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Dear readers,

We are pleased to present to you Issue 5, 2023, of
the scientific and analytical journal Burganov House.
The Space of Culture.

Upon the recommendation of the Expert Council
of the Higher Attestation Commission, the journal is
included in the List of Leading Peer-reviewed Scien-
tific Journals and Publications in which the main sci-
entific results of theses for the academic degrees of
doctor and candidate of science must be published.

The journal publishes scientific articles by lead-
ing specialists in various humanitarian fields, doctor-
al students, and graduate students. Research areas
concern topical problems in multiple areas of cul-
ture, art, philology, and linguistics. This versatili-
ty of the review reveals the main specificity of the
journal, which represents the current state of the
cultural space.

The study of the semantic content and musical
dramaturgy of A. Dargomyzhsky's opera The Stone
Guest is presented in the article “The Transfiguration
of Don Juan. Essays on the Dramaturgy of Alexander
Dargomyzhsky's opera The Stone Guest” by S. Pav-
lova, written for the composer’'s 210th anniversa-
ry. The author analyses the musical work following
the primary source, the little tragedy of the same
name by A. Pushkin, in terms of the authors’ spiritual
worldview. In this case, spirituality is understood
not only as the richness of the inner world but also
as the faith-centric creativity characteristic of rep-
resentatives of Russian culture of the 19th century.

In the article “Main Activities and Specificity of
the Concert Repertoire of Modern Russian Military
Bands”, S.Zubarev explores the main trends in the
development of the concert repertoire of modern
Russian military bands. The author emphasises that
the complexity and multifaceted functioning of mili-
tary band art is obvious at the beginning of the 21st
century. According to the author, military bands in
Russia are the most widespread musical embodi-
ment of military culture, as well as an important el-
ement of military infrastructure that helps maintain
morale. The variety of directions in the development
of a military band repertoire is noted in the article.

Tarlan Rasulov's article “'Leader’s Theatre”: Hey-
dar Aliyev and Stage Art" is devoted to the influ-
ence of theatrical art and acting techniques on the
formation and development of leadership qualities
on the example of the career of Heydar Aliyev, the
national leader of Azerbaijan. The article is based on

an analysis of Heydar Aliyev's life and political ca-
reer, as well as his active role in the development of
theatrical art in Azerbaijan. The results of the study
show that participation in theatre projects and an
active interest in art and culture helped Heydar Al-
iyev develop leadership skills such as communica-
tion, empathy, persuasion and the ability to inspire
others. The article emphasises the importance of
techniques used in the cultural and artistic spheres
in the formation of leadership qualities of managers
and the harmonious development of an individual.

The symbolic component and sacred meaning
of an arch, one of the most common architectur-
al forms, is studied by R. Perelshtein. The author
presents his scientific reasoning in the article “An
Arched Gallery as the Key to the Symbolism of the
Infernal in J. Cocteau'’s Film Orpheus and A. Batal-
ov's Film The Overcoat”. The author believes that
an arched gallery in such iconic films as Orpheus
(1950) by Jean Cocteau and The Overcoat (1959)
by Alexei Batalov is strongly associated with both
a portal to the other world and death itself. Ac-
cording to the author, the architectural space of
the city significantly enhances the romantic theme
of duality in both films.

The article "Trends in the Fine Arts of Tatar-
stan in the 1970-1990s on the Example of Narkis
Ponomarev's Creativity» by R. Ilyasova is dedicated
to the late Soviet period of fine arts in Tatarstan,
a republic with rich avant-garde traditions, which
was characterised by extraordinary intensity of art-
ists’ creative life during the 1970-1990s. The top-
ic is considered on the example of one of the most
original painters of Kazan of the second half of the
20th century — Narkis Ponomarev, who is consid-
ered by the author to be among the unofficial cir-
cle of artists.

In the article “Mythopoetic Model as a Research
Tool for Studying the Mythopoetics of Sculpture of
the 20th-21st Centuries”, E. Bulycheva analyses the
formation of various types of mythological models
and explores the specifics of sculpture mythopoetics.
The author introduces the concept of “mythopoetic
model of sculpture” to denote an artistic structure
that includes figurative and symbolic components
of mythological origin and the expressive means
necessary for their implementation: set and updat-
ed iconographic schemes, traditional and innova-
tive ways of working with materials, etc.

Combining anthropological theories and meth-
ods, as well as analysing and interpreting works of
photographic art, Zhu Yuwen examines how iden-
tity is interpreted, constructed, expressed in culture
and social structure in photographic art, including
through a body image, in the article “Photograph-
ic Art and Anthropology: Decoding the Multifacet-
ed Culture of Corporality”. The author believes that
a body is the most direct and authentic manifes-
tation of identity. Photography, as an artistic me-
dium, makes it possible to show the changeability
and versatility of identity. The article convincingly
proves that the use of anthropological approaches
when analysing the art of photography allows us to
gain a deeper understanding of the cultural, social
and individual meanings embedded in photography.

Zhang Yingye and P.Kozorezenko (Jr.) critical-
ly present the cultural and social phenomenon of
book illustration in China in the article "The Herit-
age and Development of Chinese Traditional Paint-
ing in Modern Picture Books". The authors believe
that the development of picture books in China be-
gan relatively late, and at present, there are only a
few examples of picture books that use elements
of Chinese traditional culture, both formally and in
content. As a result, cultural and historical mean-
ings are not conveyed, are not popularised, and do
not find a real response from readers.

The publication is addressed to professionals
specialising in the theory and practice of the fine
arts and philology and all those interested in the
arts and culture.
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HayuHo-aHanmtnuecknin xypHan
[lom bypraHosa

[1pOCTPaHCTBO KyALTYPSI
#5/2023

Aoporune untatenn!

Mbl pagbl npegctasutb Bam N2 5/2023 HayuHO-
aHanuTn4yeckoro xypHana «/lom bypraHosa. Mpo-
CTPAHCTBO KY/NbTypblI».

Mo pexomeHpaunm dkcnepTHoro coBeta BAK
YKypHan BK/loueH B lNepeueHb BeaylLnX peLeH-
3MpPyeMbIX HayUYHbIX )KYPHa/IoB U U3aHUN, B KO-
TOPbIX A0/DKHBI 6bITb ONY6/1MKOBaHbl OCHOBHbIE
HayuyHble pe3y/bTaTbl AUCCEPTALLMN HAa COMCKaHUe
YyUeHbIX CTeNneHen J0KTopa U KaHAuAaTa HaykK.

B >xypHane ny6ankyroTcs HayyHble CTaTbi BEAYLLINX
CMeumanmncToB pasHbIX FyMaHUTapHbIX 0baactei, AoK-
TOPaHTOB M acnupaHToB. HanpaBaeHns nccnesoBaHmn
KacaroTCs akTyasbHbIX MPo6aem B pa3nnuHbix obna-
CTAX KYNbTYpPbl, NCKYCCTBa, GUNONOTMM U A3bIKO3HAHUA.
B 31Ol MHOTrOrpaHHoCT 0603peHuns NposBKaacL oc-
HOBHas cneuundumka XXypHana, NpeAcTaBAsIOLLLErO CO-
BPEMEeHHOe COCTOsIHME MPOCTPaHCTBA KyAbTypbl.

ViccnesoBaHne CMbICIOBOrO COAepXKaHus 1 My3bl-
KanbHOM ApamaTyprim onepbl A. C. laproMbIXXCKOro
«KameHHbIN rocTb» NpeacTaBaeHbl B ctatbe C. A, MaB-
nosoi «MpeobpaxeHne JoH XyaHa. Ouepku o gpa-
matyprum onepbl A. C. laprombixxckoro «KameHHbIn
rocTb», CO3aHHou kK 210-neTmo komnosntopa. As-
TOpP aHa/M3MpyeT My3blKaNbHOE NPOU3BEAEHWE BCAES,
3a NepBONCTOYHUKOM — OJHOUMEHHOW ManeHbKOW
Tpareguen A. C.TlylWKNHA, C TOUKM 3pEeHUs AYyXOB-
HOro MMpPOBO33pPeHNA aBTOpOB. Noj AYXOBHOCTbIO
B laHHOM C/ly4ae NOHMMaeTcs He TOAbKOo 6oraTcTBo
BHYTPEHHEro M1pa, HO BEPOLEHTPUUYHOCTbL TBOpYe-
CTBa, CBOVCTBEHHAs NPeACTaBUTENAM PYCCKOM Kyb-
Typbl XIX Beka.

C.A.3ybapesB B ctaTbe «OCHOBHbIE HanpaBaeHUs
JeAaTeNbHOCTU U creunduka KOHLIEPTHOTO penepTtyapa
COBPEMEHHbIX OTEYECTBEHHbIX BOEHHbIX OPKECTPOB»
nccaesyet OCHOBHbIE TEHAEHLUNW Pa3BUTUA KOHLEPT-
HOro penepTyapa COBPEMEHHbIX OTeUYEeCTBEHHbIX BO-
€HHbIX OPKECTPOB. ABTOP NOAYEPKMBAET, UTO B Havane
XXI Beka oueBMAHa CNOXHOCTb M1 MHOrOacnekTHOCTb
bYHKUMOHMPOBaHMA BOEHHO-OPKECTPOBOrO UCKYC-
cTBa. [lo MHeHMIo ABTOpa, BOEHHble opkecTpbl B Poc-
UK ABAAKOTCA Hanbosiee MacCoBbIM My3blKaibHbIM
BOMJIOLLEHNEM BOEHHOW KYAbTYpbl, @ TakXXe BaXKHbIM
3/1EMEHTOM BOEHHOW MHPPACTPYKTYpPbl, CNOCOBCTBY-
oMM Nnoagep>kaHnto 6oesoro ayxa. B ctatbe oT-
MeuaeTcs MHOroobpasue Hanpas/eHUNn pPa3BUTUS
penepTyapa BOEHHbIX OPKECTPOB.

Cratbsa TapnaHa PacynoBa ««TeaTp Jlngepa»: leit-
Aap AnveB 1 CLeHMYEeCcKoe NCKYCCTBO» MOCBALLEHa
BAVAHWIO TeaTPabHOIO UCKYCCTBA U aKTEPCKUX Tex-

HWK Ha GOpMUpPOBaHWE N Pa3BUTME ANAEPCKNX Ka-
YecTB Ha NpUMepe Kapbepbl 06LLeHaLNOHaNBHOTO
naepa AsepbaingxaHa lengapa Anvesa. CtaTbs oc-
HOBaHa Ha aHanv3e XM3HW 1 NOINTUYECKOM Kapbepbl
leiigapa AnveBa, a Takxke ero akTMBHOM POV B pas-
BUTUW TE€ATPaIbHOTO UCKYCCTBa B A3epbarigxaHe. Pe-
3y/bTaTbl UCCAEA0BAHNA MOKa3bIBAOT, YTO yyacTme
B TeaTpasibHbIX NPOEKTax N aKTUBHbIA MHTEPEeC K UC-
KyCCTBY M KyabType nomorau Fengapy Annesy pas-
BWTb Takue INAepPCcKne HaBbIKW, Kak KOMMYHUKaL WA,
amMnaTus, ybexaeHne n cnocobHOCTb BAOXHOBAATD
apyrux. CTatba noguepkmnBaeT BaXXHOCTb METOAMK,
NPYMeHAEMbIX B KY/JbTYPHbIX U XyJ0XeCTBEHHbIX
cdepax, B GOPMMPOBaHNM NNAEPCKNX KaueCTB yrnpas-
NeHLEeB 1 rapMOHMYECKOro pa3BUTUA JIUHHOCTU.

CnmBOAMYecKas COCTaBAAOWasA N CakpasbHOe
3HaYeHne apku — OZAHOW U3 pacnpOCTPaHEHHbIX
apxuTekTypHbIX Popm, nccnegosaHa P. M. Mepensb-
WwTeHoM. ABTOp NpeAcTaBAsieT CBOW Hay4Hble pac-
CY>XJeHuns B cTaTbe «ApouyHas ranepes Kak Kty
K cumBovke nHbepHanbHoro B ¢puabmax XK. Kokto
«Opdodeii» n A. batanosa «LnHenb»». ABTOp nonara-
€T, UTO apoyYHas ranepen B TaKUX 3HAKOBbIX JIEeHTaxX
Kak «Opdeir» (1950) XaHa Kokto n «LLnHenb» (1959)
Anekcesn batanoBa yCTOMUMBO accoLMmMpyeTcs Kak
C NoOpTasoM B MHOMMUPUE, TaK U C CAMOW CMepTbHO.
B oboux neHTax, No MHeHWUIO ABTOpa, apXUTEKTYp-
HO€e NMPOCTPaHCTBO ropoja CyLeCTBEHHO yCuamBa-
€T 3ByYaHVe POMaHTUYECKON TeMbl JBOMHUYECTBA.

Cratba P. . MnbscoBoli «TeHaeHUUN n306pazu-
TeAbHOro uckyccrea TatapcraHa 1970-1990-x rr. Ha
npumepe TBOpUecTBa Hapkuca NoHomapesa» nNocss-
LLleHa NO3HeCOBETCKOMY Mepurogy n3obpasntesnbHo-
ro uckyccrea TatapcraHa — pecnybankm ¢ 6oratbiMm
TPaAMLUMAMK aBaHrapga, Kotopas xapakrepusyercs
B 1970-1990-€ rr. HeO6bIYANHOW MHTEHCUBHOCTbBIO
TBOPYECKOW XM3HW XYA0XKHUKOB. ABTOP packpbiBaeT
TeMy Ha nNpvMepe OAHOrO 13 CaMblX CBOEObPa3HbIX
xumBonucues KazaHu BTopoit nosoBuHbl 20 Beka —
H. NMoHoMapeBa, KOTOPbIA NPUUYNCASETCS aBTOPOM
K HeodUnUMaNbHOMY KPYry XyAO0XHUKOB.

E.N. bynbiuesa B cTaTbe «Mundonoatnyeckas mMo-
JeNlb KaK MHCTPYMEHT nccaegoBaHna Mmbonoatnkm
ckynbnTypbl XX-XXI| Bekos» aHanu3npyet ¢opmMmpo-
BaHWe Pa3/IMyHbIX TUMOB MUDONOrMUECKUX MOAeNe
n nccnegyet cneumndrky MMPOno3TUKN CKYAbMTYpPbI.
ABTOpP BBOAMT NOHATME «MUONO3TUYECKas MOAeNb
CKYAbNTYpPbI» AN 0603HAYEHMA XYL0XKECTBEHHOM
CTPYKTYpPbI, BK/KOUaLOLLEN 06pa3HO-CUMBOMYECKNE

KOMMOHEHTbI MUDOSOTUUYECKOTO MPOUCXOXKAEHMS
N HeobXxoAMMbIE AN UX peannsaLmm Bbipasuteb-
Hble CpefCcTBa: CIOXKMBLUMECS W aKTyaNN3MpoBaHHble
nKoHorpadpuyeckme cxembl, TPAAULNOHHbIE N HO-
BaToOpckme cnocobbl paboTbl ¢ MaTepManamMm 1 T. 4.

CoueTas aHTpPOMONOrMYeckne TeEOPUN N MeTOo-
4bl, @ TaKXKe aHaIN3UpPys U MHTePNpeTupys npo-
nsBeseHus dotomnckycctea, Yxy tOMB3HbL B cTaTbe
«®OTOMCKYCCTBO M @aHTPOMNONOTUSA: AeKOAMPOBaHNE
MHOFOFPaHHON Ky/IbTypbl TEJIECHOCTU» paccMaTpu-
BaeT, kak B GOTONCKYCCTBE NHTEPNPETUPYETCS, KOH-
CTPYMPYETCS, BblpaxaeTcs B KyNbType U COLManbHOM
CTPYKTYpPE UAEHTUUYHOCTb, B TOM UMC/IE U Yepes N30-
bpaxkeHne Tena. ABTOp nosaraet, Uto Teso ABASETCS
Hanbosiee HermoCPeACTBEHHBIM 1N ayTEHTUYHBIM MPO-
ABNEHNEM NAEHTUYHOCTU. PoTorpadums, Kak xXyso-
KECTBEHHOE CPeACTBO, aeT BO3MOXHOCTb NoKa3aTb
nepemMeHYMBOCTb U MHOTOTPaHHOCTb UAEHTUYHOCTU.
B cTatbe ybeanTeNnbHO J0Ka3bIBAETCS, UTO NPUMEHe-
HVe NOAXOA0B aHTPOMOAOrN NPU aHaN3e UCKYCCTBa
doTorpadum nosBonseT rnybxe NOHATL KYJbTYPHbIE,
coumanbHble U MHAMBUAYasbHbIE CMbIC/bI, 3a/105KEH-
Hble B doTorpadum.

YUxxaH NHbe 1 IN.T1. KozopeseHko (MJ.) B cTaTbe
«Hacneave v pa3Butme KUTaCKON TPagnLMOHHOM
>KUBOMUCK B COBPEMEHHOM KHUXKE-KaPTUHKU» KPU-
TUYECKM OCBELLAOT KYAbTYPHbIV 1 COLManbHbIl de-
HOMEH KHUXHOM nantoctpaummn B Knutae. ABTopbl
CUMTALOT, UTO Pa3BUTUE KHUXKKUN-KAPTUHKKN B KnTae
HayanoCb CPaBHUTENBHO MO34HO, U B HAaCTOALLUIA
MOMEHT €CTb BCEFO HECKOJIbKO MPUMEPOB KHUXKEK-
KapTUHOK, B KOTOPbIX UCMO/b3YHOTCA 3N1EMEHTbI KN-
TaNCKOW TPagULMOHHOW KybTypbl, Kak GOopMasbHO,
TaK U Mo cofep>kaHuto. B pesynbrate — Ky/bTypHble
N UCTOPUYECKME CMbIC/bI HE MepeaatoTcs, He nomny-
NAPU3YIOTCA U HEe HAaXOAAT PeasbHOro OTKAMKaA Y Ym-
TaTenen.

N3paHue agpecoBaHo npodeccroHanam, cneum-
anmsnpyrowmmcs B 061act Teopun U NpakTUKm
n306pa3unTenbHOro MCKyCCcTBa U duionoruy, a Tak-
e BCEM, KTO MHTepecyeTcs BONpocamMm UCKYCCTBa
W KYAbTYpbl.



DOI: 10.36340/20716818-2023-19-5-10-43

Svetlana A. Pavlova

Ph.D. in History of Arts

Assistant Professor

Music History Department

The Gnesin Russian Academy of Music
e-mail: hymnography@yandex.ru
Moscow, Russia

ORCID: 0000-0002-1042-0397

THE TRANSFIGURATION OF DON JUAN
ESSAYS ON THE DRAMATURGY
OF ALEXANDER DARGOMYZHSKY'S OPERA
THE STONE GUEST
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OF THE COMPOSER

ESSAY ONE

The essays on A.Dargomyzhsky's opera The Stone Guest
are not quite usually named - "The Transfiguration of Don
Juan”, to understand the image of the protagonist. The
problem of semantic content and musical dramaturgy of
this experimental and absolutely brilliant phenomenon
of Russian musical theatre are addressed in the study.
Namely, an attempt was made to study Dargomyzhsky’s
recitative opera following the primary source, the little
tragedy of the same name by A.Pushkin, in terms of the

We begin our essays on the dramaturgy of Dar-
gomyzhsky's opera The Stone Guest with the word
“transfiguration”, which, in Orthodoxy, denotes the
goal of human life — transfiguration or deification.
Alexey Osipov, Doctor of Theology, Professor of the
Moscow Theological Academy, Full Member of the
Russian Academy of Natural Sciences, says the fol-
lowing about the church feast of the Transfigura-

1. Cited from: Stepanoval.V. "It Was a Great Gift" / Let's Play
from the Beginning. Da Capa al Fine. 28.02.2013. https://
gazetaigraem.ru/article/11382 Date of access: 14.02.2023.
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“First, we must write for God, and then for the ladies”

’

A.Dargomyzhsky'

authors’ spiritual worldview. In this case, spirituality is un-
derstood not only as the richness of the inner world but
also as the faith-centric creativity characteristic of repre-
sentatives of Russian culture of the 19th century. The re-
search perspective reveals a lot of new information in a
seemingly familiar work.

Keywords: Transfiguration, Don Juan, The Stone Guest,
recitative opera, melodic recitative, musical dramaturgy,
A.Pushkin, A.Dargomyzhsky.

tion: “Transfiguration... This is the glory to which
every person is destined according to one's desti-
ny, according to the very idea of the divine crea-
tion of man: 'You are all sons of God and daughters
of God’2. The Feast of the Transfiguration shows to
what light and greatness a person is destined by
one’'s being”, and then he asks a question to which
he answers, “what must happen to a person in or-

2. John Chrysostom, Archbishop of Constantinople. Collection
of Works. 2" ed., St. Petersburg, 1902. V. 10. P. 378 (Epistle
to the Galatians 2:26).

der to be transfigured? It is the most important
question of human life: how is human transfigura-
tion achieved? It is achieved, of course, by living a
virtuous life...”3.

At this point, | will stop quoting and, before ap-
plying the words about the “virtuous life” to the im-
age of Don Juan, | will make a small digression. It
concerns “the confrontation between scientific and
theological approaches to understanding and the
explanation of what is happening”“. Without delving
into the history of the issue, | will only note the op-
era works of the 19th century in Russia, which were
created in the context of the spiritual worldview of
their authors — a worldview that was nourished and
supported by the Orthodox faith; however, it was
studied mainly in a different context. As is known, in
post-revolutionary Russia, the idea of faith-centric
culture was erased from official science, which thus
received the status of atheistic one. "Methodolog-
ically, it was expressed in the introduction of the
so-called ‘principle of exclusion of the transcenden-
tal’>. In the article “The Evil and the Good of the
20th Century (Historical Heresy)"”, Genrikh Gruzman
writes: “According to Lenin’s analytics and corre-
sponding terminology, there are two irreconcilable
movements in art: realism (socialist direction) and
mysticism (bourgeois direction). In this line of art
movements, mysticism is seen as having no rela-
tion to reality”®. Nevertheless, cultural monuments
of the 19th century, which testified that realism and
mysticism are not “irreconcilable” but form a sin-
gle creative phenomenon, continued to be studied.

The definition of this unity, spiritual realism, was
created at the turn of the 21st century. As a direc-
tion of creativity, spiritual realism is associated with
the most pressing ideological questions about the
invisible causes of visible reality, about the "inter-
nal” and “external” person: “according to one of the
most important principles of Christian anthropolo-
gy, a human being has two hypostases — one facing
the earthly and the other facing the heavenly, tran-
scendental. The first is called the outer person, the

3. OsipovA.l. "On the Feast of the Transfiguration of the Lord.”
https://yandex.ru/video/preview/16285533639603820722
Date of access: 14.02.2023.

4.  BratusB.S. "Psychology and Spiritual Experience” / Chris-
tian Psychology in the Context of a Scientific Worldview. Ed.
by B.Bratus. Moscow: Nikea, 2020. P. 438.

5. Ibid.

6.  GruzmanG.G. "The Evil and The Good of the 20* Century
(Historical Heresy)" / Topos Literary and Philosophical Journal,
29.06.2012. https://www.topos.ru/article/ontologicheskie-
progulki/zlo-i-blago- xx-go-veka-istoricheskaya-eres-0 Date
of access: 14.02.2023.

second — the inner person». Literary scholars were
among the first to use the term “spiritual realism” “as
an indication of the special nature of realism, gravitat-
ing toward Orthodoxy, of the 19th century writers"®.
Also, it is fair to talk about the “special character of
realism” of Russian musical theatre. Glinka, Dargo-
myzhsky, Mussorgsky, Tchaikovsky, following Pushkin,
Gogol, Dostoevsky, Chekhov, testified to the ongo-
ing tectonic shift of those who must be in harmony
with the layers of human life — external and inter-
nal. By all means possible for the opera genre, our
outstanding compatriots warned about the reason
for the current situation, which they saw as a viola-
tion of the root system of human personality — in
the devaluation of its divine component.

To date, sufficient evidence has accumulated
about the need to coordinate scientific research
with the “transcendental” content of the phenom-
ena being studied. Scientists from various research
fields — physicists, mathematicians, philosophers,
philologists, historians, musicians®, have spoken and
continue to talk about this. “What brought me into
theology was the controversy surrounding the Chris-
tian Trinity,” says one of the founders of astronautics,
physicist and mathematician, academician of the
Russian Academy of Sciences, B. Rauschenbach. “As
a person of science, the trinity was incomprehensi-
ble to me, | wanted to refute this seeming absurdi-
ty. However... the concept of the Trinity turned out
to be logically flawless. Thus, in thinking about the
Trinity, | was essentially doing maths” . Philosopher
A.Losev (in monasticism — Andronicus) states: “Di-
alectics is aimed at creating not just a philosophi-
cal system but an ‘absolute mythology’ that affirms
mystical life in the Church, the basis of which is the
communication of divine energies to man through
prayer and sacraments” ".

7.  Christian Thought: Sociology, Political Theology, Cultural
Studies. Volume V. St. Petersburg: Novoie i Staroie Publish-
ing house, 2005. P. 18

8. AlekseevA.A. "The Gospel Text and the Christian Type of
Spirituality in Russian Realism Literature” / Classical Litera-
ture and Religious Discourse (Problems of Axiology and Po-
etics). Issue 2. The Evolution of Forms of Artistic Conscious-
ness in Russian Literature. Ekaterinburg: Publishing house of
the Ural Federal Gorky Institute, 2007. Pp. 223-234.

9. A large number of statements about the unity of scientific
and religious views are collected in the book: Great People
Talk about Faith. Moscow: Volniy Strannik Publishing house
of the Pskov-Pechersky Monastery. P. 112.

10. Rauschenbach B.V. "Logic of the Trinity” / Questions of Phi-
losophy, 1993. Pp. 62-70.

11.  Ermishin O.T. Philosophy of Religion. Concepts of Religion in
Foreign and Russian Philosophy. Textbook. Moscow: PSTGU
Publishing House, 2009. P. 224.
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These are the words of scientists of the 20th cen-
tury who worked in the profession and led a rich
spiritual life in the conditions of official scientific
atheism. Today, there are no documented barriers
to research in accordance with the gospel meaning
of things, be they works of art or phenomena of the
physical world 2. The scientific-theological approach
has a reason to become the most important in the
development of Russian thought about man and
their achievements. “The Gospels have become the
basis of all Russian literature,” summarises Profes-
sor A. Uzhankov, the author of “the theory of liter-
ary formations” and presenter of the scientific and
educational lecture course Spiritual Foundations of
Russian Literature. “If geniuses think energetically,
why shouldn’'t we, following them, think brilliant-
ly?" — Professor V. Medushevsky educates musi-
cians on the author’s “theory of the intonational
nature of music”, which is based on the concept of
synergy, that is, the interaction of divine and hu-
man will. The catechesis of musical theatre, which
marked the heyday of this art form in Russian cul-
ture of the 19th century, is discussed in this study,
which is part of the author’s course of lectures: The
Gospel in the Monuments of Russian Opera: Glinka,
Dargomyzhsky, Mussorgsky, Tchaikovsky.

Explaining methodologically the return of faith-
centric scientific thinking, Doctor of Psychology,
Corresponding Member of the Russian Academy
of Education, Professor of Moscow State Universi-
ty, Boris Bratus writes: “The way out of the age-old
confrontation and division is now seen, firstly, in
the assumption of synchronicity of movement at
different levels of existence... Secondly, and this is
the main thing, in the assumption of the hierarchy
of these levels, where it is the mystical, theological
that determines the meaning and order of what is
happening” 3. According to this understanding of
the spiritual content in the system of science, the
essays about The Stone Guest offered to the read-
er are constructed. The theme of the hero’s trans-
figuration is considered as an organising one in the
literary and musical dramaturgy of Dargomyzhsky's
opera, which is consistent with the attitude towards
the composer’s creative work. “Dargomyzhsky is in-

12.  On the current Constitution in comparison with Soviet laws
on religion, the first of which on the separation of church and
state was adopted in 1929, see: https://ru.wikibrief.org/wiki/
Soviet_anti-religious_legislation Date of access: 14.02.2023.

13. BratusB.S. "Psychology and Spiritual Experience” / Chris-
tian Psychology in the Context of a Scientific Worldview. Ed.
by B.Bratus. Moscow: Nikea, 2020. Pp.439-440.
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teresting for his attitude to faith, which we know
nothing about,” says researcher of the composer’s
work, Doctor of Art History, Professor Irina Stepano-
va, "in general, the question of the faith of the Rus-
sian classics of the 19th century is a giant blank spot
in our musicology. It is known that throughout al-
most his entire life, Dargomyzhsky gave singing les-
sons to professional and non-professional singers,
and that he was a great admirer of the ladies and
said: ‘No, friends, you need to write only for ladies’.
However, this phrase has never been quoted in its
entirety, and yet it sounds like this: ‘First, we must
write for God, and then for the ladies’. And this au-
thor's statement must be investigated.”

Act One
THOUGHTFUL DON JUAN

“He rebelled against the opinions of the world/
Alone, as before...”

M. Lermontov

Now, we return to the question of “what must
happen to a person in order to be transfigured?” .
We find the answer in the words of the main char-
acter, Don Juan: “... of debauchery / | had long been
an obedient student, / But from the time | saw you,
/ It seems to me that | have been completely re-
born. / Having loved you, | love virtue / and for the
first time | humbly bow my trembling knees before
it.” Alexander Pushkin absolutely accurately explains
the “virtuous life”, the goal of which is transfigura-
tion or “rebirth” and it is achieved by overcoming
passions through virtues'. Let us note right away
that such understanding of the image of Don Juan
places the work of Pushkin and, after him, the op-
era of Dargomyzhsky outside the established Euro-
pean tradition of understanding the plot, in which

14. Stepanoval.V. "It Was a Great Gift" / Let's Play from the Be-
ginning. Da Capa al Fine. 28.02.2013. https://gazetaigraem.
ru/article/11382 Date of access: 14.02.2023.

15. Lermontov M.Y. Death of a Poet. Detailed lllustrated Com-
mentary. Moscow, Prospekt, 2023. P. 9.

16.  Osipov A.l. "On the Feast of the Transfiguration of the Lord.”
https://yandex.ru/video/preview/16285533639603820722
Date of access: 14.02.2023.

17.  This explanatory monologue of Don Juan is absent in the
text of the opera; however, the idea expressed is embod-
ied. A. Dargomyzhsky worked on the text of the tragedy ed-
ited by V.Zhukovsky. More about this: RuchevskayaE. A.,
Sukhova L. V., Goryachikh V. V., “Pushkin in Russian Opera.
The Stone Guest by Dargomyzhsky. The Golden Cockerel by
Rimsky-Korsakov.” Second edition, corrected and expand-
ed. St. Petersburg: Kompositor. 2012. | thank Y. Vasilyev, Ph.D.
and Associate Professor of the History of Music Department
of the Gnessin Russian Academy of Music, for indicating the
source.

the main character appears as an unrepentant vil-
lain (whose atrocities have a comic tone).

The modern reader knows different interpreta-
tions of the image of Don Juan, collected under one
“roof”, from the novel The Three Don Juans by G. Apol-
linaire 8, a Polish-French poet of the turn of the 20th
century. At one time, the direction of our work was
determined by the observations of A. Akhmatova, “the
best expert on Pushkin”, who treated the poet's per-
sonality and work “with care, insight, and depth” ™.
Akhmatova dedicated a special article to the small
tragedy The Stone Guest, where, in attention to the
poet’s diaries and letters, she expressed the idea of
the author’s interpretation of the plot®. Considering
the peculiarities of interpretation and the autobio-
graphical essence of changes in the image of Don
Juan, Anna Akhmatova quoted the poet: “Pushkin,
who just got married, writes to Pletnev: ’l... am hap-
py... This state is so new to me that it seems that
| have been reborn’ (XIV, 154-155)"2",

In correlation with the musical content of the op-
era, Anna Akhmatova's conclusion is confirmed and
clarified by the unexpectedly vivid unanimity of words
and music. In general, as already mentioned, Dar-
gomyzhsky follows the highlighted dramatic idea.
Turning to the "metaphysical language of Pushkin”,
we will outline the main states that accompany Don
Juan on the path of transfiguration??. In the second
act, it is happiness: "I am happy,” Don Juan exclaims,
“l am ready to sing, | am glad to embrace the whole
world!”. In the third act, it is love: “| am Don Juan,
and | love you!”. “Happiness” and “love” testify to
the spiritual path that the hero goes through with
Donna Anna —it is she who accompanies Don Juan
in the second and third acts. In the first act, which
will be discussed in this essay, in addition to Donna
Anna, there are two other female characters — In-
eza and Laura. The desired definition on the path of
the hero’s “rebirth” is here taken from the main text
to the level of remarks. We are talking about the au-

18. I thank Ph.D. T. Maslovskaya for indicating the source.

19. Evaluation of the research activities of A. Akhmatova by
B. Tomashevsky. See: Vladimirova L. B. “To Anna Andreevna
Akhmatova — the Best Expert on Pushkin” / Clausura Liter-
ary and Publicistic Educational Journal. 08.03.21

20. Akhmatova A. A. “The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977.

21. Ibid. pp.89-109

22.  Onthe metaphysical language of A. Pushkin, see: Akhmato-
vaA.A. "Adolphe by Benjamin Constant in the Works of
Pushkin” / Pushkin: Annals of the Pushkin Commission / ed.
Y. Oksman; Academy of Sciences of the USSR. Institute of
Literature. Moscow; Leningrad: Publishing House Academy
of Sciences of the USSR, 1936-1941.5; V. 1

thor's reference to the memory of Ineza: "Don Juan
(thoughtfully)". It is known that the poet did not tol-
erate direct edification in the word, or an open mor-
alising tone; thus, a “remark” is exactly the thing that
can turn out to be a spotlight. What happens to the
hero in the first act and what does “thoughtfulness”
have to do with it?

In its entirety, what is happening to Don Juan is
explained by the patristic tradition, namely the idea of
certain stages of a person’s spiritual life. In the book
The Ladder of Paradise by St.John, abbot of Mount
Sinai, written in the mid-7th century and which is a
general Christian guide to the “virtuous life”, thirty
steps are listed. The highest of them is love. Howev-
er, in order to approach the heavenly ladder at all, let
alone step on it, it is necessary to meet the following
condition: “The spiritual life of someone who does
not have at least a little itching in his soul is impos-
sible: my inner world, my morals are not what they
should be, | am not satisfied with this state of mine.
And | see why: | do not treat people the way | should;
| commit actions that prick my conscience... A person
who does not feel that he is not the one he should
be (although he does not know exactly what, but he
feels)... this person is not capable of taking the path
of transfiguration.”

What a thought: “...who does not know exact-
ly what he should be but feels that he is not the
one...". "Feels...". Perhaps this is why Pushkin makes
Don Juan a poet, which we first learn from Leporel-
lo, who jokes that Don Juan's fantasy will complete
everything else after seeing Donna Anna’s “narrow
heel”; then Laura talks about this, saying the name
of the author of the songs she performed — Don
Juan; and, finally, the main character calls himself
“an improviser of a love song”?*. Why is this neces-
sary: to make Juan a poet? | remember the words of
M. Tsvetaeva: "What am | doing in the world? —I'm
listening to my soul”?>. That is, a poetic gift empha-
sises a person’s ability to "hear”, “think”, or “feel” that
something is not as it should be. Pushkin calls this
“something” — “fatigue” (sinfulness): “... there is a lot
of evil in a tired conscience,” says Don Juan in the

23. OsipovA.l. "“The Beginning and Stages of Spiritual Life.”
Part 1 MDA, 2010.10.04 https://www.youtube.com/watch?v=
14n-GarL6jc Date of access: 14.02.2023

24. Akhmatova A. A. “The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977. Pp. 89-109. Anna
Akhmatova points to the poetry of Don Juan as an autobi-
ographical trait of the hero in relation to the author of the
tragedy.

25. Tsvetaeva M.I.Unpublished. Notebooks. In 2 volumes.
V. 1.1913-1919. P. 87.
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small tragedy The Stone Guest...; "go to sleep, tired
soul,” says Ratmir in the words of N. Kukolnik, written
“in the spirit” of Pushkin, in M. Glinka’'s opera Ruslan
and Lyudmila; both love sensual pleasures; both are
poets; women manage to bring both of them out of
their "tired” state: Gorislava brings out Ratmir, Don-
na Anna brings out Don Juan; however...

Before stepping onto the ladder of virtues follow-
ing Donna Anna, Don Juan experiences a state that is
a necessary condition for the beginning of spiritual
life, that is, a state of search, reflection, a feeling that
something is not as it should be, a feeling of “fa-
tigue of conscience”, and, therefore, “thoughtfulness”.
| quote A. Osipov: “Do not be surprised that | repeat
and talk about this so much since people usually do
not pay attention to it. And this is precisely the be-
ginning». And we will not be surprised by the dram-
aturgy of the opera, in which half of the time (the
entire first act) is devoted to discovering "thought-
fulness” in Don Juan. This hero's state is associated
not only with the image of Donna Anna but also with
other female and male characters in the opera. If we
speak in the language of drama, it indicates the en-
tanglement of the action, including the musical one.

In music, Don Juan’s «thoughtfulness» is ex-
pressed by the birth of memorable melodies. It would
seem that there is nothing surprising: melody in the
conditions of a homophonic-harmonic musical style
is a natural phenomenon. However, in an opera as
unusual in musical form and content as The Stone
Guest, melodization is perhaps the most striking
idea of musical dramaturgy. What is this connect-
ed with? Let us make another brief digression, this
time related not to the methods of studying opera
but to the peculiarities of its composition.

Having rejected the stereotypes of the opera
genre with the established number structure of the
musical action, a libretto text specially compiled for
each number, a complete musical form and content
(affect) and so on, the composer was faced with the
need to re-shape the musical space and the logic of
musical expressiveness. This led Dargomyzhsky to
such a creative solution as "melodic recitative” . If
we look for parallels in the history of opera, we can
recall the so-called accompanied recitatives (recita-
tivo accompaniato), which were called upon to show
a doubting hero, uncharacteristic in baroque aes-
thetics; that is, a state in which it is impossible to

26. Dargomyzhsky A.S. Selected letters. Vol. 1 / The introduc-
tory article and edited by prof. M. Pekelis. Moscow: Muzgiz,
1952. P. 76.
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stop at an aria of a certain affect. As is known, the
number of accompanied recitatives was strictly lim-
ited; they were the exception rather than the rule?.

The creative search of Dargomyzhsky also turned
out to be connected with the instability of the char-
acters of opera heroes. In Russian music, M. Glinka
was the first to encounter the changeable content
of an image. Already in his second opera Ruslan and
Lyudmila and most of all in the symphonic overtures
to N.Kukolnik's tragedy Prince Kholmsky?®, Mikhail
Glinka was interested in the changing, that is, in mo-
tion, spiritual life of a person. Following the authors
of the literary primary source of his works — Push-
kin and Kukolnik, he proposed different trajectories
of movement towards the ladder of virtues: ascend-
ing — in the image of Ratmir; a variable one with a
starting, ending and culminating point at the top —
in the image of Ruslan; descending but including
repentance in the finale —in the image of Prince
Kholmsky %°.

The attention to the variability of the “inner man”
discovered by Glinka determines the creative quest
of Russian composers of subsequent generations.
Spiritual truth sounds differently for each of them.
M. Mussorgsky's “Solon'’s truth” consists of the char-
acters of the heroes, each of whom, without excep-
tion, finds himself at the mercy of “gossip”, that is,
the replacement of good with evil3°. P. Tchaikovsky's
“Fate” is in the terrible predominance of the “outer
man” over the “inner man”. By getting confused in
definitions and, as a result, not fighting the evil with-
in oneself, a person irretrievably loses life — this is
how the reality of time is seen in the works of Rus-
sian composers, Glinka's followers.

On the path outlined by the teacher and another
one, Alexander Dargomyzhsky proposed his solution,
which allowed his statement to achieve the necessary
expressiveness and become a professional guide for
future generations: “I'm trying something unprece-

27. LutskerP.V., Susidko|.P., ltalian Opera of the 18 Century.
In 2 Parts, Part 2 "The Age of Metastasio”. Moscow, 2004.
P. 768.

28. On catechesis of the opera genre in the works of M. Glin-
ka, see: Pavlova S. A. “The Gospel in the Monuments of Rus-
sian Opera: M. Glinka, Ruslan and Lyudmila." St. Petersburg.
Abstracts of the conference for the 100t anniversary of the
birth of E. Ruchevskaya, St. Petersburg, Publishing House of
St. Petersburg State Rimsky-Korsakov Conservatory, 2022.

29. Ibid

30. PavlovaS.A. “The Truth in M. Mussorgsky's Operas: Critical
Realism or Missionaryism?” / Research Article, 2020. Manu-
script, 0.9; “The ‘Crackling’ and ‘Real’ Truth in M. Mussorg-
sky's Tragic Operas Boris Godunov and Khovanshchina.” Re-
search Article, 2020. Manuscript, 1.5

dented: I'm writing music for the scenes of The Stone
Guest as they are, without changing a single word.
| want the sound to directly express the word..."®'. The
result of “something unprecedented” was the “me-
lodic recitative” so called by the composer himself; it
allows one to follow the change in the spiritual state
of the hero without conventions, instantly respond-
ing to his every emotion, to every thought. How is
this achieved through musical means? Returning to
the question of musical dramaturgy, let us look care-
fully at the melodic-recitative “canvas” of the opera.

“We all know well how speech differs from sing-
ing; however, we are less aware of the borderline,
transitional forms that are closer to one or the oth-
er. Declamation (from the Latin declamatio), an ex-
ercise in oratorical pronunciation, implies a certain
musicality of speech, mastery of sounds of various
pitches.” 32 Dargomyzhsky was fond of the principle
of musical speech, which, due to the special seman-
tic content in certain places of the poetic source,
became melodic speech — a melody. Let us repeat
that melodization in The Stone Guest is directly re-
lated to dramaturgy, that is, to the “thoughtfulness”
of the hero in the first act, and then to the develop-
ment of the image in the following acts. The more
Don Juan “wonders"” in the direction of “virtuous life”,
the more melodious the recitative sounds, leading
to expressive, memorable melodic cues. These are
precisely the cues — short-term flashes that illumi-
nate the space of the recitative opera. In the first act,
they can be counted; in the second and third, it is
more difficult to do this due to the increase in me-
lodic density of the musical fabric, which, in musical
language, indicates the transfiguration of the hero.

Each of the melodic cues has the potential of an
aria; thus, we will talk about them as musical themes
(this definition will be corrected in the next essay).
In each theme, the states necessary for the author
are filled with intonation, supported by harmony
and form. As for the form, in the continuous musical
movement of The Stone Guest, most of the themes
are given a form of a free sequence; it allows one to
focus on one thought —that is, to “wonder”, and, at
the same time, allows the possibility of improvisa-
tion. As for intonation and harmony, they are born
at the intersection of mode tonal inclinations — dia-
tonic and chromatic. The correlation between the ex-

31. Dargomyzhsky A.S. Letter to L. Karmalina Dated July 17,
1866. / Selected letters. Moscow, Muzgiz, 1952. P. 65.

32. Rytsareva M.G. “Musical Recitation” / Article in the Musical
Encyclopedia. Moscow, 1976.

pressive components of musical images truly shows
the changeability of the characters’ spiritual life, the
interdependence of the characters, the responsibili-
ty to each other and, what is very important, the re-
sponsibility in the face of the same highest principle
for all. What is this highest principle?

The Theme of “Joyful Stability of Being”

Let us make the assumption that all musical imag-
es of the opera grow from a general musical and se-
mantic idea. How else can we interpret the reliance
on descending thirds, spaced apart by an ascending
second and harmonised diatonically if not as a gener-
al thematic idea? It seems possible to transfer V. Me-
dushevsky's definition to the designated musical and
semantic formula and call this the theme of “joyful
stability of being”. The musicologist speaks about the
“joyful stability of being” in connection with the ten-
dency towards tonality, that is, tonal thinking, which,
according to Viyacheslav Medushevsky, is a sign of faith-
centric creativity  for composers of the 20th century.
In the case of Dargomyzhsky, the composer of the 19th
century who initially wrote in the major-minor tonal
system, the source of the musical “stability of being”
turns out to be... the sound of bell ringing.

This idea was brought to us by the identity of the
melodic idea common to all the heroes of the opera
The Stone Guest with the theme of the work Blagovest
by modern composer Alexandra Pakhmutova, who
managed to combine the ringing of all the bell towers
of the city of Ples with a symphony orchestra in the
performance of her composition 34! How? The theme
of Blagovest is nothing more than the descending
melodic thirds we have already mentioned, spaced
from each other by an ascending second in diaton-
ic harmonisation. It is precisely this setting that is
characteristic of the type of “good news" bells, which
received the same name as the Gospel?®. Gospel is
translated as «good news». The good in Orthodoxy

33. V.Medushevsky calls a pronounced sense of tonality, as a
system with a tendency towards the stable function of tonic,
“joyful stability of being”. Cited from: Medushevsky V. V. "The
Prophetic Beginning in Music: Creative Work of Prokofiev.”
Speach at Christmas readings, Music section. Moscow State
University, January 26, 2017. https://www.musnotes.com/v-
v-medushevsky/Medushevsky4/ Date of access: 14.02.2023.

34. Pakhmutova A. N.Blagovest / Concert by the Volga. Dedica-
tion to the Russian Province» —Russia 1. 17.06.2023. https://
smotrim.ru/video/2634315 Date of access: 17.06.2023

35. For more information about tuning bells and the musical
features of bell ringing in general, see: Gorkina A. N. "Musi-
cal Organisation of Traditional Bell Ringing”, Ph.D. disserta-
tion: 17.00.02. Moscow, 2003. P. 156
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is God. In church life, the ringing of church bells calls
the congregation to worship, reminding them of the
need to "fulfil the Gospel”3®.

In the stage space of the opera The Stone Guest,
the bell ringing, which forms the basis of the theme
of “joyful stability of being”, turns out to be the
spiritual reality toward which the opera characters
are oriented and with which their musically expressed
actions and thoughts are correlated. The birth of
melodic cues of all characters in correlation with
this musical and semantic formula allows us to de-
termine by ear which of the characters and to what
extent “...are itching in the soul...".

In its pure form, the idea of “joyful stability of
being” is characteristic only of Donna Anna, whose
appearance in the first act outlines the future, as
theology says, “symphony” or “synergy” ¥, that is, a
meeting of mutually directed energies that is saving
for a person: one’s own will and divine grace (Anna
means good). The sequential idea and diatonic in-
clination in Donna Anna'’s theme are complement-
ed by a genre of church origin — chorale. There are
two main versions of the heroine’s theme: instru-
mental and vocal.

The instrumental version precedes the Monk's
cue: “Oh, here she is...". Slow chord inversions of tri-
ads with descending thirds in the upper voice "e-cis
/ fis-d” begin a harmonic movement towards a full
turn in A-dur [Example 1]. The theme finds its me-
lodic version in the words of the Monk: “Now Donna
Anna must arrive...". Here two thirds are placed at
the beginning and end of the sequence. They pass
at the height “g-e... /... a-f” and, taking into account
the harmony in the instrumental part, can be con-
sidered as the beginning of an expanded full turn
in C-dur [Example 2].

Thus, the theme of “joyful stability of being” is
based on a pair of thirds, corresponding to the melody
of bell ringing and harmonised as the beginning of a
complete harmonic turn (T-S-D-T). This musical idea
is recognizable in the characteristics of each character
to varying degrees. The table shows the conventional

36. The "fulfilment of the Gospel” is often spoken of in liturgi-
cal hymnography, that is, in hymns to the saints. “Fulfilling
the gospel” means living life like Christ.

37.  V.Medushevsky explains the content of works of musical art,
the quality and structure of musical matter by synergy. See:
Medushevsky V. V. “Creation of the Unprecedented.” https://
www.musnotes.com/v-v-medushevsky/Sotvoreniye/ Date of
access: 14.02.2023.

BersenevaT.P. “Category of Synergy in the Theological Tra-
dition” / Omsk Scientific Bulletin No. 4 (111). Omsk. 2012.
Pp. 116-119.
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names of the musical themes that we identified in the
“melodic recitative” of the first act [Table I]. We will
conditionally call the segments of continuous action
associated with each of the three heroines — Ineza,
Donna Anna, Laura, “scenes” and consider the high-
lighted themes in relation to each other and in their
relation to the organising musical idea.

We should note that in most themes, the bear-
ing diatonic thirds of the “joyful stability of being”
are placed in conditions of expanding major-minor
chromatic reality. This kind of violation of the gos-
pel involves not only the main character, whose im-
age is somehow related to every character and every
topic. An important role in the fate of Don Juan him-
self and the fairer sex, by whom he is surrounded, is
played by male characters. It should be noted that
each female person is given an accompanying per-
son by the author of the tragedy and after him by
the composer. The first of them is Ineza’s husband,
whose name the author does not state, being con-
tent with the definition of “a harsh scoundrel”. The
second one is Donna Anna’s husband, killed by Don
Juan; he is presented not only by name (Don Alvar
de Solva) but, above all, in accordance with his offi-
cial position in the knightly order —the Command-
er. The third one is Laura’s passionate admirer, the
Commander's brother, Don Carlos. The main charac-
ter's relationships with all the listed “male and female”
persons become the reason for his “thoughtfulness”
and influence the “rebirth” of Don Juan.

Memories about Ineza Scene

In the continuous flow of the musical action,
Dargomyzhsky highlights the scene of memories
about Ineza, which Pushkin noted with a special re-
mark “thoughtfully”, with a certain form and even
genre — a nocturne, close to a triple part, with its
characteristic rich instrumental part. It is in the in-
strumental part that Ineza’s musical themes are
formalised. Considering the speechlessness of the
heroine, who had departed to another world by
the time Don Juan remembered her, this solution
is the most truthful; it accurately reflects the dra-
matic situation and gives special expressiveness to
the “scene”. In addition, turning to a genre aimed
more at contemplation than at the effective mani-
festation of feelings, the composer emphasises the
hero's state of “thoughtfulness”.

What is Don Juan thinking about? About love
and beauty, about life and time. The lines contain-

FIRST ACT

FIRST SCENE

Scene: Memories about Ineza
The theme of Don Juan’s return
Instrumental theme at the beginning of

the first scene

The theme of comparison with the
"beauties there”

Vocal-instrumental theme on

Don Juan's words "the last Andalusian

peasant woman..."

Ineza's theme (nocturne)

Instrumental theme in the first part (dur-
ing Don Juan's words: “Poor Ineza! She’s
gonel!...") and in the reprise of the noc-
turne (during Don Juan’s words: “I've

never seen such a look... ")

The theme of Don Juan’s love
Vocal theme on Don Juan’s words: “/
found wonderful pleasantness in her sad

gaze.."

Ineza’s iliness theme

Instrumental theme in the middle part
(during Don Juan’s words: “In July. At
night. Wonderful pleasantness...") and
in the reprise of the nocturne (dur-

P

ing Don Juan’s words: “.. like a sick
woman” and “her husband was a harsh

scoundrel")

Table 1

Scene: Donna Anna's appearance
The theme of one who is coming to-

wards (chorale)
Instrumental theme after Leporello's

words: "Who is coming to us..."

The theme of Don Juan's walk
Instrumental theme (during Leporello's

words: "We're having a walk here")

Donna Anna's theme (chorale) or “joy-
ful stability of being"

Vocal theme on Monk's words: “Donna
Anna should arrive now”; Instrumental
theme during Monk's words: “Oh, and

here she is.."

The theme of Monk’s evaluation of
Don Juan
Vocal theme on Monk’s words: “Disso-

lute, unscrupulous, godless Don Juan..”

The theme of “rumours/lies” about
Don Juan
Instrumental theme (during Don Juan's

words: “Why, why are you lying..")

The theme of Don Juan'’s return
Instrumental theme at the end of the

first scene

SECOND SCENE

Scene: Date with Laura
Laura's Theme (dance)
Instrumental theme at the beginning of

the second scene

Laura’s songs based on Don Juan'’s po-
ems
“Grenada is dressed in fog.., "I am here,

Inezilla”

The theme of Don Carlos’s edifications
Vocal-instrumental theme on Don Carlos's
words: “There are still six years around

"

you...

The theme of “lies/rumours” about Don
Juan

It breaks down into two themes:

- date theme

Vocal theme on Laura’s words “Come,
open the balcony..”;

Instrumental theme in the finale

- theme of Don Carlos
Vocal-instrumental theme on Don Car-
los's words “I am Don Carlos!”;

Instrumental theme in the finale

The theme of Don Juan’s loneliness
Instrumental theme after Laura’s words

“But it’s not his fault..”

The theme of one who is coming to-
wards (chorale)
Instrumental theme in the finale with the

thematic idea of “joyful stability of being”

ing these words are poetically highlighted by mu-
sical cadences, in which the melodic intonation of
the tritone and the harmonic stop at the interrupt-
ed turn are remembered at a distance: “There is no

"non

life in them! Everyone is wax dolls...”, “"How much
| loved her!”, “It seems you didn’t find her beauti-
ful...”, "l found out too late...". In the scene Mem-
ories about Ineza, each concept is supplemented

with new meaning.

Let us start with the hero’s usual attention to fe-
male beauty. As evidenced by the dialogue with the
Monk in the scene of Donna Anna's appearance,
beauty for Don Juan is an external phenomenon.
Only after receiving assurances from the Monk that
“even a saint cannot help but recognize her won-
derful beauty”, Don Juan expresses a desire to talk
with Donna Anna— "l would like to talk to her”. At-
tention to such a transitory quality as external beau-
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ty, the inconstancy of which is pointed out to Laura
by Don Carlos — “How long will you be young —
five or six years”, reveals Don Juan to be a seeker
of "pleasures”. However, he does not hide it, unlike
Don Carlos, who combines a dishonest date with a
decent moral lesson...

With such a superficial attitude towards beauty,
what could have interested Don Juan in “Ineza the
Black-Eyed” if there was so little beauty in her that
even Leporello “did not find her beautiful”?

The Spanish grandee turns out to be more sensi-
tive than his servant; he highlights not only the black
colour of the eyes but the “truly beautiful look” of
his beloved: "And really. There was little truly beau-
tiful in her. Eyes, just eyes, and a look. | had never
seen such a look before...". A special attitude to-
wards the look indicates a shift in attention from
the physical to the spiritual content of beauty: “vi-
sion belongs to a common category of spiritual im-
ages, apparently due to its connection with light” 3.
Next to Ineza (Ineza, Inessa — translated as pure, im-
maculate), Don Juan "although he didn't know for
sure yet, he just felt” attention to spiritual beauty as
close as to physical beauty. Moreover, Ineza’s "tru-
ly beautiful” look transformed her external flaws —
“sad look”, “deadly pale lips”, “a quiet voice, like an
ill person’s”. Don Juan says: “Wonderful pleasant-
ness | found in her sad gaze and deadly pale lips.
It is strange». The “true beauty” of the look, com-
bined with the “little beautiful” appearance, seems
strange to him.

Ineza's beauty, which no external features can
interfere with, is evidenced by the musical and po-
etic solution of the middle part of the nocturne of
memories. Reinforced by the genre nature of the
romance, the title poetic line "Wonderful pleasant-
ness | found...” brings to mind the masterpiece of
love poetry by Pushkin and Glinka, associated with
the glorification of the “genius of pure beauty”. The
state in which the hero is presented is the “awaken-
ing of the soul”; it has come to him: “The awaken-
ing of the soul has come! And then you appeared
again...". The sensitive ear of researcher Y. Vasily-
ev caught a relationship with the Waltz-Fantasy of
Glinka and the "“Tatyana Sequence” of Tchaikovsky
in the melody "Wonderful pleasantness | found...".
These musical associations have an alarming conno-

38. Ryken L., Wilhoit D., Longman T., Dictionary of Biblical Im-
ages: Eyes, Eye, Vision / St. Petersburg: Bible for Everyone,
2005 (GUP Tip. Nauka). P. 1423.

39. Y.Vasiliev. Review of the article “The Transfiguration of Don
Juan..." by S.Pavlova. 09.09.2023. Manuscript. 0.7.
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tation, which is understandable in the scene Memo-
ries about Ineza: the beloved with whom the hero’s
“awakening of the soul” is connected was no longer
alive#®. The musical and poetic theme of the mid-
dle part of the memoirs can be called the theme of
Don Juan'’s love despite the limitation in the form
of the word "pleasantness”.

The theme of love does not appear immediately.
The hero listens for a long time to the instrumen-
tal sequence of chromatically inlaid nocturne thirds:
the wavering intonations seem to reveal the image
of Ineza in his memory (see Example 5). Only then
melodic intonation is born, slowly covering the ro-
mance sixth [Example 3]. The soulfulness of the ro-
mance so softens the instrumental part that it makes
one doubt whether the chromatic element belongs
specifically to Don Juan (which would be logical for
the seemingly negative role of the main character).
It is not admiration of chromatic inlay but warm hu-
man intonation that characterises his attitude to-
wards his beloved! Here, the definition of “merciful”
(Juan in translation is merciful) is more applicable
to the image of Don Juan versus the opinion “de-
praved”, proclaimed about him more than once in
the first act.

It would be wrong to even speculate about Don
Juan’s love in connection with this topic if the hero
himself did not think about the content of this
most important phenomenon. The middle part of
the nocturne with the revelation described above
arises in response to the question that the hero
asks himself: “How | loved her!”. The poetic line
contains an exclamation mark. In the music, there
is a question, expressed by an interrupted cadence
and a hidden tritone in Don Juan's part [see. Ex-
ample 4]. There is really something to think about.
How did Don Juan love Ineza that she had been
killed by her husband?

In the song "I am here, Inezilla”, once composed
by the hero himself and performed by Laura in the
second scene of the first act, Don Juan quite clearly
answers the question posed. The beginning of the
love improvisation with the last letter of the Rus-
sian alphabet (s means / in English) is significant.

40. The similarity of the theme I found a wonderful pleasure”
with the Waltz-Fantasy also leads to the finale of M. Glin-
ka's opera Ruslan and Lyudmila, namely, to the melody of
the choir “Ah, Lyudmila, no grave, the dear princess, must
take you". On the semantic intersections in the music of the
choir from the opera Ruslan and Lyudmila and the theme of
the Waltz-Fantasy, see: Alkon E. M. “Scherzo (Waltz-Fantasy)
as a Mirror of Time: on the Way to Understanding Glinka" /
Music and Time. 2012. No. 2. Pp. 11-13.

The hero sings mainly about himself: “I'm here, In-
esilla... filled with courage, wrapped in a cloak, with
a guitar and a sword, I'm here under the window...
With a guitar, I'll wake you up... With a sword, I'll
put down... I'm here, Inezilla”. This song from the
past, with a proud emphasis on the second beat of
a three-beat metre, does not quite fit into the cur-
rent, especially clearly indicated by the composer in
the middle part of the nocturne, romance state of
the hero — “"thoughtful”. How can a person whose
beloved has died be called loving, merciful, and sin-
cere? Why was “a guitar and a sword” not enough
this time?

Because the understanding of love turned out
to be insufficient! The gospel meaning, preached
in Russian opera by Glinka, consisted in the under-
standing of love as the salvation of a loved one,
even to the point of being ready to give one’s life*'.
Laura’s song “I'm here, Inezilla” speaks, on the con-
trary, about the hero’s self-attention, which did not
allow him not only to notice the beginning of his
own transfiguration but, most importantly, to save
his beloved. From whom did she have to be saved
if not from Don Juan himself? The composer, fol-
lowing the poet, places responsibility for the ruined
life of Inezilla not only on the main character. It is
indicated by the music, namely the two instrumen-
tal themes of the nocturne. It is as if Ineza comes
to life in them and wordlessly “tells” about her fate.

The heroine’'s musical confession begins in the
instrumental part of the nocturne during Don Juan'’s
words “Poor Ineza! She is already gone!”. The dia-
tonic melody of the theme is associated with the
bell “stability of being”: it is based on the memora-
ble diatonic figuration of a quarto with a descend-
ing third. Formed by sequential repetition with a
step to an ascending second, two thirds: “e-d-c... /
f-e-d...” functionally correspond to a plagal turn, no
matter in what key we consider this fragment: C-dur
or a-moll. The harmonic bass “gis” in combination
with the described melodic figurations forms a dis-
sonant harmony: whole tone on the words "Poor
Ineza!” and reduced on the words “She is already
gone!”. The parade of unstable consonances of the
first theme ends with a cadence highlighting the he-
ro's already familiar appeal to himself, "How | loved
her!” [Example 4].

41. PavlovaS.A. "The Gospel in the Monuments of Russian Op-
era: M. Glinka, Ruslan and Lyudmila.” St. Petersburg. Abstracts
of the conference for the 100" anniversary of the birth of
E.Ruchevskaya, St. Petersburg, Publishing House of St. Pe-
tersburg State Rimsky-Korsakov Conservatory, 2022.

The second instrumental theme is presented in
the middle part of the nocturne. It is against this
background that the romance revelation of Don Juan
is born. It also consists of a pair of thirds; howev-
er, they are connected not by an ascending but by
a descending second step; they are not filled with
diatonic intervals in the tonality but are inlaid with
chromatics [Example 5]. Let us repeat that the most
convenient reason for the distortion of diatonics in
Ineza's second theme and intonation could be the
participation of Don Juan: however, if it was not for
the direct indication of the "author” of chromati-
cisms in the reprise of memories. The beginning of
the reprise, that is, the return of the first instrumen-
tal theme of the nocturne, is highlighted by the po-
etic line "I have never seen such a look”.

The reprise of the nocturne is dynamized by the
transformations of melodic thirds on the words “and
her voice was quiet and weak like an ill person’s”.
Here the first diatonic theme seems to be turned
inside out and turns into the second — chromat-
ic, known to us from the middle part of the noc-
turne. It occurs when increasingly larger intervals
are gradually included in the melody. As a result,
the movement from the initial third “ais-g-fis-lais”
reaches the seventh “e-g-fis-le” and stops at the
octave “fis-fis”, emphasising the words “like an
ill person’s”. At this moment, the theme receives
not only octave doubling but the chromatic “face”
"fis-f-e-es-d” [Example 6]. It is now clear that the
second theme of the memories is mainly related
to Ineza's illness. It marks the culmination of the
reprise and, therefore, of the entire nocturne of
memories.

Having just sounded in a high register on the
words “like an ill person’s”, the theme of Ineza's
illness is repeated in the bass with the words “and
her husband was a harsh scoundrel”. Now, the or-
igin of chromaticism in this topic is clear. Dargo-
myzhsky, following Pushkin, places responsibility for
the ruined life of Inezilla not so much on the pro-
tagonist but on Inezilla's husband who treated his
wife during her lifetime in such a way that her lips
were “deadly pale”, her gaze was “sad”, her voice
was “quiet and weak like an ill patient’s». Such vio-
lations of Ineza’s "true beauty” were noted by Don
Juan as “strange”; however, in idle admiration of
“pleasures” they were not comprehended with due
attention. Don Juan understands this only now, when
“she is no longer there” and comes to a disappoint-
ing conclusion: “I found out too late” [Example 7].
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Don Juan's awareness of his responsibility, which
consisted in the fact that he missed the time to
save the person who had directed him on the path
of salvation, is very important for the dramatur-
gy of the protagonist's image. Despite the signif-
icant emphasis of the authors of The Stone Guest
on the image of Ineza’'s husband, the hero himself
does not absolve himself of guilt: “I found out too
late”! In the next two acts of the opera, Don Juan
will find himself in a similar situation of choosing
between the usual trivial promises with which he
nourished Ineza — "if the old one wakes up, | will
put him to death with a sword”, and decisive actions
to save his beloved. In the case of “poor Ineza”,
“the old one” woke up. Don Juan was not nearby
with the sword. The "harsh scoundrel” punished
his unfaithful wife with death. Pushkin punished
Don Juan with “thoughtfulness”. Dargomyzhsky
expressed «thoughtfulness» in music.

It seems important that the protagonist's
“thoughtfulness” is a quality that is not acquired
during the act but is inherent in him from the very
beginning. It is an absolute condition for interest in
the character on the part of the authors of the work.
The poet and the composer do not show Don Juan
in all the power of the notorious “atheism”; they do
not realise the picture of evil in the work. Although
such a tendency existed in European romantic op-
era and, over time, penetrated into some works of
Russian musical theatre2. It is not important in The
Stone Guest. Pushkin and Dargomyzhsky show the
hero truthfully; however, from the very first steps, he
is set on the path of “rebirth”. In the well-known Eu-
ropean story about Don Juan, the authors’ evangel-
ical thinking noted precisely this saving opportunity
for a person significant for a faith-centric worldview.

Strictly following the dramaturgy of the poet-
ic source, Dargomyzhsky opens the first act, and,
therefore, the entire opera with Don Juan’s story
about exile from which the hero has just, literally
before our eyes, returned. It turns out, the feeling
that “something is not as it should be" gripped the
hero even in exile; already there, Don Juan could
not be the same since, in “the beauties there”, he
was looking for what he had found in Ineza — "truly
beautiful» spiritual beauty. The music of the story of
exile also leads to the image of Ineza. Here, for the

42. Inthe history of opera, there are such works, including in Rus-
sian music, where entire acts were devoted to the descrip-
tion of charms, beauties and charmers. For example, Mlada
by N.Rimsky-Korsakov, The Fiery Angel by S.Prokofiev, etc.
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first time, an expressive melodic third is born in the
part of Don Juan, foreshadowing the theme of “joy-
ful stability of being” as the main binding idea of
the musical action [Example 8]. This happens when
the “last Andalusian peasant woman” is mentioned,
in whose image Inezilla is guessed (as Akhmato-
va® writes, on the basis of drafts of the tragedy).
In the first instrumental theme of memories, both
the pitch “e-d-c” and the tonality of this vocal rev-
elation in C major/a minor is preserved.

Let us pay attention to the “metaphysics of po-
etic language”, that is, to the words with which
“godless” Don Juan expresses what happened to
him in exile. Comparing the "beauties there” with
the "last Andalusian peasant woman”, the hero ex-
claims: “Thank God! | soon realised —/ | saw that
it was a sin to deal with them —/ There is no life
in them, they are all wax dolls”. Correlating the plot
of Pushkin’s little tragedy with the work of J. G. By-
ron, Akhmatova calls England the place of exile:
“What a land! And the sky? Just like smoke»*4. The
seriousness of Don Juan's conclusion makes us
think about a more «transcendental» dimension
of events. What kind of exile is this in which the
meaning of life is revealed to a person: in its ex-
ternal manifestation alone, “all are wax dolls”, it is
assessed by the hero as sin as well as the absence
of life — “there is no life in them"?! In music, Don
Juan’s conclusion is highlighted by a memorable
interrupted turn and a tritone in the melody [Ex-
ample 9], anticipating similar solutions of cadences
in a three-part nocturne of memories. It becomes
clear that the hero’s life seems to be reassembled
around his thoughts about love and the death of
his beloved.

Thus, in the scene of memories about Ineza, the
hero "thinks” about the meaning of beauty, the
meaning of love, the meaning of life... and death,
which concerns not only men fighting with swords
but also pure and immaculate women. "“Death —
rough, cruel, ugly, which he witnessed — brought
him face to face with the eternal, absolute values
that he carried within himself but which were al-
ways asleep in him, inactive, untouched...”*. Don
Juan talks about “sin” which he correctly defines as
“the absence of life"... Thus begins the hero's re-
turn to the places from which he was expelled —

43. AkhmatovaA. A. "The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977.

44. Ibid.

45. Anthony of Sourozh, Metropolitan. Proceedings. 2002.
P. 1080.

the Gospel or Madrid, whichever level of content is
more to your liking.

Scene: Donna Anna’s Appearance

We talked about the chorale theme of Donna
Anna as the bearer of the idea of “joyful stability of
being” at the very beginning of the essay [see Ex-
ample 1 and Example 2]. Let us tell about the top-
ics related to Don Juan. The main character, for a
known reason, hides his name. His question “Donna
Anna de Solva? Really? The wife of the command-
er who was killed by whom | don’t remember?.."
is immediately continued by the Monk, who not
only names the killer but gives a moral assess-
ment of the hero standing in front of him: “a de-
praved, unscrupulous, godless Don Juan”. Don Juan
hears his name not from himself but from others.
However, his name is supplemented with a neg-
ative assessment, which, as will be revealed later,
turns out to be unexpected for the hero. How is
the musical theme of the Monk’s assessment of
Don Juan composed?

Even with such intense content of the poetic
text, the melodization of the Monk’s recitative part
is based on the diatonic descending thirds known
to us. They follow after a pause, one after the other,
marking each step of the free sequence ascending
by a second. The violation of diatonicity occurs due
to the harmonic appearance of d-minor, which re-
moves the ascending repetition of thirds from dia-
tonic calm and gives the hidden forward movement
of the upper voice the character of whole-tone pen-
tameter "f-g-a-h-cis”. Whole tone is revealed with
the last step of the sequence, which marks the me-
lodic peak “cis” just at the moment of pronouncing
the name of Don Juan. [Example 10].

The theme of the Monk’s assessment of Don
Juan makes a strong musical impression. It is not
only connected with the theme of “stability of be-
ing” but also connects other ideas that are found
in the hero's part separately from each other. For
example, the ascending direction of a melodic
line. It is memorable from the very beginning of
the act, when the hidden vocalisation "a-b-c-d-
es-f” confirms the hero’s determination to return
to Madrid: “If only | didn't meet the king himself
/ but, by the way, I'm not afraid of anyone in Ma-
drid!” [Example 11]. In this and other similar cas-
es, the rise of intonation testifies to the hero’s
determination.

Don Juan is also accompanied by a musically ex-
pressive idea, which a listener familiar with the mu-
sic of the opera The Stone Guest usually associates
with the characteristics of the otherworldly image
of the Commander. It turns out that increased and
decreased consonances are common in Don Juan's
part. For example, the application of augmented
triad and diminished triad sounds in the theme of
"Poor Ineza”, already known to us, which is the ba-
sis of the nocturne of memories [see. Example 5];
augmented triad can be heard in the name of Don
Juan in Laura’s address to the hero who climbed
onto her balcony [Example 12]. Also, this sound high-
lights other moments of tension in the action with
the participation of the main character.

Collected together in the theme of evaluation of
Don Juan, musical ideas would seem to give spe-
cial weight to the Monk’s statement . However,
it does not prevent the main character from disa-
greeing with the ideas of others. Please note that
only the accompanying characters call Don Juan
“depraved, unscrupulous, godless”. In the first act,
it is the Monk and Leporello; then Don Carlos and
Laura. The hero himself not only “thinks” but pro-
tests against such “rumours” about himself. When
Leporello, who “deliberately” joined the Monk’s
opinion, concludes: "All these libertines should be
put into one bag, and into the water...", Don Juan
exclaims: "Why, why are you lying?”. His indigna-
tion is accompanied by an instrumental sequence,
which we, focusing on the hero’s words, call the
theme of “lies” or, as Leporello says, “rumours”
about Don Juan¥’.

The musical content of the theme of “lies/ru-
mours” about Don Juan allows us to recognize the
main spreaders and even suggest the reason for the
occurrence of the “rumour”. It is not without reason
that this theme, as well as the theme of the Monk's
assessment of Don Juan, contains musical ideas that
point not only to the main character. The theme of
“lies/rumours” about Don Juan consists of two com-
ponents [Example 13]. On the one hand, these are
melodic descending triads, repeated with a sequence

46. At the melodic peak of the theme —the “cis” sound, on the
way to a full functional turn to d-minor, there is a stop at
the dominant, which requires resolution. Thus, the affirma-
tive sound of the poetic text — “dissolute, unscrupulous,
godless Don Juan”, acquires an interrogative meaning and
awaits confirmation or refutation

47. "Lies"—the meaning of the word “rumour” in the Complete
Church Slavonic Dictionary by archpriest G. Dyachenko: Dy-
achenko G., archpriest. Complete Church Slavonic Diction-
ary. Moscow: Otchiy Dom Publishing House, 2001. P. 314.
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step down a second. On the other hand, these are
broken arpeggios with tritones highlighted in the se-
quence links. The latter is not only the musical equiv-
alent of the “lies” that so outraged the protagonist
but also points to the author of the accusations. He
turns out to be Laura’s would-be lover— Don Carlos,
the Commander’s brother. It is with such a broken
melodic line, highlighted by accents, that he voices
his name, challenging Don Juan in Laura’s chambers:
“I am Don Carlos” [Example 14].

Don Carlos's attitude towards the main character
completely coincides with the version of the Monk we
know. The Commander’s brother himself witnessed
this among those gathered in the actress’s house:
“Your Don Juan is an atheist and a scoundrel...”. In
the theme of the Monk’s assessment of Don Juan, as
we remember, the elder brother of Don Carlos, the
murdered Commander, left his mark — the whole-
tone character of the ascending melody. Why is the
obvious violation of the “stability of being” in both
considered themes about Don Juan carried out by
means of musical expressiveness, leading to the im-
ages of the de Solva brothers?

Akhmatova wrote that Pushkin hid from the read-
er the reason for the duel between Don Juan and
the Commander“8, The musical dramaturgy built
by Dargomyzhsky reveals a hidden meaning that
is important for understanding what is happening.
In this case, the music "knows” more than the po-
etic text, which gives an unambiguously impartial
assessment of the main character — "depraved, un-
scrupulous, godless”. The music contains not only
the question of the fairness of such an assessment
of Don Juan and not only it indicates the source of
the assessment — “rumour” formed under the in-
fluence of the de Solva brothers, but also guesses
the reason for the formation of the “rumour” and,
ultimately, the reason for both duels of the pro-
tagonist — with the Commander and his brother
Don Carlos.

“Whatever evil you see, know that it is from envy...
It has long been the cause of many evils... This dis-
ease has distorted everything and corrupted the
truth... Nowadays envy is not considered a vice, which
is why they do not care about getting rid of it...” .
“The root and beginning of envy is pride. The proud,
since he wants to rise above others, cannot tolerate

48. Akhmatova A. A. "The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977. Pp. 89-109.

49. John Chrysostom, Archbishop of Constantinople. Collection
of Works. 2" ed., St. Petersburg, 1902. V. 8. Pp. 435, 432.
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anyone being equal to him, and especially above
him...”%0. Don Carlos claims Laura’s love, knowing
that she is in love with Don Juan. Who is he fight-
ing for in a duel — for his brother, for his mistress,
or against Don Juan? The commander hides his wife
from others. “He kept Donna Anna locked up, none
of us saw her,” Don Juan will say, and in subsequent
actions, he will clarify: “he brought empty treas-
ures to the feet of the goddess...". Who is he fight-
ing for in a duel —is it not for the attitude towards
the wife that is in solidarity with “stern scoundrel”
husband of Ineza, who, in obedience to her moth-
er, married him: "my mother told me to give my
hand to Don Alvar..."?

In the scene of Donna Anna’s appearance, we
are faced with an unexpected reason for the hero's
“thoughtfulness”. He reflects on the assessment that
society gives him, while society itself is the bearer of
vices "and does not care about getting rid of them”.
In contrast to the generally accepted tradition of
positively assessing male characters, Pushkin and
after him Dargomyzhsky suggest “thinking” about
their negative role in the fate of the main charac-
ter and heroines; thinking about the role of judg-
es who pronounce a final and irrevocable verdict,
while they themselves — both the de Solva broth-
ers and Ineza's “harsh scoundrel” husband — ap-
pear as nothing more than Pharisees — personified
symbols of the discrepancy between “internal” and
“external” person».

It is impossible to overestimate the significance
of the identified themes in the tragic fate of the lit-
erary hero, understanding the role that "apprecia-
tion” and “rumour” played in the life of the opera’s
authors. “A poet’'s dead — entrapped by honour,
Felled by slanderous rumours spread — A bullet in
the breast, with vengeful anger, He bowed at last
his noble head. His soul could not endure the le-
gions Of trifling insults and their shame, He stood
against the world'’s opinions, Alone, as always”, ex-
claimed Lermontov in the poem “On the Death of
a Poet”. In the lines of the tragedy The Stone Guest,
the poet imprinted his own fate with such clarifica-
tions that did not allow the work to be published*".

50. Maslov loann, archimandrite. “Symphony Based on the Works
of St. Tikhon of Zadonsk.” Appendix to the master's thesis
«St. Tikhon of Zadonsk and his Teaching on Salvation». Za-
gorsk, 1981. V. 1-5. P. 773.

51. "It is known that Pushkin, when submitting his poems for
publication, always tried to eliminate all hints that could help
get to reality.” Cited from.: Shchegolev P. E. From the Life and
Work of Pushkin. St. Petersburg, 1931.

The Stone Guest is the only small tragedy that was
not published during the poet’s lifetime . In secular
society’s coverage, the name of Alexander Pushkin
acquired a vivid negative connotation even in his
youth during his first exile — to the south.

Scene: A Date with Laura

“Come, open the balcony...” — a picture of a
quiet southern night with an unusually transpar-
ent theme of a date (in which, instead of Don Juan,
Don Carlos first participates) seems to be inspired
by the memories of the poet’s youth, when, in love
with a beautiful Polish woman — the star of Odes-
sa secular society, he “spent the nights under ... the
balcony, disturbing dreams with serenades...” or, as
Laura sings about it in the song “Grenada Dressed in
Fog”, “in silent elation, in the embrace of passion”,
“time” and "worldly worries” were forgotten...> The
result of ardent love was a trail of rumours which
not only influenced the young man'’s relationship
with his family (most of all, with his father) but also
put him in opposition to the state; they appeared,
if necessary, throughout the poet's entire life >*! The
shadow of betrayal, embodied in the personal and
political “slanderous rumour” that haunted him, falls
over the poet's entire work and is directly related
to his own death in a duel*.

The theme of “evaluation” and “rumour” can be
called a cross-cutting theme in Pushkin’s works. In
The Stone Guest, the second scene of the first act,
with Laura placed at the centre, is devoted to this
topic. Secular genre character distinguishes the im-
age of Laura from the start of the act. A sparkling
instrumental theme accompanies the artist's dance
[Example 16]. The thirds familiar to us “jump” in it;
the syncope (the concurrence of the Polish mazurka
metric and the features of the Spanish seguidilla or
jota does not seem to be an accident here) throws
the second third higher than expected by two tones
“d-b / g-es”. “The stability of being” is diatonic; how-
ever, it is disrupted by the heroine’s arrogance (Lau-

52. Akhmatova A. A. “The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977.

53. Don Juan’'s words from Act Il of the opera.

54. Vladimirova L. B. “To Anna Andreevna Akhmatova — the Best
Expert on Pushkin” / Clausura Literary and Publicistic Educa-
tional Journal. 08.03.21

55. For example, in the story Blizzard, A.Pushkin writes: “[Bur-
min] seemed to be of a quiet and modest disposition, but ru-
mour averred that he had once been a terrible scapegrace”.
/ Dictionary of the Russian Language: In 4 volumes / RAS,
Institute of Linguistic Research; Ed. by A. Evgenieva. 4*" ed.,
Moscow: Russian language; Polygraphresursi, 1999.

ra in translation means crowned with laurel, that is,
glory). How not to recall: “Before he loved the games
of glory / And he burnt with a thirst for death...” .

However, not everyone will hear arrogance in the
flow of idle time. Judging by some of the themes
of Laura and Don Juan, they were once related pre-
cisely by idle frivolity. We mean the proximity of
two themes: one, which we have just described, is
the instrumental theme of Laura’s dance [see. Ex-
ample 16], which opens the second scene; the oth-
er is the instrumental theme of Don Juan's walk,
which took shape in the first scene as a cover for
the heroes’ idly "walk” near the monastery. We call
it the theme of the walk since it accompanies Lep-
orello’s words “We are walking here”, in which the
resourceful servant, with a fictitious story turning
into deception, found how to explain their pres-
ence with the owner at the walls of the monastery
to the Monk [Example 15].

Idle Don Juan is known to us not only for the
theme of the walk but also for his, let us say, pre-exile
attitude towards Ineza — “you came here, and | kept
the horses in the grove” (Leporello), which did not
allow the hero to recognize in time the danger that
threatened his beloved. This was Don Juan — Laura'’s
hero, her “friend and flighty lover”, who previously
loved “... games of glory / And burnt with a thirst
for death. / A slave of merciless honour, / He saw his
end close, / In duels, firm, cold, / Meeting the fatal
lead. / Perhaps, immersed in thought, / He remem-
bered that time, / When surrounded by friends, /
he noisily feasted with them...”>”. Now the “noisy
feast” passed without him. Don Juan appeared to
Laura at the most inopportune moment, when she
was left alone with Don Carlos. More precisely, she
left Don Carlos with her: "You, crazy one, stay with
me. | like you; you reminded me of Don Juan...".

The image of Laura is not simple. Idleness, sup-
ported by arrogance and respect for one's own inter-
ests ("What's good is good!”, Laura notes to herself
Don Juan's desire to find her in Madrid first of all),
is complemented by a passion for freedom-loving
recitations that make Laura related to the poet’s
Odessa friend: “And far away, in the north, in Paris,
perhaps the sky is covered with clouds..."? Let us
pay attention to the leading chromatic component
in the melody and harmony of the revolutionary ep-

56. Pushkin A.S. The Prisoner of the Caucasus / Works in three
volumes. V.2. Moscow.: Khudozhestvennaya Literatura Pub-
lishing house, 1986. Pp. 3-23.

57. lbid.
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isode [Example 18]. At the same time, the predom-
inant importance of the musical units of “stability
of being” in most of Laura’s “melodic recitatives” is
surprising: literally every melodic wave of her part
starts from the third chain. What is most memorable
is Laura’s call to Don Carlos, on the basis of which
a kind of arioso of the heroine is formed; it has al-
ready been discussed: “Come, open the balcony...".

Let us call this inviting, memorable theme the
date theme [Example 17]. It is born very close to
the one that Rachmaninov will compose in the
romance “Lilac”. The purity of the thirds played
out by the triad penetrates into the very heart,
as if calming — "how quiet the sky is..."” (compare
with Rachmaninov — "it is good here..."). The fa-
miliar descending thirds are woven into the mel-
ody at the beginning and end, as was the case
with Donna Anna. Harmonic harmonies are also
woven from them. How can there be a recitative
episode sympathising with the revolutionary love
of freedom next to such a bright melody? This is
Laura — behind the external image (“how qui-
et the sky is!") you cannot see the internal (“the
sky is covered with clouds”). Can she be trusted:
“How many times have you cheated on me in my
absence!.. Tell me...".

A version of the heroine’s dance theme from the
beginning of the second scene sounds as an “an-
swer” to Don Juan’s question. This "answer” turns
out to be very close to the instrumental theme of
the Snow Maiden from the opera of the same name
by Rimsky-Korsakov, who, as you know, worked a lot
on the orchestration of the opera The Stone Guest.
This kind of musical similarity (even if it arose years
later) suggests Laura as a creature with a cold heart,
that is, one who does not know how to love. Perhaps
she received the corresponding professional status
in the dramaturgy of the plot— an actress since she
only plays love: her “words flow as if they were born
not from slavish memory but from the heart”. During
the «answer», Don Juan «looks into her eyes». In ad-
dition to dancing, Laura’s eyes reflect him and Don
Carlos, whom he had just killed. This can be heard in
the music where elements of the theme of Don Juan'’s
walk are superimposed on Laura’s dance theme, and
the idea of a broken melodic movement from the
theme of Don Carlos’s slandering of the main char-
acter is partly manifested [Example 19].

Music brings Laura together with Don Carlos
also during the theme of “lies/rumours” about
Don Juan. The enlightened tertian theme of the
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date, discussed above, is consistent with the first,
diatonic triad element of this theme. Let us recall
that the second, "negative” element is the chro-
matic theme of Don Carlos. So, do the “rumours”
about Don Juan develop in the combination of
the themes of Laura and Don Carlos? But Laura,
on the contrary, protects her “fickle lover” from
the attacks of her brother Commander, and Juan’s
“friends” gather at her place. However, the meet-
ing with friends, in her opinion, would not be de-
sirable for the hero who had returned from exile
without permission: “*So good that you showed up
one minute later! Your friends had dinner here...».
Such friends... It is in Laura’s circle, it is among
“friends” that an opinion about Don Juan arises
and is expressed; this is the secular environment
for the formation of “lies/rumours”.

And what about the actress herself? She “correct-
ly understood her role” and, defending Don Juan in
front of her friends, finding herself alone with him,
expresses a condemnation, the authors of which
are the de Solva brothers: “A scapegrace... the dev-
il... damned... his eternal tricks... and he is not to
blame...". Don Juan first tries to justify himself, and
then simply remains silent. The music speaks for
him. It indicates that the image of Laura makes the
hero "wonder”. In the instrumental part, in response
to Laura’s conclusion “and he is not to blame...”, a
theme is born that is close to the protagonist’s rev-
elation from the third act, where he addresses Don-
na Anna, who does not believe in his love: “Tell me
to die, I'll die!” Tell me to breathe — I will... only
for you!”. It turns out that next to Laura, whom he
“came to look for in Madrid”, Don Juan has no one
to “breathe” and “die” for. The music indicates that
the hero is lonely! In Laura, he does not find what
is vitally important — the good content, which, af-
ter meeting Ineza, he tries to discover in the beau-
ties accompanying him.

Perhaps that is why the instrumental theme of
Don Juan’s loneliness, which we are talking about
now, has similarities with the theme of Ineza's iliness.
Just as in the case of the “Andalusian peasant wom-
an”, the reason for the chromatization of the hero-
ine’s theme was the "harsh scoundrel” husband; in
the case of the Spanish grandee, the reason for the
chromatization is... a woman who does not know
how to love. The theme is built at the height of the
expressive remark about the "Andalusian peasant
woman” (as it sounded in Don Juan's story about
the exile at the beginning of the first act) but with a

“painful” alteration “es—d—cis...”, delays in the melody
and singing of the first step [Example 20]. A similar
replica, but at a different height "f-e—es...", escorts
the embracing couple “to the side room" [Example
21]. The downward movement of the melody with
elements of alteration is not a random combina-
tion of sounds but the theme of Don Juan’s lone-
liness, now growing not only from the comparison
of Ineza with the beauties “over there” but also with
those here.

The finale of the first act, when, according to the
stage directions, Don Juan "embraces” Laura "and
both go into the side room”, is marked by a climax
in the instrumental part. A battle between oppos-
ing thematic entities is literally taking place here.
The first is a repetition of the tritone theme of Don
Carlos [Example 22a] with its further transformation
into syncopated, let us say, “swings of the sword”
from the instrumental episode of the duel with Don
Juan [Example 22b]. In subsequent actions, these

“swings” will indicate the Commander. Don Car-
los (Carla in translation means a liar, a wizard) in-
variably stands "behind” his brother?>8. The second
one is based on the theme of the date with Lau-
ra. Here the dynamics are more intense, there is
no literal repetition. Each subsequent implementa-
tion represents a transformation of the topic [Ex-
ample 23a, b, c], only the direction “from the top
of the source” is preserved. Transformation occurs
with the participation of the idea of “joyful stabil-
ity of being”. As a result, the theme of the date is
transformed first into a melody similar to the one
that characterised the loneliness of Don Juan, and
then into the sound of a chorale, directly directing
the hero to a meeting with Donna Anna. The finale
of the first act of the opera, through the means of
musical expressiveness, testifies to the first victory
of Don Juan’s “inner man” on the path of “rebirth”.
TO BE CONTINUED
IN THE NEXT ISSUE OF THE JOURNAL
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MPEOBPAXEHWE ZIOH XXYAHA
OYEPKWN O IPAMATYPI W OMEPHI
A.C. 1APTOMbIXXCKOIrO
«KAMEHHbIV TOCTb»

K 210-/IETUHO KOMMO3UTOPA
OYEPK MEPBbIV

«Hado nucame cHayana 09 boea. a nomom 013 dam»

Ouepku 06 onepe A. C. Japrombixckoro «KameHHbIi
rOCTb» Ha3BaHbl He COBCEM OBbIUHO A5l MOHUMaHUSA 06-
pa3a rnaBHoro repos — «lMpeobpaxeHune JoH XyaHa».
B uccnegoBaHum nogHMMaeTcs npobiema CMbICAOBOrO
COAEepP>KaHMA N My3blKaJlbHOM ApamMaTyprm 3TOro 3Kc-
NMepuMeHTaNbHOro M abCoOTHO FEHWNaNbHOMO ABAEHUS
PYyCCKOro My3blKanbHOro Teatpa. A UMeHHO, NpeanpuHa-
Ta NonbITKa M3y4YeHus peuntaTmeHon onepsl A. C. Japro-
MbIXCKOrO BCAeA 3a NepBONCTOYHUKOM — O4HOUMEHHOM
ManeHbkol Tpareanu A. C. NyWwKnHa € TOUKM 3peHuns ay-

Ouepkun o gpamatyprum onepsbl A. C. Jap-
FOMbIXKCKOTO «KaMeHHbIN rocTb» HaunHaem co
cnoBa «rnpeobpaxeHune», KoTopbiM B [paBo-
cnaBuun 0603HaUaeTCa Lesb XU3HW YesoBeka —
npeobpaxeHune, nnm oboxeHune. O LEPKOBHOM
npasgHuke MNMpeobpaxeHns goktTop 6orocnosus,
npodeccop MOCKOBCKOW AYyXOBHOW akagemMuu,

1. Uwt.: CmenaHosa . B. 310 6bin Bennkuii sap. Virpaem ¢ Ha-
yana. Da capa al fine. 28.02.2013. URL: https://gazetaigraem.
ru/article/11382 (gata obpawieHns 14.02.2023).

A.C. Japrombixckuia’

XOBHOFO MUPOBO33peHUs aBTOPOB. Mog AYXOBHOCTbIO B
JAHHOM C/lyyae NOHWMAeTCs He TONbKO HOoraTcTBo BHY-
TPEHHEro MMPa, HO BEPOLLEHTPMYHOCTb TBOPYECTBA, CBOW-
CTBEHHas NpeACTaBUTENsM PYCCKOW KyabTypbl XIX Beka.
TakoW pakypc UccnefoBaHns OTKPbIBAaeT MHOTO HOBOTO
B 3HAKOMOM, Ka3as0Cb 6bl, MPOU3BEAEHUN.

Knrouesvsle cnosa: MpeobpaxeHue, JoH XyaH, KameH-
HbIl 20cMb, pedumamusHas onepa, meaodudeckuli pe-
yumamus, My3elkaneHas opamamypeus, A. C. MywkuH,
A. C. Japzombixckud.

AeNCTBUTENbHbIN YneH Poccninckon akagemmm
ecTecTBeHHbIX Hayk Anekcet Mabny Ocunos ro-
BOpUT caepytowee: «lMpeobpaxeHue... Bom kakoli
cnase npedHasHa4veH Kaxoblli Yesnosek no caoemy
npedHasHayeHuro, no camoll udee boxecmeeH-
H020 meopeHus 4esogeka: "Bel gce cbiHbl boxuu
u dwjepu boxuu"?. Mpa3zdHuk MpeobpaxeHus no-

2. UWoaHH 3namoycm, apxuenuckon KoHCmaHmuHonoabckul:
CobpaHue TBOpeHuin. 2-e nsg. CM6., 1902. T. 10. C. 378 (Mo-
cnaHwe k Fanatam 2:26).
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Kaseleaem, KaKkoMy cgemy, 8eiU4UI0 NpeOHA3Ha-
YeH Yesoeek no cgaoemy bbimuro,— 1 janee 3afaéT
BOMPOC, HAa KOTOPbLIA U OTBEYAET, — YMo O0/IKHO
npousolimu ¢ YesnogekoM, 4mobel OH hpeobpasu-
cs? Omo saxHeliwuli 80Npoc Yesnoseyeckol Xu3-
Hu: kakum obpazom docmueaemcsi npeobpaxeHue
yesnogeka? OHo docmueaemcs, KOHe4YHO e, npa-
8UNHOU XU3HbH...» 3

Ha 3ToM MecTe 51 OCTaHOBAKO LUTUPOBaHME U, Npe-
XAe YeM MPUMEHUTb CN0Ba O «NPAsU/IbHOU XU3HU»
k 0bpa3sy [loH XyaHa, caenaro HebosbLIOE OTCTyNIEe-
Hue. OHO KacaeTcs «KOHPOHMAayuu Hay4Hoz2o u 6o-
20C/108CK020 N0OX0008 K NO3HAHUK U 0O BACHEHUHO
npoucxodsawe2o»*. He yrnybnssice B ICTOPMIO BOMPO-
ca, OTMeuy TO/IbKO OMepHble COUYMHEHUS PYCCKOrO
XIX Beka, KOTOpble CO34aBannCh B KOHTEKCTE AyXOB-
HOrO MUPOBO33PEHNS UX aBTOPOB,— MUPOBO33PEHNS,
KOTOPOE OKOPMJISIIOCH 1 MOAAEPXKMBaNoch Mpaso-
CNlaBHOW BEPOM, HO N3yYaancb NPeMMyLLECTBEHHO
B MHOM KOHTeKCTe. Kak M3BECTHO, B NMOC/IEPEBOIIO-
LUMOHHON Poccnm npeacTaBieHne O BEPOLLEHTPUY-
HOCTM Ky/bTypbl BbII0 BbIUEPKHYTO 13 0PULMAIBbHON
HayKu, NosyymBLUEl TakMM 06pa3om cTaTycC ateu-
CTUYeckom. «Memodosioeuyecku 3mo 8bipd3usioct 80
ggedeHUU MAK HA3bI8AEMO20 NPUHYUNGA UCK0Ye-
HUs mpaHcyeHOeHmMHo20"»>. B ctatbe «310 1 baaro
XX Beka (ncTtopuueckas epeck)» eHpux puropbesmy
Mpy3maH nuweT: «Co2/1acHo JIeHUHCKOU aHaaumuke
u coomsemcmayrowjeli mepMuHoIO2UU, 8 UCKyccmae
cyujecmsyrom 08a HeNPUMUPUMBbIX meYeHUs: pea-
JIU3M (coyuanucmuyeckoe HanpasieHue) U Mucmu-
yusm (bypxyasHoe HanpassaeHue). B amou auHelike
meuyeHul uckyccme MUCmMuUyusM paccMmampusaem-
CA KaK He umerowjuli OmHoweHUs K peasibHocmu» .
Tem He meHee namMATHUKM KyabTypbl XIX Beka, KOTO-
pble CBUAETENbCTBOBA/IY, YTO PEasN3M Y MUCTULM3M
He «HenpuMUpUMbI», HO 0Bpa3ytoT efMHOe TBOpYe-
CKOe ABJIEHNE, NPOAOIKANN U3YUaTbCA.

OnpegeneHvie 3TOMYy eAMHCTBY HalAOCh Ha
pybexe XX-XX| BekOB — AYXOBHbI peannsm.
Kak HanpaB/iieHWe TBOPYECTBA AYXOBHbIN peann3m
CBf3aH C OCTPENLLUVMMM MUPOBO33PEHUYECKMMM BO-

3. OcunogA. /. O Mpa3aHuke MpeobpaxeHns NocnogHs. URL:
https://yandex.ru/video/preview/16285533639603820722
(nata obpalyeHns 14.02.2023).

4. Bpamyce b. C.Tcuxonoruns v fyxoBHbIN OnbIT. XpUCTUAHCKas
MCUXONIOTMA B KOHTEKCTE HAayYHOro MUpoBO33peHus / Moy
pea. b.C. bpatyca. M.: Hukes, 2020. C. 438.

5. Tamxe.

6. [Ipyamar[.[.3n0 n 6naro XX Beka (nctopuyeckas epeco) //
JintepatypHo-dunocopckuii xypHan «Tonoc». 29.06.2012.
URL: https://www.topos.ru/article/ontologicheskie-progulki/
zlo-i-blago-xx-go-veka-istoricheskaya-eres-0 (gata obpaLue-
Hua: 14.02.2023).
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npocamun 0 HEBUAWMMBIX MPUYNHAX BUAUMOMN Aeli-
CTBUTENBbHOCTW, O «BHYTPEHHEM» U «BHELIHEM>»
yenoseke: «Co2/1acHO 00HOMY U3 8axkKHelwux oc-
HOB80N0/10XXeHUl XpucmuaHckol aHmMponosao2uu,
YeJsi08eyeckoe cyujecmso umeem dge unocmacu —
0bpawéHHyo K 3eMHOMY U 0bpawéHHy Kk Hebec-
HoMy, mpaHcyeHOeHmHomy. [lepsyro Ha3vigarom
BHEWHUM 4e/1086eKOM, 8MOpPYH — 8HYMPeHHUM Ye-
nogekom» ’. OAHNUMU U3 MepPBbIX TEPMUH «AYXOB-
HbIA peann3m» NPUMEHUAN IUTepaTypPOBeAbl «KaK
ykasaHue Ha ocobelil, mazomerowuli k lpasocaa-
8uto xapakmep peanusma nucamesneli XIX aeka» 8.
CnpaBeasvBoO roBopuTb 1 06 «ocobom xapakme-
pe peasu3ma» pycckoro My3bikalbHOro Teatpa.
luHka, Aaprombeikcknii, Mycoprckuia, Yakos-
ckuin Bcneg 3a MywkuHbiM, Foronem, JocToeBckum,
YeXxoBbIM CBMAETENLCTBOBAAN O COBEPLUAOLLEM-
€ TEKTOHNYECKOM CABUIre AOKEHCTBYOLWMX Ha-
XOANTLCA B TaPMOHMM N1aCTOB Ye0BEYECKOMN
XKV3HW — BHELHeM 1 BHyTpeHHeM. Bcemu BO3-
MO>HBIMW AN OMEPHOTO XaHpa CPeACTBaMM Haln
BblJaroLLMecs COOTeYECTBEHHUKM Npegynpexaa-
2N O NPUYMHE CNOXUBLLENCA CUTYyaL MK, KOTOPYHO
BMAEAN B HapyLIeHNN KOPHEBOW CUCTEMbI INY-
HOCTW YenoBeka — B obecueHUBaHUM eé Hboxe-
CTBEHHOW COCTaBAALLEN.

Ha cerogHAWHWI geHb HaKOMMAOCh JOCTaTOu-
HO CBMAETENbCTB O HEOBXOAMMOCTU COrNacoBbIBaTh
HayUHble UccnefoBaHNa C «MpaHcyeHOeHMHbIM»
copep>kaHnem mnsydvaemblix apaeHuin. O6 3ToM ro-
BOPWAMN U TOBOPAT YUEHbIE Pa3iNYHbIX UCCaeao-
BaTeNbCkMX obnacten — PU3MKKU, MaTeMaTmKM,
dunnocodbl, Gnnonorn, UCTOPUKKN, My3blKaHTbI ®.
«B meosozuro MmeHs npusesnu cnopel 80Kpy2 Xpu-
cmuaHckol Tpouyel, — pacckasblBaeT OfMH U3 OC-
HoBaTesell KOCMOHaBTMKWN, GU3NK N MaTeMaTuK,
akagemunk PAH b. B. PayweHbax.— Kak vesnoseky
Hayku, MHe 6bl/10 HenoHAMHoO mpueduHcmeao Tpo-
uysl, f.3axomeJs oNpo8epeHyMs 3Mom Kaxxyujutica
abceypd. Ho... noHamue Tpouybl 0Ka3anaoce Jozuye-

7. XpucTnaHckas MblC/b: COLMONOTMSA, NOANTUYECKas TeoNorus,
kynbtyponorus. Tom V. CM6.: 3gatenbctBo «Hosoe u cTa-
poe», 2005. C. 18.

8. Anekcees A. A. EBaHreIbCKUA TEKCT U XPUCTUAHCKUIA TUM Ay-
XOBHOCTYW B ITepaType pycckoro peaansma. Knaccmyeckas
C/IOBECHOCTb U PENNTMO3HBIA ANCKYPC (MPobiembl akcuo-
norum v noatukm). Cep. Beinyck 2. 3sontouna popm xyao-
EeCTBEHHOr0 CO3HaHWUsA B PyCCKOW nnTepatype. EkatepuH-
6ypr: M13a-Bo Ypanbckoro desepanbHOro MHCTUTYTa MMEHU
A.M.Topbkoro. 2007. C. 223-234.

9. Bosbluoe konMyecTBa BbICKa3blBaHWUI O €UHCTBE Hay4YHO-
ro U penanrnosHoro Barnaga cobpaHbl B kKH.: Beavkue noan
o Bepe. M.: Mi3pgatenbctBo MckoBo-lMeyepckoro MoHacTbI-
ps «BonbHbIN cTpaHHKUK». 112 c.

cku b6e3ynpeyqHo. Tak 4mo, pasmelwasaa Hao Tpo-
uyed, 5, no cymu, 3adHUMAacs mamemamukod» '°,
®unocod A. ®. Jloces (B MOHawecTBe — AHApPO-
HUK) yTBepXaaeT: «/uasrekmuka HanpasaeHa Ha
cos0daHue He npocmo ¢punocogckoli cucmemsi, HO
“abconromroli Mmughonozuu”, ymeepxoarowjeli Mu-
cmuyYeckyro Xu3sHe 8 Llepkau, ocHoga komopoli —
coobuyeHue boxxecmeeHHbIX Hepauli Yesno8eky yepes
Moaumasy u mauHcmea» .

JTO cnoBa y4éHbix XX Beka, KoTopble TpyAu-
Nncb B Npodeccnn 1 Bean HacblLLEHHYH AyXOB-
HYHO XXW3Hb B YCIOBUAX ObULMANbHOTO Hay4YHOro
aTeusma. B Hawm AHW He nMeeTca 3aA0KYMEHTMPO-
BaHHbIX Nperpaj Ans NpoBeAeHUs NCCaefoBaHUM
B COMNacuu C eBaHreNbCkMM 3HaueHneM Bellel, byap
TO NPOU3BEAEHMUSA UCKYCCTBA UM fiBAEHUS dur3nde-
ckoro mupa 2. HayuyHo-60rocnoBckmin MOAXo4 NMeeT
OCHOBaHMe CTaTb BaXKHEWLIMM B Pa3BUTUW OTeye-
CTBEHHOM MbIC/IN O YeNOBEKE U ero JOCTUXKEHUSAX.
«EsaHeenus cmasu ocHosol eceli pycckoli c108ecHO-
cmu»,— obobuaet npodeccop A. H.YxaHKoB, aB-
TOP «TEOPUM AnTepaTypHbIX GOpPMaLUnin», BeayLLnii
Hay4HO-MPOCBETUTENBCKOIO NEKLIMOHHOTO Kypca «/y-
XOBHbI€ OCHOBbI PYCCKOW CNOBECHOCTU». «Ec/u 2e-
HUU 3HepauliHo Mbicaam,— nodemy 6bl U HaMm acied
30 HUMU He MbIC/IUMmb 2eHUA/bHO ?» — npodeccop
B.B. MeayLueBCKuUiA BOCMWTbIBAET My3blKaHTOB Ha aB-
TOPCKOW «TEOPUN MHTOHALMOHHOW NPUPOAbI My3bl-
Kv», B OCHOBE KOTOPOW NIEXMT MOHATUE CUHEPTUW, TO
€CTb B3aUMOZJENCTBUNS BOXECTBEHHOM 1 Ue/I0BEUECKON
Boan. O KaTexm3aLmm My3blkasbHOro TeaTpa, O3Hame-
HOBaBLLIEN pacLIBET 3TOrO BUAA UCKYCCTBA B PYCCKOM
KyabType XIX Beka, roBopuTCA B HacToALWEM uUccne-
A0BaHWY, ABAAIOLLEMCA YaCTbiO aBTOPCKOro Kypca
nekumi «EeaHeesue 8 NaMAMHUKAx pycckol onepbi:
nunka, Aapaomeixckud, Mycopackud, HYalikosckuli».

Ob6bACHAA METOA0NOTMYECKM BO3BPaLLEeHNe BEPO-
LeHTPMYHOIO Hay4YHOro MbILAEHWS, OKTOP MCUXO-
NOrMYeCKmX HayK, YNeH-KoppecnoHaeHT Poccuiickom
akazemun obpasoBaHus, npodeccop MIY bopuc Cep-
reeBuy bpatycb nuweT: «Bbixod U3 8eko0eoli KOHPPOH-
mayuu u pazdeneHus sudumcs celi4ac, 80-nepsbix,
8 nNpednosioxeHUU CUHXPOHHOCMU 08UXXeHUs Ha pas-

10. Paywenr6ax b. B. lornka TponuHocTn // Bonpocsl ¢unoco-
dun. 1993. C. 62-70.

11, Epmuwur O. T. dunocodpusa peanrvn. KoHuenumm peamrum
B 3apybexxHol 1 pycckoin punocopun: YuebHoe nocobue.
M.: zg-Bo MCTTY, 2009. 224 c.

12. O KOHCTUTYLM HbIHELHEeN B CPaBHEHUM C COBETCKUMM 3aKO-
HaMW O pennrun, NepBsbli 13 KOTOPbLIX 06 OTAeNeHUM LiepK-
BW OT rocygapcTea bbin npuHaT B 1929 rogy, cm.: https://
ru.wikibrief.org/wiki/Soviet_anti-religious_legislation (aaTa
obpaleHuns 14.02.2023).

HbIX YpoBHsX bbimus... Bo-emopesix, u 3mo anasHoe,
8 donyuwjeHUU uepapxu4Hocmu 3mux ypoeHed, e0e
UMeHHo mucmudyeckuti, bo2ocnosckuli — onpedensiem
CMbIC/ U Nops0oK npoucxodAuwyezo» . CornacHo Tako-
MY MOHWMaHWIO AYXOBHOIO COAEP>KaHUs B cMCTeMe
HayKn NMOCTPOEHbI NMPeAIOXEHHbIE UMTATENHO OUep-
Kn 0 «KameHHOM rocte». Tema npeobpakeHus repos
paccmaTpyBaeTCs Kak OpraHu3ytoLLas B IMTepaTypHOW
1 My3blkanbHOM gpamatyprim onepbl A. C. Japrombix-
CKOrO, YTO COrNacyeTcs C OTHOLLEHNEM K TBOPYECTBY
camoro komnosuTopa. «Japaombixckuli UHmMepeceH
CB80UM OMHOLLIEHUEM K 8epe, 0 YEM Mbl HUYe20 He 3Hd-
eM,— roBopuT UcCnefoBaTe/lb TBOPYECTBA KOMMO3M-
TOpa, AOKTOP MUCKYCCTBOBeAeHMs, npodeccop VipuHa
BnagvmuposHa CtenaHoBa,— 8006Le, 80npoc o 8epe
pycckux knaccukos XIX seka npedcmasnsiem coboli
2u2aHmMckoe bes0e NAMHO 8 Hawiem My3bIKO3HaHUU.
M3secmHo, ymo Jlapaomenkckulli 8 medeHue noymu
sceli ceoell xu3HU 0asasn ypoku neHus npogeccuo-
HA/IbHbIM U HeNpogheccUOHAIbHbIM nesuyam, 4mo 6ol
6os16WIUM NoYUMamesnem 0amMcKo20 NOA U 2080PUST:
“Hem, Opy3b4, Hy>HO nucame moJibko 015 dam”. Ho
yesukom amy ¢pasy Huede HUko20a He YuMUpPoeasu,
a 8edb oHa 38y4um mak: “Hado nucame cHa4ana 054
boza, a nomom 91a dam”. U1 ¢ smum 8eickasvieaHuem
asmopa Hado pasbupamecs»,

[JeiAcTBue nepBoe
AOH XXYAH 3AYMUYMBbBIN

«Boccman oH npomueg MHeHul cgema

OOQuH, kak npexade...»

M. 1O. lepmoHTOB

WTaK, BO3BpaLLaemMca K BOMPOCY O TOM, «4mo
O00/IKHO hpou3olimu ¢ Yesno8ekoM, Ymobbl OH npe-
obpasunca?»®. OTBET HaxoAMM B C/OBax rMaBHOroO
repos — [loH XyaHa: «...pazgpama / 5 dosnzo bein
nokopHslli yueHukK, / Ho ¢ mol nopel, kak eac ysudes
A, / MHe kaxemcs, A 8ecoe nepepoduscs. / Bac noto-
65, 1106110 51 dobpodemens / u 8 nepssili pas cMu-
peHHO neped Heli Opoxaujue KoeHa NPeKOHSH».
AnekcaHap CepreeBuuy MNywkmH abcontoTHO TOUHO

13. Bpamyce b. C.Tlcuxonoruns u AyxoBHbI OnbIT // XpUcTuaH-
cKas NCUXoNorma B KOHTEKCTE Hay4YHOro MUPOBO33peHNs /
Mog peg. b. C. bpatyca. Mocksa: «Hukes», 2020. C. 439-440.

14. CmenaHosa M. B. 370 6bin Benvkuii gap / Virpaem ¢ Hauvana.
Da capo al fine. 28.02.2013. URL: https://gazetaigraem.ru/
article/11382 (gaTa obpaiyeHus 14.04.2023).

15.  JlepmoHmos M. HO. CmepTb nosta. MoapobHbIN nanoCTpm-
poBaHHbIA KoMMeHTapwuii. M., MpocnexT, 2023. C. 9.

16. OcunosA. U. O MNpazgHuke MNpeobpaxkeHus FocnoaHs. URL:
https://yandex.ru/video/preview/16285533639603820722
(aaTa obpaleHns 14.02.2023).

29



0OBACHAET «NPABU/IbHYH XU3Hb», Lielb KOTOPOU —
npeobpaxeHne Nan «nepepoxadeHue» JOCTUTAETCA
npeoofeHneM cTpacTen yepes gobpogetenn . OT-
METUM Cpasy, UTo Takoe npouTeHme obpasa JoH Xy-
aHa ctasut npousseseHune A. C.TywkrHa n Bcies 3a
HuM onepy A. C. JaprombI>XKCKOrO BHE CIOXUBLLENCA
€BPOMNenNCcKon TpaaML MM NOHUMaHWSA CHOXETa, B KO-
TOPOW IN1laBHbI repoi NPeaCcTaéT HepackasBLUMMCS
37104eeM (3104eAHNA KOTOPOro NoAépHYTbl KOMU-
YeCK1UM TOHOM AeNCTBUSA).

CoBpeMeHHOMY UMTaTeNro pasHble MHTepnpe-
Tauumm obpasa [JoH XyaHa, cobpaHHble Noj oAHOM
«KpblLLUeW», N3BECTHbI MO poMaHy «Tpu [loH XyaHa»
nonbcko-dpaHLy3ckoro noata pybexa XIX-XX sekos
I. AnonnnHepa'®. OnpeaennBLUMMUN B CBOE BpeMs Ha-
npaeneHve Halleli paboTsl cTann HabatogeHna A A. Ax-
MaTOBOW — «iy4yuwie2o 3Hamoka [ywkuHa, 6epexHo,
NPOHUKHOBEHHO, 2/1y60K0» OTHOCKBLLIETOCA K IMYHOCTM
1 TBOpYecTBY No3Ta'®. AxmMaToBa NOCBATUAA MaJieHb-
KoV Tparegmmn «KaMeHHbIN rocTb» CneLmabHyH cTa-
TbtO, I BO BHYMaHWM K AHEBHUKaM M MUCbMaM Mo3Ta
BblCKa3asia MbIC/Ib 06 aBTOPCKOM TpakToBKe croxkeTa .
PaccmaTpuBas 0cobeHHOCTM MHTepMpeTaLMmn 1 aBTo-
6rorpaduryeckyro CyLLHOCTb U3MeHeHW obpaza JoH
KyaHa, AHHa AHapeeBHa LUTUpoOBana Noata: «T0/16ko
uymo xeHuswiutics MywkuH nuwem MaemrHégy: «4...
cyacmaus... 9mo cocmosHue 0/19 MeHs Mak Hog8o, Ymo
kaxxemcs, 51 nepepoduncs» (XIV, 154-155)»2",

B cooTHeceHMM C My3blKasbHbIM COAepXKaHEM
onepsbl BbIBOA AHHbI AHApPEEeBHbI NOATBEPXKAAETCA
N YTOUHAETCS HEOXXUAAHHO APKUM eANHOMbICANEM
CnoBa 1 My3blku. B Liesiom, Kak yxe 6bino ckasaHo,
A.C. laproMbIXXcKuii cneayeT BblaeneHHOM apaMaTyp-
rmyeckon naee. O6paTMBLLNCE K «Memagpuu4ecko-
My A36IKy [1ywKuHa», 0603Hau4vM rnaBHble COCTOAHUS,
KOTOpble conpoBoxaatoT [loH XKyaHa Ha nyTv npeob-

17. B TekcTe onepbl 3TOT 06BACHAOLWMI MOHOoAOT [JoH XyaHa
OTCYTCTBYET, HO BblCKa3aHHas nges sonaowaercs. A. C. lap-
FOMbIKCKMUW paboTan Hag TeKCTOM TpareAuu B peAakuumu
B. A. XXykoBckoro. MogpobHee 06 3ToM: Pyysesckasa E. A.,
Cyxoea /1. B., ['opsuux B. B.MywknH B pycckoin onepe. «Ka-
MEHHbIV TOCTb» [laprombixKcKoro. «30/10TON MeTyLwoK»
Pumckoro-Kopcakosa. U3g.2-e, ncnp. u gon. Cré.: Komno-
3utop, 2012. baarogapto kaHA. UK., AoLeHTa Kapeapbl NCTO-
pun My3bikin PAM unm. THecnHbix FO. B. Bacusibesa 3a ykasa-
HMe NCTOYHMKA.

18. bBnaropgapto kaHA. uck., npodeccopa T. FO. Macrosckyro 3a
yKa3zaHue NCTOYHWKA.

19. OueHka nccnesoBaTeNnbCckon geatensHocTn A. A. AxmaTto-
Bon b. B. Tomawesckum. Cm.: Bradumuposa /1. b. AHHe AH-
ApeeBHe AxMaToOBOI — yyluemMy 3HaToky lNywkuHa / Kna-
y3ypa. JlutepatypHO-nyb6ANLUCTUYECKUIA NPOCBETUTENBCKUI
xypHasn. 08.03.2021.

20. Axmamosa A. A. «KameHHbIN rocTb» MywkuHa // O Mywkun-
He. J1.: CoBeTckuin nucatens, 1977.

21. Tam xe. C. 89-109.
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paxeHna . Bo BTOPOM feNCTBUM — 3TO cyacTbe: «A
cdyacmnue,— BockamuaeT [loH XXyaH,— 4 neme 20mos,
A pad gecb MUp 06HAMb!» B TpeTbEM AEUCTBUN — 3TO
noboBb: «f [loH XKyaH, u 51 mebs mobaro!» «Cyacmee»
N «/110608b» CBUAETENLCTBYIOT O JyXOBHOM MyTW, KO-
TOpPbIN repoi NpoxoanT ¢ JLoHHOM AHHON — MMEHHO
OHa conytctyeT [loH XKyaHy BO BTOPOM U TPETbEM
Aenctemax. B nepBom gelicTBMM, O KOTOPOM MOMAET
peuyb B HacTosLeM odepke, Kpome JoHHbI AHHBI Mpu-
CYTCTBYHOT /iBa APYIMX XXEHCKMX NepcoHaxa — VHe3a
n Jlaypa. Vickomoe onpegeneHve Ha Nyt «nepepo-
>KOeHus» repos 34eCb BbIHECEHO N3 OCHOBHOTO Tek-
CTa Ha ypoBeHb pemapku. Peub naeT o6 aBTOpCKOM
yKa3aHWM K BOCMOMUHaHWIo 06 VHese: «/oH XKyaH
(3adym4ueo)». [/13BeCTHO, UTO MO3T He Tepnen nps-
MOW Ha3nAaTe/IbHOCTU B C/IOBE, OTKPLITOro Mopanu-
3aTOPCKOro TOHa, MO3TOMY «pemMapka» — 3TO Kak pa3
Ta BELLb, KOTOPaAsA MOXET OKa3aTbCA MPOXEKTOPOM.
YT0 >Xe NponCXoaUT C repoem B NepBOM JeNCTBUN
N NPUYEM 34eCb «3a0yMyu80CMb»?

Bo Bceli nonHoTe npouncxogsiiee ¢ JoH XyaHom
0b6BACHSET CBATOOTEUECKas TPAAULIMSA, @ UMEHHO NPea-
CTaB/ieHNe 06 onpesenéHHbIX CTYNEH:X AyXOBHOM X3~
HW yenoBeka. B kHure «JlectBuua Paickas» ¢B./loaHHa,
nrymeHa CvHalCKoM ropbl, HaNnMcaHHOM B cepeAnHe
VIl Beka v aBASHOLLENCA OBLLEXPUCTUAHCKAM PYKOBOA-
CTBOM «NPasuibHOU XU3HU», NepeYncieHsl TpuaLaTb
cTyneHei. Hambicwas 13 H1UX— nto6oBb. OfHaKo, Uto-
6bl BOOOLLIE NOAONTA K PaiCKOW «IECTBULE», @ HE TO
4TO CTYNWTb Ha Heé, HeoBXoAMMO COBAIOCTU YCNOBHE:
«Heg03M0oXHa OyX08HAA XU3Hb MO20, Y K020 XOMb He-
MHOXKO He caepbum & Oywie: Mol eHympeHHUU Mup,
MoU Hpasel — He me, Ymo 0o/kHel bblMmb, MeHs He
ydoenemeopsiem smo Moé cocmosHue. U A 8uxy noye-
MYy: OMHOWYCb K /IF00IM He mak, kak 00J/IKeH, cosep-
wiar0 NocCmMynKu, Komopele KoJrom Moro cosecme... Tom
yesi08ek, KOMopsIl He Yyacmeayem, 4mo OH He mom,
KomopbeiM doskeH bbis1 bl 6bimb (XomsA OH MOYHO
He 3Haem ewjé Kakum, HoO 4yecmesyem)... 3mom 4eso-
gek He cnocobeH cmame Ha NymMe NPeobpaxeHus» %,

Kakas MblC/ib: «...komopeIli MOYHO He 3Haem, Kakum
dosmkeH bbimb, HO Hyecmeyem, 4mo — He mom...».
«YHyscmayem...»! MoxeT 6bITb, OTTOro MNyLWwKnH 1 Ae-
naet [loH XyaHa no3ToM, 0 YéM Mbl y3HaéM CHavana

22. O metadusmnyeckom asbike A.C.TlywknHa cM.: Axmamo-
8aA.A. «<Aponbd» beHaxxameHa KoHcTaHTa B TBOpUecTBe
MywkwuHa / MywkuH: BpemeHHMK MNyWwKNHCKOW koMmuccum /
pea. tO.T. OkcmaH; Akag,. Hayk CCCP. VIH-T aut-pbl. M,; J1.:
M3a-Bo Akag,. Hayk CCCP, 1936-1941.B571.T. 1.

23. OcunosA. M. Hauano v ctyneHmn gyxoBHou xu3num. Y. 1 MIA,
2010. URL: https://www.youtube.com/watch?v=14n-GarL6jc
(naTta obpalyeHuns 14.02.2023).

oT Jlenopenno, KOTOPbIA LWYTWT, YTO PpaHTa3ma [loH
KyaHa no oAHOW yBUAEHHOW «y3eHbkol namke» [loH-
Hbl AHHbI JOPUCYEeT BCE OCTasbHOE; MOTOM 06 3TOM
rosopuT Jlaypa, Ha3blBas MMA aBTOPa UCMOJHEHHbIX
eto neceH — JloH XyaHa; 1, HaKOHeL, caM T/1aBHbIN
repov Ha3sbiBaeT cebs «umnposuzamopom 110608HoOL
necHu» 2. 3aueM 3T0 Hy>KHO: caenaTtb XKyaHa No3Tom?
BcnomuHarotca cnosa M. U. Lisetaesoii: «Ymo g denaro
Ha ceeme? — Caywiaro ceoro dywly» 2. To ecTb No3-
TUYeCcKWi fap NOAYEPKMBAET CMOCOBHOCTL YenoBe-
Ka «yCa6lWame», «3adyMamecs», «<no4yecmeosame»,
YTO UTO-TO He TaK, KaK JOMKHO 6bITb. A. C. MyLKNH
Ha3blBaeT 3TO «4YMO-Mo» «yCMasaoCmMer0» (FPExoB-
HOCTbHO): «...Ha cosecmu ycmasol MHO20 3/1a,» —
roeopuT [loH XyaH B ManeHbkol Tpareamn «Ka-
MEHHBIV FOCTb»; «YCHU ycmanas dywa»,— roBopuT
cnoBamu H. B. KykoabHMKa, HaNnMCaHHbIMWN «B Ayxe»
MywkwvHa, Patmup B onepe M. . TnnHkn «PycnaH
n JliogMuna»; 1 ToT, U ApYror — nrobuTenn uyBs-
CTBEHHbIX YAOBO/IbCTBUI; U TOT, U APYroi — MO3Th;
M TOTO, N APYroro yAaéTcs BbIBECTU U3 «yCmMasno2o»
COCTOAHUA XeHLwmHe: lopncnase — Patmupa, [loHHe
AHHe — [loH XKyaHa, Ho...

Mepea TeM, Kak CTYNUTb Ha «1eCcTBMLY» A06pose-
Tenel Bcnes 3a loHHon AHHOM, [loH XKyaH nepexu-
BaeT COCTOSIHNE, KOTOPOE ABAAETCA HEOHXOAMMbIM
YC/IOBMEM Hayana LyXOBHOW XM3HW, TO eCTb COCTOA-
HMe MOWCKa, Pa3MbILLIEHWS, OLLYLLIEHWS, YTO UYTO-TO
He Tak, Kak JO/KHO BbITb, OLLyLLeHWe «ycmaaocmu
cogecmu», U NOTOMy — «3adymyusocmu». Lutn-
pyto A. V. Ocunosa: «He ydueastimecs, 4mo s CmoJbko
nosmops u 06 3mMom 2080pto, NOMOMY 4mMo HA 3Mo
06bI4HO He 0bpawyarom 8HUMAHUs. A UMeHHO 3mo A8-
1aemca Ha4yaaom». VI mbl He Byaem yaMBAATLCA Apa-
MaTypruv onepbl, B KOTOPOW MONOBVHa BPeMEHH (BCE
nepBoe AeNCTBME) NOCBALLEHO TOMY, UTO6bI OBHa-
py>uTb B [JoH XyaHe «3adymMyu8ocme». ITO COCTO-
AHVe repos CBA3aHO He TOJ/IbKO C 06pa3oM [lOHHbI
AHHBbI, HO VI APYTUMUN XXEHCKUMW N MY>KCKUMU Mep-
COHaxxamu onepsl. Ecin rosoputb Ha A3bike gpama-
TYpPruu, OHO CBWAETE/IbCTBYET O 3aBsi3Ke AeNcTBuS,
B TOM 4MCNe My3blKaabHOTO.

«3adymyusocme» [loH XXyaHa BblpaXkeHa B My3bl-
Ke poXKAEeHWEM 3aroMUHatoLWMXCs Menoanii. Kaza-
Nocb 6bl, HNYETO YAMBUTENBHOIO: MENOAUSA B YCIO-
BMAX FOMOQOHHO-FapMOHNYECKOTO MY3blKaabHOMO

24. AxmamosaA. A. «<KameHHbIV roctb» MywwiknHa // O MywkuHe.
N.: Coetckuii nucatens, 1977. C. 89-109. AHHa AHapeeBHa
yKa3blBaeT Ha NO3TUYHOCTb [loH XKyaHa kak Ha aBTobuorpa-
dUUeckyto UepTy repos No OTHOLLEHUIO K aBTOPY Tpareguu.

25. Lisemaesa M. M. HenzgaHHoe. 3anncHble KHUXKW. B 2 TOMax.
Tom 1. 1913-1919 rr. C. 87.

CTUNA — ABNeHMe ecTecTBeHHoe. OAHAaKO B Takon He-
06bIYHOW MO My3blKaNbHON GOPME U COAEPXKAHUIO
onepe, kak «KameHHbIV rocTb», Menoausaums AB-
NAeTcs eABa M He CaMO IPKOW naeei My3sblKasb-
Hol gpamatyprum. C uem 370 cBA3aHO? Caenaem eLué
OZHO KpaTKoe OTCTYMJIeHWNE, Ha 3TOT pa3 CBA3aHHOe
He C MeTofaMu N3y4eHUs onepbl, a C 0COBEHHOCTA-
MU €€ COUNHEHMUA.

OTKa3aBLUMIACS OT CTEPEOTUMNOB OMEPHOTO XXaH-
pa CO CNOXMBLUENCA HOMEPHON CTPYKTYPORN My3bl-
KaNbHOTrO AENCTBUS, CNeLuasbHO COCTaBAEHHBIM AJ1S
KaXA0oro Homepa TeKCTOM IMBPETTO, 3aKOHUYEHHOM
My3blKanbHON GOPMOI 1 cogeprkaHnem (adppexkTom)
W T.4., KOMMO3UTOP OKaszanca nepes Heobxoammo-
CTbtO 3aHOBO GOPMMPOBaATh My3blKalbHOE NPOCTPaH-
CTBO W NIOTMKY MYy3bIKaNbHOW BbIPa3nTeIbHOCTU. ITO
npueeno A. C. laproMbIXXCKOro K TakOMy TBOPYECKO-
MY PELLEHUIO, KaK «Mesrodudeckull pequmamue» .
Ecam nckatb napannenm B UCTOpUM Onepbl, TO MOX-
HO BCMOMHMWTb, TaK Ha3blBaeMble, aKKOMMaHNPOBaH-
Hble peunTaTuBbI (recitativo accompaniato), kotopble
6bLAM MPU3BaHbI K HEXapakTepHOMY B BapoyHO 3cTe-
TUKe NoKa3sy COMHeBaIOLLLErocs repos, To eCcTb TOro
COCTOSAHMA, B KOTOPOM HEBO3MOXHO OCTaHOBUTLCA
Ha apwu onpegenéHHoro apdekTa. Kak n3BecTHo, Ko-
JINYECTBO aKKOMMaHMPOBAHHbIX PeYnTaTBOB 6bIN0
CTPOro OrpaHMYeHo, OHM BblIN CKOPEee NCKIOYUEHN-
eM, 4eM npasuaoM .

TBopueckmii nounck A. C. laprombixKckoro oka-
3a/1CA CBA3aH TakXXe C HEYCTOMUMBOCTbIO XapakTepoB
onepHbIX repoes. B pycckol My3blke € nepemMeHun-
BbIM coziep>kaHnem obpasa BnepBble CTONKHYCA
M. WN.TanHka. Yxe Bo BTOpOW cBoel onepe «Pyc-
naH v Miogmnna» n 6onee Bcero B cUMOHNYECKUX
yBepTtopax K Tpareguu H. B.KykonbHuka «KHA3b Xoam-
CKuiA» 2 Muxaun VIBaHOBUY MHTEpECYeTCa U3MeHYU-
80U, TO eCTb HaXOAALLENCA B ABUXKEHUN AYXOBHOM
>KWU3HBIO YenoBeka. Bcreg 3a aBTopaMu avtepaTtypHoO-
ro NePBOMCTOYHMKA CBOMX coumHeHnin — A. C. Myw-
KWHbIM 1 H. B. KyKonbHWKOM OH npegnaraeT pasHble
TPaeKTOpuW ABUXEHMA K «necTBuLe» fobpogeTe-
Neli: BocxoasaLLyto — B obpase Patmupa; nepemeH-
HYH C Haua/lbHOW, KOHEYHOM U KYJbMUHALMOHHOW
TOYKOW Ha BeplunHe — B 0bpa3e PycnaHa; HUCXo-

26.  Japzombixckuli A. C. 13bpaHHble nucbma. Bein. 1/ BetynuT.
ctaTba 1 pea. npod. M. C. Mekennca. M.: My3rus, 1952. 76 c.

27. Jlyykep 1. B., Cycudko M. 1. WTanbaHckas onepa XVIII Beka.
B 2-x u. Y. 2 «9noxa Metactasno». M., 2004. 768 c.

28. O kaTexumsauuu >xxaHpa onepbl B TBopyecTtse M. V. [nHKK
cm.: MMaenosea C. A. EBaHrenvie B namaTHMKax pycckon ore-
pbl: M. V. TanHka «PycnaH v Jlrogmunna». Teancol KoHdepeH-
uum Kk 100-neTtuto co AHa poxaenus E. A. PyubeBckoi, Cr16.,
M3a-Bo CM6IK um. H. A. Pumckoro-Kopcakosa, 2022.
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AALLYHO, HO BKHOYAIOLLYHO packasHue B GuHane,—
B obpa3se KHsa3a Xoamckoro?.

O6Hapy>eHHoe M. V. TanHKoW BHUMaHKWe K nepe-
MEHUYNBOCTU «8HYMpeHHe20 Yesio8eKka» onpeaenser
TBOPYECKUNE NCKaHWUS PYCCKUX KOMMO3UTOPOB Nocesy-
FOLLVIX MOKO/IEHUIA. [lyxOBHas NpaBgaa 3ByUmT Y KaXzaoro
13 HUX No-ceoeMy. «[pasdy cosoHy» M.[. Mycoprckoro
COCTaBAT XapaKTepbl repoeB, KaX bl 13 KOTOPbIX 6e3
NCKNFOUEHUS OKa3bIBAeTCs BO BJACTU «CNJIemHU», TO
€CTb NoAMeHbl fobpa 310M*°. «@amym» M. . Yaiikos-
CKOTO COCTOMTCA B CTPALLHOM NpeobiafiaHnm «HeuHe20
yesio8eka» Hag «eHympeHHUM». [yTasacb B onpesene-
HWAX 1 B pe3y/ibTaTe He BOPACk CO 3/10M B cebe, yeno-
Bek 6e3B0O3BPATHO YTPaUMBAET XW3Hb,— TaKoM BUANTCS
B TBOPUECTBE PYCCKMX KOMMO3UTOPOB, NOC/aesoBaTe-
nevi [VHKW, AeACTBUTENBHOCTb BPEMEHM.

AnekcaHap CepreeBny [laproMbiKCKMin Ha 0603Ha-
UYEHHOM YUYUTENIEM W APYrOM MYTU NMPEAIOXNUA CBOE
peLleHune, NO3BOMBLLEE €ro BbICKa3blBAHWIO JOCTUr-
HYTb HEOBXOAVMOM BbIPa3UTENBHOCTW U CTaTb Npodec-
CVYOHaJIbHbIM OPUEHTUPOM A5 BYAYLLNX MOKONEHUIA:
«[pobyto deno Hebbigasoe: nuwly My3biKy Ha CUYeHbl
«KameHHo020 20cms» mak, kak OHU ecme, He U3MeHss
HU 00HO20 c108a. Xo4y, Ymobbl 38K NPAMO 8bIpaxan
c1080...» %1, Pe3ynbTaTtoM «desia Hebbiganozo0» 1 ctan
Ha3BaHHbIN Tak cCaMUM KOMMO3UTOPOM «Mesroduye-
cKull peqyumamue», NO3BOJAOLLMNIA Cef0BaTh 3a CMe-
HOW JyXOBHOIFO COCTOSIHWUA repos 6e3 yC/I0BHOCTEN,
MFHOBEHHO OT3bIBasiCb Ha KaXkA0e ero BOJHEHWE, Ha
KaXKAyto MbIC/b. Kak 3TO JOCTUraeTcs My3blKasbHbl-
MW cpeacTBamun? Bo3Bpaluasnch K BOMPOCY O My3bl-
Ka/bHOW ApamaTypruu, MOCMOTPMM BHUMATENbHO Ha
MeNoANKO-peUnTaTMBHOE MONOTHO OMEpsI.

«Mbl 8Ce xopowlo 3Haem, 4em omaU4aemcs peys
0M neHus, HO Xy>e npedcmas/iseM No2PaHU4Hele, ne-
pexo0Heie ghopmsl, kKomopele bbisarom 6s1uxe mo K 00-
Homy, mo Kk dpyeomy. Jekaamayus (om A1amuHCKo20
declamatio) — ynpaxxHeHue 8 0pamopckoM NPoU3Ho-
weHuu — nodpasymesaem onpeocenéHHy My3biKaslb-
HOoCcmeb peyu, 8/1adeHue 38yKamu pasiuyHoU 8bicomei» 2,
A.C. Japrombi>kckoMy 6bi1 6A1M30K NPUHLMMN MYy3bi-
KasibHoU peyn, KoTopas B CBA3W C 0CODObIM CMbICIOBbIM
coAep>kaHnem B onpesenéHHbIX MecTax No3TMYecko-

29. Tam xe.

30. [lasnosa C.A.Tpasaa B onepax M.T1. Mycoprckoro: kputun-
YecKUii peasnsm Uan MuccnoHepcTBo? / HayuHas ctatbs.
2020. Pykonucb, 0,9 n.n.; MpaBga «Tpeckyyas» 1 «HacToALLas»
B TpareguiiHbix onepax M. IN. Mycoprckoro «bopwic logyHoB»
n «XoBaHLWmHa». HayuHas ctatba. 2020. Pykonucs, 1,5 n.a.

31.  fapeomerxckuli A. C.MucbMo K J1. V1. KapmanuHoii ot 17 urons
1866 roga // N36paHHble nucbma. M., Mysrus, 1952. C. 65.

32. Peiyapesa M. T. [leknamauma mysbikanobHas // My3bikanbHas
3HUMKoneams. M., 1976.
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ro NEPBOUCTOYHMKA CTAaHOBMAACh PeYUbto Mesl00u-
yeckoli — menoameit. MoBTOpUM, UTO Menogmsaums
B «KameHHOM rocte» nNpsMo cBsizaHa C ApamaTypru-
€4, TO ecTb C «3alyMUMBOCTbIO» reposi B NEPBOM Ael-
CTBWU, U Janee — C pa3BuTMeM obpasza B cneayroLLmx
pencreumax. Yem 6onblue «3adymeisaemcs» [oH XyaH
B HaMpaBAeHUWN «NpasuibHOU XU3HU», Tem bonee Ha-
MEeBHO 3BYUUT PEUNTaTUB, MOABOAA K Bblpa3nUTENb-
HbIM 3aMOMMHAKOLLMMCA MENOANYECKUM PEMINKAM.
3TO UMEHHO PenANKN — KPaTKOBPEMEHHbIE BCMblLL-
KW, OCBeLLatoLL e MPOCTPAHCTBO PeunTaTMBHOM one-
pbl. B nepBOM AeNCTBUM MX MOXHO MnepecymTaTb, BO
BTOPOM U TPETbEM 3TO CAeNaTb COXHEee 13-3a Ha-
pacTaH1s MesIoANUYeCKOM NIOTHOCTU My3blKaJIbHOM
TKaHW, KOTOpas Ha My3blKa/IbHOM fi3bIKe W CBUAETEIb-
CTBYET O NpeobpaxxeHumn repos.

Kaxkaas 13 Menoamyeckmx penamk MMeet no-
TeHUWan apuu, NO3ToMy BysemM roBOpUTb O HUX, Kak
O My3blKa/ibHbIX TeMaX (B C/eZyroLLeM O4YepKe 3TO
onpegeneHne ByaeT CKOppPeKTUpoBaHo). B kaxxaol
Teme HeobxoAMMble aBTOPY COCTOSHUA NpopacTaroT
MHTOHaLMel Npu Noasaep>XKe rApMoHumn u ¢Gopmbl.
Yrto kacaeTca popMbl, TO B CKBO3HOM MY3blKaJbHOM
JABVXKeHUN «KaMeHHOro rocTs» 60bLINHCTBO TeEM 06-
NlekaroTcs B CBOOOAHYHO Cek8eHYUr, 3TO No3BoaseT
COCPEAOTOUNTLCSA HA OAHOM MbICAN — TO €CTb «3ady-
Mamecs» W, BMeCTe C TeM, A0MycKaeT BO3MOXHOCTb
MMMNPOoBM3aLLMK. YTO KacaeTCst MHTOHALIMM Y FapMOHUMMK,
TO OHM POXAAOTCA Ha NepeceyeHnn 1a00MmMoHAIbHbIX
HAKA0HeHUU — ANaTOHNYECKOTO M XPOMaTUYECKOTO.
CoOTHOLLIEHME BbIPa3uUTebHbIX COCTaBASFOLLMX My3bl-
KaNbHbIX 06pa30B NpPaBAMBO NOKa3bIBaET MOABMXKHOCTb
[YXOBHOW XXW3HW AeNCTBYIOLLMX WL, B3aMMO3aBUCH-
MOCTb NMepCOHaXel, OTBETCTBEHHOCTb KaX0ro nepes
KaXAbIM M, YUTO OY€Hb BaXKHO, OTBETCTBEHHOCTb Me-
pes NMLOM eANHOTO A1 BCEX BbICLLEro Havana. YTto
3TO 3a BbICLLEE HaYyano?

Tema «papocTHOI ycTOUMBOCTU 6bITUA>»

BbickaxkeM npeanonoxeHune, UTo Bce My3blKa/lbHble
06pasbl onepbl BbIpacTatoT 13 06LLEe My3blKasbHO-
CMbIC/IOBOV Maew. Kak Haue MHTeprnpeTMpoBaTh ono-
Py Ha HUCXOAALLME TePLIMK, OTCTOALLIME APYT OT Apyra
Ha BOCXOZALLYHO CEKYHAY U rapMOHWU30BaHHbIE ANaTo-
HUYEeCKK, Kak He 0OLLyto TemaTuyeckyto naeto? MNpea-
CTaBAAETCA BO3MOXHbIM NepeHecTV Ha 0603HauYeHHYLo
My3bIKa/lbHO-CMbIC/IOBYO GOpMyy onpeseneHve
B. B. MeayLueBCKOro v Ha3BaTb 3TO TeMoW «padocmHoll
ycmoliyueocmu 6bimus». O «padocmHoli ycmolyu-
g8ocmu 6bimus» My3bIKOBEZ, TOBOPUT B CBA3U C TATOTE-

HMEM K TOHaNbHOCTY, TO €CTb TOHa/IbHbIM MbILLEHNEM,
KOTOpoOe A8 KOMMNo3nTopoB XX Beka, No npeacras-
neHuo Bavecnasa BauecnaBoBuya, ABaseTca 3Hakom
BEpPOLEeHTpMYHOCTY TBOpUecTBa®. B ciyuae ¢ A.C. Jap-
FOMbIXXCKMM — KOMMo3utopom XIX Beka, n3HayanbHO
NULWYLLMM B TOHA/IbHON MaXXOpPO-MUHOPHOM cucTe-
Me, UICTOKOM My3blKa/IbHOM «ycmolivugocmu bbimus»
OKa3blBAETCA... KOJIOKO/IbHOCTb.

Ha 3Ty Mbic/ib HaBeno Hac coBnageHve Menoau-
yeckon naew, obLielt ansa Bcex repoes onepsbl «Ka-
MEHHbIV FOCTb», C TEMOWN Npowu3BeaeHus «baarosect»
COBpPEeMeHHOro komnosuTtopa AnekcaHapbl Hukonaes-
Hbl [MaxMyTOBOW, KOTOPOW YAaN0Ch COBMECTUTb B UC-
MOJIHEHUW CBOEr0 COUYMHEHNS 3BOH BCEX KONOKOJIEH
ropoga lNneca ¢ cumpoHnyecknm opkectpom! > Kakmm
obpaszom? Tema «bnarosecta» npeacraBaset cobon
HE UTO MHOE, KaK Y>Ke YNOMSsIHYTbIE HaMW HUCXOAALLME
MenognYecKkme TepLmMm, OTCTOALLME APYT OT ApYra Ha
BOCXOZSLLYH CEKYHAY B ANAaTOHMUECKON rapMoHM3a-
umm. MimeHHO Takas HacTpoWika xapakTepHa Aas Tuna
KOJIOKOJIOB-«61ar0BECTHUKOB», MONY4YMBLUMX PaBHOE
€BaHre/bCKoMy Ha3BaHue *. EBaHresme — B nepeso-
Ae «bnaras Bectb». bnaro B [MpaBocnasnm —bor. bna-
FOBECT KOJIOKOJIbHbIN B LIEPKOBHOM XM3HW CO3bIBaET
nacTBy Ha Borocny>keHue, HanoM1Has 0 HeoHxoAN-
MOCTU «UcCnosiHeHus1 EsaHeenus»36.

B cueHmueckoM npocTpaHcTBe onepbl «KaMeHHBbIN
rOCTb» KOJIOKO/IbHOE B6/1aroBecTue, NooXeHHOe B OC-
HOBY TeMbl «padocmHol ycmolyugocmu 6bimusi», oka-
3bIBaeTCA TOW JyXOBHOW PeasibHOCTbIO, Ha KOTOPYHO
OPVIEHTUPYHOTCS OMEPHbIE FepOoU U C KOTOPOI COOTHO-
CATCSA UX My3bIKaJIbHO BblpaXXeHHbIE MOCTYNKN 1 MbIC/IN.
PoxxzeHve Menoanyeckmx permk Bcex nepcoHaxem
B COOTHECEHMM C 3TOM My3bIKaJIbHO-CMbIC10BOM $op-
MYJIOli MO3BOJISET Ha CNYX OMNPEeSenTb, y KOro 13 re-
POEB N HAaCKONbKO «...ceepbum e dywie...».

33.  «PadocmHoli ycmotiyusocmeto beimus» B. B. MeayLueBckuii
Ha3blBaeT APKO BbIPaXKEHHOE OLLyLeHWNe TOHAbHOCTMN KaK
CUCTEMbI C TATOTEHWEM K YCTONUYMBOMN GYHKLMM TOHUKK. LinT.:
Medywesckuli B. B. [popoyeckoe Hauano B My3blKe: TBOpYe-
ctBo Mpokodbesa. BoicTynneHne Ha PoxaecTBeHCKMX yTe-
HUAX, cekumsa My3sbiku. MTY, 26 aueaps 2017 r. URL: https://
www.musnotes.com/v-v-medushevsky/Medushevsky4/ (aata
obpateHuns 14.02.2023).

34. Tllaxmymosa A. H. bnarosect // «KoHuepT Hag Boarow. MNo-
CBSILLLEeHVEe PYCCKOW MPOBMHLMKU». Poccua 1. 17.06.2023.
URL: https://smotrim.ru/video/2634315 (sata obpatleHus
17.06.2023).

35. TogpobHee 0 HaCTpOKe KONOKONOB U B LIESIOM My3bl-
KaNbHbIX OCOBEHHOCTAX KONOKO/IbHbIX 3BOHOB CM.. [OpKU-
Ha A. H. My3blkanbHas opraHusaumns TpagvLMOHHbIX KOA0-
KONbHbIX 3BOHOB: ANCC. KaHA. nck.: 17.00.02. M., 2003. 156 c.

36. 06 «ucnosHeHuu EsaHeenus» 4acto roBopuTca B Horocy-
>KeBHOM rMMHOrpadmm, To eCTb B NECHOMEHMAX CBATLIM. «/c-
nosHume EsaHzenue» 03HauvaeT MPOXWTb XU3Hb NOLO6HO
Xpucry.

B unctom Buge naea «padocmHoli ycmotivusocmu
b6bImus» CBONCTBEHHA TOAbKO JJoHHe AHHe, nosBe-
HMe KOTOPOW B NEPBOM AENCTBUM HameYaeT ByayLLyHo,
Kak roBopuT 06 3TOM 60rocioBUE, «CUMEPOHU» NN
«CUHepauro»>’, TO eCTb CNacUTENbHYHO A5 YenoBeKa
BCTPeYy B3anMOHanpaBieHHbIX SHEPTNIA: COBCTBEHHOM
BO/W 1 BOXKEeCTBEHHOW baarogatv («AHHaG» B NepeBo-
fe — «b6a1a2aa»). CEKBEHLUMOHHYHO UAEHD U AMATOHU-
yeckoe HaknoHeHue B Teme JloHHbI AHHbI 4ONOAHAET
>KaHp LepKOBHOrO NPOUCXOXAeHWs — xopan. Mox-
HO BbIAE/NTb jBa OCHOBHbIX BapuaHTa TeMbl repou-
HW: UHCTPYMEHTabHbIA 1 BOKaJIbHbIN.

NHCTpyMeHTanbHbI BapuaHT npeaBapseT peniu-
Ky MoHaxa «/Zla 6om oHa...». HecneluHble akkopAoBble
obpalLLeHNs TPE3BYUNIN C HUCXOAALLUMMN TEPLUAMM
B BepXHeM rosioce «e-cis / fis-d» HaumHaroT rapmo-
HMYecKoe ABMXKEHWE B CTOPOHY MOJHOrO obopoTa
B A-dur [Mpumep 1]. Menoguuecknin BapnaHT Tema
obpetaeT Ha cnoBax MoHaxa «Celivac do/mkHa npue-
xame fJoHHa AHHG...». 34ecb ABe TepLun NOCTaBAEHbI
B Hau4asio N OKOHYaHWe cekBeHL WU, OHY MPOXOasAT Ha
BbICOTE «g-€... /... a-f» N C y4ETOM rapMOHUM B UH-
CTPYMEHTa/IbHON MapTUN MOTYT BbITb PAaCCMOTPEHbI
Kak Hayano pa3BEpHyTOro noaHoro oboporta B C-dur
[Mpumep 2].

WTak, TemMa «padocmHol ycmodiyueocmu bbimus»
onupaeTcs Ha napy TePLMIA, COOTBETCTBYOLNX Me-
NOAMMN KOJIOKONbHOTrO H61aroBecTa U rapMOHN30BaH-
HbIX K&K Ha4ya/o MNOAHOro rapMoHMYeckoro obopoTa
(T-S-D-T). 31a My3blkasbHas naes B Pa3HON CTENEHN
y3HaBaeMa B XapaKTEPUCTUKE KaXA0ro nepcoHaxa.
B Tabaunue npeacTaBieHbl YCIOBHbIE Ha3BaHUSA My3bl-
Ka/bHbIX TeM, BblENEHHbIX HAMW B «Me/100UYeckoM
pedyumamuse» nepsoro aericteus [Tabauua I]. OT-
pe3KM CKBO3HOTO AEWCTBMS, CBA3aHHbIE C KaX0M 13
TPéx reponHb — VIHe30W, [loHHOW AHHOW, JlaypoW,
YC/IOBHO Ha30BEM «CLieHaMU» 1 PacCMOTPUM Bblae-
JleHHble TEMbl BO B3aUMOCBA3U MeXay COB0M 1 B X
OTHOLLEHMM K OpraHu3ytoLeln My3blkaabHOW maee.

Cpasy e OTMETUM, YTO B BONbLUNHCTBE TEM HECy-
LMe AnaTOHMYeCKME Tepumnn «padocmHoli ycmodlyu-
80CcMu bbIMus» OKa3blBArOTCA NMOCTaBAEHbBI B YC/IOBUS
paclmnpsroLLen MaXxxopo-MUHOP XPOMaTUUECKON
AencteuTenpHocTn. B Takoro poga HapylieHun 6na-

37. B.B.MegayLueBCKMii O6BACHAET CUHEPTMER cosepykaHne npo-
N3BeseHWI My3blKaNbHOrO UCKYCCTBa, KauecTBO U CTpoe-
Hue My3blkaabHON MaTepun. Cm.: Medywesckuli B. B. CotBo-
peHve HebbiBanoro. URL: https://www.musnotes.com/v-v-
medushevsky/Sotvoreniye/ (aata obpatuerus: 14.02.2023).
bepceresa T. [1. Kateropus CcMHeprum B TeONOrMYECKOM Tpa-
avumm // OMCKUIN HayuHblI BeCTHUK. 2012. N2 4 (111).
C. 116-119.
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FOBECTMS YUYaCTBYET He TOJIbKO F1aBHbIA repoid, 06-
pa3 KOTOPOro Tak MAN MHavye MMeeT OTHOLLEeHWne
K KaXZOMY NMepCoHaxy W K KaXAon Teme. BaxHyto
posb B cyabbe camoro [oH XyaHa u npeacrasu-
Te/bHWL, c1aboro nona, B OKPY>KEHUN KOTOPbIX OH
nokasaH, UrparoT My>Kckne nepcoHaxu. HanomHmm,
UTO K KaX0M >XXEeHCKOM NepcoHe aBTOPOM Tpare-
AUV N BC/IeA 3@ HUM KOMMO3UTOPOM MpUCTaBaeH
CONpoBOXAAOWMUNA. MNepBbIA U3 HUX — MyX VHe3bl,
MMEHWN KOTOPOro aBTOP He Ha3blBaeT, AOBOIbCTBY-
ACb onpeaeneHnemM «Hez200Al cypossili». Bropon —
ybutbii JoH XyaHom cynpyr JoHHbI AHHBbI, KOTOPbIV
npejcTaBieH He TONbKOo No uMenu (loH AnbBap ge
ConbBa), HO, Npexae BCero, B COOTBETCTBUN C €ro
CNy>Ke6HbIM NMONOXEHNEM B PblLaPCKOM OpJeHe —
KomaHgop. TpeTuit — cTpacTHbI NOKNOHHMK Jla-
ypbl, 6pat KomaHgopa, JoH Kapnoc. OTHowweHus
rNaBHOrO repos CO BCEMMW MepeYvnCAeHHbIMN Nep-
COHaMW «MY>KecKo20 U XXeHCKO20 NoJia» CTaHOBATCS
MPUYNHOW ero «3aJyMUMBOCTU» U BAUSIOT Ha «ne-
pepoxdeHue» [JoH XyaHa.
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Tabauya |

CueHa BocnoMmuHaHua o6 UHese

CueHy BocnoMuHaHnsA 06 MHese, koTopyto
A. C.TlylWwKNH OTMeTUA creunansHon pemMapkom
«3a0ym4ugo», A. C. laproMbIXXCKMIA B CKBO3HOM Te-
YeHUN My3bIKaJNbHOTO AeCTBUA BbijenseT onpe-
AeNEHHON POPMON 1 faxe XaHPOM — BAN3KUM
K TPEXYACTHOCTU HOKTHOPHOM CO CBOMCTBEHHOM
€My HacbIWEeHHOW MHCTPYMeHTaAbHOW NnapTuen.
VIMeHHO B MHCTPYMeHTaNbHOM NapTum opopmMs-
FOTCS My3blKajibHble TeMbI VIHe3bl. YunTbiBas 6ec-
C/IOBECHOCTb FEPOUHU, OTOoLWeLIel KO BpeMeH
BOCMOMMUHAHMA O Hel [loH XyaHa B MHOW Mup,
Takoe pelleHne Hanbosiee NPaBAMBO, OHO TOUHO
oTO6paxaeT gpaMaTypruyueckyro CUTyaLumo 1 npum-
[aéT ocobytro BbIpa3nTENbHOCTb «cLeHe». Kpome
TOro, obpaLlasnch K XaHpy, HanpaBaeHHOMY 6onee
Ha co3epLiaHue, YeM Ha JelCTBEHHOE NposBAeHNe
YyBCTBA, KOMMO3MTOP NOAYEPKMBAET COCTOAHNE
«3adymMyugocmu» repos.

O uém pasmbiwnseT JoH XKyaH? O ntobsu 1 kpa-
coTe, 0 Xu3HU 1 BpeMeHn. CogepiKalLine 3T C1oBa
No3TYecKme CTPOKM BblfeNeHbl My3blKaibHbIMW Ka-
AEHUMAMM, B KOTOPbIX Ha PacCTOAHUM 3aMOMUHAKOTCS
MenoaMyeckas MHTOHaLMA TPUTOHA 1 rapMOHMYecKas
OCTaHOBKa Ha NpepBaHHOM 060poTe: «B HUX JKU3HU
Hem! Bcé — kyk/1bl gockoseble...», «Kak s mobusn eé!»,
«Tbl, Kaxemcs, He Haxoou/1 eé Kpacaeuuyeli...», «Y3-
Han 5 N030HoO...». Kaxxgaoe noHAT1e B CLeHe BOCMO-
MWHaHW 06 VIHe3e AOMNONHSAETCS HOBbIM CMbIC/IOM.

HauHEM C NpMBBIYHOTO ANA repos BHUMaHWS
K XXeHCKOW KpacoTe. Kak cBMAeTeNnbCTBYyEeT Ananor
¢ MoHaxoM B cueHe nossaeHus JoHHbl AHHBI, Kpa-
coTa anqa [loH XXyaHa — ABneHWe BHELLHEro nopaa-
Ka. Tonbko noayyms ot MoHaxa 3aBepeHuns B TOM,
UTO «He MoxXem U y200HUK 8 Kpace eé yydecHol He
co3Hameca», Jon XXyaH BblCKa3blBaeT XKenaHue no-
roBopuTb ¢ LloHHOW AHHOWM — «f ¢ Hero bbl Xxenan
no2osopume». BHUMaHMe K TakoMy npexoasLiemy
KauecTBY, Kak BHELLHAS KPacoTa, Ha HEMOCTOSH-
CTBO KOTOpOro yka3sbiBaet flaype [loH Kaparoc —
«Ckos1bko ewyé meol 6ydewb Mos00a — iem name
us6 Wecme», BblgaéT B JJoH XyaHe uckatensa «npu-
AmHocmeli». Ho OH 1 He CKpbIBaEeT 3TOro B OTANYUME
oT JloH Kapnoca, coBmeLLatoLwero HenopagoyHoe
CBMAAaHWe C NOPAAOYHBIM HPAaBOYYEHMNEM...

Mpv TakoM NOBEPXHOCTHOM OTHOLLEHWUW K Kpa-
COoTe, YTO >Ke MOrno 3anHTepecoBatb JloH XyaHa
B «VIHe3e YepH02/1a30Ui», eCAN NPEKPACHOTO B HEN
6b110 HacTONIbKO Mano, YTo gaxe Jlenopenno «He
Haxodus eé kpacasuyeli»?

WcnaHckuii rpaHy okasbiBaeTcs bosiee UyTok, Yem
€ro c/yra, 1 BblAeNSET HE TONbKO YEPHbIN LBET r1a3,
HO «UCMUHHO NpekpacHslli 832/1510» BO31H0BNEHHOW:
«M moyHo. Maso 6110 8 Hell UCMUHHO npekpacHoz0.
Inasa, 00Hu 2na3a, 0a 832170. Takozo 8321404 YK HU-
ko20a A He scmpeyai...» OcobeHHOoe OTHOLLEHWE KO
B394y YKa3blBaeT Ha nepemellieHne BHUMaHWS C Te-
NleCHOro Ha AyXOBHOe cofep KaHue KpacoTbl: «3pe-
HUe omHoCcUMCcA K pacnpocmpaHéHHol kamezaopuu
OdyxoeHblx 06paszos, no sceli suoumocmu, 6s1az200a-
pA ceasu co caemom» 8. Pagom ¢ NHe3zol («MHe3aq,
WHecca» B nepeBoje — «4ucmas, Henopo4Has») [lo
XyaH, «xomsa mo4yHo He 3HaAn ewé, HO NOYy8CMBo-
8a/1» BHUMaHMe K JyXOBHOW KpacoTe CTO/b Xe Npu-
CTanbHOe, KakK K TenecHon. bonee Toro, «ucmuHHo
npekpdcHeIl» B3rnsg ViHesbl npeobpaswn eé BHeL-
HWe HefoCTaTKN — «NevanbHsil 832/150», «<nomepm-

38. PatikeH /1., Yunxoim [., /loHamaH T. CnoBapb 61bnenckmx
obpasos: [na3a, Oko, 3peHue. Cl6.: bubans ana scex, 2005
(r'YMN Tun. «Hayka»). 1423 c.

gesible 2ybku», «2010C muxull, Kak y 60/6Hol». [LoH
XKyaH Tak n roBopuT: «HydHyro npuamHocme A Ha-
Xo0us 8 eé ne4yasbHOM 830pe U nomepmeaesbix 2y6-
Kax. 5mo cmpaHHo». «MicmuHHasi kpacoma» B3rnsaa
B COYETAHWUM C «MAJ/I0 NPeKpacHOU» BHELIHOCTbIO Ka-
KETCA eMy CTPaHHOW.

O6 UCTUHHOCTK KpacoTbl VIHe3bl, KOTOPOI He MO-
ryT NOMeLlaTb HMKaKne BHELLHWe YepTbl, CBUAEeTENb-
CTBYET My3blKa/bHO-NMO3TMYECKOE peLLeHNe CpesHeN
YyacTW HOKTIHOPHa BOCMOMUHaHWUR. MoakpennéHHas
>KaHPOBOCTbIO POMaHCa 3arjaaBHas nosTmyeckas
cTpoka «YydHyro npusmHocme s Haxoou...» HaBo-
AWT Ha BOCNOMMWHaHMe weaespa A0H60BHOM Anpu-
Ku MNMyLwknHa n FnHKKY, CBA3aHHOTO C BOCMNEBaHNEM
«2eHuUs yucmol Kpacomesl». BOT B KaKOM COCTOSIHUM
npeacTaBieH repoil — B HEM HaCTynua0 «npobyxde-
Hue Oywiu»: «ywu Hacmano npobyxxdeHve! M1 som
onAame A8UaaC6 Mel...» YyTKUIA CAyx nccnegoBaTens
}O. B. BacunbeBa ya0BUA B CUNy3ITE Menoaun «Yyo-
HYr0 NpUAMHOCMb 5 HaxoouJ...» POACTBO C Banbcom-
®anTasvern M. . TanHkn n «cekBeHUuen TaTbsAHbI»
M. . YaikoBckoro *. 311 My3bikaibHble accoLmaLmm
MMerOT TPEBOXHbIV OTTEHOK, UTO B CLIEHE BOCMOMMU-
HaHW 06 He3e 06BACHNMO: BO3/1H0BNEHHOW, C KO-
TOpOW CBA3aHO «npobyxdeHue Oywiu» repos, yxxe He
661710 B XMBbIX*C. My3blKa/IbHO-NO3TUYECKYHD TEMY
CpeAHen 4acT BOCMOMUHAHWA MOXHO Ha3BaTb Te-
moit no6Bu JoH XKyaHa, HecMOTpsi Ha orpaHuye-
HWe B BMJeE C/I0Ba «NPUAMHOCMb».

Tema ntob6BM cknagbiBaeTcs He cpasy. [epoli joaro
BC/IYLLMBAETCSA B MHCTPYMEHTa/IbHY CEKBEHLMIO U3
VHKPYCTUPOBaHHbIX XPOMAaTUKOW HOKTHOPHOBBIX Tep-
LMiA: KonebaroLmMecs MHTOHaLUM CNOBHO NPOSBAAIOT
B ero namati o6pa3s ViHe3bl (cMm. Mpumep 5). 3atem
TOJIbKO POXKAAeTCAa MeNoAnYeckas MHTOHauUMA, He-
CneLHOo oxBaTblBalOLLasa poOMaHCOBYO cekcTy [[MTpu-
mep 3]. JyLweBHOCTb poMaHca HacToAbKO cMArvaeT
WNHCTPYMEHTa/IbHYIO MapTUIO, YTO 3aCTaBAAET YCOM-
HWUTbCA B MPUHAANEXHOCTU XPOMATUYECKOTO 3N1eMEH-
Ta UMeHHO [loH XyaHy (4To 6b110 6bI IOTUYHO ANA
OTpULATENIbHOM, Ha NepBbI B3I, POAN F1aBHOIO
repos). He ntoboBaHne xpoMaTnyeckor UHKpyCTa-
Luen, HO Ténsas YesoBeyeckasl MHTOHaLUS Xapak-

39. Bacunees FO. B.PeuieH3ns Ha ctatbto C.A.MaBnoBow «[Ipe-
obpaxerue [JoH XyaHa...». 09.09.2023. Pykonwucb. 0,7 n.n.

40. PopacTtBO TeMbI «YyOHYH0 npusmHocme s Haxodu» ¢ Banbcom-
®aHTasvnen BeaéT n K prHany onepbl M. V. TanHkmn «Pycnan
n Jltogmuna», a UMeHHO, K Menoammn xopa «Ax, /lroomua,
He Mozu/a 839mb mebs 00/KHA, MUNASA KHAXHG». O CMbIC-
NOBbIX NMepeceveHnax B My3blke xopa 13 onepbl «PycnaH
n ltogmnna» n Tembl Banbca-®aHtasunu: AskoH E. M. Ckep-
1o (Banbc-daHTasnA) kak 3epkano BPeMeHW: Ha NyTu K mno-
HUMaHuo ManHkn» // My3sbika 1 Bpems. 2012. N2 2. C. 11-13.

35



TEepU3yeT ero OTHOLLEHMEe K BO3atobeHHoN! 3aech
K 0bpazy [oH XyaHa 6bonee NnprMeHUMO onpesene-
HMe «MWUNOCTUBBIN» («KyaH» B NepeBose — «MUJIO-
cmusslili») NPOTVB He pPa3 NPOBO3rNALLEHHOIO O HEM
B NMEPBOM AENCTBUUN MHEHWUS «pa38pamHsili».

HeBepHO 6b110 Obl AaXe NPeANONOXKNTENBHO
paccy>gaaTtb B CBA3W C 3TOM TemMol o ntobsu [JoH
XKyaHa, ecnm 6bl cam repoli He 3agymMancs o coaep-
>KaHWM 3TOro BaxkHewWLwero aaeHns. CpeaHas vyactb
HOKTHOPHa C OMWUCaHHbIM BbllLie OTKPOBEHUEM BO3-
HWKaeT B OTBET Ha BOMPOC, KOTOPbIN repori 3agaéT
cam cebe: «Kak g 10busn eé!». B noaTmueckomn cTpo-
Ke NoCTaB/fieH BOCKAMLIATE/IbHbIA 3HaK. B My3bike
3BYUMT BOMPOC, BbIPaXEHHbIV NPEPBaHHOMN KaAeH-
LUuMen 1 CKpbITbIM TPUTOHOM B NapTun [oH XyaHa
[cm. Mpumep 4]. 3agymaTtbcs JeACTBUTENBHO €CTb
0 yém. Kak >xe [loH XyaH ntobun NHesy, uto oHa
nornbna ot pyku CBOEro myxa?

B necHe «4 30ecw, MHe3u1bs», COMMHEHHOMN Hekor-
A, CaMUM repoem N UCMOJIHEHHOW Jlaypoli BO BTO-
poW KapTuHe nepsoro aevcteua, [loH XyaH BnoaHe
SICHO OTBEYaeT Ha MOCTaB/eHHbIM Bonpoc. Havano
NHOB6OBHOM UMMNPOBM3ALUN C NOCAeAHeN ByKBbI a-
daBuTa («s») NokasatenbHo. [epoli MOET B OCHOBHOM
o cebe: «f 30eco, VIHe3unbs... ucnosiHeH omeazod,
OKYMaH naawjom, ¢ 2umapoli u wnazol 5 30ecs nod
OKHOM... [umapot — pa3byxy... Medyom — y10xy...
A 30ech, VIHe3ubA». Ta NecHA U3 NPOLLAOTO, C ropAe-
NIVBBIM aKLLEHTOM Ha BTOPOW foJie TPEXAOBLHOIO Me-
Tpa, He COBCEM YKNaAbIBAETCA B HbIHELLIHEe, 0COHeHHO
ApKo 0603HaUeHHOEe KOMMO3MTOPOM B CpeAHew Ya-
CTW HOKTIOPHA POMAHCOBOE COCTOSIHWE repos — «3a-
dymuugoe». Kak e MOXeT 6bITb Ha3BaH NH0BALLNM,
MWIOCTUBBIM, AyLLIEBHbIM YeNoBek, BO3nobaeHHas
KoToporo normnbna? lNMouemy Ha 3TOT pa3 «eumapel
U wingau» oKasanocb HeAOCTaTOYHO?

MoTOMy UTO HEAOCTAaTOUHbIM OKa3aaoCh NMOHW-
MaHve ntobBu! EBaHreNbCckoe 3HaYeHune, Npornose-
faHHoe B pycckon onepe M. V. TanHkon, coctosno
B MOHWMaHUN Nt06BK, KaK crnaceHus BAMXKHEro, faxe
5,0 FOTOBHOCTM OTAATb CBOO XMW3Hb*'. MNecHs Jlaypbl
«f 30ecw, VMIHe3ubs» roBOPUT, HANPOTUB, O TaKOM
CaMOBHVMaHWK reposi, KOTOPOE He MO3BOJINAO eMy
He TO, YTO 3aMeTUTb Hayano cCOBCTBEHHOro Npeob-
PaXkeHWs, HO rMaBHOe — cnacTu Bo3Nto6aeHHyro. OT
Koro eé Hafio 6bI10 cnacaTk, Kak He oT caMoro JloH
XKyaHa? OTBeTCTBEHHOCTb 3a NOry6AeHHYH XM3Hb

41. [lasnosa C. A. EBaHrenve B namMsTHUKaxX PyCCKOW onepbl:
M. W.TanHka «PycnaH un Siogmuna». Teancel MexayHapoa-
HOW Hay4HoI KoHdepeHUmMn «HayyHoe Hacneame E. A. Pyyb-
€BCKOV B COBPEMEHHOM My3blko3HaHuUM». CM6IK, 2022.
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ViHe3nnbn KoMNo3nTop BCAes 3a NO3TOM Bo3nara-
€T He TO/IbKO Ha raBHoro repos. Ha ato ykasbiBa-
€T My3blKa, @ UMEHHO AB€ NWHCTPYMEHTa/IbHble TeMb!
HOKTIOpHa. byaTo cama ViHe3a oxuBaeT B HUX 1 Hec-
CNOBECHO «paccKa3sblBaeT» O CBOEN cyabbe.

My3blkanbHaa UCNOBeAb FEPOUHN HaYMHaETCA
B MHCTPYMEHTa/IbHOW MapTUM HOKTIHOPHa BO BpeMs
cnoB [loH XyaHa «bedHas VHe3a! E€ yx Hem!». [na-
TOHMYeCKasn MeNoAnsA TEMbI CBA3aHa C KOJIOKOJbHOWM
«ycmolivugocmeto 6bimusi»: B €€ 0OCHOBEe — 3aMoMUHa-
roLancs gmatoHmnyeckas GurypaLums KBapToam C HUC-
xoasawen Tepumen. ObpazoBaHHbIE CEKBEHLMOHHbLIM
MOBTOPEHWEM C LLIarOM Ha BOCXOZASALLYHO CEKYHAY ABe
Tepumm: «e-d-c... / f-e-d...» GyHKLMOHaNBHO COOTBET-
CTBYIOT MAarasibHOMy 060poTy, B Kakoi 6bl TOHaNb-
HOCTM Mbl He paccMaTtpuBanu 3ToT pparmeHT: C-dur
nan a-moll. FTapMoHuuecknin 6ac «gis» B coueTaHUm
C ONMCaHHbIMK MenoanYeckumm durypaumsamm ob-
pasyeT AUCCOHMPYIOLLYIO FaPMOHWIO: LIeIOTOHOBYHO
Ha cnosax «bedHas VHesa!l» (yB,,) N yMeHbLUEHHYO
Ha cnoBax «E€ yxx Hem!» (ym,). OkaHuumBaeTca napaza
HeYCTONUMBBIX CO3BYYMIN MEPBOI TEMbI KageHL e,
BbIZAE/NAOLWEN Y>Ke N3BecTHoe HaMm obpalleHue re-
pos k camoMy cebe «Kak s 106un eé!» [Mpumep 4].

BTopas MHCTpyMeHTasbHas TeMa npeAcTaBieHa
B CPeAHel 4acTn HOKTHOpHa. VIMEHHO Ha eé poHe
poXxaaeTca pomaHcoBoe oTKkposeHue [JoH XyaHa.
OHa Takxxe cKknazblBaeTcs U3 napbl TePLUUIA, HO coe-
AVNHAKOTCSH OHWM HEe BOCXOAALLMM, @ HUCXOAALLMM Ce-
KYHZOBbIM LLAroMm; 3anoHATCA He ANaTOHNYECKMMM
WHTEpBasiaMn B TOHa/IbHOCTW, HO MHKPYCTUPYHOTCA
xpomatmkon [Mpumep 5]. MoeTopmM, UTO Hanbonee
YA0HBHOM NPUYMHON UCKaXXeHNA ANATOHWKM BO BTO-
poi Teme VIHe3bl 1 MHTOHNPOBAHWNA MOXHO Bbl1O
6bl Ha3BaTb yuactue [loH XyaHa, ecnm 6bl He nps-
MOe yKa3aHWe Ha «aBTopa» XpoOMaTU3MOB B pernpuse
BOCMOMWHaHWIA. Hauano penpussbl, TO eCTb BO3Bpa-
LWEeHWe NePBOM MHCTPYMEHTAJIbHON TEMbI HOKTHOPHA,
BblAe/eHO NO3TUYECKOW CTPOKOWN «Takozo 832/1580a
YK HUK020a 51 He 8cmpeyan».

Penpwu3a HOkTIOpHa AnMHaMU3MpOBaHa NpeBpaLle-
HUAMUN MeNoANYEeCcKMX TEPLUIA Ha CNOBaxX «a 20/10C
y Hel 6611 mux u cnab, kak y 6os1bHoU». 3aeck nepBast
AnaToHMYeckas Tema 6yATO BbIBOpPaYyMBaeTCa Hau-
3HaHKy ¥ NpeBpaLLaeTcs BO BTOPYO — XpomaTtnye-
CKYHO, U3BECTHYHO HaM MO CpeAHen YacTh HOKTHOPHa.
TO NPOVCXOANT NP NOCTENEHHOM BKAFOUEHUW B Me-
noamto Bcé bonee KpynHbIX MHTepBanoB. B pesynbTate
ABUXKEHWE OT UCXOAHOW Tepuun «ais-g-fis-lais» po-
XOAMWT 0 cenTuMbl «e-g-fis-le» 1 octaHaBAMBaeTCA
Ha okTaBe «fis-fis», Bblgenss cnoBa «kak y 60/16HOU».

B 3TOT MOMEHT TeMa noslyyaeT He TOIbKO OKTaBHOe
YABOEHMWE, HO XPOMaTUYECKYHD «PU3MOHOMUIO» «fis-
f-e-es-d» [Mpumep 6]. Tenepb NOHATHO, UTO BTOpPas
TeMa BOCMOMMWHAHWI CBA3aHa NpenMyLLeCcTBEeHHO
¢ 60ne3Hb0 VIHe3bl. OHa 3HaMeHYyEeT Ky/IbMUHALMIO
penpu3bl 1, cefoBaTe/IbHO, BCErO HOKTHOPHA BOC-
NMOMWHaHWIA.

Mpo3ByyaBLLas TONbKO YTO B BbICOKOM perncrpe
Ha cnoBax «kak y 60abHOV» Tema 6onesHn UHesbl
nosTopseTca B Hacy Ha CNoBax «a MyX eé Obia He-
20010 cypossili». Tenepb NOHATHO NMPOUCXOXAEHMNE
XpOMaTuKmM B 3TOM Teme. OTBETCTBEHHOCTb 3a MOry-
61eHHY0 XUN3Hb VIHe3nnbn [laprombiXckuii Bcies 3a
MyLWKMHBIM BO3/1araeT He CTOJIbKO Ha r1aBHOrO re-
pos, CKONbKO Ha My>a He3bl, KOTOpbI OTHOCUACA
K CBOEW Cynpyre eLé Npu XW3HW TakK, YTo rybkun eé
6b1nn «nomepmaesibl», B3TNAA «neqaneH», ronoc «mux
u cnab, kak y 6016HO». Takne HapyLUEHUS «UCMUH-
Holi kpacomel» VIHe3bl 6binn oTMeueHbl [loH Xya-
HOM, KaK «CmpaHHble», HO B NMpa3gHOM t060BaHUN
«NpUAMHOCMAMU» HE OCMbIC/IEHbI C AOMKHbIM BHU-
MaHueM. [loH XyaH NoHMMaeT 3TO TO/IbKO Teneps,
Korga «eé yxx Hem» 1 NPUXOANT K HeyTellnTeNbHO-
MY BbIBOAY: «¥Y3Haa A no30Ho» [[pumep 7].

OcozHaHue [loH XXyaHoM cBOel OTBETCTBEHHO-
CTW, KOTOpPasa COCTOANa B TOM, YUTO OH YNycCTUA Bpe-
MS CracTh YenoBeKa, HanpaBMBLLErO ero caMoro Ha
NyTb CMNAaCceHWUsA, OYeHb BaXKHO A5 ApamaTyprum ob-
pa3sa rnaBHOro reposi. HecMoTps Ha 3HauMTENbHbIV
aKLeHT aBTopoB «KameHHOro rocts» Ha obpase My>xa
WMHe3bl, cam repoi He CHUMaeT ¢ cebs BUHbI: «Y3HaA
5 no30HO»! B nocneayroLnx AByx AeNCTBUSAX onepsbl
[JoH XyaH okaxeTcs B nogobHou cuTyaLmmn Beibopa
MeXay MNPUBbIYHBIMU TPUBUANbHBIMU ODELLaHNAMY,
KOTOPbIMW OH okopmAaan NHesy,— «npocHemca /u
cmapbili— Me4yoM YI0Xy» N peLunTebHbIMU AeACTBN-
SIMU BO CnaceHne BO306eHHON. B cayyae ¢ «bedHoli
WHesol» «Cmapeili» npocHyaca. JoH XyaHa ¢ me-
YOM PAZOM He oKasanocb. «Hezo0sli cyposelli» Ha-
Ka3an HeBepPHYHO XeHy cMepTbHo. MyLWKMH Haka3an
[loH XyaHa «3adymyusocmeto». [laproMbIXXCKNIA Bbl-
pasua «3adymMyugocme» B My3blKe.

MpegacTaBafeTca BaXkHbIM, UTO «3a0yM4UBOCMb»
rNaBHOrO repos — KavecTBo, He NPUOBpPeTEHHOE B Te-
yeHWe JeNCcTBUS, a NpUCyLLee eMy C CaMOro Hava-
na. OHo aBfeTCA abCoNOTHBIM YCIOBMEM NHTEPECa
K MepCoHaXxy CO CTOPOHbI aBTOPOB MPOU3BEAEHNA.
Mo3T 1 KoMNo3nTop He nokasbiBatoT [JoH XKyaHa
BO BCeil cuiie NpecnoByToro «6e3boxus», He pea-
NIN3YIOT B NPON3BEAEHUN KapTUHbI 3/1a. XOTA Takas
TEHAEHUMA CyLL,eCcTBOBaa B €BPOMNENCKON POMaHTH-

4eckon onepe v Co BpEMEHEM NPOHUKIA B HEKOTO-
pble NpoV3BeAeHNA OTEUECTBEHHOIO MY3blKaJbHOIO
TeaTpa“2. B «KameHHOM rocte» He 370 BaxkHo. ¥ Myww-
KnHa 1 [laproMbIXXCKOro repoli NokasaH npaeguBo,
HO C CaMblX MepBbIX LLUAroB NOCTaBAeH Ha NyTb «ne-
pepoxodeHusi». EBaHrenbckoe MblLLieHVEe aBTOPOB OT-
MeTW/IO B M3BECTHOM €BPOMenckom croxeTe o JoH
XyaHe MMeHHO 3Ty, 3HaUMTeNbHYIO ANA BEPOLEH-
TPUYHOrO MUPOBO33PEHUA, CNACUTENBHYIO ANs Ye-
NoBeka BO3MOXHOCTb.

Crporo cnegys gpaMaTtyprmm no3Tmyeckoro nep-
BOMCTOYHMKA, A. C. JaproMbiXXCKUA OTKPbIBaET nep-
BOE leNCTBME, @ 3HAYMT M BCHO OMepy, paccka3om
[loH XXyaHa 06 V3rHaHuu, U3 KOTOPOro repot ToJbKO
yTO — HYKBaANbHO Ha HALUWMX r1a3ax — BO3BpaLlaeT-
cA. Oka3blBaeTCs, OLLyLLEHNE, YTO «4MO-Mo He Mak,
Kak 0o/IKHO Bbimb», OXBATUIO repos ELLE B U3THaHW,
yxe Tam [loH XyaH He cMor HbITb MPEXHMM, MOTOMY
YTO MCKa/ B «MAMOWHUX Kpacasuyax» To, 4To obpén
B VIHe3e,— «ucmuHHO npekpdcHyro» AyxOBHYHO Kpa-
coty. K 06pa3sy NHe3bl BeAET 1 My3bika pacckasa 06
M3rHaHMW. 34ecb BNepBble POXAAETCA Bblpa3uTebHas
mMenoguyeckas Tepuumsa B naptimn [oH XyaHa, npesge-
Wwatolwas Temy «padocmHoli ycmodiyugocmu beimus»
Kak OCHOBHYHO CKPENAIOLLYHO MAeHo My3blKaibHOro
aevicteums [Mpumep 8]. 3To NPoONCXoAMT NpY yrNomu-
HaHWW «nocsiedHeli AHOAY3UU KpecmbsHKU», B 0bpa-
3e KOTOPOW 1 yragbiBaetcs ViHe3nnba (Kak nuLweT Ha
OCHOBaHMW YepHOBUKOB Tpareaumn A. A. AxmatoBa®).
B nepBoW MHCTPYyMEHTaNbHON TeMe BOCMOMUHAHWUI
COXPaHMWTCA W BbICOTa «e—d—C», N TOHaNbHOCTb 3TOrO
BOKasibHoro otkposeHus B C dur / a moll.

ObpaTvm BHMMaHWe Ha «Memagu3uky nosmu-
4ecko20 A3bika», TO €CTb Ha TO, KAKUMUN CIOoBaMU
BbipaXkaeT «6e360xHbIl» [JoH XyaH cayumslieecs
C HMM B M3rHaHuun. CpaBHWBas «MamMowHUX Kpaca-
suy» ¢ «nocaedHeli AHOAY3uUU KpecmesaHKOU», repoin
Bockauuaet: «Ciaea boay! Ckopo doeadanca,—/
Yeuden s, ymo ¢ HUMU epex U 3HaMmecd — / B Hux —
JKU3HU Hem, 8Cé KyK/lbl 80CKO8ble». COOTHOCA COXET
ManeHbkon Tpareaun A. C. MyLwKnHa ¢ COYMHeHMEM
Ox.T.barpoHa, A. A. AxMaToBa Ha3blBaeT MECTOM
nsrHanus AHranto: «4mo 3a 3emas! A Heb6o? TouHo
Obim» 44, Cepbé3HOCTb BblBOAa [loH XXyaHa 3acTaB-

42. A wvcTopus onepbl 3HaeT Takne Npou3BeAeHns, B TOM Yncie
B PYCCKOW My3blIKe, rAe Lesble AeACTBMA bbliv NOCBALLEHbI
OMMCaHNIO NpenecTei, NpenecTHNL, U NpenecTHmkos. Ha-
npumep, «Mnaga» H. A. Pumckoro-Kopcakosa, «OrHeHHbI
anren» C. A.lpokodbesa 1 Ap.

43. Axmamosa A. A. «<KameHHbIV roctb» MywknHa // O Mywkn-
He. J1.: CoBeTckuit nucatens, 1977. C. 89-109.

44. Tam xe.
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nseT 3agymatbca o bonee «mpaHcyeHOeHMHoM»
M3MepeHMM cobbITUIA. YTO 3TO 3a M3rHaHue, B KO-
TOPOM OTKPbIBAETCA YENOBEKY 3HAUEHNE XXUIHU:
B OJHOM TOJ/IbKO BHeLUHeM eé MpPOosBAEHNN — «BCE
KYK/lbl 80CKOBbIe», OHa OLLleHNBAEeTCs repoem Kak
rpex N OTCYTCTBUE XM3HUN — «8 HUX XKU3HU Hem»?!
B My3bike BbiBOA [JoH XKyaHa BblgeneH 3anomMmuHato-
WMMCS NpepBaHHbIM 060POTOM ¥ TPUTOHOM B Me-
noauv [Mpumep 9], npesaBapss NOAOOHbIE peLleHus
KaZeHUUN B TPEXYACTHOM HOKTIOPHE BOCMOMUHA-
HWI. CTaHOBUTCA MOHATHO, UTO XWU3Hb repos C/NOB-
HO cobupaeTca 3aHOBO BOKPYT €ro pa3MblIlLIEeHNI
0 N06BU 1 CMepPTH BO3NHOBAEHHOMN.

WNTak, B cueHe BocnoMunHaHus o6 NHese repoi
«3a0ymblgaemcsi» O 3Ha4YEHNWN KPacoTbl, O 3HAUEHUM
N06BM, O 3HAUEHWM XU3HW... U CMEPTK, KacatoLein-
CA He TONbKO CPakaroLMXCA Ha wwnarax My>uuH,
HO M UMCTbIX N HEMOPOUHBbIX XeHLWUH. «CMepmeb —
epybas, xecmokas, 6e306pasHas, komopoli oH cman
ceudemesieM,— NOCMAsUIA €20 JUYOM K UYy C 8e4-
HbIMU, abCoMOMHbIMU YeHHOCMAMU, KOmopble OH
Hocun 8 cebe, HO Komopesle 8 HEM gce20a chanu,
6e30elicmeeHHble, HempoHymele...»*. [loH XyaH
3aroBapuBaeT O «epexe», KOTOPOMY AaéT BepHoe
onpegeneHve, Kak «omcymcmauto Xu3Hu»... Tak
HauMHaeTCa BO3BpalleHVe repos B Npeaenbl, ns
KOTOPbIX OH Obl/l U3rHaH — eBaHrebckne nan ma-
ApVACKMe, KOMY KaKoW ypOBeHb cogep>kaHna 60b-
e no ayLue.

CueHa noaBneHnA [LoHHbl AHHbI

O xopasbHON TeMe [JJOHHbI AHHbI KaK HOCUTENb-
HUue naen «padocmHoli ycmodivusocmu 6simusi»
Mbl FOBOPWAM B CAMOM Haudane ouyepka [cm. MNMpu-
mep 1 u Mpumep 2]. PacckaxkeM o Temax, CBfi3aH-
HbIX ¢ [loH XKyaHoM. [1laBHBbIN repoi No 13BeCTHOM
npuYnHe ckpbiBaeT cBOE ums. Ero Bonpoc «/loHHa
AHHa de Cosnvea? Kak? Cynpyza komaHdopa, ybu-
mozo He NOMHHo Kem?..» 6e3 NpoMeaieHNs NoaxBea-
TbiBaeTcA MOHaxoMm, He NPOCTO Ha3blBarOLWUM UMS
ybuiiLbl, HO AaOLMM HPABCTBEHHYHO OLIEHKY CTOS-
Lero nepes HUM repos: «pasepamHsiM, beccosecm-
HeiM, 6e360xxHbIM JoH XyaHom». He oT cebs, Tak oT
apyrux Jlon XyaH cabinT cBoe nmsa. Ho ero nmsa
AOMOJIHEHO OTPULLATENBHON OLEHKOW, KOTOPas, Kak
OTKPOETCA Jasee, OKa3blBaeTCs HEOXMAAHHOW /15
repos. Kak cnoxeHa My3blkasbHas TeMa OLLeHKMN
AoH XXyaHa MoHaxom?

45.  AumoHuti Cypoxckuti, mumponoaum. Tpygel. 2002. 1080 c.
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Jaxe Npun TakoM HanpsXKEHHOM COAep>KaHUM No3-
TUYECKOTrO TEKCTa MeNoAM3aLms PeunTaTMBHOM NapTum
MoHaxa onvpaeTca Ha M3BeCTHble HaM AMaToHMYe-
CKne HucxoasLme Tepumnn. OHW ciedytoT Yepes nayasy,
OZHa 3a ApYroM, OTYeKaHMBas KaXkAbli BOCXOAALLMIA
Ha cekyHay Lar cBoboAHON cekBeHLmW. HapyLieHne
AVATOHVKMN NPOUCXOAMNT M3-3a raPMOHNYECKOro BUAA
d-moll, KOTOpbIV BbIBOAMT BOCXOAsILLEE TUPAXKUPOBA-
HVe TepLMI N3 ANAaTOHNYECKOTO CMIOKOMCTBMSA U NpW-
[a8T CKPbITOMY MOCTYNaTeNbHOMY ABVKEHWIO BEPXHETO
ronoca xapakTep L,e/loTOHOBOro NATUcTonms «f-g-a-h-
Cis». LlenoToHOBOCTb O6HaPYXXMBAETCA C NOCAEAHUM
LlaroM CeKBEHLIMM, KOTOPbIV OTMeYaeT Menoamye-
CKYHO BEPLUMHY «CiS» KaK pa3 B MOMEHT NpounsHece-
HWA nMmeHn [loH XyaHa [Mpumep 10].

Tema oueHku [loH XXyaHa MoHaxoM npoussoanT
CUNbHOE My3bikanbHoe BrneyvatneHve. OHa He TObKO
CBfi3aHa C TeMOW «ycmolivyusocmu bbimus», HO Coean-
HAET U Apyrue naew, KoTopble BCTPEYaroTCA B MapTum
repos oTAeNbHO ApPYr OT Apyra. Hanpumep, BOCXOAA-
Lee HanpaeieHne Menoanyeckor anHmmn. OHo 3ano-
MMHaeTCs C CaMOro Hayana AeyCTBUSA, KOrja CKpbIToe
roJ0CoBeseHNe «a-b-c-d-es-f» NoATBepXKAAET peLun-
MOCTb repos BepHyTbcA B Magpwug;: «Tosneko 6bl He
8CMpemuJica MHe Cam KopoJb, / a, 8npodem, 8 HUKO20
8 Madpude He 6orocw!» [Mpumep 11]. B aTom 1 apy-
TMX NOAOBHBIX CIyYasX MHTOHALMOHHOE BOCXOX e-
HWe CBUAETENbCTBYET O LieNeyCTPeMAEHHOCTH reposi.

Takxe conposoxgaet [JoH XXyaHa My3blKaibHO
Bblpa3uTeNbHas naes, KOTOpPYo CayLllaTenb, 3HaKo-
MbIli C My3bIKOW onepbl «KaMeHHBbIV rocTb», MPUBbIY-
HO CBA3bIBAET C XapaKTEPUCTMKON NMOTYCTOPOHHENO
obpaza KomaHgopa. Oka3sbiBaeTcs, yBeMYEHHble
1 YMeHbLLUEHHble CO3BYYMS pacnpOCTpaHeHbl B Nap-
T1n [loH XyaHa. Hanpumep, obpatueHue yB.,, 1 yM.,,
3BYYMT B y>Ke M3BECTHON HaM Teme «bedHol VIHe3b!»,
MONOXEHHO B OCHOBaHWe HOKTIOpHAa BOCMOMMHA-
HUK [cm. Mpumep 5]; yB.,. OTMeYeHo uma [oH Xy-
aHa B obpaueHunn Jlaypbl kK B30H6paBLUEMYCSs Ha eé
6ankoH repoto [Mpumep 12]. Takmm 3ByYaHMEM Bbl-
AeNeHbl U Apyrne MOMEHTbI HamnpsXXeHNs JencTBus
C y4acTeM rnaBHOro repos.

CobpaHHble BMecTe B TeMe oLeHku [oH XyaHa
My3blKa/ibHble UAEW, Ka3anocb bbl, NpuaaroT ocobyto
BECOMOCTb BbiCKa3biBaHUIO MoHaxa*®. OgHako 3To

46. Ha menoanyeckon BeplUMHE TeMbl — 3BYKe «Cis», Ha MyTu
nosiHoro GyHkuUmMoHasbHoro obopota B d-moll npovcxo-
AWUT OCTaHOBKa Ha AOMUHaHTe, TpebytoLLeli paspeLleHus.
Taknm 0bpa3om, yTBEPANTENbHOE 3BYyYaHWNe NO3TUYECKOTro
TekCTa — «passpamseiM, beccosecmHoiM, 6e360xHbIM [JoH
XKyaHom» nprobpetaeT BONPOCUTENbHOE 3HaYEHWE N OXKU-
JAeT NOATBEPXAEHUSA NN ONPOBEPIXKEHMA.

He MeLLaeT raBHOMY repoto He COrnacuTbea € npea-
CTaB/ieHMeM okpy>atrowmx. ObpaTum BHMMaHWe, 4YTO
«pazepamtsim, beccogecmHoim, 6e360XHbIM» [LOH
KyaHa Ha3bIBaOT TO/IbKO COMYTCTBYHOLLME NEePCOHa-
XW. B nepBom genctemm — 310 MoHax v Jlenopen-
no, panee obHapyxatca JoH Kapnoc n Nlaypa. Cam
e repom He TONbKO «3adyMeleaemcs», HO NPOTeCTy-
€T NPOTUB TaKoMN «Mo/18bI» O cebe. Korga «HapoyHo»
NpPUCoeaMHMBLLMICA K MHEeHUO MoHaxa Jlenopen-
1O 3aKNtoYaeT: «gcex bbl UX pa3zspamHUKO8 8 00UH
Meuwiok, 0a 8 800y...», [JoH XyaH Bockanuaet: «4mo,
4mo mel 8pewib?». BoamyLleHne ero conpoBoxga-
€TCA UHCTPYMEHTaNbHON CEKBEHLMEN, KOTOPYHO Mb,
OPVEHTMPYACL Ha CIOBa repos, Ha30BEM TEMOW «8pa-
Hb5» NN, Kak roBopuT Jlenopenno, «mosagei» 0 [1oH
KyaHe .

My3blkanbHOe cogepikaHne TeMbl «8paHbs/MoJT-
6bi1» 0 [loH XKyaHe No3BoAseT pacrno3HaTb OCHOBHbIX
pacrnpocTpaHuTeneit 1 aaxe NPeanoNoXmnTb NpUUn-
HY BO3HWKHOBEHWS «M0/18bl». HeLapoMm B 3TOW TeMe,
TaKXe Kak B TeMe oueHkn [loH XXyaHa MoHaxoMm, co-
Jep>kaTcs My3blkasbHble UAEV, YKa3blBatOLLME He TOJb-
KO Ha rnaBHOro repos. Tema «8paHes/mMongel» 0 [JoH
XKyaHe cknagbiBaetca U3 AByx coctasastowmx [[pun-
mep 13]. C 04HOV CTOPOHbI, 3TO MENOAN3UPOBaHHbIE
HUCXoAALL e TPe3BYUMs, MOBTOPAOLLMECA C LLAroMm
CeKBEHLMWN Ha ceKyHAy BHU3. C Apyroli CTOPOHBI, 3TO
BblAe/IEHHblE aKLLleHTaMW B 3BEHbAX CEKBEHLIMMN JIOMa-
Hble apneakmo ¢ TpuToHamu. [ocneaHee BbiCTynaeT
He TONbKO MY3blKa/lbHbIM 3KBUBAJNEHTOM «8PAHbSA»,
Tak BO3MYTMBLUErO [1aBHOMO repos, HO 1 yKa3biBaeT
Ha aBTOpa 0H6BUHEHUI. VIM OKa3blBaeTCs HECOCTOSB-
wunica ntoboBHMk Slaypbl — [oH Kapnoc, 6pat Ko-
MaHzopa. /IMeHHO TakoW, BblAeNEHHON akLeHTaMu,
JIOMaHOV MENIOANYECKOM JIMHWEN OH O3BY4YMBAET CBOE
nms, 6pocas BbI3oB [loH XXyaHy B nokosx Jlaypsbl: «f,
Ao Kapnoc» [Mpumep 14].

OtHoweHwue [loH Kapnoca Kk rnaBHOMy reporo non-
HOCTbHO COBMAZAET C U3BECTHOM Ham Bepcuein MoHaxa.
Bbpat KomaHgopa cam 3acBMAeTeNbCTBOBA 3TO Cpe-
AN cobpaBLUNXCS B AJOMe aKTpuchl: «Teoll JoH XyaH
6e360xxHUK U Mep3asey...» B Teme oueHkn [oH Xy-
aHa MoHaxoM, Kak Mbl MOMHWM, CBOV Clies — Liesio-
TOHOBbIV XapaKTep BOCXOAALLEN MeNOANN OCTaBWA
ctapwmi 6pat [loH Kapnoca, ybreHHbin KomaHaop.
OTyero xe ABHOE HapyLLeHWe «ycmoliyusocmu 6Gbl-
musa» B 06enx paccMoTpeHHbIx Temax [JoH XKyaHa

47. «BpaHbe» —3HaueHuve cnosa «mosBa» B [101HOM LlepKOBHO-
cnaBsiHCKOM cioBape npoT. . AbaveHko: JesadeHko [, npom.
MoJHbIV LLlepKOBHO-CNABAHCKUIA cnoBapb. M.: M3a-Bo «OT-
unn gom», 2001. C. 314.

BbIMOJHAETCA CPEACTBaMU My3blKa/IbHOMN Bblpa3nTeNb-
HOCTW, BeAyLLMMN K obpa3am bpatbeB e ConbBa?

A.A. AxmatoBa nucana o Tom, uto A. C. MywkmH
CKPbL OT YntaTens NpudmHy aysnmn loH XyaHa vn Ko-
MaHzgopa“®. BoictTpoeHHas A. C. laproMbIXXCKUM My3bl-
KaJlbHas ApamaTyprys packpbiBaeT NMOTa€HHbIN CMbIC,
Ba>XHbI AN NOHUMaHWA Npoucxoasuiero. Mysbika
B JJ@HHOM C/lyYae «3HaeT» Hosblie, YeM No3aTHYe-
CKWIA TEKCT, B KOTOPOM JaéTca OAHO3HaYHO Heaule-
NPWATHaA OLeHKa rNaBHOro repos — «passpamHel,
6eccosecmHbili, 6e360HbIli». B My3blke cOaep>XMTCA
He TO/IbKO BOMPOC O CMpaBeAANBOCTN TakoOW OLLeH-
ku [JoH XyaHa, He TO/IbKO YKa3blBaeTCA Ha MCTOYHUK
OLLeHKN — «Mo/18Y», COOPMUPOBAHHYHO MO BO3AeW-
ctBneM 6patbeB ge ConbBa, HO yrajbliBaeTca NpuYm-
Ha GOPMNPOBAHMA «MO/IBbI» U, B KOHEYHOM CYETE,
NpuurHa obeunx ayanew rnaBHoro repos — ¢ KomaH-
4OpPOM u ¢ ero 6bpatom [loH Kapaocom.

«Kakoe HU ysuduuib 3710, 3Hal, 4mMo OHO om 3a-
sucmu... OHa u3dasHa bbl1a NPUYHUHOU MHOXecmaa
30/1... dma 6os1e3He U38pPaMUIA 8Cé U pacmauaa hpas-
0y... HelHe 3a8ucmb He cyumaemcsi U NOPOKOM, Nno-
yemy u He 3abomsmcs 06 uzbasseHUU om Heé...»*.
«KopeHb u Ha4yasno 3asucmu ecme 2opdocme. [op-
Oblill, NOCKO/IbKY X04em 803HeCMUCh 8bllUe NPOYUX,
He Moxem mepnemse, 4mobbl kmo-HUbyOb bbln emy
paseH, a ocobeHHo selwe e20...»>°. [loH Kapnoc npe-
TeHAyeT Ha Nto60Bb Jlaypbl, 3Has, UTO Ta BAtOOAEHa
B [loH XyaHa. 3a Koro xe oH 6bETca Ha Ay3anM — 3a
6pata, 3a NtoboBHMLY nan npoTtme [oH XKyaHa? Ko-
MaHZOop NpAYeT CBOK Cynpyry OT okpy>atoLwmx. «OH
ZloHHy AHHY 83anepmu 0ep>kas, HUKMO U3 HAcC He 8U-
Obigan eé»,— ckaxet [loH XyaH, a B NociesyroLLmx
HEeNCTBUAX YTOUHUT: «OH COKPOBULLA NYCMble NpUHec
K Ho2am 602uHU...». 3a KOro e TOT BbETCA Ha Aya-
N — He 3a CONMAAapHOe N C «He200deM Cypoabim»
My>em He3bl OTHOLLEeHWe K cynpyre, No NocayLua-
HWIO MaTepu BbllesLLeR 3a Hero 3amyX: «Mame Mosi
gesiesia MHe dame pyky [loH Aneeapy...»?

B cueHe nossneHnsa [JoHHbI AHHbI Mbl CTanKnBa-
eMCH C HEOXXWUAAHHOM NMPUUNHON «3a0yMyU80CMU»
repos. OH pa3MbILLAAET HaZ OLEHKOW, KOTOPYHO AaéT
eMy obLLeCcTBO B TO BpeMs, Kak caMo ObLLLeCTBO fB-
NAeTcA HoCMTeNeM NOPOKOB «U He 3abomumcsa 06

48. Axmamoea A. A. «KameHHbIN roctb» MywwkuHa // O Mywwiku-
He. J1.: CoseTtckuin nucatens, 1977. C. 89-109.

49. UoaHH 3namoycm, apxuenuckon KoHCMaHmMuHoONoa6ckud.
CobpaHue TBOpeHwIA. 2-e n3a., CM6., 1902. T. 8. C. 435, 432.

50. Macnoe MoaHH, apxumarHopum. CuMOHMS NO TBOPEHMAM
ceATUTENs TuxoHa 3agoHckoro. MNpuaoxeHne K marmcrep-
cKkon guccepTaumm «CeatTuTenb TUXOH 3a0HCKUIA U ero yye-
Hue o cnaceHum». 3aropck, 1981. T. 1-5. C. 773.
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uszbasneHuu om Hux». B oTanume ot obwenpuHsa-
TOV TPAAMLIMUN MOJOXKMUTENBHO OLLEHMBATb MYXCKMX
nepcoHaxen, A. C.MywkuH v Bcneg 3a HuM A. C. ap-
FOMbIXXCKWIA NpeaaratoT «3adyMamecsi» 06 Ux oTpu-
LaTeNbHOM posin B cyabbe r1aBHOTO repos 1 repoOnHb.
3afymMaTbCs O POAU CYAWN, BBIHOCALLIMX OKOHYaTE b-
HbIA 1N He NoA/NeXallWi NepecMoTpy NPUroBop, B TO
BPeMs Kak camMmu oHv — 1 bpaTbs e ConbBa, N «Hezo-
oAl cyposbili» My> IHe3bl— NpeACTatoT He MHaYe Kak
bapucesmMn — 0aMLETBOPEHHBIMM CUMBOAAMU HECO-
OTBETCTBUSA «8HYMpPeHHe20» N «8HEeWHe20 Yes08eka».
MNepeoLeHnTb 3HaUeHe 0603HaUEeHHbIX TeM B Tpa-
rmyeckor cyabbe mTepaTypHOro repost HeBO3MOXK-
HO, NOHUMas Ty POJib, KOTOPYHO Urpasna «OLeHKa»
N «MOJIBa» B XXM3HW aBTOPOB onepsl. «[1o2ub nosm! —
Hego/bHUK Yecmu — / an, oknegemaHHelIli Mosgod,
C csuHyom 8 epydu u xaxdoli mecmu, oHUKHY8 20p-
doli eosoeoli... He sbiHecna dywia nosma / [No3opa me-
JI04HbIX 06U0, / Boccman oH npomus mHeHuli caema /
O0uH, kak npexade...» — Bockanuan M. HO. JlepMoH-
TOB B CTUXOTBOPEHUN «Ha cMepTb noaTa». B cTpokax
Tpareaun «KaMeHHbIN rocTb» NO3T OTNeyYaTtan CBOH
COBCTBEHHYHO CyAbbY C TaKMMU YTOUHEHUAMM, KOTO-
pble He MO3BOAUAN BbIMYCTUTb COYMHEHWE B CBET .
«KaMeHHbIN rocTb» — eJMHCTBEHHAs U3 MafleHbKNX
Tpareaui, He N3aaHHas NPW XU3HW noaTa % B ceT-
ckoM obLectBe ums Anekcangpa Cepreesuya npu-
06peno Apknin oTpuLLaTeNIbHBIA OTTEHOK eLLé B ero
FOHbIE TOAbI, BO BPEMS MEPBOWN CChIJIKM — HOXHOW.

CueHa cBupaHma c Jlaypoi

«[pudu, omkpoli 6a/KOH...» — KapTUHa TUXOM tOXK-
HOW HOUW C HEOBbIKHOBEHHO MPO3PaYHON TEMOM
cBugaHma (B kotopom Bmecto JoH XyaHa cHavana
yyacteyeT [loH Kapnoc) 6yaTo HaBesiHa BOCMOMMHaHU-
AMW FOHOCTW NO3Ta, KOTAa BAHOONEHHBIV B KpacaBuLly
NoNAYKy — 3Be3/y OAECCKOro CBETCKOro ObLLEeCTBa, OH
«HO4YU npogodun y... 6ankoHa, mpesoxa cepeHadamul...
COH» UK, KaK cnoeT ob 3tom Jlaypa B necHe «Ode-
Js1ace mymarom peHada», «g socmopze 6e3Mo18HOM,
8 06vbAMUsAX cmpacmu» 3abbI8aANUCH «BPEMSA» W «3a-
60meoi Mupckue»...%. Pe3ynbTaToM MbIAKON BAOOGNEH-
HOCTV CTan Weind CyxoB, He TONbKO NOBAVABLUMX Ha
OTHOLLEHNS MOJIOOrO YeNoBeKa C ceMbél (bonee Bce-

51. «W3BecTHO, uTO lyLKWH, OTAaBas B neyaTb CBOWU CTUXM,
BCerga Ctapancs yHUUTOXMWTb BCe HaMeKW, KOTOpble MO
6bl NOMOYb A06PaTLCA 40 AENCTBUTENBHOCTU». LinT.: Lljezo-
nee 1. E. V13 xu3nHn n TBOpyecTBa MywkuHa. CM6.,1931.

52. Axmamosa A. A. «KameHHbI# roctb» lMywkuHa // O Mywku-
He. J1.: CoBeTcknin nucatens, 1977.

53. Cnosa [loH XyaHa 13 Broporo gelicTBus onepbi.
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ro, C OTLLOM), HO MOCTaBMBLUMX €r0 B OMMO3ULMIO FO-
CyAapcTBy M BO36Y>KAaBLUMXCA NPY HEOHXOAMMOCTM
B TEUEHWM BCeN XU3HW No3Ta>*! TeHb NpesaTeNnbCTBa,
BOM/IOTUBLLErOCs B NpeciefoBaBLUel ero «keseuy-
weli Mo/ige» INYHOTO W MOAUTUYECKOrO TOJIKa, NajaeT
Ha BC& TBOPYECTBO NO3Ta U UMEET NPSAMOE OTHOLLe-
HMe K ero cobcTBeHHOM rmbenn Ha aysnm .

TeMy «OyeHKU» 1N «MOJ18bl» MOXHO Ha3BaTb CKBO3-
How B npom3eegeHunsx A. C. MNywknHa. B «KKameHHOM
rocre» 3TOl TeMe NocBsLLeHa BTopas KapTUHa nep-
BOrO ZENCTBUA, B LIEHTP KOTOPOW nocTasaeHa Jlaypa.
CBeTcKas »XaHpPOBOCTb OTnYaeT obpas Jlaypbl ¢ nep-
BbIX TaKTOB KapTWHbl. CBepKaroLas MHCTPYMEHTalb-
Hasf Tema ConpoBOXAaeT TaHel, apTnUCTku [[pumep
16]. B HEM «CkauyT» 3HaKOMble HaM TepLK, TONbKO
CMHKoMa (coBnajeHne NoabCKOM Ma3ypoyHOn Me-
TPUKN N OCOBEHHOCTEN MCNAaHCKON Cernanabmi nam
XOTbl HE KaXyTCs 34eCb Cy4aHOCTbIO) OTOpachiBa-
€T BTOPYHO TEPLMIO BbiLLE MNOJIOXEHHOTO Ha ABa TOHa
«d-b / g-es». «Ycmoliyueocms bbimusi» ANaToOHNY-
Ha, HO HapyLLeHa 3aHOCUYMBOCTbIO repouHn («/lay-
pa» B NepeBoje — yBeHUaHHasa «/1aspom», TO eCTb
«caasoli»). Kak He BCMOMHWUTL: «/Tl0bus oH npexoe
uepel caasel / V1 xaxadol aubesnu eopes...» .

Bnpouem, He BCAKUIA YCABILLWT 3aHOCUMBOCTb B MO-
TOKe npa3gHoro BpemanpoBoxaeHus. Cyaa no He-
KoTopbiM TeMam Jlaypbl 1 [loH XyaHa, nx pogHuio
KOrga-To UMEHHO Mpas3AHoe fierkombicave. Vimeem
B BUAy 611M30CTb ABYX TEM: OAHa TONbKO YTO OMu-
caHa HaMV — 3TO UHCTPYMeHTalbHas Tema TaHua
Naypsbli [cm. [pumep 16], KOTopas OTKpbIBaeT BTO-
PYH KapTWHY; Apyras — COXMBLUAACS eLLE B NepBOM
KapTVHE KaK NPUKPbITUE NPa3AHO «QYIaroWux» Yy Mo-
HaCTbIps rePOEB MHCTPYMEHTa/lbHasi TeMa NPOryaKku
AoH XyaHa. Mbl Ha3biBaeM €€ TEMOI MPOry/Ku, no-
CKOJIbKY OHa cornpoBoXxaaeT cnosa JSlenopenno «Mebi
30eck 2y/1em», B KOTOPbIX HaXOAUMBBIWA cayra C ne-
pexogsLiein B 0bMaH BblAYMKOW HALENcs, kak 06b-
ACHUTb MOHaxy 1X C XO3AMHOM NPUCYTCTBUE Y CTEH
obutenn [Mpumep 15].

Mpa3aHbin JoH XXyaH n3BeCcTeH HaM He TOJIbKO
TEMOW MPOTy/NKN, HO N CBOWUM, CKaXeM Tak, JOu3-

54. Bnadumuposa/l. 6. AHHe AHppeeBHe AXMaTOBOM — yuy-
wemy 3Hatoky [lyuwkuHa // Knaysypa. JlutepatypHo-
ny6ANLMCTUYECKMIA NPOCBETUTENBCKMI XypHan. 08.03.21.

55. Hanpwumep, B noBectn «Metesib» A. C.MyLwknH nuweT «[byp-
MUH] KG3a/1ca Hpasea muxo2o U CKpOMHO20, HO M0.J18a y8epsi-
/10, YmMo Heko20a bbl/1 OH yxacHeiM hosecoro // Cnosapb pyc-
cKoro f3blka: B 4-x 1. / PAH, IH-T anHremnctny. nccneposa-
HuiA; Mog pea. A. M. EBreHbeBoW. 4-e u3a,, ctep. M.: Pyc. s13,;
Monurpadpecypcsl, 1999.

56. [lMywkuH A. C. KaBka3ckuii nieHHNK // COUMHeHNs B TpeX To-
max. Tom BTOpoi. M.: M3a-Bo «XyaL0xecTBeHHas nTepa-
Typa», 1986. C. 3-23.

rHaHHUYEeCKUM OTHOLEeHMEM K VIHe3e — «e3xanu
Boi ctoda, a nowadeli Oepxkan s 8 pouje» (Jlenopen-
J10), He MO3BOJIVBLUMM FrepOH0 BOBPEMS Pacro3HaTh
OMacHOCTb, NPO3UBLLYH BO3NHO6AEHHON. Takum Bbin
[oH XyaH — repoit Jlaypbl, eé «Opye u sempeHoili
JI060BHUK», KOTOPBIA Npexae Arbun «...uepel c1a-
8ol / U xxax0doli 2ubesau 2open. / HegosnbHuUk yecmu
becnouwjadHod, / B6au3su sudan oH csoli koHeu, / Ha
noeduHkax meépaeili, xnadHeili, / Bcmpeyas eubese-
HbIl csuHel. / bbimb Moxem, 8 OyMmy no2py>xéHHbil, /
OH spemsa mo socnomuHan, / Kozoa opy3esamu okpy-
XKEHHbIU, / OH € HUMU WYMHO nuposan...»>. Tenepb
«WwyMHbIU nup» npoLwén 6e3 Hero. loH XyaH aBu-
ca K Jlaype B camblii HEMNOAXOAALLMIA MOMEHT, KOT-
Ja OHa ocTtanacb HaeauHe ¢ [JoH Kapnocom. TouHee,
cama ocTaBuna y cebs [loH Kapnoca: «Tel, bewieHsld,
0CMaHeCs y MeHs. Toel MHe noHpasuscs, mel JoH Xy-
aHa HanoMHUJ MHe...»

O6pa3 Jlaypbl He NpocT. MNpa3aHoCTb, NoaAep>KaH-
Hasl 3aHOCUMBOCTbIO N COBNHOLEHNEM CBOVX MHTEPE-
coB («4mo xopowio, mo xopowio!» oTMeyaeT nNpo cebs
Naypa ctpemneHune [oH XyaHa HainTn B Magpuae
npexae Bcero eé), A0MNOo/IHAETCSA YBAeYEHNEM CBO-
6040106MBbIMN peunTaumamu, poaHawmmm flaypy
C 0AeCcKoM 3HaKoMOM noaTa: «A daseko, Ha cesepe,
8 MNapuxe, 6imob Moxxem, Hebo My4amu NOKpeLIMo...»?
O6paTM BHYMaHMWe Ha BEAYLLYH XPOMAaTUUECKYHO CO-
CTaB/ISIOLLYHO B ME/IOAMMU Y FaPMOHUWN PEBOJIFOLMOH-
Horo 3nu3oga [MNpumep 18]. MNpu 3TOM yanBUTENBHO
npeobnagarolLiee 3HaUeHNE My3bIKalbHbIX eAMHNL,
«ycmotivugocmu bbimus» B 6ONbLUNHCTBE «Me100u-
yeckux pedumamueos» Jlaypbl: 6yKBasbHO Kaxzas
Mesnoaunyveckas BoOJIHa €€ NnapTum OTTaNkUBaeTcs Ot
TepLoBOW Lienoyku. bonee Bcero 3anomMuHaeTcs 06-
paLléHHbIn K JJoH Kapnocy npu3bie Jlaypsbl, Ha OCHOBe
KOTOPOTO CK/IaAbIBaeTCs CBOEr0 poja apuoso repou-
HUW, O HEM Y>Ke Wwna peub: «[Ipudu, omkpoli 6anKOoH...»

Ha30B&M 3Ty Npu3bIBHYHO 3anoMUHaroLLyoCs
TeMy — Temoi cBuaanus [[pumep 17]. OHa poxaaert-
sl oueHb 613Koi Tol, koTopyto HanuweT C. B. Paxma-
HWHOB B pomaHce «CrnpeHb». YncToTa obbIrpbiBaeMbiX
TPe3By4YMEM TEPLIMIN MPOHMKAET B caMoe cepaLie, byato
ycrnokauaas — «kak Hebo muxo...» (CpaBHW y Paxma-
HWHOBa — «30eCb XOpPOoWo...»). 3HaKOMble HaM HUCXO-
JALMe TEPLUM BIIETEHLI B MEIOAMNIO B Havase 1 no
OKOHYaHWW, Kak 370 6b110 Y [loHHbI AHHbI. CnsieTatoT-
CA U3 HYX U rapMOHMYeCKMe co3Byuns. Kak xe psgom
C TaKOW CBeTNeNLLEeN MeNoamnel OKa3blBaeTCA COYYB-
CTBYIOLLMI PEBOIOLIMOHHOMY CBO6OA000UI0 pe-

57. Tam xe.

YMTaTMBHBIA 3Nm304? TakoBa Jlaypa — 3a BHELUHUM
obpazom («kak Hebo muxo!») He pa3rnsaeTb BHYTPEH-
Hero («Hebo my4amu nokpeimo»). MoXXHO au e ao-
BEPATb: «A CKO/IbKO pad3 Mol U3MEHs/1a MHe 8 MOEM
omcymcmeuu!.. Ckaxu X...»

B kauecTBe «oTBeTa» Ha Bornpoc [loH XyaHa 3BYy-
YMT BapuaHT TaHLLEeBaIbHOW TeMbl FePOUHU 113 HaYa-
Na BTOPOW KapTuHbl. OueHb Y 611M30K OKa3blBaeTCs
3TOT «OTBET» MHCTPYMEHTaNbHOW Teme CHerypouku
13 ogHOMMEHHO onepsbl H. A. Pumckoro-Kopcakosa,
KOTOPbIN, KaK M3BECTHO, MHOFO MOTPYANACS Hag, Op-
KecTpoBKOM ornepbl «KamMeHHbIN rocTb». Takoro poga
My3blKkanbHOE Nogobue (MycTb BO3HUKLLEE Aaxe Ye-
pe3 rogbl) HABOAMT Ha MbIC/b O Jlaype Kak co3gaHum
C XOJIOAHBIM CepaLeM, TO eCTb He YMELOLLLEM 0BUTb.
Mo>xkeT 6bITb, OHa ¥ MONyYUIa COOTBETCTBYHOLLMNIA
npodeccuoHanbHbIN CTaTyC B ApamaTyprum croxe-
Ta — aKTpuca, NOTOMY YTO TOJIbKO UTPaeT B NHOH6OBb:
eé «csoea btomcs, Kak 6ydmo ux poxdaem He na-
mMame pabckas, Ho cepdye». Bo Bpems «oteeTta» [oH
XyaH «cmompum eli 8 2nasa». Kpome TaHueBanbHO-
CTW, B rnasax Jlaypbl oTpaxaeTrca OH caM W TOAbKO
yTO YOUTBIN UM [loH Kapaoc. 3TO CbILWHO B My3bIKE,
rae Ha TaHueBanbHY Temy Jlaypbl HaknaAblBaroTCA
371eMeHTbl TemMbl nporyaku JoH XyaHa, n otyactu
NPOABAAETCA NAEeA NOMAHOTO MeNOANYECKOro ABU-
SKEHWUA U3 TeMbl K/EeBELLYLLEro Ha r1aBHOro repos
JoHn Kapnoca [[Mpumep 19].

Mys3bika cBogmnT Jlaypy ¢ [loH Kapnocom n B Teme
«8paHbsa/Mosebl» o [loH XyaHe. [NpocseTnéHHan
TepLoBas Tema CBMAAHUA, O KOTOPOW Lna peyb
BblLle, COranacyetca C nepBbiM, ANaTOHUYECKUM
TPEe3BYYHbIM 31EMEHTOM 3TOWN TeMbl. HaNnOMHMM, UTO
BTOPOW, «OTPULLATENbHbBIN» /1EMEHT COCTaBAET XPO-
MaTnueckas Tema floH Kapnoca. Y1o e nonyuaetcs,
«mo/18a» 0 floH XKyaHe cknajbiBaeTca B coefuHe-
Hun Tem Jlaypsbl 1 [lon Kapnoca? Ho Beab Jlaypa,
HanpoTMB, 3aliMLLAeT CBOEro «gempeHo2o /10608-
Huka» OT HanageHw bpata KomaHgopa, f4a u B ro-
CTAX Y Heé cobupatotca «Opy3es» XyaHa. [MNpaaa,
BCTpeYa C Apy3bAMU, NO €€ MHEHUIO, Bbia Bbl He
enaTtenbHa CaMOBOJIbHO BEPHYBLLEMYCS U3 N3rHa-
HWA repoto: «Kak Xopowo mel c0enas, 4mo A8uscs
00HOU MUHymoli nozxe! Y MmeHs Opy3bs meou 30eck
YXKuHau...» Bot tak apysbA... IMEHHO B OKpYy>KeHWnK
Naypbl, UMeHHO cpeawn «Opy3eli» BO3HMKAET U BblCKa-
3bIBaeTca MHeHue o [loH XKyaHe, BOT OHa — cBeTCKas
cpesa GoOpMUPOBAHUA «B8PAHbS/MOSBbI».

[a v cama aktpuca xopowta. OHa «8epHO noHsAa
€800 posb» 1, 3awmwan [lon XyaHa nepea apy3ba-
MW, OKa3aBLUMNCb C HUM HaefunHe, BbiCKa3biBaeT OCy-
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XAeHve, aBTOpamMmn KOTOPOro ABAATCA bpaTba e
ConbBa: «[Toseca... Obs801... NPOKASMGILL... BEYHbIE
npokasel... a 8cé He suHosam...» [loH XyaH cHavana
MbiTaeTca onpaBAaThCs, @ 3aTeM MPOCTO MOMYUT. 3a
Hero roeopuT My3blka. OHa CBUAETENbCTBYET O TOM,
yTO 06pa3 Jlaypbl 3acTaBAsfET repos «3adyMamoscs».
B MHCTpyMeHTanbHOM NapTum B OTBET Ha BbIBOA Jlay-
pbl «a 8Cé He BUHOBAM...» POXAaeTcs TeMa, 6m3kan
OTKPOBEHWIO FNaBHOMO repos U3 TPEeTbero JencTBus,
rae oH obpaluaetca kK JloHHe AHHe, He BepsLLeli B ero
nobosb: «Beau — ympy! Beau deitiame — A 6y0y...
AUwWe 015 mebsi»! OkasbiBaeTcs, pagoM c Jlaypon,
KOTOPYHO OH «npuwén uckame 8 Madpude», [JoH Xy-
aHy He 41 Koro «0biame» N «ymMupame». My3sbika
CBMAETENIbCTBYET O TOM, UTO report ogmHok! OH He
HaxoauT B Jlaype XXM3HeHHO BaXXHOro — 6aaroro co-
Aep>KaHus, KoTopoe nocie BcTpeumn ¢ VIHe3on nbiTa-
eTcs 06HaPY>KNTb B CONYTCTBYHOLLMX MY KpacaBULLaX.

Bo3MOXHO, MO3TOMY MHCTPyMeHTa/lbHas TeMa oau-
HouectBa [loH XyaHa, 0 KOTOPOW Mbl Cceivac roeo-
PUM, UMEET CXOACTBO C TeMol 6onesHn VHesbl. Kak
B C/lyYae C «aHOA1y3cKol KpecmoAaHKOU», MPUYNHOM
XpOoMaTh3aLmm TeMbl FepOVHI Bbl «He200sl Cyposbili»
MY, Tak 1 B C/lydae C UCNaHCKUM rpaHAOM MPUYNHON
XpoMaTu3aLmmn ABASETCA... He YMetoLLLas H0bUTb XKeH-
WwyHa. TeMa CTPOMTCS Ha BbICOTE Bblpa3uTeIbHOM pe-
navkm 06 «aHoany3ckol KpecmesHke» (Kak OHa 3By4ana
B pacckase [loH XXyaHa 06 narHaHWm B Hauane NepBoro
[EeNCTBISA), HO C «DONIE3HEHHOW» anbTepaumen «es—d—
CiS...», 3a/iep>XaHnAMU B MeNOAMUM 1N OMeBaHNEM Mep-
BoW cTyneHu [Mpumep 20]. MNoxoxas penaunka, HO Ha
APYrol BblcOTe «f—e—es...» MPOBOXAEeT OOHABLUYHOCS
napy «e 6okoayro komHamy» [Mpumep 21]. Huexoaswee
ABVKEHWE MENOANM C SNEMEHTaMM abTepaLyn — 370
He cyyaiiHoe coueTaHue 3BYKOB, HO TeMa OfMHOYe-
crBa JloH XKyaHa, BbipacTaroLLan Tenepb He TOJIbKO U3

CpaBHeHWA VIHe3bl ¢ KpacaBMLAMN «MAaMOUHUMU»,
HO W CO 3AELUHNMM.

®uHan nepBoro AencTBUs, Korga CoraacHo pe-
mapke [loH XyaH «obHumaem» Jlaypy, «u 0ba yxo-
0am 8 60ko8yH KOMHAMY», OTMEUEH KYJIbMUHALMEN
B MHCTPYMEHTaNbHOM NapTuu. 3aecb 6ykBanbHO Npo-
NCXOANT CpadkeHne MeXAy NPOTUBOMONOXHbBIMU
TemaTnuyeckumm obpasoBaHmamu. NepBoe — npea-
cTaBasieT cobon NoBTOpPeHME TPUTOHOBOM TeMbl
[AoH Kapnoca [[Mpumep 22a] ¢ ganbHenwen TpaHc-
bopmaLmelt e€ B CMHKONMPOBAHHbIE, CKaXeM Tak,
«B83Maxu wWnazu» U3 NHCTPYMEHTaNbHOrO 3Nun3oaa
noeanHka ¢ [loH XyaHom [[pumep 226]. B nocne-
AYHOLWNX AENCTBUSAX 3TU «B3Maxm» ByayT cBuje-
TenbcteoBatb 0 KomaHgope. [loH Kapnoc («Kapaa»
B NepeBOAe — «8pyH», «BOAWEOHUK») HEN3MEHHO
CTOWT «3a CMUHOM» cBOero bpata s, Bropoe — onu-
paeTcs Ha Temy cBMAaHUA. 34ecb JMHamuka 6onee
HacblLeHa, OyKBaibHOro NMOBTOPEHMA HE MPONCXO-
ant. Kaxkgoe nocnegyroliee npoBeAeHne npescras-
nset cobor TpaHchopmaumio Tembl [Mpumep 23a,
6, B], coxpaHsAeTca TONbKO HanpaBieHne «u3 gep-
WIUHbI UCMoYHUKa». TpaHcdopmMaLma NponcxoamT
C yyactnem naeun «padocmuoll ycmotiyugocmu 6bi-
musa». B pe3ynbTaTte TeMa CcBUAaHUA NpeobpasyeTca
CHayana B MeNIoAMIo, CXOXYHO C TOW, KoTopas Xa-
pakTepusoBana oguHoyectso [loH XyaHa, a 3ateM
B 3By4aHue xopaJa, MpPAMO HanpaBAstoLWero re-
pos Ko BcTpeye ¢ JloHHoN AHHOI. PUHan nepBOro
AencTBMa onepbl cpescTBaMy My3blkasbHOW Bbl-
pa3nTeNIbHOCTW CBUAETENbCTBYET O NEpPBON nobe-
Ae «gHympeHHe20 yenogeka» [JoH XyaHa Ha nyTu
«nepepoxoeHusi».
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MAIN ACTIVITIES AND SPECIFICITY
OF THE CONCERT REPERTOIRE
OF MODERN RUSSIAN MILITARY BANDS

Summary: The article examines the main trends in
the development of the concert repertoire of mod-
ern Russian military bands. At the beginning of the
21st century, the complexity and multidimensionali-
ty of military band art is obvious. Modern bands per-
form the task of providing music for military rituals,
state, political, public, cultural and sports events, and
take part in concerts and festivals. In this aspect, the
issues of adapting music of various genres and direc-
tions for a brass band performance are of particular
relevance. In the post-Soviet period, military bands re-
tained their value guidelines. At the same time, they
not only preserve traditions but also develop them in
new conditions. In Russia, military bands are the most
widespread musical embodiment of military culture,
as well as an important element of military infrastruc-
ture which helps maintain morale. Currently, as before,
they are widely used as a propaganda tool, including
during public events.

The article notes the variety of directions in the de-
velopment of military band repertoire. In this context, it
is important for the author to consider the main factors
in the formation of the repertoire of the Central Military
Band of the Ministry of Defense of the Russian Federa-

At the beginning of the 21st century, military
bands retain their value guidelines and continue to
perform the function of introducing the best exam-
ples of musical culture to the general public. Their
importance in the process of patriotic education is
also undoubted — the performance of works by fa-
mous Russian and foreign composers, transferring
the values of spiritual culture, creates a sense of loy-
alty to the Motherland, willingness to fulfil one’s mil-
itary duty and to demonstrate an active citizenship
stance. Military bands not only preserve traditions
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tion. The band's repertoire range is extremely wide — from
works of Russian and foreign classics to music by con-
temporary composers. The recognized reference sound
recording of the Russian National Anthem was made by
this band. Moreover, the study of the repertoire of edu-
cational groups seems significant. The band of the Valery
Khalilov Moscow Suvorov Military Music College consists
of young Suvorov students; nevertheless, despite the age
of the musicians, it is a highly professional group that has
demonstrated its performing skills not only in Russia but
throughout the world.

In conclusion, the significance of directions for ac-
tualizing the creative activity of modern military bands
and the importance of studying the art of arrangement,
which makes it possible to create adaptive forms of pre-
senting historical memory, are noted. The preservation of
the traditions of performing academic music is a crucial
role of military bands. The concert activity of modern mil-
itary bands, as a tool for adapting music of various styles
to traditional for military culture performance conditions,
seems to be an important way of transfering musical cul-
ture values in situations of social change.

Keywords: music of military bands, concert repertoire
of modern Russian bands, creativity of military conductors.

but also develop them in the context of modern re-
alities. In Russia, military brass bands are the most
widespread musical embodiment of military cul-
ture, as well as an important element of military
infrastructure that helps maintain morale. Current-
ly, as before, they are widely used as a propagan-
da tool, including during public events. In the study
by A.Proskurov, “Formation of Artistic and Creative
Activity Among Military Band Musicians in Concert
and Drill Activities”, the following types of service
and creative activity are noted:

—  service and drill activity (primarily, it is a
provision of military rituals, combat training class-
es, raising the morale of military personnel, issu-
ing commands that help military personnel in the
daily routine of a military unit, a parade of troops);

- social and ceremonial activity (firstly, these
are mass and sports festivals, opening of monu-
ments, meeting foreign delegations, giving military
honours at burial, mourning ceremonies);

—  cultural and educational activity (organisa-
tion and holding of concerts);

— concert and drill activity (an activity that
combines a service and drill function and a cultural
and educational function; in addition to providing
military rituals, military bands appear in theatres,
parks, stadiums, radio, television, concert venues in
the country and other public places [2; 4]).

In modern Russian culture, the role of military
bands is very significant. Firstly, it is an opportuni-
ty to become familiar with the history of the Moth-
erland, its traditions, and its best examples of art.
Secondly, it is an advocacy of the patriotic spirit,
the strengthening of military-patriotic conscious-
ness, and the cultivation of a sense of involvement
in the fate of the Motherland. Finally, it is a forma-
tion of a positive image of the army as a whole.

On November 22, 1996, almost forty years af-
ter the release of the last order of the Soviet era
dated July 26, 1963, No. 182 "On the Implementa-
tion of the Provision on Military Band Service in the
Armed Forces of the USSR”, a new order No. 417
“On Military Band Service of the Ministry of De-
fense of the Russian Federation» was issued. There
are no significant changes compared to the previ-
ous order. Some chapters that had become irrele-
vant for this period were removed; the tasks of the
military band service and the responsibilities of mili-
tary band members were more systematically spelled
out; aspects of the organisation and placement of
a military band were taken into account, and sym-
bols and commands for controlling a military band
in formation were spelled out; much attention was
paid to military band students. In other words, it
was adapted to the new name of the state — the
Russian Federation.

Concert activities of modern military bands are
impressive in their scale. At the moment, there are
individual military band concerts with a very diverse
repertoire in different parts of the country. The edu-
cational activities of military bands have become very
popular in our time. Many military music festivals

have appeared, both of national and international
significance. Military conductors show themselves
not only as professionals in their field, perform-
ing complex arrangements and combining several
works at the same time, but also as excellent pro-
ducers and directors of such shows. It has become
an annual tradition to hold the Spasskaya Tower In-
ternational Military Music Festival on Red Square in
honour of the city of Moscow. Participants of the
Spasskaya Tower Festival perform on television; the
leaders of groups give interviews, talk about the fes-
tival’s creation and creative path, thereby fulfilling
the role of guides in raising the spiritual, patriotic,
musical-aesthetic and cultural development of the
surrounding cultural environment.

In the post-Soviet period, military music in Russia
received a new stage of development. It was due to
a gradual change in the ideology of the state. Cur-
rently, the Order of the Minister of Defense of the
Russian Federation No. 99 of 06.02.2013, “On the
Military Band Service of the Armed Forces of the
Russian Federation”, is in force; it cannot be said
that it is very different from previous orders; how-
ever, it still has made adjustments. There are about
two hundred and fifty military bands in the Armed
Forces of the Russian Federation; nevertheless, not
many bands can fully perform the concert reper-
toire. The most famous and largest military bands
are stationed in big cities; their number reaches up
to sixty musicians, which cannot be said about small
towns and villages, where the number of military
band members in a regiment is small (from twen-
ty-one to twenty-six people).

The repertoire of a modern military band is var-
ied and covers a wide range of musical genres and
styles. It allows the band to perform different func-
tions and participate in most events held in the
country. Military bands can perform military march-
ing music, which has a heroic and solemn charac-
ter. Military marches are an important part of the
repertoire and are often played at parades, mili-
tary rituals and other events. They evoke a feeling
of patriotism and love for the Motherland. In ad-
dition, the military band’s repertoire includes con-
cert works that can be classical, contemporary or
popular. These can be symphonic arrangements of
famous works, solo concerts, musical suites and oth-
er compositions that demonstrate the high musical
level and technical skill of the band. Moreover, the
military band's repertoire includes folk songs, which
usually have patriotic and military themes. These
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compositions evoke feelings of pride and belong-
ing to one’s country as well as military traditions. It
is important to note that the military band'’s reper-
toire can be adapted to specific events and audienc-
es. A band can play music of different genres and
styles to suit the mood and purpose of the event,
whether it is a formal ceremony, a public concert,
or a military event.

Considering the main trends in the development
of the concert repertoire of modern bands, we can
highlight such directions as: folk, classical, academ-
ic, popular and pop-jazz music. We hear folk music
performed by a military band very often; however,
as a rule, it is used at the beginning of a drill con-
cert; immediately after the march, there is usually a
block of Russian music. Naturally, all works of folk
music are pre-arranged, new and supporting voic-
es are added, the rhythm and sometimes the tex-
ture are changed, fragments from famous Russian
operas are inserted. Here, the activity of a military
conductor as an arranger is not limited; one can
choose a melody of a Russian folk song and con-
duct it in all registers, change its rhythmic pattern,
and combine several folk songs together.

The most interesting arrangements of folk music
can be heard in the headquarters bands; it is due
to the large number of musicians. However, de-
spite the fact that there are only twenty-one peo-
ple in the regimental band and they do not have
many capabilities, the Russian folk song “The Song
of the Volga Boatmen” is present in almost every
military band in different versions; sometimes, it is
performed as a leitmotif throughout the entire per-
formance; some use it as an introduction, and oth-
ers use it as a lead-in before the performance of
the ensemble of drummers, etc. Viewers are inter-
ested in hearing famous songs in a new sound, es-
pecially performed by a military band.

Popular music is quite often used in the reper-
toire of military bands. Military conductors arrange
it with great pleasure. Since most popular music has
a very simple structure and a fairly light melody, ar-
ranging such music does not present much difficulty
for military conductors. Even arranged popular mu-
sic accompanied by a military band of twenty-one
people causes great delight among listeners. The
public always listens with interest to popular mu-
sic performed by a military band.

Moreover, pop-jazz music can be heard in the
repertoire of military bands. Jazz, as one of the most
progressive forms of musical art, is of particular im-
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portance in the repertoire of modern bands. In a
jazz arrangement, we can encounter changes not
only in rhythmic figurations but also changes in the
melody, harmony and texture, which cannot be said
about the arrangements of academic music. It should
be noted that jazz music requires special prepara-
tion from performers. Over time, jazz has devel-
oped a large number of styles and artistic concepts;
it has become a source of thoughts and methods
that have influenced almost all areas of music with-
out exception — from popular commercial music
to academic music of our century. A jazz musician
combines the functions of a composer, interpret-
er, performer and arranger. Some military conduc-
tors organise separate groups to perform jazz, and
such a program is often heard in the second part
of the concert, after the performance of the entire
military band in the first part.

Academic music occupies a special place in the
repertoire of military bands. It carries a patriotic,
educational, propaganda function and serves the
purpose of popularising music. To perform academ-
ic music, military band musicians must have a fair-
ly high level of performing skills. The conductor, as
an arranger, has to thoroughly study the score for
a symphony band and only then begin to arrange
for a military band.

To argue the above, let us consider the reper-
toire of two famous military bands. The band of the
Valery Khalilov Moscow Suvorov Military Music Col-
lege consists of young Suvorov students; howev-
er, despite the age of the musicians, it is a highly
professional group that has demonstrated its per-
forming skills not only in Russia but also abroad. In
addition to marches, the band’s repertoire includes
works of various genres. In their performance, we
can hear folk and patriotic songs such as “Kalinka”,
“Smuglyanka”, “I was Travelling from Berlin” and
many others. It should be noted that it is one of the
few groups that performs original and folk songs
a capella, for example, “Oh, the Steppe so Wide",
“Down along the Mother Volga”, "When we Were
at War”, “Polyushko-polye”, “Oh, the Fog has Fall-
en” "The Roads”, “Kon'...", etc.

Moreover, the band of the Moscow Military Mu-
sic School demonstrates its versatility and creative
skill by performing pop and jazz music with inimi-
table charm and style. Jazz works intended for per-
formance by a big band undergo minor changes in
the process of adaptation to a military band perfor-
mance. Firstly, it is due to the not entirely standard

composition of the group. Its peculiarity is a dou-
ble number of pipes, six or eight saxophones — not
five as required for the standard composition of a
big band. Secondly, the conductor, who is also an
arranger, often strives to create a new sound for a
particular composition, add elements of texture, and
emphasise the most striking lines. By performing
pop-jazz music, the band creates an atmosphere
of celebration and entertainment. Their musical ar-
rangements are filled with rich and dynamic mel-
odies that make listeners immerse themselves in a
world of dance and fun. The performance is accom-
panied by vibrant stage performances that convey
the emotions and charisma of the musicians. In the
school’s repertoire, the most popular compositions
of pop-jazz music are: “The Chicken” by Alfred James
Ellis, “The Jazz Police” by Gordon Goodwin, “Caravan”
by Duke Ellington, "Cabin in the Corner” by James
Morrison, "Swing, Swing, Swing” by John Williams.

Also, the Valery Khalilov Moscow Suvorov Mili-
tary Music College performs academic music. They
are able to easily perform various styles and gen-
res, be it classical, modern music or folklore motifs.
By performing academic music, the band not only
delights the audience but also allows them to feel
the depth and significance of each composition.
The repertoire of the military music school includes
such significant works of academic music as: “Spring
Waters” by S.Rachmaninov, “Glory” by N. Rimsky-
Korsakov, “Polonaise” by A.Lyadov; “Gallop” from
Ballet Suite No. 3, “Folk Dance”, "Waltz No. 2" from
Jazz Suite by D. Shostakovich, “Dance of the Buf-
foons” by P. Tchaikovsky, and many other master-
pieces of academic music. The band of the Valery
Khalilov Moscow Suvorov Military Music College
not only impresses listeners with its performances
but also serves as a shining example of musical art
and professionalism.

The Central Military Band of the Ministry of De-
fense of the Russian Federation is considered the

best military band in Russia; the sound recording
of the Russian National Anthem performed by this
band is recognized as a reference. Unlike the Valery
Khalilov Moscow Suvorov Military Music College,
where young Suvorov students play in the band,
the Central Military Band of the Ministry of Defense
of the Russian Federation consists of the most tal-
ented musicians who have the highest profession-
al level of performing skills.

Of course, the repertoire of the Central Mili-
tary band includes works of classical music: “Pas-
sacaglia and Fugue in C Minor” by J.S.Bach, as
well as works by Russian composers: P. Tchaik-
ovsky's Symphony No. 2, part 4, “Italian Capric-
cio”, waltz from the ballet «Sleeping Beauty» and
many other works. However, the repertoire of the
Central Military band is not limited to classical
music. It includes popular tunes, jazz compo-
sitions, pop hits and music from films. The ar-
rangements demonstrate a unique combination
of classical foundations with modern styles, cre-
ating surprisingly vibrant and original interpreta-
tions of famous works. Such works as: “Concert
Fantasy” (arranged by A. Pestov and A. Serebren-
nikov), potpourri on the themes of Great Victo-
ry songs, A. Zatsepin's potpourri on songs from
films, make us look differently at a military band,
which can perform any music and make a forgot-
ten composition sound modern, in a new way. As
a result, the varied repertoire of a military band
enriches the band'’s performances and allows the
band to create an emotional connection with the
audience, maintain military traditions, as well as
pass on the spiritual values of national culture.

Thus, the concert activity of modern military
bands as a tool for adapting music of various styles
to traditional for military culture performance con-
ditions seems to be an important way of transfer-
ring the values of musical culture in situations of
social change.
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OCHOBHbIE HATTPABJEHA AEATEJIBHOCTW

N CNEULNOUKA KOHLUEPTHOTIO PEIMNEPTYAPA

COBPEMEHHbIX OTEHECTBEHHbIX BOEHHbIX
OPKECTPOB

AHHOomayusA: B cTaTbe paccMaTpMBatoTCA OCHOB-
Hble TEHAEHLUNN Pa3BUTUSA KOHLEPTHOrO penepTyapa
COBPEMEHHbIX OTEYECTBEHHbIX BOEHHbIX OPKEeCTPOB.
B Hauane XX| Beka oueBUAHA CNOXHOCTb U MHOroa-
CNeKTHOCTb PYHKLMOHNPOBaHMA BOEHHO-OPKECTPOBOrO
nckycctBa. CoBpeMeHHble OPKeCTpbl BbIMOAHAOT 3aja-
UM NO My3blKasbHOMY ObecrneyeHn0 BOMHCKUX pUTya-
OB, rOCY,@apPCTBEHHbIX, MOANTUYECKMX, OBLLECTBEHHDbIX,
KyNbTYPHO-MaCCOBbIX U CMIOPTUBHbIX MEPONPUATUIA, NPK-
HUMaLOT yYacTue B KoHLepTax n dectuansax. B gaHHoOM
acnekTte 0cobyro akTyasbHOCTb NMPUOBpPeTatoT BONPOCHI
afanTaumn My3blKu PasiNyHbIX XXaHPOB 1 HanpaBAeHWR
K MCMOJIHEHWNIO AyXOBbIM OPKeCcTpoM. B mocTcoBeTckmiA
nepuog BOEHHble OPKECTPbl COXPaHAAN LLeHHOCTHbIE
opveHTUpsbl. [py 3TOM OHM He NPOCTO XPaHAT Tpaju-
LMW, HO M Pa3BMBAtOT UX B HOBbIX YC/I0BUAX. BoeHHble
opkecTpbl B Poccmm saBastoTCcs Hanbonee MaccoBbIM My-
3blKa/IbHbIM BOMIOLLEHVEM BOEHHON KyNbTYpbl, @ TakXe
BaXKHbIM 3JIeMEHTOM BOEHHOW MHPPaCTPYKTypbl, CNOCo6-
CTBYIOLLMM MogAepxaHunto 6oeBoro Ayxa. B HacToswee
BPEMSA OHU, KaK 1 NpexJe, LUIMPOKO UCMOb3YHTCA B Ka-
YyecTBe MHCTPYMEHTa MpomnaraHAbl, B TOM YncC/ie B Xo4e
MacCOBbIX MEPOMPUATUN.

B cTtaTbe oTMeuaeTcs MHOroobpasve HanpaBaeHW
pa3BUTUA penepTyapa BOEHHbIX OPKeCTPOB. B gaHHOM
KOHTEKCTe BaXXHbIM MPeACTaBAAeTCs pacCMOTPEHMe aB-
TOPOM OCHOBHbIX $akTOpOB GOPMUPOBaHUA penepTy-
apa UeHTpanbHOro BoeHHoro opkectpa MuHucrtepctsa
o060poHbl Poccuinckon dPegepaumun. PenepTyapHblin gn-

B Hauane XX| Beka BOeHHble OpKeCTpbl coxpa-
HWAN LEHHOCTHbIE OPUEHTUPbI U MPOAOXKAIOT Bbl-
NONHATb GYHKLMNIO NPUOBLLEHNS LUIMPOKNX CNOEB
HaceneHns K Iyylunm obpasLam My3blKaabHOW KyJlb-
Typbl. HeCOMHEHHa ux 3Ha4YMMOCTb 1 B NpoLiecce
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anasoH opkecTpa Ype3BblYaliHO WNPOK — OT NPOun3-
BeeHNIN PyCCKOM 1 3apybesxKHOM KNaccukm Jo My3biKu
COBpEeMEHHbIX KOMMO3MUTOPOB. [pn3HaHHaA 3TasoH-
Haa 3ByKo3anucb FocygapcTBeHHOro rumHa Poccun
oCyLLecTB/eHa UMEHHO 3TMM OPKEeCTPOM. 3HaUYMMbIM
npejcTaBAfeTCA TakXe U UccnejoBaHMe penepTyapa
y4ebHbIx konnekTneos. OpkecTp MoCKOBCKOro BOEHHO-
MY3bIKa/lbHOTO y4YMAULLEa UMEHU TeHepan-NelTeHaHTa
B. M. XannnoBa coCTOUT M3 FOHbIX CYBOPOBLIEB, HO He-
CMOTPA Ha BO3PacT My3blKaHTOB 3TO BblCOKOMpodeccu-
OHa/IbHbIN KONNEKTUB, KOTOPbIA NPOAEMOHCTPUPOBaN
CBOE UCMONHUTENbCKOE MaCTEPCTBO He To/bko B Poc-
CUK, HO 1 MO BCEMY MUPY.

B 3akntoueHnn oTMeyvaeTcs 3Ha4MMOCTb Hanpasne-
HWI aKTyanM3aLum TBOPYECKOW AeaTeNbHOCTN COBPEMEH-
HbIX BOEHHbIX OPKECTPOB, BaXKHOCTb M3y4YeHWsA NCKYCCTBa
apaHXvpoBKW, NO3BOJAIOLLIEE CO3/aTb afanTuBHble pop-
Mbl TPAHCAALMUM UCTOPUYecKor NamMaT. OrpomMHas ponb
BOEHHbIX OPKECTPOB — 3TO COXPaHeHVe TpaguLImii ucnon-
HeHUA akajeMmnyeckomn My3bikn. KoHuepTHasa geatens-
HOCTb COBPEMEHHbIX BOEHHbIX OPKECTPOB, KaK MHCTPYMEHT
afiantauum My3blkM pasiMyHbIX HanpaBAeHUA K Tpagm-
LMOHHBIM A8 BOEHHON Ky/NbTypbl YCAOBUAM UCMOHe-
HUA, NPeACTaBAAeTCA BaXHbIM CNOCO6OM TpaHCcaaLum
LeHHOCTel My3blKaNbHOW KyAbTypbl B CUTyaLMn COLM-
aNbHbIX U3MEHEHUIA.

Kntouessie coea: My3eika 80eHHbIX OpKecCmpos, KOH-
yepmHeili penepmyap cospeMeHHbIX Ome4ecmeeHHbIX Op-
Kecmpos, meop4ecmeso 80eHHbIX OUPUXEPOS.

naTpPUOTUYECKOro BOCMUTaHUA — UCMOJHEHNe CO-
UMHEHWU U3BECTHBIX OTEUYECTBEHHbIX M 3apyBeXHbIX
KOMMO3UTOPOB, TPAHCANPYHOLLMX LLEHHOCTU AyXOB-
HOW Ky/NbTypbl, POPMUpPYET YUyBCTBO BEPHOCTM MO
OTHOLLEHUIO K POZIMHE, FOTOBHOCTL BbIMOJIHATH CBOWA

BOWHCKWI JOAT, 3aHUMAaTb aKTUBHYHO rpaXAaHCKyHo
no3unumio. BoeHHble OpKecTpbl He MPOCTO XPaHAT
TPaAuLMKM, HO 1 Pa3BMBALOT UX B YCNOBUAX COBpe-
MEHHbIX peanuii. B Poccumn BoeHHble fyXOBble opKe-
CTPbI ABAAOTCA Hanbonee MacCoBbIM My3bIKaNbHbIM
BOMOLLEHNEM BOEHHOW KyNbTypbl, @ TakXKe BaXKHbIM
3/1€EMEHTOM BOEHHOW UHAPACTPYKTYpPbIl, CNOCOBCTBY-
oMM noaaepxkaHunto 6oeBoro gyxa. B HacTosAwee
BPeMS OHW, KaK ¥ Npexae, LWMPOKO NCMOoJb3YoTCA
B KauecCTBe MHCTPYMEHTa NponaraHAbl, B TOM Yncie
B XOZie MacCOBbIX MeponpuaTuin. B nccnegosaHmm
A.M.TpockypoBa «®opMrpoBaHmne XyA0>XKECTBEHHO-
TBOPYECKOM aKTUBHOCTM Y MY3blKaHTOB BOEHHOIO
OpKecTpa B KOHLEPTHO-CTPOEBOW AeATENbHOCTU»
OTMeYeHbI CnesytoLime BUAbl Cy>KeHbHO-TBOPYECKON
feATeNbHOCTM:

—  cnyxkebHo-CcTpoeBas (B MepByto ovepesb
3TO obecneyveHne BOMHCKUX PUTYaNOB, 3aHATUIA MO
60eBOW NOArOTOBKE, NOAHATUE BOEBOro Ayxa y BO-
€HHOCNYXaLuX, NoAaya KOMaHg, KoTopble Momora-
OT BOEHHOC/Y>XALL MM B pacnopsgke AHA BOUHCKON
yacTtu, napag BOMCK);

—  00LecTBEHHO-LepeMOoHnanbHas (Ha Nnepeom
MecCTe CTOSIT MaCCOBble W CMOPTMBHbIE MPA3AHUKM,
OTKPbITME NaMATHMKOB, BCTPeYa MHOCTPaHHbIX Je-
Nerauni, oTaaHne BOMHCKMX NOYECTeN Npu norpe-
6eHMY, LepPeMOHMM TpaypHOTro Xapakrepa);

—  KYJbTYpHO-NPOCBETUTENbCKAsA (OpraHu3a-
LMs U NpoBeAeHue KOHLEepPTOB);

—  KOHLLepTHO-CTpoeBas (4eATeNbHOCTb, KOTO-
pas obbeauHseT B cebe cnyxebHO-CTPOeBYHO GyHK-
LMIO 1 KYJbTYPHO-MPOCBETUTENBCKYH, — NMOMKMO
obecrneyeHns BOMHCKMX PUTYyanoB BOEHHbIE OpKe-
CTPbl NOABAAKOTCA B TeaTpax, Napkax, Ha cTajMoHax,
pasmno, TeneBAeHVM, KOHLLePTHBIX MaOLLajKax cTpa-
Hbl 1 ApYyrux obLecTBeHHbIX MecTax) [2; 4].

Ponb BOEHHbIX OPKECTPOB B COBPEMEHHON OTe-
UECTBEHHOW Ky/IbType BeCbMa CyLLecTBEHHa. Bo-nep-
BblX, 3TO BO3MOXHOCTb MPUOBLLUTLCA K NCTOPUN
PoavHbl, eé Tpaanumsam, K eé aydiumm obpasuam mc-
KyccTBa. Bo-BTOpbIX, 3TO NponaraHa natpuoTnye-
CKOTO AyXa, yKpernieHne BOEHHO-NaTPUOTUYECKOTO
CO3HaHWs, BOCNUTaHWe YyBCTBA COMPUYACTHOCTU
K cyabbe PoaunHbl. HakoHel, 310 dopmumpoBaHme
NoNoXUTEeNbHOrO 0bpasa apMumM B LLENOM.

CnycTsa No4TM COPOK JIeT NOC/e BbIXoAa MNo-
CNefHero nprkasa COBeTCKOM 3MoxXu oT 26 1o
1963 roga N2 182 «O BBeAeHUN B AelicTBME MOJO-
KEHWs O BOEHHO-OPKeCTPoBOW ciyxbe B BoopyskeH-
Hblx cunax CCCP» B 1996 rogy 22 HoAb6ps nsgaétcs
HoBbI npukas N2 417 «O BOeHHO-OPKECTPOBOM

cnyxbe MuHnctepcTea 060poHbl Poccuiickoit Pege-
paumm». CyLecTBEHHbIX U3MEHEHWUI MO CPaBHEHWHO
C NpeablAyLLLIUM NPUKa3oM HeT. Y6paHbl HEKOTO-
pble rnaBbl, KOTOPbIE CTa/N HeaKTyalbHbIMW Ha AaH-
HbI Nepuog, 6osee CUCTEMHO NPONMCaHbl 3agaum
BOEHHO-OPKECTPOBON Cy>K6bl M 06A3aHHOCTV BOEH-
HOC/Iy>KaLMX BOEHHOTO OPKECTPa, YUTEHbl MOMEHTbI
B OpraHv3aumm 1 pasmeLLLeHns BOEHHOro OpKecTpa,
a TakXKe NponucaHbl YCAOBHbIE 3HaKW M KOMaHZbl
ynpaB/ieHNsi BOEHHbIM OPKECTPOM B CTPOHO, yaesne-
HO 60/bLLIOe BHMMaHWE BOCMUTAHHNKAM BOEHHOTO
opkecTpa. IHbIMn choBamu, OH Hbi1 aganTMpoBaH
noJ HOBOeE Ha3BaHMe rocygapcrtea — Poccuiickyto
depepauuto.

KoHuepTHas AeaTenbHOCTb COBPEMEHHbIX BOEH-
HbIX OPKECTPOB BrevaTaseT CBOMMU MacluTabamm.
B AaHHbI MOMEHT Mbl MOXEM BCTPETUTb OTAE/IbHbIE
KOHLLePTbl BOEHHbIX OPKECTPOB C 04YeHb pa3Hoobpas-
HbIM pernepTyapoM B pasHbIX yroskax cTpaHbl. [po-
CBETUTeNbCKan AeATe/IbHOCTb BOEHHbIX OPKEeCTPOB
CTana o4yeHb BocTpeboBaHa B Hawe Bpems. lNosa-
BMJIOCb MHOFO BOEHHO-MY3blKaabHbIX GpecTBanen
Kak BCEPOCCUIACKOTO, Tak N MeXAYHapOAHOro 3Ha-
yeHus. BoeHHble AnpuXEpbl NokasbiBatoT cebs He
TOJ/IbKO KaK NpodeccnoHasbl CBOEro Aena, BbiNos-
HAS CIOXKHENLLME apaHXNPOBKM U COBMeLLas He-
CKOJIbKO MpPOM3BeAEHUN OAHOBPEMEHHO, HO U Kak
BE/IMKOJIENMHbIE MOCTAHOBLUMKM U PEXMUCCEPBI TAKOTO
woy. ExxerogHbIvi TpagnLmnen ctano NpoBeAeHne Ha
KpacHon niowaan B yectb ropoga Mockebl Mex-
AYHapOAHOro BOEHHO-MY3blKalbHOro decTnBans
«Cnacckas 6alHs». YuacTHukn «Crnacckol balHm»
BbICTYMatoT Ha TeNEBUAEHWM, PYKOBOANUTENN KONEK-
TUBOB Jat0T UHTEPBbIO, PaCcCKa3biBakOT O €ro Cos-
AaHVUW 1 TBOPYECKOM MyTW, TEM CaMbIM BbINOJHAA
pOJib MPOBOAHWNKOB AYXOBHOIO, NaTPNOTNYECKOrO,
MY3bIKa/IbHO-3CTETUUECKOTO U KYJIbTYPHOrO pa3Bu-
TUA OKPYXKatoLen KybTYPHON cpeabl.

B nocrcoBetckmin nepunog BoeHHas My3blka B Poc-
CUM NOJlyYMAa HOBbI BUTOK pasBUTUS. ITO HbINO
CBA3aHO C NOCTENeHHbIM U3MEHEHMEM MAe0N0rNN
rocysapctea. B HacTosee Bpema gencrayet Mpu-
ka3 MuHuctpa o6opoHbl Poccuiickon Qesepaunm
N2 99 ot 06.02.2013 roga «O BoeHHO-OpKecTpoBoOi
cnyx6e BC PO», Henb3A cka3aTb, YTO OH CUJbHO
OT/IMYAETCA OT NPeabIAYLLNX NPUKA30B, HO BCE Xe
OH BHEC cBOU KoppeKTuBbl. B BoopyxxeHHbix Cnnax
Poccuinckon Pegepaunm nopsagka AByXCOT NATUAe-
CATV BOEHHbIX OPKECTPOB, HO HE Tak MHOIO OpKe-
CTPOB MOTYT MOJIHOLLEHHO UCMOHATH KOHLEPTHBbI
peneptyap. Camble N3BECTHbIE N KPYMHblE BOEHHbIE
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OpKECTPbI AUCIOLMPYHOTCS B HOAbLLNX TOPOAAX, UX
UNCNEHHOCTb JOXOAMUT AO LUECTUAECATU MYy3blKaH-
TOB, YTO HeJb3s CKasaTb NMPO MajJeHbKKe ropoga
N céna, rae B NOJKY YNCNEHHOCTb BOEHHOTO opke-
CTpa Hebosblas (0T ABajLATU O4HOIO A0 ABaALa-
TN LWECTN YENOBEK).

PenepTyap coBpeMeHHOro BOEHHOro opKecTpa
pa3Hoobpa3eH M OxBaTbiBaeT LWUNPOKUIM CMEKTP
My3blKa/IbHbIX XXAHPOB U CTUAEN. DTO NO3BOASET
OPKECTPY BhIMONHATb pPasnyHble GYHKLAN U y4a-
CTBOBaTb B OO/bLUMHCTBE MEPOMNPUATUI, NPOBOAMN-
MbIX B CTPaHe. BoeHHble OpKecTpbl MOTYT UCMOJHATL
BOEHHO-MapLLEBYO My3blKy, KOTOpPas UMeeT repou-
YeCKuI 1 TOPXKECTBEHHBIN XapakTep. BoeHHble Map-
WIN ABASIKOTCS BaXKHOM UacTbo penepTyapa 1 4acto
3BYyYaT Ha Napazax, BOEHHbIX puUTyanax 1 Apyrux mMe-
ponpuaTUax. OHW BbI3bIBatOT YyBCTBO NMaTpMOTM3Ma
n nto68um Kk PoanHe. Kpome TOro, B peneptyape Bo-
€HHOro OpPKecTpa ecTb KOHLEPTHbIe MPOV3BEAEHUS,
KOTOpble MOTYT BbITb KNaCCUUYECKUMU, COBPEMEH-
HBIMW WM NONYASPHBIMUW. 3TO MOTYT 6bITb CMMO-
Huyeckne 06paboTKM N3BECTHBIX NMPOU3BEAEHWI,
CONO-KOHLEPTHI, My3blKaJibHble CHOUTbI U Apyrue
KOMMO3ULMW, KOTOPble AEMOHCTPUPYHOT BbICOKMI
MYy3blKaJIbHbI/ YPOBEHb U TEXHUUECKOe MacTepPCTBO
opKecTpa. B penepTtyape BOEHHOIO OpKecTpa Takxke
MPUCYTCTBYHOT HApPOAHbIE MECHU, KOTOPbIE OBLIYHO
MMEIOT NaTPUOTUYECKYHO M BOEHHYH TeMaTUKY. OTU
KOMMO3UL MW BbI3bIBAKOT YyBCTBA FOPAOCTM M MpU-
HaA/IeXXHOCTN K CBOEW CTpaHe M BOEHHbIM Tpaau-
LUuaM. BaxkHO OTMETUTB, UTO penepTyap BOEHHOro
OpKecTpa MOXeT OblTb afanTUPOBaH MO KOHKPEeT-
Hble MeponpuATAa 1 ayauToputo. OpKecTp MOXeT
UrpaTb My3blKYy Pa3HbIX XXaHPOB U CTUJIEN, YTObbI
COOTBETCTBOBATb HACTPOEHUIO U LM Meponpu-
ATV, Byab TO oduLMaNbHas LLepPeMOHUS, KOHLEPT
A5 LUMPOKOW NyBANKM MAN MeponpusaTUeE BOEH-
HOro xapakTepa.

PaccmaTpurBasi OCHOBHble TEHAEHLUMM Pa3BUTUSA
KOHLLEPTHOrO penepTyapa COBPeMeHHbIX OPKECTPOB,
MOXHO BbIJENUTb Takme HanpaB/eHWsl, KaK: HapOoA-
Hasi, KJaccMyeckas, akasemMuyeckas, nonyispHas
N 3CTpasHO-AXa3oBas My3blka. HapogHyo My3bi-
Ky B MUCMOJIHEHNN BOEHHOIO OPKECTpa Mbl CAbILINM
OYeHb YacTo, HO KaK MPaBuIo eé UCMOJIb3YHT B Ha-
Yaje nnaL-kKoHLepTa, cpasy nocie MapLia obblu-
HO MAET 6JI0K PYCCKON My3blkW. ECTeCTBEHHO, BCe
Npou3BeAeHNs HAPOAHON My3bIKM NpPeABapUTENbHO
apaHXu1poBaHbl, 406aBASOTCA HOBbIE FON0Ca U NOA-
FOJIOCKWN, MEHAETCA PUTM, @ MOPON 1 caMa ¢dakTy-
pa, BCTaBAAOTCA GparMeHTbl U3 M3BECTHBIX PYCCKMX
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onep. 3gecb AeATeNbHOCTb BOEHHOTO AUPUXKEpPa
KaK apaH>XMPOBLLMKa He OrpaHNYeHa, MOXHO B3ATb
VWb MEeNOANI0 PYCCKON HapOAHOW MeCHU 1 npo-
BECTU €€ BO BCEX Perncrpax, U3MeHuTb eé puTMu-
YeCKuii PUCYHOK, COEAMHUTL HECKOJIbKO HaPOAHbIX
neceH BMecTe.

CaMble MHTEpeCHbIE apaHXMPOBKM HAPOAHOWN My-
3bIKM Mbl MOXeEM YyC/blLlaTb B OpKecTpax WTaba, 3710
CBA3aHO C X 6onblWKM cocTaBoM. Ho HecMoTps Ha
TO, UTO B MOJIKOBOM OPKECTPe BCEro /nLLb ABajLaTh
OAMH YeNoBeK MO LWTaTy U X BO3MOXHOCTU He Tak
YK BEJINKK, pyccKkas HapoAHas MecHsa «JW, yXHeM»
BCTPEYaEeTCs NOYTK B KaX0M BOEHHOM OpKecTpe
B CaMblX Pa3HbIX BapnaHTax, y KOro-to npoBOANTCA
Kak 1eMTMOTMB Ha NPOTAXEHUN BCETO BbICTYMAEHNS,
Y KOro-TO MUCMOAb3yeTcs KakK BCTYMNAEHWe, KTO-TO je-
NaeT NoABOAKOW repes BbICTyMNNeHeM aHCcaMbns
H6apabaHLLMKOB 1 T.4. 3pUTENAM MHTEPECHO YC/bl-
aTb M3BECTHble MNEeCHN B HOBOM 3BYyYaHUW, a TEM
6osee B UICMONHEHWW BOEHHOIO OpKecTpa.

MonynapHas My3bika B pernepTyape BOEHHbIX Op-
KeCTPOB MUCNOJIb3YeTCs JOBOJ/bHO YacTo. BoeHHble
ANPUXKEpPDLI € 6ONBLIMM YA0BOABCTBMEM €€ apaHXu-
pytoT. Tak Kak bosblias YacTb NONYAAPHON My3bl-
KW MMeeT OYeHb MNPOCTYH CTPYKTYPY U AOCTAaTOUHO
NETKYH MeIOANIO, apaHXXMPOBKa Takon My3biKK He
BbI3bIBaeT H60/bLIMX TPYAHOCTEN AN BOEHHbIX AMPW-
XEpoB. laxke apaHXMpPOBaHHas NOMNyAspHas My3bl-
Ka Mo COCTaB BOEHHOIo OPKeCTpa B ABajLaTb OAMH
YesIoBeK BbI3blBaeT HO/bLIOK BOCTOPT y CyLlaTens.
Mybnunka BCcerAa 3aMHTEPECOBaHHO C/yLIaeT nomny-
NAPHYIO My3bIKY B UCMOJIHEHNN BOEHHOTO OpKecTpa.

Takke Mbl MOXeM yCabllWaTb B penepTyape Bo-
€HHbIX OPKEeCTPOB W 3CTPAAHO->Ka30BYH MY3bl-
Ky. [>a3, Kak ogMH 13 Hanbonee NPOrpeccnBHbIX
BMAOB MY3bIKa/JlbHOrO UCKYCCTBA, 3aHMMaeT 0Co-
60e MecTo B penepTyape COBPEMEHHbIX OPKECTPOB.
B a>xa3oBOl apaHXMpPOBKE Mbl MOXEM BCTPETUTb
M3MEHEHWNS He TOJIbKO PUTMUYECKUX PUrypaLmin, HO
¥ CaMOl Menoaunn, rapMoHuUu 1 GakTypsbl, UTO HE/b3s
CKa3aTb MPO apaHXMPOBKU akaseMN4ecKolr My3bl-
Kn. Hy>KHO OTMETWTb, UTO AXKa3oBas My3bika Tpeby-
€T OT UCMoJIHUTeNeln ocobon NoAroToeku. B axase
€O BpeMeHeM chopmmpoBanockb 60sblLOe KOAN-
YECTBO CTUNEN, XYA0XKECTBEHHbIX KOHLLEMLNNA, OH
CTa/ UCTOYHWKOM MbIC/IEN Y METOZOB, MOBANSABLUNX
npakTnyeckn Ha Bce H6e3 nckNtoveHnsa Hanpasie-
HWUA MY3bIKM — OT MOb3YIOLWENCH NONYASPHOCTbIO
KOMMEpPUECKON BMNAOTb 40 aKaZeMUYeCKOM My3bIKU
Hawero cTonetus. [1>ka3oBbIli My3blKaHT COBMeLLa-
eT B cebe PyHKLMM KOMMO3MTOPa, MHTEPNpPeTaTo-

pa, UICMOJIHNTENA U apaHXnpoBLmKa. HekoTopsblie
BOEHHble ANPUKEPbLI CO3Aat0T OTAE/IbHbIE KONNeK-
TUBbI 419 NCMOJHEHNA A>Ka3a, U Takaa nporpaMmma
4acTo 3BYYMT BO BTOPOM OTAE/NIEHUN KOHLepTa, No-
C/1e BbICTYNNEHMA BCEro BOEHHOIo OpKecTpa B nep-
BOM OTAENEeHUW.

Akasemunyeckasa My3bika B penepTyape BOeH-
HbIX OPKeCTPOB 3aHNMaeT ocoboe mecto. OHa Hecért
B cebe NaTpmMoTMUeCKyto, BOCMMUTATENbHYO, arutaum-
OHHYIO QYHKLMIO U CAYXUT LieaaM Nonyasapusaumnm
My3bIKW. [N UCNONHEHNA aKajeMUUYEeCcKon My3bl-
KW My3blKaHTaM BOEHHOro opkecTpa HeobxoaMMo
NMeTb JOCTaTOYHO BbICOKMI YPOBEHb NCMOAHUTENb-
CKOro mactepcTsa. AMpuKEépy Kak apaHXupPOBLLMKY
NPUXOANTCA AOCKOHANbHO U3yUYnTb NAapTUTYPY ANA
CUM@OHNYECKOTo OPKeCTpa U MLb TONbKO NOTOM
NPWCTYNaTh K apaHXMpOoBKe A1 BOEHHOro opKecTpa.

[na aprymeHTaLMm BblLLECKa3aHHOTO PaCCMOTPUM
penepTyap ABYX N3BECTHbIX BOEHHbIX opkecTpoB. Op-
KecTp MOCKOBCKOrO BOEHHO-MY3bIKaAbHOIO yUnAuLLA
UMEHW reHepan-nenteHaHTa B. M. XanunoBa cocto-
NT U3 IOHbIX CyBOPOBLIEB, HO, HECMOTpPA Ha BO3pacT
MY3bIKaHTOB, 3TO BbICOKONPOYECCMOHasbHbIW KO-
NeKTNB, KOTOPbIN NPOAEMOHCTPUPOBA CBOE UCMOA-
HWTEIbCKOE MacTepCTBO He TObKO B Poccuu, HO 1 3a
pybexcom. NoMUMO CTPOEBBIX MapLLEl, B penepTy-
ap opKecTpa BXOAAT MPOU3BEAEHUNA Pa3HOM HanpaBs-
NeHHOCTU. B X NCNOAHEHMW Mbl MOXEM YC/blLWaTh
HapoZHble 1 NaTPUOTNYECKNe NecHM, Takme Kak «Ka-
NnHka», «CmyraaHka», «Exan g n3 bepanHa» n MHo-
rme gpyrve. Heo6XxoAMMO OTMETUTb, YTO 3TO OAUH
N3 HEMHOIMX KONNEKTUBOB, KOTOPbIA UCMOJHAET a
capella aBTopckne 1 HapogHble NeCHW, HanpumMep,
«AX, Tbl CTeMb WKNpokan», «BH13 no matyLike Bon-
re», «Korga mbl 6blaK Ha BoWHe», «[1oAtOLLIKO-MO-
Nex, «3IX YK Kak nan TyMaH», «3X, Aoporu», «Belngy
HOUbIO B MOJIE C KOHEM...» N Ap.

Opkectp MOCKOBCKOrO BOEHHO-MY3bIKalbHOrO
yUmAnLLa TakKe NpoaBaAseT CBOK YHUBEPCANbHOCTb
N TBOpYECKoe MacTepCTBO, UCMOAHASR 3CTPaLHO-
J>Ka30BYHO My3bIKY C HENOAPaXKaeMbIM LLAPMOM
n ctunem. [>ka3oBble Npoun3BeAeHWa, NpejHa3Ha-
UeHHble A48 UCNONHEeHUs bur-63HA0M, noaBepra-
FOTCA HE3HAUYMTENIbHbIM U3MEHEHMAM B npoLecce
afjanTaummn K MCMOJHEHWNIO BOEHHbIM OPKECTPOM.
Bo-nepBbix, 3TO CBA3aHO C HE COBCEM CTaHAAPTHbLIM
COCTaBOM KoJiekTvBa. Ero ocobeHHOCTbIO fiBASETCA
ABOMHON cocTaB Tpy6, WecTb Man BoceMb cakcodo-
HOB, @ He NATb, KakK MOJIOXEHO AN CTaHAAPTHOrO
coctaBa bur-63aHga. Bo-BTOpbIX, AUPUXKEP, @ OH Xe
APaH>XMPOBLLMK, YacTO CTPEMUTCA CO34aTb HOBOE

3ByYaHWe TOM UAN MHOW KOMMO3MLuKM, 406aBUTb
aneMeHTbl GaKTypbl, NOAYEePKHYTb Hanbonee Ap-
Kne NMHUK. VIcnonHAs 3CcTpaZHO-A>Ka30BYHo My3blKy
OpKecTp co34aéT aTMochepy Npa3gHunKa 1 passie-
YeHWs, My3blKaJibHble apaHXMPOBKM NMPOHU3aHbI
6oratbiM1 U JMHAMUYHBIMU MENOANAMM, KOTOPbIE
3aCTaBAsAOT CAyLLaTese Norpy3nTbCs B MUP TaHLa
1 Becenba. VicnonHeHne conpoBoXAaeTcsa ApKNUMU
CLEHNYECKMMMW BbICTYMAEHUAMM, NO3BOAAIOLLMMMU
nepeaaTtb 3MOLMM U Xapu3My My3bikaHToB. Hanbo-
Jlee NonynsipHble KOMMO3ULMKN 3CTPaAHO-AXKa30BOM
My3blku B penepTyape yunauwa: Alfred James Ellis
«The Chicken», Gordon Goodwin «Jazz Police», Duke
Ellington «Caravan», James Morrison «Cabin in the
corner», John Williams «Swing, swing, swing».
MockoBCKOe BOEHHO-MY3blKaJlbHOE yunaniie
WUMEHW reHepasn-nenteHaHTa B. M. Xaannosa ucnon-
HAeT 1 aKkaZeMnyeckyro My3biky. OHM CNOCO6HbI
C NErkoCcTbo BOMAOLLATL Pa3/inYHble CTUM U XKaH-
pbl, 6yab TO Knaccuka, COBpeMeHHas My3blka Uan
boNbKNOPHbBIE MOTMBBI. VICMNOAHAA akaZeMUyecKyo
MYy3bIKY, OPKECTP He TO/IbKO BOCXULLLAET Nybaunky,
HO 1 MO3BOAAET MPOHUKHYTLCA FTNYBUHOM N 3Ha-
UMMOCTbIO KaxAoW koMmnosumumnu. B peneptyape
BOEHHO-MY3blKa/bHOTO YYMIMLLE eCTb Takue 3Ha-
YMMble NPOM3BeAEHNS aKajeMUYECKON My3bIKK, KakK:
C. B. PaxmaHuHOB «BeceHHuMe Boapl», H. A. PuMmckuin-
Kopcakos, xop «CnaBa», A. K. JlIagoB «[TonoHe3»,
. A. WocTakosBuy «[anon 13 6anetHon crontbl N2 3»,
«®oNbKNOPHBIN TaHeL», «Banbc N2 2» 13 ctontbl ans
Iokas-opkectpa, M. U. Yalikosckuid «IMnasicka ckomopo-
XOB» W MHOTWe Apyrue LWeAeBpbl akajeMnyeckomn My-
3blkn. OpkecTp MOCKOBCKOro BOEHHO-MY3bIKabHOMO
YyUMAMLA UMEHN reHepan-nenteHaHTta B. M. Xanu-
N0Ba He TOJ/IbKO BreyaTaseT cayliateneli CBOUmu
BbICTYM/IEHNAMM, HO U CAYXUT APKUM MPUMEPOM
BbICOKOrO MacTepcTBa B My3blKaJlbHOM MCKYCCTBE.
LleHTpanbHbI BOEHHbI opkecTp MUHUCTEPCTBA
o60poHbl Poccuinckon Peaepaumm cuntaeTca ayu-
UMM BOEHHbIM OpKecTpoMm B Poccuu, 3Byko3anmch
focyaapCTBEHHOrO rMMHa Poccum B ncnoaHeHmnu
JAHHOro opKecTpa npu3HaHa 3TajoHHOW. B oTam-
yne oT MOCKOBCKOIO BOEHHO-MY3bIKaJbHOIO y4u-
LA UMEHU reHepan-nenTeHaHTa B. M. Xannnosa,
rf4e B OpPKecTpe urpatoT toHble cyBoposubl, LIBO MO
P® cocTOMT U3 TanaHTAMBENLLNX MY3blKaHTOB, KO-
TOpble UMEKOT BbICOYANLLIMIA NPOdECCMOHaNbHbIN
YPOBEHb UCMONHNTENBCKOrO MacTepCTBa.
KoHeuHo e, B penepTtyape LleHTpanbHOro Bo-
EHHOro OPKEeCTPa eCTb NMPOU3BEAEHMWS KNacCUUecKown
my3bikn: V. C. bax «[Maccakanma n dyra 4o MMHOpP»,
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a Tak>Ke NMpoun3BeseHns pPyccknx KOMMO3UTOPOB:
M. N. Yarikosckuii «CumpoHus NQ 2», u. 4, «/tanbsaH-
cKoe Kanpuyuno», Banbc n3 baneta «Cnsawas kpa-
caBuL@» N MHorve apyrve npounssegeHna. OagHako
peneptyap LleHTpanbHOro BOeHHOro opkectpa He
OrpaHVuMBaeTCs TONbKO KNacCM4eckor My3blkon. OH
BKJIFOUAET NONYAsAPHbIE MENOAMUM, AKa30Bble KOM-
NO3MLMW, 3CTPaAHbIE XUTbl U My3bIKy U3 GUIBMOB.
ApaHXXMPOBKM AEMOHCTPUPYIOT YHMKaNbHOE CO-
yeTaHWe KNaCcCUYEeCKOW OCHOBBI C COBPEMEHHbIMY
CTUNSAIMW, CO3AaBas YANBUTENbHO APKME N OpUrn-
HaNbHble MHTeprpeTaLMmn N3BECTHbIX NPOV3BEAEHW.
Takve npounsBegeHus, kak: «KoHuepTHas dpaHTazna»
(apan>xmposka A.lectoBa un A. CepebpeHHMNKOBaA),
nonyppwu Ha Tembl neceH Benunkow Mobeabl (A. 3aue-
nuH). NMonyppu Ha NecHX U3 KUHOGUIbMOB 3acTaB-

NS0T NO-APYroMy CMOTPETb Ha BOEHHbIV OPKeCTp,
KOTOpPbIV MOXET CbirpaTb JH06YH My3bIKY U cAenatb
Tak, 4ToObl 3abbITasf KOMNO3MLMSA 3a3ByYana CoBpe-
MEHHO, NO-HOBOMY. B pe3ysbTaTe pa3zHoob6pasHbIi
perepTyap BOEHHOro opkecTpa oborallaet ero Bbl-
CTYMJIEHUS U MO3BOJISIET CO3/aBaTb SMOLMOHA/bHYHO
CBf3b C ayauTOpPUeEN, NoAAEPXKNBATL BOEHHbIE Tpa-
AVLIMK, @ Tak>Ke OCYLLECTBAATb TPAHCMUCCUIO JyXOB-
HbIX LLEHHOCTEN OTEYECTBEHHOW Ky/bTypbl.

Takmm o6pa3om, KOHLepTHas AesTeNbHOCTb
COBPEMEHHbIX BOEHHbIX OPKECTPOB, KaK UHCTPY-
MEHT afianTaLm My3bIKi Pas3IMYHbIX HanpasaeHWN
K TPaZAVLMOHHbLIM 4151 BOBHHOW KyAbTypbl YCJIOBUAM
NCMOJHEHUS, NPEeACTaBAAETCA BaXKHbIM CMNOCOH0M
TPaHCAALMW LEHHOCTEN MY3bIKaJlbHOW Ky/bTypbl
B CUMTyaLMWM COLMaibHbIX U3MEHEHU.
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"LEADER'S THEATRE":
HEYDAR ALIYEV AND STAGE ART

Summary: The article is devoted to the influence
of theatre art and acting techniques on the formation
and development of leadership qualities on the exam-
ple of the career of Heydar Aliyev, the national lead-
er of Azerbaijan. The article is based on the analysis
of Heydar Aliyev’'s life and political career, as well as
his active role in the development of theatrical art in
Azerbaijan. The results of the study show that partici-
pation in theatre projects and an active interest in art

"l love the National Drama Theatre and will al-
ways love it. | celebrated its 100th anniversary, or-
ganised its 125th anniversary as well. | believe that
| will also organise its 150th anniversary. Natural-
ly, together with you.”" The national leader of our
country, Heydar Aliyev, said these words at the
meeting with theatre figures on the occasion of Ja-
far Jabbarli's centenary in 2000. This year is marked
by the centenary of the birth of the great leader.
Symbolically, this year is also distinguished by the
150th anniversary of the establishment of the Azer-
baijan Professional National Theatre. Although Hey-
dar Aliyev is not with us today, | think no one will
deny that once again his words were prophetic and
this 150th anniversary of the theatre was organised
with his invisible but tangible help. Heydar Aliyev,
being a moral camertone and a man who set the
vector of development of culture and other spheres,
is still involved in our life.

Theatre is a truly unique phenomenon, whose
power in shaping and transforming a person can

1. Conversation of President of Azerbaijan Republic Heydar
Aliyev with theatre figures at the performance of a new play
“Aydin” by Jafar Jabbarli, Baku Worker: daily social-political
newspaper. 2000. 9.05.

and culture helped Heydar Aliyev develop leadership
skills such as communication, empathy, persuasion
and the ability to inspire others. The article empha-
sises the importance of methods applied in cultur-
al and artistic spheres in the formation of leadership
qualities of managers and harmonious development
of personality.

Keywords: Heydar Aliyev, Republic of Azerbaijan, the-
atre art, leadership, education

hardly be overestimated. It is logical that at the
present stage, when special attention is paid to ed-
ucation of future managers and leaders, theatre
practices become an effective tool for training and
improvement of skills and competencies. It is no
coincidence that Heydar Aliyev, the natural born
and recognised leader of his Fatherland, already in
his early years experienced a special interest and
gravitation to stage art, taking part in drama club,
amateur performances and creative evenings. The
inexhaustible potential of the theatre fully revealed
itself in the formation of a man and a professional,
whom fate chose to play a major role in the histo-
ry of his country.

“Theatre is a sacred place. Theatre has always
played a very big role in shaping people from a
spiritual point of view. | have always been connect-
ed to the theatre, close to it. It is an enduring feeling.
It is a love that comes from within. | love the theatre
very much. The love of theatre is inside me. The pow-
er to influence and nurture the arts, including film and
theatre, is very great. It is always important to use this
power skilfully.”2 These Heydar Aliyev's words not only

2. R.Manaf "Heydar Aliyev and Azerbaijani Theatre”, Echo.
2013.24.04. p.8.
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defined the spiritual tuning of the development of
the national Azerbaijani theatre but also once again
demonstrated the insight and foresight of a true lead-
er with the gift of looking into the future.

Much has been said, written and filmed about
how Heydar Aliyev supported and promoted the
development of culture of Azerbaijan and theatre
art in particular. His attitude to culture had never
had a shadow of what is commonly called “residu-
al principle”. Heydar Aliyev was aware that culture
in general and the “soft power” of theatre have al-
ways been an effective instrument of politics and
an important platform for generation of new ide-
as and demonstration of creative potential of the
state and creative power of the nation. However,
above all, theatre is a space of inspiration and em-
bodiment, a place that unites, sets up a mood of
positive emotions and inspires.

Just like an actor on stage, an authentic leader
must be convincing and authentic in whatever field
he or she develops. Must “be”, not “seem”. This is
what the theatre can and should teach, revealing a
treasure trove of its methods, techniques, knowledge
and practices not only for those who choose stage
craft as their life's work, but also for all those who
seek to enter the arena of leadership, to gain pres-
tige, to become an example for others, being able
to contribute to their aim and country.

The theatrical stage can become a reliable
bridge in career, personal and professional growth
of a person, regardless of whether he or she has
an acting talent or not. Theatre can teach to dis-
cover, develop and improve social-psychological
skills of creative thinking, emotional intelligence,
improvisation, goal-setting, communication,
self-management and self-presentation, which are
indispensable for a potential or acting manager
and practitioner. At the time of Heydar Aliyev's for-
mation as a politician and statesman, there were
no various trainings and courses on development
of leadership qualities popular nowadays; howev-
er, it is one more feature of the unique politician
and strategist’s personality — he managed to feel
and foresee the importance and practical signif-
icance of theatre art in formation of his personal
and professional qualities?®.

3. Rasulov T. "Theatrical Perception of Spontaneous Order,
Dialogue of cultures and Turkic-speaking theatre: mate-
rials of the International scientific-practical conference,
May 24, 2019. Ministry of Culture of the Russian Federa-
tion. Ministry of Culture of the Republic of Bashkortostan:
Informreklama, 2019.
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“And every Sunday | visited the theatre <...>
It enriched me,”* Heydar Aliyev recalled in one of
his interviews. Theatre is not only the art of action
but first of all a system of professional knowledge
focused on an individual, which is why it is an ef-
fective tool for leadership training. Theatre and
leadership are based on behavioural psychology,
striving for sincerity and truth of emotions and
experiences. Theatre teaches respect, acceptance,
and effective interaction with the widest possible
audience, being receptive and focused on goals,
actions, and reactions. Like an actor, a true leader
must be able to inspire the audience, evoke trust,
and give a lead. The balance of body and soul,
heart and mind is not only the key to successful
work on a role but also to achieving success in any
business or endeavour.

"All the world's a stage, And all the men and
women merely players: They have their exits and
their entrances; And one man in his time plays many
parts” — negotiating, public speaking, everyday
communication with a motley audience — a lead-
er's position involuntarily turns him into an actor. As
on an actor, there are always hundreds of eyes on
the leader. Adaptability, empathy, creativity, disci-
pline — these are the things in which an actor and
a leader must improve. Leadership is not a status
but daily work on oneself on the stage of life. Hey-
dar Aliyev tirelessly improved himself and, speaking
in theatrical language, was in a continuous “crea-
tive process of experience”. It is no coincidence that
Heydar Aliyev is called one of the most charismat-
ic leaders in the world history, who was able to in-
spire and energise the audience with his speeches
and mastered the art of look, gesture and facial ex-
pressions. These components of charisma are cer-
tainly derived from the national leader’s passion
for theatre art.

The ability to accumulate, preserve and gener-
ate creative energies, control the body, voice and
emotional palette are the skills that potential lead-
ers even today, following the example of Heydar
Aliyev, can learn by turning to centuries-old expe-
rience of theatre art. The method of fine-tuning of
the actor's apparatus, practice of using theatrical
tools to convey their point of view in a meaning-
ful way is something that should be paid attention
to by everyone who interacts with the audience in
one way or another. In this respect, studying Hey-

4. Heydar Aliyev: "l am very pleased with my life..." // TASS URL:
https://tass.ru/arhiv/554855 (date of access: 15.10.2023).

dar Aliyev's speeches is a useful practice and train-
ing both for actors and people who have to speak
in front of an audience due to their profession. Abil-
ity to achieve and broadcast confidence, to moti-
vate and charge, to overcome crisis situations and
strengthen the faith of one’s team in the faithful-
ness of the chosen path — the theatre method is
an indispensable assistant to achieve these tasks.
Heydar Aliyev's public speeches are a vivid confir-
mation of this.

“Art has passed through my whole life. Poetry,
theatre, music, painting, sculpture — all this for me is
not just a contact with an exciting, fascinating world,
not just a change of impressions and recreation. From
art, | draw strength, | draw optimism from it, a sense
of joy of life. From communication with art figures,
| have received thorough knowledge, deep feelings
of beauty in life, human relations,”> Heydar Aliyev
recalled, speaking of importance of aesthetic and
harmonious development of personality, upbringing
of youth and formation of cultural image of the Re-
public of Azerbaijan. Initiatives in the field of socio-
cultural sphere, youth policy, language reforms and
popularisation of Azerbaijani heritage — all these
progressive transformations were reflected in one
way or another in stage art. The mirror of the stage
is the mirror of society.

Heydar Aliyev had never relegated the theatre to
a kind of leisure or entertainment, preferring produc-
tions imbued with the spirit of citizenship and social
message. Thus, one of his favourite performances,
which he had watched several times, was the produc-
tion of Jalil Mammadguluzadeh's tragicomedy “Dead
Men". “In terms of its philosophical power among
dramatic works of Azerbaijani literature, it occupies
a place in the first row. At the same time, what distin-
guishes it from other works is its deep national spirit
and humanity. | am familiar with all dramatic works
starting from Shakespeare. | believe that no one has
managed to create a work like the play “Dead Men".
Because to find such a theme is in itself a philosophy,
genius,” Heydar Aliyev recalled in his talks with the-
atre figures, discussing with them the plays he had
seen and problems of the theatre sphere.

Heydar Aliyev saw this play and plays based on
it as a warning, a wise lesson and admonition for
the descendants — not to languish in a half-sleep
and expect miracles, not to be enchanted by char-
latans but to live life, not a parody of it. Azerbai-
jan has learned this lesson. | would like to believe
that our theatre will remain alive, relevant, conso-
nant with the present day, in a word, the way Hey-
dar Aliyev, a subtle and wise spectator and patron
of arts, thought and loved it.
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<TEATP INAEPA»: TENAAP AJTNEB
N CLLEHNYECKOE NCKYCCTBO

AHHomayus: CTaTbs NOCBALEHA BAUAHUIO TeaTpab-
HOrO UCKYCCTBA U aKTEPCKMX TEXHMK Ha pOpMMpoBaHue
N pa3BuTME NUAEPCKUX KauecTB Ha NpuMepe Kapbepbl
obuieHaumoHanbHoro angepa AsepbaligxarHa lerigapa
AnuneBa. CTaTbs OCHOBaHa Ha aHan3e XMWU3HW U NOAUTU-
yeckoli kapbepbl [engapa Anvesa, a TakxKe ero akTMBHOM
poAU B pPa3BUTUM TeaTpaibHOrO UCKYCCTBa B Asepbaiij-
XaHe. Pe3ynbTaThl NccNes0BaHMA NOKa3biBatoT, UTO yuacTue
B TeaTpanbHbIX MPOEKTax U aKTUBHbIA MHTEPEC K UCKYC-
CTBY W Ky/NbType nomoraun leingapy AnveBy pas3BuThb Ta-

«f ntobato HaunoHanbHbIN ApaMaTnyeckunia
TeaTp v Bcerga 6yay ntobutb ero. A oTmeTun ero
100-neTHW t0bunen, opraHnzosan n ero 125-net-
HUM robuneinn. Cumtato, 4to n 150-neTHUI bUaen
opraHuayto s. EcTecTBEHHO, BMecTe C Bamu» ', —
3TV cnoBa obLWeHaLWOHaNAbHbIA ANAep Halen
cTpaHbl Meipgap Anves npousHéc B 2000 roay Ha
BCTpeuYe C TeaTpasibHbIMU AefTeNs MU MO CyYato
ctonetma xadapa Axabbapnbl. HoiHewHnn rog,
03apéH CTONETUEM CO AHS POXAEHWS BEMKOrO n-
aepa. CuMBONMYECKMM 0Bpa3oM 3TOT Froj okpaLleH
n 150-netmem co AHA co3gaHuns Azepbana kaHcko-
ro npo¢deccMoHasbHOro HauMOoHaNbHOTO TeaTpa.
W nyctb Megapa AnneBa cerogHs HeT ¢ HaMu, HO
AYyMalto, UTO HUKTO He CTaHeT OTpuLLaTh, UTO B Oue-
peAHol pas ero c/0Ba 0ka3aancb NPOpPoOUYECKMMH
1 3107 150-71€THNI TeaTpanbHbIA FOOWIEN OpraHmn-
30BaH U C ero He3pMMOW, HO OLLYTVMOW NOMOLLbHO.
ABNASICb MOpPasbHbIM KAMEPTOHOM U YeSIOBEKOM,
3ajaBLIMM BEKTOP Pa3BUTUA KYAbTYpbl U APYruUX

1. becega Mpe3ngeHTta AsepbaligxaHckoi Pecnybaviku leit-
Japa AnveBa C TeaTpasibHbIMUN AeATENSAMWU BO BPEMS MO-
Ka3a HOBOW MOCTaHOBKM Mbecbl «AngbiH» [Jxadapa [xab-
6apAbl // BaknHCKNA pabounii: exxesHeBHas 06LLEeCTBEHHO-
nonantuyeckas raserta. 2000. 09.05.
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Kne Nnaepckme HaBblkKY, Kak KOMMYHUKaLMS, 3MMaTus,
CNOCOBHOCTb yHexaaTb 1 BLAOXHOBAATL Apyrux. CTaTbs
NOAYEPKMBAET BaXXHOCTb METOAWK, MPUMEHSEMbIX B Ky/lb-
TYPHBIX U XyJ0XECTBEHHBIX chepax, A1 GOPMUPOBaHUN
NNAEPCKMX KauecTB yNpaBeHLEeB U rapMOHUYECKOro pas-
BUTUS IMYHOCTM.

Knroueswie cnosa: lelidap Anues, AzepbalioxaHckas
Pecnybauka, meampasbHoe Uuckyccmao, udepcmao, 06-
paszosaHue.

coep, leripap Annes no cell AeHb y4acTBYeT B Ha-
Len XXM3HW.

TeaTp — MOUCTNHE YHUKa/bHbIA GEHOMEH, UbtO
cuny B GopMmnpoBaHnm n TpaHchopmaumm veno-
BEKa TPYAHO NnepeoLeHnTb. 3aKOHOMEPHO, YTO Ha
COBPEMEHHOM 3Tarne, Korja BOCNUTaHWIo ByayLmx
yrpaB/ieHLEB 1 PYKOBOAUTENEN yaenseTcs ocoboe
BHMMaHMe, MMEHHO TeaTpaJibHble NPaKTUKK CTa-
HOBATCA AENCTBEHHLIM MHCTPYMEHTOM ObyUeHus
1 COBEPLUEHCTBOBAHWUA HABbIKOB Y KOMMETEHL M.
Hecny4ainHoO NpUpOXAEHHbLIA N NPU3HAHHBINA NK-
nep ceoero OteuecTBa, legap Annes, yxe B paHHWE
rodpl UCMbITan 0CobbIN MHTEPEC N TArOTEHME K CLe-
HMYECKOMY MCKYCCTBY, MPUHUMas yyacTue B ApaM-
KpY>KKe, CamMOAenTeNbHOCTH, TBOPUYECKUX BeUepax.
Heuncrowmmellii noteHLman TeaTpa B NOJAHOW Mepe
fBWA cebs B CTaHOBAEHUW YesioBeka 1 npodeccuno-
Hasa, KOToporo cyabba n3bpana Ha rnaBHy posb
B MCTOPUU €ro CTpaHbl.

«TeaTp — 3TO cBATOE MecTo. TeaTp BCerga urpan
o4eHb 60/1bLLYIO POJIb B GOPMUPOBAHNM NHOAEN C AY-
XOBHOW TOYUKM 3peHus. A Bcerga bbin cBA3aH C Tea-
TPOM, 61IM30K K HEMY. ITO HernpexoasLlee YyBCTBO.
3710 N060Bb, KOTOPAA UAET U3HYTPU. 1 OUEHb Nto-

61t0 Teatp. J1t060Bb K TeaTpy — y MeHs BHyTpu. Cuna
B/IMSIHNA W BOCMIUTaHWA UCKYCCTBA, B TOM YMCe KUHO
W TeaTpa, O4eHb BesnKa. Bcerga BaxkHO yMeNno ncnonb-
30BaTb 3Ty CuAy...»2 — 37K c1oBa lelipapa Anvesa
He TO/IbKO OMNpesenan AyxoBHbIV KAMEePTOH pa3Bu-
TWS HaLUMOHaNbHOrO asepbaligyKaHCKOro Teatpa, HO
N B 04epesHON pa3 NPOAEMOHCTPUPOBAAN NPOHN-
LaTenbHOCTb 1 AalbHOBUAHOCTb MCTUHHOTO nAepa,
obnagaroLLero fapoM 3arnaHyTb B byayuiee.

MHoro ckasaHo, HanncaHo, CHATO O TOM, Kak [el-
4ap AnveB noggep>kmBan 1 CnocobCcTBOBan PasBuTHLO
KynbTypbl A3epbaligxaHa 1 TeaTpaabHOro UCKyC-
CTBa, B YaCTHOCTW. Ero OTHOLLEHWE K KyAbType HU-
KOrAia He HOCWJ/IO U TEeHW TOTO, YTO MPUHATO Ha3bIBaTb
«MO OCTAaTOYHOMY NpUHLMNY>». lerngap Anvnes co3Ha-
BaJl, UTO Ky/IbTypa B LLeJIOM U «Msirkasi cuna» Teatpa
Bcerza Obin AeMCTBEHHBIM MHCTPYMEHTOM MOANTUKM
1 Ba>KHOW Ni1aTGOPMON AN reHepaLumn HOBbIX MAEN
1 AEMOHCTPALMMN KpeaTUBHOIO NOTeHLMana rocyaap-
CTBa ¥ TBOPYECKOWN cunbl Haumu. Ho, npexae Bcero,
TeaTp — 3TO NPOCTPAHCTBO BAOXHOBEHMWSA U BOMJO-
LLLeHNs1, MeCTo, KOTOPOe 0bbeANHSET, HacTpanBaeT
Ha BOJIHY MOJIOXMNTE/bHbBIX SMOLIMIA, BOOAYLLEBSET...

Kak akTép Ha cLeHe, Tak U NOAJNHHBIA Anaep
B KakoW Obl chepe OH HU pa3BMBaCS, JOXKEH ObITb
ybeauTeneH n sgoctoBepeH. lomkeH «bbiTb», @ He «Ka-
3aTbCA». /IMEHHO 3TOMY MOXET U JJOMKEH YUUTb Teatp,
packpbiBas KNaLe3b CBOMX METOAMK, TEXHWK, 3HAHW
M NPaKTUK He TONbKO ANA TeX, KTO n3bupaet CBOUM
[,E/10M XM3HW CLEHNYecKoe pemMecsio, HO U A/ist BCex
TeX, KTO CTPEMUTCA BbINTU Ha apeHy 1MaepcTBa, 3aBO-
eBaTb aBTOPUTET, CTaTb MPUMEPOM ANA APYrWX, CyMeEB
NPVHECTN NOAb3Yy CBOEMY AeNy W CTPaHe.

TeaTpanbHble MOAMOCTKN MOTYT CTaTb HaAEXHbIM
MOCTOM B Kapbepe, IMYHOCTHOM U NPOdeCCOHaIbHOM
pOCTe YenoBeKa, He3aBMCMMO OT TOro, 0b61azaeT v OH
aKTEPCKMM AapoBaHunem nam Het. OTKPbITb, Pa3BUTb
N YNyYLINTb HE3aMeHVMble 419 MOTEHLMANbHOIO NN
[EeNCTBYIOLLEro ynpaBaeHLa 1 NpakTka coLmanbHo-
MCUXONIOrMYECKMEe HaBbIKM KPeaTUBHOMO MbILLNEHNS,
3MOLMOHaNbHOTO MHTENNEKTa, MMNPOBU3aLIUW, Lie-
nenonaraHus, KOMMyHUKaUuK, cend-MeHeaKMeHTa
1 camonpe3eHTaLMn — BCEMY 3TOMY MOXET HayunTb
TeaTp. B nopy ¢opmmpoBanus leligapa Anvesa kak
MoAWTMKA W rOCYAapCTBEHHOTO AeaTens eLwwé He 6b11o
pa3HOro poja NonynsipHbIX HbIHE TPEHWHIOB U Kyp-
COB MO Pa3BUTUIO INAEPCKMX KaYeCTB, HO B TOM U 3a-
K/ItoYaeTcs eLwé ofHa NPUMETa JIMYHOCTM YHUKAbHOTO
MOANTMKA U CTpaTera, YTO OH CyMen MpOoYyBCTBOBATh

2. MaHao P.Teligap Anves v asepbaligxaHckuii Teatp // 3xo.
2013.24.04.C. 8.

V1 Npeayrafatb BaXKHOCTb W NMPaKTUYeCKyH 3HaYMMOCTb
TeaTpaslbHOro UCKYCCTBa B POPMUPOBaHNM COBCTBEH-
HbIX IMYHOCTHBIX 1 NPOdECCMOHaNbHbIX KavecTs>.

«W kaxpabli BOCKPECHbIV AeHb 5 moceLan Teatp
<...> DTO MeHs oboraTtmno» 4 — BcnomuHan lengap
AnveB B O4HOM U3 MHTEPBbIO. TeaTp — He TONbKO
MCKYCCTBO AeNCTBUA, HO Mpexze BCero cmctema npo-
deccroHanbHbIX 3HaHWUIA, OPUEHTUPOBAHHAsA Ha Yeno-
BeKa, MMEHHO MO3TOMY OH fABAAeTCA 3 DEKTUBHbBIM
WNHCTPYMEHTOM obyueHusa nnaepctsy. Teatp 1 au-
[epPCTBO OCHOBBIBAKOTCS Ha NOBEAEHUECKON NCUXO-
NOTUN, CTPEMACH K MCKPEHHOCTM U NpaBae 3MOLUIA
N nepexuBaHuii. TeaTp yuuT yBaxkaTtb, MPUHUMATb
1 3¢ PEKTVBHO B3aMMOAENCTBOBATb C CaMOM WNPO-
KO ayantopuen, 6biTb BOCIPUUMUMBBIM U CHOKY-
CUPOBaHHbLIM Ha LieNsix, AeNncTBumaAX, peakumsax. Kak
N aKTEp, UCTUHHBIV IAEP JOXKEH YMETb BAOXHOB-
NATb ayAUTOPWIO, Bbi3blBaTb JOBEPWE, YBeKaTb 3a
cobow. banaHc aywin v Tena, cepaua v pasyma — 310
He TOJIbKO 3a/10T YCreLlHoW paboTbl Hag POJ/bo, HO
N JOCTUXKEHMWA yCrexa B IH0HOM fene v HaunHaHWUW.

«Becb Mup — meamp. B HéM >eHLMHbI, My>Un-
Hbl — BCe GKMEpPsI. Y HNUX CBOW €CTb BbIXOAbI, YXOZbI,
W kaxaplii He OfHY UrpaeT posib»,— BeAEHWE Nepero-
BOPOB, Ny6ANYHbIE BbICTYMNEHWS, KaXKAOAHEBHOE 06-
LLeHMe C NECTPOI ayanTopUuen — MoNoXKeHWE angepa
HeBOJIbHO NpeBpaLLaeT ero B akTépa. Kak Ha akTépa, Ha
Nvaepa Bcerda obpallieHbl COTHM r1a3. ALAaNTUBHOCTb,
3MMaTUs, TBOPYECKNA NMOAXOA, ANCUMMANHAE — 3TO TO,
B UEM aKTEP W nzep 0bs3aHbl COBEPLUEHCTBOBATLCS.
JNnaepcrBo — He cTaTyc, a eXxefHeBHas paboTa Hag Co-
60M1 Ha cueHe Xu3Hu. Meigap AnmeB HeyCTaHHO caMo-
COBEpPLUEHCTBOBAJICA W, TOBOPSA TeaTPasibHbIM A3bIKOM,
npebbiBan B HEMpPeCcTaHHOM «TBOPYECKOM MnpoLecce
nepexuBaHus». HeciyyaiiHo Meligapa AnveBa Hasbl-
BarOT OJHWM M3 CaMblX XapWU3MaTUYHbIX IMAEPOB B MU-
POBOI UCTOPMK, YMEBLLMM BOOZAYLLEBAATH U 3apsi>KaTb
ayAUTOPUIO CBOVIMW BbICTYMIEHNAMM, BNaAEBLUNM UC-
KyCCTBOM B3rAs4a, XXecta, MUMUKOW. DTV claraemMble
Xapu3mbl, 6€3yCIOBHO NOYEPHYTbI U3 YBAEUYeHUs 06-
LLeHaLIMOHaIbHOTO InAepa TeaTpasibHbIM UCKYCCTBOM.

YMeHwve HakanavBaTb, COXPaHATb Y FeHepupoBaTh
TBOPYECKYHO IHEPIUIO, KOHTPOANPOBATL TENO, roA0C,
3MOLMOHaNbHYHO MaNUTPY — 3TO Te HaBbIKKM, KOTOPbIM

3. Pacynos T.TeaTpanbHoe BOCNPUATAE CMOHTAHHOIO NopsAj-
Ka // Avanor KynbTyp v TFOPKOA3bIYHBIV TeaTp: MaTepua-
Nbl MexxayHapoHOW HayYHO-MNPaKTUYeckon KoHbepeHLmy,
24 mas 2019 roga / M-Bo kynbTypbl Poc. ®egepavun, M-Bo
KynbTypbl Pecn. bawwkopTtocTaH. Yéa: Vinpopmpeknama, 2019.

4. Tenpap Anues: «fl oueHb AOBONEH CBOEN cyabbon...» //
TACC. URL: https://tass.ru/arhiv/554855 (nata obpatieHus:
15.10.2023).
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MoTeHLMabHbIE IMAEPbI 1 CEroaHs, Mo npumepy Meiiaa-
pa AnneBa, MOTyT HayuMTbCs, 0BPaTUBLLNCH K MHOFOBE-
KOBOMY OMbITy TeaTPaibHOrO UCKYcCTBa. MeToz TOHKOM
HaCTPOWKM akTEpPCKOro anmnapata, NpakTka npumMeHe-
HWs TeaTpabHOrO MHCTPYMEHTaPWS A1 OCMbICIEHHOTO
[OHECeHVs CBOeW TOUKWN 3peHUs — 3TO TO, YeMY CTOUT
YAENsTb BHUMaHME KaXaoMy, KTO Tak WU MHade B3a-
VNMOZENCTBYET C ayAUTOPUEN. B 3TOM nnaHe nsydeHve
BbICTyn/ieHWn [eligapa AnveBa — nosiesHas nNpakTu-
Ka 1 TPEHWHT KaK ANs akTEPOB, TaK W1 ANiS OAEW, KOTO-
PbIM B cuily Npodeccum NPUXOANTCA BbICTyNaTb nepes,
ayamtopuen. CnocobHOCTb AOCTVUb U TPaHCIMPOBaTb
yBEPEHHOCTb, MOTUBMPOBATL W 3apaXaTb, Npeogone-
BaTb KPU3WCHbIE CUTYaLIMM U YKPENIsiTb BEPY CBOE KO-
MaHZbl B BEPHOCTb M36paHHOro Nyt — TeaTpasbHbli
METOZ SIBNSIETCS HE3aMEHUMbIM MOMOLLHUKOM NS J0-
CTVIXKEHWA 3TUX 3agau. MybanyHble BbICTyreHWs [ein-
Aapa AnveBa ciy>aT TOMy SIPKUM NOATBEPXKAEHNEM.
«VIcKycCTBO MpOLUNO Yepes BCHO MOHO XM3Hb. [10-
3318, TeaTp, My3blKa, XXUBOMWCb, CKYbNTypa — BCE
3TO A/11 MEHs He MPOCTO COMPUKOCHOBEHME C 3a-
XBaTblBatOLLMM, YBAEKaTENbHBIM MUPOM, HE NPOCTO
CMeHa BreyaT/IeHNn U OTAbIX. B nckyccTBe 5 uepnatro
cwy, B HEM Yeprato ONTUMKM3M, OLLyLILEeHVE PajoCcTu
Xu3Hun. OT obLeHns ¢ geaTensaMmn NCKyccTBa i no-
Nyyan obcTosATeNbHbIE 3HAHWS, FybOKMe OLLyLLEeHNS
MPeKPacHOro B XM3HU, YEJI0BEYECKMX OTHOLLEHM-
fx» 5,— BcnomMuHan leligap Anves, roBopst O Bax-
HOCTW 3CTETUYECKOTO M FaPMOHNYECKOTO Pa3BUTUS
JINYHOCTY, BOCTIUTAHNS MOJIOAEXN 1 GOPMUPOBaHWS
KynbTypHoro obanka AsepbaigkaHckor Pecnybam-
ku. MIHMumaTrBbl B 061aCTU COLMaNbHO-KYIbTYPHOM
chepbl, MONOAEXHONW MOANTUKK, pedOopMbl A3bIKa

“ nonyaspusauum azepbalriZ>xaHCkoro Hacneams, —
BCE 3TW NPOrpeccuBHble NpeobpazoBaHma Tak Uan
MHa4e OTpaXkasncb B CLIEHNYECKOM MCKYCCTBE. 3ep-
Kano cueHbl — 3epkano obLiecTsa.

leripap ANMEB HUKOTAa HE HU3BOAWA TeaTp A0
copTa JocCyra Uan pass/iedeHuns, npeanoymTas no-
CTaHOBKMW, MPOHWUKHYTbIE AYXOM FpaXkaHCTBEHHOCTM
1 coumanbHbIM NOCLINOM. Tak, OAHUM 13 ero abu-
MbIX CrieKTakJ/er, KOTOPbI OH CMOTPEs HECKONbKO
pa3s, bblna nocTaHoBKa Tparvkomeann xannna Ma-
Megarynysage «MeptBeupl». «[1o cBoel punocopckoin
Cue cpean ApamaTryeckmx Npou3BeaeHnn asepbans-
>KaHCKOW nTepaTypbl OHa 3aHMMaeT MeCTo B NepBOM
pagy. B To >xe Bpems TO, UTO OTANYAET e€ OT ApYrnxX
NpoV3BeAeHWI, — 3TO ryH6OKMIA HaLMOHaNbHbBIV AyX
1 YeNIOBEYHOCTb... 1 3HAaKOM CO BCEMU ApamaTnyecku-
MU npousBeaeHnaMu, HaumHas ¢ Lekcnupa. A cum-
Tato, UTO HMKOMY He YAanocb CO3saTb MPOU3BEAEHME,
noAobHoe nbece «Ontonap». MoTOMy UTO HaMTH Ta-
Kyto TeMy — 3TO camo no cebe yxxe punocodpus, re-
HWaNbHOCTb...»,— BCMOMWUHan leligap AVeB B CBOUX
Hecesax c aesTensMu Teatpa, 0bCy>aas ¢ HUMK yBU-
AeHHble crekTakin 1 NpobaemMbl TeaTpaabHoM cdhepbl.

lerpap Annes BUAEN B 3TOM Nbece N CNEKTakKaX
Mo Hel NpefocTepexeHne, Myapblii YpoK U Ha3uaa-
HWe AnA NMOTOMKOB — He npo3abaTb B noayapéme
N OXMAAHUN Yysec, He O4apOBbIBaTLCA WapaaTaHa-
MW U XXUTb XXMBOW XXM3HbIO, @ HE NapoAMnel Ha Heé.
A3zepbaligykaH 3TOT YpOK Bblyuns. XOUeTcs BepUTh,
UTO M Haw TeaTp ByAeT OCTaBaTbCA XMBbIM, akTy-
aNlbHbIM, CO3BYYHbIM JJHIO CEFOAHSLLIHEMY, CIOBOM,
TaKUM, KakvM ero Mblcaua n aobun Mengap Anves,
TOHKWIA N MYAPbIA 3pUTEb N MOKPOBUTENb NCKYCCTB.
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ARCHED GALLERY AS A KEY
TO THE SYMBOLISM OF THE INFERNAL
IN THE FILMS OF J.COCTEAU "ORPHEUS”
AND A.BATALOV "THE OVERCOAT"

Summary: The symbolic component of such an archi-
tectural form as an arch has a pronounced sacred mean-
ing. The arch is associated with the vault of heaven, which
can personify both a new birth as a return to the world,
and a death, as a departure from the world. That is why an
indispensable condition for the initiation rite — the transi-
tion from the world of the living to the world of the dead
and the return from the world of the dead to the world
of the living — is passing through the arch. The arch, di-
rected into the depth and forming a vault, becomes the
“guide” of the vaulted structure, which can be transformed
into an arcade or arched gallery. The symbolic meaning of
this motif of the architectural composition, which is a se-
ries of arches of the same shape and size resting on pil-
lars, is clearly overestimated by the romantically minded
masters of the silver screen of the 50s of the twentieth
century. However, the arched gallery in such iconic films
as "Orpheus” (1950) by Jean Cocteau and “The Overcoat”
(1959) by Alexei Batalov is strongly associated with both
a portal to another world and death itself. This probably
happens due to a certain tragic predetermination, which
is created by the rhythm of the repeating elements of the

It is not surprising that such a motif of an archi-
tectural composition as an arcade or an arched gal-
lery, due to the mystery of the image of this motif
[3], was in demand by screen masters paying tribute
to the romantic tradition. Let's look at just two ex-
amples of directors’ interpretation of the arcade as
an emblem of an initiation rite, a symbol of death,
and a metaphor for the phenomenon of duality.

In Jean Cocteau'’s film «Orpheus» (1950), the ti-
tle character goes into the shadows to find Eury-

arcade, reminiscent of the infinity of hellish torment and
indicating the powerlessness of man before a certain soul-
less law of nature. Both the empowered creator created by
Jean Cocteau and the powerless little man shown by Alex-
ei Batalov are prisoners of the labyrinth of a straight line,
which the arched gallery personifies. And hidden behind
this architectural metaphor is the passion that incinerates
the romantic hero. For Orpheus, it is a passion for creativ-
ity, an obsession with self-expression, complete identifica-
tion with the image created by the artist's imagination. And
for Akaki Bashmachkin it is a passion for having a public
face, identifying oneself with a socially significant role and
thing, which is characteristic of a “man of life.” The arcade,
both in Cocteau’s film and in Batalov’s film, is one of the
key style-forming metaphors. In both films, the architec-
tural space of the city is directly related to the author’s vi-
sion: it becomes a kind of spy, significantly enhancing the
sound of the romantic theme of duality. Metaphors that
shed light on the phenomenon of doppelgénger are of-
ten accompanied by the image of death.

Key words: arched gallery, symbolism of architecture,
cinema, straight line labyrinth, double.

dice, but falls in love with Death. The poet and idol
of the crowd, Orpheus himself creates an idol for
himself, placing a poetic dream on a pedestal. The
space of life and death does not have a clear divid-
ing line: Jean Marais’s character can find a princess
named Death both in the other world of the look-
ing glass and on the empty streets of his hometown.
Orpheus pursues Death, but she hides by escaping
through an arched gallery. We see the confused fig-
ure of Jean Marais in the indoor arcade. The slanting
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"Orpheus".1950. Jean Cocteau

“The Overcoat”.1959. Alexey Batalov

shadows falling from the pillars set a rhythm for the
search that can be described as feverish and even
crazy. It's like chasing your own shadow, which will
always be one step ahead of you. Isn't Orpheus'’s
passion a phantom?

In Alexey Batalov's film “The Overcoat” (1959),
the arched structure is the same style-forming met-
aphor as in the surreal fantasy of Jean Cocteau.
The petty official Akaki Bashmachkin, who covets
an overcoat, and there’'s no other way to say it,
finds himself abandoned by his “girlfriend” or dop-
pelgdnger. This is exactly what the hero’s double,
which manifests itself as the dark side of his person-
ality, is called in the literature of the romantic era.
Until the petty official, who “served with love” [2],
acquired a competitive double at the vanity fair, he
was not even considered a person. Let us pay atten-
tion to the fact that it is not someone who makes
Bashmachkin “small”, but he himself is diminished
and even trembles before the idol he himself cre-
ated — the Overcoat. Once again passion is asso-
ciated with a phantom.

In “Sonnets to Orpheus,” Rainer Maria Rilke
wrote: “Our path does not wind, like forest paths
and streams, / in a wondrous meander. It is short-
ness. It's straight.» [4, p.49]. It seems that it is pre-
cisely these “straightforward” ones that do not
tolerate objections that make up Batalov’'s Peters-
burg. Gogol's Bashmachkin’s overcoat is removed
in a square that is like a sea or an endless field,
and the character in the film, Batalov, is robbed in
a deserted gallery. The arches, identical in shape
and size, have a hypnotic effect. The monotonous,
endlessly repeating alternation of arched ceilings,
the shadows falling from the pillars supporting the
entablature, are associated with a bad infinity, in
comparison with which Homo sapiens turns into a
negligible amount. And just as one span of the ar-
cade (is it not this volumetric-spatial element that

becomes the emblem of the cannibal city?), anoth-
er span follows, in the same way one cycle of mat-
ter is replaced by another, without reacting in any
way to the presence of a person, and without even
suspecting the existence of his immortal soul, which
Hegel will call “true infinity,” noting that the image
of bad infinity is a straight line [1].

It is not surprising that in romantically colored
film narratives, an indoor arcade often symboliz-
es fate with its predetermination and inevitability.
And it also becomes a metaphor for the space of
transition from the world of the living to the world
of the dead. Thus, the sacred symbolism of the ar-
chitectural language quite unexpectedly, but very
accurately allows us to reveal the essence of what
is happening on the screen. A petty official is not
just robbed, he dies, disappearing into the soulless
abyss of the city, the symbol of which is the arcade.
The hero of Rolan Bykov rushes about, calling for
help. His cry is terrible. It contains all the hopeless-
ness, all the despair. A call for help echoes in the
icy stone gallery.

Both Orpheus and Akaki Akakievich, figuratively
speaking, become prisoners of the straight line laby-
rinth that the arcade manifests. Behind the architec-
tural metaphor, which has a certain infernal quality,
lies, as we see it, the passion that incinerates the ro-
mantic hero. If the poet completely identifies him-
self with the image created by his imagination, and
is ready to make any sacrifices on the altar of art,
then the petty official identifies himself with a so-
cially significant role and thing, and is ready to sell
his soul to the devil in order to get what he wants.
And an image for a poet, and a thing for an official
act as an doppelganger. In a covered gallery with
a low-hanging vault, massive pillars and shadows
cast from the pillars, a romantically inclined artist,
as well as a researcher, will certainly hear the steps
of a demonic double and feel the breath of death.
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K CUMBOJIMKE MH®EPHAJIBHOTO B ®UNJIBMAX
K. KOKTO «OP®DEN» N A. BATANOBA «LINHE/1b»

AHHomayus: CUMBOAMYECKas COCTaBAAOLLAA TaKoW ap-
XUTEKTYPHOM pOpMBI, Kak apka, UMeeT SpKO BblpaXKeHHoe
cakpa/bHoe 3HaueHune. C apkol accoLumnpyeTca HebecHbIl
CBOJ, KOTOPbIV MOXET ONMLETBOPATL U HOBOE POXAEHME
KaK BO3BpaLLeHNe B MUP, 1 — MHOBBITUE Kak YXOA 13 MUpa.
BoT nouemy HenpemeHHbIM ycioBreM 0bpsaga MHULMA-
L1 — nepexoja 13 Mmpa XmuBsbiX B MUP MEPTBbLIX 1 BO3-
BpaLleHna nu3 Mvpa MEPTBbIX B MUP >XXMBbIX — ABASETCA
NPOoXoXAeHue Yepes apky. Apka, HanpasaeHHas B riybu-
Hy 1 0bpasytoLas CBOJ, CTAHOBUTCA «HamnpaBAftoLLen»
CBOZYATOW KOHCTPYKLMW, KOTOPas MOXeT TpaHCPOpMM-
poBaTbCa B apKady Uav apoyHyto ranepeto. Cumeoanye-
CKOe 3Ha4YeHMe 3TOro MOTVBa apPXUTEKTYPHOI KOMMO3ULINK,
KOTOPpbI NpeacTaBaseT coboit pag oanHakoBbIx Mo Gop-
Me 1 pa3mMepy apok, ONUPatOLLMXCA Ha CTONBbI, ABHO ne-
peoLleHeHO POMaHTUYECKN HAaCTPOEHHbIMU MacTepamMm
KnHoskpaHa 50-x rogos XX Beka. OgHako apoyHas raje-
pes B Takux 3HaKOBbIX JieHTax, kak «Opden» (1950) XaHa
KokTo v «lunHenb» (1959) Anekces batanosa, ycTonumeo
accoummpyetcs Kak ¢ mopTajaoM B MHOMUPKWE, Tak 1 ¢ ca-
MOl CMepTbto. MponCXoanT 3TO, BEPOATHO, B CMJY HEKOM
Tparmyeckon npegonpeAenéHHOCTY, KoTopas co3Aaétcs
PUTMOM MOBTOPAIOLLUMNXCS 31€MEHTOB apKaAbl, HanoMm-
HatoLLMM BECKOHEUYHOCTb afiCKMX MYK M YKa3blBaoLLUM

He yanBrTEeNbHO, UTO TakoW MOTUB apXmMTEKTYp-
HOW KOMMO3WLMW, KaK apkada wan apoyHas zanepes,
B CUY TaHCTBEHHOCTM obpa3a 3Toro motmea [3]
oKa3zancsa BocTpeboBaH MacTepamMu 3KpaHa, oTAaro-
WMMKW AaHb POMaHTUYeCKOW TpaanLun. PaccMoTpmm
QWL fBa NPUMEpPa NPOUTEHUA PeXMCCEpaMm apKagpl
Kak ambnembl 0bpasa MHMLMALMW, CMMBOAA CMEPTH
n metadpopbl GeHOMeHa ABOMHMNYECTBa.
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Ha Beccuave yenoBeka nepes HeKMM He3ayLLIHbIM 3aKo-
HOM npupogbl. I HagenéHHbIN BAacTbio TBOPELL, CO3jaH-
HbIi XXaHom KokTo, 1 6ecnpaBHbIfi ManeHbKUI YenoBex,
nokasaHHbI AnekceeM baTtanoBbiM,— NAEHHWKK s1abu-
puHMa npamoli AUHUU, KOTOPbIA ONnLEeTBOPSAET CObOM
apouHas ranepes. A CKpbIBaeTCA 3a 3TON apXUTEKTYPHO
MeTadpopoin — mncnenenstowas POMaHTUYECKOro repos
cTpactb. Y Opdea — 310 cTpacTb K TBOPYECTBY, OAEPXKM-
MOCTb CaMOBbIpPaXXeHWNeM, NMOJIHOe OTOXAECTBAEHME C 06-
pasom, CO3aHHbIM BOOBpaxKeHeM XyAoXHMKa. Ay Akakus
BalwmaukmHa — 3To cTpacTb K 061agaHN0 Ny6ANUYHBIM
JNLOM, OTOXAEeCTBAEHNE cebs € coLManbHO 3HaUNMOW
POJIbIO U Beuwbto, KOTOPOE CBOWCTBEHHO «4e/I0BEKY XXU3-
Hu». Apkaga n B duabme KokTo, n B kapTuHe batanosa,
ABNAETCA OJHOW U3 K/OUEBbIX CTUIE06PAa3yHOLMNX MeTa-
¢dop. B oboux eHTax apxmTeKTypHOe NpoCTpaHCTBO ropoAa
MMeeT NPAMOoe OTHOLLEeHME K aBTOPCKON MHCTaHLMN: OHO
CTaHOBUTCA HEKWMM COrnfAaTaeM, CyLLeCTBEHHO yCUIMBas
3By4YaHVe pOMaHTMYeCcKoN TeMbl ABOMHMYecTBa. C MeTa-
dopamu, NponvBatoLLMMM CBET Ha peHOMEH JOoMnenbraH-
repa, 4acto cocescTByeT obpas cmepTu.

Knrodeseole cnoea: apoyHas eanepes, cUM80U3M ap-
Xumekmypel, KuHemamozpagh, 1abupuHm nNpsaMoul TUHUU,
080UHUK.

B kaptuHe XaHa Kokto «Opdein» (1950) 3arnas-
HbIN repoi OTNPaBAAETCA B LLAPCTBO TEHEN 3a IBPU-
ANKOW, Ho BatobseTca B CMepTb [5]. 03T 1 kymup
Tonnbl Opdelt cam co3aéT ans cebs Kymmpa, Bo3Be-
4A Ha NbejecTan No3Tnyeckyro rpesy. MpoctpaHcTBO
KU3HU 1 CMepPTU He MMeeT YETKOro Bojopasjena:
nepcoHax >KaHa Mape moxeT 0bHapy>XuTb NPUH-
ueccy no nmeHn CMepTb U B MOTYCTOPOHHEM MUpe

3a3epkasibs, U Ha OMyCTEBLUUX YANLAX POAHOrO ro-
poga. Opdeit npecneayet CMepTb, HO OHa CKPbIBAET-
CA, YCKO/Ib3HYB Yepes apouHyto rasepeto. Mbl BugMm
pacTtepsiHHyto durypy XXaHa Mape B KpbITOW apkage.
Kocble TeHn, nagatoLpe ot cTonboB, 3a4ar0T Momnckam
PUTM, KOTOPbIN MOXHO OMNM1caTh Kak JMXOPagoUYHbIn
N gaxe 6e3yMHbI. 3TO BCE paBHO UTO Mpecsieso-
BaTb COOCTBEHHYIO TEHb, KOTOpas Bcerga byaet Ha
war Brnepeamn 1eb6a. He daHToM am ctpactb Opden?

B dunbme Anekces batanoBa «LLnHenb» (1959) apou-
Has KOHCTPYKLMSA ABASETCA TakoW XKe CTuneobpasyro-
el MeTadopol, Kak ¥ B CHOpPeaNMCTUUeckorn GpaHTasmm
KaHa KokTo. Menkunit YnHoBHUK Akakuii baliMaukuH,
BOXZENEHOLLMI LLIMHENW, @ MHAYe N He CKaXKeLLb, OKa-
3bIBAETCA HPOLLEH CBOEW «MOAPYTON» UMW AOMMNENbraH-
repoM. IMeHHO Tak B iMTepaType 3roxm poMaHT13Ma
VUMEHYETCS ABOMHMK repos, MPOSABASOLLMIACA KaK TEM-
Has CTOpPOHa ero IMYHOCTU. MNoka MeKNA YNHOBHWUK,
KOTOpBbIV «Cy>un ¢ ntoboBbro» [2], He 063aBencs 08oli-
HUKOM KOHKYPEHTOCMOCO6HBIM Ha ApMapKe TLLeCaBus,
€ro v 3a yenoseka-To He cuutann. ObpaTMm BHUMaHWe
Ha TO, UTO He ballMaukmHa KTO-TO AenaeT «MasieHb-
KUM», @ OH CaM YManaeTca n Jaxe TpeneLieT nepes
COTBOPEHHbLIM UM e caMnm Kymrupom — LLnHenbto.
W cHoBa cTpacTb accoummpyetcsi ¢ GaHTOMOM.

B «CoHeTax k Opdeto» PariHep Mapws Punbke nu-
can: «[yTb Hall He BLETCSA, KaK TPOMKW J1eCOB 1 MNOTO-
Ku,—/ AMBHbIM MeaHapoM. OH — KpaTKoCTb. [psmMas»
[4, c. 49]. KaxkeTcs, UTO MMEHHO M3 3TUX «NPAMbBIX»,
He TepnsALLUX BO3PAXKEHNN, N COCTOUT BaTaNOBCKUI
MeTtepbypr. C roronesckoro balimMaykmHa WnHenb
CHMMALOT Ha NoLWaan, KoTopas NogobHa MOpHo Uan
6eckpaiHeMy MoJIto, a NepcoHaxa NeHTbl baTtanosa
rpabsT B be3ntogHoM ranepee. OanHakoBble No ¢op-
Me 1 pa3mepy apku 0b61ajaroT rMNHOTUYECKMM BO3-
JencrereM. MOHOTOHHOE, 6e3 KOHLa NOBTOPsItOLLEeeCs
YyepeaoBaHWe AyroobpasHbIX MepekpbITUIA, TEHW, Na-
JaroLe oT CToN60B, NoAAEP>KMBAOLLNX aHTabne-
MEHT, aCCOLMMNPYHOTCS € AYPHON BECKOHEUYHOCTbHO,
Mo CpaBHeHMIO ¢ koToport Homo sapiens npespala-
€TCA B HUYTOXHO Manyto BesnumHy. M Tak xe, kak

3a OJHVM NPONETOM apKkagbl (He 3TOT I O6BEMHO-
MPOCTPAHCTBEHHBIN 3/1EMEHT CTaHOBUTCS 3MbaeMoi
ropoga-nogoesa?) cnesyet Apyroin Nponér, TOYHO Tak
>Ke OZMH KPYroBOPOT MaTepun CMEHSETCS APYTUM, HU-
KakK He pearvpys Ha NpUCYTCTBME YesioBeKa 1 Aaxe
He Nogo3peBas O CYLLEeCTBOBaHUW ero beccMepTHOM
AyLn, KoTopyto erenb Ha30BET «MCTUHHOW becko-
HEYHOCTbHO», 3aMETHB, UYTO 0H6PaA3oOM AypHOI becko-
HEYHOCTM ABAseTCA NpamMas AMHua [1].

He yanBuUTENbHO, UTO B POMaHTUYECKM OKpaLLEeH-
HOM KMHOMOBECTBOBAHWM KpbITas apkada 4acto CUM-
BO/IM3MpPYET cyAbby C eé npegonpesenéHHOCTbIO
1 HEOTBPATMMOCTbHO. W OHa e cTaHOBUTCS MeTado-
POV MPOCTPaHCTBa Nepexosa 13 M1Upa XHMBbIX B MUP
MEpPTBbIX. Tak cakpanbHbIN CUMBOJ/IN3M fi3blKa apXUTEK-
TYpbl BECbMa HEOXMAAHHO, HO OYeHb TOYHO NO3BOAS-
€T PacKpbITb CyTb MPOUCXOAALLErO Ha akpaHe. Menkuii
UMHOBHWK He NPOCTO orpabieH, OH MMBHeT, ncyezas
B 6e3ayLLHOM 6e3aHe roposa, CUMBOJIOM KOTOPOWA CTa-
HoBWTCA apkaga. ['epoli PonaHa BbikoBa MeueTcs, 30-
BET Ha NomolLLb. Bonsb ero crpaiueH. B Hém cobpaHa
BCA 6e3HaAEXHOCTb, BCE OTUasHWE. IXOM Pa3HOCUT-
€S NPY3bIB O NMOMOLLM B JIeAAHOM KaMEHHOW rafepee.

N Opden, n Akakunin Akakmesmny, obpasHo Bblpa-
>KasCb, CTAaHOBATCA MJEHHUKaMW 1abupuHma npsamoli
JIUHUU, KOTOPbI MaHNdeCTUpYeT apkaga. 3a apxuTek-
TypHOW MeTadOopoii, KOTOPOW NPUCYLLLa HEKOTOPas WH-
bepHanbHOCTb, CKPbIBAETCS, Kak HaM NpeaCcTaBaseTcs,
ncnenenstoLLas POMaHTMYeCKOoro repos crpacTb. Ecan
MO3T MNOSHOCTBbIO OTOXeCTBAsAET ceba ¢ 0bpasom, co3-
JaHHbIM ero BOobpaxkeHneM, 1 roToB NPUHECTU Ha
anTapb UCKYCCTBa /IHODBbIe XEPTBbI, TO MENKMI YUMHOB-
HMK OTOXAECTBAAET cebA C coLManbHO 3HaUMMOW po-
J16H0 U 8eLbro Y TOTOB MPOAATb AyLLY AbABOJY, YTOObI
3anonyuunTb Xenaemoe. N obpas ans noata, v Bellb
[N UWHOBHWMKA BbICTYNakOT B POAM AOMnesbraHrepa.
B kpbITOM ranepee ¢ HU3KO HaBMUCAKOLLMM CBOZAOM, Mac-
CVBHbIMM CTONBaMMN 1 TEHAMM, OTOPOLLEHHBIMW OT CTOJI-
60B, POMaHTMYECKN HaCTPOEHHbIV XYAO0XKHWK, PaBHO
Kak 1 uccnesoBaTesb, HeMpPeMeHHO paccbllart Lwaru
JEMOHNYECKOrO ABOVHMKA M OLLYTAT fblXaHNe CMepPTL.
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TRENDS IN THE FINE ARTS OF TATARSTAN
IN THE 1970-1990S ON THE EXAMPLE
OF NARKIS PONOMAREV'S CREATIVITY

Summary: The article is devoted to the late Soviet pe-
riod of fine arts in Tatarstan — a republic with rich avant-
garde traditions, which was characterised by extraordinary
intensity of artists’ creative life during the 1970-1990s.
Today, this period of art, as a regional version of the sec-
ond wave of the avant-garde, still remains insufficiently
studied and requires more detailed and scrupulous study
and understanding.

The topic is considered on the example of one of the
most original painters of Kazan of the second half of the
20th century — Narkis Ponomarev (1946-1996), who is
considered by the author to be among the unofficial cir-
cle of artists.

The study introduces the personality of Ponomarev as
a self-taught artist and autodidact into the scientific con-
text for the first time. It is argued that, despite the lack of
the master’s professional art education and the resulting
difficulties (lack of recognition in the artistic communi-
ty, criticism from official art critics and officials, inability
to exhibit, and so on), he managed to form and devel-
op a self-sufficient and original art. Avant-garde tenden-
cies in the artist's work are identified and substantiated
based on an analysis of more than 60 Ponomarev’s works

In July 1993, the State Museum of Fine Arts of
the Republic of Tatarstan hosted a large-scale ex-
hibition, New Art. Yesterday. Today. Tomorrow. The
organisers of the exhibition were Kazan design-
ers, artist-designers E. Golubtsov, V. Nesterenko
and others, led by the ideological inspirer of the
project, art critic V. Tsoi. They intended to present
a retrospective of the Kazan avant-garde with an
emphasis on modernity, starting from the 1910s
and moving from era to era through unusual spa-
tial solutions reminiscent of scaffolding. The works
of Narkis Ponomarev were also exhibited at this
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mainly from private collections. Turning to the heritage
of Matisse, Picasso, Chagall, German expressionists, etc.,
without copying, only focusing on them, Ponomarev de-
veloped his own artistic concept. Using a variety of bright
colours, free volumetric strokes, turning to marginal sub-
jects or lyrical landscapes and fantastic images, he im-
bued his works with simplicity and primitiveness, in the
good sense of the word, of the image itself.

It is noted that creativity, which gained its fame and
recognition only in the post-Soviet period, was neces-
sary for Ponomarev as a way of understanding the world
around and oneself, as a therapeutic impulse for one’s
own alienation. The purpose of this article is to trace
the evolution of the artist, to reveal the role and signifi-
cance of Ponomarev's creative activity in the artistic life
of Tatarstan in the 1970-1990s. The presentation of new
trends and the introduction of new names into scientif-
ic circulation will help to identify paradoxes and facets
in the history of the second wave of avant-garde in the
era of the USSR.

Keywords: late Soviet art, expressionism, unofficial art,
autodidact artist, fine arts of Tatarstan, postmodernism,
Narkis Ponomarev.

exhibition and were noted in the press [1, 5]. It is
noteworthy that Ponomarev's artworks were almost
always used to illustrate notes and articles in pe-
riodicals dedicated to this exhibition.

Finally, in February 1996, Narkis Ponomarev's
long-awaited first personal exhibition took place
on the occasion of the artist's 50th anniversa-
ry; it lasted about a week (the exact number of
days varies among sources). It was not possible
to exhibit the works of an “inconvenient” artist
in the local Exhibition Hall of the Union of Art-
ists; the management found excuses. However,

Il 1. Ponomarev N.I. Untitled. 1980s, hardboard, oil, private collection

Sofya Kondrashina, the director of the Zarechye
Museum of Military and Labour Glory, located
near the recognizable Red Gate in Kazan (Jubilee
Arch, a memorial building of 1888), suggested
one hall of the museum, which, despite the spe-
cifics of the institution and its remoteness from
contemporary art, was positively assessed. About
40 paintings were presented in this space, mainly
representing Kazan landscapes and portraits of
loved ones. There is no need to talk about exact
facts and lists of works; miraculously, a copy of a
poster, an invitation card and a very meagre list
of invitees were preserved. The exhibition was
organised by journalist and art observer S. Ko-
lina. "Narkis was happy that day” [2], the open-
ing of the exhibition “was attended by famous
art critics, artists, entrepreneurs and represent-
atives of the city's intelligentsia,” she later wrote
in local periodicals; however, no specific names
were given [3]. According to the memoirs of art-
ist Anatoly Egorov (b. 1948), who then came to
this exhibition by chance, there were indeed a lot
of visitors (about 60-70 people); however, Nark-
is Ponomarev looked confused and upset, which

was probably due to the absence of represent-
atives of the official authorities and profession-
al artists. Nevertheless, such a dialogue with the
viewer was necessary for the artist. Experienc-
ing severe physical pain from a serious illness
during this period, he urgently needed a per-
sonal exhibition as a last breath of fresh air be-
fore death. After 3 weeks the artist passed away.
Narkis Ponomarev was admitted to the Union of
Artists of the Republic of Tatarstan posthumous-
ly in 1996. His membership card was placed in
his coffin — his loved ones understood how im-
portant and valuable it was for him.

In 1998, two more chamber personal exhibi-
tions of Ponomarev's art were posthumously held.
They were arranged by the artist’s family with the
support of art critic R. Sultanova in the Exhibition
Hall of the Union of Artists and the Gorky Muse-
um in Kazan, evidence of which has not yet been
discovered.

In 2022, at the Hazine National Art Gallery of the
State Museum of the Republic of Tatarstan the au-
thor of this article organised another, larger-scale
personal exhibition of Narkis Ponomarev — “Oth-
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Il 2. Ponomarev N.I. Female profile against the background of a landscape. 1980s, oil on canvas, private collection

er Art”, which presented a retrospective of the art-
ist's work, uniting several large private collections.
The exhibition featured 55 works, of which only 5
were from the collection of the State Museum of
Fine Arts of the Republic of Tatarstan.

Despite Narkis Ponomarev’'s seemingly active
creative and exhibition biography, the entire con-
scious part of it was deprived of recognition. And
timid attempts to exhibit officially and join the Un-
ion of Artists were unsuccessful. This was due to the
fact that, as art critic V. Tsoi wrote about the artistic
situation of this period, “everything that remained
outside the figurative (objective) image was contemp-
tuously called ‘abstractionism’ and ‘formalism’ and,
accordingly, ‘was not allowed' into respectable ex-
hibition halls” [4]. The lack of artistic education only
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reinforced the beliefs of my colleagues in unprofes-
sionalism. Some treated Narkis Ponomarev’'s work
with distrust and even ridicule; others just shrugged
their shoulders — the unprepared Kazan public did
not take the artist seriously.

For Narkis Ponomarev, painting was a deep-
ly personal, emotional, and sometimes dramat-
ic state of mind. When asked what was depicted
in his paintings, he always answered the same:
“Look, and you will see everything”. His work is
an expressive symbiosis of figurativeness and
abstraction. The author’s style appeared based
on the heritage of the world avant-garde of the
early 20th century — colouristic dominants and
expressive side of Matisse’s colour, the conscious
destruction of Picasso’s nature, allegorical em-

Il 3. Ponomarev N.I. Still life with a blue vessel. 1980s, hardboard, oil, private collection

bodiments in Chagall’'s primitive (with which the
artist was also connected by ethnicity), the gro-
tesque of German expressionists. By building a
private dialogue with the great history of art,
mixing artistic languages, eras and styles, Nark-
is Ponomarev developed his own self-sufficient
artistic strategy, which fits well into the frame-
work of autodidactics.

The most fruitful stage of Narkis Ponomarev’s
work certainly occurred in the 1980s. It is the
phase of maturity in the artist's biography — a
period of confrontations and difficult quests, the
creation of the "pink” and "blue” cycles (almost
according to Picasso), where the latter reflects
worldly suffering, which the artist felt acutely and
painfully, expressed in a numerous series of imag-
es of the blind, the crippled, alcoholics and oth-
er marginalised people. At the same time, Narkis
Ponomarev’'s transition to the “pink” series also
marked a change from sadness and poverty, re-
solved in gloomy colours, to a more joyful rep-
resentation of the world: romantic landscapes
and portraits (including self-portraits), bathed
in warm light.

Regardless of the period of creation of works
or their style and theme, compositional structures
are always unexpected: they often use distor-
tion of space and defragmentation. The “char-
acters” of the paintings, entering into complex
interaction with each other, maintain cold indif-
ference — dynamic unity and detachment at the
same time. The artist's works of this period can
be considered as intellectual and creative phi-
losophising in images or “reflections” (the term
of art critic S. Kolina).

Freely experimenting with form and colour,
Narkis Ponomarev invariably remained faithful
to easel paintings in small formats, most often
on cardboard — it was more accessible. His viv-
id associative paintings often amounted to puz-
zles, perhaps containing coded messages. During
this period, still lifes appeared; they were main-
ly with jugs and fruit — a kind of Cezanneism in
an effort to experiment with the ponderability of
the subject, the materiality of colour (Evening,
1970s; Still Life. Yellow Vase, 1980). In this so-
called "synthetic” series, the artist worked on the
pictorial and plastic tasks that he set for himself:
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Ill. 4. Ponomarev N.I. On the street, at the kiosk. 1987, oil on canvas, private collection

in addition to crimson red and azure, his canvas-
es were saturated with emerald and amber yellow
(Still Life with a Pear; Still Life with a Blue Vessel,
1980s), turning into a chaotic centre of brush-
strokes. They conflict, pulsate, creating a tense
play of colour dominants, building up the lumi-
nosity and shape of objects.

Narkis Ponomarev's repeated theme, which
permeated his entire creative path, was the lyri-
cal and at the same time painful image of old Ka-
zan (Press House on K. Nadzhmi Street, 1980s; Old
Yards, 1980s; Kazan. Bulak, 1983; Kekin's House,
1990, etc.). The artist showed attentiveness to de-
tails: capturing crooked streets, unsightly court-
yards, dilapidated buildings, slanting arches,
humpbacked bridges of Bulak; he conveyed his
own philosophical perception of mortal existence.
The city, “painted with pain but also with love” [1],
is deformed — different scales, incongruous ap-
proximations establish new aesthetic principles in
the pictorial picture. In these works, Tsoi saw “ob-
jects of close study, the Socialist Art artist's an-
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alytical research” [4, P. 12]. Rather, the artist did
not manipulate visual stereotypes of Soviet prop-
aganda in his landscapes; he strived to convey
the image of the city, its character, by conveying
social orientation and the response of contem-
porary events. In the city landscapes depicting
Kazan, there is Narkis Ponomarev’s exception-
al love, opening an endless series of images be-
fore us. They reflect the artist's deeply personal
perception and understanding of the events that
happened here. Here, the symbolically and alle-
gorically executed city views are not only pictur-
esque plans and rhythmic colour spots but also a
new formative task in the range of the modernist
and avant-garde paradigm.

Among the enduring imagery of Narkis
Ponomarev, there are often images of marginal-
ised people (On the Street, at the Kiosk, 1987; In
the Old Yard, 1987; Scream, late 1980s, etc.). This
is a distorted and ugly world; Narkis Ponomarev's
people are “a single cast of our communal exist-
ence” [4, P. 12]. Painted in a few accurate strokes,

the inhabitants of old Kazan, cripples and vagrants,
war veterans resemble a caricature, however, not an
evil one but a condescending one. Sometimes the
author’s characters hypertrophy; their “plasticine”
bodies and/or limbs stretch out, creating internal
tension bordering on numbness in the viewer. The
artist's "grotesque theatre of the absurd” creates
a special expressionistic intonation. [5]

In some of Narkis Ponomarev's works, a so-
phisticated viewer will certainly find a symbolic
motif — the image of a short man in a hat; it is
a self-portrait of the artist, his unique signature,
changing depending on life situations: first, lone-
ly, and then, with the birth of his daughter, walk-
ing around the city with a stroller.

Narkis Ponomarev is an iconic figure in the late
Soviet fine arts of Tatarstan. Despite the drama in-
herent in his work and personal fate, his brush had
the incredible ability to saturate people’s hearts
with colour and civic passion.

The art of Narkis Ponomarev was not of an of-
ficial nature; nevertheless, it cannot be considered

an underground movement. Rare participation in
permitted exhibitions was a necessary form of ar-
tistic existence and the only opportunity to pub-
licly present his controversial works, which were
characterised by irony, grotesque and symbolism.
The artist’'s humble nature and reclusive lifestyle
were in no way identified with the new style that
he proclaimed with his work.

Today, the controversy surrounding the name
of this artist, the struggle of critical opinions and
assessments does not cool down. Meanwhile,
the art of Narkis Ponomarev had its own rebel-
lious path, the movement of which was impossi-
ble to predict. Recording the information about
such original and controversial artists will allow
us to have a complete picture of the country’s
late Soviet art.

We see prospects for further research of the prob-
lem in the publication of a catalogue of the artist's
works, as well as in the study of other personalities
of this period, which are still underrepresented and
have not received worthy publications.
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TEHAEHUWIN N3OBPA3SNTEJ/IbBHOIO NCKYCCTBA
TATAPCTAHA 1970-1990-X TT.
HA INMPVMEPE TBOPYECTBA
HAPKCA MOHOMAPEBA

AHHomayua: CTaTba NocCBALEeHa NO34HECOBETCKOMY
nepuogy n3obpasmntesbHOro NckyccTea TatapcraHa — pe-
cnybankm ¢ boratbiMun TpaALIMAMY aBaHrapga, kotopas
xapaktepusyetcs B 1970-1990-e rr. HeObbIYANHOWN UH-
TEHCMBHOCTbLIO TBOPUECKOMN XMU3HU XY[OXHUKOB. [aHHbIR
nepuoA UCKyCcCTBa, Kak PermMoHasbHbIli BapuaHT BTOPOW
BOJIHbl aBaHrapaa, Ha CeroAHsAWHNN AeHb NO-NpexHe-
My OCTaéTtca HeJOCTaTOYHO M3yUeHHbIM, TpebyeT bonee
JeTasbHOro N CKPYMyAE3HOTO U3yYeHUs N OCMbICAEHUS.

Tema packpblBaeTcs Ha NMpUMepe OAHOro M3 CaMblIX
cBOeobpasHbIx xuBonucLeB KasaHn BTOPOW NONOBUHbI
XX Beka — Hapkuca ViBaHoBuua lNMoHomapéBa (1946—
1996), KOTOPbIA NPUUNCASETCA aBTOPOM K HeoduLnanb-
HOMY KPYTY XYZ0XHUKOB.

B nccnesoBaHmm BnepBble BBOAUTCA B HayUYHbIM KOH-
TekcT nepcoHanma H. V. NMoHomapésa Kak XyA0XHMKa-
CaMOYyuYKM W aBTOAMAaKTa. ApryMeHTUpyeTcs, uTo,
HecCMOoTpA Ha OTCYyTCTBME NMPOPeCcCUOHaNbHOrO Xy-
AOXecTBeHHOro obpasoBaHMa y fJaHHOro mMacTepa
1 BbiTeKaroline OTCroAa CNOXHOCTU (HEMPU3HAHHOCTb
B XyA40>XXeCTBEHHOM coobLecTBe, KpUTMKa CO CTOPOHbI
oduuManbHbIX UCKYCCTBOBEAOB U YNHOBHUKOB, HEBO3-
MO>XHOCTb BbICTaBAATLCA U ApP.), OH CyMen chOopMmpo-
BaTb W pPa3BUTb CaMOJOCTaTOYHOE U OPUTUHaNbHOE
nckycctso. Ha ocHoBe aHanun3a 6bonee 60 npounssege-
HUi H. V. TloHoMapéBa, NpenMyLLeCcTBEHHO U3 YaCTHbIX
KONNEKUMWIA, BbIABAAOTCA U OBOCHOBBIBAOTCA aBaH-

B ntone 1993 roaa B TMUIN PT cocTtosanacbk mac-
wrabHas BbicTaBka «HoBoe nckycctBo. Buepa. Ce-
roAHs. 3aBTpa». YCTpouTenn BbiCTaBKM — Ka3aHCkme
An3anHepbl, XyAOXHUKU-NpoekTupoBLwuku E. . Fo-
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rapamncrckme TeHAEHLUUM B TBOPYECTBE XYAOXHMKA.
Obpawasnck kK Hacneaunto MaTtucca, MNukacco, Warana,
HeMeLKNX 3KCMPeCcCUOHNCTOB 1 AP., HO He Konupys,
a NNLb OpreHTUpyacb Ha HuX, H. . NoHomapés Bbipa-
60Tan cBOIO Xyj0XeCTBeHHY0 KoHuenuwuto. MNMpuberas
K 6boraTcTBy ApKUX Kpacok, cBobogHoOMy 06 BEMHOMY
Ma3Ky, obpaliancb K MapruHaabHbIM ClOXeTaM MAn
NVPUYHBIM Neli3axaM U paHTacTMyecknm obpasam,
OH Hacblllan CBOV NPOU3BEeAEHUA NPOCTOTON U NpU-
MUTMBHOCTbIO, B XOpPOLLEM CMbIC/e 3TOro CA0Ba, ca-
MOro n3obpaxeHus.

OTMeuaeTcs, YTO TBOPYECTBO OblIO HEOBXOAMMO
H. V. TloHomapéBy kak cnocob no3HaHWs Mupa BOKPYr
1 camoro cebs, kak TepaneBTUYECKUA MMNYNbC Ha CO6-
CTBEHHYHO OTUYXZAEHHOCTb, KOTOPOE MOJyYNNO CBOKO 13-
BECTHOCTb W NMPW3HaHWe AWLLb B MOCTCOBETCKNIA NEPUOL.
Llenb gaHHOM cTaTbu — NPOCAeAUTL IBOIOLMIO XYAOXKHU-
Ka, PackpbiTb POJIb U 3HaUEHME TBOPUECKOW AeATENbHOCTM
H. V. MoHoMapéBa B XyA0XeCTBEHHOM XU3HW Tatapcra-
Ha B 1970-1990-e rr. MpeacTaBneHME HOBbIX TEHAEHLN
1 BBeZleHME B HayUHbI 060POT HOBbIX UMEH ByayT crno-
cobCTBOBATbL BbIABNEHUIO NapaZoKCOB U rpaHel B UCTO-
puv BTOPOR BOAHBI aBaHrapga B anoxy CCCP.

Knrouessie cnosa u ¢passl: nosdHecosemckoe uc-
Kyccmeo, 3KCnpeccuoHU3M, HeoguyuaibHoe UCKyccmeo,
XyO0XHUK-asmooudakm, uzobpasumesibHoe UCKyccmao
Tamapcmaxa, nocmmodepHu3mM, Hapkuc lNMoHomapés.

ny6uos., B. A. HectepeHko v ap., BO rnaBe C naem-
HbIM BAOXHOBUTENEM MPOEKTa, UCKYCCTBOBEAOM
B. A. Lloli,— HamepeBanucb NpeacTaBuUTb PeTpocrek-
TUBY Ka3aHCKOro aBaHrapga ¢ akLLeHTOM Ha coBpe-

MeHHOCTb, HaumHas ¢ 1910-x rr. XX Beka, nepexoas
N3 3MOXM B 3MOXy Yepe3 HeobbluHble MPOCTPaH-
CTBEHHbIE PeLLeHMs, HaNmOMMWHaroLWMe CTPOUTENbHbIE
neca. MpowusseaeHns Hapkuca NoHomapésa Takxe
3KCMOHNPOBANNCL Ha AAaHHON BbICTaBKe U bblin OT-
MeueHbl B npecce [1, 5]. MpumeuatenbHo, UTO ANA
WANOCTPUPOBAHMSA 3aMeTOK M CTaTell B nepuoanye-
CKOW neyaTu, NOCBALLEHHOW 3TOWN BbICTaBKe, MOYTH
BCerga ncnoab3osanv pabotbl Hapkuca MNoHomapésa.

HakoHeu, B deBpane 1996 roga coctoanaco gon-
roxgaHHas nepsas nepcoHanbHas BbicTaBka Hap-
kuca NoHomapésa no cnaydato 50-neTHero obunes
XYAOXHWKa, KOTOpas ANnaacbk OKONO Heaenn (Tou-
HO€e KO/NIMYeCTBO AHel B UCTOUYHUKAX Pa3HUTCS).
DKCNOHNPOBaTb PaboTbl «HEYA0OHOrO» XyAOXHMKA
B MeCTHOM BbicTaBouHOM 3asne Coro3a XyA0XKHU-
KOB BO3MOXHOCTWN He 6blN0, PYKOBOACTBO Haxo-
Anno otroBopku. A BOT agupektop Myses 6oeBoi
n TPYAOBOW CnaBbl «3apeybe», pacnoaarasLiero-
CA Henoganéky oT y3HaBaembix B KazaHu KpacHbix
BopoT («HOBunenHas apka» — MeMopuanbHOE CO-
opy>xeHue 1888 roga), Codpbs MuxaiinosHa KoHapa-
LUMHA NPeANoXMAa OANH 33N My3es, YTO, HeCMOTpA
Ha cneunduKky yuypexaeHuns n ero oTAanéHHoOCTb
OT COBPEMEHHOrO NCKYCCTBa, HbIN0 NONOXKUTENb-
HO oueHeHo. B 3ToM npocTpaHcTBe 61110 Npes-
CTaBaAeHO 0k00 40 XMBOMUCHBIX NPON3BEAEHWH,
npeacTaBAAOLWLMX B OCHOBHOM Ka3aHCKuWe nerisa-
XM 1 nopTpeTbl 6113KnX. FOBOPUTL XKe O TOYHbIX
dakTax u cnuckax paboT He NPUXOANTCH, YYAOM CO-
XPaHUANCh 3K3eMnasp aduLLM 1 NPUTNACUTENBHOTO
6uneta, fa 1 BeCbMa CKYNoM CMUCOK NpUrialwéH-
HbIx. OpraHu3auuer BbICTaBKM 3aHMManach XypHa-
nncT n apT-o603peBatens C. 3. KonnHa. «Hapkuncc
(C.3.KonuHa ncnonb3yeT ABe «C», OAHAKO UMSA XY-
[LOXHMKA MULIETCA C OAHOM «C», UTO MOoATBEPXKAe-
HO JOKYMEHTaNbHO) BblN CHACTAUB B TOT AeHb» [2],
Ha OTKPbITUE BbICTAaBKN «MPULLIN N3BECTHbIE UC-
KyCCTBOBE/bl, apTUCTbI, NPeANpPUHMMATENN U NPea-
CTaBUTENN TOPOACKON UHTENIUIEHLMN», — Nncana
OHa Mo3jHee B MECTHbIX MePUOAMNYECKUX N3JaHN-
AX, OAHAKO KOHKPETHbIX MMEH Ha3BaHO TaK U He
6b110 [3]. CornacHO BOCMOMMUHAHUAM XYAOXHU-
ka AHaTonmsa Hukonaesnua Eroposa (r.p. 1948),
nonasLUero Torga Ha JaHHyr BbICTaBKYy Cay4ali-
HO, noceTuTenen 66110 N BNpPaBay MHOroO (OKOJO
60-70 uenosek), Ho Hapkuc NMNoHomapés BbIrnsA-
Aen pacTepsiHHbIM U OTOPYEHHbIM, YTO, BEPOAT-
HO, 6bIJI0 CBA3AHO C OTCYTCTBMEM MNpeacTaBuUTeNen
odnuManbHOM BAACTU N NPOdECCUOHANbHbIX XY-
JOXHWKOB. TeM He MeHee NoAobHbIV Ananor co

3puTtenem 6bin HEOHXOAUM XYAOXKHUKY. VicnbiTbiBas
CUbHYHO dU3MYeckyto 60/1b OT TAXENON 6oNe3HU
B 3TOT MepPMOA, OH OCTPO HY>KAa/CA B MEPCOHab-
HOU BbICTaBKe KakK B MNOCAEAHEM [10TKE CBEXEro
BO3JyXa nepeg cMepTtbio. CNycTa Tpu Heaenn xy-
JO>XHMKa He ctano. B Coto3 xygoxHukos Pecny-
611K TaTapctad Hapkuc MoHoMapés 6b1n NPUHAT
B 1996 rogy NOCMEPTHO, YNEHCKUIA BUIET MONOXM-
2N C HAM B Tpo6 — 6AU3KME NOHMMANN, HaCKOb-
KO 3TO 6bI1I0 A4/151 HEFO BaXHO W LLEHHO.

B 1998 roay nocMepTHO COCTOANNCH eLLé ABe Ka-
MepHble nepcoHasbHble BbicTaBki H. V. NoHomapésa,
YCTPOEHHbIe CEMbEN XYAOXHUKA NPU NOAAEPXKKE
nckycctsosega P.P. CyntaHoBoW B BbicTaBOUHOM
3ane Coro3za xygoxxHMKoB 1 Mysee A. M. Topbkoro
B Ka3aHu, cBnaeTeIbcTB O KOTOPbIX Ha AaHHbIN MO-
MeHT 0BbHapy>XuTb He yAanocs.

B 2022 roay B HaunoHanbHOW XyA0XKeCTBEHHOM
ranepee «XasnHa» MW PT aBTOpoM faHHOW cTaTbt
6blna opraHn3oBaHa oyepegHas, 6osee macwTab-
Haa nepcoHanbHas BbicTaBka Hapkuca NoHomapéBa
«[lpyroe nckyccTeo», NnpeAcraBuBLIas peTpocnek-
TUBY TBOPYECTBa XYAOXHMKA, 06besMHMBLLAA He-
CKOJIbKO KPYMHbIX YaCTHbIX KOAeKUMIA. Ha BbicTaBke
3KCMOHMPOBAaNOCh 55 NpounsBeseHNit, N3 KOTOPbIX
avwb 5 n3 cobpanuns TMUN PT.

HecmoTps Ha KaxyLlytocs Ha NepBbIv B3rNsA4 ak-
TUBHYHO TBOPYECKYH U BbICTaBOUHYH brorpadputo
Hapkuca [NoHOMapeBa, BCA CO3HaTenbHas eé vacTb
6blna NMWeHa Npu3HaHmsa. A pobkne NonbITKA Bbl-
CTaBUTbCA opuLManbHO 1 BCTynuTb B COO3 XyA0XK-
HWKOB He YBEHYaNNCb YCNeXoM. IT0 6bIN0 CBA3aHO
C TeMm, YTO, KakK nucana nckyccrteosey, B. A. Lloli o xy-
[O>XECTBEHHOMN CUTyallum 3TOrO NepUoAa, «BCE, YTO
OCTaBasnocCh 3a npegenamun burypatmeHoro (npea-
METHOr0) n306paxeHuns, NPe3pmuTeNbHO MMeHOBa-
Nocb «abCTpakuMoHN3MOM» U «hOopPMananN3MoM»
N, COOTBETCTBEHHO, «He MyLLaNoCb» B pecnekTa-
6enbHble BbICTaBOYHble 3anbl» [4]. OTcyTCTBME XY-
J0XecTBeHHOro obpa3oBaHnA TOAbKO MOAKPENAANO
ybexxaeHusa Koaner no uexy B HenpodeccmoHanmns-
me. OgHu oTHOCKMAKCH K TBOpYecTBY Hapkuca MNo-
HOMapéBa C HeJOBEPUEM U Jaxe C HaCMEeLLKOWN,
Apyrue anb pa3Bognan pykamm — HenoArotos-
NeHHas KasaHckas nybamnka He BOCNpPUHMMana xy-
JAOXHMKA.

[na Hapkuca NoHomapéBsa XXnBOMNMUCb — 3TO ry-
60KO JINUHOE, 3MOLMOHANbHOE, MOPOK ApaMaTUUHOe
cocTosHMe Ayln. Ha Bonpoc, 4to n3obpaxeHo B ero
KapTMHax, OH oTBeYas BCerga oanHakoso: «CMoTpu,
M BCE yBnAMULWb». Ero TBOpUYECTBO — 3TO BbIpasu-
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TeNbHbIV CMMBWO3 GUTYPaTUBHOCTU 1 abCcTpakuum.
Hacneave mnposoro aBaHrapaa Havana XX seka —
KONOPUCTUYECKME JOMUHAHTBI U 3KCMPECCUBHYHO
CTOPOHY LBeTa MaTuncca, co3HaTeNbHYH AeCTpyK-
uuto HaTypbl lMNnkacco, anneropmyeckre BonoLle-
HWA B NnpuMmuTnee LLlarana (c KOTOPbIM XyAOXHMKa
CBA3bIBa/ M HaLMOHa/bHbIM NPU3HaK), rpOTecK He-
MeLKMX IKCNPEeCCMOHNCTOB — npeobpasoBanoch
B aBTOPCKWI CTUAb. BbicTpanBas npuBaTHbIV Ana-
nor ¢ 60/bLION NCTOPUERN UCKYCCTBa, NYTEM CMe-
LWEHMA XYAOXECTBEHHbIX A3bIKOB, 3MOX U CTU/EN,
Hapkuc MoHomapés BbipaboTtan cBOKO caMozocCTa-
TOUHYHO XYAOXECTBEHHYH CTpaTerunto, YTo BMOAHE
BMWCbIBAETCA B PaMKN aBTOANAAKTUKM.

Hanbonee naog0TBOPHbINA 3Tan TBOpYecTBa Hap-
kuca MoHomapéBa, 6e3ycnoBHo, Npuwéncs Ha 1980-e
rogbl. 310 $asza 3pesocTn B bruorpadun xya0xHu-
Ka — nepwog NpoTMBOBOPCTB M TPYAHbIX MCKaHW,
CO3/,aHNA «PO30BOro» U «roayboro» LUKNOB (Nou-
T no lukacco), rae B nocnesHeM oTobpakaroTcs
MUPCKNE CTpaZaHuUs, KOTOPble XYAOXHWK OLLyLLaN
OCTPO 1 6ONE3HEHHO, YTO BbIPa3nAOCb B MHOMO-
UNCNEHHOM cepun M30BpaXKeHWI Crenblx, Kaaek,
a Tak>Xe ajiKoroJnKoB U MNPOYMX MapruHanos. B To
e Bpems nepexog Hapkuca NoHomapéBsa K «po30-
BOW» cepuyn 0603HaUYUN 1 CMEHY MeYann 1 HULLETHI,
PeLIEHHbIX B MPayYHbIX TOHax, Ha bonee pagocTHOe
npeAcTaBAeHNE MMPaA: POMaHTMYECKME Ner3axu
M NopTpeThl (B TOM Uncae aBTONOPTPETHI), 3aan-
Tble TENAbIM CBETOM.

HezaBncumMo oT nepuoga co3paHunsa npounsse-
AEHNIA UAN UX CTUANCTUKN U TEMbI, KOMMO3MLNOH-
Hble MOCTPOEHMA BCerga HeEOXUAaHHbI: B HUX 4acTo
MCMOAb3YeTCA NCKaXKeHWe NPOCTPaHCTBa, dedpar-
MeHTauus. «[lepcoHaxm» KapTWH, BCTYMas B CIOX-
HOe B3anMMOJAeNnCcTBMe ApYr C APYroM, COXpaHAT
XON0AHYHO 6e3yyacTHOCTb — AMHAMUYECKoe ean-
HeHWe N OTPELLEHHOCTb OA4HOBPEMeHHO. PaboThl
XYAOXHMKa 3TOro nepuroga MOXHO paccMaTpuBaTth
KaK WHTeeKTyalbHO-TBOpYeckoe GunaocopcTo-
BaHWe B obpasax, WA «pa3mbILIN3MbI» (TEPMUH
nckyccrsosega C. 3. KoanHown).

CB060OAHO 3KCNEepUMEHTMPYS ¢ GOPMOM U LiBe-
TOM, Hapkuc [ToHOMapéB HeM3MEHHO COXpPaHaa Bep-
HOCTb CTaHKOBOW KapTMHe Masblx pOpMaToB, Yalle
BCEro Ha KapToOHax — OHW bblan aoctynHee. Ero
ApKasa accoumaTMBHAA XXMBOMUCh 3a4acTyro CBO-
Annacb K pebycam, B KOTOPbIX, BO3MOXHO, 3aKO-
AVpOBaHbl NocnaHusa. B 3ToT nepunog nosBuanch
HaTHOPMOPTbI, MPENMYLLECTBEHHO C KYBLUMHAMM
N GpyKTamm — 3Taknii Ce3aHHM3M B CTPEMIEHUN
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MO3KCNepUMEHTUPOBATb C BECOMOCTbIO NpesMeTa,
MaTepuanbHOCTbIO UBeTa («Beuep», 1970-e; «Ha-
TrOpMOPpT. XXénTas Basza», 1980). B 3Tol, Tak HazbIBa-
€MOW «CMHTETMUECKOM» CepUM, XYAOXKHUK paboTan
Hag, XXMBOMUCHO-MNACTUYECKMMM 33Z,a4aMu, KOTOpble
OH CTaBW/ nepeg coboin: KpoMe HarpoBo-KpacHOro
W Na3ypu ero noaoTHa HacbITUANCH U3YMPYZAHbBIM
N AHTaPHO-XXENTbIM («HaTiopMOpT ¢ rpyLien»; «Ha-
TIOPMOPT € roaybbiM cocynom», 1980-e), npeBpaTmB-
WNCb B XaOTUYHYHO TyLLy Ma3koB. OHW KOHOAUKTYHOT,
Ny/AbCUPYHOT, CO3AaBas HanpPsXXEHHYIO Urpy LBe-
TOBbIX JOMMWHAHT, BbICTPanBatoT cBetocuay un dop-
My 06BbeKTOB.

CkBo3HOW Temoli Hapkuca NMoHomapéra, npo-
HW3bIBaIOLLEN BECb €r0 TBOPUYECKUN NyTb, CTan An-
pUYecKnii 1 Npu 3ToM 60ae3HeHHbIN 0bpa3 cTapoin
Kasanu («Jom neuatun c ya. K. Hagxmn», 1980-¢;
«Ctapble gBopebl», 1980-e; «Ka3zaHb. bynak», 1983;
«[lom KeknHa», 1990 n gp.). XygoXXHUK nposBaseT
BHMMAaTE/IbHOCTb K AeTaNAM: 3arneyatieBas CKpUBIEH-
Hble YAULbl, HENPUrNSAHbIE ABOPbI, BETXME 3aHWA,
Kocble apku, ropbaTble MOCTUKN bynaka, TpaHCam-
pyeT CBOE cO6CTBEHHOE PUIOCOPCKOE BOCMPUATUSA
H6peHHOoro cyuiecTtBoBaHua. fopoa, «HanMCcaHHbIN
€ 601btO, HO U1 € NtoboBbIO ToXe» [1], AedopmMupyeT-
€ — pa3HoMacLTabHOCTb, Hecoobpa3Hble coNnxKe-
HWS yCTaHaB/IMBAIOT HOBblE 3CTETUYECKME NPUHLMMBI
B XXMBOMUCHOW KapTuHe. B. A. Lloli Buaena B 31ux pa-
60Tax «06BEKTbI MPUCTANBHOIO U3YUYEHNS, aHaN-
TUYECKOro NUCCNe0BaHMA XYAOXHMKA «COoL-apTa»
[4, C. 12]. Ckopee, XyfOXHUK HEe MaHUNyanpyeT
B CBOMX Meli3aXkax BM3yasbHbIMWU CTEepPeOTMNaMM
COBETCKOM NnponaraHzbl, a CTPeMUTCA nepesatb 06-
pa3 ropoga, ero xapakrep, NoCpesCTBOM nepegayu
COUManbHOM OpMEHTaLMN N OTKINKOM COBPEMEH-
HbIX COBbITUI. B ropoackux nensaxax, n3obpaxaro-
wmx KasaHb, — mnckatountenbHas arobosb Hapkuca
MNMoHomapéBsa, OTKpbIBatoLLan nepes Hamu becko-
HeuHyto yepeny obpazos. OHM oTpaxatoT ray6o-
KO NMYHOE BOCMPUATUE U OCMbICIEHNE COBBITUN,
Npoun3oLWeALNX 34eCb, CAMUM XYAOXHNKOM. CUM-
BOJIMYECKM Y MHOCKA3aTebHO UCMOHEHHbIE FTOPOA-
CKMe BUAbI 34eCb HE TONbKO XMWBOMUCHbIE MAaHbI
N PUTMUYHbIE LiBETOBbIE MATHA, HO U HOBasA dop-
MOTBOpYECKas 3aZiava B AnanasoHe MOAEPHUCT-
CKOW ¥ aBaHTapAHOW napagnrmel.

Hepeako cpean ycTtonumBbix obpa3os Hapkuca
MoHOMapéBa BCTpeyatoTcs obpasbl MaprMHanos
(«Ha yauue, y knocka», 1987; «B ctapom agsope»,
1987; «Kpuk», koH. 1980-x 1 4p.). DTO UCKAKEHHbIN
Y ypoaamBbln Mup, ntoamn y Hapkumca MoHomapésa —

«EAUHBIA CNEMOK C HAaLLEro KOMMYHaabHOrO HbITUS»
[4, C. 12]. HanncaHHble HECKONbKMMW TOUHbIMU Ma3-
kamun obuTatenu ctapoi KazaHu — kaneku n 6poas-
1, BeTepaHbl BOMHbI HAMOMWHAIOT KapukaTypy, HO
He 31y, a CHUCXOAMTeNbHYH. Nopoi NepcoHaxmu
aBTOpa rMnNepTpoPUPYHOTCA, UX «MAaCTUANHOBbIE»
TeNa U/Man KOHEUYHOCTU BbITATMBAKOTCS, pPOXAas
B 3puTesie BHYTPEHHee HanpsaXeHne, rpaHmyallee
c oueneHeHneM. «[poTeckHbIn TeaTp abcypaa» Xy-
JBOXHMKa CO3AaéT 0COBYH 3KCMPECCUOHUCTUYECKYHO
MHTOHaumto [5].

B HekoTopbIx npounssegeHnax Hapkuca lNoHo-
MapéBa UCKYLIEHHbIN 3pUTE/Ib HEMPEMEHHO OTbILLLET
CMMBOJIMYECKMI MOTUB — 0Bpa3 HeBbICOKOTO MyX-
UMHbI B LIAAMNE — 3TO aBTOMOPTPET XYAOXHMKA, ero
cBOoeobpa3Has NOAMNUCh, MEHSAOLLASACA B 3aBUCMMO-
CTW OT XXM3HEHHbIX CUTYaLMIA: CHayana OAMHOKOTO,
a C POXAEHMEM JOYEPU — MPOTyAnBaroLLerocs no
ropoAy y>e C KO/sICKOW.

Hapkwuc MoHomapés — 3HakoBas durypa B no3a-
HecoBeTCKOM M306pa3nTenbHOM UcKyccTBe TaTap-
cTaHa. HecmoTps Ha gpamaTn3m, CBOMCTBEHHbIV ero
TBOPYECTBY W IMUHOMN cyabbe, ero KucTb obnagana
HeBepOATHbIM CBOMCTBOM HaCbILLATh LBETOM W rpax-
JaHCKOW CTpacTbio cepaLia Nrojen.

WckycctBo Hapkuca lNoHoMapéBa He HOCK0 odu-
LabHOTO XapaKTepa, B TO Xe BPEMS €ro Henb3s npu-
UNCANTB U K aHAerpayHAHOMY ABUXKeHUo. Peakoe
yyacTue B pa3peLLéHHBbIX BbiCTaBKax 66110 Heobxoam-
MO GOPMOI apTUCTUHECKOTO CYLLECTBOBAHUS U €4MH-
CTBEHHOWM BO3MOXHOCTbHO NMy6ANYHO NpeaCcTaBUTb
CBOMV HEOAHO3HauHble PaboTbl, A/1 KOTOPbIX OblAN
XapaKTepHbl MPOHWUS, FPOTECK U CMMBOAM3M. [okop-
HbIA XapaKTep XyAOXHWKa 1 3aTBOPHMYeCKMn obpa3
SKN3HWU HUKAK HE OTOXAECTBASANCE C HOBOW CTUINCTU-
KOV, KOTOPYHO OH MPOBO3r/aLlias CBOVM TBOPUECTBOM.

CerofHs cnopbl BOKPYT MMEHW 3TOFO XyA0X-
Huka, bopbba KPUTUYECKUX MHEHWUI U OLEHOK He
ocTbiBarOT. Mexay Tem y nckyccresa Hapkwuca lNo-
HOMapéBa Obl1 CBON MATEXHbBIW NYTb, ABUXKEHMNE
KOTOpOro npeayragatb 66110 HEBO3MOXHO. A K-
CUPOBaHWe CTOJIb OPUTMHAJIbHBIX U HEOAHO3HAUHbIX
XYA,0XXHWKOB MO3BOUT BBICTPOUTL LLENOCTHYHO Kap-
TUHY NO3/HECOBETCKOrO UCKYCCTBA CTPaHbI.

MepcnekTnBbl asbHEWLLEro NCCaef0BaHNS NPo-
61eMbl Mbl BUAMM B U3JaHUM KaTasora npounsee-
AEHUN XYA0XKHUKA, @ TakKXKe B U3YUEHUN APYTuX
MepCcoHaANi 3TOTO NEPUOAA, AO CUX NMOP HeAOCTa-
TOYHO MPEACTaB/IEHHbIX M HE MOJYYMBLUMX LOCTON-
HbIX M34aHUN.
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MYTHOPOETIC MODEL AS A RESEARCH TOOL
FOR STUDYING THE MYTHOPOETICS
OF SCULPTURE OF THE 20TH-21ST CENTURIES

Summary: In the 20th-21st centuries, a tendency to
synthesise the «mythological» and the «artistic», which
requires theoretical understanding, has been observed
due to active mythologization of culture in general
and of artistic practice in particular. The introduction
of the concept of «mythopoetic model of sculpture»
to denote an artistic structure which includes figura-
tive and symbolic components of mythological origin
and means of expression necessary for their implemen-
tation such as established and updated iconographic
schemes, traditional and innovative ways of working

In the period under review, with all the multi-
directionality of ideological searches of the 20th
century, and perhaps precisely due to this multidi-
rectionality, there is a steady pursuit of acquiring
integrity, characteristic of myth, which would pro-
vide the possibility of resolving disparate and, at the
same time, significant problems for society. In addi-
tion, the understanding that the existence of mod-
ern man, just like the existence of man of ancient
eras, is intertwined from many circumstances be-
yond man'’s control, and this sphere of what is be-
yond man’s control is also recognized as the space
of myth, is actualized in the 20th century. Moreo-
ver, it is argued that “the mythological is ineradica-
ble in man and remains a regulating factor in man'’s
ontological balance, determining their place in the
world and the way of their connection with the uni-
verse”'. Due to this understanding of the essence of
myth, its actualization occurs; the mythologization

1. Cassidy F.H. 2003. From Myth to Logos: The Formation of
Greek Philosophy. St. Petersburg: Alleteya, 2003. P. 61.
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with materials, etc., has become one of the solutions
to this theoretical problem.

The divergence of processes of transformation of ide-
ological structures, which occur during this period, includ-
ing mythological ones, has determined the specifics of
the system of sculpture mythopoetics of the 20th-21st
centuries and the formation of various types of mytho-
logical models in it.

Keywords: myth, mythologization of culture, mytho-
poetics of the 20th-21st centuries sculpture, mythopoet-
ic model of sculpture.

of culture becomes one of the main vectors of its
development in the 20th century. Also, the process-
es of active mythologization cover the art system,
largely predetermining the nature of artistic prac-
tice, forming the foundations of special mythopo-
etics in art and, in particular, in sculpture.

Such large-scale changes in the development of
the artistic sphere pose art theorists with the task
of rethinking its axiological guidelines as well as
with the need to seriously update the methodolo-
gy of its study. It is becoming increasingly clear that
a significant part of sculptural compositions of the
20th century, directly or indirectly related to myth-
ological sources, can be reliably studied precisely
in a system of interdisciplinary studies that consider
the process of formation of art mythopoetics in the
context of the activation of mythological thinking
in general. Initially, the sought-after “mythopoetic”
in sculpture presupposes a complex structure that
accumulates a number of properties characteristic
of myth as well as a number of properties charac-

teristic of sculpture. Therefore, to solve a research
problem posed in such a way, it was reasonable to
turn to the methodology of theoretical modelling.
At the same time, an integrated approach was used
when developing the mythopoetic model; it made it
possible to include elements related to both spheres.

The study revealed the following features of the
basic foundation of the mythopoetic model of sculp-
tural composition:

1) The mythological structure in one of the
possible modifications is the obligatory figurative
and symbolic source of the work.

2) Set iconographic schemes, including frag-
mentary ones, are used in the sphere of formal com-
positional solutions.

3) In the sphere of materials as well as tech-
nological methods of working with them, they are
endowed with symbolic meanings (sacralization).

4) In the sculptor’s view of the mythological
source, his or her ideological attitude becomes de-
cisive: whether he or she considers this myth only as
a source of the plot (external position) or whether
he or she perceives this mythological structure as
authenticity, which has high spiritual value for him
or her (internal position).

The listed components predetermine not only
the substantive components of the mythopoetic
model but also outline the patterns of interaction
between mythological and artistic elements with-
in it. At the same time, the combination of mytho-
logical and artistic elements gives rise to a unique
communication system, marked by signs of uni-
versality. The world presented in this system has a
number of specific features:

— it seems to be consisted of objects of equal
rank since mythological consciousness is not charac-
terised by a logical hierarchy: living beings, objects,
phenomena appear in the same hierarchical row;

—  each object acts as an integral whole and is
inseparable into individual components;

- the "naming” of things is considered as a
creative act, creation, as well as their "renaming”,
which is experienced as “transformation”, “rebirth”.

In the interaction of two sign systems, myth and
art, the synthesis of expressive components sig-
nificantly expands the artistic potential of an art-
work. The ability of myth to “rename” as “reborn”,
with the constancy of its foundations, allows us to
maintain a sense of novelty of the endlessly regen-
erating repetition of elements of the mythologi-
cal proto-language of symbols. The shift-rebirth of

mythological material is often perceived as an ir-
regularity, as a violation; however, deviation from
the norm is the law of an artistic structure exist-
ence. A master includes “irregularity” in his or her
compositions as an element that makes it difficult
to obtain information. Nevertheless, it is precisely
this difficulty that is the source of tension and emo-
tional uplift, experienced as discovery. The more
elements intersect unpredictably in the structure
of a mythopoetic model, the more symbolically
rich the content of the emerging commonality will
be since, in this case, one system serves as an en-
riching background for another, coexisting with it
in a single field of meanings. As a result of such a
synthesis of the "mythological” and the “artistic”,
the image appears in the mythopoetic structure as
a construct based on elements that are absolute-
ly not correlated with it outside of this construct.
Owing to this phenomenon, with the cyclical repe-
tition of primary mythological images, the process
of their “replacement” by characters that retain the
essence of the prototype, but which appear under
other “masks”, is possible.

When modelling a theoretical mythopoetic struc-
ture, it is fundamentally important to turn to the
theory of myth. In particular, in Dialectics of Myth,
A.Losev noted a number of generic features of myth
that play a serious role in the functioning of the
mythopoetic model of sculpture. The thesis that
“myth is a personal being, or, more precisely, an im-
age of a personal being, a personal form, the face
of a person”? is relevant for the theoretical devel-
opment of the mythopoetic model. When consid-
ering the personal aspect of myth, the philosopher
formulates a number of provisions that are extreme-
ly important when analysing the “mythopoetic” in
sculpture. Thus, outlining the antithesis of internal
and external as the antithesis of subject and object,
he argues that this opposition is always overcome in
an individual due to which myth, as a symbolically
given intelligence of life, is most fully realised pre-
cisely through the personal principle, in which a syn-
thesis of external and internal is achieved. According
to Losev, the symbolic mythologism of the person-
al principle does not lie in the fact that a person is
initially a myth but in the fact that their personali-
ty is “understood and developed from the point of
view of mythological consciousness”3.

2. LosevA.F. 1994. Dialectics of Myth // Myth. Number. Es-
sence. Moscow: Misl, 1994. P. 73.
3. Ibid.P.76
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At the same time, the mythopoetic model allows
us to take the artistic image beyond the bounda-
ries of a specific plot and achieve the multidimen-
sionality inherent in mythological symbolism. For
sculpture, this opportunity to mythologically ex-
perience a meeting with a specific reality is espe-
cially relevant due to the fact that, according to
Losev, “a personality is always a bodily given intel-
ligence, a bodily realised symbol”#. The nature of
plastic art is precisely in this — to physically imple-
ment symbols that are capable of equally addressing
both the intellect and the sensual principle in a per-
son, mixing them in the flow of life, overcoming the
subject-object confrontation of the individual and
the surrounding reality and identifying the external
and internal. Thus, the sculptural mythological “body
is not simple fiction, not a random phenomenon,
not an illusion, not trifles. It is always a manifesta-
tion of the soul, and, therefore, in a sense, the soul
itself.”> In other words, in the mythopoetic model
of sculpture, the expressive components associat-
ed with specific mythological characters are sub-
ject to the general laws of the artistic principle in
its inextricable connection with mythological struc-
tures. At the same time, it is revealed that “sculp-
ture also has its own internal plot; however, it is not
in spatial movement... since it represents something
that poetry cannot have — a plot, which is super-
concentrated, so to speak, compressed in an instant,
present here and now..." .

In Losev's theory of myth, there is another view
which contributes to the understanding of how figu-
rative and symbolic structures function in the mytho-
poetic model of sculpture. Developing the thesis
about the personal nature of myth, the philosopher
points to another generic feature of myth — “myth
is a miracle"’. In the interpretation of the essence
of myth, Losev also affirms this view through the
personal aspect, noting the fact that personal exist-
ence is revealed in two forms: 1) “personality in it-
self, without its change...personality as an idea, as an
unchanging rule” and 2) “the history of this person-
ality... its illogical formation”®. However, to explain
myth as a miracle, it is necessary to recognize the

4. lbid. P. 75

5.  LosevA.F. 1994. Dialectics of Myth // Myth. Number. Es-
sence. Moscow: Misl, 1994. P. 75

6. ArslanovV.G. Western Art History of the 20" Century. Mos-
cow: Akademichesky proekt; Traditsia, 2005. P. 682.

7.  LosevA.F.Dialectics of Myth // Mythology. Culture. Moscow:
Politizdat, 1991. P. 134.

8. lbid. P. 144
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existence of a third hypostasis, which the philoso-
pher reveals through the degree of formation and
implementation of “personality as an idea". Point-
ing out that the third hypostasis of personal exist-
ence in myth is "a true prototype, a pure paradigm,
the ideal fulfilment of an abstract idea”®, Losev be-
lieves that the true miracle of myth can take place
when “in its historical development, a personality
suddenly, at least for a minute, expresses and fulfils
its prototype entirely, reaches the limit of coincidence
of both plans, becomes something that immediately
turns out to be both a substance and an ideal proto-
type" °. We note that this interaction of such differ-
ent components as the ideal mythological prototype
and substance is a manifestation of the basic fea-
tures of the mythopoetic model of sculpture.

In the structure of the mythopoetic model of
sculpture, stone, wood, clay or bronze, falling into
the intersection of “the mythological” and “the ar-
tistic”, being a substance and without ceasing to be
a substance, acquire symbolic meaning, just like the
technologies for working with them, be it modelling,
carving or casting. Moreover, it should also be em-
phasised that with a fairly limited range of mytho-
logical structures that carry “ideal prototypes” and
are in demand in the field of plastic art, the nature
of the compositional “design” of the substance that
embodies them also plays a significant role. In oth-
er words, in the mythopoetic model of sculpture,
the focus on the concurrence of "both the sub-
stance and the ideal prototype” becomes decisive
and gives birth to the miracle of the synthesis of
maximally sensory reality with poetic detachment.
In this case, the physically existing reality of the ma-
terial that the master uses to embody the image is
subject to symbolic processing.

The peculiarity of the mythopoetic model of
sculpture is that it presupposes the concurrence of
the ideal prototype and the formed substance since
purely plastic value is also important for a sculptur-
al work. There is little expression or gesture here:
“these plastic factors act artistically only when they
are brought into order and connected into the uni-
ty of an optical impression under the guidance of
optical need” . That is, in the mythopoetic mod-
el, there is a mythologization of not only the ma-
terial with which the sculptor works but also of the

9. Ibid. P. 145

10. Ibid. P. 146

11. Hildebrand A. The Problem of Form in Fine Art. Moscow: MPI
Publishing house, 1991. P. 89.

iconographic form in which it is clothed in order to
acquire the only possible features of the “proto-
type”. It should be noted that the stylistic features
of the plastic language of the artistic direction to-
wards which the author, who turned to this or that
mythological material, gravitates, in this case do
not have much significance. “Being mythologically
rich — symbolic in essence”, the mythopoetic mod-
el “can appear in the guise of a naturalistic or sche-
matic image, sign or allegory, regardless of whether
the given symbol is determined by tradition...” 2.

The specificity of the expressive capabilities of
the mythopoetic model is that, using the structur-
al units of myth, sculpture does not mechanically
copy them but by translating them into the lan-
guage of plastic images and forms, it enriches them
with its characteristic elements, which in such a con-
text act as symbolic equivalents of the elements of
the structure of myth. This role can be played by
the material and techniques for working with it, as
well as volume, silhouette, line, colour, texture, etc.
Everything is interconnected here, everything is sig-
nificant, everything is in interaction: the choice of
material that will become the “"body” of the sculp-
ture is already a choice of meaning since it is in
the inseparable “cohesion” of the material and the
spiritual that material-semantic elements that form
the basis of the sculptural composition are born.

To summarise, we state:

1) The mythopoetic model of sculpture, as a
special artistic structure, includes prototypes-mytho-
logems, realised in set iconographic schemes and
materials characteristic of this type of art. The in-
tegrity of this structure is ensured by the inextri-
cable unity and interaction of the entire set of the
"mythological” and the "artistic”, the material and
the spiritual, involved in the process of creating a
sculptural composition. The effect of expressiveness
lies in the coexistence of several semantic levels in
the model under consideration, as well as in their
mobility. The image contained in it flickers, reveal-
ing different facets, since the individual elements
that make up the mythopoetic model of sculpture
simultaneously enter several contextual spheres,
while being enriched with the meanings of each of
them. In such a multi-level context, what might be
called vital authenticity “often feels like something
magical-demonic”. As E. Panofsky writes, ancient Ve-
nus, which marvels everyone, constantly attracts him

12.  Mirimanov V.B. Art and Myth. The Central Image of the World
Picture. Moscow: Soglasie, 1997. P. 7.

not so much with her beauty as with nescio quae
magica persuasio (I do not know with what magi-
cal instillation)” 3.

2) Mythological structures, which are uncondi-
tional components of the mythopoetic model, under-
go a process of “renaming and rebirth” at each new
stage of the development of civilization; however, in
essence, they remain unchanged in their symbolic
and semantic foundations. As K. Hiibner writes: “In
fact, it turns out that diverse forms of mythical think-
ing continue to live in the modern spiritual world,
however, remaining at the level of the unconscious
for the majority. This takes place mainly in art, which
has never ceased to see reality through the prism of
myth...» . The peculiarity of the functioning of the
mythopoetic model of sculpture with the indicated
constancy of figurative and symbolic sources is that
it leaves open the possibilities of creating original
works since stable mythological elements in it are
in interaction with moving artistic elements due to
which features, that were not previously readable,
are revealed in them. In this feature of mythopo-
etic compositions, one should apparently look for
the answer to the unique novelty of the works, giv-
en the sufficiently limited range of the archetypal
embodied in them.

3) The multidirectionality of sociocultural trans-
formations has led to the fact that in the context of
modern culture, not a single all-encompassing myth-
ological model, which would predetermine, among
other things, a single vector for the development
of art, has been formed but a number of different
modifications of the neomyth have arisen, forming a
polysyllabic system that can conventionally be des-
ignated such a term as “mythological system” of the
20th-21st centuries. In addition to neomyths, this
system included mythological structures of the past;
having existed for a certain historical period as the
basic foundations of culture and having lost their
relevance, they were not forgotten by subsequent
generations and were included in the mythological
system of Modern times as phenomena of cultural
heritage although they were perceived as legends
and fictions of their ancestors. In the period under
review, each of these “gone” types of myth directly
or indirectly have influenced the formation of new
mythological structures, giving rise to their vari-

13.  Panofsky E.Idea: On the History of Concepts in Theories of Art
from Antiquity to Classicism. St. Petersburg: Andrey Nasled-
nikov, 2002. Pp. 137-138.

14. Hubner K. The Truth of Myth. Moscow. Resbuplica, 1996. P. 5.
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ous modifications, which have predetermined the
complex configuration of the mythological system
of the 20th-21st centuries. It, ultimately, led to the
transformation of the very concept of “myth”, to its
broad interpretation. By the beginning of the 21st
century, scientists were asking questions: “archa-
ic myth, classical myth, myth of the era of mediae-
val monotheistic religions, myth in the structure of
new European worlds and myths of modern mass
consciousness — are they all one myth? And what
is it then? Where are its boundaries?” ™ And since
the mythological source is designated as an uncon-
ditional figurative and symbolic component in the
mythopoetic model of sculpture, further research
of its specific features is possible only in connec-
tion with the analysis of the specific mythological
material that became its basis.

4)  The complexity and specificity of the sculp-
ture mythopoetics of the 20th-21st centuries is large-
ly due to the above-mentioned multidirectionality
of the processes of “historical transformations of
mental structures” 8, including mythological struc-
tures, occurring during this period. It was this cir-

cumstance that determined the necessity and validity
of developing certain types of mythopoetic mod-
els depending on the type of mythological struc-
ture underlying the sculptural composition. In our
opinion, this approach allows us to demonstrate an
objective picture of the functioning of the sculpture
mythopoetics of the 20th-21st centuries to the ex-
tent possible in the field of art, where not everything
is always amenable to scientific analysis. Different
types of mythological sources that are relevant in
modern culture also give rise to various types of
mythopoetic models, which, in addition, can include
a variety of transitional and compromise options.
However, even with a certain degree of conven-
tionality, which is acceptable in the context of the
analysis of generalisation options in art, reliance
on the identified patterns opens up the possibility
of revealing their kinship or even identity with tra-
ditional mythologems or archetypes behind differ-
ent, at first glance, plots, characters, compositional
solutions. Ultimately, it allows us to achieve a deep-
er and more adequate interpretation of sculptural
works of the 20th-21st centuries.
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MNOOMOITNYECKAA MOJEJb
KAK NHCTPYMEHT MCCNELOBAHUA
MWNDOOMOSTUKW CKYNBITYPbl XX-XXI BEKOB

AHHomayus: B XX-XXI| Bekax B CBA3W C aKTUBHOWN
Mudonormsaument KynbTypbl B LEJIOM U XyAOXECTBEHHOM
NMpPakTUKW, B YaCTHOCTU, HabAtOAAETCA TEHAEHLMS
K CUHTe3y «MUPONOrNYECKOro» 1 «XyAoXeCTBEHHOIO»,
yTo TpebyeT TEOPETMUYECKOrOo OCMbICNeHUA. BBegeHne
NOHATUA «MUPOMNO3TUYECKasA MOLEeNb CKYAbNTypbI»
AN 0B0O3HAUEeHUs XYAOXECTBEHHOW CTPYKTypbl,
BKJ/IFOUaroLen 06pa3HO-CUMBOMYECKME KOMMOHEHTHI
MUGOIOrMYECcKOro NPOUCXOXAEHNA U HEOBXOAUMbIE ANis
NX peanun3aunn BbipasuTesbHble CPeACTBa: CI0XKMBLUMECA
N aKTyanusnpoBaHHble MKOHOrpaduyeckmne cxemsl,
TPagULMOHHbIE M HOBATOpPCKME crnocobbl paboThbl

lMpw BCen pa3HOHanpaBAEHHOCTU MUPOBO3-3PeH-
yecknx NonckoB XX Beka, a MOXeT ObITb, Kak pas
B CWJly 3TOI pa3HOHanNpaB/ieHHOCTY, B paccMaTpurBa-
eMblli Nepunos HaMeuvaeTcs yCTOMUMBOE CTPEMAEHNE
K obpeTeHunto xapakTepHon ana Muda LLenoCTHO-
CTK, KOTOpas oTkpblaa Hbl BO3IMOXHOCTb pa3peLle-
HWS Pa3PO3HEHHBIX U B TO XK€ BPEMS 3HAUMMbIX 415
obuectBa npobaem. Kpome T0ro, B XX Beke akty-
ann3npyeTcs NoHMMaHue Toro, Yto 6biTve coBpe-
MEHHOro YenoBeKa, Tak >e Kak bbiTne yenoseka
LPEBHMX 3MOX, CJeTaeTcs U3 MHOXeCTBa 06cTo-
ATENbCTB, UENOBEKY HEMOABNACTHbIX, U 3Ta chepa
HemoABMIAaCTHOrO YeNoBeKy TakXKe NPU3HaéTcsa Npo-
cTpaHcTBOM Muda. bonee Toro, yrBepxaaetcs, uTo
«MudoNornyeckoe HencTpebrMmMo B YenoBeke 1 ocTa-
é1ca peryanpyrownm GakTopoOM OHTONOMMYECKO-
ro paBHOBECWS UYENOBEKA, OMNpesenss ero Mecto
B MMpe 1 CNocob ero coeMHeHNs CO BCEEHHOM» !

1. Keceman @.X. OT muda Kk norocy: CraHoBAeHMe rpeyeckoi
dunocodumu. Creé.: Aneteis, 2003. C. 61.

C MaTepuanamu u T.4., cTana ogHou 13 Gopm pelueHms
3TOV TEOPETNYECKON NPobaeMbl.

AvBepreHuna npoueccoB TpaHchopmauum
MMPOBO33PEHYECKNX CTPYKTYP, MPOUCXOAALLMX B 3TOT
nepvog, B TOM 4ncae, n Mnboaornyeckmx, onpegenmna
cneunduky cuctemMbl MUGOMNO3TUKM CKyAbNTYpbl XX-XXI BB.
1 GopMMpOBaHUe B Held Pa3NnyHbIX TUMOB MUAONOTMUECKUX
Moaenen.

Kntoyesoie cnosa: mMugp, mugonoausdayusa Kyse-
mypsl, mugonosmuka ckynenmypel XX-XXI eekos,
Mugonosmuyeckas Mooesb CKy/1bnmypebi.

B cnny Takoro noHMMaHusa cywHoctn mnda npomc-
XOAMT ero akTyanunsaums, mmdonormsaumsa KyabTypbl
CTAHOBWTCA OJHUM W3 MarmcTpanbHbIX BEKTOPOB eé
pa3Butua B XX Beke. MNpoLeccbl akTUBHOM MUO-
NlorvM3aumnm oxBaTbiBalOT U CUCTEMY UCKYCCTBa, BO
MHOTOM Mpegonpesenss xapakrep XyA0XeCTBeH-
HOW NpakTnkun, GopMmnpys 0CHOBbLI 0C0H0IN MUdO-
MO3TUKMN B UCKYCCTBE W, B YaCTHOCTW, B CKYJIbNTYpeE.

Ctonb MacwTabHble NepemMeHbl BEKTOPOB pas-
BUTNS XYJOXKECTBEHHOW Chepbl CTaBAT TEOPETUKOB
MCKYCCTBa Kak nepej 3aZiauei nepeocMblCeHns eé
aKCMONOTNYEeCKNX OPUEHTUPOB, TakK 1 Nepes Heob-
XOANMOCTbIO CEPbE3HOIO OBHOBAEHWA METOA0N0-
rmn eé nsydeHus. Bcé c 6onbluen o4eBUAHOCTbIO
pacKpbIBaETCH, UTO 3HAUUTENbHAA YaCTb CKYNbMNTYpP-
HbIX KOMMO3ULMIA ABaALATOro Beka, MPSMO UK
KOCBEHHO CBfA3aHHasA ¢ MUPONOrNMUYECKMMM NCTOY-
HMKaMK, MOXeT BbITb OCTOBEPHO M3yyYeHa MMEHHO
B CMCTEeMe MEeXANCUMNANHAPHBIX UCCAe40BaHNN,
paccMaTpumBaroLWmx npouecc GoOpMUPOBaHNA MU-
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$OMNO3TUKM NCKYCCTBa B KOHTEKCTE aKTMBU3aLMK
MNDONOTMYECKOrO MbIlWEHMA B LieoM. Vickomoe
«MndonoaTmyeckoe» B CKyAbNType M3HayYalbHO
npeanoiaraet B CBOE OCHOBE CNOXHYH CTPYyK-
TYPY, akkyMyaupytoLlyto B cebe psg CBOWCTB, Xa-
paKTEPHbIX AN MUPa, U PAJ CBONCTB, XapaKTepHbIX
ANs ckyAbnTypbl. MO3TOMY Ans peleHns Nofo6-
HbIM 06pPa30M MOCTaBAEHHOW NCCAeA0BaTENbCKOWM
3ajaum bb1o LenecoobpasHo 0bpaTUTLCA K MeTO-
AONOMNN TEOPETUYECKOTO MoAennpoBaHus. Mpu
3TOM npwu paspaboTke MUPOMNOITUYECKOW MOLENU
6bl1 UICMONb30BaH KOMMAEKCHbIA MOAXOA, KOTOPbIN
MO3BONA BKJAKOUNTb B HEE 3/IEMEHTbI, OTHOCALLM-
ecs U K TOW, U K apyron coepe.

[MpoBeséHHOE nccnesoBaHne BbIABUIO Chefy-
toLLMe NpU3HakyM 6a30BON OCHOBbLI MUbONO3THYe-
CKOM MOZENN CKYNbNTYPHON KOMMO3MLMK:

1)  O6s3aTenbHbIM 06Pa3HO-CMMBOANYECKM
NCTOYHUKOM MpPOUn3BeseHUs ABaseTcs MMdonoru-
yeckas CTPYKTypa B OAHOW M3 BO3MOXHbIX MOAM-
bukaunn.

2) B cpepe popmManbHbIX KOMMNO3NLIMOHHbBIX
PELUEHNIN MCMOIb3YHOTCA YCTOMUMBBIE MKOHOrpa-
burueckre cxembl, B TOM Yyncie — GparmeHTapHOM
COXPaHHOCTK.

3) B cdepe matepunanos, a Takxxe TexHonOrnye-
CKMUX NPUEMOB paboTbl C HUMW MPOUCXOANT Hazene-
HMEe UX CUMBONNYECKUMM CMbICNaMW (CaKkpanmsaLms).

4) B oTHoweHWW ckynbnTopa K Mudonornue-
CKOMY UCTOYHUKY OMpesenstoLLen CTaHOBUTCA ero
MUPOBO33pEHUECKas yCTaHOBKA: paccMaTpuBaeT
NI OH AaHHbIM MU TONBbKO KakK UCTOYHWMK CIOXKETa
(BHeLHAA NO3MLMA) UAK gaHHas Mudonormyeckas
CTPYKTypa BOCMPUHNMAETCS UM Kak JOCTOBEPHOCTb,
nmetoLan Aaa Hero BbICOKYH JyXOBHYH LleHHOCTb
(BHYTpeHHAA no3numa).

MepeuncieHHble cocTaBasOWMeE Npesonpese-
NAKOT He TONbKO cofep KaTebHble KOMMOHEHTbI
MUPONO3TNUYECKOM MOAENN, HO U OYEPUMBAIOT 3a-
KOHOMEPHOCTM B3aMMOAENCTBUS MUPONOTMUECKMX
N XYAOXKECTBEHHBIX 31IEMEHTOB BHYTPW Heé. Npun 3Tom
conpsxeHne MUOONOTNYECKNX U XYAOXKECTBEHHbIX
3NEMEHTOB POXAAET CBOEOOPasHYHO KOMMYHMKATUB-
HYHO CMCTEMY, OTMEUYEHHYI NpU3HakaMun yHuBep-
canbHOCTU. Mup, NpeacTaBaeHHbIA B 3TON CUCTEME,
MMeeT pAgj cneunduyeckmx ocobeHHOCTEN:

—  OH KaXeTca COCTOAWMM U3 PaBHOPAHTO-
BbIX OOBEKTOB, Tak Kak MUPOSIOrMyYecKkoMy co3Ha-
HUIO He CBOWCTBEHHA JIOTMYecKas nepapxus: XXmBble
CyLWEeCTBa, NPeMeTbl, ABNEHWNA BbICTYMNaroT B OJHOM
nepapxmyeckom psaay;
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—  KaXAbl 06beKT BbICTyNaeT Kak UHTerpanb-
HOe Lienoe 1 Ha OTAeNbHble COCTaBAAOLLME Hepas-
aennm;

—  «Ha3blBaHWe» Bellel paccMaTpuBaeTcs Kak
TBOPYECKUI aKT, Kak COTBOPEHWE, PaBHO Kak 1 nX
«MepenMeHoBaHMe», KOTOPOoe NepexmnBaeTcs Kak
«MpeBpaLLeHme», «NepepoXaeHne».

CuWHTe3 BbIpa3unTesibHbIX KOMMOHEHTOB NPW B3au-
MOZENCTBMM ABYX 3HAKOBbIX CUCTEM — MUba 1 UC-
KycCTBa — 3Ha4MTENbHO paclunpsAeT XyAOXeCTBEH-
HbIA NoTeHUMan npomnseeseHms. CnocobHoOCTb Muda
K «NepevMeHOBaHMIo» Kak «MepepoXXAeHMI0o», Npu
KOHCTaHTHOCTW OCHOBaHW, NO3BO/IAET COXPaHATb
YyBCTBO HOBW3HblI 6€CKOHEYHO BO3POXAatoLLEero-
CA NOBTOpPA 3/1EMEHTOB MUPONOrMYECKOro npa-
A3blka CUMBOIOB. YacTo caBUr-nepepoxaeHune
Mudonornyeckoro Matepmana BoOCNpuHMMaeTca
KaK HernpaBWIbHOCTb, Kak HapyLUeHWe, HO OTKNO-
HeHWe OT HopMaTMBa — 3aKOH CYLLEeCTBOBAHMUA
XYf0XKeCTBEHHOM CTPYKTYpbl. MacTep BkatovaeT
B CBOW KOMMO3MLUN «HENpPaBUAbHOCTb» Kak 3e-
MEeHT, 3aTpyAHAIOWMIA NnoayyeHne nHpopmaummn. Ho
MMEHHO 3TO 3aTpyAHEHWNe ABAAETCH UCTOYHUKOM
Hanps>KeHWs U 3MOLMOHaNBHOIO NoAbeMa, Nnepe-
XMBaeMoro Kak oTKpbITve. Yem 60bLLE 31eMEHTOB
HenpegackasyemMo nepeceyvércs B CTpykType Mudo-
no3TMyeckon mogaenu, TeM bonee CMMBOANYECKU
HacbILLEHHbIM OKaXeTca cofepXXaHne poxaaro-
werocs obLero, Tak Kak Npu 3TOM OfHa cMcTemMa
cnyxuT oborawarowmum GOHOM ANA APYrow, co-
CyLLeCTBYyA C Hell B eJMHOM Moje CMbICN0B. B pe-
3ynbTaTe NOAOBHOro CMHTE3a «MUPONOTrMYeCcKoro»
N «XyA0XeCTBEHHOro» ob6pa3 BO3HMKaeT B MUdpo-
MO3TUYECKOW CTPYKTYpe Kak KOHCTPYKT Ha OCHOBe
3/1eMEHTOB, PeLnTebHO He COOTHOCKMBbIX C HUM
BHE JlaHHOW KOHCTPYKLUMW. bnarogaps atomy deHo-
MeHY NpW LUKANYECKOW NOBTOPAEMOCTU NepBUY-
HbIX MUONOrnYeckmx 06pa3oB BO3IMOXEH MpoLecc
NX «3aMeLLaEMOCTM» MNepPCOoHaXKaMm, COXPaHAOLLN-
MW CYLLIHOCTb MPOTOTMMA, HO BbICTYNAOLWUMUN NOZ
WNHBIMW «MacKaMu».

Mpn MogenMpoBaHnn TeopeTnyeckorn mMmdo-
MO3TUYECKOM CTPYKTYpPbl MPUHLIMNMNANBHO BaX-
HbIM OKa3blBaeTca obpalieHne K Teopun Muoda.
B vactHocTy, A. @. JloceBbiM B «[nanektuke mnda»
6bln OTMEUeH psj POAOBbIX YepT MUda, KOTopble
UrparoT CepPbE3HYHO POJb B PYHKLMOHNPOBAHUN
MUDONO3TUYECKON MOAENN CKYAbNTYpPbl. AKTYyab-
HbIM 415 TeopeTMUYecKkor pa3paboTkn Mndonos-
TUYECKOW MOJEeNN CTaHOBUTCA TE€3MC O TOM, YTO
«Mug ecme bbimue AUYHOCMHOE UU, MOYHee, 06-

pas 6eimusa AU4YHOCMHO20, AUYHOCMHAA opma,
JAUK AudHocmu» 2. TIpn pacCMOTPEHUN NNYHOCT-
Horo acnekTa Muda ¢unocod dopmynmpyeT pas
MONOXEHWI, YpEe3BbIYAMHO BaXKHbIX NPWU aHaNM-
TMKe «MnPomno3Tnyeckoro» B ckyabntype. Tak,
o4yepumBan aHTUTE3y BHYTPEHHEro U BHELHEro
Kak aHTUTe3y cybbekTa 1 06bekTa, OH yTBEpPXAaeT,
YTO 3TO NPOTUBOMNOCTaBAEeHNE 0bA3aTeNbHO npe-
of0NeBaeTcA B IMYHOCTH, B CUY Hero Mud, kak
CYMBOJIMYECKN AaHHAA VHTEANNTEHLNA XXU3HW,
C HanboAblUEeN NONHOTOW OCYLLECTBAAETCS UMEHHO
yepes NMYHOCTHOE Hayano, B KOTOPOM AOCTUra-
eTCs CMHTEe3 BHeLWHero u BHyTpeHHero. CumBo-
nnyeckmii MMGONOrn3mM JMYHOCTHOIO Havana, no
MHeHuto A. ®. JloceBa, He B TOM, YTO YeNOBeK 13-
Haya/lbHO eCTb MU®, a B TOM, YTO €ro JMYHOCTb
«OCMbICIeHa 1 0dOpMIEHa C TOUKMN 3PEHUA MU-
dosornyeckoro cosHaHma» >

Mpw 3TOoM MMdoNo3TMYeckasa MoAeb NO3BOA-
eT BbIBECTU XYAO0XECTBEHHbIV 00pa3 3a npegenbl
KOHKPETHOro CoXeTa U AOCTUUYb MHOTOMEPHOCTM,
CBOMWCTBEHHON MU(ONIOTMYECKOMY CUMBOJIN3MY.
Ana ckynbnTypbl 3Ta BO3MOXHOCTb MnUdoaorm-
yeckn nepexmrBaTb BCTPeYy C KOHKPETHOW pe-
aNbHOCTbIO OCOBEHHO akTyasbHa B CUAY TOTO,
yTO, NO yTBEpPXAeHMtO A. ®. JloceBa, «IMYHOCTb
eCTb BCerga mesecHo AaHHasa WHTeNNUTeHLUms,
meJiecHO OCyLLeCTBAEHHBIN cMMmBoa» 4. Mpupoga
NaacTM4eCcKkoro UCKyccTBa Kak pas B 3TOM U CO-
CTOUT — TEeNECHO OCYLLECTBAATb CUMBOJIbI, KOTO-
pble CNOCO6HbI B paBHOW CTeneHu obpallaTtbes
N K UHTeNNeKTY, N K YyBCTBEHHOMY Haydany B 4ye-
NoBeke, CMeLlnBas Ux B NOTOKE XWU3HUW, Npeojo-
neBas Cyb6bekTHO-0OBbEKTHOE MPOTUBOCTOAHME
WHAVBUAA N OKpPY>XXatolWwen AeNCTBUTENBHOCTH
N OTOXAECTB/AS BHELIHEE U BHyTpeHHee. Takum
06pa3omM, CKyNbNTYPHO faHHOe Mudonornye-
CKO€e «meJsio — He NpocCTas BblAyMKa, HE Cayyali-
HOe fiIBNeHUE, He UANIO3UA TONbKO, HEe MYCTAKN.
OHo Bcerga nposABieHne Aywun, — ciejoBaTenb-
HO, B KaKOM-TO CMbIC/ie cama aywa»>. Apyrumm
cnoBamu, B MMGOMNO3TMYECKON MOAENN CKyb-
NTypbl Bblpa3nTe/bHble KOMMOHEHTbI, CBA3aHHbIE
C KOHKPETHbIMU MU(ONOTNYECKMMY NEPCOHAXKaMMK,
NOAYMHAIOTCSH O6LLUMM 3aKOHOMEPHOCTAM XyZ0XKe-
CTBEHHOTO Hayana B ero Hepa3pbIBHOW CBA3M CO

2. NoceBA.®.Ananektuka muda // Mud. Yuncno. CywHoCTb.
M.: Mbicnb, 1994. C. 73.

3. Tamxe.C.76.

Tam xe. C. 75

5. JloceB A. ®. lnanektuka muda // Mud. Yncno. CyHoCTb.
M.: Mbicab, 1994. C. 75.

>

CTPyKTypamu Mudonornyecknmu. MNpm 37om Bbl-
ABNSETCA, UTO «CKY/IbNMYpPa moxe umeem C80H
8HympeHHr ¢dabyny, HoO OHa He 8 NPOCMpaH-
cmeeHHOM nepemeujeHuu...ubo npedcmasndem
coboli mo, 4e2o He Moxem Hbims y no33uu — ¢a-
6yn1y, mak ckazame, c8epxKOHYEHMpPUPOBAHHYIO,
oKamyto 8 00HO M2Ho8eHuUe, NPUCYyMcmayrouyHo
30ecw u celivac...»°.

Ectb B Teopun munda A. ®. Jlocesa eLué ogHa no-
31LMA, KOTopas cnocobcTBYeT MOHUMAHMIO TOTO,
Kak GYHKLNOHMPYOT 06pa3HO-CUMBOAMYECKME
CTPYKTYpbl B MUOMO3TUUECKOA MOAENN CKYbMTY-
pbl. Pa3BMBas T€31C O AIMYHOCTHOM Hayane Muda,
dwnnocod ykasbiBaeT elwé Ha O4HY POLOBYHO YepTy
MUpa — «MUP ecTb yygo»’. Ty MO3NLNIO B UH-
TepnpeTauunu cywHoctn muda A. ®. JloceB Toxe
yTBepXJaeT yepes JIMYHOCTHBIN acnekT, oTMeYas
TOT PaKT, UTO IMYHOCTHOE BbITUE PaCKpPbIBAETCS
B 4BYX unocracax: 1) «auyHocme cama no cebe, aHe
€80€20 U3MeHeHUSs...IUYHOCMb Kak udes, KaK Heus-
MeHHOe npasusio» 1 2) «camas ucmopus 3modi auy-
Hocmu... eé anozuveckoe cmaHossieHue»®. Ho ans
06bsACHEHMA MMda Kak Yysa HEOBXOANMMO NPU3HaThb
CylLecTBOBaHMe TPETbEW MMOCTacK, KOTopyto Gu-
Nocod packpbiBaeT Yepes cTeneHb CTaHOBAEHUA-
OCYLLLeCTBIEHUS «JIMYHOCTM KakK naeun». Ykasas, 4To
TPEeTbA UNOCTACh JIMYHOCTHOTO BbITUSA B MUbe —
3TO «N0O/UHHbIU nepsoobpas, yucmasa napadue-
Ma, udeasnbHas 86IN0JHEHHOCMb omeie4éHHOU
udeu»®, JloceB cunTaeT, YTO NCTUHHOE Yya0 MUda
MOXEeT COCTOATHLCA TOrAa, KOrfa «/JUYHOCMb 8 C80-
éM ucmopuyeckom pazsumuu 80pye, xoms 6bl Ha
MUHymYy, 8blpaxxaem u 8binoJiHsem cgoli nepeo-
0b6pasz yenukom, docmuzaem npedesa cognade-
HuUs 0boux NaHO8, CMAHOBUMCA MeM, Ymo cpasy
0Kasblieaemcs U geujecmeom, U udedibHbiM nep-
goobpazom» °. MogobHOE B3aMMOAENCTBUE TaKMX
pa3HbIX KOMMOHEHTOB, KaK naeanbHbli Mnbono-
rMyeckuii nepeoobpas n BeLecTBo, bbI10 OTMe-
YeHO HaMM Kak nposBieHne 6a30BblX NPM3HAKOB
MNGbOMO3TUYECKON MOAENN CKYAbMATYPbI.

B cTpykType MUHOMNO3TUUECKON MOAENN CKYIb-
NTypbl, NONajas B nepekpectne «Mmpoaornyecko-
ro» N «XyZ0XeCTBEHHOro», ByAyumn BeLLeCcTBOM,
KaMeHb, JePeBO, MMHa Uan 6pPoH3a, He NepecTaB

6.  ApcnaHos B.T.3anagHoe nckycctBo3HaHue XX Beka. M.: Aka-
aeMuyecknii npoekT; Tpaamums, 2005. C. 682.

7.  JloceB A.®. inanektuka muda // Mudonorua. Kynbtypa.
M.: MonanTtnzgar, 1991. C. 134.

8. Tamxe.C. 144.

9. Tam xe. C. 145.

10. Tam xe. C. 146.
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BELLEeCTBOM ObITb, 06peTaroT CUMBOIMYECKOE 3Ha-
yeHue, TaK Xe, Kak U TeXHONOrnn paboTbl C HUMW,
6yab TO fenka, BbicekaHue nuan otameka. bonee
TOro, cnesyeT NoAYEPKHYTb elé 1 ToT GakT, uTo
npw 4OCTaTOYHO OrPaHNYEHHOM Kpyre mudonorm-
YeckmnX CTPYKTYp, KOTOpble HecyT B cebe «maeanbHble
nepBoobpa3sbl» N OKa3blBatOTCA BOCTPEHOOBaAHHbI-
MK B chepe NaacTMyeckoro NCKycCTBa, 3Ha4nTeNb-
HYIO POJib UrpaeT 1 xapakTep KOMMO3ULMOHHOWN
«0GOPMAEHHOCTM» BeLLeCTBa, UX BoMoLatoLe-
ro. Apyrumun cnosamu, B MMOMNO3TUUYECKON MO-
AenN CKyNbNTypbl YCTAHOBKAa Ha coBMNajeHue «u
BellecTBa, U uaeanbHOro nepsoobpasa» craHo-
BMTCA ONpejenstoller n poxXaaeT Yyso CMHTe3a
MaKCMMasbHO-4YyBCTBEHHOW J@aHHOCTU C MO3TU-
YeCcKOW OTPeLEéHHOCTbI. B gaHHOM cnyvae ¢u-
3MYeCKN CyLLecTBYOLLAA peasbHOCTb MaTepuana,
KOTOPbI MacTep UCMOAb3yeT A5 BOMIOLLLEHNA 0b-
pasa, NojBepraeTca CUMBOMYECKON nepepaboTke.

OcobeHHOCTb MUPOMOITUYECKON MOAEN CKYJb-
NTYpPbl COCTOUT B TOM, YTO OHa Npeanosaraet co-
BNajeHve naeanbHoOro nepsoobpasa v BeLecTBa
opopMaeHHO20, TaK KaK ANs CKYAbNTYPHOro npo-
N3BeAEeHNA NMeEeT 3HaYeHMe 1N YNCTO NiacTuyeckas
LLleHHOCTb. 34eCb Mano BblpaXeHWs U xecra: «xydo-
KecmeeHHO 3mu hiacmudeckue goakmopsi delicmey-
rom nuwe moada, koeda oHU npugedeHbl 8 NOPACOK
U ceA3aHbl 8 eOUHCMB0 ONMUYecKo20 eneyamJieHus
nod pykoeodcmeoMm onmudeckoli nompebHocmu» ',
To ecTb B MMGOMO3TUYECKON MOZAENN MPONUCXOANT
MUPONOrm3aLms He TOAbKO MaTepuana, C KOTOpPbIM
paboTaet cky/sbNTOp, HO 1 MKOHOTpaduueckon pop-
Mbl, B KOTOPYIO OH 061eKaeTcs, YTobbl 06pecTn eAnH-
CTBEHHO BO3MOXHble YepTbl «nepBoobpasax». Mpwu
3TOM cneayeT OTMETUTb, YTO CTUANCTUYECKME OCO-
H6EHHOCTN NNAaCTMYECKOro A3blKa XyAOXECTBEHHOIO
HanpaBaeHWs, K KOTOPOMY TAroTeeT aBTop, obpa-
TUBLLIMIACA K TOMY UAM MHOMY MUDONOTMYECKOMY
mMaTtepwuany, B JaHHOM ciayyae ocoboro 3HaueHus
He UMetoT. «byayun Mudonornyeckn HacbILeHHOW —
CUMBOJIMYECKON MO CyLLecTBy», MubonosTnyeckas
MOZEeNb «MOXET BbICTyNnaTb B 06/1MKe HaTypaancTm-
YeCKOro MAN CXemMaTU4eckoro n3obpaxeHus, 3Ha-
Ka AN anneropum HesaBUCMMO OT TOTO, OCBALLEH
NN JaHHBIA CUMBOA TPaguumen...» 12

Cneumnduka BblpasnTesbHbIX BO3IMOXHOCTEN MU-
bonoaTmyeckor MoAenn CoCTOUT B TOM, YTO, BOC-

11. Tunbaebpara A.Mpobaema popmbl B U306pasnTeNbHOM MC-
kycctBe. M.: I3g-Bo MK, 1991. C. 89.

12. MupwumaHoB B. b. VickycctBo 1 Mud. LieHTpanbHbIl 06pa3
kapTuHbl Mmpa. M.: Cornacue, 1997. C. 7.

82

MONb30BaBLUMCh CTPYKTYPHBIMU eAnHULaMU MUda,
CKYNbNTypa He MexaHW4eckn nx Konupyer, HO ne-
PeBOAA VX Ha A3blK NaacTuyeckmx obpazos n Gopm,
oborallaet CBOMMU XapaKTEPHbIMU 31eMeHTaMy,
KOTOpble B TAaKOM KOHTEKCTe BbICTYMatoT CUMBO-
NINYECKMMU 3KBMBANEHTaMWN 31EMEHTOB CTPYKTY-
pbl Muda. B 37Ol poan MOryT BbICTynaTb Matepuan
N TexHnyeckme NpuémMbl paboTbl C HUM, a Takxe
061BEM, CMAY3T, NMHUA, UBeT, pakTypa 1 T.N. 34ecb
BCE B3aMMOCBA3aHO, BCE 3HAaUYMMO, BCE Haxo4MUT-
€Sl BO B3aUMOZENCTBUW: BbIOOP MaTepuana, KoTo-
PbIA CTaHET «TeNOM» CKYNbMATYpPbl — Yy>e Bblbop
CMbICNa, Tak Kak MMEHHO B Hepa3AennMoM «cLe-
NAeHWNN» BeLLeCTBEHHOTO U lyXOBHOTO POXAAOTCA
MaTepuasbHO-CEMaHTMUYECKME 3IeMEHTbI, KOTOpPbIE
COCTaBASOT OCHOBY CKY/IbMTYPHOW KOMMO3ULMK.

Moasoasa utor, bopmyanpyem:

1)  Mudonoatnyeckaa mogenb CKyAbNTypbl,
Kak ocobas XyA0oXeCTBeHHas CTPYKTypa, BKIroYa-
eT B ceba nepBoobpasbi-M1poaoremMbl, peanmso-
BaHHbIE B YCTOMYMBbIX MKOHOTpadUUeCcKmnx cxemax
1 MaTepuranax, XxapakTepHblX A4/ 3TOro BUAA UCKYC-
ctBa. LlenoctHocTb faHHOM cTpyKTypbl 06ecneyvBa-
€TCsl Hepa3pbIBHbIM €MHCTBOM U B3aUMOJENCTBUEM
BCeM COBOKYMHOCTU «MUPOAOTMUYECKOTO» U «Xy-
A0>XKEeCTBEHHOro», MaTepmManbHOrO 1 AyXOBHOTO,
BOBJ/IEYEHHbIX B NMPOLLECC CO34aHNA CKYAbMTYPHOMN
KOMNo3mumu. IbPeKkT BbIpasnTeNbHOCTU 3aKarouaeT-
€A B COCYLLECTBOBAHMMN B paccMaTpuBaemMol Mogenu
HEeCKOJIbKMX CEMaHTUUECKUX CTyMeHen, a TakKe B 1X
noasuxxHocTn. Obpas, 3ak/NOYEHHbIN B HEW, MepLia-
€T, ABNAA pa3Hble rpaHn, Tak KakK ejVHUYHbIE d1e-
MEHTbI, COCTaBAAIOLLME MUPOMOITUYECKYHO MOAENb
CKYNbNTYPbl, BXOAAT OAHOBPEMEHHO B HECKOJIbKO
KOHTEKCTHbIX cdep, npu aTom oboralasch 3Have-
HUAMMN KaXA0M UX HUX. B TakoM MHOroypoBHeBOM
KOHTEKCTe TO, UTO MOXHO 6blN10 Obl Ha3BaTb XWU3-
HEHHOW JOCTOBEPHOCTLIO, «4aCTO OLLYLLAeTcs Kak
HEeYTO Marmyeckm-ageMoHmnyeckoe». Kak nuwert 3. Ma-
HodCKK, BOCXMLLatOLLasA BCeX «aHTUUHas BeHepa
6ecnpecTtaHHO BAEYET...K cebe He CTO/IbKO CBOEN
KpacoTOW, CKOJIbKO Nescio quae magica persuasio
(y>X He 3Hato, KakMM Marmyeckmm BHYLLUEHUEM)» 13,

2)  Mwndonormnueckne CTpykTypbl, KOTOpble
ABNAOTCA 6€3YCNOBHBIMW KOMMOHEHTaAMU MU-
$ono3TnUeCckon MoZenu, NnepexxmBaroT NpoLecc
«NnepenMeHOBaHNA-MEPEPOXAEHNA» Ha KaXAOM HO-
BOM 3Tane pa3BuTuA LMBUAN3ALMM, HO, MO CyTW, OCTa-

13. MaHodckm 3. 1dea: K UCTOPUM NOHATUS B TEOPUSAX UCKYCCTBA
OT @aHTMYHOCTU A0 Knaccuumama / nep. ¢ Hem. tO. H.Mono-
Ba. CM6.: AHapelt HacneaHwmkos, 2002. C. 137-138.

FOTCS HEM3MEHHbBIMU B CBOMX CUMBOJIMKO-CMbIC/IOBbIX
ocHoBaHuax. Kak nuwert K. XrobHep: «Ha dese goisc-
HAemcs, Ymo MH02006pasHsie hopmel Mugpuveckozo
MbIWJ/IeHUSA NPOOOIXArM Xume 8 cogpemMeHHOM Oy-
X08HOM Mupe, 015 6obLWIUHCMBA, 00HAKo, 0cmMasa-
ACb Ha yposHe beccosHamesbHo20. [1asHLIM 06pazom
3Mo umeem Mecmo 8 UckKyccmee, Komopoe HUKoz20a
He nepecmaeaso 8udems peasibHOCMb CK803b NPU3MY
mugpa...» * OcobeHHOCTb GYHKLIMOHMPOBaHUA MUPO-
MO3TUYECKON MOAEN CKYbMNTYPbI NPY 0603HAUYEHHOW
KOHCTaHTHOCTU 06Pa3HO-CMMBOIMYECKUX MCTOYHUKOB
COCTOUT B TOM, UTO OHa OCTaBJ/IsIeT OTKPbITbIMU BO3-
MOXHOCTW CO3,aHNs OPUrMHANBbHBIX MPOU3BEAEHNN,
TaK KaK B HEW YCTOMUMBbIE MUDONOTMUYECKME INEMEH-
Tbl BKJIKOYAHOTCS BO B3aNMOZENCTBUE C MOABUXKHbI-
MU 31eMeHTaMU XYAOXKECTBEHHbIMK, brarogaps yemy
B HVX BbISIBASIOTCS YEPTbI, MPEXAe He YMTaeMble.
B 31O 0CO6EHHOCTN MNDONOITUUYECKMX KOMMO3N-
L1, BUAUMO, CesyeT uckaTb pasragky HermnoBTO-
PUMOI HOBM3HbI MPOU3BEAEHWI MPU AOCTaTOUHOMN
OrPaHUUEHHOCTU Kpyra apXeTUrnmn4eckoro, BOmio-
LWEHHOrO B HUX.

3) Pa3HOHanpaBAeHHOCTb COLMOKYNbTYPHbIX
TpaHchopMaLmin MprBesia K TOMY, UTO B KOHTEKCTe
COBPEMEHHOW Ky/bTypbl cGOpMMpPOBanach He eam-
Has BCeoxBaTHas Mudosornyeckas Moaesb, KOTo-
pas npegonpesensna 6bl, B TOM 4Yncne, eAnHbIn
BEKTOP Pa3BUTUA MUCKYCCTBA, @ BO3HUK LieNbl paj,
pa3n4yHbIX MoanburKaLmii HeoMuda, obpasoBaBs-
LUNX MHOTOCJIOXHYH CUCTEMY, KOTOPYH YCJIOBHO
MO>XHO 0603HaunTb TakKUM TEPMUHOM, Kak «Mndo-
cuctema» XX-XXI seko. Kpome HeoMndoB B 3Ty Cu-
CTeMy OKa3anCb BOBJIEYEHHBIMU MUPOIOTMYecKme
CTPYKTYpPbl MPOLLIOro, KOTOpble NPOCYLL,EeCTBOBaB
onpeAenéHHbIN BPEMEHHOW UCTOPUYECKUIA OTpe-
30K B KauecTBe 6a30BbIX OCHOB KyJ/IbTypbl 1 yTPaTUB
CBOIO aKTyalbHOCTb, NOCAEAYHOLWUMU NMOKONEHNAMMN
XOTS U BOCMPUHMMANNCh KaK JIereHAbl Y BbIMbIC/IbI
npesKkoB, He Hb1aK 3abbITbl 1 BblIN BKIOYEHBI B MU-
docucrtemy Hoselilero BpeMeHun kak GpeHoMeHbI
KyJbTYPHOro Hacneams. Kaxabli n3 atux «ywes-
WKnX» TUMNOB MUba B paccMaTprBaeMbIil Nepuos
NPAMO AN KOCBEHHO BO3j€eNCTBOBaN Ha GOPMU-
poBaHWe HOBbIX MUPOIOTMUYECKUX CTPYKTYP, NO-
poxzas passnuHble X MoAndUKaL KM, KOTopble
n NpesonpeAenvan CIOXHYH KOHOUrypaLmo Mu-
docucrtembl XX-XXI| BekoB. YTO B KOHEYHOM UTO-
re NpuBeno K TpaHcdopMaL My CaMoro NOHATUS
«MUnd», K paclUMPUTESIbHOMY €ro TOJIKOBaHMUIO.

14. XwobHep K. UctuHa muda. M.: Pecnybanka, 1996. C. 5.

K Hauany XX| Beka y4éHble 3afar0TCa BONpoOCa-
MU «Mud apxanyeckunii, MG Kraccuyecknii, Mnd
3MOXM CPefHEBEKOBbIX MOHOTEUCTUUECKUX PeNu-
rMii, Mo B CTPYKTYpe HOBOEBPONENCKUX MUPOB
" MUdbl COBPEMEHHOTO MacCOBOrO CO3HaHUA —
3TO BCE OAMH MUG? VI uTOo OH TOrga ecTb Takoe?
lae ero rpaHnubl?» 15 U Tak kKak MUPOAOTrMUeckunin
NUCTOYHUK 06O3HaUeH Kak 6e3yc/ioBHbIM 0bpasHo-
CUMBOJINYECKNI KOMMOHEHT B MU(OMNO3TUYHECKON
MOAENN CKYAbMTYPbI, TO AaNbHelllee nccnesoBa-
Hue eé cneunduyecknx 0CobeHHOCTEN BO3MOXHO
TO/IbKO B CBA3W C @aHANTUKON KOHKPETHOro Mudo-
NlorMyeckoro maTtepuana, CTaBlLIero eé oCHOBOM.

4) CnoXxHOCTb 1 cneundurka MndonoITUKN
ckynbnTypbl XX—XXI BEKoB BO MHOrom obycnos-
JleHa OTMEUEHHO Bblllie pa3HOHaNpPaBJAeHHOCTbIO
NPOUCXOAALLMX B 3TOT MePUOA NPOLECCOB «UCTOPU-
yeckux TpaHchOpMaL i MeHTaNbHbIX CTRYKTYP» ¢,
B UMCNe KOTOPbIX U CTPYKTYPbl MUPOAOrMYecKue.
VIMeHHO 3T0 06cTOATENLCTBO 0BYCA0BMAO HEOBXO-
AMMOCTb 1 OBOCHOBAHHOCTL Pa3pPabOTKM OTAENbHBIX
TUNOB MNPONOITUYECKNX MOAENEN B 3aBUCMMOCTH
OT TMNa MUGONOTUYECKON CTPYKTYPbI, IEXALLEN B OC-
HOBEe CKYNbMTYPHOM KOMNO3MLMK. Takon noaxos,
Ha Hall B3r/sj, NO3BOASET NPOAEMOHCTPUPOBaATb
06BEKTMBHYHO KapTUHY PYHKLMOHMpPOBaHWA MUdO-
NO3TUKM CKYAbNTYpPbl XX—XX| BEKOB B TOWN CTENEHMW,
B KaKOW 3TO BO3MOXHO B cdhepe UCKYCCTBa, rae Aa-
NleKo He Bcerga v He BCE NoAAaéTca HayyHOMY npe-
napupoBaHuto. PazanyHble Tnbl MUPONOTrMUYECKnxX
WCTOYHWUKOB, KOTOPblE aKTyalbHbl B COBPEMEHHOMN
Ky/bType, MOPOXAatOT N Pa3anyHble TUMbl MUO-
NO3TUYECKNX MOAENEN, KOTOPblE, KPOME TOro, MO-
ryT BKJIrOYaTb B cebs pa3HOOGpa3Hble NepexosHble
1 KOMMNPOMMWCCHbIe BapuaHTbl. Ho gaxke npw onpe-
AENEHHOM CTeNeHN YCNOBHOCTM, KOTOpas AOMyCTu-
Ma B KOHTEKCTE aHa/IMTUKM BapuaHTOB 0006LLeHNs
B MCKYCCTBE, ONOpa Ha BblfiBJIeHHble 3aKOHOMep-
HOCTW OTKPbIBAaeT BO3MOXHOCTW 3a pa3HbIMU, Ha
NepBbIN B3rAs4, CHoXXeTaMu, NepcoHaXxaMu, KOM-
MO3MLIMOHHBIMUN PELLEHNAMUN BbISBUTb UX POACTBO
NAN faxe MAEHTUYHOCTb C TPaANLMOHHBIMN MUdO-
Jnoremamu Uamn apxetmnamm. YTo B KOHEYHOM uTOre
no3BoAseT JobuTtbcs Bonee rnybokon 1 asekBaT-
HOW MHTeprpeTaLmn NPON3BEAEHNA CKYNbMATYPbI
XX=XXI| BekoB.

15. MennneHko A. A. VickycctBo XX B. B KOHTEKCTE 3BOJIKOLMN MU~
donornyeckoro cosHaHusa // Mud n xysoxectBeHHoe Co-
3HaHue XX Beka / oTB. peg. H. A. XpeHos; Toc. VH-T nckyc-
cTBO3HaHWA. M.: «<KaHoH+» POOW «Peabuautaymsa», 2011.
C. 222.

16. Tamxe. C. 221.
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PHOTOGRAPHIC ART AND ANTHROPOLOGY:
DECODING THE MULTIFACETED CULTURE
OF CORPORALITY

Summary: The art of photography has been challeng-
ing and reshaping our perception of the world since its
inception. Likewise, anthropology, as a discipline that stud-
ies human cultures, social structures, and beliefs, offers
a valuable perspective for understanding the body pres-
entation in photography. Combining anthropological the-
ories and methods, as well as analysing and interpreting
works of photographic art, the article examines how iden-
tity is interpreted, constructed, expressed in culture and
social structure in photographic art, including through
a body image.

The body is the most direct and authentic manifes-
tation of identity. However, identity is not some kind of
fixed label; it is multi-layered and multidimensional, con-
stantly developing and changing both in a person and
in the environment. As an artistic medium, photography
makes it possible to show this changeability and versa-
tility of identity.

Moreover, the body does not exist in isolation in pho-
tography; it is placed in a cultural, historical and social
context. This context gives the photographer and the
viewer a clue to deciphering the body, helping to deep-
er understand the body’s place in culture and the values

The body plays a special role in the art of pho-
tography. Through it, emotional, cultural, social, po-
litical views are expressed, and, more significantly,
the body is an important visual element. The way
corporality is expressed in a photograph not only
shows the author’s technique and aesthetic views
but also, to some extent, the cultural background
of modern society, values, and the spirit of the era.

From an anthropological perspective, the body
presentation in photography is primarily related to

and beliefs it carries. Photography captures not only the
body but also the many interpretations and meanings
given to the body in culture.

By exploring the relationship between the body and
social structure, we find that certain body features are
used in various sociocultural contexts to differentiate so-
cial status, gender, race, and other social markers. By
highlighting or challenging these features, photography
deepens our understanding of the role of corporality in
social structures.

Thus, the application of anthropological approaches
to the analysis of the art of photography provides us with
a fresh perspective, allowing us to gain a deeper under-
standing of the cultural, social and individual meanings
embedded in photography. Through anthropological in-
terpretation and understanding of the body, through the
expressive means of photography, works of greater depth
and breadth can be presented, and the viewer, owing to
the anthropological perspective, can gain a deeper un-
derstanding of the cultural context and social environ-
ment in which he or she lives.

Keywords: photography, corporality, anthropology, iden-
tity, culture, social structure

sociocultural and historical context. Photography,
as a medium that can capture and represent the re-
lationship between the body and identity, gives us
a unique opportunity to explore this topic. In pho-
tography, the body is not only an object to be pho-
tographed but also a carrier of identity, a way of
expressing it. Every moment, every facial expression,
every gesture is inextricably linked to who we are.

Anthropology is the study of human culture and
society. Moreover, it seeks to understand the struc-
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ture, functions and development of human society,
the place and role of the individual in it. The body
is not only a biological object but also a product
of culture and society. Different cultures have var-
ious ideas about the body and values; these ideas
and interpretations shape the sociocultural context
in which we understand the body.

Constructing and Rethinking Identity

In the multidimensional space of photography,
the construction and reshaping of identity is a par-
ticularly interesting topic. Identity is not only a per-
son'’s self-determination but also a product of the
individual's interaction with the social, cultural and
historical context. Photography provides a visual and
tangible platform for such interaction. The original
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Il 1. Shadi Ghadirian, Like Everyday series. 2000-2001

purpose of photography was, of course, simply to
capture a moment; however, its potential goes far
beyond that. For many artists and ordinary people,
photography is a kind of a magic mirror in which
identity is revealed and expressed. It can either rep-
resent a person’s inherent image in society or cre-
ate a completely new identity for them.

Tehran artist Shadi Ghadirian's photography chal-
lenges international stereotypes about women in Is-
lamic countries. Her Like Everyday series presents
very serious and at the same time extremely ironic
photographs. In the series, the artist explores how
women's roles and identities are defined and what
is expected from them in specific cultural and reli-
gious contexts. Ghadirian shows a series of female

portraits; however, the women'’s faces are replaced
with household objects such as brooms, pots or tea-
pots. It is a hint that in some cultures, the identi-
ty and value of a woman are primitivised, and even
equated with household items. Ghadirian's series is
not just a critique of the established role of women
in Islamic culture. More broadly, it raises questions
about how female identity is socially and cultur-
ally defined around the world. By replacing wom-
en'’s faces with everyday objects, the artist skillfully
exposes expectations of women by society, which
often ignores their individuality and value, limiting
them to certain roles and responsibilities.

In addition to broadly exploring identity themes
such as nationality or race, many artists address more
personal aspects of identity. For example, Danish
artist Lisbeth Nielsen has captured the life of her
daughter Siggy on Polaroid, from her childhood
through adolescence and into adulthood. This series
of photographs is not just a story about the passage
of time but a deep narrative about the transforma-
tion of female identity. This is a testament to Sig-
gy's metamorphosis from a young teenage girl to
a woman who will soon become a mother. Moreo-
ver, it is a deep exploration and reflection on female
identity, emotions and social expectations.

In our digital age, with the development of social
networks, selfies have become one of the main ways
of self-presentation for people. A selfie is not just
an act of capturing oneself and becoming self-ex-
pression. It is part of constructing the “I”; it has be-
come a tool for exploring, expressing and redefining
identity. Thus, users of social networks such as Insta-
gram and TikTok show the "best versions” of them-
selves in photographs and videos that are carefully
selected and edited in order to create a certain im-
age and status. It is both a compromise between
the individual and expectations of society, as well
as a rebellion against traditional ideas about iden-
tity and its rethinking.

Discussing cultural movements within the frame-
work of the globalisation phenomenon, famous an-
thropologist Arjun Appadurai’ develops the idea of
“imagined communities”. Through selfies on social
media, people demonstrate who they want to be or
who they think others want them to be. Here, iden-
tity is no longer fixed; however, it can be created,
changed and presented at will.

1. Arjun Appadurai is a renowned Indian-American anthropol-
ogist who studies broad issues related to globalisation, cul-
tural movements and modernity.

In 2017, Cindy Sherman? introduced a new se-
ries of selfies on her personal Instagram account.
This act not only attracted a large number of new
subscribers but also caused active discussion and
reflection in the art world. Cindy Sherman’s work
has long explored issues of identity, femininity, and
social expectations. She places herself in different
roles and scenarios, using photography to depict
and critique society's stereotypes of women. Us-
ing the modern social media platform Instagram,
Sherman continues her experiments with selfies,
demonstrating and critiquing the modern culture
of self-presentation.

The Body in Cultural Context: Decoding Dif-
ferent Facets of Identity in Photography

The body, as our means of contact with the world,
has always been the central theme of cultural, so-
cial and historical change. However, when we view
the body through the lens of photography, it no
longer becomes just a human body; it becomes a
social text with multiple cultural codes. In this cul-
tural context, the body is reinterpreted, redefined,
and represented, and photography provides endless
possibilities for such “multilevel decoding”.

In his work, The Interpretation of Cultures, Clif-
ford Geertz3 wrote about “thick description”. Geertz
believed that in order to truly understand a cultural
phenomenon, it is necessary to delve deeper into
its cultural context. Photography, just like a pho-
tographic snapshot of a cultural ritual, can provide
a "thick description” of a scene, thereby revealing
the deep cultural and personal meanings embed-
ded in it. Photography captures and preserves the
body image in a specific cultural, historical and so-
cial context. The body interacts closely with elements
of clothing, decor, pose and context, presenting the
viewer with a cultural phenomenon that exists in a
certain time and place.

Thus, in her work, Iranian artist Shirin Neshat skill-
fully combines Persian poetry and calligraphy with
photographs, revealing themes of female martyrdom,
exile and status. The Persian script on the model’s
face and hands forms decorative motifs etched into
the woman'’s delicate skin, like a thin and tight-fitting
veil or gloves holding Muslim culture hostage. This
emotional ambivalence is not accidental; it reflects
Neshat's deeper reflections on the complexity of the

2. Cindy Sherman (born January 19, 1954) is a photographer
and performance artist from the United States, known for
her conceptual artistic portraits.

3. Clifford Geertz (1926-2006) is an American cultural scientist,
representative of symbolic anthropology.
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situation facing the modern world and, in particu-
lar, Muslim women. Her work explores this dualis-
tic social phenomenon and attempts to understand
its causes. They reveal the complex relationships be-
tween culture, tradition and modern values.

Also, there are examples such as Japanese artist
Yasumasa Morimura, who often uses digital imaging
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Ill. 2. Shirin Neshat, Women of Allah. 1997

techniques to recreate his own body, replacing the
race, gender and sexuality of models. His acclaimed
Actress series examines 20th-century cinema as a
cultural marker capable of reflecting the develop-
ment of modern society and civilization. Women,
movie stars, whom Morimura calls “symbols of the
20th century”, are the most striking images from

Il 3. Nobuyoshi Araki. 1989. Untitled. 38 x 47.7 cm

cinema. Thus, through them, he explores the visual
culture of the 20th century.

Nobuyoshi Araki* is best known for his bold and
straightforward reconsideration of traditional Japa-
nese ideas about the body and sexuality. Through
his lens, the body ceases to be a simple biological

4. Nobuyoshi Araki (b. 25.05.1940) is a modern Japanese pho-
tographer and artist.

object; it becomes a symbol endowed with cultur-
al, social and emotional meaning. His work direct-
ly confronts dominant Japanese culture and social
values, challenging the norms and expectations em-
bedded within them. He dared to film and show
up close the human body in minute detail, and,
most daringly, a realistic female body without em-
bellishment. This demonstration of the intimate is
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contrary to traditional Japanese aesthetics, which
highly values allegory and delicate reticence. Such
a sharp break with tradition is not just the artistic
originality of his photography but reassessment, a
challenge to the image of the body established in
culture. Viewed from an anthropological perspec-
tive, Nobuyoshi Araki's work provides an opportu-
nity to rethink the place of the body in culture and
society, as well as how the body can be understood
in modern society.

The Structure of Society and Corporality

In various sociocultural contexts, the body is a
reflection of social structure and value systems. The
body presentation, standards of acceptance, and
associated power and gender relations are strong-
ly influenced by social structures whether it is the
body in a biological sense or the body in a cultur-
al and social sense.

In many societies, a depicted body acts as a
means of social interaction. Artists often use their
bodies as visual symbols, placing them in a social
context. Chinese artist Liu Bolin uses his body as a
canvas, forcing it to merge with the environment
of his chosen scene, thus, becoming an “invisible
man”. In this way, he wants to show how the urban
environment affects people’s lives. Or, for example,
Pat Brassington?s, who, in her mysterious and un-
expected "montages”, shows parts of the human
body: photos, innocent and, at the same time, as if
hinting at something obscene, challenge and criti-
cise social and cultural norms. Complex symbolism,
which becomes a kind of psychological Rorschach
test, lies behind the external innocence of the imag-
es. Douglas argues that certain body parts or body
functions are considered «dirty» or «dangerous»,
reflecting undesirable or unacceptable social be-
haviour or attitudes in certain cultures and socie-
ties. From this perspective, Brassington’s work not
only presents narratives about sexuality, memory
and identity but also challenges preconceived no-
tions of the body, gender and social status.

In addition, in photography, the body often be-
comes a place for dialectics of power and gender re-
lations. The way photographers select, frame, and
present the body often indirectly reveals judgments
and prejudices against certain body types, genders,
and races. Beginning in the 1970s, the art world's deep

5. Pat Brassington (b. 1942) is a contemporary Australian art-
ist working in the fields of digital art and photography. A
recognized figure in the Australian photo media sphere and
surrealist art.
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exploration of issues of gender, ethnicity, and social
hierarchy marked the rise of postmodernism. Influ-
enced by the deconstruction philosophy developed
by thinkers such as Derrida and Foucault, artists be-
gan to recognize that cultural frameworks shaped by
political ideology more or less obscured some of the
deeper aspects of society and culture. They challenge
established and simplified concepts, question tradi-
tional "truths”, attitudes and values, and reject all hi-
erarchical structures and systems of authority. Such
critical research not only develops artists’ independ-
ent thinking but also deepens their understanding of
human nature.

Nan Goldin®, whose work is imbued with her
personal experiences and is dedicated to the ex-
ploration of human emotions, is a shining star of
contemporary photography. Her acclaimed work,
The Ballad of Sexual Dependency, is not just a se-
ries of photographs but a profound meditation on
identity, emotion, gender and addiction. Goldin’s
photographs have clearly showed the public that
non-traditional gender roles, homosexuals, lesbi-
ans, bisexuals, transgender people, etc., exist and
interact in society. Increasing attention is paid to
the changeability of gender and sexuality in mod-
ern society. Gender is not fixed; it can be construct-
ed through social interaction and cultural practices.
Goldin’s photographs show us this process of iden-
tity construction and the contradictions and con-
flicts associated with it.

In the modern world, technology and consumer cul-
ture have had a profound impact on the way the body is
portrayed. From cosmetic surgery to fitness apps, from
advertising to social media, we are constantly being told
how to shape, display and “consume” our bodies. Thus,
in modern South Korean society, body remodelling has
gone beyond the desires of the individual and is already
a reflection of the local culture and social structure. This
social phenomenon is shown in the works of photogra-
pher Chi Ye.On the Plastic Surgery Online forum, she
found a dozen brave women who were ready to show
the reality of their recovery after plastic surgery. Her
photographs are no longer a celebration of beauty in
the traditional sense but a demonstration of the pain
and vulnerability that lies behind body modification.
Through the lens of her camera, women with bloody
bandages, tight stitches and swollen skin dotted with
bruises show us the real world hidden behind the desire

6.  Nan Goldin (b. 1953) is an American photographer and ac-
tivist. In her works, she often explores the problems of sub-
cultures, intimate life and HIV.

for perfection. From an anthropological point of view,
her photography is not only a revelation about body
remodelling but also an analysis of the social structure
and cultural context of South Korea. It shows a social
structure in which the tension between the individual
and the collective is expressed through the body, and
how, in such a context, a balance is sought between
the individual and culture.

The fusion of the art of photography and an-
thropology gives us a depth of understanding that
goes beyond traditional vision. With this mutual
enrichment, photography is seen not only as an
art form but also as a powerful tool for deep in-

terpretation of the human body, identity and cul-
ture. In photography, the body is not just an object
to be depicted; it carries rich cultural and social
meaning and becomes a deeply personal symbol.
Through the lens of anthropology, the art of pho-
tography has received new life, and its inherent cul-
tural and social connotations have become more
distinct. This integrated approach not only opens
up a new creative dimension for artists but also al-
lows viewers to have a richer and deeper percep-
tual experience, turning photography not just into
a visual treat but into a deep exploration and re-
flection on culture and society.
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OOTONCKYCCTBO N AHTPOTOMOTINA:
NEKOAMPOBAHWE MHOTOITPAHHOW KY/IbTYPbI
TEJIECHOCTU

AHHOomayus: C MOMeHTa CBOEro NosBAEHNS NCKYCCTBO
doTorpadun npogonxkaet 6pocaTb BbI30B 1 NepecTpam-
BaTb Hallle BOCNpuMAT/E MMPa. AHanornyYHbIM 06pa3oM aH-
TPOMONOrMA KaK AUCLMMNHE, U3y4atoLLas YenoBeyeckune
KyNbTypbl, COLMaNbHbIe CTPYKTYpbl N BEpPOBaHUS, Npej-
naraet LieHHYI0 NepcrnekTBY A8 NMOHUMaHWA NpejcTaBs-
neHwns Tena B potorpadumn. Coyetas aHTpononormyeckune
TEOpMM 1N METOAbI, a TakXKe aHa/M3npys U UHTeprnpeTu-
pys npou3BeseHns pOTONCKYCCTBA, B JaHHOW CTaTbe pac-
cmaTpuBaeTcs, kak B POTOUCKYCCTBE MHTEPMpeTnpyeTCs,
KOHCTPYMpYeTCcs, BblpaxaeTcs B Ky/bType U CoLnanbHOMN
CTPYKTYpe UAEHTUYHOCTb, B TOM Unc/ie 1 Yepes nsobpa-
XeHwue Tena.

Teno — Hanbonee HenmocpeACTBEHHOE M ayTEHTUYHOE
nposBaeHne naeHTMUHocT. OfHaKO NAEHTUYHOCTb — 3TO
He KaKon-TO GUKCMPOBaHHbI APbIK, OHAa MHOTOC/0lHa
M MHOroMepHa, MOCTOAHHO GOPMUPYETCA N U3MEHAET-
€A KaK B CaMOM YesioBeKe, Tak 1 B OKpY>KatoLLen cpege.
doTorpadus, Kak XyAoXeCcTBEHHOe CpeACTBO, JaéT BO3-
MO>HOCTb MoKa3aTb 3Ty NepeMeH4YMBOCTb M MHOTOrpaH-
HOCTb UAEHTUYHOCTW.

Kpowme TOro, reno B potorpadum He cyuiecTsyeT
M30NMPOBAHHO, OHO MOMELLEHO B KYAbTYpPHbIN, NCTO-
pPUYECKNI 1 COLMaNbHbIA KOHTEKCT. DTOT KOHTEKCT JaéTt
doTorpady 1 3puTento Kk K pacwndpoBske Tesa, No-
3BO/IAA rNy6>Xe MOHATbL MeCTO Tena B KyAbType u Te

Teno vrpaet ocobyto ponb B UCKyccTBe GOTO-
rpadun. Yepes Hero BbipaXkaroTCs SMOLMOHA/bHbIE,
Ky/NbTYpPHbIE, COLMaNbHble, MOANTUYECKNE B3TNALbI,
W, uTo eLé Honee CyLLeCTBEHHO, TeI0 — 3TO BaX-
HbI BU3YyaNbHbI 3n1eMeHT. To, KaK BblpaxaeTcs Te-
NlecHOCTb Ha doTorpadumn, He TONbLKO NOKa3biBaeT
TEXHWUKY 1 3CTeTUYeckne B3raaibl aBTopa, HO U, B He-
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LEeHHOCTU U ybexaeHus, KoTopble OHO HecéT. doTo-
rpadus GUKCUpPYeT He TONbKO Te0, HO U MHOrOYMC-
JIEHHble VHTEpNpeTaLunn 1 3HaUEHUS, NpUaBaemMble
TesNy B Ky/AbType.

WNccneays cBasb MeXAy TEIOM U COLMaNbHON CTPYKTY-
PO, Mbl OBHapPY>XXMBaeM, UYTO OMNpeseNéHHble YepTbl TeNa
MCMONb3YOTCSA B Pa3/INUHBIX COLMOKYAbTYPHbIX KOHTEK-
cTax ans anddepeHLmaLmnm coumanbHOro cratyca, nona,
pacsl U Apyrvx couuanbHbix MapkepoB. MoguépkunBas nam
ocnapuBas 3Tv 0CO6eHHOCTH, GoTorpadus eLLé bonblue
yrny6nser Halle NOHWMaHWe PoJnN TENECHOCTU B COLU-
aNbHbIX CTPYKTypax.

Taknm 06paszoM, NpMMeHeHWE NOAXOA0B aHTPOMOJIO-
Ty Npw aHanvse nckyccrea dotorpadum faéT Ham cBe-
XUl B3rNsf, MO3BOASAIOWMNIA ry6Ke NOHATb KyAbTYpPHbIE,
couuainbHble Y MHAVBUAYaNbHbIE CMbIC/bI, 3aJI0XKEHHbIE
B doTorpadun. Yepes aHTPOMONOrMYECKYHO MHTEppeTa-
LU0 U OCMBICIEHWE TeNa, CPeSCTBaMU BbIPA3nTEbHOCTY
doTorpadum MoxXHO NpescTaBUTbL paboTbl 6obLLEN Fy-
BUHbI 1 LUMPOTbI, @ 3puUTenb, biarogaps aHTponosoruye-
CKOW MepcnekTVBe, MOXET Iy6>Ke MOHATb KYAbTYpPHbIV
KOHTEKCT U COLMabHYIO Cpeay, B KOTOPOM OH XMBET.

Knrouessle cnosa: pomozpagpus, mesecHocms, aH-
mponosoaus, UdeHMUYHOCMb, Ky/lbMypd, COUUANbHAS

cmpykmypa

KOTOPOW CTeNeHW, KyabTypHbIi $OH COBPEMEHHO-
ro obLiecTBa, LLeHHOCTH, AyX SMOXW.

C TOUKM 3peHns aHTPOMONOTUN, NpeAcTaBaeHne
Tena B potorpadmm cBA3aHO NpPenMyLLeCcTBEHHO
C COLMOKYNbTYPHBIM Y MCTOPUYECKUM KOHTEKCTOM.
®oTorpadpus kak cpeAcTBO, CNOCOBHOE 3aneyaTneTb
W NPeACTaBUTb OTHOLLUEHWA MeXAY TeJIOM U UAeH-

TUYHOCTbIO, AAET HaM YHMKaJIbHY BO3MOXHOCTb
B3rNAHYTb Ha 3Ty Temy. Teno B poTorpadmm — 370
He TO/IbKO OOBEKT ANA CbEMKM, HO U HOCUTENb UAEH-
TUYHOCTH, CNOCO6 eé BbipaxeHus. KaxXabli MOMEHT,
Ka>kz0€e BblpaXeHue nLa, Kaxaplid XXeCT Hepa3pbliB-
HO CBfi3aHbl C TEM, KTO Mbl €CTb.

AHTPONONOrNS 3aHMMAETCA U3yUeHNEM YeoBe-
YecKoW KyAbTypbl U 0BLLECTBa, a TakXXe CTPEMUTCS
MOHATb CTPYKTYPY, YHKLMM 1 pa3BUTMe YenoBeYe-
CKOro obuiecTBa, MecTo 1 poib UHANBMAA B HEM.
Teno — 370 He TONbKO BMONOTMYECKNA 06BEKT, HO
1 NPOAYKT KyAbTypbl 1 06LecTBa. B pa3HbIx KyabTy-
pax CyLLeCTBYHOT pa3/inyHble NPeACTaB/leHUs O Tese
M LLeHHOCTW, U 3TV NpeacTaBaeHns 1 nHTepnpeTa-
L GOPMUPYIOT COLMOKYNbTYPHBIA KOHTEKCT, B KO-
TOPOM Mbl MOHUMaEM TeNo.

KoHcTpynpoBaHue n nepeocMbic/ieHNE NAEH-
TUUYHOCTU

B MHOromepHoM npocTtpaHcTBe poTorpadum
KOHCTpynpoBaHue n nepedopmMmpoBaHme NaeH-
TUYHOCTU SIBASIETCA OCOBEHHO MHTEPECHOM TEMOW.
M AEHTUUHOCTb — 3TO He TO/IbKO camoonpeeseHme
YyesioBeKa, HO M MPOAYKT B3aUMOAENCTBUA IMYHO-
CTW C COUMaNbHBIM, KYAbTYPHbBIM 1 UCTOPUYECKUM
KOHTeKcTOM. PoTorpadus e npeLoCcTaBAseT BU3Y-
aNbHYIO 1 0cA3aemyto naaTGopmy AN TaKoro B3a-
nMogencteuma. VisHavanbHO Lenbro poTorpadum,
KOHeUHO, 6bIJI0 NPOCTO 3amneyaT/eHne MOMEHTa, HO
€€ noTeHLuMan BbIXOANUT Aaneko 3a 3TN pamMku. Jna
MHOT WX XYOXHUKOB ¥ 0BbIUHbIX Ntogei poTorpa-
¢duns — cBoero poga BosebHOE 3epKaso, B KOTO-
pPOM pacKpbiBaeTCs U BbIPaXaeTcs MAEHTUUYHOCTb.
OHa moxeT IMbo NpeAcTaBUTb NPUCYLLNIA YenoBe-
Ky obpa3 B 0b6LiecTBe, MMHO cO34aTb /15 HEFO CO-
BEPLUEHHO HOBYH MAEHTUYHOCTb.

doTorpadpum TerepaHckon xygoxHuubl LWaam
FaanpsH (Shadi Ghadirian) 6pocaroT BbI30B MeX-
AYHapPOAHbIM CTePeoTMNaM O XKeHLLMHax B ncnam-
cKmx cTpaHax. Eé cepus «Like Everyday» («W Tak
KaXAbl AeHb») NpeacTaBaseT cobol oueHb cepbés-
Hble, HO B TO >Ke BPeMs Ype3BblYaliHO MPOHNYHbIE
doTorpadun. B aTol cepmm xyaoxHULa nccaeay-
€T, KaK B KOHKPETHbIX Ky/JIbTYPHbIX U PENUTMO3HbIX
KOHTeKCTax onpeaensiercsa >XeHcKas posb N UAeH-
TUYHOCTb W Kakne HajeXabl Ha Heé BO3/1aratoTcs.
laAnpsAH NOKa3blBAeT CEPUID XKEHCKUX MOPTPETOB,
HO ML >XKEHLLMH 3amMeHeHbl HbITOBbIMUM Npeame-
TaMK, TaKUMW KaK BEHUKW, KaCTPHOAN UAN YaUHUKM.
3TO HaMEK Ha TO, UTO B HEKOTOPbIX Ky/bTypax UieH-
TUYHOCTb W LLEHHOCTb XEeHLLMHbI MPUMUTUBU3NPY-
OTCS U faxke NPUPaBHMBALOTCA K NpeaMeTam bbiTa.

Cepus pabot MNaanpsaH — 3TO He NPOCTO KPUTKKA
YCTOSIBLUENCS POU XKEHLUMHBI B MCIAaMCKOM Ky/b-
Type. B 6osiee WNMPOKOM CMbIC/IE OHA MOAHUMAET
BOMPOChI O TOM, KaK XeHCKas WAEHTUUYHOCTb COLIU-
aJlbHO U Ky/IbTYPHO OMNpeAenseTcs BO BCEM MUPE.
3ameHss XeHCKMe anLa npeaMmeTamMmu noBceiHeB-
HOro 06Mxoza, XyA0XHK1La yMeno obanyaeT oxm-
JaHuns obLecTBa B OTHOLLUEHWM XEHLLMH, KOTOpOoe
3a4acTyto UTHOPVPYET UX UHAVBUAYAIbHOCTb U LieH-
HOCTb, OrpaHNUMBasn UX ONpeAenéHHbIMN POASMHU
1 0683aHHOCTAMM.

MoMVMO LIMPOKOFO NCCAEA0BaHUA TEM UAEH-
TUYHOCTK, KaCaroLLMUXCS, HanpuMep, HaLMOHaNbHON
WAV PacoBOM NPWHAANEXHOCTU, MHOTME XYAOXHUKM
obpallatoTcs K 6osee IMYHOCTHBIM acnekTaM UAeH-
TUUHOCTU. HanpuMep, gaTtckas xyaoxHuua Jlincbet
HunbceH 3anevatnena Ha NONAapPOUA XKM3Hb CBOEN
pouepu Currv, HaumHas C eé JeTcTBa A0 NOAPOCTKO-
BOro BO3pacTa ¥ 3akaHumBas B3POC/ION XM3HbIO. JTa
cepvist poTorpaduii — He NPOCTO Pacckas O TeUEHUM
BpeMeHW, a rnybokoe noBecTBOBaHMeE O TpaHCcdop-
MaLm XXEHCKOW MAEHTUYHOCTU. DTO CBUAETENLCTBO
meTamopdo3bl CUITU U3 FOHOW AEBOYKM-MOAPOCTKA
B XKEHLLUMHY, KOTOpas CKOPO CTaHeT MaTepbto. ITO
TakXe rnybokoe nccnesoBaHne U pasMbllLieHne
O >KEHCKOW NAEHTUYHOCTY, SMOLMAX U CoLMab-
HbIX OXWUAAHMSX.

B Haww undpoBoii Bek, C pa3BUTUEM COLMAbHBIX
ceTel, cendu cTanu ans ntogen ofHUM U3 OCHOB-
HbIX cnocobos camonpeseHTaumm. Cendun — 370 He
MPOCTO aKT 3aneyatieHuns cebs, nepexoasLnii B ca-
MOBbIpaXKeHWe, 3TO YacTb KOHCTPYMPOBaHUA «f»,
KOTOpPOE MPeBpPaTUAOCh B MHCTPYMEHT UCCeA0Ba-
HWA, BbIpaXXeHUs 1 NepeoCMbICIEHNS MAEHTUYHO-
ctTn. Tak, Nonb30BaTeNIN COLMaNbHbIX CETEN, TakKUX
kak Instagram un TikTok, aeMOHCTPUpYOT «iyylume
Bepcum» cebs Ha dpoTorpadusx 1 BUAEO, KOTopble
TLWaTeNbHO NOABMPAtOTCA U PeAaKTUPYHOTCA A1 CO3-
faHvs onpegenéHHoro obpasa u ctaTyca. 310 oj-
HOBPEMEHHO 1 KOMMPOMMUCC MEXAY UHAMBUAOM
Y OXUAaHWAMMN 06LLEeCTBa, U BOCCTaHWe NPOTMB Tpa-
OVLVOHHBIX NMPejCcTaBieHni 06 NAEHTUYHOCTY 1 eé
nepeocMblCieHue.

3BecTHbIN aHTpononor ApaxxyH Annagypan’,
0b6cyXaas KybTypHble TEUEHUS B paMkax GeHo-
MeHa rnobanmsaunu, pa3BmBaeT naero «Boobpa-
XKaeMblx COOOLLEeCTB». B coumanbHbIX CeTAX atoamn

1. ApaxyH Annagypail — W3BeCTHbI aMepUKaHCKUIA aHTPOomMo-
JIOT MHAMIACKOTO MPOUCXOXKAEHWS, KOTOPbIN 3aHNMAETCS UC-
CnefoBaHNEM LUMPOKOW NpobeMaTKy, CBA3aHHOW C F10-
6anun3saLmelt, KybTypHbIMU TEYEHWUAMU U MOAEPHOCTLIO.
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AEMOHCTPUPYIOT C MOMOLLbIO ceNdu, KEM OHU XO-
TAT ObITb, AW KEM, MO UX MHEHWIO, UX XOTAT BUAETb
apyrve. 34ecb MAEHTUYHOCTb yXXKe He GUKCMpoBa-
Ha, @ MOXeT 6bITb CO3AaHa, U3MeHeHa ¥ NpeAcTaB-
NleHa No CBOeMy YCMOTPEHMUIO.

B 2017 roay CvHam WepmaH? npeactaBuna B CBO-
€M NMYHOM akKayHTe B Instagram HoByto ceputo
cendun. ITOT NOCTYNOK He TObKO MPUBAEK 6ONb-
LOe KOJIMYECTBO HOBbIX MOAMNCYMKOB, HO U Bbl-
3BaJsl aKTUBHYHO ANCKYCCUIO U pedaekcnio B Mupe
nckycctea. CuHam WepmaH B cBonx pabotax faBs-
HO nccieayeT BOMNPOChI UAEHTUYHOCTU, XXEHCTBEH-
HOCTU 1 couManbHbIX oXngaHuin. OHa nomelyaert
cebs B pas3ivuHble POAN U CLEHapun, NCNOob3ys
doTorpaduto ana oTobpaxkeHmsa N KPUTUKKN cTepe-
OTMMOB, CIOXUBLUMXCA B 06LLECTBE B OTHOLLIEHUM
>KEeHLWMH. NIcnoib3ysa COBPEMEHHYIO COLManbHyHO
megunannatdopmy Instagram, Llepman npogonkaet
CBOW 3KCMEepPMMEHTbI € cendu, AEMOHCTPUPYA 1 Kpu-
TUKYS COBPEMEHHYIO KYNbTypy CaMonpeseHTaumm.

Teno B KyIbTYpHOM KOHTEKCTE: AEKOANPO-
BaHUe pas/InUHbIX rPpaHeil UAEHTUYHOCTU B ¢o-
Torpadpumn

Teno, ABAAACL HaLWIMM CPeACTBOM KOHTaKTa € Mu-
poM, Bcerga bbi10 LLeHTPasbHOM TeMOW KYAbTYPHBIX,
CoLMaNnbHbIX U UCTOPUYECKMX M3MeHeHNN. OfHa-
KO, KOTr4a Mbl paccMaTpvBaeM TeNo vepes npusmy
doTorpadun, OHO CTAHOBUTCA y>XKe He MPOCTO ye-
NoBeYeCckM TeIOM, @ COLManbHbIM TEKCTOM € MHO-
>KECTBOM KyJ/IbTYPHbIX KOAOB. B 3TOM KyAbTypHOM
KOHTeKCTe Teso N0-HOBOMY UHTepnpeTupyeTcs, ne-
peonpeaenseTca n penpeseHTUpyeTcs, U NHCTPY-
MeHT poTorpadumn npesoctaBnser beckoHeuHble
BO3MOXXHOCTUN A/11 TaKOrO «MHOrOYpOBHEBOTO Je-
KOANPOBaHNA».

B cBoen pabote «MHTepnipeTauus kyabtyp» Knud-
dopg Mvpu® Nncan o «HacbILLEHHOM OMMUCaHUWN».
MMpu cuntan, 4to ANA TOro, YTObbI MO-HacToALLEMY
MOHATb KyNbTYPHbIN GeHOMEH, HeobxoaANMO rnybxke
MPOHUKHYTb B €ro Ky/AbTypHbIN KOHTeKCT. PoTorpa-
¢dus, kak 1 poTorpadrUeckmnii CHAMOK Ky/bTypHO-
ro putyana, MOXeT AaTb «HaCbIWEHHOe OnvcaHne»
CLeHbI, packpbiBas TeM CaMblM 3a/10XKEHHbIE B HeW
rny6uHHblE KYy/NbTYPHbIE N INYHOCTHbIE CMbIC/bI.
®oTtorpadma dmkcupyeT 1 coxpaHaeT obpas Tena
B ONpefenéHHOM Ky/bTYPHOM, NICTOPUYECKOM 1 CO-
LManbHOM KOHTeKCTe. Teno TECHO B3aVMOAENCTBYET

2. CuHam Wepman (Cindy Sherman, p. 19.01.1954) — ¢doto-
rpad n neppopmaHc-xyaoxHuk n3 CLUA, nssectHas csou-
MU KOHLIENTYabHbIMU XYAOXECTBEHHbIMI MOPTPETaMMK.

3. Kanddopa M'vpu (1926-2006) — amepurKaHCKUA KybTypo-
Nor, npejcTaBuTelb CUMBOJIMYECKOW aHTPOMOOT UK.
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C 3/IeMeHTaMM OAeXAbl, AeKOopa, NO3bl U KOHTEKCTa,
NpeACTaBAsAs 3pUTENHO KYAbTYPHbIN GEHOMEH, Cy-
L eCTBYHOLWMI B onpesenéHHoe BpeMsa 1 B onpe-
AEeNEHHOM MecTe.

Tak, npaHckas xyaoxHuua LnpuH Hewat B cBo-
€M TBOpUECTBe YMeI0 COYeTaeT NEePCUACKYHO NO3-
3uto 1 kanaurpaduto ¢ potorpadpumamm, packpbisas
TeMbl XXEHCKOrO My4YeHUYeCTBa, U3rHaHWA 1 CTaTy-
ca. Mepcnackas BA3b Ha AnLE U pyKax Mogenun o6-
pa3syeT feKopaTUBHblE MOTVBBI, BbITPaBJAEHHbIE Ha
HEXXHOW XXEHCKOM KoXe, MoA0BHO TOHKOW M NoT-
HO MpuaeratoLwen Byaam uam nepyatkam, gepxa-
WUM B 3a10XKHNKAX MYCyNbMaHCKYO KyabTypy. 3Ta
3MOLMOHaNbHas aMbMBaNIeHTHOCTb He Cay4YaiiHa,
OHa oTpaxaeT 6onee rnybokune pasmbiwneHma He-
AT O CIOXKHOCTM CUTYyaLUK, B KOTOPOW HaXOAMTCS
COBPEMEHHbIV MUP W, B OCODEHHOCTU, MYyCY/IbMaH-
CKMe XeHLWMHbl. Eé paboTbl nccnenytot 3ToT Aya-
JINCTUYECKNIA cOLManbHbIi GEHOMEH 1 MbITatoTcA
MOHATb €ro NPUYMHBL. B HNUX pacKkpbIBaOTCA CAOXK-
Hble B3aMIMOOTHOLLEHWA MeXAY KYJbTypOu, Tpaam-
LMAMU N COBPEMEHHBIMU LIEHHOCTAMM.

EcTb 1 Takme npumepsl, Kak AMOHCKUI XYAOXHNK
flcymaca MopwuMypa, KOTOPbI 4acTo UCMO/b3yeT Me-
TOAbI LndpoBoW 06paboTkn n306paxkeHni A5 BOC-
€o3faHMA COBCTBEHHOrO Tesla, MOAMEHAA PacoBble,
reHaepHble 1 cekCyasnbHble Npu3Haku Mogenein. Ero
3HameHuUTas cepua «KeHLWHbI-KMHO3BE3AbI» pac-
cMaTpurBaeT KMHO XX Beka Kak KyAbTypPHbIN Mapkep,
CNOCOBHbLIV OTPa3nUTb Pa3BUTUE COBPEMEHHOTO 06-
WwecTBa v LMBMAN3aLMK. A caMbIMK APKUMUY 06pa-
3aMM 13 KMHO ABAAIOTCH >KEHLUMHbI, KUNHO3BE3/bI,
KOTOpbIXx MOprMypa Ha3blBaeT «CMMBOIAMW JiBaj-
LaToro cronetna». Yepes HMX OH TaknuMm obpa3om
nccnepyeT BU3yanbHyH KynbTypy XX Beka.

Hobyécn Apaku* nonyumn nsBecTtHoCTb 61aro-
Aapa CMeNomy v NPAMOSMHENHOMY nepeocMmblcie-
HUKO TPaANLMOHHBIX AMOHCKMX MPeACTaBAEHNI O Tene
N cekcyanbHOCTW. B ero obbekTnBe Teno nepectaér
6bITb NPOCTbIM BUONOrMYECKMM 06BEKTOM, a MpeBpa-
WaeTCA B CUMBOJ, HaZENEHHbIV KYNbTYPHbIM, COLIM-
aNlbHbIM M 3MOLIMOHaNbHbIM CMbICIOM. Ero paboTbl
HanpAMYyo NPOTUBOCTOAT AOMUHUPYIOLLLE AMOH-
CKOW KyNbType 1 couManbHbIM LIEHHOCTAM, bpocas
BbI30B 3a/I0XKEHHBIM B HUX HOPMaM W OXMAAHUAM.
OH ocMenuacs cHATbL U NokasaTb B6M3M yenoseye-
CKOEe TeNo C MeNbYaNLLNMK AeTaNsMW, 1, YUTO OCO-
H6eHHO Aep3Ko, peanncTnyeckoe XeHckoe Tesio 6e3
npuykpalumsaHua. Takasa AeMOHCTPaL A MHTUMHOTO

4. Hobyécn Apaku (p. 25.05.1940) — coBpeMeHHbI SNOHCKMIA
doTorpad, XyAOXKHVK.

NPOTUBOPEYUNT TPAAMNLMOHHON AMOHCKOM 3CTETUKE,
BbICOKO LieHsILLIeM MHOCKa3aHWs W Ae/MKaTHbIE yMas-
umBaHus. CToNb pe3knii paspbiB C TPAAULIMEN — 3TO
He NPOCTO XyA0XecTBeHHoe cBoeobpasme ero ¢Go-
Torpadum, HO NepecMoTp, BbI30B CNOXMBLLEMYCS
B Ky/bType obpa3y Tesna. PaccMOTpeHHble ¢ aHTpo-
MONIOTMYECKON TOUKM 3peHns paboTtsl Hobyécn Apa-
KW, Jar0T BO3MOXHOCTb MePeoCMbICINTL MeCTO Tena
B Ky/bType 1 COLMYME, a TakxKe TO, KaK OHO MOXET
6bITb MOHATO B COBPEMEHHOM 06LLecTBe.

CTpykTypa obLiecTBa 1 Te/IeCHOCTb

B pasnnuHbIX COLMOKYbTYPHbBIX KOHTEKCTaX TENO
ABASIETCA OTPAXKEHWNEM COLMANbHOW CTPYKTYPbl U CU-
CTeMbI LieHHOCTeN. byab To Teno B 61Monornyeckom
CMbICNe UAW TeNo B KYyJbTYPHOM U COLMANbHOM
CMbIC/IEe, €rO Npe3eHTaLms, CTaHAapTbl NPUHATUA
N CBA3aHHblE C HUMW BJacTHble N FreHAepHble OT-
HOLLEHWNA HaxoAATCA MOJ CUNbHBIM BAUAHUEM CO-
LManbHbIX CTPYKTYP.

Bo MHorunx obuiectBax n3o06paxkéHHOe TeNo Bbl-
CTynaeT B Ka4ecTBe CpeACTBa COLMaNIbHOIO B3auMo-
AencTBums. YacTo XyA0XKHUKN UCNONb3YHOT CBOM Tesa
Kak BM3yasibHble CMMBOJIbI, MOMeLLaa ux B obue-
CTBEHHbI KOHTEKCT. Tak, KUTaNCKNI Xy[0XKHUK JTHo
BonvHb ncnonb3yeT CBOE Teo Kak XOCT, 3acTaB-
NI €r0 C/INTLCA C OKPY>KatoLWEeN Cpeson BbibpaHHOM
WM CLEHbI, CTAHOBACH TakMM 0H6pa3oM «4YeNOBEKOM-
HeBMANMKOM». Taknm 06pa3oM OH XO4eT nokasaTb,
Kak ropoAckas cpefa BAVSET Ha XM3Hb Ntogen. Vaw,
Hanpumep, M3T bpaccMHITOH®, KOTOpas B CBOWX 3a-
rafoO4YHbIX U HEOXUAAHHBIX «MOHTaXax» Mokasbl-
BaeT YacCTu YeNOoBeYEeCKOro Tesa: HeBUHHbIE 1 B TO
>Ke Bpems Kak 6yATo HaMmekatolwme Ha HeyTo He-
npucToriHoe $OoTO BPOCAtOT BbI3OB U KPUTUKYHOT
coumanbHble N KyAbTYPHbIE HOPMbI. 3@ BHELLHEWN
HEBWHHOCTbIO 06Pa30B CKPbIBAETCA CAOXKHAA CUM-
BO/IMKa, KOTOpas CTaHOBMUTCA CBOEro poAa NcmMxoso-
rmyeckmm TectoM Popuiaxa. [yrnac ytsepxgaert, uto
onpesenéHHble 4acTy Uan GYHKLMM Tena CHMTaroTCS
«TPA3HBIMU» UM «ONACHbIMW», OTPaXkas Hexesa-
Te/bHOE UAN HeAoMNyCTMMOe ColunanbHoe noeese-
HWEe AW OTHOLLEHUS B ONpPeSenEHHbIX KyabTypax
n obuecteax. C 3TOM TOUKU 3peHuns paboTbl bpac-
CVHITOH He TO/IbKO NpPeACTaBAAT CO6OW NoBeCTBO-
BaHMA O CEKCYasIbHOCTW, MaMATU N UAEHTUYHOCTY,
HO 1 BpOoCatoT BbI3ZOB NPEeAB3ATLIM NPesCTaBAEHM-
AM O Tene, reHAepe 1 coumnanbHOM CTaTyce.

5. a7t bpaccuHrToH (r.p. 1942) (Pat Brassington) — coBpemeH-
Has aBcTpaauiickas XyfoxHuua, paboTatowas B obnactu
umposoro mckycctsa n dotorpaduu. MpmsHaHHaa dury-
pa aBcTpanuinckon Gotomeamnachepbl 1 COPPEANNCTCKOrO
NCKYCCTBaA.

Teno B poTorpadum TakxKe 4acTo CTaHOBUTCS Me-
CTOM AMaNeKTKN BAACTU N FeHAEPHbIX OTHOLLEHWA.
To, kak doTorpadbl BbIbBUParOT, KaAPUPYIOT 1 Npea-
CTaBASAOT TEJ10, 3a4acTyto KOCBEHHO MoOKa3blBaeT
OLLeHKY W NpeApaccyiku B OTHOLLEHUW ONpesenéx-
HbIX TUMOB Tena, NoaAoB 1 pac. HaumHas ¢ 1970-x
roZoB, rnybokoe nuccnesoBaHne MUPOM UCKYCCTBa
BOMPOCOB NOJIOBOW, 3STHUYECKOW NPUHAANEXHOCTU
N COUMaNbHOM NepPapXMmnm O3HaMEHOBAO NOABEM
noctmogepHu3ma. Nog BavsHuem eunocodun ae-
KOHCTPYKLUK, pa3paboTaHHOW TaKUMWU MbICAUTE-
namu, kak Jeppuga n ®yko, XyA0XKHUKN Hadvanum
OCO3HaBaTb, YTO KYJAbTYpHbIE pamMKK, CHOPMMPOBaH-
Hble MOJINTUYECKOWN UAEO0N0TUEN, B TON UAN UHOW
CTENeHW 3aCNOHAOT HeKoTopble Hosiee rnybnHHbIE
acnekTbl ob6LlecTBa 1 KynbTypbl. OHM BpocaroT Bbl-
30B YCTOSABLUMMCS W YNPOLLEHHBIM KOHLIENLMAM,
CTaBAT MOJA COMHEHME TPAAVLIMOHHbIE «UCTUHbI»,
YCTaHOBKM U LLeHHOCTW, OTBEPratoT BCE MepapXxu-
yeckme CTPYKTYpbl U CUCTEMbI aBTOpUTETOB. Takoe
KpUTMYEeCKoe UCCnesoBaHne He TONbKO pa3BuBa-
€T CaMOCTOSITE/IbHOE MbILLIEHNE XYAOXHWUKOB, HO
N yraybaseT ux NoHMMaHWe Ye0BeYeCKor NPUpPoALI.

HaH lFongunH® — spkas 3Be3sa COBPEMEHHOM
doTorpaduun, Yybm paboTbl NPOHU3AHBI €€ NYHbI-
MU NepexXnBaHNAMN N MOCBALLEHbI NCCNEL0BAHMIO
yenoBevyeckmx asmoLunii. Eé sHameHuTas «bannaga
0 cekcyanbHon 3aBucumocTu» (The Ballad of Sexual
Dependency) — 310 He npocTo cepus poTorpaduis,
Ho rnybokoe pasmbiwneHne 06 NAEHTUYHOCTH, IMO-
umsx, reHaepe n 3asucumoctn. ®otorpadum lon-
AVIH HarnaAHo nokasanu nybauke, uto B obuiecTse
CYLEeCTBYIOT U B3aUMOZAENCTBYIOT HETPAANLMOHHbIE
reHaepHble POaK, TOMOCEKCYaNNCTbI, TECOUAHKM,
6ucekcyanbl, TpaHCreHaepbl U T.4. B coBpemeHHOM
obuiecTBe BCé Hosbllee BHUMaHWeE yaenseTca 13-
MEHUYMBOCTU FreHAepa 1 cekcyanbHocTu. FeHaep He
ABAAETC GUKCUPOBAHHbBIM, @ MOXET KOHCTPYMpPO-
BaTbCs B NPOLLECCEe COLMANbHOrO B3aMMOAENCTBUS
N KYNbTypHbIX NpakTuk. ®oTtorpadun FonamH no-
Ka3blBalOT HaM 3TOT MPOLLECC KOHCTPYUPOBaHUSA
WAEHTUYHOCTM U CBs3aHHbIe C HAM NPOTUBOPEYUMS
N KOHPANKTBI.

B coBpeMeHHOM MUpe TEXHONOTUMN U KyAbTypa
notpebaeHus okasanu rnybokoe BAUAHWE Ha CNOCO-
6bl M306paxeHus Tena. OT KOCMETUUECKOWN XMpPYpPrin
B0 GUTHEC-NPUNOXKEHWNI, OT pekaambl 4O CcoLmalb-
HbIX CeTe — HaM NOCTOAHHO YKa3blBatoT, Kak Gpop-

6. HaH lonauH (p. 1953) — amepumkaHckaa GOTOXyAOXKHMLA
n aKTMBmMcTKa. B cBoux paboTax oHa 4acTo uccaeayet npo-
61eMbl CybKyNbTYP, UHTUMHOW >XU3HW 1 BUY.
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MWpPOBaTb, AEMOHCTPUPOBATL U «NOTPEbNATL» HaLle
Teno. Tak, B COBPeMEeHHOM tOXXKHOKOPENCcKOM obLue-
CTBe pe-MOAeNNPOBaHMe Tena BbILLJIO 3a PaMKu Xe-
NaHUN MHAVBUAYYMA N yXKe ABAAETCA OTPaXKeHUeM
MECTHOW Ky/IbTypbl 1 COLMaNbHOW CTPYKTYpPbl. TOT
coumanbHbI GeHOMeH nokasaH B paboTtax GoOToOXy-
AoXHULBI Yu E. Ha dpopyme Plastic Surgery Online
OHa Haluna AecATOK CMeJIbIX XXEHLLWH, FOTOBbIX MO-
Ka3aTb peasbHOCTb CBOEro BOCCTAaHOB/EHMA Nocae
nnacTmyeckoi onepauuu. E€ potorpadpum — 3to yxe
He BOCXBaJsieHWe KPacoTbl B TPagULMOHHOM MOHM-
MaHuK, a JeMOHCTpaLma 60u 1 ya3BUMOCTU, KOTO-
pble CTOAT 3a MognduKaLmen Tena. B obbekTnBe eé
Kamepbl XXeHLLUMHbI, C OKPOBaBAEHHbIMU BUHTaMMK,
TYTUMM WBaMU U ONYXLLEN KOXEN, NCreLpEHHOM
CUHAKaMK, NMOKa3bIBatOT HaM peasibHbIA MUP, CKPbI-
TbIli 3a CTpeM/ieHneM K coBeplueHcTBy. C aHTporno-
NIOTMYeCcKomn TOUkK 3peHnsa eé doTtorpaduma — 370
He TOJIbKO OTKPOBEHWE O pe-MOAeNNPOBaHNN Tena,
HO ¥ aHa/n3 CoLManbHOW CTPYKTYPbl U KYAbTYPHOTO
kKoHTekcTa KOxxHon Kopen. OHa nokasbiBaeT coum-
aNlbHYIO CTPYKTYPY, B KOTOPOW HanpsxXeHne Mex-
AY VHANBUAYaNbHBIM M KONNEKTUBHbIM BblpaXkaeTca

yepes TeNo, 1 To, Kak B TakOM KOHTEKCTEe NPOMUCXO-
ANT NOMCK BanaHca MeXXAy MMYHOCTBIO U KYAbTYpPOA.

CavsaHwne nckycctsa ¢otorpadumm n aHTpoOnoao-
MW AaéT HaM rNyOuHY NOHMMAaHUS, BbIXOAALLYHO
3a paMKu TpagMLMOHHOro BuaeHua. Mpu Takom
B3anmooboraweHnn dotorpadus paccmatpuBa-
€TCs He TONbKO Kak BMJ UCKYCCTBA, HO U KaK MOLL-
HbIA MHCTPYMEHT A8 ryboKon nHTepnpetaymm
Yes0BeYeCcKOro Tena, UAEHTUYHOCTU U KYAbTy-
pbl. Teno B poTorpadmm — He NPOCTO OH6BEKT
ANs n3obpaxkeHns, oHO HecéT B cebe boraTtbli
KY/NbTYPHBIN N COLMANbHBIA CMbICA U CTaHOBUT-
Csl rNy60KO ANYHBIM CMMBOJIOM. Yepes npusmy
aHTPOMNOAOINKN UCKYCCTBO poTorpadbum nonyum-
/10 HOBYIO >XXWM3Hb, @ NpUCYLLMNE EMY KYNbTYpPHblE
N coumnanbHble KOHHOTaLMK CTann 6onee OTUET-
NVBbIMU. TAaKOW KOMMNAEKCHbIN MOAXO/ He TONbKO
OTKPbIBaeT HOBOE TBOPYECKOE U3MEPEHUNE ANA XY-
[OXHWKOB, HO 1 MO3BOJIET 3PUTENSAM NMOJYUYUTb
6osee 6oratbii U rNYH6OKMIA OMbIT BOCNPUATHUS,
npeepawas potorpadmio He NPOCTO B BU3yasb-
HOe yA0BOAbCTBUE, a B rybokoe ucciesoBaHmne
W pasmbillaeHne o KyabType 1 obuecTse.
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THE LEGACY AND DEVELOPMENT
OF CHINESE TRADITIONAL PAINTING
IN A MODERN PICTURE BOOK

Summary: Children’s picture books have developed
relatively maturely in Western countries, and Chinese
publishing houses have chosen imported children’s
picture books as their first choice for a long time. Re-
garding the development of the domestic children’s
picture book market, due to the short development
time, there are currently only a handful of children’s
books that truly integrate Chinese traditional culture,
and the connotation has not been truly inherited and
popularized, and the unique historical meaning has
not been truly reflected in the market. resonate in chil-
dren’s lives. As far as image design is concerned, due
to the influence of foreign children’s picture books,
domestic children’s picture books mostly focus on
natural expressions of objects and lack deep cultural
value and spiritual connotation. As a result, our coun-
try’s children’s picture books lack national character-
istics. Traditional Chinese painting is part of Chinese
cultural heritage and has a unique form of artistic
expression that can embody the connotation of Chi-
nese humanistic spirit. The integration of tradition-
al painting elements with modern children’s picture
book design not only shows the diversity of the chil-
dren’s world, but also reflects the cultural character-
istics and artistic styles of different nations.

When applying Chinese painting elements in the
design of children’s picture books, whether in terms of
formal language or philosophical spirit, blind applica-
tion must be avoided. Modern children’s picture book
design concepts should be followed, scientifically ab-
sorbed and flexibly applied Chinese painting elements
to create deep and refreshing works for readers. A chil-
dren’s picture book with Chinese elements. When cre-
ating picture books, we must also combine them with
current science and technology to make picture books
more nationally distinctive and modern in design, in
line with the development of today’s diversified era.

Based on the unique artistic characteristics of tra-
ditional Chinese painting — composition, pen and ink,
color, artistic conception and other elements, this arti-
cle discusses its application and embodiment in con-
temporary children’s picture books. It conducts research
and analysis on the works of outstanding contemporary
picture book creators, and summarizes The application
methods and principles of traditional Chinese painting
elements in the design of children’s picture books, and
explore the new development of traditional painting
elements in the creation of children’s picture books.

Keywords: traditional painting, national culture, pic-
ture book
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Il 1. Huang Gongwan. Hermitage in the Fuchun Mountains, fragment. Yuan era. Paper, ink. Imperial Palace Museum in Taipei.

Children'’s picture books integrate many subject ar-
eas such as literature, aesthetics, pedagogy, psychol-
ogy, and binding design. They are children’s cultural
enlightenment books for the purpose of “aesthet-
ic education.” They have transcended their function
of cognition of nature and society and have risen
to The height of cultural value and cultural mission
has become an indispensable formal language for
contemporary children’s education. The beauty of
traditional Chinese painting has gradually formed
a unique system after more than a thousand years
of development. Chinese painting has its own aes-
thetic ideals and forms of expression, which embody
China’'s unique ideological and cultural formation
formed in history. For traditional Chinese painting,
using children’s picture books as a medium is an op-
portunity for sustainable development, enrichment
and self-renewal. Through children’s picture books,
a more universal communication channel, the tradi-
tional Chinese painting can convey the values of the
Chinese nation. The basic value concept is to carry
forward China’s excellent culture in modern culture
and interpret and extend the national character of
the Chinese nation in a more diversified manner. In
today's global context, it is of great significance to
reconstruct its modern value.

1. Artistic characteristics of traditional Chi-
nese painting

1.1 Artistic characteristics of Chinese paint-
ing composition

The “composition” of Chinese painting is called

"nou

"operating position”, “layout”, etc. in the context
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of ancient Chinese painting. The overall design of
the picture includes many composition rules such
as guest and host, momentum, virtual reality, and
white space, which embodies the important aes-
thetic rules of Chinese painting. The composition
of Chinese paintings adopts the scatter-point per-
spective painting method. The painter’s perspec-
tive in the picture is constantly moving, so that the
entire picture has multiple perspectives, and each
perspective forms a local perspective relationship.
Ancient Chinese landscape painters were accustomed
to remembering the scenery they saw while trav-
eling and then painting it silently. Therefore, Chi-
nese painting rearranges objects in different time
and space according to the painter's subjective feel-
ings, constructing a kind of time and space in the
painter's mind. Realm, forming its own unique aes-
thetic system.

The composition of Chinese painting is not only
the presentation of the subject matter, but also the
product of the combination of ancient Chinese phil-
osophical thoughts such as Confucianism, Taoism,
and Zen in traditional Chinese culture. It is the ex-
pression of the ideological concepts and cultivat-
ed sentiments of Chinese painters. The space of
Chinese painting is something formed through as-
sociation and imagination. “Blank space” is one of
the unique expression techniques of Chinese paint-
ing. It is an important method to create the "artistic
conception” of Chinese painting and an indispensa-
ble factor in the formal beauty of the picture. White
space is closely related to other factors. Without

white space, the artistic charm of Chinese paint-
ing will be lost. The horizontal expansion of Huang
Gongwang's "Dwelling in Fuchun Mountains” (Fig-
ure 1) allows the landscape of Fuchun Mountain and
the human visual point to be in a horizontal bal-
ance, broadening people’s sight., when viewing, the
human visual point is presented in a panning man-
ner, with multiple perspectives appearing, allowing
the entire picture to show a very unique sense of
hierarchy. The layers of mountains and rocks in the
painting are rich and varied, and the painting tech-
nigue of mixed shades is used to express an atmos-
phere that combines virtuality and reality. Among
them, the painter uses light ink to highlight a hazy
and misty scene of the mountains, and the varying
proportions of white space add to the composi-
tion. The breathing rhythm shows a sense of ethe-
real vastness.

1.2 Artistic characteristics of Chinese brush-
work

Brushwork is a technique of Chinese painting
and the most unique language of Chinese paint-
ing. Among Chinese painting techniques, the most
important thing is “using the brush” because ink
comes out of the brush. When painting, the pen has
changes in thickness, speed, pauses, turns, squares
and circles. Different brushwork will produce differ-
ent line characteristics. There are also changes in a
line, which refers to the ups and downs in the hand-
writing. The ancients summarized eighteen methods
of drawing lines, which is a summary of the experi-
ence of using brushes in Chinese painting.

“Conversation under the Shade” (Picture 2) paint-
ed by Wen Zhengming in the Ming Dynasty is a rep-
resentative work of his delicate painting techniques
in his later years. His brushwork is delicate and pow-
erful, and each stroke is highly refined, with more
emphasis on simplicity, so that the lines show cal-
ligraphy. mean. The brushwork in this painting is
delicate, and the interspersed outlines of trees and
rocks are very rigorous, without any redundancy or
hesitation. The brushwork has its own elegant and
beautiful style, which is the outstanding feature of
Wen Zhengming's delicate painting method.

1.3 Color artistic characteristics of Chinese
painting

Judging from the development of color in Chi-
nese painting, in different periods, the use and ex-
pression of color show different characteristics. There
are two situations in the use of color: one is mainly
color painting, which emphasizes that color should
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Ill. 2. Wen Zhengming. Conversation in the shade of trees,
fragment. Ming era Paper, ink. 131.8x32 cm.
Museum of the Forbidden City
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Ill. 4. Wang Ximeng. Mountains and water for a thousand miles, excerpt. Epoch Northern Sun.

not be affected by light color and environmental
color. Influence, it pays attention to the similarity
and decorative effect of colors, which can be divid-
ed into meticulous heavy colors and freehand light
colors; the second is ink painting, which is famous
for pen and ink, and the use of color pays more at-
tention to the creation of artistic conception.

The colors of Chinese paintings are highly dec-
orative. The aesthetic principles and expressions of
colors are often the result of the painter's refinement
and exaggeration of natural colors, and are deter-
mined by the painter’'s thoughts, emotions and sub-
jective consciousness. This kind of decorative color
often expresses the painter’'s personality pursuit and
aesthetic ideal. At the same time, the artistic style
of line modeling determines that Chinese paintings
mostly use flat techniques for color processing. The
changes in color composition between objects and
the contrast of hue, brightness, and purity make the
picture appear highly decorative.

Based on the analysis of dyeing paintings, Chi-
nese paintings are also divided into meticulous and
heavy colors and ink and light colors in laying colors.
Chongcai is bright and elegant, exquisite and neat,
and rich in decorative effect. “A Thousand Miles of
Rivers and Mountains” (Picture 3) by the Northern
Song Dynasty painter Wang Ximeng is a represent-
ative example of green landscapes. In the painting,
the mountains and rocks are first outlined in ink, and
then the tops of the mountains are dyed with azur-
ite green. The overall color is neat and clear, and is
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Paint on silk. Museum of the Forbidden City

added to the green. The ocher color fully displays
the near and far, the virtual and the real through
the contrast of color brightness and purity, showing
a distinct decorative nature; light colors mainly use
more transparent plant colors, and the light colors
have clear lines, bright colors, fresh and elegant ef-

Il 3. Yun Shouping. Begonia in autumn. Qing era. Silk, paints.
42x60 cm. Collection of the Shanghai Museum.

fects. One of the painters who skillfully used light
colors was Yun Shouping of the Qing Dynasty. In
his “Begonia” (Picture 4), the delicate red fruits are
dyed layer by layer, while the leaves are a wanton
blend of color and water. It combines the charac-
teristics of gongbi painting and freehand painting.
The brushstrokes are agile and are revealed through
the use of water, color and pink. Blank, bright colors,
delicate and elegant instead of rich and gorgeous
painting style characteristics.

Based on the analysis of ink painting, ink paint-
ing was developed under the influence of Chinese
philosophical thoughts and humanistic aesthetic
concepts. Ancient Chinese painters divided ink into
five colors by blending it with water, and reflected
changes in the picture levels through changes in the
shades of ink. Due to the differences between ink
and rice paper, It blends and penetrates, and is good
at expressing the characteristics of objects that are
similar but not similar, that is, “imagery”. This kind
of image effect can make people have rich reverie,
which is in line with the aesthetic ideal of "Chinese
painting pays attention to artistic conception”. The
work “Autumn Peaches” (Picture 5) by Zhu Da (Bada
Shanren) in the Qing Dynasty uses water control to
produce richer changes in ink. In this picture, the
texture of the stone on the right is achieved through
different levels of ink halo. Yes, the stone feels solid
and round. The two branches of peaches use differ-
ent inks such as thick, light, dry and wet to create
rich expressiveness. The old branches use light and
dry ink, and the new branches use thick and heavy
ink. Through the new branches and old trunks, The
contrast describes the vitality of new branches, and
the contrast between thick and light ink reflects the
front and back of the leaves.

1.4 Artistic characteristics of Chinese paint-
ing artistic conception

The aesthetics of Chinese painting revolve around
the philosophical ideas of Tacism and Zen. Taoism
emphasizes yin and yang and interprets the chang-
es in all things in the world. Chinese painting em-
bodies “artistic conception”. Through black ink and
white paper, the contrast between the tangible and
the intangible leaves room for imagination in the
picture. Zhang Shi of the Qing Dynasty said in “Hua
Tan": "Blank space is not white paper, blank space is
painting.” White cloth can expand the artistic con-
ception of the picture and form an extended asso-
ciation of visual images. It is both intangible and
tangible. When describing an object, the painter

Il 5. Zhu Da. Peach in autumn. Vertical scroll. Qing era.
104x38.5 cm. Private collection.

must achieve a realistic state on the basis of depict-
ing the appearance of the object. This is not limit-
ed to simple and truthful descriptions of objects,
but includes the painter’s process from perceptual
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Il 6. Xia Gai. Mountains and streams. Paper, ink. The era of the Southern Sun.

understanding to rational understanding, and then
from rational understanding to complete artistic
expression. It is more highly summarized than the
original objects in life and pays more attention to
spiritual essence. performance, thereby achieving
expressiveness. White space is an important way
to create artistic conception and a perfect embod-
iment of the formal beauty of Chinese painting. It
leaves room for imagination and myriad images in
the work. The creation and appreciation of Chinese
paintings both pay attention to “gi". In ancient Chi-
nese painting theory, “qiyun” is an important cri-
terion for evaluating works. Xie He, the painting
theorist of the Southern and Northern Dynasties,
mentioned the important rule “vivid charm” in his
book “Six Methods”, that is, there must be “vivid
charm” in the picture before it can become vivid.
This "charm” and "artistic conception” are most-
ly achieved by techniques such as blank space and
momentum in the picture. Xia Gui's “Streams and
Mountains Scenery” of the Song Dynasty arranges
the scenery in a composition with virtual top and
solid bottom. The depicted hillsides, boulders, river
banks, trees, bridges, etc. are all concentrated in the
lower part of the picture. The scenery of the picture
appears broad and gives people a sense of climbing
up. The feeling of looking down. In the upper half
of the painting, distant mountains are represented
with light brushwork, leaving a large blank space
to represent rivers, smoke and clouds. The process-
ing of sparse and dense relationships throughout
the picture creates a relaxed and strong sense of
rhythm, creating a unique artistic conception.

2 Characteristics of children’s picture books

2.1 The contemporary nature of children’s pic-
ture books

Modern children’s picture books are an interac-
tive art form of pictures and text. It embodies the
knowledge achievements of modern science and
technology, children’s education, cultural under-
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46.5x889.1 cm. Imperial Palace Museum in Taipei

takings and the development of art concepts. It re-
flects the independent personality of the artist and
the aesthetic spirit of the times, and is more pleas-
ant. Modern quality of visual perception and inter-
national circulation.

Popularity of mass communication. New media
has changed the channels for the circulation of pic-
ture books. A large amount of information comes
from the Internet and is disseminated through infor-
mation platforms such as mobile phones, comput-
ers, and e-books. With the emphasis on education,
children’s picture books are increasingly dissemi-
nated among the public.

The orientation of narrative content. The crea-
tion and development of children’s picture books
are inseparable from its cognitive attributes. Wheth-
er it is educational function or aesthetic needs, it
is a medium for children’s cognition. An excellent
children’s picture book can help children recog-
nize their own emotions, social life, moral culture,
and beauty and creation through narrative content.

2.2 Accept the uniqueness of the group

Children’s picture books are books specially de-
signed for children to read. Picture books are de-
signed for children. They are child-centered and are
created in accordance with the characteristics of
children’s physical and mental development. Chil-
dren’s needs are the source of picture book crea-
tion, which requires creators to respect children’s
physical and mental development characteristics
and understand children’s needs. The reading of
children’s picture books should become more and
more diversified with the development of the times.
The child-centered way of conveying information
can make it easier for children to accept the con-
notations conveyed by picture books.

2.3 The particularity of the relationship be-
tween images and texts

As a unique book art form whose layout is dom-
inated by images, one of the important features of
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Il 7. Lai Ma. Early in the morning. China, Taiwan. Qingzi Tianxia Publishing House. 2016.

picture books is that they combine two symbol sys-
tems, images and text, to jointly express content.
Perry Nodelman believes that pictures and words
convey different messages in different ways. Text
covers the narrative of time, while pictures cover the
narrative of space!™.A good relationship between
pictures and text not only fills the gaps between
each other, but also leaves blank space, allowing
readers room to participate in their imagination.

3 The integration of traditional Chinese paint-
ing and children’s picture books

3.1 Application of traditional Chinese paint-
ing elements in image narrative

This section analyzes the composition, pen and
ink, color and artistic conception of traditional Chi-
nese painting. It does not just apply the paradigm
and rules of traditional painting, but uses the visual
language of traditional painting to achieve the spir-
it of narrative content based on the development
characteristics of children. comminicate.

3.1.1 The design of composition shapes the
structural beauty of picture books

A strong picture composition will further strength-
en the effect of storytelling, so the creator needs to
analyze the layout of the picture through continuous
sketching to better attract readers. Analyzing the com-
positional characteristics of Chinese paintings, scatter
perspective is used. The ability of Chinese landscape
paintings to express the vast realm is precisely the

T[] Nodelman, P.The joys of children’s literature. /Perry Nodelman. —
Taipei: Tianwei Wenhua Tushu Publishing House LLC, 2009. —
331 p.

result of the use of this unique perspective method.
According to Piaget’s theory of cognitive develop-
ment stages, preschool children are in the preopera-
tional stage, with weak three-dimensional awareness
and incomplete understanding of spatial concepts.
What they can most intuitively feel is what they actu-
ally see, and it is easier to Scanning the entire image
can help children understand the narrative.

For example, the works of Lai Ma, a popular Tai-
wanese children’s picture book artist, like to use scatter
perspective painting method to construct panoramic
scenes, depicting many characters and scenes across
two pages so that readers can clearly see them. Nar-
rative structure and understanding plot development.
Although “Early Day"” (Picture 7) does not use brush
and ink techniques, it studies the performance char-
acteristics of traditional Chinese landscape paint-
ings in terms of composition, and uses bright and
rich colors. The roads extending in all directions in
the picture extend separately, and the overall view
seems to be from a horizontal perspective., but there
are mountains on the left and right, the roofs of the
houses are clearly visible, and the moving cars have
no perspective relationship. This is the painter using
scattered perspective to present the proportion and
perspective relationships in the painting according
to his own perspective, just for Showing the full view
of the town when the sun rises.

3.1.2 The use of pen and ink enhances the
visual expression of picture books

In the context of the age of images, children are
accustomed to realistic images. The use of brush
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and ink in traditional Chinese paintings creates a
strong sense of contrast and stimulates children’s
alternative feelings.

Traditional Chinese painting focuses on the
movement of lines, using lines to outline the out-
lines of objects. It is flexible and changeable, com-
bining hardness and softness. When using ink, it
has rich layers, either freely or carefully, present-
ing a vivid and concise visual effect. The objects
expressed using the brushwork techniques of Chi-
nese painting are vivid and lively. In terms of the
use of ink colors, Chinese painting inks are mixed
with water in different shades and combined with
special brushstrokes to produce rich layers and
unique texture effects on rice paper, which is more
suitable for expressing poetry and artistic concep-
tion. The image of white paper and black ink forms
a visual representation of virtuality and reality, con-
taining changes. The recipients can get a beauti-
ful re-creation imagination and easily understand
the ideological connotation of Chinese philoso-
phy and culture. However, given that children are
more sensitive to color perception, children’s pic-
ture books with pure ink effects require a certain
amount of interpretation ability.

“Plum Rain Monster” (Picture 8) by Chinese chil-
dren’s picture book artist Xiong Liang is a work that
explores adversity and the dark side. The artist be-
lieves that the language form of ink painting can
more easily express the connotation of the picture
book. In the depiction of rain, Xiong Liang uses
large strokes to break down the meaning of the
picture book. The sharp strokes of the pen quick-
ly sweep out the raindrops and float down, depict-
ing the humid plum rain season in southern China.
The water vapor-filled environment dyed by ink and
ink almost runs through the entire picture book,
but on the last page, only line drawings are used.
The method simply outlines various objects, which
is clean and refreshing. The upper right side is the
only light color in the whole picture book, half of
the orange sun, the sky is clear.

Traditional Chinese aesthetics are implicit. Har-
uki Murakami once said: Literature does not tell you
what this is and what it is. Literature is about creat-
ing a world so that different people can understand
the culture in different fields, but there are some
things in between. Connected to you. This is how
the artist connects China’s cultural heritage through
the unique traditional Chinese painting language of
the picture book “Plum Rain Monster”.
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Ill. 8. Xiong Liang. Monster of plum rains. China.
Tianjin Renmin Publishing House. 2016.
Paint on silk. Museum of the Forbidden City

3.1.3 The use of colors enriches the aesthet-
ic appeal of picture books

Taking into account the physical and mental de-
velopment characteristics of children, preschool chil-
dren prefer brightly colored images, so pure black
and white ink paintings are not easy to resonate
with children. When using traditional painting ex-
pressions in children’s picture book design, color
factors need to be taken into consideration and
rendering designs should be used. Colors, espe-
cially the flat decorative nature of Chinese painting
colors, are used in children’s picture books, which
will make creations pay more attention to the cor-
relation between graphics and graphics, as well as
graphics and text, and convey story information to
children with clear design language, to achieve the
maximum benefit of reading.

Mr.Yang Yongqging, an early Chinese children'’s
illustration artist and educator, enjoys a high repu-
tation in the Chinese children’s art circle. His work
“Ma Liang, the Magic Brush” (Figure 9) is one of his
representative works. The pen and ink and colors
cooperate with each other, not only taking into ac-
count Children’s receptive ability also greatly high-
lights the artistic expression of Chinese painting.
Mr.Yang Yongging is good at meticulous painting,
using lines to shape the objects that are concise and
smart. In terms of color, he extracts the traditional
green landscape coloring method, using cyan, cin-
nabar, etc. Traditional Chinese colors are laid out in
a meticulous and heavy-color way, achieving a gor-
geous and atmospheric visual effect. Xiong Liang,

Il 9. Yang Yongqing. Ma Liang and the magic brush. Zhongguo Shaonyan Ertong Publishing House. 1983.

a Chinese children'’s picture book painter, inherit-
ed the painting style of Chinese painting. His work
“Walking with the Wind" (Figure 10) uses line draw-
ing and light ink outlines in brushwork. The loom-
ing objects are distinguished, and Xiong's colors
are different. Liang is good at using the smudge
method. The content of this book is about the wind
and the elves. It is full of poetry. The overall color
is mainly green, giving people a fresh and elegant
feeling. Different shades of green are used to show
the wind. Different forms, gently and whistling, use
the unique artistic conception creation method of
traditional Chinese painting to connect people with
nature and culture.

3.1.4 The creation of artistic conception re-
flects the emotional expression of picture books

The artistic conception of Chinese painting is the
painter's own aesthetic thoughts and tastes inte-
grated into it. The artistic conception not only em-
bodies the harmonious and perfect unity of form
and spirit, reality and reality, density, movement and
stillness, but also is the painter’s highly artistic pro-
cessing of natural objects. The artistic conception
of Chinese painting mainly reflects the blending of
scenes and the coexistence of reality and reality in
the design of children’s picture books. The “blank”
processing technique in Chinese paintings plays a
great role in creating the atmosphere in the design
of children’s picture books.

Chinese picture book painter Cai Gao's work “The
Story of Peach Blossom Spring” (Figure 11) fully ex-
presses the aesthetic ideas of traditional Chinese

painting in her writing, using typical landscape paint-
ing compositions. Her works are full of the “spirit”
of Chinese painting, and the whole book integrates
The artistic conception of Chinese landscape paint-
ing presents scenes of life and settlement in har-
mony between man and nature — a boat drifting
in the vast mountains and rivers, leaving large ar-
eas of white space, giving it a hazy poetic feeling
like mist. She painted green and light pink peach
trees on both sides of the bank. All over the place,
fishermen are boating up the white stream, and
farmers are working in the rich fields. Mountains,
rocks, bridges, water, grass, trees, and people are
all full of vitality in Cai Gao's paintings. Through
the painter’s pen, readers can visit the ideal place
that countless people have longed for for thou-
sands of years. Different from the human-centered
perspective in most Western figure and landscape
paintings, the figures in “Peach Blossom Spring” are
integrated with the natural landscape. This artistic
conception is similar to the treatment of figures in
Chinese landscape paintings, and the painter’s use
of blank space The composition and composition
are used with ease, revealing the oriental mood of
“freedom and leisure”.

3.2 The law of children’s physical and mental
development is the principle of using tradition-
al Chinese painting in children’s picture books

The application of traditional Chinese painting
elements to the design of children’s picture books
must follow the laws of children’s physical and men-
tal development. When using traditional painting

105



language, it must be “transformed” according to the
narrative content. While designing unique Chinese
painting artistic connotations and aesthetic charac-
teristics, it must also make the visual The images be-
come narrative content that children can understand.

3.2.1 General principles of respecting chil-
dren’s nature

Children are a special independent group. According
to the cognitive development theory of psychologist
Piaget, preschool children belong to the preopera-
tional stage. In this stage, children develop symbolic
representation schemas through language, imitation,
imagination, symbolic play and symbolic painting. Re-
lying on symbolic formats to perform “representation-
al thinking” in the mind, this stage is also called the
stage of representational thinking. Children can use
representational and symbolic thinking, that is, chil-
dren can use one thing to represent or characterize
other things to describe the external world. According
to Ron Field’s theory of children’s painting develop-
ment stages, preschool children are in the early stage
of stylization and can make general and general inter-
pretations of representational diagrams. This requires
that the image expression in children’s picture books
does not need to be complicated. Children’s under-
standing of space and perspective is not strong at this
stage of development. The role of picture books is to
help children recognize and build basic aesthetic lit-
eracy. Guidance is the main focus, so using general
and simple schemas in painting processing is more
likely to attract children’s attention.

The painting style of Japanese painter Miyanishi
Tatsuya uses minimalist lines, summarized graphics,
and flat colors as visual symbols for image narra-
tive. His works have been loved by children all over
the world precisely because he uses children’s Cre-
ate picture books from different angles. "You Look
Tasty” (Picture 12) uses thick lines to depict the out-
line of the object and solid color filling. The image
composition language is simple and clear. Children
can easily understand the content when reading, and
they can focus more on the continued development
of the story. The Chinese children'’s picture book “A
Garden of Green Vegetables Becomes a Spirit” (Pic-
ture 13) inherits the artistic characteristics of tradi-
tional Chinese painting and uses freehand painting
techniques, which seems to be inherited from Xu
Wei and Qi Baishi. The thickness of the lines is flex-
ible and powerful, and it seems to have a soft and
tactile feel. Hard, the use of "accumulated ink” and
“splashed ink” in coloring allows readers to experi-
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ence not only the visual effects, but also the rhythm
of the picture, the noise and silence in the ears, and
even the body can experience the advancement and
retreat of each character., urgent, presenting a live-
ly vegetable battle like Peking opera.

3.2.2 Interesting principles to stimulate chil-
dren’s interest

The development of attention is an important as-
pect of children’s psychological development. The
level of attention development directly affects the
effectiveness of children’s cognitive activities. Inter-
est is a subjective condition that arouses attention.
When designing picture books, so that children can
concentrate on reading picture books, it is neces-
sary to take into account the principle of fun and
form an ever-changing relationship between pic-
tures and text, a humorous style of painting, and
a bold and bizarre style. Fantasy, bizarre storylines,
and continuous surprises hidden between turning
pages, etc. Pleasant experience is the biggest mo-
tivation for children to read. In narratives based on
visual language, painters need to enable readers to
search for interesting details in the picture, capture
the extended context of the story, speculate on the
implication of the picture, wander between pictures
and texts, and shuttle between reality and fantasy.
Use strong visual tension to build a ladder leading
to fun for children.

The picture book “The Best Archer in the World”
(Picture 14) is adapted from a Chinese folk tale. The
humorous and absurd plot of “confusing the fake
with the real” is a plot that children like very much.
The artist drew on the gongbi horse painting meth-
od of the Tang Dynasty. He used line drawing, con-
cise brushwork and exaggerated shapes to enlarge
the characteristics of the horse and give it expres-
sion, making the figure more unique. He also drew
on the characteristics of figure painting in the Tang
Dynasty, with a plump body., the lines on the out-
line are slender. After processing with subjective in-
tention, the characters have blue skin. Multi-layer
blending is used to produce mottled and rich colors,
which adds to the national character of the story.
The dull and clumsy characters with square heads
and the round and flexible horses are The painter
creates a more interesting way of expression, and
children will be attracted by this unique visual lan-
guage when reading.

Conclusions

As China’s unique cultural form and artistic
achievement, traditional Chinese painting is one

of the ways to understand China’s rich cultural con-
notations. Its uniqueness and practicality have the
advantage of being integrated into original Chinese
children’s picture books. Culture is an important
foundation for maintaining the unity and stabili-
ty of a country or a nation. In the context of glo-
balization, it is of great practical significance to use
picture books as a medium to cultivate children’s
sense of cultural belonging. As future cultural sub-
jects, in addition to understanding the diverse world

structure, children should have a high degree of
identification with the traditional culture of their
own nation and gain a sense of cultural belonging.
Through children’s picture books, we integrate the
excellent traditional culture of the nation into it, ex-
pand the spiritual influence and cohesion of tradi-
tional culture, establish core values and concepts
from early childhood education, and cultivate chil-
dren’s national cultural cognition and diverse aes-
thetic awareness.
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HACNEAWE N PA3BUTUE
KNTANCKOW TPAANLIMOHHOW XMBOMUCK
B COBPEMEHHOW KHWXKE-KAPTUHKE

AHHomayusa: Ha 3anage HAyCcTpus AeTCKUX KHUXeK-
KapTUHOK — BoJsiee 3penas, u LONTOe BpPeMs KUTal-
CKWe n3gaTtenv oTgaBanuv npejnoyTeHme 3apy6exHbim
KHMXKaM-KapTUHKaM. YTo KacaeTcs KMTacKoro pbiHKa
N Pa3BUTUSA KHUXKN-KAPTUHKWN B paMKax TPagULMOHHOW
KynbTypbl KnTas, TO Hauanocb OHO CPaBHUTENIBHO MO3AHO,
M Ha HaCTOALLMIA MOMEHT €CTb BCETO HECKO/IbKO KHUMXEeK-
KapTUHOK, B KOTOPbIX UCMOb3YOTCA 31€MEHTbI KUTal-
CKOW TPaAWLMOHHOW KybTypbl Kak GOpManbHO, Tak U No
CofepPXKaHWIO; KYyNbTYPHbIE Y UCTOPUYECKUE CMBIC/bI HE
nepeAaroTCs, He NMOMyAAPU3YHOTCA U HE HAaXOAAT peab-
HOrO OTKAMKA B XXW3HW KUTaNCKUX aeTei. Mo rpadpuye-
CKOMY AW3alHy BUAHO, YTO MOJ BAUAHMNEM 3apy6exHOM
KHUXKN-KapPTUHKM KUTaCKMe KHUXKKM-KaPTUHKIN Takxke
NpPeuMyLLeCTBEHHO ONMUPAKOTCA Ha HaTypasncTMyeckoe
n3obpaxkeHvne NpesMeToB 1 NepcoHaxen, n He obna-
AatoT ryBOKMMUN JYXOBHBIMU CMbICAAMU U KYAbTYPHOW
LEHHOCTbLIO W, KaK CeACTBUE, NLWEHbI HAaLMOHabHOTo
cBoeobpazusa. Kutanckas TpaguLMoHHas X1BONMCcb —
3TO YacTb KyJAbTYypHOTo Hacneauns Kutas, obnagatowas
YHUKaNbHbIMW CPeACTBAMU XY0XKECTBEHHOW Bbipasu-
TENILHOCTU M CNOCOBHan OTpaxkaTb JyXOBHOe coAepiKa-
HWe KMTaWCKOW KynbTypbl. Icnonb3oBaHMe 31eMEHTOB
TPaAWLMOHHO XMBOMUCK B AN3aiiHe AETCKOW KHUXKU-
KapTUHKM NO3BOJAET NoKa3aTb PebEHKY He TOoNbKO pas-
Hoobpasune MUpa, HO 1 XyA0XKEeCTBEHHbIE OCOBEHHOCTU
KyNbTypbl pa3HbIX HAPOAOB.
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Obnagpatoliee rnybuHoOm, OCMbICIEHHOE TBOPYECTBO
NMO3BOJIUT CO3ZaBaTb KHUXKN-KaPTUHKK, KOTOPbIe 3HaKO-
MAT YnTaTeNEN C YyAOM KUTANCKOW KyabTypsbl. cnonb-
30BaHMe 3/IEMEHTOB 20Xya B AM3aiiHe KHUXKEK-KapTUHOK,
6yab TO GOpMasbHbIN A3bIK UK GUAOCODCKOE, yXOBHOE
cofepXaHue, He JOMKHO ObITb 6e34yMHbIM, HO JOMKHO
OPWEHTMPOBATLCA Ha COBPEMEHHbIE KOHLEMNLMW An3aitHa,
HayuHbl1 noaxos. Kpome Toro, npu co3saHum KHUXEK-
KapTUHOK HY>XHO MCMOJ/Ib30BaTb NOCAEAHME AOCTUXKEHNSA
HayKu v TexHuku. Torga ol ByayT obnagatb U HaLuMOHab-
HbIM KOJIOPUTOM, U COBPEMEHHbIM AN3aHOM, YCNELIHO
pa3BuUBaACh B Hallle Bpems KyJbTypHOro MHOroobpasus.

OCHOBbIBasCb Ha YHWKabHbIX XYA0XeCTBEHHbIX OCOBeH-
HOCTSIX TPaANLIMOHHOM KUTAMCKOMN XMBOMMUCU — KOMMO3ULMK,
NCMOb30BaHWM Mepa U YepHWA, LBETA, XyA0XKECTBEHHOMW
KOHULEMNLMN N APYrX 3/IEMEHTOB, B CTaTbe 0BCyXXAaeTcs
€€ 1Cnosib30BaHWe N BOMJIOLLEHME B COBPEMEHHbIX AET-
CKMX KHUXKaX € KapTUHKamu. MNocpeacTBoM UccaeoBaHus
W aHain3a paboT BbIAAOLLMXCSA COBPEMEHHbIX co3saTenel
KHMXEK C KapTUHKaM1 0606LLatoTcs MeToAbl MPUMEHEHNS
W NPUHLMMBI UCMONb30BaHUS 3N1EMEHTOB TPaAULNOHHOW
KUTaNCKOM XMBOMUCK B AN3aliHE AETCKUX KHUXEK C Kap-
TVHKaMV 1 06CYy>KAAeTCs HOBOE pa3BUTHE NEMEHTOB Tpa-
AMUMOHHON XUBOMWCK B AM3aiHE COBPEMEHHOW AEeTCKON
KHUXKM-KapTUHKW.

Knroyessle c08a: mpaduyuoHHas Xugonuce, Hayuo-
HAbHAs Ky1bmypa, KHUXKA-KapmuHKa

[leTckne KHUXKM-KapTUHKN — 3TO AeTcKas Kyb-
TYPHO-NPOCBETUTENbCKAsA AUTEpaTypa, KOTopas CO3-
[AETCA B LeNaX «3CTeTUYECKOro BOCMUTAHNSA» U CY-
LLEeCTBYET Ha NepeceyeHnn MHOXECTBa ANCLIUIMNH,
TakuX Kak auTepaTypa, 3CTeTMKa, Nesarormka, Ncuxo-
noruvs, rpadunyecknii ansanH u 1. 4. KHnkka-kapTMHKa
y>e BblLL/Ia 3a Npejesibl CBOeN eCTeCTBEHHOW U CO-
umnanbHon ¢oyHKumn. OHa Nprobpena KyabTypHYHO
LLEHHOCTb U KYAbTYPHYO MUCCUIO U cTana dopmarb-
HbIM 13bIKOM COBPEMEHHOIO JETCKOro 06pa3oBaHus,
6€e3 KOTOPOro OHO He MOXeT 0bonTuch. Tpaanun-
OHHaA KMTaWckas XMBoNuUck, eoxya ([E H), Bobpa-
Na B cebs onbIT 60s1€e YUeM TbiCAUENETHEN NCTOPUN
CBOEro CTaHOBJIEHWS, CO BpeMEHEM OPOPMUBLLUCH
KaK He3aBMCMMas CUCTEMA CO CBOMMM 3CTETUUECKM-
MW naeanamm u CPeAcTBaMm XyA0XKeCTBEHHON Bbl-
Pa3snTENbHOCTY, OTpaxkaroLLas MCKOHHO KUTalckme
KyAbTypHO-duaocodpckme npescraBaeHns.

[ns XnBonucm 2oxya Ncrnonb3oBaHMe KHUXKN-
KapTWUHKW KakK CBOEro HOCUTEN — 3TO BO3MOXHOCTb
YCTOMUMBOTO pa3BuTUA, oboralleHns Tpaguumm,
0bHoBAEeHMsA. KHUXKa-KapTUHKa aBaseTcs bonee
YHVBEPCaNbHbIM U OBLLENOHATHBIM CPEACTBOM KOM-
MYHMKaLWKM, a CpeacTBa BblpasnTeNbHOCTU K1Tal-
CKOWN TPaANLMNOHHOW XXMBOMMUCU XOPOLLO MOAXOAAT
ANS TpaHCauMm 6a30BbIX KUTAaNCKMX HaLMOHa b-
HbIX LIeHHOCTEN. B KoHTekcTe rnobanmsaumnm nx oos-
eIMHEHNE TakMM 06pa3oM MMeeT KooccasibHOe
3HaueHuWe A/ pacnpocTpaHeHuns boraTcTBa KuTam-
CKOW KyNbTYpPbl Y YTBEPXAEHUA €€ HaLMOHaNbHOTo
MHOroob6pasus, BOCCTaHOBAEHUS €€ LIeHHOCTU AN
COBPEMEHHOW Ky/bTypbl, 60/1e€ MHOTOrPaHHOW WH-
TeprnpeTauum n pasBuUTms.

1. XymoxxecTBeHHas cneuuduka kaaccmue-
CKOI KMTaWCKOM )XMBONUCKU

1.1. Xyao>xecTBeHHble 0CO6eHHOCTU KOMMO-
3ULUKM B 20Xya

B kf1accnueckmnx KUTaMCKmMX TeKCTax, MOCBALLEHHbIX
SKMBOMUCK, «KOMMO3ULMS» OMUCLIBAETCS Yepes CI0BO
«KOMTMOHOBKa» (KUT. % [5j, 6yy3+0) 1 BbipaxKeHWe «Co-
OTBETCTBME PACMONIONKEHUNIO Belen» (KuT. XERE,
Y3UHBUH 83U4YXU — OAUH M3 Wwectn dyHaaMeH-
Ta/bHbIX 3aKOHOB XxumBonucy Ce X3). CywecTBoBano
MHOXECTBO MPUHLMMOB NMOCTPOEHUS KOMMO3NLUN —
COOTHOLLEHWNSA T1aBHOrO Y BTOPUYHOTO (KMT. =+
O6UHBYXKY, LOC/. «FTOCTb U XO35IMH»), CO34aHus CTPYK-
Typbl (KWT. & y3aowu), COOTHOLWEHMA NYCTOrO
1 3aM0JIHEHHOTO (KUT.FESE croliwiu), HaMepeHHOro
OCTaB/IEHUS HE3aMOJIHEHHBIX MPOCTPAHCTB Ha KapTu-
He (kuT. 1t06ali B8 H). 9T KOMNO3NLMOHHbIE NPUH-
LMMbl OTPaXkatoT 3CTeTUYECKME 3aKOHbI KUTAaNCKOM

xusonwucu. B 2oxya ncnonb3yertca paccesHHas nep-
CMeKTMBa, MPW KOTOPOW Touka 0630pa OKa3biBaeT-
€S NOABUWXXHON: Ha OAHOW U TOW Xe KapTUHe AaéTtcs
Cpa3y Hecko/bko pakypcoB. Kak cneactsue, B OT-
AeNbHbIX €€ GparmMeHTax CyLLLecTBYHOT COBCTBEHHbIE
JIOKa/bHble NPOCTPAHCTBEHHbIE OTHOLLEHUSA, HO NPW
ABV>KEHWUW rNa3a oT OAHOro GparMeHTa K Apyromy
nepcnekTuBa MeHseTcs. [elri3axmcTbl Knaccmyeckoro
Kutas nucanm cBov KapTWHbI MO NamMATH, 6e3mons-
HO BOObpaas 1 nepeHoCcs Ha NOBEPXHOCTb 3HAKO-
Mbl€ MM BUAbI MECTHOCTYM, NO KOTOPOW OHW paHblue
nporyavBanncb. [03TOMy B KapTUHax 20xya npes-
MeTbl NPeACTaBAsAINCE U KOMMOHOBAAUCH B Pa3HOM
BPEeMEHMU 1 NPOCTPaHCTBE, B COOTBETCTBUM C CyOb-
€KTUBHbIMW OLLYLLEHUAMWN XYAOXKHMKA, YTO cOo3ja-
BaJlo CBOEro pofa NpocCTPaHCTBEHHO-BPEMEHHOM
KOHTMHYYM, NOPOXAEHHbIA BOOHPaKEHNEM XyL0XK-
HuKa. 3To obycnaBaMBaeT CaMObBbITHOCTb 3CTETUYE-
CKOW cncTeMbl, CGOPMUPOBaAHHOM 20Xya.

B 2oxya komno3numa — 310 He Tonbko dop-
MafibHbIN CNOCO6 packpbITUA TEMbI MPOU3BEAEHNS,
HO W NPOAYKT KMTaMCKOW KAaccmyeckon puioco-
dun n KynbTypbl — KOHbYLMAHCTBA, faocn3ma
1 YaHb-byaAM3Ma; 3TO CPEACTBO BblpaXeHWs npea-
CTaBJEHUI, MOPasbHO-3TUYECKMX MPUHLUMNOB Xy-
BOXHUKa. [POCTPaHCTBO B KNACCUYECKOW KUTAMCKOWM
>KMBOMUCU — 3TO HEYTO, CO3/aBaeMoe Yepes acco-
LMaTUBHbIE psifbl U BOOBpaXxeHne XyaoxXHMKa. Tak,
06s3aTe/IbHbIM 31eMeHTOM GOPManbHON KPacoTbl
KapTUHbI B 20Xyd ABAAETCA TaKOe YHUKabHOE Cpej-
CTBO XYAOXECTBEHHOTO BbIPaXXeHUS, KakK NPUEM J1to-
6ati (kut. B8 8, pocn. «octaBieHne 6en10ro»), To ecTb
HaMepeHHOe OCTaBJ/IeHWe YacTW KapTUHbI He3anon-
HeHHo. Mpun nomMoLwm oball packpbiBaeTcs TeMa
1 naes npounsseseHus. NMpuém sroball HepaspbiBHO
CBfA3aH C ApYyrMMu anemeHTamu. bes Hero Tepsietcs
Xy, 0XXeCTBEHHOE OYapOBaHMeE KNacCMUeCcKomn KuTam-
CKoM xuBonucu. Tak, Ha ¢pparmMeHTe ropu3oHTa b-
Horo ceutka «OTwWweNbHNYEeCTBO B ropax PyyyHb»
(«EZELWFEE») (pnc. 1) knctm XyaH M'yHBaHa MOXHO
YBUAETb, UYTO nemsax PyuyHb cbasaHCMpOBaH OT-
HOCUTesIbHO Touek 0630pa yenoseka. [MaHOpaMHbI
BWJ, Ha ropbl, MEHAOLLMINCA NOZ r1a30M YeNoBeka,
C MHOXeCTBOM yriaoB 0630pa, No3BoaseT co3iaTtb
YHVKaNbHOE oLyLeHne rnyOuHbl 1 MHOFOypOBHe-
BOCTW NPOCTPaHCTBa. FOpHble XpebThbl 1 cKasbl MHO-
roobpasHbl, YepeAoBaHWeE TycTon 1 6aeaHOM TyLww,
yepes KOTOPOE BOMAOLAETCA NPUHLMN croliiu, CO3-
naét atmocdepy NpousBeseHus. Tak, XyJOXHUK UC-
nosb3yeT 6aeAHYH Tylb, YTOObI NepeaaTb ropbl
B TYMaHHOW AbIMKE, TOrfa Kak nepexobl pasHbixX
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Il 70. Xiong Liang. Walk with the wind. China. Tianjin Renmin Publishing House. 2016.

no pasMepy He3anoJIHEHHbIX MPOCTPaHCTB (irobadi)
06yC1aBANBaOT PUTMUKY NMPOU3BEAEHUS, TNPUY-
HOCTb NPOCTPaHCTBa.

1.2. Xyao>kecTBeHHble 0CO6eHHOCTU obpalue-
HUA C KUCTbIO B KJIACCUUECKOWU KUTaMCKOM XKU-
BONUCH

MeTogabl KUCTU (MAN «CTUAb», KUT. EE5%, bugha) —
3TO TEXHMKM KAAaCCUUYECKON KUTAaMCKOWN XXMBOMUCK
2oxya, eé yHuKanbHbIl A3blK. [1epBoe, Ha UTO 34€echb
Hafo 06paTUTb BHUMAHWE, 3TO ABUXKEHMUS KUCTU (MK
«BNafjieHne KUCTbIo», KUT. FIEE, 10H6U), NOCKONbKY,
KaK M3BECTHO, TyLUb CAeayeT 3a KUCTbto. Mpun Hanu-
CaHUW KapTWHBI, ABUXEHUS KUCTU U OCTaB/siEMble
et cnejpl, IMHUN, MEHAKOTCA — OHU MOTYT B6bITb
rpy6bIMU UK NEraHTHbIMK, BbICTPBIMU AN Mej-
NEHHBIMW, YTI0BaTbIMUW U OKPYF/bIMK, C MOBOPOTA-
MU 1 M3/I0MamMK, May3amMm 1 Toukamu. EcTb Takoke
N U3MEHEHUN B CaMUX JIMHUAX, HAaNpUMep, OHU MO-
ryT 6bITb BOCXOAALMMU MW HUCxoaawmMmMm. Cornac-
HO MpeACTaBJAeHUAM Kaaccuueckon kanamrpabum,
KOTOpbIe YyCBOW/IA U NEPEHsa 20Xyd, BCErO Hacuu-
TbIBAeTCA BOCEMHAALLATL JMHWUA U LUTPUXOB.

Obpatnmcs kK paboTe MUHCKOTO XyA0XKHUKa BaHb
UkaHMUHa, «becesa B TeHn agepesbeB» («HIFE NHY
WIE») (pUC. 2), KOTOpas ABAAETCA APKUM NPUMEPOM
€ro NnosjHero TBOPYECTBA U €ro AeTajbHOro CTuIs
nvcbMa. BUXKeHUs KUCTU TOUHbIE, CU/bHbIE, B Ka-
XAOM WTPUXE BUAHA pyKa macTepa. Bugmmas npo-
CTOTa IMHWM NOKa3bIBAET KaAANTPadUUHOCTb CTUIIS
XYAOXHWKA. JIMHWUW, OCTaBAEHHbIE KACTbHO, TOHKME
N M3SLUHbIE, LWUTPUXM, KOTOPbIMM HaMMCaHbl KaMHU
N AepeBbsl,— CTPOTNE, BbIBEPEHHbIE, HET HUYEro
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NINLHEro nan cayyaiHoro. Masku KucTu cosgarot
U3ALLHBIA, KPaCUBBIA CTUAb, KOTOPbI ABASETCA Xa-
pakTepHOW YepTOi TOHKOW MaHepbl XXMBOMUCK B3Hb
YKaHMMHa.

1.3. Xypo)xecTtBeHHble 0CO6eHHOCTU KOJ10-
puTa B 2oxya

YTo KacaeTcs BOMpoca KOopumTa B K1aCcCMUeCKoM
KUTaMCKOW XMBOMUCK, TO pasHbIM Neprogam eé pas-
BUTUA CBONCTBEHHbI CBOW CPEACTBA Bblpa3nTeNbHO-
CTN 1 0COBEHHOCTW. B LLeNoM, Mbl MOXEM BbIAENNTD
[iBa BapviaHTa MCMo/ib30BaHUs LiBETa: B MEPBOM CITy-
Yae, NPenMyLLECTBEHHO B LIBETHOM XWBOMWCY, HMKaK
He oTobpaaeTcs BAUAHME CBETa W LiBeTa OKpY>Ka-
toLLLen cpeabl Ha LiBeTa NpeAMEeTOB, Yop AefaeTcs
Ha 4eKopPaTUBHOCTUN 1 CXOACTBE; BO BTOPOM C/lyyae,
>KNBOMUCK TYLWbHO (B T.H. KUTANCKOM MOHOXPOMHOW
XUBOMUCH, KUT. 7K S8 ], WylUMOXya), LBET NCMOb3Y-
eTCs ANA CO3AaHNA HAaCTPOEHUA N PaCKPbITUA TEMBI,
packpbITUA MAEN NPOU3BeAEHUA (B KUTaNCKOM Tep-
MWHOMOTUWN UY3UHQA).

B 2oxya uBeT oTAMYaeTCA BbICOKOW CTEMEHbIO
[EKOPATUBHOCTY, 3CTETUYECKME NMPUHLMUMBI U Cpes-
CTBa BbIPa3nTeNbHOCTM KOJIOPUTa BCerga sABASAIOT-
€A pe3yNbTaToOM aHaM3a XyA0XXHUKOM NPUPOAHOTO
LiBeTa, BbIABJIEHWNSA MaBHOIO W CYyLHOCTHOrO U ero
npeyBesnUeHns B MPOU3BEAEHNN, OHW onpeje-
NATCA CyObEKTUBHBIM BOCMPUATUEM, YyBCTBaMU
n naesMn aBtopa. B 10 ke Bpems, XyA0XKeCTBEH-
HbI CTUAb KMTAWCKOW XNBOMKCK, B KOTOpOW dop-
Ma CO3aéTcs Npu NOMOLLM ANHWUW, onpejenseT eé
OTHOLLEHWE K LiBeTY, KOTOPbIV B 20Xya He nepesaeTt
06bEM NpeameToB. VI3MeHeHuWs LiBeTa OT npeame-

Il 11. Tsai Gao. History of Peach Spring. Hunan Shaonian Publishing House. 2021.

Ta K NpeaMeTy, a Tak>Ke KOHTPaCTbl MEXAY TOHOM,
CBETNOTOW, HaCbIWEHHOCTbIO NPUAAOT KUTaNCKOM
KMBOMUCK AEeKOPaTUBHOCTU.

C TOUKM 3peHMs HaHeCEHMWS KPacKuM 2oxya Takxe
MOXHO pa3zZennTb Ha jBa BUAA B 3aBUCMMOCTUN OT
TOrO, KaK Hac1anBaroTCs LiBETA APYr Ha Apyra — «mpu-
NIeXKHas KUCTb» C ryCcTov KosiepoBkon (kut. TEER,
2yHOU YWXyHYal) N XXMBOMUCH TYLLbIO C IEFKOW NOA-
uBetkol (kuT. 7K 2% F2, wylimo daHsyall). MNpounsse-
JEeHUs C ryCTOM KONepPOBKOW OT/IMYAOTCA M3ALLECTBOM,
TOHKOW paboToW KUCTW, OHU UpPE3BbIUaNHO AeKOPaTUB-
Hbl. Tak, KapTuHa XyA0XHwKa 3rnoxu CesepHas CyH BaH
CumaHa «lopbl 1 BoAb! Ha Thicady an» («F 3T E]»)
(puc. 3) — 37O ApKMIA NprMep nersaxa B CTUe «Cu-
HWe ropbl 1 3enéHas Boga». CHayana aBTOp HaHEC
KOHTYPbI FOp W CKaj Npu NOMOLLYM TyLLIW, 3aTeM 3a-
Kpacua ropHble MUKN CUHEeN MUHEPasbHON KPackow,
4TO NpPUAAET NpousBeAeHUIO n3sLLecTsa. [Jlobasne-
HVe YM6PbI B 3€/1€HbIN CBET NO3BOAUAO aBTOPY Ye-
pe3 CBeT/I0TYy M HacCbILWEeHHOCTb LIBETOB Nepesatb
rNy6uHY NPOCTPaHCTBaA, B3aMMOOTHOLLEHUS MEXAY
6/M3KMM N JaNEKNM, «MYCTbIM» U «3aMOJIHEHHbIM».
KapTuHa Apkas v gekopaTtvsHas. JIérkaa noguseTka
NCNOob3yeTcs AN NErkoro oKpaLuMBaHUs PacTeHUNA.
LiBeTa BbIrSAAT YNCTBIMK, MONYNPO3PAYHbIMU, UTO
CO3J3a€T oLLyLleHne HeNPUHYXXAEHHOCTU. OgHMM 13
MacTepOB NErko NOALBETKM Obl LIMHCKUIA XYA0XK-
HUK FOHb LWoynuH. B ero kaptnHe «beroHunsa oce-
Hbto» («FAEE») (prc. 4) nnogbl 6blAN OKpaLLeHbl
KpaCHbIM B HECKOJIbKO CNOEB, TOrAa Kak npu Hanwm-
CaHWW INCTLEB aBTOP CUAbHO Pa3BE&N Kpacky BOAOW.
B 3TOM NpousBeseHNN NPUCYTCTBYOT OCOBEHHO-

CTV KaK «MPUEXHOM», Tak U «CBOBOAHON» KNCTU
(kut. T, 2yH6U — TexHWKa, rae 6oabluoe BHUMA-
HVe yaensetca aetansam, U 53 ce-u — cBOBOAHbIN
CTUAb, AOCA. «MULWY UAEH» — MPUHLMM XMBOMKU-
CW, COracHO KOTOPOMY NnepesaéTtcs He BHellHee
CXOACTBO, HO AyX, uaea npeameTta). Masku knctm
AVNHAMMWUHbI, NPY MOMOLLW BOAbI, LiBETa 1 6ennn
CO3/4ar0TCA He3ano/IHEHHble NpocTpaHcTBa. Konoput
APKWUIA, €ro CTUH XXMBOMUCU CBONCTBEHHbI YNCTO-
Ta W NETKOCTb, @ HE HACbILEHHOCTb U «TAXeN0BeC-
HOCTb» L|BeTa.

KnTalickas XnBOMUCh TyLLbH, K KOTOPOW Mbl 06-
palaemMcs B JaHHOM UCCAef0BaHUK, pa3BMBanach
noj BANAHNEM KMUTaCKOM Guaocodumm 1 rymaHutap-
HOro 3CTeTMYECKOro noaxoaa. Kutanckme XyAoxHUKN
CTPEMUANCL — W BECbMa Npeycrnenm — K XXMBOMUCK
«MeXJy CXOACTBOM U He-CXOACTBOM», T. €. «0bpa3Ho-
CTW», KOTOpas AOCTUranacb NPy NOMOLLM NEPEXOLOB
MEXAY TYCTOM 1 BaefHOM TyWwbHo, a Takxke bymaru
C BbICOKOW CTEMEHbH BMUTbIBAEMOCTN — CHOGHBYXU.
Vi3MeHeHMe f01eBbIX COOTHOLLEHWI MeXAY BOAON
N TYWbIO NO3BOIUAO UM BbIAENNTD NATUCTYMEHYA-
TYHO TOHOBYIO LWKany Tywu. Tak, ryctole uam 6aea-
Hble OTTEHKW TyLIM NepejaBany MHOTOMEPHOCTb
MPOCTPAHCTBA KapTWHbI, «06Pa3HOCTb». DTa obpas-
HOCTb Oblfia NpW3BaHa BbI3BaTb OTKAUK B 3puUTeNe,
3anycTUTb MbICIUTENbHBIA NPOLECC, YTO BMOAHE CO-
OTBETCTBYET 3CTETUYECKUM NPUHLMMNAM 20Xyd, <Ae-
NatoLLen ynop Ha HaCTPOEHUM U PacKpbITUM naen
npounssegeHnsa» (UY3uH).

B npoussegeHnmn xyaoxHuka anoxu Lnn, YUy Ja
(oH >xe bada LaHex3Hb, «Yenosek ¢ ropbl baga»)
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«[Mepcrk oceHbto» («FR R AIHkF») (puc. 5) KOHTpOAb
HaJ KONMYeCcTBOM BOZbI MO3BOAWNA aBTOPY CO34aTb
MHO>EeCTBO NepenrBOB OTTEHKOB TyLUWN. Tak, OHM
nepesaroT TEKCTYPY KaMHS U CO34atoT OLlylleHne
o6béma. CTeneHb rycToTbl U BAAXXHOCTA TyLUU Ha
ABYX BETBAX Nepcuka No3BOANAN XYAOXHUKY CO-
34aTb OUeHb BbIpa3nTeNbHbIA 0bOpa3: cTapas, 3a-
CoXLUas BETKA HamnmcaHa CyXxon n 61eAHON TyLIbHO;
MOI0as — ryCTOW 1 BAAXKHOW. DTOT KOHTPACT MOA-
UEPKMBAET XU3HEHHYHO CUY MOJIOAbIX BETBEN Mep-
cuka. Mpun nomoLLm rycTol 1 61e4HOM TyLWN Takxke
nepeaHbl 1 0bpaTHas 1 avLEeBas CTOPOHA JINCTbEB.

1.4. Xypo>kecTBeHHble 0CO6@HHOCTN UY3UH
B 2oxya

B ocHOBe 3CTeTUKM KUTAWCKOM XMBOMUCK Ne-
xaT punocodckme naenm fgaocmsma U YaHb-6ya-
Avn3ma. MpuHUKMN MHB 1 AH, a Takke MeTamMopdo3bl
BCEX BeLLEeN, 0 KOTOPbIX YYUT fa0CU3M, B KUTal-
CKOW XMBOMWUCK BOMIOWAOTCA B «UY3UH>» (R1E,
TPYAHOMEPEBOAMMbIN Ha PYCCKUI A3bIK TEPMUH
MO3TUKMN M 3CTETUKW, B PasHbIX NepeBoaax: «Mnpo-
CTPaHCTBO CMbICAa/3aMblCNa», «XyL0XECTBEHHbIN
naean», «obnactb NCKyccTBa»). MysuH nepesaérca
yepes YEPHYHO TylWb 1 Henyto Bymary, KOHTPacTbI
MeXJAY TeNeCHbIM 1 BecTenecHbIM, OCTaBJeHHOE
aBTOPOM MPOCTPAHCTBO A18 BoobpaxkeHWs. LinH-
CKMIA Xyf0XHMK YxaH v B «<becegax o xuonuncm»
(«H1E») nucan: «benoe NpocTpaHCTBO — 3TO He
NpocTo 6esblfi IMCT ByMaru, HO 1 [4acTb] KapTUHBI».
Mpobenbl Ha KapTUHE MOTYT paclMpUTb € «Npo-
CTPaHCTBO CMbICAa», UY3UH, Yepe3 dopMMpoBaHue
accoumaumi ¢ HapMCoOBaHHbIMU NpeAMeTamMu, Kak
odOpMIEHHBIX, TaK U HE MepesaBaeMblX C/IOBaMM.
Korga xyA0XHUK NULWeET npeaMeT, OCHOBbLIBasACh Ha
BHeLHel dopme, OH nepesaéT AyXOBHOE BUAEHME
(kuT. BEF, y3uHy3e). ITO He peanncTnyeckoe nso-
H6paxxeHne HaTypbl, OrpaHMYeHHOe e€ 06AMKOM,
HO 0606LeHMe, NponCcTeKatoLLee U3 YYBCTBEHHOTO
BOCMPUATMA aBTOpPa C NOCAEAYIOWNM paLMoHab-
HbIM OCMbIC/IEHUEM U XY0XECTBEHHbIM Bblpae-
Huewm. Mpun aTom BosbliOe BHUMaHMWe yaenseTca
nepegjaye AyxOoBHbIX KayecTB, Ayxa npeameta. Bax-
HbIM CPeACTBOM Mnepesayun «BUAEHUA» SBASETCA
npvem ar06all, KOTOPbIV ABASETCA COBEPLUEHHbIM
BonsoweHneM GopManbHON 3CTETUKM KMTANCKON
Kaaccmuyeckom xusonucu. lna Toro, 4tobbl Npo-
n3segeHne 66110 06pasHbLIM M OCTaBASANO NPO-
CTpaHCTBO Ans daHTasnu, KTanckoe TBOPYECTBO
W KPUTUKA y4aT o «yu» (KUT. |, CYLLHOCTb, AyX UC-
KyccTBa, npucytcteue dao B xusonucu). Cornac-
HO KNlAaCCUYECKOW KUTANCKOM TEOPUN XXMBOMUCHK
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Ill. 12. Tatsuya Miyanishi. You look so delicious. Japan.
Publishing house 21 century. 2013.

CyLLLeCTBYET KPUTEPUI, MO KOTOPOMY OLLEHMBAIOT-
Csl BCe NPOU3BEAEHUS UCKYCCTBA — YU HOHb. N3-
BECTHbIV TeopeTuk xuBonucn V B., Ce X3, B CBOUX
«LllecTn 3aKkoHax XXNBOMUCU» BbIABUHYN BaXKHEN-
WA NPUHLWN YU FOHb WaH OyH (kuT. [EI4E ),
«OAYXOTBOPEHHbBIV PUTM XXMBOFO ABUXEHMSA» (Nep.
E. B. 3aBajCckoM), T.e. HEKMN «OAYXOTBOPEHHbIN
PUTM>», KOTOPbIN AOJXKEH NPUCYTCTBOBATbL B Ka-
XA0M Npoun3BeseHnn, YToHbl OHO HbINIO XMBBIM.
«OZYyXOTBOPEHHBIN PUTM» U «BUAEHME» MEepefatoT-
CSl B XXMBOMUCK NPENMYLLECTBEHHO Yepes OCTaB-
NleHne He3arnoNHEeHHbIX MPOCTPAaHCTB U CTPYKTYPY
(knT. # wu) KapTHbl. Ha KapTUHE CYHCKOro Xy-
poxHuka Ca lNya «fopbl 1 notokm» (GE X 5»)
(pnc. 6) kKOMNO3NLKNA CTPOUTCA BEPTUKANbHO,
C «MyCTbIM» BEPXOM W «3aMOJHEHHBIM» HU30M,
rae CrpynnupoBaHbl FOPHbIE CKJAOHbI, KAMHU, peuy-
Hol 6eper, gepeBba U MOCTMK. CLieHa KapTUHbI
KaXKeTca OTKPbITOW, CO34aETCA BNevaTleHne, 4To
CMOTpULLb BHU3 C BbICOTbI. B BepxHeli yactu Kkap-
TUHbI AaNéKne ropbl N306paxkeHbl 61e4HON TyLbHO,
oCTaB/iAs 60NbLIOE NPOCTPAHCTBO AN5 M30bpaxe-
HUSA peku, AbIMKM 1N 061aKoB. Mepexoabl Mexay
MyCTbIM M 3aMOJIHEHHbBIM CO34at0T YyBCTBO PUT-
Ma W YHWKaAbHbIA UY3UH 3TOTO NPOU3BEAEHMA.

2. Cneundpuka AeTCcKo KHMKKN-KapPTUHKK

2.1. KHMXKKa-KapTUHKa KaK OTpa>keHue CBO-
ero BpemeHun

CoBpeMeHHas KHuXKa-kapTuHka — 310 pop-
Ma MCKYCCTBa, B KOTOPOM B3aUMOAENCTBYHOT TEKCT
W KapTMHKa, OHa ABNAETCA BOMJIOLEHNEM COBpe-

Il 13. Zhou Xiang. Vegetables from one garden become immortal. Mingtian Publishing House. 2008.

MEHHbIX JOCTUXEHUM HAYKN U TEXHWKMW, AETCKOFO
obpazoBaHusA, KyAbTypbl N Pa3BUTUA XyL0XKeCTBEH-
HbIX WAEN, B HE OTpaXKeHa He3aBMUCUMas IMYHOCTb
XYAOXHMKa W 3CTeTnyecknin Zeitgeist, gyx Bpeme-
HU. OHa doKkycnpyeTca Ha 3pUTebHOM BOCMpUSA-
TUW, MPUHOCKT PaAOCTb, @ Tak>Ke MOXET U3aaBaTbCA
Cpasy B pa3HbIX CTpaHax.

MonynspHOCTb MacCOBOM KOMMYHMKaummn: Ho-
Bble CpeACTBa MacCOBOM MHPOPMaL MM U3MEHUAN
KaHasbl PacnpoCTPaHeHUA KHXeK-KapTUHOK. bosb-
Lo 06BEM MHPOpMaL MK nocTynaeT u3 NHTepHeTa
N pacnpocTpaHaeTca vyepe3 MobunbHble Tenedo-
Hbl, KOMMbIOTEPbI, 3NEKTPOHHbIE KHUTU U Apyrue
NHPopMaLMNOHHbIe NaaTGopmbl. ITO 1 BosbLIoe
BHUMaHwWe, yaensemoe obpa3oBaHuo, NPUBOAUT
K TOMY, UTO AeTCKME KHUXKN-KAPTUHKM NoayYatoT
BCE 60osee WMPOKOe pacnpoCTpaHeHe Cpeam LWn-
pokor ny6anku.

MoyunTensHOCTb MOBECTBOBAHMSA KHUXKEK-KapTy-
Hok. Co3gaHve 1 pa3BuTMe KHNXKEK-KapTUHOK HeoT-
AEeNMMO OT TaKoro Mx KayecTBa, Kak Mo3HaBaTeslb-
HOCTb. byab To obpasoBaTesbHas PyHKLMA UK
acTeTnyeckas NoTpebHOCTb, ANnA pebéHka oHa sB-
nAeTcs CPeACTBOM MO3HaHWA. Xopollasa AgeTckas
KHW>Ka-KapTUHKa cnocobHa yepes NoBecTBOBa-
HWe NpuobLwmTb pebéHka K COBCTBEHHbBIM 3MOLM-
AM, COLMaNbHOM XWN3HWU, HPABCTBEHHOW KyAbType,
KpacoTe 1 TBOpPYeCTBY.

2.2. YHUKaNbHOCTb peuunueHTa

[JleTckne KHUXKN-KapTUHKN CO3Aat0TCA C YYETOM
0CO6eHHOCTEN GU3NYECKOTO 1 NMCUXNYECKOTO pa3Bu-
VA AeTe. VICTOUHMK KHUXKKM-KapTUHKKN — fAeTCKue
NoTPebHOCTY, a 3TO 3HAUMT, UTO aBTOPbI KHUXEK-
KapTUHOK JOMKHbI C yBaXXeHWEM OTHOCUTLCS K OCO-
6eHHOCTAM JeTCKOro NcMxopusnyeckoro passuTus,
NoOHUMaTb HYXAbl pebéHka. C TeueHneM BpeMeHU

[eTCKMe KHUXKKN-KapPTUHKN AOKHbI CTAHOBUTbLCSA
BCé H6osiee pa3HOO6pPa3HbIMU. OpUEHTUPOBAHHbIN
Ha pebéHka noaxos K nepegave MHGopMaLum Mo-
XeT 0baerunTb BoCnpusaTe AeTbMU CMbIC/IOB, 3a-

NOXEHHbIX B KHUXKE-KapTUHKe.

2.3. Cneun$purUYHOCTb B3aMMOOTHOLLIEHUIA MeX-
AY TEKCTOM U KapTUHKOM

Kak yHMKanbHbIN BUA KHUXHOFO MCKYCCTBa,
B opopMIeHNM KOTOpOro npeobnasaroT nsobpa-
KEHWUSA, KHUXKKA-KapPTUHKa MMeEeT BaXKHY 0CObeH-
HOCTb — OHa coueTaeT B cebe Be 3HaKOBble CU-
CTEMbI, U306paKEHNE N TEKCT, AN eANHON nepesa-
un nHpopmaummn. Kak cuntaet MNeppun HogenbmaH,
KapTWHKa 1 TeKCT pa3HbiMKn cnocobamum nepeaatot
pa3Hyto uHbopmaumo. TekCT oxBaTblBaET XPOHO-
JNornyeckme HappaTMBbl, @ KAPTUHKa — NPOCTPaH-
ctBeHHblell, ECiM KapTUHKa M TEKCT XOPOLLO CBS3aHbI
Mexzay cobow, To tobble Npobesbl Mexay HUMK 3a-
MOJHALOTCA camu cOBOo, a He0CKa3aHHOCTU INLLb
£,06aBAAOT NPOCTPAHCTBO AN BOOBpaXkeHUs unta-
Tens, npeBpaLlas ero B y4acTHUKA UCTOPUN.

3. CuHTe3 TPaAULMOHHON KUTaWCKOM XXUBO-
NMUCK N AETCKOW KHMKKN-KapTUHKN

3.1. Uicnonb3oBaHMe 3/1eMEHTOB TPaANLUOH-
HOW >XnBonucu B rpapnueckom noBecTBOBaHUU

B gaHHOM paszene Mbl aHaNM3Mpyem 4veTbipe
acnekTa KUTancKom TPaguLMOHHON XMBOMUCU: KOM-
No3nLMIO, MPUEMbBI KUCTU U TyLUW, KONOPUT U UY-
3UH. Peub NAET He O NPOCTOM KOMUPOBAHUW U
NPUMEHEHWN NPaBUA KUTaNCKOWN XXMBOMUCK, HO UC-
MoJ/ib30BaHUN eé BM3yasbHOrO s3blka A1 OoTpaxe-
HWA cofep>XaHUA 1 Ayxa NOBECTBOBAHMWA C YYETOM
0COBEeHHOCTeN JeTCKOro pasBuUTUS.

1[l. Hoaenbman M. Pagoctn getckon autepatypsbl /Meppu Ho-
AenbmaH. Tanbaii: M34-80 OO0 «TAHbB3IM B3HbXya TYLLY»,
2009. 331 c.
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3.1.1. OpraHu3sauma KOMNO3ULUUN KaK CPeACTBO
$dopmunpoBaHua KpacMBoOW CTPYKTYPbl KHUXKKM-
KapTUHKKX

CunbHas KOMNO3ULMS AOMNOJHSAET NOBECTBOBA-
HWe n genaet ero 60see ACHbIM, MO3TOMY aBTOpP
[OJIKEH CO34aTb MHOXECTBO 3CKM30B U TLLATENbHO
npoaymartb, Kakasi KOMMOHOBKa KapTUHOK Hanbosnee
30 deKTMBHO NpMBAEUYET BHUMaHMe 3puTend. Ecan
0bpaTnTbCs K 0COHEHHOCTAM NMOCTPOEHUS KOMMO-
3uumMKn B 20xya, To ocobas paccesHHas nepcnekTun-
Ba, KOTOpas UCMOJIb3yeTCs B MeN3aXKHOM XMBOMMUCH,
ABNSIETCA €€ NPeVMyLLeCTBOM W MO3BOJISAET el ne-
pesaBaTb HEOOBATHOE NPOCTPaHCTBO. CornacHo Te-
OpwWK KOTHUTUBHOTO pa3suTna XKana lNMunaxe, getu
[OLUKO/IbHOTO BO3pacTa HaxoAATCsA Ha CTagum J00-
nepaLyMoHHbIX NpeacTaBaeHUin. OHW UMEROT pa3Mbl-
TO€e NpeACTaB/eHNE O TPEX U3IMEPEHUAX U MOHATUN
MPOCTPaHCTBA, W Jyyllie BCErO UHTYUTUBHO BOCTPU-
HUMaKOT TO, YTO BUAAT HEMOCPEACTBEHHO CBOUMM
rnazamu. Ecim nsobpakeHve BUAHO LIEAVMKOM, TO 3TO
obneryaet NOHUMaHWe PeHEHKOM-A0LWKONbHUKOM
CHOXKeTa NOBECTBOBaHMSI.

Tak, aBTOp NOMNYAAPHbIX AETCKUX KHUXKEK-Kap-
TWHOK, TaliBaHbCKaa XyAoxHuua Jlan Ma nrobut
B CBOMX paboTax MCMoNb30BaTb pacCesHHYO nep-
CNEKTUBY ANS MAHOPaMHbIX N306paxxeHni. YTobsl
unTaTesNb YETKO BUAEN CTPYKTYpY MOBECTBOBaHMS
W MOHWUMaA pa3BUTUE CHOXETa, Ha L,esIoM pa3Bo-
pOTe KHUTN MOXET ObITb NOKa3aHa fApKas KapTuH-
Ka C MHOTOUMC/IEHHBIMUW MEePCOHaXXaMu U CLiEeHaMMW.
B «PaHo yTpom» («FFAY—K») (puc. 7.) HecMoTpA
Ha TO, UTO aBTOP HE MCMOAb3YyeT NPUEMBI XXMBOMM-
CY TYLUbIO, BUAHO, YTO KOMMO3ULMsS BO MHOFOM OC-
HOBaHa Ha TPaAWLMOHHOW Nen3a>xKHOM XMNBOMUCH,
NPV 3TOM UCMO/b3YHOTCA APKNE, HACbILEHHbIE LiBE-
Ta. Bnarogaps pacxogawmmMcs Bo BCe CTOPOHbI 0-
poram, BCé n3obpaxkeHue BbIFSANUT Tak, Kak 6yaTo
AAETCA NepcrekTVBa Ha YPOBHE a3, HO XONMbI Cie-
Ba W CrpaBa, MJI0CKNE, XOPOLLO BUAHbIE KPbILWMW J0O-
MOB, OTCYTCTBUE NEPCMNEKTUBHBIX OTHOLLIEHWN MeXAyY
MaLlMHaMM — BCE 3TO NPU3HaKM paccesHHOW nep-
cnekTuBbl. [Tponopuun n nepcnekTuBa B COOTBET-
CTBUW C COBCTBEHHOM TOYKOM 3pEHNS B PUCYHKE
npeAcTaBAeHbl TOAbKO A/1A TOro, YTobbl NoKasaTtb
BWJ LLeJIOTO ropoa C BOCXOA0M CO/HLA.

3.1.2. YcuneHune BusyanbHoii BbipasnTesnbHO-
CTU KHWKKN-KapTUHKWU NPU NoMoLlLM npuémMos
KUCTU U TyLUKN

B 3noxy AOMWHMPOBaHNS BU3YyaNbHOWN KYAbTypbl
AETV MPUBLIKAN K PEANNCTUYHBIM N3006paXKkeHnaM
npeameToB. DPPeKT OT NCNONb30BaHUA NPUEMOB
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Kannurpadum, HaNnpPoTKB, BbI3bIBAET CU/IbHOE OLLyLLe-
HWe KOHTpacTa v AenaeT KHUXKY HEOBbIYHON, yANBHK-
TeJbHON Ans pebéHka. B TpagMLMOHHOM KUTaNCKOM
KUBOMUCU ABUXKEHUS KUCTW, OHOU, N INHWK, KOTO-
pble OHa OCTaB/IfeT, MepPeMEHUMBBIE, AVHAMUYHbIE,
C nepexofamu Mexay JIErkum 1 TBEPAbIM HaXaTuem,
NCNO/Ib3YHOTCA ANS CO3aHNSA KOHTYPOB NPeAMETOB,
a TylWb, HaHeC&HHas C NPOW3BOJIbHBIMU BpbI3raMu
WAV TLLaTEIbHO MPOAYMaHHBIMU CNIOSIMY, CO3ZaéT na-
KOHWUYHBbI BM3YyanbHbl 3ddekT. TeXHUKM BRajeHns
KWCTbHO MO3BOISAHOT CO3AaBaTh XMBble, Apkue obpa-
3bl. BugeHue xyZoxHMKa, NMPUYHOCTb NepesaroTcs
yepes TyLb, KOTOpas pa3basasercs BoAOM B Tpeby-
€MOI MPOMNOPLMN 1 HAHOCUTCA Ha Bymary (CroaHbY-
kU — BaefHas UAK TycTas TyLb), TEXHWUKW BAaJeHNS
KWCTbO MO3BOAAIOT XYAOXHMKAM 20Xya CO3jaBaTb
YHUKanbHble y30pbl. YépHO-6enoe n3obpaxkeHue,
KoTopoe dopmumpyeT ocobyto BM3yanbHyto obpas-
HOCTb CO C/IOXHbIMW B3aUMOOTHOLLEHUAMUN MEXAY
MYCTbIM W 3anoJIHEHHbIM, MeTaMmopdo3ammn CMbIC-
JI0B, MO3BOSIIOT PELIMMMEHTY BOCMPUHSATL KPAcoTy
1 BOCCO34aTb eé B CBOEM BOOHPaKeHUN. ITO NO3BO-
NISIeT Nerko nepeaBaTb CMbIC/Ibl KUTANCKON GpUA0Co-
dun 1 kynbTypbl. OAHAKO, YUNTbIBas HaLLENEHHOCTb
AETCKOro BOCMPUATUSA Ha LLBET, KHMXKKa-KapTUHKa,
BbINOJIHEHHAs B CTUJIE KMTANCKOM MOHOXPOMHOW
XMBOMUCKY, MOTpPeBYyeT onpeseséHHOro YpoBHs Cro-
COBHOCTM K MHTepnpeTaLmm.

KHu>KKa-KapTMHKa KUTaNcKoro xyaoxHuka CroH
NaHa «YygoBuiLe cNMBOBLIX JoXaeW» («HFF%E»)
(puc. 8) — 31O NpowusBeaeHUE, B KOTOPOM UCCae-
AYHOTCA TEMbl HEY,aun 1 CePOCTM XKN3HW, NMPU 3TOM
XYZOXKHMWK PeLln, UTo COAep>KaHUe KHUXKM Nyulle
BCEro MOXHO nepejaTtb Npu NOMOLLM si3blKa KUTai-
CKOV MOHOXPOMHOW XuBONUcK. s 4oXA4s aBTop
MCMo/ib30Ban 6OJbLLIYIO KUCTb C HEPOBHBIM KPaeM
1 BbICTPble Ma3KW CBEPXY BHW3, UTO NepesaéT aT-
Mocdepy ce3oHa AoXAel — T.H. «Ce30Ha C/IMBOBbIX
poxpaen» — tOra Kvtas. BogsaHuncras Tylwb u co3aa-
BAEMOE €0 OLLyLLIeHWE BAAXHON, JOXANNBOM Cpesbl
MPUCYTCTBYET BO BCEN KHUXKE, KpOME MOCAesHEeN
CTpaHuLbl, Ha KOTOPOU A5 JaKOHUYHOTO M306bpa-
XeHus GopMbl NPesMETOB UCMOb3YeTCs KOHTYpHas
XMBOMWCb, U MPUCYTCTBYET €4UHCTBEHHOE LiBETHOE
MATHO KHVXXKW: 3TO MOAYKPYF OpPaHXeBOro CoMHLa
B NMPaBOM BEPXHEM YIy 3TOM CTpaHULLbl, 3HaMe-
HYFOLLMIA HACTYMNIEHNE XOPOLLEN N SCHON NMOToAbI.

KuTalickas TpaguuUMOHHas 3CTeTVKa TATOTEET K He-
AockasaHHocTu. Kak rosopua Xapyku Mypakamu, v-
TepaTypa BOBCe He roBOPUT Tebe, UTO 3TO — TO-TO,
a TO — BOT 37O, OHa CO34a&T CBOW MUP, NO3BOAAS
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Il 14. Wu Jianhua. The best archer in the world. Zhejiang
Shaonyan Ertong Publishing House. 2021.

Ue/IOBEKY MOHSATb APYryHO KYJbTypy, HO BMECTe C TeM
B Hell CyllecTByeT 1 UTo-TO obLiee, 06beamHsO-
Lee Tebs, Kak ynTaTens, ¢ 3TUM MUPOM. VIMeHHO
3TV C/IOBa XOPOLLO OMUCHIBAFOT KHUXKY-KapPTUHKY
«YypoBuLle CIMBOBLIX AOXAEN», B KOTOpOU 6aa-
rogaps A3blky TPAANLMOHHOM KUTaNCKOWN XXMBOMMU-
CWU KHUWXKKa NprobLiaeTca K KNTaWCKOW KyabType.

3.1.3. MNoBbIlWeHMe 3cTeTUUECKOW NpuBJeKa-
Te/IbHOCTU KHWKKM-KaPTUHKWN Yepes LiBeT

OcobeHHOCTM AeTCKOro nNcuxodmnsnyeckoro
Pa3BUTUA TaKOBbI, UTO AOLIKOALHUKN HONbLLIEe Nto-
6AT ApKMe, LBeTHble n3obpaxkeHuns. YépHo-b6enblie
KapTUHKW B CTU/E XMBOMUCHK TyLLIbIO, TaKMM 0bpa-
30M, C TPYZAOM MOTYT BbI3BaTb 3MOLMOHA/bHbIN OT-
KAnK B pebéHke. MNo3Tomy npw co3gaHuun amnsaliHa
KHVXKW-KaPTUHKM MPU MOMOLLM CPEACTB Bblpasu-
TeNbHOCTU TPAANULIMOHHON XUBOMUCH aBTOPY HEOb-
XOZAMMO YUnTbIBaTb GaKTOP LBETa U UCNO/b30BaTh
Kpacku, U B 0OCOBEHHOCTV NMPUHUMATbL BO BHUMa-
HWe ABYXMEPHOCTb U AeKOPATUBHOCTb KOIOPUTA KN-
Talnckom xmeonucuy. MepeHeceHne 3TUX NOAXOA0B
B CO3JaHWe KHMXEK-KapTUHOK MO3BOJAET AesaTh
60/1bLLNIA YNOP Ha KAOUYEBbIX CBA3AX MeEXAY Kap-
TUHKaMW U KapTUHKOW 1 TEKCTOM, Hanbosiee YETKO
Y MOHATHO NMpPW NOMOLWK rpaduUeckoro A3bika ne-
pesaBas MHbOPMaLMIO PeBEHKY.

OAMH 13 NnepBbIX KNTAaNCKNX UANOCTPATOPOB,
XYAOXHUK 1 npocBetuTesnb AH HOHUUH — oueHb
yBaXkaemasl B KMTanCKOM MUpe UCKyccTBa durypa.
Hanbosnbluein N3BecTHOCTbIO MOJb3yeTCs ero Npouns-
BeAeHve «Ma J1aH 1 BoswebHas KncTb» («fHE D R »)

(puc. 9), B KOTOPOM OH OJHOBPEMEHHO MCMNOAb3Y-
eT NPUEMbI XXMBOMUCHK TyLLbIO U LIBET. Tak B KHNX-
Ke O4HOBPEMEHHO M YUYUTbIBAtOTCA OCOBEHHOCTH
[,eTCKOro BOCMPUATUSA, U NMOAUYEPKMBAETCA Xy 0XKe-
CTBEHHas BbIpa3nTeNbHOCTb 2oxyd. AH FOHLUMH —
mMacTtep eyHbu. JinHuu, cosgatowme dopmy npes-
METOB, NaKOHWNYHbI U AMHaMUYHbI. YTO KacaeTcs
LBeTa, TO OH 3aMMCTBOBaJ NMPUEMBI N3 «CMHEe-3e-
NEHOM» Nen3a>kHOM XMBOMUCK, NCMONb3YA Tpa-
AVLMOHHbBIE ANA Heé LBeTa — UHAMIO, KNHOBapb.
TexHuka 2yHb6U B COYETaHWU C TYCTOM KONepoB-
KO NO3BO/IAKOT aBTOPY AOOUTLCSA OUYEHb CUJIBHOTO
BM3yanbHoro 3¢ dekta. XygoxHuk CroH JIaH Tak-
e yHacneAoBas B CBOEM TBOPUYECTBE CTUb 20XYa.
B ero npounssegeHunn «porynka BMecTe ¢ BETPOM»
(«FIR—HBLZE») (prc. 10) npuémsl kanaurpadum
MCMONB3YHOTCA ANA HAaNMCaHUA KOHTypoB, biesHas
TYWb W KOHTYPbI €4Ba PasAnunMMo pasrpaHnymnBa-
toT dopmebl NnpegmeToB. HaHeceHuve uBeTa CroH JlaH
OCYLLeCTBAAET NPV NMOMOLLMN MPUEMA FOHBXAHb (KWT.
£, uBeToBas rpajaums, peTyLinpoBaHmue), KOTo-
PbIM OH NpekpacHo BageeT. KHnXKKa-KapTUHKa no-
BeCTBYeT MCTOPUIO BETPA W NpM3paka, 3TO OYeHb
NMpuryHas nctopus. B konopute Bcelt KHUXKK f0-
MUHUPYIOT CBETNO-3eNEHble TOHa, KOTopble Npu-
JaroT N306paxkKeHNto YTOHYEHHOCTH, U3ALLLecTBa.
Vicnosb3oBaHWe 3eN1€HOro LBeTa pa3HoM CTeMNeH
rycToTbl MO3BOAAET NepeaaTb PasinNUHble COCTOSA-
HWA BETPa — JIErKOro M HEXXHOTO UM MOLLHOTO, BO-
FOLLLErO. DTOT TUTMUUHbBIN ANA KATAWCKOM XUBOMUCHK
cnocob nepepaun atMochepbl, HaCTPOEHNA — T.€.
CO3/aHnA UY3UH — NO3BONSAET 06BEAMHUTL Yeno-
BeKa 1 npupoay.

3.1.4. Nu3uH Kak cnocob nepegaumn 4yyBCTB
M HacTPOeHMUsA B KHWKKe-KapTUHKe

B >xuBonucum eoxya uysuH — 3TO NpuBHece-
HWe B Npou3BeAeHne XYAOXKHUKOM COBCTBEHHbIX
3CTETUYECKUX NPeACTaBNEHUI N NAEaI0B, KOTOPOe
He TO/IbKO ABAAETCA BOMIOLLEHVEM FapPMOHUYHO-
ro eAnHCTBa Ayxa U GOpPMbI, MYCTOTHOTO U 3amno-
HEHHOrOo, ANHAMUWKM U CTAaTUKWN, HO N pe3y/IbTaToM
XyA,0>XXeCTBEHHON 06paboTKM NPUPOAHOW HaTypbl
aBTOPOM. B KHMXXKe-KapTUHKW UY3UH MOXET Bblpa-
>KaTbCA NPEeNMYLLIECTBEHHO B MepenieTeHnn YyBCTB
1 06pa3oB nensaxa, B3aMMOAENCTBMM MYyCTOro U 3a-
noaHeHHoro. Mo3ToMy Takol NpuéM 2oxya, Kak J1to-
6ali, sBAseTCca Ype3BblYaHO BaXKHbIM CPEeACTBOM
co3gaHua aTMochepbl B AETCKOW KHUXKKE-KapTUHKE.

B npowu3BeseHnn KnTaickon xyaoxHuubl Lai MNao
«McTopus MepcrkoBoro nctouHnka» («Hk B I EEE»)
(puc. 11) acTeTnyeckme naen TPaaULMOHHOM KuUTan-

115



CKOM XWBOMWCU NnepejaHbl B NOJHOW Mepe: aBTop
NCMONb3YeT TUMUYHYH A5 KNAacCUUEeCKON nensax-
HOW >XXMBONUCK WdHbWyl (kut. 7K, jocn. «ropsl
N BOAbI») KOMMO3ULMIO, B HEM NepeaH caM «ayx»
KUTaMCKOM XunBonucK. Bo Bcelt KHMXKKE NpUCyTCTBYeT
UY3UH KNTANCKOW Men3a>kHOM XUBOMMUCK, CTpaHuLLa
3a CTpaHULel NokasaHa rapMOHUSA XXM3HU YenoBe-
Ka C NpMpoaoI — 3TO IoAKa Ha BOJAE, B OKpYyXe-
HUN HEOOBATHOrO newsaxa, bosblMe HaMePEHHO
He3anoJ/IHEHHble XYAOXHMWLIEN NPOCTpaHCTBa, npe-
NCNONHEHHbIE TYMAHHOW, HEBbIPA3MMOM NPUNY-
HocTW. Ha cTpaHunuax nobpaxeHbl bepera peku
C UBETYLLMMU, 3eNEHbIMU U 6J1eiHO-PO30BbIMM fe-
peBbAMM Mepcuka, No 6esol rnagn Bogbl NabIBYT
NoAKM pblBaKoB, a KpecTbAHe TPYAATCA Ha boraTblx,
NAOAOPOAHbIX NoAsx. Fopbl, cKafbl, MOCTbI, BOAA,
TpaBa, AepeBO, NHOAN — BCE 3TO Nog KucTbio Llan
l'ao nprobpeTtaet HeObbIYAKHYIO XUBOCTb, U YMTa-
Te/b OKa3bIBAETCA B 3TOM MAeasbHOM [epcnkoBoM
cafly, 0 KOTOPOM BeCcUYUCNeHHble NHOAN MeyTann Ha
NPOTAXEHNN BEKOB. B oT/IMuMe OT nepcnekTuBsbl,
OpPVEHTMPOBaAHHOM Ha YenoBeyeckme GuUrypbl, xa-
pakTepHOW A5 BO/IbLUMHCTBA 3aMaAHbIX Mer3axHbIX
KapTuH, B «/ictopum NepcmkoBoro caga» nepcoHa-
KW BKJIFOUEHbBI B MPUPOAHBIN naHawadT. Takoe Ha-
CTPOEHMWE KapTUHbI HAMOMUWHAET TPaKTOBKY buryp
B KMTACKOWN Nen3a>kHOW XMBOMUCHK, @ NCMOb30-
BaHWe XYAOXHULEN He3anoJIHEHHbIX MPOCTPaAHCTB
N COOTBETCTBYHOLLEN KOMMO3MLIUM NO3BONIAET e
nepezaTb BOCTOUHbIN Maean «cBOBOAbI OT 3a60T».

3.2. NUcnonb3oBaHWe NPUHLMNOB KUTaiCKOWA
TPaANLMOHHOW XXUBOMUCU B AETCKON KHUXKKe-
KapTuHKe Ans cobatofeHnsa 3aKoHOB ncuxodu-
3MuecKoro pa3BuTua pebéHka

MpUMeHeHVE 31eMEHTOB TPAAULMOHHONM KUTal-
CKOW XUNBOMWUCK B ODOPMAEHUM JETCKON KHUXKKW-
KapTUHKW JOJXHO COOTBETCTBOBATb 3akOHaM
b131YECcKoro 1 NCUXMYECKOro pa3BuTUA pebEHka,
a A3bIK TPaAULMOHHOM XMBOMUCK AOJKEH ajanTu-
pOBaTbCA N NPOXOAUTb UYepe3 «TpaHchopMaLnto»
B COOTBETCTBMM C NOTPEOHOCTAMM NOBECTBOBAHMS.
Mpw BCEV YHUKAABHOCTU Nepeayun XyAO0XKeCTBEHHO-
O CMbIC/1@ Y 3CTETUYECKMX OCOBEHHOCTEN KNTaNCKON
XXMBOMWUCK BaXXHO Tak>Ke, UTOHObI MO BU3YanbHbIM 06-
pa3am pebEHOK MOT MOHSATb CHOXET NMOBECTBOBAHMS.

3.2.1. CobnropeHne npuHUUNa NPUPOAHONA
CKJIOHHOCTU pebéHkKa K 0606LeHnIo

Peb6&HOK — 3TO YHWKaNbHbIN B CBOEM poge pe-
uunmeHT. CornacHo TEOPUN KOTHUTMBHOIO Pa3BUTUS
XKaHa MNnaxe, et AoLWKOAbHOrO BO3pacTa HaxoAAaT-
€Sl Ha CTaaun JOOMEPALMOHHBIX NMPeACTaBaeHW, BO
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BpEMsl KOTOPOW Yepes fA3bIK, NoApaxaHue, Boobpa-
XXeHWe, Nrpy € CUMBOIAMUN 1 CMBOJIMYECKYHO XXMBO-
nuch y pebérka pa3BrBaeTca CNOCOBHOCTb OTMYATh
0b03HaueHne OT 0603Ha4YaeMOro — CUMBOINYE-
ckasa dyHkuMA. ITa cTagna Takxke Ha3biBaeTcs cTa-
ANeN «MbILWNEHNS NPeACTaBAEHNSMM», CNOCOBHOCTb
pasnyaTh KOTOpPble Pa3BUBAET B 3TOT NEPUOA MO3F
pebéHka. CornacHo Teopun XyA0>XKeCTBEHHOrO pas-
BUTUSA geTel BukTopa JloBeHdenbaa, AOWKONBHUKN
HaxXOAATCA Ha CTaAuW NPeABapUTEbHON CTUAN3ALN
1 cnocobHbl 0606LWaTh N 0606LWEHHO MHTEPNPETH-
poBaTb rpadpuyeckmne npeacraBaeHMA. ITO 3HAYUNT,
UTO rpadumKa KHUXKU-KAPTUHKM He A0AXKHa 6biTb
YCOXHEHHOW, Tak Kak B 3TOM BO3pacTe y pebéHka
el He CANLLKOM Pa3BUTO YyBCTBO MPOCTPAHCTBA
N NepcrnekTMBbl. 3ajava KHUXKKN-KAPTUHKN — MO-
MOLLb B MO3HaBaTe/IbHOM MpoLiecce N YCBOEHUN
OCHOB 3CTETUKM, Ha3naaHune, NO3TOMY U CTWUb U30-
HpaxkeHWl B Hell AoKeH HbITb 060OLLEHHBIM 1 Na-
KOHWUYHbIM, HO NIEFKO MPUBAEKAOLWMM BHUMaHWe
pebéHka.

CTnab ANOHCKOro xyAoxHuka Tauys MusHucu
OCHOBAaH Ha MCMOoJ/Ib30BaHWUWN Ype3BblYaHO MPOCTbIX
KOHTYpOB, 06006LLEHHBIX POPM NPEAMETOB U POBHbIX
LiBETOB KaK BU3yaNbHOro CMBOJa rpaduryeckoro no-
BeCTBOBaHWA. Ero nponsseaeHns nonb3yrotcs atobo-
BbIO JieTel CO BCEro Mmpa, Kak pas noTomy, Uto OH
AenaeT KHUXKKM C TOUKW 3peHuns pebéHka. B kHmxke
«Tbl BbITAAANLWbB TakUM BKYCHbIM!» (pnc. 12) KOHTY-
pbl GUryp ovepuyeHbl rpybbIMK, TONACTBIMU NNHAMMY,
BCE MOJIHOCTbIO 3aKpalleHOo LBETOM, KOMMNO3ULM-
OHHaf CTPYKTYpa ACHasA 1 NMOHATHas — MpW YTEHUN
KHUXKWN peBEHOK JIerko NOHMMAET, O YUEM UCTopUS,
N CNesmnT 3a pa3BUTUEM CHOXeETA.

KuTalickas geTtckas KHUXKa-KapTuHka «OBo-
LM N3 OLHOTO caja CTaHOBATCA BeccMepTHbIMU»
(«—EFFEM T FE») (pyc. 13) HacnesyeT xyzoxe-
CTBEHHblE OCOHEHHOCTUN KMTANCKOW TPaAULIMOHHOM
XUBOMUCK, MPUMEHSAET NMPUHLMN Ce-U, €€ CTUb Ha-
noMuHaet TBopuectso Croit Bast u Lin banwu. JinHum
nepemMeHuYuBbIE, rAe-TO TOHKME, r4e-TO LUMPOKUE,
M OYeHb Bblpa3uTesibHble, NepesatoT TakTUIbHbIE
OLLYLLLeHMS MATKOCTU uan TBEpA0CTU. OfHOBPEMEHHO
aBTOP UCMONb3YeT N NPUEM «HaKanJMBaHWUA TyLLIN»
(T.e. NnoCcTENEHHOro HaknajbliBaHUA CNOEB TyLWU OT
CBET/IONO K TEMHOMY) U «>KMBOMUCK BpbI3ramm»,
co3paBasi oueHb HoraTblii NO BbIPa3nTENBHOCTU BU-
3yanbHbIN 3¢ dekT. PUTMMKa M306paxkeHmsa Takxe
nepesaér n 3ByK — TULLIWHY AN LWYM, U JaXe Mo
TOMY, KaK HanmcaHbl KOHEYHOCTU ¥ Tena nepcoHa-
Xen, nepesaHbl UX ABUXEHUA — MEANUTENbHbIE UK

CreLHble, BNepes 1 Hasag, YyBCTBYeTCA LUYM CLieHb!
C OBOLLLaMK, OTNpaBAALoLLMMUCA Ha BuTey. N306pa-
>KEHWe HaNnoOMWHAaEeT CLieHy U3 NeKMHCKOM onepbl.
3.2.2. MpuHLUMN YA0BO/ILCTBMA OT NpoLecca
BHMMaHVe ABAAETCH BaXKHbIM acreKToOM Ncuxo0-
rMYeckoro pasBuUTUA AeTel paHHero Bo3pacra. Ypo-
BEHb Pa3BWTWA BHUMaHWSA HEMOCPEACTBEHHO BAMAET
Ha 3 HEKTUBHOCTb X MO3HaBATE/IbHOM AeATeNbHO-
ctn. NHTepec — cybbekTMBHOE yCN0BME NpuBaeYye-
HWUS BHUMaHWS, N NPU CO34aHUN KHUXKKM-KAPTUHKN
ANS yAep>KaHWA BHMMaHMA pebéHka Heobxoanmo
YUnUTbIBaTb NPUHLMN MHTepeca. MHOrorpaHHoOCTb
OTHOLLEHWI MeXay KapTUHKaMK, FOMOPUCTMYeCKme
PUCYHKW, CMenble GaHTa3nm, NpuYyAnnBblie CIOXKET-
Hble IMHWUW W YAWBUTE/bHbIE MOBOPOThI, CNPATaH-
Hble MeXAy CTpaHUL @MW, — NPUATHbIE BNeYaTaeHns
ABNAKOTCA CaMbIM BO/bLWINM CTUMYIOM ANA YTe-
HusA. B noBecTBOBaHUW, rae JOMUHMPYET BU3Yyasib-
HbIN A3bIK, XYAOXHWNKY HEOBXOAMMO UCMOb30BaTh
CUNbHOE BM3yaslbHOE HanpsXeHne ANs BbICTpavBa-
HWA EeCTHULLbI MHTEpeca A1s AeTel, YTobbl umTa-
Te/lb MOT UCKaTb MHTEPECHbIe JeTann Ha KapTUHKe,
YyNaBANBaTb Pa3BEPHYTYO CHOXKETHYIO JIMHUIO, f0-
raZblBaTbCs O CMbICAE KaPTUHKK, Bay>KAaTb MeXAY
KapTUHKOM 1 TEKCTOM, MEXAY peanbHOCTbO 1 daH-
Tazuen. KHMXKKa-KapTrHKa «JTyyLlinin B MUpe NYYHUK»
(« KR NE—MEFTF») (puc. 14) aBaseTtca agantaym-
el KUTalCKon HapoAHOM NCTOPUMN C LOMOPUCTUYE-
CKWM CHOXKETOM, e IOXHOe BblAAeTca 3a NpaBAy,
KaK pa3 TMMOM CHOXEeTa, KOTOPbI OYEHb HPaBUTCA
AeTAM. B cTune KHUXXKM aBTOpbl BO MHOFOM Mogpa-
>KarT TaHCKOWM XMBOMMUCK C €€ cnocobamu Hanu-
CaHWs nolwajen B TexHWKe 2yHbu — 1NCnosb3yeTcs
KOHTYPHbIN PUCYHOK, ABMXXEHWA KNCTU NaKOHNYHbIE,
0COBEHHOCTU CTPOEHUSA Ten Jiolwasen HaMepeHHo
npeyBesiyeHbl, YTO aenaeT nx bonee BbipasnTesb-
HbIMU. PUTYpbl YenoBeYeCKUX NePCoHaXxen Toxe
oYeHb cBOeObHpa3Hble, BOCMPON3BOAAT HEKOTOPbIE
0COBEHHOCTM TaHCKOW XKaHPOBOW XMBOMUCU X3HbY

(knT. AIE|, [OCN. «NHOAN U NPEAMETbI»): OHU U30-
Bpa>keHbl C TYYHbIM TENOCNOXEHWNEM, KOHTYPbI MPO-
pUCOBaHbl TOHKUMW JVHUAMU, GOPMbI NepesaHsi
Cy6bEeKTMBHO, Y NepCoHaXen CUHsAsA KOXa, UCNoJib3y-
€TCsA TEXHUKA FOHbXAHb. Llennkom KapTvHKa BbIrISANT
APKOM U NeCTPO, YTO NOAUEPKMBAET STHNUUECKUN,
HapOAHbIA XapakTep uctopun. Takon Npuuyanmn-
BbIl BU3YyasibHbIN A3bIK C MPOCTIM M306paXxeHnem
yesIoBEUYECKNX NMePCOHaXKel C MaCCMBHbBIMMU, MOY-
TW KBajpPaTHbIMW FONOBaMW, B JyXe KJ1acCUUeckon
>XMBOMUCK B COUETAHUM C OKPYrAbiMu dopmMamm
nowagen No3BoAAET XyAOXKHUKY CO34aTb KpanHe
Bblpa3nTesbHOe n3o0bpaxkeHune, cNocobHoe npu-
BJEUb U YAepXKaTb MHTepec pebéHka.

BbiBOADI

TpaAnLMOHHas KUTacKas XMUBOMUCh, SBASAACH
CaMOObbITHOM GOPMOW KUTANCKOW KyAbTypbl U €€ Xy-
[LOXECTBEHHbIM AOCTOSHUEM, NpeaCcTaBaseT cobol
OAVH 13 CNOCOBOB OCMbICEHMA Bcero boraTcTea
KUTaMCKOM KynbTypbl. E€ YHUKANbHOCTb 1 MpaKTUY-
HOCTb MO3BOJIAIKOT UCMO/Ib30BaTh €€ NPY CO3ZaHUN
KUTaCKMX AETCKMX KHUXEK-KapTUHOK. KynbTypa fB-
NAETCS BaXXHOW OCHOBOW A/11 COXPAaHEHWS eANHCTBA
CTpaHbl U HapoZAa, HaUWOHaNbHOM CTabuabHOCTH,
a B rnobanbHOM MHTErpaLmm BOCNUTaHWe y AeTein
YyBCTBA KYJbTYPHOWN NPUHAANEXHOCTM MOCPEACTBOM
KHUXKEK-KapTUHOK MMeeT 6oblIoe NpakTMyeckoe
3HaueHwve. byayumn cybbekTaMm KybTypbl byayLiero,
BTN JOMKHbBI HE TONbKO MOHMMATb CJIOXKHYH 1 MHO-
roobpasHyto CTPyKTypy MUPa, HO Y UMETb BbICOKYH
cTeneHb UaeHTUGMKaLUKN ¢ TPaAULNOHHON Kyab-
TYPOW CBOEro HapoAa, UMeTb YyBCTBO KYNbTYPHOW
npuHaaiexHocTn. BoBaeuéHHOCTb B HaLMOHaNbHYO
Ky/IbTYypY MPOU3BOANTCA Uepes AeTCKME KHUXKKM-
KapTUHKK, Biarogaps UM paclumpseTcs AyXOBHOe
BAVSIHVE U €4UHCTBO TPAAULIMOHHON KyNbTypbl, Ha
paHHel CcTagum BoCnuTaHus pebéHka GopMmpyroT-
€Sl OCHOBHbIE LIEHHOCTH, 3HaHWE KYAbTypbl HapoAa
N 3CTETUYECKOE YYBCTBO pa3HOObpa3ws.
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