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BypraHoBa Mapusa AnekcaHapoBHa

JLOKTOP neAarornyeckmx Hayk, npodeccop LUkonbl gnsaiiHa dakynbteTa
KpeaTVBHbIX MHAYCTPUIA HauroHanbHOro Nccaes0BaTeNbCkoro
yHuBepcuTeTa «Bbicliasn WwKoaa 3KOHOMUKU»

JOKTOp Hayk, npodeccop YHuBepcuteta HOxxHon KaandopHun,
cosgatenb v AnpekTop VIHCTUTYTa COBPEMEHHON pyCCcKOW KyabTypsbl
JOKTOP MCKYCCTBOBEAEHUSA, akageMnK Poccuiickoin akageMmm XyAoxecTs,
npodeccop POCCUINCKOro rocyapCTBEHHOTO XYAOXKECTBEHHO-
npomblLieHHoro yHusepcmteta um. C.I. CTporaHosa

JOKTOP UCKYCCTBOBEAEHMS, akaZleMyK Poccriickol akageMum XyL0XKecTB,
npodeccop POCCUINCKOro rocyapCTBEHHOTO XYAOXKECTBEHHO-
NPOMbILLIEHHOTO YHUBepcuTeTa um. C.T. CTporaHoBa

JOKTOP Hayk, npodeccop AkagemMunu M3ALLHbIX UCKYCCTB [yaHuKoy

[AOKTOP HayK, Hay4YHbIVi cOTpyaHWK ViccnepoBaTenbckoro LeHTpa
BoctouHoit EBponbl BpemeHckoro yHusepcuteta (FTepmaHums),
npodeccop Kapnosa YHusepcuteta (Hexms)

AOKTOP MeAarornyeckux Hayk, npodpeccop MockoBCKOro ropoAckoro
nejarornyeckoro yHMBepCmuTeTa, MHCTUTYTa KyAbTypbl M NCKYCCTB
JAOKTOP Mejarornyeckux Hayk, npodeccop kadpespsl n306pasnTenbHoro
nckycctea PakynbTeta UCKYCCTB, peknambl U Au3aliHa Megarornyeckoro
MHCTUTYTa TUXOOKEaHCKOro rocylapCTBeHHOMO YHUBepcuTeTa

KaHAMAAT GUNONOTNYECKNX HayK, BeAYLLMIA HayUHbIA COTPYAHMK
WHcTutyTa pycckoro ssbika Poccuiickoi akagemMum Hayk

npodeccop YHusepcuteta Mysbiku Toxo [akyaH

npodeccop, AOKTOP NCKYCCTBOBEAEHUS, MPOPEKTOP MO Hay4HOW

N MeXAyHapoaHol paboTte POCCUInCKOro rocyiapCTBEHHOMO
XYZ,0XKeCTBEHHO-MPOMbILLIEHHOTO YHUBepcuTeTa um. C.T. CTporaHoBa
npodeccop YHusepcuteta Boctoka (Heanonb)

npodeccop kadegpbl ICTOPUN N TEOPUN NCKYCCTBaA Koaneaxa M3auHbix
nckyccts LLlaHxalickoro YHuBepcuteta, uneH AkaieMmnyeckoro komureta
LLlaHxalickoro YHuBepcuTeTa

JOKTOP GUNONOTUYECKUX HayK, CTapLUNA HayYHbIN COTPYAHUK NHCTWTYTa
MVpPOBOI nTepaTypbl Poccuiickol akagemmmn Hayk

JOKTOP MCKYCCTBOBEZAEHWS, Bcepoccuiicknii rocyAapCTBEHHbIN MHCTUTYT
knHematorpadpum um. C.A. F'epacnmoBa

KaHAMAAT GUIONOTMYECKUX HayK, HayUYHbIA cOTPyaHMK NHCTUTYTa
pycckoro s3blka Poccuiickol akagemunm Hayk

JOKTOP GUA0CODCKUX HayK, Mpodeccop, raBHbI peaakTop XypHana
«Bonpocsl punocodpum»

JOKTOP MCKyCCTBOBeAeHWs, Npodeccop, 3aBeaytowunii otgenom HayyHo-
NCCNe0BaTeNbCKOrO MHCTUTYTa TEOPUM U UCTOPUN N306pa3UTENbHbIX
nckyccTs Poccuiickon akagemum xyaoxects, npodpeccop MockoBckoro
apXMTeKTypHOro nHcTutyTa (focysapcTBEHHas akagemus)

JOKTOP Hayk, npodeccop Poccuiickor akageMmmn My3blkin UM. THECUHBIX

JokTop dunonoruv, npodeccop Poccuinckoro yHnBepcumteTa

[Apyx6bl HapoaoBs

KaHAMAAT NCKyccTBOBeeHMs, npodeccop Poccuiickoro
rocyapCTBEHHOrO Xy 0XeCTBEHHO-MPOMbILLNEHHOTO yHMBEpPCUTeTa
um. C.T. CTporaHoBa, akageMunk Poccuinckon akageMmm xyAoxecTBM
KaHAMAAT NCKYCCTBOBEAEHMS, AOLEHT Poccuiickoro rocyAapCTBEHHOrO
XyZ,0XXeCTBEHHO-MPOMbILLIEHHOTO YH1BepcuTeTa um. C.T. CtporaHosa,
UYNeH-KOPPECNOHAEHT POCCUCKOW akaeMun Xy[0XKecTs

JOKTOP Hayk, npodeccop, 3aBeAyoLmnin kKapespbl ICTETUKM N TEOPUU
nckycctea TOKUIACKOrO yHMBEpcUTeTa

JOKTOp Hayk, npodeccop Ynkarckoro YHusepcuteTa kapeapbl KMHO

1 MeAna NCcnefoBaHni U kadeapbl CNaBAHCKUX A3bIKOB U NTEpaTypbl
JOKTOP MeAarornyeckux Hayk, mpopekTop no yyebHoli paborte,
npogpeccop AHO BO «Poccuincknin HOBbIN YHUBEPCUTET»

JOKTOP MCKycCTBOBeAeHWs, npodeccop, pekTop MockoBckoro
apXMTEKTYPHOrO MHCTUTYTa, BULe-Npe3naeHT Poccuniickon akageMum
XyZ0XeCcTB

CmoneHkoBa HOans AHaTtonbeBHa (Poccums)
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PEOAKTOPA

NPUHA BOPUCOBHA BOJIKOAAEBA, EJIEHA FOPbEBHA
OPJIOBA, AHHA AHAPEEBHA XXYKY/NIOBA

MPUMEHEHWE NCKYCCTBEHHOIO NHTEJIJTIEKTA B CBETOBbIX
TEXHONOTNAX HA MPUMEPE MPOEKTMPOBAHWA
FOPOACKOTO YNTNYHOIO OCBELLEHNA MEPECNABNA-
3ANIECCKOTO

ACMUHA MAKCMMOBHA LUECTAK,

HATA/1bA FOPBEBHA KA3AKOBA

MPUMEHEHWE CBETOBbIX TEXHONOMMIA B LLUGPOBOM
NFPOBOM MPOCTPAHCTBE HA NMPUMEPE COBPEMEHHbIX
NIFPOBbLIX MPOEKTOB

; WAOMEMN ®3H
3KONIOTNYECKMNIA MAPK BAO/b KAHAJIA TYHLIIO

A0 XXYWNIOW, CEPTEN MUXAWNNOBUNY BYAKEEB,

ANIA NEOHNJ0BHA YCAHOBA

TPAANLINOHHAS CEMAHTUKA KMTANCKOro
JEKOPATUBHOIO NCKYCCTBA: TEHE3MC 1 COBPEMEHHbIE
TPAHCOOPMALMN

BArM® HAPMUMAHOBWY F'YCEMHOB, YEHb BOXAHb
XYAOXECTBEHHOE HACNEANE Y TYAHBYXYHA: WAEWNHBIE
OCHOBbI I XYAOXECTBEHHbIE MPAKTUKW

BAH LMI03

OCOBEHHOCTW CTAHOBJIEHWA 1 PA3BUTHSA
MY3bIKAJIbHOTO UCKYCCTBA 3AMAHOEBPOMEICKO
TPAANLNN TANBAHA

AYH MAHbMAHDb, BUKTOP AMUTPUEBNY YBAPOB
3BOMOUMA N PACNPOCTPAHEHVE OPHAMEHTAJ/IbHBIX
Y30POB LUENKOBbIX TKAHEW 3MOXWN TAH

AHTOHWHA NWJIbUHWYHA MOPBNHOBA
CTO MNOPTPETOB FTEHHAANA AT

UYXKAH CHOW, CEPTEM MUXANNOBWUY BYAKEEB,
NAHb AOB3W, ANZIA NTEOHNAOBHA YCAHOBA
MOP®ONOTNA U KYNbTYPHAA CEMAHTUKA Y30PA
«BAPAHBW POTA» B IEKOPE KA3AXCKOTO LWMMNKOBOTO
WHCTPYMEHTA AOMBPbI (CUHbL,3AH, KUTAW)

HA OBNOXKE Otenb Marqués de Riscal. Apxutektop PpaHk lepu
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FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

The Space of Culture

#6/2025

Dear friends,

We are pleased to present to you Issue 6, 2025, 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 Sci-
entific Journals and Publications, in which the main
scientific results of theses for the academic degrees
of doctor and candidate of science must be pub-
lished. The journal was assigned category K2.

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 issue opens with an article by A.A. Zhukulo-
va, E. Yu. Orlova, and I.B. Volkodayeva, “"Application
of Artificial Intelligence in Lighting Technologies by
the Example of Designing Urban Street Lighting in
Pereslavl-Zalessky”. Following an analysis of the ca-
pabilities of neural network services in the design
of city lighting, the authors introduce projects that
incorporate the use of artificial intelligence. They
further observe that, despite the swift advancement
of artificial intelligence technologies, the develop-
ment of lighting design concepts remains unfeasi-
ble without human involvement, as even the most
sophisticated Al services necessitate oversight at
each phase.

In the article “The Use of Lighting Technologies in
the Digital Gaming Space on the Example of Mod-
ern Gaming Projects”, J.M. Shestak and N.Y. Kazak-
ova examine the progression of lighting technology
within the framework of the shift from traditional
painting techniques to contemporary digital visual
media, thereby justifying the necessity of investi-
gating digital games as a distinctly new convergent
art form. The article explores different methods and
approaches for employing programmatic lighting as
a crucial component of modern gaming production.

Shaomei Feng considers the topic of modernis-
ing public spaces under the motto “ecology is the
foundation, culture is the soul” in the article “Eco-
logical Park along the Gonggqiu Canal”. The author
emphasises distinctive initiatives aimed at develop-
ing new cultural urban spaces. These endeavours

make use of small rivers and irrigation channels,
along which “green corridors” are established, in-
corporating sports facilities, cultural hubs, and nat-
ural amphitheatres. The publication details a park
that has been developed along the Gongqiu Canal
in Xinxiang, China. The author pays particular atten-
tion to the water element, noting that rivers, ponds,
lakes, and cascades have been integral to Chinese
parks since the Han Dynasty (circa 200 BC). Even in
contemporary times, water-related features are in-
corporated into parks. The author underscores that
the energy of water has invigorated the park, sup-
ported plant life, and served economic functions;
however, for the project, its artistic and symbolic sig-
nificance, along with the potential for harmonious
interaction, were deemed more crucial. Such initia-
tives exemplify a harmonious coexistence between
nature and humanity within the urban landscape,
mirroring the design technologies and developmen-
tal strategies of the modern city.

The goal of the study “Traditional Semantics of
Chinese Decorative Arts: Genesis and Contempo-
rary Transformations” is a comprehensive analysis
of the semantic foundations of Chinese decorative
art, their historical formation, and their transforma-
tion in the modern context of globalisation. Yao Rui-
yu, S.M. Budkeev, and A.L. Usanova focus on three
primary aspects of modern changes in traditional
semantics: adjustment to commercial demands, in-
tegration with Western artistic traditions, and the
digital reinterpretation of classical themes. The find-
ings of the study show that while maintaining basic
symbolic meanings, there is a significant simplifica-
tion of the semantic depth and a rethinking of the
functional purpose of decorative elements in the
context of modern visual culture.

In the article “One Hundred Portraits of Gen-
nadiy Aygi”, A.l. Mordvinova explores the creative
tandem of N. Dronnikov and G. Aygi. The author
posits that the artist's drawings and paintings oc-
casionally emerged as a reaction to the poet’s vers-
es; however, more frequently, they were inspired by
the vibrant impressions created through his inter-
actions with Aygi, whose distinctiveness motivat-
ed the artist. The author asserts that the so-called
"hundred portraits”, a term coined by Dronnikov
himself, represent not merely a quantity but rather
a diversity and his boundless fascination with the
poet's character.

In the article “Wu Guanzhong's Artistic Legacy:
Ideological Foundations and Artistic Practices”, Chen

Bohan and V.N. Guseinov analyse the creative met-
amorphoses and evolution of the artistic method
of this outstanding 20™"-century Chinese artist. The
authors additionally explore the ethical framework
of Wu Guanzhong, who adopted the pseudonym
“Bitter”, thus associating his principles with those of
the Chinese author, translator, and patriot Lu Xun,
as well as Russian novelist M. Gorky.

Wang Qiyue’s study, “Features of the Formation
and Development of the Musical Art Within the West-
ern European Tradition in Taiwan”, examines Taiwan's
musical art, which is part of Chinese culture. Consid-
ering the interplay of geographic location, economic
factors, ethnic diversity, and religious customs that
have influenced the cultural distinctiveness of the
region, the author delineates various phases in the
evolution of Taiwan's musical heritage. The author
devotes special attention to the musical culture of
Taiwan's indigenous peoples, such as the Amis (fa
X&), Atayal (Z=HETE), Paiwan (BEZE), Bunun (AR
f&), and others, most of whom are considered Aus-
tronesian peoples. Their history spans many centu-
ries longer than that of the Han settlers. The folklore
of these indigenous peoples is a vital component
of Taiwan's musical culture.

Dong Manman and V.D. Uvarov's article, "Evo-
lution and Spread of Ornamental Patterns on Silk
Fabrics of the Tang Dynasty”, presents a study of
Chinese silk fabrics from the Tang era discovered
in the Moshchevaya Balka burial complex (8th-10th
centuries). The authors devote particular attention
to the morphological features and symbolic mean-
ings of the ornamental patterns discovered in the
Moshchevaya Balka burial. This analysis provides
a deeper understanding of the evolution of Tang-
era decorative art and the mechanisms of transfor-
mation of its symbolic system.

Zhang Xu, S. M. Budkeev, Pan Duowei and
A. L. Usanova, in their article "Morphology and Cul-
tural Semantics of the ‘Ram’s Horns' Pattern in the
Decor of the Kazakh Plucked Instrument Dombra
(Xinjiang, China),” consider the decorative “ram'’s
horns” pattern, which adorns the body of the Ka-
zakh plucked instrument dombra, as a key element
of the visual culture of the Kazakhs of Xinjiang.

The publication is addressed to professionals
specialising in the theory and practice of the fine
arts and philology, as well as all those interested in
the arts and culture.
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Hay4HO-aHanMTMUecKmnin xxypHan
[owm bypraHosa.

[1pOCTPaHCTBO KYNLTYPSbI
#6/2025

Joporue apy3bs!

Mbl pagbl npeactaButb Bam N2 6/2025 Hay4HO-
aHanuTnueckoro XypHana «/lom bypraHosa. 1po-
CTPaHCTBO KY/NbTypbli».

Mo pexomeHpaumu kcnepTHoro coseta BAK
YKypHan Bk/toueH B [NepeueHb BeAywmnx peLeH-
3MpyembIX Hay4HbIX )XyPHaJIOB U U3aHNW, B KO-
TOPbIX AO/DKHbI 6bITb ONY6/1MKOBaHbl OCHOBHbIE
HayuHble pe3ynbTaTbl AUCCEPTaLnii Ha cOuCKaHue
yUY€eHbIX CTeneHen AOKTOpa U KaHAMuAaTa Hayk.
XypHany npucBoeHa kateropua K2.

B >xypHane nybanKytoTCs Hay4yHble CTaTbU Beay-
WX CMELMANMNCTOB Pa3HbIX 'YMaHWUTapHbIX obaacTel,
[OKTOPAHTOB W acnmpaHToB. HanpaeaeHns nccieso-
BaHWIA KacaroTCs akTyabHbIX MPO6EeM B pa3nYHbIX
obnacTax KynbTypbl, UCKycCTBa, GUAONOTMN U Neaaro-
rMKu. B 3o MHOrorpaHHoOCT1 0603peHns NposBAsSEeT-
€A OCHOBHas crneuundrka XXypHana, npeAcTaBAaoLLEro
COBPEMEHHOEe COCTOAHME NPOCTPAHCTBA KYAbTYpbl.

Homep otkpbiBaet cratbs A.A. XXykynoso#, E.HO. Op-
nosoW, U.b. Bonkogaesoli «[prmMeHeHme NcKycCTBeH-
HOrO MHTENNEKTa B CBETOBbIX TEXHOIOTUAX Ha MpUMepe
MPOEKTMPOBaHMA FTOPOACKOrO YIMYHOTO OCBELLEHNA
MNepecnasna-3anecckoro». ABTOPbI, NpPOaHaAn3npo-
BaB NMOTEHLMan HelipoceTeBbIX CEPBUCOB B HOPMU-
poBaHUM CBETOBOro obpasa ropoAa, NpeAcTaBaAfoT
NPOEKTbI, CBA3aHHbIE C MPUMEHEHUEM NCKYCCTBEHHOTO
nHTennekTa. [1py 3TOM OHW OTMEYatoT, YTO, HeCMOTpPA
Ha CTpeMUTeIbHOE Pa3BUTUE TEXHONOTUIA NCKYCCTBEH-
HOrO MHTeNNEeKTa, CO3JaHNe KOHLEMLMIA CBETOBbLIX
peLleHUNin Moka HEBO3MOXHO be3 yyacTus venose-
Ka, MOCKO/bKY Aaxe paboTty npoasuHyTbix N -cep-
BMCOB BaXHO KOHTPOJ/IMPOBaTh Ha KaXAoM 3Tane.

A.M. WecTak n H.HO. Ka3akoBa B cTatbe «[1pume-
HeHVe CBETOBbIX TEXHO/IOTUI B LLUGPOBOM UTPOBOM
NPOCTPaHCTBE Ha NPUMEpPE COBPEMEHHbIX NTPOBBIX
NPOEKTOB» aHaNIMN3NPYIOT 3BONIOLMIO TEXHOOT UM
OCBeLLeHMA B KOHTEKCTe nepexoja OT aHaAoroBbIX
METOAO0B XXVBOMUCK K COBPEMEHHBIM LIMGPOBBLIM BU-
3yanbHbIM Meana, 060CHOBbLIBas HEOBXOAMMOCTb U3-
yyeHuWs LMGPOBOMN Urpbl Kak MPUHLMMMANBHO HOBOTO
KOHBEpPreHTHOro XaHpa 1cKyccTaa. B ctatbe nccne-
AYIOTCA pa3iyHble NPaKTUKL 1 CTpaTermm UCnosb-
30BaHWA NPOrpaMMHOrO OCBELLLEeHNA KaK KIHUYeBOro
3/eMeHTa COBPEMEHHOrO MrPOBOrO NPOU3BOACTBA.

Temy MOZepHVM3aLIMM OBLLIECTBEHHbIX MPOCTPAHCTB
MOZA AE€BN30M «IKOIOrNA — OCHOBA, Ky/IbTypa — AyLua»
packpbiBaeT LLlaomein P3H B cTaTbe «IKONOTUYECKUNIA
napk BAOAb KaHana N'yHuro». ABTOp OnucbIBaeT yHU-
KaJibHble MPOrpaMmbl MO CO3AAHWNIO HOBbIX Ky/bTyp-

HbIX TOPOACKMX MPOCTPAHCTB. B pamkax 3Tnx npoekToB
3a/eliCTBOBaHbl HEOObLUNE PEKN Y OPOCUTE/IbHBIE
KaHasbl, BLO/b KOTOPbIX GOPMUPYIOTCA «3eeHble KO-
puUAopbI» C 30HaMW A CNOpPTa, KyAbTYPHbIMU Kia-
cTepaMu v NPUPoOAHbIMK TeaTpamun. B nybankauun
npeAcTaBieH NapK, CO3aHHbIN Ha KaHane M'yHuo B ro-
poze CuHbcsH (KHP). Ocoboe BHUMaHWeE yAeneHo Boj-
HOW CTUXMW: NMOAYEPKMBAETCA, UTO PeKK, NPyapl, 03epa
M KackaZbl MPUCYTCTBOBaAMN B KMTaMCKMX MapKax Ha-
UnHasa ¢ gMHacTMm XaHb (okono |l Beka go H.3.), 1 ce-
roAHA B NapKOBbIX NMPOCTPaHCTBaxX TakxXe CO34aroTca
KOMMO3ULMW, CBA3aHHbIE C BOAOW. IHeprus BOAbl Ha-
NOAHANA NapK, MUTana pacTeHus, UCNo/b30Banach B XO-
3AMCTBEHHbIX LieNsX, O4HaKO A aBTOPCKOro NpoekTa
MepBOCTENEHHOE 3HaUEHME UMeNa ee XYAOXKeCTBEH-
HO-0bpa3Has LeHHOCTb 1 NOTEHLMan rapMOHUYHOTO
B3ammogencTaus. Mogo6Hble MPOEKTbI AEMOHCTPUPYHOT
FaPMOHUWYHbI CUMBUNO3 NPUPOALI U YesioBeKa B NPO-
CTPaHCTBe rOPOACKON CpeAbl, OTpaXas COBPeMeHHbIe
MPOEKTHble TEXHONOTMMN 1 CTPaTerMn pasBmuTMa roposa.

KomMnnekcHbI aHann3 ceMaHTUUYeCKMX OCHOB KM-
TallCKOro AeKopaTUBHOrO UCKYCCTBA, UX UCTOpUYe-
CKoro GOpMmMpoOBaHNA 1 TpaHcGOpPMaLUK B YCIOBUAX
rnobanunszaumm npeacTaBaeH B UCCAEA0BaHUN «Tpaau-
LMOHHas ceMaHThKa KUTaNCcKoro A4eKopaTnBHOro 1c-
KyCCTBa: FeHe31C 1 COBPEMEeHHble TpaHchopMaLmm».
flo Xywnton, C.M. byakees, A.J1. YcaHOBa aKkLeHTUPY-
FOT BHUMaHMeE Ha TPex OCHOBHbIX BEKTOpax CoBpe-
MeHHbIX TPaHChOPMaLMA TPAANLMOHHON CEMAHTUKM:
afanTaunm K KOMMepPYeCK1M NOTPeBHOCTAM, CUHTE3Y
C 3aMafHbIMU XyJ0XKECTBEHHBIMU TPAAULUAMU U Lin-
bpoBoli penHTEPNpeTaL M K1acCMUYeckmx MOTUBOB.
Pe3ynbTaThl MCCNef0BaHNA NOKa3bIBakOT, YTO MPU CO-
XpaHeHUn 6a30BbIX CUMBOJIMYECKNX 3HAYEHWIA NPO-
NCXOAMNT CyLLECTBEHHOE YMNPOLLEHNE CEMaHTNYECKOM
rny6uvHbl 1 NepeocMbicieHme GYHKLIMOHANBHOTO Ha-
3HaYeHNs LEeKOPATUBHBIX 3/IEMEHTOB B KOHTEKCTE CO-
BPEMEHHOW BU3YyaNbHOW KyAbTypbl.

A.N. MopgBnHoBa B ctaTbe «CTO NMOPTPETOB
FeHHagua Alirn» nccaeayet TBOPYECKUN TaHAEM
H. poHHukoBa 1 . Aiirn. ABTOp OTMeuYaeT, 4to
PUCYHKM W KapTUHbI XyJ0XHMKa MHOTAa BO3HMKaNN
BC/1eJ, 3a CTMXaMM NO3Ta, HO Yalle — 13 TOro ApKo-
ro BneyaT/ieHus, KOTOpoe pPoXAanocb B O6LLeHUN
¢ Alirv v 6110 CBA3AHO C €ro YHUKaabHOW NNYHO-
CTbHO. YC/IOBHbIE «CTO MOPTPETOB», Kak Ha3blBaa MNX
cam [IpoHHNKOB, 0603Ha4atoT He CTONbKO KoanYe-
CTBO, CKOJIbKO pa3HoObpa3ne n 6eCKoOHeYHbI UH-
Tepec XyAo>XKHWKa K IMYHOCTM No3Ta.

UYeHb boxaHb 1 B.H. lN'yceiMHoB B cTaTbe «Xyaoxe-
CTBEHHOe Hacneamre Y N'yaHbuXyHa: nienHble OCHOBBI

N XyAOXEeCTBEHHbIE MPaKTUKN» aHaNN3NPYHOT TBOP-
yeckne MeTamopdo3bl 1 IBOOLIMIO METOAA Bblja-
tOLLLerocs KMTaMCKOro XyAoxHuka XX Beka. ABTOpbI
paccMaTpmMBaroT TakxXe 3TUYeckyro nporpammy Y y-
aHbu>XXyHa, M36paBLLEro NCeBAOHUM «[OPbKUI» U TeM
CaMblM CBA3aBLUErO CBOW LIeHHOCTHbIE OPUEHTUPbI Kak
C KATaNCKMM nucaTenem 1 NepeBoAYMKOM, NaTPUOTOM
Jly CnHem, Tak 1 ¢ pycckmm nucatenem M. Fopbkum.
My3blkanbHOMY UCKYCCTBY TaBaHs, ABAsAOLLE-
rocs yYacTtbto KyabTypbl Kutas, nocesueHo nccne-
AoBaHue BaH Lntos «OcobeHHOCTM cTaHOBAEHUS
N Pa3BUTUSA My3bIKaJbHOrO MCKYCCTBa 3anafHoeB-
ponerickol Tpagmuum TalriBaHsA». YumnTbiBas coveTa-
Hue reorpadryeckoro NoJIoXXeHNs, 3KOHOMUYECKMX
YCNOBMWI, 3STHUYECKOTO COCTaBa W PEUTMO3HbIX TPAAM-
LW, onpesenmnBLLNX CBOeobpa3une KyabTypbl perno-
Ha, aBTOP BblfeNsaeT HeCKOIbKO NepPUoAOB Pa3BUTUA
My3blKanbHOM KynbTypbl TaiBaHs. Ocoboe BHMMaHue
yAensercs My3blKasbHOM KyAbType KOPEeHHbIX Hapo-
foB TaliBaHs, Takux kak amuc (PI3ERE), atasn (=T
1%), navisaH (BEZTR), 6yHyH (FAR &) u ap., 601b-
LUIMHCTBO M3 KOTOPbIX OTHOCATCS K aCTPOHE3UIACKUM
Hapogam. VIx nctopma HacuMTbiBaeT 3HAUNTENBHO
60/bLLIe BEKOB, YEM NCTOPMSA XaHbCKUX NepeceneHLEeB,
a $ONbKNOP KOPEHHbIX HAPOAOB SBAAETCS BaXKHeN-
LUel COCTaBAAOLLEN MY3bIKasbHOMN KyAbTypbl TaBaHs.
[JyH MaHbmaHb 1 B./[l. YBapoB B cTaTbe «3BOJIIO-
LS M pacnpocTpaHeHe OpHaMeHTa/lbHbIX Y30pOB
LUEeNKOBbIX TKaHen 3Moxu TaH» NPeACTaBASHOT UCCe-
JIOBaHMe KUTANCKUX LLENKOBBIX TKaHel anoxu TaH, 06-
Hapy>eHHbIX B norpebasbHOM KoMniekce Molueas
banka (VIII-X BB.). Ocoboe BHUMaHWe yaeneHo Mop-
bonornyeckmMm oCobeHHOCTAM Y CUMBOANYECKUM
3HaYEHMAM OpHaMeHTa/IbHbIX Y30POB, BbIABAEHHbIX
B norpebeHnmn Mowuesas basnka. [MpoBeaeHHbIV aHann3
No3BOAAET rNyH>Ke NOHATb 3aKOHOMEPHOCTMN 3BOJIHO-
LMW AeKOpPaTUBHOMO UCKYCCTBa 3MOXM TaH 1 MexaHu3-
Mbl TpaHchOPMaL M €ro CUMBOJIMYECKON CUCTEMBI.
UxaH Croi, C.M. byakees, MaHb [oBan n A.J1. Yca-
HoBa B cTaTbe «Mopdoorvsa n KyabTypHasa cemaH-
TMKa y3opa “bapaHbu pora” B AeKOpPEe Ka3axCcKoro
LLMMKOBOrO MHCTPYMeHTa AoMbpbl (CvHbL3sH, Kn-
Tali)» paccMaTpUBatOT AeKOPaTUBHBIN y30p «bapaHbu
pora», yKpallatoLLmii KOpMyc Ka3axCcKoro LLMNKOBOro
WHCTPYMEHTa AOMOpbI, KaK KNHOUYEBOW 3/1EMEHT BU-
3ya/lbHOM KybTypbl Ka3axckoro Hapoga CUHbL3sHa.
M3paHwe agpecosaHo npodeccnoHanam, cne-
Luanusmpyowmmcs B 061actv Teopun 1 NpakTuku
n3006pasnTeNbHOro UCKyCcTBa U GUI0NOTUK, a TaK-
>Ke BCeM, KTO MHTepecyeTcs BOMPOCaMUN UCKYCCTBa
N KyNbTypbl.
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APPLICATION OF ARTIFICIAL INTELLIGENCE
IN LIGHTING TECHNOLOGIES BY THE EXAMPLE
OF DESIGNING URBAN STREET LIGHTING
IN PERESLAVL-ZALESSKY

Summary: The article examines examples of artificial in-
telligence implementation in urban lighting and at the
stage of developing lighting devices, including lighting
scenarios designing. A concept for lighting urban areas
of Pereslavl-Zalessky is developed using neural networks
as a tool. The potential of neural network services for

Artificial intelligence (Al) and neural networks
are spreading fast through design and technology,
opening up new possibilities for urban lighting de-
sign. Street lighting in modern cities not only en-
sures dark time safety but also creates a comfortable
atmosphere due to user scenarios programming.
Al-based technologies allow to optimize resource
consumption and effectively manage lighting sce-
narios based on user needs.

Artificial intelligence may be integrated into light-
ing design in different ways. This article examines
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their implementation in the development of a city’'s light
image is analyzed.

Keywords: environmental design, urban lighting, neural
networks, artificial intelligence, design, lighting scenarios

some examples of Al applications in urban lighting,
primarily for flexible customization suitable for cur-
rent user mood, or for saving energy and resourc-
es. The article also explores the implementation of
Al technologies during development of lighting fix-
tures or designing lighting scenarios. Furthermore,
neural networks which allow to vary the lightning
on the image quickly to visualize the needful light-
ning scenario are examined. Finally, an urban light-
ing concept for Pereslavl-Zalessky town is developed
by using neural networks as a tool.

€ Back

Fig. 1. An example of the Clipdrop service in action. Screenshot

Innovative technologies implementing into the
lighting industry are strictly regulated by relevant
documents. Street lighting is regulated by SNiP
(transliteration of Russian normative document with
construction standards and regulations) 23-05-95
“Natural and Artificial Lighting” [11]. This SNiP con-
tains requirements for the safety and power of light
sources, for the level of illumination and brightness
of road surfaces, and the lighting requirements for
industrial premises and residential, public and ad-
ministrative buildings. The document also outlines
the highly important indicator of horizontal illumi-
nation of roads and streets, which is determined by
traffic intensity and illumination category.

Intelligent lighting systems use data from mo-
tion sensors, video cameras and other sources
to regulate light intensity [9], allowing them not
only to respond to immediate changes, such as
increasing or decreasing traffic, but also to ana-
lyze traffic data per day, per week or per season
to predict and optimize lighting in advance. Al us-
age in lighting control significantly improves en-
ergy efficiency. Such systems can automatically
reduce or increase lighting power based on de-
mands, what allows to reduce energy consump-
tion and to make lighting network maintenance
cheaper. Thanks to the ability of intelligent light-
ing systems to adapt to environmental conditions,
they help to improve road safety and to provide
comfortable atmosphere in urban areas. The light-
ing might be enhanced in high-traffic areas or in
low-visibility conditions, in order to prevent traf-
fic accidents and to improve the overall safety of
urban environment.

= . +
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Artificial intelligence technologies are being ac-
tively implemented in lighting control systems. For
example, in November 2022, scientists from ITMO
University presented a neural network that could ad-
just room lighting to any user’s mood [7]. The neural
network determines the user’'s mood by tone-of-
voice of his messages to a digital assistant or oth-
er people, and adjusts the room lighting, such as
color temperature and luminosity level to improve
the user’'s mood. Approximately 3—-5 messages are
required to conduct the analysis. The algorithms
also consider geographic location and current day-
light hours. As a result, this device combines the
functionality of a digital assistant with an adap-
tive lighting system. The developers believe that
this neural network can reduce user fatigue by up
to 15%; moreover, this device may be also used to
distinguish work and rest hours to support work-
life balance.

Neural networks automate processes in many
areas. For example, smart air conditioning systems
with self-learning mechanism based on neural net-
works have appeared [2]. Neural networks analyze
large volumes of data, such as the presence and
number of people in a building, time of the day
and season, outdoor and indoor temperatures, car-
bon dioxide concentration and glazing area, and all
this obtained data is used to make the temperature
comfortable. Such optimization allows to reduce
the load on heating and air conditioning systems.

Neural networks are also used in marketing anal-
ysis of retail lighting to calculate how retail lighting
affects traffic, dwell time and sales [6], what is es-
pecially important when in-store visits are becom-
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ing less necessary due to the online marketplaces
and delivery services. Based on these user reac-
tions, lighting scenarios mostly preferred by dif-
ferent groups were developed.

Al-based lighting control systems are actively de-
veloping and implementing in global markets. Many
retailers are already implementing pilot versions
of technological systems based on facial recogni-
tion [6]. This allows not only to target the audience
by groups and select preferred lighting scenarios
for different groups, but also to recognize and track
customer emotions when interacting with products,
consultants and even their reactions to price of-
fers. Neuromarketing in retail spaces is becoming
an effective technology for traffic and conversion
increasing by creating a comfortable atmosphere
for shoppers, maximizing their purchase decisions.

Some new neural networks allow to change
lighting on images. The Beeble Al service sepa-
rates an uploaded image into a background and
foreground, converting the foreground into a 3D
model [1], allowing flexible adjustment of the fore-
ground subject’s illumination by selecting the type
of light source, its position, brightness and other
parameters. Another service called Clipdrop offers
a similar solution for changing lighting on images,
offering the ability to select a new lighting solution
through ready-made presets or flexible adjustment
of one or more light sources [3]. This service does
not create any 3D model during the process, per-
forming transformations only at the 2D graphics
level. However, the selected lighting settings af-
fect both the main subject and the background of
the image (Fig. 1).

Furthermore, scientists from the University of
Surrey have developed an artificial intelligence for

video games that is able to modify lighting for dif-
ferent character body types and clothing without
using complicated 3D models [4]. Modern Al tech-
nologies for lighting modifying often require the
creation of 3D models made of triangle meshes or
point clouds to apply shadows in a properly way.
However, the new development works with 2D im-
ages, eliminating the costly and complicated mod-
eling process. The results were published in the
Eurographics Association journal. Farshad Einabadi,
a senior research fellow at the University of Surrey’s
Centre for Vision, Speech, and Signal Processing,
noted that the AI4ME project demonstrates how Al
can make compositing in film and TV more acces-
sible and realistic by training computer models to
recognize different body types, movements, and
clothing under different lighting conditions. This
will significantly reduce the time and cost of im-
age rendering, especially for green screen shoots.

In April 2022, developers from Apple, Adobe
and University London College presented the neu-
ral network called OutCast, which helps to manage
natural lighting on images in real time [5]. The re-
searchers note that methods for modifying light
sources on images already exist, but all of these
algorithms require multiple shots of the location
made from different points. Then, the system can
build an accurate map of objects. The new algo-
rithm requires only one photo. The algorithm de-
termines the light sources on the original image
by analyzing the photograph using various filters.
In addition, it also identifies objects casting shad-
ows and calculates the length of the shadows. Af-
ter these steps, the system can draw new shadows
and highlights based on the position of the light
source (Fig. 2).

Input

Output

Fig. 2. Comparison of the original image and the result made in OutCast [8]
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Fig. 3. Plan of selected locations in the territory of Pereslavl-Zalessky

The authors of the article [5] note that the al-
gorithm handles large objects fairly well, but ig-
nores or inaccurately reproduces shadows of small
objects. It also doesn't take into account shadows
under objects or the physics of transparent mate-
rials, which makes the cars in the images appear
worse than they could.

Artificial intelligence technologies are used to
detect malfunctions in street lighting systems. Arti-
ficial intelligence detected over 10,000 lighting de-
fects in the Moscow region during fall of 2024 [12].
Artificial intelligence, using video cameras from the
“Safe Region” system, helps operatively detect mal-
functions in streetlights, and all detected malfunc-
tions are transmitted to utility services and resource
supply organizations for review. Thus, during the
fall, 10,812 defects in outdoor lighting systems were
recorded in Mytishchi, Krasnogorsk, Leninsky, Lyu-
bertsy and Podolsk.

Chester Thompson, vice president assistant of
WSP and head of a lighting design studio in San
Francisco, believes that Al lacks the human exper-
tise which is necessary for lighting projects [10]. For
example, in a luxury restaurant, dim lighting with
red and orange hues overhead evokes memories of
cozy evenings around a campfire. It's a thoughtful
response to human experience that designers can
bring to the process, unlike artificial intelligence,
which lacks experience, as Thompson argues.

In order to explore the possibility of using neu-
ral networks directly in the process of developing
a lighting image of a territory and designing lighting

fixtures, a design project was developed. The pro-
ject was made with sequential use of several neu-
ral networks to create a concept for urban street
lighting of parks and natural rest areas. Specifical-
ly, a lighting plan for several spaces in Pereslavl-
Zalessky was proposed, involving neural networks
in the design process.

The choice of this city for exploring design
methods using neural networks was deliberate.
Pereslavl-Zalessky is a small town with a rich his-
tory. Its example provides a useful example not only
of the technical feasibility of the proposed solu-
tions, but also the example of how the neural net-
work preserves the given style, local symbolism and
cultural context — in other words, the art historical
aspect of the issue. An equally interesting aspect
is the ability of various neural networks to render
ancient Russian and Slavic motifs, as it is unlikely
that foreign services were trained on such images.

When developing a lighting concept for a histor-
ical town, several aspects must be considered. It's
important to reflect the town's local cultural identity,
to highlight the uniqueness of historical events and
to stylize cultural symbols of Pereslavl. At the same
time, it's important to preserve the town’s image
by ensuring that decorative lighting elements don't
destroy the historic character of the area.

During the pre-project stage, a stylistic, histor-
ical and cultural analysis of the area was conduct-
ed, and the DeepSeek neural network was used to
develop a preliminary lighting design concept and
gather potential ideas for implementation. The text
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(o)

Fig. 4. Visualizations made by Midjourney: a) art object “funny flotilla”; b) sculptural group "Ryapushki” (which means “Vendaces");
¢) decorative “ice” lamps; d) illuminated fountain in the shape of Lake Pleshcheyevo

output from DeepSeek was carefully checked for se-
mantic errors and historical inaccuracies. Many ide-
as proposed by DeepSeek were rejected as a result
of the analysis, as they were unrealistic in terms of
material implementation or did not correspond to
the request for an outdoor lighting format (for ex-
ample, concepts for interior table and floor home
lamps were proposed) or to local characteristics (the
neural network proposed motifs of ancient Rus-
sian wooden architecture in general, as well as mo-
tifs for the city of Yaroslavl — possibly because of
Pereslavl-Zalessky is located in the Yaroslavl region).

The following concepts were accepted for the
further development:

— light installations in the form of boats, a ref-
erence to Peter the Great's toy flotilla located on
Lake Pleshcheyevo in Pereslavl;

— decorative illuminated art objects in the
shape of fish, to be placed on the water's surface
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as a symbol of the famous Pereslavl fish called ven-
dace (“ryapushka” in Russian);

— light projections onto park paths featuring
local ornaments and embroidery patterns;

— decorative "ice” lamps in minimalistic design,
to be placed in historical sites in such way that the
lamps do not distract from the architectural mon-
uments;

— an illuminated fountain with an irregularly
shaped pool, reminiscent of the silhouette of Lake
Pleshcheyevo.

It was decided not to implement the pro-
posed ideas related to the memory of Alexander
Nevsky in this design project, as the city already
has a landmark monument in his honor. The same
applies to the legends of the mythical Blue Stone
located near Pleshcheyevo lake due to their pa-
gan traditions and poor reference data besides
the stone’s shape.

Two locations have been selected on the Pere-
slavl city map for the proposed light installations:
the Summer Garden on Sovetskaya Street opposite
the Alexander Nevsky monument and the Transfig-
uration Cathedral, and the mouth of the Trubezh
River, where it flows into Lake Pleshcheyevo (Fig. 3).
The choice of these locations is justified, on the
one hand, by the absence of historical buildings
and cultural heritage sites, and on the other, by
their sufficient traffic and popularity among tour-
ists and locals.

Based on the proposed concept elements, im-
ages were generated in Midjourney neural network,
which served as references for the further develop-
ment of light objects (Fig. 4).

For the decorative sculpture group “Ryapushki”,
3D models were created using the Tripo Al service,
as well as drawings in Chat GPT (Fig. 5).

The light objects placement was selected with-
out the use of neural networks and is presented
in plans on fig. 3. Based on neural network visu-
alizations on fig. 4, video fly-throughs of the ob-
jects were generated using the PixVerse Al service.

Furthermore, an attempt was made to visualize
various lighting scenarios using neural networks. Wa-
ter art objects with fish were selected for testing the
method. The idea was to create new variations based
on the original image, but with a different backlight
color and a different time of day in the background.
Midjourney offers various options for modifying exist-
ing images, such as Edit, Remix (creating similar vari-
ations based on the original image with the ability to
adjust the prompt), Vary (creating similar variations
without the ability to adjust the prompt) and Retex-
turize (selecting new image textures while preserv-
ing the structure of the original image) modes. The
hypothesis was that the Retexturize tool would best
handle the given recoloring task. However, the best
results were obtained using the Edit tool, but they
also contained numerous artifacts and inaccuracies,
and the visual similarity of the luminaire shapes was
disrupted in various lighting scenarios. After more
than 50 generations, the neural network output still
failed to meet the criteria for sufficient visual and se-
mantic quality, so scenario modifications were devel-
oped manually using traditional methods.

Thus, five neural network services were sequen-
tially used during the development of the lighting
concept. Firstly, DeepSeek was used to generate
ideas and create a lighting design concept with
respect to local cultural identity, while thoroughly
checking for semantic errors and historical inaccu-
racies. Secondly, Midjourney was used to gener-
ate images based on text prompts proposed by
DeepSeek. The highest quality and most appropri-
ate images were selected. Then, Tripo Al was used
to create 3D models based on the images generat-
ed by Midjourney. The generated 3D models with-
out shape and texture artifacts were selected. Chat
GPT allowed for the creation of drawings based on
the images generated by Midjourney. At this stage,
it was necessary to define the product dimensions
and check the rendering for the loss of important
details. Finally, environmental video visualizations
were created based on the images from Midjour-
ney using the PixVerse Al service. Various lighting
scenarios were developed manually, because of the
output from the neural network contained too many
inaccuracies.

In conclusion, it should be noted that despite
the rapid development of artificial intelligence tech-
nologies, the creation of lighting concepts is still
impossible without human intervention. Even the
operation of advanced Al services must be moni-
tored at every stage, manually filtering out defective
output and correcting artifacts through repeated
generations or independently in graphic editors.
Furthermore, there is no single service for creating
a complete design project for environmental objects.
Therefore, it is necessary to develop algorithms for
the sequential application of multiple neural net-
works to obtain various design concept elements,
such as drawings, sketches, 3D models and visu-
alizations [13, 14]. It is also necessary to consider
the ethical and legal aspects of using neural net-
work services by studying their user agreements,
because of exclusive rights to images do not al-
ways belong to the user, but may also belong to
the neural network developers [15], which may have
consequences in the real design process based on
generated references.
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Fig. 5. The illuminated water art object “Ryapushki”: a) visualization by Midjourney;
¢) drawing by Chat GPT

16

b) 3D model by Tripo Al in various angles;
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NPUMEHEHWVE NCKYCCTBEHHOTO MHTENJIEKTA
B CBETOBbIX TEXHOJIOTUNAX HA TIPUMEPE
[MPOEKTUPOBAHWA TOPOACKOIO YJIMHHOIO
OCBELWEHWA MEPECNTAB/A-3ANIECCKOIO

AHHoOTauumsA: B cTaTbe pacCMOTPEHbI MPUMepbl MpUMe-
HEHWSA NCKYCCTBEHHOO MHTENEKTa B paboTe roposcko-
ro OCBeLLEeHNs U BHEAPEHMWE TEXHONOTUI NCKYCCTBEHHOTO
WHTeNNeKTa Ha 3Tane pa3paboTkun OCBeTUTENbHbIX NPUBO-
pOB, NPV NPOEKTUPOBaHNM CLieHapueB OocBelyeHus. Pas-
paboTaHa KOHLEMNUMS OCBELLEHNS FOPOACKUX TEPPUTOPUI
MNepecnaBnn-3anecckoro ¢ NPUMEHEHNEM HENPOHHbIX

NckycctBeHHbI nHTeanekt (M) n HelipoH-
Hble CETVN MPOHM3bIBALOT BCe Hbosblue chep fm3ain-
Ha M TEXHOJIOTUN, OTKPbIBas HOBble BO3MOXHOCTU
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ceTeli B KauecTBe UHCTpyMeHTapus. MNpoaHannsmposaH
NnoTeHLMan HeMPOCETEBbLIX CEPBUCOB ANS UX BHEAPEHNS
B pa3paboTky cBeTOBOro obpasa ropoga.

KnroueBble cnoBa: dusaliH cpedsl, 2opodckoe ocselye-
Hue, HelipoHHbIe cemu, UCKycCmeeHHbIl UHmesekm,
npoekmuposaHue, cyeHapuu oceeujeHus

ANA NPOEKTUPOBaHUSA FTOPOACKOro OCBELLEHM .
YnnuHoe ocBeLleHME B COBPEMEHHbIX FOpoAax no-
3BOJIAET He TOJIbKO obecneumBaTb 6€30MacHOCTb

B BEUYEpPHee N HOYHOE BPeMs CYTOK, HO TakXe COo-
3aaBaTb KOMGOPTHYO aTMOCcdhepy C NporpaMmmmnpo-
BaHMEM MO/b30BaTENbCKUX CLLeHapUeEB. TeXHOOrMK
Ha OCHOBE WUCKYCCTBEHHOTO MHTeNIeKTa CNOCO6HbI
ONTMMUN3MPOBATb 3aTpaThl pecypcos 1 3ddekTnB-
Hee ynpaBasTb CLLEeHapUAMU OCBELLEHNS HA OCHO-
Be aHa/M3a noTpebHOCTeN nosb3oBaTenen.

VCKYCCTBEHHBIV MHTENNEKT MOXET ObiTb BHEAPEH
B NPOEKTUPOBAHME CBETOBbLIX OOEKTOB Pa3INUHbI-
MU cnocobamu. B faHHOWM cTaTbe paccmaTpuBatoTcs
npuMepbl NPUMEHEHUS NCKYCCTBEHHOTO MHTEN/IEKTa
HernocpeaCcTBEHHO B paboTe ropoACcKoro oceeLle-
HWA, B YAaCTHOCTM, ANA ero r’MBKON HaCTPOUKM Nog
HaCTpoeHMe Nob30BaTeNs UK A1 SKOHOMUM pe-
CYpCOB 1 0bLel 3HeproaddekTnBHOCTU. Takxe pac-
CMOTPEHO BHEAPEHNE TEXHONOTNIA UCKYCCTBEHHOTO
WHTeNNeKTa Ha 3Tane pa3paboTkm 1 NpoekTnpoBa-
HWMA CaMOro YCTPOMCTBa OCBELLEHWNS UAN CLLEHapU-
eB ocBeleHns. Kpome Toro, pacCMoOTpeHbI Hell-
poceTeBble CEPBUCHI, MO3BOJIAIOLLNE BapbUPOBaTh
ocBelleHne ans ObICTPON BU3yanmsaLmm HY>XHO-
ro cueHapwms. HakoHeu, pa3paboTtaHa KoHLUenuums
OCBeLLEeHWNs TOPOACKUX TeppuTopuin MNepecnasns-
3a1ecckoro ¢ UCMNoNb30BaHWEM HepoceTel B Ka-
YecTBe MHCTPYMeHTapus.

MHHOBaLMOHHbIE TEXHOIOTNK, BHEAPAIOLLMECS
B UHAYCTPUIO CBETOBbIX pa3paboTok, CTPOro perna-
MEHTUPYHOTCA COOTBETCTBYHOLLMMU HOPMATUBHbLIMU
AOKymeHTamMu. PaboTa yMUYHOro ocBelleHns pe-
rnameHTnpoBaHa CHuIT 23-05-95 «EctectBeHHOE
N UCKyccTBeHHOe ocselleHne» [11]. CHull coaepxunt
B cebe TpeboBaHMs K 6e30NacHOCTU U MOLLHOCTM UC-
TOYHWKOB CBETA, YPOBHIO OCBELLEHHOCTM U APKOCTU
LOPO>KHbIX MOKPbLITUI, TPeBOBaHMsA K OCBELLEHNIO
NoMeLLLEeHWI NPOMbILAEHHBIX MPEANPUATUR, XUN-
NbIX, O6LLECTBEHHbIX Y afMUHUCTPATUBHO-ObITOBbIX
34aHWI. B fokymeHTe Takoke 0603HaUeH BaXKHEN-
WM MOKa3aTelb rOpM30HTaNbHOM OCBELLEHHOCTM
JOpPOr Y yNnL, KOTOPbIN ONpeaensieTca NHTeHCKB-
HOCTbHO ABUXKEHWS U KaTeropmein ocBeLLLeHHOCTM.

VIHTennekTyanbHble CUCTEMbI OCBELLEHNA NCMOJb-
3YHOT J@aHHble C AaTUMKOB ABUXKEHUSA, BUAEOKaMep
N APYTUX UCTOYHMKOB MHPOPMaLNK Ais peryanpo-
BaHMS MHTEHCMBHOCTM CBeTa [9], UTO NO3BOAAET UM
He TO/IbKO pearnpoBaTtb Ha HEMOCPEACTBEHHbIE M3-
MEHEHMUS, TaKmMe Kak yBeANYeHe AN YMeHbLUeHne
Tpaduka, HO M aHaNIN3MPOBaTb AaHHbIE O ABMXXEHNN
B TEYEHWE JHS, HEAENN W CE30HA, YTOObI NPOrHO-
31poBaTb M ONTUMMN3NPOBATb OCBELLEHWE 3apaHee.
MpumeneHve VI B ynpaBaeHn ocBeLLeHeM 3HauK-
Te/IbHO NoBbILWaeT 3HeproaddekTnBHOCTb. CncTembl

MOTYT aBTOMaTMUeCKn yMeHbLUaTb AN YBEANYMBATb
MOLLIHOCTb CBETa B 3aBMCMMOCTW OT NOTPeBHOCTH, UTO
MPUBOANT K CHVXXEHWIO 3HEpronoTpebieHms 1 3KOHO-
MWW CPeACTB Ha CoAep KaHNe OCBETUTE/IbHBIX CETEN.
Bnarosaps cnocOBHOCTU UHTENNIEKTYaNbHbIX CUCTEM
OCBeLLeHMsA aZanTMPOoBaTbCs K YCNOBUAM OKpPY>Kato-
e cpedbl, OHW CNOCOHBCTBYHOT MOBbLILLEHUIO Oe3-
OMNacHOCTW Ha Joporax 1 co3faHno KOMGOPTHOM
aTMocdepbl B ropoackmx paoHax. OcselleHne Mo-
>KeT ObITb YCMNEHO B MeCTax C BbICOKOMN aKTUBHO-
CTbHO W/IN B YCNIOBUAX NAOXOM BUAUMOCTM, UTO NO-
MoOraeT NpeAoTBPaTUTb AOPOXHO-TPAHCMOPTHbIE
NPOVCLLECTBMA U yaydLluaeT obLyto 6e3onacHoCTb
ropoaCcKon cpeabl.

TexXHONOrMmN NCKYCCTBEHHOTO UHTeeKTa ak-
TUBHO BHEAPAIOTCA B CUCTEMbI YIIpaBAeHUs ocBe-
LLLeHHOCTbIO NpOCTpaHcTB. Hanpumep, B Hosb6pe
2022 ropa yueHble n3 YHnsepcutera UTMO npeg-
CTaBUIM HEMPOCETb, KOTOPYH Hay4uan NoacTpam-
BaTb OCBELLEHMe B KOMHATe MoJ HacTpoeHne ye-
noseka [8]. HempoceTb onpeaensiet HacTpoeHune
Nofib30BaTeNs MO TOHY ero CoObLEeHN B nepennc-
Ke C UMPPOBbLIM MOMOLLHUKOM U C APYTUMUN NHOAb-
MW, 1 B 3aBUCMMOCTM OT 3TOFO U3MEHSET OCBELLLEHME
B KOMHaTe. Cnctema MeHAeT LBETOBYHO TemMnepa-
TYPY Y YPOBEHb OCBELLEHHOCTU NOMeLLLeHMA Ana
yAyUdLLEHWA HaCTPOeHMs Yenoseka. [ns nposegse-
HWA aHanM3a HePOCETN HY>KHO 0KoAo 3-5 coob-
LWEeHNRA. TakKe anropuTMbl yUUTLIBALOT reorpaduye-
CKOE NOJIOXKEHWE NONb30BaTeNA U TEKYLLYIO ANNHY
CBETOBOro AHs. B utore nonyuyeHHas paspaboTka
06begunHsAeT PyHKUMOHaN BMPOBOro acCUCTEHTA
N CMCTeMy aZanTUBHOrO OcBelleHus. PazpaboTum-
KW CUMTAIOT, UTO AaHHas HEMPOCETb MOXET CHU3UTb
yCTanocTb noab3osBaTens Ao 15%, a Takxe ncnonb-
30BaTbCA KaK YCTPOMCTBO, pa3rpaHuumBatoLLee pe-
XUMbl paboTbl U OTAbIXa.

[na aBTOMaTM3aUMM NPOLLECCOB HEMPOHHbIE
CeTV NPUMEHSAIOTCA BO MHOrMX cdepax. Hanpumep,
NPeANOXeHbl YMHbIe CUCTEMbI KAMMAaTU3aLUn C UC-
Mo/Ib30BaHMEM CaMOObyUeHNs Ha OCHOBe Helpoce-
Te [1]. Helipocetn aHannsmpytoT 6oblime ob6bembl
JaHHbIX, Takue Kak NpUCYTCTBUE HOAEN B 3JaHUN
N KOANYECTBO YeNoBeK, BPeMA CYyTOK 1 BPeMsA roja,
YANYHYIO TeMMepaTypy 1 TeMnepaTypy B NoMelLe-
HWW, KOHLEeHTPaLNIO YrAeKNCAoro rasa, naowaab
OCTEKNEHMSA, N C MOMOLLbIO MONYYEHHbIX AaHHbIX
TemnepaTypa J0BOAUTCA J0 KOMGOPTHbIX MOKa3a-
Tenel. MopgobHas onTMMM3aLnsa AaeT BO3MOXHOCTb
CHU3WUTb Harpy3ky Ha CUCTEMbl OTOMAEHMA U KOH-
AVNLMOHMPOBaHUA.
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HelpoceTn Takxe MCMoNb3yroTCa ANs Mapke-
TWUHIOBOrO aHa/n3a B OCBELLEHNN TOProBbIX NPO-
CTPaHCTB 1 BbIUYMCASHOT, Kak OCBELLEHNE B TOPTOBOM
NPOCTPaHCTBE BAMSET Ha TpaduK, BpeMs NpebbiBaHMs
B Mara3uHe 1 o6beM npogax [7], utTo 0cobeHHO Bax-
HO B 3MOXY, KOrAa NnoceLleHve MarasvHoB nepecraet
6bITb HEOOXOAMMOCTbIO BBUAY MOSIBJAEHUS CaXKeH-
HO paboTaroLL X OHNANH-MaPKETN/IENCOB U CEepPBU-
COB Z0CTaBKW. Ha OCHOBaHMM 3TUX peakLnin Bblin
chopMyMpoBaHbI CLieHapWK OCBELLLEHWS, Hanbonee
NpeAnoYTUTENbHbIE AR Pa3ANYHbIX FPYnm.

Cuctembl ynpaBaeHUs ocBeLLLeHVEM Ha OCHO-
Be VI yxe akTMBHO paspabaTbiBatoTCs U BHeAPS-
tOTCA Ha rnobanbHbIX pblHKax. MHOrne cetun yxe
BHEAPAOT NMUIOTHbIE NPOEKTbl TEXHONOTUYECKUX
KOMM/IEKCOB Ha OCHOBE pacrno3HaBaHuWs JuL, noce-
TMTENen [7]. OTO NO3BOASAET HE TONLKO TUMUPOBATH
LlesIeBYO ayAMTOPUIO MO rpynnamM 1 noabupats Ans
pa3/INUHbIX Fpynn Hanbonee NpeAnoYTUTENbHbIE
CLieHapuun OCBeLLeHNs, HO 1 pacno3HaBaTb U OT-
CnexmvBaTh 3MOLUN NOKynaTenen npy B3aMMoaen-
CTBUM C TOBapaMU, KOHCYbTaHTaMK, U Aaxe peak-
LMIO Ha LeHOoBOE npeasoxeHune. HelipomapKkeTuHr
CTaHOBUTCA 3PPEKTUBHOW TEXHONOTMEN MOBbILLE-
HWsA TpadurKa 1 KOHBEPCUUN B TOPrOBOM MPOCTPaH-
CTBE 3a CcUeT co34aHns KompopTHOMN aTmocdepbl
AN5 MoKynaTens, MakCMMaibHO pacnonararoLei
K MPUHATUIO peLleHUs O NOKYyrKe.

MoABMANCE HEMPOCETH, KOTOPbIE MO3BO/IAOT Me-
HATb ocBelleHne Ha doTorpadun. Cepauc Beeble
Al pa3genset 3arpy>xeHHoe nsobpaxeHue Ha GoH
M Ha NepeaHWi NiaH, Npeobpasys nepesHUn naaH
B 3D-mogenb [12], uto no3BosseT rmbKo HacTpau-
BaTb OCBELLEHHOCTb O6BbEKTa, BbIBMpas TN NCTOY-
HWMKa CBeTa U HacTpamBas ero pacrnooXeHne, ap-
KOCTb 1 Apyrve nokasatenn. AHalOrMuHyo 3ajavy
N3MeHeHus oceellleHns Ha doTorpadum pellaet
cepsuc Clipdrop, npegoctaBass Noab30BaTeNO BO3-
MOXXHOCTb Bbl6Opa HOBOrO peLleHnsa No OCBelLle-
HWIO Yepes roToBble NPeceTbl AN TMOKYHO HAaCTPOWN-
Ky OAHOrO MAM HECKOAbKMX UCTOUHMKOB cBeTa [13].
CepBuc He co3gaeT gonoaHutenbHon 3D-moae-
N, coBepluas npeobpasoBaHUs AULLb Ha YPOBHE
2D-rpadvkum, ogHaKo BbibpaHHbIe HACTPOWMKN OCBE-
LWEeHWA 3aTparMBatoT U OCHOBHOMN 06BbEKT Ha GOTO-
rpadum, n ¢oH (puc. 1).

Kpowme TOrO, yueHble u3 Ynusepcuteta Cyppes
pazpaboTanu NCKYCCTBEHHbIV UHTENNEKT AN BUAEO-
Urp, KOTOPbIN MOXET U3MEHWUTb OCBELLEHME ANs pa3-
HbIX TUMOB TENOCIOXEHNSA MEPCOHAXKEN N OAEXAbI
6e3 ncnonb3oBaHUa cioxHbIx 3D-mogenen [5]. Co-
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BpeMeHHble TexHonormm N ans nameHeHus ocee-
LLEeHNs YacTo TpebytoT co3gaHus 3D-mogenel B Buge
TPeyrosbHbIX CETOK MM 061aKoB Touek, YToHbl Kop-
PeKTHO HanoXxmTb TeHn. OfHaKo HoBas pa3paboTka
paboTaeT ¢ 2D-n306paxkeHnAMM NHOLEN N U3MEHE-
HVAMU OCBELLEHNSA, UTO MO3BOAAET N3bexaTb 3aTpar-
HOro M TPYAO0EMKOro npoLiecca MOAENNPOBaHUS.
Pe3synbTatbl paboTbl 6b1an 0Ny6ANKOBaHbI B XYyp-
Hane Eurographics Association. ®apluag SnHabaaw,
CTapLUMiA Hay4HbIN COTPYAHWK LieHTpa 3peHus, peun
n obpaboTtkun curHanos YHusepcuteta Cyppes, oT-
Metun, uto npoekT AI4ME aemoHcTpupyerT, kak NN
MOXET CAenaTb KOMMNO3UTUHT B KMHO 1 TB 6onee go-
CTYMHBIM W PeaNNCTUYHBIM, 0BYUMB KOMMbIOTEPHbIE
MOZeNIN pacno3HaBaTb Pas/inuHble TUMbl TENOCNO-
KEHUS, ABUXKEHUA N OAeXAY MPU pa3HOM OcCBellle-
HUW. ITO NO3BOJINT 3HAUNTE/IBHO COKPaTUTb BpPeMS
1 3aTpaTbl Ha PEHAEPVHT M306paXKeHNn, 0COHBEHHO
A5 CbEMOK C UCMONb30BaHNEM 3e/1EHOTO 3KpaHa.

B anpene 2022 r. paspaboTumku n3 Apple, Adobe
n YHusepcuteTckoro konneaxa JlIoHgoHa npegcra-
BMAK HelpoceTb OutCast, nomoratoLyto B peasb-
HOM BPEMEHM YMpPaBAATb €CTECTBEHHbIM OCBELLEHN-
em Ha poTorpadusx [6]. ccnegosatenn otmevaror,
UTO Y>XKe CYLLEeCTBYHOT METOAbI AN U3MEHEHUS UC-
TOUYHWKOB OCBeLleHna Ha boTorpadusx, HO ana pa-
60Tbl BCEX 3TUX aNrTOPUTMOB HEOHBXOAMMO HECKOb-
Ko poTorpaduii MECTHOCTU C HECKONbKNX TOUEK.
Torga cmctemMa MOXeT MOCTPOUTb TOUHYHO KapTy
061bekToB. Ans paboTbl HOBOrO aAropuUTMa Hy>Ha
TO/NIbKO OZHa ¢oTorpadusa. Anroputm onpegenser
NCTOYHWUKMN CBETa Ha OPUTMHANbHOM CHUMKE My-
TeM aHaam3sa ¢otorpadmm ¢ MOMOLLLIO Pa3JINYHBIX
dunbTpoB. KpoMe NCTOUHMKOB CBETa ONpesenstoT-
€5 1 06beKTbl, OTOpackiBatOLLME TEHW, PacCYMTbIBa-
eTcs AAnHa TeHel. Mocne 3TuX AencTBUI cucTema
MOXET pUCOBaTb HOBbIE TEHM 1 HAMKM, OCHOBbIBA-
ACb Ha NOJOXEHUN UCTOYHMKA OCBeLLeHMA (puc. 2).

ABTOpbI CTaTbW [6] OTMEUatoT, YTO arOpPUTM J0-
CTaTOYHO XOPOLUO CMPaBASETCA C KPYMNHbIMU OOb-
eKTamW, HO UITHOPVPYET MM HETOYHO BOCMPOU3BO-
AT TEHW MeNKMx 06bekTOB. TakxKe He YUUTbIBaOTCS
TeHW noj obbekTaMu 1 GusmkKa NpPo3payHbIX MaTe-
pWanos, n3-3a 3TOro aBTOMOBMAN Ha CHMMKaX Bbl-
TAAAT XY>Ke, YeM MOTu Bbl.

C NOMOLLbIO TEXHOJIOT NI UCKYCCTBEHHOTO UHTES-
NeKTa BbIBASIOTCA HapyLueHWa B paboTe yAnYHOro
ocseweHuna. Cebiwe 10 ToiC. fePpeKTOB OCBeLLeH NS
BbISIBUJI UCKYCCTBEHHbIN MHTeNNeKT B NogMocko-
Bbe 3a oceHb 2024 roga [10]. MickycCTBEHHbIN WUH-
TENEKT Yepes BUAeOKamepbl cnctembl «besonac-

HbIA permoH» NoMoraeT onepaTMBHO OBHapy>KMBaTb
HencnpaBHOCTU B paboTe YyANYHbIX CBETUAbHM-
KOB, 1 BCe 3adMKCMPOBaHHbIe HapyLUEHWs nepe-
faroTcA Ha oTPaboTKy KOMMYHaNbHbBIM Ciy>xbam
W pecypcocHabatoLmm opraHmn3aumam. Tak, B OCEH-
HWI Nepunog B ropoackux okpyrax Mbituwm, Kpac-
Horopck, JSleHnHckni, Jltobepubl 1 Mogonbek Hbl10
3adumkcnposaHo 10812 aedektoB B cmcTeme Ha-
PY>KHOTO OCBELLEHWS.

Yectep TOMNCOH, NOMOLUHUK BULLE-NpPe3nieHTa
WSP n pykoBoguTens cTyaumn ceetoamsaiiHa B CaH-
®paHumcko, cumTaet, uto M He xBaTaeT uenoBeue-
CKOTrO OnMbITa, KOTOPbIA HEODXOAUM 4151 MPOEKTOB
B obnacTtu ocseleHus [15]. Hanpumep, B 31UTHOM
pecTtopaHe Npu TYCKJIOM OCBELLLEHUN C KPACHbIMM
N OpaHXeBbIMW OTTEHKAMW Haj roN0OBOM 3TO HaBe-
BaeT BOCMOMMHaHUA 06 YHOTHbIX BEYepax y KocTpa.
370 NpoAyMaHHas peakuus Ha YeIOBEYECKUIA ONbIT,
KOTOpYH An3aiHepbl MOTYT NPUBHECTM B NpoLecc,
B OT/IMYME OT UCKYCCTBEHHOrO MHTENNEKT], He 06-
NajlatoLLEro OMbITOM, YyTBEPXKAAET TOMMCOH.

C Luenbro nccnesoBaHUs BO3IMOXHOCTU NpuMe-
HEeHWs HEMPOHHbIX CeTel HEMOCPEACTBEHHO B MPO-
Lecce pa3paboTtky cBeTOBOro obpasa teppmtopun
M NPOEKTUPOBAHUSA OCBETUTENbHbIX MPUOOPOB Bbi-
MOJIHEH COBCTBEHHBIN AN3aH-MPOEKT C NOCe0Ba-
TeNbHbIM MCMOAb30BaHNEM HECKONbKUX HerpoceTen
NS CO3AaHMA KOHUEMNLMM FOPOACKOro YANUUYHOTO
OCBeLLEHMS NapKOBbIX U MPUPOAHbIX MPOCTPAHCTB,
a IMEHHO MpPeJJ/IOXKeH MaH OCBELLEHUS HECKOb-
KX npocTpaHcTB MNepecnaBnsn-3anecckoro C yya-
CTMEM HelrpoceTel B NpoLecce NPOeKTUPOBaHMS.

[aHHbIV ropog ans nccnefoBaHua cnocobos
NPOEKTUPOBaHMS C UCMOb30BaHNEM HelpoceTel
BbibpaH He caydaiiHo. MNMepecnaBab-3aneccknin —
Hebo/bLWOW ropog ¢ boraton ncrtopmei. Ha ero
npumepe ya06HO paccMOTPETb He TOJIbKO CTeNeHb
TEXHUYECKOW peanvlyeMocTv npeanaraembix peLle-
HWI, KaK HEMPOHHAsA CeTb CMPaBASETCs C CoXpaHe-
HWeM 3aJ,aHHOM CTUANCTUKUN, MECTHON CUMBOANKM
W KyNbTYPHOTrO KOHTEKCTA, T.€. MCKYCCTBOBEAUECKYHO
CTOPOHY BOMpoca. He MeHee MHTepPeCHbIM acrek-
TOM CTaHET U CMNOCOBHOCTb Pa3NNUHBIX HepoceTel
K OTPUCOBKE APEBHEPYCCKUX U CNABAHCKUX MOTHU-
BOB, MOCKOJ/IbKY MajOBEPOATHO, UTO 3apybexHble
pecypcbl 0byyanmcb Ha NOJO06HbIX N306pPaKEHMsIX.

Mpw pa3paboTke KOHLEMNLUM OCBELLLEHUS NCTO-
pUYeCcKoro roposa HeOBXOANMO yUecTb HECKOJIb-
Ko acnekToB. CTOUT OTPa3nTb MECTHYHO KY/IbTYPHYHO
MAEHTUYHOCTb rOpoAa, MOAYEPKHYTh YHUKaNbHOCTb
NCTOPUYECKMX COBBLITUN N CTUAN30BATL KYJIbTypHbIe

cumBosibl MNepecnasns. B To xe BpeMs BaXKHO coO-
XpaHWUTb 06pa3 roposa, YtTobbl JekopaTnBHbIE CBe-
TOBbIE 3/IEMEHTbI HE HapyLlaau UCTOPUYECKUIA 06-
JINK MECTHOCTM.

Ha npeanpoekTHOM 3Tane 6bi1 NpoBeseH CTu-
NNCTUYECKWNI, NCTOPUYECKUIA N KYNbTYPHbIN aHa-
JIN3 MECTHOCTY, a Tak>Ke MCNOoJIb30BaHa HelpoceTb
DeepSeek ans co3gaHns NeEPBUYHON KOHLEMLMM
npoekTa ocBeLleHns n cbopa BO3MOXHbIX Nael
ANnA peannsauunun. Belgaua TeKCTOBBIX pe3yabTa-
TOB HelipoceTn DeepSeek TwatenbHO npoBeps-
Nlacb Ha HasM4mne CMbIC0BbIX OLMBOK U CTOpUYe-
CKUX HeTOUYHOCTEN. MHOrne uaeun, NpeaioxXeHHble
HelpoceTbto, HbIIM OTBEPTHYTHI B pe3ynbTaTe aHa-
N13a, NOCKOAbKY BblAN HEPEaNNCTUUYHBIMU C TOU-
KW 3peHus BOMOWEHNS B MaTepmane Uin He co-
OTBETCTBOBA/IN 3anpocy Ha Hapy>XHbI dopmat
ocBelleHMa (HanpuMep, Npeanaraamcb KOHLen-
LN UHTEPbEPHBIX HACTO/IbHBIX M HaMOJ/bHbIX CBE-
TWUJBHWKOB) N Ha MeCTHble 0COHBEHHOCTU (Helpo-
ceTbto Npeasaranvcb MOTMBbI APEBHEPYCCKOrO
AepeBAHHOrO 3044eCTBa B LLeIOM, a TakKe Mo-
TUBbI A4 ropoga Apocnaeas — BO3MOXHO, Mo-
ckonibKy NMepecnaBnb-3aneccknin HaxoauTca B Apo-
cnaBckon obnactn).

M3 npuHATLIX K fanbHenweln npopaboTke se-
MEHTOB KOHLIENLMI BbibpaHbl creaytowme naeu:

— CBETOBble MHCTaNALMM B BUAE Najel Kak oT-
CbliKa K noTewHon ¢aotuamm Metpa |, pa3meras-
Wwewncs Ha lMneweeBom o3epe;

— JeKopaTuBHble CBeTALMeCcs apT-06beKTbI
B PopMe pbIb Ana pasmeLleHns Ha NOBEPXHOCTU
BOZbl KaK CUMBOJ1 3HAMEHWTOWN NepecaaBcKomn ps-
nyLKm;

— CBeTOBble NMPOeKLMN Ha NapKoBble JOPOXK-
KM C MECTHbIMW OpPHaMeHTaMu U y30pamMun MecT-
HbIX BbILUNBOK;

— AleKOpaTUBHbIe «1effAHble» CBETUAbHUKN B MU-
HYMaNUCTUYHOM AM3aliHe ANA PaCrONOXEHUS B UC-
TOPUYECKNX MeCTax, YTOObl CBETUNBHUKM He OT-
B/€KaNN BHYMaHWe OT NaMATHUKOB apXUTEKTYpPbl;

— nogceeymBarowmniica GpoHTaH ¢ baccemnHom
HernpaBuabHON GOPMbIl, HAMOMUHAIOLLEN CUAYIT
Mneweesa o3epa.

PeweHo He Bon/owWaTth B JaHHOM AW3aWiH-
npoekTe NpeasoXeHHble UAeN, OTHOCALLMECS K Na-
MATK AnekcaHgpa HeBckoro, MoCKobKy B ropo-
A Yy>Ke MMeeTCs 3HaKOBbI NaMATHUK B €ro YecTb,
a TakxXe naeu, cBsizaHHble ¢ fereHgamm o CuHem
KamHe BBUAY WX A3bIYECKUX TPAANLNIA N CKYAHOCTA
OMOPHbIX AAHHbIX MOMWMO GOPMbl KaMHS.
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Ha kapte ropoaa Mepecnaens BbibpaHbl ABe Tep-
pUTOPWM A1 pa3MeELLLEHNA NPeaNOXKeHHbIX CBETOBbIX
06bekToB: 310 JleTHUi cag Ha yn. CoBeTckas Hanpo-
TMB NamaTHWKa AnekcaHapy Hesckomy n Cnaco-
MpeobpaxeHckoro cobopa u ycTbe pekn Tpybex,
rae oHa Bnagaet B [neweeBo 03epo (puc. 3). Bobi-
60p AaHHbIX IOKaLnii 060CHOBaH, C OAHOM CTO-
POHbI, OTCYTCTBMEM Ha HUX MCTOPUYECKUX 3AaHNI
N NaMATHUKOB KYNbTYPHOrO Hacieaus, a C Apyron
CTOPOHBI, OCTaTOUYHOWN NPOXOANUMOCTLIO M MONyAsp-
HOCTbIO CPeamn TYPUCTOB N MECTHbIX XXUTENEN.

Ha ocHOBe npeanoXeHHbIX 31eMEHTOB KOHLLenN-
LW creHeprpoBaHbl n3obpaxeHns B Midjourney,
nocayxwuBLUne pedepeHcaMmn ans JajbHenLen pas-
paboTkn CBETOBLIX 00BHEKTOB (puC. 4).

Ans fekopaTMBHOWM CKYAbNTYPHORN rpynnbl «Ps-
nyLwkm» co3gaHbl 3D-moaenn ¢ NnoMoLbro cepau-
ca Tripo Al, a Takxxe yeptexxu B Chat GPT (puc. 5).

PacnonoxeHune cBeToBbIX 0OBEKTOB BbIGPAHO
6e3 yyactus HelipoceTel U NpPeaCTaBieHO Ha naa-
Hax (puc. 3). Ha ocHOBe HelpoceTeBbIX BU3yasnm3a-
Lui (puc. 4) Takke nosyyeHsl BuAeo-obaeTbl 06b-
ekToB ¢ nomolbto M-cepsuca PixVerse.

Kpowme Toro, npegnpuHata nonbiTka BU3yanunsa-
LUK Pa3INYHBIX CBETOBbIX CLLEHapWEB C MOMOLLLbHO
HelpoceTen. Jns TeCTMPOBaHUsA MeTOAa BbibpaHbl
BOAHble apT-06beKThI ¢ pbibamMu, Npegnonaranocb
MONYyUYNTb Ha OCHOBE MX MCXOAHOTO M30bpaxKeHus
HOBble BapuaLuu, HO C APYTMM LIBETOM MOACBET-
KV 1 APYrMM BpemeHeM CyTok Ha ¢oHe. CepBuc
Midjourney npeanaraet pasinyHble BOSMOXHOCTM
Mo MKaLMM CyLLLeCTBYHOLLEro n3obpaxeHus, Ta-
kne kak Edit (pegakTnpoBaHme), Remix (co3gaHue
MOXOXWX BapuaLuii Ha OCHOBE NCXOZHOTO M306pa-
XKEHWA C BO3MOXHOCTbHO KOPPEKTMPOBKMN MPOMMTA),
Vary (co3gaHune noxoxumx BapraLmin 6e3 BO3MOXKHO-
CTV KOPPEeKTMPOBKM NpomMnTa) u Retexturize (noa-
60p HOBbIX TEKCTYP M306paKeHNs NPy COXPaHEHNN
CTPYKTYPbl NCXOAHOTO M30bpaxeHus). N'mnoTesa 3a-
KAtOUanacb B TOM, YTO MHCTPYMEHT Retexturize Haum-
Ny4ywM obpa3om CrnpaBuTCs C NOCTaBJIEHHOM 3a-
faun nepekpackn. OgHaKo, HanaydLumne pesybTathl
MoJlyYeHbl C MOMOLLLIO MHCTPYMeHTa Edit, HO 1 OHK
coZepKan MHOXECTBO apTedakToB 1 HETOUHOCTEN,
HapyLLanocb BHeLIHee CXOACTBO GOPMbl CBETUIb-
HWKOB B pa3/INYHbIX CLieHapusax noacsetku. [Mocne
6onee uem 50 reHepauuin Bbigava HEMPOCETEBOrO
KOHTEHTa TaK 1 He CMOraa YAOBAETBOPUTb KPUTEPH-
fIM ,OCTaTOUYHOrO BM3YyaslbHOIO U CMbICJIOBOTO Ka-
4yecTBa, NO3TOMY MoanduMKaLmm cueHapues Hblan
pa3paboTaHbl BPYYHYH TPAAULIMOHHBIM CNOCO60M.
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Takmm obpasom, B npouecce pa3paboTkm cee-
TOBOW KOHLENuUMn b0 NnocaeaoBaTelbHO 3ajel-
CTBOBAHO NATb HeMpoceTeBbIx cepBncoB. DeepSeek
NPUMEHSCA A5 TeHepaLLMM Uael U CO34aHNs KOH-
Lenuum CBEToAN3aHa C YHETOM MECTHOMN KybTYPHOW
WAEHTUYHOCTW, MPY 3TOM NPOBOAMAACH T aTeNbHas
npoBepKa Ha Haan4Me CMbICIOBbIX OLIMOOK U UCTO-
puueckmx HeTouHocTel. Cepauc Midjourney ncnosbs-
30BasicA ANA reHepaLnn n3obpaxkeHnin Ha OCHOBe
TEKCTOBbIX 3aMpPOCOB U3 NPEAIOKEHHbIX Hepoce-
Toto DeepSeek koHuenumi. OcyLLecTBAANCS BbIGOP
Hauay4LMX No KayecTBy 1 Hanbonee NOAXOAALLMNX
Mo CTUAHO M306paxKeHMIA. 3aTeM C MOMOLLLbO cepBM1Ca
Tripo Al 6biam co3gaHbl 3D-mMozenn Ha OCHOBe CreHe-
pvpoBaHHbIx B Midjourney nsobpaxeHuii. MposeaeH
0oT60p CreHepunpoBaHHbIX 3D-Moaenen ans npoekTa
6e3 apTedakToB GOPMbI M C KOPPEKTHBIMWN TEKCTY-
pamu. Cepuc Chat GPT no3Boann co3gatb UepTexm
Ha OCHOBe creHepupoBaHHbIx B Midjourney nsobpa-
XeHu. Ha gaHHOM 3Tane notpeboBannch 3ajaHne
rabaputoB u3genus 1 NpoBepka OTPUCOBKM Ha Npea-
MET MoTepu BaxHbIX AeTanei. HakoHeL, 6blam co3ga-
Hbl BUAEO-BM3yann3aLmm B cpese Ha OCHOBE M30-
6paxkeHunii n3 Midjourney ¢ nomolubto N-cepeuca
PixVerse. PazanyHble cueHapun ocBeLLeHMA paspa-
60TaHbl BPYYHYH, MOCKOJIbKY Bbiaua U3 HEMPOCETU
cozep>kana YpesMepHO MHOTO HETOYHOCTEN.

MoaBoAs UTOrK, HEOBXOAMMO OTMETUTB, YTO HECMO-
TPS Ha CTPEMUTENIbHOE Pa3BUTUE TEXHONOMMIN NCKYC-
CTBEHHOTO MHTENEKTa CO3AaHMe KOHLEMLUMIN CBETOBbIX
peLleHniA Noka HEBO3MOXHO 6e3 yuacTus YenoBeka,
NMocKkobky Aaxe paboty npoasuHyTbix VIN-cepercoB
BaXKHO KOHTPO/NMPOBATb Ha KaXAoM 3Tarne, BPy4HyHo
oTcevBas bpakoOBaHHble Pe3y/ibTaTbl Bbl4aunm U UC-
npaenss apredakTbl NOBTOPHLIMU FreHEPALMAMU UK
CamoCToATeNIbHO B rpaduryeckmx pegaktopax. Kpome
TOrO, He CyLLECTBYET eAMHOro cepBmca ANs CO34aHus
MONHOLLEHHOTO AW3aiH-NPOoeKTa CPesoBbIX OObEKTOB,
No3ToMy HEOBXOAMMO pa3pabaTbiBaTb aArOpUTMbl
nocnes0BaTeNbHOrO NPUMEHEHNS HECKOJIbKMX He-
poceTen Ans nojyyeHus pasHoobpasHbIX 31eMeH-
TOB AM3alH-KOHLIEMNLMI, TaknX KakK YepTexu, 3CKN3bI,
3D-mogenu v Busyanusaumm [2, 4]. Heobxoaumo Tak-
e YyUnTbIBaTb 3TUYECKME U topuAnYecKme acnekTbl
MCNONb30BaHNA HEMPOCETEBbIX CEPBUCOB, N3yYas UX
NoJib30BaTe/IbCKMe COraLleHus, MOCKONbKY NUCKIIO-
yMTeNbHble MpaBa Ha N30bpaxeHns He Bcerga ocTa-
OTCA 3a NOAb30BaTE/IEM, @ MOTYT TakXe npuHagase-
XaTb pa3paboTunky HempoceTy [3], UTO MOXKET UMETb
NoCneACTBUA B CyYae peanbHOro NPoeKTMpOBaHMA
N3Zenns no creHepupoBaHHbIM pedepeHcam.
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THE USE OF LIGHTING TECHNOLOGIES
IN THE DIGITAL GAMING SPACE ON THE EXAMPLE
OF MODERN GAMING PROJECTS

Summary: The article investigates the development of
lighting technology within the framework of the shift
from traditional analogue painting techniques to con-
temporary digital visual media. The insufficient scien-
tific research aimed at studying the current practices of
creating digital games as a form of digital art highlights
the need to examine digital games as a distinctly new
convergent art genre. To grasp the nature of the digital
interactive environment, we reference L. Manovich’s the-
oretical ideas regarding digital interactive space. In these
games, players not only appreciate the aesthetics and
captivating narratives but also engage in real-time inter-
actions with a realm governed by procedural logic and
computational algorithms. This fosters a profound sense

Serving as a vital expressive medium, light has
historically fulfilled both practical and aesthetic roles.
In the 215 century, its function has evolved consid-
erably: in digital media, it operates not merely as
a stage element but also as a fundamental struc-
tural component within an interactive multimedia
context, where every visual element bears cogni-
tive and narrative significance [1].

The work of Jan van Eyck is one of the earliest
and most notable instances of the creative applica-
tion of lighting effects in artistic endeavours. Dur-
ing the early Northern Renaissance, Jan van Eyck
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of immersion and offers players a genuinely exceptional
gaming experience.

The article delves into various methodologies and tactics
for employing software-driven lighting as a crucial com-
ponent of contemporary game development. From the
artistic foundations present in Jan van Eyck’s works to the
modern digital algorithms utilised in well-known games
such as The Black Book, The Baba Yaga, The Moose Man,
and Bylina, programmatic lighting serves as an essential
visual and technological element.

Keywords: lighting design, digital space, digital technolo-
gles, algorithms, game aesthetics.

established the groundwork for a scientific meth-
odology in modelling light within painting [2]. His
groundbreaking technique, which included delicate
glazes and the optical representation of reflections,
greatly enhanced the artistic standards of his era.

Contemporary studies indicate that van Eyck,
a remarkable master of painting'’s technical aspects,
possessed an understanding of optics that enabled
him to model light and colour with scientific accura-
cy. This is particularly evident in his use of extremely
fine glazes and transparent paint layers, which sim-
ulate the refraction of light in a material medium.

A quintessential example of this technique is the
Arnolfini Portrait (dated 1434), where the artist cre-
ates a striking visual impact through the nuanced
interplay of light within a confined space. Natural
light entering from the left shapes three-dimen-
sional forms and establishes a complex network of
reflections: from the metallic chandelier and the
glass surface of the mirror to the glossy textures
of fabric and leather. It is particularly revealing how
light functions not only within the linear perspec-
tive but also in interaction with the reflected image,
demonstrating the complexity of the visual percep-
tion of space [3].

In this context, light serves as a crucial interme-
diary between artistic fiction and the viewer's expe-
rience, indicating the rise of a new form of visuality
that emphasises not just the image but also the act
of perception. This transition from mere representa-
tion to an optical-psychological engagement with the
viewer foreshadows future investigations into spatial
modelling through light, applicable in both theat-
rical scenography and cinema, where light increas-
ingly assumes a pivotal role in shaping dramaturgy,
emotional resonance, and the semantic structure
of the frame [5].

According to media philosopher Manovich, con-
temporary digital games are defined as “program-
mable interactive environments” where users engage

not only with visual or narrative elements but also
with procedural logic and computational algorithms
in real time [6]. It is important to highlight that
the incorporation of artificial intelligence tools into
game design processes enhances the complexity
of both the technological and perceptual aspects
of game projects.

Modern gaming environments are evolving
beyond mere manual construction; they are be-
coming dynamic systems where the behaviour of
objects and characters is generated or modified
based on the analysis of data gathered during
player interactions [7]. Under these circumstanc-
es, lighting transforms from a simple visual effect
into a programmable variable that can adjust to
player actions. The implementation of Global IlI-
lumination and Ray Tracing algorithms in engines
like Unreal Engine 5 and Unity HDRP enables the
simulation of intricate light behaviour scenarios
in real time [8].

Table 1 illustrates contemporary game projects
that employ various software-based lighting tech-
nologies. In the Lighting Strategy (a) / Specificity (b)
column, (a) outlines the general features of light-
ing modes and the variability offered by the devel-
oper, while (b) evaluates the influence of lighting
modes on player perception, considering their nar-
rative significance.

Table 1. Examples of Software-Based Lighting in Modern Game Projects

Project name

Lighting technology

Lighting Strategy (a) / Specificity (b)

Black Book (Morteshka, Unity's HDRP technology enables dy- (a) Contrasting lighting and directional
2021) [9] namic lighting and volumetric fog.  light sources create an effect that clear-
Physically based rendering (PBR) sup- ly highlights magical actions and the

port ensures realistic rendering.

boundaries between worlds.

(b) Creating a dark and psychologically
tense atmosphere. Visualising the tran-
sition between the visible and invisible
worlds of mythological reality.

Yaga (Breadcrumbs In- The Unlit Shader creates impressive (a) Emotional lighting created by warm

teractive, 2019) [10] lighting simulations.

and cool tones depending on the “mor-

Dialogues utilise Proxy Shadow tech- al decisions” the player makes.
nology, making scenes more realis- (b) The game reflects the cultural spec-

tic and lifelike.

ificity of Slavic mythology through col-
our symbolism. This draws the player into
a system of "moral values”.

The Mooseman (Morte- Lighting technologies with simulated (a) Monochromatic lighting, accompanied

shka, 2017) [11]

depth; atmospheric light filters and by localised flashes of light, can serve as a

layers; shader-based glow effect. metaphor for conveying the idea of revela-

tion or a departure from conventional ritual.
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Table 1 Continued

Project name

Lighting technology

Lighting Strategy (a) / Specificity (b)

(b) Creating a ritual atmosphere condu-
cive to shamanic mythological experi-
ence, as well as enhancing sacredness
through minimalist light pulses.

Bylina
(FarFarGames, 2025) [12]

The use of Lumen, a modern global
illumination technology that affects
the quality of light interaction with
the environment and the quality of
reflections, has enabled a unique and
profound rendering of game scenes,
as well as greater realism in the physi-
cal properties of light passing through
the atmosphere.

Combined with Point light, post-pro-
cessing, and techniques for simulating
directional lighting using shading and
visual effects (Niagara), certain areas
of locations have acquired a unique
character and the ability to influence
the player's experience, allowing them
to perceive the atmosphere of the ac-
tion on a subjective level.

(a) Transitions from warm, bright, and sat-
urated tones to darker, more colourful/
cool tones, even to areas with extreme-
ly low light, to achieve a dynamic and
diverse game world based on folklore.
(b) Creating a pleasant and colourful
atmosphere for an exciting journey of
exploration in a large open world and
a tense atmosphere in especially dan-
gerous zones to increase player caution
and enhance the dynamism of combat
with enemies.
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Bylina (FarFarGames, 2025)

The Mooseman (Morteshka, 2017)

Yaga (Breadcrumbs Interactive, 2019)

Contemporary gaming environments are defined by
a trend towards the establishment of intricate, self-reg-
ulating digital ecosystems where visual and lighting
elements adjust dynamically in response to real-time
data [13]. Lighting systems are evolving to serve not
only as elements of visual rendering but also as in-
tegral components of a digital world model, react-
ing to user interactions, the physical characteristics
of the surroundings, and the specifications of devices.

The advancement of generative algorithms uti-
lising neural network technologies presents the op-
portunity for personalised lighting, wherein lighting

scenarios are tailored specifically for each player ac-
cording to their preferences, gameplay style, and
emotional involvement levels [14].

We anticipate that in the imminent future, digi-
tal visual environments such as video games, virtual
and augmented realities (VR, MR, AR), and simu-
lation platforms will aim for a more profound en-
gagement with the physics of light, striving to align
closely with the principles governing the real world.
Light is poised to become the pivotal medium of
future visual culture, integrating the technical, artis-
tic, and semiotic dimensions of this new paradigm.
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NMPUMEHEHWE CBETOBbIX TEXHONOTI I
B ULMNOPOBOM NTPOBOM TMPOCTPAHCTBE HA
NMPVUMEPE COBPEMEHHbIX NTPOBbLIX NMPOEKTOB

AHHoOTauumsa: B ctaTbe paccmatpmBaeTca 3BOAOLNA
TEXHOJIOTNW OCBEeLLEHMA B KOHTEKCTE nepexoja OT aHa-
NIOroBbIX METOA0B XMBOMUCK K COBPEMEHHBIM LMGPOBLIM
BM3yasibHbIM Meana. OTCyTCTBUE HayUYHbIX NCCeA0BaHMR,
HanpaB/eHHbIX Ha M3y4YeHNe COBPEMEHHOW NPaKTUKKN CO-
3aHNA LMPPOBBIX NP, Kak OAHOTO M3 N306pasnTeNbHbIX
HanpaBAeHU LMPPOBOro NCcKyccTBa, O6OCHOBBIBAET He-
06X0ANMOCTb M3yYeHUs LMGPOBON UTpbl Kak MPUHLM-
nnanbHO HOBOrO KOHBEPreHTHOro XaHpa nckyccraa. Jas
NPUBANXKEHNS K CYTU LMPPOBOIN MHTEPAKTUBHOW Cpeabl
Mbl obpallaemMca K TeopeTuyeckum npeacrasaeHnam Jl.
MaHoBMYa 0 LMPPOBOM NHTEPAKTUBHOM NMPOCTPAHCTBE.
B nopo6HbIX Mrpax nosib3oBaTeNb He TObKO HacaaXAaeT-
CA 3CTETUKOW N yBNEKaTENIbHbIM CHOXKETOM, HO U B peasib-
HOM BpPEMEHU B3aNMOZENCTBYET C MUPOM MPOLLeAyPHOM
NOTVIKWN W BbIYUCAUTENBHBIX airTOPUTMOB. ITO CO3zaeT 3¢-

CBeT, KaK BaXKHeNLWnii MHCTPYMEHT BbIpa3uTesib-
HOCTW, MCTOPUYECKM BbIMOJIHS HE TONbKO NpaKTuye-
CKYH0, HO 1 acTeTnueckyro dyHkuuto. B XXI Beke ero
POJib CYyLLECTBEHHO M3MEHUAChk: B LNdPOBbIX MeAMa
OH BbICTYMaeT He NPOCTO KaK 3/IEMEHT CLIEHbI, HO 1 Kak
CTPYKTYPOOBpasyroLLmnii GakTop B MHTEPAKTUBHOW MyJlb-
TUMEANIAHON Cpeabl, rae KaXAbli BU3yasbHbIi KOMMO-
HEHT HEeCET KOTHUTUBHYHO U HappaTUBHYHO Harpysky [1].

OfHUM 13 NepBbIX M Hanbonee 3HaYUMbIX NPU-
MEPOB HOBaTOPCKOrO MUCMOJIb30BaHNA CBETOBbIX
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beKT NoAHOro NOrpy>KeHns 1 NpesocTaBAseT UTPOKY MOo-
WCTUHE YHWKa/IbHbIN UTPOBOW OMbIT.

B cTaTbe nccnegytotca pasnnyHble NpakTUKK U cTpaTe-
TN NCNOJIb30BaHNA NPOrPaMMHOrO OCBELLEHMS KaK KAto-
YEBOro 3/IEMEHTa COBPEMEHHOW UTPOBOTrO MPOU3BOACTBA.

OT XyAOXeCTBEHHbIX MPUHLMMOB, 3a/10KEHHbIX B pa-
60Tax fiHa BaH Jiika, 4O COBPEMEHHbIX LIMPPOBbIX anro-
PUTMOB, UCMOJ/Ib3YEMbIX B MOMYAAPHbIX Urpax «YepHas
KHUra», «fira», «4enoBek-nocb» n «bblnnHa», rae npo-
rPaMMHOe OCBeLLeHVe UrPaeT KNHOUEBYHO POJIb He TOIbKO
Kak BaXXHEWLLNIN 31eMEHT BM3YyaNbHOro, HO U TeXHOI0T K-
Yyeckoro nopsaka.

KnroueBble cnoBa: ceemosoli dusaliH, yugposoe
npocmpaHcmeo, yugpoassie mexHoa02uuU, A120pUMMBbI,
ueposeas scmemuxka.

3bdeKTOB B XyA0XKECTBEHHOW MpakTMKe ABASETCA
TBOpUYecTBO fHa BaH Jiika. B nepuog paHHero Ce-
BepHOro Bo3spoxaeHus AH BaH ik pa3paboTan oc-
HOBbI Hay4YHOrO MNOAX0Aa K MOZENINPOBAHNIO CBETa
B XxmBonucy [2]. Ero HoBaTopckasa TeXHMKa, BKIIHO-
YaroLLasn TOHKME NeCCUPOBKM 1 ONTUYECKYHO nepe-
Jadvy OoTpaXKeHWW, 3HaUNTEeNbHO onepexkana xXyjo-
>KeCTBEHHble CTaHAAPTbl TOrO BPEMEHN.
CoBpeMeHHble NccaeoBaHWA NpeanonaratoT, UTo
BaH 1K, byAyun BblAAOLLMMCH MAcTEPOM TEXHUYECKOW

CTOPOHBI XXMBONWCK, 06NaAaN 3HAHWMAMK B 061aCTL ON-
TVIKW, YTO NO3BONANO EMY MOAENNPOBATL CBET U LiBET
C Hay4YHOW TOYHOCTbIO. 3TO, B YaCTHOCTW, HAXOAWT Bbl-
paxkeHVe B MCMONb30BaHWNMN TOHYANLLIMX 1IECCUPOBOK
¥ MPO3pPayHbIX CIOEB KPACKK, UMUTUPYHOLLWX NPEOM-
NleHne cBeTa B MaTepuanbHOW cpese. XpectomaTuin-
HbIM NpUMepoM NoAobHOro nNoaxoaa asasetcs «fop-
TpeT YeTbl ApHObOUHW» (aaTupyemblli 1434 rogom),
B KOTOPOM XyZOXHWK AOCTUraeT BNeyaTstoLLero Bu-
3yanbHoro addekTa 3a cyeT TOHYaWLLEN NPopaboTku
CBETOBOrO B3aUMOZAENCTBUSA B 3aMKHYTOM UHTEPbEPE.
MpoHuKatoLWMIA CneBa ecTECTBEHHbIV CBET MOAEAMPYET
ob6beMHble GOPMbI 1 CO3JaET CNOXKHYH CUCTEMY OT-
PaXeHWU: OT METANIMYECKON JIOCTPbI U CTEKNSHHOM
MOBEPXHOCTM 3epKaa 0 rMAHLA TKaHEBbIX M KOXa-
HbIX PpakTyp. OCO6EeHHO noka3aTeNbHO, Kak CBET GyHK-
LMOHMUPYET He TONbKO B Npeaenax NMHENHoN nep-
CMEeKTMBbI, HO U BO B3aMMOZENCTBUN C OTPaKEHHbIM
n3obpaxeHneM, AeMOHCTPUPYS KOMMAEKCHOCTb BU-
3yaZlbHOrO BOCMPUATMA NpOCTpaHcTBa [3].

B AaHHOM KOHTeKCTe CBET CTaHOBUTCA HEOTb-
eMNEMbIM MeANaTOPOM MeXAY XYAOXKeCTBEeHHOMN
buKLMen 1 3pUTenbCKUM OMbITOM, YTO CBUAETENb-
CTBYET O 3apOX/AEHMM HOBOTO TUMa BM3YasbHOCTH,
OPVEHTVMPOBAHHOW He TONbKO Ha n3obpaxeHue,
HO 1 Ha BOCNpWATHE. DTOT CABUT OT penpeseHTaumnm
K ONTMKO-MCUXONOTMYECKON BOBNEYEHHOCTM 3pUTe-
NA NpeABOCXULLIGET ByayLve nonckv B 061actv npo-
CTPaHCTBEHHOIO MOZENMPOBAaHMA C MOMOLLbHO CBETA,
Kak B TeaTpanbHOW cLeHorpadun, Tak 1 B KNHEMa-
Torpade, rae CBET HaUMHAET UrpaTh KJIHOUEBYHO POJb
B PopMMpoOBaHUN ApamMaTyprmm, SMOLMOHANbHO-
ro penbeda 1 ceMaHTUYECKON CTPYKTYpbl kagpa [5].

CornacHo onpegeneHunto meamadpunocoda J1. Ma-
HOBMWYa, COBPEMeHHble LiMPpPOoBbIe UIPbl — 3TO «MPO-

rpaMMUpyemMble MHTEPaKTMBHbIE CPeabl», B KOTO-
pbiX NO/Mb30BaTe/b B3aMMOAENCTBYET HE TONbLKO
C BU3YyasibHbIMW UM NOBECTBOBATE/IbHbIMU CNOS-
MW, HO U C NPOLLEeAYPHON NOTUKOWA U BbIYUCAUTENb-
HbIMW aAropUTMaMu B peXXrmMe peasbHOro Bpeme-
HWL [6]. OTMeTUM, YTO MHTErpauns NHCTPYMEHTOB
WNCKYCCTBEHHOIO MHTENNEKTa B MPOLLECChl reiMam-
3aliHa NPUBOAMUT K YCNOXHEHMWIO KaK TEXHONOMM-
YeCKOM, Tak 1 NepLenTUBHOM COCTaBAAOLLEN UT-
POBbIX MPOEKTOB.

CoBpeMeHHble UrpOBble MUPbI CTAaHOBATCA
He MPOCTO pe3y/bTaTOM PYYHOro KOHCTPYMpOBa-
HWA, @ JUHAMWYECKUMUN CUCTEMAMMU, B KOTOPbIX MO-
BefleHNe OOBEKTOB U MEePCOHaXeln reHepupyeTcs
WA afanTUpPyeTcs Ha OCHOBE aHaan3a AaHHbIX, CO-
H6paHHbIX BO BpPeMs B3aNMOAENCTBMA C UTPOKOM [7].
B Takmx ycnoBumax oceellieHne nepecraet HbiTb MC-
KJOUMTENbHO BM3YyasbHbIM 3G dEKTOM W CTaHOBUT-
Cs IporpaMMmnpyemMoin nNepemMeHHoM, cnocobHom
afianTMpoBaTbCs K AeCTBUAM urpoka. Micnonb3sosa-
HWe anropmnTMoB rnobanbHoro oceeleHus (Global
Hllumination) n Tpaccuposkmu nyden (Ray Tracing)
B Takux ABuxkax, kak Unreal Engine 5 n Unity HDRP,
No3BOASET MOAEANPOBATb CIOXHbIE CLIeHapUn Mo-
BeJeHNs CBeTa B peasibHOM BpeMeHu[8].

B Tabanue 1 npeactaBaeHbl COBPEMEHHbIE UMPO-
Bbl€ NMPOEKTbI, B KOTOPbIX MPUMEHAIOTCA Pa3inyHble
TEXHOJIOMMM NPOrPaMMHOro OCBelleHus. B ctonbue
«CTpaTernu ocgselleHus (a)/ cneyunduka (6)», nog (a)
Mbl MOHMMaEM OBLLYIO XapaKTepUCTUKY PEXUMOB
OCBELLEHNs, MMEIOLLENCA BapuaTUBHOCTA, Npeso-
CTaBJIEHHOM pa3paboTumkomMm, a nog (6) onucbisa-
€M B/IMAHNE CBETOBbIX PEXUMOB C TOUKM 3pEHUA
BOCMPUATUSA UTPOKa, OLLEHNBasA UX HappPaTUBHYHO
COCTaBAAOLLYHO.

Ta6n|/|u,a 1. <<|_|pVIMepr Mcnonb3oBaHMA NPOrpaMMHOro oceeLleHnsA

B COBPEMEHHbIX UTPOBbIX NPOEKTax»

HasBaHue npoekTa

TexHonorusa ocBelweHunna

Crparterua ocselieHus (a) /
Cneuunduka(6)

Black Book (Morteshka, MpumeHeHne TexHonormm Unity HDRP (a) KoHTpacTHOe ocBelleHue n Ha-
2021) [9] NoO3BONAET CO34aTb AMHaMMUECKOe MpaBaeHHble NCTOYHMKN CBETa CO3Aa-

ocBelleHne N 06 BEMHbIN TyMaH.

10T 3 deKT, KOTOPbIN NO3BONAET HYETKO

MNopaep>kka GU3NUECKN KOPPEKTHOM  BbIAENUTL Marmyeckme AencTBma 1 rpa-
0bpaboTtkm ocBelleHms (PBR) obecne- HUMLbI MeXAy MUpPaMu.
UMBaeT peasncTMyHoe nlobpaxeHue. (6) CozgaHne MpPayHOM U NCUXONOTMN-

Uecky Hanps>keHHoU atMocdepsl. Bu-
3yanv3aums nepexosa Mexay BUAUMbIM
M HEBUAWMBIM MUpPaMu Mudonormye-
CKOW peasibHOCTW.
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Tabauua 1. MpogonxkeHne

HasBaHue npoekTa

TexHonorus ocBelweHun

Crpaterusa ocseweHus (a) /
Cneunduka(6)

Yaga (Breadcrumbs
Interactive, 2019) [10]

TexHonorusa ncnonbzosanmsa Unlit-wen-
AMHra CO34aéT BNeyaT/asfoLLy UMUTa-
LM OCBELLEHMS.

B Avanorax Mcnosib3ytoTcs TEXHONOMMM
NPOKCU-TEHEN, UTO AenaeT cueHbl 60-
Jlee peanncTUUHbIMU U XXUBBIMMU.

(@) OMOLMOHaNbHOE OCBELLIEHME, CO3Aa-
Baemoe TEM/bIMU Y XONOAHbIMUN OTTEH-
KaMu B 3aBUCMMOCTU OT «MOpPasbHbIX
peLleHW», KOTOpble NPUHUMAET UTPOK.
(6) B nrpe oTpaxaetcs KynbTypHas cne-
undmrKa cnaBsaHCKOR MUPOAOTMN Yepes
LBeToBYtO cMmBOAMKY. OHa BOoBaeKaeT
Nrpoka B CUCTEMY «MOPabHbIX LeH-
HOCTen».

The Mooseman
(Morteshka, 2017) [11]

TexHONOrMN OCBeLLLeHNSA C UMUTaLLN-
el rybuHbl; aTMochepHble CBeTOBbIE
dunbTpbl 1 ciown; shader-based glow

addexT.

(a) MoHOXpOMHOe ocBellleHre, Conpo-
BOXJaeMoe N0KalbHbIMW BCMbILLIKAMM
CBETa, MOXET CAYXUTb MeTadbopot Ans
nepegayun naenm OTKPOBEHMSA UAN OT-
CTYNNEHUs OT NPUBLIYHOTO pUTyana.
(6) Co3paHue puTyanbHoM aTmocdepbl,
cnocobcTBytOLLEN WaMaHckoMy MUbO-
NIOrMYecKoMy OMbITY, a TakXKe yCuaeHne
CaKpaabHOCTU Yepes MUHUMaANCTUY-
Hble CBETOBbIE UMMY/IbChI.

Bylina
(FarFarGames, 2025)
[12]

MNpYMeHeHne COBPeMEHHOW TEXHOJIO-
ru rnobanbHoro ocseleHnsa Lumen,
B/AIMAOLLEN Ha KauecTBO B3aMMOaeN-
CTBUWS CBETa C OKPY>XXEeHMEeM U Kauye-
CTBO OTPaXEHWI, MO3BOANIO JOOUTLCA
YHWUKaNAbHOTO 1 rnybokoro otobpaxe-
HWS UTPOBbIX CLEH, a Takxke bosblue-
ro peannsma B BONpoOcCax, CBA3aHHbIX
€ PM3MYECKUMM CBOCTBaMU CBETa, NPO-
XOAALLEro CKBO3b aTMOCHEPHYHO Cpesy.
Bkyne ¢ ToueuHbIM cBeToM (Point light),
MOCT-NPOLLECCOM U TEXHUKAMU UMUN-
TalWM HanpaBJEHHOro OCBELLEHMS
C NOMOLWbIO WENANHIa U BU3Yyalb-
Hbix 3¢ dekToB (Niagara), onpeseneH-
Hble YUaCTKM JIOKaLMi MONyUnv CBOO
YHUKaIbHOCTb Y BO3MOXHOCTb BAUATH
Ha OLLyLLEeHUs UrpoKa, NO3BONSAS CUM-
TbiBaTb aTMOChepy NPONCXOAALLErO
Ha ypOBHe CyOBEKTUBHOW pPeasbHOCTM.

(a) Mepexoabl OT TEN/BIX, APKUX U Ha-
CbILWEHHbIX TOHOB K MpayHbIM LBET-
HbIM/MPOXNagHbIM OTTEHKAM, BMAOTb
A0 Yy4acCTKOB C MaKCMMasbHO MoO-
HUXXEHHOWM OCBelWEeHHOCTbI, AN
AOCTUXKEHMUA AMHAMUYHOCTU U pas-
HOCTOPOHHOCTU UFPOBOFO MUpa,
OCHOBaHHOTo Ha donbkaope.
(6) Co3paHune NpUATHON N KPaCOUYHOM
aTMocdepbl yBaekaTeabHOro nyTteLle-
CTBUA ANS UccaeaoBaHnsa 60bLIOTO
OTKPbITOrO MMpPa W HanpsXXeHHOM! 06-
CTaHOBKW B 30Hax 0COHOM OMacHOCTU
4191 NOBbILLEHNS OCTOPOXHOCTU UFPO-
Ka, @ TakXe YCUNEeHUS AMHAMUYHOCTM
CXBaTOK C NPOTUBHMKAMMU.

CoBpeMeHHble UTPOBble MUPbI XapaKTepU3yroT-
Csl TeHAEHUMEN K CO3JaHNI0 CI0XHbIX, CAMOOOHOB-
NAOLWMNXCA LMPPOBbLIX IKOCUCTEM, B KOTOPbIX BU-
3ya/ibHble 1 CBETOBbIE MapaMeTpbl ajanTupyroTca
AVNHaMMUYECKN Ha OCHOBE AaHHbIX, MOJyYaeMbIX B pe-
anbHoM BpeMeHu [13]. Cuctembl OCBeLLeHMA CTaHO-
BATCS HE TONbKO KOMMOHEHTaMW BU3YyaibHOrO PeH-
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AEPVIHTA, HO M YacTbio LMdpPOBOM MOoAenn MuUpa,
pearvpytoLel Ha nosegeHve nosb3osartens, Gu-
3MYeckne CBOWCTBA OKPY>KEHUA U XapaKTepucTu-
KW yCTPOMCTBa.

Pa3BuUTne reHepaTMBHbLIX aArOPUTMOB, OCHOBAH-
HbIX Ha HePOCeTeBbIX TEXHOIOTMAX, OTKPbIBaeT nep-
CMEeKTUBbI /15 MEPCOHAIM3MPOBAHHOTO OCBELLEHUS,

B KOTOPOM CBETOBbIe CLLeHapun GOPMUPYOTCA UH-
AVBUAYaANbHO ANS KAaXAOrO UrpoKa B 3aBMCMMOCTH
OT ero NPeAnoYTEHUN, CTUAA UTPbl N YPOBHA 3MO-
LMOHaNbHOW BOBAEUEHHOCTH [14].

Mbl npeanosaraem, 4To B caMoM bamKanwem
6yaywem unbdpoBble BU3yasibHble MPOCTPAHCTBA, Ta-
Kne Kak KOMMbOTEPHbIE UTPbl, BUPTyaibHble 1 AO-
nosHeHHble peanbHocTn (VR, MR, AR), a Takxe nnar-

dopMbI Ana cUMynAaLniA, ByayT cTpeMunTbea K Honee
rnyboKOMy B3aUMOAENCTBUIO CO CBETOBOW GU3UKON,
MaKCMManabHO NPUBANXKEHHON K 3aKOHaM peasib-
Horo Mupa. CBeT CTaHeT LeHTpaabHbIM MeANYyMOM
OyayLLen BU3yaabHOW KyNbTypbl, coveTas B cebe

TeXHn4eckmne, Xygo>xXectBeHHble 1 CeEMNOTUYECKUE
acrnekTbl HOBOTO nopsAAka.
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ECOLOGICAL PARK ALONG THE GONGQIU CANAL

Summary: Over the past decade, China has been dili-
gently modernising its public spaces with the guiding
principle that “ecology is the foundation, culture is the
soul”. Municipal authorities are spearheading the estab-
lishment of new recreational zones. This initiative makes
use of small rivers and irrigation channels, along which
“green corridors” are being developed, featuring sports
facilities, cultural hubs, and natural amphitheatres. The

Park design has historically depended on wa-
ter resources, which have been utilised as a design
opportunity to enhance the striking character of
park areas. Rivers, ponds, lakes, and cascades have
been integral to Chinese parks since the Han Dynas-
ty (circa 200 BC). Water-related features, whether
large or small, were incorporated into parks based
on the project’s scale. Water energy (Qi) perme-
ated the park, supported plant life, and served

article highlights a park that has been developed along
the Gonggiu Canal in Xinxiang, China. Such projects ex-
emplify a harmonious coexistence between nature and
urban residents, showcasing the design innovations and
developmental strategies characteristic of contemporary
cities.

Keywords: Ecological park, Gonggiu Canal, Earth Art Fes-
tival, modernisation of public spaces.

economic purposes; however, a more significant
aspect of the design was its artistic and figurative
significance, as well as the potential for harmoni-
ous interaction.

Contemporary cities are becoming increasingly
harmonious and cleaner due to urban water bod-
ies [1]. In the realm of new urban development, wa-
ter is regarded as a resource for establishing new
ecological spaces. Rivers and canals can enhance

urban life by introducing new coastal environmen-
tal features, providing a diverse array of recreation-
al opportunities for residents [2].

A notable instance is the Gonggiu Canal locat-
ed in Xinxiang. Constructed in the 1950s, the ca-
nal was intended to channel water to agricultural
lands. Over time, it diminished in significance as it
fell within the boundaries of the city. For an extend-
ed period, sewage built up in the canal, and there
was a lack of attention towards its maintenance or
sanitation. By the dawn of the new century, the ca-
nal had evolved into a public health concern, serv-
ing as a habitat for pests and insects.

In the 215t century, the municipal government
focused on enhancing and cleaning the canal. The
revitalisation initiative commenced at Heping Bridge
in the western part of the city and concluded at Na-
tional Highway G107 in the east. Consequently, the
project spanned ten kilometres, covering the Muye
and Fengquan districts, along with East Fengquan
Lake and West Fengquan Lake. Significant efforts
were made to clean the reservoirs, dredge their
bottoms, and strengthen the shorelines. A contin-
uous stretch of water was established, intended to
be converted into a garden and park area. City offi-
cials are promoting this initiative as an ‘urban green
corridor’, which aims to provide the city with a new
ecological framework, a variety of recreational ac-
tivities, and a culture of engagement with water,
a tradition deeply rooted in the lives of the coun-
try’s inhabitants. The canal is equipped with a sys-

tem of sluice gates that assist the city in managing
excess water during periods of heavy rainfall. This
initiative signifies a shift from an area characterised
by ‘environmental pain points’ to one of ‘environ-
mental well-being’. The canal represents the state's
urban greening strategy, which envisions ‘'opening
the window to see greenery and enter the garden’
[3, pp. 148-150].

More than 140 different tree species have been
planted along the canal, including varieties such
as pine, cedar, paulownia, and smoke tree, among
others. In total, over 15,000 plants have been in-
troduced, resulting in a greening rate of over 75%
within the park. The Xinxian “green corridor” hosts
around 20 bird species, including rare sightings of
spot-billed ducks and white herons. Wild ducks and
wax-billed finches can be observed wandering along
the park’s periphery, contributing to the ambiance
of an “urban bird paradise”.

The park features pathways suitable for various
modes of transportation. Visitors have the option to
walk, relish the park’s vastness, ride horses, or uti-
lise enjoyable vehicles such as cartoon-inspired eco-
bikes, multi-passenger electric bicycles, and even
miniature train cars. Fishing platforms and Longqun
piers for watercraft have been established in the riv-
er area adjacent to the canal. Events such as bam-
boo rafting and traditional Chinese dragon boat
races take place on the water. You can leisurely
experience the vitality of the water on pedal boats
and rowboats [2].

Il 1. In Qungiu Park, paths are laid out for different modes of movement
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Il 2. Trains for children in Qungqiu Park
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IlL. 3. In the area near the river, fishing platforms and Longcun
piers have been installed

Il 6. The park’s facilities have many sources of evening
lighting

Ill. 5. Children’s recreation areas have been created in Gongqiu Park

The park includes designated spaces for chil-
dren'’s activities. A play centre boasts a slide designed
to resemble a pirate ship. A two-meter-tall pirate
figure is intimidating in its intensity, while a pond
adorned with pink sand captivates with its allure.

The sports section spans roughly 1,300 square
metres and comprises two basketball courts, two
soccer fields, and a Lu Chong skateboarding area.
A themed play zone for family enjoyment caters to
visitors of all ages. Throughout the park, there are
small family play areas equipped with barbecue fa-
cilities and shelters resembling huts.

The park is equipped with numerous evening
lighting sources, benches, tables, and waste dispos-
al containers. There are also decks and shelters for
groups, offering protection from both sun and rain.

The Gonggiu Ecological Corridor merges con-
temporary design with a natural setting, resulting
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in a lively and emotionally resonant atmosphere.
The park showcases installations of giant pandas
and uniquely decorated jogging paths.

This venue is the site of the Earth Art Festival,
which has gained popularity among the local res-
idents and those from nearby areas. The festival
draws esteemed artists due to the remarkable dis-
tinctiveness of the performance space. The idea
of a “natural theatre” has been realised, with the
coastline acting as the stage and the Xinxian city
skyline, featuring its industrial and high-rise struc-
tures, serving as the backdrop.

During the festival, chamber concerts take
place in clearings adjacent to the campsites. The
designers have transformed the park’s natural en-
vironment into a space that resonates artistically.
A youth concert in Gongqiu in June 2025 cre-
ated an experience that made visitors feel im-

IlL. 8. Installations in the shape of giant pandas are located in
the recreation area of Gongqiu Park

mersed in the elements of nature, resembling
a "floating galaxy”. The gentle evening breeze
from the water blended harmoniously with soft
guitar melodies. The methods employed in the
park are rooted in the traditions of Chinese gar-
den culture, although the mode of expression has
evolved. Consequently, the Gongqiu Green Cor-
ridor merges traditional culture with modern ar-
tistic expression, forming a synthesis of “ecology
+ culture + business” [4].

It is important to highlight that the park has
adopted advanced environmental control sys-
tems. The use of biological fillers containing ac-
tivated carbon greatly enhances the quality of
black sediment in the water bodies. Water dis-
infection systems guarantee clarity and mitigate
algal blooms during the warmer months. The so-

Ill. 7. Gongqiu Park combines modern design with respect for
tradition

Il 9. The “Earth Art Festival” is held in Gongqiu Park

phisticated monitoring system is equipped with
sensors distributed across the entire water area,
relaying information to the environmental con-
trol centre in real time.

The ecological corridor merges the visual ap-
peal of an urban park with a variety of recreational
opportunities for residents, which certainly invig-
orates urban life, making it vibrant and filled with
events and experiences. By tackling environmen-
tal challenges, the park has established a distinc-
tive identity for the region, transforming it into
a tourist attraction. The park exemplifies the state’s
strategic vision, the foresight of the city admin-
istration, and the accomplishments of the plan-
ners and designers who have developed a unique,
aesthetically pleasing, and accessible urban recre-
ation space for the community. Such initiatives il-
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lustrate a harmonious coexistence between nature
and urban dwellers, showcasing the design inno-

1.
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vations and developmental strategies of a con-
temporary city.
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SKONOTMYECKWMIA MAPK BAOIb KAHAA T'YHLIFO

AHHoTauums: B nocnesHee gecatunetue B Kntae aktms-
HO BeAEeTCA MOAepPHU3aLMs OBLLLECTBEHHbIX MPOCTPaHCTB
noJ, AeBU30M: «3KOJIOTUA — OCHOBA, Ky/ibTypa — AyLua».
Fopogackue BAaCTU MHULIMUPYIOT CO3jaHMe HOBbIX 30H
OTAbIXa. B paMkax nporpaMMbl 3ageicTBoBaHbl HE601b-
LUMe PeKun, OPOCUTE IbHbIE KaHasbl BAOAb KOTOPbIX CO3Aa-
FOTCA «3eNeHble KOPUAOPbI», e NPOEKTUPYHOTCS 30HbI
AN18 CnopTa, KyAbTypHble KNacTepbl, MPUPOAHbIE TeaTpbl.
B nybavkauum onvcaH napk, co3faHHbIN Ha kaHane MyH-

Co3paHne nNapkoB TPajMLMOHHO ONMpPanoch
Ha BOJHblE pecypchbl, KOTOPbIE UCMONb30BaAM Kak
MPOEKTHYH BO3MOXHOCTb A5 Pa3BUTUS ApamMaTyp-
rMn NpocTpaHCcTBa Napka. Pekn, npyabl, 03epa, Ka-
cKagbl OblIM B KNTAMCKMX NapKax, HaulHas C AnHa-
ctun XaHb (okono 200 et go H.3.). Ha Tepputopusx
NMapKoB CO3JaBaNNCb 31€MEHTbI KOMMNO3UL MK, CBA-
3aHHble C BOAOM, b0ablINE UAW MaJibleé B 3aBUCUMO-
CTW OT MacwiTaba npoekTa. dHeprus Boapl (LLn) Ha-
NoJiHANa NapK, NuTana pacTeHus, NCNob30Basach
B XO3AWCTBEHHbIX HY>XJax, HO Ans npoekTa bonee
Ba>XHOWN cocTaBAsAtOLLEelN bblna ee XyA0XeCTBEHHas,
obpasHas LEeHHOCTb, BO3MOXHOCTb FapMOHNYHOIO
B3aMMOJENCTBUS.

CoBpeMeHHble ropoja CTaHOBATCA rapMOHUY-
Hel 1 uuLle, 6rarogaps ropoackum sogoemam [1].
B pamkax pa3BuTus HOBbLIX FOPOAOB, BOAA paccMa-
TpUBaeTCA Kak pecypc AN CO34aHNA HOBbIX 3KOJO-
FMUYECKNX NPOCTPaHCTB. Pekn 1 KkaHanbl CnoCObHbI
HaMOJIHWTb XM3Hb FOpPOAa HOBLIMU NMPUBPEXHbI-
MW CPeAoBbIMN O6BbEKTAMM C LUMPOKUM PYHKLMO-
Ha/NOM Ans OTAbIXa ropoxaH [2].

VIHTepecHbIM MpUMepoM CNy>KUT KaHan [yHu o,
B ropoge CuHbCsH. KaHan 6bii1 noctpoeH B 50-x
rogax XX Beka v Cny>un gna oTBoja BoAbl B Ce/b-
CKOXO3SIMCTBEHHbIE YTOZAbA KPECTbAHCKMUX XO35MCTB.

uto, B ropoge CuHbcsaH (KHP). Moao6Hble NpoekTbl AB-
NALOT COBON rapMOHUYHbIN CMMBUO3 MeXAY NPUPOAON
W YesoBEeKOM B MPOCTPAHCTBE FOPOACKONM Cpesbl, OTpa-
as NPOEKTHbIe TEXHOJIOrMN U CTpaTernn pasBUTUs co-
BPEMEHHOrO ropoga.

KntoueBble cnoBa: Jkos02udeckuli napk, kaHan [yHyro,
decmuesans 3eMHO20 UcKyccmea, ModepHu3ayus obuje-

CMBeHHbIX NPOCMPaHcMs.

BrnocneactBmmn kaHan noTepss CBOE 3HaUYEHUe, Mo-
CKOJIbKY BOLLEN B YepTy ropoza. MHorue rozbl B ka-
Hafe CKananBainCb HEYNCTOTbI, HUKTO He 3aHUMa-
cs ero 61aroycTpoinicTBOM 1 0UMCTKON. K pybexxy
HOBOrO Beka KaHan ctan npobiemMol ropoaa, pas-
HOCYMKOM 3apasbl U HACEKOMbIX.

B XX| Beke npaBmnTenbLCTBO roposa BKAOUMAO
61aroyCTponCTBO M OUYNCTKY KaHana B MpUoOpUTeT-
Hble M1aHbl. [1poeKT BO3pOXAEHMS Hauaca oT MoCTa
XanuH Ha 3anage ropoja v 3akaH4MBanCs Ha HaLmo-
HasbHOM wWwocce G107 Ha BocToke. Taknm obpa-
30M, NPOeKT BaaroycTpolrcTBa pacnpocTpaHucs
Ha AecATb KMNOMETPOB B ANNHY N OXBaTUA pano-
Hbl Mylie n ®3HUOaHb, a Takxe BocTouHoe o3e-
po ®3HutoaHb, 3anagHoe 03epo PaHut0aHb. bbian
npoun3sBeseHbl 60/bLlLMe paboTbl MO OUNCTKE BOAO-
eMOoB, yrnybneHnm nx aHa, ykpenneHuto bepero-
BOM IMHMK. bbiNO cO3aaHO HenpepbiBHOE BOAHOE
NPOCTPaHCTBO, KOTOPOe HeobxoamMmo b6blno Npe-
obpasoBaTh B Ca0BO-NapKoBYHO 30HY. [lopogckmne
BJACTW MO3ULMOHMPYIOT AaHHbIA NPOEKT KaK «ro-
POZACKOV 3e/1€HbIA KOPUAO0P», AAOLLNA TOPOAY HO-
BYIO 3KOJIOTUIO, Pa3HOOBpPa3zHbIv AOCYT U KYAbTYpY
B3aUMOZENCTBUSA C BOAON, TPAAULIMOHHYHO ANS XM-
Teneli cTpaHbl. KaHan MMeeT cucTeMbl LWAFO30B, KO-
TOpble MOMOratoT ropoay 6opoTbCs C U3MLLIKAMU
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BOZbI NPW MNPOAVBHbIX A0XAAX. [laHHbIV NPOEKT Ae-
MOHCTPUPYET Nepexos 13 30Hbl «3KONOTMYeCKmX
60neBbIx TOUEK» K «3KONOorMyeckomy 6aaronony-
unto». KaHan nposBaseT rocyfapCcTBEHHYH CTpa-
TErvo o3eNleHeHUs ropoAoB, KOTOpas 3BYUUT Kak
«pacnaxHyTb OKHO, YUTOObI YBMAETb 3€/1eHb 1 NO-
nactb B cag» [3, C. 148-150].

Baonb kaHana BbicaxkeHbl 6bosee 140 Buaos ae-
pPeBbEB, TAKUX KaK CTeNALLMECH COCHbl U Keap, NaB-
NOHWS, CKyMnns 1 apyrue. B obLyeit cioXHOCTM Bbl-
caxeHo 6osiee 15000 pacteHunid, baarogaps uemy
B pamKax NapkKoBOW 30Hbl YPOBEHb O3e/IeHeHNs A0-
ctur 6onee 75 %. B «3eneHom kopugope» CuHbCA-
Ha obuTtaet okoso 20 BUAOB NTUL,. MOXHO yBUAETD
pesakue BUAbI, Takme Kak NATHUCTOKOBbIE YTKW,
6enble Lanau. Jukue yTkm 1 BbHOPKU C BOCKOBbI-
MW KNHOBaMW FyAAr0T MO OMyLUKaM napka, co3jaBas
OLLYLLEHNE «TOPOACKOro NTUYbEro pas».

B napke nocTpoeHbl AOPOXKN A5 pa3HbIX GOpMm
nepeABvXeHus. Ilocetuteny MoryT ryasTb, HacCAaxaa-
AICb MPOCTPAHCTBOM MapKa, €341Tb BEPXOM, UCMOb-
30BaTb 3abaBHble TPAHCMOPTHbIE CPeACTBa, Takmne Kak
3KONIOrNYecKmne Benocunespl, Co3aHHble MO MOTH-
BaM My/IbTOUIBMOB, 3NEKTPUYECKME BENOCUMNEAbI,
paccuMTaHHble Ha HECKONbKO YeNOBEeK U Jaxke He-
60/1bLLIMe BaroHYMKM Noe3aoB. B palioHe pekw, npu-
MbIKatoLLEel K KaHany, yCTaHOBEHbI pblOONOBHbIE
nnatoopmbl 1 Npudanbl JIOHTLIOHb A5 BOAHBIX BU-
A0B TpaHcnopTa. Ha BoAe NpoBOAATCA COPEBHOBaHMS,
Takue Kak cnnasbl Ha 6ambyKoBbIX NOTax, COCTA3a-
HWsl Ha TPaAMLIMOHHbBIX KNTANCKMX JIOAKaX-APaKOHaXx.
MO>HO HeCMnewwHo HacnaxaaTbCA IHEPrMen BOAbI
Ha BOAHbIX BENOCMMeAaxX U BeCENbHbIX noakax [2].

B napke cosgaHbl 30HbI 415 AETCKOro OTAbIXa.
B nrpoBom LieHTpe MOXHO yBUAETbL rOpKy B dop-
Me nmpaTckoro kopabas. JByxMeTpoBbIv Nupar ny-
raeTt CBOel CBMPEenocCTbio, a Npys C pO30BbIM Me-
CKOM YAMBASIET CBOEWN KPACOTOW.

CnopTtvBHas 30Ha 3aHMMaeT okono 1300 kB.M.,
BKJItOUaeT B cebs aBe HackeTboNbHblE NOLWAA-
KW, ABa GYTOONBHbBIX NOAS, MNAOLAAKY ANA KaTaHWNS
Ha ckenTbopae Lu Chong. Vimeetcs TemaTnyeckoe
NUrpoBOe NPOCTPAHCTBO AN CEMENHOrO OTAbIXa,
A5 Pa3HbIX BO3PACTHbIX KaTeropuin nocetTutenen.
Baonb Bcero napka cnpoektmpoBaHbl HebosbLune
NAOLAAKN A1s CEMENHOTO AOCYra C MaHraabHbIMM
30HaMW W1 YKPbITUSMU OT HEMOTOAbl B BUAE XUXKMH.

ObopypaoBaHVe napka MMeeT MHOFO UCTOYHM-
KOB BeUYepHero cBeTa, CkaMeek, CTOJIMKOB KOHTeN-
HepoB Ana Mycopa. VIMetoTcsa HacTuabl 1 HaBecChl Ans
rpynn Atogein, 3almiiatowme ot CoNHLa 1 JOXAA.
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JKonornyeckmin kopuaop NyHuto covetaet B cebe
COBPEMEHHBIN AN3aH U eCTECTBEHHYHO NPUPOAHYHO
cpeay, co3paBas ApKUW, 3MOLMOHaNbHO Bblpasu-
TeNbHbIN 06pa3. B napke MOXHO yBUAETb UHCTAANA-
LN B BUAE TMIraHTCKNX NaH4, a TakXke OpuUrmHaib-
HO packpalleHHble 6eroBble JOPOXKKY.

B pamkax faHHOM fiokauum npoxoaut decTu-
Banb «Earth Art Festival», koTopbI cTan nonyasp-
HbIM CPEAU XUTENEN roposa N ero OKPECTHOCTEN.
Ha ¢ectmBanb cobmparoTcs U3BECTHbIE apTUCTDI,
NMOCKOAbKY HEOBBIYHOCTb CLLEHNYECKOro NPOCTPaH-
CTBa BnevatnsaeT. BHegpeHa KOHUENUMA «NPUPOA-
HOro Teatpa», B paMmkax KOTOPOW CLLeHOW CAy>XWUT
beperoBas MHUA, a 3aHNKOM — FOPOACKON Nem-
32X CMHbCAHA C MHAYCTPWaNbHbIM Y BbICOTHBIM J0-
MOCTPOEHUEM.

B pamkax dectnBana kaMepHble KOHLEepTbl Npo-
XOAAT Ha NoAAHax PAAOM C KeMnuHramu. Mpoektu-
POBLLMKM MPeBPaATUAN eCTECTBEHHYIO Cpeay npu-
POZAHOro Nnapka B NPOCTPAHCTBO XY0XECTBEHHOrO
pe3oHaHca. MonogexHbIn KoHLepT B [yHLIO B MtOHe
2025 roga cospan ans noceTutenen napka UA3N
NOrpy>XeHns B CTUXMIO MPUPOAbI, CBOEObpasHyro
«MAbIBYLLYIO ranaktuky». BeuepHuin 6pus c Bogbl
CoYeTancs ¢ HErPOMKOM My3blKOR ruTapbl. Mpuems,
npvMeHseMble B Napke TPaAWLMOHHbI AN KyNbTypbl
KWTaNCKUX CaZloB, U3MeHUNacb Gopma BbiparkKeHUs.
Taknum obpazom, «3eneHblin Kopuaop MNyHL0o» 06b-
€AVIHUA TPAZNLIMOHHYHO KYNbTYPY C XyA0XKECTBEHHbIM
CaMOBbIpaXXeHneM COBPEMEHHOCTH, CPopMUpPOBaB
KOMOMHALMIO «3KONOTUS+KyNbTypa+ 6usHec» [4].

HeobxoAnMO OTMETUTb, UTO B Mapke BHeApPeHbI
COBPEMEHHbIE CUCTEMbI 3KONOTMYECKOrO KOHTPO-
ns. bnarosaps BBeAeHUO BUONOrMYECKMX Hano-
HUTeNeN C aKTUBMPOBAHHBIM Yr/eM, 3HaUNTEIbHO
yNy4LlaeTcs COCTOSIHME YepHOro ocajka B BOAO-
emax. ViMetoTca ycTaHOBKM 0be33apaxkvBaHus BOAbI,
obecneunBatoLLe ee NPO3PaYHOCTb U YMEHbLLAIO-
LLiMe 30Hbl «L|BETEHUA» BOAbI B XXapPKWUA C€30H. VH-
TeNNekTyasbHas CMCTEMA KOHTPOS UMEET AaTUnKm
Ha MNPOTAXEHNWN BCEW akBaTOPUU BOAbI, MHDOPMa-
LMA C KOTOPbIX NepeAaeTca B MyHKT 3KOiOrnye-
CKOTO YMpaBieHWs B peXUME peanbHOro BpeMEHMU.

DKONOTMUYecKnin Kopmuaop obbeanHseT B cebe
3CTETUKY FOPOACKOro napka ¢ MHOrOYMUCAEHHbIMN
bYHKUMAMUN aKTUBHOMO OTAbIXa FOpoXKaH, 4to bes-
YCNIOBHO, OXMBASET rOPOACKYHO XWN3Hb, Aenas ee
pa3HO0bpa3HOM M HaCbILLLEHHOW COBbLITUAMM U Bre-
yaTneHmaMu. Peluas akonormueckme 3agauu, napk
BBEJ B PETMOH HEMOBTOPUMYHO UAEHTUYHOCTb, ABAA-
fICb MECTOM MpPUTAXKEHMA TyprcToB. MNapk aBaseTca

BOMJIOLWEHMEM FOCYAAPCTBEHHOW CTpaTernu, ganb-
HOBWAHOCTWN TOPOACKOrO yrNpaBieHUs U 3acNyrom
NPOEKTUPOBLLMKOB 1 AN3aliHEPOB, KOTOPbIe CMOT-
NN caenatb MecTO rOPOACKOro OTAbIXa YHUKaAbHbIM,
KpacuBbIM 1 YAOBHbIM ans xutenen. MoaobHble

NPOoEeKTbI ABAAOT CO6OM rapPMOHUYHBIA CUMBMO3
MeXay NPUpPOAON N YeslOBEKOM B NMPOCTPaHCTBE
FOPOACKON Cpefbl, OTpaxkas NpPOeKTHbIe TEXHOJ0-
TMW 1 cTpaTerMn pasBuTNA COBPEMEHHOTO ropoga.
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TRADITIONAL SEMANTICS OF CHINESE
DECORATIVE ARTS: GENESIS AND CONTEMPORARY
TRANSFORMATIONS

Summary: The aim of this study is to comprehensively
analyze the semantic foundations of Chinese decorative
arts, their historical formation, and transformation in the
context of contemporary globalization. This paper applies
methods of semiotic, historical-cultural, and comparative
analysis to examine the symbolic system of traditional
Chinese ornament. The main results of the study demon-
strate that the semantics of Chinese decorative arts were
shaped by Confucianism, Taoism, and Buddhism, creating
a unique system of visual codes. Three main vectors of
contemporary transformations of traditional semantics

Introduction

Chinese decorative art is undoubtedly one of the
most developed and semantically rich artistic sys-
tems in world culture. Over several millennia, Chinese
masters have created a complex symbolic structure
in which each decorative element carries a specific
meaning, reflecting philosophical concepts, social
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are identified: adaptation to commercial needs, synthesis
with Western artistic traditions, and digital reinterpre-
tation of classical motifs. The results demonstrate that
while basic symbolic meanings are preserved, semantic
depth is significantly simplified, and the functional pur-
pose of decorative elements is reinterpreted in the con-
text of contemporary visual culture.

Keywords: Chinese decorative arts, traditional seman-
tics, symbolism, ornamentation, cultural transformations,
visual codes, artistic tradition, contemporary art.

norms, and cosmological ideas. The relevance of
studying the traditional semantics of Chinese dec-
orative art is primarily due to the need to preserve
cultural heritage in the context of rapid globaliza-
tion and the unification of visual culture. In addi-
tion, according to the authors, understanding the
semantic foundations of traditional Chinese art is

becoming important for the adequate interpreta-
tion of contemporary artistic practices that active-
ly use traditional motifs.

The study of Chinese decorative art has a rich his-
toriographical tradition in both Chinese and West-
ern scholarship. The fundamental research of Guo,
C. reveals the symbolism of traditional Chinese or-
namentation in the context of worldview systems

A significant contribution to the study of the se-
mantics of Chinese art was made by the research
of I.P. Kirienko and A.V. Bogomaz?, which analyz-
es the aesthetic categories of Chinese culture and
their reflection in decorative and applied art.

The study by Yao, Zh. presents a comprehensive
analysis of the history of Chinese art with a special
focus on the symbolic aspects of artistic creativity 3.

The work of researcher Yao Zhuyuy has made
a significant contribution to the understanding of
the historical features of the development of tra-
ditional Chinese ornamentation “.

At the same time, according to the authors, most
existing studies focus either on the historical as-
pects of the formation of the semantic system or
on individual types of decorative art. A comprehen-
sive analysis of the genesis of traditional seman-
tics and its contemporary transformations remains
an underdeveloped area of research. The study of
the processes of adaptation of traditional semantic
systems to contemporary cultural contexts is par-
ticularly relevant, which determines the scientific
novelty of this study.

The aim of this study is to identify the patterns
of formation of the semantic system of Chinese
decorative art and to analyze the main vectors of
its transformation in modern conditions.

The theoretical basis of the study was formed
by the works of domestic and foreign scholars in
the field of history and theory of Chinese art, cul-
tural semiotics, and cultural studies. Of particular

1. Guo, C. Traditional Chinese ornamentation as an aesthetic
code and its participation in the reproduction of the symbolic
capital of Chinese national culture / C. Guo // Bulletin of
Moscow University. Series 7: Philosophy.— 2025.— Vol. 49,
No. 3.— P. 84-97.

2. Kirienko, I.P. Traditional Russian ornament: symbolism and
morphology / I.P. Kirienko, A.V. Bogomaz // Project culture
and quality of life.— 2024.— No. 37.— P. 104-116.

3. Yao, R. Types of ornamentation in traditional Chinese art /
R.Yao // Russian science and education today: problems and
prospects.— 2023.— No. S7(55).— Pp. 39-42.

4. Yao Ruiyu. Historical Features of the Development of
Traditional Chinese Ornamentation / Yao Ruiyu // Bulletin
of Kemerovo State University of Culture and Arts.— 2025.—
No. 1(70).— pp. 107-113.

importance for this work were the studies of V. V.
Malyavin ®, devoted to Chinese civilization and its cul-
tural codes. As well as the research of N.A. Vinogra-
dova on the history of Chinese art®.

The scientific novelty of the research lies in the
author’'s comprehensive approach to the analysis
of the semantic system of Chinese decorative art,
combining diachronic and synchronic aspects of
study. For the first time in scientific research, an
attempt has been made to systematize the main
vectors of transformation of traditional semantics
in the context of contemporary visual culture, tak-
ing into account both domestic Chinese and glob-
al cultural processes. The authors have developed
a typology of contemporary forms of representa-
tion of traditional semantic motifs in various spheres
of artistic practice.

The theoretical significance of the work lies in
the authors’ expansion of scientific understanding
of the mechanisms of formation and functioning
of semantic systems in traditional cultures, as well
as the patterns of their transformation in the con-
text of cultural modernization. The results of the
study contribute to the development of the theo-
ry of intercultural communication and cultural se-
mantics. The practical significance is determined by
the possibility of using the results obtained by the
authors in the educational process in the training
of art historians, cultural studies specialists, design-
ers, in museum and exhibition activities, as well as
in the practice of contemporary artistic design fo-
cused on the use of traditional cultural codes.

Materials and methods of research

The research materials were mainly artifacts of
Chinese decorative art from various historical pe-
riods, presented in museum collections and scien-
tific publications.

To analyze contemporary transformations of tradi-
tional semantics, the author drew on materials from
contemporary exhibitions of Chinese art, works by
contemporary Chinese artists and designers using
traditional motifs, as well as examples of commer-
cial design and mass visual culture. In addition, the
authors used classical Chinese treatises on art and
aesthetics, philosophical texts of the Confucian, Tao-
ist, and Buddhist traditions containing information
about the symbolic meanings of decorative elements.

5. Malyavin, V.V. Chinese Civilization / V.V. Malyavin.— Moscow:
April Publishing House, AST Publishing House, Design.
Information. Cartography Publishing House, 2000.— 632 p.

6. Vinogradova, N.A. Art of China. Moscow, 1988.— 60 p.
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The research methodology is based on an in-
terdisciplinary approach that integrates methods
from art history, cultural studies, semiotics, and
historical anthropology. In writing this study, the
authors used the following methods of scientific in-
quiry: semiotic analysis, historical-cultural method,
comparative-historical analysis, typological meth-
od, iconographic analysis, contextual analysis, and
cultural hermeneutics.

Results and discussion

The formation of the semantic system of Chinese
decorative art is a long historical process inextricably
linked to the development of Chinese philosophical
thought and religious beliefs. It should be noted that
the genesis of traditional semantics seems to date
back to archaic cosmological concepts reflected in
the early forms of ornamental art of the Neolithic and
Bronze Age periods. Geometric motifs, which prob-
ably had cosmological significance, reflecting ideas
about the structure of the universe, can already be
found in the decoration of Yangshuo ceramics.

A fundamentally important stage in the forma-
tion of the semantic system was the Shang-Yin era’,
when zoomorphic motifs with complex symbolism
appeared in decorative art. The taote ornament, rep-
resenting a stylized mask of a mythical creature, be-
came a central element of ritual bronze decoration
and apparently served an apotropaic function, while
symbolizing the connection between the world of
humans and the world of spirits. Researchers note
that it was during this period that the foundations
of symbolic thinking, characteristic of the Chinese
artistic tradition, were laid.

The Tang and Song dynasties 8. A mature system
of traditional semantics was formed, characterized
by a high degree of codification of symbolic mean-
ings. A kind of “dictionary” of symbols was created,
where each decorative element corresponded to
a specific set of meanings. This system was based
on several principles of meaning generation, among
which homonymy played a central role. Thanks to
its tonal structure, the Chinese language provides
ample opportunities for creating symbolic associ-

7. The Shang-Yin era (c. 1554-1046 BC) — an early kingdom
in China known for its advanced bronze metallurgy, writing
(inscriptions on divination bones), and hierarchical society
headed by a king (“wang")

8. The Tang (618-907) and Song (960-1279) dynasties are
periods in Chinese history separated by the Five Dynasties
and Ten Kingdoms period. The Tang dynasty was known as
the golden age of Chinese culture and power, while the Song
dynasty was characterized by economic growth, technological
innovation, and the flourishing of the arts.
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ations based on the phonetic similarity of words.
Thus, the image of a bat becomes a symbol of hap-
piness, since the word “fu” %, means both ‘bat’ and
"happiness.”

The system of traditional semantics in Chinese
decorative art can be structured according to sev-
eral basic categories, which we will examine fur-
ther in Table 1.

The mechanisms of semantic meaning trans-
mission in Chinese decorative art are complex and
multi-layered. The primary level of semanticiza-
tion is associated with the direct representation of
a symbolic object. However, the system is not lim-
ited to simple representation, but includes multiple
ways of enhancing and modifying meanings. Com-
positional combinations of various symbols create
complex semantic constructions, where the overall
meaning is not reduced to the simple sum of the
meanings of individual elements, but gives rise to
new semantic nuances.

For example, the combination of images of a pine
tree, bamboo, and plum creates a composition of
“three friends of cold winter,” symbolizing stead-
fastness in the face of adversity and moral fortitude.
The combination of a peony and a phoenix reinforc-
es the meaning of wealth and nobility, adding con-
notations of feminine beauty and grace. Numerical
symbolism also plays an important role in generat-
ing meaning. Repeating a motif a certain number
of times can indicate a connection to cosmolog-
ical concepts or reinforce a benevolent meaning.

Color symbolism is another important mechanism
for the semanticization of decorative elements. In
traditional Chinese culture, each color has specific
symbolic meanings related to cosmological ideas
and social codes. Yellow is associated with imperial
power and the center of the universe, red symbol-
izes joy and wards off evil spirits, blue and green
are associated with the east and spring, and white
is associated with mourning and the west in tra-
ditional culture. The use of certain color combina-
tions in decorative compositions creates additional
layers of meaning.

The technique and material also contribute to
the semantics of the work. Jade, for example, is
endowed with special qualities in Chinese culture,
symbolizing purity, nobility, and immortality. Jade
products, regardless of their specific decorative
motifs, have a certain semantic meaning due to

9. The Chinese word "fu” — «f&» is a Chinese character meaning
"happiness,” “well-being,” or “good luck.”

Table 1. Basic semantic categories in Chinese decorative art

. Semantic Philosophical Period of
Category Main symbols . X .
meanings basis formation
. Yin-yang, Bagua,  Universal laws of .
Cosmological yang, bag . . Daoism, natural
Four sacred ani-  the universe, cos- . Zhou - Han
symbols . philosophy
mals mic order
Natural elements,
. Clouds, water, )
Natural philosoph- . connection be- .
. mountains, celes- Daoism Zhou - Tang
ical symbols . . tween earth and
tial bodies
heaven
Peony, chrysan- Moral qualities, L
Y, cnry N . Confucianism,
Floral symbols themum, lotus, seasons, social Han - Song

plum, bamboo

status

Buddhism

Zoomorphic sym-
bols

Dragon, phoenix,
turtle, crane, fish

Power, longevi-
ty, success, pros-

perity

Syncretism of
three teachings

Shang-Yin - Ming

Symbols of good

Peaches, bats,
characters for

Specific life bene-

Folk beliefs

Ming - Qing

wishes . fits and values
happiness
Lotus, wheel of Spiritual liberation
Buddhist symbols dharma, eight aus- P ' Buddhism Han - Tang

picious symbols

enlightenment

the material itself. Porcelain, especially high-qual-
ity white porcelain, also symbolizes purity and re-
finement. Decorative techniques such as carving,
inlaying, and painting create various visual effects
that can enhance or modify the semantic meanings
of the motifs depicted.

The functional purpose of an object significant-
ly influences the interpretation of its decoration.
The ornamentation of ritual vessels had sacred sig-
nificance and was strictly regulated in accordance
with Confucian ritual prescriptions. The decoration
of imperial garments visualized cosmological con-
cepts and legitimized the ruler’s power as a media-
tor between Heaven and Earth. The ornamentation
of everyday objects, on the contrary, more often
carried auspicious meanings associated with peo-
ple’s everyday concerns and aspirations.

The spatial organization of decoration is also
a significant factor in semantization. In traditional
Chinese art, space is not viewed as a neutral back-
ground, but as an active element of composition,
endowed with its own meaning. Emptiness in Chi-
nese aesthetics symbolizes Tao, the potentiality of
being, the possibility of transformation. The ratio
of filled and unfilled space in a decorative compo-
sition reflects Taoist ideas about the interaction of
being and non-being, form and emptiness.

Contemporary transformations of the traditional
semantics of Chinese decorative art are a complex
and multifaceted process, driven by both internal
cultural changes and the influence of globalization.
Several main vectors of these transformations can
be identified, each of which is characterized by spe-
cific mechanisms and results of rethinking tradition-
al semantic systems.

The process of rebranding traditional symbols in
the context of contemporary China’s national cul-
tural policy deserves special attention. The state
program for the revival of traditional culture en-
courages a return to classical semantic systems,
but this return is often selective and accompanied
by ideological reinterpretation. Traditional symbols
are used to construct a modern national identity,
which leads to the emphasis of some aspects of se-
mantics and the obscuring of others.

An analysis of contemporary practices of using
traditional semantics in various fields of artistic ac-
tivity reveals the heterogeneity of transformation
processes. In the field of high art, there is a tendency
towards reflective understanding of the traditional
semantic system, critical rethinking and decon-
struction of classical symbols. Conceptual artists
use traditional motifs to create multi-layered se-
mantic constructions in which classical meanings
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Table 2. Vectors of transformation of traditional semantics in contemporary Chinese art

Vector of Main characteristics Examples of Consequences for the
transformation manifestation semantic system
Commercialization Simplification of sym- Souvenir products, Loss of semantic depth,
bols, mass reproduction tourist design clichés

Modernization of values Reinterpretation of tra-
ditional meanings

Contemporary jewelry  Emergence of new con-
art, interior design notations, loss of some
traditional meanings

Cultural synthesis Combination of Chinese

Contemporary visual  Hybridization of seman-

and Western elements arts, fashion design tic systems
Digitization Transfer to the digi- Computer games, digi-  Changes in modes of
tal environment, inter- tal art, animation perception and inter-
activity pretation
Museification Preservation as cultural ~ Museum exhibitions, Archaization, percep-
heritage educational programs  tion as a historical ar-
tifact

enter into complex relationships with contempo-
rary cultural codes.

In the field of applied art and design, a pragmatic
approach to traditional semantics prevails. Tradition-
al motifs are used primarily as decorative elements,
visual markers of cultural identity, while deeper se-
mantic meanings often remain unclaimed. Design-
ers borrow the visual forms of traditional symbols,
but do not always take into account their semantic
load and cultural context. This leads to the emer-
gence of works in which traditional elements per-
form an aesthetic rather than a semantic function.

At the same time, it is worth noting the emer-
gence of a new generation of designers and art-
ists who seek a conscious dialogue with tradition.
These masters study classical semantic systems, but
do not copy them mechanically; instead, they cre-
atively reinterpret them in the context of contem-
porary visual culture. Their works demonstrate the
possibility of an organic synthesis of traditional se-
mantics and contemporary artistic languages, cre-
ating works in which traditional symbols acquire
new relevance and expressiveness.

An interesting phenomenon is the regional dif-
ferentiation of the processes of transformation of
traditional semantics. In mainland China, Hong Kong,
Taiwan, and Chinese diasporas around the world,
there are different models of attitudes towards tra-
ditional heritage. In mainland China, traditional se-
mantics are actively used as part of state cultural
policy aimed at strengthening national identity. It
should be noted that in Hong Kong and Taiwan, tra-
ditional symbols often acquire additional political
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connotations related to issues of cultural autono-
my and identity.

Educational institutions play an important role in
preserving and transmitting traditional semantics.
University programs in art history, cultural studies,
and design include the study of traditional symbols
in Chinese decorative art. However, the effective-
ness of these programs largely depends on meth-
odological approaches and methods of presenting
the material. A critical question is whether tradition-
al semantics is taught as a living, evolving system
or as a frozen historical artifact ™.

Museums perform a dual function with regard
to traditional semantics. On the one hand, they pre-
serve and exhibit works of traditional decorative art,
making examples of the classical semantic system
available for study. On the other hand, museumi-
fication inevitably leads to a change in the context
of perception of the works. Decorative objects that
originally functioned in everyday life or ritual practice
are transformed in the museum space into exhib-
its, objects of aesthetic contemplation and histor-
ical study. This transforms the ways in which their
semantics are perceived and interpreted.

Digital technologies open up new opportunities
for studying and presenting the traditional seman-
tics of Chinese decorative art. The creation of digital
databases of symbols, interactive educational plat-
forms, and virtual museums contributes to the wider

10. Martynova, N.V. The phenomenon of traditional Chinese
jianzhi ornamental art: traditions and modernity / N.V.
Martynova, D.R. Slipetskaya // American Scientific Journal. —
2020.— No. 37-1(37).— Pp. 12-17.

Table 3. Comparative analysis of the traditional and modern functioning of semantic systems

Parameter

Traditional system

Modern system

Semantic depth

Multilayered, requiring cultural
competence

Simplified, oriented towards
mass perception

Context of functioning

Ritual, everyday, socially marked Commercial, aesthetic, museum

Method of transmission

Traditional education, family

Institutional education, media

transmission

Degree of codification

Strictly regulated

Variable, open to interpretation

Social function

Status marking, ritual, commu-  Decorative, identification, com-

nicative mercial

Attitude toward innovation

Conservative, canon-oriented

Open, experimental

dissemination of knowledge about the traditional
semantic system. Augmented reality technologies
allow the creation of immersive educational pro-
grams in which users can interactively explore the
symbolic meanings of decorative elements. At the
same time, the digitization of traditional seman-
tics raises new questions about methods of repre-
senting cultural heritage in a digital environment ™.

The phenomenon of the reactivation of tradition-
al semantics in modern Chinese society deserves
special attention. After the period of the Cultural
Revolution, when traditional culture was criticized
and marginalized, the last few decades have seen
a revival of interest in traditional values and sym-
bols. This process is linked both to the state poli-
cy of cultural nationalism and to society’s natural
desire to reconnect with its cultural roots. Howev-
er, reactivation does not mean a simple return to
traditional forms, but rather a complex process of
selective borrowing, reinterpretation, and adapta-
tion of traditional semantics to modern conditions.

The commercial use of traditional symbols in the
fashion industry is a striking example of contem-
porary transformations. Chinese and internation-
al fashion brands actively use traditional motifs in
their collections, creating works in which classical
semantics enters into dialogue with contemporary
aesthetic trends. The embroidery of dragons and
phoenixes on modern clothing, the use of tradi-
tional ornaments in accessories, and the adapta-
tion of traditional costume forms in contemporary
design, according to the authors, demonstrate the
vitality of the traditional semantic system and its
capacity for transformation.

11. Korobtseva, N.A. Modern technologies in ornament design:
methods of ornament design using artificial intelligence /
N.A. Korobtseva, A.A. Nikitina // Costumology.— 2023.—
Vol. 8, No. 4.— 13 p.

In addition, it is worth noting that the architec-
tural decor of modern buildings in China also ac-
tively draws on traditional symbolism. However, the
nature of this reference differs significantly from
traditional practices. While in classical architecture
decorative elements were organically integrated
into the structure of the building and carried both
aesthetic and symbolic meaning, in modern archi-
tecture traditional motifs are often used as super-
imposed decorative elements, visual references to
cultural heritage. This leads to a change in the se-
mantic status of decorative elements, transforming
them into signs that indicate cultural identity but
do not necessarily carry a deep symbolic meaning.

An interesting direction in contemporary art is the
deconstruction of traditional semantics. Avant-gar-
de artists consciously break traditional semantic
codes, creating works in which classical symbols are
placed in unexpected contexts, combined in para-
doxical combinations, and subjected to ironic rein-
terpretation. This practice reflects a critical attitude
toward tradition, a desire to free oneself from the
pressure of canonical meanings and create new se-
mantic possibilities. The deconstructivist approach
to traditional semantics, despite its apparent re-
jection of tradition, in the author's opinion, actu-
ally testifies to its living presence in contemporary
culture, since deconstruction is only possible in the
presence of a stable system that can be destroyed.

Mass visual culture, including advertising, prod-
uct packaging, and graphic design, actively exploits
traditional Chinese symbolism. At the same time,
semantic meanings are often reduced to the sim-
plest associations: the color red and the character
for happiness are associated with celebration and
joy, the dragon symbolizes power and success, and
traditional ornaments indicate the cultural affilia-
tion of a product. According to the authors, this
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Table 4. Basic symbols and their transformation in the modern context

- Degree of
Traditional . . Contemporary .
Classic meaning . . Areas of use semantic
symbol interpretation .
preservation
Imperial power, .
p. P Power, success, Branding, sports e
Dragon cosmic yang ener- . . . . Partial, simplified
z Chinese identity symbols, design
gy, fertility
Phoenix Empress, feminine Beauty, rebirth, el-  Fashion industry, Partial, trans-
principle, grace egance jewelry art formed
Spiritual puri- Purity, natural .. L
P . P Y ) Cosmetics indus-  Significant loss of
Lotus ty, enlightenment,  beauty, environ- .
. . . try, wellness sector  Buddhist context
perfection mental friendliness
Wealth, nobility,  Luxury, prosperity, Textile design, in- . .
Peony . Y .y' prosperty . g' Relatively high
spring feminine beauty terior design
Cosmic duality, Balance, harmo- .
. Y . Mass culture, New  Strong vulgariza-
Yin-yang harmony of oppo- ny, Eastern philos-

sites ophy

Age movement tion

The character f& Wishing happiness  Universal symbol Festive decor, sou- Preservation of the

(happiness) and good luck

of positivity

venir products basic meaning

simplification of semantics makes it accessible to
the mass consumer, but at the same time leads to
an impoverishment of the symbolic system, a loss
of its depth and ambiguity.

The role of the internet and social media in trans-
forming traditional semantics cannot be overstated.
Already, in various countries, digital platforms are be-
coming spaces where traditional symbols circulate,
are reinterpreted, and are combined in new contexts.
Contemporary memes that use traditional symbols
create new semantic layers, often ironic or parod-
ic. YouTube bloggers and influencers specializing in
traditional culture play an important role in popular-
izing knowledge about traditional semantics among
the younger generation. However, the internet en-
vironment also contributes to the spread of simpli-
fied, distorted interpretations of traditional symbols.

Educational initiatives aimed at preserving and
popularizing traditional semantics are developing
in various directions. Specialized courses and mas-
ter classes on traditional decorative arts are being
created, where the study of techniques is accompa-
nied by the mastery of the semantic system. Illus-
trated dictionaries of traditional symbols are being
published, aimed at both specialists and the general
public. Exhibitions dedicated to traditional symbol-
ism are held, with educational programs and inter-
active elements. According to the authors, these
initiatives contribute to the preservation of knowl-
edge about traditional semantics and the forma-
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tion of the cultural competence necessary for the
adequate perception of traditional artworks.

Conclusions

The research conducted by the authors allows us
to draw a number of significant conclusions regarding
the genesis and contemporary transformations of tra-
ditional semantics in Chinese decorative art. The forma-
tion of the semantic system is a long historical process
in which the philosophical teachings of Confucianism,
Taoism, and Buddhism played a decisive role, creat-
ing a multi-layered system of symbolic meanings that
integrates cosmological, ethical, social, and aesthetic
aspects. According to the authors, the traditional se-
mantics of Chinese decorative art is characterized by
a high degree of codification, the polysemy of sym-
bols, and complex mechanisms of meaning gener-
ation, including compositional combinations, color
symbolism, numerical semantics, and contextual factors.

The study also found that, despite significant trans-
formations, the traditional semantic system retains
its relevance and viability, demonstrating its ability
to adapt to changing cultural conditions. The basic
symbolic meanings of the main motifs remain recog-
nizable and meaningful to speakers of Chinese cul-
ture, although they are subject to simplification and
reinterpretation. It should also be noted that tradi-
tional semantics continues to function as an impor-
tant resource of cultural identity, a source of creative
inspiration for contemporary artists and designers,
and an element of national cultural branding.

The key challenge of our time is to find a balance
between preserving the semantic depth of the tradi-
tional system and adapting it to the needs of contem-
porary culture. Contemporary educational institutions,
museums, and cultural organizations play an impor-
tant role in transmitting knowledge about traditional
semantics and forming the cultural competence nec-
essary for society to adequately perceive and inter-
pret traditional symbols. At the same time, it is now
necessary to recognize the inevitability of transfor-
mations and view them not as a degradation of tra-
dition, but as a natural process of cultural evolution.

Prospects for further research are linked to a more
detailed study of regional characteristics of the trans-

formation of traditional semantics, analysis of the
specifics of its functioning in various spheres of con-
temporary culture, and research into the reception
of Chinese symbolism in other cultures. Of particular
interest is the study of the processes of digital rep-
resentation of traditional semantics and the influence
of new media on the ways in which traditional sym-
bols are perceived and interpreted. According to the
authors, another relevant area of research is the anal-
ysis of educational practices aimed at preserving and
transmitting knowledge about traditional semantics,
and the development of effective methods for promot-
ing cultural heritage among the younger generation.
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TPAAVNUMNOHHAA CEMAHTUKA KUTAMCKOTO
AEKOPATUBHOTO NCKYCCTBA: TEHE3NC
N COBPEMEHHBIE TPAHCOOPMAL NI

AHHOTaums: Llenblo JaHHOTO UCCNef0BaHNA ABAAETCS
KOMMJIEKCHbIV aHau3 CEMaHTUYECKMX OCHOB KMUTaMCKO-
ro AeKopaTUBHOMO UCKYCCTBA, X UCTOPUYECKOTO popMU-
poBaHua U TpaHchoOpMaLMM B COBPEMEHHBIX YCIOBUAX
rnobanmsaymn. B pabote npvmMeHaOTCA MeTOAblI CEMMUO-
TUYECKOTO, NCTOPUKO-KYNbTYPHOTO U CPaBHUTENBHOTO
aHanv3a /s U3yuyeHusi CUMBOANYECKON CUCTEMbI TPaAM-
LIMOHHOTO KUTaNCKOro opHameHTa. OCHOBHbIe pe3yibTaThl
NCCNefoBaHNA AEMOHCTPUPYHOT, YTO CEMaHTUKa KuTan-
CKOrO /1eKOPaTUBHOrO UCKyccTBa GOpPMUPOBaNack MOA
BAUAHMEM KOHYLIMAHCTBa, Jaocu3ma v Byaansma, cosaa-
Bas YHVKaJbHYH CUCTEMY BU3YasibHbIX KOAOB. BbifiBEHbI
TPW OCHOBHbIX BEKTOPa COBPEMEHHbIX TpaHchopMaLmii
TPaAULMOHHOW CEMaHTUKM: afanTaums K KOMMEPUECKNM

BeeaeHne

KuTalckoe sgekopaTMBHOE UCKYCCTBO NpescTaB-
nset coboli, 6e3ycIoBHO, O4HY 13 Hanbosee pa3Bu-
ThIX ¥ CEMaHTMUYECKM HaCbILLEHHbIX XYAOXECTBEHHbIX
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NOTPEBHOCTAM, CUHTE3 C 3anagHbIMU XyAOXECTBEHHbI-
MU TpaAULMAMKU U LMdpoBas penHTeprpeTaLms Knac-
CUYeCKMX MOTMBOB. Pe3ynbTaTbl NOKa3bIBaOT, YTO NPU
coxpaHeHUn H6a30BbIX CUMBOANYECKMX 3HAYEHMI NPOUC-
XOAWT CyLLeCTBEHHOE YNPOLLEHNE CEMaHTUYeCKOM rybu-
Hbl 1 NepeocMbICieHne GYHKLIMOHANBHOFO Ha3HaUYeHNs
[ eKOPaTUBHbIX 3/IeMEHTOB B KOHTEKCTE COBPEMEHHO
BW3yasbHON KYbTypbl.

KntoueBble cnoBa: kumatickoe dekopamusHoe UcKyc-
€mMeo, MpaduyuoHHAs ceMaHmMuKa, CUMB80JIU3M, OpHA-
MeHm, Ky/lemypHble MpaHchopmayuu, 8usyassHsle
KoObl, XydoxecmeeHHas mpaduyus, cospemMeHHoe
uckyccmeo.

CUCTEM B MUPOBOW KynbType. Ha NpoTs>keHun He-
CKOJIbKMX ThICAYENETUI KUTANCKME MacTepa co3jaBa-
NN CNNOXKHYH CUMBOJIMYECKYHO CTPYKTYPY, B KOTOPOM
KaXAbll eKOPaTUBHBIA 3/1eMEHT HeC onpeseneHHyo

CMBICNOBYHO Harpysky, otpaxas ¢puaocopckme KoH-
Lenumnu, coumanbHble HOPMbl ¥ KOCMOIOTMYecKne
npeacTaBaeHns. AKTyasbHOCTb NCCEA0BaHUSA Tpa-
AVNUMOHHOM CEMaHTUKM KUTANCKOrO AeKOPaTUBHO-
ro Mckyccrtea obycnoBaeHa, Npexgae Bcero, Heob-
XOAMMOCTbI COXPaHEHWs Ky/bTYPHOIO Hacieamns
B YC/IOBUAX CTPEMUTE/IbHOW ro6anvsauum u yHudu-
KaLuu BU3yasbHOW KynbTypbl. Kpome TOro, no MHe-
HWIO aBTOPOB, MOHVMMaHWEe CEMaHTUUYECKMX OCHOB
TPaAULMOHHOIO KUTANCKOTO NCKYCCTBA CTaHOBUTCS
BaXkHbIM A1 afjleKBaTHOM MHTeprpeTaLmm coBpe-
MEHHBbIX XyAOXECTBEHHbIX MPaKTUK, akTMBHO WUC-
MONb3YHOLWUNX TPAAULMOHHbIE MOTUBSI.

WccnepgoBaHue KMTamckoro 4ekopaTnBHOrO 1C-
KycCTBa MMeeT boraTyto nctoprorpadpuyeckyto Tpa-
LMD, KaK B KUTAWCKOW, Tak 1 B 3anaZHol Hayke.
®yHpameHTanbHoe nccnegoBanue o, L. packpbl-
BaeT CUMBOJINKY TPAAULIMOHHOTO KUTACKOro OpHa-
MEHTa B KOHTEKCTE MUPOBO33PEHYECKUX CUCTEM .

3HaunTeNbHbIA BKAAA B U3yUEHNE CEMAHTK-
KW KUTaCKOro MCKYyCCTBA BHEC/IO UCCNEf0BaHMe
W.M. KnpueHko, A.B. boromas?, aHannsnpyroLuei
3CTeTUYECKNE KaTeropum KUTaCKom KynbTypbl 1 UX
OTpaxkeHve B AeKOPaTUBHO-NPUKAaZHOM UCKYCCTBE.

WcecnepgosaHue flo, X. npeacraBaseT KOMMaekc-
HbIM aHaN3 UCTOPUM KMTANCKOTO MCKYCCTBA C 0CO-
6bIM BHMMaHVEM K CMMBOJIMYECKUM acrekTaMm Xy-
[,0>XeCTBEHHOTO TBOpPYeCTBa °.

PaboTa nccnegosatens Ao Xyitolh, BHecna cy-
LLLeCTBEHHbI BKJIaJ B MOHVMaHUE NCTOPUUECKIMX
0CObeHHOCTel pa3BUTUSA TPAAULMNOHHOMO KUTal-
CKOro OpHameHTa “.

BmecTe ¢ TeM, MO MHEHMIO aBTOPOB, 6ObLUNH-
CTBO CYLLIECTBYHOLLUX UCCE[0BaHNIN cOCpesoTOYe-
Hbl IMBO Ha McTopuyeckux acnektax Gopmmposa-
HWA CEMaHTUYECKOM CUCTEMbI, IMNBO Ha OTAENbHbIX
BMAAX AeKOPaTUBHOrO Uckycctea. KomMnaekcHbIn
aHanu3 reHesnca TPAAULMNOHHOW CEMaHTUKKN 1 ee
COBpPEMEHHbIX TPaHChOPMaLMiA OCTaeTCs HeJoCTa-

1. To, U. TpaAVLMOHHBIA KATANCKNA OPHaMEHT KaK 3cTeTnye-
CKWIA KOZA M ero yyactue B BOCMPOU3BOACTBE CUMBOJIMYEC
KOro KarnmuTtana KUTaickow HaLmoHanbHol KyabTypbl / L. To
// BectHuk Mockosckoro yHusepcuteta. Cepusa 7: dunoco-
dua.— 2025.—T. 49, N2 3.— C. 84-97.

2. Kupuerko, V.T1. TpaANLMOHHBIN PYyCCKUA OPHAMEHT: CUM-
Boaunka n mopgonorua / W.T. Kupuernko, A.B. boromas //
MpoekTHasa Ky/abTypa 1 KauecTBO Xn3HN.— 2024.— N2 37.—
C. 104-116.

3. Ao, XX Bugbl opHameHTa B TPaAULMOHHOM KUTaNCKOM MCKYC-
ctBe / XK. flo // Poccuiickas Hayka n obpasoBaHue cerogHs:
npobsaemsbl 1 nepcnekTmbl.— 2023.— N2 S7(55).— C. 39-42.

4. fo Xynton. ictopnyeckme 0COBEHHOCTU Pa3BUTUA TPagM-
LIMOHHOTrO KuTalrickoro opHameHTa / flo Xywron // BecTHuk
KemepoBckoro rocysapcTtBeHHOro yHuBepcuTeTa KyabTypbl
n nexkyccrs.— 2025.— N2 1(70).— C. 107-113.

TOYHO pa3paboTaHHbIM HanpaBaeHneM. OCobeHHO
aKTyaNbHbIM NPEACTaBASETCA U3yUYeHNe NPOLLECCOB
ajanTauum TPagULIMOHHBIX CEMaHTUYECKUX CUCTEM
K COBPEMEHHBIM KYNbTYPHbIM KOHTEKCTaM, YTO onpe-
AEeNnseT Hay4yHyto HOBU3HY JaHHOTO UCCNEA0BaHMS.
Llenbto HacToAWEero nccaes0BaHMA ABASETCA Bbl-
sIBJleHNe 3aKOHOMepHOCTen GopMUPOBaHUS Ce-
MaHTUYECKOM CUCTEMbI KUTACKOTO JEKOPATUBHOIO
MCKYCCTBa M aHaNn3 OCHOBHbIX BEKTOPOB €e TPaHC-
dbopmMaummn B COBPEMEHHbIX YCOBUSX.
TeopeTtuyeckyro 6asy nccnegoBaHus COCTaBUIN
TPYZAbl OTEUECTBEHHBIX U 3aPYOEXHbIX YYEHbIX B 06-
NacT UCTOPUM N TEOPUMN KUTACKOTO UCKYCCTBA, Ce-
MUOTUKN KyAbTYypbl, KyabTyposaorum. Ocoboe 3Ha-
yeHWe ANs JaHHOW paboTbl Mean nccnesoBaHms
B.B. MansBumHa °, NOCBALLEHHbIE KUTAaNCKOW LUBN-
N3aunn 1 ee KyaAbTypHbIM KodaMm. A Tak Xe nccie-
foBaHusa H.A. BuHorpagoBoi no ncropuun Kutaim-
CKOro unckyccTsa .
HayuHas HOBM3Ha McCaef0BaHUS 3aKar0YaeT-
Csl B KOMMJIEKCHOM MOAXO4e aBTopa K aHaausy ce-
MaHTUYECKOWN CUCTeMbl KUTANCKOTO AeKOPaTUBHO-
ro MCKYCCTBa, 0OBbEeANHAOLLEM AMAXPOHUYECKNI
N CUHXPOHWYECKUI acnekTbl U3yyeHus. Bnepsbie
B pamMKax Hay4YHOro nucciesoBaHus bbina npeanpu-
HATa NOMbITKa CMCTEMATU3ALMM OCHOBHbIX BEKTO-
poB TpaHchOopMaL MM TPAANLNOHHON CEMAHTUKI
B KOHTEKCTE COBPEMEHHOM BU3YaNbHOW Ky/abTypbl
C YY4ETOM KaK BHYTPUKNTAUCKMX, TaK U r1ob6abHbIX
KYJIbTYPHbIX NpoL,eccoB. ABTopamu pa3paboTaHa Tu-
Moorns coBpeMeHHbIXx GOpM penpeseHTaLmm Tpa-
AVNUMNOHHBIX CEMAHTUYECKMX MOTUBOB B Pa3IMUHbIX
cdhepax XyA0>KeCTBEHHOW MPaKTUKN.
TeopeTnyeckas 3Ha4YMMOCTb PaboTbl COCTOUT
B pacCLUMpPEHNM aBTOPaMU Hay4dHbIX NpeacTaBie-
HWA O MexaH3Max GopMMPOBaHNA U GYHKLIMOHM-
pOBaHWA CEMaHTUUYECKMX CUCTEM B TPaSMULMOHHbIX
Ky/IbTypax, @ Tak)Ke O 3aKOHOMEPHOCTSAX UX TPaHC-
bopmMaLMK B yCIOBUAX KyNbTYPHON MOAEPHMU3aALNN.
Pe3ynbTaThl MCCAes0BaHUA BHOCAT BK1aj B pa3BuTme
TEOPUM MEXKY/IbTYPHON KOMMYHUKALMK 1 KyAbTyp-
HOW ceMaHTKKW. [pakTMyeckas 3HaUMMOCTb onpe-
fensieTcs BO3MOXHOCTbHO MCMNONb30BaHWSA NOYYeH-
HbIX aBTOpPaMK pe3y/ibTaToB B 06pa3oBaTelbHOM
npoLiecce Npv MOArOTOBKE UCKYCCTBOBEA0B, Ky/bTy-
PONOroOB, AM3aliHEpPOB, B My3eMHOM ¥ BbICTaBOUHOM
AEeATENbHOCTH, @ TakXXe B MPaKTUKE COBPEMEHHOIO

5. ManssuH, B.B. Kutalickas umsmamsaums / B.B. MansBuH.—
Mocksa: N3pgatenscteo «Anpenb», OO0 «M3gatenscteo ACT»,
W3paTenbcko-npoarocepcknii LeHTp «/msaiiH. Minbopmaums.
Kaptorpadus», 2000.— 632 c.

6. BuHorpagosa, H.A. NckycctBo Kntaa. M., 1988.— 60 c.
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XY[,0XXEeCTBEHHOrO NPOEKTUPOBAHUS, OPUEHTUPO-
BaHHOrO Ha MCMONb30BaHNE TPAAULMOHHbBIX KyJlb-
TYPHbIX KOZAOB.

MaTepuanbl 1 METOAbI NCCAEA0BaHUS

Martepwuanamu nccaesoBaHus NOCAYXWUAN, TaB-
HbIM 06pa3om, apTedakTbl KUTANCKOrO AEKOPATUBHO-
O UCKYCCTBa Pas3INUHbIX MCTOPUYECKUX NEPUOAOB,
npeacTaBieHHble B My3eMHbIX KOMEKUMAX U Hayu-
HbIX MNy6AMKaLMsX.

[ns aHann3a coBpeMeHHbIX TpaHchopmMaLnii
TPaAWLIMOHHON CEMaHTUKM aBTOPOM MpUBAEKaNNCh
MaTepvasibl COBPEMEHHbIX BbICTABOK KUTACKOrO UC-
KyccTBa, paboTbl COBPEMEHHbIX KMTaMCKUX XY 0X-
HWKOB N AN3aiHEPOB, NCMOJb3YHOLLMX TPaANLNOH-
Hble MOTMBBI, a Takxe 0bpa3ubl KOMMepPUECKOro
Au3aliHa 1 MacCoBOW BM3yanbHOW KyabTypbl. Kpome
TOro, aBTOpPaMu B UCCAEAOBaHUN UCMONb30BaINCh
KJlaccMueckme KMTamckme TpakTaTtbl MO UCKYCCTBY
N 3CTETUKE, PUNOCOPCKME TEKCTbI KOHDYLIMAHCKOM,
[A0CCKOM N ByAAUNIACKOW TPaaMLMIA, cofepKalune
MHGOPMALMIO O CUMBOJINYECKMX 3HAUEHNSAX AEKO-
PaTUBHbIX 3N1EMEHTOB.

MeTogonorns nccnesoBaHNA OCHOBbLIBAETCs
Ha MEXAWNCLMMIVHAPHOM MOAX0Ae, UHTErPUpPYHO-
LLeM MeTOZAbl MCKYCCTBO3HaHUs, KybTypPOaOruu,
CEMUOTUKMN N NCTOPUYECKON aHTponosiormu. Mpu
HamMcaHWM HacCTOALLEro UCCeA0BaHNs, aBTopa-
MW UCMOJb30BaINCh CAeAYHOLLME METOAbI HayYHO-
rO MO3HaHWSA: CEMUOTUYECKUIA aHann3, NCTOPUKO-
Ky/NIbTYPHbIA METOZ, CPaBHUTENbHO-UCTOPUYECKINI
aHanus, TUNONOrMYeCKNA METOZ, NKOHOTrpapuieckumi
aHa/n3, KOHTEeKCTYabHbIA aHann3, MeTOZA KyabTyp-
HOM repMeHeBTUKMN.

PesynbTathl 1 0bcyxaeHne

dopmMUpoBaHNE CEMaHTUYECKOW CUCTEMbI KU-
TaCcKOro AeKopaTMBHOIO NCKYCCTBa NpeacTaBaseT
CoboW ANNTENbHBIV NCTOPUYECKNI NPOLIECC, Hepas-
PbIBHO CBAI3aHHBbI C pa3BUTMEM KMTANCKOW GUNo-
COMCKOM MbICAN U PEAUTNO3HbBIX NPeaCcTaBaeHNI.
OTMEeTUM, UTO reHe3nc TPaAULMOHHON CeMaHTu-
KW BOCXOAMT, Kak MpescTaBAseTCs, K apXanyeckmm
KOCMOJIOTMYECKMM KOHLEMLMAM, HalLeALINM OT-
paxxeHWe B paHHWX GOpPMax OpHaMeHTaabHOro MC-
KycCTBa nepuoga HeonmTa n 6POH30BOro Beka. Yxe
B AeKope KepaMuKn KyabTypbl AHLWA0 06HapyXu-
BaOTCS reoOMeTpuUeckne MOTKBI, KOTOPbIE, BEPO-
ATHO, HEC/I KOCMOJIOTMYECKOe 3HaYeHUe, oTpakas
NpeACTaBAEHNS O CTPYKTYpe MUPO3JaHus.

MpUHUMNMaNbHO BaXHbIM 3TanoM B GOpMunpo-
BaHWM CEMaHTUYECKOM cucTeMbl cTana anoxa LLaH-
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WHb 7, Koraa B AeKOpaTMBHOM UCKYCCTBE MOSABAAIOT-
€51 300MOpPdHbIE MOTVBbI, OBajatoLLMe CNOXKHOM
cMMBOAMKON. OpHaMeHT TaoTe, NPeACTaBAAOLL N
CTUN30BaHHYO Macky MUGUYECKOro CYLLECTBa, CTa-
HOBUWTCA LLeHTPaNbHbIM 31EMEHTOM ZieKopa putyasb-
HOM BPOH3bI M, OYEBMAHO, BbIMOJIHA anoTponen-
yeckyto GYHKLMIO, OJHOBPEMEHHO CUMBOIU3UPYS
CBA3b MeXAy MUPOM NtoAen 1 MUpoM ayxoB. Wc-
CnefoBaTeIv OTMEYAHOT, YTO UMEHHO B 3TOT Mepuos,
3aKN1aZblBaOTCS OCHOBLI CUMBOJIMUYECKOTO MblLLe-
HWSA, XapaKTePHOro AN KMTAMCKOWN XYAOXXECTBEH-
HOW TpaauLun.

K nepvoay anHactuin TaH n CyH & popmupyetcs
3penas cuctema TPaanLMOHHOM CEMaHTMKK, Xapak-
TepU3yHoLLasaCcs BbICOKOW CTemneHbto KoanduKaumnm
CUMBOIMYECKMX 3HaUeHNn. Co3aatoTcs CBOeobpas-
Hble «C/I0Bapu» CUMBOJIOB, FAe KaXAoMy gekopa-
TUBHOMY 3/IEMEHTY COOTBETCTBYET OMNpPeAe/eHHbI
Habop 3HaueHWN. ITa cUCTeEMa OCHOBbLIBAETCS Ha He-
CKOMbKMX MPUHLMMAX reHepaLmm cMblcia, cpeam
KOTOPbIX LleHTpasbHOEe MeCTO 3aHMMaeT OMOHM-
mMus. Kntarckunin A3bik, 61arogaps cBoei TOHa b-
HOW CTPYKTYpe, NpesocTaB/seT WMpPokne BO3MOX-
HOCTW A/l CO34aHUs CUMBOJIMUYECKUX accolmanmni
Ha OCHOBE 3BYKOBOTO CXOACTBA C/10B. Tak, M306pa-
XEHWe NeTyyein MbIWW CTaHOBUTCA CUMBOJIOM CYa-
CTb$l, MOCKO/IbKY C10BO «(y» ° 0O3HaUYaeT O4HOBpE-
MEHHO «J1eTyyas Mblllb» U «CUYaCTbe>.

CvctemMa TPaAMLMOHHON CEMAHTUKN KNTaNCKO-
ro AeKopaTMBHOIO UCKYCCTBA MOXET BbITb CTPYK-
TYPVPOBaHa Mo HECKOJIbKUM OCHOBHbIM KaTeropu-
fIM, KOTOPbIE Mbl PacCMOTPUM ganee B Tabavue 1.

MexaHW3Mbl TPaHCAALMM CEMaHTUUYECKUX 3Ha-
UeHU B KUTANCKOM eKOPaTUBHOM UCKYCCTBE OT-
INYAKOTCA CIOXKHOCTBHO U MHOFOYPOBHEBOCTbHO.
MepBUYHbINA yPOBEHb CEMaHTMU3aLMMN CBS3aH C He-
NocpesCTBEHHbIM N306paxeHneM CUMBOINYECKOTO
obbekTa. O4HaKO cuCTEMa He OrpaHUYMBAETCA NPO-
CTOV penpe3seHTaLen, HO BKAKOUYAET MHOXECTBEH-
Hble CMOCO6bI YCUIEHMA N MOAUOUKALIMUN 3HAUEHWA.
KOMMO3MUMOHHbIE COYETaHNS Pa3IUYHbIX CUMBOJIOB

7. 3noxa WaH-NHb (ok. 1554-1046 rr. Ao H.3.) — paHHee Lap-
ctBO B KnTae, n3BecTHoe pa3BuTor BpoH30BON MeTannyp-
rMew, MMCbMEHHOCTBIO (HaAMUCKU Ha ragaTesibHbIX KOCTAX)
N nepapxmyeckMm obLecTBOM BO rnaBe C LLapém («BaHOM»)

8. [AwHactum TaH (618-907 rr.) n CyH (960-1279 rr.) — 370 ne-
pvogpl B uctopun Kutas, pasgeneHHble anoxoi Matu guHa-
ctuii n [lecatn uapcts. AuHactusa TaH 6blna M3BECTHA Kak 30-
JNIOTON BEK KUTAWCKOW Ky/bTypbl U MOTYLLECTBa, B TO BPeEMs
kak anHacTus CyH XxapakTepusoBanacb SKOHOMUYECKUM PO-
CTOM, TEXHOJOrMYECKUMU UHHOBALMAMU U PacLiBETOM WUC-
KyccTBa

9. Kwuraiickoe c0BO «dy» — «f@», 3TO KUTaWCKWiA neporand,
03HaYaloLLMN «cYacTbe», «baarononyume» nan «ygada».

Tabavua 1. OCHOBHbIE CeMaHTMYecKne KaTeropumm

KMTaﬁCKOFO,quOpaTMBHOFO NCKYyCCTBa

KaTeroous OcHOBHbIe CemaHTHue- ®dunocodckasn Mepuop dpop-
P CMMBO/IbI CKue 3HaueHuns OCHOBa MUpoOBaHMUA
YHuBepcanb-
WHb-aH, Barya,
Hble 3aKOHbI
Kocmonormnueckme YeTbipe cBAa- Jaocu3m, Ha-
MUPO34aHNA, Yxxoy — XaHb
CUMBOJIbI LLIeHHbIX XW1BOT- . TypPunocopums
KOCMUYeCKMI
HbIX
nopagox
MpupoaHble
O6naka, Boaa, PP
Hatypdunocodpckme CTUXUW, CBA3b
ropbl, HebecHble Jaocnsm Yxxoy — TaH
CUMBOJIbI 3eMHOro u He-
cBeTuna
6ecHoro
MopanbHble Ka-
MuoH, xpu3aH- 4yecTBa, Bpe-
dnopanbHbie P P KoHpyumaH-
Tema, 10TOoC, MeHa roja, XaHb — CyH
CUMBObI . CTBO, ByAAN3M
cnvBa, 6ambyk COLMaNbHbIM
cTaTyc
aKkoH, de- Bnactb, gonro-
3oomMop@HbIe Ap ¢ A CrHKpeTM3m WaH-NHb —
HUKC, Yyepenaxa, netue, ycnex, .
CUMBObI Tpex y4yeHun MuH
>KypaBb, Pbibbl 6narononyume
Mepcwkun, ne- KoHkpeTHble
CvMBObI Tyune Mbiln, >KMU3HEHHble HapogHbie Be- M I
nMH — LmH
6naronoxenaHus neporandsi 6nara n LeHHo- poBaHuA
cyacTbA M
Jlotoc, kone-
. [JyxoBHoe
Byaaunickue CO AXapMbl, BO-
0CBObGOXAEHWE, Byaansm XaHb — TaH
CUMBOJIbI ceMb Bnarux
npocBeTaeHne

CMMBOJIOB

CO3Jat0T CIOXKHbIE CEMaHTMUECKMNE KOHCTPYKLUY,
rae obuee 3HaveHMe He CBOAUTCA K MPOCTOM CyM-
Me 3HaYeHW OTAE/bHbIX 3IEMEHTOB, HO pOXaaeT
HOBbIE CMbIC/IOBbIE HHOAHCbI.

Hanpumep, couetaHmne n3obpaxxeHnin COCHBbI,
6ambyKa v CMBbI CO3aeT KOMMO3NLMIO «TpeX ApY-
3l XONO4HOM 3UMbI», CUMBOIU3NPYHOLLYHO CTOW-
KOCTb Mepes JNLOM HEB3roA U MOpPaibHYH He-
nokonebumoctb. KoMOuHaLma nMoHa n dpeHnkca
ycunamBaeT 3HayeHue H6oraTctBa n 61aropoacTBa,
£06aBNASA KOHHOTALMWN XXEHCKOM KPacoTbl 1 rpa-
umnKn. Yncnosas CMMBOJIMKA TakXKe UFPaeT BaxHYH
po/b B reHepaLumu 3HayeHnin. [oBTopeHne MOTH-
Ba onpefefeHHOe KOJIMYECTBO pa3 MOXET yKasbl-
BaTb Ha CBA3b C KOCMOJIOTMYECKMMM KOHLLENLMAMM
NAN ycunameaTb BaaronoxenatesbHOe 3HauYeHme.

LiBeToBas cMMBO/IMKa NpeAcTaBaseT cOboM ele
OAMH BaXkHbI MEXaHU3M CEMaHTMU3auMK fekopa-
TWUBHBbIX 3/1IEMEHTOB. B TPaAgMLMOHHOWN KUTaCKOWN
KyAbType Kaxabli LBeT obnagaet onpeseneHHbl-

MW CUMBOJIMYECKMMMU 3HAUYEHNAMMW, CBA3AHHbIMU
C KOCMOJIOTMYECKVMM MPEACTaBAEHUAMUN N COLU-
anbHbIMKW KoZaMu. XenTblll LBET accoumnmnpyeTcs
C UMNEPaTOPCKOW BAACTbIO U LLIEHTPOM MUpPO3Aa-
HWs, KPaCHbIN CUMBOIM3NPYET PajoCTb M OTTOHsIEeT
3/1bIX AYXOB, CUHWI U 3e/IeHbI CBA3aHbI C BOCTOYHbLIM
HanpaBAeHWEM U BECHOW, Be/bii B TPaAULIMOHHOM
Ky/IbType acCcoLMMpyeTcs C TpaypoM Y 3anajHbiM
HanpasaeHneMm. icnonb3oBaHWe onpeaeneHHbIX
LBETOBbIX COYETaHUN B AeKOPaTUBHbLIX KOMMNO3W-
LUAX CO3AaET JOMONHUTE/bHBIE CMBIC/IOBbIE CIOW.

TexHWKa UCMONHEHUA 1 MaTepuan Takxe yyacT-
BYtOT B GOPMUPOBAHMN CEMaHTUKN MPON3BEAEHNUS.
Hedput, HanprMep, B KNTaCKOW KyNbType Hajens-
eTcs 0cobbIMU KayecTBaMu, CUMBOAN3MPYS YUCTO-
Ty, 6raropogcTBo n 6eccmepTume. Mzaennsa ns Hed-
pWTa, HE3aBUCMMO OT KOHKPETHBIX JEKOPaTUBHbIX
MOTUBOB, y>Ke B CUJly CaMOro maTtepuana obnaga-
FOT ONpeAeNeHHON CEMaHTMUeCKON Harpyskoi. ®ap-
dop, ocobeHHO Benblin hapPop BbICOKOrO KavecTsa,
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Tak>Ke CMMBOAM3NPYET UNCTOTY U U3bICKAHHOCTb.
TexHVKN AeKopnpoBaHus, Takne Kak pesbba, nH-
KpyCTaLus, pocnuncb, CO34at0T pasnnyHble BU3Y-
anbHble 3¢ deKThl, KOTOPblIE MOTYT YCUAMBATDL UK
MOANPULMPOBATL CEMaHTUYECKME 3HaUEHNS U30-
H6pa>keHHbIX MOTUBOB.

®yHKUMOHaNbHOE Ha3HaueHWe nNpejMeTa cylle-
CTBEHHO BAMAET Ha MHTeprpeTauuto ero gekopa. Op-
HamMeHTaLMa pUTyanbHbIX COCYAOB MMeNa cakpaib-
HOe 3HaueHue ¥ Bbina CTPOro pernameHTMpoBaHa
B COOTBETCTBMMU C KOHPYLIMAHCKMMUN PUTYaNbHBIMM
npeanucaHmamu. Jlekop MMnepaTopckmnx OAexs Bu-
3yann3npoBan KOCMOJOrMYecKMe KOHLENUUN 1 fe-
TMTMMMPOBA BAACTb MPaBUTENS KakK MOCPeAHMKa
mexay Hebom 1 3emneir. OpHameHTaLms ObITOBbIX
npesMeTOB, HaMpPOTKMB, Yalle Hecna Gaaronoxena-
Te/IbHble 3HaUYeHMs, CBA3aHHble C MOBCEeAHEBHbIMMU
3ab60TaMu 1 YCTPEMAEHUAMMN NHOAEN.

MpocTpaHCTBEHHAA opraHu3auus gekopa Tak-
Xe ABNSEeTCA 3HaUMMbIM GaKTOPOM CEMaHTU3aLNN.
B TpagMLMOHHOM KMTaNCKOM MCKYCCTBE MPOCTPaH-
CTBO He paccMaTpuBaeTca Kak HelTpanbHbI GOH,
HO KaK akTWUBHbI/ 3/1IeMEHT KOMMO3ULUW, HajeNeH-
HbIi COBCTBEHHbIM 3HaueHueM. [ycToTa B KUTaNCKOWM
3CTETMKE CMMBOAM3MPYET Aa0, MOTEHLMaNbHOCTb
6bITVA, BO3MOXHOCTb TpaHchopMaumn. CooTHoLe-
HWe 3anoJIHEHHOTO 1 He3amnoJJIHEHHOTO NPOCTPaH-
CTBa B A€KOPaTUBHON KOMMNO3ULIMW OTpaxkaeT ja-
OCCKMe MpesCTaBieHNs O B3aMMOAENCTBMMN BbITUS
N HebbITUA, GOPMbI U NYCTOTbI.

CoBpeMeHHble TpaHchopMaLLMm TPaaULMOHHOM
CEMaHTMKM KNTaNCKOro AeKOPaTUBHOMO MCKYCCTBa
NPeACTaBASAT COOOMN CNOXHBLIN M MHOTOACMEKTHbIM
npoLecc, 0byCNIOBAEHHbI KakK BHYTPEHHUMM Kyb-
TYPHbIMW U3MEHEHNAMMU, TaK U BAUAHMEM rnoba-
nnsaumn. MoXHO BblAeNUTb HECKOJ/IbKO OCHOBHbIX
BEKTOPOB 3TUX TpaHCHOPMaLMA, KaXKAbIA N3 KOTO-
PbIX XapaKTepu3ayeTca creunduyeckumMm MexaHms-
MaMu 1 pe3yabTaTaMu NepeoCcMblCIEHNSA TPaZNLM-
OHHbIX CEMaHTUUECKMX CUCTEM.

Ocoboro BHMMaHMA 3acny>XnBaeT npoLiecc pe-
6peHANHra TPagNLMOHHbBIX CUMBOJIOB B KOHTEKCTE
HaLMOHaNbHOW KYNbTYPHOM NOAUTUKN COBPEMEHHO-
ro Kutas. locyaapcTBeHHas nporpaMmma BO3poxae-
HWA TPAANLMOHHOW KyAbTypbl CTUMYANPYeET obpa-
WEeHME K KNaCCUYECKUM CEMaHTUYECKMM CUCTEMaM,
O HaKO 3TO obpalleHne YacTo HOCUT M3bupaTtens-
HbIN XapaKTep 1 COMPOBOXAAETCA NAEON0rMUYECKOMN
nepevHTepnpeTaumen. TpagnLuMOHHbIE CUMBOIbI
NCMNOb3YIOTCA AN KOHCTPYMPOBAHWA COBPEMEH-
HOM HaLMOHANbHOW NAEHTUYHOCTM, YTO NPUBOANT
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K aKLLeHTUPOBAHWIO OJHUX acNeKTOB CEMaHTMKN
W 3aTyLLUEeBbIBAHUIO APYIUX.

AHann3 coBpeMeHHbIX NPaKTUK UCMOb30BaHMA
TPaANLNOHHOWN CEMaHTUKM B Pa3inMyUHbIX 06aacTsx
XYZ0XECTBEHHOM AeATeNbHOCTN MOKa3bIBaeT HeO -
HOPOAHOCTb NpoLeccoB TpaHchopmaummn. B obna-
CTW BbICOKOIO MCKYCCTBa HabatoAaeTcs TeHAeHUMs
K pedbneKCBHOMY OCMbICNEHWIO TPAAULIMOHHON ce-
MaHTUYECKOMN CUCTEMBbI, KPUTUYECKOMY NEPEOCMBbIC-
NEHVIO N AEKOHCTPYKLIMM KNacCMUYeCKUX CUMBOJIOB.
Xy[OXKHUKN-KOHLLENTYaANCTbl UCMOAb3YHT TPaAun-
LMOHHbIE MOTUBbI AN CO3JaHNSA MHOTOCNOMHbIX Ce-
MaHTUYECKUX KOHCTPYKLIMIA, B KOTOPbIX Kaaccmye-
CKMe 3HayeHMsa BCTYMNaroT B CNOXHbIe OTHOLLEHWMA
C COBPEMEHHBIMWN KYAbTYPHbIMWU KOZaMMU.

B cdepe nprknagHoro nckyccTea v gu3aiiHa npe-
obnagaeT nparMaTMyeckuii MOAX0A K TPaANLLMOHHON
ceMaHTumke. TpagLMOHHbIE MOTUBbI NCMONb3YHOT-
€S NPEeNMYLLLECTBEHHO KaK JeKOpaTUBHbIE 31eMEH-
Tbl, BU3yaNbHble MapKepbl KyJbTYPHOW UAEHTUYHO-
CTW, NPW 3TOM TYBUHHbBIE CEMaHTUYECKME 3HaYeHUA
4acTo OCTarTCA HEBOCTPeboBaHHbIMU. n3aiHe-
Pbl 3aMMCTBYIOT BU3yasibHble GOPMbI TPAANLNOH-
HbIX CUMBOJIOB, HO He BCerga y4YmTblBarOT UX ce-
MaHTWUYECKY0 Harpy3sky u KyabTypPHbIA KOHTEKCT.
3TO NPUBOAWT K NMOSIBJEHWIO NPOU3BEAEHUN, B KO-
TOPbIX TPAANLMOHHbIE 31IEMEHTbI BbINMOJHAOT CKO-
pee 3CTETUYECKYHD, HEXXENIN CMbICTIOBYH GYHKLMIO.

Bmecte c Tem, cnesyeT OTMETUTL NOSABAEHWE HO-
BOTO MOKOJIEHUA AN3aiHEPOB U XYL0XHUKOB, CTpe-
MSLLMXCA K OCO3HAHHOMY ANanory ¢ Tpajguumnen.
3TK MacTepa M3y4atoT Knaccmyeckne ceMaHTuye-
CKMe CUCTEMbI, HO He KOMUPYIOT UX MeXaHNyecky,
a TBOPYECKM NepeoCcMbICNMBAIOT B KOHTEKCTE CO-
BPEMEHHOI BM3YyasibHOM Ky/bTypbl. VIx paboTbl ge-
MOHCTPUPYIOT BO3MOXHOCTb OPraHUYHOrO CMHTE3a
TPaAVLLMOHHON CEMAHTUKM Y COBPEMEHHBIX XyAOXe-
CTBEHHbIX A3bIKOB, CO3/aHuWs NPON3BEAEHWI, B KO-
TOPbIX TPAANLMOHHbIE CUMBOJIbI OBPETarOT HOBYHO
aKTyaJbHOCTb W BblpPa3nTeNbHOCTb.

VHTepecHbIM deHOMEHOM ABAAETCA perMoHaib-
Has anddepeHumaLna NpoLLeccoB TpaHCPopmMaLmm
TPaAWNLIMOHHON CEMaHTUKN. B KOHTUHEHTanbHOM Ku-
Tae, loHKOHre, TalBaHe, a TakXXe B KUTAUCKUX Ana-
cnopax no Bcemy Mupy HabaroAatoTca pasnnyHble
MOZEN OTHOLLEHUS K TPaAULUNOHHOMY Hacneaunto.
B matepukosom Kutae TpagnumoHHaa ceMaHTuKa
aKTVBHO MCNO/b3YEeTCA B paMKax rocyapCTBEHHON
KyNbTYPHOW NOANTUKK, HanpaBAEHHON Ha ykpenJe-
HMe HaLMOHaNbHOW MAEHTUYHOCTU. OTMETUM, YTO
B [OHKOHre 1 TalBaHe TPajWLMOHHbIE CUMBOJIbI He-

Tabaunua 2.

BekTopb! TpaHCchOpMaL MM TPAANLMOHHON CEMaHTUKM
B COBPEMEHHOM KWTalNCKOM MCKYCCTBe

Mpumepbl nposasne-
HUA

MocneacTBua ana ce-
MaHTNUYeCKOW CUCTEeMbl

CyBeHunpHas npoayk-
Lus, TYPUCTNYECKU
An3aiH

MoTepsa ceMaHTUUeECKOM
rNy6uVHbI, KAMLWNPOBAH-
HOCTb

BekTop TpaHcdpop-  OCHOBHbIe XapaKTe-
Mauum pUCTUKHM
YnpouleHne cMMBO-
Kommepuwnannsa- P
VKW, MaccoBoe Tu-
uma
paxkxvpoBaHue
MepeocMbicneHmne
MogaepHnsauns
o TPaAVLIMOHHbIX 3Ha-
LEeHHoCTen

yeHunm

CoBpeMeHHOEe toBe-
JINPHOE UCKYCCTBO,
WHTepbEepPHbIV AN3aliH

MosiBNeHME HOBbIX KOH-

HOTauMK, yTpaTa yactm

TPaAWLMOHHBIX 3Haue-
HWM

KynbTypHbIN CUHTE3

CoeanHeHne KuTan-
CKUX W 3anajHbIX ane-
MEHTOB

CoBpeMeHHOEe 130-
6pasnTenbHoe nckyc-
cTBO, fashion-ansaiH

Mmbpunamnsaums cemaH-
TUUYECKUX CUCTEM

MNepeHoc B undpo-

KomnbtoTepHble Urpbl,

M3meHeHMne cnocoboB

Lmndposusauyms BYIO Cpefy, NHTepak- LuMdpPoOBOE MCKYCCTBO, BOCMPUATUA U NHTEpP-
TUBHOCTb aHMMauus npetaymm

CoxpaHeHue B Kaue- My3eliHble 3KCno3n- Apxauzauus, Bocnpus-

My3zeedurkauma CTBE Ky/JIbTYPHOrO Ha- uumn, obpasoBaTesib- TWe Kak NCTOPMYEeCcKoro

cneama

Hble NpPorpamMmbl apTedakra

pezAKo NpuobpeTaroT AOMOHUTENbHbIE MOAUTUYE-
CKMe KOHHOTaLUK, CB3aHHbIe C BOMPOCaMu KyJb-
TYPHOW aBTOHOMWUW U MAEHTUUYHOCTU.

O6pazoBaTebHble MHCTUTYLIMW UIPatoT BadKHYHO
pOJib B COXPaHEHWUW M TPAHCAALMM TPaJNLMOHHOM
CeMaHTUKW. YHWBEpCUTETCKME NPOrpamMmbl MO UCTO-
PV UCKYCCTBA, KYJIbTYpPOAOTM, AN3aNHY BKIHOUAOT
n3yyeHune TpPagMLMOHHOW CUMBOANKUN KUTANCKOTO
JAekopaTtnBHoro nckyccrea. OaHako 3bdekTMBHOCTb
3TUX NPOrpaMM B 3HAYUTENIbHOW CTEMEeHN 3aBUCUT
OT MeTOAONOrMYECKUX NMOAXOAL0B U CNocoboB npe-
3eHTaumu MaTtepuana. Kputnueckmm sBasetcs BO-
MpOC O TOM, MPENOAAeTCs NN TPAAULMOHHAA CEMaH-
TWKa KaK >XMBas, pa3BMBaoLLafca cMcTeMa Uan Kak
3aCTbIBLUMI UCTOpUYecKUin aptedakt '°.

My3eu BbIMOJHAKT ABOUCTBEHHYO bYHKLUIO
B OTHOLLEHWMN TPAZULIMOHHOMN ceMaHTUKKW. C OfHOW
CTOPOHbI, OHWN COXPaHAOT U IKCMOHWUPYIOT NPOmn3-
BeAEeHUs TPAAULMOHHOIO AeKOPaTUBHONO UCKYC-
CTBa, Aenas AOCTYMNHbIMU ANA U3yyeHusa obpasubl
KJ1acCMUeCcKor ceMaHTm4yeckon cuctemsbl. C apy-
ro CTOPOHbI, My3eedurKaLmsa HEM3BEXHO NPUBO-
AUT K MU3MEHEHMIO KOHTEKCTa BOCNPUATUS Npoun3se-
aeHui. [lekopaTvBHble 06BEKTDI, MePBOHaYa bHO

10. MapTbiHOBa, H.B. PeHoMeH TpaanLMOHHOrO KUTaCKoro op-
HaMeHTa/IbHOTO MCKYCCTBA LBAHBbUXM: TPAAULMN 1 COBpe-
MeHHocTb / H.B. MapTtbiHoBa, [1.P. Canneukas // American
Scientific Journal.— 2020.— N2 37-1(37).— C. 12-17.

bYHKUMOHMPOBaBLUME B NOBCEAHEBHOMN XXN3HM UK
pUTyanbHON NpakTrKe, B My3eMHOM NPOCTPaHCTBE
NpeBpaLLatoTCca B 3KCMOHaThl, MPeAMeTbl 3cTeTnye-
CKOro CO3epLaHns N NCTOPUYECKOTO U3yUeHUs. ITO
TpaHchOpMUpPYyeT CNOCOBbI BOCMPUATUSA N UHTEP-
npeTauumn nx ceMaHTUKM.

LindpoBble TeXHONOMMM OTKPbIBAtOT HOBbIE BO3-
MOXHOCTMN 4151 U3yYeHWs 1 NPe3eHTaLMmn TPagULIMOH-
HOW CEMAHTUKM KUTACKOTO AeKOPATUBHOMO UCKYC-
ctBa. Co3gaHve undpoBbIx 6a3 AaHHbIX CMMBOJIOB,
WHTepaKTUBHbIX 0Opa3oBaTeNbHbIX N1aTGopM, BUP-
Tya/lbHbIX My3eeB crocobcTByeT 6osiee LNMPOKOMY
pacnpOCTPaHEHWNIO 3HAHWUIA O TPAAWLMOHHOM CeMaH-
TMYecKol cucteme. TEXHONOMMM JOMONHEHHOW peasib-
HOCTV MO3BOAAKOT CO3AaBaTb MMMePCHBHbIE 0bpa-
30BaTesibHble MPOrpaMMbl, B KOTOPbIX MNOJb30BaTeNN
MOTYT MHTePaKTUBHO UCCAeA0BaTb CUMBOMYECKME
3HauyeHVsA AeKOPaTUBHbIX 31IEMeHTOB. BmecTe ¢ Tewm,
unbpoBm3aLMA TPASNLMOHHOW CEMAHTNKN CTaBUT
HOBble BOMPOChI O METOAaxX pernpeseHTaLmm Kyib-
TYPHOro Hacieamns B undpoBow cpege .

Ocoboro BHMMaHuA 3acnyxmBaeT GeHOMeH
peakTyaamsauum TpaguLMOHHOW CEMaHTUKN B CO-
BpPEMEHHOM KuTailckom obuectse. [Mocne neproga

11. Kopobuesa, H.A. CoBpeMeHHble TexHoNorumn B paspabotke
OpHaMeHTa: MeToA1Ka NPOeKTMPOBaHNA OPHaMeHTa C MOMO-
LL|bHO MCKyCCTBEHHOTO MHTennekTa / H.A. Kopobuesa, A.A. Hu-
knTuHa // Kocttomonorna.— 2023.— 1.8, N0 4.— 13 c.
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Tabavua 3. CpaBHUTENbHBIN aHaAn3 TPagnULMOHHOIO

N COBPEMEHHOro QYHKLNOHNPOBAHNA CEMAaHTNYECKMX CUCTEM

Ta6n|/|u,a 4. OCHOBHble CUMBOJIbI N NX TpaHCCI)OpMaLI,VIFI B COBPEMEHHOM KOHTEKCTE

MapameTp TpapuunoHHaa cucrtema

CoBpemeHHasa cuctema

InybuHa cemaHTUKM

MHorocnoliHas, TpebyroLwas Kyab- YnpolyeHHas, OpreHTUpPOBaHHas
TYPHOW KOMMeTeHLMn

Ha MacCcCcoBO€ BOCnpuaTne

KoHTeKcT PyHKLMOHM- PutyanbHbIli, NOBCEAHEBHbIW, CO- KoMmepueckunii, acTeTMUeCKnin, My-
poBaHuA LUManbHO MapKMPOBaHHbIN 3elHbIN

Cnocob TpaHcaauum

TpaguumoHHoe obyyeHune, cemei-
Has nepegava

NHctutyumoHanbHoe obpasoBa-
HVe, Mesua

CreneHb Kognomka-
Ln

Ctporo pernameHTUpoOBaHHas

BapunaTvBHas, gonyckatoLias UH-
TepnpeTtaumm

CoumanbHasa GyHKUNA

MapkupoBaHue cTaTyca, puTyab- [JekopatneHasd, naeHTMburKaLmoH-
Has, KOMMYHMKaTUBHas

Hafd, KOMMep4JecKas

OTHOLWeEHNE K NHHO- KOHCGpBaTI/IBHOE, OopneHTnpoBaH-
Baunam HO€eé Ha KaHOH

OTKprTOG, 3KCnepuMeHTasibHOe

KyNbTYPHOW peBONIOLMM, KOTAA TPAANLMOHHAs Kyb-
Typa noasepranacb KpUTUKE U MapruHanmsaumm,
B MocaefHve gecatTuieTms Habatogaetcs BO3po-
XAEeHWe MHTepeca K TPagULLMOHHbBIM LLeHHOCTSAM
M CMMBOJaM. ITOT NPOLLECC CBA3aAH Kak C rocyap-
CTBEHHOW MOANTUKOM Ky/NbTYPHOro HauMOHan3-
Ma, TaK M C eCTeCTBEHHbIM CTpeMieHnem obLyecTBa
K BOCCTAHOB/IEHWIO CBA3M C KYJbTYPHbIMU KOPHS-
mu. OfHaKo peakTyanmsalums He 03HayaeT NPoCcToro
BO3BpALLEHUNA K TPaAULMOHHBIM popMam, HO npes-
CTaB/seT cOBOW CNOXHBIN NPOLLECC CENEKTUBHOIO
3aMMCTBOBaHMs, NePeoCMbIC/IeHNs U ajanTauum Tpa-
AVNUMOHHOM CEMaHTUKM K COBPEMEHHbIM YC/IOBUSAM.

KoMMepueckoe 1crnoab3oBaHue TPagnLMOHHOWM
CUMBOJIVKM B UHAYCTPUN MOZAbI NPeACTaBAseT sp-
KW NpyMep coBpeMeHHbIX TpaHchopmMaLmii. Kun-
Tanckne N MeXayHapoaHble MOAHble BpeHabl ak-
TMBHO MCMOb3YHOT TPAAULIMOHHBIE MOTVBbI B CBOUX
KONNEKLUAX, CO34aBas NPOM3BEAEHMS, B KOTOPbIX
Knaccuueckas CEMaHTUKa BCTyMnaeT B AMasor ¢ Co-
BPEMEHHBIMW 3CTETUUECKMMU TEHAEHUMAMM. BbiumBs-
Ka ApaKkoHOB 1N GEHNKCOB Ha COBPEMEHHON ofe-
XZe, NCNnosib30BaHWE TPaAULMOHHBIX OPHaMEHTOB
B aKkceccyapax, agantaumsa GopmM TpaguLMoHHOro
KOCTIOMa B COBPEMEHHOM fu3aliHe, MO0 MHEHUIO
aBTOPOB, A@MOHCTPUPYHOT XKM3HECNOCOBHOCTL Tpa-
JVLMOHHOM CEMaHTUUECKOM CUCTEMBI U ee CNocob-
HOCTb K TpaHcopMaLmK.

Kpome TOro, cTont oTMeTUTh, YTO apXUTEKTYpP-
HbI AEKOP COBPEMEHHbIX 34aHuM B KuTae Takxke
aKTMBHO obpallaeTcs K TPaAWLMOHHOW CUMBOJIVIKE.
OgHako xapaKTep 3TOro obpalleHus CyLWwecTBEHHO
OT/NINYAETCA OT TPaAMLMOHHbBIX NPakTUK. Ecam B knac-
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CMUYECKOWN apXUTEKType AeKOPaTUBHbIE 3/1EMEHTHI
6b1IM OPraHMYHO MHTErPUPOBaHbI B KOHCTPYKLUHO
3@HNA U HECIN KaK 3CTETUUECKYHD, Tak U CUMBO-
NINYECKYHO HarpysKy, TO B COBPEMEHHOW apxmTek-
Type TPajULMOHHbIE MOTMBBI YacCTO UCMONb3YHOTCH
Kak Hak/laZHble JeKOPATUBHbIE 31EMEHTLI, BU3yab-
Hble LMTaThl, OTChbINAKOLLNE K KYJbTYPHOMY Hacne-
ANF0. DTO NPUBOANT K U3MEHEHMWHO CEMaHTNYeCKOro
cTaTyca LeKOpaTMBHbBIX JIEMEHTOB, MPEBPALLEHMIO
MX B 3HaKW, yKa3bIBaOLLME Ha KYNbTYPHYH UAEH-
TUYHOCTb, HO He 06A3aTeNbHO HecyLme rnybokyto
CUMBOJIMYECKYHD Harpysky.

VHTepecHbIM HanpaBaeHNneM COBPEMEHHOTO UC-
KYCCTBa ABASETCA AEKOHCTPYKLMS TPaZMLIMOHHOM ce-
MaHTUKW. XyAOXXHUKN-aBaHTapANCTbl CO3HATENbHO
HapyLlatoT TPaAMLIMOHHbIE CEMAHTUYECKNE KOZbI,
CO3/at0T NPOM3BEAEHNS, B KOTOPbIX Kiaccuyeckme
CVYIMBOJIbl MOMELLAKOTCS B HEOXMAAHHbBIE KOHTEKCThI,
COeAMHAIOTCA B NapajoKcanbHble KOMBMHaLMK, NOA-
BEPraroTCs MPOHUYECKOMY NEepPeoCMbICAEHNO. ITa
NpaKTUKa OTPaXxaeT KPUTUYECKOE OTHOLLEHUE K Tpa-
ALK, CTPEMIeHME 0CBOBOAUTLCS OT AaBieHNs Ka-
HOHWMYeCKUX 3HaUYeHWA 1 co3AaTb HOBblE CeMaHTUYe-
CKVEe BO3MOXHOCTY. [leKOHCTPYKTUBUCTCKUIA MOAXOS,
K TPaANLNOHHOM CEMaHTUKE, HECMOTPSA Ha Kaxy-
weecs oTpuLaHne Tpagnmuum, No MHEHWO aBTopa,
Ha caMOM Jefie CBUAETENLCTBYET O €€ XUBOM Mpu-
CYTCTBMMW B COBPEMEHHOW KYJIbType, MOCKObKY Ae-
KOHCTPYKLMSA BO3MOXKHA TOJIbKO MPU HaAMuMK yCTOM-
UMBOWN CUCTEMBI, NOANEXALLEN Pa3PYLLEHMIO.

MaccoBas BU3yasnbHas KyabTypa, BKAKOUatoLLas
pekaamy, ynakoBKy TOBapoOB, rpadpuyecknin snusaiiH,
aKTVBHO 3KCMIyaTUPYeT TPagULNOHHY CUMBOIMN-

COBEPLUEHCTBO

3KOJIOTMYHOCTb

Tpagu-
l: . Knaccnueckoe CoBpemeHHasn Coepbl nc- CreneHb cOXpaHHOCTU
LLMOHHDbIN
3HaueHue MHTepnpeTtauua noJib30BaHNA CeMaHTUKU
cCUMBOAN
VimnepaTopckas
Cwuna, ycnex, kn- | bpeHawuHr, cnop-
BNACTb, KOCMMNYe- . YacTtmnuHas, ynpoLieH-
JpakoH Tanckas naeH- TUBHasA CMMBO-
CKan 3Heprus fH, < Has
TUYHOCTb NvKa, gn3anH
niogopoaue
VmnepaTpuua Kpacota, BO3- MogHasa nHay-
paTputia, P ' A AY YactuyHas, TpaHchop-
PeHunkc >KEHCKOe Ha4asno, poXxaeHwve, ane- cTpuA, roBEANp-
MUpPOBaHHas
6narogatb raHTHOCTb HO€ NCKYCCTBO
[yxoBHas uncro- YucroTa, npu- Kocmetnue-
3HauuTenbHaa yTpaTa
JloToc Ta, NPOCBET/NEHNE, | POAHad KpacoTa, | CKas MHAYCTpwS,

ByAAMACKOrO KOHTEKCTa
wellness-cdepa y

boraTctBO, 3HAT-
HOCTb, BECHA

Pockowb, npo-
MvoH LBeTaHne, XeH-
cKas kpacoTa

TekcTUAbHbIN
AV3alH, NHTEPb-
epHOoe MCKyC-
CTBO

OTHOCUTENBHO BbICOKas

Kocmuueckas
banaHc, rapmo- MaccoBas Kynb-
AyanbHOCTb, . CunbHas By/sbrapmsa-
VHb-aH HWA, BOCTOYHas Typa, HbrO-31AX
rapMoHusa NpoTu- ums
. dunocodua ABUXeHne
BOMOJIOXHOCTEW
Nepo- YHunBepcanbHbIv Mpa3gHuyHbIN
= Bnaronoxenanune CoxpaHeHue 6a3oBoro
rnd & CMMBOJ NO3U- JeKop, CyBeHUp-
cyacTba 1 ygauu 3HayeHus
(cuacTbe) TMBa Has NPoAyKLns

Ky Kutas. [pn 3aTOM cemMaHTM4Yeckme 3HaueHuns Ya-
CTO peayLmpyroTcs A0 NPOCTENLLMX accoumaLunii:
KpacHbIN LBET U neporang cyactbs accoummpy-
FOTCA C NPa3AHUKOM WM PajoCTbio, APaKOH CMMBO-
NN3NpYeT cuy 1 ycnex, TpaguLMOHHbIE OPHAMEH-
Tbl YKa3blBatOT Ha KY/JbTYPHYHO MPUHAANEXHOCTb
npogykra. [lo MHeHWIO aBTOPOB, Takoe yrnpolLe-
HWe CeMaHTUKW AenaeT ee AOCTYMHOW ANA Macco-
BOro notpebuTens, HO OAHOBPEMEHHO NPUBOAUT
K 06eHEHNIO CUMBOIMYECKON CUCTEMBI, yTpaTe ee
rny6uHbI 1 MHOTO3HaUYHOCTW.

Tabauua 4. OCHOBHbIE CUMBOJIbI U UX TPaHChOp-
MaLMa B COBPEMEHHOM KOHTeKCTe

Ponb nHTEpHETa 1 coLManbHbIX MeAna B TpaHC-
dopmMaLmm TPaZMLMOHHOW CEMaHTUKN TPYAHO nepe-
OLEHUTBb. Y>e ceivac B pa3HbIx cTpaHax Lindposbie
NAaTGoOpPMbl CTAHOBATCA MPOCTPAHCTBOM, T4e Tpa-
AVLNOHHBIE CMMBOJbI LIMPKYANPYHOT, MEPEOCMbIC-
NNBatoTCA, KOMOMHUPYIOTCA B HOBbIX KOHTEKCTaX.
CoBpeMeHHble MEMbI, UCMOJb3YyHOLLME TPaANLM-
OHHblE CMMBOJIbI, CO34at0T HOBblE CEMaHTUYeCcKne
CNOW, YaCTO MPOHMYECKMEe UKW NapoAnliHble. KOTY6
6a0repbl U MHOAKOEHCEPSI, CNeLMannsnpyoLmecs

Ha TPaAVLIMOHHON KYNbType, UrPatoT BaXKHYH POJIb
B NOMy/aspu3auum 3HaHWM O TPaAULMOHHON ceMaH-
TUKe cpean MoaoAoro nokoneHus. OgHako, MH-
TepHeT-cpesa cnocobCTBYeT U pacnpoCTPaHEHNIO
YMPOLLEHHBbIX, NCKaXEHHbIX MHTeprpeTaLuii Tpa-
ANLMOHHbBIX CUMBOJIOB.

O6pa3oBaTe/ibHble MHULMATUBLI, HanpPaBAEHHbIE
Ha COXpaHeHwue 1 Nonyasapu3aLmio TPaAULMOHHON
CeMaHTMKW, Pa3BMBatOTCA B Pa3/IMYHbIX HarnpaBieH!-
Ax. Co3gatoTcs cneymnanmsnmpoBaHHble Kypcbl U Ma-
CTep-Kaacchl Mo TPagMULMOHHOMY AEeKOPaTUBHOMY
WCKYCCTBY, re U3yUYeHne TeEXHUK COMPOBOXAaeT-
CSi OCBOEHWEM CEMaHTUYECKOM cucTeMsl. N3aatoT-
C UINHOCTPUPOBAHHbIE CNOBAPU TPAANLIMOHHbIX
CMMBOJIOB, aZipecoBaHHble Kak creLmanmcram, Tak
N Wwnpokor nybavke. NMpoBoaaTCca BbICTaBKM, NO-
CBAILLEHHbIE TPAAMLMOHHON CUMBOAMKE, C Obpa-
30BaTe/ibHbIMW NPOrpaMMamMm U MHTEPaKTUBHbLIMU
3/1eEMEHTaMW. OTU MHULMATUBLI, MO MHEHMIO aBTO-
pOB, CNOCOBCTBYOT COXPaHEHWNIO 3HAHWIA O Tpaau-
LMOHHOWM CeMaHTMKe 1 GOPMUPOBAHUIO KY/IbTYPHOM
KOMMeTeHUMW, HeobxoanMoW ANs afeKBaTHOro BOC-
NpUATAS NPOU3BEAEHWI TPAANLMOHHOIO UCKYCCTBA.
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BbiBOAbI

MpoBeaeHHOE aBTOpPaMu UCCeA0BaHME NO3BO-
NSIeT caenaTb psf, CyLLEeCTBEHHbIX BbIBOLOB OTHOCH-
Te/IbHO reHe3unca 1 COBPeMeHHbIX TpaHchopMaLuin
TPaAVLMOHHOM CEMAHTUKMN KMTANCKOTO AeKopaTuB-
Horo uckyccrea. PopMrMpoBaHMe ceMaHTUYECKOW
CUCTEeMbl NPeACTaBAseT COOOM ANNTENbHBIN UCTO-
pUYecKnii npoLece, B KOTOPOM ¢unocopckme yye-
HWS KOHOYLMAHCTBA, ZJaocu3ma v byaamama ceirpa-
NN onpesensitoLLyro poJib, CO34aB MHOTOC/ONHYHO
CUCTEMY CUMBOJIMYECKMX 3HAUEHWI, MHTErpupyto-
LY KOCMOJIOTMYecKMe, 3TMYeckme, coumabHble
W 3CTeTUYEeCcKUe acnekTbl. TpaanLMOHHAs CeMaHTHKa
KUTaNCKOro AeKOPaTUBHOMO MCKYCCTBA, MO MHEHWIO
aBTOPOB, XapaKTepU3yeTcs BbICOKON CTeMNeHb KO-
Andukaumm, MHOrO3HaYHOCTbHO CUMBOJIOB U CIOX-
HbIMW MEXaHM3MaMW FreHepaLmy CMbICIa, BKAKOYA-
FOLLMMM KOMMO3ULMOHHbIE COYETaHWsl, LLBETOBYHO
CUMBOJINKY, YNCNOBYHO CEMAHTUKY N KOHTEKCTyaslb-
Hble daKTopbl.

B npouecce nccnenoBaHms Tak Xe YCTaHOBEHO,
UTO, HECMOTPS Ha 3HauYMTe/IbHble TpaHChOopMaLLMK,
TPaAMLMOHHAsA CeEMaHTMYecKas CUCTEMA COXpPaHseT
CBOO aKTyaslbHOCTb U XM3HECMOCOBHOCTb, EMOH-
CTPUpPYs CNOCOBHOCTb K afanTauuy B U3MEHAFOLLNX-
€A KyNbTYPHbIX YC10BUsAX. bazoBble cMBoanyeckme
3HauyeHust OCHOBHbIX MOTVBOB OCTaOTCs y3HaBae-
MbIMU U 3HAYUMbIMU AN HOCUTENE KMTAaNCKOMN
KYAbTYpPbl, XOTS Y NMOABEPratoTCs YNPOLLEHUIO U Ne-
peocmMblicneHnto. OTMETUM TaK Xe, YTO TPaAULIMOH-
Has ceMaHTMKa NpoaoaxKaeT YHKLMOHMPOBATb Kak
BaXKHbIA PECYPC KYJbTYPHON UAEHTUUYHOCTM, UCTOY-
HWK TBOPYECKOTO BAOXHOBEHWSA A1 COBPEMEHHbIX

XYAOXHWUKOB U AN3aHEPOB, 3N1EMEHT HaLMOHab-
HOTO KY/IbTYpPHOrO BpeHamnHra.

KntoueBbiM BbI3OBOM COBPEMEHHOCTU ABASET-
cs nonck 6anaHca Mexay CoXpaHeHWeM CeMaH-
TUYECKOW ryBUHbI TPaANLMOHHON CUCTEMbBI U €€
afanTtaumen K NOTPebHOCTAM COBPEMEHHON KyJlb-
Typbl. COBpeMeHHble 0bpa3oBaTesibHble UHCTUTY-
LuK, My3ew, KyNbTypHble OpraHn3aLm UrparoT Bax-
HYHO POJIb B TPAHCAALMUN 3HAHWUW O TPaAULIMOHHOW
ceMaHTrKe 1 GOPMUPOBAHUN KYbTYPHON KOMIMe-
TEHLMU, HEOBXOANMON OB6LLECTBY ANS afeKBAaTHO-
ro BOCMPUATUS U MHTEPMpeTaLumn TpagnLMOHHbIX
CUMBOJIOB. BMecTe ¢ TeMm, B HacTosiLLee Bpems He-
06Xx04MMO NpU3HaTb HEM3BEXHOCTL TPaHCchopMa-
LW 1 paccMaTpuBaThb X He Kak Aerpajauuto Tpa-
AVLMK, HO KaK eCTeCTBEHHbIN MPOLLEecc KyAbTyPHOM
3BOJIOLNN.

MepcrnekTuBbIl fasbHENLIMX UCCNELOBaHWI CBA3a-
Hbl ¢ 6onee feTanbHbIM U3YyUEeHUEM PErMOHabHbIX
0cobeHHOCTen TpaHchopMaLmUn TPagMLMOHHON ce-
MaHTWKW, aHaan3om cneumdukm ee GyHKLNOHNPO-
BaHWs B Pa3NYHbIX chepax COBPEMEHHON KyAbTypbl,
NccneAoBaHMEM peLenunm KMTancKon CUMBOINKN
B Apyrux kynbTypax. Ocobblii MHTEpecC npeacraBaa-
€T U3y4eHne NpoLeccoB UMdPOBON pernpeseHTaLm
TPaAVLMOHHON CEMAHTUKU W BAUSHWUSA HOBbIX MeAWa
Ha crnocobbl BOCMPUATUA U MHTEPNpETaL N Tpasu-
LMOHHBIX CUMBOJOB. AKTya/lbHbIM HanpaBAeHUEM,
Mo MHEHWIO aBTOPOB, ABASETCA TakXe aHann3 obpa-
30BaTe/IbHbIX MPaKTUK, HarmpaB/eHHbIX Ha COXPaHEHVE
W TPaHCAALMIO 3HAHUI O TPaAULMOHHOW CEMaHTUKE,
1 pa3paboTtka 3GpHEKTUBHBIX METOZOB MOMYAAPU3aLUM
KYJIbTYPHOTO Hacaeans cpesmn MOJIOAOrO NMOKOJeHMs.
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WU GUANZHONG'S ARTISTIC LEGACY: IDEOLOGICAL
FOUNDATIONS AND ARTISTIC PRACTICES

Summary: The prevalent interpretations regarding the
creative transformations of the artistic heritage of an
outstanding 20"-century Chinese artist, Wu Guanzhong,
often focus on external political, ideological, and every-
day factors. The article aims to investigate the internal
motivations behind his artistic development. It is ground-
ed in Wu Guanzhong's ethical framework, as he adopted
the character 2= (tu, meaning «bitter») as his pen name,
thereby associating his principles with those of the Chi-
nese writer, translator, and patriot, Lu Xun, as well as his
«brother», Russian proletarian writer Maxim Gorky. The

The remarkable legacy of the distinguished Chi-
nese artist, Wu Guanzhong (1919-2010), has been
thoroughly and deeply examined in contemporary
studies. Art historians, who have meticulously traced
the details of his personal life and the progres-
sion of his artistic endeavours, collectively regard
Wu Guanzhong as a daring and persuasive innova-
tor of traditional Chinese painting. In various cat-
alogues of his global exhibitions, as well as in the
academic articles, monographs, and dissertations
that followed, significant milestones in his artistic
journey have been recognised: the shift from figura-
tive art and depictions of natural forms to abstrac-
tion; a transformation from an interest in Western
oil painting to a profound appreciation for tradi-
tional Chinese ink painting; a move from engaging
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aesthetic and theoretical contemplation of Wu Guan-
zhong's ethical framework was encapsulated in his the-
ory of abstraction, described as «unbroken kite string»,
which posits a novel understanding of «beauty» as the
outcome of abstracting artistic form from the objects of
the external world, reflecting the artist's unique emotion-
al response to a reality beyond themself.

Keywords: Chinese painting of the 20" century, Wu
Guanzhong, Lu Xun, Maxim Gorky, artistic tradition, West-
ern painting, ethical programme, artistic evolution, ab-
straction, «multiple perspectives», «unbroken kite string».

in a diverse array of figurative genres to focusing
predominantly on landscape painting; a departure
from the allure of contemporary Western art move-
ments and a concurrent distancing from realistic art
in general, particularly from socialist realism [Nos. 3;
5, 7;10; 11; 12-16; 18-20; 22].

These important observations were derived,
among other factors, from the examination of Wu
Guanzhong's theoretical assertions; however, nu-
merous aspects of Wu Guanzhong's artistic biog-
raphy continue to provoke enquiries. The reality
is that the aforementioned transformations in Wu
Guanzhong's artistic journey are typically interpret-
ed by scholars in relation to the external political
and ideological contexts of the artist’s existence or
depend on his theoretical assertions, neglecting the

internal logic of his artistic evolution and the value
system of his work in their analyses. For instance,
the rationale behind the master’s transition to land-
scape painting is often attributed to the criticism
of his portrait and figurative works faced from the
party, which labelled him a «poisonous» «bourgeois
formalist» [17; 18], or to the party’s ideological di-
rection of «learning from the people» [12; 18]. Wu
Guanzhong's fascination with ink can be attributed
to practical reasons: ink painting was more afforda-
ble than oil painting, and rice paper, in contrast to
canvas, did not necessitate a large area for paint-
ing, which was significant given the limited space
of Wu Guanzhong's studio [18]. In this regard, it is
reasonable to seek a more profound explanation
for the artist’s creative development. For instance, in
the work [22], the claim made in [16] is challenged,
suggesting that upon his return to Beijing in 1972,
Wu Guanzhong «realised that nearly all other art-
ists were utilising Chinese ink on paper instead of
oil, prompting him to adopt the traditional style as
well». Therefore, as one examines the creative trans-
formations of Wu Guanzhong, it becomes essential
to provide a more thorough justification for why
the integration of Western modernist artistic ap-
proaches and traditional Chinese ink painting ulti-
mately prevailed in Wu Guanzhong's artistic journey.

These issues are increasingly relevant due to
the fact that current analyses of Wu Guanzhong's
artistic biography highlight several omissions, in-
consistencies, and accepted contradictions that ne-
cessitate further understanding and clarification. For
instance, the artist noted his admiration for the al-
lure of Western paintings, which he encountered
at the Hangzhou National Academy of Arts dur-
ing the early stages of his career. It appears crucial
to explore what inspired this emerging artist's ap-
preciation; how did young Wu Guanzhong inter-
pret this beauty? It may seem that while studying
at the academy, the future artist focused more on
Lin Fengmian’s Western art course than on the tra-
ditional Chinese arts instructed by Pan Tianshou, as
he expressed scepticism towards assignments that
involved replicating the works of ancient Chinese
masters and rejected the incorporation of inscrip-
tions on paintings, a significant characteristic of the
traditional Chinese painting school [7; 22]. His spe-
cific interest in the works of older Chinese literary
figures and intellectuals is widely recognised, as he
favours them over artisans and professionals. How
does his scepticism in one instance contrast with

Il 1. Wu Guanzhong’s seal is his pen name in the form of the
character %= (2)

his favourable evaluations in another? These and
other facts require commentary, as they reveal the
underlying motivations for the artist's forthcom-
ing creative journey. Naturally, delving into his in-
ternal growth does not diminish the importance of
the external factors influencing his life: his artistic
endeavours took place during a period marked by
social turmoil, ideological constraints, violence, and
artistic limitations; he faced ideological oppression,
a prohibition on his profession, and was compelled
to destroy the majority of his early creations while
distributing others to friends for survival. Never-
theless, it is essential to remember that these years
served as a crucial period for Wu Guanzhong to re-
fine the artistic principles and preferences he had
developed in his youth, which laid the groundwork

Ill. 2. The cover of Wu Guanzhong’s collected works (2013),
which bears his personal signature and the master’s red seal — %=
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for his creative pursuits and the eventual emergence
of his distinctive artistic style.

It is known that Wu Guanzhong was raised in
a very impoverished peasant family [3], yet his de-
termination for a better life remained steadfast de-
spite the hardships. It is important to highlight that
following the collapse of the empire in 1912, Chi-
na began to increasingly acknowledge the indus-
trial and scientific advancements occurring in the
West. Consequently, the aspiration for a better life
became closely linked to education and scholarship.
Wu Guanzhong's father, by exemplifying this value
for his children, succeeded in becoming a village
teacher. He instilled in his son the importance of
education and an openness to the unfamiliar, the
new, and the progressive: by the age of 15, even
before he enrolled in the Academy of Arts in Hang-
zhou, Wu Guanzhong, despite living in semi-star-
vation, managed to gain admission to the electrical
engineering department of the provincial vocation-
al school associated with Zhejiang University, pur-
suing a field that promised future prosperity. It is
essential to remember that during those years, Chi-
na was immersed in the ideas of national renewal
and the modernisation of all aspects of public life
[4], and Wu Guanzhong's decision to pursue a tech-
nical speciality aligned not only with his personal
interests but also with the collective aspiration of
the Chinese intelligentsia to thoroughly rejuvenate
their homeland, integrating its traditional culture
with the discoveries and achievements of the pre-
viously distant West.

These patriotic feelings were vividly expressed
in the works of Lu Xun (1881-1936), the found-
er of modern Chinese literature, who was an older
contemporary and compatriot of Wu Guanzhong.
Even during his school years, Wu Guanzhong cul-
tivated a profound admiration and respect for the
writings of this enlightenment writer and public fig-
ure, who opposed social injustice, aimed to remedy
societal ailments, and subtly mocked human bias-
es and flaws. Conversely, Lu Xun regarded Russian
writer Maxim Gorky as a paradigm for the evolu-
tion of national literature. It is not by chance that
Lu Xun was affectionately referred to as the 'Chi-
nese Gorky": «<He was a pioneer who transformed
literature, departing from traditional art and pav-
ing the way for realism. From Gorky, he embraced
a yearning for simplicity, a bond with folk traditions,
proverbs, and colloquial language. Following the tri-
umph of the revolution and the establishment of
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the People’s Republic, China elevated Gorky as its
foremost and most cherished writer. The distribu-
tion of Gorky's works and translations surged sig-
nificantly, and he became a profound mentor and
educator to the populace» (1). Lu Xun was among
those who familiarised Chinese readers with the mas-
terpieces of global literature, including works from
Russian authors. He personally translated pieces by
Gogol, Chekhov, and Gorky into Chinese. Young Wu
Guanzhong even aspired to be a writer like his idol
for a period. He later admitted his spiritual connec-
tion to Lu Xun, stating, «There are three most sig-
nificant individuals in my life: Lu Xun, Vincent van
Gogh, and my wife. Lu Xun provided me with di-
rection and spirit (note from the author: italics are
mine), Van Gogh instilled character and unique-
ness in me, and my wife represents the dream of
my entire life; she is ordinary, kind, and beautiful»
[17]. In this light, the choice of a pseudonym by the
emerging artist, which he would carry throughout
his life, appears to be no mere coincidence: during
his second year at the Hangzhou Academy, he be-
gan to sign his works with the character 2% («Tu»),
which translates to «bitter wild plant — a type of
weed, sow thistle, or thistle». The significance of
this pseudonym in understanding the core of Wu
Guanzhong's artistic legacy is indirectly supported
by the fact that the seal featuring this pseudonym
is extensively utilised by publishers on the covers
of collections of his works released after the artist's
passing, and it serves as a logo for various institu-
tions dedicated to studying the artist’s contribu-
tions (ill. 1-3).

This decision can be interpreted as both an hom-
age to the esteemed Russian author, whose writ-
ings were valued by Lu Xun, and as an allusion to
Lu Xun’s own anthology of short stories, Wild Grass
(ill. 4), which poetically honours the cleansing pain of

: Ei‘hffﬁﬂﬁﬂﬁﬁﬂﬂﬁ
f~ .’ £y "A |
l i ; "-"'f?_-_.’a-. 4,
\ ““AJ e

A

e e s i = '

Il 3. Website of the Wu Guanzhong Creativity Research
Centre at Tsinghua University — the logo of the Centre uses the
character for the artist’s pseudonym, 3
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Il 4. Cover of Lu Xun'’s collection of short stories, Wild Grass. 2016

existence. Regardless, Wu Guanzhong's self-identifi-
cation proved to be prophetic: it not only represent-
ed the struggles and adversities already faced by the
emerging artist but also predicted further purifying
challenges that would foster personal development.

This reflects a significant element of Wu Guan-
zhong's self-perception — a willingness to make
personal sacrifices for the sake of life’s renewal.
These experiences — the connection between uni-
versal human advancement and suffering, the re-
linquishment of personal desires that tether one to
the past — echo in the prose poem Wild Grass by
Wu Guanzhong's cherished Lu Xun:

«The past life has perished. | welcome this demise,
for it has made me aware that life once existed. The
life that has passed has deteriorated. | embrace this
deterioration, for it has shown me that life was not
devoid of meaning. <...> In the name of myself, in
the name of friends and adversaries, humans and
animals, in the name of those | love and those | do
not, | envision that the wild grasses will perish and
decay so that fire may arrive as swiftly as possible.
Should this not occur, it would be as though | nev-
er existed, and that would be a far greater tragedy
than death and decay» [1, pp. 310-311].

These reflections motivated Wu Guanzhong, who
manifested them in his artwork honouring the mem-
ory of Lu Xun (ill. 5):

The tragic irony of history is that Lu Xun, who
was immensely popular among China’s progres-
sive intelligentsia in the 1920s, received recognition
from the Communist Party of China shortly before
his passing. Similar to Maxim Gorky, who emerged
as the first proletarian writer in the 1930s and pro-
duced the initial masterpieces of socialist realism,
he was labelled «a true friend and even a warrior of
the proletariat and the working masses». Lu Xun'’s
elevation occurred in 1937, when Mao referred to
him as «a saint of new China», akin to how Confu-
cius was termed «a saint of feudal China», and Lu
Xun was accorded the title of <commander-in-chief
of the Cultural Revolution in China in the 1910s».
This all culminated in the Great Proletarian Cultural
Revolution (1966—1976), during which the renown
of the long-deceased Lu Xun reached its peak. This
transpired during a period when cultural figures,
China's creative intelligentsia, and Wu Guanzhong
himself faced severe repression [13].

It is also important to highlight that the symbol-
ism behind Wu Guanzhong's pen name (5, «Tu»)
strengthens connections to the emotional depth as-
sociated with Gorky, whom Lu Xun greatly admired.
Gorky was as fervent an advocate for the moderni-
sation of Russia as Lu Xun was for China, and, sim-
ilar to Lu Xun, he harboured a sense of foreboding
regarding «unprecedented rebellions». It implies
that Alexei Peshkov's pen name might have inspired
Wu Guanzhong's self-chosen designation. Addition-
al evidence for this theory can be found in Lu Xun's
short story «Venerable Gao», which the young Wu
Guanzhong may have encountered.

The protagonist of this narrative, educator Lao
Han (i.e., «Venerable Gao»), adopts Gorky's name,
which translates to Gao Er-qi in Chinese, as his pen
name. Throughout the story, this new identity is
validated twice — once by the narrator and once
by a character — as a demonstration of the teach-
er's admiration for Gorky:

«Who is this? You? Have you changed your
name?» Huang-San promptly enquired after fin-
ishing the reading.

«The esteemed Gao laughed with a hint of dis-
dain. Naturally, he had altered his name. After all,
Huang San is solely adept at playing cards. He has
never shown any interest in either modern science
or contemporary art. He is even unaware of the
existence of the most celebrated Russian author,
Gorky — Gao Er-gi. How could he grasp the deep
significance behind a name change?» [2, p. 100].
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Ill. 5. Wu Guanzhong. Wild Grass (2F), 2008, oil on canvas.
61x97cm

Furthermore,

«Yao Bu extracted a sheet of paper from his am-
ple pocket, unfolded it, and, glancing between the
paper and the students, proclaimed:

‘Before you, stands the esteemed teacher Gao.
Gao-Er-Chu is a distinguished scholar. His article,
On the Responsibilities of Every Citizen of the Chi-
nese Republic Concerning the Organisation of Na-
tional History, is recognised by all. The newspaper
states: 'Esteemed Gao, out of reverence for the il-
lustrious Russian writer, Mr Gorky, has changed his
name to Er-Chu, thus expressing his admiration for
Gorky."» [2, p. 106] (3).

Wu Guanzhong's profound inner bond with the
works of Lu Xun is further demonstrated by the art-
ist's many pilgrimages, which occurred many years
later, to their common small homeland — Jiangsu
Province, where he created nostalgic landscapes of
his native regions (ill. 6-7):

Wu Guanzhong'’s move to the Hangzhou Acad-
emy of Art and the subsequent «shift in his life's
path» appear to be quite logical considering the
young man's spiritual decision: «Had | not received
an invitation there, or had | attended the Xu Bei-
hong (1895-1953) exhibition or the Soviet Union
exhibition, | doubt | would have altered my career
at all» [22, p. 43]. This transformation originated
from the Hangzhou Academy’s receptiveness to
new ideas, and many years later, Wu Guanzhong
reflected on his emotions, largely due to Lin Feng-
mian (1900-1991).

Lin Fengmian, who led the Hangzhou Academy,
posited that the deterioration of modern Chinese
painting was a result of an uncritical adherence to
historical traditions, which stifled the artist’s crea-
tive essence, and he sought methods to rejuvenate
it through Western art. In contrast, Xu Beihong, who
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was affiliated with the Central University of China
during the same era, firmly opposed Western art.
Nevertheless, both Lin Fengmian and Xu Beihong,
who had advanced their artistic training in France,
recognised the necessity of discovering ways to sal-
vage Chinese painting from its decline; both pro-
moted reform and investigated the possibilities of
Western oil painting. Wu Guanzhong's aesthetic in-
clinations aligned with those of Lin Fengmian (5)
[22, p. 37], primarily due to his rejection of an arti-
sanal approach to painting, viewing beauty as mere
imitation. This perspective also shaped Wu Guan-
zhong's stance on socialist realism, which empha-
sised external appearances over essential conceptual
similarities (6) [22, p. 124] of the subject matter,
and contributed to his disapproval of the tradition-
al practice of replicating the works of old masters,
which aimed at mastering the technical aspects of
painting. Wu Guanzhong's aesthetic philosophy was
linked to a thorough examination of the works of
ancient Chinese literary artists, particularly their in-
nate ability to convey «genuine emotions» (7) [22,
p. 29]. In 1986, the artist articulated the essence
of the concept of «genuine emotion» as a pictori-
al representation of the author’s «I», arising from
positioning the artist’s character (perspective) at
the core of artistic practice (8) [22, p. 80]. There-
fore, according to Wu Guanzhong, the essence of
the artistic image is not merely a representation
but an expression intended not to elicit in viewers
the feelings they might experience while travers-
ing the mountains but rather to unveil something
novel from their intellectual and emotional expe-
riences [22, p. 82].

Wu Guanzhong's internship in Paris from 1947
to 1950, which occurred shortly after he completed
his studies at the academy, was a fitting opportuni-
ty for him, as he was in constant pursuit of new cre-
ative inspirations: «I longed for colour. Ultimately,
| left behind Chinese painting and travelled to Par-
is to learn about Western painting!» [22, p. 33].
This phase of Wu Guanzhong's artistic evolution is
widely recognised. We will highlight a significant
aspect essential for comprehending the founda-
tional elements of his growth: during this time, he
also embraced Professor Souverbie's concept that
in painting, one must differentiate between «beau-
ty» (beau) and «pretty» (joli). According to Souver-
bie, the art of «pretty» brings pleasure to viewers,
whereas the art of «beauty» resonates with them
on a deeper level. Therefore, for Wu Guanzhong,

Il 6. Wu Guanzhong. Lu Xun's Hometown, 1977, pen and ink
on paper, 13.2 x 18.5 cm

the conveyance of emotion takes precedence in
landscape painting: «If it merely serves as a visual
depiction of objects and natural scenes, regardless
of how realistic and beautiful it may be, the paint-
ing can only provide entertainment but will never
be vibrant and impactful» [22, p. 61].

It would not be inaccurate to suggest that Wu
Guanzhong's return to his homeland after three
years of studying in Paris represented a significant
existential decision: «In China, there is no future for
pursuing art as a profession. The authorities there
are so insular that they regard Western contempo-
rary art as a plague» [22, p. 39]. Upon returning to
China, Wu Guanzhong aspired to further his explo-
ration of a synthesis between Western and Chinese
art; however, the party and government prioritised
propaganda art.

The challenges that Wu Guanzhong encountered
in his homeland, as he found himself on the pe-
riphery of contemporary artistic progress, are well
documented. It is crucial to highlight, though, that
when political and ideological conditions allowed
him to engage in the xiesheng (B4, «life draw-
ing») movement, which began to gain prominence
in artistic circles due to the new artistic policy, Wu
Guanzhong uncovered the potential for a fruitful ar-
tistic synthesis between traditional Chinese paint-
ing and modernist movements in Western art. His
creative revelation during those years was the tech-
nique of «multiple perspectives» in landscape paint-
ing. It is widely recognised that the perception of
an object shifts as it moves, and Wu Guanzhong
contemplated whether it was feasible to arrange
an image in such a way that its effect on the view-
er would be enhanced by this variety of beauty. It
was a pivotal moment when Wu Guanzhong artic-

Il 7. Wu Guanzhong. Lu Xun's Hometown, 1985, oil on
canvas, 46 x 53 cm

ulated his discontent with the static viewpoint em-
ployed in Western landscapes, notwithstanding his
recognised enthusiasm for Western modernist art:
«Typically, Western oil painters select a single fixed
angle to portray a landscape, a practice referred to
as ‘finding a view'. This approach is overly restric-
tive <...> Impressionism was innovative in its ap-
plication of colour. However, it was Impressionism
that confined landscape painting to a limited per-
spective» [22, p. 60].

This study captured Wu Guanzhong's interest in
the distinctive features of Chinese ink landscapes,
which he believed should also be incorporated into
oil paintings: «Chinese landscape artists typical-
ly commenced their work after exploring the en-
tire mountain and documenting their experiences,
subsequently organising the painting by recalling
images from memory. | firmly believe that this meth-
od is a valuable aspect of our traditional Chinese
painting» [22, p. 60].

One of the earliest successful instances of this
technique is the landscape The Monastery of Zhashi-
lungbu, created by Wu Guanzhong in 1961 (ill. 8).

The actual configuration of the mountains, the
monastery, and the surrounding trees was differ-
ent from what was illustrated in the painting. The
artist represented the subject from various angles,
rather than from a singular viewpoint:

«| frequently experimented with different per-
spectives in my artwork, merging various views
together or rearranging them... The Monastery of
Zhashilungbu, was a result of this technique. | free-
ly modified the layout of the mountain, monastery,
trees, and lamas, akin to grafting trees. | aimed for
creative liberty in composition while simultaneous-
ly striving to uphold authenticity in the representa-
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L. 8. Wu Guanzhong. The Monastery of Zhashilungbu, 1961, oil on wood, 46 x 124 cm

tion of real objects. Consequently, | referred to my
approach to landscape painting as ‘painting from
nature with multiple perspectives'.» [22, p. 59].

The method of ‘'multiple perspectives’ diverged
from simpilistic realism and provided the opportu-
nity to develop a profoundly personalised interpre-
tation of natural space, shaped and structured by
the artist’s perspective and emotions.

The artist's later development — his abandon-
ment of oil paint in favour of traditional Chinese
ink painting — appears to be a rational choice. This
shift arose from his discontent with the thick tex-
ture of oil paint, which he felt constrained his abil-
ity to convey spontaneous emotion: «Ink painting
resembles calligraphy. It allows you the freedom
to manipulate the brush as you desire» [22, p. 68].

Consequently, Wu Guanzhong moved towards
abstraction, yet his artistic growth remained deep-
ly anchored in national tradition, to which he was
drawn. Within this framework, he searched for and
discovered solutions to his enquiries, utilising his
own artistic knowledge and experiences.

Wu Guanzhong departs from Western abstract art
theory concerning the connection between specu-
lation and reality: «| stress the autonomy of artistic
form and aspire to explore it to its fullest extent, and
| cannot concur with the notion that ‘content dic-
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tates form’.» However, | personally disfavour forms
devoid of an artistic concept. | do not consider form
alone to be the ultimate objective» [22, p. 125].
Stopping at the edge of «complete» abstraction
and the severance of any visible link to reality, Wu
articulated his ideal using the phrase «unbroken kite
string» (ME KU, fengzheng bu duanxian). This
theory, encapsulated in such a rich image-term, per-
haps most vividly illustrates the origins of his work,
which is intricately tied to the cultural and historical
context of China during the early 20t century and
to his personal quest for a synthesis between Chi-
nese national culture and Western thought along
with its discoveries. His own value system, charac-
terised by the symbolism of his pseudonym «bit-
ter», embodied the notion of contributing to the
new not for personal gain, but for the benefit of the
future of his homeland. Wu Guanzhong's theory of
abstraction, the «unbroken kite string», served as
an aesthetic and theoretical reflection of his ethi-
cal framework. Within this theory, artistic contem-
plation retains a connection to the earth as the
foundation of this contemplation and to life as the
driving force behind thought and emotion. The sym-
bolic evolution of the term «unbroken kite string»
further reinforces the fundamental link between
Western modernist painting and classical Chinese

painting, both of which emphasise abstract forms
propelled by artistic expression. Consequently, Wu
Guanzhong's notion of abstraction theorises a new
interpretation of the concept of «beauty» as the out-
come of abstracting artistic form from the objects
of the external world. In contrast, Wu Guanzhong
identified the concept of art as a «unbroken kite
string» (Wit X5, duanxian fengzheng) as the an-
tithesis of this type of abstraction, a path he nev-
er intended to pursue: «<Pure abstract art> severs
the vital connection to life, to people’s emotions...
Artistic creation must not detach itself from hu-
manity. | favour a kite on a string, anchored to the
ground» [22, p. 137].

Consequently, Wu Guanzhong discovered his
direction: not merely composition, but rather syn-
cretism; not solely abstraction, but the extraction
of beauty from the variety of figurative beauty; not

a mindless replication of tradition or foreign cul-
tural paradigms, but the enhancement of national
accomplishments through global cultural insights.
These characteristics, as we have attempted to il-
lustrate, were a result of the «genetic code» em-
bedded within Wu Guanzhong from the time of
his birth into a peasant family in an ancient Chi-
nese province at the dawn of the 20t century, in
a nation aspiring for industrial advancement. They
were shaped by the intrinsic ethical framework of
Wu Guanzhong, the offspring of a rural educator,
who regarded Chinese intellectual Lu Xun as his ex-
emplar and shared the patriotic fervour of Russian
writer Maxim Gorky. All of this, combined with Wu
Guanzhong's inherent talent and creative fervour,
elevated him to the status of an exceptional art-
ist, a luminary of contemporary Chinese painting.

NOTES

—_

M. Gorky — 150. IMLI — the Centre of World Gorky

Studies. 2019. Moscow: Gorky Institute of World

Literature, Russian Academy of Sciences, p. 440, p. 244.

2. Source: https://hk.art. museum/documents/Exhibitions/
WGZ—-Sketching-from-Nature/WGZ_|learning_kit_
English.pdf

3. 3. Note from the translator of the story «Venerable
Gao»: «In Chinese transcription, M. Gorky is Gao-
Er-Qi, with the last syllable being a word meaning
‘foundation’. By changing his name to Gao-Er-Chu,
the last syllable-word of which means the same thing,
the hero demonstrated his passion for the Russian
writer, i.e., it is approximately similar to calling himself
‘Gorkov'».

4. In a 2007 interview, Wu Guanzhong directly criticised

Xu Beihong's realistic art as lacking «beauty».

5. «'Verisality’ almost becomes the highest standard for
a work of art! I'm not entirely opposed to the demand
for verisimilitude, but it can in no way be the exclusive
or highest standard of artistic creation... The value of
art lies in its creativity» (22, p. 124).

6. «If it weren't for the works of Shi Tao and Bada, which
expressed their genuine emotions, | wouldn't have
wanted to study Chinese landscape painting at all.»

7. «A literati artist is both a poet and a painter who
emphasises the expression of his emotions in painting.
Thus, the expression of the ‘I' stands at the centre of
his artistic practice... Ultimately, painting should be an
expression of the artist's character, and in this sense,
literati painting has achieved significant success.»
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XYAOXECTBEHHOE HACNIEANE Y TYAHBYXYHA:
MAEVHBIE OCHOBbI U XYAOXECTBEHHbIE
[MPAKTUKW

AHHoTauma: Hanbonee pacnpoctpaHeHHbIMU 06b-
ACHEHUAMWN TBOPUYECKMX MeTaMOopPdO3 XyAOXKeCTBEH-
HOro HacneAMs BblAalOLLEroCs KUTaCKOro XyAoXHMKa
XX B. Y l'yaHbUXXyHa ABAAKOTCA, KaK NpaBuo, CCbINKN
Ha BHeLUHWe NOJNTUKO-Ugeonornyeckme n 6oiToBble 06-
CTOATE/IbCTBA €ro XW3HW. 3aja4ein JaHHOM cTaTbu Hb110
nccnefgoBaHme BHYTPEHHUX NMPUYMH ero XyA0XKeCTBeH-
HOI 3BONtOLMN. B KauecTBe ee OCHOBaHMA paccMaTpuBa-
eTcs 3TMYeckas nporpamma Y NyaHbuxyHa, n3bpasLuero
cebe nceBgOHNMOM meporaud 35 («Ty» — AOCA. «ropb-
KWii») N TeM CBA3aBLUEro CBOW LIEHHOCTHbIE OPUEHTUPbI
Kak C KUTaiCKUM nucaTenemM 1 nepeBojunKoM, naTpmno-
ToM Jly CHeM, Tak 1 C ero «bpaTtomM» — JIMYHOCTbIO
pyccKoro nposaetapckoro nucarens Makcuma lopbkoro.

TBOpUeckoe Hacneave BblAAtOLLErocs KUTancKoro
XyAoxHuka Y lyaHbuxyHa (1919-2010) cerogHa ns-
y4YeHO A0CTaTOYHO MOAHO W rnyboko. MckyccTBoBe-
Abl, npocneamnsLuve GakTbl ero AMUHON rorpadun
1 3BONIOLMIO €r0 TBOPYECTBA, €4MHOAYLLIHO Onpese-
naroT Y MyaHbuXyHa Kak cMesioro n ybeamtenbHoro
pedopmaTopa TPaaULLMOHHON KUTAMCKOM XXMBOMMUCK.
B MHOrouMcaeHHbIX KaTaaorax K ero MexayHapoaHbIM
BbICTaBKaM, B MOABUBLUNXCA BCIES 3@ HUMU HayUHbIX
CTaTbsiX, MOHOrpaduax u anccepTtaumax bolan Boiseae-
Hbl MOBOPOTHbIE MOMEHTbI €70 TBOPYECKON 3BONHOLMN:

JCTETUYECKUM N TEOPETUYECKUM OTPAXKEHUEM ITUYECKOM
nporpammbl ¥ N'yaHbuXyHa cTasa ero Teopus abcrpak-
LW «BO3AYLUHbIN 3MeN Ha HUTKE», r4e TeopeTnsnpyercs
HOBOE MOHATME «KPacoTbl» KakK pe3ynbTaTa abcTparnpo-
BaHWA XyAOXeCTBEHHON GOpPMbl U3 NPeAMETOB BHeELU-
Hero Mupa, BOM/OLatoLLIEero MHANBUAYaNN3NPOBAHHbIV
3MOLMOHA/bHBIN OTKAMK XYAOXHMKA Ha BHEMOIOXHYHO
eMy peasibHOCTb.

KnroueBble cnoBa: kumalickas xusonuce XX eeka,

Y l'yaHeuxyH, /Ty CuHe, Makcum [opekud, xydoxe-
cmeeHHas mpaouyus, 3anadHas Xusonucs, 3Mu4yeckas
npozpamma, xydoxecmeeHHas 380/104us, abcmpaxkyus,
«MHOXeCmBeHHble Nepcnekmuesl», «8o30yuwiHbIl 3mell
Ha HUMKe».

nepexog, o1 GUrypaTMBHON XMBOMUCK U XUBOMUCK
MPUPOAHBIX GOPM K abCTpakLMK; CMeHa YBIeUYEHHO-
CTW 3anaZHON MacAHOW XXMBOMUCHIO YraybAeHHbIM
NHTEPECOM K TPAANLMNOHHON KUTANCKOWN XXMBOMM-
CY TYLUbHO; MEepexos OT paboTbl B LUMPOKOM CMEKTPe
¢dUrypaTmBHbIX XaHPOB K paboTe NperMyLLEeCTBEHHO
B MEN3aXHOW XMBOMWUCK; OTKa3 OT YBJeUYEHUs COBpe-
MEeHHbIMM 3anajHbIMU TEUEHMAMW B UCKYCCTBE U Of-
HOBPEMEHHOE AUCTaHLMPOBaHKE OT PeaNNCTUUECKOoi
>KMBOTNCK, B LIENIOM, 1 OT XMBOMUCK COLPeanm3ma,
B yacTtHocTm [N8NQ 3; 5; 7; 10; 11; 12-16; 18-20; 22].

67



ST cyllecTBeHHble HabAOAEHNA ONMUpPanKCh,
B TOM UMCAe, Ha aHaln3 TeopeTNYEeCKMX BblCKa3bl-
BaHMI Y 'yaHbuUXyHa, 1 TeM He MeHee MHorne 06-
CTOATENbCTBA TBOPYeCKOW buorpadum Y NyaHbuwKyHa
4,0 CMX NOP BbI3bIBAtOT BONPOCHI. [leno B TOM, UTo
yKa3saHHble Bbille MeTaMopdO3bl TBOPUYECKOTO NyTH
Y l'yaHbuXXyHa 06bACHAIOTCA UCCNeAOBaTENAMM, KaK
NpaBu/IO, BHELLHNMW MNOAUTUKO-NAE0N0rNYECKMMM
06CTOATENBCTBAMM XU3HM XYAOXKHMKA AW onupa-
FOTCA Ha ero TeopeTnyeckme BbliCKa3blBaHWSA, OCTaB-
NAsA 3a npejenamMu aHanv3a BHYTPEHHIOO JIOTUKY
€ro XyZ,0)XeCTBEHHOI0 Pa3BUTUA, akCMONOTUIO ero
TBOpuYecTBa. Hanpvmep, npnymnHa Toro, 4to Mactep
nepeLlen K ner3axKHom XNBonmcm obbacHAeTCs
TeM, YTO ero NopTpeTHasa U NpeAMeTHas XUBOMUCb
6blna NoABepPrHyTa NapTUNHON KPUTUKeE, Ha3BaB-
e ero «A40BUTbIM» «Byp>Kya3HbIM GOpManncTom»
[17; 18], nan NapTUIAHO-NAEONOTNYECKNM KYPCOM
«yumnTbcs y Hapoga» [12; 18]. «bbiToBON» OKa3bI-
BaeTCA NpuumHa nHTepeca Y NyaHbUXXyHa K TyLwwu:
>XMBOMWUCH TYLWbIO Bblna AeLleBae XUBOMUCK Mac-
NAHBIMK Kpackamu, a pucosas bymara, B oTanumne
oT paboTbl MO X0ACTy, He TpeboBana ANs pucosa-
HMA 60/IbLLIOrO NPOCTPAHCTBA, YTO BbIIO BaXHO,
NocKoAbKYy MacTepckas ¥ lNyaHbuxXyHa 6bina He-
6onbLuoi [18]. B 3ToM KOHTEKCTE 3aKOHOMEPHO, UTO
BO3HMKaeT noTtpebHocTb B 60onee rnybokom oboc-
HOBaHUM TBOPYECKOW 3BONIOLMIN XY[OXKHMKaA. Tak,
Hanpumep, B paboTe [(22] nosBepraeTcd COMHEHNHO
BbIABWHYTOE B [16] yTBEPXAEHWE, UTO, BEPHYBLUNCD
B MekuH B 1972 rogy, ¥ N'yaHbuXyH «0BHapyxwun,
4YTO MOYTW BCE OCTalibHble XYAOXHWKM paboTanu
KUTaMCKOW TyLbtO Ha Bymare, a He Mac/ioM, U No-
3TOMY OH TOXe Hayasn paboTaTb B TPaAULIMOHHOM
ctune». Tak, MO Mepe NOCTUXKEHUA TBOPYECKMNX MeTa-
mMopdo3 Y MNyaHbuKyHa popmumpyeTca NoTpebHOCTb
B 60s1ee r1y60koM 060CHOBaHMM MPUYMH TOTO, UTO
B XyAOXECTBEHHOW 3BOAOLMM Y TyaHbUXyHa BOC-
TOP>KECTBOBa/l B KOHLLE KOHLLOB CMHTE3 3anajHoro
MOZEPHMNCTCKOro TMna TBOPYECTBa U TPaAWLIMOH-
HOW KMTAMCKOW XXMBOMUCK TYLLbHO.

OTv BONpOChl TeM 60/1€e YMECTHBbI, UTO B MMEt0-
LUMXCA NCCReA0BaHMAX TBopYeckol buorpadun Y ly-
aHbuYXyHa 0bHapy>XXM1BaeTCA MHOXECTBO HEAOrOBO-
PEeHHOCTEN, HEeZLOMO/IBOK, anpUOPHO NMPUHUMAEMbIX
NpOTUBOPEUMBbIX PaKTOB, TPEOYHOLLMX OCMbICIEHMA
N 0bbACHeHUs. Tak, cam XyLOXHUK nNuncan o6 ncnbl-
TaHHOM MM B Ha4aJsie TBOPUYECKOro MyTw yBeye-
HUW OTKPbIBLUENCA eMy B HaLoHanbHOM akagemum
MCKYCCTB XaHUXOY KpPacoTo 3anagHbIX XMBOMUC-
HbIX paboT. MpeacTaBAseTCA BaXHbIM NOHATb, YEM
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6bl1 BbI3BaH BOCTOPI HauMHaKOLWEro XyA0XHMKa,
KaKVWMW riasamu BuAen 3Ty KpacoTy toHowa Y ly-
aHbuXyH? MoxeT nokasaTbcs, 4YTO BO Bpems 06-
yuyeHusa B akagemMunmn 6yaywmnin xyaoXKHK 6oabLue
BHUMaHWA yaenan kypcy JinH PeHMAHS, NOCBALLEH-
HOMY 3anafHOMY UCKYCCTBY, HEXENN TPaAnLNOH-
HbIM KMTaNCKMM MCKYCCTBaM, KOTOpble NpenojaBa
MaHb TAHBLLIOY, NOCKOALKY OH CKENTUYECKN OTHO-
CUNICA K 3aZ,aHUAM MO KOMMpPOBaHMIO paboT cTapbix
KWTaMCKMX MacTEPOB U HE NPUHUMAaN BaXXHOTrO AJisl
TPaANLNOHHON HaLMOHaNbHOW LUKOJIbl XXMBOMUCHK
MCNOIb30BaHMA HaAMUCEN K XXMBOMUCHbIM pabo-
TaMm [7; 22]. Ho npu 3TOM 13BeCTeH Tak>Ke ero oco-
61 MHTEpeC K paboTam CTapbIX KUTANCKUX XY0XK-
HUKOB-UTEPATOPOB, MHTENNEKTYaN0B, KOTOPbIX OH
npeanounTan XyAoXHnKaM-pemMecieHHnKaMm, Npo-
deccnoHanam. Kak COOTHOCATCA ero CKencuc B O4-
HOM C/lyyae v NONOXMTE/bHbIE OLLEHKMN B APYrom?
3TN 1 Apyrue GakTbl HY>Aat0TC B KOMMEHTUPO-
BaHWW, TaK KakK B HUX KOPEHATCH BHYTPEHHWE NUM-
nyabCbl K ByayLeMy TBOPHECKOMY CTaHOBAEHWIO
N pa3BUTUIO XyAOXHMKa. PasymeeTcs, nccnegoBa-
HVEe BHYTPEHHEN 3BOJIOLMN HE OTMEHSET 3HAUMMO-
CTW BHELLHWX OB6CTOATENBCTB XU3HU XyA0XKHMKA: €ro
TBOPYECTBO NPULLAOCH Ha FOAbl, MOAHbIE COLMab-
HbIX NMOTPACEHWUN, NAEONOrMYECKOro ANKTaTa, Hacu-
NA Y TBOPYECKOWN HECBOBOAbI; XYAOXHWUK NEPEXU
naeonornyeckme npopaboTtky, 3anpet Ha npodec-
cuio, 6b1N BbIHYX/AEH, UTObbI yueneTb, yHUUTOXMUTb
60/1bLLIYI0 YacTb CBOMX pPaHHWUX paborT, apyrve pas-
AaTb 3HaKOMbIM. M Bce e Halua 3ajaya COCTOUT
B TOM, YTOObl HAMOMHWTb, YTO BCE 3TV rogbl Hbi1n
Ana Y l'yaHbuXyHa BpeMeHeM Bbi3peBaHunA ero 3a-
JaHHbIX ellle B paHHeN FOHOCTU XyAOXeCTBEHHbIX
OPVEHTVPOB N NPEeANOYTEHNIN, COCTaBMBLLMX OC-
HOBaHWe AN TBOPYECKOro nomcka n obpeTteHuns
B Za/ibHeNLeM COBCTBEHHOIO HENOBTOPUMOTO XY-
[OXXECTBEHHOrO CTUAS.

M3BecTHO, Y NyaHbUYXYH BbIPOC B O4eHb besHoM
KpecTbsHCKOV ceMbe [3], B KOTOPOW, 0OAHaKO, HECMO-
TPSA Ha HULLETY, He Bblia C/IOMJIeHa BOAIS K NyYLLei
Xun3Hu. OTmMeTnM, 4To nocne nageHvsa B 1912 roay
umnepun Kntaih nprnobLuancs K NpoMblLLUAEHHOMY
M Hay4YHOMY Mporpeccy, coBepluaBLIeMyca Ha 3a-
nage. 3aKkOHOMEPHO, UTO NpeAcTaBiAeHUE O Ny4-
Len XU3HW accoLMmMpoBanochk ¢ obpasoBaHmnewm,
y4eHOCTbo, 1 oTel ¥ l'yaHbuXyHa, nojasas ge-
TAM NIMYHBIA NPUMeEP, CYyMeN «BblIBUTbCA B NHOAU»
W cTaTb CeNbCKUM yumntenem. LleHHocTb obpa3oBa-
HWA, OTKPbITOCTb BCEMY HEMPUBBIYHOMY, HOBOMY,
NporpeccMBHOMY OH nepegan cbiHy: K 15 rogam,

eLe 0 TOro, Kak oka3aTbCsi B AKaZleMUnN NCKYCCTB
B XaHuXoy, Y 'yaHbU>XXyH, HECMOTPSA Ha NONYrONoA-
HOe CyLlecTBOBaHWe, Cymen NocTynuTb Ha dakynb-
TET 3/1eKTPOTEXHWKM NPOBUHLIMaNbHOW Npodeccno-
HaNbHOW LUKOAbI MPK YXK3L35HCKOM YHMBEpCUTETE,
yTobbI NONYUNTb ObeLaBLLytO Haarononyymne cne-
UmanbHOCTb. He 3abyaem, uTo B 371 rogbl Kutai xun
naeamm obHOBEHMA CTPaHbl, MOAepPHM3aLIMM BCEX
chep obLecTBEHHOM XM3HU [4], 1 BbIBOP TEXHW-
yeckol crneumanbHOCTM Y NyaHbUYXXYHOM OTBEYanN
He TONbKO ero JIMYHbIM NHTepecaM, HO ¥ pasgense-
MOW MHTeAnureHumen Kutas Bone K BCeMeEPHOMY
OBHOBAEHWUIO CBOEW POAMHBI, MPUOBLLEHUIO ee Tpa-
AVNUMOHHOM KyNbTYpPbl K OTKPLITUAM U JOCTUXKEHM-
AM Ky/bTypbl Aanekoro npexge 3anaga.

3TV NaTpUOTMUECKME HACTPOEHUS HALLAN APKOe
Bblpa>XXeHne B TBOPYECTBE OCHOBOMOJIOXHUKA HO-
BOW kuTanckon amtepatypsbl Jly CuHsa (1881-1936) —
cTapLlero coBpeMeHHuKa 1 3emnsaka Y lNyaHbuxy-
Ha. Ewe B WwkoibHbIe rogpl Y N'yaHbUKYH NPOHMKCA
rnyb6okon Nt0HOBbIO N YBaXKEHMEM K NMPOUN3BEAEHM-
SIM 3TOrO NMcaTens-npPoCBeTUTENS U OOLLECTBEHHO-
ro JesTens, BbICTYNaBLUEro NPOTUB COLMaNbHOM He-
CNpaBeANMBOCTY, CTapaBLUEroca BpayeBaThb A3Bbl
obLecTBa, MArKo BbICMEVBaBLLEro YesoBeyeckmne
npegpaccyaku n nopoku. B csoro ouepespb, Jly CnHb
Hallen B anue pycckoro nucatens Makcuma lopb-
Koro obpasel, Nyt pa3BUTUS HaLMOHaNBHON anTe-
patypbl. JTy CvHb HecyYanHo 6bln Ha3BaH B Hapoae
«KUTaNCKNUM FOpbKNM»: «OH Bbl HOBAaTOPOM, KOTO-
pbili COBEPLUMA NEPEBOPOT B IMTEpaType, NopBas
CO CTapbIM UCKYCCTBOM W OTKPbIB JOPOry peanuns-
My. OT TOpbKOro OH NepeHsAn CTpemseHne K npo-
CTOTE, CBA3b C GONLKAOPHON TPaAMLMEN, MOCIOBU-
Lel, HapogHon peubto. [Mocne nobeabl PeBoONOLUM
n obpasoBaHuna HapoaHow pecnybavkm Kutai Bbi-
ABVHYA FOpbKOro Kak NepBoro 1 camoro arbumo-
ro cBoero nucartens. HecmeTHO yBEANUMANCE TUPA-
KW M34aHnI 1 nepeBoAbl [opbKoro, a caMm OH cTan
BCEHAPOAHbIM BEIMKUM HaCTaBHUKOM 1 yuuTenem»
(1). ly CviHb 6b171 OAHUM 13 TeX, KTO NpuobLuan Ku-
TaWCKOro umTaTens K Lwejespam MVPOBON auTepaTy-
pbl, B TOM YMCIEe PYCCKON, CamM MEPEBOANA Ha KUTal-
CKMI A3bIK Npoun3BegeHns Morons, Yexosa, Mopbkoro.
FOHbIM Y TyaHbUYXXyH OZHO BpeMs faxke MeuTan cTaTb
nucaTenem, Kak 1 ero kymup. lNosxe oH npu3sHaea-
€S B CBOEW AyxoBHOMN 6am3ocTtn Jly CuHto: «EcTb Tpn
CaMbIxX BaXKHbIX YesioBeka B Moel xusHu: Jly CuHb,
BuHceHT BaH l'or n mos xeHa. Jly CnHb gan MHe Ha-
npasaeHue u dyx (kypcve moin.— B.I"), BaH For gan
MHe XapaKTep ¥ YHUKaJbHOCTb, @ MOS XXE€Ha BOMJ/IO-

LLaeT MeuTy BCel MOen XMN3HW, OHa 0bbluHas, 406-
pas v kpacmBas» [17]. B 3TOM KOHTEKCTE He caydaii-
HbIM KaXeTCA BbIGOP HaUMHAIOLLMM XYAOXKHUKOM
NceBAOHMMA, C KOTOPbIM OH MPOMAET Uepes BCHO
CBOHO XKM3Hb: y>XKe Ha BTOPOM rogy obyyeHus B aka-
AemMunm XaHUWKoy OH Hadaa NoAnucbiBaTb CBOW pa-
60Tbl MeporMMPom == («Ty»), UTO ZOCNOBHO O3HaYa-
€T «ropbKOe AMKOe pacTeHne — poj COPHOW TpaBbl,
ocoTa nan Yeptonosaoxa». O BaXXHOCTN 3TOrO MCeB-
AOHWMA ANA MOHUMaHUA CYTU XyA0XEeCTBEHHOrO Ha-
cnepma Y N'yaHbuXXyHa KOCBEHHO CBUAETENbCTBYET
1 TO, UTO NeyaTb C n306paKeHneM 3TOro NCEBAOHM-
Ma LUMPOKO UCMONb3YIOT M3AaTeNbCTBa Ha 0610XK-
Kax COOPHMKOB ero paboT, BbIXOAALLMX Y>Ke nocne
CMepTN XYAOXKHMKA, NCMONb3YHOT B KayecTBe 0ro-
TUNa pa3inyHbIe MHCTUTYLUK, U3yYatoLlme TBopYe-
CTBO XygoxHuka (Uan. 1-3).

70T BbIGOP MOXET paccMaTpMBaTbCA U Kak
JaHb YBaXXeHMA K BEJIMKOMY PYCCKOMY nuncaTento,
TBOPUYECTBOM KOTOPOro aAopoxun Jly CuHb, 1 Kak
oTcblIKa K cbopHMKY pacckazos camoro Jly CuHsa
«CopHsku» (Nnn. 4), B KOTOPOM AMPUYECKK BOCME-
Thbl OUULLIAIOLLME YENOBEKA XN3HEHHbIE CTPajaHus.
B ntobom cnyyae, 3To camoHasBaHue Y [yaHbuxXyHa
6b110 NMPOPOYECKUM: OHO HE TONbKO CUMBON3NPO-
BaNO TATOTbI M CTPajaHua, y>Ke BbiNasLUMe Ha JOAH0
HauyMHaroLLLero XyA0>XHMKa, HO NMpeApeKano HOBble
ouuLlaroLme, cnocobeTByoLW e NMYHOCTHOMY PO-
CTY UCMbITaHWA.

OH cBuaeTenbCTBYET O Ba>XHOM acrnekTe camo-
naeHTModmKaumm Y N'yaHbu>kyHa — rOTOBHOCTM K VY-
HOW XepTBe BO UMs OBHOBAEHUSA XXN3HWU. DTUMU
nepexXxMBaHUAMM — HEOTAENMMOCTbIO 0bLLeYveno-
BEYeCKOro nporpecca oT CTpajaHuii, oTkasa oT cob-
CTBEHHBbIX, TAHYLLMX B NPOLLIOE, NPEANOYTEHN —
3BYyYaT CTPOKM CTUXOTBOPEHMA B Npo3e «CopHAKM»
ntobumoro Y MyaHbuxxyHoMm Jly CuHs:

«[powwnas xnsHb ymepna. 1 pag 3aTon cmepTy,
MOTOMY UTO 3HAO TeNepb, YTO XM3Hb CyLLLeCTBOBaNA.
YMepLuas XusHb uctiena. 1 pag aTomy TAeHMo, No-
TOMY UTO 3HatO TEMEpPb, UTO XKM3Hb He Oblia NyCTON.
<...> Bo nmsa cebs camoro, BO UMA gpyra 1 Bpara,
yenoBeKa W 3Beps, BO UMS NOOUMbIX U HENOOU-
MbIX A MEUTat0 O TOM, UYTObbI AMKME TpaBbl yMep-
N 1 nctnenn, 4tobbl Kak MOXKHO CKopee npuLlen
OroHb. Ecnm xe 31Oro He cayumTcs, 3HauuT, 1 6ya-
TO W He XWJ Ha CBeTe, a 3TO ele Hosbluee Hecya-
CTbe, YeM cMepTb U TaeHue» [1, c. 310-311].

STUMU HaCTPOEHUAMU BblN BLOXHOBAEH Y Ty-
aHbUXYH, BOMJOTMB X B paboTe, NOCBALLEHHOM
namaTty Jlto CuHsa (Man. 5):
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Tparnyeckas MPOHUA UCTOPUM B TOM, uTO Jly
CvHb, oueHb nonyaspHbin B 1920-€ rogbl B cpese
nepesoBO KNTAaNCKON UHTENIUTEHL I, HE3340NTO
[0 CBOEV CMepTu noayuun npusHaHve KoMmyHu-
cTnyeckon naptum Kutas. OH, nogobHo Makcumy
lopbkomy, ctaBwemy B 1930-e rogbl nepBbiM Npo-
NeTapckMM nucaTenem, Co3aBLUMM NepBble LWeaeB-
Pbl COLMANNCTNYECKOro peann3mMa, 6bin Ha3HaueH
«HaCTOALLMM APYrOM 1 Aaxke BOMHOM MpoJsieTapua-
Ta 1 Tpyaawmxca mace». Anodeos Jly CnHa HacTy-
nun B 1937 rogy, korga Mao Ha3zHaumn ero «CBs-
TbIM HOBOro Kutas», nogobHo Tomy, kak KoHbyuuin
6bIn Ha3BaH «CBATbIM deoganbHoro Kutas», n Jly
CVHb NoyUYnn cTaTycC «r1aBHOKOMaHAYOLEro KyJlb-
TypHoW peBoatouner B Kutae 1910-x rogos». 3a-
BepLleHMeM 3Toro crana «Bennkaa nposnetapckas
KyAbTypHas pesoatoumna» (1966-1976), korga cnasa
AaBHO yweawwero v3 xu3Hn Jly CnHa gocturaa ceo-
el KybMUHaL M. Bce 310 nponcxoamo B Te rogpl,
KOrAa >XecToKMMm pernpeccnsam nojsepranmch ges-
TeAN KyNbTypbl, TBOpYeckasa nHTeaanreHuma Kntas,
n cam Y lNyanbuxyH [13].

OTMeTnM TakXke TO 06CTOATENBCTBO, UTO CUM-
BOJIMKA NceBAOHMMa Y MyaHbuxyHa (2 «Ty») ycu-
NnBaeT accoumaumm ¢ nadpoCcoM BbICOKO LIEHMMOTO
Jly CviHem FopbKOro, Takoro xe cTpactHoro nobop-
HuKa mogepHusaumm Poccun, kak Jly CuHb — Kun-
TasA, NCNoAHeHHOro, kak 1 Jly CuHb, NpeayyBCTBY-
€M «HEBUWJAHHbIX MATEXEeW», UTO MO3BONSET CUMTaTb
ncesgoHMM Anekces NelkoBa MCTOYHUKOM ANA Ca-
MOHa3BaHuAa Y lN'yanbuxyHa. lonoaHUTeNbHbIM OC-
HOBaHMWeM ANA TaKOro NPeArnoNoXeHNs CIYXHUT pac-
cka3 Jly CnHa «[ouTeHHbIM [a0», C KOTOPbIM MOT
6bITb 3HAaKOM tOHOLWa Y TyaHbUXYH.

l'epoi 3Toro npomusseseHns, yuntess JSlao XaHb
(1.e. «MouTeHHbIN Fa0»), bepeT B KauecTBe NceBAo-
HVMMa MMs FOpPbKOro, KOTOPOEe MO-KUTaNCKN 3BYUUNT
Kak [ao Jp-um, 1 B X0Ae pacckasa 3TO ero HoBoe
UMA ABaxkbl 060OCHOBbLIBAETCSH — PaCCKa34MKOM
N OAHUM M3 NepCcoHa)Kel — Kak 3HaK yBaXXeHus
yuntens Kk flopbkomy:

«KT0 3707 ThI? Thbl NEPEMEHNN UMA? — KOHYMB
unTatb, 6bICTPO cnpocmn XyaH-CaHb.

MouTeHHbIN a0 NpeHebpeXMTEeNbHO 3acMesn-
cs. KoHeuHO, oH nepemeHun nmsa. Beab XyaH-CaHb
YMeeT TO/IbKO Urpatb B KapTbl. OH HUKOrAa He 06-
paLjan HMKaKoro BHUMaHMA HN Ha HOBYHO HayKy,
HW Ha HoBOe MckyccTBO. OH 1 He 3HaeT O CyLecTBO-
BaHWW BeAMYAMLLErO pPyCcCKoro nucatens Fopbko-
ro — lao 3p-un. EMy nn noHatb rnybokoe 3Hauve-
HWe nepemMeHbl MeHn?» [2, ¢.100].
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W panee:

«flo-by BbITawmn n3 ceoero 601bLWOro KapMaHa
bymary, pasBepHyn ee U1, ajs TO B Hee, TO Ha yuJe-
HWU, cKazan:

— [Mepea BaMy NouTeHHbIN yunTenb Mao. Mao-3p-
Yy — n3BecTHbI yueHbll. Ero ctatbs «O6 0ba3aH-
HOCTAX KaXAoro rpaxgaHvHa Kutalicko pecny6-
JINKW B OTHOLUEHWUW YNOPAZ0UYEHNs HaLMOHaNbHOW
ncTtopum» n3sectHa Bcem. laseta rosopuT: «[lo-
UTeHHbIl a0, 3 N06BU K BEIMKOMY PYCCKOMY MK-
caTento, rocnoanHy FopbKomy, M3MEHWN CBOE UMSA
Ha Jp-Yy, TeM cambiM BbIIBMB CBOE YYBCTBO BOC-
xuweHns Fopbkum» [2, c. 106.], (3).

O rny6okow BHYTpeHHel cBa3n Y NyaHbUXyHa
c TBopyectBoM Jly C1HSA roBOPAT M MHOTOUNCAEH-
Hble MaJIOMHUYEeCKUE NOe3KN XYAOXKHMKA, COCTO-
ABLUMECS CMYCTA MHOTWE roAbl, Ha NX ObLLYy0 Manyto
poAVHY — B NPOBUHLMIO LI3AHCY, rae oH nucan Ho-
CTanbrmueckme nerisaxu poaHoix mect (Uan. 6-7):

Mepexos B XaHUYXXOYCKYH akageMuro NCKYCCTB
N CBAI3aHHOE C HUM «U3MEHEHMNE TPaekToOpUM Xus-
HW» Y TyaHbUXyHa BUAATCS BHYTPEHHE 3aKOHOMEp-
HbIMW UMEHHO B CBETE JyXOBHOrO Bbibopa MO0A0-
ro yenoeka: «Ecan 6bl MeHs He Npurnacunu Tyaa,
ecau bbl A nocetun BbictaBky Croil balixyHa (1895-
1953) nam BbictaBky 13 Cosetckoro Coto3a, A He ay-
Maro, UTo BoOobLe cMeHMA Bbl Npodeccnio» [22,
C. 43]. Bce feno B OTKPbITOCTM XaHUXOYCKOW aka-
JEeMUN BCEMY HOBOMY, U, B OCHOBHOM, baarosa-
paA JlInHb ®3HmaHto (1900-1991), BcnomuHan ceowm
owyuieHns Y N'yaHbUXyH UYepe3 MHOFO JeT.

Bo3rnaBasBlMi akagemMumio B XaHuxoy JIMHb
®3HbMAHb CUUTaN, YTO YNajOK COBPEMEHHOMN Ku-
TaNCKOW XMBOMNMUCK Bbl1 CBS3aH CO CaenbiM Nogun-
HeHVeM TpaauLMAM NPOLLNOTO, YTO YHNUTOXANOo
B XYZ0>XHWKE TBOPUYECKOE Hauano, 1 uckan nytu ero
BO3POX/AEHUSA B 3aMaHOM UCKyccTBe. Ero onnoHeHT
Croln beixyH, paboTaBLumii B Te Xe rogsl B LieHTpanb-
HOM yHuBepcuteTe Kntas, 3anagHoe NCKyCccTBO Ka-
Teropuyecku He npuHuman. OgHako 1 JInHb O3Hb-
MsiHb 1 Ctoil belixyH, cCOBEpLUEHCTBOBABLUNE CBOE
XyZoxkectBeHHoOe obpaszoBaHme Bo PpaHumu, cum-
Taan HeoHX0AMMbBIM MCKaTb MyTW BbIBOAA KUTANCKOM
XMBOMWCK 13 ynagka, oba bblan CTOpOHHMKaMK pe-
bopM 1 n3yueHna BO3IMOXHOCTEN 3anaZHoN Macas-
HOW XMBOMNUCK. DCTeTUYECKME NpeanoyTeHns Y ly-
aHbWXKyHa bblan Ha cTopoHe JTIHb ®aHbMsAHS (5), [22,
¢.37], B nepByro ovepesb MOTOMY, YTO HE MPUHUMa
peMeCcNeHHOro OTHOLLEHWMS K XXMBOMNUCK, K KpacoTe
Kak nogpaxaHuro. OTctoga cnesoBano 1 OTHOLLe-
Hue Y 'yaHbuXXyHa K COLManNCTUYECKOMY peanunsmy,

rMaBHbIM CTaHZAPTOM KOTOPOTro 6bII0 KaK pa3 BHELL-
Hee, a He CyLLHOCTHOE, KOHLeNTyaibHOe nogobue (6),
[22, c.124] npepMeTa, 1 ero oTpuLaTebHOe OTHO-
LeHMe K TPAAMLIMOHHBIM NpaKTUKaM KONMpoBaHWs
paboT cTapblx MacTEpPOB, HanpaBAEHHbIM Ha OCBOe-
HWE TEXHNYECKOM COCTaB/AOLLIEN XXMBOMMUCHOIO UC-
KyccTBa. DcTeTnueckas nporpamma Y lNyaHbuxyHa
6blna cBA3aHa C yraybieHHbIM OCBOEHMEM TBOPYE-
CTBa CTapbIX KMTANCKUX XYAOXHUKOB-IMTEPaTOPOB,
npexae BCero C NPUCyLLMM UM MacTepcTBOM nepe-
Jaun «NOAANHHbBIX 3Moumii» (7), [22, ¢.29]. B 1986 T.
XYLOXHUK MOACHUT CyLLECTBO MOHATUSA «MOANNHHON
3MOLMUN» KaK XUBOMUCHOTO BblpaXKeHUs aBTOPCKO-
ro «si», MPOWCTEKaKOLLLEN 13 NMOCTAaHOBKWN XapakTepa
(TOUKM 3pEHNA) XYAOXKHMKA B LEEHTP XYAOXKECTBEHHON
npakTrkn (8), [22, ¢.80]. ViTak, npnpoaa Xyao>xKecTBeH-
Horo obpasa no Y lNyaHbuXyHy, 3TO He n3obpaxe-
HWe, a BblpaXkeHue C Lie/Ibio He BbI3BaTb Y 3puTenei
UYBCTBO, KOTOPOE OHW UCMNbITanu 6bl, ecan 6bl fel-
CTBUTENIbHO TYAS/IM B TOpax, a CKopee, YTobbl pac-
KPblTb HEYTO HOBOE U3 CBOErO MHTENNEKTYalbHOro
M 3MoUMOHanbHOro baraxa [22, c. 82].

MocnepoBaBLIas BCKOpe Noc/e 3aBepLUeHns 0b-
y4YeHUs B akageMun noessaka Ais cTaxkxnpoBku B MNa-
pux (1947-1950) bblna BHYTPEHHE 3aKOHOMEpPHa
Ana Y N'yaHbuXyHa, HaXO4MBLUErocsi B HEYCTaHHOM
MOWCKe NCTOUYHUKA HOBbIX TBOPYECKMX UAEN: «f xa-
Xaan uBeta. B utore s 6pocun Kntackyro >XumBo-
MUCb N OTMNPABUACA YYUTbCS 3anagHON XNBOMUCH
B Mapwx!» [22, c. 33]. 3TOT Nnepmog CTaHOBAEHMUA
Y TyaHbuxyHa Kak XyAO>XHWKa XOPOLUO N3BECTEH.
OTMETUM AL BaXHbIV ANS MOHUMaHUA BHYTPEH-
HWX OCHOBAHWI ero PasBMUTUA MOMEHT — TO, YTO
W 34€eCb OH BblAenun ans cebs cyxxaeHus npodecco-
pa CyBep6u 0 TOM, UTO B XXMBOMWCU HaA0 pa3inyaTtb
«KkpacoTy» (beau) N «MnnoBMAHOCTb> (joli). Mo MHe-
Huro CyBepbu, NCKYCCTBO «MUOBUAHOCTU» padyeT
NHOAEN, TOTAa KaK MCKYCCTBO «KPaCOoTbl» TPOraeT nx
rny6oko BHyTpW. Tak ans Y NyaHbUXyHa Ha NepBbIl
MAaH BbIXOAWT B NMeN3aXKHOM XMBOMUCU BblpaXkeHue
aMoumm: «Ecam 3To TONbKO BU3yasbHOE NpescTaB-
NeHve 0H6beKTOB M NMPUPOAHbLIX BUAOB, Kak bbl pea-
JIMCTUYHO M KPaCUBO 3TO HY BbIN0, KAPTUHA MOXET
6bITb MWL pa3BaeKaTeNbHON, HO HUKOTAA He XU-
BOM W Brnevatastowen» [22, c. 61].

He 6yaeT ownbKon cuntath, YTO BO3paLLeHme
Ha POAMHY nocne TpéxneTHero obyyeHus B MNapu-
>Ke OblJI0 CBOEro poja 3K3UCTEHLMaNbHbIM BbI6O-
poM ans Y NyaHbuxyHa: «B Kutae HeT Byayuiero ans
Bblibopa nckyccTBa kak npodeccuun. Jlloan y Baactm
TaM HaCTO/IbKO 3aKpPbITbl, YTO CUMTAIOT 3aMagHOeE Co-

BPEMeHHOe MCKYCCTBO Yymoii» [22, c. 39]. Bo3Bpa-
wascb B Knutar, ¥ N'yaHbuYXyH paccunTbiBan Ha BO3-
MOXXHOCTb MPOJOMKEHNA CBOUX MOUCKOB CUHTE3a
3anafHoro 1 K1Tanckoro UCKyccTsa, HO NapTum v npa-
BUTENbCTBY HY>KHO OblIO armTaLMoOHHOE NCKYCCTBO.
TpYyAHOCTH, C KOTOPbIMW Ha POAUHE CTONKHYACA
Y 'yaHbU>yH, OKa3aBLINCb Ha 060UMHE akTyaabHO-
ro XyZ0XXeCcTBEHHOro NpPOoLLecca, XOPOLLUO N3BECTHbI.
Ba>xHO ofHaKo NoAYepKHYTb, UTO KOrAa NoAnTm-
KO-1Aeon0rmMyeckmne 0bCTonTeNbCTBa PackpbIin Ans
Hero BO3MOXHOCTb Y4aCTBOBaTb B JiBVM>XXKEHMM CeLLEH
(xiesheng, B4, «prcoBaHme ¢ HaTypbl»), KOTOpPOE Ha-
yasno npeobnagatb B XyA0XECTBEHHbIX Kpyrax B CBETE
HOBOW XyZAOXECTBEHHOM NOANTUKK, Nepes Y lyaHb-
UKYHOM OTKPbIINCb NePCreKTUBbI MA0L0TBOPHOIO
XYZLOXECTBEHHOrO CMHTE3a KUTaUCKON TpaAnLMOH-
HOW >XMBOMMWCU C MOAEPHUCTCKUMU TEHAEHLIMAMU
3anafgHoro uckycctea. Ero TBopyecknm oTkpbITH-
€M Tex JIeT CTafa TeEXHMKA «MHOXEeCTBEHHOW nep-
CMEeKTVBbI» B NeN3axHol xmBonuncun. Kak n3BecTtHo,
BOCMpUATUE NpeAMeTa MEHAETCA MO XOAy ABUXe-
HUA, 1 Y TyaHbUXyH 3a4aiCs BONPOCOM, MOXHO /i
opraHu3oBaTh n3obpaxkeHune Tak, UTobbl ero Bo3-
AEeVCTBME Ha 3pUTeNst YMHOXMAOCh 3TUM Pa3Hoob6-
pasnem KpacoTbl. ITO Hbl1 BaXHbIA MOMEHT, KOrAa
Y T'yaHbUY>XyH BbIpa3na CBOE HEAOBONLCTBO PUKCHM-
POBaHHOM MepcrnekTUBOMW, NPUMEHSIEMON B 3anaj-
HbIX Mei3axax, HeCMOTPS Ha ero M3BECTHYHO CTPacTb
K 3anagHoM MOAEePHNUCTCKOM XmnBonuck: «OBbIYHO
3anagHble XyAOXHUKN-MaCIAHUKW BbIOMPaOT OAUH
bUKCMPOBaHHBIN yron Ans n3obpaxeHus nensaxa,
YTO Ha3blBAETCHA «HaXOXAEeHUeM BuAa». Takol Me-
TOZA C/IMLLIKOM OrpaHnyeH <...> VIMNpeccmoHnsm 6bia
KpeaTuBeH B UCMOb30BaHUM LBeTa. HO UMEHHO 1M-
MPECCUOHU3M OFpaHNUNA Neli3aXkHyH XMBOMMWCH Y3-
KuMm yraom» [22, c. 60].

JTO nccnesoBaHne NPUBAEKAO BHUMaHWe Y Ty-
aHbUXyHa K YHMKaIbHbIM OCOBEHHOCTAM KUTaMCKMNX
ner3axen, HanncaHHbIX TYLLUbIO, KOTOPbIE, Kak OH MpW-
wen K yoexxaeHuto, cnesyeT NpUMEHsTb 1 K Nei3a-
aM, HanucaHHbIM MacnoM: «Kutamckme XyAoXKHUKN-
nemn3axmnctbl 0ObIYHO HAaUMHAAWM PUCOBATbL, NPOASA
yepes BCHO ropy U CienaB 3aMeTKM O CBOEM nyTelle-
CTBMW, @ 3aTeM OPraH130BbIBaAN KapTUHY (BCMOMM-
Hasi 0bpasbl 13 NamsaTh). A AeNCTBUTENBHO CUNTALD,
UTO TakOW MOAXOJ, ABAAETCA COKPOBULLEM HaLLel
TPAAVLIMOHHOM KUTAMCKOW XMBOMUCK» [22, ¢. 60].

OfHUM U3 NepBbIX YAauHbIX NPUMEPOB UCMOb-
30BaHUs 3TOro npuema ctan nensax MoHacTbipb
UskawmnyHby, HanncaHHbii Y TyaHbUXYHOM
B 1961 rogy (Van. 8).
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PeanbHoe pacnonoxeHue rop, MoHacTblps, pa-
CTYLMX TaM AepeBbEB OT/IMYANCh OT M306paXKeH-
HOro Ha KapTuHe. XyAOXHUK n3obpasna obbekT
C pasHbIX paKypcoB, BMeCTO 06bI4YHOro n3obpaxe-
HUSA ¢ GUKCUPOBAHHOW TOUKM:

«fl 4acTO 3KCNEPUMEHTUPOBAJ C MHOXECTBEH-
HbIMW MepcrneKkTUBaMn B CBOEWN XMBOMUCK, NPU-
BMBas pa3Hble BUAbI APYT K APYTY WA Nepemellas
nx... MoHacTbIpb YxawwmnyHby ctan nposyKToM 3T0-
ro nogxoaa. A ceo60AHO KOppPeKTMpOoBaa pacno-
JIOXKEHWe ropbl, MOHACTbIPS, AEPEBLEB U 1aM, Kak
6yaTO NpUBKMBanN AepeBbs. 1 CTPEMUACS K TBOpUe-
ckow cBobozie B KOMMNO3ULMK, HO B TO Xe BpeMms
CTapascs coxpaHuTb NpaBgonosobue B n3obpaxe-
HUW peanbHbix 06BEKTOB. [103TOMY A Ha3Ban CBOMW
METOZ, Nen3a>KHOM XNBOMUCK «PUCOBAHMEM C Ha-
TYpbl C MHOXECTBEHHbIX MepcnekTuB»» [22, c. 59].

TexHnKa «MHOXECTBEHHbIX MepCrekTUB» YBO-
AWaa NpoYb OT HaMBHOMO peann3mMa MU OTKpbiBasa
BO3MOXHOCTb CO3AaHus r1y60KO MHANBUAYaNN3N-
POBaHHOIO BUAEHWS MPUPOLHOIO NPOCTPAHCTBA,
onpeaeneHHOro n OpraHM30BaHHOrO aBTOPCKOWN
TOUKOW 3PEHUS, ero IMoLMeN.

3aKOHOMEpPHOW NpeacTaBAseTCa JanbHelwas
3BOJIFOLMA XYA0XKHMKA — €ro oTkas oT Macia v ne-
PEXOZ Ha TPaAWLIMOHHYH KUTaCKYHO XXMBOMUCH Ty-
WbtO. DTOT nepexos 6bin CBA3aH C HEYJ0BAETBO-
PEHHOCTBHO TAXEON TEKCTYPON MaCASHOM Kpackw,
KoTopas, No ero MHeHWO, orpaHnymBana csobo-
Ay BbIPaXXeHUs1 CMOHTaHHOW amouun: «XKMBOMMUCh
TyLWbtO Noxoxa Ha kannurpapuro. OHa gaeT BaMm
cBoboay BRafeTb KMCTbIO Tak, Kak BaM XOUeTcs»
[22, c. 68].

Takvm obpasom, Y NyaHbUXKYH 3BONOLIMOHN-
poBaJ/l B CTOPOHY abCcTpakLum, HO ero TBopyeckoe
pa3BuTME ObIIO MPOYHO CBA3AHO C HALMOHAbHOM
TpaAuLUMel, TATOTENO K HEel, B HE OH UCKan U Ha-
XOAMWA OTBETbl Ha CBOW BOMPOLUAHUA, MPUMEHSS
COBCTBEHHbIE XY0XECTBEHHbIE 3PYANLIMIO U OMBbIT.

Y TyaHbUXyH pacxoAnTcs € 3anagHon Teopuen
abCTPakTHOro NCKYCCTBa B OTHOLLUEHWUW CBS3U Me-
XAY YMO3PEHUEM U peanbHOCTbHO: «fl moguepkum-
Ba0 HE3aBUCUMOCTb XYA0XECTBEHHOW GOPMbI U Ha-
AEerCb MaKCUMalbHO UCCAefoBaTh e, U S He Mory
COrNacuTbCA C NAEen, UTo «cogepKaHue onpeae-
nset dopmy». Ho IMUHO MHe He HpaBsaTca GopMbl,
B KOTOPbIX OTCYTCTBYET XyAOXECTBEHHAs KOHLemn-
uus. A He cunTato, uto dpopma cama no cebe ABAsA-
eTcA KOHeYHoM uenbto» [22, c. 125].

OcTaHaBAVBasCh Ha rpaHN «MoAHOM» abcTpak-
UMM 1 NOTEPU BCAKOM BUANMOW CBA3M C peanbHo-
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CTbto, Y onucan CBOM naean TEPMUHOM «BO3AYLL-
HbI 3Mel Ha HuTke» (X Z AT £, fengzheng bu
duanxian). [Mo>xanyi, B 3TON, Bblpa>€HHON EMKUM
obpa3omM-TepMUHOM Teopun bonee BCero ckasbl-
BAeTCsA reHe3nc ero TBOPYECTBA, TECHO CBA3aHHBbIN
C KyNbTYPHO-UCTOpPUYECKon cuTyaumein B Kntae nep-
BOM TpeTn XX Beka U C ero COBCTBEHHbIMU NMOUC-
KaMu CMHTe3a KUTaUCKOM HaLUMOHANbHOMN KyAbTYpbl
C 3anaZHOoOW MbIC/IbIO U ee OTKPbITUAMW, C ero cob-
CTBEHHOM LIEHHOCTHOW NPOrpaMMOoN, 3aaHHON CUM-
BOJINKOW MCEBAOHMMA «TOPbKU», TAe Bblaa 3a10-
XeHa nzes Cny>eHus HOBOMY He ans cebs nYHO,
HO B MHTepecax byayLLiero pogHOM 3eMan. ICTeTn-
YeCcKMM U TeOPeTUYECKMM OTPaKEHVNEM ITUYECKON
nporpamMmmbl Y l'yaHbu>yHa 1 cTana ero Teopwms ab-
CTPaKLUMW — «BO3AYLUHbIV 3MEN Ha HUTKE», TAe Xy-
[0XKeCTBEHHOE YMO3PEHUE XPaHUT CBA3b C 3eMJiei
KakK MCTOUYHMKOM 3TOrO YMO3PEHMWS, C KU3HbIO Kak
CWI0N, MOPOXAAOLLEN MbICIb U YyBCTBO. B cum-
BOJIMUECKON pa3BepTKe TEPMUHA «BO3AYLUHbIN
3MeN Ha HUTKEe» YTBEPXKAAETCS TakkKe CyLLeCTBEH-
Hasi CBf3b MeXAYy 3anaZHON MOAEPHUCTCKOMN XU-
BOMWUCHIO U KNAaCCUYECKON KUTaCKOMN XUBOMUCHHO,
KOpeHsLasnca B oblemM akLieHTe Ha abCcTpakTHbIX
bopmMax, ABUXKMMBIX XyLOXKECTBEHHbIM BblpaXKeHu-
em. KoHuenuwus abctpakuunm Y N'yaHbuxKyHa, TakMm
0b6pa3om, TeopeTUsMpyeT HOBOE CoAepKaHue no-
HATWA «KpacoTa» Kak pe3yabTaTta abcTparvpoBaHus
XYAOXECTBEHHOW GOPMbI U3 NPEJMETOB BHELLHEe-
ro mupa. MpoTMBOMOAOXHOCTLIO TAKOTro poja ab-
cTpakumm, no Y NyaHbUXyHY, 6b1J10 NOHATME UCKYC-
CTBa KaK «BO3AYLUHOroO 3Mes ¢ 060pBaHHOM HUTbIO»
(7% X2, duanxian fengzheng), koTopomy oH HU-
KOrga He HaMepeBancs cnefoBaTh: «<Yucroe ab-
CTPaKTHOE UCKYCCTBO> OBPbIBAET XM3HEHHO BaXKHYH
HUTb K XXW3HU, K YyBCTBaM JtOAEN... XyLAOXECTBEH-
HOE TBOPUYECTBO HE AOXKHO TEPATb CBA3b C NHOAb-
MW. fl NpeanoYmnTalo BO3AYLWHOMO 3Mest Ha HUTKE,
NpuBA3aHHOTO K 3emnae» [22, c. 137].

N1aK, ¥ N'yaHbuXyH Hallen CBOW NyTb: He CI0Xe-
HWe, a CUHKPEeTU3M, He abcTpakuus, a abcTparnpo-
BaHWe NpeKpacHOro 13 pasHoobpasns npesmMeTHO-
ro KpacuMBOro, He ciernoe nogpaxaHue Tpaanumnm
WM MHOKYbTYPHbIM 0bpa3uam, a oboralleHne Ha-
LMOHaNbHOTO AOCTUXEHUAMU MUPOBOW KY/IbTYPHOM
MbIC/IbIO. DTW YepTbl, KakK Mbl CTPEMUANCH MOKa3aTb,
6blNN CNefCTBMEM TOFO «TEHETUYECKOrO KoAa», KO-
TOpbI 6blN 3an0XeH B Y [yaHbUXyHe C MOMEH-
Ta €ro NosiIBAE€HUN Ha CBET B KPECTbSHCKOM CeMbe
B CTapWHHOW NpoBMHLUMK Kntas B Hayasie HOBOTO,
XX-ro ctonetuns, B CTPEMMBLLENCA K MPOMbILUIEH-

HOMY MpoLiBeTaHuto cTpaHe. OHY onpeAeneHbl BHy-
TPEHHEN 3TUYECKON NporpaMmoit ¥ NyaHbuXyHa,
CblHa CE/bCKOTO LWWKOABHOMO yunTesns, n3bpasLluero
cebe B kayecTBe obpasLia KMTaCcKkoro npocBeTmTe-
na Jly CvHa v pasgenvBLuero naTpnoTuyeckyro nac-

CMOHAPHOCTb pycckoro nucatena Makcuma lNopbko-
ro. Bce aT0, NOMHOXeEHHOE Ha NPUPOAHbIN TanaHT
N TBOPYECKYIO OJepXNMOCTb Y ['yaHbuXyHa, npe-
BpaTWUMN ero B BblAatoLLEeroca XyAoXHUKa, Kaaccu-
Ka COBPEMEHHOW KUTAMCKOW >XXMBOMUCH.
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7. «XyAOXHUK-IUTepaTop — 3TO OAHOBPEMEHHO MO3T
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FEATURES OF THE FORMATION AND DEVELOPMENT
OF THE MUSICAL ART WITHIN THE WESTERN
EUROPEAN TRADITION IN TAIWAN

Summary: The article explores the emergence and evo-
lution of Western European musical art in Taiwan (&%),
a region within China. The musical art of Taiwan is an
integral aspect of Chinese culture. The interplay of ge-
ographical factors, economic resources, ethnic diversity,
and religious customs has contributed to the region’s dis-
tinctive culture. The research delineates several phases in
Taiwan'’s cultural evolution: 1) the era preceding Japanese
governance (1622-1895); 2) the era of Japanese gov-
ernance (1895-1945); 3) the post-war era (1945-1987);
4) the era following the repeal of martial law (1987 to the
present). The initial period, which spans the longest du-
ration, is further divided into the Dutch-Spanish era from
1622 to 1661, the rule of the Zheng Chenggong family
(#BALIN) from 1661 to 1683, and the Qing dynasty (&
from 1683 to 1895. The progression of musical art within
the Western European tradition unfolded through vari-
ous stages: the formative stage (from the 17t century to
the late 19* century) and the developmental stage (the
20t century to the early 215 century). In discussing the
initial period, it is essential to highlight the importance
of the musical traditions of Taiwan's indigenous peoples,
including the Amis (FIIZE1E), Atayal (ZRHEIE), Paiwan (BF
&%), and Bunun (7R &), among others, most of whom

Taiwan (“Tai") as a region of China represents
a unique blend, founded on the synthesis of indig-
enous, mainland, and European cultural traditions.
Their interaction over an extended historical period
has shaped the distinctive musical culture of Taiwan,
which is rooted in the interplay between indigenous
and Han heritage. In the 20 century, a system of
secondary music education was established here,
along with the opening of music faculties in high-
er educational institutions that trained specialists

are classified as part of the Austronesian peoples. Their
historical timeline extends far beyond that of the Han
settlers. The folklore of these indigenous groups con-
stitutes a crucial element of Taiwan's musical heritage.
A thorough analysis of the evolution of Taiwan’'s musical
culture uncovers the distinctive interactions with Chinese
culture. The similarities between the two are predomi-
nantly reflected in their philosophical basis: both cultures
are deeply rooted in Confucianism, where music is seen
as a representation of national identity. The influence of
Japanese culture, which continues to be felt today, is also
significant. The conclusion emphasises that following
the 1960s, Taiwan’s economy shifted towards an export-
driven model. Throughout this era, various sectors of so-
ciety exhibited a trend towards complete Westernisation.
Fortunately, after the 1980s, Taiwanese scholars, headed
by an esteemed musicologist and folklorist, Xu Chang-
hui (FE =), championed the revival of ethnic culture,
actively promoting the Folk Song Collection Movement
and underscoring the importance of revitalising folk mu-
sic.

Keywords: history of musical art in Taiwan, academic
music of China.

in composition and performance, with a particular
emphasis on pedagogical activities. Although the
teaching of musical art has long adhered to the
Western European model, Taiwan's music educa-
tion has never overlooked the continuity of nation-
al musical traditions. This has been especially true
since the 1960s, when composers Shi Weiliang (2
MHEEZ) and Xu Changhui ((F& ) led the Folk Song
Collection Movement (« R IR EIT#I»), which un-
dertook extensive efforts to systematise Taiwan's
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folklore. Subsequently, many composers incorpo-
rated folk music into their compositions, returning
to the roots of their cultural heritage.

Numerous scientific studies have focused on the
specific evolution of musical art in China; however,
only a limited number address the historical devel-
opment of musical culture in Taiwan. As Xu Changhui
(F &) poignantly remarked in the preface titled
“Reflections” to his work Preliminary Outline of Tai-
wan Music («=2EZ £ P Y)H»), he stated: “"From
Ye Bohe's (H{B7#0)[1] History of Chinese Music (
T EE L5 4) to Yang Yinliu's (#FEX)[2] Histo-
ry of Ancient Chinese Music (F B ££5£719),
all historical accounts of Chinese music have pre-
dominantly concentrated on the Han music of the
central plains, neglecting the music of peripheral
regions and smaller nations” [7, p. 2]. Xu Chang-
hui's research conducted in the early 1990s can be
regarded as a seminal study of Taiwan’'s musical
history. Following this, scholars have continued to
generalise and elaborate on the history of Taiwan-
ese music. Among the musicological literature, it is
essential to emphasise the monograph by LU Yuxiu
(S875) titled "The History of Music in Taiwan" («&
BESF»), published in 2003 [3], along with arti-
cles that focus on the history of the formation and
development of Taiwanese musical culture — Bian
Liang (*22) and Lian Chenxi (J£=Z#&), Liang Mao-
chun (% %&), Zhang Juan (5K48), Zhao Guanghui
(®X]"#E), Cheng Qiaoming (BX7¥HB) and Xie Jian-
ming (1% 8B) [4; 5; 9; 10; 11]. Additionally, it is im-
portant to highlight the works that investigate the
characteristics of the formation and development
of the music education system — Ni Haicun ({78
Ht) and Zhang Jiren (5k21F) [6; 8]. Therefore, as
of now, research efforts dedicated to the study of
Taiwanese music are progressing quite successfully,
although the overall number of scientific publica-
tions and monographs on this topic remains limited.

The research identifies multiple phases in the
evolution of Taiwanese culture: 1) the era preced-
ing Japanese governance (1622-1895); 2) the era
of Japanese governance (1895-1945); 3) the post-
war era (1945-1987); 4) the era following the re-
peal of martial law (1987 to the present). The initial
era, which spans the longest duration, is further di-
vided into the Dutch-Spanish era (1622-1661), the
era of the Zheng clans (1661-1683), and the era of
the Qing Dynasty (1683-1895). Various phases in
the progression of musical art within the Western
European tradition can be identified: the formative
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phase, which includes the initial period from 1622
to 1895 and the subsequent period from 1895 to
1949; the developmental phase, which encompass-
es: the first period from 1949 to 1960, the second
period from 1960 to 1970, and the third period
from 1980 to 1990.

When exploring the origins of Taiwanese mu-
sical art within the Western European tradition, it
is crucial to take into account the historical back-
drop of the development of professional musical
culture in modern China. During the Qing Dynas-
ty, which adhered to a policy of isolation, Chinese
musical culture was predominantly centred around
court music, folk music, and musical drama. From
the Tang Dynasty onwards, musical educational in-
stitutions such as Dayueshu (K&E), Jiaofang (X
37), and Liyuan (3[=) were established. The main
pedagogical approach involved the direct trans-
mission of skills from teacher to student, a meth-
od that remained largely unchanged for centuries.

Prior to the establishment of the contemporary
professional music education system in Taiwan, the
musical culture had already experienced consider-
able evolution. The colonial era served as a cru-
cial period for the introduction of Western musical
traditions into Taiwan. In the 17* century, with the
advent of Dutch and Spanish governance in Tai-
wan, Western culture began to permeate the region
through missionary efforts, particularly via religious
musical practices. Colonial authorities construct-
ed numerous churches across Taiwan, disseminat-
ing their culture through local parishes. Following
a brief period of decline, in the mid-19* century,
the Qing government’s decision to open Taiwan's
ports to foreign trade facilitated the reintroduction
of Western music to the island through mission-
ary organisations. Missionary schools were estab-
lished in Taiwan, where musical disciplines initially
designed for religious services gradually began to
reach the local populace.

Between the 17" and 19% centuries, the musical
heritage of Taiwan evolved in two interconnected di-
rections. The Aboriginal peoples maintained ancient
styles of music-making, utilising instruments such
as jaw harps (HZZ), nose flutes (£8), and mu-
sical bows (5%). Singing, frequently accompanied
by dance, emerged as the predominant method of
music-making in both ritualistic and everyday con-
texts, as documented in the writings of the Huangdi
Sijing (EMUH). He observed that during the millet
sowing season, large groups would convene for com-

In early 1950, the first building of the Conservatory of the
Department of Musicology at the National Taiwan Normal
University was established. It consisted of two sections, including
two music classrooms and sixteen piano classrooms

munal feasts, where participants would join hands,
sing, jump, and spin in celebration; this event was
referred to as yu miaodu («3B#i1&»). Concurrently,
in the late Ming (FB) to early Qing (/&) periods, Han
immigrants from Guangdong (I~ %) and Fujian (f&
##) introduced various forms of folk music, includ-
ing Hakka songs (B X L #), Nanbeiguan (EF1LE),
and Gezaixi (F1FXK). These musical styles, having
integrated local traditions, evolved into a distinc-
tive phenomenon known as Taiwanised Han music.

Between 1895 and 1949, in the aftermath of
the Meiji Restoration, Japan made significant ef-
forts to incorporate Western culture, which natural-
ly extended to music education that predominantly
emphasised European music. In 1895, Isawa Shuji
(AF1E ), the inaugural Director of the Department
of Education of the Taiwan Government-General (the
administrative body of the Japanese government in
Taiwan), who had received his education in the Unit-
ed States, released the “"Memorandum on Education
in Taiwan” on behalf of the National Education So-
ciety. This document underscored the necessity for
Japanese language instruction through a model of
free, compulsory education, and it included initia-
tives aimed at enhancing music education. Conse-
quently, a modern music education framework was
formally established in Taiwan Province.

During this era, the Westernised Japanese edu-
cational paradigm prevailed, although a higher ed-
ucation level was notably lacking. Talented youth
were dispatched to Japan for specialised training,

In the mid-1960s, the “Folk Song Collection Movement”
began. Musician and composer Hsu Tsang-Houei (# & %) delved
into various ethnic groups in Taiwan to collect their music

such as at Musashino University of Music (E 5 %F).
Following Taiwan's reunification with the Mother-
land and the relocation of the Republic of China's
government to Taiwan, in November 1945, the Kuo-
mintang, in alignment with the newly instituted edu-
cational system, rebranded the Taipei Higher School
of the Government-General of Taiwan, which had
been established during Japanese rule, as the Tai-
wan Normal Institute. In August 1946, the institute
welcomed its inaugural cohort of students major-
ing in music. After three years of operation, a De-
partment of Musical Arts was created. Throughout
this time, there was a concerted focus on both tra-
ditional Chinese musical heritage and Western Eu-
ropean music.

Since the inception of the Music Department at
Taiwan Normal University in 1946, the total number
of universities in Taiwan that have music departments
or music research institutes has reached twenty-
seven. This figure includes nine primary schools,
eight comprehensive universities, three arts univer-
sities, and five Christian colleges. It is important to
note that there are no conservatories, and arts uni-
versities offer only a limited selection of art depart-
ments. Taiwan lacks specialised music schools and
colleges, which underscores the promoted concept
of ‘comprehensive talent development’. However, the
government has initiated efforts to improve youth
music education through various programmes, in-
cluding the Sending Students with Outstanding Ar-
tistic Ability to Study Abroad initiative, which was
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launched in 1962. Classes for musically talented
students, often referred to as ‘'music classes’, are
established in elementary and middle schools to
provide professional musical training to learners.

Following the relocation of the Republic of Chi-
na's government to Taiwan, the region experienced
diverse cultural development initiatives. In 1960,
composer Xu Changhui returned from France and
held a solo concert in Taipei, showcasing his com-
positions. His works exhibit the colouristic harmo-
ny reminiscent of Claude Debussy, the innovative
style of David Milhaud, and aspects of 20"-century
music, including dodecaphony, while also integrat-
ing the pentatonic scale. Xu Changhui later became
a professor in the Music Department at Taiwan Nor-
mal University, where he guided numerous talented
musicians, such as Ma Shui-long (57K7%), Li Tai-
Xiang (ZZ=#%), and Lai De-he (#112#1). Throughout
his tenure at the university, he was instrumental in
advancing music education and compaosition initi-
atives, organising and establishing musical groups
like the First Performance of New Music alongside
other composers and students, thereby promot-
ing contemporary musical works and revitalising
the evolution of Taiwanese music.

Following the 1960s, Taiwan underwent a signif-
icant social transformation, transitioning from an
agrarian society to an industrial economy, which re-
sulted in economic growth and the emergence of
a "golden age”. This successful social transforma-
tion led to material wealth, which in turn prompt-
ed swift changes in aesthetic appreciation: Western
music became prevalent, while traditional national
musical culture was pushed to the periphery. Con-
currently, the Indigenous Culture Movement (£ 13
{E3ZH) gained traction within society. Its core aim
was to enhance ethnic self-identity through crea-
tive expressions rooted in local traditions. This dis-
parity in the musical domain raised alarms among
certain composers. Consequently, in the mid-1960s,
Shi Weiliang (S21#52) and Xu Changhui (iF & 5H)
launched the Local Culture Movement and the Folk
Song Collection Movement (R K£E5551). Through
comprehensive field research, they organised Tai-
wan's musical folklore, which subsequently influ-
enced the creations of local composers. Notable
works such as “Blind Man” (§) for solo flute and

78

Piano Concerto by Xu Changhui, “Concertino” for
piano and string orchestra by Guo Zhiyuan (Z8=
3t2), the piano piece "Scenery of a Rainy Port” (R
B ZRH), and the symphonic poem "The Speckled
Rooster Flies Southeast” (FLE7<m %) by Ma Shu-
ilong (57K#), and others exhibit the unique traits
of Taiwanese traditional music.

From this point forward, Taiwanese music en-
tered a phase of significant expansion, showcasing
a trend towards diversification and rivalry among
professional institutions. The compositions frequent-
ly exhibited synthetic characteristics, merging Chi-
nese and Western influences. Ma Shuilong’s (57K
) Concerto for Bandi and Orchestra ({85 1 Z= ),
composed in 1981, features the bandi (§§#), a tradi-
tional Chinese flute, as a solo instrument alongside
a symphony orchestra. In November 1986, compos-
er Li Taixiang (Z=2=#F) produced the piano quintet,
Three Forms: Qi, Rupture, Flow (=3 - 5 ~ iff ~ 7%).
Subsequently, in 1993, he composed the chamber
piece "Mountain, Strings, Nest” (Ll ~ 3% + &), which
incorporates texts in Mandarin and indigenous lan-
guages (the score is arranged for female voice, per-
cussion, piano, and string quartet). Composer Guo
Zhiyuan (2B=238) created orchestral pieces during
the 1980s, including “Three Symphonic Etudes —
on the Themes of Hubei Folk Songs” (=& R @4k
S —F#1ER 1E) and the symphonic suite “Co-
Teacher in Heaven and Earth” (K AJM), which inte-
grated the accomplishments of Western European
musical traditions with national music. The musical
culture of Taiwan experienced rapid development
from the latter half of the 20™ century into the early
21t century. This remarkable growth was fueled, on
one hand, by the impact of Western culture, and on
the other, by the gradual emergence of the Local
Culture Movement (£ +355)) in the 1970s. Addi-
tionally, the government’s emphasis on music ed-
ucation significantly contributed to this evolution.

Consequently, the establishment and evolution of
the music education system occurred within a con-
text receptive to Western European influences. This
accounts for the prevalence of the Western Euro-
pean musical tradition in Taiwan's professional mu-
sic culture.
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OCOBEHHOCTW CTAHOBJIEHUA
N PA3BUTUA MY3bIKAJIbHOTO NCKYCCTBA
3AMAAHOEBPOMENCKOW TPAAVLI TAVBAHS

AnHoTauums: CtaTbs NOCBALLEHA N3yYeHWO 0COBeHHO-
CTeW CTaHOBJ/IEHWUS Y Pa3BUTUS MY3bIKaJbHOIO UCKYCCTBa
3aMnajHOEeBPOMNENCKOM TPaANLMM OLHOTO 13 pernoHoB Ku-
Tas — TaiBaHs (&7Z). My3blkanbHoOe UCKyccTBO TaiiBaHs
ABNAETCA YacTblo KybTypbl Kutas. CovetaHune reorpadpum-
YeCKOro NoJIOXKeHUs, SKOHOMUYECKNX PECYPCOB, 3THUYE-
CKOrO COCTaBa W PesnrMo3HbIX TpaauLmMin chopmMmpoBano
cBOeobpa3ue KynbTypbl permoHa. B nccnegosaHum Boige-
NAETCA HECKOJIbKO NEPUOLOB Pa3BUTUSA KyNbTypbl TariBaHs:
1) nepvoa [0 Hauana ANOHCKOro npasaeHns (1622—-1895);
2) nepuog anoHckoro npaenaeHns (1895-1945); 3) nocne-
BOEHHbIV nepuog (1945-1987); 4) nepuog nocae oTme-
Hbl BOEHHOro noaoxeHus (¢ 1987 no HacToswee Bpems).
MepBbI Nepuos, oxXBaTbiBatOLLNA HAMBOBLINIA BPEMEH-
HOWM OTPEe30K, B CBOKD OUepesb, MoApa3AeNseTcs Ha ro-
NaHACKO-MCnaHcKmi nepuog ¢ 1622-1661, CeMbsa YxaH
UsHryn ( ABAYIN ) npasuna c 1661 no 1683 rog u ne-
pviog npasnexHna auHactum Limn (3B) ¢ 1683-1895. Pas-
BUTWE MY3blKaJIbHOTO MCKYCCTBA 3amnajHOeBPONenckon
TPaAVLLMKN NMPOLUJIO HECKOJIbKO 3TarnoB — 3Tan CTaHOB-
nenus (nepuog — ¢ XVII Beka go koHua XIX Beka) v atan
pa3BuTuaA (XX —nepBas yetBepTb XX| Beka). Xapaktepu3ys
nepBbIA Nepnos HeoHbXoANMO OTMETUTb 3HAYEHNE MY-
3blKasIbHOW KybTYpPbl KOPEHHbIX HapoZoB TaliBaHs, Ta-
kux, kak amuc (FI3ERE), atasn GRIEHE), nanean (HEZHE),

TaviBaHb («Tal») kak pervoH Kntas npeacrasaset
€060 yHVKaNbHBbIW CMaB, OCHOBaHHbIV Ha CUHTe3e
TPaAMLIMA aBTOXTOHHOM, MaTePUKOBOW 1 €BPOMENCKOA
KY/ZIbTYPHBIX Tpaanuui. VIx B3anmogencreme B Teye-
HUW 4IUTEIBHOTO MCTOPUYECKOTO Nnepuoga chopmu-
poBann cCaMOObITHYHO My3blKabHYH KynbTypy TaliBa-
Hf, OCHOBaHHYO Ha B3anMOZAeiCTBMM abopureHHoro
M XaHbCKOTo Hacneams. B XX Beke 3aeck bbin1a co3aa-
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6yHyH (THIE) 1 ap., GONBLIMHCTBO U3 KOTOPbIX OTHO-
CATCA K «aCTPOHE3NNCKUM Hapogam». x nctopus Hacum-
TbiBaeT ropasfo 60osbLie BEKOB, YEM UCTOPUA XaHbCKMUX
nepeceneHueB. PONbKNAOP KOPEHHbIX HAPOAOB ABASET-
CSl BaXKHeWLLeN COCTaBASIOWEN My3blKalbHOW KYAbTypbl
TaliBaHs. PaccmoTpeHmMe 3Tana pa3BuUTUS MY3blKaJbHOM
KyNbTypbl packpbiBaeT 0COHEHHOCTM B3aUMOLENCTBUSA
c KynbTypon Knutas. Vix cxoacTB npossaseTcs, npexae
Bcero, B $1nn0copckoin ocHoBe: obe TpagnLmm yxoaat
KOPHAMW B KOHPYLIMAHCTBO, B KOTOPOM My3blka HECET
B cebe cosepkaHne HauMoHaNbHOM KyAbTypbl. He MeHee
BaXXHbIM OCTAETCA U AMOHCKOE KY/bTYpPHOE BAUAHWE, CO-
XpaHAtoLLeecs 1 No HacTosLlee BpeMs. B 3akitoueHnmn oT-
MeuaeTcs, 4to nocie 1960-x rogoB 3KOHOMMKa TanBaHs
TpaHchopmMmpoBanach B 3KCMOPTHO-OPMEHTUPOBAHHYIO.
B 31oT nepwmog Bce chepbl 06LLeCTBa 4EMOHCTPUPOBANN
TeHAEHUMIO K NMOJIHOM BecTepHM3auun. K cyactbro, nocne
1980-x rozoB TallBaHbCKME Y4Y&Hble BO r/1aBe C N3BECT-
HbIM My3blkoBeAOM 1 dponbkaopuctom Croli YaHxysem
(F & E8) BbICTYNUAMN 33 BO3POXKAEHME STHNUECKOMN KYbTy-
pbl, akTUBHO pa3BuBas «/iBmxeHune no cbopy HapogHbIX
neceH» v Nog4yépkmBas HeObXOANMOCTb BO3POXAEHNA
HapOAHOM My3bIKW.

KnroueBble cnoBa: ucmopusa My3elkaaeHO20 UCKyccmead
TalisaHs, akademuyeckas My3elka Kumas.

Ha cucTeMa CpeAHero My3blkaabHOro obpasoBaHus,
a TaKkXXe OTKPbITbI My3blKaibHble haKynbTeTbl B BbIC-
LUMX y4ebHbIX 3aBefeHNsX, FOTOBMBLLME Kaapbl B 06-
NacT KOMMO3MLMN U UCMONHUTENBCTBA, C 0CODObLIM
aKLEHTOM Ha Mejarornyeckyro AesTeNbHOCTb. XOTs
0byueHne My3blKasbHOMY WUCKYCCTBY y>Ke Ha npo-
TAXEHUN AIMTENBHOTO Nepuoaa cneayet 3anagHo-
€BpONencKon Moaenn, MysbikaabHoe obpasoBaHue

TaviBaHs HMKOTAa He 3abblBafo O MPEEeMCTBEHHOCTH
HaLMOHaNbHbIX My3blKasbHbIX Tpaanunii. OcobeH-
Ho ¢ 1960-x rogos, Korga komno3sutopsl LLn Ban-
naH ( B ) um Croit Yanxysin (1IFEHE ) sBosra-
BUAY «[IBUXKEHME Mo c6opy HAPOAHbIX neceH» («F
HREITT»), npoBoavBLIee MacWwTabHyo paboTy
no cuctematzauum dpoabkaopa TaneaHs. Bnocnea-
CTBUWM MHOTE KOMMO3MTOPbI NCMONb30BaAV B CBO-
NX COUYMHEHMAX HAPOZAHYH My3biKy, BO3BpaLLlas Tpa-
OVLMOHHOW KyNbType XU3HEHHYIO CUJTY.

Cneunduke pa3BuTma My3blKaabHOrO UCKYCCTBA
Kutas nocBAWEH Lenbln paj HayYHbIX UCCNes0Ba-
HWI, O4HaKO JIMLLUb HEKOTOPbIE U3 HKX 3aTparnBaroT
NCTOPUIO Pa3BUTUS My3blKanbHOW KyabTypbl TaBa-
HA. Kak ¢ ropeubto otmeuan Croii Yanxysii (I & )
B Npeamncnosun («PasmblneHmns») k ceoeli pabote
«MpeABapuUTE/bHbIA OUepK 0 My3bike TarBaHs» («=
EE P Y)TE»): «OT «MCTOPUM KUTARCKON MY3bIKN»
(«PEEZFRE») EBoxs (HBF) go «Ouepkos uc-
TOPUW KUTaNCKOM My3biki» (P BIE B4 Hll») n «Mc-
TOPWM APEBHEKMNTANCKO My3biKki» («& Bl i X = 44
$55») AH Nnbaro (FDKE) — BCce Tpyabl o ucro-
puu My3blkn Kutas TpaguumoHHo dokycnpoBanmnce
Ha XaHbCKOW My3bIKe LLeHTPabHbIX PAaBHUH, yAenss
Mafo BHUMaHus My3bike NnepudepuinHbix PperMoHoB
N Manblx HapogoB» [7, c. 2]. ccnepoBanHune Crol
YaHxyas B Hadasne 1990-x rogoB MOXeT cUMTATbCA
6a31CHbIM B M3yUeHWUN UCTOPUM My3bIKalbHOW KyJlb-
Typbl TaiBaHs. BnocneactBum yuéHble NpoACXNAN
paboty no 0606LeHNI0 N JOMOAHEHNIO NCTOPUM
TaliBaHbCKOMN My3bIkn. Cpeau My3bIKOBEAUYECKMX UC-
CNefoBaHUn HEO6XOAMMO BbIAENNTL MOHOTrpaduto
Nion HOiicro (B8RF) «Mctopus My3sbikn TaliaHs»
(«BEBE % E»), onybankosarHyto B 2003 roay [3],
a TakXe CTaTbW, MOCBSALLEHHbIE NCTOPUM CTaHOBE-
HWUA N Pa3BUTUA TallBaHbCKOW My3blKaibHOW Ky/b-
Typbl,— Bsanb Nlan ( KZR) & NlaHb YsHben (IER
& ) , lan MaouyHb (7% &), Yxan Lztoanb (5K15),
Yxao MyaHxysit (X B%), YsH Lsomun (BXFTER) &
Ce Uzanbmun (§17#ERR) [4; 5; 9; 10; 11;]. Takxe He-
06x0A4MMO BblgennTb paboTbl, paccMaTpuBatoLLne
0COBEHHOCTW CTaHOBJIEHWE W Pa3BUTUS CUCTEMbBI MY-
3blkaNbHOro obpasosaHus, — Hu XaiuyH (72 8HE)
1 YUxan Lzmxanb (SKS1E) [6; 8]. Takum obpasom,
Ha CeroZHsALWHWI AeHb NCCaeoBaTe/bckas paboTa,
MOCBALWEHHasA U3yYeHnto My3biku TaiBaHs, BegeT-
€A ,OCTaTOYHO YCMELIHO, XOTS 0bLLee KONNYEeCTBO
Hayu4HbIX NyHaMKauuin n moHorpaduii, NOCBALLEH-
HbIX JaHHOWN NpobiemaTrke HEBENUKO.

B nccnepoBaHWM BblAENSETCS HECKO/IBKO Nepuo-
[,0B pa3BUTUA KyAbTypbl TanBaHs: 1) nepnog Ao Ha-

Yana AnoHckoro npaeaeHus (1622-1895); 2) nepwmog,
AnNoHcKkoro npaeaeHuns (1895-1945); 3) nocnesoeH-
HbI nepuog, (1945-1987); 4) nepuog nocne otme-
Hbl BOEHHOro nonoxeHus (c 1987 no Hactosulee
Bpems). [MepBbIi Nepnoj, OXBaTbiBatOWNIA HaN-
60/bLUMI BPEMEHHOW OTPE30K, B CBOK OUepesb,
noApasaensieTcs Ha rofNaHACKO-UCnaHCkui nepu-
o4 (1622-1661), nepros npaBaeHUs KAaHOB Y>k3H
(1661-1683) 1 nepuog npaBaeHUs AUHACTUM LinH
(1683-1895). MOXHO BbIAENNTb HECKO/IBLKO 3TarnoB
pa3BUTUSA MY3blKaJlbHOIO NCKYCCTBa 3anajHOeBPO-
nenckom TpagnLmMm — 3Tan CTaHOBAEHWS, BKJIHOYAtO-
WA nepBbIn neprod — ¢ 1622-1895 n BTOopon —
1895 no 1949; 3tan pa3BuTKSA, BKIOYAROLWMIA: NEPBbIN
nepmog ¢ 1949-1960, sBTopow nepunog c 1960-1970
n Tpetnin nepuog 1980-1990 r.

PaccmatpuBas reHesnc TanBaHbCKOTO My3blKab-
HOro MCKyCCTBa 3anaZHOeBPONENCcKON Tpaanumnm,
CNeAyeT yunTbiBaTh UCTOPUYECKUIA KOHTEKCT GOopMu-
poBaHMa NPOPeCcCUOHaIbHON My3biKaJbHOW Kyb-
Typbl B HOBeliwen nctopun Kutasa. Mpu anHactim
Uun (7B ), NpoBOAMBLUEN MONNTUKY M30AALMUN,
KWUTanckas My3blkasbHas Ky/abTypa 6a3mpoBanach
Ha 4BOPLOBOW My3bIKe, HAPOAHOMN My3biKe 1N My3bl-
KanbHOWN gpame. HauvHas c snoxu Tau ( &), cy-
LLLeCTBOBaAN Takme yyebHble My3bikaibHble yupe-
xaeHus, kak «Jaoswy» ( «KEE» ), «Lizaodpan»
(«ZXH» ) un «Jlnoarb» ( «HE» ) . OcHOBHbIM Me-
TOAOM 0byuyeHus bbina Nepegaya HaBbIKOB OT yuun-
TeNA K YY4EHMKY W Ha NPOTAXKEHNN COTEH NIeT Npak-
TUUECKN HE MEHSACH.

[o dopmMnpoBaHUA COBPEMEHHOM CUCTEMDI
npodeccnoHasbHOro My3bikajbHOro obpasoBa-
HWA Ha TaBaHe My3blKalbHas KyabTypa yXe npo-
WAa onpeaeneHHbI NyTb pas3suTms. KosoHnanb-
HbI Nepuos 3a10>XKNA OCHOBbLI MPOHUKHOBEHMS
3anajHoON My3blKaibHOW TpaaMumm Ha TaliBaHb.
B XVII Beke, ¢ ycTaHOBAEHNEM rONNAHACKOIO U UC-
MaHCKOro rocnoacTtea B TaliBaHe, 3anagHas Kyb-
Typa pacnpocTpaHsiack B popme MUCCUOHEPCKON
AeaTeNIbHOCTY, NpeaCcTaBAeHHON B OCHOBHOM pe-
JNTNO3HOM My3blKaabHOW Tpaauumen. KonoHvanb-
Hble BAacTV CTPOWMAU Ha TaliBaHe MHOFOYNCAEHHbIE
LEepKBU M pacrnpoCTpaHaan Yyepes Npuxosbl CBOH
KynbTypy. MNocne KpaTKOBPEMEHHOTO yrnajKa, B ce-
peanHe XIX Beka, 6aarogapsa OTKPbITUIO LUHCKUM
NPaBUTENLCTBOM TallBaHbCKMX MOPTOB AJ151 BHELL-
Hel TOProBau, 3anajHas My3blka BHOBb MPOHMKAA
Ha OCTPOB Yepe3 MUCCUOHEPCKME OpraHmn3aLLnun.
Ha TaliBaHe CTPOUANCH MUCCUOHEPCKUE LLKOJbI,
rae npenozaBasncb My3blkajbHble ANCLUMANHDI,
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M3HayanbHO NpeAHa3HaYeHHbIe ANA OCyLecTBe-
HWsA Borocay>KeHuWl, HO NOCTENEHHO pacrnpocTpa-
HUBLUMECS CPeM MEeCTHOTO HaceseHus.

B XVII-XIX Bekax My3blkanbHOe Hacneguve TaiiBa-
Hs Pa3BMBaNOCh B BYX B3aMMOCBSA3aHHbIX HarpaB-
NeHnsx. ABOpUreHHble Hapoabl COXPaHSIN apxany-
Hble GOPMbI My3ULMPOBAHUSA, UCMO/b3Ys BapraHbl

(OZEZ ), Hocosble Ppneiitbl ( 255 ) 1 My3biKaib-
Hole iykn ( 5Z ) . OcHoBHOW dpopmoit My3uLm-
poBaHUA 6bIIO MeHMe, YacTo CONPOBOXAaBLueecs
TaHLUaMu, B pUTyasbHbIX U NOBCEAHEBHbIX Mpak-
TUKax, YTO OTPasnnocb B xpoHukax XyaH LUyLi3n-
Ha ( EMUE), B KOTOpbIX OTMEUanoch, YTo B Nepu-
0f, noceBa YyMu3sbl cobrpanncb 6oabLine rpynnbl
[7151 COBMECTHbIX MUPLLECTB, yYacTHUKKN Bpanncb
3a pyKu, Nev, NOANPLITMBaAV U BEPTENUCH A5 YBe-
CeneHms; 3TO Ha3blBaNOCh «HOMAOAY» («iBIFE»).
MapannenbHo B Nnepunoa nosaHein Mun (BB ) —
paHHel Lun (35 ) xaHbckve nepeceneHubl n3 ly-
aHayHa (778 ) n ®yuzanmn ( fBE ) npuHecan ta-
Kne GopMbl HAPOLHOW My3bIKM, Kak MeCHU Xakka
(BZR ), HanbbaiiryaHs (AIEE) v rayzancm (R
f#3K), KoTopble, BNMTaB MeCTHbIE TPAZULMW, TPAHC-
bopMMpoBannCh B yHUKabHbIN GEHOMEH — «TaWi-
BaHM3MPOBaHHaA XaHbCKas My3blKa».

B nepwuog c 1895 no 1949 rog, nocne pecraspa-
um Mangsn, AnoHWA akTMBHO BHeApAAa 3anasHyto
KyNbTYpY, €CTECTBEHHO, YTO 1 B MYy3blKalbHOM 06-
pa3oBaHWM OCHOBHOE BHUMaHWe yensanocb eBpo-
neiickoii My3sbike. B 1895 roay Vazasa Croasn ( 7
), nepsblii HauanbHWK [enapTameHTa 06-
pa3oBaHus npw leHepan-rybepHaTtopcTBe TanBaHs
(ANOHCKWI NPaBUTENBbCTBEHHBIN agMUHUCTPATUB-
Hbl opraH Ha TaliBaHe), NoayuYMBLUNA 0bpa3oBa-
Hue B CLUA, oT uMeHun HaumoHanbHoro obpasosa-
TenbHOro obuiectsa onyb6ankoBan «MemopaHaym
no obpazoBaHuWto Ha TaiBaHe», B KOTOPOM OTMeua-
NOCb HEOBXOANMOCTb N3YUYEHUs SMOHCKOrO A3blKa
yepes Mozenb becnnatHoro obs3atenbHOro obpa-
30BaHuA, Mepbl Kacaancb U My3blkaabHOro obpa-
3oBaHus. C 3TOro MOMeHTa B MPOBUHLMM TaBaHb
Hbl1a odULMaNIbHO yupexaeHa COBPEMEHHas Cu-
cTeMa My3blkaJbHOro obpa3oBaHus.

B aTOT nepuog B cucteme obpaszoBaHns JOMUHU-
poBasia BECTEPHU3MPOBaHHas ANOHCKas napagurma,
B TO XK€ BPeMs OTCYTCTBOBasja eé BbICLLAsA CTyMeHb.
OpapéHHas Monogéxb Hanpaeasnack Ana npodeccmo-
Ha/IbHOV MOATOTOBKM B AANOHWMIO, HanNpumep, B My3bi-
KanbHbI yHuBepcuteT Mycacuto ( ELiEEF ) . Mocne
BOCCoeanHeHus TaBaHs ¢ PognHol 1 nepemMelLeHns
npasutensctBa Pecny6ankn Kntai Ha TaBaHb, B HOS-
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6pe 1945 rosa lOMWHbAAH B COOTBETCTBUMN C HOBOW
obpasoBaTesibHOW CMCTEMON NepenMeHoBan Tanb3in-
CKYHO BbICLUYHO LLKOAY Npu [eHepan-rybepHaTopcTBe
TaliBaHs, OCHOBaHHYO B MEPUOA AMOHCKOro npasJie-
HWs, B TaBaHbCKWUIA Nesarormyecknin MHCTUTYT. B aB-
rycte 1946 roga NHCTUTYT NPUHAN NEPBbIX CTyAEH-
TOB MO My3blKaNbHOW cneumannsauumm. Mocne Tpex
net paboTbl 66N yupexaeH GakybTeT My3blKaabHO-
ro UckyccTBsa. B 3ToT nepuog BHUMaHWeE yaensnochb
KaK KWUTalCKoM TPaAWLMOHHOW My3bIKaabHOWM Kyb-
Type, Tak 1 3anagHOEBPOMNENCKON My3bIKe.

C MOMeHTa OCHOBaHMA My3blKaabHOro dakyib-
TeTa TaliBaHbCKOro NeAarormyeckoro yHusepcuTeTa
B 1946 rogy 1 Ao HacTosLLEero BpeMeHu obLee KO-
YECTBO YHUBEPCUTETOB Ha TaliBaHe, UMEIOLLMX My3bi-
KanbHble GaKyNbTeTbl MU HAayYHO-UCCeA0BaTENbCKME
WHCTUTYTbI MY3bIKaAbHOIO UCKYCCTBA, AOCTUIIO JBa-
auatn cemu. Cpean HUX B OCHOBHOM Z€BATh Neja-
rormyeckmx YyHMBepCcUTETOB, BOCEMb KOMIMJIEKCHbIX
YHUBEPCUTETOB, TPY YHMBEPCUTETA UCKYCCTB U MATb
XPUCTUAHCKUX KOAeaKel. BakHO OTMETUTB, UTO OT-
CYTCTBYIOT KOHCEPBATOPUM, @ YHUBEPCUTETBI UCKYCCTB
OXBaTbIBAKOT HECKOJIbKO XyOXKECTBEHHbIX OTAENEHUIA.
B TaBaHe HeT CreLmanm3MpoBaHHbIX My3blKaabHbIX
LUKOA W KONNEAXKERN, UTO CBA3AHO C NponaraHaupye-
MOW KOHLLeMNLMen «BCECTOPOHHETO Pa3BUTUA TaNaH-
TOB». OZiHaKo B 0671aCTV My3bIKalbHOIO BOCMUTA-
HWS MOJIOAEXM NMPaBUTENbCTBO NPWaraeT ycuams,
npoBoAA psag NporpaMM, Takmx Kak «HanpaeneHue
Ha obyueHue 3a rpaHunLly Y4YaLLUXCs, MPOABUBLLMX
BblAaroLLMecs CnoCcoOHOCTU B UCKYCCTBE», BBEAEH-
HbIX ¢ 1962 roga. B HauanbHbIX N CPeAHMX LLIKONAX
CO3JatoTCA KACChl A/ MY3blKaJbHO OAAPEHHBIX Je-
Telt (COKpaLLeHHO «My3blKa/bHble KNacChl») A OCY-
LLLEeCTBIEHNSA PaboTbl N0 NPOdECcCHOoHaNbHOM My3bl-
Ka/JIbHOWM MOArOTOBKE YYalLNXCs.

Mocne nepeesna npasutenbctea Pecnybavkmn Ku-
Tali Ha TaiBaHb A4eATebHOCTb MO PA3BUTUHO KYAbTY-
pbl pervoHa NpuHMMana pasinyHble HanpasaeHUs.
Komnozutop Croit Yanxysin ( FEE ), BepHyBLumMiACcA
13 ®panumm, B 1960 rogy npoén B Talibae nepco-
HaJIbHbIN KOHLIEPT-NPe3eHTaLMIo CBOVX Npov3Bese-
HWIA. B ero courHeHnax MOXHO YCMOTPETb KOJA0pU-
CTnyeckyto rapmoHuto K. [lebroccu, TBOpUeCKMiA CTub
. Muiio, a Takxe anemeHTbl My3blku XX Beka, Takme
Kak goaekadoHus, Npu 3TOM B NPOU3BEAEHUAX NPW-
CYTCTBYET MeHTaTOHMKa. OH 3aHAN AOKHOCTb NPO-
beccopa My3blkanbHOTo GakysnbTeTa TaBaHbCKOrO
nefjarornyeckoro yHMBepcuTeTa, BOCMUTaB Lenyto
naessy TanaHTAMBbIX My3bIKaHTOB, Takux kak Ma LLlyii-
ayH (BKE ), Nn Taican ( =) v Nai [sxs (

FH{EA ) . B TeueHue cBoero npebbiBaHNa B yHUBEP-
CUTETE OH aKTUBHO Pa3BMBaN My3blKaibHOe 06pa3o-
BaHME N KOMMO3MTOPCKYHO AEATENbHOCTb, OPraHn30-
BbIBa/I 1 CO34aBa/ BMeCTe C APYrMMU KOMMO3UTOPaMm
W CTyAeHTaMu My3biKa/ibHble rpynribl, Takue kak «Mep-
BOE MCMO/IHEHME HOBOM My3bIKI», PACNPOCTPaHsst HO-
BelLuMe My3blKaibHble NPOU3BEAEHUS, BIUBAs HO-
BYHO 3HEPIUIO B PasBuTHeE My3bikv TaiiBaHs.

Mocne 1960-x rogos TariBaHb BCTYNWUA B Nepuog,
TpaHchOpMaLMK COLMaNbHON CTPYKTYPbI, Nepexos
OT arpapHO 3KOHOMUKU K MHAYCTPUANBHOW, YTO Npu-
BE/IO K 5KOHOMUUECKOMY B3/IETY U HACTYMAEHUIO «30-
JIOTOrO Bekax. YCrnelHas counanbHas TpaHchopMa-
LMs NpyHecaa MatepuanbHoe 61arococTosiHme, uTo,
€CTeCTBEHHO, BbI3BasIO BbICTPbIE U3MEHEHUS B 3CTe-
TUUYECKOM BOCMIPUATUN: 3aMadHas My3blka noJiyyuaa
LIMPOKOE PacrpoCTpaHeHe, a TPAANLIMOHHAS HALMO-
Ha/bHasA My3blkabHas KyabTypa 6bl1a OTOABMHYTa
Ha BTOpOW nnaH. B To xe Bpems B obLiecTBe Habu-
pano cuny «[lBUXeHne 3a MeCcTHyto KynbTypy» (£ 1
XAEIEHN). Ero cyTh 3akntouanach B yKpereHum a1-
HUUECKOW CamMoMaeHTUbMKaLMM Yepes TBOPUECTBO,
OCHOBAHHOE Ha MECTHbIX TPAANLMSX. ITOT AncbanaHc
B My3blkanbHOM chepe Bbl3Ban 03a00UYEHHOCTb Y He-
KOTOpbIX KOMNO3KUTOPOB. [Mo3ToMy B cepeaviHe 1960-x
rogos LU Bainsan ( SEMESR ) un Croin Yanxysn (1F &
=) MHMUMMPOBaU «[lBUXKEHME 338 MECTHYHO Ky/b-
Typy» U «[lBUxeHue no c6opy HapogHbIx neceH» (B
PREIEH). Mposeas MacwTabHble NONOEBbIE UC-
CNeAOBaHUS, OHU CUCTEMATU3MPOBANN My3bIKalb-
HbI GobkAOp TaliBaHs, uUTO NOBAMANO Ha TBOPUe-
CTBO MECTHbIX KOMMO3MTOPOB. Takme COUnHEHNS, Kak
«Cnenoit» (§) ans dpaeitbl cono n KoHuept ans Gop-
TenunaHo Cioit YaHxyas, «KoHUEpTUHO» ans popTe-
NaHo 1 CTPyHHOro opkectpa Mo YUxutoaHs (FBZ38),
dopTenmnarHHasa nbeca «3aprCoBKM AOXAAMBOIO NOpP-
Ta» (FRVBZEM) u cumdoHnyeckas nosma «Mectpbiit
NeTyx NeTuT Ha toro-soctok» (FLEEZRE ¥) Ma Llyi-
nyHa (57K%) v apyrve, HecyT B cebe ApKO Bbipa-
XEHHbIE UepTbl TANBaHLCKOM TPAANLIMOHHOMN My3bIKU.

C 3TOro BpemeHun My3blka TaBaHsA BCTynuaa
B Pa3y MHTEHCUMBHOIO POCTa, AEMOHCTPUPYSA TEH-
AEHUMIO K AvBepcubuKaLmm n conepHMYecTBy npo-
beccmoHanbHbIX WkoA. MNpon3BeseHNs YacTo HeCan
B cebe CMHTETMYECKMe YepTbl, COBMeLLas Kutanckmne
1 3anagHble 3nemeHTbl. «KoHuepT ans 6aHan C op-
kectpom» (HIEE 2= M) Ma WyinyHa (57K ), co-
34aHHbIN B 1981 roay, rae KuTanckas npogosibHas
dneiita 6anan (BBE) ncnonbayetca B KauecTse co-
NNPYIOLLEro MHCTPYMEHTa B COYETaHUM ¢ cuMdo-
HUUYeckMm opkectpom. Komnosutop Jn TacaH (2
Z=%$)B HoAbpe 1986 roga co3gan GopTenvaHHbI
KBUHTET «Tpu dopmbl — Lin, Pa3peis, MoTok» (=
™ - 5~ W7 - 7). Mosxe, B 1993 roay, oH Hanucan
KamepHoe counHeHune «fopa, CTpyHbl, MHe3go» (L
5% ~ &), B KOTOPOM WUCMOJIb3YHOTCA TEKCTbI Ha MYTYH-
Xya 1 A3blkax KOPEeHHbIX HapOA0oB (NapTUTypa Hanwm-
CaHa ANs XEeHCKOro ronoca, yaapHolx, GoprenvaHo
n cTpyHHoro kBaprteTa). Komnosutop o YxxunroaHs (
2R 3) B 1980-€ rogbl CO34aNn OPKECTPOBbIE NPOU3-
BeAeHWA — «Tpy cMMPOHMYECKMX 3ToJa — Ha TEMb
HapOAHbIX neceH Xy6aa» (=B R M4 > H—EfiLR
1) 1 cumdpornyeckyto cronty «Co-HacTaBHUK Ha He-
6ecax u Ha 3emne» (K AJT) B koTopbix coueTan g0-
CTVKEHUS 3anaZHOEBPOMNENCKOro My3blKajlbHOro
MCKYCCTBaA U HaLMOHaNbHOM My3blku. My3bikanbHas
KynbTypa TanBaHsA ObICTPO pa3BMBaETCsA CO BTOPOM
nonosuHbl XX go Havana XX| Beka. Takoi pe3kuii
NoAbEM Obll 0BYCNOBAEH, C OAHON CTOPOHbI, BAUAHN-
€M 3anagHoN KyabTypbl, @ C 4PYron — NoCTenNeHHbIM
nogbeMoM B 1970-x rogax «[1Bv>KeHWA 3@ MECTHYHO
KynbTypy» (£ 1 355)). besycnosHo, B 3TOM npouec-
Ce BaXKHY0 POJib CbIrpano v BHUMaHWe npaBuTesb-
CTBa K My3blKa/lbHOMY 0Opa3oBaHMuto.

Takvm 06pa3om, CTaHOBAEHWE N Pa3BUTUE CU-
CTeMbl My3blKaJlbHOro 06pa3oBaHWA NPOMNCXOAM-
J10 B YC/I0BUAX OTKPBITOCTA 3anaZHOeBponenckomy
BAVAHNIO. DTO 0OBACHAET AOMUHNPOBAHWE 3anag-
HOEBPOMENCKON My3blKaabHOW TPaAnLMK B NpO-
beccmoHanbHOM My3blKaabHOWM KynbType TaliBaHs.
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EVOLUTION AND SPREAD OF ORNAMENTAL
PATTERNS ON SILK FABRICS OF THE TANG DYNASTY

Summary: This study analyzes fragments of Chinese
silk fabrics from the Tang Dynasty discovered in the
Moshevaya Balka burial complex (8"-10" centuries).
Through horizontal and vertical comparisons with similar
ornamental patterns, the dissemination routes and visual
transformations of these patterns along the Silk Road are
explored. Particular attention is paid to the morpholog-
ical features and symbolic meanings of the ornamental
patterns discovered in the Moshevaya Balka burial com-

The Tang dynasty (618-907 CE) represents one
of the most mature stages in the development of
ancient Chinese society, characterized by a stable
political system, economic prosperity, and a high
degree of openness and creative vitality in culture
and the arts. This period witnessed both intensive
interaction among various civilizations and a simul-
taneous flourishing of indigenous cultural traditions.
Within this context, the Great Silk Road — an es-
sential channel for civilizational exchange between
East and West — reached an unprecedented level
of prosperity. Originating in the 2" century BCE, the
Silk Road was a land-based trade network that be-
gan in Chang'an and extended through Central and
Western Asia to the Mediterranean. In the 6 centu-
ry CE, conflict between the Byzantine and Sasanian
empires disrupted the traditional route, leading to
the formation of a new branch stretching from the

plex. The analysis provides a deeper understanding of
the evolution of decorative art during the Tang Dynasty
and the mechanisms of transformation of its symbolic
system. The research findings also hold value for con-
temporary artistic design approaches related to the re-
vival and innovative use of traditional patterns.
Keywords: Tang Dynasty silk fabrics, lion patterns, grape
patterns, Mosheva Baleka ruins, image transformation

Caspian Sea northward across the Caucasus Moun-
tains to the Black Sea. Beyond facilitating the trans-
port of goods such as silk, ceramics, and spices, the
Silk Road became a crucial conduit for the intercivi-
lizational transmission of technologies — including
papermaking, metallurgy, and textile production —
as well as for the synthesis of ideological systems
such as Christianity, Buddhism, Zoroastrianism, and
Manichaeism. Over time, products from different re-
gions developed distinct local characteristics[1]. Silk
fabrics discovered at the Moshchevaya Balka archae-
ological site in the North Caucasus provide materi-
al evidence of cultural contacts along the Silk Road
and vividly demonstrate the multidirectional move-
ment and formal transformation of artistic traditions.
All these archaeological finds demonstrate that silk
was not only a trade commodity but also a vehicle
for profound civilizational interactions.
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Il 1. Inv. No. KZ 6734, c. 8th-9th century CE. Excavated at the Moschevaya Balka burial complex, The State Hermitage Museum

collection

In a systematic study of textiles from the Mosh-
chevaya Balka complex conducted by A.A. lerusalim-
skaya, three main groups of imported fabrics were
identified: Byzantine, Sogdian and Chinese[3]. This
classification not only reveals the significant posi-
tion of the North Caucasus region within the Silk
Road trade network but also reflects the profound
cultural integration expressed through the region’s
textile arts. Among the silk fabrics discovered at the
Moshchevaya Balka site, more than one hundred
fragments have been identified as products exhib-
iting the characteristic features of the Tang period
(approximately the 8t-9t centuries). Particularly
noteworthy is a silk fragment unearthed in 1972.
Its ornamental composition closely resembles Byz-
antine textiles decorated with circular medallions;
however, it uniquely combines linked-pearl patterns,
Han-dynasty cloud patterns, grapevine designs, and
an animal tail element adorned with a honeysuckle
patterns. Such a complex visual synthesis testifies
not only to the innovative approaches of Tang-dy-
nasty weavers in terms of form and content, but
also reflects the multidirectional nature of artistic
interactions and cultural integration that occurred
as art disseminated along the Silk Road. This tex-
tile sample reveals the multicultural character of
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the decorative system that developed within the
broader Silk Road sphere. The artifact (Inv. No. Kz
6734) (Fig. 1), measuring approximately 36 cm in
length and 40 cm in width, consists of three small
stitched fragments. Due to significant deterioration,
the ornamental pattern has been only partially pre-
served. The Russian researcher A.A. lerusalimskaya
described this object as a "resist-dyed print (frag-
ment of a Betan caftan)” and proposed that these
silk textiles were most likely produced by Chinese
weavers, given that the structure of the looms and
the production techniques correspond precisely to
Tang-dynasty weaving methods. However, in the
absence of clear manufacturing marks, the ques-
tion of their exact place of origin remains a matter
of scholarly debate.

The silk fragment unearthed at the Moshchevaya
Balka site, catalogued as Inv. No. Kz 6734, was pro-
duced using the traditional Chinese stencil-resist
dyeing method known as the clamp-resist dyeing
technique. This technique relies on the use of carved
wooden blocks and cut-out stencils. According to
the Tang-dynasty source Yinhua lu (Ei& ), it was
invented before the twelfth year of the Kaiyuan era
(724 CE), and its invention is attributed to the sister
of Liu Jieyu (M1E%F), a concubine in the retinue of

IlL. 2. Cave 118 has been identified as the Kyzyl Grotto behind the main room. Around the 3rd century AD. Xinjiang

Emperor Xuanzong. The clamp-resist dyeing tech-
nique involves tightly clamping a piece of fabric be-
tween two wooden plates carved with a symmetrical
pattern. As dye penetrates the cut-out sections in
a controlled manner, the motif gradually emerges.
Traditionally, two primary colors were employed: or-
ange (sometimes with a reddish-brown hue) as the
ground color, and blue for outlining the design. Af-
ter the initial dyeing, additional pigments could be
applied to the patterned areas, imparting rich poly-
chromy and a refined tonal structure. This technique
reached the height of its popularity in China dur-
ing the Tang dynasty and was subsequently trans-
mitted to Japan and the Korean Peninsula through
embassies sent to Tang China.

In the decorative composition of the fragment
(Inv. No. Kz 6734), the primary structural element is
a series of concentric circles of varying diameters,
which clearly represent an adaptation of the linked-
pearl pattern. This principle of pattern organiza-
tion — where key motifs are placed within clearly
defined circular medallions — can be traced back to
the artistic tradition of Sasanian Iran, where orna-
mentation based on interconnected circles became
widespread. The motif originally emerged within Zo-
roastrianism: ring-shaped beads symbolized sacred
light and held particular religious significance. An-
imal themes depicted within these circles — such
as lions, wild boar heads, goats, peacocks, winged
horses, and others — were regarded as manifesta-
tions of deities. Once introduced, these motifs con-

tinued to evolve, eventually enriching the decorative
system of the Tang dynasty and becoming a pop-
ular ornamental theme of the period. Chinese arti-
sans creatively reinterpreted the original structure,
transforming the static elements of the linked-pearl
pattern into dynamic and highly decorative “orna-
mental rings.” This approach, which combines an
emphasis on the central composition with the pe-
ripheral development of the pattern, facilitated the
transition from figurative forms to abstract orna-
mentation, lending visual dynamism to an otherwise
rigid structural scheme. From the mid-eighth cen-
tury onward, ornamental motifs featuring vegetal
scrolls and floral elements — integrating both East-
ern and Western influences — gradually displaced
the traditional linked-pearl pattern. The entire pat-
tern is executed as a continuous, four-directional
repeating design, providing both compositional or-
der and overall visual coherence. At the same time,
this structure meets the practical demands of mass
production, demonstrating a high level of artistic
sophistication and technical planning.

The circular frame in the ornament of the Mosh-
chevaya Balka fragment likely derives from the
decorative scheme of the grapevine motif[4]. In
ancient Chinese decorative art, the grape pattern
has an exogenous origin, and its introduction was
closely linked to material exchange with Central
and Western Asia as well as to the spread of reli-
gious art. Archaeological evidence indicates that
grape cultivation first emerged in the region be-
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Ill. 3. Photo source: Zhao Feng, «The Complete Works of Art of Dunhuang Silk- British and Tibetan Volumes», p. 199

tween the Caspian and Black Seas, including their
southern littoral in Asia Minor. From there, it grad-
ually spread to the South Caucasus, Central Asia,
and Mesopotamia. The peoples of Turkestan de-
veloped techniques of fermentation and winemak-
ing, through which the grape came to symbolize
luxury, feasting, and pleasure — embodying the
idea of wealth and abundance accumulated during
periods of peaceful prosperity[5]. As early as six
thousand years ago, reliefs in Egyptian tombs al-
ready depicted scenes of viticulture and wine pro-
duction, attesting to the early flourishing of grape
culture[6]. In the Greco-Roman and Persian regions,
the grapevine motif became especially widespread
in sculpture and mural painting, where its sym-
bolic meaning evolved from representing natu-
ral fertility to signifying political authority and the
iconography of abundance. China’s contact with
the grape can be traced back to the Western Han
period, when Zhang Qian’s diplomatic mission to
the Western Regions led to the introduction of
grapevines. However, the grapevine pattern did not
achieve broad popularity in China at that time; its
systematic artistic development occurred primar-
ily in Western Asia and the Mediterranean world.
According to written sources and surviving arti-
facts, vineyards and decorative elements featuring
grapevine patterns already existed in Xinjiang by
the first century CE. In the early twentieth century,
the British archaeologist Marc Aurel Stein discov-
ered in the ruins of Loulan a fragment of wooden
architectural ornament (dating to approximate-
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ly the 3-4t centuries CE) decorated with a pat-
tern resembling stylized grapevines, confirming
the practical use of this motif. In addition, a Chi-
nese plain-weave silk discovered in Palmyra (Syr-
ia) in Tomb Tower No. 65 also features a grapevine
pattern. This phenomenon vividly illustrates the
transregional dissemination and synthesis of ar-
tistic elements along the Silk Road. From the reign
of Gaozu of the Han dynasty, through the Wei and
Jin periods, and into the Sui and Tang dynasties,
the production of brocades featuring grapevine
patterns persisted, reflecting both the continuity
and diffusion of this design within Chinese textiles.
Under the influence of the Silk Road, Chinese arti-
sans actively absorbed new artistic trends, contrib-
uting to the development of an internationalized
aesthetic. The textile fragment from the museum
hermitage collection demonstrates a grapevine pat-
tern that differs from the more commonly encoun-
tered realistic S-shaped or C-shaped vine curves in
Chinese art. Instead, it presents an abstract com-
position with a systematically arranged distribu-
tion of elements, in which the motifs radiate from
the inner circle outward to the periphery. Similarly,
abstract artistic treatments of grape patterns can
be found in Tang Dynasty grape-patterned bro-
cade unearthed in Dulan County, Qinghai Province,
and grape-patterned brocade unearthed from the
Dunhuang Mogao Caves.

The silk fragment clearly displays cloud patterns
and curly grass patterns, with the design character-
istics of the curly grass patterns likely depicting ani-

mal tails. In Cave 118 at Kizil, dating to around the 3™
century CE, a decorative band along the lower edge
of the arched ceiling, where it meets the wall, features
a series of ornamental panels. Among these, a fish-
tailed horse with a tail resembling curled leaves is de-
picted. The horse possesses a head, a pair of wings,
and a tail that curls and splits at the tip into a pair
of symmetrical four-bud curly grass patterns (also
known as honeysuckle patterns). The German Royal
Turfan Expedition also referred to Cave 118 as the
“Sea Horse Cave” (Fig. 2)[7], marking this as an early
form of the honeysuckle pattern used as a decora-
tive motif. During the Northern Dynasties period in
China (439-581 AD), the tails of lion-like auspicious
beasts in brocade fabrics were intentionally crafted
into curly grass patterns, gradually moving away from
naturalistic features and evolving into more decora-
tive and symbolically meaningful honeysuckle pat-
terns characteristic of Chinese art. The roundel griffin
pattern unearthed in Dunhuang (currently housed
in the British Museum, MAS.944, see Fig. 3) and the
fragment in the collection of the Hermitage Muse-
um share identical tail designs for the central zoo-
morphic motif, both rendered in the artistic form of
a honeysuckle-pattern tail. This decorative feature
forms a continuous evolutionary thread within the
ornamental systems spanning East Asia to the Eura-
sian interior. The textile pattern in the British Muse-
um collection is also a roundel design, encircled by
a rope-pattern border. Within the roundel, the grif-
fin's head and spread wings are visible, with distinct
iconographic features clearly identifying it as a griffin.
Chinese scholar Zhao Feng, in “The Complete Col-
lection of Dunhuang Silk Art: Russian Collections”,
conducted a comparative analysis of the two silk
fragments and concluded that they belong to the
same period, the same decorative system, and the
same dyeing and printing technique. However, the
fragment unearthed from the Baleka cemetery only
preserves the tail and the mane of the neck, lack-
ing detailed morphological observation. Therefore,
adopting the term “grape and auspicious beast pat-
tern,” as proposed by scholar Zhao Feng, for nam-
ing the decorative pattern of this fragment is a more
cautious and inclusive approach. This naming re-
flects both the technical commonalities with similar
Dunhuang patterns in terms of the grape roundel
framework and the curly grass tail ornament, while
also accommodating potential variations in the spe-
cific depiction of the central animal (which could be
a lion or a griffin) across different specimens.

Ill. 4. Gilded silver dish of East Roman workmanship depicting
mythological characters,Collection of the Gansu Provincial
Museum IV-V centuries A.D.

This fragment (O0O0. N¢ OO 6734) features a fine-
ly detailed decorative element at the center of the
roundel, characterized by animal mane-like motifs
that imbue the pattern with an exotic charm. This
is evident through its typical “curled mane” fea-
ture, which can be compared to similar lion patterns
with “curled manes” from the Tang Dynasty. Exam-
ples include the Standing Lion and Floral Medal-
lion Brocade from the China National Silk Museum,
the Square Brick with Grape and Auspicious Beast
Pattern excavated from the site of the Three Pure
Ones Hall in the Daming Palace of the Tang Dynas-
ty in Xi'an, Shaanxi (housed in the Chinese Archae-
ological Museum), and the Gilded Silver Plate with
Roman Divine Figures. All of these display similar
curled mane structures. This characteristic signifi-
cantly differs from motifs of horses, tigers, leop-
ards, and other animals. In compositions featuring
winged creatures such as heavenly horses, mythi-
cal beasts, or griffins, wings are typically depicted,
yet this fragment shows no such features. Based
on the characteristics of the tail and the mane on
the neck, it can be inferred to be a lion pattern. The
lion, as an exotic species introduced to China rela-
tively early via the Silk Road, has documented ev-
idence of tribute offerings. According to records,
in the first year of the Zhanghe era of the Eastern
Han Dynasty (87 AD), the Yuezhi kingdom (A K E)
presented a lion, which is currently the earliest re-
corded tribute of a lion. Thereafter, documented
tribute lions from the West continued for 16 cen-
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turies[8]. Historical texts also provide corroborating
evidence. Both the Book of the Later Han: Chron-
icles of the Western Regions and the Book of Jin:
Chronicles of Foreign Peoples record that the East-
ern Han envoy Gan Ying, during his mission to Da-
gin (the Roman Empire), heard elements of Greek
myths and legends upon reaching the western bor-
der of the Parthian Empire. This can be regarded
as textual evidence of such themes being indirectly
transmitted via the overland Silk Road. By the Tang
Dynasty, lion patterns had become widely developed
in brocades and had evolved into a popular motif
used by both the imperial court and the common
people. For example, lion patterns were explicitly
listed among the Shu brocade tributes during the
reign of Emperor Taizong[9].

The compositional combination of grapes and
lions is not coincidental. On the contrary, alongside
the “linked pearls” patterns, it represents a classic
embodiment of Western themes that entered China
via the Silk Road. This iconographic synthesis car-
ried profound religious and secular foundations,
deeply rooted in both Western and Eastern civili-
zations. In 1988, a Byzantine gilded silver plate was
discovered in Jingyuan County, Baiyin City, Gansu
Province, which has become one of the most rep-
resentative material testimonies of artistic exchang-
es along the Silk Road. The ornamental structure of
this silver plate exhibits a striking resemblance to
a Tang Dynasty silk fabric fragment unearthed at
the Moshevaya Balka archaeological site, both in
terms of compositional layout and visual pattern-
ing, indicating a profound cultural and visual inter-
connectedness between them.

The primary pattern of the Balka textile is a com-
position of grapevines and lions enclosed within
a frame of two concentric circles. In contrast, the
silver plate is structured around three concentric
circles: the outermost circle is adorned with grape
scrolls incorporating depictions of birds and animals;
the middle circle features twelve busts of Olympian
gods, interspersed with figures of birds and beasts;
at the center, a man is depicted seated on the back
of a lion, unanimously identified by scholars as Di-
onysus. Regarding the dating and provenance of
this silver plate, Japanese scholar Ishikawa Mie pro-
posed that it is of Roman origin and dates back
to the 2"-3 centuries CE [10]. Meanwhile, French
scholar Stevenson considers it a representative of
Eastern Roman craftsmanship from the 3-4t centu-
ries. The official attribution by the Gansu Provincial
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Museum places it within the chronological range of
the 4t-5% centuries CE. Regardless of its exact place
of manufacture, this artifact likely entered China via
the Silk Road as either a diplomatic gift or an item
of trade [11], attesting to the widespread dissemi-
nation and popularity of the lion-and-grape motif
across Eurasia during that period (Fig. 4).

From both iconographic and visual-semiotic
perspectives, the two works demonstrate evident
similarities in compositional logic and systems of
symbolic meaning. The conceptual core of the silver
plate is built upon a religious narrative: the com-
bination of the lion and grapevine embodies the
symbolism of the Dionysian cult, associated with
fertility, vitality, and sensual pleasure. In contrast,
the silk fragment from Moshevaya Balka represents
a secular visual reinterpretation of this motif within
the cultural context of the Tang Dynasty, transform-
ing the religious symbol into a decorative design.
Such semantic transfiguration reflects the cultur-
al mechanisms of assimilation, transmission, and
reinterpretation of exogenous motifs during their
eastward diffusion.

Similar pattern combinations were widely de-
picted in the art of the Tang Dynasty. The primary
variations of the lion-grape motif are found on ar-
tifacts such as bronze mirrors and decorative bricks
from that period. Japanese scholar Okakura Kakuz
0 dates such mirrors with the grape-lion pattern to
the 6% century, suggesting that the combination of
grapes and lions indicates a Far Eastern origin for
this composition[12]. This confirms that this pat-
tern system was fully adopted and applied in the
iconographic system of East Asia. The main design
of the “lion and grape” type mirrors is typically or-
ganized into two zones: the central field is reserved
for lions and other mythical animals, while the pe-
ripheral zone is filled with floral or grape patterns,
creating a balanced and richly detailed composition.
The formation and popularity of this type of orna-
ment coincided with the reign of Emperor Gaozong
and Empress Wu Zetian (650-705 CE), demonstrat-
ing the assimilation and creative reinterpretation
of exogenous motifs within the diverse society of
the Tang Dynasty. Its artistic language blends the
Dionysian symbolism of the Greco-Roman world
with the Chinese tradition of venerating auspicious
mythical creatures, forming a visual system that em-
bodies both power and abundance. In this cultural
context, the silk fragment discovered at the Mo-
shevaya Balka site, though damaged to the point

where the precise identification of the animal de-
picted is challenging, exhibits a compositional log-
ic and decorative system highly consistent with the
“lion-grape” ornamentation of the Tang era. The
ring-like structure of the pattern, the interwoven
grapevine scrolls, and the symbolically accentuat-
ed central depiction of an animal adhere closely
to the typical principles of Tang decorative syntax.
The dissemination of such a visual model indicates
that the combination of the lion and grapevine rep-
resents not merely a decorative fusion of patterns
but also a significant example of the “shared sym-
bolic language” characteristic of artistic exchange
along the Silk Road.

Despite existing limitations in visual identifica-
tion, a plausible hypothesis regarding its significance
can be formulated by analyzing the morphology of
the pattern in conjunction with the decorative tra-
ditions of the Tang Dynasty and the broader con-
text of cultural exchange along the Silk Road. This
approach goes beyond mere formal comparison of
images and is grounded in a structural analysis of
the visual language and a synthetic understanding
of its cultural semantics. As Ernst Hans Josef Gom-
brich noted in Symbolic Images: “Every symbol in
a picture carries a certain meaning; if one isolates
the image, severing its connection with the context,
none of these elements can be interpreted correct-
ly” [13]. Consequently, interpreting the zoomorphic
motif within a circular medallion must transcend
isolated analysis of individual images and be con-
sidered within the holistic context of the Tang Dy-
nasty's visual system.

In the decorative arts of the Tang Dynasty, par-
ticularly in silk textiles and ornamentation, motifs
such as lions, grapevines, and linked-pearl pattern —
elements of Western origin — were frequently em-
ployed. This reflects the contemporary fascination
with “foreign tribes” and an aesthetic admiration

for exotic forms. On a semiotic level, such patterns
symbolized strength, valor, prosperity, and mythical
creatures from distant lands. At the same time, they
serve as evidence of how the Tang Dynasty recon-
structed its visual language and formed a new sym-
bolic system through intercultural artistic exchange.
During the Tang Dynasty, the grape pattern devel-
oped into a polysemiotic system: while preserving
cultural memory of its exotic origins through asso-
ciations with banquets and hedonistic pleasures, it
simultaneously acquired auspicious symbolism re-
lated to wealth, longevity, and the prosperity of de-
scendants. Exogenous visual motifs, reinterpreted
within the Chinese cultural context, formed a dec-
orative system that combined symbolic depth with
aesthetic value. The lion, symbolizing power and
protection, and the grapevine, embodying life and
abundance, together create an aesthetic structure
of “power and fertility”.

Conclusions

Based on morphological characteristics, seman-
tic analysis of the imagery, and the context of its
dissemination, it can be hypothesized that the lost
portion of the Moshevaya Balka fragment original-
ly depicted a lion pattern. The combination of the
lion and grapevine enjoyed prolonged and wide-
spread circulation across diverse intercultural con-
texts, owing both to the universal aesthetic appeal
of its formal language and the multiplicity of sym-
bolic meanings associated with abundance, pro-
tection, and power. The evolution of Tang Dynasty
patterns further demonstrates that, under the influ-
ence of interregional exchange, such motifs under-
went creative transformation and reinterpretation
while retaining their inherent distinctive features.
The mechanisms of cultural exchange and the aes-
thetic logic embedded in them continue to serve
as a valuable resource for contemporary intercul-
tural understanding.
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ce Mowesas banka (VIII-X BB.). [lyTem ropusoHTasbHO-
ro N BepTVKaJbHOIO COMOCTaBAEHNA C aHaNOTUYHBIMU
OpHaMeHTaNlbHbIMU y30pamMu UCCNeayroTca NyTK pac-
NPOCTPaHeHNa 1 BM3yasbHble TpaHChOPMaLIMM JaHHbIX
y30pOB Ha Tepputopumn Beankoro wenkosoro nytn. Oco-
60e BHUMaHWe yaensetca MOpPOAOrn4ecknm ocobeH-
HOCTAM M CUMBONNYECKMM 3HAYEHNAM OPHAMEHTa/IbHbIX
Yy30pOB BbIfiB/IeHHbIX B norpebeHnn Moluesas baska.

Onoxa TaH (618-907 rr.) npeactaBaseT coboi
OZVH V3 Hanbosee 3pesibix 3TanoB Pas3BUTUSA ApPEeB-
HeknTamckoro obuecrea, 418 KOTOPOro xapak-
TepHbI CTabuibHas NOAMTUUECKAs CUCTEMA, KO-
HOMMWYECKMUIA NOABEM, a TakXKe BbICOKas CTENEHb
OTKPBITOCTVM U TBOPYECKOW aKTMBHOCTU B chepe
Ky/JIbTypbl U UCKYCCTBA. DTOT Nepuos CTan BpemMe-
HEM WMHTEHCVBHOTO B3aNMOZAENCTBUSA Pa3INYHBbIX Lin-
BWIM3aLMIA U OAHOBPEMEHHOrO pacLiBeTa Haumo-
Ha/IbHbIX KYNbTYPHbIX TPaguLMiA. B aTux ycnoBusx
BennKkunin WenkoBbIv MyTb — BaXKHEMLUWIA KaHan Lm-
BU/IM3aLMOHHOrO obMeHa mexay Boctokom u 3a-

MpoBeAeHHbIV aHaM3 NO3BOAAET ry6Xe NOoHATbL 3a-
KOHOMEPHOCTU 3BOJIOLMM AEKOPATUBHOTO UCKYCCTBA
3noxu TaH 1 MexaHu3Mbl TpaHcGOpPMaLLMK ero CMMBO-
INYECKON cucTeMbl. Pe3yabTaTbl UCCAeAOBaHMSA TakxKe
NPeACTaBAAIOT LLEeHHOCTb A1 COBPEMEHHbIX HanpaBaeHuit
XYZOXXECTBEHHOTO MPOEKTUPOBAHWSA, CBA3AHHbIX C BO3-
POXAEHVNEM U MHHOBALIMOHHbLIM UCMONb30BaHMEM TPa-
OVLMOHHBIX Y30POB.

KnroueBble cnoBa: weskosble mkaHu QuHacmuu TaH,
JIbBUHbIE Y30pbl, BUHO2PAOHbIe y30pbl, pyuHsl Mowesol
baneku, mpaHcgopmayus uzobpaxeHud.

nagoM — AOCTUT HebbiBasoro npousetaHus. Bos-
HWKHYB BO |l Beke 40 H.3., OH NpeacTaBasn cobol
CyXOMYTHbI TOProBbIA MapLUpPyT, HaUNMHABLUMIACA
B YaHbaHe n npoxoamsinii Yepes LieHTpanbHyto
n 3anagHyto Asunto k CpeamnsemHomopsbto. B VI Beke
H.3. KOHOAMKT Mexay BusaHTninckon n CacaHnackonm
UMNepuaMK Hapywna GyHKLMOHUPOBaHWe Tpaau-
LIMOHHOM Tpacchl, UTO NpUBENO K GOPMUPOBaHNIO
HOBOTO OTBETBJIEHNA, NPOTAHYBLUerocs ot Kacnuii-
CKOro Mops Ha cesep 4vepes KaBkasckme ropsl K Yep-
HOMY MOPHO. DTOT MNYTb BbINOJHAN HE TOAbKO QYHK-
L0 TPaHCMOPTUPOBKM TOBApPOB (LLesiKa, KepaMuKm,
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NPSAHOCTEN U Ap.), HO U CTan KNOUYEBbIM KaHal0M
MEXLMBUAN3ALMOHHOIO PacnpoCTpaHeHNs TEXHO-
norun (bymarogenaHune, MeTannyprus, TeKCTUAbHOE
MPOW3BOACTBO) N CUHTE3a UAEMHBIX CUCTEM (XpU-
CTWaHCTBO, ByAAM3M, 30P0acTPU3M, MaHNXENCTBO).
Co BpemMeHeM 13zenuns pasHbix perMoHoB npuobpe-
N OTANYNTENIbHBIE PErMOHa/bHble 0COBeHHOCTU(T].
LLlenkoBble TKaHW, HaMAEHHbIE Ha apxeosornye-
CKkoM namsATHWKe MoueBas banka, pacnonoxeH-
HoMm B CeBepHoM KaBkase, npepcTaBastoT coboi
BeLLeCTBEHHOE CBUAETENbCTBO KYNbTYPHbIX KOHTaK-
TOB no LlenkoBomy nyTv v HarnagHO AEMOHCTPHU-
PYIOT MHOrOHanpae/eHHOe JBUXeHne 1 popMab-
HYt0 TpaHChHOPMaLMIO XyL0XKECTBEHHbIX TPaAULNNA.
Bce 371 apxeonornueckme HaxoaKkn CBUAETENbCTBY-
FOT O TOM, UTO LUENK BblN HE TONbKO TOPrOBbIM TO-
BapOM, HO U HOcuTeNeM ryOUHHBIX LMBMAN3aLN-
OHHbIX B3aUMOJENCTBUN.

B cucteMHOM nccnefoBaHUM TEKCTUAS U3 KOM-
naekca Mowueas banka, nposegeHHoM A.A. Viepy-
CaNMMCKOM, Hb1n1 BblgeNeHbl TPW OCHOBHbIE FPynMbl
MMMOPTHBIX TKAHEW: BU3aHTUIACKOTO Kpyra, Corani-
ckune 1 kutackmne[3]. ITta knaccndumkaums He ToNb-
KO pacKkpblBaeT BaxkHOe nosoxeHve CeBepokaBkas-
CKOro pervioHa B Toproeow ceTu LLlenkosoro nytwy,
HO 1 oTpakaeT rnyboKyto MHTerpaumnto KyabTypsl
pernoHa Ha ypoBHe TeKCTUIbHOro nckycctea. Cpe-
AV LLeNKOBbIX TKaHel, 06Hapy>XeHHbIX Ha NaMATHU-
ke MoweBas banka, 6osee cta pparmMeHTOB HblNN
naeHTMdULMPOBaHbI Kak nsgenuns, obnagaroline
TUAWYHBIMWU NPU3HAKaMW TaHCKOro nepuoga (oko-
5o VIII-IX BB.). OcobeHHO noka3aTenbHbIM ABASET-
cs dparmeHT Wwenka, HangeHHoln B 1972 rogy. Ero
OpHaMeHTaNbHas KOMMNO3MLMs 6aM3Ka K BU3aHTUIA-
CKWUM TKaHAM C KPYroBbIMW MeAanbOHaMu, OfHaKo
B Hell 0ObeANHEHDBI Y30Pbl «KEMUYYXXHbIX KPYroB»,
obnaka anoxu XaHb, BUHOTPaAHbIE Y30pbl Y 31EMEHT
XBOCTa XXMBOTHOIO C PUCYHKOM 13 XMMONOCTU. Ta-
KOe CNOXHOe BM3yaNbHOe CoYeTaHne CBUAETENb-
CTBYeT He TOJIbKO O HOBATOPCTBE TaHCKUX TKauyeln
B 0621acTV GOpMbI 1 COfEep>KaHma, HO 1 oTpaxaeT
MHOroOHanpaBAEHHbIN XapaKTep XyAOXeCTBEHHbIX
B3aUMOZENCTBNI N KYJbTYPHOro CMHTE3a, NPOoUC-
XOAMBLUMX B NpoLiecce pacrnpocTpaHeHns UCKyc-
ctBa no WenkoBomy nytu. JaHHbI obpasew, TkaHK
pacKpbiBaeT MNOANKYNbTYPHYHO MPUpoay Aekopa-
TUBHOM CUCTEMBI BEANKOTO LWenKoBOro nyTu. Kc-
noHat (MHB. N2 K3 6734) (puc. 1), pasamepomM npu-
61131TENBHO 36 CM B AMHY 1 40 cM

B LWUMPWHY, NpeacTaBaseT cobol TkaHb, COCTaB-
JIEHHYO U3 Tpex HeBObLUMX CLUNTbIX GParMeHTOB.
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3-3a 3HaUMTENbHbIX MOBPEXAEHUI OPHAMEHT CO-
XPaHWCA HEMOIHOCTbH. POCCUIACKMI MCCaeaoBaTeNb
A.A. Nepycannmckas B cBoei paboTe o603Haumna
JaHHbIA NpeaMeT Kak «Haboika, ncnonHeHHas pe-
3epBoM (pparmeHT 6eTckoro kadptaHa)» 1 npesno-
noxuna. A.A. Vlepycannmckasa oTMeyaeT, 4to 3Tu
LLIeNKOBble TKaHW, MO BCEM BEPOATHOCTM, OblAN U3-
rOTOBJIEHbI KUTaiCKMMM TKaYamu, NOCKONbKY CTPYK-
Typa TKaLKMX CTAaHKOB W TEXHOOTNS UX MPOU3BOA-
CTBa NONHOCTLIO COOTBETCTBYHOT CMCTEME TKaYecTBa
anoxu TaH. O4HaKO M3-3a OTCYTCTBUA YETKUX MPO-
N3BOACTBEHHbIX METOK BOMPOC 06 MX TOYHOM Me-
CTe U3roTOBJIEHUS OCTAeTCsA NPesMEeTOM Hay4HbIX
ANCKYCCUR.

LLlenkoBbIi GparmMeHT, 06Hapy>KeHHbIN Ha NamAT-
Huke MolueBas banka v UMeOLWMI NHBEHTaPHbIN
Homep VHB. N2 K3 6734, BbINO/MHEH C NCMONb30Ba-
HWEM TPaAMLMNOHHOW KMTaNCKOM TexHUKM Tpada-
PETHOrO Pe3epPBHOr0 OKpaLIMBaHMA — «u3sice» (K
4), ocHoBaHHOW Ha MeTo/ie Pe3HOro AepPeBAHHO-
ro 6s10ka 1 Bbipe3Horo Tpadpaperta. CornacHo TaH-
CKOMY UCTOUHWMKY «MHbxya ny» (RITER), gaHHas
TexHuKa bbina n3obpeTeHa elle A0 ABEHaALATOro
roga npaeneHuns anoxu KartoaHb (724 1.), a ee co-
34aTeNbHULEN CUMTAETCs cecTpa HaloXHMLUbI JTto
Lizeuron (MIEELF), nprHaanexasLien K OKpy>XXeHMHO
nmnepatopa CroaHblzyHa. TexHrka uzsce (K47) 3a-
KJHOYaEeTCs B TOM, YTO TKaHb MJOTHO 3aXXMMaeTCs
MeXAay ABYMSA AePeBAHHBbIMW NAacTUHaMM, Ha KO-
TOPbIX Bblpe3aH CUMMETPUYHbI OpHameHT. Mpwu
KOHTPOJNMPYEMOM MPOHUKHOBEHMM KpacuTes ye-
pes Bbipe3aHHble y4acTkn dopmmpyetca y3op. [as
oKpalwunBaHua TPaANLNOHHO NCMOAb30BaANCh ABa
OCHOBHbIX LiBETa: OpaHXeBbIl (MHOrAa C KpacHOBa-
TO-KOPUYHEBBLIM OTTEHKOM), CY>XXUBLINI GOHOM,
N CUHWIA, MPUMEHSBLUMIACA A8 KOHTYPOB OpHaMeH-
Ta. [locne OCHOBHOM OKpacky Ha y30pHbIe yyacT-
KW MOTAN HAHOCUTLCS AOMONHUTENbHbIE LIBETa, YTO
npuaaeano KOMMNo3nuum 6oratyro NOJANXPOMHOCTb
N CNOXHYHO TOHaNbHYHO CTPYKTYpY. [JaHHas TeXHO-
norva noayymna Hambonbllee pacnpocTpaHeHune
B Kntae BO BpemeHa gnHactum TaH, a BnocneacTBmm
6bina nepegaHa B AnoHuto n Ha Kopericknin noay-
OCTPOB Yepe3 NOCONbCTBA, HanpaBasBLIMecs B TaH.

B nexopatnBHOM KOMNo3nLmmn GparmeHTa (VIHB.
N2 K3 6734) OCHOBHbIM CTPYKTYPHbIM 31€MEHTOM
BbICTYMaOT KOHLLEHTPUYECKMe OKPY>XXHOCTU pa3Ho-
ro AnameTpa, O4YeBUAHO, NpeAcTaBaaoLWw e cobom
afjanTaLmio MOTUBA XXEMUYXXHOMN KalMbl. JaHHbIRA
NPUHLMN OpraHn3aLmm y3opa, Npu KOTOPOM K/to-
yeBble N306paxKeHNs pa3MeLLAOTCA BHYTPU YETKO

OYepUYEHHbIX KPYF/blX MeaNbOHOB, BOCXOAUT K Xy-
JOXeCTBeHHON Tpagnumm CacaHuackoro VipaHa, rae
OPHAMEHT B BME COEANHEHHbIX OKPY>XXHOCTEN Mno-
JYYnn LIMPOKOE pacrnpoCcTpaHeHme. ITo yKpalleHne
BO3HMKNO B 30poacTpunsme. bycnHbl B dopme koney,
CUMBOIN3NPYIOT CBALLLEHHBIN CBET U MMEIOT OCO-
60€e pennrnosHoe 3HauyeHme. TemaTnka XXNUBOTHbBIX
B Kpyre paccmaTpuBaeTcs Kak BonolleHne 60ros,
TaKMX Kak NbBbl, FONI0BbI ANKMX KabaHOB, KO3bl, NaB-
JIVHbI, KpblNaTble owaam v T.4. Mocne Toro, Kak oOHK
OblIM NpeacTaBAeHbl, OHU NONYYUIN AafbHelLLIee
pa3Butune. oboratnn cmcTeMy y3opoB AnHacTum TaH
1 CTan NONyAsipHOW AeKOpaTUBHON TEMOM TOro Bpe-
MeHW. KnTalickne Mactepa TBOPYECKU NEPEOCMbIC-
JININ UCXOAHYIO CTPYKTYPY, Npeobpa3oBas cTaThy-
Hble 3N1EMEHTbI XXEMUYYXKHOWN KaMbl B AUHAMUYHblE
N fAeKopaTUBHbIe «OpPHaMeHTa/bHble KoNbLia». Ta-
KON Noaxoa, coveTatowmin Gokyc Ha LLeHTpanbHOM
KOMNOo3uuun ¢ nepudepuninHbiM pasBuTMeEM y30pa,
cnocobcTBOBaN nepexosy oT GuUrypatnBHbIX GOpM
K abcTpakTHOMY Aekopy, NpuaaBas CTPOron CTPyK-
TYPHOWN CxeMe BM3yabHYH XMBOCTb. C cepeanHbl
VIIl Beka opHaMeHTanbHble MOTUBbI C pacTUTENb-
HbIMW 3aBMTKaMu 1 LiBETaMW, COYeTatoLLne BOCTOU-
Hble 1 3anajHble 3/1eEMEHTbI, MOCTEMNEHHO BbITECHS-
FOT TPAAMLIMOHHbBIV MOTUB «XKEMUYXXHbIX KPYroB».
Becb opHaMeHT BbINoOAHEH B hopme HenpepbIBHOrO
YeTbIPEXCTOPOHHENO NOBTOPSIOLLErOCs Y30pa, YTO
obecneuvBaeT O4HOBPEMEHHO KOMMO3ULMOHHYIO
YNOPAAOYEHHOCTb U LIeJIOCTHOCTb PUCYHKa, @ Tak-
e OTBeYaeT NpakTuyeckmm TpeboBaHmnsaM Macco-
BOTO MPOU3BOACTBA, AEMOHCTPUPYS BbICOKUIA YpO-
BEHb XY 0XECTBEHHOIO M TEXHNUECKOro 3aMbICAa.

Kpyroesas pamka B opHaMeHTe ¢pparmMeHTa
13 MowueBon bankn, BEPOSTHO, BOCXOAUT K Ae-
KOpaTMBHOM CXeMe MOTUBA BMHOTFPaZHOM 103bI[4].
B ApeBHeKuUTaliCKOM AeKOPaTUBHOM UCKYCCTBE BUHO-
rpajHbIi y30p MMEeeT 3K30reHHOEe MPOUCXOXKAEHWE,
a ero NPoHMKHOBEHWE BbINO TECHO CBA3AHO C MaTe-
puvanbHbiM 0bMeHoM ¢ LleHTpanbHOW 1 3anagHoi
A3uel, a TakXe C pacnpocTpaHeHNEM PeUTMO3HO-
ro nckyccrea. CornacHo apxeonormyeckmm AaHHbiM,
Ky/bTUBMPOBaHWe BUHOrpaja BnepBble BO3HUKIO
B pernoHe Mexxay Kacnunckum n YepHbiM MOpsiMu,
BKJIFOUas UX OXKHOe nobepexbe B Manon Azun, oT-
KyZa OH MOCTeneHHO pacnpoctpaHmacs B KOxHoe
3akaBka3be, LleHTpanbHyo Asnro u Meconotamuio.
Hapogabl TypkectaHa n3obpenn TexHonormo 6po-
KEHWSA Y BUHOZENVS, B pe3y/ibTaTe Yero BMHOrpag,
CTa/ CUMBOJIOM POCKOLUW, MUPLLECTBA U Hachaxze-
HWS, BOMJioLWas naero boratcrtea v M30bmauns, Hakon-

NeHHbIX B 3NoXy MupHoro npousetaHua[5]. Okono
6000 net Ha3aa penbedbl B €rMNETCKUX rpobHMLax
y>e 3anevyaTtneny cLueHbl BUHOrpaapcTBa v BUHO-
Aenns, 4To CBUAETeNbCTBYET O paHHEM pacLBeTe
BMHOIpagHoOW KynabTypbi[6]. B prMcko-nepcnackom
pernoHe BUHOTPaAHbI OPHaMEHT NOJyUna OCO-
60e pacnpocTpaHeHne B CKy/NbATYpe N HaCTEHHOW
pocnucy, rae ero CUMBOJIMYECKOE 3HaYeHne Noj-
HANOCb OT MPUPOAHOrO NAOALOPOANA A0 YPOBHS
NOJIUTUYECKON BNACTU U UKOHOTpadmm n3obmams.
KoHTakT Knutas ¢ BUHOrpasgomM MOXHO NpocieanTb
[0 nepuoga 3anagHon XaHb, korga YxkaH LisHe, no-
CIAHHBIV C AUNAOMATUYECKOM MUCCMen B 3anagHblii
KpaM, npuBen K BBO3y BUHOrpagHOM 103bl. OgHaKo
BMHOrPaAHbI/i OPHAMEHT B TO BPEMSA He MOAyUn
LWIMPOKOro pacnpoctpaHeHus. Ero cuctematnsmpo-
BaHHOE W Xy 0XXeCTBEHHOE Pa3BUTME NPONCXOANIO0
rnaBHbiM 06pa3om B 3anagHor Asun n Cpegmsem-
HOMOpPCKOM pervoHe. CorlacHO NUCbMEHHbIM MC-
TOYHMKAM 1 COXpaHMBLUMMCA apTedakTam, K | Beky
H.3. Ha TeppuTopun CUHbL3SHA y>Ke CyLLecTBOBa-
IV BUHOTPaAHWKN U AeKOPaTMBHbIE 31EMEHTbI C BU-
HorpasaHbIM y30poM. B Hauane XX Beka bpuTaH-
ckmii apxeonor Mapk Aypenb CteiiH (Marc Aurel
Stein) obHapy>xwun B pynHax JloynaHa dparmMeHT se-
PEBSHHOM apXUTEKTYPHOM aeTanu (npumepHo -
IV BB.H.3.), yKpalleHHbI1 OPHAMEHTOM, HaNnoOMu-
HaloLWMM CTUIM30BaHHbIe BUHOTPaAHbIe I03bl, UTO
NoATBEPANIO NPaKTUYECKOE NCMNOb30BaHNe BUHO-
rpagHoro motmea. Kpome Toro, Ha KUTancKoM nap-
ye C MPOCTbIM NepenieTeHnem, HalileHHOM B Masb-
mupe (Cvpus) B norpebanbHom bawHe N2 65, Takke
BCTPeYaeTCs BUHOrPaAHbIA y30p. TO ABJAEHUE Ha-
FNAAHO UAOCTPUPYET TPaHCPEernoHaabHoOe pacnpo-
CTPaHeHWe ¥ CUHTE3 XyAOXKECTBEHHbIX 3/1eMEHTOB
BAOAb LLlenkoBoro nytu. HaumHasa ¢ anoxu npas-
NeHuns Mao-u3y AnHacTum XaHb, yepes Bait u Li3nHb
BraoTb A0 Cyin 1 TaH, MPOM3BOACTBO Mapuu C BU-
HOrpaZHbIM Y30POM MPOAOXKANOCh, UTO OTpaxa-
eT NPeeMCTBEHHOCTb 1 pacnpocTpaHeHWe JaHHO-
ro MOTMBa B KMUTalickoM TekcTue. MNoa BansHveM
LLlenkoBoro nyTu kMTanckume mMactepa akTMBHO W3-
y4yaan HOBble XyA0XECTBEHHbIE BEsIHUSA, CNOCO6-
cTBysS QOPMUPOBAHNIO MHTEPHALMOHANbHOTO Xy-
[0>XeCTBEHHOro BKyca. [laHHbI pparmMeHT TekcTuas
N3 KOANEeKUMM dpMnTaxa AeMOHCTPUPYET BUHO-
rpPasHbIA y30p, OTINYAKOLWMIACA OT pacnpocTpa-
HeHHbIX B KnTae peanncTnyHbix S-06pasHbix nam
C-06pa3Hbix n3rmboB N03bl. 34eCb NpeacTaBieHa
abcTpakTHas KOMMO3MLMA € YNOPAAOYEHHbIM TO-
YeUHbIM pacnpeseseHneM 3NEMEHTOB, rae y30pbl
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npomv3pacTaroT U3 BHYTPEHHEro Kpyra K BHELLHeMY.
B npegenax kpyrnoro meganboHa, o6pa3oBaHHOro
«LIBETOYHbIM HOPAIOPOM», LLeHTpalbHOEe MEeCTO 3a-
HUMarOT COYHbIe rPO34ba BUHOrpaja, Mexay Ko-
TOPbIMW U3ALLHO BMJIETEHbI Napswme obnadHblie
y30pbl U LIBETOUHbIE Y30pbl. AHaNIOTMYHbIE NPU-
Mepbl XyJ0XeCTBEHHON abcTpakumny BUHOrpaaHo-
ro OpHaMeHTa BCTPeYaroTCa B napye anoxu TaH,
obHapy>xeHHoW B ye3ae [lynaHb NpoBUHUMMN LinH-
XaW, a Tak>Xe B Napye C BCTPEUYHO-BOJIHOBbIM BU-
HOrpaZHbIM Y30POM M3 MeLlepbl XpaHWANLL, PyKO-
nucen yHbxyaHa.

Ha ¢parmeHTe 4eTko NPOCAEXMNBAKOTCA Y30pbI
061aK0B 1 CTUAN30BaHHbIX PacTUTEbHbIX Y30POB
(Y30p 13 XXMMONOCTK), NpUYEM XapakTep UCNONHe-
HWA NOCNefHNX, BEPOATHO, BOCMPOM3BOANT Gop-
My XBOCTa XunBoTHoro. B newepe N2 118 Kbizbina
(npumepHo 1l B.H.3.) B AeKOpaTUBHOM MNosice, 06-
pPamMAAIOLLEM CTbIK MEX/AY apOUHbIM CBOAOM M CTe-
HOW, MPUCYTCTBYET M306paxkeHne KpblaaTon aoLa-
AU € pblBbMM XBOCTOM, HAaMOMWHAOLUM CBEPHYTHIN
nnct (puc.2). Fonosa nowaan yBeH4YaHa Kpblaba-
MW, @ XBOCT nsrnbaercs, pasjBanBancb Ha KOHLe
1 0bpasya napy CUMMETPUYUHbIX YeTbipexaenecr-
KOBbIX 3aBUTKOB (¥30p 13 XUMOAoCTH). Hemewrkas
TypdaHckas akcneamuma nmeHosana newepy 118
«[leLLeport MOPCKOro KOHS» [7], OTMEYaeT paHHIo
dopmy y30pa 13 XMMONOCTM B KayecTBe feKkopa-
TUBHOW TeMbI.

B nepuog CeBepHbix gnHactmin Kntas (439-
581 rr.) XBOCTbI IbBONOAOOHbBIX CyLLECTB B y30pax
MapyoBbIX TKAHEN HayaaM HaMEPEHHO 1306paxaTb-
cs B GopmMe 3aBUTbIX PacTUTENbHbBIX OPHAMEHTOB.
Co BpeMeHeM 3TV MOTMBbI MOCTENEHHO yTpaTuan
CBOW HaTypanucTuyeckme vyepTtbl N TpaHCGOPMU-
poBanucb B Hbonee gekopaTUBHbIE U CUMBONYE-
CKW HacblLLEeHHbIe 3/1eMEHTbI, YTO CNOCOBCTBOBANO
bOpPMMpPOBaHMIO XapaKTePHOrO ANA KUTANCKOro Uc-
KyCCTBa TMMa 3aBUTOr0 pPacTUTeNbHOrO OpHaMeH-
Ta. Kpyrabii opHameHT ¢ n3obpaxeHnem rpudo-
Ha Ha Nap4YoBOM TKaHW, HaWAEeHHbIN B [lyHbXxyaHe
(B HacToOsALLEee BpeMsa XpaHUTCA B bpuTaHcKoM My3ee,
MAS.944), n dparmeHT 13 cobpaHunsa Spmutaxa (MHB.
N2 K36734) nmetoT MOAHOCTbIO UAEHTUYHYO dop-
MY XBOCTa y LLleHTpanbHOro 300MopdHOro MoTMBa.
B 060ux cnyyasx XxBoCTbl HblAN BbINOAHEHbI B popMe
CTUM30BaAHHOIO YKPALLIEHNA YeTblpexaenecTkoBo-
ro TMna y3opa BbIOLMXCA pacTeHUA. ITOT AeKopa-
TUBHbIV NPU3HaK 0bpasyeT HeNnpepbIBHYO JNHUIO
3BOJIOLMM B OPHAMEHTa/IbHOW CUCTEME, NPOCAEXM-
BatOLLYytOCA OT BocTouHOM A31K f0 BHYTPEHHUX pe-
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rmoHoB EBpasunn. Y30p Ha TKaHW 13 Konnekuum bpu-
TaHCKOro My3es TakxKe obpamsieH Kpyrion pamkon,
OKPY>XEHHOW XryTOBbIM OpHaMeHTOM. B npeaenax
pPaMKW YeTKO MPOCAeXMBatOTCA rosoBa rpudoHa
N pacnpas/ieHHble KPblibA. XapakTep n3obpaxeHus
NO3BOJIAET YBEPEHHO UAEHTUGMLMPOBaTL MUPONO-
rmyeckoe cyLectBo kak rpudoHa(puc 3).
Kutanckunin uccnegosatens Yxxao ®3H B MOHorpa-
bunn «MonHoe cobpaHne UCKycCTBa AyHbXyaHCKOrO
wenka: Pycckas konnekums» npoBen CpaBHUTENb-
HbI aHaAn3 ABYX GpParMeHTOB LUEKOBbIX TKAHEeM
N YyCTaHOBWJ, YTO OHW OTHOCATCA K O4HOMY UCTO-
pUYeckoMy Nepuoay, e4MHON CMcTeMe opHaMeHTa-
LMW 1 OAMHAKOBOM TEXHONOTMM KpaLleHuns. OfHako
Ha PparmeHTe, 06Hapy>KeHHOM B MOruibHUKe ban-
Ka, COXPaHWANCh NINLLb XBOCT W FpUBa Ha LUee, YTo
NCKOYaeT BO3MOXHOCTb MOJHOLLEHHOTo MopdO-
nornyeckoro HabatogeHns.CnegoBaTtenbHo, Npes-
NoXeHHoe uccnepoBatenem Yxao ®aHom onpe-
JeneHve y3opa Kak «BMHOrpag ¢ 61aronpuaTHbIMM
MUDNYECKUMUN XXMBOTHBIMU» NPEACTABASETCA Hau-
60nee B3BELUEHHbIM W MHKJK3UBHbBIM NOAXOAOM
K aTpnbyunmn gaHHoro dparmeHTa. [laHHOe Ha3Ba-
HVEe He TOIbKO OTPaXkaeT TEXHONOMMYECKOe CXOACTBO
C aHaNOTNYUHBIMW AYHbXYaHCKUMM y30paMu B Yactu
KPYr/ioi BUHOTPaZHON pamMku 1 XBOCTOBOTO 3J/1e-
MEHTa B BUAE pacTUTENbHOrO y30pa, HO 1 AonycKa-
€T BO3MOXHble Bapuauumn B MAeHTUdUKaL MM LieH-
TPaNbHOro XMBOTHOTO (Byab TO NI€B UAN TPUDOH)
B 3aBMCMMOCTN OT KOHKPETHOro obpasua.
MomMuMOo 3TOro, B LLeHTpe MeaNboHa AaHHO-
ro ¢parmenTa (NHB. N2 K3 6734) pa3melleH TOHKO
WNCNONIHEHHbIN AEeKOPaTUBHbIN 31EMEHT, XapaKTe-
PU3YHOLLMNCA MPU3HAKaMM XXMBOTHOM FPUBbI, UTO
npuaaeT y30py 3K30TUYeckoe 3ByYaHue bnraroga-
pA TUMWYHOW YepTe «3aKpy4eHHOW rpuBbl». AHano-
TN JaHHOM CTUANCTUYUECKON YepTe NPOoCaexmBa-
HOTCA B IbBUHbBIX MOTMBAX 3Moxun TaH, B YaCTHOCTK:
B napye «Y30p C CTOAWMUM JIbBOM U1 LiBETaMM Hao-
Xya» 13 konnekumm Kntanckoro HauMoHaabHOro
My3es LesKa; B KBagpaTHOM kupnuye «BuHorpag
1 BaaronpuATHble MUbMUECKME XXMBOTHbIE», OBHa-
PY>XEHHOM Ha MecTe puTyanbHoro 3ana CaHbLUMWH
asopua famunryaH B CrnaHe (npoBuHUNA LL3HL-
CW) ¥ HblHe xpaHawemca B Kutanckom mysee ap-
X€0/10T1K; Ha MNO30JI04EeHHOM cepebpsiHOM 6atose
«BOCTOUHOPUMCKUIA CTUB: 306 paKeHNs BOXeCTB
N nroger» n3 koanekumm Myses npoBuHLMK [aHbCy.
Bce ykaszaHHble NaMATHUKM AEMOHCTPUPYHOT CXOA-
HYH CTPYKTYpPY 3aKpyyeHHOM rpmBbl. [JaHHas xa-
pakTepucTMKa CyLLeCTBEHHO OTAMYaEeTCs OT Yy30POB

C U306 paxeHUsAMM NoLaAel, TUTPOB UAW IEONAPAOB.
Takve Mudonormyeckne cywecTsa, kak HebecHbin
KOHb, 6OXKeCTBEHHble 3Bepyn Uan rpUdOHbI, B CBO-
el KOMNO3ULMK OBbIYHO BKJIKHOUAKOT KpPbl/bs, TOrAa
Kak Ha paccmatpuBaemMoM pparmeHTe nofobHble
3/1eMeHTbl OTCYTCTBYOT. [0 0cobeHHOCTAM rpu-
Bbl Ha XBOCTE U LLee MOXHO cAefaTb BbIBOJA, YTO
OCHOBHOM MOTMB C BbICOKOW A0/ BEPOATHOCTU
NAEHTUPMLMPYETCA UMEHHO Kak JIbBUHbIN y30p. JleB
Kak OAWMH U3 paHHWX 3K30TUYECKNX BMAOB, MOMNaB-
wux B Kntai no LLlenkoBomy nyTtu, BNepBbie J0KY-
MEeHTaNbHO 3adUKCMPOBaAH NPU AaPEHUUN KO ABO-
py BoctouHoW XaHb B NepBbIi rog apbl YxkaHxa
(87 r.H.3.), koraa rocygapcteo HO3uxu npenogHec-
N0 /ibBa B KayecTBe AaHu. OTO ApeBHenLwee 13 06-
Hapy>XeHHbIX YNTOMWHAHWA O NOAHOLUEHWM /IbBOB,
MONOXMBLLEE HAYaN0 JOKYMEHTaNbHO 3aPpUKCMpo-
BaHHOW TpaaMLmMmM 3anagHblX CTpaH NPenogHOCUTb
NbBOB KUTaNCKOMY ABOpPY, KOTOpas NPoAo/Kanach
Ha MPOTAXEHMM WecTHaguaTh ctonetnin([8]. flute-
paTypHble NCTOUHUKMN TakxKe MOATBEPXKAAOT AaH-
HbI Npouecc. B «Xoy XaHb wy» («Mctopusa Mo3a-
Heln XaHb», rnaBa o 3anajHbix pernoHax) u «LismHb
wy» («Mctopua auHactmm LisnHb», rnasa o Bap-
Bapax YeTblpex CTOPOH) YNOMMHAETCS, YTO NOCON
BocTtouHon XaHb MaHb VIH 6bin1 HanpagseH B [la-
LUMHb (TO ecTb B [JpeBHWI PrM) 1, AOCTUIHYB 3a-
nagHbix rpaHmy MNapdaHckoro Lapcrea, ycabiwan
pacckasbl, CoAepXKalline 3NemMeHTbl rpeyeckmx Mu-
bOB n nereHg. 3TN CBeAEHMA MOXHO paccMaTpu-
BaTb KaK TeKCTya/ibHble JoKa3aTe/lbCTBa KOCBEHHOTO
NPOHVKHOBEHWA NOA06HbIX ctoxxeToB B KuTain ve-
pe3 cyxonyTHble MapLpyTbl Bennkoro wenkoBoro
nytun. K anoxe TaH n3obpa>xkeHns NbBOB MNOAYUNIM
LUIMPOKOE PacnpoCTPaHEHNe B LLENKOBbIX TKaHAX
W NpeBpaTUANCL B NONYASPHbBIA MOTUB, UCMOJ/b-
3yeMblil Kak nNpu ABOpe, Tak U B HAPOAHON cpeje.
Y>ke BO BpeMeHa npasaeHuns nMnepatopa TaH Tain-
u3yHa (599-649 rr.) B nepeyHe napyeBbIX U34eaNN,
nocrtasasembix 13 LLly B kauecTBe faHu, NpSMO yno-
MMHaKTCA TKaHW ¢ OpHameHToM sbal9].
KoMnosnumoHHoe coveTaHne BUHOrpasHOM
W NbBa He ABASETCA CydalHbIM. HanpoTtus, Haps-
4y C OPHAMEHTOM «COAMHEHHbIX XXEMYYXXUH», OHO
npeacTaBaseT cobow Kiaccmyeckoe BOMJIOLLEHNE 3a-
naZHbIX CHOXXETOB, MpoHuKWwKx B Knuta no LWenko-
BOMY MyTW. [laHHbIV KOHOTpapuUecknii CuHTe3 0b-
nagan rnyboKow penvrmo3Hom U CBETCKOM OCHOBOW,
YKOPEHEHHOW Kak B 3anajHOoM, Tak U B BOCTOYHOM
umsmamsaunax. B 1988 rogy B yesae LisnHbroaHb,
ropog, baimHb npoBuHUMK MaHbcy, Bbln 06Hapy-

>KeH BM3AaHTUNCKMIA NO30N0YEHHBIN cepebpsHbI
AVCK, CTaBLWWNA OAHUM U3 Hanbonee pernpeseH-
TaTUBHbIX MaTepuasbHbIX CBUAETENbCTB XyA0XKe-
CTBEHHbIX KOHTakTOB no Lenkosomy nytu. OpHa-
MeHTa/bHas CTPYKTypa 3Toro cepebpsHoro 6aroaa
AEMOHCTPUPYET NOpasnTebHOE CXOACTBO C dpar-
MEHTOM LUENIKOBOM TKaHW 3noxun TaH, HanAeHHbIM
Ha apxeosiornyeckomM namaTHuke Mowesas basnka,
Kak B KOMMO3ULWNOHHOM MOCTPOEHUHN, Tak U B N30~
6pa3mnTesbHbIX Y30PHbIX UTO YKa3blBaeT Ha riybo-
KYHO KyJIbTYPHYHO U BU3YyasbHYH B3aMOCBA3b MeXAyY
HUMKW. OCHOBHOV OPHAMEHT BaKNUHCKOrO TEKCTMASA
npeacTaBaAseT coboN KOMNO3MLMIO U3 BUHOTPaAHbIX
N03bl N NbBOB, 3aKNHOUYEHHYIO B PaMKy U3 ABYX KOH-
LEeHTpUYeCcKmX Kosel,. B To Bpemsa kak cepebpsiHoe
61100 NOCTPOEHO MO MPUHLMIMY TPEX KOHLEHTPU-
YeCKUX KPYroB: BHELLHWI NOSC yKpalleH BUHOMpaj-
HbIMUW 3aBUTKaMU C BKJIFOYEHNEM N306paxkeHnn NTuLy
N XUBOTHbIX; CPEAHWNIA NOSAC COAEPXKUT ABEHAALATb
6LOCTOB OIMMMUNCKMX BOroB, MeXay KOTOpbIMU
nometleHbl GUrypbl NTUL, U 3BEPEW; B LEHTPE N30-
6paxkeH My>UMHa, BOCCEAAOWMIA Ha CNWHE /IbBa,
KOTOPOro nccnesoBaTenv eANHOAYLHO NaeHTUOUN-
uMpytoT kak Junonuca (Dionysos). OTHoCUTeNbHO Aa-
TUPOBKMN N MPOUCXOXKAEHUN JaHHOTO CepebpsHOro
61t04a ANOHCKNIN nccnegosatens Vicnsata Mus Bbi-
ABWHYNa NPeAnoNoXeHNe O ero pPUMCKOM Npouc-
xoxaeHun n gatuposke |-l BB.H.3.[10], B TO Bpe-
M Kak GpaHLy3CKUA yueHblh CTUBEHCOH cumMTaeTt
ero npeAcTaBMTeNEM BOCTOYHO PUMCKOTO XyAoXKe-
ctBeHHoro pemecna llI-IV Be. OduunanbHas aTpum-
6yuns Myzes npoBuHLMK [aHbCY, onpeaensoLLas
XpoHonornyeckne pamkum IV-V BB.H.3.. HezaBucu-
MO OT TOYHOFO MecCTa U3rOTOBJIEHWS, AaHHbIV ap-
TedakT, BepoaTHO, nonan B Kutan no Lenkoso-
My NyTW B KayecTBe AUMNAOMaTUYECKOro Japa uau
npeameta ToproBoro obmeHal11], uto cenaetens-
CTBYET O LUMPOKOM PacnpoCcTpaHeHnn n nonynsap-
HOCTW coueTaHUs y30POB JibBa U BUHOrpasa B EBp-
asuu B To Bpemsa (puc 4).

C nkoHorpadunyeckom n Bn3yasbHO-CEMNOTH-
YeckoW To4ek 3peHus oba NpomnsBeseHUs LEMOH-
CTPUPYIOT OYEBUAHOE CXOACTBO B KOMMO3ULMOH-
HOW JIOFMKe U CUCTEME CUMBOJIMUYECKUX 3HAUEHWIA.
CMbIcnoBon LeHTp cepebpsiHoro batosa NocTpoeH
Ha PeNUrno3HOM HappaTMBe: COYeTaHWeE JbBa U BU-
HOrpaZHOM BOM/OWAET CUMBOJIN3M ANOHUCUACKO-
ro Ky/bTa, CBA3aHHbIV C NA0L0POANEM, XXN3HEHHOM
CUNOV N YYBCTBEHHbBIM HaC/NaXAEeHWNEM. LLENKOBbIN
dparmeHT 13 Mowesow banku, HaNpoTKB, Npes-
cTaBAseT cobol CBETCKYO BM3YyasibHYHO penHTep-
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npeTauuto 3Toro obpasa B KyJNbTYPHOM KOHTEKCTE
anoxu TaH, TpaHCHOPMUPYS PENUTMO3HBIA CUMBO
B ZleKOpaTuBHbI MOTMB. MNMogobHas cemMaHTn4Yeckas
TpaHcrpaMMaLms oTpakaeT Ky bTYPHbIA MeXxaHW3M
aCCUMUAALMNK, TPAHCAALMM N peceMaHTU3aLmMm 3K-
30reHHbIX MOTUBOB B MpOLLEcce UX pacnpocTpaHe-
HWS Ha BOCTOK.

AHanornyHble coueTaHns y30poB WNPOKO 3ane-
yaTt/ieHbl B McKyccTBe 3noxu TaH. OCHOBHble Bapua-
LUUN MOTMBA NIE€B-BMHOIpaj BCTPEYatoTCA Ha Takmx
HocuTensx, kak BpPOH30BbIe 3epKana 1 AekopaTUBHble
KMpNnumM Toro nepmoga. AnoHCKW ncciegoBatesb
Okakypa Kakya30 BO3BOAMT XPOHOIOMMIO NOAOOHbIX
3epKan € y30pom BuHOrpaa-nes K VI Beky, yka3biBas
Ha TO, YTO KOMBUHaL M BUHOTPaga 1 fibBa Npeano-
naraet AanbHEBOCTOUHbIV FreHe3nc AaHHON KOMMo-
3nummn[12]. 310 NOATBEPXKAAET, UTO JaHHasA cUCTeEMa
y30pOB 6blf1a MONHOCTBIO NPUHATA U NPUMEHANachb
B MKOHOTrpaduyeckoli cucteme BoctouHon Asum. Oc-
HOBHOW y30p 3epKas TUMa «JeB 1 BUHOTPag» obbly-
HO OpraHM3oBaH B ABYX 30HaxX: LeHTpasbHOe noae
OTBEAEHO /IbBaM U APYTM MUPUUYECKMM SXMBOTHBIM,
a nepudepuninHas 30Ha 3amnoJiHeHa LBETOUHBIMU UAN
BMHOrpaAHbIMK y30pamu, co3gaBas cbanaHcnpo-
BaHHYH M HacbILWEHHY0 koMnosuuuto. Popmmpo-
BaHWe N NONyAAPHOCTb AaHHOTO TMMa OPHaMeHTa
NPULWLANCE Ha NepUOA NpaB/ieHns nmvnepatopa lao-
u3yHa n umnepatpuubl Y LI3ataHb (650-705 rr.), ae-
MOHCTPUPYS aCCUMUAALMIO U TBOPYECKYHO Nepepa-
60TKY 3K30reHHbIX MOTMBOB B MHOTOJ/IMKOM TaHCKOM
obuecTse. Ero xyoxecTBEHHbIN A3blIK 0ObeaMHAET
AVNOHUCUIACKYHO CUMBOJIMKY TPEKO-PUMCKOrO Mupa
C KUTaMCKOW TpaauLmeln nountaHmsa bnaronoxena-
TeNbHbIX MUPUUECKUX CYLLECTB, POPMMPYS BU3YaNb-
HYH CUCTEMY, COYETatoLLYyto B cebe CMbIC/bI CUIbI
n n306mauns. B 3TOM KySbTypHOM KOHTeKCTe dpar-
MEHT LLESIKOBOW TKaHW, HalAeHHbIA Ha NaMATHUKE
MouweBas banka, xoTs 1 NoOBpeXaeH HacTONbKO, UTO
TOYHOE onpejeneHne N306paxxeHns XXMBOTHOrO 3a-
TPYAHEHO, AEMOHCTPUPYET KOMMO3ULNOHHYHO J10-
TMKY Y AeKOPaTUBHYHO CUCTEMY, BbICOKO CO3BYYHbIE
OPHaMeHTY «ieB — BUHOrpag» 3rnoxu TaH. KonbLe-
Bas CTPyKTypa y30pa, nepeneTeHne BUHOIPasHbIX
noberos N CUMBOIMYECKN aKLLEHTUPOBAHHOE LIEH-
TpasbHOEe N306paXKkeHne XXMBOTHOTO NMPOAO/KAT
TUNUYHBIE MPUHLMIMBI TAHCKOTO AEKOPATUBHOIO CUH-
Takcuca. PacnpocTtpaHeHne nog06HON BU3yanbHOM
MOZeNN CBUAETENbCTBYET O TOM, YTO COYETaHMe JibBa
1 BUHOTPaAHOW N103bl MpeacTaBaseT cobo He NPOCTOo
AEKOPATVBHOE COBMELLLEHWNE Y30POB, HO U BaXKHbIN
npumep «obLLEero CMMBOIMYECKOTO A3blKa», Xapak-
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TEPHOro ANs XyA0XeCTBEHHOro obMeHa Ha Benun-
KOM LLEeNKOBOM MyTK.

HecmoTps Ha cylLecTBytOLLME OrpaHNYEHNS BU-
3yaNbHOW naeHTUdMKaALUK, NyTEM aHanM3a Mop-
donornm ysopa B couetaHuu C TpaguLmen aeko-
pa 3noxu TaH N MaKpPOKOHTEKCTOM KY/lbTypPHOro
obmeHa Bposb LenkoBoro nytn MoxHo chop-
MYy/AMpoBaTb OOOCHOBaHHYO TMMNOTE3Y O ero 3Ha-
yeHUW. JaHHbIV NOAX04 HE CBOAUTCS K MPOCTOMY
dbopmManbHOMY CpaBHEHUIO N306paxKeHnin, a oc-
HOBbIBAeTCA Ha CTPYKTYPHOM aHanum3e n3obpasu-
TEIbHOTO fA3blKa Y CUHTETUYECKOM MOHUMaHUN ero
Ky/IbTYpHOU ceMaHTuKW. Kak oTMeydan SpHcT [om-
6pux (Ernst Hans Josef Gombrich) B pabote «Cum-
BOJIMKa n30bpaxeHus»: «Kaxabln CMMBOJ B Kap-
TUHe obiasaeT onpeseneHHbIM 3HaUEHEM; eCcan
n3onmpoBaTtb 0b6pas, pa3opBaB ero CBA3b C KOH-
TEKCTOM, HW OfMH U3 3TUX 3JIEMEHTOB HE MOXET
6bITb NPaBUAbHO NcToNKOBaH» [13]. ChesoBaTenb-
HO, MHTeprpeTaLus 300MOPPHOro MOTHBA B OKPYT-
IOM MeJafbOHE AOJIXKHA BbIXOAUTb 38 PaMKW 130-
NIMPOBaHHOTIO aHann3a OTAeNbHOro N30bpaXxkeHns
W paccMaTpuBaTbCs B LLeJIOCTHOM KOHTEKCTE U30-
6pasnTeNnsHOM CUCTEMbI 3MOXM TaH.

B TaHCKOM AeKopaTUBHO-NPUKNALHOM MCKYC-
CTBE, OCOBEHHO B LLENKOBbIX TKAHAX N OPHaMeH-
TVKe, YaCcTO UCMOJIb30BaANCh MOTMBSI JbBa, BUHO-
rPaZHOM N103bl N XXEMUYXKHbIX KPYTrOB — 3/IEMEHTbI,
MMetoLLMe 3anagHoe NPONCXOXKAEHWE. DTO OTpaKa-
€T YB/IEUEHWE «UYXKE3EMHbIE MJIEMEHa» 1 3CTeTUYe-
CKO€e BOCXMLLEHNE 3K30TUYeCKMMU hopmMamMu, xa-
pakTepHoe A/1s Toro BpeMeHun. Ha ceMnoTnyeckom
YPOBHe NoA06Hble OpHAMEHTbI CUMBOIN3MPOBA-
nn cuny, aobnects, Gaarononyume n UyaecHbIX Cy-
WEeCTB U3 AaNekmx CTpaH, O4HOBPEMEHHO ABAACH
CBUAETENBCTBOM TOTO, Kak B 3Moxy TaH NMpoucxoam-
Na PEKOHCTPYKLMS BU3YalbHOTO A3blka 1 GOpMUpPO-
BaHWe HOBOW CUMBOJIMYECKON CUCTEMBI B YCIOBUSAX
MEXKKYbTYPHOTO XyZ0XeCTBEHHOro 06meHa. B ano-
Xy TaH BMHOrpasHbIi y30p chopmMmpoBan noavea-
NEHTHYHO CEMMOTMYECKYHO CUCTEMY: COXPaHSAs Ky/b-
TYPHYHO NaMsATb 06 3K30TUUECKOM MPOUNCXOXKAEHUN
yepes accoLmaLm C MMPLLIECTBAMM N TeOHUCTUYE-
CKVIMW Y OBONBbCTBMSAMMU, OH OJHOBPEMEHHO NPNO6-
pen 6naronoxenatenbHyt0 CUMBOAUKY BoraTcTsa,
AONTONeTUs N NPOoLBETaHNs NOTOMCTBA. DK30reH-
Hble N306pasunTesibHble MOTUBBI, MEPEOCMbIC/IEHHbIE
B KMTaNCKOM KyNbTYPHOM KOHTeKCTe, obpa3oBanu
[eKOpPaTUBHYH CUCTEMY, COYETAOLWYH CUMBOAN-
Yeckyto rnybuHy € 3CTeTUYECKON LieHHOCTbH. J1eB,
CYMBOAMU3MPYIOLNIA BAACTb U 3aLUMTY, U BUHOTPag,

O/IMLLETBOPSAIOLLMIA XM3Hb U N306UNE, B CBOEM CO-
yeTaHUV GOPMUPYIOT ICTETUUECKYHD CTPYKTYPY «CO-
NPAXKEHUA CUbI U NAOLOPOANSA».

BbiBOAbI

Ha ocHoBaHWMM MOpPdOOTNYECcKMX 0COBEHHOCTEN,
CeMaHTUKMN N306paxKeHns N KOHTEKCTa ero pacnpo-
CTPaHeHMA MOXHO MPeAMNONOXNTb, UTO yTpayeHHas
yacTb pparmeHTa u3 Molesoli bankn nepeoHavab-
HO cogepxkana y3op nbBa. KoMbuHaumsa nbBa 1 BU-
Horpaga noayuuaa gnvTesbHoe pacnpocTpaHeHve
B LUMPOKOM CMeKTpe MeXKYNbTYPHbIX KOHTEKCTOB,
yTo 06YCNIOBAEHO KaK YHUBEPCANbHOM 3CTeTUYE-

CKOW BbIPa3nTENbHOCTbIO ee GOPMasbHOMO A3bIKa,
TaK U MHOXECTBEHHOCTbIO CUMBOIMUECKMX 3HAYe-
HWI, CBA3aHHbIX C M306UaneM, 3aLMUTON N BAACTLHO.
PasBuTHe y30poB anMHacTUmM TaH elle pa3 feMOH-
CTPUPYET, YTO MOJ BAUSHUEM MEXPErMOHalbHO-
ro obmeHa 371 ob6pasbl NpeTepnenn TBOPUYECKYHO
TpaHCcPOpMaLMIO N NepeoCMbICIEHNEe, COXPaHMB
NPV 3TOM CBOW HEOTbEMIEMble 0cobeHHOCTV. Mexa-
HM3MbI KYJbTYPHOTO O6MEHa ¥ 3cTeTuyeckas 1oru-
Ka, BOMJIOLLEHHbIE B HUX, MO-MPeXHeMy NpeAcTaB-
NAOT COBON LLEHHBIN UCTOUYHUK AJ151 COBPEMEHHOTO
MEXKYNbTYPHOTO MOHVMMaHMS.
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ONE HUNDRED PORTRAITS OF GENNADIY AYGI

Summary: The creative collaboration between Nikolai
Dronnikov and Gennadiy Aygi, which spanned almost
two decades, has resulted in a rich legacy of books, al-
bums, and hundreds of portraits’. The artist's drawings
and paintings were occasionally inspired by the poet's
verses; however, more frequently they emerged from the
vibrant impressions created through his interactions with
Aygi, who captivated the artist with his distinctiveness.
Dronnikov's character was also perpetually fascinating

“Today, my portrait gallery features approximately
a thousand portraits — an authentic encyclopedia of
Russian life in France,” Nikolai Dronnikov remarked
in one of his numerous interviews [2]. Indeed, he is
renowned for his depictions of “Russian Paris”: re-
markable poets, artists, and musicians, whose con-
tributions have become integral to world culture,
are immortalised by the master — each in various
interpretations. The portrayals of his fellow country-
men — Alexander Solzhenitsyn, Andrei Tarkovsky,
Svyatoslav Richter, Mstislav Rostropovich, Vladimir
Vysotsky, Gennadiy Aygi, Bulat Okudzhava, Bella
Akhmadulina, Joseph Brodsky, Andrei Voznesen-
sky, and many others — were crafted not during
formal posing sessions, but in genuine moments
of life — at concerts, introductory performances,
while engaged in creative endeavours, or during
casual conversations.

1. Nikolai Dronnikov (1930-2025) — painter, graphic artist,
sculptor, and publisher of original books. He published over
sixty books with texts by Gennadiy Aygi, Elena Guro, Natalia
Goncharova, Mikhail Larionov, and others.

Gennadiy Aygi (1934-2006) — Russian and Chuvash poet,
winner of the French Academy Prize (1972), the Andrei
Bely Prize (1987); the Boris Pasternak First Prize (2000); the
International Petrarch Prize (1993); and Commander of the
Order of Arts and Letters (France, 1998). In 1994, he was
awarded the title of People’s Poet of the Chuvash Republic.
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and attractive to the poet due to its inherent freedom
and talent. Most of the portraits of Aygi, who resided in
Moscow, were created in Paris, a city he began visiting
regularly starting from 1988. The so-called ‘hundred por-
traits’, as Dronnikov referred to them, signify not merely
a numerical count but rather the diversity and his unend-
ing fascination with the poet's character.

Keywords: poet G. Aygi, artist N. Dronnikov, graphics,
painting, portraits, artist’s book.

Nikolai Dronnikov, the “"Russian soul of Paris”,
relocated to France in 1972. After graduating from
the Surikov Moscow State Art Institute in 1963, he
had firmly established himself as a master of the
“severe style”, which characterised his succinct yet
artistic drawing and the deep resonance of colour
in his artworks. As the artist recounts, following
his encounter with Marc Chagall on his initial visit
to France, he resolved to pursue creative freedom
far from his homeland, where such expression was
challenging at the time. Nevertheless, Dronnikov

G. Aygi with artist N. Dronnikov and journalist V. Amursky.
Paris, December 1988. Photo from the book Marked Winter. 1982.
The Story of the Book’s Publication. Cheboksary: Perfectum, 2019,
p. 121

remained a Russian artist who documented events
related to Russian culture in France.

Regarded as one of the pioneers of the “second
avant-garde” poetry movement of the 1960s, Gen-
nadiy Aygi faced exile from his homeland of Chu-
vashia, the Literary Institute in Moscow, and from
the realm of official Soviet poetry. While residing in
Moscow, he became part of a community of unof-
ficial artists, poets, and musicians. Boris Pasternak,
who he spent considerable time with in Peredelki-
no near Moscow, emerged as a pivotal influence in
his literary journey. Aygi's initial poetry collections
were released in France, Germany, Poland, Hunga-
ry, Denmark, Sweden, and other nations before they
were made available in his own country 2. French
poet Pierre Emmanuel commented on him in the
preface to a poetry collection published in Paris: “...
One of the greatest (poets — author's note) of our
time, almost unknown in his homeland. Unknown,
deprived of the right to publish and to earn a liv-
ing solely by translating into his native Chuvash
language. Nevertheless, he is a Russian poet, and
a remarkable one at that..." [4, p. 5]. In 1988, after
Gennadiy Aygi's poems had gained significant rec-
ognition abroad, he embarked on his first journey
to France. Having acquired the French language, he
began to visit frequently at the behest of publish-
ers and friends, including Nikolai Dronnikov (ill. 1).

Gennadiy's voyage to France commenced in the
1960s, as he reflects, “in an atmosphere of humili-
ation to which | was constantly subjected for many
years, in circumstances where there was no bright
prospect... | retained the most heartfelt feelings
for French culture and, | confess, never lost sight
of the thought — even though it was sometimes
painful — that it was in this country that my po-
ems would be published..." [1, p. 13]. Ultimately,
this came to fruition: he published several volumes
of the Anthology of World Poetry, translated into
Chuvash. The first of these was the volume Poets
of France in Chuvash (1968).

The bond between the poet and the artist en-
dured for nearly two decades, concluding with the
poet’s passing in 2006. Within their modest print-
ing establishment located in Dronnikov's residence
on the Parisian estate of Ivry, they produced dis-
tinctive hand-crafted books in limited editions —
often comprising no more than twenty-five copies.
The artist frequently complemented these publica-

2. The first collection of poems by G. Aygi was published in
Russia in 1991.

3

N.E. Dronnikov. G. Aygi. From the series 100 Portraits of
Gennadiy Aygi. 1994. Paper, watercolor. Chuvash National
Museum

tions with his illustrations, while Aygi enriched his
works with his poetry. Their life stories were inter-
twined through shared interests and collaborative
endeavours. Their inaugural book, Child and Rose,
produced in 1990, showcased sixteen graphic por-
traits of Aygi, each occupying a full page. The vivid-
ness of the linear drawing, rendered with a dynamic
brush, exemplifies one of Dronnikov's notable talents
as a graphic artist (ills. 2, 3, 4). The poet’s physical
presence was equally striking. Marina Razbezhkina,
the screenwriter and director of the documentary
Gennadiy Aygi (2001), remarked, “He was of short
stature, yet possessed an extraordinarily beautiful
head, perfectly shaped... it was impossible to gaze
upon him without experiencing a sense of joy” [3].
Indeed, Aygi was portrayed by numerous artists, in-
cluding his companions from the underground art
movement of the 1960s — Anatoly Zverev, Vladimir
Yakovlev, Igor Makarevich, and Igor Vulokh.

A considerable number of Gennadiy Aygi’s por-
traits consist of close-up depictions of his head
or face. Created using graphic mediums such as
pencil, monochrome watercolour, and occasion-
ally sanguine or pen, these works exemplify rap-
id drawing techniques infused with character and

101



N.E. Dronnikov. G. Aygi. Reading. «Georgian Poetry.» 2000.
Paper, pencil. Chuvash National Museum

personal attributes. The artist successfully captured
not only the striking physical likeness but also the
profound silence and contemplative nature that the
poet consistently embodied. The simplicity of the
composition enabled the artist to achieve remark-
able dynamism in both line and contour. Addition-
ally, his poem-paintings emerged as a distinctive
creative representation of the poet — these unique
canvases, crafted by Nikolai Dronnikov, feature re-
productions and illustrations of Aygi's poems (Fig. 5).

The so-called ‘one hundred portraits of Aygi’
were associated with a significant event at the Cen-
tre Pompidou in 1994 — the International Sym-
posium commemorating Gennadiy Aygi’s sixtieth
anniversary. Dronnikov was responsible for de-
signing the set for Aygi’s creative evening at the
Centre Pompidou in Paris. “I created one hundred
portraits of Aygi at the museum during his perfor-
mance. One hundred! Exceptional portraits. Subse-
quently, he provided me with one hundred poems,
which | published. That was our collaborative pro-
cess,” the artist recounted [2]. These one hundred
poems by Aygi were composed in response to his
one hundred portraits. Dronnikov's travel sketches
documenting his journey from Paris to Moscow and
then from Moscow to Cheboksary, marking his first
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G. Aygi. 2002. Paper, pencil. Chuvash National Museum

trip to Russia in three decades, further enriched the
poet’s portrait collection. Regarding this, the artist
articulated his sentiments clearly: “It was Aygi who
pulled me out” [2].

Dronnikov's “return” to Russia was a lengthy
process; he declined to exhibit his work here. The
residents of Chuvashia’s capital first encountered
the artist’s creations in 1995, when Gennadiy Aygi
brought collections of his poems, published by
Nikolai Dronnikov in France, to Cheboksary and
donated them to the National Library of the Chu-
vash Republic. This was succeeded by an exhibition
of the artist's work, organised by the esteemed Chu-
vash literary scholar, Atner Khuzangay, at the Na-
tional Library in November 1996. In 2000, the artist
himself finally made his way back. This marked his
first visit to Russia since relocating to France, ar-
ranged by Gennadiy Aygi in conjunction with an
exhibition held at the Chuvash State Art Museum
to celebrate Dronnikov's 70t birthday. This journey
held great significance for him for various reasons.
Not only was this Dronnikov's inaugural solo ex-
hibition in the new Russia, but he was also explor-
ing ancient Chuvash culture, as well as the Volga
River, about which he remarked, “The Volga... This
is my river — the Volga,” as he expressed in one

N.E. Dronnikov. G. Aygi. A Bow to Singing. “Mother, You Begin to Sweep the Room...” 1994. Canvas, oil. Chuvash State Art Museum

interview [2]. He produced numerous landscapes
during this time, and in the subsequent year, in
2001, he released a series of postcards titled “Vol-
ga” (2001), showcasing graphic works inspired by
his experiences in Cheboksary, followed by Ulyano-
vsk and Kazan.

The bond between the artist and the poet laid
the groundwork for the establishment in Chebok-
sary of one of the largest collections of Dronnikov's
paintings, drawings, and unique books in Russia.
By this point, in Aygi's homeland of Chuvashia, his
name had become a symbol of transformation, and
he had attained genuine national recognition there.
At this time, the National and Art Museums, along

with the National Library of the Chuvash Republic,
had evolved into venues where the poet himself re-
kindled his severed connections with his homeland.

Since that time, Nikolai Dronnikov maintained his
friendship with Chuvashia through the exchange of
books and exhibitions. Right after the poet passed
away in 2006, he produced four hand-printed edi-
tions of Requiem for Aygi, with each edition com-
prising twenty-five copies. Nikolai Dronnikov's last
contribution to Chuvashia was a substantial collec-
tion of his works, books, and the Aygi archive lo-
cated in Paris, which he donated to the National
Museum of the Republic in 2018.
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CTO MOPTPETOB FEHHAANA AUT

AHHoTauua: TBopuecknin TaHaem Hukonas JpoHHM-
koBa v FeHHaana Alrv, NPOAO/IKAaBLUMIACA OKONO ABajLia-
TV NIeT, OCTaBUA B CBOEM HACNEAUN KHVXXHbIE U3aaHusg,
anbboMbl U COTHW MOPTPETOB. PUCYHKM 1 KapTUHBbI Xy-
[AOXHMKa MHOTAa BO3HUKaAW BCaes 3a CTUXaMu MoaTa,
HO uallle — OT TOro APKOro BreyaT/eHns, KOTopoe po-
XZAanocb B 06LeHUN ¢ ATy, BAOXHOBAABLLErO XyAOXHMKa
CBOEl YHUKaNbHOCTbO. TakKe 1 NMYHOCTb [IpOHHMKO-
Ba bblna 6eCKOHeUYHO MHTepeCHa 1 NpuBieKaTenbHa Ans
nosTa CBOel BHYTPeHHeln cBobog0M 1 TanaHToM. bonb-

«CerogHa Mos NOpPTpeTHasa ranepes HaCUUTbI-
BaeT OKOJIO TbICAYM NMOPTPETOB — HaCTOALLANA dH-
LUUKIOMNEeANs PYCCKOW XM3HW BO PpaHumm», —HK-
Konan JpOHHMKOB 0603HaunA 3Ty UNdpy B O4HOM
N3 MHOXEeCTBa MHTepPBbHO [2]. 1elCTBUTENBHO, OH
LWNPOKO M3BECTEH CBOMMMU NMOPTPETaMM «PYCCKOTO
Mapuxxa»: BblAaroLLMecs No3Tbl, XYAOXKHNKN 1 My3bl-
KaHTbl, Yb€ TBOPYECTBO CTaNO JOCTOSHMEM MUNPO-
BOV Ky/IbTypbl 3anevatiieHbl MacTepoOM — KaX /bl
BO MHO>XecTBe BapuaHToB. Obpasbl cooTevecTBeH-
HukoB — AnekcaHapa ComkeHnubiHa, AHApes Tap-
koBckoro, CBatocnasa Puxtepa, Mctucnaea Poctpo-
nosu4a, Bnagumumpa Bbicoukoro, NeHHaaus Anrn,
Bynata Okya>xaBbl, bennbl AxmagynanHoin, Nocnda
Bpoackoro, AHapes Bo3HeceHCKOro n MHOTUX APYTMX
CO3JaHbl He Ha CeaHcax MO3MpoOBaHus, a B MrHOBe-
HUAX XXMBOW XWU3HN — Ha KOHLLepTaX, BCTYMNAEHUSAX,

1. [poHHukoB Hukonai Eroposumy (1930-2025) — xwuBonuced,

rpaduk, CKybnNTop, U3gatenb aBTOPCKUX KHUT. 3aan 6onee
LIECTUAECATN KHUT C TekcTamu [eHHagus Anru, Enenbl Mypo,
Hatanbu FoHuapoBoii, Muxaunna JlapuoHoBa v ap.
Anrv FeHHagui Hukonaesmy (1934-2006) — poccuinckmii
M 4yyBalLCKUIM NMO3T, obnagatenb npemuin PpaHuysckon
Akagemun (1972), AHgpes Benoro (1987); nepsoii npemun
um. bopuca MactepHaka (2000); MeXAyHapOAHOW NpeMun
Metpapku (1993); Komangop OpaeHa Nckyccts v Jlntepaty-
pbl (PpaHums, 1998). B 1994 r. 6611 yA0OCTOEH 3BaHUA HAPO4-
Horo noata Yysaluckon Pecnybanku.
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Las yacTb nopTpeToB ANru, xueyLiero B Mockse, bbina
caenaHa B [Mapuxe, Kysa OH npuesxan 40BOJLHO YacTo,
HaunHaa ¢ 1988 roaa. YcnoBHble «CTO MOPTPETOB», Kak
Ha3Ban nx caM [JpOHHMKOB, KOHEYHO, O3HAYatOT He CTOb-
KO KOJINYeCTBO, CKONbKO pa3Hoobpasme n ero beckoHeu-
HbI/ MHTEpec K IMYHOCTM No3Ta.

KnroueBble cnoBa. [71osm [T H. Alieu, xy0oxHuk

H. E. ipoHHuKos, 2pagbuka, Xxusonuce, hopmpemel, KHU2a
XYOOXHUKQ.

B TBOPYECKOM MOrpy>KeHnn B paboTy nan Bo Bpe-
MS fpyxeckux beces.

Hukonal lpoHHWKOB — «pycckas gylwa Mapw-
Xa» — yexan Bo OpaHumio B 1972 rogy. OkoHuMB
B 1963 rogy MoCKOBCKMI roCyAapCTBEHHbIN XyA0-
KECTBEHHbIA UHCTUTYT uMeHun B. . CypukoBsa, oH
BMOJIHE CNOXMCA KaK MacTep «CypOBOro CTUAA»,
onpesenvBLLErO ero JakOHWYHbIA U B TO Xe Bpe-
MS @apTUCTUYHBIA PUCYHOK U r1y6okKoe 3ByYaHue
uBeTa B >XmBonucu. No cnoBam xyAo>XKHMKa, nocne
BCcTpeun ¢ Mapkowm LLlaranom B nepBown cBoen no-
e3ake Bo ®paHuUMIO OH onpeaennacs ¢ BeiIbopom
B MOAb3y cBODBOALI TBOPYECTBA BAAIN OT POAUHBI,
r4e C 3TUM B TO BpeMs 6blio cnoxHo. Ho JpoH-
HWKOB OCTaBa/CA PYCCKUM XYAOXHWKOM, 3anevar-
neswnm Bo PpaHumm cobbiTUs, CBA3aHHbIE C pycC-
CKOW KyNbTYpPOW.

MpUYnCNeHHBIA K CO34aTeNsM NO331MN «BTOPO-
ro aBaHrapga» 1960-x rogos, leHHaguii Airun 661
M3rHaH us pogHon Yysawimu, JIntepaTypHOro nH-
cTuTyTa B MOCKBe, U3 opULMaibHOM COBETCKOM
no3smn. Xmnesa B MockBe, OH BAWUACA B KPYr He-
odnuManbHbIX XyAOXHWNKOB, MO3TOB U MYy3blKaH-
T0B. OnpeaenstoLwWeln Ha AMTepaTypHOM Nonpu-
LLle IMYHOCTBIO cTan ana Hero bopuc MNacteprak,
C KOTOPbIM OH MHOTO 0bLWancs B NO4MOCKOBHOM

MepenenkuHo. MepBble COOPHUKU CTUXOB AlArn yBUM-
aenv ceet Bo ®paHuun, Nepmanum, Monble, Bew-
rpvn, Janwu, LWseuun n apyrnx ctpaHax npexae,
yeM Ha poguHe 2. PpaHLy3ckmnii NoaT Mbep IMmMa-
HY3/lb MNCan O HEM B NPEANCNOBUN K COOPHUKY
CTUXOB, n3gaHHomy B lMapuxe: «...OAnH 13 Kpyn-
Helwmx (Nno3T1oB — A.M.) Hallero BpeMeHu, NoyTK
Heun3BecTeH y cebsa Ha poaunHe. HensBecTeH, nu-
LUeH NpaBa nevyartaTbCs U KOPMUTCSH NCKAHOUNTENb-
HO MepeBoAaMMU Ha POAHON UyBaLLCKUIA A3bIK. Of-
HaKO MO3T OH PYCCKUI, MPUTOM OTPOMHbIN...» [4,
c. 5]. B 1988 rogy, koraa ctmxu l'eHHaana Airu yxe
LUMPOKO Ny6MKOBANUCH 3a PyOeXXOM, COCTOSANO0Ch
nepsas ero noesgka o ®paHumio. Belyums dppaH-
Lly3CKWIA A3bIK, OH CTas YyacTo H6biBaTb TaM MO Npu-
rAalWweHno nsgateneit n CBoUX Apy3en, Cpean Ko-
TOpbIX 6b11 U Hkonal poHHnkoB (1. 1).

MyTb NeHHaana Bo PpaHUUIO HAUMHaNCA eLle
B 1960-e roApl, kKak OH nuLeT, «<B 06CTaHOBKE YHU-
>KEHWSA, KOTOPOMY A MOCTOAHHO MOABEPranca MHOrune
roZlbl, B 06CTOATENBCTBAX, KOTJa HE BbIJI0 HUKAKOM
CBETNOM nepcrneKkTuBbl... i coxpaHan camble cep-
AeYHble UyBCTBa K GpaHLLy3CKOM KyabType W, Npu-
3HAOCb, HE TePS MbICAIM — XOTb NoA4ac 310 66110
N MY4YNTENbHO — O TOM, UTO MMEHHO B 3TOW CTpaHe
6yAayT onyb6ankoBaHbl U Mou cTuxu...» [1, ¢. 13]. Tak
W CNYYUNOCh: OH U3Jan nepeBefeHHbIe UM Ha Yy-
BALLCKWNI A3bIK HECKOJIbKO TOMOB AHTONOTMN MU-
poBOW No33un. [NepBbIM B 3TOM CMMCKE, CTas TOM
«[0o3Tbl PpaHumMn» Ha YyBaLLICKOM A3bike (1968).

Apyx6a nosta 1 Xyf0oXHMKa AAnaacb NouTu
ABajLaTh NeT 40 caMol cmepTu noata B 2006 rogy.
B cobcTtBEeHHOW ManeHbkoW TUnorpadmn B gome
[pOHHMKOBA, UTO B MapuXCKOM nomecTtbe VBpwy,
OHW CO3JaBanu yHVKa bHble PYKOTBOPHbIE KHUIM Ma-
NEHbKMMU TUpaXKaMu — MHOrZa He 6osiee ABasLaTh
NAaTW. XyAOXHUK YacTO COMPOBOXAaN 3TN N34aHnA
CBOMMM pUCYHKamK, a Alirv COnpoBOXaan CBOUMMU
CTUXaMu pucyHkn JpoHHunkoBsa. Vx buorpadum co-
€ANHWUANCE U B3aUMHbIM UHTEPECOM, Y COBMECTHOW
paboToi. B nepBoli xe kHure «Anta-n-Posa», co-
3gaHHOM umu B 1990 roay, 6bian NoMeLLeHbI LecT-
HajLuaTb rpapuuecknux nopTpeToB Arn, Kaxabli
N3 KOTOPbIX 3aHWMAaET Lieayro Nosocy KHUru. Belpa-
3UTEeNbHOCTb JIMHEMHOTO PUCYHKA, BbINMOJHEHHOTO
3HEPrUUYHOM KNCTbI, — OZHA U3 CUJIbHbIX CTOPOH
JpoHHukoBa-rpadwuka (va. 2, 3, 4). Beipasutens-
HOW Bbls1a M BHELWHOCTb No3Ta. MapuHa Pa3bexkn-
Ha — CLLeHapuCT 1 KNHopeXmccep AOKYMEHTalbHOro

2. TMepBbit cbopHuK ctuxos . H. Aiirn B Poccun yBugen ceet
B 1991 r.

dunbma «F'eHHagnt Anrn» (2001) nucana: «OH cam
6b1/1 HEBBICOKOMO POCTa, HO Y Hero bblla HEBEPOAT-
HO KpacuBas ronoBa, naeanbHasa GopMa, ... Ha Hero
Henb3s 6bI10 CMOTPETb 63 OLWYLLEeHNS CYaCTba»
[3]. AelicTBUTENBHO, AU PUCOBaNN MHOTME, B TOM
uncne, ero Apy3bs NO «MOAMNOAbBHOMY» UCKYCCTBY
1960-x rogo — AHaTonwuii 3Bepes, Bnagummp Akos-
nes, Nropb Makapesuu n Vropb Bynox.

3HaunTenbHas 4YacTb nopTpetoB [eHHaaus
Alirm — 3TO ero rosaoBa WAU AULLO, B3sITblEe KPYM-
HbIM NAaHOM. BbinonHeHHble B rpadnyecknx marte-
pranax — KapaHZalloM, OLHOLBETHOWN aKBapesbto,
WHOTAa CaHIMHOW W PYYKOW, OHW NPeaCcTaBastoT
MOJIHUEHOCHO HaHECEHHbI PUCYHOK, B KOTOPOM
€CTb XapaKTep 1 MHAMBUAYabHble YepTbl. He ToNbKO
BHeLLHee NopasnTeNbHOe CXOACTBO, HO TO COCTOA-
HMe TULLWHBI U BAYMYNBOCTW, BHYTPEHHEN paboThl,
B KOTOPOM NO3T nNpebbiBas NOCTOAHHO — NaBHOE,
4TO yMes onpeaenvTb XyaoXHuUK. lNpocTota KoMm-
no3nunm No3Boasana eMy rnpesesbHyr gMHaMu-
Ky IMHUM 1 KOHTYpa. CBoeobpasHbIM TBOPUECKNM
NOPTPETOM MO3Ta CTain U CTUXM-KapTUHbI — 3TO
co3gaHHble Hukonaem [IpOHHUKOBBIM YHMKaNbHble
XOJ/ICTbI, HA KOTOPbIX OH BOCMPOMW3BEN, Hanmncan Kn-
CTbtO CTUXM Alru (ua. 5).

Tak Ha3blBaeMble «CTO NopTpeToB Alirn» 6b11u
CBSAi3aHbl CO 3HaMeHaTe/IbHbIM MeponpuaTuem B LieH-
Tpe XKopxa MNMomnugy, cocrosslumnmcs B 1994 rogy —
MexayHapoAHbIM CUMMNO3UYMOM, MOCBALLEHHbIM
wecTtngecatunetnto NeHHagma Airn. poHHMKOB
BbICTYMMWA CLeHorpadoM ero TBOpPYECKOro Beyepa
B napuxckoMm LleHTpe MNMomnunay. «f Toraa B My3ee
Ha ero BbICTYMJeHWM cAenan CTo NopTpeToB ANru.
Cro! Beigatowimneca nopTpeTtbl. A OH MHe Aan NoToMm
CTO CTUXOTBOPEHWUW, U 5 UX U3gan. BoT Tak mMbl pabo-
Ta/An», — pacckasbiBan XyAOXHUK [2]. 3T cTo cTn-
XOTBOPEHWI AT BbIAN HanncaHbl B OTBET Ha CTO
ero nopTpeToB. [pooKeHNeM NOPTPETHOM rane-
peu noaTa cTaau 1 NyTeBble 3apUCOBKM [ pOHHMKOBA
no gopore u3 Napuxa B Mocksy 1 ganee — un3 Mo-
ckBbl B Yebokcapbl, KOraa oOH Brnepsble 3a TpUALaTh
net otnpasuaca B Poccuro. 1o sToMy nosogy Xy-
JAO>XHWK BbICKa3blBaACA COBEPLUEHHO OnpeaeneH-
HO: «9TO AArM MeHs BbITAHYA» [2].

«Bo3BpaLlyeHve» [ipoHHKKoBa B Poccuto Hbl10 fon-
TMM, BbICTaB/ATLCA 34eCb OH OTKa3biBaacs. CHava-
Nla 3HaKOMCTBO XUTenen cTonunubl YyBawmm ¢ TBop-
4YeCcTBOM Xy 0XHWKa coctosanock B 1995 roay, koraa
l'eHHaann Alirv npuees B Yebokcapbl 1 nogapun Ha-
LMOHaNbHOM bnbanoTeke YyBalickoln Pecnybamkm
CHBOPHMKM CBOWX CTUXOTBOPEHWUI, M3AaHHble Hkonaem
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[JpoHHukoBbIM BOo ®paHumu. Janblue Hbina BbICTaB-
Ka Xy4O0>XHWKa, YCTpOeHHas B HalmoHanbHol 61b-
nnoteke B Hosbpe 1996 roga N3BECTHBIM YyBaLLICKMM
nutepatypoBegom ATHepom XysaHraem. B 2000 rogy,
HaKOoHeLl, Mpuexan 1 cam XyJOXHWK. ITO Bbln nep-
BbIM nocsie ero nepeesga Bo ®paHuuto Bu3mnT B Poc-
CUHO, KOTOPLIN OpraHu3oBan FeHHaami Airu B CBA3M
C BbICTAaBKOW, MpUypoYeHHOM K 70-neTuto JpOHHM-
KOBa B 3anax YyBalLLCKOro rocyjapCTBEHHOMO XyA0-
KECTBEHHOro My3esl. 3Ha4YMMOW AN Hero 3Ta noess-
ka 6bbl1a No MHorMm npuumHam. Kpome Toro, 4to ata
6bln1a NepBas NepcoHanbHas BbicTaBka [ pOHHMKOBa
B HOBOM Poccuu, oH OTKpbIBan ans cebs ApeBHIOO
UyBaLLCKYH KyNbTypY, Tak Xe, kak v Boary, o kotopoi
Hanwucan: «Bosra... 310 Mosi peka — Bonra», Tak OH BbI-
paswicsa B O4HOM W13 CBOWX MHTepBbHo [2]. OH co3aan
34eCb HeMano nersaxen n B cnegyrowem 2001 rogy
n3gan cepuro oTkpbIToK «Boara» (2001) ¢ rpaduye-
CKUMUM paboTamu Mo BrieyaTaeHusM OT CBOero npebsi-
BaHWA B Yebokcapax, NOTOM B YNbSHOBCKe 1 KazaHu.

[Apy>x6a xyAoxHWKa 1 nosTa cTana 3anorom ¢op-
MUpOBaHUs B Yebokcapax 04HON 13 camblix 601b-
LINX KONNEKLMI KapTUH, PUCYHKOB N YHUKaNbHbIX
KHUr lpoHHMKOBa, umetowmxca B Poccun. K ato-
My BpPeMeHW Ha poanHe Aiirv B YyBawnm ero nms
3BYyYasio KakK CMMBOA MepPeMeH, OH NoJy4Yua 34ecb
MOUCTMHE BCEHAPOAHYH U3BECTHOCTb. My3en —
HaunoHanbHbIM 1 XyL0XeCTBEHHbIN, a Takxke Ha-
LuMoHanbHasa 6bubanoteka Yysalickon Pecny6an-
K1 CTann K 3TOMY BPeEMEHM TeM MeCTOM, Fje 1 cam
MO3T BOCCTaHaB/MBa yTpayeHHble CBA3W C POAMHON.

C 1ex nop apyxba Hukonas poHHunkoBa ¢ Yy-
BalLMel NpoAoXKanacb B3aMMHbIMU OOMeHaMM
KHUT 1 BbicTaBkaMn. Cpa3y nocse cMepTu noaTa
B 2006 rogy OH co3gan YyeTbipe PyKOTBOPHbIE KHUN-
rnm «PekBuem no Aiirn», kaxgaas no Aaguatb NaTb
ak3emMnaapos. NocnegHum gapom Hukonas JpoH-
HuKoBa YyBalwnn ctana 60ablUas KONNEKUUSA ero
paboT, KHUWT, a TakxKe Napuxckoro apxmea Ainru Ha-
LuMoHanbHoMy Mmy3etro Pecnybavkm B 2018 rogy.
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MORPHOLOGY AND CULTURAL SEMANTICS OF THE

"RAM’S HORN" PATTERN IN THE ORNAMENTATION

OF THE KAZAKH PLUCKED INSTRUMENT DOMBRA
(XINJIANG, CHINA)

Summary: The article examines the decorative motif
known as the “ram’s horn”, which adorns the body of the
Kazakh plucked instrument dombra, as a key element of
the visual culture of the Kazakh people of Xinjiang. The
study is based on fieldwork conducted in 2022, including
interviews with craftsmen and musicians, and employs
a comprehensive methodology combining art-histori-
cal, iconographic and ethnomusicological analysis. The
author identifies three main morphological types of the
pattern — figurative, abstract and compositional — each
analysed in terms of its visual characteristics, produc-
tion techniques and functional adaptation. Particular
attention is given to the interaction between the instru-
ment's visual design and its acoustic properties, as well
as to the technological logic governing the placement
of ornamentation on different parts of the dombra. The

In the context of globalisation, the preserva-
tion and transmission of intangible cultural heritage
have become increasingly important. The dombra,
as a prominent symbol of Kazakh culture, has gone
beyond its practical role as a musical instrument to
become a cultural emblem and a carrier of nation-
al identity, travelling across the steppes on horse-

examples discussed demonstrate that the “ram’s horn”
motif is not merely decorative but fulfils structural and
semiotic functions, expressing core ideas of cosmologi-
cal order, totemism and the sacred role of sound in no-
madic culture. The article further addresses issues related
to the transmission of craft knowledge, mechanisms of
improvisational adaptation of ornamentation depending
on materials and tools, and colour choices shaped by the
instrument'’s contextual use. The article emphasises the
significance of ornament as a visual language that en-
sures the continuity of ethnocultural traditions and out-
lines prospects for further study in the context of safe-
guarding intangible cultural heritage.

Keywords: dombra, “ram’s horn” motif, Kazakh people,
decorative art, cultural symbol.

back. [1] Yet for a long time, academic research
has tended to emphasise sound over visual form,
focusing mainly on musical aspects such as ton-
al structure, playing techniques, historical origins
and social functions. Meanwhile, the richness of or-
namental patterns and the depth of their aesthet-
ic meaning have received little systematic study or
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cultural interpretation. This imbalance in scholarly
perspective limits a deeper understanding of the
dombra'’s cultural value.

Regarding the key motif of the “ram’s horn”,
existing studies reveal two significant limitations.

1. There is a noticeable shift in research focus.
Most studies concentrate on analysing ornaments in
areas of material culture such as clothing and carpet
weaving (G. Ikhran, 2016; Guo Yunzhu, 2010; C. Wei-
wei, 2021, etc.). However, due to fundamental dif-
ferences in the objects that bear these ornaments,
the findings are difficult to apply directly to a mu-
sical instrument such as the dombra, which limits
the accurate interpretation of the motif's morphol-
ogy and its underlying cultural logic.

2. In modern academic literature, research on the
relationship between acoustic function and the visual
design of plucked instruments is virtually absent.
The morphology of ornaments is often examined in
isolation, without considering their correlation with
sound-production features, playing techniques or
the structural and technological aspects of the in-
strument itself.

By focusing on the “ram’s horn” motif, this
study examines the most representative and cen-
tral pattern in the decorative system of the dom-
bra. Its contours, derived from the abstraction and
transformation of the physical features of ram'’s
horns, form a pattern system with distinct seman-
tic depth. However, contemporary research has
neither clarified its specific morphological classi-
fication on the dombra nor revealed the mecha-
nism of mutual interpretation between “ornaments
(form) — musical instruments (function) — cul-
ture (meaning)”.[10]

Therefore, the present study aims to address the
gaps identified above. Its main objective is to ex-
plore three fundamental questions: What unique
morphological system does the ram’s horn motif
exhibit on the dombra? How does this morpholo-
gy interact with the instrument’s functionality and
the technological thinking of its makers? And what
deeper layers of nomadic cultural meaning are em-
bedded within this ornament? Based on fieldwork
conducted in 2022 in the lli and Tarbagatai regions
of Xinjiang (including interviews with 13 craftsmen
and 3 akyns), this paper applies an analytical frame-
work of “morphological classification — functional
correlation — cultural interpretation”. The integrated
use of the iconographic method enables systemat-
ic documentation and classification of ornamental
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morphology, while a semiotic approach allows for
deeper interpretation of the cultural symbolism and
meanings concealed behind the patterns. Togeth-
er, these methods contribute to a comprehensive
understanding of the dombra’s decorative art and
its unique cultural value.

The dombra occupies a central place in the mu-
sical culture of the Kazakh people and is regarded
as one of the most representative instruments em-
bodying the spiritual values, national identity and
cultural continuity of the ethnic group. Its origins
trace back to ancient times and, according to sourc-
es, can be followed to the era of the early ancestors
of the Kazakhs, dating to the 3 century CE [9]. Over
centuries of historical development, the structure of
the dombra has undergone significant transforma-
tions, resulting in a variety of forms and construc-
tion types. In contemporary practice, the two-string
version of the instrument predominates, although
three-string versions are also encountered. Within
the typology of the dombra body, two main vari-
ants are distinguished: a flat type characterised by
a straight backboard, and a pear-shaped type with
a convex rear surface. A major aspect of variability
also lies in the shape of the peghead, which appears
in numerous configurations, including flat, double-
headed, swan-shaped and other modifications [3].
This structural and morphological diversity creates
a rich visual foundation for the integration of tradi-
tional ornamental motifs, among which the ram'’s
horn pattern holds a special place.

The transformation of production technologies
has had a significant impact on the decorative char-
acteristics of the dombra. According to an interview
with master craftsman Sultan Azu, the traditional tech-
nique of carving the instrument’s body from a sin-
gle piece of wood has now been largely replaced by
the method of assembling it from separate wood-
en plates. In particular, the soundboard is made of
pine, the body is constructed from seven or nine
pieces of acacia wood, and the neck is crafted from
peach wood. This structural innovation, on the one
hand, enhances the acoustic qualities and overall
stability of the instrument, while, on the other, it di-
rectly affects the compositional principles of orna-
ment placement, the specifics of carving techniques
and the integration of decorative elements into the
body's structure. These changes form an important
prerequisite for further analysis of the interrelation-
ship between the ornamental system and the instru-
ment's manufacturing technology.[5]

In the cultural system of the Kazakh people, the
dombra possesses a value that extends far beyond
that of a musical instrument. Serving as a central ele-
ment in rituals (weddings, celebrations), interpersonal
communication (aitys) and spiritual self-expression
(narrative ballads), it fulfils a cultural function that
connects the individual and the collective, the secular
and the sacred. It is precisely this profound cultural
essence that makes its external visual form — the
ornament — not merely an aesthetic addition, but
an important visual language that conveys and pre-
serves these cultural meanings.

The decorative system of the dombra demon-
strates a clear hierarchical distribution with distinct
focal points and relationships of subordination. The
key zones of ornamentation are concentrated on
the soundboard and the back of the body, where
figurative or compositional variations of the ram'’s
horn motif often serve as the visual centre. The neck
is typically adorned with a continuous decorative
band composed of abstract or compositional inter-
pretations of this motif, while the peghead generally
features a more restrained design. This distribution
reflects the underlying logic by which ornamenta-
tion is subordinated to the structural and function-
al foundation of the instrument. [4]

The decorative design of the dombra strictly fol-
lows the key principle of “sound in priority, form in
accordance”, achieving precise alignment between
visual expression, the acoustic structure of the in-
strument and the conditions of its use. Specifical-
ly, the soundboard, serving as the resonant core,
features a strictly controlled carving depth of 0.3—
0.5 cm to ensure acoustic vibration and often incor-
porates rich compositional variations of the ram's
horn motif to create a visual focal point. The peghe-
ad, as the primary grip area, requires rounded edg-
es in figurative carvings to provide tactile comfort
and preserve the sense of totemic symbolism. The
neck, being the area where the strings are pressed
by the fingers, is decorated only with flat, abstract
ribbon-like ornaments, fundamentally excluding any
interference with performance technique.

Among the various types of decorative design,
special importance is attributed to the art of carv-
ing — a tradition that traces its origins to the prac-
tice of applying ornaments to bone artefacts among
the ancient ancestors of the Kazakh people, lat-
er organically integrating into the craft of artistic
woodwork [7]. It is precisely in the carving of the
ram’s horn motif that this tradition achieved its most

A

Figure 1. Antelope (Figurative pattern «<Ram’s Horns»)

109



concentrated and canonically refined expression.
Oral testimonies from master craftsmen with dec-
ades of experience confirm the continuity and sta-
bility of these artisanal canons. In particular, master
Akbar Khalik, with 42 years of practice, emphasises
that the ornament follows strict transmission rules
rooted in generational practice: “On the peghead —
upright horns (proudly raised), symbolising rever-
ence for the sky and earth; on the body — coiled
horns (symmetrically twisted), embodying the full-
ness of life” [4]. This evidence attests to the pro-
found structural integration of the ornament within
the system of the instrument, where the morpholo-
gy and placement of the pattern not only function-
ally correspond to the dombra’s structural features
but also convey a visualised model of the cosmo-
logical and existential worldview of nomadic culture.

In the nomadic civilisation of the Kazakh peo-
ple, the sheep was not only a fundamental source
of livelihood but also a powerful cultural symbol —
particularly through the highly expressive form of
its horns. The spiral and curved shapes of the ram'’s
horns, embodying the symbolism of strength, the life
cycle and abundance, were actively reproduced by
the ancestors on various artefacts, establishing their
status as a key decorative motif. On the dombra, the
ram’s horn pattern, having undergone a process of
evolution, developed into the following clearly de-
fined morphological system:

1. Figurative type

This type is characterised by carving with a high
degree of realism, capturing precise contours and
refined texture, which ensures ease of visual rec-
ognition. The morphology of the motif most like-
ly derives directly from the imitation of the natural
form of ram’s horns. It is most commonly found on
elements such as the neck, where it serves as an
accent decoration that reinforces the totemic sym-
bolism (Fig. 1).

2. Abstract type

This type represents the transformation of the
basic curves of ram’s horns through stylisation, ex-
aggeration and geometrisation, resulting in con-
cise and rhythmic spiral motifs. This variation forms
the foundation of the dombra’s decorative sys-
tem and is especially suited for continuous orna-
mental bands along the neck and the framing of
the body. The simplified morphology eliminates
any interference with performance technique,
demonstrating harmony between functionality
and form (Fig. 2).
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Figure 2. Goat (Abstract pattern «Ram'’s Horns»)

3. Compositional type

This type is distinguished by the use of abstract
or figurative elements of the ram'’s horn motif as
a structural framework, combined with other sym-
bols of steppe culture’s prosperity — such as motifs
of the sun, moon and plant ornaments — forming
a complex yet coherent visual system [2]. Such com-
binations are often found on the soundboard, cre-
ating a striking visual focal point (Fig. 3).

In analysing the morphological types present-
ed, the ram’s horn motif on the dombra reveals an
evolutionary trajectory — from “realistic imitation”
to "abstract creativity”, and from “isolated symbol”
to "compositional construction”. This progression re-
flects not only the evolution of the Kazakh people’s
aesthetic consciousness but is also likely influenced
by the optimisation of the instrument’s functionality
and the increasing efficiency of production process-
es. Within the decorative system of the dombra, the
ram’s horn motif has developed mature composi-
tional principles that combine cultural richness with
visual adaptability, which can be specifically under-
stood through three progressively deepening levels.

Firstly, the principle of symmetrical repetition
in macro-composition. The key ornaments on the
soundboard and the back of the body are often ar-
ranged strictly symmetrically relative to the bridge
as a visual axis, which closely corresponds to the an-
cient Kazakh cosmology of “the symmetry of heaven
and earth” and "dual harmony”. At the same time,
such a perfectly stable composition gives the in-
strument a majestic and harmonious visual appear-
ance, ideally in line with its sacred status in ritual
practices, representing a universal characteristic of
Kazakh decorative art.[10]

Secondly, the principle of framework adaptation
in mesostructure. When working with asymmetric

Figure 3. Argali (Compositional pattern «<Ram’s Horns»)

zones such as the body (trapezoidal) and the peg-
head (arched), the ram’s horn motif employs specif-
ic methods—"angular filling" (decoration of corner
space) and “contour following” (ornament tracing
the outline of the object)—achieving seamless in-
tegration of decoration with the shape of its base.
In this way, the motif is not passively “placed” but
actively "adapted”, ensuring an organic unity be-
tween ornamentation and the structure of the object.

Thirdly, the principle of smooth curves in micro-
forms. Based on flowing S-shaped and C-shaped
lines, the ornament creates a visual rhythm that sty-
listically harmonises with the streamlined contours
of the dombra’s body. Particularly expressive is the
internal dynamism of the composition: the ascend-
ing tension of the “raised horns” on the peghead
and the inward coiling of the “twisted horns” on the
body not only evoke life energy and movement but
also resonate with the melodic fluidity and acous-
tic nuances of the instrument. Thus, the effect of
synaesthesia is achieved — the interpenetration of
visual and auditory perception [3, p. 92].

In summary, the compositional organisation of
the ram’s horn motif appears as a multi-layered sys-
tem that includes: the macro-level of symmetry and
order, the meso-level of structural correspondence
between form and medium, and the micro-level of
curvilinear rhythm and plasticity. This structure not
only fulfils the decorative functions of ornamenta-
tion but also serves as a visual representation of
the Kazakh worldview — reflecting observations of
natural cycles, concepts of cosmological order and
the veneration of life force as the fundamental es-
sence of existence.

The morphology and localisation of the ram'’s
horn motif on the dombra extend beyond the pure-
ly aesthetic realm, constituting a form of “techno-
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logical design” deeply integrated with the acoustic
characteristics of the instrument. The mechanism of
this correspondence manifests itself in three main
aspects.

1. The mechanism of acoustic optimisation through
carving on the soundboard.

Craftsmen regulate resonance by precisely con-
trolling the depth and density of the ornament’s dis-
tribution. For compositional variations of the ram's
horn motif on the dombra’s soundboard, the scheme
“sparse in the centre — dense at the edges” is widely
applied. The acoustic logic is as follows: the central
area of the soundboard serves as the main vibration
zone, where sparse carving best preserves the free-
dom of oscillation; meanwhile, the peripheral zones
are relatively stable, and the increased carving den-
sity, while decorative, simultaneously reinforces the
structural stiffness of the boundaries, thereby directing
sound waves towards a more even and concentrated
resonance across the soundboard surface [6, p. 23].

2. The mechanism of mechanical balance achieved
through the absence of ornamentation on the peghead.

In contrast to the richly decorated body, the peg-
head is typically made from dense, solid wood and re-
mains undecorated. This structural solution increases
the mass in the upper part of the instrument, contrib-
uting to the dombra’s balance during performance,
enhancing stability in handling and preventing the
displacement of its centre of gravity. Such a meas-
ure fully aligns with the fundamental principles of
musical instrument mechanics. Thus, the absence of
ornamentation is not a deficiency but a deliberate
element of engineering functionality, optimising the
instrument’s performance characteristics.

3. Empirical evidence from craftsmen.

Empirical data from craftsmen provide key
confirmation of the mechanisms described above.
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According to comparative tests carried out by mas-
ter Akbar Khalik on identical wood samples, a dom-
bra with an adaptive ram’s horn motif demonstrates
approximately 12 % higher resonance efficiency —
manifested in increased loudness and longer sus-
tain — compared to a completely smooth body
without ornamentation. [8]

The decoration of the dombra is by no means
a matter of superficial visual effect. The placement,
presence or absence, and morphology of its patterns
are the natural outcome of deep integration with
the instrument’s acoustic structure and mechanical
balance. This study empirically shows that the ram'’s
horn motif is, from the outset, a structural compo-
nent of the dombra’s acoustic system, ultimately
achieving an organic synthesis of practical function
and aesthetic value at the level of the material ob-
ject. The morphology of the ram'’s horn motif on
the dombra is not formed in graphic sketches, but
directly in the process of the craftsman’s manual
work, where it takes shape and develops in inter-
action with specific tools, materials and technolog-
ical stages of production. This continuous “living
interaction” permeates the entire production cycle
and determines the distinctive character of the or-
nament'’s realisation.

The morphology and localisation of the ram'’s
horn motif on the dombra are therefore the result of
the combined influence of cutting tools, wood prop-
erties, the production process and the maker's em-
bodied knowledge. It is not a passive embellishment,
but an active creation that continuously “dialogues”
with various technological factors throughout the
making of the instrument. It is this underlying log-
ic of interaction that enables the motif not only to
grow organically on the dombra but also to be effi-
ciently produced, thus effecting the transition from
a "design sketch” to an integral part of the instru-
ment'’s very being. As a condensed symbol of Ka-
zakh culture, the ram’s horn motif on the dombra
is not only a form of decorative art, but also a liv-
ing “social language” that, through its morphology,
composition and context of use, actively partici-
pates in shaping and reinforcing the cultural iden-
tity of the ethnic group.

In the context of social rituals, the ram’s horn
motif on the dombra ceases to function as a stat-
ic decoration and becomes an active visual focal
point of cultural practices. During aitys, a dombra
adorned with this motif becomes not only a musical
instrument but also a symbolic element that visually
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Figure 4. Ornament «Ram’s Horns» without coloring on
natural wood

concentrates national meanings such as courage,
wisdom and ethnic dignity. Such ritualised display
reinforces the connection between the ornament
and the core values of Kazakh culture.[2] During
important life-cycle events (weddings, birth rites),
a dombra bearing this motif serves as a linking el-
ement between individual destiny and collective
tradition. In such cases, the instrument becomes
a “biographical artefact” whose decorative form is
enriched with new layers of memory and symbol-
ic significance.

The constant presence of the motif on the dom-
bra plays an important role in transmitting cultur-
al codes. From an early age, a child internalises the
visual image of the ornament through tactile and
visual experience within the family and commu-
nity environment, which ensures the continuous
transmission of ethnic knowledge without reliance
on written forms, turning the dombra into a mo-
bile carrier of cultural memory. Under conditions
of intensifying cultural exchange, the preservation
of the traditional motif becomes an act of con-
scious ethnic self-affirmation. The ornament serves

Figure 5. Ornament «<Ram’s Horns» emphasized with a
mineral pigment, creating a classic scheme: wooden base with
scarlet accents

as a stable symbol of cultural belonging, creating
a visible point of reference in a changing world.[8]

Thus, the ram’s horn motif on the dombra con-
stitutes a multilayered sociocultural symbol: it an-
chors ethnic identity, is activated in ritual practices
and upholds the continuity of the cultural tradition
of the Kazakh people. The cultural origins of the
ram’s horn motif go back to the archaic totemism of
the ancestors of the Kazakh people.[6] In the tradi-
tional belief system, the sheep transcended its util-
itarian role as a source of subsistence and acquired
a sacred status. The ram'’s horn, embodying a con-
centration of strength, protection and vital energy
through its resilient, upward-striving morphology,
was perceived as a visible manifestation of fertility,
vital force and the prosperity of the lineage.[8] This
analogy and sacralisation, rooted in archaic modes
of thought, formed the initial spiritual substratum
that nourished the emergence of the ram’s horn
motif. The sacred nature of the ram’s horn motif is
closely linked to the shamanistic worldview prev-
alent among the Kazakhs. In this tradition, horns
were understood as a sacred ladder connecting the

celestial, earthly and human realms, and as a medi-
um for the shaman’s communication with spirits. [4]
Applying this symbol to the dombra endows the in-
strument with ritual significance, and its sound, in
the collective consciousness, acquires the meaning
of a sacred transmission. In this way, the dombra
is transformed from a utilitarian object into a ritu-
al bearer that unites the secular and the sacred.
In nomadic life, the sheep served as a foundation
of survival and a symbol of prosperity, which elevat-
ed the animal to the level of a philosophical con-
cept. Its horns, as a non-utilitarian part, underwent
symbolic transformation and came to signify grat-
itude for and veneration of life. Figurative patterns
convey a value-laden attitude towards the animal;
abstract forms reflect the dynamics of herd move-
ment and the striving for prosperity; compositions
with plant motifs visualise the idea of harmony be-
tween human beings, livestock and nature. [5] The
colour system of the ram’s horn motif on the dom-
bra follows the aesthetic principle of “honouring the
natural colour of the material, with restrained use
of accent contrasts”. This principle precisely reflects
the dual nature of the Kazakh character, which com-
bines reserved depth with passionate expressiveness.
According to field observations, the overwhelming
majority of ram'’s horn motifs on the dombra retain
the natural colour of the wood (Fig. 4), which re-
flects deep respect for natural materials and aes-
thetic authenticity. At the same time, on dombra
used in ritual contexts such as weddings and cele-
brations, craftsmen subtly emphasise the contours
of the motif with an ochre-based mineral pigment,
creating the classic colour scheme of a “wooden
ground with scarlet accents” (Fig. 5). In Kazakh cul-
ture, the colour red goes beyond festive symbolism,
embodying fire, the sun, life and well-being, inten-
sifying the sacredness of the motif while simultane-
ously expressing protection from evil forces, a wish
for prosperity and a sincere love of existence.[10]
Thus, the colouristic treatment of the ram's horn
motif transcends mere visual embellishment and
becomes a carefully codified language of emo-
tions. Through the aesthetic tension between the
restrained naturalness of the ground and the fiery
intensity of concentrated accents, it articulates and
culturally fixes the key emotional concepts of the
Kazakh people: reverence for nature, praise of life
and collective exultation. The systematic analysis
of the ram’s horn motif on the dombra conducted
in this study has revealed it as a complex symbolic
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system deeply rooted in the fabric of Kazakh no-
madic civilisation, synthesising visual representa-
tion, functional adaptation and cultural logic.

The main findings can be summarised as fol-
lows. Firstly, within the morphological system of
the dombra, the ram'’s horn motif appears not as
an arbitrary embellishment but as a hierarchical-
ly structured form, spanning a range from figura-
tive realism to abstract-composite symbolism. This
spectrum not only reflects the regularities of artistic
transformation but also attests to a shift in Kazakh
visual expressiveness from naturalistic imitation to
conceptual signification.[9] Secondly, the decorative
practice of this motif functions as a form of tech-
nological thinking in which morphology, composi-
tion and carving technique are inseparably linked
to the instrument’s acoustics, mechanical balance
and production cycle. This demonstrates that, with-
in the constructive logic of the dombra, ornament
and function do not stand in opposition but exist as
interrelated and mutually dependent aspects of an
integral system.[5] Thirdly, from a cultural perspec-
tive, the ram'’s horn motif emerges as a key visual
code that condenses a stratum of ethnic mean-
ings — from shamanistic and totemic notions to

the philosophy of nomadic life and social identity.
Acting as a visual-symbolic mediator between sa-
cred and everyday meanings, it enables the con-
tinuous cultural transmission of these values across
generations and through the ritual forms of collec-
tive memory.[8]

In conclusion, the primary significance of this
study lies in overcoming the traditional opposition
between “sound and form" by proposing an an-
alytical triad of “morphology — function — cul-
ture”, which reveals their mutual complementarity.
It has been established that the ornamentation of
the dombra is not a mere decorative addition, but
an integral part of its value as an object of intangi-
ble cultural heritage. Uncovering the symbolic sys-
tem of the motif makes it possible to deepen the
understanding of the philosophy of form-making
and the national spirit of the Kazakh people, while
the identified correlation between ornament and the
instrument’s functionality provides a scholarly basis
for safeguarding tradition in restoration, replication
and innovative design. In this way, the study con-
tributes to the viable transmission of cultural her-
itage under contemporary conditions.
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MOP®OIOTNA N KY/IbTYPHAS CEMAHTUKA
Y3OPA «BAPAHbU POTA» B IEKOPE KA3AXCKOIO
LLLNMKOBOTO MHCTPYMEHTA IOMBPbI
(CUHbBLL3SH, KUTAI)

AHHoOTauumsA: B ctaTbe paccmMaTpuBaeTcsa AeKkopaTmB-
HbI/ y30p «BapaHbM pora», yKpaluatoLmii KOpnyc Kasax-
CKOTO LLMNKOBOIO MHCTPYMEHTa A0MBpPbI, Kak KJoUYeBOWM
3NE€MEHT BM3YyaIbHOW KyNbTypbl Ka3axckoro Hapoaa CuHb-
U3sHa. VicchesoBaHve OCHOBaHO Ha pe3ysibTaTax MoneBbiX
akcneanumin 2022 rosa, BKIKOYAET UHTEPBbLIO C MacTe-
paMu U My3blKaHTaMK, N ONMUpPaeTCA Ha KOMMIEKCHYHO
MeTOZO/I0T N0, COYETALOLLYHO UCKYCCTBOBEAEHME, MKOHO-
rpapuyecknii 1 3STHOMY3bIKOJIOFMYECKNI aHann3. ABTo-
POM BbIAB/IEHbBI TP OCHOBHbIX MOP)ONOrMYecKnx Tmna
y30pa — GUrypaTBHbIN, abCTPakTHbIA 1 KOMMO3ULMOH-
HbIN, KaXAblli U3 KOTOPbIX PACCMOTPEH B KOHTEKCTE ero
BW3YyabHbIX XapakTePUCTUK, MPOUN3BOACTBEHHbIX TEXHUK
n GYHKLMOHaNbHOW ajanTaumm.

Ocoboe BHUMaHWe yaenseTcs B3aMMOAENCTBUIO BU-
3yasibHOro 0oGOpPMAEHMNS U aKyCTUYECKMX CBOMCTB JOM-
6pbl, a TakXKe TEXHOJOrMUYECKOW NIornke pasmMeLleHums
OpHaMeHTa Ha pPa3/INYHbIX YacTax MHCTpyMeHTa. MNpu-
BeAEHHble NPMMepPbl AEMOHCTPUPYIOT, UTO y30p «bapa-

B koHTekcTe rnobanusaumm coxpaHeHve n ne-
pesaya HemaTepuanbHOroO Ky/ibTYPHOrO HacieAmns
CTaHOBATCA BCe 6bonee akTyanbHbiMK. Jlombpa, 6yay-

HbW pora» He ABASETCA NULWb AeKopaTUBHOW GOpPMON,
a BbIMOJHAET CTPYKTYPHYH Y CEMUOTUYECKYH GYHKLUN,
Bblpa>kasl K/tOUEBbIE MPEACTaBleHNs O KOCMOIoTnye-
CKOM MopsaKe, TOTEMU3ME U CaKpasbHOW pOu 3ByKa
B KOUEBOW Ky/NbType.

ABTOpbI ObpalllatoTcs K BOMpocam nepegauu pe-
MEC/NEHHBIX 3HAaHWUW, MEXaHW3MOB UMMPOBU3aLIMOHHOW
ajanTalun opHaMeHTa B 3aBUCMMOCTU OT MaTepUasoB
N UHCTPYMEHTOB, a TakXe KONIOPUCTUYECKUX pPeLIEeHUN
B 3aBMCHMOCTM OT KOHTEKCTa UCMO/Ib30BaHMS UHCTPYMEHTA.
B cTaTbe noguépkmnBaeTcs 3HaueHe OpHaMeHTa Kak Bu-
3ya/lbHOTO f3blka, 06ecrneynBatoLLEro NPEEMCTBEHHOCTb
3THOKY/IbTYPHbBIX TPAAWLMNA, U packpbiBatOTCA Nepcrek-
TWBbI €50 N3yUYeHWs B paMKax COXpaHeHUs HemaTtepmasb-
HOrO Ky/NbTYPHOro Hacieaus.

KnroueBble cnoBa: dombpa, y3op «bapaHeu poza»,
kasaxckuli HapoOd, OekopamuesHoe UCKYycCmeo, Ky/smyp-
HbIl cCUMBO.

UM BbIAAOLLMMCS NPeaCcTaBUTENEM Ka3axCKOW Kyib-
TYpbl, YXXe BbllLaa 38 paMKu CBOero ¢»pn3nyeckoro
npesHa3HaueHns Kak My3blKaJlbHOIO MHCTPYMEHTA,
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NpeBpaTUBLLNCE B KyJAbTyPHbIA CUMBOA U HOCU-
TeNb HaLMOHabHbIX YYBCTB, KOUYHOLLMIA MO CTensM
Ha cnuHax aowagen [1]. OAHAKO B aKkajeMunyeckux
Kpyrax nccnefoBaHvsa AOAroe BpeMs AeMOHCTPUpO-
Ba/IN TEHAEHLMIO «aKLeHTa Ha 3ByYaHun B yLiepb
BM3yasbHON GopMe», NpenMyLLEeCTBEHHO cocpe-
A0TauMBanACh Ha My3blKaJbHOW OHTONOTUM — TakuX
acnekTax, kak 3ByKoBas CMCTeMa, UCMONHUTENbCKAA
TeXHWKa, NCTOPUYECKOE NMPOUCXOXAEHME U COLN-
anbHble GYHKLWW, — Torga Kak 6oratctBo OpHaMeH-
Ta/lbHbIX Y30POB M r1ybUHa 3CTETUYECKOW LLEEHHOCTH
oCTaBanncCb 6e3 cucTemMaTMyeckoro aHaamsa v riy-
H6oKoW KyNbTypHOM MHTepnpeTaummn. Takol gucba-
NaHC nccnefoBaTeIbCKON NePCNeKTUBbI OFpaHnum-
BaeT CNOCOBHOCTb akaZeMMyeckmx KpyroB packpbiTb
KyNbTYPHYIO LLEeHHOCTb AOMOpBI.

MpuMeHnTENBbHO K KtoUeBOMY y30py «bapaHbu
pora» CyLlecTBYHoLMe NCCAeA0BaHMA 4EMOHCTPU-
PYIOT Ba CyLECTBEHHbIX OrpaHuyeHus:

1. Habntosaetca cmelleHne nccaeaoBaTenbCcko-
ro ¢okyca. bonbwmHcTBO paboT cocpesoToHeHO
Ha aHann3e OpHaMeHTOB B Takux chepax maTepu-
aJlbHOW KyNbTypbl, Kak OAeXJa U KOBPOTKauYecTBO
(T. NkpaH, 2016; Mo FOHxy, 2010; LI. Bariean, 2021
v Ap.). OaHaKo n3-3a GyHAaMeHTaNbHbIX pPa3anynii
B 06beKTax-HOCUTENAX NMONYUYEHHbIE BbIBOAbI TPYA-
HO HanNPAMYH NPUMEHNUTb K cneLmduke My3sbikanb-
HOrO MHCTPYMEHTa, Takoro kak Aombpa, Uto orpa-
HWYMBaET BO3MOXHOCTN TOUHOWN UHTEpRpeTaLmm
MopdoNormm ysopa u CBA3aHHOW C HUM KYAbTyp-
HOW NOTVKMW.

2. B coBpeMeHHOW Hay4yHOWN anTepaTtype npak-
TWUYECKN OTCYTCTBYET UCCaeoBaHNe B3aMMOCBA-
31 MeXAY aKyCTUYeckon GyHKLMEN 1 BU3yanbHbIM
odopMAeHNEM LLMMNKOBbIX NHCTPYMeHTOB. Mopdo-
JIorns OpHaMEHTOB PacCcMaTPUBAETCA N30ANMPOBaH-
HO, 6e3 yuéTa UX COOTHOLIEHMUA C OCOBEHHOCTAMY
3BYKOW3BNEYEH WS, TEXHUKOW yAepXKaHUA U KOH-
CTPYKTUBHO-TEXHOIOTMYECKMMWN acnekTaMm caMo-
ro MHCTPyMeHTa.

KoHueHTpurpysack Ha y3ope «bapaHby pora», jaH-
HOM UCCNeaoBaHMM paccmaTpuBaeTtca Hanbonee pe-
Mpe3eHTaTMBHBIN KJOYEeBOW MOTUB B leKOopaTnB-
HoW cncTeMe AoMbpbl. Ero ouepTaHms, BO3HMKLLIME
13 abCTpakumm 1 TPaHCLEHAEHLMM XapaKTepUCTMK
HapaHux poroe, POPMUPYHOT CUCTEMY Y30POB C YHU-
KaJbHbIM CMbIC/IOBbIM HanosHeHnemM. OgHako co-
BPEMEHHbIE UCCNEA0BAHNA HN MPOSCHUAN ero cne-
undpuyeckyro Mopdonornyeckyro Knaccnudumkaymto
Ha AOMbpe, HM pPacKpblIM MexaHU3M B3aVMHOW WH-
TepnpeTtaLmm Mmexay «y3opamu (popmoint) — My3bl-
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KaNbHbIMWU UHCTPYMEHTaMMU (YHKLNAMU) — Kyb-
Typown (cogep>kaHunem)» [10].

CnepoBaTtenbHO, HacTosLLEE NCCe0BaHNE Ha-
npaB/ieHO Ha BOCMOJ/IHEHME YKa3aHHbIX NPo6enos.
KntoueBas 3agaua coctouT B peweHnn Tpéx dyHaa-
MEHTa/IbHbIX BOMPOCOB: KakoW YHNKaNbHOW MOpdO-
NOrMYeCcKon CUCTEMON NpeacTaB/ieH y30p «bapaHby
pora» Ha JOMbpe; Kak 3Ta Mopdoaorus B3aumMogen-
cTBYeT C GYHKLMOHaNbHOCTbIO MHCTPYMEHTA U TEX-
HOJIOFMYECKMM MbILLEHWNEM U3TOTOBUTENEN; U Ka-
Koe rnybokoe Ky/nbTypHOe CofepkaHne KOUeBOW
TPaANLMN 3a10KEHO B JaHHOM OpHaMeHTe?

Ha ocHOBe noneBbIx MCCNef0BaHUIA, MPOBEAEH-
Hbix B 2022 rogy B Maniickom n Tapbarataickom
parioHax CMHbL3sHa (BKJtOYas MHTePBbLIO € 13 Ma-
cTepamMu 1 3 aKkbiHaMW), B JaHHOW CTaTbe NPUMEHsieT-
€S aHanuTnyeckas «mopdonormyeckas knaccnbuka-
uma — QYHKLMOHAIbHaA B3aMMOCBA3b — Ky/IbTypHas
NHTepnpeTauma». KOMNiekcHoe Ncnoab3oBaHue
nKoHorpaduyeckoro MetTosa no3BoafeT cMcTema-
TMyeckn GuKCMpoBaTb 1 KnaccnbuumposaTte MOp-
bosnoruto y3opos, a NPUMEHEHNE CEMUOTUYECKOTO
noAxosa AaéT BO3MOXHOCTb IyboKon NHTepnpeTa-
LN KYAbTYPHOM CUMBOJIMKM U CMbIC/IOB, CKPbITbIX
3a OpHaMeHTaMW, C Lieblo BCECTOPOHHErO packpbl-
TS YHUKabHOM LEHHOCTU AeKOPATUBHOIO UCKYC-
CTBa JOMbOPbI.

[Jombpa 3aHMMaeT LLeHTpasbHOe MeCTO B My3bl-
KasIbHOW Ky/NbType Ka3axckoro Hapoja v paccma-
TPMBAETCA KakK O4MH U3 Hanbonee penpeseHTaTMB-
HbIX MHCTPYMEHTOB, ONNLIETBOPSAIOLW NI fyXOBHbIE
LEeHHOCTW, HaUMOHANbHYH NAEHTUYHOCTb N Ky/b-
TYPHYIO NpeeMCTBEHHOCTb 3THOCA. Eé npouncxoxae-
HWe BOCXOAMUT K r1yOOKOWN APEBHOCTU W, COrNacHO
NCTOYHUKAM, MOXeT ObITb MPOCAEXEHO A0 MOXM
paHHWX NPeAKOB Ka3axos, AaTupyemoli lll Bekom Ha-
e 3psbl [9]. B xoae MHOrOBEKOBOTO MCTOPUUECKOTO
pPa3BUTUA KOHCTPYKLMA JOMbpbI NpeTeprena 3Ha-
UnTeNbHbIE N3MEHEHUS, NPUObpeTs pasHoobpasne
$OPM N KOHCTPYKTMBHbIX pelueHnin. B coBpemeH-
HOW npakTVKe npeobnajaet ABYXCTPYHHas pa3Ho-
BMAHOCTb MHCTPYMEHTA, XOTA BCTPEYatoTCA U Tpex-
CTPYHHble Bepcuu. B Tnonorum kopnyca 4oMopbl
BbIZAENAOTCA Ba OCHOBHbIX BapuaHTa: NAOCKWN, Xa-
paKTepuU3yHLLMNCA POBHOW 3a4HEN AEKOW, N Tpy-
LWEBUAHBIM, C BbIFTHYTON CMUHKON. CyLLecTBEHHbIM
3/IEMEHTOM BapuaTMBHOCTM BbICTyMaeT Takxe Gop-
Ma rosioBku rpuda, NpeAcTaBAeHHON MHOXECTBOM
KOHUrypauuii, Bkatouas NaoCkyto, ABYriaByto, e-
6eanHyto 1 apyrue moandukaumn [3]. NogobHoe
KOHCTPYKTMBHOE 1 Mopdosormyeckoe MHoroobpa-

3ue co3gaet boratyro BU3yabHYHO OCHOBY AN UH-
Terpauum TpaguLMOHHbIX OpHaMEHTaNbHbIX MOTU-
BOB, CPeAM KOTOPbIX 0COB0E MECTO 3aHUMAET y30p
«bapaHbK pora».

TpaHcbopmaLmsa NPoOM3BOACTBEHHbIX TEXHONO-
VI OKasana 3HaunTeNbHOE BAUSIHVE Ha AeKOpaTUB-
Hble XapaKTepuUCTUKM AoMbpbI. Kak cnesyeT us nH-
TepBbto ¢ MacTepoM CyntaHom A3y, TpaguLMOHHan
TEXHWKA BbIAAN6IMBaHNSA KOPMyca U3 LeSbHOro Kyc-
Ka ApeBeCUHbl B HAaCTOsLLEE BPEMS B 3HAUUTENbHOM
CTeneHu BbITeCHEHa MeTOAO0M COOpKM M3 OTAENb-
HbIX JlepEeBAHHbIX MIAacTUH. B yacTHOCTY, BEpXHSAs
JieKa M3roTaBanMBaeTCs U3 COCHbI, Kopnyc dpopmu-
pyetca us 7 uam 9 dparmeHToB ApeBeCcuHbl akaumy,
a rpud — u3 gepeBa nepcrka. Takoe KOHCTPYKTUB-
Hoe 06HOB/IEHWE, C OAHOW CTOPOHbI, CNOCOBCTBYET
YAYULLIEHWNIO aKyCTMUYECKMUX CBOMCTB U 0bLLel cTa-
6MABbHOCTM MHCTPYMEHTA, @ C APYron — oKa3blBa-
€T HENOCPeACTBEHHOE BO3JENCTBME Ha KOMMO3W-
LMOHHbIE MPUHLMMbI Pa3MeLLeHNs OPHAMEHTOB,
cneunduKky TeXHUKM pesbbbl U MHTErpaL Mo AeKo-
paTUBHBIX 31IEMEHTOB B CTPYKTYypy Kopnyca. YKa-
3aHHble N3MEHEeHNA GOPMUPYIOT BaXKHYH Npes-
MOCbIJKY A/ AabHEWLIEro aHaan3a B3auMOCBSA3N
MeXay OPHaMEHTaJbHOM CUCTEMOM U TEXHONOMMN-
el U3roTOB/NIEHNS MHCTPYMeHTa [5].

B KyNbTypHON C1CTEME Ka3axCKOro Hapoaa JOM-
6pa obnasaeT LEHHOCTbIO, AaNeko BbIXOAsLLEN
3a paMKM My3blKaJbHOrO MHCTPYMeHTa. BbicTynas
KNHOUEBBLIM B pUTyanax (CBagbbbl, MpasgHunKm), Mex-
JMYHOCTHOM OBLLEHUN (aTBICHI) U AYXOBHOM CaMo-
BblpaXkeHWn (HappaTuBHble H6annagbl), OHa BbINOA-
HSAET Ky/JIbTYpHY GYHKLIMIO COEANHEHVS MHAMBUAA
N KONNEKTMBA, MUPCKOTO U CakpanbHOro. ViIMeH-
HO 3Ta rnybuHHas KynbTypHas CyLUHOCTb AesaeT
€€ BHEeLUHIOH BU3YyasibHYt0 GOpPMYy — OpPHaMEHT —
He MNPOCTO 3CTETUYECKMM AOMOJHEHNEM, HO BaX-
HbIM BM3YyasibHbIM f3bIKOM, HECYLLUM U Nnepejato-
MM yKa3aHHbIE Ky/JbTYpHbIE CMbICbI.

[JlekopaTuBHas cuctema 4oMOpPbI AEMOHCTPUPYET
yéTKoe pacnpegeneHune C akLeHTaMn 1 Conoauun-
HeHveM. KnroueBble 30HbI OPHaMEHTaLMK COCpeso-
TOYEHbl Ha BEpPXHEeW eKe U TblIbHOW CTOPOHE Kop-
nyca, rae B KauecTBe BU3YyaslbHOrO LEHTPa 4acTo
BbICTYNatoT GUrypaTMBHbIE MU KOMMO3ULNOHHbIE
BapuWaHTbl y3opa «bapaHbu pora». Npu¢ obbiuHO
0dOpMAAETCA HEMpPEepPbIBHON AEKOPATUBHOM NEH-
TOV U3 abCTPaKTHbLIX UM KOMMO3WLMOHHbIX UHTEP-
npeTauuii 3Toro ysopa, Torga kak rosioka rpuda,
Kak npaBuo, oTnYaeTcs 6bosee NakoOHUYHbIM An-
3ariHoM. Takoe pacnpegeneHune otpaxaet raybo-

KYHO JIOTUKY NOAYMHEHHOCTN OPHaMeHTaLMmn CTPYK-
TYPHO-OYHKLMOHANbHOW OCHOBE MHCTPYMeHTa [4].

[JekopatnBHoe odopmMaeHne 4oMbpbl CTPOro
NOAYMHAETCA KIHOUYEBOMY NPUHLMMY «3BYK B MPUO-
puteTe, GopmMa COOTBETCTBYET», JOCTMUIas TOYHOrO
COOTBETCTBMA BU3YasbHOrO BblpaXeHWs aKkycTnye-
CKOW CTPYKTYpe MHCTPYMEHTa U YCNOBUAM €ro uc-
nosib3oBaHWsA. KOHKpPETHO: BEPXHAA feKa, ABNAACH
pe30HaHCHbIM AZPOM, UMEET CTPOro KOHTPOIMpYe-
MYyt rybuHy opHameHTauuu B npegenax 0,3-0,5 cm
O/15 rfapaHTUM akycTuyeckol Bnubpaunu, npu 3Tom
4YacCTO MCMOJb3YHOTCA HACbILLEHHbIE KOMMO3MLM-
OHHble Bapuauuu y3opa «bapaHbu pora» ans co-
3/laHNA BM3YyaNbHOrO akLEeHTa; ronoBKka rpuda Kak
OCHOBHas 30Ha 3axBaTa TpebyeT 0b6s3aTENbHOIO
CKpyrneHunsa kpaes y GUrypaTmBHoON pe3bbbl, obec-
neuynsas KoOMGOPT TaKTUABHOIO BOCMPUATUS U TO-
TEMUYECKOW CUMBOVKM; TPUG, ABAAACL 06NaCTbIO
NanbLEeBOro NpmMXaTna CTPYH, YKpallaeTcs AuLlb
NAOCKMMM abCTPaKTHBIMUN NEHTOUYHBIMU OPHaMEH-
Tamu, uTo QyHAAMEHTabHO UCKroYaeT interference
C UCMONHNTENbCKOW TEXHUKOM.

CpeaAyn pasnvyHbIX BUAOB AE€KOPaTUBHOIO
opopmMaeHna ocoboe 3HaueHne NPUHAANEXNT
NCKYCCTBY pe3bbbl, TPagMLMa KOTOPOro BOCXO-
AWT K MPaKTVKe HaHeCeHNA OPHAMEHTOB Ha KO-
CTAHblE N3AEeNNA Yy APEBHUX NPEAKOB Ka3aXxCKoro
HapoJa W B JajibHellleM OpraHU4YyHO MHTEerpu-
poBanacb B PEMECNO XyA0XECTBEHHOW 06paboT-
Ku apeBecuHsbl [7]. iIMeHHO B pe3bbe opHameH-
Ta «bapaHbK pora» gaHHaa Tpagnuma noayvmna
Hanbonee KOHLLEHTPMPOBAHHOE N KaHOHNYECKM
odopMeHHOE BblpaXeHue. YCTHble cBUAeTeNb-
CTBa MacTepoB C MHOTONETHMM OMbITOM MOATBEp-
XKAArT NPeeMCTBEHHOCTb U YCTOMUYMBOCTb 3TUX
pemecneHHbIX KaHOHOB. B yactHocTu, mactep Ak-
6ap Xanvk, metoLwmii 42-nNeTHUn CTax, NOAYEPKM-
BaeT, YUTO OPHAMEHT cleayeT CTPOrMM npasuiam
nepegavu, 3aKpeniéHHbIM B NPakTUKe nokose-
HWI: «<Ha ronoeke rpuda — ctosume pora (rop-
40 MNOAHATbIE), CUMBOAM3MPYIOLLME MOYNTaHME
Heba 1 3eMan; Ha Kopnyce — 3aKpy4deHHble pora
(cMMMeTPUYHO 3aBUTbIE), OANLLETBOPAOLLIME NOA-
HOTY >XW3HW» [4]. OTK cBeAeHnA CBUAETENbCTBY-
0T O ryH6OKOW CTPYKTYPHOW MHTErpaumm opHa-
MeHTa B CUCTEMY UHCTPYMeHTa, rae mopdonorus
M NoKanmsauma y3opa He TONbKO PyHKLNOHab-
HO COOTHOCATCA C KOHCTPYKTUBHbIMW OCOBEHHO-
CTAMW JOMOPBI, HO U HECYT BM3YalN3NPOBaHHYHO
MOZeNb KOCMOJIOTMYECKUX U XXMU3HEHHbIX Npej-
CTaBNEHWNN KOUEBOW Ky/NbTypbl.
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B koueBOM LUMBMAM3ALMM Ka3aXCKOrO Hapoaa
oBLa 6bl1a He TONbKO OCHOBHbBIM MCTOUYHMKOM >KN3-
HEeHHbIX PecypcoB, HO 1 eé 06pa3 — 0cobeHHO Hawn-
6onee BU3yasbHO BblpasuTesibHble pora — TPaHC-
dopMmnpoBaCa B BaXKHbIN KyJNbTypPHbIA CUMBOJI.
CnupaneBugHble 1 N30rHyTble GopMbl HapaHbux po-
roB, BOMJOLLatOLLME CUMBOANKY CUbI, SXU3HEHHO-
ro umKna n n3obuams, akTMBHO BOCNPOU3BOANANCH
npeAKkaMu Ha pasinyHbIX apTedakTax, YTo 3a10XKM-
JIO OCHOBY WX CTaTyca Kak KJ1H04eBOro gekopaTus-
Horo MoTmBa. Ha sombpe y3op «bapaHbu pora»,
nponas 3Boatoumio, cbopMmnpOoBa CleayoLLYyHO
YETKYHO MOPDONOrMYECKYHO CUCTEMY:

1. ®urypaTuBHbIV TN

[aHHbIN TMN oTAnYaeTcs pe3bboli C BbICOKOM
CTeneHbIo peannsma, nepeatoLLiein TOUHble oyep-
TaHWA N YTOHUYEHHYIO TEKCTypy, 4TO obecneunBaet
NErkocTb BM3yasbHOro pacrno3HaBaHna. Mopdono-
rns y30pa, BEPOSATHO, HANPSMYH BOCXOAUT K UMU-
TauuMm nNpmpogHor ¢opmbl bapaHbux poros. Ham-
6osiee YacTo BCTPEYAETCA Ha TaKMX INEMEHTaX, Kak
rPUG, rae CAY>XMT akLLeHTHbIM AeKOPOM, yCUamBa-
FOLLMM TOTEMUYECKYO cMMBOAUKY (Puc. 1).

2. ABCTpaKTHbIN TUN

[JaHHbIN TMN ocyLlecTBAseTCA NepepaboTka ba-
30BbIX KpMBbIX HapaHbMX POroB NyTém CTUAN3aLUY,
rmnepbonunsaunm n reomeTpusanmnm, cossanas na-
KOHWYHbIE N PUTMUYUHBIE 3aBUTKOBbIE MOTMBBI. 10-
A0b6Has pasHOBUAHOCTb COCTaBAAET OCHOBY AeKopa
AOMOpbI, 0OCOBEHHO NPUMEHMMA A/15 HEMPEPbIBHbIX
OpHaMeHTabHbIX NOAOC Ha rpude 1 obpamaeHus
kopnyca. ¥YnpowéHHas mopdoaorna nckarovaer
MOMEeXV NCMONHUTENbCKON TEXHMKE, EMOHCTPUPYS
rapMOHMIO0 PYHKLMOHaNbHOCTU U GopMbl (Puc. 2).

3. KoMMNO3WLMOHHBIV TUMN

[aHHOMY TNy CBOWCTBEHHO MCMNOAb30BaHNe
abcTpakTHbIX UM GUTYPaTUBHBIX 3NEMEHTOB Y30-
pa «bapaHbu pora» B KayecTBe Kapkaca, coyeTa-
HWe C ApYyrMMun cumBosiiamu Grarononyumsa cren-
HOM KY/NbTYpbl: TaKUMUN Ka MOTMBbI COJIHLA, NYHbI
N pacTuTeNbHble OPHaMEHTbI, POPMUPYA CIOXKHYIO,
HO YyNOpAAOYEHHYIO BU3yanbHyto cuctemy [2]. Ta-
Kasi KOMBUHALMA YacTo BCTPeYaeTCs Ha BEPXHEN
AeKe KOpryca, YTo CO3/aéT Bblpa3nTeNbHbIN BU3Y-
anbHbIN akueHT (Puc. 3).

B 0630pe npeacTaBaeHHbIX MOPGOAOrNUYECKNX
TUMOB NPOCAEXMBAETCA IBONOLMOHHAA TEHAEHLMA
y3opa «bapaHbu pora» Ha JoMbpe — OT «peanu-
CTMUECKOrO NOAPaXXaHUs» K «abCTpakTHOMY TBOp-
YeCTBY», OT «U30JIMPOBAHHOTO CMMBOIAa» K «KOM-
MO3MLMOHHOMY NOCTPOEHUIO». [laHHas TeHAeHUMs
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OTpaXkaeT He TOJ/IbKO 3BOJIHOLMIO 3CTETUUECKOrO CO-
3HaHMA Ka3axCKOro Hapogaa, Ho 1, BEPOATHO, 06-
yCc/n0B/AeHa onTuMM3aumnen GyHKLMOHaAbHOCTH
WHCTPYMEHTa 1 noBblleHneM 3GHEKTUBHOCTM Npo-
N3BOACTBEHHbIX NMPOLLECCOB.

Y30p «bapaHbu pora» B AeKOPATUBHOM CUCTEME
A0OMbBpbI chopMMpoBan 3pesble KOMMNO3ULUNOHHbIE
MPUHLMMBI, COYeTaroWwme KyNbTYPHY HacbILLeH-
HOCTb 1 BU3YasbHYIO aZanTUBHOCTb, YTO KOHKPETHO
packpblBaeTCs yepes Tpu Nocies0BaTesbHO yray6-
NAOLWMXCA YPOBHA.

Bo-nepBbix, NPUHLMMN CUMMETPUYHOIO NOBTOPA
B MakpOKOMMNO3uLun. KntoueBble y30pbl Ha BEPX-
Hel Zeke U TbIIbHOW CTOPOHE KOpryca 4acTo pac-
nosiaratoTcs CTPOro CUMMETPUUYHO OTHOCUTENBHO
NoACTaBKM KakK BM3yasbHOMN OcK, UTO r1yboKo cooT-
BETCTBYET APEBHEN Ka3aXCKON KOCMOJOTUN «CUM-
MeTpUKn Heba 1 3eMAN» U «AyaNbHOW rapMOHUM».
OpHoBpeMeHHO, NofobHas abcontoTHO CTabub-
Has KOMMO3MLMsA NPUAAET UHCTPYMEHTY BENNYaBbIN
M raPMOHWYHBIN BU3YyasbHbIA 061K, UTO MAEalbHO
COOTBETCTBYET €r0 CakpasJbHOMY CTaTycy B pUTyasb-
HbIX NPaKTUKax, ABAASCb YHUBEPCaNbHON XapakTepu-
CTMKOW Ka3axcKoro gekopaTvBHOro mckyccrtaa [10].

Bo-BTOpbIX, MPUHLMN KapKacHOW agantauum
B Me30CTpyKType. MNpun paboTte c TaknMn acMmme-
TPUUYHBIMM 30HaMW, Kak Kopnyc (TpaneuneBna-
Hblli) 1 ronoBka rpuda (apouHas), y3op «bapaHbu
pora» NpUMeHseT KOHKPEeTHblE METOAbl — «YTN0-
BOE 3arnoJIHeHNe» (AeKop Yrn1oBoro NpocTpaHcTea)
N «KOHTYpHOE cnejoBaHme» (OPHaMEHT NOBTOpsET
ouepTaHus obbekTa), — AocTuras 6eCcllOBHOM WH-
Terpauum gekopa c dopmon HocuTens. brarogaps
yYeMy y30p He NacCMBHO «pPa3MeLLaeTCs», a akTUB-
HO «aflanTpPYeTCA», UTO rapaHTUpyeT OpraHnyHoe
€[ MHCTBO Jlekopa W CTPYKTYpbl o6bekTa.

B-TpeTbunx, NpMHUMN NAaBHbIX KPUBBIX B MUKPO-
dopmax. OCHOBbIBasACb Ha MJ1aBHbIX S-06pa3HbIX
n C-06pasHbIX NIMHUAX, OpHaMeHT GOpPMUPYET BU-
3yaNbHbI PUTM, BCTYNawOLWMA B CTUANCTMYECKOE
€/MHCTBO C 06TekaeMbIMW OUepTaHUAMM Kopryca
AoMbpbl. OcOH6EHHO BbIPa3nNTeNbHO NPOABAAETCS
BHYTPEHHSASA AMHAMMKa KOMMNO3ULMWN: BOCXOAsLLee
HanpsaxeHue «B3Abl6JI€HHbIX POroB» Ha roJ0BKe
rpuda N MHTPOBEPTHaA CBEPHYTOCTb «3aKPyUeHHbIX
pOroB» Ha KOpMyce He TOJbKO OTChIIAT K XKM3HEH-
HOW 3HEPrnn 1 ABUXKEHMNIO, HO Y OKa3blBaOTCA CO-
3BYUHbl ME0AMYECKON TEKYYECTM N aKyCTUUECKUM
nepesnvBaM UHCTPYMeHTa. Taknum obpa3om peanusy-
etca addekT cMHecTe3nn — B3aMMOMNPOHNKHOBEHMSA
BM3YyaNbHOrO 1 ayAuanbHOro socnpuatma [3, c. 92].

B o6obLwatoLem niaHe KOMNO3ULMOHHas op-
raHusauma ysopa «bapaHbu pora» npegcraeT Kak
MHOrOypOBHeBasa CUCTeMa, BKaroYarolwas B cebs:
MaKpOypOBeHb CUMMETPUN 1 MOpPsALKA, ME30YpPO-
BEHb KOHCTPYKTUBHOTO COOTBETCTBUA GOPMbI 1 HO-
CUTENs, U MUKPOYPOBEHb KPUBOJANHENHOTO pUTMa
W nnactukn. Takas CTPYKTypa He TONbKO peluaet
3alaun AeKkopaTMBHOrO 0GOPMIEHUSA, HO U CTYXXNUT
BM3Yya/ibHOW penpe3eHTaumein MMpPONoOHNUMaHWA Ka-
3axXCKOro Hapoja — ero HaboaeHN 3a NPUPOA-
HbIMW LMKAaMK, NPeaCcTaBAEHUNI O KOCMOOrnYe-
CKOM MopsijKe 1 BOCXBaNE€HUSA XXNUIHEHHOWN CUAbI
KaK MepBOOCHOBbI ObITHS.

Mopdonorusa n nokanmsaymsa ysopa «bapaHbm
pora» Ha 4OMb6pe BbIXOAAT 38 PaMKM YMCTO 3CTETUYE-
CKOW cdepsbl, COCTaBAAA «TEXHONOTNYECKUI AN3aliH»,
ry6oKO MHTErpUPOBaHHBIV C aKyCTUUECKMMU Xapak-
TepUCTMKaMM MHCTPYMeHTa. MexaHW3M AaHHOro co-
OTBETCTBMSA MPOABAAETCA B TPEX OCHOBHbIX acrekTax:

1. MexaHn3M aKkyCcTMUYEeCKON ONTUMU3aLIMM pe3b-
6bl Ha BepxHen geke. MacTepa peryavpyroT peso-
HaHC Yepe3 TOUHbIN KOHTPOJIb FYHOUHBI U MAOTHO-
CTW pacnpegeneHuns ysopa. a1 KOMNO3MLMOHHBIX
BapvaLmii y3opa «bapaHby pora» Ha BepxHeWn geke
Kopryca NOBCEMECTHO MPUMEHSETCS CXeMa «paspe-
>KEHHOE B LieHTpe — MNJIOTHOE MO KpasmM». AKyCTU-
yeckas Norvka 3akirovaeTca B C/eyroLLeM: LieH-
TpasibHasi 30Ha BepXHel AeKn ABASETCS OCHOBHOM
obnactbro BUHpaLuw, rae paspexxkeHHas pesbba Mak-
CUManbHO coxpaHseT ceoboay konebaHuii; Toraa
Kak nepudepuiiHble 061acT OTHOCUTENBHO CTa-
6UNbHBI, 1 NOBbIWEHHasA NMJIOTHOCTb Pe3bbbl, Bbl-
NOJHAA fEKOPATUBHYH GYHKLIMIO, OAHOBPEMEHHO
YMEPEHHO YCUAMBAET XECTKOCTb FpaHuL, TeM ca-
MbIM HanpasAAs 3ByKOBble BOJHbI K GOpPMMpPOBa-
Huto 6osiee PaBHOMEPHOIO U CKOHLEHTPUPOBaAH-
HOro pe3oHaHca Ha MOBEePXHOCTW Aeku [6, c. 23].

2. MexaHun3m obecneueHnsa MexaHunueckoro bHa-
NlaHca 3a CYET OTCYTCTBMSA OPHaMEHTaLUM Ha roJoB-
ke rpuda. B npoTMBOMNONOXHOCTb MHTEHCUBHOMY
AEeKopy kopnyca, ronoeka rpuda, kak NnpaBuio, 13-
roTaBJANBAETCA U3 NJIOTHOW Le/bHON ApeBeCUHbI
N OCTaéTCs He 3a/,eKopupoBaHHON. MNogo6HOe KOH-
CTPYKTMBHOE peLleHne HanpaB/ieHO Ha yBeanye-
HVMe MacCbl B BEPXHEN YacTW MHCTPYMEHTa, UTO CMOo-
COb6CTBYET ypaBHOBELLMBaHWIO JOMOPBI NpU Urpe,
MOBbILLIAET YCTOMYMBOCTb YAEPXKaHUA U NpesoT-
BpalLaeT cMeLleHme LeHTpa TaxecTu. Takas Mepa
MOJIHOCTHHO COOTHOCUTCS C OCHOBOMOJ/IaratoLwumMm
NPUVHLMNAMWN MEXaHNKN My3blKaNbHbIX UHCTPYMEH-
T0B [9]. Takum 0b6pa3om, OTCYTCTBME OpHaMEHTALMM

BbICTYMaeT He Kak HeJOCTaToK, a Kak OCO3HaHHbIM
3/1EMEHT MHXeHepPHOM GYHKLMOHaNbLHOCTH, CMOo-
cobCTBYHOLLMI ONTUMM3ALLMM NCNIONHUTENBCKIMX Xa-
paKTepUCTUK MHCTPYMEHTA.

3. AMnupunyeckme faHHble MacTepoB npejo-
CTaBAAIOT KNOUEBOE MOATBEPXKAEHME YKa3aHHbIX
MexaHn3MoB. COrnacHO CPaBHUTENbHBIM UCMbITa-
HMAM, NPOBeAEHHbIM MacTepom Akbapom Xanum-
KOM Ha UAEHTUYHbIX 0bpa3uax ApeBeCchHbI, JoMmbpa
C afanTUBHbLIM Y30pOM «HapaHby pora» AeMOHCTPK-
pyeT npnbansmtenbHo Ha 12 % 6onee BbICOKYHO pe-
30HaHCHY10 3QPEKTUBHOCTb — MPOABAAIOLLYHOCSA
B YCUAEHUM TPOMKOCTU U YBENUUEHUMN ANNTENBHO-
CTW CycTeiHa — MO CPaBHEHWMIO C MOJIHOCTLIO FNaj-
KUM Kopnycom 6e3 opHameHTa [8].

Takxe CTOUT OTMETUTb, YTO AeKOop AOMbPbI OT-
HIOZb He SBASETCA MOBEPXHOCTHOM BU3YalbHOM
nrpoi. PacnonoxeHune, Haanume Ui oTCyTCTBUE
n MopdOoIorns ero y30poB NPeAcTaBAsatOT COH0
€CTEeCTBEHHbIN pe3yabTaT rnyboKoW MHTerpaumm
C aKyCTUYeCKOWN CTPYKTYpOU 1 MexaHn4vecknm ba-
NaHCOM MHCTpyMeHTa. HacTosliee nccnegoBaHmne
IMNUPUYECKN JEMOHCTPUPYET, UTO y30p «bapaHbu
pora» n3Ha4anbHO ABAAETCA CTPYKTYPHbIM KOM-
MOHEHTOM aKyCTUYEeCKON cUCTeMbl 4OMbPbI, YTO
B KOHEYHOM UTOTe peasiv3yeT OpraHUYHbIN CUHTES
NpPaKTNyYeckon GYHKLMM N 3CTETUYECKOW LIEHHOCTM
Ha ypoBHe MaTepuanbHOro obbekTa.

Mopdonorus y3opa «bapaHbu pora» Ha jomMbpe
dopmmpyeTca He B rpadunyeckmx 3cKmnsax, a Hemocpea-
CTBEHHO B MpoLiecce py4HOro TpyAa Mactepa, rae oHa
COBMECTHO CKNaZblBaeTCs U Pa3BMBAETCA BO B3au-
MOZJENCTBUM C KOHKPETHBIMU MHCTPYMEHTaMW, MaTe-
pvanamm 1 TeEXHOJOrMYEeCKMMM 3TanaMm U3rotToene-
Hus. Mog06HOe CKBO3HOE «KUBOE B3aUMOZENCTBME
NMPOHW3bIBaET BECb NMPOU3BOACTBEHHbBIV LKA, Onpe-
aenss cneundurky opHaMeHTaNbHOro BOMAOLLEHUS.

Bo-nepBblx, BU3yasbHbIA CTUb y30pa «bapaHbu
pora» NpsaMoO KOppeNmpyeT C XxapakTepmncTukamm
NPUMEHSAEMbIX PEXYLLNX MHCTPYMEHTOB U C CUCTe-
MOW TEXHUYECKMX MPUEMOB, BblpaboTaHHbIX B NPO-
Lecce pemMecieHHOW npakTuku. JaHHblin dakTop
NPOABASETCA B TPEX KJHOUEBbIX acnekTax:

1. XapakTepHble 3aBUTKOBble MOTMBbI Ha JOM-
6pe co3aarTCca C HEMOCPEeACTBEHHOW 3aBUCUMO-
CTbHO OT Habopa NOAYKPYI/bIX CTaMECOK Pa3IM4HOMN
KpWBU3HbI. [lBU>XKEHWe 3anaCcTba MacTepa U KpUBU3-
Ha NIe3BMNA CTaMECKM COBMECTHO OMNpPeAensatoT Kpu-
BU3HY, FyBUHY 1 NAaBHOCTb KPMBLIX Y30pa «bapa-
HbW pora», UTo Aenaet «abcTpakTHbie» BapuaLmm
y30pa no cBoen cyTn Hanbosee afanTMPOBaHHOM
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K npoueccy pe3bbbl GopmMoin, ya06HOM Ans ynpas-
JIEHVA UHCTPYMEHTOM U 3PPEKTUBHO CO3AatoLLEN
Bblpa3nTenbHble AnHUN [7].

2. lna coefmHeHNsA reoOMeTpUUYecKuX 31eMeH-
TOB W NPAMbIX IMHWI B «<KOMMO3ULIMOHHOM> Y30pe
KJOUYEBbIM UHCTPYMEHTOM CAYXUT NpAMas ctame-
cka. dusmueckre CBONCTBa MHCTPYMEHTA NpuaatoT
OpHaMeHTYy NIoKaNbHble YETKNE TPaHN 1 reomeTpu-
3MPOBaHHYIO HanpaB/eHHOCTb, CO34aBas BM3yasib-
HbI PUTM C KOHTPACTOM MJIaBHbIX U pe3knx ouep-
TaHWM, COYETaHMEM XXECTKOCTM U MAFKOCTU.

3. TenecHas namATb Kak MeXaHWU3M yCTONYM-
BOCTM WM BapMaTMBHOCTU PEMEC/IEHHON nepeaaun.
B npakTukKe OMbITHbIX MacTepOB, AOCTUTLLUX Bbl-
COKOrO YypOBHS NpodeccnoHannsma, TeXH1Ka mnc-
NoJHeHUs y3opa «bapaHby pora» popmupyeTcs
He Kak MexaHun4eckoe BOCMpoun3BeAeHMe 3ajaH-
HOro yepTexa, a Kak pe3ynbTaT MHOXEeCTBEHHO-
ro NOBTOPEHMS, NPUBOAALLETO K GOPMUPOBaAHNIO
YCTOMYMBOMN MbllleYyHol namatu [1]. B pesyabtaTte
pe3bba npmnobpeTtaeT xapakTep MHTYUTUBHO OCA-
32eMOrO «TaKTUIbHOIO 3HaHWs», MPU KOTOPOM ABU-
>XeHWe MHCTPYMEHTa HanpaBAfeTCs He PacyEToMm,
a TesleCHO 3akpenaéHHon npmusblukon. MNMosobHas
TexHWKa obecrneunBaeT OAHOBPEMEHHO /Ba KO-
yeBbIX 3dpdeKTa: C OAHOW CTOPOHbLI — COXPaHEHNe
YCTOMYMBOCTW BU3YaNbHOTO CTUAS U PeMECIEHHON
TPaANLUKN NPU MEXTOKONIEHHOW Nepeaave; C Apy-
rol — coxpaHeHve UHAMBUAYa bHOrO aBTOPCKO-
ro noyepka, NpUAaoLWero KaXxaoMy U3Leaunto TOH-
Ky HEMOBTOPUMYH YHUKaNbHOCTb.

Bo-BTOpbIX, CNOXHOCTb U AeNKAaTHOCTb OpHa-
MEHTALMN OKa3blBatOTCA BCTPOEHHbIMW B O6LLYHO
JIOrMKY NPOU3BOACTBEHHOMO NPOLLECCa, NOAUNHAACH
NPVHLMNaM BPEMEHHON YNopsaA0YEeHHOCTM 1 pa-
LumnoHanmsauum Tpyaa. Pe3bba, kak npaBuo, ocylue-
CTBJSIETCA HA CTaAMM MeXAYy GOpPMUPOBaHMEM Yep-
HOBOV 3aroTOBKW KOpryca U YCTaHOBKOM BEpPXHe
[,eKM, UTO CO34aéT YHMKaNbHOE «BPEMEHHOE OKHO>,
npuAaroLee opHaMeHTaLum cTaTyC CaMoCToATe b-
HOro 3Tana, BCTPOEHHOrO B KOHCTPYKTUBHYHO Lienb,
a He GMHaNLHOrO JeKopaTUBHOrO JOMNOAHeHWs [5].
OfHOBPEMEHHO C 3TUM NPOW3BOACTBEHHAs NpPaKTUKa
Hak/aAblBaeT OrpaHNYEeHNA Ha U3ObITOUHYHO CIOXK-
HOCTb pe3bbbl: NpeAnoYTeHME OTAAETCS abCTPAKTHLIM
1 KOMMO3ULMOHHO YNopsA0YeHHbIM MOTMBaM, CO-
YeTaroLMM AeKOPaTUBHYHO BbIPa3nUTENbHOCTb C TeX-
HoNorMYeckom 3dpPekTMBHOCTbIO. Takol TN OpHa-
MeHTa chopMMpOBasCs Kak pe3y/bTaT yCTOMYMBOro
nouncka HbanaHca MexXay 3CTETUYECKOW HaCbILLEHHO-
CTbtO M 3KOHOMMYECKOW LLeNeco0bpa3HOCTbIO.
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B-TpeTbux, CKpbITas, «HesABHas CUCTEMA 3HAHNI»,
XPaHALLAACA B peMeCIEHHOM CO3HaHWUM MacTepa, Bbl-
cTynaeT GUHaAbHbIM MHTErPaTOPOM BCEW NPOU3BOA-
CTBEHHO-ZEKOpPaTUBHOW ornku. Kak noguépkumsaet
MacTtep Akbap Xanuk: «Ha ronoske rpuda — cros-
ume pora, Ha Koprnyce — 3aKkpy4YeHHble pora», —
nosobHble BepbasbHble OPMYJibl OLHOBPEMEHHO
HecyT B cebe 1 KyNbTypHO-CMbICIIOBYO HarpysKky,
N GYHKLMIO TEXHONOTMYECKUX UHCTPYKLMIA, Npes-
nucblBas BbIOOP OpHaMeHTaNbHbIX GOPM U TEXHUK
WX UCMONHEHWS B 3aBUCUMOCTU OT KOHCTPYKTMBHOM
yactu nHcTpymeHTa [9]. OgHako, HecMOTpA Ha cyLle-
CTBOBaHMe TakMx KAHOHOB, OKOHUYaTeNbHOE pelle-
HWe Npu HaHeceHW y3opa GOPMUPYeTCA CUTYaTUB-
HO: YHWKa/bHble CBOMCTBA ApPeBeCKHbI (Hanpumep,
CyUKM UAK TeKCTypa) TPebyoT MHTYUTUBHOTO Bbl-
6opa — 060K, 3aMackMpPOBaTb UAM OPraHUYHO
BKJAKOUNTb B KOMMNO3MLMIO. [laHHas uMnNpoBm3aLm-
OHHas NJaCTUYHOCTb, OCHOBaHHas Ha PEMEC/IEHHOM
OrbITe, BOM/IOLWAET COBOW XMBYH B3aMMOCBA3b Me-
XAY TEXHONOTMEN N OPHAMEHTUKOW.

CnepoBaTenbHo, Mopdonorus ysopa «bapa-
HbW pora» Ha AoMbpe ABNAETCA Pe3yNbTaTOM CO-
BMECTHOTO BO3ENCTBUA PEXYLLMX UHCTPYMEHTOB,
XapaKTePUCTUK APEBECUHbI, MPOU3BOACTBEHHOIO
npouecca 1 3HaHUI MacTepa. 3TO He MaccMBHOe
yKpalLeHWne, a aKTUBHOE NOPOXAEHME, HENPEPLIBHO
BeAyLlee «Ananor» ¢ PasinyHbIMU TEXHONOTUYECKN-
Mu bakTopamum B npouecce nsrotosaeHus. men-
HO nogo6Has rnybuHHas orvka B3aMMoaencTBuA
obecneurBaeT cnoCOBHOCTL Y30pa He TO/IbKO opra-
HWYHO Npowun3pacTaTb Ha ZOMOpe, HO N 3P dEKTMB-
HO NMPOM3BOAUTLCS, OCYLLLECTBAAA TEM CaMbIM Me-
pexoa OT «MPOeKTHOro pPUCYHKa» K OpraHuyeckom
4yacTh 6bITUA UHCTPYMEHTa.

ABNAACH KOHLEHTPUPOBAHHBIM CUMBOJIOM Ka-
3aXCKOW Ky/bTypbl, y30p «bapaHby pora» Ha JOM-
6pe npeacTaBaseT coboi He TONbKO AeKopaTuB-
HOE MCKYCCTBO, HO W XXMBOW «COLMAbHbIN A3bIK»,
KOTOpPbIA Yepe3 cBO MOPGdOOrMI0, KOMMO3n-
LU0 N KOHTEKCT MCMO/b30BaHNA akTUBHO y4acT-
ByeT B GOPMMPOBaHNMN N YKPEMNEHUN KYNbTYPHOWM
WAEHTUYHOCTM 3THOCA.

B KOHTeKCTe coumanbHbIX pUTyanoB OPHaMEHT
«bapaHbW pora» Ha AoMbpe yTpaunBaeT GyHKLMIO
CTaTUUYHOTO YKpPaLLEHWs 1 NPEBPALLAETCs B aKTUBHbIN
BW3YyabHbIV LEHTP KYAbTYPHbIX NPakTVK. Ha ainTbl-
ce foMbpa, yKpalleHHas 3TMM Yy30POM, CTaHOBUTCA
He TONbKO My3blKalbHbIM UHCTPYMEHTOM, HO U 3Ha-
KOBbIM 2/1€MEHTOM, BM3ya/lbHO KOHLEHTPUPYHOLLIMM
HalMOHabHble CMbICAbI (OTBary, MyApoCTb U 3THU-

yeckoe JOCTOMHCTBO). Takas puTyanusmpoBaHHas
AEMOHCTPaLMs yCUAMBaEeT CBA3b OPHaMeHTa C K-
YeBbIMM LLEHHOCTSIMM Ka3aXxCKOW KynbTypsbl [2].

Bo Bpems BaXHbIX XM3HEHHbIX 3TanoB (CBajb-
Obl, 06psAAbl pOXAEHNS) JOMBpPa C 3TUM Y30POM
BbICTYMaeT CBA3YIOLMM 3IEMEHTOM MeXAy -
HOM CyAbOOW 1N KONNEKTUBHOM Tpaauumen. B Ta-
KUX CAy4Yasix MHCTPYMEHT CTaHOBUTCA «buorpadu-
yecknuMm aptedakTom», Ubs fekopaTuBHaa Gopma
oborallaetcs HOBbIMU CIOSAIMU NaMATU U CUMBO-
JINYeCKOM 3HaUMMOCTK.

MocTosHHOE MpUCYTCTBME Y30pa Ha AoMbpe ur-
paeT BaXKHYH0 pob B Nepesaude KyabTypPHbIX KOAOB.
C paHHero Bo3pacTa peb&HOK ycBanBaeT BM3yab-
HbI 06pa3 opHaMeHTa yepes TaKTUbHbIN U 3pn-
Te/IbHBIA OMbIT, B paMKax CEMEeNHOW 1 OB NHHOW
cpeabl, UTo obecneunBaeT HeMpPepPbIBHYH TPaHC-
NAUMIO 3THUYECKMX 3HaHMI 6e3 onopbl Ha NUCh-
MeHHY0 dopMy, NpeBpaLLas JOMOPY B NOABUX-
HOW HOCUTENb KYJbTYPHOM NamaTu.

B ycnoBumsx ycuavBatoLLerocs KybTypHoOro obme-
Ha coxpaHeHwue TPaANLMOHHOrO y30pa CTaHOBUTCSA
aKTOM OCO3HaHHOr0 3THNMYECKOro CaMOoyTBepXKae-
Husi. OpHaMEHT C/IY>XUT YCTONUMBBIM CUMBOJIOM
NPUHAANEXHOCTU K KyJbType, Co3saBas BUAUMYHO
TOYKY OMNOpbl B M3MeH4YnBoM mupe [8].

Takum obpazom, y3op «bapaHbu pora» Ha JOM-
6pe npepacraBaseT co60i MHOFOCAOMHBIN COLMO-
KY/ZIbTYPHbIA CUMBOJ: OH GUKCUPYET ITHUUECKYHO
NAEHTUYHOCTb, aKTUBU3MPYETCs B PUTYasIbHbIX Aei-
CTBUAX U MOAAEPXKMBAET NPEEMCTBEHHOCTb KY/lb-
TYPHOW TPaaMLmMmn Ka3axckoro Hapoga.

KynbTypHble UCTOKM y30pa «bapaHbu pora» BOC-
XOAAT K apXan4yeckoMy TOTEMU3MY NPeLKOB Ka3ax-
CKOro Hapoga [6]. B TpaguumoHHoN cucteme Bepo-
BaHWI OBLa TPAHCLIEHAMPOBaa CBOK YTUINTAPHYHO
pOJib UCTOYHMKA XMN3HeobecneueHus, obpeTas ca-
KpanbHbIA cTaTyc. bapaHnin por, Bonowas KoH-
LLEHTPaLMIO CWUJIbI, 3aLLUTLI Y XKM3HEHHOW 3HEpruu,
6narofaps ynpyrow n yctpeMaéHHon Beepx Mopdo-
Nornn, BOCMPUHMMANCA Kak 3puMoe BOMJOLWEeHNE
bepTUaAbHOCTY, BUTaNbHOW CUbI U MPOLBETAHNSA
poaa [8]. laHHaa aHanorna n cakpannsaums, yxo-
AALLAs KOPHAMW B apXxanyeckoe MbllieHne, co3ja-
IV NepBOHaYabHbIN AyXOBHbIA NUTaTE/bHbIA Cy6-
CTpaT A5 BO3HWKHOBEHMS y30pa «bapaHbu pora».

CakpanbHas npvpoga y3opa «bapaHbi pora» TeCHO
CBfi3aHa C LWaMaHUCTCKMM MUPOBO33PEHMEM, Pacrpo-
CTpaH&HHbIM CpeAM Ka3axoB. B gaHHOW Tpaauumm pora
BOCMPVHUMANCh Kak CcakpasibHas eCTHULA, Coeam-
HAtOLLLAA HEOECHbIV, 3eMHOW 1 YeNoBEYECKMIA MUPbI,

MeAnyM Ans obLeHns WwamaHa ¢ gyxamu [4]. HaHe-
CeHue 3TOro CMMBOAA Ha AOMOpPY NpUAAET MHCTPY-
MEHTY pUTyasbHOE 3HaueHwue, a ero 3ByK B KOJNEK-
TUBHOM CO3HaHWM NPUOBPETAET CMbICA CaKpasibHOM
TpaHcnaumm. Takum obpasom, JoMbpa npespaLLaeTcs
13 yTUANTAPHOrO 06beKkTa B PUTYyasbHbIA HOCUTEND,
COEAVHSIOLLMIA MUPCKOE 1 caKkpasibHOe.

B koueBOM 6bITY OBL@ CyXWMaa OCHOBOWN BbIXKU-
BaHWA 1 CUMBOJIOM 6/1arocoCTOAHMA, UTO BO3BE/IO
>XXMBOTHOE B paHr punocodckoro KoHuenTa. Pora,
KakK HeyTUAMTapHas YacTb, B MpoLiecce CUMBOINYE-
CKoW TpaHcdhopMaLmm CTanm 3HakoMm baarogapHoCTu
N NoYUTaHUA XM3HU. DUrypHble y30pbl Nepesarot
LLEHHOCTHOE OTHOLLUEHME K XXMBOTHOMY; abCTpakT-
Hble GOPMbl OTPaXKatOT AMHAMMUKY ABUXKEHUA CTaj
N CTPeM/IEHME K NPOLBETAHNIO; KOMMNO3ULIMK C pa-
CTUTENbHBIMU MOTMBaMU BU3YaU3NPYHOT UAEH rap-
MOHWW MEXJAY YesI0BEKOM, CKOTOM W npupogomn [5].

Konopuctnueckas cmcrema ysopa «bapaHbu
pora» Ha goMbpe cnesyeTt 3CTETUUYECKOMY MPUH-
LMny «noYnTaHue ecTeCTBEHHOrO LiBETa MaTte-
puana, caep>KaHHOe MUCMOoJ/b30BaHMe aKLLeHTHbIX
KOHTpPacToB». JlaHHbI NPUHLMM TOYHO OTpaXa-
eT BONCTBEHHYIO MPUPOAY Ka3axCKOro xapakre-
pa, CoueTaloLyo CAeP>XKaHHY ryOuHY 1 cTpacT-
HYHO 3KCMPeCCUBHOCTb.

CornacHo nonesBbiM HabaogeHUAM, Noaas-
nsawowee 60AbWINMHCTBO Y30pOoB «HbapaHbW pora»
Ha JOMOpe CoXpaHAIT eCTeCTBEHHbIN LBET Ape-
BeCUHbI (Puc. 4), uto oTpaxaet rnybokoe yBaxe-
HWe K MPUPOAHbIM MaTepuanam 1 3CTETUYECKYHO
ayTeHTUYHOCTb. B TO e Bpemsa Ha gombpax, nc-
NoJib3yeMblX B PUTYyasibHbIX KOHTEKCTaX, TakMX Kak
cBaAbObl M Npa3sHecTBa, MacTepa TOHKO NoAuép-
KMBaKT KOHTYpPbl y30pa MUHEPANbHbBIM MUTMEH-
TOM M3 OXpbl, CO3JaBas KAaCcCUYeCKyo LiBETOBYHO
CXeMy «JepeBsHHas OCHOBA C aNbIMW aKLeHTaMm»
(Puc. 5). B ka3axckoW Ky/ibType KpacHbI LiBET Bbl-
XOAMUT 3@ paMKW NpasgHUYHON CUMBOANKHN, ONN-
LLeTBOPSSA OrOHb, COJIHLLE, XU3Hb 1 Baarononyuue,
yCUaMBas cakpasbHOCTb Y30pa, O4HOBPEMEHHO Bbl-
paxkas 3alUWTy OT 3/blX CUJI, MOXeNaHVe npoLBeTa-
HWUA N NCKPEHHIOK Nt060Bb K BbiTuo [10].

Takvm 06pa3om, Konopuctuka yaopa «bapaHbm
pora» NpeoAoNeBaeT YNCTO BM3yasbHOE yKpaLlaTeb-
CTBO, CTAaHOBSACh TLLATENbHO KOAUPULMPOBAHHbIM 513bl-
KOM 3MOLIMIA. Yepes 3CTeTnYeckoe HanpsixXeHne MexXay
CAiepXXaHHOM eCTeCTBEHHOCTbIO GOHa U NAaMEHHOW
WNHTEHCUBHOCTbIO CHOKYCUMPOBAHHbBIX akLLEHTOB OCY-
LLeCTBASETCA LLIEeHHOCTHOE BblPaXKeHWEe U KyNbTypHas
burkcaumsa kKNoYeBbIX IMOLMOHANbHbIX KOHLLENTOB
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Ka3axckoro Hapoga — 6aaroroBeHuns nepes npupo-
4OV, TMMHOB >W3HW 1 KOJJIEKTUBHOTO IMKOBaHUS.
lNpoBeaéHHoe ncciesoBaHe CUCTEMHONO aHaan-
3a y3opa «bapaHbu pora» Ha JOMbBpe PackpbIIo ero
KaK KOMMIEKCHYH CMMBOANYECKYHD cucTemy, rnyboko
YKOPEHEHHYHO B TKaHW Ka3axckol KOUeBON LiBWAN3a-
LMW, CUHTE3MPYHIOLLYHO BU3YasbHYHO pernpe3eHTaLmio,
OYHKLMOHANbHYIO afanTaLuio U KyAbTyPHYHO IOTUKY.

OCHOBHbIE BbIBOAbI MOTYT ObITb CBEAEHbI K Cle-
AYHOLNM MOAOXKEHUAM:

Bo-nepBbix, y30p «bapaHby pora» B Mopdonormye-
CKOW cucTeMe AOMOpbI MpescTaeT He NPOU3BOJIbHbLIM
yKpaLleHWeM, HO nepapxXmyecku CTpYKTypUpoBaHHOM
dbopmoit, oxBaTbiBatOLLLEN AMana3oH OT GurypaTme-
HOW peanncTnkm Ao abCTPakTHO-KOMMO3UTHON CUM-
BOJMKM. [laHHbIA CNeKTp He TOIbKO OTpaXkaeT 3a-
KOHOMEPHOCTM Xy0XKeCTBEHHON TpaHchopmauuu,
HO W CBMAETENbCTBYET O Nepexose Kazaxckon Bu-
3yaNbHOW BblPa3UTeNbHOCTU OT HaTypaaUCTUUECKO-
ro NoApaXKaHUs K KOHLLeNTyanbHOM 3HaKoOBOCTH [9].

Bo-BTOpbIX, AeKOpaTBHAA NpakTuKa y3opa GyHK-
LIMOHMPYET Kak hopMa TEXHONOTMYECKOTO MblLLIEHUS,
B KOTOPO MOPdOOrns, KOMMO3NLMA 1 TEXHWKA Pe3b-
6bl HaXOAATCA B HEPA3PbIBHOW CBA3M C akyCTUKOW, Me-
XaHUYeCKUM HanaHcoM 1 MPOM3BOACTBEHHBIM LIMKIOM
WHCTPYMeHTa. 3TO [,0Ka3bIBAET, UTO B KOHCTPYKTUBHOM
norvike JoM6pbl OpHaAMEHT U GYHKLMA He NPOTUBO-
CTOAT APYT APYTY, HO CYLLECTBYHOT Kak COMPsXKEHHbIe
1 B3aMMO3aBUCUMble acrneKTbl LIeNOCTHOW cUcTeMbl [5].

B-TpeTbux, B KyN1bTYPHOW NepcnekTuBe y3op
«bapaHby pora» BbIABAAETCA Kak 3HAaKOBbI/ BU3Y-
aNbHbIN KOA, KOHAEHCUPYIOLWMIA B cebe naacT 37-
HUYECKMX CMbICNIOB — OT LUAMaHMCTCKUX U TOTEMU-
yeckmx NpeacTaBAeHNA 40 GMA0COPUN KOUEBOTO
6bITa 1 coLManbHON NAEHTUYHOCTU. BbicTynas Bu-
3ya/ibHO-3HAKOBbIM MeAMaTOPOM cakKpasibHbIX U No-
BCEAHEBHbIX 3HAUEHWI, OH OCYLLIECTBAAET HENPEpPbIB-
HYH KY/NbTYPHYHO TPaHCAALMUIO CKBO3b NOKOJEHMWSA
W puTyanbHble GOpPMbl KONNEKTUBHOM NamaTy [8].

B 3akatoUeHMN OTMETUM, UTO OCHOBHOE 3Ha-
YeHMe HaCTOoSALLLEero NCCNes0BaHNsA COCTOUT B Npe-
OA0/IEHUMU TPAAULMOHHOIO NPOTUBOMOCTaBAEHMS
«3ByKa 1 GopMbl» NyTéM GOPMUPOBAHNSA aHANNTU-
yeckow Tpragbl «Mopdonorns — GyHKLUA — KyJib-
Typa», packpbiBatoLLLEeN NX B3aMMOAOMONHAEMOCTb.
YcTaHOB/IEHO, UTO OPHAMeHT AOMBpPbI — He AeKo-
paTMBHOE JOMONHEHME, @ OpraHnyeckas 4yactb eé
LLEHHOCTU Kak 06beKTa HEMaTepuaabHOro KyabTyp-
HOro Hacneams. PackpbiTe CUMBOJIMYECKON CU-
CTeMbl y30pa No3BonseT yraybuTb NnoHMMaHue ¢u-
nocopun popMoobpazoBaHUA U HaLMOHANBHOTO
JlyXa Ka3axckoro 3THOCa, a BbIiBNEHHasA Koppens-
LM MEXAY OPHaMEHTOM U GYHKLIMOHANbHOCTbIO
WHCTPYMeHTa GOpMUpPYET HaYUHYH OCHOBY ANs CO-
XpaHeHns Tpaamumn B pectaBpauun, penamkaumm
1 MHHOBALMOHHOM Au13aiHe. TemM caMbIM nccneso-
BaHMe CNOCOBCTBYET XM3HECNOCOBHOW nepesaye
Ky/IbTYPHOTO HacneAna B COBPEMEHHbIX YCIOBUSAX.
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