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YAK 75(575.1) DOI: 10.29013/EJA-23-1-3-10

TYAAHOBA A. K.!

! Tawikenmckuii 2ocydapcmeennviii nedazozuteckuii ynusepcumem umenu Husamu, Tawkenm, Yabexucman

AKTYAJIbHbIE BOMNMPOCbI USYHEHUA TBOPYECKOIO
HACJIEAUSA PYCCKUX XYAO0XXHUKOB B PASBUTUA
NEN3AXXHON XKUBOMUCU Y3BEKUCTAHA

AxHOoTanusa

Ileav uccaedosanus: u3yunTh 3HAUEHNE AESTEABHOCTH MEPBBIX PYCCKUX XYAOXKHHKOB B PA3BUTHH MEH3aXKHOM
JKUBOIIUCH Y30eKHCTaHa.

Memodorozus uccaed08anus: CUCTEMHO-OINCATEABHBIN ITOAXOA, BKAIOYAIOIIHI HCTOPUYECKHI AHAAU3 Pa3BUTUS
MEN3)KHOM KUBOIIMCH.

Pesysvmamuoi: akTyaAn3anus 3aAa4 10 $OPMUPOBAHUIO ITeH3KHOM XUBOIMCH Y30eKUCTaHa, pa3BUTHE [TAACTHU-
9eCKUX IOMCKOB, CBA3AHHBIX C TEUCHUSIMH U KYABTYPHBIM HaCAEAUEM PYCCKOTO HCKYCCTBA, COPMHPOBAAO HOBYIO
THIIOAOTHIO 06Pa30B IIPUPOABI, HHTEPIIPETHPOBAHHBIX B PA3ANYHBIX TEHACHIIUSX, 4TO OBIAO HEOOXOAMMO AASI COBEP-
IIeHCTBOBAHHS TBOPYECKUX HCCAEAOBAHHI 10 AAABHEIIIEMY PA3BUTHIO H300Pa3UTEABHOTO UCKYCCTBA Y30eKkucTaHa
B IICAOM.

Hayunasa nosusna: ucropudeckrie 1 IOAUTHIECKHE H3MEHEHHUS OIPEACAVAU CTAHOBAGHHE U GOPMUPOBAHHE
CTaHKOBOJ XXUBOIMCH Y3bekucTana KoHia XIX — nauaaa XX Bexa. ITporjecc ocBoeHHs eBpOIeiCKMX BUAOB HCKYCCTBA
U ITOCAEAOBABIIIee 32 HUM GOPMHUPOBAHUE KYABTYPHOTO U 9CTeTUYECKOTIO CO3HAHMS, UMEIOIIEro 00IedeA0BeYeCKyo
OCHOBY; COBOKYITHOCTDb 9THX (aKTOPOB CIIOCOOCTBOBAAA BHIABIDKEHHIO B HCKYCCTBE XKAHPA Mefi3axa KaK OAHOTO U3
OCHOBHBIX, OTPXKABIINX OCHOBHYIO KOHIIEIII[HIO COBPeMEeHHOM XUBOIUCH Y30eKnCcTaHa.

IIpaxmuueckoe npumenenue: N3ydeHne AITEABHOCTH U XYAOXKECTBEHHOTO HACACAMS ITePBIX PYCCKUX XYAOXKHHU-
xoB B TypkecTane koHma XIX Beka, AQIOT BO3MOXXHOCTb K AAAbHEHIIIEMY KOMIIAGKCHOMY U3YYeHHI0 GOPMUPOBAHHUS
TeF3XHOM XXUBOIICH Y30eKkucTaHa B leAoM. Kaaccudukainsa oCHOBHBIX TEHAGHIIUI B XKaHpe Iefi3aXa HaYaAbHOTO
[IepHOAA MOT'YT OBITh MCIIOAB30BAHbI IIPU CO3AAHUH yIeOHBIX IIOCOOMIT M yIeOHUKOB AASI CTYAGHTOB By30B, MOHO-
rpaduil 1o XXUBOIHCH Y30eKuCTaHA.

KaroueBbie caoBa: TypkecTaH, AaHAIIAQT, KYABTYPa, ITeH3a5KHAsI SKHBOIIHCH, MyCYABMAHCKasi KyABTYPa, TPAAULIIH,
MUHHATIOPA, CTAHKOBAsI JKMBOMHUCD, CpeAHsst A3, XKaHP, XYAOXKHHUK, Y30eKHCTaH.

Aaa nuraposanusa: Yaanosa A. JK. AkryasbHble Borrpocsl u3ydenus reopueckoro Hacaeans Pycckux XyA0sKHHKOB
B Pa3BUTHH ITeH3KHOM sxuBoIucH Y36exucrana // European Journal of Arts, 2023, Ne1. — C.3-10. DOLI: https://
doi.org/10.29013/EJA-23-1-3-10
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OrTa cTaThsl MOCBSI]eHa OYeHb CBOe0OPasHOMY IepH-
OAY CTaHOBA€HHMs M300pasuTeAbHOro UCKyccTBa Cpea-
Hell Asun. Iae B AOBOABHO CKaToM ¢popMe OCBAIIAeTCS
TBOPYECTBO XYAO)KHHUKOB HanbOAee SIPKO OTPA3HBIINX Ha
XOACTaX AAHAIIA(THI HOBOX UCCAEAYEMOM TEPPUTOPHUHU.

IIpucoepnnenue Typxecranckoro kpast k Poccun
HMMEAO KaK HeTaTHBHbBIE, TaK U MMO3UTHUBHbIE CTOPOHBDI.
Ha toT nmeprop 910 65140 BHeAPEHHE COBEpIIEHHO HO-
BOTO ITAACTa KYABTYPbI M MCKYCCTBA B YCTOSBIIYIOCS
MHOTOAETHIOK CPeAHEa3sHaTCKyIo KyAbTypy. Baxkno or-
METHUTD, YTO MePBble PYCCKUE XYAOKHUKH, IIPUeXaBIIHe
B Typkecran — 3T0 ouIlepbl, MUCCHOHEPbI U HaKOHell,
AIOAH, BBIITOAHSBINHME Iapckue ykasbl. KopeHnHoe Ha-
CeAeHHUe, KOTOpOe OBIAO ellje He TOTOBO K BOCITPUSITHIO
HOBOM KYABTYPBI, TaK KaK MyCYAbMAaHCKUI HapOA, YbH
rAa3a MIPUBBIKAU BHAETD B H300pasUTEAbHOM UCKYCCTBE
AMIIb TPAAUIIMM MHHHATIOPBI, Y€pe3 TBOPYECTBO BOEH-
HBIX XyAOXXHHMKOB — OQHIIEPOB, O3HAKOMUAOCH C TPEX-
MepHOI 00beMHOI MACASIHOM YXUBOIUCHIO. TBopuecTBO
IIePBBIX XyAOXKHHKOB-OBITONHCATEAE T HOCHAO STIOAHBII
XapakTep, HO B AAAbHEHIIEeM 3TO IPHUBEAET K YHHKAAD-
HOMY CIIAQBY BOCTOYHOM M €BPOIEMCKOM KyABTYP B U30-
Opa3UTeAbHOM HUCKYCCTBe Y30eKnCTaHa.

Y3bekucraH, 3aHMMasi BaXXHOE TEOMOAMTHYECKOe
ITOAOXKEHHE, BCETAA CAABHAACh HE TOABKO CBOUMHM He-
OOBSATHBIMHU IIPOCTOPAMH, HO U HEIIOBTOPHUMOM CaMo-
OBITHOCTBIO M CBOeOOpasueM, YTO HEeIIOCPEACTBEHHO
OTPa’kaA0Ch B TBOPYECTBE MEPBBIX PYCCKUX XYAOKHUKOB
Ha MPOTSDKEHUHM HECKOABKHX AecaTtuaeTuil. Hecmorps
Ha YAQAEHHOCTb, OTCYTCTBHE XYAOXKECTBEHHBIX yueb-
HBIX 3aBepeHHil (u3BecTHO, 4TO Ha Teppuropun Cpea-
Hell A3MM Pa3BUBAAMCH TOABKO IPUKAAAHbIE BUADI HC-
KyCCTBa) M 06IeAOCTYIHBIX rasepeil (3a HCKAIOYeHHeM
XYAOXKECTBEHHOM KOAAEKIIMH, COCAAHHOTO B TypkecTaH
pycckoro kus3s Huxoaas Koncranrunosuaa Pomanosa)
U AAMTEABHYIO — Ha MIPOTSKEHUH BEKOB, U30ASIUIO OT
KPYIHEHNIINX XyAOXKeCTBEHHBIX IIeHTPOB, TBOPYECTBO
IPUE3KHX XYAOKHHUKOB OBIAO TECHO CBSI3aHO C 0OIINM
Pa3BUTHEM PYCCKOTIO UCKYCCTBA. JBOAIOIIMS 3TOTO IIPO-
1jecca MPOCAEXUBAETCA HAa INPOTSHKEHUU HECKOABKHMX
Aecsituaetuit. Tak, HauMHAsL C GBITOIMCIIEB CePeAVHDI
XIX Bexa, KOTOpbIe HAITPABASIAMCH B Y30€KHCTAH B YHCAE
9KCIIEAUITUI POCCUNCKON akapeMuu Hayk. Mx mefizaxy,
H300paXkaBlIe BUABI TOPOAOB H IIOCEAE€HHI, TOPHbIe
U AeCHBIe AAHAUIAQTHI, CTAHOBHAUCH CBOEOOPA3HBIM
AOKYMEHTOM, He TOABKO XYAOXK€CTBEHHbIM, HO OAHO-
BPEMEHHO MCTOPUYECKHM, 3THOIrpaPpHIECKUM U KapTo-
rpa¢uyeckuM. I 1o Mepe IpOHUKHOBEHM LIUBUAU3AIIHH,
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OXXMBAEHHMS TPOMBIIIACHHOCTH U TIOSBACHHUS JKEAE3HON
AOPOTI'H B3aIMOCBS3b MECTHOM KYABTYPBI C OPUITHAABHOM
Ipo$eCCHOHAABHOM IIKOAOM BCe HoAee YKPEIMAsIAACD.
H3sBecrHple pycckue XyAOXKHUKU-OPHEHTAAUCTDI, CPEAU
koTopsix 6b1au B. Bepemarun, K. Koposun — 6anskuit
Apyr B. CepoBa u o4eHb KpPYIHBI MTEAArOT, U MHOTHE
APyTHe, OKa3aAH HeIIOCPEeACTBEHHOE BAMSHME Ha pop-
MUpOBaHH€e MECTHBIX IIKOA, YTO B AAAbHEMIIIeM CIIOCO0-
CTBOBAAM OPTaHM3AIMH MAaCTEPOB MeH3a’KHOM KUBOIIH-
CH, HAACACHHOM SIPKUMH CaMOOBITHBIMU Y€PTaMU. ITO
IIO3BOASIET PACCMATPUBATh MX TBOPYECTBO, KAK B PEru-
OHAABHOM aCIIeKTe, TaK U B 60Aee MHPOKOM KOHTEKCTE,
COTIOCTABASIS C OOIIMM IPOIIECCOM Pa3BUTHS MUPOBOM
NEeN3aKHOM XXMBOIHUCH.

Ocoboe MecTo 3aHMMaeT mpobaema GpopMUpOBa-
HIS XYAOXKECTBEHHBIX IeHTPOB Y30€KICTaHA 1 HX POAb
B ICTOPUH HAITMOHAABHOT'O HCKyccTBa KoHIa XIX HavaAa
XX Beka. I IpeacTaBuTean PUANAAOB ACCOLMAITMU XYAOXK-
HUKOB peBoatonronHoit Poccuu (AXPP), paborapmue
B Y30eKucTaHe akTHBHO YYaCTBOBAAU B OOIIEePOCCHII-
CKHMX BBICTaBKaX, TPEACTaBASSA MEH3XKHYIO KUBOIIHCh
Ya6ekucrana mnpousBepeHmsivu A. Byps, C.IOauna,
M. KasaxoBa. A TaxKe XyAOXKHUKOB IT€PBOI IIOAOBHHBI
XX Bexa. I'pannuIia Halero HCCA€AOBAHHs 00YCAOBACHA
IIepUOAOM HadaAa MPOSBACHHUS Fe€OIIOAUTHIECKUX HHTe-
peco Poccru Ha ceBepo-BOCTOKe a3HaTCKOIO KOHTHHEH-
Ta, COOTBETCTBYeT BpEMEHHU Ha4aAd OCBOEHHUS ee TeppH-
TOPHUI ¥ BOSHUKHOBEHH II€PBBIX PYCCKUX IMOCEACHHUH
B KoHIle XIX —Hawaae XX Beka.

Bropas nososuna XIX Beka — BpeMsi aKTUBHOI'O KYAb-
TYPHOT'O M XyAOXKeCTBeHHOTo ocBoenus CpepHeit A3uy,
B OCHOBHOM, >KMBOIIMCLIaAMH, IIPMKOMAHAMP OBaHHbIMU
K 9KCIIEAUIIMAM, U AAAbHEMIIee CTAHOBAGHHE M 9BOAKO-
LY eM3aKHOM KUBOIIMCH B PyCAe 06X TeHACHIUI
PasBUTHS UCKYCCTBA Y30eKHCTaHa.

Heo6Xx0AMMO IOAYEPKHYTD, YTO Hallle HCCAEAOBA-
HHE — 3TO IIPOHUKHOBEHHE TPAAMIIUI CTAaHKOBOM JKU-
BOIIMCHU B M300pasuTeabHOe UCKyccTBO CpepHeit Azun
BTOpoi moroBuHbl XIX Beka. Kak u3BecTHO H3 HCTO-
puu n3obpasuresbHOro Hckyccrsa CpeaHeit A3uu, AO
XIX Beka B XyAOXKeCTBEHHOMN KyAbType Y3bekucTaHa
CTaHKOBas XUBOIIUCh OTCYTCTBOBaAa. HeAb3s He mpu-
3HaTh TOT PAKT, YTO MACTEPA PYCCKOM XYAOXKECTBEH-
HOM MIKOABI IBUAMCh OCHOBOIIOAOXKHHUKAMHU CTaHKOBO-
ro M300pa3UTEABHOTO HCKYCCTBA Y30eKHCTaHA KOHIIA
XIX navara XX BekoB: «... x (pycckux XyAOXKHHUKOB)
TBOPYECTBO OTPA3HAO UCTOPHUIO M COBPEMEHHYIO AeH-
CTBUTEABHOCTD, TIPHPOAY U ObIT CpepHeil Asuu; OHO

TYNIAHOBA J1. X. AKTYAJIbHBIE BONPOCHI U3YYEHUA TBOPYECKOTO HACNEANA PYCCKUX XYA0XHUKOB B PA3BUTUM NEA3AMHO XUBONNUCH Y3BEKUCTAHA
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CO3AAAO TY XYAOXKECTBEHHYIO CpeAy, KOTopas $opMu-
POBaAa BKYChI He TOABKO PYCCKOTO HaCeA€HMs KPYITHbIX
TYPKeCTaHCKHUX TOPOAOB, HO M MECTHOTO, KOPEHHOIO
HaCeAeHHs], IPUOOIABIIerocs MPH MOCeIeHUH XYAOXKe-
CTBEHHBIX BBICTABOK K HOBBIM AASL HETO popMaM U300pa-
3uTeAbHOTO HcKyccTBa>» |1, c. 13]. C. ¥0aun, A. Byps,
P. 3ommep, H. Kapasun u Apyrue >KUBOIUCIBI CTOSAN
y HCTOKOB 3apOXKAEHHSI XXUBOTHICH Y3bekucrana. OpHO-
CTOPOHHOCTb OTOOPAKEHHUsI IIPUPOADL Kpasi B TBOpUe-
CTBe TYPKECTaHCKUX XYAOKHHKOB AOPEBOAIOIIIOHHOTIO
neproAa ObIAQ OAHOI M3 XapaKTepPHbIX YePT IeH3KHOM
sxuBonucu koHna XIX Beka. ITopaBasionee 60AbIINH-
CTBO MAEHAPHBIX KAPTHH U ITIOAOB OBIAO ITOCBSIIIEHO
FOPOACKOMY IeH3aXKy, 1 B OCOOEHHOCTH MHOTO — ap-
xutexTypHbIM namstHEKaM (B. Bepemarun, P. 3ommep
¥ Ap.). Bce XyAOKHUKH 3TOTO IeproAa BOCIPUHIMAAH
Cpeanroro Asmio kak ak30Tuky (B. Bepemarnn, H. Ka-
pasun, P. 3ommep). Xota y A. Bype B pa6otax sroro
NIepHOAQA MOSBASIIOTCS XMBOTIUCHBIE 3apadu. OrpomHas
3HAYMMOCTD XOACTOB XYAOXKHHKOB 3TOTO IEPUOAA UMEIOT
IJeHHOCTb KaK HKOHOTrpapudeckuii MaTepHuaa. IlevaabHo,
YTO MHOTO€ M3 CO3AAHHBIX B 9TOT ITePHOA KAPTHH IIOTH0-
AO, 2 MHOTO€ BC€ Xe OBIAO OTPeCTaBPHUPOBAHO, HO, VBB,
BapBAPCKHUM CIIOCOOOM.

XPpOHOAOTHS MOCEIeHUs] PYCCKUMU XyAOXKHUKAMU
CpeaHeit A3un BBITASIAUT CAeAyIOIuM obpasoM. CHavaAa
HPHOBIAY XYAOXKHUKH — YIACTHHUKU BOCHHbIX [IOXOAOB —
T. Ilepuenxo, B. Bepemarun, K. Koposun. Aasee ydacr-
HUKH Hay4JHbIX akcneauiuii — O. Qepdenxo, H. Kapasun.
Vixe mospHee IpHe3)KaroT XYAOKHUKH C TPOPeCCHOHAAD-
HbIM ob6pasoBanueM: C. FOaun, A. Bype, 1. Kazaxos, ko-
TOpbIe BHECAH CYIIjeCTBEHHBIN BKAAA B pa3BUTHE H300pa-
3UTEABHOT'O HCKYCCTBA Y30€KICTaHA B I[eAOM U ITef3aKa
B YaCTHOCTH: «...Camapkana, Byxapa u TamkeHT Kak
KPYIHbIE LIeHTPbI MyCYAbMaHCKOM KyABTYpPBI yKe ¢ 70-x
ropoB XIX Beka mpuUBAeKaAU IIPUE3KHUX XYAOSKHHKOB,
HCTOPHKOB, 3THOrpadoB. 3AeCh OBIAM OPTraHH30BAHbI
nepBble BBICTABKH, CTyAuH, My3en. Emé B 1900 roaax
B TypkecTan mpuexaAu XyAOKHHKHU IIEPBOM AOPEBOAIO-
IIMOHHON «BOAHBI>»> — C. IOAuH, A. Bype, M. Kazakos —
XKHBOIIHCIIBI 3THOIPapUIeCKOro peaAusMa C yKAOHOM
K )KaHpOBO-ITIOBECTBOBATEABHBIM MOTHBAM U CpeAHEeBe-
KOBOM apXUTEKType... » [2, c. 44.].
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Ha HawaAbHOM 3Tame NpPOHMKHOBEHHS TPAAMLIUI
CTAaHKOBOM XMBOIIHMCH Ha TeppuTtopuio Cpeaneit Asum,
YTBEP)KAAETCS AOKYMEHTAAbHBIN, AMPHKO-ITO3TUYEeCKUI
PaKkypc, KOTOPhIM B AAAbHEHIIEM MePerAeT K AHPHUKO-CO-
3epLIATeABHOM, POMAHTHIECKON TPAKTOBKE MEM3a’KHbIX
MOTHBOB, KOTOpasl ABASIETCS XapaKT€PHON TeHAEHLIUeH
B TBOPYECTBE XYAOKHMKOB AOPEBOAIOIIMOHHOTO IIEPHUOAQ.

XyAOXKHUK 1 ICCAEAOBATEAD P. Axb6aapsH' peraeT pea-
IIOAOXKEHME, YTO UMEHHO BbICTaBKa KapTuH B. Bepemaru-
Ha ITOCAY>KHMAQ HMITYAbCOM AASI TIpHe3Aa B CpeaHIoro A3Hio
PYCCKHX XYAOKHHUKOB. A CPEAV HUX OOABIIHHCTBO ObIAH
neftzasxucramu (C. FOaun, Y. Kasakos, A. Bype) [3, c.7].

TsopuecrBo B. Bepemaruna, B koTopoi mpuopureT-
HO€ MEeCTO 3aHMMaA HCTOPHYECKHUH KaHP, TeM He MeHee,
B KaKOM-TO CTeIIeHU ONPEACAHA AAAbHEMIIee pa3BUTHE
Ier3aXka B PyCAe PyCCKOM PeaANCTHIECKOM SKMBOIIKCH.
B xauecTBe CaMOCTOATEABHOTrO >XKaHpa MeN3aK 3aHMMa-
eT OTAeAbHOe MecTo B TBopuecTse B. Bepemaruna. Ilo
MHOTOYMCAECHHBIM HCCACAOBAaHMAM O TBOPYECTBE Xy-
AO>KHHKA U3BECTHO, YTO OH MHOTO ITyTeIIeCTBOBAA I10
Kasxasy, Cpeaneit Asun, [Tasectune, Cupun u Mupum,
Baaxanam, Ky6e n Quannnuuam, SInoHnu u npusosua
OTTyAQ 6OABIIOE KOAUYECTBO ITIOAHOTO MAT€PHAAQ, AO-
OpyI0 IOAOBHHY KOTOPOTO IMPEACTABASIAH MeH3a’KHbIe
MoTHBHI [ 3, ¢. 8]. V1 aT0 AaBaAO XYAOKHHKY BO3MOXKHOCTD
CPaBHHBATb IPHPOAY PasHbIX cTpaH. O6Aapasl «30PKUM
rAQ30M> XYAOXKHUKA-PEAAMCTA, OH CTaBHMA CepbE3HbIE
IIA€HIPHBIE 3aAAYH, YTO AAAO €My IIOHATH KOAOPHT CBOM-
cTBeHHBIN ToAbKO CpepHeit Asun. I1aeHapHbIe 3apaun
B. Bepemarus kak u XyAOXKHHK AaexcaHAp VBaHoB®
pellaA CaMOCTOSITEABHO, M pellleHHe 9THUX 3aAa4 IIOA-
CKa3bIBaAa eMy caMa npupoaa. IIpu atom Heob6x0AMMO
OTMETHUTD, YTO CITEIMAABHOMN «ITeN3aXKHOMN 3aAaUH > OH
TIOYTH HUKOTAQ He cTaBuA. OAHAKO Iei3a’X CTaA He Ipo-
CTO $OHOM €ro >KaHPOBbIX U UCTOPUYECKUX KOMIIO3H-
ITUH MAM TIPEAMETOM YHCTO AOKYMEHTAAbHOM PUKCALIUU
YBHAEHHOTO, 2 00yCAOBAEHHBIM XapaKTePOM BCETO TBOP-
4eCTBa XYAOKHHKA, CIIOCOOOM BBIPKEHHUS €I0 MUPOIIO-
HuMaHus. [Tef3ax B 5kaHpOBBIX KapTHHAX Bepemaruna
HEOTAEAHM OT IPOOAeMbI KApTUHBI B IleaoM. Hamra 3a-
Aaya Ha IpUMepe aHAAKM3a HEKOTOPhIX CAMOCTOSATEABHBIX
TeH3Q)KHBIX PAOOT OIPEASANTD 0COOEHHOCTH ITOTO XKaH-
pa B ero TBOpYecTBe. Bepemarun no xapakrepy cBoero

! Ak6aabsu Py6en Arabexosud (1903-1986)-uaen Corosa xyaosxunkos CCCP, mpu3HaHHbI MacTep KepaMHKH, XYAOKHHK,

HCCACAOBATEAD HCKYCCTBA.

2 VBanoB AnekcaHAp Auppeesrd (1806—1858)-pycckuil XyAOXKHHUK, aKaAEMHK; CO3AATEAb TIPOU3BeACHHIT Ha Gubaeiickue

M QaHTUIHO-MH(OAOTUIECKIIe CIOXKETBHI, IPEACTABUTEAD AKAAEMU3MA, ABTOP IIOAOTHA «SIBAaeHue XpucTa Hapoay>. URL: https://

www.google.com/search?
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TBOPYECTBA MOAHUMAACS HAA YACTHOCTSMU OOBIACHHOM
XKHM3HU. B ero mpomusBeAeHUSAX YaCTHOE MOAYHMHSETCS
BCeOOIeMy, CHIOMUHYTHOE — BeJHOMY, He3aBHCHMO OT
TOTO, KaCaeTCsl 9TO MCTOPHU YEAOBEYeCTBA HMAU MHpa
npupoasL. [Toatomy u paborast Hap neisaxem, B. Bepe-
IJATUH CTPEMHTCS He IIPOCTO IepeAaTb 0ObeKTHBHYIO

<«>KU3HDb IIPUPOADI>, HO BHIPA3UTh HEYTO CyIjeCTBEHHOe
B oKpy>xaromeM mupe. He cayyaitHo, 4TO y XyAOXKHUKA
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[IOYTH HeT M300paKeHUIT ITIePeXOAHBIX COCTOSHHUI IPH-
POAbBI, BeCeHHUE U OCeHHHe Iei3axu. Y Bepemaruna
MBI Yallje BCero BUAMM 3UMY M ATO: PacCestHHOe 3MHee
OCBell[eHHe HAU SIPKUI COAHEYUHbIH CBET MTOAYEPKHUBAIOT
Herpexoasiiee H uaMeHunBoe. OTCI0AQ e U OTCYTCTBHE
M3AUIIHEN ACTAAM3AlUH, 0O0OIEHHOCTh U AAKOHHU3M,
IPUAQIOLIUM AQXKE eI0 HeOOABIIIM ITeH3KHBIM 9TIOAAM
4epThl MOHYMEHTAABHOCTH.

PucyHok 1. B. BepewarunH — Mas3onen LLaxmn 3nHaa B CamapkaHge. 1869-1870, xonct, macno, 268 x 366

OrHouleHHe K MOTHBY KaK K BHEIIHEMY CPeACTBY
CO3AQHHSI XYAOXKECTBEHHOTO 00pas3a CKa3aA0Ch B Tpa-
AMIIMOHHOM TPAKTOBKE XYAOXKHHKOM BUAOB U3BECTHBIX
APXUTEKTYPHBIX TAMATHUKOB U aHCAMOAE# BOCTOUHbIX
ropoAOB. SIpK¥M NpuMepoM BbIIIECKA3aHHOMY SIBASIET-
cs1 kapTuHa «Massoneit llaxu-3unpa>» (1869-1870).
BeAnuecTBeHHBIN MaB30AeH OH U300PaXKAET C 3aAHeMH
CTOpPOHBIL. SIpKMi1 COAHEYHbIM KOAOPHMT MaB30OA€s Ha
PoHe HHTEHCHBHOIO CHHero Heba, HeOObIYANHbINA pa-
KyPC BUACHUS XyAOXKHHMKA, MHTEPeCHAas I10AQYa KOMITO-
3UIIUH, 3PUTEAb YYBCTBYET Ce6sI BOCXOASIIMM Ha BO3BbI-
IEeHHOCTD, TAe PacIIOAOXKeH MaB3oAel. Touka 3peHus
XYAOYKHHKA KaK ObI CO CTOPOHBI 1 CHU3Y, IOAYePKHBAET

He COBEpIIEHCTBO apXUTeKTypHoro ancambas Ilaxu-
3HMHABI, 2 MOIIIb U YCTOMYUBOCTD 3TON APXUTEKTYPHOM
rpomaapl. B. Bepemarun — XyA0XXHHK CHHTETHYECKOTO
ITAQHA. YCUACHHBIN APKUI KOAOPHT, BIIEYAaTACHHE €AUH-
CTBa CBETOBO3AYIIHOM CPeAbl U IPOHU3AaHHOCTHU BCErO
BUAMMOTO COAHEYHbIM CBETOM COEAMHSIOTCS Y XYAOX-
HHKA C MAACTHYECKON ONPEACACHHOCTBIO U KOHCTPYK-
TUBHOCTBIO QOPM Ka>KAOH AETAAH, NMOAYEPKHMBAS HMX
YCTOMYMBBIN U «BEUHBIN> Xapakrep. [Ipu aTom omry-
IeHHIO YCTOMYUBOCTH, He3bIOAEMOCTH OKPY>KAIOIIEro
MHpa CIIOCOOCTBYET I{BET Ha ero Mei3a)KHBIX ATIOAAX, He
PacCTBOPSIONIMIICS B CBETe, COXPaHAIONIMI CBOIO HHTEH-
CHBHOCTD (AQAbHUE [IAQHBI XYAOXKHHK IPOIMCHIBAET TaK
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JKe 9eTKO, KaK 1 6arokHue). Tak 1 KOMIIO3UIIMOHHOE pe-
IIeHMe: XYAOXKHUK KaK ObI HIIleT KAPTUHY B CAMOII TIpH-
POAe, COeAUHSS YyBCTBO HEIIOCPEACTBEHHOCTH, )KUBOM
xu3Hu u Beanoctu («Meapece llup-Aop Ha Perucra-
He>, «Massoaeit llaxu-3unaa» (1869-1870), «I'yp-
Omup>, «lasepes apopua B Camapkanpe>», «Bxopnbie
BOpOTa ABOpLia» ). B ropubix meiizaxkax Bepemarun
emje 6oAee SHEPrUYHO ACTIUT GOPMY IIBETOM, IIepesa-
Basl IIAACTHYECKYIO MOIIb PACKPbIBAOIeHcs mepes HUM
npupoaHoit cruxun («Beuep Ha osepe», «Topsl 6an3
osepa HMccpik-kyab>, «B ropax Aaa-Tay>»0. Kak ormeua-
et P. Ak6aabsin: «ITo croxeram meii3askHble 9TIOABI Be-
pellaruHa MOXKHO Pa3AEAUTD Ha TPU KaTeTOPHH: TOPOA-
CKHMe Tefi3a)KH, aPXUTEKTypPHBbIe Mei3axu (MHTepbepbl
ABODIIOB 1 XpPaMOB) U Mef3aXK B COGCTBEHHOM CMBICAE
CAOBa, KaK BUABI IPUPOABI> [ 3, c. 8].
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YHMKAaABHOM HAXOAKOM AASI ITEM3XKHOM YKUBOIIKCH I10-
CAY>XMAH OTpecTaBpupoBaHHble B 2011 roay BhIOAHEH-
Hple K. KopoBuHbIM AAst BcemupHOIt BbicTaBky B [ Taproke
1900 roaa yeTbIpe «TypKeCTaHCKUX> IMaHHO 3ara Cpea-
neit Asuu [4, 160]. D10 «Basap y HOAHOXUS pyuH MeyeTu
Bubu-Xausiv, «Posbl B iBeTy >, « Typkecran», «YaitHas
B Typkecrane» (Bce 1898-1899 roasr) Beuneynomsmny-
ThIe IIAHHO XYAOKHHKA SBASIOTCS TOATBEPXKACHHEM TOTO,
ur0 K. KopoBuH paboTaA B TPAaAUIIUSX HMITPECCHOHH3MA.

Eme opun xypoxHuK aToro nepuosa H. Kapasun
(1842-1908). ABTOp mOBECTell M PACCKA30B O XKHU3-
Hu Typkecrana. Haunnas ¢ 1867 ropa, HEOAHOKpaTHO
os1Baa B Camapkanpe, TamkenTe, Kokanpe u Xuse. 13-
BECTHA er0 aKBapeAbHas Cepust « XHUBHHCKUI aAbOOM>.
YuactHuk akcrmepaunuu leorpaduueckoro obirecTna
B HU30BbAX AMy-Aapbu.

PucyHok 2. KapasuH H. B3aTtue TawkeHnTa. 1865 xonct, macno, 179 x 332

Ecau B. Bepemarusn u K. Koposun kxak npogeccuo-
HAAbHbIE XYAOXKHUKH, CO3AABAAU 3aKOHYEHHbIE IeH3aK-
Hble 00pasbl, TO B TBOpYecTBe XyAoXHHKa P.3omme-
pa (1866-1939) Mbl yBHAUM HaTypHbIE STIOAB, Yalle
C MeCTHOM MCTOpUYecKoi apxuTekTypoit. Hapsay c xap-
THHAMU-XPOHHKAMH, BKAIOYAIOIIHE B cebe NCTOpHYecKue
MAMSATHHUKH KYABTYPbI Y30€KHCTaHa — HA30BEM HX AOKY-
MEHTaAbHbIMH — B 9TOT IIEPHOA TIOSBASIOTCS TaK Ke JKHU-
BOIIHCHBIE XOACTBI, HO B CAMOM HaYaAe 9TO OBbIAM Oerabie
9TIOABL BOABIIOE KOAMYECTBO 9TIOAOB OOBSCHSETCS CAe-

AYIOIITIM, C OAHOM CTOPOHBI HCCAAOBAHHE XYAOKHUKAMU
HOBOI1 3eMAH, CO CBOOOPA3HOI IIPHPOAOIL, OBITOM, 00bI-
qasvu. C ApyTo#i,— XeAaHHe XYAOKHUKOB BXUTHCA B aT-
Mocepy Bocroxa. PaboTbI XyAOXKHUKOB HCCAEAYEMOTO
IIepHOAQA OBIAM Yallle 3aKa3HBIMH, CPEAM HUX OBIAM XYAOXK-
HUKH, KOTOpPbIe CBA3aHbI HEIIOCPeACTBeHHO co Cpepneit
Asueil. AaKe eCAU Ha MX XOACTAX U ObIAM H300paskeHbI
TPAaAUIIMOHHBINA BOCTOK, OHM He HeCAM B ceOe KaKHX-AH-
60 >KMBOIMCHBIX 33Aa4. DOABIIIelT 4aCTBIO XYAOXKHHKAMU
CO3AABAAVICH ITIOABI C HATYPBI, BRITOAHEHHBIE Ha IIACHEpe.

TY/IAHOBA [1. . AKTYAJIbHBIE BONPOChI U3YYEHUA TBOPYECKOTO HACNETNA PYCCKUX XYA0XKHUKOB B PA3BUTUN NEA3AMHON MUBOMUCH Y3BEKUCTAHA
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ITapaareAbHO 3TOMY XYAOXKHHKH B KAPTUHAX HCCACAYEMO-
IO IePHOAA MMOCTHTAAN KOAOPUCTHYECKYIO 0COOEHHOCTD
HOBOTO Kpasi, KOTOpasi KAPAUHAABHO OTAUYAAACH OT TOH
IIBETOBOY raMMBI, 3HAKOMO UM A0 3TOro BpeMeHH. Ecre-
CTBEHHO HAET ITOCTIDKEHHUE, U3yYeHHe U HCCACAOBAHHE
IIBETOBBIX OCOOEHHOCTell HOBOro AaHamadra. Hosbrit
Kpail Tpe60BaA AASI OTOOpaXKeHHsI O0Aee CMeAble KOAOPH-
CTHYECKHE IIOAXOABL DTy 0COOEHHOCTD TOYHO IIOAMETHAR
uckyccrpobep, C. Kpykopckas: «...OpHaKo u Te, 1 Apy-
THe OCTAIOTCS BHEITHUMU HAOAIOAQTEASIMH M HU B KaKOH
CTeleHM He PacKphIBAIOT OCHOB SKH3HH HOBOT'O Kpas. Mx
TeMATUKA OIPaHUYeHa ANOO PpUKCaIHeil APXUTEKTYPHBIX
ramsTHUKOB CpeaHeit A3uu, A60 A0OOBaHIHeM 3K30TH-
KOF MECTHOTO 6bITa. DTa OrPAaHUYEHHOCTh OCTAETCS He
IIPEOAOACHHOM M B TBOPYECTBE XYAOXKHHKOB 90 — BIX To-
AoB XIX BeKa, IMEBIINX TO IIPEUMYIECTBO, YTO OHH SKHAH
B CpeaHeit A3uu MOCTOSHHO ... » [2, c. 28].

Taxum o6pasom, yxe ¢ cepeanrst XIX Bexa Ha Ha-
YaABHOM JTalle Pa3BUTHA IIeH3a’ka, NPHBHECEHHas
H300pasuTeAbHAsI CUCTEMA B CIIAABE C MECTHBIM IIPH-
POAHBIM OKpY>KeHHeM IpHobpeTasa COOCTBEHHO CaMo-
cTosiTeAbHbIe YepThl. MaeT mocTenenHoe popMuposa-
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HMe KOMIIO3UIIMOHHOM CTPYKTYPHI OT 9TIOAA K KapTHHe,
IIOCTIKeHMe HaIlJMOHAABHOTO KOAOPHUTA, OIIPEACASIOTCS
IIPEAIIOCBIAKH AASL AAABHEMINETO Pa3BUTH: IMEeM3aXKHON
>KMBOTIUCH B IIEAOM.

OrpoMmHOe 3HaueHHe AASI CTAHOBACHHS U300pasu-
TEABHOTO UCKYCCTBA Y30eKHCTaHa ObIAO OTKPBITHE CIIe-
IIMAABHBIX Y4eOHBIX 3aBeAeHHMH, TaK, B 90-x rr. XIX Beka
B OCHOBaHHBIX B TypKecTaHe CpeAHHX yueOHBIX 3aBepe-
HMAX TIPEoAAIOT pycckue XyaokHHKHU Kak: V. Kazakos
(peansHoe yuananme), C.IT. FOann (kaperckuii kopryc),
B. K. PosBaposckuit (kommepueckoe yunauine) [2, c. 28].
«... DTHOrpadu3M, HHTEpeC K 0COOEHHOCTSIM IPUPOADI,
APXUTEKTYpe, ObITa HAPOAOB, OLIPEAEASIIOT CEOXKETDI ITPO-
U3BEACHUHN MHOTUX PYCCKHMX XYAOXXHMKOB, CBS3aBIIUX
B HayaAe XX BeKa CBOIO CYABOY C SKH3HBIO 9TOTO Kpast
[1, c. 17]. Takas onyeHka TBOpYECTBA PAaHHHUX Iefi3a-
JKHCTOB MMeeT B BUAY AMIIb UX HEITPEB30MAEHHOE Ma-
CTEPCTBO KaK HAAIOCTPATOPOB 3HAYUTEABHBIX COOBITHIT

CBOEro BpeMeHH M 3aTYIIEBbIBACT APYTOE — 3TO, IIPeXKAe
BCEro MpOHMKHOBeHHe Ha Teppuropuio Cpeanert A3uu
TPAAULIUI CTAHKOBOM XMBOIUCH U CO3AAHHE IIEPBBIX pe-
AAMCTHYeCKH TPAKTOBAHHbIX NeH3aKei-3TIOAOB.

PucyHok 3. Bypa J1. PeructaHn. xonct, macno. 108 x 143

YToOBI HCCACAOBATD Pa3BUTHE IEH3aKa HCCACAYEMOTO
IIepPHOAQ HEOOXOAMMO OTMETHTD Te OCHOBHBIE TEHACHITUH,
KOTOpBIe OBIAM OIPEACASIONIMMU B Pa3BUTHH KaHpa. [Tep-
Basi TEHACHIIUS — 9TO H300pakeHUe XYAOXKHUKAMHU APXUTEK-

TYPHBIX AOCTOIIPUMEYATEAbHOCTEH, 9K30TUKM HOBOT'O Kpas.
U ata 0c0OeHHOCTD OYAET IPOAOAXKATHCS BIAOTH AO 30-X
ropoB XX Beka. Bropas TeHAeHIMS — 0ObeAHEH e efi-
3aKa M XKAHPOBbIX MOTHBOB. KapTuHbI Takoro xapakrepa

TYNIAHOBA J1. X. AKTYAJIbHBIE BONPOCHI U3YYEHUA TBOPYECKOTO HACNEANA PYCCKUX XYA0XHUKOB B PA3BUTUM NEA3AMHO XUBONNUCH Y3BEKUCTAHA
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C OAHO¥ CTOPOHBI CYIIJeCTBEHHO 00OTaIAAU TTef3aK, a BO
BTOPBIX MOAYEPKHBAAU HAITMOHAABHYIO IIPHHAAASKHOCTD
H300pasKaeMOFt MECTHOCTH. YHUKAABHOCTb ITeHi3aKei 9TO-
IO IepHOAA B TOM, 4TO aTPHOYTHI Hefi3aka ( AepeBbsy, Fopbl,
MeCTHasl HCTOPHYECKAsl APXUTEKTYPa) U 9eAOBEK — PAaBHO-
I[IpaBHbIe, 0053aTEABHO BXOASIIIHE YaCTU OOIelt KAPTUHBL
OTO Ka4ecTBO B AAAbHEHIIEM ITOAYYHT Pa3BUTHE B TBOpYe-
CTBe XyAOXKHHUKOB-opueHTasucros A. Bype, O. Taresocs-
Ha, A. Mcynosa, 1. Kasakosa. CoBceM Apyroe BocrpusiTie
IIeH35KHOTO IPOCTPAHCTBA OYAET IIPOCAEKUBATHCS B TBOP-
yecrBe I 1. Hukudoposa, Tak Kak 3TOT XyAOXKHHK IIPUAEP-
JKMBAACS KAAQCCUYECKHMX METOAOB CTaHKOBOM >KHUBOIIMCH
B M300pKeHHIHU IPUPOADI Y30eKUCTaHa.

BoiBoAbI. AesSTeAbHOCTb PYCCKHX XYAOXHHUKOB,
a TakKe MHOTOYMCAEHHBIX HCCAGAOBATEAEH 1 cobupa-
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TeAeit HapoAHOTO HcKyccTBa Cpepneit A3ui, 6biAa, IpH
BCell OrPaHNYEHHOCTH e€ MacIITaba, O4eHb BOKHOM AASI
AAAbHEFIIEero pasBUTHS M300Pa3HUTEAPHOTO HCKYCCTBA
Y3b6exucrana B nieaoM. Ho obiecTBeHHbIN CTPOI, TO-
croacTBoBaBuil B Typkecrane Ao OKTA6pbCcKOit peBo-
AJOIIMH, OTPAaHUYUBAA PA3MaX AESITEABHOCTH XYAOXKHHKOB
U 00YCAOBHA IACCHBHO-CO3epIIATEABHBIN, OBITONMCA-
TEAbCKHIA, 9THOIpadUIECKHUIl XapaKTep TBOPYECTBA MHO-
I'MX XyAOXKHHUKOB [ 1, . 20].

Ba’kHO OTMETHUTD, YTO TBOPUECTBO BBILIE HCCACAO-
BaHHbIX XyAO)KHHKOB CTAAO TeM YHAAMEHTOM, Ha KOTO-
POM B AQABHEMIIIEM BBIPACTET IAESIAA Y’KE MECTHbIX Ha-
IIMOHAABHBIX KAAPOB, XYAOKHUKOB, B UbHX XOACTAX OyAeT
BBIITYKAO OTPaKAThCsl UCTOPHS, IPUPOAA i ObIT CpepHeit
Asun.
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Abstract

The purpose of the study: to study the activities of the first Russian artists in the development of landscape paint-

ing in Uzbekistan.

Research methodology: system-descriptive approach, historical analysis of the development of landscape painting
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Results: the actualization of tasks for the formation of landscape painting in Uzbekistan, the development of
plastic searches related to the trends and cultural heritage of Russian art, formed a new typology of images of nature,
interpreted in various trends, which was necessary to improve creative research on the further development of the
fine arts of Uzbekistan as a whole.

Scientific novelty: historical and political changes determined the formation and formation of easel painting in
Uzbekistan at the end of the 19" —beginning of the 20 century. The process of mastering European types of art and
the subsequent formation of cultural and aesthetic consciousness, which has a universal basis; the combination of
these factors contributed to the promotion of the landscape genre in art as one of the main ones, reflecting the basic
concept of modern painting in Uzbekistan.

Practical application: study of the activities and artistic heritage of the first Russian artists in Turkestan at the end
of the 19" century, provide an opportunity for further comprehensive study of the formation of landscape painting
in Uzbekistan as a whole. The classification of the main trends in the landscape genre of the initial period can be used
to create teaching aids and textbooks for university students, monographs on painting in Uzbekistan.

Keywords: Turkestan, landscape, culture, landscape painting, Muslim culture, traditions, miniature, easel paint-
ing, Central Asia, genre, artist, Uzbekistan.
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PATTERNS IN APPLIED ART OF THE UZBEK FOLK

Abstract

The purpose of the research. It is to contribute to the preservation of the history and traditions of Uzbek folk

applied art, and to pass it on to the future generation.

Research methods. In this scientific work, the semantics of patterns in the applied decorative arts of Uzbekistan,

the feelings of deep connection of the Uzbek people with the past world of values, the process of restoring the original

layers and traditions of applied arts, technological methods, pattern compositions, decoration types were analyzed.

Research results. This study provides information about the types of patterns in Uzbek folk applied decorative

art, their forms, history of origin, and traditions.

Practical application. All scientific intellectuals working in the field of art studies can take full advantage of this

research work.

Keywords: authentic, semantics, composition, stylization, epigraphic, panno, friezes, engraving.

For citation: R.R. Jabbarov. Patterns in applied art of the uzbek folk // European Journal of Arts, 2023, Nel1. —
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I. Introduction

The culture, ancient history and natural landscape
of Uzbekistan are very rich and varied. It consists of
mixtures of cultural traditions of various nations. They
are represented in music, art, handicrafts, dances and
national clothes. The rich and traditional culture of the
Uzbek people has developed over many centuries and
differs from the oriental cultures with specific and unique
features. On these days, the development of the types of
applied arts, the changes in the system of patterns based
on tradition and innovation in the decoration of objects
occupy a special place as the main field of artistic culture
that maintains and develops the succession.

To basis of the theme and its actuality. The seman-
tics of patterns used in the applied folk art of Uzbek na-
tion, in particular, the semantics patterns used in pottery,
carving, wood carving, embroidery, weaving a carpet,
and jewelry, are extremely complex.

Many types of patterns such as bodomgul (similar to
the shape of an almond), anorgul (similar to the shape of
an a pomegranate), qo‘chqorak (similar to the shape of
a horn of ram), zomucha, kilichak, kordi osh (similar to
the shape of a knife), kadj bayt, toji xo‘roz gul (similar to

the shape of crown of the rooster), tabadoniy, iris nusha,
tumor gul (similar to the shape of a amulet), shabaga and
others not only in the 19" century, but also in present
days are used by all handicraftsmen. If the patterns on
the objects related to traditional applied art are studied
seriously, the specific ideological content of each pattern
can realize.

For instance, the pattern of “kordi osh” expresses the
meaning of a kitchen knife, and the image of “feathers,
birds” means wisdom, intelligence; “almond” is a sym-
bol of life and fertility. “Palak” is derived from the word
“falak” and it expresses the meaning of the mutuality of
the universe and the earth. The image of the moon sewn
around the sky shows the meaning of the bright beauty
of the universe. They are polished in the colours of green,
blue, pistachio as a symbol of the life and vitality. The
image of snakes on the borders of the embroidered item
represents as a symbol of savior who protects people,
families, and homes. Love for life and thirst for beauty
are reflected in the colors of embroidered item and flow-
er of universe, which give grace and refreshment to the
households. In addition, in the folk applied art, in par-
ticular, there are also basic compositions in embroidery,

R.R.JABBAROV PATTERNS IN APPLIED ART OF THE UZBEK FOLK
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which serve to become the item richer. For example, the
medallion composition consists of 1 central figure and
4 bushes or bouquets of flowers located in 4 corners. The
name of this pattern is “yak mohu - chor shah” — “four
horns and one moon” (mainly Bukhara, Nurota).

II. To object and subject of the theme

The historical origin of applied art dates back to the
period of childhood of mankind. As humanity grew up,
applied art also developed, as long as there was a struggle
for living, and in the process of increasing the needs for
a good life, mental labor started to separate from manual
labor. The demand for hunting weapons and household
items increased. First of all, stone carving, bone carving,
and later wood carving slowly found its development. In
the centuries-old history of the Uzbek people, the types of
folk applied decorative arts include the most amazing and
mass part of our rich and colorful cultural inheritance.
The types of art that flourished and appeared in the area of
Uzbekistan are famous in the world for their uniqueness
and originality. If we think about the stages of such devel-
opment, we will witness that the roots of Uzbek applied
decorative arts dates back to the childhood of mankind
which to primitive society. As evidenced by the historical
monuments found as a result of excavations of soil layers
on the land of our country, the activity of creating items
in the way of artistic handling to the human body began
in the Stone Age and continues till present days for centu-
ries. As a result of such a deep philosophical approach to
applied art, the creation of applied artistic decorative art
works based on conditionality, stylization has increased.
This historical factor motivated the rapid development
of the Uzbek national decorative art, as a result today our
famous architectural monuments, their ganch carving,
the art of decorating with tiles, the art of design, the art
of calligraphy, stone carving and other types of art be-
came famous in the world. Folk applied decorative art
enriches the spiritual world of people, forms artistic taste,
and brings up their spirit.

Carpet weaving. The carpet making traditions of an-
cient folk developed as a result of the inventive attempts
of many descendants, and has extremely long and wide
roots. Home-made carpets mainly by women in rural
areas are ordinary, but it means that they are produced
in perfect technique, thus they are exhibiting the perfect
brightness of colors, shapes, combinations of delicate pat-
tern and creative ornaments. In Uzbekistan, carpet weav-
ing and felt weaving are one of the most ancient type of
folk handicraft and were the main occupation of native
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tribes who were very rich in wool products (mainly sheep
and camels) living in a semi-nomadic (herding) lifestyle.
The weaving carpet by hand is extremely painstaking and
complicated task, it demands diligence, taste and crafts-
manship from the weaver. In the periods before the Mon-
gols, the woven carpet items of the Oguz, which are part
of the Turkic tribes, became famous in the world. In the
period of the Timurids, carpet weaving combined with
Iranian and Turkish traditions, and from the 16 centu-
ry, the carpet weaving items of the Dashtikipchak Uzbek
tribes spread widely around the world in Movarounnahr.
The historical relevance of the carpet-weaving traditions
of these Turkic peoples forms the basis of the ethno-cul-
ture of the national carpet-making of Uzbekistan.

Pottery. Since ancient times, pottery has been the
most common occupation for humans. Even today,
several famous pottery workshops are working in some
cities, towns and villages of Uzbekistan. Uzbekistan is a
place that has preserved the richest heritage of pottery
art, because the representatives of modern, traditional
and non-traditional pottery art (historically formed in
the 19" century) are interested in the historical layers of
indigenous culture.

Since ancient times, the craftsmanship centers of all
oases have been formed in Uzbekistan. According to the
method of production, pottery is divided into two main
types — glazed and unglazed pottery. Unglazed pottery
has a long history. The glazed pottery was widely spread
out in the cities of Movarounnahr at the end of the 8"
century — the beginning of the 9" century. In the 9" —
18™ centuries, this style gained artistic excellence and
high technological quality. Since the 20" century, the
main schools and centers have been founded in the re-
gions of present—day Uzbekistan: a) Samarkand-Bukhara
school, Tashkent, Samarkand, Urgut, Bukhara, Gijdu-
von, Shahrisabz, Kitab, Kattakorgan, Denov centers;
b) Fergana school, Rishton and Gurumsaray centers;
c) Khorezm school, Khanka, Modir village, Kattabog,
Chimboy centers. Each center has its own, unique local
features. Nowadays, the household items and other pot-
tery products with flat (bowls, plates), long, upwardly
directed (jugs, long pitchers) are being manufactured in
the centers which above-mentioned. In the pottery of
Fergana and Khorezm, the preparation of traditional blue
alkaline glaze was started, but they are distinguished by
their unique patterns, delicate ornaments and variety of
the items (representatives M. Turopov (Gurumsaray),
I. Komilov (Rishton), R. Matchonov (Khorezm) and
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others). The lead glaze and yellow—green, brown paints
play an important role in manufacturing the Bukhara—Sa-
markand ceramic items with sonorous and elegant (rep-
resentatives Alisher and Abdulla Narzullaev (Gijduvan),
Namaz and Noman Oblokulov (Urgut), H. Hakberdiev
(Samarkand). In the pottery of Kashkadarya (Kasbi dis-
trict) currently manufactures only unglazed items.

Wood engraving. The fame of wood engraving
has always been high in Uzbekistan. The most famous
type of traditional wood engraving is the decoration of
any surface through patterns and decorations related to
plants, as well as the ornamental technique called “Abso-
lute Infinity”. The maple, mulberry, walnut, larch, cherry
or apricot were mainly used for wood engraving. In the
applied art of Uzbekistan, wood engraving differs from
other types of art by its uniqueness, the main reason that
masters related to this branch of art type are not only
household items, but also architectural parts (pillars,
doors, gates and others) is also very active in decorating
home furnishings.

Wide range of use of wooden columns, doors, gates and
other architectural parts can be seen in the architecture of
Khiva, Bukhara, Kokand, Samarkand and Tashkent, the
capitals of the Uzbek khanates. One of the mature centers of
wood engraving and the art of patterning is Khiva, and the
art of Khiva wood craftsmen can be seen on the columns
and doors of the buildings of the Ichan-Kala complex (in-
cluding the carved pillars in the interior of the Juma Mosque
monument). One of the popular representatives of the Khi-
vawood engraving school is the dynasty of Polvonov, many
carved columns, doors and gates were established by them
in Khiva at the beginning of 19™ and 20 ™ centuries. K. Hay-
darov, one of the famous masters of Kokand, preserved the
traditions of the Kokand school of wood engraving in his
creation and created unique items. His creative works of art
include architectural parts such as doors, panels (a piece of
patterned wall), friezes, columns, carved tables, chairs, rehal
(book rest), pencil cases, and other household items. Tash-
kent was one of the main centers of wood engraving in the
19™and 20™ centuries. Artistic decoration oflarge architec-
tural buildings and household carvings have an important
place in the work of Tashkent masters. The artistic decora-
tion of huge architectural buildings and household carvings
play an important role in the creation of Tashkent masters.
The traditions of famous masters from Tashkent - S. Kho-
jaev, M. Kasimov, A. Fayzullaev, H. Kasimov, N. Ibrohimov
have been continued by A. Azlarov, master of the dynasty
M. Ibrohimova, S. Rakhmatullaev, H. Hasanov and others
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since 1990. In the area of Uzbekistan, there are mainly four
schools of wood engraving (Kokand, Samarkard, Tashkent,
Khiva), which differ from each other with their styles and
directions.

Art of coppersmithing. In the period of the reign of
the Timurids in the 14" century, the production of Uzbek
national handicraft items was more developed. Amir Temur
brought foreign handicraftsmen to Samarkand during his
military campaigns to other countries. Thereby, the names
of foreign masters can be seen on the metal objects related
to that period. For instance, there is a legendary cauldron
made of seven different metals in the Hermitage Museum,
it was decorated with a plant-like pattern and high artistic
writing, and it was made by Abdulaziz ibn Sharofiddin, a
metal caster from Tabriz. The Spanish ambassador Clavijo
wrote in his memoirs that the wonderful dishes saw at the
reception and party of Amir Temur were made to a high
level. Young Bukhara is one of the oldest centers of cop-
per engraving, and the patterns and inscriptions on dishes
made by native masters there are amazing with elegance of
the ornaments. At the beginning of the 19™ and early 20™
centuries, the art of calligraphy, together with the patterns
and decorations that were given into the objects in a cross—
sectional manner, took a special place, and the inscriptions
were embossed in the form of plant-like patterns. Espe-
cially, the copper items of Gijduvan found their own re-
flection as the major ornament the elegant inscriptions on
items such as kashkul (a deep copper vessel with a lid and
ahandle, in which ingredients are usually stored), buckets,
pail, juice bowls, copper bowls, dolly—tub, weapons, and
candlesticks, as well as it fully demonstrated the unique
style of epigraphy characteristic of the Bukhara school of
copper engraving. It is known from historical sources that
during the period of the Bukhara Khanate, engravers al-
ways used the style of calligraphy, they decorated the belly,
neck or handle of the jugs, and the wide surface side of
the tray with the inscriptions of calligraphy. This style was
especially fully reflected in the works of the master Mul-
ladost Muhammad, who decorated “kashkul” (a deep cop-
per vessel with a lid and a handle, in which ingredients are
usually stored) items in the style of “Kufic” with engraved
calligraphy. At that time, masters such as Hakim Bukhari
and Dostmuhammad Rizo, representatives of the Bukhara
school of engraving, many times used as ornament elegant
verses of copper items.

IIL. Conclusion

No matter what kind of craft there is in the world,
it will definitely have its own masters and disciples.
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Handicraftsmen such as patterning art, ganch carvingart,
coppersmithing, knife making, mat making, carpet mak-
ing, and wood carving have their own special masters.
Every handicraftsman has his own disciple. If any master
has no disciples, he can be compared to a tree without
fruit. Because our masters have traditionally passed their
crafts from generation to generation. Therefore, preserv-
ing, appreciating and using the Uzbek folk applied dec-

A PREMIER

Publishing

ISSN 2310-5666

Section 1. Visual, decorative and applied art

orative arts, which have been created as a result of the
creative work of the people over the centuries, teaching
the young future generation to increase their esthetic
taste and educating them as highly cultured person are
one of the important tasks of our time. In the process of
fulfilling this important task, the role and significance of
innovative technologies is important, because this is the
requirement of today.
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Abstract

The purpose of the research. This article is devoted to discussing the issues of importance and priorities of using

“plain air” in fine arts.

Research methods. The researcher has been working on the “Graphic arts and chemistry graphics” for the students,
who reflected on the idea of plenerering in the painting of Uzbekistan, about the works of artists and their ability to
shape their rankings. Methodological techniques are used to apply the methods of the “mustalah”, which deals with
organizational issues, knowledge, tension, and skills of drawing art lessons.

Research results: This scientific work was researched to further develop the “plain air” method in the field of art

studies.
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art teachers can fully benefit from this scientific academic discourse.
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I. Introduction

The “plain air” of the Uzbek national fine art was first-
ly developed in the miniature paintings that were done in
the Middle Ages. In these miniature paintings one could
see the nature, trees, ditches, mountains, animals, and
people created or painted on the basis of certain rules.
The art of miniature painting has its aesthetics and it de-
scribes the meaning of the painting in its own way. The
objects described in the miniatures were presented con-
ditionally.

To basis of the theme and its actuality: Realistic
painting in the territory of Uzbekistan appeared in the
XVIII-XIX centuries, and began to develop. During this
period, artists worked in accordance with the creativity
spirit of the European art traditions, they used European
methodologies. We can almost see the landscapes or the
images of architectural monuments in more than half of
the works created in those years. The images that were
based on some events were associated with the nature in
these paintings, and we can say that the development of

the plain air painting’s principles were associated with
the same period.

There were also the representatives of the plain air at
that time. Such as S. P. Yudin, R.K. Zommer, L. L. Bure
were some of them. In S.P. Yudin’s works we can see
mountain and village views, as well as the panorama of
the nature described in the dramatic circumstances of
World War II.

In R.K. Zommer and L. L. Burelar’s art one can see
the monuments, the streets of that period, teahouses and
other similar works done in plain air post. We may be
able to learn from these paintings about the people at
that time, the warm sunny nature of Uzbekistan.

P.P. Benkov was a remarkable artist and one of those
artists who represented our sunny country with a high
spirit in his works. He created his own school in Uzbeki-
stan that was unlike than others.

In 1930, Pavel Petrovich Benkov moved to Samar-
kand that was the capital of Uzbekistan at that time.
Describing architectural monuments, streets, gardens,
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the people of this land he made a great contribution to
our fine art. P. Benkov was as well as busy and interested
in educational activities. He was the founder of the cur-
rent republican college of the Arts in our country. He did
his best in upbringing the new artists and painters. He
shared his experience with them and taught them with
care and love.

Working hardly at “plain air” painting he created a
number of works. The creation of his works, their color
palette, the composition are one of the best samples of
the traditional fine art methodology. The work called
“Grape harvesting” (Friends) was done at the plain air,
there was presented a group of grape collectors, and the
sun’s rays that were coming through the grape leaves and
illuminating on the grapes were depicted with high mas-
tership. Coming close to this painting one can feel a sense
of real vineyard.

II. To object and subject of the theme:

P.P. Benkov trained Z. Kovalevskaya, L. Abdullaev,
A. Abdullaev as a future painters. The next generation
of artists carried out the same artistic heritage by Ben-
kov. They studied these methodologies on their pri-
mary school days.

One of the creative artists U. Tansikboev also worked
at “plain air”. Working he depicted landscapes, moun-
tains, rivers of our country in his paintings. As well as he
chose the right colors in vivid style. He left a lot of “plain
air” paintings that were unique in their own way and un-
like the other works. The painting named “My Song” can
be the best sample in the landscape genre and can be
called the symbol of this genre.

N. Kuziboev, M. Saidov, R. Akhmedov worked at
the same period as U. Tansikboev did. Their works were
connected with plain air painting too. Academic painter
R. Akhmedov’s portrait work “Maternity Homes” had a
significant role in the fine art. He described the image of
a woman sitting outside in the shade of a tree. The work
was done very accurately, colors were chosen profes-
sionally. As he once told he had created this work while
teaching his students during practical process. One of the
masterpieces of the fine art was the result of that lesson.
Here below we would like to say a word about the practi-
cal moments of the student teaching process.

After being independent, at the result of the eco-
nomic and social development in our country the com-
puter art developed rapidly and even not professional
art designers were involved and interested in the field
of design work. That caused the things turn wrong, we
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could see some mistakes in coloring the advertisement
objects, choosing not correct colors in decorating the
internal and external parts of the houses. Modern col-
oristic increase and development demand from us for
high qualified and skilled specialists. For this reason, the
students should be taught the ability of seeing, feeling
and choosing the colors in the right way.

The issue of developing the ability to see and notice
the color of the painting is the most important task of
teaching process. In educational system upbringing in-
dependently creative, goal-oriented, the young talented
painters is very important. Increasing one’s ability to
work with colors can’t be carried out without learning.
He should be taught to observe the environment, to feel
the aesthetic of an object, to notice the sense of colors
of the world.

The theoretical and methodological issues connect-
ing with the landscape genre and developing the stu-
dents’ coloristic skills are not fully solved. We can’t say
that enough much specific issues were solved yet in this
field. Therefore, many teachers mainly focused on teach-
ing the students to notice the shades of the object. At the
result the natural colors of nature stayed unnoticed and
not taught fully. This problem is reflected on the works
of the students. Because the students’ ability to perceive
color and the art of choosing the colors is not enough.
This can be seen in the landscape painting practice in the
plain air. The mistakes can be noticed in the light, sun
rays and colors given to the objects, in the colors used to
depict the changing process of the nature. From this idea
we can conclude that the educational and training pro-
cess held in plain air has enough problems to be solved.
In teaching process there are still some methodological
problems that demand a solution to develop the stu-
dents’ color abilities. This process demands to develop
and increase the students’ abilities to choose, notice, feel
the accent or the colors professionally.

Well-known Russian artists and art critics
N.N. Volkov, G. Shchegol, K.F. Yuon, B.V.Ioganson
firstly established the theory of accent or coloring and
made their great contribution to the fine art.

For example, A. A. Vasilev in his book “The bases of
the theoretical and educational principles of the teach-
ing artists to plain air art” he focused on the “theory of
accent”, he clarified the difference in his workshop paint-
ing conditions. He advised to go to open air conditions
from workshop conditions. As we know the shades of the
objects move quickly as the sun moves. According to this
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fact furthermore, he worked out some methodological
advice to study the short—term and long—term exercises.
For example, as a training exercise he recommended na-
ture mort, in his exercise he used the objects related to
landscape (earth, sky, water). The importance of this task
was to see or notice the common objects in nature with
one glance. It is very difficult for the students to distin-
guish and memorize all little objects in one glance. There-
fore, the first task in describing the landscape should be
not a large space, but a small part of it. He also recom-
mended his methodologies in portrait work, he worked
and conducted his research in landscape, nature mort
genre. Many scientists believe that the students should
work much in the nature to develop their painting skills.

IIL. To aim and duties of the theme:

V.M. Sokolinskiy also worked to solve one of the
problems associated with the composition of the land-
scape. V.M. Sokolinskiy offers to carry out regular tasks
such as: to have additional classes in the workshops, to
paint etudes under the guidance of a teacher, to let the
students implement their independent self-works, to
copy the works of the masters of landscape, to memorize
the view and others. But the research work to develop the
students’ ability to see the colors was not enough.

In his research S. E. Tokarev conducted and worked
out the system of methods to improve their ability to see
the colors. In his scientific work he offered the following
methods: to have practical research, to analyze them, to
observe them, to organize a speaking or discussing pe-
riod, to use pedagogical experience, to develop the ability
to see, to demonstrate. In this stage, the teacher himself
should be an example for the students in carrying out
their tasks. S.E. Tokarev’s proposed system consists of
two parts: the first is a short-term practical work. This
process was developed and analyzed in details by him.
The second system had complex devices that included a
performance of space character and landscape composi-
tion. He developed the general ideas, but it was still less
clear guideline on the issues of accent teaching.

In N.Y. Maslov’s work the teaching methods of ac-
cent was not clearly defined. He gave his points for the
first year students to teach “The landscape pieces”. He
gave his advice in nature composition. But the focus on
the colors of the objects was less given. No exercises on
the bright, dark, light colors were given.

The main purpose of E. A. Khijnyak’s research was to
talk about the concept of harmony of color and flavor. He
recommended the students theoretical knowledge, gave
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information about the coloring the size, space and recom-
mended his methods. The aim of his research was to reveal
the easy ways to color portraits, nature mort in workshop
conditions. He paid little attention to landscape painting,
that could have taught the students more about the state of
nature (morning, evening, dawn, morning, rain, lightning),
the change of the light elements. These details were not
worked out in his research. The analysis of the sources in
the above example shows, in the authors’ works the ways
of working in plain air condition were not fully worked out
yet. The complex excises to notice the colors, shades of the
objects, to differ light and dark colors in the nature were not
fully conducted by them yet. The main basic methodologi-
cal rules were not still implemented by the scientists yet.

One of the main obstacles to improve the skills and
practices of higher education institutions (Bukhara, Na-
mangan, Samarkand, Gulistan) is that only one summer
months and even less time is given to work in plain air.
To develop the coloristic skills of the students it would
be appropriate to spend the fall and spring seasons in
the plain air. It would be possible to complete the study
during the year to get a complex theoretical knowledge
about the color gammas. At the moment, during the aca-
demic year students will not even think about landscape
theme study till the end of the semester, clearly till the
summer time. The Future teachers’ ability to take the
best view should be highly developed, because they’ll
work with the students at schools, at secondary schools,
vocational colleges. They should have some skills to ex-
plain the picture of the program. In this case, the prob-
lems can be solved through the practice out of doors in
plain air, but not on the basis of computer technology,
with modern educational tools.

Scientific and educational study and analysis of the
experience of the famous artist-teachers revealed to
us the essence of the historical study of the problem in
terms of “plain air” painting. As a result, we can say that
the history of the formation and development of plain
air as the fine art is closely related to the development of
the landscape genre.

The landscape painting is one of the most spread
genres of the painting. Studying its steps of development
we can be sure of this. But during its development less
attention was given to the accent or coloring and it was
natural, the attention was given only to the little objects
and elements of the nature. In that way several genera-
tions of artists made their contribution to the develop-
ment of the landscape painting.
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IV. Conclusion

“Plain air” practice is an integral part of the educa-
tional process, and important aspect in preparing of the
artist—teacher. Enjoying the nature and its performances,
drawing, painting out doors will develop students’ skills
and strengthen the knowledge that was given in the con-
ditions of workshops. During the observation period the
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students develop their observing skills. They will analyze
the construction of the specific nature elements, their
structure, they will learn about their color, they will clar-
ify the knowledge about the air, sun rays, day lighting
in the environment. Alternatively, they will get to know
about the materials, tools to use. Thus will develop the
student’s world of view and skills in landscape painting.
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Research results: As a result, the attention is drawn to the fact that the best works of Uzbek artists of this period
are worked out with their own style, expressive images, high professional skills. These works are not similar in style
and theme to each other, the idea of which is common, an impressive reflection of modern reality, a clear picture of
the inner world of Uzbek people, their attitude to work and their way of life are in harmony with each other.

Practical application: Nature landscapes can be seen in murals and embossed images of the countries of the
Ancient East, including Assyria, Babylon, Egypt. The role of the landscape genre in ancient Khorezm murals in
Central Asian culture is significant. By the Middle Ages, the landscape genre was found in miniatures, monumental
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Introduction

In the visual arts, it is natural that the landscape genre
that reflects nature involuntarily attracts a person with its
magical world. The landscape genre is one of the lyrical
types of Fine Art, in which, through manifestations of
a real or fantastic nature, the artist’s feelings, thoughts,
desires of dreams find their expression. This genre de-
scribes natural landscapes, architectural devices, moun-
tain landscapes, sea waves, which are changing with hu-
man activity.

The thought, feelings that arose in the process of
perception of being were initially expressed by sound,
movement, gestures, and as life experience increased,
tone began to be reflected in forms. The emergence of
art led to the deepening of a person’s knowledge of ob-
jective reality, the enjoyment of ancestral experiences.
This facilitated him to delve deeper into the secrets of

nature, accelerated the development of mental matura-
tion, aesthetic views.

Fine art — it also convinces that there are things that
are not in it, as is the case of describing visible phenom-
ena in nature in their original form. People would not
have believed in the existence of Angels if Angels had not
long been depicted in the form of an animal or a beautiful
person. When an artist describes reality in such a way, it
seems that there is a certain internal contradiction. If an
artist becomes obsessed with describing things by de-
parture rather than artistic analysis, he cannot create a
truly work of art.

Great artists have always paid special attention to
the study of individual styles of artists who lived before
them. As Leonardo da Vinci pointed out: “if an artist is
inspired and creative with the images of others, his works
will be far from perfect. If he learns from things in nature,
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it can have a good effect” [S, 67]. As the first head of
the Republic noted: “the fact that Uzbek artists are effec-
tively creating and gaining new and new achievements in
the following years, many young talents are entering this
field, testifies to its prosperity and prospects” [2, 147].

Materials and methods

Natural landscapes have long attracted the atten-
tion of artists. In paintings made in various domestic,
historical and batal genres, manifestations of nature and
its elements are common. Nature landscapes can be seen
in murals and embossed images of the countries of the
Ancient East, including Assyria, Babylon, Egypt. The
role of the landscape genre in ancient Khorezm murals in
Central Asian culture is significant. By the Middle Ages,
the landscape genre was found in miniatures, monumen-
tal murals. In medieval Chinese art, the landscape genre
was also reflected in the works of the series “mountain
and waters”, which took the place of Mukhim. Medi-
eval Chinese artists Go Si (11" century), Ma yuan, Xia
Guy (both. 1 half of the XII century. XIII AA.), Mu-
TSI (XIII a. 1-half.) created and left significant works
in the landscape genre. Medieval Japanese scenery also
achieved significant success [6, 28].

They expressed the activity of man in nature in the
views of the landscape. The work of Kasusika Hokusai
and Ando Hiroshige deserves attention at this point.
From the XIII-XV centuries, the landscape began to
occupy a significant place in European painting. It went
to become an integral part of the works being created.
The aspirations of the artists of the Renaissance to study
nature, to fully describe the Muhit surrounding man be-
gan to take an important place in the development of
realistic art. These movements laid the foundation for
the rise of the landscape genre to the level of an inde-
pendent genre. By the beginning of the 17 century, the
principles of the classical landscape were formed in the
work of a number of artists, including the work of the
Italian brothers-cardigans.

Discussion. The landscape genre also began to move
into the line of art, which reflected high ideals in itself.
The work of Nicola Pussen, Claude Loren, the work of
Salvador Rosa expressed these features in himself. Dutch
artists also took a significant place in the development of
the landscape genre. Ya. Van Goyen, X. Segers, Ya. Van
Ryoysdal, M. Khabbema, Rembrandt, Ya. Wermer Dellft-
ley and other artists enriched the vivid appearance of
nature in their works with their own hissy experiences,
fantasies.
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In the late XIX and early XX centuries, plenary
painting found its expression in the work of European,
Asian, American artists. Nicola Pussen, Claude Lorren
are considered the founders of the landscape genre. By
the 16305, disappointed philosophical views on life be-
gan to manifest in Pussen’s work. A person expresses
with pity that his life is extremely short and fleeting.
By the end of 1640, Pussen begins to refer to the land-
scape genre. The landscape, as an independent genre,
has come to life on a wide scale. The new stage of the
landscape genre began in the second half of the XIX
century. The desire to create works full of light to por-
tray the manifestations of nature has taken a significant
place in the work of French artists [6, 52].

Splendor in the form of nature, vastness, a state full
of mystery excite the artist. Pussen cannot imagine na-
ture without people. In his works, the artist expresses
the grandeur and infinity of nature. They interpret the
harmony of Man and nature, that man is a small particle
before nature. The plot of the work “the Battle of Hercu-
les and Cactus”, created at the last stage of Pussen’s work,
is taken from the poem “Eneida” by the Roman writer
Vergiliy of the 1* century. It tells the story of the Battle
of the ancient hero Hercules with the Cactus.

In the composition, the appearance of nature oc-
cupies the main place. Majestic mountain, high trees,
clouds in the sky create the appearance of majestic na-
ture. The appearance of Hercules and the defeated Cac-
tus depicted in the bosom of this nature is calm and calm,
asifit did not spoil this splendor. In this calm and conflict
within nature, the artist sees the meaning of life. Pussen’s
works on the seasons of the year are interpreted as a sym-
bol of four seasons of human life [7, 36].

This painting entered Uzbekistan from the 19" cen-
tury. L. Bure, I. Kazakov, O. Tatevosyan, A. Isopov and
b., later P. Benkov and his disciples (R. Timorov, A. Ro-
zikov) developed in his work. Landscape painting of
the XX century is inextricably linked with the ideologi-
cal plasty research of this period. Different currents and
directions have also found expression in the landscape
genre. Although the landscape genre in Uzbekistan also
has a long history, but its large-scale development be-
gan in the middle of the 20™ century. O’rol Tansikboev,
Rashid Timurov, Nikolai Korakhon, bohmat Lambiboev
later, the work of Anvar Mirsoatov, Abdumannop Yu-
nusov shows different views and directions of this genre.

Among Uzbek artists, masters of the landscape genre
create in their works a generalized image of a dear coun-
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try, in which creative human activity is embodied, which
changes nature as desired. One of these is O’Tansykboev,
the greatest teacher of landscape artists. The beauty and
grandeur of nature is clearly visible in the wards of in the
landscape genre. The artist painted the charming land-
scapes of the country through a complex plan composi-
tion, a gamut of elegant and colorful paints, and some-
times decorative contrasts. In his lyrical landscapes and
epic wards, the mother-country beauty was sung with
vivid emotions. The artist lovingly described the valleys
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in the bosom of the mountains, flowering valleys, vast
deserts and quiet reservoirs.

Conclusions. Attention is attracted by the fact that
the best works of Uzbek artists of this period are worked
out with their own style, expressive images, high pro-
fessional skills. These works are not similar in style and
theme to each other, the idea of which is common, an
impressive reflection of modern reality, a clear picture of
the inner world of Uzbek people, their attitude to work
and their way of life are in harmony with each other.
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Introduction

The state, society, religion, economy and political
conflicts determine the fate and existence of the shows
no less than the talent and work of its creators. Every
era leaves its mark on the theater and therefore, start-
ing from the study of theater and performance art from
the time of Aristotle, continuing to the present day, it
takes new directions of research, Aleksandrova, Oksana
Aleksandrovna“Information Resources of Theatrical
Art: History, Current State, Development Trends: On
the Example of Drama” expressed his opinion in his dis-
sertation [2].

Performing art, which exists in many forms at the
same time, requires a decent and large-scale, stereo-
scopic scientific vision. On the one hand, performing
arts is the diocese of artists, that is, the subject of study
of art theorists and historians, critics and philosophers.
At the same time, it is known from the historical aspects
of performance art and theater that its synthesis and el-
evation to the level of art is manifested in unity with its
architectural complex.

Taking into account these historical aspects, it re-
quires artistic, creative, cultural, historical, social and

economic study of all aspects of the existence of cultural
and educational structures.

Methods: comparison, generalization, observation,
systematic analysis, data grouping, theoretical cognition,
historical method.

Materials and methods: According to the sources,
these holidays were organized in honor of Dionysus, the
god of winemaking in Ancient Greece. It was believed
that the holidays could affect the fertility of the land and
the upcoming harvest of grapes and other crops. The
main plot of the holiday was mythological stories about
Dionysus, and shows based on this theme were also pre-
sented. One of the first theater buildings built in ancient
Greece was the Theater of Dionysus in Athens (6™ cen-
tury BC), named after the temple opposite it. Later, the
theater was rebuilt several times [1; 2].

The design of the amphitheater, the size and location
of the stage were changed. Nevertheless, it can be safely
assumed that the Theater of Dionysus is the most typi-
cal theater of ancient Greece. The circular orchestra is
covered by a bowl on the first floor of the amphitheater
according to the plan, and consists of 17 rows divided
into 13 sectors by radial corridors. The second floor,
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separated from the first by a wide passage — diazoma —
consists of 16 rows. Its shape, like the shape of the third
tier (8 rows), has an irregular, complex configuration due
to the specific characteristics of the mountain slope. All
three floors can accommodate 14.000 to 17.000 specta-
tors, and according to other reports, even up to 30,000
spectators were received.

In front of the amphitheater, behind the circular stage
of the orchestra, a stone building called the skene rises.
Initially, the stage played the role of an auxiliary room
for the actors to change their clothes and store various
accessories. Later, the size of the stage increases, and a
high platform-proscenium appears in front of its facade,
which gradually turns into a platform for actors. There
were two side corridors leading to the orchestra between
the amphitheater and the stage building.

The architectural complex of Epidavri is considered
the most perfect in terms of its architecture, plasticity,
proportions, which vividly reflects the characteristics of
Greek spectacles of the Hellenistic period.

The main part of the amphitheater is located on the
hillside. The upper rows are laid on stone structures. In
total, the amphitheater consisted of 52 rows. The round
platform of the orchestra did not have a hard surface
covered with stone slabs, as in some other auditoriums.
The total diameter of the theater was 118 m, the inner
diameter of the orchestra was only 19 m.

The proscenium on the front wall of the stage was
26.5 m long and 3.01 m wide. The height of the prosce-
nium was 3.5 m above the level of the orchestra. Such a
high location of the proscenium indicates that the or-
chestra was the main venue in this structure.

Invented by the Greeks, the amphitheater is today
the most progressive and widespread form of the audi-
ence, the antique orchestra is used as a spatial stage and
is very popular in some countries. The central position of
the stage in relation to the audience made it possible to
solve the problem of a large-scale public theater. The seat-
ing arrangements in the amphitheater derive from the
purpose and nature of the theater as a public institution.
Unlike the modern repertory theater, where each perfor-
mance announced in the repertoire is performed dozens
or even hundreds of times, the ancient theater perfor-
mances were played simultaneously for all citizens of a
certain city. The preparation of the next performance in
the theater was a great event for all citizens, and therefore
ancient architects paid great attention to the acoustics of
these performance structures, with the need to solve the
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problem of a hall of thousands of spectators, providing
approximately equal optical and acoustic conditions for
perceiving the performance.

The optimal arrangement of the seats, with a mini-
mum distance between the last row and the center of the
orchestra, is achieved by choosing the correct slopes of
the amphitheater together with the number and length
of the rows. Therefore, in all Greek theaters, the slope
was from 1:2 to 1:3.

For a satisfactory view of the scene, the vertical view-
ing angle formed by the beam drawn from any viewer posi-
tion to the plane of the scene is of great importance. If in
later theaters of Europe this angle is from 27 ° to 32 °, in
ancient theaters it is only 15-20°.

The form of the scene dictates its conditions in the
mise-en-scene composition of the play. At the initial
stage of the development of the theater, the orchestra was
the only playground for both the actor and the chorus.

The proscenium and the front wall with several side
exits created great opportunities to distribute the move-
ment on different planes. At the same time, the stage
wall served as a background against which the action of
the performance continued. Thus, at the beginning of
its development, the theater could not manage only one
flat platform, but had to look for ways to diversify it in
terms of shape and volume ratio. The extreme regularity
of the visual side of the play gave the playwrights com-
plete freedom in choosing the scene, they did not limit
their creativity to the narrow possibilities of the scene,
so they easily transferred their characters to various situ-
ations necessary to express the general idea.

According to the few surviving sources of ancient
performance design, various mechanical devices for
transformations were also of great importance in the
staging of the play.

Roman theaters adopted the traditions and skills of
the Greeks, making unique changes to the design of the
amphitheater stage. These changes reflect the new con-
ditions of existence of performances, the new character
of dramaturgy. The loss of the choir greatly affected the
shape of the scene. At the same time, the Orchestra began
to lose its original meaning. Since Roman theatrical per-
formance did not include the traditional Greek chorus,
the orchestra was unnecessary for the actors, and they
began to provide seats for the privileged audience. That
part of the hall is organized, which will later be called the
parterre. Actors’ movement is limited to the scene. The
seats on the horizontal platform of the orchestra - the
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floor signs of the stage (experts say — the tablet) had to
be significantly lowered in order to better see what was
happening in the stands. This made it possible to bring
the scene closer to the audience, to unite them in the
general atmosphere of a single space.

This process began in Greece already in the Sth cen-
tury BC, and more and more characters began to appear
in plays, replacing the ancient tragic chorus. In the Ro-
man theater, where the choir was abandoned, you can
still find parts similar to the Greek orchestra, but it was
no longer a theater, but a free space for the audience.

Results: As a result, the action is completely trans-
ferred to the proscenium — a wide and low rectangular
platform, surrounded on three sides by the main walls of
the stage. Stages were created along the entire front of the
playground, allowing for the shape and frontal location
of the projection in relation to the audience.

Until the middle of the first century BC and much
later, Roman theaters were temporary wooden structures
built for public festivals and various festivals. The first
famous monumental stone buildings in Rome date back
to 13 BC, the most famous of the theaters are the Theater
of Marcellus and the Theater of Pompeii.

The Theater of Marcellus, near the right bank of the
Tiber in Rome, was commissioned by Julius Caesar and
completed by Octavian Augustus in 12 BC. The the-
ater with a diameter of 111 meters could accommodate
11.000 spectators. In the Middle Ages, the building was
turned into a fortress, on which the palace of the noble
Orsini family was built.

Roman theaters were built on a plain, unlike Greek the-
aters. The amphitheater stood on stone domed structures,
and the proscenium and scene were monumental multi-
story buildings with magnificent architectural details.

After the construction of the Marcellus and Pompeii
theaters in Rome, the construction of such architectural
structures became widespread.

All the main elements of ancient Roman the-
ater complexes are embodied in its appearance: stone
benches located in a semicircle, a semicircular platform,
an orchestra that used to be used for the performances
of actors, choirs and musicians; the quadrangular stage
behind the orchestra (current stage); the stone wall cov-
ering the stage space — the proscenium —is 37 meters high
and 103 meters long.

Compared to the Greek theaters, the stage architec-
tural solution of the Romans was much richer and more
perfect. The side and central walls are covered with three-
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story Corinthian columns, between which there are stat-
ues as decoration.

The playing field is raised 1.65 m above the level of
the Btero orchestra. Between the side walls of the skene
is covered with a richly decorated ceiling. They served as
a support for the cantilever beams supporting the hard
or soft ceiling.

In addition, indoor theaters existed in Greece — they
were called odeons. But the odeons were not intended
for public performances, but for rehearsals and rehears-
als. The rise of the stage rightfully belonged to the ancient
Roman theater. In addition, many sources indicate that
not only the stage part of the theater, but also the entire
ampbhitheater fit together.

Awnings in theaters served to provide comfort to the
audience, to protect them from direct sunlight, wind and
rain. Porticos were also of military importance — from
them they could store the necessary supply of firewood
during the siege of the city by the enemy.

In the theater of spectacles, the stage curtain ap-
peared for the first time in the Roman theater. It rose
from under the stage, for which special parts were allo-
cated in its front [8].

Now, the changed aesthetics of various shows did not
allow all new operations to be performed in front of a
large audience.

The influence of the ancient theater on the entire
subsequent history of European theater culture is enor-
mous. Many directors, artists and architects of different
countries have repeatedly turned to this perfect architec-
tural form created by the Greeks and perfected for almost
a millennjum. Functionality, harmonic perfection and
high artistic taste are expressed in the simple and natural
appearance of the amphitheater and open stage.

The rich, complex culture of ancient Rome gave rise
to other types of spectacular structures associated with
the theater. First, these are amphitheatres or double
theaters, in which the tiered substructures of the visual
spaces surround the open action space in a continuous
ring. Gladiator fights and various sports competitions
were also held here. Sometimes even sea battles — with
the help of special engineering equipment, it was pos-
sible to turn the amphitheater arena into a wide pool.
The Roman amphitheater not only became the proto-
type of the modern stadium or Sports Palace, but it was
the first to demonstrate the principle of the arena-type
stage. The audience watched the performance no longer
in the frontal plane of the stage surface, but in volume, as
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well as in the system of vertical elevation. Perhaps it is for
this reason that the innovative scenography of the 20th
century tried the arena-type stage so persistently [S; 6].

Among such viewing structures, the huge ellipse of
the Roman Flavian amphitheater — the famous Colos-
seum — is 188 meters on the major axis and 156 meters
on the minor axis, the total height of the building is 44
meters. According to the most conservative estimates, it
can accommodate 50.000 people, and 90.000 people at
the maximum possible load. This complex can be com-
pared to the unique sports complex “Olimpiysky”, which
was built in Moscow in 1980, has dimensions of 224 and
186 meters and can accommodate 45.000 people. Con-
sidering that the Colosseum is at least 1.900 years older
than the Olympia, one can see the high level of skill and
accurate account books of the ancient architects.

In addition to holding various cultural events in
Rome, Roman circuses were more capacious and impres-
sive, their prototype was the ancient Greek hippodromes
specially equipped for equestrian competitions. The
large circus in Rome — Circus Maximus — was designed
for 250 thousand spectators and had an arena S50 meters
long and 90 meters wide. This structure is noted as the
largest man-made spectacular structure today’.

During various cultural-educational performances
in Greece, actors who later participated in Roman per-
formances had very bright costumes and appeared on
stage with massive masks on their faces. Initially, these
masks were made of wood, and later — of woven material
impregnated with liquid plaster. It can be seen from this
source that the actors’ masks have a history of almost
several centuries.

Because the masks were so large, they were visible
even to the audience in the furthest rows of the theater.
The masks were made with open mouths, which allowed
the sound to flow naturally when the actor spoke.
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Masks not only expressed human emotions, but also
expressed the character of the character played by the
actor and even his social status. For example, the masks
of healthy, successful people are painted in dark, dark col-
ors, and those of sick people are painted in yellow colors.
Sly faces are depicted in red, and angry individuals are
depicted in plum and burgundy. A mask with a smooth
forehead — a cheerful person, and a wrinkled forehead —
created characters of sad people [1; 2].

There were no female actresses in any of these perfor-
mances, and all the scenes and roles, regardless of the char-
acters in them, were skillfully performed by men alone?.

The improvement of the stage technique made it
possible to use stage decoration. This is how a high-class
Italian theater hall in the shape of a truncated ellipse or
horseshoe is designed with a stage view. In Italy, which
was the beginning of the development of theater among
other forms of art, the stage was used not only for enter-
tainment, but also for educational purposes [4, 7].

Conclusion: After the fall of the Roman Empire, the
revival of the theater began only in the 9th century, when
the victorious Christians introduced theatrical perfor-
mances into church rituals. Staging of Gospel episodes
gave rise to a special theatrical genre - liturgical drama.
For the first time in history, theater performances began
to be shown inside the building, in the church.

From the above information, it can be concluded
that the ancient Greek and Roman performing arts and
their architecture greatly contributed to today’s theater
performances and architecture. While Greek architec-
tural techniques and their perfect accounting of acoustics
were one of the greatest achievements in the history of
the world, several theater buildings built by the later Ro-
man Empire have been preserved for today from history
to future generations, performing arts and history. is ap-
preciated as a perfect example of architecture.
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OCOBEHHOCTUY CTUJIEN JIETTEPUHIA B TPAOUYECKOM AN3AUHE

AxHoTanusa

He./lb uccAed08anus: BbIABACHNE OCOOEHHOCTEN CTUAEBOTO CAMHCTBAa OAHOTO U3 CrIoco6o0s Ha4YepTaHUA 6YKB -

AETTEPHHIA. B arom HCCAEAOBAaHHNH PACCMOTPEHDI IPUEMBI B O6AaCTI/I AETTEPHHIA, KOTOPIJII;I IIPEACTABASIET CO6OI>1

PIAAIOCTPaTHBHbeI TIOAXOA, a TAKOKE MCIIOAB30BAaHUE €TO B pEKAAME, B IIpeCCe U HOAI/II'PaCl)I/II/I.

Memodvt uccaedosanus: CpaBHUTEAbHBII AHAAU3, AHAAUTHKO-CUHTETHIECKUIT METOA Ha OCHOBE IIPHHIIUIIA UCTO-

pusma.

Pesy/wmambt uccAed08anus: B CTaTbe IIPOBEACH aHAAN3 MCKYCCTBa (]?OPMHPOBaHPISI 6YKB B CTHAE A€TTEPHHTIA.

Hayimaﬂ HO8U3HA: CUCTEMATH3alHsI OCHOBHBIX BUAOB HAY€PTAHUA ACTTEPHUHIA.

Hpanmuuecxoe hpumerneHue: pe3yAbTaTbl HCCACAOBAHIA MOI'YyT 6bITh IIOAE3HBI B FYMaHHTapHOfI IIOATOTOBKE

CIIEJUAANCTOB, OBAAACHUU UMH 3HAHUSAMU B obaacTu TEOPHH UCKYCCTBA, AAS IIPAKTHYIECKOT'O IIPUMEHEHMS XYAOX-

HHUKaMH, I‘pa(l)I/I‘IECKI/IMI/I AH3aﬁHePaMH.

KaroueBbie cAoBa: AETTEPHHI, II€YaTHAS pEeKAaMa, AHSafIH MM CbMA, HAAIOCTpalHL.

Aast nurapoBanns: [Totanenko A. M., IToranenko M. B., ITaryc H. M. Oco6eHHOCTH CTHAE! AeTTEpPUHIa
B rpaduyeckom pusarire // European Journal of Arts, 2023, Ne1. — C.27-32. DOLI: https://doi.org/10.29013/

EJA-23-1-27-32

ITocranoBka npo6aemsr. Kaxxpas 6yksa kak OyKBeH-
Hasl eAVHHUIL[A SIBASIETCSI CAMOCTOSITEABHBIM CHMBOAOM, HA-
arocrpaneit. Cama 1o cebe Gpopma, KOTOPasi IPEACTABASET
CO00I1 ACTTEPHHI, OIIPEAEASIETCSI KaK HCKYCCTBO PUCOBa-
Hust OykB. B oTAnune oT KaAAUrpadui, KOTOPas IIPEACTaB-
AsieT cOOOM HCKYCCTBO, 6asupyroleecsi Ha THUIIOTpaduKe,
IMChMe Ha OCHOBE 3apaHee OIPEACACHHBIX CHCTeM OYKB,
AeTTePI/IHI' OCHOBaH Ha PI/ICOBaHI/II/I u I/IAAIOCTPaI_[I/II/I. On

CTAaHOBUTCS HHCTPYMEHTOM, OTPaKalOIUM AMIHOCTD AU-
3aiHepa U II03BOASIIOIIIM eMy CBOOOAHO BBIPXKATh CeOsl.
Kpome Toro, OyKBBI AQIOT OHSATH, YTO OHU IIPEAHA3HAYE-
HBI AASL 0CO0OI 11eAH, a He AASI IOBTOPHOT'O MCIIOAB30Ba-
HUSI, B OTAUYHE OT IPHUPTOBOro AusaitHa. Taxum o6pasom,
BH3yaAbHOE BOCITPHUATHE TEKCTa BO BpeMs YTeHUS MOXKeT
IPOM3BECTH HA AYAUTOPHIO H0Aee IPHUSTHOE, TBOPIECKOE
U TPOTaTeAbHOE BIIeYaTACHHE.
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AHaAM3 NOCAEAHUX HCCACAOBaHHUI

Mapx CHMOHCOH, aHAAU3HPYS IIPHEMbI ACTTEPHHIA
IHIIeT, YTO KHHOAQHUIIH, BBIBECKH, 00OAOXKKH XY PHAAOB,
HasBaHH PUABMOB M TUTPHI — eme B 1920-x u 1930-x
TOAQX ITOYTH BCETAA MUCAAUCH OT pyKu. IlIpudT —a ror-
AQ 9TO OBIA METAAANYECKHI IIPUPT — HE TOAXOAHA AAST
aroit paboTsl. CAOBa, KOTOpbIe HAM TaK AETKO AEAATDb
C IOMOIIBIO IPUPTA CETOAHS, OBIAU IIPAKTHIECKU He-
BO3MOXXHBI B TO BPeMsI, [I09TOMY OBIAO MHOTO PabOThI
AASL AETTEPEpOB.

CAoBa, CAOTH U TAACHBIE, HAPYIIAsE BCe OOILIepUHS-
Thle HOPMbI KOMITO3UIIUH, PACTBOPSIOTCS B ITOpPaX IIBeT-
HOM OyMaru, HCCAEAYIOT IIPOCTPAHCTBO U PACXOASTCS
B ipocTpanctse (Becer, 2007). HecomHeHHO, B3rasiapl
Yuapa (2004) u Becepa (2007) na Tunorpaduxy npu-
MEHHUMBI U K AeTTEPHUHI'Y, [IOCKOAbKY OH HallpaBA€H Ha
TO, YTOOBI IIepeAaTh COOOINeH e B IIICBMEHHOM popMe
U OBITH IIPOYUTAHHBIM.

ITeAb cTaThH — IPOBECTH HCCAEAOBAHHS M CUCTEMA-
TH3UPOBATh OCHOBHBIE CTHAEBbIE IPHHIIMIIbI HAITHCAHUS
OYKB B HCKYCCTBE A€TTEPHHTIA.

H3r05keHHEe OCHOBHOTO MaTepHaAa

TBOpyecTBO pasBUBAsICh MPHUOOpeTaeT Pa3AMYHbIE
BHADI U $opMbI BhipaxkeHHs. CoBceM HEAQBHO PHCYHKH
CAOB, KOTOpPbIE B TeTPAASIX PUCOBAAMCDH HA TTOCACAHUX
CTpPaHHIAX ellje He CIUTAANCH 0COOBIM BUAOM MCKYCCTBA.
Aerrepunr (ot aHrAmiickoro «letter» — 6yksa) — 310 c03-
AQHIe COUeTaHHs OYKB C IIOMOIIBIO PUCYHKA. DTO eAUH-
CTBEHHbIE B CBOEM POA€ OYKBBI, CTUAMCTHIECKH IIPOAY-
MaHHbIe AAS KOHKPETHOTO TeKcTa (CAOBa, IIPEAAOXKEHHS)
Y PaCIIOAO>KEHHbIE B COOTBETCTBUH C KOMITO3UIIHOHHBIM
pelleHreM B onpeAeAeHHOM ¢opmare. B aerrepunre
OYKBBI PHCYIOTCSI TOABKO OAMH Pa3 M TOABKO AASI OTIpe-
AEAEHHOT'O KOHTEKCTa. DTO TAABHOE eTr0 OTAMYHUE OT TH-
rorpadyKy, rAe B Pa3HBIX TEKCTaX OAHA OYKBa IULIETCS
COBEpIIEHHO OAMHAKOBO.

AeTTepUHI TalkKe OTAMYAETCS OT KaAAUTPadUM.
Kaaaurpadus — aTo onpepeseHHOe KOAMIECTBO TEKCTa,
B KOTOPOM OYKBBI C OTIPEACACHHbBIM HauepTaH1eM ITOBTO-
psrorcs. Kaasurpapudeckoe mucbMo 4acTO UCIIOAB3YIOT
Ha IPaMOTaX, OTKPbITKAX U TPUTAACUTEAbHBIX. I Ipu aToM
OYKBBI He AOTIOAHSIIOTCSI PUCYHKAMH B OTAMIHE OT AeTTe-
PHHIa KOTOPBIN MOXKET AOIIOAHATHCS He TOABKO PUCYH-
KaMH, HO ¥ KPAaCOYHBIM GOHOM.

B AerTepuHre KaXkAblit CMMBOA $pasbl HAU ITUTATHI
CO3A2€TCsI BPYUHYIO, YTO 0OeCIIeYrBaeT ero OPUrHHAAD-
HOCTb. TO aBTOPCKasi paboTa, KOTOpasi pa3pabarbiBaer-
Cs1 AASL OTIPEAEACHHOTO CAyYasi ITOA OTIPEASACHHBIH 3aKa3.
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ITpu HeOOXOAUMOCTH ITOCA€ OTPUCOBKH BPYIHYIO ICKHU-
33, KOMITO3HIIHS AOPAOATHIBAETCSI IIPU TOMOIIH KOMIIBIO-
TepHbIX Iporpamm. He crout nosTopsaTs TUNIOrpadckue
mpUPTH UAU KAAAUTpaUIecKHil modepK. 3a OCHOBY
bepetcst BceobIjee KOMIIO3HIJHOHHOE pelleHne Pppasbl
U PacCTaBACHHE CMBICAOBBIX aKIIEHTOB B HeHl.
OTAMYNTEAbHBIMHU YePTaMU AeTTEPUHTIA SBASIOTCS:

XYAOXKeCTBEHHAs OTPHCOBKA OYKB 1 CAOB, He ITPHU-
AEP>KUBAsICh HUKAKUX ITPABUA, B IIPOU3BOABHOMN
TBOpYeCKOi GaHTA3HH;

— OYKBbI PHCYIOT, 2 B OCTAABHBIX CAYYasIX [IHIIYT;

— 9TOT IPHEM HAMKCAHMS CAOB IIPUMEHSeTCs IPU
CO3AQHHUHU TBOPYECKHX 0OPa30B B AOTOTHIIAX, TIAA-
KaTaX U APYTUX BUAAX IPaPHIECKOrO AM3AIHA;

— KaXXAbII 9AeMEHT CO3AAETCS BPYYHYIO M ABASETCS
YHHKAABHBIM B CBOEM POAE;

— BCe AETAAM KOMIIO3UIIUN A€TTEPHHIA SIBASIOTCS
€AMHOM KapTUHOM.

— OTCYyTCTBUE IIAOAOHOB, TOTOBBIX KOMITO3UIIUH,
CTAaHAAPTHBIX MIPUPTOB. ITO IIOAHOCTHIO ITOACT
TBOPYeCKOH paHTa3UU.

ITonyAspHOCTD A€TTEpUHIa pacTeT B TaKMX cpepax
rpadpuIecKOro AM3aiiHa TAKMX KaK: IIe9aTHAs IPOAYKIUS,
¢UpMeHHBIH CTHAD, UHTEPbePHbIH AU3AIH, AU3aIH HaTeAb-
HOTO PHCYHKA (TaTyMpOBKH). S[pKre IPHHTbI IPUBACKAIOT
BHMMaHHe K 6peHAAM, KOTOPbIE CAEAAAH ACTTEPUHT CBOE
¢umkoi. B uHTEphEpe — 3TO HacTeHHbIe POCIHCH, KOTO-
phle yKpacAT OTO30HBI, IPE3EHTALIMH, IPHAAAYT YIOT
Kade MAU APYTUM OOIIeCTBEHHBIM IIOMEIeHHSIM.

VIcKyccTBO TaTyHpPOBKY COCTAaBASIET BAXKHYIO 00AACTD
COBpPEMEHHOTO AM3aITHA, XapaKTepHU3yeT COAEP>KaHHUE, 06-
Pa3HOCTD, XyAOXKECTBEHHDIN A3bIK, CTHAUCTHUKY, TEXHHKY
Y TEXHOAOTHIO AOCTaTOYHO PaCIPOCTPAHEHHOM IIPAKTHKH.
YCTaHOBAEHO, YTO HAEI0 TATYMPOBKU OTPAXKAIOT COOTBET-
CTBYIOIIIHE KOMIIO3UI[IOHHBIE BU3yaAbHbIE U300 paXKeHHs,
CO3AAHHbIE B CTHAUCTHUKE ACTTEPUHIA C UCIIOAB30BAHUEM
KOHKPETHbIX TEXHHIECKHX CPEACTB M ITPHEMOB.

Aororu, Kak u Ar060e MpUPTOBOE COeANHEHME
CHMBOAOB, CO3AQHHBIA Ha OCHOBE AeTTepUHIa OTAUYA-
eTCs MOCTPOEHNEeM KOMIIO3UIIMH, KOTOPasi IPUBAEKAET
BHMMaHHe. YHUKAAbHOCTb TAaKMX KOMIIO3UIIMI CO3AA€T
BH3YaAbHBII 00pa3, KOTOPBI XOPOIIO 3aIIOMUHAETCSI
U OTAMYAET €r0 CPeAH APYTHX KOHKYPHPYIOMHUX QUPM.
Co BpemeHeM, TaKOI AOTOTHII He TepseT CBOel opu-
THHAABHOCTHU U 4aCTO BOCIIPUHHUMAETCSI KaK OpeHp, TO
ecTb HeoThbeMAeMasl 4YacTb QUPMeHHOro cTuas. Takoi
AOTOTHII MOXHO CITyTaTh C AOTOTHMIIOM Ha OCHOBE Ha-
6opHOro mpudTa C ABTOPCKUM HACAEAHUEM, HO OTAHU-
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9aeTcs OH MMEHHO TeM, YTO ero KOMITO3UI[US pelleHa
CIIEIMAABHO TI0A IIPUPT HAKM SIAEMEHTBI OYKB B HaIlU-
CaHHM Ha3BaHMAL

MO>XHO KOHCTaTHPOBATh, YTO CETOAHS ACTTEPUHT
HCIIOAB3YeTCsI IOYTH BO BCeX 0OAACTSIX BU3YaABHBIX HC-
KYCCTB, KOTOpBIe IIPEAAATalOT IIOAB30BATEAI0 HHPOP-
MaTHBHYIO COCTAaBASIIOIIYIO — KOPOTKOe COObmjeHMe,
Ha3BaHHUe U T.A. AeTTepUHI HHKOTAAQ He TepsIA CBOEH
aKTYaABHOCTH, CO3AAHHBIN C TOMOIIBI0 METOAUKH He-
HabOpHOTO covyeTaHus OYyKB B CAOBaX MAM PHUCOBAH-
HBIN BPY4HYIO, OH BCErad UMeA 3pPpeKT YHUKAAbHOCTH
U OPUTMHAABHOCTD. A YHUKAABHOCTD H SBASIETCS TAAB-
HBIM KPHTepUEeM AAS Pa3BUTHS MapKeTHHIOBOM CTpa-
TEIHHU IPOAYKTA.

Taxum 06pa3oM, AOTOTHII, COBAAHHBIN B CTHAE A€T-
TEePHHTa, HIMEIONIUI B CBOEH CTPYKTYpe 3pUTEAbHBIE aK-
IIeHTH], HapyIalolfie IPUBbIYHOE BOCIPUATHE TeKCTa
U He COOTBETCTBYIONIUIT AATOPUTMY HaOOpPHOTO HIpH-
Ta, MpHOOpeTaeT KOMIIO3HIJHOHHYIO YHHKAABHOCTD,
a 3HAYMT SBASETCS OIPEACACHHON MapKeTHHIOBOM
CTparerueii, KOTOpasi OKa3bIBaeT BAMSIHHE HA peKAAMy
U [IpeTeHAyeT Ha co3panue 6peraa. EcTs mpepsokenue
K KaTerOpUH AeTTEPUHIA OTHOCHTD TaKue MPUPTOBbIe
KOMITO3HIJUH, KOTOPbIe HeBO3MOXXHO BOCIIPOU3BECTH
MHCTPYMEHTaMH M AATOPHTMAaMH KOMITBIOT€PHBIX Ha-
6OpHBIX WPHPTOB.

B cooTBeTcTBHH C OOIIMM OIpeAeACHHEM, AOTOTH-
IIBI — 9TO, IIPEXXAE BCETro, 00pa3bl HAM COYETAHHsI OYKB
U 00pa3oB, rpadrKa KOTOPHIX OTPAKAET HAITPABACHHE
AESITEABHOCTH KOMITAHMHM HAU ee Ipoaykimio. Ecan
KOMITAHHSI HaMepeHa PaclIUpsATh Cephl AITEABHOCTH,
MO>KHO IIPEAAOXKUTD KAHEHTY AOTOTHII, OCHOBAHHBIH Ha
TUIOTpadUIeCKOM UAM 3Ke TOABKO Ha rpadpruecKoM H30-
6paxkernn. ToABKO TeXHIYIECKOE 3aAAHHE TOMOXKET BbI-
OpaTh THUII AOTOTHIIA, ONTUMAABHBIN AASI TO HAYM HHOU
xommanuH. [1pu aTOM cAeayeT 3HATh, UTO IPOABIDKEHHE
Ha PHIHOK YCAOBHOTO H300pakeHHsI HAM CHMBOAA [IOTpe-
6yeT CKpyIIyAe3HOTO U3yIeHHs BCeX PEKAAMHBIX MaTePHU-
AAOB, IMEIOIIUXCS B CPEACTBAX MACCOBOM MHPOPMAITHH.
Torpa Kak pacKpyTKa AOTOTHIIA, BBIIIOAHEHHOTO H3Me-
HeHHBIM IPUPTOM HAU 06pa3HO-OYKBEHHBIM COYETAHH-
€M, HOCSI[M UHAUBUAYAABHBIN XapaKTep, 3aIIOMHHALTCS
HOTpebUTEeAEM FOPAAO AyUIIIE.

SIpKHM NpHIMepOM AOTOTHIIA B CTHAE ACTTEPHHTA SIB-
asietcst aorotun Coca-Cola. OH u3BecTeH MOYTH Kax-
AoMy deaoBeKy. OKpyrable OYKBBI, HATHCAHHBIE OT PYKH
Ha KpacHOM OHe, AerKO y3HaBaeMbl CPEAU MHOXeCTBa
TOProBbIX MapoK. OpUrHHaAbHOE Ha3BaHHe M HadepTa-
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HHe AOTOTHIIA 3aperiucTpupoBaHo B [larenTHOM 610pO
CIIIA. Tosapnsii 3Hak «Koxka-Koaa>, ncroansyemsiit
c 1886 roaa, 6p1a opunmasbHoO 3aperucTpuposan B CIITA
31 sBaps 1893 ropa.

AmusaitHeppl, KOTOpble 3aHMMAIOTCS PHUCOBaHHEM
OYKB M CAOB Ha3BIBAIOTCS AeTTepaMHu. Bo BceM Mupe us-
BEeCTHBI TaKHe MMEeHa MaCTepOB-AeTTepepoB, Kak Crepan
Kynn (Stefan Kunz) u Aopen Xowm (Lauren Hom). Mx
PabOThI OTAMYAIOTCS I}EAOCTHOCTBIO KOMITO3UIIUH, TOY-
HOM Ilepepayeii HaCTPOeHUsl.

Buapr AeTTepunra. Y aTOro MCKyccTBa HeT 4€TKOMN
kaaccudukanuy. Ho ects ctuau u $opMbl, KOTOpbIE HC-
TIOAB3YIOTCS M Pa3BUBAIOTCA B PA3AMYHBIX HAIIPABACHHX.

B crarbe paccMOTpHM HEKOTOpPbIE CTHAU M CACAAEM
HOTIBITKY X KAQCCUPUIIUPOBATD HA OCHOBE ITpodeccHo-
HAABHOTO ITOAXOAQ K ACTTEPHHTI'Y, 2 IMEHHO: KOMITO3HIIH-
OHHOTO pelleHHs TEKCTa B AUCTe, PACCTAHOBKH aKIIeHTOB
¢passl, rpadprIecKOro peureHus KOMIIO3UIUH OYKB.

Ombpe. OcHOBHasI 0COOEHHOCTH ITOTO CTHAS — Ipa-
AHEHTHOe IepeTeKaHHe IBeTa. DTO MOXKeT OBITh, KaK
OAMH IIBET C pa3HbIMHM OTTEHKAMH, TaK U pasHble 1IBeTa,
KOTOpbIe TAABHO TIePETEeKAIOT APYT B APyTa.

C npopaborkoit pona. IT0 Koraa GpOH 3aMeHsIeT BHY-
TpeHHee HauepTaHHe GyKBEHHBIX CIMBOAOB.

C npopaboTkoii AeTaseit. B atoM cay4ae yrop Tawke
cMeljaeTcsi ¢ 6yKB, HO TeIlephb Ha AEKOPAIfHH.

TpéxmepHbpiit 06beM. ITpueM oAMH U3 CaMBIX CAOXK-
HbBIX, TaK KaK TpeOyeTcsl MMOHHMAHHE IIepPCIIeKTUBDI
¥l TIIATeAbHASI ACTAAbHASI IPOPAOOTKA.

BunTaxknsni. Kak Ha aMepHKaHCKHX MAakarax B 19—
20 Bexe. EMy xapaxTepHbI 0OcOObIe IjBeTa, 3aCeUKH, TeK-
CTypa ¥ AeKOPaTUBHOCTb.

I'padppurm. I'padpduru — 910 HHEAAsT CYOKYABTYPA, OT-
AeASIIOIIas OT Ce0s1 ApyTHe CTHAH.

Tormyeckmit. MpauHbIil CTHAD CO CCBIAKOM Ha CpeAHe-
BeKkoBbe. OCHOBA CTUAS — TOTHYeCKHe IIPUPTBL

YaosxeHHBI B pucyHOK (cuayaT). ToT BapuanT, Koraa
CHayaAa BBIITOAHSETCS PUCYHOK, a 3aTeM B CUAYST pas-
MEIalOTCs CAOBA.

Cwmemusanue cruaeii. Koraa mepsoe cA0Bo Hariomu-
HaeT [eYaTHBIN IPUPT, BTOPOE — PYKOIHCHBIMN, TPeThe —
rpa¢pPuTH, a YeTBepTOe — KAAAUTPAPHIO.

C xommbioTepHOIt 06paboTkoit. Koraa pucoBanHsie
CKeTYM IIEPEBOASTCS B KOMIIBIOTEPHYIO IPAQUKY AASL AO-
IIOAHUTEABHOM 00pabOTKH.

C moMoIpio TEXHUKU ACTTEPHHIA MOXKHO CO3AABaTh
HAAIIHCH: Ha OyMare, AOCKe, CTeHe MAM Ha KOMITbIOTepe —
B AI0OOM rpaduueckoM pepakrope. PyuHoe u3rorosae-
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HUe TI03APABUTEABHBIX OTKPBITOK, BUSHTOK, OObSIBACHHUI,
nAakaTos u npouee. [Ipumep, BceM 3HaKOMBDIM, — A€TTe-
PHHT, CACAQHHBIM MEAOM Ha AOCKe.

B pecTopanax 1 MarasuHax 3TOT CTHADb YaCTO UCIIOAD-
3YIOT AASL OOBSIBACHUIT O TEKYLIUX AKIHAX, B OPOpMAe-
HUM MEHIO MAU ITPOCTO YKpalleHHs uHTepbepa. XOTs
CeTOAHSI AeTTEPHHT SBASIETCSI 60Aee HAAIOCTPATHBHBIM,
OH HeceT B cebe QYHKIUIO ITepeAaIn COOOIIEH S U dTe-
HII, TIOCKOABKY COAEPXKUT MuchbMeHHOCTb. Ha paHHBII
MOMEHT BCe CMbICAOBBIE HarPy3KH, KOTOPbIE A€AAIOT TH-
norpaduky yuTaeMoi, OpMUPYIOTCS B ACTTEPUHIOBBIX
IIOCTPOEHHSIX TAKUM 3Ke 06pazoM. PazbopunBocTs — 310
cbop Bcex COCTABASIIOIIMX, KOTOPBIE AEAAIOT ITHChMO
YUTaOEABHBIM. DTH Ka4eCTBA II03BOASIIOT YUTATEAIO BOC-
IPUHUMATh HAITMCAaHHOE C MUHUMAAbHBIMH YCHAMSAMH.
XoTst yA0604HNTaEMOCTD TeKCTa 3aBUCHT OT KOAMYECTBA
OyKB B CTpOKe, XapaKTepa HAIMCAHHs, pa3Mepa TeKCTa,
AAHHBI CTPOKH, B3aHMOCBSI3€fl U PaCIIOAOXKEHHs OYKB,
CAOB U CTPOK M BCe Xe — 9TO Pe3yAbTaT BCeX dIAEMEHTOB
AM3aliHa Ha CTPaHUIle, KOTOPBIN 3aBUCUT OT TOrO, KaK
OHU Pa3MeleHbl U KaKoH 3QPeKT MPOU3BOAAT B IIEAOM.

BriBopbI

BrrsiBA€HO, YTO MCKYCCTBO A@TTEPHHIA COCTABASICT
BOXXHYIO 00AACTh COBPEMEHHOTO AM3aiTHA, XapaKTePH-
3yeT CopepiKaHKe, 0OPa3HOCTD, XYAOXKECTBEHHBIMN S3BIK,
CTHAUCTHKY, TEXHUKY ¥ TeXHOAOTHIO AOCTaTOYHO pac-
IPOCTPAHEHHOM MPaKTHUKH.

YcTaHOBAEHO, YTO HACIO ACTTEPHHIA OTPAXKAIOT CO-
OTBETCTBYIOIHEe KOMITO3UI[HOHHbIE BU3yaAbHbIE H300pa-
JKEeHUS], CO3AAHHbBIE B OIIPEACACHHOM XyAOXKeCTBEHHOM
CTHAUCTHKE C UCIIOAb30BaHHEM KOHKPETHBIX TeXHHJe-
CKHX CPEACTB U IIPHEMOB.
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ITpoBeaeHHOE HCCAGAOBAHHE TO3BOAUAO 0OOOIUT
TEOPEeTHKO-METOAOAOTHYECKHE TTOAXOABI K M3YYeHHMIO
IPOOAEMBI ACTTEPUHTIA U BBISIBUTD CIIEIIUPUKY U ACKCEM-
HOe COAepIKaHMe AeTTepPHHIa KaK COBpeMeHHOM Au3ai-
HEPCKOM IPAKTUKH.

O6Hapy>xeHHBIE XYAOXKECTBEHHbIE OCOOEHHOCTH
IPOU3BEACHUI B CTHA€ AETTEPHMHIA AAIOT OCHOBAHHS
B IIOCAAYIOIIHMX UCCACAOBAHHSIX OOAEe COAEPIKATEABHO
IPOCAGAMTD TeHAEHIIUH UCKYCCTBA ACTTePUHTA B eBpO-
IIeFICKOM M MHPOBOM MacInTabe, ero BAMSHUE HA COBpe-
MEHHYIO MOAY, AU3alH U APYTHe SBA€HMHs, COYeTAIONKe
XYAOKeCTBEHHYIO U CcoLlMaAbHYI0 cdepy. Byaymue nep-
CIIeKTUBbI UCCAEAOBAHUI BO3MOXXHBI B PACKPBITHH CITel]-
UQUKH UCKYCCTBA A€TTEPUHIA B CMbICAE MOAHOM TeHACH-
ITMU KaK OAHO U3 HaITPaBACHHI COBPEMEHHOI0 AU3aiHa.

IIpoBeaeH aHAAM3 OCHOBHBIX ITPHEMOB ITIOCTPOEHHS
OyKBEHHBIX Ha4epTaHUI B CTHASIX AeTTepuHra. Hapmu-
CH UMeIOIIMe YHHUKAABHBIN XapaKTep HePeAKO HCIIOAb-
3y10T AAsl pupMeHHOro cTuas. Hampumep, B aoroTumnax
Coca-Cola u Disney ucroab3oBaH IMEHHO AeTTEPHUHT.
HaspaHue KOMITaHMH, HANHCaHHOE OOIEAOCTYIHBIM
mprPTOM, He OTAMIAETCS OPOCKOF 3AITOMUHAEMOCTDIO.
A C AeTTepHHIOM HAATIUCh TOYHO OyAeT eAMHCTBEHHOM
1 HeTIOBTOPUMOM. DTy TeXHUKY TOXKe YaCTO IPUMEHSIOT
B peKAaMe.

Ho AeTTepuHr — He TOABKO BH3yaAbHBIN KOMIIOHEHT
ysHaBaeMocTu. FHOraa aTo u mpocto kpacuso. Puco-
BAaHHBIMU OYKBaMH O0POPMASIIOT OTKPBITKU H CYyBEHUPBI,
KHIDKKH U1 3aCTaBKM GUABMOB. HacTo IpreMbl AeTTepHH-
ra MCIIOAb3YIOT B MHTepbepax )KHUABIX 1 KOMMEPYeCKUX
TIOMeIIleHUF KaK ITOCTePBI, PUCYIOT OYKBBI IIPSIMO Ha CTe-
HaX A HAaHOCAT UX MEAOM Ha AOCKH.
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Abstract

Objective: to identify the features of the stylistic unity of one of the ways of writing letters — lettering. This study
examines the techniques in the field of lettering, which is an illustrative approach, as well as its use in advertising, in
the press and printing.

Methods: comparative analysis, analytical-synthetic method based on the principle of historicism.

Results: the article analyzes the art of forming letters in the style of lettering.

Scientific novelty: systematization of the main types of lettering style.

Practical significance: the results of the study can be useful in the humanitarian training of specialists, mastering
their knowledge in the field of art theory, for practical use by artists, graphic designers.
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MPOBJIEMbI UCMNOJ1Ib3OBAHUA LUDPOBbIX
TEXHONOMM B KWNHOMHAYCTPUU

AnHoTanusa

IJeav: B cTaTbe paccMaTpuBaeTcs NpuMeHeHHe ITMPPOBBIX TEXHOAOTUH B COBpeMeHHOM KuHOMHAycTpun. Kpome

TOrO, OBIAO ITPOAHAAM3UPOBAHO BAHMSHIE Pa3AHYHBIX BUAOB HH(YOPMAIHOHHBIX TEXHOAOTHUIL, B TOM YHCAE CHCTEM

HCKYCCTBEHHOTO MHTEAAEKTA U APYTUX I'PadUieCcKMX TeXHOAOTUI Ha COBPEMEHHYI0 KHHOMHAYCTPHIO U IOAyYeHHbIe

Pe3yAbTaTHL.

Memodvt: cpaBHeHMs, 06001IeHNS, HAOAIOAEHHSI, CHCTEMHOTO aHAAM3A.
Pesyrvmamuoi: B pesyabrare nccaeAOBaHUS CTAHOBUTCS sICHO, 4T0 Motion Capture, Cloud, 3D u apyrue nepepo-

Bble TeXHOAOTHH BBIBEAU COBPEMEHHYIO KUHOMHAYCTPUIO Ha COBEPIIEHHO HOBBII, 60Aee BBICOKHUIT XYAOXKECTBEHHBII

YPOBEHB.

Karouessre caoBa: Lludppossie Texuosornu, T, Kunemarorpaduss, Motion Capture, 3D, Deep Fake, Kunounn-

ayctpus, Mepua, Pexuccép.

Aast nurapoBanms: Aaues 3. B. ITpo6aeMsl ncrioAb30BaHuUsE IUGPOBBIX TEXHOAOT ML B KUHOUHAYCTpur // European
Journal of Arts, 2023, Ne1. — C.33-37. DOI: https://doi.org/10.29013/EJA-23-1-33-37

BBeaenue

CrpemureabHOE pa3BUTHE HHPOPMAIMOHHBIX X KOM-
MYHMKAIIMOHHBIX TeXHOAOTHH OKa3aA0 CHAbHOE BAUSHHE
Ha MHOTHe 00AACTH MCKYCCTBA, YTO B KOHEYHOM UTOTe
IPUBEAO K AMHAMITYHOMY Pa3BUTHIO OTAEABHBIX 00AACTEl
uckyccrBa. OAHO# 13 00AACTel CKYCCTBA, AMHAMUIHO
Pa3BUBAIOLIENCS IIOA BAUSHUEM U HEIIOCPEACTBEHHBIM
y4acTHeM COBPEeMEeHHbIX MHPOPMAIIMOHHBIX TEXHOAO-
ruit, siBasieTcst kuHo. Cama 1o cebe kuHeMmarorpadus
IIOAHOCTBIO 3aBUCHUT OT HUHPOPMAITMOHHbIX TEXHOAOT UL,
MupIMM cAOBaMH, XyAOXKECTBEHHDIM IPOAYKT B KHHEMa-
Torpade He MOXeT OBITh COBAQHHBIM U CYIECTBOBATD Oe3

OIIPEeAEACHHBIX TeXHOAOTHYECKHIX CPEACTB, PAa3AMYHOTO
111$POBOro 0O6OPYAOBAHMS, CYIIEPKOMIIBIOTEPOB, Li-
POBOM TEXHUKH U MEAUA YCTPOMCTB.

B pesyaprare Hay4HO-TEeXHHYECKOTrO Iporpecca
B MICKYCCTBe IIPOU3ONIAU KOpeHHble n3MeHeHus. Hopble
TEXHOAOTHU OKA3aAU OOABIIOE BAHMSIHIE Ha AUHAMHUKY
XyAOXKeCTBEHHOI'O ITPOLjecca. YpOBEeHb TEXHOAOTH3ALUU
HCKYCCTBA ITOBBIMIAETCSA 32 CYET B3ANMOAEHCTBHS HHPOP-
MAIMOHHbIX 1 KOMMYHHUKAILIHOHHBIX TeXHOAOTHII [ 1-27,
2-56]. C Touku 3penns popMOOO6Pa3OBaHUS B HCKYC-
CTBe 9TH ITPOIIeCChI IPUBOAAT K IIPOHUKHOBEHHIO YHUCTO
TeXHOAOTHYECKUX GOPM B XyAOKECTBEHHYIO cdepy, 4To,
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B CBOIO OYePEeAb SIBASETCS 9CTETHYECKOM CTHAU3AIIHEH
[3-55].

B Hacrosimee BpeMst B 00AaCTH KHHEMATOrpadpHu Uc-
IIOAB3YIOTCSI MHOTHE COBpeMeHHbIe TexHoAoruu. CoBpe-
MeHHbIe TeXHOAOTHH, TaKHe KaK 3aXBaT ABIDKeHHs, 3D,
00AaYHbIE TEXHOAOTUH ACAAIOT HCKYCCTBO KMHO C KaX-
ABIM TOAOM BCe HHTEPeCHee, IIPUBAEKATEAbHEe 1 AOPOIKe.
OTOT THUIT TEXHOAOTHYECKUX HHHOBAIIUI CO3AAET YCAO-
B AAS BOIIAOIIIEHHS B KHeMaTorpade GpaHTaCTHIeCKUX
HAei1, TIOSIBACHHUSI HepeaAbHbIX 00pa3oB U IMPOCTPAHCTB.
CoBpemeHHOe 111$pOBOe 0O0PYAOBAHIE U TEXHOAOTHU
IIOMOTAIOT BOIIAOLIATh B )KH3Hb UACH AesITeAell KHHOUH-
AYCTPHH, HAXOAUTb BHICOKOXYAOKECTBEHHbIE pelleHMs],
AApHTh 3PUTEASIM TIPUSTHBIE omfyleHus. Takum o6pa-
30M TeXHHYECKHe CPEACTBA, MEAUA TeXHOAOTHH, CHCTe-
MBI U [IPOrPaMMBbI OKa3bIBAIOT CYIIleCTBEHHOE BAMSHHUE Ha
AMHAMUKY Pa3BUTHS XyAOXKECTBEHHOTO IPOIjecca.

Pe3yAbTaTbI HCCACAOBAHHS

OAHOM U3 COBpeMeHHBIX TeXHOAOTHI, HCTIOAb3YEeMBIX
B KHHOUHAYCTPUH, ABASIOTCS « OOAAUHbIE > TEXHOAOTHH
(ing. Cloud). B 0cHOBe TeXHOAOTHH A€XKAT CUCTEMBI 06pa-
0OTKH, XpaHeHHUs U IepeAadr AaHHbIX. KoMibroTepHble
Pecypcsl AAsL 00pabOTKY [IMPPOBBIX AAHHBIX Ha OCHOBE
9TOJ TEXHOAOTHH IIPEAOCTABASIIOTCS TIOAB30BATEAIO CETH
uTepHert B Bupe on-line ycayrn.

Kunounaycrpust — cpepa MaccoBoro TBOpUECTBa,
U KHHEMATOTpadUCTbl OOBIMHO pabOTAIOT OOABLIMMU
KOMaHAAMH, TPYIIIAMH U TBOPYECKHMH KOAAEKTHBAMU.
Y KaXKAO¥ U3 9THX KOMaHA CBOU LjeAH U 3aAa4H. B HacTo-
slijee BpeMsl TaKUe TPYIIIbI IPOAOAXKAIOT AeHCTBOBATh
B Pa3HBIX reorpapuyeckrx 30HAX, HHOTAQ 3a THICSUH
KHAOMETPOB APYT OT Apyra. CoBpemeHHbIe HHPOPMa-
IIMOHHbIE TEXHOAOTHH 00eCIeYnBaIOT IPOAYKTHUBHBIE
U YCTOIYMBbIE YCAOBUSI PabOTHI TAKMX KOAAEKTHBOB.
B aToM cAydae «06OAadHbIE > TEXHOAOTHU MOT'YT OKa3aTh
OIPOMHYIO IIOAAEPKKY B pabore aTux koMaHA. Ludppo-
BOJ MaTepuaA, COOPAHHBII ITPU IPOU3BOACTBE GHABMOB,
0bpabarpIBaeTCs Ha CyNIEPKOMITBIOTEPAX C OOABIIIM 00D-
eMOM ITaMSTH U COXPAHSETCs B AF000IT MOMEHT BpeMeHH
B COBEpIIEHHO APYTOil reorpapuyeckoil 30He, COXpa-
HSUICh T10 «00AQUHBIM>» TeXHOAOTHAIM. Takum 0bpaszom,
«00AQYHbIE > TEXHOAOIUH YCKOPSIIOT PabOTy TBOPIECKHX
KOAAEKTHBOB U PA0OYMX TPYIIII U IIO3BOASIIOT ObICTpee
HCIIOAB30BaTh M 00PabaThIBaTh MEAHA-HHPOPMALIHIO.

OAHOI U3 CaMBIX COBPEMEHHBIX TEXHOAOT U, HCIIOAD-
3yeMBIX B KUHOMHAYCTPHH, SBASIETCS] TEXHOAOTHs Bup-
TyaAbHOI1 peaabHOCTH. BupTryaabnas peaasnocts (ing.
Virtual reality) — 3T0 MCKyCCTBEHHBIH, BOO6paskaeMblit
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MHp, KOMIIPIOT€PHAsl CUCTeMa, CO3AAHHAS TEXHIUYECKH-
MM CPeACTBaMH, IlepeaaBaeMasi 3pUTeAsM IOCPEACTBOM
3peHus, CAyXa, OCSI3aHUS U APYTHUX omrymenuit. Cucre-
Ma ofecIieyrBaeT BU3yaAbHbIe U 3BYKOBbIe dQPeKTI,
KOTOPBIe TIePEHOCST 3PUTEeAs] B BOOOpaKaeMblil MUp 3a
aKkpaHOM. B pAaHHOe BpeMs aTa TeXHOAOTHS B OCHOBHOM
HCIIOAB3YeTCs B KOPOTKHMX PEKAAMHBIX POAMKAX, Pa3ANY-
HbIX BUACOPOAMKAX U Buaeourpax. EcTb onpeaeseHHbIe
M3BSIHbI ¥ HEAOCTATKU TEXHOAOTHH IIPOM3BOACTBA OOAD-
IIHX XYAOXKeCTBEHHBIX PpuabMOB. OAHAKO TEXHOAOTHS
BUPTYaAbHOM PEaAbHOCTH Y>Ke UCIIOAb3YeTCs B KPYTIHO-
MacCIITabHBIX 9KPaHHBIX IIOCTaHOBKaX. B 2017 roay Ha
9KpaHbI BbIIIAQ BOEHHas Apama pexxuccepa Kpucropepa
Hoaana «Aronkepx>. OHAbM OCHOBAH Ha COOBITHSX OUT-
BbI ITpH AIOHKepke BO BpeMs Bropoit MupoBoit BOMHBL

Eme oapHa TeXHOAOrHS, KOTOPYIO aKTHBHO HCIIOAb-
3YIOT TBOpYECKHEe KOAAEKTHBBI,— TexHoaorus Motion
Capture. Motion Capture A1 TeXHOAOTHS «<3aXBaT ABU-
JKEHUS> T03BOASET OIMPOBBIBATh ACHCTBUS aKTepa,
a 3aTeM IlepeMellaTh TPeXMePHYI0 MOAEADb TIepCOHaXKa
no >xeaanuio. IlepBrie cucTeMbl TEXHOAOTHMH 3aXBaTa
ABwKeHus 6p1a1 ontryeckumu [4-375]. Co Bpemenem
CHCTeMBbI, HCIIOAb3yeMble AAS 3aXBaTa ABHDKEHUS, 9BOAIO-
ITMOHHPOBAAH, U TIOSBHAMCH HOBbIe HHCTPYMEHTDI AAS
TIepeHOCa AMIEBBIX MBIIII] aKTePa B TPEXMEPHYIO MOACAD.
OTH TUIIBI IUPPOBBIX MHCTPYMEHTOB MOXKHO HCIIOAb30-
BaTh HA MAaCIITAOHBIX, MACCOBBIX CII€HAX, a TAKOKe AAS
6oAee AeTAABHBIX CHHIMKOB.

O6pa3 Toasyma B puabme «Baacreann xoaern» pe-
skuccepa I1. AskekcoHa craa nepBbIM PpaHTACTHIECKUM
06pa3oM, CO3AAHHBIM C IIOMOIIbIO TEXHOAOTUH 3aXBaTa
ABIDKeHHS. 3a 9TUM QUABMOM 1ocaepoBaA GuabM «Ilo-
AsIpHBIiT 9Kcripecc>» (2004) pexwuccepa P. 3emeiikuca.
DuAbM BOIIEA B HICTOPHIO KaK ITePBbIH GHADM, TIOAHOCTIO
CO3AAQHHBIN C HCIIOAb30BAHHEM TEXHOAOTUH 3aXBaTa ABU-
sxeHns. [louTn Bce KHHOKPUTHKM CXOASTCS BO MHEHUH,
yT0 «IloAspHBIH aKCIIpecc> — 3TO HOBOPOTHbIN MOMEHT
B IEPEX0AE OT aHAAOTOBOTO K U$poBoMYy KuHO [ 5S-818].

AaHHas TEXHOAOTHS MHUPOKO MCIIOAb30BAAACH B IO-
nyasipHOM cepun ¢puabmax «Ilaanera oOe3psH>». Tex-
Hoaorust Motion Capture 6bIAa yCIIEIIHO MCIIOAB30BAHA
B $paHTACTHIECKOM BOEHHOM puabMe «Boccranue obe-
3bsiH>, CHATOM pexxuccepoM P. Yaittom B 2011 roay. Oany
13 TAQBHBIX poAeit B prabMe chirpas IHAU COPKUC, KOTO-
poro MbI 3HaeM 1o ¢puAbMY «Baacreaun xoaer». IIpo-
Alocepbl pHAbMA MIUPOKO HUCIIOAb30BAAU TEXHOAOTHIO
«3axBaTa ABIDKEHHMS» KaK ITPU HMHAUBHAYAAbHbIX CheM-
KaX, TaK ¥ IIPH CO3AAHMU MaccoBbIX crieH. Caeayromuit
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¢uabM u3 cepun «Ilaanera 06e3psiH>» cHsia MarT Pusa.
Hayuno-danTacTryeckuit BoeHHbIN ¢uabM «Ilaanera
006e3bstH, peBoAOLusI>» BblieA B Ipokar B CIIIA 11 uroast
2014 ropa. Kax u B mpeabiaymem ¢usbme, 3. CopKuc chI-
rpaAa OAHY U3 TAABHBIX POA€H B 9TOM CLieHapuH, U PHAbM
borar TeXHOAOTHSIME 3axBaTa ABrKeHus. Motion Capture
TIO3BOASIET PEXKHCCepPy CO3AaBaTh (MAM GOPMUPOBATS)
MacCOBbIe CIIeHbl, OCHOBaHHbI€ Ha MI'P€ HECKOAbBKHX
akTepoB [6-11]. DTa BO3MOXKHOCTh MAKCUMAABHO pea-
AusoBaHa B puapMe «ITraHeTa 00e3bsH, PEBOAIOLIMS>.
IIndppoBble TEXHOAOTMH, UCIIOAb30BAHHbIE B PUADBME,
He MeMLIAIOT 00IIeil APaMaTyPrudecKOil AMHUY CIOKETa,
H CIIOCOOHbI IIOCTOSIHHO 3aITHPaTh 3pUTeAs Ha 9kpaH. [To-
caepHuit GpuapM cepun — «ITaanera 06e3sbsiH. BoitHa>»
BBIIIAQ Ha 6oabIne 9kpansl B 2017 ropy. Kak u mpesxae,
¢uabM cHIA MaTT PrB3. B dpriabme MaKCHMAaAbHO UCTIOAD-
30BaHbl BO3MOKHOCTH T€XHOAOTHMH, U KaK B MHAMBUAY-
AABHBIX, TaK H B ITyOAMYHbIX CIIeHAX TEXHOAOTHS 3aXBaTa
ABIDKEHHS ITOKa3aAa cebsi Ha BBICOKOM ypOBHe H OblAa
IPEACTaBAEHA 3PUTEASIM 3aMeYaTeAbHBIMH CIIeHaMH.

OAHUM 13 TOCAAHUX PUABMOB, B KOTOPOM HCTIOAD-
30BaAOCh TEXHOAOTHS 3aXBaTa ABHIKEHHs], CTAA IIPUKAKO-
JeH4YeCKUN PUABM «30B XUITHHUKOB>, OCHOBAHHBIN Ha
KOPOTKOM pOMaHe, HAallMCAHHOM IHcaTeAeM AjkekoMm
AonpoHOM B 1903 roay u BbIlIeAlIeM Ha 9KpaHbI B HA4aAe
2020 ropa. uabMm 6614 cHT pesxuccepom Kpucom Can-
Aepcom ¢ XappucoHoM QopaoM B TAABHBIX POASIX M CO3-
pannbiM kKomnbiotepom (Computer-generated imagery)
ncoMm 1o kamdke bex. Axrep, kackaaep u Tpenep Teppu
HoTapw chIrpaa Ha cheMOYHOM MAomaaKe poab Beka (co-
6aka). B pesyabrate npumenenus texuosoruu Motion
Capture TIOAy9HACS OYeHb MHTEPeCHbIM M KPaCOYHBIN
XYAOXKECTBEHHBIH ITPOAYKT.

OAHOI1 13 CaMBIX COBpEMEHHBIX TEXHOAOT U, HCIIOAD-
3yeMbIX B COBpeMeHHOM KuHeMarorpade sibasercs 3D,
T.e. Texuoaorus Tpexmeprnoro Mzobpaxenus. B cen-
Ta6pe 2012 roaa Ha Horo-Hopkckom kuHOpecTuBase
COCTOsIAACh IIpeMbepa IpHKAlodeHdeckoil 3D-ppambl
«JKuznp Ilu>» pexxuccepa Onra Au. PuabM ocHOBaH
Ha OAHOMMEHHOM poMaHe mucareass ffma Mapreas,
omy6auxoBanHoM B 2001 roay. B xxure pacckassiBaer-
CSl ICTOPHSL MOAOAOTO YeAOBEKa, OCTABIIErOCs HaeAMHe
C HECKOAPKUMHU AMKHMMH )KHUBOTHBIMH B OTKPBITOM MOpe
B pe3yAbTaTe KOpabAeKpyIIeHH s TocAe ITopMa. B ¢prab-
Me MCHOAB3YIOTCA 3D-TeXHOAOTHUHU AASL CO3AAHMA (aH-
TaCTUYECKUX IPOCTPAHCTB, 5)KUBOTHBIX U APYTHX Hepea-
AUCTHYHBIX H300pakeHHIT. BeHraAbCKuil TUTP, KOTOPBIi
OCTAACS B TOH JKe AOAKE, YTO U TAABHBIH repoil pUAbMA,

A PREMIER

Publishing

ISSN 2310-5666

European Journal of Arts 1(2023)

6b1A paspaboraH moAHOCTBIO B 3D-popmare, u ¢ momo-
IITbIO TEXHOAOTUH OBIAM TIOAYYEHbI BHICOKO PEaAHCTHY-
Hble n306paxkeHst. CoObITHS 1 06pasbl B prabMe OUeHb
HepeaAbHbI, HO OAHOBPEMEHHO ybeauTeabHbI Takoro
(paHTACTHYECKOTO Pe3yAbTaTa MOXKHO AOOHTBCS TOABKO
C TIOMOIbIO COBPEMEeHHBIX HHPOPMAITHOHHBIX U KOM-
MYHUKAIIMOHHBIX TexHoAoTu. [Ipu mpocmoTpe prabma
«Kusnp ITn>, co3pAaHHOrO C IpUMeHeHeM MHOTHX BbI-
IIerepeyrCAeHHbIX COBPEMEHHbIX TEXHOAOTHH, Y 3pUTe-
Asl CKAQABIBA@TCS BIIEYaTAEHHUE, YTO OH HAXOAUTCS B PpaH-
TACTHYECKOH CKasKe.

CospemenHble ITMPPOBbIE TEXHOAOTUH M CUCTEMbI
HCKYCCTBEHHOTO MHTEAACKTA YCAOXKHSIOT pasAMYeHue
HACTOAIIUX U MOAACABHBIX Mepna. Caepyromieit TeXHO-
AOTHEH, OCHOBAHHOM Ha CHCTeMaX UCKYCCTBEHHOTO MH-
TeAAeKTa, siBAsieTcst TexHoAorus Deep Fake. Texnoaorust
II03BOASIET AAANTUPOBATD ITOYTH AI0OOe H300paKkeHHe
K ABIDKYIeMycs BUaeon306paxeruio. C momomipio Deep
Fake MO>xHO cO3AaTh MOAAEABHOE, HEPEAANCTHIHOE BU-
Aeo, TIOMeCTHUB AI0OOe BU3yaAbHOE H300paXkeHHe Ha CO-
BepILIEHHO Apyroe Braeousobpaxenue. Ieab cocrour
B TOM, YTOOBI CO3AATH IUPPOBOIT AHAAU3 U MEAHA-H30-
OpakeHHs Ha OCHOBe IJPPOBBIX MEAHA, KOTOPHIE CO3-
AQIOT THIIeppeaAbHbIe BHACOH300pasKeHNs, KOTOPBIX Ha
CaMOM A€A€ HUKOTAQ He CYIIIeCTBOBAAO.

CaepyeT OTMETHTD, YTO IIPUMEHEHHEe 3TOH TeXHO-
AOTHH IPHUBEAO K MOSBACHHMIO B MHpe MHOXKECTBA He-
A€TAAbHBIX BUACOPOAUKOB U PENKOBBIX U300 paKeHHUIL.
“Baaropapst” TEXHOAOTHSIM YBEAHMYHAOCh KOAUYECTBO
HEepeaAUCTHYHBIX BUAEOPOAMKOB C y4acTHEM 3HaMeHH-
TBIX AIOAEH, 0COOEHHO HeNPUCTOMHBIX (3POTHIECKHX)
BUAEOPOAHUKOB [7].

B 2018 roay meanaxyaosxHuK Asko3zed Afiepae Ipea-
CTaBHA KOPOTKOMETPaXXHYI0 BuAeo «Un'emozione per
semper 2.0> ¢ yyacTHeM BCeMUPHO U3BeCTHOM UTAAbSH-
ckoit akrpucsl Opreaast Myt [8]. TIpoexr npeacTas-
AsieT coboil BUPTYaAbHOE ITyTeIleCTBUE HTAAbSHCKOM
AKTPUCHI, CTaBIIEeH oYeHb nomyasspHou B 70-80-x ropax
IPOILIAOTO BeKa, B COBpeMeHHbIN Mup, Bek MHcrarpama
1 Mepra TexHoAoruit. C momomipio TexHoaorus Deep Fake
ObIAQ OXKUBACHA MOAEAD I POBBIX YEPT AHI}A HA OCHOBE
2000 ¢ororpaduit akrpucsl. PoTorpaduu usyyarorcs
C IIOMOIIBIO CHCTEM MCKYCCTBEHHOTO MHTEAACKTA M OAETa
KaK MacKa Ha AMI0 ApyToit akTpuchl, Kenpaaa Asxennep.
Becp nnponiecc oT HadaAa 1 AO KOHIIA IIPOMCXOAUT Ha It (-
poBOIi MAaTGOpMe, a B pe3yAbTaTe MOAOAAS M KPAcHBasi
O. My, n3sectHas AuHOCTD 70—80-X rOAOB IIPOIIAOTO
BeKa, Iy TelleCTByeT [0 COBPeMEeHHOMY MUPY.
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B 2021-M ropy Ha Typenkux CMH u reaeBusnon-
HBIX TIAOIAAKAX HaYaA TPAaHCAMPOBATHCS PEKAAMHBIN
poauk Ziraat Bank ¢ yuacTuem moxoiinoro axrepa Ka-
Mmaaa CyHaaa nmotepssmiero xussb emé B 2000 ropy. Pe-
KAAMHBII POAMK OBIA CHSAT C yyacTHeM akTepa Mexme-
ta KypTa, a 06pa3 mokoiHOro akrepa 6biA BO3pOXKAEH
B aunte M. KypTa ¢ momomsio Texuoaoruu Deep Fake
[9-80]. MsI BepuM, 9TO B 6AmKaliee BpeMs TEXHOAO-
rust Deep Fake moay4uT 6oAee mupoKoe MpUMeHeHUe
B XyAOXKECTBEHHOM IIPOIlecCe, U C MOMOIIbIO TeXHOAO-
TUU B UCKYCCTBE KMHO, HAPSAY C IOKOMHBIMU aKTePaMH,
MOXXHO OYA€T BepHYTb IIOXKUADBIX AKTEPOB C OTPAaHHYEH-
HOM IIOABIDKHOCTDIO B COBpeMeHHbIe KHHOAEHTBI B BUP-
TyaabHOM popmare [10-97].
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3akAroueHne

Taxum 06pa3oM, C TOMOIIBIO CAMBIX BbICOKOTEXHOAO-
THYHBIX CHCTEM H 00O0PYAOBAHHUS COBAAIOTCS KaYeCTBEH-
HbIe ¥ COBpEMEHHbIE XYAOKeCTBEHHbIe PUAbMBI, KOTOPbIE
B UTOTe BHIXOASIT Ha O0AbIIHe 9KpaHbL. TexHOAOTHYeCKHe
MHHOBALIUN AaKTUBHO U HEMOCPEACTBEHHO YYacTBYIOT
B CO3A\QHUH ITPOU3BeAeHMH HcKyccTBa. Motion Capture,
Cloud, 3D u apyrue coBpeMeHHbIe MEAUATEXHOAOTHU
BBIBOASIT HCKYCCTBO KMHO Ha COBEpIIEHHO HOBbIM U He-
OOBIYHBII ypOoBeHb. FIcrmoAb3ys coBpeMeHHbIe TEXHOAO-
TUH, TBOPYECKHE KOAACKTUBbI ITPEBPAIAIOT PAHTACTH-
JeCKHe U KOTAA-TO HeybeAuTeAbHbIe HACU B PeaAbHOCTb
U TIPEACTABASIIOT UX IMUPOKO# ayauropuu. Kak BupHO
U3 PHUMepOB, MPOPeCCHOHAABHOE IPUMEHEHHe HOBBIX
MHPOPMALIMOHHBIX TEXHOAOTHUI AeAaeT GHABMBI OoAee
IpUBAEKaTeAbHbIMH U TPUBAEKATEAbHBIMU.
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The purpose of the research: This article analyzes the unique style and skills of the artists in animated films cre-

ated on the basis of the classical literature.

Research methods: analysis, synthesis, observation, comparison, conversation.

Research results: As a result, a bright landscape, a dress of characters, architectural structures, relying on the

oriental miniature style, are interpreted in the language of animation with a unique elegant taste.

Practical application: The films “Bahrom and Dilorom” and “Black Palace” based on Alisher Navoi’s “Sabb’ai
sayyor” epic in Uzbek multiplications were expressed in the developed perekladka technology, original paints during
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Introduction

Animation films are popular among young audiences
for their interesting portrayal of characters, rich in pow-
erful dynamics, colorful appearance, and being able to
attract attention. Well-known director S. Eisenstein-the
art of animation (the term “multiplier” is also used) is
a connection between physiological sensations and the
“high” aspirations of the mind in the process of comple-
menting the figurative picture of the world. One of his
most important tasks — the basic understanding of man,
the evolution of the world, his complex and emotional
appearance, as well as the processes taking place there,
he described the phenomenon of animism as one of the
main and most important in human thinking, with which
any objects and natural phenomena come to life. The cre-
ation of such films is an extremely complex process, and
this type of art began to appear in our country in the
second half of the 20 century.

Talented creators Yu. Petrovs and D. Salimov was
considered, the father of the Uzbek animation art, who

have been working in the field of cinema. Because the
first Uzbek animation film occurs as a result of the
search and hard work of these creators. Talented creator
Yu. Petrov brings about 200 pages of instruction on the
creation of an animation film from the Soyuzmultfilm
studio, founded in 1936 in Moscow, in order to study the
secrets and hardships of this art. As a result of mastering
them, they will create the first multiplicational film in the
1965 puppet technology called “6 x 6 square”. This film
is aimed at the use of chemicals in the fight against cot-
ton pests, which are the wealth of our people. The Film
will later give impetus to the creation of a series of paint-
ings. As a result, films are created to date in more than
200 different genres and technologies.

We know that in the process of creating a film for
children, all aspects of the work are taken into account.
That is, a literary work suitable for a cartoon, legends,
narratives and epics of folk oral creativity, fairy tales of
traditional genres are sorted out. But we know that not
every work corresponds to the language of this type of
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art. For this reason, the choice of a work is also one of the
difficult processes. It is observed that along with Uzbek
folk tales, myths and legends, world literary works are
also addressed in this regard.

Materials and methods

In particular, director K. Kamolova’s “The rain of
The Sun” (1971), “Don’t say little to us” (1972), director
N. Tolakho’jaev’s “Pleasant rain” (1984 ), Based on the
poem “Happy Prince” by director and artist M. Mahmu-
dov (1992), “Nightingale” (1999), “There is a blessing”
(2004), as well as the epic “Farhad and Shirin” (2010),
which glorifies the high love embodied in the work “Bah-
ram and Dilorom” (1996) based on the poem “Saba’ai
sayyor” (“seven planets”) by our great thinker Alisher
Navoi, the epic it is permissible to cite films based on
“Loin and Durroj” (2010).

Famous film theorist I. Weisfeld argues that the art
of animation has more aspects than cinema. He cites to
the viewer the random aspects of physical action, the im-
portance of allegorical and symbolic construction, the
importance of abstract and unifying thoughts. Talented
director Kamara Kamolova played a major role in the cre-
ation of a number of films in Uzbek multsan. For the first
time in Uzbek animation, he creates a film that captures
world literary works. His painting “The rain of The Sun”
is based on the story of the Romanian writer Popescu
created, the film focuses more on the character’s behav-
ior, ideality, opening the character’s psychology than on
external ornaments, beautiful decorations.

Film artist V. Gridnev creates decorations in propor-
tion to the spirit of the characters. About this the film
critic M. Mirzamuhamedova writes: “unsuitable worn-
out boots, broken pathephone, hardened clay, engraved
bag full of dark earth also represent the mood of a dancer
with a broken leg”. The main character of the work is a
dancer made of porcelain, which is so naturally worked
out that her dances affect the viewer like a real dancer’s
game and give aesthetic pleasure. The fact that the au-
thors of the film used the technique used in the puppet
theater is achieved that it is rich in dynamics. As a result,
the speed of the mouse’s rope game goes into the dance of
the dancer. But since the control of the character’s move-
ment from the top is clearly visible, it is sometimes felt
that these actions are art. But nevertheless, the authors
convincingly expressed the idea of mutual assistance
based on the film. When a mouse comes to the aid of a
dancer with a broken leg, the events of the girl sacrificing
herself and adopting her from death when her friend’s
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life is in danger are impressively described through the
character’s character and behavior.

The director later creates the painting “Don’t say
little to us” based on the Turkmen folk tale. This draw-
ing, created on puppet technology, uses the multiplica-
tive specification quite reasonably. In the work, satirical
characters come out much more eloquent, and their
appearance can be called truly exaggerated. That is why
in the frame negative characters are more impressively
expressed than positive ones. The work is distinguished
from the author’s previous films by its richness in acute
dynamic events. The main character, Tariquy’s mastery
of xiyla, is directed against the cruel rich, and not to pre-
tend to be like other characters. As a result of viewing the
film, children learn to think independently through the
multiplicative tool.

In the development of Uzbek animation, along with
puppet films, drawing films were also created. Among
them, one of the most successful films is the director
N. Tulaxo'djaev and artist S. Alibekov’s American sci-
ence fiction writer Ray Bradbury is a film “It’s going to
rain cute” (1984), based on the comic of the same name.
The film is the first created film for an older audience,
and the idea of the work is strongly interpreted through
a number of characters. The film tells the story of the
threat of atomic war on Earth in a philosophical light,
predicting the future.

The creators describe a deep penetration into human
psychology through this fantastic work. The painting is
illuminated in a fantastic state that after the war, human-
ity turns into ashes and settles on the ground. The film
describes a destroyed view, expressed by the deplorable
state of the fire, which roared after the explosion of the
atom. In this horror story, the hope for light is challenged
by the artist to a cute image behind a mirror, showing that
there is hope for life through a bird striving for a drawn
landscape. And in fact, there is not a trace of any pleas-
ant scenery left around. It is shown only in the drawn
landscape. The achievement of the creators in this film
can be seen in the fact that the idea of the work, that is,
the preservation of the future from an atomic war and the
awareness of people from such a danger, is strongly ex-
pressed through a small amount of images and pictorial
means. Since the Film was created so skillfully, the main
prize at the International Film Festival (Leipzig) will be
considered worthy of the “Golden Dove” and the “Silver
Mikeldi” prizes at the film festival in Bilbao, Spain. Film
artist skilled creator S. Alibekov is an artist of many such

M. M. MAKHMUDOV  CLASSICAL EXAMPLES OF WORLD LITERATURE IN UZBEK ANIMATION ART

39



European Journal of Arts 1(2023)

fantastic deep Tagma films. Having grown up in the Uz-
bek multiplicative school, this creative person continues
to work in the city of Moscow today.

Uzbek cartoons refer to Uzbek classical literary works
asaresult of increased attention to the creation of the im-
age of a national character, National Heroes, theme and
genre diversity. Director and artist M. Mahmudov for the
first time, will try to screen the film “Bahram and Dilo-
rom” (1996) based on the poem “Sab’ai sayyor” (“seven
planets”) by our great thinker Alisher Navoi “Hamsa”.
As a creative artist, A. Navoi writing a scenario that cor-
responds to the glorious and fascinating artistic words of
Nazmi, giving the spirit of the epic, seeks visual means
of expression, taking into account the artistic beauty, el-
egance and fascination of the word art in it. As a result,
a bright landscape, a dress of characters, architectural
structures, relying on the Oriental miniature style, are
interpreted in the language of animation with a unique
elegant taste.

The main characters of the film Bahram’s high in-
terest in Dilorom are illuminated by his special feelings
and spiritual experiences through pictorial actions. The
heroes’ national royal dress based on the work and its
traditional appearance atmosphere exalted the spiritual
culture of the film in the expression of colors. Also on the
basis of The Thinker’s epic “Wonder ul Abror” is also the
author of the scenario R. Jabborov and with artist S. Silka
in collaboration, he creates the film “Lion and Durroj”
Film is expressed in bright color and the plots are re-
flected in the forest area. In the film, the character moth-
er lion teaches her child to be fearless, brave and learn
hunting lessons. Since the lion is the strongest and most
fearless among forest animals, all creatures are worried
about him. In the film, The character Durroj is shown in
the form of a deceitful image, and it is interpreted what
consequences a false discourse brings. Through these
pictorial images, a person’s emotion is conveyed to the
viewer with the expression of interesting adventures. In
the film, such human qualities as not lying, being honest
and truthful are glorified.

The best work in the field of film art on the occasion
of the 20 ™ anniversary of the independence of our coun-
try will be awarded with the award and Diploma of the
“Chronicle of Independence” competition, as well as a
special diploma of the “greatest, most dear” Republican
competition. At the same time, film screenings began on
the basis of the epic Farhad and Shirin, which glorifies
the High love embodied in Hamsa. The film based on this
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epicis the author of the scenario E. Khasanova, director
N. Tolaxo'djaevand artist A. Gvardin it will be shown on
the animation screen under the auspices.

The high interest in this film was interpreted by Uz-
bekistan through national, specific features. The picto-
rial appearance of the film is illuminated in bright col-
ors, and the images artistically represent the content of
the epic. The description of the existing buildings in it
shows the architectural monuments of our country. The
background of the film is created in a chromatic tone in
harmony with other details and characters in the frame.
Familiar with this epic, the reader, while imagining the
images and plots of the characters described in the work,
acquires a deep meaning through their pictorial appear-
ance in the film process.

Discussion

The owner of the building, who later spread the
world of Uzbek animation art, M. Makhmudov and art-
ist M. Karabaev screens the film “Nightingale” (1999).
It was given to him by the writer X. Andersen, who lived
and worked in the 19th century takes the fairy tale of the
same name as a basis. The creator mazur writes a scenario
based on a skirt, changing some of its plots. The story
of the fairy tale in the palace of the Chinese emperor is
interpreted in Central Asia in the film. The main idea in
the film is always to prove that the pursuit of good is not
a banal external beauty, but a real inner beauty.

The plot of the film takes place in the King’s Palace,
and the pictorial appearance of the characters is de-
scribed in the style of Oriental miniature. The artist ex-
pressed their dresses in a bright colorite, in a look typical
of the courtiers. Especially when the main character of
the film is surrounded by a fake-made “Nightingale”, like
afictional, eye-catching toy, and not a real, lively “Night-
ingale”, when the King and his ministers are fascinated,
the rhythm in the frame is illuminated in mutual propor-
tions. The king, lying on his deathbed, is disappointed in
the Nightingale, who could not cure his pain and did not
have enough strength. Listening to the pleasant voice of
a lively “Nightingale” at a time of despair, he talps on it.
This film was awarded the nomination “The most kind
film” of the International Festival of children’s animation
cinema, held in Moscow in 1999, and the main prize is
awarded “Golden Fish” and also introduces Uzbek mul-
tiplicative art to the world. Skilled director and artist
M. Mahmudov entered Uzbek animation art as a young
creative person in the years of independence.Together
with Vlasov, the Danish children’s writer X. Ander-
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sen creates a comedy genre film called “Bohr blessing”
(2004) based on an ancient tale called “no matter what
a man does, bari is excellent”. In this film, the creator
changes the space in it to the Uzbek land, preserving the
idea of the writer.

The film interprets plots characteristic of the life-
style of the Uzbek people, and the colors embodied in
the shots are mainly achromatic colors. The details de-
scribed in it have a national appearance, that is, the jugs
in the charkhpalak, the architecture of the houses, the
oriental market and the equipment have found a com-
positional solution. But despite the fact that the pictorial
appearance of the created characters and plots was found
so well, the events reflected in the film are precisely the
traditions of our people, which are characteristic of their
traditions, are illuminated. In the course of the events

A PREMIER

Publishing

ISSN 2310-5666

European Journal of Arts 1(2023)

described in the series, The thoughts and desires of the
main characters and their behavior were expressed in a
monand to our culture. The film shows funny events, and
through the mutual dialogue of the characters, a large
and small audience acquires specific visions. Created on
a drawing computer, this film will be awarded a special
prize of the 2006 International Film Festival “Animay-
ovka” in the city of Mogilyov and a diploma of the 3rd
International Eurasian festival in Smolensk.

Conclusions. By interpreting the classical works of
world literature on the screen, Uzbek animation art man-
aged to realize the long-standing tasks set by it in har-
mony with the goals and ideas set by the new era. After
all, our classical literature serves to expand the sphere of
thinking and further enrich the worldview of the growing
younger generation.
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THE ROLE OF TECHNOLOGY IN MODERN UZBEK
ANIMATION AND ISSUES IN PERSPECTIVE

Abstract

The purpose of the research: This article analyzes the creation of Uzbek animated films in various technologies,
their influence on the artistic image created in modern technologies, starting with the first puppet cartoons.

Research methods: analysis, synthesis, observation, comparison, conversation.

Research results: Uzbek animation is interpreted in the above technologies, the development of which can be
cited as follows. Puppet technology took the lead among technology until independence. Later, the drawing became
richer with the film, and as a result of the addition of perekladka technology, the type of technology increased. At the
beginning of the years of independence, perekladka technology developed, resulting in the 2000-2005 creation of
films mainly on this technology. In these years, although the drawing began to create films in computer technology,
but until the adaptation to the new technology, films were created mainly on perekladka technology. In the meantime,
works were also created on plasticine technology. But the reason for the presence of specific complex processes of
plasticine material was not created much work in this technology. From 2006, the entire drawing was switched to
computer technology, and from 2010-to three-dimensional computer technology.

Practical application: The following recommendations on the development of technologies in Uzbek anima-
tion can be cited: 1) Animation studio provides the necessary equipment for puppet, plasticine, perekladka films,
creating a modern creative environment and conditions, combining several technologies — that is, creating films that
embody traditional and modern animation technologies; 2) Creation of a children’s feature film with the participation
of the heroes of the best works of the Uzbek multiplier and live actors; 3) The competition should be strengthened
by the fact that the creators of the state studio switched to the creation of films in three-dimensional, private studios
in two-dimensional technologies.

Keywords: animation, artist, visual solution, technology, relocation, 2D, 3D, combined, visual effect, character,
plot, fantasy.

For citation: N. T. Haydarova. The Role of Technology in Modern Uzbek Animation and issues in Perspective //
European Journal of Arts, 2023, Ne1. — C.42-4S. DOI: https://doi.org/10.29013/EJA-23-1-42-45

Introduction

In animation, it is very important in what material the  tion”, drawing, puppet, or material used in any animation
artisticidea is embodied and what method the authoruses  film determines the importance of dramatic development
to implement his plan. As cited in the “Alphabet of anima-  in time and space [1, C. 33].

In World Animation
traditional computer exotic
1 2 3 4 S 6 7 8 9
flat swell relief 2D 3D o )
— - . .| combi- | silhou- without
draw-| per- |painting | pup- | sub- | plasti- |[pow-| (two-di- | (three-di- ) needle
. . . . . nation | ette a camera
ing |ekladka| on glass | pet | ject | cine | der |mensional) mensional)
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1 2 3 | 4 | s | 6| 7| 8| o
In Uzbek Animation
draw-| per- |painting | pup- | sub- | plasti- [pow 2D 3D combi
. . B _ ; . L Hoeendi. B
ing |ekladka| onglass | pet | ject | cine | der m(etr‘:’s(i)oi;l) rr(lfarfseiz:atl) nation

Looking at the world animation, we will witness that
there are more than 200 types of animation art in the
world. Even so, works are usually created mainly in about
1S species. This can be cited as follows by world and Uzbek
animation (table).

Materials and methods

Its elements were used in feature films until the mul-
tiplier became a separate art form in our country. For
example, in the children’s film “Pakhtaoy” (1956), the
revival of the drawing image of the garmsel is observed in
such scenes as the increase in the size of the Hasan hand
bump, the flying and spreading of paper on the ground.
Later, in the film “Mahallada duv-duv gap” (1960), the
scene of flaunting at the table turns into paper money
and coins, in the film “Abdullajon” (1991), appeared in
the scenes of the flying of another planet. The use of ani-
mation in cinema continues today, and the visual effects
were further enriched in the scenes of the opening of the
face of the reproach hero in the film “The Lovemaker”
(2007), the revival of the cap in the children’s film “The
Magic Cap” (2013). And as a separate art form, it was
seen in the second half of the 60's and began to be inter-
preted in different technologies. Each of these technolo-
gies has its own expression. Among such technologies,
puppet multiplier has its own feature.

The first animation film of our country was interpret-
ed precisely in puppet technology (“On the 6x6 square’,
1966). The reason for its creation in this technology was
the puppet films of the Russian director Vladislav Starevich.

One of the best works of Uzbek animation in this
technology can cite such films as “Magic chest”, “Who
is a wizard?”, “Sun light”, “Wonderful carpet”,
away’, “Billiard history”. This technology is interesting in
that it is associated with children’s favorite toys, and the
viewer of any age is fond of dolls from an early age. And
in the animated film, seeing their movement will cheer
up the viewer and bring him closer to the miraculous
World. As a result of admiration and interest, animasion

Bike ran

endures the work. He carefully magnifies the events in
it, gives a description and observes each of them, focus-
ing deeply on each behavior, behavior and speech of the
heroes. In Uzbek animation, films were created by such

creators as Yuri Petrov, Damir Salimov, Kamara Kamalo-
va, Zinovy Royzman, Temur Mahmudov, Sharofat Sha-
kirova, Leonid Babakhanov, Irina Krivosheeva, Muzrob
Boymukhamedov, Delyara Batirova in this technology.

Discussion. In our country, this art has acquired
its own direction and style, having received a template
from world Animation. The doll is significant in that it is
made up of all the material in the film and is reflected in
the variety of materials, unique forms and original color
harmonies. Puppet technology in Uzbek animation con-
tinued until independence. An alternative drawing was
enriched with perekladka technologies.

Drawing technology appeared in world animation
at the end of the XIX century at the beginning of the
XX century and is based on a different frame-by-frame
image from two-dimensional drawings. This technology
was used in our country at the end of the 60's. The first
drawing film was created in collaboration with the rus-
sian animator V. Arsentev (“Brave sparrow”, 1969). After
this film, created as an experiment, a number of films
were created by such creators as Damir Salimov, Yuri
Petrov, Kamara Kamalova, Akmal Akbarhojaev. In par-
ticular, such films as “Balcony”, “Teddy bear on a walk”,
“Fox and Bird”, “The Secret of Kakku”, “Brother fingers”,
“Harvest Festival’, “Prujinkul”, “Blue Elephant”, “Kva-kva
quartet” can be cited. As D. Velinsky writes, drawing ani-
mation requires the creator to master the drawing tech-
nique, while volumetric animation involves a complex
technological process of creating and working with im-
ages, while perekladka is simple and convenient [2, C. 7].

By the beginning of the 80s in Uzbek animation,
there was a big change in the development of technolo-
gies. During this period, it became necessary to find a
solution to the problem and solve it, causing a shortage
of necessary utensils for the production of drawing tech-
nology. The way out of the difficult situation in the studio
was solved by the creator M. Mahmudov, thinking a lot
and switching to perekladka technology.

At this time, the perekladka technology, which be-
came popular in World animation, as a result of several
years of hard work and hard work of M. Mahmudov, en-
tered the Uzbek animation state. As a result, a film with
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a unique image and style is created. In the miniature
style, the painting “Khoja Nasriddin” (1982) is mani-
fested, which is interpreted in a peculiar image, a space
rich in colors and a humoristic image. The film attracted
the attention of the viewer with its figurative thoughts,
word play and expression in a colorful image through a
humorous reading. This technology was not easy to ac-
cept at first by the multiculturalists, but after the success
of the first film by the creator M. Mahmudov, interest
grew. As a result, the best works were created by such
a number of creators as S. Muratkhojaeva, N. Smirnov,
S. Alibekov, M. Boymukhamedov, D. Batirova, N. Tulak-
hojaev, D. Vlasov, S. Silka, G. Matevosyan, S. Chufarnov
during independence. Among them are the paintings
“Garden of chrysanthemums”, “Well”, “Trample on rab-
bit”, “About the new king and spring rain’, “Alpomish”,
“Tomaris”, “Tiny fairy”, “Bird".

By the beginning of the 2000, perekladka technol-
ogy had developed. But this doll and drawing in the
mid-90s caused a slowdown in the creation of films in
technology. Because perekladka technology caused a
shortage of material aspects and specialists, created con-
venience for existing creators and accelerated the work
for awhile. In the meantime, a number of works have also
been created on plasticine technology.

In Uzbek animation, plasticine technology was first
applied in the late 80s. Director and artist Azamat Sobi-
rov created the painting “A+V” (1987) in plasticine tech-
nology. This film expresses the attitude of humanity to
the challenge. Later in this technology, they will begin to
create, such as Sergey Alibekov, Sergey Chufarnov. Ser-
gey Alibekov creates on a philosophical topic the paint-
ing “ear the puddle”, “Exogramma’, Sergey Chufarnov
creates films based on fairy tales “Cat and demon’, “Beat
the bat”, “Forty lies”, “Azamat and the lazy”. Plasticine is
considered one of the main types in film multiplicity, it
appears volumetric and relief. Plasticine animation cov-
ers several technologies. The classic plasticine animation
with relief is similar to puppet animation and usually re-
lies on a frame. As in any hajm animation, objects are
set to the background of decorations and changed de-
pending on the position between the frames. The paint-
ing “Exogramm” (2003) by director and artist Sergei
Alibekov is a vivid example of this.

In subsequent years, the concept of computer ani-
mation appeared. The development of digital forms of
screen art began in the 50s of the XX century, when
the first graphic systems were developed. At this time,
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the development of new forms of animation began, and
computer animation appeared.This technology is imple-
mented directly using computer capabilities. A number
of programs related to computer graphics such as Ado-
be Flash, Adobe After Effects, Adobe Photoshop, Toon
Boom Studio, Anime Studio, 3D Max, Autodesk Maya
come in handy in this regard. Characters, stage back-
ground, environment and other details from head to toe
are developed precisely in these programs. Films created
on the basis of computer technology are distinguished
by a high level of volume, coloritis, speed and dynamic
expressiveness.

As M. Stepanova writes, computer technology pro-
vides ample opportunities for the highest level of spiri-
tual processes experienced by modern man. Computer
technology is an important tool in solving modern prob-
lems, including in art [3, C. 6]. The use of new computer
technology in the creation of animation films provides for
the further development of abstract animation and gives
hope that many problems of symbolic animation will be
solved [4, C. 176]. This is what researcher Ye. Popov
quotes about this, the evolution of modern animation
art has entered a new, expressive-figurative, technologi-
cally deplorable stage of development, the transition of
which was associated with an increase in audience extir-
pation [§, C. 19]. Drawing-computer animation is based
on the traditional drawing multiplier principle, the only
difference is that the main tool in creating images is a
computer. This is what D. Velinsky quotes about this: a
computer is a traditional drawing animation tool that
should not be confused with a state that simplifies some
stages of the creation process (for example, an image
scanned when contouring a character drawn on paper).
The drawings fill the computer with color, which in this
case greatly simplifies the time-consuming process of the
computer [2, C. 5].

The first appearance of the film, created in Uzbek
animation on this technology, was manifested through
the film by the director and artist D. Vlasov “Mosart”
(1998). Later in this technology, films were created
by such creators as M. Mahmudov, A. Mukhamedov,
G. Matevosyan, S. Murotkhodjaeva, J. Turdikhodjaev,
N. Tulakhodjaev, M. Kudrina.

Conclusions. By 2010, private studios began to
operate in our republic, and as a result, animation films
switched to creating in three-dimensional computer pro-
grams. Ye. Popov writes that the evolution of modern
animation art has entered a new, expressive-figurative,
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technologically new stage of development, the tran-
sition of which was associated with an increase in the
need for an audience [ 5, C. 19]. Animation, according to
M. Stepanova, unlike ordinary cinema, is not limited to
any technical possibilities in the implementation of any
creative idea. While feature films are dominated by com-
puter special effects Damaging their other qualities, such
aphenomenon has almost no effect on animation. It uses
new technologies without damaging the old ones and at
the same time maintains a strong professional orienta-
tion and animation. The emergence of 3D technology in
animation only led to a change in visual style [3, C. 23].
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Working in our republic as the first private studio
“cinema service”, he began to create an animation film
in 3D technology. The first film was shown through the
painting “Heavenly guest” (2010) based on the poetic
motive of the Uzbek folk poet A. Oripov “Heavenly
guest, five wise and cleaning old women”. The combined
technology of animation art was also used by represen-
tatives of the middle generation of Uzbek animation
in their paintings. An example of this is L. Polevaya’s
films “Day of riddles”, M. Mahmudov’s “Happy Prince”,
N. Tulakhojaev’s “Pleasant rain”, V. Nikitin’s “Girl hold-
ing matches”, E. Khachaturov’s “Boomerang”
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BEPAUXAHOBAIIL H."'

! Vabexckuti HAYUOHAADHBIT UHCIUMYM MY3bIKAALHO20 UCKYCCMBA
umenu FOnyca Padwabu, Y36exucman, Tawkenm,

O MNO3TUYECKON OCHOBE IACTAHOB

AxHoTanusa

Ilev: BBISIBUTD OCOOEHHOCTH II09TUYECKON CTPYKTYPbI KaPAKAAIIAKCKOTO 3II0CA, HA IPHMepe U3ydeHUs KapaKaA-
IAKCKHX FepOMYeCKHX U AUPUYECKUX AACTAHOB.

Memodvt: cpaBHeHMs, 06001IIeHUS, CHCTEMHBIH, a TAKKe MY3bIKOBEAYECKHIT METOA YKAHPOBO-CTHAEBOTO AHAAU3A
U My3bIKaABHO-UCTOPHYIECKHIT TOAXOA.

Pesysvmamuot: B LleTpasbHol A3uy CpeAU YHHKAABHBIX M HEIIOBTOPMMBIX BUAOB YCTHOTO TBOPYECTBA HMEHHO
AACTaHBI 3aHUMAIOT 0CO60€e MeCTO. AaCTaHBI KAPAKAAIIAKOB 9TO XKUBbIe KHUTH [10 HICTOPHH, ObITa, MEHTAAUTETA H MU-
PpOBO33peHHs HapoAd. B aTo# cBA3H, OCHOBE aHAAM3a MOSTHYECKHX CTPYKTYP aBTOPOM IIPUBEACHBI OCHOBHBIE HACU
H IIOAOYKEHHSI, KACATEABHO BOIIPOCOB OOIeTIOPKCKOTO CTHXOCAOXKEHHS, M B YACTHOCTHU PACCY>KACHUS HCCAEAOBATeAel
II0 OTHOIIEHHIO CTHXOCAOXKEHHUS M CTPYKTYPHBIX OCOOEHHOCTET! 3110Ca B IJEAOM M B YACTHOCTHU KAPAKAAIIAKCKOTO
anmyeckoro Hacaears. B IleTpaabHoit A3un cpeAr YHUKAAbHBIX U HETIOBTOPHMBIX BUAOB YCTHOTO TBOPYECTBA HMEH-
HO AACTAHBI 3aHUMAIOT 0COO0€e MecTO. AACTaHBI KAPAKAAIIAKOB 3TO SKHMBbIe KHHUTHU 10 UCTOPUH, OBITA, MEHTAAUTET
¥ MUPOBO33peHHs HApOAQ.

Hayunas nosusna: B crarbe BriepBble aHAAM3UPYETCS M PACCMAaTPUBAETCS CIeIMPHKA KAPAKAATIAKCKOTO 3I0ca
Ha IIpuMepe repOUYeCcKUX U AMPUYECKHX AACTAHOB, KOTOPOE SIBASIETCSI MAAOU3YIEHHOM 00AACTBIO MPAdUYUOHHO20
KapaKaAIMAKCKOTO MYy3bIKAABHOTO HCKYCCTBA.

IIpaxmuueckas 3Ha4umoCmb: OCHOBHbIE IOAOXKEHHS 1 BBIBOABI CTATBH MOT'YT OBITh HCIIOAb30BAHBI B COBpEMeH-
HOM My3bIKAABHO-TIEAQTOTMYECKOM U MCTTOAHUTEAbCKOH IPaKTHKe.

KaroueBbie cAOBa: AACTaH, 6AKCHI, XKbIPAY, TPAAULIMOHHAS My3bIKA.

Aast purapoBannst: Bepauxanosa II1. H. O IMoatuyeckoit Ocnose Aacranos // European Journal of Arts, 2023,
Nel. - C.53-57. DOL: https://doi.org/10.29013/EJA-23-1-46-51

Beaennue KapaKaAIIAKCKOTO YCTHOTO TBOPYECTBA IPEACTABASIET
B ycrHOM moaTtmyeckoMm TBopuecTBe LIeHTpaAbHOM  3MOC, SIUYecKasi T09Ma «AACTAH>».
A3sun 0co60e MeCTo 3aHUMAeT 3110C. JIOC — BeAndaiiinee Aacran (6yKBaABHO MOBECTb, paccKas, PeAAHHUE) —
TBOPEHHE HaPOAHOMN MyAPOCTH, XyAOKECTBEHHOE OTPa-  3TO XKAHP 3MUYECKOr0 HAPOAHOTO TBOPYECTBA, KOTOPHIH

JKeHHe UCTOPUYeCKON Ki3HH 9THOCA. OCHOBHYIO BeTBb ~ 00beAUHSET B cebe 033110, MPO3y U My3bIKy. B Llen-

BEPVXAHOBA L. H. 0 MO3TUYECKON OCHOBE ACTAHOB
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TpaAbHOM A3uy, Kak 1 Ha Kaskase, Cubupu, 1 Bo MHOIHX
conpepaeAbHbIX crpaHax Cpeanero u bamxkuero Bocroxa,
3T10C, SIMUYEeCKOe IIOBECTBOBAHKE TPEACTABACHO )KaHPOM
AACTaH.

M3y4enne My3bIKaAbHBIX 3aKOHOMEPHOCTeH, 3110Ca,
IPEACTABASIETCSI [eAeCOOOPA3HBIM B @AUHCTBE C 0COOeH-
HOCTSIMH CTUXOCAOXKEHHS AACTAaHOB, 3aKOHOMEPHOCTH
My3bIKA U TTOI3UH IIPEACTABASIIOT COOOM HeAeAuMoe
IleA0e, O YeM He pa3 yTBEP>KAAAU UCCAEAOBATEAM JITH-
gyeckoro Hacaepust. Tak B. Bunorpaaos, usyuas kuprus-
CKYI0 HAPOAHYIO MY3BIKY (B TOM 9HCA€ U 3IIOC — pa3pso-
xa nawa — B.IIL), otmeuaet, uto «HapoaHas My3bika
KUPTU30B UMIIPOBH3ALMOHHA KaK IO GOpMe, TaK U 110
MaHepe ucnoaHeHus. HeycroitunBocTs MeAoca, Hesa-
KPEIAGHHOCTD €ro 3a ONPEeACACHHBIM TEKCTOM U AQXKe
XKAaHPOM — ee CymecTBeHHas yepra. CTHX U TeCHA B CUAY
TPAAMIHY, CYIIECTBYIOT HepPa3A€AbHO>». DTO HabAIO-
AeHHe Y4eHOTO HeIOCPEACTBEHBIM O0pasoM MOXKHO
OTHECTH IIPAaKTUYECKHU KO BCeM >KaHPaM TPaAHIMOHHOMN
MY3BIKH BCEX TIOPKOSI3bIYHBIX HAPOAOB H, B YaCTHOCTH,
K KapaKAAIIAKCKUM AACTaHAM B CHAY 9THHYECKOM 06m]-
HOCTH AQHHBIX My3bIKAABHBIX KYABTYP [ 1,72].

PesyabTarpl nccaepoBanus. [lepexops Hemocpea-
CTBEHHO K PaCCMOTPEHHIO CIeIPUKH KapaKaATIaKCKOTO
3M0Ca, IIeAeCO0OPA3HBIM IIPEACTABASIETCS OCBETUTD Y3-
AOBBIE POOAEMBI, KAaCAIOIUeCs H3ydeHHsI O0IeTIOPK-
CKOTO 9ITHYECKOTO HACACAHSL.

B nienTpe BHUMaHUSA HCCAEAOBATEACH CTOSIA BOIIPOC
06 0COOEHHOCTSIX SI3bIKA U, B YACTHOCTH, TO3TUYECKOM
CTPYKTYPbI 3IHYECKOTO HACAEAMS, KOTOPOMY YAEAS-
AOCb boabIIOe BHUMAHKe B TpyAax B. Papsosa, @. Kop-
ma, T.Kosaasckoro, A.Illep6aka, B. Kupmyncxkoro,
A. IToneayeBckoro, B. TopaseBckoro. OHU He TOABKO
paspabarbIBaA 3aKOHOMEPHOCTH OPTaHU3AIMH CTUXA,
HO U BbICKAa3bIBAAM MHEHHE B OTHOIIEHUH HCTOPHUYECKO-
IO Pa3BUTHUS TIOPKOS3bIYHON CTUXOTBOPHOM GOPMBI, 4TO
MIO3Ke HAIIAO CBOM OTKAMK B MCCA@AOBAHMAX TIOPKOS-
3pIYHBIX yueHbIX: 3. AxmepoBa, K. Pricaanesa, X. 3apu-
¢oBa, M. Xampaena, K. MakceToBa 1 MHOTHX APYTHX.

IlepBoHayaAbHbBIE TPYAbl M HaydHble 3aKAIOYEHHS
ObIAM ITPEACTABACHDI B OTHOLIEHHUH KA3aXCKOM U KHPIU3-
CKOM 3IMYeCKOM TPAAUIIMH, TIOCKOABKY Ha TOT IIEpHOA,
MMEeHHO AAQHHAs STHMYeCKas IPYIIa IJeHTPAaAbHOA3UAT-
CKOTO perHoHa ObIAA AOCTYTIHOM AASl CCAepOBaTeAeit. Ha
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aTO ykaspiBaeT u B. JKupmynckuit: «Ao pesoaronuu u3
TIOPKOSI3bIYHBIX HapopoB Cubupu u CpeaHeit Asun pyc-
CKMM ITyTelIeCTBeHHUKAM, 3STHOI'padaM U POABKAOPHUCTAM
AydIe Bcero GbIAM M3BECTHBI Kazaxy (IO cTapoil Bepcun
<KHPIrusbpl>»>, HAHU «KHPTHU3 Kaﬁcam») » KOTOpbIE paHEE
APYTHX BOLIAU B OPOUTY XO3SFICTBEHHbIX, TOAUTHIECKIAX
¥l KyABTYPHBIX HHTEPeCOB PyCCKOTO FOCyAapcTBa> [ 3, 15].
ITpramHOI TOMY, Ha HAIll B3TASIA, SIBASIETCSI OTPaHHYEH-
HOCTb M3y4aeMOTO MaTepPHaAd, TAK KaK CHCTEMaTHIeCKoe
H3y4YeHHUe 310Ca TyPKMEHCKHX, KAPAKAAIAKCKUX 1 y30ek-
CKUX HApPOAOB HAa9aAOCh 3HAYUTEABHO MO3AHEe.

Boaee 060CHOBAaHHOI B pelIeHIH AAHHOM ITPOOAEMBI
IPEACTABASIETCSI IIO3UITHS YIEHBIX, KOTOPYIO OAHO3HAYHO
BbIpasuA B. JKupmynckuit: « TIOpKCKuiT HAPpOAHDINA CTUX
IIOCTPOEH I10 MPHHIIUITY CUAAAOHNIECKOMY, TO €CTh ero
CTPYKTYpa OIIPEAEASIeTCSI B OCHOBHOM YHCAOM CAOTOB
B cruxe (o mpumaToi B CpepHeit A3um TepMUHOAO-
run — 6apMaK, B OYKBaABHOM 3HAYEHUH — CUET «IIO ITAAb-
nam>» )> [ 3, 644]. Coraacue c muenuem B. XKupmyncxko-
ro BeIpaxkaeT U M. XaMpaeB, KOTOPBIi TOBOPS B IIeAOM
O TIOPKCKOM CTHXOCAOYKEHHH, BBIIBASIET TPH HCTOPHYE-
CKH CAO>KHBIIUXCSI TUITA IOITUYECKUX CTPYKTYP: «bap-
MaK>, «apy3>, «4aliMa merp> (CBOGOAHBII CTHX), TAE
HarboAee ADeBHHMM U XapaKTePHBIM AASI TIOPKOSI3BIYHBIX
HApOAOB SIBASIETCSI CUCTEMA 0apmax.

CymecTBOBaHNE CHAAAOMIECKOM METPUKH B SI3BIKAX
Pa3HOTO TUITA OOBSICHSIIOT OOBIYHO OTCYTCTBHEM CHABHOTO
AMHAMHYECKOTO YAAPEeHHS ¥ PUKPeIIAeHHEeM ero K ompe-
AEACHHOMY MeCTY B CAOBe. AASI CHAAQDIYECKOTO CTHXA He
CBOMCTBEHHO YepeAOBaHUEe YAAPHbIX M HEYAAPHbIX CAOTOB.
B HuX 0c00YI0 3HAYMMOCTD MMEIOT CAOBOPA3AEADL

OTH CAOBOPA3AEABI, TO €CTh Pa3Hble THIILI TPYIIIH-
POBKH CAOTOB, IIO CAOBaM MAU COYETAHHUSIM CAOB, B PaMKaxX
OAMHAKOBBIX IT0 CAOTOBOMY Pa3Mepy CTHXOTBOPHBIX CTPOK,
MIMEIOT CYIeCTBEHHOE 3HAYeHHe U AAS PUTMHYECKOTO CTPO-
€HMS TIOPKCKOTO CTHXA. S3HAYeHHEe CAOBOPA3ACAOB AAS PUT-
MUKH TIOPKCKOTO CTHXA, OBIAO OTMeueHO eje B. PapaoBs,
¥ C TeX TOP 00paIaso Ha ce6st BHIMAHYE MHOTHX HCCAEAO-
BaTeAeil. DTH CAOBOPA3ACAB], TaK Ha3bIBaeMble PUTMHYECKHE
AOAHL CTHXA B OOIIIETIOPKCKOI AUTEpaType, 0003HAYAIOTCS
TePMUHOM <mypak>. Kasaxckue 1 KapakaAIlakcKue Teo-
PETHKYM 0603HAYAIOT NX TEPMUHOM «OyHak> ") [2,98,84].

Bomnpocrr 9BOAIOIIHS TIOPKCKOTO TFepONYeCKOTO I10-
ca — usyuensl B. JKupmynckum. OH BbIpeASIET cAeAyTo-

! EavHMIIEN TOCTpOeHHs Typaka (6yHaka) SBASIOTCS CAOTOBbIE I'PYIIIIbI, KOTOPbIE MOTYT COCTOSITh KaK U3 OAHOTO CAOBA
¥ Y ) Y y

TaK ¥ U3 IPYTIIBI HECKOABKMX cAOB. HO 1 B TOM 1 B ApyroM cayuae Typak (6yHaK) He MpeBbIIIaeT BOCbMH CAOroB. Hauboaee

TUIMMYHBIMH B TIOPKOSI3BIYHOMN [O331H SBASIOTCS ABYXCAOYKHbIE, TPEXCAOKHBIE U YeThIPEXCAOKHBIE TypakH (6yHakm).
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mue crenuuyecKkue MPHHIUIIbL, XapaKTepU3yIomue
apXau4HOEe ITPOUCXOXKACHHE METPUYECKOM CTPYKTYPbI
CTHXa FepPOMYECKOro 3M0CA: CUAAAOHMIHOCTD, HEPABHO-
CAOXXHOCTDb CAOTOB, HAAUYHE THPAAHOM POPMBI, IeceH-
HOCTb, peYUTAaTUBHOCTD, TPEXCAOXKHOE OKOHYAHHUE, I10-
BTOPHOCTH [ 3, 644-680].

OAMH U3 TAQBHBIX BOIIPOCOB MIOPKCK020 CHIUXOCAO-
JHeHUs, TPeOYIOIHI Pa3bsCHEHN!S, CBSI3aH C IIPOHCXOXK-
AeHueM cTtuxoB. [To MHeHHIO HCCAeAOBaTeAeH, HCTOPH-
9eCKH CAOXKHMAHMCD ABA TUITA TIOPKCKOTO CTUXOCAOKEHHS:
xopoTkwuit (7- 8-caoxcnviii) v aausnbi (11-cAoxcHblil),
HO B OTHONIEHHUH UX IIePBUYHOCTHU B3TASIADI PACXOASATCSL
Kaxk moaaraer ®. Kopim, AAMHHBIN CTHX BO3HUK IIO3AHEE,
Y U3HAYAABHOM GOPMOI ABASIETCS KOPOTKHM 7—8 CAOXK-
HBIM CTHX, a, IT0 MHeHHIo A. IToIieAyeBckoro, 4eTbIpHaA-
IJATUCAOXKHBIH CTHX 0OPa30BaHHbIN ITyTeM COeAUHEHHSI
ABYX CEMUCAOIHBIX IIPEACTABASETCS IepBOOCHOBOM BCeX
BapHAHTOB TIOPKCKOTO CTHXA.

B cBsisu ¢ atum, B. JKupmyHckuit orMedaeT, 4To « ...
paccMoTpeHHe HanboAee apXamyeCKHX TUIIOB TIOPKCKO-
IO 3MUYECKOro CTHXA B HOTaTHIPCKUX CKa3KaX HAPOAOB
IOxxHo# Crbupu 1 B CpeAHEBEKOBBIX 3AIUCSIX OIY3CKOTO
repoudeckoro anoca B “Kuure moero aesa Kopxyra” moa-
CKa3bIBAaeT MBICAb, He SIBUAUCDH AM 002 THUIIA TIOPKCKOTO
3MUYECKOTO CTHXA HAIEero BpeMeHH, KOPOTKUHI U AAUH-
HbIi1, pe3yAbTaTOM O0Aee MMO3AHEN A PepeHIayedt
ApPeBHEro cTHxa ¢ 60Aee IMHMPOKUM AUATIA30HOM KoAeba-
HUH B YHCA€ CAOTOB, IIpHUYeM B Ipoljecce 3ToN Audde-
PEeHIHAIUU <«3KbIP> ' (7-MH CAOXKHBIN KOPOTKHil CTUX)
CTaA TIO TIpeUMYINecTBy GOpPMOIi repOHMIeCcKOro 3roca,
a «<oaeH»? (11-U CAOXKHBIH AAMHHBIN CTHX) — AUpUYe-
CKHX 4eTBEPOCTHUIINI U HAXOASIENCS MOA UX BAMSHU-
eM CeMeMHO-OBITOBOM AMUYECKO IOBECTH A0OOBHOTO
copepkanus (Tak, Mo KpaitHel Mepe, B Ka3aXCKoil Ha-
POAHOTIO3THYECKOM Tpaaunmn) > [ 3, 651]. Kpome Toro,
aBTOP TaKXKe pacCMAaTpHBaeT crielupudeckre KayecTna
OIMCAHHBIX BbIle CTUXOTBOPHbIX Pa3MepOB.

ITo muenuto B.BunorpasoBa Ha OTHOCHUTEABHYIO
dpesHocmb 7—8-mU CAOXKHOTO KOPOTKOTO CTHXA YKA3bIBa-
€T OAHO U3 XapaKTePHBIX CTUXOCAOXKEHHH, CBOMCTBEHHBIX
$OABKAOPY CpeAHeasHaTCKUX M IIOBOAXKCKUX HapoaoB. OH
nuureT: «HabAropaeTcss 3aKOHOMEPHOCTD: B 30HAX, TAe
OCYIIEeCTBASIAUCH OOAee TeCHbIe KOHTAKThI C HHOHAI[HO-
HAABHBIMU KYABTYPaMH (MOHI'OABCKOI1, apa60-MpaHCKOi1),
3TOT CTHX YCTYIAeT MECTO APYTHM CTHXOBBIM pa3MepaM.

' JKpIp — Ka3axckoe 9IMIecKOe TBOPIECTBO.
> OAeH — CTHXOTBOpEHUE, IeCHSL.
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B 3TuX cAy4asix OH COXPAHHACS IPENMYIeCTBEHHO B 60-
Aee APEeBHHX ITeCeHHbIX )KaHpaX. Y HAPOAOB Ke, UMeBIIHX
B IIPOIIAOM MeHblllee COIPUKOCHOBEHHS C HHOKYABTYpa-
MH, OH HPOSBUA GOABIIYIO yCTOMYHBOCTD> |2, 178].

AHAAOTUYHON TOYKM 3pPEHHUS IPUAEPKHBAETCS
u K. Makceros. Mccaepys moaTuKy KapakaAIlaKCKOTO
3T0Ca, OH OTMEYALT: <« ... AAS HAPOAHBIX IIeCeH, B YacT-
HOCTH, AASI F€POUYECKUX AACTAHOB XapaKTePHBIM SBAS-
ercs 7—11 cAoxHble CTHXOTBOPHBIE pasMepbl, IPH 9TOM
OAHUM U3 APEBHHX SIBASIETCS CEMMCAOXHBIM CTHX>
[4,293]. ToBopst 0 crienuuKe repondecKux KAPAKaAIIAK-
ckux pactaHos, K. MakceTos, BbIp€ASIeT XapaKTepHYIO
AASL HUX 7—8-MH CAOXKHYIO pa3HOBUAHOCTD. [1o MHeHMIO
K. MaxceToBa, MpH4MHOM PacpOCTPAaHEHHOCTH 7—8-MU
CAO>KHOTO CTUXOTBOPHOTO pa3Mepa, sIBASIETCSI YAOOCTBO,
AOCTYIIHOCTDb pa3Mepa KaK AASL CO3AATEAS], TAK U AASL HC-
IIOAHHUTEAS NleceH. B oTHOImeHNH MosTH4eckux CTpox
KapaKAAIAKCKHMX Fe€POMYECKUX AACTAHOB aBTOP yTBEPXK-
AQeT, 9TO 7—8-MH CAOXKHBII CTHX HapsIAY C 00IeAOCTYII-
HOCTDIO AASL PACKPBITHS CIOXKeTa AACTAHA, TAKKe CBA3aH
co crienuHUKOM UMITPOBH3ALIUH KbIPAY, K IPEACTABAS-
eMo1 60Aee TIPHEeMAEMON AASI UCIIOAHEHHUS B COIIPOBO-
XKACHHH Kobp13a [4, 293-295].

K. MakceroB 3aTparusaeT, o0Iie BOIIPOCHI Kapa-
KAATIAKCKOM HapOAHOM IIO33UH U, B YACTHOCTH, Kapa-
KAATIAKCKHMX AacTaHOB. OAHAKO OTCYTCTBHUE KaHPOBOM
AudepeHIaIiy BbI3bIBAET PsIA BOIIPOCOB B OTHOIIIE-
HHU CIIeUPUKU CTHXOCAOXKEHHS FepOHYeCKOro U AMpH-
4eCKOTo 3I0ca.

B neaom, xapakTepusys THIIbI CTUXOCAOKEHUS, OH
BBIABHTAeT MBICAb O OBITOBAaHUH Pa3AUYHBIX opM 7—8-
mu u 11 croxmHoz0 cmuxa 8 KApaKAANaxckoil HapooHotl
TI033HHM 1 ITPU PACCMOTPEHUH KapaKaATIaKCKUX repouye-
CKHUX U AUPHYECKUX AACTAHOB, MBI YO@AUAUCD B TOM, 4TO
B repOMYeCKHX AACTaHAX CYIeCTBYIOT CTUXOTBOPHbBIE
CTPOKH C PA3AMYHBIM KOAUYECTBOM CAOTOB, KOA€OAIO-
ITUXCsL OT 6- A0 16- CAOTOB B CTPOKE, TA€ THIIOAOTHYE-
CKMMH BBICTYHAIOT 7—-8-Mu 1 11-Tu caoxubie. OCHOBY
AMPHYECKUX AACTAaHOB COCTABASIIOT TOABKO 7—8-muu 11-
TU CAOXHBIN CTHUX.

B oTHOIIEHHUHN HePeryAsipHOCTH M HeCTaOHABHO-
CTH CTPYKTYPBbI CTHUXa apXaH4eCKUX XKAHPOB, a UMEH-
HO CrielfMPUKU CTUXOCAOXKEHHS repOHYeCcKOro 3I0ca,
TIOPKOAOTH MCKaAM M HAXOAUAHM TTIOATBEPXKACHHE CBOMM
IPEAAOKEHUSM B aHAAU3€e AOIIEAIINX AO HAC ApeBHe-
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TIOPKCKUX OPXOHO-eHHCEeHCKUX PYHHUYECKUX HAAITUCEH.
IIpu aTOM, BOIPOC O XPOHOAOTHYECKOM ITPOUCXOKACHUH
CTUXOTBOPHBIX cTPOK (7- 1 11-TH CAOXKHBIX) OCTaeTCst
oTKpbIThIM. I 10 KpaiiHeit Mepe, B OTHOIIEHHH CTUXOCAO-
JKEHHs FepOUYeCKOro 3M0Ca, UMEIOIIEro Mo CYIeCTBY
apXan4eCKUH THUII CTUXOCAOXKEHHM S, XapaKTepU3 YOI -
Csl HEPEryASPHOCTBIO KOAMYeCTBa CAOTOB. Onupasch Ha
MHEHHS HCCAEAOBATeAeH, MOXXHO OTMETHUTD, YTO AAHHAS
4epTa XapaKTepHa AAS PAaHHUX CTyIeHe! Pa3BUTHUS CHA-
AabHYeCKOTo CTHXA.

Oco06bl1it HHTepeC BBI3bIBAET KOMITO3HIIMOHHAS CTPYK-
TypaHO3THIECKUX CTPO( 3M0CA, KOTOPAsi TAKXKE OKa3bIBaeT
BAUSHME Ha My3BIKAABHYIO COCTaBAsTIONTyIO. Tak, B uccaepo-
BAHHAX yYEHbIX CyIeCTByeT OAHO3HAYHOE MHEHHE 10 AQH-
HOMY ITOBOAY. B 9T011 CBSI3H, IjeAeCOO0OPa3HBIM ITPEACTAB-
AsIeTCsI IPUBECTH BbIckaspiBaHue B. JKupmynckoro: «...
M3HAYAAbHON CTPYKTYPHOM PpOpPMOIt ApEeBHETIOPKCKOTO
CTHXa HAPOAHOTO 3MTMYECKOT0 CTHXA IBASETCS He ABYYAEH-
Hast cTpOa,  TO, 9TO 51 HA3BIBAA ATINYECKON TUPaAOHt (MAK
CTPOdeMOit), TO eCTb LJeTIOYKOM CTUXOB HEOTIPEAEAEHHOM
AamHBL... Tupaaa siBAsieTcs1 061elt CTPYKTYpHOI pOpMOit
5I0CA Y TIOPKCKUX HAPOAOB... > [ 3, 655].

AHAAOTHYHOTO POAQ CY>KACHHUS MPUAEPIKHUBAETCS
u K. MakceToB, B OTHOIIEHHH KapaKaAIIaKCKOTO repo-
MYECKOTIO 3M0CA: «...MOTYT BCTPEYaThCs MOITUIECKHE
CTPOQBI C pa3AMYHBIM KOAUYECTBOM CTPOK, KpPOME TOTO,
AASL AACTAHOB XapaKTePHBIM SIBASIETCS OecKOHeuHast pud-
MOBAHHOCTb CTPOK>, KOTOPbIE aBTOP OIpeAeAseT KaKk
«CBO6OAHO puMyeMmble recHn> [4, 301-302].

Ilo oTHOMmMEHMIO CTUXOTBOPHOM CTPYKTYPhI KOMITO-
3UIMU AUPUYECKUX AACTAHOB, CAEAYET 3aMeTHTD, YTO Xa-
PAaKTEpHOM AAS HHX SIBASIETCS CTPOPHIHOCTD B OTAMYHUE
or repouyeckux. CTpykrypa cTpod B AUPUYECKHX AACTa-
HaX OINMpPAeTCs Ha ABYCTHIIbe M YeTBepocTumbe. CTu-
XOTBOPHbIE CTPOKHM AMPUYECKUX AACTAHOB UMEIOT YeTKO
OIIPEAEACHHYI0 KOHCTPYKIHIO B OTAUYHE OT FepOMIECKHUX,
Y XapakTepusyercs 7—8-Mu 1 11 -1 CAOXKHBIMH CTPOKAMHU.

BoiBoabI. B 11eAOM MBI IIpUBEAN OCHOBHbBIE HACH
U [TOAOXKEHHsI, KACATEABHO BOIIPOCOB OOIIIETIOPKCKOTO
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CTUXOCAOXKEHHUS, U B YJACTHOCTH PaCCYXXACHHS HCCACAO-
BaTeAel 10 OTHOUIEHHUIO CTUXOCAOXKEHMS U CTPYKTYp-
HBIX 0COOEHHOCTET! 9I10Ca B IJEAOM.

06006mas 1 COAMAAPUBYSICH C BBILIEH3AOKEHHBIMH

YTBEPXKACHHAMH YYEHBIX, OTMETHM CAeAyIolee:

— Crpykrypa cTHxa, apxandeckux ¢gopmax amoca —
repoMYecKUX AACTaHaX, XapaKTepU3yeTCs HepaB-
HOCAOXXHOCTDIO CAOTOB, B AUPMYECKHX AACTaHAX
— PaBHOCAOXHOCTBIO.

— B npomecce ncTopudeckoro cTaHOBAEHUS TIOPK-
CKOTO CTHXOCAOXEeHHUS CPOPMHPOBAAOCH ABA TUIIA
cTUXa: KOPOTKUiA (7—8-MU CAOKHDI) U AAMHHBII
(10-11-1 CAOXHBII1), U3 KOTOPBIX KOPOTKHI CTHX
IpeACTaBAsieTCs Goaee pacripocTpaHeHHbIM. [pu
9TOM, TIOAArasch Ha MHEHHe MCCAGAOBaTeAeH,
MO>XXHO OTMETHUTb, UTO AASL Ka3aXCKOM MY3bIKAaAb-
HO-TIOSTHYECKOM TPAAMIIHH, 3 UMEHHO AASI OITH-
YeCKHUX XAaHPOB — «<3KbIPa>, IECEH PeYUTATUBHO-
rO THUIIA XaPaKTEPHbIM ABASETCS 7- MU CAOXKHBIN
CTHX, a AAS TIECEH HAPOAHOT'O TBOPYECTBa — «Kapa
oAaeH>» 11-M CAOKHUK; B KUPTU3CKOM SMHYeCKOM
TPAAUIIUH TIpeobAaAAeT 7-MU CAOXKHHK; B y30eK-
CKHX IepOMYeCKHX AACTaHaX IPeHMYIeCTBEeHHO
MECTO 3aHMMAET 7-MU CAOXHBIA CTHX; AAS Kapa-
KAATIAKCKOTO TePOMYECKOro JI0Ca THIIUYHBIM
IpeACTaBAsieTCa Kak 7-8-mu u 11-u caoxHbIe
THUIIBI CTHXA PA3AMYHOM CTPYKTYPbI, AAS AMPU-
YeCKOTO 9I10Ca, KOTOPBIN BOZHUK 3HAYUTEABHO
IO3AHEe repOUYeCKOro, XapaKTePHbIM SBASETCS
4eTKO OpraHu30BaHHble 7—8-MH U 11-1 cAOKHbIE
CTPYKTYPbI CTHXA.

— KOMIIO3UITMOHHAs CTPYKTYpa TIOPKCKOTO Iepo-
MYECKOTO 3TI0Ca ONUPALTCS HA TUPAAHYIO «Ije-
HOYHYI0> POPMY, FA€ KOAMIECTBO CTPOK MOXKeT
BapbUPOBAThCS B 3ABUCUMOCTH OT CI0XKeTa. AHAAO-
TUYHAsI CTHXOBAst $OpMa OOHAPYKUBAETCS U B Ka-
PaKaAnaKkCcKoM repoudeckoM anoce. ITpu atom pas
KapaKaATIAKCKUX AMPUYECKUX AACTAHOB XapaKTep-
Ha CTpOPUIHOCTD POpM.
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ON THE POETIC BASIS OF DASTANS ANNOTATION

Abstract

Purpose: to identify the features of the poetic structure of the Karakalpak epic, using the example of the study
of Karakalpak heroic and lyrical dastans.

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

Results: IIn Central Asia, among the unique and unique types of oral creativity, it is Dastan who occupy a special
place. Dastans of Karakalpaks are live books on history, life, mentality and worldview of the people. In this regard, the
basis of the analysis of poetic structures by the author gives the main ideas and provisions regarding the issues of the
commonweight poem, and in particular the reasoning of the researchers in relation to the poem and the structural
features of the epic as a whole and, in particular, the Karacalpak epic heritage. In Cetrallary Asia, among the unique
and unique types of oral creativity, it is Dastan who occupy a special place. Dastans of Karakalpaks are live books on
history, life, mentality and worldview of the people.

Scientific novelty: the article for the first time analyzes and considers the specifics of the Karakalpak epic on the
example of heroic and lyrical dastans, which is a little -studied area of traditional Karakalpak musical art.

Practical significance: the main provisions and conclusions of the article can be used in modern musical and
pedagogical and performing practice.

Keywords: Dastan, traditional music.

Sh.N. BERDIKHANOVA ON THE POETIC BASIS OF DASTANS ANNOTATION
50


https://scholar.google.com/scholar?oi=bibs&cluster=4057752731784480409&btnI=1&hl=ru
https://scholar.google.com/scholar?oi=bibs&cluster=14980045242089105664&btnI=1&hl=ru

Section 4. Musical arts A PREMIER European Journal of Arts 1 (2023)

Publishing

ISSN 2310-5666

Information about the authors

Berdikhanova Shahida Nurlybayevna, Doctor of Philosophy of Art The History (PHD), Head of the History
and Theory of the Uzbek Makom "Uzbek National Institute of Musical Art named after Yunus Rajabi, Uzbekistan,
Tashkent

Address: 100000, Tashkent, Mustakillik Avenue 31 block “B”

E-mail: shahida88@bk.ru; Tel: +99871 237-35-75

ORCID: 0000-0003-2647-0871

Sh.N. BERDIKHANOVA ON THE POETIC BASIS OF DASTANS ANNOTATION
51



A PREMIER

: Section 4. Musical arts
Publishing

European Journal of Arts 1(2023)

ISSN 2310-5666

YAK 780.614.331.082.4 DOI: 10.29013/EJA-23-1-52-59

KAEHAUH A.10.!

! Xapvrosckozo Hayuonavnozo ynusepcumema uckyccme umeru H. I1. Komaspesckozo

POJ1b CKPUMNYHbIX KOHLEPTOB H. MATAHUHU
B OBHOBJIEHUU )XAHPA B MEPBOU TPETU XIX BEKA

AnnoTanus.

ITeavto uccaed06anus sBASIETCS. CTPEMAEHIE IPOCAEAUTD CTEIIEHb AHCTBIS MAOAOHOB TPAAUIIIOHHOTIO MBIII-
A€HI B KaHpPe CKPUIIMYHOT'O KOHIIEPTA, A TAKXKE MEXaHU3MOB UX IIPEOAOASHHS B KOMIIO3UTOPCKO-HCIIOAHHTEABCKOM
TBOPYECTBE.

Memodorozus uccaed08anus IPeAAOXKEHHOM CTAThU 0A3UPYeTCsl Ha COBMEILEHUH HCTOPUYECKOTO IIOAXOAQ
K paccMaTpHBaeMbIM SIBACHHSM U CPaBHUTEABHOTO aHaAu3a pepakiuil Koniepra NO 1 AAsl CKpHIIKH ¢ OpKeCTpoM
H. ITaranunn

Pesysvmampoi: Ha ocHOBe aHaAu3a pepakuit Konmepra Ne 1 H. ITaranuau 6bIAN BbISIBACHbI IPU3HAKHI TPAAUIIMOH-
HOT'O IIOAXOAQ KOMIIO3UTOPA K BBICTPOEHHOCTH LIHKAQ, BBIOOPY apCeHaAa XYAOXKECTBEHHbIX CPEACTB, HCIIOAB30BAHHIO
MEAOANYECKHX, PUTMUYECKHX, TAPMOHHYIECKUX «(POPMYA>, O3BOASIONHE PACCMOTPETh HHEPIIMOHHOE AeHICTBHE
3aKOHOB «CKPHUIIMYHOTO> B TBOPYECTBE UTAABSHCKOTO ckpumada XIX Beka, MIPU3HAHHOTO COBPEeMEHHHKAMH SPBIM
HOBaTOPOM.

Hayunas nosusna: Tsopuecrso H. [Tarannnu y>xe B yCAOBHSIX COBpeMeHHO! KOHIIEPTHOM IMPAKTUKH aKTyaAH-
3HPOBAAO IPOOAEMY «HECKPUIIMIHOTO>, BCAEACTBHE TEXHUYECKOH CAOYKHOCTH €T0 COYMHEHHUH AASI HICTIOAHHUTEAEH.
Amnaaus BapuanToB peaakiuit Kormepra N 1, co3paHHbIX B mocaeaHIo0 TpeTb XIX — Hagaao XX cToAeTHs, TO3BOASIET
PaccMOTpeTh MPOIiece MOCTEIIEHHOM AAANTAIUH TePBOHAYAABHOTO « HECKPHITMYHOI'O > HCIIOAHHTEAbCKOTO BapHAHTa
K HOPMaM CBOETO BPEMEHH, [IePEX0AA B 00AACTD « CKPUITUIHOTO>.

IIpaxmuueckas 3Ha4umocme: OCHOBHbIE IOAOXKEHISI M BBIBOABI CTATHU MOTYT OBITH HCIIOAB30BAHBI B HAYYHOM
U IIEAATOTHIECKOM AESITEABHOCTH IIPH BBIOOPE HCIIOAHUTEASIMI HEOOXOAUMOI PEAAKIIUM, A TAKXKe CO3AAHUS CBOETO
COOCTBEHHOTO BUAEHHSI aBTOPCKOTO TEKCTA C BBIOOPOM COOTBETCTBYIOLIETO IIOAXOAQ K APAMATyPIUK X MAKCHMAAb-
HOTO PacKPBITHS KOMIIO3UTOPCKOTO 3aMbICAQ.

KaroueBbIe cAOBa: CKPUIIMYHBIN KOHIIEPT, CKPUIIMYHOE HCKYCCTBO, « CKPUIIMYHOE », «HecKpunuaHoe>, H. ITa-
TaHHMHH, PeAAKIINs, BAPTYO3HOCTb.

Aast nuraposanmst: Kaenpmit A. 1O. Poas Cxpurmmansix Kornepros H. ITararunu B O6H0BAeHuu XKanpa B Ilepoit
Tperu XIX Beka // European Journal of Arts, 2023, Ne1. — C.58-65. DOI: https://doi.org/10.29013/EJA-23-1-52- 59

BBepenue A>x.B. BuorTn — A. Ban BerxoBen. C opAHOM CTOpPOHBI,

K nauaay XIX cToAeTHs >KaHP CKPHUITHYHOTO KOHIIep-
Ta IpeTepIieA psiA CyIleCTBEeHHBIX U3MEHeHMI, B KOTO-
PBIX He TIOCAGAHIOIO POAD CHITPAAO PacCIIHpeHHe TPAHHI]
HCITIOAHUTEABCKUX BO3MOXKHOCTEH BCAGACTBHE Pa3HOO-
Opasus apceHaAd TEXHUYECKHUX CPEACTB. DTOT ITAIl CTAA
CBOErO POAQ IIEPEAOMHbIM, BbISIBUB CUMOHO3 OapOYHOI,
KAACCHYECKOM 1 POMaHTHIeCKOM MoAeAeit KoHIepTa. Co-
CyLIeCTBOBAaHNE YCTOMYMBOM «KAACCHYECKOM > TPaAU-
LUK C TEHAGHIIEH K ee 0OHOBAGHHIO OTPAXKEHO B Iape

Ax.B. BuorTH, BRICTYIIUBIIEMY B POAU OCHOBOIIOAOX-
HHKa KAQCCHYECKOTO CKPUITUYHOTO KOHI|ePTa, Pa3BUTOrO
BIocAeacTBHU ero yyeHukamu 1. Batio, P. Kpeiiriepowm,
IT. Poae, yAQAOCh apQITHPOBATh YCTAaHOBKHU IPOIIAOTO
K UCITOAHHTEAbCKMM HOPMaM CBOETO BPEMeHH.

C ApyTO#i CTOpOHBI, HOBATOPCKOE BUAEHHUE KOHIIePT-
HOCTH /\. BaH BeTX0BeHbIM IIPOSBUAOCH B AOMUHUPOBA-
HHH APaMaTypruyeckoro HayaAa Hap BUPTYO3HO-COAb-
HbiM. He mpuberast K AOIIOAHEHHIO HCITOAHUTEAbCKHX
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CPeACTB, KOMIIO3UTOP B XyAO’KECTBEHHOM ITAQHE HalleA
TOT 6AAAHC OPKECTPOBO-COABHOTO 3BYYaHMUSI, [IPH KOTO-
POM CKpHIIa4 ¥ OPKECTP HAXOAUAMCH HA PaBHBIX AUAHPY-
JOIITHX IIO3UIIUSAX, OAHOBPEMEHHO AOIIOAHSS APYT APYTa.
AaHHOe KauecTBO, Ha3BAHHOE CUMPOHUUHOCDIO, CTAAO
IIPeABECTHUKOM HOBOTO YPOBHS CKPUITUYHOM HCTIOAHH-
TEABCKOM KYABTYPbI, IepeIarHyBIIel IPAHHUIIbI CBOETO
BpEMEeHH, HAMETHUB IePCIeKTUBDI €€ AAAbHEMIIeN 9BO-
atortun B XIX B. OT0 moaTBepxkAaeT PaKT CIIOpoB, pas-
BepHYBIIUXCA MOCAe npeMbepbl KoHIlepTa AAs cKpUII-
ku ¢ opkecTpoM A. BaH berxosena. Ilo cymecTtsy, ato
ObIAQ AMICKYCCHSL O «CKPHIIMYHOM>» (T.€. I[PHBBIYHOM,
3aKpEeNMBIIUMCS B CO3HAHUM) U «HECKPUMUIHOM> (TI0-
APYTOMY — HOBOM), IIOCKOABKY MY3bIKAABHOE COO0IIe-
CTBO, MbICAUBIII€€ TPUBBIYHBIMH IITAOAOHAMH, OKA3aA0Ch
HETIOATOTOBACHHBIM K MHbIM IPUHIMIIAM B3aHMOAEH-
CTBHSI COAMCTA U OPKeCTpa.

AAst 6oAee TOAHOTO OHUMAHUS 6O PHOBI TEHASHIINI
B UCITOAHMTEAbCKO-KOMIIO3UTOPCKOM HCKYCCTBE HadaAa
XIX croaeTrst 06paTHMCs K TBOPYECTBY BBIAAIOLIETOCS
ckpurnava H. ITaranuny, He MMeBIIero npeAllecTBeHHU-
KOB, HO IIOPOAUBIIETO IAESAY TOCAGAOBATEAEH, OCHO-
BaTeAs] BUPTYO3HOTO HAallPaBAEHHS B CKPUITMYHOM HC-
kyccrse. [Ipu paccMOTpeHHH ero COYMHeHMH B acreKkTe
«CKPUIIMYHOTO>» M <«HECKPUIIMYHOTO>, CTAaHOBHTCS
OYEeBUAHBIM, YTO, TATAHMHUEBCKAs «HECKPUIIUYHOCTD >
BBIPa)K€HA 3aBBIIIEHHBIMU UCITOAHUTEABCKMMH 3aAa4a-
MU, KOTOpbI€e, HA TOT MOMEHT, ObIAM HePa3peIINMbl AAS
6oABIIMHCTBA My3bIKaHTOB. He cAy4aitHO, BUPTyO3Hast
COCTaBASIIOIIAS €r0 MCKYCCTBA OKA3bIBAaeTCs B IIEHTpe
BHMMaHUs 60ABIIMHCTBA paboT 0 ero TBopuecTse [ 1-8].
HepocTaToyHOCTh MMEBIIMXCS Y €r0 COBPeMEHHHKOB
HaBBIKOB M YMEHHUH AASl OBAAAEHMS CBEPXCAOXKHBIMHU
IpUeMaMH CKPUITUYHOM UTI'PhI IIOCAY>KHAA IIOBOAOM AASI
TAKOTo popa cyxaeHuil. OpHako, BHemHHe GaKTOPbI
«HEeCKPHUITHYHOTO0> IIOAHOCTBIO HUBEAUPYIOTCS IIpH 60-
Aee TIATEABHOM U3Y4eHHHU CTPYKTYPbl CKPUIIMYHBIX KOH-
nepros H. Ilaranuny, ux opamaryprun. «Heckpummg-
HOCTb> BbISABASETCS AOXKHOM, IIOCKOABKY TeXHUYECKHe
HOBIIIECTBA COYETAIOTCS C AOCOAIOTHO KaHOHHYECKO
AASl TOTO BpPEeMEHHU <«CKPUIIMYHOM>» MOAEABIO, cop-
MHUpOBaBIIeNcs eme B mpousseaeHuax Ax.b. Buortu
B koHIe XVIII ct. H. Ilaranunn, akTUBHO 3apeHCTByeT
e, Ha 4TO YKa3bIBaeT MY3bIKAAbHbIN TEKCT €ro COYMHe-
HUI, He OTAMYABIINFIICS 0COOEHHBIM IOAXOAOM K BBIOOPY
XyAOXKeCTBEHHBIX CpeAcTB. Ha aTo yKka3piBaloT: MaAOBbI-
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PaXXEHHOCTb HUHAUBHAYAABHOTO B My3bIKAAbHOM MaTepH-
ane (KaK BUPTYO3HOTO, TaK M AUPUYECKOTO XapaKTepa),
OTCYTCTBHE OPUTMHAABHOCTH apaH)XHPOBOK OPKeCTpPO-
BBbIX ITApTHUIl. BepHbIi TPaAUIAM MpeAlleCTBeHHUKOB,
aBTOp OCTABASIET ITPABO MEPBEHCTBA 32 COAUCTOM, ITPH
aKKOMITAHUpYyIOIel poau opkecrpa. He oTkaspiaercs
H. ITaranunu 1 0T 3aKOHOB 6apOYHOTO KOHIIEPTA, Yepe-
Ays1 OPKeCTPOBbIe {utti C COAbHBIMM IIU30AAMH.

Takum 06pa3om, elrfe pa3 MOAYEPKHEM, YTO MOHS-
THEe O «HeCKpHUIHMYHOCTH>» KoHuepTos H. Ilaranunmy,
POKycHpYeTCs HCKAIOUUTEABHO B IIAOCKOCTU MCIIOAHH-
TEAbCKOTO MCKYCCTBA, IOCKOABKY HOBAITMH KOCHYAVCh
HEIIOCPEACTBEHHO TEXHMYECKOTO apceHaAa (BBeAeHbI
dAaskoaeTsl, mTpuxH - ricochet, staccato volant (saltato,
sautillé), ycAo’HeHa TeXHUKA UTPBI ABOMHBIMU HOTAMH).
B oTHOmeEHUM CTPYKTYPBI, ApaMaTypruu IpOU3BeAeHNUH,
KaJyecTBa TeMaTU3Ma U mpuemos ero passurtus, H. Iara-
HUHU ObIA AOCTATOUHO ITPEACKA3yeM, IPOAOAXKAS TPAAU-
U GPaHIy3CKON CKPUIIMYHOM IKOAbI KoHITa XVIII-
nepsoii Tpetu XIX BB.

OaHOOOpasye U epeHoC U3 IIPOU3BEAECHHUS B IIPO-
U3BeACHHE OAHMX M TeX K€ HaHACHHBIX UM HCIIOAHM-
TeAbCKUX CPEACTB CTAAU CBOETO POAA «POpMyAAMU>,
AKTHBHO Pa3BUTBIMHM €rO IIOCACAOBATEASMH B AHIlE
I". Bensisckoro', A. IlInopa, A. Beerana, K. Aununcxko-
ro, II1.-O. Bepuo, - mpeacTaBuTEACH BUPTYO3HO-POMAH-
THUYECKOTO HAITPABAGHHUS B CKPUIIMYHOM HCKYCCTBE Ce-
peaunst XIX croaerus. 1 B aToM 0OHapyXuBaeTCsI eme
OAHA IPOYHas CBA3Db C Tpaaunuamu Ax. b. Buorru, pas
CKPHUINYHBIX KOHI}ePTOB KOTOPOTO TaKXXe OBIAO XapaK-
TePHO HAAUYHE YCTOMYUBBIX MHTOHALMOHHBIX-PUTMH-
YeCKUX PHCYHKOB U (aKTypHO-TeXHHYIECKHX IIPUEMOB,
4TO KOYEBAAM U3 OAHOTO couMHeHus B Apyroe. Mcxops
U3 BBIIIECKA3aHHOTO, 005eKMOM UCCAe008aHUS BBICTYTIAET
B cTarbe cKpunudHoe TBopyecTBo H. [Taranunu. ITpeo-
Mermom - BbIIBAGHKE HOBATOPCKUX U TPAAUIIMOHHBIX YepT
B KoHIlepTax H. IlaranuHu ckBo3b IpU3My COOTHOIIE-
HHS TIOHATUM <«CKPHUIIMYHOE>» M <«HeCKPUIIHMYHOE>,
ocymecTBasgeMoe Ha mamepuare KoHljepTa AAS CKPUITKH
Ne 1 (1815) xak HanboA€e IOKA3aTEABHOTO AASI TBOPYE-
CTBa aBTOPA U HANOOAEe HCIIOAHSEMOTO.

PesyabTaThl HCCACAOBAHHI

K tBopuecrsy H. ITaranunu obpamaaacs maesiaa 3a-
PYOEXHBIX M OTe4eCTBEHHBIX My3bIkoBeAOB. MHTepec
K CKpHIIady, ero ¢eHOMEeHAaAbHbIM YMEHMAM, «3arap-
KaM> BUPTYO3HOCTH OBIA HaHOOAee BBICOKHM BO BTOPOI

! @axr npeemcrBennoctu I. Berssckum rpaaunuit H. TTaranumy noagepkuyT B crarbsix R. Stowell, D. Bae.
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noaosuHe XX crosetusanepsor Tpetn XXI croaerns. Tax,
N.K. Nunamaker (1968), X. Rey (1999), M. Kawabata
(2013), O.Zavialova (2022) opAHO3HAYHBI B OIleHKe
BUPTYO3HOT0 HadaAa U HerosropuMoctu H. Ilaranunm.
ABTOpaMH IIPEAAOKEHBI Pa3AUYHbIE BEPCUH ITOSBACHHS
$eHOMeHa «AEMOHHUYECKOTO> U CBEPXBO3MOXKHOCTEH
My3bIKaHTa. B cBOIO 0uepeab, OTeuecTBeHHbIE U 3allaj-
HoeBporeiickue asTopsi - P. Borer (1995), I1. Yopuuij,
I Kyxap (2016), K. Uhde (2017) — peTaabHO paccma-
TpuBasl «dAUTHOCTb>» H.Ilaranumau Ha npumepe ero
npousBeAeHuH, B yacTHoctu Kampuca N2 24. onuceiBa-
AU 6e3rpaHHYHbIE BO3MOXXHOCTH CKPHIIaya-BHPTYO03a,
CYMTAS €rO KAITPUC CPEAOTOYHEM CKPUITMYHUX TPHEMOB
[7, c. 112]. Texuiunmit npopus H. ITaranini, 3a cxoBamu
aBTOPiB, IPOSBUBCS Y BAKOPUCTAHHI MAKCUMAABHOTO ap-
CEHAAY XYAOXKHIX 3aC00iB, AUHAMIYHUX, AP TUKYASILIIFIHIX
MO>XXAMBOCTEH iHCTPYMEHTY Ta BUKOHABIIL.

A\AS1 TOTO, YTOOBI OCO3HATD CAOKHOCTD IIPOHCXOAUB-
IIHX IIPOL}€CCOB B UCITIOAHUTEABCKOM 1 KOMIIO3UTOP CKOM
IpaKTHKe TOrO BpeMeHH, YBHAETb BbI3peBaHHe POCTKOB
«HECKPHUIIMYHOTO> B YCAOBUAX TOTAABHOTO AHCTBUS
3aKOHOB «CKPHIIMYHOT0> obparumMcs k KoHuepry aas
ckpunku N© 1 H. ITaranuHu 1 ero peAaxIisMm.

KonneprNe 1, op. 6, D-dur narmcan B 1815 r. Caepyer
OTMETHTb, YTO UTAAbSHCKHMI CKPHUIIAY COYMHSA €TO <AAS
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cebsi>, He CAMIIKOM IIPHAEP>KHMBASICh U He OIMPAsCh Ha
BO3MOXKHOCTH HCIIOAHUTEABCKOM CKPUITUYHOM JAUTHI, KO-
TOpasi K TOMy MOMEHTY He HIMeAA AOCTaTOYHOIO apCeHaAa
YMEHUH AASL €T0 BOoCITpousBeAeHus. I 1o HameMy MHeHMIO,
H. IlarannHu cMor COeAMHUTb MMITPOBHU3ALMOHHOCTD
1 CBOOOAY HOTHOTIO THMChMA, I03AMMCTBOBAHHBIX U3 6a-
POYHOM TPaAMLIMH, C YETKOM CTPYKTYPHPOBAHHOCTBIO
TEeMaTUYeCKOTO MaTepHaAd, CBOMCTBEHHOM KAAacCH4e-
ckoMy KoH1epTy. CoeAuHeHMe YCTOSBIIMXCS KAIOYEBbIX
HapabOTOK B 5KaHPe C BUPTYO3HOCTBIO 0COOOTO0, «TPaHC-
IIEHAEHTHOTO> YPOBHS ACTAU B OCHOBY OPUTHHAABHOTO
BUPTY03HO-poMaHTH4Yeckoro cruast H. Ilaranunm.

Konnepr H. Ilarannan umeer psip peAaKTOPCKHX
BepCHii, KOTOpbIe aKTHBHO CO3AABAAUCD B IEPUOA CO BTO-
poi moaoBuHbI XIX 1 A0 nepBbIx AecaTuaeTuiit XX cro-
Aetus. OTHOCHTEABHO, COBPEMEHHBIX PeAAKTOPCKUX
peleHuit, TO, B OOAbIIEl CTEIIEHH UX MOXKHO YBHAETbH
He CTOABKO B HOTHOM BapHMaHTE, CKOABKO B MOMEHT HC-
IIOAHEHHs], YTO CBHAETEAbCTBYeT O HOBOM BUTKE PeAaK-
THPOBAHUs, KOTOPOE BBIIIAO 32 MPEAEAbI MIMChMEHHOM
¢uKcaIy BHOCHMBIX aBTOPAMH YTOYHEHUH B 00AACTD
BU3YyaAM3aL[UH.

DaxcuMuAe PYKOIIUCH CKpUITMYHOM napTr (puc. 1)
u maptutyps (puc. 2) Konnepra N¢ 1 65140 caerano
B 1851

PucyHok 1. (Mamz B. Schott’s Séhne, n.d. [1851]. Plate 11368)

x at.’{ i@c o Racas 5 '.
‘/f . oY | B - "‘ ];\ .
. e g -—’F,:P“"g ; - %‘ ﬁ.cp;,i

Partitura d’orchestra. (Autografo)

Roma, Biblioteca Casanatense, Ms. 5560

PucyHok 2. (Mainz: B. Schott’s Sbhne, n.d. [1851]. Plate 11368)

Ilpy 0O3HAKOMAEHUM C HUM CTAHOBUTCS OYEBUA-
HBIM, 4TO COAbHas maptus Bbimucada H.Ilaranmaun
ackernyHo. OHa OrpaHMYeHa AULIb TEMIIOBBIMU 060-
sHauenusamu (tempo giusto, adagio, allegro spirituoso),
MHHHMAABHBIM KOAYECTBOM AMHAMUYECKUX ( piu piano,
forte, diminuendo, crescendo), arormuecxux (riterdando,
longa,, tenuto dolce), anmankaTypHbIx (B OCHOBHOM OHU
KacaAmch Boibopa crpyH — 3 “ corde, trecorde, 4 * corde)
M ITpUXOBbIX' yKazaHuil (staccato B BUAE TOUEK Hap
HOTaMH). MOKHO IPEAOAOKHTD, YTO B UHTEpPIpeTa-

nuu camoro H. ITaraHuHY UME@HHO TaK OHU ObIAU U BbI-
IIOAHEHBI, OAHAKO, 3aIIUCh HOTHOTO TEKCTAa COYMHEHUs
He AABaAa HUKAKOM SCHOCTH B peuleHUU mMexHu1eckux
3a0a4, MOCTaBAEHHBIX KOMIIO3UTOPOM-UCIIOAHUTEAEM,
CKOpee OTKpbIBas MPOCTOP AAS HCIIOAHHUTEAbCKOM
HMHTepIIpeTaluU TEXHUIECKUX CAOXKHOCTeH. OAMH 13
IIPUMepOB — ipueM armonici (Tiep. ¢ UT. - pAAKOAETHbIE
3BYKH), 4aCTO MCTIOAb3YeMbIil CKPUTIAYOM B COABHOM
napruu Konnepra. Haandne aumsp TepMuHa B HOTax
6e3 6oaee IOAPOOHOI pacIUPPOBKU He AAeT CKPHIIA-

HWHCTBCHHBIC IITPUXOBbIC PEKOMEHAAIINH aBTOPa AAIOT ITPEACTABACHHE O CITIOCO0E BOCIIPOMN3BCACHHS HOTHOTIO TEKCTAa
B 6

- OTPBIBHCTO HAHM ITAABHO, 6AaI‘OAap}I BBICTAaBACHHBIM TOYKaM HaA HOTAaMH.
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9y TOYHOTO IOHMMAHHUS TeXHOAOTHH ITPOIleCca: KaK 3TO
urpatsb. [loaTomy yxe B mepsbix peaaxnusax (A. Mac-
cap, K. Bexkep, A. I1lyAbl]) MOKHO BHAETb BHUMAaHHeE
MMEHHO K 3THM 3amnu3opaM. C KaXAOH MocAeAyIomIei
PpeAaKIMeil aBTOPhI YyCOBEPUIEHCTBOBAAM ITOAAYY TEK-
cra H. ITaranuHY, MaKCMMAAbHO aAANTHPYS €ro AAS
HCIIOAHUTeA€ . MBI CKAOHHBI ITPUIIHACHIBATH TOAOOHBIE
aBropckue 3arapku xeAanuio H. ITaranusu 651 Hepo-
CsiraeMbIM Ha «HCIIOAHHUTEABCKOM> OAUMIIE, OKpy>Kas
cebst opeoaoM 3arapounocti. OAHAKO, C APYTOI CTO-
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POHBI, MUHMMHU3AIIMS aBTOPCKOM PEAAKTYPBI TEKCTOB
Konrepros, KoTopast mopoit OrpaHUYMBaAACh AUIIb Ha-
MEKOM Ha BHPTYO3HbIe 00OPOTbI, MOXKET PacCMaTpPH-
BAaThCsI TEHAEHIJHEN TOrO BpeMeHHU, CAeACTBHEM bapoy-
HO-KAAQCCHIMCTCKUX TPAAUIIHI.

B ToM xe ropy (1851) 6b1aa cAerana mepBast pepak-
st Kornepra A. Maccapom'. B Heft BuAHO BAMSIHUE HC-
IIOAHUTEAbCKHX TeHAeHIIUM cepeArHbl XIX cT., koTOpble
IPOSIBUAMCH B HEKOTOPBIX IITPUXOBBIX, AIIAUKATYPHbBIX
U AUHAMHYECKUX YTOYHEeHHUSIX (pnc. 3).
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PucyHok 3. (Paris: Schonenberger, n.d. [1851]. Plate S. 1801)

K TakoBbIM OTHeceM: BBICTABACHHbIE AUTH, O0Aerda-
IOII¥ie BHITOAHEHHE UTPbI TACCAXKHBIX BUPTYO3HBIX dA€-
MeHTOB (Mrpa IecTHAALATHIX ITPUXOM legato O3BOAS-
eT 00beANHHUTb ITACCAKHBIE IAEMEHTDI B OAHO IeA0e, He
pOKyCHpYsICh Ha KOOPAHHALINY U B3AUMOAEHCTBHU 00enx
PYK, KOTOpbIe HeOOXOAUMBI ITPHU BHIITOAHEHUH IIOAOOHO-
O poAa 3MHM30A0B OTAeAbHbIMU cMbrukamu (detache));
aIIIAMKATYPA, BBIIOAHEHHASI [0 IPHHIUITY UCIIOAHU-
TEABCKOTO YAOGCTBa U TeMEPOBBIX MpeAroYTeH il (Ha-
IpHMep, UTPa ABOMHBIMU HOTAMH C YKa3aHHEM aIlIIAUKA-
TYPBI B TAQBHOM IIAPTHUH, B PsIA€ TACCAXKEH B pa3paboTKe
I acTy, B amusopax Rondo); 6oaee noApo6HbIe ykasaHus
AMHAMHMYECKUX U arorudeckux samedanui (largamento,
sforzando), AOTIOAHWTEAbHDIE aKIIEHTbI Ha TIPOTSDKEHHH
BCeX YacTel ITUKAA.

Emxune pexomenpanmum A. Maccapa cTaau cBAsy-
IOLIUM 3BEHOM MEXAY HEAOCSTaeMOil BUPTYO3HOCTBIO
H. ITaranunu, 3amu$ppoBaBIIero B HOTaX CKPUIIMYHBIN
MOTEHIMAA 1 MY3BIKAHTAMHU [IOCAEAYIOIINX TOKOACHHIL.
Aaxe Te HeMHOTHe YKa3aHUS B IITPUXOBOM, AIIIAMKA-
TYPHOM IIAQHAX, CAGAAAH TPYAHOUCIIOAHHMbIE JA€MEH-
ThI O0A€E AOCTYIIHBIMH, IPUOAU3UB UX K «TEXHIIECKO-
My SI3BIKY>, IIOHSITHOMY B TOT IepuoA. ITapaareasHo
C CO3AQHHEM TAKOTO POAQ AAANTAIIOHHOTO BapPHAHTA

Konrepra N2 1, 6b1Aa BOCITUTAHA [AESIAQ CKPHUITAYET —
coaucros-kommozutopos (A. Illnop, A. Bveran, I Be-
HABCKHIT), 6AQropapsi KOTOPbIM TEXHMYECKHI U XYAO-
JKECTBEHHBIN YPOBEHb CKPUITMYHOTO MCKYCCTBA AOCTHT
BePIUIMHBI, IO3BOAMBIIEN PEIIMTh TPYAHOUCIIOAHHMbIE
3aAa4M NMaraHUHHEBCKOTO MUChMA.

Caeayromuit BCIIAGCK aKTHBHOCTH CO3AQHUS PEAAK-
ropckux Bepcuit Konnepra Ne 1 H. Tlaranman npuxo-
AMTCA Ha nmocaeaHioro TpeTh XIX Havasa XX croaeTus:
K. Bexkep (1880), A. IIyasi; (1880), A. Buabreabmu’
(1880-1884), K. ®aenr (1913).

Kak 6p1A0 CKa3aHO Bbllle, BO BTOPOIl IIOAOBHHE
XIX cTOAeTHS OIIBIT UMITPOBU3ALIMOHHOM UTPbI 6apOU-
HOTO TepPHOAA y>XKe IPAKTUYECKH He MCIIOAb30BAACH,
IIO3TOMY BbINMCAHHbIE MTPHUXOBbIe HIOAHCHI, ANIIAM-
KaTypa, AMHAMHUYEeCKHe U arormdeckue M3MEHEeHHS,
IIOKa3aTeAbHbIE AASL HICIIOAHUTEAbCKOM IPAKTUKU TOTO
BpeMeHH, CTAAH HEOTHEMAEMOM YaCThIO B IPOYTEHUU
HOTHOTO, TEKCTA, O YeM CBUALTEABCTBYET yKe PeAAKIIUs
A. Maccapa. Ero nmocaepoBarean B anrje JK. Bexkepa®,
A. IlTyapna mpopOAKHAK BHeceHHe 6oaee Audpdepe-
IIUPOBAHHBIX PEAAKIIMOHHBIX NPAaBOK B COYMHEHUU
H. IlaranuHu, 4TO MO3BOASIET IPHU3HATh UX Xpecmo-
MAMULHbIM, €CAM TIOHUMATD ITOA 3THM MaKCHMAAbHOE

! Maccap A. (1811-1892 rr.) — ppanuysckuit ckpunay, socnutanuuk y P. Kpeitepa. Ero yuenukamu B ITaprkckoit
koHcepBaropuu 0bian: I. Bersascxuit, M. Mapcuk, ©. Onppsxidex.

*> BuapreAbMu A. CO3AQA HECKOABKO PEAAKTOPCKIX BePCUI KOHI[epTa.

3 Bexxep K. (1833-1884) - neMenkuii ckpHmay, BOCIUTAHHUK [ [aprokcKOit KOHCePBATOPHH, yaeHUK A. AAspa.
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yA00cTBO AAst icrioaHuTeAelt. Tak B cpaBHenuu ¢ H. Ia-
raguHuHU 1 /A. MaccapoM, aBTOpbI IPUMEHHAU AUTH
K OOABIIMHCTBY [TACCAXKEH, YTO 3HAUUTEABHO 00AETIHAO
urpy B 6sicTpoM Temite. HoBbiMu cTaAM 1 anmauKaryp-
Hble pelleHHs, AOTIOAHHUBIIHMe Haxopku /A. Maccapa,
IIeHHOCTb KOTOPBIX CTAAd OYEBHAHOM B 3TIM30AaX ABOI-
HBIMU HOTaMHM, CAOKHBIX TeXHHY@CKHX ITacCaXKax.

B cBoto ouepeap, pepakruu A. Buasreasmu u K. ®ae-
IIa, HECMOTPSI Ha AOCTATOYHYIO Pa3HUITY BO BpeMeHH X
coapanust (1880 1 1913 ropbr), OTHOCSTCS IO BpeMeHH
K PacIiBeTy HeopoMamu4eckoe HallpaBACHUE B CTIOAHH-
TEAbCTBE. B peAaKTHpOBaHMMU 3TO OTPA3HAOCH B yTBEPIK-
AEHUH TBOPYECKOTO ITOAXOAQ CKPHUIIaYeil K CAMOMY IIpO-
neccy koppekTuposku. HoBoe monuManue codyuHeHus
AQIOT BHOCHMbIE IIPAaBKH B HOTHBIN MaTepHaA, a UIMeH-
HO: BBeACHHE B OPUTMHAA HOBBIX UMITPOBU3AIIMOHHBIX
BCTaBOK (AOTIOAHMTeABHBIE TTaccaXH y A. Brabreanmu,
K. ®aema); HCIIOAB30BaHKE U 3aMeHA HOTHBIX QHUIypa-
1ui GpAKOAETAMH B 9KCIIO3UILUHU U paspaboTke I yactu
(K. ®aem)'; opuruHaAbHas IPYNIMPOBKA MITPHXOBBIX
PUTMHMYECKUX 3AeMeHTOB (TAaBHAS MapTHs, MO6OYHAS
mapTHs, pa3paboTka u pernpusa I acTu - y AByX peaak-
TOPOB); HOBO€ BUAEHHE aNAMKATYPHOTro maacta (0co-
6enno y K. ®aema). B AaHHOM KOHTeKCTe, peAaKTOpCKHe
3aAQ4H He CBOASITCS K CyTy00 HCIIOAHUTEAbCKHUM yTOUHe-
HISIM, 3 IMEIOT O0Aee TAyOUHHBII XapaKTep, [IPeACTaBAS
PeAAKTOPa B POAH COABMOPA COUMHEHNUS, AOTIOAHSIOIe-
I'0 MY3bIKAABHBIN MaTEPHAA.

YTO MOrAO CIIPOBOIMPOBATH MOAOOHYIO CHTYAI[HIO
«CBOOOAHOTO OOpaleHnsI» C ABTOPCKUM OPUTHHAAOM?
ITpuyun, Ha Ham B3rasip HeCKOABKO. Bo-niepBbIx, 3TO MOT-
AO OBITh OTPaKEHHEM OOIIHMX TEHAEHI[UIT 3IIOXH, KOTAQ
HOTHbIE TeKCTHI OIIePHBIX U GAACTHBIX COYMHEHUI CIT0-
KOMHO TOABEPTaAUCh «BMENIaTeAbCTBY CO CTOPOHBI>,
HEepPEeAKO AOTIOAHSSCh pparMeHTaMH MY3bIKU 3 COYHMHe-
HUI1 APYTUX aBTOPOB (0CO6EHHO 9TO GBIAO TOKA3aTEABHO
AAst 6aseTHOTO Tearpa). Bo-Bropbix, HesaduKcHpOBaH-
HOCTb HOTHOT'O TeKCTa, XapaKTepHasI AAS SIIOXH 6apoOk-
KO, B YCAOBHSIX POMaHTHYECKOTO BpeMeHHU IpuobpeTasa
4yepThl MUCTHUPUKALIUU. B-TpeTbux, popMyAbHOCTD UH-
TOHAIIMOHHO-PUTMHUYECKHX 00OPOTOB, YIIPOIEHHOCTD
MY3bIKAaABHOTO Pa3BUTHUsA B MpousBepeHmsax H. Ilaranu-
HH, AABaBIIasI BO3MOXHOCTD AASI PEAAKTOPCKOTO BMellla-
TeAbCTBa. [ IpeacTaBAseTCs, YTO MOCACAHMI AOBOA MOXKET
PaccMaTpUBaThCA KaK PeraroIfHii.
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MuTepecHo, 4TO B YHCTOM BUAE HE HCIIOAb3YeTCS HH
OAHa U3 [IepeYHCACHHbIX peAaKIiL. B coBpeMeHHbIX ycAO-
BHSX PEAAKTHPOBAHUE COYMHEHMS CTAAO HOBBIM BUTKOM
B AAAIITAIJMH HOTHOTO TeKCTA K UCTIOAHUTEABCKHM ITOTPeb-
HocTsaM. [losiBAeHME OpUTMHAABHBIX PEAAKTOPCKHX Bep-
CH1, peaAu3yeMbIX UMEHHO BO BpeMs UCIIOAHEHH S Ha KOH-
IIepTHOM CIieHe, ¥ CYIIeCTBYIONUX He B HOTHOM BapUaHTe,
a BU3YaAbHO HH B KOell Mepe He OTPHUIIAIOT IIeHHOTO BKAAAQ
peAakTopoB npormaoro. Baaroaapst pabore A. Maccapa,
JK. Bexkepa, A. Illyabiia, A. Buasreasmu, K. Qaemnra, ypo-
BeHb «HeckpunuuHoro> B Konnepre N¢ 1 H. Ilaranunn
OBIA ITepeBeAEH B CTATYC «CKPUIIMYHOT0>. Baaroaapst pe-
AAKTOPCKUM YTOYHEHHAM CTAAO BO3MOXKHBIM IIPHCIIOCO-
OAeHIe HIPOBOTO AITAPATa HCIIOAHUTEACH K OBAAACHHUIO
MMH KOMOHMHUPOBAaHHBIMH TEXHUYECKHMH 00OpOTaMy,
KOTOpPbIMH HacbimeHbl mpousseperys H. [Taranuny, Tpe-
OyoIIHe IIOBBIIEHHOM CKOPOCTH PeaKIHH.

BriBopbI

Hapsay ¢ A. Ban berxosennim u Axx.b. BuorTy,
tBopuectBo H.IlaranmHmu cBsA3BHIBAIOT C NIPOPHIBOM
B UCIIOAHMTEAbCKOM HCKycCTBe HadaAa XIX croseTws,
IIOCKOABKY, IMEHHO UM OBIA OCYIECTBACH IIEPEXOA OT
KAAQCCHYECKOTO K POMAaHTHIECKOMY KOHIIepPTY, 6Aaropa-
Ppst 06OTaIeHUI0 CKPUIIMYHOTO HHCTPyMeHTapus boaee
CAOXKHBIMH, YCOBEpIIEeHCTBOBAaHHbIMU TEXHUYECKUMH
CPeACTBaMH, 3aKPeMMBIINXCS Ha YPOBHE «POPMYAbHO-
cru>. Ckpurnuysbie konepTsi A. Ban Berxosena (1806)
u H. Tlarannau (1817-1825) MOTyT cuMTaThCS BeXaMu
KOHI]@PTHOTO 5KaHpa, CBA3bIBASICh C OTPeAeACHHBIM HOBA-
TOpCTBOM. B mepBoM caydae, 3T0 KOCHYAOCh H3MEHeHUEeM
TIOAXOAQ K APAaMaTyPIHH ITPOM3BEACHH S, BO BTOPOM — BbI-
PaboTKOI HOBOTO BUPTYO3HOT'O CTHAS B IIPOU3BEACHHSIX
H. IlaranuHy, MOAyYHUBIIEro MUPOKOe PACIPOCTPaHe-
Hue B cepepuHe XIX croaerns B TBopuecTse A. Illopa,
I'. Benssckoro, K. Aununckui, I11.-O. Bepuo.

Kak usBecTHO, CyTh PeAAKIIMOHHON AeSTEAPHOCTH
B CUTYaIlMH{ UCITIOAHUTEABCKOTO ITPOTPecca, 3aKAI0YaAaCh
B aAQNTAL[H My3bIKAABHOTO TEKCTA K BUPTYO3HO-TEXHH-
4eCKMM HOPMaM CBOero BpeMeHu. [0BOpsl 0 CKpUIIMYHbIX
IIpeAIIoYTeHHIX BTopoii moAoBuHbI XIX croseTns, cae-
AyeT BBIAGAUTb CHMOHO3 BUPTYO3HOTO M TEXHHUYECKH
YAOOHOr0, KOTOPBIi, OAHOBPEMEHHO U ITapaAOKCAAEH,
u 3akoHOMepeH. VcroaHuTeAbCKas HeAOCSATaeMOCTb
BUPTYO3HOM COCTaBASIIOLEll B TAHAEMe C YAOOCTBOM
U «CKPHIIUYHOCTDIO> COAbHBIX IIAPTHUH MO3BOAMAY IIpe-

' ®Oaem K. mopaeT cob6CTBEHHBII BAPHAHT BTOPOH CTPOKOM, OCTABASII BO3MOXKHOCTD BbIOOpA aBTOPCKOTO BAPUAHTA AUOO

PEAAKTOPCKOI'OI0
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OAOAETDb TeXHMYECKHe CAOXKHOCTH, YYUTbIBas BCe TOH-  Tak, HM OAHA M3 MePEeYHCACHHBIX PEAAKIIHI He MOXKeT
KOCTU MTPOBOTO ammapara. PaccMoTpeHHbIe pepaKIul  OBITh OTBEPrHYTA UCIIOAHUTEASIMI COBPEMEHHOCTH, II0-
OTPAXKAIOT 3TY 3aKOHOMEPHOCTb. CKOADBKY Ka’kAasl M3 HUX apTyMEHTHPOBAHO AOIIOAHSAQ

H. Ilaranuzu co3dpaa CBOEro popa MperieAeHT 9AH-  TIOCACAYIONIMeE, MCIIOAb3YS TOT «IIAAIIAAPM AASL MaHEB-
TAPHOT'O UCKYCCTBA, B KOTOPOM TOABKO CKPHUITAY-BUPTYO3  POB>, KOTOPbIe OCTABUA AASI TOCACAYIOIIUX TOKOACHUI
IIPOYUTHIBAA CBOM TEKCT, AeAast AMIIb HaMeku B HoTax.  H.Ilaranunm.
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THE ROLE OF N. PAGANINI’S VIOLIN CONCERTOS IN THE UPDATE
OF THE GENRE IN THE FIRST THIRD OF THE19TH CENTURY

Abstract

The purpose of the analysis is to trace the degree of influence of traditional thinking patterns in the genre of the
violin concert and the mechanisms of overcoming this in composer-performer creativity.

The research methodology of the proposed article is based on a combination of a historical approach to the con-
sidered phenomena and a comparative analysis of the editions of N. Paganini’s Concerto No. 1 for violin and orchestra.

Results: based on the analysis of the editions of Paganini’s Concerto No. 1, was identified as a sign of the com-
poser’s traditional approach to the construction cycle, the selection of an arsenal of artistic tools, the use of melodic,
rhythmic, harmonic “formulas”, which allow abandoning the inertial action of the laws of the “violin” in the work of
the Italian violinist of the 19" century, recognized by the participants as an innovator.

Scientific news: N. Paganini’s creativity according to the conditions of modern concert practice, actualized the
problem of the “non-violinist”, due to the technical complexity of his work for performers. The analysis of versions
of the editions of Concerto No. 1, created in the last period of the 19" early 20 ™ century, makes it possible to solve
the process of adaptation of the original “non-violin” version of the performance version to the norm of the time,
transitioning to the violin field.

Practical significance: the main thesis and conclusions of the article can be used in scientific and pedagogical
practice when the performers choose the necessary edition, as well as the creation of their own author’s text with the
choice of an appropriate approach to dramaturgy and the maximum disclosure of the composer’s intention.

Keywords: violin concerto, violin art, “violin”, “non-violin”, N. Paganini, edition, virtuosity.
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ment of the methodology for teaching singing works, the structure and features of the speech apparatus is expressed.
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Introduction

It is known that large-scale work is being carried out
in the educational institutions of our country to educate
the ideal generation. Today, the Motherland entrusts
future music teachers with the task of educating young
people into adulthood in the spirit of high spirituality.

As the first president of our country, I. Karimov, said:
“It is clear to all of us that love for music, art, musical
culture among our people is formed from childhood in
afamily environment. It would not be an exaggeration to
say that it is difficult to find a person in our country who
does not have a dutar, doira or other musical instrument
athome, and who lives without feeling the life-giving ef-
fect of music in his life. Most importantly, today the art
of music has a greater and stronger influence than other
forms of art on the development of our modern genera-
tion in the spirit of high spirituality”".

The Uzbek art of solo singing makom occupies a spe-
cial place among the cultures of the peoples of the East
due to its antiquity and diversity. In the process of prac-

tice, Uzbek singing was enriched with various genres and
forms. It should be recognized that the art of singing de-
veloped in folk and classical directions. If folk songs are
characterized by singing, lapar, yalla and prefabricated
songs, then in the classical way poppy songs and songs
in the direction of poppy seeds, such as songs, epics, big
songs and suvors, are appropriate. Each of these genres
has its own form, performance possibilities and perfor-
mance traditions. Interpreting them in a unique way, ac-
cording to their form, required a beautiful voice, natural
talent and competent training. Makom performers from
the past learned the traditions of the old hafiz and sang
according to the teacher’s lessons.

Materials and methods

Makom (Arabic - place, abode, curtain) — one of
the main musical concepts in the Near and Middle East,
curtain. A large group of musical instruments and songs
in the art of Uzbek and Tajik traditional classical mu-
sic. In Uzbekistan, there are such species as the Bukhara
shashmakom, the Khorezm makom, and the Ferghana-

! Karimov I. A. High spirituality is an invincible force. — Tashkent: Spirituality, 2008.— 141 p.
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Tashkent makom routes. There appeared wild makom
roads makom, pipe, dutar. Among other Eastern peoples,
makom — makam, mukom, mugom or handle, pronun-
ciation and types of raga are developed and performed
by makom solo performers.

On the territory of Uzbekistan, there are singing
works of various styles of performance, which are called
differently, that is, folk music, performance of classical
music — status works performed under the name of mu-
sic in the professional musicological status of Bukhara
shashmakom, Khorezm makom, makom ways of Ferga-
na-Tashkent, musical works written by Uzbek composers
on the basis of makom ways are performed in concert
organizations, theaters, ensemble venues. In addition, it
is studied, performed and promoted in secondary and
higher music schools operating in Uzbekistan, as well as
in music education classes in secondary schools.

Therefore, in ensemble classes, based on the prin-
ciples of vocal music pedagogy, we provide information
on the practical and theoretical issues of traditional solo
singing, select samples from musical works, teach the
younger generation how to perform them, and improve
the teaching methods of makom solo singing in the edu-
cation system. One of the important today’s tasks are to
train singers to the extent that they can improve their
methods and apply them in their work to ensure the ef-
fectiveness of the lesson.

To increase the effectiveness of the educational pro-
cess, it is important to master the methods of teaching
singing works and skillfully use them. Indeed, in tradi-
tional education, students only learn to acquire ready-
made knowledge, according to the criteria of develop-
mental education, students can learn, analyze, draw
conclusions on their own, which becomes important
when it is directed. Therefore, it is necessary to pay at-
tention to improving the methods of teaching singing
works to teachers of singing classes of higher educational
institutions and the formation of their skills to creatively
and freely apply them in practice.

In particular, Hazrat Alisher Navoi, the sultan of the
art of the word, describes the singers in his work “Mah-
bub-ul-Kulub” and writes the following: “The heart can
be strengthened with a good melody, and the soul can
be nourished with a kind voice. A singer with a pleasant
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voice and skillful singing will rekindle the fire of people’s
pain. If it is beautiful, then the end of the world will rise
among the people of emotions™"
taken if we say that this is the most appropriate descrip-
tion given to songs and singers.

A performer, be it a musician or a singer, cannot per-
form the same song in the same way twice. Of course,
the heart is attached to it, and the processes of passion
will inevitably manifest themselves. Therefore, different
styles and ways of interpreting the performance have
been formed in our people. It is no secret that the inter-
pretation of the human voice, considered the most per-
fect instrument among musical instruments, has mani-
fested its magic in different ways. But singing has its own
rules that Hazrat Navoi did not miss. In particular, the
following are mentioned in this regard: “When a good-
natured singer sings in a pleasant voice, smoke comes out
of the burnt heart of the patient. A pleasant performance
by a shrewd musician will enchant even a cold-blooded
person. In particular, if he plays and sings himself at the
same time, he will cause the soul store to revolt”2

... We will not be mis-

Result and discussion

Thus, the solo singer’s poppy has been inherited over
time as important factors in voice interpretation, musical
performance, and human qualities. In the past, khanish
were formed and developed in the interpretation of the
voice, that is, the field of singing, in different directions
and styles. Based on this, the unique values, dialect and
life traditions of each nation and people are embodied in
the form of speech interpretation.

To perfectly educate a singer in the national, folk spirit
is a complex process associated with a rich pedagogical
education. The listener-viewer receives rich spiritual food
from the performance of a singer who knows how to cre-
ate a vivid artistic image and perfectly interpret the work.
According to Hazrat Navoi, “A singer who increases happi-
ness, and a musician who sows sorrow — emotional people
suffering from mental pain sacrifice their lives to both™. To
do this, every artist who wants to become a singer must
have natural gifts, lessons and singing skills. A good singer
first lays the foundation of excellence. He takes lessons
from teachers and assimilates the musical heritage with
understanding. This, first of all, allows the performer to
feel free on stage and hone his talent.

' Navoi A. Mahbub-ul-Kulub.— T .: G. Gulam Publishing House. 1983.- p. 29.

2 Ibid.
* Ibid.

R.T.PRIMOV DISCUSSIONS IN THE PROCESSOF TEACHING SINGING WORKS
61



European Journal of Arts 1(2023)

By natural singing gifts, we mean, first of all, a natu-
ral beautiful voice, wide breathing, wide range and, of
course, perception. Immersion and comprehension of
these elements with knowledge are basically the actions
of the educational process. The lesson process covers
such things as achieving clear speech in performance and
mastering the skill of perfect pronunciation. Therefore,
it is important that a student who has worked a lot on
himself in the lesson, that is, in the lessons of mastering
singing skills, has the freedom of tone and singing skills
that are important in musical performance.

The concept of solo singing makom is a generalized
concept of a trained singer, hafiz and the like, and it means
a singer who performs solo with makom. In addition, it is
necessary to fully master three or four actions that must
be understood in the art of solo singing makom. These are
the actions of tradition and heritage, the way the breath is
used, the knowledge of poetry, the pronunciation of words
and the requirements of the genre. Everyone knows that
these are situations that have been honed and mastered
in the practice of singing since ancient times. But, at the
same time, if we take into account that future specialists
in traditional singing are trained in the system of higher
and secondary education, it is appropriate to recognize the
need for teaching aids as a means of expressing the relevant
theoretical and practical guidelines.

Today, the improvement of the methods of teaching
singing works is one of the most important tasks of the
teacher. The fulfillment of these tasks by the teacher di-
rectly depends on the effective use of teaching methods for
singing works based on the principles of vocal and musical
pedagogy, which are well aware of the psychological, phys-
iological and musical characteristics of young children.

Improving the methodology of teaching singing
works is carried out on the basis of the principles of vo-
cal and musical pedagogy.

— The principle of consistency and continuity in
education. In the educational process, it is aimed
at developing singing skills from simple to complex;

— 'The unity of artistic-musical and vocal-technical
principles. It is based on solving two tasks in
singing at the same time, it consists in creating
a singing voice in the singing apparatus and
practicing singing in it;

— The principle of individual approach. It is aimed at
developing singing skills, taking into account the
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psycho-physiological and musical characteristics
of each student;

— The principle of continuous improvement.
Independent work of the student, paying special
attention to their own work, that is, focused on the
implementation of independent learning.

Based on these principles, it is advisable to use the
following existing methods to improve the methodol-
ogy for teaching singing works in the joint activity of a
teacher and a student in vocal pedagogy.

— Instrumental method. From this method, work is
carried out to develop the voice in the available
voice range of the performer, accompanied by the
instrument;

— Empirical method. The method developed on the
basis of practice in the XVI-XVIII centuries. The
vocal teachers of the Italian school believed that it
was necessary to be a skilled singer and followed
the motto “Sing as I sing”;

— Concentric method. Its founder is the composer,
vocal teacher, singer M. Glinka. It aims to develop
the voice from a comfortable note for singing up
and down;

— Pitch method. It is close to the concentric style,
developing a vocal range from a comfortable tone.
The founder is the German teacher Friedrich
Schmitt. Singing with the voice, starting from the
main sound, that is, from a sound convenient for
singing, is based on performance and is a method
close to the concentric method.

Using these methods, each teacher should organize
the lessons in his own way. Since music is considered
to be a complex psychological and physiological pro-
cess, vocal and choral work, singing of singers’ works
in music classes is considered the most effective form
of education for the moral and aesthetic education of
students.

The formation of students’ singing abilities is directly
related to the development of musical ear. “The voice ap-
paratus can only transmit events received by ear. The ear
is a whole system with a hearing aid. The vocal apparatus
expresses exactly what it perceives through hearing. A
person who has been deaf since childhood cannot speak
even with a healthy vocal apparatus. Where a child’s vocal
imagination is properly formed, a good singing voice will
be formed there.”!

' Mukhammedova G. Fundamentals of singing technique.— T. 2007.- P. 13.
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The vocal apparatus consists of the throat, pharynx,
larynx, trachea, vocal cord ligaments, resonator, and
various muscles. It acts as a device for producing a gut-
tural sound. The airways start from the laryngeal walls
of the pharynx and end with the vocal folds. Each singer
breathes freely, that is, exhales after a complete cessation
of breathing, and continues to sing this sound. In this
case, the overall volume and tone accuracy will help each
student to match in the overall sound.

If the voice is soft and sonorous, such a voice timbre
is considered good. Clear stability — in the steadfastness
of the voice, the ability to keep each sound in height.
The endurance of the voice is determined by the fact
that it does not tire quickly when singing, does not tire
the voice when performing difficult and large works. A
singing-like sound is created by the vibration of the ear-
drums and the amplification of the sound by resonators.

Also, in the process of sound formation, the resona-
tors change their shape and size through the articulatory
apparatus. A clear or fuzzy division of pronunciation also
depends on the active or passive articulatory apparatus.
The range of upper register sounds is called the head
resonator, and the lower register sounds are called the
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chest resonator. When singing the sounds of the middle
register, mixed head and chest registers are used.

During the lesson, singing activity begins with voice
tuning exercises, and these exercises prepare the student
for singing the following singing works. An important
condition for the non-damage of the speech apparatus of
students and the preservation of the voice is the correct
definition of vocal ranges and the careful development
of vocal singing skills, except for notes in working ranges.

So, singing in a pure intonation key depends on a
clear perception and a clear reproduction of the sound
heard. Due to the fact that in the classroom there are
children with different characteristics and abilities, each
teacher should use his own style of exercises and singing
techniques that are suitable for all children. The task of
the teacher is to ensure the correct orientation of the chil-
dren’s speech apparatus based on the principles of vocal
and musical pedagogy, to solve various and constantly
arising problems related to the professional training of
the singer, when teaching singing works, to constantly
improve and deepen the educational program, to create
artistic and creative conditions for the activities of stu-
dents.

References

SAERANE I A o

Karimov I. A. High spirituality is an invincible force.— Tashkent: Spirituality, 2008.
Navoi A. Mahbub-ul-Kulub.- T.: G. Ghulam Publishing House. 1983
Mukhammedova G. Fundamentals of singing technique.— T. 2007.- 64 p.
Kakhorov N. “Fundamentals of vocals”— T. 2008.- 308 p.

Sharipova G. “Music and methods of its teaching”.— T. 2003.- 72 p.

Saipova D. Theory and methods of teaching music — T. 2009.— 225 p.

Information about the author

Rashid Tashkulovich Primov, Head of the Department of Music Education, Karshi State University, Karshi, Uzbekistan

Adress: Kuchabag street, 17, Karshi, Uzbekistan
E-mail: rashid5517 @umail.uz; Tel: +998 75 221 00 56
ORCID: 0000-000-9783-8795

R.T.PRIMOV DISCUSSIONS IN THE PROCESSOF TEACHING SINGING WORKS
63



European Journal of Arts 1(2023)

UDC: 781.22:78.087.68(021)

A PREMIER

Publishing

ISSN 2310-5666

Section 4. Musical arts

DOI: 10.29013/EJA-23-1-64-70

F.S.AZIZOV'
" Head of the Department of Instrumental Performance and Vocal Art of Karshi State University

SHASHMAKOM FOREVER

Abstract

The purpose of the article: This article discusses the professional musical art of the Uzbek and Tajik peoples in
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Introduction

Makam art of national importance, which is an inte-
gral part of the cultural heritage of our people, occupies
a particularly important place in our spiritual life with its
ancient history, deep philosophical roots, unique artistic
style and rich creative traditions.

Over the centuries, this unique art, polished by hard
work and dedication and creative thinking of great poets
and scientists, skilled composers, hafiz and musicians,
has gained great fame and attention not only in our coun-
try and the countries of the East, but also on a global
scale. A clear confirmation of this is the fact that “Shash-
makom”, the professional music of the Uzbek and Tajik
peoples in the oral tradition of maqom art, is recognized
by UNESCO as an intangible cultural heritage of man-
kind and included in its Representative List.

Our esteemed President Sh. M. Mirziyoyev “At the
same time, it is necessary to be aware of our national
identity, develop our culture in all aspects, educate our
people, first of all, our young generation in the spirit
of high human feelings, and use the wide possibilities

of status art for formation of one’s aesthetic taste and
thinking”".

Literature review

The phrase maqam is Arabic and means place of resi-
dence. Musically, magam is the place where the sounds
that make up melodies and songs on musical instruments
are located.

In the past, poppies have been used with different
meanings. The original meaning of magam is the modal
basis of the performed melody®. As in the music of the
Uzbek-Tajik and other nations, each piece of music cor-
responds to certain scales. The modal basis of the music
of the peoples of the East is firmly established, and their
musical works do not go beyond certain modal associa-
tions [2, 32].

Makam, like other phenomena of society, has under-
gone great changes depending on the social, artistic and
aesthetic requirements and needs of the time. The form of
twelve magams, fully formed and developed in the XIX *
century, survived until the formation of Shashmakom. It
can be thought that his musical material-tunes and songs-

! Decree of the President of the Republic of Uzbekistan PQ3391. “On measures for the further development of the art of

the Uzbek national maqam”,— Tashkent, November 17,2017.

* Lad has many meanings. It provides for a complex of sounds in the octave range, eight-step diatonic scale associations.
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formed the basis of shashmakom cycles’ [2, 124]. Because
such a large-scale genre as Shashmakom can be created
on the basis of the wealth of folk music created over the
centuries, only if there are mature professional musicians
with rich practical and theoretical experience in creating
statuses. No professional (community) can do such a great
job as the creation of the Shashmak cycle without relying
on a long tradition and rich experience in the absence of
original melodic material similar to the collective status
cycles. Therefore, we can say that Shashmakom, the me-
lodic material of the cycles of makams created before him,
was created only partially [2, 124].

Shashmaqom arose as an independent musical
genre of the Uzbek-Tajik peoples around the first half of
the XVIII ** century. The reason for this assumption is
that musical treatises® written in Central Asia before the
XVIII * century speak only of twelve magams®. In mu-
sical sources written before the XIX * century, Shash-
maqom is not mentioned. Therefore, it is believed that
the cycle of twelve maqams survived until the XVIII
century. Thus, we can conclude that shashmaqom was
widespread in the XIX " century, and the 18 ™ century
was a period of its continuous formation [2, 125.].

Bukhara, one of the ancient cultural centers, was
the capital of several dynasties and states. In the musical
culture, Bukhara also acts as a central city, personifying
the musical wealth of the peoples of Central Asia. There-
fore, Shashmakom was formed in Bukhara and was called
“Bukhara Shashmakom”.

Shashmaqom consists of a collection of melodies
and songs based on six different modes, adapted to six
different scales. Although the basis of shashmaqom is dif-
ferent, melodies suitable for other modes close to it are
also included. This is especially evident on the pages of
maqam branches. Not only their tonality, but also their
modal structure differ in relation to the main branch to

which they belong.
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Materials and methods

Shashmagam includes: Buzruk, Rost, Navo, Dugokh,
Segokh and Iraq maqams. Each of the six maqams are very
large cyclic works, each consisting of approximately 20—
—44 major and minor maqam paths. However, if magams
are added to popular folk songs (instruments, songs and
surnays), then a very large number of them are obtained.
In currently published books, the instrumental and vocal
parts of magams range from 208 to 250 [2, 126].

From their good performance, as well as other mu-
sical works, depends on the ability of tunes and songs
in the instrumental and the vocal department of shash-
maqom to reach the listeners correctly, to give them plea-
sure and delight.

When performing shashmaqom and other large-
scale folk musical works, the performer and hafiz (sing-
er) must have special skills and master the skill of per-
forming maqams. Poor performance can give the wrong
impression of state paths.

Depending on the strength and height of the hafiz’s
voice, he can reduce parts of the melody in the song or
add parts to them like namuds*. Regardless of where the
namuds come from, they are the moving forms of singing
in the various branches of the Shashmaqom singing sec-
tions. Therefore, when listening to maqam tracks, it is no-
ticeable that there are some similar elements in their cli-
maxes, and the climax of one song seems to be the same
as that of another. For example, the Bukhara hafiz added
Segokh, Ushshak, Uzzol and Mukhayari Chorgokh to the
Kokandi Ushshogs, and in the Ferghana Valley they were
limited only to Namudi Segokh. In Tajikistan, they even
added the climax of Zebo pari to it. Navruzi Sabo is actu-
ally performed with Segoh, Navo and Oraz.

As we noted above, shashmaqom, like other phe-
nomena of society, continues to develop, undergoing
great changes depending on the social, artistic and aes-
thetic requirements and needs of the time.

! This can be proved by questions of commonality and compositional art in the names of the twelve magams and shashmakom

roads.

2 The musical treatises of Kavkabiya (XVI century), Darvish Ali (XVII century) and other authors are considered.

* Most of the musical treatises written in the 18th and 19th centuries are copies of works created before that time by various
(non-professional) scribes. A large number of errors in them testifies to the ignorance of scribes in musicology and music in
general. Such pamphlets cannot help to clarify the historical facts, but only introduce confusion.

* Namud is a Tajik word that means to appear, to appear, and it means the appearance of a certain fragment of a certain

melody or song as part of other songs. Patterns are often taken from melodic phrases at the beginning of maqam branches and
used as climaxes to other chants. For example, the 3rd or 4th melodic sentence at the beginning of the Nasri Uzzol maqama
Buzruk branch is taken in its entirety and used in other branches and they are called Namudi Uzzol. The number of copies in
Shashmaqom has not been established.
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The first of the twelve magam systems is maqam ush-
shak, and the phrase ushshak is the plural form of the
Arabic word ashik, which means “loving” [2, 40.]

All songs related to the Ushshak phrase of maqams,
which are pronounced in the language of lovers, are pri-
marily hymns of love, longing and love to achieve the will
of Allah, that is, love for Allah, beloved spouse, family,
and, in addition, love for the Motherland.

In the heritage of Uzbek and Tajik music, Ushshak
did not achieve an independent status. Ushshak songs are
more complex and Namudi Uzzol and Namudi Muhayari
Chorgoh were used in their climaxes. Ushshok songs are
widespread among the people. Uzbek and Tajik compos-
ers created different versions of Ushshag: Haji Abdulaziz
Rasulov “Samarkand Ushshog”, as well as “Cocoon Ush-
shog”, “Tashkent Ushshog”, khafiz Sodirkhan Boboshari-
pov created “Sodirkhan Ushshog” and so on. These Ush-
shak paths are performed in the same circular manner.

Results and analysis

It would not be an exaggeration to say that another
such Ushshak was created in New York, on one of the
distant continents. Its author was created by our com-
patriot, contemporary, one of the skilled connoisseurs
of Shashmaqom, hafiz Rushel Rubinov, and it is called
“Ushshaki Shakhrisabz” (“Shakhrisabz Ushshak”).

Rushel Rubinov says that as a teenager, when he lis-
tened to the melodies of Shashmakam, played from the
maqgam mushkilot (instrumental track) on the instru-
ment, sang and learned samples of Nasr (vocal track),
“I thought about the question-there” is “Samarkand
Ushshog’, there is “Sadrkhan Ushshog’, there is “Kokan
Ushshog’, there is “Tashkent Ushsog”, but why? —in the
history of the Great Sahibkiran was such a commander as
Amir Temur, Abu Umar Haus Ghaznayani (Keshi) (IX-
— X centuries), Abu Ibrahim Ishak Keshi Samarkandi [ 5],
Abdulhamid Keshi, Hamid ibn Nasr Keshi, ibn Yahya
Keshi, Hafs Ibn Burkhan Keshi, Ahmad ibn Musa Kes-
hi, Abu Shakur Salimi Keshi, who prepared about thirty
scientists, Imam Keshi, Imam Bukhari, Imam Dorimi,
Imam Muslim lived and spread knowledge in Kesh, con-
sidering their great merits in this city, the people of the
world of Kesh were given the honorary name “Kubbat-ul
ilm wa-l-adab” - “Kupala science and morals” [5] why
not be “Ushshaki Shakhrisabz”

Rushel Rubinov, after moving to another country in
the United States, developed the knowledge, skills and
abilities he received in his native Shakhrisabz and the Du-
shanbe Art Institute, and is the result of his many years of
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research in comprehending the secrets of Shashmaqom.
On the contrary, he created “Shakhrisabz Ushsog” as a
symbol of love and loyalty to the Motherland.

4,
e

Figure 1.

In Shakhrisabz ushshog, the author recalls the beau-
tiful gardens of Shakhrisabz, pears, figs, flutes, the hospi-
tality of people, love for the Motherland, sings of his love
and longing in wonderful phrases and melodies using the
mentioned Shashmaqom and its examples.

Rushel Rubinov was born on August 6, 1966 in the
city of Shakhrisabz, Kashkadarya region, in a working-
class family. After graduating from the secondary school
named after Lakhuti and the music school in Shakhrisabz,
he entered the Art Institute in Dushanbe, the capital of
the Republic of Tajikistan, from which he graduated with
honors. Rushel Rubinov’s mother, Zebo Yusupova, served
people at weddings and performances, clicking percussion
instruments (doira) and singing. Zebo Yusupova was the
sister of Momo Milyankhan, a famous folk singer of her
time. Momo Milenhan was the mother of Yusuf, Ilyas, Su-
leiman, Rovshan Yagudayevs, who taught at the Academy
of Arts in Karshi and raised many students.

Ruschel says that her mother was one of the first to
awaken in her a passion for singing and music.

R. Rubinov studied with teachers Azamat Nomozov,
Barno Iskhakova, Ilyusha Abramov, Abram Tolmasov,
Levichi Bobohanov, Gabriel Mullakandov, Fattahkhan
Mamadaliev, Rasulkori Mamadaliev, Jorahon Sultanov,
Komiljon Otaniezov, Mamurjon Uzokov, Tajiddin Mur-
odov, Mehri Abdullayeva and Mikhail, Israel, in absentia
with my teachers. says Gabriela Tolmasov.

In 1996, the Navo Ensemble was founded in
New York, USA under the direction of Ilyas Mallaev.
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The ensemble included Mukhabbat Shamaeva, Iskhak Currently, this ensemble is called “Shashmakam For-
Kattaev, Shohista Mullojonova, Izro Malakov, Rushel  ever” that is, Shashmakam Eternal (Forever). Rushel Ru-
Rubinov, Ilyusha Khavasov, Abokhai Aminov, Roman  binov, using the knowledge, skills and abilities received
Narkalaev, Osher Baraev, Tamara Kattaeva, Samuil Tol-  from his teachers, teaches and leads the ensemble the
masov, Roman Tolmasov. secrets of Shashmaqom.

Ushshoqi Shahrisabz

Abdujabbor Rahmonqulov notaga olgan

Rushel Rubinov g'azali va musiqasi
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Conclusion

In conclusion, we note that Shashmakom really sounds
forever and alive, continues to develop, albeit with various
changes. On the example of only “Shahrisabz ushshoghi’,
it can be noted that this work, played on the other side

ISSN 2310-5666
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of the world, almost twelve thousand kilometers from us
(USA), takes a place in the hearts of shashmaqom per-
formers and listeners with its wonderful painful lamenta-
tions and beautiful melody, and “Shashmaqom forever”
is the basis for the saying “Shashmakom is alive forever”.
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Abstract. This article tells about the role of the actor in the puppet theater, its features, styles and instruments in
the process of creating an image. The author describes the every stage of creating a new play on the stage.

Purpose: raising a spiritually healthy generation as children with a pure heart, fresh spirit, kindness based on
national values, samples of world culture, bringing them into the world of theatrical art is the main goal of puppet

and young audience theater.

Methods: theoretical-analytical, comparative, generalization

Results: the actor of the puppet theater transfers his emotions, feelings, and spirit to the puppet and gives life
and spirit to the inanimate body. Unseen on the stage, puppets teach the audience about life and natural phenomena,
guide them to the right path, and help them distinguish between good and bad.

Scientific novelty: the role of the puppeteer in the puppet theater, its unique aspects, methods and tools in the

process of image creation is to be researched.

Practical significance: the information presented in the article can be used theoretically by the students of the
Ist courses of the puppet theater acting education of the art higher education institution.

Keywords: puppet, actor, stage, image, technology, culture, director, theater, creator, screen, play.
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Introduction

After the recognition of our republic as an indepen-
dent state on a global scale, many good deeds were carried
out in the sphere of spirituality and culture. In particular,
special attention is paid to the development of the art of
the puppet theater. After all, fifty percent of the population
of our republic is children. Devotion to the motherland,
passion for elegance and beauty are born in the hearts of
children in this place. It is here that for the first time, chil-
dren, accompanied by their parents, educators and teach-
ers, get acquainted with such a miraculous art as theater.

The main task of puppet and young audience the-
ater is to bring up a spiritually healthy generation on the
basis of national values, world culture as pure-hearted,
spiritually refreshed, kind-hearted children, to introduce
children to the world of art.

Today, a number of State puppet theaters in our re-
public serve young spectators. Their repertoire includes
works by national and foreign authors on various topics.
Most of our theaters are creative societies, known not only
in our republic, but also in the neighbor republics, and the
world. They were on trips to Pakistan, the United States,

M.K. UMARKHODJAEVA THE MEANS AND STYLE OF CREATING AN IMAGE ON THE STAGE OF PUPPET THEATER

71


https://doi.org/10.29013/EJA-23-1-71-74


European Journal of Arts 1(2023)

Kazakhstan, India, Russia and other countries, where they
also introduce the Uzbek puppet theater to the audience.

For the development of this unique art form and its
high prestige in the world, it is necessary to have fully
developed, professional masters who can meet the re-
quirements of the times. Whether it is a film director or
an actor, the most important thing is to be a capable, tal-
ented, skilled owner of the chosen field.

The Main part

It is known that what kind of personality a person
grows depends on the social environment that surrounds
him. A similar art of acting can also occur and form under
the influence of a certain social environment. It is impos-
sible to create without interruption from the develop-
ment of society. On the contrary, a deep knowledge of
the laws of nature and social life that surround the creator
comes to hand in his skill in his field.

The actor of the puppet theater should first of all be
selective, observant. He is obliged to know the way of life,
folk traditions, the psychology of people, mostly children,
their characteristic qualities, nature and animal world. This
is an incredibly necessary virtue for the actor. That’s just
the fact that his performed roles fascinate the audience.
“The puppet player is a miracle worker” - wrote M. Kady-
rov.— “The doll, which at another time is no different from
an ordinary children’s toy, comes to life when the artist is
put into his hands, begins to breathe, creates a thought,
think on the riddles of society and life, tells about love,
friendship, justice and honesty, that is, begins to live with
a human life” [1, 58]. The puppet player presents to the
viewer, animating the image of a puppet characterina con-
ditional life which is written by a playwright and which
the director took to the stage. The actor of puppet theater
gives an idea of the behavior of the image, the manner of
speech that should create while getting acquainted with
the staged play. It does not matter whether it is an image of
aboy, a dragon, or a bird. The actor should be able to find
the essence of the image, the idea that he wants to convey
to the viewer through the interpretation of this image. The
puppet player, standing behind the screen creates a stage
image to the hero, reflected by the playwright, absorbing
his vital observations, spirit, and mood. Behind the screen,
the actor must be able to think and move freely about his
puppet. Because, during the performance, the actor of the
puppet theater should not only create an image, but also,
unlike the actors of the dramatic theater, stand behind the
screen and, without being visible to the audience, raise the
performing personage doll above his head and move on.
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The words spoken on the stage should be taken as they
are said by the puppet in which the actor is playing. To the
word harmony it is necessary that the lips of the doll shake,
hands, feet, body come to action. Because the audience
perceives life, nature, the animal world through puppets
performed by the actor. This means that the actor plays
the heavy puppet character by raising it for hours during
the performance. Ifhe is not free behind the screen during
this process, the puppet in his hand will either lose its posi-
tion on the screen, or it may freeze in a position to bend to
one side. So, for a puppet theater actor, body freedom is a
necessity. He should be able to speak both in the back of
the screen, and move freely, and move the puppets.

The actor of the puppet theater creates a holistic,
perfect image by transferring his feelings to the pup-
pet personage, hidden behind the doll or invisible. So,
the factor that gives the audience the interpretation of
the image in the puppet theater, is a stage doll. The ac-
tor should approach the image not only from the point
of view of the essence of the role, but first of all pay at-
tention to the external features of the puppet. Then he
can explain the purpose of the puppet actor behind the
screen. Therefore, the features of the puppet, such as its
appearance and the specific character and behavior given
to it by the author, are taken into account in the process
of creating the image. The actor himself must determine
the behavior of the personage that he takes to the stage,
its relationship with the surrounding world, its leading
behavior and its supreme goal in the process of giving
characterization to the images. Only then the interpreta-
tion of the image will turn out correctly and clearly. The
full-fledged performance of the created images on the
stage of the puppet theater is determined by its connec-
tion with the puppet play. And the quality of the play is
determined by the skill of the actor of the puppet the-
ater. The actor of the puppet theater should know how
to manage all kinds of dolls.

In general, the types of dolls are an expression from
the following.

1) With gloves. 2) Walking stick doll (wired). 3) Doll
with the help of threads (marionette). 4) A controlled
dummy (tablet) in an open way. 5) Shadow doll. 6) Mask
(mask) doll.

Depending on the type of theater puppets, their man-
agement styles are also different. This is because the con-
struction techniques of different types of dolls are different
from each other. The puppet theater can be imagined in
harmony with the work of the director, actor, music, fine
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arts-artist. The stage director is a person who unites all the
branches. However, should not forget about the main ob-
ject of the actor is the work of the artist, the puppet master,
who creates the puppet in puppet theater. After all, the free
movement of the actor, finding the essence of the image,
determining the character depends on the artist.

The artist and the puppet master reflect the emotions
and the character on the face in the process of making the
puppet. The actor completes and clarifies it with his per-
formance. The actor animates the puppet and moves it,
creating a holistic image through it. It turns out that the
actor will, first have to master the technique of directing,
playing a theatrical puppet, and then, through this doll,
create an image, taking into account all his possibilities.

When we say the actor of the puppet theater, two poles
come to our eyes. But if the inanimate subject is a doll,
then one is an actor who gives a soul to this inanimate
fabric, that s, enriches with his own feelings. If in the previ-
ous works the puppet actors were limited to carrying dolls,
showing the beautifully made little ones to the audience
that were the product of artist and sculpture, then now the
actor does not hide behind the doll. Maybe he can revive
the lifeless doll. There is a situation when “The doll is not
with the actor, the actor is with the doll” [2, 125]. After
all, the doll in the hands of the actor is not only the work
of the artist, sculptor, who made it, but also the product of
the work of the actor who gave him his soul [2].

“No matter how much a puppet artist and designer
try to express their ideas through a dead soul-puppet, it
in the hands of the actor, no matter how hard he tries to
express next to him, he only comes to life in the hands of
the actor, next to him, in collaboration or in conflict” [2].
So, the work of an actor in a puppet theater, the position
he occupies, is very responsible.

The actor is also the creator of his time, a progres-
sive person, an educator to some extent. The acting art
has an extremely fast and lively impact on the audience.
It is known that the actor must live with his thoughts,
the world of his image, which he creates on the stage.
As for the actor of the puppet theater, it will be a little
more difficult. The reason is the feeling for the doll in
his hands, the forgiveness is alien. Only because of the
talent of the actor the doll begins to live with his life on
the stage. In the process of working with the doll, the
dollitself is an inanimate fabric, the image of the puppet
actor clearly sees the movement in the mirror inside the
stage, and then moves it to the doll in his hand. Then the
plastic movement of the doll on his hands will go live.
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Of course, for this, the actor must know the elements of
attention, imagination and fantasy, behavior, conditions,
«if>», body freedom, attitude, evaluation, tempo-rhythm,
in short, acting skills.

Before the puppet actor is being acquainted with
the puppet, he is introduced to the play written by the
playwright, the image that he is supposed to create. He
imagines the image he wants to create. If in this process
the imagination of the actor does not fit with the appear-
ance of the puppet, then the future image is unlikely to
succeed. In these cases, when the actor is not satisfied
with his puppet, it is advisable to comment on the sketch
before making the puppet.

Whether the actor is able to act on stage in such a way
that he is able to attract the audience with this dignity, his
actions should come out alive and natural, so that they
forget about him for a moment, but watch the puppet
he animated. Let the audience forget that this is a lifeless
puppet and make sure that a real child, or beetle, moving
the wind on stage. This is evidenced by the diligence,
technique of the actor. The main thing is not that the ac-
tor animated the doll with his performance, but when he
was able to create a certain image on the stage.

The puppet theater begins to live with the life of its
hero, as soon as the actor takes the doll in his hands, with-
out being visible to the viewer behind the screen. Only
skillful performers will be able to achieve this. After all,
the doll can be played simply, even without any emo-
tions. But this will not be a real creation.

In the puppet theater, almost all components are in-
animate. In this theater, not only the stage equipment
and props are fake, but also the puppet in the hands of the
actor is a lifeless character made of different fabrics. The
actor moves the puppet in front of the audience, helping
them to see, feel the lifeless objects that surround it on
stage. Therefore, it is difficult to create a holistic, broad-
minded image on the stage without clearly understand-
ing the level of opportunity of each animate and inani-
mate character created on the stage of the puppet theater.

It is necessary that the actor of the puppet theater is
well aware of the doll he is performing, can emphasize its
structure, technology, visual aspects. Only then can the ac-
tor find the puppet feelings in his hand, the appropriate
speech, movement, voice. Artists and sculptors should help
them. If the facial expression on the doll’s face is reflected
not in motion, but in an unchanged form, the actor can not
cope with this condition no matter how hard he tries. After
all, the dolls face is reflected in the spirit for a moment.
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A puppet theater actor is educated and brought up
like other actors. However, they do not even have spe-
cific, distinguishing signs. First of all, they do not give
the viewer an appearance of themselves, but rather
communicate with puppets. Secondary, they also share
a relationship with their partners through a dummy. In
some cases, when heavy, bulky puppets are directed by
three or four actors at a time, a single stage image will
not emerge without such creative intimacy. Or, during
a performance, an actor can create several incomparable
images of each other. For a puppet theater actor, holding
a puppet is like putting on a hair-beard, wearing clothes
when entering a role for a dramatic actor. The image he
creates enters the psyche. There are a number of exercises
in the process when the actor works with the puppet. The
reason is that in order to create an image in a play that
lasts for an hour or an hour and a half, the actor must be
able to move freely with the puppet.

One of the most necessary aspects for the actor of the
puppet theater is the mobility of his hands. “The actor’s
hand is the heart of the puppet” [3, 78] - said S. Ob-
raztsov in his time [ 3, 78]. In fact, the hand, which is the
most active member of the human body, demonstrates
the power of magic more clearly in puppet theater. The
characters in the playwright’s work, the puppets born
with the creative support of the artist and the puppet
master, come to life and act with the hands of the actor.
This means that the hands of a puppet theater actor must
be mobile, hardened, resilient. It is necessary to achieve
the same movement of both hands. Because, firstly, the
actor of the puppet theater can create several images in
one performance, and secondly, has to play with the doll
up for hours. This, in turn, tires the hand. At such times,
he will be able to work comfortably by moving the doll
from one hand to the other. “The art of puppetry can be
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compared to music. He, too, can express himself through
the instrument in his hand, for which he must have mas-
tered it perfectly” [4].

Conclusion

In puppet theater, words and sounds play a role in
the process of image creation. Because words and sounds
must be born from the face mask of the puppet charac-
ters and their appearance. In puppet theater, along with
the image of human beings, animal or nature scenes of-
ten speak aloud. In puppet theater, there is a distinctive
sound of trees, flowers, snakes, deer, and so on. But, in
life, we have never heard or seen them talk or laugh. For
example: what a flower is, the character of flowers, beau-
tiful, delicate, carefree, life-loving, pleases people with its
beauty. So there is no sound in the flower, but, it has to
speak on the play. Of course, such a character will have
to find a pleasant, delicate voice.

The fact that the actor of the puppet theater, like all
creative people, is self-sacrificing in his profession, does
not require proof of the need to work tirelessly on the
image. Unlike other actors, his weapon is a puppet, a
means of creating an image. The puppet theater actor
transfers his feelings, emotions, psyche to the puppet
and gives life and soul to the inanimate body. Without
being seen on stage, the viewer is told about life in the
means of puppets, insists on invigorating the phenom-
ena of nature, teaches them, begins the right path, help
to distinguish the good from the bad. In this auspicious
work, he is closely assisted by an artist-sculptor, puppet
master, director, composer. After all, the impressive, live
performance of a puppet depends on the primary actor,
and then on these creators.

In conclusion, it can be said that the role of the actor
in puppet theater, its peculiarities, methods and means
in the process of image creation were studied.
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CYATAHOBAT. O.!

! Ypeenuckuii 2ocydapcmeennolii ynusepcumem, 2. Ypzen, Y3bexucman

OBPA3Lbl HEKAHKU MY3EA-3ANMOBEAHUKA «MN4AH-KAJTbA»

AnHoTanms:

Ileaw: V3yuenue pasBuTHs K 0OCOOEHHOCTE!N HCKYCCTBA YeKaHKH B Xope3Me, 0cOOeHHO B ropope XuBe, Ha IpH-
Mepax 0bpas3Iibl YeKAHKH B My3ee.

Memodv:: cpaBHeHHs1, 00001eHNs, HAOAIOACHHSI, TEOPETUYECKOTO IIO3HAHMS,  TAIOKE METOA AaHAAOTUH U UCTO-
PHYECKUI METOA,

Pesysvmamut: B pesyabTaTe HaydHOI AUTEPATYPbI, HAOAIOACHNUS U AHAAM3A Pa3BUTHE HCKYCCTBA pe3bbbl B Xopes-
Me, 0cO6eHHO B ropope XuBe, ObIAO H3yUeHO, 4TO MACTePa H3TrOTABAMBAAM Pa3AMYHbIE H3ACAUS M3 30A0Ta, cepebpa,
AQTYHH, MEAH M ADYTHX METAAAOB, BBIPE3AAH U YKPallAAU UX Y30PaMH.

OcobenHo BO BpeMst XMBHHCKOTO XaHCTBA OBIAO OOHAPY)KEHO yBEAMYEHHEe MACTEPCKHUX II0 U3TOTOBACHHIO Je-
KaHHBIX u3peAnit. Ha 0CHOBaHMH IIOAYYEHHBIX AQHHBIX IIPOBEACHO CpPaBHEHHe CBOeoOpasus popM M y30pOB U3Ae-
AUM XOPe3MCKHUX YeKaHIMKOB. B HacTosmee Bpems B My3eiiHoM ponae Iuan-Kaaa B ropope XuBe XpaHUTCS OKOAO
200 06pas1joB yekaHKH. Ha ceropHsIIHMIT AeHb YCTAHOBACHO, YTO OAHOI 13 OCHOBHBIX TPOOAEM SIBASIETCSI COXPaHEHHe
B My3esIX Pa3AHYHbIX TAMSTHUKOB HCTOPHH U KYABTYPBI, B TOM YHCA€ YHUKAABHBIX 00Pa3IioB IPHUKAAAHOTO UCKYCCTBA,
3aMeAAeHHe IPOoLjecca CTapeHUs IPEAMETOB HCKYCCTBA, IIPOBEACHHE PeCTaBPAIIMOHHBIX PaboT.

Hayunas nosu3na: n3ydeHbl HayYHbIe ACIIEKTBI, TPHEMBI, 0COOEHHOCTH, y30PHbIe yKpaIleHHs YeKAHHBIX H3ACAI
B My3€MHBIX KOAACKITHIX.

IIpaxmuueckas 3Hauumocmo: OCHOBHbIE IIPABHAA H BBIBOABI CTATBU MOT'YT OBITh HCIIOAB30BAHBI CIIEIHAANCTAMI
B 00AACTH MCKYCCTBOBEACHHS, My3€eeBeAeHHs, [IPH OPraHU3AIUH TEMATHIeCKIX 9KCIIO3UIHI B My3ee, B HAyYHOM U3-
YYEeHUH KCIIOHATOB, B 9KCKYPCHOHHOM AESITEADHOCTH M B HAYYHO-TIEAArOTMIECKON AeATEAbHOCTH.

Karouespie caoBa: OCHOBHbIE IIEHTPBI TPAAMITHOHHOM YeKAHKH; U3AEANS XOPE3MCKUX YeKAHITUKOB; KOAAEKIIUH
My3eii-3amoBeAHHKA «4aH-Kaaba>; 06pasibl XMBHHCKOM IIKOABI YeKAHKH; XPAaHEHHN YeKAHHBIX U3ACAHIL.

Aast guraposanmst: Cyaranosa I O. O6pasust yekanku Myses-3anoBeprnka «Iuan-kaspa> // European Journal of
Arts, 2023, Ne1. - C.74-78. DOL: https://doi.org/10.29013/EJA-23-1-75-79

BBeaenne AABHOTO H AyXOBHOTO HACAEAUS IPEAKOB, OLIPEACACHUN
Ha coBpeMeHHOM 9Tare BEAVKA POAb My3€eB B KU3-  IIyTell PasBUTHS B yCAOBHSIX HE3aBHCUMOCTH. B HacTost-
HU AIOA€TT 1 00mmecTBa. Mysen 0cOOeHHO 3HAYMMBI B M3-  Ijee BpeMs B Y30eKucTaHe AeHCTBYIOT 6oAaee 130 my3e-
y4eHUH HCTOPUH, COXPAHEHHU HEIIOBTOPHMOTO MATEPH-  €B, B KOTOPBIX IIPEACTABAECHbI 9KCIIO3HIIHH, PACCKA3bIBA-
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foIye 06 UCTOPUH HAIIEro HapPOAQ, CIIOCOOCTBYOLTe
Pa3BUTHIO HAIIMOHAABHOM HAEAH, HACOAOTHH U GpOpMH-
POBAHHIO Y MOAOAEXKH YyBCTBA HAIIMOHAABHOM FOPAOCTH.

Pe3yAbTaThI HCCACAOBAHHS

YexaHKa — OAMH U3 BUAOB HAPOAHO-TIPHKAAAHOTO
HCKYCCTBO, 3APOAMBIINXCSI HA TPPUTOPUH Y30eKHiCTaHa
B ray60Koi1 ApeBHOCTH [ 1]. OCHOBHbIE IIKOABL M {EHTPBI
TPAAUIIOHHOMN YeKaHKH Y30eKHCTOHA CGOPMUPOBAAKCH
B paMKax y36exux xaHcrsa B XVIII- nasase XX8B. ['aas-
HBIMH [JeHTPaMH IIPOM3BOACTBA YeKAHHBIX UBACAUH B 9TO
BpeMms BeicTynaau byxapa, Xusa Camapxkana, Kokana,
Kapuw, [axpuca63, Tamxent. Hauboasieir n3BectHO-
CT'BIO U TIOITYASIPHOCTBIO IIOA3aBAAACh UBACAHS XUBHH-
CKHX 1 OyXapCKUX YeKaHIMKOB, OTAYABIIHECS KPACATOM
M IIAACTHYHOCTDIO0 pOPM, 60TraTCTBOM MOTHBOB OPHAMEH-
Ta, TAy6HHOI1 4eKaHKa [2].

HckyccTBO YeKaHKH M3AQBHO Pa3BHBAAOCH B XOpe3Me,
0cobeHHO B ropoae Xuse. YeKaHIMKY CO3AABAAT PA3AHY-
HbIe M3ACAHS U3 30A0Ta, cepebpa, MeAH, )KeAe3a, APYTUX
METaAAOB U OPOPMASIAM HIX Y30PaMU U HHKPYCTHPOBAAH.
V3peAnst MacTepOB IIOAB30BAAUCH OOABIIIM CIIPOCOM Ha
BHYTpPeHHeM M BHeIlHeM pbIHKaX. [Tocae mpeobpasosa-
HUS TOpoAa XUBBI B [IEHTP XaHCTBA, YBEAMYHAOCH YHCAO
MaCTepPCKHX 10 IPOU3BOACTBY YeKAHHBIX uspeAuit. [Tou-
i 200 H3AeAUI TOrO IepruoAA HbIHE XPAHATCSA B pOHAE
XUBHHCKOro My3es «M4an-kaapa>. B XVIII-XIX Bekax
X1Ba CYMTAAACH OAHHM M3 [IeHTPOB YeKAHHOTO UCKYCCTBA
LentpaasHoit Asun. B 1864-186S ropax B ropope 06s-
eAMHHMBIIKCH paborasn 38 yekaHmukos [3].

W3 mean, nHOTAQ U3 cepebpa 1 OpPOH3BI OHU H3TO-
TOBASIAM Ta3bl, KYMI'aHbI, TYHTH, AACTIIYH, APYTHE IIPeA-
MeThl AOMAIIHEro OOMX0AQ, TAKKe TOABKO B XOpe3Me
M3rOTaBAMBAAU YMAUMBI (KaAbSHBI) B OQOPMASAU 3TH
uspeans asitamu 3 Kopana Ha apabckoit rpaduxe. Ms-
AeAUsI XOPEe3MCKUX YeKaHIJUKOB OTAMYAAUCH CBeoOpa-
sueM opopMaeHus [4]. B OCHOBHOM OHU IIPUMEHSAH
TEXHHKY CO3AAHMS FTAAAKOTO peAabepHOTO y3opa. Xope3m-
CKasl IIKOAQ YeKAHKH OTAMYAETCs CBoeobpasueM Gpopm
1 y30poB. XOpe3MCKHe KyBIIMHBI AASI BOABI HEBO3MOXKHO
CPaBHHUTbH C M3TOTABAUBAEMBIMHU B APYTHX PEIHOHAX II0-
AOOHBIMH COCYAQMH HH 110 $OpMe, HU 110 0POPAEHHIO,
K TOMY ’Ke OHH UMeIOT U ApyTrHe HasBanus. Hampumep
AACTIIY#1 — Ta3UK, HAA KOTOPBIM MOIOT PYKH, B XOpe3Me
HA3BIBAIOT «CceAobda» [S].

Onu HaMHOTO mHpe, U UMeIOT 6a3u. XUBUHCKME Ma-
CTepa yaIlje HCIIOAb3YIOT METOA YTAYOACHHS H Pexe — Me-
TOA pe3b0bL. IToa y30poM Ipu MOMOIIH ITyaHCOHA MacTe-
pa HAaHOCHAM IpsIMble AUHUH. 3aMHH3apOOP OCTaBAACS
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rAQAKMM. B XUBHHCKOI 4eKaHKe B OCHOBHOM HCIIOAb30Ba-
AVCD Y30PBI «UCAUMH>. TPaAUIIMOHHBIM CIUTAACS Y30P
«Kpyrosoit ucaumu >, Takxke AOBOAbHO YaCTO HCIIOAB30-
BAACS Y30 «TYPYHXK>» (MEAAAbOH) M APYTHE CAOKHbIE
y3opsL. CBOeobOpasHbIMU OBIAH M Y30PbI, IIPEACTABASIIO-
mue co60 criaeTeHHe reomeTpudeckux dopm [6].

B xoaaexnuu [ocyaapcTBeHHOTO My3eii-3aroBeAHIKa
«J4an-Kaapa>»XpaHUHITCS 00pasiibl XUBUHCKOM IIKOABL
vekanku: — TyHr (XIX sek) (KIT 139) Bcs moBepxocTb
U3AEAVS IPYLIeBUAHOM GOpMBI 0OPOpMAEHA reoMeTpHYe-
CKHMH U «aMAaHAa MCAMMHMI >, «apKa HaKII>»> y30paMHu.
Py4xa eMKOCTH AASI BOABI BBITTIOAHEHaA B popme 3men. Kym-
rag (KH 132) Hsrorosaennsiii B 1910 roay cocya c AAuH-
HbIM HOCHKOM, TIpeAHAa3HAuYeH AAs yMbIBaHUS. OCHOBHas
9acThb 0POPMAECHA Y30PAMH «OAMA I'yA>», <4eKCU3HU HC-
AI/IMI/II71>>, HOCHK-Y30pOM <TYPYHXX>, HIDKHSISI 9aCTb I10
6okaM-y30pom «aiiarana ncaumuii>». Cyao64a (XIX Bek)
(KH 1554) COCYA AASI YMBIBAHUS, HIDKHS YaCTh ITUAMH-
ApHYecKoi pOpMbl, Ha KPBINIKE CIIeITMaAHble OTBePCTHUS
Aast Bopbl. Ha moBepxHOCTh HaHecCeHbI y30pbl «OAMa
T'yA>, «TaHOII 'yA>, <« HAOH U3H> U apabCKOM B3BIO MMsI
Macrepa «Coxubu Hasap Myxamman>.

YexaHHbIE U3ACAUS TIPEACTABACHBI B 9KCITO3UIIMAX
pasaesos «IIpukaapnoe uckyccrso>» u «Kcropus xu-
BMHCKOT'O XaHCTBa>» My3es-3alloBeAHHKa «JaH-Kkaaba>.
B ocnoBHOM aT0 M3peAna XIX-Havara XX BEeKOB — KyM-
raHbl, OOABIIIIE U MAaAbIe TYHI'H, CAMOBAPBI, IIOAHOCBI, Ka-
AbSIHbI, YaHHUKH, KOMIUpMa (KOHTEeNHep ¢ KPBIIKOiL),
Ka3aHbI, BeAPa, OAI0AQ, AOKKH, MAHTAA, PA3HOOOpa3HbIe
ceaorrda u Tassl [ 7]. Ha aTux npeamerax apabekoii rpa-
¢ukoit BoiBeaeHbI aaThl U3 KopaHa, AaThl M3roTOBACHHS
U IMeHa MacTepOoB.

IIpeacTaBAeHHBIE B My3ee M3ACAMS XOPE3MCKHX Ma-
cTepoB yeKkaHHOTO ucKyccrBa XIX-XX BekoB oTAMYA-
IOTCS1 BBICOKMM XYAOXKeCTBEHHbIM ypoBHeM. OCHOBHas
npobAeMa COBpeMeHHBIX My3eeB — COXpaHeHHe UCTOPHU-
4eCKHUX, KyABTYPHBIX TAMSITHHKOB, 0Opa3Ij0B YHHUKAAB-
HOTO TPUKAAAHOTO MCKYCCTBA B IIEPBO3AAHHOM BHAE.
EcTcTBeHHO, IIpoljecc cTapeHus — HeOOPaTHMBII IIPO-
Ilecc, HO ero MOXKHO 3aMeAAuTb. B mporjecce xpanenus
BaXHYIO POAD MTPaeT KAMMAT — COBOKYTIHOCTb TeMIlepa-
TYPBl, BAOXHOCTH, OCBEllleH s U YUCTOThL. Temmepary-
Pa, HeCTaOMABHOCTD YPOBHS BAXKHOCTH, U3MEHSIIOIasl-
Csl B pa3AMYHbIE CE30HbI, IBASETCS OCHOBHBIM PaKTOpPM
YCKOPSIOIIKMM IPOIIeCC CTApeHH. AAS IPEAYTIPEKACHHS
€CTeCTBEHHOTO CTAPEHHs 9KCIIOHATOB HEOOXOAMMO HX
copeprKaHue ITPHU COOTBETCTBYIomeM ocBemmenuu. [1pu
BOBAEHCTBHU CBeTa, OCOOEHHO YABTPAPHOAETOBBIX
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Aydefi, B IPEAMEeTaX MOXeT IMPOUCXOAUTD GpOTOXHUMH-
JeCKHe M3MeHEHUe — OHH JKEATEIOT, HAU CBETACIOT, HAH
BOBCe obeciBeunBaoTcs. Ha MysefiHble 9KCIIOHATHI BO3-
AENCTBYeT U CHCTeMa OCBeIfHuUsL. Bo3aeficTBIe CBA3aHO
C MaTepHaAOM, 3 KOTOPOTO H3roToBAeH mpeamert. He-
CMOTpsI HA yCTOMYMBOCTb METAAAUYECKUX U3ACAHIL K CBe-
TY, Ha HUX TOX€ B TOM MAM MHOM CTEIIeHU BO3ACHCTBYIOT
’apa U CHAbHOe ocBemenue | 8]. B aToit cBs3u npu xpa-
HEHHU YeKAHHBIX H3AEAHI 0COOEHHO BaXKHO Obpamars
BHUMaHUe Ha II0OAAePXKaHUe YPOBHS HOPMbI BAKHOCTH.
IIpu Temneparype +18-20 °C oTHOCHTeABHAS] BAAXK-
HOCTb AOAKHA COCTaBASITH A0 50%. B rjeasx yayumenms
YCAOBHUF XpaHEHHUS 9KCIIOHATOB IIPH COTPYAHHYECTBE
C Y4eHBIMH SIIOHCKOTo yHuBepcuTera KroTo ypoBeHs
HeO0OXOAUMOT TeMITePaTyPhl M BAAXKHOCTH U3y4aeTCs ITy-
TeM YCTAHOBKH IICHXOHOMETPOB B poHAe My3es «Huan
KaAba», aKcrmosuruu «lcropust «XUBHHCKOTO XaH-
cTBa>» U B maMsTHHKe JKyMa MeueTs.

C roaamu mop BAUSIHHEM IIPHPOAHBIX, AHTPOIIOTeH-
HBIX U APYTHX BO3ACHCTBUM U3AEAS KYABTYPHOTO HaCA€-
AHSL YCTapeBaloT, AASL X COXPAaHEHHUS B IIEPBO3AAHHOM
BHAE CAEAYeT IIPOBOAUTD COBPEMEHHYIO PeCTaBPaI[HOH-
HyI0 pabory. [To MHEHHIO CIIEIJHaANCTOB peCcTaBpalys
TpebyeTcst AAsL GOABIIMHCTBA My3eHHBIX 9KCIIOHATOB.
B pereHnu AAHHOTO BOIIPOCA IIPOOAEMOII SIBASIETCS OT-
CYTCTBHE CPEACTB AASI IIPOBEACHHS PECTABPALINH, B CBSI3H
C 4eM B My3esIX paboTa TaKOro HAIPABAEHHS IIPAKTHIe-
CKH He TIPOBOAUTCSL.

B MysesiM BaXXHO OOHOBASITH IKCIIO3HIHHU, BHUABI
9KCIIOHATOB, OPTaHM30BaTh TeMATHYECKUe BBICTABKH,
OOABIIYIO POAb MIPAIOT pabOTAOINHe B My3esX 9KC-
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KYPCOBOABI U THABL B HacTosimee BpeMsi He0OXOANMO,
9TOOBI IKCKYPCOBOABI 00AAAAAY TAYOOKUMH 3HAHUSIMU
u mpodeccuoHaAu3MOM. 3apaya MPEACTaBUTeACH 3TOM
npodeccuu — He TOABKO IPeACTABUTD MOCETUTEASM 9KC-
IIOHATBI, HO M MHTEPECHO PaccKas3aTh 06 MX UCTOPHH,
TEXHHKE 1 0COOEHHOCTSIX U3TOTOBACHHSL.

KaxapIit TypucT mocemasi TOT MAH HHOM 06DBeKT,
CTPEMHUTCS. IPHOOPECTH KaKOM-AMOO IaMSTHBINA CyBe-
HUp. B o011 cBsI3M IIeAeco06pasHoO, YTOOBI MacTepa U3-
rOTaBAMBAAU CyBEHUPHbIE 0OPasIbl YeKAHHBIX H3ACAUI
U BBICTABASIAM MX Ha TOOPTOBbIE BbICTAaBKHU. Taxoke BaXKHO
Pa3BHBaTh IIPOIATAHAMCTCKYIO PabOTY, ITyOAUKOBATH B Ha-
Y4HbIX U TTOITYAS PHBIX Ky PHAAAX CTAThH, OPraHH30BbIBATD
PAAMO U TeAeTiepeAadr 06 9TOM BUAE HCKyccTBa [9].

Ha ocnose pacniopspxenns Kabunera Munuctpos
Pecrry6Anku Y36eKHCTaH O Mepax IO BHEAPEHHUIO IjeH-
TPAAM30BAHHON JAEKTPOHHON CHCTEMbI Ha OOBeKTax
KYABTYPHOTO HACAGAUS, My3sIX M TYPUCTUYECKHX 00D-
eKTaX B TOCyAAPCTBEHHOM My3ee-3anoBepHHke «Hyan-
KaAba>3aAeMCTBOBAH IPOEKT 110 ITPOAAXKE SIAEKTPOHHBIX
OHAETOB U U YCTAHOBKE TYPHUKETOB AASI YI€Ta [IOCETHU-
Teaell. B paszaesax «Mcropus ApesHero Xopeama,
«XKome meueTp>» u «IIpukaapHoe McKyccTBO> yCTa-
HOBA€HbI 32 ayAUOTHA-YCTAaHOBKH, IIPEACTABASIONINE UH-
¢opmanmio Ha 7 A3bIKax. B paspeaax Myses mpoBopsTcs
OTKpBITbIE yPOKH, TeMaTHYecKue IKcKypeuu [ 10].

BriBopbI

B nieaom, usydyenue, HaygyHOe HCCAEAOBAaHME, COXPaHe-
HUe 1 AOBEACHHE AO OYAYIIIHX TOKOACHHUIT BUAOB IIPUKAAA-
HOT'O MCKYCCTBA, IPEACTABACHHBIX B 9KCITO3UIIUAX My3es],
OCTAIOTCS aKTYaAbHBIMHU 3aAa9aMH U B HACTOsIIIee BpeMsL.
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SAMPLES OF CHAINING OF THE MUSEUM-RESERVE “ICHAN-KALA”

Abstract

Objective: To study the development and features of the art of chasing in Khorezm, especially in the city of Khiva,
using examples of chasing in the museum.

Methods: comparisons, generalizations, observations, theoretical knowledge, as well as the method of analogy
and the historical method.

Results: As a result of scientific literature, observation and analysis of the development of the art of carving in
Khorezm, especially in the city of Khiva, it was studied that craftsmen made various products from gold, silver, brass,
copper and other metals, carved and decorated them with patterns. Especially during the Khan of Khiva, an increase
in the workshops for the manufacture of chased products was discovered. Based on the data obtained, a comparison
was made of the originality of forms and patterns of products of Khorezm chasers. Currently, the museum fund of
Ichan-Kala in the city of Khiva stores about 200 samples of coinage. To date, it has been established that one of the
main problems is the preservation of various historical and cultural monuments in museums, including unique ex-
amples of applied art, slowing down the aging process of art objects, and carrying out restoration work

Scientific novelty: scientific aspects, techniques, features, patterned decorations of chased products in museum
collections have been studied.

Practical significance: the main rules and conclusions of the article can be used by specialists in the field of art
history, museology, in organizing thematic expositions in the museum, in the scientific study of exhibits, in excursion
activities and in scientific and pedagogical activities.

Keywords: Main centers of traditional coinage; products of Khorezm chasers; collections of the museum-reserve
“Ichan-Kala”; samples of the Khiva school of coinage; storage of minted products.
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Cs0 XKAHbB'

! Beaopycckuil 20cydapcmeeHHblil yHusepcumern KyAbmypot u uckyccms, 2. Murck, Pecnybauka Beaapyco

MHOOPMATUBHbIA MOTEHUUAJ1 ®OPM
DPUKCALUNN AYTEHTUHHOIO ®OJIbKJIOPA

AnHOTanMs

Ifeaw: oxapaxkTepu3oBaTh HHYOPMATHUBHbIN IOTEHIIMAA TPAAMLIMOHHBIX M HOBBIX pOPM QUKCAITMU Ay TEHTHIHOTO
($OABKAOPA U UX POAb B COXPAaHEHHHU XYAOXKECTBEHHOTO CBOEOOPA3UsI HALIIOHAABHBIX TPAAULIUIL.

Memodoi: anaAus, cHTe3, CpaBHeHHUe, 00001IeHITe, CHCTEMATH3ALIMS, METOA AHAAOT UL, KYABTYPHO-UCTOPHYECKUIT
METOA, CEMHOTHYECKHIT METOA, IIPOOAEMHO-AOTHIECKHIT METOA,

Pesyavmamoi: Ha OCHOBe aHAAN3a HAYYHOM AUTEPATYPHI X HCIIOAb30BAHHbIX HAyYHbIX METOAOB OBIAM BbISIBACHBI
TPAaAMILMOHHBIE M HOBble GOPMbI PUKCAIIUHM AyTEeHTUYHOTO POABKAOPA (yc'ma,q, MUCbMEHHAS, MaTePHAAbHO-Belle-
CTBeHHas1; pOTO-, AyAUO-, BHAeOAOKYMeHTI/IPOBaHI/Ie) ; OIIPeAeAEHO, UTO KaXKAasl U3 POPM PHKCAIIUH 0OAAAAET PA3HBbI-
MU HHPOPMATHBHBIMHI BO3MOXKHOCTSIMU AASL AA€KBATHOM II€PEAAIN XYAOXKECTBEHHOTO CBOEOOPA3UsI MaTepUAABHBIX
U HEMaTepUAABHBIX  OPM HAIJHOHAABHOTO QY TEHTUYHOTO pOABKAOPA; 060CHOBaHA HEOOXOAUMOCTD KOMITAEKCHOTO
HCIIOAB30BAHHSI BCEX U3BECTHBIX pOPM PHKCALIHM HEMATEPHAABHOTO KYABTYPHOT'O HACACAUS C UX IIOCAEAYIOLIUM 00'b-
eAUHEHVEM B EAUHYIO [IUPPOBYIO 6a3y AQHHBIX.

Hayunas nosusna: B ctatbe BriepBble HCCACAOBAH HHPOPMATUBHbIN MOTEHITMAA TPAAUILMOHHBIX U HOBBIX pOpM
pUKCAI[U ayTEHTHIHOTO POABKAOPA U PACKPHITA UX POAb B COXPAHEHUH XYAOXKECTBEHHOIO CBOeOOpa3usi HaIuo-
HAABHBIX TPAAMLIUI.

IIpaxmuueckas 3HaA4UMOCMb: OCHOBHbIE TIOAOXKEHMS H BBIBOABI CTATBH MOT'YT OBITh HCIIOAB30BAHbI B HAYIHOI],
MeAAroruyecKOt U COIUAABHO-KYABTYPHOM AEATEABHOCTH IIPH PACCMOTPEHUH BOITPOCOB COXPAHEHHUS HEMAaTepPHUAAb-
HOTO KYABTYPHOT'O HACAE€AMS U HAIIMOHAABHBIX (P OABKAOPHBIX TPAAMIIHUH.

KaroueBbie cAOBa: HeMaTepUaAbHOE KYABTYPHOE HaCAeAMe; TPAAUIIMOHHbIE U HOBble POPMBI PUKCAIIUH XYAO-
’KECTBEHHOTO CBOEOOPA3HUsi ay TEHTHIHOTO POABKAOPA; Pa3HOOOpasue 1 CaMOOBITHOCTD HALIMOHAABHBIX KYABTYP.

Aas quraposanmst: Csio XKaup. Mupopmarususiit [Torenrmaa opm Ouxcanuu Ayrentuaroro Qoaskaopa //
European Journal of Arts, 2023, Ne1. — C.79-87. DOI: https://doi.org/10.29013/EJA-23-1-80-88

BBeaenune

Ha py6exe TpeTbero ThiCsiaeAeTHsI BO BCEM MUpe
AKTYaAHU3HPOBAAACH IIPOOAEMA COXPAHEHNUS HeMaTepU-
AABPHOTO KYABTYPHOTO HACAEAMS, OOYCAOBAEHHAS Tpe-
BOXXHBIMU TEHAEHL[VSIMU B OOAACTU 9KOAOTHHU KYABTY-
Pbl, CBSI3aHHBIMH C YIPO30i HCIe3HOBEHMS YHUKAABHBIX
HaIMOHAABHBIX Tpapunuil. Pexomenpanmu JOHECKO
06 oxpaHe (pOABKAOPA, KAK HEOTHEMAEMOI YACTH MUPO-
BOTO KYABTYPHOTO HacAeAUs], OBIAM COPMYAHPOBAHDI

B 1989 1. B aTUX AOKYMEHTaxX BBIABUTAeTCS HAES O He-
IpexoAseM 3HAYeHUH Ay TEHTUYHOTO (pOABKAOpA B YT-
BEPXKACHUH 9THUYECKOM M KYABTYPHOM CaMOOBITHOCTH
pasaudHbIx HapopoB'. B 2001 r. 6p1aa mprrsita Beceobmast
Aexaapanust KOHECKO, B koTopoit 061uM AOCTOSIHHEM
YeAOBEYeCTBA [IPU3HAHO KYAbMYpPHOEe pasHoobpasie, TaK
Ke HeOOXOAUMOE AAS AIOAEH, KaK OHOpasHOOOpasue AAS
JKUBOW IPUPOADBL". MBICAD O KYABTYPHOM Pa3HOOOpasuy,
KOTOPOE IPOSIBASIETCS] B YHHKAABHBIX  MHOTOOOPa3HBIX

! PekoMeHAAIS O COXpaHEeHHH POABKAOPa, TPHHATas [eHepaAbHOM KoHepeHIHell Ha ee ABaALATb 1aToi ceccun (TTapux,

15 Hos6ps 1989 1.) // Hopmarusnsre akrst KOHECKO o oxpane kyabrypHoro Hacaeaus: Konsennuu. ITporokoast. Pesoatoru.

Pexomenparun / Opr. O6sea. Hanuit o Bomp. o6pasosarust, Hayku u KyAbrypsL. — M.: FOuulIpunt, 2002. - C. 217.
? Beeobmas pexaaparms KOHECKO o kyabryprOM pasHoo6pasuu [ daekrporHbIit pecypc]. Peskum aoctyma: URL:https://
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¢$opMax TBOPUECKOTO CaMOBBIPAXKEHHsI HAPOAOB, Kpac-
HOM HHUTBIO ITPOXOAUT B IIOCAEAYIOIIUX AOKyMEeHTaX
IOHECKO, B wacTHOCTH, B Me>XAyHApOAHOM KOHBEH-
11U 06 OXpaHe HEMATEPHAABHOTO KYyABTYPHOTO HAaCAe-
AU (2003 r.) ' u B KoHBeHImu 06 oxpaHe 1 HoompeHnu
pasHOO6pasus $OpM KyABTYPHOIO CAMOBBIPAKEHHS
(2005 r.)2

ITpobaeMa OXpaHbI HeMATEPUAABHOTO HACAEAMS de-
AOBevecTBa 00YCAOBHAQ TTOSIBA€HHE GOABIIOrO KOAMYe-
CTBAa HCCAEAOBAHUI U ny6Ay1Kau1/H71, IIOCBSIIIIEHHBIX BO-
npocaM QUKCallMH, COXpPaHeHHs U TIepeAadt TPAAUIIUI
HAPOAHOTO XyAOXKECTBEHHOTO TBOPYECTBA, O UeM MBI yrKe
nucaau (cm. [1]). Caeayer oTMeTUTb, 4TO B GOABIIUH-
CTBe MCCACAOBAHUI HEAOCTATOYHO IPOAKI[€eHTHPOBAaHA
He0OXOAUMOCTb COXpaHeHHUs OABKAODA B €T0 Ay TeHTHY-
HOM BHA€ — BO BCeH IIOAHOTe, UHAMBHAYAAbHOCTH U BapH-
aTUBHOCTH PETrMOHAABHBIX U AOKAABHbIX TPAAMIHIA, MO-
3BOASIFOIMX OCO3HATD U 3aUKCHPOBATh CAMOOBITHOCTD
Ka)KAOM U3 HAIJHOHAABHBIX KyABTYP.

PesyabTaThl HCCACAOBAHHS

YA3BMMOCTD ¥ XPYTIKOCTD ay TEHTUYHBIX pOPM POAD-
KAopa, ormedenHas B ookymenTax JOHECKO, tpebyer
aAeKBaTHBIX popM QUKCAIMH, IIOMOTAIONIHX 3aI1eYaTACTD
HEeTIOBTOPUMOCTb U XYAOXKeCTBEHHOe CBOeOOpasue HaljH-
OHAABHBIX POABKAOPHBIX apTePaKTOB, AyXOBHBIX M MaTe-
puasbHbIx. JKusHeHHASI HEOOXOAUMOCTD TOAOOHOTO posa
$HKCAIMU CTPEMUTEABHO BO3PACTAeT C KAXKABIM AHEM,
BeAb BO BCeM MHpEe COIJMOKYABTYpPHbIE YCAOBHUS, Opra-
HHYHbIE AASI CYIIECTBOBAHUS ayTEHTUYHOTO POABKAOPA,
C KOXKABIM AHEM TOABKO yXyAlIatoTcs. B cymuocTy, yxe 3a-
$UKCHpOBaHHbIE U COXPAHEHHBIE B PA3AMYHBIX OpMax —
U K HaCTOsIeMy BpeMeHH, YBbl, HCYe3HYBIINE, a TAKXKe
elje He 3apUKCUPOBAHHbIE Ay TEHTUYHbIE (pOABKAOPHDIE
TPAAULIUK U apTedaKThbl IMPEACTABASIOT COOON HeBOC-
IIOAHHMMbIE COKPOBHINIA YeAoBedecTBa. Hempexopsmas
IIeHHOCTD Y>Ke HMEIOIINXCSI AOKYMEHTOB, B KOTOPBIX OBbIA
3areyaTAeH HAI[OHAABHbINA (OABKAOP, HE MIOAAEXKHUT CO-
MHeHHIO. BeAb B II0AaBASIIOIEM OOABIIMHCTBE CAYYaeB MbI
MOKeM COCTaBHTD Hallle IIPeACTaBACHHE 00 Ay TEHTUYHOM
$oAbKAOpE AMITIb HA OCHOBAHHUHM yKe 3apUKCHPOBAHHBIX
¢opm. M ToabKO Omupasich Ha HUX MbI MOXKEM OCO3HATb
XYAOXKeCTBEHHOe CBOeOoOpasre HAPOAHDIX TPAAULIIIM, HX
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06yCAOBAGHHOCTD STHHYECKOM MEHTAABHOCTBIO U UCTO-
PHYECKOIT CYABOOI KXKAOTO U3 HAPOAOB.

HecomHueHHO, pasandHbie cioco6s! 1 $OpMbI GHUK-
CallMM M COXPaHEeHMs HAIlMOHAABHOTO AyTeHTHYHOTO
poabkaOpa O0OAAAAIOT PA3SHBIMU BO3MOXKHOCTSIMH —
C TOYKM 3peHHMs IOAHOTBI M AA€KBATHOCTH OTPaKeHHs
ero XyAOXXeCTBeHHOTro cBoeobpasus. Ha ceropnsimmxmit
A€Hb B MHPOBOM IPAaKTHUKE YTBEPAHAKCH CACAYIOIIUe
cr1oco6n1 1 GOpMBI GHUKCALIUU POABKAOPA, PASACAUM HX
Ha ABa OAOKa: K IIepBOMY OTHeCeM TPAAMIIMOHHBIE CIIO-
COObI, H3BeCTHbIE YeAOBEYECTBY Ha IPOTSHKEHUH MHOTHX
BeKOB (2 IMEHHO — YCIMHY10, NUCbMEHHYI0, MAMEPUANBHO-
seujecmaentyio pOpMy PHUKCAL|M), KO BTOPOMY — HOBbIE
CIIOCOOBI PUKCALUH XYAOKECTBEHHO-KYABTYPHO! HH-
dopmarmu, CBsA3aHHbIE C IPUMEHEHHEeM Pa3HOro PoAa
TeXHHYECKHX CPEACTB M PeaAU30BaHHbIE B HOBBIX BUAAX
AOKyMeHTaluu: $OTO-, ayAHO- U BHUACOAOKYMEHTaX.
B coBpeMeHHOM HCTOYHMKOBEAGHMH K HOBBIM THIIAM
AOKYMEHTOB TEXHHYECKOTO IPOUCXOKAEHHUS TIPUMeHsI-
eTCS TEPMHH «TeXHOTPOHHbIE AOKYMEHTbI» |2, ¢. 172],
K KOTOPOMY MBI Tak)Ke OyAeM 0Opaiarbcsl.

Kaxum >xe MHPOPMATUBHBIM MOTEHIIMAAOM O0Aa-
AQIOT TIepedYrCACHHbIE TPAAUITMOHHBIE U HOBbIe pOPMBI
(HKCcaIUK XYAOXKEeCTBEHHOTO CBO€OOPA3Hs Ay TEHTHIHO-
ro ¢poapkaopa? IIpexpe 4eM OTBETUTD HA 3TOT BOIIPOC,
OTMEeTHM, KaKue THITbl ”HQOPMAIIMU O HeM B ITPHHIIUIIe
MOTYT ObITH 3aUKCHPOBAHEL

Kax u3BecTHO, COIMAABHO-KYABTYpHasl HHGOpMALH
PasHOOOpa3Ha [0 CBOei 3HAKOBOM MPUPOAE, CIIocobam
ee BOCIIPHATHS, CPEACTBaM QUKCALIUM ¥ BOCIIPOM3BeAL-
Hus. UyBCTBeHHOe IIO3HAHME, CBS3aHHOE C OCOOEHHO-
CTSIMH BOCIIPHATHS U XYAOXKECTBEHHO-3CTETHIECKOM Ae-
ATEAbHOCTDIO YeAOBEKa, COPUEHTHPOBAHO Ha er0 OPraHbl
IyBCTB, I09TOMY B CEMHOTHKE BCe MHOTOOOpa3ie 3HAKOB
NPUHATO KAACCUPHIIMPOBATh HA 3pPUTEABHbIE, CAYXOBbIE,
OCsI3aTeAbHbIE, 0OOHSTeAbHbIe U BKycOBbIe. Karkaast 13 BbI-
AeAeHHBIX I'PYTII PelIpe3eHTHPYeT OIPeASASHHBIH THII HH-
¢opManu: BU3yaAbHYI0, ayAHAABHYIO, TAKTHABHYI0, 000-
HATEABHYIO M BKyCOBYI0. B ueaoBedeckoi KOMMYHUKAIIHH,
BKAIOYasi AOKYMEHTAAbHYIO, HCIIOAb3YIOTCS B OCHOBHOM
nepBble TPU THUIIA 3HAKOB, COOTBETCTBYIONUE MM THIIbI
MHPOPMALIIHU — BU3YAAbHASI, AyAMAABHASI, TAKTUABHAS .

www.un.org/ru/documents/decl conv/declarations/cultural diversity.shtml. Aara poocryma: 12.01.2023.

! KonBennus 06 oxpaHe HeMaTepUAaAbHOTO KYABTYPHOTO HAacAeAMsi. [ DAeKTpoHHBIl pecypc]. Pexxum pocryma: URL:
https://www.un.org/ru/documents/decl conv/conventions/cultural heritage conv.shtml/ Aara socryma: 12.01.2023.

2 Tam xe.

* Aapoxos H. C. Aoxymenrosesenue: yae6uuk / H. C. Aapbkos. 3-e usa,, mepepab. u pomr. — Mocksa: ITpocmexr, 2016.- C. 61.
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Busyaabnasa napopmanms nepesaercs UAU GUKCH-
pyeTcsi B OOABIIMHCTBE U3 HA3BaHHBIX GOpPM: YCTHOM
(ycTHO-3pUTeAbHOI), MHCbMEHHOM, MaTepUaAbHO-Be-
I[eCTBEHHOM, B $OTO- U BUACOAOKYMEHTaX. AyAaAbHAs
MHPOPMAIHs TPAHCAUPYETCS B yCTHON popMe, QUKCUPY-
€TCA B ayAHO- M BAACOAOKYMEHTaX; TaKTHAbHAS HHPOP-
MaIus — IpY epepade pOAbKAOPHBIX TPAAMIIUI B yCTHOM
HAM HETIOCPEACTBEHHO-KOHTAKTHOM pOpMe, a TakoKe TPH
npeaMeTHoIt (My3eitHoit) pukcaruu. Hauboaee Muoro-
IPaHHBIM OKAa3BIBAETCSI YCTHBIN CIIOCO0 mepepaayn, 00s-
eAMHSIOMKI BCe TPU TUIA HHPOpManun (BepHee — Bee
BO3MOJKHbIE €€ THIIbI, BKAIOYasi 0OOHSATEAbHYIO 1 BKYCO-
BYIO: HAIIPHMep, IIPH IlepeAaye 3HAHUH O IPUTOTOBACHUH
TPaAULIMOHHBIX OAIOA ).

AAst TOro, 9TOOBI BBISIBUTD HHPOPMATHBHBII [IOTEH-
IJMAA TPAAUITMOHHBIX U HOBbIX pOPM PHUKCALIUU ayTeH-
TUYHOTO POABKAOPA C TOYKHU 3PEHHUS OTPA’KEHH B HUX
XYAOKeCTBEHHOTO CBOeoOpasusi POABKAOPHBIX apTe-
¢$aKToB, COOTHECEM BO3MOXXHOCTH AAHHBIX GOPM AO-
KyMEHTHPOBAHHUs ¢ BpeMeHHBIMHU (IIPOLIecCyaAbHbIMK)
¥ [IPOCTPAHCTBEHHBIMH (MaTepUaAbHO-BeIlleCTBeHHbIMM)
$opmamu pernpeseHTAIIMU GOABKAOPHBIX Tpasuriuil. Kon-
KPeTU3UPYs Pa3HOBUAHOCTH ayTEHTHYHOTO PpOABKAOPA,
cOKycHpyeMcsl, BO-TIEPBBIX, Ha My3bIKAaAbHOM (IIeceH-
HOM 1 HHCTPYMEHTAABHOM) 1 TAHLIEBAABHOM OABKAOPE
B UX KOHTEKCTYaAbHON BKAIOYEHHOCTH B TPAAMIIMOHHbIE
006bIYaH B OOPSIABL; BO-BTOPBIX, HA OTA€ABHBIX BUAAX AEKO-
PaTUBHO-IPUKAAAHOTO HAPOAHOTO HCKYCCTBa: KOCTIOME,
BBINIMBKE, TKAYECTBE, HEKOTOPHIX APYTHX.

YcrHas popma nepepadr OABKAOPA, OCHOBAHHAS HA
IPSIMOY TPAHCMUCCUH BepOaAbHO-aYAHAABHOM, 3PUTEAD-
HOM U TAaKTUABHOM MHPOPMAIIUU OT YeAOBeKa K JeAOBe-
Ky — <H3 YCT B yCTa>», <H3 PyK B PyKU>» — IIPEATIOAATaeT
HEIOCPeACTBEHHbII [TOKa3, IpH aToM Gopme mepepada
TPAAULIUH OCYLIE€CTBASIETCS IPSAMbIM KOHTAKTHBIM CIIOCO-
60M. YcTHBII crtocob mepepaurt $OAPKAOPHBIX 00pa3LjoB
U LIeHHOCTeM, a TAKKe 3HAaHUW O HUX (06 HX XYAOXEeCTBEH-
HOH crenuuKe, CUMBOAMYECKUX U MeTadOpHUYeCKUX
3HAYEHUSIX, OCOOEHHOCTSIX M TEXHOAOTUMH CO3AAHMS,
0 QYHKIIMOHAABHOM IPEAHA3HAYEHHH AYXOBHBIX M Ma-
TepUAABHBIX apTe(PaKTOB U UX MECTe B KYABType HapoAd
B 1JeAOM U B KOHTEKCTe KOHKPETHOTO 06psAa HAM 06braast)
SIBASIETCS] HANOOAee OPTAHUYHBIM, OTBEYAONIM OHTOAO-
ru4ecKoil 1 peHOMEHOAOTHYeCKOM ITpUpoae GpoabKAOpa.
YcrHag GpopMa AaeT caMoe HEMOCPEACTBEHHOE, HaTASIA-
HO€ ¥ IIOAHOE ITPEACTaBACHHE O BAPHATHBHOCTH U XYAO-
’KeCTBEHHOM CBOEOOPa3HH HAIJMOHAABHOTO GOABKAOPA.
OaHako oHa orpaHudYeHa BO BpeMeHH U IIPOCTPAHCTBe,
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a caMo ee CyIeCTBOBAaHHE 00YCAOBACHO IIPEAEABHOCTDIO
JKH3HH OTA€ABHOTO Y€AOBEKa U HECOBEPIIEHCTBOM Y€AO-
Beyeckor nmamatu. M xoTs ycrHas popma coxpaHeHHs
TPAAMIIMU MPUMEHHMA KO BCEM BMAAM HAapPOAHOTO Xy-
AOXKECTBEHHOTI'O TBOPYECTBA — K IECEHHOMY U UHCTPY-
MEHTAAbHOMY (OABKAOPY, HAPOAHBIM TaHI]AM, T€ATPAAb-
HO-OOPSIAOBBIM AeHCTBaM, AeKOPATHBHO-TIPUKAAAHOMY
HCKYCCTBY, B 00AaA2€T YHHKAABHBIM CBOMCTBOM TPAHC-
MMCCHH TOAAUHHOTO, HEPACYACHEHHOT'O CHHKPETHYeCKO-
IO 3HAHUS, OHA He MOKET IIOAHOLIEHHO CYIIIeCTBOBATh BHE
TPAAULHOHHOTO obmecTBa. YeM ApeBHee U MHOTOTpaH-
Hee TPAAUIIKS, TeM dpeMepHee CTAHOBUTCS BOZMOKHOCTD
ee IIOAHOL|eHHOM ITepeAaYH YCTHBIM CIIOCOOOM.

Boaee poaroseuna mucpmeHHass $opma AOKYMeH-
TUPOBaHUSA POAPKAODPA, HE3AMEHHMMasl IIPH €ro Palyo-
HAABHO-AOTHYECKOM, CHMBOAMYECKU-MeTaPOPHUIECKOM
TIO3HAHWY M PeaAn3yeMas B [IMCbMEHHbIX ( pyKOIMCHBIX
¥l [Ie9aTHBIX) NCTOYHUKAX B BUAE AHAAUTHYECKOTO OIIH-
CaHMs pa3HOM CTeleHH IOAPOGHOCTH U HayYHOCTH (Ha-
Y4Has MAM HAy9HO-TIOIYASIPHAS CTaThs MAU MOHOTpads,
TONyASPHAS Iy GAMKALIAS AAS MACCOBOTO YUTATEAS).

B kayecTBe HHCTPYMeHTa BepOAABHOIO ONUCAHUS,
BKAIOYAIOLErO aHHOTALIMIO M HAyYHbIM KOMMEHTapHUH,
IMCbMeHHas $opMa MPHUMEHHMA H K IPOIeCCyaAbHbIM
(BpemMeHHBIM), U K MaTepHaAbHO-BeljeCTBeHHbIM BUAAM
poabkaopa. Hanboaburas creneHp HHGOPMATUBHOCTH
BO3MO>KHA B CBSI3U C IIMCbMEHHOM pUKcalyuei 3HaAHHU
0 XYAOXKeCTBEHHOM ITPOU3BEACHUH A apTedaKTe: O ero
CO3AATEASIX — HAPOAHBIX MAaCTePaX, O COLUAABHO-OBITO-
BOM KOHTEKCTe er0 BOSHMKHOBEHUS B CBA3H C KAACHAAP-
HO-3eMAEAEABYECKUM H CEMEeHHO-00PSIAOBBIM I[HKAAMHU
JKU3HH TPAAULIMOHHOTO OOIIeCTBA, O CAKPAABHBIX U OBbI-
TOBBIX QYHKIIMAX IIPOU3BEACHHI HAPOAHOTO MCKYCCTBA
VLAY TEXHOAOTHH MIX CO3AQHH (B CAy4ae OIMCAHNS Bele-
CTBEHHBIX apTepaKTOB: OAEXKABIL, IIPEAMETOB OBITa, My-
3bIKAABHBIX HHCTPYMEHTOB H T.A.). [lucbMenHas popma
PUKCAIK TaKXKe SABASIETCS OAHUM M3 BaKHEMIIUX HH-
CTPYMEHTOB HayYHOH PEKOHCTPYKIIUH HAP OAHBIX XYAO-
JKeCTBEHHbIX TPAAULIMIL M apTedakTOB (Hapumep, CIio-
CO0OOB HOIIEHHSI TPAAULIIOHHOM OAEXKADI, ee IIBeTOBOM
raMMbl, THIIa OPHAMEHTHUKH U T.A.) — B TOM CAy9ae, ECAH
OHU He AOUIAU AO HAIIUX AHEH, HO X ONMCAHHE COXpa-
HHAOCD B AUTEpATyPHBIX (MeMyapHbIX, SIIHCTOASPHBIX
¥ T.A.) HAU OTHOTPadHUYECKUX HCTOYHHUKAX.

Bmecre c Tem, mucpMeHHas popma GUKCAITUH TOABKO
B CAy4ae C BepOaAbHbBIM, IPO3ANYECKUM U MOITHIECKAM
HApOAHBIM TBOPYECTBOM OOHAPY>KHBAeT COOTBETCTBHE
€ro 3CTeTUKO-(YEeHOMEHOAOTHYECKOM TPUPOAE, IIOCKOABKY
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MOKET HeIIOCPEACTBEHHBIM 00Pa30M IIePeAATD ero XyAO-
JKECTBEHHYIO CIeIUPUKY — 0OpasHO-COAEpIKATeAbHbIE
U KOMITO3UIHOHHO-APAMATypriuieckre 0COOeHHOCTH,
CBOeoOpasye CTUAS K ACKCHKH IIPOU3BEACHHUI U T.A.

B orHOmeHMM >Ke K TAaKMM IPOLeCCYyaAbHO-
BpeMEHHBIM BUAAM pelpe3eHTalul GOAbKAOPA, KaK Ta-
Hel 1 00psiA, EcbMeHHas popMa, KpoMe dTHOrpadude-
CKOT'O OIIMCAaHHs, AAeT BOBMOXHOCTb O0Aee AMOO MeHee
HOAPOOHOM (HKCALUK KOMIIO3ULIMOHHON CTPYKTYPbI
Au00 001IIero CLeHApHOTrO IIAAHA, 0COOEHHOCTEN XOpe-
orpadum U PeKXUCCYPBbl, THIIA U TIOCAEAOBATEABHOCTH
ABIDKEHHI 1 Ap. B AaHHOM cAydae Bep6aabHast uHGopMa-
IIMS] MOXKET M HeIIPEMEHHO AOAYKHA OBITh AOTIOAHEHA He-
BepOAABHBIMU MTHCbMEHHBIMU CPEACTBAMU: PUCYHKAMU,
cxeMaMy, rpadpHKaMH, CHMBOAAMH, UPPAMHU, TAOAUIIAMH
1 T.A. Tak, HanpuMep, IpK 3anucy TaHna (xopeorpadu-
YeCKOTO TeKCTa) MPUMEHSEeTCs XOpeorpaduaeckas Ho-
Talus, KOTOpass QUKCUPYeT KOMIIO3HIUIO TaHIla M ero
TIAACTUYECKHIL A3bIK U MOXKET ObITh Bep6aabHOI (B Bupe
OTIpeAeAeHHbIX MHCTPYKIHI) UAH rpadudeckoit (BKato-
9aTh CIIeITMaAbHbIe CUMBOADI, PUCYHKH JKe€CTOB U I103,
}as ABIDKEHHS B Hy>XHOI TOCAEAOBATEABHOCTH U AP.),
a Take BepbaabHO-rpaduyeckoit. Bmecre ¢ TeM, Kakoit
ObI TOAPOOHOTT He ObIAQ AAHHAS HOTAL{¥IsI, FAPAHTHPOBATD
MIOAHYIO Ay TEHTHYHOCTD PeKOHCTPYKIIMU POABKAOPHOM
TpaAuLuK 6e3 HAAUYMS ee BU3YaAbHO-TIPOIIeCCYaAbHOM
pernpe3eHTaIMU AOCTATOYHO CAOXKHO.

K nucemeHHO# HeBepbaApHOM PopMe PHKCALUM
TalOKe OTHOCHUTCS My3blKaAbHas HoTanus. OpuH u3
KPYIHEHIINX 3THOMY3BIKOAOTOB O.AAeKCeeB 3apaeT
B CBOEM KHHI'e BAKHENIIHI BOIIPOC: MOXKHO AU B paMKaxX
IATUAMHENHOTO HOTHOTO MMChMA 3aIleYaTAeTh ICTHHHO®
3By4aHME HAPOAHOM MeCHU? YYeHBI OTMEYaeT OTHOCH-
TEAbHYIO AOCTOBEPHOCTb M HEAOCTIDKHMYIO aAeKBaT-
HOCTb HOTHOM 3aIMCH HAPOAHOM MY3BIKH, IIUIIET O He-
BO3MOKHOCTH (HKCAI[HH B HOTAX HalOOAee XapaKTepHBIX
CBOWICTB M CTOPOH HApOAHOTO My3uLmpoBanus 3, c. 16,
25, 26]. Taxoke HeAb3s He COTAACHTHCS C O. AAeKCeeBhIM,
YTO IATUAMHEHNHAs CHCTeMa HOTHOM 3aIucH pUKCUpYyeT
MY3BIKAABHYIO pedb «B ABYX KOOPAMHATaX — BBICOTHOM
1 BpeMeHHOM» [3, c. 15-16]. B Hux oTo6pakeHs! -
TOHAIMOHHO-PUTMHYECKAsI MOAEAD TIECHU MAU MHCTPY-
MEHTAABHOT'O HAaUT'PBINIA, UX CTPYKTYPHBIN CKEAET, HO He
MOTYT OBITD ITepeAAHbl HU CIelji$HKa TeMOPOBOrO HH-
TOHMPOBAHMS, APTHKYASIIMN U 9KCIIPECCUH KOHKPETHOTO
HCTIOAHEHH S, HU AAAOBasl, pUTMUYECKasl, aroruyeckas,
AvHaMu4eckas, ¢pasMpoBOYHas M AP. MUKPOBApHAHT-
HOCTb MEAOAMKH.
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Wrax, npu nucbMeHHOM QUKCAIIUN BU3YaAbHOM U ay-
AMAAbHON MH$OpManuu (B BUAE PHCYHKOB, HOTALJMH,
cXeM, rpad¥IKOB 1 T.A.) THChbMeHHas HeBepbaabHas $pop-
Ma B COCTOSIHMM 3aIle4aTATh AHIIb PEAYIIMPOBAHHYIO BU-
3yaAbHO-TPadUUeCcKyIo MOAEAb POABKAOPHOIO IIPOU3Be-
AEHMS UAM apTeaKTa, ero «CATIOK >, 3aCTHIBIIYIO pOpMY
(AAS BpeMeHHBIX BUAOB pelpe3eHTai GOAbKAOPa). DTa
$opmMa HECOMHEHHO BaXkKHa ITPH AHAAUTHIECKOM OCO3Ha-
HUU GOABKAOPHOTO IIPOU3BEAEHHS, HO HE AAeT IIOAHOTO
IPeACTaBACHHS O €rO IIPUPOAE U XYAOXKECTBEHHOM CBOe-
06pasun, a, KpOMe TOTO, «Pa3PyLIAeT CHHKPETUIECKYIO
neabHOCTb Tpapunun> (4] (C. HekAI0oAOB), MOCKOABKY
OTAEASIeT KUBOE@ CAOBO, 3By4aHMe, KeCT OT KOHTEKCTa.
ITncpmennas ¢opma Qukcaluy, ATAAU3HPOBaHHAS
B PUCYHKAX, CXeMax, HoTalusx (HOTHOI 1 xopeorpadu-
9eCKOil) Ype3BbIYAHO BAKHA AAS COXPAHEHHS 1 IIepeAa-
M TPAAMIIUH, AASI OOBSICHEHHS €€ CMBICAOB U KOAOB, AAST
o6yueHus U nepepaun 3HaHUI. OTpaXkast POAPKAOPHYIO
PeaAbHOCTD B 60Aee AMOO MeHee ITPUOAVDKEHHBIX K ee
CYIIHOCTHOM CTPYKType aHAAMTHYeCKIX MOAEASX (ormw-
CaTeAbHbIX, HOTHO-TPaQHIECKIX, BU3YaAbHO-H300pasu-
TeABHBIX), IMCbMeHHas! pOpMa BCe JKe He B COCTOSHHH
AQTh )KUBOE BOCIIPUATHE STOM PeaAbHOCTH, BO3SMOXXHOCTD
ee YyBCTBEHHOTO, XyAO’)KeCTBEHHO-3CTeTUYECKOr0, a He
abCTPaKTHO-MBICAEHHOTO CO3€PIjaHMUSL.

B sroM cMbIicAe mpeaMeTHO-BellecTBeHHasi ¢popMa
uKcanuK — TPeTbs U3 BbINIE IIEPEUUCACHHDIX TPAAUIIH-
OHHbBIX pOpM COXpaHeHHsI POABKAOPA — KA4eCTBEHHO AO-
TIOAHSIET IIMChMEHHYI0, 00AaAAS] BO3MOXKHOCTBIO TIepeAa-
YM BU3YaAbHO-OCS3aTEABHOM, TAKTUABHON HHPOPMAIIHHL.
AanHas dopMa sABAsIeTCS] He3aMeHHMOM AASL COXPaHEHHS
MaTepHaAbHO-BeleCTBeHHbIX BUAOB $poAbKaopa (Tpasn-
IIMOHHBII KOCTIOM, IPEAMETBI ObITa K HHTePbepa, FOBEAUp-
Hble yKpAIleHNs], My3bIKaAbHbIE HHCTPYMeHTHI B Ap.). OHa
COOOIIaeT HaM Ba)KHEMIIINe CBEACHHS O BHEIIHEM 00ANKe
apTe(aKkTOB U HX XYAOXKECTBEHHOM crieruduke — 06 0co-
6eHHOCTSX MX GOPMBI U KOMITO3ULIHH, TAACTUIECKOTO pe-
IIeHKs HAM KOHCTPYKIMH, AeKOPA, IIBeTOBOM raMMBI 1 KO-
AOPHTA, TEKCTYPHI U GaKTyphl IPHPOAHBIX MATEPUAAOB, U3
KOTOPbIX OHH U3rOTOBACHDI (TKaHb, KOXa, AePeBO, TAMHA
HLT.A.), O CAMHX TEXHHKAX NU3TOTOBACHHS F TUIlE OPHAMEHTA
(a cAEAOBATEABHO — O CHIMBOAMMECKUX KOHHOTALIMSX KOH-
KPETHDIX aPTeaKTOB), 00 HX PETHOHAABHBIX XyAOYKECTBEH-
HBIX 0COOEHHOCTSIX, CTelleH! APXaUIHOCTH H T.A.

OaHaxko npepMeTHas My3eiiHast popMa PpUKcaIHH,
AaBas TIOAHO€ M AOCTOBEPHOE BU3YaAbHO-TAKTUABHOE
IpeACTaBAeHHE O MaTepUAAbHBIX apTedaKTax, H3BACKa-
€T MX M3 KOHTeKCTa ObITOBAHMUS B BUAE OTACABHBIX U, KaK
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IIPAaBUAO, He CBA3aHHBIX APYT C APYTOM 9A€MEHTOB, TO
€CTb — PeAyLIUpyeT UX COLMaAbHbIe, IPUKAAAHBIE, Ca-
KPaAbHbIE U XYAOXKeCTBEeHHbIe QYHKI[HH, OOYCAOBACH-
Hble TPAAUITMOHHBIM MUpoco3epranueM. He cayvaino
CEroAHs CpeAM MHOTHX BUAOB 9THOI'PadpHIECKUX My3eeB
BCe 6oAbIIee PACIIPOCTPAHEHHE TOAYYAIOT CPEAOBbIE My-
3eH, COXPAHSAIOIIUe HAU MOACAUPYIOIIHEe ay TEeHTUIHYIO
HCTOPHKO-KYABTYPHYIO U IPHPOAHYIO cpeay. [Topo6HO-
ro popa My3eu (K HUM OTHOCSTCS My3eH-3all0BEAHUKH,
HAU My3eH II0A OTKPBITHIM HeOOM, 9KOMy3€eH U SKHBbIe
My3eH) IIPEACTABASIIOT HAMOOABIINE BOSMOXXHOCTH C TOU-
KU 3pEHUS TPe3eHTAlIMH HALJMOHAABHOTO pOABKAOPHOTO
HACAEAHS BO BCeM CBOe0OpasHiu U MHOTOOOPa3nH ero xy-
AoxecTBeHHBIX popM. OCcOOEHHO IjeHHBIM SIBASETCS TO,
4TO B POAU TPAHCASITOPOB TPAAMIIUH B CPEAOBBIX My3esX
BBICTYIIAIOT €€ HeIOCPEACTBEeHHbIE HOCUTEAN.

BosmoxxHOI MaHarneei AASL COXpaHEHHM U IIepeAadn
JKHBOTO 3HAaHHS O MPOM3BEACHHUSAX HAPOAHOIO TBOpYe-
CTBa BO BCEX AETAASIX MX XYAOXKECTBEHHOMN CAMOOBITHO-
CTH M AASL BOSMOXKHOCTH UX IIEAOCTHOTO CUHKpeTHYe-
CKOT'O BOCIIPHUSTHSA B KOHTEKCTe TPAAUIIMHM MOT'YT CTaTh
TEXHOTPOHHbIE CIIOCOOBI AOKYMEHTHPOBAHHSL.

Kax n3BecTHo, TexHHYeCKHE CPeACTBa GOTO-, ayAHO-
U BUAEOAOKYMEHTUPOBAHHS MPAKTHIECKU CPa3y CTaAH
HeOTheMAEMOM JaCThIO IKCIIEAUI]HOHHO-IIOAeBOI pabo-
ThI 9THOTPadOB U AHTPOIIOAOTOB BCETO MHUPA, CIIOCO6-
CTBys pa3paboTKe M yTBEPXKACHHIO HAyYHBIX METOAOB
cbopa u pukcaruy HHGOPMAITMU O MATEPHAABHBIX U Ay-
XOBHBIX $OABKAOPHBIX apTedakTax. Tak, Hampumep, u3y-
JeHre OHOAOKYMEHTOB II0CTABUAO THOMY3bIKO3HAHHUE
Ha 60Aee HaAeXKHbIN HAYIHBIH pYHAAMEHT, IIOCKOABKY, I10
METKOMY BBICKAa3bIBAaHHMIO ABCTPHICKOIO My3bIKAABHOTO
conuoaora K. Baayxonga, «AabopaTopHBIM HCCAEAOBa-
HYSIM CTaAQ AOCTYIIHA cama 38y4auyas mamepus»> (Kyp-
cuB Ham.— C. K.) [S, c. 253]. He MeHee BasKHbIM HHCTPY-
MEHTOM COXPaHEHHs XYAOXKeCTBEHHOTO CBOeOOpasus
AyTEHTUYHOTO POAPKAOPHOIO HACAEAUS SBASIOTCS 3T-
Horpaduyeckas ¢ororpadus 1 STHOAOTHIECKUIN GUADM
(moapo6uee cMm. Hamm my6ankanuw [1; 6; 7]).

IIpu cooTHeceHuu TUIIOB TpaHCAUPYyeMOi MHGOP-
Manuu ¢ 0603HaYEHHBIMH BbIIIe BpPeMeHHBIMH (IIporjec-
CyaAbHBIMH) Y IPOCTPAHCTBEHHBIMH (MaTepPHAABHO-Be-
IIeCTBEHHBIMH) pOPMaMHU Perpe3eHTaruu POAbKAOPA,
CTAHOBUTCSI O4EBHAHBIM, 4TO AASI BpEMEHHBIX pOPM, BKAIO-
YaIOIHMX IIeCEeHHBIN U HHCTPYMEHTAABHDIN (OABKAOD, Ha-
POAHBII TaHel], TeaTPAAbHO-OOPSIAOBBIE AeHCTBA HanOo-
Aee OPTaHUYHOM U OTBeyarolel nX ¢eHOMEHOAOIMYeCKOH
npupoae 6yaer ayauo- (AASL My3bIKAABHOTO POABKOpA)
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M BHACOAOKYMeHTHpOBaHHe (AAS BceX (OABKAOPHBIX
dopm). He 6yaem uckarouaTh u GoTOPUKCALIHIO MpOLeC-
CYaABHBIX BU3YaAbHBIX pOPM — TAHI|EB U T€ATPAABHO-00-
PAAOBBIX ACHCTB, TPAKTYs €€ KaK HHCTPYMEHT aKIL[eHTH-
POBaHUS AeTaAel, BAKHBIX B KOHTEKCTe LeAOro (CBOero
POAA CTOII-KAAPOB), KOTOPBIil MOXeT PaclieHUBATbCS Kak
o6HOBAeHHas nucbMeHHas (HeBep6abHas) Gopma Puk-
CallMy, paHee CyIleCTBOBABIIAs B BUAE PHCYHKOB.
DOTOAOKYMEHTHPOBaHHE HECOMHEHHO SBASETCS
AAeKBATHBIM CIIOCOOOM (HKCAI[HU AASI IIPOCTPAHCTBEH-
HBIX popM penpeseHTalMu $poabkaopa. Ho B poaHHOM
CAy4ae HeOOXOAMMO OTMETHTD, YTO YHUKAABHbBIE THO-
rpa¢uyeckue ¢pororpaduu BTopoit mososunnsl XIX B.—
YepHO-0eAble AATePPOTHIIBI — BCE XKe He AAIOT HCYepPIIbI-
BAIOIEro PeACTABACHHUS O XYAOXKECTBEHHOM CrierupHKe
3arle4aTA€HHBIX pOABKAOPHBIX apTe(PaKTOB, U B IEPBYIO
ouepeAb — 06 MX IBETOBOI raMMe U KOAOpHTe (KOTAa 3TO
KacaeTcsl, HapuMep, TPAAMLIMOHHOTO KOCTIOMA, HAaPOA-
HOT'O AEKOPATUBHO-TIPUKAQAHOTO HCKYCCTBA U Ap.). Bre
BCAKOTIO COMHEHHs], CTADMHHbIE AAreépPOTHUIIBI IIO3BOAS-
10T 3aQHUKCHUPOBATh, 3, CACAOBATEAbHO, IPOAHAAUUPO-
BaTb 00IIiee KOMITO3UI[IOHHO-TIAACTUYECKOE H CTHAEBOE
peleHne apTeakToOB, PABHO KaK U AOTaAaThest (C 60AD-
meit AM6O MeHbIIel CTeTNEeHbI0 TOYHOCTHU) O THITE MATEPH-
AAOB MAM TKaHeH, 13 KOTOPBIX OHU CAeAaHbl. Tak, Harpu-
Mep, 3Hasi O AOMUHUPOBAHUH O€AO-KPACHOI I{BeTOBOM
raMMBbI B ABHSIHOM OAEKAE O@AOPYCOB, M O AETAABHO Pas-
PaboTaHHOM IIBETOBOM CHUMBOAUKE KUTANCKOM TPaAH-
LIMOHHOI OAEXKADI, BIIOAHE MOXKHO MBICACHHO (MAM IIpH
IIOMOIH KOMIIBIOTEPHOI1 IPOTPAMMBI) <« PaCKPACUTb>
COOTBETCTBYIOIUE IIPEAMEThI HAPOAHOIO KOCTIOMA Ha
crapuHHbIX pororpaduax. Ho B cayyae co cAOKHDBIM Ae-
KOPOM U IMIOAMXPOMHBIMH TKaHAMH, B KOTOPBIX TUII OP-
HaMeHTA i BAPHAOEABHOCTD IIBETOBOI IaMMBI 3aBUCHT OT
KOHKPETHBIX PEerMOHAABHBIX TPAAULIAM, AAHHBIN METOA,
KOHEYHO 3Ke, He cpaboTaeT. B aToM cMbIcAe depHO-Oeabie
¢oTorpaduu Ml 65 CPABHUAU C YCAOBHOCTBIO HOTHOM
TPaHCKPUIIITUY MYy3bIKAABHOTO QOABKAOPA, PUKCHPYIO-
el CTPYKTYPHYIO MOAEAD IIECHH MAM HAUTPhIIIA, HO He
caMy 3By4all[ylo Marepuio. Bmecre ¢ TeM, B coueTanun
c ApyruMu ¢popMamu QUKCAIIUU ONPEACACHHBIX apTe-
daxros (c nucbMeHHO# — Bep6aAbHO U HeBep6aAbHOI,
C IPEAMETHOI 1 TEXHOTPOHHOI1) U C yke HUMEIOIUMUCS
NPEACTaBACHUSAMH O HAIJMOHAABHBIX TPAAMLIUAX MOXKHO
CA€AQTDb IPAKTHYECKH 0e30IMNO0YHbIE BBIBOABI O XYAO-
5KeCTBeHHOM crienlidprke GOAbKAOPHBIX IIPOU3BEACHHUI
IPOCTPAHCTBEHHOM POPMBI PeIIpe3eHTALHH: TIOAOOHBII
KOMIIA€KCHBIH ITOAXOA SBASIETCS BAXKHBIM HHCTPYMEHTOM
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Hay4YHOH, a B AAAbHEMIIEeM — U MaTe€PHAAbHON PEKOH-
CTPYKIIMHU YyTPa4eHHbIX TPAAULIHIA.

AAs TIpolieccyasbHO-BpeMeHHBIX pOpM perpeseH-
Taruu GOABKAOPA HanbOAee aAeKBATHOM SIBASIETCS ay-
AMOBHU3yaAbHasl (UKCalMs, KOTOpas IIPEeAOCTaBASeT
BO3MOXXHOCTD 3alle4aTAeTh TPAAMIIMIO B YyBCTBEHHO
BOCIIPMHUMAEMOM, XOTSI M BUPTYaAbHO CYI€CTBYIOLIeH
$opme. ITockoabky BUAeOHUKCAITHS TOTEHITUAABHO B CO-
CTOSIHUM AQTh )KMBOE BOCITPHATHE CHHKPETUYECKOM POAD-
KAOPHOH peaAbHOCTH, AAHHYIO pOpMY PHUKCAITMH MOXKHO
CYUTATh KOHIPYIHTHON U3YCTHOMY CIIOCOOY OBITOBAHILS
doabkaopa (KOHEUHO, C OTIPeAEACHHBIMH OTOBOPKAMH).
B paHHOI cBA3H ayAMOBHU3YyaAbHAsl, HAM BUACOPHUKCAITUS
(ecan ocTaBHTb 32 CKOGKaMU ee BUPTYaABHOCTD ) MOXKET
OBITH pacijeHeHa KaK HOBasi pOpMa CyIjeCTBOBAHHS YCT-
HOTO CII0C00a IepeAadH Ay TEHTHYHBIX TPAAHIIHIL, IOCTe-
IIEHHO HCYe3aI0IIlero B HHAYCTPUAABHOM 00IecTBe: OHA
IMPUXOAUT Ha IIOMOIb YCTHO-3PUTEABHON TPAHCASITMH
3HaHMI, KOMIIEHCUPYSl OTCYTCTBUE MPSMOro KOHTAKTa
YYMTEAS U yIeHHKA.

Bupeoduxcanma ¢oabkaopa OlLieHHUBAeTCsl COBpe-
MEeHHbIMU 3THOTpadaMu 0COOEHHO BBICOKO, TIOCKOABKY
OHa MOJXKeT 3arevaTAeTh POAPKAOPHOE HCTIOAHEHHE KOM-
IIAEKCHO, He Hapyllasi CHHKPeTHIECKYIO LIEeAbHOCTD Tpa-
AMIIVH, He OTAEASISE BepOAABHOTO, MY3bIKAABHOTO, XOP€O-
rpaduyYecKoro TeKCTa OT MPOCTPAaHCTBEHHO-BPEMEHHOrO
CHUTYaTHBHOTO KOHTeKCTa. Beap, o caoBam O. Aaekceesa,
<«HApOAHOE MY3bIKAAbHOE UCKYCCTBO ... B O4eHb BBICOKOM
CTeTeHH KOHCUMYamuséHo, ero BHEIIHUM 3ByKOBOM IIAAH,
a TaKXKe B HEMAAOH Mepe U BHyTPEeHHee COAePXKaHHe 3a-
BUCSIT OT KOHKPETHBIX 00CTOSITEABCTB MY3HIIUPOBAHUS >
[3, c. 23]. Coraacumcsi ¢ HCCAEAOBATEASIMU U B TOM, YTO
«BHAEO3AIIMCh <...> COXPaHSET IMOAAMHHYIO CHCTeMy
KOOPAMHAT < ... > C IIOMOMIBIO ayAMO3aIUCei AOKyMEHTH-
PYeTCs TEKCT, € noMOuybio 6udeo3anticeil doKymeHmupyemcs
mpaduyus> (xypeus Hamr.— C. K.) [8, c. 187].

AencTBUTEABHO, BUACO3AIUCH B OOABIIEI CTEIIEHH,
4eM OCTAaAbHbIe T€XHOTPOHHbIE POPMBI AOKYMEHTH-
POBaHUs, B COCTOSSHMH aA€KBATHO IE€PEAATh He TOABKO
XYAOKeCTBEHHOE CBOeOoOpasue IPOIjeCcCyaAbHbIX U Ma-
TepHAAbHO-BellleCTBeHHbIX $OpM POABKAOPA, HO U ay-
TEeHTUYHYIO KOMMYHHMKATHBHYIO CUTYALIUIO B ee IIeAOCT-
HOCTU — IPH YCAOBHU MAaKCHMAABHOTO COOAIOACHHS
AOKYMEHTAABHOCTH IIPOUCXOASIIEro. DTHOTrpaduyeckast
MIOAAMHHOCTD ayAUOBU3YaABHOTO AOKYMEHTA IIPSMO 3a-
BHCHT OT OAU30CTH 06CTOSTEABCTB PHKCHPYEMOro GpOAD-
KAOPHOTO HCIIOAHEHHsSI K TPAAMIIOHHOMN OOPSAOBOM
CHUTYaLlUH; CAEAOBATEABHO, AOAXKHBI OBITh COOAIOAEHBDI
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KaK MUHHMMYM ABa YCAOBHUS: 1) OCyIjecTBAeHHE ayAHO-
U BUAEOCHEMKH HEIIOCPEACTBEHHO B MOMEHT OTIIpaBAe-
HUA 06psiaa (6e3yCAOBHBI PUOPHUTET PENOPTANKHOL, He
IIOCTaHOBOYHOMN CHEMKH); 2) OTCYTCTBUE KAaKOTO-AHM60
BMeIIaTeAbCTBA CheMOYHOM I'PYIIIbI B AAHHBIH IIPOLjecc
(B mpeane — pocTroKeHHE 9 PeKTa orepaTopa-HeBUAUM-
kn). Tax, C. MUHEHOK peAAaraeT HCIIOAB30BATh KAMEPbI
C AMICTAaHIIMOHHBIM yIIpaBA€HHEM, a TakKe CheMKy He-
CKOABKUMH TeAeKAMePaMHU AASL OOABIIEN AeTAAU3AIIMN
npouecca [ 8, c. 189-190].

Ha coBpemMeHHOM ypOBHE pa3BUTHS IUPPOBBIX TEX-
HOAOTHH BO3MOXXHOCTH PeIIOPTa’kHOTO IIOAEBOTO AOKY-
MEHTHPOBAHHUS OKA3bIBAIOTCS, B IPHHIHUITE, Oe3rpaHmd-
HBIMH — C TOYKH 3PEHHUsI OCYIeCTBACHHUS 3aIHCH AI000
IPOAOAYKUTEABHOCTU M AeTaAM3aruu (10 KOAMYECTBY
3aAefCTBOBaHHBIX POTO/BHACOKAMEP M MUKPOOHOB),
IpeAIoAarasi BO3MOXHOCTb CheMOK IPAaKTHYECKHU IPU
AIOOBIX BHEIIHUX YCAOBUSAX (PUHAHCOBbIE CAOKHOCTH
obecreyeHus MOAOGHBIX CHEMOK OCTAaBHM 32 KAAPOM).
I'xaBHast mpoOAeMa IIpU AOKYMEHTHUPOBAHUH (OABKAOP-
HOM TPAAUIIMH CBSI3aHA CETOAHS He C TeXHHYeCKMMHU BO3-
MOXKHOCTSIMH €€ QpUKCAITHH, He C KOAMYECTBOM M ACTAAD-
HOCTBI0 HHPOPMALIUH, KOTOPYIO MOXKHO 3apUKCHPOBATD,
HO, B IIEPBYIO OYePEAb, CO CIIOCOOHOCTBIO ITHOTpada-
$OABPKAOPHCTA YAOBUTD CYITHOCTHBIN KOA PUKCHPYEMOH
UM ayTEHTHYHOM (OABKAOPHOM PEaAbHOCTH. DTO 3aBH-
CHT U OT CTeIIeHH ero IIOTPY>KeHHOCTH B TPAAMIIUIO, H OT
PSAQ YTIOMSHYTHIX Bbllle paKTOPOB, CBA3AHHBIX C TEM,
4TOOBI 00eCIIeYnTh MAKCUMAABHO €CTeCTBEHHYIO 00CTa-
HOBKY IIPY OCYI]eCTBA@HHH ChEMOK.

He MeHee BaxHO# IIPOOAEMOIT SIBASIETCSI CO3AAHHE
ayAMOBU3YaABHOTO AOKYMEHTa, AOCTYIHOTO M BOC-
TPpeOOBAaHHOTO He TOABKO y4eHBIMU-ITHOrpadpaMu, HO
U ITHPOKUM KPYTOM AIOA€H, MHTePeCYIOIIHXCs ayTeH-
THUYHBIMA (POABKAOPHBIMHU TPAAULMIMH. PoAb 110A00-
HOT'O AOKYMEHTa, 00beAUHSION]ero BO3MOKHOCTH BCeX
TeXHOTPOHHBIX pOPM AOKYMEHTHPOBAHHS G OABKAOPA HA
HOBOM Ka4eCTBEHHO-CMbICAOBOM YPOBHE, BHIIIOAHSET JT-
HOAOTMYECKUI QUADM.

AOKYMEHTAAbHBIN 3THOAOTMYECKUI (PHABM, CHATBIMN
«KaMepOH-TIOCPEAHUKOM>» (MAU — «KaMepOi-y4acTHH-
KOM>>, €CAM O0OPaTHTbCSI K 3AMeYaTeABHO TOYHOMY TePMH-
Hy $paHITy3CKOro KHHOpexuccepa u arHorpada JK. Pymra,
ut. 10 [9, c. 1]), AaeT BOBMOXXHOCTb BUPTYaABHO MOTPY-
3UTHCS BHYTPb TPAAUIIMH, CTaTh €€ HeMOCPEACTBEHHbIM
HaOAIOAaTeAeM, OBITh CONMPUYACTHBIM IIPOHCXOASIIIEMY,
«BXMBe> BOCIPHHUMATDh KPACOTy U YHUKAABHOCTD Ha-
POAHOTO XYAOXKeCTBEHHOTO TBOpuecTBa. Ilop06HOrO
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POAA KMHOAOKYMEHT HECOMHEHHO SIBASIETCS IapaHTOM
MTOAAMHHOCTH (OABKAOPHOro MaTepHasa. Bmecre c Tewm,
coraacumcst B 9ToM ¢ A. [oAOBHEBBIM, «CHATD (Ha BUAEO —
C.2K.) BCIO KyABTYPY TaK 5ke HEBO3MOMKHO, KaK LIEAUKOM €€
onmcars>» [ 10, ¢. 23]. ViMeHHO 110aTOMY BHACOPUKCALHS
He MCKAIOYaeT HCIIOAb30BAHHS BCEX OCTAABHBIX CITOCOO0B
1 GOpM COXpaHEHHUSI HEeMaTePHUAABHOTO KYABTYPHOTI'O Ha-
CACANLI, 1 <CTApbIX>»> U «<HOBBIX>>: «<TOTAABHON CMEHBI
IIMCPMEHHOI'O TEKCTa BUACOPSAOM He IIPOUCXOAUT U He
IIPOM30MAET, TIOCKOABKY Y CAOBA cBOst Muccrsi> | 10, ¢. 30].

BriBopbI

Hrak, gem 6oabure popm duxcanuu OyaeT 3apedt-
CTBOBAaHO Ha COBPEMEHHOM JTalle Pa3BUTHA GpOABKAO-
PUCTHKH, TeM bOAee AAeKBATHOM OyAeT PEKOHCTPYKIIHS
ob11elt KAPTHHBI CYIeCTBOBAHMS Ay TEHTHYHON TPAAU-
IUH 1 BO3SMOXKHOCTD HanbOA€e IIOAHOM pacIuppOBKH ee
TAYOMHHBIX CMBICAOB H KOAOB, ICTOKH KOTOPBIX TEPSIOT-
Cs1 B TAyOHHe BeKOB, HO OKa3bIBAIOTCS HABEYHO 3aIeYaTAe-
HBI — 3aKOAMPOBAHbI — B HEIIOBTOPHMOCTH XyAOXKECTBEH-
HBIX CTHA€H PErMOHAABHBIX U AOKAABHBIX pOABKAOPHBIX
Tpapunuit. CoueTaHne Bcex ¢popM PHKCALUH AAET BO3-
MOYXHOCTb KOMITA€KCHOTO 3aIleYaTAeHUsI POAPKAOPHOM
PeaAbHOCTH, 3 B KOHEYHOM UTOTe — COXpPaHEHHS CHemu-
K0-KyAbMYPHO20 K00, YHUKAABHOTO AASI KXKAOM HaI[UH,
006ecrevnBaOIIero IPeeMCTBEHHOCTD KYABTYp, HX Pas-
HOOOpasye 1 CaMOOBITHOCTD, SIBASIIOLIETOCS FAPAHTOM
HaIJMOHAAPHON UAEHTUYHOCTH.
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Ham npeacraBasieTcs, 4TO CO3AAQHHE MOAOOHOM
MHOTOMEPHO! HEAMHEHON KapTHUHbI 3HAHHS 00 Hcye-
3AI0MIMX TPAAUIIUAX U GOABKAOPHBIX apTedaKkTax B CO-
4eTaHHHU C UX perpe3eHTaljie, MHOTOaCIIeKTHO 1 BCeMHU
BO3MOXXHBIMHU CIIOCOOaMK PUKCHPYIOMIEH HX XyAOXKe-
CTBEHHYIO CIeIMUKY, CTAHET PEaAbHOCTBIO IIPU 00'B-
eAMHEHUH BCeX UMeoMUXCs $opM QUKCALUU B EAUHYIO
1pposyro 6asy AaHHbIX. IIpoBHAYecKOl OKasaAach
UAesl, BbICKa3aHHAsl 9THOMY3BIKOAOTOM O. AAeKceeBbIM
B 1990 1.: «BCSIKO€E H3AAHME, AQXKE ECAU OHO BHIITOAHEHO
Ha ypOBHE BBICIIHX TEOPeTHIeCKHX AOCTIKEHHI CBOETO
BpeMeHH, yCTapeBaeT IIPUMeHHUTEABHO K HOBOMY JTaIly
Pa3BUTHUS KYABTYpPbL VIMEHHO ITO9TOMY CTOAb IIPHBAE-
KATEABHOI IIPEACTABASIETCS UAESL “OTKPBITBIX H3AAHHUIA,
IIPeAyCMaTPUBAIOIIHX CBOETO POAA Pe3epBHbIE 30HBI AAS
TIOCAEAYIOIETO BOCIIOAHEHHS MX Pe3yAbTaTaMH IIpeA-
CTOAIMX TeOpeTHIecKux o6o6mennit> |3, c. 54]. Tax,
ele A0 AHS pPOXKAeHMs BceMupHOI mayTHHBI, Y4eHBIH
O3BYYHA MBICAb 00 OTKPBITBIX M3AAHHSX, KOTOPAs B TO
BpeMsI MOTAQ ITPEACTABAATHCS AUIIb yTYPUCTHIECKON
MeuToil. CeroaHs 9Ta MeYTa MOKET CTaTh PeaAbHOCTDIO:
IIUppoBble TeXHOAOTUH U MIHTepHeT OTKpBIBAIOT IIHPO-
YaNIITHA IPOCTOP AASL PUKCALIUH, COXPAHEHNUS U TPAHCAS-
ITMU Ay TEHTHIHOTO pOABKAOPA M 3HAHUM O HEM, CO3AAIOT
IPEAIOCHIAKH AASL MHOTOMEPHOTO KOMIIAGKCHOTO BOC-
NPUATHS U OCO3HAHUS TIOAAMHHBIX HApOAHBIX XYAOXKe-
CTBEHHDIX TPAAMLIHIL
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INFORMATIVE POTENTIAL OF FORMS OF
FIXATION OF AUTHENTIC FOLKLORE

Abstract

Objective: to characterize the informative potential of traditional and new forms of fixation of authentic folklore
and the role of these forms in preservation the artistic originality of national traditions.

Methods: analysis, synthesis, comparison, generalization, systematization, the method of analogy, cultural-his-
torical method, semiotic method, problem-logical method.

Results: basing on the analysis of scientific literature and on the basis of the presented methods, traditional and
new forms of fixation of authentic folklore were identified (oral, written, material; photo / audio / video documenta-
tion); it was determined that each of the forms of fixation has different informative potential for adequate transmis-
sion of the artistic originality of the material and immaterial forms of national authentic folklore; the necessity of
complex use of all known forms of fixation of intangible cultural heritage with their subsequent integration into a
single digital database is substantiated.

Scientific novelty: the article for the first time explores the informative potential of traditional and new forms
of fixation of authentic folklore and reveals the role of these forms in preservation the artistic originality of national
traditions.

Practical significance: the main provisions and conclusions of the article can be used in scientific, teaching
and socio-cultural activities in addressing issues of preservation of intangible cultural heritage and national folklore
traditions.

Keywords: intangible cultural heritage; traditional and new forms of fixation of the artistic originality of authentic
folklore; diversity and identity of national cultures.
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