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COMPLEX «GREEN» DESIGN OF THE
ENVIRONMENT OF INTERNAL SPACES

Abstract: This article examines the reasons for the appearance of eco-design in connection with
the awareness of people about the need to protect the surrounding nature, the understanding that
negligence has consequences in the form of deteriorating health. Also eco-design helps to fill that
lack of nature that a person feels in the urban environment. In Russia, and especially in Saratov, eco-
design is underdeveloped due to the fact that the materials and technologies used in this style are
expensive. However, in public interiors, there is a shortage of the natural environment, and with the
help of some budgetary methods used in eco-style, it is possible to refine internal spaces and thereby
create the idea of the need for eco-design in Saratov and in Russia, which will subsequently have a
positive impact on the environment, increase the level of ecology and Will raise the overall level of
psychological and physical health of the population.

Keywords: Ecostyle, eco-design, nature, psycho-emotional state, ecology, health, internal spaces,
environment, plants, natural forms.
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KOMIMJIEKCHbBIWU «3EJIEHbIN» AN3AUH BHYTPEHHUX MPOCTPAHCTB

AnnoTanms: B AaHHOM cTaThe pacCMaTPUBAIOTCS MPUYMHBI BOSHUKHOBEHUS 9KOAU3AMHA B CBA3H
C OCO3HAHUEM AIOAEH O HeOOXOAMMOCTH 3aIHIIATh OKPY KAIOLIYIO IIPUPOAY, IOHMMAHHS, YTO HeOpex-
HOe OTHOLICHHE HeCeT 32 COOO0M MOCACACTBHS B BUAE YXYALIEHHS 3A0POBbsL. Taioke 9KOAM3aiTH IIOMO-
raeT BOCIIOAHUTD Ty HEXBATKY IPUPOABI, KOTOPYIO YeAOBEK OIYIaeT B FOPOACKOM cpeae. B Poccuny,
a B ocobenHocTH B CapaToBe 9KOAM3aiiH MAAOPA3BUT B CBSI3H C T€M, YTO MATEPUAABI M TEXHOAOTUH,
IpUMeHsIeMble B AAHHOU CTUAMCTHKe pAoporocTosimue. OAHaKO B 0OIIeCTBeHHBIX HHTepbepax JyB-
CTBYeTCsl HeXBAaTKa IIPUPOAHOTO OKPY)KeHHs U IPH IIOMOIIY HEKOTOPBIX OI0AKETHBIX IIPHEMOB, HC-
IIOAB3YEMBIX B 9KOCTHAE MOXKHO 00AATOPOAUTD BHYTPEHHHUE IIPOCTPAHCTBA U TeM CAMbIM 3aPOAUTD
MBICAD O HEOOXOAMMOCTH Pa3BUTHUS dKoAu3aiiHa B Caparose u B Poccun, uro B paabHermeM 6Aaro-
IPUATHO CKXKETCS Ha OKPY’KAIOIIel CpeAe, IIOBBICHT yPOBEHb 9KOAOTHHM M IIOAHHUMET OOIIHI yPOBEHbD

TIICUXOAOTHMYECKOTO 1 (l)I/IBI/I‘-IeCKOI'O 3AOPOBbA HACEACHUL.

KaroueBsbie caoBa: 9KOCTHAD, SKOAI/ISafIH, IIPHUPOADI, IICHXO3IMOIIMOHAAPHOE COCTOSHME, 9KOAOI'HI,

3AOpOBbe, BHyTPeHHHUE IIPOCTPAHCTBA, OKPYXKAIOIasl CPeAd, PACTEHUS, TPUPOAHDIE GOPMBL

AKTyaABHOCTD AQHHOM ITPOOAEMBI 3aKAIOYAETCSI
B TOM, 4TO 9KOAM3ANH (<«3eASHBII> AU3AIH) opu-
EHTHPOBAH Ha I1eAeCO0Opa3HOe pacIpeseAeH e pe-
CypCOB, MaTEPHAAOB, Ha COXpaHEHHE OKPY>Karollen
IIPUPOADI M Ha TPUBA€YEHHE IIPUPOAHBIX GOPM B I10-
BCEAHEBHYIO )KU3Hb Y€AOBEKA, UMUTHUPYS IIPUPOAY
B YCAOBHUAX €€ OTCYTCTBHS, HAAQKHMBAS IICUXO3MOLIM-
OHAAbBHOE€ COCTOSIHME YEAOBEKa, B Te€X CAy4YasX, KOT-
AQ OH YCTaeT OT LIyMa U CYeTHl OOABIINX TOPOAOB,
a BbIOPATHCS Ha MPHPOAY YaCTO IPOCTO HE UMEET
BO3MOXXHOCTH.

B nacrosmee BpeMs 4eAOBeK KaK HHUKOTAQ HYX-
AQeTcs B IIPUPOAE, a IPUPOAA B CBOIO OYEPEAb

HY>XAQETCsI B OepeXHOM OOpAllleHUH 1 B CACACTBHE
9TOTO Pa3BHAOCH TaKO€ HAIpaBACHHE KaK 9KO-AM-
saiiH. B crarpe «Design Blogg” [1] asrop numer,
4TO 9KOCTHAD ITOSIBHACS K KOHIJy 20-TO cTOAeTHs
B CAEACTBHUE YXYALIEHHU 9KOAOTHYECKHX II0Ka3are-
Aefl. B pesyabraTe MOSIBUAOCH HAIIpaBAE€HHE “9KO'
KOTOpO€e aKTYaAbHO IO Cell ACHb, TaK KaK IIPOAHK-
TOBAH CaMO¥ IPUPOAOIL, HO IIPH 9TOM He OTPHI]AeT
COBpeMeHHbIe TEeXHOAOTHHU. IIpeAlnoAOKHTeAbHO
aBTOPAMU CTHAS SIBASIFOTCS SITOHCKME U CKAHAMHAB-
CKHe apXUTEKTOPbI, KOTOpBbIe IIePBBIMU IIPUMEHHUAH
CHHTe3 HOBATOPCKHX HAEH U MIPUPOAHBIX MaTepH-
aAoB. AaHHBIN CTHAb HAIIOAHEH ITOAOXKHUTEABHOM
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9HEPreTHUKO, HAIIPABAEH Ha OepeXXHOe OTHOIIEHNe
K 3AOPOBbIO U K IIPAaBUABHOM XU3HH, BBIPXKAET B3aHU-
MOCBS3b C IPUPOAOH. [AaBHBIN IPUHIIMII- FTAPMOHHKS
1 €CTeCTBEHHOCTD BO BCEM.

“3eAeHblil” AM3AIH CPEADI HAU IIO-APYTOMY 9KO-
AU3alH B COBpeMeHHOM MHpe HabHpaeT OOABIIYIO
HOMYASIPHOCTb, TaK KaK [IOMOTaeT HHTEIPUPOBATh
IIPHPOAY B TOPOACKYIO SKH3Hb AIOAEH, KOTOPOI TaK
He xBaraeT. Takke AQHHASI TEHAEHIMS Pa3BUBAETCS
6Aaropapsi ToMy, 94TO OH BKAIOYaeT B cebst coxpa-
HEHHE U OXPaHY IMPUPOAHOM CPEAbl — OKOHOMMS
PECYpCOB TaKHX KaK, BOAQ, 9AEKTPOIHEPIHs, MaTe-
PHAABL, KOTOpPBIE IIOAAEKAT BTOPHUIHON 00paboTKe,
C APYTOI CTOPOHBI 9KOAM3AFH II03BOASIET CO3AATh
YUCTYI0 1 KOMPOPTHYIO CPeAy AASI IIPO>KUBAHUS,
HCIIOAB3YsI 6e30IacHble MATEPUAABI M PACTEHUSL

LleApb paboTBI- pacCMOTPETh KOMITAEKCHBII “3eAe-
HbII AU3ANH CPeABbl BHYTPEHHHX IIPOCTPAHCTB

3apauu:

1. VI3yunTh NpUHLIMIB OPMHUPOBAHUS SKOAH-
3arHa

2. PaccmoTperTs crieljuduKy “3eA€HOro” AM3aiiHa
B MHTepbepax

3. MccaepOBaTh KOHTEKCTHI ‘3€A€HOr0  AM3aiiHa
BHYTPEHHUX [IPOCTPAHCTB Ha nnpumepe Caparosa

ToBOps1 O cTeleHN U3y4eHHOCTH IIPOOAEMBI CTO-
UT YIIOMSIHYTb CAEAYIOIIUX aBTOpOB: Manyaaa Por
“Oxoaormdeckuit Au3aiy’, A. YBapos “OxoAorude-
CKuit An3aiH. VcTopust, TeOpHst H METOAOAOTHSI 9KO-
AOTHYeCKOro mpoektupoBanus, ITaBea Kasanries
“OCHOBBI 9KOAOTHUYECKOTT APXUTEKTYPhI U AU3ANHA
Aoama ApkaHTXy “OKOAM3AIH B UHAMNCKOM TPaAH-
nun’, Aoama AsKaHTXy “DKOAM3AMH B KUTAMCKOM
tpapunun’, M. B. ITankuna u C. B. 3axaposa “Oko-
AOTHYECKHUI Au3akiH . Taxoke Ha CerOAHSIIHUI ACHDb
MHOTH€ aPXUTEKTYPHbIe U HHTEPbEePHBIE OI0OPO AeAa-
IOT aKILeHT Ha TOM, YTO 3aHUMAIOTCS d9KOAM3AMHOM:
apxutexTypHOe 610po “BOPII", cTyaust aBTOPCKOTO
ausaitaa “H-KYB’, Mmacrepckas pusaiina “Teomerpu-
yM~ U ApyTHe.

B Hacrosiiee BpeMsi 9KOCTHAb HabupaeT 60Ab-
IIYI0 IOMYASIPHOCTD B OQOPMAEHHU HE TOABKO

KUABIX, HO U 001jeCTBeHHbIX HHTepbepoB. HaunHaer-
Cs1 3apOXKAEHHE AAHHOT'O CTHAS B MHTE€pbepe C dTala
PaLMOHAABHOM U KOM(OPTHOM NAAHUPOBKH, KOTOpast
HMeeT HeCKOABKO TOYEK BUAOBOTO PACKPhITHS, B KO-
TOPBIX MOXXHO KaK U B IIPUPOAE (c Iepexopa ¢ MecTa
Ha MeCTO) HabAIOAATh uHTepecHble pakypchl. Koraa
BpeMsI AOXOAHT AO BbIOOpa MaTepHaAOB, TO TYT OT-
KpbIBaeTCs pa3HOOOpa3ye OPraHMYeCKHIX MaTepua-
AOB TaKMX KaK: A€P€BO, KAMEHb, A€H, IEPCTh, XAOIIOK,
CTEKAO, TAMHA, KOTOPbI€ B COYETAHUU APYT C APYTOM
CO3AQIOT KOMOPTHbIE, OAATOIIPUSITHBIE AAS ICHXO03-
MOLIMOHAABHOTO COCTOSIHUS YEAOBEKa IPOCTPAHCTBA.
Yro Kacaercst MebeAH, TO TYT HEOOXOAUMO BbIOMPATD
nmpocTble $OPMBI, PACKPHIBAIOIIHE BCIO KPACOTY TeK-
CTYpPBI U MaTepHaAa, U3 KOTOPOTO OHa CAeAaHa. Ae-
KOP MMHUMAAMCTHYHbIH, obAerdyeHHbIN — IIPEACTaB-
A€H B BUAE PaCTeHMI MAU AGKOPATUBHbIX IIPEAMETOB
OMOHIYECKOM HAU IIPOCTOI reOMeTPUIecKo pop-
MbI, @ TAK)Ke BO3MOXKHO OPMIMHAAbHas pOpMa AeKopa
B YCAOBHSAX UCTIOAb30BaHM IPUPOAHBIX MATEPHAAOB.
W3 craTpu axopm3aitH B nHTepbepe: «Marreo Tyn
O TEHAEHIIMH B 0QOPMAEHHH HHTepbepa: « MeHbpiie
peAMeTOB U Ooablie cBeTa. [IpOAYKTHI pOCTHIe,
YTOOBI CAYXKHUTb HaM 3A€Ch U CeF4ac, HO KOTOpPbIE BbI-
XOAAT AAAEKO 32 PaMKH ITOBCEAHEBHOM KM3HHU > [2].
B 0611ecTBEeHHBIX HHTEPbEPaX HCIIOAB3YIOTCS CXOXKHE
MIPUHIUIIBL YTO U B AM3AMHE JKUABIX IIPOCTPAHCTB:
MHOTO CBeTa, IPUPOAHBIX U IIPOCThIX PpopM, dpao-
PUCTHYECKUI AM3aMH, npeo6AaAaHHe IIPUPOAHBIX
TEKCTYP U MAaT€pPHUAAOB, BO3MOXXHO IPHMEHEHMHE
K HHTepbepaM {eH IIyH, 4TO TaKXKe IIOMOXeT Crap-
MOHU3HPOBATh 9HEPTHIO M IIPOCTPAHCTBO.

Yro Kxacaercs pa3BUTHA 9KOoAu3aliHa B Poccun,
TO HAllla CTPaHa TOABKO HEAABHO HAa4aAa OCBaUBaTh
AaHHOe HanpaBAeHHe. OTHOCHTEABHO APYTHX pOC-
CHICKHX rOpoAOB MOCKBa pa3BHBaeT HallpaBACHHE
9KOAU3aHA, B APYTUX TOPOAAX AAHHOE HaIPaBACHHE
He 0cBOeHO [3]. DTO CBS3aHO ¢ TeM, YTO MaTepua-
ABI M TEXHOAOTHMH, IIPUMEHsIeMble B 9KOCTHAE HMe-
I0T OOABILIYIO CTOMMOCTD, B IIEPBYI0 OYepeAb 3TO
KacaeTCsl MACCUBA AePeBa 1 d9HeprocOeperareAbHbIX
TEeXHOAOTHH.
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B CapaToBe Ha CEroAHSINIHUI AeHb He HabAro-
AQeTCsl TIOIBITOK PA3BUTh UAU TPAaHCPOPMHUPOBATD
IIOA CBOM BO3MOXXHOCTH 3KOAM3alH BHYTPEHHHX
U BHEILIHUX [IPOCTPAHCTB. [0BOpst 06 obmiecTBeH-
HBIX IIPOCTPAHCTBAX, MBI BUAMIM IIOIIBITKY IIPUBHE-
CTU IPUPOAY Ha HEOCO3HAHHOM ypOBHE (Xa0THYHO
paccTaBAeHHbIe I[BeTOYHbIe TOPIIKH Ha ITOAOKOHHH-
kax). T.e. Ha IOACO3HATEABHOM YPOBHE AIOAU pac-
CTaBASIOT LIBETBI, YTOOBI He TOABKO YKPACUTD IIOMe-
IleHUe, HO 1 000TaTUTb KHCAOPOAOM BO3AYX, TAKXKe
HEOCO3HAHHO IIPOSIBASIETCSI JKEAAHMe HAOAIOAATD
3a IPUPOAOH B YCAOBUSX €e TIOAHOM 3aMeHbI Ha Ka-
MeHHbIe XOAOAHbIE TIOMEIIeHHUs], B KOTOPBIX AIOAU
HAXOASTCS AOATOE BpeMsl, YTO CO3AAeT ICUXOAOTH-
YeCKyI0 YCTaAOCTh. UTO Kacaercs: o61ecTBEHHBIX
TOPTOBBIX IJ@eHTPOB, TAKUX Kak « TAY>, «Tpuymd
Moaa», «Opamxesslii», «Manex>», «Popym>,
TO AMIIb B HEKOTOPBIX U3 HUX MBI BHAMM IIPHMeHe-
HHe «3eAeHOT0> AM3alHa 1 TO He 3a CYeT HaTyPaAb-
HBIX, a 32 CYET UCKYCCTBeHHbIX pacTeHuit («Tay»
3eAeHble 30HbI, paclpeAeAeHHbIe IO 3TaXKaM, UMH-
TUpYIoIHe ra3oH, «QPopymMm» HeKOoTOpoe BpeMs
HCIIOAB30BAAO IIOTOAOYHOE OPOpPMAEHHUE U3 UCKYC-
CTBEHHbIX P03, « OpaHkeBblii>, B KOTOPOM IIpeA-
CTaBAEHbI 3eA€HbIe 30HbI U3 UCKYCCTBEHHbIX pacTe-
HUM Bo 30He pyakopTa, « Ipuym$ Moar» B cBoeM
HMHTepbepe MCIIOAb30BaA UCKYCCTBEHHBIE AepeBbs
OKOAO 3CKaAaropos). B «MaHexe» He HabAro-
AQETCSI TIOCTOSTHHOTO «3€A€HOT0>» O(OpMAEHHS,
OHO MOJKET MPOSBAATbCA ce30HHO (Ha HoBbit rop
1 POXXAECTBO), OAHAKO He C [JeAbI0 IPUBHECTH MPU-
POAY B HHTepbep, a C TOYKHU 3PeHHUs, YTO pPacTeHus,
KOTOpble OHU HCIOAB3YIOT (€AKH, €AOBble BETKU
¥l THPASIHABL) SIBASIFOTCSL CAMBOAQMH AQHHBIX MPa3A-
HukoB. He cMoTps Ha TO, yTO B CapaToBe aKOAU3alH
HHTEPbepOB 00IIIeCTBEHHbIX M KHABIX [IPOCTPAHCTB
He Pa3BUT, CeNYac OOABIIYIO MOMYASIPHOCTD HAOU-
PaloT HaTypaAbHble MPOAYKTbI, KOCMETHKA, Belltu
(npumep: «Green shop», «Eco shop», «Oxo
IPOAYKT>», «DByTHK HaTypaAbHBIX IPOAYKTOB>,
«OBcaHKa» U APYTHE), 9TO O3HAYAET, YTO AIOAH
OLIYIAIOT IOTPeOHOCTh B IPUPOAE U IYBCTBYIOT

ee HeXBaTKy B IIOBCEAHEBHOM XXU3HU, YTO CHIDKAET
IIOAO>KMTEABHBIN TICHXO3IMOLIMOHAAbHbIN yPOBEHb,
TAKOKe CKAa3bIBAETCS HA 3AOPOBbEe HeOAArOIpHsITHAS
akoaoruyeckas cpepa. Ha poaHHbIN MOMeHT B MecTax
IIOCTOSIHHOTO BPEMSIIPENpPOBOXKACHHUS AIOAU CTaA-
KHBAIOTCS C HEXBATKOM IIPUPOABL, 4TO MOXKET IIpUBe-
CTH K HeraTUBHBIM NocAeAcTBusAM. Kak rosopuaoch
BBbIIIle, 9KOAU3AMH TAOXO pa3BuT B Poccuu B cBsA3n
C AOpOTOBH3HOM MaTepPHAAOB, OAHAKO B AAHHOM Ha-
IpaBA€HUH eCTb U OTHOCHUTEABHO OIOAYKeTHbIE Ba-
PHAHTBI, KOTOPblE MOXXHO OBIAO OBI HCIIOAB30BATH
B 00IIleCTBEHHbBIX HHTEpbepax. B mepByio ouepeab
HEOOXOAUMO IPOAYMATb HAAUYHE «3EeACHbIX 30H>
U BO3MOXXHO€ PAOPUCTHUYIECKOEe OPOPMAEHHE, TaK
KaK IIPOCTO HAAWYUE IIBETOB HEAOCTATOYHO AAS
IIOBBIIIEHYSI HACTPOEHMUS, HEOOXOAUMO TAKKe Kpa-
CHBOe BH3yaAbHOe BocmpusTue. BapuanTh «3se-
A€HBIX>» OPOpPMAEHHE MOTYT OBITH KaK FOPU3OH-
TaAbHbIE, TaK U BEPTHUKAAbHbIE, TAQBHOE IIOMUMO
MCKYCCTBEHHBIX PACTeHUH HCIIOAb30BATh U )KMBBIE,
YTO OXMBUT M FAPMOHUBUPYeET UHTepbep (mpumep:
rpadpPuTu U3 MXa, MHOTOSIPYCHOE PaCIIOAOXKEHHUE
IIBETOB B KaIlllIO, CKAMEMKH C 3€A€HbIMH PAaCTeHH-
SIMH, MCKYCCTBEHHBII ra30H, COAOMA U Ap.). Taxxke
B 9KOAM3aliHe BO3MOXXHO HCIIOAb30BAaHHE 3KOHO-
MHYHOTO AEKOpa: IIAeTeHble KOP3UHOYKHU, AeKOpH-
pOBaHHe BETOK, AbHSHbIE IOAYIIKH, KAMHH U APyTOE.
MMy MOXXHO AOTIOAHUTDH «3€A€HBIE > 30HBI, A TAKKE
PEeKOMEHAYeTCsI UCIIOAB30BAHIE CBETAON MebeAn,
4TO MOMOXKET 3aBePUINTb MHTErpPalMi0 dKOCTHAS
B oblLlecTBeHHbIe BHyTPeHHUeE IPOCTPaHCTBA. Bee
3TO 9KOHOMUYHO OTHOCHUTEABHO CO3AAHUS C HYAS
9KOCTHASI B MECTaX CKOIIA€HUS U MOCTOSIHHOTO Ha-
XOXKAEHUS AIOAH, HO IIPH 9TOM IIOMO>KET BITYCTUTD
IIPUPOAY U TAPMOHU3HPOBATh OKpYy>Karolee Ipo-
CTPAHCTBO, 2 COOTBETCTBEHHO YAYYIIHUTD IPebBI-
BaHUE AIOAEH U TTOBBICHUTD UX dMOIMOHAABHOE CO-
CTOsIHME, @ TAKKe AACT OTIIPABHYIO TOUKY AASI 60Aee
rA00aABHOTO Pa3BUTHS 9KOAU3aitHa B Poccum.
Taxum 00pa3oM, ITOABOASL UTOT paboTe, MOX-
HO CAEAQTh CACAYIOIIUI BBIBOA: YTO KOMITA@KCHBIM
«3EAeHbI>» AU3AMH pa3BUBaeTcsA ¢ KoHma 20-ro
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CTOAeTHSI, B CAGACTBHE YXYAIIeHHEe 9KOAOTUYECKUX
MOKa3aTeAel U MOHUMaHUH O HEOOXOAMMOCTH CO-
XPaHHUTDb IIPUPOAY, a TAKOKe B CBA3H C HEAOCTAaTKOM
IIPUPOABI B ITOBCEAHEBHOM SKM3HM, YTO IPHUBEAO
K YXYAIIEHHUIO 3A0POBbsI U ICUXOIMOIIMOHAABHOTO
COCTOSIHUSL.

B Poccun axocruab npepcraBasgercss B Mockse
u Cankr-TTeTepbypre 1 TOABKO Ha HAaYaABHBIX 9TAIlaX
cBoero pa3uTHs. Iro kacaercs Caparosa, To «3eae-
HBIN > AM3AIH BHYTPEHHUX IPOCTPAHCTB He IIpHMe-
HseTCS U OCO3HaHUe B HeOOXOAMMOCTHU B3aUMOCBSI3H
C MPUPOAOI MaAOBbIpakeHHO. B HpiHemH el cuTya-

LIUH €CTb BO3MOXXHOCTb AQTh TEHAEHIIMIO K PAa3BUTHIO
9KOAM3aITHA 33 CUeT 0OAArOpa’KUBAHUS HHTEPbEPOB
06I1eCTBEeHHbIX LIEHTPOB W IIPUBHECEHMS B HErO
9KOJAEMEHTOB: PpACTEHHMs, HaTypaAbHble TKaHH,
KaMHH, IIA€TE€HbIe BellH, CBETAble pOPMbI, IKOHO-
MUYHbIE CBETUABHHMKU U APYTO€, YTO IIOMOXET IIPH
MHUHMMAABHBIX 3aTPATaX [IOCEAUTD B CO3HAHME AIOAEH
MBICAH O HEOOXOAUMOCTHU Pa3BUTHA SKOCTHAS U CO-
XpaHEeHHUE IIPUPOADL, YTO B CBOIO 0UYE€PEAb YAYUIIUTD
IICUXOAOTHYECKOe M PU3NIECKOE 3A0POBbE AIOACH
U HaIIOAHUT OKpPY>Kalolee IMPOCTPAaHCTBO IIOAOXKH-
TEAbHOM 9HEPTeTUKOM.

Cnucox AuTeparypbi:

1. Cruap axo u ucropusi ero mnosisaenusi/http://designblogg.ru/stili/ekostil/stil-eko-i-istoriya-ego-

poyavleniya
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BEHFEPCKUE PANCOAUU DEPEHLA JIUCTA
B OBYYEHUU UTPE HA AOITAHCKOM PYBABE

AHHOTaIHs: IPOU3BEACHNS 3aIIaAHOEBP O CKUX KOMIIO3UTOPOB U3YYAIOTCS B y4eOHOM Ipoljec-
ce B IepeAOXKEHMSIX U 00pabOTKaX, OCYIIIeCTBACHHBIX AASI ICTIOAHEHHSI HA HAPOAHBIX HHCTPYMEHTaX
KaK 3apy0eXXHBIMH, TaK H OT€YeCTBEHHbIMH KOMIIO3UTOPAMH HAU MY3bIKAHTAMH-HCIIOAHUTEASIMHL.
Boapmmme BO3MOXHOCTU B 9TOM OTHOLIEHHHU IIPEAOCTABASIOT NIEAArOTy BeHrepckue pancoauu Pe-
penna Aucta, ocobenHo Bropas u IllecTast pancopmy, MHPOKO U3BECTHBIE B Y30eKHUCTaHe.

KaroueBpie CAOBa: HCITIOAHUTEABCTBO, My3bIKaAbHOE IPOM3BEACHUE, KOMIIO3UTOD, BUPTYO03, PUTM,
MY3bIKOBEA, BUPTYO3HOCTb.

O6Y‘IBHI/I6 uUrpe Ha a(l)I‘aHCKOM pY636€, KaK 1 Ha MHOTI'OCTOpPOHHEE 1 MHOT'OTpPaHHO€ Pa3BUTHE MY 3bI-
APYTHUX HapOAHBIX MHCTPYMEHTAX, IIPEAIIOAAraeT KAaHTA-UCIIOAHUTEAS, OCBAHNBAIOIIETO B KAACCE I1O CIIE-
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ITHAABHOCTH ITOA PYKOBOACTBOM IT€AArora, He TOABKO
HAIMOHAABHYIO, HO 1 MUPOBYIO MYy3bIKAAbHYIO AHITE-
parypy. EcrecTBeHHO, YTO MpOU3BEAEHHS 3aMlaAHO-
eBPOIeNCKUX KOMIIO3UTOPOB U3YYAIOTCS B y4eOHOM
Iporjecce B IepeAOKeHIsIX U 06paboTKax, OCyIecT-
BAEHHBIX AASI HICTIOAHEHHS HA HAPOAHBIX UHCTPYMEH-
TaX KaK 3apy0Oe>XHbIMH, TaK U OTe4eCTBEHHbIMU KOM-
MO3UTOPAaMHM HMAM My3bIKAaHTAMU-HCIIOAHUTEASMHU.
Boabmirie BO3MOXHOCTH B 3TOM OTHOIIEHUH ITPEAO-
CTaBASIFOT IIeAArory BeHrepckue parncoanu Qepen-
na Aucra, ocobenno Bropas u Illectas pamncoauy,
IIMPOKO U3BeCTHbIE B Y30eKucTaHe.

OTHU BUPTYO3HbIE IIPOU3BEACHHUS HCIIOAB3YIOTCS
B 00ydueHHU pyb6abUCTOB B CBOOOAHOM 00paboTKe
AAsL 6araAafiki B GOPTEIMAHO, BHIAAIOIIETOCS POC-
curickoro 6asaraeqHuka-supryosa Hukoaas Ocu-
nosa (1901-1945). «Byay4u BbIcOKOTIPOdeccHo-
HAABHBIM MY3BIKAHTOM, apTUCT 0COOOe 3HaueHHe
IIPUAABAA CO3AQHUIO AASI DaAaAafiku perepryapa,
KOTOPBIA B IIOAHOM Mepe MOTI PacKpPbITh €€ XyAOXKe-
CTBeHHBIe BO3MOXKHOCTH> [ 1, 193]. IIpumenenue
B y4eGHOM IIpoljecce AQHHBIX 00pabOTOK BechbMa
I1eAecO00pasHo U B Kaacce adraHckoro pybabda.
Benrepckue pancoanu Aucra o4eHb XOpOLIO 3BydaT
B TeMOpe 9TOro y36eKCKOro HapOAHOTO HHCTPYMeH-
Ta. PaboTa Hap parcoArsMu BO3MOXKHA B TOH CTAAMU
00y4eHMsI, KOTAQA MOAOAO MY3BIKaHT, OBAAAEB TeX-
HUKOH UT'Pbl HA MHCTPYMEHTE, UMEET ONPEACAEHHBIA
YPOBEHb MY3bIKAABHOT'O MBIIIAEHHS, AOCTaTOYHOMN
PasBUTOM r'yMaHUTApHOM KyAbTypoil. CaepyeT oOT-
METHUTb, YTO CTYAEHTHI IIPOSIBASIIOT OOABIION HHTEpeC
U XKeAAHUe M3y4YaTb BEeHIepCKHe pancopAuu Aucra.
OHH ¢ YAOBOABCTBHEM PabOTAIOT Hap HHUMH, IIpe-
OAOA€Basl TEXHUYECKUe TPYAHOCTH.

Hauyunas wusydyeHue parmcopuii, HeoOXOAUMO
OCYIIECTBUTb 9KCKypPC B HCTOPHIO 3TOTO >KaHpa
U B HICTOPHUIO BEHI'€PCKOM MY3bIKAABHOM KYABTYPBI,
OOpaTUTBCSI K TBOPYECTBY AMCTA, O3HAKOMUTHCS
¢ MoHorpadusamu 06 arom kommosurope. CaepyeT
obparuTp BHUMaHHe 00y4aeMOro Ha obmue 3aKo-
HOMEPHOCTH IOCTPOEHHUI BEHI'ePCKHUX PaIlCOAMIM
Aucra, copepxamux OOBIMHO ABAa KOHTPACTHBIX

paspeaa: Lassan — mepsenno u Friska — 6bicTpo.
«My3bIKa MEAACHHBIX JacTel TOPACAUBAsI, PhILlap-
CTBeHHasl, POMaHTHUYECKU IPUIIOAHSTAs, — TO B Xa-
paKTepe BeAUYECTBEHHOTO TaHIJA-IIeCTBHUS, TO B AyXe
MMITPOBU3AIMOHHOTO PEYUTATHBA HAH SITHIECKOTO
IIOBECTBOBAHMS, C OOMANEM YKpalLIeHU, IPUIYAAH-
BbIMU pUTMaMu. My3bIKa OBICTPBIX YacTell — OTHEeH-
HO-CTPACTHas, sIpKasi, CTpeMUTEeAbHAs, — TO B Xa-
paKTepe YapAalla, TO B AyXe BeCEAOTO HAPOAHOTO
IPa3AHUKA, C KPACOYHBIMU IlepebopaMu IiMOaA,
BUPTYO3HBIMU [aCCaKaMH cKpumageii>» [2, 531].
Benrepckue pancopuu AUCTa IPEACTABASIIOT 000
KAACCHYEeCKHe 00pa3bl My3bIKH BepOyHKoIIa. Xapak-
Tepu3ys My3bIKaAbHYI0 ku3Hb Benrpuun XVIII Beka,
BeHrepckuit My3sikoBep berrje CaboAabdan mopuépxu-
BaA, UTO SIpUYe BCETO 0TOOPAa3HAa HOBBIE AASI TOTO Bpe-
MeHH HAeHU OYp)KyasHOro Iporpecca 1 HaIjMOHAAb-
HOI He3aBUCHMOCTH My3bIKa BepOyHKOIIa [3,55].

Bropas Benrepckas pamcopuss Aucra B CBO-
60AHOI 00paboTKe AAST 6araraiiki U GOPTENHAHO
H. Ocunosa u3aoxeHa B TOHAABHOCTU pe MUHOD,
4TO O4YeHb YAOOHO AAs adranckoro py6ada. OHa
OTKPBIBA€TCS MEAAEHHBIM HMIIPOBU3AITIOHHBIM
$opTeNnUaHHbIM BCTYTIAGHHEM BEAUYECTBEHHOTO
XapakTepa B TOHAABHOCTHU ASl MUHOP, SIBASIFOIIENCSI
MHHOPHON AOMHUHAHTOM IO OTHOIIEHHIO K OCHOB-
HOU TOHAABHOCTH pe MHHOP. B 10-M TakTe BcTymaer
py6abucT ¢ BBIPa3UTEABHOI [IOCAEAOBATEABHOCTDIO
MeAOAUI KAITPU3HOTO XapaKTepa, B UCIIOAHEHHH KO-
TOPOI1 HeOOXOAMMO OIIyIjeHUe HMIIPOBU3ALHOHHOMN
cB060ABL. B MeAaopMUecKOl, AAAOMHTOHALIMOHHOMN
U PUTMUYECKOI Cdepax PKO OOHAPYKUBAETCSI BEH-
repCKUil HAIJMOHAABHBIN XapaKTep My3bIKU. BaxxHyto
BBIPA3UTEABHYIO POAb UTPAIOT KAAAHCOBbIE 060PO-
Thl, IIPUCYIIUe My3biKe BepOyHKkoma. Baecrsmue
COAbHBIE BUPTYO3HBIE HCIIOAHHTEABCKHE KAASHITUH
pybabucra ykpauraior parcoauto. B 6sictpoit vactu
IPOM3BEACHHS YCTAHABAMBAETCS TOHAABHBIH [IAQH pe
MHHOp — pe Maxkop. TaHell, mocTenieHHO AUHAMH-
3UPYSCh, IPeBpAIaeTCs B OTHEHHYIO, TeMIIepaMeHT-
HYIO IASICKY, AOCTHUTasi KOAOCCAaABHOM KyABMUHAITIH
B 3aBepIIAIOIIEM PasAeAe.
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[Tecrast BeHrepcKas paIcoAms B 06paboTke AAS
6anarariku u poprenuano H. Ocunosa nzaoxena
B TOHAABHBIX COOTHOIIEHMAX pa MUHOP U pe MaXKop,
9TO YyAOOHO IIPU UCIIOAHEHUH Ha araHCKOM pybabe.
IIpousBepeHHE COCTOSIT U3 YETHIPEX PA3AEAOB, Op-
raHU30BAHHBIX B €AMHOE 1leAOe 10 IIPUHIUITY KOH-
TPACTHOTO COIOCTaBA€HHMs], XapaKTePU3YIOLerocs
CBOOOAHBIM HapaCTaHUEM dMOLIMOHAABHOTO HAIpsI-
JKEHUSI, TIPUBOASIIEro K arnogeosy 3a’KUraTeAbHOTO,
TeMIIePaMeHTHOTO TaHI[a, B KOTOPOM OBICTpBIe pe-
HETUITMU KOKAOTO 3ByKa HIMHUTHUPYIOT UI'PY Ha IIUM-
banax.

B nepBoMm paspese pancopuu, OTKpbIBAIOIeH-
csi GopTenuaHHbIM BCTYIAEHHEM TOPXKeCTBEHHO-
ro xapakrepa, pybabucTy HeoOXOAUMO AOOHTH-
Cs1 aOCOAIOTHO TOYHON CHHXPOHHOCTHU 3BYYaHISI
¢ ¢oprennaHHON HmapTHeil. JTO Xe TpeOOBaHUE
OTHOCHTCS U K YeTBEPTOMY Pa3AeAy IPOHU3BEACHHS,
HCKAIOYUTEABHO CAOXKHOMY KaK B TEXHHYECKOM, TaK
B MCIIOAHUTEABCKOM U QHCAaMOAEBOM OTHOLICHHUSIX.
B COABHBIX HCITIOAHUTEABCKUX KAASHIIUSIX Py0abucTy
IIPEAOCTABASIETCSI TIOAHASI CBOOOAA B IPOSIBACHUU
BUPTYO3HOTO MaCT€PCTBA U BBICOKOTO XyAOXKeCTBEH-
HOTO BKyca.

McnoAHss pancopuio, My3bIKaHT MOXKET UCIIOAD-
30BaTh MHOTHE, OCBaMBaeMble UM IIPHEMBI HIPHI
U IITPUXH: TPEMOAO, OAMHAPHBIN YAQP MEAHATOPOM

BHM3 U BBepX, CTAaKKaTO, A€TaTO, HOH AeraTo, popii-
Aar¥, MOpAeHThL. Ba’kHoe BhIpazuTeAbHOe 3Haye-
HHe B HUCIIOAHEHHH PaIICOAMI UMeeT apTHKYASIHS,
croco6cTByOmas peAbepHOCTH UHTOHUPOBAHMS,
OCMBICAEHHOCTH MY3bIKAABHOTO IIPOU3HOIIEHUS
Meaoarn. OnipeAeAEHHYIO TPYAHOCTD B UCTIOAHEHUH
PAarCoAMil TPEACTaBASIeT TeMII, KOTOPBI 4acTO Me-
HSIeTCs U IOTOMY TpebyeT ocoboro BHuMaHus. Tex-
HUYeCKIe TPYAHOCTH B PAliCOAMSIX AucTa TpeOyroT
OT pybabucTa IIPAaBUABHOIO PACIIPEAEACHHUS CHA,
TIJATEABHOTO IIPOAYMAHHOIO MCIIOAHHTEAbCKOTO
IAQHa.

ITeAeco06OpasHO MIPOCAYLIATH PAIICOAMHU B ay-
AVIO — ¥ BUAEO3AITUCSX B OPUTHHAAE, B UCTIOAHEHUH
BBIAQIOIIMXCS IMAHUCTOB, a TAK)XKe B IIePEAOKEHUIX,
TPAHCKPUIILUSIX U 00pabOTKAX AASL Pa3AMYHBIX UH-
CTPYMEHTOB 1 HICIIOAHUTEAbCKHX COCTaBOB. JTO I10-
MOXeT py6abucTy B IIOKUCKAX CBOEN COOCTBEHHOM
MHAUBUAYAAbHOH U CaMOOBITHOM UCITOAHUTEABCKOMN
uHTepnpeTanuy. Benrepckue pancopun Aucra Bcer-
AQ SIBASIIOTCSL YKpallleHreM AI00 0¥ KOHIIePTHOM IIpo-
rpaMMbl, U [I0TOMY U3ydeHHe UX HEU30eXHO IIpU-
BOAUT K HUCIIOAHEHHIO Ha KOHIIEPTHOM ClleHe, YTO
B CBOIO 04epeAb TpebyeT 0Cco00 TIATEABHOM U KPO-
IIOTAMBOY PaboTHI py6abucTa Hap KKAOM AETAABIO
HOTHOTO TEKCTA U HaA TPOU3BEACHHEM B IIeAOM.
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VISUAL APPLICATION OF UNITY OF THINKING
AND IMAGINATION IN CREATIVITY OF THE NATIONAL ARTIST
SALHAB MAMMADOYV IN HIS “MUGHAM CENTER” WORK

Abstract: In the article the unity of imagination and thinking is researched visually in the creativity
of the national artist Salhab Mammadov who addressed to all types of applied art, in the brass based
work “Mugham center” consisting of seven compositions constructed in front of the Mugham
Center together with Ali Ibadullayev. It is shown that any visible item or event has invisible, but
comprehended peculiarities. From this point of view, in order to read Salhab Mammadov’s not only
this work dedicated to mugham, but also all his other works one should have comprehensive outlook,
observing, analyzing and synthesis skills and it makes the art pieces immortal.

KaroueBbie caoBa: mugham, art, compositions constructed, comprehended peculiarities.

In the article, visual application of the unity of
thinking and imagination is researched in national
artist Salhab Mammadov’s creativity in his work
“Mugham center”. The creativity is such a complex
activity of a person at the result of which new works
emerge in the fields of science, art and technology.
Creativity, in a large sense, has been founded on
thinking and imagination, analyses and synthesis.

Usually, when we say creativity we mean such an
activity of a human in which there was established a
new idea, theory. There should be even an observing-
analyses and logical approach to creativity. Scientif-
ic-technological-artistic creativity being one of the
special activity fields of a human covers the processes
of establishing material and spiritual values. More
precisely, sometimes creativity is essentially the same
cognitive activity and it means that any kind of cog-
nitive activity is a human activity and creativity is a
special form of human activity.

So, being on such a creative peak Professor Sahlab
Mammadov creates works combining human feel-
ings, thinking and imagination, once again confirm-
ing the unity of the theory and practice. It is also true
that in his creativity process the role of imagination is

more evidently noticed. Imagination is of exception-
al importance particularly in artistic creativity. As
an artist, Sahlab Mammadov differs from the other
artists of his period. In his works he reflects “think-
ing-word-deed” statement and his philosophical and
psychological ideas, scientific approaches practically
by means of specific characters as opposed to other
artists. The imagination of the artist creates the char-
acters and the essence of the artistic imagination is
generating new characters. Namely these characters
perform deep scientific-philosophical and psycho-
logical function carrying Sahlab Mammadov’s ideas
and thoughts. We will try to confirm our thought
by investigating “Mugham center”, one of the dozens
of valuable works of the artist.

It should be noted that the International Mu-
gham Center was built in 2009 in the National Park
Boulevard of Baku. This center which is of special
significance among the ambitious projects realized
by Heydar Aliyev Foundation in regard to protection
of our national spiritual values and their worldwide
promotion drew everyone’s interest.

Salhab Mammadov, as every citizen of Azerbai-
jan, decides to make his contribution to the con-

11



Section 2. Musical arts

struction of such a cultural center to develop and
to promote the mugham. He dedicates the art work
characterizing 7 key mughams which he worked with
Ali Ibadullayev to the application of the exterior of
“Mugham Centre”. The artist completes his work
on immortal example of an ancient cultural heritage

of our nation which plays an indispensable role in
formation of a rich philosophical ground of Azerbai-
jan music. By making this magnificent composition
dedicated to Azerbaijan mugham as if he confirms
once more his being engaged in a unique art.

!
} a..:g. "__'T":;'J_.:-- —-_-gi-:

-

Figure 1. Seven compositions in front of Mugham Center dedicated to
mugham music, brass. Baku, Salhab Mammadov, Ali Ibadullayev

This work is not so easy as it seems. For its im-
plication one should be a mugham expert. Its ac-
ceptance by everyone as a whole indicates to its
establishment on scientific bases. Thus it would
be appropriate to mention at least the information
about 7 key mughams. By indicating the fact that the
work has been built on 7 key mughams it should be

Bayati-shiraz  Chahargah

Humayun

Itis evident that mughams differ from each other
due to their original essence and music character.
The great composer Uzeyir Hajibeyov in his scientif-

Shushter
Figure 2.

noted that being national music form of the Eastern
nations, mugham is a classic music sample based on
oral traditions [1]. Mugham makes the bases of the
national Azerbaijan folk music and it has seven key
mughams: “Rast”, “Shur”, “Segah”, “Shushtar”, “Cha-
hargah”, “Bayati-Shiraz”, “Humayun”

Shur Rast

Segah

ic-theoretical book called “Basics of Azerbaijan folk
music” characterizes the mood that the mughams
give to the listener in such a way: “Rast” gives cour-
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age and cheerfulness, “Shur” — joyful, Iyric mood,
“Segah” — love, “Shushter™ deep grief, “Chahargah™
excitement and passion, “Bayati-Shiraz™ sadness,
“Humayun” — deep sorrow (therein).

While “reading” the work of the artist visually
confirming this thought of the great enthusiast of
Azerbaijan music Uzeyir Hajibeyov in a unique form,
thinking and imagination, theory and practice can
be evidently seen in the works. It is also known that
each piece of art, people and even the nature and
space can be read as an interesting book. What need-
ed for it is just the reader’s extensive knowledge and
analysis-synthesis skills. The matter is that brief in-
formation about 7 key mughams will be of great
help to study Sahlab Mammadov’s work dedicated
to mugham which is the pearl of Azerbaijan culture.
“Rast” is considered the mother of other mughams.
It has a very ancient history. The only mugham out
of 12 key mughams of Classic East music which has
stood against devastating impact of the time and
events is “Rast”. The mugham “Rast” consists of sev-
eral branches and sections. The most basics of them
are the sections “Mayeyi-Rast”, “Ushshag”, “Husey-
ni’, “Vilayeti”, “Arag” and “Panjgah” (again therein).

The mugham “Chahargah” is known and loved
as the pearl of classic mugham music. “Chahargah”
is distinguished with its active struggle challenge and
the melody of this mugham is rich with contradic-
tory intonations. It is related with the fact that “May-
eyi-Chahargah” has “anxious” intonations suitable
for a very active, intensive development.

The mugham “Shur” is also quite voluminous
as “Rast” and “Chahargah”. It has a lot of sections.
“Mayeyi-Shur”, “Shur-Shahnaz”, “Bayati-Gajar’,
“Shikesteyi-Fars”, “Simayi-Shams”, “Hijaz”, “Saranj”
sections of the mugham “Shur” have the deepest and
most perfect structures and forms.

The mugham “Segah” is one of the most wide-
spread mughams in Azerbaijan reflecting in itself
deep national peculiarities. Singers perform the
mugham “Segah” in a number of variants: as “Orta
Segah” or “Zabul Segah”, “Mirze Huseyn segah1”. Al-

though they differ from each other with their names
and tonal bases, they are all based on the same leit-
motif. The mugham “Segah” consists of four sec-
tions: “Mayeyi- Segah”, “Shikesteyi-fars”, “Mubar-
riga’, “Arag’.

As the above-mentioned famous mughams, the
mugham “Bayati-Shiraz” also makes a deep impres-
sion on a listener. It has “Mayeyi-Bayati-Shiraz’,
“Nishibi-Faraz”, “Bayati-Isfahan”, “Khavaran”, “Huz-
zal” branches and sections. One of the largest and
comprehensive sections of “Bayati-Shiraz” mu-
gham is “Mayeyi-Bayati-Shiraz” and “Bayati-Isfahan”

“Humayun” mugham is wide-spread in the music
of the Near East nations also. The main parts of “Hu-
mayun” mugham are “Mayeyi-Humayun”, “Shush-
tar” and “Tarkib” sections. In instrumental variant
more attention is given to “Mayeyi-Humayun” and
all characteristic features of this section is drawn to
attention.

“Shushtar” mugham is a small destgah consisting
of the sections bardasht, amiri, shushtar and tarkib.
From the point of view of artistic impact, it expresses
a deep grief. The preludes performed among the sec-
tions of mugham also carriy the name of the main
mugham [2].

This information about the key mughams and
their sections is possible to see visually in Salhab
Mammadov’s works presented here. The matter is
that there are such things and events that are seen
to people as they are and everyone comprehends it
according to his thinking way and knowledge. But
there are also events which are comprehended with
spatial thinking. So, the spatial thinking means logi-
cal thinking, aimless thinking and creative thinking.

The Great Creator has created the human as a
perfect being. Some people show this perfectness in
speech, others in poetry or in the paintings they
draw. That is they are to show what cannot be con-
veyed in words by other means. As the God gave the
language to the human for a speech, he also gave the
hands to show one’s thoughts. The best sample of the
speech is a language. The best sample of what is cre-
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ated by the hands is the works covering all art fields.
Yet a human being needs something to enhance the
statement power of the speech and what he has cre-
ated. So, the human being needs logics and its laws
[3].

Besides it, the God, unlike the other creatures,
gave the human an ability to educate which distin-
guishes him from other creatures. Therefore, wit and
thinking are important for the happiness of a man.
Now, let’s speak about the factors which are impor-
tant in all fields of the human being. First of all, it
should be reminded that thinking is handing over
the old information in order to get new information,
analyses and synthesis. Thinking has also different
forms which are important for each artist to refer to
while creating their works. We can claim long life
to the work “Mugham center” which is one of the
works based on a scientific ground. In this researched
work it is found out that the following thinking forms
has been referred to: — Aimless thinking: dreaming
and scattered thoughts.

— creative thinking: the thoughts causing estab-
lishment of a new project on a special ground.

— Spatial thinking: to observe outside from in-
side, to be able to see depth of the events and divine
signs in them.

— Logical thinking: to arrange what is known or
unknown.

The saying that “logical thinking is important
only for those people who are engaged in very pre-
cise sciences sometimes does not justify itself. The
matter is for example, in creation of the works which
we research, logical thinking plays a special role. It
would not be possible to create such a beauty with-
out leaning on logics. So, any artist uses mathemati-
cal-artistic-writing thinking without being aware of it
(also therein). Also the artists have a deep wit they
often make mistakes in their thinking. In this case,
the only power to help them is their logical approach.
The logics teach everybody the way of correct think-
ing and if the thinking of a man is formed adequately,
he can reach the truth oftener. The pieces of art cre-

ated without scientific ground, in a large sense, calls
the people to accept the wrong as a truth and the
truth as a wrong, consequently leading not to for-
mation of artistic taste of people, on the contrary to
their ignorance. Therefore, it should be noted that
the logics are such science that determines precise
methods and laws for everybody, particularly for
the artists. If these methods and laws are strictly fol-
lowed, the works created will be long-lasting as the
work of the geniuses in all fields of the art throughout
the centuries.

The power of imagination is one of the factors
playing important role in an artistic creativity. Some-
times such a statement does not show that the artist
creates the works far from the reality, on the contrary,
the power of the artist’s imagination is expressed in
their building their life comprehensions in accor-
dance with the life requirements and his own idea.
Sometimes, the imagination activity of the creator
can never move away from the objective reality. In
this case, there would not be our tales and legends
[4]. But no matter how strange, fantastic images
the imagination of the human creates, separate de-
tails of it are taken from the real life. Such imagined
characters reflect a certain aspect of the life in indi-
rect way. Imagination activity of an artist lets him to
see the future, to forecast it. The imagined charac-
ters of the national artist S. Mammadov in his work
“Mugham center” showed themselves vividly in
application of 7 key mughams and their sections
and in other beautiful works of his creativity. So,
the imagination is a process necessary not only in
artistic creativity, but also in scientific activity. Ac-
cording to the French psychologist Ribbon, the place
of the imagination activity is even more important in
scientific and technical creativity rather than in ar-
tistic creativity. As we know, Eastern philosophy
and early world outlook together, including decora-
tive applied art rules are formed on the bases of the
evident and hidden harmony. Some call it esoteric
or “secret science”. “External” side of each piece of
art is meant for those who are not aware of the sci-
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ence. Unlike the “external” side, “internal” meaning
remains in the background, but it does not indicate
to its inexistence. “Interior” shows only relation
with other reality, to be more precise, it is informa-
tion meant for deep-thinkers [5]. This information
has been passed over from generation to generation
throughout centuries and each work of S. Mam-
madov is of great value as one of such art pieces. In
this work that we research he could reflect mugham
spirit in the material which is considered lifeless. At
the same time even performance of separate preludes
among the sections of mugham, physical peculiari-
ties of the sound at that moment are also artistically
reflected in the work.

It can be said that the artists could describe even
the accompaniment of the trio, the singer’s perfor-
mance style, mugham destgah, consistent perfor-
mance of all branches and sections, including tasnif
and preludes, or diringas (a dance music) which are
accurately shown in the studied work.

The sections referring to the structure of mugham
and musical-poetic content of the work can visually
be read. Monumental, succession forms of mughams,
at the same time extreme polishing of even the small-
est details, multi-planned differences in reflection of

expressive opportunities of the melody are given in
a comprehensive form in the work. The work once
again proves the authors awareness of the rules of all
composition structure of mugham and the logic of
transition from one section to another.

So, in the article we have tried to research visu-
ally the unity of imagination and thinking in cre-
ativity of the national artist Salhab Mammadov who
addressed to all types of decorative applied art, in
his work “Mugham center” in front of the mugham
center constructed together with Ali Ibadualleyev
on the bases of seven compositions. We have tried to
show that any visible thing or event has invisible, but
comprehended peculiarities. In order to read any
piece of art in a great sense one should have wide
world outlook, observing, analyzing and synthe-
sis skills. Naturally, everyone has these skills. But,
these qualities in some people are high, yet in oth-
ers are relatively low. Namely because of it, pieces
of art do not raise the same feeling in everybody,
do not match tastes of everybody. So, just like the
other pieces of art created throughout the centu-
ries, everybody approaches to the works created by
the national artist Salhab Mammadov from his own
point of view.
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NMEPCOHOJIOMMYECKUE ACIMNEKTDI
SANMUCcTondrPud rnABJIA MALIEHKO

AnnoTanmsa: CTaTbs HOCBSIEHA IEPCOHOAOTUYECKUM aCIeKTaM XXH3HHU, HAayYHOH 1 TBOPYECKOM
AESITEABHOCTH U3BECTHOTO AUPYDKEPA, My3bIKOBEAA M OOI[€CTBEHHOTO AeSITEAS] YKPAUHCKOM AMACIIO-
poi B Kanape ITaBaa MarjeHKo Ha OCHOBe aHAAM32 €0 AIUCTOASIPHSL. MeToAOAOT S pabOTHI IOCTPOEHA
Ha MEeXAYAMCLIUITAUHAPHOM IIOAXOAE, KOTOPBIN IIPUMEHEH AAS QaHAAU3A ITUCEM ACSITEASI K eT0 APY35IM
U KOAAETAM, BBIAQIOIIUMCSI AUPYDKepaM U HCCACAOBATEASIM YKPAUHCKOTO LIepKOBHOI'O IeHHsI — AAek-
caHapy Komurro u MupocaaBy AHTOHOBUYY.

KaroueBble cAOBa: 3MUCTOASIPUI, IEPCOHOAOTHS, LIePKOBHOE ITeHHUe, HCIIOAHEHHe, AUPIDKUPO-
Banue, [ [aBea ManeHko.

I[Taea Manenko (1897-1991) BHec OTpOMHBIl O HEM AMACIIOPHBIX aBTOPOB [7]. B Vkpaune Brep-
BKAAA B YKPaHHCKYIO My3UKAAbHYIO KyABTYPY AHa-  Bble AeATeAbHOCTh I1. ManeHKko ocBeleHa B MOHO-
CTIOPBI KaK MY3bIKOBeA, IIEAATOT, AUpIDKep, opranmsa-  rpaduu A. Kapacs [4]. [lepermcky M. AutoHOBMYA
TOP My3bIKaABHOV KU3HH, O 4eM CBUAeTeAbcTBYeTero 1 1. Manenko paccmarpusasa V. Ipa6 [2; 3]. Oa-
apXuB, KOMIIO3UTOPCKOE TBOPYECTBO, IIyOAUKAIIMA  HAKO, YKa3aHHBIMU aBTOPAMHU He ObIA OCYIIeCTBACH
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AHAAUTHYECKUI 0030p MUCTOASIPHS ITOTO AESITEAS
MY3BIKAABHON KYABTYPBI AHACTIOPBI AASL CO3AQHHS
€ro [ICHXOAOTUYECKOTO IIOPTPETa, 9TO U 00YCAOBHAO
HAIll ’HTePeC K TeMe HCCACAOBAHHA.

B xoune XX B. BbIA€ASIETCS OTHOCHUTEABHO HO-
Basi OTPACAb IICHXOAOTHH — IIEPCOHOAOTHS, B OC-
HOBEe KOTOPOM HAaXOAUTCS QaHAAU3 U TBOPYECKHIH
CHUHTEe3 IPOOAEMATUKU AUYHOCTH U CIIOCOOOB ee
OBITHSI B PO3LIMPEHHOM IMPOCTPAHCTBE MEXAY-
AWCITUIIAUHAPHBIX HccAepAoBaHUH. [TockoAbKy Amd-
HOCTD SIBASIET COO0I HeUCCSKAeMbI HCTOUYHUK AAS
HCCAAOBAHHH Pa3AUYHBIX OTPACAEH (mcuxoaoruwy,
¢HrAOCOPHH, KyABTYPOAOTHH, UCKYCCTBOBEAEHHUS
u Ap.), IIO9TOMY UMEHHO MEeXAYAUCIIUIIAMHAPHBIH
MIOAXOA HCIIOAB3YeM AASL CO3AQHHS IICHXOAOTH-
9eCKOM XapaKTePHUCTUKHU KU3HH U AeSITEABHOCTH
I'1. Manjenko. MIcTOYHUKOM MCCAEAOBAHUS IIOCAY-
XKUT €ro MepPerrcKa C BHIAAIOIIUMICS AeSTeAIMHU
YKPAMHCKOH My3BIKAABHON KYABTYpbl XX B. —
Aaexcanppom Kommnem m Mupocaasom AHTO-
HOBHYEM CKBO3b IIPH3MY MOAEAEH ITePCOHOAOTHH
XKU3HHU, KOTOpbIe MPEACTBAACHBI B HCCACAOBAHUU
E. Craposoiirenxo [8].

ITaBea MarjeHKO 6bIA BBIAQIOIEHCS AMYHOCTHIO
U OCTaBHA boraroe TBopueckoe Hacaepre. Kaskpas
ero pabora sIBAsIeTCS IIeHHBIM MAaT€PUAAOM AAS 00-
Pa3oBaHUs U BOCIUTAHUS, AASL OOOCHOBAHUS POAU
AesiTeAell YKPaHMHCKOHM MY3bIKHM B IIPOIIAOM U Ha-
crosimeM. IloaToMy akTyaAbHOM 3apauei sIBASIeTCS
HOTPeOHOCTb BO3BpAllleHHsI B HAYYHbIN 060pOT 3Ha-
wenust amanocru I1. Marenxo. Leas pabomur — cos-
Aathb ncuxosoruyeckuii moprpet I1. MarneHko ckBo3b
HPU3MY SMUCTOAOTUH U ITePCOHOAOTMYECKUX TEOPUH
AUYHOCTH. AASI ee AOCTIDKEHUSI HeOOXOAMMO PEILIUT
CAEAYIOIIUe 3aAAUH: BBIAGAUTD M3 SIHCTOASPHS Ae-
SITEAS] TUCbMA, KOTOPBIe MOTYT SIPKO IPEACTaBHTD
mpicau 1. ManieHKo 0 KOHKpeTHOM IIpobaeMe; OKa-
3arb 3HaueHue obmenns I1. Manenko ¢ A. Komunem
u M. AHTOHOBHYEM; ITPOAHAAM3HPOBATh ABTOPCKHUE
MOAEAM )KU3HH B KOHTEKCTe ITIePCOHOAOTHH; Ha OCHO-
Be OCYIIeCTBAEHHOI'O aHAAM32a IIPOBECTH MaPAAAEAH
»u3HU U TBopyecTBa [TaBaa Mamerxko.

«Moiut paeBus — YAEPKAHUE, BO3POX-
AEHHWE, BO3BbIIIIEHME yxpaunckoit iepkoB-
HOI MY3bIKH, KaK AYIIH YKPanHCKOTO Hapoaa. Llep-
KOBHasI My3bIKa 3aHUMAaeT TAaBHOE MeCTO B JKHU3HH
YKPaHHCKOTO HapoAR...>» [7, 19]. Vimenno stumu
CAOBAaMHU XapaKTePH3HPYeT CBOIO HMCCAGAOBATEAb-
ckyro aeareabHocTb II. Manenko. B mepsoit mo-
AoBuHe XX B. YKpPaUHCKas IJepKOBHASI MY3bIKH HC-
CA€AyeTCSI MHOTUMHU y4eHBIMH, OAHAKO, KaK CUHTAA
IT. MarjeHKo, OCBeljeHUe 9TOMH IPOOAEMBI He BCErAd
OBIAO OCHOBATEAbHBIM. Y HEro ObIAM €AWHOMOBIIII-
AeHHNKH — A. Kommis 1 M. AHTOHOBHUY, KOTOpbIe
IpoQecCHOHAABHO 3aHUMAAUCDH H3ydeHHeM HCTOKOB
YKPauHCKOTO IjepKOoBHOTO neHus. [ToaTomy, AAst AaH-
HOM CTaThU MBI BbIOPAAM IePENUCKY MeXAY STUMHU
AESITEASIMU AASL CO3AQHHSI AMIHOCTHBIX XapaKTepH-
cruk I'1. Manenko.

Iepenucka Ilasra Mayenxo u Arexcandpa Ko-
wuya aparupyercs 1939-1944 rr. Kak nmoauepxu-
Baet Y. ['pab, «MarjeHKO OBIA He IIPOCTO OOABIINM
IIOKAOHHHKOM TaAaHTa Kommia, a mpesaHHBIM
anoAsoreToM>, «Komuip 6b1a pAast MalrjeHKO «cCBe-
TOM>, «BOIIAOIEHUEM AyXa YKpaAUuHcmea> (3,152,
153]. I[Ty6aukanus I1. Manenkom nucem A. Komurys
B 1954 . [ 1], BpI3Bara 60ABIIOE BOAHEHE B OMUTPa-
LIMOHHOI Cpeae, KOTOopas He ObIAa TOTOBA BOCIIPHHH-
MaTb OCTPYIO KPUTHKY B AAPeC OTACABHBIX YKPaUH-
CKHX KOMIIO3UTOPOB U MY3BIKOAOTOB.

[Nepenucka AByx AesiTeAeil HAUMHAETCS C 0OCYK-
AeHus AOrMaToB, Hap 06paboTKOI KOTOPBIX paboTa
A. Komuup (mucemo ot S Hos6ps 1939 1) [1, 7-8].
I1. Manenxo B muceMe oT 26 OKTH6pH 1939 r. mopuep-
KHBaeT UX 0COOEHHOCTH U «YKPAHHCKHUI1 AyX> |6,
326].T1. Marjesxo ¢ yBaXkeHHeM oTHOCHACS K A. Ko-
IIHITIO KAK OAHOMY U3 CAMBIX aBTOPUTETHBIX HCCACAQ-
BaTeAei IlepKOBHOM My3bIKH. PIAOM ¢ HUM OH CTaBHA
cBoero yuuTeas, My3bikoBepa Oepopa Cremixo, mop,
PYKOBOACTBOM KoTOoporo B Ilpare samurma auc-
cepranuio «CocCTaB M TeXHHYECKOe ITOCTpOeHHe
Mmeaopuit Kuesckoro pacnesa B Ilowaesckom Hp-
MOAOTHOHe u3A. 1775 ropa». Mmenno @. Cremko
npusua I1. ManieHKo >keAaHUE UATH 9TOH TPOIOMH
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B HAYYHOM AESITEABHOCTHU. TeMOI AASL 00CY>KAEHISI
651a1 paborsr O. CremmKo Mo My3BIKAABHOM ITaAe-
orpadun. A. Komurb uCKpeHHe paAyeTcss 3TOMY:
«Mosker 6bITB, 9TO OYAET CaMOe KPYIIHOe sSIBA€HUE
B HCTOPHH KPIOKOBON CEeMHOTPAdHHU U ITepeBepHeT
BBepX HOI'aMH BCe Hay4Hble CTPOEHHs, CO3AAHHbIE
Kk aToMy Bpemenu> | 1, 10]. TTosxe I1. Manenko mo-
coiaaet A. Kommurro crarpio @. Cremko o mponcxox-
AeHUH IlepKOBHOM My3bIku Ha [TopxapmaTckoit Pycu
(K coskaeHHIO, B MChMe He YKa3aHO ee Ha3BaHUe.
Mosker 6bITB, 910: Cmiewxo @. LlepkoBHa My3uKa
Ha ITipkapmatcekiit Pyci//Hayxosuit 36ipaux To-
BapucTBa «lIpocBira» B Yxropoai.— Yxropoa,
1936. — Piunuk XII. — C. 118-128). CuuTas, uTo
B OCHOBE YKPAaHMHCKOTO I}epKOBHOTO IEHHUsI ObIAU
HapOAHBIE ITeCHH, 002 AESITEASI COCPEAOTAYUBAIOT
CBO€ BHMMAHUE MMEHHO Ha 3TOM aciiekTe. OHU oA-
JepPKHUBAIOT 3HaUeHUEe (pOABKAOPA B )KU3HH HAPOAQ,
0cO06EeHHOCTH HAMTHMCAHUS U UCIIOAHEHHSI HAPOAHOM
necHn. CAeayeT OTMeTHTD, 9TO YKpauHCKas Pecrry-
6AMKaHCKas Kareaa (mosxe — Ykpaunckuit Ha-
LIMOHAABHBINA xop) 1moa pykoBoAcTBoM A. Kommurs
BO BpeMsI CBOMX KOHI[@PTHBIX FaCTPOAEH CTpaHAMH
EBpomnbl 1 aMepHKaHCKOro KOHTHHeHTa B 1920-x rr.
IIPEACTaBHAQ MUPY YKPAUHCKYIO XOPOBYIO KYABTY-
py Bo Bceit kpacoTe. I1. Manjenko, oTkpbi B 1940-x
ropax B Kanaae Bricine o6pasoBareapHbIe KypChI
C II€ABIO ITOATOTOBKH YUHTEACH MY3bIKH B YKPaHH-
CKHX «POAHBIX IITKOAAX >, YaCTO BCTPEYAACS C HEIlo-
HUMaHHEM ITOTPEOHOCTU 9TOTO A€AQ AASL Pa3BUTHS
BOCITUTATEABHOTO IIPOIIECCa MOAOAEXKH. 3AECh ero
MOAHOCTBIO moaAepskaA A. Kommwirs, XoTs caM B aT0
BpeMs [eperoAHeH FOPbKUX IyBCTB OMUIPaHTa | 1,
30]. EABa AM He eAMHCTBEHHOI POACTBEHHO AIIOi
B ITIOCAEAHHME TOABI XXU3HU AAsL A. Kommigs ocraercs
ITaBea MarieHKko. Y3HaB U3 IIepeNHCKH, YTO BEAMKHI
AUpPIDKEp IOTepsIA BO BpeMsi «OOABIION Aempec-
CHUH>» BCe CBOH COepeXKeHHs U HAXOAUTCS CO CBOEH
»keHoH B HumleTe, I1. ManleHKko 3aMHTepecoBaA ero
AuprkepckuMu Kypcamu. ITorrMas yeaoBedeckyro
u nnpodeccuoHaAbHYI0 ropaocTs A. Komurisg, I1. Ma-
IIeHKO IIpeAAaraeT eMy IIPeroAaBaTh Ha HUX, a 9TO

B CBOIO OYepeAb YAYUIIHT GUHAHCOBOE COCTOSHUE
CeMbH U [IPHHeCeT OOABIIYIO TOAB3Y AeAy. O6 orjeHKe
9TOM CHUTYaIlUH, IAAHUPOBAHUH, OPTAHU3ALUH Kyp-
COB MHOTr0 HamucaHo B rmucbMmax A. Kommnsg 1940
1944 rr. B aexabpe 1942 ropa, kaxk ObI IIpeAdyB-
CTBysl cMepTh, A. Kommip obmamraercs ¢ npocpboit
k I1. MarieHKo moMoyYb ero keHe, KOTOPas OCTAaHeTCs
opuHOKOI [ 1, 76-77]. Kak mokasaAu paAbHeimre
co6brrust, I1. ManeHKO € 4eCTbIO HCIIOAHHA ITY
pocbby Apyra, obecrieuns Tarpsiny Kommrps pabo-
Toi1 B Ob1iecTBe yKPAUHCKOTO 0Opa30BaHUsI U KYAb-
Typsl B Bunaumere (Kamapa).

Taxum 06pa3oM, B IUCbMAX ABYX A€SITEAEH IIPeA-
CTaBA€HBI TaKHe YeAOBECKHe YepPThI KaK: yBaXKeHHe
APYT K APYTY, AICKPEHHOCTb OOILIeHNs], AYLIEBHOCTD
U AOOpOTa, TOTOBHOCTD IPHUATH Ha IOMOIIb, IO-
TPeOHOCTb B BBICOKOMHTEAAEKTYAABHOM OOIeHHH,
obMeHe B3TASIAAMH, MBICASIME U HAesiML. [Tepernu-
cka A. Komms u IT. ManjeHko yka3bIBaeT Ha TO, YTO
00a AeprKaAM PYKY Ha ITyAbCe COBPEMEHHbIX HayYHBIX
HCCA€AOBAHUI B YKpanuHe U B eMUTPALiiy, OOMeHHBa-
AVICb HAYYHBIMU HOBUHKAMH, HOTaMH, IO THYE CKUMHU
COOpHHUKAMH, IIPECCOi CO CTATHSIMU O MY3bIKAABHOM
’KU3HU. B IleHTpe COBMECTHOTO 0OCYXAEHUS U 3a-
HHTEPECOBAaHHOCTH AesiTeAeil OblAa YKpaMHCKas
AYXOBHasl My3bIKa, OCOOEHHO UCTOKH LI€PKOBHOTO
IIeHUs, IPOHCXOXXACHHE U Pa3BUTHE OAHOTO U3 eTo
XKaHPOB — A OTMaTOB; My3bIKOBEAUECKUE HCCACAO-
BAaHUS OTeYeCTBEHHBIMU YYeHBIMU HCTOPHH YKPAUH-
CKO¥ My3BIKH, B T. 4. [[epKOBHOI; HAPaOOTKU yKPaHH-
CKOH MY3bIKAABHON (pOABKAOPHCTUKH; TBOPIECTBO
COBpeMeHHbIX YKPAUHCKUX KOMIIO3UTOPOB; 0COOeH-
HOCTH KOHIIepTHOH )XU3HU YKPAUHCKOH AUACIIOPBI;
pO6AEMBI 3BYKO3AIIHCH.

Iepenucka Ilasra Mayenxo u Mupocaasa Anmo-
HOB8UYA TIPOAOAXKAAACDH 6oaee 35 aer. Kak ycraHOBHAA
Y. I'pab, mepBoe mucbMo B apxuBe AHTOHOBHYA AATH-
poBano 7 okTa6ps 1951 1., mocaepHee — pekabpem
1987 r.[3,151].

M. AHTOHOBHY TaK IIMCAA O IIPpOOAEMATHKe U3-
Y4YEeHUS IIPOHCXOXKAEHHS YKPAUHCKOTO 1[epKOBHO-
ro meHusi: «C OOABIINM HeTepIleHHeM XAy, KOTAQ
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nosiBurcst Bamr Tpys 06 yKpawmHCKOM LI€pPKOBHOM
My3bIke. JTa IpobAeMa MeHS OYeHb HHTEpecyeT
<...> OcobeHHO 3auHTepecoBaA MeHs Bair Brasi,
Ha TPOMCXOXKAEHHE Hallell I[epKOBHOM MY3bIKH >
(HI/ICbMO M. Auronosuua x I'1. Marnenko ot 16 ae-
kabps 1956 1. [S]. I1. ManeHko B muchMme oT 3 MapTa
1957 r. numeT: «C yAOBOAbCTBHEM IT€peCMaTPUBAA
Baursr 06paboTku IeceH Ha MY’XCKOi xop. Bamm
MMOMCKH TOYHBI M MHOTAA OTAMYAIOTHCS OT TOTIO,
4TO MMeeM B Hallell MaAeHbKON AMTeparype AAs
MY KCKHX XOPOB. I A0OA0 Hally IIeCHIO, CABILIY ee
CTOABKO, CKOABKO Bor AaA 1 Hayka, 1 XOTeA OBl yBH-
AeTb MacTepCKHe IPOU3BEAEHHUS B CTHAE HAPOAHOM,
HO He [IePeyCepPACTBOBABIIEM, KAK 9TO YaCTO ObIBAET,
VAU UCKAACYEHHOM H3-32 HEAOCTATKA 3HAHMS CaMOI
IIECHH U IIPHPOADI TOATOAOCKOB > [S].

Eme oaun acmexr mnepenmcku II. Manenko
u M. ArTOHOBHMYa — XOpoBoe uckyccrso. [Io aTomy
noBoay I1. Marenko B micbMe ot 9 stHBapst 1956 .
numreT: «Barm Tpya Ha HEBe BOKAABHOTO (XOPOBO—
ro) HCKYCCTBa MeHsl O4eHb BooaymieBAsieT. Hamre
OOABIIMHCTBO HUKAK He MOXKET IIOHSTD, YTO KpOMe
HOTPeOHOCTH IIeTh < ... >, IEHHEe C XOPOM SIBASIETCS

OAHOfI N3 CaMHUX Ba>XHBIX COCTaBASAIOIINUX CaMOBO3-

POXAEHUS, CaMOAEMOHCTpallH, CA€AOBATEABHO
H CPEACTBOM caMom SIPKOfI ITpoImmaraHAbI. Huxaxoe
caMoe 6OAbH.IO€ HHCTPYMEHTAADPHOE IIPON3BEACHHE
HE MOXXET BbISIBUTD TaK YETKO H IMCTO TYBCTBA YEAO-
BE€Ka, KaK MM JK€ IIPOII€Tas IECH U IIECHS HAPOAQ,
B KOTOpOﬁ OTYCKAaHHUANCH BAUSHHUA BEKOB. ... HOQTOMY
H HY>KHO IIETD AASL HpeACTBHTeAEfI APYI'I/Iﬁ HapOAOB

M C HaIlle MOAOAEXKbIO HO6OAbI]_Ie HapOAHBIX II€ECEH

(AAS1 9TOTO TaKIKe HAAO BKAIOYATD M MY3BIKY I1epKOB-
Hy10). DTO OYeHb BaKHAs COCTABASIONIAs, TOABKO....
HAAO 9Ty IecHIo 3HaTh. [TocMoTpure Ha cebst, 4To Bor
AeAaeTe U KaKOH pe3yAbTaT. Bbl ImecHIO TOUHO 3HaeTe
U BAAAEETE AAPOM €e CABIIIATD, BOCCO3AATH B CBOEM
BOOOpa’KeHUH U IepPeAATh XOPUCTAM, a Yepe3 HUX
caymareasiM. 910 6oapmoit pAap Bora. S ray6oxo
paayroch Bamsivu ycriexamu 1 xxeaaro Bam moanoro
YAOBAETBOpEeHHUs TpyAoM> [ S]. B mucbme ot S peka-
6ps 1956 . I1. Manenko mpopoaxaet TeMy: «Kakast

3TO PaAOCTh (x0T 1 60ADBIIAS OT 3TOTO YCTAAOCTD)
paboTars Ha CBOEM AIOOMMOM II0A€, Kak 9T0 y Bac!
Ouenp paayroch Bammmu ycrexamm m MCKpeHHe
KeAAI0 3A0POBbsI U ycIlexa — 160 Bam ycmex, aTo
Hall ycrex. AapoM, 4To Telep 3TO He BCe IOHUMAIOT
U AaKe 0 ToM He 3HatoT. Ceroapns, mopam B « Hosbii
IyTh> KOPOTOe M3BecTHe O Bamei coBpeMeHHOM
pa6ore» [S]. B muceme ot 2 stHBaps 1959 r.IT. Ma-
I1eHKO HCKPeHHe BOCXMIIAACS TBopyecTBoM M. AH-
ToHOBMYA: «ITncaa Bam He opmH pas, uTo 51 papyroch
Bamomy Tpyay (AI/IPI/DKepCKOMy) U S ACNICTBUTEABHO
PaAyIOCh, 3aBUAOBATh He yMel0. A 3aBUAOBATb MOX-
HO, IIOTOMY 4TO 5I AF0OAIO TO BEAHKOE U CTpAIlHOe
HCKYCCTBO M XOTeA OBl UMeTh XOTsI 661 30-4AeHHBI
XOP, X He AASL CAQBBI, @ AASI AYXOBHOTO YAOBOAbCTBHS
U AASI 3BHAKOMCTBA CPEABI C BEAMKHUMH IIPOM3BEASHNU -
MM HallIUX MY3bIKAHTOB, a TAKKE IPOU3BEACHHUS Y HaC
ectb» [S], u eme B muchme ot 28 Aexabps 1953 r.:
«IIummure, 4TO MO MeTOA PabOTHI C XOPOM MOXOX
Ha Bam. 970 o4yeHb npuATHO cAblmaTh. 5 ero mpuses
¢ YKkpauHbl, OT MO€To OTIja, TAK OH A€AAA, U TIOTOM
AUPIDKHPOBAA, @ He TAKTUPOBaA. MHe 6b1A0 TOTOM
OYeHb MHTePEeCHO Y3HAaTb, YTO TAKOM CIIOCO6 pasyyu-
BaHMA UcroAb3oBaA 1 A. Komunips, a Biepsble g 9T0
yBupeA B ero paborte B Bunnumere B 1941. (A 3a-
KOHYHA paboTy B Ykp. Hap. Aome BHauase 1940 .,
U BIlepBble BooOme Bupea Komuns xak geaoBexa
B Topowuro B asrycre 1940 r.). Mbi moTom BmecTe
IPHIIAY K COTAACHIO, 9YTO TOT CIOCOO paboThI C XO-
POM «yKpanHCKuit> [S]. O GAM3KHX 1 TEIIABIX B3aH-
moortHomenusx [1. Manenko u M. AuToHOBMYA CBe-
AETeAbCTBYeT U TO, YTO OYAYIH CKPOMHBIMU B CBO€I
pabore, OHU He AOOHAU FOBOPUTDH O AUYHBIX IIEpe-
xuBaHuAxX. Kak nmpaBuao pacckasbiBasn, KOTAQ yke
OYeHb «HAKHUIIEAO>, 2 0COOEHHO 0 3p0poBbe. Takue,
He paAOCTHbIe ITMChMA, YaCTO 3aKaHYMBAAUCDH KaKOM-
TO IIO3UTHUBHOM HOBOCTHIO.

ITopuroxuBas, caeayer oTMeTuThb, 4TO IlaBea
MarjeHKO BBIOHpAA KPYT Apy3eil He cAydariHo. Mx
06beanHsIAM oOmmpe nHTepechl. OcHOBHas cdepa 3a-
uHTepecoBaHHOCTHU B mucbMax A. Komuris u M. An-
TOHOBHYA — 9TO HCCAEAOBAHHS HCTOKOB YKPaUHCKOM
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IlepKOBHOM My3bIki. KpoMe Toro, MoxHa BBIAGAUTD
XOPOBO€ UCIIOAHUTEAbCTBO, B YACTHOCTU KOHIIEPT-
HYIO AeSITEABHOCTb BCEX TPOUX AesATeAel KaK AUpH-
XKEPOB U UX PabOTy C KOAAGKTUBAMH. YCTaHOBAEHO,
YTO BCe OHH IIPUMEHSIAU ITOXOXHEe METOABI PAabOThI
c xopom. Eme 0AMH IITPHX B Ieperrcke — 06Cyx-
AeHIe IIPOOAEM HAPOAHOI IIECHH U €€ 3HAYCHUS AAS
repkoBHOTO neHust. Croaa ke MOXKHA OTHeCTH bece-
ABI O KOHIIEPTHOM AESTEABHOCTH Pa3AMYHbIX XOPOB
U AUPIDKEPOB, A TaKXKe 0COOEHHOCTU UCIIOAHUTEAD-
CTBa HapOAHBIX neceH. MoxeM mpearioaaraTsb, 4To
I1. ManjeHKo, IepeHeCIIui TSHKKYIO TOTePIO B AHIle
A. Komuris, mose HallleA yTellleHHe B IlepernucKke
¢ M. AaronosuyeM. O AMYHOM XU3HH AeSITEAU pac-
CKa3bIBAAM MaAO, HO McKpeHHe. [ Incaan o ToM, ckoAb-
KO 3A0POBbsI TpebyeT paboTa C XOpPOM U «CTydaHUe
B 3aKPBITYIO ABEPb>, O IpobAeMax QoHO3aIHCel
ykpauHckoit necau A. Komuniem B CIIIA, o mowuc-
Kax nepsoucroyHukos I 1. Marienko, o xopoBoM Hc-
IMOAHMTEAbCTBe M. AHTOHOBHYA.

PasMbIIIASS O IICHXOAOTMYECKHX areKTax 6oAes-
HeHHoM peakimu 1. Marienko Ha Te MAM ApyTHe siBA€-
HUS KyABTYPHOM KM3HH B 9MHTpariu, Y. [pab numer,
4TO 3TO «COCTOSIHHE BHYTPEHHEH AMCTapMOHUH,
KOTAQ OCyIIeCTBACHHEe OCHOBHOTO KU3HEHHOTO I1Aa-
Ha TPebGOBAAO ITOCTOSIHHBIX YCUAUT, HAIIPABACHHBIX
Ha IPOTHBOAEICTBHE BHEITHUM BbI30BaM; OCO3HAHHE
HECOM3MEePHMOCTH y>Ke CAEAAHHOTO B Hayke U pe-
AABHBIX 3aAa4, KOTOpPbIE CTOSIAU IIepeA HUM H yKpa-
MHCKUM Hay4HbIM cO06ImecTBOM Boobme> [ 3, 154].

C ToukM 3peHus NepCOHOAOTHU 3TO UMeeT AO-
rudeckoe oObACHEHHE, BeAb MOXKHO HANTHU OYeHb
MHOTO CITIOCOOOB PAcCMOTPEHHMs )KU3HH Ha OCHOBE
Pa3sAMYHBIX MoaeAeil. B yacTHOCTH, MOA€AD TOMO-
AOTHH KH3HH, KOTOPasi paCCMaTpUBaeT MeCTO AMY-
HOCTH, IpHUIIeAllell B 9TOT MHp, IPO>XHMBAIOIeH,
TBOpsIIlel 1 passuBaromeiicsa B HeM. IloaTomy 11e-
AeCOOOPa3HO PasACAUTD JKH3Hb YeAOBEKa Ha Kare-
ropuy, 06yCAOBAECHHbIE KAKOH-TO AESTEABHOCTBIO
HAU BpeMeHeM, ITPOCTPaHCTBOM. B aToit MopeAn
BBIACASIIOT: NPOCHPAHCINBO MEAECHOCMU, 0YX08HOE
NpoCMpancmeo, KyAbmypHoe npocmpancmeso, coyu-

AAbHOE NPOCMPAHCINBO, NPOCMPAHCMBO JesmeAbHO-
cmu, 8HymperHee NPoCMpancmeo, MparcAUHoe npo-
CMPAHCMBO, NPOCMPAHCMBO BAUSHUS U 8KAa0a (camoil
AUMHOCTIU OAs MUPA) U npocmparcmso Boicuiezo. Mbt
OCTaHOBMMCS Ha HECKOABKHMX OCHOBHbBIX MOMEHTAX.

Xapakrepusys TBOpueckuil noprper IlaBaa
MarieHKO HaAO OTMETHUTD, YTO MPOCTPAHCTBEHHbIE
IIPEACTAaBACHUS AAHHOM MOAEAM T€CHO B3aUMOCBSI-
3aHbl. Tak, cCOBepIIeHHO OYeBUAHO, HCXOAS U3 €ro
JKU3HEHHOTO KPEeAO, UTO JYX08HOE, KYAbIYpHOE U CO-
YUasbHoe NPOCMPAHCINBA B €TO XXU3HU a0COAIOTHO
¥ 3aKOHOMEPHO IIePEeKAUKAIOTCS MeXAY cob0it. Apy-
TMMH CAOBaMH, 3TO QaKTUYECKH, KYABTYpPHas CPeAQ,
B KOTOPOI1 OH POC, Pa3BHBAACSL, 0OydaAcs 1 paboTaA.
Ero >xeraHne cAy>XMTb YKPauHCKOMY HUCKYCCTBY IO-
BOPUT O AyXOBHOM npocTpancTBe. OcTpoe omyie-
HYle 60raToro yKpamHCKOIO HApOAHOTIO IIECEHHOTO
TBOPYECTBA TOBOPUT O KYyABTYPHOM IIPOCTpPAHCTBE.
Ero My3bikaAbHO-00I[eCTBEHHASI AESITEABHOCTD
B EBporne u Kanaae, xpyr ero 3HakoMcTB 0OBSICHS-
eT COLIMaAbHOE MPOCTPaHCTBO. VIMeHHO TaMm bGepeT
HA4YaAO €ro NPOCTPAHCTBO ACATEAPHOCTH, BKAIOYaB-
Iee TakHe ee BHADIL, KaK AMPM)KepCKasl, Hay4dHas,
My3bIKAaABHO-O0LIeCTBEHHAS, ITyOAUIIMCTHIECKAS,
IIPOIIAraHAMCTCKAs, MeAAroruyeckas M KOMIIO3H-
Topckas. Ero snympennee npocmparcmeso 4acro co-
CTOUT U3 IIPOTUBOPEYHI, U3 OLTYIIeHH BUHBI IIepeA
CBOEH CeMbeH, KOTOPOI OH YACASIA MEHIIIE BpEMEHH
4eM XOTeA, IOCKOABKY OBbIA 3aHST TBOPYECKOH, IPO-
IIATaHAUCTCKOM paboToil. AesiTeAb YacTO BCTpedaa-
Csl C HeIIOHUMaHHEeM CBOell paboThl CO CTOPOHBI
OKPY>KAIOIIKX U 9TO ero bypaopaxknao. OH 6bIA Hc-
KPEHHHM, [IPSIMOAMHENHBIM, OTCTAUBAA CBOU yOeX-
A€HHS U MHOTrO paboTaA, UCKpeHHe IIepeXXHBaA
3a Apy3eH U OCTPO KPUTHUKOBAA «HEAPYToB>. Bes
€ro AesATeAbHOCTD, BC€ €rO MbICAH, BOIAOIEHHbIE
B IIMCbMaX, IPUBOASTD HAC K CACAYIOIIEN TPOCTPaH-
CTBEHHOM MOAEAM — MPAHCAUMHOMY NPOCMPAHCmMs).
ITO TO BIIeYaTAE€HHE, KOTOPOE OCTAAOCH IIOCAE ITPO-
BeAeHHOU [TaBaoM MarjeHKO paboThI, OT3BIB Ha €TO0
XKM3Hb. DTO: MaTePHAABI U MBICAH O HEM AIOAEH, C KO-
TOPBIMU OH OOIAACS, PAOOTAA, KAKIM €I0 BUAEAU U
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4yBCTBOBAAH, 9TO U Hallle HCCAEAOBAHHUE ero TBOP-
geckoro noprpera. Hayunoe u TBopueckoe HacAe-
Aue I1. MarjeHKO BKAIOYAeT npocmpancmeo BAUSHUS
U 8KAAOd, TO €CTh 3HAYEHHE U IIEHHOCTDb IIPOBEAEH-
HOM MM Hay4YHOM, IIEAATOIMYeCKOM, AUPHIKEPCKOM,
IMYOAUIIMCTHIECKON, MY3bIKAABHO-001eCTBOHHOM
AESITEABHOCTH ¥ KOMIIO3UTOPCHKOTO TBOPYECTBa.
Moaeas criocoba mpo>xuBaHus >Ku3HH. c-
noab3yst Hapaborku C.A. Pybunmreitna, moaydaem
TaKye BUABL: <PACHBOpeHUe> 8 NOMO4HOL HU3HU, Je-
AMEALHAS HCUSHD, PEPAEKCUBHAS HCUSHD U TBOPHECKAS
wu3Hv. B aTort Mopean aas I1. ManeHko caMuMu xa-
PaKTepHUMH SIBASIIOTCSI ABa CIIOCO0A — 9TO desirieAs-
HAS KU3Hb U MBopHeckas scusHb. Oba mporjeccsl — Ae-
SIT@ABHOCTH ¥ TBOPYECTBO B3AUMOCBSI3aHBL. AeFICTBHe
HAIIPaBASIET AMYHOCTD Ha TBOPYECTBO, 2 TBOPYECTBO
MOTHUBHUpYeT AericTBre. TakuM 06pa3om, desrmesvHas
JU3HL — ITO XKU3HB, B KOTOPOU AESITEABHOCTH Ha-
IIPaBA€HA, KAK [IPABHAO, HA Y3KHUIL IPEAMET OTPACAH,
HarpuMmep, uckyccrso. Ho mpu oomunupyomeit ycra-
HOBKE Ha BHyTPeHHIe 00beKTBL, HAIIPUMEP, KYABTYDPY,
OHa [IPOAYLIUPYET peryAspHble OOpalieH s AMIHOCTH
Ha cebs ¢ IleAbto opMupoBaHus obpasa S-pesTesp
[8,270]. ¥ [TaBaa MarjeHKO 3TO#t yCTaHOBKO# 6BIAO
IOBBIIIEHUE YPOBHS KYABTYPbI Y4eAOBEKA C [IOMOIIIBIO
HCKYCCTBA. 3Hasl ICTOPHIO [IPOUCXOXKAEHHS POAHO-
IO HCKYCCTBA, MOXKHO YyBCTBOBATb TOPAOCTb 32 HETO.
Tak MOXKHO OO'BSICHUTD HCCAEAOBATEABCKYIO PaboTy

I'l. MarjeHKo Hap BeAylieil TeMON «YTpaueHHbIEe aA-
Masbl»>, B KOTOPOU OH CKPYIIyAE3HO COOMpaA UMeHa
YKPaMHCKHX AesTeAeH HCKYCCTBA, KOTOPBIX TPUCBOU-
Aa cebe Poccusa. OcHOBOIM Bcex OTHOIIEHMIM K YKU3HU
SIBASIETCS TBOPYECTBO, HalleAeHHOE B AAAeKoe
OyaylLee U TaKO€, YTO COEAVHSIET AUYHOCTD C KYAb-
TYPO#, KyABTYPHOM HCTOPHEFt ObITHS [8,271]. Cropa
MOYKHO OTHECTH ITeAArOTHYeCKyI0 U AUPIDKEPCKYIO
paboty I1. MarieHKO, BKAIOYABIIYIO TBOPYECTBO, KaK
OCHOBY IpoLjecca paboThL.

IToABOAS MTOTH OTMETHM, YTO ITHMChbMA — 3TO
IIeHHBIIl MaTepuaA, OOTaThIl PasHBIMU MBICASIMU
U MaTepHAAOM, IIPHU MOMOIIM KOTOPOI'O MOXKHO CO-
CTaBUTb KapTHHY B3aMMOOTHOIIEHHMH AMYHOCTEH,
UX MUpOBO33peHus u Ap. ITucpma packprisaror BHY-
TPEHHHI MUP YeAOBEKa, ICUXOAOTHYECKHUH TOATEKCT
pasaymuii, onjeHok 1 upedt. Ilepernmcka ITaBaa Ma-
neHko ¢ AaexcanapoMm Kommiem n Mupocaasom
AHTOHOBHYEM ITIOATBEPXKAQET, YTO BCE OHH OBIAU I10-
XOXKH MEXAY 00011, 6Aaropapsi CBOMM TBOPYECKHUM
uHTepecaM. Vx oObeAUHsET: )KepTOBHAS IIPeAAH-
HOCTb UA€€ CAMOOBITHOCTH YKPAUHCKOM KYABTYPBI,
ee 3HAYMMOCTH AASl GOPMHPOBAHHUSI OCHOB MY3bl-
KaAbHOM KyAbTYpbI Poccuu, nccaep0BaHMS B OTPAcAH
YKPauHCKOTO 1]epPKOBHOTO IeHMsl, HAPOAHOM IIeCHU
U ee HCIIOAHEHHs], XOPOBOe HCIIOAHUTEAbCTBO (Bce
TpU OBIAM XOPOBBIMHU ,A,I/IPI/I)KepaMI/I) U TIpOIaraHAQ
YKPaMHCKOT'O UCKYCCTBa 3a IIPeAeAAMH YKPAHHBbI.
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SOME PARAMETERS OF THE ESTIMATION
QUALITY SOUND RECORDS

Abstract: Quality of the issue of the sound by total complex sensation of one voice. The qualitative
trends is possible determined by way of the relative comparison one or another phonogram. On
different objective forms phonogram. At present determination of the estimation of the hearing by
possible only way subjective trend.

Issue natural sound orchestral instrument, is an important element under sound record. It is
Necessary to note that uzbek public instruments have independent tembr paint. This is taken into
account at analysis timbre music product. At destruction of the frequency balancing sound localization
appears beside listeners and disturbs to catch the natural sounds.

Keywords: science, creative activity, sound, timbre, frequency of the sound, listener, virtuoso.
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HEKOTOPbIE NAPAMETPbI OLLEHKN KAHECTBA 3BYKO3AINUCH

AnnoTanmsa: KauecTBo nepeaadu 3ByKa COBOKYITHA KOMITA@KCHBIM OILTYI[eHueM OAHOTO TOAOCA.
KadecTBeHHbIe TEHACHITMHM MOXXHO OIIPEACAUT ITyTeM OTHOCUTEABHOTO CPaBHEHMS TOM MAM MHOMU
ponorpammsr. ITo pasandHbIM 00BbeKTHBHBIM pOpMaM GOHOIPAMMBI HEBO3ZMOXKHO OIIPEAEAUTb.
B Hacrosiiee BpeMsi OIpeAeAeHHe OLIEHKHU IIPOCAYLIAHHUS MOXKHO TOABKO ITyTe€M CYOBEKTHBHBIX
TEeHAEHITHH.

Ilepepaya MpUpOAHOTO 3ByYaHHUsl OPKECTPOBBIX HHCTPYMEHTOB, SIBASIETCS BaKHBIM 9A€MEHTOM
npu 3ByKo3anucy. Hapo oTMeTnTs, 4TO y36€KCKIe HapOAHBIE HHCTPYMEHTHI UMEIOT CBOEOOPa3HYIo
TeMOPAABHYIO KPACKy. DTO YIUTHIBAETCS IPH AHAAU3E TEMOPOB MY3BbIKAABHBIX TpousBeAeHuit. [Ipu
PaspylIeHnH YaCTOTHON OAAQHCHPOBKH Y CAyIIATEAEH ITOSBASIETCSI AOKAAM3AL[US 3BYKA U MEIIAeT
YAOBMTD IIPUPOAHDIE 3BYKH.

KAaroueBbie cAOBa: HayKa, TBOPYECTBO, 3BYK, TEMOP, 4aCTOTA 3BYKa, CAYLIATEAD, BUPTYO3.

MyssikaAbHast Hayka BocTOka, B TOM wumcAe — OpasHBIHM KPYT sSIBA€HHI, CBS3AHHBIX C TBOPYECTBOM
u LleHTpasbHOM A31MU OXBAaThIBaeT BeChMa PA3HOO-  TaKUX 3aMEYaTEeAbHBIX YIEHBIX-IHITMKAOIEANCTOB,
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kak QPapabu u ABHIleHHA, My3BIKAHTOB-BUPTYO30B
U TEOPETHKOB B OAHOM AHMIle YpMaBu M Mapary,
a TakKe HACTABHUKA M IPOCBeTUTEAs] AGAypaxMaH
A>KaMM, CYMTABIIEro MY3bIKYy BaKHEHIIHM CpPeA-
CTBOM AYXOBHOTO BOCIHTAaHUS. B 6oabmnHCTBe
CBOEM My3BIKAaAbHO-T€OpeTHYeCKHe KOHIIeIIUH
3THX MBICAMTEACH HOCHT HAaAAMAACKTHBIMN, YHUBEp-
CAABHBIN XapaKTep, a B TOHYAHIIKUX BOIIPOCAX MY3bl-
KAABHOTO OBITHS TAQBEHCTBYeT Hay4YHO-apIyMeHTHU-
POBaHHBII IIOAXOA.

Tax «DBoabmast kaura o myssike>» A6y Hacpa
dapabu, KOTOpasi CAYXKHUT CBO€OOPA3HBIMU <«BO-
poTamMu> B MUP My3bIKAABHOM MbICAU BocToka, Ha-
YHUHAETCSI TAKUMU CAOBAMHU: «AASL AOCTIDKEHHS CO-
BEepIIEHCTBA B KAXKAOM U3 TeOPeTHIECKHX UCKYCCTB,
4eAOBeKy HeOOXOAMMSBI Tpu siBAeHus. [lepBoe —
IIOAHO€ IO3HAHME OCHOB [mpepMera). Bropoe —
CIIOCOOHOCTD BBIAAEHUS U3 ITUX OCHOB TOI'O, YTO
HeobxopuMO eMy. TpeTbe — yMeHHe pa3AMYaTh IIPO-
THBOPEYHs, UMEIOIIIecs B 9TON HayKe: CIIOAHA IIO-
HHMATb APYTHX YYEHBIX, ACAATD IPABHABHBIE BBIBOADI
U3 HeBEPHBIX CY>XACHHUH, HCIIPABAATh AOITyIleHHbIe
VMM HeTOYHOCTU u omubku>» [1, 37]. YV dapabu,
10 AaHAAOTHH C APeBHUMH I'peKaMH, HayKa U HCKYC-
CTBO HAXOASITCS B CHHKPETHYECKOM EAHHCTBE 1 060-
3HAYAIOTCS OOLIUM TEPMUHOM < aH>.

HMcxops us pooxrpunst Papabdu 0 He0OXOAUMOCTH
HAyYHOH apryMeHTaIlu{ OCHOB My3bIKH, BHIAAIOIIUH-
CsI TEOPETHK U BUPTYO3 90XH TeMypHAOB AbAyA-
KaApIp Maparu B HadaAe CBOEro TpakKTaTa ITHIIeT:
«HexoToppie 0CHOBBI My3bIKH HCXOAAT U3 apudMme-
THKH, 100 I'PaHUIBI KBAPT, KBUHT 1 APYTUX UHTEp-
BAAOB AOAXHBI OBITb B IIPOIIOPIIHOHAABHBIX COOT-
HomeHHAX. HexoToprle U3 reoMeTpuu, moTOMy 4TO
BBICOTHbBIE ITOAOXKEHHS TOHOB BBIABASIIOTCS ITyTeM
M3MepeHHs AAMHBI cTpyHBL. Hexoropere us pusu-
KH, TIOCKOABKY CHAQ BOAU YEAOBEKA 3aBHCHT OT €ro
JIyBCTB M 9HEPIUH.

B npusepennoM nurare Qapabu Myssixa paccma-
TpPUBaeTCs Kak pusudeckoe sipaeHHe. B aToM, mpopoa-
Xas rpedecKue TPAAUIMHI, OHU U3yJaAU B OCHOBHOM
MaTeMaTHJIeCKyIo CTOpOHy My3bIkH. [IpakTuyeckoe

IIOATBEPXKAEHHE TEOPEeTHIeCKHUX BO33PEHHUIT HAXO-
AUAU Ha 3BYKOPSIAQX MY3BIKAABHBIX HHCTPYMEHTOB
CBOETo BpeMeHH. YTBEeP)KAeHHe Ha IPUQe My3bIKAAD-
HbIX MHTEPBAAOB OHH PACCMATPUBAAU KAK Pe3YABTAT
OIIBITA M TAKKM ITy TeM BBIXOAUAU Ha BbISIBACHUE 00'b-
eKTHBHbIX 3AKOHOMEPHOCTEN AAAOBBIX 3aKOHOMEp-
HOCTH 1 My3bIKAAbHOM PeyIL.

Kak MHOrMM H3BeCTHO, 4TO 3apOXKAEHUE 1 Pa3BU-
THe Y30eKCKUX HAIIHOHAABHBIX HHCTPYMEHTOB HMeeT
cBOIO ucTopuio. CTaHOBAEHHEM U YCOBEPIIEHCTBO-
BaHHeM y30eKCKUX HAI[HOHAABHBIX HHCTPYMEHTOB
3aPOXKAAETCS UCIIOAHEHHEM He TOABKO TPAAUIIMOH-
HbIX IPOM3BEACHUIT, HO U HCIIOAHEHHEM IIPOH3BeAe-
HUM MUPOBOM KAACCUYECKOM MY3BIKU.

C peKOHCTpyKIjHell HAIIMOHAABHBIX HHCTPY-
MEHTOB ITOSIBASIETCSI BO3SMOYXHOCTD HCIIOAHSTD CBO-
e06pasHbIil TeMOP 110 BCEM CeMeHHBIM Ipynnam |2,
64]. Vicxoast M3 9TOTO yBeAMYMBAeTCs MacITab ya-
CTOTHOCTH HHCTPYMEHTOB HAPOAHBIX OPKECTPOB.
B o6oramenuu TeMOpoB y36€KCKIX HAPOAHDBIX UH-
CTPYMEHTOB OOABIIYIO POAb UMeeT PEeKOHCTPYUPO-
BaHHbIE HHCTPYMEHTHL

Cyl1ecTBYIOT pa3AUdHBIE BUABI CYyOBEKTHBHOTO
o6caepoBaHMs. B 9TOM cAydae OHH MOT'YT HCIIOAB30-
BaTb TEePMUHOAOTHIO H IIUTETHI, @ 3aTeM IIPH 3aIIHCH
AUYHOTO TOAOCA OYAET IIPEeAOCTABAEH BO3MOXKHOCTb
OIpeAEAUTD BAKHOCTb MHTePBbI0. FIHOTAQ 3TO IIpea-
CTaBASIETCS B BUAE TAOAMLI, CIIEI[IAAbHO OTOOPaHHbBIX
AASI KOMMEHTapUeB aIUTeTOB. FIHOrAa 911 TabAUIIBI
OBIBAIOT B BUAE ABOFHBIX aHTOHHMOB. BTopoe pemre-
HUe OLIeHKU IIPEACTABAEHBII dKCIIepTaM ABe PpOHO-
rpaMMa, OIIPEAEASIETCS ITyTeM CPABHEHUS M OL[eHKH
IIOCTABACHHOM 3aAQ4M.

Crioco6bl cpaBHeHUSI MOHOPOHUYECKOTO U CTe-
peodOHIIECKOrO MAAEHBKOTO MY3bIKAABHOTO ppar-
MEHTa BBIIIOAHEHHO! OAMHAKOBBIMH My 3bIKAABHBIMU
OTTeHKAMHU AOCTATOYHO HHTepecHOe siBAeHIe. Cpas-
HUBas cTepe0$pOHNIEeCKOT 3BYKO3AIUCH C MOHO(O-
HUYEeCKIM, AOAYKHBI OBITh IIPEAYCMOTPEHBI CACAYIO-
UM 06pasom:

— BeIJaHUS [IPOCTPAHCTBA, OLIyLIeHHe IIPO-

crpanctBa (06bema);
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— HHTepIpeTarys TeMOpPOB HHCTPYMEHTa;

— SICHOCTD BelllaHUS;

— aKyCTHKA B 3\QHUU;

—  YpOBeHDb My3bIKAABHOTO KOA€OAHUS;

—  BBICOKUH YPOBEHb U UCTIOAHEHUS;

— OTCYTCTBHE IIyMa U UCKa>KeHUI.

Yro6bI cAymIaTeAb YyBCTBOBAA IPOCTPAHCTBO
U MeCTO KOA€OAHMUSI, AOAXKHO OBITh MECTO AOKAAHU-
3allMM MCTOYHMKA 3ByKa. AAsS 39TOTO NMPOCTpaH-
CTBO 3ByKa AOAXKHA IIPOAEMOHCTPHUPOBATD Cedsl.
IIpu 3amucu MHOIOTOAOCHOTO OPKeCTPa AOAXKHBI
cob6Ar0AaTh Mepbl MHOTOTOAOCHSL. [IpeyBeandenue
HOPMBI MOXeT IIPUBECTH KO MHOTUM HEITPUSATHBIM
CAyYasIM.

Ilepeaada MpUPOAHOTO 3BYYaHMS OPKECTPOBbIX
HMHCTPYMEHTOB, SIBASI€TCSI BA)KHbIM 9A€MEHTOM IIpH
3Bykosanvcu. Hapo orMeTnTs, 4TO y30ekckue Ha-
POAHbIe HHCTPYMEHTbI HIMEIOT CBO€OOPA3HYIO TeM-
OpaAbHYIO KPAacKy. DTO YYUTHIBAETCS IIPU AHAAM3E
TeMOPOB My3bIKAABHBIX Ipou3BeAeHMiL. IIpu pas-
PYLIEHHH YaCTOTHOM 6aAQHCUPOBKH Y CAyLIaTeAei
MOSIBASIETCSI AOKAAM3AIIHS 3ByKa U MelllaeT YAOBHUTD
IIPUPOAHBIE 3BYKH.

Yrcrora BemjaHUS MY3bIKM O3HAdaeT CABIIIATD
9KCThle My3bIKaAbHbIe (PAKTYpPbl, OTAMYAT IAPTHH
B MAPTUTYpe U T.A. DTa YUCTOTA AAeT CAyIIare-
AXO OIIPEAEAUTD Ka>KAble MHCTPYMEHTbI CeMeMHbIX

IpyTIL
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MHTOHALUUNOHHASA MNJIACTUKA APTUCTA MIO3UKIJIA

AnnoTanms: B craTbe AaH aHAAM3 CrIeIIUPUKYU ITAACTUIECKOM COCTABASIONIeN TBOPYECKOTO aIa-
paTa aprucra Mio3ukaa. O60CHOBaHa ero MHTOHALMOHHO-PUTMHIYECKasI IPUPOAQ. YTOUHEHO ITOHATHE
MY3bIKAABHOTO BIIEYATACHHS AASl apTHCTa MIO3HKAA. CPOpMYyAHpOBaHBI MOHATHS HHTOHAIITMOHHOTO
’KeCTa ¥ UHTOHAIIMOHHOM [TAACTUKU POAH-00pa3a.

KaroueBblie cAoBa: IMAACTHKa, MHTOHAMs, PUTM, MY3bIKAAPHO€ BIICIYATACHHE, I/IHTOHaLII/IOHHbeI

KeCT, POAb-00pas, TBOPUYECKHUII AIMAPAT APTHCTA MIO3UKAQ.

M. YexoB yTBep>kpaA, UTO «BHEITHUE YCAOBUS
€AMHCTBEHHbIE, IPU IIOCPEACTBE KOTOPBIX MOXKET OT-
KPBITHCS AASL APYTOTO BHYTPEHHHUI MUD aKTepa [ S,
224, HacTanBaA Ha TOM, 9TO < TeAO Ha CIIeHe TPeBpa-
IaeTcsl B KPUCTAAAM30BAHHYIO MICUXHUKY > |6, 323 ].
My3bikaAbHAS IPUPOAA MAACTUKH SBASETCS KAIOYe-
BBIM MOMEHTOM AAS CLIEHUYECKOTO CyIeCTBOBaHMS
apructa B Mio3ukae. «Kaxpoe ABIKeHMe MMeeT
He TOABKO Ty MAU MHYIO OKPacKy, HO, KpOMe TOTO,
ompepeAeHHO 3ByduT>»> — M. Uexos [ 6, 56].

ITeAb cTaThy — IPOAHAAUZUPOBATD CIEUPUKY
ITAACTHYECKOM COCTABASIONIEN TBOPYECKOT'O aIlliapa-
Ta APTUCTA MIO3UKAA.

O6beKT HCCACAOBAHHSI — TBOPYECKHUIT allIIapaT
apTUCTa MIO3HKAQ.

IlpeaMeT HCCA€AOBAHHSI — HMHTOHAIIMOHHO-
PUTMHYECKast IPHPOAQA IIAACTUKH APTUCTA MIO3UKAA.

ITaacTrgeckasi paboTa apTHCTA B MIO3HKAE OepeT
Ha cebsl OTPOMHYIO AOAIO CIJeHHYECKOTO BO3AEH-
cTBus. JacTo cMbICAOBbIE TPaHCPOPMAILIUU POAU-
obpaza 0TOOPaKAIOTCS He B BOKAABHBIX, a B IIAQ-

CTHUYECKHMX MOMEHTaX MAACTUYECKOM

— TaHIle,
KOMITO3MIIUH, TAHTOMHME H T. A. Bech maacTuaeckuit
MaTepHaA MIO3MKAAQ BCErAd IMOAKPEIAeH 3BY4aHH-
€M U HallOAHEH COAepKaHHeM My3bIKu. B mro3ukae

HeT <<6e333y11Hoy“1 MMAACTUKU >, AAXKe €CAU B AAHHBIMN
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MOMEHT Ha ClleHe My3bIKa He 3By4YHT. DTOT peHOMeEH,
Ha Halll B3TASIA, OTAMYAET SKaHP MIO3UKAQ OT APYTHX
YKAaHPOB MY3bIKAABHOTO TeaTpa.

Mys3bIkaAbHasI HHTOHAIIUS — <HHPOPMAIHOH-
HO-9MOITMOHAABHBIM HUCTOYHHUK>» AAS BCEX THUIIOB
KOMMYHUKAIIUU B MIO3HKAe. VIHTOHAIIMOHHAS TaAU-
TPa MY3bIKH ITPOSIBASIETCS B TEUEHHH U OKPACKe ApPa-
MaTHYeCKHX CIleH, B pUTMe U XapaKTepe peyu Iep-
COHa’Kel, B CKOPOCTH M MHTEHCUBHOCTH UX PeaKIIHii
Ha COOBITHUS U IIAPTHEPOB, B TAACTHKE ITePCOHAXKETN.
[TapriaAbHbIe CIIOCOOHOCTH APTHCTA MIO3HKAQ H3-
HA4YaAbHO IIPOrPaMMUPYIOT OAHOBPEMEHHYIO peak-
ITUIO0 aKTEPCKOT0, My3bIKAHTCKOT'O U IIAACTHYECKOTO
aCIleKTOB ero AapoBaHMsA. Mysblka CABIIUTCS ap-
THUCTY MIO3UKAQ HE TOABKO CAYXOM, HO U UyBCTBOM,
He TOABKO 3BYKOM, HO H 5K€CTOM.

b.M. TenaoB oTpurnaer nporjecc BOCIPUATHUS
MY3bIKH KaK «4HCTOTO CAyXOBOTO> BOCIPHSTHS.
ITo ero MHeHM!IO, IOAHOIIEHHOE BOCITPHUATHE MY3bIKH
€CTb IIPOIIeCC aKTUBHBIH, IPEAITOAATAIONIHI He IIPO-
CTO CAyIIaHUE, HO U «COAEABbIBAHUE>, IPHYEM 3TO
«COAEABIBAHHE > HE SIBASIETCS YHUCTO IICUXUIECKUM
aKTOM, a BKAIOYAeT BeCbMa Pa3HOOOpa3HbIe «TeAe-
CHbIe> SIBACHUS, IIPEXAE BCETro ABIDKeHUs: «Boc-
IpUSATHE MYy3bIKH HIKOTAQ He SIBASIETCSI TOABKO CAY-
XOBBIM ITPOLIECCOM: HO BCETAQ CAYXOABHUTATEAbHBIM.
AKTHBHO IepeXXuBaTh My3bIKy — 3HAUHUT OTPAKATh
B ABIDKeHUH> [ S,279].

ITo muenwuro C. A. Dii3eHinTeiina, 3CTeTHIECKIE
Y KOMIIO3MIJMOHHBIE pOPMBI HE eCTh YTO-TO OTBAE-
YeHHOE, a IIPEACTABASIIOT CO60i1 0600IeHHOe TAa-
CTHUYeCKOe BOIAOIIeHHe YepT TOro obpasa, uepes
KOTOPBIH 3By4uT Tema (My3bIKaAbHAs TEMA), COOT-
BETCTBEHHO, pedb HAET O «IIepeHeCeHU > B opMy
copepxanms [7].

A. Kuprapckas HacTauBaeT Ha TOM, YTO IIAACTH-
yeckas (PpUsHMIECKasT) OAAPEHHOCTD — 3TO «CACA-
CTBHE€ MOTOPHO-TIAACTHYECKON HAChIIIeHHOCTU
My3bIKaAbHOTO BocrpuaTusa. OHa — ABHTraTeAbHOE
MHOOBITHE MY3BIKAABHOCTH ... » | 1, 316]. «Mysbika
MOPOXAAET B CO3HAHUH BOCIPUHUMAIOIIErO CBOM
MOTOPHO-ABUIATEAbHbIN «IOPTpeT>. Ecan ueaoBek

BUPTYO3HO OAQpEH, TO TeMOp 3ByKa, XapaKTep ero
B3ATHS, €T0 APTUKYASILIUS. CAMOTIPOM3BOABHO POXK-
AQIOT Y My3bIKaHTa UMEHHO Te ABUKEHHS, KOTOpbIE
HY>KHBI, YTO6bI OAYYHTh UMEHHO ITOT 3BYK» —
A. Kupnapexas [ 1, 317].

OAQpEeHHOCTb BUPTYO3HYIO AAS My3bIKaHTA
BIIOAHE MOYXHO CPaBHHUTD C OAQPEHHOCTDIO MAACTHU-
YecKOM AAS apTHCTa MIO3UKAA. [[AacTudecKas peak-
1¥s1 ICUXOQHU3MYECKOTO alllapaTa apTHCTa MIO3UKAR
POYXAQETCS Ha OCHOBE BIIEYATACHHS OT MY3bIKH —
MY3bIKAABHOI HHTOHALIMH M PUTMHYECKOTO XapaK-
Tepa mMarepuasa. A. Kupnapckas yrepxaaer, 4ro
MY3bIKaAbHOE BOOGOpaXkeHHe, KOTOPOE SIBASETCS
NpOSBAEHUEM MHTOHAIMOHHOTO CAyXa CIOCO6HO
K MOTOPHO-TIAACTHYECKUM acconmanmsm | 1, 318].
ABYKeHUS «BepOaAM3YIOT>» CEMAHTHYECKOE CO-
AepKaHUe MHTOHALMH. A ABHKEHHE, KeCT He MOTYT
GBITH TOABKO MHTOHAIIMOHHBIMH, OHH BCETAQ HMEIOT
sHepreTuKy — putM. [109TOMY, aHAAM3UPYS TAACTH-
YeCKyI0 COCTaBASIONIYI0 MPOPeCcCHOHAABHOTO MPO-
1lecca aPTUCTA MIO3HKAR, 32 HICXOAHOE TYBCTBEHHOE
BIIEYaTACHHE GEPEM UHMOHAYUIO 8 pumme. DTH ABA
YyBCTBEHHBIX BIIEYATACHUS] — MHTOHALHS U PUTM,
HauboAee TapMOHMYHBIM 06Pa3OM COCYIIECTBYIOT
B My3bike. TakuM 06pa3soM, AAS APTUCTA MIO3HKAQ
CEMaHTHYECKUM HCTOYHUKOM TAACTUYECKOTO PU-
CyHKa poAU-06pa3a SBASIeTCS My3bIKaAbHOE BIIe-
4aTAeHHe, KOTOPOe MOHUMAaeM KaK 3aredaTAeHue
YyBCTBEHHOTO OTIbITA, 06YCAOBAEHHOTO B3aHMOAEiH-
CTBHEM UMMaHEHTHO-MY3bIKAaAbHBIX aCTIEKTOB BOC-
NIPUATHSA MHPOPMALUU — MHTOHALMOHHOTO U PHUT-
MHYeCKOTO, «6a30B0e > UHTYHUTUBHOE BIIeYaTACHHE
AASL QPTHCTA MIOBUKAQ.

Ba’KHO BbICTpauBaTh MAACTHKY POAU-06pa3a B CO-
OTBETCTBHH CO CKBO3HOI 3aAa4eil IepcoHaxa. A uH-
$OpMaTHBHBIM HCTOYHUKOM B BbISSBACHHH CKBO3HBIX
3224 B My3bIKAABHOM TEATPe BASETCS MY3bIKAABHO-
APaMaTyprU¥ecKHil MaTepHaA CrieKTakas. VIMeHHO
My3bIKa HeceT B cebe HauboOAee TOUHbIE XapaKTe-
PHUCTHKU [ePCOHAXa, TIOMOTasi PTUCTY HAMIPABUTD
TEXHOAOTHYECKHI TIPOLIeCC CO3AAHUS POAU-06pasa
B Hy’>KHOM HATIPaBACHHH.
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«IIaacTka — 9TO BHAMMAS MY3BIKA TeAa.
Mysblka — 3TO HCKYCCTBO HAaWIpeKpacHEeHIIero
ABKeHMsL. [TaacTHYHOCTD €CTh YYTKOCTb KO BCS-
KOMY BO3AEHMCTBUIO HAa TEAO, YYTKOCTH, ITOAOOHAs
crpyne>» — A. ®. Maxappes [2, 15]. A. Kupnapckas
TOBOPHUT O BHPTYO3HOCTH MY3BIKAHTA-HCIIOAHUTE-
ASI KaK O CAGACTBHHU «OCOOOT0 KauyeCTBa CABIIIAHUS
My3bIKH, 0CO00I1 BOBACYEHHOCTH B Hee M OCTPOTHI
CAYXO-TIPOCTPAHCTBEHHBIX H CAYXO-MOTOPHBIX acCO-
npanuii... BeicTpast u TOYHas Urpa — pe3yAbraT 06-
PAa3HOCTH U SIPKOCTU MY3bIKAABHBIX IIPEACTABACHU],
Pe3yABTaT ABHI'ATEABHOTO IT€PeXXHBAHUS My3bIKH>
[1, 321]. To e caMoe yMeCTHO TOBOPUTD 06 apTH-
CTe MIO3UKAQ, TOABKO HHCTPYMEHTOM, Ha KOTOPOM OH
«<HUT'PAET>, SIBASIETCSI €T0 XKe COOCTBEHHOE TeAO. «UeM
TOHbIIIE YYBCTBOBAHMUE, TeEM OOABIIIE YeTKOCTH U ITAQ-
CTHYHOCTH OHO TpebyeT IpH cBoeM PpUIHIECKOM BO-
maomenun>» — K. C. Cranucaasckuii [4, 163-164].
M. YexoB yTBep>KkAaA, YTO AMHAMHKA Pa3BUTHUS
o6pa3za, ero 4yBCTBA MOI'YT OBITH BOIIAOIIEHDI B XKe-
CTe ¥ B IAQCTUYECKUX U3MeHeHusIX [ 6, 378], «dop-
Moobpasyioljee Ka4eCTBO XKeCTa, ero CI0OCOOHOCTb
M3AYYaTh U OTAABATh CBOIO CHAY, CBOIO HACBHII[EH-
HOCTb T€M HAH MHBIM YYBCTBOM HAM MMITYABCOM>
OIIPEeAEASIeTCS ero My3bIKaAbHOCTBIO [ 6, 295 ]. Kon-
Henus <IICUXOAOTHMYECKOTo xecta» M. YexoBa
[IPeAAAraeT Crocob MPOHUKHOBEHUS B AYILY IIep-
COHa)Xa He CO CTOPOHBI PAlJHOHAABHOTO AaHAAM3a,
a CO CTOPOHBI UHTYUTHBHOT'O IAACTUYECKOTO aCIIeK-
Ta YeAOBeUeCKOH MpupoAbL I Tcuxoaormaeckmii xxect
APaMaTH4IeCKOT'O aPTUCTA, OTPAXKALT <3EPHO POAH>
U TPaHCPOPMAIIUH BHYTPEHHEH aTMOCephbl pOAH
B CITEKTaKAe, TA€ OCHOBOI IIPOIlecca sSIBASIETCS TeK-
cToBasi Apamaryprus. Ilcuxoaormdeckuit xecr ap-
THCTA MIO3UKAQ OTPAXKAET «3€PHO POAH>, 3aAAHHOE
MHTOHAIIMOHHBIM ACHTMOTHUBOM, TPAHCPOPMAITUH
BHYTPEeHHel! My3bIKaAbHOM aTMOC{ephl POAH, T. €.
OCHOBOM IIpoOIlecca sIBASIeTCS My3bIKAaAbHOE BII€Yar-
Aenvie. CA€AOBATEABHO, <NCUXOAOZUMECKULL JHecm >
8 MIO3UKAE — 3TN0 HEeCT UHMOHAYUOHHDLIL.
ITobyauTeab HHTYUTHBHOTO YyBCTBA B MIO-
3UKA€ — My3bIKaAbHAsl HMHTOHANus. TepMuH

«HMHTOHAIJMOHHBIN>» OTPAKaeT CHelUPHIECKYIO
IIPUPOAY TICUXOAOTMYECKOIO XKECTa B MIO3HMKAE.
Mb1 pazpeAsieM IOHATHUS « MHTOHALIMOHHBIMN 5KecT>
U «KECT IICUXOAOTMYECKUI>» AAS TOIO, YTOOBI CAE-
AQTh aKIIEHT Ha UX «T€HETHYECKOM> IIPOUCXOXKAE-
HuM. VICTOYHUK ICHUXOAOTHYECKOTO >KeCTa — HH-
TYUTUBHAs [TAACTUYECKAs PeaKIMs Ha BIIEYaTACHME
OT ApaMaTypruyeckoro Marepuaaa. Mcrounuk us-
TOHALIMOHHOTO XeCTa — WHTYUTHUBHAs IAACTHYE-
CKasl peakIis Ha My3bIKaAbHOe BIledaTAeHue. Takum
06pa3oM, HHTOHAITHOHHBIN )KeCT — IAACTUYECKOe
«3EPHO POAU>, POXXAECHHOE KaK MHTYUTUBHAsA pe-
aKIMs Ha MY3bIKAAbHOE BII€YAaTACHHUE, «<3aAAHHOE>
HMHTOHALIMOHHBIM AEATMOTHBOM IIEPCOHAXA.
My3bIKaAbHBIMH BII€YaTAEHHSMHU «BbIpalleHa>
BCS ITAACTHYECKas MAPTUTYPa POAH B MIO3HKAE.
MysbikaAbHOE BIIeYaTACHHUE, KaK CKAaHHEP, < CYUTBHI-
BaeT>» CEMAHTHYECKYI0 MHPOPMALMIO aBTOPCKOTO
MaTepHaAa, 1, B OOpaTHOM HallpaBA€HHH, «IIPO-
IPAaMMUPYET> IMAACTHIECKYIO IAAMTPY APTHUCTA YKe
B UCIIOAHEHUHU pozm-o6pa3a. Ha ocHOBe My3bIKaAb-
HO-APaMaTypru4eCKON IapTUTYPbl, BHYTPEHHEN
MY3bIKAaABHOM aTMOC{epbl POAM, HHTOHAIITMOHHOTO
AENTMOTHBA II€PCOHAXa, HHTOHALMOHHOTO >XeCTa
IIEPCOHAXA APTUCT « CIUTHIBACT > XaPaKTEPUCTUKHU
6yAyu1eI71 pOAH-o6pa3a. MuToHanmoHHbI AeITMO-
THUB II€PCOHAXa BbIPaXKaeT KAIOYEBYIO XapaKTepu-
CTUKY POAH — «3€PHO POAM>, 3 UHTOHAIJUOHHBIM
XKeCT «BepOaAUUPYeT> ITY XapaKTePHCTHKY, H Ad-
Aee <IPUCBANBAET> €€ YePe3 TEAO APTUCTA <TEAY >
Oyay1ero pOAH—o6pa3a. IIpoucxopuT Tpancop-
Malys XKeCTa apTUCTa B XKeCT pOAH-06pa3a, a XXecCT
pOAH—o6pa3a yXKe <POXAAET> HY>KHOE IyBCTBO
pOAH—o6pa3a, KOTOpO€ AaAee TapMOHM3UPYETCs
U OINPABABIBAETCS APTUCTOM Ha OCHOBE €ro AMY-
HOCTHBIX Ka4€CTB, « BBIPA)KAETCSA> Ha CLieHe IIPH I10-
MOIIY KCXOAHOTO MY3bIKAAbHO-APaMaTypPrU4eCKOro
MaTe€pHaAQ, HO yXKe «00XKUTOro>» aprucrom. MysbI-
KaAbHOE BIIEYATACHME AASL aPTUCTA MIO3UKAQ — 3TO
«3apOABIII> €ro pOAH—o6pa3a. baaroaaps cosna-
TEABHOM o6pa60TKe MY3bIKAAbHBIX BII€YaTACHHH,
apTHUCT BCe 6oaee <IIOPOAHSAETCSA>» C POABIO, CTAaHO-
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BUTCS y>Ke MHOM aBTOII093HOM CUCTEMOM, ANYHOCTD
aApPTUCTAa MOCTENEHHO HAYMHAET <«>KUTb B IIKype
APYTOIl AMMHOCTH > . «POXAEHHBIN> B AyIlle U TeAe
ApPTHCTa XYAOXKECTBEHHBIN 00Pa3 «OIpeAMedrBa-
€T> C MIOMOIIbI0 My3bIKAABHOI'O TEKCTAa U MOCTAaB-
AE€HHOTO 0aAeTMeNCTepPOM ABIDKEHUS TO, YTO yKe
«Ha)XUTO> BHYTPHU MY3bIKAAbHbIMH BII€JaTACHUS-
mu. «IIpobysxaeHHbIe BamuM BOOOpakeHIeM TBOP-
JeCKe IyBCTBA, [P OHUKAS B TEAO, KK ObI BasIOT €r0
n3HyTpu> — M. Uexos [6, 356]. Takum o6pasom,
IpoOy>KA€HHbIe MY3bIKAABHBIMU BIIEYATACHISIMU
TBOpYECKHe YyBCTBA U MHTYMTHUBHOE IIOHMMaHHE
OCO3HAIOTCS U POPMYAHPYIOTCS B BUAE aKTE€PCKHUX
3aAa4, OAHOBPEMEHHO OCO3HAHHO U 6eCCO3HATEeAD-
HO «HM3MEHSIOT > MCUXOPHU3NIECKYI0 OPTraHU3ALIHIO
apTHUCTA U3HYTPH, OPMHPYs U3 HETO, HA OCHOBE €TI0
AUYHOCTH HOBYIO KUBYIO CHCTEMY — POAb-00pas.
TBopueckuil anmapaT apTUCTA, IPOAEABIBAsI ITPO-
$eccroHaAbHbIE ACTICTBHS, B IPOLIECCe «BXUBAHUS
B POAb> HauMHAaeT <BbIOPachIBaTh>» HAPYXY MPO-
SIBA€HUS 9TON HOBOM CUCTEMbl — HOBbIE, HECBOM-
CTBEHHbIE CAMOMY apTHCTY >KeCTbl, HHTOHAIUH,
IICUXOAOTMYEeCKHe PeaKIuu.

MHTOHAIIMOHHBIN XeCT apTHCTa MIO3UKAQ, KaK
Crroco6 ycBOEHHs pOAU-0Opasa B LIEAOM, HHTYH-
THUBHO POXAQETCS U3 MY3BbIKAABHOTIO BII€YaTACHUS
HMHTOHAIIJMOHHOIO AEHMTMOTHBA I€PCOHAXa. IJTO
<«TAABHBIH JKeCT> POAHM, €0 TAABHAs MMAACTHYECKas
XapaKTepUCTHKA — «BepbaAn30BaHHASI» CYTb Iep-
COHa)Xa — «3epHO poAn>. «Hairu ncuxoaoruye-
CKHUM XKeCT BCeH POAH — 3HAYUT, B CYLIIHOCTH, HANTH
poab>», moaaraa M. Yexos [6, 375].

Ho, Ha npoTsbkeHHH pasBUTHS CIOKETa, B OT-
AEABHBIX CIIeHaX, HHTOHAI[MOHHBIA AENTMOTHB
«H3MEHSETCS >, UAAIOCTPHUPYS BHyTPEHHHE TPaHC-
¢$opmany nepcoHaxka. AyIIeBHbIN reHe3KC Iepco-
HaXa «BepOaAUsyeTcsi» B ero IAACTHKe, KOTOpasi
M3MEHATHCS BMecTe co cBouM repoeM. Ho maacruxka
OYAeT COXPaHATh CBOIO <«TAABHYIO TeMy>» — HH-
TOHAIMOHHBIN KeCT. OH MOXXeT BUAOU3MEHSTHCS,
MEHATb CMBICAOBOE COAEPIKaHHUE, HO OH OCTAeTCs
KAIOYEBOM IAACTUYECKON XapaKTePUCTUKOHN IIep-

coHaxa. TakuM 06pa3oM, ecAr MbI TOBOPUM O Ha-
JaAe MpodpeCCHOHAAPHOTO IIPOIiecca «IIPOHUKHO-
BEHUA>» B IAACTUKY NEPCOHAXKA, IMOUCKE «3epHa
POAM>, TO Peub HAET 00 HHTOHAIIMOHHOM JKeCTe, KaK
O MePBUYHOM MHTYUTHUBHOMN IIAACTUYECKOM PeaKIMK
Ha My3bIKaAbHOE BIleYaTA€HHUe. A eCAH Mbl TOBOPUM
0 poAH-06pase, KaKk 0 HOBOW «<IPO(eCCHOHAABHO
COOpPaHHOM>» CTPYKTYpe — O HOBOI aBTOIIO93HOM
CHCTeMe, TO MBI TOBOPHM 00 MHTOHALIMOHHOM IAQ-
CTHKe, KaK O HEKOeH IMAACTUYIECKON «XKU3HU> PO-
Au-o6pasa. [ToHnmas ABI>KeHHe B MIO3HKAE KaK pa-
60Ty apTHKYASIIUOHHOTO MAACTUYECKOTO allapara
APTHCTA, KAK <« KUBYI0>» OUOAMHAMHYECKYIO TKAHb
VICTIOAHUTEABCKHIX ABIKeHHI> |3, 165], onupascp
Ha onpepeaeHne A. B. CokoaoM My3bIKaAbHOM apTH-
KYASIIIUH <KaK CII0CO6a MCIIOAHUTEABCKOTO IIPOU3-
HOIIEHUS], KOTOPOe MPHAAET 0OPa3HOCTb KAKAOMY
MOMEHTY XyAOYKeCTBEHHOTO HHTOHMPOBaHHUA» |3,
164], mpeaAaraem MOHATHE «HHTOHALJMOHHAS TIAA-
CTHMKA apTHUCTA MIO3UKAQ>.

HNaTOoHanmoOHHAs MAACTHKA APTHCTA MIO3HK-
AQ — CIIOCOOHOCTD MCUXO(PU3NIECKOTO AIIApaTa
apTHCTa Ha OCHOBE MY3bIKAAPHOIO BII€YaTACHHS
«BU3YaAM3HPOBaTh> BHYTPEHHUE TPaHCYOPMaLUI
poAK-06pasa B IIAACTUYECKOI AUHAMUKE.

BriBopbI: 1IHTOHAIIMOHHAS TAACTHKA HE TOAb-
KO BHEIIHe BbIpa)kaeT BHYTPeHHMe TpaHcpopMa-
IIUM [IEPCOHAXA, HO U, C TOYKU 3PEHHS TEXHOAOTHH
IpO(eCCHOHAAPHOTO AATOPUTMA aPTHCTA MIO3UKAQ,
IIOMOTa€eT «AOOBIBaTh U3 AYIIN TBOPSILErO YeAOBe-
Ka-apTUCTA ero cOOCTBEHHBbIM, JKHBOI, BHY TPEHHUI
MaTepuaA, aHaAOTHHYHBIIA C POABIO> |4, 342]. VHTO-
HAlMOHHBIE APXETHUIIbI, IOACO3HATEABHO Y3HaBaeMble
B MY3bIKe, AAIOT aPTHCTy MaT€PHaA AASl aHAAU3, CO3-
AQIOT CO3HATEABHYIO 0a3y IMAACTHKH — CMbBICAOBOE
HallOAHEHHE ABIDKEHUs. A MHTOHAIIHS, TOHAABHbIN
IIAQH MY3BIKH, TEMII, PUTM, ApaMaTyprudeckas Ha-
Ipy3Ka AQHHOM CIIeHbl, My3bIKaAbHasl arMocdepa
IIEPCOHAXKA IIPOAUKTYIOT OKPACKY ABIDKEHMS, €ro
AMHAMUKY, KOTOPbI€ SBASIOTCS AOIIOAHHTEABHBIMH
9MOIIMOHAABHBIMU «yYTOYHEHHSIMU> CMBICAOBOTO
HaroAHeHHs ABkeHus. Ha atom «3amece» pox-
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A2eTCsl MHTOHALIMOHHASI TAACTHKA POAH-0Opasa.
«XKusup Qusmaeckoro Teaa>» poau-obpasa mpea-
noAaraet 60AbIION 06beM paboTHI, IPOAEAAHHOM
aprucroM «mo cucremMe CraHuCAaBCKOro». Mbl
He aKIleHTHpyeM BHUMaHMe Ha 9TOM IIpoljecce, T.K.

OH AASL aKTePCKHX IPOQecchil Bceraa obs3aTeAeH.
OCO6EHHOCThI0O MIO3MKAQ SBASIETCS TO, YTO ITOT
TEXHOAOTHYECKHI MEXaHU3M «paboTaeT>» Ha My3bl-
KaAbHOM MaTepHaAe U B OCHOBE CBOEH HMeeT My3bl-
KaAbHOE BIIEYaTACHUE.
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The way of history and civilization experience al-
lows us to come to such a conclusion that there is no
advanced nation that besides philosophical-poetic
spirit had not satirical-humoristic mood in its art.
In this sense, the samples carrying satire and humor
elements and which are parts of the art of the na-
tions who have given irreplaceable contributions to
the history of civilization are of great significance.

This rare art samples which are carriers of the cul-
ture inherent to them survived through the long cen-
turies and reached our time reflecting the period it
belonged to. Each sample of these drawings, monu-
ments and applied art found in different territories
and covering different periods besides being indica-
tors of the nation they belonged to, also gives us ex-
tensive information about the world outlook, taste
and handicraft of the nation.

It is known that the nation which has a sense
of humor and which can criticize itself is great and
powerful. In this sense, these samples carrying the
elements of laughter and humor can be also accepted
as perfect art monuments created by ancient nations

who have enriched the world history with unique
pearls.

From the day that the human learnt to think and
to laugh, a feeling of teasing, reproaching and mock-
ing at others accompanied him. It is not accidental
that to criticize the events taking place in everyday
life and to laugh at the incidents and surrounding
people meets internal requirement of men, creates
some type of self-confidence. Of course, this laugh in
major cases can be bitter, ironic and quizzical. One
of the art types including in it laughter, criticism
and irony is a caricature. Caricature which was often
addressed to as a means of humans’ self-expression is
known to be formed yet in archaic society. Research
of latent (latens- secret) development history of ex-
pression means used in caricature allows specialists
and researchers engaged in this field to claim it to be
one of the most ancient art genres [1, P. 7].

Actually, the art of caricature had been formed far
before the word “caricature” was created. The carica-
ture which is the indicator of the culture it belongs
to, and which is the mirror of its time, and reflects the
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events taking place around sometimes can be pre-
sented in Aesopian language, as an encoded system.
It is mainly explained by the historical condition in
which it has been created and its author.

Cartoon can be bitter and ironic, cruel and of
goodwill, revealing and humoristic. It reveals by
means of satire and makes laugh with the help of hu-
mor. Of course, it goes without saying that in order
to comprehend the cartoon, one should have at least
a small sense of humor and ability of laughing which
distinguishes human from other living creatures. As
states Fransua Rable (1494-1553): “Laughing is
one of the peculiarities differing a human from
other living creatures”.

There are different thoughts and suppositions
about date and place of formation of the art of cari-
cature the roots of which goes up to ancient times.
The prominent cartoonist, the president of Inter-
national Federation of Cartoonist Organizations
Peter Nieuwendijk writes about it: “As far as I know,
cartoon has been created in England. But during my
trips to Turkey, France, Italy, Egypt, Cuba, Serbia,
Romania and Korea the people there claimed that
the first cartoon in the world was created namely in
their country. The director of the Egyptian museum
demonstrated with slides the cartoons found in an-
cient pyramids. The Turkish ambassador said that
the first cartoon in the world was drawn in Istan-
bul in 1645. The French emphasized that the first
cartoon was drawn in France, and the Romanians
claimed it to be created namely in the motherland
of Dracula. Maybe the cartoon was created for the
first time in Nederland, during Spanish-Holland war
(1568-1648). As this war is considered one of the
longest in the history of wars, and there was quite
long time to make laugh at the enemy. But where is
the truth? When was the cartoon formed? In which
country? Actually, we do not know it. Perhaps, the
cartoon was created namely in Azerbaijan?” [2, P. 8].

Not depending on the country and date of cre-
ation of the cartoon, we can confidently state that
this genre of art underwent a long period covering

many centuries and played a significant role in cul-
ture and art of a number of nations and countries.
The cartoon became the mirror of the society in
which it was historically formed and was an integral
part of everyday life and household of the nation in
which it was created. About the first feature of the
cartoon we read the following in Russian researcher
A.V. Shvirov’s “History of cartoon” book: “The first
humans who had nothing else to do except hunt-
ing and fighting used to draw drawings where they
mocked at their enemies teasing the latter. These
people building shelters for themselves described
their enemies in a funny and ugly form on the walls
of their huts. In this sense, we can quite confidently
say that satiric drawing exists since the day of cre-
ation of human and it will keep existing until the last
human on the Earth dies away [4, P. 7].

Alas, the Russian researcher put forward no
aptly fact in order to confirm his thought. In order
to express one’s opinion towards this thought of
the author to which he has come on the basis of
certain investigations, one should research the first
forms of the caricature, the stages of its creation
and formation, the samples which are called early
prototypes of the caricature, the primary and reli-
able sources known to us.

Today referring only to the existing materials,
concrete facts or serious sources, we can say that the
ancient drawings carrying in them the elements of
caricature in some extent can be met among the first
samples of the world art and perhaps, we will not be
mistaken if say that these drawings are early proto-
types of cartoons.

Before putting forward suppositions about the
drawings which are among the first samples of the
world art and which we can call the early prototypes
of cartoon it should be noted that the primary art is
subdivided into two main parts.

First of them are drawings on rocks and in caves,
the second is mainly small monuments prepared
from stone and bones. Material and cultural samples
found during archeological excavations conducted in

32



EARLY PROTOTYPES OF CARTOON IN THE WORLD ART

different points of the world mainly since the mid-
dle of the XIX century gives us detailed information
about way of life and household of the primitive peo-
ple [3,P.22].

Some researchers investigating the drawings
on the rock and in the caves which are considered
the first part of the primary art divided into two
parts by the scientists refer these art pearls called
“Sikistin choir of primary painting” which are
found in Lasko (fr.Grotte De Lascaux), one of the
most ancient human shelters, to approximately
the XVIII-XV centuries B. C.

In the drawings in Lasko cave (France) which is
the most important and valuable monument of Pa-
leolithic period according to the quantity and qual-
ity, as well as in Altamira referring to the XVIII-XII
millenniums B.C,, in Valtorta referring to the X-V
millenniums (Neolith period), in Kogul (Spain) re-
ferring to the XII-X centuries B. C,, in Three brothers
(Trois-Freres) (France) referring to the VI millennium
B.C. (Madlen period), in “Tassili N’Ajjeri” located in
Central Sahara and referring to the V millennium
B.C. or in Maak (Namibia) cave referring to the II
millennium B. C. the humans depicted what they saw
around them — fights, hunting, household scenes,
men, women and numerous animal figures, includ-
ing different zodiacs, symbols (swastika, spirals, cross,
etc.), and collective dance scenes.

Perhaps, there are some exaggerations, ridiculous
moments, even satiric approaches in these pictures.
But actually, from the point of view of a modern man
these samples can be accepted as the drawings with
satiric elements. Most likely, these rare samples actu-
ally were not meant for sarcasm and irony. It is just
our supposition and in fact, it still remains as an eter-
nal question for many scientists.

But it should not be forgotten that the desire
to see the enemy weak, powerless, ridiculous and
defeated is natural for a man who can think and
laugh and want to see himself as a hero, a brave
fighter and an accurate hunter. In this sense, it
would be correct to call these pictures with the el-

ements of irony and sarcasm drawn with the desire
of making laugh at one’s neighbor, friend or enemy,
to mock at them or to reproach and at the same
time exaggerating oneself.

Drawing attention of any scholar, researcher
and specialist who try to find early prototypes of
cartoons on cave walls and on rocks, after getting
acquainted with the drawing samples of a modern
man, we can agree with the thought of the Russian
researcher A. Shvirov that “satirical pictures exist
from the day of creation of a human” [4, P. 7].

It would be to the point to research these draw-
ings directed to criticize an incident or any action
(fighting, hunting, dancing etc.) carried out by a
part in a target more seriously and attentively. It
should not be forgotten that as the authors of these
presented drawings were “bad painters’, their ability
were limited in reproaching or laughing at any inci-
dent taking place around or a person. If to say more
exactly, they had not ability to depict their thoughts
fully as their drawing ability was very weak. But in
spite of it, the humans already stepping in evolution
period and having ability to think, to laugh and to
criticize somebody tried to show these wishes of
them by means of drawings on rocks, monuments
and household things.

As it s seen, geography of these rare samples
with a certain humor is quite large and history is
quite ancient. This list also includes ridiculous hu-
man and animal figures prepared from baked bricks
and found in Ailat (Eilat) (nowadays is kept in Is-
rael museum) and referring to the V-II millennium
of Eneolithic period, also numerous monuments
found in Easter island, as well as other such kind
of samples made from stone and bone referring to
Far and Near East culture (Pic.2).

Of course, we do not have serious ground to
present these art samples as the early cartoon
samples involving humoristic elements. How-
ever, today when we look through these samples
attentively we can state it with confidence that
these works prepared out of schematic and real
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proportions are rare and original art pieces carry-  the following about the first samples found in Iran
ing joyful mood. territory (South Azerbaijan) which bear cartoon

The head of Tabriz Cartoon Museum Rahim  elements.

Bakkal Asgari in his “World cartoon” book writes

W

Early prototypes of cartoon in the world art

Pic. 1. “Human figures of different forms and Pic. 2. “Human figures of different forms and
masks referring to Maya culture. Central masks referring to Maya culture. Central
America”. (the Il millennium, B.C. I mille.) America”. (the ll millennium B.C., I min. A.D.)
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Literature and art plays an important role in the
welfare of the people and to the improvement of per-
sonality. Basics of any aesthetic culture formed in the
society depend on the eternity of art and literature
on the coincidence of the social environment.

Literature and art is a mirror of spirituality of the
people in which reflected the national traditions, so-
cial and modern progress, individual qualities, char-
acter and competence of the individual in the form
of an artistic image. The result of the progress is spe-
cific in the views and activities of the persons, and
gives the artistic and aesthetic picture.

To implement these social functions of literature
and art in society there must be labor laws. Ideologi-
cally autocratic period of the last century are not al-
lowed such freedom, the principles of a kind of art.
Literature and art became a weapon of propaganda in
the hands of the Communist Party and its program.
Individual abilities are limited to a certain frame of
the creative method and as a result the principles of
socialist realism took up.

From the first day of independence in activities
of artistic aesthetics put on the agenda of the follow-
ing tasks: to know again the previous research and
creative achievements, to create artistic values ac-

cording to a new national statehood, the psychology
of our country and people. In the years of indepen-
dence in all areas of social life based on the principles
of the reform carried out, restored national values, to
change or update human thought, began to occur in
the artistic and aesthetic minds. However, drastic
changes in the social life are not directly found its
reflection in the artistic and creative world. Human
freedom is enslaved in a long time had to adapt to
new and spiritual needs of the new social order, it
was necessary to artistic images in accordance with it.

For musicians — performers, acquired a social
and creative freedom, there responsible absorb the
aesthetic feelings in the minds of the people, feeling
the indirect essence of freedom, country and people
dreamed of for centuries. Instead of the previous
abstract and distant from the life of the nation of
spiritual values, it was necessary to create artistic im-
ages, reflects the independence of their country, his-
tory, historical memory, rich heritage and traditions,
hopes and dreams of an independent nation.

In such a socio-political and free conditions there
were such cases, as to know spiritual principles. In
front of those people who involved in literature and
art tasks was to create samples of art associated with
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the fate of the time of the nation, as well as develop-
ing and emerging artistic and aesthetic thought and
culture.

From the first day of independence in Uzbekistan
burst wide-scale reforms on the spiritual realm. In
the first, it was the main purpose to provide peace,
stability at the country and welfare of the people.

Without literature and art, there is little that will
greatly affect the understanding and representation
of the people, bring it to the top of spirituality. As a
result, the aesthetic personality spirituality enriched
with new ideas inspired.

In order to preserve the independence, pass it
safely to future generations it is necessary to ex-
plain its values to our people, to raise his head above,
restore the national artistic traditions and heritage,
encouraging them to today’s problems, and to create
anew artand literature of independence, to enhance
the aesthetic culture of the people. Since indepen-
dence was acquired at a time when society went to
the national-spiritual decline when trampled our
language, religion, cultural heritage and customs, to
educate the young generation in the spirit of the idea
of independence has become a very socially-philo-
sophical problem.

National and humanitarian spiritual enrichment,
politically revived, to see clearly because of the inde-
pendence of the people, the more each person put
on the agenda, as a very important task.

Therefore, carried out reforms were not deliber-
ate acquire the economy and spirituality, but were
not separable from each other.

Reforms in the field of spirituality and aesthetic
culture began with the creation of the legal basis in
the activities of the national creative work, with the
appearance of more and more new opportunities for
creative development to provide them with the free-
dom of action. According to this, on the basis of the
requirement of spiritual independence, the creators
are assigned tasks.

Since it was created an opportunity for the re-
covery of the eastern mentality, traditions — rituals,

traditions, education system, the creative intention
and activity change was about to happen. Now the
system of education took a course of national iden-
tity and the development of a national framework for
artistic creativity. Young children were not only fa-
miliar with Walt Disney, Winnie the Pooh or «Well,
wait a minute>, but also with images of Uzbek folk
tales and our traditional puppet theater but in the
meantime it were necessary to get joy. Because
the emergence of artistic representation of small
and ideologically meaningless labor undermines
education in connection with the independence in
the spirit of the sacred ideas of youth.

Contrary to them, it was necessary to create a lit-
erature and art that bring young people as a hardened
generation, in the spirit of patriotism, honesty and
nobility, shorter eastern mentality and traditions of
humanism. This literature was of great importance in
the formation of free human outlook, its artistic and
aesthetic culture, as well as freedom of speech and
freedom of thought. “The role of creative intelligen-
tsia in the development of the nation’s spirituality,
in the thinking of updating people in changing their
attitude towards life” [1]. Sacred duty creators in the
years of independence was to promote self-aware-
ness of the people, to make him proud.

Composed by works of such poets (creator) as
the Erkin Vahidova Abdullah Oripova, Tohir Malik,
Halima Khudayberdiyeva, Mohammed Yusuf, Khur-
shid Davron, Ikbol Mirza, Farrukh Zokirova, Zulaikho
Boyhonovoy, Gulomjon Ekubovom Mahmoud No-
mozovom became cause of our nation proud in rela-
tion to the independence. Due to the independence of
the work of Ahmad Side «Kelinlar kuzgoloni» («Re-
volt daughters> ) was staged America and China.

Taking off our art in the global level, including
our people can read and evaluate the result of inde-
pendence.

Achievement in the field of literature and art was
not accidental, since the first day of independence;
he was transferred to a large value. The role of litera-
ture and art in the education of youth in the spirit of
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moral and aesthetic, it was stressed Islam Karimov
as follows: «We must learn frugal refers to cultur-
al sources, let me introduce the whole layer of the
population, and the best examples of classical and
modern, national culture. Uzbekistan advances in
music, painting, monumental and applied arts, it was
not accidental. To promote and popularize the best
examples are to be the younger generation the basics
of spiritual education» [2].

Works composed by free creators of a free soci-
ety, began to serve as the moral rebirth of the people,
the education of aesthetic culture. « Anthem of Uz-
bekistan>» composed by Abdullah Oripov and Mutal
Burkhonova, was such a spiritual takeoff, the great
social, political and artistic-aesthetic event.

In the political, sporting and cultural activities
and developing a sparkling sounding emblem, an-
them, flag Uzbekistan always replenishes the soul of
the people shiny unrest and feelings.

As for the activities conducted on the develop-
ment of literature and art, created conditions and
cultural masterpieces during the past period, then we
are witnessing the achievements that it was impos-
sible to conduct a century. “Thanks for taking care of
the head of the country, along with the construction
of new cultural and man-made structures and recon-
structed large cultural and historical monuments. To
this end it has been taken more than twenty deci-
sions and decrees. These documents serve as a legal
basis by means of the development of art culture as
well as in the national spirit of our nation” [3].

In the years of independence opened the new
building of a conservatory in our glorious capital of
Tashkent — State Conservatory, also were built —
the palace Turkistan National Alisher Navoi Park, the
building of the National Academic Theatre, Garden
of Babur, a tennis court, “Yunusobod” Oliy Majlis
of the building of the Republic of Uzbekistan, State
“Museum Temurndov and a museum of contempo-
rary art, the complex al-Tirmidhi, Gijduvani, Motru-
di, at-Tirmidhi, monuments Alisher Navoi, Ulugbek
Begzoda, Babur, al Fargoniy, Jaloliddin, 2500th an-

niversary of the city of Khiva, Termiz, 2700th anni-
versary Avesta “ as well as the 2750 year anniversary
of the city of Samarkand, are a contribution to the
development of not only the political view (mind),
but also the aesthetic and cultural.

Today at the disposal of the Ministry of Culture
and Sport, dealing directly with the propaganda
among the population, there are more than 60 parks
and cultivated gardens, National Park named after
Alisher Navoi, as well as 37 professional theater com-
panies.

The President of the Republic of Uzbekistan
Decree. Islam Karimov, on the development of lit-
erature, art and culture is proof of that spirituality,
enlightenment are so important in the generation
of a perfect upbringing: «Events in Uzbekistan to
support and stimulate the further development of
theater and musical art» (of 25 October TO 95),
«on the organization of tour and concert commu-
nity» Uzbeknavo « (December S, 1995),» on the
organization of state Joint-stock company «Uzbek-
kino>» (29 April 1996),>» on the improvement of
activities in the Republic of Uzbekistan in the field
of culture and art> (31 December 1997),» on the
organization of the Academy of art of Uzbekistan «
(dated 23 January 1997),» on measures to further
support the development of national art crafts and
applied arts « (from March 31, 1997 city), «On the
development in Uzbekistan National dance and cho-
reography» (1997), «On the development of pop
art> (1998), etc.

With these regulations directed the development
of the spirituality of our people and the aesthetic cul-
ture of the person, take into account the formation
of using artistic images of the national outlook, in
line with the ideals of independence. For tasks as-
signed to the public joint-stock company «Uzbek-
kino» included to preserve and multiply the best
achievements of the Uzbek national cinema art,
attach great importance to the formation of a new
world in person, to reproduce high quality from an
artistic point of view, film and video.
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Tasks in the field of music, also directed the edu-
cation of the young generation in the spirit of patrio-
tism and faithful to the ideals of independence.

Art freed from the false ideal pressure and out-
right bias, is the formation of and development of
artistic taste and aesthetic culture of young people,
causing them anxiety.

The events and actions directed to the develop-
ment of aesthetic culture, in all areas and genres of
our art. Designed to achieve the spread of humane
and noble feelings and not allow the creation of
works, the opposite of spirituality and national men-
tality. So, in order to create preconditions for the pro-
motion of dance, according to the rich spirituality
and unique qualities of the eastern Uzbek people,
protected from traffic and clothes based on inap-
propriate, the opposite of spirituality and the subtle
taste of the Uzbek people imitate, the art of dance,
the following tasks were assigned:

— Collect and enrich samples of Uzbek folk
dance, which are formed and transmitted
from generation to generation for centuries,
absorb the minds of the younger generation
a sense of deep respect and envy towards
these invaluable treasures, cause them a sense
of respect towards our national spirituality
and values;

— Take care of the whole direction of folk
dance in all areas of the country, but on this
basis to organize anewartistic group. Restored
folklore and forgotten seasonal songs, worn
spirituality, the idea of independence, but
such festivals as “Dogwood hum”, “Navruz’,
“Lola sayli”, “Mehrzhon”, have been restored.

Festival of folk talents “Boysun bahori” speaking
on the international stage, has become traditionally
takes place every spring.

The development of a large scale traditional mu-
sic, crafts and folk arts and crafts in the years of inde-
pendence is explained in the following:

— Because the traditional art of the Uzbek

people for centuries, passed from generation

to generation, enriched in this process
includes in itself the dreams and hopes of
the people. For their nationality, prostate,
popular, touching genres of art have become
favorite people. Using such features folk art
was of great importance to young people
politely spiritual and aesthetic spirit.

— Folk art had wide artistic and aesthetic
possibilities, serves as an effective means of
formation of national intelligence, national
thought, pride in raising the spiritual and
perfect generation.

— On historically formed the psychological,

philosophical

educational opportunities folk art began to

aesthetic, spiritual, and
be important in the formation of the Eastern
mentality and national way of life.

Such spiritual and aesthetic possibilities of folk
art are reflected international music festival “Sharq
taronalari”, opened in 1997 in Samarkand.

President Islam Karimov hoped that the open-
ing in the Samarkand music festival will become a tra-
dition and will rise to a new, higher stage of song and
music of Oriental Art in vennom greeting speech at
the opening of “Sharq taronalari” international music
festival — said: “The Music of the East” — is the phi-
losophy of the East, one of the essential components
of the world of the East. Veliko place Eastern music in
the world cultural heritage. In one of the museums of
ancient Samarkand, guests who you are, kept musi-
cal instrument “Pai” five thousand years ago, which is
more expensive than any unique gold jewelery found
by archaeologists. Anyone see it, I could not help think
about the history of the music of the East”.

The music during the millennial purifies the souls
of men, ennobles and elevates them.

To raise the necessary level of aesthetic culture
of the people, including the young, the theater
has its importance is no doubt that a unique heritage
that we carefully preserving and reported to the new
century to the new millennium — the musical heri-
tage of the East, is the great creation of the human
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mind, will the urge to hearts of people of good sense,
fraternity and charity. President Islam Karimov in his
congratulatory speech at the opening of «Sharq taro-
nalari>» international music festival in the following
confirms that «This festival is of great importance
for the further broad representation throughout the
world. immortal musical works, is the crown jewel of
the great culture of the East, all fans of the beautiful
communion to his classical music, as well as for the
discovery of new talents» [4, 6.25.].

The construction of the theater, its scenery, the
cast version, has its much attention to the soul of
the viewer. In the words of Stanislavsky, the theater
begins with a dressing room. For example, the Uz-
bek Drama theaters in their representations, express
qualities such as love, friendship, goodness and jus-
tice, enlightenment, humanity and tenderness, “a
stage for art workers is not only a source of joy for the
people, and now it is also a source of national pride,
a powerful means of education — it is the truth that
requires no proof” [4, 6. 53-54.].

Therefore, academic drama theater renovated in
a contemporary national and fluff, it was renamed in
the national spirit, it was renamed the National Aca-
demic Drama Theatre of Uzbekistan. Submit to the
National Theatre performances varied causes view-
ers the excitement and joy.

To this we can give you an example, setting la-
bor Tilab Makhmudovich Makhmudov and Dilbar
“Tortadirman zhabrini”, which in 2008 was raised.
Directed Tojiboy Isroilov made a successful staging
of his work on the problems of struggle against one
of the terrible events of the XXI century — human
trafficking.

Drama in connection the “Year of Youth” in 2008,
encourages young people to put up any of wealth and
dreams.

Our people and especially young people trust the
promises of glory or scams to go to foreign countries
to earn good money, they are on their conscience,
homeland, relatives and friends are separated and
lose their sweet life.

That’s it for this; this work shall convene a society,
the people and the youth to be famous.

The construction of a new building for the State
Conservatory of Uzbekistan, the development of the
people, from youth aesthetic spirituality, religion —
there has been an invaluable great cultural signifi-
cance. Dedication to the opening of the conserva-
tory building, President Islam Karimov (22 March
2002) in the example of the music and the general
opening in young people high aesthetic spirituality
and artistic expression, was of great importance.

—  One can not be able to read or write, but
he always feels the life-giving power of
the beautiful tune or melody. Figuratively
speaking music certainly resonates in his
mind.

— The magic power of music is also in the fact
that it is not only in the days of joy and fun,
but minute of testing, when the heart is filled
with pain and sustains us spiritually and helps
us.

— When people are away from home, in a
foreign land to one hears a familiar national
melody that touches strong thin strings of his
soul, he first recalls his people, his homeland,
and this close to the heart, charming music
becomes a balm for his longing soul.

— True art, true creativity is a common
language; they understand all nations without
translation.

Literature and art is a wonderful social, which had

a spiritual and educational opportunities and values.
Literature and art along with a reflection of a nation-
al mind, and has the power to educate the student,
viewers and listeners as a stimulus, encouragement
and be carried away by the beauty of nature and so-
cial life. It was at that time when the life of the nation
and the country major changes occur. Self-awareness
and spiritual revival, literature and the arts become a
center of progressive ideas and goals.

So the spiritual education of the younger genera-
tion of culture is considered to be in every society of
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extraordinary challenge and the main unit between
the past and the present day. Raise the aesthetic cul-
ture of the youth of the society in which we live, it
puts great challenges before literature and art direct-
ed the presentation of artistic way the essence and
content of the independence of spirituality. Litera-
ture and art are important foundations for the spiri-
tual and aesthetic education of young people and will
remain the same.

In the years of independence, relevant to our lit-
erature was formed in the spirit of the new aesthetic
principles.

In the transition to a market economy aesthetic
culture youth has become very important. Some of
them hesitated in face of difliculties: they do not
know how to how to spend leisure time, do not read
fiction, although not engaged with one genre of art.
As aresult of planned space in their artistic-aesthetic
world. It was clear that only 5% of them (youth) go
to the theater and the museum in it was a pity. When
social reasons, it was clear that in the first place, pro-
duction at theaters such performances, which could
be considered aesthetically perfect and connected
with the life of the youth became a rare case, and
secondly, most of the theaters are located in the cit-
ies, cinemas were in the villages have been studied
regularly fail work; third based on the circumstance
of market economy the problems of spiritual and aes-
thetic education of young people has received little
attention.

Social and spiritual causes of this event, Islam
Karimov stated as follows: “People want to relax after
work, they want to go to the movies, hanging out in the
parks. It’s a shame that none of the city and regional
parks do not meet the requirements. In the implemen-
tation of the policy carried out on the development
of the national culture of an independent country to
educate people person present level, has not yet re-
sulted in the need to perform work” [S].

At a time when building more modern democrat-
ic society spreads, every worker, employee, business-
men, intellectuals along with the introduction of its

specialized expertise values in life and should be en-
gaged in art and literature, and then become active
social human activity. Due to the implementation of
the principle of dreams opens many amateur clubs,
and will lead to the restoration and development of
the historical heritage and traditions. Youth employ-
ment one of the genres of art not only develops their
artistic and aesthetic culture, but has its positive im-
pact on the effectiveness of their m ore.

Today, in every factory enterprises, business,
farming and other places organized artistic and am-
ateur clubs, folklore, bands, folk theaters; they are
enriched with diverse repertoires. To this we can give
you an example, Beshkarsak — folklore, amateur
club in Urgut district of Samarkand region.

Professional politicians contribute to the imple-
mentation of universal spiritual culture activities
shrouded in national values and heritage of the youth.

This creative partnership is the basis of the na-
tional common human values creates and develops
the intellectual level of young people.

At the end of the 20th century, as a result of the
development of science and technology, most mov-
ies that seems on television is an achievement of
computer technology. Therefore, in presenting mov-
ies instead of spiritual values as patriotism, nation-
ality, humanity encountered violence, aggression,
indecent. Such works flawlessly hinder the develop-
ment of human culture and aesthetic.

In accordance with the country conducting polit-
ical, economic and spiritual reforms adopted a num-
ber of resolutions and decrees of the President of the
Republic of Uzbekistan Islam Karimov, the Cabinet
of Ministers, which legalized create conditions for
free creative activity and the formation of the perfect
generation to build its culture and aesthetic value of
literature and arts.

Literature and art is of great importance in the
social life and the spirituality of the person. At the
close acquaintance with the artistic creativity of man
perfected great feeling, perfect desire, feelings of ini-
tiative and creativity.

40



THE ROLE OF LITERATURE AND ART IN THE FORMATION OF AESTHETIC CULTURE OF PERSONALITY IN CIVIL SOCIETY

Such a good mood calls a man, whom he had
not worked as a social activity. Aesthetic culture
leads young people to moral integrity and to ensure
that boasts the ideas of independence, its results
and ideals.

Our sacred duty is to be the conservation and
enhancement of the priceless spiritual heritage of our
people, and including “musical pearls”, which little by
little going for centuries. We must pass them on to
future generations.
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JINPUYECKMUE TOPOACKUE NEN3AXUN AHATOJINA
NETPULIKOIo1920-1930-x rogos

AnnoTtanmsa: Crarbs nocssmaercs neisaxxHomMy Tsopdectsy A.IL. Ilerpurnkoro 1920-1930-x
FOAOB. DTOT XXaHP He AOMUHHUPOBAA B HACAEAHH XYAOXKHUKA, KPOMe TOFO MHOTO 00Pa31{OB He AOIIAO
AO HAIIIOTO BpeMeHH. B myOANKanuy orpeAeAsiFoTCs: 0COOEHHOCTH 9BOAIOLIUH ITEFI3aKHOM XXUBOIHICH
ITeTpunkoro Ha OCHOBe COXPaHEHHBIX AO TellepelIHero BpeMeHU IpousBeaeHui. OuepunBaoTCcs
0COOEHHOCTH BAVSIHUI Pa3HBIX TeYeHUIT HCKYCCTBA Ha IEM3KHYI0 MOAEAb MAaCTepa U B3aHMOCBSI3b
TOPOACKUX Iefidaxkedl IleTpHIikoro u TeaTpasbHOM AeKOparun. FccAeAyIOTCS OCHOBHBIE MOTHBBI
ner3axei XyAOKHHKA M Pa3HOBHAHOCTH IIeH3a)keH TBOPIIA B paMKaxX YCTOSIBIIEHCS B HCKYCCTBOBe-
A€HHU TUIIOAOTHH.

KaroueBbIe cA0oBa: Ieii3a’x, KaMepHasl AMHUS, TOPOACKHE MOTHUBbI, AUPO-IIUYECKasl AMHUS, T1a-
HOPaMHBbII IPHHIIUI U300 paKeHsl, AKOPATUBH3M, YCAOBHBIN KOAOPHUT, CAOXKHBIN KOAOPUT.

DaxTHyecKku Bce HaydHbIe MCCAeAOBaHHS, MO-  HecMoTps Ha aTO, ompeseAeHHOE KOAUYECTBO UCKYC-
CBsIIleHHbIe ANYHOCTH AHaTOoAuS [leTpunkoro, ka-  CTBOBEAOB M KyABTYPHUX AesITeAeH — COBPeMeHHH-
CAIOTCSI IIPEXKAE BCErO TeaTPAAbBHO—AEKOPATUBHOrO  KOB IleTpHIIKOro, 4bK paboThI HAIIMCAHBI BCEPEAUHE
HACAeAVs MacTepa. JTO OOBSCHAETCS TeM, 9TO BKAAp XX CTOAeTHs (A. Apak, B. Xapuenko, 3. Qoreas,
XYAOKHHKA B AAHHYIO OTPacAb ocTaercs becriennsim. A Top6aués, I1. Iu6enxo, A. Bopmarosckuii Tomo)
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BEPHO OIpeAeAHAH, uTo IleTpurkuit pake B Tea-
TPAABHOH AESITEABHOCTH OCTABAACS >KHBOIIHCIIEM.
CaM XyAOXKHHK B ITyOAUIIMCTUYECKUX paboTax pac-
CY>KAQA O TOM, 4TO IyBCTBYET OCTPYIO IIOTPEOHOCTD
B peaAu3anuu cebs KaK >XMBOIHUCEI}-CTaHKOBUCT,
OAHAKO paboTa XyAOXKHHKA TeaTpa 3aHHMaeT MHOTO
BpeMeHH U TpeOyeT OrPOMHBIX YCHAHIL.

CaepyeT OTMETHTH, YTO YKPAWHCKHeE y4YEHbIe
6erao paccMaTpHBAIOT B CBOUX poOOTaX TOPOACKHUE
U pycTuKaAbHbIe ei3axu [lerpurnkoro. Hanpumep,
aTOrOo BoIpoca KacaroTcs B MoHorpadpusix A. [opba-
uéB (1970), a Taoke 1. Bpona (1968). Hemuorue
YIIOMHHAHHS B CTaThAX M OYEpPKaX, Kacaromuecs
HMMEeHHO 9TOrO0 KaHpa B TBOPYECTBE MacTepa, TakoKe
AQTHPYIOTCSI BTOPOH MOAOBHHON XX CTOAeTHS (B
paborax B. Ta6eaka (1974), A. Top6auésa (1969),
A. Xypasas (1980), O. Kanmuyx (1970), ¥O. Sr-
venka (1968).

Mesxay TeM, Ha OCHOBe COXpaHEHHBIX 00pa31ioB
nei3axuoro >xaHpa Ilerpuriikoro, Habaropaercs
OIlpeAeAeHHOe H3MeHeH e TeMaTHKH H 9MOIIMOHAAD-
HBIX 0COOEHHOCTel IIPOU3BEAECHHI, HaA KOTOPBIMU
paboraa aBTop Ha npoTrspkeHuu 1920-1930-xropos.

ITeAbr0 AQHHOTO HCCACAOBAHHMS SIBASIETCS OTIpe-
A€AeHHe YepT H306pa3nTeAbHoro SI3BIKA ITEeN3a’Ken
Anaroaus Ilerpuikoro 1920-1930—x ropos u B3a-
HMMOCBSI3H IeH3a)KHOTO TBOPYECTBA MacTepa C TeH-
ASHIIUSIMU BpPeMEHH CO3AAHMA.

[Nerpurixuit paboTaA B CTAHKOBOM IIefi3axe Oe3
Maaoro yetsipe AecaTuaetus (1910-1950—e roapr).
3a 9TO BpeMsl IPOHCXOAHAU BeCOMbIE M3MEHEeHHS
06pa3HO—CTHAUCTHYECKUX OCOOEHHOCTEN XOACTOB.

Ha pannem aTamne (1910—e roAm) TBOPYECTBO aB-
TOpa 0603HAYEHO MMIIPECCHOHUCTUYECKUMH BAVISI-
HsiMU. COOCTBEHHO, TOTAQ TOABKO GOPMUPOBAAACH
TBOpYeckasl MaHepa XyAoKHHKA U A. IleTpunxuit
OIIMPAACS Ha OIBIT CBOHX IIPEAIIeCTBEHHUKOB B HIC-
KyCCTBe M CTapIIMX COBPEeMeHHHUKOB. B yacTHOCTH,
HAa CTaHOBAEHHe TBOpueckoil Mopeau ITerpurkoro—
[eM3XKICTa OKA3aA0 CYILIeCTBEHHOE BAMSIHUE 00Y-
yenue B KueBCcKOM XyAOKeCTBEHHOM yuuAHiie (Toa
MOCTYTIA€HUS 1912). ToraamHuui KOCTSK Ipernoaa-

BaTeAbCKOTO COCTaBa CGOPMHUPOBAAY KAACHKH Ilepe-
ABIDKHHYECTBA U IIPHU3HAHHbIE MATPBI YKPAHHCKOTO
uckyccrpa: M. Ceaesnés, H. [Inmonenko, I. Asia-
genko, I. Kprorep-IIpaxosa, B. Menk, X. I1aaToHoB
U T.A. MeTOAVIKH TIperoAaQBaHMS YYHAMINA HACAe-
AoBaAu mporpammel [TeTepbyprckoit akapeMuu uc-
KYCCTB, IIO9TOMY OOy4eHIe IIPOUCXOAHMAO II0 ITO3AHE
akapemmdeckoit cxeme. Hecmorps Ha aro, IleTpuis-
KUH — 9KCIePUMEHTATOp IO AyXYy — HMeA aKTHB-
HYI0 HaTypy U He cOOUpaAcs 6e3AyMHO BOCIIPUHU-
MaTh HaBsI3aHHBIE Y4eOHbIM 3aBeACHHEM [IPUHITHIIbL:
KHUBOIIHCeL] IIPOTUBOIIOCTABASIA Ce0sl CKYYHOI Iac-
CHBHOCTH MBIIIACHUS M KOCHOCTH YCTapeBIIUX ITe-
PEeABIDKHHYECKHX CTAaHKOBBIX ¢popM. Torpamummu
obpasrjamMu B UCKyCCTBe CTaAu AAst [leTpurikoro ero
YUUTeAs 1O y4uAuly — AaekcaHAp Mypamko u
dépop Kpruesckuii, KOTOpbIe IIepeOCMbICABAAY B
CBOEM HCKYCCTBE OITBIT IMIIPECCHOHU3MA U MOAEPHA.

O npuopurerax IleTpuIiKoro B HCKyccTBe BCIIO-
muHaer ero yueHuk C. Ipuropses: “Ilerpuukuit
6e3rpaHUYHO AIOOHA XKUBOIIUCD, HO YKUBOIIUCDH Ha-
crosyto. Beicoxyro. JKusomnuch peaabHyo, MaTepH-
aAbHYIO U KuBYI0. HeHaBHA€A OH AIOOYIO HAIO30D-
HOCTB, IIOAACAKY, IJBETOBbIE MHPAXXH, TYIIOBOYKY
u AeccupoBouky. Hepapom sxe aro6ua PembOpanara,
Kypb6e, Cesanna, Cypukosa, Komuasosckoro (y
KoH4aA0OBCKOro OH 06y4aACst 1 COXpaHHA K HEMY
yBakeHHe Ha BCIO KU3Hb ). [leTpuikuit MHOTOE Tie-
pensia y Kpuuesckoro. B cBoro ouepeab Kpuuesckuit
TOBOPHUA O HeM: ‘AHATOAUI — >KUBOIIHCEL] 60XKbeit
MHAOCTDBIO, PEAKHI AQp HEITOCTHKUMOTO Iy Ths IfBe-
ta!” [1, C. 56].

Iepssiit 6uorpad Ilerpunxoro E. Kyssmun
CBHAETEABCTBOBAA O BIIAMSIHHAX UMIIPECCHOHU3MA
U IIOCTUMITPECCHOHHM3MA Ha CTAHKOBYIO CHCTEMY Xy-
AOXHHKa: “B cpepe npoeccronaAbHOI KHUBOIIUCU
Aast A. TTeTpunkoro Bcé pe3ko MeHsieTcst 6Aaropapsi
3HAKOMCTBY C TBOPYECTBOM TAaKUX XYAOXKHUKOB, KaK
O. Maue, K. Moue, 3. Aera, I1. Ce3anu ta B. Ban Ior.
BrryynB MaHepy HCIPeCCHOHUCTOB U IIOCTHMIIpeC-
CHOHHCTOB, MACTep HAYMHAET ITUCATh YHCTHIMH, He-
CMeIIaHHBIMH KPACKaMH, Y3HAeT O TEOPUH PaCcKAAAA
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IIBETOB, O BOCIIPUSITHU MUPA He B TeX. 3aMepIInX 0be-
3ABIDKEHHBIX pOpPMaX, a B CAMOM ABIDKEHUH XU3HH, B
TpeIeTHOM KOAeOaHUH CBeTa, KOTOPBII 0OBOAAKHBA-
eT Bce BuAUMbIe popmbl. OH y3HaeT, uTo HU $pabyAa,
HH COAEPIKAaHHe, A CAM CBET U IJBeT MOT'YT CTaTh IIPeA-
MEeTOM AOCTIHDKEHHS XYAOXKECTBEHHOT'O TBOPYECTBa
[13,C.7-8].

CTouT BCKOAB3b 3aMETUTH, YTO 32 BpeMs 00y-
venus B Mockse (1922-1924), y Ilerpuikoro mo-
SIBUACSI PSIA TOPOACKHX IeH3a)kel, HATOMUHAIOIIHX
manepy Aepena (Bbipaxenue B. Xmyporo). Ho
OOABIIHHCTBO U3 HIX He AOIIAU AO HAIIIETO BpeMeHH.
XYAOXKHHK HECAYyYaiHO BBIOPaA AASL OOyUeHNUs Ma-
CTepCKyI0 ApeBrHa-YAAABIIOBOM, BeAb BO BpeMeHa
TOTAABHOT'O TOCIIOACTBA KOHCTPYKTHBU3MA, AeKOpa-
THUBHO-IIPUKAAAHOTO FICKYCCTBA, B 9IIOXY, KOTAQ HC-
KYCCTBO MPUOOpeTar0 GpyHKIIMOHAABHOE 3HAYEHHS],
KOTAQ IIAHM AMCKYCCHUH O TOM, 4TO CTAaHKOBbIe $pop-
MBI OT’KUBAIOT CBO€ M CKOPO HCYE3HYT IPOXOAUT
TBOpYeCKOoe cTaHOBAeHHe AHaToaus Ilerpuikoro,
AASL KOTOPOTO CTaHKOBasl )XUBOIKCh pUobpeTaer
0coboe U IepBOCTENeHHOE 3HAYeHHe: Ha OCHOBe
CTAaHKOBOT'O TBOPYECTBA BBICTPAMBAETCSI U300pa-
3UTeAbHAsl MOAeAD [leTpHIIKOro Kak TeaTpaAbHOTO
A€Koparopa. Hecaydaitno 8 MockBe IOHBIH TBOpeI|
umer obuiecrsa xxuBonucies — Aenryaosa, Oco-
MepkuHa, Konuasosckoro, Mamkosa. M yxe nosxe,
B CBOEM peuH, AATHpOBaHHOM 1934 ropoM, XyA0K-
HUK OTMEYaeT O AOMHUHAHTE CTAHKOBOM KXUBOTIMCH B
CBOEM MHPOMOHUMAHUM:  HeHOPMaAbHO, YTO HAIIH
XYAOXXHUKH PabOTaIOT IO CBOEH CIIelIMaAbHOCTH He
KKABII AeHb. BOT 51, 3aCAy>KeHHbIH XYAOXKHUK, — S
OTAQIO CBO€ BpeMs, TAABHBIM 00pa3oM, TeaTpy, H
TOABKO ITO9TOMY Yy MEHS TOABKO ABe KapTHHBL I1o
CYTH, 51 AOAXKEH PaboTaTh B )KHUBOIUCH 6-8 4acoB B
AeHb U To exeaneBHo” [6, C. 96].

AxTHBHYIO pab0Ty MacTepa Ha IOIpPHIIE CTaH-
KOBOM >XHBOITUCH TIOATBEPXKAAIOT COBPEMEHHHKH
I[TeTpHIIKOro, B YaCTHOCTH €ro IepBblii buorpad Ba-
cuanit Xmypoiit (ByTeHko) B my6AMKanuy B KypHaAe
“Bcecsit” (1925). Vimenno XMypblil CIpaBeAAHBO
OTMETHA HCTIOAb30BaHUe apceHaAa Kybusma (B pan-

HHX nopreTax) U BAMSIHHe AepeHa (KopaneBHCTb
Kpacox) B PaHHMX JXKaHpax u 9TioAax [lerpunkoro.
Ha pannux sranax TBopuectsa (1910-1920-e ropr)
JKMBOITUCh XYAOKHHUKA OTMeYeHa KyOUCTHYeCKUM
HOHMMaHNeM $pOPMOOOPa3OBaHMsI, & KOAOPHUT Xa-
PaKTepU3yeTcs TATOTeHHEM K MOHOXPOMHOCTH (oTa
TeHAeHIIMA paHHUX 1920-x peaxo mpocaexuBaeTcs
B 60Aee o3AHUX paboTax). KacareabHo “Tonkoro u
HAIPSDKEHHOTO [IBETOBOTO BUACHHS — C XMYpPbIM
MOKHO COTAACHTBCS, BEAb 9TO IIPOSIBACHHE TBOpYe-
ckoii AookTpuHsI I Terpurkoro. OnmpeaeaéHHO, KOMIIO-
3ULIMOHHbIE TIOMCKH XYAOXKHUKA OOBEAHHUAU B cebe
U3y4eHHe Ce3aHHCTCKON U AePEeHOBCKOHM MoOAeAei
(KopaneBbIe KPaCKH, >XHUBOIHCHAs MOAYASITIHSL).
Paspeasiem MHeHHE XMYpOTO, KOTOPBIN ONIPEACAHA
nouck Ilerpunkoro B Hagyase 1920-x roA0B Kak Ha-
XOXAEHMEe COOCTBEHHOTO IIOHMMAHISI TOPOACKOTO
nei3aka. BolmeynoMsHyTbIe XyAOXKHUKH, KOTOpBIe
IPeACTABASIAU MOCKOBCKUI KpyT obmenus [Terpu-
KOTO (AeHTyAOB, Ocpmepkun, Konvyarosckuit, Mami-
KOB) aKTHBHO 9KCIIEPUMEHTHPOBAAU C TPAKTOBKOM
TOPOACKHX MOTHBOB B CBOMX IIeH3akaxX. BamsHus
KUBOIIMCHBIX pabOT MOAOOHOTO pOAQ OIIYIIAIOTCSI
B Takux mpoussepeHmsx [Terpurnkoro, kax “ITeizax
Cyxymu” (1925), “Yroaox Xapbkosa” (1925), “Ta-
Banp” (1930). Crout moadepkHyTb, uTo Ilerpur-
KU1 OBIA HOBATOPOM B TEHAEHIIUSX, IIPUCYLIUX €r0
BHACHHIO TOPOACKOTO IeH3a)a, BeAb B YKPAaUHCKOM
ucropuu 1920-1930 roabr — aro snoxa ¢opmMupo-
BAaHUS TOPOACKOH CPeAbI, IOITOMY HEYAUBUTEABHO,
4TO AQXKe B TO BpeMs Iei3a)X OCTaBAACS BIIOAHE PY-
cTUKaAbHBIM. B. ByTenko (XMyprfI) IieAecoobpasHoO
3ameTnA: “Hamr mefi3ax eme He 0603Ha4YeH PHU3Ha-
KaMH BpeMeHH, OH pa3sHOOOPa3HbIiI ¢ IpeobAaAAHH-
eM CTapbIX 9AeMEeHTOB, Yy>KABIX COBPEMEHHOMY AU-
HAMU3MY 1 CBO€0OPA3HOMY BEAUIECTBY HHAYCTPHU.
Oanako xypoxxHUK IleTpunkuit He rHyIIaeTCs 1ei-
3aKa AaKe B cBox XoAcTax “Moct” 1 “Topop’, paso-
6AadaeT, B KAKOM—TO CTEIEHHU, CBOE MIOHMMaHHUE CO-
BpemenHoro cruast” [2, C.22].

Aecatuaetne 1920-1930-xropos, B koTopoe I le-
TPHULIKUI HA9aA aKTHBHO paboTaTh Ha Mefi3axkeM OT-
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MedeHO 60PbOOIT MeXAY PA3AMIHBIMU XYAOXKECTBEH-
HBIMU I'PYTITHPOBKaMH. B TO Bpems, 110 BhIpaskeHUIO
HCCAeAOBaTeAs Mek3askHom xusonucu A. JKypasas,
0011ecoBeTCKasA TEHACHIIMSA OTKa3a OT CTAHKOBBIX
$OpM B ITOAB3y MOHYMEHTAABHBIX YyBCTBOBAAACDH H
B YKPaHHCKOM HCKycCTBe: “HeKkoTopas 9acTp TBOP-
4eCKOH MHTEAAUTEHITHH, OTAABAsI IIPEAIIOYTEHHE MO-
HYMEHTAAbHOMY >KaHPY U IIOAUTHYECKOH Irpaduke,
OTPHI}aAQ HEOOXOAUMOCTD Pa3BUTHSI CTAHKOBOM Kap-
THHBL A OTCIOAQ, 3aKOHOMEPHO, U CBSI3aHHBIX C Hel
>kaHpoB. [Tomaa B pa3psia “HENPUIOAHBIX U ITEH3aXK
[9, C. 22]. Hy>HO OTMeTHUTB, 4TO XOTS B TO BpeMms B
IpeAeAax Iel3a)KHOTO KaHPa Mbl BUAUM pa3BHUTHE
YHCTOrO ypOaHU3Ma, CLieHbI CTPOUTEABCTBA PaOpPUK,
3aBOAOB, IIPOMBIIIAEHHBIX 00BeKTOB, ¥ [leTpuiiko-
TO MOAOOHBIE 0OPABIIbI IBASIOTCSI CKOpee HCKAIoYe-
HHEeM, 4eM ITPaBUAOM (aT0 HEKOTOpbIe IeH3a’KHbIe
3apHCOBKU BOEHHOTO BpeMeHH, B YaCTHOCTH, “Boc-
cranoBaenne Auenporaca” (1945) u “3anopoxbe.
3aBop” (1940-e roasr). B 1920-1930-e ropbt XyA0x-
HHUKH ITPOKAAABIBAAU IIYTh K PEAAUCTUIECKOMY Me-
TOAY B HCKYCCTBe Iel3aKa, OAHAKO OOpaIaAUCh U K
XyAOXKECTBEHHOMY allllapaTy MOCTHUMIIPECCHOHU3MA
Y ABaHTAPAHBIM 9KCIIEPHMEHTAaM B )KUBOIIUCH.

TpaauLIMOHHBIA Xe MeH3ax (‘Iame BCEro 9TO
OBIAM Iel325KU KAaPTUHbI, CEAbCKHe ei3aXH) — B
BOIIAOIIEHHH TaKUX MacTepoB Kak I. AsiadeHKko,
K. Kocranau orxuBaa cBo€. Maaammas resepanus
XYAOKHHKOB (E Caeraunkuii, M. Bypaqu) mpeA-
CTaBASIAM AMPUYECKYIO0 AMHMIO B nefizaxke 1920-1930
TOAOB, HO HX XyAO>KE€CTBEHHOE BOCIIUTAHHE B pAMKaxX
OTeYeCTBEHHOTO PeaANCTHIECKOTO Ief3aka Bce e
He IIOMEIIaAO BHEAPEHHIO HOBBIX CMBICAOB, COOTBET-
CTByIOLIMX 9110Xe. Pa3BUBaAach Kak cyrybo Aupude-
CKasl KAMepHasl AMHHS, TaK U AUPHKO-3ITUYeCKas C
MaHOPAMHBIM PUHIIUIIOM H300paskeHHs.

Ecau panbure o6pas ropopa He IMOAYYHA B HC-
KyCCTBe TaKOTO PacIpOCTPAaHEHHs, IIOTOMY 4YTO B
TBOPYECTBE H3BECTHBIX ITEH3a)KUCTOB (T1. AeBuenxa,
C. Csutocaasckoro, M. Bepkoca) purypupyer aepe-
BeHCKUI ITefi3a’K, To, 1o yTBepskaeHH0 A. XKypas-
At B 1920-1930—e roabl: “B U300paXkeHHH IOIOAQ

IPeBaAMPOBAAA COLIMAABHASI TPAKTOBKA UAM OBITO-
BOM ITOAXOA, YTO IIPOSIBUAOCH B KYABTHBUPOBAHHH
3aABOPKOB, 3axAaMAeHbIxX okpaun” [9, C. 24].

OHpeAeAﬂ}I CBOWCTBA TOTAAIIHUX Ien3axei [ le-
TPHULIKOTO, CTOUT 0003HAYUTh, 4TO [leTpurikoro He
obomao yBA€UEHHE TOPOACKOI MOTUBUKOM. OpHa-
KO, TOPOACKHE MOTHBBI BO—IIEPBBIX, COCEACTBYIOT
C PYCTHUKAABHBIMH, 3 BO—BTOPBIX II09TU3UPYIOT IO-
POACKYIO CpeAy, 2 He HallpaBAeHbI Ha Qe THIIU3AIIUIO
ypOaHUCTHYeCKUX HOBAIIUH, KaK Y APYTHX COBETCKHX
XyAOKHUKOB. ITeTpuIikuii mapapOKCaAbHBIN aBTOP.
C 0AHOIT CTOPOHBI, IMeeM A€AO C AI0OOBaHUEM TO-
POAOM: OKPECTHOCTH €TI0 IeM3aXKel IMOTPy>KeHbI B
OYHHYIO PacTUTEABHOCTb, HO MHOTAQ HEKOTOpbIe
006pasIibl HATIOAHSIIOTCS. aTMOCepO TpeBory, bec-
TTOKOMCTBA.

O6 ycepaHOI1 paboTe Hap CTAHKOBBIMU 0Opas1ia-
MM B XapbKOBCKHI ¥ KHeBCKUH ITePUOA (1920— 1930-¢
TOADL), yIIOMHHAET B CBOHMX 3aITHCSX AapucaIlerpun-
Kkas. JKeHa XypoxHUKa yTBepXKAAeT, 4To BecHoi 1925
roaa oHu ¢ AHaToAeM [aAaKTHOHOBUYEM ITPHEXaAH B
XappKoB H oceAHAUCH B XKaTKHHCPKOMY IIepeyake,
TA€ SKHAU COTpYAHHKH Tearpa uMenu M. Opanka. ITe-
TPULIKUI ObIA HACTOABKO HEYEMHBIM XYAOXKHIKOM,
4TO Cpasy >ke BKAIOUHACS B paboty: “IlepByro sxu-
BOIMCHYIO pabory B XapKoBe OH IHCaA Ha bepery
peku Aomanb. [op6aTbIit MOCT Yepes peKy, KOTOPbIiL
ObIA BOAM3HM Hamrero Aooma. ITocae oH ucaA aTOA BO
BHyTpeHHell CTOpOHe ABOPa, TO eCTb 3200p, KAAUTKY
1 BC€, YTO BUAEA M3 OKHA HaIllell KOMHATBL. DTOT ITIOA
OH IIOAAPHUA XyAOKHUKY CaMOKHIITY, KOTOPBIH Ioce-
maA Hac B ToM xe 1925 roay, Bo Bpems cBoero mnpe-
opBarus B Xapskose” [20, C. 1]. Aapuca [Terpurkas
BCIIOMUHAAQ B CBOEM AHEBHUKE O TOM, YTO XYAOXK-
HUK paboTaA Ha mei3askaMu 2-3 yaca exxeAHeBHO. B
XapKOBCKOE BpeMsI CIIEKTP YBAEYEHHUI MacTepa ObIA
AOCTaTOYHO IIMPOKHMM — OH HamucaA okoAao 150
HOPTPETOB TBOPYECKON MHTEAAUTEHIINH, AesITeACH
KYABTYPBI C KOTOPBIMH HEITIOCPEACTBEHHO paboTaa
B IIEPBOI1 CTOAMIIE, TAKXKe OOPAMAACS K KHIDKHOM
U S)KypHAABHOH IrpaduKe, CO3AAA PSIA TeaTPaAbHbBIX
0pOpMAEHHMIL.
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Section 3. Theory and history of art

Omnpepeaennnie nersaxu Ilerpurkoro 1920-x
AeT 0003HaUeHDI MOTPSCAION e SIPKUM KOAOPHTOM
(meitsax “Kaskasz” (1928, cobpanue B.A. T'y6en-
K0-MacAoueHKo). IlpocaesxxuBaeTcsi TeHAEHITHS
CTHAM3ALUH IIPHPOABL, aBTOP OTTOPAXKUBALTCS OT ee
BHyTpeHHel cymHocTu. [Topo6Has depra mpoyuThI-
Baetcs B meiizaxe “Tapanp” (1930-1931 rop, Koasex-
uusa . AudeHka), Tae aBTOpPOM U36PaHO YCAOBHBIE
IIBETA, IPEBAAUPYIOT He KOAOPUCTUYECKHE IIITHA, a
AUHUS, €€ pe3Kasi CMOAEAMPOBAaHHOCTb.

ITpousBeaeHUSIMH, KOTOpPbIE OTKPOBEHHO BBIIA-
AQIOT U3 PEAAHCTUYHOIN MOAEAH, @ CKOpee HaITHCAHBI
IIOA BAMSHHUSAMU €BPOIENCKOM IIEN3aXKHON CUCTEMbI
asastorcss “Tasamp” (1930-1931) u3 KoAAeKIUH
Urops Audenka u “Yroaok Xappkosa” (1925). B
npousBepeHHH “TaBaHB  MPOCAEXKUBAETCS AIOOU-
mas [leTpuiKuM BhICOKas TOUKa 3peHus (MaHopaM-
HBIl IPUHIMI U306pa’KeHHs), OTCYTCTBHE YETKOM
MAAHOBOCTH. PaboTe CBOMCTBEHHA IMAOCKOCTHOCTD
U KOAOPUCTHYECKAsI “HeCOOPAHHOCTD, KOTOpasi C
TedeHHeM BpeMeHH HCYe3HeT, IOCKOABbKY MeN3aXu
OyAyT mprobpeTars Bce OOABIIYIO PEAAUCTHIHOCTb
U CAOXKHOCTb KoAopuTa. Koropucrudeckas urpa pa-
6OTBI CTPOUTCS Ha IIPUTAYIIEHHBIX TOHAX.

B xoacte “TaBanp” Ilerpunxwmit mpuberHya K
MaKCHMaABHOMY YIIPOLIEHHIO, OOpaTHOM IepCIiek-
THBE 1 HETPAAUIIHOHHOMY AASI CBOETO TBOPYeCTBa
MOTHBY, KOTOPbIIl CTPEMHUTEABHO IIPOHOCHUTCS IO
$paHITy3CKOM XXUBOIIMCH €II€ CO BPeMeH T'OCIIOA-
CTBa MMIIPECCHOHU3MA — MOTHBY [IPUCTAHH, PEUKH,
O’XUBAEHHOU KaTePaMH AAS IIPOTYAOK, TOPIOBBIMU
cypamiL. [TocKOABKY 9TOT MOTHB CO3BYU€EH C CyeTHBIM
ypOaHU3MOM Pa3BHTOrO TOPOACKOTO LIeHTPa, TO II0-
AobHOe mpousBepeHuUe siBAsieTCst AAst [TeTpurikoro
HCKAIOYeHHeM, TIOCKOABbKY 00pasel] AUIIeH AUpU3Ma
U 6y pHOTO KOAOPHTA, H300pakeHUs TIOYTH CEAbCKO-
IO ABOPHUKA: €r0 9CKU3Has, [IOYTH YepTeXHAS MaHepa
npubarmkaeT [lerpurkoro k TBopuecTBy AepeHa u
YTpHAAO, KOTOpBIE B CBOMX IeM3a’KaX TAKXKe AOXO-
AHUAH AO CTpOroii reomeTpusanuu popm. Ha Bropom
xoAcTe “Yroaok Xappkosa” (1925) nmpocaeskusarot-
Cs1 YepThI KAMEPHOT'O TOPOACKOTO Ie3aa, KOTOPBI

BbI3bIBAET BIIEYATAEHUE TPEBOTH, OIACHOCTH, Oe-
3picxopHOCTH. K T0A0OHOMY BHAEHIIO IPUOAMDKAA-
st pycckuit sxuBonucer; Mcrucaas AoOY>XHHCKHT],
H300paxkasi OTMUPAHUE 3arPOMOXNKAEHHBIX OKPECT-
HOCTell cTapoit MOCKBBI B CBOUX ITeH3aKax.

HecoMmHeHHO, HOBBIE MPOSIBAEHHS B TOPOA-
CKOM ITefi3a)ke OTPA3UAKCH B XKHUBOIMCH AHATOANS
ITerpunkoro. Ilpucymee MacTepy cBoeoOpasHOe
OCTpOe YYBCTBO COBPEMEHHOCTH, IPOSIBHAOCH, B
4aCTHOCTH, B Iefi3axxax XapbKoBa: “ YToAOK XapbKo-
Ba” (1925), “Xappkos Hounoit” (1934-1935), “Yauna
Xappkosa 3umoit” (1934), koTopbie 0603Ha4EHBI OT-
CYTCTBHEM POMAHTHYECKOTO A0OOBAHIS HOBENIINM
HHAYCTPHAABHBIM TOPOAOM, CBOFICTBEHHOE MHOTUM
TOTAQUIHUM aroAoreTaM ypbanusma. Ha merisaxe
H300paKaeTCss HEYyIOTHOE, XMypoOe, OKPY>KeHHOe
CITAOINIHBIMHI MAaCCAMHU CTEH M KOHYCAMH KPBIII XKU-
AMIIe, HATIOMUHAOIIlee CTAPHHHbIE IIeTepOyprcKue,
C BUAY IIPOBHHI[HIAABHbIE, YCAABOBI C paboT AesiTeAeit
pycckoro MoaepHa. [py6bIMu ITacTO3HBIMU Ma3KaMH
OXPBI, KOPHYHEBOI U CBUHIJOBO-CEPOI KPACOK IIepe-
AQHO GaKTYPHYIO 0603PHMOCTb OKPYIKAIOIIHX [IPEA-
MeTOB 1 apxuTekTypsl. Ha nefisaxe “XapbkoB HOU-
HOWM~ BHAMM HECAYYaiHbII aKIJeHT: TaK Ha3bIBAEMYIO
“4épHyI0 MapyCI0’, KOTOpasi 3aHUMAeT LIeHTPAABHYIO
gacTh paboTsL He cTrouT 3a051BaTh, 4TO BpeMs CO3AQ-
HISI XOACTA — CTAAMHCKAsI 9II0Xa, KOTOPasl yCTPOHAQ
0eCIIOIAAHBII IIOKOC YKPAHHCKON HHTEAAUTEHIIHHL.
Tuxast Houb, u3obpaxkennas IleTpunkum, yrpoxa-
IOLlle OCBEIAETCS IAEKTPUIECKUM Oe3>KI3HEHHBIM
cBeTOM poHapeil. AabbI yCHAUTH ITIOAOOHYIO aTMOC-
depy, Ierpurixuit mprberaeT K MPUIAYIIEHHBIM IPU-
6ArKeHHBIM TOHaM. OAHAKO, IEN3aKU XYAOXKHHUKA
He AUIIEHBI XKUBOIIHUCHO-TIAACTUYECKOM BBIPA3UTEAD-
HOCTH, [TO33HUH.

ITockoAbKy ABa BUAQ ICKYCCTBA — TeaTp U CTaH-
KOBasI XXMBOIIUCH ITePeCceKANCh B TBopuecTBe Ile-
TPULIKOTO, HEYAUBUTEABHO, YTO MacTep IPHAABAA
OIIPEACAEHHBIM KapTHHAM YEPTHI T€ATPAABHOCTH,
3PEAMIIHOCTH, TAK KAK HCIIOAb30BAA IIEF3A)KHbIE MO-
THBbI B TeATPAABHOM XUBOMHCH. [10 cBHAeTEABCTBY
A. Top6auéBa: “Buanumo, aTMH COOOpakeHUIMU
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IIPOAUKTOBAHO 0606LIeHHOe peleHre GOPMBI, yC-
AOBHBII IIBET U OCBellleHHe B Iefi3axke ceaa Epecpky,
HarmmcaHHoM B 1938 roay mop XapbkoBoM. 3a co3-
AQHUe ITAHOPaMBbI AASI TTOCTaHOBKY “Tapaca Byab6sr”
B boapmom Tearpe, IleTpuribkuit OTTaAKMBAACS OT
aroit pabotsr” [4, C. 90].

XyAOXKHHUK CUHMTAA, 9TO CyAbOa MacTepa, 06bear-
HSIOIIIETO B CBOEM TBOPYECTBE CTAHKOBOE UCKYCCTBO
U paboTy B 00AACTH TeaTPAABHOMN ACKOPALIUH SIBASI-
€TCsI CAOXKHOM 13-32 Pa3HHULIBI ABYX CIleIUQHK, TIOHH-
Masi OTAMYHME TeaTpa U KUBOMHCH (Ha3bIBasl MX ‘AUa-
METPAABHO MPOTUBOMOAOKHBIMU UCKYCCTBaMu” ),
YTBEpXKAQS, SITO “TeaTp — TO HHXKeHepHs, B 3aBUCHU-
MOCTH OT CILI€Hbl, IOMEI|eHHUs], PeKHCCEPA, IAEKTPO-
MeXaHHKA U T.A. A KUBOIIMCbh — 9TO TBOPYECTBO, TAE
THI CaM HeCEIIb OTBeTCTBEHHOCTD 3a cebs” [6, C. 94 .

Ieitzaxxnoe TBopyecTso IleTpuikoro pasexo He
HCYEepIIbIBAETCSI IO CTAHKOBBIMH KapTHHaMU. MHo-
TOYMCAEHHbIE BUABI COCTABASIIOT OAMH U3 BaXKHEHNIIUX
9AeMEHTOB TeaTPAAbHBIX AeKOpariuii xyAoskHuKa. Ko-
AMYECTBO UX HAMHOTO IIPEBBIIIAeT YHCAO CTAHKOBbIX
nensaxen. CIOKeTHO TeMaTUYeCKUM U UACHHO CO-
Aep>KaTeAbHBII XapaKTep TakKe 3HAYUTEAbHO IIHpe
PA3AMYHBIX CIIEHUYECKUX CIOOKETHBIX 1 AOKAABHBIX
cuTyanuil. TakoBbl, B YaCTHOCTH, IeH3aKH, H300pa-
’KAIOIIHe L[BETYIIYI0 KPACOTY IIPUPOABI B CIIEKTAKASIX
YKPaUHCKHX Ibec. AOCTATOYHO Ha3BaTb ACKOPALIUH
K criektakato “Maxap Aubposa’, k onepam “Tapac
Byan6a’, “Bammauxu’, x 6aseTy “Avauns’.

HecMmotpst Ha TO, 4TO TeaTpaAbHbIE ACKOPALIUU
[TeTpUIIKOTO MPEHCIOAHEHBI a0CTPaKTHOCTH, UX
00beAMHSeT C YUCTHIM CTAaHKOBBIM IeM3a)KeM cMe-
ABIFl AOKAABHBIN KOAOPHUT, TO )KU3HEPAAOCTHBII, TO
MpaYHbIi. DCKU3 AEKOPAIHH K CIIeKTakAlo B. Mopu-
nra “Illepuenxo” (1940) Mo KOMITO3UITNH, @ TAKKe
U30paHHBIM MOTHBAM UACHTUYHBII [IPOU3BEACHHUIO
“C pabotsr” (1938). OTamume AEKOPAIIHH 3aKAIO-
9aeTcs B HAAMYMHU CTaQpPa>kHbIX QUIYp AIOACH Ha
IepBOM IIAAHe, 3 BOT CAMO IIPOH3BEACHHE, KaK H ero
KOMITO3HIJIOHHBIH LIEHTP B BUAE A€PeBa COBIIAAQET,
PaBHO KaK U obIee MOAGAMPOBAHUS KOAOPHCTHYE-
ckux sreH. ITockoabky xoact “C paboTsr” co3paH B

KoHIle 1930-Xx TOAOB, MbI MOXXeM TOBOPHUTD 06 9BO-
Aroruy neisaxeit [TeTpurikoro B cropoHy 60AbIest
PEAAUCTHYHOCTH M IOAHOM YXOA€ OT aBaHTaPAHBIX
9KCIIEpUMEHTOB HadaAa 1920-x ropos.

B. Xapuenko, 3. doreap mucaAu o ToM, 4YTO TBOP-
gecTBO [TeTpHIKOrO TPyAHO Ha3BATD “O€3pPa3AUYHBIM
U CITOKOMHO aKAAEMUYECKHM ), 2 €r0 YKUBOIIUCH Xa-
PaKTepu3yeTcsl “OCTPBIM BUACHHEM MUPA, SIPKO OpHU-
TUHAABHBIM IIBETOBBIM 1 KOMITO3UIIMOHHBIM CTPOEM
[18, C.30]. K aTuM Te3aucaM B CBOUX BOCIIOMHHAHH-
SIX IpHCcoeArHseTcs nucareAb A. ITlepBomarickuii,
PasMBIIIASIA O mpousBeAeHUsX lerpurnkoro B koH-
TEKCTe OLIyIeHNe “OOABIIOro CTUASI U “OCHOBAHUI
aas iocrostaHoi ropean” [ 15, C. 13]. “Macrepckue
IPOSIBACHUS 9KCLIEHTPUAABL U “YMBILIACHHBII Bap-
BapU3M PUCYHKA ) KOTOpPbIe TOHKO 3AMETHA B TBOpYe-
crBe [lerpuikoro B. [a6eAxo Toxe B3aUMOCBSI3aHBI
C IPOHHKHOBEHHEM B CTAHKOBOE HCKYCCTBO TEHACH-
LM TeaTPaAbHO-A€KOPALMOHHOM cephl.

CaepyeT OTMETHTB, 4TO paboTa B 00AACTH CTaH-
KOBOT'O HCKYCCTBA OTPA3HMAACh HA T€aTPAABHBIX AEKO-
panusix ITerpuiikoro, HO MOAOGHBIE BAUSHUS OBIAO
B3aMMHO IIepeTeKAIOMUMU: Pab0oTa XyAOKHUKOM Te-
arpa 06ycAOBHAA OIIpeACACHHYIO ACKOPAaTHBHOCTD B
xuBonucy Macrepa. O6 3TOM cKka3aA B CBOel ITyOAU-
karu A. Apax: “TleTpuikuit BAapeA cBOeoOpasHoil
IAAUTPON < ... > OH AIOOHA OTKPBITHIE, HACHIIIEHHBIE
IIBeTa — KPaCHbIH, CUHUH, 3eA€HbIi. FHOorAQ Kaza-
AOCb, YTO OH YMBIIIAGHHO HapylIaeT KAACCHYeCKUe
IIBETOBbIE COYETAHMS, KOTOPbIe II0 KAaHOHAM >KHUBO-
mcu 06pasyloT ToHaAbHYI0 rapmoHuio. Ho koraa
BHHMaTeAbHee BCMATPHBACIIbCS B IIPOU3BEACHHS
MacTepa, IOHMMaelllb, YTO 3Ta KPACOYHOCTDb OT Ha-
poanoro ucroynuka” [7, C.9].

HHTepec K CTaHKOBOH KapTHHE, B YaCTHOCTH,
K II€N3)KHOM XXUBOIKMCH, MAarUCTPAAbHOM AMHHMEN
IIPOXOAUT CKBO3b BCIO TBOPYECKYIO )KM3Hb MacTepa.
HecmoTps Ha cBOO 3aHATOCTD B TeaTpe, Ilerpurr-
KMH B XapbKOBCKHM U IEPBbIA KUEBCKUHI IIEPHOA
(1920-1930-€ ropbr) yAGASA BHUMAHHE CBOEMY JKH-
BOIIICHOMY HACAEAMIO, PaboTasi Hap Ief3axaMu,
HOPTPeTaMH M HaTIOPMOPTAMH II0 HECKOABKO JacOB
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B A€Hb, TaK KaK CYMTAA CTAHKOBYIO TBOPYECTBO QyH-
AQMEHTOM AASL CBOEH AeATEAPHOCTHU KaK XYAOXKHHKA
tearpa. [IpurjeapHoe BHUMaHHe K CTAHKOBBIM poOp-
MaM B HCKyCCTBE MOKHO IIPOCAEAUTD CO BpeMeH y4é-
651 [TeTpUIIKOTO B XYAOXKECTBEHHOM YYHAHUIIIE, BEAD
TOTAQ Ha $OPMHUPOBaHKE FOHOTO XYAOXKHHKA OKA3aAH
3HAYUTeAbHOE BAMSHHE AaekcaHApP Mypamko u Qé-
aop Kpuuesckuit. A B AaabHeHIIIeM, B MOCKOBCKHIH
IIEPUOA OH IIPOAOAXKAET OOydUeHre CTAHKOBOMY HC-
KYCCTBY B MaCTE€pPCKOM ,A,peBnHa-YAaAbHOBoﬁ BO
BXYTEMACe, HecMOTpsI Ha TOTAAbHOE FOCTIOACTBO
B TOTAQIIHEM HCKYCCTBE MOHYMEHTAAbHBIX U AGKOPa-
THBHO-IIPUKAAAHBIX $OPM, KOTOPbIE IMEAH HOAbIIIe
$YHKIIMOHAABHOE 3HAUeHHE U OIPEACASANCH ITOAU-
THKOM rOCYAQPCTBA IPUOPUTETHBIMH, B TO BpeMs Kak
3HayeHHe CTAHKOBOT'O MCKYCCTBa HUBEAMPOBAAOCD.

OcHoBHbIE TEeHAGHITMH, MIPUCYITHE SKHBOIIHC-
HbIM o6pasnam Ilerpunkoro 1920-1930-x ro-
AOB — 3TO AMPHU3M, KaMEpHOCTb, obpaleHne K
[IAHOPAaMHOMY IPUHIIUITY H300paxkeHus,, AFOOBb
K HeIIPUXOTAMBBIM YTOAKaM IOPOACKOM cpepbl B
HEKOTOPBIX TPOU3BEACHHIX IIPOCAEKHUBACTCS Ae-
KOPAaTHUBU3M U YCAOBHOCTD, ITIepecedeHHe C s3bIKOM
TeaTPaAbHO-A€KOPAIJMOHHOI'O UCKYCCTBA, BEAD PSA
TearpaAbHbIX paboT ITeTpuikoro mo cBoeit popme
U TeMaTHKe IPOAOAKAIOT IPHUHIIUIIBI MeH3aXHOT0
HACAEAMS XXUBOIIKCIIA.

XYAOKHHK B CBOUX FOPOACKHX XOACTaxX obpaira-
€TCs K [IePEeO0CMBICACHHUIO allllapaTa MMIIPECCHOHU3Ma
U IIOCTUMITPECCHOHU3MA, 00paIjaeTcsi K aBaHTapA-
HBIM IPAKTHKAM, YAaCTHYHO HACAEAYsl eBPOIeNCKIX

XYAOKHHKOB (B 9acTHOCTU AepeHa U YTPUAAO) TIO
HICTIOAB30BAHHbBIM )XUBOIIHCHBIM IIPUHIUIIAM, YCAOB-
HOCTH U300paXKeHUs], AOKAABHOMY KOAOPHUTY U BBI-
00pY mei3a>KHBIX MOTHBOB.

Ieit3axxu [TeTpUKOro CTOST OCOOHSIKOM B yKpa-
HHCKOJ >KHBOIIUCH, IIOCKOABKY C OAHOM CTOPOHBI,
XYAOYKHHKA HHTEPEeCOBAAA TOPOACKASI MOTUBHUKA, A C
APYTO¥ CTOPOHBI, )KMBOIIKCEL] He IPOCAABASIET B CBO-
X [IPOU3BEACHISIX YPOAHICTUYECKIE AOCTIDKEHMS,
CTpPEeMUTEABHBIE PUTMBI BpEMEHH U Pa3BUTHE IIPO-
MBIIIAEHHOCTH (4TO MOXKHO YBHAETb B €T0 XYPHAAD-
HO rpaduKe M KHUKHON HAAKOCTPALIUH) OAHAKO, B
OTAMYHE OT MACTEPOB — HAEHMHBIX IIOCAEAOBATEAEH
IIepPEABIDKHUYECTBA, b IIEM3AKY SIBASIIOTCS IIpe-
HMYIIEeCTBEHHO PyCTUKaAbHBIMHE, [leTpuiikuit mpu-
beraeT K M300paKEHUIO OKPAUH U 3aXAAMAEHHBIX
3aABOPKOB, HHOTAQ K CEAbCKHM ITeH3aXKaM, KOTOpbIe
HAIIOAHSIIOTCS B €I0 TBOPYECTBA OCOOBIM MEUTATEAD-
HbIM HACTPOEHUEM, HO AQKe B HUX aBTOP Ipuberaer
K U300 pasKeHUIO U3MEHEHHbIX COCTOSIHHI IIPUPOABL,
HaAeAsleT IOAOTHA aTMOCePOil TpeBOrH, HeCIIoKoi-
CTBa, 9K3aABTUPOBAaHHOCTH (IIpeArpo3oBoe Heba,
3akar Ha kaprunax “C pa6orst” (1938), “Yrpennuit
Bopomoit” (1935). AaHHas TeHACHIMS IPUOAKAET
[TeTpUIIKOTO K pOMAHTUYECKON TPAAULIUH. XYAOXK-
HUK B CBOMX IT€H3a)KaX SIBASIETCS IIPOAOAXKATEAEM
U CTOPOHHHMKOM KAMEPHOM AUHUH, HO HHOTAQ €TI0
neizaxu (B yvactrocry, “Xapbkos HouHoit” (1934
1935), “Yroaok Xappkosa” (1925) HecMOTpsi Ha BbI-
OpaHHBII HEIIPUXOTAUB MOTHB SIBASIETCS POMAHTH3HU-
POBAaHHBIME B CBOEM HACTPOEHHUIL.
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The study of the specifics of Ukrainian music and
drama theatre formation in the projection of histori-
cal retrospective is due to the intensive search for
new conceptual foundations for the revival and de-
velopment of Ukrainian theatrical culture. Ukrainian
folklore is an integral part of the historical memory
of the Ukrainian people, a vivid manifestation of na-
tional and cultural identity, an integral part of the
dramatic palette of the Ukrainian music and drama
theatre, which is syncretical in its essence.

The coverage of trends and ways of development
of Ukrainian theatrical art is devoted the works of
D. Antonovych, N. Andrianova, O. Krasylnykova,
B. Romanytsky and oth. Historical-ethnographic
and folklore aspects of the Ukrainian culture forma-
tion are covered in the works of F. Kolessa, A. Iva-
nytskyi, S. Grytsa, O. Pravdyuk and oth. However,
despite the significance of the scientists work, the
study of specific features of the Ukrainian music and
drama theatre formation in the aspect of the national
cultural tradition and the projection of contempo-
rary art trends still requires a historical and art-study
analysis. Therefore, the purpose of this research is

to highlight the introduction specifics of Ukrainian
folklore on the national theatre-professional stage
and determine its role in the process of the Ukrainian
musical and drama theatre formation of the last third
of the XIX century.

The analysis of archival, historical, and scientific
sources containing valuable material about the pecu-
liarities of the Ukrainian stage art formation proves
the fact that Ukrainian folk music (ritual and game
ones) is the source of the origin of the Ukrainian
theater and drama. The beginning of the theatrical
action, in particular, ceremonial games (mass round
dances, vesniankas, hayivkas) gradually evolved into
more complex theatrical forms: games of folk actors,
theatrical and carnival acts, theaters of calendar ritu-
als, nativity show dramas.

In the course of evolution, ritual games differenti-
ated into related types — folk rituals and drama that
contained techniques of theatrical expressiveness
(word, dialogue, rhythmic movement and song) and
gradually transformed; the elements of stage action
were not only illustrative but also had psychological
coloring — they conveyed actors’ feelings and mood,
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their relation to the depicted events, phenomena of
nature, etc. Later, certain theatrical form has already
started to combine with a specific plot, characters,
and elements of decorative design in folk rituals. That
means that beginning of the theatrical action had al-
ready the dramaturgy (the artistic image, dialogue
and movement), transforming in its turn folk cer-
emonies (wedding and Christmas ones) into small
narrative plays. Folklore starts to reflect the totality
of different national archetypes (mythological, reli-
gious, historical, ethical, aesthetic, figurative, etc.).
The folklore heritage of Ukraine was passed on from
generation to generation, creating the traditions of
the nation.

Ukrainian folklore is an integral part of Ukrai-
nian national spiritual culture, an important regula-
tor of public consciousness, since it is a social value,
reflects historically-cultural development, philo-
sophical ideas and views, mental characteristics
of the Ukrainian people as an ethnos, its customs
and traditions, creative and spiritual achievements
and values, which the Ukrainians were creating over
the centuries.

Defining the historical value of Ukrainian folk-
lore, A. Ivanytskyi notes: «The historicism of folk-
lore is a category of content inherent in the oral
folk art of each nation, because folklore is a part of
the history of the people, the history of its culture,
and it is history it self>» [4, 131].

Ukrainian music and drama theatre came out of
the people and synthesized not only the principles of
«transformation» and «deeds>, but also the game,
authentic and secondary folklore, way oflife, rituals,
ethnography. Thus, the social essence of the Ukrai-
nian music and drama theatre allows it to act as a so-
cial institution that ensures the historical continuity,
assimilation and reproduction of cultural, social val-
ues, rules, norms and standards.

Namely as the system component of that time
society, the Ukrainian music and drama theatre sur-
vived, adapted and integrated into the policultural
society of the Russian and Austro-Hungarian em-

pires of the last third of the XIX and the beginning
of XX century, performed a number of ethno-social
roles — ethno-preserving, ethno-consolidating,
nationalizing, propagandizing national culture and
theatrical art.

During the period under review, Ukrainian music
and drama theatre became a bright national phenom-
enon, a source of an indestructible national spirit,
since the socio-political, economic and national cul-
tural conditions in which the Ukrainian community
existed were aimed at the complete destruction of
the Ukrainian ethnos and Ukrainian culture.

The state power of the Russian Empire denied
the identity of the Ukrainian nation and believed that
the further development of Ukrainian culture would
lead to a national-spiritual revival, an independent
socio-political and cultural life, which would entail
the destruction of the state-political unity of the
empire. The power structures, carefully performing
their functions, controlled the activities of the Ukrai-
nian intelligentsia, trying to direct it exclusively to
the cultural sphere, to prevent the manifestation of
the national ideology towards awareness of Ukrai-
nian sovereignty and also to prevent an active politi-
cal struggle for national and social liberation [3, 67].

Censorship has become the main instrument
for introducing the imperial policy of Russification.
In order to ensure constant ideological control, Main
Directorate of Censorship operated with commit-
tees in some large cities of the empire, which was
divided into internal, foreign and departmental
(spiritual, theatrical, military) censorship. Censor-
ship, being an instrument of the political system, was
hostilely not only to Ukrainian-language works but
also to the entire Ukrainian culture as a whole.

It was extremely difficult to get permission to cen-
sor the publication of Ukrainian-language works of
Ukrainian intellectuals. After the examination, local
censors had to send manuscripts to the Main Direc-
torate of Censorship of the Press, which in turn sent
them to St. Petersburg Censorship Committee, which,
after viewing, returned them again to the Main De-
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partment for its conclusion. After studying all previ-
ous conclusions, the head of the Main Directorate for
Censorship of the Press decided their future [8, 10].

Thus, the acting bureaucratic-repressive, censor-
ship apparatus carried out the unification of the po-
litical consciousness of the Ukrainian intelligentsia
and the assimilation of the Ukrainian nation as such.
However, no matter how the imperial power tried to
ban the language, in the last third of the XIX century
the Ukrainian nation really existed in the number of
about 35 million people, whose sign of identification
was the Ukrainian language and culture [4].

Ukrainian music and drama theatre of the last
third of the XIX century, based on high Shevchenko’s
commandments, has turned into a powerful factor
of national identification and formation of a nation.

The founders of the Ukrainian theater — M. Kro-
pyvnytskyi, N. Sadovskyi, I. Karpenko-Karyi, M. St-
arytskyi, M. Zankovetska, P. Saksaganskyi directed
their activity to the withdrawal of Ukrainian theatri-
cal culture from the colonial state to the European
way of development, assertion of a national style in
one’s own creativity, popularization of the Ukrainian
artistic heritage among people at large. They realized
the historical mission of the theatrical art in upholding
the rights and freedoms of Ukrainian society, in assert-
ing its spirituality, in protecting its national identity
and preserving both the ethnos and the nation.

In order to fulfill these nation-forming tasks, the
leading theatrical figures used all their creative instru-
ments — musical-dramatic, ethnographic-everyday
specifics of the repertoire, ethnographic character of
the scenery, costumes, choreographic design of the
performances.

It was Ukrainian folklore that was the main fea-
ture of the Ukrainian musical and drama theater, it
acted as a powerful ethno-consolidating factor, in the
deformed conditions of existence of the Ukrainian
ethnos.

Ukrainian folklore has become an integral part of
the dramatic palette of Ukrainian musical and dra-
matic performances: «Natalka Poltavka>, «Mos-

kal-magician> by I. Kotliarevskyi, «Zaporizhzhian
cossak over the Danube> by S. Hulak-Artemovskyi,
«Oh, do not go Hryts to vechornytsi» by M. St-
arytskyi, «Vechornytsi>» by P. Nishchynskyi, «Kat-
eryna» by M. Arkas and oth [7,231].

Musical folklore pieces in Ukrainian musical
drama performances were an important means
of improving the psychological typification of ac-
tors, reproduced the ethnographic and everyday
atmosphere of scenic action, contributed to the au-
thentic, profound disclosure of the artistic content
of the work and made a direct impact on the viewer.
Representatives of various classes and social layers,
with their characters, inner experiences, and conflict-
ing spiritual worlds were reflected in the everyday
types created in an artistically-scenic way.

Ukrainian folklore — lyrical, dance-comic songs,
romance songs — was included in I. Kotlyarevskyi’s
plays «Natalka Poltavka» («Noise in the oak wood>,
«The Neighbor’s house is white», «The cossack
walked from the Don>, «Vorskla River> ), «Moskal-
magician» («Ever since I got married», «Oh, the
wind does not blow from there>, «He was there and
now there isn’t, he went to the mill» ), in M. Starytskyi
«Oh, do not go Hryts to vechornytsi>» («Oh, there is
a well in the field, water flows from it», «Oh, blow,
blow a stormy wind> ) and oth [6, 70].

Calendar-ritual folklore (vesnyankas, haivkas,
carols, scenes of the wedding action) has become a
unique decoration of many Ukrainian musical and
dramatic performances. Ritual Christmas carols
became a part of the plays: «Nazar Stodolya» by
T. Shevchenko, «Oh, do not Go Hryts to Vechor-
nytsi» by M. Starytskyi, Vesnyankas and haivkas
were introduced in the play «Bondarivna» by M. To-
bilevych, Kupala’s songs were included in the play
«Night on Ivan Kupala» by M. Starytskyi. Musical
pieces from the wedding rite became the decoration
of these plays: «Matchmaking at Goncharivka» by
H. Kvitka-Osnovyanenko, «Nazar Stodolya» by
T. Shevchenko, «Two families>», «Songs in roles>
by M. Kropyvnytskyi, «Chornomortsi» by M. St-
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arytskyi and oth [6, 80-81]. Ukrainian musical- Thus, Ukrainian folklore was an integral part of
drama performances reproduced the national psy-  the drama of Ukrainian music and drama theatre,
chological type of the Ukrainians, propagated their ~ contributed to the preservation and cultivation of
ethnographic features and customs, promoted na-  the Ukrainian people’s historical memory, awareness
tional-spiritual awakening and were extremely popu-  of their own national and cultural identity.

lar among the general public.
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Human development cannot take place away
from the culture, because the culture is a process of
comprehension and change of a nature, human’s own
existence and society, as well as realization of his es-
sential forces for preservation and improvement of his
own life and activity. Culturological analysis based on
achievements and methods of the history, archeol-
ogy, anthropology, ethnography, philosophy, logics,
linguistics, philology, art study, sociology and other
sciences show that a high spiritual-moral culture is a
key of all problems of the humans and the bases of the
national security and welfare. It is an only way of res-
cue, development and prosperity of a human and a so-
ciety. Highly cultured man is a main national wealth of
every country. When the cultural level of the people is
low, material welfare and rich natural resources do not
give expected results in the social development of a
human, do not guarantee happiness [3, P. 6].

Non-governmental organization is an essential
attribute of a democratic state.

Non-governmental organizations become seri-
ous practical schools for training the personnel for
the state administration system implementing an
activity directed to helping the state in solution of
anumber of social-cultural problems of the citizens,
as well as in organization and management of the
society. They promote universal knowledgeable per-
sonalities and help to form leaders.

According to the reports of the Council of Eu-
rope experts on Azerbaijan culture, it is stated that
despite the large number of NGOs related with the
culture registered by the Ministry of Justice, the re-
lations with the civil societies is still weak. That is
also the case with respect to local authorities. In the
future, the role of the civil society and local authori-
ties will be very important in the development of the
cultural sector.

In order to conduct researches and experi-
ments in this field we recommend for the civil soci-
eties and local authorities the pilot projects related

54



ROLE OF NON-GOVERNMENTAL ORGANIZATIONS IN DEVELOPMENT OF AZERBAIJANI CULTURE

to culture which are created and developed in the
regions and directed to review the culture from the
point of view of participation and decision-making
(not theoretical, in practical and applied way). We
highly appreciate the Ministry’s intention to expand
the relations with the NGOs in the future and to in-
volve them in joint projects. That is, for example, such
fields as community culture, culture and develop-
ment, culture and urban revival, culture and health,
culture and youth activity should be explored.

NGOs perform a variety of projects in order to
carry out their missions, publish books, magazines,
brochures, hold scientific researches, national and in-
ternational conferences, seminars, round tables, com-
petitions and festivals. In order to solve human and
social development problems they cooperate with
government agencies, business and public organiza-
tions, as well as international funds and agencies [4.
P. 522-523]. Assistance in formation of a new cultur-
al policy in Azerbaijan is very important in terms of
the activity of non-governmental organizations and
here the role of the Azerbaijan Cultural Association
“Simurg” should be emphasized.

The mission of the Association is a contribution to
the social and cultural progress, to the development
of science, education and training in Azerbaijan, to
provide scientific assistance for the development of
cultural science, and to promote Azerbaijan science
and culture abroad [6, P. 78-79]. One of the main
aims of the Association is to explore the progressive
practice of the world culture and history in systematic
culturological way and to use it in a creative way for
democratization and modernization of the Azerbaijan
society and state, as well as for international cultural
cooperation. The scientific basis of the association’s
activity is based on a contemporary cultural concept
and methodology considering the culture as a creative
life activity of a human providing peace, intellectual
and social progress. Based on Azerbaijan’s national in-
terests and the demand for modernization, the asso-
ciation prepares practical recommendations on the
basis of systematic cultural studies designed for cul-

ture management on implementation of progressive
reforms in the culture field. The association has pub-
lished a series of monographs, books and magazines,
hundreds of scientific articles on the history and theo-
ry of the world and Azerbaijan civilization. Among the
published works, in particular, the textbook of “Cul-
tural study”, the monograph “Cultural study as a way
to and effective life and activity”, the books “Norway’s
culture in the context of the world civilization”, “As-
sistance in the new cultural policy”, “What is the cul-
ture of peace?” “Global management in turning stage:
innovative approaches to protection of peace in the
changing world’, the collections “Culture and society”,
“Culture and Azerbaijani youth [6, P. 78-79] can be
set as samples.

The non-profit organization “YARAT” found-
ed in 2011 operates in the field of development of
modern art in Azerbaijan and its comprehension by
a society, as well as promotes Azerbaijan culture on
domestic and international level. The main activity of
the organization “YARAT” which is located in Baku
and the name of which has been derived from the
word “yaratmaq’) i. e. “to create” is to organize exhi-
bition programs, educational events, and festivals.
It is engaged in realization of dialogues between lo-
cal and international art networks, as well as various
foundations, galleries and museums and to conduct
the experience exchange. A series of training pro-
grams carried out on the global level create opportu-
nities for the intercultural dialogue and cooperation.

The main goal of YARAT is establishment of a
professional platform directed for motivation and
development of young and talented generation, as
well as support of the students and graduates of the
art institutions through the project “ARTIM Young
Artists Project”. And it, in its turn, means an oppor-
tunity for the artist and his works to participate in
a professional environment, to attract attention of
other art organizations, to forging a successful ca-
reer in the field of contemporary art acquisition.

By holding lectures, seminars and master-classes
related with contemporary art, YARAT will apply a
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special training program, and artist- resedentions
will also be organized. In 2000, the Association has
been included to the database of the Council of Eu-
rope for Cultural Policy and has been accepted as a
member of the World Association of non-govern-
mental organizations operating under the UN. About
100 members of the Association were awarded with
an international honorary title “Ambassador for
Peace”) [6, P. 78-79]. Within framework of always
acting cultural seminar “Culture and Society oper-
ating since 1990 more than 200 scientific and edu-
cational seminars, conferences, round tables, focus
group trainings were held in Baku and in the regions
of Azerbaijan which were attended by thousands of
specialists, listeners and foreign specialists from dif-
ferent segments of population. At the end of the 90s
for expansion of the researches in the field of culture
study and democratization of national culture, the
association established Culture Study Society, Inter-
national Cultural Forum of Civil Society, as well as
Azerbaijan NGO Forum [6, P. 78-79]. In the mod-
ern world civilization culture policy of democratic
states prepared on methodology and achievements
of the culture study is the most important condition
for building a stable, safe, competitive legal state with
an efficient economy and with a wealthy middle class
from social point of view. In order the new cultural
society of Azerbaijan Republic to be more effective
and correct and be compatible with national inter-
ests, first of all, on the basis of it there should be a
broad scientific concept perceived as “the full social
system’, “the second artificial nature”, but not a lim-
ited understanding remained from the Soviet era [ 7;
8]. In this regard, the new cultural policy should give
an impetus to the rapid development of intellectual,

moral and ethical, governmental, legal, administra-
tive, military, consuming, household, social and in-
ternational relations. In fact, the socio-cultural policy
should contribute to preservation of cultural heri-
tage and development of artistic culture, production
culture, domestic culture, health, ecology, physical
culture, sports, tourism, book publishing and other
activities of human life.

According to the opinion of the experienced ex-
perts in the field of culture study, successful man-
agement of cultural development is related with
solution of the following tasks: with the develop-
ment of a human capital providing stable society
and ensuring competitive sustainability in the con-
text of globalization and with formation of leaders;
with establishment of an efficient governmental and
non-governmental cultural and educational system
providing high comprehension level of the innova-
tive culture by the people masses and intellectual
development and education of the youth and chil-
dren; sustainable development of national art and
protection of cultural heritage; with modernization
of moral (mental and spiritual) and material cul-
ture of society; with development and expansion of
cultural exchange with the leading countries of the
world; with ensuring development of the country’s
cultural potential, social technology of society and
social cultural systems, information, communica-
tion, urban, medical, ecological culture, democracy
and civil society culture, legal and political culture,
management and parliamentary culture [7; 8].

In addition to these duties, such associations can
be an additional source of funding for various projects.
These measures willimprove both the confidence and
participation of the cultural world [2, P. 312].
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OCOBEHHOCTU MY3bIKAJIbHOIo NPOCBELLEHUA
B KOHTEKCTE COBPEMEHHOW KYJ1bTYPbl POCCUU

AHHOTaI.H/IH: B cTaTpe AHAAUBHUPYETCA cneunqua I.IeAefI MY3bIKAaABHOTO ITPOCBEIEHMS B YCAOBH-

SIX COBPEMEHHOM KyAbTYPHI 001IIeCTBa «IOTpebAeHMs >, CTaBUTCS BOIIPOC O HEOOXOAUMOCTH IIPO-

CBCIIICHUA I1O0 CAYLHaTeAbCKOfI AYAUTOPHH B ccl)epe KAQCCHYEeCKOM MY3bIKHM M KaK OCHOBBI pa3BHUTHS

AYXOBHOII KYABTYPBI 001II€CTBa, ¥ KaK YaCTU COBPEMEHHOTO PBIHKA.

KaroueBbie cAOBa: My3sbIKaAbHasl KyAbTypa Poccun, My3bikaabHOE IpOCBeleHre, TPAaAMLIUS, KAaC-

CH4ecCKas My3bIKa, COBpEMEHHbIE TEXHOAOI'HH, l'IOTPe6I/ITeAb, CAYIIATEAbD.

My3bIkaAbHOe MpOCBellleHre OBIAO U OCTAeTCs
AKTYAAbHBIM HAIPAaBACHHMEM B €BPOIIEHCKON M pOC-
CUVICKOM KYABTYPE YK€ HECKOAbKO CTOAETHH, CTaB
TPAAULIMEN, OTIPEAECASIONIEN BO MHOIOM AyXOBHO-9CTe-
THYeCKHe IIeHHOCTU U COBpeMeHHOTo YeaoBeka. Kak
M3BECTHO, LJeAbI0 My3bIKAABHOT'O IIPOCBEIeHH CTaHO-
BUTCsl HAYYUTb [IOHUMATD A3bIK My3bIKAABHOI'O UCKYC-
CTBa, AA 1 B IIEAOM SI3bIK MUCKYCCTBA. «<I3bIK HCKyCCTBa

BbIPACTaeT HA OCHOBE CBSI3U HCKYCCTBa C 0OpasoM
KU3HH, TIPOSIBASISL COOOI COLIIOKOA, BHEHACAEACTBEH-
HOM CHCTeMbI ITePeAaYr MHPOPMALIMU OT IPOIIAOTO
K 6yaymemy> [ 1, 9] mosTomy cToAb BaxkHO IpHO6Ie-
HYe KQKAOTO HOBOT'O ITOKOAE€HUS K 60raTCTBaM U KAAC-
CMYECKOTO HACAEANS], M HOBALIMAM COBPEMEHHOCTH.
MyspikaAbHOE TNPOCBEIIeHHE CTAAO BAXKHOM
6a3ucHoOM TPaAMLIMEN €BPOIIEMCKOM M PYCCKOM
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nuBuAn3anyil. Kak coBepineHo cripaBepAMBO OTMe-
gaer akaaeMuk 3ameconkuii A. C. B pabore «O cym-
HOCTH KyABTYPHOI TPaAuIun> | 2, 89]: «6aaroaaps
TPAAULUSIM COXPAHSIETCS. OOTaTeNIINil IIOTeHI[HAA
KYABTYPBI... CTAHOBUTCSI BO3MOXXHBIM B3aUMOAEH-
CTBHE KyABTYPHBIX 3II0X U IleHHOCTei>. [lompiTka
CAOMATh TPAAUITUH IIPUBOAUT K IT€YAABHBIM ITOCAEA-
CTBUSAM, SIPKUM IIPUMEPOM TOMY CTaAd POCCHICKas
KkyabTypa B 1990-x ropax. OHa xapakTepHu30BaAach
He IPOCTO YTPaTOM TPAAUILUI, HO U PAAMKAABHBIM
OTKa3OM OT HHUX, BEAYIIMM K U3MEHEHHUIO <«KYAb-
TypHOI MOpAeAr> |2, 94 ], 4ro mpuBeAo $pakTHdecKu
K «HPaBCTBEHHOMY TIaACHHUIO HapoAa> |3, 6] u3-3a
6e3AyMHOTO 3aMMCTBOBAHMSI BCETO 1 BCsL. Xapakrep-
HOH YePTOH 3TOI'0 IPOLECCA CTAA ACMOHCTPATUBHBIA
OTKa3 OT KAACCHMYEeCKOT'O HCKYCCTBA, KAACCHUYEeCKOM
MY3BIKM KaK HOCHTEABHHUIIBI (YHAAMEHTAABHBIX
AYXOBHO-3CTETUYECKUX II€HHOCTEH €BPOIEMCKON
LUBUAM3ALUK B obmecTBe. TopikecTBO, OyKBaAb-
HO, BYABIapHOM IICEBAOXYAOXKECTBEHHOMN MY3bIKH
IO THITY ITeCeHOK IPYIII «/AaCKOBBIH Maii», «Kom-
buHanusa», «AoHa» U T.I. B mocaepHee Bpems,
BO BropoM AecsituaeT XXI cToaeTns HabAropAaeTCst
3HAUYUTEeAbHOE U3MEeHEeHUe CUTYAI[U! CO BHUMaHHeM
CAYIIATEAbCKOM ayAUTOPHH K KAACCUYECKOM MY3bl-
ke 1 Hacaeario. PuaapMoHMYeCcKHe U KOHI[ePTHBIE
3aAbl TIOAHBI, BO3POCAO KOAWYECTBO KOHIIEPTHBIX
MIAOIIAAOK, peCTHBAACH KAACCHIECKON MY3BIKH, CO-
BepLIEHHO OY€BHUAHO, YTO B POCCHIICKOM COBpeMeH-
HOM 001IeCTBe eCTh COIJUAAbHBIN 3aKa3 Ha [IEHHOCTH,
CBsI3aHHBIE C 9TUM HaIlpaBA€HHEM B HCKYCCTBe.
Kaaccuyeckast My3bIka, II0 COBepIIEHHO BEPHOMY
3aKAIOYEHHIO pOCCHIICKOro My3bikoBeaa Konen B. A.
dopMupoBarach 1MOA OOABLIMM, OIIPEAEASIOIINM
€ro CyTb, BAMSIHHEM BbICOKOM XPHCTHAHCKOM HAEH,
«ee ICTHHHOCTH U IIPaBABL>» 4, 46-58]. AyxoBHOe
COBEpIIEHCTBOBAaHHE B OCHOBE KAACCHMYECKOI'O HC-
KyCCTBa U MYy3BIKH, OAHAKO HX ITOCTIDKEHHE BO BCel
IIOAHOTE TpeOyeT OATOTOBA€HHOCTH U 3HAHHUIL.
Haao oT™MeTuTh, YTO B KAKOM CMbICAE YXKe Tpa-
AUITHOHHON AASI OTE€UECTBEHHOM U 3apy6e>KH0171
MBICAH CTaA BOIIPOC O CIIOCO0aX, METOAAX U popMax

IPHOOIeHIs K UCKYCCTBY, B YaCTHOCTHU My3bIku. Ha-
IpUMep aMepUKAaHCKUe COLMOAOTU YTBEPXKAAIOT:
«... ECAVL AFOAV He AIOOSIT U He TOHMMAIOT UCKYCCTBO
I0-HACTOSII[eMY, OHU BPSIA AHL CTAHYT PeryASPHO I10-
Cell[aTb TeaTPbl U KOHL[EPTHI U IPEATIOUYTYT AOBOAb-
CTBOBATbCSI APYTHMH CIIOCOOAMH ITPOBEASHUS AOCY-
ra» [S, 636]. A pparuysckuit conmoaor I1. Bypape
Pa3paboTaA [jeAyI0 KOHIEIIHIO «KYABTYPHOIO Ka-
nurasa>» [ 6] Kak HeO6XOAMMOTO YCAOBHS TOATOTOB-
AEHHOCTH YeAOBeKa K COBpeMeHHO )KU3HU, CUCTeMe
06pa3oBaHus U MPOPECCHOHAABHON PeaAH3alIUIL
OueHb BaXHOM B 9TOM CMBICAE CTAHOBHUTCSI X KYABTY-
POLIEHTPUYHASI CUCTeMA IOATOTOBKH OYAYIIUX CITe-
riaauctoB B CankT-ITeTep6yprckoM ryMaHHTapHOM
YHUBepCUTeTe IMPOPCOI030B, B KOTOPOIl OTPOMHOE
BHHUMAHH€ YAEASIETCSI B TOM YHCA€ U My3bIKAABPHOMY
IPOCBEIEHNIO CTYAGHTOB 4epe3 KOHIIEPThI KAAC-
CHYeCKOM MY3BbIKH, HAIPUMep, B UCITOAHeHHU TaB-
pHYECKOrO CHMPOHUYECKOTO OPKeCTpa, OpKecTpa
POTOBBIX UHCTPYMEHTOB U T.A. OTeuyecTBeHHbIE
¥ 3apyOesKHbIe yueHble HACTOUUBO IPOBOAST MBICAD
O BOCIIUTAaHUU IIOATOTOBAEHHOT'O CAYILIATEAS U 3pH-
TeAsl, KOTOpasi, 6e3yCAOBHO, He HOBA, HO IO IIPEX-
HeMy akTyaAbHa. [IpepcTaBasieTcs, 4TO crienMaAu-
CTaM COBPEMEHHOTO MY3BIKAABHOTO IPOCBelleHM s,
OIMPAsICh Ha OIIBIT IIPEALIECTBEHHIKOB HEOOXOANUMO
YUUTBIBATb LIeABIH PsiA GpaKTOPOB, BeCbMa AAAEKUX,
3a49aCTY0, OT YMCTOM KAACCHIECKOM MY3BIKH, HO CBSI-
3QHHBIX C IIOHSATIHSIMH < PBIHOK>, «IIOTpeOUTeAn >
(KOTOpBIM ele HAAO CTAaTh CAYIIATEASMH).
CoBpeMeHHOe 00IeCTBO U ero ObITHE 3a9ACTYIO
CBSI3BIBAETCSI C IOHSTHEM TOTPebAeHHUe, K OCHOBHOM
AKI[eHT — IOKYIaTeAU. AefCTBUTEABHO, CYIIHOCTD
PBIHOYHON CHCTEMbI COIJHAABHO-9KOHOMUYECKHX
OTHOIIEHHI ¥ OCHOBAaHA Ha pOPMyAe «KYIIH-IIPO-
Aait>. IIpu aToM morpebureaeit B 3TOM MapapUrMe
9KOHOMHYECKOTO Pa3BUTHUSI AOAXKHO CTAHOBUTCS
Bce Ooabire u 6oasure. [IpoTuBOpeure Bo3HHUKaeT
B 9TOI1 CUCTEMe, KOTAQ HEAOCTATOYHO YAOBAETBOPHTb
TOABKO IIPOCThIE OTPEOHOCTH, HAIIPUMEP, BKYCHO
U pasHOOpasHO KyIIaTh, HO HY>KHO ellje X O BBICO-
KHUX MOTPeOHOCTSIX AyMATh U MAAO TOT'O, PACIIUPSTh
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IpeAAOXKEHHE B 9TOM cdepe Kak TPeOyIOT TOro 3aKo-
HbI pa3BUTH PHIHKA, 2 CAEAOBATEABHO, pOPMHUPOBATD
HOBbIe OTpeGHOCTH [7], B 9acTHOCTH | B cdepe
KAQCCHUYECKOTO MCKycCcTBa. YTOOBI MX pOPMHUPOBATH
HedoCMamo4Ho MOAbKO NACCUBHOZ0 CAYUWLAHUS, OHO
He cOeAaem nompebumenss pecyASpHoImM 3aKas4uKom,
HYJCHO euje NOHUMAHUe, NOCMuUXceHUe KPAacomol Kax
0CHOBbL KAACCU1ECKO20 UCKYCCIMBA, A Yepe3 NOHUMAHUE
Popmuposarue nocmosHHoL nompebHOCMU 8 HeM.
Kpusuc «norpebaeHms>» KAACCUYECKOH My3bIKU
B 1990-x ropax u paree B Poccuut ObIA BbI3BaH L{€ABIM
PSAAOM HECOOTBETCTBMII Ha HAIll B3TASIA: CTPEMAEHH-
eM IPOCBeIaTh HApOA, IPHUOOIIATh ero K BBICOKOMY
HCKYCCTBY U MACOAOTHYECKU-AaAMUHUCTPATUBHOM
PeryAupOBaHUH IOCeNeHHiT KOHIIEPTOB KAaCcCHYe-
CKOM MY3BIKH Yepe3 CUCTeMy «Harpysku» (Harpys-
Ka B BUA€ OMAETOB Ha KOHIIEPT KAACCHIECKOM My3bl-
KU O4eHb IIPAaKTUKOBAAACH, €CAM, HATIPHMep, IIOKYIIaA
OHMAeTbI Ha KOHLIEPT MOITYASIPHOM 9CTPAAHOI 3BE3AbI
TOrO BpeMEeHH) GHAETOB K KOHI[EPTaM 3CTapPAHBIX
3Be3A, YTO IPUBOAUAO K HUBEAMPOBAHUIO IIeHHOCTHU
KAAQCCHYeCKOM My3bIKH B CO3HAHUU IIOKYIIATEASI-CAY-
IIaTeAsl C OAHOM CTOPOHBDI, M BBICTYIIAAO Pa3ApaXka-
IOITUM $AKTOPOM ITO HECKOABKHMM ITOBOAAM — 9KO-
HOMUYEeCKOMY, IIPUXOAUAOCH ITAQTUTD ellje U 33 HUX,
U OXXUAAHHE CKYKH, IOTOMY YTO, HUYero He ITOHST-
HO; HEIIOHSATHOCTb MY3bIKH, KOTOPYIO NPpUXoo0uLoch
cAymIaTh. be3ycaoBHO, B COBETCKOM CHCTEMe MY3bl-
KaABHOT'O TPOCBeIeHHs CyIeCTBOBAAO 3HAYUTEAD-
HOe KOAUYeCTBO AEKTOPOB, IIPEABAPSIONUINX CBOUM
CAOBOM 3By4aHHE KAACCHYECKOTO IPOHU3BEAEHMS,
6bIAQ BHICTPOEHA CHCTEMA My3bIKAABHOI'O IIPOCBe-
IeHHsl, ONMpPABIIASCS Ha HMAEI0 PABHOIO pacIipe-
AGAEHHSI AOCTIDKEHMI KyABTYPbI: «AyXOBHas U Ma-
TepHaAbHasl ACSITEABHOCTb, HACALKAEHHUE U TPYA,
IIPOU3BOACTBO U IIOTPeOAEHME BBIIAAAIOT Ha AOAIO
Pa3AMYHBIX HHAMBHAOB> |8, 41]. DTa cucrema 06-
A3AaAQ HECOMHEHHBIMU AOCTOMHCTBAMH U IIPEACTaB-
AeHa ObIAQ MIMEHAMU BBIAAIOIIUXCSI AeKTOpPOB. OpHa-
KO B OCHOBHOM, B CO3HAaHHUU COBETCKOTO YEeAOBEKA
AEKTOP ACCOLIMUPOBAACS C SMUTETAMU <MYAPEH-
HbIN>»>, «HEMOHATHBIN >, «CKy4YHasl ACKIUI>, YTO

IIOCAY>KHAO IIOBOAOM MHOTOYHCAEHHBIX ITyTOK B TOM
4KCA€ U B COBETCKOM KHMHeMaTorpade, AOCTaTOYHO
BCTIOMHHTD «Aeao 65140 B [Tenpkose> (1958). Pe-
3yABTaTOM CTaAO — B 1990-e ropbl, ropp! Kpusuca,
KOHI]ePTbI KAACCHYeCKOM My3bIkU B Poccun, koasek-
TUBbI U HUCTIOAHUTEAU AQHHOTO HAIIPaBAEHMS CTAAU
HeBOCTpPeOOBaHHBI 00LIeCTBOM: MY3bIKa HEITOHSATHA
U CBsI3aHA C CUCTEMOL HaBSI3bIBAHUS COBETCKOM HAE0-
AOTHH, TIO CYyTH BO MHOTOM IIPAaBUABHOM C TOUKH 3pe-
HHSI HeOOXOAMMOCTH MPUOOIeHNS MHUPOKUX MACC
HacCeAeHMsI K KAQCCUYeCKOMY HaCAEAUIO, AyXOBHOMY
0OraTCTBY 4eAOBEUECTBA, HO 110 pOPMe OKa3aBIIel-
cs ycrapesieil. VICTHHBI paAlt HAAO OTMETHUTD, YTO
KOAAEKTHBbI KAACCHYECKOM MY3bIKH B KoHITe X X- Ha-
gaae XXI cToaeTHt, Kak 1 OHa CaMa OKa3aAMCh, B yC-
AOBHSIX CTAHOBAEHHS PHIHOUHBIX OTHOIIEHHH CTaAU
HCIIOAB30BAThCS KaK 3HAK, CUMBOA PeCIeKTabeAb-
HOCTH, COAMAHOCTH, HAA€KHOCTH, OCODEHHO, €CAU
HY>KHO OBIAO 3aKAIOUATh KOHTPAKTHI C 3aPyOeXKHBIMU
¢upMamu. JTa TeHACHIIUS IPOAOAXKAETCS U 10 Ceit
AeHb. AOCTaTOYHO IIOCMOTPETh Ha CIIMCOK IIapTHe-
POB U CHOHCOPOB HanpuMep, MapuuHCcKoro Tearpa,
eTepOypreKkoit GUAAPMOHHIU U APYTUX U3BECTHBIX
KOAAEKTHBOB, 3HAKOBBIX AASL Cpepbl KAACCHIECKO-
ro uckyccrsa. OAHAKO BBICOKASI HAES MTOAAEPIKKH
KAQCCHYECKOTO HMCKYCCTBA, MY3bIKU KaK OCHOBBI
MY3bIKAABHOTO IPOCBELeHHs OCTAeTCS MOA 3HAYH-
TEAbHBIM BOIIPOCOM. MaTepHaAbHYIO IOAAEPKKY
B YCAOBUAX COBPEMEHHON PHIHOYHOM 3KOHOMHUKH
HAXOASIT «PacKpydeHHbIe>, T.e. OpeHAOBbIe KAAC-
CHYeCKHe MCIIOAHHUTEAN U KOAAEKTHBBI, a B IIEAOM
CUTYyalus, KaK [TOKA3bIBaeT AaHAAM3 AESATEAbHOCTHU
KOHIIepTHO-QHUAAPMOHUYECKUX opranusanui Poc-
CHUM ¥ UCTIOAHUTEAEN AOCTATOYHO CAOXKHASL.

Kpome Toro, TeHAeHIIMs 0OpalieHUs: He TOABKO
TOABKO K U3BE€CTHBIM KOAAEKTHBAM, HO 1 IIPOU3BeAe-
HUSM XapaKTepHa U AASl TIOCTPOEHMSI KOHIJePTHBIX
IIPOrPaMM, U AKOOBIX $OPM IIpe3eHTAIIU KAACCHIe-
ckoit Mmy3bIki. Ecan past XIX Beka, yHacaepoBamiero
HAEH [IPOCBelle s, OblAa XapaKTepHA KOHI|eIIIIHs
3HAKOMCTBA ITyOAUKH C HOBBIMH HMEHAMH H IIPOU3-
BEACHMSMH, U B 3aIIAAHOEBPOIENCKON U PYCCKOM
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KyAbTYpaX, HECMOTpPSl Ha aKTHBHOE CTAaHOBAEHME
KaIlUTaAM3Ma, TO AAd Hadaaa XXI Beka, B mepuoa
«KYABTa IIOTPeOAEHHS >, UAeSI IPOCBEIIeHUs OTCTY-
aeT MepeA LIeAbI0 00OTaleHNUs, @ 3HAYUT HCIIOADb-
30BaHUs TOTO, YTO y>Ke allpUOPU AOAKHO IIPUHECTH
HPHUOBIAB, HATIPUMeP, TPOU3BEACHUS <« OPEHAOBOT0>
Yaiikosckoro, Crpasunckoro, Illonena u T. A. bes-
YCAOBHO, K HECOMHEHHbIM AOCTH)KEHHSM IIPOCBeTH-
TEAbCKOT'O XapaKTepa AOAXKHO OTHECTH IIepeHeceHue
KOHI]€PTOB KAACCHIECKOM My3bIKH, HAH HUCTIOAHEHHE
oIlep Ha OTKPHITOM IPOCTPAHCTBE, HAIIpUMep, yxke
He IepBblii oA B ITeTep6ypre mpoBopuTcs becraat-
HBII {eCcTUBAAD <<Onepa BCEM>, Ha ABOPIJOBIOM
maomapu B [Tetepbypre, Kpachoit maomaau B Mo-
ckBe. OpAHaKO OOBEKTUBHO IOBOPSI IIOCETUTEASIMH
AQHHBIX MEPOTIPUATHH CTAHOBATCS y>Ke Jallje BCero
CAOKHIBIIHECST AIOOMTEAN KAACCHYECKON MY3BIKH,
TO eCTb y’Ke CYIIeCTBYIOIIast ayAUTOPHUs IOTpebH-
TeAel, HO BOBAeYeHN S HOBBIX IOTPeOUTeAeT BPSIA AU
MOXXHO O3KHAATh, [IOCKOABKY HeT CHCTeMHOCTH BOC-
IIPUATHUSA, 9TO CE30HHbIE HAU pa3oBble akiu. Kpome
TOTO, IPOEKTHI O PAaHHYEHbI CTOAMYHBIMHU FTOPOAAMHU
C y>X€ CAOXXHUBIIEHCS ayAUTOpHEN HOTpe6I/ITeAeI71,

MEeXAy TeM ITOTEHIIMAAbHBIX CAyinareaeii B Poc-
CHUH — OT'POMHOM CTpaHe — MHOTO. B aToM maane
OAHAKO eCTb BeCbMa CYIIeCTBEHHOE IPeIsITCTBHE,
0 KOTOPOM Y>Ke TOBOPHUAOCH paHee — He0OXO0AUMO
YIUTh IIOHIUMATh MY3bIKY, KAACCHYECKOE UCKYCCTBO.

ITpeAcTaBAsIeTCsI, YTO aKTyaABHBIM SIBASIETCS BO-
IPOC COXPAaHEHHUS] KAACCHYECKOTO HACAEAVSI, B TOM
YHCA€ M My3BIKAABHOTO, H Pa3BUTHS AAHHOTO HAIIPaB-
A€HUS B UCKYCCTBe B IIeAOM, Yepe3 GOpMUpOBaHHUe
IOCTOSIHHOM IOTPEeOHOCTH y IHPOKOI ayAUTOPUU
B €ro NMpOoU3BeAeHISIX 1 popMax TBopuecTBa. Ecan
FOBOPUTDH B YCAOBHSIX PEAAMI PbIHKA — He OypeT
noTpebureass, He GyAET U TOBapa, TOYHee OH OyaeT,
HO AASI OUeHb y3KOTO Kpyra MOHUMAIONIUX AIOAET,
YTO HETaTHBHO U AASI Pa3BUTHSI MY3BIKAABHOTO Ha-
IpaBA€HMS — KAACCHYeCKas My3bIKa, IPOU30HAET
ero KOHCepBalus, CTArHALIUS, H AASI MY3BIKAHTOB —
3HAYUTEABHOE COKpAIlleHHe pabodnx MeCcT, U AAS
CAyIIaTeAeH, TIOCKOABKY AASL Pa3BUTHS AUYHOCTH,
a B IJeAOM H KYABTYPBI 00II[eCTBa, AyXOBHOTO KAMMATa
0011eCTBEeHHBIX OTHOIIEHUI 9TO HEOOXOAUMO, KAAC-
cHYecKast My3bIKa Kak HOCUTEAb BBICOKUX CMBICAOB,
TPAAHLIVSI YPEe3BBIYAHO BAXKHA.
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Abstract: In modern Azerbaijani culturology activization of methodological direction will serve
to appearing of deconstructive potential. Taking figures and events, which are the components of
culture, as values and information, there appears demand in refusal from vulgar matter and mate-
rial imagination. Culture is also the history of connotation of values and symbols. Connotative impor-
tance of values and symbols is there additional meaning. Positive connotation of the words, as “value”,

“crisis”, “decadence”, “civilization” and “modern” has turned them into the terms with considerable

methodological result.
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There are almost no researches in Azerbaijan
culture study which cause large discussions with the
used concepts. “Culture” is said to have hundreds of
definitions. It means that as the culture is a very com-
plex event, it is hard to collect it into a compact con-
cept. And as what can be included causes a serious
“objection” of what has not been collected, it is not
considered sufficient. The wide-spread definition of
the culture in Azerbaijan is its being a world of mate-
rial and moral activities. At this time, solution of the
material activity in Marxist way is especially empha-
sized. However, there are also those who consider
our culture the collection of the information inher-
ited [1, P. 394-395]. This last interpretation opens
up new tones in the phenomenon of culture, for ex-
ample, it allows the concept of “culture” to take as a
collection of information. In this case, material val-
ues also are interpreted in the form of information.
However, no one from us get accustomed to look at
the machines and buildings as information. Primi-
tive ancestors of such persons considering the air not
material substance, related the soul with the breath
(“nefesh” in Ibrani) [2, P. 31]. It is due to hegemony

of the substance that Marx said: the substance cursed
the soul [3, P.29]. Primitive man’s imagining the soul
as a smoke and putting the gods as idols in the tem-
ples is related with the cause that Marks indicates.

In the XX century Bergson built his intuitive-
irrational philosophy on violation of hegemony of
substance on culture without reminding Marx’s fine
article, i. e. in fact, he reported material, substance
and methodological deconstruction. His main ac-
cusation against materiality of the mind and culture
was the fact that out concepts were formed in the
form of solid items. In addition to Bergson, we can
say that even the word “eydos” underlying on the
basis of the Greek word “idea” was also cursed by
material.

“Eydos” earlier also conveyed typical appearance
ofitems and things, only afterwards in the process of
usage it began to express the essential peculiarities of
the items hidden behind their appearance and trans-
formed into the unity of a word and meaning. Later,
it developed more and idea began to convey not any
concept, but only the concepts projected to reality
and tended to create a real change and in this mean-
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ing began to get closer with ideals in this sense. But
no matter how dear is the word “idea” for the philos-
ophy, it has not said farewell to “eydos” and its vari-
ant “eydedizm”. Husserl in his philosophy turned this
word into a term [4, P. 337], A.F. Losev made “ey-
dedizm” the name of the expressive, vivid images in
his “History of Antique aesthetics” [, P. 226-236]
and with this once again deployed secret impact of
phenomenology to Soviet philosophy. Taking into
consideration significance of the term “eydedizm”
in culture study, we should keep this concept in our
mind and remind it when is to the point.

If once again to return to Bergson, we should
say that the French philosopher concluded from the
concepts being in the form of solid items that they
cannot be able to show the changing world shown
by Heraclitus adequately. Human mind and culture
are ‘cursed” by so many solid items that the art and
culture do not form piece of art and value from soft
and runny items [6, P. 1].

Positivist philosophy of the XIX century oppos-
ing to the hegemony of the materialism replaced the
material with energy and thus, Marxist- Leninist phi-
losophy in order to rescue the material had to make
different intellectual maneuvers. One of them was
the definition of the material given by the founder of
Bolshevism Lenin. In order to protect the materialism
from the next surprises of physics which could put
the material under doubt, he stated that material is an
objective creature. In other words, its sign is not sol-
idness and weight. The main sign of it is its existence
regardless of consciousness. That is, material should
not be the phantom of consciousness [7, P.29]. How-
ever, this “invention” of Lenin could not stand against
critics. Because, animals’ psychology exists regardless
of a human consciousness, however it refers not to
material, but to ideal. So, as it seems the idea of cul-
ture being the collection of information was not just
an ordinary definition, because it required a new view
to the concept of material value. Only after targeting
the concept of material value by methodological anal-
ysis it becomes clear that all the structurized items

and things arranged in accordance with the rules are
also information [8, P. 36-38]. So, what is included
to the culture is information. This thesis in its turn
gives a birth to new derivations and diversification.
The information puts forward the issue of noise,
surplus information and the degree of informative-
ness. The most important is that the strongest way to
protect the moral values is their constant reflection.
Culture study (as art study) should inevitably project
semantic-contextual layers of values to different con-
cepts in order to preserve that content.

Tusi revealed the difference between moral and
material values in the following way: the first ones
are getting fewer, get older as much as they are used,
whereas the second ones are enriched as much as
they are used. Fuzuli also has a variant of this idea:
the world of words is not a treasure of a king to de-
crease when it is used [ 10, P. 72].

Indeed, a knife metaphor became richer as much
as it was used in culture. It became a weapon as a
Japan and French sword and contributed its symbols
to knighthood and samurai culture. This symbol is
disclosed to Oghuz with such a saying in “Dada Gor-
gud” saga: “A man loses his honor either because of
a sword or because of meal” [11, P. 20]. The main
principle for samurais in sword techniques was to
take the sword and stab in one motion. Therefore,
quickness and fluentness should be together. Musasi
who lived in the XVII century showed in his book on
fighting rules: if you and your enemy attack to each
other at the same time, cut his head, hands and feet
with one motion of a sword and then go. This blow is
“an incessant blow”. Musasi added to his book “35 ar-
ticles on sword-play”. In those articles, he, for exam-
ple, wrote: most of the people look at the eyes of the
enemy. But at this time the eyes should be narrower
than they are, and the consciousness should be wider
than it is in usual time. When the enemy is close to
you, look at him as though you look to far away, this
time you can see all his body [12, P. 114-115].

Taking the cultural values as information or text
emphasizes communicative aspect in culture. If a
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novel is never read, then it remains as a material, i. e.
as the paper. For this reason, the academician Kamal
Abdulla in his book “Author-work-reader” which he
published in 1988 took the prose in a communicative
trio, i. e. “addresser- text-addressee” chain. With this,
the scholar showed that the prose is a prose with the
consciousness of the reader and so, meets all criteria
of an art work. The analyses in the book were not
the soul of the dead materials, but the analyses of the
art works having their soul and life, because in these
works the spirit of the recipient was felt. Without
that soul the text does not turn into paper and card-
board [13, P. 37]. As well as, a ring or a bracelet will
remain as a gold metal without any aesthetic signifi-
cance if the humanity will disappear. In Soviet period
M. S. Kagan and L. N. Stolovich brought a serious in-
novation to the issue of objectiveness and subjectiv-
ity by applying axiology to an art and culture [ 14, P.
30-31; 39-45]. They showed that the value is not
things and items. The value is a cultural event oc-
curring from the contact of the item and the con-
sciousness of a man comprehending it. When cul-
ture study reflected the concept of value with the
help of axiology, it was engaged in methodological
research. Noting it in any case, we should say that
once the cultural events and facts are called infor-
mation, the concept of value of the unity that passes
the information and that receives it projects it to the
unity of what comes from nature to what comes from
subject. However, at this time, the question still re-
mains open: if the components in the value coming
from the nature are material reality, then how it can
be called incomplete from the point of view of cul-
ture? When this question is asked about beauty, it
becomes clearer. There was a time when beauty was
related with symmetry and proportionality. It came
out that as the weight is inherent to the item in an
objective way, then beauty also is inherent to nature
with its symmetry and proportionality. Later meth-
odological analyses of the values in aesthetics led
to such a thought that symmetry and proportion-
ality in beauty serve to expressivity of a form. But

beauty appears when this expressive form reveals to
a human in an impressive way. Thus, the beauty is
not only physical parameters, but also the meanings
coming from the human world. It was a revolution-
ary view denying vulgar objectiveness and material-
ism related with aesthetics and culture. We would
like to add that the view that we have stated was
formed approximately at the same period with the
analogical thought in nature study. If the culture cov-
ers all forms and consequences of human actions,
then swearngs are also cultural facts. Because of it,
“swearing culture” of a nation is a normal scientific
phrase. Thus, the swearing are also cultural values.
But is that correct to call them uncultured?!

The proposal of using the term “anti-value” in
relation with these cultural facts does not solve the
problem, it just “covers”, because “anti-value” takes
the swearing, fights, hatreds out of the human cul-
ture, i. e. declares them uncultured. But if they are
uncultured facts, then they refer to the nature. How-
ever, no one can think of proposing to study swearing
and bad manners according to the laws of physics or
astronomy. It is not hard to demonstrate that uncul-
tured and immoral events can be analyzed only ac-
cording to culturological methods. Therefore, the se-
rious problem of the culturological methodology is
to bring clearness into the issue of negative values.
In the science there are Zeno’s aporias, “riddles” in
the type of “Barber” paradox which have not found
their resolution [ 15, P. 150-151]. The value issue in
culture study is such a paradox of a science that waits
for its resolution.

In connection of psychology with a brain, its
placement in a brain has serious epistemological
and methodological problem. American philoso-
pher and psychologist William James in his work
“Pragmatism” said that a prisoner under a glass dome
can think that the light comes from this dome. Just
as we have a habit to think that the consciousness
comes from the brain. However, there is another way
of thinking which is based on a logic that the con-
sciousness is given to us by means of brain, but it is
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not a product of brain. Such a metaphor indicates to
this idea: when one of the wheels of a watch is bro-
ken, the watch will not show the time. But we cannot
conclude from it that this wheel makes the time run.
So,ifa man loses his speech due to a damage of a part
of abrain, it does not indicate that it was namely that
part which produced the speech [16, P. 37-38].
Thus, the cultural values, information does not
exist outside the human consciousness. The old
question related with a beauty keeps its topicality in
regard to culture also. If the humanity is destructed,
if the humanity which admires flowers, thinks over
meaning of the sacral world in pyramids is destruct-
ed, will those flowers and those pyramids remain as
monuments transferring beauty and information? Of
course, they will not, what will remain is the struc-
ture of the information and component of a value
coming from a nature. Karl Yung stated: as the state
of mind is not managed by means of a will, it is a
nature. Because of it, it is impossible to turn it into
something of artifact character without hurting a
man [17, P. 84]. These words open a significant is-
sue for a culture study. In the concept of culture, usu-

ally, what comes from the nature and what is taken
from the nature are considered material facts. Spiri-
tual qualities (thoughts, meanings, feelings) are con-
sidered coming from a human, a society. However,
this division is absolutely wrong. Actually, it is right
that a human as a social creature has such moral and
mental qualities for which he should be grateful to a
social world. But even in a psychological and spiri-
tual world of a human the nature has a strong repre-
sentation. We even do not talk about the biological
remains hidden in deep layers of purely spiritual cir-
cumstances. The subconscious world of a human is
a nature fact. A series of biological requirements of
a human is also nature facts.

Yet we do not speak about congenital ideas which
have never been denied in the philosophy. Descartes
told that the human has such kind of ideas. Kant’s
aprior forms are another variant of congenital knowl-
edge. In contemporary time the linguist Khomskiy
returning to congenital knowledge once again put
forward such a hypothesis that the bases of speaking
ability is congenital [ 18, P. 18]. Meeting of the nature
with the psychology have this kind of problem:s.
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