


REVISTA DE CULTURA, STIINTA SI PRACTICA EDUCATIONALA

1-2 (10-11)7 2009

Balti

Universitatea de Stat
.Atecu Russo"
207332017 Biblioteca Stiiniifica

Fond seriale



Fondator: Universitatea de Stat Alecu Russo din Balii
Co-fondator: Academia de Muzica, Teatru si Arte Plastice din Chisindu

Redactor-sef: ION GAGIM, dr. bab., prof, univ.,
membru al Uniunii Compozitorilor si Muzicologilor din Moldova

COLEGIUL DE REDACTIE:
CARMEN COZMA, dr. in filosofie, prof, univ
(Universitatea Alexandru loan Cuza, lasi)
VLADIMIR AXIONOV, dr. hab. in studiul artelor,
prof. univ. (Academia de Muzicd, Teatru si Arte Plastice, Chisindu)
VLAD PASLARU, dr. hab. Tn pedagogie, prof. univ.
(Institutul de Stiinte ale Educatiei, Chisinau)
EDUARD ABDULLIN, dr. hab. in pedagogie,
prof. univ. (Universitatea Pedagogica de Stat, Moscova)
GHENADIE CIOBANU, compozitor (Presedintele
Uniunii Compozitorilor si Muzicologilor, Chisinau)
IRINA AVRAMKOVA, dr. in studiul artelor, prof. univ.
(Universitatea Pedagogica de Stat Herzen, Sankt-Peterburg)
VICTORIA MELNIC, dr. in studiul artelor, conf. univ.
(Academia de Muzica, Teatru si Arte Plastice, Chisinau)
VIOREL MUNTEANU, dr. in muzicologie, prof. univ.
(Universitatea de Arte George Enescu, lasi)
ALEXANDR KLIUEV, dr. hab. in filosofic, prof. univ.
(Universitatea Pedagogica de Stat Herzen, Sankt-Peterburg)
ELFRIDA COROLIQV, dr. in studiul artelor
(Academia de Stiinte a Moldovei)
VALERIU CABAC, dr. in stiinte fizico-matematice,
conf. univ. (Universitatea de Stat Alecu Russo, Balfi)
IULIAN FILIP, poet (Chisinau)
MAIA ROBU, dr. in pedagogie, dr. in arte,
conf. univ. (Universitatea Perspectiva, Chisinau)
SVETLANA TARTAU, dr. in studiul artelor, conf. univ.
(Academia de Muzica, Teatru si Arte Plastice, Chisindu)
ION NEGURA, dr. in psihologie, conf. univ.
(Universitatea Pedagogica de Stat/ on Creangd, Chisinau)

Redactori literari: LILIA TRINCA, dr, in filologie, ELENA SIRVOTA, dr. in filologie
Viziune graficd/tehnoredactare: SILVIA CIOBANU, NICULICA OXANA, doctoranda

Adresa redactiei: str. Puskin. 38 Tel: (231) 24153; (231)23066
mun. Balti, 3100, Republica Moldova Fax: (231) 23039; (231) 23362
E-mail: artedart@mail.md E-mail: gagim.ion@,gmail.com

Tiparul: Universitatea de Stat Alecu Russo din Balti

© Universitatea de Stat Alecu Russo din Balfi, Presa universitara balteand, 2009
Articolele stiintifice publicate Tn revista au fost recenzate.

Prezentul numar este ilustrat cu imagini ale elevilor Liceului de Arte Amadeus.


mailto:artedart@mail.md

TEORIE, ARTA, ESTETICA

ION GAGIM. MUSIC AND MUSICOLOGY IN THE CONTEXT

OF MODERN EPISTEMOLOGY .t e e 5-14
VICTOR GHILAS. MUSICAL EDUCATION IN DIMITRIE CANTEMIR'S
FAMILY Lo et e £t 15-23

ANI-RAFAELA CARABENCIOV. LITERATURA CONCERTANTA
DEDICATA ORCHESTREI IN CREATIA MUZICALA ROMANEASCA

DIN A DOUA JUMATATE A SECOLULUI XX...ooooviviriieis e coeiresiesiesisians 24-33
LUDMILA BEJENARU. LITERATURA MODERNA DESPRE ALTERAREA
EU-LUI (E. IONESCO, J. P. SARTRE> C. AITMATOV> I. DRUTA) ...c.ccvevnnan. 34-38

ECATERINA NECULCEA. DIE BESONDERHEITEN
DES PHANTASTISCHEN IN DEN WEKKEN VON E.T.A. HOFFMANN........ 39-50

ANTEHA BAPAAHAH. KOHLEPT A9 ®OPTEMMAHO
C OPKECTPOM 3J1ATbl TKAY. NCTOPNA CO3JAHNA N OBLLME

KOMMNO3SNUWMOHHBIE OCOBEHHOCTMW......c.e oo 51-57
HUKONAW KA3SMUH. OBPALLEHUE TEATPA K IOKy/1bTyPHbIM
CTPYKTYPAM COZHAHUSA .ot 58-65
BWKTOPNA ANNECEHKOBA. CIMOCObbl BOCMNPUATNA
CUMBOMNYECKUX CBASEN BCMEKTAKIE. ...t i, 66-73
ILIE DANILOV. RUSII-LIPOVENI DIN ROMANIA .....ccoooivireieeeeieeieiieien v 74-77
ENEHA TYNAJTOBA. ®OPTEMWMAHHBIE NMPON3BEAEHNA

MOIAABCKUX KOMMO3NTOPOB B KOHKYPCHOM MPAKTUKE........... 78-83

METODOLOGII DIDACTIC-EDUCATIONALE
MAIA MOREL. ACADEMISM VERSUS AVANGARDISM (PROBLEME

ACTUALE ALE INVATAMINTULUI ARTISTIC)...... oo ...,84-90
LUDMILA REABOSAPCA. PRIMII PASI IN ARTA PIANISTICA 91-94
SOFIA CAPATINA. DIMENSIUNI ALE CULTURII TN FORMAREA

PROFESIONALA INITIALA A CONTABILULU . oot coeee oo eeeeeeeeeee e 95-99

LIDIA POPOV. METODOLOGIA ELABORARII COMPLEXULUI
DIDACTIC LA DISCIPLINA ,INFORMATICA GENERALA" PENTRU
SPECIALITATILE UNIVERSITARE NEINFORMATICE.......cccveune.e. 100-105

HNWKOJTAE CUNTNCTPAPY, AHHA NKN3NWN. MPOLIECC
PA3BUTNA AKCUOMIOTMYECKNX OPUEHTALIMI CTYAEHTOB
MEJATOTUUHECKUMX BY30B s s s e e 106-112



SUMMARY

AN AAAEANAS
THEORY, ARTS, AESTHETICS

ION GAGIM. MUSIC AND MUSICOLOGY IN THE CONTEXT OF

MODERN EPISTEMOLOGY ...ttt rennes 5-14
VICTOR GHILAS. MUSICAL EDUCATION IN DIMITRIE CANTEMIR'S
FAMILY ot eeas 15-23

ANI-RAFAELA CARABENCIOV. LITERATURE FOR ORGANISING
CONCERTS DEDICATED TO ORCHESTRA IN THE CREATION OF
ROMANIAN MUSIC OF THE SECOND HALF OF THE XXth CENTURY.. .... 24-33

LUDMILA BEJENARU. MODERN LITTERATURE CONCERNING THE EGO

CHANGES (E. IONESCO, J. P. SARTRE, C. AITMATOV, I. DRUTA)......... .... 34-38
ECATERINA NECULCE. THE MANIFESTATION OF FANTASY
IN HOFFMAN'S CREATION ..ottt sees 39-50

ALIGNA VARDANEAN. CONCERTO FOR PIANO AND SYMPHONIC
ORCHESTRA WRITTEN BY ZLATA TKACH. HISTORY OF CREATION
AND GENERAL FEATURES OF COMPOSITION ..o

NIKOLAI KAZMIN. THEATRE APPROACH TO PRE-CULTURAL

STRUCTURE OF CONSCIOUSNESS...... .o e e 58-65
VICTORIA ALESENKOVA. THE WAYS OF PERCEPTION

SYMBOLICAL ASSOCIATIONS IN THEATRE PERFORMANCE............. ... 66-73
ILIE DANILOV. LIPOVENIAN-RUSSIANS FROM ROMANIA ...t e 74-77
ELENA GUPALOVA. MOLDAVIAN COMPOSERS' PIANO WORKS

IN THE PRACTICE OF CONTEST .ottt o e 78-83

DIDACTIC-EDUCATIONAL METHODOLOGIES

MAIA MOREL. ACADEMISM VERSUS AVANGARDISM (ACTUAL

PROBLEMS OF ARTISTIC UNIVERSITY HIGHER EDUCATION).....cccoe. oot 84-90
'LUDMILA REABOCAPCA. FIRST STEPS IN PIANISTIC ART....c.ccceeeee. ....91-94
SOFIA CAPATINA. CULTURAL DIMENSIONS IN BOOKKEEPER INITIAL

|[PROFESSIONAL TRENING ......cccoveinnnnne . oo ....95-99

LIDIA POPOV. METHODOLOGY OF THE ELABORATION OF THE
IDIDACTIC COMPLEX OF THE COURSE ,,GENERAL INFORMATICS
FOR NON-COMPUTER SCIENCE SPECIALITIES.......coooiiiiiicecs 100-105

NICOLAE S1LISTRARU, ANNA IKIZLIl. DEVELOPMENT OF
THE AXIOLOGICAL ORIENTATIONS OF THE PEDAGOGICAL
UNIVERSITIES STUDENTS ottt eeeeeeeeeeeeeeeeeeeeeeeeeeseseeeeesesesesesesesesesesesesesenenes .106-112



MUSIC AND MUSICOLOGY IN THE
CONTEXT OF MODERN EPISTEMOLOGY

MUZICA SIMUZICOLOGIA TN CONTEXTUL
EPISTEMOLOGIEI MODERNE

lon GAGIM,
PhD, professor
Alecu Russo Balti State University

Orice problema trebuie tratata in contextul unui anumit sistem de referinta.
Sistemul in cauza poatefi diferit, infunctie de domeniul de cercetare (de exemplu, muzica
in contextul filosofiei), de gradul de generalizare sau de nivelul sistemului (de exemplu,
muzica Tn contextul noii paradigme a culturii sau a educatiei moderne) etc. In studiul ce
urmeaza propunem o tratare a muzicii / muzicologiei in contextul noii teorii a cunoasterii
stiintifice. Or arta sonora se raporteaza la principiile epistemologiei moderne la modul
direct. Pe de o parte, muzica contine n sine aceste principii conform naturii sale, pe de
alta parte, aceste principii suni generate de structura ,,muzicald" a universului (lumii):
legile muzicii stau la baza a tot ce exista, si invers, tot ce exista isi afld reflectare in legile
muzicii. ,,Lumea este o muzicd", ,,viata este 0 muzica", ,,totul este muzicd", au afirmai
ganditorii tuturor timpurilor. Muzica, gratie sensului ei existential pentru fiinta umana,
urmeaza afi reconceptualizata din punctul de vedere al viziunilor (paradigmelor) stiintifice
moderne asupra lumii, existentei, naturii, omului, constiintei umane. Articolul in cauza este
o Tncercare de acest gen. Continutul lui are urmatoarea structura: I. Introducere. Il. Noua
paradigma stiinfifica. Ill. Principiile noii epistemologii si muzica. IV. Concluzii-
recomandari.

The highest musicality in the sphere ofthought...
(Niels Bohr)

Introduction

Any issue should be consid-
ered in the context of a definite sys-
tem of coordinates. The given system
can be different if correlated with
some sphere of knowledge (for in-
stance, music in the context of phi-
losophy), with the degree of gener-
alization or level of the given system
(for instance, music in the context of
the modern culture paradigm and
modem education) etc.

In the given paper we offer to
consider music in the context of
modern epistemology, since it (mu-
sic) absolutely correlates with the
principles of the new theory of cog-

nition.*On the one hand, music con-
tains these principles in itself due to
its nature, on the other hand they are
engendered by the musical arrange-
ment of the world: the music laws lie
in the basis of the entire existence
and, vice versa, the entire existence is
contained in music. “The world is
music”, “life is music”, “everything
is music” - the wise men of all times
asserted.

Music due to its existential
meaning for a human being should be
reconsidered from the point of view

1Further we state these principles, draw-
ing parallel with the principles (laws) of
music.



if the modem scientific approach to
the world. Emil Cioran, touching
upon the issue of music in its phi-
losophic context, claimed: if the hu-
manity has something to lose after
the Renaissance, then it’s music,
since in the sphere of philosophy
everything actually has been said by
the ancient people - what can’t be
said about music.2 Music isn’t mere
an art, it’s a great manifestation of
human spirit, it’s the greatest of what
a human being has been able to cre-
ate. In case it is considered and mas-
tered only on the level of esthetics (as
something beautiful/enjoyable) the
music may lose its age-old grandeur,
its universality, i.e. what it represents
for a person as spiritual being.

The new scientific paradigm

The modern world developed
new views on the scientific theories,
including on the structure of their
paradigm. Science postulates grounded
on the Cartesianity and classic phys-
ics have been fundamentally reinter-
preted. The object of scientific inter-
est essentially has become micro-
universe that replaced macro-uni-
verse. The new, quantum physics was
bom (called also wave physics, i.e.
“musical”), that gave rise to the
guantum interpretation of the world,
nature, life, consciousness, evolution.
Many laws that were considered to
lie immovably in the basis of the ob-
jective macro-universe proved to be
ineffective in the quantum world.
The human (social) world itself has
become different. The new laws of
the wave theory' resulted in the revi-
sion of some laws of person’s think-

2 Cioran si muzica. Bucuresti, Editura
Humanitas, 1997.

ing, psychology. The modernism ep-
och was replaced by the post-mod-
ernism epoch that literally overturns
the main principles of traditional
culture.3 Everything has undergone
fundamental changes, including per-
son’s consciousness, as well as
his/her behavior, the essence of many
kinds of his/her activity.

The theory of relativity and
the quantum theory undermined the
notion about Decartes’ and Newton’s
world.4 The main foundation of clas-
sic physics has been destroyed - ob-
jectivity. The first discoveries of the
new physics were connected mainly
with the crisis of perception of the
new world, and with the existential

3 The epistemology of postmodernism
(J.-L. Moigne) includes three elements:
gnoseology ~ what is the status of
knowledge? (is it absolute or relative,
internal or externa] in relation to a per-
son; is it something given or “built” by a
person), methodology - how is knowl-
edge acquired by a person (is it trans-
mitted or generated by him) and ethics -
what is the purport, the value of knowl-
edge (why do people need knowledge?).
4 The quantum physics has discovered a
new level of reality with its new laws
which deny (or at least restrict) the laws
of traditional mechanistic theory - dis-
continuity, local causality, determinism,
objectivism etc., which w'ere replaced by:
continuity, global causality, indetermi-
nism, the necessity (and acceptance) of
intuitive thinking (quantum physicists
use such notions/methods as 'metaphor’
etc. - B.Nicolescu. Transdisciplinari-
tarea, lasi, 1999), feeling (the research
experience), non-linear thinking, merg-
ing of subject and object, real and unreal,
time and space, the transition from disci-
plinarity / inter-disciplinarity / poly-dis-
ciplinarity to trans-disciplinarity, holistic
approach, synergy and other. Science op-
erates today with these notions.



crisis as a whole. The discovery of
subatomic reality required a new
system of world view for its under-
standing. It turned out that there isn’t
one single reality: there exist several
realities (or different levels of real-
ity). Different level of reality presup-
poses different, adequate to it
method (level) of perception. At pre-
sent when even physicists left behind
the traditional model, it’s time for
other sciences to review (enlarge)
their philosophy (methodological ba-
sis). It also has direct connection to
the music science: musicology, musi-
cal esthetics, musical psychology etc.
Musical science may not lag behind
or keep aloof from taking part in the
new global scientific process. It
would result in its further marginali-
zation, while it may get priority in
revealing the hidden laws of world,
human being, his/her consciousness.

The principles of new epistemology
and music

The transition from Cartesian-
ity and principles of classic physics,
from the mechanistic concept to the
systemic (dynamic) interpretation of
nature, life, thinking, consciousness,
evolution resulted in the understand-
ing that the world isn’t a machine
consisting of separate elements, it is a
single harmonious, “living” organ-
ism. The properties of the main mat-
ter models, subatomic particles can
be comprehended only in the notions
of motion, interaction and transfor-
mation. All said is also characteristic
of music: it’s a dynamic phenome-
non. The essence of music as is
known consists in numerous and het-
erogeneous forms of sounds move-
ment rather than in sounds them-
selves.

Cognition on the quantum
level includes in itself as inalien-
able/determining element a person-
observer, his consciousness. The
new physics established that the main
structures of the material world are
determined by the method we use to
look at them: the observed matter
models are the reflection of mental
models. The Cartesian duality of
body (matter) and soul (conscious-
ness) disappears, We can never speak
about nature (objective reality/thing)
without speaking simultaneously
about ourselves. No research can
keep aloof from the impact of sub-
jective values. This is the main prin-
ciple in music: the content of musical
composition isn’t “objective entity”.
it is engendered by the consciousness
(of a composer, performer, listener):
hence the polysemy of its contents,
plurality of performance variants etc.

Subatomic particles are not
objects but correlations among ob-
jects. The transition from objects to
correlations has great effect for sci-
ence as a whole.5 Any object should
be defined in correlation with other
objects rather than by itself. On the
subatomic level interrelations and
interactions among the parts of the
whole are more important than these
parts themselves. “There’s move-
ment, but eventually there aren’t ob-
jects in movement; there’s action but
there aren’t its actors; there’re no
dancers, there’s only the dance.”6 We
would add: there’s music, there’s

5 Gregory Bateson considers that
correlations must make the basis for all
definitions and this must be explained to
children from school desk (Quote from:
Capra F. Momentul adevarului. Bucu-
resti, Editura Tehnicd, p.81).

6Capra F. The quoted ed., p.95.



performance - but there isn’t a per-
former. The musical composition
also is a dynamic network of interre-
lated events (“musical/sound ones”).7
In music one should perceive rela-
tions among sounds rather than
sounds themselves since they (rela-
tions) are meaningful units here. This
is what is called intonation hearing
(and performing) of music. Intona-
tion in concentrated form contains in
itself relations of different Kkinds:
sound-pitch, meter-rhythm, stop/fret-
harmony, dynamic, timbre etc. Hence
its “impalpable”, super-physical na-
ture.8

7In “The Musical Dictionary” published
by me (Gagim I. Dictionar de muzica.
Chisinau, ,,Stiinta”, 2008, p.73) we in-
cluded the notion of *“sound event”,
having defined it as metaphoric expres-
sion used in relation to the artistic image
of the composition. Smooth or energetic
flowing of melody, in ascending or de-
scending direction, bright movements in
middle voices or in bass, arising of dis-
sonances and their transition in conso-
nances, specific rhythmic figures (syn-
cope, and other), change of measure or
tempo, timbre contrasts, modulations,
articulation nuances etc., are peculiar
“sound events”, which in their develop-
ment make the contents of composition,
its dramaturgy.

8 Namely in connection with this prop-
erty of musical intonation Dimitr Hristov
in his monograph “The Theoretical
Foundations of Melodics” («TeopeTuye-
CKVMe OCHOBbI  Menofuku», Moscow,
1980) points out that serious difficulties
arise “at the attempt to penetrate into the
melody world by means of scientific
methods”, which (melody) “conceals its
regularities [...], stubbornly escaping
from the nets of professional analysis”
(p-11-12). On the level of intonation
“hidden laws” operate.

Reductionism9 has been re-
placed by holism,1twhich considers
the world as a single whole, and
singled out by us phenomena and
objects as having meaning only in the
composition of the whole. Holism is
the attempt of using the experience
of the right hemisphere in cogni-
tion, completing of the rational func-
tions of the left thinking by non-lin-
ear and intuitive functions of the
right thinking. The sphere of music
(musical thinking) - the right hemi-
sphere which grasps a phenomenon
(object) in its entirety and indivisi-
bility, it thinks in a polysemous, vo-
luminous, systematic and polyphonic
wav. If the left hemisphere “speaks”
then the right one “sings”, if the left
one “looks/sees” (in convex direction
- outside) then the right one “listens
to/hears” (in concave direction - in-
side) and so on."

Subatomic elements of mat-
ter are “polysemous” due to their
nature, being perceived by a hu-
man being in dual aspect: as parti-
cles or as waves (depending on how
we interpret them). On the subatomic

9 The notion that all aspects of complex
phenomena can be understood through
their reduction to component elements.

DO From old Greek oXog, - “whole, inte-
gral”. The founder of modem holism J.
Smats said sacramental phrases that the
whole is more than the sum of its parts;
and that the highest fonn of organic
wholeness is a human personality. But
much earlier Hippocrates said that a hu-
man being is “microcosm in macro-
cosm”, and still earlier Lao-Tszy asserted
that one can cognize the world without
leaving one’s own yard and so on.

I We examine this issue in the work
“Psychological dimension of music”
(Gagim |. Dimensiunea psihologica a
muzicii, lasi. Timpul, 2003), p.99-103.



level hard elements/objects are trans-
formed into vibrating models. In
quantum mechanics phenomena are
represented as probabilities and asso-
ciated with values taking the form of
waves and are identical to math-
ematic formulas used for describing
of, for instance, vibrating cord of a
guitar or of a sound wave.12 In music
the tone also has a dual form: as ma-
terial particle and as “super-material
ether”, as spiritual vibration. Music is
simultaneously “nature” and - *su-
per-nature”. The form of musical
composition is also dual: form-
scheme and form-process, also -
form-text and form sounding13 also -
theoretic form and psychological
formX4and so on.

Establishing by the modern
science of the identity between
matter structure and thinking
structure is accounted for by the fact
that our consciousness plays funda-
mental role in the process of cogni-
tion (observation). The crucial fea-
ture of the quantum theory' is under-
standing that a person is needed for
generating the properties of sub-
atomic processes rather than for mere
observing these properties. In music
there’s analogical phenomenon: a
human being not only observes from
outside the movement of musical dis-
course. but also creates in his con-

2 Capra Fr. Momentul adevarului (The
Turning Point).  Bucuresti, Editura
Tehnica, 2004.

BWe explain these two kinds of musical
form in “The Introduction into Dynamic
Musicology”, Balti State University,
2007, Scientific library (in manuscript).
U We examine these two kinds of musi-
cal form in the work “Psychological di-
mension of music” (see above).

sciousness its content.l5 (this is
essentially constructivism - another
thesis of the modern science). “An
electron has no objective properties
outside my consciousness”, the quan-
tum physics postulates. The same oc-
curs with musical image.

Subatomic particles (dy-
namic models) are presented at the
same time as energetic “packets”.
In music sound, motive, grain-into-
nation etc, are “energy packets”.®
Dynamic models build definite stable
structures which form material sub-
stance on the macroscopic level. By
analogy in music the given macro-
scopic substance is a composition
form.77

The forces of attraction and
repulsion interact among sub-
atomic particles. The given process
is difficult to visualize as physicists
say but it is utterly necessary for un-
derstanding subatomic phenomena.
The analogy in music is stop/fret
(with its internal-sound gravitation
processes: stable and unstable sounds),
which cannot be depicted-visualized
in text (as scales for example), it only
can be sung, played, sounded. In
general, stop/fret is presented as mi-
cro-model of the Universe: in the

BWe draw your attention to the linguis-
tic similarity of the notions “image” and
“imagination” (=entering the image). The
image appears and is created in imagina-
tion and only there.

36 Though musical tone in itself is “ener-
getic unit”. Tone from Gr. “tonos” and Lat.
“tendo” means straining, tension. In other
words tone is “energy”, physical-physio-
logical and psycho-spiritual. Hence intona-
tion = in + tone - “entering tone”. To in-
tone means to enter tone energy.

T7'We remind that interpretation of music
as sound-psychic energy was the object
of study by Ernst Kurth in the 1920s.



center there’s tonic (the sun) around
which the rest of its elements (“plan-
ets”) “are turning” (by the gravitation
laws).

Another principle of world
arrangement is holographic: the
whole is coded in each of its parts.
Sound is a hologram of the universe.B
A musical sound is a hologram of mu-
sic; it comprises (in a hidden and con-
centrated form) music’s main ele-
ments: melody (sound-pitch), harmony
(overtones), stop/fret (gravitation field
between overtones), rhythm (move-
ment-pulsation), form (stretch-length
of sound), timbre (sound color), dy-
namics (sound power) etc.

In order to express dynamic
nature of reality David Bohm for-
mulated (by analogy with hologram)
the notion of Holomovement® to
study movement structures rather
than object structures. The well-
known fundamental thesis in musi-
cology: the essence of music is
movement. The essential in music
isn’t “structures” but their movement
in time,0 Hence the main notions of
musical content (image): “forma-
tion”, “development”, “dramaturgy”.

Modem physics characterizes
matter as “uninterrupted energy
dance” with certain rhythmic models
rather than something passive and in-
ert. A conceptual transition from

B The world is the matter in movement.
And each movement produces vibration
(sounding). Hence, without vibration
(without sound) there’s no matter, Sound
as fundamental phenomenon is an inte-
gral element of the universe containing
in itself the main properties of the latter.
1 Bohm David, Quantum Theory. New
York: Prentice Hall, 1951.

D In this sense E. Hanslick is right claim-
ing that music is “sound forms in move-
ment”.

structure to rhythm occurs in the
new science. The notion of rhythm
plays a fundamental role in the de-
velopment of a new holistic view of
the world. Processes and stability are
compatible only in case they produce
rhythmic models - fluctuations, os-
cillations, vibrations, waves. The ex-
pression of a person’s individuality
also has in its basis rhythmic formu-
las: speech, body movements, ges-
tures, breathing etc.2L Different rhyth-
mic models are the expression of the
same main rhythm: internal hidden
pulse.2 The fundamental role of
rhythm covers both perception and
sensor communication: when we
look at some object our brain trans-
forms light vibrations into rhythmic
pulsations of neurons. Analogical
transformations occur also at audi-
tor}' perception. 2 The surrounding
reality represents an uninterrupted
dance, and our sensations transform
some of its vibrations into frequency
models which are processed by brain.
Rhythm is the fundamental element

2 It is established that human organism
functions on the basis of over 300
rhythms (Volkov lu., Polikarpov V. A
human being. Encyclopedic dictionary.
(YenoBek.  SHUMKIOMELNYECKMA  CMO-
Bapb.) Moscow, Gardariki, 1999).

2 Leonard George. The Silent Pulse.
New York: Bantam, 1981.

2 Rhythm also plays an important role in
different kinds of interpersonal commu-
nication. Each conversation is a subtle
rhythm (mostly invisible) based on syn-
chronizing of the partners’ micro-move-
ments. A complex synchronization oc-
curs between a baby and mother (we re-
mind also of the role of a lullaby) and
also between lovers. On the other hand,
antipathy, opposition and lack of har-
mony appear when the partners’ rhythms
aren’t synchronized.



of music. Here it is manifested in dif-
ferent forms and on a different level
of the musical tissue structure (of a
composition): from the rhythm of
initial tune to compositional rhythm
(on the level of the whole composi-
tion).24

The new (systemic) biology
proves that fluctuations are crucial
for the dynamics of organisms’ self-
organization. They constitute the
base of order in the living world: or-
ganized structures are born from
rhythmic models. Denis Noble in
his book “The Music of Life. Biology
beyond the Genome” compares an
organism with “an orchestra without
a conductor”.5 An organism grows,
develops, is formed in time, the same
as musical composition. Music and a
living organism have the same prin-
ciples of forming and functioning.

Following the example of
quantum physics and systemic biol-
ogy modern psychology switches its
attention on the transition from
psychological structures to proc-
esses which lie in their basis. Many
psychologists and psycho-therapeut-
ists proceed from mental dynamics in
the notions of energy stream (from
feelings, experience rather than rea-
sonable thinking). Movement, dy-
namics, constant transition of one
states (processes) into other is the

2 See for example: Nazaykinskyi E. The
logic of musical composition. (Jlorvka
My3bIKa/lbHOW  Komnosuumn.)  Moscow,
Muzyka, 1982.

5 Noble Denis. The Music of Life. Biol-
ogy beyond the Genome. 2006. Earlier
(1993) Noble wrote a book entitled
“Logic of life” but in the new book he
replaced the word “logic” by the word
“music” as he thought that an organism
functions and develops according to mu-
sic laws rather than logic ones.

nature of psychics. Psychics isn’t “a
mechanism”, “an apparatus”, “a sche-
me”, “a structure” (Cartesianity), but it
is “a living system”, “an organism”, “a
phenomenon in time movement”, it
isn’t “a fact”, it’s “an act” (“process-
event”), it isn’t “a moment” “outcome/
conclusion”, it’s “movement-forma-
tion” (Heidegger, Bergson),% psychic
processes are “as melody”, Merleau-
Ponty states.Z7 The psychics fun-
ctions in the basis of “rhythmic-
dynamic principle”. There’s direct
evidence of similarity of psychics
and music.28 In connection with the
necessity of understanding new
phenomena, an increased interest
for the studying of the right
hemisphere of brain arose which
possesses characteristics necessary
for understanding these phenomena.
Musical thinking is also thinking-
process, it isn’t thinking-screen, it’s
thinking-movement, but it isn’t
thinking-“outcome/ conclusion” .2 It is
the thinking of the right hemisphere
whose characteristic properties are
syncretism, synchrony, parallelism,
continuity, polysemy, non-linearity,

2% Bergson Henri. Eseu despre datele
mediate ale constiintei. lasi, Polirom,
1998.

Z Merleau-Ponty Maurice. Phénoménolo-
gie de la perception. Paris, Gallimard,
1971.

2 Hence its priority role in making im-
pact on a person (among other arts and
phenomena).

A Listening to a symphony for example
we are not interested in its ending (“final
conclusion/outcome™), we are interested
in the flowing-movement of its dis-
course, in the perception of living proc-
ess-content.



holism, heuristics, holography, poly-
phony etc/0-'1

Conclusion

The above said brings about
the necessity of studying music from
the positions of the modem episte-
mology at least in the following per-
spective directions:

* Philosophic, in the sense of
interpreting music as a special
sounding philosophy, as auditory
(and temporal) hermeneutics, as
sound (auditory) semantics, as
specific musical cognition.@®*

3 We study this issue in the work “Psy-
chological Dimension of Music" (see
above), p.244-252.

3 Why can we sing polyphonic but can’t
speak polyphonic? Because singing (mu-
sic) is the right-side thinking, and speech
is the left-side thinking (diachronic,
monosemantic) etc.

2 In this sense the scientific conference
entitled “Sounding philosophy” («3By-
Yawaa dunocogus») is symbolic (The
collection of materials. SPb.: Saint-Pe-
tersburg philosophic society’, 2003),
where the similar problem has been
raised, (see some reports: M.P.Zobova.
Does philosophy sound today? (3syuwT
m - cerogHa  chunocodpmnA?)  p.88-91;
T.A.Akindinova.  “Sounding philoso-
phy": about movement tendencies in
historical time («3Byvyawas dwmnoco-
(msi»: 0 TEHAEHUMAX JBUIKEHUSA B UCTO-
puuyeckom BpemeHu), p.5-8; A.S.Kluiev,
Music as sounding philosophy (Mys3bika
Kak 3Bydyaulas cpunocogust), p.99-100;
A.K.Sekatskyi. The score of inaudible
music (MapTuTypa HECAbILMMON My-
3bIkun), p.160-178 etc. But this is only one
of attempts. It’s necessary to move fur-
ther in this direction. The necessity of
studying music in philosophic perspec-
tive has been mentioned in the magazine
“Soviet music” («CoBeTCKas My3blKa»)

* Musicological, in the sense of
developing new directions: 1)
Dynamic (or functional) musi-
cology (where aspects and ele-
ments of music will be revealed
in their “living” form, in their nu-
merous and various interrela-
tions, interconnections and mu-
tual  influences  with  their
role/function of communicating a
certain message; in music each
element “speaks”, addresses to
the listener, invites him to a pe-
culiar “dialogue” (in the sense
that music is directed to percep-
tion) and so on/32) Sound (audi-
tory) musicology, with emphasis

in 1988-1989 during discussion of the
problem “Musical science: What kind of
science must it be nowadays?” Partici-
pants of the discussion came to the con-
clusion that the future music science will
be philosophy ofmusic. “Musicology po-
sitions itself today not only as science.
Philosophic notes are obviously heard in
it.” (V.Medushevskyi). For musicology
today “philosophy is especially impor-
tant. 1’d even predict the actuality of de-
veloping philosophy ofmusical analysis "
(I.Zemtsovskyi). (Quote by: Kluiev AS.
The Future of Musicology (byayLiee my-
3blkO3HaHus). In: Methodology of hu-
manitarian knowledge in the perspective
of 214 century. The materials of the in-
ternational scientific conference. 18
May, 2001. Saint-Petersburg. Series
“Symposium”. Issue No. 12. SPh.: Saint-
Petersburg philosophic society, 2001,
p.294-296).

3B See the works of B.Asafiev “About
directionality of forms in Chaikovskyi’s
compositions” («O  HanpaeneHHOCTY
thopm y Yaiikosckoro») (Selected works
- M: AS USSR, 1954, v.2, p.64-70),
“Composer-playwright P.l.Chaikovskyi”
(«Komnosutop-gpamatypr
M.W,Yaiikosckuii» (Ibid., p.57-63) and
other.



on “auditory” (besides visual, by
score) research of music. One
method of this direction can be-
come an auditory analysis of a
composition.34 The necessity of
further development of musicol-
ogy in its new directions remains
topical/actual,®

» Pedagogical, in the sense of de-
veloping new direction - peda-
gogics of hearing (besides peda-
gogics of eye whose vector tra-
ditionally is followed by the sci-

3 In my work mentioned above “Musical
dictionary” we’ve included the given no-
tion offering one of several variants of its
definition (p.20). In this connection we’d
mention the notions of B.Asafiev *“ob-
serving music” and “finding music”.

j5 Though the issue has been raised be-
fore. “The problem of perspective of the
musicology development was raised in
national science about music long ago,
A.S.Kluiev writes, but it was brought
into the limelight in 1988-1989 in con-
nection with discussion in the magazine
“Soviet music” of the issue: “Musical
science: What kind of science must it be
today?” (“Soviet music”, 1988 - No.11,
p.83-91; 1989 - No.l p.71-77; No.2
p.38-43; No.5 p.82-89; No0.8 p.48-54).
The participants of discussion agreed that
the future musicology must become a
kind of generalized theory of music
comprising theoretical, historical, psy-
chological and other knowledge about
musical art. VV.Medushevskyi: In science
“the interest has appeared now not so
much to separate disciplines but to the
whole picUire of music arrangement and
its role in modem situation”.
M.Mughinshtein: “On the threshold of
the 214 century the contours of some
synthetic musicology are looming in the
horizon, where science wonderfully
merges with art, and art element merges
with the element of life itself!” (Kluiev
A.S. The quoted edition).

ence of education).® It is also
possible to renew (to further de-
velop) principles and methods of
musical education formulating
the main task (theme) of its re-
search where the main object
isn’t “Music” but “I and Music”.
This fundamentally changes the
methodology of its teaching and
learning.

* General scientific, in the sense of
inter-, poly-, trans-disciplinary
perspective and mutually advan-
tageous research - on the border
(in union) with other sciences:
philosophy (theory of cognition,
metaphysics etc.), psychology
(study of psychics/consciousness/
properties of the right hemi-
sphere etc.), pedagogics (deve-
lopment of “the right-side
thinking”: intuitive, non-linear,
holistic, heuristic, holographic,
polyphonic etc. which is neces-
sary today as has been mentioned
already;37 using the possibilities
of music/child’s musical experi-
ence in developing of a person’s
general qualities through his
“musicalization” in broad and not
only specific word meaning).

3 We study the issue of “pedagogics of
hearing” and its essence in: Gagim |
Music as great pedagogics (My3blka Kak
Befmkas negarorvka) W Musical-peda-
gogic education on the boundary of 20th
and 214 centuries”. Materials of VIII In-
ternational conference. Moscow, MPGU,
2004, p. 146-153.

°7 Nowadays the necessity of develop-
ment of non-traditional thinking means,
of new logics is increasingly emphasized
(see for example the works of Eduard de
Bono where the author offers different
means of developing “parallel”, “non-
standard”, “lateral” thinking, *water
logic” etc.), (http://www.debono.ru)


http://www.debono.ru

The given approach to music will for a modern person in the matter

place the musical science in the of cognition and transformation

line of advanced sciences and by him/her of the objective world

music will acquire its real role and finally of himself/herself.
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MUSICAL EDUCATION
IN DIMITRIE CANTEMIR S FAMILY

TRADITIA MUZICALATN FAMILIA
LUIDIMITRIE CANTEMIR

Victor GHILAS,
PhD
Art Studies Centre of the Cultural Heritage Institute
Science Academy of Moldova, Chisindu

Artelefrumoase, muzica inprimul rénd, au ocupat un loc de cinste in viatafamiliei
Cantemir. Studiul de fatd Tncearca sa urmareasca traditia muzicala a acestei faimoase
dinastii, vizibila pe parcursul a cel putin trei secole. Primele informatii cu privire la
aptitudinile artistice ale neamului cantemiresc sunt atestate la Constantin Cantemir, domn
al Tarii Moldovei (1685-1693) care, in pofida culturii sale modeste, avea toata
consideratia pentru arte, poseda arta improvizatiei, manifestandu-se ca interpret, doinind
cu multd maiestrie la caval. Fiul sdu, Dimitrie (1673-1723) afost un muzician de vast
orizont artistic —compozitor de prestigiu, teoretician erudit, instrumentist de exceptie si
pedagog de vocatie, afirmandu-se, in primul rand, pe fagasul muzicii turcestii, dar si in
sanulfamiliei. Talentul si predilectiile muzicale, atmosfera dinfamilia lui D. Cantemir au
avut reflexe benefice asupra copiilor sdi - Maria, Antioh si Ecaterina.  Astfel, conform
unor surse documentare, Maria a practicat la un bun nivel arta vocala si pe cea
instrumentala (poseda clavicordul). Preocupari muzicale serioase a avut si Ecaterina,
care, aidoma surorii sale pe linie paternd, poseda si ea clavicordul, dragostea pentru
muzicafiindu-i altoitd, bineinteles, infamilie de tatal ei. O activitate prolifica n perimetrul
artei sunetelor a avut-ofiul mai mic al lui D. Cantemir - Antioh. Concomitent cu studiile
muzicale particulare facute n strdinatate, relatia acestuia cu muzica s-a desfasurat si pe
alte itinerare. Tn spectrul preocuparilor lui Antioh s-a aflat nu doar simpla admiratie
pentru aceasta arta (era binefamiliarizat cu creatia lui N. Pdrpora, G. B. Pescetti, G. Fr.
Héndel), ci si componistica si lexicologia muzicald, fapt ce releva intersul sporit pentru
domeniid de referintd. Prezentul demers doreste sa sublinieze faptul ca muzica afacut
parte organica din hrana spirituala afamiliei Cantemir pe parcursul a catorva generatii,
servind ca un mijloc puternic de educatia estetica si de formare culturalda in spiritul
iluminismului european.

Liberai Arts, music in par-
ticularly, occupied a major place in
Dimitrie Cantemirs family. The fa-
mous dynasty’s artistic traditions can
be tracked over several (at least
three) generations. The contribution
of special D. Cantemir’s descent to
spread and promote cultural and ar-
tistic values stimulated the old life
and artistic emancipation at the na-
tional and international levels.
Dimitrie Cantemir’s family created

pieces of art under various forms.
Musical predilection was highlighted
firstly.

Constantin Cantemir (1612-
1693), the head of the state of
Moldova (1685-1693) was an adept
of knowledge and science, having
predilection for the arts. His youngest
son, the biggest Antioh (1670-1724),
twice prince of Moldova (1696-1700,
1705-1707), made great efforts to
support written culture by encourag-



ing the edition of books. Educated in
a special atmosphere  Dimitrie
Cantemir continues the tradition of
his descent. His children were part of
a particular complex education, being
favoured by family cultural environ-
ment and accurate education of the
artistic development.

His father had a crucial role
in the development and the emer-
gence of artistic skills of Dimitrie
Cantemir’s descents. The wise prince
enrolled Greek, German and Russian
teachers, who taught classical and
modem languages, history and other
disciplines for guiding children.
Those had beneficial effects on their
intellectual perspective.

A special interest for the arts,
Maria, the daughter of the greatest
Dimitrie Cantemir, manifested a
strong interest in painting, architec-
ture and jewellery. He portrayed his
brother Antioh, both being fond of
art. Ecaterina, Dimitrie Cantemir’s
daughter, from the second marriage,
was a fervent admirer of beautiful
arts, preferring, particularly, the col-
lection of pictures. Other D.
Cantemir’s descendants got the taste
for painting. Music had a special
place in family life. Consequently,
we can pursue to the discussion and
analysis of the role of art in D.
Cantemir’s family.

The information that helps us
to investigate this issue is provided
by the work of Franz Joseph Sulzer
(? - 1791) The History of the Trans-
alpine Dacia (1781). A passage taken
from the paper reads (referring to the
life and order of the court of
Moldova), that Constantin Cantemir
used to skilfully interpret on caval
traditional songs such as doina [1].
This story is significant from several
points of view.

The skill of the art interpre-
tation on caval by Constantin
Cantemir had been acquired before
his reigning. The most likely that
happened when he was in direct
contact with the traditional environ-
ment of his country. Based on Sul-
zer's study we can state that Con-
stantin Cantemir had an apparent mu-
sical talent, since doina as a type of
lyrical musical genres, requires skills
and special interpretive art. Indeed,
the creative and interpretive versions
occur simultaneously through the
improvisation act. The improvisa-
tional music is a way to exploit a
creative fantasy of a performer,
which generates rich, various and
complex melodic forms. It calls on
both a moment of performer's inspi-
ration and imagination during his in-
terpretative act. Therefore, Constan-
tin Cantemir's musical skills appear
to be obvious, he being presented in a
double hypostasis: as a creator and as
a performer. Unfortunately these are
the only documents that we have on
this matter which could describe the
degree of his relationship with native
music of that period - the second half
of the XVIIth century.

More is known  about
Dimitrie Cantemir's musical con-
cerns, particularly about his occupa-
tions with Turkish music. His proper
musical education was started rela-
tively late, at the age of 18 years,
when his father called him to lasi to
Jeremiah Cacavelas - one ofthe most
outstanding personalities of neohel-
lenic culture during that period. For
two years (1691-1693) the young
prince Dimitrie studies Byzantine
and Gregorian music under the di-
rection of J. Cacavelas. Later, in the
capital of the Ottoman Empire, his
musical knowledge is extended at the



Orthodox  Patriarchate  Academy,
studying  such  instruments  as
kemdnce and tanbour with two fa-
mous music teachers - Kiemane Ah-
med and Tanburi Angeli. Also, in
Constantinople, Dimitrie Cantemir
studies the ancient Greek music with
lacomi and Meletie de Arta. Musical
education continues in Turkey for the
period of 15 years, during which he
studies the East artistic culture, the
religion of Islam and theoretical and
practical rules of musical arts from
the Turko-Persian area. Dimitrie
Cantemir spends nearly 22 years in
the Islamic Oriental center marked by
the confluence of the XVIIth and
XVIlIth centuries - a historically
prosperous period of Ottoman arts.
The sultans were protectors of music.
Accepted, cultivated and encouraged
by dignitaries and stayed-officials,
the art of sound is honoured and
privileged, and those who practice it,
are especially promoted. Dimitrie
Cantemir also benefited of a favour-
able spiritual environment of musical
education. Under such circumstances
he managed to manifest himself en-
tirely. He fulfilled his musical talent
in several areas of music. We refer to
his achievements in the field of mu-
sic theory. He developed the famous
Turkish music treatise, known in the
Turkish historiography as The Book
of the Science of Music through Let-
ters (Kitab-u'ilm-the-musiki'cild vedjh
it hurufdt or Edvar-Kantemir-oglu;
1695-1700?). Another theoretical
treatise on Turkish music - Introduc-
tion to Turkish Music Written in
Moldovian (Introductione in musica
turcica idiomati moldavi, 1711-1720)
is considered lost.

Dimitrie Cantemir also had
exceptional achievements in the field
of musical composition and instru-
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mental performing arts. Moreover, he
dealt with music pedagogy. Wishing
to express himself in artistic level,
Dimitrie Cantemir generalised the
experience of his predecessors that he
combined with his own knowledge
and personal practice. Through work
and talent he obtained notoriousness
of virtuoso of the tanbour raising
musical culture of his time at excep-
tional greatness, a performance for
which he is considered one of the
most famous musicians from the
capital of Turkey. As a big performer
of the instrumental art, he was invited
to give music lessons. The work The
History of the Growth and Decay of
the Ottoman or The History of the
Ottomam Empire (1714-1716, post-
humous) reports that Dimitrie
Cantemir had six disciples, among
them: Tastci Ogli, Mehmed Senik,
Bardakci Mehmed Célebi, Ralaki
Eupragiote (noble Greek from Con-
stantinople), and two w'ell-known
Turkish officials - Davoul Ismail Ef-
fendi (the greatest treasurer of the
Empire) and Latif Célebi (treasury
cashier) [2].

In his practice, Dimitrie
Cantemir proceeds from idea of con-
tinuity. The tradition of classical
Muslim education was teaching the
principles of classification of knowl-
edge, skills and science from an en-
cyclopaedic perspective. This con-
cept was carried by the previous Ori-
ental thinkers al-Kindi (about 801 -
m.8737?), atFarabi (872 - 950), Ibn
Sina (980 - 1037), Ibn Rusd (1126 -
1198).

Music was one the main
components of the educational proc-
ess. In the Ottoman Empire they
made the most of music as a subject
of study in schools, particularly, its
special elements in the civic - moral
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formation of the personality, his/her
spiritual culture. The contribution of
music was also noticed in the forma-
tion of a harmonious state, designed
to promote the ideas of social time.
Therefore, music was considered an
exceptionally educational art.

First of all, Dimitrie Cantemir
points out that everyone who wants
to have a good musical education
must possess the theoretical and
practical rules of this art. On this
basis, his teaching principles in-
cluded two constituent sides of one
and the same teaching process -
theoretical aiid applied. Otherwise,
the potential musician needs a com-
plex training. Dimitrie Cantemir
makes the methodological concept
laconic in Mahomedane Religion
System (1722, anthumous), focusing
particularly on the performer's need
for music tonality, rhythms, the pros-
ody of Oriental art and the modal or-
ganisation of the melody (called
Usui).

A methodological hint can be
considered the following assertion:
that who will perfectly know the so-
called Usui, may perform a piece of
music without a mistake and without
the aid of those notes, by hearing it
two or three times carried out by the
author or his teacher [3], Among the
methods proposed and used by D.
Cantemir in teaching music the fol-
lowing are emphasized: explanation,
demonstration, exercise, individual
work, etc. These ideas constitute a
direct, indirect or deductive forms his
of works, having a historic, ethno-
graphic, philosophical and artistic
character. The role of music was seen
as a complex art, an aesthetic educa-
tion, a cultivation of high status, or
human feelings.

Setting the objectives of mu-
sical art, D. Cantemir formulates
some elements of methodology, ex-
pressed in theoretical studies with
musical-didactic purpose. The prin-
ciples of artistic training (systemic,
unity between theory and practice,
conscious of skills training, etc.) are
also pointed out consistently and
convincingly by D. Cantemir.

As a form of music educa-
tional organization, along with inde-
pendent achievements, two other
educational activities are effectively
addressed by the musician: the envi-
ronmental and the one organized un-
der the teacher's guidance. They
complete each other, making a strong
cohesion between these chains of ar-
tistic musical training. Certainly,
Dimitrie Cantemir’s talent, his musi-
cal predilections and the artistic at-
mosphere of his family influenced his
children. The art of sound was in of
D. Cantemir and his successors’ at-
tention even after 1711, when he was
forced to take refuge in Russia. We
can realize this continuous passion
for music by studying his works, for
example, The  Description of
Moldova (1714-1716, posthumous),
The history ofthe Ottoman Empire or
Mahomedane Religion system and, of
course, by researching other docu-
mentary sources. Family environ-
ment was permanently maintained by
various forms of artistic musical edu-
cation, thus they could develop skills,
hobbies, and musical tastes, stimu-
lated since early childhood. In the
twenties of the XVIIIth century, mu-
sical soirée, with musicians of the
tsar Peter the Great Court were often
organized in the family apartments of
D. Cantemir in the Russian capital
where “fashionable” dances were



shown. Russian tsar often partici-
pated in these events [4].

As for Dimitrie Cantemir’s
heirs, music meant a constant con-
cern and a clear choice in their artis-
tic and cultural interests.

According to documentary
sources, Maria Cantemir (1700-1754)
excellently practiced the vocal and
instrumental arts. She mastered the
clavichord and she had the necessary
skills to interpret complex concerts,
to accompany from the first musical
reading songs with harmonic aid of
general bass and to sing difficult
arias. Her interest for music results
from the correspondence with An-
tioh. In one of the letters, dated from
September 1736, when he served as
Russia’s ambassador in England,
Maria asked her brother to purchase
from West a “clavichord with a good
tone” [5].

In another message to her
brother, she regretted the fact she had
no acquaintances among musicians
who could compose music for her
lyrics, with the hope that the problem
would be solved. That was brief, but
convincing information from differ-
ent points of view. Maria Cantemir
possessed exceptional musical skills.
She had certain preferences for the
art of sound, knowledge of the music
world of Western Europe, being able
to distinguish, to select and to accept
Western values, she was opened to
new elements in music - this was
confirmed by her belonging to a cul-
tured dynasty, with old artistic and
irrefutable musical traditions.

The continuity of predilec-
tion for music is maintained by the
interests of Ecaterina Cantemir-
Golitzyn (1720-1761). Love for mu-
sic and knowledge was inspired by
her father, Dimitrie Cantemir. Just as

Maria, her sister, Ecaterina had a
clavichord. A remarkable illustration
was published by the French por-
traitist Louis-Michel Vanloo (1707-
1771). As it seems, music accompa-
nied her throughout lifetime. Subse-
quently, she solemnized the religious
marriage with Dmitri M. Golitzyn
(1721-1793), who would hold the
position of Russia’s ambassador in
Vienna. Passionate by music and
being a great fan of W. A. Mozart’s
talent (1756-1791), Golitzyn attended
the concert of the young musician, in
1762, who showed up for the first
time (with his family) in the Austrian
capital. Mozart and D. M. Golitzyn’s
meetings continued later, including
the residence of the ambassador, a
fact constantly reported by the Mas-
ter of Salzburg in his correspondence
with his father, Leopold Mozart (let-
ters of 17 and 24 March 1781; 21-
December 1782; 3 and 20 March
1784). Unfortunately at the time of
those concerts, Ecaterina Golitzyn-
Cantemir was no longer alive.

Ecaterina Cantemir-Golifan next the
clavichord. Portrait by Louis-Michel
Vanloo (1759).

Antioh, his youngest son,
had the most productive activity in
the arts, including music among
Dimitrie Cantemir’s succesors. Due
to various existing sources we are
aware about the broad spectrum of



his concerns, sources that appeared
either in his adoptive homeland or
abroad. Five years after his prema-
ture death, Satires by Prince Antioh
Cantemir (Satires by Mr le prince
Cantémir. Avec [I'histoire de sa vie,
1749) were published in London. His
biographer, O. Guasco remarked that
Antioh Cantemir’s affection towards
music was much more than mere
deep attachment towards this art. In
fact, he performed music most likely
at practical level and composition
levels the work “Piece of Its Wayu
(“des pieces de safagon™).

It must be emphasized that
his passion for composition was en-
tirely possible, especially if we take
into account the following argu-
ments. Antioh Cantemir’s musical
horizons were formed, primarily, due
to the education obtained in the fam-
ily, but also by the spiritual atmos-
phere of the period, marked by the
reforming work of Peter the Great, in
the field of culture. The illuminist
movement was aimed at inserting
music in the aristocratic Russia even
by legislated constraints of the Tsar.
Thus, the art of sound was present at
the royal court, at aristocracy salons,
at various concerts, recitals, perform-
ances, and musical soirées. At the
balls, along with the music of local
composers, such foreign dances as
minuet, gavotte, allemande, and Ital-
ian instrumental music, composed by
A. Vivaldi (1678-1741), A. Corelli
(1653-1713), etc were interpreted.
Foreign artists were attending the
Court too. Gradually, the music cuts
into the everyday lives of Russian
nobility as a way of spending leisure
time. Concerts are often performed in
the families. These were new forms
of manifestation of modem music,
depicting the cultural and artistic life

of Russia during the first decades of
the XVIIIth century'. Young prince
grew and was educated in a spiritu-
ally beneficial atmosphere of music
in general, and particularly with
Western music.

Antioh Cantemir’s (1708?-
1744) relationship with music con-
tinues throughout his life. The scien-
tific and literary culture, the illumi-
nist spread and the deep European
thought led Antioh to translate from
French into Russian the Conversa-
tions on the Plurality of Worlds by
philosopher Fontenelle (1657-1757).
The importance of this cultural event
is remarkable.
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Headline in Russian, Conversations on
the Plurality of Worlds (1686) by
Bernard le Bovier de Fontenelle,

translated by Antioh Cantemir.

When presenting the volume
to readers, Antioh Cantemir makes a
number of valuable explanations
concerning the text for the comple-
tion of the study and also for a better
level of understanding. In this way,
words, concepts, definitions and
other new useful elements are intro-
duced in the vocabulary of Russian
language. Along with philosophical
and scientific terminology, in notes
nr. 26, 28 and 30, A. Cantemir in-
cludes some elements of spiritual
culture vocabulary, adding annota-



tions, including those with artistic
connotation: décor, elegy, dray, op-
era, stalls, poem, theater, and foreign
terms at that time in Russian lan-
guage. For instance, the word opera
means “a vivid representation of a
certain action which differs from
comedy by thefact that in the comedy
artists are simply talking, while in the
opera, speaking is accomplished by
singing” [6] or the foreign word dé-
cor expresses “everything in an op-
era or a comedy that serves to em-
bellishing the theatre by which the
place is presented to the audience as
the story requires, that is sometimes
plain, sometimes city, sea etc.” [7].

The humanist action of
Antioh Cantemir is obvious if we
take into account that his explana-
tions are preceding the appearance of
the Russian national opera, an event
that was to occur much later, in the
last quarter of the XVIIIth century.
The humanist, linguistic and cultural
desideratum of the young prince is
presented as an important and inno-
vative contribution to Russian spiri-
tuality. Besides this pioneer’s work,
he prepares the music fans of Russia,
for receipting the opera, awaking in-
terest to this new and complex kind
of composition.

From the period of his dip-
lomatic missions in England (1732-
1738) and France (1738-1744) there
are several stories that inform us that
Antioh Cantemir was often present in
concert halls, he was personally ac-
quainted with the famous composers
Nicolo Pérpora (1686-1768), Gio-
vanni Pescetti (1704-1766), Georg
Friedrich Handel (1685-1759), but
also with the great opera singers of
the time Francesca Cuzzoni (1700-
1770), Gaetano Majorano (1710-
1783), Carlo Broschi (1705-1782),

Francesco Bemardi (16807-1750),
His high appreciation for the Italian
music and art in general, is mani-
fested by the fact that Antioh under-
took diplomatic efforts in order to
organize a tour of those soloists to
Petersburg. Antioh Cantemir’s re-
spect for Italian music didn’t prevent
him from admiring the creation of
other composers, for example, that of
the German G. Fr. Handel. On sev-
eral occasions, the young diplomat
and poet asked through letters to his
old acquaintances Amiconi, Zam-
boni, Ossorio, to send notes of the
musical works of Handel - the over-
tures in seven parts, the new concerts
for organ. Later, he also asked them
for a good teacher to take music les-
sons [8].

Antioh’s training as a musi-
cian is shown very convincingly in
his Satires. Music appears there ei-
ther as an object of comparison, ei-
ther to reveal the deep senses of mu-
sic and its cognitive-formative role,
either as a rhetorical element or as a
social phenomenon of the human
spirit modelling.

In The First Satire. To My
Mind: On Those Who Blame Educa-
tion (1729) the musical vocabulary is
used as a method of depicting the
manners and characters. It intended
to highlight the author’s option
choosing advancing on the path of
culture. The following verses illus-
trate his judgement: One may inter-
pret 3 or 4 songs on flutejalready
wants to step on the highest social
level... [9].

Following the idea of The
fourth Satire. Towards Muse. About
Satirists poetry (1731), we can find
interesting biographical data about
the poet’s activities, including those
relating to his musical concerns. The



poet wrote about his composed songs
in his youth which he subsequently
destroyed, because he considered
them unsuccessful.

The entire content of The
fifth Satire. Satyr and Perierg (1731)
contained different musical phrases
such as wonderful song”, “songs to
God", “playing psalm reader”, and
others. The musical vocabulary was
used in other satires as well.

Antioh translated the poetry
of Horace and Anacreon into Rus-
sian. In the Russian version of The
Song by Anacreon (AHaKpeOHTOBbIX
neced, 1736), the translator explains
musical words, extracted from the
Hellenic poet’s lyrics such as: gusla
(monocord archaic tool with bow),
lauta (ancient musical instrument

and others [10].

Headline ofthefirst edition ofSatires by
Antioh Cantemir's (1762) in Russian

Summarising, we may say
that pleading for the beauty of the
sound art and practicing music (in its
various forms) had continuity during
years in the D. Cantemir’s family.
Music was always present in this dy-
nasty life. From the available sources
we found that arts were highly appre-
ciated in D. Cantemir’s family, and
the honorific status of music of the
noble heredity could be confirmed
also by the inventory Act of the fam-

ily’s wealth. “Old organs with
wooden body” (possibly clavicine),
“old gusles”, “two bandures of
wood* (probably tanboure) [11] were
found among the inventoried goods,
after Constantine’s death, Dimitrie
Cantemir’s eldest son, A gusla of
English origin, a largely popular in-
strument in the middle of the XVIlIth
century [12], was found in Antioh’s
dinning-room.

Music was an organic part of
D. Cantemir’s family spiritual life for
several generations, serving as a
powerful mean of aesthetic education
and training in an European cultur-
ally enlightened spirit. The musical
genres practiced by the D. Cantemir’s
dynasty were diverse - from the music
of oral tradition to Oriental and
European academic music.

Music activities of this fam-
ily can be included in two major
categories specific to the art of
sound: on the practical level, music
was manifested in different hyposta-
ses: creation, interpretation and re-
ception, while its theoretical category
found its expression in the musico-
logical work made by Dimitrie
Cantemir. Music education was in-
troduced in D. Cantemir’s family as
part of an education with humanist
function.

The analyzed documentary
materials are different in terms of
their importance for the study. They
have, however, a common element,
namely: the majority of them certify
consistent old musical roots and tra-
ditions of the famous dynasty. They
reflect only a part of the musical con-
cerns of D. Cantemir’s dynasty in the
homeland and abroad. A more com-
prehensive study of archival materi-
als, which fail to attract the attention
of researchers, would supplement the



information and arguments on
diversification of the debated matter
and would allow a disclosure of other
aspects ofthe investigated topic.
History takes into account the
irrefutable merits of D. Cantemir’s
family in creating and promoting
spiritual values in the country and
abroad, music being a necessity in
the education of D. Cantemir’s gen-

erations, which succeeded in time. In
fact, music education was designed
to correspond to requirements of a
society in which cultural values gov-
ern the educational activity. The
model of this dynasty remains viable
today as a way of promoting the
beauty at the junction between music,
Arts, Humanities and civic, moral
culture education.
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LITERATURA CONCERTANTA
DEDICATA ORCHESTREI IN CREATIA
MUZICALA ROMANEASCA
DIN A DOUA JUMATATE A SECOLULUI XX
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TO ORCHESTRA IN THE CREATION OF ROMANIAN MUSIC
OF THE SECOND HALF OF THE XXth CENTURY
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In the time of changes and renewals, the synthesis of the concert genre with the
cameral genre and with the symphonic one and the wish to obtain distinguished
instrumental sonorities are more and more elaborated. The Romanian composers looked
for new attack methods, new types of emission, new colour combinations, things which led
to new musical notationfrequent in many ofthe contemporary scores. Unfortunately, in the
last three decades the concert genrefor orchestra was mostly abandoned in Romania. The
composers focus their attention towards other genres and possibilities of organizing the
sonorous material. This might be possible due to thefact that the orchestras today are not
fond of promoting first auditions or including in their repertoires the new music. The
future, hopefully, will offer more chance to the orchestral concert genre because of
orchestral skilfulness works, which comply as well with the composers' interests as with the

music lovers

In literatura concertanta - atat
de bogata - dedicata diferitelor in-
strumente soliste, genul concertant
care face apel numai la aparatul or-
chestral, a capatat un loc aparte si in
creatia romaneasca. Este genul ce
propune o desfasurare a discursului
sonor Tn care orchestra insasi devine
un instrument al carui spirit concer-
tant se impune, fie prin dialogurile
intre doud sau mai multe instrumente
care capata episodice roluri solistice,
de cele mai multe ori cu timbruri di-
ferite, fie intre diferitele partide in-
strumentale.

Concertul contemporan pen-
tru orchestra, care pe plan universal
si-a gasit in creatia lui Béla Bartok,
cum precizeazd Mihaela Marinescu

»,Un mentor de renume“l, aparut si in
muzica romaneasca la finele deceni-
ului al treilea al secolului XX, va fi
insd mai des abordat in cea de a doua
jumétate a secolului sub cel putin
doua modalitati:

A - Concertul pentru or-
chestra de coarde (care porneste
uneori si de la ideea amplificarii vo-
cilor apartindnd discursului cameral,
cvartetul de coarde, bundoara, deve-
nind concert pentru orchestra de
coarde), fiind frecventa si recurgerea
la structura genului baroc al con-
certo-ului grosso, exprimatd prin di-
alogul intre concertino si tutti;

1 Mihaela Marinescu, Concertul roma-
nesc contemporan, Editura Muzicala,
Bucuresti, 1983, p. 83.



B - Concertul pentru orche-
stra, In componente instrumentale
variabile, fie in configuratia unei des-
fasurari orchestrale ample - a orche-
strei simfonice, fie mai reduse - a
orchestrei de camera.

Diferitele modalitati in care
concertul pentru orchestrd a fost
abordat scot in evidentd imensele
valente de care poate dispune un an-
samblu instrumental in a realiza dis-
cursuri sonore de mare virtuozitate
sau de o deosebitd expresivitate,
comparabile cu cele demonstrate de
un solist, utilizdnd toate elementele
limbajului muzical: melodice, ritmi-
ce, dinamice, agogice, timbrale.

A. Concertul pentru orchestra de
coarde
a) etapa 1950 - 1960

in muzica roméneasca a celei
de-a doua jumatdti a secolului XX,
unii dintre compozitorii romani au
abordat Tn genul concertant dedicat
orchestrei si un stil cu tendinte came-
rale, cel al concertului pentru orche-
stra de coarde, in care se resimt certe
influente neoclasice, autorii respec-
tivi recurgdnd frecvent la structura
genului baroc, exprimatd prin dialo-
gul intre solisti si tutti. Tnsa ponderea
acestui gen in creatia compozitorilor
romani din cea de-a doua jumatate a
secolului XX este diferitd, astfel incat
se impune prezentarea evolutiei sale
stilistice pe parcursul mai multor
etape: 1950-1960; 1960-1980; 1980-
2000

n deceniul 1950-1960, per-
sonalitdti marcante ale scolii muzi-
cale roménesti, precum Sigismund
Todutd (in 1951), Paul Constanti-
nescu (in 1955), lon Dumitrescu (in
1956), Aurel Stroe (in 1951/1956),
Ovidiu Varga (1957), Tudor Ciortea
(In 1958), Lucian Metianu (1959) au
creat concerte pentru orchestrda de

coarde de deosebitd vigoare expresi-
va, Tn care au intuit necesitatea
utilizarii bogatului izvor de inspiratie
sugerat de céntecul popular, precum
si gdsirii unor noi procedee si
maniere tehnice de armonizare si de
prelucrare, incorporate in sfera mo-
dalului, conducand la pastrarea unui
climat specific national, Tnscris nsa
n spiritul traditiilor neoclasice ale
epocii. Este prezenta tot mai frecvent
tendinta polifonizarii discursului or-
chestral, formelor omofone aldtu-
randu-li-se, Tn acest proces deschis,
formele polifone ca passacaglia si fu-
ga. Contrapunctul armonic, practicat
pe larg Tnainte, este Tnlocuit treptat
prin contrapunctul modem, cu linii
independente si, In consecintd, expre-
siv conturate. ,,Pe de alta parte, opi-
neaza Wilhelm Berger, se amplific-
ase tot mai mult tendinta de sinteti-
zare a elementelor deduse din marele
rezervor al muzicii modale. Drept
rezultat, se face simftita participarea
structurilor gregoriene, bizantine, ar-
haic-populare si neomodale, imbinate
intr-un concept armonic de motivatie
modal-cromatica, ce ocoleste neajun-
surile armoniei tonale hipertrofice,
vadindu-se deschis explordrilor de
ordin contrapunctic“2

Unul dintre compozitorii care
si-a modelat in acest sens nu numai
un limbaj propriu, ci se poate afirma
ca a faurit si o adevarata scoald cu
coordonate stilistice particulare, a
fost clujeanul Sigismund Toduta,
seria concertelor romaénesti pentru
orchestra debutdnd la mijlocul se-
colului XX, in anul 1951, cu Con-
certul sdau pentru orchestra de

2 Wilhelm Georg Berger, Muzica
simfonica contemporana, 1950 - 1970,
Voi V, Ghid, Editura Muzicald, Bucu-
resti, 1977, p. 148.



coarde nr. 1. Sigismud Toduta ina-
ugureaza acest gen cu un opus in care
orientarea spre folclorul autohton se
inscrie in spiritul traditiilor neo-
clasice ale epocii Tn sensul regandirii
cu mijloace muzicale modeme a spi-
ritului  concertant din concerto-ul
grosso al secolului al XVlIli-lea.
Doud decenii mai tarziu, in 1973,
Todutd va da la iveala Concertul nr.
2 pentru orchestra de coarde ce
poate fi considerat o replica realizatd
pe o treaptd superioarda a sintezei
intre elementele de inspiratie folclo-
ricd si procedeele de scriiturd neo-
baroca, topite Tintr-o viziune con-
certanta originala.

La randul sdu, Concertul
pentru orchestra de coarde (1955)
de Paul Constantinescu a deschis
perspectivele altor lucrari de valoare,
de o mare varietate de stiluri, create
in deceniul sase de Tudor Ciortea,
lon Dumitrescu sau Zeno Vancea,
Abordand acest gen, Paul Constan-
tinescu a pasit pe un nou drum al
evolutiei creatiei, lucrarea sa distin-
gandu-se prin originalitatea inspi-
ratiei, prin viabilitatea si maiestria
componistica, autorul recurgand la
reconsiderarea unor solutii sugerate
de limbajele arhaice ca modalitati de
acces la esenta limbajelor modeme,
tard a fi complet eliberat de cantecul
popular autentic. Cu toate cd acest
concert provine din transpunerea
orchestrala a Cvartetului de coarde,
compus n 1947], procedeu pe care 1l
vor mai adopta, de-a lungul timpului,
si alti compozitori, caracterul con-
certant in care tesdtura instrumentala
tinde mai degraba spre sonoritatea
orchestrala decat spre cea fin deta-
liatd si diferentiatd specificd ansam-3

3 Lucrarea creatd Tn 1947 are titlul
Concertpentru cvartet de coarde.

blului cameral, demonstreaza faptul
ca de la Tnceput lucrarea a fost
conceputa ca un concert.

La randul sau, in 1956 lon
Dumitrescu reediteaza experienta
compozitorului Paul Constantinescu
in Concertul pentru orchestrd de
coarde, ce reprezintd transpunerea
orchestrald a Cvartetului nr. 1 in Do
major (compus in anul 1949), autorul
relevand intentia de a amplifica re-
sursele expresive continute initial de
cvartetul de coarde, potentandu-le
coloristic, nuantand paleta timbrala si
amplificand mijloacele sonore, care
solicita o manifesta virtuozitate a
ansamblului de interpreti. Si Tudor
Ciortea in Concertul pentru or-
chestra de coarde (1958) reflectd
faptul ca este un adept consecvent al
muzicii de camerd. Conceptia concer-
tului, tributard gandirii polifonice,
este mult mai apropiata cvartetului de
coarde, in care se remarca discursul
muzical de esentd modald, totodata,
fuziunea intre elemente caracteristice
stilului neobaroc pe de o parte si ale
folclorului stilizat pe de alta. Toto-
datd, Tmpletirea sugestiilor modale si
a climatului specific romanesc, cu
tehnica polifonica si de prelucrare
motivica de sorginte apuseana, situ-
eaza lucrarea la confluenta spiritului
neoclasic cu expresivitatea, clasica in
felul ei, a cantecului popular,

b) Etapa 1960 - 1980

Sfarsitul anilor 50 si Tnce-
putul anilor 60 reflecta tot mai pre-
gnant afirmarea unor noi orientari
estetice. Se impune un spirit modem
radical, promovat de compozitori
tineri ai epocii, interesati in primul
rand de muzica noua a secolului XX,
de avangarda, de Tnnoirile radicale la
nivelul gandirii si al limbajului mu-
zical. Tn paralel, alti compozitori de
aceeasi varsta, preferd alta linie



esteticda, Tn sensul unei moderatii
intre vechi si nou, al echilibrului ntre
traditia simfonica universald (mai cu
seama franceza) si experienta compo-
nistica bazatda pe valorificarea fol-
clorului roménesc.

in spiritul acestor noi con-
ceptii componistice in deceniul 1960-
1970 creatia concertanta dedicata or-
chestrei de coarde este destul de re-
stransa. Doar compozitorii Wilhelm
Georg Berger (in 1961) si Adalbert
Winkler (in 1962), dau la iveal3,
fiecare cate un Concerto grosso
pentru orchestra de coarde, iar
Mircea Chiriac (in 1966) si Remus
Georgescu (in 1965), Concerte pen-
tru orchestra de coarde, partituri ce
atesta o fireasca evolutie stilistica a
genului.

Daca Concerto-ul grosso
pentru coarde de Wilhelm Berger
exprima, dorinta autorului de Tntoar-
cere la formele si genurile Barocului,
realizatd Tn special prin ample si
continue tratdri polifonice, factura
generald a Concerto-ului grosso
pentru orchestra de coarde creat de
Adalbert Winkler este insd cea
armonica, nedistingandu-se printr-o
tratare simfonicd laborioasa, astfel
Tncat forma de concerto grosso mu se
justificd decat doar prin existenta
grupului de instrumente soliste. in
schimb, Tn Concertul sau pentru
orchestra de coarde, Remus Geor-
geseu a cautat sa se adapteze exi-
gentelor unui limbaj contemporan
epocii, lucrarea sa putand fi consi-
deratd un fericit exemplu al moda-
litatilor de transpunere in forme cla-
sice, precum forma de sonatd, de lied
sau de fugd, ™n numeroase si diferite
ipostaze, ale unui serii dodecafonice
in scopul realizarii unui tot unitar.
Caracteristica aparte a acestei parti-
turi consta si in propunerea de arti-

culare a spiritului concertant in trei
modalitati: evidentierea solistilor din
masa orchestrala in partea a 0-g;
modalitdtile de dialog ale instru-
mentelor soliste, Tn partea a Ill-a; sti-
lul concertant al ansamblului Tnsusi,
investit cu rol predominant in econo-
mia generala a lucrarii.

Seria lucrarilor create n
etapa 1960 - 1970 se incheie printr-o
reusitd a genului, Concertul pentru
orchestra de coarde de Mircea
Chiriac. Caracteristica acestui com-
cert, al carui material sonor folosit se
revendica din modal si cromatic, pe
langa dezvoltarile succesive in care
se cautd puncte de sprijin pe anumiti
centri tonali, este minutiozitatea cu
care autorul a elaborat materialul
tematic, in majoritate cu iz folcloric,
pe care l-a distribuit cat mai pe larg
tuturor compartimentelor orchestrei,
carora li s-au incredintat frecvente
roluri solistice.

in deceniul urmator, 1970—
1980, genul concertului pentru or-
chestra de coarde este si mai putin
reprezentat. Apar doar cele doua
Concerte pentru orchestra de coarde
nr. 2 si Concertul nr. 3 de Sigis-
mund Toduta, in care fondul melo-
dic este modal, cromatizat, iar apara-
tul orchestral, chiar daca este redus
doar la timbrul instrumentelor de
coarde, este tratat polifon cu deo-
sebitd inventivitate, ceea ce comfera
0 expresivitate deosebit de diversifi-
cata, de sugestiva discursului muzi-
cal .

in 1974, Irina Oddgescu-
Tutuianu da la ivealda ,JMomente* -
Concertino pentru orchestrd de
coarde destinat initial cvartetului de
coarde, apoi redimensionat pentru o
orchestrd de mici proportii, iar in
1978 apare Concertul pentru or-



chestra de coarde compus de Vasile
Herman.

Abordat dupa 1980, genul
concertului pentru orchestra de coar-
de Tnregistreazd cateva contributii
importante la edificarea acestuia,
construite cu elemente de limbaj in
concordantd cu cerintele epocii.

Daca in Concertul pentru
orchestra de coarde “Dyaphonies”
(1990), de Vasile Timis, se constata
0 apetenta permanentd de innoire a
limbajului componistic prin orien-
tarea spre mijloace modeme de
exprimare, concertul putand fi asociat
»heoclasicismului cromatic in genul
lui Hindemith , Concertul pentru
orchestra de coarde (1991) de Liana
Alexandra, o lucrare ganditd pentru
ansamblu solistic de coarde in doua
miscdri: Moderato si Allegro, se
bazeazd pe un spatiu modal de
factura consonanta.

Compus tot la Tnceputul
anilor 90, Concerto-ul per archi de
Viorel Munteanu, reeditind expe-
riente ale unor compozitori Tnaintasi
(Paul Constantinescu, lon Dumitres-
cu etc.), reprezinta varianta orches-
tralda a Cvartetului de coarde nr. 2
lucrare a anului 1988, in care autorul
a pus in valoare resursele aparatului
instrumental al celor cinci partide ale
orchestrei intr-un discurs muzical a
carui menire este de a evidentia, cu
un ethos particular, intentiile sale
expresive, insumand si Tmplinind in-
treaga experientd componistica ante-
rioard. Trebuie remarcat faptul cg,
raportul care se stabileste intre lim-
bajul contemporan adoptat de autor si
formele construite pe tipare traditi-
onale, Tn care este turnat discursul
sonor al orchestrei de coarde, conferd
concertului atribute neoclasice.

4 Valentina Sandu-Dediu, op. cit., p. 32.

intr-o remarcabild unitate de
stil si limbaj, Ulpiu V'lad realizeaza o
uriasa clasa de compozitii, Tnceputa
cu Vise 7(1972) si continuata cu Vise
I'1, Bucuria viselor, Taina viselor I,
I, 111, Din bucuria viselor, Jocul
viselor, Deodata visele, Legenda
viselor si Tmpletirea viselor 7 77, 111,
scrise  pentru diverse combinatii
timbrale, in care improvizatia de
sorginte folcloricd se fntalneste cu
savantul aleatorism controlat, res-
pectiva osmozd contribuind si la
inovatii Tn planul semiografiei muzi-
cale. Concertul pentru orchestra de
coarde ,,Din bucuria viselor®
(1991), pe care 1l raportam la sursa
generatoare, cvintetul Bucuria vise-
lor, este o remodelare contemporana
a genului de concerto grosso realiza-
td, dupa cum remarca Valentina
Sandu-Dediu ,prin cizelarea, filigra-
narea unor formule, fraze, structuri
sonore adoptate initial, asa cum - in
istoria muzicii - se Tintampla cu
finalizarea stilisticd a unui compo-
zitor ce porneste de la gramatica
datd 1intr-o anume perioada“5. in
schimb, Concertul pentru orchestra
de camera ,,Jocul viselor 1* (1992),
alcdtuit tot din 3 parti distincte, con-
struite n forme libere, ,,se bazeaza pe
transfigurari succesive ale unor sono-
ritdti specifice melosului popular. n
acest fel se asigura unitatea Tintre-
gului, chiar daca, In mare, se percep
cu claritate sectiuni tehnic contra-
stante“6, rezultate din Jocul wunor
fragmente tratate ca entitdti In con-
tinua <<valurire>>“7.

Svalentina Sandu-Dediu, Ulpiu Vlad -
,»Din bucuria viselor ", in Revista
Muzica, nr. 2/1992, p. 40.

@upa programul S. I. M. N., editia 1992,
p. 9L

Tibidem.



B. Concertul pentru orchestra (cu
sau fard instrument-instrumente
obligate)

Odata cu trecerea pragului
celei de a doua jumatati a secolului
XX, alaturi de Concertul pentru
orchestra de coarde, Concertul
pentru orchestra Tn componente
instrumentale variabile este unul
dintre genurile care in muzica roma-
neasca a prins contur mai pregnant.
Multe dintre condeiele avizate ale
componisticii ~ roméanesti, precum
Anatol Vieru, Zeno Vancea, Ovidiu
Varga, Theodor Grigoriu, Ludovic
Feldman, Doru Popovici, Martian
Negrea, Sigismund Todutd, Stefan
Niculescu, Pascal Bentoiu, Dumitru
Bughici, Dan Buciu, Walter Mihai
Klepper, Aurel Popa si altii, isi vor
indrepta atentia spre acel gen muzical
in care orchestra este tratatd ca
instrument concertant. Acest fapt
presupune Tmbinarea unor forme si
modalitati de scriiturd in care ideile
muzicale sunt dezvoltate in forme
ample, cu o orchestratie specifica,
apropiatd particularitatilor simfonice,
dar care are Tn vedere si emanciparea
in cadrul ansamblului orchestral a
unor instrumente a caror nvestire cu
rol solistic si relevarea unor tehnici
de virtuozitate, contribuie la
realizarea spiritului concertant 1n
toate componentele sale: melodic,
ritmic, dinamic si coloristic-timbral.
Concertul pentru orchestra - 1in
deceniu! 1950 - 1960

fn 1951 apare Concertul
romanesc de Gyorgy Ligeti, scris
pentru formatie de camerd standard,
cdreia i se adauga un corn plasat in
depdrtare, cu un discurs sonor intens
folclorizat, in cele patru parti ale
lucrdrii  alterndnd sistemul ritmic
parlando-rubato (I si 11l) cu momente
in giusto-silabic (11 si 1V).

Un alt pas 1l face Anatol
Vieru, n anul 1954, cu Concertul
pentru orchestra. Cu toate ca este
considerat a fi o lucrare ,,de scoald“,
in care se pot fintrezari si unele
influente, in special ale lui Bartok (in
fuga din dezvoltarea finalului),
Prokofiev sau Sostakovici (in ceea ce
priveste pulsatia ritmica) Concertul
pentru orchestra de Anatol Vieru,
ramane nsa o pagind importantd in
creatia romaneasca a  genului,
distingdndu-se prin maiestria cu care
autorul s-a plasat in contextul epocii,
utilizdnd un limbaj modern, in care
imbina diatonicul cu cromaticul, fard
a evada nsa total din tonalitate. In
cadrul ansamblului simfonic autorul
oferd frecvent roluri concertante (cu
veritabile virtuti solistice), in special
instrumentelor de suflat, carora le
pune in valoare timbrul, utilizand,
totodata, si instrumente cu un aport
coloristic deosebit: clopoteii, celesta,
harpa, pianul.

La randul sdu, in Concertul
pentru orchestra, compus fn anul
1957, Ovidiu Varga utilizeaza com-
binatia intre grupul instrumentelor de
coarde si cel de percutie, configurand
un discurs muzica! in care se remarca
tendinta de esentializare a gandirii
modale, preocuparea de a contempo-
raneiza forme vechi polifonice si
cdutarea unor solutii timbrale, metro-
ritmice, agogice si dinamice inedite.

Un caz aparte 1l constituie
Concertul pentru doua orchestre de
coarde, celesta, pian si percutie
compus n 1957 de Ludovic
Feldman, lucrare consideratd de Dan
Dediu ,piatra de hotar in evolutia
muzicii romanesti“8 al cdrei limbaj

Dan Dediu, Centenar Ludovic
Feldman. Glossa la o monografie,
Revista Muzica, nr. 2/1993, p. 86.



muzical se constituie, cum precizeaza
tot Dan Dediu, ,,pe fundamentul teh-
nicii atonal-seriale ce se Tmpleteste
cu ritmica cvasi-baroca (pulsatia
continud, egald)“9. Autorul utilizeaza
structuri formale clasice, fara a se
cantona in scheme rigide, asa incéat
elemente considerate pana in acel
moment incompatibile - sistemul
serial si forme traditionale - se Tmple-
tesc sub semnul unui neoclasicism ce
inglobeaza cele mai diverse tendinte
ale gandirii muzicale contemporane.

Compus, tot in anul 1957,
Concertul pentru doua orchestre de
camerad si oboi reprezintd unul dintre
opus-urile de rezonanta ale celei de a
doua perioade din creatia compozito-
rului Theodor Grigoriu, o perioada
in care ideile si sugestiile sunt ali-
mentate, asa cum sustine autorul
nsusi, de wun ,folclor imaginar®.
Concertul prezintd o structurd me-
lodicd bazatd pe ritmuri si intonatii
inspirate din folclor, dar trecute prin
filtrul unui elaborat proces de
abstractizare, structurd supusa unui
travaliu tematic minutios realizat prin
elemente formale de facturd clasica,
aplicate intr-o maniera liberd. De
remarcat faptul cd aranjamentul pe
podiumul de concert al celor doud
orchestre, propus de autor, are Si
rolul de a crea efecte de stereofonie.

Concertul pentru orchestra
in deceniul 1960 - 1970

Trecdnd pragul deceniului
sapte Tn creatia concertantd dedicatad
orchestrei se remarcd tot mai intens
utilizarea unor elemente de limbaj
din ce in ce mai avansate, chiar avan-
gardiste. Se remarca Tn continuare si
predilectia pentru tratarile si dezvol-
tarile ample contrapunctice, ca i
pentru abordarea formelor polifonice

9 Dan Dediu, op. cit., p. 48.

ale Barocului in structura arhi-
tectonicad a lucrarilor. Citatul folcloric
nu mai este folosit in creatiile
concertante orchestrale, dar tematica
de rezonanta folclorica, transfigurata
este adesea folosita.

Un exemplu este Concertul
pentru orchestra de Doru Popovici,
compus in anul 1960, lucrare ce
relevd preocuparea autorului pentru
conturarea unui stil propriu, in care
influente ale traditiei se Tmbina cu
elemente de constructie noi (formele
traditionale de sonatd, lied, scherzo
sunt tratate Tn mod liber) si cu valo-
rificarea valorilor cantecului popular.
Chiar daca temele utilizate de autor
sunt intens cromatizate, ele dezvolta,
nsd, un contur melodic cantabil, intr-
o polifonie realizata, de cele mai
multe ori, prin Tmpletirea doar a doua
sau trei voci reale. Formatia orches-
trald de mici dimensiuni practicata de
Doru Popovici i-a favorizat folosirea
unor combinatii eficiente de timbruri,
intr-o orchestratie suplad si expresiva,
n ceea ce priveste formald compo-
zitorul a ales o succesiune mai putin
obisnuitd a celor trei parti traditionale
ale concertului, n variante libere,
desigur, in sensul ca partea | este
compusa in forma de lied, partea a Il-
a in formd de scherzo, iar finalul in
foma de sonata.

La randul sdu, Zeno Vancea
in  Concertul pentru orchestra,
compus in anul 1961, cumuleaza
progresiv structuri polifonice din ce
in ce mai evoluate: Inventiunea,
Ricercarul (imbinat cu forma de
sonata), Passacaglia, Fuga, autorul
utilizand un limbaj polifonic care se
plaseaza pe linia tendintelor de

10 La inceputul partiturii, autorul expune
precis si schema formei Concertului
pentru orchestra.



reiterare a unor procedee caracte-
ristice care au condus la etapa de
maturitate a neoclasicismului con-
temporan roméanesc. Remarcabil este
si faptul ca autorul a izbutit sa rea-
lizeze Tn acest concert o sinteza intre
doud domenii ale creatiei sale, cel
simfonic si cel cameral prin tratarea
tematicii cu acea subtilitate si, uneori,
transparentd a facturii, conforme
cerintelor stilului cameral, precum si
cu o anume strdlucire caracteristica
stilului concertant.

@] alta pagina concertanta de-

dicata orchestrei, ce trebuie remar-
catd, este Concertulpentru orchestra
(1962) de Martian Negrea, o lucrare
ampla, in care elementele concertante
se Imbina cu o scriiturd acordica, iar
modalul cu armonia postromantica.
Doru Popovici opineaza insa ca aici
autorul ,,incearca sa imbine tehnica
de compozitie post-impresionistd, cu
cea de tip post-expresionist“1l, nu
insd intr-un stil deosebit de unitar. Cu
toate acestea, prin scriitura intere-
santd, cu teme pregnante si intr-un fel
caracteristice pentru schimbarile inte-
rvenite Tn modul de exprimare melo-
dica a lui Martian Negrea, cand teme
de facturd heptatonic-traditionald stau
alaturi de teme cuprinzand cele 12
semitonuri ale gamei cromatice, prin
virtuozitatea formei si a orchestratiei,
Concertul pentru orchestrda se nu-
mard printre lucrdrile de valoare ale
creatiei contemporane romanestil2
Micul concert pentru sufla-
tori, pian si baterie, op. 7 (1965), 1l
dezvaluie pe Walter Mihai Klepper
ca pe un compozitor care stie sa

1 Doru Popovici, op. cit., p. 138.

2 Orchestra la care apeleaza Martian
Negrea contine, fapt inedit, si 4 buccine
in La (ad libitum), utilizate in partea a
I11-a Bocet.

manuiasca cu stiintd mijloacele
moderne ale limbajului, intr-o con-
tinud Tmpletire cu jocul liber al
fanteziei, rezultand o muzica larg
accesibild, strabadtutd in permanenta
de un filon specific roménesc. Chiar
daca temele tuturor celor trei parti ale
concertului sunt construite pe baza
unei serii, nu se poate, totusi, vorbi
aici de o muzica strict seriald, iar din
punct de vedere arhitectonic, formele
abordate sunt cele clasice: passa-
caglie, forma tripartitd, fuga .
Compus in anul 1966, desti-
nat unui aparat orchestral mare, com-
pletat cu ,unde Martenot*“, Concerti-
no-ul pentru orchestrd de Aurel
Popa Tsi justificd denumirea prin
valorificarea virtuoza a tehnicii in-
strumentale, Tntr-o manierd proprie,
vaditd si prin prezentarea graficda a
partiturii in ceea ce priveste moda-
litatea de prezentare a instrumentelor
care concurd la desfasurarea dis-
cursului muzical. Alcétuit din trei
miscdri intitulate: Perpetuum mobile,
Culori si Cavalcada, Concertino-ul
pentru orchestra contine un discurs
muzical departe de orice modalitate
preconceputd, ce poate fi ,,comparat,
apreciaza Stefan Mangoianu, cu
«dicte-ul» suprarealist, frizadnd
oniricul practicat adesea cu atata fan-
tezie de avangarda literara“13 Tesatu-
ra muzicald concretda prezinta carac-
teristicile unui agregat ce inglobeaza
tard prejudecdti atat diatonismul
tonal, modal, cat si cromatismul tratat
n mod liber.

Compusa in anii 1967-1968,
lucrarea Scene pentru orchestra si

B Stefan Mangoianu, Concertino pentru
orchestra de Aurel Popa, Tn Revista
Muzica nr. 7/1968, p. 12.



pianN de Dan Buciu este structurata
in patru parti cu functii si dimensiuni
diferite, in care instrumentul solist
nu este evidentiat concertistic, prin
elemente de virtuozitate, materia
sonora fiind dispersata parca intr-o
actiune scenica (de aici poate i
motivatia titlului)“45 intr-o scriitura
cu ,rafinamente de tip bartokian si
debussyst“1, dar si cu influente ale
LStilului viguros al lui S. Proko-
fiev“17,in partea a Il-a.

Concertul reprezintda o sin-
teza a diferitelor tipuri atat la nivelul
arhitecturii sonore (de ex. combinatia
de fuga - sonata din P. a ll-a, tema cu
variatiuni - sonatd din P. a Ill-a, dar
si prin caracterul ciclic datorita
temelor si motivelor care circuld in
cele patru miscdri), cat si in privinta
continutului, elementul dodecafonic
fiind ,,mariat cu trasaturile unui mo-
dalism de origine folclorica“18
Concertul pentru orchestra dupa
1970

in preajma anilor 70 se
remarcd o tot mai evidentd cercetare
a universului sonor pentru aflarea de
noi timbruri, care sa slujeasca unor
noi modalitati expresive, dar si liber-
tatea de a alege forme arhitectonice
care sd corespunda celor mai diverse
intentii sau sintezele intre diferite for-
me. in Concertulpentru instrumente
de suflat si baterie (1970) de Sigis-
mund Toduta, bundoard, caracterul
concertant rezultd din reliefarea unor

Y Dan Buciu, Scene pentru orchestra si
pian, partitura Tn manuscris. Scenele au
constituit lucrarea de diploma la absol-
venta clasei de compozitie.

HRuxandra Arzoiu, Portret Dan Buciu,
n Revista Muzica, nr. 3/1994, pp. 28-29.
Hdem, p. 28.

Tibidem.

Bidem, p. 28.

grupuri si a anumitor instrumente ce
dobandesc uneori rol solistic, lucra-
rea avand, totodatd, certe legaturi cu
melosul folcloric roménesc, chiar
daca din cele cinci miscéri (Intrada,
Caccia, Recitativo, Ostinato si Fina-
le) se degaja, asa cum precizeaza
Vasile Herman, ,un iz antic prin
ambianta modald, dar ... si un parfum
autohton obtinut din relieful modal al
melodiei*19 Avand evidente Tnrudiri
cu Concertul pentru instrumente de
suflat si baterie, nu numai n privinta
numarului de miscari, ci mai ales prin
folosirea melosului folclorului roma-
nesc, Concertul nr. 4 pentru coarde
si orga, compus de Sigismund To-
duta Tn 1980, se remarcd, la randul
sdu, prin puternicul suflu renascentist
care strdbate n special partea 1,
alcdtuitd din ,incatenarea a cinci
Ricercari de facturd diferitd: coralic,
imitativ, de tip fantezie avind
menirea de a se incrusta in melodica
tuturor miscarilor concertului“20.
Dupa 1970, modalitati din ce
in ce mai deosebite de diversificare
stilistica, investigarea unor infra-
structuri sonore ce conduc la utili-
zarea intonatiilor de sferturi de ton
sau a unor procedee utilizate Tn
practica folcloricd, precum etero*
fonia, isonul, cat si alte variate tipuri
de scriitura muzicalda, conduc spre
accederea Tn universalitate a creatiei
de acest gen. Un prim pas a fost
facut, Tn acest sens, de Stefan
Niculescu, una dintre personalitatile
artistice de prim rang ale culturii
romanesti contemporane, cu lucrari
care l-au impus nu numai in primele
randuri ale componisticii romanesti

1 Vasile Herman in prezentarea LP-ului
ST-ECE 02587, editat de Casa de discuri
Electrecord, Bucuresti.

Didem.



de avangarda, ci si peste hotarele
tarii, contribuind plenar la formarea
si afirmarea scolii roménesti de
compozitie actuale, atat prin propriile
creatii cat si prin cele ale discipolilor
sdi. Cu o dublad formatie, tehnica si
artisticd, cercetatorul de riguroasa
investigatie a formelor, a limbajelor
sonore, a curentelor estetice si ideilor
de avangarda ale secolului XX, este,
totodatd, creatorul de partituri
complexe in care elementele de baza
in faurirea unui limbaj propriu,
original, sunt inspiratia din folclorul
romanesc, din muzica europeana sau
extraeuropeana, cat si din muzica
sacrd de inspiratie bizatind. Un
exemplu remarcabil este si Concertul
pentru orchestra lIson 11 (1973),
alcatuit din trei structuri muzicale,
trei blocuri muzicale care se schimba
si care, reinnoite la fiecare aparitie,
se succed sau se suprapun, o lucrare
diatonica ce se apropie de muzica
spectrald, in care spectrul armo-
nicelor este largit cu sunete diatonice.

Concertul pentru orchestra
Eminesciana 111 (1976) de Pascal
Bentoiu propune o compozitie cu un
profil special, care o situeaza intre
poem, simfonie si concert pentru
orchestra.

Literatura concertantd a se-
colului XX, deosebit de bogatda si
variata, s-a integrat efervescentelor
cautari ale creatorilor de diversificare
a formelor, a scriiturii muzicale, a
culorilor orchestrale si a instrumenta-
tiei, implicit a expresivitatii, cautarile
si determindrile pe terenul muzicii

concertante constituind in continuare,
si in cea de a doua jumadtate a se-
colului XX, preocupdri ale unor
compozitori, care vor incerca sd ras-
punda necesitatilor mereu crescande
de Tnnoire a limbajului muzical poate
nu Tn aceeasi masurd ca in epocile
precedente.

In acest perimetru al schim-
barilor si nnoirilor, sintezele genului
concertant cu cel cameral si cu cel
simfonic sunt din ce in ce mai ela-
borate, iar in dorinta obtinerii unor
sonoritati instrumentale inedite com-
pozitorii romani au cdutat noi moda-
litditi de atac, de emisie, noi com-
binatii timbrale, ceea ce a condus si
spre aparitia unor noi elemente de
notatie muzicald, frecvente in multe
partituri contemporane. Din pacate,
in ultimele trei decenii, genul con-
certului pentru orchestrd a fost, in
general, pdrasit in Romania, compo-
zitorii  indreptandu-si  atentia, cu
precadere, spre alte genuri si moda-
litdti de organizare a materialului
sonor. Fenomenul se datoreaza poate
si faptului cd orchestrele simfonice
manifesta in prezent o mare retinere
in promovarea unor prime auditii sau
in includerea Tn repertorii a muzicii
noi. Viitorul, Tnsd, speram ca va da
castig de cauza genului concertant, in
speta concertului pentru orchestra,
ntrucét virtutile expresive ale unor
maiestrite alcdtuiri orchestrale cores-
pund atat interesului compozitorilor,
cat si gustului iubitorilor de muzica.



LITERATURA MODERNA
DESPRE ALTERAREA EU-LUI
(E. lonesco, J. P. Sartre, C. Aitmatov, |. Druta)

MODERN LITTERATURECONCERNING THE EGO CHANGES
(E. lonesco, ]. P. Sartre, C. Aitmatov, |. Drutd)

Ludmila BEJENARU,
lector universitar, doctor
Universitatea Alexandru loan Cuza, lasi, Roméania

Invazia datorata progresului,
n solitudinea vietii umane a barbariei
civilizatorii, cAnd orice demonic spar-
ge limitele personalitatii, subju-
gandu-i constiinta, ne indeamna sa
gandim asupra categoriilor morale si
valorilor etice ale vietii. Sentimentele
general-umane, nsasi lumea, se pra-
busesc Tn prapastie, deoarece cultura
moare, facand loc civilizatiei, care-si
intrd in rol. Pornind de la afirmatia
lui Paul Tillich despre existenta a di-
verse demonii care confirma raportul
dintre demonic si istoria spiritului
omenesc, vom fncerca sa demons-
tram prezenta, dupa parerea noastra,
n acest timp luciferic, a unor demo-
nii precum rinocerita si mancurtis-
mul.

In teatrul lui Eugen lonesco
nimeni nu mai moare de dragoste.
Mesajul de iubire al genialului dra-
maturg francez de origine roméana
este expresia suferintei si tragismul
dialectic al vietii. Considerand lumea
0 “minune Tngemanata cu orori” lo-

Un nou pacat originar al omului:
acela de a nu exista.
(Pierre Boisdeffre)

Oricine poate ajunge un monstru,
latura monstruoasa din noi ne
poate razbi.

(Eugen lonesco)

nesco se afla Tntr-o tensionatd cautare
a existentei, gasirea cdreia presupune,
in acceptia scriitorului, revelatia
dainuirii raiului. Patrunzand in cele
mai tainice zone ale fiintei umane,
creatorul farsei metafizice prezinta
oamenii 1ir. adevdrata lor identitate,
dedublandu-le  personalitatea, i
accentuand tragismul si  adevarul
existentei lor.

Refuzdnd un singur gen de
revoltd, spiritul ionescian manifesta
spirit de fronda fatd de tot ce Tngra-
deste libertatea omului. Personajele
lui lonesco reprezinta drama sufle-
tului, dar si a omului, care rataceste,
0 mare parte din viata, pe cdile ne-
numarate si incélcite ale existentei.

Prin personajele sale, plasate
intr-o epoca plina de tulburari, iluzii,
conflicte in care totalitarismul a ata-
cat fibra literaturii, Eugen lonesco
prezintd un lucru pe cat de paradoxal,
pe atat de straniu, monstruos si chiar
diabolic: pierderea calitatilor umane.
“Nimeni n-a tradus mai bine absurdul



ironic si crud al lumii in mijlocul ca-
reia trdim” (Jean d’Armesson), lo-
nesco aparand in opera sa libertatea
si demnitatea umana, dar si ironizand
angoasele existentiale.

Coana Pipa din Ucigas fara
simbrie, cea care “creste gaste pu-
blice” si are “o lunga experienta po-
liticd”, este un alter ego al gandirii
sale:

“Vom face pasi Tnapoi, deci
vom fi in avangarda istoriei! .. Nu
vom mai coloniza popoare, ci le vom
ocupa ca sa le eliberdm. Nu-i vom
mai exploata pe oameni, ci 1i vom
face sa produca. Munca silnica se va
numi munca patriotica... Totul se va
schimba, va promit. Ca totul sd se
schimbe, nu trebuie s& se schimbe
nimic. Numai numele se schimbd, nu
si lucrurile... Nu vor mai exista nein-
telegeri. Vom ultraperfectiona minci-
una”.1l

Eugen lonesco, constienti-
zand ridicolul si absurdul relatiilor
“caragializate” dintre semeni, ape-
leazd la “ionescizarea” evolutiei
umane, facandu-ne cunostintd cu o
diabolica si respingatoare specie
umana - rinocerii. Prezentd, mai ales,
in Rinocerii (1960) aceasta categorie
de oameni - simbol al fortei brutale si
al animalitatii, al dezumanizarii si
abrutizarii societatii - este metafora
simbolica a dictaturii si a consecin-
telor ei asupra mintii omului, care
denota despersonalizarea fiintei uma-
ne sub impactul fanatismului ideolo-
gic. Rinocerii reprezintd expresia
esentializata a rinoceritei o maladie
morala si sociala a secolului al XX-
lea - 0 demonie postmoderna bantuita
- de demonul epidemic al dezumani-

zarii si al alienarii.

Rinocerizarea, Tintruchipata

n toate ipostazele sale de functiona-
rul mic burghez Beranger - un erou

antierou, care a auzit doar vorbindu-
se de piesele lui lonesco, un personaj
timid si singuratic, tot timpul bolnav
si mahmur de bautura ce face raul
fard sa vrea sau il lasd sa se raspan-
deascd, crezand cd greseste mai putin
decét altii - Tncepe de la sentimentul
culpabilitatii, care este Tn conceptia
primului autor de farse tragice, i
semnul lipsei de puritate. Intr-un
“univers de monstri” Beranger Tsi
doreste si el un corn de rinocer “ca
sa-si rafineze chipul” plat, o “nudi-
tate decenta” precum goliciunea ri-
nocerilor, “o piele groasa” si o cu-
loare atat de magnifica precum acest
verde intunecat”,2 al rinoceritei. Cu
parerea de rau ca niciodatd nu va fi
rinocer, Berang “Ei da, sunt un mon-
stru. Un monstru! niciodata nu voifi
rinocer, niciodata,niciodatd. Nu ma
mai pot schimba. As vrea atat de
mult as vrea .. dar nupot (...)Sunt
ultimul om si voi raméane asa pana la
cea din urma suflare .3

Un monstru este mai pericu-
los decét un rinocer, iar “ultimul om”
este un om cumplit. Eugen lonesco
sacrificand, astfel, un om golit de
orice valenta axiologicd. Moartea
sugestivd a personajelor ionesciene
nu provoaca mild, pentru cd viermii
cu chip uman nu merita sa traiasca.
“Omul fiind deja mort el nu mai este
n stare nici de a trai, nici de a muri”,
afirma Beckett.

Contaminati de  demonul
simptomatic al degradarii umane,
iesiti din burta caracatitei dictatoriale,
amenintati si agresati sistematic, lo-
cuitorii parasesc calmul plictisitor al
orasului de provincie, transforméandu-
se in rinoceri, metamorfozandu-se in
monstri. Este o lume nemachiata si
neindulcitd, adevaratd si tragicd, pa-
ralizatda de sentimentul raului si inva-
datd de rinoceritd, o lume care se nas-



te Tn inconstienta nebunuiui: autorul
materializeazd o “adevarata angoasa
colectiva” (Romul Munteanul), un
univers paradoxal, obsedant, plin de
cosmaruri si de violente, ce repre-
zintd umanitatea degradatd. Rinoceri-
zarea duce la rasturnarea valorilor si
la degradarea normelor existentiale,
intlnim, la lonesco, cel de-al doilea
pol al existentei umane - polul raului
- in care spatiul si timpul sunt scapate
de sub control si sub influenta fricii
interioare, dar si a paradoxalului tra-
gic, are loc devalorizarea personali-
tatii si descompunerea ei pana la de-
zumanizare.

Demonicul ionescian, din-
colo de paradoxul si de tragismul
existentialului, dd senzatia de since-
ritate absolutd a autorului, sinceritate
ce dezvaluie adevaruri grave despre o
societate dezumanizata, predispusa
spre satanism, unde are loc descom-
punerea personalitatii.

Afirmand ca sufletul iones-
cian pastra intacte toate spaimele ce
se zbateau n el, Radu Beligan se in-
treaba: “Este Eugen lonescu un scri-
itor al zeflemelei nemasurate, al glu-
mei enorme? Este un iconoclast? Este
unul dintre exegetii moderni ai celor
mai tragice versete ale bibliei? Este
un avangardist? Este un clasic ?” vi-
brand de admiratie, ca exista acel
“ceva iar nu nimicul”. Eugen lones-
co, “copil al veacului rational si pro-
dus al educatiei materialiste” dupa
cum se autodefinea, este Uriasul, care
nu a stiut sa faca altceva decat sa
scrie literaturad si sa trezeasca in citi-
tor sau spectator sentimentul liberta-
tii, lasand strigoii sufletului sau neo-
dihnit sa palpite de nelinisti, dar si
incercand sa domesticeascd, prin
umor, eternul demon al sufletului
Sau.

Si Antoine Roquentin, eroul
sartrian din Greata are sentimentul ca
oamenii din orasul imaginar Bouville
cu existenta lor anostd sunt niste fi-
inte de prisos. “Ei existd, dar exis-
tenta lor nu este o necesitate” 4
Asumandu-si rdul in toate ipostazele
sale, eroul unuia dintre cei mai con-
troversati autori ai acestui sfarsit de
secol se fixeaza la inceput Tn situatia
de canalie, de salaud.

Eroul lui Sartre este convins
ca el Tnsusi este un om de prisos, ca
existenta lui nu are nici o justificare.
Asa cum in creatia lonesciana
rinocerita bantuie intreg orasul, si la
Sartre greata este prezentd peste tot,
confirménd starea de vid existential a
personajului, “nuditatea decentd” be-
rangeriand. La fel ca si Beranger,
care-si da seama ca este un monstru,
Antoine Roquentin percepe alterita-
tea eului sau. Abandonandu-si con-
stiinta, eroul sartrian apare si el intr-o
ipostaza monstruoasa, satanica, do-
rind ntr-un sfarsit sa se purifice prin
creatie. Spre deosebire de Beranger,
care se considera “ultimul om” con-
vins cd asa va ramane“ pina la cea
din urma suflare”, Antoine
Roquentiun reuseste sda depaseasca
starea de somnolentd, dar si cea de
salaud. incercand o apropiere de re-
flectia purificatoare. Eroul sartrian
“ajunge la constiinta de sine prin ac-
tul de creatie care traverseaza absur-
dul, Tnldturd obsesia sinuciderii, anu-
leaza greata si conferd un sens
existentei”?

Eroul ionescian - prin tragi-
cul rdu, degradat, vulgar - oglindeste
decaderea omului, care, deseori, nu
este decat o larva a acestei “puter-
nice, clocotitoare lumi”. Discredita-
rea valorilor spirituale prin farsa tra-
gica ionesciand, negarea oricarei
semnificatii a vietii, a existentei, dar



mai ales a omului, este o tragedie a
infirmilor fizici, morali si umani, este
o infruntare a absurdului, predomi-
nata de oroare si abject, care scoate la
iveald antivaloarea.

Caracatita dictatoriala a dat
nastere nu numai rinocerilor ionesci-
eni, ci a stimulat si aparitia mancurti-
lor aitmatovieni, mancurtismul, acea
“renuntare la radacini, la fermentii
cei mai activi ai constiintei de sine si
ai constiintei participarii la intreaga
fiintd a omenirii”6 constituind, dupa
pdrerea noastra, o ultima demonie a
acestui plumburiu si mediocru final
de veac si de mileniu luciferic.

Mancurtismul  evocat de
Cinghiz Aitmatov in O zi mai lunga
decat veacul si Esafodul, dar si de
lon Druta in Clopotnita si Horia, este
demolarea tuturor valorilor fntr-o
lume desacralizatd, satanicd, in care
predomina grotescul si monstruosul,
iar “oroarea a devenit cotidiana si
cotidianul - oroare” (Sartre).

Cinghiz Aitmatov, psiholo-
gul acestei demonii, “pune o chesti-
une considerata (...) definitorie pentru
filosofia actuala: problema spiritului
rupt defiinta si Tmpotrivit ei”.1intal-
nim la lonesco, Aitmatov si Drutd un
homo ideologicus despersonalizat de
fanatismul ideologiilor, care in per-
manentd a fost educat si crescut in
spiritul supuseniei si al executiilor
docile, a trdit cu frica de oricine,
chiar de nimeni si de nimic, ajungand
la cea mai grava culpd - pierderea
congtiintei de sine. Omul contempo-
ran, dezumanizat “prin uciderea me-
moriei si a ceea ce este personal n
om”,8 isi pierde constiinta de sine,
transforméandu-se Tn mancurt. Jola-
man - mancurtul din O zi mai lunga
decat veacul - nu stie cine este, de
unde-si trage radacinile, cine-i sunt
parintii; el nu se considera fiintd

umand. Acesta este tipul care nu
poate si nu are nici o sansa sa ajunga
personalitate. Autorul 7l prezintd ase-
meni unui cline, care-si recunoaste
doar stapanul; mancurtul aitmatovian
este o jigodie muta (besslovesnaia
tvari), vesnic supusa si nepericuloasa;
este un sclav care se gandeste doar la
propriul stomac si pentru care dorinta
stapanului este lege.

La lon Drutd, in drama Ho-
ria, directorul scolii din Capriana,
Nicolai Trofimovici, slujeste si el
stapanului - este “omul statului, omul
datoriei”, care nu se misca de pe po-
zitia sa “nici cu lacrima, nici cu
gluma” si raporteaza sus ori de cate
ori crede ca trebuie sd faca acest lu-
cru (s.n.). Cazand si el in “haul nea-
ducerii aminte”, nu-i intelege pe cei
care urcd “dealul hleios” pentru a
aprinde o luménare la subsolul Clo-
potnitei din sat.

Si Jolaman, si Nicolai Tro-
fimovici sunt Tmpovdrati de Jugul
amneziei istoriei, opera lui Satan. La
sfarsitul secolului al XX-lea fiinta
umana schiloada, bolnava, apatica si
nepasatoare, dezumanizata si dezinte-
lectuaiizata nu era decat o pseudo-
valoare cu gusturi mediocre, dar si cu
o gandire mediocrd, care-si uitase tre-
cutul si al cdrei zbor spre viitor nu
mai era necesar, pentru ca se pierduse
sentimentul cosmic.

Sartre si lonesco, acesti
“monstri sacri” ai angoaselor exis-
tentei, dar si Aitmatov, raman, prin
explorarea realitatii derutante si ori-
bile, parintii demoniilor postmodeme
- a rinoceritei si mancurtismului.

Pe langa diversele demonii,
cum sunt progresul omenirii, capita-
lismul, nationalismul - rinocerita si
mancurtismul in cadrul carora actio-
neazd demonicul distrugator de
forma constituie, dupa noi, cele mai



grave, dar si ultimele demonii ale
mileniului XX. Tn vreme ce capita-
lismul “e o sintezd de creatie si dis-
trugere”, iar nationalismul “un izvor
de mari valori sufletesti si materiale”,
dar si “de nedreptdti si de pofte dis-
trugatoare”,9 rinocerita si man-
curtismul, credem, caforme de viata
demonice, in care predomina anim-
alitatea (.s.n.) sunt demonii cu o
singurd valentd - cea negativa. Prin
aceasta afirmatie ne fngaduim Tin-
drdzneala de a ne detasa putin de no-
tiunea goetheana a demonicului, con-
form cdreia acesta este “o Tmbinare
de plus si minus, de afirmare si ne-

gare, de pozitiv si negativ”.!10 in ca-
drul rinoceritei si mancurtismului
intalnim insondabilul, demonicul dis-
trugator de forma. Chiar dacad omul
din toate timpurile a nadzuit spre o
evadare din demonism, spre salvare
si emancipare, de rinocerita si man-
curtism se vor elibera doar acei care
vor dori sa se purifice, deoarece
“lumea de acum, care este oribild, nu
constituie decdt un moment in lunga
devenire istoricd” (Sartre) dupa care,
homo ideologicus, pornit pe drumul
refnvierii si al renasterii, isi va reca-
pata fata umana si constiinta de sine.
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DIE BESONDERHEITEN DES
PHANTASTISCHEN IN DEN WERKEN
VON E.T.A. HOFFMANN

MANIFESTARILE FANTASTICUL UITN CREATIA LUl HOFFMAN

Ecaterina NECULCEA,
Dozentin am Lehrstuhl fir Deutsche Philologie
an der staatlichen Alecu-Russo-Universitat Balti

The manifestations offantasy in the creation of E.T.A. Hoffmann are very different.
Fantasy is connected with irony, satire and the grotesque, that are variants of romantic
irony, also with the Christian doctrine about the battle of the Almighty God against his
rival the Satan, and with the typical motives and characters offairy tales like sorcerers and
sorceresses, transformations, which help the good to get the better of the evil. The most
important category of German late romanticism is the division into the real and the unreal

ones.

The division ofthe world, that hurts the main characters, is provoked by the events
in the real world: this is revealed by means oflanguage. This idea leads to the conclusion
that the philosophical, literary and linguisticfactors should be studied together in order to
make the reception of E.T.A. Hoffmann's work easier.

Die Literatur jeder Epoche
und jedes Volkes weist ihre besonde-
ren Merkmale auf. Sie aufzudecken,
bedeutet, den Schliissel fur das ada-
quate Verstandnis der Texte zu fin-
den. Die literarischen Werke sind ein
Raétsel, das geldst wird, erst nachdem
das Gedankengut der Zeit angeeignet
und die Besonderheiten der Sprache
und von deren unterschiedlichsten
stilistischen Nuancierungen festge-
stellt worden sind. In dieser Hinsicht
ist jedes Werk einzigartig und seine
Rezeption erschwert sich dadurch.
Aber das Ergriinden des historischen,
kulturellen und gesellschaftlichen
Werdegangs eines Volkes beseitigt
alle Hindernisse und l&sst den tiefe-
ren Sachverhalt erblicken.

1 Wurzeln des Phantasti-
schen in der Romantik

Die als Protest gegen die
Aufklarung konzeptualisierte Epoche
der Romantik entwickelt ihre eigene
Asthetik, deren Grundlage die philo-

sophische Lehre von J.G. Fichte bil-
det. Die Romantiker verstehen schon
friih, dass durch die Vernunft, die
von den Aufklarern in den Vorder-
grund gestellt worden ist, keine Ver-
&nderungen zu erzielen sind. Die
Unmadglichkeit, etwas zum Besten zu
wenden, zwingt sie sich in ihr Inneres
zu vertiefen, um dort die in der
Wirklichkeit verlorengegangene Se-
ligkeit wiederzugewinnen. In den
Traumen konnten die Romantiker
ihre innigsten Wiinsche, Hoffnungen
und Bestrebungen leben, ihre Fahig-
keiten entfalten. Die Wirklichkeit
bleibt ihnen fremd, sie unterdriickt
sie durch die Alltagsroutine, die die
Menschen in eine Maschine verwan-
delt. Daher finden sie Zuflucht in
ihrer  Einbildungskraft, in ihrer
Phantasiewelt, die durch das Un-
heimliche, das Bizarre, das Seltsame,
das Irreale, das Surreale charakteri-
siert wird, anders gesagt, die den
Kern des Phantastischen ausmacht.



Aber das Phantastische ist in
der Romantik ohne die Wirklichkeit
nicht vorstellbar. Sie bilden eine Ein-
heit, zu der das Reale und das Phan-
tastische verschmelzen. Die Ver-
flechtung dieser zwei Pole wurde
besonders sichtbar und kunstvoll von
den deutschen Romantikern reali-
siert, obwohl die Erscheinungsfor-
men des Phantastischen oft in der
antiken und der mittelalterlichen Li-
teratur auftreten, in denen sie aufs
Engste mit dem Glauben verbunden
waren. Erst in der Romantik, dazu
trug die romantische Asthetik bei,
wurde das Phantastische als eine be-
sondere Ebene innerhalb eines litera-
rischen Werkes verstanden. Unter
dem Einfluss der philosophischen
Lehren von J.G. Fichte und der theo-
retischen Schriften der Briider Schle-
gel erfolgt die Teilung in eine objek-
tive und eine subjektive Wirklichkeit,
wobei Letztere die Oberhand in dem
zweischichtigen Weltbild gewinnt.

den, verbindet sich mit einem ande-
ren. Die Helden werden zu Auflen-
seitern und beobachten die Gescheh-
nisse von auBen. Dabei sind die
rdumlichen Angaben sehr undeutlich,
nichtsdestoweniger begrenzen sie das
Aktionsfeld der Figuren.

Der Hauptheld ist in den
meisten Féllen ein Traumer oder ein
Kunstler, der kein vollberechtigtes
Gesellschaftsmitglied auf Grund sei-
ner Veranlagungen sein kann, weil er
seltsame, ungewdhnliche Taten voll-
bringt, die den Verhaltensnormen
nicht entsprechen. Diese F&higkeiten
flihren den Helden zu einem unver-
meidlichen Konflikt mit dem ihn
umgebenden Milieu der SpielRburger,
was den Hohepunkt in der Spaltung
seiner Personlichkeit bewirkt. Sein
Leben verlauft gleichzeitig in zwei
parallelen Welten, die nur selten mit-
einander in Berihrung kommen oder
sich gar Uberschneiden. Auf diese
Weise erfolgt die Trennung des

2. Allgemeine CharakteristikPhantastischen von dem Realen, ob-

des Phantastischen im Schaffen von
E.T.A. Hoffmann

Die bestimmende Funktion
des Subjektiven, das in der Literatur
die Form des Phantastischen an-
nimmt, konnte sich von den Fesseln
der objektiven Wairklichkeit nicht
loslésen und wirkte auch weiterhin
wie eine Ganzheit mit ihr zusammen.
Unter dem Phantastischen st die
Nichtubereinstimmung mit der
Wirklichkeit zu verstehen, die Ver-
schmelzung des Wunderbaren mit
dem Realen ist zu der wichtigsten
Besonderheit des Schaffens von
E.T.A. Hoffmann geworden.

In seinen Werken ist der
Ubergang aus einer Welt in die an-
dere kaum bemerkbar und erfassbar.
Der Zustand der Zeitlosigkeit, in dem
sich die handelnden Figuren befin-

wohl die Anfdnge des Subjektiven
tief in der objektiven Wirklichkeit
liegen.

Der Ubergang von der idea-
listischen Philosophie J.G. Fichtes
(der subjektive ldealismus), die die-
ser als Wissenschaftslehre bezeich-
nete, zu dem objektiven Idealismus
F. Schellings l&sst sich in den Wer
ken der deutschen Frih- und Spatro-
mantiker feststellen. Die philosophi-
schen Lehren bestimmen die wich-
tigsten Entwicklungstendenzen der
Wissenschaften und die charakteristi-
schen Merkmale der Epoche, wie
zum Beispiel das Interesse der
Kunstler, Komponisten und Schrift-
steller fur das Phantastische, das oft
die Form des Subjektiven einnimmt.

Der Einfluss von J.G. Fichtes
Thesen Uber die Einbildungskraft und



das schopferische Ich und I. Kants
Lehre von der Nichterfassbarkeit der
Welt, die im Zentrum ,,das Ding an
sich® hatte, waren fur die Entwick-
lung E.T.A, Hoffmanns zu einem
Schriftsteller ausschlaggebend. Er
uberwindet die Dominanz des Sub-
jektiven und fuhrt in seine Mdrchen
die von ihm auf eine neue Art aufge-
fasste Wirklichkeit ein. In seinen fri-
heren Werken, Maérchen, Novellen,
Erz&hlungen wird die reale Welt als
ein Hindernis verstanden, das verhin-
dert, dass sich die F&higkeiten einer
schopferischen  Personlichkeit im
vollen Malie entfalten. Sein Spétwerk
weist eine andere Tendenz auf: Das
Phantastische bringt die Helden in
die Wirklichkeit zurtick oder es ver-
liert seine erhellende Funktion und
wird so grausam und furchterregend,
dass sich die Realitat trotz der in ihr
herrschenden  Ungerechtigkeit als
anziehender erweist.

Die Ansichten der Philoso-
phen, die die Romantik pragten, wur-
den von den Ereignissen in der Rea-
litdt hervorgerufen, obwohl die Phi-
losophie die wichtigste Stellung dem
Subjektiven zuwies. Obwohl die
Schriftsteller jener Epoche sich dafiir
einsetzten, die sie mit der Gberdrussig
gewordenen Alltagswelt verbinden-
den Bande zu zerreiBen, konnte die-
ser Vorgang nicht vollzogen werden.

fens. Diese Tatsache zeugt von der
Geburt neuer Tendenzen in der
Wirklichkeit, die in der Literatur ih-
ren Ausdruck gefunden haben.

Die Kluft, die zwischen dem
Poeten und seiner Umgebung liegt,
wird durch die Prioritiaten der Gesell-
schaft gebildet und diese vertiefen
ihrerseits die Gegensétze. Die Unzu-
friedenheit und die Hoffnungslosig-
keit, die die Epoche der Romantik
pragten, waren Fesseln, die von den
Schriftstellern nicht zerrissen werden
konnten. Sie waren weder im Stande,
ihre tiefsten und sehnlichsten Wiin-
sche zu verwirklichen, noch dazu,
ihre Fahigkeiten zu entfalten, noch
gesellschaftliche und politische Miss-
stdnde zu beseitigen. Aber all diese
Faktoren eroffneten vor den Roman-
tikern neue Horizonte.

Die Kiinstler wendeten sich
dem Inneren des Menschen zu. Dort
fanden sie Zuflucht fir ihre Traume,
dort konnten sie das Gewiinschte tun,
um nur selten in die Wirklichkeit zu-
rickzukehren. Fur E.T.A. Hoffmanns
Werke ist die absolute Trennung der
Realitat von der inneren Welt nicht
kennzeichnend.

Die Figuren in seinen Texten
sehen die Nichtvollkommenbheit ihrer
Umgebung und vertiefen sich in ihr
Gefiihlsleben, versuchen dort Kréafte
zu finden, um die geistige Ausgegli-

3. Phantasiewelt und Wirk-chenheit herzustellen, die immer

lichkeit in den Werken E.T.A. Hoff-
manns

Die Unmadglichkeit, sich der
realen Welt zu entziehen, wird au-
Rerst eindrucksvoll in den Texten von
E.T.A. Hoffmann geschildert. Die
Krise der Hauptfigur, die versucht,
sich von der realen Welt zu distanzie-
ren und in die subjektive Ebene zu
fliehen, um dort Schutz zu finden,
steht im Mittelpunkt seines Schaf-

wieder durch die Ungeordnetheit der
AuRenwelt zerstért wird. Das Un-
gleichgewicht wird desto stérker, je
mehr sich die Helden ihrem Inneren
zuwenden, denn je groRer die Macht
der Phantasie (ber ihnen ist, desto
unertraglicher erscheint die Unge-
rechtigkeit des Diesseits, desto ver-
standlicher wird die Nichtrealisier-
barkeit des Erhofften.



Die Mauer, die das Innere
vom AuReren trennt, kommt dem
Traumer, der von den Gegensitzen
gequélt wird, uniberwindbar vor.
Der seelische Zwiespalt treibt den
Studenten Anselmus (,,Der goldene
Topf), den Schauspieler Giglio
(,,Prinzessin Brambilla®), den Dichter
Balthasar (,,Klein Zaches, genannt
Zinnober*) und den Kapellmeister
Johannes Kreisler (,,Lebensansichten
des Katers Murr*), die als AuBensei-
ter in der ,normalen” Welt betrachtet
werden, in den Wahnsinn. Nur we-
nige kénnen dieser Gefahr widerste-
hen und ihr schlieBlich entrinnen.

Durch diese Tatsache lassen
sich die Ansichten des Autors aufde-
cken: Es ist unmdglich, nur in einer,
in der subjektiven Welt zu leben.
E.T.A. Hoffmann lasst die Hauptfi-
gur in die reale Ebene zuriickkehren,
um ihre Bedeutung fir den Menschen
hervorzuheben, ohne dabei die Rolle
des Surrealen abzulehnen.

geniiber so unbarmherzig ist und viel
Unglick bringt. Er wird aber aus sei-
nen  Tagtrdumen herausgerissen
durch die seltsamen Laute, die er
wahmimmt, und die geheimnisvollen
Wesen, die goldgriinen Schlangen,
die um ihn spielen.

Stellen wir den Zusammen-
hang zwischen der Ursache und der
Wirkung der beschriebenen Hand-
lung fest: Das Rauchen liegt noch auf
der realen Ebene, das Erscheinen der
mysteridsen Gestalten ist die Sphére
des Imagindren. Daraus ldsst sich
schlussfolgern, dass die goldgriinen
Schlangen Trugbilder sind, die durch
den Rausch hervorgerufen wurden,
anders gesagt die Visionen seines
betdubten Verstandes w'aren. Der
Ubergang aus einer Wirklichkeit in
die andere ist kaum spirbar, denn
alle Handlungen des Studenten wer-
den aufs Ausfuhrlichste beschrieben.
Die Detailtreue wird zu einem Ver-
fahren, mit Hilfe dessen das Phantas-

4. Wechselspiel zwischentische eingesetzt wird, auch bei der

dem Phantastischen and dem Realen
in dem Mérchen

,,Der goldene Topf“

Eine der ersten literarischen
Schopfungen E.T.A. Hoffmanns ist
das Marchen ,Der goldene Topf*,
dem der Autor selbst eine wichtige
Stellung in seinem Schaffen zuge-
wiesen hat. In diesem Text finden
viele Merkmale ihren Ausdruck, die
sich im Spatwerk des Verfassers zu
erkennen geben. Im Text des deut-
schen Romantikers nimmt das kaum
erkennbare Verlegen der Handlung
aus der realen Sphére in die Ebene
des Phantastischen die zentrale Stel-
lung ein.

Der Student Anselmus stopft
seine Pfeife ,von dem Sanitdtsknas-
ter* [9, 137], zindet sie an und denkt
an sein bodses Schicksal, das ihm ge-

Wiedergabe seiner Gedanken. Wenn
auch die zeitlichen Parameter des
Vorgangs in Betracht gezogen wer-
den, wird es klar, dass Anselmus,
vertieft in seine traurigen Uberlegun-
gen, genug Zeit hatte, damit die Wir-
kung des Tabaks zum Vorschein
kommen konnte. Nach einer Weile
sieht der Hauptheld die im Holunder-
busch spielenden Schlangen, als der
Tabakrausch seine Sinne noch bene-
belt.

Aber die Funktion der Zeit in
dem Marchen st noch nicht er-
schopft. Die Zeitspanne, die das Rau-
chen des Tabaks bis zum Erscheinen
der Schlangen einschlief3t, ist relativ
lang, eine Handlung wird folglich
von der anderen fast vollig unabhén-
gig, und das Spiel der ratselhaften
Schlangen gilt aus diesem Grunde als



eine Erscheinungsform des Phantasti-
schen.

Die von Anselmus gewahrte
Welt wird so beschrieben, dass sie als
real gesehen Wird. Die imagindre
Welt wirkt auf verschiedene Sinnes-
organe des Studenten. Zuerst hort er
unbestimmte Laute, ,ein sonderbares
Rieseln und Rascheln* [9, 140], ,,das
Gelispel und Gefluster und Geklin-
gel* [9, 140], die sein Gehor reizen,
dann sieht er Schlanglein, deren Fér-
bung sich stark von dem grauen Um-
riss der Stadt abhebt, und bemerkt die
blauen Augen des einen von ihnen.
Die grellen Nuancen fallen sofort auf
und werden zu Reizen der Sehorgane
Anselmus’. Das Tasten und Schme-
cken wird auBer Acht gelassen. Desto
starker tritt die Bestimmung der
Laute und vor allem der Farben im
Maérchen hervor.

Wichtig ist ein anderes Ge-
fihl, dem keiner der Sinne entspricht,
das aber eine entscheidende Rolle fir
den Handlungsablauf spielt. Als der
Student das blaudugige Schlénglein
erblickt, wird er von ihm angezogen
und von plotzlicher Liebe zu ihm
uberwéltigt. Die Liebe zu dem ver-
zauberten Mé&dchen Serpentina hilft
ihm, alle Hindernisse zu tberwinden
und sein Glick im Reiche Atlantis zu
finden.

Der literarische Text im Un-
terschied zum Gemélde oder zum
Musikstuck wird mit Hilfe der Ein-
bildungskraft des Lesers verstanden.
Die Bilder, die Wirklichkeit wider-
spiegelnd, bezaubern die Sehorgane,
weil die geschaffenen Gestalten als
Varianten der schon in der Realitat
existierenden betrachtet werden. Die
Musik erzeugt Laute, die zu Reizen
des Gehors werden und sich schlieB-
lich in die Vorstellungen von den
wirklichen Gegenstdnden verwan-

deln. Die Literatur wird als eine
hochst abstrakte sprachliche Kunst
aufgefasst, die die Phantasie in noch
grofRerem Male in Anspruch nimmt,
im Vergleich zu den anderen Kins-
ten.

In der Romantik verschmel-
zen Musik, bildende Kunst und Lite-
ratur zu einer Ganzheit. E.T.A.
Hoffmann, der selbst ein ausgezeich-
neter Karikaturist, begabter Kapell-
meister und talentierter Komponist
war, verbindet sie in seinem Maérchen
»Der goldene Topf4 was sich auf der
stilistischen Ebene am deutlichsten
veranschaulichen l&sst. So stehen die
Laute, die die Bewegungen der
Schlénglein hervorrufen, fur Musik,
Farben deuten auf die Malerei hin im
Rahmen eines literarischen Werkes.

Die Verbindung von Seh-,
Hor- und Geruchswahrnehmungen
und seelischen Regungen des Haupt-
helden, der durch sie die ihn umge-
bende Welt empfindet, wird zu einem
der wichtigsten Merkmale des Phan-
tastischen im Schaffen von E.T.A.
Hoffmann. Der Ansto aus der
Wirklichkeit (das Rauchen der
Pfeife) verdndert seine traurige
Stimmung und macht das Erscheinen
der geheimnisvollen, unheimlichen,
phantastischen Visionen maglich. So
spielen die Sinne des Studenten ihm
einen Streich, sie tauschen ihn und
versetzen ihn in die Phantasiewelt.

In Anselmus’ Einbildung und
Weltauffassung wechseln sich die
Realitdt und das Phantastische stén-
dig ab, sie bilden dadurch ein Ge-
samtbild von d&sthetisch schénen Ta-
ten. Die Farbpalette und die lautliche
Vielfalt dringen in die Phantasie des
Helden und verhelfen zu der Ent-
wicklung seiner inneren Leiden-
schaften, starker Gedanken und star-
ker Gefuhlsausbriiche. Dabei hat die



Entwicklung von ungewdhnlichen
Gefihlen und Gedanken nicht einen
statischen Charakter, wobei die Be-
schreibung der Natur ihren Beitrag
dazu leistet. Die Gedanken des Stu-
denten entsprechen der in der Natur
herrschenden Stimmung, die disteren
Farben werden zu den fréhlichen
gelbgriinen Tonen, die das gehobene,
noch unergriindete Geflhl der Liebe
symbolisieren.

Als eines der wuchtigsten
Mittel zum Ausdruck des Phantasti-
schen bei E.T.A. Hoffmann gilt der
Ubergang von der Realitat zur einge-
bildeten Wirklichkeit, der durch die
Einwirkung auf die Sinnesorgane des
Haupthelden realisiert wird. Die mit-
einander verbundenen Sinne Gehor
und Sehkraft machen ein Blindnis der
Kunste aus, das sowohl fur die Friih-
ais auch fur die Spéatromantiker
auschlaggebend war. Die Griinde
dieses Zusammenwirkens liegen in
den philosophischen Lehren des 17.
und 18. Jahrhunderts, die die Erneue-
rung der kiinstlerischen Formen for-
derten.

AuBerdem zu nennen ist der
Ruckgriff des Schriftstellers auf die
Laute und Farben. In seiner philoso-
phischen Lehre betonte F. Schelling
nachdricklich, dass es notwendig ist,
einen neuen Typ des literarischen
Werks zu schaffen, in dem die be-
sonderen Merkmale der Musik und
der Malerei miteinander verbunden
sind. So werden in einem literari-
schen Text die Merkmale verschie-
dener Kinste, die dem Autor des
Marchens nah waren, vereint.

Die Geriiche und Difte, die
vom Studenten wahrgenommen wer-
den, werden dem bildlichen Aus-
druck des Schriftstellers nach zur
Sprache, wenn sie die Liebe auf-
flammen lassen: ,,Der Duft ist meine

Sprache, wenn ihn die Liebe entzin-
det” [9, 141]; ,der Hauch ist meine
Sprache, w'enn ihn die Liebe entzin-
det* [9, 142]. Bei dem Erscheinen
der Schlénglein empfindet Anselmus
alles viel intensiver, die Gerlche, den
wehenden Abendwind und die Glut
der Sonnenstrahlen. Der durch die
dunkelblauen  Augen  Serpentinas
verzauberte Student spirt einen star-
ken emotionellen Schwung, der die
Gefiihle Anselmus’ zu Serpentina
verdulRerlicht.

Die Liebe hat die Hauptfigur
noch nie vorher uberwéltigt. Seine
innere  Begeisterung bildet einen
Kontrast zu dem grauen Dresden.
Dass seine seligsten Winsche nicht
in Erfullung gegangen sind und dass
sein Schicksal immer bése zu ihm ist,
hat keine Bedeutung mehr, bereitet
ihm keine Sorgen mehr, denn nur ein
einziger Blick in Serpentinas Augen
veréndert seinen Gemutszustand und
weckt in ihm Liebe. lhr geheimnis-
volles und unerklarliches Verschwin-
den flhrt ihn zu einem erneuten Zu-
samrnenprall mit der fremdgeworde-
nen Wirklichkeit.

Die reale Welt wirkt farblos
im Vergleich zu der bunten Welt der
Schlangen. Diese ausgedachte, nur in
der Vorstellung vorhandene Welt
steht dem traurigen Alltag gegeniber
und bringt Leben, Bewegung,
Reichtum an Farben und Geriichen in
die Seele des trdumerischen Studen-
ten.

Wenn Serpentina in den
Wellen der Elbe verschwindet, erstar-
ren Anselmus' Sinne. Die Farben
verblassen, die Laute werden leise
und verstummen allméhlich, der Duft
wird vom Winde verweht. Es bleibt
nur der Schmerz, der den Verlust des
Glickes andeutet.



Eine besondere Ausdrucks-
kraft verleihen dem Marchen die
iautmalerischen  Verben ,,schwin-
gen“, ,,schléngeln, ,schlingen“, die
substantivierten Verben ,,Hinundher-
flattem*, ,,das Gelispel und Geflister
und Geklingel“ [9, 140] und Sub-
stantive mit besonderer lautmaleri-
scher  Konnotation ,,Dreiklang®,
»~Kristallgléckchen® [9, 141]. Sie ver-
stdrken die Einwirkung des Be-
schriebenen und veranschaulichen
am deutlichsten den Zustand des Stu-
denten. Die Wiederholung der Laute
gibt die Gerdusche wieder, die der
Student im Holunderbusch wahr-
nimmt.

Die graue und freudenlose
Realitdt wird der bunten, an Lauten
und Geriichen reichen Phantasieweit
gegeniibergestellt. Die Onomatopoe-
tik wird zur Differenzierung der
Wirklichkeit und der imaginativen
Ebene, die durch die Bewegungen
und die ,,Sprache” der mysteridsen
Wesen wiedergegeben wird. Das
starke Gefuhl, das durch das Erschei-
nen der Schlangen erweckt wird,
wird durch Symbole angedeutet, die
seine Sinne vollig in Anspruch neh-
men. Trotz dieser Unterschiede sind
die Grenzen zwischen den Welten
verschwommen, undeutlich. Das er-
reicht E.T.A. Hoffmann durch die
»opringe” aus einer Wirklichkeit in
die andere.

J.  Erscheinungsformen des
Komischen in ihrer Relation zum
Phantastischen

In den Werken der Romanti-
ker wurde das Phantastische zu der
konstituierenden Komponente, weil
es den verdichteten Ausdruck des
romantischen Ideals ausmachte. Aber
es entwickelte sich aus der Realitét
und wurde dadurch auch mit dem
Komischen verbunden. Durch die

verschiedenen Formen des Komi-
schen wurde wie durch ein Prisma
die Wirklichkeit wiedergegeben.

Eine besondere Rolle spielt
das Komische in dem Maérchen von
E.T.A. Hoffmann ,Klein Zaches,
genannt Zinnober“. In diesem Werk
verbinden sich nach A.V. Karel'skij
Humor, Ironie, Satire, Sarkasmus und
die phantastische Groteske [8,
30, 32].

Als Ausgangspunkt bei der
Untersuchung der Erscheinungsfor-
men des Komischen in der Erzdhlung
des deutschen Schriftstellers dient die
Klassifikation von L.V. Borte [6, 82-
90]. Demzufolge bestimmt die For-
scherin das Komische als einen Gat-
tungsbegriff, der Humor (mitleidiger
Spott), Ironie (Auslachen), Satire
(Anprangerung), Sarkasmus (hdéhni-
sches Auslachen), Parodie (komische
Wiedergabe eines fremden Stils,
seine Ubertreibung), Groteske
(phantastisches Ubertriebenes Ausla-
chen) umfasst. Der Inhalt des letzten
Begriffs macht im Wesentlichen das
phantastische Element aus. Daraus
folgt, dass das Komische aufs Engste
mit dem Phantastischen verbunden
ist.

Das Phantastische offenbart
sich in der fur E.T.A. Hoffmann typi-
schen Einfiihrung des Ich-Erzdhlers,
der als Verfasser des Aufgeschriebe-
nen fungiert. ,Das letzte Kapitel”,
das mit den wehmitigen Bitten des
Autors beginnt, ist eine Art ,lyri-
sches Intermezzo*, worin der Schrift-
steller mit dem Leser direkt spricht
und seine Anmerkungen zu dem Ge-
schehen gibt. Zu diesem Verfahren
greift er auch in dem Marchen ,,Der
goldene Topf* in der abschlieBenden
zwolften Vigilie: ,,dass ich sie ... auf
dem Papier, das auf dem violetten
Tische lag, recht sauber und &ugen-



scheinlich von mir selbst aufge-
schrieben fand* [8, 249], und es wird
zu einer stilistischen Besonderheit
der Narration.

Im Marchen, einer phantasti-
schen Gattung, ist der Einsatz dieses
Verfahrens gerechtfertigt. Aber in der
schopferischen Welt E.T.A. Hoff-
manns bekommt es einen besonderen
Inhalt. Der gehobene Stil, wenn sich
der Schriftsteller an den Leser wen-
det, wird durch komplexe Satzstruk-
turen erreicht, verwandelt sich aber
unter seiner kinstlerischen Hand in
sein Gegenteil, in das Komische.

Zwischen dem Ich-Erzdhler,
durch dessen Figur das Komische in
den Text eindringt, und den be-
schriebenen Ereignissen besteht eine
Distanz, die als ,romantische Ironie“
bezeichnet wird. Einer der Theoreti-
ker der Romantik, Friedrich Schlegel,
definiert sie in seinem Aufsatz ,Rede
tber die Mythologie” als ,,diese[n]
wunderbare[n] ewige[n] Wechsel von
Enthusiasmus und Ironie* [4, 51], der
russische Literaturforscher A.V. Ka-
rel'skij versteht unter diesem Begriff
die Einstellung des Autors zu der
Wirklichkeit und seinem Werk: Der
Kdnstler ist insofern der Herr und der
Richter tber alles, so dass er mit Iro-
nie nicht nur die Welt, sondern auch
die Kunst, seine kinstlerische Fahig-
keiten und die Wahrheit des Daseins
betrachten kann [8, 12].

Der Emst, das Phantastische
und das Komische verflechten sich
besonders bei der Aufzihlung aller
maglichen Erscheinungsformen des
Ungewdhnlichen wie ,,merkwirdige
Taten“, ,,s0 viel Wunderliches, Tol-
les, der nichternen Vernunft Wider-
strebendes”, ,,seltsame Gestaltungen*
[8, 430]. Ihre Anh&ufung wird durch
das Auftreten des ,spukhaften Geis-
tes, Phantasus geheiflen®, bedingt,

dessen Wesen ,,bizarr” [8, 431] wirkt.
Die Bitte des Erzéhlers, das Gelesene
»Mmit recht heiterem Gemiit [sich] ge-
fallen [zu] lassen” [8, 431], deutet
darauf hin, dass das phantastische
Marchen nicht ernst genommen wer-
den muss. Aber aus den verborgenen
Zusammenhéngen l&sst sich schlie-
Ren, dass der Text auch anders agie-
ren kann.

Die Ironie, mit der der
Schriftsteller den Leser behandelt,
ermdglicht, die Grundidee zu fassen.
Der Leser muss nicht einfach lachen,
er muss das Wunderbare aus dem
Marchen mit dem real Stattgefunde-
nen vergleichen, um die Wirklichkeit
nuchtern einzuschatzen.

Die lexikalische Seite des
Textes macht Folgendes deutlich: die
»~romantische lronie* tritt nirgendwo
so deutlich in Erschenung wie im
letzten Kapitel, das eine Synthese
von allen Formen des Komischen
darstellt.

E.T.A. Hoffmann greift wie-
der zu einem ungewdhnlichen Ver-
fahren. Er benennt die Kapitel auf
eine nicht traditionelle Weise, dem
neunten Kapitel folgt nicht das
zehnte, sondern ,,Das letzte Kapitel*.
Dieselbe Methode verwendet der
Schriftsteller auch im Mérchen ,,Der
goldene Topf*, in dem das Kapitel
»Vigilie“ heit. Das Komische wird
dadurch zum Ausdruck gebracht,
dass die Benennung ,,Das letzte Ka-
pitel* dem Leser das heranriickende
Ende der Lektire ankiindigt.

Der Titel hat aber noch eine
Funktion, Der Leser wird in Kenntnis
gesetzt, dass sich der Verfasser der
Phantasie ,,zu sehr* [8, 431] hingab,
wodurch die negative Konnotation
des Satzes verstarkt wird. Das be-
deutet, dass der Schriftsteller sein
Werk ,,von der Seite* betrachtet, und



zwar von der Position des ,,geliebten
Lesers”, und von dort aus, auf die
Besonderheiten seiner Erzahlweise
hinweist. Dieses Prinzip ist die
Grundlage flr die ,romantische Iro-
nie“.

Das Komische erscheint auf
allen Ebenen des Textes und verbin-
det sich mit dem Phantastischen, das
in dem Werk ,,Klein Zaches, genannt
Zinnober* seltener vorkommt als in
dem Marchen ,,Der goldene Topf'.
Aber auch hier spielt das Zauberhafte
eine wichtige Rolle. Die guten Zau-
berer und Feen mischen sich in die
Handlung ein, sie helfen den Leiden-
den, belohnen die Hilfsbereiten und
fuhren alle zum Siege des Guten.

Die Fee Rosabelverde hilft
dem abscheulichen Wechselbalg Za-
ches, indem sie ihn mit magischen
Kréften versieht. Die Zentralfigur des
Marchens wird als ,der kleine
Daumling“ [8, 298], ,.ein gespalteter
Rettich* [8, 299] ,,das bbose Alrdun-
chen* [8, 300] beschrieben. Alle die-
sen Charakteristiken deuten auf seine
Nichtigkeit hin, die durch das Adjek-
tiv ,,klein®* im Titel verstarkt wird. Er
wird ,klein Zaches” genannt, nicht
nur, weil er klein von Statur ist, son-
dern auch, weil seine Kenntnisse ge-
ring sind, weil er keine Verdienste
vor dem Staat hat und weil seine
menschlichen  Eigenschaften  ihn
nicht als Persdnlichkeit auszeichnen.

Zaches stort das Gluck ande-
rer, eignet sich die fremden Errun-
genschaften an. Er ist die Person,
ohne die alle poetischen Naturen,
Schopfer, Kiinstler erleichtert aufat-
men wurden. Seine Figur steht sym-
bolisch fir das SpielRburgertum, das
sich wichtig tut, um dadurch die
Notwendigkeit seiner Existenz zu
beweisen. Die Beschreibung seines
AuReren, so wie ihn der Leser am

Anfang und am Ende des Mérchens
sieht, als die W'irkung der magischen
Kréafte nachgelassen hat, macht ihn
zu der Gestalt, in der das Groteske
am deutlichsten hervortritt.

Das Mérchen ,Klein Zaches,
genannt Zinnober* enthalt mehrere
Formen des Komischen. Dazu geho-
ren lIronie, Satire, Groteske, die alle
Schichten des Erzdhlens durchdrin-
gen. Der Gebrauch der expressiv ge-
farbten Lexik und der komplexen
Satzstrukturen schafft eine gehobene
Aura, die sofort nivelliert wird, weil
die beschriebenen Figuren niedrige
Wiinsche und kleinliche Bestrebun-
gen haben. Der Blick von der Seite,
der Blick aus der Position des Lesers
auf die Ereignisse, den der Schrift-
steller aktiv in seinem Werk einsetzt
und der besonders ausdrucksvoll im
letzten  Kapitel zum  Vorschein
kommt, konzentriert sich in der ,ro-
mantischen Ironie“. Im Mittelpunkt
des Textes steht die groteske Figur
des kleinen Zaches, in der sich die
phantastischen Zige mit den komi-
schen vereinen, die die Absurditat
des Lebens widerspiegelt. Die Ver-
schmelzung des Phantastischen mit
dem Realen, die in allen Werken
E.T.A. Hoffmanns vorhanden st
verwandelt sich im Maérchen in die
Antithese der Schein und das Wabhre.

6. Christliche Motive und das

Phantastische im Roman ,,Die Eli-
xiere des Teufels “

Die kiunstlerische Welt
E.T.A. Hoffmanns beeindruckt durch
ihre Vielfalt, die oft durch innere Ge-
gensédtze des Dargestellten bedingt
wird. Die Handlung, die sich gleich-
zeitig in zwei Welten abspielt, wird
oft als Zersplitterung, Inkompatibili-
tdt der Bestrebungen des romanti-
schen Helden, des Dichters oder des



Komponisten mit den Gesetzen des
Alltags verstanden.

Das Dasein, dessen Schilde-
rung im Schaffen des romantischen
Schriftstellers einen wichtigen Platz
einnimmt, ist komplex: In ihm wird
der Kampf gefihrt zwischen dem
Guten, das das Schone schafft, das
dem Ideal gleichgestellt wird, und
dem Bdsen, das die letzten Licht-
strahlen der Hoffnung zu vernichten
sucht, die geheimen Wolliste auf-
deckt, die Konventionen bricht, Lige
und T&uschung verbreitet. Das Inte-
resse flr die ,,nachtliche* Seite der
Existenz und die ,dunklen* Seiten
der menschlichen Natur l&sst sich bei
den Romantikern der Jenaer und der
Heidelberger Schule aufzeigen. Das
Geheimnis, das von der Nacht ge-
schaffen und gehittet wird, tritt zu-
tage als Leitmotiv des Romans ,Die
Elixiere des Teufels®, des ersten um-
fangreichen Werks E.T.A. Hoff-
manns.

Der Roman handelt vom Le-
ben des Mdnchs Medardus, von sei-
ner Geburt bis zu seinem Tod. Die
Aufhellung und die Reinigung der
Kinderseele von den vererbten Las-
tern wechseln sich mit dem morali-
schen Fall des Monchs ab, weil er
infolge einer Mordtat zum Sinder
wird.

Ein wichtiges Charakteristi-
kum des Werkes ist das Doppelgan-
germotiv, das aufs Engste mit dem
Spiel zusammenhéngt. Jeder Doppel-
ganger wird zu einem Schauspieler,
der sich fir einen anderen ausgibt
und der seine Rolle vorzuglich spie-
len muss, damit er nicht entlarvt
wird. Dieses Motiv wird im Spatwerk
E.T.A. Hoffmanns besonders pro-
duktiv, der Titel der Erzahlung ,,Die
Doppelganger* macht darauf auf-
merksam.

Nach dem Eintritt in die Welt
begegnet der Mdnch Medardus dem
ihm sehr dhnlich aussehenden Grafen
Viktorin. Er wird zu seinem Doppel-
ganger, als die sich einmal U(ber-
kreuzten Wege zu einer Reihe von
Verwechslungen fiihren. Die Verwir-
rung, die dadurch entsteht, bildet eine
phantastische Ebene im Werk.

Das Phantastische als solche
ist anderer Natur als in den Marchen
»,Der goldene Topf* und ,Klein Za-
ches, genannt Zinnober®. Das Unbe-
wusste, das in den Vordergrund ge-
stellt wird, und die Unsicherheit, die
von dem Verwirrspiel der Doppel-
génger herruhrt, verbinden sich mit
der christilichen Lehre von Gott und
seinem Antipoden, dem Teufel.

In der Legende, die der dltere
Monch Cyrillus Medardus erzahlt,
tritt der Widersacher persdnlich auf,
und der Erzdhler der Mdnch unter-
streicht, dass er sich jeden Kom-
mentars enthalten wird, um seinem
Glaubensbruder alles zu offenbaren,
was er aus den vorhandenen Doku-
menten erfahren hat. Dadurch ver-
sucht er seine Erzahlung glaubwirdig
wirken zu lassen.

Aus seinen Worten wird Klar,
dass der Teufel, der ,Widersacher*
genannt, den heiligen Antonius in der
Wiste versuchte. Der Heilige steht
dem Satan gegenilber und kann sich
nur durch fromme”® Betrachtungen,
»strenges Fasten® und ,standhaftes
Gebet“ [2, 36] gegen seine Macht
wehren. Der Teufel setzt alles ein,
um den Heiligen in seine Gewalt
bringen. Er tragt einen seltsamen zer-
rissenen Mantel, um die Aufmerk-
samkeit des Heiligen auf sich zu len-
ken, lachelt ,,h6éhnisch®, um das Inte-
resse fur seine Person zu erwecken,
und zeigt wie zuféllig die Flaschen-



hélse, damit Neugierde und Listern-
heit den Einsiedler packen sollen.

Bruder Cyrillus appelliert
wiederholt an die Autoritadt des von
ihm sorgfaltig aufbewahrten Doku-
ments, um seine Zuverléssigkeit noch
einmal zu betonen. Daraus folgt, dass
der mehrmalige Versuch die Vision
des Heiligen durch alte Urkunden als
eine reale Tatsache darzustellen,
Misstrauen provoziert. Die mysteri6-
sen Ereignisse, die fur die meisten
Kapuziner ein Geheimnis bleiben,
kdénnen den Glauben weniger erfah-
rener Monche erschittern. Je nach-
drucklicher Bruder Cyrillus Uber die
Echtheit der Dokumente spricht,
desto starker wird der Zweifel an sei-
nen Worten und desto tiefer dringt er
in das Bewusstsein des Bruders Me-
dardus. Und wenn die Bilder der
Qualen des heiligen Antonius nicht
so grausam waéren, wirde er die Fla-
sche mit dem geféhrlichen Inhalt so-
fort 6ffnen, denn mit den Worten sei-
nes Lehrers eignete er sich auch die
in ihnen versteckte Duplizitat an, ob
die Legende lber die Versuchung des
heiligen Antonius eine wahre oder
eine ligenhafte Begebenheit schil-
dert, anders gesagt, ob sie eine nur in
der Einbildung des Bruders Cyrillus
existierende phantastische Geschi-
chte ist.

Daraus folgt, dass die Be-
weise fir die Authentizitat der Do-
kumente einerseits und der unheim-
lich-ratselhafte Charakter der Le-
gende andererseits die Mittel zum
Ausdruck des Phantastischen sind.

Im Roman ,Die Elixiere des
Teufels” wird ein neuer Typ des
Phantastischen eingefuhrt. Es verbin-
det sich mit dem christlichen Glau-
ben, in dessen Zentrum der Kampf
des Guten gegen das Bdse steht.
Diese Auseinandersetzung wird in

dem Werk thematisiert. Das Ubel
nimmt die Gestalt des Widersachers
an, das Gute verkdrpert der heilige
Antonius. Diese Dichotomie bildet
den Kern des Phantastischen im Ro-
man. Es ist zu unterstreichen, dass es
zwischen den Gliedern dieser Di-
chotomie eine feste Grenze gibt, was
dieses Werk grundsétzlich von den
Marchen unterscheidet. Der Wider-
sacher oder Teufel setzt die Hand-
lung in Bewegung, nimmt aber an ihr
unmittelbar nicht teil. Aus den im
Roman beschriebenen Ereignissen
lasst sich nicht feststellen, ob es ihn
wirklich gibt oder nicht, weil Uber
seine Tétigkeit die handelnden Figu-
ren aus den Worten anderer Personen
erfahren. Wahrhaftig und unwahr-
scheinlich sind neue Kategorien, die
in diesem Zusammenhang beachtet
werden mussen. Die Tatsachen, die
abwechselnd die eine oder die andere
These bestatigen, schaffen im Werk
eine phantastische Aura.

Die Erscheinungformen des
Phantastischen im Schaffen von
E.T.A, Hoffmann kennzeichnen sich
durch eine bedeutende Mannigfaltig-
keit. Das Phantastische, als Phéno-
men, verbindet sich mit Ironie, Satire
und Groteske, die Variationen der
romantischen Ironie darstellen, mit
der christlichen Lehre (ber den
Kampf des Allméchtigen mit seinem
Gegner, Satan, und nicht zuletzt mit
den typischen Motiven der Zauber-
marchen, wie z.B. dem Vorhanden-
sein von Zauberern und Feen, die
zahlreiche Verwandlungen vollzie-
hen, dem Uberwinden der Hinder-
nisse und dem Sieg des Guten. Die
wichtigste Kategorie, die den Werken
des deutschen Spéatromantikers zu
Grunde liegt, ist die Duplizitat der
Welt, die Einteilung des Daseins in
eine reale und eine phantastische



Wirklichkeit. Dabei wird die Vorran-
gigkeit keiner der beiden betont, die
eine geht in die andere tber, so dass
es zu einer gegenseitigen Wechsel-
wirkung kommt.

lichkeit hervorgerufen und fand die
Widerspiegelung in der Sprache, was
uns zur Uberzeugung fiihrte, dass die
philosophischen, literarischen und
sprachlichen Faktoren als eine Ge-

Die
die den
Schmerzen
Ereignissen

Zersplitterung der Welt,
Hauptfiguren  seelische
zufugt, wurde von den
in der objektiven Wirk-

samtheit untersucht werden mussten,
um die Rezeption der Werke des un-
vergleichlichen Schriftstellers E.T.A.
Hoffmann zu erleichtern.
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KOHUEPT A1 ®OPTEMNMNAHO
C OPKECTPOM 3/1ATbI TKAM.
NCTOPNA CO3OAHNA N OBLLNE
KOMMO3NUMOHHBIE OCOBEHHOCTWU

CONCERTO FOR PIANO AND SYMPHONIC ORCHESTRA WRITTEN
BY ZLATA TKACH. HISTORY OF CREATIONAND GENERAL
FEATURES OF COMPOSITION

AneHa BAPAAHAH,
CTapLUMiA NnpenojaBaresib
Akagemna Mysbikun, TeaTpa 1 N306pasnTenibHbIX UCKYCCTB,
KuwnHes
The author of this article offers interesting information about how Z. Tkach’
famous concerto has been created. She presents a detailed analysis of the Concertos

dramatic nature, its particularities ofform and the variety ofsubjects. The author tries to
generalize the features of Z. Tkach’s musical style, employed in the latest period of her

artistic work.

B wncTtopun passuTusa KaHpa
(hopTenuaHHoro KoHuepta B Mon-
[0BE OfHUM M3 APKUX COObITUIA no-
CfefjHero fecatuneTusd crano noss-
neHne KoHuepTa gna ¢oprenvaHo u
CUM(OHNYECKOrO OpKecTpa 3natbl
Tkay. OHO 6bI10 NPOAUKTOBAHO Lie-
NbIM  PALOM MPUYMH W, B MEPBYIO
oyepefdb, He TONbKO TBOPYECKOM Mo-
TPeOGHOCTbI0O aBTOpPa, HO W BO3HUK-
e yfayHoW MCNOMHUTENbCKOW cu-
Tyauwneii. KoHUepT cpa3y Halén cBo-
ero cnywarens v 6bi1 Tenao npuHAT
ny6NKONA.

KoHuepT ang ¢optennaHo c
CUMMOHNYECKUM OpKecTpom 3naTbl
Tkay - OfHO M3 CaMblX 3HAYUTENb-
HbIX €€ COYMHEHWI 3a nocnegHue
rofbl >XW3HW. Bnepsble MCNOMHEH-
Hbl/i Ha eXerogHom ecTusane Cco-
BPEMEHHOI My3bikn («Zilele muzicii
noi») B 2002 rofy B WCMNONHEHUU
mMosioforo nuaHucTa A. Tumodeena B
COMPOBOXAEHUN  CUMMOHWNYECKOTO
OpKecTpa HauMoHanbHOW Qunapmo-
Hun nMm. C. JlyHKeBM4ya nofg ynpas-

neHvem B. [oHW, OH cHoOBa O6bln
BK/IOYEH B nporpammy uiapmoHu-
YeCcKOro KoOHLepTa, npolwejliero B
[HW CTONETUA eBPENCKOro norpoma B
KuwwnHése (anpenb 2003 r.). Torga
TPaKTOBKA €ro NMMaHWCTKOW PaliMOH-
pon LWerHdensa nokasana BCH
rnyouHy u noTeHuuanbHoe 6orart-
CTBO 00pasHoi nanmutpsbl KoHuepTa.
PaboTy Haj HUM KOMNO3UTOP
Hayana B 2001 rogy w 3aBepwuna B
2002 r. 3TO He 6bI/I0 NepBbIM eé 06-
paweHeM K >XaHpy KoHLepTa: OHa
yXXe co3fana npoussefeHns, cocras-
nAloWmne BepwnHy e& WHCTPYMEeH-
TanbHOro TBOpYecTBa. [lepBbIM W3
HUX cTan KoHUepT Ans CKPUMKM,
CTPYHHbIX W NNTaBp, HanWcaHHbIA B
1971 r. OcHOBOIi Ansl ero cosgaHus
MOCNYXWUIW TpaguuumM  HauuoHasb-
HOW CKPUMMWYHOW MCNOMHUTENbCKOM
WKOMbI - KakK akafleMuyeckue, Tak u
npuwegline n3 MOJI3aBCKOT0
(hoNbKIOpa, U3 UCKYCCTBa N3YTapoB.
Mpoun3segeHne 6b1SI0 HAMUMCAHO MO-
C/le Tparmyeckoro cobbiTUS B XXU3HU



3natbl TKay - yTpatbl Matepu, W
rnyéuHa ckopbu, ApamaTuyecKoro
nepexuBaHus ¢ 0coboit cuioin Bo-
NAOTUANCH B XapaKTepe My3bIKU.

B 1989 r. 3nata MowuceeBHa
BHOBb Ob6paliaeTca K  [JaHHOMY
XaHpy: nuweT «KoHuepT ans AByX
NcnofHuTenen Ha ¢nertax». CToMb
HeoOblYHOE Ha3BaHWE CBA3AHO C TEM,
YTO aBTOP MWCMOMb3YeT B HEM Tpu
Pa3sHOBUAHOCTU UHCTPYMeEHTa B TPEX
€ro 4acTtax - COOTBETCTBEHHO 60/b-
Wy, Manyw u anbToBYH (NeiTol.
3T0 npom3sedeHne 3aHUMaeT ocoboe
MecTo B TBOpPYECTBE KOMMO3WUTOPOB
MongoBbl, npeacTasnsas coboil nep-
Bblii OMNbIT MNOAOOHOrO poja. YHuW-
Ka/bHbIA M HENOBTOPUMbI MO 3a-
MbiCny, 3TOT KOHUEpT, NOCBAWEH-
Hbl/A MamMsATW Tparnyeckyn NormoLIero
He3afonro Ao 3Toro oTua, CBOMM
MeMOpManbHbIM XapaKTepoM Heco-
MHEHHO nepeknukaetcd co Ckpu-
MMYHbIM. Tema CMepTu, CKOPOHbIX
pasmblLWAeHNUA, CMAOXHBLIX 3MOLMO-
Ha/lbHbIX U MCUXUYECKUX COCTOAHWIA
paspabaTbiBaeTca B KoHuepTe, npo-
ABNASCL B 3BYKOBOI aTMoOc(epe mMoJi-
[LaBCKUX [OWNH, eBPENCKUX MECEH U
TaHLEeB.

Mepy KomnosuTopa Mpu-
HagnexuT Takke KoHuept gns
CKpUMNKM 1 (hopTenuaHo, npegHasHa-
YEHHBbI ANA yyawmxca AeTCKUX My-
3blKaNbHbIX LWKOA. ABTOP OpPWEHTU-
pyeTcs 34ecb Ha WCMOMIHUTENbCKUe
BO3MOXHOCTM  HOHBIX  CKpunadei,
CTPeMSICb YAOBMETBOPUTL MpakTu4e-
CKYH MOTpPebHOCTb B paclMpeHUm
nefarormyeckoro peneptyapa 3a
CYET COBPEMEHHbIX MO MY3blKa/b-
HOMY f3bIKY W BbIMOMIHEHHbIX Ha Me-
CTHOM MYy3blKa/bHOM MaTtepuane co-
YMHEeHUI KpynHoi dopmebl. MpegHa-
3Ha4YeHHOe AN Y4YeOHbIX Uenei, Ho
obnagalwuiee MHOTMMWU XY[OXECT-
BEHHbIMW LOCTOMHCTBaMM W MpuBIe-

KalLulee BHUMaHWe chylwaTenein ap-
KO  06pa3HOCTbK,  3aMmOMWHal-
WMMca pasHoobpasnem TeMm, LeSIbHO-
CTblO 3aMbiCNa, 3TO MPOM3BefeHne U
CerofjHa LWMPOKO WCNONb3yeTcs B
y4yebHOW npakTWMKe, NoMyyYnB 0p[06-
peHne nejaroros-ckpunayein Mon-
L0Bbl. [aHHblA KOHUepT, Hapsgy c
LPYTUMU MHOTOYUC/IEHHBIMU COYU-
HEHUAMU ANS pasHbIX WHCTPYMEH-
TOB, MpeACTaB/fAeT OTAeflbHOe Ha-
npasneHve paboT MeTOLUYECKOrO
Xapaktepa B TBOPYECTBE KOMMO3M-
Topa.

dopTennaHHbIi KOHLUepT
NpoAo/HKaeT pasBUTUE BCE TOW e
TemMaTMkuM 1n TentnaTt, u4pesBbl-
YyaiiHO BaxXHOW AnA 3.Tkay U Hame-
TUBLUEWCA B €€ TBOPYECTBE YXKe
[laBHO. JTO npousBefeHWe nocCBs-
LEeHO MaMATU >KEpPTB eBPeiicKoro
norpoma, npouclueswero B anpene
1903 roga B KnwuHése. Bonnowas
rNaBHY WAEK COYMHeHusa, 3naTa
MowuceeBHa, MO COBeTYy MyXa, W3-
BECTHOTO MY3bIKanbHOro KpuUTUKa
E.M.Tkaua, Bknounna B Kogy KOH-
LlepTa TeMy MecHW 0 norpome, B CBOé
BpeMs BXOAMBLUE B penepTyap u3-
BECTHOrO eBpeiickoro mnesua Wcm-
popa benapckoro. O6palieHune Xxe
WMEHHO K [aHHOMY >XaHpy Oblno
WHULUNPOBAHO O4HUM U3 €€ yyeHu-
KoB, AnekcaHgpoMm TumodeeBbIM,
Tenepb YXe W3BECTHbIM MONOALIM
WCNONHUTENEM, Ha TOT MOMEHT Bbl-
MYCKHUKOM Pecnyb6/MKaHCKOTo My-
3blKanbHoro nuuea um. Y.Mopym-
6ecky, rge OH yumscs B Knacce KOM-
nosvumn y 3.TKay M cneunanbHoro
thopTennaHo y aBTOpa 3TUX CTPOK.
Ha Hawwnx rnasax Weén He TOMbKO
npowecc pasyymBaHuUa W MOATOTOB-
KW COYMHEHUs K nokasy Ha qectu-
Bane «/[HU HOBOW MY3bIKN», HO U
CO3peBaHMe ero OKOHYaTeNbHOro 3a-
Mmbicna. [loHayany OH Obln peanu-



30BaH B BapvaHTe [BYXPOA/bHOIO
ncnonHeHnsa. ATo 6blna pepyaiuas
BO3MOXHOCTb A/1A HabnwogeHns u
aKTMBHOrO y4yacTua B pefaKTupoBa-
HUM  MY3blKaNbHOro TekcTa. Mol
C/IOBHO MPUCYTCTBOBaNM B TBOpYe-
cKoil nabopatopuu aBTopa. KoHeuHo,
CEpbE3HbIA MUaHUCTUYECKUIT W WH-
TennekTyasbHblA NOTEHUMAn MOMo-
[Oro CONMnUCTa He MOF/IN He YYUThbI-
BaTbCAd  KOMMO3WTOPOM, CTPEMMB-
wumea obecneynmTb CTabUNLHOCTb
WCMOMTHEHUA W YBEPEHHOCTb B peanu-
3auun 3afyMaHHoro.

C TOYKM 3peHMs KOMMO3nLM-
OHHbIX 0CO06eHHOCTel dopTenunat-
Hblli KOHLepT MHTEPeCceH TeM, 4TO B
HEM OTpakeHbl Hambosiee XapakTep-
Hble 4YepTbl CTUAA  KOMMO3UTOpa
no3gHero nepuoga, rge o6WHOCTL C
paHee CO3[4aHHbIMW WHCTPYMEHTa/b-
HbIMW NMPOM3BEAEHNAMUN CKa3blBaeTCH
B XapakTepe TeMaTWKW, B MeTofax
pa3paboTkn matepuana, B MNPUHLU-
nax opraHusauuu ¢opmbl ¥ no-
CTPOEHUA (akTypbl. ITOMY TaKxe
cnocobcTBOBana CTeneHb CHOXHOCTU
M36paHHbIX aBTOPOM  BblpasuTeb-
HbIX cpeAcTB. Ha ¢oHe npeablgywimx
KOHLEPTOB, TrAe SPKO MPOSABUAUCH
TeHAeHUMn (ONbKNOPHOCTKM, a TaH-
LleBa/ibHOE Hayaio COCefCTBOBANO C
MeCeHHO-PeYNTATUBHLIMU  MOHOJIO-
rmyeckumn HopmMamMmy MWHTOHMPOBaA-
HWS, B JaHHOM COYMHEHUW BO MHO-
roM BblIBUNACb POJib 0606LWEHHBIX
(hopM  MenoAMYECKOro  ABUKEHMS,
CTONb PacnpocTpaHéHHbIX B COBpe-
MEHHON My3blke. B 3TOM cwmbicne
dopTennaHHbll KOHLEPT 3HaMeHyeT
coboii onpeaenéHHbIn cABUT B CTO-
poHy 60nee «abCTPaKTHbLIX» TeM,
HECMOTPS Ha TATOTEHWE K MO3MHO-
CTW, NposBuBLUeeca B 0ob6WeM peLle-
HUM UX opmbl. O BANAHUW MO3MHO-
CTV TOBOPUT M UCNOMb30BaHNe MPUH-
uuna MoHOTemMaTn3Ma, NPeTBopsemMo-

ro aBTOpOM B HOBOM, CBOeO6pa3HOM
OCBeLLEeHUN.

OT pOMaHTUYECKMX MO3M
yHacnejoBaHa, B NepByl0 o04epefb,
OflHOYACTHOCTb (hOPMbI, YTO aBTOP
cneumanbHo nofyepkHyna B nojsa-
ronoske «Concert monopartit». E&
BbIGOp peann3oBancA B TakK Has3bl-
BaeMO «MOHOLMKANYECKON» (onpe-
fLeneHue P.bepbepoBa) CTPYKTYype,
rae, Of4HaKo, NPUCYTCTBYIOT BCE He-
06x0auMble  3NeMeHTbl Lukna. B
LpamaTyprmyeckom MjaaHe KOMMO3u-
TOp fgemoHcTpupyeT B KoHuepTe
npouecc hopmMoBaHUsA Npou3BefeHuUs
KaK L,efIoCTHOr0, XXMBOF0 OpraHun3ma,
OT Camoro ero 3apoxfieHus. Mcxog-
Haf unies 3anoxeHa Yy>Ke B MNepBbIX
TakTax, B Ha4yanbHOM fuanore opke-
ctpa u conncta. KOHCTPYKTUBHbIL
e nouck asTop BeféT B o6nactu
MUKpOTemMaTn3ma, TemaTm3ma (ak-
TYPHOTO, B ApamaTtypruv [uHaMu-
YeCKMX, TEMBPOBLIX U PUTMUYECKUX
COMOCTaBIEHWIA.

Komno3uyns KoHuepTa
TpakTyeTcs aBTOpPOM TBOpYecku. B
Lenom BbICTpaMBaeTCca CcregytoLias
KOHCTPYKUWMSA, oxBaTblBatoLLan
60/1bLLIOE YNCNIO pa3fenos:

A - rnasBHas naptua (Mode-
rato non troppo);

A) - cBfA3ylowas naptua Ha
maTepwasne rnaBHol - 1.2;

B - no6ouyHas naptms (Andan-
tino Dolce) -1.5;

C - 3aknounTenbHas naptua
(Meno Mosso, pakoxog K Mo604HOM
napTum) - u.11;

R - paspa6oTka (Allegro) -
u.13;

N - anu3og B pa3paboTke Ha
maTepuane nob6oyHoi naptum (Poco
meno mosso) - u. 15;

A2 - nepsaa penpusa, rnas-
Has naptusa (Tempo 1) - u. 16;



B] - noboyHasa napTtus
(Meno Mosso) - u. 17,

A3 - cBa3sylolaa naptus Ha
maTepuane rnagHom - u.18, 19;

Ri - BTopaa paspaboTka
(Allegro) -u.21;

Ni - anu3og B paspaboTke
Ne2 (Meno Mosso) - u.23;

Ci - 3aknwouuTenbHasa nap-
T™Ma - u.24;

A4 - BTOpas, cxaras, penpu-
3a (rnaBHas napTus y OpkKecTpa) -
Ll.25;

B2- cumBOn nob6oyHoW nap-
TN y posnd - u.25;

C2 - 3aknouuTenbHad nap-
TS Kak CBA3Ka K KajeHuuu - u.27;

KageHumna (Cadenza) - 2
TakTa [0 u.29;

A5 - noarotoBka Kopgbl Ha
maTepuane rnaBHoON naptum - u.29;

Kopa (Coda) - Tema Xono-
kocTa - u.30.

B ux nocnefoBatenbHOCTY
MOXHO YCMOTpeTb [0CTaTO4HO YéT-
KYH0 KOMNO3ULNOHHO-TEMATUYECKYO
CXemy:

A AL, BCRN A2B, A3
Ri N] C) A4 B2 C2 KageHuus
A5 Kopa

CBoeobpasne ©  HeobblY-
HOCTb aBTOPCKOrO 3ambiC/ia 3aKfio-
YyaeTca B HEOXW[JAHHOW, HoBaTop-
CKOW MpOeKuMM MnaHa COHATHOro
Allegro, 4To roBOpUT 0 CBOGOAHOIA
TPaKTOBKE POMaHTUYECKOW MNO3Mmbl,
Mpn 3TOM BO3HWKaeT HeopAWHapHas
- a WMEHHO - [BOWHas COHaTHas
thopma. Ha Hanuuve o0653aTeNbHbIX
aTpnbyTtoB coHaTHoro Allegro yka-
3blBaeT TpajMUMOHHOE MocnejoBa-
TeNbHOe NpoBejeHue Bcex Tem: A -
rnagHoi naptum (4.1), B - no6oyHoW
naptum (4.5), C - 3aKIYUTENLHON
naptum (4.11). Ha gBoliHy0 coHat-
Hyl0 (QopMy YyKasbiBaeT Hanmyue
[BYX CXOLHO HayuMHaroLWmMXcs, HO no-

pasHOMY NpPOAO/DKEHHbIX paspabo-
ToK (U.13 v u.21) u ABYX pasfivyHO
pewéHHbIX penpus (4.16 n 1.23).
Koga cuHTe3npyeT BeCb TemaTuue-
CKWI MaTepvan U OLHOBPEMEHHO
BbIMOMHAET (DYHKUMIO TpeTbeil pas-
paboTku. HecmoTps Ha 6onblioe
4yMCNo TEM W Pasfenos, BKAKOYEHHbIX
aBTOPOM B KOHLEpPT, B HEM feicT-
BYIOT W CUNbHble 06beauHAlOLW e
(hakTopbl. Tak, B NPOM3BeLEHUM
NPUCYTCTBYIOT MPU3HAKW POHAaNb-
HOM (hopMbl BTOPOro MnaHa, rpae
pepeHOM CNyXWUT HeoLHOKpaTHOe
npoBefeHMe Tembl [NaBHOM napTuu
(u.1, 2, 16, 18, 25, 29). Tembl oOc-
TaNbHbIX pa3fenoB BTOPOro MnaHa
0603HaYalOT Hayano Kaxpgoro wus3
3MM30/10B 3TOF0 «POHAO». B 3TOM
MakpoopMe Bo0O6LLe OOHapy>XuBa-
eTCA Hanmyme He o0fHOro pedpeHa, a
pasBuTOil, MHOrOYpOBHEBON  CuUC-
Tembl pedpeHOB, 4TO NOATBepXAa-
eTCA TakXXe TPOeKpaTHbIM MpoBefe-
Huem no6ouyHoi (u.5, 17, 25) un 3a-
KnwuunTensHoi (4.11, 24, 27) nap-
TUNA.

CKBO3HOMY  pas3BuTUIO  BO
BCeli KOMMO3MLMM  CNOcOBCTBYeT,
KaK y>Xe rosopusiocb, MpUHLUMN MO-
HOTemaTu3Ma, TpakTyeMblii pgocTa-
TOYHO CBOe0ob6pa3Ho. 3gecb Hanow-
HUM, 4YTO TEPMUH «MOHOTEMATU3M»
MPOUCXOANT OT TFPEYECKOr0 /fioyowu
[MoHOC] - opguH, eauHblli, n Crua
[Tema] - TO, YTO NONOXEHO B OCHOBY,
a caM npuém BbIBEEHUSA Pa3/INYHbIX
MY3blKanbHbIX TeEM W3 [N1aBHOTO WH-
TOHALMOHHOT0O 3epHa Mo3BoffAeT f0-
6uTbCcs 0cO06Oro eAUHCTBA MHOr006-
pasua TeM W UefoCTHOCTU (hOpMbl,
BblABMIasg nNpuMar OAHON Tembl WK
eAMHOro Komnnekca Tem. Kak u3-
BECTHO, MPUHLUMN MOHOTEMAaTM3Ma
CNYXWUT MOLHbIM (aKkTopoM o06be-
OUHEHWS Kak COHATHO-CUM{OHWYe-



CKOro LMK/a, TaK U KPYMHbIX OJHO-
YacTHbIX (hOpPM.

3nata Tkay, B OT/M4ue OT
KOMMO3MTOPOB-POMaHTUKOB, onu-
paBLUMXCA Ha MAer npeobpasoBaHuUs
W pasBUTUA WHANBMAYANN3NPOBAH-
HOr0 WCXOAHOro Te3nca, B CBOEM
dopTennaHHOM KOHLEpPTe CTaBUT Ha
MepBOoe MECTO WHTOHauWkl  Hei-
TPasbHOro XapakTepa, a TOYHee -
KOHCTPYKTWBHbIA  WHTEpBan  wau
KOMMN/EKC NeliTUHTepBanoBs, 4to 60-
Nee  COOTBETCTBYET  MY3blKa/bHO-
TeXHo/Mornyecknm npuHumnam XX
Beka. Onopoi Aans KomnosmTopa
CnyxaT CcpefcTBa MUKpPOTeMatu3ama,
Tematusma (QakTypHoro, fpamartyp-
rma  AUHAMWUYECKUX, TeMOpOBbIX,
PUTMUYECKMX  cOMoOCTaBfeHnin. B
3TOM CMbIC/lIe UCXOAHbIA WHTOHALM-
OHHbI/i  MaTepuasn, W3NO0XEHHbIA B
MepBbIX Xe TaKTax OpKecTpoBOro
BCTYM/NEHUA, CNYXUT UCTOYHUKOM
[Na BCero OCHOBHOro temarmama. Ha
ero 6ase nyTéM BblYNEHEHUA OT-
[e/NbHbIX 3/IEMEHTOB C NOCNEAYIOLL el
nX TpaHcgopMauueid n pa3BépTbiBa-
Huem 3.TKay 1 BbICTpanBaeT OCTasb-
Hble TEMbl COYMHEHUSA.

Cnepysa cBoeil 06bIYHOW Ma-
Hepe, OHa CKPYMYyné3HO BbIBOAUT KX
M3 Haya/lbHOro Te3uca-umnysnbca,
OCHOBbIBAACb Ha WCYepnbIBaKOLWEM
TO/IKOBaHUU MOTWUBHO-WHTEPBa/b-
HbIX KOHCTPYKTMBHbIX fiYeek, u4To
no3BoNsieT A06MTbCS 0CO6OW EMKO-
CTW W nakoHusma. MNogobHoe yTBep-
XAEeHNe WCXOAHOro KOMMJeKca Kak
CBOEr0 poja «3mbfembl», «3a-
CTaBKM» KO BCEMY COUMHEHUIO U Of-
HOBPEMEHHO CB0OE06pasHOro «reHe-
TUYecKoro (oHga» [J0BO/BLHO Xapak-
TepHo Ana 3.Tkay U npeacTasB/eHo B
TOM YUCNE W B KPYMHbIX €8 COYnHe-
HAX (£OCTaTOYHO BCMOMHWUTL Ganet
«AHApuew»), Bnpouyem, B oTnmuue
oT 6Ganerta, rge rocnoficTByeT KOH-

KpeTHO-XaHpoBas (o/bK/opHas oc-
HoBa, B ®PopTennaHHOM KOHLepTe
rNaBHYH pofb urpakT 6onee «abeT-
paKTHbIE», «OCTPble» U  HanpsXEH-
Hble MHTOHAUWW Manoi CeKyHAbl K
Manoi HOHbl. VIX LOMOMHAT 4acTto
BCTpevalLlmecs B eBpeinckoii Mmy-
3blKE KOMMO3UTOpPa XOAbl Ha Manyto
Tepumnio U YMeHblUEeHHYI KeapT>'. B
nx cueneHnn BHMMAaTENbHBbII
B3rNs4 noMmoraeTr 0O6HApY>XWTb U 3a-
wndpoBaHHble 3naTtoii TKay ugewn-
CUMBO/IbI.

Tak, y>Xe B Haya/llbHOM [BY-
TaKTe WCXOAHOW TeMbl 0OHapy»XuBa-
eTCA CXOACTBO C PakKOXOAHbIM Bapu-
aHTom MoHorpammbl [.[4.LlocTtako-
Bnya DESCH. Komno3uTtop BOCMNpo-
M3BOAUT W ApPYyrve WHTOHALMOHHbIE
thopMynbl, CTaBlIME CUMBOSAMU Lie-
NbIX 3nox. lNojaHHble B 3aMacKuMpo-
BaHHOM BUAe, OHW 06peTaldT HOBOE
3ByYaHMe B KOHTeKkcTe Bcero KoH-
uepta. Cpeamn HUX BaXKHOM OKasblBa-
eTCA WHTOHaLMA cnepyrolero gpar-
MeHTa HayanbHOW TeMbl, HanmoOMWHa-
towas, ¢ O4HOI CTOPOHbI, O NeATMO-
TMBe cyabbbl u3 «Konbua Hube-
nyHra» P.BarHepa, a ¢ gpyroii - cox-
paHsAloLWas KOHTYpbl MOHOrpamMbl
BACH, Bo3HMKalouWeih 30ecb, OfHa-
KO, Ha HOBOM BbICOTHOM YpOBHE.
Mo3xe, B Koge, oHa nosaBngeTcAa Ha
CBOE MCXOAHOW, abCONMOTHON BbICO-
Te, B OCHOBHOM BMWJe, BCTpamBasch B
npouecc obuiero TemMaTU4ecKoro
pa3BépTbiBaHUS.

Mcnonb3oBaHne pasMyHbIX
BapMaHTOB TeM YKa3blBaeT Ha JOMU-
HWPOBaHVe BapuaLMOHHO-BapUaHT-
HOro npuHUMnNa (opMUPOBaHUA W
pasBuTMA TemaTusma, 4To npupaét
aBTOPCKOMY  BbICKa3blBaHWUO, npu
BCEM ero fnakoHW3Me, WHTOHaLMWOH-
HYI0 HaCblWEHHOCTb W KOHLEHTPU-
POBaHHOCTb.



Onopa e Ha nenTuHTepBan
B MHTOHaLWOHHOM CTPOE COYMHEHUA
noenekna 3a co6oi npeobnagaHue
MUKpoTeMaTusMa. B BaxHeiiwem
pasgene opmbl - BO BcTynneHun -
M 3aTem, MOCNe 3KCMOHUPOBaHUA Ha-
Yya/ibHOro Te3uca, BbIAeNAlTCA ABe
rnaBHble MOTWMBHbIE COCTaBNfAOLWUeE
- XOfbl Ha Manyk CeKyHAy W mManyt
Tepumio. B ux passutum npeobna-
parot OP3 («obuwme opmbl 3BYyYa-
Hua», no E.PyuybeBckoil), Ha (hoHe
KOTOPbIX OCOGEHHO YybefuTenbHO
3BYUYUT B [Ja/bHelilleM WHTOHauu-
OHHO-penbeHasa Tema Kogbl (u.30,
Allegro) - BaxHelwunin gpamartyp-
rmyeckmii akueHT Bcero KoHuepTa.

dyHkuna Kopbl, KoTtopas,
COrNacHo Tpaguuuu, CAYXUT Noru-
YEeCKUM WTOTOM pasBUTUA [NaBHbIX
o6pasHbIX cep, BUANTCA 6Honee
MHOronnaHoBOW. 34ecb NpOMCXOoauT
fanbHeillee ApamaTUYecKOe HarHe-
TaHMe W MepeoCMbIC/IEHME [N1aBHOM
napTum, oborauiaeTcs M TPaKTOBKa
OCTa/ibHbIX TeM: no6o4yHas napTus
npuobpetaeT  NMPUKO-ApamaTuye-
CKWIA OTTEHOK, a Xopan 3aknwuu-
TeNbHOW MapTum yTBeEpXAaeT npo-
CBET/IEHHbIN, CMOKOWHLIA 1 cocpefo-
TOYEHHbIN 06pa3. OfgHakKo CpeaoTo-
4yneM M KynbMuHaumein Kogbl cTaHo-
BUTCA BCE e Tema W.benapckoro,
TpakTyemas Kak Tema Xo0JioOKOCTa
(u.30). OHa npMBHOCUT [OMOJHU-
TeNbHbI/i TeMaTuyecknii KOHTpacT B
06pa3HO-MHTOHALUOHHYO Cclepy U
OfJHOBPEMEHHO 3HaMeHyeT Hayano
HOBOro 3Tana B pPasBUTMM 06LLErO
MY3blKa/bHO-ApamaTypruyeckoro
3ambic/ia COYUHEHUSA.

Eé nosdsneHne B 3nuuUeHTpe
LpaMaTMyecKoro CMbIC/IOBOrO Ha-
NPsYXeHUs BCEro npown3BefeHns cBA-
3aHO, B MEPBYI0 0Yepedb, CO CKpbl-
TOM MPOrpamMMHOCTbIO  KOHLepTa.
3Byuallas Kak CTpPOruii xopan, oHa

O[JHOBPEMEHHO BHOCUT 3/IEMEHTHI
KOHTpacTa B TEMAaTUYECKYH CUCTEMY
COYMHEHUS W BHOBb cobupaeT BO-
€ANHO ero OCHOBHOIM WHTOHALMOH-
Hbli KomMnekc. Tema 3Ta CMOBHO
KOHLIeHTpuMpyeT B cebe BeCb Tparmsm,
CKOpOb W MOTPACEHME OT CTpaLUHbIX
cob6bITWIi BEKOBOI JaBHOCTMW.

CVMMBONNKY MOMeEHTa YycCu-
NUBAIKOT TPaypHO 3Byuallne Ha (hoHe
yaapHbix Konokona. CosgaBas 3-
(hekT 3xa Ha pianissimo, morendo,
OHMW C/IOBHO HANOMWHAaKT O NPOW30-
Wweawei Tparegun. B aToM acnekre
BaXKHelillee 3HayeHue npuobpetaet
M TO, YTO HaLWOHaNbHbIA KOMOPUT
Tembl Kogbl - TOn camoil uMTaTbl U3
necHn W.benapckoro - B KOHUepTe
3amMacKupoBaH, Kak 6bl pacTBOpPEH U
BbIXOAUT Ha NepBblii MNaH NUWb B
Hanbonee BaXHble, y3/10Bble Lpama-
Typruyeckme MomeHTbl. CTaHOBUTCS,
OYEBWUAHO, YTO MCMONb30BAHME LM-
TaTbl, MYCTb W MNEPEOCMbIC/IEHHOW,
[nA aBTopa He 6bIN0 NULWb BHELIHUM
npuémom, a crnocobcTBoBano obora-
L eHWo BCel Komnosuymm. OHO CBYU-
feTenbCcTByeT 06 OpUrMHaNbHOM Mo-
HUMaHUK, OLLYLLEHUN MY3bIKaNbHOTO
CTWNS W, B NEpBYO0 ouepefb, CTWUASA
CO6CTBEHHOTO, MHAMBUAYANbHOMO. B
NTOre faHHas uuTata He TONbKO OKa-
3anacb CO3BYYHOW TemaTu3My KOH-
LepTa, HO 1 cobpana BOEJMHO BCe Te
WHTOHAUUW, 4TO MNOCAYXWNM OT-
MpaBHOI TOYKON ANa ero HopMmupo-
BaHMA. VIMEHHO NO3TOMY OHa U He
BOCMPUHUMAETCH KaK «4yXad My-
3blka». B pesynbTate npuém BBeje-
HUA  «YY)KOTrO C/noBa» KOMMO3NTOP
TpakTyeT uepe3 OTCYTCTBME YETKON
FPaHy Mexay «4yXWum» 1N «CBOWM>»,
4YTo 0COBEHHO OCTPO MoJYépKmBaeT
HamepeHua 3.Tkay B OTHOLWEHUU
BbibOpa BbIPa3nUTe/bHbIX CPEACTB U
XapakTepa WHTOHALMOHHON CTUAn-
CTUKMN COUMHEHWS.



OyeHb BaXHOE 3HayeHWe B
dopTennaHHoM KoHuepte 3.Tkau
MMeeT npoTuBobOpPCTBO, MNPOTUBO-
nocTaB/ieHNe POnei y4yacTHUKOB UC-
nosHeHna. WX puanormyeckas ak-
TUBHOCTb CBOe06pa3HO MpenomMns-
eTca  KomnosuTopom. W npexnge
BCero [fuanor conmcta M OpKecTpa
peanusyeTca B COLEepXKaTe/ibHOM
nnaHe, B MNepeneTeHUn [BYX KOH-
TpacTHbIX 06pasHbIX chep,

OfHY M3 HUX NpeAcTaBnsaoT
Tparnyeckue pasmbIlLEHNSA, MYy4u-
Te/bHble pa3jymMbsi O BEYHOM KOH-
(hIKTe TBOPYECKOI IMYHOCTM C OK-
pyXawuwmum MUpoMm, NpPUBOAALLUE K
rny6boKoMy OCMBICNIEHUIO CYLLEro.
[Opyras BOM/IOWLAET  AWUHAMW3M
XU3HW, OOMUHUPYA B KyNbMUHALMWM
«[leICTBMA», HAKOMMEHUS 3HEepPruw.
O6e OHM aKTMBHO B3aMMO[ENCT-
BYIOT, HauyMHaa OT BCTYMNEHUSA U 3a-
KaHumBas (uUHaNoM MpPOU3BELEHUS.
VX wnHamBmayanoHblA 061KMK onpe-
fenéH xapakTepoMm TemaTusma, CO-
fepxaliero fpkue obpasHble KOH-
TpacTbl. ECcnun nepByto cdepy penpe-
3eHTUPYET pefbedHbIi TemaTusm c
ero 060CTPEHHLIMW W BO MHOIOM

TUNUYHBIMU ANA KOMMOO3UTOpa MH-
TOHaumsamMuK, TO BTOpas 6asupyetcs
CKOpee Ha 06wmnx, (hOHOBbIX (hopmax
OBVKEHUA - pa3nnyHoro poja nac-
caxax, (UrypauuoHHbIX MNOCTpoe-
HUAX, OTTEHAeMbIX BBEAEHWEM KONO-
PUCTUYECKN-3BYKOMUCHBIX ~ MOMEH-
TOB. B passutunm o060uMx 06pasHbIX
Hayan B paBHOM CTeMeHW y4yacTBYHOT
n opTtennaHo, n opkecTp. Bo3Hu-
Karowas B UTore noctynarefnbHOCTb,
LeNneycTpeMNEHHOCTb  [BWKEHMA K
(hmHany obycnaenuealoT, Hapsagy ¢
MPUHLUMMNOM MOHOTEMAaTU3Ma, Leno-
CTHOCTb BCEli KOMNO3uuuun. BaxkHoW
npeAcTaBnseTcs M OpMeHTauus as-
TOopa Ha Awanor co chayliatenem,
OTKPbITOCTb U XYA0XECTBEHHYIO
KOMMYHWKaTUBHOCTb - BCE TO, 4TO
COCTaB/ifeT caMyl CyTb eé TBOpYe-
cTBa.

B uenom opuUrnHanbHOCTH
3ambICna U XyA0XEeCTBEHHbIe [OCTO-
MHCTBa POpTennaHHOro KoHLUepTa
3natbl TKay MNO3BONAKT HaAeATbCA
Ha ero LONTyK XW3Hb B penepTyape
NMaHWCTOB W Ha nosBieHue B 6yay-
LLeM BbICOKOKAYeCTBEHHbIX CTYAWNA-
HbIX ero ayamnosanuceil.

Jlutepatypa

1 Kouaposa, MNanmHa. 3nata Tkauy. Cyasba v TBOpuUecTBO. KulMH3Y: POTos,

2000. 240c.



OBPALWLEHVE TEATPA
KAOOKY/IbTYPHbIM ctpykTypam

CO3HAHNA
THEATRE APPROACH TO PRE-CUT TURAL
STRUCTURE OF CONSCIOUSNESS

Hunkonain KA3MWH,
cTapwwuini npenogasaTenb
Akagemuna My3biku, Teatpa n M1306pa3nTenbHbIX UCKYCCT B,
KnwwunHes

This article raises the question of theatre approach to pre-cultural structures of
consciousness, Atpresent in the world there are theatre directions, which are addressed to
subconsciousness. What is the reason for this phenomenon? Why does this direction
acquire this significant development namely now?

Today such forms of theater most frequently contain the idea of refusing some
concrete language, oriented to one or another concrete audience, be it verbal, ballet or any
otherform ofcommunication, formed by some concrete culture. The actors ofsuch theatres
convey to the public mostfrequently in thefree and ambiguous treatedplastic. In this case,
accompanying this plastic speech (if it is present), music, sets, costumes, its features and
other elements of expressiveness, is also maximally abstracted from any concrete
expression, which ties the spectator to one or another cultural tradition. The tendency
towards the appearance ofsuch theatres is traced both in the West and in the East, which
emphasizes its global nature and serves as an additional confirmation ofthe regularity of
the discussed phenomenon. Used to such theatrical forms the uniting term “plastic theatre ™
so far, has notfound yet strict lucidity classification. But its existence, as an independent
structural unit in the classification oftheforms ofstage, is certain.

B0O3MOXHO M npeacTaBuTb
cebe TeaTp (CUEHMYECKOE [ENCTBO),
nUrHopupyowmii  noruky? OTBeTOM
6yfeT, eCTeCTBEHHO "HeT", W60 paxe
TeaTp abcyppa, cTposwmiics Ha OT-
puuaHMnM NOrvKwu, npegnonaraeT ee
Hanuuue y 3puTens. MoTomy 4To He-
BO3MOXHO OTpuULaTb WAM ONpoBep-
raTb TO, 4Yero He npegnonaraercs.
Mpn 3TOoM Heob6XoAUMO OTMETUTb,
4YTO NIOTMKa HEeCeT B cebe 3MeMeHThl,
MOPOXAEHHbIE TEM WU WHbIM TUMOM
KynbTypbl. HalnoHanbHble, penuru-
O3Hble, couManbHble W Ap. COCTaB-
NAKWMe BHOCAT CBOM KOPPEKTU-
pylouine 3nemeHTbl B JIOTMYECKYHO
MoZenb Mupa, 4Yepe3 MpPuM3My KOTO-
poii n6oi 4enoBeK BOCMPUHUMAET
3TOT MUp.

B0o3MOXHO v npeacTaBuThb
cebe TeaTp, WrHopupyrLWmii 3acTe-
TUKY, KaK MposB/eHne npuobpeTeH-
HOrO 3puTeneM KynbTYpPHOro OMbITa,
OMbITa, HaKOMMNEHHOro nog BAMUA-
HMEM OMPELENeHHON KynbTYPHO
TpaguumMn? Ha 3TOT BOMPOC CJ/IOXKHO
fJaTb  OAHO3HauHbIli  OTBeT, no-
CKO/IbKY B MOC/efHee BpPeMs npouc-
XO4MT BCe YyBenu4YMBalolleeca pas-
MbITUE KPUTEPUEB OLEHKW TOro, 4TO
nogpasymeBaetcs Mof TepMuUHaMu
"acTeTmka" n "kynotypa". Tpaguum-
OHHble ()OPMbl CLLEHNYECKOr0 MCKYC-
CTBa, MCKYCCTBA, NOPOXAEHHOIO TOM
NN WHOW KynbTYypoOi, B camoii oc-
HOBE CBOeil HecyT MpeanooXeHue,
4yTO Te, K KOMY OHW o6paLlieHbl, AB-
NAOTCA HOCUTENSMU 3TOW KyNbTypbl



C NpuUCyLMMK el NpeLCcTaBeHUAMN
006 acTeTuKe.

To ecTb cemMaHTW4ecKasa Ha-
MOMHEHHOCTb TPagMLMOHHbLIX Cle-
Huyeckux Qopm (U B WHTENNEKTY-
aNbHOM, U B 3CTETUYECKOM acrnekTax)
pacwmndpoBbIBAETCA C TON MU MHOI
CTeneHbl0 afeKBaTHOCTM B 3aBUCKU-
MOCTW OT TOro, B Kakoii CTeneHu
3puTeNnb ABNSETCA HOCUTENEeM KOH-
KPETHOW KynbTypbl, OT TOr0, KakoBbl
€ro croco6HOCTU K pacrno3HaBaHWIO
M pacwungpoBKe TeX KOAOB, KOTOPbIe
K HemMy obpalyeHbl. A 3TW CMOCO6HO-
CTU (OpMUPYIOTCA MO-PasHOMY B
pasnnUHbLIX  KynbTypax. 3puTens,
BOCMMUTAHHbIA €BPOMeCcKONn Tpagu-
UMeRn, nerko BOCNPUHMMAaeT TeaT-
panbHyto cumMmBonmMky MXATa, Ho
cnekTtaknn Teatpa "Kabyku" He Mo-
ryT 6biTb B MOJIHON Mepe “packogu-
poBaHbl" UM B CUYy HEYMeHus BOC-
MPUHATL COOTBETCTBYIOLLME KOAbI, B
CUNly OTCYTCTBMUSA Y HEr0 TeX 3/1eMeH-
TOB KY/IbTYypbl, KOTOpble AAlOT KoY
K MUX pacwim@poBke. Jaxe B paMmkax
OfHOW KynbTypbl Aucnepcus BOC-
npuaTUA MOXeT ObITb BECbMa 3HAYU-
Te/lbHa: COBPEMEHHbIA MOMOAON €B-
poneey, BOCMUTaHHbLIA Ha "pane”,
MOXEeT YCHYTb Ha "Ange".

OuyeBMAHO, 4TO CYOBLEKTHI,
BOCMUTAHHbIE B pasHbIX Tpajguuusax,
HOCWUTENIN pasHbIX Ky/nbTyp, BOCNPU-
HUMAKT O4HW W Te Xe fABMIeHns He-
O[IMHAaKOBO: CKBO3b pas3/inyHble J10-
rMYecKne n acTeTUYecKne UNbLTPSI,
LOMUHUpPYIOLWME B 3TUX KyNbTypax.
®opmMupoBaHNe U WU3IMEHEHWE /NY-
HOCTW YeNoBEKa KOPPENMPOBaHHO C
ero npefcTaBfNeHUAMU 06  OKpy-
XallweMm Mupe, a 3T0 MnpejcTasne-
HWe, B CBOIO Ouepefb, opmupyeTcs
nof BAUAHWEM KYNbTYPHbIX (UALT-
pOB, HaBA3aHHbIX couuymom. W, uc-
X04A U3 3TOro, BO3HMKAeT BOMPOC O
NPUHLMUNNANbHOW BO3MOXHOCTU CY-

LecTBOBaHNA TakKUX opM CLeHuye-
CKOro akTta, KoTopble 6yayT o6pa-
WaTbCA HENnoCpeACTBEHHO K camoil
CywHocTH 3puTtensckoro "A"; obpa-
WaTbCA, €CAM He MUHYS (QUALTPLI,
CO3faHHble Ky/nbTypoil, TO XOTA 6bl
npegnonaras WX Hanauune nuUWb B
MWHUMaNbHOM CTENeHn; He oTpuuas
WX CYLLeCTBOBaHWE, HO WTHOPUPYS
NX, Takmx QopM, AN KOTOPbIX Haiu-
yme KyNbTYpHbIX (UNLTPOB O6yaeT
AMWb JocafHbiM (hakToM, KOTOpbIii
Heo6X0AMMO YUMTbIBaTb, MUPUTLCA C
H/M, HO He OnupaTbCAd Ha Hero.
MHaue rosops, peyb nget 06 opueH-
TauMMm He Ha KyNbTYpHYH napa-
OUTMY, OOMUHWUPYIOWY B LAHHOM
obuiecTBe, a Ha Ty obuieyenoseye-
CKYI0 [LOKY/NbTYPHYH 30HY, Ha 6a3e
KOTOpO 3Ta napagurma Qopmupy-
eTcs.

3TOT BOMPOC HaNpsMyto CBA-
3aH C ApyrvM: HacKoNbKO BO3MOXHO,
HaCKONbKO 3aBUCMMO $BfEHME Ka-
Tapcuca oT "obbema"”, "KayectBa' u
fJaXe Hanuumsa KynbTypHOro baraxa
BOCNPUHMMAIOLLEro cybbekTa? W
BO3MOXHO /I [JOCTUMIKEHWe KaTtap-
cuca nNpu 4acTUYHOM WAM TMOJHOM
WUTHOPVUPOBAHUWN KYNbTypbl 3puTens?
KynbTypbl, KaK UCKYCCTBEHHOIO UM-
nnaHTara, BHEAPEHHOr0 B MCUXUKY
aToro 3putens. MimnnaHTtaTta, umeto-
Wero Kak WHAMBMAYaNbHbIA, TaK W
06LlecTBeHHbI acnekTbl. VIMnnaH-
TaTa, OAHO3HAYHO Heo6XoaMMOro
415 HOPManbHOro CyLLecTBOBaHUS B
counyme (C TOYKM 3peHus camoro
3TOr0 couMyma), HO MeLlarLero
HEVCKaXXEHHOMY BOCMPUATUIO MUpa.
CnpaBeanMBoCcTU pagu HeobXxoAnMMmo
OTMETUTb, YTO C/IOBO “MCKaxeHue"
He HeceT 34eCb OTpULATENbHOro
CMbICNa, a NUWb KOHCTaTUpyeT Ba-
pvaTtMBHOCTL MOAeneli efuHOro Mu-
pay HocuTenei pasnuyuHbIX KynbTyp,
n6o nbas KynbTypHas napagurma



[laeT CBOIO WHTepnpeTauuto peanb-
HOro 1 einHOro 414 BCeX Mupa.

Csegd 3aTu fBa Bonpoca BO-
e[iHO, ero MOXHO CcdopMynnpoBaTtb
cnegyowmm o6pasoM: BO3MOXHO Nu
npegnofioKmnTb CyLLeCcTBOBaHME cLie-
HWYECKOro [eiicTBa, MPUBOASLLErO K
Katapcucy, ecnM 3TO [eicTBO Mo-
CTPOEHO Ha MpuHUMNax obpalleHns K
LOKYNbTYPHbIM (B OCHOBHOM) CTPYK-
Typam NCUxXmMKmn?

ViccnegoBaHuio 31Ol npo-
6/ieMbl B CBOE BpeM#A ObIf0 YAENEHO
MHOr0 BHMMaHuA 3. bapboin u ero
Konneramu no International School
of Theatre Anthropology (ISTA). B
KHUre dyaxeHno bap6el n Hukkono
CaBapes3e "AHaTomua aktepa. Cno-
Bapb TeaTpanbHOW aHTpononoruu™
noABOAUTCA WUTOr  UCC/ef0BaHUAM
ISTA B 3TOil 06N1acT U HaMevaeTcs
nporpamma: "u3yuyeHue 6uonoruye-
CKOTO W Ky/NbTYpHOro MOBefAeHus
Yye/loBeKa B YCNOBMAX MNpeAcTasne-
HWSA, TO eCTb YeNOBEKa, UCMOJb3Ylo-
Wero cBoe (PM3NYeckoe M AYyXOBHOe
NPUCYTCTBME B COOTBETCTBUU C
NPUHUUNAMKU, OT/IMYHBIMWU OT MPUH-
LIMNOB MOBCEAHEBHOM XU3HN".

VHTepec COBpPEMEHHbIX uC-
cnefoBaTefniel TeaTpa K 3TON Teme
COBEPLUEHHO 3aKOHOMEPEH, NMOCKO/b-
Ky elle C nepBoi MonoBuMHbl XX B.
Hayanocb OCO3HaHue "HefoOMOraHus
uMBuAM3aLumK", Kak oxapakTepuso-
Ban 3Ty npob6nemy ®peiig, Heafek-
BATHOCTU KYNbTYpPbl Y XU3HU. "OLLy-
LeHMe KpyLleHWs Halwein KynbTypbl
M yTpata OCHOBOMoOJararwLiein cuc-
TEMbl OTCYeTa MNPUBOAAT TeaTpasib-
HbIx gestenein (ApTo, Bpyk, MpoTtos-
ckuii, bap6a) K mepeoueHKe CTaporo
onbiTa, NPOBYXJalT MHTEpPeC K IK-
30TMYECKUM TeaTpasibHbIM opMam K
3aCTaBNAOT UX B3rNAHYTb Ha akTepa
C 3THONOrM4yeckmx  nosmumin"(1).
MepBble MacwTabHble 3IKCMEepUMEH-

Tbl Ha TMpaKTUKe npegnpuHan A.
ApTo. OH e 060CHOBas CBOU B3rNs-
Obl Ha YHMBepcCaibHblli TeaTp B He-
CKO/IbKUX TeopeTuyeckmx paboTax
("MaHuecT fOKTpUHLI", "TlncbMa 0
YKeCTOKoCTU" n Ap. B KHure "Teatp u
ero gBoiHuK"). Mogo6Hble akcnepu-
MeHTbl B MOUCKax HOBOro TeaTpasb-
HOro f3blka, HOBOW TeaTpanbHOW
KOMMYHUKauun 6binn 06ycnosneHsbl
Hey[0BNeTBOPEHHOCTLIO TEM COCTO-
AHWEM KYNbTypbl B Le/IOM U TeaTpa B
YaCTHOCTW, KOTOPbIE CNOXWIUCL K
3TOMY MOMEHTY. A3bIK U CUMBOJINKA
TeaTpa, HaBfA3blBaeMble 3pUTENIO,
BOCMPUHMMANNCh KaK W30/raBLUnecs
N HecnocobHble NPOBUTLCA K UCTUH-
Homy "A". TpeAnpuHATbIE MOUCKMK
HOBO CMMBOMMKW CBA3bIBAINCH, MO
Bblpa)XeHWto BepHaHa, "C ycunuem
BbIP&XXEHWS TOr0, YTO B MHTUMHOM
OMbITe MCUXUYECKOTO WUAN B KOMJEK-
TUBHOM 6ecco3HaTe/lbHOM BbIXOAUT
3a npefesibl MOHATUA, HENOABNACTHO
MOHATUAHBLIM KaTeropusm, 4To, cre-
[,0BaTe/IbHO, He MOXeT ObITb, CTPOro
rosops, nokasaHo, HO, OfJHaKo, MoO-
XKeT "MbICnTbCA", y3HaBaTbCA yepes
(hopMbl BblpaXeHUs, B KOTOPbIe BMU-
CblBaeTCA CTPEMJIEHWE YefioBeKa K
HeobyCnoBNEHHOCTKN, abconoTy, 6Gec-
KOHEYHOCTU, LiefloCTHOCTUN" (2).

Ecnun cpaBHUBATbL pasnnyHble
BUAbl WCKYCCTBA, TO HYXHO OTMe-
TUTb BAXHbIA MOMEHT: XXWBOMWUCH,
nuTepaTypa, apxuTekTypa, CKY/bn-
Typa BOCMPUHUMAIKOTCA 3PUTENEM,
yutatenem U p. BOCMPUHUMAIOLWUM
CyOBEKTOM /UWWIb MO pesyfbTaram
TBOPYeCKOro npouecca. To ecTb
cnepsa  XYAOXHWK  OCYLLecTBiseT
CBOIO KpeaTMBHYI [eATeNbHOCTb, a
3aTeM, MO TMPOLIECTBUM BPEMEHMU,
pesynbTaTbl ee BbIHOCATCA Ha CY[
ayauTopun. 3gecb TBOpYecKkuidi npo-
Llecc Kak 6bl BbIHOCUTCHA 3a CKOOKM
OOLLEeCTBEHHOTO  BOCMPUATUA,  He



noasepraeTca oueHke. BepHee, pac-
CMOTpeHMe TBOPYECKOro npoLecca,
ero OLEHKa, aHaiu3, MOoTuBaLum,
BNMAHME Ha 06LWecTBO WM np. OCTa-
I0TCA YLENOM TUMbAUU KPUTUKOB,
MCKYCCTBOBEAOB, COLMOMOroB, TO
€CTb NpPO(eccroHanbHbIX OLEHLLM-
KoB. HemocpefCTBEHHbIW e noTpe-
6uTeNb NCKYCCTBA OCYLLECTBAAET aKT
notpebneHns pesynbtata TBOpYe-
CTBAa, He UCMbITbIBas OCTPOW HeobXo-
OMMOCTY BAaBaTbCA B NOAPOBHOCTY,
CBSA3aHHbIE C €ro POXAeHNEM.

[pyroe peno, Korga peuyb
MaeT 0 BOCNPUATMM Tex BWUAOB WC-
KycCTBa, KOTOpble OTHOCATCA K UC-
nonHuTensckum. Kak cnegyet w3
Camoro HasBaHuMa 3TOM  rpynnsbl,
OLeHKa 3puTesieM pe3y/ibTaToB TBOP-
YeCKOro akTa OCYLLeCTBMAETCS Hemno-
CPefCTBEHHO B MOMEHT €ro ucnosn-
HeHus. T1pu 3TOM 3pUTeNb HEBOJbHO
CTaHOBUTCA COY4YaCTHUKOM TBOpYe-
CKOro npouecca, B KOTOPbIA BOBfe-
YeHbl MPakTUYeCcKn BCe ero cnocob-
HOCTW BOCMPUATUS MuUpa. TeaTpanb-
HOe WCKYCCTBO B 3TOM OTHOLUEHWM
3aflelicTByeT MakKcumanbHOe 4uCno
MH(POPMALMOHHBLIX  KaHanoB. Kak
M3BECTHO, MO TUNY OCHOBHOI penpe-
3eHTATMBHON CUCTeMbl 04N fe-
NATCA Ha BU3yasioB, ayauanoB U Ku-
HeCTeTUKOB. TeaTp aKTMBHO BO3f4el-
CTBYeT Ha BCe TpW TUna BOCNPUATUA.
Ecnn mMysbika uny BoKasbHOe UCKyc-
CTBO /Wb KOCBEHHO BO3AENCTBYIOT
Ha BU3ya/llbHYIO  penpeseHTaLuio
3puTens (4epes ero BOOGpPaXKeHUe),
TO BO3JeiCcTBMe TeaTpa OCYLLeCTBAA-
eTCA HEenocpeACcTBEHHbLIM 06pa3oM.

VIMEHHO 3Ta 0CO6eHHOCTb
Mo3BONsAeT TeaTpy o6paliaTbCs He-
NoCpeiCTBEHHO K MOACO3HaHWIO 3pu-
Tens ropasfo 60nee aKTUBHO W3-
(DEKTMBHO NO CPABHEHWUIO C APYrUMuU
BMAaMU MCKYCCTBa.

XapakTepHo, 4YTO 60/bLUNH-
CTBO MOMbITOK co3gaTb TeaTp, o6pa-
WEHHbIA K AOKYNbTYPHBIM WAW WH-
TEPKY/IbTYPHbLIM COCTaBNAOLLLNM
3pUTENbCKOW MCUXUKK, OCHOBAHO Ha
CVAHUN  UAW  B3aMMOO06OraLleHunm
€BpOMencKkoil © BOCTOYHON TeaT-
paNibHbIX TPagUUUA. DTO MPOCIEXN-
BaeTCA Uy ApTo, 'y FpOTOBCKOIO K
y MuH TaHaku B ero Tearpe byTo.

M Ha nepsBoM MecTe cpeau
BbIpa3nTeNbHbIX CPeACTB ANA TaKoro
TeaTpa CTOMT XecT. VMIMeHHO ucKyc-
CTBO XXecTa AB/SAETCA CaMblM NEPBbIM
Mo cpoKam CBOero nosBfieHus, ca-
MbIM HarfiagHblM, CaMbiM OpraHuy-
HbIM, NpaBAMBbIM WM CBOGOAHLIM OT
3N1EMEHTOB WCKYCCTBEHHOCTU, KOTO-
pble OblAV BHECEHbI B Apyrue hopmel
KYNbTypoil. VIMEHHO )>KecT MOXHO
CMEN0 OTHECTU K MHTEPKY/NbTYPHbLIM
N LOKYNbTYPHbIM (hopMam CLeHuue-
CKOW BblpasuTenbHoctu. [Mpubnu-
3UTbCA K HEMY MOXeT pas3Be UTO
3BYyK. He peub, HO ronoc unm Mmy-
3blKa, My3blka KaK WHCTPYMEHT,
pacwmpsAlWwnii gmanasoH 3ByKa Ao
rpaHuy, HenoABnacTHbIX YefioBeve-
CKOMY ronocy. >Kusonucb unu
CKYNbNTypa Y>Xe BTOPWUYHbLI B CUNY
TOr0, 4YTO OHW /fWLWb BOCCO3JAlOT,
n306pakatoT peanbHOCTb (TOT XXe
XEecT).

CylyecTByHOL Wi cerofHs
TEPMMH "NnacTuyeckuin TeaTp” no
CYyTU CBOeil He £ABAAeTCA CTPOrUM.
Tak, MNasu B "Cnosape Teatpa"” npu-
BOAMT crefyrowmii TekcT: "Teart-
panbHas ¢opma, B KOTOPOW OTAaeTCs
npeanoYTeHNe >KecTy U 3Kcnpeccuu
TENOABWKEHUSA, He UCKKYasa, of-
HaKo, UCNOMb30BaHWA C10Ba, MY3bIKU
M BCEX BO3MOXHbIX CLEHUYECKMX
CpefAcTB a priori. 3TOT XaHp UMmeeT
TEeHJEHUMI0 n3beraTb He TOJIbKO TeK-
CTOBOro TeaTpa, HO U TeaTpa Mwu-
MWUKM, KOTOPbI/A 4YacTo pabCcku 3aBu-



CUT OT 3aKO4MPOBAHHOIO U MOBECT-
BOBATE/NIbHOIO A3blKa KJ/1ACCMYECKON
naHTomumbl B gyxe Mapcena Mapco.
Llenb - npeBpaTuUTL Tesio aKTepa B
MCXOOHYIO TOYKY CUEHbl, W [axe
peun B TON Mepe, B KOTOPOW pUTM,
(hpasnposka, ronoc BOCMPUHUMA-
I0TCH, KaK BblpasuTe/bHble Xec-
Tbl"(3). Kak BuAMM, TYT NPOC/exu-
BAeTCA 4YeTKoe WAEO0N0rmyeckoe OT-
rpaHMyeHue nnacTMYecKoro TeaTpa
OT CMEXHbIX XaHpPoB. BbiTylOWWiA B
PYCCKOA3bIYHOW TeaTpasibHON nuTe-
patype TepMWUH "naacTuyeckuii Teatp”
Bbl3blBaeT K cebe HeOAHO3Ha4YHoe
OTHOLUEHME, CNEKTP KOTOPOro Bapb-
nposasncs A0/Iroe BpeMs B fuanasoHe
OT HeflOyMeHWs A0 MOJIHOrO Henpwu-
Aatna. MNMpuynHa B TOM, 4YTO MOA nna-
CTUYECKMM TeaTpoM TpajuLMOHHO
ObI/10 MPUHATO MOHUMATbL TeaTp He-
Bepb6anbHbIA, 4YTO co3fgaBano nyTa-
HULY B onpegeneHnax. B kHure
"lnacTnyeckas KyfnbTypa akrepa.
TONKOBbIN cnosapb  TEPMWUHOB"
.B.Mopo3osa nwuwet: "lNMnactuye-
CKMWIA TeaTp, UNu TeaTp ABUXKEHUS - B
OyKBa/NbHOM MOHMMaHuUM - Teatp,
CLeHNYecKoe feiicTBue B KOTOPOM
peanusyeTca WCKIIOUYUTENbHO Cpeg-
CTBaMM 4Ye/ioBEYECKON nnactuku. B
3TOM CMbIC/Ieé K MNacTUYECKOMY Te-
aTpy OTHOCATCA TaKue BUAbl CLEHU-
YecKOro MCKyccTBa, Kak 6anet, naH-
TOMWMa, 3CTPafHbI TaHey. Ho B no-
CfiefjHee BpeMsA CKfafblBalOTCA HO-
Bble pasHOBUAHOCTH, KoTOpble
Henb3d OTHECTM 6e3 OroBOPOK HU K
6anety, HX K NMaHTOMUME B TOYHOM
3HaYeHUM 3TUX TEPMUHOB. B Takux
CNeKTaknax, NOMUMO NAaCTUYECKUX
CPefCTB, YaCTO UCMOMb3YHTCA /I0MU-
YECKWUIA TEKCT WAM MNeHne; Mpu 3ToM
naacTMka UCNoaHUTeNein oTnmyaeTcs
M OT 6aneTHOM, U OT TEXHUKU "uyuc-
Toi" maHToMMMBbI ("la mime pure") -
yalle BCero, 3T0 TakK Ha3blBaemas

"cBobofHaa nnacTuka“, mMHorga co-
fepxalas afneMeHTbl TaHLeBaAbHOro
thonbknopa wnauM ObITOBON TaHuUe-
Ba/lbHOM KynbTypbl Hallero Bpe-
MEHMN. DTN PasHOBUAHOCTU CLEHUNYe-
CKOr0 UCKYCCTBa, B paBHO mepe OT-
Anyarowmecs u 0T ApaMaTmyeckoro,
1 OT 6aneTHoOro Teatpa, NpMHATO (3a
HenMeHnem 60Jiee TOYHOrO onpege-
NneHna) o6beNHATL MOHATMEM “nNna-
CTUYECKMIA TeaTp" B Y3KOM 3HaAYeHUW
atoro cnosa"(4). Bugum, yTo, B OT-
nnune ot MaBu, Mopo3oBa OTHOCUT
K NiacTUYECKOMY TeaTpy W TaHew U
naHTomMumy. OfHaKO 3TO He MNPWH-
UMNManbHO BaXHO. BaxHee TO 06-
wee, 4YTO BbIAENAT 06a aBTopa, a
MMEHHO - TenecHas akcnpeccus, Ao-
MO/MHEHHAA  BCEMU  BO3MOXHbIMU
OpYTrUMKM CpeficTBaMW CLEHWUYECKON
BblpasuTensHoCTU. MpuueMm Heobxo-
OUMO OTNUYaTb MNACTUYECKUIA TeaTp
0T TOrO0, YTto Puxapg BarHep npoBo3-
rnacun kKak [llewoTA'MW/uTTt/r, wnau
TOTaNnbHbI TeaTp. Ero cumHTeTuue-
CKWIn ngean He CTONbKO A06WBaeTcCH
CANAHNUA  Pa3/IMYHbIX CLEHUYECKMX
NCKYCCTB (TOrfa Kaxablii 13 aneMeH-
TOB noTepsan Obl CBOe KauyecTBo),
CKO/MbKO WHTErpupyeT Kaxgoe uc-
KYCCTBO B TpPaHCLEHAEHTHYIO COBO-
KYMHOCTb, B eAuWHbI Ana 3puTens
OnbIT, B TO Bpems Kak TeaTp ApTO
nnm FPOTOBCKOrO ABMSETCA, NO CYyTU
CBOEN, CUHKpeTudeckmm. [lpokce-
MUKa CMeKTakns, apXMTEeKTOHMKa
BCEX €ro COCTaBnAlwWuUX AenawT
HEBO3MOXHbIM BOCMpPUATME UX NO
OTAENbHOCTMW.

Llenbto Takoro 3penuiia fie-
NAeTCA  paspylleHne MpPUBbLIYHOTO,
CTepeoTUMHOro, MPUBMTONO KaKo-TO
OMpeLeneHHoONn KynbTypoil crnocoba
BOCMPUATUS  peanbHOCTW. [lpama,
naHTomuMma, 6anet, nwbble apyrue
TeaTpasnbHble (opMmbl, fa U n6oe
MCMONHNTENbCKOE WCKYCCTBO anef-



AUpPYOT K 60nee MM MeHee CTaH-
JapTHOMY Habopy LITaMMnoB BOCMPU-
ATna. Jaxe MysblKa, HECMOTpPsA Ha
3HQUUTENbHYK CTerneHb WHTEepPKy/b-
TYpHOCTU, HeceT B cebe npeanono-
XeHue, 4To cnywartens o6nagaet
HEKMM KNHOUYOM K paclimipoBKe ee
3HaKOBOW cucTembl. W Knwy 3toT
3an0XeH, C(HOPMMPOBaH KakWM-TO
onpefeneHHbIM  TUMOM  KY/bTYpbl
(HauMoHanbHbie MenoAnmW, KNnaccuka,
pOK, [)Ka3, MefuTaTMBHasA My3blKa,

HAYTO He SBNAETCA WCK/OYe-
Huem). W ecnu aToT KAKOY He NOAoN-
0eT K Jylwe KOHKpPeTHOro cnyula-
Tens, TO My3blKa OCTAHETCS A8 HEro
MepTBa, HECMOTPS Ha TO, Kak Obl Bbl-
COKO HMW OLeHMBanu ee Te, K ubei
LylWe 3TOT K4 nogowen. Apxu-
TEKTYpa, >KWUBOMUCL, CKYNbMTYpA,
mobble  Mpou3BefeHMs  UCKyccTBa
npegnonaral0T Hanumune Kakoro-To
cnocoba, MeTofa, CTaH4APTHOrO CTe-
peoTuna  BOCMPMUATUS,  Kakoro-to
naTtTepHa, BOCMUTAHHOIO B TeYeHue
XWU3HU Y HOCUTENs KyNbTypbl, BOC-
NMPUHUMAIOLLErO MNPOU3BEAEHNE WC-
KycctBa. W uem 60nee BbICOKMM,
YTOHYEHHbIM, W30LWPEHHbIM  ABNS-
eTCA  XYAOXECTBEHHbI aKT, TeMm
60/bLLUYI0 CNOCOBHOCTHL K “pacliund-
pOBKe" OH npepnonaraet, TeM 60/b-
Wnit Habop 3HAKOB, 3a10XEHHbIX B
namMaTy BOCMPUHUMAIOLLEr0 Cy6b-
eKTa, HeobxoauMm Ans afeKBaTHO
penpeseHTauun. W obpaTHoe: uem
6onee NPUMWUTUBHO MPOU3BELEHME,
yeM OAMXKE OHO K ecTecTBy, TeM
6onbliemMy Kpyry nwojgein oHO Aoc-
TynHo. lMpuyem peyb 34ecb MAeT He
0 NPUMWUTUBHOCTM yMa XYLOXHUKA,
He 06 yboroctu ero npuemoB un
6eHOCTV ero BHYTPeHHero Mmunpa, a o
npocToTe, MPO3pPayYHOCTM, OCBOBOX-
JeHHoe™ oT "canwkom 4venosede-
CKMX" 3NeMeHTOB, MNPUBHECEHHbIX
KyNbTypoOli, TeX 3/eMeHTOB, KOTO-

pble, KaK y>e 6bl710 CKa3aHo Bblille, U
CO34at0T UCKaXeHWs B BOCMPUATUM
KapTuHbl Mupa. OcBoboXgeHHOe™
3ecb nofgpasymMeBaeTcs He B €BpO-
nelickom, a ckopee B 6yALMCTCKOM
WA Cy(MINCKOM  CMbICie  3TOrO
crosa.

XapakTepHO, 4YTO Ha KakoMm-
TO 3Tane HauBbiCLUMe CTENeHW npo-
ABNEHUWN UCKYCCTB, COBEPLUNB HEKWUIA
LMK, NPUXOAAT K NaKOHW3MY, acke-
TU3My, BO3BpalLalTCA K moTpscalo-
el npoctoTe, K TOMY W3Hayaib-
HOMY, 4YTO Jano TO/MYOK K 3apoxje-
HWKO Ccamoro (heHOoMeHa WCKYCCTBa.
Ha atoii ctagum "YepHblii kBagpat"
ManeBmya paBeH LlIaMaHCKUM nNns-
CKaM KakKuX-HU6yfb appuKaHCKUX
NeMeH, 4)Xa30Bblii CakCOPoH Yeka-
CMHa - pybnesBckoin "Tpowuue", a pe-
wetka JletHero Cafa - ApeBHEAMOH-
CKUM PUCYHKAam B HECKO/bKO LITPU-
X0B Tywun. CemaHTUYecKuii 06bem
TakuX Npom3sefeHnli 04HOBPEMEHHO
n 6esrpaHnyeH, u cTpemMuTca K
HY /0.
370 TOT cnyyaii, Korga cnosa
n "HW4To" cCAMBalOTCA BOEe-

BCE
OVHO.

3710 TOT cnyuaid, Korga fo-
Oble MOMbITKN 06BACHEHNA 3CTeTUYe-
CKOW npupoabl heHOMeHa UCKyCcCTBa
CTaHOBATCA 6eccMbICNeHHbIMU, KO-
rga noCTUXXeHWe NOrMYeckoro uamn
3HaKO-CMMBO/IbHOT O cofepxaHus
CTaHOBMTCA HEBO3MOXHbIM unu bHec-
CU/IbHbIM B TOM CMbIC/e, O KOTOPOM
rosoput [amner: "Cnosa, Cc/0Ba,
cnosa".

3TO TOT cnydaii, Korga BO3-
MOXHO TONbKO MeAMTaTMBHOe no-
CTWXKEHME TOro, 4to HeceT B cebe
MCKYyCCTBO. A BepHee, fJaxe He no-
CTV)KEeHWe, a pacTBOpeHMe ero B
cebe, a ceba B Hem, CAWAHWE BOC-
npuHMMatrowein vyactn cesoero "dA" ¢
BOCMPUHVMAEMbIM.



3T0 TOT cnyuai, kKorga "pa-
60TaeT" MMEHHO BOCNPUHUMAKOLLLAA
yactb "#d", a ocmbicninBarowas He
MMeeT HUKAKoro 3HauyeHus. BepHee
OCMbIC/IBAHWE, [UCKYPCUBHASA OLEH-
Ka 1 aHanun3 TyT BO3MOXHbl, HO OHM
OCYLLECTBNAKTCA HACTONbKO  "OT-
[LefibHO" OT BOCMPUATWA, 4TO 3TO
6yaTo Obl OLEHKA APYroro fBfIeHNs n
APYTMMWU NIOABMU MO COBEPLUEHHO
Apyrum 3akoHam. Cama npupoga Ta-
KOV OLeHKM NeXUT B NJOCKOCTU, He-
nepecekarwlLeinca ¢ Toil, B KOTOPOWA
NeXUT MeanTaTUBHOE BOCMPUATHE.

CueHnyeckoe pelnicTso, no-
CTPOEHHOE Ha TaKUX MpUHUMNax,
BOCMPUHUMAETCA 3pUTENIEM KaK He-
KWA 3aBOpPaKMBaKOLWMIA  Marnyeckuii
puTyan, CUMBO/IMKA KOTOPOro Hene-
pesaBaeMa cnosamMu. A putyan fe-
NaeT HEBO3MOXHOWN CMTyaLuto, Koraa
3pUTENb OCTaeTCAa MPOCTO 3PUTESIEM.
Camo npucyTcTBue fenaeT ero co-
yyacTHUKOM. OnucbiBas "KONek-
TUBHYIO 3(P¢eKTUBHOCTL" (hallncT-
CKOro putyana W WAIKO3NOHHOIO
LpamaTnyeckoro npescTaBneHus,
BpexTt B "Manom OpraHoHe" nucan:
"OrnagesWwnChb Mo CTOPOHaM, MOXHO
3amMeTUTb (UIypbl, NOYTWM HEMog-
BMXHO 3acTbiBLUMEe B [0BO/ILHO
CTPaHHOM COCTOAHUU. KaxeTcs, 4To
MX MYCKY/ibl Hanps>XeHbl B He0Obl-
YaliHOM yCWUIMK uan Hee ocnabnu ot
MOMHOr0 M3HemoXeHnsa. OHWM efBa
3amevaloT Apyr gpyra, OHW cobpa-
NNCb BMEeCTe, HO CNOBHO CNAT U K
TOMY7 € BWMAAT KOLIMAapHbIe CHbI.
OHM CMOTPAT Ha CLEHY Tak, C/I0BHO
OHW 3aKonfoBaHbl. CMOTPETb U CAy-
Wwartb - MO CYyTU Ta Xe LeATeNbHOCTb,
M nofyac [OBO/IbHO YyBeKaTeNbHas,
HO 3TW NIOAM, KaXeTcs, YXX He cno-
COOHbl HU K KaKOW [OesTenbHOCTH,
HamnpoTMB, C HWUMW CaMUMW YTO-TO
fenatoT gpyrue”(5).

B 3akn04YeHne MOXXHO oTme-
TUTb: TOTanbHOe MWHGOpPMaLNOHHOE
06beguHEHNE MUpa, KOTOpOe Mbl
MMEEeM Ha CEerogHsLHUA AeHb U KO-
TOpOe MNpOJo/HKaeT pacTu, ecTecT-
BEHHbIM 00pa3oM NMpPUBOAUT B chepe
CLEHMYECKOro WCKYyCcCTBa K poXje-
HUIO W PasBUTUIO HOBBLIX TeaTpasb-
HbIX (opMm. Takux ¢opm, KOTopble
Hambonee agekBaTHO OTBe4yanu Obl
rno6anusaunum MUPOBOI KynbTypbl,
KOoTopble ObiAM 6Gbl B paBHON Mepe
MOHATHLI NHO6OMY 4Y/IEHY MUPOBOrO
coumyma, He3aBUCMMO OT €ro mecTa
B 3TOM coOUWyMe, OT CTpaHbl €ro
MPOXWUBaHMWA, fA3blKa WAW PEUTUU.
To ecTb peyb UAeT o hopmax TeaTpa,
KOTOpble 06paleHbl He K TeEM Ky/b-
TYPHbIM (DEeHOMeHaMm, KOTOpble £B-
NAKTCA XapaKTePHbIMU ANd OTAeNb-
HbIX COLMOKYNbTYPHBIX Fpynmn, a o
Tex, KoTopble ob6palleHbl K ob6uieve-
NIOBEYECKNM CTPYKTypaM CO3HaHuS.
K cTpykTypam, nexawum ray6xe
MOBbIX KyNbTYPHbIX Napagurm, nto-
6bIX JIMHIBUCTMYECKNX, HaLMOHasb-
HbIX, WAEONOTUYECKUX WAN Penurun-
03HbIX BOJOpasgenos. W ecTecT-
BEHHO, YTO 3TW HOBblE (hOPMbI TeaT-
pasibHOFO0 MCKYyCCTBa MO CyTW CBOEi
BO3BpaLLalT Hac K TOMYy MepBO3jaH-
HOMY TeaTpasbHOMY [EelCTBY, KOTO-
poe 3apogunocb B MEPBOOLITHYIO
3NoXy W Hecno B cebe 31eMeHTbI ca-
KpanbHOCTWN U PUTYanbHOCTU, NOCTU-
raeMmble 3puTENIEM HE Ha AUCKYpCUB-
HOM, a Ha WHTYWTMBHOM W MeauTa-
TUBHOM YPOBHE.

Ha cerofHAWHWIA AeHb Takue
thopmbl TeaTpa 4alle BCEro HecyT B
cebe 0TKaz OT WCMOMb30BaHUA Ka-
KOro-T0 KOHKPETHOIO A3blKa, OPUEH-
TUPOBAHHOTO Ha TY WU UHYK KOH-
KpeTHYl aygutopuio, 6yab TO Bep-
6anbHas, G6aneTHas UKW Kakas-nnoo
apyras  dopma  KOMMYHWKaLuW,
chopMUpPOBaHHasA KOHKPETHOW KyJib-



TYpoii. AKTepbl TaKMX TeaTpOB HECYT
CMbIC/bI Ny6AMKe yalle BCero B CBO-
60fHO/ W HEOLHO3HAYHO TpaKTye-
MO nnactuke. Mpu 3TOM COMNpPOBO-
XJawline 3Ty NnacTuky pedb (ecim
OHa MpUCYTCTBYET), My3blKa, [EKO-
pauun, KOCTIOMbl, PeKBU3UT U Apy-
rme  31eMeHTbl  BbIPa3UTENbHOCTU
TakKXe MpefenbHO abcTparmpoBaHbl
OT KaKoW-n1nbo KOHKpeTWKW, npuBs-
3blBalOLWEN 3pUTENS K TON MAN WUHOW
KynbTypHOW Tpaguummn. Kak yxe oT-
Meyanochb Bbllle, TEHAEHLMS K MOsB-
NEHUI0 TaKMX TeaTpoB MpOCexuBa-

eTca Kak Ha 3anafe, Tak u Ha Boc-
TOKe, YTO nofyepkKmBaeT ee rnobanb-
HbIA XapakTep W CAYXWT [OMNOJSHU-
TeNbHLIM MOATBEPXEHWEM 3aKOHO-
MEepHOCTM paccMaTpuBaeMoro ssine-
HuA. MpuyemM NPUMeHSeMbI K TaKUM
TeaTpasibHbIM opmaM 06befUHAI0-
WWiA TepMUH "MnacTMyecknin Teatp"
noKa eLle He obpen CTPOron knaccu-
(hMKaLMOHHOI YeTkocTW. Ho ero cy-
LLeCTBOBaHME KaK CamOCTOATeNbHOM
CTPYKTYPHOW eauHuUUbI B Knaccugu-
Kauum BUAOB CLEHMYECKOTO0 WCKYC-
CTBA Y>X He Bbl3blBaeT COMHEHMUS.
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ClMoCObbl BOCIMPUATNA
CMMBOJIMYECKUMX CBA3EN B CTIEKTAKI/IE

THE WAYS OF PERCEPTION SYMBOLICAL ASSOCIATIONS
IN THEATRE PERFORMANCE

BukTtopna AJIECEHKOBA,
CTapLumMin npenojasaTeib
Akagemunsa My3blku, Teatpa n N306pa3nTesibHbIX UCKYCCTB,
KuLinHes

The present paper is devoted to a process of spectator’s perception of different
types of symbols. Three aspects of symbolical associations proposed by the author are
traditional, conventional and ideal conforming to intellectual, individual and intuitive ways
o/ perception. Analysis ofthe ways is done on the base offollowing theatre performances:
‘Elizabeth 1> by P.Foster, ‘Hamlet" by W Shakespeare, “Inspector” by N.V.Gogol,
directed by P.Vutcareu (Theater “E.lonesco”, Chisinau); “The King Lear™ by W
Shakespeare, “The Cherry Orchard” by A.P.Chehov, "Double-bass” by P.Suskind,
directed by I.Shots (Russian dramatic theatre ofA.Chehov, Chisinau); “The King Lear” by
W Shakespeare, directed by I.Butusov (Theatre ‘Satiricon”, Moscow).

Tak e, KaK Hefb3f FOBOPUTb O
CUMBO/NE, He paccmaTpuBas npoLecc
CMMBO/N3aLMKN, - HEBO3MOXHO F0BO-
pUTb O CO3[aHUM CMMBOMMU3ALUU, HE
3aTPOHYB BCTpeYHbIA mpouecc -
BOCMpUATMe cumBonu3aummn. Ecnu c
Mo3nLMU pexuccepa CUMBOM3ALMUS
paccmaTpuBaeTCsi Kak npolecc no-
cnefoBaTe/lbHOW LIUMPOBKN HEKONA
nHopMaLMn MnocpeacTBoOM Tpagu-
LMOHHbIX, YCOBHbLIX WU UeanbHbIX
00bEKTOB-HOCUTENER,  NPUHUMALD-
WMX Ha cebs (yHKUMI0O CMMBOMA, TO
C Mno3nuuu 3puTens CcUMBOAM3aLMSA
poXxfaeTcs B npouecce AenppoBKM
3Toli WH(opMauuu K3 WUCTOYHWUKOB,
MPeANIOXKEHHbIX PEXUCCEPOM.

«Obunne 3HayeHWin B TeaTpasib-
HOM WCKYyCCTBE 00ycnaBiMBaeT, 4TO
OfHY U TY Xe CLEeHY pa3Hble 3puTenu
BOCMPUHMMAIOT  MO-pasHoMy. 3JTa
MONNCEMUYHOCTb (peYyb O CUHTEe3e
MCKYCCTB) TeaTpaibHOr0 WCKYCCTBa,
oTAuyawlas ero oT [pyrux uc-
KyCCTB, MO3BO/MIAET, 4TOOLI €ro oAHO-
BPEMEHHO BOCMPUHUMANU 3pUTeNu

pasNnyHbIX BKYCOB W PasfnyHbIX
acTeTmyeckmx 3anpocos». (1., 16 -
17). YcnoBHOe [fefieHne CUMBOMA Ha
Tpy acnekrta (CMMBOM-3HaK, CUMBOJ-
meTagopy M cUMBON-06pa3) MO3BO-
NUN0 MHE pasinunTb JOMUHUPYIO-
WWIA TUMN OTHOLWEHWIA MexXay 3Ha-
Kamun BHYTPU CMMBONW3ALNUW, BCNeA-
CTBUME Yero YeTKO ONpefennincb Tpu
MOHATUA: TPafWLUWOHHOrO, YC/OB-
HOro M MAeanbHOro CUMBONA, TECHO
B3aMMOAeCTBYIOWMNX APYT C 4PYTOM
B CLleHWYeckoin npaktuke. Cnegyet
NPeanonoXunTb, UTO 3pUTE/bCKOE
BOCNPUATHE NO OTHOLIEHUIO K Tpem
nepeyncneHHbIM acnekTam Toxe 6y-
LT pasfinyHbIM.

BocnpuaTne  TpaguLMOHHOIO
cuMBoONna

Bocnpuatne TpaguLMoHHOro CnMm-
BO/a KaK HeKOero BM3yanbHO-aKyc-
TMYECKOro 06bekTa C YCTONYMBLIM
ps4OM 3HAYeHWn npeanonaraet, 4yTo
COBOKYMHOCTb 3TUX 3HAYEHWl Yyxe
CyLLecTBYeT B CO3HaHWW 3puTens B
CUNY CNOXMBLUUXCA COLMANbHO-KY/b-



TYpPHbIX Tpaguuuii un TpebyeT Aans
CBOEr0 BbIBNEHNA PaLMOHaNbHOIO
MCMONb30BaHWA  aHanormii um  ac-
counaumit. «Cmbicn  TeaTpanbHOro
nNpou3BefeHUs...  06YyCnoBNeH  He
CYMMOW aBTOPCKMX HaMepPeHUin u
«Hax040K», HO TeM, YTO MOXHO CKO-
pee Ha3BaTb WMHTENNEKTyaNnbHOW cuc-
TEMOI O3Havawowmx». (2., 225). 31K
3HauyeHns B BonblUeli Mepe KacaroTcs
CUMBOJIMKMN LIBETA, PENUTMO3HBIX Tpa-
OUUNA, 3THUYECKMX W KYNbTYPHbIX
0COBEHHOCTel, a TaKKe B HEKOTOpOii
CTEMEHN WCTOPUYECKUX, MUGONOru-
YeCKMX N CKa30YHbIX ((PONbKNOPHbIX)
ClOXKeToB 06LLero nopagka.

Bbi60p TOr0 MAM MHOTO 3HAYeHUs
B npouecce 3puTeNbCKOro BOCMPU-
ATUS 3aBUCUT OT KOHLENTyanbHOro
B3aMMOJencTBMs 3T0ro cuMmMBona ¢
OPYTUMM  3HAKOBbIMW  3/IEMEHTaMM.
Hanpumep, KpacHbIii LBeT, Kak npa-
BW/IO, UMEET HEeCcKO/bKO CUMBOMYeE-
CKMX 3Ha4YeHuWin, accouuupyscb ¢
KpPOBbIO, CTPacTbio, BOWMHONA, nt060-
Bblo 1 Ap. [pocnegum BocnpusTue
3Toro cMmMmBoOna Ha npumepax. Kpac-
Hblli wneid Mapun CtroapTt («Enm-
3aBeTa I» . PocTepa B NOCTaHOBKE
M. ByTkapay) nokpbiBaeT TPOH-Nu-
pamugy, C KOTOpOi/ OHa cowna K
MecTy NpoBefeHus KasHW. Bo B3au-
MOCBA3M C caMUM (DaKTOM KasHW no-
KpbIBalOLW WA MPecTON KPacHbI niaHy
accouuupyeTca C KpOBbl, KoTopas
NPUHMMAET CMbIC/T He TONIbKO KPOBU
KasHeHHOn Enn3aBeToli CECTpbl, HO
M pacwmpseTca LO 3HaYeHUs KpoBa-
BbIX [A€AHWIA, CONYTCTBYIOLWMX NH0-
6oii 6opbbe 3a BnacTb. 3HayeHue
TPOHa, NMOKPbLITOTO KPOBbIO, CYyLLECT-
BYeT B MpPeACTaB/IeHUN 3pUTENA He-
3aBMCUMO OT CMEKTakKns, TakK Xe, Kak
yXe CYyLecTBYeT MOHATUE «PYKU B
KpPOBMW», KOTOPOE MPUMEHSETCA K Ye-
NOBeKY, COBepLIUBLUEMY  TAXKUe
npecTynneHns. Takyl 3HAKOBYHO

B3aMMOCBA3b MOXHO Habnwogatb B
cnekTakne «[amneTt» Y.lekcnupa,
nocrtaesneHHom [letpy ByTkapay B
AnoHun. KnaBguii npotsarueaeT Mep-
TPyLe Ky60K C OTpPaBNEHHBIM BUMHOM
nocine MWHYTHOI 60pbObI CO CBOEN
COBECTbIO, U 3TN PYKM B MOMEHT ne-
pefjaun KybkKa CTaHOBATCA  APKO
KpacHbiMn (6narogaps CBeTOBOMY
a(h(ekTy), OTYEro BO3HMKAET acco-
uMaums ¢ KpoBbO, [OKa3blBaloLLei
BUHY KnaBgusi. KpacHsblli LBeT BOC-
NPUHUMaeTCa Kak afCKUin OroHb uaun
nekno B cnektakne MN.Bytkapay «Pe-
BM30p» no H.loronto, Korga nnasacka
yepTeil BO CHe ropojgHU4Yero npowuc-
XO4UT Ha (hOHe KpacHoro ceeta, Bbl-
3blBas aHas0rnio ¢ BO3MOXHbIM Mec-
TOM npebbiBaHMA aywun. inn B cnek-
Takne «Koposnb Jlup» Y. Lekcnupa
B noctaHoske KOpua byTycoBa, Kor-
[la KpacHOe NosIoTHO rfosa, No KoTo-
poMy, CNOBHO o06)urasacb 06 rops-
Wwue yrav, npoberaet 3grap, ac-
coummnpyetcsd C¢ LapcTBOM PeraHbl u
onepuasbu, CTaBWMM 3€MHbIM afoM
4N npaBefHWKOB. B TO Xe Bpems
KpacHoe obnayeHne KeHTa B TOM Xe
CMeKTak/e accoummpyetcs C Haua-
nom Hausblewero CnyXeHus, Ko-
TOopoe GepeT Ha cebsi BepHbIA cnyra
INnpa, cooTHOCACL B KaKO-TO Mepe ¢
KpacHOW MaHTUeW CnyxXuTenein Kato-
JINYECKOW XPUCTMAHCKON LepKBM B
3Ha4YeHNN OECKOPBLICTHOM N6BM 1
6naroii akTuBHocTu. W3 npumepos
cnegyeT, 4To cam No cebe KpacHbIi
uBeT, Kak W nw6ON [pyroi, He
BOCMPUHNMAETCA KakK CUMBOM, ecnu
He BCTynaeT BO B3auMMoOfeiicTBue ¢
OPYTMMU 3/1IeMeHTaMn B CreKTakre.
M nMeHHO OT B3auMOAeincTeus ¢
TEMW WM UHBIMU  3/IeMeHTaMK
3aBUCUT MHTEPNpeTaLuns cumBoImnye-
CKOTo 3HauyeHuss. «CMbIC/IOBble TMO-
TEHUMWM CUMBOSA BCerja Lwupe ux
[aHHOW peanusauun, B KOTOpble



BCTynaeT CMMBOA C MOMOLLbID CBO-
€ro BbIPaXeHNA C TeEM UAWN WHbIM Ce-
MUOTMYECKUM OKPY>XXEHWEM, He WUC-
yepnbiBaeT BCEX €ro CMbICI0BbIX
BO3MOXKHOCTe. IT0 M obpasyeT TOT
CMbIC/TOBOI pe3epB, C NOMOLLbIO KO-
TOPOro CMMBO/M MOXeT BCTynaTb B
HEeOXUAaHHble CBA3W, MEHAA CBOHO
CYLWHOCTb U AedpopMunpysa Hemnpegsu-
LeHHbIM 06pa3oM TeKCTOBOE OKpy-
XeHume», (3., 214).

CMMBONbI LBETA UCMOMb3YIOTCA B
CLUEHMYECKOW MNpaKTuKe Haumbonee
4yacTo, 3aHVMMas AOMUHMPYIOLLEe No-
NOXEHWE MO CPaBHEHWIO C APYTMMU
TPaAUUMOHHBIMU  CMMBOMAMMW, Ha-
npumep, Penurnos3Horo, couuanb-
HOro unu Apyroro nopsgka. Tem He
MeHee, WHTepnpeTauus  3HayeHwul
NPeAsoXeHHbIX CUMBONOB Bcerja
npegnonaraeT Haauume 06LWKMX 3Ha-
HWA B WX TemaTu4veckoii obnacTu.
Hanpumep, KpecT B pyKax MOHaxoB
(«EnusaBeta I» I. ByTkapay) - co-
OTHOCUTCA C XPUCTUAHCKOWN penu-
rveil, a B NepeBepHyTOM BWAE Bbl-
rAaguT Kak Medy, npegnaras acco-
unauunio ¢ 6MTBOI, COBMELLAs MOHS-
TUA KpecTa U Meya, 06befuHAS penu-
rMK C BOMHOW. PasgeneHHoe Jlnpom
A6noko («Koponb Jlnp» B MocTa-
HoBKe Wnby LLaua) BbI3blBAaeT acco-
unaumto ¢ A6710KOM pasgopa TObKO
Npu HaNMUYUN 3NEMEHTAPHbIX 3HAHWA
6nbnelickoro croXxera. 3HaHMe OCHOB
XPUCTUAHCKOW penurnu TakKxe no-
MOXET pacno3HaTb 3HayeHue OkKpa-
LIEHHbIX KPOBbK  BOA, KOTOpOe
NPeaioxXnn 3puTeNnto B CMeKTake
«["amnet» [1. ByTkapay, Kak 3Hame-
Hue Oyayuieii Kapbl 3a OTBEpPXKeHue
Bora. HekoTopble cMMBONbI TpebytoT
OT 3puTend He TrNyb60KUX  WH-
TeNNeKTYyanbHbIX MNO3HaHWiA, a ane-
MEHTapHOro COMOCTaB/EHNUA - TeM-
Hble OYKM WAN YepHas MNoBA3Ka Ha
rnasax BbI3blBAlOT accoumauuio co

CNenoToil He B MPSMOM, & B KOCBEH-
HOM CMbIC/e, B 3HAYEHUN <KTEMHOTbI»
NN «CNENOTbI» yMa, HECMOCOBHOCTH
yBuaeTb Oyayulee, Kak npegnona-
raet W.Way B (uHanbHOW CuLeHe
«BuwHesoro caga» A.Yexosa, 3a-
(hMKCUpOBaB NEpCcoHaxeik C MOBA3-
Kamu Ha rnasax; Wam HecrnocobHOCTH
0CO3HaTb CBOK WHAWBUAYANbHOCTD,
Kak nonaraet [.ByTkapay B u-
HanbHOI cueHe «Pesm3opa» H.[oro-
ns, 06e3nMynBas Ye/loBEYECKY Mac-
CYy TEMHbIMK O4Kamu. W Hago oTme-
TUTb, YTO 0OBEKT MOBA3KA WM OUKU
- HauuMHaeT paboTaTb Kak CUMBON
TONbKO  Gnarogaps  BCTYMN/EHWIO
06beKTa BO B3aMMOCBA3b C 06W UM
npoueccom CUMBOSIU3ALMM, B NPUBE-
[LEeHHbIX npumepax - 6naropgaps
MaccoBOMY [AeliCTBMIO, TaK KaK OfHO-
BPEMEHHOE «OC/Nern/ieHne» BCeX Mep-
COHa@Xell  MepeHOCUT CMbICT  eau-
HWYHOrO 3HaYeHWs CNenoTbl B 061acTb
BCEOOLLEero MoOHATUSA,  OCYLLECTBNASA
LelicTBEHHYI0 €BA3b ¢ O6pa3om.

BocnpuaTure YCNoOBHOMO CUM-
BoNa

Ecanm uHTepnpetaums Tpaguum-
OHHOr0 CMMBO/Aa U3HAYaNbHO CBA3bI-
BaeT B 3PUTENbCKOM BOCMPUATUU
06bEKT CMMBOAM3ALMM C ero BO3-
MOXHbIMW 3HAYEHMAMM, TO B CAyyae
YCNOBHOIO CUMBOMA, 06BEKT MOXeT
ObITb HACTO/IbKO NMPOU3BOJ/IbHLIM, YTO
cam no cebe He npefocTaBnseT 3pu-
TEN0 HWKAKOW CYLLHOCTHOW WHop-
Mauun, HO CMMBON BO3HWKaeT B
npeAcTaBfeHUN 3puUTens B CBA3N C
LeAcTBUMAMM, MNPOU3BOAUMbBIMU  Haf
3TUM 06bekToM. «Belwb B TeaTpe
HUKOT4a He WrpaetT CcaMoCTOATENb-
HOM POSM, OHa NUWb aTpubyT Urpsl
akTepa, (...) B kuHemaTorpade pe-
Tanb Wrpaet, B TeaTpe - OHa 0O6bIT-
poiBaeTcsa». (3., 418). B npouecce
BOCMPUATUA  YCAOBHOIO  CUMBOJIA
3HaYeHWe PpoOXAJaeTca B CO3HaHWUU



3puTeNs B CUNy ero cy6beKTUBHOIO
onbitTa M TpebyeT MNOLKNHOYEHMS
TBOPYECKO (paHTasum u BooGpa-
>KeHus. [10CKOJIbKY YC/IOBHbI/i CUM-
BO/ OCYLLECTBNSAET CMMBONUYECKYIO
cBa3b ¢ O6pa3oM TOMbLKO NOCPeAcT-
BOM 3HaKOBbIX KOMOUHaUWiA, 3puTeb
BOCMPUHMMAET He OTAeNIbHO B3ATbIN
06bEKT, @ COBOKYMHOCTb 3Ha4YeHWii,
NPEASIOKEHHbIX  PEXWUCCEPOM UMM
cueHorpadoM B MepCcneKTUBe WUX
passuTua. Hanpumep, B nocTaBieH-
Holi W. Lauem nbece «KoHTpabac»
M. 3l0CKMHAA CUMBOJINYECKOE 3Ha-
YyeHWe KOHTpabaca OTKpbIBaeTCA 3pu-
Tento He cpasy. O6bIYHbI WMHCTPY-
MEHT, KOHTpabac, ABNAeTCA rNaBHbIM
HOCUTENeM WfAen crnekTtaknd, cobop-
HbIM OTPaXK€HWeM BCEro Toro, ¢ Yem
OTOXAECTBNSAET CebA repoil n ¢ yem
caMm OTOXfAecTBnsieTca B cyfbbe
rnaBHoro repos. OH HeceT pasfny-
Hble, YaCTO KOHTPACTHble CMbICNO-
Bble Harpysku, npuHuMas Ha cebs
(yHKUMO gpyra, TupaHa, bora,
CNYrn, X035iIMHa, BO3/1K6MEHHON,
BTOpOro «f». B npouecce oTHOLIE-
HWIA K HEMY CO CTOPOHblI MY3blKaHTa
(akTep W. Kapac), o6pallleHHbIX K
HeMy C/IOB, OLlEHOK W JeicTBuWiA, B
COBOKYMHOCTW C APYTMMU CUMBOMNU-
YEeCKMMU CBA3SMMU, 06beKT (KOHTpa-
6ac) BO3BOAMTCA B CTATyC YC/NOBHOIO
cumBona. o xofy cnektakns 3pu-
TeNbCKOe OTHOLWeHWe K KoHTpabacy
MEHSeTCs, U pa3BMBaeTCA OTOXAECT-
B/IEHNE MY3bIKasbHOr0 UHCTPYMeHTa
C Ye/IOBEYECKOW [AyLloi, KoTopas,
cTpajas, uueT CBOE MeCTO B 3TOM
HECOBEPLUEHHOM MUpe.
BosHukawowaas B BOOGpaxeHUn
3puTens accoumaTuBHaa napanfenb,
OTCblflaloLWas Mbicib B 06nacte Ngen
O6pasa, ocyulecTBaseT  npouecc
CUMBO/IM3AL MM, NPUYEM, HACTO UMe-
€T MeCTO pasHuua B onpegensemoi
3putenem Ana cebs obnactu 3Haue-

HWA, 3aBUCALLMX OT NUYHOTO ONbiTa
M WHAWBUAYANbHONW CMOCOGHOCTYM
BocrnpuaTtua. Hanpumep, 3grap wu
JAMOHA B nocTaBfeHHon . Lauem
Tparegun Y. LWlekcnupa «Koposnb
Nup» B Havane cnekTakns npeacra-
B/IEHbl PEXWCCEPOM B ChegytoLiei
MU3aHCLeHe: Jgrap CTOUT Ha Bep-
XHel CTyneHn CTPEMAHKMN C KHUTOW B
pykax, a 3AMOHA, CUAAWWiA pagom
CO CTPEMAHKOW Ha nony, packna-
OblBaeT nepej co6oil  urpanbHble
KapTbl. [lepBUYHbIM BOCNPUATUEM
3TOW CNOXHOW 3HAKOBOW CTPYKTYpbI
OyaeT pasHuLUa B NPOCTPAHCTBEHHOM
MOMOXEHUN MEPCOHAaxXeW, OAUH W3
KOTOPbIX BO3BbIWAETCA Hafd LPYruM,
npoeuupys BMAUMOE MOOXKEHME Ha
coumnanbHoe (MonoxeHue B obuiec-
TBE) U HpPaBCTBEHHOe (KayecTBa
Xapaktepa), KOTOpOe nojyepKuBsa-
eTcA 3HauYeHWeM MNpesMeTOoB B UX
pykax. Kuura, gaxe 6e3 cBA3M cO
CBOVMM CUMBOJ/IMYECKUM 3HAYEHUEM,
BbI3blBaET accouuauuo ¢ npuobpeTte-
HWEM 3HAHWI, LWKOMON, a UrpasbHble
KapTbl, faxe 6e3 CBA3M C CMMBOU-
KOW KapT, OTCbINalT acCoLNaTUBHYO
namaTb K asapTHbIM Wrpam, K Wrpe,
HO 0C000 MbITAUBLIV 3pUTENb MOXET
YCMOTpeTb B 3TOM 1 6enee rny6okyto
cBA3b. Hanpumep, KHura, accouu-
MPYyACb CO LUKONOWA u obpeTeHMeM
3HaHWIA, MOXEeT 0TOCNaTb CO3HaHWE K
BceoOLleMy MPUHLMNY LWKONMbI, Fhe
yesioBeK MpuobpetaeT HEOOX0AUMbIE
417 XKU3HW 3HaHWUA, MYAPOCTb, U YeM
[Ofblle OH Yy4WuTCsA, TEM Cepbe3Hee
OTHOCUTCSH K XXM3HW W B3POCNeeT; B
TO Xe BpemMsa urpa Kak TakoBas,
CBA3aHHaA B 00WeM MNOHWMaHUN c
LeTCTBOM, OTCbliaeT K Bceoblemy
NPUHUMNY AeTcTBa C ero 6e30TBeTCT-
BEHHOCTbIO K Bellam, rfge npuHuuMn
UrPbl, 4acTO MPUMEHSeMbIl TOMbKO
pagn ynoBonbCTBUA, 6€3 BHUMaHUA
B3POCNbIX MOXET OblTb CMepTenbHO



onaceH ans camoro pebeHka u ans
oKpyxawwmnx. Takum  o6pasom,
3Arap 3aHWMaeT No3uuMIo B3pOCO-
ro, Hecywero OTBETCTBEHHOCTb 3a
CBOM NOCTYNKMW, a LMOHA 3aHWMaeT
nosuunio pebeHka, ANA KOTOPOro
XU3Hb - He 60nee 4Yem wurpa, u
COBeTbl B3POC/bIX U JONT - He 6onee
yeM npenaTcTBue u o06y3a. Takas
napannenb ¢ 061acTbi0 03HAYaemMoro
faeT npejcTaBleHWe He TOMAbKO O
XapakTepe OTHOLIEHMI Mexay nep-
COHaXamu, HO M OTKpPbIBaeT 4yacTuu-
HO CYLLHOCTHYH MNPWYMHY BCEro
npoucxopgawero B Tparegum Lllekc-
nupa, rae CblHOBbS W foYepu Lens-
TCA Ha «B3POC/bIX» W - «AeTei»,
UrparLLnX Co CMepPTbIO.
3ameyaTenbHbIl MNpumep YCOB-
HOro CMMBO/A MOXHO HaiTN B Crek-
Takne HO.byTtycosa «Koponb Jinp»,
roe 00bEKTOM YCNOBHOrO CMMBOA
CTaHOBMTCA 06bl4HaA 6Genad npo-
CTbiHA. B Hauane cnektakns, 3aky-
TaHHaf B 3Ty MNPOCTbIHIO, MOXOXYHO
Ha nnatbe, nossnsetca Kopgenus,
NpousHocs nMpaBAuBble C€noBa O
cBoeil N6BM K OTUYy, 4YTO COBep-
LWEHHO HMKaK He CBA3bIBaeTCA C Ka-
KON-nnbo  wMHTepnpeTauumein  npo-
CTbIHU. [1oYTWM He3aMeyeHHbIM AnA
3puTens ocTaeTca npouecc Bbibpa-
CblBaHWA MPOCTbIHW B AMY Ha aBaH-
CueHe, rge ee TonyeTr [oHepusbs.
Tonbko nonas B pyku [nocTtepa,
MPOCTbIHA MNPUBMEKAET 3PUTENIbCKOE
BHMMaHWe, MOTOMY 4TO PAacKpbiB-
lIMCb B €ro pykKax OHa oOTpaxaeT
TeHb [ noctepa, HanoMuWHaKLWYyO
pacnstue, a B COBOKYMHOCTW CO 3Ha-
YEeHWEM CbliHa-nygabl (MPEKNOHEHHOT0
3AMOHAA, KNeBellyllero Ha CBOEro
6parta) NPOCTbIHA CTAHOBMTCA Kak Obl
npef3HaMeHOBaHWEM elle He CBep-
WMBLUNXCA COBbLITWIA, OTKPbIBas 3pu-
TeNt0 UCTUHHOE NOJMIOXEHWE BeLLeld -
npejaTeNbCTBO CbIHOM U MY4eHMnYe-

ctBo [noctepa. [MpoCTbIHA BHOBb
nosiBAseTca B MOMe 3pUTENbCKOro
BHMMaHuUA B pykax Jlupa, Haweg-
liero ee B TOl Xe AMe. be3yMHbIi
Jlnp, yXe no3HaBWMWiA BCE TArOThHI
M3rHaHWA 1 npejaTenbCTBa CTapLUmX
fouepeii, 3a60TIMBO 3alINBaET AbIpbl
Ha MOTpPEenaHHOl MpPOCTbIHE, Kak
6yTO 0CO3HaBas LEHHOCTb 3TOW Ma-
Tepun. Takum 06pa3om, MPOCTbIHS
Kak Obl BO3BpaljaeT 3pUTENbCKYH
namsTb K Hayany CnekTakas, u npo-
Llecc CMMBOMM3aLMM NPOCTbIHW MpPO-
MCXOAWUT B CO3HaHWW 3puTens, CBA-
3blBas BOEAMHO 3HA4YeHWS MpaBAUBO-
CTW, MOMNpaHHOW npaBegHOCTH, WUC-
TMHHOCTKW, MPOCBET/NIEHUs, Mpo3pe-
HWA - TO €CTb TE€X MOHATUIA, KOTOpPbIE
CBsA3aHbl C AEACTBUAMM Haf 06bek-
TOM - npocTbiHeli. COOTHOCACL ApYr
C APYTOM, accoumaTvBHbIe 3/IEMEHTHI
CMMBOMIM3aUMKN CO3Jal0T B BOOGpa-
XXEHWUW 3PUTENSA HEKWI CMeKTp 3Ha-
YEHWIA, CBSA3AHHbLIA C MNPOCTbIHEN,
KOTOpas CTaHOBUTCS YC/IOBHLIM CUM-
BOJIOM, [JEeNCTBYIOWNM  UCKIHOYU-
TENbHO B paMKax CMeKTaK/s.

Ecnn e 3puTent B CUY TEX MK
MHbIX MPWYMH He pacrno3Han CUMBO-
JINYECKYHO CBfI3b 06bEKTa € mpegno-
naraeMbiM 3HauyeHMEM, TO OO6BLEKT
LONS TAKOTO 3pMTENS U BOBCE HE CTa-
HOBMTCA CMMBO/IOM. 3TO MOXeT
MPOW30iTK, Hanpumep, OT HEKOTO-
pbIX pasnuuuii B CKOPOCTWM MbICAK-
TENbHOrO npouecca, Korga Bpems,
Tpebyemoe Ana Bbl6bopa B nNamsATu
HY>XHO accoumaTUBHON CBA3M LNS
MoCneayoLLero BoCNpuATMA, He yc-
neBaeT OCYLECTBUTLCA A0 BO3HWK-
HOBEHUSI CliefytouULeil 3HaKOBOW LUe-
MoYKkKn. Tak, HacblWEHHOe CUMBO/N-
3aumMsamMun TeaTpaNibHOe AelicTBue Tpe-
b6yeT OT 3puTens MOBTOPHOro0 MNpo-
CMOTpa, 4TOObl HEyCBOEHHble nep-
BOHaya/fibHO 3HAYeHWs MOFM Hano-



XMNTbCS B CO3HAHUM Ha npeAblayLyme
BMeyaT/IeHns 1 accoumaLnuu.
Mpouecc YCBOEHUA fA3blKa CUMBO-
NoB  [elCTBMTENbHO  HamoMMWHaeT
MpoLEecC M3y4YeHUs PeveBOro A3blka,
Korga nepesof C/OB C MHOCTPAHHOT O
A3blKa Ha POAHOW OCYyLLecTBAsSeTCA B
CO3HaHWW CHayana B MeAJ/IEHHOM
Temne, 3aTeM 3HAYeHUsi MOCTENEeHHO
HakKnafblBalOTCA HE Ha CnoBa, a Ha
camy 06bEKTbl M MOHATUA U Mpouecc
BOCMPUATUS 3HAYMTENbHO 06nerva-
eTcs u yckopsetca. Mcxogsa us Ta-
KOro  BOCMpPUATMSA  TeaTpasbHOro
CUMBOfMA, MOXHO CAenaTb BbIBOA,
YTO €cny peyeBOl A3bIK MOMOraet
yenoBeky obuwaTtbcs € APYrMMM
NOAbMW  YCTHO  WNW  MUCbMEHHO,
oborauias Kpyrosop, passuBas pasym
N ApYrue YyenoBeYeckne KayecTsa, TO
A3bIK CMMBOJ/IOB NMOMOraeT 06LaThCs
YeNOBEKY C COOCTBEHHbIM BHYTPEH-
HAM «S» U C BHYTPEHHUM «§i» ApY-
rMx nogei, nocTuras Mmp gywu, 4yto
3Ha4YMTeNbHO ob6orauiaeT CBOWCTBA
AyWn U pa3BMBaEeT LYXOBHble Kaue-
cTBa.
BocnpuaTwne ugeanbHOro CUM-
BOS1a
W paeanbHblii CMMBON B Mepeno-
XXEHUMN Ha PeyeBOi A3blK aHaNornyeH
WHTOHAUUW WAWN OLYLEHNIO [BOW-
HOro cMmbicfa, TpebyluMx OT BOC-
NPMHMUMAOLWLErO 0CO60IA YYTKOCTU
MAN BPOXAEHHOI0 «4yBCTBA f3bIKax».
JTOT CUMBOA, CO3[aBaeMblii Hasno-
YXEHMEM Ha MepBOHaYaNbHbIA 06BHEKT
nocnefoBaTe/IbHbIX CUMBOMYECKUX
cBfi3ell, MOXeT  BOCNPUHMMATHCA
TO/IbKO B 3BO/MIOLMM Pa3BUTUS 3Ha-
YeHWl, Korga BHe3anHoe 03apeHue B
CO3HaHWW 3pUTENS JaeT emMy K4 K
BOCMPUATMIO MpeablAyLInNX 1 nocne-
AYHOLWKUX 3HaYeHnin. CospaHue upe-
anbHOro CUMBOfMA B CNeKkTakne faet
BO3MOXHOCTb  CMPOELMpoOBaTb  Xa-
paKkTep U COCTOSIHUE aKTWBHOCTU He-

KOeil maTepun Ha obnacTb 6ecco3Ha-
TeNbHOro, 061acTb OWYLEeHNn nep-
COHaXa W 3puTens. YCNoOBHO-upge-
anbHbIM CUMBOMIOM B ApamaTtmye-
CKOM TeaTpe CTaHOBMTCA TaKoOl
06BbEKT, 3HAKOBbIE CUMBOMYECKME
HafCTPOMKM 1 napanfienn ¢ KOTOpbIM
06pasyoT 06ULYH0 CUMBOIMYECKYIO
CTPYKTYPY, BbI3blBalOWYK B Mpefg-
CTaBNeHWy 3pUTeNns KOMMJEKC 3Ha-
YeHWii, peann3yrLLmniica Kak BCeob-
wunii MpuHymn. Takoil npouecc BOC-
NPUATUA OCYLLECTBNSET B CMeKTakne
CMMBO/-06pas.

Mpexgae BCEro Hago OTMETUTH,
YTO OCyLecTB/eHUe npouecca BOC-
nNpuaTMS WfAeanbHbIM  CAMBOIOM B
CnekTak/ie ABASETCA UTOrOM rapmo-
HUYHOFO CWUHTE3a YC/IOBHOrO CUM-
BOMa C ApYrMMW 3IeMeHTamu, BKIIO-
yasd TpagMLMOHHbIA CUMBOM 1 3HaKO-
Bble KOMOGMHauMW. OTO 3HAYMT, 4TO
naeanbHbIi  CMMBOA, £ABAAS  CO6ON
BEHEL, CUMBO/IMYECKON nNupamugbl,
LEMOHCTPUPYET BEPLUMHY pexuccep-
CKOFO W KOMJIEKTUBHOIO MacTepcTBa
cosfatenein cnektakns M MOXeT
ObITb peann3oBaH Janeko He B KaX-
LOM CneKkTakie, faXe €eC/ln B HEM
HemMano TPagULMOHHbIX CMMBO/M3a-
umii. WHTepnpeTtaums umaeanbHOro
CMMBO/Ia HEe COOTHOCKUTCS C abceT-
PaKTHbIM MOHATUEM, KaK, Hanpumep,
B C/yyae YC/MOBHOFO CUMBOMA, HO
BOCMPWHUMAETCA 3pUTeNieM Kak Mpo-
eKLUMS HeKoero npouecca, 3akoHa
WAN  YHWBEPCAaNbHOro  NpUHLMNA,
cywecTBytolero B npupoge. Ha-
npumep, MPUHUMN MapUOHETOYHO-
CTW, BO3HMKAaKLWMWIA KaK CUMBO-006-
pas3, TO ecTb WAeasibHbIA CMMBON, B
cnekTakne . ByTkapay «Enusaseta
I» BKMOYaeT B cebs Becb KOMMJEKC
y4acTBYHLWMX CTOPOH - KakK KyK/o0-
BOJOB, YMNPaBAAOWNX HUTAMMK, NO-
KOPHOCTb U 6€31MKOCTb MapuoHe-
TOK-MaHEKEeHOB, TakK M Mpouecc no-



NAPHOCTM 3TOrO HABJIEHUA W CMEHY
MosOCOB, KOrfja HUTKU, Beaylime K
KYKN0BOJaM, OKa3blBalOTCA B pPyKax
MapuvOHETKN. 3puTesib  BOCMPUHU-
MaeT nieanbHbIi CUMBON Y)Xe He Ha
YpPOBHe MpefcTaBNeHNs, a Ha YpOBHe
ol yLLeHMa 3TOro npouecca, Bcreg-
CTBME Yero orosapuBaTb C/iOBamu,
YTO KOHKPETHO BO3HWKaeT KaK pe-
3ynbTar BOCMPUATUSA CUMBOJIA, He
O6yfeT LOCTOBEPHbIM, TaK KakK 3aBu-
CUT OT OCTPOTbl WHAUBUAYATbHbIX
3pUTENbCKUX  OLWLYLLeHWUA.  BaxHo
OfHO - wWfAeanbHblli CUMBOA, POX-
[eHHbIA cpefcTBamMu TeaTpa, CNoco-
6eH OJHOBPEMEHHO OTpaxaTb Kak
KOHLEeNTyanbHble MNpoLeccsl B pam-
Kax CMekTaknsd, TakKk W Bceoblue
NPUHLMMNLI N 3aKOHbI MUPO3[aHuUA.
«CuMBON ABNAETCA O4HOBPEMEHHO
YHUMBepcanbHbIM U CNeunpuyecKum
CpefCTBOM BblpaxeHua». (4., 13)
WpeanbHblli cMMBON  npoBouupyeT
WHTYUTUBHOE BOCMPUATUNE 3pUTENA, U

XapaKTep CUMBOINYECKOIA
cBA3N

TpaAnuNOHHBIA cumBON

faxe B TOM C/y4vae, KOrja HMKakoro
OCO3HAHHOI0 03apeHus He NpoMCXo-
OWT, 3TOT CUMBO/ BCe PaBHO OTpaXxa-
eTCs B NOACO3HAHUWN WHAMBUAYYMA U
JaeT Ty WAN WHYIKO QOopMy nposshe-
HWA Ha CO3HaTe/lbHOM YpOBHe, Ha-
npumep, B dopme rny6bokoro Bne-
yaT/ieHWs, KOTOpPOe PaHO MW NO3LHO
MOXEeT OblTb 0CO3HaHO. MpaeanbHbIi
CMMBO/, WHTYWTWBHO HaNAeHHbIN
pexuccepom, 3aknajbiBaeT B 3puUTens
3epHO Wpew, koTopas, byayum mar-
HWTOM, NPOCTO NPUTArMBaeT M3 06-
nactum  HenposBneHHoro  O6pasa
CXOAHYIO CO CBOMM 3apsfoM 3Hep-
rM0, OTKpbIBas «BO3MOXHOCTb Ka-
KOro-to 60/ee WNPOKOro, 60nee Bbl-
COKOrO CMbIC/a 3a npefenamMu Haluel
CUIOMUHYTHO cnocobHocTH
BocnpuatTua» (5., NO).
Mpegnaraemas MHOK Tabnuua co-
LepXuUT cxXatoe o606uieHne pac-
CMOTPEHHOr0 B CTaTbe MaTepuana.

Cnoco6 3pUTENbCKOIro BocnpnAaTuAa

VHTennekTyanbHblii

COBOKYIMHOCTb 3HaUEHWIA YPKe MPUCYTCTBYET B CO3HAHUN 3pUTENS

B CWIy C/OXVBLLMXCS TpaguLyd, U BbIGOP TOFO WA VHOIO
3HAYEHMS 3aBVICUIT OT 3HAKOBOW KOMGMHALIAM.

Tpebyet

WHTENNeKTyanbHOro rnoaxopa,

3afeicTByeT

accoumnmaTuBHy nNamaTb

YCnoBHbIA cMMBON

VHAWBUAYaNbHbIA

3HaueHve POXOaeTCA B CO3HaHMM  3pUTENA B CWITY €ro

CYOLEKTVIBHOIO OrbITa WU MbIC/IMTENIHOTO MPOLECCa KaK CUHTE3
XapaKTepPUCTUK abCTPAKTHOrO MOHATUS.

Tpe6yeT nHanBuayansHoro NoaxoMda, 38,£I,eI7ICTByET TBOpPUYeECKYyto
thaHTa3no 1 BoobpaxeHune

W peanbHblii cumeon

MHTYNTUBHbIN

3HaveHVe pOXKOAETCA B  CO3HaHWM  3pUTEN  Kak  CUHTE3

MOC/Ief0BATE/bHO 3a(MKCMPOBaHHBIX 3HAYEHWIA B BUJE 03apeHNs
WM Tly6OKOrO BrieYaT/ieHns, OTpakasCh Ha YPOBHE CO3HaHUA
KaK MpOLLECC W BCEOOLLYV MpUHLMN.

Tpe6yeT MHTYynTeHoro MoAxoAa, 38,£l.eI7ICTByET WHTYUTUBHOE 1
abCcTpaKTHOE MblLINeHNE
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RUSII-LIPOVENI DIN ROMANIA

LIPOVENIAN-RUSSIANS FROM ROMANIA

Ilie DANILOV,
lector universitar doctor
Universitatea Alexandru loan Cuza, lasi

Les Russes lipovains de Roumanie représentent une communauté ethnique

d ‘origine russe. La reforme du culte orthodoxe, accomplie en Russie entre 1652 et 1658
par le patriarche Nikon et confirmée par le Grand Synode Orthodoxe de Moscou en 1667
conduit vers la division de |Eglise Orthodoxe Russe en deux fractions: les nikoniens
(adeptes et promoteurs des modifications du rite religieux) et les vieux-croyants, lesfidéles
adeptes du vieux rite orthodoxe.
Pour se mettre a |’'abri contre les actions fratricides de |’armée du tsar et pour pouvoir
pratiquer librement la religion de leurs ancétres, un grand nombre de vieux-croyants s est
réfugiés horsfrontiéres de la Russie. Pendant les derniéres décennies du XVIl-e siécle et au
début du siecle suivant, ils ontfondé de puissantes colonies en Pologne, Prusse, | Empire
Otoman et dans les Principautés Roumaines.

Le nom de lipovains (initialement, philippovains) donné aux Russes qui se sont
établis sur le territoire des provinces historiques roumaines apartir de la moitié du XVIl-e
siecle, vient du nom d ‘un certain moine Philippe, | initiateur et le dirigeant de I'exode des
vieux-croyants vers la Bessarabie, Bucovine et Dobroudja.

La langue des Russes lipovains est représentée par des dialectes russes, séparés de
leur tronc - la langue russe - et contaminés d'une couche considérable de mots d ‘origine
alloglotte: turco-tatars, allemands, polonais et surtout roumains.

Les coutumes et les traditions des Russes lipovains de Roumanie représentent une
trace vivante, pas du tout négligeable, de la vieille culture russe, si on tient compte dufait
quil est trés difficile de trouver aujourdhui les “traces" de cette culture sur le territoire
de la Russie.

Le centre spirituel des vieux-croyants du monde entier se trouve en Roumanie, a
Braila. Les communautés de vieux-croyants d Alaska, Oregon, Canada, Australie, ont des
prétresformés dans les églises roumaines.

Rusii lipoveni din Romania re-
prezinta o populatie etnica de origine
rusd. Reforma cultului ortodox
infdptuitd in Rusia Tn perioada 1652-
1658 de cdtre patriarhul Nikon si
confirmatd de Marele Sinod Ortodox
de la Moscova din anul 1667 a dus la
scindarea (raskolul) Bisericii Orto-
doxe Ruse Tn doua factiuni: niko-
nienii - adeptii si promotorii modifi-
carilor de rit facute de Nikon - si
credinciosii de rit vechi (starovery
sau staroobreadtsy) - aparatorii ve-

chiului rit ortodox rusesc mostenit
inca din vremea crestinarii oficiale a
poporului rus, infaptuitda de marele
cneaz ai Rusiei Kievene - Vladimir
cel Mare (980-1015).

Sustinuti de autoritatea politica
si ecleziastica, prin participarea di-
recta a aparatului de represiune al
statului tarist, in special al armatei,
nikonienii au pornit o prigoana salba-
tica asupra tuturor adeptilor ritului
vechi, prigoand ce avea sa fie legali-
zatd prin celebrul decret al reginei



Sofia din anul 1685 cu urmari dezas-
truoase pentru Tntreaga Rusie. Spre a
se pune la adapost de actiunile fratri-
cide ale trupelor tariste si pentru a-si
putea practica nestingheriti cultul
stramosesc, multi dintre staroveri s-
au refugiat peste granitele Rusiei, Tn-
temeind, Tn ultimele decenii ale se-
colului al XVII- lea si la inceputul
celui urmator, colonii puternice atat
din punct de vedere economic, cét si,
mai ales, spiritual in Polonia, Prusia,
Imperiul Otoman si Tarile Romane.

Plecarea stramosilor rusilor li-
poveni din Rusia a fost determinata
de tratamentul salbatic la care erau
supusi de catre autoritatile tariste
credinciosii de rit vechi. Cele mai
frecvente madsuri Tmpotriva lor erau:
“taierea limbii, a mainilor, a nasului
si a urechilor, exilarea pe vecie in
Siberia” . “Temnitele si manastirile,
scrie Mihai Marinescu, erau pline de
rascolnici”2.

Denumirea de lipoveni (initial,
filipoveni) au primit-o acei rusi de rit
vechi care s-au stabilit pe teritoriul
provinciilor istorice roménesti ince-
pand cu mijlocul secolului al XVII-
lea de la numele unui oarecare calu-
gar Filip, initiatorul si conducatorul
exodului staroverilor cdtre Basarabia,
Bucovina si Dobrogea. Acest etno-
nim nu are nimic ih comun cu “lipa”
(“tei” Tn limba rusa), asa cum sustin
(in mod eronat, evident) unii autori3.

1 Sevastian Fenoghen, Sarichioi. Pagini
de istorie, Editura Kriterion, Bucuresti,
1998, p.11 1

2 Mihai Marinescu, Lirica oralda la
lipoveni, tezd de doctorat, Bucuresti,
1976, p.4.

3 Cf. Filip Ipatiov, Rusii lipoveni din
Romania, Presa Universitara Clujeana,
2001; Feodor Chirila, Russkij jazyk i

Primele atestari documentare ale pre-
zentei lipovenilor in Tarile Romane,
in special in Moldova, dateazd din
anii 1720-1730. Religia este cea care
i individualizeaza pe rusii lipoveni;
datoritd ei, lipovenii si-au pastrat
identitatea etnica si culturala. Bise-
rica a fost factorul cel mai de seama,
care i-a polarizat si i-a ajutat sd su-
pravietuiasca peste secole.

Caracteristic pentru rusii lipo-
veni este semnul crucii la care ape-
leaza Tn permanentd: “Te-ai sculat,
faci cruce, te-ai spalat, faci cruce, ai
de gand sa duci paharul la gura, faci
cruce, ai de gand sa mananci, la fel;
iesi din casd, faci cruce, intri Tn casd,
idem...”4

Un numar mare de rusi de rit
vechi s-au asezat in prima jumatate a
secolului al XVIIlI-lea in Dobrogea,
aflatd pe atunci Tn componenta Impe-
riului Otoman. Acestia erau cazaci
de pe Don proveniti din armata ata-
manului Ignat Nekrasov, un reduta-
bil adversar al lui Petru cel Mare,
participant la marea rdscoalda caza-
ceasca din 1707-1708 condusa de
atamanul Kondrat Bulavin. Venind
din Kuban, unde se retrasera initial,
dupa Tnfrangerea rdscoalei, cazacii lui
Nekrasov s-au asezat, cu Tinvoirea
autoritatilor turcesti, in Dobrogea,
formand aici importante comunitati,
mai ales pe malul Dunarii, in Delta
Dunarii si pe tarmul lacului Razelm,
pe care ei 71l numesc Razin Tn memo-
ria marelui conducadtor cazac din se-
colul al XVll-lea Stepan Timo-
feevici Razin.

russkaja kultura, Editura Didactica si
Pedagogicd, Bucuresti 1999 s.a.

4 Filip lpatiov, Rusii lipoveni din
Romania, Presa Universitara Clujeand,
2001.



Rusii lipoveni fac parte din di-
aspora rusilor ortodocsi de rit vechi
(staroveri) de peste 10 milioane,
dintre care cca 8 milioane traiesc n
Rusia, iar restul sunt raspanditi in
diferite tari ale lumii: Ucraina,
Belorusia, Republica Moldova, Tarile
Baltice, Polonia, Finlanda, Franta,
Bulgaria, Canada, S.U.A., America
Latind, Australia etc. Dintre rusii or-
todocsi de rit vechi care locuiesc n
afara granitelor Rusiei, cel mai nu-
meros grup (de peste 100.000 de per-
soane) este stabilit pe actualul terito-
riu al Romaniei.

Limba rusilor lipoveni o repre-
zintd graiurile ruse lipovenesti, des-
prinse de trunchiul lor - limba rusa -
cu aproape trei secole Tn urma, in
imprejurarile istorice amintite mai
sus. Stabilindu-se pe teritoriul lin-
gvistic strdin, limba rusilor lipoveni a
pierdut treptat legatura cu limba rusa
comund. Noul mediu geo-lingvistic
in care exista graiurile ruse lipove-
nesti a determinat o evolutie specifica
a lor, si, mai ales, a structurii voca-
bularului lor: lexicul lor autohton a
fost sensibil augmentat prin aparitia
unui strat insemnat de cuvinte de ori-
gine aloglota. Gasim, astfel, elemente
lexicale de origine ucraineana, turco-
tatara, germand, polona si, mai cu
seama, romaneasca.

Rusii lipoveni ca, de altfel, toti
rusii ortodocsi de rit vechi, sunt pur-
tatorii tezaurului culturii ruse vechi,
care s-a format in perioada de la in-
temeierea statului Kievean Rus
(Kievskaja Rus’), pe timpul Marelui
cneaz Vladimir ( sec. al X-lea ) si
pana la epoca lui Petru cel Mare (
secolul al XVIll-lea).

Stabilindu-se pe teritoriul Ro-
maniei, rusii lipoveni au pastrai cu
grijd aceste comori nepretuite ale
culturii nationale ruse, materiale i

spirituale: manuscrise si tipdrituri
vechi, icoane stravechi in stil bizan-
tin, mostre de tesdturi, artd aplicata,
arhitectura locuintelor, portul popu-
lar, traditiile si obiceiurile populare
s.a. Toate acestea ne indreptatesc sa
afirmam cda religia rusilor lipoveni,
obiceiurile si traditiile lor reprezinta
0 ramasita vie a culturii ruse vechi,
deloc neglijabild, tinandu-se seama
de faptul ca ,,urmele” acestei culturi
sunt greu de gasit astazi pe teritoriul
Rusiei.

Rusii lipoveni din Romania tin
foarte mult la credintd. De aceea, Bi-
serica Ortodoxa de Rit Vechi pas-
treaza intacte toate formele de cult,
traditiile religioase si chiar cartile si
icoanele din vremurile de dinaintea
reformei patriarhului Nikon.

Biserica de rit vechi a ramas
pana in zilele noastre cea de dinainte
de 1654. Nimic nu s-a schimbat. Ru-
sii lipoveni de azi se inchina cu doua
degete. Crucea are opt extremitati.
Slujbele se tin in slavond. Normele
religioase sunt extrem de severe.
Cine paseste astazi pragul unei bise-
rici lipovenesti se convinge de mare-
tia si frumusetea ritualului, de frumu-
setea vesmintelor, de un anume mod
de comportare in lacasul sfant, speci-
fic numai enoriasilor rusi lipoveni.

Pastrand cu grija cartile de
cult, rusii lipoveni au transmis, din
generatie in generatie, traditiile can-
tului religios vechi de tip bizantin
(kriukovoe penie). Se stie ca marele
savant roman Nicolae lorga, cénd
venea la Brdila, se abatea, de reguld,
in satul lipovenesc Pisc (actualmente
cartier al orasului Braila) pentru a
asculta slujba religioasa la biserica
rusilor lipoveni.

in Romania sunt 4 manastiri
ortodoxe de rit vechi: 2 la Slava Rusa
mjudetul Tulcea (una de calugari, una



de maici), 2 la Mandea -judetul Su-
ceava (una de calugari, una de ma-
ici). Si astazi, centrul spiritual al ru-
silor de rit vechi de pretutindeni este
in Romania - la Brdila. Comunitatile
de staroveri din Alaska, Oregon, Ca-
nada, pana in Australia au preoti sco-
liti Tn bisericile de aici.

in 1990, imediat dupd eveni-
mentele din decembrie 1989, rusii
lipoveni s-au organizat in Comunita-
tea Rusilor Lipoveni din Romania
(CRLR), organizatie apolitica, al
carei obiectiv 7l constituie apararea
drepturilor si libertatilor membrilor
sdi, a intereselor specifice acestei
etnii si reprezentarea ei la toate ni-
velurile Tn statul roméan de astdzi. Din
randurile acestei organizatii este ales
un deputat care-i reprezinta pe rusii
lipoveni in Parlamentul Romaniei.

Subiect de literatura si de film,
rusul lipovean cu barca lui nu lipsesc
de pe nici unul dintre pliantele care
promoveaza Delta Dundrii ca produs
turistic pe piata internd sau externa.
Imaginea este atat de specifica, incat
pand si reprezentantii CRLR, ca
formd organizatd de pastrare a iden-
titatii etniei, au ales lotca drept em-
blema a Comunitatii si sigla electo-

rala. Cu toate acestea, majoritatea
rusilor lipoveni nu se afla in Delta
Dunadrii, iar cei mai multi dintre ei nu
sunt pescari. in afara celor cateva
sate pescaresti, unele cu adevarat
puternice, comunitati importante s-au
stabilit in interiorul Dobrogei, de-
parte de apd, in Braila, lasi, Suceava,
Botosani, Vaslui, Bucuresti, Mano-
lea, Climauti, Targu Frumos, Gura
Humorului etc. Sunt un neam de
oameni harnici si priceputi in diverse
mestesuguri.

Supravietuind unui destin isto-
ric sdngeros, comunitatea rusilor li-
poveni are acum de facut fata unor
sfidari ale timpurilor moderne care,
chiar daca vin mai mult din interior,
nu fnseamnd ca i pun mai putin la
Tncercare capacitatea de adaptare.
Mica etnie a rusilor lipoveni are de
rezolvat probleme existentiale care
nu tin nici de legislatia europeana a
drepturilor minoritatilor, nici de n-
vatamantul de toate gradele, nici de
carta limbilor regionale. Ele sunt
mult mai profunde si vizeaza doua
laturi fundamentale pentru viata ori-
carei comunitati, inclusiv romanesti:
cea economica si cea spirituala.
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POPTEMMAHHBIE NMPON3BEAEHNA
MOJIAABCKNX KOMINO3NTOPOB B
KOHKYPCHOW NMPAKTUKE

MOLDAVIAN COMPOSERS ’PIANO WORKS
IN THE PRACTICE OF CONTEST

Enena INyrnAJ1I0BA,
[IOKTOP NUCKYCCTBOBEEHUS, CTapLUMIA NpenojaBaTesib
BanLUKNin rocyaapcTBeHHbIN YHMBEPCUTET UM. A, Pycco
The author considers the piano being a competitive creative work in the Republic
ofMoldova beginning with 60's ofthe XXth century. Some aspects of the creative work of

Zagorsky, Lungu, Rotaru, Ciobanu and many other composers are offered, composers who
created brilliant piano miniatures presented at the Republic, Interzonal and International

contests.

The author points out the winners of the given competitions thefirst and the most
prominent, performers of compulsory national plays (M. Shramko.Y. Mahovtchi, I.

Hatlpova, Y.G ubaidulina, S. Philiogio, etc.).

KoHKypc - 370 Bbicwada
thopma anpobauum My3blKasbHOr0O
nMpou3BefeHnsa, a TakKke OAWH W3
Hanbonee 3PPEKTUBHBIX «CTUMYNS-
TOPOB poOCTa» U MOCTOSHHOIO CO-
BEPLUEHCTBOBAHUA BCEr0 HaKOMJeH-
HOr0 KOMMO3WTOPCKOro, Mejaroru-
YecKOoro W WCMOSHWUTENLCKOro Onbl-
Ta. OnpegenéHHblil CMHTE3 aBTopC-
KOr0 W WHTeprnpeTaTopckoro 0606-
WeHMs B3aMMHO oborawaer Kak
KOHLEPTHO-KOHKYPCHY0, Tak MU
y4yebHO-Nefarornyeckyo nNpakTnky B
Pecny6nnke MongoBa, KOTOpble Ha
pasHbIX 3Tanax CBOEro pasBuTUA Yc-
MewHo AOMOJIHAKT APYT Apyra.

K 0fiHOMY U3 cambIX paHHUX
(hopTenuMaHHbIX COCTA3aHWII B Kpae
MOXHO OTHECTU KOHKYPC HOHbIX My-
3bIKAHTOB, MOCBSALLEHHbIA TBOpYe-
CTBY  COBETCKMX  KOMMO3WUTOPOB,
NPOXOAMBLUWIA B CTeHax cneyvanu-
31pOBaHHOWA LUIKOJIbI-AeCATUNETKM
um. E. Koku. Hapsgy ¢ npousBepe-
Huamm C. TMpokogbesa, M. LlocTa-
KoBuMuya, A. XauatypsHa, [. Kaba-
NEeBCKOTO0 34ecb OblY NpPefCcTaBNeHbI

camble fpKMe Heonyb/iMKOBaHHbIe
COYMHEHUA OTEYEeCTBEHHbIX aBTOPOB:
B. 3aropckoro, LWT. Haru, 1. Ty-
posa, C. Jlo6ens [1; c.85].

BaXHbIM 1 3Ha4UTeNIbHbIM
cobbiTnem 60-x B Mongose cTan
MepBblii pecnybaMKaHCKNA  KOHKYPC
MOJSIoAbIX ucnonHutenein (1963). Ha
BTOPOM ero Type B 006A3aTeNbHYIO
nporpaMMy MMaHUCTOB Oblna BKJIO-
yeHa BUPTYO3Has opTenuaHHas Ho-
Benna Bacwunua 3aropckoro. He-
CKONIbKO no3xe (1965 r.) aTa nbeca
6blna m3gaHa KWUWWHEBCKMM wu3ja-
TensctBoM KapTa MongoBeHACKI
Tupaxxom B 700 3k3emnnsapos [2],
YyTO fano 601bLY BO3MOXHOCTL €€
LWMPOKOro MCMo/b30BaHWA B OTeye-
CTBEHHOI MpaKTUKe NMaHnCcTOoB.

Me>30HafbHble  KOHKYPCbl
cpean nunaHuctos B CCCP akTtusu-
3upoBanucb K cepeguHe 60-x rogos
XX Beka. CocTA3aHud MpPOBOAUNMUCH
B Mockse, JleHuHrpage, Hosocwu-
6upcke, B 3cTtoHun, flatBum (KoH-
Kypcbl M. M. Yiopnénuca, b. [Bsa-
puoHaca), B benopyccun (MuHcke),



Ha YkpauHe (Kues), B Mongasuu
(KnwunHés) n B apyrux pecnybnmkax
6biBwero Cosetckoro Coto3a, T.e.
Be3fe, rge (yHKUMOHMpOBaIU cne-
L1ann3npoBaHHbIE MY3blKa/lbHble
LUKOJIbI-[eCATUETKMN, CO3/aHHble
npu KoHcepBaTopuax. B pgekabpe
1966 roga ouvepefHOil Bceco3HbIiA
MeX30HanbHbIi KOHKYPC MpOX0oaun
B ctonuue MCCP. B 0653aTenbHyt0
nporpaMmy KWLLIWHEBCKOrO COCTA3a-
HUA BXOAWNO [OCTATOYHO C/I0XKHOE
thopTenuaHHoe npoussefeHne Ce-
MéHa JlyHryna - Kanpuyumo, Hanu-
CaHHOe KOMMO3WTOPOM CreLunanbHo
ONA [AaHHOTO KOHKypca. Bckope 3Tta
MUHMaTiopa 6blna ony6ankoBaHa
MOCKOBCKMM un3fatenscTtsom CoBeT-
CKuii komnosnTop B cbopHuke Ho-
Bble MbeCbl COBETCKUX KOMMO3UTO-
pos [3], a cnycTa gBa fAecATuNeTus
(1988) - B aBTOpCKOM cbBopHuKe C.
JlyHryna, BbIMYLWEHHOM 3[eCb Xe
nog pyb6pukoii Meparornyeckuii pe-
nepTyap My3blKanbHbIX yunnuw, [4].
3T u3gaHusa cnocobcTesoBanun 6osnee
WWPOKOMY O3HAKOMMEHUIO MY3bl-
KaHTOB C JaHHbIM MPOW3BELEHNEM U
€ro BHeApPeHWI0 B MUaHUCTUYECKYIO
NPakTUKY.

Mpoun3segeHuns, ABNABLUMECSH
06A3aTeNlbHbIMK  A4NA NOCNEAYHOLLNX
pecny6/IMKaHCKMX U MeX30HaslbHbIX
KOHKYPCOB, MUCanuCb He TOMIbKO He-
NMocpefCcTBEHHO KO BPeMEHM MNpoBe-
[LeHVa nocfnefHUX, HO 3a4acTyio U
3310110 J0 HUX. B uucne TakoBbIX
MOXeT OblTb Ha3BaHa BUPTYO3HaA
Bypnecka B.3aropckoro, u3gaHHasa B
1966 r. [5]. Mopa3fo no3xe oHa BO-
Wwna B 4Mmcno 06s3aTesbHbIX MPOM3-
BEAEHWI, MCMOMHABLUMXCA Ha MEX-
LyHapogHOM KOHKypce umMm. E.Koku
(2001).

370 Xe npoussegeHue B 80-e
rofbl MPOLUIOro Beka MPUHECNo Me-
XAyHapofHy cnasy Mongose He

TOJIbKO Ha MECTHbIX COCTA3aHUAX, HO
M Ha MEX30HaNbHOM KOHKYypCe WM.
M. YiopnéHuca, rge nobeguna WHHa
Xatunosa (knacc B. CeukuHa), uc-
MoMHUBLLIAA [aHHOE NMPOW3BefeHue B
KayecTBe 0653aTe/NlbHOM OTEYeCTBEH-
HOW MuHMaTIOpbl B 1986 r. He-
CKOJIbKO No3)e, Ha MNepsoM Mexkpay-
HapogHom McnonHnTensckom KoH-
Kypce, npoxoguslem B KulunHEBe
1-14 anpenga 1997 r., Onbra Kowenb
(knacc B. JleBMH30HA), Kpome 0653a-
TeNbHOW Nporpammbl, 0XBaTblBato-
Wweik TpM CNOXKHEWWnxX Typa, Yyc-
newHo coirpana bypnecky B.3a-
ropckoro, 3aBoeBas 4-e MecCTO.

doprtennaHHaa nbeca [
Harn KOmopecka, usgaHHaa B 1971
r, [6], npuHecna 3acny>eHHbIn ycnex
Ha o4YepefHOM pecny6/IMKaHCKOM
IOHOLLECKOM KOHKYpCe, MpOXoAuB-
wem B KuwwuHése 3 wmapta 1973
roga, AByM MOMOAbIM MY3blKaHTaM -
. YobaHy u J1. ManunbHIOK, pasje-
NINBLLINM NOYETHOE 1-e MecTo, 4YTO BO
MHOrOM OMpefennnio ux paNbHei-
WWiA TBOPYECKMIA NyTb. MHOro net
cnycta npoussegeHne . YobaHy
Still-life with Flowers, Melodies and
Harmonies, HanucaHHOe CneumnanbHo
K Mongasckomy HaunoHanbHomy
KoHKypcy MOnofblX WCnonHuTenein
(1994) , Bowno B umcno obazaTenb-
HbIX MbEC Ha NOC/efyloWeM Mexay-
HapofHOM KOHKypce wum. E. Koku
(1995) , cTaB ero cB0Oe06pasHbIM
«opTenuaHHbiM TanmcmaHom». Of-
Hako 3Ta 6necTalWas MUHMATIOpa
6bina onyb6nukoBaHa TonbKo B 2004
rofgy KWWWHEBCKUM W3[0aTeNbCTBOM
Cartea Moldovei [7].

Mpembepa  hopTenuaHHoOro
uukna I'. YobaHy, cocTosero us 3-x
MuHuatiop: Mpentoana, OcTUHATO U
®uHan, - coctoanacb B 1980 r. B
Bonbwom 3ane Mockosckoro locy-
fJapcTBeHHOro Mys3biKanbHO-nejaro-



FTMYECKOr0 MHCTUTYTA UM. [THECUHBIX.
Mbecbl, NPO3BYyYaBLIMNE B €0 UHTEP-
npetauuu, ObIAM NpeAcTaBNeHbl B
KoHKypce Ha fydllee WCMONHEHMNE
NPOU3BESEHNI COBPEMEHHbIX OTeye-
CTBEHHbIX KOMMO3MTOPOB, a UX aBTop
6bl1 yAOCTOEH MOYETHOW nNpemMumu.
Mo3xe, npu MOArOTOBKE LMKNa K
M34aHnI0 3a pybexxom, KoMMo3uTop
nepeBesl Ha3BaHWA 3TUX MUHUATIOP
Ha (paHUuy3cknii A3blk: Paysaje,
Ostinato, Rondeau.

Bce  [fdaHHble  COYMHEHMA
Monb3yoTcA O60MbWIKNM YCMNEXOM B
NMMaHNCTUYECKOI NpakTUKe U B Halle
Bpems, CNycTa YeTBEPTb BeKa CO AHA
X HanucaHua. Hanpumep, yxe Ha
MPOTSXXEHUN MHOTUX NET Takue npo-
n3pefgeHmsa kak Ostinato n Rondeau
ABNAIOTCA 0653aTeflbHbIMU 414 y4a-
CTHWKOB MeXAYHapoAHOro KOHKypca
um E. KoKW, KOTOPbI perynsipHo
nposoautca B KuwnHése (HauynHas ¢
90-x rogos XX BeKa) MY3blKa/ibHbIM
nuueem um. Y. MNopymbecky. Mepsas
nmbeca W3 3To0ro (hopTennaHHoro
uukna - Paysaje, HeflaBHO 6blfia uU3-
6paHa B KauyecTBe 0043aTeNbHOMO
NMpou3BeAeHns, WCMOJIHAEMOro Ha
OIHOM W3 NMPECTUMXKHbIX KOHKYPCOB B
nTanbaHckom ropoge Kanbsapu (Ca-
gliary).

OAHUM 13 caMbIX OT3bIBYU-
BbIX K HY>[aM OTEYEeCTBEHHbIX Mua-
HUCTOB BO BTOPOI MONOBWHE MpoO-
Wnoro Beka 6bin Komnosutop Bna-
anmup Potapy. B cepeguHe 70-x ro-
[0B UM Obln HanucaH psAf KOHKypcC-
HbIX Mbec. BUPTYO3HbIA IKCNPOMT
npuypoyeH K PecnybamkaHCKoOMy
IOHOLWEeCKOMY  KOHKypcy  (1977).
CneuunanbHO K Heckonbkum Mpuban-
TUACKAM KOHKypcam, Mo npocbbe
poueHta B. JleBMH30Ha, KOMMNO3UTO-
poM BbI/IN COYMHEHbI U3BECTHbIE Kak
B MongoBe, Tak 1 3a eé pyb6examu
Mmnposusauna v TokkaTuHa. 3TOT

thopTenuaHHbIi UMKN B Havane 80-X
rofoB Oblfl YCMEWHO WCMOMHEH Ha
MeX30HaflbHOM KOHKypce uMm. M.
YiopnéHuca TanaHTIMBbIM YYEHUKOM
BukTopa fleBMH30Ha - KOpunem Ma-
X0BMYEM, UTO ABUSIOCH OnecTaA UM
LBOMHbIM [e6H0TOM: HayanoM KOH-
LEePTHOM >XWU3HWM 3TUX 3amevaTeslb-
HbIX Mbec, a TakXke TBOPYECKOW wuc-
MONHUTENbCKON Kapbepbl MOOLOr0
nuaHucTa.

HoTHbI cH6OpHUK nog wuc-
MOMHNTENbLCKOM pefakumelii B. Jle-
BMH30Ha 1 C. KoBaneHko [8], Bbiny-
LWeHHbIV B pecny6nmke B 1988 roay,
NMOMWMO MHOTUX ApYrux npousseje-
HWU/ COBPEMEHHbIX MOJIAaBCKUX aB-
TOPOB, BXOAMBLUWX B KOHLEPTHbINA
pernepTyap nepBoro u3 cocTaBuTe-
neil, BKAOYAN TakKxXe IKCNPOMT,
Mmnposusaumio n TokkaTuHy B. Po-
Tapy. o Tpaguuunm WHTEpPnpeTaro-
paMy MHOTMX HOBbIX NPOW3BeeHWI
Komnosutopa udauie Bcero 6bi1 B.
J1eBMH30H 1 ero Haubosee ofapéH-
Hble CTyAeHTbl. Mo npocbbe nuaHu-
cTa 6bi1M HanucaHbl ¥ [1Ba mongas-
CKUX TaHua, HeKoTopoe BpeMsA
cnycTts (1984) Bowejuine B aBTOp-
CKuin c6opHuK B. PoTtapy [9]. OTm
Mbecbl MPOM3BENN HACTOALWMIA ypop
Ha oOYyepefHOM MeX30Ha/lbHOM CO-
CTA3aHUW MuaHucToB. B cepeguHe
70-xX rofos MpoLOro Beka MX ycC-
neLwHo UCNofHUA ewé oguH TanaHT-
NUBbIA BOCMWTAHHUK Knacca B. Jle-
BMH30Ha - Muxaunn Lpamko, 3aBoe-
BaB BTOpOe MecTo Ha BcecotosHom
KOHKypce um. M. YiopnéHuca.

VicnonHeHne B KayecTBe 064-
3aTeNlbHbIX npoussedeHuin B 2005 T.
Ha 11-m MeX[yHapoAHOM KOHKypce
um. E. Koku nsgaHHbIX paHee (1975)
noj WCMNOSIHUTENbCKOW  pedakuueit
npogeccopa J1. B. Basepko [10]
nonynspHelx B MofgoBe npous-
BefeHmii KOmopecka B. PoTtapy wu



OcTuHaTOo A. Myrnapa Takxe ypes-
BblYaiHO ~ MOCMOCOBCTBOBANO WX
fanbHellwemMy BK/IOYEHUIO B KOH-
KYPCHbIAi MUaHUCTUYECKUIn penep-
Tyap.

doprennaHHaa nbeca Ceta-
tea veche KOnumn Lwnbynbckoit, Ko-
TOopas B TeYeHUe MHOruMx net £B-
NAnacb My3blKasbHbIM PeAakTOpPOM
OTEYECTBEHHbIX HOTHbIX W3AaHWiA,
6blna HasBaHa 06s3aTeNlbHON aBTO-
XTOHHOW MWHMWATIOPO ANnd  camblX
IOHbIX YYaCTHWKOB 3TOr0 >e& KOH-
Kypca (Kateropus «A»), NpoxoAuB-
wero B KuwunHése B 2005 r. PaHee, B
2002 r., 3Ta e Mnbeca BOwW/a B CO-
cTaB 00BEMHOrO aBTOPCKOro cbop-
Huka Piano-Forte. Florilegiu pentru
micii pianisti [11], koTopblii NoOABEN
LOCTOWHBIV UTOr BCeil eé npeabigy-
el TBOPYECKOW feATENbHOCTH.

BupTyo3sHoe npousBefeHue
M. Pycy Joc ciobanesc 6b110 BK/O-
YeHO B 4MCNO 06A3aTeNbHbIX aBTO-
XTOHHbIX NbeC ANA 3pefiblX NuaHu-
CTOB Ha yNnoMAHYTOM KoHKypce (Ka-
Teropua «C»), 3Ta nbeca UCNONHA-
nacb B KuwwnHése Ha ABYyX nochneg-
HUX cocTa3aHmax (2003 u 2005 rr.).
Ero xe opTennaHHas MuHMaTopa
Balada (Legendd) 6blna ucnonHeHa B
KayecTBe 0653aTeNIbHOr0 OTeYecT-
BEHHOr0 MPOU3BEEHUS HA O4HOM W3
nepBbiX KOHKypcoB wuM. E. Kokwu
(1995) B Kateropum «B». O6e nbechbl
BOLU/IM B COCTaB HOTHOrO COOPHUKA,
BbIMYLWeEHHOro noj pejakuuein B.
NeBnH3oHa n C. KoBaneHko ropasso
paHblle UX KOHKYPCHOW anpobauun
- B 1988 roay [12].

B KOHLEPTHOWN, KOHKYPCHOIA
LeATeNbHOCT W B AUAAKTUYECKOM
npouecce, OXBaTblBalOLIEM BCe TpU
3BeHa MNPOdeccMoHaNbHbIX Y4YeOHbIX
3aBefeHuii (AMLU, wmy3blKanbHble
ANLen 1 Konnemxku, AKagemus Mmy-
3blKM) B Hawu AHU B Pecny6nuke

MongoBa MoONynApHbIMU ABNAOTCA
[iBa BUPTYO3HbIX NMPOW3BELEHUA, Ha-
nucaHHole Komnosutopom O. He-
rpyua B 70-x rogax npoLuioro Beka -
Mmnposusauua un  Ckepuo. O6e
nbecbl 6blNM  BNepsble 0NYy6/IMKO-
BaHbl B 1979 rofy B O0Te4eCTBEHHOM
HOTHOM c6opHUKe nof pegakumeii 1.
Basepko [13]. B 1995 r. ogHa 13 no-
cnefHUX (opTenuaHHbIX MUHWUATIOP
aBTopa - Hora de concert ctana 064-
3aTeNlbHOW Mbecoii B CTaplueid BO3-
pacTHoi  kateropuu  (Kateropws
«C») Ha Mex[yHapoAHOM cocTA3a-
Hun um. E. Koku.

dopTenuaHHble MUHMWATIOPBI
MO/IJaBCKOro Komnosutopa Bnagu-
mupa bensesa TpaguMLUWOHHO CyMTa-
IOTCA «BU3UTHON KapTOYKOW» AaH-
Horo koHkypca. C 1995 roga mHorune
ero nbecbl UCMOMHANMNCL KakK 0643a-
TeNbHble [NA pPasHbIX BO3PACTHBIX
KaTeropuin Ha BCeX COCTA3aHMAX NO-
cnegyrownx net. Tak, B 1995 1. u
2001 r. B camoil maglwein rpynne
(Kateropusi «A») KOHKYPCHOW MU-
HWaTopoW ABNAnacb ero noeca Zana
viselor. Ha nocnefHux KOHKypcax
(2003 un 2005 rr.) B uucno obsa3a-
TeNbHbIX MOAaBCKUX MPOU3BEAEHN
OblIM BK/KOYEHbI Cpa3y [Be MbeChl
B.Bensesa Din stramosi (Kateropus
«B») n Ostinato (Kateropusa «C»).

3HaunTenbHble OOCTUMXEHUA
MO/AaBCKOM (hopTenuaHHOW nefaro-
MKW MocnefgHnX neT MpPOAEeMOHCT-
pupoBan [MepBblii Me>XAyHapOaHbIii
VicnonHuTensckuii KoHKypc, Mmpoxo-
avBwunii B KnwunHése 1-14 anpens
1997 roga. 3HamMeHaTe/IbHO, 4YTO BCe
OCHOBHble MPW30Bble MecTa fJocTa-
AUCb NpefcTaBuTeNsM MOAABCKON
WKOMbI MWaHuW3Ma, YCrnex KOTOpbIX
BO MHOrom npegonpegenuno 6ne-
CTAWEE WCMNOMHEHNE CNOXHENRLWNX
0TeYeCTBEHHbIX BUPTYO3HbIX MUHUA-
Tiop. Tak, O. Kowenb (knacc B. Jle-



BWH30H), 3aHABLUAA 4-e MeCTo, KpoMe
0643aTenbHO Nporpammbl, O0XBaTbl-
BalOLLEN TPU CMOXHENLWMX Typa, uc-
nonHuna bypnecky B.3aropckoro. C.
dunuorno (knacc J1. Basepko), 3a-
HABWWKIA 3-e MecTo, cbirpan Macku
C. Nlyuryna. MNepBoe MECTO Ha 3TOM
cocTasaHuy 66110 npucyxgeHo HO.
lNybangynnunHoii (knacc J1. BaBepko),
NCMONHUBLIEA 6MecTAWYI0 MUHUA-
Tiopy I. Yob6aHy Natura statica cu
flori, melodii si armonii, nogTeepans
TEM CaMblM CBOK MNpeAblaywyt no-
6efy Ha HayMoHanbHOM KOHKypce B
1994 ropfy, rae WUMeHHO el yaanocb
nokasaTb Ny4ylWyl WHTepnpeTaynio
LaHHOro Npom3BeseHus.

M B CErogHslWHWE AHU B
pecny6/inKaHCKON  KOHLEPTHO-KOH-
KYPCHOI MNpaKTWKe aKTyalbHbIMU
ABMAIOTCA MUHMATIOPbl OTEYECTBEH-

HbIX aBTOPOB, CO34aHHble MOJIBEKA
Hasag. Tak, 20 mad 2006 roga B MyH,
Banub cocToanca pecnyb6anKaHCcKuii
IOHOLUIECKNIA KOHKypC uM. [I>K. OHe-
CKYy, [14] Ha KOTOpOM B KauecTBe
0653aTeNbHO MWHMATIOPbl MOMAaB-
CKMX KOMMO3UTOPOB Mpejnarainch
M3BECTHble MPOW3BEAEHNA: B KaTero-
pun  «A» (opTenumaHo cono -
MpasgHnk 3. Tkay, opTenuaHHble
aHcambanm —yeTbIpéxpyyHble (ONbK-
nopHble o6paboTkn [. deposa Ma-
pruua v MONL0BEHACKA; B KaTeropum
«B» thopTenmaHo cono - KOMopecka
B. Potapy u batyTa C. /lo6ens,
thopTennaHHble aHcambnm - Xopa C.
NyHryna (B 4-Xpy4yHOM nepefioxe-
Hum T. BoliuexoBckoil) u becca-
pabka LUT. Haru (B nepenoxeHun A.
[Laiinnca).
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In the latest discussions about Fine Arts two defining notions related to the artistic
style of the works of art constantly mentioned - academism and avant-gardism. These
terms present artistic trends ofthe XXth century having a controversial character. Polemics
regarding teaching/learning methods are still preserved, especially in the Republic of
Moldova, where there the inheritances ofsoviet etalons are noticed in academic training.
This shows the skillfulness and the virtuosity ofthe academic technique combined with the

spirit ofthe socialist realism

The present article is an attempt to the reconciliation ofthose two artistic concepts
within study process in Fine Arts schools andfaculties.

Vocabularul si intreaga dra-
maturgie a polemicii dintre acade-
mism si avangarda (iainte ca ele
sda fie adoptate de opinia internatio-
nala contemporana in New York si
Dusseldorf, dupa cel de-al doilea
razboi mondial) a debutat in Franta -
precum precizeazd in una din lucra-
rile sale J. Laurent - dar mai exact la
Paris, unde se afla, incepand cu sec.
XIX, principala scena artistica (10).
in discutiile de ultima ora, focalizate
asupra artelor plastice, apar constant
aceste doua notiuni definitorii privind
stilul artistic al lucrarilor de creatie
(si - Tn mod implicit - privind metoda
de studiere a artelor): “academism
sau avangardism?”. Termenii amintiti
caracterizeazda, de fapt, tendintele
artistice ale sec. XX, comportand un
caracter de antitezd, exprimat frec-
vent prin diverse formule: depa-
sit/nou, retrograd/progresiv, conser-
vator/avansat, conformist/original,

traditional/modern, dogmatizat/ino-
vativ etc.

Aceste dezbateri marcheaza
comportamentul artistului contempo-
ran, care, daca se vrea actual, este
nevoit sa pretindd la eticheta de
avangardist. Fenomenul influenteaza
incontestabil si gusturile tinerilor
care studiaza artele vizuale: este in
voga apetenta pentru un autor care
practica expresionismul, minimalis-
mul sau alt curent artistic Tnscris in
notiunea de “avant-garde”. Si invers
- nu mai poate fi decat demodat sen-
timentul de admiratie fata de un artist
fidel stilului reprezentativ-figurativ.

In aceste conditii, procesul
de instruire artistica plastica - fie in
scoli cu profil artistic, fie la facultati
de arte - este scindat de opiniile
opuse a douad grupari de profesori:
admiratori ai avangardismului sau,
din contra, ai academismului. Riva-
litatea acestora provoaca des colizii si
dezacorduri violente pe parcursul vi-



zionarilor si evaludrii productiei ar-
tistice a eievilor/studentilor.

Dorim sa credem cd o incur-
siune istorica in evolutia conceptelor
artistice de baza, care au generat
aceste polemici, ar face lumina asu-
pra premizelor aparitiei pozitiilor ad-
verse si ar facilita gasirea cailor de
corelare a lor.

Academismul este atestat n
dictionarele explicative ca un “curent
artistic din sec. al XIX-lea, constand
din imitarea neconditionatd a creati-
ilor artei antice si ale Renasterii” [2,
p.14]; “...imitarea lipsitd de origina-
litate a modelelor estetice oficiali-
zate..., din punctul de vedere al trn-
presionistilor erau academiste tablo-
urile care respectau la modul ingust
traditia, apeldnd la forme Tinvechite
de artd. Academismul numeste, prin
extensie, orice tendinta artistica lip-
sitd de vigoare si expresivitate, con-
formistd, supusa rutinei, neindraznind
nnoiri” [12, p. 14]. Academismul mai
este considerat si un mod “de viziune
artisticd dominatd de conformitatea
fatd de regulile Tnvatdmantului artis-
tic academic, bazat pe studiul artei
clasice” [5, p. 9]. Subiectele lucrari-
lor academice sunt clasice; stilul -
reprezentational, Tnfatisand “obiecte
tangibile ntr-un mod identificabil”
[8, P- 21].

Asadar, procesul academic
de studiere a artelor este bazat pe
imitarea etaloanelor. Adeptii aca-
demismului considerd ca tot ceea ce
este capodopera a fost deja creat si nu
mai rdmane decat sa fie reprodus.
Acest concept se contureaza si ia
amploare in epoca Renasterii tarzii,
cand drept “idoli” sunt desemnati
Rafael, Michelangelo, Correggio si
ucenicii lor. La aparitia Academiilor
de Arte Frumoase principiile de
imitare a modelelor antice constituie

baza procesului de studiu: Academia
Italiana (prima cu statut oficial-
1541), Academia dell’Arte del Di-
segno (1564, Florenta), Academia di
San Luca (1577, Roma), Academia
Incamminati (1584, Bologna), Aca-
demiile din Venetia, Neapole si altele
- pretutindeni executdndu-se desene
dupd forme sculptate din ghips sau
dupd naturd, facandu-se copii ale ta-
blourilor de muzeu si credndu-se (in
aceeasi manierd) tablouri cu subiecte
biblice sau mitologice. Prin extensie,
in perioada domniei lui Ludovic
X1V, cu care se identifica clasicis-
mul (12,23), infloreste Academia
francezd Beaux Arts, urmand fidel
traditia. Addaugam c& clasicismul
“...din punctul de vedere estetico-teo-
retic, desemneaza orice creatie artis-
tica, ajunsa in faza ei de consacrare
definitiva, avand caracter de exem-
plaritate, vocatie de model. Tn acest
sens se opune conceptului de moder-
nitate imediata” (5,112).

Conform surselor consacrate,
se poate afirma cu certitudine ca fer-
tilitatea Academiilor au fost uneori
invers proportionale cu durata exis-
tentei lor sau cu solitudinea lor soci-
ala, garantatd de puterile publice. Cel
mai ilustrativ exemplu este Academia
Carracci (1584, Bologna), care nu a
existat decat 20 de ani, dar a fost cea
mai inventivd si mai prodigioasd in
mari talente. Tn acelasi timp, nu se
poate nega nici rolul artistic al Aca-
demiilor din Florenta si Roma, care
aveau statut si organizare legald ga-
rantate de gratitudinea Papei, lansand
modele de capodopere unice.

Se stie ca acest sistem de
studiere a Artelor plastice a persistat
pand in sec. al XX-lea. Desi in acest
rastimp fenomenele artistice au su-
portat o considerabild evolutie in ra-
port cu Renasterea tarzie, metodele si



scopurile instruirii academice au ra-
mas neschimbate. Care ar fi motivele
unei asemenea “statornicii”? Pentru
a o intelege, trebuie sa nu uitam, ca
Academia constituie un element al
sistemului de stat, fiind finantata si,
in acelasi timp, “patronatd” prin ce-
rinte fatd de tematica, stilul si conti-
nutul productiei artistice. In lucrarea
deja citata J. Laurent (10) remarca
masura considerabild Tn care istoria
administrativd si politica a statului
influenteaza istoria artelor si a artis-
tilor insisi; solitudinea acestora 1in
fata atotputernicei forte manipula-
toare a statului, cat si momentele
“delicate”, legate de detinerea puterii
si influentei sociale, care determina
politicile culturale ale organismelor
de administrare oficiala.

Sistemul sovietic de instruire
academica (in care tara noastra este
inclusa dupd cel de al doilea razboi
mondial si din care moment, evident,
preia toate caracteristicile acestuia),
mosteneste etaloanele “peredvijni-
cism”-ului. Aceasta presupune maie-
stria si virtuozitatea tehnicii acade-
miste, Tmbinata cu spiritul realismu-
lui socialist, devenit un model de
ideologie, care trebuia propagat.
Astfel, productia artistica plastica
oficiald este “realistd dupa forma si
socialistd dupa continut” - acesta
fiind sloganul oricdrei manifestari
“artistice” din acea epoca, extinsa
pana in ultimul deceniu al sec. al
XX-lea.

Plasticienii autohtoni au fost
obligati sa respecte normele si dog-
mele unor conceptii pseudorealiste.
Lucrarile din acesti ani poarta un ca-
racter descriptiv, avand puternice
afinitati cu traditiile pictorilor rusi
din sec. al XIX-lea. Cercetdrile de
specialitate releva, cd “metastazele”
sistemului politic implantat anterior

au afectat arta moldoveneasca... si au
marcat o pronuntatd perioada de
stagnare” [3, p. 38]. “in anii 1970-
1985, politica sistemului administra-
tiv de comanda, orientatd spre ideolo-
gizarea societatii si limitarea dreptu-
rilor in creatie, a dus la substituirea
indicilor calitativi de catre cei canti-
tativi,...orice incercare de Tnnoire a
demersului creativ, de schimbare a
“regulilor jocului plastic” erau strict
interzise” [3, p. 38].

Orice perioada de stagnare
are drept consecinta o izbucnire de
miscari opuse culturii, politicii, eco-
nomiei oficiale. La fel orice curent
artistic modern este succedat de altul
care neagd, sfideaza sau chiar tinde
sd nimiceasca baza conceptuald si
traditia miscarii artistice precedente
(in Moldova aceasta revigorare a fost
conditionata de politica gorbaciovista
din anii !80 ai sec. al XX-lea, cand
incepe restructurarea sociala si cad
restrictiile ideologice).

Aceste actiuni artistice re-
bele, orientate spre o contradictie cu
politica culturala oficiald, au fost de-
numite la fiecare etapa istoricda ca
"avangarda". Plasticienii care adopta
acest comportament artistic sunt con-
siderati un “grup aflat in fruntea unor
miscari experimentale sau neconven-
tionale Tn arta si in alte domenii ” [8,
p,308],

Avangardismul este descris
ca “o directie complexd, manifestata
mai ales Tn primele decenii ale sec. al
XX-lea si caracterizata prin spiritul
de fronda, prin negarea violentd a
formelor de ana consacrate, prin pro-
clamarea ostentativd a noului. ...Ma-
nifestele-program sunt adesea mai
interesante si mai importante prin
efectele lor decat prin operele pro-
priu-zise. Actiune de soc, frenetica,
anarhicd, indraznet-novatoare, avan-



garda are functie regeneratoare si
deschizatoare de drum' [12, p. 14].

Azi avangardismul este rede-
numit “modernism” [5, p. 289], desi
se mai face uz si termenul alternativ
“arta contemporana”, care, intrat in
top, determina opinia publicd la
capitolul valoare artistica [7, p. 71].

Studiile publicate la acest
subiect ne permit sd punem semnul
de egalitate intre: pe de o parte aca-
demism ~ etalon, clasic = realist, si
pe de alta parte avangardd —trans-
gresiune, contemporan — non-con-
formist, acestea desemnand caracte-
risticile celor doua mari tendinte ar-
tistice, cat si limbajul plastic specific
fiecareia dintre ele.

Sa revenim la problema pre-
darii artelor plastice, - domeniu n
care coexistd, precum s-a mentionat
mai sus, doua opinii de forta: acade-
mista (clasicd) si avangardista (mo-
dernd). Prin structura lor, metodele
pedagogice academice, mostenite din
traditionalul sistem academic, sunt
limitate Tn ceea ce priveste libertatea
de explorari artistice, pe cand avan-
gardismul, specific scolii moderne,
foloseste cel mai variat limbaj plastic
ca pretext pentru  autoexprimare.
Pentru artistul modern, bundoard, nu
mai existd ierarhii Tntre elementele
lucrarii. Notiunea de reguli si etape
tehnice nu mai conteaza pentru autor
- el inventeaza spontan instrumente
si procedee tehnice din simpla
dorintd de a inova, de a se indeparta
de traditiile existente. Un exemplu
este Jean Dubuffet - promotorul cu-
rentului ,girt Brut” [5, p. 39], care
renunta totalmente la cultura artistica
traditionald, ajungdnd pana la distru-
gerea propriilor lucrdri; el creeazd
spontan, bazandu-se pe transgresarea
tehnicilor si sfidarea oricaror legitati
artistice [4, p. 39].

Exista opinii care contesta in
general necesitatea acumularii initiale
de cunostinte care nu se considera
indispensabile creativitatii: “In ceea
ce priveste capacitatea de creatie,
aceasta este o Tnsusire care nu de-
pinde fundamental de cantitatea de
cunostinte acumulate. Desigur, cu cat
un creator va cunoaste mai multe no-
tiuni, cu atat va avea mai multe sanse
de a le utiliza Tn mod creator. Istoria
stiintei si tehnicii, istoria inventiilor a
aratat ca multe inventii au fost create
de oamenii simpli, de fdrani sau
muncitori, care au avut un pronuntat
simt al observatiei si al analizei si o
deosebitd capacitate de a imagina si
de a combina realitatea Tntr-o alta
forma operationald, fard sd aibd prea
multe cunostinte de specialitate. Bu-
naoard, daca ne referim la marele
Edisson, nu este foarte sigur cd el ar
fi avut o pregatire culturalda temei-
nicd, dar ceea ce este cert se referd la
faptul ca a avut o mare capacitate
inovatoare de analizd si sintezd. Tn
schimb, se cunosc o multime de
exemple de intelectuali cu profunde
cunostinte de culturala, care mai sunt
caracterizati ca fiind “toba de carte”
si care au creat prea putin sau chiar
deloc” [6, p.72].

Scoala academica contrapune
acestor manifestdri necesitatea de a
méanui tehnicile clasice, de a cunoaste
constructia, compozitia, anatomia, re-
gulile clarobscurului etc., pentru ca
“obisnuinta de a desena corect ceea
ce vedem dezvolta respectiv capaci-
tatea de a desena corect ceea ce ne
imaginam” [13, p. 36].

Dupa cum s-a putut vedea,
aceste doud curente opuse n artd -
academismul si avangardismul in-
trd in deplinad contradictie si deschisa
confruntare in cadrul sistemului de
instruire artistica. Pe de o parte, prio-



ritate se da tehnicii, pe de altd parte -
accentul se pune pe idee.

Astfel, pedagogia acade-
micd se bazeaza pe scenarii-model:
profesorul, cu discursul si autoritatea
sa trebuie urmat. Elementele repre-
zentate sunt usor de identificat; in
alegerea componentelor tablourilor
predomina o ierarhie de valori, iar
imaginile create sunt supuse unei
cenzuri estetice. Tehnica de lucru
este riguros respectata, materialele
sunt cele specifice tehnicii.

Pedagogia ~moderna este
cea a diverselor experimentari. Ea
este fondatd pe tatonari si este liberd
in explorari de tehnologii. Aici pen-
tru profesor autoexprimarea valo-
reazd mai mult decat o suma de cu-
nostinte acumulate, de aceea se cauta
mereu forme noi de motivare a ex-
presivitatii.

Ar putea oare coexista aceste
doud concepte in cadrul sistemului
instructiv artistic?

Reflectii pe marginea acestei
probleme formuleaza artistul-peda-
gog francez Pierre Baque: “Intre teh-
nicd ...si creativitate nu exista o dife-
rentd a naturii lor, ci o diferentd n
etapele de aplicare: in cadrul in-
structiv nu vom vorbi despre o crea-
tivitate veritabild, ci mai degraba de o
insusire de tehnici... Pe cénd in ca-
drul unui parcurs artistic profesionist
va fi prezent tripticul Creativi-
tate/Tehnica/Cultura” [1, p. 7]. In
acelasi context, mentionand impor-
tanta acumularii de dexteritati tehnice
la etapa studiilor, profesorul P. Baque
accentueazd cd chiar ntr-un cadru
strict academic trebuie sa se facd o
clara distinctie intre “a forma” si “a
formata” discipoli...

Daniel Lagoutte - pedagog si
cercetdtor in domeniu - mediteaza
asupra pedagogiei artelor, concluzio-

nand ca artele plastice “dau forma
ideilor, actelor si lucrurilor” si, deoa-
rece asta nu se produce ex-nihilo,
invatamantul artistic include anumite
principii, care permit ulterior produ-
cerea formelor originale pe baza
elementelor deja existente [9, p. 10].
n acelasi timp, autorul mentioneaza,
ca artele nu se predau doar in scop
cognitiv sau pentru achizitionare de
tehnici, - actul artistic este imprevi-
zibil.

O altd idee similara in raport
cu revendicdrile de “independenta” in
arta, provoaca intrebdri de genul: “Sa
fie oare artistul dotat cu un fel de
“geniu” interior, care necesita ca el sa
se exprime 1n afara oricaror re-
guli? Daca e asa, atunci este absolut
inutil s&3 se mai Tnsuseasca artele...
Libertatea in artd nu inseamnd o situ-
are utopistd in afara tuturor regulilor
si nici negarea oricaror forme de in-
struire artisticd in numele unei acti-
vitati “spontane”... Nu se poate crea
in haos.,. Arta functioneaza in cadrul
unor legitati, care sunt individualizate
prin stilul creatorului, dar compre-
hensibile pentru toti” [11, p. 5].
Acelasi Marc Le Bot sustine cd, chiar
si cei mai “originali” sau extrava-
ganti artisti, care cu greu pot fi in-
scrisi Tntr-o structurd plastica gene-
rala (bundoara, Jackson Pollock), Tsi
formuleaza intr-un mod unic anumite
reguli, pe care le urmeaza relativ
constant, anume asta caracterizdndu-
Te stilul (“lipsa de reguli” fiind regula
principald).

in concluzie, am putea spune
ca Tnvatamantul artistic este constituit
din cateva etape care sunt absolut
indispensabile procesului de formare
profesionald a unui artist:

studierea tehnicilor artistico-plas-
tice si aregulilor clasice, academiste,



constientizarea faptului ca prima eta-
pd este doar un “alfabet”, ce va fi
utilizat in actul de autoexprimare,

gasirea propriului stil artistic si a
ariei conceptuale de explorari, care
vor constitui terenul fertil, necesar
pentru creativitate.

O racordare a celor spuse la
realitatile din Republica Moldova ar
insemna cda metodele clasice de stu-
diere a artelor conform scolii acade-
miste sovietice (dupa ce ar fi elibe-
rate de coloritul ideologic, pe care 1-
au purtat intotdeauna) convin etapei
intai, la care se dezvolta dexteritatile
de observare si reproducere fideld a
naturii sau a modelului. Studiul for-
mei si a anatomiei, construirea, com-
pozitia, legitdtile perspectivei etc. -
toate acestea sunt acumulate pana la
nivelul automatizdrii mainii si a
ochiului. Pentru un asemenea studiu
exista suficiente surse bibliografice
din perioada sovieticd (manuale de
desen, pictura n acuareld sau ulei;
fise didactice si planse metodice),
care ar putea servi drept material
informativ la aceasta etapa.

Important este ca dupd faza
de Tnsusire a acestui “alfabet” de lim-
baj plastic, artistul sa progreseze in
sensul valorizarii cunostintelor aca-
demice, rentabilizindu-le in contextul
cultural artistic actual. Aceasta Tnsea-
mna ca:

directiile de aplicare a tehnicilor
insusite sa fie multiplicate in diferite
domenii ale artelor plastice (in
sistemul institutiilor de fTnvatamant
artistic sovietic avem exemplul Insti-
tutului de Arte din Estonia Tallinn
unde studierea tehnicilor artistice a
fost cu adevarat pusa in serviciul cre-
arii lucrdrilor artistice din diferite ge-
nuri ale artelor),

abilitdtile tehnice sa fie sub-
ordonate actului artistic conceptuali-
zat (spre exemplu, un sevalet cu un
desen academic al figurii umane,
prezentat intr-o instalatie expusa la o
bienala din Venetia nu mai este doar
un simplu desen instructiv. Aici
competentele tehnice ale autorului
amplifica puterea de expresie si va-
loarea artistica a instalatiei, care este
de fapt un obiect de arta contempo-
rand).

Din exemplele expuse mai
sus este vadit faptul ca dexteritatile
tehnice oferite de scoala academica
pot fi ajustate la fenomenele, con-
ceptiile si curentele artei moderne,
prezente in saloanele de expozitii si
in viata culturala a societatii din ac-
tualul mileniu. Pentru a nu risca s&
rdmana depdsite, strategiile Instituti-
ilor de invatdmant artistic trebuie sa
aiba o structura flexibild si sa fie sen-
sibile la fenomenele culturale con-
temporane.
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PRIMII PASI IN ARTA PIANISTICA
FIRSTSTEPS IN PIANISTIC ART

Ludmila REABOSAPCA
conferentiar universitar, doctor in studiul artelor
Academia de Muzica, Teatru si Arte Plastice, Chisinau
In the article Ludmila Reabo”™apca describes thefirst steps in getting acquainted of

pre-school children (4-6years ofage) with music and the musical instrument (piano) using
the most modern methods ofteaching, suggested byfamous musicians.

Mircea - Dan Raducanu in mo-
nografia sa ,,Metodica studiului si
predarii pianului” constata ca: "Ap-
titudinile instrumentale, Tn afara unor
rare exceptii, daca nu sunt dezvoltate
intens si corect in copildrie, ramin
destul de limitate si putin pasibile de
perfectionare. Este vorba, in special,
de aptitudinile mecanice si chiar de
dezvoltarea auzului intern Tn toate
componentele sale.

Asadar, Tnzestrarea naturald se
pune in valoare n activitate si, toto-
datd, activitatea formeaza aptitudi-
nea, o duce la nivelul care depaseste
cu mult predispozitiile native. O sin-
gurd aptitudine, oricit de dezvoltata,
nu poate asigura reusita deplind a
unei activitati. Combinarea specifica
- diferitd de la o persoana la alta a
diferitelor aptitudini necesare pentru
indeplinirea creatoare si originald a
unei activitati se numeste talent
pentru activitatea respectiva.

Talentul reprezintd o combi-
nare originala a aptitudinilor ajunse
la o deosebitd dezvoltare, faeind po-
sibila creatia de valori noi si valo-
roase”. Fericit este profesorul care,
pe parcursul practicii sale pedago-
gice, intilneste un elev dotat.

Din experienta mea de lucru cu
copii - dotati - Tncepatori, vreau sa
remarc, in mod special, intilnirea cu

o fetitd, Zuchina lulia, de 4 ani si 7
luni, pe care bunica a adus-o la mine
in clasd pentru a studia pianul. lulia
cunostea alfabetul muzical si citea
foarte bine notele, deoarece a inceput
sa Tnvete exercitarea la pian, odata cu
citirea notelor. Eu eram uimit ca co-
pilul de 4 ani si 7 luni citeste textul
muzical atit de bine, dar si mai para-
doxal era faptul ca, fara note, la auz,
lulia nu putea sa alcatuiasca nici o
melodie. Acest fapt demonstreaza ca
la prima treapta de studiere si inter-
pretare la auz a fost scapata din ve-
dere de cdtre profesor fnvatarea
alfabetului muzical. De aceea eleva
n-a putut sa alcdtuiasca nici o melo-
die fard textul muzical vizual, din
simplul motiv ca a fost obisnuitd sa
cinte numai avind in fatd notele mu-
zicale.

Am Tinceput sda cintdm la pian
diferite cintece din filme cu desene
animate. Surprinzator ca atunci cind
eu numai Ti aratam prima clapa si
degetul cu care incepem sa exersam
la pian, lulia continua mai departe sa
cinte de sine statator.

Impresionant ramine faptul,
ca lulia parca era ghidata de cineva
pe calea studierii muzicii. Acest
cineva era intuitia intelectuald
foarte bine dezvoltatd, de aceea ea
parca stia melodia ce trebuie sa fie



cintatd mai departe. Noi am Tnvatat
citeva cintece si apoi am trecut la
scoala pentru pian a lui L. Baren-
boim ,,Calea spre muzica”.

A doua dificultate cu care ne-
am confruntat a fost cintarea pe de
rost, din memorie. Aici un mare rol
joacd auzul launtric, care se dezvolta
numai din practica, activitatea muzi-
cala. Elevul trebuie sa cinte lucrarea
in sine cu ajutorul auzului launtric,
imi era greu sa-i explic luliei aceasta,
deoarece avea numai 5 ani. Am gasit
o0 iesire foarte simpla din aceasta si-
tuatie; cu ajutorul castii am ascultat
piesa ,,Catre Elize” de L.V.Beetho-
ven. Ea a urmarit textul si, totodata,
asculta muzica. Dupd audiere, am
imitat acest proces in clasa, I-am
explicat faptul cd atunci cind te pre-
gatesti pentru a cinta o piesa pe de
rost, muzica rasund in urechi, ca si
cum ai asculta Tn casca tara a o Tntre-
rupe, asa si interpretarea muzicala
din memorie trebuie sa fie condusa
de auz de la inceput pina la sfirsit.

Lectiile cu lulia erau foarte in-
teresante. Ea descifra noul material
foarte repede si cu un mare interes.
Odatd, eu i-am propus un ,,Menuet”
de I. S. Bach si i-am spus sad desci-
freze o strofd. La urmdtoarea lectie
lulia a pregatit toata lucrarea, Cind
am Tintrebat-o de ce a discifrat tot
textul, ea mi-a raspuns cd vroia sa
stie continutul pana la sfirsit. Eu am
inteles ca lulia citea textul ca pe o
carte, ca pe 0 poveste interesantd.
Uneori avem impresia cd aude cu
ajutorul ochilor. lulia se dezvolta
foarte repede si din punct de vedere
tehnic. Cinta cu usurinta diferite stu-
dii de C. Czemy, M. Clementi. Spu-
nea ca ele sunt compuse din gamele
care se interpeteaza cu miscarile pe
claviatura Tn sus si injos. Tnainte de a
descifra o piesa noud, trebuia sa

stabilim metrul si aplicatura. K.
Martiensen spunea ca: ,Pentru un
copil - minune cintarea la un instru-
ment muzical este un lucru foarte
usor fiindcd el nu pune Tintrebarea
»,Cum sa fac acest lucru?”. Copilul
vrea foarte mult sa ia cunostinta de
aceasta activitate si acest sentiment 1l
ghideaza prin toate obstacolele, pe
care le intilneste Tn calea sa.

in scurt timp (3 luni), lulia a
interpretat cu succes ,,Menuet” in si -
minor de I. S. Bach si un cintec de A.
Chiriac. ,,Din neamul lui Pé&cald”
prelucrat pentru 4 mini, la un concurs
al copiilor dotati organizat de Uniu-
nea Compozitorilor din Moldova si a
obtinut Diploma speciala ca cea mai
tinara interpreta.

Cu ajutorai intuitiei intelectuale,
lulia Tnvdta si se dezvolta foarte repede
- programa de studii pentru un an o
tdceam Tn jumatate de an. Sonatinele le
invatam integral, din Polifonia de I.S.
Bach am invatat multe piese -, Albumul
A.M.Bach” apoi am trecut la mici
preludii si fugi, din piesele noi am céntat
»Ambum pentru tineret ,de R.Schu-
mann, ,,Album pentru copii” de P.Ceai-
kovski, ,,Céatre Elize” de L.V.Beethoven
si multe studii de C.Czemy, M.Cle-
menti, A.Lemuan.

lulia a studiat mai tirziu ga-
mele si arpegii, cind avea deja 6 ani,
din motiv ca ea putea sa se plictisea-
sca de prea multe formule tehnice.

Spre regret, la virsta de 7 ani
lulia s-a stabilit cu traiul Tn SUA.
Acolo ea a continuat lectiile de pian
la 0 scoald speciald, dar pentru su-
pravietuire a fost nevoita sa-si aleaga
o alta profesie.

Copiii dotati au o mare dife-
rentd Tntre componentele lor de ap-
titudini muzicale. Dupa lulia Zuchina
am mai avut incd un elev foarte ta-
lentat, care avea 6 ani si cu care am



facut primii pasi Tn muzica. Prima
treaptd - cu cintece pentru copii, care
le cinta la auz a trecut cu succes.
Apoi am Tnceput Scoala lui L. Ba-
renboim, A. Leahovitkaia - ,,Studii,
Piese, Ansambluri”. Baiatul Tnvata
foarte repede textul si la sfirsitul
lectiei deja cinta textul pe de rost
pentru parintii sai.

La unii copii aptitudinile au-
ditive deosebite se observa deja la 3-
4 ani. Aceste aptitudini apar sub in-
fluenta procesului de educatie muzi-
cald. Ei mai ntii Tnvata sa cinte, sa
danseze, sd se miste Tn ritmul muzi-
cii, apoi sa cinte la un instrument
muzical. La acesti copii, datorita pre-
dispozitiilor deosebite, acest proces
decurge usor si repede. O singurd
aptitudine nu poate asigura reusita
deplind a unei activitdti. Combinarea
specific - diferitda de la o persoana la
alta a aptitudinilor pentru indeplini-
rea creatoare a unei activitati de-
monstreaza posibilitdtile, potentialul
unui copil pentru dezvoltarea lui in
aceasta directie. Procesul cel mai in-
semnat pentru profesor este de a ob-
serva la timp si atent activitatea ele-
vului Tn domeniul studiat. Sarcina
profesorului este aceea de a cunoaste
posibilitdtile micului muzician si a
dezvolta cit mai repede deprinderile
lui de a cinta la pian. Daca elevul are
curaj si vointda de a trece prin
obstacole repede, atunci telul de a
interpreta o piesa muzicala va fi mai
clar, si rezultatele vor fi obfinute mai
repede.

La bdiatul de 6 ani rezultatele
au fost clare atunci cind procesul
descifrarii a fost finisat, dar pentru
aceasta a fost nevoie sd inventdm
comparari si asociatii,, ca textul sa fie
mai clar. Cind am descifrat p. 11l a
Concertului sol-major de I. Haydn,
am repartizat textul pe fraze asema-

ndtoare, la elementele facturii care se
repetd, game, arpegii mici si mari,
acorduri, grupeto, triluri si mordente.
Elevul invatd si memoriza textul mu-
zical rational si constient. Cu ajutorul
acestei metode didactice, am pregatit
partea a Il - Rondo din concertul
soli-major de I. Haydn intr-un timp
foarte scurt (trei saptdmini).

Lucru tehnic si muzical s-a
desfasurat paralel cu descifrarea si
invdtarea textului. lesirea Tn scena a
elevilor claselor primare este mai
usor de pregatit. Ei sunt mai bine
pregatiti pentru concerte publice.
Pregdtirea pentru acest eveniment
necesita un antrenament de interpre-
tare cu public in clasd, de repetitii Tn
sald, unde se va desfdasura concertul
sau examenul, la un instrument necu-
noscut. Copiii dotati evolueaza cu
placere Tn concerte publice. Ei se
concentreaza asupra interpretarii cre-
atiei muzicale si aud numai ceia ce
trebuie sd fie executat la pian. Din
punct de vedere muzical, copiii dotati
se dezvoltd Tn mod diferit. Totul de-
pinde de sensibilitatea melodiei,
acompaniamentului, diferitelor mis-
cari ritmice. Muzicalitatea se dez-
voltd paralel cu alte aptitudini artis-
tice. Copilul trebuie sa frecventeze
spectacolele de operd, concerte, sd
audd muzica din filme cu desene
animate, sa citeasca despre viata
compozitorilor, despre creatiile care
le interpreteazd, sa priveasca filme-
balet, opere cu diferite elemente mu-
zicale. Daca copilul are aptitudini
muzicale, pentru el nu are importanta
ce muzica ascultd: pentru copii sau
pentru alte virste. El poate sa asculte
muzica clasica sau contemporand a
diferitor compozitori si muzica de
diferite genuri. Principalul pentru
copil este sa audd muzica frumoasa.
Uneori observam la concerte simfo-



nice, camerale, vocale copii care as-
cultd muzica foarte atent. Ei sunt
potentialul nostru, deoarece aptitudi-
nile muzicale pe care le poseda atrag
copii, Ti fac sa asculte muzica com-
plicatd pentru virsta lor.

Profesorul de muzicd Tntot-
deauna urmareste cum reactioneaza
copii care ascultd muzica. Daca per-
manent ei sunt atenti in ascultare,
interesati de creatia muzicala - poate
fi lectia de muzicd ori interpretarea
scenicd,- reiese ca copilul dispune
deja de aptitudini muzicale deosebite.
Cind parintii aduc copiii In clasa de
pian, ntotdeauna fTi intreb: ,De ce
vreti ca sa cinte copilul Dvs. la
pian?”. Din explicatiile lor, noi, pro-
fesorii, putem sd tragem concluzii
asupra Tndeletnicirii copiilor acasa, Tn
timpul jocului ori distractiilor. La
aceasta virsta copilul poate sa-si ex-
prime foarte sincer impresiile despre
creatia muzicala.

Ce se intimpla atunci cind co-
pilul aude compozitia artistica? El
este, in primul rind impresionat de
aceasta creatie, aratindu-si starea lui
emotionald prin atentia cu care as-
cultd muzica.

Aceasta impresie pe care 0
manifesta copilului asupra unei lu-
crari muzical-poetice demonstreaza
aptitudinile lui Tn intelegerea imaginii

artistice, muzicale si poate fi dez-
voltata la lectiile de muzica de catre
profesor, care trebuie sa fie, la rindul
sdu, si el Tnsusi foarte dotat in dome-
niul muzical-didactic.

In monografia sa ,,Despre arta
pianistica” N. G. Heuhans a stabilit
urmatoarele capacitdti pe care profe-
sorul trebuie sa le dezvolte la copil:

1. Tnainte de a Tncepe sa Tnvete
a cinta la un instrument, elevul tre-
buie sa posede simtul muzical,
aceastd muzica trebuie sa traiasca in
interiorul lui, Tn suflet si sa fie perce-
putd de auzul muzical propriu;

2. Orice executie ori o inter-
pretare muzicald este alcatuitd din
trei elemente fundamentale: muzica-
executant - instrument;

3. Cu cit este mai clar scopul
(continutul, muzica), cu atit mai clar
dicteaza mijloacele de a1 atinge. Tn-
telegerea limpede a acestui scop Ti da
interpretului  posibilitatea sa tinda
spre el sa-l1 atingd, sa-1 intruchipeze
n intepretare si toate acestea la un
loc alcdtuiesc problema tehnicii.

4. Mdiestria de muncd asidua
in Tnvatarea unei bucdti muzicale -
este unul din criteriile pentru aprecie-
rea unui pianist.

... §i poate peste citiva ani noi
vom gasi o0 noud ,,stea” in domeniul
artei muzicale interpretative.
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~ DIMENSIUNI ALE CULTURII 5
IN FORMAREA PROFESIONALA INITIALA
A CONTABILULUI

CULTURAL DIMENSIONS IN BOOKKEEPER INITIAL
PROFESSIONAL TRAINING

Sofia CAPATINA,
lector superior
Universitatea Cooperatist Comercialda din Moldova, Chisindu

Laformation professionnelle initiale du comptable dépend de la culture générale
et de la culture de spécialité du comptable qui s ‘inscrit dans la situation pro réforme de la
Moldova. Dans cet article sont abordées les fonctions que le jeune spécialiste doit
posseder, leplace et le rdle dans la société contemporaine.

Orice contact al profesorului
cu fenomenul educational 1l deter-
mind sd se realizeze simultan, recep-
tiv si activ, manifestandu-se expresiv,
in stilul activitatii didactice, Tn con-
textul acesta se prefigureaza si di-
mensiunile culturii generale si profe-
sionale.

Spre deosebire de cultura
generald, cultura profesionald a ca-
drului didactic universitar include in
sfera sa o culturd de specialitate, ra-
portatd la un anumit domeniu din
natura sau societate, o cultura psiho-
logica, pedagogica si metodologica -
toate constituind conditia indispensa-
bila a unei eficiente certe pentru acti-
vitatea lui cotidiana.

Cultura profesionala cu-
prinde sistemul de cunostinte, price-
peri, deprinderi, capacitati si atitudini
necesare pentru exercitarea unei pro-
fesiuni sau a unui grup de profesiuni
inrudite. Ea asigurd conditii obligato-
rii integrdrii in societate prin inter-
mediul profesiunii. Altfel spus, pro-
fesiunea devine un mijloc al sociali-
zarii umane, oferind conditii prielnice
pentru afirmarea tonalitatii [1, p.22].
Cultura profesionald se constituie pe

fondul culturii generale, prin specia-
lizarea si adaptarea componentelor
acesteia la specificul unei profesiuni,
concomitent cu transmiterea unor
cunostinte de specialitate si formarea
unor priceperi, deprinderi si capaci-
tdti adecvate contabilului. Cultura
profesionalda nu poare fi ceva supra-
pus la ceea ce s-a asimilat si s-a for-
mat pana in acel moment. In al doilea
rand, logica formarii culturii profesi-
onale impune evitarea tendintei de
concentrare exclusivd asupra unei
specializdri inguste (2, p. 135).
Cultura profesionald a cadru-
lui didactic universitar in devenire
este de o complexitate aparte, deter-
minatd de functiile ce decurg din
statu tul siu Tn societatea noastra:
functia de specialist Tntr-un anu-
mit domeniu - asigura studentilor un
sistem de cunostinte fundamentale,
deprinderi si priceperi, care sa le per-
mitd cunoasterea domeniului conta-
bilitate: din punct de vedere teoretic
si aplicativ. Aceastd functie necesitd
de la profesor o culturd de speciali-
tate temeinica realizatd partial in n-
vatamantul superior economic i



completatd ulterior prin diferite
forme de perfectionare;

functia de modelator, contabil al
personalitatii - poate fi indeplinita de
contabilul care poseda o profunda
pregatire metodologica. Aceasta per-
mite contabilului sd actioneze 1in
directia realizarii obiectivelor avind
la baza cunostintele profesionale,
aptitudinile profesionale si valorile
profesionale, etica si atitudinile ce-
rute pentru a demonstra competenta
contabild. Contabilul este capabil sa
presteze o activitate la un standard
definit, cu referire la mediile reale de
activitate. Abilitatile profesionale re-
prezinta diferite tipuri de abilitati ce-
rute pentru aplicarea cunostintelor si
a valorilor profesionale, etice si ati-
tudinilor in mod adecvat si eficient
intr-un context profesional al conta-
bilului;

functia de mediator si copartener
- pentru a stabili relatii de cooperare,
a carei exercitare depdseste limitele
institutiei de Tnvdtdmant, extinzandu-
se asupra parintilor, organismelor de
stat, mass-media etc.

Din cele expuse reiese ca in
mod principial cultura generala si
cultura profesionala interactioneaza,
avind o serie de puncte de tangenta,
O culturda profesionald nu poate fi
formatd, dacd nu are la bazd o culturd
generald adecvata.

Reteaua internationala pri-
vind transmiterea informatiilor - co-
mert, industrie, turism, investitii - are
efecte multiple in globalizarea re-
centa: circulatia rapida si usoarda a
ideilor, a imaginilor, a cunostintelor,
dar si a banilor, a bunurilor si, mai
ales, a oamenilor genereaza o cultura
globalda/mondiala comuna. In acest
context al realitatii contemporane,
apelul la unele teorii sau paradigme
explicite sau implicite ar servi drept

ghid al comportamentului adoptat
intr-o lume a schimbdrii, reducand
astfel timpul de adaptare, evitand si-
tuatiile de blocaj si depdsind cu mai
multd usurintd problemele dificile de
negociere. Metodele/paradigmele
dezvoltate in teoria si practica de for-
mare initialda a viitorului specialist
trebuie sd constituie adevarate harti
de orientare pentru activitatea si viata
lor. Oricare model adoptat trebuie sa
dezvolte la studenti capacitati si
competente de valorificare maximala
a propriului potential, astfel Tncat la
sfarsitul studiilor acestia ar fi capa-
bili:

sa ordoneze si sa generalizeze
realitatea (functie constatativa);

sd Tnteleagd legdturile intre feno-
mene, sa distinga ceea ce este im-
portant de ceea ce nu este important
(functie diagnostica);

sd anticipeze corect dezvoltarile
viitoare, sd identifice drumul corect
pentru Tndeplinirea scopurilor (func-
tie prognostica).

Calitatea institutiei de Tnva-
tamant superior - ansamblul Tnsusi-
rilor, caracteristicilor institutiei (in a
carei formare sunt implicate toate
resursele disponibile si factorii de
mediu), care Ti confera capacitatea de
a satisface anumite necesitati/cerinte
curente si viitoare ale clientilor di-
recti si indirecti de servicii de educa-
tie, precum si prevederile standarde-
lor de calitate.

Putem astfel defini doud
laturi ale calitatii:

cea obiectiva - exprimatda prin
standarde care reprezinta respectarea
de catre institutiile de Tnvatamant su-
perior a unor specificatii ce se refera
la proces, sistem, rezultate;

si cea subiectiva - exprimata prin
satisfactia nevoilor clientilor fata de
serviciile educationale prestate, care



reprezinta atractivitatea respectivelor
servicii.

Produsul este rezultatul ori-
carui proces. Acest rezultat poate fi o
marfa, un serviciu sau o informatie.
Cand vorbim despre un produs, nu ne
referim doar la un bun tangibil, ci si
la servicii sau informatii care sunt re-
zultatele proceselor obisnuite si fur-
nizate de institutia de nvdtdmant su-
perior economic.

Pe segmentul Tnvatamant,
produsul final ai institutiei superioare
nu este absolventul, ci dezvoltarea lui
umana ca valoare adaugatd, compe-
tenta dobandita de acesta la finisarea
studiilor. Adica sunt rezultatele Tnva-
tarii, rezultate exprimate in termeni
de:

cunostinte acumulate;

capacitati intelectuale formate;
nivel de dezvoltare a acestor ca-
pacitati (de a te documenta, de a
prelucra informatia, de a sistematiza,
de a o inchega n structuri cognitive,
de a opera rationamente inductive si
deductive);

capacitati de aplicare, de utilizare
a cunostintelor Tnsusite in aprofunda-
rea, dobandirea unor noi informatii,
n rezolvarea unor noi probleme teo-
retice si actiuni practice;

trasaturi de personalitate: atitu-
dini, conduite;

nivelul de cultura, formarea profe-
sionald, calitatea pregatirii contabi-
lilor.

Daca raportdm notiunea de
culturd la studentul economist, atunci
acesta nu poate fi conceput izolat, ci
incadrat in societate. Privit ca in-
divid, despre el se zice cd este erudit,
educat: cultura lui cuprinde atatea
domenii principale, céte cercuri sau
sfere de activitate practicd acesta.
Din acest punct de vedere, deosebim
trei domenii principale:

felul cum este organizata viata lui
sub aspect material si ambianta it
care traieste;

dezvoltarea la care a ajuns viata
lui internd, spiritualg;

formele insesi ale vietii sociale.

Din continutul primului do-
meniu se dezvoltd cultura exterioara,
din cel de-al doilea —cea interioara si
din cel de al treilea - cea mixta, adica
aceea n care spiritul si corpul se in-
terpétrund.

Cultura exterioara vizeaza felul
in care studentii fac fatd nevoilor fi-
zice: cum se hranesc, se Tmbracd,
mediul ambiant, adica obiceiurile si
regulile de viata.

Cultura vestimentara {tine de
bunul gust, sustine V. Méandacanu, si
consta in alegerea vestimentatiei care
fi sta mai bine omului, nu neapdrat a
celei care este la moda [6]; Tmbraca-
mintea, coafura este cartea de vizita a
omului. Tinuta si expresivitatea sunt
strans legate de starea psihicd a
omului, de regimul de relaxare si n-
cordare a muschilor corpului, de dis-
pozitia de lucru, de cultura exte-
rioard.

Cultura comunicarii, sub aspect
pedagogic, se bazeaza pe relatiile
dintre profesor si student, invatator si
elev. Este izvor de informatie, de
cunoastere a altei persoane si factor
de interactiune umana [7, 8]. in acest
sens, comunicarea se realizeaza prin
cuvant, gest, mimicad, pantomimii.
Aceste atribute tin atdt de cultura
exterioard, cat si de cea interioara si
constituie mijloacele principale 1n
profesia de Tnvatator.

Cultura comportarii include ma-
nierele elevate, de gratie si destinde-
re, de transmitere a gandurilor, senti-
mentelor si emotiilor prin actiuni fi-
zice [3]. Nonnele comportarii civili-
zate sunt legate de manierele fru-



moase, tinutd, gest si mimicd exte-
rioard acceptabile.

Cultura interioara se raporteaza
la gradul de dezvoltare a fortei pro-
ductive si la directia fortelor intelec-
tuale, la procesul de cunoastere, la
calitatile afective si volutionale ale
omului.

Cultura intelectualda constd 1n
gradul de cunoastere a adevarului,
grad determinat de nivelul la care se
afla stiinta si propagarea cunostinte-
lor generale.

Cultura estetica (a sentimentelor,
a sufletului, a inimii) se contine in
gradul de receptivitate pentru frumos,
nobil, sublim. Lipsa de receptivitate
pentru bucurie se rasfrange asupra
culturii, manifestandu-se prin bruta-
litate, cruzime, indiferenta.

Cultura morala (a vointei) consta
in orientarea vointei cdtre ce este bun
si moral si forta de a realiza. Cultura
morald este considerata suprema da-
torita faptului cd masura culturii unei
personalitati ne-o da, in primul rand,
moralitatea lui, ce Tncheie setul de
culturi (figura 1).

Educatia conform culturii cuprin-
de toate aspectele culturii, privita n
ansamblu. Tineretul trebuie educat in
conformitate eu treapta de culturd la
care s-a ridicat in orice aspect popo-
rul respectiv, n latura interioara, ex-
terioard si sociala [1].

Actualmente, cerintele pe
care principiul educatiei conform
culturii le formuleaza fatda de speci-
alisti au sporit, deoarece cultura n
prezent s-a ridicat la o treapta superi-
oara. Astfel, cultura exterioara si cul-
tura interioard se Tncadreazd 1in
cultura generala si in cea de speciali-
tate si pot fi dezvoltate prin studiul
unor discipline optionale care core-
leaza cu aptitudinile, interesele tineri-
lor studiosi, cum ar fi Cultura si etica
profesionala.

Principala deosebire a noii
economii este fundamentarea ei pe
cunostinte si pe tehnologii informati-
onale, care sunt un factor important
in dezvoltarea socio-economicd. Este
vorba de posibilitatile utilizarii infor-
matiei pe plan mondial, dobandirea
abilitdtii de a se orienta in avalansa
de informatii, a necesitatii de perfec-
tionare profesionale, de ridicare a
nivelului intelectual si de dezvoltare
a spiritului creativ. Tn tarile avansate,
in care eficienta economicd este o
valoare suprema, competitia profesi-
onald a stimulat responsabilitatea n
fata propriei evolutii.

in lumea contemporana, vo-
catia omului nu mai este asociata cu
desavarsirea prin contemplare, ci este
inlocuitd cu activism social si cu
creativitate profesionala.
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The present work deals with the methodological problem of a didactic complex
elaboration to the discipline ,,Informational and communication technologies™ for
University non-computer science specialities, aiming at improving the teaching-learning-
evaluaiion process in computer science and the quality oftraining in thisfield. The paper
alsopresents the main elaboratedprinciples, requirements and the possible results.

Introducere
Sistemul de Tnvatamant su-
perior din Republica Moldova se afla
pe calea integrarii in spatiul educati-
onal european. Integrarea presupune
multiple activitati de reformare a in-
vatamantului, toate fiind axate pe no-
tiunea de calitate. Un Tnvatamant su-
perior calitativ presupune, in primul
rand, schimbarea modalitatilor de or-
ganizare a procesului de Tnvatamant:
¢ trecerea de la un Tnvatamant
transmisiv ia unul axat pe foimarea
de competente;
¢ schimbarea rolului profesorului:
din sursa principalda de informatie
el se transforma n organizatorul si
facilitatorul situatiilor de invatare;
¢ schimbarea modalitatilor de evalu-
are: de la evaluarea finald/suinativa
la 0 evaluare continud, care cumu-

leazd modalitatile de evaluare for-
mativa si sumativa;
¢ readucerea in cAmpul universitar al
notiunii de ,complex didactic”,
care a fost implementat (fara suc-
ces) n anii ’70 ai secolului trecut.
1 Notiunea dasituatie de
nvatare
Situatia de invatare este un
concept integrator care permite a axa
efectiv procesul de Tinvdtamant pe
student. Notiunea respectivda a fost
propusa in 1992 de catre pedagogul
american Jonn Dewey [1]. Despre
importanta acestui concept in peda-
gogie ne vorbeste acel fapt ca didac-
tica este deseori definita ca ,studiul
stiintific al organizarii situatiilor de
invatare” [2].
Tn continuare, prin situatii de
invatare vom intelege situatiile create
in mod special, cu intentii educatio-



nale, in organizatiile sociale cu ca-
racter pedagogic (in primul rand, in
institutiile de Tnvatamant). Studentul
»pus n situatie” este determinat sa
desfasoare o activitate prin care sa
dobandeascd Tnsusirile si capacitatile
formulate Tn obiectivele lectiei. For-
marea studentului, in acest sens, este
rezultatul parcurgerii si trdirii unui sir
de situatii de Tnvatare concepute si
organizate de profesor.

In vorbirea curentd notiunea
»Situatie de problema” are semnifi-
catii multiple. Sensul propriu, speci-
fic al termenului ,situatie de Tnva-
tare” poate fi dezvaluit prin acceptiu-
nea situatiei de Tnvatare ca pozitie.
Intr-o asemenea acceptiune, studentul
este ,,pus in situatie”, devenind sub-
iectul situatiei; el cautd iesirea din
situatie printr-o activitate care ar tre-
bui sa fie tocmai aceea pe care o con-
siderd necesara profesorul intru atin-
gerea obiectivelor preconizate. ,,Cre-
area situatiei de problema” este
consideratd de mai multi specialisti
drept un principiu universal al edu-
catiei [3].

Situatiile de finvatare sunt
concepute de profesor spre a dirija
acele tipuri de activitate ale studen-
tului si sint necesare pentru atingerea
obiectivelor educationale. De aici
rezultd functia de baza a situatiei de
invatare: ea este conceputd si reali-
zatd pentru ca, sub influenta ei, stu-
dentul sd desfdsoare o anumitd acti-
vitate psihicd, precum si comporta-
ment corespunzator, cu scopul de a
rezolva situatia creatd. Altfel spus,
situatia de Tnvafare reprezinta deter-
minantul  activitatii  studentului.
Aceastd activitate este determinata de
natura situatiei.

Pentru a obtine efectele scon-
tate, profesorul trebuie sd induca ac-
tivitatea necesard, care se manifestd

prin crearea situatiei educationale co-
respunzatoare.

In didactica generald este
delimitata activitatea celui ce Tnvata
in procesul de Tnvdatamant (activitatea
de Tnvatare), activitatea profesorului
{activitatea de predare) si activitatea
lor comuna {predare-invatare). Orele
de informaticd se deosebesc de alte
lectii prin aceea cd un volum mai
mare Tl ocupa activitatea de sine sta-
tatoare a studentului (invatarea), acti-
vitatea de predare a profesorului si un
volum mai mic Tl ocupd activitatea
lor comund. Studentul care lucreaza
la calculator este mai independent, el
are obiective locale proprii. Sarcina
profesorului constd Tn crearea situati-
ilor de invatare si dirijarea activitatii
studentului Tn aceasta situatie.

2. Notiunea de informatizare

Evolutia societdtii modeme
nu poate fi conceputa fara dezvolta-
rea corespunzatoare a tehnologiilor
informationale. Folosirea mijloacelor
informationale, inclusiv a calculatoa-
relor personale a devenit o parte in-
dispensabila pentru majoritatea do-
meniilor activitatii umane. Actual-
mente, serviciile Internet, alte retele
informationale, inclusiv si cele lo-
cale, capatd o raspandire din ce in ce
mai larga. Sint publicate multiple
surse de informatie (carti, reviste,
ziare), inclusiv in forma electronica,
in societatea modernd, utilizarea in-
formatiilor a atins un asemenea grad
de dezvoltare, incat resursele infor-
mationale, aldturi de materiile prime
si energie, devin resurse hotaratoare
de prosperare. Respectiv, domeniul
activitatilor informationale a devenit
asa de important cd, pana la urma, a
fost distins aparte atat ca directie in
stiintd, cat si ca ramura In economie.
Prelucrarea automatizatd presupune
efectuarea operatiilor in cauza, utili-



zand mijloace si tehnologii speciale,
pe care le putem numi, mijloace si
tehnologii informationale. Procesul
de dezvoltare si implementare a mij-
loacelor si tehnologiilor informatio-
nale Tn practica este numit informati-
zare [4].

De aici rezultd necesitatea
studierii disciplinei ,,Tehnologii in-
formationale si  comunicationale”
pentru specialistii din diferite dome-
nii.

Raportatd la sistemul de n-
vatamant, informatizarea implica n
mod obligatoriu modificarea meto-
delor si tehnologiilor de studiere a
disciplinelor, care constituie baza
pregatirii viitorului specialist Tn do-
meniul respectiv. Activitatea de pre-
dare a disciplinei ,, Tehnologii infor-
mationale si comunicationale” la
specialitatile neinformatice pe par-
cursul mai multor ani ne-a permis
evidentierea unor bariere cu care se
confruntd studentul Tn cadrul proce-
sului de asimilare, consolidare a cu-
nostintelor si de formare a deprin-
derilor practice. Aceste bariere vi-
zeaza dificultatea de asimilare a ter-
minologiei informationale (in majo-
ritatea cazurilor, aceasta fiind expusa
in limba englezd), lipsa unui indru-
mar metodic care ar ghida activitatea
studentului pe parcursul intregii acti-
vitati si ar contine atat explicatiile de
rigoare la fiecare tema de baza, cat si
seturi de Tnsarcinari practice.

3. Notiunea de complex

didactic

Dificultdtile sesizate in pre-
darea informaticii la specializarile
neinformatice ne-a condus la ideea
elaborarii unui complex didactic la
disciplina ,, Tehnologii informationale
si comunicationale”.

Complexul didactic repre-
zinta un set de documente reglatoare

si informationale care are drept scop
optimizarea procesului de predare-
invatare-evaluare la informatica.
Complexul didactic trebuie
sa contina:
¢ curriculumul la disciplina ,, Tehno-
logii informationale si comunicati-
onale” pentru specializdrile nein-
formatice;

¢ notele de curs la disciplina ,,Teh-
nologii informationale si comuni-
cationale”;

¢ ghidul pentru studenti privind Tnde-
plinirea lucrarilor de laborator.
Conform [5], curriculumul
disciplinar contine urmatoarele com-
partimente:
1. Cadrul conceptual,
2. Obiectivele generale ale discipli-
nei;
3. Administrarea disciplinei;
4. Tematica si repartizarea orienta-
tiva a orelor;
5. Continuturi, obiective de refe-
rintd, evaluare curenta;
6. Evaluare finalg;
7. Bibliografie.
La determinarea obiectivelor
si continutului disciplinei “Tehnolo-
gii informationale si comunicatio-
nale” s-a tinut cont de prevederile
Pasaportului European de Compe-
tente Informatice [6], care reprezinta
standardul de competente la nivel de
utilizator. Conform acestui standard
pregatirea informatica a oricarui uti-
lizator trebuie sa fie axatd pe 7 mo-
dule:
¢ Notiuni generale despre postul de
munca in societatea informatio-
nalg;

¢ Gestiunea datelor (elemente de
sisteme de operare, in caz particu-
lar - sistemul de operare Win-
dows);



Procesarea textelor (in caz particu-
lar - editorul de texte Microsoft
Word);

Calculul tabelar (in caz particular -
Microsoft Excel);

Gestionarea  bazelor de date
(Microsoft Access),

Prezentari electronice (PowerPo-
int);

Navigare Web si mesagerie elec-
tronica.

Obiectivele generale ale dis-
ciplinei “Tehnologii informationale
si comunicationale” pot fi divizate in
4 tipuri dupa cum urmeaza:

a) Comunicare si colaborare;
Studentul va fi capabil:

¢ sa selecteze si sa utilizeze in-
strumentele adecvate pentru
a explora si a comunica dife-
rite subiecte (cunostinte) din
cadrul sarcinilor de nvatare
(studiu);

¢ sa comunice cu ceilalti utili-
z&nd un limbaj autentic pen-
tru subiectul si procesul
abordat;

¢ sd recunoasca informatiile si
sa le prezinte diferit, in func-
tie de audienta si mediu;

¢ sa utilizeze o gama larga de
instrumente pentru a schita, a
acumula si a rafina informatii
si pentru a crea prezentari de
calitate, intr-o forma atrac-
tiva pentru audienti si sa se
potriveasca continutului in-
formational.

b) Obtinerea rezultatelor (cercetarea);
Studentul va fi capabil:
¢ sd abordeze sistematic infor-
matiile necesare si sa le
poata aplica Tn practica;

¢ sd obtind informatiile potri-
vite scopului, prin selectarea
surselor adecvate, rafinarea
metodelor de cautare si apre-
cierea valorii si veridicitatii
informatiilor gasite.

¢) Dezvoltarea de idei si aplicarea

lor (modelarea);

Studentul va fi capabil:

¢ sa cerceteze si sa inteleaga
fenomenele specifice fiecadrui
domeniu, utilizand simulari
sijocuri;

¢ sa creeze modele pentru situ-
atii bine definite (de exem-
plu, prin utilizarea unei foi
de calcul), astfel Tncat sa se
confirme schemele si realiile
din cadrul fenomenului ana-
lizat;

¢ sa constientizeze limitele
unor modele si simulari sim-
ple;

¢ sa foloseascd instrumentele
multimedia Tn mod creativ
pentru a explora, spre exem-
plu, muzica, arta, imaginea.

d) Practici de lucru si atitudini;
Studentul va fi capabil:
¢ sa constientizeze continuita-
tea schimbarilor tehnologice
si felul in care acestea modi-
fica modul de viatg;
¢ sa foloseasca Tn indeplinirea
sarcinilor (didactice, dar si
acelor profesionale) avanta-
jele tehnologiilor moderne,
dar si de a recunoaste dez-
avantajele acestor tehnologii;
¢ sa inteleagd contextul necesi-
tatii utilizarii tehnologiilor
informationale pentru anu-
mite sarcini, dar si de a Tnte-
lege dificultatea de utilizare



si limitarile de utilizare n
anumite circumstante;

¢ sa constientizeze faptul ca
unele persoane nu au acces
la tehnologiile informatio-
nale, iar sistemele si organi-
zatiile trebuie sda rezolve
aceasta problema;

¢ sa recunoasca felul in care
tehnologia modeleaza si este
modelatd de influentele soci-
ale, politice si economie.

Obiectivele generale formu-
late mai sus urmeaza a fi operationa-
lizate la nivel de obiective de refe-
rintd, apoi la nivel de fiecare ord. De
exemplu, obiectivele generale, gru-
pate in clasa ,,Obtinerea rezultatelor”
(cercetarea), pot fi precizate sub
forma urmatoarelor obiective de refe-
rinta:

Studentul va fi capabil:

¢ sd inteleagd ce informatie Ti
este solicitata;

¢ sd fie capabil sa acceseze in-
formatia rapid si eficient;

¢ sa utilizeze manualele si
functia Help;

¢ in cazul Internetului, bazelor
de date, resurselor aflate pe

CD, sa constientizeze exis-

tenta unor metode de cdutare

precum ,cuvintele cheie”,

»conditii logice” etc.;

¢ sa stie cum sa adune, sa in-
troducd, sa analizeze si sa
evalueze cantitativ informa-
tiile, verificdnd corectitudi-
nea lor in cadrul programelor
de calcul.

In viziunea mea, studierea
disciplinei mai prevede Tnsusirea cu-
nostintelor si formarea unor deprin-
deri in ceea ce priveste arhitectura,
componentele si principiile de func-
tionare a calculatoarelor electronice.

Disciplina ,,Tehnologii in-
formationale si comunicationale” se
studiaza pe parcursul anului | sau I,
doud semestre. La Tnvatamantul cu
frecventd la zi, se promoveaza prele-
geri (16 ore), lucrari de laborator (64
de ore), la Tnvatdamantul tara frec-
venta cursul include 26 de ore (prof.
uman.) si 46 de ore (prof. real) de
laborator.

In cadrul specializarilor nein-
formatice, disciplina ,Tehnologii
informationale si comunicationale”
reprezintda o disciplind de culturd ge-
nerala.

Studierea disciplinei in ca-
drul specialitatilor neinformatice in-
cepe cu un curs de initiere, deoarece
studentii veniti din scoli medii nu au
0 pregatire corespunzdtoare progra-
mei, fiind si lipsiti de posibilitatea de
a lucra la un calculator personal.

Prezenta notelor de curs per-
mite sd se excludad necesitatea dicta-
rilor interminabile cu referire la sub-
iect din cadrul lectiilor practice. Pre-
zenta ghidului pentru lucrarile de la-
borator, care contine, de fapt, diferite
situatii de Tnvatare, permite de a re-
zolva mai multe probleme. in primul
rand, creste autonomia studentilor,
care pot lucra in ritm propriu. in a!
doilea rand, profesorul se poate con-
centra asupra functiei de consultant al
studentilor. Dupa fiecare tema, stu-
dentul sustine un test de evaluare. in
cazul in care studentul absenteaza de
la ore pe motiv de boald sau frec-
venta liberd, el poate sa foloseascd
acest set de lucrari de laborator, exer-
sand de sine statdtor. Ar fi de dorit ca
acest set sa fie in sdlile de calcula-
toare si la solicitarea studentului sa
fie aplicate in practicd in timpul liber.

Executarea lucrdrilor de la-
borator de catre studenti, in timpul
liber, mai depinde si de atitudinea



constiincioasa a inginerului-progra-
mator din sala de calculatoare, care
adesea preia functiile profesorului si
dirijeaza activitatea studentilor 1Tn
afara orelor de curs.

Lucrarile pot fi executate si
inainte de ore de catre studenti pentru
a le facilita lucrul in timpul orelor. La
ore ei pot veni deja cu intrebari pe
marginea subiectelor nerezolvate ale
lucrarii si initia o cercetare de sine
statator, ce are drept scop solutiona-
rea problemelor aparute. Criteriile
elaborate vor permite de a imbunatati
atat calitatea predarii obiectului, cit si
Tnsusita.

Concluzii

In studiul ,,Metodologia ela-
borarii complexului didactic la disci-
plina Tehnologii informationale si
comunicationale pentru specialitatile
universitare neinformatice” am ncer-
cat sd scoatem 1in relief problema
schimbarii modalitatilor de organi-

zare a procesului de Tnvatdmant si
anume: de atrece de la un invatamant
transmisiv ia unul axat pe formarea
de competente, de schimbare a rolu-
lui profesorului, de schimbare a mo-
dalitatilor de evaluare si de a readuce
in campul universitar notiunea de
~complex didactic”, ce ne va Tmbu-
natdti calitatea instruirii la aceasta
disciplind. Sunt indicate comparti-
mentele, care ar trebui sa le contina
un complex didactic la disciplina res-
pectiva, curriculum disciplinar, sunt
expuse obiectivele generale ale disci-
plinei ,, Tehnologii informationale si
comunicationale”. in lucrare este de-
finita notiunea de situatie de Tnvatare,
notiunea de informatizare, notiunea
de complex didactic, ultimul avénd
drept scop optimizarii procesului de
predare-invatare-evaluare la disci-
plina respectiva si de Tmbunatatire
atat a calitatii predarii obiectului, cat
si a Tnsusitei.
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\n  MPOLLECC PA3BUTUSA AKCUONOTMYECKIX
np OPUEHTALMNM CTYAEHTOB
! NELAMOMMYECKIX BY30B

DEVELOPMENT OF THE AXIOLOGICAL ORIENTATIONS
OF THE PEDAGOGICAL UNIVERSITIESSTUDENTS

Hwukonae CUJINCTPAPY,
[IOKTOp xabunurtart, npoeccop,
AHHa MKN3U,
npenojasatesb, AOKTOpPaH[
HayuHblin MIHCTUTYT MNpoceeleHns, KunHes

The article illustrates the problem of axiological orientations development
concerning the students ofpedagogical universities. The authors consider it being a major
component of the formation of teacher's personality. After analysing the essence, the
structure and the substantial characteristics the axiological orientations development of
students, it was easy to establish its phases of development. The applied theoretical model
of axiological orientations development, including the phase of assigning the person’
values, the phase of transformation of the image "I" and the phase of the future image
forecast (designing) are approached here.

LleHHOCTHbIe OopuneHTayunn yecTBe YCTaHOBKW JINHHOCTWU, pery-

OTHOCATCA K BAXHEWLMNM KOMMOHEeH-
TaM CTPYKTYpbl JINYHOCTK, MO CTe-
neHn CcHopMUPOBAHHOE™ KOTOPbIX
MOXHO CcyAuTb 06 ypoBHe pa3BuTus
NNYHOCTU. POPMUPOBAHUE LLEHHOCT-
HbIX OPWeHTauuWii - 3TO ANNTENbHbIN
M CNOXHbIA NPOLECcC, MPONCXOAALLINIA
nog BO3JeACTBMEM HEMNOCPeLCTBEH-
HOr0 COLWANIbHOTO OKPYXEeHUs U
06WMX coymanbHbIX ycnosuid. foc-
TUXKEHWe MCUX0N0rMYecKo 3peno-
CTU 03HayaeT, YTO Yy 4YesioBeKa Co-
Xunacb unepapxus MOTMBOB, CO3Ha-
TenbHaa perynaums cobCTBEHHOrO
noBefleHNs, CUCTEMA LLeHHOCTHbIX
KPUTEPMEB N OPUEHTALMIA.

MoHATNE «LEHHOCTHad opu-
EHTauMsA» IMYHOCTM OblSI0 BBEAEHO B
coumonornio B 20-e rogbl XX Beka
amepukaHckum couuonorom Y. To-
MacoMm W MobCKUM couunosiorom .
3HaHeuKNM, KOTOpble paccMmaTpu-
Ba/M LEHHOCTHbIE OpPMEHTAaLMU B Ka-

NVpPYIOLLLEN ee MOoBeAeHMe.

Mpobneme LEHHOCTHLIX OpU-
EHTaLWiA NOCBALLEHO Hemano uccne-
posaunin (B.'. AHaHbeB, B.W. uHe-
UnHckmiA, A.I. 3gpaBombicios, M.I.
KasakmHa, A.B. Kwupbakosa, T.H.
Manbkosckas, B.l. TyrapuHos, H.
Cunuctpapy, B. Meicnapy).

MoA akcMonornyeckumm opu-
eHTauymamm M., KasaknHa no-
HUMaeT LUEHHOCTHOEe OTHOLWEHNEe K
06BLEKTUBHbLIM LIEHHOCTAM 06LLecTBa,
BblpaXkalolieeca B WX OCO3HaHUN W
nepeXxuBaHMM Kak noTpebHOCTEN,
KOTOpble MOTWUBMPYIOT HacToALLee
noBefleHVe W nNporpaMmupyoT 6y-
Ayuiee [7]. B paHHOM onpejeneHun
Kateropus «LEHHOCTHas OpUeHTa-
UMa» onpefenseTca 4epes MnoHATHE
«LleHHOCTHOE OTHOLIEeHMe», KOTopoe
oTpaXkaeT efUHCTBO HYXAbl UAW NO-
TpebHOCTU Cy6bEKTA U CBONCTB 06b-
ekta. OHO XxapaKTepusyeT CBA3b



BHELIHEro W BHYTPEHHEro, 06bek-
TUBHOIO U CYOBLEKTUBHOIO U (YUKCU-
pyeT HanpaBleHHOCTb JINYHOCTM Ha
06beKTbl LEeHHOCTUM. C MX NOMOLLbIO
NNYHOCTb peannsyeT CBOU LEHHOCT-
Hble  OTHOWEHUs, O06bEeKTUBMPYET
CBOM NOTPe6HOCTM.

B uukne dgunocopcko-co-
LMOSIOTNYECKUX AUCUUNIUH MOHATHE
«LEHHOCTHbIe OpUEHTALMU» COOTHO-
CATCA C KaTeropmsMm «HOPM W LieH-
HOCTe», HOPMAaTUBHO-LEHHOCTHbIX
cucTem coumanbHoro feiicteua. B
LUMKIe KOHKPEeTHO-COLMOMOTrNYecKmx
OVCUMNIUH - C KaTeropuamu MoTu-
BaLUW 1 yNpaBieHNs AeaTeNbHOCTbIO
nogen n ux obveauHeHuii. B uukne
COLManbHO-NCMXONOTMYECKNX  AUC-
UMNAWH - C KaTeropusMu, Onuchbl-
BAKOLWMMN MEXaHU3Mbl 1 PErYNALUIO
NOBELEHUA U AeATEeNIbHOCTY NIOAEN.

B.M. TmHeuuMHcKnin  nop
LEHHOCTHbIMW OpPUEHTAUUAMU MOHU-
MaeT «Bep6ann3oBaHHbIE Y OCO3HAH-
Hble CYyObEeKTOM WAE0Nornyeckue,
NOAUTUYECKUE, MOpasbHble, 3CTeTU-
YeCcKue OCHOBAHMS OLEHWBAaHWUA 00b-
eKTOB, AuddepeHunaunum ux no
CyObEKTMBHOM  3HaYumocTu»  [4].
AKCNONIOTNYECKNE OpueHTauum 06-
pasyloT HanpaBNeHHOCTb YeroBeKa
Ha CUMCTeMy LEeHHOCTel u opmMupy-
I0TCA KakK 0CO6bIii KOTHUTUBHO-KOHa-
TUBHbI KOMMMEKC B CTPYKTYpe Me-
XaHWU3MOB perynauuu LesTenbHoCTH.

CyliecTtByeT MHoOroobpasue
NMoAXOLOB pa3/IMYHbIX MCCnegosate-
Nei K BONPOCY OTHOLLEHWSA MMYHOCTU
K CUCTeMe LEeHHOCTel, (YHKLMNOHU-
pyrwowmux B obuwectee. A. lNygeuek
pasgenser 3Ty LWKany Ha NATb OC-
HOBHbIX TUNOB [5]:

aKTUBHOE OTHOLUEHMWE - Bbl-
paXKeHue BbICOKOI CTeneHW WHTep-
Hanm3auny LeHHOCTHOW CUCTEMBI;

KOH(OPMHOe OTHOLIEHNE -
TO/IbKO BHeLlHee, npucnocobneHye-

CKOe BblpaXeHue cornacus 6e3 WH-
Tepuopmsauum Uanm UAeHTUUKaLum
C JaHHOW CUCTEMOW HOPM U LEHHO-
cTei;

UHANDGEepeHTHOCTL -  6e3-
pasnuune, 6e3y4yacTHOCTb, Maccus-
HOCTb, OTCYTCTBME UHTepeca K AaH-
HOW LEHHOCTHOW CUCTEME;

Hecorfacme ¢ LEHHOCTHON
CUCTEMO, eé KpUTWKa, CTpemneHue
K €€ U3MEeHeHUIo, eé oCyXaeHune nau
oTpuLaTeNbHas OLEHKa;

aKTUBHOE NpPOTUBOLENCTBUE
LLEHHOCTHON CcUCTeMe OCHOBbIBal-
Wencs Ha BHYTPEHHEA W BHELIHEN
OopueHTauuN.

B ceoem uccnegoBaHun J1.X.
MaramajgoBa Bblfenser npodgeccuo-
Ha/IbHO-LLEHHOCTHbIE  OpPWEeHTaLuu,
KOTOpble paccMaTpuBalOTCA el Kak
cuctemMa YCTaHOBOK W OTHOLUEHWIA
NNYHOCTU K 0COBEHHOCTAM npodec-
CUW, OTPaXKAKLWMUM COAepXaTeNbHYI0
CTOPOHY, OCHOBY M CYLLHOCTb MNpO-
theccnoHanbHOM [OeATeNbHOCTH, KO-
TOpble ONpeaensioT eé Luenn n cpea-
CTBA W PErynupyroT NoBefeHne nny-
HOCTM B nNpodeccuoHanbHOl fesi-
TenbHOCTM [11]].

CoBpemeHHasa cuTyauuma pas-
BUTMS BY30BCKOr0 Mefaroruyeckoro
00pa3oBaHUA xapakTepusyeTca Kap-
OVHANbHLIM MPOTUBOPEYMEM MEXIY
chopmmpoBaswmMMca B 0o6LLecTBe
3anpocom Ha cBo60JHYIO, coumnanbHO
OTBETCTBEHHYI0, AEeMOKPaTUYECKYHO,
3 (PeKTUBHYIO NMYHOCTbL Megarora u
HEecoOTBETCTBMEM YacTu nNeaaroros
HeobXo4MMOMY  YPOBHIO npodec-
CUOHa/bHOI AeATENbHOCTMN.

Wccneposatenn bB.C. Tep-
WwyHckuid, P.Cokonoea, A.A.Bep-
6uuknii, B.B. Tymanes 0TMeuatoT,
4YTO KPU3NC TPaLWULMOHHON CUCTeMbl
06pa3oBaHNA ecTb OTpaXeHue rno-
6anbHOro Kpusmca LUMBUNM3ALUU U
cucTembl 06pasoBaHMa  Kak couu-



anbHOro wmHcTuTyTa. Kpumsuc Bbipa-
XaeTcd B paspbiBe Mexpay obpa-
30BaHWEM W KynbTypol, o6pas3oBa-
HMEM W HayKoi, 06pa3oBaHWEM MU
obuwiectsomMm. [legarorn cTankuBa-
I0TCA C TAKUMW HOBbIMU CIOXHbBIMU
npo6nemamu, Kak: 1) obydyeHue He
TO/IbKO 3HaHMAM, HO K obLieyenose-
YEeCKMM LEHHOCTAM W Hopmam; 2)
Heo6xoAuMOCTb ajanTayum  MoJo-
0EXN K peanusam nNpoTUBOPEYUBOIA
LefCTBUTENbHOCTU U KYNbTUBUPOBa-
HMEe 3TUYECKUX HOPM KaK rnaBeHCT-
BYHOLULIMX B NOOGONA chepe yenoseye-
CKOW [eATeNbHOCTH.

Meparornyeckas akcmonorus
ABNAETCH OTHOCUTENbHO CamMoCTOS-
TeNbHbIM pasgenom gunocopum 06-
pa3oBaHWsA, KOTOpbI/i BblAenuaca B
90-e rogbl XX Beka. B.N. NvHeuunH-
CKWIA onpegenseT nefarormyeckyro
aKCMOMOrn «Kak TOT pasfen nega-
rornyeckoro 3HaHus, rge BOCMMTa-
Hue, obpasoBaHue, obyuyeHune, nepa-
rormyeckas [eATeNbHOCTb paccmat-
pvBalOTCA KakK LEHHOCTU 4enoBede-
CKOW XUn3Hu» [4].

B HacTofuwee BpemMa Ha ne-
penome 3nox, OOLLECTBEHHbIX OTHO-
WEHWUIA, KynbTyp 0C060 APKO MpOsiB-
NfeTcs nepeoueHka LEHHOCTeR BO-
obuie M UeHHOCTein o6pa3oBaHMA B
YacTHOCTW. 3a nmocnegHue fecatune-
TMA  negarormyeckas  napagurva
CMEeHMMacb C WHAMBMAYaNUCTUYe-
CKO Ha rymMaHWCTU4YecKyl, C Tpa-
OVULWOHHOWM - Ha MHHOBAUWOHHY0. B
nefaroruke MOABWAMCL Cheunanb-
Hble WCCNefoBaHUs, MO03BOAAIOLLIME
OYepTUTb Mefarormyeckyro akcuosno-
FMI0 KaK CUCTEMY HOBbIX LlEHHOCTEN
obpaszoBaHus.

B npegctaBneHHoin Tabnuue
NPUBOANTCA CpaBHEHWe LeHHOCTEN
negarora TPagUMLWOHHOW LWKOMbI W
nefarora WHHOBALMOHHOIO ABUMXeE-
Hus (Tabnuuya 1).

B ocHOBe rymaHWCTUYECKOI
napagurmbl  obpasoBaHus  nexar
LEHHOCTM Mejarora MWHHOBALMWOH-
HOT0 ABWXEHMS.

MpoueccyanbHbIl acnekT
npobaemMbl pasBUTMA aKCMOMOTrMYe-
CKWX OpueHTauuik CTyfeHTOB [O0N-
XEH pacKpbiTb XapakTep [aHHOro
npouecca, ero craguu, asbl, mexa-
HU3MBbl.

MoCKONbKY B OCHOBE LEHHO-
CTHbIX OpUeHTauuii nexart LEeHHOCT-
Hble OTHOLUEHWs, TO MpoLecc pasBu-
TUS aKCMONOTMYEeCKUX OpUeHTaLuni
LOMMKEH HAYMHATLCS C BbIPabOTKM Y
CTYAEHTOB OTHOLUEHMWS K LLeHHOCTAM
o6bpasoBaHua. OpfHako, fAnsa TOro
yTo6bl BbIpaboTaTb y CTYAEHTOB
LLEHHOCTHbIE OTHOLUEHUA K HUM, He-
06x0auMo, npexzae BCero, npusHe-
CTW 3TU LEHHOCTU B COfepXKaHue
Kypca nefaroruku.

Mo mHeHnwo A.H. JleoHTb-
€Ba, LEHHOCTW, CNOXMWBLUMECS B
KynbType, fBAAOTCA TONbKO TOrAa
LeCTBEHHbIMU ANSA Yes0BeKa, Korga
06peTyT AN Hero  «/IMUYHOCTHbIA
CMbICn». TONbKO Mpeobpa3oBaB LeH-
HOCTM Ha JIMYHOCTHOM YPOBHe, Ye-
noBek cnocobeH NpoekTMpoBatb 6y-
Ayuee [10].

OCHOBOW [anbHellero wuc-
CnefoBaHUA SBAAKOTCA paspaboTku
A.B. KupbsikoBoii, cornacHo KoTo-
pbiM Mpouecc OpueHTauuu umeet
cnepywowme craguu [8]:

Mo3HaHWe Mupa - LeHHOCTeNR
obulecTsa;

Oco3HaHue cebs B 3TOM MU-
pe (caMOCO3HaHMWe), ocyLecTBase-
MOE Ha OCHOBE OCBOEHHbIX /1Y-
HOCTbIO LIEHHOCTEM;

MocTpoeHue CBOE XMW3HEH-
HOIi NMepcrneKTMBLI B OCBOEHHON Cuc-
Teme. OpueHTaumsa Bcerga nogpasy-
meBaeT 6ygyuiee. OpueHTauma He-
obxoAnma ANA YCTAHOBKM Lenn W



MOCTPOEHUA NIMHUN ee [LOCTUXEHUS.
OpueHTauma Bcerga ycTpemseHa
Bnepea. Mo3ToMy npoLecc opueHTa-
uuu peanusyeTca B Bbibope, a Kpute-
prveMm TOro, 4TO MPOLECC COCTOANCH,
ABNAETCH  OnpefeneHne nepcrek-
TUBbI, NOCTAHOBKA Uennm U Bbl6oOp
nyTei n cpeacTB eé LOCTUXKEHNS.

Mpouecc opueHTaumm npeg-
nonaraet Hanumyue Tpex B3aMMOCBSA-
3aHHbIX (ha3, obecneymBarLWmUx pas-
BUTME.

dasza nNpUCBOEHUA NINYHO-
CTbIO LLEHHOCTEN NpoayumpyeT LeH-
HOCTHble OTHOLLEHMUS, OpUeHTaLumn U
X unepapxmyeckyt cuctemy. [1po-
LYKTOM 37Ol a3kl sBnseTcs o6pas
Mupa.

dasa npeobpasoBaHus, 6a-
3UpyAacb Ha MPUCBOEHHbBIX JUYHO-
CTbIO LEHHOCTAX, obecneymBaeT wus3-
MeHeHMe o06pasa «H»,KOTopblil pas-
BMBAaeTCA BO B3aMMOJeWcTBUN «HA -
peanbHbIN» - «f - WgeanbHbIA» -
«KW3HEHHbIN npaean».dasa npeobpa-
30BaHMA  ABNAETCA  LEHTPa/ibHbIM
KOMMOHEHTOM oOpueHTaumm.Ha paH-
HOI (base opueHTauuu opmmpyeTca
obpas «H».

®asza nporHosa (NPoeKTMpo-
BaHWA) - 3aBepwatowasd. OHa obec-
neuynBaeT (HOPMMPOBAHMNE >KWN3HEH-
HOM NepcnekTUBbl NIMYHOCTU  Kak
KpUTepuii opueHTauumn; pesynbTatom
3[ech siBNgeTca 0bpas byayuiero.

Mog o6pasom Mupa NoHMMa-
eTCA MWUp Nefaroruyeckux wugei,
B3aMMOCBA3b aKCMONOTMWN N UHHOBA-
TUKW, HOBble LLEHHOCTN 06pa3oBaHus,
HOBas Mmejarornyeckas napagurma.

Mopg o6pasom «$A» paccmar-
pusaeTtca o6pas ,A” negarora wu
npouecc camoakTyanmsauum.

daza npoekTMpoBaHUA, npeg-
CTaBnseTCs, LO/MKHA peann3oBaTbcs B
obpa3se WKOMbI ByayLLero.

Mwup negarornyeckux niei s
nccnefoBaHMM Mpouecca OpueHTa-
UMM CTYLEeHTOB npefcTaBfieH neja-
rorMyeckKUM Te3aypycoM, KOTOpbIii
packpbiBaeT neparornyeckuii o6pas
MbILLNEHNS.

CornacHo KOrHWTWUBHOI Ncu-
xonorun (Miller G.A., Galanter E.,
Neisser U., Wright J.) B gudde-
peHumaummn obpasa mupa v ero nog-
CTPYKTYP, LEHTPanbHOe MECTO 3aHu-
MaeT pasBMTME A3blKa WU CTENEeHb OB-
nageHns um; a obpas geilcTBUTENb-
HOCTW KOMMYHMWLMPYETCS MOCpeacT-
BOM MOHATUIA. CnegoBaTenbHO, ypo-
BEHb U Ka4yecTBEHHble 0COHGEHHOCTM
MOHATUAHOIO MbILWAEHNS SINYHOCTM
oTpaXkatoT afeKBaTHOCTb W Audde-
PEHLMPOBAHHOCTb €e BHYTPEHHEro
npeAcTaB/ieHUs 0 MUpe.

Mcxona u3 faHHON KOHuen-
UMK, nonaraem, 4To O3HaKOMJIEHME
CTYAEHTOB C OCHOBHbIMW Mefaroru-
YeCKMUMU MOHATUAMMU 6yaeT cnocob-
CTBOBaTb [Ja/bHeilleMy pacliunpe-
HWIO, LOMONHEHUD U AnddepeHyna-
uMm TOro obpasa mupa megarormye-
CKUX WAeW, KOTOPbIA cnoxunca y
HUX B Kypce «(Qunocopuu n nctopumn
06pa3oBaHUs».

Ha BTOpoii (ase opueHTa-
UMM, Kak 6bin0 OTMEYEHO BblLLE,
thopmupyetca obpas HA-neparora.
Mpn 3TOM NpUHUWMNWaNbHOE 3Have-
HWE MMeeT TyMaHUCTUYeCKUin nog-
X0[4 K MOHUMaHWUI0 MecTa IMYHOCTU B
o6LLecTBe 1 COBOKYMHOCTN €€ UHAM-
BUAYaNbHbIX NPOSBAEHWUNA, B YaCTHO-
CTH.

OCHOBHblE MONOXEHUA TYy-
MaHWCTMYEeCKOro noaxoga K INMYHO-
CTW oOnpefdefieHbl B BblAeNAOLWEM
nccnegosanun E.B. AHppueHko [2],
cnefyroLwme 0CHOBHbIE MOMEHTbI:

YHUKanbHOCTb U LenocT-
HOCTb JIMYHOCTHU:



NNYHOCTb KaK OTKpbITas cuc-
Tema;

NNYHOCTb Kak aKTUBHas cuc-
Tema:

MOHMMaHWEe JUYHOCTM B ee
aKTyasbHOM OnbiTe.

B HacToAwee Bpema nony-
YeHbl Hay4Hble AaHHble 0 TOM, 4TO
YyenoBekK (QYHKLMOHUPYET KakK OT-
KpblTas cucTema, B3aMMOLENCTBYIO-
Was ¢ MUPOM M UM [LeTepMUHMUPO-
BaHHadA. LleHTpoM 3TOW OTKpPbITON
CUCTEMbI ABNAKOTCA CBOWCTBA /INYHO-
cTn. O4HaKO 415 MOHUMAHUA INYHO-
CTW KaK HEenoBTOPMMON LeNIOCTHON
VNHAWBULYANbHOCTM Heo6xo04nMOo
NpeacTaBUTb 4YefloBEKA HE TOJIbKO
KaK OTKPbITYIO CUCTEMY, HO M Kak
cucTtemy 3akpbitTyto [3]. B cooTBeT-
CTBME C [aHHbIM NpPOTUBOPEUYUNEM
CO3HaHWe NINYHOCTU ABNAETCA OfHO-
BPEMEHHO W CYOBEKTUBHbLIM OTpaXe-
HMeM OOBLEKTMBHOW peanbHOCTW, U
BHYTPEHHUM ee Mupom [1].

BaxHol  xapakTeponoruye-
CKO 0CO6EHHOCTbLIO IMYHOCTK ABNA-
eTcs ee akTMBHOCTbL [11, 14]. Mo on-
pegenennto C.J1. PybuHwTeliHa [14],
NIMYHOCTL MNpejcTaBiseT «COBOKYIM-
HOCTb BHYTPEHHWUX YCNOBWIA, 4epes
KOTOpble NPefioMAAITCA BHELIHWE
BO34eNcTBUS». B HacTosilee Bpems
MMEHHO Ha OCHOBe [aHHOro onpefe-
NEHNA NUYHOCTN 0OPMMCHA 0CO6BbIN
NoAX04 K CTaHOB/EHWIO BY30BCKOWA
nefarorukyn TBOPYECTBA, KOTOPbIL
OPMEHTUPYET Ha INYHOCTb: OHa pac-
CMaTpuBaeTCA B KauecTBe «CyBEpeH-
HOro MCTOYHMKA TBOpYecTBa». Bcsa-
KOe BHellHee BO3[eliCTBME Ha NnY-
HOCTb OMOCpefyeTcs ee COCTOSAHUEM,
T.e. JINYHOCTb aKTUBHO B3auMOAeli-
CTBYeT C O06beKTMBHON [eliCTBU-
TeNbHOCTbIO.

AKTUBHbIA XapakTep fINYHO-
CTW 3aK/loyaeTcsa B TOM, YTO OTHO-
LWEHNS MNYHOCTU peanunsyloTcs B ee

fLesTeNbHOCTU. 3Ty TOUKY 3peHus
pasgenset A.H. JleoHTbeB [11], ko-
TOPbIA CUMTaeT, YTO INYHOCTbL (hop-
MUPYeTCA B >KWU3HEHHbIX YCMOBUAX
MHAVWBMNAA B XOf€e ero fesTeNlbHOCTH.

TpeTba ha3a opueHTauuu -
obpas 6yaywero - 'y nejarora
BK/OYaeT [Ba MOMEHTa ero pjes-
TeNbHOCTN:

NpoeKTMpoBaHWe COBCTBEH-
HOro TBOPYECKOro NnpoLecca;

npeasuaeHne yCcnexos Yyue-
HMKa.

B03MOXHOCTN MO3HaHWA Oy-
Aywero, no MmHeHuto J1.A. Peryuw
[13], 3akno4eHbl B aKTWMBHOWM, mpe-
obpasytoLleli CyLWHOCTU 4enoBeye-
CKOr0 CO3HaHWA. JTO CBOMCTBO CO3-
HaHWs TecHelum o6pa3omM CBA3AHO
C NO3HaHMeM 6yaylliero, a CBA3YlO-
MM 3BEHOM BbICTYNaeT Lefenona-
raHue. MporHosmMpoBaHme K1 Leneno-
naraHue MMelT O0OLLYH0 OCHOBY -
TPYAOBYIO [eATeNbHOCTb 4YenoBeka.
VimeHHO 6narofaps akTMBHOMY, Lie-
NneHanpaefieHHOMY npeo6pa3oBaHuio
3HaHWIi 0 NpOLWOM BO3MOXHO noO-
NY4nTb HOBOE 3HaHWe - 3HaHue Oy-
aywero. OCO6eHHO 3Ha4YMMON OKa-
3blBaeTCcAa npeobpasyrowas cuna ye-
NOBEYECKOr0 CO3HaHMSA B MOJENUpO-
BaHUM o6pa3oB  byayuiero, no-
CKONIbKY OyAylliee KOHCTpyupyeTcs,
NpoOeKTUpyeTCa, CO34aeTcCHd CaMuM
cybbekToxM Ha ocHoBe npeobpasoBa-
Husa [13].

Mog neparornyeckum TBOP-
yecTtBoM, BCnef 3a A.K. MapkoBoii
[12], noHuMmaeTca «npouecc, Hayu-
HaloWwMmMiics C YCBOEHUS TOro, 4TO
yXe O6bl10 HakonneHo (aganTtauus,
penpoaykKumns, BOCNPOM3BEAEHME 3Ha-
HWUI W OMbITa), M 3aKaH4YMBAlOLLMIACS
n3MeHeHneM 1 npeobpasoBaHUIO Cy-
WeCcTBYIOLWeEro onbita. 370 NyTb OT
nNpucnocobsieHns K nejarornyeckom
cuTyaumm [0 ee npeobpasoBaHus,



YTO COCTaBNAET CYTb W [LUHAMUKY
TBOpYecTBa negarora.

MpepcTaBniseTcsa, 4TO UCXOAA
M3 OaHHbIX nuccnegosaHua J1.A. Pe-
ryw [13], npoekTupoBaHue TBOpYe-
CKOro npouecca negarora BKAwYvaet
B Cebs cnepylolne cocTaBnstoLimne:
LesienonaraHue, npogeccmnoHasnbHble
3HaHWA, nefarornyeckoe TBOpYe-
CTBO, YMEHMe pewaTb NPOrHocTUYe-
CKue 3afayu.

BaXHOCTb MPOTrHOCTMYECKMUX
3afa4 OTMeyalT B CBOMX paboTax
FO.H. KynoTkuH un I.C.Cyxobckas,
Mo MHEHWIO KOTOPbIX peleHne 061-
3aTeflbHO npegnonaraet CcaMoCTOSA-
TeNbHOE KOHCTPYMPOBAHME HEKOTO-
pbiX «npoekToB 6ygyuiero» [9]. Ha
Halwl B3rnsj, Xopowo o0603HayeHHas
nepcrnekTBa MOXET CAYXWUTb Kpu-

LleHHocTw
KB/TN(DMLMPOBAHHOTO Mejarora
TPaANLYVIOHHON LLKOSbI.

Bcerga 3HaeT, Kak pebeHOK A0/mkeH
cebs BecTn. Cuctema Tpeb6oBaHUA - rnas-
HOe B TBOEi1 paboTe.

YMeno ynpasnsTb KOMEKTVBOM - 3TO
TBOE OpyXue. Bcerga 3Hail npaBusibHbIi
OTBET Ha CBOVi BONpPOC.

Tbl - XpaHuTeNb 3HaHWUI, XpaHuTeNb
npaBWfbHLIX OTBETOB. He nossonsin yde-
HUKY YCOMHUTLCS B TBOEI MpasoTe.

Yyeba - rnaBHOE B XW3HU pebeHKa,
ero pabota, ero Jomr. XopoLmid YHeHuK -
XOPOLWNA pebeHOK, MNOXOA YYEHWK -
M0XO0i pebeHoK.

Ha ypoke Bce AOMKHbI ObITb BHUMa-
TeNbHbl, BCE [AO/MKHbI ChywwaTb Tebsa wu
TONbkO Tebs. Kro oTBrekaeTcs —Hapy-
LUMTeNb, HakaXw ero. 3a HempaBW/bHbIN
OTBET - HakKaxu. 3a MOACKa3Ky - Hakaxw,
3a 0Mo3fjaHue - Hakaxu. 3a Kkpuk, 6er,
HapyLLeHne (hopMbl - HaKaXW.

He ocTaBnsin He PacKpbITbIM HW OAHO
HapyLueHue. Haiian BUHOBHOTO, a ecin He
Y[AeTCa - Hakakm Bcex. Pogutenu - TBou
COHO3HUKW. [lobelics OT HMX KOHTPO/A 3a

TepueM 3peKTUBHOCTU npouecca
OpueHTaLuu.
OcobbiM  MOMEHTOM  fes-

TeNbHOCTU MNefarora, BKAOYEHHbIM B
o6pa3 6ypayliero, No MHeHUK paga
agTopoB [9, 11, 13], Bblgensertcs
«MpefiBUeHNe YCMNexXoB CTYAEHTa».
da3a obpasza 6yayuiero B eAUHCTBe
[BYX YKa3aHHbIX MapamMeTpoB npej-
CTaBnseTcs Hambonee BaXKHOW B ne-
[arornyeckoli 4eaTenbHoCTy.

Takum o6pa3om, paccMmoTpe-
HMEe CYLLHOCTW, CTPYKTYpbl U coaep-
XaTeflbHbIX XapaKTepUCTUK aKcuo-
NOTMYEeCKNX OpUEHTALMA NO3BONWNO
onpegennTb hasbl npouecca passu-
TUS aKCUONOTMYECKUX OpueHTaLuii
CTYAEHTOB Mefarorm4yeckux BY30B WU
paspabotaTb ero TeopeTU4YeckKyto
Mozenb.

LleHHoc TV negarora
WHHOBALWIOHHOTO IBU>KEHMA

HeT 0TBETOB MNpaBW/IbHbIX W HEMpPaBW/ib-
HbIX.

He nposepsii pebeHka, a BMeCTe C HUM
m.

[JloBepsii pebeHKy 6osblue, YeM cebe, Ha-
YabCTBY, HANMMCaHHbLIM MpaBuaM.

OTKaXXucb OT MOAO03peHuiA - ecnu pebe-
HOK Hapyluun npaswia, y Hero 6bina npu-
YMHa 3TO Chenatb.

MpaBo pebeHka Ha OWMOKY CBA3aHO C
pUCKOM.

CaMoCTOATENbHOCTL CBS3aHA C PUCKOM.
[JloBeprie N UCKPEHHOCTb CBA3aHbl C PUCKOM.

CBoboga pebeHka cBA3aHa C PUCKOM,
Npu3HaTb CyBepeHUTeT pebeHKa PUCKOBaH-
Hee, YeM KOHTPO/IMPOBaTb KaXzbll ero Luar.

He Bparu poguTenu pebeHky, He 3acTas-
NAA UX JOHOCUTB.

CneLum npu3HaTb HE3HAHWE CBOE.

OTKaXXucb OT oOnpegeneHuii - npocToe
CBefleH/e He 3aMeHWT 3HaHus. He Tpebyii
3ay4MBaHUs NpaBWa: 3HaHWE He B HUX, a B
CMOCOBGHOCTU OTKPbITb MX U BOCMO/1b30BATHCA
VMU,



pebeHKOM 1 WMH(opMaLMM 0 ero nosege- He cpaBHWBali O4HOFO C APYrWM, BCE XO-
HUM gomMa. [yCTb OH 3HAET, YTO Thl U PO- powM Mo-pasHOMY. CpaBHWM €ro CerogHsLu-

JWTENN - OfjHa Cuna. HEro ¢ HAM BYEpaLLHUM.
XOpOLO yunTbCst - 3TO 3HAUUT XO- He cnepyii cTporo nnaHy - OH npuHag-

POLIO BLIMOMHATL TBOM 33faHus. Tbl -  NEXWUT TOMBKO Tebe.

06paseL, TBOE peLleHue 3aaum - 06pasell, lopa3go BakHee TO, KakK Mbl OTKPbUIN,

TBOA rPamMOTHOCTb, TBOW HaBbIKM - 006pa-  yeM TO, YTO Mbl OTKPbIIU. 3HAHWS MPUXOASAT,
3el. Ecnm Tbl noTepsiellb MMAEPCTBO - Thl  KOrAa A MOHUMALD, KaK st MOHSI.
60/bLLIEe He YUUTESb. He CTOpOX Tbl YyYeHWKam, He cnefosa-

10.

11.

12,

13.

14.

Tenb, He cydbsl. He faHo Tebe npaBo CyauTh,
MpaB OH WM HET B OTBETAX CBOMX W MOCTYr-
Kax. He owmnbaeTcsa OH, a ULLET CBOW NyTb.

Tabnuua 1- Pa3BuTume ueHHocTeli o6pasoBaHus [ 3 ]
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