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MEXAYHAPOAHAA KOH®EPEHLINA
A3biK-My3bika-XKecm: UHPOpMAYUOHHbIE nepekpecmku
Language-Music-Gesture: Informational Crossroads (LMGIC-2021)
19-21 anpens 2021

Opranusaropsr:

e Cankr-IleTepOyprckuii rocyapCTBEHHbIN YHUBEPCUTET
e Bard College

e Axagemus Pycckoro 6anera umenu A. S1. Baranosoit

ITens MexxgyHapogHoi HayuHOI KoHepeHIn «SI3bik — Mysbika — JKect: mapopmanmon-
HbIe TIePEKPeCTKI», KoTopas npouuia 19-21 anpens 2021 r. Ha dakyabTeTe CBOOOTHBIX ICKYCCTB U
Hayk Cankt-IleTepOyprckoro rocygapcrBeHHOro yHuBepcurteTa. Haydusiit ¢popym cobpan 6onee
100 y9acTHMKOB U3 pa3IM4HbIX ropopos Poccyn u n3 apyrux crpan. IlpencraBneHHble YCTHBIE 1
CTeHJOBBIE JIOKIAaIbl OTHOCWINCh K MEXIVMCUUIUIMHAPHOM HAy4HOI IpobIeMaTuke, CBSA3aHHON
C M3y4YeHUEeM BOIIPOCOB B3aMMOJE/ICTBMSI OCHOBHBIX 00€CIIeUYMBAIOLINX Ye/IOBEUYECKYI0 KOMMYHM-
KaIlMI0 CEMUOTUYECKUX CUCTEM — A3BIKA, MY3BIKV U )KECTa, B YCIIOBUAX COBPEMEHHOTO MH(pOpMa-
[IOHHOTO MJpa.

Cpeny npefaraeMbIX K 00CY>XK/IeHIIO B X0fie KOH(pEePEeHIUN TeM C/IeyIole:

1. CTpykTypa S3bIKOBOTO ¥ MY3BIKQJIbHOI'O 3HaHMS, OCOOEHHOCTM UX (YHKIMOHVPOBAHUA
1 pOpMUPOBaH; MIUIMLUTHBIE Y SKCIUIMIIMTHbIE KOMIIOHEHTB]; 00Iee 1 pa3/IM4HOe B BOCIIPYA-
TVM VI IOHVIMAHUY MY3BbIKY U A3BIKA.

2. HeBepbanbHble cpeficTBa KOMMYHMKAIIVMM; IIPOCOAMYECKIE XapaKTEPUCTUKI Pedl, UX BOC-
IPUATIE; XKECTUKYJ/IALVS, SI3BIK Te/a U €T0 B3aMMOJIeICTBIE C BepOaTbHOI KOMMYHUKAIIVEI.

3. Borpocs! oBajieHNst sI3bIKOM ¥ MY3BIKaTIbHBIMY HaBBIKaMI1; B3aMMOJIEVICTBIIE MEX/TY SI3BIKOM
n My3bIKO]7[ B ITpo1ecce X YCBOCHM A, B3aI/[MOI[e]7[CTBI/Ie MEXY KOTHUTUBHBIMU CUCTEMaMU, OTBEYa-
IOIIVIMY 33 BOCIPUATYIE My3BIKQ/IbHOTO U JIMHTBUCTIYECKOTO TEKCTA.

4. MysbikanpHasd MHGOPMATUKa, KOMIIBIOTEPHASA VM 9/MEKTPOAKYCTUYeCKass MY3bIKa; pa3BUTHUE
37IEKTPOHHBIX MY3BIKA/JIbHBIX MHCTPYMEHTOB U IIPYHIINIIOB VICIIOJTHEHVsT; HEJIPOHHBIE CEeTI B MY3BbI-
Ke U s3BIKE.

5. ABTOMaTn4yecKas 00paboTKa SI3bIKOBBIX M MY3bIKa/IbHBIX JAHHBIX; KOMMYEeCTBEHHBIE VICCTIE0-
BaHVISI MY3bIKa/IbHOTO Vi IMHTBUCTUYECKOTO TEKCTa.

HpmrnameHHme JOKITATUYMKIL:

Jleon borcraiin, CIIIA
Ksponaiin ITanmep, Kanaga
Credan 3amnar, [epmanns
Mukko Camc, Punngauans
Ipuropmit Kperignun, Poccusa
Anekcanpp Xapyro, Poccus

IIporpaMMHbII KOMUTET:

Tarbsina YepHurosckas, CaHkT-IleTepOyprekuii rocyiapcTBEeHHBIN YHUBEPCUTET (IIpeicefiaTerib)
Jleon botcraitH, bapy xomemx (cormpencenarenn)
Csernana /laBpoBa, Akagemus Pycckoro 6anera umenu A. 5. Baranosoit
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M1 €CTeCTBEHHOI 00pabOTKY A3BIKA U MY3BIKI»

Anexkcannp Xapyro (MockoBcKasi TOCyapcTBeHHas: KoHcepBaropusi, Poccust) «O6bexTuB-
HBIII 3BYKOBOJI @HA/IM3 B MY3bIKOBEIEHVI: IIPO0/IeMbl BepUpIUKaII»

YCTHBIE MOK/IAIBI

Jleounp Ilaxomos, Enena Epodeesa (Ilepmcknmit rocymapcTBeHHbIN HAIVIOHAIbHBIN JCCIe-
IoBaTeNbCKuUIl yHUBepcutet), Tarbsana Ilerposa (CII6I'Y) «MeTtadopudeckoe IpoCTpaHCTBO
BOKa/IbHO-II€JarOTM4eCKOro JUCKypca»

[Tonmua Jitcmont (CII6TY) Polina Eismont « HeBep6anpHOe IOBeeHMEe U €T0 POJIb B HOPOXK-
IeHuy HappaTyuBa» (1 mo-aHrmitcku: Non-verbal behavior and its role in narrative production).

Annamapusa Munadpa (Mramusa) «VI3ydeHue >kecTOB U fA3bIKa Te/la MPO(deCcCUOHATbHBIX MY-
3BIKAHTOB B IIpoIjecce caMopedIeKCUI O TeXHIYECKOM JABVIKEHU»

Itonprexna Mlamvmmn (TocymapcTBeHHDBII MHCTUTYT MCKYCCTBO3HAHMA, MockBa) «S3bIk
¥ My3bIKa B acIeKTe CyObeKT-IPeMKATHO KOHCTPYKIMMU: MepapXudecKue 1 Hemepapxmde-
CKMeE CTPYKTYPbI»

OryxaH Tyrpan (Typums) «O cuHTaKcyuce COCTaBHOTO MaKaMa B TYPeI[KOi My3bIKe: ellle OfJH
B3IVIAZ, HA MaKCYMaJIbHbIe IPOEKINM B MCCTIENOBAHNAX T€HePaTNBHON TPAMMATUKN B MY3bI-
Ke»

Tappu Xar6epr (bapa-komnenx, CIIIA) «Taitna Kusu: abconmorHast My3blKa U TO, 4TO popMa-
JIMCT MOXeT (MJIV MOT') YC/IbIIIATh»

Anommnapus ABpyrtuna (CII6I'Y) «SI8bIk 1 My3bIKa: IIEpeBOJ] B MY3bIKaIbHOM IIPOYTEHNI»

Enena Ynucrosa (Cubupckuii ¢penepanbHblil yHuBepcureT, KpacHosipck) «HeBepbanpHas ce-
MUIOTHKA B TaHI|eBaJIbHOM IIOBECTBOBAHMM VI CMHXPOHHOM IIepeBOjie: KOTHUTUBHBIE Iepece-
YeHU»

Tatpsa CkymaueBa (VMHcTUTYT pycckoro ssbika umeHu B.B.Bunorpagosa PAH, Mocksa),
Haranbs Crrocaps (CII6TY; HMY BIIS, Mocksa), Anekcauap Kocrtiok (Mocksa), AnHa JIn-
nuHa (Mocksa), Onyapg /lareinos (PITY, Mocksa), Banepus Koponesa (PTTY, Mocksa) «O6-
paboTka MHPOpPMALMY B CTUXE U IIPO3e: IKCIIEPUMEHTAIbHOE VICCTIEIOBAHE»

Amnactacusa Iyapopuna (Poccnmitckas akagemusa Myseiky nMeHu [Hecnnbix, Mocksa) «Mera-
¢dopa KaK CTPYKTYPHBIIT IIPUHIINII OPTaHU3ALMY COBPEMEHHOI MY3bIKa/IbHO HOTAIIVIN»
Iasupn Korrep (Kembpumxcknit yHuBepcuret, Benmukobputanus) «YganeHHOe COTpyRHUYE-
CTBO: O0IIIeHVIe, TBOPYECTBO U 3a/[eprKKa»

Onbra Manynkuna (CII6I'Y) «Uuras onepy: BepbanbHOe Vs HeBepOanbHOe B OIIEPHOM TeaTpe
koHIa XX — Havaja XXI BeKOB»

Vinbs Kponues (CIIOI'Y) «3bik Tenma B nepdopmancax Pebexkn XOopH: cxema »ecTa 1 €ro
“3HAKOBOCTD »



Enena Iloropenosa (CII6I'Y) «’Kect u cioBo B TaHueBanbHOM criekTakie (“Cagebka” bpo-
Hucnasbl Hiknuckoit n “Opdert u Ospuanka” [Tunsr baymr)»

Tarpsina aperpapckas (Poccuiickas akagemusi Mysbiku nMenn [Hecnubix, Mocka) «KuBo-
IVICHO-MY3BIKa/IbHBIIT 9K(pacyc: K BOIPOCY O POV apPTUCTUYECKOTO JKeCTa»

Csetnana JlaBpoBa (Akagemus pycckoro 6anera uMmenu A. f1. Baranopoit) «MysbIKa KaK OIIBIT
“HEBO3MOYXHOTO”: MY/IBTUCEHCOPHOE BOCIIPMATIE B KOMIIO3UTOPCKOM TBOp4ecTBe XXI Beka»

Anexcanzipa KpsitoBa (PocToBckas rocygapcrBenHas koncepsaropus nmennu C. B. Paxmanu-
HOBa) <<AKYCMaTI/I‘{eCKI/I€ 00BEKTHI B IIPpOCTpPAHCTBE MyanMMeJ:[VIf/IHbIX I/IHCTB.}'I}'IHLU/IIZ»

Exarepuna 3aBopmoBa, Banepus Kapnuuckas (CIIOI'Y) «MesxceHCOpHOe B3auMOJeiiCTBIE
IIpY BU3ya/IbHOM aHa/IM3e N300paXKeHMIT C My3bIKaJIbHBIM COITPOBOXK/ICHVIEM»

Exatepuna JleBuna (Axapmemus pycckoro 6amera mMenu A.S.Baranosoir) «“Meranoasuc”
K.KnHra kak ¢popma MHTepTEeKCTa»

Tarpsina Kaukosckas (CIIO6IY) «/ImHamMudeckuii KOHTYp 3aBepIIEeHHBIX M He3aBepUIEHHBIX
CHHTArM: KOpITyCHO€ MICC/IeJOBaHMe»

Banepus [onras (CII6I'Y), Enena Puexaxainen (CII6I'Y), OBenmuna Kysueroa (O6paso-
BaTenbHbIN LeHTp «Cupnyc», Coun), Bapsapa Huxomaesa (O6pasoBarenbHblit eHTp «Ciu-
puyc», Coun) «MoryT mu HOZPOCTKY OIpeNeNTnTh SMOLVIOHAIBHOE COCTOSIHIIE CBEPCTHIKOB
o peun?»

[TaBen CkpenuH, Ynbana Koyerkosa, Bepa EBokumoBa, Tatbsna Uykaesa, [lappa Hosocerno-
Ba (CII6I'Y) «IlocTpoeHme peueBOro Kopiryca i MCCAeSOBAaHNA aKyCTUYECKIX XapaKTep-
CTUK UPpOHUI»

Bepa EBnokumoBsa (CII6I'Y) «CpaBHUTENBHBI aHAIN3 CPETHNUX CIIEKTPOB PEUYN B AUAIOTaX»

Anna BnacenkoBa (Caskrt-IleTepOyprckas rocypmapcTBeHHass KOHCEpPBATOpUsS —VMEHU
H. A. Pumckoro-Kopcakoa) «Ponb si3bIka 1 KecTa B 00y4eHNM My3bIKe JleTell M/IaJIIIero BO3-
pacra»

Huna Beprep (Cankr-Iletepbyprckas koHceparopus mmenn H.A.Pumckoro-Kopcakosa)
«My3bIKaZIbHBIN PUTM KaK IPOEKIVSA )KM3HEHHOTO OIbITa»

Onpra Cusosa (Ilcuxonmoro-negarorn4eckuii eHTpP 1O COLMAIBHON alaliTAl[uy JeTeil C TA-
Ke/IbIMU HapylleHusAMu peun) «CIoCOOHOCTY CEHCOMOTOPHOTO YPOBHS KaK JOITYCK B SI3BIK
Y MY3BIKY»

lammnua JKykosa (CII6I'Y) «Mysbika 1 A3BIK: IO3HAHVE — VICIIOJTHEHUE — MIPAKTUKa»
Koncrantun 3enkns (MockoBcKas rocyfgapcTBeHHast KoHcepBaropusa umenn I1. V. Yarikos-
CKOT0) «My3bIKaIbHbIN CMBICTT U KECT»

Huna Hlep6ak (CII6I'Y) «Teopus 3HaKa 1 0COO€HHOCTY MBILIUICHNS: O B3aVIMOJEVICTBUY MY-
3bIKa/IbHBIX Y TUTEPATYPHBIX A3BIKOBY

Kyan Benmosy (Yuusepcurer Ilopry, Ilopryramma) «Arormka B MOPTYraJabCKUX HapOFHbBIX
CTUXaX»

Codmsa Poc (Yrpextckuit yausepcuteT, Hunepnananr) «Korma y A3bIKa €CTb pUTM: CEHETaIb-
CKUi1 6apabaHHBIN SA3bIK U IMHTBUCTIYECKASI TEOPUSI»

Vnpsa Caitranos, Codbsa Bracosa (HMY BIIID, Mocksa) «PasmeTka 1ajia B KOpIryce KiesMep-
CKOJ MY3bIKI»

Kcenns 3unoBpeBa (HMY BIII3, Mocksa) «VIcrionp3oBaHue 3aIMCTBOBAHWIT B PYCCKOI I1O-
IIy/IAPHON MY3bIKE»

Enusasera lopdman (Cankr-IleTepOyprckuii rocyapCTBEHHBIN MHCTUTYT KIHO U TE/IEBU-
menus) «IlecHu u aMonuy: MOTepsIHHOE IIpY BOCIpUATUM. MysbIKa U C/IOBa B PyCCKO-U3pa-
WIbCKUX pUIbMax “c akIleHTOM »

Pycnan bunoes (CIIOI'Y) «PexkBuem mo s3biky. ITapamokcsl “Bupumoro” u “caslyMoro”
B mpocTpaHcTBe “OceHHero kpuka sictpeba” Vocuda bpopckoro»
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e Amnactacus Konmoroposa, Anexkcannp Kanmuun, Annua Manmukosa (Cubnpckuit depepanb-
HbIi1 yHUBepcuTeT, KpacHospck) «Ilesoe 1 4acTh B 9MOLMOHATIBHOM MO3HAHMY TEKCTA: [Ba
Iy TV OPTaHM3ALNY ACCECCMEHTa SMOIVIOHAIBHOTO JlaTaceTar

e Apremuit Kotos, Huknra Apunkus, /llogmuna 3anigensman, Aana 3unnHa (HUL «Kypua-
ToBCKMiT MHCTUTYT»; PITY, Mocksa), Anekcanzp @unaros (PITY, Mocksa) «Mopens amonu-
OHAJIbHOVI SKCIIPECCUN IS IEPCOHANTBHOTO poboTa O-2»

e Oneonopa bartep (Kamudopuuiickuit yausepcutert, CIIIA) «IIpocogudeckuii ¢poxyc B peun,
HaIlpaB/IeHHON Ha 4Ye/IOBEKa, B COIIOCTAB/ICHUM C Peyblo, HAIIPABJIEHHOI Ha COOECeTHIKOB
¢ ronocosbimM MI»

ITOCTEPHBIE JOKJ/TA1bI

e Marpanena Tosap-Ocmapa (IlIBerimapus) «YcBoeHyue MY3bIKM ¥ SI3bIKa: POJIb OCO3HAHHOI
ITpaKTUKI»

e Jlomunuxk Ilope6cka-Kpasuuk (Opannus) «[lomHas cuenmdeckas ctmnmsanys onep 6maro-
faps abCOMOTHOMY PacKpeIoIeH 0 My3bIKa/IbHOTO A3bIKa»

e baxtusap Amamxon (Kasaxckas HaryoHanbHas KoHcepBaTopus nMenn Kypmanrassl, Kaszax-
cTaH) «My3BbIKa KaK A3BIK IPOCTPAHCTBEHHBIX CTPYKTYP»

e Anncna Aprémosa (CIIOI'Y) «“Caynm6okc” n “Teopms skecta”: B TIOMCKe HOBBIX METOIOB MY-
3BIKA/IbHOTO aHA/IM3a»

e Ilonuna baxrypuna (CII6I'Y), Hapss [Togsuruna (CII6I'Y), Japes YepHosa (CII6I'Y) «Bnms-
HIIe TOJI0Ca JYKTOPa Ha CEMaHTUYECKYI0 00pabOTKy 3ByUallieil ped: CBs3b KOPPEIMPYIOLIero
KOHTEKCTYaJIbHOTO OIIBITA C PabOTOI IMpeKaTBHBIX MEXaHI3MOB»

e Cepreit [pn60B (AnTaiickuii rocyjlapcTBEHHBIN YHUBEPCUTET, bapHayn) «BupTtyanpHoe 1 pe-
asibHOe Teno B 1 poBoM nepdopmaHce»

e Bepa [lémuna (PocroBckas rocypmapcrBeHHass koHcepsaropus umenu C.B.PaxmannHoBa)
«B3anMopieiicTBie BU3yaTbHOTO U 3BYKOBOTO KOMIIOHEHTOB B CLIEHMYECKOM IIPOCTPaHCTBE
criekTak/sa-nepdopmanca “/Iuonnc-69” P.Illexnepar

e llura [lopoxoBa («Akamemus tamaHToB», CaHkt-IletepOypr), Tarbsana Ilerposa (CII6IY)
«TpaHcmanyusa & TpaKTOBKa BM3YaJbHOTO 00pasa: O CO3JaHMM JIOTOTUIIA KOH(epeHINn
LGMIC-2021»

e Anekcanppa EBmoxumoBa (VMHctuTyT sA3piko3HaHusA PAH, MockBa) «MuMmdeckme >KecThl
B KOMMYHMKanuy (Ha MaTepuase Kopiyca Rupex) u MuMudeckue >KecThbl B TaHIe ylaMeHKO
y HerlpodecCrOHaIbHBIX PYCCKMX TAHIIOBIIMKOB»

e [1e6 Eropos (CII6I'Y) «AHanm3 coBpeMeHHOI MOMY/IAPHON MY3bIKI: K BOIIPOCY O HOBOJ Me-
TOJOIOTUI»

e Muxann ViBanoB (CII6I'Y) «VIckyccTBO IepeBozia ¢ IICTa M €T0 3aBUCUMOCTD OT TUIIA YTEHNA
TEKCTa»

e Anna Henmra (CII6I'Y) «IlycToTa v 3ByK B COBpeMEHHOM JMCKYCCTBE: 3ByKOBasI MHCTa/UIALIVI»

e Mapus HukonaeBa (PocToBckas rocymapctBeHHast koHcepBaTopust umenu C.B. PaxmanuHo-
Ba) «O6pa3 AmoHcKoro caa B TBopuecTBe Topy Takamuiy: K BOIPOCY MHOTOKaHa/IbBHOCTH
CUMBOIMYECKNX 3HAYEHUI»

e Teopruit Ilerpenko (Cankr-IleTepOyprckmiti rocyqapcTBeHHbIN 3/IEKTPOTEXHUIECKUI YHIU-
BepcuteT) «[eH/IepHBIiT aCIIeKT BOCIIPYATIIA SMOLMOHATIBHON pedun»

e Cepreit Pomamxko (MI'Y) «KecT kak yHUBepcanbHOE CEMIOTIYECKOE TOHATIIE»

e Braguvup CuBnuxuii (HanmoHanbHbIN TOCYAapCTBEHHBIN YHUBEPCUTET (PU3NUECKON KY/Ib-
TYypHL, ciopTa 1 350poBbs umenn I1. @. Jlecragdra) «TaHer kak A3bIK KOMMYHMKALIAN»
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Happs Cksopuosa, Tatbsana ITerposa (CII6I'Y) «TekcT, 3Byk, n306paxkeHue: KaKue MHTEPHET-
MeMbl MIHTE€PECHBI COBPEMEHHBIM ITOJJPOCTKAM?»

Csermana Copoxnna (Kasanckuit ¢epepanbHbIil yHUBepCHUTeT) «SI3bIK MY3BIKM ¥ MY3bIKa
A3bIKa: B3a¥IMOCBA3b 9MOLIMIOHA/IbHOTO BO3/Je/ICTBM»

Banepuit Tumodees (CII6I'Y) «[mbpuppr u MyssikanbHble fyaTsl B “Ultima Thule” B. Haboko-
Ba»

Enena Ypconenko (Axkagemus pycckoro 6anera umennu A. f1. Baranooit) «®onbKIOpHBIIL Ta-
Hell 0. Kunp kak MHCTpyMeHT pOpMIUPOBAHIA MOJIOLOTO TIOKOTIEHIS»

Kpuctuna Yynposa (Cpepusis obieobpasoBarenbHas mkona Ne 16, Cankr-Ilerepoypr) «Tea-
TpajIbHbIE UTPHI-MMIIPOBU3AINM IIPY 00YIEHNM PYCCKOMY SA3BIKY KaK HEPOJHOMY»
Anexcanppa lllopankosa (PocToBckas rocymapcTBeHHas koHcepBaropus nmenn C. B. Paxma-
HUHOBA) «TeKCT U pedyeBble TEXHNUKY B IIepPOPMATUBHOI KOHIIENIMY JOKYMEHTATIbHOTO BM-
neorearpa Crusa Paiixa»

JleB llIéxun (BoenHas akageMus MaTepuaabHO-TEXHUYECKOT0 obecrieyenus nMmenn A. B. Xpy-
néBa) «My3bIKa->)KI3Hb U My3bIKa-CMEPTb»

Maxkcnm Iloponsak, Enmsasera SlunHa (CaHkT-IleTepOyprckmit HayqHO-MCCIEOBATEIbCKIIT
VIHCTUTYT pU3ndecKoii KynbTypbl) «OlieHKa mosumym B urpe fo»

12



[NJEHAPHBIE AOKNAADI

)XECTbI X PEYb B HOBOM JIMHIBO-CEMNOTUYECKOM C/10BAPE

Ipuzopuii E. KpelionuH
Pocculickuli 2ocydapcmeeHHsbIl 2ymaHumapHelli yHusepcumem, Mockea, Poccus

B pokmane obcyxmaeTcsa mpobneMa JIeKCUMKOTpadu4ecKoro IpefCcTaBIeHNs PYCCKUX XKeCTOB
VI CBSI3aHHBIX C HYMM SI3BIKOBBIX €VIHMI], OOCTY>K/MBAIOIINX Te/lecHYIo cdepy denoBeka, B popma-
Te HOBOro JIMHIBO-CEMMOTIYECKOTO CIOBAPSI PYCCKOTO SI3bIKa. DTOT C/IOBAphb HAIle/leH Ha eJHOO-
OpasHOe 0TOOpakeHNe TeX ABIeHNIT YCTHON MY/IbTYMO/IA/IbHOM KOMMYHYKALIUY, B pAMKaX KOTOPOIT
TECHO B3aJMMOJIE/ICTBYIOT )KECTBI Pa3HBIX CEMMOTUYECKUX K/IACCOB, BK/IIOYAs SKECTHI PYK, HOT, IIed
VI TOJIOBBI, BHIPQ)KEHNS JINIIA, TT03bI, 3HAKOBbIE TEMOJIBVDKEHNSA U JIP., C OFHOI CTOPOHBI, I pedeBble
coMaTI4ecKue (TeleCHble) eAVHNIIBI, C APYTOil CTOpOHBL. OMICHIBAIOTCA CTPYKTYpa M COfEpKaHue
CI0Bapsl TAKOTO THIIA. @ TAK)Ke €r0 OT/IMYMUTETbHbIe OCOOEHHOCTU OT YKECTOBOIO M OT SI3BIKOBOTO
CIIOBapeit.

CucreMHOe omycaHue B OfHOM (hopMaTe JIEKCMYECKMX eIVHUI] BepOaTbHOTO U HeBepOaTbHO
3HAKOBBIX KOJIOB CIIOCOOCTBYET YTOYHEHUIO U YCOBEPLICHCTBOBAHMUIO IIPABM/ BEJIEHUS PEe4eBOro
Y1 )KECTOBOTO 00IIeHNs 1 MHPOPMALMOHHOrO 06MeHa. Takoe omucaHme CTaHOBUTCA elé 6olee ak-
TYya/IbHBIM, €C/IV MBI 0OpaljaeMcs K MeXXbA3BIKOBOI I MeXXKY/IbTYPHOI KOMMYHMKaruy mogeit. [To-
3TOMY CpeAy afipecaToB JIMHIBO-CEMMOTUYIECKOTO C/IOBAPA 5 BVDKY He TOIBKO IMHTBUCTOB, HO TAK)Xe
IIepEeBOJUUKOB, IIpenofaBaTesneli, paborHukos CMI u, Boob1e, Bcex Tex JIOfiell, KOTOpbIe XOTAT
YIy4IIUTD CBOY A3BIKOBYIO ¥ KY/IBTYPHYIO KOMIT€ TEHIIVIM.

JIeKCUKOH JIMHI'BO-CEMUOTIYECKOTO CTIOBAapst 00pas3yloT MMeHa TeX COMATUIeCKNX 0O BEKTOB, KO-
TOpbIe aKTMBHO WM ITACCUBHO YYaCTBYIOT B 0OPa30OBaHMY >KeCTOB U UX (PYHKIMOHUPOBAHUN. DTO
TaKyie TUIBI TeJIeCHBIX 00BEKTOB, KaK Te/IO0, YaCTY Te/la U YaCTY TAKVX 9acTell, OpraHbl, KOCTH, Teye-
CHBIE TIOKPOBBI U Te/IeCHBIE >KMAKOCTU. II0CKONIBbKY >kecToBast M pedeBass KOMMYHMKALUA 00YCIOB-
JICHBI He TO/IBKO TeJIeCHBIMM O0O'beKTaMM, HO U UX IPU3HAKaMM, JJIA KaXKIOJl eVIHNUIbI CIOBaps —
BOKaOYIIBI M/IM OTHE/IbHOI JIEKCEMbI — YKa3bIBAIOTCA €€ TelleCHble IIPM3HAKU BMECTe C HEKOTOPBIMMI
3HAYEeHVSIMY IPU3HAKOB.

Bce TenecHble Ipu3HaKM pasfiesieHbl Ha ABa 60yblnx Kmacca. [TepBolil K1acC COCTaBIIAT Gop-
MaJIbHbIe IIPU3HAKY, K KOTOPBIM OTHOCATCA CTPYKTYpHBIE XapaKTepUCTUKM 00beKTa (BXOX/eHue
JaHHOTO 00BEKTA B COCTAB APYTOro, OPMEHTALNsI 0O'bEeKTa, ero MeCTOIONIOKEHNE U Ap.), U pusnde-
ckme npusHakn (popma, pazmep, KOHCUCTEHIVA 1 1Ip.). Bropoii kiacc 06pasyoT QyHKIMOHAIbHBI-
eXapaKTepPUCTUKN — YHKIVM Y AUCPYHKIMM 06 bEKTOB [1].

PackpbIBaeTcs po/ib KaXKIOT0 U3 Pe/IeBaHTHBIX IPU3HAKOB B 00pa30BaHMM )KECTOB U HEKOTOPBIX
SI3BIKOBBIX COYETAHUIL, B YaCTHOCTM, OTMEYAEeTCsl POJIb VIMEH Te/IeCHBIX 0OBEKTOB U MMeH UX IpH-
3HAKOB B )KeCTOBBIX (hpaseornorusmax [2], B MeTadOpu4ecKuX COYETAHUAX, B OCOOEHHOCTH B TeX,
KOTOpBIE OTPAXKAIOT TE/IECHYIO VI YKECTOBYIO ITATOJIOTUIL.

B KoHIIe HoK/Iazia IPUBOAVTCS NIPYMeEP CIOBAPHOIL CTATbU 0OCYKAAEMOTO C/IOBAPA.

Cnuncok nuTepaTypbl

1. Kosepenxo A.[]., Kpeiionun I E. ®paszeonornyeckiie .COMaTU3Mbl ¥ CeMMOTUYECKasI KOHL[ETITYaM3aLVis
Tena // Borpocs! AsbikosHanuA. 2011. C. 54-66.

2. SI3bIK u ceMnoTyKa Tea (B ;ByX ToMax). T. 1: Teso 1 TenecHOCTb B €CTeCTBEHHOM sI3bIKe 1 SI3bIKE KECTOB
(xomnexTuBHas1 MoHOrpadus; ots. pyk. I. E. Kpeitnmun). M.: HoBoe nureparypHoe o603penne, 2020.
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OBbLEKTVBHbI AHANIA3 3BYKA B MY3bIKOBEAEHUI:
MPOBJIEMbl BEPUOPUKALIWA

AnekcaHOp Bumansesuy Xapymo

Mockosckas 2ocydapcmeeHHaAs KoHcepsamopus um. [1. Y. Yalikoackozo, Poccus
kharuto@yandex.ru

OOBeKTVBHBII aHA/IN3 MY3bIKA/JIbHOTO 3BYKa, Pa3BUTHE KOTOPOro HacuuThiBaet 6osnee 100 ner,
II03BOJIACT U3MEPSATH Psfi IAPaMeTPOB MY3bIKa/IbHOTO VICIIO/THEHNSI, B TOM YJVIC/Ie HOBBIX JI/ISI My3bI-
KoBefieHMsA. B mocnenHue 25-30 neT Takye MCCIEROBaHMA B OCHOBHOM OIMPAIOTCS Ha IPUMEHEHNe
KOMIIbIOTepa. BBIOOD OlieH1BaeMbIX [TapaMeTPOB OCHOBBIBAETCS KAK HAa TEXHIYECKUX BO3MOXKHOCTSIX
usMepeHus Gpu3aNIecKnXx XapaKTepUCTUK 3BYKa, TaK 1 Ha TOTOBHOCTYU MY3bIKaHTOB IIOHATH U IPU-
HATD Ha BOOPY)XeHNe 3TH oljeHK). HeoO6X0aMbIM 3TarmoM Takoil pabOoThI AB/IAETCA TOMCK KOppes-
TOB MEX1y pM3MYECKIMI ¥ MY3bIKOBEIYECKVIMI ITapaMeTPaMU 3BYKa; PAJ| BOSHUKAIOIIUX TPV 9TOM
npo6eM paHee aHAIM3MPOBAJICA B pabore aBTopa [1].

B mporecce co3gaHMs HOBOTO «M3MEPUTEIBLHOrO Nprbopa» (BbIOOp mapameTpa — pa3paboT-
Ka a/ITOpUTMa — pa3pabOTKa KOMIIbIOTEPHOI NPOrPaMMBL...) MOC/IEAHUM 3BEHOM Iepef] BHeApe-
HIIeM B IIPAKTUKY SIB/ISETCS OLlEHKA TOYHOCTM Pe3y/bTaTa Py pasHbIX MCXOAHBIX JAHHBIX. B poru
TECTOBBIX JAHHBIX MOTYT BBICTYIIATh, HAIIPYMeEpP, CHHTE3MPOBAHHBIE Ha KOMIIbIOTEpE 3BYKM C TOY-
HO M3BECTHBIMM CBOJICTBaMM, KOTOpbIe IIpeoOpasyTcsa B padpabarsiBaeMoii mporpamme. OgHaKo
B KOHEYHOM CYeTe pe3y/IbTaToM OyfieT He BBIYVIC/IIEHHOE 3HaueHMe (U3NYecKoro napamerpa, a Ka-
Kas-mmb0 My3bIKOBeUeCKask XapaKTepPUCTHKA 3BY4aHVs, KOTOPYIO OLIEHMBAET 9KCIIEPT-MY3bIKAHT,
OCHOBBIBAsACh Ha CIyXOBBIX OLIYLIEHMAX. TakuM 06pa3oM, COIOCTaB/IeHNE PeaIbHOrO pe3y/IbTaTa
C OXMJaeMbIM («IIPaBUIbHBIM») MOXKET OBITh IIPOM3BEIEHO TONTBKO C TOYHOCTDBIO, OrPAaHIYEHHO
paspelanlneii CtocOOHOCTBIO C/TyXa IKCIIePTa, Ha OCHOBE €TI0 CY0BeKMUEHOU OUeHKU.

B HekoTOpbIX crydasx (IpyM BBIYMCIIEHUAX, CBA3AHHBIX C BBICOTON 3BYKa) MOXXHO OIlEpeTbCs
Ha y’Ke CYIeCTBYIOLIYIO KAy, «YTBEPXK/EHHYI0» COOOIeCTBOM MY3bIKAaHTOB B IIPOL[eCCe [OITOrO
VICIIO/Ib30BaHMA. TaK, UCIIO/NB3Ys LKAy BBICOT, MOXHO OLIEHUTD «IIOXOXKECTb» IBYX MY3bIKa/IbHbIX
¢bparMeHToB 110 Pa3HOCTSIM B aHATIOTMYHBIX TOUKaX BpeMeHu. OfHaKo B Ky/nbType Makama (CpenHsis
Asust), HamIpuMep, HOMyCKAeTCs 3HAUYMTeNbHAsI BAPUATUBHOCTD MCIIOJTHEHVSI K/TACCUYeCKMUX KOMIIO-
3UINI, Y OLIEHKY «IIOXOXKeCTV» IMPUXOANUTCS IPOU3BOAVUTH ropasfo 6ormee CIOKHBIMU METOflAMIA,
COTIOCTABJIAA CTATUCTUYECKIE pacipesienienus BbIcoT [2]. Kpome crienmdukn ucnonbayemoit B cy6-
KY/IbTYpe 3ByKOBBICOTHOJI CTPYKTYPBI Ha «IIPaBUIbHOCTb» OLIEHKY MY3BIKa/JIbHOTO Napamerpa (11o-
CTPOEHHOJ Ha OCHOBe OO'beKTMBHBIX M3MepeHMit!) MOXKeT BIVMATD U CTPYKTYpa IIKa/Ibl My3bIKa/Ib-
HOTO BPeMEeHU U . IapaMeTphl.

VccnenoBaHus B 3TOM HAIPaBIeHUN 3aTPYAHSIOTCS UCIIONb30BAaHIEM B MIPe MY3bIKM MHOTTIX
KBa/IMTATUBHBIX OIIEHOK, MI3YCTHO IlepefjaBaeMbIX MY3bIKAHTaMI OT IIOKOJIEHMA K IIOKOJIEHNIO, T.e€.
HaJI4yie CBOETo PO «yCTHOM TPajyiliMy» — IPU OTCYTCTBUY €VIHOOOPA3HOIO KBAaHTUTATUBHOTO
IIKA/IMPOBAHVI TAKVX OIleHOK. [1o-BUAMMOMY, ¢ IpyIMeHeHIeM KOMIIbIOTEPHOI TeXHMKY M BO3MOXK-
HOCTeJI CHHTe3a 3BYKa C TI0ObIMM 3aJaHHBIMY XapaKTepUCTUKaM paboTa 0 CO3AaHNIO TAKUX IIKaJT
BIIO/IHE MO>XKET OBITh ITPOBeJjeHa — HO IIOKa CIIPOC Ha Hee [I0Ka OYeHb OTPaHNYeH.

Cnucok nutepaTypbl
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FROM CONCERTS TO MOVIES:
MUSICAL RHETORIC AND MEANING IN HISTORICAL PERSPECTIVE

Leon Botstein
Bard College, USA

This paper explores, as a thought experiment, the development of musical gestures into a rhetorical
vocabulary. Starting with Viennese Classicism and extending through to the music of the generation
of Gustav Mahler, Claude Debussy, Alexander Skryabin and Richard Strauss, the question is posed
of how, why, and for what reason categories of thematic formation, harmonic rhythms, and sonori-
ties evolved into an assemblage of gestures in sound that were heard as meaningful by enough of the
public to suggest coherent shared categories of how music suggests meaning and tells stories. Equally
influential, from the point of view of this historical exploration, during the 19* century, which for
purposes of this discussion is seen as having ended in 1918, are Chopin, Tchaikovsky, Verdi, Sibelius,
Puccini and Elgar. A key contributor to this process was Beethoven. The most influential manipulator
of musical gesture and rhetoric in the 19th century was Richard Wagner. The generation to make a
contribution beyond late Romanticism to the rhetoric of meaning that connects music to the language
of emotions, events, environments and ideas was that of early modernism, particularly Stravinsky and
Berg. This development of rhetoric, gesture and meaning within the concert and opera stage in music
is important in its use in helping to understand the nature and impact of music on the most dominant
medium of our time — the moving image with sound. At stake is music’s contribution to the illusions
of realism. The Classical and Romantic grammar and syntax, including its earl modernist extensions,
and therefore its rhetoric, have remained crucial to the connection between music and film as the
dominant medium of contemporary life. Why is it that the illusions on which so much film is still
dependent, even in the realism of fantasy, has remained so tied to the extremely well-defined and re-
silient rhetorical devices that were elaborated on in the musical culture of pre-World War I Europe?
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RHYTHMS OF SPEECH AND MUSIC:
ACCOMMODATING DESPITE ONESELF

Caroline Palmer
McGill University, Canada

Some of the most intricate temporal sequences that humans produce are the sounds they use to
communicate in speech and music. People precisely coordinate their movements with sound; musi-
cians time their productions to synchronize or align with sound, and speakers prepare for their turn
to talk. Even young children spontaneously sway or drum in response to rhythmic sound, suggesting
that we are predisposed to synchronize our movements with sound. Movement preparation is often
slower (100-250 ms) than the rate at which we speak or make music; therefore, individuals must
anticipate future events in order to prepare their movements. The rhythmic patterning of words and
of tones influences the rate of speech and music, and makes it possible for speakers and musicians to
anticipate when upcoming events will occur.

Several factors influence how people coordinate their vocal productions with sound in conver-
sation and in musical ensemble performance. One major factor is accommodation: the tendency to
attune one’s production to resemble more closely a partner’s production in ways that aid communica-
tion between individuals. Accommodation is not limited to acoustic variables but can also entail vis-
ual cues, such as those produced by ancillary gestures (those not directly related to sound production).
I will discuss our studies that address partners’ accommodation of acoustic features and visual cues
to movement in speech conversation and musical ensembles, with a focus on rate accommodation.

Another factor that affects our coordination of movements with sound is energy expenditure. To
produce speech or to sing a melody, for example, requires increased oxygen consumption and muscle
force. Anatomical, physiological, and biomechanical differences among speakers and musicians, in-
cluding lung capacity, limb length (for example, violinists’ arms and fingers) and muscle strength,
influence the production of speech and music in individualistic ways. The ease or efficiency of move-
ments during production can explain some individual differences in speech and music. I will describe
studies of music performance that implicate individual differences in rate that arise from energy ex-
penditure principles. These individualistic rate differences can account for why some partners accom-
modate to each other better than do other partners. These findings suggest that the rhythms of speech
and music can serve to help speakers and musicians overcome individual differences that otherwise
might reduce communication.
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MUSIC AN (IMPAIRED) LANGUAGE ACQUISITION — IMPLICATIONS FOR
MUSIC INTERVENTION AND MUSIC THERAPY

Stephan Sallat
Martin Luther University Halle-Wittenberg, Germany

The phenomena music and language are special human properties. They are comparable in many
places in terms of their structure, processing and development. There have also been an increasing
number of research projects in recent years which have shown the transfer effects of intensive musi-
cal occupation on language processing. But where are the possibilities for a targeted use of music in
language intervention and speech therapy? How can we use music in a targeted manner to specifically
promote language acquisition and the development of communicative skills?

Even before birth, the fetus can perceive linguistic and musical stimuli and is thus prepared for
the later tonal environment and the surrounding language. The infant then also uses its sensitivity
to contours / melodies, accents, rhythms, etc. after birth. He pays particular attention to the musical
/ prosodic parameters in the language addressed to him in order to distinguish and learn linguistic
units such as syllable structures, words and phrases. The parents and caregivers provide him with opti-
mal input. Thus, the so called Motherese or Babytalk is marked by increasing the pitch of the voice, the
contour and melody, accents and rhythm. This makes the linguistic structures are better recognizable
for the language-learning infant. In the interaction and communication with the caregiver, the child
can increase and differentiate his processing abilities to the target language succeeds.

The starting point in the analysis of the linguistic input by the infant is therefore initially the con-
sidering of musical or paraverbal / prosodic aspects and cues. During language acquisition the infant’s
attention shifted from the musical-acoustic analysis to a linguistic structure-oriented perception and
processing in which sounds, words, phrases and sentences are finally recognized. It seems that au-
tomation in processing the musical aspects of speech leads to a reduction in the processing capacity
required. Thus, the free capacity can be used for linguistic analysis and so for learning first words.

There are also connections between impaired language development and music processing. So
language impaired children also show an impaired music processing, which can be seen as the cause.
But are there also possibilities of music intervention to promote the language acquisition and the de-
velopment of communicative skills in these children?

Music psychological research in recent years has shown a large number of transfer effects from
intensive engagement with music. In addition, there is research in the fields of music therapy and
music education. They also show influences on language processing in typically developed children.
In contrast, there is little research on musical intervention in speech development disorders and other
linguistic and communicative impairments in childhood. Nevertheless, approaches for a differentiat-
ed musical support and therapy can be derived.

The talk will show the close connections between music and language in early language acquisition
and, based on this, derives implications for language promotion and therapy with the help of music.
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HUMAN BRAIN ACTIVITY DURING NATURAL LANGUAGE AND MUSIC
Mikko Sams

Aalto University, Finland

We have used inter-subject correlation (ISC) of fMRI signals to measure similarity of brain activ-
ity or connectivity in brain of subjects. ISC methods makes it possible to study how brain processes
rich naturalistic stimulation, like viewing a film, listening to an auditory narrative, or listening to mu-
sic. ISC is a data-driven method, where brain activity of one subject is used to predict brain activity
of other subjects, thus there is no need a priori stimulus model. However, good understanding of the
stimulus, how it is processed and what kind of experiences it generates is certainly crucial in interpret-
ing the results.

ISC is higher in subjects who listen to a narrative from the same point of view [1] and in subjects
who interpret the story in a more similar way [2; 3]. In our recent study, we showed that shared fam-
ily cultural background enhanced similarity of narrative processing in the brain at prelexical, word,
sentence, and narrative levels. Strength of social identity shaped such processing [4]. These results
demonstrate that at least some aspects of mutual understanding are reflected in similarity of brain
activity.

We recently scanned brain activity of a subject telling (“teller”) an emotional story in the scanner
[5]. We recorded the story and played it back to “listener” subjects. Both tellers and listeners rated the
moment-to-moment valence and arousal of the stories. Telling and listening to the stories elicited sim-
ilar emotions across speaker-listener pairs. Arousal was associated with increased speaker-listener
neural synchronization in brain regions supporting attentional, auditory, somatosensory, and motor
processing. Valence was associated with increased speaker-listener neural synchronization in brain
regions involved in emotional processing, including amygdala, hippocampus, and temporal pole.

Only a few of us are skilled lipreaders while most struggle at the task. We used a data-driven ap-
proach for identifying brain areas underlying lipreading of an 8-min narrative with participants whose
lipreading skill varied extensively. The participants also listened to and read the same narrative. ISC of
the time-courses revealed that lipreading, listening to and reading the narrative were supported largely
by the same brain areas in temporal, parietal and frontal cortices, precuneus and cerebellum. Listening
to and reading activated especially higher-level brain areas more consistently than lipreading, proba-
bly paralleling the limited understanding obtained via lip-reading. Importantly, better comprehension
of lipread narrative was specifically associated with bilateral activity in the superior and middle tem-
poral cortex, activity being more extensive in the right hemisphere. This might suggest an efficient use
of brain areas dealing with phonological processing in both hemispheres in skilled lip-readers.

We recently studied 36 healthy participants in the fMRI experiment (manuscript in preparation).
The participants were musically trained (18) and untrained (18 Three musical pieces were used in the
experiment: (a) Stream of Consciousness by Dream Theater; (b) Adios Nonino by Astor Piazzolla; and
(c) Rite of Spring (the first three episodes from Part) by Igor Stravinsky. We compared inter-subject
functional correlation (ISFC) of fMRI signals in musicians vs non-musicians. Music synchronized a
core network of brain regions in both musicians and non-musicians including the superior temporal
gyrus (STG), middle temporal gyrus (MTG) at the ventral bank of the anterior superior temporal
sulcus (STS) and posterior STS bilaterally, and ventral parts of the right precentral gyrus (PrG). Mu-
sicians additionally showed connectivity from STG to caudal and ventral parts of the insular cortex
flanking the putative location of primary auditory areas in the Heschl’s gyri. The music-driven con-
nections were largely consistent between music pieces, although there were also differences.
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YCTHBIE OKNAB

A3bIK 1 MY3bIKA: MNEPEBO/ B MY3bIKAJIbBHOM MPOYTEHUN

AnonnuHapus CepzeesHa AepymuHa

CaHkm-lTemepbypackuli 20cydapcmeeHHsbIl yHUsepcumem, Poccus
a.avrutina@spbu.ru

I[Tpu paboTe Hay IepeBOLOM JIUTEPATYPHBIX IPO3aNIECKIX TEKCTOB C MHOCTPAHHBIX S3BIKOB Ya-
CTO NPUXOAMUTCS CTATKUBATBCA C UX «MY3BIKaJIbHBIMI» OCOOEHHOCTAMM: KaK IPaBUIO, C PUTMOM
Yl TOHAJIbHOCTBIO. B 3a7jauy nepeBo4MKa BXOAUT COXPaHUTD 3TU 3/IEMEHTHI U IIepefaTh X B TEKCTe
Ha I1e7IEBOM A3bIKE.

OpHako TEKCT poMaHa MOXKET COfiep)KaTb He TOJIbKO BHELIHNE MY3bIKaJbHble 3/1€MEHTBI,
HO U BHYTPEHHIUE.

B pamkax moknaja Ha npumepe pomana «Ilokori» Typenxoro nucarens Axmena Xamau TaHmbl-
Hapa OyfieT II0Ka3aHo, KaK B TEKCTe MCIIO/Ib3YeTCs TeXHVKA ¥ OCHOBBI HOTAIVN 1 ITIOCTPOEHNUSA Tpa-
AVLIMIOHHOM O/IVDKHEBOCTOYHO — MaKaMHOJ/MYTaMHOI — MY3bIKY, KOTOpasi CYI[eCTBEHHO OT/IN-
YaeTcs OT €BPOIENICKON MYy3bIKa/IbHO CUCTEMBI.

Axwmen Xampu TanneiHap (1901-1962) aBnsaetcsa aBropoM Tputornn «Maxyp becre», koTopas
3aHMMAET LIEHTPA/IbHOE MECTO B TYPELIKOM TUTEPATYPHOM KaHOHE.

ITepBBIM POMaHOM JJAHHOJI TPUIOTMN U IIepBBIM poMaHoM Axmena Xamay TaHmbiHapa O6bU1 po-
maH «HameB Maxyp» (Mahur Beste) (monHocTbio ony6nukoBas B 1975 1.). B oTppiBKax pomMaH Obl1
ony6nmukoBaH B Typuum B 1944 r., (B rasete Cumhuriyet) u sB/seTcs, Kak M MHOTHMe IPOU3BENEHIS
TannbiHapa, He3akoHYeHHBIM. CIIeYIOMMMI JacTAMIU TPUWIOrMM cTamy poMaHsl «Ilokor» (Huzur)
(1949) u «Bce, 4to 3a cueHori» (Sahnenin Disindakiler, nepsas my6mkanys B orpsiBkax — 1950 .,
IO/THOE u3manme — 1973).

[lepBbIil poMaH HOCBALIEH aBTOpPY Hacrosmero «HameBa Maxyp» («Maxyp becre»), ogHOoMy
13 CaMbIX M3BEeCTHBIX aBTOpOB OCMaHCKOT MMITepyH, O/ICTaTeIbHOMY KOMIIO3UTOPY «D10oxu Tiomb-
aHoB» Jito6u Aby-6ekupy Are, xusuieMy B Cram6yie u TBopusuiemy B % XVIII B.! Ognako B po-
MaHe 3Ta MeJIOfjyA IpeCcTaB/IeHa KaK IIPOM3BefieHle BBITYMaHHOTO IIepCOHaXa, TamaT-6es, 1 Haun-
HaeTCs OHa CJIOBaMM OIHOM M3BeCTHOM rasenu HemaTn.

B cnepyromem pomane, B pomane «I[1okoit» (KOTOpPBII TOXXe M3HAYATBbHO OBUI OITyO/IKOBAH B OT-
pbiBKax B 1948 roxy B rasere Cumbhuriyet, ¢ desBpana mo nonb) MoTuB «Maxyp becte», menommus
U3 pelrepryapa KIacCMYEeCKOM OCMAHCKONM MY3BIKM, O/IMLETBOPAIOLIAsA BEIUKYI0 KYIbTYpPy MCUYE3-
HYBIIEN VMIIEpUY, TAK)Ke SIB/ISETCS JIENTMOTUBOM BCEX COOBITHIA.

B tpetbem pomane «Bce, 4TO 3a ClieHOJI», HAIMICAHHOM B 1955 T., a oIry6/IMKoBaHHOM B 1973 T.
yXe mocie cMepTy TaHIIbIHAPa, 3Ta MEJIOANA TOXKe KaK Obl 3BYUMT 3a KaJ[pOM, COIPOBOXK/IAs TepOeB
B VIX ITIOBCETHEBHOJ JKM3HU B IIepUOJ CTaHOB/IeHMs Typenkoir PecriyOnmmku v CTaHOBSICh CHMBOJIOM
ylIenmnei smoxy. XpOHOTOTMYeCKY pPOMaH 3aTparuBaeT BpeMs HalmoHambHO-0CBOOOANTETBHOTO
IBVDKEHNsS B AHATOJINM, ITOBECTBYS O KM3HU JIIOfeil 13 Pas/IMYHBIX CTI0eB 00IjecTBa: KaK CTaMOy/Ib-
CKOJ MHTE/VINT€HIINY, TaK U IPOCTBIX JTIOfEIL.

Jnsa TypenKoi nmuTepaTypbl BTOPO MOMOBMHBI XX BeKa HETUIIMYHA CTO/Ib TECHAA CBA3b C MY-
3BIKOJ1, XOTS IMEHHO B 3TMX TPeX POMaHax 1 0co0eHHO B poMaHe «IIokoil» cpeny nepedncisgeMbIx

T «Maxyp Becre» kxommnosuropa Jitto6u Aby-6exknpa AT MOXKHO MOCTYLIATh MO CEYIONIEMY af[pecy:

http://www.youtube.com/watch?v=j1L501X8MHs, noctym: 10.04.13.
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aBTOPOM CMMBOJIOB YIIEJIIell SI0XY TPaAMIIMOHHAs OCMaHCKasA My3bIKa GUTYpUpPYeT efBa I He Ha
IIEpBOM MeCTe, KOHKYPUPYA 3[€Chb C OCMAHCKOI IT033Me€l], a ellle CO CTONMNLEN YIIeAIIel MMIIepUn —
BermkyM CraMOy/IoM, Kakjas yluia KOTOpOoro B poMaHe IpefiCTaBIeHa KaK MaMATHUK TOTO VIV
MHOTO UCTOPUYECKOTO COOBITHA.

ToBOps1 0 peBepaHcax B CTOPOHY OCMAHCKOJ MY3bIKQ/IbHOM TPAAUILIVY KaK B TPUIOTUH B II€/IOM
(KOTOpYIO MCCIeffoBaTeN MHOIZA YCIOBHO MMeHyoT «Maxyp becte» — «HameB Maxyp»), Tak u
B poMaHe «[IoKo7i» B 4aCTHOCTM, MOXXHO OBUIO OBl YCMOTPETb OTCBIIKYM K PO eCCUOHANTBHOI MY-
3bIKAJIbHOM YCTHOV TPAAMLNM, PEANN3yeMO B MUCTUYECKUX PaJIEHNAX U B YCTHOV MY3bIKaJIbHOM
IIPAKTHKe.

O6pamasce k 6uorpaduy TaHNIbIHApa, MBI Y3HaeM, 4TO MPpUOIM3UTEIBHO B 1933 I. IpyT 1 KO-
JIera MyCcaTeNs 0 TBOPYECKOMY LieXy, IIeHUTe/Ib KIaCCUYeCKOil OCMAaHCKON MY3bIKN [1], moaT fxba
Kemanp (Bertatner) (1884-1958) BrepBbie otBen Axmena Xaman B apxus CraMOy/IbcKoll KOHCEpBa-
Topun. Tam, 110 BOCIIOMMHAHNAM IMCATENA, OHM HECKOJIbKO Pa3 CIyIIaaM Ha IJIaCTMHKE METOAIIO
«HeBa-Kap», cO3MaHHYI0 BeMMKUM OCMaHCKUM KomnosutopoM XVII-XVIII BB. Mtpu, cTaBuyro oj-
HUM U3 IJIABHBIX NIPOM3BEIECHNUII perepTyapa KIaccuieckoll ocMaHcKor My3bikn [2]. (HeBa — Tak
Ha3bIBAeTCS OJVH V3 3BYKOB, YIIOTpeb/IsieMbIX B facTraxe Maxyp, a KAp — OfMH U3 PaCIPOCTPaHeH-
HBIX )KaHPOB MAaKaMHOJ TPaAIIVIV; OFHAKO My3BbIKOBeUeCKIIe TEPMIHBI, CBA3aHHbIE C IOHVMaHIEM
aBTOPCKOTO 3aMBIC/Ia, OYAYT pacCMOTPEHBI HIDKE).

VIMEHHO ¢ 3TOro BpeMeHN HAa4MHAIOTCA peryaspHble MoceljeHNs TaHIbIHAPOM KOHCepBaTOP-
CKOTO apxmBa ) JTI000Bb K K/IACCHYECKOl OCMAHCKOJ My3bIKe, Halllefilas OTpakeHye B OO/IbIINH-
CTBe ero IMO3TNYECKIX U IPO3aNueCcKIX IIPON3BEEeHN!II, a TAK)Ke B HEKOTOPBIX €T0 HAyYHBIX CTaThAX.
Mo>XHO fja’ke CKa3aTb, YTO MY3bIKOI OH 3aHMMAJICA MOYTH NMPOQecCIOHaIbHO. VI3BeCTHO, UTO, BBI-
CTymnas Ha pafiyio B Iepefade, IIOCBSAIIEHHON TBOpYecTBY Axbpy Kemaina u Typerkoit Kiaccudeckon
My3bIKe, TaHIIbBIHAP HaXke 0003HAYWII TPY IPOTPAMMHBIX IIPOU3BEfieHs], KOTOPbIE, IT0 €r0 MHEHMIO,
OIIpee/MIN BCIO MICTOPUIO Pa3BUTHSI OCMAHCKOI MY3BIKM [3]: cpeay aTUX Mpou3BeeHnit ObII0 Ha-
3BaHo u «Hesa-kap» Vrpu.

CBA13b 9THX KIaCCUYECKUX IPOU3BENEHMI C TeEKCTOM pomaHa «IIokoit», B 2018 r. BIlIenmemM Ha
PYCCKOM SI3bIKe B IIepeBOJie aBTOpa IOK/IA/Ia 1 IOCBALIAETCS JaHHOE COOOIeHIe.
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MY3bIKA/TbHbIV PUTM KAK NPOEKLINA XXU3HEHHOTO OMbITA

HuHa AnekcaHOposHa bepzep

CaHkm-lTemepbypackas 20Cy0apcmeeHHas KOHcepeamopus
um. H. A. Pumckozo-Kopcakosa, Poccus

PutMm, 6ynydn kaTeropueil 4eloBedecKoro ObITVA, B 00IleM IUIaHe CBSI3aH C IPOCTPAaHCTBOM
U BpeMeHeM, CTPYKTypUpOBaHHbIMIU (M3MepeHHbIMU) denoBekoM (f. Ackun, @.Jloces, I. Opnos.
b.TennoB). BocnpusTtie npocTpaHCTBEHHOTO pUTMa OOBIYHO HUKAKUX 3aTPY/HEHNUII He BBI3bIBAET.
Vudopmarys, obpaiéHHas K 3peHNIo, TeTKO «CYMTBIBAETCSI» U 3aIlIOMUHAETCS Yepe3 KOMNYeCTBO
3TaXkell, KJIETOK, OT/[eNIbHBIX 3JIEMEHTOB B OpHAMEHTe WIN Yepe3 reoMeTpudecKyio ¢urypy. IIpo-
CTPaHCTBEHHBIIl PUTM JIETKO BOCCO3JAaéTCA Ha PasINIHbIX MaTepyaTbHBIX HOCUTEIAX: B Pas3/IMHO-
BaHHOI OyMmare, KUPIMYHOI KJIajjKe, CTONOMKax 3abopa.

My3bIKaIbHBI PUTM TPAJVIIMOHHO OTHOCUTCS K Kareropuu sépemeru. Hamre o6miee/ObiToBoe
IIpefiCTaB/IeH}e O BpeMeH! OOBIYHO 6a3ypyeTcs Ha IBYX IVIABHBIX 0OPa3HbIX XapaKTepPUCTIKAX:

«BpeMA Te4eT» U «BpeMs IPOXOAUT». B ofHOM ciydae BpeMs NpeAcTaBIAeTCs KOHTMHYaTbHBIM
Y HepasJeNnyMbIM Ha KOHKPETHbIE e[MHUIIbI, BBI3bIBAsl aCCOLMAINIO C TeKyIlell Bofoil. Bo BTopom
CTy4ae OHO IPeACTaéT KaK AVMCKpeTHas CyOCTaHIA. B TakoM 3HaUeHM OHO CBA3BIBAETCH C IOHATH-
€M pUTMa U IIOABEPraeTcsA CTPYKTYPUPOBAHNUIO B MY3bIKe, IO93UU U TAHIIE.

daxTNYecKoe OTCYTCTBUE Y4eOHO-METOAMYECKON IUTEPATyPhl IO PAa3BUTUIO PUTMUYECKOTO
YyBCTBA B 00/IACTAX JeATENTbHOCTY, CBA3AHHBIX C ITOJ3Mell VIV TaHIIeM, JOKa3bIBaeT, YTO IpobIeM
HACYIIHBIX TPOOJIEM 3[ieCh He IMeeTC.

noe menmo B ob6macTy 06ydeHns My3bike. OIHO 13 IOMTOXKEHNUI My3bIKa/IbHOI TIefjarOruKy I71a-
CUT CrIefiyIoliiee: pUTMIUYECKOe YYBCTBO, KaK MY3bIKa/IbHasA CIIOCOOHOCTD, BCTPEYALTCS JOCTATOYHO
penko (A.Tonppenseiisep, 1. Kupnapckas, C. CaBmmHckuit). OfHaKo He MCKIIOYEHO, YTO HMPK pac-
CMOTPEHNUY B3a¥IMOZIETICTBIA MEX/Iy YeTIOBEKOM VI BpeMeHeM B 0003HaYeHHBIX BUIaX MCKYCCTBA €T0
YAACTCS OTIPOBEPTHYTh.

Emé ITnatoH, onpepenssi My3bIKaabHbII PUTM KaK «HOPS/JOK B ABVDKEHUN», KOCBEHHO YKa3bl-
BaeT Ha OOIINIT TeHe3)C UX PUTMIYECKOI OCHOBBIL. V, ecTeCTBEHHO, YTO ITaBHBIM IIPETEHJCHTOM Ha
3Ty POJIb SIB/ISETCSI HAllle MTOIIAr0BOe IepeMellieHye 10 IIPOCTPaHCTBY' . [Tpyu BCéM cXOfcTBe pUTMH-
4eCKOJI OpTraHM3aL My MY3bIKV U I093UU «MaTepyaIi3aLyisi» IPOU3BeIeHNII 9TUX VICKYCCTB B 3ByYa-
HVM BBIABJIAET IIPYHLIMIINAIBHOE OT/INYNE.

BpeMeHHBI € COOTHOIIEHN S 3TIEMEHTOB N0IMU1ecK020 PUTMA He TPeOYyIOT OT VICHOTHNUTENA Ma-
TeMaTH4eCKOro TOXKAeCTBa. I peun, 0cO6€HHO MOITUYECKOI, XapaKTepHa nepemeHHas CKOPOCTb.
YreHMe CTUXOB «C BbIpaKeHMeM» — JeK/IaMalyis, M3Ha4aIbHO MpeAIloiaraeT OCTAaHOBKI, YCKOpe-
HIA, 3aMefyieHys. CTUXOTBOPHBIN pa3Mep BBINONHAET PEXNICCUPYIOIIYI0 (PYHKIMIO «3a KapoM».
ITocTostHHAS CKOPOCTD BBICTYIIAET TOIBKO KaK OT/AE/IbHOE SMOLVIOHA/IbHO-BBIPA3NUTEIBHOE CPELiCTBO
(«MYaTCA TY4M, BBIOTCS TYUN»).

Putmudeckas ocHOBa My3biku SKECTKO HeTEPMUHUPYET BCe 37IEMEHTBI CTPYKTYPHOIL UCKpeT-
HOCTM, BKJIFOYas May3bl, HEIPEPbIBHBIM, 0€30CTAaHOBOYHBIM [IBIDKEHIEM Ha NOCINOSHHOU CKOPOCTH.
OTK/IOHEHUA OT HOPMBI HeCyT QYHKIMIO XyZO>KeCTBEHHBIX IIPUEMOB, OTPAXKAIOIINX HEOOBIYHOCTD
cutyanyy (Ky/IbMMHAIIVIO, 3aBeplleHne pasaena). [Ipu HapymeHnn mo060ro 13 Ha3BaHHBIX C/Iara-
€MBIX BPEeMEHHAS OpTaHM3aIMs Pa3pyIIaeTcs, a My3bIKa/IbHbIN TEKCT IIOTy4YaeT VMCKaXEeHNs, HeCO-
BMECTMMBIE C ero OBITVEM B KadeCTBe XYHOXKECTBEHHOTO IpousBeneHus. [Ipobnema coxpaHeHMs
TeMIla — OfHa B KOHIIEPTHO-VICIIOTHUTE/ILCKON JIeSITeIbHOCTI My3bIKaHTa. Kpome ToOro, Mys3bIKa,

T B oT/mmuie oT fecATUYHOI («aHATOMIYECKOIT», CTATUYHON) OOLIeNTPUHSTON CUCTEMBI CUETA, KBA[paT-
HOCTb MY3bIKa/IbHBIX OPM U IIpeoOiajiaHye B eBPOIEIICKOIT 11093uu CTpodbl B popMe KaTpeHa — IpuMe-
PBI AMHAMMYECKOI CYETHOI CUCTEeMBI, OCHOBOI KOTOPOII sAIBJIAETCA AMCKPETHOE IIaroBoe JBIKeHue. Konero
6 TaHIIe U CMOoNna KaK CTPYKTypHasl eIMHMIA TOITUYECKOTO pa3Mepa CBUJETe/IbCTBYIOT O TOM Xe. Andante —
«MYIMIT IIarOM» — He TOJIBKO OJVH U3 CAMBIX paCIIPOCTPaHEHHBIX TEMIIOB, HO VI Ha3BaHME OT/EbHBIX Ya-
CTell U LIeJIBIX MHCTPYMeHTa/IbHBIX Tponssenenuit (b. ABopcknit).
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B OT/IMYME OT MO33UM, ABJIAETCA UCKYCCTBOM NPOCHMPAHCmeeHHO-8pemeHHbim. OTCIoa — elé ofHa
Ba)KHeIIIasA Ipo0/IeMa — CUHXPOHHOCMU, T. €. PUMMUHECK020 YHUCOHA.

Pemenne/cMaAryenne npo6seM ¢ 4yBCTBOM PUTMa KPOETCS B CaMOJI IPUPOJie YeTTOBeKa I €To I10-
BeJleHVs B Pa3/IMYHBIX )KM3HEHHDBIX CUTYalMsAX. Bo-nepBbIX, HaOMIOEHNs 32 CAMbIM) MaJIEeHbKUMM
IeTbMM MOKA3bIBAIOT, YTO OHU, KAaK IPAaBUJIO, IPU 3BYKaX MY3bIKM YAaCTO COBEPIIAIOT PUTMMYHBIE
IBIDKeHVsT2. BO-BTOPBIX, 9KCIIEPUMEHTBI C Pa3HbIM KOHTUHIE€HTOM VCIIBITYEMbIX BBIABUIN, 9TO, He-
3aBUCVMO OT YPOBHSA WM OTCYTCTBUA MY3BIKaQ/JIbHOTO 00pa3oBaHMsA, IPY IEeHNM VN MOf6ope T10
CITyXy 3HAKOMOI Me/TOAVY B IPAaBUIbHOCTY Iepelauyl PUTMUYECKIX COOTHOLIEHNUIT TPYSHOCTEN He
HabJII0[1a/I0Ch.

MHoOroneTHsAs MpaKTUKa IIOKa3bIBaeT, YTO NMPHOOpeTeHre MY3bIKaIbHOM CIOCOOHOCTH, MMe-
HYeMOJI PUTMIYECKMM YyBCTBOM, HEBO3MOXKHO 0e3 BK/IIOUEHVS NPUPOJHOrO YyBCTBA puTMa. Or-
TUMAJ/IbHBIN NIyThb B 9TOM HAIIPaBJIeHUM — M3MEHeHMe KpUTepueB /I OpMEeHTAlVV BO BpeMeHMU
(. Acknn, 1. C. bax, beprcon, B. Menyuiesckmit, I. Opnos, b. Ternos, M. Xapnan u geTckue peakiyn
Ha MY3bIKy®). [pOMagHBII [UIACT KYABTYPBI, IPEACTABIEHHBI TETCKUMY CYMTAIKAMU Y CKAH/OB-
Kamu?, maér s 9TOro mpekpacHyro 6asy. PUTMMYIECKY0 OpraHM3alnIo STUX HPOLYKTOB JETCKOTO
TBOPYECTBA MOXKHO YCTIOBHO TPAKTOBATh KaK IIPOMEXYTOUHYIO (GOPMY MeX/Ty I033Mell I MY3bIKOII,
I7ie 1eVICTBYA OCYIECTB/IAITCSA 10 «MY3BbIKaJIbBHOMY» IIPYHIINITY: pasfie/ieHlie Pe4eBOro IIOTOKa MOJI-
YIMHAETCS HEe CMBICITY, HO METPY. B 1eTCKOIt cuumarnke neicTBUSI IIPOU3BOISATCS CO CKOPOCTBIO LIara’,
a caMoO JIeVICTBME OCYIIECTBIIAETCA XKECTOM PYKM, [ie/IAlleil BpeMsA Ha paBHBIE [JOIM U COOTHOCUMOM
C IMPYDKMPOBAHMEM.

Bepbanbhsbie (B pummogonuke) u rpadudeckue (B pummozpagduie’®) sxBuBaneHTs 0TOOpA-
JKEHVSI PUTMMIYECKOI CUTYALMy CIIOCOOHBI IIPOSICHUTD €€ CTPYKTYPY BO BCeX TPEX 0603HAYEHHBIX
BUJIaX MCKYCCTBA (My3bIKe, 1093UN U TaHIle). PuTModoHuKa 1 putMorpaguka, BEIXOAAT 32 paMKU
00y4eHNs My3bIKe M IPOSBJIAIOT CBOIO 3 (EKTUBHOCTD B APYIUX 00pa3oBaTeNbHbIX chepax, OFHNM
U3 CIaraeMbIX KOTOPBIX AB/IAETCSA PUTM.

2 Y aBropa 6bima 607bIlTasi MpaKTUKa PaGOTHI B JIETCKUX MONMIKONBHBIX YIPEXK/IEHUAX, B YACTHOCTH,
C IeTbMM fACETbHOTOBO3pacTa.

3 «Mysbika 6b1BaeT 6bICTpast 1 MefieHHas». Ho 3T BhIpakeHe HUKOTTIA He TPUMEHSeTCs B OTHONIEHUN
CTUXOB.

4 Ha st0 06pama10T BHMMaHME, KakK (bvmonom, tak u MysbikoBensl (V. 3emuosckuii, 10.Jlotman,
b. Tomamesckuit, E. OTxkunpy].

> B HaIueli MpIIIEYHOI TAMATYI XPAHUTCA MHGOPMAIVSA O IOCTOSHHOII CPeJIHel CKOpOoCTH 60fporo mrara,
Omaropjapsi 4eMyoBalus B KOHIIEPTHOM 3ajie, CKaHAMpOBaHMe KpuKoB «[oppKo!» 3a cBajjleOHBIM CTONOM W/IN
«IIla16y» Ha CTafiMOHe JOCTUTAIOT CUHXPOHHOCIMU 33 HECKOTIbKO CeKyHJI. VIHade ropops, Halle 6a30Boe IIpH-
POHOE YYBCTBO PUTMA, MOKET IIPOABUTHCS B CMUHXPOHHDIX JIEMICTBUAX, JaXKe He HY>KJAsACh B YIOPALOUMBATO-
I[MX KOMaHJaX, HOfaHHbIX u3BHe (mupoit Opdest, cTapIINHOI B3BOAA VTN AUPVKEPOM OPKeCTpa).

© 3HakOBble CUCTEMBI pUMMOPOHUKA U PUMMOZPAPUKA 3ATTATEHTOBAHBI B KaK U300peTeHNs B KauecTBe
cnaraemMbix «Criocob6a 06ydeHys IpaKTUIeCKOMY MY3ULMPOBaHMIO» (IIaTeHT, a.c. 2090938).
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PEKBMEM MO A3bIKY. NTAPAAOKCbI BUANMOTO L C/bILLMOIO
B MPOCTPAHCTBE «OCEHHETO KPUKA ACTPEBA»
NOCU®PA BPOACKOTIO

PycnaH KoHcmaHmuHosuY buyoes
CaHkm-[Temepbypackuli 2ocydapcmeaeHHsbili yHUsepcumem, Poccus

JJaHHOe McciefloBaHMe He ABIAeTCA aHanmn3oM ctuxorBopeHus V. bpoackoro «OceHHmMit Kpuk
Aactpebar. OHO cKOopee paccMaTpUBaeT KOHIENTYaIbHbIe IPOCTPAHCTBA IIPVUCYTCTBYIOLYE B 9TOM
IIPOM3BEIEHNN C TOYKM 3PEHNA «BUAVMOTO M CIBIIIMMOTO». B My3bIKa/bHO HayKe CyIIeCTBYeT
HepaspellleHHas MpobieMa «I/1asa 1 yxa», KOrjia oHa o0palaeTcsi K HOTHOMY TeKCTY MM K eTO 3BY-
YalleMy 9KBMBaJICHTY. DTa IMpobeMa 3a0CTpsieTcss 0COOEHHO, KOTZIa pedb UJIeT O CAMO CYyTI MY3bI-
K — JIBVDKeHUN. [Tie TPOMCXONT 3TO «BIDKeHNe»? Ha msTu THeKax 1y B OpKeCTPOBOIL siMe, Ha
KoHIepTe? Tak /I OHO3HAYHO TO, O YeM TOBOPUT MY3bIKaJIbHAs HayKa: «BUAVMOe (Homubl, epagu-
Ka) — BCEro JMIIb 00pa3 [IBVKEHV, CIBIIIMOe — caMoO ABVDKeHUe»? B paccmaTpuBaeMoM Ipons-
BefleHN bpoficKoro Mbl IeMICTBUTEIbHO BUAVIM, YTO KOHIIENTHI ABIDKEHNA 00paleHbl B pasHbIe
IPOCTPAHCTBA: («rpaduuecknit o6pas [BIDKEHNS — U BIDKEeHNUe 3By4alee»). OfHaKo 0OHAPYXM-
BaeM, YTO IMEHHO B MPOCTPAHCTBE «BUUMOIO» — CYTh ABVDKeHUs ((PU3MOMOrmIecKnii aceKr),
TOT/]a KaK B «CTIBIIIIMOM» «BCETO JINIIb» 00pa3 IBV>KEHNS.

OnTuka nccnefoBaHys COCPefOTOUNIACh Ha MKOHMYECKOM (IIepEeHOC CTPOKM, MeXCTPO]HBIN
PasphIB I T.JI.), KOTOPOE IOMMMO IIPOYero KOHCTPYUPYeT NpousBefeHne B ¢popMe My3bIKalIbHO-
ro. KynpMyHanms MysbIKaIbHOTO OCTPOEHNA («CTpalIHell, KOIIMapHee pe-iye3a») B 00pa3oBaHuu
Dies Irae (maBepcus «pe nue3» [1]. OpHako B 3TOI paboTe OTAETBHO PACCMOTPEH MKOHMYECKUII
3HAK Jye3a, KOTOPbIl KOppennpyeT co CKpbITbIM MHTepTekcToM («Ceep» H.3abomoukoro), uro
B KOHEYHOM MTOT€ IIPMBOAUT HAC K IPOCTPAHCTBY OUANO2UHECKOZO.

Ha ocHOBe HEKOTOPBIX IPMEMOB KOTHUTVUBHOI 1moaTuku (icon, blend spaces) mbr o6Hapy»xm-
BaeM, 4TO B CTUXOTBOpeHuyu «OCeHHWIT KpUK fACTpeba» paccMaTpuBaeMble KOHIIENTyalIbHbIe
IPOCTPAHCTBA (I/1a3 — yX0) oOMeHMBawTcA cBoumy usmonormyeckumn pynkmmamn. Tak,
HaIlpumMep, y>ke B CAMOM Ha3BaHUM HMPUCYTCTBYIOT KOHILENITHI «C/IBIIINMOTO» — KPUK Y «BUANMO-
ro» — sAcTpeb («ocTpoe LBeTHOE 3peHue»). OHAKO KOHIIENIT «C/IBIIIIMOTO» MOXKeT OBITh 0OpaleH
u K T1a3y (kaptuHa «Kpux» 9. MyHKa), a «BUAMMOTrO» — K YXy (My3bIKaJIbHO-IIBETOBAsA CUHECTE3VIA
obp1a y A. Ckpsabuna, M. LIBeTaesoit). [JaHHOe KoHIenTyaipHOe cMenteHye blend spaces [2] pab6ora-
eT Ha KOHTEKCT U CMBIC/I CTUXOTBOPEHNUA — OHO HamycaHo bpoxckum B 1975 1., KOTzia OH yyKe 9Mu-
rpuposain n3 CCCP. «Henosek, ubs npodeccus A3bix» (V1. bpopckmit) muieH MpocTpaHCTBa POJHON
peur ¥ MOXKET ee «yCIIBIIIATby Yepe3 HallMICAaHHOe — «BUAVMMOE», 2 YTOOBI YBUIETh HOBBII MUP («TO-
poznku HoBoit AHIMm») eMy HeoOXOAMMO IPUCTYIIATbCA — «CIBIINMOE» («...BeTBOPA...KPUUIUT
[IO-aHIINIICKN «31UMa, 3uMal»).

TaxuM 06pasoM, MeKCeMMOTIYECKIII IepeBOf] OHON KOHLEIINM B APYTYI0 O3BO/IAET HAM
PasBUJETD 32 9TUM He TOJIbKO «yKpalleHNA», MeTa(Oopbl, HO 1 IIOHATb CyTb 9TOV CTPAHHON MeXX'b-
3BIKOBOIT KOMMyHMKanyy. OHa He OTpaHNYMBAETCs KOHIIENITYa/IbHBIM CMeIIeH)eM JBYX HOPOOHO
paccMaTpuBaeMbIX IPOCTPAHCTB («BUAVMMOE M C/IBIIIVIMOE»): IOZOOHO MEXaHU3MY MAaTPEIIKN 3TO
IIpOM3BefieHe TaK VIV VIHa4e COTEP>KUT B cebe CTIOKHYI0 KOMMYHMKATUBHYIO CHICTEMY BCeX Opra-
HOB YYBCTB Ye/IOBeKa.

Cnuncok nuTepaTypbl

1. Ilempywanckas E. Mysbikanbabiii Mup Vocnda bpopckoro. CII6.: 3Besnma, 2004.

2. Fauconnier G., Turner M. The Way We Think: Conceptual Blending and the Mind’s Hidden Complexities,
Basic Books, 2008.
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PO/b A3bIKA /1 XECTA B OBYYEHWWN MY3bIKE AETEW
MNAALLETO BO3PACTA

AHHa BnaceHkosa
CaHkm-lTemepbypackaa KoHcepeamopus um. H. A. Pumckozo-Kopcakosa, Poccus

B poccumiickoit cucteMe My3BIKaTbHOTO OOpasoBaHMs [eTell 3HAKOMAT C MY3BIKOV MEXIy
4 u 7 rogamu. B aTOM BO3pacTe UM OOBACHAIOT OCHOBHBIE IOHATVS MY3BIKATbHOI Teopun (3By-
KOBBICOTHOCTD, PUTM) U JJAIOT IIepBble MCIIOTHUTE/IbCKYE HaBBIKN (IIeHUe M UTPa Ha MY3bIKaJIbHBIX
MHCTPYMEHTaX).

[lepBocTeneHHOe 3HaueHMe Ha 3TOM JTalle MMEIT METOAbl 00y4YeHNs, UCIONb3YolNe CBSI3b
CIIyXOBOTO CO 3pUTE/IbHBIM, CIOBECHBIM U JBUTaTeIbHO-MOTOPHBIM, B YeM OTPAXKAIOTCA «BeAyILe
HNPVHIMIIBI JUAAKTUKN: VICIIONb30BAHME HAIIANHOCTY B COYETAHUM CO C/IOBOM..., IIPVHIIMIIBI II/Ia-
HOMEPHOCTY, IOBTOPHOCTY, SMOLMOHATbHOCTI» [1]. HeKoTOpble MeTOAVIKY IIOMEIIAIOT C/IOBECHBIN
MeToJ 00yueHMsI Ha IepBOe MeCTO, 0COOEHHO, eCi pedb UjeT 06 0OydeHuu feTeil JOUIKOIBbHOTO
BO3pacTa [2, ¢.56].

B 60nbIHCTBE METOAMK OOMBIIYIO POJIb UT'PaeT BepOaIbHBIN A3BIK: OH «OIPeMeYNBaeT» M0-
HATUA U ABJIEHNU, TO €CTh BK/IIOYAeT B BOCIIPUATIE ¥ OCBOEHIE MY3BIKM TO, YTO 110 CBOEN IIPUPOJie
He CBOJICTBEHHO CTOJb 3peMepHOMY U OecIipeiMeTHOMY UCKyccTBY. OHaKO MMEHHO Yepes OIpef-
MeYVBaHJE MHOXXECTBO CIIO)KHBIX TEOPETUYECKMX KOHCTPYKTOB CTAHOBATCA HNOCATAEMbI TaXKe I
pebenKka 4-X JeT.

OnmpasAch Ha COBpeMeHHbIE KCCIEl0BAHMA 110 JAHHOMY BOIIPOCY, aBTOP B JOK/IAJle AaHA/IU3UPYET
CBOJI COOCTBEHHBIN MIPAKTNYECKUII OIIBIT IIPENofaBaHysA MY3bIKY AETSAM JJOUIKOTBHOTO Y M/IAJIIIEro
IIKOJIBHOTO BO3pacTa B cdepe CO3[aHMsI CBSI3eN «SI3bIK — MY3bIKa», «KeCT — MY3bIKa» U pacCMaTpM-
BaeT C/IeyIOUIe TEXHUKI Y IIPUEMBI:

1. MHeMoHuKa 1 KHecTeTHKa. OffHa 113 METOVIK O0Y4eHN HeTell YTEHNIO U 3allVICU HOT BKJTIO-
YaeT JCIIO/Ib30BaHIE [TaJIblleB PYKU. [IATh IablieB CUMBOMMSUPYIOT IIATH MHEEK, @ HeOO/Ib-
mye ¢ppas3bl HIOMOTAIOT 3aIIOMHNTD Ha3dBaHNe KaXK/IOl IMHEIKM U TPOCTPAHCTBA MEX/Y HUMM
(HampuMep, cpefHMII MTasiell, CMMBOU3UPYIOIMII TPETDHIO TMHEKY, — CaMblil IJIMHHBII U ca-
MbIil CVIIBHBI, OH COOTBETCTBYET HOTE CU).

2. Ilenme «mo pyke»: ajanranuu cucteMbl X. Kanbxrocre, IpuMeHeHMe KOTOPBIX IIO3BOJIAET KC-
II0/Ib30BATH JKECT B 0OYUEHNUM JIaJJOBOMY CIIYXY;

3. AHaju3 U 3amMCh pUTMa MO C TIOMOIIBIO TIO3TUYECKOTO TeKCTa. Becero 3a 3 mpocThix
IIara MeJIOfiuA € MO3TUYECKMM TeCTOM MOXKET OBITb 3alycaHa PUTMOM fIaXKe JeTbMU IIATH
net. C1oBa NO3BOJIAIOT IPOX/IONATh PUTM METOANM, KOTOPbIN JeTH JIETKO NepPeBENYT Ha A3bIK
PUTMOC/IOTOB «Ta», «Ta-TV») ¥ CMOTIYT 3allOMHITD ¥ HAIJMCaTh PUTM MEJIOfUN. DTO — BCETO
OfIVIH U3 IPEeMMYIIeCTB U3BECTHOrO 0003HaYeHNA IINTeIbHOCTEN putMocnoramu. [Ipo cro-
BaM H. A. Beprep: «/leTu Ipon3HOCAT 3TN MMEHA 3BYKOB C yJOBOIbCTBMEM. JTO BIIOJIHE €CTe-
CTBeHHO... Cpeay MHOXeCTBa MCIIONb3yeMbIX 3BYKOB ObIIV BBIfIETIEHBI [B€ OCHOBHBIX I7IaC-

« » .

HbIX: «[lormit “u’, 3aCTaB/IAIOLNIL YeTIOBEeKa YIbI0aThCs, WIIN. .. “a’, UMUTUPYIOLINII BBIpake-
He yauBieHus. O6a II1acHBIX 3ByKa BBISBIBAIOT IIPUSATHBIE OLIYIeHUs» [3, ¢. 60]

4. Vicnonb3oBaHMe AMPVDKUPOBAHMUS — K€CTa, KOTOPbI TOMOTaeT OCBOUTD M HE TePATh OLIY-
meHnA MeTpa (1, C/IefloBaTe/IbHO, PUTMa) U MCIIOJIHATD My3bIKa/IbHbIe (PparMeHThl.

5. 3apelicTBOBaHME BCETO T€a B OCO3HAHMII METPA, PUTMA U XapaKTepa MY3bIKM — XOXXJEHHE,
MapIIMpoBaHye MOJ, MY3bIKY.

6. B ucronHeHuy mpec Ha MY3BIKQJIbHBIX MHCTPYMEHTAX BepOa/IbHBIN A3BIK CTAHOBUTCS IIOJ-
CIIOpbEM PacCTaHOBKE aKIIEHTOB 1 BBIPA0OTKe IPaMOTHOII MHTOHany. Hanpyumep, rpaMoTHO
nofoOpaHHbIe CTI0OBA K MeIOAMM He TI03BOJIAT IIePeIlyTaTh CHIbHYIO JOIIO CO CTaboL.

7. 'Tema ypoka 1 TeopeTndeckye MOHATUA (MeTp, pa3Mep, MHTEPBa/I) BOCIIPYHUMAIOTCS A€ ThbMU
HAaMHOTO IIPOIIle, eC/IM Ha4aTh PasroBOp ¢ 00CYKIeHNA IIOBCETHEBHOM XM3HU (pasmep ofex-
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IIbl, UHMePBAs BYDKEHN 10e370B). HekoTopble mccefoBaTeny MpeIaraloT Ha4uHaTh YPOK
C 3arajjoK, MOCTIOBUL], CTUXOB, KOTOPbIE «MOTYT YCUIUTh MBICTIATENTbHbIE, IMOLIIOHAIBHBIE
BO3MOXXHOCTH YpOKa» [4, ¢.79]. DTO BOBIEKaeT yYEHUKOB U CO3/IaeT MHTEPeC K He3HAKOMOI
TeMe, y/Iy4llas 3allOMyUHaHNe MOHATHA. «KaK [TOKa3bIBaIOT IICUXOIOIMYeCKIe MCCIeOBAHMA,
BBEJICHIO JIeTell B HOBYIO [ HUX PealbHOCTb JJO/DKEH IIPefLIeCTBOBATh IPOIeeBTIYeCKI
arall... JIro6oe My3blKaJbHOE IPOU3BEIEHME IPEACTABIACT. .. ONPENe/IeHHYI0 abCTPaKINIo,
crienyuyeckum 06pa3oM “3aKOAMPOBAHHBIN TeKCT . Ero mpodreHme — 3TO JIesATEIBHOCTD,
KOTOpasi Ha Ha4aJIbHOM 9Talle JO/DKHA OBITb CBsA3aHA C peaibHOI >KM3HbIo» [5, ¢.8]. Takxke
IpefcTaBIeHNe CIO)KHOTO TEPMIHA HAPAZY C YIPOIIEHHBIM, «I€TCKIM» IIPOMCXOAUT IPOCIIe
IPY VICTIOJIb30BAHNUY BepOaIbHBIX TETOB B3POC/IOe/Hallle, IPOCTOe/CIIOXKHOE.

8. TIporpaMmHas My3blKa KaK TOMTYOK K OOPa3HOMY MBILIUIEHNIO U aHa/u3y My3bIKu. Tak Kak
IPOrpaMMBI I1beC OTPAaHMYMBAIOTCS HECKONBKUMIY CTIOBaMy, OHM HUKOTZIA He JMCYEepIIbIBAIOT
ero copepxanys. Ho 11 geTeil 9TOro BIIOHE HOCTATOYHO, YTOOBI 3aIIyCTUTh BOOOpaXKeHMe
U 06mavatp npefcTaBisgeMble 00pasbl B CI0Ba, JOOABIs BCE OOMbIIIe TOAPOOHOCTEIL.
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MOTYT i NOAPOCTKW ONPEAENNTE SMOLUWNOHA/TBHOE COCTOAHNE
CBEPCTHWMKOB MO PEYIA?

Banepus AmumpuesHa fonzas, EneHa NeopesHa PuexakaliHeH
CaHkm-lTemep6ypackuli 2ocydapcmeeHHsIl yHuUgepcumem, Poccus

JeenuHa CepzeesHa Ky3Heyoea, Bapeapa AnekcaHoposHa Hukosaeea
Ob6pazosamensHsbili yeHmp «Cupuyc», Coyu, Poccus

BripakeHue aMOIMIT B peul, a TAKXKe TO, KaKMM 00pa3oM JIIOfV OIIPEeie/IsII0T SMOLMY APYT APYTa,
MHTepecyeT B HaCTOsALIee BpeMs IIMPOKUI KPYT MCC/IefoBaTeNel: IICUXO/I0T0B, TIMHTBUCTOB, PU3NO-
JIOTOB, TIEfJaroroB. bo/IbIIYI0 NOMY/IAPHOCTD IPUOOPETAIOT UCCTIEOBAHMS SMOLMIOHATIBHOTO MHTET-
JIeKTa B3POC/IBIX U JieTell pa3HOTO BO3pacTa. B offHOM 13 HeflaBHUX MCCIeZOBAaHNUI OBIIO IIOKa3aHOo,
YTO B3POC/IbIe HOCUTEIN PYCCKOTO A3bIKA IPY HEOOXOAMMOCTY Paclio3HATh SMOLMY IO peduy MOf-
POCTKOB 14-16 yieT /Tydiie BCero ONpenesAT COCTOSHIE KOM(OPTa, a Xy>Ke BCEro — HeTpalbHOe
COCTOSIHME, TPV 9TOM JaKe JyI1 KoM(pOpTa TOYHOCTh PAacIlO3HaBaHMA He IpeBbImaeT 62 % [1].

Ilenp HaIIeTO MICCTIEOBAHNS — BBISIBUTD OCOOEHHOCTY OTPa>KeHNsI SMOLIMIOHATTBHOTO COCTOSHYS
(koM@opTHOrO, AMCKOM(OPTHOTO, HEMTPAIBHOTO) B PeUYN PYCCKOA3BIYHBIX IOAPOCTKOB U OIIpefie-
JIUTb, MOTYT /I PYCCKOSI3bIYHBIE TOJPOCTKM, CIYIIAsA Peub CBEPCTHUKOB, PACIIO3HATD, B KAKOM 3MO-
I[VIOHAJIbHOM COCTOSIHUM HaXOAWUTCA TOBOPAIINIA, CIIPAB/IAIOTCA /I OHMU C 9TOV 3a/ladell ydllle, 4eM
B3pOCIIbIE.

B xope mccnenoBanys OBUIO IMPOBEIEHO /iBa SKCIEPUMEHTA. B IepBOM M3 HUX NPUHSAMN y4a-
CTMe 6 MOJIOABIX JIIOe 1 6 AeBylIeK (BO3pacT yyacTHUKOB — 13-17 ytet). Bo Bpems mmasora ¢ akc-
IEePMMEHTATOPOM KaXK/bIJl M3 HUX OTB€YaJ/l Ha BOIIPOCHI CHElabHO COCTAB/IEHHOM [/Is1 JAHHOTO
9KCIIEPVMEHTa aHKeTbl. BONbIIMHCTBO BOIPOCOB JIOJDKHBI OBUIM BBI3BATh Y YYaCTHUKOB 9KCIIEPH-
MeHTa II0JIOKUTEIbHbIe VIV OTPUIIATe/IbHble SMOLMY (HAaIpyMep, BOIIPOCHL O TOM, 4eM / KeM de-
JIOBEK BOCXMIIACTCS, WIN O TOM, 4ero oH 6ourcs). Bo Bpems 6ecenbl Beach ayfno- ¥ BUEO03aINCh
uHpopmanToB. O61as MPOXOKUTENBHOCTD 3amuceit — 124 MIUHYTHL. Bce aygmo- n Bupeosanucn
OBbUIV IIPOAHATNM3MPOBAHBI 9KCIIEPTAMU 13 YMCIIA YIaCTHUKOB MCC/IEOBATe/IbCKOIL TPYIIIIBI C IIe/IbIO
orbopa ¢pas, KOTOpbIe OBUIM IPOM3HECEHBI B COCTOSHNM KOMGOpPTA, AMCKOM(OPTa U B HENTPaIb-
HOM COCTOAHMM. [Ipy 3TOM MBI OIIMPaINCh Ha METOAMKY OIIpefe/IeHN A SMOIVIOHATbHBIX COCTOAHMIA,
OIIMCAHHYIO B [2] U IpeAIoaraoilyo OJHOBPEMEHHYIO OLIeHKY BepOabHBIX U HeBepOalIbHBIX CO-
CTaB/IAIOIVX KOMMYHUKAIVM (B Ka4eCTBe MapKepoB AMCKOMQOPTa, HAIIpUMep, PacCMaTpUBAINCh
HaxXMypeHHbIe OPOBY, IOIBITKY 3aKPBITh IUIIO PyKaMy U T.IL, B Ka4eCTBe MapKepoB komdopra —
OTKpBITas 11033, Y/IbIOKaA U T.11.). [/ a/pHeliero aHammsa 6bUIy 0TOOpaHbI TONIBKO Te (pasel, s
KOTOPBIX COBIIa/IN OLIEHKV 3MOIIVIOHAIbHOTO COCTOSIHNA, IAHHbIE He MeHee YeM YeThIpbM: 9KCIepTa-
Mmu. Kpome Toro, yanteiBamuch cienyiomye GakTopsl: IIUTENTbHOCTb (pasbl JO/DKHA OblIa ObITH He
6onee 10 ceKyH/i; B peIUIMKe He O/DKHA ObI/Ia YIIOMMHATbLCS IIepCOHaIbHAA MH(OpPMAI, II03BOJIA-
IoIIas UIeHTU(PNULIMPOBATb TOBOPAIIET0; JO/DKHBI ObUINM OTCYTCTBOBATH C/IOBA, ABHO yKa3bIBalOIIe
Ha SMOL[VIOHA/IBHOE COCTOsIHIE roBopsiero. TakuM o6pasom Obivt 0ToOpaHsl 72 ¢passl: 0 24 [
ICKOM(OPTHOTO, KOM(POPTHOTO U HENTPATTBHOTO COCTOSHUIA.

Jl1s1 mpoBepKy TOTO, MOTYT /1M MOAPOCTKM Pas3nnyaTb SMOLMK APYT APYTa, TOIBKO CIyIIasA pedub
CBEPCTHMKA U He BUAS €ro, ObUI IPOBeeH IepIeNTUBHBIN KCIIEPUMEHT. 72 CTUMY/IbHbIe (pasbl
ObUIM pasfeneHbl Ha YeThIpe IMPOTOKOIA 1o 18 B pas B KaXKIOM TaKMM 00pa3oM, YTOOBI B KaXK/0M
TPYIIIIe 0Ka3ajoch 1O 1iecTh ppa3 B KOMPOPTHOM, HENTPATIBHOM U JUCKOMGPOPTHOM COCTOSTHUM.
BHyTpy npoTokosna Iofps/ He MOITIV IIPeAbABIATLCA Ppaspl, IPOM3HECEHHbIE OHIM VM T€M JKe UH-
dopmaHTOM, a TaKke 6ojee ABYX ¢pas B OLHOM U TOM K€ IMOIIVIOHAJIBHOM COCTOSTHUN. DKCIIepu-
MEHT IIPOBOJVIICS OHJIAIH C IOMOIIBIO TYIT-POpM. YUaCTHUKM IKCIIEPUMEHTA JO/DKHBI OBIIN ITPO-
CyIIaTh Bce Gpasbl U3 OFHOTO M3 IPOTOKOJIOB I OTBETUTH, B KAKOM COCTOSIHUYM — KOM(OPTHOM,
AMCKOM(OPTHOM M/IM HENTpaJbHOM — OblIa IpoM3HeceHa Kaxkpas dpasa. B skcriepumenTe mpu-
HsAMM ydactue 137 peByuiek u 47 roHouueir oT 13 o 18 ner.
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PesynpTarhbl sKCIepyMeHTa IIOKa3aJIi, 4TO IOAPOCTKY IIJIOX0 PACIIO3HAOT 3MOLIY 10 P4y CBEP-
CTHUKOB IIPU OTCYTCTBUY BM3YaJIbHOTO IIOAKPEIUIEHN: Ha (pas3bl B COCTOAHUY KOMQOpTa ObIIO
nomy4deHo 49,7 % IpaBUIbHBIX OTBETOB, HA (Ppa3bl B HEMTPaTIbHOM COCTOAHMN — 52,1 % IpaBuIb-
HBIX OTBETOB, Ha Qpasbl B COCTOAHMM AuckoMpopra — 39,9 % mpaBUIbHBIX OTBETOB. B cpemHeM
KaX/1y1o ppasy, IpoM3HECEHHYIO B COCTOSHMUU KOMGOPTA, BepHO pacrodHaBamm 50,5 % y4acTHUKOB,
B HeWTpanbHOM cocTossHUM — 49,4 %, a B coctossHun auckompopra — 40,3 %. Cratuctudyecknit
aHa/!mM3 ¢ IpuMeHeHueM kputepnsa Kpackena-Yonmica He mokasas Hajmudye BIVAHNA GaKTopa THUIIA
COCTOSIHMSI Ha HaJeXHOCTD pacriosHaBaHus ¢passl (p = 0,19). Takxe He OBUIO BBISIBIIEHO 3aBUCHK-
MOCTHU Pe3yabTaToB OT II07Ia YYaCTHUKOB 9KcrepumenTa (¢t = -0,241, p = 0,81): 1 AeByIIKHM, 1 I0HO-
IIM B CPefiHEM BEpHO OIO3HABA/IN COCTOSHME MPUMEPHO A/ BOCbMIU (pa3 13 18 mpemokeHHbIX
B KaXXIoM IpoTokose. [Ipy 3ToM B KauecTBe OCHOBHOTO (paKTopa, BANAIOIIETO Ha BBIOOP OTBETA,
OONBIIMHCTBO YYAaCTHMKOB HA3bIBa/IM MHTOHALMIO, C KOTOPOII OblTa IpousHeceHa ¢gpasa. OgHaKo
VHCTPYMEHTA/IbHBII aHa/IN3 BCEX CTYMYJIOB, IIPOBENEHHBII ¢ TOMOIIbI0 TporpaMmsl Praat (https://
www.fon.hum.uva.nl/praat/), u mocnegyomras crarucTudeckas 06paboTKa MOTy4YeHHBIX JaHHBIX 10-
Kasa/ay OTCYTCTBUE CTATUCTUYECKV 3HAUMMBIX Pasindmii MeXHY KOM(OPTHBIM, AUCKOM(pOPTHBIM
" HeMTPa/IbHBIM COCTOSHUAMMU KaK II0 cpefHelt yactoTe ocHoBHOro ToHa (YOT), Tak 1 mo cpenneir
PasHOCTM MEXIY MaKCMMAJIbHOM ¥ MMHMMAa/IbHON 9aCTOTaMI OCHOBHOTO TOHA BO dpase.

Taxum o6pa3oM, IOTy4eHHbIE Pe3y/IbTaThl CBUAETEIbCTBYIOT O TOM, YTO HOAPOCTKY HEe MOTYT
HaJIe)KHO OIPENEe/INTh SMOLIMIOHA/IbHOE COCTOAHME UX CBEPCTHUKOB, €C/IM MM JOCTYIIHA TOIBKO BEP-
OajibHas COCTAB/IANIAS KOMMYHMKAINUY, T. €. 3By4anias peub. CrefoBaTe/IbHO, HALM JAHHbIE TIOf-
TBEP>KJAIOT BBIIBUTABIIYIOCA paHee TMIIOTE3Y O TOM, YTO IOAPOCTKYM KOHTPOIMPYIOT IPOABIEHNE
CBOMX 3MOLMIA Ty4lIe, YeM JI€TH, IIPY 3TOM PACHO3HAIT SMOLUNN B Pe4y IPYTUX OHM IIO-IIPEXKHEMY
Xy>Ke, 4eM B3pocible [3].
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MY3bIKA N A3bIK: COGNITION-PERCEPTION-PRACTICE

FanuHa KoHcmaHmuHosHa XXykoea
CaHkm-ITemepbypackuli 2ocydapcmeeHHbIl yHU8epcumem, Poccus

B uccnenoBaHMAX 1Mo KOTHUTMBHOMY MY3BIKOBENEHMIO HAKOIIEHMe 0ObeMa JaHHBIX, IIOMHO-
’K€HHOE Ha TOYHOCTb M3MEPEHNII, He BCET/la IIEPEXOANT B Ka4eCTBO CHETaHHBIX HAa X OCHOBE BbI-
BojoB [1]. C pocToM KommyecTBa MyOIMKaIVIL, TOCBSIEHHBIX COOCTAB/IEHIIO MY3bIKI U A3BIKA, Ha
3bIOKOJT TI0YBE COPSDKEHMsI HePOOMOTIOTNYECKOTO U 3CTETUYeCKOI0 BO3ZHMKAIOT Pas/INYHble KOTI-
HUTVBHBIE VICKAXKEHMA.

VccnepoBarensaM, KOTOpble BCepbe3 MHTEPECYIOTCA TeM, KakK paboTaeT MBIIIIEHVIe My3bIKaHTOB,
3aTPYHUTEIPHO B HEOOXOAMMOM 0ObeMe OCBOUTH OECKOHEYHOE MHOYXECTBO CYIIECTBYIOLINX MY-
3bIKa/IbHO-TeopeTIdecKnx cucteM [1]. bosee Toro, 4acTo He MOTYT W/IM HE CYMTAIOT HYXKHBIM 9TOTO
JenaTh Jake MY3bIKaHTBI-IPAKTUKM, He TPAaHCIAPEHTHBI B 3TOM CMBIC/IE U CaMble aBTOPUTETHBIE
IIPEICTaBUTENN MY3bIKaJIbHO-TE€OPETUYECKOr0 COOOIIeCTBA: 3a4acTyI0 MX 9KCIEPTHBIE OL[EHKY I10-
napubl. Kak B JlpeBHeM Erunre — y Ka)KIoro Homa cBOii IaHTEOH, HO 3TO HUKOTO He CMYIIAET, I10-
CKONbKY pasnmuB Hua nmpoucxogut BoBpeMs.

MMHUMMSMPOBATD U3EPKKY, KaK IPeiCTABIACTC, IOMOXKET 00jiee BHIMATe/IbHOE OTHOIIICHNE
K KY/IbTYPHO-aHTPOIIOJIOTMYECKOMY M3MEPEHNIO MY3bIKaJIbHOTO IOVICKYPCa, B YaCTHOCTM — K OCO-
6011 ponu s3bIKa B GOpMUpPOBaHUY 3TOrO M3MepeHusA. Heobxomuma ornopa Ha MeTOLOIOTMYECKIUI
MHCTpyMeHTapuit punocodckoit aHTPOIOIOTNY, PACKPBIBAIOINII B3aXIMOCBSI3Y KY/IbTYPHBIX sIBJIe-
HUIT 4epe3 aHa/IN3 CII0COO0B MBIIUIEHVS VM BOCHPUATHUA CYOBEKTOB AMUCKYPCa, pacCMaTpyBaeMbIX
B KayeCcTBe HOCHUTeNeNl pasNMNyHbIX KY/IbTYPHBIX UIAEHTUYHOCTel [2]. B aToM cBA3M MHTepec mpen-
CTaB/IAIOT JAaHHbIE IICUXOPM3MOIOTUY O JVHAMMKE KOTHUTUBHBIX IIPOLIECCOB, B YaCTHOCTH, BBIBOJ
0 TOM, YTO KY/IbTYpa, B KOTOPOJI CYIIeCTBYeT 1 pasBUBAETCS CYObeKT, CIOCOOCTBYeT GpopMupoBa-
HUIO Pa3/IMYHON CIIeaIN3aluy HeIpOHOB, 00Pa3yIOIINX TaK Ha3bIBaeMbIe «KY/IbTYPO3aBJICUMBIE»
CHUCTeMbI HePOHHBIX CBsi3eit [3].

To >xe KacaeTcss Bepu@MKaLUU TEOPUIT MY3bIKaJIbHOTO BOCIPUATHA, Ha KOTOpPbIE OIMPAIOTCA
IpUK/ITaJHble pa3paboTKy, B TOM 4ncae B cdepe AUCTAHLIMOHHBIX 00pa3oBaTeIbHBIX TEXHOIOTHIL.
CTuMynupoBaHMe pas3INYHbIX KaHA/IOB BOCIIPUATHSA, B 0COOCHHOCTY B IETCKOI U MOJIOfIeXKHOII ay-
AUTOPUY, BOCINUTHIBAET IIPUBBIYKY K OIpeie/IeHHbIM CIIocob6aM norpednenHusa konreHTa. OTpagHo,
YTO TeMaTuKa KOH(pEPEeHIMN — MY3BIKa, SA3BIK, )KeCT — OTCBUIaeT HaC K apUCTOTETIEBCKMM 00pas3o-
BaTE/IbHbIM ITPAKTMKaM LIKOJIbI IIEPUITATETUKOB: OTHOBPEMEHHOE [BIVDKEHNE, CO3E€PUAHNE, BOCIIPI-
ATHUE Ha CIIYX, 0OQyMbBIBaHME U BOSMOXHOCTDb BBICKA3aTh OTBETHYIO MBIC/Ib VIV 3aJJaTh BOIPOC —
IpeBHelnas popmMa 0OydeHUA M BOCIUTAHVA, GOPMUPYIOIAs ITepCOHNPNUIMPOBAHHOE BOCIPYA-
Tye MUpa. Y aBTOpa TepMIHA

«m30¢poHMsA» (paclieIieHyie CO3HAHNA, BO3HUKAOIIee IIPY MIPOCTYLIIBAaHNY 3BYYaHNs, OT-
IETEHHOTO OT €r0 MICTOYHMKA — PeajlbHOTO MHCTPYMEHTA, UTPAIOLINX MY3bIKaHTOB, 3aj1a, CTYAMM,
B KOTOPBIX OCylecTBIeHa 3Bykosamuch) E.B.Hasarikunckoro unraem: «OOpaleHHOCTb U peyun
I MY3BIKV K OJHOMY U TOMY K€ OpraHy YyBCTB — CIIyXY, a TakoKe MICIIONb30BaHIe rojioca Kak ooue-
r0 «MHCTPYMEHTa» pedy ¥ IeHNs — 9TU (aKThI yKe caMy 110 cebe JAaloT OCHOBAHMEe CYUTATh, YTO
B 3BYKOBOM MaTepuajie peuy ¥ MY3bIKM, B IIPMHIMIIAX €r0 OpraHM3aluy Ha CaMbIX Pa3HBIX YPOB-
HSIX JJO/DKHO OBITH MHOTO OOILETO ¥ YTO Y>Ke II03TOMY PedeBOli OIBIT UTPaeT B My3bIKa/IbHOM BOC-
NpUATUM BaXHYIO porib» [4, ¢ 252]. B pasgene «BocnpusaTne 3Byka» KONIEKTMBHON MOHOTpadun
nopg pex. b. baapca, H. leiiypx «Mosr, mo3HaHue, pa3yM: BBeleHNe B KOTHUTUBHBIE HEVIPOHAyKu» [5],
YIIOMAHYTO 00 VICCTIEIOBAHUAX VHANBULYYMOB C IIOpa>KeHMEeM T'OJIOBHOTO MO3ra, KOTOpble IpBe-
NV K pa3BUTHUIO MOJE/IN OPTaHM3AL[MI CUCTEMBI MY3bIKQIbHOTO BOCIIPUATHUA B TOIOBHOM Mo3Te [6],
IIPY KOTOPOJI MeTIOAYeCKIIe 97IeMEHThI My3bIKM 00pabaThIBAIOTCS IIPEMMYLIIeCTBEHHO B IIPABOM I10-
JIyIIapuy, ¥ KOTopast MOXXeT 1301 paTeTbHO NOBPEXAATHCS IPU MOPAKEHNUAX NIPAaBOr0O MOTyIIapyus
TOJIOBHOTO MO3Ta, B TO BpeMs, KaK BpeMeHHas1 CTPYKTYypa MY3bIKa/IbHOJ TKaHM MTOJIBEpraeTcs AEeKo-
AVpoBaHMIO B 060ux nonymapusax. OgHako, eme B Hauarte 80-x rogos XX B. 06 aToM mucan B. B. Me-
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RyLIeBcKuii B paspene «Heitponcuxmdeckne 0co6€HHOCTY My3bIKa/IbHOTO MBIIIIEHV» CBOETO JIVIC-
CepTaLMOHHOTO MCCeRoBaHyA 7], a TakKe B psifie Hocnenymomux pador. Kanajckue nccnegoBarenn
TaKKe OTMevaloT ciepymnolee: «K coxanennio, n3-3a gepuunra B MCCIETOBAHNAX MAKPOCTPYKTYPbI
MY3bIKa/IbHOJ OpPraHM3aluy ¥ KY/IbTYPHBIX pasnnunii, B GoKyce Halleil paboThbl ObII My3bIKaIbHBII
MaTtepuas, OTHOCAIIVIICA TOTIBKO K 3aIa/{HOI IOMY/IIPHOI MYy3BbIKe, IPeICTAaBIeHHBIIl HA YPOBHE MY-
3bIKa/IbHOIT (pasbl, KaK OHA MCIIO/Ib3YeTCs B MOIY/ISIPHON 3allafiHOI MY3bIKe» [5, ¢. 8].

Ha Ham B31/1A4f, pa3nnyHas CTelleHb IIePLEeNTHBHON JOCTYITHOCTY 3BYYAI /X MY3bIKa/IbHbIX Qe-
HOMEHOB 00YyC/IOBIeHa 0COOEHHOCTSMM He TOJIBKO MY3bIKaIbHOTO, HO ¥ SI3BIKOBOTO BOCIIPUATHA,
YKOpEHEHHOro B Ky/nbType. JJajeko He KaKias CHCTeMa MY3bIKaJIbHOTO f3bIKa MMeeT LIAHC OBbITh
aJIeKBaTHO BOCIPMHATOMN CITyLIaTeleM-PelUIEeHTOM, CTaTh IpefMeTOM AemndpoBKY, MepefaBas
CMBIC/T MY3BIKQJIbHOTO BBICKa3bIBaHMA U 3¢Q(EKTUBHO BBHINOTHAA (PYHKIVYM KOMMYHUKATa MY3bI-
Ka/JIbHOTO AMCKypca. AHa/IM3 NONTyYeHHbIX JaHHBIX YKa3bIBaeT Ha TO, YTO HALMOHAIbHO-PeIpe3eH-
TaTMBHOE MHTOHAI[MOHHO-CMBICTIOBOE A/IPO B MY3bIKaIbHOM JUCKYpce OOBEKTUBHO CYILIECTBYET
Y IMeeT 3HAUMTE/TbHBII MIOTeHI[MAl PasBUTHAA — IIPY YCIOBUU obecIiedeHus NpodeccuoHaIbHbIM
COO0IeCTBOM afeKBaTHBIX (OPM TPAHC/ALVM B COLMYM 3JIEMEHTOB HAI[MOHAJIBHON KYIBTYPHI.
CBsi3Ka «HENPOOMOIOr — IICUXOAKYCTUK — MY3BIKaHT-IIPAKTUK» CHUBUT PYUCK UCIIONb30BAH He-
PeIeBaHTHON METOJO/IOTMM B 3aTPATHBIX 9KCIIEPYMEHTAIbHBIX VICC/IEOBAHNAX, TIOCBSIIEHHBIX BbI-
SBJICHNIO PA3/IN4Mil B BOCHPUATHN PeYy I MY3bIK!, COOTHOIIEHVEM OOIINX U TeHeTUYeCKI 00y C/IOB-
JIEHHBIX MH/IMBUIyaTbHBIX 0COOEHHOCTE! BOCIPUATHA, BOSMOXXHOCTAMU JX YCOBEPIIEHCTBOBAHIIA
IIyTeM IIPaBWIBHOTO pasBUTHA U ap. [8].

Bynyiee — 3a MeXXIUCIIMIUIMHAPHBIMI UCC/IENOBATeIbCKMY KOMaHJaMy, BK/IIOYAoIyie B ce0s
He TO/IbKO CHELNANTNCTOB IO MY3bIKa/JIbHO-TEOPETNYECKNM CUCTEMAM, HO M MY3bIKaHTOB-IIPAKTI-
KOB, VIMEIOIINX /IeJIO C PeaJbHbIM 3BYKOBBIM IIPOCTPAHCTBOM. JTO MOTYT OBITH MCIIOTHUTENIN VTN
TPYIIIa VCIOTHUTENIEN, OPUEHTUPYIOIMeCs B PasINIHBIX MY3bIKaTbHO-SA3bIKOBBIX CHCTEMaX, KakK
aKaJIeMIYeCKIX, TaK ¥ HeaKaJ[eMUYeCKIX — C Pe/IeBAaHTHBIM CLIEHIYECKUM 1 TIPeIIoaBaTelbCKIM
OIIBITOM.
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BocnpusATie My3bIKM ¥ pas/IMYHBIX €€ aCIIeKTOB SB/IACTCA MePCIeKTVBHO ¥ BOCTPeOOBaHHO
B JIaHHBIJI MOMEHT TeMOJI MICCTIe[JOBAHNIL, TaK KaK 3TOT BUJ MICKYCCTBA MOXKET aTh OTBETHI HA BOIIPO-
CbI 00 9BOIOLMM A3BIKA VI peYN, CTATh ellle OoJiee YCIENIHbIM TepaleBTUIeCKIM CPeiCTBOM, IIpef-
JIOKUTD VHOJI B3IVLAZL HA VICCTIEOBAHNS 9CTETUKIL. [I/151 TOIIO/THEH N 3HAHWIT B KXKIOI1 13 9TUX 0671a-
cTelt, HEOOXO[MIMO B IIEPBYIO OUYEPeb U3YUNTh MEXaHM3MbI BOCIIPUSATHUS OT/e/IbHBIX MY3bIKaIbHBIX
KOMIIOHEHTOB. B TaHHOM MccieoBaHMI Hac MHTEPeCOBaIi 0COOEHHOCTY BOCIIPUATIA PUTMA.

Cormacuo teopuu I.Jlapmxka [1], CyIIecTBYIOT «IIpOCTbIe», MPENCKA3yeMble PUTMbL U «CIIOXK-
Hble» PUTMBI C IIPOIYIEHHBIMY y/lapaMJi B HEKOTOPBIX TaKTaX. DKCIEPVMEHTATIbHO IIOTBEpPKIe-
HO, YTO JICIIBITYEeMBIM TpebyeTcst 00Iblile YCUINI 11 BOCIIPOM3BEEHNS CJIOKHBIX pUTMOB [2]. B TO
Ke BpeMsI IOSB/IAI0TCS UCCIeOBaHMsI, COYeTAIOIIe PUTMBI C BU3Ya/IbHBIMIU CTUMY/IAMH, U IPUXO-
[sALIe K pa3HbIM pesy/brataM. [IpefrnocsiKaMy it TaKMUX UCCIeJOBAaHWIT CTalU MPefCTaBIeHs
O PUTMUYHOCTH U «ITy/IbCALVI» 3PUTETPHOTO BHUMaHMsA (II0 aHA/IOTUY C PUTMaMU Cakkaf). VIMeHHO
II03TOMY B HMX OBUT MCIIONIb30BAaH METOJ, PEIVCTPALVIM IBVDKEHNII I71a3, U BAPbYPOBAJICA TEMII PUT-
MOB, HO He VX CJIOKHOCTb. D QeKT TeMna Ipy 9TOM HaOMoancs B 3a/JaHMAX Ha pacCMaTpyUBaHuUe
¢dororpadmit [3] n yTeHue [4], HO OTCYTCTBOBAJI B 3alaHNM Ha C/IeXXeHue [4].

Ham >xe Obl/la MHTepecHa Apyrasi COCTaB/IsAIoNIas puTMa. MBI IpOBeNN Mapajuieny MeXAY ero
CTIO>KHOCTBIO B CTTYXOBOJ MOJ/IbBHOCTH U CJIOXKHBIMM M300paskeHNsIMI OOHOBIEHHOTO TeCTa BCTPO-
eHHBIX ¢uryp [5]. B recte ucnbITyeMbIM He0OXOAMMO BBIOPATh 13 TPEX BAPMAHTOB TO N300paXkeHue,
I7ie B OKPY>KEHMM JIPYTUX 3JIEMEHTOB CKpBITA IjeeBast ¢urypa. Mbl IPeAIONIOKIIN, YTO CKOPOCTD
Y TOYHOCTb BBINOJIHEHMA 3alaHUl TecTa OyHeT OTINYAThCA B PA3HBIX PUTMMYECKUX YCIOBUSAX.
B yacTHOCTH, MBI IIpeAIIONaraeM, 4To pasindeHne CJI0KHOI CTPYKTYPBI B CIyXOBOJ MOATbHOCTH
MOXXET CIIOCOOCTBOBATH O0JIee YCIIENTHOMY HaXOXKAEeHNIO (PUTYp Ha CTIOKHBIX M300PaXKeHNSIX.

B akcmepumeHTe y4acTHMKaM IIpejIaraeTcsi BBIIOMHUTD 3aflaHMsI TeCTa BCTPOEHHBIX QUIyp
B TPEX 3BYKOBBIX YC/IOBUAX: IIPOCTOM M CJIOXKHOM PUTMe U TUIIVHE. B ofHOI Tpo6e cHavasa Ha 4 ce-
KYHZbI IPebABIACTCA pUTM 0e3 BU3ya/IbHOTO CTUMYJIA, @ 3aT€M OH JIONOTHAETCS YeThIPbMS U30-
OpakeHuUsIMU (IjeJieBOe U TP BapuaHTa OTBETA), BCETO JKe IKCIePUMeHT BKioyaeT 40 mpo6. YToos
BBIOpATh BapyaHT OTBETA, YYaCTHUKAM HeO0OXOMMO HaXaTh KinaBuiun 1, 2 win 3. IIpenBapurenpHo
VICIIBITyeMble OyIyT IIPOXOAUTb TPEHUPOBOYHYIO CECCHIO J/IsI O3HAKOMIEHMSI C 9KCIIEPUMEHTaIbHOM
IpOIeAYpOIi (4 TECTOBBIX 3aIaHNA).

B ciyyae moaTBepKieHA Hallleil TUIIOTe3bl M Hammuys 3¢ dekTa cTI0KHOCTI pUTMA Ha YCIIel-
HOCTb BBIITOJTHEHVISA 3aJaHNIL, IIPECTAB/IACTCA BaXXHBIM IOBTOPUTD 9KCIIEPUMEHT C UCIIOb30BAHN-
€M MeTOJja PerVICTPaLMy IBVYDKEHUI I71a3 1, BOSMOXKHO, PaspellnTh CYLIeCTBYOIYe IIPOTUBOPEYN.
MbI npennonaraeM, 4To GaKTOp CIOKHOCTY PUTMa MOT BMEIIVBATHCS Y IPUBOAUTD K Pa3HBIM pe-
3y/lbTaTaM B IPedbIYIINX UCCIefoBaHMsX. Tora Hallle MCC/efloBaHMe TO3BO/IUT COBMECTUTD pas-
JIMYHbIE COCTABJIIONINE PUTMOB ¥ COCTaBUTH O0Jiee MOMHOE MOHMMaHue paboThl MEXaHM3MOB €ro
BOCHPUATHA.
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MY3bIKA/TbHbIV CMbICT Y UCMONHUTENBCKNW XECT

KoHcmaHmuH B. 3eHKUH
Mockosckas 2ocydapcmeeHHaAs KoHcepsamopus um. [1. Y. Yalikoackozo, Poccus

Ilenb mokmaza: mMoKas3aTb CBA3b MICIIOTHUTENBCKMUX JKECTOB, IPEXJEe BCETO NMAHUCTUYECKUX,
c 00pa3HBIM CTPOEM, XapaKTepPOM U CTVUJIEM IIPOU3BENIeHMII KIAaCCUKO-POMaHTIYeCKO anoxu. Biu-
SHIE >KeCTa Ha MY3BIKAJIbHBIN CMBIC/T (MY3bIKa/IbHBIE JKeCThI KaK «SI3bIK») PACCMAaTPUBAETCS B ABYX
acrexTax: 1) VlcmomHuTebCKMit 5keCT KaK HeoOXOMMOe ITOCPeCTBYOIee 3BeHO Ha ITyTI OT HOTHO-
IO TeKCTa K My3BbIKaJIbHOMY 3By4aHuIo; 2) XKecT kak My3bIKaIbHBIN 00pa3: oTpakeHMe GpU3NIeCKOro
JKeCTa B MY3bIKaJIbHOJ VIHTOHALIMM, )KECT KaK «KU3HEHHasA HaTypa» g My3bIKu. [IpoBogurca Kiac-
cnUKaIVA JKeCTOBBIX IIPOOOPa30B My3bIKa/JIbHON MHTOHALMY, HA OCHOBE KOTOPOII BBIIE/IAIOTCS:
a) TeaTpaJbHO-PUTOPUYECKast XKEeCTUKY/IALMA, Oepylias Hayajlo ellje B My3blke 6apOKKO 1 COXpa-
HYBIIAs aKTyaJbHOCTD 10 20 BeKa BK/IIOUUTENbHO; 0) TaHI[eBa/lbHAsl XKeCTUKY/IALMSA, TaKXXe BOC-
XOfAILIast K CTYINCTHKE 6APOKKO; B) «KECTUKYIALMV», YTBEPAVBILASACSA B POMAaHTIYECKOI MY3bIKe
Y BOCXOZAIIAsA K HEPUTOPUIECKUM, TIeCEHHO-TMPUYECKUM WM IPUPOSHBIM IIpoobpaszaM. AHamm-
3upyerca ocobas CKIOHHOCTb PYyCCKMX KomMnosntopoB (Mycoprckoro, YaitkoBckoro, CkpsabuHa,
PaxmaHMHOBa) MOZIeIPOBATh B HOTHOM TEKCTe pasINdyHble 00pas3nl (PU3NIECKOTO JBVDKEHM: KaK
MY3BIKaJIbHBIII 00pa3 U KaK IBVDKEHMS PYK MMAHMCTA, HallpaB/IeHHbIe Ha CO3JlaHVe IMEHHO JJAHHOTO
o6pasa. BeiBogpl: a) 00pa3bl 3ByKOBOI MaTepuyu — «KOPIYCKY/LSIPHOI» MM «BOHOBOW» — ¢op-
MUPYIOT COOTBETCTBYIOLIE TUIIbI IMAHUCTUYECKON XKECTUKY/IALIN, HEITOCPEICTBEHHO IIPOMO/Ka-
IOLIVeCs] B aPTUKY/IALMY, Tylle U PppasupoBKe; 06) 0Opas3sl ABVIKEHMS B MY3bIKe PYCCKMX KOMIIO3M-
TOPOB HanbosIee MPSAMO ¥ AKTUBHO TIPeOIpefe/AI0TCA KeCTUKY/IALVeN MMaHICTa, «3aldpoBaH-
HOJ» B HOTHOM TEKCTE.
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NCMNO/Ib30BAHME 3AI/IMC:I"BOBAHI/IVI
B PYCCKOW MOMYNAPHOWN MY3bIKE

KceHusa AnekcaHdpoeHa 3uHoebesa

HayuoHaneHeIl uccnedosamensckuli yHUgepcumem
«Bbicwas wkona s3koHoMmuku», Mocksa, Poccus

SI3BIK M MCKYCCTBO ABIATCA YHUBEPCATbHBIMY MHAMKATOPAaMI HACTPOEHMIA TIOEN 1 X OTHO-
IIEHNA K OIIPeie/IEHHBIM COOBITUAM U 00CcTOsATeNbCTBaM. OHM ITO3BOJISAIOT /IIOJSIM OCO3HABATD 1 BBI-
paXkaTb CBOM UAEHTUIHOCTH. BMecTe ¢ TeM, A3BIK 1 ICKYCCTBO MOTYT OBITH BHICOKO3(GEKTUBHO JC-
II0/Ib3OBAHBI B Ka4eCTBE MHCTPYMEHTOB BAMAHMUA BIUIOTD 10 MHIOKTPUHALIMY, KOTZIA X VICIIONIb3YIOT
Ha YPOBHE IIOJINTUKMN.

Ceropnsa B Poccuiickoit @efiepaniyii OTCyTCTBYET Y€TKO-BbIpa)KeHHas Ky/IbTypHas U MMeeT Me-
CTO JIMIIb OTPAaHMYEHHO Pa3BUTas A3BIKOBAs IOMUTHKA. VIcCIenoBaHys B JaHHON 00/IacTH C IIe/IbIo
aKTya/lIM3alyyl COBPEMEHHBIX KY/IbTYPHBIX U A3BIKOBBIX IMOMNTUK B PD, ABNAIOTCA NPMOPUTETHON
3a/layell Ha CThIKe IMHIBUCTUKY, KY/IBTYPOIOTUY, COLIVIOIOTN W ITOTUTOIOT UM,

B ycnoBusx rmo6anmsanyy 1 fuanora KyJabTyp YCUIMBAeTCs B3aIMHOe 0OoraleHue A3bIKOB —
IIOCIIeIHEE TIPOABIIAETCSA IIPEXK/IE BCETO B MICIIOIb30BAHMM TaK Ha3bIBA€MbIX MHOA3BIYHBIX 3aMIMCTBO-
BAaHUII, VICCTIE[JOBaHNe NIPUYNH ¥ NVHAMUKM BOSHUKHOBEHMA U VMICIIO/Ib3OBAHMS KOTOPBIX MOXKET
CTaTh BAXHBIM IIOZICIIOPHEM B IIPOLIECCE A3BIKOBOTO M KY/IbTYPHOIO IJIAHMPOBAHMKA. [Ie/10 B TOM, 4TO
TIIOIy/LIpHAs My3bIKa JaBHO IlepecTasa ObITh MHCTPYMEHTOM MCK/TIOUUTETBHO 9CTETUYECKOTO U YYB-
CTBEHHOTO CaMOBbIpaKeHMA. CyllleCTBOBaHNE COLMAIBHO- Y TIOMUTUYECKN-KPUTUIECKUX TIECEH aB-
TOPOB, IOfIBEP>KEHHBIX BO3/IEVICTBIIO COIMAIbHBIX U TIOIUTUYECKUX (PaKTOPOB, HABOANUT HAa MBIC/Ib
O TOM, YTO ¥ IIECHU C VHOA3BIYHBIMM 3aMMCTBOBAaHMAMM MOTYT HaXOAMTBHCA B TOM K€ CUTyal UK
SI3BIKOBOTO M KYJIBTYPHOTO B/IMAAHNSA U3BHE.

Tax kak aBTOp pabOTHI MMeeT aKa/JeMIUIeCKIiT My3bIKaIbHbBII 09K PAyH/], TPEALIeCTBYIONIVIT 13-
OpaHMIO COLVIONIMHTBYICTUKY O0/IaCThI0 HAyYHBIX MHTEPECOB, B KaUeCTBE OCHOBHOI MCC/IEOBATE/Ib-
CKoI1 3afaun Ob1a cHOpMyIpOBaHa TUIIOTe3a, OOBEANHAIONIAS A3BIK, KYJIBTYPY U IOMUTHUKY: POCT
VIHOSI3bIYHBIX 3aMMCTBOBAHUIT' B MOIY/IAPHON PYCCKOA3BIYHON MY3bIKE 3aBUCUT OT OIIPeieEHHbBIX
COOBITUII KY/IBTYPHOIT, COL[Ma/IbHOI Y TOTTUTUYECKOI KM3HIL.

OKCIIepuMeHTaIbHO-aHAIUTIYeCKasl YacTh pabOThI COCTOSIA U3 BYX STAIIOB — KOJIMYECTBEH-
HOTO 1 KadecTBeHHOro. Ha rmepBoM sTame My3bIKa/IbHbIe YapT-/IMCTBbI COOMPAIICh U aHA/IM3MPOBa-
TVCh Ha IPEAMET Ha/IM4YMA U AVMHAMUKY IIOABJIEHNA B HUX MHOA3BIYHBIX 3aMCTBOBaHMI. Ha BTopom
aTarie ObIIV OTOOPaHbI KTI0UeBbIe COLMaIbHBbIe, HOMUTIYECKIE Y KY/IbTYPHbIE COOBITUSA (SABIIAIOLINE
co6011 ToXKe CBOETO POJia YapPT-/IVICT) U COTIOCTABJIEHBI C JAHHBIMY, ITOJTyYeHHBIMY HA IIEPBOM 3Talle.
CormocTaBneHNs IPOU3BOAVIINCH 110 «T3raM»: K&KJ0e 3aIMCTBOBaHYe OBbI/IO OTHECEHO K OIpefieNiéH-
HOJI CMBIC/IOBOJI KaTeropuy, paBHO, KaK ¥ HOBOCTHOE COObITHE. 3aTeM IPOM3BOAMIOCH CPAaBHEHNE
MeX[y KaTeropysaMm. Tak, o61ee KommuecTBO IPOAHAIN3MPOBAHHbIX IIECEH COCTABMIIO 88 IIT., Cpeau
HIX TIeCEH C 3aMMCTBOBaHMAMM ObUIO BbIABIeHO 38 mT. (43 % ot obmiero umcna). B atux 38 mec-
HSIX OBbIIO BBISAB/IEHO 73 3auMCcTBOBaHMs. KomiyecTBO 0TOOpaHHBIX HOBOCTHBIX COOBITUII COCTABUIO
100 .

AHanus JaHHBIX IT0KA3aJ1, YTO IepeceueH il Cpeayl HOBOCTHBIX I CMBICTIOBBIX KaTeTOpUIl 3a1M-
CTBOBaHMII HeT. TeM He MeHee, JaHHOe OOCTOATE/ILCTBO HE O3HAYAeT, YTO MCCIeOBaTe/IbCKasd TH-
II0Te3a IO/DKHA ObITb OTPMHYTA: IPUMEHEHNe MEeTONA BOCXOX/IEHNA K TeOPUM, WUTIOCTpUpyeMoe
pe3y/IbTaTaMyl aHaJIN3a, II03BOJIACT MIPEAIIONOXKUTD, YTO IIOSIB/ICHME 3a/IMCTBOBAHMIT B IIECHAX 00y-
CJIOBJIEHO Pa3BUTIEM COBPEMEHHO IIOIY/IAPHON MY3bIKM, pa3BUTIE KOTOPOI UAET IIPEXe BCEro Ha
3amnazie. OTeuecTBEHHasA MY3blKa/IbHAs CIIeHA IIEPEHMMAET 3alla/IHble TPAJULINY, a IPOHMKHOBEHNE
B YCTHYIO ¥ IIMCbMEHHYIO PeYb CYLIECTBEHHOIO YMC/Ia aHIIMIM3MOB CBUJIETEIbCTBYET O BBICOKOIA

" Cormacuo Cr10BapIo COLVOMMHTBUCTIYECKUX TepMIHOB (2006), 3a1IMCTBOBAHE SIB/ISIETCSI MHOSI3BIYHBIM
aneMeHTOM(Ualle BCero CI0BOM, pexxe — Gpazeo1ornieckum 060poTom, c1oBoobpasoBaTenbHOI MopdeMoii
VIV CUHTAKCUYeCKO KOHCTPYKI[eIt), TIepeHeCéHHBIM 3 OfHOTO sA3bIKa B IPYTOIL.
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CTeIleHU BIUSAHMS aHT/IMIICKOTO S3bIKa. VIHbIMU ClTOBaMU, BIMsHIME HA KOTMYECTBO 3aIMCTBOBAHMI
B IIECHAX OKA3bIBAETCA HE CTONIBKO TOUEUHBIMY COOBITUAMY KYIBTYPHOI, COLMANIbHON U MOINATH-
YeCKOIl )KM3HU, CKOJIBKO OOIIMM MUPOBBIM KOHTeKCTOM. DaKTOpaMu BIUSHMS B JaHHOM KOHTEKCTE
BBICTYIIAIOT PACTYILIMil 3alIPOC HAa MEXKYIbTYPHYI KOMMYHUKAIINIO, MOOMIBHOCTD, MHTETPALINIO
U MY/IBTUKY/IBTYPannu3M BKyIle ¢ OclabeBaHMeM HAI[MOHA/IbHO MomuTuky PO n monckamMu HOBBIX
UIEHTUYHOCTEN 1 HallMIOHA/IbHBIX TeH/IEHLIMEN B ICKYCCTBE.

[TomuMoO 9TOTO, OBUT BBISIB/IEH PSf CEPbE3HBIX OIPaHMYEHMIA, IIOBIMSBILNX Ha PabOTY, YIET KO-
TOPBIX B OyylleM MO3BOINT C OOJIbILIEN TOYHOCTBIO MOJOMTY K ITOBEpPKe TUIIOTe3bl. Bo- mepBbIX,
Tpebyerca Gonpumit 00bEéM paboT (aHamu3, BHIOOPKaA, 0630p MUTEpaTyphl), TaK KaK BPeMEHHOI
nepuop mait 2019 — wmait 2020 r. (oOAVH Trof) SABIAETCS CIMUIIKOM OTPAHNYEHHBIM IS ITOTY4eHNA
IIO/THOLIEHHO CTaTUCTUYECKOI KapTUHBL. BO-BTOPBIX, TpeOyeTcs yaenuTb O0blile BHUMAHNA AMHA-
MUKe pOCTa Wy yObUIM KOJIMYeCTBa 3a/IMCTBOBAHMII B IIECHSX, TaK KaK «peaKIysa» YapT-IUCTOB Ha
HOBOCTHBIE COOBITHS MOXKET OBITh OT/IOKEHHOV, a /I HAaIVICAaHUs IeCHM 1 e€ BBIITyCKa TpebyeTcs
olpezenéHHOe BpeMs. B-TpeTbux, MMeeT CMBICT pacCMaTpUBaTh BusiHUE (AKTOPOB Ha POCT 3aMM-
CTBOBaHMII B 60Jee MIMPOKUX paMKaX (MCTOPUYECKUX, TOMUTUIECKUX, COLMAIBHBIX U T.[.), B TOM
qyCIie M Ha IPOTsDKEHMN 00JIblero nepuopa BpeMenn. T.e., My3bIKanbHasi BBIOOPKa TO/DKHA OBITH
B35Ta KaK MUHUMYM ¢ COBeTCKMX BpeMéEH. Taxoke MMeeT CMBIC/I paccMaTpUBaTh OOIBIINI )KaHPO-
BBl pasbpoc. HakoHel], HEOOXOAMMO YUUTBIBATh TAK)XKe U JaHHbIE MY3bIKQ/JIbHOTO PBIHKA, TaK KaK
BO3HUKaeT BOIPOC O IEPBUYHOCTH (M/IM O TOM, YTO BHOCUT OO/IBILINII BKJIAJ) CIIPOCA ayAUTOPUN Ha
OIpeie/IEHHbIe YCTAaHOBKY (IIECHM C HOSA3BIYHBIMM 3aVIMCTBOBAHUAMY U MX KOHTEKCTHI), VN Ke
BBIP)XEHNA aBTOPAMIU ITeCeH CBOMX YCTAHOBOK (B paMKaX CBOVX KOHTEKCTOB).
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ANHAMUYECKNIA KOHTYP 3ABEPLUEHHbIX N HESABEPLLEHHbIX
CUHTAIM: KOPIMYCHOE NCCNNEAOBAHUE

TamoeaHa BacunvesHa Kaukoeckasa
CaHkm-[Temepbypackuli 2ocydapcmeaeHHsbili yHUsepcumem, Poccus

CyuHTarMa B CBSI3HOJ pedy BOCIIPMHMMAETCS KaK efyHOe Iielioe Oarofaps LeJloMy psfly VH-
TOHALMOHHBIX SIBJICHMII, HAOIOlaeMbIX Ha BCEl CMHTAarMe JWIM B OTHENbHBIX ee 4acTax. Cpemgu
HIX — €[JMHCTBO METOJMYECKOr0 KOHTYpa, KOHEUHOe ) HavyalbHOEe YAIVHEHJe CerMEHTOB, efVH-
CTBO [JMHAMIYECKOr0 KOHTYpa. VccenoBanuio Menogieckoro opopMieH st CMHTarMbl IOCBsIIIIe-
HO JIOCTAaTOYHO MHOTO paboT. B yacTu U3 HUX OMMCBHIBAIOTCS CUCTEMBI SI/IePHBIX aKIIEHTOB, B HEKO-
TOPBIX — TAK)Xe U JIBVDKeHNe B IIpeflleHTpe (Menopndeckas gekamHanys) [1; 2] nam nmoct-neHTpe.
YImHeHe CerMeHTOB Ha KpasxX KPYIHbBIX IPOCOANYECKUX eAVHNL] ZOCTATOYHO IOAPOOHO MCCIeno-
BAaHO Ha MaTepuaie MHOTUX fA3bIKOB Mupa [3].

JlyHaMyYecKmit KOHTYP, OTPpaXKaroLVIi i3MeHeHVIe MTHTeHCUBHOCTH Pedl, PeIKO ABJISeTCS e -
METOM OIMCaHNs B HAYYHOIT MuTeparype. VI3BeCTHO, YTO M3MEHEHMsI MHTEHCUBHOCTY peduyl IMEIT
BBICOKYI0 KOPPEJISLINIO C MBMEHEHUSIMU MEJIOUKIU. ITO CBS3aHO C TeM, YTO B OCHOBE TUX M3MeHe-
HUJI JIeKaT CXOfHble Ppu3nonorndeckye Mexanusmsl [3]. Cama 1o ce6e MHTEHCUBHOCTD pedn, CY/s
II0 BCEMY, He MTpaeT OOJIBbIION POV B pean3aliyi MHTOHAIVIOHHBIX IPOTMBOIIOCTAaBIeHNIT. TeM He
MeHee, IHTEHCYBHOCTD peuyl KaK MHTOHALMOHHOE CPEICTBO MOXKET JMCII0/Ib30BAThC [/ OT/Ie/IeHII
6oree BaXHOIT MHGOpMALIMI OT MeHee Ba>KHOI. Tak, BCTaBOUHbIE KOHCTPYKIVIN YaCTO IPOU3HOCAT-
cs1 6071ee TUXUM TOTIOCOM, @ BBIfIeJIeHNE OT/eNIbHBIX CTIOB B CMHTAarMe MOYXKeT OCYILeCTB/IAThCS B TOM
YIICTIe ¥ 32 CUYeT TPOMKOCTH [4].

B maHHOM uMccIenoBaHMM TIPEAIIPYHATA IONBITKA OIMCATh OOIIVe TeHJeHI[UY U3MEeHeHN VH-
TEHCVMBHOCTY Pe4M B IIOATOTOB/IEHHOI peun. [IpyHuMas Bo BHMMaHE BePOATHYIO KOPPEIIALUIO MH-
TEHCMBHOCTY C MEJIOAVIKOV, MBI IIPOBOAVM aHA/IM3 IHTEHCBHOCTH C YY€TOM MEJIOYeCKOTO JIBM-
eHus B sAnpe. Ha gaHHOM 3Tare IpoBepKe MOABEpranuch ClIeyoliye IUIOTe3bl:

® CHHTarMbl C BOCXOJAIINM JIBVDKEHMEM B sifipe 6yayT uMeTh 60Jee BBICOKYIO MHTEHCUBHOCTD,
YeM CMHTArMbl C HUCXOMAIMM JIBVDKEHNMEM B sAfpe (110 KpaifHeil Mepe B 30He Apa);

® CUHTAarMbl, 3aBe€pHIaroe (1)1333}7, MOTYT MMETb MEHbIIYI0O MHTEHCUBHOCTD — MOATBEPXXACHNE
9TO TUTIOTE3bI JOKa3alo OBl HaIM4ue AEKIMHaNUM 110 MHTEHCMBHOCTU Ha YPOBHE (bpas.bl;

e cyHTarMel ¢ sAppom no Ty VMK-2 (mo cucreme E. A. BpbI3ryHOBOIT) MOTYT IMETDb OT/IMYAIO-
IIMIICA JMHAMUYECKIIT KOHTYP; NOCKONbKY VIK-2 ommcpiBaeTcA KaK KOHCTPYKIMA € JOIOTHNU-
TETbHBIM ITOBBIIIEHVIEM MHTEHCUBHOCTY, MO>KHO OBITIO ObI OKMATh KaK ITOBBIIICHNS IHTEH-
CUBHOCTHU B SIipe, TaK ¥ KOMIIEHCAaTOPHOTO NIOHVDKEHMA B IpefLeHTpe.

MartepuanoM A ZaHHOTO MCCIEROBAHMSA MOCTY>XKIUI (GparMeHT aHHOTMPOBAHHOTO PEedYeBOro
xoprryca CORPRES (utenne, 4 npodeccroHanpHbIX AUKTOpa) [5]. B kayecTBe MeTPUKY MHTEHCUB-
HOCTM OBUIO BBIOPAHO CpefjHee 3Ha4YeH)e MOAY/IA aMIUINTY/bI, BLIYVICIEHHOE B IIpefie/iaX yAApHOTO
r1acHOro. ITocKo/nbKy MHTEHCMBHOCTD peul 3aBMCUT OT KayecTBa ITIACHOTO, HA JAHHOM 3Talle Mbl
paccMaTpyBaIy TOJIBKO CI0OBA C YAPHBIM ITIACHBIM /a/. /151 MccenoBaHusa oTOMpamich CHHTArMbl
nuHo 3 1 4 doHeTMyecKuX croBa. [lasee myisa Kaxpon no3uium B cuHTarme (1-3 B 3-C/IOBHBIX CHH-
TarMax u 1-4 B 4-CJIOBHBIX CMHTAarMax) BBIYMC/IAJIOCh CpefjHee 3HaUeHMe MHTEHCUBHOCTY I BCeX
CJIOB, BCTPETUBIINXCA B JAHHON NMO3ULVN. Pe3ynIbTaThl BIUMCIEHNI /1 4-CTOBHBIX CMHTarM IpuU-
BOIATCSA Ha rpadyKax I KaKHOro AUKTOpa MO OTAENbHOCTIS; AUKTOphI C 1 K — >KeHIIVMHBI, AVK-
Topel A 1 M — my>xunnsl. ITo ocu X npuBoanuTcsa mo3muuys B CMHTarMe (mosunms 1 cooTBeTCTByeT
Havya/Ty CMHTAarMbl, HO3MIMA 4 — APy CMHTAIMBbI), IO ocu Y — 3HAa4eHNsA MHTeHCUBHOCTH. JlereHna
IIOKa3bIBaeT MeIOAMYEeCKNIT TI cuHTarMel 1o cucteme H. b. Bonbckoit [6]. (Pesynbrarsl, nomyden-
HbIe JI/IS1 3-C/IOBHBIX CMHTArM, IOKa3bIBAIOT aHA/IOTVYHbIE TeHCHIIL. )

Hccnedosanue svinonmerno 6 pamxax Ipanma Ilpesudenma PO Ne MK-406.2019.6.
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[l71s1 IpoBepKy rUIOTe3sl 1 MBI CpaBHMBAIM He3aBepIlleHHbIe CUHTArMbl C HUCXOMSIIUM JBU-
xeHreM (tun 10) U Bocxopsle-HUCXOAAIMM fiBVDKeHreM (tun 11). g Tpex [UKTOpOB M3 pac-
CMOTPEHHBIX YeThIPeX MHTEHCUBHOCTD SIJEPHOTO [TTACHOTO AEMICTBUTE/IbHO OKa3bIBAETCsI BhIIIIE IIPU
BOCXOJISAIIEN METTOTMKE.

Jl/ist IpOBepKM TUIOTE3Bl 2 MbI CPABHMBAIN He3aBepIlIeHHbIe CUHTATMbI C HUCXOMSIIUM IBU-
eHueM (tur 10) ¥ CMHTarMbl ¢ HUCXOJAIINM JBIDKEHVEM, BhIPa)KaIolIiyie TIOJIHYIO 3aBepIIeHHOCTh
(tun 0la). ITomy4yeHHBIe TaHHBIE NOATBEPXKAAT CHOPMYIMPOBAHHYIO IMITOTe3y. VIHTEHCUBHOCTD
peuu B s/ipe HVDKe /IS 3aBEPIIEHHBIX CMHTArM; KpOMe TOTO, /il OOIbIIMHCTBA AUKTOPOB 9TO Kaca-
eTCsI TAK)Ke U IPELEHTPOBOI YaCTU CUHTATMBI.

[lJis1 IpOBepKM IMITOTE3bI 3 MBI CPABHMBAIU CUHTATMBI C HUCXO/SAIIVM MeTOANYECKUM JIBVDKE-
HIIEM B sifipe, KOTOPOMY IIPE/IIeCTBYeT IO beM YaCTOTHI OCHOBHOTO ToHa (Tum 02), 1 BCe OCTanbHbIe
CMHTArMpl. [umoresa o BbIJIE/IEHHOCTHU ANPA 33 CYET MHTEHCUBHOCTU MOATBEPXKIAAETCS YACTUIHO:
HeOOJIbIIIOe MTOBBIIIEHVE IHTEHCUBHOCTY B sifipe Habmogaercs y AByX aukropos (M, K); s guk-
TOpa A AMHAMMYECKUIT KOHTYP B TaKMX CMHTarMax TakKe OTIM4YaeTcs 0ojiee IUIaBHBIM IaJieHIEeM
VHTEHCUBHOCTH.

MHTeHcuBHOCTbL yaapHoro /a/ NHTeHcuBHOCTbYAapHOrO /a/
B 4-CNOBHbIX CMHTAarmax, aukrtop C B 4-CNOBHbIX CUHTAarmax, AUKTop A
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TaxuMm o6pasom, oy4eHHbIe JaHHbIE IIPeIBAPUTEIBHO IIOATBEPXKAAIOT Bce cHOPMYINpPOBaH-
Hble TUIIOTe3bI (110 KpaiiHell Mepe /i 3 u3 4 fuktopos). TeM He MeHee, KOPITYCHBII METOJ, ICCIIENO-
BaHMA [IOKAa3bIBaeT JINIIb obmye TeHaeHnyn. [losToMmy Ha crenyomeM sramne OyneT 3amuca u 06-
paboTaH criennaIbHblil TaOOPATOPHBI MaTepyaL.
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LLENOE N YACTb B SMOLIMOHA/IbBHOM NO3HAHUW TEKCTA:
ABA NYTU OPTAHU3AL NN ACCECCMEHTA
SMOUNOHANBHOIO AATACETA

AHacmacus B. Konmozopoea, AnekcaHop A. KaauHUH,
AnuHa B. Manukoea
Cubupckuli pedepansHsili yHUBepcumem, Poccus

Crryuranye MySbIKM M YTeHME TeKCTa COMDKaeT TO, YTO 3TO IIPOILECCHI, OCHOBBIBAIOIINECS Ha
3MOLIVIOHA/IbHOM No3HaHMM. OIHAKO BOIIPOC O COOTHOILEHNUN 11€/I0T0 M OTHE/IbHbIX YacTell BHYTpU
3TUX NPOLECCOB — OTKPBIT, IOCKOIbKY, IO CI0BaM J. XauMHCa, «BCAKAs TPAaHMIIA IOMOTAaeT JIydlle
YBUJETb OJHU BEIlV, OJHOBPEMEHHO /INIIAA HAC BOSMOXXHOCTHI Pa3IALETh IPyTUE» [1,c.707].

IlaHHas nyOnMKaIys MOCBsAIIeHa METOO0/IOINYeCKOl IIpobieMe yCTaHOB/IEHN A IPaHNL] 00'beKTa
3MOLIMOHA/IBHON OLIeHKM, IIPOBOAYIMOL acCeccopaMyl, B paMKax IIpOLefypbl pasMeTK) o0ydarolei
BBIOOPKI TEKCTOB.

Ilenb peannayeMoro npoeKkTa - Co3filaHue MHOTOK/IACCOBOTO KOMIIBIOTEPHOTO KIaccupuKaTopa
VIHTEPHET-TEKCTOB Ha PyCCKOM sI3bIKe IT0 KPUTEPUIO BeAylel aMoLnu, Bepbann3oBaHHON B HuX. [1o-
CTaBJ/IEHHA 11e/1b HECKO/IBKO BBIXOJUT 32 IIPefie/ibl K/TaCCMYeCKOTo aHa/IM3a TOHAJIbHOCTH (sentiment
analysis), HampaBlIeHHOTO Ha OOHAapy>KeHMe CY)X[EeHWiT, 0ObeKTUBUPOBAHHBIX B ITOTIOKUTEIBHOI,
OTPULIATETBHON TOMIAPHOCTY TeKCTa [2; 3] wam B HelTpanbHON ToHanbHOCTU [4]. Hamm cTaBuTCcs
3ajlaya CO3[JaHMA AJITOPUTMA COOTHECEHM A TEKCTA C KOHKPETHBIM 3MOIMIOHAIbHBIM KJIACCOM — C Of-
HVIM 13 BOCBMI K/IACCOB, COTVIACHO Helipobuonorndeckuit Mmogemu smounit «Ky6 JIéxeiima» [5]. Ta-
KOJI BUJI aHa/I3a MHTETPUPOBAH B OOJIbIIEN CTeleHN B ellle GOPMUPYIOIIYIOCS apajurMy SMOLMO-
HaJIbHOTO aHa/I13a TEKCTOB [6].

OpHMM 13 BaXKHBIX METONO/IOTMYECKUX BOIIPOCOB IIPOEKTA ABJIAETCA MpoLefypa pPasMeTKH fia-
TaceTa, KOTOpas MMeeT fiBe TOuky 6udypkarym: 1) a) guckpeTHas pasmeTka (acceccopaM Heo6Xo-
IVIMO TIPUCBOUTDH TEKCTY OJJHY MM HECKOJIbKO 3MOLIMOHAJIbHBIX «METOK» M3 TOTOBOTO KOHEYHOTO
CIIVICKA; TTOCTIe TIEPBMYHON pasMeTKM, OLleHK) TapMOHU3NPYIOTCS) win 0) HeMCKpeTHas (accecco-
PBI CTaBAT METKY Ha COOTBETCTBYIOIIEN SMOLIMIM TEKCTA TOYKe Ha Ipajiya/IbHOM IIKajIe 9MOLIVIN); 2)
a) pasMeTKa OTHE/NbHOTO MpeIoXKeHus Wi 6) Bcero Tekcra B 1enoM. Mbl BbIOpanu BapuaHThl 16
u 26. B urore, 3920 TekcToB (IIOCTOB), OTOOPAaHHBIX MO XelITeraM B Mab/IMKax COLMAIbHON CeTH
BKontakre («ITopgcnynrano», «ITamara Ne 6», «Kapamens») Obin oreHeHbl 2000 acceccopamu ¢ 1c-
[I0/Tb30BaHIEM CIIELMAIbHO padpaboTaHHOro MHTEpdelica st HemucKpeTHOIT oreHk [7]. Tlox Kax-
IBIM TeKcToM 06beMoM 80-120 cT0B acceccop ycTaHaBIMBAI OTMETKY Ha YeThIPeX IIKajaxX, COOT-
BETCTBYIOIMX YETHIPEM «BHYTPEHHUM» IUATOHAIAM, IIPOXOAALIIM dYepe3 LeHTp «Kyba JIéBxeriman:
Crpig, — Boopymesnenne, Orspamenne — IneB, Crpax — Ynusnenue, YioBonbcTBue — IpycTs.
Kaxpp1it TeKCTOBBI (PparMeHT MOTydasl 3Ha4YeHMe B Byjie 4 BEKTOPOB, 3aTeM MBI IIO/Ty4a/Il yCpep-
HEHHBIJI BEKTOP ¥ IPUIMCBIBA/IN Ka)KJOMY OLIEHEHHOMY TE€KCTY OIIpefleJIeHHbIe KOOPJVHATHI B TPEX-
MepHOM IIPOCTPAHCTBe Kyba. B yc/oBuAX ImpuMeHeHHO NpoLefyphl acCECCMEHTa OLleHVBAIOIINIA
paccMaTpuBal TEKCT, COOTBETCTBYIOLINIL 110 00beMy cBepxdpazoBomy ennHCcTBY (CDE), nenpHo,
¢buKcupys Ha IIKaJaxX SMOLVM, KOTOPbIe, Ha €ro B3IVIsAJ, 0OBEKTUBMPOBAHBI aBTOPOM TeKcTa. [1pn
3TOM CJIeflyeT MPU3HATD, YTO TEKCTHI aTaceTa SMOLMOHAIbHO HEOHOPOHBI (M 9TO €CTEeCTBEHHO):
HIepBOe NpejIoKeHIe MOXKeT ObITb IPYCTHBIM, @ BTOPO€, HAIIpOTUB, BepOann3yeT BOOAYILIEB/ICHNE.
Opnako mKa Bcero dyeTsipe. Ilepen nccmenoBareibckoil IPyIION BCTal BOIPOC: He OYeT /M TaKoil
HETOMOTEHHBII TEKCT, OyAydyu PacCMOTPEH KaK HeKoe IIe/I0e, OLieHEeH «HEBEPHO», VI PelNT JIU 3Ty
Ipo671eMy pa3MeTKa MOV B KX/JOM OT/Ie/IbHOM IIPEIIOKEHNN?

B cBoe Bpems P. fIko6coH, paccyxaast o mpobyeMe 11e/10ro ¥ YacTu, MIcaj, co cChUIKoi Ha . Ha-
resisd, 4YTO OJJHUM 13 TUIIOB OTHOIIEHUI MeX/ly YacTbIO M LI€/IbIM ABJIA€TCA TaKOJ THUII, KOTZIa «CTIOBO

Hccnedosarue evinontero npu ¢urnarcosoti noodepicke PO, npoexm Ne 19-012-00205 «Paspabomka
KAACCUPUKAMOPa PYCCKOSI3bIMHOIX UHIMEPHEM-MEeKCO08 o KPUmepuio ux moHAanvHOCMuy Ha 0cHo8e MOOenU
amouuii “Ky6 Jlesxeiima».
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“Ienoe” “o3HayaeT HEKOTOPHBIl BpeMEHHON NEepUOf, B IIpefie/iax KOTOPOTO YaCTsAMMU SIBJISIIOTCS Bpe-
MeHHbIe MHTepBajbl » [8]. [Ipy 9TOM OH BBICKa3bIBa/l MBICIb O TOM, 4TO «/1000€ CO0OIIeHNe MOXET
paccMaTpuBaThCs U HO/DKHO PacCMAaTpPMBAThCA KaK BPEeMEHHOI VIHTepBa/l B IIpefie/iax BepOami3o-
BAaHHOTO M/IJ HeBepOaIM30BaHHOTO, HEIIPEPBIBHOTO MM IIPEPHIBHOTO BPEMEHHOTO0 KOHTEKCTA; I T1e-
pef HaMy BCTaeT IOYTH HeM3y4eHHBIIT BOIIPOC O B3aMMOCBA3M COOOIIeHNS 1 KOHTeKcTa» [8]. C aToit
TOYKIV 3PEHMVSI, TEOPETUYECKU CTAHOBUTCS OYEBMIHBIM, YTO €C/IM MBI PelllaeM IPUKIALHYIO 3a/jady
ABTOMATIYECKO OL[€HKI BeAYIIeil SMOIMM BCETO IMOCTA («I[e7I0T0»), TO M3yUYeHNEe €TO «IIPEPHIBHBIX»
COCTAB/AIOIMX («OTHEIbHBIX BpEMEHHBIX MHTEPBA/IOB») He IMIOKKET HaM BCell HeITPEePbIBHON UTPbI
«Bep0aN30BaHHOTO V1 HeBepOaI30BaHHOT0» KOHTEKCTA.

[Tpouenypa pasMeTKy «II0 CyMMe YacTeil» IPUCYIIa PasBUTHIM CHCTeMaM OMHApHOTO MM Tep-
HAapHOTO CeHTVMEHT-aHa/M3a [9], a TakxKe CICTeMaM YCIOBHO MHOTOK/IACCOBOJ OLIEHKY 32 CYET yué-
Ta MHTEHCUBHOCTY Mot [10], OIBIT KOTOPBIX CBUIETENBCTBYET O BO3MOXKHOCTH a/{eKBaTHOTO BBI-
BeJICHNIA 3HAYEHNA CEHTVMEHTA TeKCTa 3 CeHTUMEHTOB IpeioxeHnit. Ho BO3MOXXHOCTD aTpuoy-
IIVIJL TEKCTA K OMHOMY 13 8 SMOIVIOHA/IbHBIX KJTACCOB 10 «CYMMe YacTeli» IpefCcTaB/IAeTCs CIIOPHOIL.

[l oA TBePXK/IeHM A TUIIOTEe3bl O HEBO3MOXKHOCTM IIPYIMEHEHMSI TAKOTO IIOIX0/a K pa3MeTKe Jja-
TaceTa J/I1 MHOTOK/IACCOBOTO SMOIIMOHA/IbHOTO aHA/N3a TEKCTOB ObUI IIPOBE/ieH MUIOTHBII SKCIIe-
pyMeHT. 7151 9TOro U3 jataceTa MeTOJ0M IIPOCTON CTy4ailHOI BBIOOPKIM 661N 0TOOpaHbI 20 TEKCTOB,
oHM ObUIN pa3MedeHbl 50 acceccopami IO MUCIIONb30BAHHON paHee HEAVMCKPETHOI IIKajle SMOLIMIL.
3aTeM 3TMM >Ke acceccopaM OBIIO IPEeJIOKEHO OLEHNUTD KaKioe TpeyiokeHne 13 3aganHoro COE,
VICIIO/IBb3YA TOT JKe MHTepderic. Pe3ynbTaThl «HM3KOYPOBHEBOTO» aHHOTMPOBAHNA ObIIM 0O6pabora-
HBI C 11e/IbI0 0OHAPY>KeHNUsA pe3yIbTUPYIOLEro BeKTOpa OLleHOK KaXKIOTO IIpefIoXKeHusA 1 obpabora-
HBI CTaTUCTUYECKNU. PacripesiesieHne OIIEHOK TEKCTOB U Pe3YAbTUPYIOLIeil CYMMbI OLIeHOK I10 IIpef-
JIOXKeHUSIM ObIIO BU3YaIM3MPOBAHO B BUJie TOUEK C KOOPAMHATAMU B IPOCTPAHCTBE Kyba JIéBxeiima.

Cpemnt 50 OIIEHOK accecCOpOB OTMeYaeTCsl He3HAYWTeIbHAs JUCHEPCUS B «HU3KOYPOBHEBOII
OlleHKe» IIpu 6ojlee 3HAYNTEIbHOM pa3bpoce 3HAYEHWIT B «<BBICOKOYPOBHEBOII OljeHKe». Pe3ybTaThl
II0Ka3aJIit, 9YTO B OOJIBIION [10/Ie TEKCTOB 13 BLIOOPKY Pe3y/IbTUPYIOLINIT BEKTOP OLleHK) pparMeHTa
TEKCTa 10 NIPEJIOKEHISIM He COBIIAZIaeT C BEKTOPOM €0 1[eJIOCTHOI OLleHKY. Buayanusanusa gaHHbIX
IPOJIEMOHCTPMPOBAJIa OTCYTCTBYE YETKOI KOPPEIALMU MEXAY STUMY AEeBUALMAMU U OXKMaeMbIM,
COITIACHO TIepPBOMY O/IOKY OLICHOK, 3HAUCHUEM.

TakuM 006pa3oM, eCTb OCHOBAHUS HO/IATATh, YTO NPV IMOILMOHATBHOM IIO3HAHNUN BepOaIbHOTO
Co061IeHNsI OTHEeIbHBIE MPEIOKEHMNs SABJISIIOTCS TOIBKO «BPEMEHHBIMI MHTEpBa/IaMyl 1I€/IOCTHOTO
Heprofa», B KOTOPOM 4TO-TO IIPOVCXOAUT — HEYIOBUMOE JIBIDKEHNE BepOabHOrO 1 HeBepOasib-
HOro (aCCOIMATVBHOTO, KOTHUTMBHOTO U JIp.) KOHTEKCTA. [I/11 9KOMIOIMYHOTO HOCTVKEHUSA Y3KO-
CIIelIMa/IbHON IIe/TM CO3[aHMs KIaccuduKaTopa 9MOIMOHATbHO TOHAIBHOCTY VIHTEPHET-TEKCTOB
pasMeTKa IIeJIOr0 TeKCTa IPECTAB/IACTCS BCe-TaKy 6oJiee IPeAOYTUTeIbHOIL. [laxke TPy HaIMInm
B TeCcTe-00beKTe OL[eHK) HECKOIbKUX IMOLIMIL, aCCECCOp, TOCYUTAB UX 3HAUMMBIMMU, YITET UX IIPU
OIIeHKe BCETO «IIepyofia» — IIeJIOTO TE€KCTa, a 3HAYNT, OHM OYAYT YYTEHBI BIOC/IEACTBUN 1 aITOPUT-
MOM MAIIVTHHOTO 00y4eHM.
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A3bIK TENTA B MEP®OPMAHCAX PEBEKKW XOPH:
CXEMA XXECTA U EFO «3HAKOBOCTb»

Unoba AnekcaHoposuy KpoH4es
CaHkm-[Temepbypackuli 2ocydapcmeaeHHsbili yHUsepcumem, Poccus

B HacTosIeM nccie[oBaHNM pacCMOTPeH peHOMEH «KecTa» (1 CBsI3aHHBIE C HYM Te/IeCHbIE MO-
AnuKanyy) Kak MHCTPYMEHTA allpOIIPYALIY VMIN TPAaHCOPMALIUY «CXeMbl 1me/id» C TOUKU 3PEHMS
IICUXO/IVHTBUCTUKM ¥ HeBepOambHOI ceMnoTuKy. OCHOBHBIM MaTepyasioM Jijisl ICCTIEOBAHNUsA SB-
nsteTcst cepysi IeppopMaTUBHBIX paboT 1970-X TOOB COBpEMEHHOI HEMELIKOI XyTO>KHUIIBI Pebek-
ku XopH (pox. 1944) nox o6mumM HazBanyeM «Body Extension» («TenecHble pacumpenusi») [1]. Bo
BCeX CBOMX IepdopMaHcax XOpH UCIONb3yeT TaK Ha3bIBaeMble «HOCKOeNIbHBIE CKYIbITYphl» (body
sculptures), KOTOpble XyJO>KHUIIA CO3/JaeT B €MHCTBEHHOM 9K3eMIULApE CIELVaIbHO JUIA TOW WK
VIHOJI MIPaKTUKM. DTYU CKY/IBIITYPBI IPECTAB/IAIOT 13 ce0s CUHTE3 9/IeMeHTa OfleXK/IbI U OIIpefieIeH-
HOTO MexaHN4ecKoro anmnapara. OHy He 00513aTe/IbHO HOCAT 11e7IeCO00pa3HBbIil XapaKTep, HO BCer/a
PaCIIMPSIOT Te/leCHble BO3MOXKHOCTY IIephopMepa 1 USMEHSIOT 00pa3 WK cXeMy €To Tera.

TepMuH «06pa3 mena» B3AT U3 006/1aCTH OVMOIICUXOIOTUY Y IICUXOAHAIUTUKI. BriepBble ero nc-
IIO/Tb3YeT aBCTPO-aMepUKaHCKuil ncuxoanamutuk [layns llvnbpep B cBoeM Tpyne «O6pas u o6k
4eioBeyecKoro tefar» (1923), re o603HavaeT 3TOT peHOMEH KaK KapTUHY COOCTBEHHOTO Tea, KaKoii
OHa IIpefiCTaBIeHa VIHAVBUAY B €ro CO3HaHMY, O/larofaps, MPOIPUOLEIITUBHBIM OLIYIeHNAM [2].
Kpome Toro, no llInnbaepy, cyliecTByeT HEIOCPEACTBEHHOE BOCIPUATHE eAMHCTBA Tejla, KOTOpoe
npeBocxoanT omyuieHne. OH Ha3bIBAaeT eTo cXeMoli mena VI menecHou cxemoti. Taxoke mccmeno-
BaHJe OIVpPAeTCs Ha KAaHOHNYECKYyI0 paboTy dpaHiysckoro ncuxoanamutuka Opancyassr [JonbTo
«beccosHaTenbHbIN 00pas Tenma» (1984), rae oHa paspesnseT MOHATHS cXeMd mesa U ero 06pas, faBas
VIM ITOAPOOHBIE OIpefie/ieHNst M KOHHOTAuu [3].

Martepuanamu UCCIIeROBaHNA CTAHYT CIeAyolye IpoeKThl Pebexky XopH (Jalie BCro B IPOEKT
BXOJIAT 9CKI3, pea/In30BaHHasl CKY/IBITYpa I BUJEOJOKYMEHTAIVA €T0 IPAKTNIeCKOTO IPUMeHEHA
BO BpeMs neppopmanca): Arm Extensions (1968), White Body fan (1972), Fan (1970), Mechanical
Body Fan (1973), Unicorn (1968-1970), Overflowing Blood Machine (1970), Finger Gloves (1972-
1975), Pencil Mask (1972), Feather Fingers (1972), Cornucopia: Seance for Two Breasts (1973).

Ilenpio mpakTmyecky mo6oro neppopmanca XOpH CTAHOBUTCA KOMMYHUKATUBHBI aKT. OyHK-
VM 9TOJl KOMMYHMKALIMY MOTYT OBITh Pa3IVYHBIMU (MHTEPHMPOBaHUE IIPOCTPAHCTBA, pacIlype-
HIle TIePLeTITYBHBIX BO3SMOXXHOCTEI, MeXXBI/[0Basi KOMMYHMKALIV, BBIXOJ 32 IIPEfe/Ibl 4e/I0BEYeCKO-
IO Tefa ¥ T.[.), OfHAKO MEeXaHVKOI ITOJ0OHBIX TPaHCHOPMALIMIL «CXEMBI Te/la» IyTeM PacIIpeHsI
TeIeCHBIX BO3MO>KHOCTEJ IPAaKTUYeCKY BCET/Ia CTAHOBUTCS KOMMYHUKATVBHBIN aKT XKeCTa, OCMBIC-
JICHHBIIT ITyTeM XY/I0)KeCTBEHHO runep6ommsanum i Metadopusanun. IlosTroMy HacTosIIee UC-
CIeOBaHNe IpejIaraeT B3MIAHYTb Ha NepPOpPMATUBHO-XYL0KECTBEHHBIN JKeCT C TOUKM 3PEHM
MY/IbTVIMOJa/IbHOJ JIMHIBYICTYKY VI HeBepOaIbHO CEMUOTVIKY, A TOUHEe, ee pasjena — KIHECUKI,
KOTOPBIII 3y4aeT >KeCTOBYIO 3HAKOBYIO CUCTEMY.

Taxum 06pazom, HacTosAMINE MEXAUCHIUITINHAPHOE VICC/IEJOBAHNE HA CThIKe IICXOAHA/IUTUKI,
HeBepOaIbHON CeMMOTVKY VI COMasCTeTVIKV IIOBECTBYET O MepPOPMaTUBHBIX IPAKTUKAX XYLOXKHMN-
I1bI, KOTOPasi TPAHCHOPMUPYIOT «CXeMY Te/la» IyTeM PacIIMpeHlsI TeJIeCHBIX BO3MOXKHOCTEN XKeCTa.
VI B ;aHHOM CITy4ae, )KeCT KaK 3HaK MHTeTpUpPYyeTCcs ¢ IIpeaMeTaMI U XY/I0KeCTBEHHBIMY 00beKTaMI,
HaJle/IsAs VIX )KeCTOBOJ ceMMOTI4ecKolt pyHkuyert. B nrore, nccnegoBanme GokycupyeTcs Ha BOIPO-
cax, CBSI3aHHBIX C PYHKIMOHATBHBIMYU OCOOEHHOCTAMYU CEMUOTUYECKIX M3MEHEHMIT ¥ COMadCTeTH-
YeCKMX KaTeropuil, KOTOpble HAYMHAIOT I10-HOBOMY B3aMMOJIEICTBOBATh B 3aHOBO CKOHCTPYMPO-
BaHHOM 00pase U cxeMe Tela ¢ JobaB/IeHNeM MHOPOJHBIX YeJIOBEYeCKOMY TeNly XYHOXKeCTBEHHBIX
apredaKTOB.
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AKYCMATUYECKME OBBEKTbI B MPOCTPAHCTBE
MYNbTUMEAUWNHBIX UHCTANNALNA

AnekcaHopa BnadumuposHa Kpbinoea

Pocmosckas eocydapcmeeHHas koHcepaamopusa uMm C. B. PaxmaHuHosa, Pocmoe-Ha-/joHy, Poccus
naukargk@mail.ru

Jloxnasi MOCBANIEH M3YYEHNIO MHCTA/UIALIMI — AKTUBHO Pa3sBUBAIOLIEMYCS XYJOXXECTBEHHOMY
ABJIEHNIO COBPEMEHHOI KYy/IbTypbl. BOSHMKHYB B paMKax KOHIeNTyannsMa 60-X romoB, MHCTAJIIA-
1M1, KaK 9HBaJpOHMEHTA/IbHOE ICKYCCTBO, OCHOBAHHOE Ha KOHLIETIM B3aIMOCBA3Y XY/I0XKECTBEH-
HOTO 00BEKTa C OKPY>KaIoIllell Cpefoil, M3HAYaIbHO ObI/Ia CUHTETUYHA, IOCKONIbKY (POPMIUpPOBAIach
Ha IIepeceYeHNN PA3/INYHbIX BUJOB MCKYCCTB ¥ TBOPYECKMX MPAKTUK. B cimiry 3T0r0 MysbiKajibHbIE
U IIMpe — 3BYKOBbIE peaiuy ABWINCh He MeHee 3HaYMMbIM MaTePUaIOM CO3JaHNsl MHCTAI/IALIMOH-
HBIX IIPOU3BEJIeHNIL, HapAaY ¢ npefMeTHbIM. OIHAKO eC/iM B Hadajie «ITyTH» pedb IIJIa O BKIIOYEHUN
MY3bIKa/IbHOTO KOMIIOHEHTA KaK JIEKOPUPYIOLLET0, IPMBHOCALLETO JOIOTHUTENbHbBIE CMBIC/IBI U YCH-
JIVBAIOILETO CYITECTHUIO, C Pa3BUTIEM KOMIIBIOTEPHBIX TEXHOJIOTUIL U ITOABIEHNEM MY/IbTUMESUITHBIX
VHCTAJULALNIA, 3BYK OOpeTaeT M/UTI030PHO IpeIMeTHbIe OYepPTaHMs, BCTPANBAsACh B MHCTAJUIALINOH-
HO€ XyJ0’KeCTBEHHOE IIPOCTPAHCTBO, HAPAMY C BEUIHBIMU peanuAMU U BU3YaJIbHbBIMU 1IBETO-CBE-
TOBBIMU 00BekTaMy. OOpasyoLmil MUTI030PHBII ayiaIbHbI 00BEKT, B CHIy HOBBIX T€XHOJIOTH-
YECKUX YC/IOBMIA, OH OKa3bIBAETCA CIBIIIMMBIM, & €r0 MCTOYHMK — HeBUAUMBIM. [IpmHIMmI aKyc-
MAaTUKI, YPe3BBIYANTHO BAKHBIN /I TepPOPMATUBHOI CYLITHOCTY MY/IbTYMEIUITHON MHCTA/UIALIN,
OBbIT IpU3BaH YCUIUTD BO3JEICTBYE Ha 3pUTE/ISA, BOBJIEYEHHOTO B IIPOLIECC OCBOEHMSI HEOOBIYHOTO
MEIMITHOTO apT-IIPOCTPAHCTBA, IIOCKOIbKY, KaK MHCTPYMEHT IICUXOaHa/IM3a alle/UIMpoBal k cdepe
6eccosHaTenbHOr0. HeBO3MOXKHOCTb KOOPAMHALIMY MEXJY ayUaJbHBIM PALOM U IIPOMU3BOIAIINM
€ro yCTPOMCTBOM, OTCYTCTBME BUAVMOTO UX COOTBETCTBYIA IIOPOXKAANIO U IOPOXKIAET coOIa3H pas-
raJiKyi, IPOHMKHOBEHMSA B TalHY, IIOMCK CMBIC/IA Yepe3 IPUHA/IEXXHOCTD K TON VIV VHOV UJee UIN
co6prTuIo. [Tporecc aTOT OCymecTBIACTCA Ha YPOBHE MHTYULVIN, YTO OCOOCHHO HAIJIAHO B pabore
C pedeBbIM MaTepuanoM. VIHTepecHble IPUMEpPBI €r0 MICIIONb30BAHNA B BIJI€ aKyCMaTU4ECKOM CO-
CTaBJIAIONIEI MY/IbTUMEVITHBIX MHCTAJUIALINIT COflep>KaT mpousseieHns XaitHepa [e66enbca «Bemu
tudprepa» 1 «GENKO-AN 107031», B KOTOpPBIX pedeBasi aKyCMaTVKa IpeiCTaB/IeHa KaK CBOETO
popa BepOanbHas «Marusi», CyIreCTiisi KOTOpPOIi, B COI03e C BU3Ya/lbHBIMM, CBETOBBIMM, I[BETOBBI-
MM, IPUPOSHBIMIM CYyOCTAHIVIAM, 3aCTaB/IACT 3PUTEIS, PEKOHCTPYUPYA BOOOpaXkaeMble UCTOUYHNKN
3BYyKa, IPOAyLIMPOBATh CBOY ay[VIOBU3ya/lIbHEe CMBIC/IBI. JTO II03BOJIAET TOBOPUTD 00 MHCTAJILALVIN
KaK O IIPOCTPAHCTBE MHTEPIIPETALNM, B IIPOL[ecCe «OCBOEHNsI» KOTOPOTO CTyIIaTe/b, O/1arofapsi uc-
KYCCTBY, PacKpbIBaeT B ceOe HOBbIe IPaHIL.

E1te ofHOI 0CO6EHHOCTBIO MY/IBTUMEAVMITHBIX MHC TSIV SIBISETCS OTCYTCTBYE (POPMATBHOI
3aJaHHOCTH, YTO VMMeeT C/IefiCTBMEeM aOCOMIOTHYIO MHAVBY/yaIn3anyio pemennit. [ITaBHbBIM ¢op-
Ma/M30BAHHBIM ITAPAMETPOM OCTAETCA YCTAHOBKA B OTPAHMYEHHOM XY/JO)KECTBEHHO O3HAYEHHOM
IIPOCTPAHCTBE 0OBEKTOB, B TOM YJVIC/Ie ¥ 3BYKOBBIX. MHOXeCTBEHHOCTD ayiMa/IbHBIX PEeLIeHNI] C JC-
II0/Ib30BaHMeM aKyCMaTVKY [I03BOJIAET Pas3e/nTh Bce MHOr0OOpasyue MHCTa/UIALMOHHBIX 00pa3lioB
B CaMOM IIMPOKOM IUIaHe Ha MHTEPAaKTUBHBIE U Te, TNie 3PUTe/b SAB/IAETCA B OOJbIIeN Mepe BOC-
IPVHUMAIOIIVM CYObeKTOM, IIOfIBEPTrasiCh IIPYU 3TOM MOILIHOMY ay[yo VIV ayAy0-BU3yaIbHOMY BO3-
pevictBuio. Crernudyka MHTEPAKTUBHON MY3bIKa/IbHOV MHCTA/UIALNMA C IIPYIMEHEHVeM aKyCMaTHKIL,
IIOMVIMO CWJIBI BO3JICICTBMA Ha BOOOpa’keHMe yYaCTHUKOB, He OCO3HAIOIIMX PeaJbHOTO IPOVCXOXK-
IeHVs 3ByKOBOJM MaTepUy, BOSHUKAIOLEN B CUITY C/Iy4aliHbIX VIV LieJleHallpaB/IeHHbIX IPUKOCHOBE-
HII K T€M VIV MHBIM OCA3a€MbIM COCTAB/IAIOUIVM MHCTAIALMOHHOIO IIPOCTPAHCTBA, 3aK/I0YeHa
B HEIPeJCKa3yeMOCT! ¥ HEIPePbIBHON OOHOB/IAEMOCTHU 3BYKOBOTO IOTOKA, KOTOPBIV MOTHOCTHIO
3aBMCUM OT (phaKTOopa Cay4ailHOCTU. B aTOM crienmdunka Takoro poaa ycTaHOBOK, He IOAYMHEHHBIX

Hccnedosarue e6vinonHeHo npu  puHancosoi noodepike PDODV 6 pamxax HayuHozo npoekma
Ne 20-012-00366 «ITeppopmamusHvie Popmbl My3bIKANLHOZO UCKYCCINBA KAK (PeHOMEH COBPEMEHHOL Kybmy-

pol».
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TPafINLIMOHHBIM 3aKOHAM JIMHEHOTO Pa3sBEPTBHIBAHMA MY3BIKaJIbHOTO NPOM3BENEHMA OT Hayasa
K 3aBepILEHNIO, TI0C/IE YeTO MOKET ITOCIEJOBATh TOJIbKO €ro MOBTOPeHMe. Tak B CBETO-3BYKOBOJ MH-
craysinyn Resonate! (Pe3oHaHc), npencTaBisiomeit mogo6ye orpoMHbIX MacIITaboB IUIIKOBOTO
VMHCTPYMEHTA Ha OTKPBITOM BO3JjyXe, CBETALAACA ABVDKYIAACA CTPyHHasA CTPYKTypa TeHepUpyeT
aTMoc(epHbIe 3BYKM 1 U300pa>keHN s, pearnpys Ha KOHTAKTBI C IIOCETUTEISIMY, KOTOPbIe HAXOMATCS
BHYTPM 3TOJ MICKyCCTBEHHO CO3[JaHHOJ TPEXMEPHOI MHTEPaKTUBHO IPOCTPAHCTBEHHO KOMIIO3M-
LV Y [IJIUTCH, HETIPEPBIBHO, IOCTOSHHO M3MEH:A CBOIO 3BYKOBYIO aypy. AHa/JIOTMYHBIMU CBOVICTBA-
M1 007afaoT MHTepakTuBHble ycraHoBKY O. Kinena u [I. Terimpxka.

Bropoii Tn mHCcTammAnmit, Apko npepacrasneH B TBopyecTtse P.Xenke n @.Knuena. OHm uc-
IO/Ib3YIOT aKyCMaTM4YeCKIe 3BYKOBbIE peajiny, COXpaHAA YepThl IPENOFHOCKMOrO BIJja ICKYCCTBa,
TpaHcHOpMUpPOBaHHbBIe IepdOPMATUBHON cocTaB/sAomell. Takue mpousBefieHMs (2 MX MOXHO
B 0OJIBIIOM YMCIIe C/Ty4aeB TaK 0003HAYUTh) IPEAIIOIAaraloT He MEHbIIYI0 BOBI€YEHHOCTD C/TyIIaTe-
JIs1, B CWJIY TOTO, YTO «OCMOTP» MOZOOHOTO POfia MHCTA/UIALIMIL IIPEAIIoaraeT BOSMOXXHOCTb CMEHBI
PaKypcoB, KaK BHEIIHUX, TaK ¥l BHYTPEHHUX, BCISACTBIE IPeObIBAHNA HEIIOCPEACTBEHHO B «II0JIe»
TPAHCIMPYEMOI CBETO-IIBETO-3BYKOBOJ MHPOPMAIY U 0OBEKTHOTO PACIIONIOXKEHVSI pa3HOTO pofia
KOHCTPYKIMI. HempuBBIYHOCTD CUTYalMM BOCHPUATHUA, AKTUBHOCTb «OCBOEHNUA» MPOCTPAHCTBA
VHCTAJUIALNI, HeOOBIYHOCTD 3BYKOBOTO 1 IHOTO MAaTepHasa, 13 KOTOPOTO BBIIIOTTHEHA Ta VIV MHAs
YCTaHOBKA, MHOTOKAHA/IbHOCTDb B/IMSIHUSA Ha CEHCOPHYIO CHCTEMY YelOBeKa MIMEIOT CIEeNCTBUEM Iie-
peXMBaHMe, 110 CUJIe COIIOCTaBMMOE C TMMUHaNbHBIM. He cyyaiino, co3faHme Takoro pojia paciin-
PEHHBIX II0 CTENEHN BO3MENCTBUA MHCTANIALVMOHHBIX IIPECTaBlIe€HNI, OHOBPEMEHHO, ABJIAIOTCSA
00BEKTOM VICCTIEIOBAHNA TIOBEeHYECKIX, SMOIMOHATBHBIX PeaKIUil Yel0BeKa, BOSHMKAOIVIX IO
BO3/IEJICTB/IEM HOBBIX XyJ0’)K€CTBEHHO-TEXHOJIOTMYECKIX PECYyPCOB.

" Mucrannsius 6pi1a mpencrasiena B 2012 rony Ha BbicTaBka Luminale Bo ®pankdypre. https://www.
youtube.com/watch?v=I0iDzCZ10_Q
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MY3bIKA KAK OTbIT «<HEBO3MOXXHOI O»:
MYNbTUCEHCOPHOE BOCINPUATUE B KOMIMO3NTOPCKOM
TBOPYECTBE XXI BEKA

CeemnaHa B. Jlagposa

Akademus Pycckozo 6asema um. A. . BazaHoegoUl, CaHkm-llemep6ype, Poccus
slavrova@inbox.ru

HoBble TeXHONIOTUM CTPEMUTENBHO BHEAPAOTCA B COBPEMEHHYIO JIEMICTBUTENbHOCTb. B HOBOII
PearbHOCTH, B KOTOPOJI Mbl HEOXKMJAHHO I BCEX OKA3a/IMCh CETOfIHA, aypa NpeBpallaeTcsa B He-
YTO HEJOCTIDKIMOE, @ ICKYCCTBO B OOJIbIIIEN CTeIIeH ) IIPVHAISKNT BUPTYaTbHOI peaTbHOCTH, YeM
«KUBOI» perictButenbHOCTH. B Mysbike XXI B., Tak e KaK U B MICKYCCTBE B I1€/IOM, CETO/IHA IIPO-
VICXOZIAT IIPOLIECCHI, KOTOPBIE CBA3AHBI HAPAMYIO C IPOOIEeMOIl yTpaThl aypbl. ITa HOCTA/IBIVA II0
KIBOMY, YCKO/Ib3a0I[eMy U 0€CKOHEYHO M3MEHUYMBOMY, CTAHOBUTCS OCHOBAHVEM IIPeACTaBIeHNUA
MY3BIKI KaK OIbITa «HEBO3MOXXHOTO».

B cBoeM pacmmpeHHOM MCCIENOBAaHMUM IIyMa B IPUPOJie ¥ B YETOBEYECKOM MMUPE, PABHO KaK
I TPaHNUI] CMBIC/IA, 3BYKA ¥ IIyMa, aBCTPUIICKMI koMnosuTop Ilerep A6muHrep pemaer mpobiaemy
3TOTO B3aMMOJIEVICTBHUA C JBOMHONM POMaHTIUYECKOI MM K€ IIOCTMOJIEPHICTCKOM MpoHueit. OH co3-
JAaeT My3bIKY, KOTOPYIO HUKTO He C/IBIINT. JIMIIb MMITy/IbChl HAIlIETO CO3HAHMA 3aCTaB/IAIOT €€ «3a-
3By4aTh». Ha ¢pusndeckom ypoBHe MblI OlLIyIjaeM BUOpanyi, i 3TO Topasjo 6ojee CUIbHOE OIIfylile-
Hlle BOJTH U IBVDKEHVS BO3/JyXa, YeM Hallle 00bIYHOE «CITyXOBOEe» IIPeCTaB/IeHNe, B KOTOPOM BOTHBI
TOJIbKO YTO NPEKPATVINCD U IIPEBPATUIN «3BYK» B «OT3BYK». TaK, KOT/Ia MBI C/IBIIINM MOPCKIE BOJI-
HBI, MBI C/IBIIIVM HE UX CaMUX, a YaCTOTY, C KOTOPOJI OfIHA BOJIHA C/Ie[lyeT 3a Apyroit. Mup 3ByKoOB,
UX CUCTeMaTU3aluA U yIOPALOYEHHOCTb, KOTOPYIO Mbl U1 Ha3bIBAe€M «MY3bIKOI», 3aCTaB/IsA€T HAC
3aIIATUTD BBICOKYIO IIeHY: MbI Ha CaMOM Jie/ie O0oJIblile He 3aMedyaeM TOTO, YTO IIPOVCXOAVT BHE Hac.
MBI crpImM TObKO ce6s1. Bee, 4To MBI omtymiaeM — paboTa Halero Mosra. 9To Ipefies, 3 KOTOpo-
IO HAC IBITAETCA BBIBECTH B 3aIlpefie/IbHOE IIPOCTPAHCTBO AGIIHTEP.

OnpIT MY/IBTMCEHCOPHOTO BOCIPUATHSA, BOSMOXXHOCTb KOHHOTALIMII CBETa M TEMHOTBHI B MY-
3bIKe IIBEJIIapCcKoro komrosutopa leopra Xaaca — 9T0 He IPOCTO KaKOM-IMOO JOIOTHUTEIbHBIN
ad¢exT, a HeuyTo HecousMepuMo Oorblnee. VIHTepIpeTaluy ThMBL U CBeTa MbI BOCIIPMHMMAeM KaK
OIIPEMIENIEHHBI CTUMY/T YyBCTBEHHOTO BOCIPUATHA MY3bIK/: KaK ITOIBITKY HAMEPEHHO BOCCO3/]aTh
TO, YTO Y COBPEMEHHDIX JIIOfIe}l B OCHOBHOM YTPauy€HO — 3TO IO/IHAA TEMHOTA.

Boob6paxkaemasi My3bIKa M1V BHYTPEHHUI MY3bIKa/IbHBI OIIBIT — 9TO CO37[aH}€ MY3BIKaTbHOTO
o6pasa B OTCYyTCTBME 3BYKa, HAMEPEHHO WJIU CHIOHTaHHO. BoobOpaxkaeMas My3bIKa MOXKET UCXOLUTD
OT MHUIMMPOBAHHOTO C YCUIMEM U IPOJOKUTETBHOTO YMCTBEHHOTO JIEMICTBMA, HO YacTO TAKXKe
BO3HMKAET ¥ aBTOMATMYECKY, MO0 ¢ KOHTEKCTHOV CCBUIKOV Ha JIpyTryie CTYMYJIbI VIV CUTYaLVN,
KOTOPBIM MbI IIOJBEPraeMcsl, ¥ B HEKOTOPBIX C/Ty4asAX BO3MOXKHO, U B IOAJEPKKY, IPYTUX KOTHI-
TUBHBIX QYHKIMIL. B mbece A6mmnrepa 2012 r. mox HasBaHueM «PeanbpHoe kak Boobpaskaemoe» (Das
Wirkliche als Vorgestelltes) Ha3o/mMBbI cTaTMYECKUIT ITYM 3HAYUTEILHO YCIOXKHAET TIOHMMAaHIe
YMTAEMOTO TEKCTa. AGIMHTep VICIO/Nb3yeT PaspylINTeIbHbINA IIOTEHIMA IITyMa, YTOObI Pa3opBaTh
CBAI3b MEX]1y BOKAa/IbHbIM BbIpaKeHMeM U MHTepnpeTranueit. [IocTuyb 3ByKOBYIO peanbHOCTD Yepes
IIYMOBYIO 3aBecCy, IPEeACTaBUTb pealbHOEe KaK BOOOpa)kaeMoe 1 CONOCTABUTD MX, 9TO JIU He OIIBIT
HEBO3MOXXHOT0?

VHoit 3¢ ekT Mpon3BOANT MOMEHT 3BYKOSIBJICHVA VN JKe «9NM(paHNM 3ByKa»: IIepeceKkas He-
ACHYIO a3y MOTYaHMS 3BYK BBIXOAMT 13 TUIIVHBI, OJHAKO MOMEHT €To ITOSIBJIeHN KK Iblil CITyIIa-
TeJIb OLIYIAaeT I0-pa3HoMy. TakyM 06pa3oMm, TO, YTO CYILIeCTBYET B KadeCTBe BOOOPaXkaeMOro 3ByKa,
II0 IPYTYIO CTOPOHY 3BYKOBOJI p€aJIbHOCTU SIBJIA€TCA BHYTPEHHUM MY3bIKa/JIbHBIM OIIBITOM. 3BYKO-
Bas anvdanna — Meradopa 3ByKOBOro oOpas3a B My3bIKe UTAIbIHCKOrO KomIiosuTtopa CanpBarope
[Iappuno. Vigea ropusoHTa OXnganua B BOCOPUATAN MY3BIKI caymareneM B 1950-x rogax momy-
Yujia pasBUTIE Y U3BECTHOIO My3blKoBefa Jleonapma Metiepa. B rnoccapun kauru «IIpenskyienne:
My3bIKa U IIcuxonorusa oxujanusa» [Issupa [ypona TepMuH «cmaflocTHOe OXXMUAHME» VI «IIPEfi-
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BKYIIEHVE» OIpefle/iAeTCs M3BECTHBIM KaHA/ICKUI YYEeHBIM B 00/IACTY IICHXONIOIMI MY3BIKA/IbHOTO
BocnpuATiA IsBupom [ypoHOM Kak 4yBCTBa, BOSHMKAIOIINE B PE3y/IbTaTe PA3MBIILJIEHNUI O MIPEJ-
CTOAIMX coOpITHAX. VIccmenoBarenb GokycupyeTcss Ha 6ecCO3HATeIbHBIX IIPOLIeccax, CBS3aHHBIX
C MY3bIKa/IbHBIM OXKUIAHUEM .

ITpegocTaBnas caymareno MOCTUMKEHUE «HEBO3MOXKHOIO» KaXK[bII KOMIIO3UTOP II0-CBOEMY
BBIpa)KaeT CBOJ BHYTPEHHMIT My3bIKaJIbHBIN OIBIT. B punocodun Mopuca branmio nzies HeBo3MOXx-
HOTO BO3HMKAaeT KaK MBICTIMTE/IbHBII IIPOL[eCcC B IPOCTPAHCTBE HEOBITUA. BIaHIIIO TOBOPUT O «MecTe
BCTpe4l», KOIla HeKTO, MCYe3asi, CTPEMUTCS BCTPETUTDHCA € COO0 B TOYKE CBOETO OTCYTCTBMA. DTOT
HOBBIII MY/IBTYICEHCOPHBIII ¥ IIPOCTPAHCTBEHHBIN OIBIT CTAHOBUTCS OTIPABHON TOYKON 0OpeTeHMs
«HEBO3MOXXHOTO» 3aIIPENENbHOrO BOCIPUATIA B KOMIIO3UTOPCKOM TBOpYecTBe XXI B.

47
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catherinel995@yandex.ru

B nckyccTBe mOoCcTMOEpHA HAIIO CBOE OTPakKeHVe MHOXKeCTBO KOHIIENTOB GrIocodpuu mocT-
CTPYKTypanu3Ma: IPOCTPAHCTBA, CTPYKTYPbI, UI'PbI, CIOBA, PU3OMBI, peleTKu u T.[. Konmenrt —
3TO MEHTa/IbHasl CYLHOCTD, B KOTOPOII cCOOpaHa BOEANHO BCs HeobxoauMas nHdopmanys [1, ¢.42].
0. C. CtenaHOB ompepienfeT ero Kak «s49eliKy MeHTa/IbHOI Ky/IbTyphl» YeloBeKa [2, c.43]. B pamkax
pabOThI MBI PACCMOTPUM KOHIIENT WHTEPTEKCTYaJIbHOCTY ¥ MHTEPTEKCTAa. TepMUH «MHTEpPTEKCTY-
anpHOCTB» 0BT BBefieH 10. KpucTeBoit 1 0603HaYas «CpefiCTBO aHa/IM3a IUTEPATyPHOTO TeKCTa VTN
OIVICAaHVIA CIIEeIVI(UKI CyIIeCTBOBaHMA TUTEpaTypbl» [3, ¢. 101]. IIpy onvcanny KOHIeNIV MHTEp-
TEKCTYaJIbHOCTM MCCIeoBaTeIbHMLIA omMpanach Ha paboty M. M. baxtuna «IIpobnema copmepsxa-
HIIA, MaTepuasa ¥ GOpMBI B CTTOBECHOM XyJ0KeCTBEHHOM TBOpuecTBe» [4]. Vimes «ananora» murepa-
TYPBI IPOLIOTO ¥ INTEPATYPhl HACTOAIIETO JIEIIa B OCHOBY UJIEN «/IMAJIOTa» TEKCTOB KaK TaKOBBIX.
BriocnepctBum 6maropaps uccnegosanuam JK. leppunsl, P.bapra, M. ®yko, JK.JlakaHa «guamor»
TEKCTOB IIepepoC B UAEI0 «MUpPa KaK TeKCTa» — MHTepTeKCTa. Pa3paboTKOI 9TOil KOHLIEIIINN 3a-
HYIMa/ICh MHOTVe nccnegoBarenu: P. bapt, M. Puddarepp, K. Kenerrt, P.-A. ne borpanp, B. V. [Ipec-
cnep, 1. Ipusens, JI. [Jannen6ax, I1. Ban gen Xesens, Y. bpoiix, M. II¢pucrep, b llynpre-Muppnenux.

K. JKenerr npeparaer Kraccndukannio B3aMMO/eICTBUA TEKCTOB, B KOTOPOI! OIIpefiesieT H-
TepPTECTYaTbHOCTb KaK OfTHOBPEMEHHOE IPUCYTCTBYE B OHOM TEKCTe ABYX Wau Oojee TEKCTOB [5].
P.BapT nuier o TOM, 4TO «Ka)KJblil TEKCT ABJIAETCA MHTEPTEKCTOM. .. KaXK/blil TEKCT IpefCcTaB/sAeT
c060J1 HOBYIO TKaHb, COTKaHHYIO U3 CTapbIX LUTAT» [6, c.78]. B cBsi3m ¢ atum Y. bpoiix, M. IIductep,
b lynpre-Mupnenux BIEIAIOT Clefyomye popMbl NTHTEPTEKCTOB: 3a/IMCTBOBEHNE, ITepepaboTKa
CIOXKETOB, LIVTALVA B IBHOU 1 CKPBITOIL (opMe, IepeBOyi, IIATHAT, a/UII03Vs, MHCIIEHNPOBKA, 9Kpa-
HU3amua n T. 0. [7].

Vicxopsa 13 upen «Mupa Kak TeKCTa», TaHel] TaKXXe MOXeT ObITb (OpMOIl MHTepTEKCTa. XOpeo-
rpadpl IOCTMOZIepHAa B CBOMX paboTaX 3aHUMA/NINCh PACCMOTPEHVEM KOHIEIIMY NHTEPTEKCTyalb-
HOCTI. MBI IpOaHaIM3MpyeM JieATeIbHOCTb Xopeorpada K. KnHra, KoTopblil, Ha Halll B3ITIAM, Hau-
0osee APKO MCIONb3yeT 3Ty KOHIEMINIO B CBOUX ITOCTAaHOBKAX.

Kak ormeuaet C. beifHC, TEKCT /14 HETO — 9TO HEKMII TallHbIN KOJI, B KOTOPOM CKPBIBA€TCA MHO-
»ecTBO 3HadeHnit (8, ¢.218]. OH Mor BK/IOYaTh B ce6s1 HAOPOCKM K MeTarpaMaTuke, MeTaborocio-
BIIO, MeTaMalllHe ¥ MeTaro33ucy. [1oasuc B mepeBoie ¢ rpedeckoro (Moinolg) 03HavaeT cOTBOpe-
HIl€e, IPOU3BOACTBO. JTO apXeTUNu4eckas CTPyKTypa, CMbIC/T KOTOPOJI 3aK/II0YaeTCs B IIEPBUMYHOM
TIOSIBJIEHNM KaK peHOMeHa/IbHOM 3asiore cobbrTuA. T. B. CyprHa mmireT, 4To M0331C — 3TO «CMBICTIO-
obpasyrollee Mo/IaraHye NepBOHAYAIbHOIO MOPS/IKA B 9K3JCTEHIVATBHOM Xa0ce OBITNA», IPOPbIB
B OJHOPOJHON OGecKoHeqHOCTH [9, .67]. HacTb «MeTa-» B IepeBOfie C TPeYecKoro (Hetd) «Mexnay,
II0CTIe, Yepes» O3HaYaeT IPOMEXYTOUYHOCTD, IepeMeHy COCTOSIHYISA, TpeBpalieHne». Takum o6pasom,
MbI TIOHMMA€EM METAI033)C KAK IEPEXOJHOE COCTOSIHME MOPsA/IKA OT ME€PBOHAYA/IbHOIO K HOBOMY.
Heo6xomuMo OTMETHTD, YTO B 9TOM C/Iy4ae pa3paboTaH MOXKeT ObITh JIMIIb IIPOLIECC IepeXoyia; HO-
BOE€ COCTOSIHNE B OHOPOSHOV O€CKOHEYHOCTH B KOHEYHOM CYeTe OKa3bIBAeTCs HEellpeNCKas3yeMo.

ITocranoBku K.KuHra — 3T0, B OIHOM CiIy4ae, MONbBITKM paclielieHns JyIIu U Tenla, A3bIKa
U XKeCTa, B IpyroM — MeTaopbl pasyma, TEXHOIOIMII ¥ MHPOPMAIMOHHBIX CUCTeM. B ero mera-
11033VCe MBIl OOHapy>XKuBaeM 6eCKOHEYHOe MHOXKECTBO TailHBIX KOJIOB, KOTOpPbIE He BCEIZja MOXKeM
pacundposare. B paborax oH TpaHchOpMUpYeT peanbHOE IPOCTPAHCTBO C IIOMOILIBI0 PA3INYHBIX
CEMMOTNYECKUX VM TEXHUYECKUX CPEJCTB, TOTBKO JIUIIb IPEACTaB/AsL, KAKUM 00pa3oM 9TO MOXET
BO3JI€/ICTBOBATb Ha 3puUTesiA. PesynbraT HenpeKasyeMm.

Vpes MHTEpTEKCTA, «AMATIOra» TEKCTOB BHIPA)KEHA B €r0 IIOCTAHOBKAX 60JIee yeM HaI/IALHO; /I
K.KuHra kaxkfiad ux coCTaB/IAKLIasA: TeO, IJIACTUKA, TOTI0C, MY3bIKa, TEXHIMKA — 3TO TEKCTbI, KOTO-
pble BO B3aMMOJIENICTBUM APYT C OPYTOM ABJAIOT MUPY HOBBIN TeKCT. IIpuMepaMy MOTyT CIyKUTb
pabotsl «Otnevatok» (1967-1968), «Tanuyromas gparoneHHocTb» (1971), «Mertarekcuc» (1972).
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OH co3paeT Takye IPOU3BeNIeHNA, B KOTOPBIX A3BIK, IIACTHKA, 3BYK PACKa/IbIBAIOTCA HA 9acTH, JO-
TIO/IHAIOTCS HOBBIMY YaCTAMMY, «BBIBOPAMBAIOTCA HAMI3HAHKY», IIPEBPAIach B TATHBI KOJI, COfleprKa-
it B cebe orpoMHOe KonmndecTBo 3HaueHnit. Tak, B Bepcun «PAneoA. K. tu(BU/I)noctn» K. Knnra
1978 1. Ha3BaHUe yXKe TOBOPUT O CJIOKHOCTY CTPYKTypbl. CMBOMIYecKas xopeorpadus, U301mpo-
BaHIe IBVDKEHMIT B COUYETaHNUY C YTeHMEM OTPBIBKOB 13 «PaimoaktuBHbIX BemectB» M. Kiopu u Ha-
OmofieHNeM 3a MPOELVPYeMbIMU Ha 3afHUK ITOCTECTBUSIMIU OTKPBITUI YUEHbIX, — BCe 3TO Ipef-
JIaraeTcs 3pUTENI0 B KayeCTBe MHOTOYPOBHEBOTO KOJja, KOTOPBINI He0OX0oMMo pasrazaTh [8, c.228].
[Toro6HOE KOMpOBaHMe MBI Ha0/TIOIaeM BO BCeX ero paboTax, TaKUM 00pa3oM yTBEp>K/asi, 4TO «Me-
TAIoa3yC» Xopeorpagda — 3TO CIOKHO OPraHM30BAHHBIN MHTEPTEKCT, IIpefilaraeMblil HAaM B Kade-
CTBe MHOTOCTYIIEHYATOro mu¢pa, pasrajaB KOTOPBIl MbI 00513aTe/IbHO IPUJieM K HEOJHO3HAYHBIM
1S ceOs1 BBIBOMIAM.
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YNTAA ONEPY: BEPBAJIbHOE VS HEBEPBAJIBHOE
B ONMEPHOM TEATPE KOHUA XX — HAYAJIA XXI BEKOB

Onvea bopucoeHa MaHynKuUHa
CaHkm-TTemepbypackuli 2ocydapcmeeHHbIl yHU8epcumem, Poccus

CHUHTeTHYeCKuI XapaKTep OIEPHOTO CIIeKTaK/IA 00yC/IaBIBaeT Kak CUTy ero BO3/IeliCTBA, TaK
U1 CJIOXKHOCTD €T0 BOCIIPUATISA, B KOTOPOM paboTaIOT pa3Hble CUCTeMbl KOMMYHMKAIIVY CO C/TyIIaTe-
neM/3puTeneM: COOCTBEHHO OIEpPHBIN TEKCT B COEAVMHEHNM MY3bIKaJIbHOTO U BepOabHOTO, €ro VC-
HO/THeHYe (M ICIIOTTHUTE/IN ), PeKIUCCYpa U ClieHorpadus.

OrnepHblil TeaTp B TOI >Ke CTENIEHM MEHSETCS BMecTe CO CBOEN ayAUTOpuell, UTO U OHa BMecTe
¢ HMM. MO>XHO cka3arb, 4yTo onepHbiii Tearp XX n XXI BB. yeM jasble, TeM OOJIbIlle CyIIeCTBYeT
B CUTYalluyl YTEPSAHHBIX A3bIKOB. Pedyb uleT 1 0 NOHMMaHUM OPUTMHATBHOTO A3bIKa OIIEPHOTO IIPO-
u3BefieHVs (MTaIbAHCKOTO, PPAHIIY3CKOT0, HEMELIKOTO), ¥ O IOHVMaHNM ONePHOI IIO3THUKMY U OTIep-
HOJI GOPMBI B IIMPOKOM CMBIC/Ie. YNCTIO CTyIaTesnert v 3puTeeil, 3HAIOMINX 9TY A3BIKM, €CTECTBEHHO
COKpalljaeTcsl B IPOLIEHTHOM OTHOILEHMM KO BCe pacHIMPSIIeNics I7I06aIbHOI ONepHON ayAUTOPUNL.
JI71s1 3TOI — HOBOJ M IIMPOKOJl — ayAUTOPUM COOTHOIIEHVE MY3BIKM CO 3BYYaIIMM (ITOMOIMMCS)
CTIOBOM SIBJIACTCS VIHBIM, 4eM i Ooybleit yacTy ayguropun XIX B.

[l coBpeMeHHOT0 CyIIaTes K KOMIIIEKCY 97IeMEHTOB OIIePHOTO CIIEKTAKJIA J0OaB/IACTCA BTO-
poii (TepeBof TeKCTa MMOPETTO Ha CYNPATUTPAX) U Aaxke TPeTuil (ec/mu A3bIK IepeBoja HePOJHOIN)
A3BIKY, A CAMO C/IOBO ITOCTYIAET K CAYLIATE/I0/3PUTENI0 K TOMY JKe 110 JByM KaHajllaM U B pPa3HO
¢dbopme (mponeroe/Ha CIyX — MpoYMTaHHOE/ HA B3IJIALN).

OmnepHblll — ¥ MMpe MY3bIKAIbHBIN — TeaTp MOCIeJHUX NeCATUIETUI IIPeICTaBIAeT Pa3HOO-
Opasyie KOMIIO3UTOPCKUX ¥ PEKUCCEPCKUX CTPATEerMil, OTPaXKAIVX (1 CHOBa MEHSIOIINX) COBpe-
MEHHYIO IPAKTUKY KOMMYHMKALY CIyIIATe/IsA/3PUTENS C OTIEPHBIM T€aTPOM 1 Vice Versa.

CorTHolleHne My3bIKI M C/IOBa B OIl€pe — MaryuCTpaabHasA NMHUA MCTOPUN ONEPHI, BO MHOTOM
OllpefeNsAoIIas Kak CMEHY >KaHPOB OIIepbI ¥ VX padHOoOpasue, Tak U penbed BHYTPYU KaX/IOTO OIep-
HOTO IIPOV3BEIeHNs, KOTOPBIVI MO>KHO OBbIJIO OBl paccMaTpyUBaTh KaK yCUIEHMe U OClabeHne Bep-
6abHOTO.

B moxaze paccMaTpuBarOTCA IpYMephbl pabOThl KOMIIO3UTOPOB J TOCTAHOBIVIKOB C BepOajb-
HBIM U HeBepOaTbHBIM B OLIEPHOM IIPOM3BENEHNM 1 CIIeKTakK/Ie. ABTOP MUCIIOIb3yeT pasHOOOpasHbII
MaTepuas: CIIeKTaK/IM OIIEPHOTrO TeaTpa ¥ My3blKa/JIbHO-Te€aTpa/bHble IPOU3BENECHNA BHE TPAUIL-
OHHOIJT OnlepHOII crieHbl, orepbl XVII-XX BeKOB B IOCTAaHOBKAX PEXXMCCEPOB 11 XOpeorpadoB, HOBbIE
VI HOBEMNIIIYEe IIPOM3BEeHNA.

Bri6paHHbIe B KauecTBe PYMEPOB IIPOU3BEICHNA I CIIEKTaK/IM PacCMaTpPUBAIOTCA Ha BOOOpa-
YKaeMoJ1 LIIKaJie OT «CVMJIbHOI/TIOf4ePKHYTOII BepOaTbHOCTI» K «C1aboil BepOambHOCTI»/HeBepOaib-
HocTu. Ha «Bep6anbHOM» KOHIJe IKa/Ibl PACIIOIaraloTCs MIPOU3BeNeHNA U IOCTAHOBKY, aBTOPaM KO-
TOPBIX:

® HeoOXOfMa KOMMYHMKALMS CO 3pUTE/IeM ¥ CIylIaTeJieM ¢ IIOMOIIbI0 BepOaJbHOTO A3bIKa,
IpyYeM 9Ta KOMMYHMKALMsl IIPOUCXOAUT He B CONPOBOAMTEIBHBIX MaTepuanax (aHHOTAIV-
X, 6yK/IeTax), HO B CAMOM CIIeKTaKJIe; 6e3 JaHHOI KOMMYHMKAIIMU PEXUCCEPCKIUII CIOKET He
oymet npountat (crekrakimu JImurpust Yepusikosa «Tpybanyp» Bepau n «O6pyduenne B Mo-
HacTeipe» [Ipokodnesa);

e BepOAIbHBIN A3BIK VM HAIVMICAHHBIN TEKCT CTAHOBATCA 9eMEHTaMIU CLieHOIpaui CIeKTaKIIA,
ero Bu3yanbHOro oopasa u kounenuun («[Iposa» Bragumupa Panuesa).

Ha IIPOTVBOIIOIO)KHOM KOHII€ ITKaJ/Ibl paCIIO/IaratoTCA:

® CIIEKTAK/IV, B KOTOPBIX BepOasbHOE CBEIeHO K MUHUMYMY /MO0 He UIpaeT pellarolleil ponmn
(omepa «Tak mocrymnatoT Bce» MomapTa B moctaHoBKe xopeorpada Annsl Tepess! e Keepc-
MaKep);
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® >KaHPOBBIE MUKCTBI, OTKPBITBIE KaK CIEeHNIECKOMY, TaK V1 KOHIIEPTHOMY ¥ IIO/Ty-KOHIIEPTHOMY
VICIIO/THEHIO, B KOTOPBIX TEKCT /MO0 MIPUHINIINATIBHO He HO/DKEH ObITh MOHATEH CYIIATEIO
(mpeBHeeBperickuii Tekct B Tehillim Paiixa), m6o sBnser co6oit Habop ponem («Houb B [amm-
1y» MapTeiHOBa), m160 He TpebyeT 06s13arenbHOrO nepeoa («Cagp6a» AHbI COKOIOBUY).

Hanbonee nHTEpecHBIMY [ JaHHOJ KOH(pEpPeHLMN MIPEACTAB/IAIOTCA MIPOU3BEIECHNA U CIIeK-
takmm (Mbo MX 3HaYMMBble (PPAarMEHTHI), PACIIOATAONINECS MEXAY KpasMy LIKasbl, ¥ IPUMephI
37iecb KpaliHe pasHOOOpAa3HBl; B HIUX HATsDKEHME MEXY BepOabHbIM U HeBepOATbHBIM U IEPEXO]
OT OJJHOTO K JPYyTOMY TEMAaTU3UPYIOTCA:

® CIIEKTAK/IN, B KOTOPBIX B TEKCT MPON3BeeHNsI BKIIOYEHDI (JJOMMOTHUTETbHO) KaK BepOaIbHOE,
TakK 1 HeBepbOanbHOe (kecT) («[lumona u DHeit» B mocTaHoBke xopeorpada Camm Basnbiy);

® CIIeKTaK/Ib, I7ie BepOasbHbII TEKCT UTPaeT POjb MY3BIKATbHOTO, O0YCIaBNIMBasi CTPYKTYPY
u putM (6anet Statement Kpucran ITaiir);

e ¢unan «[nbemm 6oros» Barnepa B mocranoBke [Intepa KoHBMYHOrO, B KOTOPOM TEKCT Bar-
HEPOBCKMX PEMApOK TPAaHC/IMPYEMBIN Ha YEPHBIN 3aHABEC, NIPEICTAB/IAET eAVMHCTBEHHOE BI-
3ya/JIbHOE pelleHNe 3aK/II04NTEeTbHOV OPKECTPOBOI KYIbMMHALVIN U TaKMM 00Opa3oM Ipef-
JIaraeT mapajioKcaJbHOE pellieHNe CIOXHEIIIIEro [/ CLIeHNYeCKOro BOIUIOI e pparmeHTa:
VIMEHHO BepbajibHOe (4nTaeMoe) 3HaMeHyeT Co00il OMHYI0 obeny HeBepOarIbHOTO (C/IBIIN-
MOT0, MY3bIKa/IbHOTO);

o «Ilemepa» u «Tpu mputun» Crusa Paiixa n bepun Kopor, B KOTOpbIX mepexoy BepOaTbHOTO
(B TOM 4MCIIe MICBMEHHOTO TEKCTA) B HeBepOabHOE ¥ HA0OOPOT SAB/IAETCS LIeHTPATbHBIM XY-
JI0’KECTBEHHBIM CIOXKETOM M OCYIIECTB/IACTCS C IIOMOIIBI0 Pa3HOOOPA3HBIX U M300peTaTesb-
HBIX IIPVMEMOB.

Joknmay ommpaeTcs Ha COBpeMeHHble ucclefoBaHus B obOmactu opera studies (C.Abbate,
S.McClary, H. Lindenberger, D. Levin, H. Goebbels).
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KorantuBHas Meradopmsanys — 9TO MEXaHM3M YeTOBEYEeCKOTO MBIIIIEHNA, CBA3BIBAIOIINI
OT/ie/IbHbIE KOHIENTya/IbHble chephbl ¥ IO3BOJIAIOLINIT OPraHN30BaTh Pe3y/IbTaThl OIbITA B €UHOE
uemnoe [1; 2].

Meradopa Kak pe3ynbTaT MeTadopusanny MOXeT ObITh 3aKpeIlIeHa B A3bIKOBOI (popMe; B Ta-
KOM CJIy4ae KOHIIeNTya/lbHas 00/1acTh-VICTOYHVK 1 00/IaCTh-MUIIEeHb (PUKCUPYIOTCS B OIpefie/ieH-
HBIX S3BIKOBBIX 3HAUEHVSIX VI/VMIM CeMaHTMYeCKuX Noysax. Meradopa KOHTEKCTYaabHO 3aBUCUMA,
Yl KOHTEKCTBI YHOTpebeHns MeTadopbl OOBIYHO CBA3AHBI C ONIPEIe/IECHHBIM TUIIOM AMCKypca. AHa-
M3 PasHbIX BUIOB AVMCKYPCOB ITOKAa3bIBAET, YTO VIM IPUCYLIN CIedudecKye 0COOEHHOCTH, B TOM
YJCIIe VI C TOYKM 3PEHVsI OpTaHU3alMM CUCTeMbI MeTadop.

B paHHOM MccnefoBaHMM B KadecTBe CIIOcobOa OpraHM3aluy CUCTeMBbl MeTadop IpefjaraeTcs
MeTadopryeckoe IPOCTPAHCTBO AUCKYpPCa — YacTh CEMaHTUYECKOTO IIPOCTPAHCTBA JUCKYPCa, eN-
HOe I]e/I0€, OCHOBAHHOE Ha C/I0KHOM B3a/IMOOTHOIIEHNUY CEMAaHTUYECKMX IPOCTPAHCTB UCTOYHNIKA
VI MUIIIEHN, A TAaKXKe CEMaHTMYECKMX 00/1acTell BHYTPYU 9TUX IIPOCTPAHCTB, BO BCEM MHOXXECTBE Me-
Tadop AUCKypca.

MopgempoBaHne MeTadOpUIECKOrO MPOCTPAHCTBA AVCKYPCa IMPOBOAMIOCL HA IIpUMepe BO-
Ka/IbHO-IIEIaTOTMYeCKOT0 JIVICKypca, KOTOPBIl MIPeACTaB/sieT co00il pasHOBUIHOCTD Ilefjarormde-
CKOTO IMICKYPCa, peanu3ymolycs Ipy IpenofaBaHny BOKaa.

B pamkax maHHOTO MCCIeOBaHMS MPeACTaB/IseM YacTb MOJENN MeTadOpUIecKOro MpoCTpaH-
CTBa IMCKypca — MOJe/Nb 00/1acTI-MUIIEH) BOKa/JIbHON MeTadopbl. Mofe/nb CTPOUTCA Ha OCHOBA-
HUY BblJieNieHNus1 PpeiiMOB KaXKoi 00/1acTy U BbIJieTIEHNY CJIOTOB Kaxioro ¢gpeiima. Takum obpa-
30M, MBI [TOJTy4aeM MepapXu4eckyi OpPraHN30BaHHYI0 CTPYKTYPY 00/IacTU-MULIEH.

B pesynprate aHanmmusa obmactu-MuiieHn 6bUT0 BbifeneHo fBa ¢dpeitma: «AKYCTUMYECKUE
CBOVICTBA» u «®U3MONIOI VA IIEHVIS».

®peitm-1 «<AKYCTUYECKU/E CBOVICTBA» onmmchIiBaeT aKyCTUYeCKe XapaKTePUCTUKI 3BY-
JaHIA, OCMbIC/IeHHbIe MeTadoprdecku. Tak, 0O beKTUBHBIE aKYCTUYECKIe XapaKTePUCTUKN, TaKIe
KaK 4acTOTa KoyeOaHs, CUIa, BpeMs 3By4aHNs, CIIEKTP 3BYKa, PeaN3yITCA CI0TaMy «o0liee Kave-
CTBO 3BYKa», «CJIa 3BYKa», «TeM6p», «PperynapHOCTb BOTHbDI», «BO3OYIIHAA Cpe€a», «BbICOTA 3BYKa»,
«TEMII».

B ¢peitm-2 «DVI3VMOJIOI VA ITEHWA» obnacTu-Muiienn npeAcTaB/lIeH HAMMEHOBAHNAMY Op-
TaHOB U MeCT BOKa/IM3aIUY B X CBSI3M C pabOTOIi, ONO>KEHIEeM, COCTOSIHMEM: «paboTa opraHa/op-
TaHOB», «II0JIO’KEHNE OPraHa/OpraHOB», «COCTOSAHME OPTaHa/OPraHOBY, «OLTYIIeHle TIeBLIa».

[l71s1 XapaKTepuCcTUKM 00/TaCcTV-MUIIEHY HeOOXOAMMO OTIpeieNINTh COOTHOLIEHNE CITOTOB (peii-
ma-1 «<AKYCTUYECKNE CBOVCTBA» co cnotamn ¢peitma-2 obmactu-mumenn «OV3VOO-
'V TIEHVISI». Pe3ynbraThl OfCYETOB YaCTOTBI COYETAHNII CTIOTOB IIPEACTAB/IEHBI B TAOMLIE.

Pa6boma svinonnena npu nodoepsxcke epanma PHP 21-18-00429 «KoenumusHvle mexaHusmot 06pabomxu
MYZIoMUMOOANLHOT UHPOPMAUUU: MUN TMEKCMA U TUN PEUUNUEHINAY.
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YacToTa coueTtaHun cnotos ppenma-1 «<AKYCTUHECKUE CBOVCTBA» n dppeiima-2 «OU3NOJOTNA NEHNA», abe.

Cnotsl pperima-2 T
Cnots! ppeiima-1 Pa6ora ITonox. Cocr. Omrymenne e
OpraHoB OpraHoB OpraHoB neBIa
Temb6p 24 58 2 21 13
O611ee Ka4ecTBO 3BYKa 21 11 6 - 26
BospymHas cpena 17 22 3 - 1
Bricora 3Byka 7 2 3 - 25
Cua 3ByKa 16 3 - - 4
Temm 14 - - - 4
PerynsapHocTb BO/IHbBI 15 - - - 1
Hert coderanna 56 48 35 2 -

TaxuMm 06pazom, 06/1acThb-MUILIEHb BOKa/IbHOM MeTaOphl pelipe3eHTUPYeT MeHMe KaK aKyCTH-
KO-(U3MONMOTMYeCKUII TIPOLeCC ¥ COOTBETCTBYET I[e/IIM BOKA/IbHO-IENArOrMIecKoro AMCKypca —
(bU3NONOTMYHOCTY NIeHNsT TPV KOOPAVHALMY PabOThl OPraHOB BOKAJIBHOTO almapara u Hambosee
IIOIHOMY PacKpBITHIO BO3MOXKHOCTeI 3By4aHuA rojgoca. COOTHOLIEHNS CIOTOB (ppeiiMoB obmacTu-
MMIIEHY TI03BOJIAIOT IIepefaTh B3aMOCBA3b aKyCTUYECKUX M (PU3MOTOTMYECKNX XapaKTepUCTUK,
a OTCYTCTBUE COOTHOLIEHNUI — Pa3feNnThb 3TU cepbl.

Cnucok nutepaTypbl

1. Jlakogp . YKeHIMHBI, OTOHD 1 OIacHBIe Bely: UTo KaTeropuim s3bIKa TOBOPSIT HaM O MBIIITIEHUN. M.:
S3pIKy cmaBAHCKON KynbTypbl, 2004. 792 c.

2. Fauconnier G., Turner M. The Way We Think: Conceptual Blending and the Mind’s Hidden Complexities.
New York: Basic Books, 2002. 320 p.
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)XXECT U C/10BO B TAHLEBA/IbHOM CMNEKTAK/IE
(HA NMPUMEPAX CMEKTAKNEW: «CBAAEEKA» EPOHUCABBI HUXXHCKOWA
N «OP®EA N 3BPUAMKA» MUHBI BAYLL)

EneHa lozopenosa
CaHkm-lTemep6ypackuli 2ocydapcmeeHHsIl yHUgepcumem, Poccus

Mys3bIKa/IbHBIII T€aTp ABAAETCA NPOCTPAHCTBOM CHMHTE3a TPeX KOMMYHUKAIIMOHHBIX CUCTEM —
BepOaIbHOIL, YXECTOBOJ U MY3BIKaJIbHON. DTO IPOCTPAHCTBO CTAHOBUTCS JTabopaTopuert [yist usyde-
HIIS1 0COOEHHOCTeNT B3aMOJIe/ICTBYIS HA3BAaHHBIX CHCTEM U X BOCTIPUATIHAL.

B mokmaze aBTOp paccMaTpuBaeT /iBa TaHIEBAJbHBIX CIIEKTAK/IA, MY3bIKa KOTOPBIX COIEPXKUT
IIPOM3HOCKMOE C/I0BO: 6ajneT «CBaeOka» B mocTaHOBKe bponycnasel HiknHckoit Ha My3bIKy Vro-
ps1 CTpaBUHCKOro (aBTOPCKUII KaHpP OFHOMMEHHOTO IIPOU3BeNeHNUA — PYCCKIe Xopeorpadudeckue
CLIEHBI C MY3BIKOJI I IleHMeM) 1 TaHI-omepy «Opdeit u Ispuanka» [Inner baym Ha Mys3sIKy offHO-
uMeHHoi1 onepsl Kpucroda Buwumo6banepa Iimoka.

«Cpage6xa» Vropa CTpaBMHCKOTO — IIpOM3BeeHe /I YeThIPEX MeBI0B, XOPa, YeThIPEX (op-
TENMAHO U yAapHbIX. KOMIIO3UTOP MCIIONb3yeT Ye10BeYeCKUIl TOJI0C B TOM YMCIIe KaK OPKECTPOBYIO
KPAacKy, JOTIOTTHUTEIbHBII TeMOp. Pa3po3HeHHbIe TEKCTOBbIE CETMEHTHI, CIUIAB/ICHHbIE BHEIIIHE HeJlO-
TUYHO, TIepefatoT 0Ol XapaKTep [IeJICTBNUA, a TAK)XXe YTOYHAIT MeCTO, BpeMs 1 00pa3 IOBEeCTBO-
BaHus. B xopeorpadun Hrxnuckoit mnactuaeckuit sa3bik comuctoB (Heectsl, JKennxa, nux marepeit
¥ OTIIOB) IIOCTPOEH Ha OTAHI[OBAHHOI TAHTOMMMe, OOJIBIIYIO PO/Ib UTPAIOT XKeCThl. OCHOBHOIT TaH-
IleBa/IbHBII MaTepuasl OTAaH KopaebaseTy, CONMMUCTHI IIOYTY He TaHIYIT. PasBepHyTasA maHTOMMMa
B XOpeorpaduu coNMCTOB OTBEYALT 32 NEVICTBEHHOE Pa3BUTIIE CIOXKEeTa.

B ranu-omnepe (aBropckoe onpenenenye >xanpa) IInnsr baym «Opdeit u OBpuanka» naHTOMNMa
U TaHell CIUIABJIAIOTCA B €IMHYI0 XOpeorpaduiecKyio CTPYKTYPY M CTAaHOBATCA HEOTHENNMbI IPYT
oT fipyra. PasBuTme fpamMaTyprum pemaercs YUCTO TaHILEBA/IbHBIMU CpeficTBaMu. sKecT Tenepp He
TOJIBKO YaCTh MAHTOMUMBI (M30/IMPOBAHHOTO XOpeorpadu4ecKoro TeKCTa co crenyduieckoi Kopm-
¢duxkanmeit). B Tann-onepe bayur ctpeMuTcs K CHTe3y >KecTa 1 TaHII, Tak >ke Kak [JIIok cTpeMuics
K CMHTE3y C/I0Ba ¥ MY3bIKM B OJHOMMEHHOI OIepe.

JIutepatypbl o «Cpagebke» CrpaBuHCKOro-HIDKMHCKO HamyucaHO MHOTO, B TOM 4NUC/Ie Ha
pycckoM s3bike [1-5]. OCHOBHOI aKI[eHT B 3TUX paboTax menaeTcs, KaK IPaBIUIO, HA aHA/IM3E XO-
peorpaduyeckoro s3bIka. Pexxe BcTpeyaeTcss aHaMN3 CBA3YM XOPeorpaduveckoro ¥ My3bIKaTbHOTO
meiicTBUIL. B [oK/Iazie aBTOp pacCMaTpMBaeT CIIEKTAK/Ib C HOBOTO paKypca: B3alIMOZECTBIA JKeCTa,
C/IOBa ¥ MY3bIKI.

TBopuectBo IInHbI baynr xopoo nsy4yeHo 3a py6e>KoM, HO Ha PYCCKOM A3bIKE HEeT ITOTHOLICH-
HBIX JMCCTIeOBaHuUII ee pabor. baym paboTaer Ha CThIKe XaHPOB, M300peTas HOBbIE (TaHII-TeaTp,
TaHII-Ollepa), pacliupsieT IpaHuIibl GopMbl. AHaIN3 ee paboT HO/DKEH ObITh TAKMM K€ MHOTOTpaH-
HBIM, BK/II0YaTh HECKOIbKO PaKypPCOB I YYMTbIBaTh BCe KOMIIOHEHTBI CIIEKTaK/IA. B mokmane mpepia-
raeTcs OfVH 13 BO3MOXKHBIX PAKypPCOB aHa/IN3a: IPVHIUII B3aMMOJEIICTBIA A3bIKA, My3bIKa I )KeCTa
B TaHI-Tearpe [Innapl baymr.

ABTOD IOK/Iafla aHATM3NPYeT CMBIC/IOBBIE C/ION, BOSHMKAOIINE B OHOMOMEHTHOM BOCIPUATUM
XKeCTa, C7I0Ba U MY3BIKIM; HAOTIOfAeT 3a CBA3BI0 MEX/y CHMBOJIMKOJ >KecTa B TPy 6aeTHOTO
TeaTpa 1 B TaHI-Tearpe [Tuubl baynr. ABTOp cpaBHMBaeT MeXaHMU3MbI pabOThI MY3bIKa/IbHOTO TeaTpa
C TpeMs cucTeMaMi (SI3bIK — MY3bIKa — JKeCT) Ha IIpMMepe CIEeKTaK/Iel IByX XopeorpadoB pasHbIX
3MO0X ¥ 3CTETUYECKNX MapafiuTM, OTCIeXMBasA KaueCTBEHHOE MI3MEHEHe PO/ JKeCTa B CBA3M C U3-
MEHEHMEM POJIN C/IOBA B IIPOU3BEEHNUI.

Cnucok nuTepaTtypsl

1. Hobposonvckas I Taneu. [Tanromnma. baner. JI.: VickycctBo, 1975. 123 c.

2. Ipwsynosa O. Xopeorpaduyeckue nHTepuperanyy 6anetos Vrops CTpaBMHCKOTO «PYCCKOTO IIEPUOAa»:
aBToped. mucC. ... KaHA. MCKyccTB. Hayk: 17.00.09. Caparos, 2016. 27 c.
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PASMETKA TAJA B KOPMYCE KNIE3SMEPCKOW MY3bIKIA

Wnesa Baadumuposuy CalimaHos

HayuoHaneHeIl uccnedosamensckuli yHugepcumem
«Bbicwas wkona s3koHoMmuku», Mocksa, Poccus

Cogpba ApmembesHa Bnacoea

B moxnmazie OynyT omucaHbl IpoOIEeMBI U 3aja4)t BO3HUKAIOLIVE IIPY pa3MeTKe jTlajia B KopIyce
eBpilecKoli cBaieOHO (K/1e3MepCKOIT) MY3bIKIL.

ITocranoBKa mpo6emsl. [IoHATHE Tafja He CTPOTO OIpefie/IeHO JakKe B aKaleMIYeCKOl My3bIKe.
Jl71s1 eBpeiickoit (aIKeHHA3CKOIT) HAPOIHOI MY3bIKY JIe/TaI0Ch HECKOIBKO MOIBITOK ONMCATh CTPYK-
TYPY CyLIeCTBYIOIIVIX JIa[IOB, HU OJHA VI3 HUX He AB/IAeTCA o0lienpusHanHoil. Kpome Toro, B mpaxTu-
Ke pa3MeTKM BO3HUKAIOT OT/Ie/IbHbIE TPYJHOCTH, CBA3aHHbIE C T€M, YTO JIa/ibl 3TU He ONpee/IAI0TCA
OJIHO3HAYHO 3BYKOPAAOM 1 ycToeM. Oco60 MHTEpeCHO 37ieCh OTMETUTb METATEeKCTOBYIO IIPUPOIY
JIAJIOBOM CUCTEMbI EBPENICKOI HAPOJHON MY3bIKIA.

0630p mureparypbl. Knaccudeckoit paboroit, 3anoxyBileil pyHAaMeHT JalbHENIINX MCCre-
JOBaHUI eBPeVICKON TPaJUIIOHHOI MY3BIKM sBJsieTcs Tpyxn Abpaxama 1]su Vpenbcona [1]. ITo3-
e, MOJIa/IbHYIO CTPYKTYPY PeIUIVO3HON MY3bIKY eBpeeB-allkeHa30B aHam3uposan E. Werner [2].
B pa6ore EBrennn XasnaH [3] onycaHbl MHOTVE U3 CTIOKHOCTE Ha ITYTY IIPAKTUYIECKOTO OIpefiere-
HIIS /Tafla KOHKpeTHOTO pousBenenys. Hanbosee 6/113Ko0it K IpaKTHUYeCKOT 3a/jade pasMeTKU sABJIs-
eTcst HeonyOmkoBaHHas1 pabora [Ixonrya Toposuiia [4].

Mertoponorus. ABTOPbI IPOBOAAT 0030p CYIIECTBYIOIINX /Ia/OBBIX KJIACCUPUKAIIVIL eBPeVICKO
(aIIKeHa3CKOIT) MY3BIKI 11 0003HAYAIOT 3aJ1a4l IPAKTUIECKOI pa3MeTKI COOTBETCTBYIOIIETO KOPITY-
ca — PYYHOI1, B IIEPCIEKTIBE, aBTOMATN4eCcKoil. Ha KOHKpeTHBIX IpyMepax pa3dMparoTcs HOCTOVH-
CTBa VI HEOCTATKY CYIIECTBYIOLINX CUCTEM KIAacCU(PUKALUY U VX IIPUTOJHOCTD [T IPAKTUIECKOI
3a/lauy pasMETKIL.

Cnucok nutepaTypbl

Idelsohn A. Z. Jewish Music in its Historical Development. New York: Henry Holt and Company, 1929.

2. Werner E. A Voice Still Heard: The Sacred Songs of the Ashkenazic Jews. The Pennsilvania State University
Press and London, 1976.

3. Horowitz . The Klezmer Freygish Shteyger: Mode, Sub-mode and Modal Progression: manuscript, 1993.

4. Xasoau E. MopanbHble OCHOBBI UVIICKOTO (ornbkaopa // EBperickas TpaguionHas My3bika B Bocrou-
Hoit Espore / mop pen. H. C. Crenanckoit. MuHck, 2006.
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CNOCOBHOCTN CEHCOMOTOPHOTI'O YPOBHHA
KAK AONYCK B AA3bIK 1 MY3bIKY

Onvea bopucosHa Cu3zosa

Mcuxonozo-nedazozuyeckuli yeHmp coyuaneHol adanmayuu demeli ¢ THP,
CaHkm-lTemepbype, Poccus
osizova@yandex.ru

Vcnonb3oBaHye s3bIKa, OCHOBAaHHOE Ha IIOHVMAHVM U IPOAYLVIPOBAHMUYU PEUM, KaK M MY3bI-
Ka/IbHOe TBOPYECTBO, IIpefycMaTpyBalolliee TOYHOE BOCIPUATIE U BOCIPOM3BEHEHNE METOINIL,
IpebABIAIT TPeOOBAHMSI He TOTIBKO K BBICIIVM KOTHUTUBHBIM (PYHKIMSM, HO 1 K IIPOLeccaM CeH-
COMOTOPHOTO YPOBH;I, QYHKI[MAM BOCIIPUSATHSL I MOTOPHOIT peann3aryi.

B mccnenoBaHuy 1okasaHo, 4TO CTPATETV OCBOSHNUA A3bIKA ONPENeNATCA COCTOSHIEM KITHe-
TUYECKOJ VI COMAaTOCEHCOPHOI KOpBI: KOHUIypamys (yHKIVMOHATBHOIO IpeobIaanusa U He-
JOCTATOYHOCTM 3TUX 30H OIpefe/AIoT (GOPMIPOBAHME aHAIUTIYECKON VIV CUHTETNYeCKOI/X0mm-
CTUYECKOI! SI3BIKOBBIX CTpareruit, JuddepeHnnpyeMbIx Kak Ha MOTOPHO-apPTUKY/IALVIOHHOM, TaK
¥ Ha CMBOJINYECKOM, SI3BIKOBOM YPOBHAX. OCOOEHHOCTY apTUKY/ISALNH, CBSI3aHHbIE C HEJOCTATOY-
HOCTDBIO KMHETMYECKOI KOPBI, TPeoOIafaloT y IpefcTaBuTeNell aHaTUTUIeCKOil cTparernn (nanee
AC) (p < 0,1), obycnoBneHHble AUCPYHKIVEN COMaTOCEHCOPHOI KOPBI — Y IPeACTaBUTeNell CYH-
tetudeckoit crparervn (ganee CC) (p < 0,1). TpymHOCTY apTUKY/IALMOHHOTO IepeK/ITI0YeHNs TIpU
KUHETNYeCKOM AMCPYHKIMM BeAYT K OTPAHMYEHVAM KOMYEeCTBA MOC/IENOBATEIBHO Peann3yeMbIX
apTUKYJIeM, 4TO IPUBOANT K IIpo6eMaM B Mopdonornyu (B cuIy mpormycka ¢rekcnit) u CMHTaKCuce
(pu mepexope oT rosopas K AByC/IOBHBIM BbICKasbiBaHMsAM) y feteit AC. [TucdyHKumst comaToceH-
copHoit Kops! y geteit CC BefieT K apTUKY/ISALMOHHOI HECTAOMIBHOCTH SI3bIKOBBIX eVHUL] U TPY/-
HOCTSAM YCTQHOBJIEHM CBA3EI MEX/Ty 3ByJaHIEM VI 3HaYEHEM JIeKCeM. YCIIEIITHOCTD A3bIKOBBIX IIPO-
I1eCCOB B3aMIMOCBA3aHA C ITOKa3aTe/AMM (PYyHKLMOHMPOBAHMA COMaTOCEHCOPHOI KOPBI I JieTell
CC (p < 0,05), xkmreTndeckoit kopsl — mys gereit AC (p < 0,01). C gpyroit CTOPOHBI, A3BIKOBAs CTpa-
Terus BAMseT Ha popMupoBaHye KOTHUTUBHBIX QyHKIMit. Onupasch Ha QYHKIUU COMAaTOCEHCOP-
HOJI KOPBI, 06006111at0111elt ¥ XpaHsIIeil JaHHbIe apTUKY/LILIVIOHHOTO ombiTa, HocuTenu AC CKIOHHBI
K 000011[eHNsIM, B TOM YMC/Ie TPAMMATUYeCKIM, U K UCIIONIb30BAHNUIO 3apMKCHPOBAHHBIX B IIAMATH
aJITOPUTMOB JIeSATeIbHOCTH, TIOJTy9€HHBIX 13 aBTOPUTETHBIX McTouHMKOB. Hocuremu CC, onmpasch
Ha OIIBIT CAMOCTOSITE/IbHOTO IIPOrPaMMIPOBAaH MOTOPHBIX JEICTBMIL, 0OecrieunBaeMblil KMHETH -
4eCKOJ KOPOJI, YCIIEIIHBI B CAMOCTOATEIBHOM IIPUHATUY PeIeHNI PV IPOrpaMMIPOBAaHNY BBICKA-
3bIBaHNA U IIOBEJeHVs, HO OTCTAIOT B Pa3BUTUM KaTeropyusauyiu 1 06001eHus.

Hanudame npryamMHHO-C/IEACTBEHHBIX CBsI3ell MeXAY QyHKLMIMU CEHCOMOTOPHOTO YPOBHS I KOT-
HUTUBHBIMU CTPATETMAMY 00BSACHNMO B TepMuHax 3¢ dexTa bongynna u npeaganraunn.

Croco6HOCTH K TOHKOMY 1 IyippepeHIIpOBaHHOMY YIIPaB/IeHIIO apTUKY/IALIEI ABVINCH IIpe-
afjanTanueit, CTaBlIel «MUIIEHbI0 0TOOpa» MOCIe BOSHUKHOBEHNS I [I0 Mepe Pa3BUTHS A3bIKa, XOTs
IO IIOSIBJICHUS Pe4eBOil KOMMYHMKALIMY 9TV CIIOCOOHOCTY 9BOIOLVIOHHOTO 3HAYEHMs, BEPOATHO,
He MMen. B cBOI0 o4epesb, HOCUTENN M30LPEHHBIX APTUKY/IALMOHHBIX CIOCOOHOCTEl I3MEHWIN
OKPY’KAIOLIYIO CPey, CO3/jaB BUJOCIENPNIECKYI0 «KOTHUTUBHYIO HUILIY», IPUCIIOCO0IeHNE K KO-
TOPOJ HEBO3MOXKHO 6€3 CEHCOMOTOPHBIX CIIOCOOHOCTEN, 06eCIeYNBAIOIINX PEYEBYIO IEATETbHOCTb.
[TosToMy 6GONBIINHCTBO COBPEMEHHBIX JTOfieil 00/I1ajjaeT JOCTAaTOYHBIM IS pealu3alyyl pedeBoi
[esATeIbHOCTY YPOBHEM KOPKOBOTO O0ecIiedeH s apTUKYJIALNM, @ HeTOCTaTOYHOCTD 9TOTO YPOBHS
ABJISIETCS] OTK/IOHEHMEM OT HOPMBI U NIPUCYTCTBYeT B CTPYKType SLI, HecMOTpsl Ha yTBep>KAeHMs
0 BO3MOXKHOCT! He[JOPAa3BUTHA JINIIb CUMBOIMYECKOTO A3BIKOBOTO MopyiA. CriefoBaTenbHO, Gop-
MUPOBaHMe SI3bIKOBOI CIIOCOOHOCTY TOApa3yMeBaeT IPUIMHHO—CIECTBEHHYIO CBsI3b MEX/y CeH-
COMOTOPHBIM ¥ CMBOJIMYECKIM YPOBHEM ee (pyHKIMOHMPOBAHMS, U JOCTATOYHBII YPOBEHb apTH-
KY/IAIMIOHHBIX CIOCOOHOCTelT — He0OXOIMOe YC/IOBYE OCBOEHMA A3bIKa. BocripysATHe ¥ BOCIIpous3-
BeJleHVe MY3bIKI TaKXXe TPeOyI0T M30LIPEeHHbIX CIIOCOOHOCTEI CEHCOMOTOPHOTO YPOBHS, KOTOPBIE,
OffHAaKO, HUKOI/Ja He OBUIN «MIIIEHBI0 0TOOPa», MOCKOIBKY MX OTCYTCTBUE HEe MellaeT afalTaliiy
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B COLIMIYMe U He ABJIsAeTcs naronoryeir. Ho Hammame Takux criocoOHOCTeN IepefaeTcs, BepOsATHO, Ha
T€HETNYECKOM YPOBHE, O YEM CBUJETENBCTBYIOT IIPMMEPDI CEMEN MY3bIKaHTOB.

VTaK, A3BIK ¥ My3bIKa alle/UIMPYIOT B CBOEI peanyusalyy K BecbMa CreluduyeckuM QyHKIV-
SIM CEHCOMOTOPHOTO YPOBHs, Ha/M4ye KOTOPBIX BOCTPEOOBAHO JINIIb B BUAOCIELIPUIECKON IS
Je/loBeKa KOTHUTUBHOI Huire. OZHAKO apTUKY/IALMOHHOE obeclieyeHye pedn — HeoOXommmoe
yC/IOBME afalTaliuyl B 3TOJ HMUIIE U SABJACTCS, BEPOSATHO, «MUIIEHbIO OTOOpa», a CECHCOMOTOPHBIE
CIIOCOOHOCTY MY3BIKAaHTOB OCTAIOTCS CIIeIM(PUIECKIIMM, HO He HeOOXOAVMMBIMY CBOJICTBAMM Opra-
HJ3Ma, KOTOPBIMIY, BO3MOXXHO, OBUIN 11 M3OLIPEHHBIE CIIOCOOHOCTY K YIPABIEHNIO apTUKY/IALMEN
0 BOSHMKHOBEHUA sA3bIKa. Torga cymecTBoBaHme MCKyccTBa 0asupyeTcs Ha TAKOM YPOBHE pasBI-
TVS1 OIIPefie/IeHHBIX CEHCOMOTOPHBIX CIIOCOOHOCTEN, KOTOPBIiL IIPEBbILIaeT CPELHNUII YPOBEHb, 00e-
CrleunBalomnit 6a3oByI0 afjalTaIlIo, HO BOCTPeOOBaH M/ MOAIePKAHUA CO3/JaHHOI YeNTOBEeYeCKIM
BUIOM 9KOJIOTMYECKOJ HUIINM — aHTPOIOKOCMA, VI HOOC(epBhI.
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MOCTPOEHWE PEHEBOI'O KOPIMYCA AN NCCNEAOBAHNA
AKYCTUYECKWUX XAPAKTEPUCTUK NPOHNI

Masen A. CkpenuH, YnesHa E. Kouemkosa, Bepa B. Eedokumosa,
TamesaHa B. Yykaeea, Aapes 4. Hoeocénoea
CaHkm-TTemepbypackuli 2ocydapcmeeHHsbIl yHU8epcumem, Poccus

B Hacrosiiiee BpeMsi OHMM U3 BaXKHBIX ¥ IIPY 9TOM MasIo M3YYEHHBIX aClIEKTOB PEYEeBOTrO I10-
BeJIeHIs SIB/ISIETCSI BBIPKEHME UPOHNH C TIOMOIIbI0 OHETUIECKIX CPefCTB. AKTYabHOCTD MCCIIe-
[OBaHMS I HEOOXOAMMOCTD IIOCTPOEHMS CIIEI[MaIbBHOTO PeYeBOro KOpIIyca Ha MaTepuase pyccKoro
s13bIKa 00YCTIOB/IEHBI 3aJauaMy, C KOTOPBIMM CTA/TKMBAIOTCS Pa3pabOTUNKIL COBPEMEHHBIX CHCTEM
VICKYCCTBEHHOTO MHTE/IEKTA, B YaCTHOCTY, AMAIOTOBBIX CUCTEM «4elI0BeK — MalyHa». OTHOIIeHue
TOBOPSIIETO K COIEePKaHMIO BBICKa3bIBAHIs, BBIPXKEHVIEe IM COMHEHVISI I POHVM JIO CUX HOP IIpef-
CTaBJIAIOT 0COOYIO CIOXKHOCTD I aBTOMATUYeCKOTO PACIIO3HABaHMA.

HecmoTps Ha pasHOOOpasie MOAXONOB K ONpefeNeH N0 NPOHNH, Mbl MCXOAUM 13 MOHMMAaHUS
VIPOHUM KaK aHTU(pasuca, Ipy KOTOPOM IIPOMCXOAUT MHTOHALMOHHOE OTPUIIAHNE TeKCUIECKOTO
3HaveHus1. HempaBuipHas MHTepIIpeTanus BHICKa3bIBAaHMs C aHTU(PA3COM MOXKET IPUBECTH K 3a-
METHOMY CHIVDKEHUIO 9P PEeKTUBHOCTY KOMMYHUKAIIVMN B L[ETIOM.

Ha paHHBII MOMEHT OTCYTCTBYeT JICYEpPIIBIBAIOLee OIMCAaHNe aKyCTUYECKUX XapaKTepUCTUK
VIPOHMM KaK JyIsI PYCCKOTO, TaK M I APYTUX sA3BIKOB. KpoMe TOro, B OTe4eCTBEHHON MuTeparype
boHeTHYeCKUM TapaMeTpaM yHe/IsSeTCs MeHbIlle BHUMAHIS, HEXeIM JeKCUYeCKNUM, rpaMMaTnye-
CKJM U CMHTAKCUYeCKMM CIIoco6aM BbIpakeHVst upoHun. [Tpy 9ToM He0OXOMIMO OTMETUTD PSfL pa-
60T, KOTOpbIE COfEPIKAT IIPYMePbI MHTOHALIIOHHOTO 0(OPM/IEHNSI MPOHNM MIIU CapKa3Ma B PyCCKOM
A3BIKE VIV OIVCBIBAIOT JIEKCVIKO-TPaMMaTUYecKyie CPefCTBa, Nlepefalolyie B COYeTaHUN C OIpefe-
JICHHOJI MHTOHAIVIel OTpUIIAHMe UCXOJHOro 3HadeHus [1-3]. IlpuBeneHHble B HUX JaHHBIE ObUIN
y4ITEHBI HaMM IIpyU pa3paboTKe METOHOIOTUY IIOCTPOEHMsI PEYeBOr0 KOpIyca, HeOOXOAMMOro /I
[eTa/IbHOTO M3YYeHNMsI aKYCTUIECKIX XapaKTePUCTUK VPOHU.

[TepBast yacTh Kopryca Oblla cO3laHa Ha MaTepuaje CYLIeCTBYIOWINX ayANo- U BUICO3AIINCENL.
B Hee Bouutu ¢pparMeHTHI U3 ayAVOKHNUT ¥ PAAMOIOCTAHOBOK, B TOM YNC/Ie U3 ayAMOCIIEKTaKIIelt,
IIpe[iCTAaB/IeHHBIX Ha caiiTe apxuBa [ocrenepannodoHnsia, a Taxxe U3 GUIbMOB, CepUajIOB U PasHoO-
06pasHbIX TeTIeBU3MOHHBIX Ilepefad Ha pyccKoM s3bike. [TapaienbHo ¢ aTuM 6blIa IpoBefieHa pa-
60Ta 110 0T6OPY OTPHIBKOB 13 XYHLOXKECTBEHHOI ¥ MYOIMUIMCTUYECKOI TUTEPATYPBI, COTEPIKAILIX
peMapKu WM Apyrue yKasaHus Ha Ha/lu4due MPOHMN. AHANIN3 IepedNC/IeHHBIX Bbllie pparMeHToB
II03BOJINJI CAEIaTh BBIBOJ, O Hauboee YaCTOTHBIX IHTOHAIIIOHHBIX KOHCTPYKIVSAX, B KOTOPBIX BO3-
HMKaeT VIPOHVSI, O HEKOTOPBIX 0COOEHHOCTSIX Iepefaun NPOHNH PO ecCHOHaTbHBIMYU aKTepaMu
Y YTellaMy, a TAaKXe O JIEKCMYeCKMX, IPaMMATUYeCKX U CUHTAKCUYECKMX CPEeICTBAX BBIPAKEHMS
uponnu. Kpome Toro, B BujeopparmMenTax OblI CfielaH aHaIM3 MUMUKI Y )KeCTUKYISLNN, KOTOpbIe
COIIYTCTBOBA/IM IPOSIB/IEHMSIM MPOHNUY HAa aKYCTUYECKOM YPOBHe.

Ha ocHoBaHMM IPOBEfIeHHOTrO aHajM3a ObII COCTAB/IEHBI CIIelaIbHble TEKCTHI, a TAKXKe KO-
POTKIe AMasIory, MpeIo/araliye peaaisalnio MPOHN B BBICKa3bIBAHNUAX Pas/INYHbIX KOMMYHU-
KaTMBHBIX TUIIOB. [[JaHHBIE TEKCTHI 1 AUAJIOTY BK/IIOYAIN B ce6s Kak (pasbl ¢ TeKCUIECKUMI U APY-
TUMM MapKepaMy MPOHUM, Tak 1 (ppaspl 6e3 MapkepoB, MHTepIpeTalysi KOTOPBIX OIpeensach
OOILIVIM CMBICTIOM BBICKasbIBaHVs. KpoMe TOrO, /I MONTy4eH)si OMOHVMMYHBIX HEMTPATbHBIX BbI-
CKa3bIBaHWII Ile/IeBble OTPBIBKM OBIIM IIOCTABI€HBI B KOHTEKCTDI, YKa3bIBAIOIIMII HA OTCYTCTBUE
upoHun. Vcnonp3oBaHme MOJOOHOr0 MaTep1asa I03BOJI/IO JUKTOPAM «BOVITY B POJIb» U obecrie-
9M/I0 MAaKCUMAJIBHO €CTECTBEHHYIO PEaKINio Ha MPEJIOKEHHYI0 CUTYaIio. JTO, B CBOIO OYeperb,
CII0OCOOCTBOBAJIO MOTYYEHNIO OOBEKTUBHBIX JAHHBIX O (PYHKIMOHMPOBaHMM (POHETIYECKIX XapaK-
TEPUCTYK MPOHMM, @ TAKKE COITY TCTBYIOIIMX MM ITAPA/TMHTBUCTUYECKIX SIBJICHMI, B YACTHOCTY, MU~
MVIKU U KECTOB.

Jannoe uccnedosanue nodoepicaro epanmom POPI Ne 20-012-00552.
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JlaHHbBIT MaTepuas ObUI IPEACTAaB/IECH /I YTEHMA 55 IMKTOpaM — HOCUTE/IAM PYCCKOTO HOpMa-
TUBHOTO NpousHoIeHus (31 >keHuHe U 24 My)XUMHaM), He SIBJIIOIIMCS PO ecCuoHaTbHbBIMA
aKTepaMy WIM OMKTOpaMM. 3aluch IPOBOAVIIACH B 3BYKOM30/IMPOBAHHOI KabyHe Ha mpodeccro-
HaJIbHOM 000PYIZOBaHMM C UCIIOIb30BaHMEM NPOdeccroHaIbHOI IPOrpaMMbl MHOTOKAaHA/IbHOI 3a-
nucu Nuendo, ayauonnrepdeitca Motu Travaler u muxpodonnoit rapantypst AKG HSC 271. On-
HOBPEMEHHO C ayf[M03aNChi0 IPOM3BOANIACH 3alMCh Ha Bufjeokamepy Sony Handycam FDR-AX
700 ¢ BBICOKOJI YaCTOTOM KaZpOB I NaTbHENIIeN CMHXPOHM3ALMN ayIi0- ¥ BUIEOPsA/ia M aHaIu3a
COOTHOUIEHN aKyCTUYECKMX XapaKTEPUCTUK VPOHUM C MUMUKOI U >KeCTaMy ToBopsmero. Takum
06pa3oM OblTa OTy4eHa BTOpast 4acTh KOPITyca, II03BOJIAIONIAst IIPOBefieH e IOIapHOTO CPaBHEHIS
VIPOHMYHBIX I HEITPA/IbHBIX BbICKA3bIBAaHMII HA UJEHTMYHOM MaTepuasle.

[l IpOBepKyM IOMTy4eHHOTO KopIyca 1abopaTopHO peun ObLIM IMPOBEHEHB! IepLelNTUBHbIE
9KCIIEPUMEHTBI, B KOTOPbIX OMOHVMIYHBIE IPOHVMYHBIE VI HEVPOHWYHBIE Iie/IeBble PparMeHThI, BbI-
pe3aHHbIe U3 KOHTEKCTa M JIMIIEHHBIe JIEKCMYECKMX MapKepoB, ObUIM IIPeNCTaBICHBl ayfUTOpPaM
VIS IPOCTYIIMBAHNA B CIy4aifHOM Hopsake. IIpy aToM Lienb skcrepuMeHTa Oblla 3aMacK/MPOBaHa;
YYaCTHMKM JOJDKHBI ObII COOTHECTM 3Bydalye pparMeHThl C OHUM U3 NPEIIOKEeHHBIX KOHTEK-
CTOB (MPOHMYHBIM VM/IV HEMTPa/TbHBIM), ONMPASACDh JMIIb HA aKyCTUYECKIe XapaKTepUCTUKN (par-
MeHTa. OK0/10 70 % BBICKA3bIBaHUI ObIIV IIPABM/IbHO OLIEHEHbI OOJIBIINHCTBOM ayAuTOpOB (6ortee
85% ayguTopoB). AKYCTMYECKMIT aHA/IN3 IPAaBUIbHO PACIIO3HAHHBIX BBICKA3bIBAaHWII ITOKa3al Ha-
4ye MeNTOANYECKNX, NMHAMUYECKUX U TEMIIOPA/IbHBIX OTINYMIL UPOHNYECKMX BbICKa3bIBAHUI OT
HelTpanbHbIX [4; 5]. [Tory4eHHbIe pe3y/IbTaThl IPOAEMOHCTPUPOBaIN 3P PEeKTUBHOCTD BEIOPAHHOI
MEeTOIOJIOTMY IIOCTPOEHN A KOPITyca 11 pa3paboTaHHOI HaMV METOVIKI IIPOBEJEeHNS MepLelI TUBHBIX
9KCIIEPMMEHTOB, B KOTOPBIX ayINTOPCKasA OLeHKA He CBA3aHa C MHAMBUAYATbHOV MHTEPIIpETaLNEN
NOHATHUA «MPOHUA». B manpHelIIeM ITAHNPYeTCs paciIpeHne 006enx JacTell KOpIyca; UCCIe[oBa-
HJl€ UHTOHAIMIOHHBIX XapaKTePUCTUK BbICKa3bIBaHMA, a TAK)Ke )KECTOB U MMMMKM He TOIbKO BHYTpU
11e/IeBOTO parMeHTa, HO U 32 €T0 IIpefie/iaMif; KpoMe TOTO, IVTAHMPYeTCA IPOBeieHIe Cepyy IepIie-
TYBHBIX 9KCIIEPUMEHTOB, B KOTOPBIX ay/IN03aIVCh V1 BUAEOPSZ OyAyT IIpefCcTaB/IeHbI KaK BMECTe, TaK
VI pas3feNbHO [ U3Y4eHVs UX QPYHKIMOHATBHON HAarPy3KIL.
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Hamra 1je1p — HOMCK YHMBEPCAIBHBIX Pa3/INuMil MEXAY CTMXOM M IIPO30J M 0ObsACHEHMe UX
CYTH, TO €CTb TOTO, KaK OHV BIMSIOT Ha 00pabOTKy TeKCTa U, COOTBETCTBEHHO, 3a4eM OHY HY>KHBI.

K HacrosmieMy MOMEHTY HaMy TIO/Ty4€H Le/IbIil PAM CTATUCTUYECKM 3HAYMMBIX Pe3y/IbTaTOB 110
YCTOMYMBBIM TMHIBYCTUYECKMM Pa3InN4MsAM CTUXA U IIPO3bI B Pa3HBIX A3BIKAX, B paMKaX pa3HbIX I1e-
PMOJIOB, MNUTEPATYPHBIX HAIIPAB/ICHNIT, MHAVBUAYAIbHBIX CTHIell. HabmromaeTca ycToImMBoI poCT
COYMHEHM B CTUXe 10 CPAaBHEHMIO C IIPO3071 (BO BCeX ITOKA MIPOAHATM3MPOBAHHBIX PYCCKUX, PpaH-
11Y3CKIX, MICIIAHCKMX, aHITIMICKUX, HeMelKMX TeKcTaxX XVII-XX BB. CTUX OT/IMYaeTCs OT IPO3bI TOTO
Ke aBTOpa 3Ha4MMO OoJiee BHICOKUM IIPOLIEHTOM COYMHEHNs); MHTOHALMS CTUXa 60ee MOHOTOHHA
(ToHa/mbHAs paMKa CTHXa BJIBOE Y’Ke, YeM TOHA/IbHasl paMKa Ipo3bl); 6oiee MHPOPMATUBHBIE CTTOBA
IIOIIA/JAIOT HE Ha KOHEI] CMHTArMbl IIOJ] CMHTarMaTU4ecKoe y/lapeHue, Kak B IIP03€, a PacIoararoT-
s HeIIpeicKa3yeMo OT Hadajla o KOHIIA CTPOKM; KOHTEKCT He I03BO/IseT BHIOpATh OJHO 3HAYEHIE
MHOT'0O3HAYHOT'O C/I0BA U T. ]I.

OnmpasAch Ha 9TM JaHHbIE M HA Jpyrue MCCIeJOBaHMUsA, MbI fIelaeéM BBIBOJI, YTO CTUX Ha BCEX
JIMHTBACTUYECKUX YPOBHAX VCIIO/Ib3YeT MEXaHM3MbI, TOPMO3SAIIME IOTUYECKOE OCMBIC/IEHNE TEKCTA.

Mb1 npepfonaraeM, 4TO HalileHHbIe HAMM JIMHTBUCTUYECKME OT/INYMA CTUXA OT IPO3bl Halle-
JIeHbl Ha YaCTMYHOE IOJaBJI€HNE JTOTMYECKOrO ¥ KPUTUYECKOTO MBIIUIEHNUA U ABIAITCA JIMHTBU-
CTUYECKMMI MeXaHU3MaMM aKTUBU3ALUU 00pa3HOro MpliuteHnsi. Ecu 9To mpeamnonoxenne BepHO,
YNMTAIOLNI JO/DKEH Xy)Ke 3aMedaTh OIMOKY B CTUXE IT0 CPAaBHEHMIO C IIPO3OIL.

Mertop: 4TeHMEe C CAMOCTOATENBHON PEryIMpOBKO CKOpOCTU. VI3BeCTHO, 4TO, €C/y YNTAIOIINIL
3aMeTI/I OIIMOKY, IPOMCXOUT CTATUCTIYECKN 3HAUMMOE 3aMeJ|/IeHIie YTeHNS.

YdvactHuku: 110 HocuTesneit pycckoro s3bika ot 18 o 55 yeT (Tpyu 9KCIIepUMEHTa C OfVIHAKOBBIM
IVM3AMTHOM, HO pa3HBIMI MaTepuaaaMu).

Martepuansl: GparMeHTbl CTUXOTBOPEHUI U MX MaKCUMA/TIbHO OMM3KUI MpO3aMdecKuit mepe-
cka3. B kaxzpit pparMeHT BHOCUIACh OJfHA OLIMOKA «MBI C TOOOII BTpOeM» (BMECTO BABOEM), IO~
HUMAaTbCA B OBpar» (BMeCTO CIIYCKaThbC:), AepeBbs BeTBell (BMeCTO BeTBHU JiepeBbeB), «6opona

Paboma evimonmena npu nooodepicxe eparma POV Ne 19-012-00534.

61


mailto:skulacheva@yandex.ru
mailto:kostyuk.ae@gmail.com
mailto:latypow.emil@gmail.com
mailto:varyak1999@gmail.com

C BOZIBI CTPYUTCSI» (BMeCTO «C 60poanI Boga»). CpaBHUBAIOCHh BpeMsl YTeHV PparMeHTOB C OIInO-
KOJI (3KCIIepyIMeHTa/IbHOE yC/IoBue) 1 6e3 Hee (KOHTponbHOe). DparMeHThl B pasHbIX YCIOBYAX pac-
Ipefie/IeHbl 110 9KCIIePUMEHTAIbHBIM JIMCTaM 110 IPUHIINITY IATHCKOTO KBajpaTa.

Jlu3aiiH: B K&KIOM 9KCIIEPUMEHTe YeThIpe 9KCIIePUMEHTAIbHBIX UCTa ([Ba CO CTUXOTBOPHBI-
MU pparMeHTami, ABa C Ipo3andeckumim). B kaxgom mucrte 8 CTMMYIbHBIX GparMeHTOB (II0TOBMHA
c ommbkamu) u 12 ¢punnepos 6e3 omnb6ox. OparMeHTsI IPENbABISIIOTCA B CIYyIaliHOM HOPSI/Ke, NH-
($bOpMaHTBI YNTAIOT OYepeHOI PpparMeHT (K 3TOM M3MepPsIeTCsI CKOPOCTD) U 3aTeM OTBEYAIOT Ha
BOIIPOC, CO3BYY€H /1M OH X HaCTPOeHMI0. 3a/jaHue He JODKHO ObIIO aKI[eHTMPOBATh BHIMAaHMeE Ha
ommoKax.

ITpu yTeHNM IIPO3BI € OMIMOKOI IPOVCXOANUT CTATUCTUYECKY 3HAUMMOE 3aMeflJIeHVie YTeHNUs 110
CpaBHeHMIO C Ipo3oit 6e3 ommbku (Merox aHammza — RM ANOVA, niia Bcex cpaBHeHuit p < 0,03).
[Tpu uTeHMN CTMXA TAKOTO 3aMefIIeHIs He IPOMCXOANT ([1s1 BceX cpaBHeHMmit p > 0,8), TO ecTb ouinod-
ku He 3amevatorcs. (I, IT, III — Homepa sKcIlepuMeHTOB. )

CpepHee Bpems YTeHUs pparMeHTa
Tum Tekcta YcnoBue (cek)
I II 111
KOHTPOIbHOE 6,6 10,6 9,3
nposa 3KCIIEpMIMEHTAa/IbHOE 7,9 12,9 11,2
butep 6,6 11,6 10,6
KOHTPO/IbHOE 7,8 11,2 10,4
033U 3KCIIepMMEHTAIbHOE 7,7 10,8 10,2
bumnep 7,3 10,7 9,8

Takum o6pasom, rpyOble Tormdexye ouMOKy He 3aMeYaroTCs B CTUXOTBOPHOM TEKCTE, HO JIETKO
3aMeYaloTCsA B MAKCHMAJIbHO O/IVI3KOM K TEKCTY IIPO3ai4ecKOM IIepecKase.

B HacTOAmMIT MOMEHT IIPOBOANTCS aHAJIOTMYHBIN 9KCIIEPYIMEHT C TYpelKMM MHPOPMaHTaMU
Yl TYPeLKVIMM TeKCTaMy (Ipyrasi CucTeMa CTUXOC/IOXKEHVS, IPYTOil CTPOIL sI3bIKa — arTII0TMHATB-
HBIIL, IpyTast KyAbTypa). [IMI0THBI 9KCIIEPUMEHT ITOKasbIBaeT TY >Ke TeHAeHIMo. Takum obpasom,
MOYXHO CZIe/IaTh CTIeYIOLIie BBIBOABL: 1) IpyOble Torndeckyie HeCOOOPasHOCTY He 3aMeYAI0TCsI B CTH-
Xe, HO JIETKO 3aMeYaloTCsl B MAaKCUMAIbHO O/IM3KOM K TEKCTY IIPO3aryecKOM IiepecKase; 2) MOXKHO
IPEAIIONIOKNUTD, YTO CTUX U IIP03a 00pabaThIBAIOTCS MO3TOM II0-Pa3HOMY; 3) B IJTaHAX — 9KCIIEPH-
MeHTaJIbHbIE VICCTIeJOBAHA, IOCBSAIIEHHbIE 1 IPYTYM OOHapY>KeHHbIM HaMV 1 ONIVICAHHBIM B JIVITe-
parype OTIMYMAM CTMXa OT IPO3BI (C MCIONb30BaHMEeM [OBEEHYECKIX U HellpO(dU3NOTOrndecKux
METOIOB).
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XXNBOMUCHO-MY3bIKANbHbIN 3KOPACUC:
K BOMPOCY O POJIN APTUCTUYHECKOT O XXECTA

TamesAHa BnadumupoeHa Ljapezpadckas
Pocculickas akademusi My3siku uMeHU THecuHblx, Mockea, Poccus

9noxa nocTmozpepan3Ma (koHer; XX — Havyano XXI B.) BHOBb aKIIeHTHPYeT pa3BOPOT «MY3bI-
Ka/JIbHOTO AMCKypca» K CMEXKHBIM MCKYCCTBaM. MHOTHe COBpeMeHHble KOMIIO3UTOPBI M30MparoT
IPOM3BENEHNA XUBOMNCH, CKY/IBIITYPbI, apXUTEKTYPbI, TUTEPATYPbl OTIPABHONM TOYKON CBOMX MY-
3bIKAJIbHBIX KOMIIO3MIMIA, CTPEMACDH K IIEPeBOJY OHOTO XY/I0)KECTBEHHOI'O KOfia B Ipyroii. BosHu-
KaeT UHmMepmeouasnbHOCmy — OCOOBII TUII BHY TPUTEKCTOBBIX B3a¥IMOCBs3€ll, OCHOBAHHBII Ha B3au-
MOJIEICTBUM XYI0’KeCTBEHHBIX KOJJOB Pa3HbIX MICKYCCTB.

VccnenoBaTenb-My3bIKOBeN, CTAIKMBAIOINIICA C eHOMEHaMI MHTepMeANATbHOCT, BBIHYXK-
JieH MCKaTh TEPMMUHOIOTMIO Y TIOAXO/BI /IS aHA/IN3a U MHTepIIpeTann. B o6mactyu repMuHOIOrnm
Ha IIOMOUIb MY3bIKOBE[IEHIIO MOXKET NIPUIITH O4YepefHasA TPAaHCIUIAHTALA U3 TUTEPATypPOBeeHNA,
I7ie C aHTMYHBIX BPEMeH CYIIeCTBYeT IOHATIE «9KPpacuc». B oTmmune oT «Kmaccuyeckoro» IoHMMa-
HIA skdpacuca (IuTepaTypHOe ONMCaHNe IPOU3BefieHNA UCKYCCTBA), KOTOPOe M3Y4eHO JOCTATOYHO
H07ipO6HO, MY3bIKaJIbHbIN 9K(ppacyc («omucanme» MIpOU3BEeIeHNA UCKYCCTBA CPeCTBAMM MY3BIKN)
II0Ka ellleé OTHOCUTEIbHO HOB B MCCIENOBAHMAX MY3bIKOBEJOB. AMEPUKAHCKMM MY3bIKOBEIOM 3U-
mHp bpron (Zieglind Bruhn) npepnoskena pacmmpurenpHas TpaKTOBKA 3TOTO (eHOMEHA, BKIIIO-
JaloIero B skdpacuc moboil mepeBoy; OFHOTO MPOM3BeNeHN VICKYCCTBA Ha A3BIK Apyroro [1; 2].
J Konb CKOPO /11 MHOTMIX COBPEMEHHBIX KOMIIO3UTOPOB (TakMx, Kak, Hanpumep, Kaita Caapuaxo,
JTrouano bepuo, Topy Takemunyy, Xappucon bépryncn, Mopron ®engman) mponsBefieHNsI XXUBOIIN-
CM 4aCTO CITy>KaT He TOJbKO MCTOYHMKOM BJOXHOBEHN:A, HO U «IIPEIMETOM IIepeBOjja», BO3HUKAET
po6eMa MHCTPYMEHTOB ONMCAHUA.

OrnpepenenHble NEPCIIEKTUBDI B 9TOM CMBbICTIE IIPE/ICTAB/IAET MOHATHE «APTUCTUYECKOTO KECTa»
Yl KOHILETIIVIA «KeCTya/bHOCT!». JKecT, Oyayun 3HAKOM 4eso8e4eckoli 0esmenvHOCHU, BbIpaXKaeT
He IIPOCTO MaHepy, HO TeTIeCHO-TYXOBHYIO CYU{HOCHD, Te MenecHOCHb CTAHOBUTCA TaKUM (aKTo-
POM, KOTOPBII OTKPbIBAE€T HOBbIE BOSMOXXHOCTY JI/I XapaKTEPUCTUKM JIeAT€TbHOCTY KOMIIO3UTOPa.
TenecHOCTD B OTHOLIEHNM K MY3BIKEe BHIBOAUT IIOCTIEHIO 113 MUpPa UCK/TIOYNTEIbHO a0CTPaKTHBIX
Y1 [yXOBHBIX ()eHOMEHOB B I107Ie O0jIee IPOKOTo ee NOHMMAaHVA. VICTOYHUK TI060T0 CMBIC/Ia KPOeT-
Csl B 4€JIOBEYECKOM OZIYIIEB/ICHHOM TeJle, O YeM CBUMIETENbCTBYeT PpaHIy3ckuil pumocodp M. Mep-
no-IToutn: «Teno BbICTymaeT NepBUYHBIM I'€HEPATOPOM CUMBOJIOB, OHO CIIOCOOHO NMPOAYLVPOBATDH
CHMBO/IMYECKNe KOJbl Pa3HBIX TUIIOB (BM3yaIbHbIe, aKyCTUYeCKNe, TAKTWIbHBIE)» [3]. [lepeBon Bu-
3ya/IbHO-TIJTACTUYECKOTO B MY3bIKaJIbHOE — 3TO HE CUHECTETUYECKOE «COBOKYIHOE BOCIPUATHE»
¥ He SMIIaTuA conepexnsanna. CKopee 3a 9TUM CTOUT MEXaHM3M AHAI02UY, TPAHCPOPMAIVIA «BU3Y-
aJIPHOTO AVCTAHI[MIOHHOTO OLIYIIBIBAaHM» B COOTBETCTBYIOLINE MY3bIKabHbIe PopMbl. TeopeTnye-
CKYI0 OCHOBY BO3MO>XHOCTM TaKOTo IepeBofia 3anoxul eme [1. Knee: u Mysbika, 11 KMBOINCH Mpef-
CTABJIAIOTCA eMy 8pemeHHbimu cKycctBamu. Ha aToit ocHoBe Kitee BhIIBUTAEeT TaKme 3CTeTUYECKIE
IPUHIUIIBL, KOTOPbIe MOYKHO OBIIO IPUMEHNTD B 000uX McKyccTBax. Teopus Kiee ocHoBbIBaeTcs Ha
OCMBIC/IEHNMM CTATUYECKVX Y AMHAMMUYECKVX 3JIEMEHTOB JKMBOIIUCH, X B3a¥IMHOM cOaaHCUpPOBa-
HIUU U B3aMIMOJEVICTBUIL.

[To-pasHoMy 3Ty Ujiel0 IPETBOPAIT COBpEMEHHbIe KOMNIO3UTOphl. Ecmn M. ®eniMana Bocxu-
IIaeT IPUCTAIbHOE PaCCMAaTPUBaHME HETOYHOCTEN PUCYHKA CTAPMHHBIX TYPELJKMX KOBPOB 1 HETIPO-
M3BOJIbHbIE OLIMOKYM MacTepa, UxX usrorosusurero, To K. Caapuaxo u [I. JIuretn BIOXHOBIISIOTCS BbI-
COYaiIMM MacTepcTBOM M. D1iepa, UCKYCHO YIIPABJIAIOLIEr0 CIIOCOOHOCTSMM HaIIIel YeJI0BE9eCKO
ICUXVKI Yepe3 ONTUYECKIE UTITIO3UNA.
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HEBEPBA/IbHAA CEMWOTWKA B TAHLUEBAJIbHOM NMOBECTBOBAHUN
N CUHXPOHHOM NEPEBOAE: KOTHUTWUBHbBIE MEPECEHEHA
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Cubupckuli pedepansHsili yHUsepcumem, KpacHospck, Poccus
kovelena82@mail.ru

B MHOTO/IeTHMX ITONBITKAX PAacKPBITh TAllHY «4ePHOTO SIMKa» CHXPOHHOTO IepeBOYMKa He-
3aCITy)KeHHO UTHOPUPYETCs, Ha Halll B3I/IsA/], HeBepOaTbHbI/I KOMIIOHEHT, 3y4eHue KOTOPOTO CIIO-
COOHO IIPOINTD CBET Ha HoJiee IITyOVHHbIE MEXaHU3MBI, JIe)KAIIJie B OCHOBE MEX'bsA3BIKOBOTO U MEX-
KY/IbTYPHOTO IIOCPENHNYECTBaA.

HekoTopble pe3ynbraThl KCCIe[OBaHNs HeBepPOATbHON CEMUOTVKY, MOTEHLMANTBHO KOPPey-
pymolue ¢ IepeBOfoBeleHNeM, MOTYYeHbl B paMKax TeOpUM MYIbTMKAHA/JIbHOI KOMMYHUKAILUK
(0. Annsyn, E. Axncen, A. A. EBgoknmMoBa, A. A. Kubpux, I. B. Konuraucknit, B. IT. Konenkas, H. A. Ko-
poraes, I. E. Kpeitamun, [I. Po6uncosn, O.B. ®egoposa u ap.), koruutuHOM muHrBrcTUKY (A. B. Kon-
moroposa, C.Koymu, A.B.Kpasuenko, III. CredpdeHcoH U Ap.) M MEeXKYIBTYPHON KOMMYHMKAIIUN
(K. A. Jo6pukoBa, E. M. MaptbiHoBa, I.I. Monuanosa, H. H. PaBencknmit,  B.I.XnbicToBa u zip.).

B mepeBomoBeneHNN BBICOKYIO 3HAYMMOCTb HeBepOa/lbHON KOMMYHMKALIMU OTMEYAOT B OC-
HOBHOM B COLIMA/TIbHOM IlepeBofie (I0pUCIpPyAeHLNs, 34paBOOXpaHeHe, 00pasoBaHue, XIINIHOe
CTPOUTENIbCTBO, OXpaHa OKpY>Kaollell cpensl u couyanbhele yonyru) (A.Ixentain, I1.JIoHrneis,
®.ITpstoc, M. Pyasun, C. CimH3u u ip.), Ifle pacCMaTpUBaeTCsl TPOMCTBEHHAs CTPYKTYpa AUCKYP-
ca, A3bIK — IapasA3blK — KMHE3MKA, U ee 3HAYMMOCTb JIjid IIOC/IefJ0BAaTe/IbHbIX IIePEeBOAUMKOB, pa-
0OTAIOLIVX B YC/IOBUAX KOHQIVKTA ¥ HAaNPsDKEHHBIX cuTyanysax [1]. Ectb enyHu4HbIe paboTHI 110
HeBepOaIbHON CEMUOTIIKE, OTHOCAIIMECS K ITepeBORy B chepe menoBoit kommyHukanyu (K. Kynep),
OlleHKe KauecTBa CMHXPOHHOTO U IocefoBarebHoro nepesoga (A.Komragoc). OgHako B HuUX He
3aTparuBaeTcs MpobneMa KOTHUTYBHBIX IPYHIIUIIOB IIPUHATHS IIePeBOAYECKIX PELIeHNII, He laeT-
Cs1 CUICTEMHOE OIVICaHMe HeBepOaTbHBIX KOMIIOHEHTOB, CII0/Ib3YeMbIX IIEPeBOAYMKAMI B IIpoIiecce
KOMMYHMKALIVL.

B mamem mccregoBanuy s GpuKcanyy 97eMEHTOB HeBepOalIbHOM CEMUOTVIKY VCIIONIb3yeTCs
METOJ aHa/IM3a KOTHUTUBHOTO COOBITHUA [2; 3], TO3BOMAIOINIL He IpenapupoBaTh, a HAOMI0AATh, KaK
ObI oficMaTpyBas 3a MepeBOAYMKAMI KaK KOTHUTMBHBIMU areHTaMm. VlccienoBaHue poBOANTCS
Ha MaTepuase BUIE03aINcell CMHXPOHHBIX IIepeBOJYNKOB, COIIPOBOXK/JAONINX peaTbHble MEpPOIIpH-
AN, B o0beMe 760 MUHYT. PesynbTaThl MCC/IefOBaHUSA PAaCKPbIBAIOT HEKOTOPbIe TOYKY Iepecede-
HIS B KOTHUTVMBHBIX OCHOBAHMAX peann3alyy KMHeCTe3MU4eCKOTO MbIIIEHNs B TaHI]eBaJIbHOM I10-
BECTBOBAHNN VI CUHXPOHHOM IIepeBOfie.

Bo-1mepBbIx, mpodeccroHaIbHO OCBOEHHAsA CEHCOMOTOPHAS IeATeIbHOCTD B 00enx cdepax mo-
3BOJISIET BBINOJHATD IIPOLIECC TAHIA U MepeBOfia aBTOMATUYECK, IIPU 9TOM obpaiasi CyObeKTOB
IeVICTBMS K MOJICO3HAHNIO, B KOTOPOM IIPOVICXOIUT HAKOIIJIEHNE OIbITa B IepudepuitHoil 30He, He
HOZIIAOIEICS KOTHUTYBHOMY KOHTPOJIO. VIMEHHO B TaKUX YC/IOBUSAX TaHILIOP CIOCOOEH Ha JIeMOH-
CTpALMIO 3CTETUYECKY 1IeHHOI MMIIPOoBU3auy (HampuMep, B CBOOOJHOM TaHIIE), a IePeBOUNUK —
Ha [TOMICK HeCTaH/JaPTHBIX IepeBOJYeCcKUX peleHnit. IIpuunHoit 3ToMy ABIAETCA epexon OT ypOB-
HA aKTya/lIM3alny MBICTY KaK (POPMBI Ha YPOBEHbD aKTya/IN3al[uy MBIC/IN KaK sHepruu [4].

Bo-BTOpBIX, HocTHrass mofo6OHOI TpaHcopManuy Co3HaHMA B MPOdeCcCHOHATBHON JiesTeNb-
HOCTH, ¥ TAHI[OPBI, ¥ TePEBOJUMKY TIOTPYKAIOTCA B TaK Ha3bIBaeMOe TPAHCOBOE COCTOAHME, NP
KOTOPOM IIPOMCXOJUT €CTeCTBEHHOE B3aMMOJENICTBIE CO CPefloil B COOTBETCTBUM C NPUHIIMIIAMU
pacIpesieieHHOM KOTHUILIMY, @ UMEHHO B TPeX ee TPaeKTOPUSX: B3aMMOJielicTBUe ¢ apTedaKTamy,
TeJIECHBIMM MapKepaMy U IPYITMMM KOTHUTUBHBIMY ar€HTaMM.

B-TpeTbux, mepeBOAYECKNIT aKT, pABHO KaK U TaHIleBaJIbHOE IIOBECTBOBaHNE, — 9TO He 6eccos-
HaTe/IbHOE MOBTOpEHME 3ayYeHHbIX JIEKCMYeCKUX SKBUBAJIEHTOB WIN JIBVDKEHUI, KaK Y HOBUYKOB,
a BBICIIIee IIPOsIBJICHMe KOTHUTUBHOI I'MOKOCTY Ye/IoBeKa 10 MPVHIIVIIAM CUTYaTUBHOI KOTHUIIVIN,
IIO3BOJISIONIEl MTHOBEHHO PacCIlO3HaBaTh CUTYALMIO Ha CILieHe MIN B KaOVHe Y PeleBaHTHO peariu-
pOBaTh Ha Hee.
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B-4eTBepThIX, MeTOZ HAaO/TIOEHMA TIOKA3bIBALT, YTO, 0CBOOOXKAASACH OT KOTHUTUBHOTO KOHTPO/LA
Ha 5MOLIMOHA/IbHOM YpPOBHE, CHXPOHVCTBI, PABHO 1 KaK TAHI[OPBI, CIIOCOOHBI JEMOHCTPMPOBATDH
HeBepOa/lbHOE OCs3alollee PUTMOMBIIUICHNME, BBIpaXKalolljeecs, HallpyMep, B «PEXYIVX» PYKOI
JKeCTaX, pacCTaB/IAIIINX He JUCKYPCUBHbIE aKIJ€HTBI, COITyTCTBYIOIINE PE4M, & «OTCUYNTHIBAOIIVIE
BHYTPEHHIOI PUTMMKY, CO3/IAIOIIYI0 0COO0€e IICMXIYeCKOe IPOCTPAHCTBO.
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A3bIK M MY3bIKA B ACMEKTE CYBbEKT-MPEAVNKATHOWN KOHCTPYKLIAMN

rronemekuH batioxcaHosHa LLlamunau
locydapcmeeHHbIld uHCMumMym uckyccmeosHaHus, Mockea, Poccusi

[Tonck cBsA3KM MEX[Y s3BIKOM M MY3BIKOJ, OCHOBaHHBII Ha passutum teopum O.Jlepmana
u P. [Ixxekenpodda [1], o6HapyKuBaeT epapXn4ecKyo OpraHU3anuIio IBYX «JOMeHOB». [IpuBonm-
Mble, B yacTHOCTH, A.]]. [Tatenem [2] mpumeps! B MaciuTabe IpeyioXKeHNsI B My3bIKa/JIbHON U Bep-
6aIbHOI peuy MOXKHO IIPOJIO/DKUTB J1o beckoHeyHocTH. Hanpumep, (a) mpoaHanusmupoBaTh BbICKaA-
spiBaHue «CoMHIle B3OLIIO HaJ, MOPeM», pa3oOpaB 110 4acTaM pedyn, a 3ateM — (b) xop «CraBbcsa»
u3 onepsl «/IBan CycannHn». B mepBoM cirydae (a) Mbl YBUVIM MepPapXUIeCKYI0 OPraHU3aIVIO JacTell
peun, sepHyo pOpMyTy KOTOPOI COCTAB/IseT OTHOLICHNE

«COJTHIIe—B30IIIO», BO BTOpoM criyvae (b) — BpeMeHHbIe OTPe3K) MY3bIKaTbHOTO TEKCTA, pe-
AYKIVST KOTOPBIX OOHAPY)KMBaeT MepapXui0 3HAYMMBIX BBICOTHBIX YPOBHEN MeTOANIECKON ppasbl.
O6a ciyyast CBOIATCA B UTOTE K CYOBEKT- IpeIuKaTHON KOHCTPyKimu S = P (mnn ¢! = d! myis mysbi-
Ka/IbHOTO IIPeJIOXKeHN:). Vepapxudeckas OpraHmM3alsA BbICKa3bIBaHMA KaK «CTPYKTYPBI 3aBVUICH-
mocreii» (dependency structure) ybemurenpHa Kak Ay BepOajbHOTO, TaK ¥ MY3BbIKQJIbHOTO TEKCTOB.

J3BeCTHO, 4TO Mepapxusi B My3bIKe 00YC/IOB/IEHa pas/iyyieM BBICOTHBIX, @ TAKXKe BPeMEHHbIX
(putMundeckux) yposaent menoguu (®.Jlepgan u P. [>xexkergodd). [Tpn aToMm nepapxms cMHTaKCu-
JeCKMX eVIHNL] BO BHUMaHMe He puHuMaetcs. A.IlaTenp, mpogomKaoLuil IMHNA reHepaTuBHOI
TEOPUU, CIUTAET, YTO B MY3bIKe HET COIIOJUMHSAIOLINXCS CTPYKTYP, KAKOBBIE MEIOTCS B BepOaTbHOM
A3BIKe, KOITIA «BXONALIVIL 971eMEeHT 00pa3yeT KOTHUTUBHYIO CBA3b C HaXOMAIIVIMCS Ha PACCTOAHUN
IpeIIeCTBYIOMMM CTPYKTYPHBIM 3JIEMEHTOM (Kak B CIydae “geBymka” ¥ “OTKpbUIa’)» [2, p.9]. Uto
e 110 MHeHmIo A. [Tarerns npoucxoput B Mysbike? B My3bIke «CTPYKTYPHO 0OOCHOBBIBAIOTCS OIIpe-
leNIéHHBIe BBICOTHBIE YPOBHI, U O0/Iee 3aMeTHBIe U3 HUX GOPMUPYIOT “COOBITUITHYIO MepapXuio” I,
B KOHEYHOM CUéTe, CTPYKTYpHBIN “ckenet” (k. bxapyda, 1984) npoussenenus» [2]. [Ipyrumu cmo-
BaMI1, TOHBI, BbI/Ie/IeHHbIE B MlePaPXUU BBICOT, OPTAHM3YIOT COOBITIISI, KOTOPbIE TaK YKe MePapXIIHbI
C TOYKM 3PEHVI BBICOTHOTO IIOJIOXKEHN A, KaK 1 caMyi TOHbBL. C 3TUM HEeBO3MOXXHO He COIIACUThC.

OpnHako B My3bIKe CYLIECTBYeT He TOIBbKO ViepapXyisi 3BYKOBBICOT M CBSI3AHHBIX C HUMY COOBITHIA,
HO U MepapXysl CMHTaKCUYeCKNX e[HIILI, KOTOpasi He 3aBJMCUT HAIPSAMYIO HM OT BBICOTHOII, HU OT
coObITHITHOM Mepapxun. [1oaToMy, IpUHAB TOUKY 3peHyst [1aTens 06 OTCYTCTBUM COMOAYMHSIOIX-
Cs CTPYKTYP B MY3bIKe, MBI PUCKYeM CMEIIATh OHATYS MY3bIKalTbHOTO sI3bIKa (IIPOCTPAHCTBEHHAS
¥l BpeMeHHasi [PAMMAaTVKI) ¥ MY3BIKATbHOI peun (3ByKOBOE CTAaHOBJIEHNIE VIV IIPOLIECCYanbHOCTD).
[TocnemHee mpepmonaraeT CTPOroe CONOAYMHEHNME CYHTAKCMYeCKUX eAVHMI, (MOTMB, CHHTAarma,
¢dpasa, cBepxdpasoBoe eAMHCTBO) Pa3HOrO MacliTada, KOTOpble 00Pa3yIOT TAKCOHOMUYECKWIT PAL
(TIOJTHBI W/IV YaCTUYHBIN), COOTBETCTBEHHO, MepapXuio B MysbiKanbHOI peun. M. IlIpynep, ccoi-
nasich Ha paboty A.Ilpunca [3], Taxke moguépkuBaer Hamnume «building hierarchical structures»
KakK B BepOa/JbHOM f3BIKe, TaK I B MY3bIKe, (ITapajureny Mexy MotusoM (motif), ¢ppasoit (phrase)
U paspienioM (section), c OfHO CTOPOHBI, U ctoBoM (word), cIoXKHBIM cTOBOM (= cuHtarmoit. — I I11.)
(compound) u cocrasstomeit/ppasoit (constituent/phrases) ¢ gpyroii) [4].

Mexxny TeM uccefioBaHye BepOaTbHBIX Y My3BIKQ/IbHBIX CTPYKTYP IIOKa3bIBaeT, YTO €AVIHCTBO
A3BIKA Yl MY3BIKI He 02PAHU1EHO MOIbKO UL Uepapxu1ecKu opeanu3osanHoti cmpyxmypoii. Ckopee
OHO 3A6UCUM OM MUNA 0PAHUAUUL CYODEKM-NPeOUKAMHO20 KOMNIEKCA, KOTOPBII MOXKET IpPefb-
SIBUTD KaK MepapXidecKue, TaK ¥ HemepapXuuecKyt OpraHiM30BaHHbIe OTHOIIEHNS 1 B SI3bIKE, U B My-
3bIKe. B joK/Ia/ie maHHast MBICIb Pa3BMBAETCS HA MaTepuasie K/IacCUIecKoit apabCcKoii sI3bIKOBOII TeO-
PV, OPTaHMYHOI J/IA TPYTIIIBI CEMUTCKIMX SA3BIKOB B II€/IOM, KOTOPasi ICTOPUYECK) He OIlepypoBaa
HIOHATIEM, a[JleKBaTHBIM HAllleMy «IIpefjIoKeHMe» [5] (OHO MMoABMIOCH MO3[jHEee), a TAKKe 1A IPo-
(deccroHaIbHBIX MY3bIKaIbHBIX Tpaauuuii bivokaero Bocroka n Vspanns.

JlemaeTcst BBIBOJ, O CyLIeCTBOBAHUM JBYX NapajjieNbHbIX GOPMY/ Ipoliecca B MY3bIKe, 3aBU-
CALIVUX OT XapakTepa CyOBeKT-IPeAKaTHON CKIIeVKIL, KOTOpasi B UTOTe MPUBOAUT KaK K MepapXu-
YeCKNM, TaK ¥ HeMepapXudecKuM CTPyKTypam. [laeTcst onpefenenne CyObeKT-IPefUKaTHOTO KOM-
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IJIeKca B My3bIKe. [JaHHBIT BBIBOJ IMeeT ITyOO0KO MYIye CTpaTerndecKye IOCIeCTBUA, YKa3bIBas
Ha TUII palMIOHa/IbHOCTH, IIPOAB/IAEMBIN B Pa3HBIX CETMEHTAX aHA/IM3NPYEMBIX KY/IbTYP.
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TEOPUA 3HAKA 1 OCOBEHHOCTWV MbILLNEHUA:
O BSAMUMOAENCTBUWN MY3bIKAJTbHBIX N MTUTEPATYPHbIX A3bIKOB

HuHa . Lljepbak
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n.sherbak@spbu.ru

Ilenplo mccmenoBaHys ObIIO COOTHECEHVE HEKOTOPBIX II0JIOXKEHWIT, KOTOpbIe KacaloTCA TeOpun
3HAKa, B TOM YMCJI€ B3I7IAJ]a Ha CEMMOTUYECKYIO CUCTEMY SI3bIKa KaK Ha MIMEIOLIYI0 B CBOEM apCeHasle
VHJEKCaIbHble, CUMBOIIYECKIe, MKOHNYeCKe 3HaKu. I100OHbIIT B3I/IA/ Ha IPUPOAY 3HAKa II03BO-
JII€T COOTHECTY IMTEPATYPHBI A3BIK ¥ MY3bIKa/JIbHbIN A3bIK, 3HAKM KOTOPOTO II0 CBOEN IpUpOJE,
MOTYT OBITh KaK CMMBOJIMYECKVMI, TaK 1 MKOHIYeCKMMU. CXOIHBIM 00pa3oM, ObIIN pacCMOTPEHBDI
BOIIPOCHI, CBA3aHHbIE C IPUPOMOI MBIIIJIEHN, a TAK)KE TOYKIM COIPUKOCHOBEHN S MY3bIKa/IbHOM Te-
OpWM U TEHJECHIVI pasBUTHA COBPEMEHHOI IIPO3bl U 110931 (Ha IIpUMepe aHITIOA3bIYHON JIUTepa-
TYpPBI).

SIBnseTcs MM My3bIKa A3BIKOM WIM pedyblo He ABJIAETCA OOLICIPU3HAHHBIM YTBEP)KICHUEM.
[IpencraBnasa coboil LeTOCTHOE MaTepuaabHO-MJeanbHOe 00pa3oBaHMe, My3bIKa ABIAET COOOI
eIVMHCTBO O3HAYAIOIIEro 1 03HauaeMoro. TeM He MeHee, AB/IAACH OHOBPEMEHHO IIPUMepOM Hanbo-
nee abCTPAKTHON CUCTEMOIT (B OT/IMYYE OT SI3BIKOBOIT), My3bIKa IIPEACTaB/IsAeT COO0I IpUMep KOM-
IIeKCa TIOHATUI, TIPeJICTaB/IeHMIT M 9MOLINIL, KOTOPBIe HECYT B ceOe OIpeJie/IeHHbI CMBICII.

ITonbITKa IIepeHeCcTM NaHHBIE MeU B OTHOLIEHNM SI3bIKOBOTO 3HAKa M €r0 0COOEHHOCTEN!, CTa-
BAT OIPEJE/IEHHbIE BOIIPOCHI, KOTOPbIE HE MMEIOT OJHO3HAYHOIO OTBeTa. ENVMHCTBO O3Ha4aeMOro
¥ O3HAYaeMOTo 1A A3bIKa BocxoauT K uziesm @. e Coccropa, Ipu 3TOM, B COBPEMEHHOII HayKe Cy-
LIECTBYET AT, MCCIEOBATENEl, KOTOPbIE CYMTAIOT, YTO IUIAaH BbIPAXKEHMA OT/IE/IMM OT IJIaHa COfep-
aHnA. B wactHocTH, ipod. V. K. Apxumos BbIABUTAaeT MEM O TOM, YTO IIpY Iepefade COOOIeHN,
TOBOPALIMM IIE€PENAETCA INIID IIJIAaH BBIPAXKEHMA, a CMBICTI, M/ IUIAH COMIEPXKaHMA NOCTPANBAIOTCA
CTYLIAIOLIVIM COOTBETCTBYIOIIMM 00pa3oM.

JlaHHOe IOJIOXKeHMe COITIACYeTCsA C MCCIeNOBAHNAMY B 00/1acTV (POHOCEMAHTUKN, I BHOBD 00-
pallaloT Halle BHUMaHMe K Ipo6ieMaTnKe 3HaKa (KaK MMEOILero CMMBOINYECKYI0, MH/EKCATbHYIO,
VIKOHIYEeCKYI0 Ipupopy). [IpuHATO cumTaTh, YTO OONBIIMHCTBO A3BIKOBBIX 3HAKOB ABJIAIOTCA CUM-
BOIMYECKUMI, TO €CTh 3HAaK pedepypyeT K IOHATUIO KOHBEHIVIOHATIBHO, 32 3HAKOM CTOMT OIIpe-
IileNleHHOe cofiepkaHye Omarogaps Tpagyuuy. OXHAKO, KaK [TOKAa3bIBAIOT VCC/IENOBAHNA, OTPOMHOE
KOJIYECTBO A3bIKOBBIX 3HAKOB MIMEIOT NKOHNYECKYIO IPUPOAY. VIHbIMU CTTOBaMM, 3HAK COOTHOCUTCA
C IOHATVEM OIpefie/IeHHBIM 00pa3oM, JAHHYIO CBA3b MOYKHO 0003HAYNTD Y IPOCTIEAUTD. [JaHHOE 1T0-
NoXKeHue 6yfeT rOBOPUTD, KaK 00 OT/IMYUTENbHBIX, TaK ¥ O CXOJHBIX YepTaX TUTEPaTyPHOTO A3bIKa
10 CPAaBHEHMIO C MY3bIKaIbHBIM.

E1re ogHOI BaKHOM TOYKOJM COIPUMKOCHOBEHMA JTUTEPATYPHOTO M MY3bIKa/IbBHOTO SA3BIKOB CTa-
HOBUTCS IIOJIOXKEHNE O «BHYTPEHHeN pedn», 0003HaueHHOTr0 BBIrOTCKYIM, 11 HallefjIeM OTpaKeHue
B JMICC/IeOBaHMM TakMX yueHbIx Kak H. V1. JKunkun u npod. A.T. MuHYeHKOB, IOCTYIMPYIOLIYE T10-
JIO)KEHUS O «IIPEJMEHTHOM KOJe», VIJIM, COOTBETCTBEHHO, «A3bIKE MBIC/IN», OTIMYHOI OT IPUHATON
B COBPEMEHHOJI IMHIBUCTHKE IIPE3YMIILMN, B OCHOBE KOTOPOJ JIEKUT yTBEPIKEHME O TOM, YTO MbI
MBICTIVIM TOJIBKO TIOCPEICTBOM A3bIKA. «SI3BIK MBICTIV» pedepupyIOT K abCTpaKTHO-06pa3HOMY MBIIII-
JIEHUIO, IIPEJMETHO-CEMAaHTNYECKOMY KOJy, KOTOPbIE IIPMBHOCAT HOBOE IIPEJCTaB/IEHNE O IIpoliecce
MBIILITIEHNA.

JlaHHBIE MeN COOTHOCATCSA C IOJIOKEHNMAMM O KOTHUTUBHON Teopuy MeTadopbl, KOTOpast CTa-
BUT CBOEJI 3ajlayeil TOKa3aTh, YTO YETOBEK MBICIUT MOCPeACTBOM MeTadop. My3bIKa/lbHBIN A3BIK,
CXOJHBIM 00pa3oM, AB/IAET cOO0I CeMAHTIUYECKYI0 CHCTEMY, B KOTOPOIl B pa3Hble S1OX! ObIIN 3a-
KpeIUIeHbI pas/ndHble puTopudeckne Gpurypsl. ObIee /i My3bIKaJIbHOM U IMTEPATYPHOI pedr,
TaKUM 00pa3oM, CTAHOBUTCA CIIOCOOHOCTh K MAaKCHMAJIbHOJ aOCTpaKLMy, KOTOpas peann3yercs
C ITIOMOIIHI0 3BYKOBBIX, TAPMOHMYECKNX, NIV aKYCTUYECKUX CPENICTB.
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OnHMM U3 IPKUX IPOSIB/IEHNIT CXOHOCTY MY3bIKa/IbHOTO I TUTEPATYPHOTO SI3BIKOB CTAHOBUTCS
TEH/ICHIIVISI TUTEPATYPHOTO SI3bIKA IIPUOMU3UTHCS K IIO9TUYECKOMY, @ IO3TUIECKOTO s3bIKa — K MY-
3bIKQJIBHOMY. VIHBIMU C/IOBaMI, B COBpEMEHHOJI IIpo3e JaBHO HaMeYeHa TeHNIEHIVsI BHYMAHVS He
CTOJIBKO K CJIOBY U €TO 3HA4YEHMIO, @ K PUTMMKe HappaTyBa, OpPraHU3alyl HappaTyBa, CyLlecTBOBA-
HUIO Pa3/IMYHbIX CyO-CUCTEM, UMEIOLINX Pas/IMyHble IPOCTPAHCTBEHHO-BpeMEHHbIe KOOPAMHATHI.
VI3ydeHne reTepOreHHOCTU TEKCTa, €0 HEOTHOPOSHOCTH, BHIMAaHNe K MaJIeilIINM IeTasIsiM [I0Be-
CTBOBAHNsI, pean3alii sI3bIKOBBIX €VHNI] II03BOJISIIOT IPOC/IEANTD CXOACTBO HAPPATUBHOI TKaHU
VI MY3BIKQ/IBHOTO ITPOV3BENEHN.

[TosTuyecknit sI3bIK B CBOIO O4Yepelb NPUOMIDKAETCA K MY3bIKaIbHOMY. /11 CTMXOTBOPHOrO
TBOpYECTBA PUTMMKA U OIJIACOBKA, MaJIelilliie HbI0OAHCHI 3BYKOBOJI pean3alii, CTAaHOBITCS OCHO-
BOIIO/IATAIOIIVIMY TIPUHIIUIIAMI OPTAHU3AIUY CTOBECHOTO TPOCTPAHCTBA.

WTaK, a) COOTHeCeHMe TUTEPATYPHOTO 1 MY3bIKaIbHOTO SI3BIKOB OTChIIAET HAC K IIPOOIeMaTKe
TEOpUU 3HAKA, JI/IsI KOTOPOIl 3HAK BBICTYIIAeT MHOIZA KaK eJMHCTBO O3HAYAIOIIErO ¥ 03HAYAeMOTO,
a MHOT/A, KaK MMEIOLI CIOCOOHOCTD K PaCIell/IeHNIO JAHHOTO eVHCTBa; 6) CIIOCOOHOCTD K SI3bI-
KOBOMY MBIIIJICHNIO, YaCTO MOXKET OBITh He eJVIHCTBEHHOI BO3MOXKHOCTBIO OOBSACHEHMS MBICIN-
TE/ILHOTO IIporiecca. YemoBek 4acTo MOXKeT MBICTIUTD IIOCPEACTBOM 00pasoB, 4To pedepupyer K mo-
HSTUIO «<BHYTPEHHsISI peuby»; B) HAOIOAeTCSI OTYET/INBAs TeHICHIIMY IPUOIVDKEHMsI IIPO3andecKo-
O IIPOMU3BEEeHNS K II03TUIECKOMY, a IIO9TUIECKOTO IPOM3BEAEHNS K MY3BbIKaTbHOMY, YTO TOBOPUT
0 BO3MOXXHOM COOTHECEHIN Vi B3aMMO3aMeHIeMOCTH MY3bIKa/IbHOTO ¥ TUTEPATYPHOTO SI3BIKOB.
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PROSODIC FOCUS IN SPEECH DIRECTED TOWARD HUMAN VS. VOICE-AI
INTERLOCUTORS

Eleonora Beier, Michelle Cohn, Timothy Trammel,
Fernanda Ferreira, Georgia Zellou
University of California, Davis, USA

Prosodic focus marking (through increased 10, intensity, duration) is thought to guide listeners’
attention to new information [1; 2], which relies on the assumption that listeners benefit from these
prosodic cues. This study examines whether speakers differ in how they prosodically mark focus in
speech directed toward an adult human interlocutor versus a voice activated artificially intelligent
(voice-Al) system (here, Amazon’s Alexa). Prior work has found that people linguistically align more
toward computers, relative to humans, due to beliefs that machines are less communicatively able [3].
Yet, an emerging literature suggests speech toward voice-Al and humans is acoustically similar (e.g.,
[4]). In Experiment 1, we tested whether there are acoustic differences in the way speakers mark focus
prosodically when talking to a human or a voice-AlI interlocutor. If speakers prosodically mark focus
when talking to voice-Al, we can infer that they view voice-Al to be a rational comprehender who will
benefit from these cues. If instead speakers mark focus through a different pattern of prosodic cues for
voice-Al, we can infer that speakers adjust their use of prosodic marking based on their assumptions
about the rationality of that listener. In Experiment 2, we tested whether a separate group of listeners
could identify: (1) whether the sentences produced by speakers in Exp. 1 were directed towards a
human or a voice- Al interlocutor, and (2) the speaker’s intended focus based on the prosodic form,
which would replicate previous findings [2].
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Fig. 1. Results of Experiment 1 on Intensity
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Experiment 1. Participants (n = 29, 25 F, mean age: 19.2) sat in a sound-attenuated booth wearing
a head-mounted microphone. They read sentences (e.g., “Jade saw the sun.”) in response to hearing
questions designed to elicit four focus types: Narrow Subject focus (“Who saw the sun?”), Narrow
Object focus (“What did Jade see?”), Contrastive Focus (“Did Luke see the sun?”), and Broad focus
(“What happened?”). In one block, a human interlocutor asked the questions (recorded by a native
English speaker; F), while in another block a voice-Al interlocutor asked the questions (recorded with
the default US- English Alexa voice, F) (block order was counterbalanced). In each block, participants
completed 64 trials (16 sentences * 4 questions). Results: Vowel intensity, duration, and max f0 of the
Subject (e.g., “Jane”) and Object (e. g., “sun”) were analyzed using separate mixed effects models with
fixed effects of Focus type and Interlocutor, random intercepts for Participant and Word, and by-Par-
ticipant random slopes for Interlocutor and Focus. Overall, speakers used lower {0 (p < 0.05) on the
Subject when talking to a voice-Al than to a human interlocutor. There were also differences observed
by Focus: the Subject was produced with higher intensity and duration in the Narrow Subject focus
and Contrastive focus conditions; similarly, the Object showed increased duration and intensity in the
Narrow Object focus condition (all p < 0.01) (see Fig. 1). Additionally, Interlocutor interacted with
Focus: towards voice-Al, the Object had lower vowel intensity in the Broad focus condition (p < 0.01).
Overall, we found that while speakers mark focus similarly for both human and voice-AI interlocu-
tors, there were several targeted differences by focus type, which suggests that speakers can change
their use of prosodic focus marking based on the perceived properties of the listener.

Experiment 2. Listeners (n = 187, 141 F, mean age: 20.3), all native English speakers with no
reported hearing loss, participated in the study via an online Qualtrics survey split into two experi-
mental blocks. Each listener rated all Narrow Subject and Narrow Object productions by one of the
speakers from Exp. 1, with a minimum of 6 listeners for each speaker [5]. In the Interlocutor Block,
they were asked to identify whether the speaker was talking to a “voice-AI” or “human’, shown with a
picture of both. In the Focus Block, they were asked to identify the speaker’s intended focus by select-
ing what question likely preceded the response, either Narrow Subject (“Who saw the sun?”) or Nar-
row Object (“What did Jade see?”). Order of blocks was counterbalanced across subjects. There was a
listening comprehension question at the end of each block. Results: Two separate mixed effects logis-
tic regression models were used to analyze responses in the Interlocutor Block and Focus Block. The
models included fixed effects of Focus type and Interlocutor and their interaction, random intercepts
for Sentence, Speaker, and Listener, and by-Speaker and by-Listener random slopes for Interlocutor
and Focus. The Interlocutor Block model found that listeners were equally likely to pick “voice-AI”
regardless of the actual Interlocutor condition (p > 0.05), suggesting that they were not sensitive to the
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Fig. 2. Results of Experiment 2
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acoustic differences across the two conditions found in Exp. 1. There also was no effect of Focus con-
dition nor an interaction, as expected. The Focus Block model found that listeners were significantly
more likely to pick the question corresponding to Narrow Object in the Narrow Object than in the
Narrow Subject condition (p < 0.0001), suggesting that they were sensitive to the speakers’ prosodic
differences in the two focus conditions, replicating and expanding previous findings [2]. There was
no effect of Interlocutor and no interaction, suggesting that listeners’ ability to detect the speakers’
intended focus through prosodic form was not influenced by whether the speakers were talking to a
voice-Al or a human interlocutor.

Overall, our findings suggest that speakers use similar prosodic cues to mark focus when talking
to both human and voice-AlI interlocutors, which suggests that speakers may view voice-Al (e.g., Al-
exa) to be a rational listener who benefits from prosodic focus marking. Despite a similar overall pat-
tern, some targeted acoustic differences were found in the speech directed towards voice-Al. However,
listeners were not shown to be able to use these acoustic differences to identify whether a speaker’s
productions were directed towards a voice-Al or a human interlocutor. On the other hand, listeners
were able to identify the speakers’ intended focus condition based on the prosodic form, and this effect
was similar regardless of whether the speech had been directed towards voice-Al or a human interloc-
utor. Taken together, these results support recent findings that speech towards voice-Al is overall simi-
lar to speech towards human interlocutors [4] and extend these results to prosodic marking of focus in
speech. Nonetheless, given that there was significant variability in the listeners’ ability to discriminate
between speech towards human or voice-Al interlocutors for different speakers, ongoing exploratory
analyses will test whether this ability varies as a function of individual differences in the way speakers
talk to these two types of interlocutors.
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REMOTE COLLABORATION:
COMMUNICATION, CREATIVITY, AND LATENCY

David Thomas Cotter
University of Cambridge, UK

Writing in 2014, Margaret Barrett observed that ‘Collaborations may occur on a number of levels
and degrees of separation, including those of place, time and expertise’ In 2020, the global corona-
virus pandemic provoked national lockdowns around the world, and this in turn motivated a pro-
liferation of remote musical collaborations. Virtual choirs, orchestras, and ensembles of all shapes
and sizes increased exponentially, using an array of digital technologies to connect performers across
vast physical and temporal distances. However, despite an increasing number of products designed to
address this issue, latency continues to frustrate online collaborative efforts, and prevents some alto-
gether. Many musicians result to pre-recording individual parts, before subsequently stitching musical
material together, but this is far from ‘live’ musical performance.

Marc Estibeiro’s Latent (2021) (for two guitarists and live electronics) explores the musical possi-
bilities which arise from embracing lag, rather than embarking on another futile endeavour to elimi-
nate it. A combination of graphic, musical, and textual notation provide pre-determined parameters
for improvisation. The non-time-critical score allows, and indeed encourages, interaction between the
guitarists and the electronics (a semi-autonomous SuperCollider patch) in ‘real’ time, without concern
for the constraints and restrictions of latency.

This lecture-recital illuminates the approaches taken by creative partnerships operating remote-
ly, processes of co-performer communication (especially the navigation of omnidirectional feedback
loops in the virtual domain), and the nature of collaborating ‘online’ in the 21% century.
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SONGS AND SENTIMENTS: LOST IN PERCEPTION. TUNES AND LYRICS IN
RUSSIAN-ISRAELI ACCENTED FILMS

Elizaveta Dorfman
Saint-Petersburg State University of Film and Television, Russia

It has been about 30 years since the massive Jewish emigration from the FSU to Israel changed the
Israeli relatively homogenous society and its culture. Israeli and International sociologists, folklorists,
linguists and specialists in other Humanities areas keep observing the process (about this, see the
works of ex. [1], M. Niznik, O. Fialkova etc.).

Alex Moshkin states that this group of ‘Russian Speaking émigres established alternative cultural
and social infrastructure...” [2]. The scientist suggests three phases of development of Russian-Israeli
cinema based of its following or challenging general Israeli cinema trend in depicting Russian-speak-
ing immigrants.

Olga Gershenson discusses different aspects of interactions between Russians, Israelis and Rus-
sian-Israelis in her analysis of Israeli-associated cinema [3].

After Avi Santo [4] and Olga Gershenson [3], I use the term “accented cinema” that was intro-
duced by Hamid Naficy in his book An accented cinema: Exilic and diasporic filmmaking [5]. I am to
talk about the films made in Israel by both Russian-born Israeli filmmakers and Israeli-born Israeli
filmmakers. I agree with the above mentioned researchers that the term is acceptable to discuss the
Israeli films where main characters are representatives of so called Russian Israelis, i.e. the Israelis who
in addition to being the part of the general Israeli society associate themselves with the community of
people who speak Russian and keep Russian culture as a part of their identities.

I am to analyze the ‘song fabric’ of the films to discuss its place and its perception by Russian-speak-
ing and non-Russian-speaking audience. I will focus on songs, not music, as the song is an inseparable
mix of tune and lyrics and in case accented cinemas, multilingual being one of its characteristics, spe-
cial role of songs cannot be overlooked.

We may assume that in multilingual cases the songs are extension of linguistic landscape of the
film. But I argue that sometimes in a film, in my case, the Russian-Israeli accented films, songs go be-
yond this to become projection of the general idea of the film, the metaphor. I analyze the functions
of songs in the films and I consider the issue whether the audience that does not speak the language of
the song is able to perceive the idea the director is willing to convey through these song(s).

I have analyzed four feature films and two short films from 1999 to 2009 when a number of Rus-
sian-Israeli accented films were screened and received Israeli and International film awards.

In Sipur Hatzi-Rusi (Love and Dance, 2006, director — Eitan Anner) the Russian-speaking songs
are used to exoticize the locations, to make it more ‘Russian; its function being no different from Span-
ish-speaking songs in the same film.

The Russian-speaking songs in HaChaverim shel Yana (Yana’s friends, 1999, director — Arik Ka-
plun) and Yeldey CCCP (Children of USSR, 2007, director — Felix Gerchikov) also function to exot-
icize, but also to imply nostalgia for Russia, as the main characters are Russian emigres in Israel with
very strong ties to the country they left. Ironically, not the genuine Russian songs are used in those
films to convey nostalgia sentiment, but the songs composed in Russian language in Israel. Thus in
the films, the audience, even if they do speak Russian, do not receive authentic Russian-associated
sentiment, but its ersatz-copy.

In Laila Afel (Dark Night, 2005, director — Leonid Prudovsky) and Merkava Yaruka (Green
Chariot, 2005, director — Gilad Goldschmidt) both films attempt to utilize famous Soviet songs to
convey the idea that the main characters keep the connection with the past. But the question arise
again whether non-Russian- speaking audience even with the lyrics subtitled and explanation about
the songs present in the films, is able to perceive the sentiment Russian-speaking audience have with
«TemHas HOub» song (Dark night) and «3enenas xapera» song (Green Chariot) with its WWII ex-
perience and Soviet childhood experience. In Hamesh shaot mePariz (5 hours from Paris, 2009, di-
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rector — Leonid Prudovsky) the same challenge arise with one the characters singing songs by Bulat
Okudzhava and Vladimir Vysotsky. On the other hand, the kids of the school choir sing a famous
Israeli song Shiur moledet (Lesson of Motherland) — sentiments of nostalgia and patriotism do not
reach the audience of non-Russian- or non-Hebrew-speaking spectators, respectively. They only per-
ceive the tune, minor in these cases — and it is just ‘Nice. Sad; as one of the Non-Russian- speaking
characters puts it while listening to ‘Dark Night song.

Moreover, the situation becomes even more complicated when there is a song that has two ver-
sions in both Russian and Israeli — cultures, and both Russian and Hebrew versions are popular in the
countries. This is the case with «Bexxut peka» (The River flows) and Bedumiya (In silence)! — in terms
of the tune these are Russian and Hebrew versions of the same song. The tune is same, but the lyrics
in each language bears its own consecutive line of sentiment associations that so not collide. In the
film Hamesh shaot mePariz the song is used to demonstrate that if two representatives of two different
cultures know the same tune, they may sing together even if they use different verse lines. Though it
serves the director’s purpose, unfortunately, at the same time, it reduces the versions of the song to
mere demonstration of mutual feeling of the characters.

In two films, HaChaverim shel Yana and Hamesh shaot mePariz , we have two interestingly excep-
tional cases. There are songs in Italian (O Sole mio) and in French (a number of songs by Joe Dassin)
(respectively). The characters do not understand the lyrics. Most probably, neither the majority of the
general audience would. But in these cases utilizing the famous songs with incomprehensible lyrics
makes the whole point of the episode in HaChaverim shel Yana and of the whole film in Hamesh shaot
mePariz. In both films, these songs turn into the metaphor of uniting different people despite their
differences. This being the purpose, the audience of any language gets it.

Having analyzed six Russian-Israeli accented films I have come to the following conclusions so far:

1. The songs in the films are utilized to serve different purposes — from exotisizing to evoking
nostalgia or/and emphasizing general idea of the film.

2. Ifthe function of song is aimed to go beyond just making the environment more ‘Russian, non-
Russian speaking audience is not able to perceive the implicated authentic sentiment even with
the lyrics subtitled.

3. Ironically, conveying the sentiment, which the director needs, succeeds when the song is famous
for the audience as a tune only, the lyrics being incomprehensible for it. In such cases, the
directors may creatively use the song disbalance to turn the song into a general film metaphor.
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! The story of two versions of the song may be found here: https://www.haaretz.co.il/blogs/itamarzohar/
BLOG-1.6675468 (in Hebrew)
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THE ROLE OF NON-VERBAL BEHAVIOR IN NARRATIVE PRODUCTION

Polina Eismont

Saint Petersburg State University, Russia
p-eysmont@spbu.ru

The study of gesture acquisition and gesture recognition has quite a long history, but it usually
considers children before verbal period or handicapped. At the same time gestures being a significant
part of non-verbal communication are acquired along with language acquisition. During the period
of speech development, the child must fully master the set of non-verbal means of communication
both in their production and in their perception. Many studies have shown that non-verbal means of
communication play an important role at the early stages of language acquisition and in learning in
general [1; 2]. Most studies dealt with iconic or deictic gestures and proved that children start both
recognizing and using them quite early [3; 4], and at the early stages of speech development, these ges-
tures do not just supplement verbal information, but compensate for its imperfection, taking upon the
transmission of the grammatical characteristics of utterances (for example, according to some authors
[5], the child’s pointing gesture accompanying any vocalization reflects the informational structure of
the statement, making up a “topic-comment” pair of vocalization and gesture).

The paper deals with the problem of gesture representation by Russian native monolingual
children at the age of 3;7-7;6 and discusses the results of a series of experiments. The problem under
consideration is the following: how important are gestures and other elements of non-verbal behavior
for event understanding, or are they perceived only as some means of cohesion between significant key
points of a story? What means of verbalization do children use to reflect gestures and other elements
of non-verbal behavior in unprepared spontaneous narratives? Does successful interpretation of non-
verbal behavior depend on their importance to the narrative or on their meaning?

The participants were three groups of children at the age of 4;7-7;6 (number of subjects = 126)
and a control group of adult subjects (number of subjects = 19). At the experiment session subjects
had to retell a fragment from a puppet animation cartoon simultaneously with watching it in a mute
mode. The cartoon comprises 8 episodes or 34 events, 16 of them represent different gestures and
mimics, including such gestures as shaking their head in dismay, lowering their eyes in shame, looking
around in perplexity, etc.

The analysis showed that there are seven strategies to represent the elements of non-verbal behav-
ior in narratives: description of gesture (GD), interpretation of gesture (GI), incorrect interpretation
of gesture (GmlI), imaginary gesture (IG), description of the situation corresponding to the given ges-
ture (S), direct speech that could accompany this gesture (Sp) and omission of any description (Om).
The choice of strategy and the omission of verbal representation may depend on four factors — the age
of narrator, the significance of the element of non-verbal behavior for the plot progress, the meaning
of the element of non-verbal behavior and the dependence of the element interpretation on the speech
context.

Statistical analysis shows that all these factors are significant. The number of omissions signifi-
cantly decreases with age. For each age group the significance of the element of non-verbal behavior
for the plot progress and the meaning influence the choice of representation strategy: the more signifi-
cant a non-verbal event is the better interpreted it is. As for the meaning both children and adults rec-
ognise emotions better than communicative actions. The latter are identified better by adults who tend
to reproduce the most possible speech context. Preschool children can identify speechless non-verbal
behavior but younger children have troubles with its interpretation.

The work is supported by the research grant number 20-012-00290 from the Russian Foundation for Basic
Research.
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A COMPARATIVE ANALYSIS OF THE LONG-TERM SPEECH SPECTRA IN
DIALOGUES

Vera V. Evdokimova

Saint Petersburg State University, Rissia
v.evdokimova@spbu.ru

The paper presents a study of long-term average spectra of the dialogues taken from corpus of
Russian dialogue speech [1].

The voice and speech of a person are individual. The variability of these characteristics is associ-
ated with individual characteristics. However, modern automatic speaker identification systems still
do not give reliable results. The number of factors on which voice quality depends is high. These are
the structural features of the vocal tract, the emotional state, and the linguistic burden of utterance.
As well as this there is not only the within speaker variation of voice and speech. The interspeaker
variation is also high. It is influenced by lots of factors. However, it can be assumed that the voices of
homozygotic twins will be close. There are different studies that look for the common and individual
characteristics of the twin’s voices in order to find the answer to the question how to assess the voice
quality and speaker similarity [2-6].

An important factor affecting the characteristics of voice and speech is who the person is talking
to. Recently, there has been an increasing interest in speech accommodation characteristics research.
Studies of the adaptation of human speech in dialogue will improve computer dialogue systems and
contribute to understanding of the processes at work in human — human communication. The search
for characteristics that can show the degree of human adaptation in the dialogue continues in many
studies [7; 8]. One of the speech parameters that show the whole picture of the speech characteristics
is speech spectrum. The long-term average spectrum provides information on the spectrum distri-
bution of speech signal over a period of time. The speech spectrum represents a product of the voice
source and the vocal tract transfer function. Also it can be used to obtain information about different
vocal tract states. For example, Byrne et al. [9] reported that there were gender differences of the LTAS
of speech in some frequency areas above 4,000 Hz in several languages. Noh and Lee [10] show in
their study that LTAS differs for Korean male and female speakers in several frequency areas above
4,000 Hz.

Representation of the long-term average spectrum of speech (LTASS) has various acoustical and
audiological applications. It is used in many hearing aid prescription procedures either in the deri-
vation of the prescriptive formula [9]. The LTASS and the dynamic characteristics of conversational
speech are very much dominated by the characteristics of the vocal mechanism. The study of Kyungju
Lee and In-Ki Jin [11] compared the LTASS between spontaneous speech and reading context. As a
result, there were no statistical differences between the two different styles in both male and female
participants.

The study of long term average speech spectrum (LTASS) for different styles and rates of speech
[12] has shown that speech rates for clear speech were slower than those for conversational speech.
Increased amplitudes in the mid-frequency bands were evident for the LTASS of clear speech. Also the
long-term speech spectra are used in screening of voice quality in speech [13] and finding the phonet-
ic characteristics of different diseases [14].

In our research we try to compare the long-term average speech spectrum for the task of speech
entrainment in dialogues. As the most similar voices and manner of speech behavior the speech ma-
terial of identical twins is used. This research uses the new corpus of Russian dialogue speech [1].The
corpus consists of dialogues for 5 types of relations between the interlocutors: those between twins,
siblings, close friends, strangers of the same gender, strangers of the other gender, strangers of which
one has a higher job position and greater age. Every twin or sibling in pair talks to different people. To

Supported by the Russian Science Foundation (grant 19-78-10046 “Phonetic manifestations of communica-
tion accommodation in dialogues”).
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analyze the differences and similarities between the speakers, we calculated long-term average spectra
for dialogues between twins and siblings. For four pairs of twins and sibling we have produced the
correlation analysis for long-term average spectra.

The correlation analysis has been produced for spectra of twins. The analysis of the correlation of
the average spectra was produced for the whole dialogues, the beginning, middle and the end of the
dialogues. Three pairs of twins show high correlation for dialogues except one pair of

brothers who's correlation is lower at the middle and the end of a dialogue. Three pairs of siblings
show high correlation for dialogues except one pair of sisters who's correlation is very low at the end of
a dialogue. The correlation analysis has been produced for spectra of 2 twins and two siblings talking
to a friend, a stranger of the same sex and opposite sex.

The results of analyzing the correlations for long-term average spectra for different pairs of twins,
siblings and their interlocutors show that:

e usually twins and siblings have high correlation of LTASS in dialogues;
e the correlation in mutual dialogues for pairs of twins is the same as for the siblings;

e in dialogues with a friend and strangers the correlation of one twin in a pair is usually higher
than for the other. It seems that usually in a pair of twins one twin adapts more their speech
than the other;

e the highest correlation of LTASS was found in the dialogues with the boss. Probably, when a
person has to solve a task with someone who is higher in position and older there is a need to
adapt the speech more.

The degree of adaptation in dialogues depends more on the person who is trying to adapt or not.
One of the twins can have a very high correlation results for the LTASS in a dialogue with different
people. The other one sibling or twin does not have such high correlation in all the dialogues. The
corpus will make it possible to analyze entrainment for all twins and close-age siblings speaking in
similar conditions.
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METAPHOR AS A STRUCTURAL PRINCIPLE OF MODERN MUSICAL
NOTATION

Anastasia Gundorina
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Musical thinking of the 20" — early 21% century composers triggered a dramatic change in music.
No less dramatic was their influence on its visual representation. The system of musical notation
developed a great many new notation signs (symbols). Apart from being a major add-on to the
traditional European five-line staff, these changes also led to the emergence of new kinds of notation,
e.g., graphic or verbal.

Contemporary notography stands high on the research agenda in musicology. Such is the
state-of-the-art of modern musical notation that it is no longer satisfied with mere observations or
classifications. It is time to consolidate all the available data in order to identify the universal semiotic
foundations of the emerging system.

Modern musical notation reflects today’s musical practice. Its primary function is communication,
i.e., storage and transmission of information. We approach notation as a universal writing system that
reflects principles of human thinking. The post-nonclassical system of perception of the world and
its reflection is marked by a constant dialogue between the two global sociocultural paradigms. This
creates the conditions where modern musical notation is considered as an intersection and complex
interaction of structural mechanisms that include the formation of meaning and symbols inherent to
canonical and non-canonical cultures.

In this regard, we developed a hypothesis that musical writing reflects the universal laws of human
thinking and follows a complex dialectic of conscious and unconscious, explicit and implicit, universal
and individual. The principle of dialogue made it possible to adjust the research methodology —
new graphic symbols are explored through their structural similarity with metaphor. The focus of
modern scholars on the interactive dialogue between subject and object has shifted the momentum
of psychological research towards metaphor. Taking a psycholinguistic perspective, metaphor reveals
its meta-universal structural foundations since metaphor is a manifestation of polysemy common for
all languages.

The structural analysis of musical graphemes based on the methods of metaphorical modeling
resulted in the typology of modern notation symbols. It also allowed to trace the genesis of graphic
notation — a very special phenomenon in music of the second half of the 20" century.

The graphic notation leads to a conclusion that it is reflective of a systemic character of the new
music creativity. However, it is impossible to grasp the essence of current developments and describe
the new structural model without postmodern methodology, namely, the understanding of the updated
dialectics of inside and outside in the new semiotic environment. Self-organization of human agency
in the philosophy of the late 20" — early 21% centuries phases out the dichotomy of self/ other and
us/them. According to Gilles Deleuze’s nomadology, the interior is the interiorization of the exterior
through folding and reduplication. This explains why the development of subjectiveness is described
by such notions as reduplication, double, and copy. This process is never-ending and its interpretation
includes such notions as lot (dice), game, and lottery.

Multiple connotations are reflective of a gradual phase-out of identity. Behind this process is
depersonalization (almost complete) and The Death of the Author declared by postmodernists. This
phenomenon is related to the reflection about the loss of the canon as an ontological prototype. The
outcome is one of the basic concepts of postmodernism, i.e., the simulacrum (the copy of a copy).
Apparently, this category also embraces graphic music compositions.

In view of the modern dialogue between the implicit and the explicit, a more effective approach
would to juxtapose European and non-European, or, Western and Eastern cultures. Postmodern
philosophy noticed this juxtaposition a long while ago. This led to the emergence of yet another
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opposition — the tree and the rhizome. The rhizome is, in essence, a model of the new type of
symbology. What makes it fundamentally different from a symbol or metaphor is the absence of a
deep structure or a genetic axis (canon, rule, prototype), i.e., its antigenealogy. The formation of the
rhizome is related to such notions as deconstruction or dissemination/dispersal. This concept was
introduced by Jacques Derrida in an attempt to adjust the popular term “pluralism”. He defines it as a
play on the accidental formal resemblance related to the dissemination of semes — the smallest units
or germs of meaning that generate polysemy. The rhizome may be compared to a hypermetaphor with
a multi-rooted system that creates a problematic field determined by the phenomenon of chance.

In the context of graphic music, this element of chance is the actual state of the recipient, i.e, a
purely situational aspect of perception. Hence, the rhizome encodes the possibility of multiple contexts
of perception due to the multiple ‘strings on the finger’ it contains. The actual psychological and
emotional state helps to identify a specific point among all the versions of the rhizome environment in
the array of possible textual meanings.

In conclusion, it should be emphasized that modern notation is part of the challenge posed by the
language of modern culture, which requires a methodology that could adequately explain its internal
systemic properties. It was found that at the heart of the new graphic language of modern music lies
the structural principle of metaphor and numerous implementations of metaphorical transfer. The
latter includes polysemy in the rhizome of graphic music compositions. These findings allowed us to
substantiate the classification of the system of modern musical notation.
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KIVY'S MYSTERY: ABSOLUTE MUSIC AND WHAT
THE FORMALIST CAN (OR COULD) HEAR

Garry L. Hagberg
Bard College, USA

The philosopher of music Peter Kivy has said that the power of purely instrumental music remains
an unexplained wonder. With this larger question in mind, I will consider: (1) the issues in musical
aesthetics that led to what Kivy termed his enhanced formalism, (2) his conception of expressive prop-
erties in music and how a distinction between having and understanding an emotion can help clarify
this issues here (that is, where what we gain in human understanding from having had the emotion
is not contained within the experience of that emotion itself), and, most importantly for Kivy’s larger
mystery, (3) the way that counterpoint, in an often unrecognized way, can present mimetic content
of a kind that can explain the sense of musical profundity that it often awakens (and that it especially
did for Kivy — just beyond, as we shall see, the reach of what his theory could accommodate). It may
turn out that absolute music’s profundity can be explained by the resonances this kind of layered and
complex music has with the living, the ordering, the making sense, of a life.

What we need to begin with is not a model of musical perception as a blank slate receiving sonic
impulses, but rather a model that can accommodate something as complicated as a richly-experienced
human being with a cultivated sensibility hearing music. What I will suggest here is that the under-
standing of human emotions in life is never a simple matter — we need to consider the form of life, as
Wittgenstein called it, within which that emotion emerges and within which it takes its resonant place.
The power of a musical gesture is no different.

We might well think, at a glance, that sensed depth or profundity is only possible in artworks with
semantic content: what is deep about the Aeneid is what it says about the human experiences of love,
duty, and loss; what is deep about Medea is what it articulates about vengeful emotion expressed in
extremis. How then could Beethoven’s late quartets say anything, much less anything deep? This neat
formulation with its rigid line separating the syntactic from the semantic makes us forget the less cat-
egorically neat, truer, and I think more interesting fact that works of art, among other functions, serve
to awaken what we might call constellations of connotations — and those mobilized associations can
carry semantic weight.

Counterpoint, Kivy claims, has always been associated with depth and profundity in music, but,
because of the no-semantic-content problem, the explanation of our sense of depth and profundity
will always remain beyond the reach of articulate explanation. But if the complexity, the layering, the
interwoven network of musical gestures mirror the complexity of life as an unobvious form of musical
mimesis, then counterpoint mayj, in its special way, reveal itself as a representational art. And an un-
derlying analogy to language and to the structures of speech (statement, question-and-answer, thesis
and antithesis, restatement, etc.) only makes this mimetic aspect of what is regarded as absolute music
stronger. This mimetic aspect may not allow direct or one-to-one articulation in propositional content
(so that we could say in a sentence what a contrapuntal passage means), but it does not follow that
there is nothing there of a kind that we might term “semi-determinate” content. If we come away from
hearing a piece with an intimation of deep or profound human significance that seems to resist reduc-
tive verbal articulation but that nevertheless conveys an undeniable sense that meaning lies therein,
that may be our sensing of the deep resemblance of the internal world of that composition and the
internal world of our own lived life. The sculptor Antony Gormley said that art is the means by which
we communicate how it feels to be alive. Masterpieces of contrapuntal composition, I suggest, do the
same.
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MODEL OF EMOTIONAL EXPRESSIONS FOR F-2 COMPANION ROBOT
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Speech is usually considered at a linearized expression of a sentence meaning. Words appear se-
quentially and cannot be expressed simultaneously. On the contrary, multimodal expression (gestures,
facial expressions) allows to perform different expressive cues simultaneously, assuming that they cor-
respond to different body parts or frequencies. In this respect, internal tension can be expressed via
hand gestures (e. g. automanipulation), while “thinking” may be expressed simultaneously by head
rotation, looking up or sideways and frown. Thus, computer agents can simulate “blending emotions”,
where one “true” (experienced) push-emotion is masked by a “false” (or expressed) pull-emotion [1].
In the same way, a hand gesture (low frequency movement) can be combined with hand shaking (high
frequency movement). However, gestures, controlling the same body part should be expressed strictly
sequentially (like look at own hands’ — ‘look at the opponent’ or
‘take a vase’ — ‘spread own hands’). Corpus analysis suggests a rea-
sonable number of examples of simultaneous/sequential expressive
cues [2]. This resembles the expressive mode of music, where tones
of different frequencies can be expressed simultaneously, depicting
a compound emotional picture. At the same time, musical themes
compete in time and may displace each other during the course of
a compound musical piece. We design a companion robot F-2, and
in this work represent a model of emotional expressions, capable
of constructing compound communicative behavior (both: speech
and nonverbal), simulating the conflicts between numerous inter- !
nal states. Fig. 1. The robot F-2

To develop a formal emotional model, we proceed from the fol-
lowing requirements:

1. The robot should process the majority of incoming stimuli, giving preference to some more
significant surrounding events.

The robot can take the initiative and express its internal states.

3. The choice of communication strategy (as in 1 and 2) depends on (a) the significance of the
stimulus, (b) the robots simulated personal characteristics — emotional profile, and (c) the
overall simulated emotional state of the robot.

The robot implements the architecture of proto-specialists [3], and in our model we use the term
scenario as a synonym. Each scenario is responsible for processing of a specific type of stimulus: sen-
tence semantics or an event from the computer vision system. For a scenario, activation is calculated as
the level of arousal, indicating how much this scenario is preferred as a response to the incoming stim-
ulus (3a). Scenarios for push-emotions and simulated internal states (like, light anxiety or light inter-
est) have stable but low activation — they are expressed when there is a pause in incoming stimuli (2).
The relationship between reactive scenarios (1) and internal scenarios — push-emotions (2) allows the
model to simulate a reactive or dominant communication strategy. Thus, the initial sensitivity of sce-
narios and the level of background activation of internal scenarios allows to model different personal
profiles of the robot (3b), the robot’s initial preference for communication strategies of a certain type.

For each incoming stimulus, its proximity to all scenarios is calculated, the closest scenario is se-
lected to process the stimulus, and an instance of this scenario is created. To provide a change in the
robot’s emotional dynamics (3c), scenarios are associated with microstates that store preferences to
express certain types of emotions: negative or positive emotions, push- or pull-emotions etc. To simu-
late the emotional dynamics a microstate increases its activation upon the arrival of a stimulus corre-
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sponding to its scenarios. Further, activation of a microstate affects the preference for associated sce-
narios, for example, a robot in a negative state prefers negative reactions. Activation of the microstate
can decrease over time: various functions of falling emotional stress can be used. The emotional dy-
namics of the robot’s emotional and communicative behavior can be reflected in the interface (Fig. 2).
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Fig. 2. The simulated emotional dynamics of the robot

In this example, three emotional stimuli (utterances) arrive at the input. They activate three in-
stances of a negative script (lower-left window) and one negative microstate (upper-right). Further,
each script generates a behavioral response — gesture with or without an utterance — which is exe-
cuted on the robot, thus, reducing the activation of the script (it can be seen as “steps” on lower-right
graphs) and the microstate (upper-right). The expressions of different scripts are mixed on the robot,
as several expressive cues can be executed simultaneously (on different body parts) and as each sce-
nario after its expression loses a part of activation, providing the robot to another, more activated sce-
nario. This model allows to simulate the above requirement and creates a compound communicative
emotional behavior on the robot.
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This paper aims to explore how gestures and body movements were manifested by professional
musicians during their introspection process, affected their verbalization, and led them to reflect on
their body. In each culture, human beings’ verbal communication is always accompanied by body
movement and gestures. Nonverbal language conveys feelings and emotions, but also manifests a sort
of ‘thought in action’ Gestures appear fundamental in shaping thoughts. According to the recent 4E
cognition paradigm, knowledge is embodied, embedded, enacted, and extended, being generated by
a continuous body-mind relationship. These concepts are important when playing music as musi-
cians continuously perform gestures through which they communicate both technical and expressive
information. However, although musicians are continuously engaged with their body when playing,
they may not control movement through an explicit process of thought since they have highly au-
tomatized skills. This attitude may produce a lack of awareness that could be an underlying factor in
the development of tensions and pain while playing. Little research has been carried out on the rela-
tionship between body self-awareness development and gestures executed by professional musicians
while self-reflecting on movement in playing. To explore this issue, a qualitative study was undertak-
en. The methods adopted were semi-structured interviews employing a phenomenological approach,
observation, and audio-visual material. First-and third-person data were combined referring to verbal
responses and nonverbal information expressed by the professional musicians. The musicians were
guided to intentionally focus on movements and parts of the body involved in playing. Through ob-
servation, the participants’ movements, gestures, and other nonverbal indications were analysed. Ex-
amining audio-visual material allowed simultaneous comparison of verbal and nonverbal behaviours.
Five musicians, who were part of a larger research project, are presented in this paper. The musicians
were asked to perform a slow, short, easy piece of music, which they had previously chosen, from
memory three times. First, the piece was performed with no intervention. For the second time, the
musicians were asked to mentally rehearse the piece before playing it again, whereas the third time,
they were asked to simulate the movements of playing without their instrument, prior to performing.
After each performance, they were required to verbalise their feelings. The activities and performances
were video recorded.

Data were analyzed using phenomenologically oriented qualitative thematic analysis considering
musicians’ verbal and nonverbal responses.

The findings show how bodily responses accompanied the introspection process, affected verbal-
ization, and led the musicians to reflect on their body. Although there was one musician who rejected
the tasks, all of them seemed to show increased bodily self-awareness. This was particularly manifest-
ed during the third verbalization process. The musicians seemed to replace anticipatory, iconic, and
beats gestures with kinesthetic and simulated gestures that seemed to affect the musicians in formaliz-
ing their thoughts.

The gestures performed by the musicians while verbalizing seemed to be essential to revealing
their thinking processes and how they redirected their attention from the “exterior” to the “interior”
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WHEN LANGUAGE HAS A BEAT:
SENEGALESE DRUM LANGUAGE AND LINGUISTIC THEORY

Sofiya Ros
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In some African cultures, drumming is used for expressing linguistic meanings. For example, the
Yoruba people of Nigeria play drums to mimic the spoken Yoruba language [1], and in Ghana drum-
ming was widely used among the Akan people to imitate the spoken Akan language [2]. Our research
focuses on the Senegalese musical traditions of encoding linguistic messages on the drums — Sabar
drum language. Senegalese drummers have the practice of playing drums in correlation to speech.
Playing the sabar involves at least 9 different drum strokes (hand strokes, stick strokes or their combi-
nation), which can be seen as the basic units of the language. These strokes compose different longer
Sabar rhythms which can be correlated with spoken utterances in Wolof — the lingua-franca of Sen-
egal [3; 4].

Although sabar drums are rarely used as a speech surrogate and their main function is to affect
the listener rather than to convey a message, it is clear that the practices of playing the sabar involve a
close connection to linguistic expressions. In personal interviews griots say that ‘the sabar can speak’
and utter spoken expressions in correlation to sabar rhythms they play [4, p. 646].

This work relies on research materials collected during previous expeditions to Senegal: bakks
(classical phrases in Sabar, not improvised on the spot) and improvisations in Sabar and their trans-
lations to Wolof. A long-term goal of this investigation is to establish the linguistic properties of the
Sabar drum language. Current research is meant to uncover regularities between Wolof units and sa-
bar strokes within the given dataset. In order to do that we have postulated a syllable-level hypothesis.
According to the syllable-level hypothesis, each syllable in Wolof has a sabar stroke associated to it,
where the nature of the correspondence depends on the phonetic or phonological properties of the
syllable: length, position and openness of a vowel in a syllable. We first applied descriptive statistics to
summarise the data and to find patterns. We then used inferential analysis to examine the correlations
between properties of Wolof syllables and sabar strokes. Evidence for this hypothesis was found: the
vowel position and the vowel openness affect the preference of an associated stroke with moderate and
large strength of association respectively. No evidence for the vowel length effect or the stroke context
was found. Although a definite description of the linguistic properties of Sabar would need further
research, this work reveals some important regularities, which enhance our understanding of the par-
allelisms between the spoken Wolof language and the Sabar drum language.
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ON THE SYNTAX OF ACOMPOUND MAQAM IN TURKISH ART MUSIC:
YET, ANOTHER LOOK AT MAXIMAL PROJECTIONS

Oguzhan Tugral

Independent Researcher, Istanbul, Turkey

Since Fred Lerdahl and Ray Jackendoff’s Generative Theory of Tonal Music (GTTM) has applied
the general framework of generative grammar studies in linguistics to Western Music, some prom-
ising approaches have appeared in this field for the last decade. In these works, the main problem is
that principles of how musical is man in the structural array of generative grammar studies in music
theory have taken ex parte parameters of music into consideration. In addtion, there is still a need to
have more collaborating studies in how principles of generative grammar work with more parameters
of different music cultures of the world. Accordingly, I analyze a compound maqam in Turkish Art
Music arguing that cadences are result of inflections in a musical continuum; thus, inflections are a
precondition for cadences that have a potential to be not only universal variables but also one of cru-
cial maximal projections in music compositions. To demonstrate this proposal, I use the X-Bar meth-
od of the generative grammar in order to show how certain inflections generate a compound maqam
in an instance of a “beste” form which is written in “Nihavend-i Kebir” magam by Abdulkadir Meragi
(1430-1435): “Riizgar-1 Bud Yar-i Men”. A reduction process of different segments which provides a
background sketch of the piece with some dependencies of tones paves the way of some binary op-
erations in line with principles of the minimalist program in generative linguistics. While inflections
take cadential progressions as complements, they open an onset position in music syntax and assign
a tonal or modal role to a related voice in the beginning of the piece. At the final stage, inflections in-
troduce the Extended Projection Principle (EPP) concept to music theory that brings the analysis into
dialogue with subject and predicate arguments which are associated with semantic content of tones in
magqams. The potential outcome of the present paper is twofold. First, it extends the array of generative
grammar studies in music towards Turkish Magam Music. Second, it offers another look at maximal
projections in this vein of works.
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METRIC AND MUSICAL PROMINENCE IN PORTUGUESE FOLK VERSE

Jodo Veloso

University of Porto, Portugal
jveloso@letras.up.pt

In this presentation, we shall focus on the correspondence between metric accentuation and
musical prominence in Portuguese folk verse. On the basis of the exhaustive analysis of a collection
of Portuguese traditional songs [1], we looked at the match between metric prominence (main and
secondary word-stress) and musical prominence (musical measures’ strong beats). Unsurprisingly,
a clear correlation between main stress and strong musical beats was found. As for the secondary
word-stress, though, no evidence correlating the distribution of secondary word-stress with musical
prominence was identified. This can be explained by several reasons, that we shall discuss in the pre-
sentation: 1) secondary word-stress in Portuguese is less stable than primary stress (indeed, there is
no consensus among the phonological descriptions of the language regarding its existence — see, e. g.,
[2]); 2) accordingly, different secondary stress-assignment algorithms have been proposed; since our
analysis did not test all such divergent algorithms, further research seems to be still needed. Anoth-
er result to be discussed here is the finding that phonologically “weak” (=unstressed) syllables were
found on strong musical beats.

We assume here a motivated parallelism between the rhythmic organisation of language and mu-
sic [3-13]. Concomitantly, it is assumed that such relation is more apparent in the analysis of sung
speech. Indeed, it is our intention to show that crossing metric and musical rhythmic patterns — as
demonstrated in singing — enhances our understanding of language organisation.
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MNOCTEPHbIE IOK/IAZbI

BAVAHWE TOTOCA ANKTOPA HA CEMAHTUYECKYHO OBPABOTKY
3BYYALLIEW PEYMN: CBA3b KOPPEJIMPYIOLLETO KOHTEKCTYAJ/IBHOTO
OMbITA C PABOTOU NMPEANKATABHBIX MEXAHN3MOB

lMonuHa B. baxmypuHa, apesa H. [Todsuz2uHa, Japesa A. YepHoea

CaHkm-ITemepbypackuli 20cydapcmeeHHsbIl yHU8epcumem, Poccus
bakhpol@yandex.ru

B HelponuMHrBUCTNYECKUX UCCIE[OBAHUAX, IPOBOAMMBIX C IIOMOLbIO METOJIa BbI3BAHHBIX I10-
TEHIIMAJIOB, Hanbo/Iee YacTo paccMaTpUBaeTCs M3MEHEeHMe aMIUTUTYAbI oTeHnana N400 B mporec-
ce BocnpuATuA peun. AMImTyna N400 focturaer Makcumyma depes 200-500 Mcex mocie npegb-
ABJICHVA CJIOBA, ¥ YMEHbBIIAETCA IPONOPIVIOHATIBHO TOMY, HACKO/IBKO KOHTEKCT O0JIerdaeT MHTep-
IpeTaluio CI0Ba. BO MHOIMX MCCIENOBaHNAX OTMEYAETCs, KAKYI0 POJIb UTPAET MOAAEePIKIBAOLINI
KOHTEKCT B M3MeHeHmn aMIymnTyasl N400 [1].

B manHOM mccneoBaHuy NpeAIpUHATA IIONbITKA IIPOBEPUTD, €CTh 1M B3aIMOCBA3b MEX/Y Ha-
JIMYYIeM COOTBETCTBYIOLIETO >KM3HEHHOTO OIIBITAa I 0COOEHHOCTAMY QYHKIIMOHMPOBAHNSA MIpeANKa-
TUBHBIX MEXaHM3MOB, 33/[eJICTBOBAHHDBIX B BOCIIPUATIUM A3bIKOBBIX CUT'HA/IOB, Ha IIPUMeEPe BOCIIPU-
ATUA BBIPAXKEHNI C HApyLIEHMEM JIEKCUYECKON COYE€TAEMOCTIL.

MatepuanoM MCCIefOBaHNUA CTala NETCKasd pedb, B KOTOPOJl 4aCTO BCTPEYAIOTCS HEOObIYHBIE
CIIOHTaHHBIE (ppasbl ¢ HApyIIEHNEM IEKCUYECKOl CoueTaeMOCTH (paclIpeHye N Cy)KeHue 3Have-
HIISL CTIOBA, pacuIpeHye pedepeHLnn CI0Ba, PACIPOCTPaHEH)e ero Ha OOJIbIINIT YeM HY)XHO KpyT
IEHOTATOB, VICIIO/Ib30BAHME CTIOXKHBIX C/IOB, I7ie MICTOJIKOBBIBAETCA TOILKO 3HAaYEHME OJHOTO U3 KOP-
Heil, He YYUTbIBas IPYroro, Cy>keHyue peepeHIy C10Ba Ipy MPOTHUBOIIOCTABICHNAX, 3aMEeHBI I1a-
POHMMMYECKOTO U TEMAaTM4eCKOTo XapakTepa u T. . [2].

JleTCKmii TOI0C OTIMYAETCA OT B3POC/IOTO YaCTOTOV OCHOBHOTO TOHA, TO €CTh BBICOTOW — 3TO
CIIOCOOCTBYET CO3JaHNUI0 HEOOXOAMMOro KOHTEKCTA IIPY MCIIO/Ib30OBAHMY B VICC/IEOBAHNM ay/iyiasib-
HBIX CTUMYJIOB.

MBI IPeAIIONOX/IN, YTO Ha JIETKOCTb BOCHPUATIS HEOOBIYHBIX U HEOXKMIAHHBIX BBIPasKEHUIA
(11, COOOTBETCTBEHHO, AMIUIUTY/AY noTeHnana N400) 6yzeTt BIMATD:

1) Hamu4Me MOA/IeP)KUBAIOIETO KOHTEKCTA: CTPaHHBIE BBIPa)KeHU (TO eCTh BBIPaKEHUs C Ha-
pYLIEHVEM JIeKCUYEeCKOil COYeTaeMOCTH), IIPOV3HECEHHBIE NeTCKUM I'0JI0COM, OYAYT BOCIIPH-
HUMAThCS KaK 0ojiee eCTeCTBEHHbIe B CPABHEHNN C TEMM XKe TPeIOKEHUSAMIY, TPOU3HECEH-
HBIMU B3POC/IBIM MY>XCKJM TOIOCOM;

2) cTemeHb IPUBBIYHOCTY KOHTEKCTA: T€, KTO MMEIOT OOJIbIION OIBIT OOIIEHNS C JeTbMY, OYAyT
¢ 6ObIIIeN JIETKOCTBI0 BOCIPUHYIMATD BBIPXKEHVS C HApYLIEHVeM JIEKCUYeCKOl coYeTaeMo-
CTH, XapaKTepHble /Il JeTCKOI peuy, B CPaBHEHNUM C TeMM, KTO He MMeeT OO/IbIIOro OIbITa
O01IEeHNA C IeTbML.

Taxoke OBIIO pelleHO YYUThIBAaTh, ToMUMO aMInTyxbel N400, ammmmtyny P600 kak mokasarenb
TOT'0, YTO MAPKMPOBAHHbIE MPEIIOKEHNS JENCTBUTEIPHO MOXKHO CUMTATh TAKOBBIMM, IIOCKOJIbKY,
KaK OBL/IO IT0Ka3aHO BO MHOTOYVIC/ICHHBIX IIPeIIeCTBYIOMMX MCCIE[OBAHNAX, BBICOKYIO aMIUIUTYAY

Paboma svinonnena npu nodoepscke epanma PHP 21-18-00429 «KoenumusHvle mexaHusmot 06pabomxu
MyToMUMO0ANbHOU UHPHOPMAYUL: MUN TEKCA U MUN PeyunueHmar.
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P600 MoxHO HabmofjaTh B TeX C/lIydasX, KOTa HOCTOOpabOTKa s3BIKOBOTO CTUMYy/Ia Tpebyer
3HAYMTE/IbHBIX YCUINI 13-3a €T0 CTIOKHOCTH [3].

Mertop, mpoBepku: III-mccnefoBaHne MeTONOM PETUCTPALVM BBI3BAHHBIX IIOTEHIVATIOB
N400 u P600.

ITapameTpsi sHeanorpada u nporpammHoe o6ecnieyenne. Inekrposniedanorpamma (I3
3anuceiBanach Ha 30 yuacTkax koxu ronosel (F3, Fz, F4, F7, F8, FC3, FCz, FC4, FI7, FT8, T3, T4,
C3, Cz, C4,T7, T8, CP3, CPz, CP4, TP7, TPS, P3, Pz, P4, P7, P8) c ucnonb3oBaHmeM 3/1eKTPOfioB Ag
/ AgCl, BcTpoennbix B MCScap. Onekrposnuedanorpad Neurovizor BMM-52, mporpammHoe obe-
criedeHne Neocortex (Neurobotics, Poccus) n Neostimul presentation program (Neurobotics, Poc-
cus).

CtuMynpHbIT MaTepuan. B nmogob6HOro popa mcciefoBaHusAx Hambosee paclpoCTpaHEeHHBIM
CYNTAETCS VICIIO/b30BaHMe BMU3YaIbHBIX CTUMYIOB. OHAKO, IIOCKO/IBKY B HAIlleM Cly4ae HeoOXo-
IMMBII KOHTEKCT 3aaeTcA MIPOCOAMKOI, OBIIO pelIeHo VICIONIb30BaTh ayAuanbHble CTUMYIbL. CTu-
MY/IbHBIN MaTepuas ObUI pa3paboTaH Ha OCHOBE peajIbHbIX HETCKMX (pa3, HECKOIBKO M3MEHEHHbBIX
B COOTBETCTBUY CO CIlelM(pMKOII Halllero yiccefoBanusA. PeanpHble netckme ¢ppaspl ObIM HEO0OXO-
IVIMBI, TIOCKOJIBKY 9TO IIOMOTA/IO M30e>XaTh HEKOTOPOI MCKYCCTBEHHOCTH 3BYYalleit peun. 50 % cTu-
MYJIOB IPEJCTaB/Is/IN cO00i MapKMpOBaHHbIe IpefmoXenus, 50 % — HeT. Kax/piit 13 cTuMynos
OBIT 3aIIJICaH B [IBYX BapMaHTOB: MY)XXCKOIT ronoc (mpodeccnoHanpHblil akTep, 32 rofa) U JeTCKUI
rojioc (LecTwieTHNI pebeHoK). Bece cTuMy bl ObUIM paHZOMM3MPOBAHBI IO MPWHIMITY TATHHCKOTO
KBajpara (4 creHapus).

Mprmepbl cTUMYNbHOrO MaTepuana

MapxupoBaHHbIE TP eII0KeHIS HemapkupoBaHHBI€ IIPeNI0KEHS

I He XOUy ITUTD TAKOII Yaii, TOXKaMyiicTa, yoepu u3 Hero |5 He X094y IINUTH TAKOIT Yail, HOXKANYIICTa, yoepn

MYXY u yaiiHbI TaKETUK. 3 Hero MOJIOKO u yaiiHbIl TaKeTUK.

JTHéM Ha MOpe MBI B3sUIi € OO0 LIe/IBIX [iBe TIOPLINU JIHéM Ha MOpe MBI B35/ C COOOIT IIe/TbIX [1BE

BOCOHOJKEK 1 rasupoBaHHYIO BOLLY. nopuny MOPOJKEHOTO u rasupoBaHHyI0
BOfLY.

Henb3s BbIXogMTD U3 OMa, Ha ynule Kycaunit MOPO3 Henb3s BEIXOOUTH U3 JOMa, Ha yIuLe Kycadui

VI CUJIbHBIN BETeP. JKYK u cunbHblIi1 Betep.

IlogocMHOBUK UITYT NOJ, OCUHOI, TUCUYKY — IOJ, IlogocMHOBUK UITYT IO OCUHOM, TUCUYKY —

JIMICTBOM 1 To/bKO B TTy6O0KMX OBparax. oy IMCOW 1 TonbKO B ITy6OKMX OBparax.

Y4yacTHMKM 3KcIepuMeHTa OblIM IOfie/IeHbI Ha JIBe TPYIIIBL: Te, KTO MMeeT PO O/DKUTE/IbHBII
OIIBIT O0IeHNs ¢ ieTbMU (60JIee IBYX JIeT) U TeX, KTO OINBbITA OOIIeHMs C IeTbMU He VIMeeT.

3apaHne, KOTOpoOe JaBaToCh YYACTHMKAM SKCIIEpUMMEeHTa. [loc/e mpocmymmBaHusa KaX 0ro
IpeUIOYKEeHNS YYaCTHIK 9KCIIEPUMEHTa JO/DKEH OTBETUTD OBLIO /M B IPEIOKEHUN IMOUUOHATILHO
oKpauleHHoe TIpUIaraTeNbHOe.

Hanpumep: crHee He60 — HeT; Mep3Koe HE60 — Jia.

ITpouenypa sxcnepuMeHTa. Y4acTHUKAM 9KCIIEPUMEHTa [aBaIoCh IPeCTaBIeHHOE BbIIIIE «OT-
B/IeKaolee» 3afanue. KaKIoMy 13 y4aCTHUKOB ObIIIO HEOOXOAMMO IIPOCTYIIATh BCE MIPEIOKEeHNA,
HEKOTOPBIe U3 KOTOPBIX OBbI/IV 03BY4YEeHBI MY>KCKMM T'OI0COM (3TO MOI/IM OBITh KaK MapK/POBaHHBbIE,
TaK U He MAPKUPOBaHHbBIE IPEIIOKEH ), YaCTh — ETCKUM (TaK)Ke MapKUPOBaHHbBIE Y HEMAPKUPO-
BaHHbIe NIpenioKenis). [IopsioK npeabsiBIeHNs ObIT CTyYaitHbIM.

Ha maHHBIII MOMEHT MCCIe[OBaHIEe IPOO/DKAETCS. Pe3ynbTaThl MCC/IeTOBAHMS OYIYT OCBEIeHbI
B JOKJIAJIE.
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PEA/IbHOE N BUPTYAJIbHOE TEJ1IO B LUN®POBOM MNEP®OPMAHCE
Cepezeli C. lpuboe

Anmatlickuli 2ocydapcmeeHHsll yHUgepcumem, Poccus

Xyno>kecTBEeHHas IpaKTyKa [udposoro nepdopmanca pacTBopsieT GpopMaabHO-CTIIEBbIE Ipa-
HIIBI Pa3/JINYHbIX BUJOB VICKYCCTBA, BBICTYIIAET a/IbTEPHATUBHBIM ITyTeM TBOPYECKOTO CO3VITAHUA.
XyZO>KHMKY OTKa3bIBAIOTCS OT IPOM3BOACTBA M PEMpPE3eHTALUN «UIea/NIbHOTO MCKycCTBa». «Co-
IPOTMBJIEHVIE BBIPAXKAJIOCh B OTKa3e OT 0ObEKTHOTO OBITOBAHMS XYLOXKECTBEHHOTO TPOU3BEeHN,
K 4eMYy, KaK Ka3ajocCh, IIO[IBOAMIIA BCS TPAMIVA COBPEMEHHOTO MCKYCCTBA Yepe3 abCTPaKIMOHN3M
Y MMHUMAJIV3M ¥ YTO IPEBPATWIOCHh TOIA B MHTEIEKTYaIbHbI OpeHn» [1]. XymoXXKHUKY mepBoi
BOJIHBI aBaHTapfia MaHU(ECTIPOBA/IN UIEI0 TOTA/JIbHOTO pas3pyLIeHNs TPAaHNIl B UCKyccTBe. Jaman-
CTBI, CIOpPeaNCThl, QYTypUCTBI AeMUCTU(GUIPOBaMN cofepKaHye ¥ popMy B IIPOU3BENEHUN JIC-
KYCCTBa, BK/TIOUV/IV IIOBCEJHEBHOCTD B XY/[0KECTBEHHYIO 1eATeTbHOCTb. OTHAKO yTANThIBAS IOYBY
JII1 HOBOTO MICKYCCTBA, aBaHTapJHbIe XyTO>KHIKY IIepBOIi NOMOBUHBI XX B. 3aMKHY/IUCh B TEOPETH-
YeCKOM ITPOM3BOJCTBE KOHIENITYa/IbHBIX UJeil ¥ CTPaTETI NIl

Kpusuc xynoxxectBeHHOI NpakTuky 1940-1950-x rogoB paspelnics yepes JeTaabHblll aHAIN3
coOcTBeHHOI McTopyn B punocodun u Teopun uckyccrsa. ObpaleHne Xyf0oKHIKOB K IIOBCETHEB-
HOJI TE/IeCHOCTM IIEPEHOCUT XYHZO>KECTBEHHYI0 IIPAKTUKY B IIPOCTPAHCTBO OOBbEKTMBHOI peaibHO-
ctn. «OfHAKO, KaK 9TO HU IapafjoOKCaTbHO, OOBEKTUBHBIN MIP, 32 KOTOPLIM IIPU3HAIOTCA TONBKO
KOJIMYECTBEHHO OIIpeJie/IMble Ka4eCTBa, B CBOEV 0ObeKTMBHOCTY CTAaHOBUTCS BCe Oojiee 3aBUCH-
MBIM OT CyO'beKTa. DTOT JOIIUII IPOIeCC HAYMHAETCSA C anredpansanyy reoMeTpuUy, 3aMeHAIONel
“Bu3yasibHbIe” reoMeTpudecKye GUTYpsl YMCTO MBICTUTEIbHBIMY OllepalusaMu. <...> Pasmaraercs,
Ka)KeTCsA, CaMO MOHATVE 0ObEeKTVBHON CyOCTaHLNY, IPOTUBOIIOCTAB/IAEMON CYObeKTy. Y y4eHbIX
1 punocodoB caMbIX pasHBIX HAIIPABJICHNUII BO3HUKAIOT CXOJHbIE IMIIOTE3bl, MCKIIIOYAIONVe KOH-
KpeTHbIe BUBI CyIIero» [2, ¢.195].

[In¢posoit neppopmMaHc BoIIOMAeT 060N KOHIEIIINIO YHUBEPCATBLHOTO JIEVICTBIUA, CIIOCO0,
KOTOPBIM XYZAOKHUKI apTUKYTMPYIOT OIIpee/IeHHYI0 TeXHOIOTMIO IPOM3BeieH s ICKYCCTBA.

CoTpygHMYECTBO TEXHOJIOTOB M TETEeCHO-OPMEHTVPOBAHHBIX XYHZOXKHUKOB IIPENCTaB/IACTCSA
B JJAaHHOM acIleKTe Haybosiee IIOZOTBOPHOIL IPAKTUKOIL. [IpefcTaBuTeN TaHIIeBaTbHOTO BVDKEHII
Tearpa JI>kaficoH ¢ 60/IBIINM a3apTOM BK/TIOUM/INCH B TEXHO-COMATIYECKVIe IKCIIEPYIMEHTHI ¢ HayKOii
Yl TEJIECHOCTBIO. DTO M aHaIUTUIecKnii TaHel V. Paitnep, u koHTakTHaA nmnposusanus C. IIskcTo-
Ha, 1 MaTeMarudecknit TaHel, T.bpayH. CoBpemeHHbIN TaHel 1960-X rofioB NMpoOBO3ITIAllIAeT OFHY
0061IyI0 Uel0 — TIpefcTaB/IeHMe TeIeCHOCTI B (PeHOMEHOIOTYecKoM Kirtode. TakuMm 06pa3om xy-
IOXKHVIKV-TIOCTMOJIEPHICTBI YAEIAIT 0c000€ BHUMAaHIE MCCIeJOBAHNIO Te/IECHOCTU Y TEXHOIOTHIA,
C TIOMOIIIBI0 KOTOPOJT TeIO MOXKeET ObITh MaHM(DeCTUPOBAHO.

Pa3BuTye 1udpoBoro MCKyccTBa OTYaCTy HMOAAEPXKMBAET MUACI0 IIOCTMOJIEPHIU3MA, 3aK/II0YAI0-
IYIOCS B TOM YIIC/Ie B Pa3MBITIY OMHAPHOI ONITO3UINY Tela — yXa. B aToM acriexTe «BUpTyanbHOE
TEI0 CTAHOBUTDHCS He MPOTUBOIIOCTAB/ICHIEM Pea/lbHOMY, HO ero pacumpenuem» [3, p.23]. Crenya
reHepaTVBHOI AaHTPOIIOJIOI MM ¥ 00'beKTHO-OPMEHTHPOBAaHHOI Pprtocoduy, HeOOXOAMMO 0TKa3aTh-
Cs OT IOHATHA CYyOBEKTa U pacCMaTpyuBaTh (eHOMEHBI B BUJIE OT/eIbHBIX 00beKTOB. B TakoM cirydae
MO>KHO 3aMeTUTb, YTO CBSA3b TEXHOIOIMM VI MICKYCCTBA HAOTIOfaeTCA Ha aTTPaKTUBHOM ypoBHe. Ilo-
HATVE aTTPAKTUBHOTO MeXaHM3Ma CIIOCOOCTBYeT Oojiee eTaTbHOMY MCC/IeTOBAHNIO XYA0XKECTBEH-
HBIX 00BeKTOB. «PeXXMMBI aTTpakIMM CIefyeT MBICIUTD KaK MHTEPaKTUBHbIE CETHU, VI, COITIACHO
Tumotu MopTony, Kak ceTky (meshes), KOTOpble UIPAIOT HO3BOJAIOIIYIO VI OTPAHNYMBAIOILYIO
POJIb 10 OTHOLIEHNIO K JIOKa/IbHBIM MaHudectauusm oobexta» [4, ¢.210]. OgHako aTTpaKTUBHBIII
MeXaHV3M He SBJIAeTCA B IPAMOM CMBIC/IE IOTEHIVIAJIbHBIM MHO>KECTBOM JIOKa/IbHBIX pelIpe3eHTa-
uuit o0beKTa.

Hccnedosanue 8vinonteHo npu  punancosoil noodepxxe PODPIV 6 pamkax HayuHozo npoexma
Ne 20-312-90022.
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OcHoBaHMS 00'BEKTHO-OPUEHTVPOBAHHO (PpMI0couM TO3BOMSIOT IIEPEMECTUTD ITOHATHS «pe-
aJIbHOTO» I «BUPTYaJIbHOTO» 13 SIICTEMOJIOTMYeCKOr0 KOHTEKCTa B @aHTPOIO/IOIMYecKuil. B Takom
cmydae 00a MOHATYA ABJIAIOTCA He IPOTUBOIIOCTABICHNEM JIPYT APYTY, HO BHEIIHEI ¥ BHYTPEHHe
CTOPOHOI OJHOTO OO'bEeKTa.

IIndposoit neppopMaHC IpefcTaBIseTCs IPAKTUKON PeLyKINM OT IOKATbHBIX MaHU(ecTarnit
K COOCTBEHHOMY BUPTYa/IbHOMY OBITIIO XyL0XKECTBEHHOTO ITPOU3BefeHNs. B cBs3u ¢ 9TUM pakToM
XYIZOKHUKIU CTPEMUIICH YKe He IPEIbSABUTH CBOE TENIO «KaK eCTh», COIIACHO paHHUM MaHudecTam
TaHIIa TIOCTMOJIEPH, HO MCCIEOBATD Te/IO KaK 00BEKT, KOTOPBIN MOXKET IIPOABIATHCA KaK B VICIIOJ-
HITeJIe, TaK U B 3pUTeJIe, WIN B KaKUX-1160 Apyrux o6bekrax neppopmanca. TyT BaXKHO 3aMeTUTD,
KaK/M CII0COO0M OOBEKTBI NPOM3BOAAT KOMMYyHUKanuio. lenpio MHYOPMAIMOHHOTO MCKYCCTBA
CTQHOBUTCS «OBITh Pe30HAHCOM B OTHOIIEHMSX MEXAY HAYIHBIM I XY0>KeCTBEHHbBIM MCCTIe[OBAHN-
em» [5, c.11].

JlonyijeHne aBTOHOMHOCTY, 3aBUCAIIEN OT MAIIVHBI, CO3/jaeT B IPAKTUKe IM(PPOBOTo Iep-
¢dbopMaHca LIeTIOCTHOE BOCIIPUATHE Tela KaK TeHepaTUBHON CUCTeMbl. «[eHepaTuBHBIE CHCTEMBI Jie-
MOHCTPUPYIOT, YTO HE3aBEPIIEHHOCTb CTPYKTYPhI MOXKET He HapyLIaTh ee L[eJIOCTHOCTH <...> Xpo-
HIYeCKasl He3aBePIIeHHOCTD LieJIeHAIPaB/IeHHO “BCTPOEHA B TeHEPATMBHYIO CUCTEMY, ITOCKOIBKY
olIpefieNisAeT ee CTpeM/IeHNe K lallbHeNIeMy pasBUTuIo» [6, c.23]. [lanbHerimas nctopus uudposo-
ro nepgopmaHca ele IybKe MOTPy)XaeTcsl B UCCIIefoBaHe 00beKToB. COBpeMeHHbIe A3bIKI MPO-
IpaMMMPOBAHNA, B TOM YIC/Ie CO3/laBaeMble [ XYAOXKHIKOB, CIIYXKaT He TOJIbKO BO3MOXXHOCTBIO
VISl TEXHOJIOTMYECKOTO POCTa, HO M Hosiee TMOKOIL Cpefoit A/ KapTorpadyupoBaHysa BUPTYaTbHOTO
00pasa XyIZO>KeCTBEHHOTO IIPOM3BefeHNA. DKCIIEPYIMEHTDI XYJOXKHUKOB ¥ MIH>XKeHepoB 1960-1970-
X 3aMeTHO PaCIINPAIOT METOJOMIOTUIO HOCTMOJIEPHUCTCKOTO MICKYCCTBA, 00pallasAch K Tely Kak Iie-
JIOCTHOMY OO'BEKTY.
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TPAHCNAUNA & TPAKTOBKA BU3YAJ/IbBHOIO OBPA3A:
O CO3AAHUN NOIroTUNA KOH®EPEHLU NI LGMIC-2021

WHea E. flopoxosa

F6HOY «Akademus manaHmos», CaHkm-llemep6ype, Poccus
laiminga@inbox.ru

TameaHa E. [lemposa

CaHkm-lTemepbypackuli 2ocydapcmeaeHHsbIl yHUsepcumem, Poccus
t.e.petrowa@spbu.ru

HasBanne xoHdepennun «I3pik — Mysbika — JKecT: mHPOpMaOHHBIE TTEPEKPECTKU» TO-
BOPUT caMo 3a cebs. [laHHBIN Hay4YHbI POpyM NpK3BaH cOOPATh HA OXHOI MEXAVCLUIUINHAPHON
IUIOIAaJKe CIEIMANINCTOB, PAOOTAIOMNX Ha CTBIKE IIepeceueHNs pasHbIX T'YMaHUTApHBIX 00IacTel
COBpPEMEHHOJ KOTHUTMBHON HayKu. TyT ¥ BOIIPOCHI B3aMMOJEVICTBMS MEXAY S3BIKOM U MY3bIKON
B IIpOLIecce UX YCBOEHNs, 1 B3aUMOJIEIICTBIe BepOaIbHBIX 11 HeBepOATbHBIX CPeICTB KOMMYHMKA-
VIV, ¥ I3BIK TejIa KaK croco6 mepefauyt MHGOpMANVM, ¥ IVMHIBUCTIYECKOE OINCAHVe IPUHIIVIIOB
paboTHI pasHBIX CEMUOTNYECKUX cycTeM. [1oaToMy orotun KoHpepeHIMy HaM XOTelI0Ch Ce/aTh
MaKCUMa/IbHO 9P PEeKTUBHBIM, APKIM, 3aIIOMIHAOIVIMCS, BKTIOYAIOIMM B Ce651 OTCBIIKY K PasHbIM
HaIpaB/IeHNUAM pabOThl KOH(PEPEHIUY U NTepealolIM ee MeXXAVCLMIUIMHAPHBIN XapaKTep.

ITonck u co3maHye TOTOTHUIIA — 3TO BCET/ja HeMpocTas 3afada. CHavYaa Mbl pelININ BOCTIONb30-
BaTbCs KOHCTPYKTOPAaMU JIOTOTUIIOB, KOTOPbIE IMIMPOKO IPEACTaB/IeHbl B MHTEPHET-IIPOCTPAHCTBE.
OpHako JOTOTUIIBI, CO3/IaHHBIE C IIOMOILIBIO 'eHepaTopoB Ha cantax https://logomaster.ai, https://
smashinglogo.com, https://www.logaster.ru, He oTBe4anu HamyM 3ampocaM. Bce oHM momydanuch
TPUBMAIbHBIMY, MAJIONPUBJIEKATETbHBIMY U IPYMUTVBHBIMIA

Torza mer pernn o6patuthes 3a momoipio B TBHOY «Akamemiust TamaHTOB», Tie Ha 3aHATUSIX
110 rpaduecKoMy JU3aliHy OTAeIbHBIM OT0KOM BBIJIE/IEHO CO3JjaHNe TIOTOTHUIIA: M3y49eHe TeOpeTH-
deckort 6asbl, pumocodun 1, KOHEYHO, BHITIOJTHEHME TIPAKTUYECKIX 3afiaHnit'. Bo3MOKHOCTB 10y Ya-
CTBOBATb B pa3pabOTKe JTOTOTHIIA MeX/[YHAPOSHO KOH(pEPEHI[MN CTaIa /I YYalIXCA MHTePeCHOI
IIPaKTUKOIL. VIHTepecHoI! 1, 6€3yC/I0BHO, II0/Ie3HOI, IOCKOJIbKY CO3JaHue IPKOT0, EMKOT0, <TOBOPSI-
I[ero» U 3aIIOMMHAIOIErOCs JIOTOTHIIA — 3a/ja4ya He U3 JIETKMX JJaKe I IPOo¢eCcCHOHAaIOB.

B xpeatuBHYy0 rpyniry BOIIM 8 HAYMHAKIIKX An3aitHepoB oT 10 fo 18 yet. Ha mepBoM >xe rpym-
IIOBOM 3aHATUM C IIEaTOTOM Ka)K/IbIJl Ha4a/l COCTABIIATD CBOIO MIHTE/UIEKT-KapTY, I7ie IleHTPaJIbHbIMU
ABJIAJIVICH CJIOBA: MY3bIKa, CJIOBO U ecT. OT HMX KaK/bINl KpeaTUBIIVMK Hayajl BBICTPANBATh IPEBO
006pa3oB BTOPOTO U TPETHErO MOPATKOB. 3/1eCh NOABUIOCH OTPOMHOE MHOXKECTBO BapMaHTOB TOTO,
KaK MHTepPECHO, HeCTaHJaPTHO U IIPY 3TOM IIPOCTO MOTYT BBIITIANETh MY3bIKa, CTIOBO U JKeCT. 37jeCh
MBI BUJVIM:

Crnoso: 6ykBa, nepormud, KHura, 0671auko Janora, MKOHKa TOBOPAIIEro YeloBeKa, MUKPOQOH,
pajuo, MeTadOpMIeCcKIiT NeUIeXOJHBII ITePexoj MeXKAY TNLAMIU.

MysbIka: HOTa, 3ByKOBasl BOJIHA, Pa3/IMYHble MY3bIKaJTbHbIEe MHCTPYMEHTBHI, JUPVDKEpCKas Ia-
JIOYKa HayLIHMKI, Te ke MUKPOQOH 1 pafno.

JKecr: TaHel, IBIDKeHNE PYK, ABVDKEHUE HOXKI OaepPUHBI, )KECTBI «OTINYHO!», 3HAK! TEIUIBIX
IIPUKOCHOBEHMII U TOCTTAHME BO3AYIIHOTO ITOLe/TyA.

TaxuM 06pasoMm, K IpeBapUTEIbHOMY TBOPYECKOMY 9TAlly CO3[aHNsA JIOTOTHUIIA KaXKMAbI Ha-
YMHAIOLINIL AM3aiiHep CO3/ja/l MHO>KECTBO HaOPOCKOB /11 06pasHOro BHIPaYKEHNS KaX/JOTO 13 KOM-
IIOHEHTOB. VI TyT HaCTyIMI caMblil CTIOKHBII MOMEHT B paboTe, HeKUil TBOPYECKUI CTYIIOP, — CO-

Paboma svinonnena npu noddepscke epanma PHP 21-18-00429 «KoenumusHole mexaHusmvt 06pabomxu
MYZIbMUMOOANLHOT UHPOPMAUUU: MUN TMEKCMA U TMUN PeUUNUEHINAY.

! HekoTopble pesynbTaTsl paboT MOJOAbIX AM3aiiHEPOB IIPEACTABleHbl Ha caiiTe XypHama «Kimo-
an»  https://academtalant.ru/page/Informatsiya-ob-izdatel'skoi-deyatel'nosti/Klyuchi  (mara o6pamenns:
20.03.2020).
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CTOSHME, VI3BECTHOE KaKIOMY 4e/IOBEKy TBOpUecKoil mpodeccyu. Kak coegMHUTD 3TN Tpu obpa-
3a B OIMH, Jja TaK, YTOObI HOBBIII CUMBOJI OBUL: He CJIO>KHBIM IpapuyecKyl, OpUTVHAIbHBIM, HO IIPU
3TOM — HOHATHBIM 3pUTeN0. [I/I1 IPeofioNeHNs 9TOTO «TYIMKOBOTO» COCTOSHMUA B AM3aiiHEe eCTh
MHO>KECTBO CIIOCOOOB: METO/BI IOCTPOEHMS MEHTA/IbHBIX KapT U Ta0JINII, MBICIUTE/IbHbIE CTY/bA,
tabmuia OcOopHa, METOJ| CITy4aifHOTO pasfpakuTesisd, MEHTa/lbHas MIPOBOKAIVA, METOJ OTPaHM-
YeHWIT, IepeBEPTHILIN, CPABHEHVSI U aHAJIOTUM, METOJ «yTEéHKa», METO [IEeCTH MBICTIEHHBIX IIUIATL,
MeTOJI CJIOMa CTepeOoTHIIa, runepoommsanys, 4-J1 ctumyn u ap. [1; 2]. llaBHOe, HavaTh [ie1aTh, XOTh
TOYKY Ha JIMCTE TIOCTaBUTh. 3aTeM IIOCMOTPETb Ha CBOIO VIHTEJUIEKT-KapTYy, BBIOPATh CaMblil TI00M-
MBIVl CMBOJI OZHOTO 13 HOHATHIL, Ha OTHEIbHOM JIVICTe HapYICOBATh HECKOIBKO €ro YIIPOIIEHHBIX
Bepcuit. IToka pucyern, paboTaeT KpeaTBHOE MBIIIIEHVE: KaK K 9TOMY PUCYHKY JOOAaBUTD CIIey-
IOLIMIT 00pas, eCThb IV KaKye-TO 00Iye IMHNUM, CMBICTIOBBIE IIEPEXO/IbI, Ha KOTOPBIX MOYKHO CHITPATh.
CHoBa BbIOMpaenib u3 CBOei KapThl 00pa30B IMOAXO/ALIYIO TPy, MIElb BapUaHThl TAPMOHUYHOTO
COeNVHEeHN, IePeKINKAHNA, TepeTeKaHNsA 00pa3oB. VI Tak >ke ¢ TpeTbMM KOMIIOHEHTOM. DTa KOM-
VLAV OKa3alach HEBEPOATHO YBJIEKATETbHBIM 3aHATUEM /I TBOPYECKNX JieTell: OHOBPEeMeH-
Hast paboTa aHAIMTUYIECKOTO ¥ 00PasHOTO MBIIIICHNS IOTPY>KAI0T B 0COO0e CO3UIATETbHOE COCTO-
AHUE, KOTOPOE OYeHb YaCTO COIMPOBOXK/AETCA PAJOCTHBIM BCKPUKOM «IDBpHKal», Korjga GUrypsl, Kak
II0 BOJIIEOCTBY CK/Ia[bIBAIOTCS B SIPKMII, TAKOHUYHBIT 00pa3. KoHeuHO, XyOXKHNMK BUJNUT U 3HAET,
KaKOJl CMBIC/T OH BK/IAfIbIBa€T B CBO€ IIPOM3BefeHNe, HO OH He BCerza odeBueH i sputens. [lo-
CMOTpMTE BHMMATE/IbHO Ha K)K/BII 13 TOTOTUIIOB: BIIHO JIV BaM, 113 Yero OH CO3/jaH, YTO O3HAYaeT,
KaKOe OTKPBITVE C/Ie/Iajl IOHBIII XYJOKHUK B CBOEM IIOVICKE «IIePEKPECTKOB»?

B pesynbrare TBOpYECKOI pabOTHI MOJIOABIX AM3aiHEPOB OBLIO CO3/JaHO 27 BapUAHTOB JIOTOTHUIIA
KoH(epeHuyu. [ BbIOOpa JIy4IIero BapuaHTa JOTOTHUIIA MBI BOCIIOJIb30BA/IICh METOAMKOI CeMaH-
tideckoro auddepeniana, MUPOKO UCHIONb3YeMOI B IICUXOIOTMYECKNUX Y ICUXOMHIBUCTIIYE-
CKMX MCC/IeTOBAHMAX IJIs1 BBIYMCIEHNS CYyOBEKTUBHBIX OL[eHOK TOTO MV MHOTO 00beKTa (MIOHATHS,
TEKCTa) 10 Habopy OUIIONAPHBIX TpajynpoBaHHbIX Hikan [3]. Ompoc nmposopmics Ha maatdopme
Google Forms B nexkabpe 2020 ropja. YyacTHUKaMU UCCTIEOBAHMS BbICTYynMIM 128 KuTerneil pasHbIX
pernonos P®. Bribopka Oblta cOamaHCHPOBAHHOI 110 MOy, BO3PACTY, 00Pa30BaHMIO YYaCTHUKOB
9KCIIepyMeHTa. PeclIOH/ieHTaM IIpefiIaraaoch OLeHNTh 10 IIKase oT 1 1o 5 Bce pa3paboTaHHbIe 10T0-
TUIIBI 10 JIBYM ITapaMeTpaM: HaCKO/IbKO JIOTOTHUII OPUTMHA/IbHBII Y 3aloMMHaIuiics. Pecrion/eH-
THI JO/DKHBI OBUIM OTBEYATh VICXOMS 13 COOCTBEHHDIX MPEACTABICHNUI 1 IMOLMOHAIBHBIX PeaKInit,
KOTOpBIe BBI3BA/I y HUX TOT W/IV MHOJI TOTOTHIL I1pu cTaTncTideckoit 06paboTKe JaHHBIX B KaueCcTBe
Mepbl LIeHTPa/IbHON TeH/IeHIIMY Mbl BbIOpamu Menuany (Me), KOTOPYI0 paccMaTpUBaIN KakK ycpep-
HEHHYIO CyO'beKTVBHYIO OL[eHKY JIOTOTHUIIA IO BCeJl IPYIIIIe YYaCTHUKOB MCCIeoBaHMsA. B kauecTBe
Mepbl COITIACOBAHHOCTM OLIEHOK YYaCTHMKOB MO KaXK[OMY JIOTOTHUITY MbI BBIYMCIIA/IN TTOTYUHTEPK-
BapTMIBHBIN pa3Max (Q), KOTOPBI XapaKTepusyeT OOIYI0 BeIMYNHY pacCessHUs OLleHOK. Q moKa-
3bIBaeT, B KaKOJl Mepe COBIAAI0T OL[eHK) YIaCTHUKOB. [Ip1 06paboTKe pe3ynbTaToB YUUTHIBANINCH
TOJIBKO JIOTOTUIIBI C XOPOILIVM COBIIAfIeH)eM OIleHOK. AHa/IN3 NO/Ty4eHHBIX JJAHHbBIX II03BOJIVII BBI-
[eNMUTD JIBa JIOTOTHIIA, IOTYyYMBIINX HaubojIee BHICOKIE OLIEHKM Y PeCIIOHAeHTOB. OKOHYATe/IbHBII
BBIOOP OBUI CfieIaH B [IO/Ib3Y BapMaHTa, KOTOPBIl B 60OIbLIell CTeleH) YAOBIETBOPS/I IPUHINIIAM
CO3[aHMsI YCIIENIHOTO JIOTOTHIa%, ITOT BapUAHT Bbl MOXKETe YBUJIETh Ha caiiTe KoHpepeHun. B no-
K1afie 6yAyT IpefCTaBIeHbl BCe IOTOTHUIIBI, Pa3paboTaHHbIe MOIOABIMY [V3alTHEPAMIL.

Crenyet OTMETUTB, YTO 3ajiada JaHHOM KOH(MEPEeHINM COCTOUT B TOM, YTOOBI IPOSIBUTD 1 00CY-
IUTH CYLeCTBYIOIME «MH(POPMALMOHHBIE TIEPEKPECTKI» MEX/Y PasHbIMI CeMUOTIYECKIIMU CHCTe-
MaMu. A B TBOPYECKOM IIPOIlecce CO3JaHNsA JIOTOTHIIA U B 9KCIIEpYIMEHTE, HallPaBJIeHHOM Ha BBIOOP
JIy4Iero BapyMaHTa «IMLja KOH(ePeHIMN», BCe YIaCTHUKM Je/IAl0T TO JKe caMoe: UIYT ¥ OOHapY>Ku-
BAIOT CBA3M MEX[Y 00pa3aMu My3bIKY, )KeCTa U C/IOBA, IPOHMKAS B CAMYIO CYTb SIBJICHUIL.

2 https://www.designonstop.com/webdesign/article/10-osnovnyx-principov-neobxodimyx-dlya-
sozdaniya-effektnogo-logotipa.htm (mara o6pamenns: 10.03.2021).
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AHA/TIN3 COBPEMEHHOW I'IUOI'Iy.I'IFIPHOIZ MY3bIKW:
K BOMPOCY O HOBOW METOAOTOTNN

I'ne6 AnekcaHopoeuy E2opoe
CaHkm-[Temepbypackuli 2ocydapcmeaeHHsbili yHUsepcumem, Poccus

B moxmaze 6ypmer paccMaTpuBarbcs IpoOieMHas 0071acTh COBPEMEHHOTO MY3BIKOBEEHUA —
aHaJIN3 COBPEMEHHOII IIOMY/IAPHOI MY3BIKM (a MMEHHO IOMY/IAPHOI IecHM). [IJI cy)KeHus pakypca
1306paH TOBOBHO CHelM(UIHBIN CTUIb — alTbTepHATUBHASA MOMY/IAIPHAA MY3bIKa VIV aBAHT-IIOI.
XOTs 3TOT TEPMIUH ellle He 3aKPeNmICA B aKaJleMIUeCKOM JUCKYpce, OH BCe Yallle BCTPeYaeTcs B ITy-
OMMLMCTYKE Y PasINIHBIX KPUTUYECKNX CTAThsAX Y1 COOTHOCUTCS C apTUCTAMM VI KOMIO3UIIVISIMI,
9bJ) pabOTHI BBIXOIAT 3 MPEMe/Ibl CIOXKVBIINXCA IPUBBIYHBIX CIIOCOOOB HAIMCAHVA MOMY/IAPHON
necHy (HampuMmep, B FApMOHMM HAOMIONAETCA yXOf OT PacIpOCTPAaHEHHBIX YeTBHIPEXaKKOPHLOBBIX
Iporpeccuil B yrofy 6osee yCIOXXHEHHBIM; TaK)Ke aBaHT-IION KOMIIO3MIVIAM HPUCYIY UTpa C IIe-
CEHHO- KyIJIeTHON popMoit, 0c060€e OTHOLIEHNE K TeMOpaM ¥ PUTMY, UCTIONIb30BaHVe HE TUIINIHBIX
BOKa/IbHBIX TeXHUK). K IIpeficTaBuTeIsIM JAHHOTO CTU/IS B MY3bIKQJIBHOI IIpecce OTHOCAT TAKUX ap-
TicToB Kak Bjork, The Knife, FKA Twigs, Roisin Murphy u gpyrue.

B ormmume oT 10BONIbHO pacIpOCTPaHEHHBIX METO/IOB aHa/NIN3a MOMIYIAPHON! MY3bIKM, YTO JIe-
KaT Ha CTBIKe TaKMX I'YMaHUTAPHbIX 00/1acTeil, KaK CEMUOTVIKA, COLMONOTMS 1 Ky/IbTyponorus (Ha-
npumep, paboTel Takux uccneposareneit kak C. @put, @. Tarr, P. MunanTon), B MccnenoBanuy 6bia
IpeAIpUHATA MOIbITKA OCMBICTIEHs HOBOTO ITOAXO0/A K M3YYeHMIO JAHHOTO YKaHpa, YTO CHelVaIu-
31poBasICcs OBl HA CAaMOM 3BYKOBOM U HOTHOM Marepuarste. [l pemenns nogo6Hoi 3aga4un B 60/1b-
IIMHCTBE CBOEM OBLIN MICIIONb30BAHbI PAOOTHI 3apyOe>KHBIX aHITIO U (PPAaHKOS3bIYHBIX MY3BIKOBELOB
(K. Pynan, JK. Otanen, A. Myp, 3. Baiitc u ap.), cieninanu3upyomyxcs Ha MOMY/IIPHON My3bIKe.

Cama ¢popma ObITOBaHMSA IOIY/LAPHOI MY3bIKY (3BYKO3aIMCh) IPOOIEMAaTU3NPYeET ee M3y4eHne,
TaK KaK C/IOKMBILAACA METOJOOT M TPAAUIMOHHOTO aHa/IM3a BIPOC/IA Ha YTeHUM Y M3y4eHUY Iap-
TuTyp. C 0fHOII CTOPOHBI, UCTIO/Ib30BaHNe TPAAVUIIVIOHHOTO aHA/IN3a K HOTHBIM TPAaHCKPUIILIMAM II0-
IY/IAPHBIX ITeCEH 3HAYUTEIbHO MICKa)KaeT MojTy4aeMble IaHHbIe, TaK KaK B IAPTUTYpe He CyILecTByeT
Croco60B 0ToOpakeHMs paboTHI 3BYKOBOTO MIH)KeHepa 1 UTHOPUPYIOTCS TeMOpabHble XapaKTep-
CTUKM, ABJIAOLMECA Ba)KHENIIEN COCTAB/IAIOIIEN M3y9aeMOro IpegMeTa — TO €CTh, UTHOPUPYeTCA
pOJIb MefyyMa U Te 0CcOOble CBOJICTBA, YTO OH HAK/IaAbIBaeT Ha My3bIKy. C pyroi CTOpOHBI, OJ-
HBIJI OTKa3 OT TPAJAMILIMOHHOTO aHa/IM3a TaKXKe SAB/ISAEeTCS MaryOHoI KPailHOCTBIO, Beib IOIy/IspHas
My3bIKa SAB/IS€TCA YacTbI0 OTPOMHOTO MMpa 3aMaJHOEBPOIENICKOIl TOHANbHOI MY3bIKH, Ifje TaKue
aCIIeKTBHI, KaK TAPMOHN, MEJIOANS, PUTM U POopMa ABJIAIOTCSA KOHCTUTYUPYOIVIMIL.

PerrenyieM gaHHOI IpO6IeMBI CTaIO0, BO-NEPBBIX, PacIIpeHlie PaMOK TPaUI[IOHHOTO aHa/IN3a
C €ro ajjarTaInyei moyx 0cCoOeHHOCTN MCCIeyeMOro MaTepyana (Takoil MeTOH, B YaCTHOCTH, IIpef-
naraet JK. Oranen). Bo BTOpBIX, K BBIIICHa3BAHHOMY PEIEHNI0 MOXKET OBITh 00aB/ICHO BHEJPEHIE
B aHA/IN3 A3BIKA CTYAVUITHON MPAaKTUKY (HaIIpuMep, BKIIOUEHNE B MICC/IENOBATeIbCKII paKypC TaKMX
HOHATUIT KaK peBepO, AMIaii, KOMIIPECCHs U T. I1.) U MCII0/Ib30BaHe HOBOJ TEPMIHOIOI MY, OTOOpa-
Karolen cruenn@uKy 3ByKo3ammicy Kak Meguyma (Hanpumep, TepMmuH A. Mypa «soundbox»).

Takum 06pasoM, B XOfie MICC/IefOBaHMs ObIJIO BBIABICHO, YTO UTHOPUPOBaHME CIelupuKu Me-
AMyMa BelleT K HeaJ[eKBaTHON OlleHKe TaKMX IPOM3BEeHMIT ¥ CTYUIHBINA JUCKYPC JO/DKEH OBbITH
CMHTE3VMPOBAH C TEXHUKON TPafUIIIOHHOro aHanmm3a. HoBas MeTopomorns Ko/bkHa OBITh OCHOBaHA
KaK Ha aHajM3e acleKTOB, CBA3aHHbIX C TEXHMYECKUM IIPOU3BOJCTBOM IOI-TIECHN, HA IIEPeCMOTpe
3Ha4YeHVs TeMOpa B JaHHOM XKaHpe, TaK U Ha paboTe ¢ HOPMOIi U ¢ 3ByKOBBICOTHBIM Y PUTMUIECKIM
MaTepuanaoM, ogoOHO TPAANLIVIOHHOMY MY3bIKQIbHOMY aHa/N3Y.
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NCKYCCTBO NMEPEBOAA C IUCTA N ETO SABUCUMOCTb OT TUNA
YTEHWNA TEKCTA

Muxaun B. leaHo8

CaHkm-lemepbypackuli 20cydapcmeeHHslIl yHUsepcumem, Poccus
ivanov09035@gmail.com

V3y4eHne MexaHM3MOB II€PEBOJA TEKCTA ABJAETCA OFHMM M3 aKTya/IbHbIX BOIIPOCOB COBPEMEH-
HOJl 3KCIIepUMEHTAIbHON MMHTBUCTUKY. Oco00ro BHMMAHUSA 3aC/Ty>K/MBaeT IEepPeBOJ C INCTA KakK
OT/IeIbHBII BUJ, YCTHOTO IIepeBOfia — JICKYCCTBA, TPeOYIOIIEro OT MepeBOAYNMKA BHICOKOJ KOHIICH-
TpALUV BHUMAHNA, SPYANLIUY U OBICTPOTHI peaKuy. DTOT BIJ, IepeBOJia UCTIONb3YeTCS BO MHOTUX
00/IacTAX U CUTYaLUAX, HAIIPUMep, KOTZia OT ITepeBOAYMKA TPeOyeTcs OlepaTUBHO IIePeBeCTI BCIYX
VMHCTPYKLNM, peKTaMHbIe OYK/IeTbI, CTIalibl IEKIUI ¥ TIpe3eHTaunit Topapos u ycuyr [1]. Ilepeson
C JIMCTA SBJIAETCSA OHUM U3 Hanbojiee CIIOKHBIX BUJJOB PeYeMbICIUTEIbHON aKTVBHOCTY YeTOBeKa,
TaK KaK B OO/IBIINHCTBE C/Ty4aeB Ha OPUIINMATbHBIX MEPONPUATHUAX IEPEBOJUNKY IPUXOAUTCA Iepe-
BOJIUTb BCTIYX PaHee HEM3BECTHbIE MY TEKCThI. JlaHHbI BUJ, IIEPEBOJa, HECMOTPs Ha Ha/IM4le B HEM
IVCbMEHHOTO TEKCTA, ABNsAeTcA ycTHhIM. B. H. Komuccapos oTMedaer, 4To npy oCyIleCTBIEHNUN YCT-
HOTO II0C/IE0BATENIbHOTO IIEPEBO/Ia IEPEBOYMK MHTEPIPETUPYET peYb OPaTOpa, BHICTYIIAOIIErO Ha
Meponpuatuy. Hamnuaue o6paTHOI CBA3M C HUM VHOT/A II03BOJIAET EPEBOUMKY 3a1aTh YTOYHSIO-
Ui BONIPOC, BBISICHUTD 3HAYEHUE HEe3HAKOMOTO TePMIHA, PETyIMpPOBATh TeMII peunu oparopa [2].
ITpu ocymecTBneHNN IIepeBOfA C/IaliJ0B BBICTYIIEHNA TaKlieé BO3SMOXXHOCTU MOTYT OTCYTCTBOBATb,
TaK KaK Ha O(QUIATbHOI KOH(EPEeHINN HEBO3MOXKHO 00pPaTUThCA K OpaToOpy, HOCKO/IbKY 3TO MO-
JKET COPBATh €0 BBICTYIUIEHNE, @ B CUTYaLlUM IT€PEBOJjA MMCbMEHHOTO TEKCTA C JIMCTA, aBTOP TEKCTa,
CKOpée BCETO0, He PUCYTCTBYET Ha MEPONIPUATHUMN.

OpuyM u3 HauboIee HaIeKHBIX U IIVPOKO MCIIOIb3YeMbIX B KOTHUTUBHOJ HayKe METOJIOB 13-
y4YeHMsT MEXaHM3MOB BOCIIPUATUA ¥ 00pabOTKM IMIICbMEHHOTO TEKCTA SABJIAETCS alfiTPEeKNHT — Me-
TOMKA PEerMCTpauyy ABV>KeHu T a3 [3-5]. Llenb maHHOI pabOThl — M3YYUTD C TOMOIIBIO TAHHOII
METOIVIKM, KaK KaueCTBO IepeBOfia — IPOJYKTa BOCIPUATUA TEKCTA U €r0 MHTEPIPETALN, 3aBNU-
CUT OT TUIIA IIPEJBAPUTE/IBHOTO YTEHMA IIPU IIOATOTOBKE IepeBojia. AMEPUKAHCKIE UCCIEOBATENN
A.Xeitn, K. CKuHep u ap., yTBEpXK/IAIOT, YTO YTEHNE BCIIYX 06IerdaeT IOHMMaHIe TeKCTa, HeCMOTPS
Ha TO, 4YTO TpeOyeT OT YeJIoBeKa PacXOf[0BAaTh YaCcThb KOTHUTUBHBIX PECYpPCOB Ha IIPOTOBapUBaHIe
TEKCTa, MHTOHMPOBAHIE I Ha PACCTAHOBKY JIOTMYECKUX yAapeHuii [6].

Iunoresa uccnenoBanyusa — YTeHME BCIIYX OCIOXKHAET IPOLIECC BOCHPUATUA TEKCTA, IO3ITOMY
KayeCTBO IepeBoJia C MICTa Oy/eT BhIIIIe, eCIM IIePeBOAUNK IpeBapUTeIbHO YNTAET TEKCT PO cedsl.
Marepuanom 1 SKCIIepUMEHTA IMOCTY KI/IN [Ba TEKCTA HA aHIJINIICKOM A3BIKE, OTHOCAILMECS K Te-
MaTyKe 1o6buy HepTy U rasa, mpefcTaB/ieHHble Ha caiite koMmmanyn Shell. [laHHbIe TeKcThI ObIIN
BBIPOBHEHBI 110 00beMy (271 cnoBo B Tekcte 1 u 275 cnoB B TekcTe 2) ¥ yPOBHIO CIIOXKHOCTH € T10-
Molbio pecypca readable.com. YyacTHMKaMM OMIOTHOTO MCCIEOBAHMS BBICTYIIVIIN AT HOCUTE-
JIell PYCCKOTO f3bIKa, oOydatomyecs Ha ¢unonorndeckoM ¢akynbrete CIIOIY, ypoBeHb BrageHus
aHITIMIICKVIM 513BIKOM B o61ieeBporerickoii cucteMe CEFR — B2 u Baine.

KaxoMy y4acTHUKY OBIIO ITPEfIOKEHO CHAaYa/Ia IIPOYNTATh BCTYX TeKcT 1 Ha aHITIMIICKOM S3bI-
Ke U IIepeBeCTY ero Ha PYCCKUIL A3BIK, 3aTeM IIPOYNTATh PO ceds 1 noToM nepeBecty Texct 2. Tex-
CTBI IPEIBABIAMICH B CITy4aiiHOM nopsjke. [TlepeBofbl yIacTHMKOB 3alMCBIBA/IICh HAa JVIKTO(OH,
3aTeM pacinpoBbIBAINCH, KAYeCTBO IIEPEBOJA OLIEHNBAIOCh MPOQECCHOHAIBHBIM IIePEBOAYNKOM
KBAaHTUTATUBHBIM MeTonoM o Mertopuke E. A. [mnpmymmnnaoit [7]. TexcTs! mepeBofa OLeHUBAICD
Ha IpeMeT Ha/IM4IMs B HUX OIIMOOK B BEIOOPE IEKCUIECKOTO SKBYBAJICHTA, OIINOOK MY IIepeBofie
JacTell CIOKHBIX CMHTAKCUYeCKIX eIVHNII, Ka/IbKUPOBAHMA CMHTAKCUCA VICXOTHOTO TeKCTa, He06o-
CHOBAaHHOTO MHOTOC/IOBMSA, CMHTAKCMYECKON IBYCMBICIEHHOCTH. B mpolecce yreHnsa m mepesopa
TEKCTOB Be/lach 3aIlNCh JIBVDKEHMIT I71a3 KaXJOro yd4acTHuka Ha npubope EyeLink 1000+. 3ammcp
Be/lach B MOHOKY/LIPHOM peXXMMe OT IIPaBoro I71asa ¢ puKcanmer ronossl ¢ yactoton 1000 Iiy. Tek-
CTBI IpeRbABIAIUCDH B pudTe Georgia, 24 xernb. Pasmep akpana 377x305 MM, paspellieHe KpaHa
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1280x1024, 60 It1. PaccTosgHue OT I71asa yyaCTHUKA [0 9KpaHa 720 MM. AHa/u3 I71a304BUTATe/IbHOI
aKTUBHOCTY ITPOBOJIMIICS TI0 METOZIMKE, OIIMCAHHOI B [3].

ITony4eHHbIE pe3y/IbTaThl CBUJIETE/ILCTBYIOT O TOM, YTO IIPY YTEHVM BCTYX 3aTpadyBaeTcst 00/Ib-
IIe BpeMeHM Ha IpefBapUTeNTbHOE IPOYTEHNE TeKCTa I Ha OCYIeCTBIeHNe NTePeBO/ja, IPY YTEHUN
BCITyX HabrofaeTcs 6osbllee KOMMIECTBO PUKCALNIL, CPeHAA JINTETbHOCTb (PUKCALUN TIPY YTe-
HUY BC/TyX BBIIIE, 4YeM IPU YTEHUU NPO cebs. JHAYMMOI pasHUIIBI B KOJMYECTBE perpeccuit (Bo3-
BPaTOB K paHee IMPOYMTAHHBIM parMeHTaM) U B KadecTBe IepeBoja (OUIMOOK B IepeBOfie C aH-
IJINIICKOTO Ha PYCCKUIA A3bIK) HPK YTEHUN MPO cebsl ¥ YTeHNUM BCIYX BBIABIEHO He 6bUT0. B cBs3M
C 9TVIM MOXKHO CJIe/IaTh IIpeBaPUTE/IbHBIN BBIBOJ O TOM, YTO YTEHNE BCIYX TPeOyeT OT IIepeBOgYKa
00/IbIlle KOTHUTVBHBIX PECYPCOB I IOHVMAHYS U MHTEPIPeTalluy TeKCTa, HO 3HAYVMO He BIIUsAeT
Ha Ka4eCTBO IepeBo/ia.

OCHOBHOI1 9KCIIEpUMEHT, 3aIUTAaHMPOBAHHBIN Ha MapT — anpesnb 2021 I. TO3BOIUT OATBEPAUTD
VIV OLIPOBEPTHYTh OTyYeHHbIE B XO/je IIVJIOTHOTO MCCIEOBAHNS Pe3y/IbTaThl.
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MYCTOTA U 3BYK B COBPEMEHHOM MCKYCCTBE:
3BYKOBAAl UHCTANNALUWA

AHHa A. Henwa
CaHkm-lTemep6ypackuli 2ocydapcmeeHHsIl yHuUgepcumem, Poccus

36yK06Y10 UHCMANNAYUI NPUHAIMO OMHOCUMb K peHomeHy Sound-Art. Hecmomps Ha Hepaspoie-
HY10 C653b ¢ AYOUATIbHBIM U MY3bIKAIbHLIM 4au4e 6ce20 NPoeKmol U Xy00HHUKO08 0AHHOU cdepbl pac-
CMAMPUBAION C MOUKU 3PEHUS UCOPUL UCKYCCMB U ee Memodonozuu [1].

OpHa 13 TeM, KOTOPYIO MOXKHO BBIIE/IUTD, 3TO B3aMMOJIEICTBYE ITyCTOTHI ¥ 3BYKa B JaHHBIX MH-
CTa/IALVAX. 3BYKOBbIE MHCTA/ULALMM MOTYT PacIoaraTbCsl B PasIM4YHBIX NIPOCTPAaHCTBAX — Ha
OTKPBITOM BO3[lyXe€, B CIIELMa/IbHOM IIaBUIbOHE, B My3ee. VIHCTa/uIAnuA npeTeHyeT Ha IO/HbIN
«3axBaT» IPOCTPAHCTBA, ero TpaHchopmanuio. [TycTora mpocTpaHCTBa MOXKET SBIATHCSA OHUM
U3 crnenndUIecKux CpefiCTB TAKOTO «3aXBaTa», BMECTE C ay[MaJbHOI COCTAaBJISIONIEN. 3BYK CTaHO-
BUTCS TEM aKTOM BTOP>K€HMSA, KOTOPBIN MTOTHOCTBIO MEHAET IPOCTPAHCTBO, BBOAUT B HETO TEMIIO-
pasibHOE U3MepeHMe.

B xayecTBe MeTOMOMOTMYECKOI 6a3bl 51 mpeiaraio heHomMeHonorndeckuit Metor JKopska Jumm-
I06epmana, koTopsIil B cBoeil pabore «To, 4TO MBI BUJVUM, TO, YTO CMOTPUT Ha Hac» [2] BBIBOJUT
amnmapar ! A3bIK pasroBopa 0 MMHUMA/IMCTUYECKOM VICKYCCTBE IIECTURECATHIX TO/I0B.

O6pbexTamy aHanM3a CTaay Bujeosanucy pabor TBopueckoro oobeguHenns TUNDRA Ha nx
oduumanpHoi cTpanuie [3]. [TeTepOyp>KCKuil KOJUIEKTUB COCTOUT M3 KOMaH/IbI MY3bIKAaHTOB, CayH/J
VIH>KEHEPOB M XY[IOXKHMKOB. [laHHBIN KO/UIEKTUB B CBOMX paboTax 3ajiefiCTBYeT CBET, 3ByK I 9jle-
MEHTBI IporpaMMupoBaHns. TeM He MeHee, B CBOMX TBOPYECKMX IIPOEKTaX OHM OTTa/JIKMBAIOTCA OT
IIPOCTPAHCTBA, UX HETIOCPEe/ICTBEHHA 1ie/Ib — ero TpaHcdopmanus [4]. B kakoM-To cMBbIc/Ie IMEHHO
IyCTOTa ABJIAETCA NEePBUYHOI XapaKTEPUCTUKON TaKMX MPOCTpaHCTB. OHM UCIONb3YIOT IJI CBO-
VIX MHCTA/UIALMIL BBIIIEAIINE Y3 9KCIUTyaTall Uy 34aHNA, HallpyMep, 3a0pOIIeHHBII CIIOPTUBHBIN 3aJT
Mamnexa IlepBoro kageTckoro Kopimyca.

B cBoeit pabore ¢ppaniysckmit penomenonor Juun-t06epMan 3aocTpsieT BHMMaHMe HA BU3Y-
aJIHOJ COCTABJIAIOLIEN HAIlleTro BOCIPYATIS, HO ay[jyiaibHble MHCTPYMEHTBI CHOCOOHBI COBEPIINTD
IOBOPOT B 3pUTENTbCKOM BOCIPUATUM, O KOTOPOM IMIIET aBTOp. B KadecTBe nmpumMep ayananabHOrO
npueMa OH paccMarpusaet pabory Pobepra Moppuca «Suyk co 3ByKOM ero u3rorosiaeHus» 1961 r.
3BYK, MICITYyCKAaeMblil U3HYTPU ALIMKA, UUTIOCTPUPYET U 3a0CTPsAET €ro IMyCTOTY, OH CTAHOBUTCA pa-
BeH cebe. CaM 3BYK YKasbIBaeT Ha ero IPONCXOX/eHue 1 KOHCTUTYImo. ITycToTa okaspiBaeTcs of-
HVIM /13 CAaMbIX IJTABHBIX Y€/I0BEYECKIIX CTPAXOB, He TOJIBKO ITyCTOTA, HO ¥ OTCYTCTBIE Yero-1mdo vim
Koro-m6o. Bmecre ¢ aTMM, mycToTa MOTEHIMAIbHA 3aII0/IHAEMa, B TOM 4ICIIe, U 3ByKoM. IIpomecc
NepeXMBaHA IIYCTOTHI ABIAETCA BAKHONM COCTAB/IAIOLIEN MHTEPUOPHOCTIL.

Crepyromas TeHieHIs B paccMorperyy Juan- FO6epmana 9T0 3a0cTpeHMe Ha TEMIIOPaIbHO-
cTU 00bEKTa, HEOOXOAVMOCTY IIEPEMEHHON B CUTYaLluy, KOTOpas MO3BO/NAET CKOHI[EHTPMPOBATH
BpeMsA B HEKOTOPOM MecTe. 3BYK, MeTIOAVIA VIV My3bIKa KaK MICKYCCTBO OO/Ia/IaloT HEIIOCPEeCTBEH-
HOJI TeMITOPAIbHOCTBIO, IPOCTUPAOTCSA M MEHAIOTCSA BO BpeMeHM (Jjaske MY YCTIOBUY TOBTOPEHNA).

Ina F06epMaHa MCKYCCTBO BbIpaXkaeT clienydudeckoe MPUCYTCTBUE OOBEKTa, TOIA KaK VH-
CTA/ULALVST pacCMaTpyuBaeT B KadecTBe oObekTa mpoctpancTBo. O6benunenrie TUNDRA ¢ nomo-
IBIO CBETA U 3ByKa BOCCO3/IAIOT IIPOCTPAHCTBO. B wacTHOCTH, MaciiTabHas nHcTamsanusa EPICEN-
TRE npoxopuia B 60IbIIOM aHTaPHOM IIOMEIIEHN, I7je CBET B3aVIMOJEICTBOBAJI CO 3BYKOM. 3BYK
BBICTYIIAeT 97IEMEHTOM aKTUBHOTO BO3JeicTBMA. Kak 00beKT, KOTOPBIN «CMOTPUT Ha HAC», TONBKO
3ByK JMMeeT OOJIbllle BO3MOXXHOCTM BO3JIEVICTBUSA, Belb, OTBEPHYBILVCH OT MCTOYHMKA CBETA, MBI
IPOJO/DKMM CIIBIIIATD 3BYK. B 3aBMCMMOCTI OT CBOJCTBA 3ByKa, MEHA/IOCh OCBELEHNE, ONPEMIENEH-
Hble OTPBIBKY OBUIM CXOXKM CO 3BYKOM TPOMa, V1 CBET IMUTUPOBAJI BCIIBIIIKY MOTTHMIA [3].

3purenp, monazas B MPOCTPAHCTBO MOJZOOHO TOTA/IbHO MHCTA/UIAINY, CTAIKMBAETCA C TEM,
YTO BU3ya/IbHas COCTABJIAIOIIAA 3/jeCh HallpaB/leHa Ha ycuneHne a¢dekra 3Byka. B urore, MbI mosy-
JaeM IIPOCTPAHCTBO aKYCTMYECKOTO COOBITIA, KOTOPOE MOXKET SABJIATHCSA 9KCTPEMa/IbHBIM JIJIS Hac.
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VHCTamIAnMA CTAHOBUTCA MOTUBOM IIepeXMBaHMA 00beMa, IIPOCTPAHCTBA U €T0 IYCTOTHL. 3a-
KPBITOE IPOCTPAHCTBO IIPEACTAET Iepef HaMV B HEKOJ TOTAJIbHOCTY — 3BYK U CBET pabOTaIOT Ha
COXpaHeHMe eJMHOTO NMPOCTPAHCTBA. BMecTe ¢ 3TMM CTOUT ellje pa3 OTMETUTb CMEHY COCTOSHUI
IPOCTPAHCTBA B TEMIIOPA/IbHOM U3MEPEHNM.

O TakoM TuIe MHCTAIALNI MOKHO TOBOPUTD B KaTETOPMAX MepeXXUBAHMA, 3pUTE/b IONa/laeT
B COOBITHE, CPETY C aKTMBHOI IIO3MIMET], TOTIa KaK OH CaM OKa3bIBaeTCs IIaCCYBHBIM HaO/TIOaTeIeM.
ITO B CBOIO OYEPEND CO3/Ia€T MOMEHT HAIPSKEHUA.

TaxyuMm 06pa3om, 3BYK MOXXHO PacCMaTpyBaTh KaK OCOOBIN 3/IEeMEHT B MHCTA/IIALVIAX, UMEIOIVI
CBOJICTBA aKTMBHOIO BO3[e/ICTBYIOIIEr0 KaHaaa KaK M/A MPOCTPAHCTBA, TakK U A 3putens. Ilo-
noxxenue u teopus duan-F06epmaHa, cBsI3aHHAs ¢ BU3Ya/JIbHON COCTABIIAIONIEl MICKYCCTBA, MOXET
OBITb IIPUMeHEeHa Y K 3BYKOBBIM MHCTA/UIALIMSAM.
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OBPA3 ANOHCKOI O CAZA B TBOPHECTBE TOPY TAKSMULY:
K BOMPOCY MHOIOKAHA/TIbHOCT CUMBOJTUYECKNX SHAYEHNI

Mapus EezeHbesHa Hukonaesa

Pocmosckas 2ocydapcmeeHHas koHcepeamopus um. C. B. PaxmaHuHoea, Poccus
hogwarts96@yandex.ru

Jloknmaj; moCBAllleH N3y4YeHNI0 TBOpYeCTBa ANOHCKoro kommnosutopa Topy Takamuny. B ero oc-
HOBY JIeT/Ia IIpo6eMa paccMOTpeHMA 06pa3oB AMOHCKOTO Cafia U ATOHCKOI IIPYPOZbI B LIeJIOM B €TI0
COYMHEHNAX, KaK OCHOBOIIO/IATAIOMIMX. ITO 0O0CHOBAHHO TEM, YTO Y>K€ B €T0 PAaHHNX COUYMHEHUAX,
KOIZIa KOMIIO3UTOP B OOJIBIIEJ CTEIIeHV YBJIEKA/ICS 3aIlafHbIM MY3bIKaJIbHBIM VICKYCCTBOM U 9KC-
IepYMEHTaMM B 3JIEKTPOHHOJ MY3bIKe, IIOCTEIIEHHO HaMe4aslach TeMaTHKa, CBsI3aHHas ¢ oOpazamMu
IPUPOJbI, KOTOPbIE, BMECTE C IOCTENIEHHO BO3PACTAIOLINM MHTepecoM TakaMuIly K HallMIOHa/IbHOM
KYNIbTYype, CTa/Ii KII0YEBBIMU B €T0 TBOPYECTBE.

B paxypc paccMoTpeHnsA mpo6ieMbl BXOAAT TaKle BOIIPOCHI, KaK OIlopa Ha KOpHeBble TPagyIyn
ATIOHCKOJI KyJbTYPbl, BbICOKasA CTENIEHb €€ BU3Ya/lIbHOTO BOCIPUATHSA, OCHOBA KOTOPOTO 3a/I0KEHa
B MepormndnyecKoil MMCbMEHHOCTH, 3aBe3eHHON 13 Knrtas u craBIeit BIOC/IeACTBUM OCHOBO /IS
MOHOXPOMHOIJI >KVMBOIINCY, 0COO0e co3epliaTe/IbHOe OTHOIIeHMe K Ipupope. VI3ydeHbl TTyOMHHbBIE
CBA3M C ANOHCKUM CafIOM, KaK MCKYCCTBOM O(OPM/IEHNA IPOCTPAHCTBA IPUPOZHOTO IaHAMAPTA,
B KOTOPOM TIPMPOJA CHMBOIMYECK! IpefcTaB/lIeHa B BUJe psAga 0O6pa3oB: BO3AyXa, BOMbI, 3eMIIN,
Heba, YTO 0OyC/IOB/IEHO BAMAHMAM Cpasdy HECKONbKMX GMIOCO(CKUX TedeHMil, a TaKKe IpoBefie-
HO pacCMOTPEHME CUIbHBIX MEXUCIUIUIMHAPHBIX CBA3EN MEX/y PasIMYHbIMU BUAMU UCKYCCTBA
(B 0cOOEHHOCTY € M300pa3NTEIbHBIMU ), KOTOPBIE XapaKTE€PHBI, KaK HEIIOCPECTBEHHO s SImoHnn,
TaK U [ KyIbTypbl BocToka B 1ienom.

AKTya/lbHOCTb BBIOPAHHOJ TeMbI OOYC/IOB/IEHA IIONBITKON PacCMOTPETh IMOUCKU IIPOCTpPaH-
CTBEHHBIX pellleHN T, 0COOEHHOCTY OpraHNM3aIMM TapaMeTpa BPEeMEHHOTO aclleKTa MY3bIKI, CTPYK-
TYPBI COUNMHEH, TeMOPOBO-AVHAMIYECKIX PEIIeHNI, 0COOBIX UCTIOTHUTENbCKIX IIPMEMOB, 11 B TOM
qycrie obpaleHre KOMIIO3UTOpa K STHNYECKNM KOPHAM, Yepe3 IPU3MY MHOTOKaHA/IbHOCTYI CaMOTO
ATIOHCKOTO CaJia, KOTOPbIN ABNAETCA OFHUM 13 BaXKHENIINX ABJIEHNIT B AMOHCKOM UCKyccTBe. Takoe
IOMMHVpPOBaHME ONIpeie/IeHO 3HAYeHNeM cafia Kak MacTepCcTBa IpeobpasoBaHysi, OpraHU3ay pe-
aJIBHOTO IIPOCTPAHCTBA, COCTOSAILETO B O/IM3KOM POACTBE C ApXUTEKTYPOIL, 10 COOTHOLIEHMIO C BO3-
IYLIHON Cpefioi MMEIOLIVIM CXOACTBO CO CKY/IBITYPOIL, IO 0COOEHHOCTAM BU3Ya/IbHOTO CMBOIIYE-
CKOTO 13006pa>keHN s IPUPOJIbI CBA3AHHOTO C Iei13a>KHO )KIBOINCHIO.

ViccnepoBanue NpoBOAMIOCh B OIIOPE HA TPY/bl MY3bIKOBE/IOB, 3aHMMAIOUIMXCA TBOPYECTBOM
Topy Takamuny, takux kxak II.Bept, E. CHexxxosa, T.lJaperpagckas, JI. AKKOIISIH; yY€HBIX, MCCIe-
AYIOLUX TPaAULMOHHYIO ANOHCKYI0 Mysbikuy: Y.Ien-Vp, B.Cucaypu, M.Ecunosa, C.J/lynunoc,
A.MakcumoBa; a TaK)Ke aBTOPOB, 3aHMMAIOIMXCS U3Y9EHMEM JPYTUX BUJOB AIOHCKOTO MCKYCCTBa
1 Ky/IbTYpBI, B uncie koTopbix C. Hukonaesa, A. Jlebenesa, A. ®ommna, H. Konpan, X. Harara, B. be-
noseposa, B. baxxenos, E. Menkosa, A. Mbinuk. OTcTpanBasch OT CyLeCTBYIOLUIX MHEHMIL, aBTOPOM
moxazia GopMMUPYeTCs OPUTMHATbHASA KOHLIETILINA, Ie/Iafolast aKIJeHT Ha KOPHEBBIX ABICHIAX I Xa-
PaKTePHBIX YepTax AMOHCKON KY/IbTypPbl B TBOpYeCTBe Takamuiry.

B ocHOBe MeTOLONOTNMM MCCIEfOBAHNA TEXKUT KYIbTYPHO-UCTOPUYECKIUIL I CUCTEMHDII aHAIN3
ApyeHnit. IlomydeHHbIe pe3y/IbTaThl Halle/IeHbl Ha PacIiypeHe 3HaHUI 06 0COOEHHOCTAX KOMIIO3U-
TOPCKUX IOZIXO/IOB K BOIUIOI[EHNIO IIPOCTPAaHCTBEHHBIX, BPEMEHHBIX, CTPYKTYPHBIX, TeMOPOBO-/1-
HaMMWYECKUX UJIeN M PELIeHNI B OPTaHM3ALMY €T0 MY3bIKH.

Pe3ynbraThl MccaefoBaHMA OMOIIV IIPUIATY K PAALY BBIBOLOB, O TOM, YTO UCIIONB3YA 0coboe
pasMellleHNe VICIIOJTHUTENEl Ha CIieHe, KOMIIO3UTOP Jie/laeT OTChIIKY K CMMBO/IMYECKON M apXMUTEK-
TYPHO-IIPOCTPAHCTBEHHON Mfee Caja, B IUIaHe OpraHmsanyuy (GpopMbl OH OTTAJIKMBAETCS OT acCo-
Lyanuil ¢ IPUHLMUIIOM CTPYKTYPHOM OpTaHM3alMy Cajja KaMHEN, I HaKOHELl, 110 SMOLIMIOHA/IbHOMY
HAIIOJTHEHMIO, PealM30BaHHOMY 3a CUeT IMOCTOSHHOTO YepefjoBaHMA 00pa3oB CTATUKM ¥ MOMBIK-
HBIX Oy pHBIX BOJHBIX IIOTOKOB, a TAK>Ke 0COOBIX TeMOpaIbHbIX peIleHMit, OH pacKpbIBaeT U/e0 cajja
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¥ BCeil ATIOHCKOI NMPMPOXBI, Kak 0COO0T0 HACTPOEHNUA M COCTOAHMA AyIin. Bce 3TO ykasbiBaeT Ha
BBICOKYIO CTEIIeHb BCTPOE€HHOCTH MY3bIKa/IbHOTO Boriomenns uaeii Topy Takamuiy B cucremy oc-
HOBOIIOJIATAIOLIX XY/I0’KeCTBEHHBIX ABJIEHUI AIIOHCKOTO ICKYCCTBA.
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OLIEHKA NO3ULLAY B UTPE TO

Makcum A. lModonsk, Enuzaeema AnekcaHopoeHa IHUHA
CaHkm-lTemepbypackuli Hay4Ho-uccnedosamensbckuli uHCmMumym ¢usuyeckol Kynemypel, Poccus

Ssplk — 3TO CcucTeMa 3HaKoB. Vrpa ro mpepcrasisger co6oil cucreMy HeBepOalTbHON KOMMY-
HUKAaLIMU MEXAY ABYMs Mrpokamy. Takxke ro sBsgeTcs BUAOM cropTa. [Ipy posmirpslie maptin
UTPOKY OLIEHMBAIOT MTO3VIINIO, YNTAIOT HaMEPEHVsI CBOETO NMapTHepa, ¥ IPUHIMAIOT pelIeHVs s
JOCTVDKEHVS Lie/IV UTPhl — Habopa OO/IbIIEro KOMNIeCTBa 0YKOB TEPPUTOPUN YeM Y IPOTUBHIKA.

V3y4eHre CUXMIECKNX TIPOL[ECCOB: BOCIPUATIS, TAMSITH, IPUHATHS PelleHrs Ha MaTepuase
UTPBI TO HPEACTAB/IsAeT MHTEPeC TaK KaK B IO, IIpu 00paboTke 1 aHa/MM3e MHPOPMAIIVN, 3aI€IICTBY-
I0TCSI 9BPUCTUYECKYIE METObI MbIIUIeHNA [1]. Pe3ynbraThl MHOTYIX OPUTMHAIBHBIX PabOT, IPOBEIEH-
HBIX Ha LIaXMaTUCTaX, ObIIM 9KCTPAIIOIMPOBAHBI Ha IPYTYie BUBI CHIOPTA ¥ 00/IaCTY YelT0BeYeCKOI
[esITeNIbHOCTU. B PyIMX MHTENIeKTyalbHBIX UTPaxX OBUIM NIPOBEJEHbl CPAaBHUTENIbHBIE VICCIE0Ba-
HVISI, TIO3BOJIMBILINE IIPOBEPUTh KOTHUTVBHBIE TEOPUI B KOHTEKCTE Pa3HbIX KY/IbTYPHBIX OCOOEHHO-
creit. ViccremoBaHMst MHTENIEKTYaTbHBIX UTP IPECTABISIOT COO0T MEXAMCIUIIIMHAPHYIO 0671acTb,
B KOTOPOJ MOTYT COTPYAHMYATH IICUXOIOTH, (PU3MOIOTH, CIeIVIATIICTHI 13 00/IaCTV KOMIIBIOTEPHBIX
HayK, IMHTBUCTBI, aHTPOIIONIOrY U pumocodst [2].

[Ipo6meMa pUHATHUA pellleHNs BCTPeYaeTcs Ha BCeX YPOBHAX CIIOPTUBHOrO MactepcTa. C 1mo-
sIBJIEHVIEM KOMITBIOTEPHBIX IIPOrPaMM CIIOCOOHBIX OOBITPBIBATH IIPOQeCCHOHANTBHBIX UTPOKOB M3Me-
HVJIVICb METOJIbI OLleHKM Ho3uiuii. Tereppb y KaXk/[oro UIrpaeMoro Xofia eCTb KOJIMYeCTBEeHHas! OlleH-
Ka, B IBVDKKAaX BTOPOTO ITOKOJIEHNS OCYIecTB/IsieMast py oMoy nopcyera oukos (KataGo), a e
BUHPEIITa, I0Ka3aTe/Is yBepEeHHOCTY HelIpOCeTH BBIUTPATh ITApTUIO B CIoXKuBIIeiicsa nosuiun (Leela
Zero) [2, 3].

I[Ipepnonaraercs, 4To OTOOP JIYYIIETo X0O4a KaHANAATA Y UTPOKOB-IIOENl CBSI3aH C YMEHMEM Pac-
II03HaBaTh GOPMBI, KOTOpbIe 00Pa3yIOT IPYIIIbI UTPOBBIX (puIleK (KaMHM).

Cnucok nutepaTypbl

1. Avram L.-A. et al. Some cognitive biases during go-playing or how behavioral economics could teach us
how to be better go players // Review of Economic Studies and Research Virgil Madgearu. Alma Mater &
Universitatea Babes Bolyai Cluj-Facultatea de St. Economice..., 2018. Vol. 11, no. 2. P.33-59.

2. Burmeister J. M. Studies in human and computer go: Assessing the game of go as a research domain for
cognitive science // Citeseer. 2000.

3. Anumna E.A. IlepcneKTUBBI VICC/IETOBAHNS MEXaHI3MOB pabOTHI IICUXVKY CIIOPTCMEHA Ha IpUMepe VH-
Te/JIeKTyanbHBIX Urp // CHOPTMBHOE JABYDKEHME: OIBIT, IpoOieMbl, pa3Butue: cb. MaTepuanos Beepoc.
Hay4.-IPaKT. KOHP. ¢ MeKAYHapOLHBIM y4yacTueM (15-16 oxta6ps 2020 r.). CII6., 2020. C.105-111.
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)XECT KAK YHUBEPCAJZIbBHOE CEMNOTNYECKOE NMOHATUE

Cepzeli A. Pomawko
Mockosckuli 2ocydapcmeeHHsili yHugepcumem um. M. B. JlomoHocosa, Poccus

B 1916 r. E.JI.TTonnBaHOB omy6nmKoBan cTaTbio «I10 MOBOAY ,,3BYKOBBIX >KECTOB” SITTOHCKOTO
A3bIKa», B KOTOPOJT ObITa HaMe4eHa BO3MO>KHOCTb IIOHVMMAHNA JKeCTa KaK YHMBEPCabHOTO CeMIO-
TIYECKOTO SBJICHN:A, CTPOAIIETOCS 3a IIpefie/IaMI CTaH/JapTHBIX CTPYKTYPHBIX 97IEMEHTOB COOTBET-
CTBYIOI[ell 3HAKOBOII CHCTeMbI (HalpuMep, YABOEHNME 3a Ipefie/laMit COOCTBEHHO IPaMMaTIYecKoll
penymmmkauuu). B manpHeiineM 3TO MOHMMaHME «IIOTEHIMATbHO eCTeCTBEHHON» 3HAKOBOCTH BO
MHOTOM COMKHY/IOCH C MICC/IEJOBAHMAMM IO MKOHMYHOCTH B A3bIKe. OIHOBPEeMEHHO C pacIIipeHeM
IIOHMMAaHMA XKeCTa B A3BIKO3HAHNIM Y CEMIOTHUKE BCTPEYHOE ABVKEHNE Pa3BUBAIOCh B 9KCIIEPVMEH-
TaJIbHOM VICKYCCTBE, I7le VI Pa3Hble CTOPOHBI BHIPA3UTETbHOCTI MOI/IV MTOHMMATbCA KaK XKecT (Tpa-
dnyeckne u Tunmorpapckue 0COOEHHOCTH TEKCTa, HeOHETNIeCKNe 3BYKOBbIE 9/IEMEHTBI B «KOH-
KPeTHOII T093UN» ), U K XKeCTY B COOCTBEHHOM CMBbIC/IE CTA/IN IPUMEHATbCS IIOHATHSA, CBOJICTBEHHbIE
A3bIKY (HarpumMep, IpefCTaBIeHNe aBAaHTaP/{HOTO UCKYCCTBA O «IIUTUPYEeMOCTH >kecTa»). Hakower,
pa3BUTME MEVITHOM TEeXHMKM MO3BOMNIIO HepellaruBaTh TPAJULIMOHHbIE «TeXHONTOTUYEeCKIe» Ipa-
HMIBI MICKYCCTB: B My3bIKa/IbHOE IIPOM3BEfieHIe BKIIIOYAETCS 97IeMEHT PeabHOTrO 3ByKa, CO3MaéTCA
«KOHKpeTHast My3bIKa», 3ByKI MOT'YT TeXHIYECKI IePEeBOAUTHCS B BU3ya/IbHbIE 9/IEMEHTBI I HA060-
pot. Ecri B sA3bIKe «KeCT» MOXeT ObITb 3BYKOBBIM JM BU3Ya/IbHBIM, TO ¥ B MY3BIKE «KECTUKY/LA-
IMs1» MOXKET B CBOEJI OCHOBE OBITh KaK 3ByKOBOI, TaK U BU3ya/IbHOIL. TaKOTro pojia «KeCTUKY/IALVI»
oboraiaeT BbIpa3uTelbHble BO3MOXXHOCTY BBICKAa3bIBAHMUII B PA3/IMYHBIX 3HAKOBBIX peannsalysix
(mpex /e BCero 3a CYET YCUIEHMA SKCIIPECCUBHOCTH, @ TAKKe JIOMOTHUTETIbHON HIOAHCUPOBKN). B TO
Ke BpeMs IIMPOKOe IIOHMMAaHNe )KeCTa pacllMpsAeT U YTOYHAET TUIIOTOIUIO U TeOPUM CEMMOTHKIA
VnmocTpupyeTcsa Ha mpuMepax MeIMITHBIX 3CTeTUYeCKUX SKCIIEPVMEHTOB VM UTPOBBIX 37IEMEHTOB
Xy/I0XKeCTBEHHOI ITPAKTYUKIL
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TAHEL, KAK CPEACTBO KOMMYHUKAL NI

Bnadumup AHmoHoeuyY Cusuykuli

HayuoHanbHbIl 2ocydapcmeeHHsll yHUgepcumem ¢uudeckoli Kysnemypebl,
cnopma u 300poses umeHu l1. @. Jleccapma, CaHkm-lTemepbype, Poccus

O61ecTBO Ha pyberxe BEKOB 0Ka3asICsA JIMIIOM K JIMITY € PAJOM ITI00a/IbHBIX IIPOO/IEeM.

He moxeT mpu 3T0M ocTaTbcs 6€3 BHUMAHUA M CTPEMUTEIBHOCTb COBPEMEHHOT'0 IIpoliecca pas-
BUTM 001eCTBa, KOTOPBIiL B OYAyIeM, OfTHAKO, TPO3UT TaKVMI Cepbe3HBIMU ITPO6IeMaMu Ji/Is dle-
HOB 9TOT0 00111eCTBa, KaK IOTepsI AYXOBHOCTH, OTPULIAHNS KY/IBTYPHOMY HACTIEUI0, YeTOBedecKast
pasobuieHHOCTD 1 [p. Halre BpeMst 4acTo Ha3bIBalOT MHGOPMALMOHHON PEBOMIONMEN, TIPU 3TOM
CTQHOBATCA BCe ACHO BUIHBI IIPY3HAKI IIOTEPY OOIIEHNA MEX/Y WIeHaM! 00IeCTBa I pa3pylIeHN
MEXTPYIIIOBBIMU CBsA3ell. [109TOMy Ba)KHOI CTAaHOBUTCA 3ajjada ITOVICKY HOBBIX CPEJCTB OOIIEHM
CII0cO00B COBEPIICHCTBOBAHMS CTAPbIX, CYIIECTBYIOLINX.

ITonATHA: «I3BIK, KY/IBTYPa, 00LIECTBO» TECHO CBSA3aHBI MEX[Y COOOIL.

IToHsiTVE KY/IBTYPBI O4€Hb MHOTOII/TAHOBOE, KaK ¥ IIPOAYKT, 13 KOTOPOTO OHO COCTOMT: 9TO U Ma-
TepuanbHbIe (IPeAMeThI IPOM3BOJCTBA), ¥ JYXOBHBIE (3CTETUYECKIE TBOPEHSI — XKMBOIIVCH, TEATP,
CKY/IBIITYpa, MY3bIKa) ¥ COLManbHble (00IIeCTBEHHbIE MHCTUTYThI, MEKTMYHOCTHBIE OTHOLIEHN).

Ho o61mecTBO B cBOeM pasBUTIY IOCTOSAHHO M3MEHAETCS, BMECTE C 9TUM MEHAETCS U KY/IbTypa.
B cBor0 o4epenp Bce cocTaBiAoNye TOHATNA «KyIbTypa» HAXORATCSA B TECHO B3aMMOCBSI3U MEXTY
co00i1, B, BIVSA APYT Ha APYTa, 3aCTAB/AA KOXKAYI0 MSMEHATHCS, TOPMO3s, YCKOPSISICh B CBOEM U3-
MEHEeHUI.

SI3bIK KaK KOMITOHEeHTa HOHATH «Ky/bTypa» Tak)Ke OUeHb AMHAMIYEH B CBOeM pasBuTuu. I1pu-
YJHOI 3TOrO pa3BuUTUA ABNAeTcA ero HEM30mMpoBaHHOCTD OT APYruMX KOMIIOHEHTOB (peHOMEeHa
«Kynbrypsl obuiecTBa». V1 3Ta CBA3b MPOMCXOANT U3-3a B3aUMOJEVICTBIA — OOIEHNs COCTABIIAIO-
VX eAMHOro 1enoro. O6 3TOM rOBOPUT I MHOTOCTOPOHHOCTD MOHATHUA «SI3BIK», KOTOpas CIefyeT
VI3 €TO OIpeJieIeHIL.

V13 onpenenenus storo nouarus B «Hoseitmit pumocodckmit cnoapp. 2012» [y HacC BaXXHO,
9TO SI3BIK SIB/ISIETCS OHUM U3 CPENCTB CBSA3Y 1 nepenaun nHbopmauu (Hapsay ¢ Apyrumn QyHK-
IIVSIMU) @ U3 BTOPOTO OIpefie/ieHns (TaM >ke) JyIsl HaC BaXKHO MOHATHE «oO0iieHue». T.e. obmeHne
IIPOMCXOANT IIPY TIOMOIIY A3bIKA. JTO OOILIeHVe MOXKeT OBITh IIPECTAB/ICHO B BYJie MICbMEHHbBIX
CUMBOJIOB (3HAaKOB) 1 (POHETMUECKMX 3BYKOB ¥ >KECTOB, ¥ amouuit. O6MeH nHpopMalyeit moxpas-
yMeBaeT Ha/IM4usA JBYX OO'bEKTOB, T. €. IPUCYTCTBYET TaKOe sIB/ICHNE KaK «OOIIeHe».

TakuM o6pasoM oOlIeHNe MOXXET HPOMCXOANUTD IIPY ITOMOLIY HeBepOa/IbHBIMM CPEACTBAMIU,
a 9TO A3BIK YKECTOB, JBVDKEHIIT Te/Ia, SMOLINIL.

«OOb11eHMe» MTOHATIE, ONMMCHIBAIOIEe B3aUMOMEIICTBIE MEX/Y NMIOAbMI (CYObeKT-CyO'beKTHOe
OTHOIIICHNE) U1 XapaKTepuayolee 6a30BYI0 IOTPEOHOCTD YeTI0BeKa — OBITh BK/IIOUEHHBIM B COL[YM
Y KYJIBTYPY.

C ofHOI CTOPOHBI, O0LIeHNe CTYXXUT IS Hepefadn MHGopManyy (KOMMYHUKAIVSA), C TYTOi
CTOPOHBI OCYIIECTB/IsIET B3aMMOJEIICTBYE Tofieil (MHTEePaKLsl), M OFHOBPEMEHHO ITO3BOJISIET I10-
3HABATbh JIIO/IbMIU IPYT Apyra (Teprienius).

[l14 Hac 3HaYeHNe OOLIEeHNA B XKIM3HEIEATE/IbHOCT YelI0BEKa COCTOUT B TOM, YTO OHO SIB/IACTCA
CPeICTBOM OpraHM3aIMV COBMECTHOI HeATENbHOCTY JTIOfEil ¥ CIIOCOO0M YIOBIETBOPEHNIS TOTPeo-
HOCTM YeJIOBeKa B IPYTOM Ye/IOBeKe, )KMBOM JMX KOHTAKTe.

OpnHMM 13 CpelcTBa BBIIOTHEHMs 3TUX (QYHKIMIT MOXET SIB/IATHCS Takas GopMa Ky/IbTYpHOI
JIesITeIbHOCTI YeJIoBeKa KaK TaHell.

B. V. Ypanbckas B cBoeit pabote «IIpupopa taHma» [1] ykaspiBaeT Ha TO, YTO «TaHell HO3BOJIAET
co3JaTh CBOe0OpasHyo aTMocdepy, pUTM OOIIeHNS ¥ CaM BBICTYIIAeT KaK sI3bIK OOIIeHN.

M. H.XuneHko [2] cunTaeT, 4TO IPaBOMEPHO OLPEfe/INTD TaHel] KaK ICKYCCTBO PUTMOIIIACTI-
4eCKOT0 OOLIeHN V1 CAMOBBIPAXKEHIA.

XoTs Bcerga «TaHell» MOHMMAJICA KaK JABUTaTeNbHOE MIeVICTBUE, «IBJDKEHUEe» — 3TO ABJIEHUE
IOJITO€ BpeMs He BXOAVJI B TIOHSTIE «MCKYCCTBOY.
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Kak npyrue HeBep6a/nbHBIe CpefcTBa OOIIEHMN, TaHel O03BO/IAET JOIOMHNUTD CTIOBECHYIO JI0-
IIOTHUTEIBHON CMBICTIOBOI ¥ MOLIMOHHOM MH(MOpPMAI[yeit.

ITo KoMM4ecTBY y4aCTHUKOB TaKOTO OOIIeHN S TaHIIeBa/IbHOE OOLIeHIS II03BOJIACT: TNYHOCTHOE;
MEX/INYHOCTHOE; IPYIIIOBOE; MEXIPYIIIIOBOE OOIIeHNS.

BoiBop: Tanerr B coBpeMeHHOM 0011jeCTBe He ABJIAETCA OCHOBHBIM CPENCTBOM OOIIEHNSA MEXIY
JTIOfIbMY, HO CITY>KUT JIOIIOJTHUTENTbHOM KOMMYHUKAIIOHHO, COLMOKY/IbTYPHO (YHKIMEN, IpK-
BHOCS B OOIIeHNE 3CTeTUYECKYI0 OKPACKY, KOTOpas jaeT BO3MOXKHOCTD ITO3HAHNUA cebs, OKpyKalo-
IIVX, HAKAIUIMBasA U JJOIIOMHASA Ky/IbTYPy 4el0BEeYeCTBa.

Cnucok nuTepaTtypsl

1. Ypanvcxas B. V. Ilpupopa Tanua. M.: Cos. Poccus, 1981. 110 c.

2. JKunenxo M.H. Tanen xak ¢popMa KOMMYHMKALIMY B COLMOKY/IBTYPHOM IIPOCTPaHCTBe: aBToped. muc.
... KaHj,. Kynbryponoruu: 24.00.01 / Toc. akaz. cnaBss. Kynbrypsl. Pak. kynsryponorun. Kad. nucropun
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TEKCT, 3BYK, N3OBPAXEHWE: KAKWNE WNHTEPHET-MEMbI WHTEPECHbI
COBPEMEHHbIM NOAPOCTKAM?

Aapes E. Ckeopyoesa, TameAaHa E. [lemposa

CaHkm-[Temepbypackuli 2ocydapcmeaeHHsbili yHUsepcumem, Poccus
dashaskvorets@yandex.ru, t.e.petrowa@spbu.ru

ITonMKOMOBBIN TEKCT, KaK CMMOVO3 3HAKOB PA3HBIX CEMUOTUYECKMX CVICTEM, SIBJIACTCA AKTY-
aJIbHBIM 00BEKTOM IICUXOIMHIBUCTUYECKUX UCCIenoBanmit [1; 2]. B coBpeMeHHOM MHTepHET-IIPO-
CTPaHCTBE CTa/Iy IIVPOKO PACIPOCTPAHEHbl MHTEPHET-MeMbl — IIO/TMKOJOBbIE TeKCTOBbIE 00pa3o-
BaHUA, B KOTOPBIX IIPUCYTCTBYIOT BepOasbHble M BU3ya/IbHble KOMIIOHEHTBI. XOTA WPUQT U LBET
OykB (popMaIbHO OTHOCATCA K BepOaTbHBIM KOMIIOHEHTAM TE€KCTa, B JAaHHOM C/Ty4ae X MOYKHO pac-
CMaTpuBaTh Kak rpaduyeckre n3obpasnuTe/IbHble CPEICTBa, co3aaolye 3PpdeKT IMOIMOHATBHOTO
IIPU3bIBA, BAXHOCTY, IPUBJIEYEHN BHUMAHMA.

BrigenAioT pasHble TUIIBI MHTEPHET-MEMOB: TeKCTOBBIVI MeM: CTIOBO M ¢pas3a; MeM-KapTUHKa;
BIJIEOMEM; KPEOMM30BAHHbIN MEM, COCTOSALINI 13 TEKCTOBOM 1 BU3ya/IbHOM YacTy. CeMaHTUYeCKMe
U IIparMaTUyecKyie BO3MOXXHOCTY STUX eVIHNI] OYeHb Be/IMKM, O/1arofapsl 4eMy BO3HUKIIA OIIpefie-
JIEeHHasl MOJia Ha X pacIpOCTpaHEHMe, CO3[aHNe, TMPAKMPOBaHe Cpelyl MONb30BaTeIell pasind-
HBIX COIMA/IbHBIX CETEN.

VccnepoBarerneil MHTEpeCyIOT ClIefyolye BOpockl: Kakoil kaHan nepefauy MHGOpMan AB-
JIIeTCS JOMUHVPYIOLIVM B MHTepHeT-MeMax? UTo BakHee: TeMa Wi GopMa IpefCcTaB/IeHN s IHTep-
HeT-MeMa? [ToueMy Kakme-TO MeMbI OBICTPO YMMPAIOT, @ KaKue-TO >XMBYT foiro? Kak oTHocATCs
K MeMaM Te, KTO UCIIONIb3YI0T UX B 001meHun? [3; 4].

[laHHOe MccnenoBaHye ObIIO HAIIPAB/IEHO Ha BBIABJICHNME M aHA/MN3 CeluuKy QyHKIMOHUPO-
BaHMA PasHbIX TUIIOB MHTEPHET-MEMOB B IIIKO/IBHOI cpefie. MeTOOM CIIIOIIHON BLIOOPKY U3 COLN-
anpHbIx ceteit BKontakre, Tukrok, VHcTarpam 65010 oTo6paHo u mpoaHanusuposano 200 MeMOB.
KOTOPBbIE YC/IOBHO MOXKHO Pasfie/INTh Ha TPY IPYIIILL: BUIEOMEMbI (TUKTOKN); TEKCTOBBIE (CMC, aHEK-
TOTBI ¥ IIO/INKO/[OBbIE MeMBbI (TeKCT 1 KapTUHKA)); IIOCTUPOHMS ¥ MeTauPOHNA (eMOTMBATOPEL, Kap-
TUHKY C IOANUCAMY, 0003HaYeHNe HeCyIeCTBYIONVX IPasgHNKOB). [lasee B KXol TpymiIe Obum
BBIJIe/IEHBI 7 MHTEpHET-MeMOB, KOTOpble Habpanu Haubosblllee KOMNIeCTBO JIAIKOB Cpe OIb30-
BaTesIell ceTell 3a Hepuop ¢ 1 ceHTs16ps no 18 centsa6ps 2020 1.

OCHOBHOI1 9KCIIepuMeHT IpoBopIcs Ha mwiarpopme Google Forms B oktsabpe 2020 r. YvacT-
HVKaMI JMCCIeOBaHVs BBICTYImM 40 y4ammxcs CTaplIMX KIacCOB CpegHMX 061eobpa3oBaTesib-
HbIX Ko/ Mockssl 1 CaHkT-Iletep6ypra (28 neBouek, 12 MaIb4MKOB, CpeIHMIT BO3pacT — 16 n1eT).
[IIko/IbHMKAM MpefIarajoch OLEHUTh 21 MHTepHeT-MeM II0 4eTblpeM IapameTpaM (HAaCKOIbKO
VIHTEPHET-MeM IIPUBJIeKaTe/TbHbIN, OPUTMHAIbHBIN, M3BECTHBII, 3aIIOMIHAIOIINIICSA) 110 IIKajle OT
1 1o 5, rae «5» 03HaYaeT HAMBBICUINIL OAJII IO TOMY VIV MIHOMY KPUTepuIo (O4eHb IIPUBIeKATeTbHBII
VHTEpHET-MeM U T.1IL.), a «1» — Hao00pOT, COBCEM He IpUBJIEKaeT BHUMAaHNE I T.II. PeCIIOHIeHTHI
JIO/DKHBI OBLIV OTBEYATh MCXOMIs 3 COOCTBEHHBIX NPENCTaBICHUII 1 SMOLVIOHAIbHBIX PeaKIii, KO-
TOpbIe BbI3BA/I Y HUX TOT WIN MHOI MeM. KpoMe Toro, B orrpoce ObUIN JOIIOTHUTENbHBIE BOIIPOCHI
Ha CyO'beKTUBHYIO OLIEHKY TOTO, KaK YYaCTHUKM OTHOCATCS K MHTEPHET-MeMaM M KaK 4acTO MCIOMb-
3yIOT ¥IX B MUHTepHET-KOMMYHMKaIVM. PecrioH/ieHThI He 6N OrpaHNYeHbl BO BpeMeHU. B cpegHeM
9KCIIEPUMMEHT 3aHuMasn 20 MUHYT.

AHanus pe3ynpTaToB I10oKa3a, 4To 35 (87,5 %) y4acTHMKOB BBICKa3a/Iy IIOJIOKMTETbHOE OTHOIIIE-
Hue K MeMay, 5 (12,5 %) rmporonocoBanm 3a HeMTparibHOE U HUKTO — 32 OTPULATeNnbHOE, 19 (47,5 %)
YYaCTHUKOB O4YE€Hb YaCTO VUCIIONIb3YIOT MeMbI B MHTEpHeT-KOMMYyHuKanuy, 12 (30 %) — wmHorza,
9 (22,5%) — 4acro. [TogcueT cpegHNX 3HAYEHNIT OL[EHOK, TAaHHBIX YYaCTHMKAMU MCCIETOBAHNA Pas-
HBIM TUIIaM MHTEPHET-MEMOB, II0Ka3aJl, YTO BUIAEOMEMBI (a MMEHHO TMKTOKM) SABJIAIOTCA Haubosee
BBIUTPBIIIHBIMI JIA TIOAPOCTKOB 10 BCEM IapaMeTpaM (IIpuBIeKaTeNbHOCTb — 3,58; OpUTrMHAIIb-

Paboma evinonnena npu nodoepycke CIIOTY, epanm Ne 53362375 Ha nposederuie MeHOUCUUNTUHAPHBIX
HIP
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HOCTb — 3,47; U3BECTHOCTb — 3,45; cubHee 3artoMuHanTcsa — 3,27); CaMbIM HU3KO OLIEHMBAEeMbIM
TUIIOM MHTEPHET-MeMa OKa3a/IiCh aHEKIOTHI (IIPUBJIEKaTeIbHOCTh — 2,6; OPUTMHAIBHOCTD — 2,63;
M3BECTHOCTDb — 2,39; cuiibHee 3antoMMHAITC — 2,31). OTHOCUTETBHO TOCTUPOHNYHBIX Y METaMPO-
HUYHBIX MEMOB MHEHMI IIKOIBHUKOB pasfennnch. KoabduumeHT cormacus nux oTBeTOB OKasasucs
OuYeHb HUBKUM.

Takum 06pa3oM, pe3y/IbTaThl MCC/IEJOBAHNS II0Ka3aJIy, YTO COBPEMEHHbIE IIKOJIbHIKY aKTUBHO
B3aJIMOJICVICTBYIOT C MEMaMU B peajibHOI >KVM3HY Y MHTEPHEeTE, UCIIO/Nb3YIOT MeMbI, YTOOBI ITOCMe-
ATDHCS, BBI3BATh SMOLVIOHAJIbHYIO peakuyio y ce6s 'y apyrux. OHy oTaoT 60sblee MpeArnoYTeHe
MY/IBTVIMOJA/IBHOMY AVHAMIYECKOMY TeKCTY (BUEEOMeMY), KOTOPBII OTINYaeTCA OT JIBYX APYIUX
TUIIOB CTYIMY/IBHOTO MaTepyana OOJbIIMM KOTMYECTBOM Pa3HBIX MCTOYHMKOB IlepefjaBaeMoll JH-
¢dbopmanuy (TeKCT, KAPTUHKA, 3BYK, ABVDKEHNE), U, CTIeJOBATEIbHO, SIBJIAETCS /1A pelynmeHTa 6oree
pecypcosarpaTHbIM IIpu obpaboTke. [1o Bceit BUAMMOCTY, MMEHHO OJHOBPEMEHHOE MCII0/Ib30BaHNe
PasHBIX MOJA/IbHOCTEI BOCIIPUATHA [e/laeT BU/JeOMeMbI Hanbosiee MOy IsIPHBIM, IIPUBJIeKaTeTbHbIM
¥ 3aIIOMMHAIOLVIMCS TUIIOM MHTEPHET-MeMa JJ/I1 COBPEMEHHBIX IIOJPOCTKOB.

ITony4eHHbIe B XOfie pabOTBHI pe3y/IbTAThl MOTYT ObITH MCIIO/Ib30BAHbI IIPY pelieHny GyHjaMeH-
TaJIbHOJ Hay4YHOJI NPOO6IEMBI COBPEMEHHOJ KOTHUTVMBHOI HAayK) — IPOOIeMbl BOCIIPUATUS Bep-
6anpHOIT ¥ HeBepOanbHON MH(OPMAIY B JUHAMIKE, CBSI3aHHOI C METOJAMM MICCIEOBaHNs TIPO-
1IeCCOB BOCIIPUATNA U IIOHMMAHMS CMBIC/IA ITOTIVKOJJOBBIX TEKCTOB PAa3HbBIX TUIIOB Y€IOBEKOM.

Cnuncok nuTepaTypbl

1. Bnunosa E.H., Illlep6axosa O.B. IlaTTepHbI NHTE/IEKTYa/IbHOTO MIOBEfIeHNs, IIPOABJIAIONINECS IpU pa-
6ote c BepbanbHbIMU U MKOHMYecKuMy Tekctamu // Ilcuxonorusa XXI Beka: akTyabHbIe BBI3OBBI I JIO-
CTVDKEHUA: €O. CT. YYaCTHMKOB MEXJYHApPOIHOJ Hay4HON KOHQepeHIMN MOJIOfBIX Y4eHBbIX / II0f pef.
A.B.MIa6onrac. CII6.: Ckudus-npunrt, 2020. C.78-88.

2. Bratash V., Riekhakaynen E., Petrova T. Creating and processing sketchnotes: a psycholinguistic study
/] Procedia Computer Science. 2020. Vol. 176. P.2930-2939. DOI: 10.1016/j.procs.2020.09.210
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4. Ilypuna IO. B. VIHTepHeT-MeMbI Kak (peHOMEH UHTepHeT-KoMMyHMKanuy // Hayunbrit guasor. 2012. Ne 3.
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A3bIK MY3bIKW A MY3bIKA A3bIKA:
B3SAMMOCBA3b 3SMOLUWNOHAJIbHOIO BO3AENCTBUA

CeemnaHa Ee2eHbesHa COpOKUHA
KazaHckuli pedepansHeili yHUgepcumem, Poccus

/I3BecTHO, YTO U3 BCEX BUJOB MCKYCCTB My3bIKa OKa3bIBaeT Ha YelloBeKa Hanbosiee CUIbHOE BIIM-
auane (I1.2mBen, K.3.1InonkoBckmit), M cerofiHs OHA CTaja MOIJHBIM CPEACTBOM BO3JE/ICTBUA Ha
3IOpOBbe, IICUXMKY U COIanbHOe noBefeHue dyenoseka (B.I1. Moposos). O6cysx/eHne BO3MOXKHO-
CTell COIOCTaBIE€HN MY3bIKM M A3bIKa aKTMBHO BefIeTCS B MEXAMCIMIUIMHAPHBIX MCCTIEOBAHNUAX
(A. 3uxenpiutuny, I Erre6pexr, E. B. [TaBmoBa, A. C. MaxoB u ap.). Ha Haiu B3r1s1/;, 00111M B HOHMMa-
HUM Y BOCIPYSITMM MYSBIKU ¥ SI3BIKA SIB/ISETCS 9MOLMOHAJIbHAS COCTAB/IAONIas1. MysbIka clocoOHa
BBI3BIBATD APKIE SMOLMOHA/IbHbIE NIEPEeXUBAHNS, MOAB/IAIOLINECS B pe3y/bTaTe 3BYYaHN MeTOgUN
omnpenenenHoit MofanbHOCTH (B.T. PaxkHukoB). SI3pik o6majaeT He MeHee COMMHBIM IOTEHIIVAIOM
B BBI3bIBAHMM PA3TIMYHBIX SMOIMOHAIbHBIX OTK/INKOB, CTI0BA, TOYHEE, MIX CMbICIOBOE HAIIONHEHNe,
CIIOCOOHBI JOCTABJIATD ICTETUYECKOE HACTXK CHVIE YNTATEITIO VI CTyLIATe/TI0. DMOIVMOHAIbHOCTD —
VIMEHHO Ta 00/1aCTh, KOTOpasi MOXXeT 00BEVHATD BOCIPUATIE Y IIOHVMaHMe MY3BIKU U A3bIKA. S3bIK
¥ My3BIKa 00/TafIaIOT OIIpe/ie/IeHHbIM Pe/TaKCAIIVIOHHBIM OTEHIINATIOM, 3aK/TI0YAIONIVIMCS B MEIOfIUIKE,
puT™e, MHTOHAL MU U TIp. CMBICTI CJIOBA, €70 CMBIC/IOBOE COfIepKaHNe M BIpa)keH!e, B JaHHOM CTydae,
BTOpPUYHBI. TepameBTUYeCcKMil M BOCIIUTATEIbHBIN NOTEHIIAI SMOIIVIOHA/IbHOTO KOMIIOHEHTA MY3bl-
Ka/IbHOTO ¥ BepOa/IbHOTO BO3/IEIICTBIIS MOXKET CUNTATHCA OOILIeNPU3HAHHBIM (PAaKTOM: pelleNTVBHAS
Tepamnys, CHOHTAaHHOE MY3UIVPOBaHIe, KAMIIAHOIOTIS, Ay TOTPEHVHT U T. .

B Poccun BOmpocs! M3y4eHNs My3bIKaIbHOTO BO3JIE/ICTBIIA Ha OPTaHN3M 4e/I0BEKa IPUBIEKAIN
BHYIMaHIe KPYITHENIINX yYeHBIX. Y)Ke B IePBBIX POCCUMIICKMX UCCIENOBAHMAX ObUIO YCTAaHOB/ICHO
ONITUMM3VpYIOLIee BIVAHNME MY3bIKM Ha (PU3MOTOTMYECKYIO Y IICUXOJIOTNYECKYI0 CTOPOHBI Ye/IoBe-
YeCKOro OpraHM3Ma, a TaKkKe Ha JIesATe/IbHOCTD Ye/loBeKa. [laHHy0 npobieMaTuKy paspabaTbiBam
M. M. Ceuenos, V.M. [Jorenn, V.P. Tapxanos, JI.C.Bpirorckuii, b.I. Ananbes. IlpencraBneHHble
VIMJ VICCTIEOBAHMA O OIaroNpMATHOM BIVAHUY MY3BIKa/JIbHOTO BO3JIEVICTBNA Ha OPraHU3M Yeyo-
Beka nmeroT npopomkenue (A.JL.Torcamuep, E.I1. Kpynuuk, A.H.JleonTbes, B.B. Menymesckmuii,
B.M.Ilerpymus, C.B. lllymapmxkan, M. JI. JTasapes, I. O. CamconoBa u ap.).

My3BIKy MO>KHO Ha3BaTb MeTas3bIKOM, CIIOCOOHBIM Ha nepenadyy mHpopmauvnu (E.B.IIasmo-
Ba), OHa OPMEHTMPOBaHA Ha KOMMYHMKAIVIO. B MeMIIMHCKOI NpaKTUKe eCTh JaHHbIE O TOM, YTO
MY3bIKaJIbHbIE 3aHATHA CHOCOOCTBYIOT MOABIEHNI0 KOMMYHMKATHBHBIX IIPY3HAKOB Y IMICUXMIECKIX
6onpHBIX (M. Geck), foctaTrouno appeKTUBHO coefjHEeHNe MY3bIKOTEPAIUY Y Y TOT€HHOI TPeHM-
poBku (3. Drakyc) B ICUXOTepaneBTUIeCKOl IpakTuKe. PagpaboTaHbl ClIocoOBI «0OPATHOI CBA3W»,
TO €CThb SMOIIVIOHA/IbHOTO BBIPAYKEHN A MY3bIKa/IbHBIX BIIEYaT/IEHNIT, HACTPOEHNs, 3a/I0KEHHOTO (3a-
m1PPOBAHHOTO) B MY3bIKa/IbHOM TEKCTe, HAIIpUMep, TeXHIKA KaTaTVMHOTO ITepeXXBaHNsA 00pa3oB
(I. JIéitnep), mysbikanbHOe o6pasorBopuectBo (V. Pupens), pucoBanue myseiku (V1. J1. Baneukuna).

B mpemmaraemoit pabore BHMMaHMe 00palleHO K BO3MOXKHOCTAM MY3BIKaJIbHOTO BO3/IEVICTBIA
Ha HeraTMBHOE aKTya/JbHOE SMOIVIOHAJIbBHOE COCTOsIHNE JTIOfiell TPEThero Bo3pacTa (IIeHCHOHEPOB)
C LIeJIBIO €TO MCUXOIOTMYECKON PeryAl .

[TpoBeneHHbINT 0030p MCCIENOBAHMII IO M3YYEHUIO MY3bIKQ/JIbHOTO BO3MIEVICTBMS Ha YeloBe-
Ka obecreuns1 BBIOOP B Ka4eCTBe TEOPETUKO-METOHOIOTMIECKOI OCHOBBI VICC/IEOBAHNS TIO3ULNI
B. M. BbexTepeBa 0 CyleCTBEHHOM BIUSAHNUY YIPAXXHEHMI IO PasBUTUIO MY3bIKQJIbHOCTH C/IyXa Ha
BBICOTY IIOPOra pasfipakeHusA cayxoBoro opraHa u B. V. IlerpymmnHaa 0 TOM, 4TO My3bIKa/JIbHOE BO3-
IeliCTBYE MOXKET BBICTYIIATh OfHUM Y3 CIIOCOOOB M3MEHEHM I SMOLMIOHA/IBHOTO HACTPOS YelTOBEeKa.

TaxuM 06pasoM, My3bIKaJIbHOE BO3JEIICTBUE IIOHMMAETCS KaK CIIOCO0 IICUXOIOTMYECKOIl KOp-
peKIMM, HaIIpAaB/IEeHHON Ha peflaKCallMIo ¥ Pery/AlNIo ICMXO03MOIVIOHAIbHOTO COCTOSIHUA Ye/loBe-
Ka, 00/1alaeT BO3MOXKHOCTSAMI BIVMAHMS Ha (PU3NOTIOTNYECKYI0, SMOIVOHAIBHYIO U IICUXNYECKYIO
cdepsl, ero GyHKINMM 3aK/TIOYAIOTCS KaK B CAMOCTOATE/IBHOM IICUXOKOPPEKI[MIOHHOM JIeICTBIY, TaK
U B IOTIO/IHUTENTbHOM COIIPOBOXKJEHUN APYTYX IICUXOTepaneBTUIeCKIX IIPUEMOB C 11e/IbI0 MOBBbIIIe-
HUA UX 3G HEKTUBHOCTH.
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rTMePUAbLI N MY3bIKAJTBHbBIE AY3Tbl B «ULTIMA THULE» B. HABOKOBA

Baneputi I'. Tumogees

CaHkm-ITemepbypackuli 2ocydapcmeaeHHsbIli yHUsepcumem, Poccus
v.timofeev@spbu.ru

B paborte ncnonp3oBaH aBTOPCKIMIT METOJ, BCTPEYHON PEKOHCTPYKIMM JBYX KOTHUTUBHBIX IIPO-
IlecCOB — TeHepaTuBHas1 Happaronorus [1]. C ofHOI CTOPOHBI, 3TO MPOLECC PelenIuy TeKCTa, KO-
TOPBIN ONMCHIBAETCA KaK IIOC/IEOBATE/IbHbIE NEVICTBUA, MPESIIOIarallye MOoCTOAHHYI0 KOppeK-
TUPOBKY YMTATENbCKUX IIPOTHO30B (OXKMAHMIT), OCYILIeCTB/IsEMbIE IIOJ] aBTOPCKUM «KOHTPOJIEM».
C ppyroii, runoreTnyecKas peKOHCTPYKLVsI KOTHUTVBHBIX IIPOLIECCOB, 00eCIeYnBaIONIX CO3/JaHe
TeKCTa. Pellenums TeKCTa B 9TOM C/Iydae MOXKET PAaCCMATPUBATHCA KaK IMHAMMYECKOE B3aMMOJIEN-
CTBYe BepOaIbHOIO TEKCTA C MEHTAJIbHOI pelipe3eHTalell MICXOTHOTo TeKcTa (mpertekcTa). C ofHOI
CTOPOHBI, TAKOE B3aJIMOJIEIICTBYIE IeTEPMUHIPOBAHO 00'beMOM (II0OJTHOTOJ, TOYHOCTBIO U aCCOLMa-
TUBHOI Harpy>KeHHOCTDIO U IIp.) MHVBUAYAIbHON pelpe3eHTaN PeIUIIeHTa, C IPYTOoi, Ipefo-
IIpefleZIEeHO aBTOPCKOI MHTEHIUEN.

[Bosimmecs nmepconaxyu y HabokoBa momoOHBI My3BIKaIbHBIM Ay3TaM. B pacckase «Ultima
Thule» mpezncTaBieHs! ¢ pa3HO CTENEHbIO OYEBMHOCTY II0 KpaiiHeil Mepe ABa Takux jgyara. Jyst
[Tymxwaa u [orons MpoHNMYHO 00BAB/IAETCA BBE[CHIEM, Ka3a/IoCh Obl, HEMOTVBJMPOBAHHOTO 1 «CITY-
YajfHOTro» IepcoHaXka A/leKcaHjpa BacuibeBnda, B KOTOPOM He CJIOXKHO YCMOTpPeTb rnbpup Ajek-
canpgpa Cepreesnya u Hukonas BacunbeBnya.

Bropoit rubpup, aGCOMIOTHO OYEBUAHBIN, TOTOBUICS 3arofis: PacCKas3 OTKPBIBAETCS cepueit
TPeXKpaTHbIX IOBTOPOB, KOTOPBIMM IJTIaBHBIN Tepoil, XyLOXKHIUK CHHEYCOB, IIBITA€TCA YCTAaHOBUTD
KOHTAKT C 3aTPOOHBIM MUPOM, C YCOIIIIElT )KEHO.

IomHuwiv, Mol Kak-mo 3asmpaxanu (npurnumanu nuuiy) 200a 3a 06a 0o meoeti cmepmu? (c.113).

HanomuHaHMe 3Ha4eHMA CI0BA «3aBTPaKaan» CBUIETE/IbCTBYET O TOM, 4TO CMHEYCOB COMHEBa-
eTCsA B CHOCOOHOCTY yCOIIIIell COXpaHATh naMAThb. Eciu B «CorsijjaTae» 4nTaTenb MMe Je/Oo C «He-
HaJIeKHBIM HappaTOpOM», TO B pacCKase — C HEHaleXKHbIM afipecaToM, 4TO B CUTYalluy MPsAMOIo
oOpaleHNs 3aTPyAHACT YATATETI0 BO3MOXXHOCTD 3aMellleHns ceOs Ha CIyLIaTens, TO eCTh Ha I10-
KOJIHY10. YnTareso f1ocTaeTcsa poinb CBUAETENS, COCPESOTOYEHHO CIENAIIVM 3a JBVDKEHVEM MBICIN
B €e IPUYYAIMBOM CTIOBECHOM O0(pOpPM/IEHNI.

Ecnu, KoHeuHo, namsmo moxem xumo 6e3 20108H020 yoopa. Kcmamuueckas moicnv: 6006pazum
Hosetiwutl nucomosHux (c.113).

«KcTaTmyeckas MBIC/Ib» — aBTOPCKIIT HEOTIOTY3M, 0Opa30BaHHBII 13 «KCTATV» JIs1 OLIpefie/IeHIS
MBIC/IM, KaK BOSHMKIIEN 10 aCCOLMALIMY C Y>Ke CKa3aHHBIM. 3aberas BIiepell, OTMETVUM, YTO MHOTO-
YJIC/IEHHbIE aBTOPCKVIE HEOJIOTM3MbI MAaPKUPYIOT B 9TOM paccKas3e BCIBILIIKY TMIePTPO(UPOBAHHOI
pednexcun. Kyza uMeHHO HalpaBjIeH CBET BCIBIIIKY MBIC/IV, HAIIPAB/ICHHON Ha MBICTIB? 3/1eCh BaXK-
HBIM OKa3bIBAeTCS TO, YTO pedIeKCHsI «MCCTIERyeT» He TEKCT, @ MbIC/Ib, IOPOXKAAIOIYIO TEKCT, CKOpee
IPUPOJY 3TOTO TEKCTA HEXKENM €r0 COfiepyKaHue, COCPeoTadMBasA BHYMaHNE Ha HEOYEBY/THOM.

Bcé, Ha 4TO MOXKeT OBITH OOpaleHa pedieKcus, CoORepKUTCA B «EC KOHEYHO MaMATh MOXeET
XXUTDb 6e3 TOMOBHOTO yb6opar. [loyeMy IMMCbMOBHMK, €C/IM peyub UJieT O IMaMATU U €€ BO3SMOXKHOCTH
VIV HEBO3MO>KHOCTH SKUTD 6€3 TO7I0BHOTO y6opa? M0o>KHO NPeNIoKUTh Clefyomyio runoresy. CHa-
JajIa BO3HNMK/IA KapTHHKA — YCOIIIas B Oorpe6aybHOM TOoBHOM y6ope. KapTiHKa cOIpOBOXK/aeT-
Cs TEKCTOM 3ayIIOKOIHOI MOMUTBBI «BedHas maMATb» B KayecTBe 3ByKoBOro ¢oHa. Bropoit moxxoxn
pedriexcyu roTOBUT HOBOE COCTOSIHME TEKCTA, BBICTYIAs B KayeCTBE IPOJIENICICA, IIPeIBOCXMIIAL,

Paboma evimonrena npu noodepixcke eparnma PHD 21-18-00429 «KoenumusHvle mexanuzmvl 06pabomKu Myibmu-
MOOANbHOU UHGOPMAYyUIL: MUR MEKCMa U Mun peyunueHmay.
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BIIpoYeM, He ¢abynbHOe COOBITIE, @ COOBITHE B KaTeTOPUAX IOCTPOEHMs TeKCTa. «be3 romoBHOrO
ybopa» 0co3HaeTcst Kak 9B(heMm3M, KOTOPBIN 03BOJISIET IOYEPKHYTh OTCYTCTBIE B TEKCTE YIIOMU-
HaHWA OJIOBBL. JTa purypa ymondanus (He yIIOMJHaHME TOIOBbI) OKa3bIBAETCS CTPATETMIECKY BaXK-
HBIM JI/ISI Pa3BUTUA TEKCTA, /IS TIOCTPOEHNA ero CTI0XKHOTO MHTePTEKCTyaIbHOro HonoTHa. C Apyroii
CTOPOHBI, UMEHHO 9B(eMM3M, KaK pedeBoe sBJIeHNe, TI03BOIA0LIee 13 COOOpaXKeHWIT IIPUININS 3a-
MEHUTD YacTb BBICKa3bIBaHNsA Ha 60/lee yMeCTHOE B KOHKPETHOJ CUTYaIVH, HO3BOJIsIeT BCIOMHUTD
II0 ACCOIMALINM MICbMOBHMK, COfIePIKAIINII ITPABIIA SIUCTOMAPHBIX IPUINYMIL.
Heckonbkymu ab3aniamMy HYDKe IOSAB/IAETCS YIbIOKa:

O, most Munas, Kax ynvi6Hynoce moboii ¢ mozo nykomopws (c.114).

TonoBeI HeT, HO MosIB/IsAeTCS YbIOKa. C TOTO IYKOMOPbS YIBIOHY/IOCH IIO-KOLIaYby. Yerpckmit
kot JI. Kapposnna o6 begyHmICcs ¢ MymKMHCKUM. JII060IBITHO, YTO KOT y4eHbIi y [TymknHa cam ckas-
K TOBOPUT, TO €CTb BBICTYIIAeT PAacCKa34MKoM, B TO BpeMs Kak B «Ultima Thule» nosasnsromascs
y/IbIOKa IIPYHAIEKNT afipecary obpaitennii. [loBecTBOBaTeNb U afjpecaT MEHAIOTCS MECTaMy TOYHO
TaK e, KaK I B 3MM30/je PO IaMATh: €C/IN 5 ¥ MUP ellle CYIIeCTBYeM, TO JIMIIb O/1arofiapsi TOMY, YTO
TBbI MUP U MEHA BCIIOMMHAEIIb.

Hu rubpupnupnit Anexcanzp BacunbeBnd, Hu Kollaubs ynbpI0Kka COBCeM He ITOXOXKV HM Ha JBOVI-
HUKOB, HJ KapHaBa/bHble Mapbl. OHM NOPOXXJAIOTCA JBYM:A TOI0CaMU, He pa3[iBauBasACh, a HANpPO-
TUB, 00'beAVHAACH B O0IIMITI HOMep, KaK 9TO ObIBAeT B MY3bIKaJIbHOM JIy3Te.

Cnucok nuTepaTtypsl

1. Timofeev V. Nabokovs “Ultima Thule”: An Exercise in Generative Narratology // Emerging Vectors of
Narratology. 2017. Vol. 57. P.77-99.
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®O/NbK/TOPHbIN TAHEL, KAK CPEACTBO ®OPMMPOBAHMSA
COUMANBHO-KY/IbTYPHbIX HABbIKOB MOJ1040I0 MOKOJTIEHNA
OCTPOBA KWIP

EneHa YpconeHko
Akademus pycckozo 6asema um. A. 8. BazaHoeodl, CaHkm-llemep6ype, Poccus

MysbIKa 11 TaHIbI ABJAIOTCA HEOTHEMIEMOI YaCThIO KY/IbTYPbI, HAIIMOHA/IbHOTO CAMOCO3HAHMA
U €IHCTBA CTPaHbL. TaHIIbl €CTECTBEHHBIM ITyTeM COXPaHAIT HapOAHbIe TPAAULINN, KOTOpbIE UCYe-
3a10T cO BpeMeHeM. HapoHble TaHIIbI IOMOTAIOT TOHATh MEHTA/IUTET HAPOJA ¥ BBIPA)KAaIOT YyBCTBA,
3MOLMN, HACTPOEHUA JIIOJEI.

Bomnpocsl ¢popMupoBaHus COIMaNbHBIX HABBIKOB ¥ 9MOILIVIOHAJIBHOTO MHTEJUIEKTA Y AeTeil J10-
IIKOJIBHOTO ¥ MJIA/ILIETO HIKOJIBHOTO BO3PACTa ABIAKTCA aKTyaJbHbIMM BOIIPOCAMM COBPEMEHHOM
ncuxonornu. OTOPBaHHOCTb COBPEMEHHBIX JIeTell OT CBOMX KOPHet, TPaAMLIMOHHOM (OTbKIOPHOI
KY/IBTYPBbI, Ype3MepHOe BIUsAHNME IM(PPOBBIX TEXHONTOIMII HAKTaAbIBAIOT CEPbE3HBIl OTIIEYATOK Ha
3MOIVIOHA/IbHOE U IICUXOJIOTYeCKOe CTAaHOBJIeHNe MoApacTaolero mokonenus. J1. C. Berrorcknii [1,
c.17] paccmarpuBai ob1jeHe B KayecTBe [TTABHOTO YC/IOBYSA IMYHOCTHOTO Pa3BUTHSA M BOCIIUTAHA
neTein.

MHoronetHue nccnegoBany 11I. AMOHALTBYIIV ¥ €TI0 OIIBIT PabOTHI B LIKOJIE IIOKA3aIN, YTO Pas-
BUTIE COLVAIbHBIX ¥ KOMMYHMKATVBHBIX HABBIKOB peOeHKa 0COOEHHO JIETKO IIPOUCXOMUT B IpY>Ke-
MOOHOII cpefie, HAIMTAHHOI IIOCTOSTHHBIM O0IeHNeM B3POCTIOTO € pebeHKoM (2, ¢.215]

Oco6oe 1 IepBUYHOE BIMsIHME HA IPUOOpeTeHNe peOEHKOM COLMATbHBIX HABBIKOB IIPUHA/|IE-
JKIUT CEMbe U MOC/Ie 7 JIET IIKOIbHOMY KO/IIEKTUBY. JleTn Ha ocTpoBe Kump TpaguIiMoHHO pacTyT
B 60/1b1IMX ceMbsiX. Kak mpaBuiio, B ceMbe poXKaaoTcs Tpoe 1 6oee ieteit. PebeHka ¢ leTcTBa OKpy-
YKaIOT MHOTOYVC/IEHHbIE POJICTBEHHMKIL: TETH, AN, JBOIOPOAHbIE OpaThs U CECTPHI, IVIEMAHHUKIL,
0a0yIIKM VI HeyIIKNA.

TpapniyonHble GONbKIOPHbIE TaHIIBI (KPYTOBbIE (CO CMEHOI COMUCTA), XOPOBOAHBIE, COTIbHBIE,
BBIpaKarolye ITyOOoKye SMOLMN) Y IeCHY, HAIleBbl, CYNTAIOUKM Pa3BUBAIOT:

A. KoopayHauoHHbIe HaBBIKM pebeHKa:

1) yMeHMe CTOATD U JBUTATbCS B Tape, He 3aX0/s Ha TEPPUTOPUIO ITApTHEPA, yBaXKas ero Mpo-
cTpaHcTBO (TaHen TaTcus);

2) yMeHue MOACTPanMBaThCS MOK OO XOf] TaHIIA, CIMBAThCS B PUTME M IBVDKEHUSAX C TMHUE
TaHIYIOIUX (KPYroBol TaHel| Xacannko).

3) b. KoMMyHMKaTuBHBIE U peueBble HABBIKY peOeHKa:

4) yMeHVe BIUTBbCA B CTUXMITHO C/TOXKMBIIMIICS KOJUIEKTVB M CTaTbh €rO OPTAaHMYHON YacTbIO
(KpyroBble TaHIIbI, ICIIO/THsIEMbIE Ha CBa/[b0aX, MyHMUI[MIIAIbHBIX [TPA3JHIKAX B IIKOJIAX BCeT-
Jla IOfIpa3yMeBaloT OO/IbIIOE KOMMYECTBO He 3HAKOMBIX MEX/Y co00i1 JTIofieit);

5) yMeHue 3HAaKOMUTbCA (TAapHbIe TAaHIIBI MOAPA3yMeBAIOT VCIIOJTHEHNE TaHI[Aa CO CMEHOI map-
THepa B TeYeHMe TaHIIa, KaK B TPaAUIMOHHOM TaHIe CycTa);

6) HOHUMATh U BBIP@XKAaTh IJTyOOKMe YyBCTBA ITevanu, CKopou (TaHer] 3eMMOeKIKO);

7) yMeHMe ClIefoBaTh MHCTPYKIMAM (TaHen KajaMaTiaHOC MCIIONMHAIOT, BHYMATE/IBHO CIIes 3a
CMEHOI COMMCTA ¥ KOMaHIaMU 3aBOJISAIIETO);

8) ymeHue paborath B KOMaH/ie (BCe KPYyrOBbIe U XOPOBOJHbIE TAHIIBI);

9) YMEHNE CIIOHTAaHHO IIPUCOEAVMHNTDBCA K KO/IVIEKTUBY (HeKOTOpre TaHIbI IOAPA3yMEBAIOT I10-
CTECIICHHOE HAKOIVIEHME KOJINYECTBA y‘{aCTHI/IKOB);

10) ymeHue 60/1ee YeTKO ¥ IPABWIbHO apPTUKY/IVPOBATh CBOKO peub (pedeTaTyBhI, TOTEIIKI, CKO-
POTOBOPKM);

11) ymeHMe IpuU3HABaTh ceOs ¥ YyBCTBOBATDH YACTbI0 STHNYECKON TPYIIIbI (MCIOMTHEHNEe TPain-
IIVIOHHBIX IT€CEH, 3HaHIe TPAANIIOHHbBIX HAlIeBOB I UHCTPYMEHTOB);
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12) ymeHre oO1IaTbCs B CMENIAHHBIX KOJUIEKTUBAX, COCTOSIINX U3 JeTeil M B3pOCIbIX (obmiye
TAHI[BI HA CBaJb0ax, MYHMLIMIIAJIbHBIX Vi IIKO/IbHBIX MEPOIPUATHAX).

TpapuuyonHble TaHLBI OcTpoBa KUIIp 3HAIOT U MIOOAT BCe KUITPHMOTBI, YTO IIOMOTAeT UM COXpa-
HATDb 9THO-KY/IbTYPOTIOTMYECKYI0 OOIIHOCTS [3, ¢.23] 11 B 1F06071 MOMEHT IIPMCOEAVHUTLCA K TPYIIIe
TAHI[YIOIVX V/IM MOIOLINX, YYBCTBYIO Ce0s 4acThI0 IpeBHEN KY/IbTYPBbl, BOCXOAALIE! KO BpeMeHaM
AHTUYIHOCTH.

Bocnmranne pe6eHka BHYTpY TPaAMLIMOHHON KUITPCKOI KY/IBTYPBI IIOAJEP>KIUBAETCS He TOTBKO
B ceMbe, HO 1 B 1Kofie. [IporpamMmMa npenofaBanmsa TpaguIMOHHOI GOTbKIOPHON KY/IbTYPBI B KO-
nax octpoBa Kump nmeer 60/blryo MCTOPUIO U €l OTBOAUTCA OffHO U3 IIeHTPaIbHBIX MECT B IIPO-
mecce 06yqu1/m IIKO/IbHMKOB MJIaJJLIEN ¥ CPeHEN CTYIIeHN obpasoBanus (4, c.456].

Takum 06pa3om, MbI IPUXOAUM K 3aK/II0UEHNUIO, YTO BOCIIUTAHME pebeHKa B HEIIOCPeICTBEHHO
6/1M30CTI HApOIHOI POIBKIOPHOI TpafuINy (TaHIIeBaIbHOIL, IECEHHOIT) OKa3bIBaeT 3HAYNTE/IbHOE
B/IVAHNE HA KOMMYHIKA0eIbHOCTb pebeHKa (OJHO 113 BaXHENIINX CBOJICTB IMYHOCTH, TOTOBHOCTD
¥l yMeHNe JIETKO YCTaHaB/IMBATh JOOpble OTHOLIEHMA C OKpY>Karomumu) 1 GopMUpoBaHME TaKMX
HaBBIKOB, KaK YMeHNe COTPYIHIYATD, pabOTaTh B TpyIIIe (KPyTroBble HAPOIHBIE TAHIIBI) A/IAIITHPO-
BaTbCA B HOBOJ 00CTaHOBKE, KOJUIEKTUBE, IIOHNMATh CBOIO 33/Jja4y U POJIb B KOJUIEKTHUBE U a[IeKBaTHO
BBIIIOJIHATD €€.

Cnucok nutepaTypbl

1. Buweomcxkuii JI. C. Ilegarorndeckas ncuxonorus. M.: IIpocsemmenne, 1991.
2. Amonawseunu IlI. A. 3npascrByiite, fetu! M.: [Ipocsewenne, 1980.

3. Samson J., Demetriou N. Music in Cyprus. Routledge, 2015.

4. Economidu-Stavrou A. Cyprus Culture. 2006.
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TEATPAJIbHBIE UT'PbI-MMMPOBUSALN MPU OBYYEHUW
PYCCKOMY A3bIKY KAK HEPOAHOMY

KpucmuHa Eg2eHbesHa Yynposa

CpedHsa obuweobpazosamensHas wkona Ne 16, CaHkm-llemepbypz, Poccus
kristinakrotova@inbox.lv

Ilenbio paboTHI OBIIO CO3AATH U AIPOOMPOBATH TEXHOIOT IO 00yUeH s [ieTeli-MHO(OHOB Pa3HbIM
BIU/IaM PeYeBOIl [esATeTbHOCTYU C IOMOIIbI0 METOAVMKY TeaTPalbHBIX Urp-uMmpoBusanuit. [Tumot-
HBIJI 9KCIIEPVMEHT IIPOBOAMIICA Ha 6a3e ob1ieo0OpasoBarenbHoll mKombl Ne 17 Cankr-IletepOypra,
B HeM NIPMHSJIO yyacTue 12 feTeit-nHO(OHOB, YIeHNKOB 1-2-T0 K1accoB (8 MaIbuMKOB, 4 JeBOYUKIA,
cpemHMIt BO3pacT — 8 y1eT). B maHHbIT MOMEHT ITPOXOAUT OCHOBHOIT 9TAIl 9KCIIEPUMEHTA, B KOTOPOM
y4acTBYIOT y4eHUKM 1 Kmacca obuieobpasoBarenbHoit mkoybl Ne 16 Cankr-IletepOypra. B nccneno-
BaHUM IPUHMUMAIOT y4acTue 5 o6yqammmxcn OIHOTO KJacca (3 Masmpunka, 2 eBOYKIN); POFHON SA3bIK
IIKObHUKOB — TaI>KUKCKII, y36e1<c1<1/1171, KMPTU3CKUI, TPY3VHCKMI. 3aHATHA IPOBOJATCSA ABaXK/Ibl
B HeJIe/I0 BO BHEYPOYHOE BpeMsl.

OCHOBHOI1 IIpyeM, UCIIONb3YeMbIll Ha 3aHATUAX, — UTPA, JIeKallasi B OCHOBE METOJia TeaTpajlb-
HBIX MMIIPOBU3AINII, TAK KAK IMEHHO OHA SIBJISIE€TCS €CTECTBEHHOI IeATEbHOCTDIO peOeHKa, U TP
IIOMOIIM Hee YCBOEHMe JII000ro MaTepuaga CTAaHOBUTCS VHTEPECHBIM ¥ YB/IeKaTe/lbHbIM. Mopenb
IOCTPOEHa Ha COBMELIEHUY IPUHIMIA paboThl TeaTpanbHBIX UTP-UMIPOBU3ALINIL, TIOTOPUTMUKN
¥ KOMMYHUKAT/BHO-/IeSITEIbBHOCTHOTO TIOAXOfla B 0OYYEHUN PYCCKOMY A3BIKY KaK MHOCTPAHHOMY
[1]. B Xone 3aHATMII YYEHUKNM He TOIBKO PasBUBAIOT ¥ 3aKPEIUIAIOT HAaBBIKM OCTPOECHNS AUATOTU-
4eCKOI1 ¥ MOHOJIOTMYECKOII PeUlt, HO ¥ COBEPIIEHCTBYIOT CBOE IIPOM3HOIIIEHNIE, IOIOMTHSAIOT JIeKCIYe-
CKMIT 3aI1ac ¥ CIIPAB/ISIOT IpaMMaTndecKiie ommoOKu. [Ipy oMoy 10ropuTMUIeCKIX yIpa>K HeH Ui
IIPOVICXOZIUT KOPPEKTUPOBKA 3BYKOIIPOV3HOIIEHS U TPOCOAMYECKIX XapaKTePUCTUK YCTHON pedi.

Kaxpoe 3anATHe lermTcs Ha Tpy yacTu. [lepBas yacTh — My3bIKa/bHaA. [leTy IPOUSHOCAT MU
IIPOIIEBAIOT ONIpee/ICHHBI pedeBoil MaTepuan (OT OT/EbHBIX 3BYKOB /IO LIe/BIX ¢pa3), COIPOBO-
XKJIasl TIeHUe Pa3TMIHbIMI JBVIDKEHUAMM, pab0Tast OMHOBPEMEHHO HaJ| Pa3BUTUEM [IBIXaHNsI, TOIOCA,
APTUKY/IALMY ¥ MHTOHALMY. YPOK IPOBOAUTCS C MCIIONb30BaHNEM YIPaKHEHMUI 110 JIOTOPUTMU-
Ke, TPAIUIIVIOHHO TIPUMEHSIEMBIX Ha 3aHATHSX C eTbMI ¢ o61nM HemopasButueM peun (OHP) [2].
Bropas yacTp mocBsijeHa KOMMYHUKATVBHBIM UTPaM, 6a3upyOIMXCs Ha METO/IKe OCHOBaTes Te-
arpa [pamarnyeckux Vimnposusaumit I1.I1. ITonepssinckoro [3]. B xofme 3aHATHS oTpabaThIBaIOTCsA
IIPOCTBIE AMAJIOTH, CO3[JAI0TCS pedeBble CUTYALMY, CIIOCOOCTBYIOLYE PAa3BUTUIO PeYeBbIX HABBIKOB.
B TpeTbeil YacTy 3aHATUA MHCLEHUPYETCS CKa3Ka VIV CTUXOTBOPEHUE, BBIIOHAIOTCS IIacTUYe-
CKIi€e U My3BbIKa/lIbHbIe IMIIPOBU3ALUIL.

Haxopsich B cuTyarum IoCTOSIHHOTO KOMMYHUKATYBHOTO B3aMMOJIEICTBIS C IIEarOTOM ¥ MeX-
Iy co6oii, netn-uHO(OHBI Ha 3aHATUAX IOFOOHOTO POfa He TONBKO U30ABNIAIOTCS OT S3BIKOBBIX
TPYHEHOCTEI, HO M TIOJIyYaIOT MOIIHBI TOTYOK K YCKOPEHUIO IIPOLiecca aKKy/IbTypaluy, TO €CTh OHI
Ha4MHAIOT OBICTpee U C OOJIbILeIT TeTKOCTBIO YCBAaUBATh YY>KYI0 KY/IBTYPY, O YeM CBUETENTbCTBYIOT
OT3bIBBI POLUTENIEN! leTell, MHeHMe UX y4MUTesIell, IIKOTBbHOTO IICUXOJIOTa Y JIOTOIIefa, a TaKXKe pe-
3y/IbTaThl €KETOHOI TPOBEPK) KOMMYHMKATUBHO KOMIeTeHI[nN pebeHka [4].

Takum 06pa3oM, 3aHATHUSA C UCIIOIb30BAHIEM METO/A T€ATPATbHBIX UTP-MMITPOBU3AIINIL SBISI-
I0TCSL SIPKUM IIPYMEPOM B3aMMOJEICTBMSI OCHOBHBIX CEMMOTHYECKMX CHUCTEM, O00OecleurBaroInX
4e/I0BEYECKYI0 KOMMYHMKAINIO, — S3BIKA, MY3BIKM ¥ JKecTa. [leTu Momy4yaT KOMIUIEKCHOE, II0/THO-
IIeHHOE Pa3BUTHE He TOJIbKO B S3BIKOBOM, HO 1 B XyO>KECTBEHHO — 3CTETIYECKOM IUIaHe.

Cnucok nutepaTypbl

1. Banvixuna T. M. MeTonyka npenogaBaHus PyccKOro sI3bIKa Kak HepOogHOro (HOBOro): yueb. mocobue. M.,
2007.

2. Bonkosa I’ A. Jloroneandeckas puTMuKa: yaeOHuk. M., 2002.
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TEKCT W PEYEBbIE TEXHUKW B MEP®OPMATMBHOW KOHLEMLN
AOKYMEHTAJIbHOIO BUAEO-TEATPA CTUBA PANXA

AnekcaHopa BaadumupoeHa LLlopHukoea

Pocmosckas eocydapcmeeHHas KoHcepaamopusa um C. B. PaxmaHuHosa, Poccus
dartalexandra@gmail.com

OO61ecTBeHHas XU3HD CTa/Ia IS XYAOXKHUKOB BTOPOIT ITOJIOBMHBI XX BeKa BaXHENIINM 00b-
€KTOM TBOPYECTBa, CIOCOOCTBYIOLIVM OTPUIIAHNIO KOHIIEIIIVM aBTOHOMHOJ LIEHHOCTY MICKYCCTBA.
C HapacTaolUM HTepecoM HAIIpaB/iss CBOJI B3IVIAZ «BOBHE», XYJOXKHMKY i KOMIIO3UTOPBI CTpe-
MWWIMCh BOIUVIOTUTD B CBOMX ITPOM3BENEHMAX COLMATbHO 3HAYMMOE, OIIpefieAollee XapaKkTep ob1ie-
CTBEHHOI! U TOMUTIYeCKON >kn3HU. CI0XKeThbl 1 00pasbl U3 aKTYaabHOI AeICTBUTEIbHOCTI, HAPSY
C MHOYXECTBOM HOBBIX XYJ0’KeCTBEHHbIX IIPAKTHK, CTA/IM KaTa/IN3aTOpPOM 0OHOBJIEHNA 1 TpaHCOp-
MaLuy TPafIVIOHHbIX )KaHPOBBIX Mozeseil. [Ipucymmmit coBpeMeHHOMY COLVIYMY BBICOKIIT YPOBEHb
KOMMYHVKATVBHOJ aKTMBHOCTY TPAaHC(HOPMUPOBAT OKMUAAHNA 3PUTENS 10 OTHOIIECHNUIO K IIPeIof-
HOCMMBIM JVICKYCCTBaM, BBIIBUATAsI Ha NEPBBII I/IaH XYL0>KeCTBEHHbIE IIPYEMBI, TEM WJIM MHBIM CIIO-
co60M BOBJIEKAIOLIIIE €T0 B TBOPYECKMII IIpoLjecc. DTO MpefoIpene/nIo 0coOblil MHTepec K mepop-
MAaTUBHBIM IIPAKTUKaM, YepThl KOTOPBIX 0OHAPYXMBAIOTCS BO BCexX Oe3 MCKIoueH st popMax CoBpe-
MEHHOTO MCKyccTBa. OFHNM M3 APKMX IIPYMEPOB JeICTBUA STUX IIPOLECCOB CIY)KNUT BUEO-OIepa
amMepuKaHcKoro komnosutopa Crusa Parixa n Buneoxynoxxuuiibl bepun Kopor «Ilemepar.

Bep6anpHyo 0CHOBY ITpousBeeHNsA 06pasyeT TeKcT CBALEHHOTO MUCAHNA ¥ MHO)KeCTBEHHbIE
BUJIE0, 3aJJOKyMEeHTUPOBaHHbIe MHTepBbI0. ONopa Ha peasbHble pedeBble aKThI, IPEeACTaBICHHBIE
B MHTEPBBIO, IPYU Pa3/INuny MTHTOHMPOBAHMI TOBOPSIINX, co3faeT a¢deKT, onpenensembiii V1. A. ba-
PaHOBOIT KaK peHOMEH «3BY9YAI[ero COLMYMay», B paMaxX KOTOPOTO 3BYK «[[OJDKEH CTATh MIPEMETOM
coryanpHou pedekcun» [1]. ITM 00bACHACTCA IMPOTA ONPOCA, IIPOBEAEHHOI0 aBTOPAMM 1 TIIIA-
TE/IbHBIL OTOOP 3BYKOBOTO MaTrepyaia, (pUKCUPYIOero KpoMe CMBIC/IAa — SMOILVIOHAJIbHOE OTHO-
IIeHMe K TeMe — Pa3HOCTb ee MHTepIpeTalyii, pe3y/IbTaTOM KOTOPOIl JO/DKHA CTaThb pedIeKcusl.
OueBUAHO, YTO B paMKax IOJHATOI PailxoM 0CTPOCOIaIbHOI TeMbl, IPEIIOIHOCUMOIL Yepes 1o-
KYMEHTA/IbHYI0 OCHOBY — CaMO IIPOM3BeJleH)e B OIpefe/IeHHOM CMbIC/IE eCTb aKT pedIeKCuu s
aBTOpa, LieJIb KOTOPOTO — BOBJIEYb CYLIATEIIsA/3PUTE/IS B COCTOSIHME OCTPBIX IIePEKMUBAHMIL, Pa3ay-
MMIT ¥I CAMOQHaJIN3a, Pe3y/IbTaTOM KOTOPBIX JJO/DKHO CTaTh II€PeOCMbIC/IEH)I€ HeTraTMBHOTO OIBITa
MHOTOBEKOBOT'0 KOH(/IMKTa apaboB 1 M3PaWIbTsH, C BO3BPAllleHIeM K 1fiee OOIIHOCTI KOPHEN, «3a-
JIOKYMEHTMPOBAaHHbIX» B OMO/IENICKOM TEKCTe.

CreficTBUEM pellIeHNs 9TON CBePX3alauyl M CTajI0 HAChIIIeHe IIPENOHOCKMOrO JAelicTBa Yep-
Tamu 11eppOpPMaTUBHOCTH, K/IIOYEBOI U3 KOTOPBIX SIB/IsETCS KOMMYHUKATUBHAsI aKTUMBHOCTD BCEX
YYaCTHMKOB COOBITUS. BakKHENIINM MHCTPYMEHTOM, IIOCPEACTBOM KOTOPOTO KOMIIO3UTOP pellaeT
3Ty 3afiady, CTAHOBUTCA paboTa CO CIOBOM — BU3Ya/IM3MPOBAHHDIM, HO IIPEX/e BCETO 03BYYEHHBIM,
IPefCTAB/IAIIIMM B Pa3rOBOPHOII, ZeKTaMallVIOHHOI ¥ My3bIKa/IbHON BepCHAX pas3Hble COLVIAIbHO
cTpatnUUMpPOBaHHbIE peYeBble TeXHNUKY. KOMIO3UTOp MCIIONIB3yeT NpMeMbl BU3YaTbHOTO YCUIIe-
HJSI CMBIC/IOBOJ COCTABJIAIONIEl TeKCTa, 0COOble peyeBble TEXHUKY — KaHTWUIALMIO U BepOaTuM,
a TaKoKe IpUeMbl 3BYKOBOJI CYTTeCTHUM CI0BA, TMIIAEMOr0 aBTOPOM COUMHEH NS KOHKPETUKY CMbIC/Ia
IIPY COXPaHEHNN €T0 MHTOHAIVIOHHOM CYIHOCTH.

Omopa Ha peaybHBle pedyeBble AKThI, 3aMeHa CIIEHNYECKOTO JIe/ICTBI BUAEO3aINCAMM PeYeBbIX
aKTOB HAIIPSIMYIO OTCBUIAET K BUJICOAPTY, Y)Ke IepBble OIBITHI KOTOPOTrO B 00/IACTY BUJEO HOCUIIN
APKO COLMA/IBHBI XapaKTep, IIOPOAVB IIOTPaHNYHOe sBJIEHNE BUjeoneppopMaHca, 6amaHCHpYyIo-
I[er0 Ha 'PaHM MEXJY MCKYCCTBOM U TEXHOJIOTMEN, ICKYCCTBOM ¥ HOKyMeHTanusMoM. KioueBast
UL KOHIIeNINy repdopMaHca posib 3puTess peannsyercs B «Ilemepe», OIHOI CTOPOHBL, Yepe3 He-
IIOCPEICTBEHHOE BOBJIEYEHNE «IIPOCTBIX» JIIOiEil B CO3/IaHIe IIPOU3BEECHS, C [PYTOil — Yepes3 MeH-
TaJIbHOE B3aVIMOJIEIICTBIE 3pUTE/IA C SKPAHHOI penpe3eHTalueil. Vcnonp3opanue gaHHOro popmara

Hccnedosanue svinonneno npu gunancosou noooepocke PODHU ¢ pamkax nayunozo npoexma Ne 20-012-00366
«llepgpopmamusnvie hopmvl MY3bIKATLHO20 UCKYCCEA KAK (PEHOMEH COBPEMEHHOTI KYbITYPbLY.
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CO3/laeT MHOTOCTOPOHHIOK KOMMYHMKaLNIO. BOIIpOCHI, He 03By4YeHHbIE aBTOPaMI, a BBIIVCAHHbIE
OT PyKM Ha 9KpaHe, OKa3bIBaIOTCA a/[p€COBAHHBIMM He TONbKO MHTEPBbIOMPYEMBIM, HO BCeM. 3pu-
T€/Ib HEBOJIPHO BOBJIEKAETCA B KOMMYHMKATUBHBI MPOIECC, OTBEYasA CaMOCTOSATEIbHO M BCTyHas
B INAJIOT C OTBEeYAIIVMU. VI3 eAMHOBPEMEHHOTO NPENCTABIEHNA ¥ OCMBICICHNSA PA3IMYHbBIX TOYEK
3peHMs BO3HMKAET CMBICTIOBAasl MHOTO3HA4HOCTb. HecMOTpA Ha OTCYTCTBYE IPUBBIYHOTO OIIEPHOTO
mmbpeTTo, coBo A Paiixa 0co60 3HaUMMO — KaK IMMCbMEHHOE, TaK ¥ 03BY4€HHOE — B BIJIE peye-
BOTO aKTa 60 My3bIKa/IbHO IIPOMHTOHMPOBAHHOE.
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MY3bIKA-)XU3Hb 1 MY3bIKA-CMEPTb

Jlee Banepuesuy LljekuH

BoeHHaa akademus MamepuansHO-mexHUYecko20 obecheyeHus
um. 2eHepana apmuu A. B. Xpynéea, CaHkm-llemep6bype, Poccus

B nmoxmaze paccMaTpyuBaeTcs MECTO MY3bIKY B BOGHHOM KuHeMarorpade.

Kak npaBwiio, B puabMax o BOJHe My3bIKa BBICTYIIAeT B KadecTBe (pOHA, T.e. BTOPUYHA IO OT-
HOIIEHNIO K CIOKeTy. BipodeM, 3To kacaeTcst He TONMBKO (M/IbMOB YKa3aHHOI TeMAaTUKNU: B CTaThbe,
NIOCBAILIEHHO MCII0/Ib30BAHNUIO MY3bIKY Barnepa B kuHemarorpade, C. YBapoB oTMeUaeT, 4TO «B I10-
HaBJIsIoNieM 00MbIIMHCTBE PUIbMOB (faxke ec/y OpaTh IPU3HAHHBIE LIefIeBPbI) MY3bIKa BBIITOTTHSET
BCIIOMOTaTe/NbHYIO pOo/ib. OUIbMBI, I7Tie My3bIKa/IbHbIN PAJl HE BTOPMYEH 110 OTHOLIEHNIO K BUEOPs-
Iy I CYLLIeCTBEHHO B/IMACT Ha KOHIIEIIIVIO IIPOU3BE/IeHNA B 11eJIOM, HEMHOTOYMCIeHHbD» [1, ¢. 177].

Ecnu roBopuTh 0 COBeTCKUX (MIbMax Ha BOCHHYIO TEMATUKY, TO IIOJOOHAsA BTOPUYHOCTD JI0-
BOJIBHO YaCTO IPOSIB/IAETCS B HUX KaK OoJiee M/IM MeHee MeXaHIYeCcKoe BCTpayBaHye TMPUIecKoil/
NaTPMOTUYECKOI IeCHY B «Tesio» (unbMa. [lecHM 9Ti BIOCTIeACTBUY 0OPETAIOT CBOIO COOCTBEHHYIO,
CaMOCTOSITE/IbHYI0 XM3Hb: MOXKHO BCIIOMHUTD «TéMHYI0 HOUb», «HaMm HyXHa opHa mobema» mmm
«Beunslit oroub» («OT repoeB OBUIBIX BpEMEH. ..»), CTaBIINe IUIATePaMIA.

OpHako, ecTh B BOGHHOM KyHeMatorpade 1 Takye QUIbMBI, IJie My3bIKa IIPeofoIesia paMKu
BCETO JIMIIb JOIIOJIHUTEbHOTO CPENCTBA BRIPAasUTENbHOCTH. [IpefcTaBidgeTcs, 4TO B Ka4eCcTBE WII-
TIOCTPALIMY 3TOTO TE€3VCa MOYKHO IIPUBECTY CTAaBUIMI KIACCUKOI aME€PUKAaHCKOTO aBTOPCKOTO KITHO
¢unbM Opencuca Goppa Konmoms! « ATIOKaINUIICUC CETOTHS», U, IPEX/ie BCETO, 3HAMEHUTYIO CLIeHY
«BepTOIeTHON aTaky». Kak nsBecTHo, B 3T01 clieHe Komnmora ucnonb3oBan ¢pparMeHT U3 onepsl Bar-
Hepa.

Bocnonbsyemcs TOJ MHTEpIIpeTalell BATHEPOBCKON My3bIKM, KOTOPYIo nnpofenan Hue. Kor-
ma Humre ente He cumTan mckyccTtBo Barnepa jekaZieHTCKIM, OH IMCa O BO3BBIIIAIONIEM M O4MIIA-
IOLIleM JIeVICTBUY 3TOJ My3BIKY B MCTOpUM. B cBOett sHaMeHnTON padoTte «IIponcxoxaeHne Tparemun
13 gyxa Mysbikn» Hune genaer orcbiky K Illonenrayapy: Mup Kak eMHCTBO IPUBOANUTCA B fIEii-
CTBJE MY3BIKOJ1, TOTJJa OH IIpMoOpeTaeT BOJIO.

B ¢unbme Konmosnsr aTo feiicTBre obpeTaeT HOBYIO pefaKIMIO: OH pacCMaTpUBaeT BOMHY Kak
OHTOJIOTMYECKIII Pa3[op, BaXXHEMIIMM VHTPEIVEHTOM KOTOPOTO CTAaHOBUTCA MYy3biKa. PuabM OT-
4eT/IMBO AETIMTCA Ha BE YacTH: IpeaMOyITy, OTChUIAONIYIO K eBPOIEIiCKOIl (TepMaHCKOIT) KYIbType,
KOCMOJIOTI9eCKOI (M11(pOreHHO-MY3bIKa/IbHOI) pa3MeTKe ICTOPIYECKOI PAMBL, Ifie «BOVH OIecKay,
nonkoBHUK Kypu — mpeemuuk Illomenrayspa u Barnepa. (Tepmuu «BomH 6recka» 3aMCTBOBaH
u3 cratby A. K. Cekankoro «O gyxe BOMHCTBEHHOCTW» [2]). Bropas yacTb ¢pumbma — fexagaHc, pas-
JIO>KEHME BOVIHBI «I10 IPaBM/IaM UTPbI», KAKOJ €€ MPeJCTABIIA «IMBUIN30BaHHbI» 3anafl. C TOYKK
3peHNs 3asABJICHHOI TeMbl 60JIee MHTepeCHa, KOHEYHO, IIepBast 4acTb.

B coBeTCKOM KMHO TaK>Xe eCTb IOfOOHBIN CIXKET, B KOTOPOM «BOVIH O/1eCKa» ITOJHMMAETCs Haf,
OyZHsAMU BOJHBI C IIOMOIIBIO BEIMKOT0 MCKyccTBa («B 6011 mpyT ofguu crapuku» Jleonnsa beikosa).
ITpaBaa, cpaBHMBATh aMEPUKAHCKUIT ¥ COBETCKUI (PMIBMBI MOYKHO JIVIIb IT0 HEKOTOPBIM Iapame-
TpaM: puIbM BpIKOBa — XOTh U Ka4eCTBEHHOE, HO BCe JKe )KaHPOBOE KIHO, B TO BpeMsI Kak «AIloKa-
JINTICUC CETOMIHA», 0OUYeBVTHO, BBIXOIUT 32 PaMKI HAppaTUBHOTO KMHeMaTorpaga. OfHaKo, My3bIKa I
B TOM, U B IPyTOM C/Iy4ae BBICTYIIA€T B POJIN «BO3BBIIIEHHOTO».

Konmona (B gyxe Hure) TpakTyeT BarHepoBckuit «IlosieT BambKupmit» Kak TParm4ecKyo My-
3bIKy cMepTH. B crartbe «CMepTh 11 orpe6enne B Mysbike» M. C. YBapoB OTMeYaeT, YTO «aMepUKaH-
CKI€ BePTO/IEThbI, HECYLINE 3apsAJl CMEPTH IS KUTeJell BbeTHAMCKON IEPEBHU, OTOXECTBIATCA
uMM (M HaMJ) C CaMoJi CMepPTbIO», KpPOMe «CMEPTH-MY3BIKI» OHU «HI4Yero B cebe He HecyT» [3]. s
BpIkoBa ke My3blKa — JXM3HEYTBep)K/lalolllee HayasIo, IpobuBaloliee CBOJI IyTh CKBO3b Tparefun
BOJIHBI.

O6mbenyHseT ke 9TU GUIbMBI TO, YTO MY3bIKa B HUX «pabOTaeT» KaK IO'beMHas CIUJIA, IIPUBOM-
as UCTOPUYECKOe IEICTBME K CBOEMY arodeo3y, OHa BBICTYIAET B PO/IU CTETUYECKOTO (PpubTpa,
CKBO3b KOTOPBII IPOCENBAETCA TOJIBKO BEIMKOE.
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MUSIC AS THE LANGUAGE OF SPATIAL STRUCTURES
Bakhtiyar Amanzhol

Kazakh National Conservatory named after Kurmangazy, Kazakhstan

Until recently it has been difficult to give an unambiguous, scientific answer to the question of
whether music is the language. On one hand, in the everyday sense, the expression “the language of
music” is commonplace. On the other hand, scientific definition of language assumes the existence
of symbol system, and the symbolic link between the object and the musical image, being the main
difference of music from other languages, did not allow to establish such system.

Meanwhile, the symbolic system of music becomes open for exploration, if one considers it as an
expression of concepts of space. The ancient mythical-poetical and scientifically-expressed concep-
tions of music, astonishing in their deep understanding of its essential basics, are spatial in principle
[1; 2]. Scientific thought, close to our time, included in its study of music not only the experience of
different historical periods, but also the wide variety of modern discoveries from different strands of
science. The recent research in the neuropsychology proves the principally special nature of how the
brain works. In particular, Karl Pribram conducted studies in this domain in cooperation with his
Soviet colleagues [3]. The result of his work was the book, titled “Languages of the Brain”, the main
conclusion of which is the formulation of the idea, that all of the languages, used by the brain, operate
the spatial structures. At the same time, works, exploring the music as an expression of the spatial
structures started emerging in musicology. Those were the works of the Soviet musicologists G. A. Or-
lov [4], V.I. Martynov [5], V.N. and Y.N Kholopovs [6].

The other work, which can be considered a breakthrough on the understanding of music as a lan-
guage, is an article of the Kazakh musicologist B.Z. Amanov, which explores the terminology of the
dombra kuis [7].

It features the systemic concepts, which, under the certain aspects of consideration, formulate the
basis of the music linguistics:

e The main spatial structure, the center of the whole musical-spatial topography (the vertical).

e The relationship between the mythic consciousness, organology (the study of musical
instruments) and physiology.

In works of the author of this article, such components of musical linguistics like:

e the relationship of psycho-physiology and acoustics;
e symbol of the musical language, which incorporates all of the parts of music;
e identifying the function of the language of music in the language system, used by the brain [8];

e the specific analysis of music, more extended in comparison to the classical structural
musicological analysis, which includes the conception of spatial structures [9];

e particular properties of the musical languages of various traditions and their worldview basis
[10] —
were formulated throughout the recent decades.

The central symbol of the music language is a vertical. It is the intersection of two components
of music — physics (acoustics) and the psycho-physiology. The important acoustical property of the
sound, its multicomponentiality, that is the combination of the main tone and the numerous accom-
panying tones — overtones, is read by the brain in the coordinates of “bottom-top”. This orientation
in comparison to the Earth gravity is due to the fact, that the basic tone, expressed by slower vibration
is reproduced by the resonators, located in the chest area, while the vibrationally faster overtones
are reproduced by head resonators [11]. Therefore, in accordance with the proportion of gravity and
physiology, the basic tone is the bottom, and overtones are the top. Following this, such orientation
defines the features of the spiritual-worldview-related Image of the World, whose common structures
are single for traditions of various peoples of the planet. The underworld — earthly world — heavenly
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world. Thus, in the musical vertical we can observe a single complex: physical law of vibration — phys-
iology — the spiritual world of the psyche.

Despite its single-dimensionality (bottom-top), the vertical structures the reflection of the mul-
tidimensionality of the world in the consciousness. Due to the underdevelopment of the theory of
multidimensional spaces in music, spaces more complex that 3-dimentional, can be characterized as
4-dimentional [12], although, according to the string theory [13], the world is much more multidi-
mensional, and the human consciousness, in its depth corresponds to that complexity [14]. In music,
such spatial sensations like the overlaying of different times, dimensions, time stops, The Void are the
ordinary phenomena, which are experienced easily and imperceptibly for the consciousness.

To consider the music from such positions, it is necessary to apply an analysis more extend-
ed, which includes the spatial conceptions. The author of this article characterized such analysis as
“sacral-spatial’, since the consideration of spatial structures highlights the information, spiritual and
worldview-related in its nature.

In such analysis, the important part of the study of the music material is the stage of the intuitively
feeling through of the material, realization of the associations. It gives an opportunity to “capture” the
deep layers of the content of the music language. Despite the individual variations in the associative
images, the music material dictates their common basis, taking its roots from the “semantic bush’,
possibly expressed in such terms like: “leavy-light”, “bright-dark’, “corporeal-ethereal”, “cold-hot” etc.

Important are the feeling through and verbal formulation of the “branches” of the “semantic bush’,
their distinct properties. This is followed by the second stage of the analysis, where the associations are
realized from the standpoint of the formulated concepts of the musical linguistics, that is, with the use
of knowledge of the psycho-physiological reflection of the laws of acoustics, structures of symmetry,
proportions of Fibonacci numbers, the “golden ratio’, theories of the ethnogenesis, mythology, reli-
gious studies, history, culturology, basics of classical theory of music, etc. Further comes the stage of
generalization.

Considering the music from the standpoint of psycholinguistics allows to see this language in the
system of other languages, used by the human brain. If the human mind was to be symbolically and
with a certain degree of simplification, divided into three levels (bottom to top): deep subconscious —
subconscious — conscious, then the language of music would be placed on the first two level. It would
share the middle level with the language of visual arts, words (in the genre of poetry and myth). This
explains the use of those languages to translate the contents of music into the language of scientific
speech (the third level).

Based on the research works of modern musicologists, such like I. V. Matsievsky [15], B.I. Kar-
akulov [16], V. V.Medushevsky [17], A.I. Mukhambetova [18], V.P.Sereda [19], M.Bonfild [20] and
others, the understanding of music as a special language of brain is formulating the basis of a new
scientific discipline, which is the musical linguistics. The experience of the application of spatial anal-
ysis demonstrates the possibility of uncovering such deep levels of musical content, like the worldview
basis, ethnic bases, the expression of processes of ethnogenesis [21], and widen and deepen the di-
mensions of the music language, open for the scientific realization.
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“SOUND-BOX" AND “THEORY OF GESTURE":
LOOKING FOR NEW METHODS OF MUSIC ANALYSIS

Anisiia Artemova
Saint Petersburg State University, Russia

Over the last decades musicology has been facing a number of significant challenges. After the
birth of New musicology, there has been a search for new ways of describing and analyzing music.
With the rise of popular music studies and the development of new technologies of music production
and reproduction it has become clear that the old analytical models, which were applied primarily to
classical music in the past, are not sufficient for making sense of contemporary music. As it has been
showed by some new musicologists such as Susan McClary and Robert Walser [1], one of the big is-
sues coming from the attempts of analyzing popular music has been the lack of tools to capture and
explain it as a lived and felt experience, as opposed to an abstract structure understood intellectually.

In this paper, some possible solutions for this problem will be suggested. Particularly, it will argue
for the possibility of including the aspect of cognitive response and bodily experience in the analysis
of contemporary popular music. It aims at building the connection between structural analysis and
experience of listening by developing new visual models of representing musical body in order to an-
alyze it more effectively from the perspective of experienced sound. Instead of developing the models
from zero, the work examines a few existing models and concepts suggested by different musicologists
over the last three decades. The first one is “sound-box” introduced by Allan Moore in 1992 [2], which
suggests representing the record visually as a virtual performance taking place in a four-dimensional
virtual space. This method is based on the idea that in music, especially when it is listened to with
the use of stereo headphones or monitors, the particular location of different elements, the illusion of
which is created through the organization of frequency, volume, and panning of sound, plays an im-
portant role in engaging and affecting the listener — together with textural layers and timbre.

The same idea is used by David Gibson in the book and visual video guide “The art of mixing” [3]
in 1997. Implementing a visual model similar to the one suggested by Moore, Gibson demonstrates
how different sections of instruments, representing certain timbres and frequencies, are organized in
the mix in different songs and genres. This model can be considered an expanded demonstration of
the sound box model. By recreating visually the virtual performance as a musical structure organized
not only in time but also in space, it allows to consider the experience of the listener from the inside
of the lived performance. Finally, the last model examined in the paper is aligned with the “theory
of gesture” introduced by Richard Middleton in 1993 [4]. This theory presents the idea that the way
we feel and understand sound is organized through “processed shapes”, which can be compared to
physical gestures. Richard Middleton shows how this analytical method can be demonstrated through
the graphic ‘action-models’ representing different layers of musical structure as “gestures”. He believes
that such models can help to connect structural analysis with cognitive and kinetic reactions to music.

In the paper the concept of the sound-box and the theory of gesture are explained, demonstrated
as visual models and discussed in terms of their potential effectiveness. It is suggested that both mod-
els have benefits and downsides but if improved and possibly combined, can serve as a basis for the
future development of similar models which would allow to include different aspects of contemporary
popular music in music analysis and discuss music as a lived and felt experience.
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INTERACTION OF VISUAL AND SOUND COMPONENTS INSIDE THE STAGE
SPACE OF THE THEATRICAL PERFORMANCE “DIONYSUS-69”
BY R. SCHECHNER

Vera N. Demina
S. V. Rahmaninov Rostov State Conservatory, Russia

Contemporary art history studies attach great significance to the subject of the development con-
ditions of R.Schechner’s environmental theatre art, since it allows to determine the formation back-
ground of a special chronotope of performative practices as an important component of the contem-
porary art nature. The issues of the history of development and the idiosyncrasy of Schechner’s theatre
were addressed in the following studies: D. O. Demekhina “On the conceptualisation of performance:
version of Richard Shechner”, K. N. Levshin “Axioms of the Theatre of Spaces (Environment) by Rich-
ard Schechner”, H.T.Lehmann “Postdramatic theater”, D.V.Trubochkina “Antiquity and relevance
(on lessons of antiquity and the fever of novelty)”, E.Fischer-Lichte “Asthetik des Performativen”,
E.Fischer-Lichte “Dionysus Resurrected: Performances of Euripides’ The Bacchae in a Globalising
World”, R.Schechner “Performance Theory”, R.Schechner “Performance Studies: An Introduction”
and others.

Russian and foreign scholars attach particular importance to the theatrical performance “Diony-
sus-69”, which premiered in New York (“Performance Garage” premises) in June 1968. The play lasted
more than a year in the Performance Group’s repertoire (163 shows). The concept of Schechner’s per-
formance was based on the tragedy of the ancient Greek playwright Euripides “The Bacchae”. The text
of the tragedy was significantly revised (only 50 % of the original text was retained), fragments of texts
from “Antigone” and “Hippolytus” were also added.

The episodes with the ritual of the birth of Dionysus, the bacchanalia, play with the audience, and
the ritual of the death of Penfey became important for the creation of the character of the theatrical
performance. The ritual acts recreated in the play were based on the existing rituals such as: the “ritual
of birth” of the primitive Asmat tribe inhabiting the island of New Guinea, orgy associated with the
festivities in honor of Dionysus. The above ceremonies created the compositional and dramatic frame
of the theatrical performance. At the same time, the continuum of the entire theatrical performance
was based on a combination of acts of the sacred (symbolic space and cyclical time) and profane (re-
alistic artistic space and linear time) chronotopes of rituals and shows.

While investigating the specifics of the interaction of sound and visual components in the ritu-
al episodes of the performance, it is necessary to note the reliance on syncretism of ecstatic rituals
(bacchanalia), reconstructed through the sound of acoustic instruments and plastic, close to the ico-
nography of bacchantes. The re-creation of the ancient Greek mystery in the context of the modern
theatre space created unique conditions for the interaction of the sound and visual components of the
performance, which allowed the audience to perceive the tragedy unfolding in symbolic time / space
as a fait accompli of reality and revealed new possibilities of performance as one of the forms of com-
munication that can unite society.

The reported study was funded by RFBR, project number 20-012-00366-A “Performative forms of musical art
as a phenomenon of modern culture”.
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THE FACIAL GESTURES IN COMMUNICATION
(ON THE MATERIAL OF CORPUS RUPEX) AND THE FACIAL GESTURES OF
NONPROFESSIONAL RUSSIAN DANCERS IN THE FLAMENCO

Alexandra Evdokimova
Institute of linguistic of Russian academy of sciences, Moscow, Russia

Within the framework of our corpus resource “Russian Pear Chats and Stories™ [1; 2] we study
multichannel behavior of Russian speakers in a natural discourse. As the main material for facial an-
notation in the Russian Pear Chats and Stories corpus (RUPEX), were used the data recorded by three
individual cameras which made full frontal footage of the three participants during each recording
session (“individual videos”). As supplementary material, were used the data obtained by the cover
shot camera (“cover shot video”). Comparing footages taken from two different angles helps annota-
tors to define the boundaries of separate movements, as well as each movement’s trajectory, amplitude
and other parameters with more precision.

As material for analysis of facial expressions in the flamenco dance were used collection of differ-
ent videos from rehearsals and concerts of non-professional Russian dancers from youtube, Instagram
and other open resources.

In both resources we analyze the facial expressions in four levels: 1) Brow-zone (brows), 2) Eye-
zone (eyes + eyelids), 3) Nose-zone (nose + cheekbones), 4) Mouth-zone (lips + chin). Facial anno-
tation for RUPEX has tiers in ELAN, main of which are: tagged facial movements, gestures, adaptors
and facial postures. Facial analysis for flamenco collection includes more often used patterns in each
zone and comparison with facial patterns of flamenco professional dancers in some youtube and Ins-
tagram videos. All of these patterns are compared with Facial Action Coding System [3].

In Brow-zone were annotated all the brows movements separately for each of brows.
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Annotation of the Brow-zone in Elan.
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The right brow up Smile with echo in the neck

In Eye-zone were marked the fixations and changes of gaze, winking and some specific eyelids
movements and each eyes and eyelids were annotated separately. In Nose-zone were fixed the tip of
the nose movements and some echo-movements in cheekbones. The special annotation system con-
nected with vocal annotation in our RUPEX project was made for Mouth-zone and each lips were
annotated separately.

For example some movement tags in Mouth-zone: Down, Up, Forward, Backward, SlideRight,
SlideLeft, Bite, Tightening.Characteristics of the mouth Wide, Closed, Open, Articulation, Smile,
half-smile. Lipcorners movement tags: CDown, CUp, CRound, CTension.

As the analysis shows, that facial expression of Russian speakers in a natural discourse mostly
take place in the Eye-zone and Mouth-zone. Some of speakers used movements in Brow-zone, for
example commentator from Pears22 video. The using of the Nose-zone is very rare. Facial expression
of non-professional Russian dancers is similar for the speakers in a natural discourse in the rehearsals
and quite different in the concerts. They used some special patterns like brow movements and typical
nasal flaring for the image creation.
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THE GENDER ASPECT OF SPEECH EMOTION PERCEPTION

Georgii Petrenko
Saint Petersburg State Electrotechnical University “LETI", Russia

Women are commonly believed to possess higher empathy and sensitivity to emotion. Empathy,
however, is not limited to emotion perception, as the term also refers to sensitivity to one’s physio-
logical experiences, such as pain. Scientific studies of the gender differences in empathy have tried
to elucidate the role gender plays in empathy. According to a review by Rueckert (2011), “the bulk of
the evidence suggests that women are more empathic than men under some, but not all, conditions”
Moreover, very often the methodology and design of the studies did not manage to avoid the possible
effect of gender stereotypes and behavioural expectations.

Relatively little is known about gender differences in the perception of speech emotion. While
women report expressive intonation as being more important for a speaker’s overall perception, they
do not always demonstrate significantly different level of sensitivity to a speaker’s emotional state. The
current study aims to develop the experiments conducted earlier and gather a sufficient sample to
make well-grounded conclusions regarding the existence of the perceptional difference in the auditory
domain. The main research questions stated are as follows: Are women better at recognising a speak-
er’s emotions by means of intonation? Are females, thus, more sensitive to the emotions expressed
in speech? An extra possibility to contribute to the discussion of the gender influence on emotions
could lie in the comparison of females’ and males’ speech emotional expressivity for listeners of both
genders. If females’ speech is better recognised by one or both gender groups of listeners, that would
mean women are better at expressing themselves through speech intonation.

The focus of the present study is on emotional intonation due to its earlier evolutionary nature
compared to lexical and syntactic means of expressing emotions. The majority of contemporary re-
searchers hold that primates and some other animal species are also able to convey their emotional
states to the members of their groups, as Darwin suggested back in the 1870s. The “big six” classifica-
tion of emotions based on the ideas of Plutchik (1991), Izard (1971) and Ekman (1971) and commonly
used in technical applications, as described by T.Seppénen et al. (2003), is chosen and modified to
include disgust and shame for the purposes of our experiment.

A database of 64 emotional speech extracts in Russian gathered for an earlier experiment is used.
The samples were elicited from 4 speakers of Russian under sound lab conditions. Only 1 statement
and 1 question lacking any emotional vocabulary were repeated 8 times by each speaker with different
emotions. A Praat MFC experiment was created to test the emotion recognition rate. Data were col-
lected from equal gender groups of subjects using chain referral sampling. The subjects were asked to
report the emotion they believe to have heard after listening to every speech sample. Randomisation
and repetition of stimuli were employed. Our results suggest that females are, indeed, slightly better
at recognising speaker’s emotional intonation (53,34 % correct attributions vs 51,13% in the male
group). In spite of that, the two mean rates are not statistically dissimilar: #(59) = 1,09, p = 0,28. In
order to make a contribution to the emotionality and empathy discussion, yet a greater sample would
have to be collected. As far as the emotional expressivity issue is concerned, the subjects made sub-
stantially less mistakes in attributing speech samples to particular kinds of emotion when listening to
female speakers. Out of 3730 misattributions of samples, 2083 (or 55,95 % percentage-wise) occurred
when the participants of the experiment were listening to male speakers. However, even a basic statis-
tical comparison of error amount means per sample for female and male speakers’ perception demon-
strates they do not vary sufhiciently: #(62) = 1,60, p = 0,11.

Even though, the results are to some extent disappointing, the possibility to acquire more con-
vincing figures as soon as the sample is enlarged, remains encouraging. Moreover, the suggested ex-
perimental methodology seems to be quite efficient and reliable, and can be replicated in further sim-
ilar studies. The Russian emotional speech database could be employed again for deeper exploration
of the gender aspect of emotional speech perception. Adding the visual domain to the auditory one
could be another possible train of thought for further investigation.
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COMPLETE SCENIC STYLIZATION OF OPERAS THANKS TO AN ABSOLUTE
LIBERATION OF MUSICAL LANGUAGE

Dominique Porebska-Quasnik
France

Introduction: définition of terms. The ultimate and definitive signification is the essential in
musical drama (opera). Especially in Wagner” works. The signification is what that persits and will be
transmitted through the centuries. The absolute conciseness of the all semantic content. That needs
the creation of a own language, perfectly and authentically adapted to the latest meaning. The stylisa-
tion will be the scenic realization of the signification. The musical Drama stripped of all the useless,
the repetitive, the figurative. That is to say, a theatrical synthesis in a single action which however ex-
presses (exteriorizes) all the dimensions of Time and Space. All aspects of the Thought.

The Method: new analysis of musical language. For applying this method to Wagner’s Tetralogy
(The Ring of the Nibelung), we must start from the Leitmotive, reputed full of meaning, significant and
suggestive. But contrary to appearance- they often exceed the text of which they do not underline
the semantic content. Like also the Leitmotive do not accompany or double the Gesture. They have
their own life, which interferes, exceeds, crosses or anticipates the meaning of the drama. And even
transforms the final message In the case of The Tetralogy, to achieve this goal, it is necessary to mem-
orize all the Leitmotifs' and the whole Leitmotive. To identify them by their nature? and their degree
of significance. Indeed, they appear in different forms : in the original tonality, in various musical
modulations, in allusions- melodically or harmonically- truncated, superimposed, staggered, in echo,
in correspondance®. Along an almost incessant discourse between voice and orchestra that sometimes
takes a dynamic development going beyond the imitative character of the continuous melody and
that carries the drama, by a constant evolution, towards unsuspected perspectives. The result of our
previous research (see Bibliography) concluded that the Leitmotive possess (among other characteris-
tics) past, present and future, temporal connotations. Which, sometimes, overlap each other, creating
an enigmatic harmonic amalgam. At these moments, the continuous melody is interrupted, raising a
doubt about the deep signification of the drama. Despite the apparent and supposedly evident mean-
ing of the Leitmotive.

Application: The Wagner’s Tetralogy. We previously analyzed the monolog (rather than the di-
alog) of Wotan, facing Briinnhilde, at the second act of Die Walkiire*, and we have concluded” that
Wotan very deeply desires the End of the Gods- whose reign is fictitious and imbued with the blind
pride of power. If we accept the hypothesis that is it the ultimate significance of the Tetralogy, all the
dramatic action is only a game, a fiction, in the hands of the God, Wotan. He is the only one that knows
its conclusion and secretly predicts it. From that moment, all the subtle incoherence and the doubts,
contained in the Leitmotive’s discourse, mean that Wotan- by his sovereign will- projects himself in an
unknown and hidden direction.That would be the possible hypothetical continuation of the Tetralogy.

Stylisation of Wagner’s Tetralogy. We propose to completely liberating the musical language
from its linear, logic and temporal progression. Overturn, reverse, upset the order of dramatic ac-
tion, and consequently of the Leitmotive, by rebuilding the drama from its apogee: the veiled Wotan’s
confession to the Valkyrie, and his premonitory prediction about the future. In order to make burst,
like the lightnings from the storm, the musical moments where the incomprehensible discourse of the
Leitmotive collides with the fatal closed wall of the Malediction of The Ring. Which might explode.
That’s how the posterity would can read the Tetralogy. We propose to make Wotan the main character
of Tetralogy, because the Valkyrie is only an instrument in his hands. Just like the other characters.

We prefer to use the original German term, namely: Leitmotive.

See our previous Research (Bibliography).

Allusion to Baudelaire’s poetry.

See the article «Le deuxiéme volet de La Tétralogie» (The second part of the Tetralogy). (Bibliography).
Ibid.
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This is why, at the end of the Twilight of the Gods, Wotan indifferently witnesses the ruin of a sick
world steeped in hatred and pride, where he has compromised himself. Wotan has interpreted in his
own way the mysterious advice of Erda — the very wise and learned goddess. He already pushes this
world — vitiated by thirst of gold and power and by the hatred of Nibelungen- to its destruction. The
Valkyrie, his living thought, will accomplish his will, which she discovers little by little all along The
Tetralogy. At the end of The Twilight of the Gods, she says: I know everything. Giving back the Ring to
the Rhine, before rushing into the fire that consumes Siegfried, she seals the end of the Gods.Wotan is
above The Tetralogy whose he observes the action taking its course and being accomplished. He is the
only one who knows its term and its meaning. That's why we must overturn the action of The Tetral-
ogy using with a very freedom its language. In a previous article® we have proposed to build again the
Tetralogy around Gold. But gold is only a pretext. For our epoch, the decision of the God, caught in
his own trap (the treaties) and cursed by the desire of the Gold, has the most important signification.

Technical realization. We will use and concentrate on the essential: the musical signification. Af-
ter rewiewed all the Leitmotive in degree of importance. Accepting the hypothesis that the central fig-
ure is Wotan, we will start from his disguised confession and from his determination (see Act I, scene
IT of Die Walkiire) and we will reconstruct the drama by creating the place, symbolic and opened, of
the action. Taking into account the fact that Wotan is the spectator (as well as the author) and has the
gift of moving in time and space’. Thus the part of dramatic reality and magical action — of a God
moving through the universe spatial and temporal — is justified.

Conclusion. We propose to give The Tetralogy a new and modern shape. By eliminating all the
secondary aspects of the action, by recreating the drama on its ultimate meaning and using the Leit-
motive’s language not as dubbing the scenic gesture, but as an expression of the ultimate Thought,
hidden in the text.
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MUSIC AND LANGUAGE ACQUISITION:
THE ROLE OF DELIBERATE PRACTISE

Magdalena Olivera Tovar-Espada

Switzerland
magdalena.olivera.tovar@gmail.com

During centuries, the quality of an expert performance was often attributed to divine gifts or bi-
ological attributes, also called “talent” Thence the search of genetic factors responsible for giftedness.
However, more recent research on expert performance tend to point to other factors, such as devel-
opment or environmental ones, that together with genetics would be responsible for turning novices
into experts. Ericsson et al. [1, p.365] would go even further and state that “unique environmental
conditions and parental support, rather than talent, may be the important factors determining the
initial onset of training and ultimate performance”, thus considering giftedness less important than
other environmental conditions (i.e. practise).

If practise is responsible for turning novices into experts, it is important to understand how this
practise should be executed and if it is a matter of quantity or rather of quality of practise. According
to Ericsson [1], the maximum level of practise is not attained automatically as a function of extended
practise, but rather it is achieved by deliberate efforts to improve (i. e. deliberate practise). According
to several studies [2; 3], quantity would also be important and at least ten years or more of preparation
would be necessary to attain the expert level. In other words, “a key part of what it means to be talented
is being able to practice for hours and hours, to the point where it is really hard to know where natural
ability stops and the simple willingness to work hard begins” [4].

Ericsson [5] considers some characteristics of deliberate practise: motivation to improve (focus
on goals), definition of tasks, feedback (peer and teacher), opportunities for rehearsal and time spent
in rehearsal. In our presentation, we will examine these five criteria of deliberate practise in different
musical and language institutions, both in Saint Petersburg (Russia) and Geneva (Switzerland).
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