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Some pages in history of rare folk toys from Ryazan Oblast, Russia (Alexandra-Praskovyinka, Demidovo and Vyrkovo)
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Some pages in history of rare folk toys from Ryazan Oblast,
Russia (Alexandra-Praskovyinka, Demidovo and Vyrkovo)

Abstract: The purpose of this article is to introduce old toy-making centers of Ryazan Oblast and their finest
craftsmen. It presents the history of folk toys, describes their role in people’s lives as a characteristic manifestation

of national culture.
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Russian peasant earthenware toys have a long-time
history. Toys comprise symbols and philosophical con-
clusions formed in earliest stages of human collective. It
should be remembered usual term “peasant clay toy” it-
self came into usage only in the beginning of this century.
At this time traditional folk toy had already lost its sacral
ritual meaning [3]. Nowadays in many Asian, African
and South American countries similar clay toys placed
on altars during various ceremonies.

In Russia and near abroad sacral sculptures begin
transforming to folk toys from the first half of XVI cen-
tury. This process had finished in the beginning of XX
century [8; 4]; thereafter clay toys as a real plaything
turn into cheap bulk commodity.

In old times ancillary crafts (such as pottery, lace-
making, wickerwork, embroidery, weaving and wood-
carving), that appeared because of poorness of the soil,
meant much for life of every Russian village in central
Russia. In areas with the presence of plastic clay deposits
people produced pottery from ancient times. In isolated
by long distances pottery centers ancient traditions and
techniques (in manufacturing, distinctive features of
tools, ways of clay production and etc.) survived for many
years [10]. Such traditions became apparent in nature of
clay toys made in many pottery centers throughout Rus-
sia. Toymaking turned into specific minor handicraft.

Toys from Vyrkovo and Alexandra-Praskovyinka are
well-known from different magazine articles and art exhi-
bitions [2; 6; 10;]. Demidovo toy is not so well-known.
In 1985 M. Nikitin managed to find some toys made

by A.L Ustinkina. A little time later author got to know
M. S. Koroleva — the last craftswoman of Demidovo
toys — and bought a set of her works.

In 1914, dozens pottery centers of Ryazan Oblast still
functioned. Since brown ware manufacturing cease in
1950-s, caused by factory made goods abundance and
government prohibition on private business, lots of those
centers became history. But some craftsmen still made
clay toys: it was easy and cheap to produce, simple to
transport, moreover, government structures have not
considered it as a serious business.

After World War IT and till 1970-s, rag-and-bone men
played very important role in folk toy tradition preserva-
tion. They came to villages for old clothes, bones, scrap
metal and etc. Most part of it was brought to them by
children, who received pennywhistles for exchange. This
way simple clay toys and pennywhistles were spread
on vast areas. We owe to these not so respectable pro-
fession people the salvation of many pottery centers
after years of revolution, war, collectivization and other
troubles of century [7].

From beginning of 1960-s interest in folk art have
soared. Museum curators, artisans and collectors sur-
veyed still functioning pottery centers, stimulated old
craftsmen activity and provided them with orders. But it
was impossible to preserve vanishing handicrafts. With
death of many older generation craftsmen clay toy pro-
duction ceased. From 1990-s toymaking moved into
big cities. Toys were mould in souvenir workshops, art
studios and junior schools.
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Till the present day in Ryazan Oblast clay toys were
made in three centers: Alexandra-Praskovyinka village,
Demidovo and Vyrkovo villages. Every pottery center
has its own special features revealing during proper study.

Alexandra-Praskovyinka toys (Sapozhkovsky
District)

Alexandra-Praskovyinka toys were made of light-
coloured (yellowish grey) clay. Village women moulded
toys, afterwards potters put it into furnaces together with
brown ware for firing. Then part of the items was coated
by green glaze and went to furnace again, while other
part was returned to women and painted in bright colors.

Fig. 1
Alexandra-Praskovyinka toy extremely archaic. It
had never entered wide market and never became sepa-
rate handicraft. Consequently, relict folk forms could not
transform under the pressure of customer preferences.

Toys made by old craftswomen M. A. Sycheva (1912)
and A.1. Zhutova (1912-1962) had kept sacral images of
abear, frog in labour pose, mysterious idol-looking dum-
mies (they called it bolwan) and many other strange crea-
tures. Human figurines made by them were placed on cir-
cular stands. Men were often pictured wearing hats and
playing accordion, and soldiers in buttoned overcoats
stood on wide coat flaps.

Image of “woman holding a bird”, so widespread in
Russia, is not typical for Demidovo toy. Here woman is
holding a pair of children. This motif can be considered
as an aftermath of ancient twin worship, primitive repre-
sentation of pagan cult (Frumkin, 1994).

Among toys made by M.1. Sycheva we can frequently
see mysterious creature with flat discal head, sometimes rid-
den by man. Craftswomen called it “Arys’” or “Rys”” (lynx).
In collection of Alexander Afanasyev’s “Russian Fairy Tales”
there is the tale “Arys™-pole” (Lynx in the field) about the
young girl, transformed to lynx by an angry stepmother
and later saved by her beloved (werewolf motif ATU 409,
AaTh 409 “Das Midchen als Wolf”). In his study (“Tales
about stepdaughter and stepmother”, 1944) A.M. Smirnov-
Kutachevsky proved that this motif is more archaic in com-
parison to famous tale about the drowned girl, turned into
water nymph. It is quite possible that further research of
this motif and its existence in Ryazan Oblast can essentially
amplify with Alexandra-Praskovyinka toy history (Fig. 1).

The lack of many widespread images is typical of
traditional Alexandra-Praskovyinka toys. Craftsmen
hardly ever made figures of moose, cow, goat and sheep,
so usual for other pottery centers. Very popular form of
toy was so-called “ulyutki” — compactly moulded small
birds (head just lightly marked, short wings spread) with

whistle or horsemen, soldiers and women (Fig. 2).

Fig. 3

All these toys were of really minimalistic, nearly ab-
stract forms. For example, the body of horseman was rep-
resented by small trunk, details were never made (Fig. 3).
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Only when craftsmen started to receive orders from
citizens (collectors and museum curators), toy figures were
provided with hands, legs, headdresses and etc (Fig. 4).

Fig. 4

Many of Alexandra-Praskovyinka toys do not have
whistle. It is obligatory only for above-mentioned ulyutki
made for selling to children.

When figurines of birds and horsemen were made,
whistle part was moulded together with the trunk and
attached by clay to the body of bird\animal. Sometimes
whistle is attached to the skirt of peasant woman, disturb-
ing well-balanced form of figure. This can be considered
as the evidence of antiquity and holiness of this image
(the Caring Godmother), but later sacred meaning was
gradually lost and craftsmen started to attach whistle to

the figure (Fig. S) [9].

Fig. 5

In 1980-1990-s, many old craftsmen died of age.
But folk toys were so popular that many craftsmen, who
never had such technical experience before, started mak-
ing it. They learned the style and plastic art of Alexandra-
Praskovyinka toys, but still were not familiar with many
archaic images, usual to craftsmen of previous generation.
In striving for diversify the range of toys they appeal to
uncharacteristic and even alien images, try to imitate other
styles, which sometimes lead to reckless negligence.

But this doesn’t concern works of famous potter
T.A. Kondrashov (1913-2012), who managed to raise
plastic art of Alexandra-Praskovyinka toys to a new level.
This skilled craftsman made small figurines of tremendous
expressiveness. These toys concentrated mythological
concepts on family and the Original Foremother (Fig. 6).

Fig. 6
Demidovo toys (Shatsky District)

Unfortunately we do not know much about this
pottery center. But it can be certainly said that local clay

toys and brown ware were even exported to neighbour-
ing Mordovia, where it successfully competed with other
pottery centers’ clay items from Tambov, Kasimov and
etc. Old villagers told that local brown ware was sent to
cities of Caucasus and Iran.

Clay toy was made not only in big village of Demi-
dovo but in neighbouring small hamlets as well. In old
times craftsmen used blue clay, which became white after
firing. Surface of such toys was coated by glaze. But in the
beginning of XX century cheaper yellow or light brown
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clay toys entered the market. After coating by white en-
gobe these toys could be glazed too. Potters preferred to
produce toys of the second type, but little can be known
about that (scarce fragments of broken toys can be found
during archeological excavations).

In 1920-s, craftsmen already started to paint yellow-
ish clay toys using bright pigments. These toys were made
by women. Later, when toymaking process changed to
mass production, craftsmen started to whiten fresh-made
toys. White surface of these toys was coloured with
bright pigments. All the lines were painted by chicken
feathers. These process reflects specific features of female
toy manufacturing.

To the beginning of WW1II mass production of toys
practically became extinct. Some craftsmen time after
time made toys on demand (A. 1. Ustinkina (1912-1985),
M.S. Koroleva (1910), A.L.Oborina (1890-1974)).
There are only 200 toys that are still remained.

The range of Demidovo toy images and motifs is very
peculiar. There’s no deer, bears or other wild animals,
but the variety of bird images is really impressing. They
can be seen sitting on horses’ withers, dogs’ and sheeps’
backs; peasant women hold birds on hands. Local turkey
species (dialect name — pyrka) image is the most wide-
spread one. Demidovo toys preserved ancient image of
bird with nestling on the back. This image frequently
occurs among toys found during archeological excava-

tions in Moscow XVII century city quarters (Fig. 7).

ve

Fig. 7
In contemporary folk toys image of this type is met
only in Chludnevo toys (Kaluga Oblast). It should be said
the same composition is typical for ritual wheat pastry
named “zhavoronki” (skylarks) made for spring celebration.

As opposed to toys of other pottery centers, Demi-
dovo clay peasant women do not hold birds under ones’
arms, but in front of the chest. Bodies of birds and ani-
mals more oblong and graceful; figures frequently deco-
rated by plume made of chicken feathers (Fig. 8).

Fig. 8

Due to the lack of iconographic material specific
character of Demidovo toy manufacturing cannot be
thoroughly researched. There are some reasons to as-
sume that in 1920-1930-s toy handicraft began separat-
ing from brown ware production and develop as an inde-
pendent cultural phenomenon (same as Flimonovo toy
or Khludnevo toy). Even if this process haven’t complete,
Demidovo toy represents the new stage in development
of folk craftsmen artistic thought.

Vyrkovo toy (Kasimov district)

Before the middle of XX century big pottery center sit-
uated in 20 kilometers from Vyrkovo village. Vyrkovo clay
toys and brown ware were widely spread among neighbor-
ing areas. These items were sold not only in Ryazan Oblast,
but also in Tambov Oblast and Kuban. There’s no evidence
of Viyrkovo toy distribution by rag-and-bone men: appar-
ently, they didn't play any role in this process.

Same type of clay was used for making Vyrkovo brown
ware and toys. All the items were fired together in one kiln:
toys were placed among earthenware or sometimes even
putinside big bowls and vessels. After first firing, toys were
covered by red-lead paint and then went to second firing.
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In case firing process took its normal course, glaze became
greenish-brown and transparent [10].

Vyrkovo toys can be divided in two different groups.
First group contains traditional goods fitted with whistle.
These toys unite all the well-known images of Russian tra-
ditional pottery centers: bear, deer, moose, horse, horse-
man, cow and ox, sheep, goat, chicken and hen, duck,
goose and etc. Usually it stands on three supporting points
and has a whistle attached to the back side of the trunk.
Forms of these toys are rather poor and sometimes naive,
bodies of animals elongated, but the legs disproportion-
ately short, protruding tail works as a whistle (Fig. 9).

Fig. 9

This type of toys “represent ancient form of folk
sculpture originated from religious cult objects” [10].

Toys of second group tend to bear photographic
accuracy and influenced by authors’ creative thought.
These toys do not possess static folk toy character. Its
complicated form depicting momentary mood, condi-
tion and movement. Among these toys appear images
not typical for old traditional handicraft: figures of la-
mas, tigers, dinosaurs and etc. These animals depict-
ed in dynamic postures: during running, turning head
and hunting. Genre scenes also can be observed: men
smoking pipes, guys playing Russian accordion, peas-
ants fighting with bears. Sometimes craftsmen made
compound multiple-figured compositions: carriage-
and-three (Russian troika), carousel and scenes of ev-
eryday living (Fig. 10).

It is obvious that in 1920-s Vyrkovo toy production
formed as a separate handicraft taken by men potters.
Traditional figurines were replaced by realistic small
sculptures that can be characterized by genre, become
more ornamental, adorned by lots of attached details;
images become more individual and custom-made. In
first quarter of XX century special style of Vyrkovo toys
came into being. New images are reconsidered, fully
developed and consolidates by common efforts of lo-
cal craftsmen.
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After World War II, Vyrkovo toy cottage industry
practically died away, but in 1970-s old potter I. L. Lis-
tov (1909-1990) decided to revive toymaking tradi-
tion, and then in 1980-s his work was continued by
potter V.P. Esin (1920-2010). By virtue of these two
craftsmen all the diversity of old Vyrkovo toys can be
appreciated now. Old potters made toys with a number
of technological breaches. They were not able to dig
deep mines for clay production, build huge kilns for
firing and etc. For example, I. L. Listov fired his toys in
small traditional bathhouse stove. Therefore his toys
had not obtained transparent surface and possessed lots
of unfused glaze sags.

V.P. Esin could not afford glaze coating and some-
times even firing of toys. Craftsman painted his toys
as if he felt shy for simple bare surface of clay. Toys
of early time are realistically painted: squirrel is red,
bear is brown. Later painting became poorer and lim-
ited to a few of strokes of the paint brush. Birds’ combs,
animal horns, muzzles and faces of people were some-
times accentuated by red or brown paint. Many of toys
made by V.P. Esin are decorated with piercings and
carvings, which is not typical for Vyrkovo toys. Accord-
ing to his request works from our collection were fired
and glazed by Kasimov ceramists Lebedevy according
to his request (Fig. 11).

Fig. 11

V.D. Esin often used details from different materials.
Muzzles of cats were decorated by whiskers made of hair,

eyes of animals were made of small beads, horses’ manes
and tails made of hemp (Fig. 12).

Some toys of this type were later fired by collectors
and inserted details had burned out (the burned marks
can be seen on surfaces of toys).

Fig. 12

Conclusion

Above-mentioned pottery centers characterize
three different stages of Russian toy manufacture
developing.

In comparison with brown ware, Alexandra-Pras-
kovyinka toy-makingis a secondary craft and do not tend
to stand apart. The tableware and toys were made of same
clay and coated by typical green glaze. Toys were mainly
made by women due to undeveloped product market.
Itis significant that toys made for selling to rag-and-bone
men had a whistle attached to trunk. As a result, Alexan-
dra-Praskovyinka toys retained archaic features.

Demidovo toys from the beginning of XX century
were made by men. Toys were moulded from white clay
and coated by glaze. In 1910-1920 toy producing sepa-
rated as a sole handicraft made by women. The need of
mass production caused usage of cheap red and brown
clay. Craftswomen started to adorn toys: coat it with
white engobe, whitewash and paint with bright colours.
On the whole Demidovo toys as opposed to Alexandra-
Praskovyinka toys had gained certain dynamics and
turned into new stage of peasant toy manufacturing.

Vyrkovo clay toy production went it’s own special
way. In first quarter of XX century it started to trans-
form into independent handicraft existing in parallel to
pottery. Brown ware and toys were made by the same
craftsmen from the same clay and undergo same process-
ing. Potters spread goods throughout vast territories in-
cluding big cities on their own. Vyrkovo toys gradually
lost whistle part and increasingly tend to imitate compli-
cated genre sculpture. Country pottery became special-
ized on producing of small form sculpture: clay figurines
were intended for sale to city customers.
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As aresult of latest achievements of scientific techni-
cal progress, there have been radical changes in art. New
technologies have had strong impact on the dynamic of
artistic process development. Our systematic studies have
partially answered the question: what have new technolo-
gies brought to art? Due to the interaction of informa-
tion and communication technologies, the level of tech-
nologisation of art and estheticization of technologies is
growing [1; 2]. From the point of formation in art, these
processes lead to the penetration of purely technological
forms into artistic sphere, which, in turn, is an esthetic
stylization [3]. Art experts analyze modern tendencies in
the dynamic of artistic process development.

The history of mankind is rich in facts of widespread
and multifaceted interaction of technology and art.
Due to uninterrupted development of technology and
art, they interact dynamically. At different stages of his-
tory, the nature of interaction of technology and art has
changed qualitatively. XXI century is notable for immedi-
ate reaction of art to technological novices. For instance,
such is the case for Motion Capture technology in film art.

Motion Capture technology allows to digitize the
movements of an actor and use them to manage three-
dimensional model of a character. There is a short but in-
teresting history of Motion Capture technology.

The first complexes of Motion Capture were op-
tical [4]. The principle of their work was as follows:
light emitting diodes (LED) and ordinary reflecting

materials were attached to an actor’s body in the places
of articulations and joints; then, the movements of the
figure were recorded on camera. To obtain a three-
dimensional image, the actor was recorded on two
cameras from different angles. Combining the coordi-
nates of the same light emitting diode obtained from
two cameras, one could calculate the exact location of
a spot in space. Such optical systems were quite slow
and inaccurate. Moreover, the recorded material re-
quired additional processing and filtration.

However, the systems of technical and software sup-
port of motion capture (for instance, creation of Vicon
MX System-2013 CaraPost-Programme or Gaia-Microsoft)
and an actor’s mimic for further transfer to 3D model of
a character improved with time.

It should be noted that the given technology was
actively implemented for the purpose of visual study of
kinematics of an organism and defects of muscular sys-
tem in medicine [S], choreography [6], theater [2; 7] as
well as performance [8].

Qollum (performed by Andy Serkis) from the film
«The Lord of the Rings» by Jackson Peter (2002-2003)
was the first outstanding imaginary character created by
this technology. It was followed by «The Polar Express>
by Robert Zemeckis (2004), the first movie where Motion
Capture was used for all characters. Film critics unani-
mously noted that «The Polar Express» was the point
of transition from analogue to digital film [9].
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The overlook of scientific literature on art aspects
of application of Motion Capture technology in film
art shows that «Avatar> by James Cameron is the best
example of a complete realization of the director’s cre-
ative design. According to Cameron, he was inspired
by science-fiction books read in childhood. Cameron
characterized «Avatar> as «a fantastic story taking
place on a different planet in two hundred years>» and
«old style adventure in a jungle with environmen-
tal implication opening to a mythic level of narration».
It was required to create a beautiful world on Pandora
and actors’ facial expressions and mimic by artificial
means. It was realized due to the use of many innova-
tive technologies on creation of visual effects as well
as a wide use of Motion Capture technology. The in-
formation about facial expressions collected with the
help of cameras was transferred to a computer and
converted into 3D-fomat.

Undoubtedly, technical and software support of
the shooting enabled James Cameron to fully render
the actors’ performance by their digital format. Ac-
cording to Lisa Fitzpatrick, «Avatar» received posi-
tive reviews [10].

Conclusion. In conclusion, we would like to empha-
size that we are interested not so much in the technical
side of a film creation as in the impact of motion capture
technology on the dynamic of artistic process develop-
ment during the realization of a director’s creative design.
The analysis of the technological chain of Motion Capture
allowed discovering the following important regularities
ofan artistic process of creation of such synthetic, hybrid
works as «Avatar»:

1) «Avatar» is an art product of synthetic film art in
high-tech style created by hybridization of computer
technologies of Motion Capture and film.

2) The shooting with the use of motion capture tech-
nology continued for 31 days, i.e. one month, but the
recorded material converted into digital format was pro-
cessed for several months. That means that artistic process
was mainly realized not at the film set, but at the virtual
level during the processing in supercomputers.

3) Motion Capture enables the director to use cap-
tured motion in 3D-format unlimited number of times
and view it from different angles.

4) Motion Capture allows the director choosing
any costumes and make-up; changing color and loca-
tion of mountains, trees, sky etc.; changing time of the
day (night, morning, evening, twilight etc.) — basically,
channeling the artistic process as required.

S) Motion Capture enables the director to create
(or form) mass scenes based on the performance of sev-
eral actors. This opportunity is realized in the 2014 film
«Dawn of the Planet of the Apes>.

Thus, summarizing all the above stated, one can note
that the conception and development of motion capture
technology had a strong impact on many spheres of mod-
ern art. The brightest example of the impact of Motion
Capture technology is observed in film art. However,
film art and technologies develop in the conditions of
mutual influence and interdependence, as it was estab-
lished by us during the dissertation research [1; 2]. The
needs of the film art of avant-garde film directors largely
stimulated the improvement and further development of
motion capture technologies and their software.
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Menogpama B yKpanHCKUX My3biKanbHbiX unbmax 1930-1960-x ropos

AHHOTaIII/IH: B crarpe IIpOaHAAN3HMPOBAHbI 0COOEHHOCTH HCITOAB30BAHUS JIAEMEHTOB MEAOAPaMbI B MY3bIKAABHBIX

KUHOQHAbMAX, CHATBIX HAa YKPAaUHCKUX CTYAMSX B 1930-1960-x ropax. 3aTpOHYTHI BOIPOCHI HAOAOTHH, KOTOPAsI
PperaaMeHTHpPOBaAA M TPAKTOBAAA B TO BpeMs YKPaHHCKYIO KyABTYPY.

KaroueBble cAOBa: YKPaHHCKHIT KUHEMATOTpad, yKpauHCKasl KYABTYpa, MEAOAPAMa, MY3bIKaAbHBIM QUAbM, HAE-

OAOTU, I/IAeHTI/I(l)I/IKaI_II/IH.

ITeproa 1930-1960-x roa0B XapaKkTepeH AASL BCETO
COBETCKOTO KMHeMAaTorpada IOBbIIIEHHBIM HHTEPEeCOM
K XKaHPOBOMY, ITOITyAspHOMY KMHO. HecMoTps Ha To, uTO
MEAOAPaMa CYMTAAACh SIBAGHHEM IepuepuiHbIM, eé
3A€MEHTbI KOCBEHHO, 3aByaAUPOBAHO HCIIOAb30BAAKCDH B
CTPYKTYpe HOIyASPHBIX KHHOPHUABMOB, BOCOOEHHOCTH —

MY3BIKaAbHBIX KapTuH. LleAb AaHHOTO MccaepOBaHUSA —
H3y9HTh OCOOEHHOCTH PYHKIJMOHHPOBAHUS YKA3aHHOM
OCOOEHHOCTH B YKPAUHCKUX MY3BIKAABHBIX (UABMAX
1930-1960-x roA0B, a TaKKe IPOAHAAUHPOBATH CLIOCOOBI
BAsHMSA HAeoAormdeckux AOKTpuH CCCP Ha Bomaome-
HM€ 9CTeTUYeCKUX IPUHITUIIOB KUHOMEAOAPAMBL
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AASL COBpeMEHHOTO YKPaMHCKOTO KHHOIIpOIlecca
BOIIPOC >KaHPOBOTO, MOITyASIPHOTO KUHeMaTorpada siB-
ASIeTCSI HACYIIHBIM, TPeOYIOWNM IIPAKTHIECKOTO pas-
pelnreHHs. AKTYaAbHOCTb HCCAGAOBAHUS TIOATBEPIKAQET
paKT HEAOCTATOYHOI Pa3pabOTKH BOIIPOCA MEAOAPAMA-
THYECKOTO AICKYPCa B OT€UeCTBEHHOM KHHOBEAECHUIL.

Bormpoc $yHKIIMOHMpPOBAHMSA >XAaHPA MEAOAPAMbI
B COBETCKOM U 3apyOeXHOM KuHeMarorpade paccma-
TpuBaAu KuHOBeAbl H. ApiMimury («CoBerckas KuHO-
MeAOApaMa Buepa M CEeTOAHS», «Ilop dyuM nMeHeM
(MeTtamoposbt Meaoppamst) > ), SI. Mapkyaan («Kumo-
meroppama. duabm yxacos» ), C. Opeitanx («Teopus
kuno: O Jif3eHmTeriHa AO TapKOBCKoro») , Y. IInaoBa
(«O MeAOoApaMe »). Cpean yKpaMHCKHX CIIEIIHAAUCTOB
9TOT XKAHP PaCCMATPHBAACS AOKAABHO, B KOHTEKCTe 00-
11efi mpobAeMaTHKH YKPAUHCKOTO KMHeMaTorpaga ompe-
aeaénnoro mepuopa: C. BeSKAyGeHKo (<<BiAeOAOI‘i$I:
OcnoBu Teopii exkpanuux mucrents>» ), C. Tppimbau
(«Karactpodu aes’sHOCTHX> ), B.CrypaTuschkbrit
( «Ykpaincoke KiHO Bip 1960-x a0 cpboroaHi. ITpobae-
Ma BIKHMBaHHS> ), O. Mycuenko («YkpaiHcbke KiHO:
TekcTu i KoHTekcT> ), Y. 3y6asuna («Kinemarorpad
He3aAeXHOI YKpaiHu: TeHAeHIlil, piAbMH, 110 cTari> ) u Ap-
B coBpeMeHHOM OTeueCTBEHHOM KHMHOBEACHHH, KaK U
AO 9TOTO, B COBETCKOM, BCe €lIé CYLIeCTBYeT IpeAyhex-
AEHHBIH B3TASIA Ha MeAoppamy. OHa mpenMyIiecTBeHHO
BOCIPUHMMAETCS KaK KaHP C yIIPOIIEHHBIM B3TASAOM Ha
JKU3Hb, He CTOSIIIUI OTACAbHbIX HAYYHBIX HCCACAOBAHHIL.
B crarbe mpepAOIKeH HHOF ITOAXOA K TPO6OAeMe BAUSHUS
IPUHIIUIIOB MEAOAPAMBI HA YKPAaUHCKUH KuHeMaTorpag.
M3yJas TeHACHIMIO TPaHCYOPMAITMU YKPAHHCKOTO My-
3bIKaABHOTO $prAabMa 1930-1960-X roA0B, AQHHOE HCCAe-
AOBaHHe aKIIeHTUPyeT BHUMaHHe Ha UX MEAOAPAMATH-
9eCKOM COCTABASIIONIEH, a TAKKe IIPOOAEMe OTPaXKeHHUSI
YKPaMHCKOM TeMBI B 9TUX KHHOACHTAX.

B 1930-e ropp1 0 MeAOApaMe COBETCKOE KHHOBeACHHE
YIIOMHHAAO BCKOAB3b U B Cyry60 HEraTHBHOM 3HAYEHMUHL.
OTOT )aHp He YKa3bIBAACS B AaHHOTAIJUAX, HA AQUIITAX KH-
HOPHABMOB. KyABTYpHAsI AOKTPHHA TOTAAUTAPHOH STIOXH
A€AAAQ AKIIeHT Ha NPHUHIUIIAX ITAPTHHHOCTH U HAPOAHO-
CTH B UCKyCcCTBe. MUpPOBOCIIpHSTHE MEAOAPAMBI BCE AMY-
HOCTHBbIE ITIOPBIBBI M YCTPEMACHHS CBOAMAO He K YYBCTBY
KOAAGKTHBU3Ma (KaK OAHOMY M3 OCHOBOTIOAATAFONIHX
(aKTOPOB COLMAAMCTUYECKON HACOAOTEMBI), @ K HHAH-
BHAYaAbHOMY OIIBITY, AUYHBIM IepeXuBaHuAM. IMeHHO
B BUAY PACXOXXAEHHI B TPAKTOBKE IOHATUN AUXOTOMUHI
001eCTBeHHOE /YaCTHOE HAEOAOTaMU KOMMYHH3Ma XKaHP
MeAOAPAMBbI ObIA pAKTUIECKU [IPEAAH OCTPAKU3MY, a e€ sIp-
KHe IIPOSIBAEHHS B UCKYCCTBE IIPUPABHEHBI K ITPOSIBACHHIO
«MEeAKOOYP)Kya3HOT0>, IPIMUTHBHOTO CO3HAHUSL

Ha npakTuke MeAoApaMa IPOAOAYKAAQA CYIECTBOBATh
U AdXKe IIOMOTaAd BOCIIEBATh COLUAAMCTUIECKUMI CTPOM.
«OpueHTanus Ha ITHPOKOTO 3PHUTEAS], IPOCTOTA U SIC-
HOCTb U3AOKEHNSI, BHUMAHHUe K IIPOCTOMY YeAOBEKY 00y-
caoBuAH B 1930-e ropb! o6paieHre KUHeMAaTOrpaguCTOB
K Meropapame> [ S, 19]. Bcmomunm kapTusst U. Ibippesa,
CHATBIE Ha CTYAMM «YKpauHPUAbM> B 1930-x ropax —
«DBoraras HeBecTa» u «Tpakropuctsr». QabyapHast
KOHCTPYKIHSI 9TUX KapTHH IIO3BOASIET TOBOPHUTH 0O
ux ¢poAbKAOpHBIX KOpHAX. M. TypoBckas uccaepoBasa
aTy TeMy B TBop4ecTse M. IIpippeBa u KOHCTaTHPOBaAa,
4TO M3 CKA304YHOM, POABPKAOPHOM TPAAMILIUH OH U3BAEK
OCHOBHYIO CTPYKTYpPy — pPa3BUTHE AEHUCTBHUA depe3
Iperpasbl — K CBapbbe [7, 119]. Meaoapamarusm u
CKa30YHOCTD 3A€Ch MOT'YT PacCMAaTPUBAThCs KaK CHHO-
HUMHYEeCKHe IIOHSITHUSI, TAK KaK UMeIOT 00611511e MOp$OAO-
rUdecKre OCHOBbL. MeAoApaMaTHYeCcKHe aTpUOYThI 9TUX
KapTHH, TakHe KaK YeTKOe pa3AeAeHHe Ha IO3UTUBHbIX
U HEeTaTHBHBIX NePCOHaXKeH, Ijelb Iperpaa, KOTopble
IPEACTOUT IPEOAOAETD T€POSIM, «3a0YHASI>»> BAIOOAEH-
HOCTb, CITaceHue OyAyIell HeBeCThI M, HAKOHELl, CBaAb-
6a, cTaAr GaKTOPOM 3PEAUIHOCTH U YBAEKATEABHOCTH
aTUX GpUABMOB. TaroKe HACOAOTHIECKASI AMAAKTHKA ObIAA
TOXXAECTBEHHA U HAMBHO-CKa309HOMY, H MEAOAPaMaTH-
4eCKOMY ITOHUMAHUIO AFOOOBHBIX OTHOLIEHHI KaK BHe-
MHAUBUAYAAbHBIX, KOTOPble MOTAH IPOU3ONTH TOABKO
MEXAY HA€AAbHBIMHU I'ePOSMH — AYYIIUMU M3 AYYIIIX (8
AQHHOM CAydae — MeXAY HepeAOBI/IKaMH).

YIIOMsIHy ThIe KAPTHUHbBI AQBHO U O€3aIIeAASIIIOHHO OT-
HeCeHbI K )KaHPY My3bIKaAbHBIX KOMEAUH: AeHICTBUTEABHO,
B HIIX MHOTO MY3BIKH M KOMHYeCKUX ITepurneTrii. CeropHs
MOYKHO IPEATIOAOXKUTD, YTO IMEHHO 3TOMY XKAHPY OTAQ-
BaA npeanioureHye M. CraAus, u, COOTBETCTBEHHO, COBET-
CKHI KHHO3PHUTEAD TaK Xe AOAXKEH OBIA 3aPsDKAThCS [I03U-
THUBHBIMU 3MOLIMAMH OT OCO3HAHMSL, YTO ITECHS <« CTPOHUTD
U KUTH TIoMoraeT>. Ho He BUAETh MeAOApaMaTHYECKYIO
COCTABASIIOIIYIO B COBETCKUX MY3bIKAABHBIX AeHTaX «Be-
céable pebsiTa>», «Llupk>, «Boara-Boara» I. Aaekcan-
ApoBa, B koMeAsix M. ITbipbeBa 6b1A0 ObI HEIIPABUABHBIM.
CaoBa u My3bIKa UX IIeCeH, KOTOPbIe CTAAM HEBEPOSITHO
IOITYASIPHBIMH, TaK K€, KaK M CaMH CIOXeTbl QUABMOB,
CO3AQHBI HA OCHOBE HHTHUMHbIX [I€PeXXUBAHHIT, ADOOBHBIX
BOAHEHMI, POMaHTUYECKUX ITEPUIIETHIL.

B yxpanHCckoM KMHOBEAGHHH CETOAHS BCTPEYaIOTCs
KpUTHYECKHe 3aMeJaHusl, C KOTOPbIMU TPYAHO He CO-
TAACUTDbCS, IMEHHO B aApeC «YKPaMHCKOCTH> QHUABMOB
. ITerppeBa. He ymaass ux xypoxeCTBEHHBIX AOCTO-
MHCTB M TAAQHTA PEXUCCEPA, COTAACUMCSH C TEM, YTO €ro
KapTHHBI, KaK U APYTHe, B KOTOPBIX UCIIOAb30BaH «Ha-
ITMOHAAbHBIN KOAOPHUT> YKPaUHbI, IPSMO HAM KOCBEHHO
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BBIIIOAHSIAH BIIOAHE OIIPEACAEHHBIN FOCYAAPCTBEHHBIN
3aKa3 [0 HMBEAMPOBAHUIO HAIIMOHAABHOM CAaMOHMAEH-
TUQPUKALIMHI YKPAUHCKOTO KuHO: «Hudero cobcrBeHHO
YKPaMHCKOTO B 3TUX ITPEKPACHBIX My3bIKa AbHBIX KOMEAH-
SIX He OBIAO < ...> B HUX 3By4aAu KpacuBbIe IIECHH — HO
He yKpaMHCKHe, B HUX UTPaAM IIPeKPACHbIe aKTEPBI — HO
He YKPauHCKHe, C 9KpaHa CXOAUAM B HAPOA OCTPOYMHbIe
LIYTKM — HO He yKpauHckue» |2, 310].

DuAbBMBI, B KOTOPBIX MOTAQ 3BY4YaTb YKPaHHCKas
peyb, yKpauHCKas IIeCHs, CO3AaHHbIe Ha KAACCHYEeCKOM
AUTEPATyPHOI OCHOBE IIPEUMYIIIeCTBEHHO AyOOUHBIMU
MeTOAAMH, IIepPeAABAAM YKPAUHCKUI KOAOPUT: CTECHH-
TeAbHbIE BAIOOAEHHbIE, MY>K-TIOAKAOAYYHIK, CBAPAHBASI
>KeHa, CBOEBOABHASI MaTh U T. A. My3bIKaAbHasI KOMEA,
cospanHasg mo npoussepernio H. foroas «Copounn-
ckuit sspmapok> (pex. H. Okk, 1938 1.), Takske He 060-
maack 6e3 aaeMeHTOB MeAOApaMsL 1o cyTi KOHGAUKT
IIOCTPOEH IO KAACCHYEeCKON MEAOAPAMAaTHYeCKOM cxe-
Me — CYACTBI0 BAIOOAEHHBIX IIPEIITCTBYET 3Aasl MaYexa
AeBymky. KoMUYHOCTH QUABMY IIPUAAIOT OTHOLICHHS
Madexy U OYAYIIero 3sTsl, a TAKKE BCEBO3MOXKHbIE YAOB-
KH, Ha KOTOPbIE HAET IapyOoK, 4TOOBI HECTOBOPUYMBASI
XuBpsi Aara paspernenue Ha 6pak. Kommosurop f1. Cro-
ASIp CO3AAA HE TOABKO OTAEAbHbIE My3bIKaAbHbIE AUBEp-
THUCMEHTBI AU ApUH ITePCOHAXKEH, KaXKeTCs, My3bIKa 3BY-
YUT NOCTOSIHHO, OHA CO3BYYHA HACTPOEHMIO repoeB, Kak
Y [TeM33KH, CTUXUS IPUPOADBL: BETEP HaA PEKOM, YEpHbIE
obaaka mepeparoT TocKy ITapacku o Aro6uMoMmy, cBou
00AB U IpycTh OHa BhIpakaeT B mecHe. Koraa sxe K Heit
MOAXOAMT I'PHIIbKO, KAAP HATTOAHSETCS CBETOM, U 3BYYHT
AMpHYECKas Ma>KOPHAs KOMIIO3UITHSL.

Bce e, HecMOTps Ha HaAUYMe B 3TOT IIEpUOA GUAD-
MOB C TaK Ha3bIBaeMbIM «3JAEMEHTOM HapPOAHOM KyAb-
TYPbI>», TaKasl TEHACHIHS B KHHO «TPAHCKPUOHPOBaAa
YKPaUHCKYIO KYABTYPY IPeXAe BCEero B AGKOPaTHBHOM
HAM 9THOTpadUUECKOM AyXe>, — OTMeYaeT YKPaHHCKHUH
kuHoBep C. TppiMbad, — «<...> CO3AQ€TCsI BIIEYaTAe-
HHe XOPOIIO B3BeIIeHHOM rOCyAApCTBEHHOM IIOAUTHKH,
HAIIPAaBAEHHOM HA TO, YTOOBI HAIJOHAABHASI KYABTYpa
HOSIBASIAAC TAQBHBIM 0OPa3oM B CBOEH “IIAPOBAPHON U
IPOCTOBaTOM UnocTacu> [6, 61].

MeaoapaMa B yKpauHCKUI MY3bIKAAbHBIM PHADM
CHOBa IIPHUIIAQ Y3Ke TTocAe cobbrTuit 1953 roaa. dmuso-
AMYECKH MOXKHO OBIAO HAOAIOAQTD BIIOAHE MEAOAPAMATH-
9eCKYI0 AFOOOBHYIO AMHUIO B KAPTHHAX TaK HAa3bIBAEMO-
ro «0ecKOHPAUKTHOro>» UCKyccTBa. K TakuM MOXKHO, B
4acTHOCTH, oTHecTH «IIleapoe aeTo> (pe>1<. b. bapner,
1950 r.). OUABMBI STOTO HAMPABAEHHS TTPOAOAKAAH
BBIIIOAHSTD COITMAABHBIM 3aKa3 [0 AGMOHCTpPALIUH IIpe-
HMYIIIeCTB COIIMAAMCTUYECKOTO CTPOsl, U IPOTHBOPEYHs

MOTAHM BO3HUKATh AWIIb HA IIOYBE YAYULIEHHUS 1 6€3 TOro
yAyunreHHOM ku3HU. M BcE xe MexAy conobs3aTeAbCTBa-
MM U COLICOPEeBHOBAHMAMM IIEPCOHAKU YMYAPSAUCD BAIO-
6asTbCs (HarpUMep, B OPTPET MePEAOBHYKH B rasere),
peBHOBaTb, COMHEBATbCS B UyBCTBaX. FIMEHHO 9T «IIIeK-
CIIUPOBCKHUE CTPACTH > IPUAAAU CIOKETY AUHAMUKY, MH-
Tpury. CAOBa AI0OBH, BbIpOsKeHIE COMHEHHI, COXKaAEHHIT
U TOCKU IIePeAABAAUCDH B pUAbME HCKAIOUUTEABHO Yepe3
IecHIO. B rieceHHO1 10331 6P COHAXH [I0-0COOEHHOMY
UCKPEeHHH, TPOTaTEAbHBI, U AAXKe PACKOBaHbI, IOTOMY YTO
[I03BOASIIOT cebe He AyMaTh O HAAOSIX, IOBECTKE AHA K T. A.
(Mysbiky K ¢puabmy Harmcaa I XKyKkoBckuit, TeKCTbI Tie-
ceH — A. Maapbmiko).

B 1950-1960-x ropax B COBETCKOM KMHO HadaAa
[10-0COOEHHOMY OCBEIAThCS TeMA AFOOOBHBIX OTHOLIIE-
HUIL. AO 9TOro BpeMeHH KMHeMaTorpad Kak OyATo He
MHTEPeCOBAACS TaKMMHU YEAOBEYECKHMMHM KauecTBaMH,
KaK IIOHUMAHHe, COYyBCTBHE, IIPOIIEHHe, B 0COOEHHO-
CTH, KOTAQ Pedb IIAA O CYAbOAX IIOKUHYTHIX My>XYHHAMU
sxeHIUH. «Cepalie, AyIia, O KAKUX OBIAO KaK-TO HEIpH-
CTOMHO BCIIOMHMHATD, BAPYT OKa3aAUCH B IJeHTpe BHHMa-
HUA < ... > Ha axpaHe nosBHACS IPUHIMITHAABHO HOBBIM
‘Avpuyeckuil” repoi <...> AUPUYECKUM ero OKpPecTH-
AH He TOABKO 32 €TI0 HeOOBIKHOBEHHO YyBCTBHUTEABHYIO,
9MOLIMOHAABHYIO HATYPY, @  OOABIIOE KOAUIECTBO IIpe-
KPaCHBIX [TIeCeH, KOTOPBIE OH IeA C 9KPaHa> [3,81-82].

B yxpanHckoM KMHO IO3AHEe, CPaBHUTEABHO C KH-
HOTeHAEHI[Uel IeHTPaAbHBIX CTYAMI, TOSIBUAUCDH QUAD-
Mbl, KOTOpbI€ CETOAHS BIIOAHE MO>KHO OTHECTH K SKaHpPy
MeAOApaMbl. B 0co6eHHOCTH A€HTbI, B KOTOPBIX My3bl-
Ka 6bIAQ BOXKHBIM JKaHPOBBIM KoMroHeHTOM. KapTuHa
«/Aesymka c masika» (pex. . Kpuxyn, 1956 1.) emgé ne
ObIAQ AHIIEHA HAPOYUTO MOPAAU3ATOPCKOM TPAKTOBKU
CIOXKeTa — MOAOAOM YeAOBEK OTBepTraeT AeBYIIKY, Y3-
HaB O ee HeITPeCTIKHOM npodeccuy, B uHAAe UIMEHHO
OHa cracaeT eMy >ku3Hb. Ho MeaoppaMa mpocTymaer B
XapaKTepUCTHKAX IIepCOHaXeH, TPaKTOBKe UX ITOCTYTI-
KOB. L]eHTpaAbHbIN KOHPAUKT IOCTPOEH Ha AFDOOBHOM
TPEYTrOAbHHKE, 4 AAAbHEHIINe COOBITHS PACKPHIBAIOT
KPacoTy AyLIM FAABHOM repouHu — Mapuu, cMoTpu-
TEABHHI[BI MASIK, X KOPBICTOAIOOE, 4€PCTBOCTD MOAO-
AOTO KaIlUTaHa, y KoToporo ¢ Mapueit 6b1au AT06OBHBIE
OTHOIIIEHUS.

Meaoppama IpeArioAaraeT UMeHHO TaKO¥, TAYOOKHIL,
HO MCYepIraeMblil KOHPAUKT. B dunasre aeBymka paso-
4apOBBIBAETCS B YEAOBEKE C MEIJaHCKUM MHPOBO33peHH-
eM. M0AOAO#T KanuTaH, a 0COOEHHO ero ceMbsi, B prAbME
UCITOAHSAU QYHKITHIO MEAOAPAMATH4eCKOro KOBApHOIo
AHTArOHMCTA, ACHCTBHUSA KOTOPOTO BAGKYT CepbE3HBIE I10-
CAEACTBHSI AASI C4ACTAMBOTO PA3BUTHS COOBITHIA.
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DUABMBI-MEAOAPAMBI C AETKUMHU KOMUYHBIMH 3¢-
peKTaMu, KOTOpbIe AOTHYHEee OBIAO ObI OTHECTH He K
KOMEAMIHOMY, a, CKOpee, BOAeBUABHOMY JXaHPY, BCE
emé IPOAOAKAAM UMEHOBAaTh MYy3bIKAAbHBIMH KOMe-
AusMH. MeAoppaMaTHyecKuil NMPUHIUIT «<HCIpaBAe-
HHSI AFOOOBDBIO>» HCIIOAB30BAH B AMPHYECKON KOMEAUH
«Yepromopouka» (pex.A. Kopenes, 1959 r.). Tpauc-
PopManus MPOUCXOAUT ¢ 0O6Pa3OM TAABHOM TepOHHH,
Codun, — AeBymKH, KOTOpast UMeeT KPACHBYIO BHEII-
HOCTb, BOAIIEOHDBIN FOAOC M MeYTaeT CTaTh IIeBUIIeH B
A>Ka30BOM OPKECTpe, XXeHHX e IIbITAeTCS OTTOBOPUTH
e€ OT «HempucroiHoro» 3anaTus. Hacaeays Bce-
BO3MOXXHbIE€ HMAECOAOTHYECKHE AO3YHIU-CAOTaHbI TOM
3TIOXH, TAABHAs MAesl PHAbMA BhIpa’kKeHa B ITOMCKE CYa-
CThsI B TPyAe Ha 0Aaaro obmecTBa. PazoyapoBaBmucs B
AETKOMBICAEHHOM pelepTyape AXa30BOTO OPKecTpa,
Co¢ust Bo3BpalaeTcsi AOMOIL, B pbI6COBX03, X TOABKO
TaM, 6e3 KaOAYKOB M MOAHBIX I00OK-TIa4eK, B Oymaare
U Pe3MHOBBIX PYKABHUIAX, YYBCTBYeT Ce6s IOAHOCTDIO
CYACTAUBOM.

IIpepanHOCTD HacTOSANIEMY MCKYCCTBY COEAMHHMAQ
repoes ¢puabMa «['0ABI MOAOABIE> (pe>1<.A. Munrypus,
1958 r.). FOubIM abuTypreHTaM TeaTpasbHOTO UHCTH-
TyTa He XBaTaeT CMEAOCTHU IPHU3HATbCA APYT APYTY B
Ar060BH. YT06bI y3HaTh 0 uyBcTBax Cepresi, Becéaast u
akcueHTpruHas HaTaaka rmeproandecKu BHIAAET ceOst
3a cBoero Opata u cranoButcsi Apyrom Ceprest. Boae-
BHABHBIN ITPUEM TPaBECTUPOBAHU IIPUAAA STOM BIIOAHE
6eCKOHPANKTHOM HUCTOPHU CIOKETHOEe pasHOObpasue,
ATOOOBHASI AMHUSI IIPHOOpPEAa BBIPA3UTEABHOCTD U ApPa-
MaTtusM. I Bcé sxe Hanboaee CUABHOI SMOILIMOHAABHOI
AOMHWHAHTOM 9TOM AEHTBI CTaAd MMEeCHSI — 06pameHHe
K MaTepH, KOTOPYIO MPOHUKHOBEHHO U MCKPEHHEe MC-
TIOAHSIET TAABHbIN repoil. Ilapens ¢ AoHeTunHbI epeT B
KueB ycTpauBaTh CBOIO KM3HD, HO B IIyTH OH BCIIOMH-
HaeT IIPOLIAOE U pa3MbIlIAsieT O OyaymeM. «ITucHs mpo
PYIIHBIK>, HATMCAaHHAS T03TOM A. MaABIIIKO ¥ KOMIIO-
sutopoM I1. MaitbopoaO#i, cTaAa BIIOCAEACTBUH OY€Hb
MIOITYASIPHOM U SIBUAACH, TIO3KAAYH, TAABHBIM MEAOAPaMa-
THUYECKUM KOMIIOHEHTOM pUAbMA.

B cepeanne 1950-x ropoB, coraacHo pacmopspke-
HUIT IIAPTUIHOTO PyKOBOACTBA B 0OPa30BaHMUMU, KYABTY-
pe, ocoboe BHUMaHHUE YAEASETCsI pYHKIIMOHHPOBAHUIO
YKPaHHCKOTO s3bIKa. CTOMKOCTD <« YKPAaWHH3AL[UH >
obecrieunBaAaCh MUHUCTEPCKIM KOHTPOAEM 32 COOAIO-
ACGHHEM MapPUTETHOCTH YKPAaUHCKOTO M PYCCKOTO SI3bI-
KOB 0€3 9CKAAALIMH UX IPOTUBOCTOSIHUSL. YKPAHHCKOMY
«MaTepHaAy >, yKPauHCKOMH ITeCHe, A3bIKY Ha 9KPaHe yae-
ASIETCSI HEBUAAQHHOE AO 9TOIO BHUMAaHHUE. TO AAAO KO-
AOCCAAbHBIN PE3YABTAT B AMTEPATYPHOM, My3bIKaAbBHOMI

KU3HU YKpanHbL. KoAnuecTBO My3bIKaAbHBIX QHUABMOB,
MEAOAPAM B Te TOABI, KOTOPbIE TaK Ka’KAAA BUAETD YKpa-
MHCKUH 3pUTEAb, HECPAaBHUMO C TIOCACAYIOIIUMH IIePUO-
AAMH B MICTOPUH YKPAaUHCKOTO KUHeMaTorpada.

YkpamHCcKkas TeMa HalllAa MaKCMMaAbHOE BbIpajke-
Hie B Meaoapame C. ITapapsxaHoBa «YKpamHCKas par-
copusi» (1956t.). B aroi KapTHUHE, KOTOpasi 0e3 OIacKu
MOJKeT OBITh OTHECEHA K XXaHPOBOMY KuHeMarorpady,
eAe YAABAMBAETCS IOITHYECKU-CHMBOAUYECKOE MBIII-
AeHHe aBTOpa «TeHeil 3a0BITBIX IIPEAKOB> (1964 1.).
My3bIKaAbHBIMH AMBEPTHCMEHTAMU, SPKUMH KPacKaMH,
HEeO)KMAAHHBIMHU KOAAM3USAMM KapTHHA CKOpee HallOMH-
HaeT MHAMNCKYIO KHHOIIP OAYKIIMIO, TAKYIO IIOITYASIPHYIO
B Te TOABL: [IEAOMYAPEHHbIe CBHAQHHSI BAFOOASHHBIX Ha
IAeHepe, poOKye IPU3HAHYS B AFOOBH, BOWHA, Pa3AyKa,
PeBHMBBIN CONEPHUK — BHEHCTOpPUYECKHE CIOKeTHbIe
9AEMEHTbI, KOTOpPbIe B Pa3HOOOOPA3HBIX KOMOUHAIIU-
SIX U BAPHAIMSX SBASIOTCSI OCHOBOM MHOTOYHCAEHHBIX
MeAaoppaM. CoOBITHS OTe4eCTBEHHOI BOMHBI He TOABKO
KOHKPETU3HUPYIOT OOCTOSITEABCTBA, HO U CTAaHOBSITCS
OCHOBHOM KOAAM3HUEH, KOTOPasi AeAaeT HeBO3MOXKHBIM
CYACTAMBBIN QUHAA AASI BAFOOAEHHBIX.

[Tapap>kaHOB B3SIACS (AU BBIHYKAEH ObIA B3SATHCS)
3a AOBOABHO CAaOBIit crieHapuil A. AeBapbl, «CAAObII
KaK C TOYKH 3PEHHUS HATIOAHEHHOCTH )KM3HEHHbIMH Ha-
OAOAEHHSIME, XOTS OBI KAKOH-TO OIMPeACAEHHOCTH Xa-
PaKTepOB, TAK U C TOUKHU 3pEHMsI 9IAeMEHTapHOM CBA3aH-
HOCTH XapaKTepOB> [4, 156]. AeficTBUTEABHO, 06pasbr
TAQBHBIX F€pPOeB U3AHIIHE HACAAUSUPOBAHbI, U IIOTOMY
CXeMaTHYHBL. B $pmabMe MHOro HaMBHBIX, Aa>Ke Hapo-
YUTO HEepPeaAbHBIX AIIU30A0B, KaK, HaI[pUMep, ClieHa B
pa3zboMOAEHHOM HEeMELIKOM 3aMKe, TAe TAABHbII Fepoii,
IIMAHUCT, UTPAeT AAS U3MY4YeHHBIX OoioB KpacHoit
apmuu beTxoBeHa, a Te cAymIaoOT ero ¢ OAyXOTBOPEH-
HBIMHM M ITPOCBETAEHHBIMU AUIIAMH, 3aTeM (aIIUCTHI
IIOBEAYT Ha PacCTPeA COBETCKUX COAAAT, a OHM CBUCT
IOyAb OYAYT 3arAymiaTb IIeHHEM YKPaHHCKOH IIeCHH
«PaBa Ta CTOTHI... », HICIIOAHEHHO! ITOCTaBAEHHBIMH,
aKaAeMHYeCKHMHU ToAocaMu. Meaoppame AeHCTBH-
TeAbHO IPUCYIe HACAAU3HPOBAHHOE, HECKOABKO Hau-
BHOe MupoomymeHue. IlaTeTusuposanHble akIjeHTbI
HEKOTOPbIX CIOXKETHBIX MOMEHTOB SIBASIIOTCSI COCTABASI-
foledt criefud UKy 9TOro XxaHpa. Tak e, Kak U 00s13a-
TeAbHO HaAMYHe AaHTAarOHUCTA, KOTOPBIH IPenaTCTBYeT
CYACTBIO TAABHBIX repoes. TakosbM B puabme C. ITa-
PaAKAHOBA SIBASIETCS IeBel] BapuM, BAIOOAEHHBIN B
raaBHyIo repourio — Oxcany. Ho B Buay Toro, uro
OH — My3BIKAaHT, HaTypa TOHKas, YyBCTBHTEAbHAs,
OBITH 3A0A€EM eMy He [T03BOAsIET COBeCTh. TOYHO Tak
’Ke HeMeLIKHI OpraHHCT CllacaeT >KM3Hb AHTOHY, He
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BBIAABAsl COBETCKOTO coApara ¢pammucram. B aToi, Ha
HepPBbIi B3TASIA, HAUBHOM, AMIIEHHON «UPMEHHBIX>,
MapaA’kKaHOBCKUX XYAOXKEeCTBEHHBIX IPUEMOB, KAPTHHE,
MY3bIKa, HICKYCCTBO BBICTYIIAIOT FAABHBIM aHTUIIOAOM
BOMHPI, TAPMOHU3UPYIOIUM HAYaAOM YEAOBEYECKOMN
JKU3HM, IEPCOHAXU )XMBYT AOTUKON 3TOM TAPMOHMH B
0OAbBIIIel CTeNIeHH, YeM AOTUKOM peaAbHOM Xu3HU. Mo-
Aopast omepHast nepurja OkcaHa BOCXMIIeHA My3BIKOH
9. I'pura u xouer netp apuro CoAbBEHT, Tak KaK TOXe
BEPHT B BO3BpAllleHHe AIOOHUMOTIO, U 110 3aKOHY XXaHpa
e€ OXXHMAAHMS AOAKHBI onpaBaaThes. Ilapapxanos co-
IMPOTUBASIACS MEAOAPAMATU3MY CIIEHApHs, 3TO MPOsIB-
ASI€TCA B TOM, YTO MEAOAPaMaTUYeCKHe IAEMEHThI OH
A€AaA BCIIOMOTaTeAbHBIMH, B apXMTEKTOHHKe PpHAbMa,
T. €. TeX PeXUCCEPCKO-METOANYECKUX OCHOBAX, C IO-
MOIIIBI0 KOTOPBIX OPMHPYETCsI 0COOEHHOCTD PpUABMA.
IToaromy ¢pabyasipuyto koukperuky C. ITapassxanos
IMPEUMYIeCTBEHHO HUBEAMPYET, OTAABAS IPEANIOYTE-
HIe IIpeAMeTy u3obpaxxeHus — Mys3bike. [Tepesxusa-
HHUS TepOeB, BhIPA’KEHHbIE MY3bIKAABHO U BU3yaAbHO,
SABASIIOTCS 60A€€ CaMOLIEHHBIMH, Y€M CaMH HAAE€KABI Ha
PEaAbHYIO BCTpedy TAaBHBIX TepoeB. AOATOXAAHHOE
CBUAAHHE B MEAOAPaMe SIBASIAOCD ObI pa3Bsi3Koit. B aToit
K€ KapTHUHE Pa3BA3KOM CAY>XXUT MHOM CIOXKETHBIN MO-
MeHT — 1mobepaa OKcaHbI Ha BOKaAbHOM KOHKYypce B ITa-
prKe, rAe B puHAAe OHA BAOXHOBEHHO IIOET Ty CaMyIO
«YKPaMHCKYIO paliCOAUIO>, U B €€ MaMATH IPOHOCAT-
CsI 9IIM30ADI XXU3HH OT BCTPEYH U PA3AYKHU C AFOOHUMBIM.
KoMITO3HIIMOHHO 3TOT 9MU30A MPEACTABACH B CAMOM
HauaAe QUABMA, YKa3bIBasl HA TO, YTO CBOIO XKU3HD Ae-
BYIIKA ITOCBSTHAQ UCKYCCTBY, B HEM CyOAMMHUPOBaAQ
CTpapaHUs, BIIEYATACHH S, BOCIIOMUHAHHUS.

My3bIKaAbHBIN PUABM U3 «<3arPAHUYHOM > KUZHU
«Poman n Qpanyecka> 6b1a cHAT B 1960 roay pexuc-
cépom B. Aenucenko. B rjeHTpe croxera Taxke AeByII-
ka-rieura. E€ poab ncroannaa A. I'ypuenko. Cobbitus
IIPOMCXOAAT BO BpeMs BoiHbI, B MiTaauu. Moaoaas xpa-
CHMBasl UTAAbSHKA M YKPaHMHCKUH mapeHb PomaH, ydacT-
HHK MECTHOTO ABIDKEHHSI COIPOTHUBAEHUS IIOAIOOUAM
ApPyT apyra. I1o 3akoHaM MeAOAPaMaTHYeCKOTO XKaHpa,
UX CYacThe OBIAO HEAOATUM. BoliiHa MX CBeAa, HO, KaK U B
IIpeAbIAyIeM HAbME, OHA SIBASIETCS OCHOBHOM Pa3Ayy-
Hunei. Aoarue roppt Ppanvecka cunrasa, uro Poman
noru6. Koraa ske oHa y3HaéT, 4TO 9TO He TaK, U30 BCEX
CHA MYHT B [IOPT, OTKYAQ OTIIABIBAET COBETCKHIT KOPAOAD,
4TOOBI CHOBA yBUAETH POMaHa. AaHbBIO HACOAOTHYECKIM
IPUHLUIAM U MUpaM TeX BpeMEH MOKHO CYMTaTb Qu-
HaA 9TOro puAbMa — pokoBoe omnospanne Ppanueckn
Ha IMPUYaA CHMBOAU3HPOBAAO HECOBMECTHUMOCTD ABYX
MHPOB — COLIMAAMCTUYECKOTO 1 Oy piKyasHOTO.

HecyacTauBbIil puHAA HE OTPHIIAETCS MEAOAPAMOT,
XOTSI U SIBASIETCS Yallle HCKAIOUeHHeM U3 IpaBuA. IIpeaso-
JKEHHBIE AASI ICCACAOBAHUS B 9TOM CTaThe PUABMBI, SIBAS-
FOTCSI MEAOAPAMaMH, HCXOAS U3 CIOXKeTHOH KOHCTPYKITHH,
KOTOPAas B IIEPBYIO O4ePeAb HACHTUPHUIIUPYET ITOT XKAHP.
TunmyHO MEeAOApPaMaTHYECKHMH CIOXKETHBIMH JAEMeH-
TAMU SIBASIOTCSL «CAyYaH Pe3KOT0 HapyIIeHHUs OObIYHOM
CBSI3M OBITOBBIX SIBAEHHI, KOrAQ caM GaKT HApYLICHNUS,
a TaKoKe BOASI 3pUTEAS] K BO30OHOBACHHUIO HAPYIIEHHBIX
CBsi3eil CITIOCOOHBI BBI3BATb IMOLIMH, KOTOPBIE OYAYT BOA-
HOBaTb 3PUTEAS> [1,31]. My3bIKaAbHBIN KOMIIOHEHT B
(pHABMAX 9TOTO KaHPA IPUAAET OCOOEHHYIO BBIPA3UTEAD-
HOCTb BCEM APAMATHYECKUM dAEMEHTAM, A€Aasl TPOU3-
BeACHHE 3PEAMIIHBIM, OTHOCS €T0 K KaTeTOPHU MacCo-
BOTO, ITOITyASIPHOTO UCKYCCTBAa. BO3MOXHO, IMEHHO 3Ta
JepTa BIIOCACACTBUHU IIPUTOPMO3HAA AAABHEHIIee pas-
BUTHE MY3BIKAABHON MEAOAPAMBI B YKPAaHHCKOM KHHO.
YcroituuBble MpeACTaBACHHS OTeYeCTBEHHBIX KDUTHUKOB
O TPUBHAABHOCTH JKaHPA, HACTOPOXKeHHOE OTHOLICHUE K
HOHSATHSM <MaCCOBBII>, < [TOIYASIPHBII>» CIIOCOOCTBO-
BAAH IIepeMeleHHIO0 My3bIKAABHOTO GHABMA C GOABIIOTO
9KpaHa Ha TeACBH3HOHHBIMH.

My3bIKaAbHO-TIECEHHBIH MACCHB YKPAaHHCKOTO KH-
HeMmaTorpada 1950-1960x rop0B sSIBASIETCSI «HEOOBIK-
HOBEHHO KPaCOYHbIM B BAPHAHTAaX BOIIAOIEHHUS Bed-
HOW TeMBI AI0OBH, Pa3AyMHIL O “TPOIIaX YeAOBEUeCKOM
Aoan’. TIpeBaAMPYIOIIUMU B AMPUYECKUX MEAOAHSIX
ObIAM MHTOHAIIMK “B3AETOB” U “TIAQBHOTO IOAETA’, Xa-
PaKTePHBIX AASL YKPAHHCKOT'O MEAOCA, < ...> BOCCO3-
AABAAACh IIPEXAE BCEro IMO3UTHUBHAS TaMMa YyBCTB,
YTBEP>KAAAMCh ONTUMHCTUYIECKOE HACTPOEHHeE, CHAQ
AIOOBU K KU3HH> [ 6, 25].

[ToABITOKHB U3AOKEHHOE BBIIIE, MOXKEM KOHCTA-
THPOBATh, 4TO HCCAAyeMbIH mepuops — 1930-1960-e
TOABI B YKPAaHHCKOM MY3bIKAABHOM KHHEeMaTorpade Ao-
ITMYHO PasTPaHMYUTDh He KaKOM-TO KOHKPETHOM AATOHN
(1953 r.— rop cmeptu U. Craauna, nam 1956 r. — XX
Cresa U pa3sBeHYaHHE KYAbTa AMYHOCTH), & YCAOBHBIM
AeaeHyeM Ha GuAbMBI A0 «OTTeneAan» M cOOGCTBEHHO
$HABMBI 3TOTO TIepruoAd. My3bIKaAbHbIE MEAOAPAMBI,
BO3MOJKHO, U He HECAH XYAOXKeCTBEHHBIX U JCTeTHYe-
CKHMX MeCCeAKeH, XapaKTePHBIX AAS <IIPOTPAMMHBIX>
$HABMOB 3TOrO BpeMeHH, HO, B YaCTHOCTH, AAS YKpa-
HHCKOTO KHHO 3TO OBIAO BpeMsi OOABIINX HAAEKA Ha
ocAabAeHMe 1IeH3YPbl, IPeKpaljeHne IIPeCAeAOBAHMI
3a CTOMKYIO HAIlMOHAABHYIO ITO3HMIIMIO B HCKYCCTBE,
00611ecTBO 0XXUAAAO ITO3UTHBHBIX IIePeMeH B OTHOLIE-
HHH K YKPAaHHCKO! KYABTYP€, BEPHAO B B IIOAAEPIKKY U
pasBuTHE PAKTOPOB, KOTOPBIE ONPEACASIOT €€ HaIjuo-
HAABHYIO HA€HTHYHOCTb.
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KnHo peBoiiouuu n peBosIOLLMOHHOE KMHO KaK BUJ, HOBOIO
apa0cKoro AO0KyMeHTaJibHOro KuHemartorpada

AnnoTanus: AaHHASI CTaThs IOCBsIIIEHA TPAHCHOPMALIMIM COBPEMEHHOTO apabCKOro AOKYMEHTAABHOTO KHHO.

ITopuepxHYyTO pasauyre MeXAY KUHO PEBOAIOLIMU M PEBOAIOLIMOHHBIM KHHO. ABTOP IIPUXOAUT K BRIBOAY, YTO PEBOAIO-

LIMOHHOE KUHO APabCKOi BECHBI CTAAO $YHAAMEHTOM COBPEMEHHOTO apabCKOro AOKYMEHTAABHOTO KHHEMATOrpada,

OTKPBIAO AUCKYPC MHPOBOTO COObIIIeCTBA.

KaroueBbie CAOBa: AOKyMEHTAABHOE KMHO, KUHO PEBOAIOLIIH, PEBOAIOLIHOHHOE KMHO, ApabcKasi BecHa.

Kuno — mepBoe 13 HCKYyCCTB, MOMEHTAABHO peart-
pyroljee Ha U3MEHEHHs], TPOUCXOASIIIUE B 00IIIecTBe, 0CO-
OEHHO B 3TIOXY AUTMTAAU3AIIMH, He CIUTASI AUTEPATYPHI
U My3bIku B rpuHIune. O6beKTHB KHHOKAMePhl GUKCH-
PyeT CoObITHS, KOTOPble He3AMEAAUTEABHO MOKHO OCBSI-
maTh. V13 pa3sAMdHbIX CI0XKeTOB, Pa3pO3HEHHbIX OTPhIBKOB,
co3Aa€TCsl PUABM C OIPEACAEHHOM IO3UI[MeH aBTOPA,

KOTOPBIi HeceT HeKyIo CyObekTHBHOCTD. Ha ceroamsm-
HUI1 AGHD 001I]eCTBO 3HAET 1 HCIIOAb3YeT MHOTHE CPEACTBA
KOMMYHHKAIJMH, OCOOEHHO B MUPOBOI1 CeTU MHTEpHET.
Kuno ecTp u 0CTaéTcs OAHUM M3 CaMbIX TBOPYECKHX U
AeMOKpaTHYeCKHX AOCTIDKeHHI. baaropaps nupposbiM
TEXHOAOTHSIM, AOCTYITHbIM IJeHaM Ha KaMepy, CPeACTBa
3alMCH CefYac eCTh MPAKTUYECKH Y KaXKAOTO YeAOBeKa.
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OHu MOOGUABHBI M AOCTYIIHBI, TAKUM 00Opa3oM, BOSHHKAQ
BO3MOXKHOCTb CHEMATb JKeAaeMOe B AI000€ BpeMsi.

AOKyMeHTaAbHbIE KaApbl PEBOAIOIIUM BCETAA BbI-
3BIBAIOT JKMBOII HHTepec. Kunoxponnka Apabckoit Bec-
HbI — He HCKAIOYEHHE, ee Pe30HAHC OBIA BbI3BAH U TEM
$aKkTOpOM, YTO B YCAOBUAX COBPEMEHHON MEAHAKYABTY-
Pbl, AOKYMEHTAABHBII MaTepHAA OYeHb OBICTPO HAIIeA
3PUTEAs], YTO B OOABIION, HHOTAQ PeLIAOIIel CTeIleHH,
HOBAMSIAO Ha HCXOA coObITuil. C TOro BpeMeHH, KaK
Myxammep byasusu us TyHuca, TOKOHYHA XU3HD CaMO-
yOHIICTBOM U BCe AFOAU aPabCKOr0o MUPa OIAAKHUBAAH €10,
HadaAach BOAHA AIOOUTEAbCKUX ChEMOK. Bpia0 6oAbIIOE
KOAMYECTBO BHAEOMATEPUAAOB, THICSIM KaMep ObIAU 3a-
AEHCTBOBAHBI, YTOOBI CHATD 3Ty TPATeAUIO.

Pe3onHO 3apaTh CAeAYIOIUI BOITPOC: MOXKHO AU Ha-
3BaTb BCE 9TO AOKYMEHTAABHBIM KMHO? HeT, ToAbKO AWIID
MarepruaroM. UToObI MaTePHAA CTAA IPUTOAHBIM AASL CO3-
AaHUS PUABMA, OH AOAKEH IIPOUTH Yepe3 IPU3MY pexKHC-
cépa. M mpexae Bcero, raaBHasi 3apada AOKyMEHTaAbHOTO
KHHO — 9TO 00eKTHBHOCTD. Pexxrccep-AOKyMeHTaAUCT
He UMeeT MOPAAbHOTO IpaBa NepecTpauBarh CIIeHbl U
MOHTHPOBATh KaApPbl, IIPECACAYS] CBOM AUYHbIE HHTepe-
col. CHHTE3MpOBaHHE — 9TO COBpeMEeHHAsI HACOAOTHS,
HCIIOAb3yeMasi B OIIPeAeACHHbIX IIeASX U TOAKPeTIAEHHAS
COBpeMeHHO! TeXHOAOTHel. B3sB MHOTO cTapbIx KapApOB,
Pa3AMYHbBIE CIOKETbl, OTCOPTUPOBAB M CMOHTHPOBAB X B
HY>KHOM PaKypce, Mbl MOXKeM MOAYYUTb CUHTE3UpPOBaH-
HBIM MaTE€PHAA U Ha3BaTh €ro <<Apa6c1<0171 BECHOM > .

Ha nepBbIii B3rAsiA IPOCTO PAa3AGAUTD ITH ABA ITOHS-
THS: KHHO PEBOAIOIIUH U PEBOAIOIIMOHHOE KUHO. 3A€Ch
MOXHO BCIIOMHHTD PUABMBI 00 aMEpPHKAHCKOM ITOAUTH-
9eCKOM BOCCTaHUU B 70-XTOAQX U AOKYMEHTAAbHbIE PHAD-
MBI O IMAAECTHHCKON PEBOAIOLIMN U AMBAHCKOM BOMHE.
OTH IepedrCcAeHIS MOSKHO IIPOAOAXKATH HeCKOHEYHO, HO
MbI TTIOAYEPKHBAEM, UTO €CTb KOPEHHAs pa3HHIIA MEXAY
KHHO PeBOAIOLIUH U PEeBOAIOIIIOHHOM KHHEeMaTorpaduer.
OTAnunTEeABHBIE OCOOEHHOCTH KHHO PEBOAIOLIMH — 3TO
CLIeHbI U3 )KU3HU HAKUBO, KaK Hanpumep, puabM «butsa
aAb A)KaMaAb> O erMIIeTCKOM peBOAIOIMU UAM Harlape-
HHe IOAUIMY Ha AeMOHCTpaHTOB B TyHuce. Mbl BupuM
KaAPBI — COOBITHSI, TPOHCXOASIIIKE ITPSIMO ITePeA HAMH.
3pHUTEASIM NPETIOAHOCST COCTOSIBIINECS ACHCTBHS, II0-
Ka3bIBAIOT, YTO CAYYHAOCH, C TOUKHU 3PEHUS TOT0, KTO 3TO
cunmaert. Takoe KMHO He Bcerpaa 06bekTuBHO. CAy4MB-
IIeecs MPeroAHOCUTCS B TOM CBeTe, B KAKOM BUAUT HX
4eAOBeK, CHUMAIOIUI Ha KaMepy.

PeBoAronroHHOE KHHO — 3TO KMHO, IIOKA3bIBAIOIIIIE
U3 BCeX COOPAHHBIX COOBITHIL CAMYIO CYTh, OHO He IIPOCTO
OTOOPa)KAaeT PeaAbHOCTB, B HEM 3aA0XKEHA ITOIIBITKA aHa-
AW32 TOTO, ITOYeMy IIPOUCXOAST AQHHBIE COOBITHS, UX

IPUYHH U CAEACTBHIL TO eCTh, pEBOAIOLIMOHHOE KMHO
OTBeYaeT Ha BOIIPOCHI: YTO, KAK ¥ II0YEMY, ¥ IIBITAEeTCS
PaccMOTpeTh IepCreKTHBbl Ha Gyayiiee. Pesxuccepsr
TaKKUX GUABMOB He IIBITAIOTCS YOEAUTH B CBOEI [IPaBOTe
TeX, KTO yOeXAEH Bo BCéM 3apanee. [x spurean — 06b-
€KTUBHBI, OHH CMOTPSIT, CAYIIAIOT, AaHAAUSUPYIOT, ACAAIOT
BBIBOABI, HE TOABKO HACTPOEHbI SMOITMOHAABHO [1,45].

TOBOPSI O PEBOAIOLIMOHHOM KMHO U KHHO PEBOAIOLIUN
ApabcKoit BeCHBI, Kak HaO0oAee HOBOM AOKYMEHTaABHOM
apabckoM KuHeMarorpade, CTOUT CKa3aTh, YTO MHOTHE
(HABMDI 1 KaAPBI Ha 3Ty TeMy IIPOAOANKAIOT IOSIBASITHCS
AO cux 1op. MOXKHO KOHCTaTHPOBATh, YTO BCE ITH THICS-
9y 9aCOB CHEMOK IIPEACTABASIIOT COOOI OAMH IMIaHTCKHUIT
apxuB. HeT cOMHeHUi1 B TOM, YTO MHOTHE XyAOKHUKH,
TBOPYECKHE AFOAU, PEKICCEPDI OYAYT 00paIaThCs K HeMy
CHOBA U CHOBA, YTOOBI HCIIOAB30BATh 9TU KAAPHI B CBOUX
paboTax, BHe 3aBUCHMOCTH OT TOTO, GYAyT OHU AOKYMEH-
TAABHBIMU UAU XYAOKeCTBeHHbIMHU. C ITOMOIIBIO CO3AQH-
HOT'O APXUBA, [IOCACAYIOLHe PUABMBI OYAYT O0Aee SIpKUMU
¥l BBIPA3UTEABHBIMIL. Bce OTCHATBIE KaApPBI — 9TO AOKY-
MEHTAABHOE IOATBEPKACHHUE IIPOUCXOASLIHX COOBITHIL.

Pesxuccep MOXeT [IOKA3aTh CETOAHSIIHYE IPOOAEMBI
B Pa3HBIX ACIEKTaX U [0-Pa3HOMY IpernopHecTH. Peak-
LIUSI AyAUTOPUM M KPUTHKOB Ha TaKue paboThl HEOAHO-
3HayHa. MHOIMe MBITAIOTCS CBSI3aTh IPOU3OLIEALINE
KOTAQ-TO COOBITHS C HACTOSIIM M CAEAATH BRIBOABI O ITO-
CAEACTBHSIX, KOTOpPbIe 6yAyT. MoXKeT AU pesxuccep 6bITh
6ecnpucrpactabiM? OH MOXKeT IPUBA€Yb BHUMAHUE K
npo6AeMaM B 06IECTBE, CAEAATb COOCTBEHHbIE BEIBOABI
¥ AATb BO3MOXKHOCTb CAEAQTh BHIBOABI CAMUM 3PUTEASIM.
Ho pesxuccep AOKyMEHTaABHOTO KMHO, IIPEKAE BCETO,
06513aH OBITD OO'HEKTUBHBIM.

M1 He MOXXeM BBIMEPKHYTb U3 KHHeMaTorpada KHHO
PEBOAIOLINH, OHO — €€ HeOThEMAEMAsI 4aCTh, OBIAO, ECTh U
6yaeT Bceraa. OcobeHHOE, CYyABOOHOCHOE 3HAYEHHE IIPU-
00peAn AOKyMeHTaAbHbIE KapApbl B Apabckoit Becae. C
YBEPEHHOCTBIO MOYKHO CKa3aTh, YTO He OYAb UX, CHSITHIX
Ha MOOUABHBIE YCTPONCTBA LM POBON 3AIUCH, KAMEPDI 1
TeAe(OHBI U BIIOCACACTBHY Pa3MELIeHHBIX B CETU HHTEp-
HeT, He Ob1A0 ObI ApabCKOil BeCHBL JTH peaAbHbIe PpaKThI,
3aUKCHPOBAHHbBIE Ha KaMepy, IIOMOIAU PEBOAIOLIIOHHO
HACTPOEHHBIM CHAAM IIPUBAEYD Ha CBOIO CTOPOHY OTPOM-
HOe KOAMYECTBO MOCAepOBaTeAeil. [I0BCTaHIbI CMOTAM
AOOUTBCSI M3MEHEHMU, YCTAHOBUAN KOHTPOAD HAA TOTa-
AWTapHbBIM [IPaBUTEABCTBOM. [AaBHasI, pelaolast pOAb B
9TOM, KOHEYHO, 32 MyABTHMEAHA. Aake eCAY B HEKOTOPBIX
CAyHYasIX, CATYALIIU He YAAAOCH Pa3BUTHCSI AO [IOAHOM I10-
OeABI IIOBCTAHIIEB, Y>Ke CaMa 8 OPTaHU3ALMS SIBASIETCS
3aaoroM 6yaymux mobea. Takum 06pa3zoM, MOKHO cae-
AaTh ellle OAUH BBIBOA, B apaOCKUX CTpaHAX HAYMHAeT
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$opMHpOBaThCA IKPAHHOE MCKYCCTBO C AEMOKpaThye-
CKUMHU IIeHHOCTSIMU, U AOKYMEHTAABHOE KIHO B YCAOBHSIX
MYABTHMeANA — MOIIJHBIN ABUI'ATEAb 3TOTO IpoLjecca.

YuurtbiBas Te cuTyaluH, KOTOpbIe TPOMCXOAAT Ce-
TOAHS B apabCKOM MHpe, PEXHCCEP MOXET CIIPOCHUTD
ce0s: He HACTAAO AL BpeMs AQTh OLIEHKY 9TOMY OOABIIO-
MY AOKYMEHTAaAbHOMY MaTepHaAy, KOTOPbIH Mbl BUAUIM
Ha IPOTSDKEHUHU MMOCACAHHX YeThIpeX AeT; He HAaCTaAO
AM BpeMsI AeAaThb PHABMBI CO CMEIIAHHBIMH JKaHPaMM?
VIMeeM AU MBI IIPaBO KPUTUKOBATDh TaKKe PabOTHI KaK:
«Her MoAYaHMIO TOCAE CETOAHSIITHETO AHS>>, « PeBoAro-
st 25 siHBapsi», « OcBoboxkaeHue », «ITocae 6UTBBI» U
MHOTHe Apyrue GUAbMbI, KOTOPHIM IIPUCYIIM Y€PThI KaK
XYAOXKECTBEHHOTO, TaK M AOKyMEHTAaAbHOI'O XapaKTepa,
MOSIBUBIIMECS B PE3YAbTaTe PEBOAIOIIMH.

ITpousomepmue pepoatoruu B Tyruce, Erunre, Cu-
pun, AuBaHe u VemeHe AOKA3aAH, YTO HA CETOAHSIIHHUI
A€Hb HEeAOCTaTOYHO IIPOCTO PaspyLIUTh AMKTATypy UAH
KOPPYIILIMOHHYO BAACT, YTOOBI IOAYIHTD cBO60AY. Hyx-
HO TaK’Ke IIOHUMATh IIeHy 9TUX ACHICTBHI U UX IIOCACA-
crBus B OyaymeM. He pormao emé poocraTounoe koaude-
CTBO BPEMEHH AASI OCO3HAHUS ITPOU3OLICALIIETO, AASI TOTO
9TOObI BBIHECTH OKOHYATEABHbIN BEPAUKT O TOM, YTO IIPO-
U301IAO. PeBoArOL[HIOHHbIE ITpoLjecchl beckoHedHbL. Beé
IIPOMCXOASIee HATOMUHAET A€CTHHILY, 10 KOTOPOIL MbI
UAEM BBEpX, CTYIIEHb 3a CTYTIeHbIO, HAAESICh, B KOHEYHOM
CY€Te, AOCTUYD BEPIIHHBL JTO TDHKEABIH ITyTh, 1 HUKTO He
CII0CobeH MmpeACKa3aTh KOHeL TOTO Iy TH.

Crour cka3ars, 4T0 apabCKOe PeBOAIOLIMOHHOE KHHO
BO3HHUKAO ellje BO BTOpoii noaoBuHe XX B. C ©3BMEHEHHEeM
KHHeMaTorpada U3 IPHOBIABHOIO Pa3BAEKATEABHOIO Ha
6oAee ceppé3HOE U TBOPUECKOE C TAKHMHU PEXHCCepaMu
kak: Omap Amupaaait, Habuap Maae, Moxammap, Ma-
Aac, Mesp aap-Pymu, Ycam Myxammag, Taypux Casex,
PapBan aap Kame¢, Mapsan baraaan, Xaanp aap-Capbix,
Abayasa aap-Mreiicam, Meit Macpu, Hypu Bosup, My-
duae aab Taasan, Mumenss Xaandu u opyramu [2]. Ux
PaboTbl, AOKyMEHTAABHBIE H XYAOXKECTBEHHBIE C AOKY-
MEHTAAbHBIMH KaAPaMH, CTAAM IIPUMEPOM AASI MOAOAOM
IAeSIABI TBOPIOB. KaMepbl CHUMAaAM M IIPOAOAKAIOT CHH-
MaTb peBoAtonuio B AuBaHe, CHPHHU U MX IIOCACACTBILS,
raeB yaul TyHuca Ha Tpareano Myxamepa byasusy,
pacnpasy noaunun B Erunre Hap Xaanaom aap Caupom,
AECSITKH CIieH ¢ youiictBoM Aeteit B Cupun. D$dexTus-
HOe HCIIOAb30BaHUE B 9THX YPE3BBIYANHBIX COOBITHSIX

MOOHABHBIX KaMep, AOHECAO AO MUPA He TOABKO ITOAHYIO
KapTHHY IIPOMCXOASIIEro, HO U ee 3By4aHue. MHorue u3s
TaKMX GHABMOB MbI IPOAOAYKAEM BUAETD B UHTEPHETE AO
cux nop. boApmuHCTBO U3 HUX MAOXOTO KauecTBa, C pa3-
MBITBIMU KaAPaMH, IIOTOMY YTO OBIAM CHSATBI CKPBITOM
KaMepoil M CAUIIKOM 6bICcTpO. B 60AbmUHCTBe cAydaeB
CHEMKA OBIAQ CKPBITA OT IIOAUIIMH U [IPABUTEAbCTBEHHBIX
BOICK, HO MIMEHHO 3TH KaApPbl — IPABAUBbI U PEAAUCTUY-
HbI, B COLJUAABHOM M IIPAaBOBOM aCIIeKTaX OHHU 3aCAY>KH-
BAIOT 0COOOTO U3YYEHUS AASI CO3AAHIS AOKYMEHTAABHBIX
¢uabMOB. MBI BITpaBe CKa3aTh, YTO BCE OTCHAThHIE PUAD-
MBI AO CETOAHSIIIHETO AHS IIPEACTABASIIOT COOO B IIep-
BYIO OYepeAb IIpu3bIB K AericTBuIo. [loBcTan1bl, pesxae
BCET0, HY>KAQAUCH B 6b1CTp0171 PpeaKLMK AIOAEHT Ha ChEM-
KU ITPOHCXOASIINX COOBITHUIH, OAHAKO 9TO He yMeHbIIaeT
IIeHHOCTHU OTCHSATOTO MaTepHaAa.

Ha aAaHHBIIT MOMEHT CA€AyeT BBIAGAUTb HECKOABKO
IIOAHOLIEHHBIX AOKYMEHTAABHBIX KapTHH ApabCKoil Bec-
HbI, KOTOPbIe OIUPAsCh Ha XPOHHUKY, OTPA’KAIOT B3TASIA
pexuccepoB Ha pobAeMsl B obmiecTse: «Pebsita u3 Sp-
Myka» (2012) cupwmiickoro pexxuccepa Akceas Caabparo-
pu-CHHITa, KOTOPBIH PACCKA3bIBACT O XKU3HH MOAOABIX pe-
OSIT B Aarepe AAS ITAAECTHHCKHX OexXeHI[eB; «3aBTpa ObIAO
Ayame> (2012) Tynucckoro pexuccepa Xunae Byxemaa,
KOTOPBIN OTPA3UA KU3Hb OAUHOKOM MaTepH € 4 AeTbMU
BO BpeMs abCOAIOTHOI COLIMAABHOM He3allJUIeHHOCTH;
«PeBoaronnonep nonesose> (2012) OpPHUTaHCKOTO Xyp-
Haaucra [Ilona MakAaAncTepa, KOTOPBIH MIar 3a IIaroM
compoBoxkaaeT fieMerIja Ketica, 6ecriokosierocs cHagaaa
TOABKO O CBOEII CeMbe, paboTe, HO TOABKO HE O PEBOAIO-
LM, OAHAKO BIIOCAEACTBHH, IIOMEHSIBIIETO CBOM yOex-
Aeunst; «<ITaomapp> (2013) €TUIIETCKOTO pexxuccepa
Aoxexanpl HysxaliMu, kamMepa KOTOPOM COIPOBOXAQET
MOAOABIX PeOsIT-aKTHBICTOB PEBOAIOLIUY. B AaHHBIX AO-
KyMEHTaAbHbBIX pHABMAX BEAUKA YACTb KAAPOB BOCCTAHMH,
MUTHHIOB 1 60€B Ha IAOIIAASIX, OAHAKO B LIEHTpe CIOXe-
Ta — He PeBOAIOLMOHHBIN ITbIA, @ KOHKPETHBIE AIOAH, MX
IPOOAEMBI 1 pelleHNs], IACTEeHHbIE KAHBO PEBOAIOLIUU H
ApyrHe 60Ae3HeHHbIe TOYKH O0IIeCTBa.

Takum 06pasoM, MOXKHO CAEAATh BBIBOA, YTO HA
BpPeMeHHOM OCU IIPOMAEHHOIO ITyTH BBICTPOMACS PyH-
AAMEHT AASI CO3AAHUS HACTOSIIETO AOKYMEHTAABHOTO
KHHeMaTorpada, KOTOPBII MOT OBI IOAOMATh BCe Oapbe-
Pbl, BCTpEYaroNMecs y Hero Ha Iy TH, OTKPBIB AUCKYPC B
COBpeMeHHOM 001IiecTBe.
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OGpas3 my3eq Oyaywero

AnnpoTanms: B ctaTbe MpOBOAUTCS aHAAM3 AKTYaAbHOCTH CYIeCTBYIONIUX My3eeB i TPAaHCAUPYEeMOM HMH KYAb-
TYPHOM HHPOPMAIHH, B COOTBETCTBUH C THM BHIACASIETCS ABA THIIA My3€eeB: My3eH IIPOIIAOTO U COBPeMEHHBIE My3eH.
B xauecTBe BO3MOXHOTI'0O BeKTOpA Pa3BUTHS My3eeB B CTOPOHY IOBBIIEHUs aKTYaAbHOCTH ITPEAAATraeTCsl TPeTHH
T — My3eu 6yayutero. QopMyAupyeTcs 1ieAb My3est OYAyIero, ero 3apAauu, $OpMar, IPeAAATaeTCs METOAOAOTHS

€ro CO3AAHHS, A TAIOKe TePPUTOPHSL, HA KOTOPOI OH MOXXET OBITb PACIIOAOXKEH.

KaroueBble cAOBa: My3eil, MHCCHS My3esl, aKTYaAbHOCTDb My3es, KyAbTYPHBIH LIeHTP, KyAbTYPOAOTUYECKHUH TTOA-

XOA, My3eeBeAeHHe, YPaA IPOMBIIIACHHBIA — YPaA HOASPHBIMH.

ITonaTre «coBpeMeHHBIN My3el» HaCTOABKO HeCTa-
OHABHO, UTO y>Ke 3aBTPa CYILIECTBYIOIHE My3eH ATKO
MOTYT CTaTh My3esIMH IIPONIAOr0. MHOXeCTBO Creriua-
AVICTOB TPYAHUTCS HAA T€M, YTOOBI My3eH OTBe4aAr Tpeho-
BAHMSIM CETOAHSIIHETO AHS. A MOXKeM AU MBI 3aTASIHY Th
AQABIIIE U YBUAETH, KAKUM OyAeT My3eit Oyayero?

Mysen npomaoro

My3en peryAsipHO 4TO-TO MEHSIOT, YTOObI OBITH AKTY-
aABHBIMU 1 BOCTpeboBaHHbIMU. Ha Ham B3rasia, ecTb ABe
CyLIeCTBEHHBIX IPOOAEMBI, 6e3 pelIeHNsT KOTOPBIX, ITH
HHCTHUTYTHI He MOT'YT OBITh AKTYAABHBIMHU B IIOAHOF Mepe.

Bo-mepBpIx, My3en HepeHTaO0eAbHBI ¢ pUHAHCOBOI
TOYKHU 3peHusL. AaXke Y TAKMX TUTAHTOB KaK DPMHUTAX H
Pyccxuit Myseit, rocyAapCTBEHHBIE CYOCHAMN COCTABAS-
101 musnmym 70 % [6]. [TomyaspHa B mocaepHee Bpemst

CMeHa CTPaTerny, KOTAQ My3eil CTAHOBUTCS He IPOCTO
My3eeM, 2 00pacTaeT CHIOMHHY THHIMU MEPOTIPUSTUSIMH,
KaK CIIEKTAKAM, TeMaTHYeCKUe IPA3AHUKH, GpeCTHBAAH,
HO 9TO He 00Aer4aeT My3el0 )XU3Hb, 2 HA000pOT A0baB-
AsieT IPOOAEM C TOMCKOM HCTOYHUKOB GHHAHCUPOBAHUSL

Bo-BTOpBIX, My3eH He peHTaOeAbHbI C TOUKH 3pe-
HUS COXPaHEHHsI KyABTYPHOTO orbiTa. CBOIO OCHOBHYIO
MUCCHIO OBITb CPEACTBOM IIPe0OPa30BaHHUSI KYABTYPHOTO
OIIBITA BCEI'O YEAOBEYECTBA B ANYHBII OIIBIT KOHKPETHOTO
IIOAB30BATEAS] My3€eH He BBIITOAHSIOT.

1) AAs deroBeka B My3ee QpU3UYECKH HET MecCTa.
Kak ormevaer B. Aykeabckuii, «My3eil OAHO M3 HEMHO-
THX MECT, TA€ MOXKHO OCO3HATDb CBOIO HHAMBHAYAABHOCTD
II0 OTHOIIEHHIO K BHEITHEMY MHPY U BBIATH U3 CTEH My-
3es O CBOMM OTKphIBIUMCS ‘"> [ 5, 8]. OpHaKo 4T06bI
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9eAOBEK IIPHCBOUA Cebe KyABTYPHBIF OIBIT, OH KaK MUHH-
MyM AOAXKEH OIIYIATh Cebsl «CBOUM> B IIPOCTPAHCTBE
My3esi. B aeficTBUTeABHOCTH, My3eiiHOe IIPOCTPAHCTBO
He ITOHSTHO 00br4HOMY YeAroBeky. [To caoBam B. Aykeas-
CKOT0, «MYy3eil HUKOTAQ He TOBOPHT YeAOBEKY “3AeCh BCé
TB0é!” OH He AOBepHUTeAeH, KaK YIOTHOe Kae, 3AeCh HeT
CBOETr0, OTMEYeHHOTO B OHAeTe MeCTa, KaK B TeaTpe, AAKe
CBOETO CTOAA-CTYAQ C AAMIIOH, Kak B 6rbanoreke. Yeao-
BeK MHCTHHKTHBHO HAYMHAET HCKATh cebe MeCTo B My3ee,
IIBITAETCSI KAK-TO OPTaHU30BaTh CBOE AMYHOE IIPOCTPAH-
ctBo. OH AOATO U 6e3pe3yAbTaTHO MeYeTCs [0 3aAaM U
HUTAE He HaXOAUT cebe mpucranumia. ITpo mocerureast
HOIIPOCTY 3a0BIAM HAH, [10 KPAiiHeH Mepe, CTApAloTCsI He
BCIIOMHHATD, HHAYe 32 ABECTH AET AASI HETO HAIIAM XOTb
KaKOU-HUOYAD YTOAOK> [ S, 10]. ITpocTpancTBo Myses,
TaKUM 00pa3oM, BOCIIPUHUMAETCS KaK Iy>Kasl TEPPHUTO-
PHL, TA€ He TIPEAYCMOTPEHO CaAMOBBIPaKeHHUE, a 3HAUHT
Y CAMOUACHTHHUKAITHS.

2) B My3ee OTCYTCTBYeT aKTyaAbHas AAS YeAOBEKa
uapopMmanust. MHOrue cymecrsyomue My3eun pabora-
IOT B peXXrMe MOHOAOra, 06 aToM mumer Cepreit Kamen-
CKHH, CO3AATeAD ITpOeKTa «VIcKyccTBO myTemecTBHii>,
IO ero CAOBaM, B3POCAASI AyAUTOPHUS He BOCIIPUHIMAET
My3ell «KaK MeCTO CMBICAQ, 1 32 CO-OBITHEM dYallle XO-
AWT Ha CTIEKTaKAb, B KHHO UAM Ha KOHLepT> [7]. Mysen
OIIPaBABIBAIOT OTCYTCTBHE B HUX aKTYaAbHOM HHPOpPMa-
LMK 0COOEHHOCTSIMU IIPOLIECCA CO3AAHHS IKCITO3UIIUIL.
Byaro Myseii AeficTByeT ¢ OTCTaBaHHEM, IIOCKOABKY IIPO-
I1eCC CO3AAHHS 9KCITO3HUIIIH II0APA3yMeBaeT OCMbICACHHE
y>Ke YCTOSIBIIENCs B 061ecTBe HHPOPMALIUH, KOTOPYIO
IepeAOBbIe y4eHble CKAOHHBI CYHMTATh YCTapeBIIeH.
HexoTopble mccAeAOBaTEAN AGAAIOT COBEPIIEHHO YAPY-
YAIOLIUI BBIBOA, OYATO KOHKPETHOMY Y€AOBEKY UCKATh
HOBbIE CBeAeHMs B My3ee GeccmbicaeHHO [ 1; 3], u axc-
MIO3UITMU UMEIOT 3HAYeHHe TOABKO AASI TAKOH Pa3MBITOM
KaTerOPHH MMOTPEOUTEAEI KAK «COLIUYM B IIEAOM>.

CoBpemenHbIe My3eH

ITompITKM KaKUM-TO 0OPa3OM CAEAATh My3eH COBpe-
MEHHBIMHU ITpHobpeTaoT pasandnyio Gopmy. OpHaKO
HarboAee sipKasi ¥ 00Iast TEHACHIIS — BHEAPEHUe UH-
TePAKTUBHBIX AyAHOBU3YaAbHBIX TEXHOAOTHIL.

Bo Bce Beka cMeHa «s3bIKa» My3esl, TO e€CTb €ro
9KCITO3MIIUY, BOCHPHHUMAAACh KaK IMaHares. B xoH-
e XX Beka Ha CMEHY AMTEpaType, TOCIHOACTBYIOIeH
B 9KCIIO3HIJUOHHOM AESTEABHOCTH AO 9TOTO, IPUIIAN
ayAMOBH3yaAbHBIE HCKYCCTBA, IO3BOASIIOIIIE BOBACYD B
Myseil 6oAee MUPOKYIO ayautopuio [9, 7-9]. Boobme
COBpeMeHHbIe My3€H, IIOXKAAYH, OIepexaroT ArObIe
ApyTHe KyAbTYpHBIE MHCTHTYTBHI II0 KOAUYECTBY BHe-
APEHHBIX TeXHOAOTHMYECKUX MHHOBaIMil. B morone 3a

IIPUBAEYEHHEM [TOCETUTEAEI My3ed IIPEBPAIAI0TCS B
KHHOTEATPHI, KOMITBIOTEPHBIE KAYObI, 3AABI C HTPOBBIMU
ABTOMATaMH, U TEPSIIOT CBOO CyTb. [ TosiBUBIIAsICS B cepe-
AHHE ABAALIATOTO BeKa QYHKIMS My3eeB ObITb LIeHTPOM
pasBAEUIEHUSI AASI BCETT CEMbH IIOPOY 3aXBaTHIBAET My3€eH
rieAnkoM. [OHKa My3eeB 32 AOMUHUPYIOIIUMU BUAAMHU
nepeaadr HHPOPMALIUK BBIHYXKAQET UX TPATHTb KOAOC-
CaAbHBIE YCHAUSI AASI TOTO, YTOOBI HANTHU «KaK CACAATD>,
3a49aCTYIO KEPTBYSI BOIIPOCOM O TOM <UTO AAATDb>.

KoHIjeHTparms MyseeB Ha 9KCIIO3ULIUH ITOPO AO-
XOAUT AO abcypaa. B mocaepHee BpeMs MOITyASIpHOM
CTaAa MMO3HUL¥sL, YATO COBpEMEHHBIM My3esIM HeT He06-
XOAHUMOCTH SICHO GOPMYAUPOBATh CBOK MUCCHIO, UH-
TepPeCcOBaThCSI UCTOPHEH, POPMHUPOBATH KOAAEKI[UH, A
«COBPEMEHHOCTb> Ha CAMOM A€A€ MHCIIEHHPYeTCs Ha
yPOBHe 06pasa: «COBpeMeHHOe — 3TO HOBOE, “KPyTOE,
poTOreHHIHOE, C OTAUYHBIM AU3AFHOM, 9KOHOMUYECKU
ycnemnoe> [2, 16].

Aa>Ke eCAU CIUTATB, YTO MOCEIAEMOCTh U 9KOHOMH-
4eckuit paKTOp — OCHOBHBIE KPUTEPHHU YCIIEIIHOCTH
My3€€eB, TO IIyTh BHEAPEHHSI TEXHOAOTHIECKIX HHHOBA-
Uit OO 0YeH. DKCIIO3ULINH, CO3AAHHbIE AHIIb AASL Pa3-
BA€UYEHNSI, HHKOTAQ He IIPUBAEKAIOT [IOCETHTEAS B My3eil
IIOBTOPHO. 3HAKOMCTBO C 9KCIIO3HUIjHel IPHUPABHIBAETCS
B TAKOM CAy4ae K MpocMOoTpy ¢puabMa B kunorearpe. Oa-
HAaKO 3aMeHUTD QHABM B IIPOKATE AASI KUHOTEATPa 3HAUU-
TEABHO ITIPOIIle, YeM My3€el0 MEHSATb CBOIO 9KCIIO3UIIHIO.

KanaA KOMMyHUKAILuy My3es, ero 9KCIIO3ULIUS, Ha
HAIIl B3TASIA, — 9TO AMIIb HHCTPYMEHT, €r0 He CTOUT
CTaBUTD B pa3psip Leaeil. TeXHOAOTMYeCKYe HHHOBALIUU
FIMEIOT CMBICA, TOABKO €CAM 4€TKO C)OPMYAUPOBAHA LieAD
My3sest. Kak rosopur Oasra Kapmosa o coBpemeHHBIX
My3esix: «IIpu Bcex TEXHOAOTMYECKMX HHHOBALUSIX TOT
IIOCBIA, KOTOPBII My3eil BBIHOCUT B OOI[eCTBO, OCTAETCS
HemoHATHbIM. 1 aTa mpo6AaeMa 60ABIION My3eHOM KOH-
LIeIILUH F OCHOBHOM HAEH, KOTOPYIO My3eil TPAaHCAUPYeT
BO BHE, OCTaéTCs KUBOTpernentymei> [8].

TaxuM 06pa3oM, BOIIPOC O COBPEMEHHOCTH My3esI
A€XWT HAa YPOBHE €ro LjeAeIIOAAraHuUs, a He Ha YPOBHe
HICTIOAB3YEMBbIX CPEACTB B 9KCIIO3HUI[IOHHOM AH3aFiHe.

My3en 6yaymero

CymecTByrommye My3er He OpHEHTHPOBAHbI HA OYAY-
Ilee — HU Ha CBOE COOCTBEHHOE, HU Ha OyAyIIee KyAb-
TYPBI, KaK pa3 U3-3a HEKOPPEKTHO 0O03HAYEHHOM MHUC-
cun. PacripocrpanénHoe MHeHHe, c)OpMyAHpPOBaHHOE
BCEMUPHO U3BeCTHBIM My3eeBeaoM 3. CrpanckuM, 6YATO
CyTb My3esl 3aKAIOYAeTCs B OTOOpe U XpaHeHHU 0ObEKTOB,
KAK pa3 U [IPHBEAO K TOMY, YTO B My3ee HET MeCTa AAS de-
AoBeKa. JTo My3efi-xpaHuAuie. Mysen-XpaHUAHMIIIA yTO-
IAIOT B IIPOLIAOM, HCCAEAOBATEAU IIPOTHBOIIOCTABASIOT
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UM MY3eH-KYAbTYpPHbIE IIeHTPbl, OAHAKO 3TO IOHATHE
TPAKTYeTCs BCEMH I10-Pa3HOMY.

B My3eorornu npuHATO CYUTATD, YTO KYABTYPa PHK-
cupyercst B apredakTax. IlosToMmy ocHOBHOM 1IeAbIO
My3es, KaK KYAbTYPHOTO LIEHTpPa, My3€OAOTHs CTaBUT
COXpaHeHHe apTePaKTOB, «BelleCTBEHHBIX AOKYMEH-
T0B> [ 13, 7]. Ha Ham B3rasa, mpy Takom opxoae My3eit
He MOJKeT OBIT KYABTYPHBIM LIEHTPOM, IIOTOMY YTO KYAb-
Typa — 3TO INOHATHE AMHAMHYeCKOe, a AAS XpaHEeHHUs
Bellleil AOCTaTOYHO MMeTb aPXUB UAM CKAQA.

Coraacuo muenusm FO. H. Coaonuna u M. C. Ka-
raHa, KyAbTypa OTpa)kaeTcsl B PUTYaAaX, TO €CTb BaXK-
HeMIIHNM acleKT KyAbTypbl — AESTeAbHOCTHBIN. Aes-
TEAbHOCTb 4eAOBeKa B KyABTYPOAOTMYECKOM CMbICAE
OTAMYAETCSI OT aKTUBHOCTH >KMBOTHOTO TEM, UTO >KU-
BOTHOE He ITpeobpasyeT IPUPOAY, 2 Y€AOBEK B ITpoIiecce
CBOEIT AESITEABHOCTH IIpe0bpasyeT IPUpOAY U cebsi, 4To
B pe3yAbTaTe IPUBOAUT K Pa3pyLIeHUIO IIPUPOAHbIX CBSI-
3efl U IOCTPOEHMIO CBsA3ell COLMOKyABTYpHbIX [ 10, 21].
CoO0TBeTCTBEHHO 3TOMY KYABTYPOAOTHIECKOMY ITOAXOAY
My3el MOXKeT CTaTb KyAbTYPHBIM IIeHTPOM TOABKO Yepe3
TBOPYECKYIO ACATEAbBHOCTD, PYHAAMEHTOM AASI KOTOPOM
KaK Pa3 U CAY>KUT IPeAIIeCTBYIONIHII KyAbTYPHbIH OIIbIT.
HmeHHO caM My3el AOA’KEH OCYIIeCTBASTD 9Ty ACSTEAD-
HOCTb B COOTBETCTBHH CO CBOMM IpOuAeM. AroOast Aesi-
TEABHOCTDb MOXKET ObITh HICTOAKOBaHA KaK OCBOEHHe IIPOo-
cTpaHcTBa, ¢ Touky spenns [1. A. ®aopenckoro [11,93].
YeaoBek, mocemaromuil My3eil, OCBauBaeT IPOCTPaH-
CTBO, U IPHCBAaUBaeT ero cebe, TO eCTb HAXOAUT CBOE
MEeCTO B HEM:

¢ OCBOEHHE KYABTYPHOTIO IIPOCTPAHCTBA B TAyOU-
Hy (My3eu HCKycCTBa — MCKYCCTBO AQET HaM Te
HepeXUBaHMsl, C KOTOPHIMU MBI HEe CTAAKMBAEMCS
B OOBIACHHO KM3HH);

*  OCBOEHHE KYABTYPHOIO IPOCTPaHCTBAa B AAMHY
(ucTopHyeckue My3er — MPeACTaBASIS COObITHS
IIPOIIABIX A€T, Mbl CAOBHO UX ITPOXKHBAeM, H I10-
3TOMY NPUCBaMBaeM, OHU CTAaHOBSTCS YaCTbhIO
HaITei >KU3HHU, TTOMOTasl HaM B GYAyTIIeM);

+  OCBOEHMeE KyAbTYPHOTO IPOCTPAHCTBA B INMPUHY
(xpaeBepdeckuit My3eit — YeAOBEK HAYMHAET ac-
COLIMMPOBATH CeDs1 C TEPPUTOPHEH, HA KOTOPOI
JKUBET, IOHMMAET CBOIO POAb B Pa3BUTUH 3TOM
TepPPUTOPHUH, U 4TO OHA MOXKET EMY AATh).

Myseii Aydllle APYTHX OpraHHM3AIMI CIOCOOEeH pe-
IIaTh 3aAQYM HA MIPOEKTHPOBAHUE HOBBIX OOBEKTOB.
OmbIT AM3afH-TIPOEKTUPOBAHUS CBUAETEABCTBYET, YTO
€CAU MbI XOTHM CIIPOEKTHPOBATb HEYTO HOBOE, OpUeH-
THPOBAHHOE Ha OyAylee, — He MMesl IIPEACTABACHIS
O TIPeAIIeCTBYIOIeM COLIMOKYABTYPHOM OIIbIT€, MbI

IIOAYYHMM PE3YAbTAT 3HAYMTEABHO MEHEE YCIEeIIHbIA 1
JKM3HECTOVKHUI, HEXXEAU €CAU OYAEM OTTAAKMBATHCS OT
OIIBITA, 0COOEHHOCTEl PErHOHA, KYABTYPBI, B KOHTEKCTe
KOTOPO OyAeT QpYHKIIOHUPOBATH OOBEKT, U IPOY.

Ceityac MHOTHE TOBOPSIT O HEOOXOAMMOCTH BO3BPa-
IIEHU B My3€eH €ero TBOPYECKOM IIPUPOADL [8], 06braHO
IIOA 3TUM IIOAPA3yMEBAETCS COTBOPYECTBO 10 3apaHee 3a-
AQHHBIM IIAOAOHAM, K KOTOPOMY [IPHYACTHBI II0CETUTEAH
MCKAIOUMTEABHO B MOMEHT IocelieH s My3es. TBopuecTsa
B YMCTOM BUAE B My3ee CeNYac HeT, M 3TO YAUBUTEABHO, I10-
TOMY 4TO LjeA€Basi AyAUTOPHS My3esi — YMHbIE, AOOOIIBIT-
Hble AIOAU, KOTOPBIX ACHICTBUTEABHO HMHTepecyeT cdepa,
KOTOpOI1 MOCBAMmEH My3eit. FIM ecTb 4To cKas3ar.

AAs9ero coBpeMeHHbIN YeAOBeK UAST B My3efi? Oue-
BHAHO, YTO «4€AOBEK HAET B My3ell, 4TOOBI Yepe3 HCKyC-
HO BOCCO3AQHHOE IIPOLIAOE YBUAETH OyayIee [3].B
9TOM CBETe My3el IIPEACTAET IIePeA HAMU CO3UAATEAEM
OyAyILero; eHTPOM aKTYaABHOM HHPOPMALIHY 1 AKTHB-
HOW KOMMYHUKAI[UH [12, 3]. Taxum 06pa30M, AASL TOTO,
9TOOBI OBITH KYABTYPHBIM LIEHTPOM, My3€il AOAXKEH He
IIPOCTO PUKCHPOBATD U TPAHCAUPOBATH CyIeCTBYIOIUH
KYABTYPHBIIT OIIBIT,  FeHEPUPOBATh OYAyIee KYABTYPBL.
AASL 9TOTO, ¥ TOABKO AASI 9TOTO My3€I0 HEOOXOAUMO BAQ-
AeTb uHPOpMaLuen 060 Bcém [P EALIECTBYIOIEM OIIBITE.
YAMBHTEABHO, YTO AO HACTOSIIEr0 MOMEHTA My3eH He SIB-
ASIACS LIEHTPOM IIPOEKTHPOBaHU.

Taxum 06pasom, Meccus My3est GyAyIero, Ha Han
B3IASIA, COCTOHT B TOM, YTOObBI ITO3BOAUTH YEAOBEKY
YBHAETb CBOE OyAyljee B KOHTEKCTE KYABTYPBI, CO3AATh
aT0 Oyaymiee. MBI IIpepAaraeM IIEPeX0A OT MOACAH < My-
3ef-apTeaKT> K MOAEAH «<YeAOBEeK-My3eH-KyAbTYypa> .
My3eit 6yayiero — ato cBoero popa CKOAKOBO, TOABKO
My3elt 0becriednBaeT HaC He TEXHOAOTHIECKIMY HHHOBA-
LMSIMH, & HHHOBALMSIMU B 00AACTU OCBOEHUSI TEPPUTO-
pun, TpaHCGOPMALIUH KYABTYPHI U T. A. My3eit obecrre-
YMBAET YEAOBEKA CBA3BIO C KYABTYPOH, IIOMOIaeT eMy
HalTHU CBOE MECTO B HEH, a C APYTOM CTOPOHbIL, YEAOBEK
oboraimaer KyAbTypYy CBOEI AeSTEABHOCTBIO.

OdeBHAHO, YTO MPOBECTH ITEPEOPHUEHTAIIUIO CyIIle-
CTBYIOIIMX My3€€B — 3aAa4a IIPAKTUYECKU HE BbIITOAHU-
Mast. Bo-miepBbIx, B My3ee OyAyIjero Ha IepBblii [TAQH BbI-
XOAUT YEAOBEK, 2 He Belllb, COOTBETCTBEHHO U OCHOBHOM
SI3BIK KOMMYHUKAIIUN My3esl, €0 9KCIIO3ULIKS, AOAKEH
OBITH PAAUKAABHO [TEPEOCMBICACH. JKCIIO3ULISI YKe He B
LIeHTpe My3esl, OHa AUIIb 0OCAYXHUBaeT ero. Bo-BropsIx,
YKUCTO GU3NIECKH, KaK MbI y)Ke TOBOPUAH, AASl YeAOBeKa
B My3ee HeT MecTa. B-TpeTpux, Myseu reorpadudecku
PaCIIOAOXKEHBI IIPEUMYILIECTBEHHO HE KaK KYABTYpPHbIE
LIeHTPBL, @ HA0OOOPOT — IO OCTATOYHOMY IIPHHIIU-
Iy, OHK He MOTYT OOpPacTH HEOOXOAMMBIMU CBSI3SIMU
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(conMaAbHBIMH, KyABTYPHBIMHU, 3KOHOMHIYecKkuMH). Oco-
OEeHHO SIPKO HEYAQUHOE PACIIOAOXKEHHE My3eeB IIPOCAe-
XKMBAETCs B IIPOMBIIIAGHHBIX TOpoAax Ypaaa. Koraa atn
rOpoAa CTPOMAMCH, CYUTAAOCH, YTO My3eH UM He HyX-
HbI, [TOA HUX He ITPEATIOAATAAOCh 0COO0€e MeCTO, a TOTOM
II0YeMy-TO OHH CTaAM HosABAsThCA. Kak ropopa mocre-
IIEHHO 00PACTaAU KAAADHIAMH, 0 TAKOMY K€ IIPUHIIH-
Iy KYABTYpa FOpoAOB obpacrasa mysesimu. CTHXHITHOE
MOsIBAGHHE My3eeB B TaKHX FOPOAAX CBUAETEAbCTBYET O
CyIecTByIOLeil moTpebHOCTH B HUX. [TokasaTeAbHO, 4TO
AO HACTOSII[er0 MOMEHTA My3eU POSKAAAMCD «CHU3Y >, Ha
MHHIIMATHBE OTAEAbHBIX AIOAEH, a He «CBepXy>, Ha ro-
CYAQPCTBEHHOM ypoBHe. MbI IIpeprnioaaraeM, 4To My3eu
MOSIBASIFOTCSI TaM, TA€ AFOAH XOTSIT COXPAHHTD ITAMATh O
ce0e, CBOEI AESITEABHOCTH 1 )KU3HHU, U IOAEAUTHCSI 9TUM
C APYTUMH. DTO, CBOETO POAQ, HUTB, CBSI3bIBAIOIAsI YEAO-
BeKa ¥ TEPPUTOPHIO.

IIpombimaeHHbBIE TOPOAA HA YpaAe CTPOSITCA U IO
ceil AeHp. Hampumep, B pamkax mpoekra «Ypaa Impo-
MBIIIAEHHDI — YpaA MOApHbIii> (HbiHe «Kopropaus
passuTusi>) B 2008 ropy 6bIAO 3alAQHMPOBAHO CTPO-
UTEABCTBO HECKOABKHX HOBBIX TOPOAOB C HaceAeHHEeM
o 3050 Tpic. yeaoBek [ 14]. [Iponcxoput papukasbHOe
M3MeHeHHe MOACAM OCBOeHHs KM3HH Ha CeBepe: OT Cypo-
BOI1 BAXTOBOM >KU3HU K CO3AAHMIO KOMPOPTHBIX YCAOBHIM
AASL TIOCTOSIHHOTO TTPOYKMBAHHS HECKOABKUX ITOKOACHHMI.
OTO MOATBEPXKAAIOT CAOBA YPAABCKOTO TIOAHOMOYHOTO
npeacraBureas [lerpa Aarsimesa: «Msl He OyaeM aory-
CKaTh IPEXXHUX OMHUOOK, KOTAQ AFOAEH, IIPHEXaBIINX Ha
TPAaHAMO3HbIE CTPOFIKH, pa3Melraan B 6apakax. I[Toatomy
B PaMKaX peaAM3alluy IIPOeKTa “YPaA IPOMBIIIACHHbIN
OYAET CO3AQHA He TOABKO IIPOMBIIIACHHAS, HO M COLIAAD-
Has uHdpacTpykTypa. [opopa c Haceaenuem B SO ThiC. de-
AOBEK — 3TO YeThIPe CTAAUOHA, IISITh GOABHHLY, IIKOABI,
AETCKHe Capbl U KOMMyHaAbHAs HHPpacTpyKTypa> [14].
BosMoxxHO, ecAr ¢ caMOro HavyaAa B AQHHYIO HHPPACTPYK-
Typy OYAyT BKAIOUEHBI My3er OYAYIero, SKU3Hb AIOACH B
HOBBIX TOPOAAX CTaHeT koMpopTHee. MbI mpepriosaraem,
4TO €CAU U BO3MOXXHO CO3AATh UACAABHO KOMPOPTHbIE
YCAOBHSI AAS 9€AOBEKA, IIPUEXABIIEro XXUTh U PaboTaTh
B HOBBIIL TOPOA, TO My3ell OyAyIero BHeCET CyIeCTBeH-
HbIi BKAA. CAOXKHO ITPEACTABUTD, YTO YCAOBHS XKU3HU HA
CeBepe, a 0COOEHHO 3a IMOASIPHBIM KPYTOM, MOTYT OBITH
«MSITKUMH >, OAHAKO y HAC eCTh IIpuMep 6e33a60THOro
CYIIeCTBOBAHMSA B AAHHBIX YCAOBHSIX — OIIBIT KOPEHHBIX
HAapOAOB. MbI He MOXeM ITPOCTO MePeHATH ero, IOCKOAbKY
OHH BEAYT TPAAULIOHHBIN 00pa3 >KU3HU KOYeBHUKOB.

ITo muenuro FOpus I'pomeixo, ocBanBats CeBep MOX-
HO, TOABKO BBIPbIBASICh K HOBOMY TEXHO-TIPOM3BOACTBEHHO-
My, a TO4HEe COLIHOKYABTYPHO-3KOAOTO-IIPOMBIIIAEHHOMY

ykaaay. OH IpepAaraeT MOAEAD TEXHOIKOIIOAHCA, AASI KO-
TOPOI0 BayKHEMIIEH COCTABASIOIIEH IBASETCA IIOCTOSHHOE
HCCAEAOBAHUE U U3y4eHHe TOM TePPUTOPUH, Ha KOTOPOK
OH BBICTPOEH, U He IePEeHOC KOHILeNIuM 1 naek ¢ boap-
LIO¥1 3eMAH, HO pOPMUPOBAHIE U PA3BUTHE COOCTBEHHOTO
KPaeBeAIECKOTO TEOPETUIECKOTO BHAeHMS. «Bech Habop
OCHOBHBIX )KH3HEO00eCIIeYHBAOIIX HHPPACTPYKTYP AOA-
>KeH He 3aBo3uThcsl Ha CeBep, a CO3AaBaThCS U OTAKH-
BaTbCA 3AeCh> [4]. KoopauHaropom npoekTHpoBOYHOMI
AESITEABHOCTU U AESITEABHOCTH 0 OCBOEHUIO JKU3HU Ha
Cesepe, coueTaromeil IPOMBINIACHHbIE HHHOBAIUH C
OITBITOM KOPeHHBIX HapoAoB CeBepa, MOXET CTaTh My3ei
Oyay1ero. BoaMOXXHO, eCAM TOMIMO IIPOMBIIIAEHHOMN U
COITMAAbHOM MHPPACTPYKTYPbI B HOBBIX TOPOAAX ITOSIBUT-
Csl <KYABTYpHasi> HHPPACTPyKTypa, xXu3Hb Ha CeBepe
craner kompopTHee. Myseit Mor 6b1 0becreqrnBaTh IPO-
eKTUPOBIIUKOB, paboTaromux Ha CeBepe, HHOpMAaLHel,
KaCarOIeHCs OIbITA IPOXKUBAHUSA KOPEHHbBIX HAPOAOB, a
TaKoKe ombITa ocBoeHMs1 CeBepa Pa3AHMYHbIMU HCCACAOBA-
TeASMH — apXeOAOTaMH, FeOAOTaMU U T. A. Ecan My3eit u
He CMOXET CTaTh $pabpPHKOIL IIPOEKTOB, OH KaK MUHIMYM
«chopMmyAanpyeT> 00pas KU3HU Ha AAHHOI TePPUTOPHHL

B cdepe KyAbTYypbI ceffdac IPOHCXOAUT TAOOAABHBII
nepecMoTp popmaros. HakoHeI-To Mbl PUIIAY K IOHH-
MaHMIO, 9TO <KYABTYpa — He «AOBECOK K 9KOHOMHUKE >,
a «MOTOp Pa3BUTH >, HE «TPAAUIIMOHHbIE KYAbTYPHBIE
HMHCTUTYTBI>, 3 «MHCTPYMEHT 3KOHOMHMYECKON IIOAHU-
THKH B 00AAQCTH BO3POXKAEHHS i MAPKETHUHTA TOPOAOB U
Teppuropuii» [6]. 3apaqy cospaHuSA My3es, KOTOPBIi 6y-
A€T He «TOBAapHbIM BarOHOM>, 2 «AOKOMOTHBOM> KYAb-
TYPbl, MO)KHO PEHIUTD, TOABKO €CAM ITyTh Pa3BUTHUA KyAb-
TYPBI CTaHET IPUOPUTETOM IOAUTHKH rocypapcrsa. K
BBIOOPY MeCTa CO3AQHHS TAKUX My3€€B CTOUT IIOAXOAUTD
HACTOABKO >Ke BHEMATEAbHO, KAaK OTHOCHAMCD K BHIOOPY
MeCTa II0A XPaM IIPU IPOEKTUPOBAHUU HOBBIX TOPOAOB.

Wrak, My3eit 6yaymiero, Ha Haul B3rASIA, — 9TO HH-
CTUTYT COBEpIIEHHO HOBOTO pOpMaTa, TpeOyIommit
0co60ro MoAXoAa K €ro CO3AaHHI0. B cooTBeTcTBHM €O
c)OpPMYyAHPOBAHHOM HAMH MUCCHe My3est OyAyIero,
MBI MOXKEM OIPEAEAUTDH MPAKTUIECKYI0 METOAOAOTHUIO
ero co3panust. ITockoAbKy OCHOBHAsI pOAb B My3ee Oy-
AYIIETO OTBOAUTCS KOHKPETHOMY YEAOBEKY, IIOAXOA
K IIPOEKTHPOBAHUIO My3esl AOAKEH OBITb HHAUBHAY-
AABHBIM, TOABKO TaK MO>XHO IIOCTaBHUTb Ha IIepBOe Me-
CTO YeAOBeKa, a He «IoceTuTeAss». Hac unrepecyer
KQXKABIHM KOHKPETHbIA Y€AOBEK, €ro 0COOEHHOCTH, ero
YHUKAABHOCTD, TBOPYECKUM IMOTEHIIUAA, 3aUHTEPeCo-
BaHHOCTDb B ONPEACACHHU CBOEro OyAyIiero c momo-
mpio My3es. Mysel pearupyer Ha 3aIpoC 4eAOBEKa,
U C €ro y4acTHeM IPOMCXOAUT IMPOrHO3UPOBAHME U
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IPOEeKTHpOBaHUe OyAymero KyAbTypsl. Kpome toro,
KaK MBI y>Ke TOBOPHAH, My3€l0 HeOOXOAMMO 0OpacTu
OIIpPeAEAEHHBIMH CBSI3SIMU, KOTOPBIE OYAYT CXOAUTHCS
Ha HEM KaK Ha KyABTYPHOM I[€HTpPE€, 3TO BO3MOXXHO pe-
AAM30BaTh C IOMOIIIbIO CHCTEMHOTO 1oAx0Aa. M TpeTnit
ACIIeKT METOAOAOTHH — AAPECHBII IIOAXOA, MBI He 0y-
A€M OCTAaHABAMBATHCS HA HEM IIOAPOOHO, TOCKOABKY OH
YK€ MCIIOAb3YeTCS COBPEMEHHBIMU My3€sIMH.

OAHHM H3 CIIEIIMAAUCTOB, CIIOCOOHBIX K IIPOEKTH-
POBaHHUIO B paMKaxX TpeX IepPeYHCACHHBIX ITOAXOAOB,
siBAsIeTCsT Au3aiiHep. PoAb AM3aiiHa B My3esix OyAyImero
BO3PACTET, IOCKOABKY My3er OYAyT HalleAeHbI Ha IIPO-
eKTHPOBaHUe He CyleCTBOBABIIE!N A0 3TOTO KYABTYPbL A
AM3aiH, KaK U3BECTHO, BBICTYTIAeT B POAM TEXHOAOTHYE-
CKOM BO3MOXKHOCTH 3apUKCHPOBATh HOBbIE KYABTYPHbBIE

cMbICABL TToxaAyit, Ar06ast MPOEKTUPOBOYHAS ACSTEAD-
HOCTb HaljeA€HA Ha CO3AAHME OYAYIIero KyAbTypbL Au-
3aiiHep ke IPUBHOCHUT OT Ce0si CTpeMAeHHe K KpacoTe U
rapMOHHHU CUCTEMHOTO o6bekTa. OpHAKO, pasymeeTcs,
CHCTEMHBII 0OBEKT He MOXKET OBITH ACAOM PYK OAHHOY-
KH, 1 B PAMKax My3es OyAeT TPYAUTHCSI KOMAHAQ CIIELIU-
aAuCTOB. MBI aKIleHTHpyeM BHUMaHHUe Ha AM3aiiHe, TaK
KaK 9Ta MPOEKTHPOBOYHASI AESITEABHOCTb CIIOCOOHA
0OBEAMHUTD KyABTYPHbIN KOMIIOHEHT C KOMIIOHEHTOM
9KOHOMUYECKHMM, TPAAULIMU U MHHOBAlMU. Au3aiiHepbl,
0COOEHHO IPOMBILIAEHHBIE AU3ANHEPHI, 00AAAAOT CIIO-
COOHOCTBIO OOBEAMHSTH B OAHOM IIPOEKTe YCHAUS Pas-
AMYHBIX CIIELAAUCTOB AASI TOTO, YTOOBI TPUIATH K 061je-
My pe3yABbTaTy, 6AAroAaps yMEHUIO MBICAUTD CHCTEMHO U
3apaHee PEABHAETD PE3YAbTAT ACATEAbHOCTH.
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Abstract: One of the most important periods in the skills formation of a vocalist is the initial stage of learning,
when the proper knowledge of breathing and the most rational vocal technique are laid. The correct classification of
the voices hould happen during this period, the timbre of the voice, its range and tessitura should determine. In case
of these functional bases violations there are violations in coordination of the functions of the vocal apparatus various
elements and a distorted system of complex conditioned reflexes is formed in the cerebral cortex. This can develop
occupational diseases of the functional nature, the symptoms of which may be similar to those of viral or bacterial
origin. Activities aimed at the musical knowledge acquisition by phoniatrists and medical knowledge by vocal teachers
are necessary; the joint work of vocal teachers, doctors-otolaryngologists, phoniatrists, phonopedists and physiolo-

gists will become more effective.
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The initial stage of learning is one of the most im-
portant periods in the professional formation and de-
velopment of the singing voice. This is due to the fact
that during this time coordination of the functions of
the vocal apparatus various elements is formed, carried
out by the central excitatory system. It is the formation
of the whole complex system of conditioned reflexes,
which are the physiological basis of singing and speech
phonation.

Singing is appropriate to engage in during the child-
hood. Eleven-thirteen age is the most suitable time for
solo singing training. The anatomical and physiological
development opportunities of the child at this age reach
the appropriate level, as well as the development of chil-
dren’s vocal organ, so before puberty no complications
might appear. During the period of mutation, at this age,
continued vocal training is quite possible in a rigorous

approach to the borders of this age opportunities and
special exercises for this period.

The first step in the establishment of any vocal-
ist is the correct classification of the voice. Classifica-
tion of voice — definition of voice species (the type
of voice), depending on the basic acoustic qualities
of voices: the tonal range, strength and timbre. Experi-
ence shows that it is necessary to use the advice of the
doctor-phoniatrist as classification of the human voice is
an extremely complex psychophysiological process car-
ried out at a fairly pronounced subjective background, as
well as the process of phonation. The initial tone range
of the student should be also taken into account and it
should be distinguished from the tessitura, changing af-
ter the beginning of the professional classes.

After determining of the voice classification, during
several years of special education (at least four) a student
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acquires and absorbs the knowledge of the correct sing-
ing breathing and the most rational vocal technique.
Failure to comply with at least one of these training re-
quirements can lead the student to a brief executive ac-
tivity. Without a proper definition of the voice type the
student will begin to overload the vocal apparatus, force
and exceed his natural tessitura. Over time there is alack
of clarity and brightness of the sound, as well as possible
changes of the voice timbre.

In case of the voice misclassification, from a physi-
ological point of view, there is a loss of coordination
functions of the vocal apparatus various elements and a
distorted system of complex conditioned reflexes in the
cerebral cortex is formed. When forcing the voice hap-
pens hyperemia of vocal cords comes due to swelling
of the deep vessels located within the vocal folds and
edema of the edges of the vocal folds, which makes in-
flammatory larynx diseases (acute laryngitis, includ-
ing marginal laryngitis), and may even form nodules
on the vocal cords.

As noted earlier, these diseases singers may result
from the use of forced voting, but if these diseases
have viral or bacterial origin, the inflammatory process
may spread into the lower respiratory tract — the trachea
and bronchi. This leads to an acute laryngotracheitis or
tracheobronchitis.

It is worth noting that the violation of voting may
last from 2-3 to 7-10 days after the disappearance of
the larynx and trachea inflammation. A phoniatrist and
a vocal teacher should decide strictly individually when
to allow a student to start vocal lessons.

Disorders of voice functions simultaneously are col-
lectively called “disphonia’, which is divided into func-
tional and organic. This article will consider the nature
of the functional dysphonia.

Functional disorders of the vocal tract can be divid-
ed into two main groups:

1. Functional dysphonia;

2. Phonasthenia.

One of the main causes of singers’ functional dyspho-
nia, especially at the initial stage of training, is the misuse
of the vocal apparatus. Works by J. Perello (1962) fully
confirms this fact [2, 180]. Moreover, in his works J. Per-
ello highlights the types of dysphonia which appeared on
the basis of pathological mechanical factor impact in the
misuse of the vocal apparatus or greater than normal hu-
man physiological capabilities. The task of the teacher is
to distribute the load on the voice function of the pupil
correctly and accurately as much as possible. This func-
tion shouldn’t exceed the limiting capabilities.

A.I Rabinovich and S. K. Orlov (1953 ) believe that
the lack of voice can be caused by incorrect phonation
skills that emerged during the prolonged laryngitis. Re-
search in this area fully confirms this view [ 1, 73 ]. More-
over, it is worth noting the fact that the symptoms of
laryngitis and function dysphonias may be similar, there-
fore, diagnosis and treatment may be wrong, although
there may be a positive vocal function trend restore for
a while. At the same time the fact of recovery is false,
moreover, there is aggravation of the disease, which can
lead to the dysphonia of the organic nature.

Functional dysphonias can be regarded as a protec-
tive response of the body. This is due to the fact that in
all cases their appearance is caused by the presence
of the dominant focus of stagnant deceleration in the
motor area of the cerebral cortex. It occurs during an
acute inflammation of the upper respiratory tract. Upon
termination of inflammation in the upper airways pain
agent of the irritation disappears and, as a result, the
most patients’ stagnant inhibition removes and the
phonation recovers.

In the prevention of children functional dyspho-
nia preventive activities are important. They should be
conducted by parents and teachers. A constant, persis-
tent and uncompromising struggle with loud conver-
sation and singing at home and in educational insti-
tutions should be carried out. It is necessary to teach
children to speak calmly and quietly, within the natural
and normal for the age limits. Any kind of noise, loud
talking, screaming, screeching should be prohibited,
justifying it as a manifestation of a low cultural level.
Also it is necessary to strive to speak to children in a
low, calm voice, so they will be easier to understand
and accept your point of view.

A teacher, or rather, teacher’s sense of hearing and
professionalism play an important role in this situation.
At the first symptoms of vocal function violation, the
teacher assignsa student the mode of the voice calm-
ness and consulting a doctor-phoniatrist. The doctor
will determine the exact diagnosis and prescribe treat-
ment. In case functional dysphonia of different kinds
doctors prescribe a course of rehabilitation of voice
function. In this course, in addition to medical treat-
ment, they may include phonopedist classes, in some
cases — physiotherapy.

Treatment of the functional dysphonia should be
physiologically justified. Its main task is to improve the
mobility of cortical processes, removal of pathological
focus of the stagnant inhibition in the cortex of the brain,
and restore the original reflex mechanisms.
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After the rehabilitation, a period of professional
recovery comes. This period should begin gradually,
preferably during the last phonopedist sessions. Lec-
turers should carry out psychological education for the
student in that period of time, instilling confidence that
the vocal apparatus is required to recover.

Certainly during the first lessons a teacher has to
pay attention only to orthophonic exercises to achieve
a smooth and long exhalation, combined with the
reading of the text, completely eliminating exercises
of vocal voice type. The particular attention should be
given to the exercises to strengthen the muscles of the
palato-pharyngeal valve and activation of the soft pal-
ate. The teacher should consult with the phoniatrist
who conducted a rehabilitation course with a student.
Phoniatrist can choose exercises that are suitable to
the child, taking into account all the individual char-
acteristics.

It is worth noting that the activities of a preventive
nature should be present in the work with vocalists,
namely the periodic otolaryngologist examination. This
applies not only singers who are at the initial stage of
learning. In our view, this inspection should be carried
out not less than once every six months. Moreover, in
the event of the primary symptoms of acute respira-
tory infection (ARI) a student should immediately con-
tact the ENT doctor. If necessary, the ENT doctor may
consult a phoniatrist to prevent pathologies of the vocal

cords, which often happens with SARS, especially pro-
longed. Timely detection of vocal function violations
allows to cure illness painlessly and to return to classes
faster.

Fr. Lamperti, in his book “The Art of Singing” point-
ed out that “the student should try singinga little solfeg-
gio and training a lot vocalizes because singing with syl-
lables extremely tires a throat” [3, 6]. This directive is
one of the most successful in preventing any violations
of vocal function and pedagogical practice of V.M. Lu-
kanin and N.A. Serval, Honored Artist of the RSFSR
and the professors of the Leningrad State Conservatory
named after N. A. Rimsky-Korsakov, who trained a gal-
axy of outstanding singers and teachers, fully confirms
the correctness of these instructions.

Issues of development and education of the sing-
ing voice for individual learning needs more public-
ity in the literature, based on the experience of teachers,
singers, phoniatrists and researches of the scientists in-
volved in the problem. Currently, the methods of young
singers teaching need to be further developed in the rel-
evant scientific research institutes of health, musical and
pedagogical profile. To successfully address this ques-
tion, we need activities aimed at the acquisition of mu-
sical knowledge by phoniatrists and medical knowledge
by vocal teachers, as the joint work of vocal teachers,
doctors-otolaryngologists, phoniatrists and physiolo-
gists will be more effective.
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A.HHOTaIIPLﬂ: B cTaTpe paccMaTpUBaAETCA I€HE3NC CEMaHTHKHU CPEACTB MYSBIKaAbHOfI BBPIPA3UTEABPHOCTH B BOKAAb-
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KaroueBble cAOBa: My3bIKaAbHAsl CHMBOAMKA, My3bIKaAbHAs IPOrPaMMa, CEMaHTHKA, TeHe3uc, AHHa KoBaaéaa.

YkpauHckas My3bika 2-i moA. XX — Hau. XX B., Bech-
Ma MHOTOOOpa3Hasi B CBOMX IIPOSIBACHHSIX, IIPEACTABASIET
coboil HarMeHee pa3pabOTaHHYIO TeMY B YKPAHHCKOM
My3BIKOBEACHUH U 3aCAY)KUBaeT 0COOOr0 BHUMAHMS CO
CTOpPOHBI HCCAeAOBaTeAel. FIMEHHO 9TOT Ieprop 6bIA OT-
MeyYeH BhICOKMMHU AOCTIDKEHHAMHU B MY3bIKe U TOSBACHH-
€M YHUKAABHBIX, II0 CBOEH CyTH, IIPOU3BEASHUH KaXKAOTO
OTAEABHOTO perrioHa YKpauHbL.

O6perast HOBbIe BHADI, POPMBI U XKAHPBI, IOAYIAs
B CBOE PaCIIOpsDKeHUe Bce boAee COBepIIeHHbIe TeXHH-
JecKHe U TeXHOAOTHYECKHe BO3ZMOXKHOCTH, AETKO IIpe-
OAOA€Basi peaAbHble U BUPTYaAbHbIe I'PAaHHIIbI, My3bIKa
YKPaHHCKHX KOMIIO3UTOPOB CTaAd OAHHM H3 aTpHOyTOB
COBpPEeMeHHOTI'0 My3bIKaAbHOTO MUPa, CGOPMUPOBAB MHO-
XKeCTBO HaIlpaBA€HUH U CTUAEH, CMEHSABIINX APYT APyTa
U CYIIIeCTBOBABIIMX PSIAOM.

MHorue My3bIKOBEAbI HEOAHOKPATHO 0OpaIjaAnuch
B CBOHMX PaboTax K My3bIKe COBPEMEHHBIX YKPAaHMHCKUX
KoM1o3uTopoB. CpeAr aBTOPOB CAeAyeT Ha3BaTh Yepka-
muHa-T'yb6aperxo M. P, I'epacumosa-Tlepcupckas H.A.,
Mlep6unus 0. A., 3araitkesud M. I1., Myxa A. 1. u Ap.

IToaTOMY CTAaHOBUTCSI aKTYaAbHBIM OOpaleHHe K
TAaKO! >KAaHPOBOI cdepe, B KOTOPOH OOBEAUHSIOTCS
BHENIHUE MPUYHHBI MY3bIKAAbHOM IPOTPAaMMHOCTU U
cnenuuyeckre GpakTopbl My3bIKAABHOM CUMBOAUKU. B
YKaHPOBOI1 Cdepe TAKOrO POAA My3bIKA C OCOOEHHO TAY-
OHHO¥ ITPOSIBASIET YHUKAABHOCTD CBOETO SI3BIKA H, OAHO-
BpPEMEHHO, €€ HallPaBAGHHOCTb OCHOBHBIM KYABTYPHbBIM
CMBICAAM — COTAACHe C XYAOXKeCTBEHHBIM 3HaYeHUEM,
YTO OTKPBIBACTCS B COIy TCTBYIOMUX My3bIKAABHOMY 3BY-
YaHMUIO BHIPA3UTEAbHBIX CPEACTB.

BoxaAbHbIe 1 XOpOBbIe KaHPbI 3aHUMAIOT IIeHTPaAb-
HO€ MeCTO B TBOPYeCTBe YKPaHMHCKOIO COBPEMEeHHOIO
kommosuropa AHHbI KoBaA€Boii.

B TBOpyeckoM HacAeAMH KOMIIO3UTOpPA OKOAO
150 necen u pomancoB Ha caoBa A. Pera, O. TroTyesa,
A. Aasop, u Ap. aBTOpoB. boaee yem 1930 acTpapHbIX ITe-
ceH, 06pabOTOK U APAHKUPOBOK PYCCKUX, YKPAMHCKHX
U TIOAbCKUX HapOAHBIX IIeCeH, XOpOBble ITPOU3BEACHHS

a capello AAs1 cMenTaHHOTO XOPOBOTO COCTABA, KAHTATA
«Aymra coxpanseT>» Ha caoBa M. PybuoBa, xopoBoit
KOHIIepT Ha caoBa A. PeTa, AeTCKue XOpbI U OIlepa-cKas-
Ka «/\ecHsHKa 1 AipeAb> Ha caoBa M. CrapmuHoBa.

IToaTOMY I1eABIO CTATBH CTAAO OTOOpaXKeHHUe TeHe-
3KCa CEMaHTHKHU CPEACTB MY3bIKAAbHOM BBIPA3UTEAD-
HOCTHU B BOKaAbHOM npoussBeaenuu A. Kopaaesoit —
«XO0AOAHOE YyTPO>.

ITpesxpe Bcero, OTMETUM, YTO F€HE3UC CEMAHTHKH
9TO BO3HUKHOBEHHE U Pa3BUTHE CMBICAOBBIX, 0Opa3HO-
BBIPA3UTEABHBIX AU H300PA3HTEABHbIX 3HAKOB B My3bI-
KaAbHOM TeKCTe.

Boxaabubie counnenusa A. Kosaaéson 90-x rT. pAe-
MOHCTPHUPYIOT YBA€UEHHOCTD I1033HeH PYCCKUX COBpe-
MeHHBIX 1103T0B. PomaHc «XoA0AHOE yTpO> Ha cAOBa
A. Muryausa 6b1a Harucas B 90-e IT. OTO Ipou3BeAeHHe
AASL )KEHCKOTO TOAOCA MEIII0-CONPaHo U GpopTenraHo.
IToaruyeckuit TEKCT, COCTOAMUM U3 ABYX CTPO$, KaTpe-
HOB, PUCYeT KAPTUHY XOAOAHOTO U COHHOTO CEHTS0Pb-
ckoro yTpa. CAOBECHBIi TeKCT O4eHb OAM3KO COOTHO-
CHTCS C MEAOAHEI, 3AMEeTHO UX PUTMUYECKOE eAUHCTBO.

XO0AOAHOE, COHHOE, XKEATOR YTPO.
AeTAT MayTHHKY B CEHTAOPbCKYIO BBICh...
¥ C IIEPBBIX MUHYT IIPOOYKAAETCS CMYTHO,
YTIPYTOIi CTPYHOIO 3BeHsI]ask MbICAD
Te6s1 BcloMuHATh Ha paccBeTe He OyAy
YUAH Ha 03€pa, BOCXOA TOPOILS,
sI BCE IeperiAady, st Bcé mo3abyay,
U B cepalie Kak OyATO He OyAeT TeOs.

9T0 — obpaser] TparnuecKoi AUPHKU. XOAOAHOE,
COHHOE YyTPO PHUCyeT 06pa3 BHeNIHe! KApTUHBI, COCTO-
SIHUE TIPUPOADL, HO U TaKOM K€ XOAOA M OAMHOYeCTBO
BHYTpPH YeAOBeKa. BoAb M pasouapoBaHue Ha cepalie,
JKeAaHHUe 1103a0bITh, OCTAaBUTD BCé B mpomaoM. Ho 06-
Pas TOro, OT KOTO TaK OAMHOKO M OOABHO, IOCTOSIHHO B
MpIcAsiX. CepAlie TPOAOASKAET OUTHCS U CTPAAATD.

Pomanc «X0A0AHOE yTPO> HAITHCAH B CKBO3HOM $Op-
Me, XOTs OAHOBPEMEHHO AEMOHCTPHPYeT BAPUAHTHOCTD,
CBA3aHHYIO C YCAOXKHEHHEM TOHAAbHO-TAPMOHMYECKOH

28



Genesis semantics of means musical expressiveness in vocal work of “Cold Morning” by Anna Kovalova

cdeppl. AOCTaTOUHO SBCTBEHHA OITOpa Ha KAACCUYECKHe
$opMBI, OAHAKO pacIIMpeHHash TOHAABHOCTb BHOCHUT
CBOM KOPPEKTHUBBI KaK B KYIIAeTHO-BapHAaHTHBIE CBA3H,
TaK U B CKBO3HOM IIPHHIUII, ACHCTBYIOIIHE COBOKYITHO.

BuyTpH cTpO$ HaOAIOAAETCSI TEHAEHIIHS K CKBO3HO-
My IPOYTEHHUIO TEKCTA C 3aMETHBIM OOHOBAEHHEM MEAO-
AMKH. BapuaHTHOCTD CKa3bIBaeTCs B <IIPOAOAXKAIOIIEM
IIOAXBaTe>: Ha4aAa IIepBOM CTPOPDI, €€ pa3BUTHE U ITOA-
XOA K KyAbMHHAIIUH, B MOMEHT KyABMHHALIUY BO3HUKHO-
BeHHe BTOPOM CTPOQbI, KAK BAPHAHTHOCTD IEePBOH, U
3aBepIIeHHE BCETO IPOU3BEACHHUA.

C xaxa0# cTpo¢oit poMaHca KaK-6bl pasBopayuBaer-
Csl My3bIKaAbHAsI TKAHb TPOU3BeAeHH. MeAOANs BOKaAb-
HOH MApPTUH PACIIUPSETCA B AUAIla30He, IOAHUMASCh B
BEPXHUIT PETUCTP, TA€ HOTHI YKe 3BydaT 60Aee B3BOAHO-
BaHHO 1 HAITPsDKEHHO. A MapTUs OPTENHaHO, IPOHU3AH-
Hasl ITyAbCAIlMil TPHOAEH M YIIAOTHEHHAS! aKKOPAOBBIMU
CO3BYUMSIMH, OIyCKAETCs B HIDKHHI PETHCTP, 9TO OoAee
HOAYEPKHBAET OOLINI APAMATH3M POU3BeAeHHSL. TakuM
06pa3oM, BeCh AUAIIA30H 3ByYaHHSI POMAHCA (BOKaAbHaSI
MapTHUs ¥ MAPTUSL c]>opTeHHaHo) MTOCTEIEHHO pacIIupseT-
€51, a My3BIKAABHO-APaMaTHYECKOE Pa3BUTHE AOCTHUIAET B
MOMEHT 3aBepIIeHM YeThIPEeX OKTaB.

3apoXKAasCh B 3 TaKTe, C IIEPBBIX HOT 3By4aHHUS BO-
KAaAbHOH IAPTUH, U AO TIOCACAHEN HOThI B pOMAHCe, He
iepecraBasi 3By4aTh, B pa3Mepe 4/4, Bcé nmpousBepeHue
IIPOHM3bIBAET TPHOAbHBIM puTM. Ilo caosam H. Bam-
KeBUYa, «TPUOABHBIA PUTM — 3TO PUTM YTOMAEHHOIO
cepALla» [4, 86]. B 3aBHCHMOCTH OT KOHTEKCTa, TPHOAD-
HbIe PUTMBI MOT'YT OKPAIIUBATh OOPa3HO-9MOLIMOHAAD-
HBIM CTPOM ITPOU3BEAEHHUS OT HAaCTPOEHMIM CBETAOM Iie-
YaAH, TPYCTHBIX PAa3AYMUI AO TSDKEABIX IIPEATYBCTBHUH,
6e3yTEeIHOro TOpsi U TPAareAHH.

OO111eM3BeCTHO, YTO PUTMBI CEPALIEOHEHUS] — 3TO
PHUTMBI BO30Y>KAEHHOTO BOAHeHUs cepalia. CeMaHTHKA
PUTMOB CepALIeOHEeH S BCETAQ 3aBHCUT OT ABYX OCHOBHBIX
paKTOpOB: OT TeMIta 1 0T Aapd. B HebObICTpOM, 3aAyMUHBOM
TeMIIe, TPUOABHBI PUTM BOCHMBIMH AAMTEABHOCTSIMY,
BHEAPEHHDBIA B TEMATUIECKUN MAaT€PUAA AAHHOI'O MY3bI-
KaABHOTO IIPOU3BEACHMS, ABASIETCS OCTUHATHOM PUTMUYE-
CKO¥1 OCHOBO BCell GpaKTyphl POMAHCA, YTO TAKKe IBUAOCDH
KAIOYEBBIM 00Pa3HO-BBIPA3UTEABHBIM 3HAYCHHEM.

B ncTopun My3bIKaAbHOM AMTEpPATYyphl TPHOABHBIN
BapUaHT PUTMA BCTpeYaercs yaije Apyrux. Buemne —
9AeMeHTapHbIE TPHOAM, HO HAIIPAMYIO ITPOU3BOAHbIE OT
cepdyebuenus. B pomarce «X0AOAHOE YTPO> PUTMbI CEPA-
Lle0HeHHsT — 9TO OCHOBA BCeil pOPTENMAHHOM TAPTUHL.

PomaHC cocTOMT M3 ABYX pasAeAOB, TAe BTOPOH
pa3aeA IPOU3BOAHBIN OT IIEPBOTO, M BO3HMKAET B 30HE
HAMOOABLIErO AYLIEBHOTO BOAHEHMS], B MOMEHT IIepBOT

kyabMuHanuu (TakT 12). TPHOABHBIN PUTM, H3HAYAABHO
M3A0XKEHHDIM TOABKO AUIIb B BOKAABHOM MAPTHUH, B XOAE
CBOETO Pa3BUTHUS, IPOHMKAET B IAPTHIO POPTEIIHAHO, TAE
He MepecTaéT 3By4arh B 00eUX MAPTHAX AO PUHAABHOTO
TaKTa B pOMaHce.

PurMBI cepALIeOHeHNS, KaK CPEACTBO MY3bIKAABHOM
BBIPa3UTEABHOCTH, — SIBACHHE HHTOHAIJHOHHOE. JTO —
IPOAOAKEHHE AAHHOTO PSIAQ BAKHEHIIMX CeMaHTHYECKIX
eAMHHI] My3bIKAABHOTO CAOBapsl. BHemHe aneMeHTapHbIe
pHUTMDI (BpeMeHHbIe COOTHONIEHHS CEPAEYHBIX TOHOB, 3a-
THCaHHbIe HOTAMH), BBEACHHbIE B KaUeCTBe OCTHHATO B
(aKTypy COIPOBOKXAEHMS, YAUBUTEABHBIM 0Opa3oM 06-
HAPY>KHBAIOT CBOIO (TI0 OTIPEAEACHHI0) KOHKPETHYIO Ce-
MAHTHKY: 3HaK IIPUCYTCTBUS CEPALIA B OMOLJMOHAABHOM
cTpoe mpousseaeHHs. M aToT pakT He MOXKeT He OTpaHu-
YMBaTh 3ByYaHHE UX OIIPEACACHHBIM KPYTOM My3bIKaAb-
HbIX )KaHPOB M YCAOBHMAMM CTHASL. 1 B AAHHOM BOKaABHOM
npousBepeHnH A. KoBaA€BO# TpHOAbHbBIE PUTMBI HTpa-
IOT POAb IICUXOAOTHYECKOTO ITOATEKCTA.

IlepBbIit pa3peA HaNMCaH B TOHAABHOCTH < CH-MHHOP>
u cocrouT u3 11 takros. IlepBbIii pasaes — aTO nepBas
cTpoda IMOITUYECKOTO TeKCTa; KapTHHA BHEIIHEro 06pasa
IPUPOADBI; KAPTHHA XOAOAHOT'O, COHHOTO, 3KEATOTO yTpa.
Ha ¢omne mmycroit KBUHTBI B HIDKHEM PETUCTpe, MEAACHHO
Y AHHMBO ITOCTYIIEHHO IIOAHMMAIOTCS KBAPTO-KBUHTOBbIE
cosByuns (TaxT 1) B BepxHeM perucrpe GoprenuaHo, cos-
AaBast 06pa3 6ecKOHeqHOi! TyCTOTHI ( PACCTOSHIE MEXAY
6acoMm u MeAaopueit Tpu okTaBbl). Ha dpepmare 3amupa-
eT YMEeHbIIEHHAsI OKTaBa — COAb# — coAb. C TpeTbero
TaKTa, Ha $OHe TepL0OBO-KBAPTOBBIX CO3BYYMH B BEpXHEM
perucrpe B HapTHH GOPTENHUAHO, CAOBHO MOA3YIIHX IO
XpOMaTHU3MaM, HauMHAeT CBOE AeKAAMAIMOHHOE ITOBe-
CTBOBaHUe IAPTHs TOAOCA B MAAOM OKTaBe.

BoxaabHyI0 IapTHIO MIPOHU3BIBAIOT TPHOAH, MOHO-
TOHHO 3By4allllie Ha TOHM4eCKoi HoTe cu. Meaopus mo-
CTeNeHHO Pa3BOPAYMBAETCs B AMAIla30HE, HAYMHAS OT
Tepuun (TakT 3) 1 AOVAS AO YUCTOMN OKTABBI B TOCAEAHEM
TaKTe IIEPBOrO pa3AeAa poMaHca (takT 11), BoKaAbHas
IapTHs, B COIPOBOXXACHUU MAPTHU POPTEIHAHO, ITPH-
OAM3HAACH K MOMEHTY KyAbMUHALIUY. B mepBoM pasaeae
poMaHca napTus GpopTenuaHo, ¢ KaXKAOH CTPOKOM AH-
TePaTypHOIO TeKCTa, OITyCKAeTCS B HIDKHHUKI PerucTp.
Ha caoBa «XoaoaHOE, COHHOE, )XEATOE YTPO> POopTe-
IIMAHHAs IApTUS 3BYYUT B IEPBOM OKTaBe, HA CAOBAX
«/\eTAT IMay THHKHU B CEHTOPbCKYIO BBICh> 3BYYHT MaAQSI
U TlepBasi OKTaBhl U Ha TMIOCAEAHIOIO CTPOKY « YIIpyToi
CTPYHHOIO 3BEHSIIast MBICAb>» IApTHs GOPTEIMAHO Ha f
AOCTHIaeT AUATIA30H MEXAY OOABIIOI 1 BTOPOIT OKTABAX.
MesxAy KpallHUMM perucTpaMu ¢opTenHaHHOM! TapTHH,
noMelleHa IIapTHs FOAOCa.
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B MOMeHT KyAbMUHALIMU Pa3BUTHS My3bIKAAbBHOTO
marepuasa (Takr 12) HaYMHAETCSA U3AOKEHHE BTOPOTO
paspeAa poMaHca. ITO — KApTHHA BHYTPEHHETrO Apa-
MAaTH3Ma U AyLIIeBHOTO IepeXXHBaHus yeroBeka. CMeHa
TOHAABHOCTHU («MH MHHOp> ), BCSL CKPBITAsl TPAreAus
U 9yBCTBO Pa3oyapOBaHMs BBIPBIBAIOTCSA HAPYXY BO
BTOPOM pasaeAe pomanca: «Her 6oabine cua Teprers
60Ab, HEBO3MOXXHO OOABIIIE MOAYATh>». Bropoit pas-
A€A — KPUK AYIIH, 3TO 0OPedEHHOCTD Ha TO, YTO HUKOT-
A2 HEBO3MOKHO 3a0bITh. OCTaéTCsI TOABKO IIPUHSTD 3T
60AD, U SKUTDb AAABIIE.

My3bIKaAbHBIN MaTepUaA IEPBOTO pa3AeAd TeMaTH-
4eCKH pa3BHBAEeTCs BO BTOPOM pasAeAe, AOCTUTas KYAb-
MMHAIIMU BCEro MPOU3BEASHHUA.

OTMeTHM, YTO My3BIKAABHbIN MaTePHUAA TEMBI BCTY-
naenust (1-2 TT.) B BApUAHTHOM M3AOKEHUH 3aBepIIaeT
BOKaAbHOe npousseaenue (22-24 1t.). OTanume cocTo-
UT AUIIb B TOM, YTO B 3aBepIIeHHHU 3Ta TeMa CMellleHa B
AoAsix (BCTYTIaeT He ¢ CHABHOM AOAHM TaKTa, a C OTHOCH-
TEABHO CHABHOM — TaKT 22) ¥ 3BY4HT Ha $OHE TPUOAD-
HOTO TOHHYECKOTO OPraHHOTO ITyHKTA B TOHAABHOCTH
«Mu MHHOpP>. Takum 06pa3oM, BEICTpaNBAeTCsI CBOEO-
OpasHasi TeMaTH4YeCKasl apka MeXAY TeMOM BCTYIIACHHS
U 3aBepIIeHHs.

Pomanc oboraieH rapMOHHYECKUMH CO3BYYHSIMU
CEKYHAOBBIX U TepLOBO-KBapTOBBIX CTPYKTYP, YacTO
PACIOAOXKEHHBIX B KpalHUX perucTpax ¢oprenuano. Ilo-
MMMO aBTOPCKOM aKKOPAUKH IIPUCYTCTBYeT MOCTOSIHHOE
ABIDKEHHE HHMCIAAAIOIIMX XPOMATU3MOB YeTBePTHBIMU
aauTeAbHOCTSMH (TT. 3—4, TT. 89, U T. A.) B dopTenuan-
HoOM dakType. Bo BTOpoM paspese poMaHca XpOMaTH3-
MbI TaK>Ke IIPOHMKAIOT B BOKAABHYIO IIAPTHIO, A B TAPTHH
$oprenuaHo NosABASETCS BHAYaAe KBUHTOBBIN TOHHYE-
CKUI OPTraHHBIN ITYHKT B HOBOM TOHAABHOCTH «MH MU-
HOp> (TT. 12-17), 2 3aTeM TOHMYe CKHX OpTaHHbIM ITyHKT
Ha 0CHOBHOM ToHe (TT. 18-24), KOTOPBII He TIepeCcTaéT
3By4aTbh AO KOHI]a IIPOU3BEACHHS.

HuTepecHo, YTO NMO3THYECKUI TEKCT M HMapTHs
dopTenraHo B3aUMOCBSA3aHbI o6pa3Ho U TeMaTU4YeCKU.
B paHHOM pOoMaHce BOKaAbHas MApTHS, MapTHs popTe-
MHMAHO U IO3THYECKUM TEKCT KaK EAMHOE IJ€AO€ UI'PAIOT
BA)KHYIO POAb B CO3AQHMH APaMaTH4Y€CKOTr'O ITOdTHYe-
CKOTO 06pa3a IIPOU3BEACHMSL.

B cospannu ppamaruyeckoro 06pa3a CTpaAAHUS U
6oan, A. KoBaaésa npn6eraeT K Pa3AMYHBIM CPEACTBAM
MY3BIKAaABHOH BBIPAa3UTEABHOCTH. CBUAETEABCTBYET 06
9TOM TPUOAbHBINA PUTM, KOTOPBIX IIPOHU3BIBAET BCE IPO-
U3BeAeHHEe KaK o6pa3 CTPaAAIOIEro CepALla, KOTOPOe
IIPOAOAXKAET OUTHCS; MOCTOSIHHOE ABMDKEHUE aAbTEPH-
POBaHHBIX FTAPMOHUYIECKUX CO3BYYHH I10 XpOMaTU3MaM
Kak o6pa3 pasovyapoBaHus U 06pe‘{éHHOCTI/I; 3ByJalue
KpalHUe perucTphl B MapTUH GOPTEIHAHO KaK o6pa3
IIyCTOTBI K OAUHOYECTBA.

CMeHa TOHAABHOCTH — 3TO CMeHA ABYX COCTOSIHHI:
BHEIIHUH o6pas IIPUPOABI, ¥ BHYTPEHHEE COCTOSHUE
4eAOBEKa, ero AylleBHoOe Nnepexusanue. Ho xoreaocs
ObI 3AMETHUTD, YTO oGpasm He KOHTPACTUPYIOT, a AOTIOA-
HAIOT APYT APYTa, KaKk ObI BBITEKASI OAUH U3 Apyroro.
W raaBHOE, TOHWYECKHIT OPTaHHBIN ITYHKT BO BTOPOM
paspeAe poMaHCa — 3TO CHMMBOA 06peqéHHOCTH Ha
OAUHOYECTBO, 06pe‘-IéHHOCTI/I Ha TO, YTO HEBO3MOXKHO
3a0BITH IPOIIAOE.

Taxum O6paSOM, TeHE3UC CEMAHTUKU CPEACTB My-
3bIKAABHOH BBHIPA3UTEABHOCTH B BOKAaABHOM IIPOU3BE-
Aernu A. KoBaaeBoit «X0AOAHOE yTPO>» IMPEACTAaBACH
CHUHTE30M IO3THYECKOI'O TEKCTa ¥ MY3bIKAADHOMN TKAaHH
IIPOU3BEAECHHS, YTO IIOBAEKAO 3a co6011 BO3HUKHOBEHME
HEOOXOAUMBIX CPEeACTB My3bIKAAbHOM BHIPa3UTEABHOCTH
AASL CO3AQHMS OIIPEAEAEHHOTO 06pa3a Y XapakTepa Ipo-
U3BEAECHUS. BbI6paHHb1e KOMIIO3UTOPOM 3HAKM CEMAHTH-
KU My3bIKAAbHOTO TEKCTa, TaKHe Kak PUTM, paKTypa, Bbl-
COTa, AUHAMHUKA, TeM6p U AdA, HETIOCPEACTBEHHO TaKXKe
OCHOBBIBAIOTCS HA XYAO)KECTBGHHO-O6P33HOM BOCIIPHSL-
THM U IIAMATH CAYIIATEAS] U UCTIOAHUTEAS.
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Abstract: This article describes the fundamental properties of music as nature phenomena of cosmic scale. The
ways of music’s studying are contemplated not only as an object of knowledge, but also as an instrument of knowl-
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KoHuenuus pa3BnUTUd My3bikKy B TPeTbeM ThiCca4YesieTum

AHHOTaI.II/IH: B AaHHOfI CTaTb€ paCCMOTPEHDI (PYHAaMeHTaAbeIe CBOMCTBA MY3bIKH, KaK ABACHHS IIPHPOADI KOC-
Mudeckoro mMaciraba. Hameuensr TMEPCIEKTHUBHDBIE ITYyTH U3YIE€HH MY3bIKH HE TOABPKO KaK ITIPEAMETA IIO3HAHMS, HO K

KaK MHCTPYMEHTA IIO3HaAHM . Borasaena n o6ocHOBaHa H606XOAI/IMOCTB COBMECTHOI'O U3YI€HU MY3bIKH MY3bIKaHTAMHU

H CIIENHAAMCTAMH Pa3HbIX HaHpaBAEHI/Iﬁ €CTECTBEHHDBIX HaYyK.

KaroueBbie caoBa: (PYHAaMQHTaAbeIe CBOMCTBa MY3bIKH, MYy3bIKa — HHCTPYMEHT IIO3HAHHS.

Ha rpanu BpemeH, Koraa CioKOMCTBHIO YEAOBEYECTBA
Y CaMOH €ro >KU3HH YI'POXKAIOT IIPHPOAHBIE KATAKAM3MBI
U COITMAAbHbIE ITOTPSICEHNUs], KOTAQ HOBbIe TEXHOAOTHUH
CAY>KaT CTapbIM IMOPOKAM; MYy3bIKa, KaK OeCIieHHOe CO-
KpOBHIIe, HUCIIOCAAHHOE HaM TBOpIjoM, MOXKeT yKa3aTb
AIOASIM HOBOT'O THICSTYEAETHS ITyTh HOBOTO ITO3HAHUS U
COEAMHEHUS C IPUPOAOHL.

Myspika B Tex MAM MHBIX pOpPMaX COIPOBOKAAET
4eAOBEKAa OT COTBOPEHMS MHpA. Y4YeHble IPU3HAIOT,
4TO ITOCA€ IIEPBUYHOTO B3PhIBA BCEACHHOH ITAOTHOCTD
MEK3BE3AHOTO ra3a ObIAd TAKOBA, YTO B HEM MOTAHU pac-
IIPOCTPAHATHCS 3BYyKOBbIe BOAHBL Ho, k Beamyaimemy
COKaA€HUIO, Mbl HIYEro He 3HaeM O CYyIIeCTBOBAaHHUH B
Te He0OO3PUMO AaAeKHe BpeMeHa HOCHTeAeH pasyMa,
KOTOpbIe MOTAM OB OOMEHUBATHCSI MY3bIKAABHBIMH I10-
CAQHUSMU HEIIOCPEACTBEHHO B 3aPOXKAABIIEMCS MeXKTa-
AAQKTHYECKOM ITPOCTPAHCTBE ...

OAHaKO OCTaBMM 3aMaHYMBbIe GAHTA3UH U BEPHEM-
cst B Mup o603pumoro mpomsoro. CyiecTBoBasa Au
MY3bIKa AO IOSIBA€HHS YeAaoBeKa Ha 3eMae? Koneuno
cymecTBoBaAa! AOCTaTOYHO BCIIOMHHUTD O BOKAABHOM
IIKOAE B CTAasIX COAOBDBEB, TA€ OIBITHBIH COAOBEH 3peAo-
IO BO3PACcTa IOMOTaeT MOAOABIM Pa3BUTD MX BOKAAbHbIE

criocobHocTH. Be3 BUPTYO3HOTO BAAASHHUS TOAOCOM MO-
AOAOIL COAOBEI BPSIA AML CMOXKET IIPUBA€Yb BHUMAHUE
CaMKH ¥ IIPOAOAXKUTD CBOH poa. MoxeT 6bITh KTO-TO
CKaxeT: “DTO — He My3bIKa, 9TO — KpacHBOe Iebera-
Hye 6€3MO3IAOM NITALIKH, TOABKO U Beero . Kakoe ray6o-
Koe 3a6ay>xaerne! Ho Bce-Taku Hac 60oAble HHTEpeCyeT
OCO3HaHHOE My3bIKAABHOE TBOPYECTBO YEAOBEKA.

Yo ke Takoe — My3bIKA H YeM OHA OTAMYAETCS OT
“kpacuBoro meberanus > YTO BO3BBIIIAET MY3BIKY AO
IPOU3BEACHHUS UCKYCCTBa?

Oxpyskarolrast HaC IPHPOAA TeHEPHPYeT MHOXKECTBO
3ByKOB. Takux, KaK, HapUMep, 3aBbIBAHUS BHIOTH, LIYM
MOPCKOTO IIPUOO0SL, TPECK AepPeBbEB B AeCy. AesSTeABHOCTb
4eAOBeKa M OOABIIMHCTBA IIPEACTABUTEAEN XUBOTHOTO
MHUPA ITOCTOSIHHO COIPOBOXKAAETCS IMMPOYAMIIIM CIIeK-
TPOM 3BYKOBBIX KoAebaruit. [Tpesxae Bcero, aTo — veao-
BeueCKast pedb U 3ByKH, H3AaBaeMble TOAOCOBBIMU CBSI3KA-
MU XXUBOTHBIX U IrTuL. KoHeuHo, Bcé 310 He0603puMoOe
MHOroo6pasue 3ByKOB MbI He IIPUYKCASIEM K 3BYKaM My-
3BIKH; XOTSI BbIPAa3UTEAbHAST, 9MOLJIOHAABHO OKpaIleHHAsI
4eAOBEYECKAsI peub, HAM AQXKeE LIyM MOPCKUX BOAH FOBO-
PSIT Hallef Aylile U HALleMy YMy TOpasA0 0OAblle, deM
IPOU3BEAEHHUS] MHOTHX COBPEMEHHBIX KOMIIO3UTOPOB.
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HMHoTAQ TO3THI OTOXAECTBASIIOT YEAOBEUECKUM TOAOC C
MY3bIKAaAbHBIMH 3BYKaMU: OHHU IIMIIYT O My3bIKe PeuH, O
MeAOAMH roAoca. I10aT, koHeuHo, BIipaBe OTpaXkaTh AeH-
CTBUTEABHOCTD TAKOH, KaKOM OH ee cebe IIPEACTABASIET,
HO... CTporo roBopsi, FoAOC HAYMHAET U3AABATD My3bI-
KaAbHBIE 3BYKU TOABKO TOTAQ, KOTAQ YeAOBeK 3areA. I ra-
KHM CIIOCOOOM CAEAAA CBOY TOAOC CIIOCOOHBIM OTPA3HUTh
HEKYIO A0, KOTOPYIO APYTHE AIOAM MOT'YT BOCIIPUHSATD
U OIIeHUTD, KaK MY3bIKAAbHYIO HAeH0. To e camoe 0THO-
CHUTCS U K MCTIOAHEHHIO Ha My3bIKaAbHbIX HHCTPYMeHTaX:
3BYKHU CKPHIIKU MAM TPOMOOHA IPEBPAIIAIOTCS B My3bl-
KaAbHbIE TPOU3BEAEHHS TOABKO TOTAQ, KOTAQ MCIIOAHH-
TeAb BOIIAOLIAET 00006 eHHbII XYAOXKEeCTBEHHBII 00pas,
TO €CTh HEKME TUIIMYHbIE CBOMCTBA KAKUX-AMOO SBACHHUI
AeMCTBUTEAPHOCTH HAM Y€AOBEYeCKHX XapaKTepoB. XyAo-
’KeCTBEHHBIE 00Pa3bl MOTYT OBITH CO3AAHBI 3AA0ATO AO KX
BOTIAOIIIEHUS, KaK 9TO IPHHATO B KAACCHYECKOM My3bIKe;
HAM K€ OHU BO3HHUKAIOT HEIIOCPEACTBEHHO B IIpoliecce
KOHILI@€PTHOTO HUCIIOAHEHHUS], IIPUMep TOMY — AKa30Bas
MMITPOBU3AIIHAL.

ITopaBasirOIee GOABIIMHCTBO AIOAEH BOCIIPUHIMA-
IOT U OIIEHMBAIOT MY3bIKY Ha YPOBHE «HpPAaBUTCI — He
HPaBUTCA>. EcAM KaXXABIH CAyIIaTeAb MOXKET YCABIIIATD
B IIPOM3BEACHUU KOMIIO3UTOpPA MAM HMIIPOBHM3aTOpPa
YTO-TO CBOE, U ellle MOXKeT AOAYMaTb 4TO-TO HOBOE,
AMYHOE, — TaKoe IIPOU3BeAeHHe MHOTO3HaYHO. Takum
06pa3oM My3BIKAABHOE IIPOHM3BEACHNE, BOIAOLIAOIIEe
BEAHKHE MY3bIKAAbHbIE HACH, CTAHOBUTCS 3HAUUTEABHBIM
SIBACHHEM UCKYCCTBA, €CAU OHO IMeeT CBOMCTBO MHOI'O-
3HAYHOCTH, — TOTAQ OHO «HPABHUTCS> MHOTHUM U 3TH
«MHOTHE> BOCIIPHHUMAIOT BeAUKHE MY3bIKaAbHbIE HACH
II0-Pa3HOMY, KaXKADIH — II0-CBOEMY.

3a mOCAEAHHE CTOACTHS YEeAOBEUECTBO SBASIAO MUPY
BEAMKHMX KOMIIO3UTOPOB M HCIIOAHMTEAEH Ha Pa3AMYHbIX
MY3bIKAABHBIX MHCTPYMEHTAaX, BeKaMHU KPHCTAAAM30-
BAAUCb My3bIKaAbHbIE SKaHPbI B POPMBI MY3bIKAABHBIX
npoussepeHuil. Ho MHOro Au MbI 3HaeM O CYIJHOCTH My-
3pIku? Bcé, ckazaHHOe BbIllle, OTPa’kaeT TOABKO «BHeI-
HHe>» CBONCTBA MY3bIKH.

Her umcaa momnpITKaM aHAAM3UPOBATh MY3bIKAAb-
Hble ITPOM3BEACHHUS C TOUYKU 3PEHHs COOTBETCTBUSA UX
uaearaM mpexpacHoro. Ho Aro6ast momeITka aHaAMTHKA
pacchlmaeTcs B Ipax U3-3a CyObeKTHBHOCTU KPUTEPHEB
IPeKPACHOTO U, KaK CAEACTBHUE, U3BMEHUYUBOCTH HACAAOB C
TeyeHreM BpeMeHu. Ho, B T ke BpeMs, HU y KOTO He BO3-
HUKAeT COMHEHHS], YTO [IPOCTOM HalleB MaTepH YOAIOKH-
BaroIeil cBoe AUTS npexpaceH. OH IOHATEH  IPYAHOMY
peOeHKy, 1 CeAOBAACOMY MYAPELLY, XOTsI CO3AQH He HaTpe-
HUPOBAHHBIM CO3HAHUEM NPOPECCHOHAA], a, TOACO3HA-
TEABHBIM CAOEM YE€AOBEeYEeCKOM ICUXMKH. Kak ke BO3HUK

B AyIe MaT€pPU 3TOT HE3aTEMAUBBIN, HO 3aKAIOYAIOLINI
B cebe BeCh MUpP MOTUB? A Ay4lIlle CIIPOCHTD KTO BAOXKHUA
3TOT MOTHB B €€ YCTa, CAEAAA €€ TOAOC IIOCAYIIHBIM, CITO-
COOHBIM IepeaaTh mpekpacHoe? OTBeT OUeBHAEH ...

Ka)xAbli1 U3 reHHeB My3BIKU 3HAA, YTO TaKOE — BAOX-
HOBeHHe. Bce oHM onHchIBaAM 3TO UyBCTBO ITO-PA3HOMY,
HO B 001I[eM BHAE 9TO — IOSIBAEHIE [IPEKPACHOTO B Ayle
KOMIIO3UTOPA, IIOCTEIIEHHO 0CO3HABAEMOE UM KaK COBO-
KYITHOCTb MYy3BIKaAbHBIX 3ByKOB. Kak 3apopmaocs mpe-
KpacHoOe B Aylne Komro3uropa? OTBeT O4eBHACH ...

Myspika — ecTb bosxecTBeHHOE OTKpOBeHUe, AAH-
HOE YeAOBeKy KaK 4yBCTBO IPEKPACHOTO, obAeKaeMoe
U BOCIIPOHM3BOAUMOE B popMe cHCTeMbl 3BykoB. OHO
ke — BoxxecTBeHHOE OTKpPOBEHHEe — SIBASIETCSI TAYOUH-
HBIM U OCHOBHBIM COAepKaHHeM My3biku. CAep0BaTeAD-
HO, OObEKTUBHBIM KPUTEPUEM IPEKPACHOTO SIBASIETCS
cam TBopen. KakoBsl sxe ¢pyHAAMEHTaABHBIE CBOMCTBA
MY3bIKAABHOTO 3ByKa? B oTHOmeHMM IpOCTpaHCTBa,
HA€AABHBII 3BYK POXKAAETCS B 0€CKOHEIHOCTH U YXOAUT
B 6eCKOHEYHOCTDb. B OTHOIIEHNH BpeMeHH, HACAAbHBII
3BYK POXXAQETCS B BEYHOCTH U YXOAUT B BEYHOCTbD.

MarepuasbHble CBOMCTBA 3BYKa B COBpPEMEHHOM
MHUp€ HEPAa3AEABHO CBA3aHbI C MHTEAAEKTYAAbHOH Aesl-
TEABHOCTBIO KOMIIO3UTOPA, MY3bIKaHTA U CAYIIATEASL.

KomnosuTop MaTepraAnsyer BAOXHOBEHHE HHCIIOC-
AaHHOe eMy TBOPIIOM CBOMM BHYTPEHHUM CAYXOM U MO-
AEAUPYeT CBOE IIPOU3BEAEHNE B BUAE HOTHBIX 3HAKOB.
K coxaseHHIo, HOTHAas 3aIIHCh, IIPU BCEH ee M30IpeH-
HOCTH, He CIOCOOHA IIOAHOCTBIO OTPA3UTh 3AMbICEA
KOMITO3UTOPA, OHA OTOUPAET y MY3bIKH HEUTO SKHBOE H
usMeHunBoe. Ho 3To — «>kuBOe 1 u3MeHYnBOE>»> — My-
3BIKAHT Ha CLI€HE M CAYIIATeAb B 3aA€ MOI'YT AOAYMATh,
BOOOPA3UTh U YCABIIIATh CBOUM BHYTPEHHHUM CAYXOM
B TeUEHHH KOHI|ePTa HAHU IOcAe Hero. CAeAOBAaTEABHO,
KXKADBIN My3bIKAHT U CAYIIaT€Ab MaTEPUAAU3YIOT IIPO-
H3BEAEHHE KOMIIO3UTOPA II0-CBOEMY, — BEAb MY3bIKa
“MeeT CBONMCTBO MHOTO3HAYHOCTH !

KaXABIF KOHKPETHBIN My3bIKAABHBIA HHCTPYMEHT
HIMeeT CBOU BO3MOXHOCTHU U 0COOEHHOCTH BOCIIPOU3BE-
AeHnMs 3ByKa. CA€AOBATE@ABHO, HHCTPYMEHT UCITOAHHTE-
ASl TOXKE HE MAEAABHO OTPAXKAET 3aMbICEA KOMITO3UTOPA.
BnpoyeM, yacTO MOXHO CABIIIATH, YTO 3BYK CKPHUIIKH,
CO3AAHHOM PYKOM BEAUKOI'O HTAABSIHCKOTO MacTepa,
POKAQeT Kyaa 60Aee GAATOPOAHBII 3BYK, Y€M TO, YTO
6b1A0 pHAYMaHO OGe3papHbIM KoMIosuTopoM. Ho ato —
AMIIDb YACTHBIM CAY9ail My3bIKAABHOM >KM3HH, HUYETO He
MEHSIOIIUMN B TEOPUU MY3bIKH.

Kax y>xe 6b1AO CKa3aHO, KXKADII CAYIIATEAb Mare-
pHAAM3yeT MPOU3BEACHHE KOMIIO3UTOPA I0-cBoeMy. Aa
elle C TeYeHUEM BPEMEHH OAHO U TOXKE UCIIOAHEHHE VAM
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€ro 3aIIHCh CAYLIATEeAb BOCIIPHHIMAET HHade. Boaee Toro,
PpasHble MCIIOAHEHHSI OAHOTO U TOTO K€ IPOU3BEACHISI
CAyIIIaTeAb BOAEH BOCIIPHHUMATB II0-PA3HOMY, BIIAOTb AO
IPOTUBOIIOAOXKHOTO... BO3HIKaeT BOIIPOC: MHOTO AU AO-
XOAUT AO CAyIIaTEAS OT BOXKeCTBEHHOTO ITOCAAHS KOMIIO-
3UTOPY IIOCA€ AAMHHOII Lieroyky yrpomenuii? K coxaae-
HHIO, HeMHOTO ... Ho kakoBa >xe Momp TBopiia, ecan paxe
kpymuua Ero mocaanus, pomeamas A0 Hac, CIroco6Ha mpo-
M3BECTH Ha HaC HEU3TAAAMMOE BIIeYaTACHME !

KOoMITO3UTOpBI U HCIIOAHUTEAH HX MY3BIKH, B MEPY
AQHHOTO MM TAAQHTA, IIPUOAIDKAIOTCS B CBOEM TBOpUe-
CTBE K BBICIIEMY 13 HAEAAOB.

HacaaxxpeHve peKpacHbIM, pOKAAEMOE B EAHHCTBE
3aMBICAQ KOMITO3UTOPA, BOAU UCIIOAHHUTEAS] U BOCIIPHS-
THS CAYIIATEASI, OTPAXKAET CMBICA H LjeAb XXU3HU YeAOBe-
ka. Ho ToABKO AM HacAQKAEHYIE 3aKAIOYEHO B My3bIKe?

C He3amaMsTHBIX BpeMeH My3bIKa [IOMOTAAQ YCTa-
HOBHTb KOHTaKT MeXAY OOABHBIM 1 BPAa4OM, BAACTEAU-
HOM U paboM, HeBeCTOI U TaAAAKOI, IOMOTaAd BOMHAM
nepea OUTBOI, KPeCTbSIHAM B TSDKEAOM TPYAE, ObiAa
MIOCPEAHUKOM MEKAY OPAKyAOM U IpAAYIUM (HAU Ad-
AEKUM TIPOIIABIM).

Boaee Toro, Myssika Crioco6Ha 3aMeAAUTb HAU YCKO-
PUTb CyOBEeKTUBHOE BOCIIPHSTHE BPEMEHHU Y CAYIIATEAS
(MbBI 4aCTO rOBOPUM MOCAE BBIAAIOIIETOCS KOHI|EpTa:
“Bpems kak 6yATO 651 3aMepa0’, mau “KoHiept mpoaerea
Kak opHa cekyHAR”). 1 aTo — He ToAbKO MeTadopa...

CoBeplIeHHO 04eBHAHO, YTO OeCKOHEYHOE MHOXe-
CTBO PUTMOB, TeMOPOB, 6€CKOHEYHOE MEAOAMIECKOe U
rapMOHHYECKOe MHOTOOOpa3ue, Takue MOIHbIE CPeA-
CTBa BBIPA3UTEABHOCTHU KAaK BHOPAL[Hsl, AMHAMUYECKIe
HIOAQHCBHI, NI3MEHEHH TeMIIa, 6€CKOHEYHOE MHOXKECTBO
BO3MOXHOCTEH COYETAHHUS BCEX ITHX IAEMEHTOB CO3Aa-
HbI BAOXHOBHTEAEM MY3BIKAHTOB AASI TOTO, YTOOBI pac-
KPBITh Y€AOBEKY B My3bIKe — Ha YHHBEPCAABHOM SI3BIKE,
HOHSITHOM KaxxpoMy — Ero mpepnasepranus, Ero Ha-
Iy TCTBUS YeAOBedeCTBY, cBoA Ero 3akoHOB, Bcro HHpOp-
MAL[HIO OT COTBOPEHMUSI MHPA H AO €T0 3aKaTa.

Mysbpika 1 3aKAIOUEHHBIH B Hell IpoMbiceA Bosxuit
COIPOBOXXAQIOT YE€AOBEKA OT POXKAEHHS IIPAOTIIA AIO-
A€M U AO KOHYMHBI IIOCAEAHETO YACHA YEAOBEYECKOTO
obmectBa. OT AHell TBOPEHUSI My3bIKA TaK MAHM HHAYe
CAEAOBAAQ 32 YCTPEeMAEHMSIMU BAOXHOBUTEAST My3bIKaH-
TOB, CYIL[E€CTBOBAAA PSIAOM C LIEPKOBBIO AU AQKE HEIlo-
CPEACTBEHHO CAY)XXHAQ OTPAXKEHHUIO AOTMATOB BepBI.
BeAnKnMU KOMIIO3UTOpaMU OBIAM CO3AQHBI beccMepT-
Hble IIPOU3BEACHNS, BOCIIUTABIINE MHOTHE TIOKOAEHYSI
atopeit. Ho 6e360xxHbIi1 20-1 BEK OTAYYHA MY3BIKY OT
Bepbl. MHOrMMU KOMIIO3UTOPAMH 320BIT BEANYAMLINIT
IIOCTYAAT My3BIKH: “Aaxe 06e306pasHOe HEOOXOAHUMO

OTOOpaKaTh CPEACTBAMH ITPEKpacHOro . MysbIka 3aiaa B
TYIIMK, IOTEPSB BBICIIHI U3 MA€AAOB. 11 TOABKO reHHAAD-
HOCTb MY3BIKAHTOB IIPOIIAOTO CTOAETHS CITACAA MY3BIKY
OT mapeHusI. 3apada My3bIKAaHTOB OYAyILIEro COCTOUT B
TOM, YTOOBI BOCCTAHOBHUTD KHBOTBOPHYIO CBSI3b MEXAY
MY3BIKOM 1 BEPOIL.

Ho camoe mopasuTeabHOe — BeCh BCEACHCKHMI I1O-
TOK MHOPMAIIMH 3aKAIOYEH KaK B [IeAOCTHOM MY3BIKAAb-
HOM IIPOM3BEACHHUM, TAK U B OAHOM €AUHCTBEHHOM ero
HoTe. MHOTHe U3 BeAUKUX UCTIOAHUTEAEH 3HAAU 00 3TOM
YAUBHTEABHOM CBOMCTBE MY3bIKH. TaKue, BOIIAOLIAOII e
BCIO MYAPOCTb MHPA OTACABHBIE HOTBI MOSKHO YCABIIIATH
B TBOpuecTBe TUTaHOB 20-ro Beka: ITabao Kasaanca,
®panxo Kopeaan, Meryan Menyxuna, Mariaca AeBuca.

M3 cxa3aHHOIO CAEAyeT, YTO My3BIKa AOAKHA H3-
y4aTbCsI He TOABKO KaK IIPeAMeT MTO3HAHMSI, HO M KaK
HHCTpyMeHT mo3HaHus. [lonpoOyeM IpeAIoAOXKUTS,
YTO MOXET AATh M3ydeHHe CBOICTB My3bIKH, KAK OAHOTO
13 $YHAAMEHTAABHBIX SIBACHHI MHUPO3AAHHsL. MbI roBO-
PHM He O TOM, 9TO MOXKET OBITb AOCTUTHYTO CETOAHS, HO,
CKOpee, O TOM, YTO MOTAO ObI OBITH AOCTHUTHYTO B OYAY-
IleM, MOXKET OBITh U OY€Hb OTAAACHHOM.

YeAoBeK yrKke HECKOABKO ThICSTIEAETHI ITBITAETCS ‘TI0-
BepUTbH aAre6poit rapmoHuio”. Yro Takoe rapmoHms? Ito
HMAEAAbHOE COYETaHNEe «YaCTel» «IIeA0T0>. deaoBek
HCIIbITBIBAET HACAAKAEHHE, BOCIIPHHUMAS 9TO HAEAAD-
HOe COYeTaHMEe «YaCTel» «IJeAOTO> BHE NPSMOU CBA-
3H C COAEPIKAHUEM ITOTO «I1IeAOro>. Takoe ToAKOBaHHe
FapMOHHUH HMeeT OAMH O4YeHb CYIeCTBEHHbIN HeAOCTa-
TOK: CaMO CyLIeCTBOBAHHE TOABKO OAHOTO HMAEAABHOTO
COYETAHMSI «YACTEM>» «IIEAOr0>» 00eAHseT GOPMYAU-
poBky. MlckycctBo — MHOro3HauHo. IToaToMy npaBrab-
Hee OBIAO OBI CKa3aTh cAeAyroIUM o0bpasom: Yro Takoe
rapMOHUSI? JTO UACAABHOE, C TOUKH 3peHHUS BOCIIPUHHU-
MAomero (3pUTeAs UAM CAYIIATEAS) B AQHHBI MOMEHT
BpeMeHHU COYeTaHHe «YacTeil» «IjeAoro>. MaremaTu-
JeCKUM BBIPa)KeHHeM TaKOTO MHOTO3HAYHOTO BOCIPHSI-
THS FAPMOHHUH, KaK OAHOTO M3 CBOMCTB MATEPUHU, MOXKET
CYUTATBCS “30A0TOE CedeHHe — PSIA YHCEA C KPATHO-
crpio 1,618, 6eCKOHEYHO PACIIUPSIOMIUIACS KaK B CTOPO-
Hy YBEAMYEeHHs], TaK U B CTOPOHY yMeHbureHms. Kaxaoe
9HCAO M3 3TOTO PSIAQ MAEAABHO COYETAETCSI C AFOOBIM
APYTHM YHCAOM H3 9TOTO psipa. Hucaa us psiaa “3oa0Toro
CeyeHMs] MOTYT CUMBOAM3UPOBATD He TOABKO AUHEIHbIe
pasMepbl, HO U OTpe3Ku BpeMeHHU. Takum 06pasom MOx-
HO HalTH M PACCYUTATD He TOABKO UACAABHbIE COYeTAHHS
pa3MepoB XpaMa, HO U KOAUYECTBO AAUTEABHOCTEN AAS
KaXXAOTO U3 TOAOCOB OIIEPHOTO UAU IIOAUPOHUYECKOTO
IPOU3BEACHHS], A TAIOKE MA€AABHOE COYETAHHE OTPE3KOB
BpeMeHH 3By4YaHMs dacTeil cuMonuu. IIpusHaHHbINA
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3aKOHOM KPaCOTBI, 3TOT PSIA YUCEA CTAA MATEMaTHYEeCKIM
HHCTPYMeHTOM, KoTopoMy ITappeHoH 00s13aH rapMOHH-
el CBOMX ITPOIIOPIIHIL, KOMITO3UIIHS KAPTUH A€OHAPAO Ad
Buxun paccunTaHa IpY IIOMOIIM 3TOTO 3aKOHA, IIOAB30-
Baacst “3oaotsmM ceverneM” u M. C. Bax. B 6yaymem Bos-
MO>XHO OTKPBITHE U APYTHX 3aKOHOB KPacOTBI, KOTOpPbIe
MOXHO OYAeT OIIHCATD SI3BIKOM MATEMATHKH.

Brrmre y>xe roBOpHAOCh O BO3MOXXHOCTH H3MeHe-
HUS CyO'BeKTUBHOTO BOCIIPUSTUS BpeMEHHU B CO3HAHUH
caymarteas (MAM MCIIOAHMTEAS) B TeYeHHE KOHIepTa.
Hay4uBnmich moAb30BaThCS 9TUM CBOMCTBOM MY3BIKH
CO3HATEABHO, HCIIOAHUTEAD MOXKET AOCTHYb TAKUX TBOP-
JeCKHX Pe3yAbTaTOB, KOTOPbIE CETOAHS MOTYT IIOKa3aTh-
cs1 paHTACTUYECKUMHU. A B OyAyIeM 9TOT 9 PeKT HHTe-
PECHO OBIAO OBI U3YUaTh M HCIIOAB30BATh KAK IIPOSIBACHIE
B My3bIKe “OWHIITEHHOBCKOIO TAPAAOKCA BpeMeHN .

AHaAM3UPYs MY3BIKAABHOE IIPOHM3BEACHHE, KaK
CBOA BCEAEHCKOTO IIOTOKA MHPOpMALMH, B OyayIeM
BO3MO>XHA TPEHHPOBKA MHTYHIMU YEAOBEKA AO CTe-
IIeHU SICHOBUACHHUS.

Yxe ceropHs HeT HUKAKHX IPEISTCTBHI AAST CO3AQ-
HHSI CUCTEMBI TPEHUHIA SICHOBHACHHS C IIOMOIIBIO MY-
3BIKAABHBIX 00Pa30B, 000CTPSIOMUX PAbOTY HHTYHULIUH.

Hcroap3ys Bce mepedrcAeHHbIe BBINIE CBOMCTBA
My3bIKH, B OYAyIleM TEOPeTHIeCKH BO3MOXEH ITEPEXO0A
CO3HAHMS YeAOBEKA M3 MHUPA MaTePUAABHOHN pPeaAbHO-
CTH B MHP XYAOXXE€CTBEHHOH PeaAbHOCTHU C MACAABHOM
CTeIEeHbIO AOCTOBEPHOCTH.

Tax e TeOpeTHYeCKH BO3MOXKEH CKAYKOOOPa3HbIi
IepexoA CO3HAHMUSA YeAOBEKA U3 OAHOH BpEMEHHOH pe-
AABHOCTH B APYTYIO C IIOMOIIBIO CUCTEMBI MY3bIKAAb-
HBIX 00Pa3oB.

BeposTHO, camoe mopasuTeAbHOE CBOMCTBO MY3bI-
KH — 9TO €€ CIIOCOOHOCTD OTKPHITh ABEPh B HHAMBHAY-
AABHOE CO3HAHHE YEAOBEKA M CAEAATDb €ro AOCTYITHBIM
AASI APYTHX AIOACH. DTOT 3P PeKT 3HAKOM MHOTHM CAY-
IIaTeAsIM IPUCYTCTBOBABIIUX ITPH F€HUAABHOM HCIIOA-
HEHHUM BEAMKON My3BIKU. B TakMX CAy4asix CAyLIaTeAn
FOBOPSIT, YTO My3bIKa COEAMHHAQ BCIO ITyOAHKY B OAHO
cymectBo. CeroaHs aTo — ToAbKO Meradpopa. Ho 3as-
Tpa... kTo 3Haer?! CAymareAn B 3aAe UCIIBITBIBAIOT OAH-
HAKOBO CHABHBIN 9MOITMOHAABHBIN IMOPHIB. BosHuKaeT
PE30HAHC 9MOLMIL U, KAK CAEACTBIE, OTPOMHBII BHIOPOC
9Hepruy, KOTOpas BO3BpANAeTCS K My3BIKAHTY. JTa
9HepTHUsl YMHOXaeTcs aHeprueit Tsopiia, koropoit OH
HarpakAaeT My3bIKaHTA 3a CaMO3aOBEHHOE PAaCcKphITHE
ABEPH B €T0 HHAUBHUAYaAbHOE CO3HaHHe. MOIIHbII 9Hep-
rooOMeH B 3aA€ 3aCTABASIET CAyIIATEAEH, OCO3HAIOMUX
BOAHY OOIIIHOCTH, TaK>Ke IIPUOTKPHITh ABEPH B FIX HHAU-
BHAYaAbHbBIE CO3HAHMS. Tak 4TO, KOTAQ MBI TOBOPHM, YTO

«My3bIKA COEAUHUAQ BCIO IYOAUKY B OAHO CYIECTBO>,
3TO — He TOABKO yAA4Hasi MeTadopa. ITO IIyTh Ha KO-
TOPOM B OyAylLieM BO3MOXKHO IIPEOAOAEHIE HHAUBHAY-
AABPHOCTH CO3HAHU C IOMOIIBIO MOITHBIX MY3bIKAABHBIX
9HepromnoTokos. Hy>kHO Au MpHOTKpHIBaTh ABEPDb B UH-
AUBHAYaAbHOE CO3HAHUE YEAOBEKA, KAK OMOAOTHIECKOTO
Bupa? Bonpoc mosker OBITH U HecBoeBpeMeHHbIH. Ho on
CTaHeT aKTyaAbHbBIM, KOTAQ Y€AOBEK OBAAAEeT MOIIHBIMY,
yTIpaBAsieMbIMH ITOTOKAMH 9HEPIUHU Halllero Co3HaHus. B
9TOM CAy4ae MOIIHbIE My3bIKAABHbIE OOPa3bl COCAYXKAT
OYeHb BAXHYIO CAY>XOY, 3Ha4eHHe KOTOPOI TPYAHO Olie-
HUTD CETOAHSL. JeM OTAMYAIOTCSI My3bIKAAbHbBIE OOPa3Bl,
MOAYAUPYIOIIKE IOTOK S9HEPTUH CO3HAHMSA MYy3bIKAaHTOB
OT XMABIX POAHMYKOB 9HEPIUU MBICAM MHOKECTBA AIOAEH
APYTHX IIpodeccHii, AeITEAPHOCTb KOTOPBIX He CBs3aHa
C BbICOYAMIIeX KOHIIEHTPaljier MbICAUTEABHOM SHEPIUH
Ha MPOTSDKEHHH KOPOTKOTO OTpe3Ka BpeMeHu?

1. I'naBHOe, BbIXOASINIEe 32 PAMKU KOHIJ@HTPAIIUH
MBICAMTEABHOM 9HEPIUU U ee TPAHCAALIMHU: TIOAABASIO-
11ee GOABIIMHCTBO MY3bIKAABHBIX 0OPa30B COAEPIKAT I'y-
MaHHCTHYeCKHe HACH, ICXOAAIHe OT TBopIia. DT HAen
He TOABKO He IOBPEAST AIOASIM, HO M BO3BBICAT UX HaA
0OBIAEHHOCTBHIO.

2. KoMmosuropsl 0603puMOro MpOLIAOTO HAY4YH-
AWCh BOCIIPMHUMATh ocAaHusa Bepxosroro Baoxnosu-
TeAsl, KaKk HeKOe HeAeAuMoe Ijeaoe. A OeCKOHeYHOe pas-
HOOOpa3ue My3bIKAABHBIX 3BYKOB U3 KOTOPBIX COCTOSIT
MYy3bIKaAbHbIE IIPOU3BEAEHHS, — 3TO TOABKO $opMa,
3aKAIOYAIOIasl eAMHOe M HepeAMMoe IocAaHue TBop-
11a. TOABKO HEMHOTHE — TeHHaAbHbIE — MCIIOAHUTEAN
CIIOCOOHBI HCIIOAHUTDh MacIiTabHOe (Hpome roBOps,
AAMHHOE) IIPOU3BEACHNE, KaK HEAGAMOE «ITOCAAHHE>.
9TO — caMoe TPyAHOE B HCIIOAHUTEABCKOH ITPAKTHKe.
VMeHHO AASI BOIIAOIIEHHUS BEAUKOIO «IIEAOrO> MY3BI-
KAHTBI TOAAMU U A€CSITHACTUSIMU OTTAYMBAIOT CBOE Ma-
crepctBo. Co3HaHME KOMITO3UTOPOB M MCIIOAHUTEAEH
HAaTPeHHPOBAHO MHOTOYaCOBBIMU €XKeAHEBHbIMU 3aHSI-
THSMH AASl BOTIAOIIEHUSI BEAUKUX HUAEH, HAU APYTUMH
CAOBAMH AASl TeHEPAILJUM MOIIHBIX, OCTPOHAITPABAEHHBIX
IIOTOKOB 9HEPTUH CO3HAHHA. JTa SHEPIHs Aydllle, YeM
KaKas-A00 APyTasi, MOAXOAUT AASI IIPUOTKPBITHSI ABEPH
B UHAUBHAYAAbHBIE CO3HAHIS AIOAEH M KOHCOAUAQLIUN
YeAOBEYECKOTO 0bI1ecTBa B IJeAOM.

3. JKeaaHue n yMeHMe pacIaxHyTh ABEPb B CBOE UHAU-
BUAYAABHOE CO3HAHHE AASL ITy OAVIKH SIBASIETCS COBEPIIEHHO
HeOOXOAUMBIM IPO(eCCHOHAABHBIM Ka4eCTBOM HCTHHHO-
ro My3bikaHTa. FIMeHHO aTO MpodeccrnoHaAbHOE KauecTBO
My3BIKAaHTOB CTaHET HEOLIEHIMbIM KAAAOM AASI YYEHBIX O-
AYIIIErO, KOTOpPbIE TIOCBATAT CBOIO AGATEABHOCTDb PacKphbl-
THIO ABEpH B MHAMBHAYAAbHbIE CO3HAHHS BCEX AIOACH.
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4. XoueT AM COBpeMeHHbIIT YeAOBEK CAEAATh CBOE CO-
3HaHMe AOCTYIIHBIM APYTHM AtoAsM? Ecau 3apymaercs, To
OTBEpPrHeT AQKe MBICAb 00 3TOM C HeropoBaHueM! Beab
TOTAQ AI0DAST «YePHAsI>»> MBICAb, OYAyIH PEaAbHO BOCIIPH-
HSTOM KeM-TO OYAET TYT JKe «OCYXKAEHa» U AQKE MOXKET
OBITH OAOKMPOBAHA HEKOM «IIOAUIIHE! 6e30I1aCHOCTH MBIC-
AVITEABHOV ASSITEABHOCTH >>. A B OYAyIIIeM CHCTeMa BBISIBAE-
HUSL M OAOKHPOBAHIS «YEPHBIX MBICAE>» MOXKET PELIUTh
IPOOAEMY IIPECTYITHOCTH HAH AQKe KOPEeHHBIM 06pazom
H3MEHHTD BCIO CHCTEMY OTHOLIEHUI MEXAY AFOABMIL

Kax >ke My3bIKaHTaM CETOAHSIIHETO AHS TOTOBHTb
Ce0s1 K pelIeH IO 3aAAUH PACKPBITHSI HHAHUBHAYAABHOTO

CO3HAHHS YeAOBeKa, KaK Orosorudeckoro supa’ Bepo-
SITHO, pa3BUBATh CBOM TAaAAQHT, KaK YyBCTBUTEABHOCTD K
upesM, moceiaaembiM TBopuom. Ero u Troabko Ero mpen
YKaXXyT BEPHBIM ITyTh Pa3BUTHS My3bIKH.

B 3akAroueHVe XOTEAOCH GBI HATTOMHUTD KOMIIO3UTO-
paM, 4TO My3bIKa CO3AaHA TBOPIIOM BCeAEHHOM He Kak
3epKaAbHAsl KOS ACHCTBUTEABHOCTH, a KaK CHCTeMa
XYAOXKECTBEHHBIX 00Pa30B, OTPAXKAMOIIHX SIBACHHUSI AO-
CTYIIHOM HaM AHICTBUTEABHOCTH. A CAYIIATEASM U KPH-
THKaM Heo6xoAuMO BcriomuHaTh ppasy A. C. ITymkuna:
“Xya0>KHHMKA HAAOOHO CYAHTb 110 3aKOHAM, KOTOpbIe OH
caM cebe ompepeArA”.
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AHHOTaHI/LfI: AaHHaH CTaTbA IOCBAII€HA N3YIEHHIO HACACAHSI OAHOTO U3 BEAWYANIITHX q)PaHLIYSCKI/IX ApaMaTypros

xoHrra XX Bexa XKan-Atoxa Aarapca (1957-1995). Oco6oe BHEMAaHUE B PEACTABACHHO CTAThe YAEASETCS TOITHKE

ApaMaTypra, a TaK’k€ aKTyaAbHOCTH €ro HPOHSBEACHHI:I CETOAHA Ha IPUMEPE HOBBIX IIOCTAHOBOK €TI0 IIbe€C TaKUMH

pexuccepamy, kak FBan Mopan n Cepsx AUIICKUK.

KaroueBbre cAOBa: cCOBpeMeHHasI QPAHITY3CKas ADAMATyPIHsl, «TeaTp cAoBa>, JKaH-Arok Aarapc, II0aTHKa S10XH,

JKan-Illapar MyBo, Cepsx AUIICKUK.

Hecrepnnmas 60Ab yMOAKHYBIIHX

ABe THICSYH MATHAALATBIN TOA O3HAMEHYeTCS B €B-
POTIENICKOM KYABTYPE ABAALIATUAETHEM CO AHS CMEPTHU
JKan-Aroxa Aarapca, 0OAHOTO U3 SIPYAHIINX ApaMaTyp-
ros koHI1a XX Beka. 3a 3TU ABa ACCATHAETHUS He TOABKO
Opaniys, HO ¥ BeChb MUP YBHAEAH HE MAAO IIOCTAaHOBOK
3TOTO MMPEAAHHOTO CAY>KHTEAS CAOBA, TIOCBSATUBIIETO BCIO
CBOIO HEAOATYIO KU3Hb TATPy U, KaK HH ITAPAAOKCAABHO,
IIOAYYMBIIErO MAKCUMAABHYIO BOCTPEeOOBAHHOCTD U U3-
BECTHOCTbD y>Ke IIOCMEePTHO.

Apamarypr, akrep, pexxuccep, JKan-Arok Aarapc
(1957-1995) 6biA TmpeacTaBUTEAEM II€AOH MAESADI
«BOCBMHUAECITHHUKOB>» BMecTe ¢ b.-M. Koabsrecowm,
A.-K. Tabuan 1 O. ITu, OTKpHIBIIIM $PaHITy3CKOMY 3pHU-
TEAIO COBCEM MHOH TeaTp, B KOTOPOM OCHOBHOE BHHMa-
HUE YAEASIETCSI OTKPBITOMY OO CYXXAEHHUIO 00IeCTBEHHBIX
HApbIBOB U Ta0y, Tearp, KOTOPBII UIleT HOBbIE POPMBI
CaMOBBIPa’KEeHHs], IIPUBAEKAS K CAMOBOCIIPOHM3BEACHHUIO

BCe CMeXHble BHABI AUTEPATyphl M MCKYCCTBa, TeaTp
OAHOBPEMEHHO MAaKCHMAABHO IPHOATDKEHHBII K PeaAb-
HOCTH Y NIEPEHOCSIINI 3PUTEAS] B AAbTePHATHBHBIE IK-
3UCTEHIIMAAbHbIE TAOCKOCTH.

Ocobennocrio aApamarypruu XKan-Aroxa Aarapca
SBASIETCS, ITPEXKAE BCETO, e HallPaBAGHHOCTh Ha CAOBO
KaK HaMBO>KHENIIHNH (AKTOP YEAOBEYECKOH >XUBHU U
0b6mecTBeHHOrO PpyHKIIMOHUPOBAHMS. «TeaTp cAoBa>,
CO3AAHHBIN /AarapcoM pacTBOPSIETCSI B CBOEH TEKCTy-
AABHOCTH, TaKHMe KaTerOpUH, Kak AeHCTBUE, KOHPAUKT,
uHTpHra, $pabysa, MECTO 1 BPeMsi ACHCTBHS CAUBAIOTCS,
Tepsist CBOI0 CAMOCTOSITEABHYI0 OOOCHOBAaHHOCTD HAH
npeobperast aOCOAIOTHO HOBbIE 3HAYEHHSI U XapakTe-
PHUCTHUKH, AeAAs] HAPPATUBHYIO GOPMY CaMOBBIPAKEHHS
OCHOBHBIM IIOAEM AASI aBTOPCKHX 9KCIIEPUMEHTOB U UH-
HoBanui. [ JoA4MHUB BCce CAOBY M BO3BEAS €T0 B PaHT Bep-
HeMIIero COI3HMUKa 1 coaBTopa, XKan-Arox Aarapc sBua-
CSl AUTEPATYPHBIM TAAIIaTaeM IMO3TUKH COBPEMEHHOM
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eMy aIoxH. Tak B 4eM ke 3aKAI0YAeTCs 9Ta IOITHKA U
HAaCKOABKO aKTYaAbHO OHA 3BYYHT C HAI[HOHAABHBIX
$paHITy3CKMX TOAMOCTKOB ABa AECATHAETS CITyCTs?

Crioco6HOCTD FOBOPHUTH KaK BasKHelIIee IPaBo

Apamaryprus JKan-Aroka Aarapca mecTpur cxema-
THUYHO ITPOPHUCOBAHHBIMY, IPAKTUYECKH BCETAQ AMIIEH-
HBIMU IICUXOAOTH3AIMHU NTePCOHAXKAMH C MePeXOASITHMU
13 OAHOTO IIPOM3BEACHHS B APYTO€ CAMbIMH PacIpOCTpa-
HEeHHBIMU (PPaHITy3CKUMU MMeHaMH, KOTOpbIe Ha IpOTs-
>KEHMH BCETO CLIeHUYECKOTO ACHCTBHS IIPOXKUBAIOT OCHOB-
HYIO AASL QBTOPA 9K3UCTEHIIMAABHYIO APaMy, CB3aHHYIO
C HeCIOCOOHOCTBIO CKA3aTh YTO-AMOO U OBITh IIOHSATHIM.
Bce nepconaku Aarapca HaxoASTCS B HEIIPePhIBHOM My-
YUTEABHOM ITOMCKE IPAaBMABHOTO CAOBA MAM BBIPAXKEHM,
OHU BCe OYATO 3apaskeHbI CBOeOOPa3HbIM AMHTBHHUCTHYE-
CKHM Iep $eKIHOHM3MOM, AOXOASIIINM A0 a6cypaa. B aTux
IIOMCKAX aBTOPY YAAAOCh OTPA3UTh HE TOABKO THITUYHYIO
IIOBCEAHEBHYIO peub GpPAHI[y3CKOTrO OOBIBATEASI TOM IIOPBI,
HO U TIOCPEACTBOM 3TOTO BOCIIPOU3BEACHHS AATh CAOBO
eAKOI1 caTHpe Bcero obmecrsa. Tak, HanpuMep, IIepcoHax
mbece! “TlocaepHne yrpbI3eHIst COBECTH IIepeA 3a0BeHH-
em” (Derniers remords avant I'oubli. mep. — A.K.), koTo-
bl 6e3yCIIEIHO IITAETCSI B XOAE AUAAOT OLIPEACAUTHCSI
B yIIOTPeOACHUU AKTUBHOTO 32A0T'a HAK YCAOBHOT'O HAKAO-
HeHUs, eCTh He YTO MHOe, Kak KapHKaTypa Ha BHIXOALIEB
M3 MAAOOOPA30BAHHBIX CAOEB HACEAECHHS], BBIILTIMBAIOIIAX
CBO€ PaBHOITPaBUe U IPUHAAAEKHOCTb K MHTEAAUT€HTHOM
COLIMAABHOM ITPOCAOMKE,

AAsi BOCITpOU3BEAEHMS NTOBCEAHEBHOIO (paHITy3-
CKOTO $5I3bIKa U A3bIKOBOM HEyBepPeHHOCTH, Aarapc BBeA
B ITHKTYAI[IOHHBI 00OPOT a0COAIOTHO YHHKAABHBIM
3HaK NpeNHHAHK, IIOHATHBIA U AeTUTUMHBIN TOABKO B
PaMKax ero AMTepaTypHOIro HaCACAUS — «(...)».3r0
He TOAbKO HOBas rpaduyeckas popMa MHOTOTOYHS, HO U
YHUKAAbHOE B CBOEM poAe IpadpuyecKoe BhlpakeHHe TON
CaMO¥ aKTUBHOM TUIIMHEI, C KOTOPOM pa60TaA Mopuc
MeTepAMHK, YbU ApaMaTyprudeckrue M AUTeparypHble
M3BICKAHH HAlIAU IIPSIMOM OTKAMK M IIepe0CMbICAEHHE B
npousBeaeHmsx JKan-Aroka Aarapca. AaHHBIH 3HaK IIpe-
IIMHAHUS TAKOKe SBASETCS CMBICAOBBIM Pa3AeAeHHEeM MeX-
Ay TIOTIBITKAMU AMAAOTOB, TaK KaK y Aarapca npakTHIecKH
HeT pa3AeAeHMs TeKCTa Ha ClieHbl, a IOPOH M Ha aKThL.
IIpu arom, «(...)» emre 1 HE YTO MHOE KaK spYanmas
aBTOpCKasl peMapKa, YKasbIBalolasl HA MHTOHAIIMOHHbIE
M3MeHeHHs BHY TPH PENIAMKH, KOTOPbIMH IIPH ITPOYTEHHH,
a TeM 60Aee IIPOM3HECEHUH IIpeHeOpedb He BO3MOXKHO.

Oco6bli1 I3PIKOBO putM mpoussepenuil XKan-Aroka
Aarapca, Taxke y4aCTBYIOIIHIL B AUT€PATypPHOM BOCCO3-
AQHUH TIO3TUKHU 3IIOXH, OCHOBBIBAETCS, IPEXAe BCero,
Ha CIIMPaA€BUAHOM, IIOPOH AdXKe OAM3KOI K parcoauu

CTPyKType TeKcTa. SI3bIk, Ha KOTOPOM TOBOPSIT €ro
IIEPCOHAXH, IOAOH COMHEHHI B cebe caMoM, OH HYATO
HAXOAUTCS B IIEPMAHEHTHOM CaMOBOCIIPOU3BEACHHHU U
CaMOpaCKPHITUH. L]eAPHOCTD PErAMK BOCCO3AQETCS C
IIOMOIIBIO 3ByKOBOTO ACCOLIHATHBHOTO PSIAA IIOBTOPOB,
AOGaBAEHHII U 9X0, OAATOAAPSI KOTOPBIM IIPH IIPOH3HeCe-
HUM 3PUTEAI0 OTKPBIBAETCSI «BTOPO>» CMBICA K&XKAOTO
CAOBQ, COAEPIKALIUICS <MEXAY CTPOK>. DTO IPUBOAUT
K 00pa30BaHMIO YHHKAABHOTO AAAIO3MBHOTO U 0Opa3HoO-
IO PSIAOB, ACHICTBUTEABHBIX TOABKO B PAMKAX CO3AAHHBIX
AarapcoM npousBeAeHu.

TeaTpaAbHOCTD U SKUBOCTH SI3bIKA 3AKAIOYAETCS B
€ro BAMSHHU HA 3PUTEAS] — IIPSIMOTO appecara AI0o-
r0 ApPaMaTUYeCKOTO AMTEPATYPHOIO BBICKA3BIBAHUS.
[lepBuuHOe U BasKHeTlIIee OIIyILIeHNE 3PHTEAS — ITO
PaCIIO3HAHHE U [IPOELUPOBAHIE Ha Ce6st KAXKAOTO IIPO-
M3HOCHUMOTO CO CLIeHbI CAOBa. AaHHOE OLfyIjeHne CO3-
AaeTcst 6AAropapsi Tak Ha3bIBAEMOIT «0aHAABHOCTH 5I3bl-
ka» («banalité dulangage>) [S,436] (nepesoa - A.K),
KOTOPOI1 6e3yIIpevHo IMOAb30BaACS Aarapc, 4bH $ppasbl
COTKaHBI OAHOBPEMEHHO 13 0aHAABHOCTHU ITOBTOPOB U
IIOBTOpPa 6aHAABHOCTE, YTO, B CBOIO O4€PeAb, IPUBOAUT
K OITYCTOLIEHHIO [IPUBBIYHBIX CMBICAOBBIX HAIPY30K BO
HMSI POXKAEHISI AOCEAE HEBEAOMBIX. DTO OITYCTOLIEHHE,
BeAyliee K BO3POXKAEHHIO, IIPUAAET TEKCTY XapaKTep 3a-
KPBITOCTH U aroneHTpusMa. CA0BO Aarapca 3aljukAeHO
Ha caMoM cebe, Ha CBOel HauBBICIIEH 3HAYUMOCTH, AO-
XOASILIE A0 A0CYPAQ H AQXKE CYMACIIECTBUSL, TAK KaK 9TO
€ro CAOBO 339aCTYI0 CTAHOBUTCS HH YeM HHbIM KaK [1apo-
AMel Ha cebs camoro.

Takum 06pasoM, KaXKABLH IlepcoHaK Aarapca — 9To
B IIEPBYIO OUYePeAb HCCAEAOBATEAb TOHKOCTEN PpPAHIfy3-
CKOTO SI3IKQ, BBIPKAIOLIUICS OMOPOHHBIMU GpOpMamu,
9TO IPUBOAKT He TOABKO K ITy TAHHUIIE CO CTOPOHBI IIOTEH-
ILIMAABHOTO COOECEAHUKA, HO U K HEKOTOPOMY CMSTEHHUIO
CaMOTO aApeCcaHTa BBICKa3bIBaHMs. [loTeHI[aABHOTO, TaK
KaK HU B OAHOI IIbece Aarapca HaCTOSIIIIETO AUAAOTA TaK
¥ He [IPOMCXOAWNT, & BCe IIOIBITKY HaYaTh IIPOAYKTHBHYIO
ABYCTOPOHHIOI KOMMYHHKAI[HIO OCTAIOTCSI HA yPOBHE
npuseTcTBeHHOro cAoBa. [Inecsr JKan-Aroka Aarapca —
9TO KaKOPOHMUS HeCCUETHOTO MHOXKECTBA PEIAKK, KOTO-
pble Tak HUKOTAQ U He mepeceKyTcs. FIMeHHO Takoil u
BUAEA IIO9THKY KoHIja XX Beka Aarapc: « [ ... ] la parole
sifragile, et mal assurée les jours de la déstruction [ ... | »
(«cA0BO, Takoe XpYTIKOe 1 HU4eM He TIOAKPENACHHOE B
AHM pacriapa u paspymenus> ) [1,47] (mep. - A. K).

YeAroBeK, MOTEPSIHHDIH B 0 CKOHEYHOCTH BCe-
AeHHON

Bot y>xe 63 MaAOTO ABAALIATh AT KOAAETA, OAUBKHIT
ApPYT 1 obArapaTeAb aBTOpckux mpas Aarapca @pancya
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Bepép aeraer Bce BO3MOXXHOE, YTOOBI HACAEAUE ITOTO
ApamaTypra He OBIAO 3a0BITO, IOCPEACTBOM IIEPEU3-
AQHHMS U ITyOAMKAIMI HEU3AAHHOTO MaTepuaAa, KOTO-
poro Aarapc ocraBua npepocTaToyHo. Bmecre ¢ bepé-
POM CIIeHHYeCKYIO )KH3Hb €r0 TEeKCTOB IIPOAAEBAIOT U
MHOTOYHCAEHHbIE PPaHITy3CKHe PeXHCCepPhl, KOTOPHIE,
IIOpO¥i, He OTPAHUYMBAIOTCS HEIIOCPEACTBEHHO IIbeca-
MH, HO HICITOAB3YIOT U APYTHe AUTePATypPHbIe TeKCTHI
Aarapca (cTaThy, IMCHMa, 3aMETKH), B KOTOPBIX ellje
CHAbHEe BHAHA PAaCCMOTpEHHas Bbllle GUAUTPAHHASL
paboTa co caoBOM.

Nwmenno takum craa «O moryuecrse 1 Oeccuanm>
B moctaHoBke VBana Mopana c JKan-IIlapaem Myso B
TAQBHOH POAHM: CIIEKTAKAb-OTKPBITHE, He HMEIOIIMI aHa-
AOTOB B MUpe. DTOT MOHOCIIEKTAKAD, IIOCTPOEHHbIH Ha
COOpHIKe KOPOTKHX IIPO3aUYECKHX TeKCTOB, HAIMMCAHHBIX
JKan-Aroxom Aarapcom aast Teatpa «Théatre Ouvert>.

Oror nepsriit akrepckuit onbIT JKan-Illapas Myso
OBIA M3HAYAABHO TSDKEAOM 3aAadedl, TaK KaK IIpo3arde-
CKHI1 sI3bIK Aarapca eire 60Aee METAIOITHIEH 1 MeTado-
pudeH, ueM ApaMaTyprudeckuil. OAHaKO B TOCTAHOBKE
MopaHa OH 3BYYHUT KaK OYATO M3HAYAABHO CO3AAHHBII
AASI TIDOM3HECEHHS CO CLIeHbl, YTO AMIIHHI pa3 IOA-
TBEPXKAAET JKAHPOBYIO M CTHAHCTHYECKYIO THOpHA-
HOCTb AI0OOTO TEKCTa, BBIIEAIIEro U3-Mop mepa JKan-
Aroxa Aarapca. baaropaps TakuMm ayAMOBH3yaAbHBIM
CLIEeHHYeCKUM peIleHHUsIM, KAk BOOOPakaeMblIil AMAAOT
C YHTaTeAeM Ha ITyCTOM CTyA€, BUACOPSIA, ACCOITMUPYIO-
IITUI CAOBO «HEHABUCTD> C XPOHUKAMH MUPOBbIX BOHH,
«BapBapCTBO> C M300paXKeHHEM 3aCHEXEHHBIX TOPHBIX
BEpIIINH, a «3a0BeHNe» C KAAPAMH aTOMHOTO B3pbIBA,
M3HAYAABHO Pa3pO3HEHHbIe TEKCThI-3aMETKH, KaXXABIA
U3 KOTOPBIX A0COAIOTHO IepMeTHYEeH U CaAMOAOCTATO-
4eH, CIIAETAIOTCS B €AUHYIO aHTOAOTHIO PpPAHI[y3CKOTO
obmecra Ha mopore XXI Bexa. ITpu aToM HeAb3st He OT-
MeTHUTDb YHUBEPCAABHOCTD AAAIO30PHOTO PSIAQ, BBICTPO-
€HHOTO /\arapcoM: 4yBCTBa, HAOAIOAEHMS, AOOpOAeTeAH
U TIOpOKY, IepeuricaeHHble B «O MorymecTse u bec-
CHAMH>, IOHSATHBI ¥ OPTAHIYHBI CETOAHS AAST HOCHTEAS
Aro6011 KyabrypsL. JKau-Illapap MyBo mopdepKHYyA, 9TO
9Ta YHHBEPCAABHOCTD COYETACTCS C YAUBUTEABHOM Iep-
COHAAHM3AIMeH TeKCTa, BBUAY KOTOPOH IIepBOe BpeMs y
HEro CO3AABAAOCH CTOMKOE OIIyIIeHHe, YTO OH UI'PaeT
camoro JKan-Aroka Aarapca.

Hcropus, pacckasannas JKan-1Ilapaem Myso u Msa-
HOM MopaHOM — 3TO BHYTpPEeHHHI MUP 03T CO BCEMHU
€ro PaAOCTSIMHU M IePEeXUBAHUAMH, AMAAOT C CAMHM CO-
0011, TOOY>KAQFOLIHIL 3PUTEAS K TAyOOKOI pepAeKCHY Hap,
He TaK AABHO IIPOH3OUICAIIINM H BCe elIle IIPOUCXOASIIIHM.
B ycrax MyBo «O MorymecTBe 1 6eCCHANI>» CTAHOBUTCSI

TaKOKe HCIIOBEABIO OYeHD YCTAAOTO M U3MYIEeHHOTO 9eAO-
BeKa, obpamarommerocs K cebe ImoA0OHBIM B 0CO00I UH-
$UHUTHBHON POpMe, CO3AAIOIUI HEKYI0 HHCTPYKIIUIO
IO NPUMEeHEHHIO XH3HU U COBPEMEHHOTO COLyMa.

JKan-IlTapap MyBo cuuTaet, uTo TeKcThl JKaH-Aroka
Aarapca akTyaAbHee CeTOAHSI, 4eM OHU OBIAU AECSTH U
ABAAIIATh A€T Ha3aA. JTO AAeT HaM IIPaBO YTBEPXKAATD,
9TO HE TOABKO YXOA, HO M BCe TBOp4ecTBO Aarapca ObA0
CAMIIKOM PaHHHM, a BCe er0 IPOU3BEACHUS — 0OpasHoO-
SI3BIKOBBIM IIPEABOCXHUIIIEHEM Pa3BUTHA BCETO 3allapAHO-
eBpOIIEeNCKOro 00IecTsa.

beccname coxxaseHuil mepep MOTyI[eCTBOM
3a0BeHns

CoBpeMeHHbBIe TOCTAHOBKY IIPOM3BeAeHUH Aarapca
Ha POAMHE — 9TO ellle ¥ IIepeO0CMbICA€HHEe He TOAbKO
AUTEpPaTyPHO-APAMATUYECKOTO HALHOHAABHOIO OoraT-
CTBa, KOTOPHIM PpaHI[y3bl TAK TOPASITCS, HO M IIOTBITKA
OCO3HAHMA HbIHEITHel COLIMAaAbHO-KYABTYPHOM CHUTYa-
IIMM B CBOEH CTpaHe. AAS 9TOM IIeAU KaK HeAb3s Aydle
IIOAXOASIT IIbeChbl /Aarapca MIMeHHO 6AAropapsi paccMo-
TPEHHOM Bblllle UMHUTALUHI TOBCEAHEBHOTO PPaHITy3CKO-
ro AUCKypca. JTa AMAAOTaAbHAsSI OCOOEHHOCTD ApaMa-
THYeCKUX TEKCTOB Aarapca HanboAee akIjeHTHPOBaHa B
nocraHoBke Cepyxa Auncxuka «IlocaepHue yrpoizenns
COBECTH IlepeA 3a0BeHIeM .

[Tects akTepos Tpymmst «La Compagnie du Mata-
more> IPEACTABASIIOT Ha CyA 3pHUTeAell CBoe ocoboe
NOHMMaHMe 3TOM XpeCTOMaTMHMHOM mbechl Aarapca,
O3HAMEHOBbIBasl KAXKABIM CHITPAHHBIM CITEKTAaKAEM POXK-
A€HHe HOBOTO TeaTPaAbHOTO HCKYCCTBa, B IOAHOM Mepe
OTBEYAIONIero CTHAI Aarapca. ITOT aBTOPCKHI CTHAB,
BBIPAKAIOIIUICS B CXeMaTHYHOCTHU MepCcoHaXkeH, ¢paxk-
THUYeCKH TIOAHOM OTCYTCTBUH AEKOPa U aBTOPCKHX pe-
MapoOK, HAXOAUT Y AMIICKHKA ITPsIMOe CIieHHYecKoe BO-
naomenue. Kak pacckaszaa aBTopy CTaTbu caM pesxuccep,
II0 COBMECTHTEAbCTBY MCIOAHs0mui poab Ilbepa, ero
CIIeKTaKAb YHUBEPCAA€H: HeT HU KOCTIOMOB, HU A€KOpa-
LU, U3 PeKBU3HUTA AHIIb ABe OYTBHIAKU U LIECTb CTAKA-
HOB, YTO II03BOASIET He TOABKO A€TKO aAANITUPOBATHCS K
[AOIAAKe, HO U HIPATh IIbeCy B AIOOBIX IIPOCTPAHCTBAX,
BKAIOYasl TFOPbMbI M IKOAbHBIE KAACCHI, KAXKABIH pa3 co-
XpaHss MPSAMOM KOHTAKT CO 3pUTEAEM.

AefiCTBUTEABHO, AQHHAS ClleHMYecKasl HHTepIpeTa-
st «ITocaeAHUX yrpbI3eHNUIT COBECTH Iepe 3abBeHNU-
eM> 0oAee YeM HHTEPAKTHUBHA: aKTEPhI II0 Mepe CBOETO
MOSIBAEHHUS B CIOXKeTHOM AMHHM BCTAIOT M3 3pUTEABHOTO
3aAa, AaBasi, TEM CaMbIM, IIOHSTD, YTO UX MEPCOHAKU —
3TO KAPHKATYPhI HA BCX CHASIIMX B ayauTopuu. Cepx
AMICXKNK TIepecMOTpeA CAOBeCHBbIN (PyHKIMOHAA Aa-
rapca: BCe S3bIKOBble M TpaMMaTH4YecKHe COMHEeHMs,
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KOTOPBIMU MYYAIOTCSI IIEPCOHAKH, OOpAllleHbI He B IIy-
CTOTY, HO K KOHKPeTHOMY (Ka)XABIil pa3 HOBOMY) 3pHTe-
AIO, BBICTPaMBasi XOTb OAMH IIPSIMOM AUAAOT, BEAb MEXAY
IepCOHAXXAMH OH TaK U He IoAydaeTcs. Habaropas 3a
CMEIOIMUMHUCS 3PUTEASIMH B MOMEHT HEAEITbIX U TIOAHBIX
S3bIKOBOTO COMHEHH S PEIIAMK HeAb3sl He OTMETHUTD IPYCTh
B MX TAA3aX, BeAb QppaHIfy3bl IPeKPACHO MOHKUMAIOT, YTO
CMEIOTCS Hap COOOM ¥ BCel CBOEM HAIIMEl, TaK KaK BCe
repcoHaxu «IlocAeAHHX YTPBI3eHHIT COBECTH IIEpea 3a0-
BeHHeM>, KpOMe I0HOM AMIC — 9TO MOPTpeTHas rasepes
U3PSIAHO TTOB3POCAEBIIETrO U IPEAABIIEr0 CBOU PEBOAIO-
IIIOHHBIE UACAABI IOKOACHUS CTYAeHTOB 1968 ropa, KoTo-
pOe CeropHs BechMa KOCTEHEAO 3aIpaBAseT GPaHIfy3CKON
001IeCTBEHHOI MBICABIO B 0OAACTH KYABTYPBL
ITocTanoBka «ITocaepHMX yrphI3eHHIT COBECTH Ie-
pea 3abBernem>» Cepixa AUIICKUKA B OCOOEHHOCTH IieH-
Ha 6AAropapst CLieHHYeCKOMY BOIIAOIEHHUIO AArapCOB-
CKOM IMIO3THUKH 3TIOXH, KOTOPasl, KAk Mbl BUAUM, TIPH 9TOM
HOHSTHA 1 OAM3KA COBPEeMEHHOMY 3PUTEAI0. AUIICKUK
MIOAYEPKHYA, YTO MMEHHO A3bIK /\arapca IpHUBAEK ero
BHUMaHMe. o ero MHeHMIO, OCHOBHAsl HHTPHTa IbeChI
KpPOeTCsl IMEHHO B aHTOHUMUYHOM COYeTaHHH IPOCTO-
ThI M BUTHEBATOCTH caora Aarapca. [Ipu aTom, coraacuo
OIIBITY AUIIC)KUKA U €TO KOMAaHADI, AAHHBIM CAOT AHIIb Ha
IIepBBI B3TASIA KQXKeTCs Yepecyyp pasrOBOPHBIM: OH He
TOABKO UAEAABHO ITPOAYMAH, HO M UMEHHO IT03TOMY HeBe-
POSITHO CAOXEH AASI IIPABAOIIOAOOHOTO IPOU3HECEHHSL.

XpyHIKOCTb CAOBA B AHH PAacIIapa U paspylIeHHs

Apamatyprus Aarapca, ee BoCIpusTHe 1 paboTa Hap
Hell CPOAHU AIOOBH C IIEPBOTO B3TASAQ. JDTO B OAHH IO-
AOC ITOAYEPKUBAIOT BCE T€, KTO T€M HAU HHBIM CIIOCOOOM
IIPOAOAKAIOT MHTEPECOBAThCS €ro IPOU3BEACHUAMH.
Cam Aarapc cauTaA CBOH ITbeChl H300pasKeHUEM AIOAET,
KOTOpBIe He 9BOAIOIIMOHUPYIOT B CBOEH KOMMYHHUKATHB-
Ho AesiTeAbHOCTH. OAHAKO, AASL peXHCcepa, aKTepa,
a TAQBHOE, AASI 3PUTEAS] M YUTATEAS] OHU SIBASIFOTCS T10-
BOAOM 33aAyMAaThCS HaA TeM, KeM CTaA KKABIN M3 HAC U
BeCb OKpy>Karoluii Mup. Beab caoBo Aarapca, mopo6HO
3epPKaAy OTpakaroliee 061eCTBeHHBIN U 0OBIACHHBIN
$paHITy3CKMIT AMAAOT, OAHOBPEMEHHO TaKOe XPYIIKOe,
HeyBepeHHOe B cebe U TOLIEHTPUYHO BCEMOTYIee AO-
XOAWT AO CaMbIX TAYOHH 3PHTEABCKOM AYIIH, IIPUBOASI K
IIOAHOMY OTOXKAECTBACHHIO C IIEPCOHAXKEM.

AaBHO M3BECTHO, YTO 3HAYUMOCTDb TOI'O HAU HHOTO
cay>xuTeas: Meapnomensl, Taanu, OBTepnbr uAH Jparo
OTIpeAeAsieTCSl MMPOAOAKUTEABHOCTBIO U CHAOM Pe30-
HAHCA ero TBOPYECKOTO HACAEAMS B IIPOCTPAHCTBEHHO-
BpeMeHHOM KOHTHHYyMe. M ImycTp mpoImao eme He Tak
MHOTO BPeMeHH, SICHO OAHO: Tbechl JKan-Aroka Aarapca
HO-TIPEXXHEMY He OCTABASIIOT PAaBHOAYIIHBIM He TOABKO
HAIIMOHAABHOTO, HO U 3aPyOeKHOTO peXXHCccepa, 3PUTEAS]
U MICCAEAOBATeAs], YeM HaBCeTAA BIIMCAAU 3TOTO aBTOPa B
HCTOPHIO 3a[IAAHOEBPOIIeCKOrO AUTEPATyPHOTO H Tea-
TPAAbHOTO UCKYCCTB.
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AHHOTaI.II/IH: ABTOP CTATbHU paCCKa3bIBae€T 06 0cobeHHOCTAX CaKpPaAPHOT'O HCKYCCTBAa OPAC€HA NE3YHUTOB B IIIOXY

KOHTPPQ(I)OPM&LII/II/I. Ocoboe BHUMaHHNE VAEASIETCA HACOAOTHIECKOM aCIIEKTY CaKpaAbHOfI >KuBoOIucH. B craTpe uc-

KYyCCTBO IIPEACTABACHO KaK OAMH M3 croco6oB YKPENACHHA U paClIpOCTPaAHEHHS AOTMATOB KaTOAWYECKOM BEpBhI.

KaAroueBnie caoBa: CaKpaAbHO€ MCKYCCTBO, HE3YUTDI, KOHTPpe(l)OpMaLII/Iﬂ, TPI/IAeHTCKI/Iﬁ CO6OP, HKOHa.

Ve co BpeMeH cpepHHX BekoB Pumcko-Karoanye-
CKasl IIepKOBb II0 AOCTOMHCTBY OILIeHHAQ 3HaYeHUe UC-
KyccTBa B xusHu obmectsa. [Tama Ipuropuit Beanxuit
OTMeYaA, 9T0 UKOHbI T0A0OHO CBsiromy ITucanuro momo-
TaloT IPOYYBCTBOBATh ATMOCEPY CBSIIEHHBIX COOBITHIA,
TeM caMbIM, IprbArkas yeaoseka K Lapcruro Boxse-
My [6, 23 ]. Takum 06pa3om HKOHBI BOCIIPUHIMAAUCH KaK
CBOETO POAQ MOCT COEAVHSIOIINI ABA MUPA — AOAbHHUI
U TOpHHUI. YXe B 310Xy cpeAHeBekoBbs Llepkosb umc-
IIOAB30BaAA CAKPAABHOE HCKYCCTBO B IIEASIX YKPelAeHHs
CBOETO aBTOPHUTETA U PACHPOCTPaHEHNUS KATOAMIECKOTrO
BepoydeHus. LleAp AQHHOU CTaTb — BBISIBUTH OCOO€H-
HOCTH CaKPaAbHOTI'O HCKYCCTBA OpA€HA He3yUTOB — pac-
CMOTpPeTb MACOAOTMYECKUH aCIIeKT XyAOXKECTBEHHOI'O Ha-
CAGAVISI OPAEHA, B CAOXKHBIH AAst KaToamdeckoit riepkBu
nepuop Konrppepopmarnum.

B amoxy Peneccarca, KOraa MOIyASIpHOCTb Habupa-
AM UAEM I'YMaHH3Ma, UKOHbI HAYaAH TEPATD CBOE IPSIMOe
HasHa4YeHUe U ITOCTEeNEeHHO CTAaHOBHAMCH ITpeAMeTaMU

uckyccrBa. KccaepoBaTeAb CaKpaAbHOIO HCKYCCTBA
X. BeATHHT yTBep>KAAET, YTO B3TASIA XKUBOIIHCIIEB JIIOXU
Peneccanca Ha cakpaAbHOE HCKYCCTBO IIPUBEA K U3MEHe-
HIUSIM B IIOHUMAHUH 00pasa CBSTHIX — OH HAYaA TEPSITh
cBoe cakpaAbHOe 3HadeHue |6, 25]. [To muenuto X. Be-
AVHTa MIMEHHO 3TO IIPUBEAO K TOMY, 4YTO HKOHbI IIpUBep-
xeHIlaMu Pegopmariiy cTaAr BOCIPUHMMATBCA KaK ITPO-
SIBACHHE HAOAOTIOKAOHHMYECTBA |6, 25 ].

Kpurrka nporecTaHTOB AaAa MMOHATH PYKOBOACTBY
Pumcko-KaToanueckoit mepksu, 4ro B 0bAacTH cCa-
KPAABHOTO HCKYCCTBa HEOOXOAMMBI pepOpMbL. AAHHBII
BOIIPOC ObIA BBIHECEH Ha oOcyxAeHue TpupeHTCKOrO
co60pa, CO3bIB KOTOPOTO MOAOXKHA HAYAAO ABHKEHHIO
Kourppepopmaruu. HeobxopumocTs uxoHorpadpuu
00Cy>XAQAOCDH Ha IIITOM ceccur. B pesyabTare cakpaab-
HO€ HCKYCCTBO OBIAO IIPH3HAHO 3aKOHHBIM, OAHAKO
OBIAM YCTAHOBAEHBI CTPOTHE IIPABHAA B U300PaXKeHHUSIX
CBATBIX M CIOXETOB CBSIEHHOH MCTOpHHU. 3ampema-
AOCH U3006paXKaTh OTOAEHHBIE TeAd U 0€3HPABCTBEHHYIO
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JKU3HB, 160 MOAOOHbIE U3006PAXKEHHST ACCOLUPOBAAUCH
C SI3BIYECTBOM, 4 TAK’)K€ MOTAM BBI3BATbh Y BEepPYIOIIUX
HEIIPUCTOMHbIE U I'PEXOBHbBIE MBICAU [2,87].

TpupeHTCKUI COOOP MOCTAHOBHUA, YTO OCHOBHAS 3a-
Adda CaKPaAbHOTO MCKYCCTBA — PEAMTHO3HOE BOCIIUTA-
uue obmecrsa [2, 87]. ITostomy LlepkoBb Tpe6oBaro ot
XYAOXKHUKOB TOYHOE OTOOpakeHHe OUOAEHCKIX CIOKETOB.
Bsiaa 3ampemjeHa CBOOOAHASI HHTEPIIPETALIHS [1,75].

ITop BAMAHMEM MOCTaHOBACHUH TpHAEHTCKOTO CO-
6opa Karoandeckoil 1jepKOBBIO OBIAU H3AQHBI TPAKTATHI
06 nckyccrBe: AxoBaHHH AHApea AXKHABO “Anaror 06
omubKax XyAOXHHKOB', [abpuaae [Tareortn “Tpakrar
06 uckyccrse’, Pepepruxo Boppomeo “Tpaxrar o xuBo-
nucKH” U AP. ABTOPBI AQHHBIX TPAKTATOB KAAOBAAUCDH HA
TO, YTO CAKPAABHOE UCKYCCTBO CHABHO IIOCTPAAAAO OT
CBOEBOAMS H CBOOOAOMBICAUS XYAOXKHUKOB, 1 IIPU3bIBAAK
BBECTHU CTPOTHe UKOHOTpaduueckre KaHOHbI [1,76].B
TPaKTaTaX MOAYEPKUBAAOCH, UTO IJeAb NCKYCCTBA — IPH-
OAM3UTD YeAOBeKa K Bory, 1 KasKABIIT XYAOXKHHK €CTh 10
CBOEH CYTH TEOAOT [1,76].T abpuaae ITaseoTTn mucaa:
“KuBomucp CTaHOBUTCSI OAAarOPOAHBIM HCKYCCTBOM,
TOABKO B TOM CAYYaH €CAU UM ABIDKET KOHIICIIIUS XPH-
cTuanckoro Mupososspenus” [1, 76].

Takum o6pazom B arioxy Konrppedopmarmu mporuc-
XOAMAQ 00pbOa ABYX aCIIEKTOB XKUBOIIUCH — HUAEHHOTO
U 9CTETUYECKOTO U B 9TOM OOpbOe MmpearnouTeHne 6bA0
OTAQHO IIePBOMY.

PedopMbI KOCHYAUCDH He TOABKO >KHBOIIMCH, HO H ap-
XUTeKTYpbl. PUMCKast Kypys mpU3bIBaAa ApXUTEKTOPOB K
CO3AQHHUIO IIPOEKTOB, KOTOPbIE IOMOTAHU OBI TOAYEPKHYTh
Beanune LlepkBu 1 OAHOBpPEMEHHO CO3A2AM OBI HE3pH-
MYIO CBSI3b MEXAY IIACTBOM U CBsieHHUKOM. [ToaTomy
B APXHUTEKType IOSBHAMCH TEHACHIIUM K MOHYMEHTa-
AU3MY, U3 HHTEPbEPOB IIePKBeH HCUE3AH IIePETOPOAKH,
paspeAsionue BHyTpeHHee IPOCTPAHCTBO IIepKBU Ha
ABE YacTH — AATAapHYIO U 3aAy AAd Bepyromux [1, 77].
B unTEepBEpE IIepKBEH CTAAM HCIIOAB30BATh KOAOHHAADL
KoAOHHBI pacrioAaraAuch BAOAb TAQBHOTO Heda, CO3Aa-
Basi PUTM U OTAEASISI IEHTPAABHYIO YacTh XpaMa ot 60-
KOBbIX HepoB. TakuM 06pa3oM Bce BHUMAHIE BEPYIOIINX
HAIPaBASIAOCD K AATAPHOM YaCTH, TA€ XPAHHAACH TAABHAS
cBaThIHA PuMcko-Karoanueckoil 1iepkBH, KOTOPYIO OT-
BepraaA poTecTaHTu3M — cB. EBxapucrusa [1,77].

Takoe apXHUTeKTYpPHO-IIPOCTPAHCTBEHHOE PellleHue
IOAYEPKHBAAO OCHOBHOE yyeHHe PuMcko-Karoanaeckoi
IIepKBU O TAMHCTBAX KaK CAaKPAAbHOM AeHcTBHH. Tpu-
AEHTCKHUI COOOP IMOCTAHOBHA, YTO AASI CIIACEHUSI AYIIH H
BEYHOM JKH3HH HEOOXOAMMO [IPHHSITHE CBSATHIX TAUHCTB:
KpeljeHHs], HCIIOBEAH, eBXapHCTHH, MUPOIIaAMa30BaHI U
coboposanus [2, 89].

ITocranoBaenus TpuaeHTCcKOrO COb60Opa B obaactu
HICKYCCTBA OBIAO IIOAAEPXKAHO AYXOBEHCTBOM Prmcko-
Karoamdeckoil 1jepkBH, OCOOEHHO AYXOBHBIMH OpAe-
Hamu. Hanboaee akTuBeH B 3TO 00AaCTH OBIA OpPAEH
He3yHUTOB, KOTOPBIH CTAA TAQBHBIM HCIIOAHUTEAEM HACH
Konrppepopmarun.

KonTppedopmarus moAoKHAa OCHOBBI AASL HOBOTO
APXUTEKTYPHOTO CTHUAS — GApOKKO, KOTOPBII B HAyIHOM
AUTEpaType YacTO aCCOIIMUPYETCs C OPACHOM He3yHTOB,
KaK AQBHBIM PaCIIPOCTPAHUTEAEM AAHHOTO CTHAS B Ca-
KPaAbHOM UcKyccTBe [ 3,46 ). Yacto B Hay4HOI AMTEpaTy-
Pe, MOXXHO BCTPETHTb IIOHSATHE “CTHAb He3ynutos” 3,46 ).
OaHaKo HeKOTOpbIe COBpeMeHHbIe HCTOPHKHU UCKYCCTB —
K. Orae, Acx. O Maaeit, usydasi, XyAO>KeCTBEHHO€ Ha-
caepmie oppeHa B Aarsun, Peun IlocnoanToi u Mrasuu,
IPHIIAY K BBIBOAY, YTO ME3yUThI HE CO3AAAU CBOH OTAMY-
HbII OT APYTHX CTHAD B HCKyccTBe. OHU AMIIIb CAEAOBAAT
OOIIMM TEHAEHLIMSIM BpeMeHH [3,46].Ha CaKpaAbHOE UC-
KYCCTBO Me3YHTOB BAUSHHE OKa3aAU MOAHbIE TeHACHIHH
OIPEACAEHHO 3IIOXH, & TAKKE AOKAABHBIE OCOOEHHOCTH
TOT'O PETHOHA, TA€ BO3BOAUAHCH OPACHCKHE XPaMBbl.

HcxyccrBosep K. Orae yrBepskpaeT, 4to ocoben-
HOCTb CaKPAaAbHOTO MCKYCCTBA ME3YUTOB U €r0 OTAH-
YUTEABHON YE€PTOM SABASIETCS CMBICAOBOE COAEpIKaHUE
nzo6paxaemoro [3, 46]. B aroit ceasu Ax. O. Maaeit
IHIIET, YTO UCKYCCTBO He3yuToB anoxu Konrppepop-
MAIMY OCHOBBIBAAOCH HA TPeX IPUHIUIIAX: AMAAKTHYE-
CKMil, arUTallMOHHBII, aHTUIPOTECTAHTCKHI [2, 56 ].

HMesyuTnl Kak mocaepoBaTeAr TpraeHTCKOro cobopa
U aKTHBHbIe AesiTear KoHTppedopManuu c4uTaAH, 4TO
rAaBHasl GYHKIMSA UCKYCCTBA — BOCIIHTAHME BEPHOTO
XPUCTHAHCKUM HAeaAaM 0OuecTBa. AMAAKTHYIECKUI
XapakTep CAaKpaAbHOTO MCKYCCTBA HE3YUTOB sIp4e BCETO
IPOSIBUACS B U300paXKeHISIX CBATHIX. B amoxy cpepne-
BEKOBbsI CBSITO OBIA IIPOBO3TAAIIEH HACAAOM. B cBsi3u
C 9THM LIEABIO KOKAOTO YeAOBeKa OBIAO CTpEeMAEHHe K
cBATOCTH. CBATHIE CTAAH TPUMEPAMH AASI IOAPAKAHHUS.
Onu OBIAM IIPOCTbIE CMEPTHBIE, HO HAArOAApsI CBOET Bepe
1 AI00BH K Bory, oHH y>Ke B 3¢ MHOJ >KM3HU CMOTAH IIPH-
KOCHYTbCS K 00XKeCTBEHHOMY MUPY.

Ao HadaAa 17 Beka B XpaMax He3yUTOB HanOoAee I10-
IyASIpHBIMU 6b1A1 H306pakenns cB. Opanrucka [1, 83].
Wrnaruit Aoitoaa — OCHOBaTeAb OpA€HA M €0 UAe0-
AOT U3 CBeX CBSTHIX Hamboaee urHa cB. Qpannucka 3a
€ro IPOCTOTY, MUAOCEPAME B CAMOOTpedYeHHe [1,20].
Cs. OpaHIfrcKa TPAAULOHHO H300paskaAl KaK HHUIIle-
0, OAETOTO B XabUT U3 Irpy6OIt TKAHHU, MOASILIETOCS B
opuHOuectse [1, 83]. H3ob6paskeHne CBATOrO MPU3BI-
BAAO 3PHUTEAS] K CKPOMHOCTH ¥ CMHPEHHUIO — BaXKHBIM
XPUCTHAHCKUM AOOPOAETEASIM.
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Section 6. Theory and history of art

B cBs3u ¢ kaHOHU3a1Mel CBATHIX OpAeHa B 17 Beke,
UX U300paKeHIsI HAYHHAIOT IIOSIBASITCSL B HHTEPbepax
xpamoB ue3yutoB. Bo Bceit EBpone, a Taxkoke B HoBom
cBeTe HamboAee IOMYASIPHBIMH OBIAU H300pasKeHMs
cB. Urnatua n ®panrmcka Kcasbepa. Mruatusa Aoitoay
TPAAULIMOHHO H300PasKaAH B OA€XKAE CBSIEHHUKA — CY-
TaHe C KHUTOM B PyKe, Ha CTPAHHUIIAX KOTOPOM HaIlCaHbI
caepyromue caosa: “‘Ad majorem Dei gloriam” — k Bsi-
meit caase Bora [ 1, 83]. Do 6b1a pu3bIB k 6AarovecTHo.

Cs. Opannmck Kcabep cBO0 KU3HD IOCBETHA ITPO-
noBepaoBanuio Caosa boxbero aspraaukam. B 17-18 Beke
CYLIECTBOBAAU ABE TPAAHLIMU M300PAKEHHsI CBSITOTO.
INepBast usobpaskasa CBATOTO CPeAU I3BIYHUKOB BO Bpe-
M IIPOIIOBEAH, BTOpasi — C KpecToM B pyke. Kpecr nme-
€T HeCKOABKO 3HaueHMIil. Bo-TiepBbIX 9TO CUMBOA XXepT-
Bbl Mucyca Xpucra, T.e. cuMBOA criaceHus. Bo-Broprix
OpAEH He3YHTOB TPAKTOBAA KPECT KaK CHMBOA IIOOEABI
Prmcko-Karoamdeckoit mepksu Hap Bparamu. ITo caoBam
MruaTtus AoiOABI KPecT 9TO AyXOBHOE OpY>KHe He3yH-
Ta — BoriHa Xpucra [7, 99].

Cs. Opannucka KcaBbepa H300paskaAu Kak CBSILIeH-
HHKAa — B CyTaHe U cToAe BOKpyr meu. CTora mMesa
CBO€ CUMBOAMYECKOE 3HAYEHHE. DTOT IAEMEHT OAEKADI
CBSIIEHHUKH OAEBAAU BO BpeMs pa3Aaul CaKpaMeHTOB.
Cs. ®Opannucka KcaBpepa n3obpaxaan co cToaait cupe-
HeBOTO I1BeTa. Takoro 1jBeTa CTOAY CBSIeHHUKI OACBAAU
AASL CBepILeHHs HCroBear. Takum o6pasom m306paske-
HMe AAHHOTO CBSITOTO HAIIOMUHAAA XPUCTHAHAM O He00-
XOAMMOCTH HCIIOBEAOBAHMS IPEXOB AASI IPUOOPeTEeHMs
JKU3HM BeyHOI [ 1, 84].

Kpome HMrrarus Aoitoast u Opannucka Kcasbepa
MIOYMTAAUCh U APYTHe CBATbIe opAeHa. Mx mounTanue
OBIAO CBSI3aHO C MECTHBIMU TPAAULISIMIL Tak, Hampumep,
Ha TeppuTopuu Peun ITocrioanToit 0co6oit momyaspHo-
CTBIO ITOAB30BAAOCH U300pakene cB. Cranucaasa Kocr-
ky, a B Hearmoae cB. Ppannucka Xeponumo [1: 83, 87].
CBsTBIE CAY>)KUAH IIPUMEPOM AASI TIOAPAXKAHUS, HX H30-
Opa’keHHUsI B3bIBAAU K PA3MBIIIACHUSIM O CMBICAE KU3HH
XPHUCTHAHKHA, A TAKKe BBI3bIBAAM KeAAHHE CAEAOBATD UX
IpUMepy — IOKOPHO M CMHP@HHO U C YHCTBIM CepALleM
cayxutb bory.

B AMpaKTHYECKUX ITEASX TAK)KE UCTIOAB30BAAOCH U30-
opaxenue cB. Cepara Mucyca. Mso6paxenue cB. Cepa-
I1a UCITOAB30BAAM B Ka4eCTBE AEKOPATUBHOI'O dIAEMEHTa,
Jaie AAS OpOPMAEHMS AATAPHOM YaCTH XpaMa [1, 87].
Taxoke OBIAHU IOITYASPHBI HKOHBI ¢ H300paxkenneM Mucy-
ca XpHCTa, Aep>Kalllero CBOe CepAlle HAM YKa3bIBarOLIero
Ha Hero. V306paxxeHne caMoro cepata 6bIA0 KAaHOHHY-
HBII — €ro 0OBHBaA TE€PHOBBIN BEHOK, a B BEPXHEH YaCTH
n3o6paxasoch maams [1, 87].

Kyasr cB. Cepana Mucyca nmosiBuacst Bo BTopoit mo-
AoBuHe 17 Beka 6Aaropapsi MUCTHYECKUM BHUAEHHSIM
cB. Mapuu Mapraputsr Arakok. CBsTas yTBepiKAAAQ,
uro Mucyc Beipasua sxesanue, uTobs Ero cepate moun-
TaAoCh [8, 26]. PacmpocTpanuTeseM KyAbTa CTaA OPACH
ne3ynToB. Ero pykoBOACTBO OILI€HHAO 3Ha4YeHHe KYAbTa
B YKpeIIACHHH H PACIIPOCTPaHEHUH KATOAMIECKOH Bephl,
Beab mounTanue c. Cepaua HMucyca rpeboBaao peryasip-
HO€ HCIIOBEAOBAHME TPEX0B M MIPHUHATHE IPUYACTHS, a
TaK>Ke MPU3BIBAAO K CMUPEHHIO H ITOCAYIITAHUIO [1,56].

Ha uso6paxenusx cB. Cepana Mucyca TepHOBbIi
BEHeI] PaHUT CepAlle. DTH PaHbI TPAKTOBAAUCH KaK CTpa-
Aanne Uncyca Xpucra 3a rpexu yeaosedectsa [ 1, 89].
C mOMOLIBI0 AAHHBIX U300PaXKEeHHUIT HE3YHUTHI IIBITAAUCH
HArAsIAHO ITOKA3aTh BEPYIOIIMM Ha CKOABKO Pa3pyIlIHTe-
A€H IpeX — OH IIPUYHHsET cTpapaHue bory. S3piku maa-
MEeHU CHMBOAM3HUPOBAAU HECKOHYAeMY0 AI060Bb Bora k
JeAOBeueCTBY. B creraAbHOM IIeCHOIIEHUY — AUTAHUY,
nocssmeHHOM cB. Cepalry Mucyca ects caeayromue cao-
Ba: “Cepaue Nucyca, ovar aro68u meaaromeit” [1, 89].
AaHHas uHTepIpeTanyst 06pasa AOAKHA ObIAA BbI3BATH
PacKasiHUe B CePALIAX BEPYIOIIHX.

ArUTanOHHbIN IPUHIMI OBIA HAIIPABAEH Ha yKpe-
naeHue apropurera Pumcko-KaToanmueckoit mepksu u
pacrnpocTpaHeHHe ee yueHHUs. AaHHBII IIPHHITHII OTPa3-
HACS B MOHYMEHTAABHBIX IIOCTPOMKAX XpPaMOB, B A€KO-
pe, KOTOPBIiT ObIA HAI[PaBA€H Ha IpocAaBaeHye Llepksu.
OAHMM U3 IPKUX IPUMEPOB SBASIOTCS ppecku AHApea
ITonmo B xpame Mab Asxesy B Pume.

B >MBOIHUCH U CKYABIITYpPe HCIOAb30BAAUCH 0Opa-
3bI, YKa3bIBalOI[Ue Ha MorymecTBo Pumckoi Lepxsy,
HampuMep usobpaxenue cB. Apxanreaa Muxanaa, 1mo-
GexaaroIero 3mesi, B 06pase KOTOPOro BHAEAU BParoB
ITepxBH, B TOM YHCA€ €PETHKOB IIPOTECTAHTOB. 3HAYH-
MbIM 6b1AO TakKe uzobpaxenue cB. Mocuda. Mimenno
Me3yHThl OBIAU TAQBHBIMU PACIIPOCTPAHUTEASIMU KYABTA
csiToro. B obpase cB. Mocuda nesyuTs! BHAEAU 3aIHT-
HuKa cB. Mapuu u Mucyca, Takum 06pa3oM 3aljuTHIKA
Beeit Llepksu Xpucrosoii [1, 82]. JTa xoHuenyus co-
BITAAAAA C BOMHCTBEHHbBIM AYXOM OpPACHA He3yUTOB U ee
muauTapHO# upeosorueit. Cs. Mocuda craam unTepripe-
THPOBATb KaK phIIaps, 3amumraronero Pumcko-Karoan-
9ecKyI0 LIepPKOBb OT Bce Bparos [ 1, 82].

B aruTanMoOHHBIX IIEASIX HCIIOAB30BAAOCH M300pa-
xeHue Aesbl Mapuu B KadecTBe BAAABIMHMIIHI Mupa. 1o
Tpaaunuy Mapust n306paskarach ¢ KOPOHOI Ha FOAOBe.
ITo cpeacTBaM AQHHOTO 00pa3a, He3yHTHI TOKA3BIBAAK
BeAMYHe, TOPXKeCTBO U MorymecTtBo Pumcko-KaToan-
geckoil LlepkBu. AAs He3yHTOB OBIAO XapaKTepHbBIM
YKpaIIaTb HHTePbephl LlepKBei OOABIIHNM KOAUYECTBOM
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usobpaxenuit Aest Mapuu. O6 9TOM CBHAETEABCTBY-
10T HHTepbephl XpaMoB 3anapHo# Esponsr — Mcnanuy,
Hraanu, @panrmy, a Takoke Peun IlocroanToit. M3so-
6paxkennst AeBbl MapHu HCIIOAB30BAAOCH AASI OLIPOBEP-
JKEHUSI yIeHHUsI [IPOTeCTAHTCKUX ABIDKeHuit. Hanboaee
IOITYASIPHBI B XpaMaX He3yHTOB ObIAU H300pakeHst Ma-
pun-boropoaunpel, a Taxoke crieHa baarosemenus [1,80].
AQHHBIME H300pasKeHUs] BCTPEYAIOTCS U B XPAMaX APY-
THUX OPAEHOB, HO He3YHTBI BCE XKe IIPEB30IIAH OCTAABHBIX
B KOAUYECTBEHHOM aCITeKTe.

Tpapunmonno boropoauiry I/I306pa>1<aA1/1 C MAAAEH-
IieM Ha pyKax. [AaBHas 3apa4a XYAOKHHUKA OBIAQ TOKA3aTh
JqyBCTBa MeXAy Mapueit u Mucycom. Ot uyBcTBa cM-
BOAUBHPOBAAU AIOOOBb BOropoAHUIIBI K YeAOBEdeCTBYy.
AaHHOe U306paskeHHe OBIAO PACIIPOCTPAHEHO He TOABKO
B XpaMaX Me3yHTOB, HO I B APYTUX KaTOAUYECKHUX IepK-
Bax. C momorpbio o6pa3a Boropoaursr Pumcko-Karoan-
JecKasl [[ePKOBb IIBITAAACH YKPEIIUTD KyABT CB. Mapuu,
3HaYeHHe KOTOPOH B CITACEHHH YEAOBEUECTBA OTPHIJAA
IIPOTECTAHTU3M [1,81].

B criene baaroBeleHst COrAaCHO KaHOHY, ©300paska-
Aach Aea Mapus u anrea. B epanreaun ot Ayku Hanuca-
HO: “AHrea, Boiips k Heit, ckasaa: paayiics, BaaroparHas!
Tocroas ¢ To6oro; 6aarocaoBerHa Thl MEXAY SKEHAMU.
OHa xe, yBHAEB €ro, CMyTHAACh OT CAOB €TI0 M Pa3MBbIII-
AsIAQ, 9TO OBI 3TO Ob1AO 32 mpuBeTcTBUeE. M ckasaa Eit An-
reA: He 6oiicst, Mapus, 160 Tsr o6peaa 6aaropars y Bora;
U BOT, 3a4HEIIb BO UpeBe, ¥ poauinb ChIHa, M Hapedenb
Emy nmsi: Mucyc. On Oyaer Beauk 1 Hapeuétcst ChiHOM
Bcespimnero, u aact Emy I'ocrmoab bor nmpecroa Aasuaa,
orua Ero; u 6yaer napcrBoBars Hap aoomoM HakoBa Bo
Bexy, u Llapcrsy Ero He 6yper xonma” (Ax. 1:28-33).

Lleap AQHHOTO M306paKeHHUsI ObIAQ HAIOMHHTD BEPYIO-
muM 0 BoskecTBeHHOM uyAe, a Takoke 06 aKTe CrIaceHws,
B KOTOPOM OAHY U3 IIeHTPAAbHBIX poAei urpasa Aesa
Mapus. briao BaXXHBIM NTOAYEPKHYTh, 4TO Mapus B Mo-
MEHT 3a4aTusi ObIAQ HEIIOPOYHO, I03TOMY B KOMIIO3H-
LU0 OBIAO BKAIOYEHO M300paskeHHe AUAUN — CHMBOAQ
HermopouHocTH. ITocTyaar 0 HEOPOYHOCTH OBIA IIPUHST
BO BpeMs TpupeHTcKOro cobopa u craa yactsio Credo
Pumcko-Karoamueckoit nepxsu [ 1, 81]. AanHoe yuenne
OTBEPraAOCh BCEMH IPOTECTAHTCKUMH KOHPECCHSIMU.
Takum ob6pazom usobpaskeHne AaHHOrO croxera Hosoro
3aBeTa MPOBOAMAA YEPTY MEXAY KaTOAHIIM3MOM U IIPO-
TECTAHTAMH, U CIIOCOOCTBOBAAO YTBEPXKAEHHIO AOTMaTa
Pumcxo-KaToandeckoit jepkBu.

CroxxeTsI 1 00pa3bl HCIIOAb3yeMbIe B ACKOPE XPaMOB
HEe3YUTOB YKa3bIBAIOT HA TO, YTO OPAEH CACAOBAA IIPH-
3bIBy TpHAEHTCKOro cobopa — HCIIOAB30BATH UCKYC-
CTBO B II€ASIX YKPEIIAEHHUSI KATOANYECKOM Bephl U 0coboe
BHUMaHHUE YAGAUTb HACOAOTUYECKOMY acIeKTy. Takum
06pa3oM CaKkpaAbHOE HCKYCCTBO HE3YUTOB CAY>KHAO
neassm Kourppedopmanun. [naBHbIME 3apadaMu OBIAO
AOCTYYaTBCSI AO CepAell BePYIOUIMX — 3aCTaBHTb UX
3aAyMAThCA O CBOEM I'PENIHOM JKM3HH, PacKasATbCs, a
TaKKe IPUOOIUTD 001mecTBO K yyeHuto Pumcko-Karo-
AWYECKOM LIePKBU. AASI AOCTIDKEHHE 9TOM IieAH OBIAO
HEOOXOAMMO ONPOBEPTHYTh y4eHHe IPOTECTAaHTOB U
ITOKA3aTh €€ HECOCTOSATEABHOCTD, UTO IBITAAMCH CAEAATh
HEe3YUTBI, NCIIOAB3YS B IIOCTPOMKE XpaMOB U AeKOpe
IPUHIUIIBI MOHYMEHTAAU3MA, 2 TAKXKe 0Opa3bl KaTo-
AndecKux cBAThIX. HexoToprie u3 Hux — cB. Mocug,
cB. Cepane Mucyca 6b1au crieruuieckoin 0cobeHHO-
CTBIO AeKOpa HEe3yHTCKUX XPAMOB.
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The preservation of local and national figurative
systems is the essential condition of their oblivion pre-
vention, especially in the modern conditions of world
culture development, which has globalization and urban-
istic character. Such ethnic figurative systems are con-
nected with nature in a more balanced way, as compared
to the modern trends, grown out of cultural symbols con-
vergence. It means that they are national and authentic
patterns which can contribute to the creation of video-
ecological cultural environment in the modern world
and provide ideal conditions for our country identity in
the framework of multipolar cultural world. Except for
the global self-identity, the issue of inner identity is one
of the most acute in the modern Russian society.

The modern Russian state includes dozens of areas,
each having the unique history. Despite the growing
tempo of globalization, the “Mental borders” of these
territories are vividly seen both, in people’s perception
and in the administrative state division. Strange as it may
seem, near-the —folk data about the territory of settlement
cause more interest among all the layers of the society,
than medieval and new age history. For example, in Perm
Krai, Komi Republic, Republic of Udmurtiya and in other
neighbouring Ural areas the issue of initial national iden-
tity and the awareness of connection with other native
peoples sounds more than acute. Various youth and cul-
tural projects and associations prove that point. For in-
stance, KAMWA, the association of Finno-Ugric youth
etc, the growth of interest to native language learning.

Speaking about material culture, folk and applied
arts in connection with the Perm Krai area, the creation
of decorative articles — “decorative metal works” — is the

closest and the most comprehensible form of the envi-
ronment’s aesthetic vision. Decorative metal works have
always been present in the routine and spiritual life of
the Ural man [4]. The beginnings of Ural’s artistic metal
works essentially correspond to such phenomenon as
“Perm animal style”. The vast collections of Perm ani-
mal style articles are assembled in Perm Krai and Komi
Republic museums. Besides, the archeological findings,
corresponding to this flow, are presented in the collec-
tions of the Hermitage and the number of Moscow and
Scandinavian museums.

Certainly, Perm animal style is not the only example
of early biomorphic syncretism in the world culture. It
also existed as the element of development in Scyth-
ian, Finnish and ancient Greek cultures [S]. However,
it is exactly Perm animal style which has the number of
unique traits with the meanings still difficult for inter-
pretation, as it was developed in the conditions of partial
ethnicism. The interest to its articles semantics’ study has
both philosophic-cultural and purely historic-archeolog-
ical grounds. Therefore the study of Perm animal style
as a simultaneous illustration of history and material
culture is always placed at the turn of several scientific
spheres. This style’s semiotics, semantics and pragmatics
are equally important for its understanding. The study of
perm animal style from such point of view undoubtedly
contributes to the enrichment of contemporarylocal and
world culture.

The objective of this research is to make a review of
some historical, archeological, cultural and artistic pub-
lications of Russian and foreign authors, adverting to
the analysis of semiotic system, common outlook and
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the role of animal style in the formation of Kama region
biomorphism’s identity.

The first most significant foreign works on Perm
animal style belong to the pen of Finnish research-
ers Aspelin J.R. and Tallgren A. M. These studies were
published in the nearly same time at the end of the 18"
century together with the works of the Russian arche-
ologist Spitsyn A. A. [7]. For some time the researchers’
points of view on the general things coincided, for ex-
ample on the age of findings, the most ancient of which
they mark with the period of 600-200 B. C. and point
out that many other findings relate to the later period of
about I-IV A. C. However, the scientists’ viewpoints on
the interpretation of the finding’s origins and functions
differed. The basis for disagreement was not only in the
opposition of Russian and Finnish interpretations, but
also the definite opposition in the views between Aspe-
lin J.R. and Tallgren A. M. This conflict is precisely de-
scribed in the work of the contemporary author Timo
Salmenin (Timo Salmenin — The ural-altaic bronze age
as seen by J. R. Aspelin and A. M. Tallgren) [8]. He pays
attention to the fact that Aspelin J.R. had been looking
for the answer to the question about the background
of the Finnish and their historical migration, but Tall-
gren A. M. was more interested particularly in the find-
ing’s archeological estimation, he hadn’t been initially
seeking for their connection with the Finnish historical
background.

The major works, trying to pioneer fully presenting
the Perm animal style artistic analysis are the ones by
Syropyatov A. “The reflection of the monstrous style in
the architecture of Perm Krai peasant buildings” [9] and
by Edding D. N. “The carved sculpture of the Urals. From
the history of Perm animal style” [10]. Their studies are
still quoted by modern researchers.

For example, the English author Dagny Carter (Ol-
sen) adverts to the abovementioned and other key re-
searches in his work “The symbol of the beast: the animal-
style art of Eurasia” [11]. Perm animal style is viewed
there rather as a part of universal historical develop-
ment, and takes a separate chapter in the monograph.
At the beginning of the chapter the author follows the
commonness of Perm and Scythian animal styles and
points out that the perm one has less “ornamentality”
Still, he interprets this trait not from the point of view of
technological peculiarities, but from the point of view
of the difference between ancient peoples’ outlooks.
We can most vividly observe the stylistic difference be-
tween Perm and Scythian animal styles in the works of
Kantorovytch A.R. [12-13]. The terms “zoomorphic

transformation” and “zoomorphic rebus” appear in this
work for the first time. The author distinguishes the tech-
niques of “overlay” and “transformation” in the formation
of the metal works subjects, belonging to different trends
of animal style. Particularly the technique of “overlay”
corresponds to Perm animal style both: in zoomorphic
and anthropomorphic subjects.

This stylistic peculiarity, disclosed in the works of
Kantorovytch, gives us the opportunity to learn about
the origins of some archeological findings accom-
plished in Perm animal style. It is known that many sub-
jects evolved to some extent. For instance, the later works
had a more complicated semiotics and polysemy as com-
pared to earlier works. Nevertheless the most articles
look like flat plates with one “show” surface. However,
there are some artifacts explicitly presenting the Scythian
symbolism and artistic traits among them. This feature is
mentioned in the works of Dominyak A. V. (14-16),
where he points to the obviously Eastern motives in the
form “Bird-dog” (to be more exact in its tubular three-
dimensional decorative elements) and the particular imi-
tation of them in Perm style ornaments. This discovery
would have helped to determine, whether the findings
were exchanged or created by local craftsmen. However,
a more scaling comparative analysis (which is the most
common way in such situations) should be carried out
to give the exact answer.

Certainly, the abovementioned scientists used such an
established method as semantically-hermeneutic analysis.

The most common semantic interpretation of Perm
animal style is the one of “cultic casting”.

It goes without saying that the items of such kind
have a religious meaning, but not the practical one in the
first place. But the exact detail of such semiotic interpre-
tation causes debates between the researchers.

From the point of view of the author, the position
taken by Rayevsky D.S. [17] is the most attractive one.
He singles out that the system of tropes shown within
the frame of Perm animal style is ‘the visual equivalent’
of a verbal text.

According to the author’s opinion, biomorphism, be-
ing the initial element of esthetics [18], can be the first
means of preservation and perception of the world from
the point of view of syncretism, which is the character-
istic trait of this social development level. It can be the
first attempt to systemize the chaotic knowledge about
the world. Perm animal style is supposed to be the ag-
gregation of written language, sculpture and art, from the
point of view of Rayevsky D.S., although it may sound
paradoxical. Perhaps, Perm animal style is the clear proof
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of chaos theory, with the reference to culturology. A man,
ignorant from the point of view of art, copied the volu-
minous image into the pseudo- voluminous, neglecting
the perspective and building up the composition, follow-
ing the principle of image dissection, at the same time
describing and depicting the world.

As for the meaning and the function of the artifacts,
they are interpreted from the point of view of shaman cul-
ture and totemic religious outlook. The findings with re-
peated elements (fig. 1) are supposed to be used in sacral
ceremonies. Karter D. treats such elements as a special
ornament, molding. However, Kantorovytch A. R. points

Sl

i

out, that the findings’ semiotics is not the consequence of
gradual ornamentalization and stylization. The methods
of multiple overlay, repetition or transformation are pre-
sented on the initial stage of the aesthetic development.

At the same time the researchers are convinced, that
the peoples, who created the artifacts, were the part of
the developed Northern civilization with commodity-
exchange relationships, and some of the findings might
play the role of the elements of such kind of relationships.

Karter D. [11] also resorts to the fact that the articles
with uniaxial compositional symmetry existed too, along
with the decorative and relatively voluminous items (fig. 2).

Fig. 2. Findings with symmetrical composition

46



The brief review of semiotics, semantics and pragmatics of Perm animal style in Russian and foreign publications

As it is seen by the author of this work, the role of
symmetry in compositional construction is not fully
disclosed by the scientists. The presence or the absence
of symmetry, the number of its axes, rhythm and other
plot’s constructional peculiarities may have not only dif-
ferent sacral meanings, but also serve as the indication of
the findings’ function, in other words if they were used
as money. The articles which were more symmetrical,
might be the prototype of cash means, and the ones with
the advanced plot and the vivid animal-like semantic
core might have a cultic nature.

The interpretation of animal style as the cultic cast-
ing in shaman ceremonies acquired strong basis in the
works of Russian researchers as well [3-14]. The grounds
of such interpretation lay in the place of items’ finding—
mainly the burial sites, and the presence of inlets, which
are supposed to be used for attaching to the clothes.
Though, Oborin V. A. [13] mentions that initially the
findings had a chance character, and sometimes the place
of their discovery was unknown, since they were trans-
ferred to researchers’ hands from private collections.

Besides, the semantic definition of Perm animal
style through mythological interpretation exists. For
example, this approach is described in the works of An-
uchin D.N. [19]. The linking of Perm animal style and
the mythological people “Chud” became one of the main
theses in all the further interpretations of animal style by
Russian and especially Ural scientists. The etymology of
the word ‘chud’ was chiefly based on the materials of the
Russian language, while Chesnokova N.N. [20] tried to
define the origins of this word following the peculiarities
of the Komi language and their mythology. The juxta-
position of Perm animal style and Finno-Ugric mythol-
ogy is represented in the works of Charnolusky V.V,
Gribova L.S., Sidorov A.S. and others [23-25]. The
fact of their interconnection is proved by the presence of
the similar images of Moose, Bear and Bird (sometimes
Duck or something alike).

However, such mythological interpretation hasn’t
brought the clarity to the understanding of Perm animal
style semantics and semiotics, but only heated the debates
between the researchers supporting different viewpoints.

The magic interpretation occurs to be more pragmat-
ic and logical than the mythological one. Baulo A. V. [26]
resorts to the bronze casting of Khanty and Mansi peo-
ples and carries out the extensive studies, which result in
his discovery of cultic casting items being family mas-
cots. They are kept in sacred barns and chests, they are
wrapped into tiny tissue “jackets” and “shirts”, and many
articles of ancient artifacts are still present in rites, since

they were handed down through generations to their
present owners.

The magic application of the findings seems to be
logical because it explains their miniature form, the pres-
ence of inlets used for attaching to clothes and the use of
the material. There are no golden, but only bronze items
among Perm findings, after all. Their composition cor-
responds to the Swedish bronzes, according to other
studies [27-28].

Fig. 3. VA.C. finding, causing the debates
in the subject interpretation

The Finnish researcher Eero Autio [29] brought the
particular impact on the semantics and semiotics of Perm
animal style. He claimed that the reference to shaman-
ism is not completely reliable and gives the main argu-
ments to support the idea that Perm animal style articles
have a rather totemic nature. Many scientists adhere to
this point of view. Moreover, Eero Autio expresses his
relatively critical opinion on the early soviet period in
the study of Perm animal style. He points to the fact that
Russian soviet researchers didn’t place enough emphasis
neither on the version of the developed northern civili-
zation to which the native peoples belonged, nor to the
role of Finnish peoples migration in the formation of the
style. Besides, according to Autio’s opinion, soviet sci-
entists often adverted to the contiguity of peoples’ faces
and the first images of wooden Christian Ural sculpture
to criticize the religion on the whole, and the shamanism
was the best opportunity to reach this goal [30].

Besides, the works of this author are also valuable in
their revealed conflict between the male and the female
perception of Perm animal style findings. In particular, he
resorts to the discussion between Charnolusky V. V. [24]
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and Gribova L. S. [23]. The first scientist suggests that
the subject of the finding in fig.3 follows the intertribal
struggle and in this way shows the “aggressiveness” of
Scythian style. But Gribova objects to such a vision and
tells that this plot is closer to a woman, since the items
were found having the function of a female costume
molding, therefore the plot narrates about love, mater-
nity and matrimony.

However, the only point on which practically all the
scientists unanimously agree interpreting the plots of
findings is the tracing of the image of the “World Tree”,
in such items as shown in fig. 4.

Fig. 4. Archeological finding VI-VII A. C.

The most original approach to its interpretation,
in our opinion, is the one which was discovered by the
Finnish researcher after the correlation of his data with
the works of Frolov V. [31]. It is based on the numbers,
which mark the quantity of repeated compositional
elements. The analysis of plenty of articles shows that
the most typical rhythm in the repetition is connected
with the numbers 4, 7 and 10, which are associated with
the feminine and the machismo. This idea was further
developed by Shutova N. and suggested interpreting
such items as depicted in fig. S through the numbers as-
sociated with biological periods in a woman’s life (period
of pregnancy etc). Such feministic trend in interpreta-
tion is quite common for Finnish research works. Many
of them draw up a supposition about matriarchy in those
societies. This point of view is based on the archeologi-
cal data, which tell us that Sarmatian tribes worshipped
to high female priestess. The distinguishing feature of
such worship was the concentration of burials around
progenitress, which speaks about her significant role in
the family. The data about some Sarmatian women be-
ing warriors, in particular, archers, are also verified. The
research of Grakov B.N. [32] adduces as a proof the fact
that there were burial mounds in which some sarmatian
women were found buried armed, sometimes with their

horses and even human tolls. Their bodies were also
accompanied with beads, bracelets and other dress-
ings along with the swards, arrow heads, spears, stone
plates — altars with the legs in the form of animal heads
(one of such plates is kept in Novocherkassk museum).

Fig. 5. Archeological finding VI-VII A. C.

In our opinion, in opinion of some Russian research-
ers, the number of compositional elements is a prototype
ofa calendar [25]. The number of elements and numeri-
cal symbolism can be further evolved in heraldry and
numismatics, in our viewpoint, since the contemporary
heraldry actively resorts to folklore images (fig. 6). More-
over, the favourite subject of the many-headed bird has
something in common with the double eagle.

Animal images and biomorphism haven't disap-
peared from the culture, but were rather transformed.
For example, Rozhdestvenskaya S.B. [33] summarizes
the experience of folk art in home decoration, includ-
ing the usage of decorative casting, and comes to the
conclusion that art reflects the patriarchal structure of
peasant life. Russian craftsmen engaged into decorative
metal works creation (as a rule, metal notching) produce
peaceful images of carnivores, which is not characteris-
tic of other ethnos, and stylistic peculiarities convey the
state of rest. They are such as follow: the proportions of
the animal and mythological bodies are prolonged, the
outlining is smooth, the conversion of a tail into twin-
ing plants and flowers (“blooming tails”) is often met.
The image of the sun takes the most significant position:
itis placed in the pediment of a house or a porch, in the
clypeus, windows and doors, functioning as protection
from evil spirits.

The images and motives of Perm animal style were
transferred into the original and new flow in the contem-
porary fine art — “ethnofuturism” at the end of the XX
century. The most notable representatives of this trend
are: Yuri Lesovsky, Pavel Mikushev, Vasiliy Ignatov, Na-
talya Golovkina [34]. The distinguishing feature of this
style is the method of the voluminous image dissection
onto the flat surface.
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Fig. 6. Usage of animal style in heraldry: a) — coat of arms of Komi Republic; b) — coat of arms of
Altai Republic; ¢) — coat of arms of Dagestan Republic; d) — coat of arms of Severnaya Osetiya
Republic; e) — coat of arms of Tyva Republic; f) — coat of arms of Udmurtiya Republic
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The influence of Shamanism and totemism on the
modern art is reviewed in the work by Peg Weiss “Kan-
dinsky and Old Russia. The Artist as Ethnographer and
Shaman” [35] and in the Russian review of this mono-
graph by the artist Valery Shablin [36].

Along with many aspects of Kandinsky’s life, his ex-
perience in the sphere of ethnography is also reviewed.
From his memories: “... I had a double objective: to
study the peasant usual rights and gather the data on the
remains of pagan culture among fishermen and hunt-
ers of the slowly disappearing Zyryan people”. Kandin-
sky was fond of ethnographic studies on the traditions
of Voguls and Komi-Zyryans, who are the closest to the
native Ural peoples. He visited the sacral places of these
peoples many times.

Fig. 7. Finding depicting
the many-headed bird VII-IIX A. C.

The pagan perception of the universe was the object
and the source of inspiration, and the stylistics and im-
age system was influenced by the impressions from
“shaman travelling”. Following the steps of archaic and
aboriginal syncretic artists, Kandinsky creates original
hieroglyphic signs to depict the most significant arche-
typical symbols and characters — the sun, a flash of
lightning, water, a boat, a horse and a rider, a snake a
bird, a bee etc.

Shablin says: “... the founder of abstract art, which
seemed to be «the trendy invention> of the XX century,
turns to be the messenger and the guide existentional-
ly inevitable return to the authentic beginnings of human
culture at a closer look”

¢

Nilolay Rerikh also took an interest in Perm animal
style and he correlated it with Tibetan art [37].

Modern artists, not only the Kandinsky’s genre
followers, but also ethnofutuists, who, evidently, were
raised on this ground, adopt the images of Perm animal

style and embody them in their works rather extensively.
Zomorphic subjects required the most popularity. The
graphical works of Pavel Mikushev can be a good exam-
ple of it (fig. 8, 9). Sometimes the artists try to tell the
story of the past in their modern language, but some-
times their modern stories — in the language of the
past, as it is made in the painting “Sorry, Father Bear”.
The respect to this animal, as to the forefather, is still
preserved in the circles of modern Komi hunters. Such
attitude is visible in their naming a bear as solely “the
Master of the forest” or “Father”; when they kill a bear
they ask for forgiveness pronouncing the proverb, which
word for word means: “I'm sorry, father Bear, it’s not me,

who killed you, it’s Russian gun”.
e T— AT T

Fig. 9. Pavel Mikushev “Sorry, Father Bear”

Such totemic animals as horses, bears and deer are
portrayed with a small artistic change in the jewelry of
Perm masters (fig. 10). Visual images are beautifully in-
tervened with the ornaments of designers’ clothes col-
lections (fig. 11).

The plots of ethnofuturistic works have multiple mean-
ings, that is why we can encounter contemporary works
based on the number of images; for example the ones by
Kutergin A. A., which unite three basic images of the Finno-
Ugric culture: a bird, a bear and a pangolin, creating the
composition of the candlestick (fig. 12, 13) [38-43].
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Fig.12. Stone casting work “Perm Phoenix” Fig. 13. Stone casting work “Fight and search”
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Thus, the phenomenon of Perm animal style has a
complicated semiotics and semantics, based on syncre-
tism difficult for interpretation. The interest of Russian
and foreign researchers and their hypothesis and argu-
ments contribute to this difficulty and mark the signifi-
cance of Perm animal style as the phenomenon of world
culture. This research contributed to the revelation of
magical semantics and compound semiotics, reverting
both: to verbal and numerical meanings. The style’s prag-
matics is observed through the analysis of its presence in
the contemporary academic and folk culture.

The practical significance of this work is disclosed in
the aggregation of interpretational works from different
spheres of knowledge about Perm animal style. This re-
search can be used as a literary review and as a basis of
Perm animal style artistic analysis within the frames of
contemporary and ancient art.

The present review illustrates the issue of the extent,
Perm animal style is examined to on the basic points.
The perspective of the present research, as it is viewed by
the author, is the disclosure of each mentioned research
guidelines in individual works.
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OTa CcTaThs OCBsLIEHA IPOLIECCAM, P OUCXOASIIIIM
B COBpPEMEHHBIX TOPOAAX, B YACTHOCTH TAKOMY SIBACHUIO,
KaK ITyOANYHOE IPOCTPaHCTBO. CyIeCTBYIOT pa3AMYHbIE
KOHIJEIII[IY €TO IIOHMMAHIISI, HO €CAM PACCMATPUBATH IIy-
OAMYHOE IPOCTPAHCTBO B PAMKAX «COLIMOAOTHYECKOTO
IIOAXOAQ>, CAMOTO IIPUEMAEMOTO AASI H3y4EHHSI TOPOA-
CKOI JKM3HH, TO MOXHO BBIACAMTD B3ragabl P. CeHnera,
OTMEYAOIErO YTO «CMBICA ITyOAUYHBIX IPOCTPAHCTB 3a-
KAIOYaeTcs BO BCTpeyax He3HakoMIeB>» [ 8,215], a Tak xe
teoputo P. OappeHOypra o «3aMedaTeAbHOM ITyOANIHOM
MecTe» [6], Kak 0 HEKOM MPOMEKYTOIHOM IIPOCTPaH-
CTBe MeXAY PabOTOI 1 AOMOM AASI AFOOOTO FOPOXKAHHHA.

B3rAsIABI 9THX yYEHBIX CXOXH M AAFOT HaM BO3MOJXK-
HOCTb, QHAAUBHPYSL CYIIECTBYOLHe POPMBI TOPOACKUX
Iy OAMYHBIX IIPOCTPAHCTB, OTTAAKHBATHCS OT EAUHOTO
TIOHUMaHUS TTy6AMYHOTO (MAM O6IIECTBEHHOTO) MecTa,
KaK «COOpAHIs He3HAKOMIIEB, KOTOPOE AEAAeT BO3MOX-
HbIM OITPeAEACHHbIE BHABI AKTHBHOCTH, KOTOPbIE HEAB3SI
cebe IPEACTABUTD AU HEAB3SI PEAAN30BaTh B chepe And-
HOI XU3HU YeroBeka> | 8,234 ].

ITy6AndHBIE IPOCTPAHCTBA, OOPETAIOT B COBpEMeH-
HbIX TOPOAAX pasAUdHbIE pOPMBL. ITO MOTYT OBITH KaK
IIApKH, HabepesKHbIe, FOPOACKHE AOIIAAN, TAK KYABTYP-
Hble MHOTOQYHKIHOHAABHBIE IIPOCTPAHCTBA. VIMeHHO
IIOCA€AHIE U BBI3BIBAIOT HAIIl HHTEPeC, KAk IIPOCTPAHCTBA
HOBOTO THIIA, KOTOPbIE BO3HUKAIOT B TOPOAAX C BBICOKHIM

KYABTYPHbBIM ITOT€HIIMAAOM U CTAHOBATCS He TOABKO Me-
CTaMM AASI AOCYT, HO U IIAOIM]AAKAMH AASL KYABTYPHBIX
MEepOIPUATUI.

AKTyaAbHBIM Ha Halll B3TASIA 3A€Ch ABASIETCSI BOIIPOC O
TOM, KaK BAUSIeT BOSHUKHOBEHHE TaKHX IIPOCTPAHCTB Ha
KYABTYPHYIO M COLIIAABHO-OAArOMOAYIHYIO aTMOCPEPY
B ropoae. [opoa 1, cospaHHBIe B HeM YCAOBUS, AOAXKHBI
COOTBETCTBOBATh MOTPEOHOCTSIM U LEHHOCTSIM IIPO-
JKUBAIOIIero B HeM yeAaoBeka. Ecau B ropoackoit cpepe
4eAOBeK HAaXOAUT BO3MOXKHOCTHU AASL YAOBAETBOPEHHS
AKTYaABHBIX AASL HETO IIOTPEOHOCTE U BOIAOLIEHHUS B
JKU3HD COOCTBEHHBIX [IEHHOCTE}, TO TOPOACKHE YCAOBHSI
OIIeHHBAIOTCSI UM KaK OAArOIpHsITHbIE [S,810].

MBb1 nocTapaeMcs IpOaHAAM3HPOBATh COBpeMeHHbIe
IyOANYHBIE MHOTOQYHKIIMOHAABHBIE IPOCTPAHCTBA,
VICIIOAB3YSI METOADI AHAAM3A 1 HAOAIOAEHVSI B CBOEM HC-
caepoBanui. [IpeAMeTOM aHAAM3a B YaCTHOCTH, OyAyT
IIPOCTPAHCTBA-TPAaHCPOPMepHI, KOTOPbIE, 10 MHEHHUIO CO-
rmoaora O. ITageHKOBa, ABASIFOTCS pOPMOIT BRIPKEHHUS
TEHACHIII Pa3BUTHsI COBpeMEeHHOro obmecTBa. Bepo-
STHO, HY>KHO HCCA€AOBATh 9TU HOBBIE CIIOCOOBI peaAn3a-
LUK Ty OAMIHOT )KU3HHU B TOPOAAX, AASI IOHMMAHUSI TOTO
KaKue BO3MO>XKHOCTD AASI TOPOAQ B 1IIeAOM OHHU IIPEAAara-
I0T. B AQHHOI cTaTbe peyub MOMAET O XapaKTepUCTHKAX
KOHKPETHOI'O ITPOCTPAHCTBA, BAMAIOIUX HA U3MEHEeHHe
COIIMAABHOM XXM3HHU B ropope Baapusocroxe.
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HITak, OAHUM U3 HOBBIX IIPH3HAKOB ITyOAMYHBIX IIPO-
CTPAHCTB, SIBASIETCS HIX CIIOCOOHOCTD K TPAHCPOPMALIUH:
«3THU IPOCTPAHCTBA BBIPAXKAIOT OAHY BOKHYIO 4epTy —
OTKa3 OT 3aKpelAeHHUs 32 HUMU OAHOM ¢pyHKiun. CKo-
POCTb, MHTEHCUBHOCTb, MHOTOOOpa3ie COBpeMeHHOI
yPOAHUCTHIECKOM SKU3HH IIPEABSBASIOT K OPOACKHM
IPOCTPAHCTBAM ApyTHe TpeboBanHsl. CIIpOCOM OAB3YIOT-
cs mpocTpaHcTBa-TpaHcpopmepsl. OHKM MOTYT He UMETb
cob6CTBeHHO CTaOMABHOM HAGHTUYHOCTH “MecTa’ — OHH
OIPeAEASIIOTCS 4epe3 Ty aKTHBHOCTb, KOTOPYIO BMEIAI0T,
IpeBpamasich B “Mecra-nporueccs > |7, 438].

Takue MecTa, Kak IIPABUAO, He HECYT OIIPEAEACH-
HOM (YHKIMOHAABHOM HATPY3KH, TAK KaK OHHU He CO3-
AQIOTCS papU KaKo#-To opHO¥M nean. [Ipumepom Takux
IPOCTPAHCTB SIBASIOTCSI TEPPUTOPUH B COBPEMEHHBIX
apT-KAACTepax, a TaK XKe CBOOOAHbIE AASI HCIIOAB30Ba-
HHUS AASL AFOOOTO BHAQ AEATEABHOCTD MAOIIAAKU B BbI-
CTaBOYHBIX I[[eHTPAX.

MOXHO TOBOPUTb O TOM, YTO KYABTYpHBIE IIPO-
CTpaHCTBA-TPAaHCYOPMEPBI OAULIETBOPSIIOT CO6OI 06-
pa3 MyOAMYHOrO MPOCTPAHCTBA, IIPUBAEKATEABHOTO
AAsi roposkat. ITpuMepaMu MOTyT GbITh: TAOLAAKH IIOA
OTKpHITHIM He6oM Ha «Ausaiin-3aBoae “@aakon”> [3],
OTKPBITAsI CTYAMS B LIEHTPe COBPEeMEHHOIO MCKyCCTBa
«BuH3aBOA>, rA€ MOSKHO HAOAIOAQTH 32 PaOOTOM XYAOXK-
HHKOB B CBOOOAHOM AOCTYTIE Ha TOi1 Xe TeppuTopuu [2].

«IIpocrpancTBo-Tpancopmep> 0OBEAUHSET He
TOABKO MECTA AASI IPOBEAEHHS KAKUX-AHOO0 KYABTYPHBIX
MePOIIPUSTHIA, ACKIIUI 1 «BOPK-IIOMOB>, HO K MECTA AASI
paboTsr MAM OTABIXA. Takue MpocTpaHCTBa 000PYAOBAHbI
Me6eAbio AAs paboThI (3a4acTyio U TPOdecCHOHAABHO
MeBEABIO AAS XYAOXKHHKOB ), KOMITBIOTEPAMHU HAU TEXHH-
9eCKHMHU CPEACTBAMHU AAS UX IIOAKAFOUEHHSI, AOCTYIIOM B
HHTEPHET U [IPUHAAAEXKHOCTSIMHU AASI TBOPYECTBA.

B 11eA0M, eCAM AQHHOE IIPOCTPAHCTBO He HCIIOAB3Y-
€TCSI AASL TIPOBEAEHHS CIIEIJAABHbIX MEPOIPHUSITHIL, TO
OHO BIIOAHE MOXET OBITh OKKYIIHPOBAHO AIOOOI TOPOA-
CKOH ny6AHK0171 AASI €€ AUYHBIX I[eAei. DTU MeCTa, OYeHb
9aCTO BBIMOAHSIOT $YHKIIUH YHUTAABHBIX 3aA0B. Mx mpo-
CTPAHCTBeHHAs U $YHKIHOHAABHAS OPraHU3ALMSI — 3TO
KOMIIAEKC YCAOBUIT CO3AQHHBIX AASL PEAAM3ALIIU YEAOBe-
KOM AIOOBIX CBOUX COLIIAABHBIX [IOTPEOHOCTEl, HAdMHASI
IPOCTO C BO3MOXXHOCTHU [IOCHAETH B KOMITAHHH 3HAKOMBIX
MAM HE3HAKOMBIX AIOAEH U IOOOIIAThCs, M 3aKAaHIMBAS
BO3MOXKHOCTBIO IOAHOLIEHHO PeaAU30BBIBATh CBOM TBOP-
YeCKHI TIOTEHIIHAA.

Aropr CBSI3BIBAIOT C ITyOAUYHBIM IIPOCTPAHCTBOM
TaKMe CBOMCTBA KaK AOCTYIIHOCTb, KOMPOPT, YAOOCTBO,
[TOAE3HOCTb U HATIOAHEHHOCTD AEATEAbHOCTbIO. ITo MHe-
HUIO YYEHBIX 9TU XapAKTEPUCTUKU MOXKHO AOIIOAHHTb:

CBSI3AHHOCTBIO C APYTHMH IIPOCTPAHCTBAMH, PABEHCTBOM
YYaCTHHKOB, CBOOOAHBIM AOCTYII K IPOCTPAHCTBY, be3-
ONACHOCTbBIO, BO3MOXXHOCTBIO pa3Hoo6pa3me AeMCTBUMN
U BCTPeY C He3HAKOMBIMH AIOABMU [8,315].

Bripeasist mopo6HBIE IPOCTPaHCTBA B I. BAapuBoCTO-
Ke, MO>KHO TOYHO OTHECTH K HFIM MeCTa AASI TBOPYECKOI
akruBHOCTH B LJCH «3AP > 1 mpocTpaHCTBO AASL OT-
ABIXa M KyABTYPHOTO AocyTa Kamiryca ABOY «ASKC>.
OreHHUM OCHOBHBIE XapaKTePUCTUKH ITyOAMYHBIX MECT
Ha [IpEMepe HOBOTrO IleHTpa Ha Kamiryce ABOY.

OTKpPBITOCTD H AOCTYIIHOCTD

Ilpesxae Bcero, oTMeTHM CIeIMPUYHOCTD, <IIPO-
crpaHcTBa-TpaHcpopmepa» ASJKC, kak MecTa mposepe-
HUSI AOCYTa HEITOCPEACTBEHHO XKUTeAeH KaMITyca, KOTOpbIe
B OOABIIMHCTBE CBOEM SIBASIFOTCSI CTYAEHTAMH H COTPYAHH-
kamu BY3a. OpAHAKO OpraHH3aTOpPbI IPOCTPAHCTBA 3a5IB-
ASIIOT, 9TO OHO GYAET MMeTb OTKPBITBIA AoCTyTI [ 1].

IToaToMy BOIPOC AOCTYIHOCTU MOXXHO PaccMo-
TPeThb B ABYX pakypcax. IlepBoe — AOCTYIHOCTD AASI
JKHTeAeH KaMITyca: IPOCTPAHCTBO PACIIOAATAEeTCs B
LIeHTPAABHOM KOPITyCe, PACIIOAOXKEHHOM B YAOOHOM 1
AOCTYITHOM MecTe. AAS SKUTeAel KaMITyca 9TO MeCTO
MMeeT IePCIeKTUBbI CTATh KaK Pa3 « TPETBUM> : MEXKAY
X MECTOM )XMTEAbCTBA (TOCTHHUYHBIMU KOPITYCaMH) 1
MeCTOM PabOThI HAU y4eOBL.

Bropas rpymnma mocetuTeseil — >KUTEAU TOPOAQ.
Ecau yyecTpb TOT $aKT, 4TO ropoxKaHe aKTHBHO HCIIOAB-
3y10T UHPPACTPYKTYpy Kamiyca (TapKOBYIO 30HY, Ha-
GepesKHYI0) AASL IPOBEACHHUS. AOCYTa, TO M AAHHOE TPO-
CTPAHCTBO MOXXET IOIACTb B IOAe UX HHTepecoB. Kamryc
«AB®Y>» umeer aBTOOyCHOE COOOIIEHIE C TOPOAOM U
IPeAOCTaBAsIeT OecrAaTHbIE TAPKOBOYHBIE MECTa AAS
AMYHOTO aBTOTPAHCIIOPTA AF0OOTO IIOCETUTEASL.

B03MO>XHOCTDH Pa3HOOOPA3HBIX AeFICTBHH H IIO-
A€3HOCTh

ASKC cpaBHHTEABHO HOBOE ITPOCTPAHCTBO, HO €TO
¢usnUecKasi OpraHU3aIMsl O3BOASIOT OCYIeCTBASITD
Ha ero TEPPUTOPHU AIOOBIe apT-MeponpusTis. Arobast
MHUIIMATUBHAS IPYIIIA MOXET IPEAAOXKUTD CBOE HATIOA-
Henue npocrpanctBa «ASIKC» [1]. «O6xusas»> pan-
HOE TPOCTPAHCTBO XKHUTEAH KaMItyca (U ropoAa) MOTyT
COBEpIIATh TaM AIOObIE BUABI ACSITEABHOCTHL.

Apyxearo0Has cpeaa

IpocTpaHCcTBO OCHAIIEHO KHIDKHBIMU IOAKAMH, 000-
PYAOBAHBI MECTa AASI YTEHIST, pAabOYre CTOABL, €CTh TEXHH-
JecKue BO3MOXXHOCTH AASI IOAKAIOUEHHST KOMIIBIOTEPOB
U CBOOOAHBII AOCTYII B HHTEPHET, IMEIOTCSI TIAOIIAAKH
AASL AEKIIHF, KOTOpPBIE AETKO TPAHCPOPMUPYIOTCS TIOA
At060e MeporpusTHe. 30HA AASI HACTOABHBIX UI'P, YTEHUSI
KHUT U BCTPedr C Apy3bsimu. ITomemmerne 060pya0BaHO
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kade. MOKHO TOBOPHUTb O TOM, YTO MECTO IPUBAEKAET
ArO6UTEA€lT IPOBECTH BPEMs B TBOPYECKON 0OCTAHOBKE.
«IIpocrpascTBa-TpaHCPOpPMEpbI>»> CTAHOBSATCS BAXKHBIM
ITyOANYHBIM MECTOM AASL SKUTEAEH TOPOAR, €CAH OHH HC-
TIOAB3YIOT TO, YTO CIIEL{AAUCTBHI [0 COLIMOAOTHH Ha3bIBA-
10T — CAOYKEHHEM BMeCTe HECKOABKHX (aKTOPOB, YTOObI
COBAATD APYXeAI6HYI0 cpeay (KOMOPTHBII AM3IH 10~
MeIIeHu s, YAOOHbIE MECTa AASl PAGOTBL, 30HBI AAS OTABIXA).

MOKHO OTMETHUTBH, YTO IPOCTPAHCTBA-TPAHCPOP-
Mepbl CIIOCOOCTBYIOT CO3AAHMIO COOOIIECTBA TOPOXKAH.
OTcyTcTBre TakuxX COOOIIECTB, 9TO OCTpast mpobAaeMa
KPYIIHBIX TOPOAOB, TA€ JKU3Hb MHAUBHUAYAAUSHPOBAHA.
Ho yeAoBeKky HeAOCTaTOYHO OOLIEHMS C CeMbel U C
TPYAOBBIM KOAAEKTHBOM. V1 cumTaercs, 410 HeO0b6X0AU-
MO CTHIMYAMPOBATh IIPOLIECCHl KOMMYHHUKALIUKM MEXAY
HE3HAKOMBIMU AIOABMH, KOTOPblE MOI'yT BO3HHKATbh B
IIOAOGHBIX IPOCTPAHCTBAX.

HcnoAp3oBaHue ropo>kaHaMy 9TUX IPOCTPAHCTB
MPUBOAUT K BOSHUKHOBEHUIO MACHTHUYHOCTH MeCTa U
AtoAeit. ATOAU AOAKHBI UACHTUPUIIPOBATD Ce0s1 C Tep-
puTOpUeN, Ha KOTOPOI OHU IIPOBOAST BpeMs, OTAMYATh
ee OT APYTOH, y HUX AOAKHO BO3HUKATh IyBCTBO COIIPH-
gacTHOCTH. ObLeCTBeHHOE IIPOCTPAHCTBO GpOPMUPYET
TOYKHM MAEHTHYHOCTH, KOTOPBIE BBIACASIIOT 9TO MECTO,
KaK He ITI0XOXee Ha BCe OCTAAbHBIE B TOPOAE M OHO OIly-
IJaeTCsl YeAOBEKOM KaK CBOe.

[Ty6AuuHbIe IPOCTpaHCTBa—TPaHCPOpPMEpPHI 00-
AQAAIOT CHEKTPOM BO3MOXXHOCTEMH, M IIPU CO3AAHHU
IPOCTPAHCTBA — BKAIOYAIOLIETO KaK MOXXHO OOAbIIe
$YHKIIMIT, BO3MOXHO, CAEAATh €ro OYaroM pa3BUTHS
KYABTYPbI M COLIMAABHBIX OTHOLICHHI Ha OAM3A€Xa-
Ileil TEPPUTOPHH, A TaK K€ BBLIBUTb YaCTbh IIPOOAEM
TOPOACKOM CpeAbl, KOTOPbIE 3TO MPOCTPAHCTBO MOXKET
PeIInTb.
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Abstract: In the article the differences between art-study’s and culturelogical understanding of the definitions
“mass” and “elite” are analyzed. It's asserted that in culturology the definition “mass” marks not the degree of intel-
ligibility of the art-works but the stage of losing identity by culture as a real way of existence of some subject.

Keywords: culture, art, mass/elite culture, mass/elite art.

The purpose of this article is to argue that using the In art-studies alternative “mass-elite” is generally

terms “mass/elite art” and “mass/elite culture” as syn-  used for marking art-works intended for significantly dif-
onymies is inappropriate for the true understanding of ~ ferent groups of viewers, listeners, readers, i. e. the pub-

culture and art as one of its phenomenon. lic who consume the products of the authors, creators.
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In this sense, the term “mass” is quite precise, since it
names the target audience of art-works — the most part
of society, practically — everyone who has common
sense and ability to perceive the world. This audience
determines the accessibility, simplicity of language, form
and content, clarity of “mass-art” in contrast to the com-
plexity and incomprehensibility of the “elite-art” requir-
ing from an audience special training, knowledge, and
experience in communication with art-works.

However, the alternative “elite/mass” in this sense
doesn't have anything in common with the alternative
“mass/elite” that exists in modern sociology and jour-
nalism, where under “elite” is meant “the wealthy” and
under “mass” — “the poor”. Since the naming of classes
by their own namesisn't accepted in the postmodern ide-
ology, “the wealthy” is renamed as “successful” and “the
poor™— as “the losers”. The purpose of this renaming
and of such using of the terms “mass” and “elite” in gen-
eral is quite obvious — justification of social inequality
through the introduction in consciousness of members
of society the idea of an “innate superiority” or a “super-
natural diligence” of those who appropriates the fruits of
the labor of others.

Meanwhile, the “elite” in the art-studies’ sense is the
social group of connoisseurs and refined judges of art.
If the circle of these connoisseurs is narrow, it's not be-
cause of their wealth and power, but because of, thanks
to the intelligence, talent and intuition, they have man-
aged to elevate themselves to the attainment of the great
works of art.

Those who belong to the elite of connoisseurs and
art lovers, who have a developed sense of beauty and
excellent artistic taste, are a model and an inspiration
to others. They are always open for dialogue and full
of enthusiasm in bringing the heights of arts within the
reach of everyone. Connoisseurs of art could be easily
recognized from the burning of their eyes and impas-
sioned speeches, from the transformation that happens
to them whenever they share with us their delight and
admiration. Speaking to representatives of this “elite”, we
become smarter and more subtle; develop our feelings
and the capacity to understand the world of art. We can
even say that without such “elite” arts would be impos-
sible as the social phenomenon, because these people
understand not only the explicit content of art-work, but
even the implicit content that the author himself some-
times doesn’t understand.

But aren’t such are the experts and connoisseurs in
any sphere of human activity? In order no one has any
doubt about what kind of “elite” is meant, it would be

useful to remember that the original meaning of the word
“elite” is the “best”, but not the “powerful” or “privileged”.
A significant proportion of those who chose the profes-
sion of a teacher, a doctor, an engineer, a military or
a cook have made their choice under the influence of
the inspirational example just of the best representatives
of these professions.

We should pay a special attention to the fact that in
art-studies the definition “elite art” is not identical in
meaning to the definition “accessible to a narrow circle
of connoisseurs”. An “intelligibility to a narrow circle of
connoisseurs” isn’t in itself the evidence of the highest
level of art-work, but allows untalented persons and imi-
tators to speculate on the apparent similarity of the situ-
ation in which as mediocre work reasonably rejected
by public, as the masterpiece that requires from public
attentive, thoughtful, deep insight turns out to be only
too often. Anyhow difficult and even tragic the destiny
of art-work would be, none of the masterpieces in the
history of world art was addressed by his creator to a nar-
row circle of connoisseurs only. Neither Shakespeare nor
Pushkin wrote in the expectation of a few people. They
did for Humanity, even if within their own lives mankind
heeding them was represented by a fairly narrow range of
real admirers of their genius. Such is, in fact, all the great
classical art, which is so called precisely because it is close
to and understandable by millions of people of all nations
and cultures for centuries and millennia.

To identify the meaning of the definitions “mass/elite
art” with the definitions “mass/elite culture” is possible
only in that case when someone identifies culture with
art. And it would be difficult not to see that just this iden-
tification was one of the main trends of culturelogical
studies in 20" century. But now it’s more then obvious,
that the term “culture” isn’t the pseudonym of art.

In an effort to answer the question: What kind of
additional information about people and human exis-
tence the term “culture” carries? — we gradually come
to the conclusion that in any context “culture” remains
the term differentiating people and social groups ac-
cording to the specific characteristics of their way of
existence. Ultimately, it’s just sensually perceived dif-
terences between people are reflected in the meaning
of the word “culture” that exists at the level of ordinary
consciousness and common sense, and is implicite to all
definitions of “culture” that cultural anthropologists and
culturologists give. This means that, whatever linguistic
forms our definitions of culture may have taken, reality,
which is reflected in the concept of culture and is named
by the term “culture”, represents in itself the totality of
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differentiating, distinguishing, specific features of hu-
man way of existence. If people differed from each other
neither by thoughts, nor by deeds or created things, the
concept “society” would be enough to describe human
life. However, social activity really exists in various forms
maintaining by different subjects which have different
ways of obtaining the world in different natural and social
conditions. To display the totality of these differences the
notion “culture” is introduced in humanitarian studies.

We can examine culture of such particular subject as
a stable social group of connoisseurs and art lovers, on
whose artistic taste and aesthetic needs a true artist is
oriented. However, the task of culturelogical study in
this case isn’t to explore art-works with the purpose of
determination their qualities as “elite” or “mass”, but to
study all elements of culture of this social group with the
purpose to show that the level of aesthetic and artistic
exploration of the world, which is the main quality of
this subject of culture, is the product of a special way of
existence as a whole.

Speaking about “mass-culture”, culturologists has in
mind losing of cultural identity, erasing of specific differ-
ences in the ways of existence, and in the end — transfor-
mation of once unique and different cultures in a global
mess of infinitely cloned stereotypes. Every person and
social groups can become the subjects of “mass culture”
whenever they: satisfy not their own needs by their own
means, but requirements that are imposed on them and
are satisfied by commercially available and widely ad-
vertised goods; substitute for thinking about the World,
Man, God, or Values gossips and talking about some-
one else’s life; are guided by the rules and regulations
contained in the “soap operas” and dime novels; find the
Sense of life only in that which is approved by “fashion-
able crowd”, and something of the kind.

However, it would be mistaken to equate “mass
culture” with “mass production”. Mass production as
the way of satisfying material needs of all members of
society is, undoubtedly, a social good. But an industry
and social institutions of any kind aren’t by themselves
elements of culture. The education system, media, adver-
tising, fashion, sports, show business, etc. are just parts
and spheres of social production, creating the objective
conditions of development for all types of culture that
exist in modern society. Any of these conditions affects
elements of culture of any type solely in the process of
real way of existence of some subject of culture: a person,
a social group, or communities.

It’s true, that mass production as the result of scien-
tific and technological progress and capitalism requires,

creates, educates and clones the mass consumer, who
has no specific cultural and historical differences, ex-
cept those necessary for profitable consumption of
manufactured goods.

But in culture as a real way of existence of a particular
subject there are no “producers” and “consumers” in that
specific sense which is put in these terms by economists
or sociologists. As subjects of culture people aren’t exclu-
sively the agents of social production, participants in the
social division of labor and performers of certain social
roles. Culture of any subject is a way and a product of his
own life. The subject of culture is always the creator, the
producer of own way of mastering the world, or there is
no just subject of culture before us. In this approach the
fundamental difference of culturology from any other
cultural analysis of social life consists.

Thus, the definition “mass” is introduced in a culture-
logical study to indicate only and exclusively negative
traits in the development of the subject of culture. And
the most negative thing that can happen with culture is the
loss of identity, equal to the disappearance of this culture.

As to the definition “elite”, there would be two op-
tions for culturologists.

The fist one — don’t use this term at all, arguing that
every culture is the special way of existence of some sub-
ject, and that no one of cultures can be “elite” in compari-
son with any other.

Certain types of culture can be compared with each
other on various grounds: the level of development of
material or technological base, the content and the level
of development of each of the elements of culture, etc.
A comparative analysis of different types of culture may
reveal contradictions between ultimate objectives of cul-
ture and means of their achievement or specific historical
forms of their embodiment in different cultures, between
different cultural phenomena, each of which develops
by its own laws, has an internal logic of development, etc.

However, if a comparison of the levels of develop-
ment of different types of culture as whole systems is
really possible, the basis of this comparison could be
only universal.

It follows, that the second option in using the term
“elite” is to use this term in the sense of “higher level of
development of human culture as such’, arguing that the
only “heights” in human culture are values, and that just
because the values are not only universal elements of cul-
ture, but have some universal content and functions, we
can try to compare different types of culture on the value
criteria, i. e. on the degree of embodiment in each type of
culture the ultimate objectives of human life.
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In this case the definition “elite” means that:

— The degree of embodiment of Good in “elite” cul-
ture is higher then in any other, since there is the deeper
moral regulation in all spheres of life of the subject of this
culture, and since this subject includes the wider circle
of individuals in the number of similar to himself, i. e.
in the number of people on which the same moral stan-
dards that govern himself do extend;

— The degree of embodiment of Truth in “elite”
culture is higher then in any other, because there are
the more extensive field of researching the World in
this culture and the higher degree of the willingness

of its subject to discuss any hypotheses that claimed
to be true;

— The degree of embodiment of Beauty in “elite”
culture is higher then in any other, for the higher degree
of aesthetic attitude permeates all spheres of life of the
subject of this culture, and the more products of this cul-
ture are evaluated on aesthetic grounds.

So, if there is “elite” culture in social reality, its sub-
ject differs from the others not because he/she had been
reading Kant or Dostoevsky, but because she/he is never
using people as the means of obtaining her/his purposes
and self-realization.
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AHHOTaHH}I: ABTOP, PYKOBOACTBYACb KYAPTYPOAOTHIECKHM ITOAXOAOM, HCCACAYET TPaHC(l)OPMaL[I/IOHHbIe Inpo-

IJE€CChL, KOTOPbIE IIPOU3OIIAH B ccl)epe HapOAHDIX ITPA3AHHKOB FOJKHBIX CAABSIH ITOCA€ XpHUCTHAHU3aIUH PYCI/I

KaroueBbie cAOBa: HaPOAHbeI IPa3AHUK, AKCUOAOTHYECKUMN ACIIEKT, IIPA3AHUYIHASA TPAAHUIINS, KOPPEASIINS KYAD-

TYPHBIX TPAAULIMIA.

B rmocTMOAepHBIIT IIEPHOA AKTYAABHOM IPOOAEMOIT
I'yMaHHMTaPHbBIX HCCAEAOBAHHM ITPOAOAYKAET OCTABAThCSA
COLIMOKYABTYPHAsl AMHAMMKR, 3 BHUMaHUE KYABTYPOAO-
rOB IIPUBAEKAET OAUH U3 €€ aCIIeKTOB — 3BOAIOLIMA Ha-
POAHBIX IIPA3AHUKOB 1 OOPSIAOB.

IleAp AaHHO¥ CTaThU 3aKAXOYAETCS B BbIABACHHHU Me-
XaHU3MA 3BOAIOIIMOHUPOBAHUS HAPOAHOTO IIPA3AHHKA B
HepuoA yTBEPXKAEHH XpUCTHAHCTBA Ha Pycy, a Takoke B
ONPEACAEHNH AeTEPMHHAHT 3TOTO MpoIiecca.

AaHHOe HCcCAeAOBaHKE OCHOBBIBAETCS Ha KYABTYPOAO-
THYEeCKOM IIOAXOAE, KOTOPBIi, BBISIBASIET Ce0s1 B CTPYKTYP-
HOM M aKCHOAOTHYECKOM aHAAM3aX HAPOAHOTO IIPa3AHHKA.

OAHMMY 13 TTePBBIX HAYYHBIX HCCACAOBAHHI HApOA-
HOTO Ipa3AHUKa 6b1AM aTHOrpaduyeckue Tpyas: M. Cre-
rupéBa, A. Tepemenxo, H. Koctomaposa u ap.

B XX B. HapoAHasI TPasAHUYHAS KYABTYPa CTaAa 00's-
eKTOM Hay4YHOM pepAeKCUHU U3BECTHBIX KYABTYPOAOTOB,
($OABKAOPHCTOB, HCKYCCTBOBEAOB, TAKHUX Kak: M. BaxTuHs,
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A. Hexpniaosa, B. IIpormn, M. Xpenos, B. Ckyparuscs-
kui, I. Aosko, A. Kypoukus u T. A.

IIpaxTrdecku Bce HCCAEAOBATEAN OTMEYAIOT MHOTO-
ACMeKTHOCTb, CAOXKHOCTh peHOMEHa ITPA3AHUKA, U3y4e-
HHe KOTOPOTO ellé AAAEKO OT CBOETO 3aBeplIeHHs.

CaMbIMM TAQBHBIMH B SI3bI9€CKOM KaACHAAPE APEBHUX
xuTeAert [IoAHETIPOBbsI OBIAU ITPASAHUKU COAHIIECTOSI-
HUS ¥ PaBHOAGHCTBHS, a TAK)Ke IIPOMEXXYTOUHBIE MEXAY
HuMu (Bcero BoceMb): PoxaectBo Boxuua-Koasabl,
Koaopwnit, Beanxwuit oers Aasxb6oxuit, Pycaann, Kymaao
(Kymaaa), Boru-Cracsr, Cerosup Ocennuit u KaauTa.

SI3pIYHMKM TIPa3AHOBAAU POXKAEHHE HOBOTO COAHIIA
B A€Hb 3UMHETO PaBHOAEHCTBHS (xomery AeKa6pﬂ). JToT
BEAMKHH IPa3AHMK Ha3biBaACs «PoxxaecTBo Koasabr>
man «Koaspa>. CoaHlle, Kak U3BeCTHO, UMeeT GOopMy
KpyTa — IT0-yKPAaHHCKH KPYT — 9TO <KOAO>, OTCIOAQ U
Ha3BaHMe npaspHrKa — Koasaa.

B npaspnnanbii Beuep «PosxaecTBa Koasiapr»> passr-
rpbIBaAach HapopHasi ApaMa «Koza>. E€ raaBHast reponss
Ko3a (Bomaomenue camoit IIPUPOADI, KOTOpAsI IUKAMIHO
«yYMHpaeT>» 3UMOH M «BOCKpecaeT> BECHOW) TO IapaAd
«6e3AbIXaHHAS >, TO «0XKHBAAA>, KOTAQ €6 «BEAUYAAM>.

Ha nouérnoe Mecto B AooMe, k PoxxpectBy Koasiabi,
craBuau Auayx (AyX AeAOB) — CBO€OOPA3HbIN CHMBOA
HOYUTAHUS IIPEAKOB, KOTOPBII ITPEACTABASIA COOOI CHOII
IIIE€HUIbI UAU )KUTA, [IePEeBUTHIM ACHTOHN U YKPalLlleHHbIA
PYLUIHUKOM.

Macaennna Ha Cpepnem [Topnenposbe nmeeT aApes-
Hee Ha3BaHHe Koaoanil. AOMHHUPYIOIIUMU MOTHBAMH
Ha [IPa3AHKKe OBIAM PeIPOAYLIUPYIOIAst MATHI 1 ITAPO-
BaHHE (HapHI/I BBIOMPAIOT HesecT). TeM, KTO AO 3TOTO
BpeMeHH He BCTYIIHA B Opak, IPUBSI3BIBAAU <KOAOAKY >
((l)aAAI/I‘IECKI/Iﬁ CHMBOA) — He6OABIIOE MOAEHO.

OCHOBHBIM IIepCOHAXXEM BECEHHHX OOPSAOBBIX
IIPa3AHECTB y SI3bIYHUKOB 6b1Aa BecHa, Ha poAb KOTOPOI
BBIOMPAAACh KpacHBasi AeByLIKA. B aTux mpaspHecTBax
IepCOHUPHUIMPOBAAOCH CAMO BPeMs FOAQ, OT KOTOPOTO
OXXHAQAU OIIPEACASHHBIX OAQr.

VnTepecen cBouMy mepcoHaXaMu M APEBHUM IIPasA-
auK «Kymaao» («Kymaaa» ), IPUYPOYEHHBIN K ACTHEMY
COAHIIeCTOSTHUIO. B HapopHO Tpasuimu aTo AeHb CoAH-
11a 1 BoabL, COOTBETCBEHHO €ro rAaBHBIMU FepPOSIMH OBIAK
Kynaao (Bomaomenue orus Hebecnoro — CoaHIa u
OTHS 3¢MHOT0) Mapena (BOIAOIIIEHIE CTHXHH BOABL).

BripeauM HeKOTOpbIE CTPYKTYpHbIe KOMIIOHEHTBHI
SI3BIYECKUX IPasAHUKOB. Hawnboaee BbIpasuTeAbHbI-
MU eCTb ApeBHHe KyAbThI: 3eManu-Marepu, Otija-Heba
(Csapora), JKusoit Boabr, Orusa-Csaposxuya, [Ipea-
k0B, AepeBbeB, Aeca, Xaeba 1 Ap., KOTOpbIE MbI MOXXEM
OTCAEAMTD B HAPOAHBIX ITPA3AHUKAX.

B xayecTBe cAeAyIOmMMX KOMIIOHEHTOB CTPYKTYPBI
SI3BIYECKHX ITPA3AHHKOB MBI BBIACAMIM IIPEAMETHbIE CHM-
BOABI 1 aTpu6yTh. ONUPasiCh HA HHTEPIIPETALIMIO CUM-
BOAOB SI3BIYECKHX IPA3AHHYHBIX PUTYAAOB CACAAHHBIX
H. Beaenxoii [ 1], npuseaéM cymecTBeHHbIE IEHHOCTH,
OTpa’keHHbIe B CUMBOAAX A3bI9€CKHX ITPA3AHUKOB:

1) A06po, 6osKecTBeHHas! EAPOCTb — CHMBOAM3H-
posaso Coanre;

2) Pop, mounTanue IIPEAKOB — CHOII-AUAYX;

3) 6ecKOHeYHOCTh XM3HU (pOXKAEHHE-CMEPTh-
pO’KAEHUE ), SKHBOTBOpsilllee Hadaro — 3eMAas-Marymika;

4) meApOCTD, TAOAOPOAHE, 6OTATCTBO, GAATOCOCTO-
sumne — cumBoausuposas Xaeb (Kapasait);

S) Kak eHHOCTb BocIpHHUMAaAach cama [Ipupoaa,
YTO HAIIAO CBO€ BbIpa)keHHe B MCIIOAb30BAaHMM PacTH-
TEABHOI CUMBOAMKHY B IIPA3AHUYHBIX O0OPSIAAX, IOYHTA-
HHHY BOABI M ADYTHX CTHXUH U T.1L;

6) 3A0OpOBbE TaKXke BOCIPUHMMAAOCH KaK IeH-
HOCTB, O YeM CBHUAETEAbCTBYIOT KYyAbTOBbIe KyIIaHUS,
OYMIIEHUs OTHEM, KOTOpble UMEAH IIeABI0 YKPEeIHTb
3AOPOBbE YEAOBEKA.

Onwmpasicp Ha HapaboTKM y4éHbIX [3], ycTaHOBUM
HepapxHUI0 YKa3aHHbIX lleHHOCTel. JacTb ux, a MIMeHHO:
ceMbsl, 3A0POBbe, HAATOCOCTOSIHIE — MbI OTHOCUM K
ob1ureyeA0BedeCKMM 1eHHOCTSIM. VIX MOXHO emré Kaac-
CUPUIIMPOBATh KaK OHTOAOTHYECKHe LleHHOCTU. UTo
KacaeTcs nokaoHeHus IIpupoae, Ilpeaxam, MaTepu-
3emae, OTHIO H T. A., TO UX IIOYUTAHUE SIBASIETCS IIPH-
3HAKOM MH(POAOTHYECKOTO MUPOBO33PEeHM S, IPHUCYIIe-
ro ApeBHUM HapopaM. [ToaTomy paHHbBIE IeHHOCTH MBI
MMOHMMaeM KaK MHPOBO33peHYeCcKue IIeHHOCTH s3blue-
ckoit a10xu. OTHOCUTEABHO OHTOAOTMYECKHX, MHPO-
BO33peHYeCKHe IIeHHOCTU 3aHUMAIOT 60Aee BRICOKYIO
CTYIIeHb B HePAPXUH.

Baaropapst TPaHCASIIMOHHON QYHKIUK OOPSIAOBBIX
ITPa3AHUKOB B HApOAe CPOPMHPOBAACS OIPEASACHHDIH
ApXeTHII, COAePIKAIUM MPa3AHUYHbIe AKCHOMOTHUBBI, 110-
BeACHUYECKIe MOAEAH, MUOAOTIIeCKHe 00Pa3bl, KOTOpbIE
NepeAABAANCDH OT TOKOACHHS K IIOKOACHHIO M IIEPEXOAUAM
Ha YPOBEHb «KOAAEKTUBHOTO H€CCO3HATEABHOTO>.

Apxandeckue MPasAHUKU OTPa’KAAU ITHUYECKYIO
KAPTHHY MUPA, TAK KaK AQHHBIN «00pa3 Mupa> ObIA CO3-
AQH CaMHM HapOAOM B Te4eHHe OIIPEAEACHHOIO IIEPHOAA
ero HCTOPUYECKOTO Pa3BUTHA.

C yTBep>AeHHEM XpUCTHAHCTBA COCTOSIAACH ITepe-
OlleHKa MHOTHX I[€HHOCTeH, NMPHUCYIIHX S3bIYeCKUM
npaspHecTBaM. CAeAyeT OTMETUTD, 4TO KaK OIHCHIBA-
AV 3TO MHOCTPAHHbIe ITyTeIIeCTBEHHUKH U XPHCTH-
aHCKUe CBSIEHHUKU [2], AOXPHCTHAHCKUM 06psAaM
OblAQ  CBOMCTBEHHA OPIaHCTHYHUCTD, H30BITOYHAS
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PACKOBaHHOCTS, 6brToBast Marust. FIMeHHO 3TO 6BIAO 1TOA-
AQHO COKPYUIUTEABHOH KPUTHKE CO CTOPOHBI LePKBH.
IpazpAHUYHO 06psiAOBasi chepa pycudert IOCTEIEHHO
TpaHcPopmMupoBarach. COCTOSAOCH HAAOXKEHUE XPUCTH-
AHCKOTO IPA3AHUYHOTO KAACHAAPS Ha APEBHHE IIPA3AHH-
KU. B AHM S3pIYeCKHX IIPa3AHUKOB XPUCTHUAHE CTAAH Ye-
CTBOBAaTh CBOUX CBSITBIX, 3aMeHsI IIEPCOHAAMU APEBHUX
6oxxects. Tak, HanpuMep, Ha APeBHUIT IIPA3AHHIK COAHITA U
Bopbl — «Kymaaa» (7 uroas) 6140 HaAOKeHO IPa3AHO-
Banue AHs Moanna Kpecrureas (HpeATqu/I) , I3bIYeCKue
BEYEPHHIIbI (7 AeKa6p,q) craau AHéM carToi Exarepunsl,
ApeBHHII Tpa3pHUK «Kaauta» npeBpaTuacs B AeHb CBs-
Toro Auapes Ilepso3BaHHOro0, poXkAeHHE HOBOTO COAHIIA
(<<PO>KA€CTBO KOAﬂAbI») 1IlepKOBb TPaHCPOPMHUPOBAAA
B IpazpHOBaHue poxkaeHns Kucyca Xpucra («Poxpe-
CTBO> ), Ai3bI4ecKHil «BeAnkuit poeHb Aax6ora>» GbIa IIpe-
06pa3oBaH B XpUCTHAHCKYIO «[lacxy>» U T. A..
ITpoanaAn3upOBaB SA3bI9eCKHE MPA3AHUKHI, MbI MOXKEM
CAEAATD BBIBOA O TOM, UTO Y MIX TAABHBIX ITePCOHKEN (Ky-
maasl, Koasiabr, MapeHs! u T. A.) OTCYTCTByeT aHTpOIO-
AOTHYECKas [[EHHOCTHASI COCTABASIIOIIAS, TO €CTh OHM He
HMEIOT TAKUX YePT, Kak MUAOCEPAUE, IIPABAUBOCTB, bAaro-
AAPHOCTB, TOCTeNnpUUMHOCTS U T. 1. Hanprmep, Kymano,
BOITAOII[A€T TOABKO CTUXHUIO OTHS U SBASIETCSI COAHEYHBIM
6osxectBoM; Koasiaa — cuMBoAm3HpyeT co60i1 COAHIIe-
peberka; MapeHa — BOAHYIO CTUXHUIO H TaK AQA€e.
B xprcTHaHCKMX MPAa3AHHMKAX CTAAH IIPOCAEXKHBATD-
CsI HOBbIE TYMAaHHCTHYECKHE MOTUBBI, KOTOPBIE CAY>KHAN
IIeHHOCTHBIMU OPUEHTHPAMH AAs Afoaeit. Tak caroit Mo-
aHH SIBASIETCSI peBHUTEAEM Bepbl, IPEAAHHOCTU XPUCTH-
aHCKOMY yueHHI0. CBATON AHApel — CHMBOA My>KeCTBa
u HerokoAebumocru. Cpsras Exarepuna mpusaekaer
TAYOOKHMU PEAUTHO3HBIMU [IEPEKUBAHISIMY U T.I1. AH-
TPOIIOAOTHYECKHE YePTHI XPUCTUAHCKUX CBSITBIX ACAAAN
UX ITOHSITHEE AIOASIM, BHI3IBAAM SKEAQHUE TIOAPAKATD FIM.
Taxum 06pasom, akcuocdepa HAPOAHBIX OOPSIAOBBIX
IPa3AHUKOB 00OraTHAACh TAKUMH XPHCTUAHCKUMU IIeH-
HOCTSIMH KaK MHAOCEpPAHE, TePIHMOCTD, CTPEMACHHE
K AYXOBHOMY CaMOYCOBEpIIEHCTBOBAHHIO, HAEAAAMH

Bepbl. M3MeHnAach M caMa «KapTHHA MHpa>» pycuyer,
9TO TOXKE HAIIIAO CBO€ OTOOpakeHue B rpaspHukax. OHa
CTaAa «bOOrOLeHTPUIHO > . AaHHBIE PEAUTHO3HO-MHPO-
BO33pEHYeCKHe LIEeHHOCTU MOXXHO OTHECTH K TpaHCIle-
AEHTHBIM AU K BBICIINM I[€eHHOCTSIM YEAOBEYECTBA.

ITpocaepArB OCHOBHBIE MOMEHTBI ITPOLjeCcca YTBepXK-
A€HHS XpUCTHAHCKOM NpasAHMYHOM Tpaauu Ha Pycy,
MBI PUXOAHUM K CACAYIOIIUM BBIBOAAM:

— TpaHcOpMaIUs HAPOAHON IPASAHMYHOM 06-
PAAHOCTH COINPOBOXXAAAACh HAAOXKEHHMEM Ha
AATBI CTAPBIX A3BIYECKUX IPA3AHUKOB, AHEH Je-
CTBOBaHMS XPUCTUAHCKMX CBATHIX;

— TIPOUCXOAHAO ITOCTENEHHOE BHITECHEHHE A3bIue-
CKOM MHPOAOTUH, CHAMBOAUKHU U KyABTOB;

— OTOABHHYB S3bIY€CKYI0, TOCIIOACTBYIOILlee Me-
CTO 3aHsSAA XPUCTHAHCKAs CUMBOAMKA (uxoHsI,
kpecT, Bupaeemckas sespa, [Iaamanumna u . r[.) ;

— B [I€PUOA XPUCTUAHMBAINHN «<aKCHOSIAPO> Ha-
POAHOIO IpasAHHMKA OOOTaIaeTcsi TPaHCIeH-
ACHTHBIME IleHHOCTAMH (IoHsTHe Bora, MHPO-
BOM TapMOHMHM, CAMOIIOXXEPTBOBAHMSA BO UM
4EAOBEUECTBA U T. A.), KOTOpBI€ 3aHUMAIOT BbIC-
ITYIO CTYIeHb B I[eHHOCTHOH uepapxun. PyH-
AAMEHTOM BhIIIEYIIOMSHYTHIX LIEeHHOCTEH Mpo-
AOAXKaeT BBICTYIIaTh 3THHYECKAsl aKCHOOCHOBA,
KOTOpasi OpIAa MIPHCYIA HAPOAHOM IPA3AHUY-
HOM 06p${AHOCTI/I elé C ApEeBHEHINUX BPEMEH;

— C YTBep>XXAEHHEM HOBBIX XPUCTHAHCKMX IleH-
HOCTe!l 3aMEeHSIAVCh U IEPCOHAAUH, M OOIyast
MHUQOAOTHYECKAs] KOHIIIIIHS Ipa3AHUKA (Mucp
o Kymaae ycrynua poxxpecrsy Moanna Kpecru-
Teas, poxkpecTBo Koasiapr — poxxpectsy Mucyca
Xpucraur. A

Taxum 00pa3oM, [IEeHHOCTU MOXKHO CIUTATh A€Tep-

MHHAHTaMH TpaHCOpPMaIKil HAPOAHOIO IPa3AHUKA —
KaK pe3yAbTaT MPOIecca XpUCTUAHUIAITUH IIPOUCXOAUT
9BOAIOIIMOHMPOBAHNE HAPOAHOIO MPa3AHMKA, Ha OCHO-
B€ KOPPEeASLUU SA3bI9€CKON U XPUCTUAHCKOHN KYABTYP-
HBIX TPAAULIUM.
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Eigenschaften Trauung Gebiet Belgorod

Abstrakt: Der Artikel befasst sich mit den regionalen Besonderheiten der traditionellen Hochzeitszeremonie.
Als Ergebnis der Assimilation der drei slawischen Vélker (Russian, Ukrainer und Weifirussen), einige Stufen der

Hochzeit Spiele sind ethnographische Wert.

Stichworter: Ritual, Hochzeit, Hochzeit Spiel, Matchmaking.

Im aktuellen Kontext der Globalisierung und
der Verlust ihrer Traditionen, stehen wir vor der Not-
wendigkeit, die traditionellen Brauche und Rituale be-
wahren. Das vorhandene Wissen sollte auf die Wieder-
belebung beitragen und zu den Wurzeln der populiren
Kultur der jiingeren Generation befestigt.

Eine der wichtigsten Zeremonien im Leben jedes
Einzelnen kann wirklich in Betracht gezogen werden
ein Hochzeitszeremonie, mit Magie-rituelle Handlung
gefiillt. Traditional Wedding Belgorod, die meisten voll
und tief gibt eine Vorstellung der Perspektiven unse-
rer Vorfahren, ihre Uberzeugungen und geistigen Werte
und sozialen und nationalen Strukturen.

Hochzeitszeremonie im Vergleich mit anderen Fa-
milien- und Stammesriten Zyklus komplexer gewesen.
In der Regel traditionelle Hochzeit Belgorod Region be-
steht aus zwei Teilen: der erste und linger (2-4 Monate)
enthilt die grundlegenden Elemente vor der Hochzeit
Zeitraum — Balz (“Matchmaking”, “zaruchiny”), Pro-
pyl, Devishnik (“metelytsa”), die Braut, mestoglyadie.
Der zweite Teil der Hochzeit Spiel dauerte 2—-3 Tage
und manchmal in der Woche. Es sei darauf hingewie-
sen, dass in den verschiedenen Gebieten der Region Bel-
gorod, und sogar in einigen Dérfern, und heute finden
Sie “ihre” Zollvorschriften, die Verwendung von “ihrer”
Hochzeit Attribute warden [1, 65].

Im Laufe der Zeit viele der Elemente der Hochzeit
Spiele wurden gedndert, mit neuen Inhalten und immer
neuen Farben gefiillt. Bei der Betrachtung der Eigen-
schaften der Hochzeitszeremonie ist darauf hinzuweisen,
dass das Gebiet der heutigen Region Belgorod zu unter-
schiedlichen Zeitpunkten bewegt Ukrainer und Weifi-
russen werden (XVII-XVIII Jahrhundert). Als Folge
der ethnischen Assimilation Trauung (und der Rest der
Familie und Stammesriten und Kalender-Zyklen) sind
einzigartig und in seiner Art einzigartig.

Der Ausgangspunkt bei der Entwicklung eines mehr-
stufigen Hochzeitsritual ist eine Brautwerbung (“Match-
making” — die Ukrainer, “zaruchiny” — Weifrussen), die
als eine ausgewogene und umsichtige Schritt vor allem von
Seiten der Brautigam seine Eltern angesehen werden kann.
Allerdings kénnte es immer mit einer Reihe von Uber-
raschungen verbunden sein — die Weigerung der Braut
(wahrscheinlich nicht, aber es war zu sein), ihre Familie.

Bei der Balz in Dorfer mit russischen und ukraini-
schen Bevolkerung als Ehestifter fungierte Patin des
Brautigams oder der speziell eingeladenen Frauen aus
angesehenen Leute im Dorf. In den Dérfern, durch die
Weiflrussen bewohnt — die Rolle der Heiratsvermitt-
ler ist seit jeher der Pate des Brautigams.

Matchmaking an bestimmten Tagen der Woche, die
als “light” durchgefiihrt: Sonntag, Dienstag, Samstag
(in Dérfern mit russischen und ukrainischen Bevolke-
rung); am Donnerstag (in den Dorfern von Weifirussen
bewohnt) und wurde von verschiedenen Arten von ma-
gischen Handlungen, die zu einem giinstigen Ausgang
des Verfahrens sicherzustellen, waren begleitet.

Fiir die russischen und Ukrainer — vor Verlassen
des Hauses Heiratsvermittler mussten wir ein Fischer-
netz zu nehmen, binden die Beine des Tisches, nehmen
Sie den Stick, der in dem Haus der Braut auf die Eltern
der Braut verlassen wurde gedacht; fir die belarussi-
sche Tradition charakteristisch war vor einer Ikone der
Mutter Gottes stehen, ein Handtuch, um es mit einem
neuen, drei fliisterte wischen: “Im Namen des Vaters und
des Sohnes und des Heiligen Geistes, werde ich der Knecht
Gottes (name) zu werden, tragen weifle Morgenlicht, Knopf
weifSen Sternen, und waschen Sie mit dem Tau, utrus Crim-
son dawn. Dass man schiittelte den Kopf, nein, nicht schob
Heiratsvermittler. Amen” [2,92].

Fir alle slawischen Volker leben auf dem Terri-
torium der Region Belgorod, auf das Haus der Braut
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gehen mit leeren Hianden nicht so glauben, wie ein “Ge-
schenk” nahm einen Laib (Russisch, Ukrainisch), Brot
und eine Flasche Met (Weifirussen). Matchmaking ist
erfolgreich, wenn nach dem Dialog Heiratsvermittler
(Heiratsvermittler) mit den Eltern der Braut auf den
Tisch legen ein Brot, Pfannkuchen, Riihrei (Russisch,
Ukrainisch); in ein Handtuch in die Flasche Heirats-
vermittler Brautmutter breitete Griitze gebracht, ein-
gewickelt und kehrte sein Gast.

In einigen Dérfern Graivoronsky Bezirk, konnte eine
Mutter fur die Zeit, um “Anerkennung”, wenn die beiden
Minner aus den umliegenden Dorfern zu fragen. Den
Charakter, die Sitten, seine Farm Lebensfihigkeit —
Diese Periode dauerte bis zu einer Woche, konnten die
Eltern der Braut einige Samen fiir den Brautigam zu ler-
nen. Wihrend dieser ganzen Zeit gab es einen Stock in
der Halle, gefolgt von einem Heiratsvermittler kam bei
Ablauf der festgesetzten Zeit.

Es gibt viele Beschreibungen von Hochzeiten XIX —
und. XX Jahrhunderts. aus verschiedenen Gebieten der
Region Belgorod, spiter aufgezeichneten Erinnerungen
an alte Menschen tber ihre Jugend, Geschichten tiber
Senioren zu diesem Thema. Die Bildungszeit des Hoch-
zeitszeremonie wird als XIII-XIV Jahrhundert. In der
Tradition von einigen der Regionalstruktur und einige
Details des Rituals vorchristlichen Urspriinge sind Filz,
gibt es Elemente der Magie.

Alle bestehenden Spielen Trauungen urspriinglich
symbolisiert den Ubergang von Midchen von Generati-
on zu Generation, den Vater ihres Mannes. Dies bringt
den Ubergang unter der Schirmherrschaft von Spirituosen
ein verheirateter Familien. Dieser Ubergang war in seiner
Geburtund in einer anderen Zeit verwandt mit dem Tod.

Das kiinftige Wohlergehen, so die Bauern hing von
den Jugendlichen selbst: “Esist nicht eine Fiille von, wo-
hin du gehst, und dass er zu erwerben”; Auswahlen Hei-
ratsvermittler als verantwortliche Sache, “um nicht die
Braut und den Heiratsvermittler zu wihlen” — sagte das
russische Volk. Von der Méglichkeit, Heiratsvermittler
zu sprechen, um die Middchen zu Verwandten zu gewin-
nen, gute family guy vorstellen abhingig Ergebnis: die
Eltern des Madchens wiirde akzeptieren oder nicht, um
das Angebot anzunehmen. In der Regel wurde Heirats-
vermittler Paten Mann oder einer seiner Angehorigen.
In einigen Fillen, wenn die Eltern Mann in das positive
Ergebnis des Matchmaking in Frage gestellt, Schwieger-
eltern eingeladen, ein angesehener Mann, der das Ver-
trauen der Dorfbewohner genossen. Bevorzugt wurde
auch auf jene, die Beredsamkeit unterschieden gege-
ben, die Fahigkeit, die Ehe Geschift, Fihigkeit, treffend

Bauern zu organisieren “Spiel und Tanz, und nidhen
Sie von einem kleinen torbochki grofien Sack” In gro-
Ben Handwerk Dorfer, Einkaufs Dorfern, Stidten, und
auf die Dienste eines professionellen Heiratsvermittler
gegriffen. Allerdings hat diese Praxis ziemlich spit nur in
den Stidten verbreitet und zunichst.

In der Mitte des XIX Jahrhunderts. wird auch wer-
bend in Stidten als “unwirklich”, und nach der Zustim-
mung der Eltern wurden zu den Matchmaking “echten”
Heiratsvermittler geschickt. Swat nicht erfiillen diese
Regeln, die nach Ansicht der Bauern ruinieren sogar die
zuverlissigste matchmaking.

Im Hause der Braut Ehestifter fungierte als gefordert
rustikale kunden: Uberschreiten der Schwelle, zogen ihre
Hiite, wurden auf das Symbol getauft, verbeugte Eigentii-
mer, nicht tiber Matica gehen — Deckenbalken, nicht an
den Tisch vorbeigehen, ohne eine Einladung, nicht auf
der Bank, die sich entlang der Bodenplatten lauft sitzen.
Das Gesprich zwischen den Eltern des Madchens und
Heiratsvermittler im Rahmen der Regelung nach der lo-
kalen Tradition genehmigt gebaut. Swat sprach allen An-
wesenden die bekannte Formel: “Sie haben die Waren,
wir haben eine Handlers”; “Du huhn, hahn wir nicht da
sein, um sie zu einem hlevushok fahren?”; “Wir brauchen
nicht Roggen und Weizen, und red girl”; “Du hast jeman-
den Test und testen wir jemanden, kdnnen sie nicht an
einem Ort mattiert werden?”; “Haben Sie nicht korrup-
ten Schweine? — Nein! — Und die Mddchen? — Es gibt
einen, aber ich selbst «Manchmal sind die beiden Min-
ner sprachen direkt iiber den Zweck seines Kommens>
sluhay, teure Heimat in unserem e Kaufmann in Thnen
schone Jungfrau! Viel davon wir ponaslyhali mit dem
Gesicht prigozhenka selbst umneshenka, Stringe la-
voshenko beleshenka meine tsisteshenko Aufhellung.
Friithe wollen, um Thr Haus zu verletzen”. Oder einfach
nur berichtet, dass sie kamen “nicht auf dem Boden mit
Fiflen zu treten, nicht die Sprache Kratzen kam um Ge-
schifte zu machen — Um eine Braut zu suchen”.

Die Eltern des Madchens dankte die Heiratsver-
mittler fiir ihre in Bezug auf ihre Familie, wurde aufge-
fordert, an die Front zu gehen Winkel — der vordere
Teil des Hauses — oder in der Kammer, auf den Tisch
legen Mahlzeit. Nun nehmen Heiratsvermittler als eine
Ehrensache, auch wenn die Eltern der Braut Brautigam
unangebracht erschien. Russischen Bauern sagen: “ein
guter Weg zu diinn die Braut erzihlt”. Haftungsaus-
schluss Heiratsvermittler Lassen Sie uns immer in einer
empfindlichen Weise: “Wir haben ein Produkt unbriba-
ble nicht reif”, “noch jung, wir miissen warten”. Wenn
der Anzug war willkommen, und der Kerl bekannten
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Familie, sofort zugestimmt die Eltern des Midchens,
die Verhandlungen iiber die Hochzeit zu férdern. Wenn
umworben Kerl aus den entlegensten Doérfern, fragte
nicht vertraut, Heiratsvermittler fiir Zeit zum Nachden-
ken und sagte: — “Nicht eines Tages des Wachstums
auf einmal zu zahlen”, “Tochter geben verheiratet nicht,
den Kuchen zu backen”, Akzeptierte Matchmaking be-
deute nicht, eine endgiiltige Einigung fiir die Hochzeit.
Es war nur ein Vorwand fiir eine Diskussion des Vor-
schlags. Nach dem Matchmaking angeordnet Schau-
en Sie, die Braut. Der Zyklus der Balzrituale gehorten
auch Gespriche iiber die Mitgift, auf Kupplungsgrofie
(die Menge des Geldes, das der Brautigam seine Eltern
Hochzeit Kosten gegeben wurde), auf die Kosten der
Hochzeit, die Zahl der Besucher von beiden Seiten der
Gaben zwischen Verwandten in der Hochzeitsritual aus-
getauscht. Der Handel oder Handwerk Dorfer, wo die
Bevolkerung verschiedenen Wohlstands, Ehevertrage,
auch rechtlich zertifiziert werden, schreibt sie alles, auch
die kleinsten Details der Hochzeit und zukiinftige Leben
einer jungen Familie. Wenn Sie alle Verhandlungen, die
Familie seiner Zeit und Absprachen, t.E. Der Tag, an
dem sie eine endgiiltige Entscheidung in Bezug auf die
Hochzeitsfeier beendet haben.

Der Hohepunkt der Hochzeitszeremonie kann zu
Rechtals eine Bachelorette Party werden. In verschiedenen

Gebieten der Region Belgorod wurde es auf verschiedene
Weise genannt: in den Dérfern der ukrainischen Bevolke-
rung “metelytsa”; in den Dérfern der russischen Bevolke-
rung “Devishnik”, “devchachnik” Nach ethnographischen
Aufzeichnungen — Bachelorette Party berief eine Ver-
sammlung der Braut und ihre Freundinnen vor der Hoch-
zeit in ihrem Haus. Auf bachelorette Partei kam zweite
Schliisselpunkt der ganzen Hochzeitszeremonie (nach
“zaveshivaniya”) — Abwickeln girlish Zépfen. Spucken
unravel Brautjungfern. Entwirren Zopf symbolisiert das
Ende des alten Madchen das Leben. In vielen Traditionen,
die von der Auflésung von Zopfen begleitet “Abschied von

» «

der Schonheit der roten”. “Red Beauty” — eine Band oder
Band, zu einem Zopf Midchen gewebt.

Somit ist die traditionelle Hochzeits Belgorod
meisten voll und tief gibt eine Vorstellung der Pers-
pektiven unserer Vorfahren, ihre Uberzeugungen und
geistigen Werte, soziale und nationale Strukturen.Seit
Jahrhunderten geformt und von Generation zu Ge-
neration als Beispiel fiir Volkskunst, hohe moralische
Reinheit und Keuschheit dieses schone und poetische
Ritus und bilden eine spirituelle Verbindung Zeiten.
Es war Beriihrung des Content hat grof3e Bildungskraft
und emotionale Aufladung, wo fréhlich und traurig,
tragisch und komisch, real und kiinstlerischen zusam-
men verflochten.
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Interdisciplinary research of museum forms end of XX—-XXI century

Abstract: In the article is reviewed the interdisciplinary of approaches to the analysis of modern museum form

as an object of culture subsystem that is important and relevant not only from the standpoint of museology and art

history, but culture in general. It is shown that in the second half of the XX century — at the beginning of XXI century

museum becomes a new type of institution — it has new functions, new areas of influence.
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The phenomenon museum was studying by differ-
ent sciences: anthropology, philosophy, mathematics,
psychology, pedagogy, cultural and many other studies,
as the term «museum» is multidimensional and can be
considered as interdisciplinary. At the turn of the cen-
tury, particularly for the art criticism, fundamentally

important and relevant is the understanding of the mu-
seum as cultural phenomenon in interconnection with
the development of contemporary art and taking into
account the diversity of modern museum forms activity.

Among the most prominent foreign scientists who
at the end of the XX — at the beginning of XXI century
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actively participated in the development of ideas about
museology as a scientific discipline, the following
names should be recollected: J. Benes, J. Neustupnyy,
A. Gregorova (CSSR), Z. Stransky (Czechoslovakia).
Let us consider the most common statements and as-
sumptions some of them.

So, for example, J. Neustupnyy considers museum
mainly as a scientific research institution. And such tradi-
tional museums functions as collection, storage and pro-
motion of collections, in his opinion, are secondary and
should therefore be subordinated to the requirements of
research, designed to make full use of scientific knowl-
edge in the field, but not to be limited by the available
collections, assemblage.

J- Benes puts to the fore the social significance of the
museum. The scientist believes that the main task of mu-
seums is to develop and educate visitors, to combine aes-
thetic and scientific approaches in the design exposition,
to use modern audiovisual media. The value of works of
the scientist determined, not only by the fact that they are
all written on the basis of own professional experience but
also by factual material obtained through Benes’ adminis-
tration in Czechoslovakia museums management. Benes
has not developed his own scientific theory of museology,
but development and confirmation of empirical material
colleagues’ ideas, summarizing existing experience let him
to be considered one of the most important figures of theo-
retical museology of the second half of the XX century [1].

Special kinds of museum communication theory are
considered the concepts of Slovak museum scientists
Z. Stransky [2] and A. Gregorova [3]. The first of the
above-mentioned researchers names the primary func-
tion of the museum, as social and cultural institute, the
museum specific process of implementing special «mu-
seum> attitude to the reality that surrounds man, mani-
fested in the intention to acquire, preserve and increase to
transfer the future generations those values which shape
the cultural form (accounting) of person. Contemporary
museum, according to Stransky, is a historically created
pattern of implementation of this intention, a form that
at some point got its specific institutional expression.

A. Gregorova as Z. Stransky, highlights the museum
specificity in implementation of special relation of man
to reality. This specific attitude was gradually born from
the human need to collect, store and use in their activities
accumulated with the help of items socio-cultural infor-
mation, including information of human development.

Thus, the two defined concepts, which have right to
be called philosophical understanding of information-
communicative approach to the museum, consider the

phenomenon of the museum as a need of society real-
ization to obtain information about a person through
the objects, ways of human historical development and
surroundings from the origin of the world to these days.
Both above mentioned Slovak researchers called the de-
scribed specific relation of man to reality «museum>
because at this historical stage this ratio is realized by
social institution «museum> .

Let us have some of the modern scientific works,
which, in our opinion, are to some extent determinant
as for the various aspects of the object of our study.

Special attention, in particular, in the organization
of modern museums, galleries, exhibition centers and
art exhibition space as a whole, in recent years need vi-
sual researches (Visual Studies), which as an indepen-
dent research line was formed about twenty five years
ago. One of the leading theorists of visual researches was
John B. T. Mitchell, who said that these years in the hu-
manities are characterized by the appearance of numer-
ous works devoted to visual culture [4].

Thus, under the auspices of visual studies work rep-
resentatives of different branches of scientific knowl-
edge — art historians, designers, philosophers, cultural
studies scientists, anthropologists, psychologists, po-
litical scientists, psychologists and others. As a supple-
ment, you can say that about the same time begins to be
developed such a direction as computer scientific visu-
alization, dealing mainly in designing interactive visual
environments for solving applied research problems us-
ing the computer, so the interest to visuality topics goes
beyond just humanitarian research.

The appearance in recent years a huge number of in-
terdisciplinary fields of study, an example of which are vi-
sual researches, prompts scientists to comprehension
this situation, which in the sphere of institutional science
structuring can be considered the third stage from the
emergence of science in its modern sense.

Note that on the first, classical stage, there were
quite clear boundaries that divide scientific disciplines
(like biology, physics, philosophy, and later they added
psychology and social sciences, etc.), number of which
was insignificant. In the XX century (the second stage of
the science organization) institutional structure of sci-
ence has undergone significant changes which were in
fragmentation great classical branches of knowledge in
numerous small, with narrow specialists in their field
who had typically only a general idea of their colleagues’
work in related with them areas.

Interdisciplinary is a specific feature of the third stage
(the end of the XX century — beginning of XXI century).
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Representatives of some research areas, without losing
their membership of a particular scientific community
gather in interdisciplinary local communities on the ba-
sis of the need to unite to solve certain tasks or studies
of individual domains, formed as a result of certain social
changes on the demand of time and need to concentrate
the efforts of specialists of various branches of scientific
knowledge. A striking example of such object researches
can be considered the study of globalization processes.
Itis quite natural that the community of professionals in-
volved in visual studies can also be attributed to this kind
of association due to the fact that the interest to visuality
called by certain socio-cultural changes that brought on
the agenda the question of a special study of visual cul-
ture, visual perception, imagination and thinking.

Demonstration of interest in visuality by represen-
tatives of different sciences prompted its more radical
researchers announce a paradigm shift in the field of
social and humanity study — visual turn. Thus, in the
traditional disciplines dealing with visual images — art
criticism — held a turning point in relationship to art as
an autonomous sphere of art. Work of art was not per-
ceived as an independent invention of genius already, as
forms of its vision largely are dictated by day and con-
text. Moreover, art was faced with the “crisis of paradigm”
within the meaning of the term by T.S. Kuhn [5] and
found itself unable using traditional methods to describe
art, new practices that have emerged recently and oper-
ate visual images, as well as video art, media art, TV etc.

So, summing up, we can state that visual culture or vi-
sual studies, where in focus are the processes by which val-
ue is created in a cultural context, is a new interdisciplinary
direction, which appeared at the intersection of theory of
culture, design, philosophy, sociology, museology and art
history, the main problem of which is the study of cultural
logic of “postmodern’”, “mass media” and “visual” turn. Vi-
sual culture is becoming the dominant and decisive.

The development of the idea of the museum renewal
towards more active its social mission happens in the sec-
ond half of the XX century and is due to the change of
cultural paradigm in post-war Europe and post-colonial
world. Substantial revision of the system of values that
occurred after World War I1led to the rapid development
of culture of everyday life.

Appeal to the average person as a person, his interests
and needs in the field of museum embodied in the origin
of the movement for «new museology>. It emerged in
the late 60’s — early 70’s. of the XX century and mani-
fested in the creation of fundamentally new museum —
anthropological museum or ecomuseum, which had a

profound resonance in theory, technique and methodol-
ogy of museum study. Anthropology process of this field
of knowledge moved museum science to new frontiers of
knowledge of interdisciplinary direction. Herewith in the
definition of science the term museology is used oftener
than former museum study.

Ecomuseum concept was born and was firstly imple-
mented in France by Georges Henri Riviére [6]. By the au-
thor was firstly given a general definition of ecomuseum
asanew type of institution and emphasized four charac-
teristics that define its essence as a socio-cultural institu-
tion: it’s a mirror where people can see themselves and
the world of nature and culture; it’s a laboratory study
of the past and present, of the region; it’s reserve, that
promotes the preservation and evaluation of local natu-
ral and cultural heritage; finally, a school that involves
local residents to work on the study and protection of
heritage, promotes better awareness of their future. Thus,
the museum as a channel of cultural communication is
the most important institution in the cultural identity of
man and begins to be considered as the most important
factor in the development of the individuality, and hence
the society as a whole.

It should be noted that ecomuseums significantly
changed the idea of a museum object, museum space and
the museum’s heritage. First of all, it is an environmental
museum that gives a holistic system (multidimensional)
image of history and culture. Unlike traditional special-
ized museums it is so versatile and based on an interdis-
ciplinary approach. Canadian museologist Pierre Meyran
notes that new museology operates with such concepts
as communal museology, interdisciplinarity, human de-
velopment. Its philosophical principles are the socializa-
tion of museology and changing approach [7].

The need of problems solution related to the environ-
mental crisis in next years has made another contribu-
tion to changing the status and structure of museum sci-
ence. In these circumstances, museums assume another
social mission — laying the foundations of ecological
culture, in practical implementation of which appears the
new system of museum-type institutions, which imple-
mented other significant knowledge of the legacy, ways of
preserving, museumification and use in environmental
education. The functioning of these institutions is the in-
terdisciplinary approach, implemented in the integration
of instruments humanitarian and natural sciences.

A significant contribution to interdisciplinary re-
search in various aspects of relations between society
and the environment, introduced, as was already not-
ed, the outstanding Russian and Ukrainian scientist
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V.1. Vernadsky [8], whose works formed the basis for
the formation of systemic ideas about man and nature,
which became well known as biosphere type of mindset.

Today the museum becomes a new type of institu-
tion — it has to perform new functions affect new areas.
In the second half of the XX century — at the beginning
of XXI century world researchers’ efforts were again di-
rected to the socio-cultural understanding of museum
phenomenon and its role in the life already postindustrial
society (U.V. Zinovieva, D. Cameron, L. V. Panteleichuk,
Van Pratt, Z. Stransky, A. V. Chugunova, L. M. Shlyahti-
na, T.U. Yuryenyeva,) growing interest in theoretical
aspects of the museum as a social institution in teaching
(T.U. Byelofastova, O.A. Botyakova, L. M. Voronova,
F. Yyenavayn, B.B.Kaminska, N.S.Martem'yanova,
S.V. Murawska, Ch.M. Medzhydova, B.A. Stolyarov,
A.Hausen, L.M. Shlyahtina), historical (U.A.Om-
elchenko, K.E.Ribak, G.Y.Skripnik, L.D.Fedoro-
va), art (O.G. Barshynova, A.A. Bilyk, O.D. Gladun,
0O.A. Kotova, S.V. Marinova, O. M. Petrova, Z. Stran-
sky, L A. Yakovets) philosophical, cultural (L. M. Bag-
ata, A.G.Bakanurskyy, L.I. Zayeva, T.P.Kalugina,
O.Y. Kalnitska, B.A. Lychkovah, O.G. Myeschyerina,
S.V. Ovcharenko, A.P. Ovchinnikova, O.A. Pushonko-
va, O.S. Sapanzha, O. P. Shchokina) aspects.

Analyzing the cultural approach to the object of
study, it should be noted that any of museological

approach is problematic and inefficient to cultural
studies. The problem is that when the main object of
scientific study revealed the museum itself as a cultur-
al institution, isolated institutional and phenomeno-
logical analysis doesn’t allow to understand why the
museum is necessary to the culture, what functions it
performs, why at some stage this cultural and historical
phenomenon was formed, if it has more prospects and
development potential, or whether it is merely a prod-
uct of a particular historical period, and should go into
the past. According to the philosopher T.P. Kalugina,
it’s impossible to understand and solve this problem,
analyzing only the museum as an institution, as a chan-
nel of cultural communication or as a system of «self-
organizing> [9]. Much more productive, says the au-
thor, is the study of the museum, including art, as one
of cultural forms, that is the combination of elements
that make up this cultural form, in their genesis and
modern development.

Thus, one could confirm that interdisciplinary re-
searches of the museum forms as an object of culture
subsystem is important and relevant not only from the
standpoint of museology and art history, but also cul-
ture in general, as cultural establishments and institu-
tions represent a form of life and can give invaluable ma-
terial for analysis of existence methods and algorithms
of cultural development in the future.
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