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IIpenucnaoBue

Illecrass MesxayHapooHass HAYYHO-IPAKTHUYECKAs KOH-
(hepenmnusa nmpoexra «MCKyccTBO 3ByKa M CBeTa» IIOCBAIIEHA
MCCJIEJOBAHUIO CBETA, 3BYKA M BOJbI KAK XYI0KECTBEHHBIX
¢deHOMEHOB, a TaK:Ke (hJopMaM 1 MeXaHU3MaM UX B3auIMOIeli-
CTBUSA, TpaHcHOpMAIMK ¥ CUHTE3a B PA3JIMYHBIX BHUAAX KC-
KyccrBa. KoH(epeHus mpoBoguTCcsa Mpu yuyactuu HayuHo-
IIPOCBETUTEILCKOIO IeHTPa <«ApT-mHTerpamusa» KWMeHHt
M. C. anuBaguoro, ®oHa MOAAEPKKN ayMOBU3YaIbHOTO 1
TeXHOJIOTHYecKoro uckyccrsa «IIpomereii» umenu B. M. I'a-
JgeeBa u lleHTpa pasBUTHUSA CBETO3BYKOBOI'O HCKYCCTBA HMe-
Hu C. M. SopuHa «30puH-ApT» — OPraHm3aIlnii, CO3JaHHBIX
B IIAMSTh O TEOPETHKAX M IPAKTHUKAX CBETOMY3BIKAJIbHOTO
nckKkyccrea. Koudepennusa mpuypoueHa K MekIyHApPOILHO-
My AHIO cBera, yupesxkgennomy JOHECKO u ormeuaemomy 16
Masic 2017 r. — B roJOBIIIUHY IIEPBOTO YCIIEIITHOTO IIPUMeHe-
Huda gasepa B 1960 roxy!.

TemaTka KOH(pEPEHIINN HOCUT MEeXKIUCIUILINHAPHBIA
XapakTep U IPeAIoJaraeT IIPe3eHTAIlNI0 9KCIePUMEHTaIb-
HBIX HCCJIeZOBaTeJbCKUX HOAxX0omoB. OcmbIiciieHre (heHoMe-
HOB CBeTa, 3BYKA M BOIbI KAK XYI0KECTBEHHBIX MEIUyMOB,
X COIIOCTABJIEHNE U BHISBJIEHNE HOBBIX CMBICJIOB IIPU UX II€-
peceueHn  IMOPOMKIAIOT IIMMPOKUI CIEKTP HAYUHBIX HAIIPAB-
JIEHNII ¥ TBOPUYECKMX MHUIMATUB. B OCHOBHOI mIporpamme
KOH(pepeHIIUN IIPUHUMAIT ydacTue (puaocodbl, UCKYCCTBO-
BeIbl, MY3LIKOBEJbI, STHOMY3LIKOBEIbI, T€ATPOBENbI, KIHO-
BeIbl, KYJIbTYPOJOIW, MCTOPUKM, a TaKiKe IPeICTaBUTEJN
€CTEeCTBEHHBIX HAYK — MAaTeMaTHKMW U (pusuku. B mpakrtu-
YEeCKOM YacTH IIPeJCTaBJIeHbI PAOOTEI KOMIIOBUTOPOB, ayIM0-
BU3YAJBHBIX XYIOMKHUKOB, (pororpados, 3D-Busyanmsaro-
POB, PEKMCCEPOB, KHHOOIEPATOPOB, 3BYKOPEIKUCCEPOB U
CBETOXYIOKHUKOB.

SHAUNTEJBHYI0 YaCTh NOKJIALUNKOB COCTABJIAIOT MOJIO-
Ible MCCJIeJOBATEJIN — CTYAEHThl 1 ACIIMPAHTHI IeTepOoypr-
CKMX M MOCKOBCKHUX BYy30B. ['eorpadus KOH(QepeHIuu Tpa-

! Mesxayuaponusiii meab csera. URL: https://www.unesco.org/
ru/days/light (zara obparrenus: 07.05.2026)
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IWITMOHHO OOIIMPHA: CPeAu YYACTHUKOB — WCCJIeIOBATEJN
u3 ExarepunOypra, Kasamm, MockBwl, Hu:xmero Tarmia,
Cankr-IleTrepOypra, Yodoi, a Takke u3 Axray (Pecmy6uu-
rka Kasaxcran), Nensr (lepmannusa), JIo6aaus! (Pecry6anka
CrnoBenus), MenxboypHa (ABcTpanus) u [llansToy (KHP).

Hauaio cepuu Kou(epennuii «McKyccTBO 3ByKa 1 cBeTa»
orHocuTca K 2017 r., Korma B mporpaMMy MHCTPYMEHTOBEI-
YecKOoro KoHrpecca «bBiaromaToBcKme UTeHUA» , IPOBOJMMO-
ro CEKTOPOM MHCTPYMEHTOBeAeHUA PocCuiCKOTO0 MHCTUTYTA
WCTOPUY NCKYCCTB, BIEePBHIE ObLiIa BKJIIOUEHA CAMOCTOATEb"
Has CeKI[Wsd, IIOCBAINEHHAs CBETO3BYKOBOMY WHCTPYMEH-
Tapuio. MaTepuaibl ceKIIMM BONLIM B m3gaHue «Bompocsl
uHcTpyMeHTOBemeuusa» [1]. Cpegu aBTOpPOB ObLIM IIpeacTa-
Butenu TBopueckoro obwegumueHusa «lIpomereii» (HbIHE —
donp «I'anees-Ilpomereii») kommosuTop P. Huzamyraunosa
(craTtba «OmBIT cO3MAaHUA CBETOBOM MapTUTYPHI K “TémHOMY
mramenu” A. H. Ckpabuna») u ocHoBaTe b OTITHUECKOTO Te-
aTpa, cBeroxyaokuuk C. M. Sopun («MHCcTpyMeHTapuii My-
3LIKAJbHON CBETOKUBOIINCH » ).

C 2018 r. koH(pepeHIUA TpHOOPea CAMOCTOATEIbHBIN
CTaTyC U CTaJia YaCThI0 HAYUHOTO IpoeKTa «ICKyCcCTBO 3ByKa
U CBeTa», MMPOIOJIKAIOIIEr0 TPAIUIINIO TPAKTUUECKUX U TEO-
peTUYeCcKUX HCCJIETOBAHUMN B 00JIaCTH CBETO3BYKA, aKTUBHO
pasBuBaBIInXCcA B 3y00BcKOM mHCTUTYyTe ¢ 1920-%X romoB [8].
CoopranusaTopaMu npoeKTa BeicTynuiau ONTUYEeCKUI TeaTp
C. 3opuna (ubre IleuTp «3opuH-ApT»?) m Poux «Iamees-
IIpomereii». C 3TOro BpeMeHu MaTepHuaIbl KOH(pepeHIIun Iy0-
JUKYIOTCA B BUJe OTAeIbHBIX U3maumii [2—7].

B HacTosI1IEM BRITYCKE IPEICTaBIEHBI AaHHOTAIINY 1 TE3U-
CBHI IOKJIAJIOB IlecToil KoH(pepeHnuu. Ecan paHHMe BBIITYCKHU
OBLIY ITOCBAIIEHBI OOITUM IpobeMaM NCKYCCTBA 3ByKa 1 CBe-
Ta, To HaunHad ¢ I1aToit KoHdepeHIIUY ITporpaMMa pacHinpsa-
eTcdA 3a CUeT BBeJAeHUSA AOIOJHUTENbHBIX TeMaTUUEeCKUX Ha-
npaBaeHuii. Koudepenmnusa 2025 r. «MysbIKa cieayer 3a cBe-
TOM...» Oblaa mpuypoueHa K 150-meruito M. K. Hwopaénuca.

2 CoocuoBarenu Ileurpa «30puH-ApPT» — CBETOXYILOMKHUIIA,

yuenuna Cepresa MwuxaimoBuua 3opumHa [Hapba I'onoBamoBa u
KyabTypoJsor Onsra Illegpuna.
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B 2026 r. akIeHT caesiaH Ha XyO0KECTBEHHBIX (peHOMeHaX,
CBA3aHHBIX CO CBETOM, 3BYKOM U BOJIOM.

B mapasienbHy0 OporpaMmMy KOH(EPEeHIWMU BKJIOUE-
HBI: AeMOHCTpaIua npuHnuina padorsl ruapasioca (O. Poc-
ToBCcKasg, A. Ilorapckuii) m MysbIKajgbHad mosMma «Mope
Yropi€Huca», MaTeprajJoM IJd KOTOPOH MHOCysKuja IoJje-
Bas 3ammch MOPCKOTO oprama B ropoze 3azmap (XopBarTus)
(E. Uctuneymnona); mosTuKO-3ByKoBad Kommosunusa «Carmen
Philosophicum» (E. HcTuieyaoBa); ceccusi o I[BETOOIIYIIE-
HusaM Ha ocHoBe Matyushin-machine (B. Copoxun, B. Illa-
pudynnura, I'. MuiabaH); BUpPTyaJbHaA PEKOHCTPYKIIUA
mpoexTa Marmueckoro tearpa C. 3opmHa, B KYIIOJie KOTO-
pOTO IJIaHWUPOBAJIOCH WCIIOJb30BAHUE TUAPOIMHAMUUECKOI
cucteMsbl (2026, A. IleTyxoB); TpexMepHasa PEKOHCTPYKIIUA
BeICTaBKU-TIpeacTaBaeHusa «50 et CoBeTCKOMY IHPKY»
(2026, A. Pas:xuBuHa); mpe3eHTanuA AesaTeabHOCTH Macrtep-
CKOUM OIITHMYECKOTo mMcKyccTBa mpu YHuBepcutere WUTMO,
CIeIaIn3nuPYIoNIeiicss Ha CO3AAHUU JKMBOIIMCHBIX KapTWUH
¢ moMoIIbio Jasepuoro usayuenusd (K. Hasomonkas); ayauo-
BudyanabHaa xommosunusa «INNER LIGHT» M. WMuabkoBoit
(Mary Inkova Ljos); uMmmpoBusanusa Aj IIeHa, (DOPTEIuaHo
u cTeKJIAHHBIX yant Ban Yikasn-TuHa «IIporyika Ha 3aKaTe».
CroenuanbHO IJIs IIPOTrpaMMBbI KOH(EPEHIIUU IIOATOTOBJIEHA
aynmoBusyajgbHasa Kommo3unusa A. 3ocuu «B hopmax BOIbI» .

B kauecTBe MpUMJIOKEHUA B M3MaHUE BKJIIOUEH IIEPEBO
¢parmenTa maToi riaaBbl KHuUrU llayna Xwuagemura «Mup
KoMmmoauTopa» [9], HOCBANIEeHHBIN TUAPOAUHAMUYECKOH MO-
menu My3bIKW. IlepeBoja BBITIOJITHEH UYJEHOM OPTKOMUTETA
KoH(pepeHuu «MckyccTBo 3ByKa u csera» 2021 r. Muxan-
aom CepreeBuuem 3anuBagHbiM (1946-2023).
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Yynunosa Upuna AHaTobEBHA,
Kandudam uckyccmeosedeus,
doxmop 6ozocanosus (PhD ),
cmapuwiuil Hay4Hslil compyoHuK
cexmopa uHCmpYyMeHmogedeHU s
Poccuiickozo uncmumyma
UcCmopuu uckyccmae
(Canxm-IIemepbype)

AKyCcTHKO-BU3yaJIbHBII 00pa3 OCTPOBHBIX MOHACTHIPE
Pycckoro Cesepa

Corustacao Bubsanu, B corBopeHun Borom Mmupa pasgesaioT-
cABOomau «TBepAb» (He60) (briT. 1:1,6-7.11c.89:10-1.1lc.93:
3-4; Ilc. 104: 2-9. Uos 38: 4-11) u Boga, cobupasick B MOp4,
ycrymnaer mecto cyiie (Boert. 1: 9). Ilucanue BocmeBaeT BeJu-
yue TBop1ta, yrBepausIero 3emato mocpenu oz (Ilc. 135: 6),
IIPOBEJIIIET0 «KPYTrOBYIO UePTY IO JUIY Oe3QHBI», YKPEIB-
IIIer0 «HMCTOUYHUKU 0e3IHBI», HABIIEr0 MOPIO «yCTaB, UTOOBI
BOIBI He IepecTymnaau npeaenaoB ero» (Ilpurtu. 8: 27-29), sa-
BszaBIero «Boxy B omesxay» (IIputu. 30: 4). Tonmuka BombI
samuMaeT 6oJibIoe mecTo B IlcamTupu u rumuorpaduu: obpa-
3bI dpesa, Hacaxc0ennozo npu ucxoduuwiax 600 (Ilc. 1:3), ose-
H#, yerpemuanineroca K ucmounuky (Ilc. 41:1), yberatore-
ro MOpPA U Bo3Bparmaloleroca BcuaTh Mopmana (Ilc. 113:3).
Besnkoe ocBslIlleHne BOABLI COBEPIIAETCS B UYMHE TAWHCTBA
Kpelrienus u B JeHb npasgauka Boroasienus.

IIpursaraTeJbHOCTS, BOA KAaK CAKPAJbHBIX TOIIOCOB IIPO-
ABMJIACH U B TOM, UTO OCTPOBa, ocobenHo Ha Pycckom Cese-
pe, HepeaKO CTAaHOBUJINCH OOUTEJBI0 MOHAIIECKON JKU3HMU.
Tax, ITaxomuii Cep6 muirer, 4To MeCTO OBLJIO BREIOPAHO IIpe-
noxobusiM Kupuimom BenosepcKuM O ¢BOEro MOHACTBIPS
(XIV B.) ocoboe: «8¢c100y, AKO CMEHOI0, OKPYNHCEHO 800aMU»
(ITpenomobusie Kupuiia, @epamont u Maprunuau Bemosep-
cxkme. CII6., 1993. C. 76). laske KpecTHbIe XOILI COBEPIIA-
JINCH 3[jeCh Ha KopabJie BKPYT MOHACTBIPS, CTOSIIEr0 Ha I0JIY-
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OCTPOBe, BRICTYIIAIOIIEM AAJIEKO K cepennHe o3epa. B Havase
XV B., mocTpu:KeHHUK MOHACTBIPA CaBBATHUII IIOIIIEJ OTCIONA
Ha JIOJKe II0 BOAHBIM IYTSAM ellle JaJjbllle Ha ceBep — uepes
octpoB Bamaam K CoOJIOBEIIKOMY OCTPOBY, PACIIOJIOKEHHOMY
mocpenu G6ypHOTo m omacHoro Besoro mops. ¥YamBuTeabHAA
aTMoc@depa OCTPOBHOTO IIPOCTPAHCTBA TOCPEIN BOAHOM IJIau
¥ CBA3aHHAJ ¢ Tomorpadueit 9Toro Mmecrta ocodass akycTruKa 3a-
meyaTJieHa B COJIOBEI[KOM MKOHOTpauu, BaXKHON TeMO’ KO-
TOPOH ABJISETCS 00pa3 IJaBaHUSI U MOPCKOM CTUXUU, a TaK-
JKe B JKUTUUHOM IIpeJaHWuM, TAe YIOMHUHAeTCA MHOYKECTBO
yymec: CABIIIAHNE IJIaca UK KOJOKOJILHOI'O 3BOHA 1 BAAEHNIE
HEeOOBIKHOBEHHBIX OTITUUECKUX SIBJICHUIM.

IIpu urymencTBe @Puiamnna Ha OCTPOBe OBLIM BBICTPOE-
HBI KaMeHHBIe cO00pbI ¥ creHusa Boropoaurist (1552-1557) u
IIpeobpaskenus 'ocnoaus (1558—-1566). 3aTrem Onlaa mocTas-
JeHa HaJBpaTHad IePKOBb U MOHACTBIPCKOE IITPOCTPAHCTBO
00peJsio TPU IOJHOIIEHHBIX BU3YaJbHBIX JOMUHAHTHI, IIOCBS-
I[eHHBIX OmpasguuKaM YciueHusd, IIpeobpamxenusa u Biarose-
mrenusd. KoJloKoJIbHBIE 3BOHBI, OTPasKaeMble BOTHOU TJIalbIo
MOps, IPOCTUPAIOIIErocsd mepej XpaMaMu, 1 BOJaMu, HATO0JI-
HANIMMA MHOXKECTBO 03€ep U IIXep BHYTPU OCTPOBA, CIYIKU-
JI COOMPAHMWIO BCET'0 OCTPOBHOT'O IPOCTPAHCTBA B €IUHOE Iie-
Jl0e — OHM CJIBIIIIHBI TOBCIOAY, KaK Ha CAMOM OCTPOBE, TaK U
Ha IPOTUBOIOJIOKHOM Oepery, Ha MaTepuke.

Irina Chudinova
(Saint Petersburg)

An Acoustic-Visual Image of the Island Monasteries
in the Russian North

According to the Bible, in God’s creation of the world,
the water and the “firmament” (heaven) were separated
(Gen. 1:1, 6-7; Psalm 90:10-1; Psalm 94:3-4; Psalm 105:2-9;
Job 38:4-11), and the water, gathering into seas, gave way
to dry land (Gen. 1:9). Scripture extols the greatness of the
Creator, who established the earth in the midst of the waters
(Psalm 136:6), who drew a “circular line upon the face of the
deep,” who strengthened “the fountains of the deep,” who
gave the sea “a decree, that the waters should not overstep
its bounds” (Proverbs 8:27-29), and who bound “the waters
in a garment” (Proverbs 30:4). The theme of water occupies
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a prominent place in the Psalter and hymnography: images
of a tree planted by the springs of water (Psalm 1:3), a deer
rushing to the spring (Psalm 42:1), the fleeing sea, and the
Jordan returning (Psalm 113:3). The Great Blessing of
Water is performed during the Sacrament of Baptism, on the
feast day of the Baptism of the Lord.

The allure of water as sacred toposes is also evident in
the fact that islands amidst expanses of water, especially
in the Russian North, often became monastic havens. Thus,
Pachomius the Serb writes that the site chosen by St. Cyril
of Belozersk for his monastery (14th century) was special:
“surrounded by waters everywhere, as if by a wall” (St.
Cyril, Ferapont, and Martinian of Belozersk. St. Petersburg,
1993. P. 76). Even religious processions were held here by
ship around the monastery, which stands on a peninsula
jutting far into the lake. In the early 15th century, Savvaty,
a novice of this monastery, traveled from here by boat along
the waterways even further north — via Valaam Island to
Solovetsky Island, located in the middle of the stormy and
dangerous White Sea. The remarkable atmosphere of the
island space amidst the water’s surface and the special
acoustics associated with the topography of this place are
captured in Solovetsky iconography, an important theme
of which is the image of navigation and the elements of
the sea, as well as in the hagiographic tradition, which
mentions numerous miracles associated with hearing a voice
or bell ringing from afar and seeing extraordinary optical
phenomena.

During the abbotship of Philip, the stone cathedrals
of the Dormition of the Virgin Mary (1552—-1557) and the
Transfiguration of the Lord (1558-1566) were built on the
island. A gate church was then erected, and the monastery
space acquired three fully fledged visual focal points,
dedicated to the feasts of the Dormition, Transfiguration,
and Annunciation. The ringing of bells from the high bell
tower, reflected by the surface of the sea stretching before
the churches and the waters filling the numerous lakes
and skerries within the island, served to unite the entire
island space into a single whole—their sounds can be heard
everywhere, both on the island itself and on the opposite
shore, on the mainland.
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BaansimieBckas

Tarsana PenocreBHA,
MY3bLK08ed, 0oKmop
uckyccmeosgedenus, doyenm,
Jaypeam npemuu umeHu
mumponoaruma Makapus
(Bynzarxosa) (Mockea)

Ot 3Be3abI 10 BOOBI.
Ceem, 36yk 11 600a Ha TPeBHEPYCCKUX HKOHAX

«OT 3Be3abl M0 BOABI» — TaK, 00pasHO, HAPOIHOE IIpe-
ITaHue 0003HAUAeT CBATKU — IePHOJ IIPABOCJIAaBHOIO Ka-
aeugapsa ot PomxnpecrBa Xpuctoa no Kperenus I'ocmomus.
B mapopmHoii TpaAuIiuy OH CBA3aH CO MHOXKECTBOM OObIUaesB,
moBepuii, rafaHui 1 Opeackasanuii. B PoxxaecTBeHCKUN CcO-
YeJIbHUK BeUepoOM HapoJ JKAET IIOABJEHUS IIePBOM 3Be3Mbl,
X03AHUKN HAKPHIBAIOT HA CTOJI, a IIOCJIe BeUuepu UAYT Ha CIIYIK-
0y. B KpeirieHcKuii coueJbHUK coBeplaeTcsa BelnKoe ocBsi-
I[eHe BOJbI, M KPeIeHCKas BOJA KaK BeJIUKasi CBATHIHA pas-
IaeTcs BCeM IPUXOMAINM JIIOIIM.

Ha umkonax, Hanmucanubix Auapeem PyOiseBbim, Poxnae-
ctBo XpucrtoBo u Kperernne us IIpasmuamuuroro psga MKOHO-
craca Biaroserenckoro cobopa Mockosckoro Kpemsa maua-
aa XV B. ApKO U BbIPA3UTEJIBbHO IIPEACTABIECHBI BCE TPU BaK-
HeHNIunX 9JIeMeHTa, 0 KOTOPBIX IMOUAET PeUb — C8em, 36YK U
soda.

Cser Ha mkoHe PokmecTBa XpHCTOBa SBJISETCA OCHO-
Bout nuKoHOorpadguu. OH IPOHUSLIBAET UKOHY C CAMOTO Bepxa,
oT He0eCHOro cerMeHTa 0 IIellephbl, B KOTOPOIl JeKUT MJIa-
nerer Mucyc. 9ToT HeOECHBIN CBET, UCXOAAIINNA oT Budie-
€MCKOI1 3Be3Jbl, ABJSETCS 00KECTBEHHBIM CBHUAETEILCTBOM
poxkaenus Xpucra bora Ha 3emie. CBeT, UCXOIAIINUN OT 3BE3-
IbI, VKa3yeT OyTh KO XPUCTY MaCTyXaM, BOJXBAM U BCEM JIIO-
IsM, a 3BYK Ha UKOHe IIepeaeTcs IeHrueM aHreJioB. Bomoii sxe
OMBIBaeT MJajeHIa Xpucra moputryxa CoaomMoHus.
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Ha uxone Kpemienus I'ociogHss 600:XeCTBEHHBIHA CBET CBS-
3aH co 3ByKoM r1aca Beesrnitiaero: «Ceil ecmwv Coin Moil 803-
N1007eHHbLily . CBeT MCXOAUT 13 HeOeCHOTro cerMeHTa, B JIyue
cBeTa m3obpakeH roayobr — cumBoga CBaroro yxa. B KoH-
nake Boroasnenua Xpucroc HasBau CBerom Mupa: «gsucs
ecu OHecw 8cesieHHell, u ceem Teoii, 'ocnodu, 3Hamenacsa HaA
nac». Kpemenue I'ocmogue mpoucxoauT B Bogax MoppaHa,
¥ BOJA B 9TOT Je€HbL 00peTaeT CBATOCTh: BOJAA — CHMBOJI K13~
HU Ha 3eMJIe — COeIUWHSAETCS 3/IeCh CO CBETOM 1 3BYKOM TJjiaca
Bcesrnimruero.

Tatyana Vladyshevskaya
(Moscow)

From Star to Water.
Light, Sound, and Water in Old Russian Icons

“From star to water” — this figurative folk designation
refers to Christmastide (svyatki), the period of the Orthodox
calendar from the Nativity of Christ to the Theophany
(Epiphany). In folk tradition, this period is associated with
numerous customs, beliefs, divinations, and prophecies. On
Christmas Eve, people await the appearance of the first star;
housewives set the table, and after the evening meal they go
to the church service. On Theophany Eve, the Great Blessing
of Water is performed, and the Epiphany water — as a great
holy object — is distributed to all who come.

On the icons painted by Andrei Rublev for the Nativity
of Christ and the Theophany from the Festive Tier of the
iconostasis of the Annunciation Cathedral of the Moscow
Kremlin (early 15th century), all three crucial elements that
will be discussed — light, sound, and water — are presented
vividly and expressively.

Light on the icon of the Nativity of Christ serves as the
foundation of its iconography. It permeates the icon from
the very top, from the heavenly segment down to the cave in
which the infant Jesus lies. This celestial light, emanating
from the Star of Bethlehem, stands as divine testimony to
the birth of Christ God on earth. The light emanating from
the star points the way to Christ for the shepherds, the Magi,
and all people, while sound on the icon is conveyed through
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the singing of angels. As for water, the midwife Salome
washes the infant Christ with it.

On the icon of the Theophany (Baptism of the Lord),
divine light is linked with the sound of the voice of the
Most High: “This is my beloved Son.” Light emanates from
the heavenly segment; within the ray of light a dove is
depicted — the symbol of the Holy Spirit. In the kontakion of
the Theophany, Christ is called the light of the world: “Today
You have appeared to the universe, and Your light, O Lord,
has shone upon us.” The Baptism of the Lord takes place in
the waters of the Jordan, and on this day water acquires
sanctity — water, a symbol of life on earth, is here united
with light and with the sound of the voice of the Most High.
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Epancku Hopr,

my3svikoged, PhD, npenodasames
Hnemumyma my3svikosedenus
Benckrozo yrusepcumema
(Institute of Musicology,
University of Vienna)

(Uena, 'epmanus; Bena, Agcmpus)

OrpaskeHus Ha Boje:
3BYK M cBeT B «II|Betax» Apnoasga Illéndepra,
op. 16, N 3 (1909)*

Apnsoubp IIIéHOepr 0003HAYMI TPETHIO YaCTh cBOUX Ilamu
oprkecmposguLx nvec op. 16 (1909) rar Farben («IIBera»). ITo
COUMHEHNEe CUUTAETCS OJHUM M3 HauboJiee MOKasaTeJIbHBIX
npumepoB kKoumemnnuu Klangfarbe: BMecTo TemMaTUuecKoro
pas3BUTHUA 3[ech IpeJAcTaBieHa HelpepbiBHAA TpaHchopMa-
U IIOYTH CTATUYECKOTO aKKOp/a, CTPYKTypa KOTOPOTO M3-
MeHsIeTCsA 3a CUYeT MUHUMAaJbHBIX MHTEPBAJIbHBIX CIBUTOB U
IIOCTOSTHHO BapbUpPyeMoil MHCTPYMeHTOBKU. OTAesbHbBIE I'0-
Joca aubo OCTalTCs HEeHMOABUKHBIMU, JUOO IBUIKYTCA Ma-
JBIMM IIaraMu, TOTJa KaK MX 3BYKOBas BBIPA3UTEJBLHOCTD
HeIIPepPBLIBHO IIepepacipeesiseTcsa 0arofgaps cMeHe HHCTPY-
MEHTaJbHBIX cOoUueTaHuii. B pesyibrare Mys3bIKaJIbHOE BOC-
MIPUATHE OIpelesisieTcsd He CTOJbKO MOTHBHBIM Pa3BUTHUEM,
CKOJIbKO MePIalIUM, HelIPEPhIBHO U3MEHAIOIIUMCS 3BYKO-
BBIM IIOJIEM.

Jra acTeTuUecKas YCTAHOBKA TECHO CBA3aHA C U3BECTHBIM
ckencucom IIIénOepra mo OTHOIIEHHWIO K IIPOrPaMMHOII MH-
Teprnperanuu. B THeBHUKOBOM 3allliCU, CHEeJIaHHON B OTBET
Ha mpoch0y m3maTess CHaOAUTh MbeCchl HABBAHUSIMU, OH OT-
MeuaJi, YTO My3bIKa CIOCO0OHA BLIPA3UTDH BCE, COXPAHAA IPHU
9TOM CBOM «TaMHBI», TOTAA KaK HAa3BaHUS CKJIOHHBI «BbIIa-

! CTeHIOBBIA SOKJIAL.
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BaThb» COAepsKaHme. ITO HAIPSKeHNe MeKIY CeMaHTUUeCKOH
OTKPBITOCTHIO 1 HAIIPABJAIOIIEN CHJION accOoIlMaIliiil xapak-
TepHO u Oaa Farben: XoTs HasBaHUe BLIBBIBAET OIIpelesieH-
HbI€ accOoIMaIll, OHO He 3aJJaeT OJHO3HAUHOTO CMbICIA.

My3sbIKaIbHBIA IPOIIECC MOYKET OBITH HMOHAT KaK TPaHC-
dopMaIusa BU3YyaJIbHBIX HMEePIENTUBHBIX (heHOMEHOB B 3BYK.
CoBpeMeHHBIE CBUAETEJLCTBA CBS3BIBAIOT BO3HHUKHOBEHNE
nbechbl ¢ HaOmoneuuamu IIIéa6epra Ha o3epe TpayHse, Ipex-
e BCETrO C MI'POI CBETa Ha CJIeTKa KOJIeOJIOIIelics IoBepX-
HOCTHU BOABLI. B 5TOM KOHTeKCTe BOJA BBLICTYIIAeT B KauecTBe
IIOCPeIHUKA: OHA OTpasKaeT W IIPEeJOMJISAET CBET, co3JaBas
TIOCTOSHHO M3MEHSIOINECA I[BETOBLIE HIOAHCHI 1 IIPOU3BOAA
BIIeUATJIEHWE HeIPEePLIBHOTO KoJiebaHUA. ITa ONTUYeCKasd
IVHAMHKAa HaXOIUT CBOE aKyCTUYECKOE COOTBETCTBUE B IIO-
CTOSAHHON MoAu(pHUKAIIUN TeMOpa, KoTopasa msberaer 4eTKO
OUePUEHHBIX COOBITUH 1 IMHEHHOTO PAa3BUTHA, OTAaBasd IPe-
IIOUYTeHNe HeIIPEePLIBHOMY IIPOIIECCY CTAHOBJIEHU .

CobGcTBennble ykazanus IIIéu6epra OTHOCUTEIBHO HUCIIOJ-
HeHUA MOAUEePKUBAIOT 3Ty KoHIennuio. OH mIpaAMO IpeocTe-
peraeT IuUpUIKeEpa OT BBIAEJEHUS OTAEJNbHBIX I'OJIOCOB II0 X
OpeAnoJaraeMoyu TeMaTUYeCKOl 3HaUYNMOCTH, IIOJUYePKUBAas,
YTO HEOOXOAMMOE BHIABUIKEHNE YiKe 3aJI0KeHO B MHCTPYMEH-
ToBKe. TakuM 00pa3omM, 3ByUaHME JOJIMKHO BOCIIPUHUMATHCS
He KaK CyMMa He3aBUCUMBLIX JUHUM, a KaK HEIIPepPbIBHO M3-
MEeHAMIINAsACI COBOKYMHAsS OKpPacKa. ITO CO3HATEJNbHOEe II0-
IaBJieHWEe JIMHEHHOM OTYETJMBOCTH B IIOJIb3Yy M3MEHUMNBON
3BYKOBOU IMOBEPXHOCTH MOXKHO pacCMaTPUBATh KaK aKyCTHU-
YeCKUU aHaJOT CBETOBBLIX OTPaKEHUI Ha BOJeE.

C aT0i1 TouKu 3penuda Farben MOXHO MHTEePIIPETUPOBATH
KaK MoJeJb B3auMOAeicTBUA 3ByKa, cBeTa 1 BOAbI. Kommosu-
U He ©300paskaeT oTAeIbHbIe IPUPOIHbIE ABJIECHUA, a IIepe-
BOIUT B MY3BIKAJIBHYIO ()OPMY CTPYKTYPHBIE IIPUHITUIILI Ca-
MOT'O BOCIIPUATHUA: HEIIPEPHIBHOCTHL BMECTO KOHTPACTA, IIepe-
X0/ BMECTO Pa3phIBa, TpaHchopMaIiua BMeCTO CTabuIbHOCTH.
B sTOM cMBIC/IE OHA COOTHOCUTCS ¢ O0Jiee IMUPOKUM DCTETHU-
YeCKUM KOHTEKCTOM, XapaKTEepPHBIM IJIs MMIIPECCHOHU3MA,
He OTChLIasdg, OJHAKO, K KOHKPETHBIM BU3YAJIbLHBIM 00pasiiam
WJIU IPSAMBIM BIusSHuAM. Ilepemaercs He obpas, a crmocod Boc-
MPUATHAA — U3MEeHUYMNBAsTI UT'PA CBeTA Ha BOJle — B MY3bIKAJIb-
HOII IIpoIieaype.
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B 0 »xe Bpems Kounenmnusa Klangfarbe y I11éu6epra npex-
moJjlaraeT paciiupeHue My3bIKAJbLHOIO MaTepuaja: 3BYK IIe-
pecTaeT MOHUMATBLCSA IIPerKie BCero KaK HOCUTEIb BHICOTHI U
TapMOHUYECKON (PYHKIIMU M CTAHOBUTCSA CAMOCTOATEIbHBIM
mapaMeTpoM, pa3BoOpauMBalONINMCs BO BpemeHu. B Farben
9TO M3MePeHUe BEIXOAUT Ha MePBBIN IJIaH U orpeaeiser ¢hop-
MooOpasoBaHue Bcell yactu. TakuM o0pasomM, Ipou3BeIeHue
MOJKHO paccMaTPUBATh KaK IIONBITKY MEePeBEeCTd B MY3bI-
KaJIbHBIE ITpollecchl nu(@EepeHIInannio IIBeTOBBIX HIOAHCOB,
Kotopad ¢ XIX B. urpaet IeHTPaAJIbHYIO POJb B }KUBOIIUCH.

Hoxaan moxasbiBaeT, uTo Farben IllémbGepra mpemcras-
Js1eT co00M MYS3BIKAJILHYIO PedIeKCHI0 CBETOBBLIX SBJIEHUN
Ha BOJe I TEM CaMbIM SABJIAETCA PAHHUM 1 OCOOEHHO ITOKasa-
TEJIbHBIM IIPUMEPOM XYyIOKECTBEeHHOTO CUHTE3a 3ByKa U BU-
3yaJbHOTO BOCIIPUATHUA. B 5TOH IepcreKTBe IIPOuU3BeIeHe
IpeACcTaeT He TOJBKO KaK KJIIUeBOe COUMHEeHUE MY3bIKaJb-
HOTO MOJIePHU3Ma, HO M KaK BKJIAJA B 0ojiee ITMPOKYIO dCTe-
TUYECKYIO0 MOJEJb, IIO-HOBOMY OIIPEIEIAIONTYI0 OTHOIIIEHU I
MeXK Ty Pa3INYHBIMU MOTAJIbHOCTAMU BOCIIPUATHUS.

Jorg Jewanski
(Jena, Germany;
Vienna, Austria )

Reflections on Water:
Sound and Light in Arnold Schoenberg’s Farben
op. 16, No. 3 (1909)!

Arnold Schoenberg titled the third movement of his Five
Orchestral Pieces, op. 16 (1909) Farben (“Colors”). The work
is widely regarded as a paradigmatic example of Klangfar-
be: instead of thematic development, it presents the con-
tinuous transformation of a nearly static chord, whose
structure changes through minimal intervallic shifts and
constantly varying instrumentation. The individual voices
either remain static or move in small steps, while their sonic
prominence is continuously redistributed through changing
instrumental combinations. As a result, the musical expe-

! Poster presentation.
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rience is defined less by motivic development than by a shim-
mering, continuously shifting sound field.

This aesthetic orientation is closely linked to Schoen-
berg’s well-known skepticism toward programmatic inter-
pretation. In a diary entry written in response to his pub-
lisher’s request for titles, he remarked that music is capable
of expressing everything while still preserving its “secrets,”
whereas titles tend to “betray” or “give things away.” This
tension between semantic openness and suggestive guidance
also characterizes Farben: although the title invites associa-
tions, it does not prescribe a fixed meaning.

The musical process may be understood as a transforma-
tion of visual perceptual phenomena into sound. Contempo-
rary accounts trace the origin of the piece to Schoenberg’s
observations at Lake Traunsee, in particular the play of light
on the gently moving surface of the water. In this context,
water functions as a mediating element: it reflects and re-
fracts light, producing continuously changing color nuances
and creating an impression of constant fluctuation. This op-
tical dynamic finds its acoustic counterpart in the ongoing
modulation of timbre, which avoids clearly delimited events
and linear progression in favor of a continuous process of be-
coming.

Schoenberg’s own performance instructions reinforce
this conception. He explicitly warns conductors against
bringing out individual lines for their supposed thematic
importance, emphasizing instead that any necessary prom-
inence is already determined by the instrumentation. The
sound is thus not to be articulated as a sum of independent
voices, but as a continuously evolving total color. This delib-
erate suppression of linear clarity in favor of a fluctuating
sonic surface may be understood as an acoustic analogue to
light reflections on water.

From this perspective, Farben can be interpreted as a
model of interaction between sound, light, and water. Rath-
er than depicting individual natural phenomena, the com-
position translates structural principles of perception itself
into musical form: continuity instead of contrast, transition
instead of segmentation, and transformation instead of sta-
bility. In this sense, it resonates with broader aesthetic con-
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cerns associated with Impressionism, yet without referring
to specific visual models or direct influences. What is trans-
ferred is not an image, but a mode of perception — the shift-
ing play of light on water — into a musical procedure.

At the same time, Schoenberg’s concept of Klangfarbe
implies an expansion of musical material: sound is no lon-
ger understood primarily as a carrier of pitch and harmonic
function, but as an autonomous dimension that can be shaped
over time. In Farben, this dimension comes to the fore and
determines the formal structure of the entire movement.
The composition may thus be read as an attempt to translate
the differentiation of color nuances — central to painting
since the nineteenth century — into musical processes.

The paper argues that Schoenberg’s Farben constitutes
a musical reflection of light phenomena on water and thus
represents an early and particularly striking example of the
artistic synthesis of sound and visual perception. From this
perspective, the work emerges not only as a key composition
of musical modernism, but also as a contribution to a broader
aesthetic framework that reconfigures the relationships be-
tween sensory modalities.
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Koaranosa Oabra
BuxTopoBHa,

My3viko8ed, kandudam
UcKyccmeogedeHu s, HAY4HbLiL
compydHnuk cekmopa
UHCmMpYymenmogedeHus
Poccuiickozo uncmumyma
ucmopuu uckyccms,
pyrosodumenv HayuHo-
npocgemumenbCK0z0 ueHmpa
«Apm-unmeezpayus» umMenHu
M. C. 3anusadnozo
(Canxm-IIemepoype)

ITooama «IIpomereii» Anexcauapa CkpaouHa
B CBETOI[BETOBOI apaH:kupoBKe I'puropus 'mgonm:
HMCTOPHUS MPOEKTA, MPUYPOUEHHOTO K OTKPBITUIO
Boax0BCKOI THAPO3TEKTPOCTAHIIUN

OrkpriTe B 1926 roxmy BoixoBCKOWI THUIPO3JIEKTPO-
CTAHIIUU CTAJIO OJHUM M3 KJIOUEBBIX COOBITHUII paHHEro aTa-
Ia COBETCKOM WHAycTpuaamsanuu. MacmiTaGHBIN ITPOIlecc
AJIEKTPUPUKAIIUY 3aKOHOMEPHO HAIlleJ] OTPakeHue B XYI0-
sKecTtBeHHO# chepe. KyabTypHbIMU MapkepaMu 1920-x romoB
CTajJu TaKue MOHATUS, KaK «3JeKTpoTeaTp» (HapsamLy co cBe-
TOTEaTPOM — OJHO 13 0003HaAUYeHU KMHOTeaTpa), «3JIeKTPO-
nosma» (M. I'epacumoB), «asnexTpopoman» (A. IlnaToHoB),
«anexTpoopranusm» (aomuuusm) (K. Penbko), a rTakxixe
SKCIEPUMEHTHI C 9JeKTPOMY3bIKAJIbHBIMU WHCTPYMEHTAMU
JI. Tepmena u ap.

«cryccTBY cBeTa U 1IBeTa, MOJYUeHHOMY IIYTeM 3JIEKTPH-
YeCKOIl PHEePTrUM» IIOCBATHUJ CBOIO JKU3Hb XYIOKHUK U M30-
operarenb 'puropuit Mocudosuu I'mpouu (1895-1937). Oxn-
HUM U3 ero KPYIHBIX IIPOEKTOB CTAJO0 MCIIOJHEHUE ITO9MBI
A. Ckpabuna «IIpomereii» co CBETOIIBETOBOI apaHIKHUPOB-
KOIi, KOTOpOe IJIaHUPOBAJIOCH IIPUYPOUUTH K 3aIIYCKY IIePBO-
ro Toxa Ha Boaxosckoit I'DC. B aT0i#i cBsi3u ObLIa MpoBeIeHA
3HAYUTEJbHAA IMOATOTOBUTEJbHAA padoTa: MOJyUYeH IaTeHT
Ha CBeTOI[BETOBOI ammapar; Ipu coaeiictsuu Paspsanma mucrto-
pUM U TEOPUU MY3BIKK ['0OCyZapCTBEHHOTO MHCTUTYTA KUCTO-
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pUU UCKYCCTB U3JaHa cBeToIBeTOBas mapTud K «[Ipomerero»;
YCTaHOBJIEHBI KOHTAKTHI C COTPYIHUKAMU BoIX0oBCTPOS; Ipu
YY4acTUU MHIKEHEePOB CIIeHbI 1 XYA0KHUKOB BosbIiioro rearpa
CcOoCTaBJIEHA CMeTa Ha U3TOTOBJIEHE MOIITHEHIITNX dJIeKTpUYe-
CKUX almapaToB.

Hecmorpsa Ha TO, YTO IPOEKT TaK U He OBLII peajn3oBaH,
camMa uaesa coeUHEeHUA CUMMOHMYECKON MY3BLIKU, CBeTa U
SJEKTPUYECKOM DHEPTUM B MOMEHT 3aITyCKa IIepBOM KPYITHOM
TUIPOAJIEKTPOCTAHIIUY CTPAHBI He mcuesia Oeccienno. Oma
COXpaHMJIACh B JOKYMEHTaX, MyOJUKAIIUAX, XYI0KEeCTBEH-
HBIX oOpasax, CTaB YacCThI0 KYJIBTYPHOUN ImaMATH 00 3I0Xe
paHHETO COBETCKOT'0 aBaHTapaa.

Olga Kolganova
(Saint Petersburg)

The Poem “Prometheus” by Alexander Scriabin
in a Light-Color Arrangement by Grigory Gidoni:
the History of the Project Dedicated
to the Opening of the Volkhov Hydroelectric Power Station

The opening of the Volkhov hydroelectric power plant in
1926 was one of the key events of the early stage of Soviet
industrialization. The large-scale process of electrification
is naturally reflected in the artistic sphere. Cultural markers
of the 1920s were such concepts as “electrotheatre” (along
with the light theater — one of the early designations of
the cinema), “electro-drama” (M. Gerasimov), “electroman”
(A. Platonov), “electroorganism” (luminism) (K. Redko),
as well as experiments with electro-musical instruments by
L. Theremin and others. The artist and inventor Grigory
Tosifovich Gidoni (1895-1937) devoted his life to the art of
light and color obtained by electric energy. One of his large-
scale projects was the performance of A. Scriabin’s poem
“Prometheus” with a light-color arrangement, which was
planned to coincide with the launch of the first current at
a hydroelectric power plant on the Volkhov River. In this
regard, significant preparatory work was carried out: a
patent for a light-color apparatus was obtained; with the
assistance of the Department of Music History and Theory
of the State Institute for the History of the Arts, a light-
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color batch for Prometheus was published; contacts have
been established with the staff of Volkhovstroy; with the
participation of stage engineers and artists of the Bolshoi
Theater, estimates have been made for the manufacture of
the most powerful electrical devices. Despite the fact that the
project was never implemented, the very idea of combining
symphonic music, light and electric energy at the time of the
launch of the country’s first major hydroelectric power plant
did not disappear without a trace. It has been preserved in
documents, publications, and artistic images, becoming part
of the cultural memory of the early Soviet avant-garde era.
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Bykos Anton Baragumuposuu,
pedxcuccep, acCnupanm ceKxmopa
uncmpymenmosedernus Poccuiickozo
UHCMUmMyma ucmopuu UcKyccmae
(HayuHvLil pyrosodumeb

O. B. Kosieanosa )
(Canxm-IIemepoypz)

Cunres céema, 36yxa u 6006l
B TeaTpaJIM30BaHHOM mpencrasiennu Ha Hese
«Jlecars aet Oxradopsa» (1927)

Joxan IMOCBAINEH TeaTPaJn30BaHHOMY IIPEACTaBICHUIO
«Jlecarp jger OKTaAOpaA», cocToaBiemMyca B 1927 r. mo crie-
Hapuio A. U. ITuorposckoro (pexxuccepsl — H. B. IleTpos,
C. 9. Paxgnos, B. H. ConosreB, xymoxxuuku — B. M. Xoza-
cesuu u E. E. Wneit). ClieHUUYECKUM HPOCTPAHCTBOM 3TOTO
MacCHITa0HOTO 3PeJIUIA CTAIN HECKOJIbKO KBaJPAaTHBIX KUJIO-
MeTpoB akBaTopuu Hesrbl, BKJtouas [IleTpomaBiaoBCKYIO Kpe-
OCTh, SUMHUI ABOPEIL U ABe HabepesKHbIe.

B ycraoBusx cTOJNIb 3HAUUTEJNHLHOI'O IIPOCTPAHCTBEHHOIO
pasMaxa TpaguIlMOHHBIEe aKTepcKue (UeJoBeUecKre) Xy IoxKe-
CTBeHHBIE IPUEMbI 0Ka3aJNCh HeJOCTATOUHLIMU, BCIEICTBLE
Yero B OCHOBY e CTBUSA OBIIN II0JIOXKEHBI CBETO3BYKOBEIE pe-
mrenus: paKeJabHBIE [IIeCTBUS, TUTAHTCKUE TOPSIIE adPocTa-
THI, BCIIBIIIIKY ITPOKEKTOPOB BOEHHBIX KopabJjeii, 3BYKHU 3a-
BOJIOB, KOJIOKOJIbHEIE 3BOHBI, HECKOJIBKO OPKECTPOB 1 XOPOB.
BomgHas cTuxusa B 9TOM 3peJINIlle CTaJia He IIPOCTO CIleHUYe-
CKHUM IIPOCTPAHCTBOM, a UYaCThI0 CUMHTETHUUYECKOTO IIPeJCTaB-
nenusa. Coueranue CBeTO3BYKOBBIX 9JIEMEHTOB c(hopMUpoBa-
JI0 0CcO0YI0 cucTeMy 3HAKOB 1 CUMBOJIOB, CO3JaBIIYIO 9()PEeKT
KOJIJIEKTUBHOI'O PUTYyAaJIa.
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HokJamx oCHOBAH Ha apXMWBHBIX MaTepHaax: OMUCAHUAX
IIOCTAaHOBOK, PEKMCCEPCKUX CBETO3BYKOBBIX IMAPTUTypPax H
(bparmenTax clieHApUs, IO3BOJISIONIUX IPOU3BECTU UCTOPH-
YEeCKYI0 PEKOHCTPYKIIHIO 9TOr0 CUHTETUYECKOTr0 3PeJINIIIA.

Anton Bukov
(Saint Petersburg)

Synthesis of Light, Sound, and Water
in the Theatrical Performance on the Neva
“The Tenth Anniversary of October” (1927)

The report is devoted to the theatrical performance
“The Tenth Anniversary of October”, held in 1927 based
on a cueHapuit by A. I. Piotrovsky (directors: N. V. Petrov,
S. E. Radlov, V. N. Solovyov; designers: V. M. Khodasevich
and E. E. Iney). The scenic space of this large-scale spectacle
encompassed several square kilometers of the Neva water
area, including the Peter and Paul Fortress, the Winter
Palace, and two embankments.

Under conditions of this scale, traditional acting (human-
based) artistic techniques turned out to be insufficient, as a
result of which light and sound solutions were used as the
basis for the action: torchlight processions, giant burning
balloons, flashes of searchlights from warships, sounds of
factories, bells, several orchestras and choirs. The water
element in this spectacle has become not just a scenic space,
but part of a synthetic performance. The combination of
light and sound elements forms a special system of signs and
symbols that create a mechanism for a collective ritual.

The report is based on archival materials — descriptions
of the productions, directors’ light and sound scores, and
fragments of the script — which make it possible to carry
out a historical reconstruction of this synthetic spectacle.
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PoBuep AHTOH ApKagbeBuy,
KOMNO3Umop, My3vlkoeeo,
Kandudam uckyccmeosedenus,
npenodasamenv Kagedpul
MeHCOUCUUNJUHAPHBLY
Cneyuaru3ayuil My3ovlk068e0os
Mockosckoil zocydapcmeeHHOol
Koncepsamopuu, waexn Corosa
Komnosumopos Poccuu
(Mocksa)

BripasurteabpHbIe U H300pa3UTEIbHBIE MaPAMETPHI
B IMO37HEM 2JIeKTPOHHOM My3bIKe CtanuciaaBa Kpeiitun —
00pa3sl cCBeTa U BOIBI

O6J1acTh 9JIEKTPOHHOI MYBBIKHM, 00Jajgas OOIIMPHBIMU
3BYKOBBIMH (DOHHUUECKUMU BO3MOXKHOCTSAMU, CIIOCOOHA Ie-
MOHCTPUPOBATh KaK BLIPA3UTEJbHBIE, TAK U M300Pa3UTEb-
HbIEe 9JIEMEHTHI B CBOMX KOHIIEONIUAX. JJEKTPOHHBIE COUM-
HEeHMA MOCKOBCKOT0 KoMmIiiosuTopa CrtaHuciaBa AHTOHOBUYA
Kpetiun (1936—2021), n3BecTHOr0 CBOUM IIIe(DCTBOM HAJ CH-
resaTopoMm AHC u cBoeii paboToi ¢ HUM, N300MIYIOT 3HAKAMU
u o0paszaMu, KaK BbIPA3UTEIbLHLIMI, TaK 1 N300Pa3UTEIbHBI-
Mu. MHOTHE TPOU3BeAeHU A KOMIIO3UTOPA BHIPAKAIOT COCTOS-
HUS CBeTa, Mpaka, IPUIOIHATOCTH, PAJOCTH, TAUMHCTBEHHO-
ctu u ap. OHu TaKkKe 60raThl PA3INUYHLIMI N300Pa3UTEIbHBI-
mu moMmeuTamu. HauboJsiee uacTbie 00pashbl B My3bIKe KOMIIO-
3UTOpPa — 9TO BOJA, ITUIIHI 1 Nedb(OUHBI, a TAaKKe 3BYKU BET-
pa mwau mryma ToJmnbl. B moKJiaze paccMaTpuBaiOTCSa 00pashl
cBeTa U BOJIbI, BCTPEUAOIIINECS B €70 COUMHEHUAX « Y :KaCHBIN
Kpoken», «Korma TeI nJIbIBEITh K TOPUSOHTY» U B OCOOEHHO-
cTH, IocJegHeM IuKJae « Kpyr Bpemenu?.. Uab KpyrT J100BU? »
Ha ctuxu Anéusl IBanoBoii-3aropcKoii, COCTOSINEM 13 UeThI-
pex uacteii — «Ocenb», «3umMa», «Becua» u «Jlero». Byzer
IIPOIEMOHCTPUPOBaHA HepPa3phIBHASA CBA3b MEXKIY BbIpa3uU-
TeJIbHBIMU U N300pasuTeIbHBIMU YEPTAMU, IIPOSABICHHBIMU B
9TUX COUNHEHUIX.
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Anton Rovner
(Moscow)

The Expressive and Figurative Parameters in Stanislav
Kreichi’s Electronic Music — Images of Light and Water

The sphere of electronic music, endowed with broad
sonoric-phonic possibilities, is capable of demonstrating both
expressive and figurative parameters in its conceptions. The
electronic compositions of Moscow-based composer Stanislav
Antonovich Kreichi (1936-2021), who is well-known for
the care he took of the ANS synthesizer and his work on it,
abounds with various signs and images, both the expressive
and the figurative types. Various works by the composer
express the states of light, darkness, elevation, happiness,
mysteriousness and various others. They also abound with
various figurative images. The most frequently encountered
images in the composer’s music are those of water, birds
and dolphins, although sometimes gusts of wind or crowd
noises can be heard. This presentation will examine images
of light and water found in the composer’s works “The
Terrible Kroken,” “When you Swim towards the Horizon”
and especially his final cycle “The Circle of Time? Or the
Circle of Love?” set to poems of Alyona Ivanova-Zagorskaya,
consisting of four movements — “Autumn,” “Winter,”
“Spring” and “Summer.” The inseparable connection
between the expressive and the figurative features in these
compositions shall be demonstrated.
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IIerpyanna Codus IOpreBHa,
MY3bLK06€e0, ACNUPAHMKQ
Mockosckoil zocydapcmeenH ol
KOHCcepeamopuu

um.II. 4. Yaiuikoeckozo
(rRayuHwLil pyrosodumenb —
doxmop uckyccmeosedeHus,
npogeccop B. H. Onycosa )
(Mocksa)

«lllaosmabCKas 00JBNIIAS IEPEMOHU S MY3bIKH I3€H»
n «Bogubie HeOeca»:
BOILJIOIIeHNE naeu «equHcTBa Heba u uesoBeka»
B TeaTpaJabHBIX NpoekTax Taus [lynsa

TBOpUECTBO COBPEMEHHOTO KHUTAWCKOTO KOMIIOBUTOPA
Taup JlyHsa TeCHO CBA3aHO C OJHOU M3 OCHOBOIIOJATAIOIITUX
ugeii Kuraickoii puaocopuu — «enuHcTBa Heba u uenrose-
Ka». OHa Jjierjia B OCHOBY €TI0 KOHIIENIINN «OPTAHUYECKOU MY-
3BIKM», BOILJIOIIAOIIEH eINHCTBO 1 MHOTOYPOBHEBYIO CBS3H
YeJIOBEKA U IIPUPOALI, B YACTHOCTH, IIOCPEICTBOM 3aI€HCTBO-
BaHUA OPraHUUYECKUX MHCTPYMEHTOB U3 OyMmazu, 800vl, Kepa-
MUKU, KAMHell.

«IMTaonuubCcKass OOJBIIAA IIEPEMOHUA MY3BIKU I3€H»
(2006) 1 «Bogunie HeGeca» (2010) cTanmu ocoObIMU OpraHUUe-
CKUMHU CBETO-3BYKOBBIMU TeaTPAJIbLHBIMU IIPOEKTAMU, B KOTO-
PBIX KOMIIO3UTOP, CTPEMSACH K BOILJIOIIIEHUIO Uell 3BYKOBOTO
eIVHCTBA U COeAUHEHUS C IIPUPOMOI, BHIXOAUT 3a TIpPeHeJbl
MIPUBBIYHBIX TEATPOB M KOHIIEPTHBIX 3ay10B. s «I1laonuHb-
CKOI1 OOJIBITION IepeMOHN» Obla COOPYsKeHa ILIOIaaKa IO
OTKPBITEIM HeOoM B ropoge IaH(2H B 7 KM OT OyIAMIACKOTO
moHacTeIpdA IMlaonuus. [na «Bogueix Hebec» OBLI IIepecTpo-
€H OJIMH M3 TOMOB B cTapoM ropoae H:kynzaizso B [llanxae:
IIpo3payvyHas CTeHa 3TaH1A, BRIXOAAIIAA HA KaHaJ, TO3BOJIMIA
Tanp [[yHIO He TOJIBKO BU3YaJbHO YBEJIUUUTH MPOCTPAHCTBO
HeOOJIBIIIOro 3aJ1a, HO 1 BKJIIOUUTD B IIOCTAHOBKY 00pas sKUBY-
IIIero CBOEH JKU3HBbIO OYAANIICKOr0 MOHACTBIPS, PACIOJIOMKEH-
HOTOo HATPOTUB. CaM KOHIIEPTHBIH 3aJI MBICIUJICA KOMIIO3UTO-
POM KakK HeKUU T'MTaHTCKUN MY3bIKAJTbHBINT MHCTPYMEHT.
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B o6oux npoekrax Taub [[yHb BBIBOOUT UIEI0 «EINHCTBA
Heba 1 uetoBeKa» Ha HOBBIU YPOBEHbD, UCIIOJb3Y s IPUPOTHBIE
3JIEMEHTHI B KaueCcTBe AeKOpaIuil 1 ONHOBPEMEHHO NCTOUHI-
KOB 3BYKAa, «PasMbIBasg» TPAHUIILI MEKAY MOHATHUAMUI «aK-
Tep», «MY3BIKAHT», «OyTadopus, IeKOpaInum», « My3bIKaIb-
HbI€ UHCTPYMEHTBI» .

Sofia Petrunina
(Moscow)

«Zen Music Shaolin Grand Ceremony»
and «Water Heavens»:
The Embodiment of «Heaven-Human Unity»
in Tan Dun’s Theatrical Projects

The work of contemporary Chinese composer Tan Dun is
intimately connected with one of the foundational concepts
in Chinese philosophy — “the unity of Heaven and human”.
This principle forms the basis of his “organic music” concept,
which embodies the unity and multilayered relationship
between humans and nature, particularly through the use of
organic instruments made from paper, water, ceramics, and
stones.

“Zen Music Shaolin Grand Ceremony” (2006) and “Water
Heavens” (2010) emerge as distinctive organic light-sound
theatrical projects in which the composer, aiming to embody
ideas of sonic unity and connection with nature, transcends
the boundaries of conventional theaters and concert halls.
For the “Shaolin Grand Ceremony”, an open-air venue was
constructed in Dengfeng city, seven kilometers from the
Shaolin Buddhist monastery. For “Water Heavens”, a house
in Shanghai’s old Zhujiajiao district was renovated: its
transparent wall facing a canal allowed Tan Dun not only to
visually expand the small hall’s space but also to incorporate
the image of the Buddhist monastery across the water, living
its own life, into the performance. The composer envisioned
the concert hall itself as a gigantic musical instrument.

Inboth projects, Tan Dun elevates the concept of “Heaven-
Human unity” to a new level by utilizing natural elements
as both scenery and sound sources, effectively blurring the
boundaries between “actor”, “musician”, “props, scenery”,
and “musical instruments”.
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T'oareixoB Ajnexrceit 'ennaabreBuy,
paduouniceHep-cCucmemMomexHUK,
pedicuccep menegudeHus,
XYOoIHCHUK no ceemy.

Ocrnosamenwv u xyodoxcecmeenHbLil
pyrosodumenv Mocko8ck0z0
Teampa Ceema (Mocksa )

ITocTaHOBOYHBIE U TBOPUECKHE IIPUEMBI
HA MOKa3e CBeTOMY3bIKAJIbHBIX KOMITO3UIIUIA
B TeaTpe CBera u Onumnuiickom @onrane B Coun

ITokas cBeTOMY3BIKAJNBHBIX IIIOY SABJIAETCA CPABHUTEIHHO
MOJIOABIM BUAOM MCKYCCTBAa, OCOOEHHO €CJIUM paccMaTpUBATD
ero B ICTOpPMYECKOU ImmepcrekTuBe. Ha mpumepe mpeacraiie-
Huit Tearpa Csera (mmepBoe mpeacrasieHue — mapt 1999 r.)
U CBETOMY3BIKaJbHOTrO 1oy Onumnuiickoro ¢gortana B Coun
(mepBble mokassl — 2014 r.) MBI CPaBHUM OOIIHEe IOCTAHO-
BOYHBIE ITPUEMBI, CIIOCOOBI O(DOPMJIEHUS U TPOBEeAeHUA III0Y.
Xorsa oba mpoeKTa pPa3BUBAJINCh HEBABUCUMO APYT OT APYyTa,
Hal0JIr0JaeTcs CXOACTBO B IMIOAX0aX K padboTe CO 3PUTEIIMU 1
MeTOJlaX MX BOBJIEUEHUS, UTO IIO3BOJIAET TOBOPUTH O II€JIeCo-
00pa3HOCTU IPUMEHEHUA dTUX IPUEMOB.

B moxisame mpuBOAATCA KJAacCUUeCKIe OMpPeneIeHUs AJIA
HEKOTOPBIX IIOCTAHOBOUHBIX ¥ TBOPUECKUX IPHUEMOB; CDABHI-
BalOTCsA CIIOCOO0bI MH(MOPMUPOBAHUS 3PUTEJIEH, HMOBBIIIEHUI
KoM(popTa BOCHPUATUS IIPeAIaraeMoro uM 3peauina. Takxe
COTIOCTABJIAIOTCS OOIIME 1 OTJIMUYNTEIbHEIE YePTHI B IOCTPOE-
HUU clieHorpaduu, GopMUPOBaHUYN 00PA30B U CO3TaHUM HAa-
CTPOEHUS IIPU IT0OKA3e 3PUTEIHHOTO PAA CBETOMY3bIKAJIbHBIX
moy. B saksaoueHue GopMyaupyOTCSa KJOUEBBIE OCTAHO-
BOUHBIE W TBOPUYECKUE IIPUEMBI, ITO3BOJIAIOIINE OIIPEAETIUTh
OCHOBHBIE HAaIIPaBJEHUA UX JaJTbHEHIeT0 Pa3BUTHUA.
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Alexey Goltykhov
(Moscow)

Staging and Creative Techniques
for Light and Music Shows:
A Comparative Analysis of Sochi’s Theatre of Light
and Olympic Fountain

Light and music shows are a relatively young art form,
especially when considered in a historical perspective. Using
the example of the Theatre of Light (first performed in
March 1999) and the Olympic Fountain light and music show
in Sochi (first performed in 2014), we will compare common
staging techniques, design methods, and execution. Despite
their independent development trajectories, remarkable
similarities emerge in audience engagement approaches,
suggesting both the efficacy of these techniques.

The report provides with a classic definition for several
staging and creative techniques. Methods for informing
audiences and enhancing the viewing experience are
compared. Similarities and differences in scenography,
imagery, and mood creation in light and music shows are also
compared. Finally, key staging and creative techniques are
outlined, allowing us to identify key areas for their future
development.
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ManueBcKHit
HUrops Brangumuposudy,
KoMno3umop, 00Kmop
ucKyccmeosederus,
npogeccop,
3a8edyruwuil cekmopom
| uHcmpymenmogedeHua

| PUHU U, akademur Poccuiickoil
Axademuu ecmecmeeHHbLX
Hayk u Mexcdynapoonoil
Arademuu uHgopmamusayuu
OOH, 3acaynicennuLil eamedib
ucrkyceme Yrpaunwvl u Iloavwu
(Canxm-Ilemepbype )

00 00'bEeKTUBHBIX MPEAMOCHLIKAX CIIyX0-3PUTEIHHOTO
M TAKTHJIBHOTO BOCIIPUATHS U €r0 OTPAKEeHUH
BO BPEMEHHBIX U IIPOCTPAHCTBEHHBIX, ayTHAJBHBIX
M BU3yaJbHBIX HCKYCCTBaX

BzaumogeiicTBUe U B3AUMOBJIUAHNE ayAIUAIbHBIX U BU3Y-
aJbHBIX, IPOCTPAHCTBEHHBIX 1 BPEMEHHKIX MCKYCCTB, PABHO
Kak myTeil 1 cIIoco00B CO3aHUA U BOCHPUATHUA 3PUTEIbHBIX
¥ CJYXOBBIX 00pPa30B U BHICTPaWBAHUE ITEJIOCTHBIX 00pasoB,
He TOJIbKO CBA3aHBI C AJUTEJIbHBIM NCTOPUYECKUM OIBITOM UX
B3aMMO/IeHICTBUSA B KYJIbTYPe PA3HBIX HAPOIOB MUPA, HO IMe-
0T 00'beKTHUBHBIE OCHOBAHUS KaK B CAMOU IPUPOJe UeJoBeKa
¥ OKPYJKAIOIero MUpPa, TaK U B UICTOPUUECKUX ITYTAX CTAHOB-
JeHUS U 9BOJIIOIUY YeJIOBeUEeCKOU (B T. U. XYIOXKECTBEHHOM)
IeATeJIbHOCTY U TPAAUIIMOHHOI'0 NCKYCCTBA.

Cpenu OCHOBHBIX O0'B€KTHUBHBIX, IPUPOSHBIX (DaKTOPOB,
00YyCJIOBUBININX B3aUMOJEHUCTBUE BPEMEHHbLX W NPOCMPAH-
CMBEeHHbLX UCKYCCTB:

1. Bunaypanvrnocms cayxa yejioBeKa — Pe30HUPOBaHUE
3BYKOB 0OJIBIIIEl YaCTOTHI B COOTBETCTBEHHBIX UACTSIX TOJIO-
BbI, MeHbIIel — rpyau (U T. I.) 1 UX OTPaKeHue B TPaauIln-
OHHOM TePMUHOJIOTHUY Pa3HbIX HAPOAOB U BpeMeH KaK 8blLCO-
Kue, Hu3Kue, cpe0Hue u T. [.;

2. O6o3navenue no3uyull TPOCTPAHCTBEHHOTO PACIIOJIO-
JKeHUS PYK, NaJblleB U MeCTa MPUMKATUS CTPYH, UTPAIOIIAX
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Ha Tpu@HBIX XOopAo(GoHAX MY3BIKAHTOB NPU HNCIIOJHEHUU
TOTO UJIW WHOTO pPasfiesia MHCTPYMEHTAJIbLHOMN IT09MBI — K104
(Vv KasaxoB M KBIPTBI30B), 00 caAyxaHHA (Y KapImaTCKUX TI'O-
PAH — 2yuy.nos, 60ilK08, 1eMKo8) U T. I. (IpUMephl HETPYAHO
MIPOIOKHUTE...). B TPAAUITMOHHON TEPMUHOJOTUHN Ka3aXCKO-
ro JTOMOPOBOTO MCKYCCTBA JasKe JKAHD UHCMPYMEHMALbHOIL
noamv. — KA HepemaKko obo3HauaeTcs ueped yKasaHUe Ha
MecmopacnolodceHus JeBol pyKku (IpuKuMamoIneil u, coor-
BETCTBEHHO, YKOPAUMBAIOIIell 3BYUAIyIO YaCTh CTPYHBI 1 I10-
BBIIITAOIIEH BBICOTY JOHOCHMOTO TOHA!..

Bce aTO OoTpasmiochk He TOJBKO B napanienuidme cyiie-
CTBOBAHUA MMPOTPAMMHBIX ITPOM3BeNeHNI (UacTo, ¢ TEMU JKe
Ha3BaHUAMHU) KaK B IPOTPAMMHON UHCMPY MEHMALbHOU MY-
3blKe, TAK U B u300pa3umenbHom uckyccmee (KUBOINCH,
pe3n0e Ha epeBe U T. 1.), B aHaJorax ux Gopm (Ha 5TO BIIEp-
BbIe 00paTUJI BHUMaHUE aBTOPa 9TUX CTPOK TPATUITMOHHBIN
KapomaTCKU# KUTEeJb, IIOCOBETOBAB: UTOOBI pas3olbpaThCA B
MY3BLIKAJIBHOI (popMe CKPUIIMYHON II09MBbI, Ha0 IOCMOTPETH
KapTUHBI TYIYJIbCKOW IepeBAHHOU pes3bOwI). W, meiicTBu-
TeJbHO, PE3HOI aHaJIOT ObLI HalleH, U BCA IeJocTHAA (hopMa
crana oueBugnoi! (Cm.: Mauyuescrkuit M. B. Haponunasa uH-
CTPYMEHTaJbHAasd MYy3bIKa KaK (heHOMEH KYJIbTYypPhl. AJIMAaTHI:
«Jlatik-IIpecc», 2007; Mayuesckuit 4. B. B mipocTpaHCTBe
myswsiku. CI16.: PUN, 2018. T. 3.).

Ito (obpallleHre K KapTUHAM TPASUIMOHHON KMBOIIU-
CU, CKYJBIOTYPHI U T. J.) CYIIIECTBEHHO B3PACTHUJIO MHTEPECHI
KJIaccuKa pycckoil my3bIiKu XIX B. M. II. Mycoprckoro (mep-
BOHAYaJILHO — B « KapTuHKAax ¢ BEICTaBKMU» , 3aTeM — eIIfe 00-
Jiee OCHOBATEJbHO U IIOCJeI0BaTeJILHO — B €T0 ollepax), u aa-
Jee — BeJIMYAUINIETO XYAOKHUKA-KOMIIO3UTOPA IIOPYOeKbs
XIX-XX BB. M. K. Htopnéauca.
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Ihor Macijewski
(Saint Petersburg)

On the Objective Prerequisites of Auditory-visual
and Tactile Perception and its Reflections in Temporal
and Spatial, Auditory and Visual Arts

The interaction and mutual influence of auditory and
visual, spatial and temporal arts — as well as the ways of
creating and perceiving visual and sonic images and of
constructing integral images — are not only rooted in a long
historical experience of their coexistence in the cultures of
different peoples, but also have objective grounds in human
nature and the surrounding world, and in the historical
trajectories of the formation and evolution of human
(including artistic) activity and traditional art.

Among the principal objective, natural factors that
conditioned the interaction of temporal and spatial arts are:

The binaural nature of human hearing — the resonance
of higher-frequency sounds in the corresponding parts of the
head and lower-frequency sounds in the chest (etc.), reflected
in the traditional terminologies of different peoples and
epochs as “high,” “low,” “middle,” and so forth;

The designation of spatial positions of the hands and
fingers, and the placement of the fingers on the strings by
musicians playing necked chordophones when performing
a given section of the instrumental poem — kiiy (among
Kazakhs and Kyrgyz), do slukhannia (among Carpathian
highlanders — Hutsuls, Boykos, Lemkos), etc. (the list
could easily be extended). In the traditional terminology
of Kazakh dombra art, even the genre of the instrumental
poem — kiiy — is often designated through an indication of
the position of the left hand (which presses and thus shortens
the sounding portion of the string, raising the pitch of the
produced tone).

All this is reflected not only in the parallel existence
of programmatic works (often with the same titles) in
both program instrumental music and the visual arts
(painting, wood carving, etc.), but also in analogues of their
forms. This was first noted to the author of these lines by a
traditional Carpathian resident, who advised that, in order
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to understand the musical form of a violin poem, one should
look at the patterns of Hutsul wood carving. Indeed, a carved
analogue was found, and the entire form became evident (see:
Macijewski, I. V. Folk Instrumental Music as a Cultural
Phenomenon. Almaty: “Daik-Press,” 2007; Macijewski, I. V.
In the Space of Music. St. Petersburg: RIII, 2018. Vol. 3).

This (the appeal to traditional painting, sculpture,
etc.) substantially intensified the interests of the Russian
classical composer M. P. Mussorgsky in the nineteenth
century (initially in Pictures at an Exhibition, and then
more profoundly and consistently in his operas), and later of
the great painter-composer of the turn of the nineteenth and
twentieth centuries, M. K. Ciurlionis.
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CvmupnoB Baagumup Jleorugosuy,
dusuk, kandudam Qusuxo-
mamemamuyecKux HayK
(Canxm-IIemepoypz)

3BYK U IIBET:
O0ILIHOCTh CTPYKTYPHBIX OCHOB
M pasjanune BeTBel 3BOJI0IMU

JJIsa yesoBeKa ONTUYECKUN AMANa30H BKJIOYAET AJUHBI
BosH A=(380-760) mm, rme EM=10°m. EBpomeiickuii 3By-
KOBOH PN B IIpefejaxX IIePBOI OKTABbI COAEPIKUT UACTOTEI
(261,63-523,25) rir. OOIUM AJiA Ha3sBAHHBIX CUCTEM SABJIS-
eTcdA guana3oH A=max/min=2. [Ipeaigaraercsa oTKa3aTbCA OT
cuenu(PUKU YKa3aHHBIX CIIOCOO0B BOCIPUATHUA OKPYKaroIe-
ro MUpa M paccMaTpuBaTh pa3pellleHHbIe IIO3UIUN — Y3JIbI,
a TaKJ)Ke UX CBA3U B IpeesaxX eqUHNUYHOIO OTPEe3Ka UNCJIOBOM
ocu 1:2. 3amaua TpaKTyeTcs KakK oOpallleHie K CBOICTBAM
a0CTPaKTHOI CTPYKTYPBI — COBOKYIHOCTH OTHOIIEHUIT, KO-
Topas (GOPMUPYETCSI U pa3BopaumBaeTcs (9BOJIOIIUOHUPYET)
IO OIIpeJeJIeHHBIM NIpaBumjaM. B pesyiabTaTe OOCTUTaeTCs
3PeJIOCTh CUCTEeMBI, KOTa peajns3yeTcs IOPAI0K — OTHOIIIe-
HUS IOBTOPAOTCA. MeToAuKAa ABJIAETCS TPUHUTAPHON. ITO
3HAUUT, HAIIPUMEpP, UTO IJS BBIIBJIEHUS y3JIOB B Ipemeaax
oTpeska 1:2 MCmoIb3yIOTCS TPU IIPOIMOPIINY, & UMEHHO apud-
MeTHUecKasa, TeoMeTpruuecKasa U 30J0Toe ceueHme. Wmryrcsa
UX COBMECTHMBLIE COCTOSIHUS, KOTOPbIe Pa3sMeIlaloTcsa B Kap-
Kace — CIenuaJbHOII reOMeTpHUUeCKON KOHCTPYKIINM, Ya00-
HOHU IJI OTCJEKMBAHUSA M3MEHEHHUN B CHUCTeMe OTHOIIEHUMH.
dopMmupyeMasi B pesyJbTaTe CTPYKTypa pPaccMaTPUBAETCS
KaK ceThb, HaJeJIeHHasA yHUBepcaabHOCThIO. OHA MOMKET MH-
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TePIPeTUPOBATHCA U KaK ABEHAAIIATUCTYyIIeHHas (B ciaydae
3BYKOBOT'O pANa), U KaK COCTOAIIAA M3 INNECTU N3BECTHBIX
IBeTOB cmeKTpa (0T KpacHoro mo ¢uojeroBoro). IIpu sTom
ncmoJb3yerca HopMupoBKa Ha 440,00 ri; B mepBoOM ciaydae u
Ha A=537 HM — BO BTOpOoM. MoeabHbIE PE3YJIbTATHI COOTBET-
CTBYIOT MPAaKTUYECKOH KJaccupumKamum Kak HOT (3BYKOB),
TakK I{BETOBBIX TMAIa30HOB.

Vladimir Smirnov
(Saint Petersburg)

Sound and Color:
Common Structural Foundations
and Divergent Evolutionary Paths

The optical range for humans encompasses wavelengths
2=(380-760) nm, where nm=10"-m. The European musical
scale within the first octave contains frequencies of (261.63-
523.25) Hz. Common to systems is the range A=max/min=2.
This paper proposes setting aside the specifics of these per-
ception modes and instead examining the permitted posi-
tions — nodes — and their connections within the unit seg-
ment of the numerical axis 1:2. The task is interpreted as an
appeal to the properties of an abstract structure — a set of
relationships that is formed and unfolds (evolves) according
to certain rules. This process culminates in system maturi-
ty when order is established and relationships repeat. The
methodology is trinitarian. This means, for example, that to
identify the nodes within the segment 1:2, three proportions
are used, namely the arithmetic, geometric, and golden ra-
tio. Compatible states of them are sought, which are placed
in a framework — a special geometric structure convenient
for tracking changes in the system of relations. The result-
ing structure is considered as a network endowed with uni-
versality. It can be interpreted both as a twelve-step system
(in the case of a sound series) and as consisting of six known
spectral colors (from red to violet). This approach employs
normalization to 440.00 Hz in the first case and to A=537 nm
in the second. The model results correspond to the practical
classification both as notes (sounds) and as color ranges.
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OcnanoBa Hypuam KenecoBHa,
OnepHas U KOHUuepmHas nesuya,
nedazoz no axademuiecKomy
eorxany 6 Manzucmaycrkom
KoJaedXde UCKYCCmE,
accoyuupoBaHrwlii npogeccop
(Ooyenm ) Kacnuiickozo
2ocydapcmeenn020
YyHueepcumema mexHoao2uil

U UHICUHUPUH2G UMEHU

III. Ecenosa, waen Coiosa
6oxaaucmos Pecnyoiurku
Kasaxcmamn, sacayxicentolil
Odeameav uckyccme Pecnyoruxu
Kasaxcman

(Axmay, Pecnybauka
Kasaxcman)

BzaumopeiicTBue (heHOMEHOB 36YKa U c6ema
B JYXOBHOH KM3HU YeJIOBEKA

B nokanme paccMaTpuBaeTcs B3auMoAelicTBIIE (PeHOMEHOB
3BYKa W CBeTa B JYXOBHOI :KM3HU UejloBeKa. AHAJIM3UPYeT-
cA UX BIAUSHUE HA SMOIIMOHAJIBbHOE COCTOSHNE, BHYTPEHHUI
MUDP U BOCIPUATHE OKPY:KatoIeil neficrBuTeabHocT. Ocoboe
BHUMAaHUE yAeJsIeTCsA POJU 3ByKa U CBETA B PEJIUTHMO3HBIX U
KYJbTYPHBIX IIpaKTuUKax. Mcecaenyerca smaueHue 3ByKa (me-
HUA, IIPOM3HECEHUA MOJINTB 1 CBAIIIEHHBIX TeRCTOB) n CBeTa
(KaK cMMBOJIa ICTUHBI U AYXOBHOT'O HauaJja) B popMUPOBaHUHT
BHYTPEHHEr'0 COCTOAHUS JIMUHOCTU. PacKphBIBaeTcs BO3meli-
CTBHE 3BYKOBBIX 1 CBETOBBIX ABJICHUN Ha IMOIIMOHAJIBHYIO 1
IICUXUYECKYIO chepy UeaoBeKa, UX CIIOCOOHOCTL YCUJIUBATD
YyBCTBO TApPMOHUU, IIOKOSA ¥ BHYTPEHHETO ouninieHnud. B 3a-
KJIIOUeHUe [eJIaeTCsa BIBOJ O TOM, UTO €IMHCTBO 3ByKa U CBe-
Ta CIOCOOCTBYeT 6oJiee TIYOOKOMY AYXOBHOMY BOCIIPUSTIIO
MHpa 1 CAaMOIIO3SHAHMWIO JINYHOCTHU.
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Nuriash Ospanova
(Aktau, Republic of Kazakhstan)

The Interaction of Sonic and Luminous Phenomena
in Human Spiritual Life

The report examines the interaction between sonic and
luminous phenomena within the context of human spiritual
life. It analyzes their influence on emotional states, the inner
world, and the perception of objective reality. Particular
attention is devoted to the roles of sound and light in
religious and cultural practices. The study investigates the
significance of sound (including chanting, the recitation of
prayers, and sacred texts) and light (as a symbol of truth and
the primordial spiritual principle) in shaping an individual’s
internal state. Furthermore, the report explores the impact
of acoustic and optical phenomena on the emotional and
psychological spheres, highlighting their capacity toenhance
feelings of harmony, tranquility, and inner purification. The
study concludes that the unity of sound and light facilitates
amore profound spiritual perception of the world and fosters
personal self-knowledge.
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Toamauér Anexcanap Bacunbesuy,
doxmop opuduiecKux HaykK,
Mmazucmp peauzuogedeHus,
cosemHuK 0eKana Puiocogh)CcKo-
0020C106CK020 paKyavmema
Poccuiickozo npagociagrhozo
yHugepcumema ceéamozo Hoanna
Bozocaosa (Mocksa)

HccnenoBaHue HCKyCcCTBA 3BYKa U CBETa
KaK KOJOB JYXOBHOMU chepsI ObITHSA
IIPU CTAHOBJIEHUHU JINYHOCTH
B HOBOM MH()OPMAIIMOHHOM 00IIIeCTBE

CraHOBJIEeHUE JIUYHOCTU BO3MOYKHO IIPU B3IVISAAE Ha Ue-
JIOBEKa KaK Ha TPUEOUHCTBO Teja, AYIIN U AyXa, TO eCTh Ha
TPUEIUHOTO UYejioBeKa. TPOMYHOCTh YesoBeKa — 9TO 6asuc
Oecco3HaTeIbHOTO (MHCTUHKTHI TeJja), CO3HATeJbHOTO (ped-
JeKChI IYIITN) U HaJICO3HATEJbHOTO (cTpactu nyxa). B rpouu-
HOCTHU CO3JJaeTCs PeJIMTUO3HAA UJEeHTUUYHOCTD C OIIOPOH He Ha
«roJyioc KpoBu» (mo JI. H. 'ymuieBy — sTHOTeHe3 MU TeHe-
TUYECKUU KOJX), a Ha «30B cepaas (mmo A. I1. [IleBaTOoBY — KoJ,
KYJbTYPBI, KOJ apXeTUIIOB), — UYepe3 pPa3UudueHUe CEPAIEeM
«YyBCTBA IpaBAbl» . CHUMBOJIBI MOTYT YKa3aTh IIyTh UEJIOBEKY,
CTPEMAIEMYCA K JIMYHOCTHOMY TYXOBHOMY pocTy. Uesoe-
yeckasd :Ku3Hb B X XI B. MocTeneHHO OyAeT MeHATh yCTpeM.Je-
HUS OT MaTepUAJbHBIX NHTEPECOB NHANBUAYYMA, CEMbU, T'0-
CyZapcTBa K HEMATEPUAJIbHBIM IIEHHOCTAM KYJbTypbl. IleH-
HOCTU 3aIn(ppoBaHbl B CUMBOJIAX M KOJZaX OYXOBHOI cepbl
ObiTus. YyBCcTBAa BOCIIPUHUMAIOT MH(MOPMAIUIO, IepeaaBae-
MYIO B 3BYKe 1 IiBeTe. B KuTaliCKON Tpaguuy KOQUPOBAHUA
IYXOBHOM KU3HU UeJIOBEKa NyX OT 3eMJM MMEeT IIBET uep-
HBIN, 1yX oT He6a — 11BeT OeJblii, a SHEPTUA ;KU3HU 3allcaHa
TpeMsA YUCTBIMU I[BETAMU: KPACHBIN, KeJThIN, cuuauit. [ia
KOoaupoBaHUsA BUOpanuii yxXoBHOI c(ephbl HY:KHO CPABHUTH
Ha0Op 3BYKOBOM ITAJUTPHI C MAJIUTPOM I[BeTa. B KocMUUecKoi
MYy3bIKe chep IYXOBHOI'O MUPA CUMBOJNUYECKIE KOIbI ITPOSIB-
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JAIOTCSA ABEHANIIATUIIBETHON HaJUTPOI: CeMb I[BETOB pPamy-
T BUAUMOTO MUpPA 1 IATH I[BETOB CBSI3U UEJOBEKA C MUPOM
HeBUAMMBIM: aJblii — IIBeT yTPeHHell 3apu, Ja30peBbIA —
HACBIIIeHHBIN I[BeT Heba B MOJAeHb, IIyPIYPHLIA — IIBET 3a-
KaTa, UYepHBIA — IIBeT He0a 3Be3IHOM HOULIO U OEJILIA — TOT
cBeT. 'aMMBI pa3HBIX OKTAB — 3TO KaK ObI CTYIIEHU IIPOJIETOB
JIECTHUIIBI BOCXOKAeHUA cepaa ot 3emun K Heby, a Tpe3By-
YU — CYMMBI BOJIH 3BYKOB U MPU3BYKOB HEOECHOTO HeueTa
(rapMoHMUECKX 00EPTOHOB) BMECTe BOCIIPMHUMAIOTCS Kak
eIuHOe — IIPUCYTCTBUE B cepAie dejoBeka [lyxa Bowud.
HckyccTBO 3ByKa U CBeTa IIO3BOJIAET HE JIOTUYECKU MOHATD,
a IPOYYBCTBOBATDH W PACIO3HATDH UMCTHIM ceparem yx Mcru-
HbI, Cuny He6a u Boaio He6a. Yepes pacmiudpoBanie 3ByKO-
BBIX U IIBETOBBLIX KOJOB KOCMHUECKOUN MY3BIKU c(ep, Kak on-
HOM M3 TEXHOJOTUH JIMYHOCTHOT'O POCTa, MPUXOAUT IMOHUMA-
HUe yIpaBJIeHNEM UeJI0BeKa U YCOBEPIIEHCTBOBAHUEM CPebl
00UTaHUA B JKUBOM MUPE BHE MUPA UCKYCCTBEHHOTO.

Alexander Tolmachev
(Moscow)

Exploring Sound and Light Art as Codes of the Spiritual
Realm in Personal Development within the New
Information Society

Personal development becomes possible when viewing a
humans as a trinity of body, soul, and spirit — that is, as
a tripartite being. This trinity of man is the basis of the
unconscious (instincts of the body), the conscious (reflexes
of the soul), and the supraconscious (passions of the spirit).
Within this trinity, religious identity is created, relying not
on the “voice of the blood” (according to L. N. Gumilev —
ethnogenesis or genetic code), but on the “call of the heart”
(according to A. P. Devyatov — the code of culture, the code
of archetypes) — through the heart’s discernment of a “sense
of truth.” Symbols can show the way to a person on the path
of personal spiritual growth. Human life in the 21st century
will gradually shift aspirations from the material interests
of the individual, family, and state to the intangible values
of culture. Values are encrypted in the symbols and codes
of the spiritual realm of existence. The senses perceive

46



information conveyed in sound and color. In the Chinese
tradition of encoding human spiritual life, the spirit from
the earth is black, the spirit from Heaven is white, and life
energy is recorded in three pure colors: red, yellow, and blue.
To encode the vibrations of the spiritual realm, one must
compare the set of sound palettes with the color palette.
In the cosmic music of the spheres of the spiritual world,
symbolic codes are manifested in a twelve-color palette: the
seven colors of the rainbow of the visible world and the five
colors of man’s connection with the invisible world: scarlet
is the color of dawn, azure is the rich color of the sky at
midday, purple is the color of sunset, black is the color of the
sky on a starry night, and white is the afterlife. The scales of
different octaves are like steps on the flight of stairs of the
heart’s ascent from earth to Heaven, and triads — the sums
of the waves of sounds and overtones of the heavenly odd
(harmonic overtones) — are perceived together as a single
entity — the presence of the Spirit of God in the human
heart. The art of sound and light allows one to experience
and recognize with a pure heart, not just through logic,
the Spirit of Truth, the Power of Heaven, and the Will of
Heaven. Through deciphering the sound and color codes of
the cosmic music of the spheres, as one of the technologies
for personal growth, one gains an understanding of human
control and the improvement of the living environment in
the living world outside of the artificial world.
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Tasaaii 'anmuna BaserTunoBHa,
IMHOMY3bLK08€0, MY3bLKAHM-
ucnoaHumedanv, kanoudam
UcKyccmeosedenus, cCmapuluii
HAY4UHbLIL comPYOHUK ceKxmopa
¢oavkaopa Poccuilckozo
UHCMUMYma ucmopuu UCKYyccma,
ynen Co103a KOMNO3UMOPO6
Pecnyonurxu Benapyco
(Canxm-IIemepbype)

3ByKoBadA MeTa(dopa CBeTOBOM BCIBINIKHU
B KOHIIEBOM TJIMCCAHTUPOBAHUU
0eJIOPYCCKUX IeCeH BeCeHHe-JIeTHETO KaJeHIaps

OnHa U3 APKUX KJIOUEBbIX MHTOHAIITMOHHBIX (hOpM, Ipes-
cTaBJIeHHAs B 0eJIOPYCCKOM paHHETPaIUIIMOHHON IIeCeHHOM
KyJbType W coJepsKalliascsa B HeIpaX ee MHOTOKaHpPOBO-
To0 BeceHHe-JeTHero obpamoBoro (GoHIa, — 3aBepIIarolue
MeJocTpod)y TJIMCCAHIO, BHIPAKEHHBIE MPEXKIe BCETO B JKU-
BOM 3BYUYaHUU T'OJIOCOB JIepPeBEeHCKUX IeBUI-KopudeeB. Bes-
3BY4YHbI€ HOTAIIUM HE BBI3BIBAIOT TOI'O CJIYXOBOI'O IIOTPJACE-
HUS, KOUM 00JaJal0T 5TU HEIIOCPEeICTBEHHO OTIPAaBJSIEMbIe
B OeCKOHeuHOe II0JHeOeCHOe MIPOCTPAHCTBO OyaopasKalue
co3HaHUe, PpaHTaCTHUECKU IIPeKPAacHbIe I HeIIOHATHRIEC HeIlo-
CBAIIEHHOMY 3BYKO-aKyCTHUUYECKHUE CJOMKHO OPTaHN30BaHHbIE
MY3bIKAQJIbHBIE CUT'HAJIbI PIMHpOBHSaIII/IOHHOﬁ IIPUPOOBI.

IlomoOHBIE 3BYKOBBIE IIOCJAHUSA — YHUBEPCAJIbHBIN IJId
KYJIbTYp MHpPa 3HaAK TJYyOOKOW apeBHocTH. llepenm mamu
IpeAcTaeT He IPUBLIYHOE IIOTOHOBOE MeEJIOAUYEecKoe IeHwue,
HO COCKAaJIb3bIBAIOIIEe C PA3HON B KaKJIOM MHAUBUAYAIHLHOM
W JIOKAJbHO-PETNOHAJIBLHOM IIPEJOMJIEHHUHN OCO00TO IIjIaHa
«MEyKTOHOBOE» 0OecciioBecHOe MHTOHHpPOoBaHMe. Ero cTpyk-
TypHOE cBoeoOpasue 00YCJIOBJIEHO HAJIUUYHEM IIMTHUPOKOTO II0
Iramas3oHy CKauKa, peaJn3yeMoro BeJen 3a MOoJITuM (Io ceM-
HAAIATH CUETHBIX €IUWHUIT) TAHYIIUMCSA 3aBepIIaloIUuM Me-
JOCTPO(PY TOHOM-CJIOTOM. IDTOT HEOKUIAHHBLINA BOCXOMAIIUNI
XOA-CKaUYOK HAIIpaBJIEH B CTPOTO OIPeeIeHHYIO IJIA KaK 10
HOIOIEe I'PYNINbl MJIM IIeBIla BLICOTHYIO TOUKY. Pes3ko mpe-
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pBIBas BCe IIPEIIIECTBYIONIee MY3bIKaJIbHO-CJIOTOBOE CTAHOB-
JeHWe, MONOOHBLIN 3aBePINAIOIIUNA MHKPOpPasaesl IIeCeHHOI
cTpopuuecKoii (hopMBI KOHTPACTHUPYET MIPEeAIIeCTBYIOIEMY
MY3BIKAJIbHOMY M3JIOKEHUIO.

Bocxopgsaie-aucxoaainue 3BYKOBbIe IMHUM, THOTAA Iepe-
KPEeCTHO, uallle mapajjaejJbHO ABUIKYIIUECsd, OpTaHu3yIOTCI B
HEKYIO CJIOKHYIO, TOJN(POHUUECKYIO II0 CYMMe CBOUX TPaeK-
TOPUI CAMOCTOATEJbHYIO KOMIIOSUIIMOHHYIO eINHHUITY. HacTo
KOHIIeBOe TJIMCCAaHAMpPOBaHMe ObIBaeT Ccyrybo yYHUCOHHBIM,
MHOTOTEMOPOBBIM, C HEOOJIBIIINM 3aIla3AbIBAHNEM OJHOTO U3
roJsiocoB. OTmaHHOE [JIsI CBOETO CBEPIIeHUA He BceMy aHcaMo-
JI10, HO OHOM-IBYM HamboJiee 3BOHKOTOJOCHIM IIEBUITAM, OHO
0o0JIafjaeT OTPOMHON AMHAMHUYECKOI CHJION M BBIPA3UTEJb-
HOCTBIO. JlaBMHOTOZ00HOE COCKAJb3bIBAHME CBEPXY BHU3 B
IIIUPOKOM AUATIa30HE, MBICJIEHHO HapaBJIeHHOe JyXaM IpHU-
POIBI 1 YMEPIIIUM IPeJKaM, CTAHOBUTCS ITPOSIBJIEHEM MY3bI-
KaJIbHOTO «MHOS3BIUNS» , ONHUIM 13 BOOOPaKaeMbIX CIIOCO00B
KOMMYHHUKAIUY ¢ HUMU. [10q00HBIT TUII THTOHUPOBAHUS ac-
COIIMATHUBHO OJIM30K BO3AEHCTBUIO MOIIIHON 3HEPreTUUYeCKOHR
CBETOBOU BCIIBIIIIKM, B TOM YHCJIe, — MOJIHUU, ITPOPE3bIBAIO-
et He0O, ¢ TOCIeAYIOITUM YTIPOKAIOIIe-YCTPAIIIAIOIITIM pPac-
KaToM I'poMa UJIU fajaeKoil, TouTy 0e33BYyUHOMH, yiKe ITOTePsIB-
el cuiy, 3apHUIE — CBOETO Pojia BBYKOBOMY HAIIOMUHAHUIO
00 y:Ke U3Beprineil MOTyuy0 CBETOBYIO S9HEPTUIO MOJIHUY U €€
paspangax. AKT IInuccaHIUPOBAHUS, OCYIIIECTBIIAEMBIN acco-
IUaTUBHO B 3BYKE U B CBeTe, OJU3KUH II0 XapaKTepPUCTHIKAM
CBOET0 IIPOTEKAaHUA B PA3HBIX (DMBUUYECKUX Cpelax, IPOU3BO-
IUT Ha CO3HAHNIE UYeJOBEeKa OINeJOMIAIONINHA s(hpPeKT, OyaATO
ObI pasphIBasi IPOCTPAHCTBO U IIpeKpalras Ha MUT caMO Teue-
HUe BpeMeHH!.

Galina Tavlai
(Saint Petersburg)

Sound Metaphor of a Light Flash
in the Terminal Glissando
of Belarusian Spring—Summer Calendar Songs

One of the most vivid key intonational forms presented
in early traditional Belarusian song culture and embedded in
its multigenre spring—summer ritual repertoire is the glis-
sando that concludes the melostrophe, expressed above all in
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the living sound of the voices of village singer-leaders. Si-
lent notations do not evoke the auditory shock produced by
these directly dispatched into the boundless me6ecuoe space,
mind-stirring, fantastically beautiful and unintelligible to
the uninitiated, acoustically complex musical signals of im-
provisational nature.

Such sound messages are a universal sign of deep antiqui-
ty across the cultures of the world. What appears here is not
the familiar stepwise melodic singing, but a sliding, in each
individual and local-regional refracting way, special “in-
ter-tone” wordless intoning. Its structural specificity is con-
ditioned by the presence of a wide-range leap, realized after
a long (up to seventeen counted units) sustained concluding
melostrophic tone-syllable. This unexpected ascending mo-
tion-leap is directed toward a strictly defined pitch point for
each singing group or singer. Abruptly interrupting all pre-
ceding musical-syllabic development, such a final micro-sec-
tion of the song’s strophic form contrasts with the preceding
musical exposition.

Ascending-descending sound lines, sometimes crossing
but more often moving in parallel, are organized into a com-
plex, polyphonic in the sum of their trajectories, indepen-
dent compositional unit. More often such terminal glissando
is purely unison, multitimbral, with a slight delay of one of
the voices. Entrusted for its realization not to the entire en-
semble but to only one or two of the most resonant-voiced
singers, it possesses immense dynamic power and expres-
siveness. The avalanche-like sliding from top to bottom
across a wide range, mentally directed to the spirits of nature
and deceased ancestors, becomes a manifestation of musical
“other-language,” one of the imagined modes of communica-
tion with them. This type of intoning is associatively close to
the impact of a powerful energetic flash of light, including
lightning cleaving the sky, with the ensuing menacing roll
of thunder, or a distant, almost soundless, already weakened
distant glow — a kind of sonic reminder of the lightning that
has already discharged its mighty energy and its discharges.
The act of glissando, carried out associatively in sound and
in light and close in its course across different physical me-
dia, produces a staggering effect on human consciousness,
as if tearing space apart and momentarily halting the very
flow of time.

50



AnexkcanmpoBa

Hape:xna BukTopoBHa,
MY3bIKAHM-UCNOAHUMELD,
KOMNO3Uumop,

. 9MHOUHCcmpymernmosgeo,
Hay4HbuLil compYyOHUK ceKkmopa
UHCmMpymenmogedenus
Poccuiickozo uncmumyma
ucmopuu uckyccmae
(Canxm-Ilemepbype )

BriToBaHMeE M B3aNMOJEHiCTBHE KOHIIEIITOB 3BYKA 1 BOIbI
B TPATUITHOHHOM MCKYCCTBE YIMYPTOB:
MY3bIKAJbHbIE HHCTPYMEHTBI

Koumenrsl, chopMupoBaHHBIE B MHAWBUAYAJIBHON 1 KOJI-
JEeKTUBHOU MaMATU, MHOTOCJOUHBI M CJIOJKHO COCTaBJIEHBI.
Ha cranoBieHme u pa3sBuTHe NOHATUUHBIX KaTeropuii BIUI-
IOT MCTOPUYECKHUE, COMMANbHbIE U ICUXOoJIoTuYecKue (haKTo-
pul. «3Hauenue u sHaunMocTb» (}O. C. CremanoB), Hepa3pbIB-
HO CJIUTHIE B IMOHATUU «KOHIIEIIT», «BBICBEUMBAIOT» TE€ WUJIU
WHBIE CYIITHOCTHBIE, HEOUEeBUIHEIE CTOPOHBI IBJIEHUI UHCTPY-
MEHTAJbHON KYJbTYPHI ITOJOOHO TOMY, KaK pasHble I'DaHU
KpHucCTaJLJIa OTPasKaioT CBET IIOJ PasHLIMU yrjaaMu. B Harem
caydae IOCTapaeMcs HIPOCJIEIUTh IIPOSBJIE€HNE KOHIIEIITOB
BOJBI 1 3BYKa B MHCTPYMEHTAJIN3Me YAMYPTOB.

B yamypTCKO#I KOCMOTOHUY BOIA ABJISAETCSA IEPBOOCHOBOM
Bcero cyiero. «Bo BceMm cBeTe Kpyrom Onljia ogHA BOAA, 3€M-
JIU cOBceM He ObIJIIO», — TOBOPHUTCS B TEKCTaX, 3alMCAHHBIX
Y PasHbIX 3THOrpa)uuecKux rpyni yamyptoB B XIX Beke.
B. II. HaauMmoB nHTEpPIIPEeTNPOBAS MU(EI O COTBOPEHUN MUPa
CIeqYIOIUM 00pa3oM: «...00T — TBOpHUTeILHAsS CHJa, OTpa-
JKaroIrasacs B IPUPOJie: B JKUBOU TeKy4uell Boje, IIpuaaBas ei
IIPO3PAYHOCTh, TEKYUEeCTh, HEMCCAKAEMOCTb, — B PaCTEHU’-
AX, B YJKUBOTHBIX 1 YeJioBeKe» (Oxpama nmpuponbl, 1928, Ne 4,
c. 6—7). Boma umeer J1euebHYI0, OUNCTUTEIBHYIO U PA3TPAHU-
YUTEeNbHYI0 GyHKINN. B 9TO# ¢BA3W MHTEPECHO IPOCJIEIUTDH
pasJuYHbIe aJII03UN B MeJIOLUU UHEY ymuar 2yp (HebecHOM
BOZBI ITIOVICKA MEJIOINA — YAM.).
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BoimosHsAA KOMMYHUKATUBHYIO, OXPaHUTEIbHO-3aIUT-
HYI0 (QYHKIINU, 3BYK U 3By4YaHHE B YAMYPTCKOHN TPagUIINU
SIBJISIIOTCSI OCHOBOIIOJIATAIOIIIMMI 9JI€MEHTAMH B KapTHHE
Muposnanusg. My3bIKaJIbHbIEe HHCTPYMEHTHI KAK KBUHTICCEH-
U, KOHIIEHTPAIUI 3BYyUaHUA, aKKYMYJINUPYIOT BCEe CMBICJIBI,
BKJIaAbIBaeMble B 3TU TOHATHUA. 3ByYaHHE MY3BIKAJIBLHOTO
WHCTPYMEHTa y YAMYPTOB MMEET IOCTOSHHBIE YCTOMUYMBBIE
BepOaJbHBIE XapaKTepucTuku. Hampumep, 3BYK Hunuupza-
Ha (HaTypaimbHas Tpyba m3 cTebJsiss 30HTUYHOTO PACTEeHU’;
3BYKOU3BJIEUEHIE ITPOMCXOIUT IIYTEM BTATUBAHUA BO3AYyXa
WCIOJITHUTEJIEM Yepe3 MHCTPYMEHT) CPABHUBAETCS C T'OJIOCOM
YeJIOBeKa B MOJIOJOCTH.

BaaumogeiicTBIIE KOHIIETITOB 3BYKa 1 BOABI HA PA3JINUHBIX
YPOBHAX WHCTPYMEHTAJM3Ma IIOMOTaeT TJIyO:Ke MHOHATH U
OCMBICJIUTH OCHOBBI TBOPUYECKOT'O MBIMLICHUA YIMYPTOB.

Nadezhda Aleksandrova
(Saint Petersburg)

The Existence and Interaction of the Concepts for Sound
and Water in the Traditional Art of the Udmurts:
Musical Instruments

The concepts formed in individual and collective memory
are multi-layered and complexly composed. The formation
and development of conceptual categories are influenced by
historical, social, and psychological factors. “Meaning and
significance” (Yu. S. Stepanov), inextricably fused in the
concept, “highlight” certain essential, unobvious aspects of
the phenomena of instrumental culture. In our case, we will
try to trace the manifestation of the concepts of water and
sound in the instrumentalism of the Udmurts.

In Udmurt cosmogony, water is the fundamental principle
of everything. The Udmurt myths say: “There was only
water in the whole world, there was no land at all”. In 1928,
V. P. Nalimov wrote, “... God is a creative force reflected
in nature: in living flowing water, giving it transparency,
fluidity, inexhaustibility, in plants, in animals, and in man”.
Water has healing, cleansing, and delimiting functions. We
will consider the Udmurt melody invu utchan gur (Sky water
search melody, udm.).
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Sound and sounding are important in the Udmurt
tradition. They perform communicative, protective
functions. Musical instruments are the quintessence, the
concentration of sound phenomenon.

The interaction of sound and water concepts at various
levels of instrumentalism helps to better understand and
comprehend the foundations of Udmurt creative thinking.
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Tuxomupona

Anna BopucosHa,
Komnosumop, kandudam
uckyccmeogedenus, 0oyenm
Ypanvckoil zcocydapcmeennoil
KOHCcepeamopuu

um. M. II. Mycopzckozo
(Examepunoéype)

«00pa3 3ByuaHUuA BOJBI» KAK XY/T0KeCTBeHHA KOMIIOHEHTA
(peHOMEHA CO3TaHMA U BOCIIPUATHA MY3bIKN:
pecypchI padoThsI ¢ TeMOPOaKTyPHBIM TeMATHIECKUM
MATEepPHAJIOM B COHOPUCTHUECKOI KOMITO3UI[NH
(aHAIUTHYECKUI ¥ MPAKTUYECKUN aCIIEKTHI)

Pabora ¢ TemOpo(daKTypHBIMH 3JIeMEHTAMU B COHOPU-
CTUYECKON KOMIIOSUIIMY MOJKET PACKPBIBATHCSI HA Pa3HBIX
YPOBHSAX TBOPUYECKOT'O OCO3HAHUS «00pasa 3ByKa»: OT IICUXO-
akKycTuueckux 5(MPEKTOB, IICUXOJIOTHUYECKUX aCCOIMaIlIi
U pediieKCH OO0 CeMaHTUKU 3BYUYAHUA KYJIbTYPHBIX KOIOB
3BYKOBOro JaHamadgTa, QOPMUAPOBAHNA MY3bIKAJIbHOTO CUH-
Takcuca u cuM(pOHMUYECKUX KOHIenmnuii. B manHHOM paxyp-
ce MHTepPeCHBbI MY3bIKAJbHBIE aJII03UU K 00pasy 3ByUYaHUSA
BOJBI — 3HAYUMOT'O CUMBOJIA JKU3HY B KapPTHUHE MUpPAa YeJoBe-
ka. CoHopucTHUUYeckas TKaHb 00JIafaeT 60raThLIMI PecypcaMu
IS CO3IAHMUA OTCHLIOK K JaHHOMY 00pasy, UTO MOYKET CTaTh
moJIeM [Jisl MCCJENOBaHUA (PEeHOMEHOJIOTUW TBOPUECKOTO
MBIIIJIEHUS IPY CO3AAHNY MY3bIKAJIbHOU KOMIIO3UITNN.

Ponb TemOpa Kak «obOpasa 3ByKa» B opraHmsamum 0as3o-
BOT'0 CHHTaKCHCA M XapaKTEePHOH AJIA COHOPHOI'O MaTepuasa
«I'PaMMAaTHUKU» MOYKET PACKPBLIBATHCA B CEMAHTUYECKUX ap-
KaxX M B KOMIIOBUTOPCKUX IIPpHEMaX OpraHu3anuu TeMOpo-
daKkTypbl MY3BIKAJIBLHOTO TEKCTa: «TeMOPOBBLIZ MOPQMUHT»
(Tparchopmalusa remOpodaKTyPHON e JUHUIILI B HOBBIN yY3HA-
BaeMbI 3BYKOBOII 9JIEMEHT); PACKPBITHE IIOTeHI[raJja pado-
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THI CO CTPYKTYPOHM «MaKPO-CIEeKTPa» U ee COOTHECEeHUEM CO
CJIYXOBBIM OITYINIEHUEM 3BYKOBOI €IMHUIILI; BOBHUKHOBEHUE
«UJLTI030pHOTO TeMbpa» (TepmuH B. IlpiTOBIUA) B pedyabTaTe
cTpoeHUA (haKTyPhI U cCHeIU(PUUECKON apTUK YA, CEMHUO-
TYecKas GyHKIIuA TeMOpa u ap.

O6pas 3ByuaHHWSA BOJABLI MOJKET BBICTYIIAThL KaK YHUBED-
caJbHBIM 3BYKOBOM CMMBOJI, HIOHATHBIN PEIIUNNEHTY MY3bI-
Ku. CBA3b ¢ JaHHBIM 00Pa30M YHUKAJbHO BKJIOUEHA B CUH-
Te3 «IOHUMaHUMN-UyBCTBOBAHUN-TIPOKUBAHUN» MYy3bIKaJIb-
HOT'O BBIPDAYKEHUA XYI0KEeCTBEHHBIX CMBICJIOB.

Anna Tikhomirova
(Ekaterinburg)

«The Sound Image of Water» as an Artistic Component
for the Phenomenon of Creation and Perception of Music:
Resources for Working with Timbre-Textural Thematic
Material in a Sonoristic Composition
(Analytical and Practical Aspects)

Working with timbre-textural elements in a sonoristic
composition can unfold at wvarious levels of creative
understanding of the “image of sound”: from psychoacoustic
effects, psychological associations, and reflections to the
semantics of the soundscape’s cultural codes, the formation
of musical syntax, and symphonic concepts. In this context,
musical allusions to the image of the sound of water — a
significant symbol of life in the human worldview — are
of interest. Sonoristic texture offers rich resources for
creating allusions to this image, which can become a field
for exploring the phenomenology of creative thinking in the
creation of a musical composition.

The role of timbre as a “sound image” in the organization
of basic syntax and the “grammar” characteristic of sonorous
material can be revealed in semantic arcs and in composer’s
techniques for organizing the timbre texture of a musical
text. Specifically: “timbre morphing” (the transformation
of a timbre-textural unit into a new, recognizable sound
element); unlocking the potential of working with the
structure of the “macro-spectrum” and its correlation with
the auditory sensation of a sound unit; the emergence of
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“illusory timbre” (V. Tsytovich’s term) as a result of the
structure of texture and specific articulation; the semiotic
function of timbre; and others.

The image of the sound of water can act as a universal
sound symbol, understandable to the recipient of music. The
connection with this image is uniquely integrated into the
synthesis of “understandings-feelings-experiences” of the
musical expression of artistic meanings.
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Hurkanopos Asekcasap
Bopucosuu,

Kandudam ucKyccmeogedeHu s,
cmapuwuil Hay4Hulil compyonHuK
ceKxmopa uHCcmpymenmogedeHus
Poccuiickozo uncmumyma
ucmopuu uckyccmae
(Canxm-IIemepoypz)

Xo:kaeHue 3a TPU MOPA HOBropoackoro rycasapa Caako
HMJIA YeThIPe MeCHN HHO3EeMHBIX TOCTei
B oepe H. A. Pumckoro-KopcakoBa
KaK o0pa3Has M CTPYKTYPHO-KaHPOBasd peaTn3aiius
BOJTHOUM CTMXUU

3HaueHre BOKAJLHOIO AUBEPTUCMEHTA WU HeDOOJIbIIIOro
IMeCeHHOTo IMUKJa u3 omepbl «CamgKo», CTaBIIIEr0 JOBOJILHO
OBICTPO IOMYJIAPHBIM B KOHIIEPTHOH IIPAKTHUKE IIE€BI[0OB-COJIN-
CTOB, BOBCE He CBOAUTCA K QYHKIINN BCTaBHOTO HoMepa. Ilec-
HU MHO3E€MHBIX T'OCTEH B X0/e CI0KeTa UeTBePTOM KapTUHEI U
BCeI OIIePhl OCYIIIECTBIAIT KPACOUHYIO IPE3eHTAI[UI0 JaJIb-
HUX CTpaH, B KOTOpPbIe HaMepeBaeTcsa oTmpaBuThbed Camko.
ITo cyTu, mecHM MHO3eMHBIX I'OCTEHl — 9TO U €CTh OIHMCAHUE
OyIyIIUX CTPAHCTBUM TIJIaBHOTO reposd. B omepe oHu ocra-
JIUCh «3a KagpoM», MBI HEe BULUM UX, HO, CIAeAYS IIMUUECKO-
My IIPUHIIUIY ITPOU3BEAeHNUA, Y3HAEM O HUX Uepe3 PaCCKAas3hl.
CayiiaTeab CTAHOBUTCSA OUEBUAIEM JUIIH CAMOTO UYAECHOTO
¥ TIOCJIeIHEro MyTeIlleCTBUA Ha JHO MOPCKOe B TepeM MopcKo-
ro Ilaps. O6passl Tpex MOPEH COBEPIIIEHHO PA3HBIX IO CBOUM
BOOHBIM CTHUXUAM U TaKHe JKe CAMOOBITHBIE II0 XapaKTepy u
Bepe JKUBYyIIHe Ha uX Oeperax JIOAU, HECOMHEHHO, 3aMHTe-
pecoBasin Cagxko. Byayum npupoKIeHHBIM MyTeIlleCTBeHHN’-
KOM, UCKaTeJeM IPUKJIIOUeHNH, HECMOTPS Ha MHOTHE IIPelo-
CTEpPEsKeHUA CO CTOPOHEI JIfo/ia HOBropockoro («Oit, u :KUByT
JKe TaM Bce pas6oiinnuku: Oif, camomy Cagky yOUTY OBITb...»
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nau «Oii, ga He e31U, TOCTh, HA Ty CTOPOHY <...> Oifi, moHa-
IpacHY He TePAH roJIoBEI...» ), OH HaBepHAKAa II00LIBAJ I B TEX,
U B IPYTUX KpasdgX X TaM IPOCTIABUJI CBOUMU HMEeCHAMM W TO-
Bapamu poxuoit HoBropoa. Kak B «Craske o mmape Canraue»,
paccKasbl 3aMOPCKUX KYIIIIOB — 3TO TPU Uyza, HO He Iepco-
HaXKW1, a TPU BOTHBIX CTUXUU: I'PO3HOE U CYPOBOE CeBepHoe,
0e3MATEKHOE TAaMHCTBEHHOE I0)KHOEe, POCKOIITHOEe YMUPOTBO-
paioie CpenuzeMHoe, a TouHee, Agpuatmnueckoe mope. B co-
OTBETCTBUH C SIINYECKON 1 CKA30UHOUN Tpagmumueil, myrelie-
CTBUE K HUM IIpeACcKa3biBaeTCA, a HaITpaBJIeHNe U IT0cJeI0Ba-
TeJIbHOCTH JOJI’KeH BBIOMPATh caM IJIaBHBIN repoii. BaskHo u
TO, UTO MMECHU 3aMOPCKUX I'OCTEN IMOIXBATHLIBAIOT HEKOTOPHIE
CMBICJIOBBIE MOTUBBI AYXOBHOTO CcTuXa O «['0yOMHOU KHU-
re», OTJeJIbHbIe KYIIJIEeThl M3 KOTOPOTO UCIOJHAIT KaJlUKU
mepexokre Ha IIPOTAKEeHUN IIOUTH BCEH IIePBOM ITOJIOBHUHBI
yeTBepTON KapTuHbl. HamomoOme OparomeHHBIX KaMHEI,
pasbpocaHHBIX Kak B 3eMJe (0 ueM moeT MHIEeHCKUHA T'OCTD),
TaK ¥ B BOJle, 9TU IIECHHU BILJIETAIOTCA B MaKPOCIOKET MyXOB-
HOTO cTUXa 0 MU(OJIOTTIeCKOM MUpPOycTpoticTBe. EAMHCTBO B
MHOT000pasuy HabJII0AAeTCa He TOJIBKO B CIOJKETHO-CUMBOJIN-
YeCcKOl KaHBe UeThIpeX IIeCeH, HO 1 B JKaHPOBOU OCHOBE U MY-
3BIKAJILHOM (popmMooOpasoBaHUU. [leTarbHOMY PaCKPBITHIO
ATUX 0COOEHHOCTEI TOCBAITAeTCA HAIIT TOKJIA.

Aleksander Nikanorov
(Saint Petersburg)

The Journey Across Three Seas by Sadko,
the Novgorod Guslar, or the Four Songs
of the Foreign Guests in N. A. Rimsky-Korsakov’s Opera
as a Figurative, Structural, and Generic Realization
of the Aquatic Element

The significance of the vocal divertissement, or the short
song cycle from the opera Sadko — which rapidly gained
popularity in solo concert performance — is by no means
limited to the function of an interpolated number. Within
the plot of the fourth scene and the opera as a whole, the
Songs of the Foreign Guests provide a vivid presentation
of the distant lands to which Sadko intends to travel. In
essence, these songs serve as a descriptive preview of the
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protagonist’s future wanderings. In the opera, these journeys
remain “off-stage”; we do not witness them directly but,
adhering to the work’s epic principle, learn of them through
narrative accounts. The listener becomes an eyewitness only
to the most miraculous and final journey to the seabed, to
the chambers of the Sea King. The imagery of the three seas,
each possessing a distinct aquatic character, and the equally
unique natures and faiths of the peoples inhabiting their
shores, undoubtedly captivated Sadko. As a natural traveler
and adventurer, despite numerous warnings from the
Novgorod folk (“Oh, brigands dwell there... Sadko himself
will be slain...” or “Oh, do not go to that side... Do not lose
your head in vain...”), he most likely visited each of these
regions, glorifying his native Novgorod through his songs
and wares. Much like the tales of the overseas merchants
in The Tale of Tsar Saltan, these narratives present “three
wonders” — not as characters, but as three distinct aquatic
elements: the formidable and harsh Northern Sea, the serene
and mysterious Southern Sea, and the opulent, tranquil
Mediterranean (specifically, the Adriatic). In accordance
with epic and fairy-tale traditions, the journey to these
realms is foretold, while the direction and sequence must
be chosen by the protagonist himself. Crucially, the songs
of the foreign guests echo certain semantic motifs of the
sacred verse (dukhovny stikh) regarding the Book of the
Dove (Golubinaya Kniga), stanzas of which are performed
by the wandering pilgrims (kaliki perekhozhiye) throughout
much of the first half of Scene Four. Like precious stones
scattered both in the earth (as sung by the Indian Guest)
and in the water, these songs are interwoven into the macro-
narrative of the sacred verse concerning the mythological
world order. This “unity in diversity” is observed not only
in the narrative and symbolic fabric of the four songs but
also in their generic foundations and musical morphology.
This report is dedicated to a detailed exploration of these
characteristics.

59



XacanmuH Azamar
Jdaauiaosuu,

Kandudam uckyccmeosedenus,
KOMNO3Umop, my3vlkoeeo,
dupuoicep, douenm Ypumcrozo
2ocydapcmeeHH020
UHCMUmMYma UcKyccmae
umeHu 3azupa Hcmazunosa,
ynen Cor03a KOMNO3UMOPOE
Poccuu u Bawukopmocmaua,
3acayxicennulil desmetv
uckyccme Pecnybauru
Bawxopmocman (Yga)

Ipusnun Momenumdopm
B my3bike Kapaxaiana lllTokxaysena
u punocodpusa @puapuxa llennunra:
cBeT «Beunoro Hacrosamero» u mémnslil cunmes

Dutocopusa llennmHara B KAKOM-TO CMBICJIE SIBJISIETCS 3a-
BepiieHueM IIpocBellienuns, BBICTYIUBINETro ¢ uaeeii «Caera
Pasyma». I[IporuBomiocTaBuUB naeio cgema — NPUHITUNY M-
Jycecmu, CTpeMAINIeMycA K IIEHTPAJIbHON TOUuKe (PaBHO KaK 1
BpeMs — IpocTpaHcTBY), lllennuHr yTBep:KIaeT TPUHITUI
«TEeMHOTO CHHTE3a» KaK TO, UTO HMCXOAUT 13 aOCOJIOTHOTO
(HaBcerza ocTaBasCh HETPAHCIIAPEHTHHIM, HEIPO3PAUHBIM
IJIs YeJIOBeUEeCKOr0o MO3HAHNIs). ITa €r0 MBICIL CTPOTO OPTO-
IOKcasibHA — <«AOCOJIOT BCe-TaKU HYyxcoaemcs B TBOPEHUU
1 TIOTOMY He c80000eH TI0 OTHOIIIeHnI0 K Hemy: oH Tor, KTo
MOXcem meopumo, a Modxem u He meopums Mup». MOKHO
TOBOPUTH O e COXPAHAIONIENCA aKTyaJIbHOCTU: TaK, C TOUKH
3peHUsI KBAaHTOBOI KOHIIEIITOJIOTUY BIIOJHE BO3MOYKHO CyIIle-
CTBOBaHIE OJHOBPEMEHHO B PasHBIX W Jaske IIPOTHUBOpPeUAa-
IUX IPYT APYTY COCTOSTHUAX. 37IeCh MbI BHOBB (B 0OUepemHoOi
pas mocJie JlefibHUIIA) BCTpeyaeMcs C TeMCTBUEM IPUHITUIIOB
8EpPOAMHOCMU U KOZePeHMHOCMU.

B mauvame XX B. B TBopuectBe [lebioccu, mo caoBaMm
K. IlroxkxayseHa, BuepBble BO3HUKAET IpuUHIUI MoMeHT-
dopwm (B 6amere «Urpei»). UMeHHO TaM peasinm3oBagach KOM-
mo3uTopckasa (popMa, COCTOAIIAA M3 IIOCTENOBAHUIN HEKUX
«Hacroamux», KOTOpbIe CTPYKTYPHO 3aMKHYThI, HO B IIJIaHe
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IIOCJIEIOBATEJIbHOCTH CBOMX «MHOXKECTB» PA3sOMKHYTHI: Mo-
MeHT()OPM MOJKET CYII[eCTBOBATH OJHOBPEMEHHO B PA3HBIX
¥ IPOTUBOPEYAIUX APYT APYrY COCTOAHUAX — 34 KAMKIBIM
W3 HUX MOJKET CJeIoBaTh (a MOKET U He CJIeI0BaTh) MOMEHT
HOoBOoro «Hacrosamiero». KorcrpykruBubie ugeu IllToxxay-
3eHa MOCTPOeHBI Ha mpopaborke «Hacrosmiero» — kKamkmoe
ero ouepeIHOe HAUaJIO eCTh TAKOe «aKTyaJbHOEe HeCOBEPIIIEH-
CTBO», KOTOPOE HYKHO IPEeoa0JIeTh (peaan3oBaTh ero IMOTeH-
U0 MeMHO20 CUHMe3a K peanusanum ceds KakK 4es0CmHo-
cmu) BBUY eT0 HeCcBOOOIbI, CBSIBAHHOM C HAUAJIOM ABUKEHU S
opmel (mmoyabcom). Tak, MomMeHThOPM OPOKAAET HEKOE
«IIPOCTPAHCTBO IIEPCIEKTUBEI», 00JIazaioniee HeoOPaATUMBIM
xapakTepoM (KaK 00JIacTb TOCTPOEHUA 8EPOAMHOCMHbLX 38Y-
Ko8bLX «00BeM0o8-npocmparncmay»): noo Hacrosiee gano mam
«KaK 0eCKOHEUHBIN 110 MOTEeHIIMAJIbHOCTH IIJIACT BO3MOYKHO-
CTU, KOTOPBIH AesaeT 6ecKoHeUHBIM He IIpormioe u me Byay-
mee, a HacrtosAlmlee BpeMs. OkoHuaTeJabHadA Ke cBoOoma ue-
JIOBEKAa BO3MOKHA TOJIBKO Uepe3 IMOHUMaHue 0eCKOHEUHOCTH
Hacrosamiero».

Azamat Khasanshin

(Ufa)

The Momentform Principle
in the Music of Karlheinz Stockhausen
and the Philosophy of Friedrich Schelling:
the Light of the “Eternal Present” and the Dark Synthesis

Schelling’s philosophy, in a certain sense, represents
the culmination of the Enlightenment, which advanced
the idea of the “Light of Reason.” Contrasting the idea of
light with the principle of gravity, which tends toward a
central point (just as time tends toward space), Schelling
asserts the principle of “dark synthesis” as that which
proceeds from the absolute (while forever remaining non-
transparent, opaque to human cognition). This idea of his
is strictly orthodox: “The Absolute nevertheless requires
creation and is therefore not free in relation to it: He is
the One who can create, or who may not create, the world.”
One can speak of its continuing relevance: thus, from the
perspective of quantum conceptology, it is entirely possible
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to exist simultaneously in different and even contradictory
states. Here we again (once again after Leibniz) encounter
the principles of probability and coherence.

According to K. Stockhausen, the principle of
Momentform first emerged in the work of Debussy in the
early 20th century (in the ballet “Jeux”). It was there that
a compositional form was realized consisting of successions
of certain “Presents” that are structurally closed, but
open in terms of the sequence of their “sets”: Momentform
can exist simultaneously in different and contradictory
states — each of them may or may not be followed by the next
moment of a new “Present.” Stockhausen’s constructive
ideas are built on the elaboration of the “Present” — each
of its successive beginnings is an “actual imperfection” that
must be overcome (to realize its potential for dark synthesis
toward self-realization as a whole) due to its unfreedom,
linked to the beginning of form’s movement (impulse). Thus,
Momentform generates a certain “space of perspective”
possessing an irreversible character (as a domain for
constructing probabilistic sonic “volume-spaces”): for the
Present is given to us “as an infinite layer of possibility,
which makes infinite not the Past or the Future, but the
present time. The ultimate freedom of man is possible only
through understanding the infinity of the Present.”
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Jlunsp I13a1310HB,
acnupanm cexmopa
UHCmMpymenmogedenus
Poccuiickozo uncmumyma
ucmopuu ucKycemae
(HayurbLil pyrosodumenv —
O. B. Koieanosa )
(IIlanvmoy, Kumaiickas
Hapoonas Pecnyoauka )

O6pas Boasl B oniepe b Iluna «Banxmaga o kanajue»
(HaumonanbsHbrii Teatp Kuras
«iKemuy:xuna Ha Bome», 2012)

Hoxyanm mocBdAmleH cmocobaM pelrpe3eHTAnuu oOpasa
BoabI B oiepe komnosuTopa Uubs HHuna «Bannaga o kanasie»,
noctaBaenHoil B Hanmuonansuom Teatpe Kurasa «iHKemuy:xu-
Ha Ha Bojae» B 2012 r. CroixeT mpouaBeleHUsT pa3BopauunBa-
eTcsa BOKpyr Bemukoro kanana Ilekua—XaH4:K0y, KOTOPBIT
BBICTYIIa€T HEe TOJIBKO MECTOM }leﬁCTBI/IH, HO 1 O0JHUM 13 KJIIO-
YeBLIX JpaMaTypruiyecKkux oopasos. PaccmaTpuBaioTcsa mIpo-
SIBJIEHUS BOJHOII 00Pa3HOCTU B CUCTEME IMePCOHAXKEH, MY3bI-
KaJIbHOM ApaMaTyprum u ciieHorpaduu cuexrtaxis. Ocoboe
BHUMaHNE yraeasercs Xopy «JlyXoB peKwu», 3BydalleMmy Ha
MIPOTSKEHUN BCEro IIpomu3BeleHuA U (DOPMUPYIOIEMY 00pas
Benukoro kaHajsa Kak OIyIIIEeBJIEHHOTO CyIllecTBa. AHAJIN3M-
pyOTCAa MY3BIKaJbHBIE, CIleHOTpaduyuecKme W BU3YyaJbHBIE
cpelicTBa BOILJIOINEHUS BOJABI, BKJIOUASA ITPOCTPAHCTBEHHYIO
OpraHuU3aIuio CIeHbl, CBEeTOBble 3(h(PeKTHI M XOPOBYIO Apa-
marypruio. Ilo mepe pasBUTHA AEHCTBUSA CEMaHTHUKA BOJBI
TIOCTOSHHO MEHSEeTCS: B CIleHaX COBMECTHOTO ITyTeIeCTBUS
Ily#t Xyunaab u [{uns Csomsua Kawman cranoBuTca mpo-
CTPAHCTBOM 3apOsKJIeHUs JI00BI; B SIM30JaX C OypIaxaMu
BOJla ITpuoOpeTaeT 3HAUEHUE UYeJIOBEUECKOT0 CTPaJaHUd 1 T-
JKeCTHU CyAbObI; B KYJIbMUHAIIMOHHBIX CIIeHAX OHA IIpeBpailla-
eTcA B 00pas OIlacHOM CTUXWU, CBA3AHHOMN C MOTUBAMU *KU3HUI
U cMepTHu. B 3aKJIioueHme gejaeTcsa BLIBOJ O TOM, UTO BOJa B
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oIepe BBITIOJHSAET (PYHKIIUIO CKBO3HOTO CHMBOJHUUYECKOTO U
IpaMaTypruueckoro sjJeMeHTa, 00beJUHAIONIEeT0 CIOMKeT, MY-
3BIKAJILHYIO CTPYKTYPY U BU3YaJIbHOE PEIleHe CIIEKTaKIA.

Lin JiaJun
(Shantou, People’s Republic of China)

The Imagery of Water in Yin Qing’s Opera
The Canal Ballad
(National Centre for the Performing Arts, 2012)

This report examines the modes of representation of
waterimagery in the opera The Canal Ballad by composer Yin
Qing, premiered at the National Centre for the Performing
Arts (the “Giant Egg”) in Beijing in 2012. The narrative
centers on the Grand Canal (Beijing—Hangzhou), which
serves not only as the primary setting but also as a pivotal
dramatic motif. The study explores the manifestations
of water-related symbolism within the character system,
musical dramaturgy, and scenography of the production.
Particular attention is given to the “River Spirits” chorus,
which resonates throughout the work and portrays the Grand
Canal as an ensouled, sentient entity. The analysis further
investigates the musical, scenographic, and visual means
of embodying water, including the spatial organization of
the stage, lighting effects, and choral dramaturgy. As the
action unfolds, the semantics of water undergo continuous
transformation: in the scenes depicting the journey of Shui
Honglian and Qin Xiaosheng, the Canal emerges as a locus
for the genesis of love; in the episodes featuring the boat
trackers (burlaki), the water becomes a metaphor for human
suffering and the burden of destiny; in the climactic scenes,
it evolves into an image of a perilous element intertwined
with the motifs of life and death. The report concludes that
water in the opera functions as a leit-motif — a symbolic
and dramatic element that unifies the narrative, musical
structure, and visual aesthetics of the production.
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JlaBpyxuH

Anexcanap AlrekcaHIpOBUY,
acnupanm ceKmopa MYy3vlKu
Poccuiickozo uncmumyma
UCmopuu uckyccmae
(HayuHbLi pyKoBOOUMeENb —
I'. B. Kosanesckuil ),
MY3bLKANLbHBLI KDUMUK,
npenodasameJv
Mmazucmepcroil npozpammol
«My3svikaavras KpumuKa»
Canxm-Ilemepbypzcrozo
zocydapcmeenHoz0 yHu8epcumema,
snexmop (Canxkm-Ilemepbype)

ITomuronsl Inuca Kcenakuca: K Bonpocy (popmMbI

ITomuTombl — 0COOBIA THI CBETO-apPXUTEKTYPHO-
MY3bIKaJbHBIX UHCTAJIAN NI, pa3paboTaHHBIN IpeKo-(ppaH-
my3ckuM KommosutTopoMm SArmcom Kcemakmcom. Boabimh-
CTBO 9TUX aMOUIIMO3HBIX ITPOEKTOB OBIJIO He TOJbKO KOHIIeII-
TyaJu3upPOBAHO B TEOPHM, HO U BOILJIOIIEHO Ha MPaKTHKe.
Kcenakuc BmoxHoBasAJCcA KyabTypamu [lpeBueit I'penuu u
Hpana, MaTeMaTUYeCKUMU KOHIIEMIITUAMU U 3aKOHAMU, IIepe-
IOBBIMU TE€XHOJIOTUYECKUMU AOCTUKeHuAMU. [Ipu cosganuu
MMOJIUTOIOB MCIIOJIF30BAJIOCh CAMOe COBpeMeHHOoe 000pyaoBa-
Hue B cdepe MyJbTUMEINa, 3BYKO3aIllUCH U CAYHI-UHKUHU-
PUHTAa BTOPO# MOJIOBUHBI XX BeKa.

Hna Kcenakmuca, Kak-TO CPaBHUBIIIETO IIPOIIECC COUUHE-
HUSA MY3bIKHU C yIIPAaBJIeHUEM KOCMUUYECKUM KopabJeMm, myTe-
IIIECTBYIOIIIUM II0 3BYKOBOMY KOCMOCY CKBO3b COHOPHBIE CO-
3Be3AUA U FaJaKTUKU, CO3JaHUe IIOJUTOIIOB ObLIO OMHUM U3
CHUMBOJIOB BCTYILJIEHUS UYeJIOBEUeCTBa B HOBYIO 9Py (HAIIpas-
JIeHWe MBICJIN, XapaKTepHoe AJs MHOTHX AesdTejeil mcKyc-
ctBa B 1970-x). Cam TepMuH 00pas3oBaH OT ABYX I'PEUECKUX
cj0B — polys (MHOT0, 00JbIIIOE KOJNUYECTBO) 1 topos (mecTo,
IIPOCTPAHCTBO, TEPPUTOPUA) — U CUMBOJUBUPYET ULEI0 IIe-
JIOTO, COCTOSAIIEr0 13 HeCKOJIbKNX COCTABHBIX UaCTe.

Harra sagauya — BBIABUTDH, YeM KOHIIENITYaJbHO OTJIUA-
JOTCA MOJUTONBI OT MYJbTUMEIUNHBIX MWHCTAJIAIUNA COBpe-
MEHHUKOB U IPeAIeCTBeHHNKOB KceHaKuca, KaK KOMIIO3H-
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TOp OPMYJIUPOBAJ MUCCHUIO CBOETO aMOUITMO3HOTO IIPOEKTa,
¥ IOJIYYMJIOCH JIW Y HETO ee BOILJIOTUTL. B Xome mokaaga oyayT
aHAJM3UPOBATHCA ACCE CAMOT0 KOMIIO3UTOPA, MOCBAINEHHBIE
MMOJINTOIIaM, HaOPOCKHU MIapTUTYP, APXUTEKTYPHBIE UePTEXKH,
a TaKJKe COXPaHUBIINEC BUE0- U ayINO3aINCH.

Aleksandr Lavrukhin
(Saint Petersburg)

Iannis Xenakis’s Polytopes: On the Question of Form

Polytopes represent a distinctive genre of light-
architectural-musical installations developed by the
Greek-French composer Iannis Xenakis. The majority of
these ambitious projects were not only conceptualized
theoretically but also implemented in practice. Xenakis
drew inspiration from the cultures of Ancient Greece and
Iran, mathematical concepts and laws, and cutting-edge
technological advancements. The creation of these polytopes
utilized the most sophisticated multimedia, recording, and
sound engineering equipment available in the second half of
the 20th century.

For Xenakis—whooncelikened the processof composition
to navigating a cosmic vessel sailing in the space of sound,
across sonic constellations and galaxies — the development
of polytopes symbolized humanity’s advancement into a new
era (a conceptual framework characteristic of many avant-
garde artists in the 1970s). The term itself is derived from
two Greek words: polys (many/multitude) and topos (place/
space/territory), embodying the idea of a unified whole
comprised of multiple constituent parts.

This study aims to identify the conceptual distinctions
between Xenakis’spolytopesand themultimediainstallations
of his contemporaries and predecessors. It further examines
how the composer articulated the mission of his ambitious
project and evaluates the extent of its practical fulfillment.
The analysis draws upon Xenakis’s own essays on polytopes,
score sketches, architectural blueprints, and extant video
and audio recordings.
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Bounosa Mapuhna
BaanucaaBoBHa,

KOMNO3Uumop, mMy3vLkosed,
opzanHucmra, kandudam
uckyccmeogedeHus, 0ouenm

| Kagedpsvl. meopuu MY3viKU
HAYYHO-KOMNO3IUMOPCKO20
parxyrvmema Mockosckoil
zocydapcmaeernHtoil
KOHCep8amopuu umeHu

. I1. U. 9aiikosckozo, douenm
Kageopsl KYJLbmypoaozul
Mockosckozo zocydapcmeeHH020
YyHuUsepcumema KyJibmypul,
ynen Corosa komnosumopos PO
(Mocksa)

3BYK U CBeT KaK Haesd OPraHHON KOMIIO3UIIUHN
(ua npumepe nbechl «CBeTIOE U TEMHOE»
Coduu I'y6aiimyamnHoii)

B mokaanme paccMmoTpeH (peHOMEH OPraHHON KOMIIO3UIINH,
OCHOBAHHOI Ha uaee (paKTypHOTO W TeMOPO-IMHAMUUECKOTO
KoHTpacta. Ha mpumepe nbecbl «CBeTJjioOe M TEMHOE» BBIIA-
forrerocs Kommosutopa XX croserua Copuu ['ydbaiinynumoit
IIPOCJIEKMBAETCSA KOHIIETIU COIIOCTABJIEHNA OPTaHHON (PaK-
Typbl, TEMOPOB M APYTUX BLIPABUTEJNBLHBIX CPEACTB, MTEeMOH-
cTpupyomnux guiaocodpckue naem Kommnosutropa. Ilo ciioBam
T'ybaitigynunoii, «MeTadopaMu CBETJIOTO U TEMHOTO SIBJIAIOT-
€S TOJIBKO 3BYKOBBIE KPACKU U PETHUCTP» .

IIpoTuBoCcTOSTHME cBeTa W ThbMBI — OJHA M3 KJIIOUEBBIX
TeM B TBopuecTBe ['yOaiimynmuoii. KommosuTop roBopuia:
«B Hare BpemMsa MBI He MOKeM 000OHUTHCH 0e3 cuJIbHeHIe-
ro KOHTpacTa, 6e3 CUJILHEHNINero IpPOTHUBOIOCTABIEHUSI —
OT CBETJIOTO K TEMHOMY, OT IbABOJBCKOTO K OOYKECTBEHHOMY .
Taxoii KOHTpacT BHYTPU Hac caMUX, Mbl BBIHYKJEHBI IIpe-
0II0JIEBATDH €r0, 9TO Hallla aKTyaJbHOCTh. [la, B JKUBHU €CTh
U ILIIOC, U MUHYC, CYIIIeCTBYeT HeraTWBHOE U IIO3UTHUBHOE,
TeMHOEe U CBETJI0e, HO MEeXJY HUMHU TOJKHO OLITH HAWIEeHO
0JslarocTHOE paBHOBeCHUE, MOJYKHA MOABUTHCA HMOABUIKHOCTD,
IOJIXKHO BOBHMKHYTH CTPEMJIEHUE K CBETY, KOTOPOe JaeT aK-
TUBHOCTD, X B TO K€ BPeMs YBEPEHHOCTh 1 TOCTOSIHCTBO» .
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Marina Voinova
(Moscow)

Sound and Light as the Idea of an Organ Composition,
Exemplified by the Piece “Light and Dark”
by Sophia Gubaidulina

This paper examines the phenomenon of an organ
composition grounded in the idea of textural and
timbral-dynamic contrast. Using the piece Light and Dark
by the outstanding twentieth-century composer Sofia
Gubaidulina as a case study, the article traces a concept of
juxtaposing organ textures, timbres, and other expressive
means that articulate the composer’s philosophical ideas. In
Gubaidulina’s words, “the metaphors of light and darkness
are only sonic colors and register.”

The opposition of light and darkness is one of the key
themes in Gubaidulina’s oeuvre. The composer stated:
“In our time we cannot do without the strongest contrast,
without the strongest opposition—from light to dark,
from the diabolical to the divine. Such a contrast exists
within ourselves; we are compelled to overcome it—this is
our urgency. Yes, in life there is both plus and minus; the
negative and the positive, the dark and the light exist, but
an equilibrium must be found between them; mobility must
appear; there must arise a striving toward light, which gives
activity and at the same time confidence and constancy.”
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OBcsaHENMHA

T'anuna IlerpoBHa,
MYy3vLtk08ed, 00Kmop
ucKyccmeogedeHu s,
npogeccop Kagedpwvt

| MY3bLKAALHOZ0
60CNUMAHUA U
00pa3068aHus
Hucmumyma mysvlku,
! meampa u xopeozpagpuu
. Poccuiickozo
zocydapcmeeHH020
nedazozuieckozo
YyHusepcumema umeHu
A. H.T'epuena, uaen
Coro3a Komno3umopos
P®D, 3acayrcennolit
desamenvb HAYKU

u 06pa3o8aHus
(Canxm-IIemepoypz)

CeMaHTHKA MPUPOTHBIX CTHXUI
B «JlanTe»-cumponusax Bopuca Tunenko

B maru «anTte-cumpormaAx» TUITEHKO 3HAUUTEIBHBIHN
ILJIACT MYS3BIKAJIBHOTO COAEP:KaHUS CBA3AH C IPUPOAHLIMU
CTUXUAMU: 3eMJell, 02HeM, 6030Yxom, 80001L.

IIpumopuTreTHO#N ABIAETCA CTUXUA OTHA, KOoTOpada (hopMu-
pyeT MHOTHMe KyJIbMUHAIIUKU. B HUX eCTh N300pa3uTeIbHOCTD,
PacKpPbHIBAETCA CMBICT OTHA — HECMOKOU KapbL ¥ OLUULEHUSA
Jywiu, ee UCNbLLMAHUA TIEPe]i TOPHUM BOCXOXKIeHUEM. B cum-
bormnu Ne 4 nonvixaem nacmoawuil noxap. PparMeHT BKIIIO-
YaeT BeChb CIEKTP KJIACCUUYECKOM «OTrHEeHHOW» CeMAaHTHuKU,
oOoralleHHbIA aBAHTAPAHBIMU HpueMaMu nucbMma. Camblit
MacHITa0HbIIT OTHEHHBIN 00pa3 CBA3aH ¢ OTHEM BoKecTBeH-
HBIM — KOCMUYECKU 00JINK CBEPKAIOIIeT0 UMIIEPCKOTO OpJia
B cuM@oHuu N2 5 BOCCO3/JaH KJIACTEPHOUN TEXHUKOI BCETO OP-
KecTpa.

Koumenrpamueii CceMAHTHKHN OCTAJbHBIX IIPUPOIHBIX
CTUXUHU ABJIAETCS MepBhIi pasaena «Ilante-cum@pouum» Ne 3.
B crene cempbMoro Kpyra — BapHaIMOHHON KOMIIO3UIINH,
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CO BTOPOIi BapHaluy HAUMHAIOT IJIaBeHCTBOBATh «0MCEPHBIE »
maccasku, XxapaKTepHbIe I CeMAHMUKU 600blL, BOCIIPOU3BO-
Is1 OyPHBIHA IIOTOK aACKUX peK. B Bapuamuu, BOILJIOIIAIOIIEH
KapTUHY BOJOIAa, HU3BEPralmIIierocs Ha JUXONMIIEB, COJII-
PYIOT Tpu TpoMOOHA B COUETAHNI C KOHTPOJIUPYEMOI ajleaTo-
PHUKOM 1 TpeMOJIO CTPYHHOU rpynnsl. B pasaese, pucymoiieMm
noJieT Ha 'eprioHe, Izie r1aBeHCTBYeT cemMaHMuUKa 6030yxa 1
moJieTa, BeIyIIyIO POJIb UTPaeT NHCTPYMEHTOBKA: CTPYHHBIE,
B COUETAHUU C BETPOAYEM 1 CHHTE3aTOPOM.

B «[JanTe-cuM(MOHUAX » N3BECTHBIE CEMAHTHUUYECKIE CPel-
CTBa YaCTO TPaKTYIOTCS IMO-HOBOMY. Biaromaps ImcuxoJioru-
YeCKOM yCcTaHOBKE, KOTOPYIO aeT KJIaccuueckasd CeMaHTUKA,
oHa oborairaeTcs aBaHTapAHBIMU IIPHeMaMi U HOBBIMU TeMO-
pamu.

Galina Ovsyankina
(Saint Petersburg)

The Semantics of Natural Elements
in Boris Tishchenko’s Dante Symphonies

In Boris Tishchenko’s cycle of five Dante Symphonies,
a significant stratum of the musical content is inextricably
linked to the natural elements: earth, fire, air, and water.

The element of fire occupies a primary position, shaping
many of the symphonies’ climaxes. These sections employ
vivid musical mimesis to reveal the dual nature of fire: as a
mechanism of ruthless punishment and as ameans of spiritual
purification and trial preceding the celestial ascent. In
Symphony No. 4, the music depicts a veritable conflagration;
this fragment encompasses the full spectrum of classical
“fiery” semantics, enriched by avant-garde compositional
techniques. The most monumental manifestation of fire is
associated with the Divine — the cosmic image of the radiant
Imperial Eagle in Symphony No. 5 is reconstructed using a
cluster technique across the entire orchestra.

Theconcentrationof semanticsrelatedtotheothernatural
elements is found in the first section of Dante Symphony
No. 3. In the scene of the Seventh Circle — a variational
composition — the “beaded” (pearlescent) passages typical
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of water semantics begin to predominate from the second
variation onwards, recreating the turbulent flow of infernal
rivers. In the variation depicting the waterfall plunging
upon the usurers, three solo trombones are combined with
controlled aleatoricism and string tremolos. In the section
portraying the flight on Geryon, dominated by the semantics
of air and flight, the orchestration plays a decisive role,
featuring strings in conjunction with a wind machine
(aeoliphone) and a synthesizer.

In the Dante Symphonies, established semantic devices
are frequently reinterpreted. By leveraging the psychological
framework provided by classical semantics, the composer
enriches the musical language with avant-garde techniques
and innovative timbres.
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Masuxua Muxauna HukomnaeBuu,
uckyccmaeoged, acnupanm
cexmopa my3viku Poccuilckozo
UHCMUmMyma ucmopuu UCKyccmae
(nHayuHvLil pyrosodumenb —
A.JI. ITopgupvesa )
(Canxm-IIemepoypz)

Ceer, 3BYK M «MUCTEPHUA»:
onbIT 3ByKOBOTO nnepdomanca «IIpexcumponusa»

«Mucrepus» 0CTAeTCs CIOMKETOM, K KOTOPOMY IIOCTOSHHO
BosBpaiaerca rearp. OgHa U3 IIaBHBIX CTPATEIUIl ee JOCTH-
JKeHUS — CUHTEe3 UCKYCCTB, I'Jle OOJIBIIYIO POJIb UIPAIOT CO-
BPEMEHHbIE TEXHOJIOIMH CII€HBI M BAXKHOE MECTO OTBOJUTCS
CBE€TO3BYKOBOMY 3JIEMEHTY, HO IIOJO0HBIN IIOXO0M] CTABUT IO
BOIIPOC CAaMy BO3MOYKHOCTh HOBU3HBI MICTEPHUAIBHOTO.

ITokasaTesieH B 9TOM OTHOIIIEHUN 3BYKOBOI mepopMaHC
«IIpencumdonusa» mo mosme Auxapes Besoro (pemxuccep —
fApocnas Moposos, kommosuTop — Waba SymphoCat), mpe-
Mbepa KOTOPOTo cocTosiack Ha HoBoil ciieHe AJleKCaHIPUH-
cxoro Teatrpa 12 mapra 2025 roga. 3ByK OKa3bIBaeTCs I[E€HT-
PaJILHBIM 3JIEMEHTOM, CYILECTBYSI HA IBYX YPOBHAX: (PHU3UO-
JIOTUUECKOM (peub aKTepa) U 5JeKTPOHHOM (9MOMEeHT-KOMIIO-
3unusd, 3ByK Mukpodona). CeeroBrie a(h(heKThl, HAXOIACH B
IMOAUYMHEHHOM 3BYKY MOJIOMKEHUHN, TAKKE OLYTUMO BJIAAIOT
Ha BocmpusaTue. Bece cpezcrsa padoTaioT Ha cosmanme dhdeK-
Ta OCTPAHEHU, I'MIIePPEeATUCTUUECKON YCIOBHOCTH, BAXKHO
IJIsT MuCTeprur. Bo3sHUKAIOIasI CeHCOpHAsI IIeperpy3Ka 3aTop-
MaKHBAeT PAIlIOHAJIBHOE BOCIIPUSTIE U JOJIMKHA IIPOBOIIHPO-
BATh COCTOSAHIE, 0JIM3K0E K MICTEPHUAJILHOMY EePEeKUBAHUIO.

Pesxuccep BOCIPOU3BOAUT MOMENb MUCTEPUATIBHOTO, OJ-
HaKO TaKoe BOCIIPOM3BOACTBO ABOMCTBEHHO: MUCTEPUAJIbHBIN
THUII BO3JECTBUSA aKTyaJIU3UPYETCSA, HO caMa CTPYKTYpPa MU-
CTEPHUU OKA3BLIBAETCS «HUCTOPUUYECKUM apTe(d)aKTOM», HE BbI-
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3bIBAs OXKHUIAeMOTO mHepe:KmBaHUdA. TakuM 00pasoM IIOHU-
MaHNEe MUCTEPUAJIbHOTO TPebyeT IIePeOoCMBICIEHUS: UTOOBI
CTaTh AKTYAJbHBIM XYIOKECTBEHHBIM OIIBITOM, OHO JOJIYKHO
OTKa3aThCA OT ITPOCTOTO ITUTUPOBAHMSA I'OTOBBLIX (DOPM.

Mikhail Mazikhin
(Saint Petersburg)

Light, Sound, and “Mystery”:
The Case of the Pre-Symphony Sonic Performance

The concept of “Mystery” remains a recurring theme to
which contemporary theatre continually returns. One of
the primary strategies for its attainment is the synthesis of
arts, in which modern stage technologies play a significant
role and the light-sound element occupies a central position.
However, such an approach challenges the very possibility of
novelty within the “mysterial” domain.

In this regard, the sonic performance Pre-Symphony
(Predsimfoniya), based on the poem by Andrei Bely (directed
by Yaroslav Morozov; composer, Ilya SymphoCat), is
particularly illustrative. Premiering at the New Stage of the
Alexandrinsky Theatre on March 12, 2025, the production
positions sound as its core element, operating on two distinct
levels: the physiological (actor’s speech) and the electronic
(ambient compositions and microphone-processed sound).
Light effects, while subordinated to the sonic landscape,
tangibly influence the spectator’s perception. These means
collectively aim to achieve a “defamiliarization” effect
(ostranenie) and a sense of hyper-realistic conventionality,
both of which are essential to the nature of a Mystery. The
resulting sensory overload inhibits rational perception,
intended to provoke a state akin to a mysterial experience.

The director reproduces a model of the mysterial;
however, this reproduction is inherently dualistic: while
the mysterial mode of impact is actualized, the structure
of the Mystery itself remains a “historical artifact,” failing
to elicit the anticipated spiritual resonance. Consequently,
the understanding of the mysterial requires revaluation: to
become a relevant artistic experience, it must move beyond
the mere citation of established forms.
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Ilexpuna

Oasra MuxaiijioBHa,
KYJLbmypoaoz,
npenodasamenvHULA Kapedpsl
COUUOKYAbMYPHBLX NPAKMUK U
KOMMYHUKAUUL PaKydbmema
kyavmypoaozuu PI'TY,
HayiHasa compyonuya YuebHo-
HAYLHO20 UeHMPa 6U3YANLbHbLX
uccaedosanuii Cpednesexosovs
u Hoeozo epemenu PI'TY,
coocrogameavruya AHO
I[enmp «3opun-Apm»
(Mocksa)

Cret Kak MmeguyMm
B TBopuecTBe Mapu dnuzader Xaok-I'puHBOIT

Joxan IOCBAINEH OCMBICJIEHWIO CBETa KaK CaMOCTOS-
TEJIbHOTO XYIOKECTBEHHOTO MeJuyMa B TBOPUYECTBE aMepU’-
KaHCKOH XYIOKHUIILI U 1300peTaTeJbHUILI Mapu dausader
Xonnaok-I'puaBoar (1871-1951), paGoraBimeii Hag Teopu-
el nckyccrBa cBera «Hyparap». Ha ocHOBe TeopermuecKux
TEKCTOB CBETOXY/OKHUIIBI 1 aHAJM3a 3alIaTeHTOBAHHBIX €10
TEXHUYECKUX YCTPOWCTB PEKOHCTPYUPYETCA IIOHUMAaHUe
cuenu(UKU CBETOBOTO MeAWyMa W €T0 BO3IAeHCTBUA HA 3PU-
Teasa. Ocoboe BHUMaHUE yIOeJsIeTCa TOMY, KaK B IIPaAKTHKE
«Hyparap» coeguHsAI0OTCA MHIKEHEPHBIE PEIIeHNA U XYI0Ke-
CTBEeHHBIE 3a/laUl, a AJIEKTPUUECKHUI CBET OCMBICISAETCA KaK
MeIUyM, CIIOCOOHBIN CTPYKTYPUPOBATH IPOCTPAHCTBO, BpeMs
u a)(peKTUBHBINA ONBIT BOCIIPUATUA.

HecmoTpsa Ha 3HAUNTEIBHBIA BKJIaI B PA3BUTHE CBETOBOI'O
HCKYyCCTBAa, (hurypa XaJjaoK-I'puHBOJT OCTaeTcA HeJOCTATOU-
HO M3yUYeHHOM, 0COOEHHO B PYCCKOSA3BIUHONM aKageMUUeCKOHR
cpene. Jlokyaa mpeAcTaBiasAeT TEOPUIO UM IPAKTUKY CBETOXY-
ITOKHUIIBI, YTOUHSAS €e MeCTO B ICTOPUY MeIna 1 BU3YaJIbHO
KYJbType.
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Olga Shchedrina
(Moscow)

Light as a Medium in the Work
of Mary Elizabeth Hallock-Greenewalt

This paper examines the conceptualization of light as an
autonomous artistic medium in the work of the American
artist and inventor Mary Elizabeth Hallock-Greenewalt
(1871-1951), who developed the theory of the art of light
known as “Nourathar.” Drawing on the artist’s theoretical
writings and an analysis of her patented technical devices,
the study reconstructs her understanding of the specific
properties of the light medium and its effects on the viewer.
Particular attention is given to the ways in which, within
the practice of “Nourathar,” engineering solutions intersect
with artistic concerns, and electric light is theorized as a
medium capable of structuring space, time, and the affective
experience of perception.

Despite her significant contribution to the development of
light-based art, Hallock-Greenewalt remains insufficiently
studied, particularly within the Russian-language academic
context. The paper introduces her theoretical and practical
work, clarifying her position within the history of media and
visual culture.
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IMMapudgyanrnna
Bacuauca
AnekcanmpoBHa,
uckyccmaeoseo,
cmydenmra 6Mmopozo
Kypca mazucmpamypbl
IlTkoavwt uckycemea

U KYJbmypHoz0
Hacaedus Eeponeiickozo
ynugepcumema 6 Cankm-
Ilemepoypeze

3akoH 3ByKa B 1[BeTe U hopme:
0 MeTOoAAaX HCCIeTOBAHMSI U TBOPYECTBA
«OpraHuYecKoi» mKoJsl 1920-x romos

B nmoximame paccmarpuBarorcsa uaeu M. B. Maromwuaa n
e€Tr0 YUEeHUKOB O B3aMMOJENCTBUU BUAUMOTO W CJILIIIIIMOTO.
B ocHoBe amasin3a — apXWBHBIE JOKYMEHTHI O AeATEIbHOCTHI
«OPraHUYecKOoH» KO0l B CBOOOAHBIX TOCYTapCTBEHHBIX XY-
ITOKEeCTBEHHBIX MAacTepPCKUX, ['ocyJapCTBEHHOM WHCTHUTYTE
XYIOMKECTBEHHOU KyJabTypbl U I'ocymapcTBEHHOM WHCTHUTY-
Te UCTOPUU MCKYCCTB, a TaKiKe JUUHBIe 3amucu MarioirmmHa
u ero yueHnkoB 1920-x rogos. C ogHOM CTOPOHLI, BHUMAaHNIE
o0palleHo K uaeaM XyIOKHIUKOB O CBA3U IITyMa, 3ByKa, cBe-
Ta W IIBeTa KaK MePBUYHBIX SBJIEHUN (PHU3WUIECKOTO MHpA.
IIpegnpuHsaTa DONBITKA PEKOHCTPYKIIMM HNX IIPOSBJICHUI B
MpaKTUKe BU3yaJn3allii 3BYKa U BKJIIOUEHUA aKyCTUUECKO-
ro (pakTOpa B XyAOKECTBEHHLIN nmporecc. Peanusanusa nuei,
oTpasuBIIascs, B YACTHOCTH, B JHeBHUKe M. B. 9uzep, pac-
CMOTpeHa B KOHTEeKCTe 00Ileil MOTUBUPOBKY BeldeHUSA THEB-
HUKA ¥ MUPOBO33peHUs Xymo:KHUIbI. C APYroil CTOPOHHI,
aKIIeHT B JOKJAaJe IIOCTABJIEH Ha CTPYKTYpe SKCIIEPUMEHTOB
«OPraHUYECKOT0» OTZeJia B MCCJIETOBATEIbCKUX YUPEKIeH-
sX. BRIABUHYTO IIPEAIIOI0KEHNEe O BOBMOYKHBIX UCTOUHUKAX
MEeTOJIOJIOTUY UCCIAeTOBAHNA U UX UHTepIpeTanuu. B 3akio-
yeHNe IIPUBEJEHLI BBIBOALI, CAeJaHHBIE MHPEACTABUTEIAMU
«OPraHUYecKoii» IIKOJbI, O B3aMMHOM BJIHAHHNN 3BYKa Ha
1BeT u 00 O0IUX 3aKOHAX IeHe3uca 3BYKOBOU U BU3YaJIbHOMN
TapMOHUMH.
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Vasilisa Sharifullina
(Saint Petersburg)

The Law of Sound in Color and Form:
about the Methods of Research and Creativity
of the «Organic» School of the 1920s

The report examines the ideas of M. V. Matyushin’s
school concerning the interaction of the visible and the
audible. The analysis is based on archival documents on
the activities of the «organic» school in the Free State Art
Workshops, the State Institute of Artistic Culture and the
State Institute for the History of Arts, as well as personal
records of Matyushin and his students of the 1920s. On
the one hand, attention is drawn to the artists’ ideas about
the connection of noise, sound, light and color as primary
phenomena of the physical world. An attempt has been made
to reconstruct their manifestations in the practice of sound
visualization and the inclusion of the acoustic factor in the
artistic process. The implementation of these ideas, reflected
in particular in the diary of M. V. Ender, is examined in the
context of the general motivation for diary-keeping and the
artist’s worldview. On the other hand, the report focuses
on the experimental structure of the «organic» department
in research institutions. An assumption is made about
possible sources of the research methodology and their
interpretation. In conclusion, the paper presents the findings
of the “organic” school concerning the mutual influence of
sound and color and the general laws governing the genesis
of sonic and visual harmony.
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T'yagpipeBa

Hanme:xma AekcaHapoBHA,
uckyccmaeosed, 3amecmumeds
dupexmopa no 0CHOBHOIL
desmenvHOCMU U PA3IBUMUIO
Huxcnemaezunvckozo myses
U300pas3umenbHblX UCKYCCME
(Huxcnuit Tazun)

HUckounsrii ceer Camaduunia:
CBeTo:KUBONNCH

ITIaBaa I'omyOoATHUKOBA
(PecTuBaAJIBbHOE MPOTOJIKEHHE
IIPOeKTa)

B 2012 roay, npu noagep:xke BaarorsopureabHOro hoH-
ma uMm. B. IToranuHa coTpygaukamMu HuKHeTaruabckoro Mmy-
3ed nsobpasurenbHbIX ncKyccTB (HTMUN) 6611 peanusoBan
IIPOEKT, ITIOCBAINEHHBI JIEHUHTPAACKOMY XyI0KHUKY I1aBay
KoucranrunoBuuy lonybaruuxkoBy (1891-1942), yueHUKY
K. C. IlerpoBa-Boaxuua. B ocHOBY IIpoeKTa ObLiIa IIOJIOMKEeHA
uaes CO3LAHNS HOBOM «KUBOIIMCHOM KU3HMU », CIIOCOOHOM 3a-
MEHUTH MACJISIHYIO YKUBOINCH, BOCIPUHNMAEMYIO KaK «yCTa-
PEBIIIYIO U MAJIOBBIPA3UTEIbHYIO». IlepCcleKTuBLI PAa3BUTUA
ncKkyccTBa I'oy0OSTHUKOB CBA3BIBAJ C 0O0JIACTBIO OITUKMU.
B kommekniuu HTMUWNW xpaHUTCA 5CKU3 KaPTUHBI «ApXaH-
rex Camadpuun — monAmui 3a awogeii» (1940) nnia mepeso-
IIa B CBETOKMBOIINCH, KOTOPYIO XYAOMKHUK He yCIIeJ OCyIIe-
CTBUTH M3-3a HaUaBIIelicA BOMHBI. V3 JKMBOIMCHOTO 3CKMU3a
mo 3agyMKaMm ['oyOATHUKOBA: «MOYKET BBIPACTU HOBOE KC-
KYCCTBO — MCKYCCTBO I[BeTa — uepe3 IIPU3MBLI U OTpasKeHue
OIIpeeIeHHOTO IIBETA JIYY JaCT BO3MOKHOCTE CO3JaTh 9TO UC-
KyccTBO». IIpoexT 2012 r. vacTUUYHO peaan3oBaJl 3afyMaHHOe
Tony0ATHUKOBBIM, HO, UTO OCOOEHHO BaKHO, JAJ UMIYJbC
ITaJIbHENINUM XYIOMKECTBEHHBIM PEMUHUCHEHIIUAM U ped-
JeKCUU HaJ ONITUUYECKUM 3aMbICJIOM MacTepa.

B 2024-2025 rr., BHOBL Ipu Mmoagep:;KkKe BiaarorBopu-
TenbHOTO (houma uMm. B. Iloranmua, B Mysee mporren gectu-
BaJIb aJIIi03uii, pe)ieKCuil 1 PeMUHUCIEHIINH, IIOCBAIICH-
HBIII Uee CBETOKMBOIIMCU U TBOPUYECKOMY HacJjenuio Ilas-
ada Toayoaraukosa. PecTUBAIbHBIE COOBITHUS O0BETUHUJIN
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CIIEIAJINICTOB 1 XYOOKHUKOB; uaen ['oayOATHUKOBA ObLIN
IpeJcTaBIeHbl He TOJHBKO B PETPOCIEKTHUBHON YaCTH, HO U
coOpain B €IMHOM SKCIO3UIIMOHHOM MIPOCTPAHCTBE IIPOU3-
BeJIeHUS CBETO- U I[BETOKMBOIINCHU, a TaKiKe MY3bIKAaJIbHOU 1
TOATHUUYECKOM KMBOIINCH.

Nadezhda Gundyreva
(Nizhny Tagil)
The Primordial Light of Salafiel:
Light Painting by Pavel Golubyatnikov
(Festival Form of the Project)

In 2012, with the support of the Vladimir Potanin
Charitable Foundation, the staff of the Nizhny Tagil Museum
of Fine Arts (NTMIA) implemented a project dedicated to
the Leningrad artist Pavel Konstantinovich Golubyatnikov
(1891-1942), a student of K.S. Petrov-Vodkin. The project
was based on the idea of creating a new “pictorial life”
capable of replacing oil painting, which was perceived as
“outdated and inexpressive.” Golubyatnikov associated the
future of art with the field of optics. The NTMIA collection
contains a sketch for the painting “Archangel Salaphiel
Praying for People” (1940), intended for conversion to light
painting, which the artist was unable to complete due to
the outbreak of war. From this painting sketch, according
to Golubyatnikov’s vision, “a new art could emerge — the
art of color — through prisms and the reflection of a specific
color beam, making it possible to create this art.” The 2012
project partially realized Golubyatnikov’s vision, but, most
importantly, gave impetus to further artistic reminiscences
and reflections on the master’s optical design.

In 2024-2025, also with the support of the Vladimir
Potanin Charitable Foundation, the staff of the NTMI
organized a festival of allusions, reflections, and
reminiscences dedicated to the idea of light painting and
the creative legacy of Pavel Golubyatnikov. The festival
allowed for a variety of events, brought together specialists
and artists interested in this topic, and not only presented
Golubyatnikov’s vision in a retrospective section but also
brought together works of light and color painting, as well as
musical and poetic painting, in a single museum exhibition
space.
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Kapramoaosa

Hanpe:xma AnexcaHapoBHa,
uckyccmaeoged, kandudam
UCKyccmeogedeHus, 3amecmumeds
HauaJabHUKA YnpasseHus no pabome
¢ pezuonamu Poccuiickoil akademuu
xydoxcecme (Mockea )

O6pa3sI cBeTa U BOIBI
B TBopuecTBe FOmuu Mep3TuKuHoi
(Ha mpuMepe MepPCOHAJIBHON BHICTABKY
«Mupsl, rae ;KMBET CTEKJIO0»)

O6pasbl cBeTa M BOJBLI OPUTHHAJJBHO PACKPBLIBAIOTCS B
TBopuecTBe IOaum Mepsaukuuoii. O0 3TOM CBUIETEILCTBY-
eT ee epCcoHAJIbHAA BBICTaBKa «MUDHI, Tlle JKUBET CTEKJIO»
(1-26 ampena 2026, Poccuiickada axkazeMus XYI0KeCTB,
MockBa). Pasmmunbie mo (akTypam, TeXHUKaM, XYIOoKe-
CTBEHHOMY PeIIleHUI0 PabOThI, BLINOJHEHHEIE U3 XPYIKOT0 U
CBETOHOCHOTO MaTepuaja, IIpeodpakaioTcsi B BBLICTABOUHOM
IIPOCTPAHCTBE IO IeHCTBUEM MEHAIOIIEerocsa B TeueHUe THSA
COJTHEUHOTO U UCKYCCTBEHHOT'0 OcBeIeHns1. CBeT CTAHOBUTCSA
COYYACTHUKOM KaK OTAEeJbHBIX IIPOU3BENEHUN, TAK U BCETO
XYI0KECTBEHHOTO IIPOEKTa.

Tarxoe B3ammomelicTBHE SPKO PACKPBIBAETCSI B KOHTEK-
CTe TeMbI UeThbIpeX CTUXUM, rae oO0pas BOABI, TeX WJIU UHBIX
ee COCTOSHWUH, IIPEeJICTaBJeH MHOTOJIUKO: «Bomoman», «I'po-
3a», «Mcrounuk» (2007-2026), «Tyman» (2010), «Tyua»,
«Cueroman» (2019), «3amoposku» (2020), «Kpyru ma Boze»
(2026). ABTOpP HCIIOJIB3YET I[BETHOE, TYTHOE, JILCTOBOE, MOJI-
JUPOBAaHHOE, 3ePKAJbHOE CTEKJO, a TaKiKe pas3jJnuuHbIe TeX-
HoOJIOTUHU (OT TPAAUIIMOHHBIX IO HOBBIX) — CKJIEHKAa, OTJIUB-
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Ka, IMOJUPOBKAa, (hHIO3WHT, Ja3depHas 'PaBUPOBKA, CBETOBbBIE
TIaHeJu.

Kpome Takoro BsammomeiicTBusa (hpeHOMEHY CBeTa Ha BBI-
CTaBKe yaeisdeTcA oTnenbHOoe BHMMaHue. OH pacKpbIBaeTcs
yepes TeMY, IOCBAINEHHYI0 cTuxuu orus: «Orous IIpomeresa»
(2018-2026), «IInamsa» (2026), «fAdpuao» us cepum «Crpa-
Kku» (2019) u ap. CBoeoOpas3HOH KyJabMHUHAIIWEH BBICTABKU
CTAHOBATCA IIPOM3BENEHUs, IIepemarolie OPUTHHAIbHBIN
9(PeKT OTpaKeHHOr0 IIBETHOTO CBETa OT AUXPOWUYECKOTO,
TIOJCBEUYEHHOTO TaJIOTEeHOBBIMY W CBETOAUOAHBIMU JIAMITAMU
creryaa. Uacrannanua «Comueunsrii Berep» (2019) saxBaThi-
BaeT UT'POI CBETOBBIX d(PEKTOB, PACXOIANINXCA BUXPEM BO
BCE CTOPOHBI U 3aTIOJIHAIOIINX CO00H OKPYIKaoIee IPOCTPaH-
CTBO.

O6pa3ssl cBeTa 1 BOJBI HA IPUMeEpPe IePCOHATBLHOM BBICTaB-
Ku [O0. Mepsaukunoii B PAX pacKpbIBAIOTCA C IIOMOIIIBIO
IIIUPOKOTO CIEKTpa XYIOKECTBEHHBIX IIPUEMOB, COUETAHUSA
TPAAUIIMOHHBIX TEXHUK 1 HOBBIX TEXHOJIOTHH, BLICOKOTO IIPO-
(heccmoHaIM3Ma 1 MacTepCcTBa aBTOpA.

Nadezhda Kargapolova
(Moscow)

Images of Light and Water
in Yulia Merzlikina’s Artistic Practice:
A Study of the “Worlds Where Glass Lives”
Solo Exhibition

The images of light and water are revealed in an original
way in the work of Yulia Merzlikina. This is evidenced by
her personal exhibition “Worlds Where Glass Lives” (1-
26.04.2026, Russian Academy of Arts, Moscow), which
features works from different years. The works, which vary
in texture, technique, and artistic approach, interact with
the changing sunlight and artificial lighting in the exhibition
space, affecting the viewer’s perception. Light becomes an
accomplice of each work and the entire artistic project.

This interaction is vividly revealed in the context of the
theme of the four elements, where the image of water and its
various states is presented in a variety of ways: “Waterfall”,
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“Thunderstorm”, “Spring” (2007-2026), “Fog” (2010),
“Cloud”, “Snowfall” (2019), “Frost” (2020), “Ripples
on the Water” (2026). The author uses various types of
glass: colored, gutta, sheet, mulled, mirror; a variety of
technologies (from traditional to new): gluing, casting,
polishing, fusing, laser engraving, light panels.

In addition to this interaction, the exhibition pays special
attention to the phenomenon of light. It is revealed through
a theme dedicated to the element of fire: “Prometheus’ Fire”
(2018-2026), “Flame” (2026), “Yarilo” from the “Guardians”
series (2019), and others. The exhibition culminates with
works that convey the original effect of reflected colored
light from dichroic glass illuminated by LED lamps. The
installation “Solar Wind” (2019) captivates with the play of
light effects that spread out in a whirlwind in all directions
and fill the surrounding space.

The images of light and water, as exemplified by
Y. Merzlikina’s personal exhibition at the Russian
Academy of Arts, are revealed through a wide range of
artistic techniques, a combination of traditional and new
technologies, and a high level of professionalism.
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Kanvmun EBrenuii Augpeesuuy,
KOMno3umop, meduaxydorHuk,
Kandudam ucKyccmeogedeHu s,
HayuHblll compydnuk [lenmpa
NeKMPOAKYCMUYEeCKOll MY3bLKU
Mockosckoil zocydapcmeenH ol
e KOHcepsamopuu, npenodasameJb
T'udTHUCu HUY BIII3 (Mockea)

Ceero:xusonucs Cepresa 3opuHa
B KOHTEKCTE COBPEMEHHBIX MYyJIbTHUMEIUA:
TeXHUYECKHE aCIEeKThI

MeguanckyccrBo CCCP Hepeaxo OKPYsKaJl OpeoJ Hayu-
HOII paHTacTuKHU. Kasamock, YTO OHO HO3BOJIAET 3aIJISIHYTh B
oyayiree, B XXI Bex. Ho ceiiuac, xorga Oyayiee cTajgo Ha-
CTOSII[MM, MUP CBETOBBIX IOy B HAIIIEH CTPaHe Pa3BUBAETCS,
Kak OyaTo, BoBce 0e3 OTJIAIKYN Ha IMePBOIPOXOAIleB. VICKIIio-
yeHne — Komnauusa Dreamlaser, KoTopas BTOPOI I'Of IIOAPSIT
BKJIIOYAEeT B CBOU BbICTaBKU 00beKTHI Cepres 3opuna u CKB
«IIpomereii». Eciu Becuoit 2025 r. peus 111a 0 HEOOJIBIIOHN
apXUBHOM CeKIMU B paMKax (ectuBausa «VHTepBaIbI», TO B
2026-M 9TH 00BEKTHI CTAJU IIEHTPOM BBICTAaBKU «TexHOOI-
TUMUCTBI ¥ MAIIIMHONOKJIOHHUKN » . B 000MX C/Iyuasix CBETO-
JKMBOIIMCHEIE mHCTPYMeHTHI C. 3o0puHa paboTaiu B COCENCTBE
C COBPEMEHHOI CBETOBOI III0Y-TeXHUKOMN, YTO HAeT MHTepec-
HBII MaTepuaJI AJIsI CPABHUTEJIbHOr0 aHaan3a. Psg coBpeMen-
HBIX CBETOBBLIX IIPHUOOPOB OCHOBAH HA TeX JKe IIPUHIIUIAX, YTO
¥ KJacCUUYeCKUe AYeiiKy 30pruHA — IIPOEKIUS CBeTa CKBO3b
Bpalamolnrueca U HeIOoABUMXHbIe Tpadaperbl, CBETOMUIIbT-
pbl U puUrypHsie crekja. IIpu sToM COBpeMeHHbIe IIPUOOPHI
OCHAII[eHBI 3HAUNTEJIbHO 00JIiee APKUMI NCTOUYHNKAMU CBETA,
obmamaioT GoraTbiM (GPYHKIIMOHAJIOM HA YPOBHE MEXaHUKU,
SJIEKTPOHUKU U IIPOrPaMMHOTO obecrieueHus. IIpuemaeMblit
YPOBEHb HAJEKHOCTH IJIS HUX II0JPa3yMeBaeT ThICIUYN YaCOB
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paboTel 6e3 obcay:KkuBaHUA. Bojiee TyCKJbIe IO CErOmHSIII-
HUM MepKaM u TpeOyioliue IMOCTOAHHOM HaJIaAKU UHCTPY-
MeHTHI 30pUHA, B CBOIO OUEPeNb, Mai0T 00pas3bl ITOPA3UTEb-
HbIe II0 CBOEM XyH0KeCcTBeHHOoIi cue. B xome moxmama OyayT
paccMOTpPeHbl TeXHUYECKNe aclleKThl, CBSIBaHHBIE C PA3BUTHU-
eM MHCTPYMeHTapus 30pruHa B COBPEeMEHHBIX YCJIOBUIX.

Evgeny Klimin
(Moscow)

Sergei Zorin’s Light Art
in the Context of Contemporary Multimedia:
Technical Aspects

Media art in the USSR was often shrouded in an aura of
science fiction. It seemed to offer a glimpse into the future —
the 21st century. But now that the future has become
the present, the industry of light shows in our country is
developing with no regard for pioneers. One exception is
Dreamlaser, which for the second year in a row has included
works by Sergei Zorin and the Prometheus Institute in its
exhibitions. While in the spring of 2025 the focus was on
a small archival section within the «Intervals» festival,
by 2026 these objects had become the centerpiece of the
exhibition «Techno-Optimists and Machine-Worshippers».
In both cases, S. Zorin’s art of light instruments were
exhibited alongside modern lighting show equipment,
providing interesting material for comparative analysis. A
number of modern lighting devices are based on the same
principles as the classic Zorin cells — the projection of light
through rotating and stationary stencils, light filters, and
shaped glass panels. At the same time, modern devices are
equipped with significantly brighter light sources, offer
extensive functionality in terms of mechanics, electronics,
and software, and reliability, meaning thousands of hours
of trouble-free operation. Zorin’s instruments, which are
much less bright and require constant tuning, produce
visual images that are striking in their artistic power. This
presentation will examine the technical aspects involved in
adapting Zorin’s instruments for use in the modern era.
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Maasuera Oabpra Hukosaesna,
meampoged, 0oKmop
uckyccmeogedenus, 6edywuil
HayuHblil compydnuk Poccuiickozo
UHCMUmMYma ucmopuu UcCKyccmae
(cekmop meampa ), unen Corsa
meampanvHblx deameneii PD
(Canxm-Ilemepbype )

Cropnpus u3s cBeTa, BOABI 1 JbJa
ot [Ipuspaka craporo KopoJsa
B ciekTakae 9. Hakpomroca «I'amier»

Joxa MOCBAINEH OJHOMY 13 BasKHEHIITNX 00pa30B CIIeK-
Taxkaa «[amier», mocraBieHHOTo B 1997 roay BuIgaromimMes
pesxuccepom 9. Hakporriocom B paMKax JIMTOBCKOTO Merk-
nyHaponHoro ¢ecruBaisa «Jlaiig». IToT 06pas3 mpeacTaBIAIET
co001i IJIaBHBIH CIOPIPU3, KOTOPEIi [Ipuspak cTaporo KopoJisd
mpernogHec AJILCUHOPY U Ipeskae Bcero ['amery. Paccmorpe-
HBI 0COOEHHOCTH 3TOT'O CIIEHUYECKOr0 KOMIIOHEHTA 1 BbIsIBJIE-
Ha ero poJib B CTAHOBJIEHUU XYI0KECTBEHHOT'O COMIEePIKAaHUA
CIIeKTaKJISI KaK IIeJIOTO.

Olga Maltseva
(Saint Petersburg)

A Surprise of Light, Water and Ice
from the Ghost of the Old King
in E. Nekrosius’s Performance of “Hamlet”

The report is dedicated to one of the most important
images of the performance “Hamlet,” staged in 1997 by
the outstanding director Eimuntas Nekrosius as part of
the Lithuanian International Festival “Life.” This image
represents the main surprise that the Ghost of the Old King
presented to Elsinore and, above all, to Hamlet. The features
of this stage component are considered and its role in the
formation of the artistic content of the performance as a
whole is revealed.
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Amocos

I'puropuii I'ennanbeBuy,
mamemamur, 00KmMop
Qu3uKo-mamemamuiecKux
Hayx, npogeccop, sedywuil
HAY4HbLIL cOmPYOHUK
Mamemamuueckozo
uHcmumyma

um. B.A. Cmexaosa PAH,
coasmop Jubpemmo u
UCNOJHUMELb 2lABHOU POJU
8 cnexkmakxae «I'anuneo.
Onepa 0as ckpunku

u yuernozo» (Mockea)

Ceer u 3ByK B cnexkrakiae bopuca IOxananosa
«T'amuaeo. Onepa 151 CKPUIIKY ¥ yYEHOTO»

IIpembepa cnekraxkasa Bopuca IOxamanoBa «I'anmieo.
Omnepa [IJisI CKPUIIKY U YUEHOT0» cocTosmach 18 uiona 2017 r.
B 9nexkrporearpe Cranucaasckuii (https://electrotheatre.
ru/repertoire/spectacle/12). TekcT cneKTakJsa OBbLI MOATO-
ToBJieH I'puropuem AmocoBsiM u IBanom BoraumneBsim. My-
3BIKY K Ka'KJON M3 MATU YacTel IIOCTaHOBKU CO3IAJI KOM-
nosutopbl Cepreit Hesckuii, Kyssma Boapos, Kupuanr Yep-
"HeruH, [Imurpuit Kypaauackuii, IlaBenx Kapmanos. Pacckas
o sxusHU ['anuies (ero HaAyYHOHN AeATEIHLHOCTU, KOHMDIUKTE
¢ Karonmueckoii 11epKOBbIO, 3a0JIyKICHUAX) BeIeTCSI OT eTo
uMeHu. J[efiCTBUTESbHO, BEJIWKUU YUYEHBI YacToO 3a0Jy:K-
rajicd, nejasd OIIUMOOYHBIE HAYUHBIE YTBEPIKIAEHUS U II0Je-
MUBUPYSA CO CBOMMHU KOJIJIeTaMU-COBPeMeHHUKaMU Helro100a-
forruM obpasom. IlocTenenHoe pasBUTHE COOBITUI ITPUBOIUT
K KYJbMUHAI[UOHHON ClieHe, CUMBOJIUYECKU BOCIIPOMBBOJI -
11eil HeCOCTOABIIIEECHA COMKIKEHEe ¥ UeHOT0 Ha KOCTpe.
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Grigory Amosov
(Moscow)

Light and Sound in Boris Yukhananov’s Spectacle
“Galileo. Opera for Violin and Scientist”

The premiere of Boris Yukhananov’s production “Galileo.
Opera for Violin and Scientist” took place on July 18, 2017,
at the Stanislavsky Electrotheatre (https://electrotheatre.
ru/repertoire/spectacle/12). The text of the production was
prepared by Grigory Amosov and Ivan Bogantsev. The music
for each of the five parts of the production was created by
composers Sergey Nevsky, Kuzma Bodrov, Kirill Chernegin,
Dmitry Kurlyandsky, and Pavel Karmanov. The story of
Galileo’s life (his scientific achievements, his conflict with
the Catholic Church, and his misconceptions) is told from
his perspective. Indeed, the great scientist often made
mistakes, making erroneous scientific claims and engaging
in inappropriate debates with his contemporaries. The
story gradually builds to a climactic scene that symbolically
recreates the failed attempt to burn the Scientist at the stake.
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T'onoBanosa /lapra UBaHOBHA,
ceemoxydoxicHuya, Oupexmop
IJenmpa paseumusa
€6emo38YK06020 UCKYccmaa
um.C. M. Sopuna «30pun-Apm»
(Mocksa)

Maruueckmuii Teatp Cepresa 3opuna
u UckyccrBennasa (MrpoBasa)
buonuko-Kunernueckas (Kudepuernueckasn) Cpena
JIrBa Hyccoepra

Haumnasa c¢ 1962 r. Jles HyccOepr, Xymo:KHUK-KUHE-
THUCT, JIUAEP Ipynmsl «I[[BuikeHme», akTUBHO paspabaThIBaj
dyrypoaorunueckyno Kouiennuioo KMckyccrBennon (Hrpo-
Boit) Buommxo-Kuneruueckoii (KubOepueruueckoit) Cpenbl
(UBKC), xoTopasi, o ero 3aMbICJIY, JOJ:KHA Obljaa CTaTh He-
00X0IMMO¥I YacThI0 I'MTaHTCKUX CTPYKTYPUPOBAHHBIX IIPO-
CTPAHCTB IJIsI OOMTaHUS YeioBeuecTBa OyayIero.

ITo samuicay aBTopa, UBKC mpezacraBasamra coboii CI0kK-
HO paspaboTaHHYI MYJIbTH(MAaKTOPHYIO 3CTETHUYECKYIO cpe-
Iy, B KOTOPOM B UT'POBOM (hopMe JIIOAU IIPOKUBAJIU ObI pas-
JUYHBIA Pas3BUBAIOIIUI WX OIBIT M AJalOTHUPOBAJINCH OBI K
«PaBHOIIPABHOMY COCYIIIECTBOBAHUIO C MCKYCCTBEHHBLIMU
cBepxpasyMHbIMu cyinectsaMu» (Koumenmnus HyccbOepra:
Kubeppomanrusm. CraTbi, BOCIIOMUHAHUS, WJLIIOCTPAIIN.
1968. C. 98). IIpucoegurusiuiica B 1969 r. Kk rpymnme «Bu-
sKeuune» Cepreit 3opun (1944—-2023), pasBuBasg CBOU UIEU O
IIPOCTPAHCTBE AJA CUHTE3a CBeTa U 3BYKa, CO3aaJj IIpoodpas
Maruueckoro Tearpa. IIpoeKT TeaTpa OBLT BLIIOJHEH B Mac-
miTabe, codByunoM ugesaMm Hyccbepra o Bo3mecTBUU TaKOTO
poZia IPOCTPAHCTB MCKYCCTBA HA OTPOMHOE KOJHUECTBO JIIO-
nmeii. IIpeamosmaranock, YTO TeaTp MOMKET ObITH UACThIO OoJee
CJIOJKHOTO apXUTEKTYPHOTO Pa3BUBAIOIIETO ITPOCTPAHCTBA.

B moxkuazme ocBeraroTes KJHOUEeBbIe IPUHIIUIIBI OPTaHU3a-
U GyTYPUCTUYECKUX ITPOCTPAHCTB AJIA OOUTAaHUA UeJloBe-
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YecTBA C TOUKHU 3PEeHUS KOHIeNUU KubeppomaHTuaMma JIbBa
Hycc6epra u ocoberrnocTu Maruueckoro tearpa Cepres 3opu-
Ha KaK BO3MOMKHOM YaCT! TAKUX IIPOCTPAHCTB IJIs PA3BUTUA
yeJioBeKa OyAyIero cpeicTBaMMU MCKYCCTBA CMHTE3a cBeTa U
3BYKa.

Daria Golovanova
(Moscow)

Sergey Zorin’s Magic Theatre
and Lev Nussberg’s Artificial (Playful) Bionic-Kinetic
(Cybernetic) Environment

Beginning in 1962, Lev Nussberg — a kinetic artist and
the leader of the Dvizhenie (Movement) group — actively
developed a futurological concept known as the Artificial
(Playful) Bionic-Kinetic (Cybernetic) Environment (ABKE).
According to his vision, this environment was to become
an essential component of the massive, structured habitats
designed for the future of humanity.

Asconceivedbytheauthor, the ABKE was asophisticated,
multifactorial aesthetic environment where individuals
could engage in various developmental experiences through
play, ultimately adapting to “equitable coexistence with
artificial superintelligent beings” (Nussberg’s Concept:
Cyber-Romanticism. Articles, Memoirs, Illustrations.
1968, p. 98). Sergey Zorin (1944-2023), who joined
the Dvizhenie group in 1969, further expanded his own ideas
on spaces for light-sound synthesis by creating a prototype
of the Magic Theatre. The theatre project was executed on
a scale that resonated with Nussberg’s ideas regarding the
impact of such artistic spaces on large populations. It was
intended that the theatre would function as part of a more
complex architectural and developmental framework.

This report highlights the key organizational principles
of futuristic human habitats through the lens of Lev
Nussberg’s concept of Cyber-Romanticism. Furthermore,
it examines the distinctive features of Sergey Zorin’s Magic
Theatre as a potential constituent of these spaces, designed
to foster human development through the synthesis of light
and sound.
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OropogHuKOBA

Anna AnekcaHapoBHa,
Mmazucmpanm 6mopozo

Kypca kagedpul pexcuccypol
meampaniu308aHHbLY
npedcmagneHull U npa3dHUK08
Canxm-Ilemepbypecrozo
2ocydapcmeenn020 uHcmumyma
KYJLbmypboL
(Canxm-IIemepbype )

BrIipasuTeasrHOE HEPaBEHCTBO 3BYyKa U CBETAa
B cieKkTakiae « HaBeuHo B maMATH HAPOTHOM »

CBeToMy3bIKaJbHbIE IIPEACTABIECHNSA, BO3HUKIINE B Ce-
penuHe XX BeKa, CTaJM BasKHOU YacCThbIO KYJbTYPHOU »KU3-
HU MHOTHX CTpaH, B ToM uucJe u CoBerckoro Corosza. 1970-e
rogel B CCCP Obliu BpeMeHeM 3HAUUTEJbHBIX U3MEHEeHUN 1
AKCIIEPUMEHTOB B 00JIACTH MCKYCCTBA, KOTA TPaAUIINOHHbBIE
(bopMBbI BBIpAKEHUS HAYAJINA COUETATHCA C HOBBIMU TEXHOJIO-
TUAMU U IIOCTAHOBOUHBLIME pellleHusMu. PesKuccypa cBero-
MY3BIKAJIbHBIX IIPEACTABJIEHUII TOTO BPpEMEHU HpPeCTaBIIAET
c000¥1 CMHTETHUUYECKOe ABJIEHUE, 00beJUHAIOIINEe 3JIeMEHTHI
TeaTpa, My3bIKH, BU3YaJIbHOTO UCKYCCTBA U TeXHoJoruii. OHa
OKasbIBaeT KOMILJIEKCHOe BO3IeliCTBIe Ha YYBCTBA 1 BOCIPU-
sTHe 3PUTEJI.

B CCCP ntmomepom B aT0i o6sacTu BeicTynusio Crymenue-
ckoe KoHCcTpyKTOpcKoe 6iopo (CKB) «IIpomereii» B Kasawuwu,
npexncraBusiiiee B 1970 roay mepBoe IIOJTHOIIEHHOE CBETOMY-
3BIKAJIbHOE IIpejicTaBieHue «HaBeuHO B maMATH HAPOIHOM »
(pe:xuccepbi-nmoctanoBiuku B. M. I'anees, 1. JI. Baneuku-
Ha, H. K. Baautos). [locranoBka, npuypoueHHasd K 25-JI€THIO
IIoGenwl, OblIa peasmns3oBata Ha TeppuTopuy MeMopuaaIbHOTO
KOMILJIEKCA Ha IJIOI[aAM Ilepe] MapKOM KYJIbTYPHI U OTAbI-
xa umeHu M. I'opbKoro, rie ImeHTPAJIbLHBIM 00pPa3oM cTaja
cryabsnrypa IlaBmiero souna. g mocranoBku B. M. 'aymees
paspaboTaJi cCOOCTBEHHYIO KOHITEIIINIO, KOTOPYIO HA3BaJI «BbI-
pasuTeIbHOE HepaBeHCTBO». VIMEHHO OCO3HAHHOE HCIIOJIb30-
BaHME HECOOTBETCTBUS MEMKIY CIBIIITIMBIM U BUIUMBIM POIK-
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[IaJI0 B CBETO3BYKOBOM IIPEJICTABIEHUN HOBBIM CMBICT. 3BYK U

CBET B HOBOM sKaHpe BBICTYIIMJIN KaK CAMOCTOSATEIbHbBIE XY0-

JKeCTBEHHbIE U [paMaTypruyecKue eJUHUIIbI, CIIOCOOHbIE OT-

Pa3UTh MBIIIJIEHNE HOBOTO YEJIOBEKA B 9TIOXY KOCMUYECKOTO
SHTY3UMa3Ma.

Anna Ogorodnikova

(Saint Petersburg)

Expressive Inequality of Sound
and Light in the Production
In the Eternal Memory of the People

Light-music performances, which emerged in the mid-
20th century, became a vital component of the cultural
landscape in many countries, including the Soviet Union.
The 1970s in the USSR were marked by significant shifts
and experimentation in the arts, as traditional expressive
forms began to merge with emerging technologies and
innovative staging techniques. The direction of light-
music performances during this era represents a synthetic
phenomenon, integrating elements of theatre, music, visual
arts, and technology to exert a multifaceted impact on the
spectator’s senses and perception.

In the USSR, the Student Design Bureau (SKB)
“Prometheus” in Kazan acted as a pioneer in this field,
presenting the first full-scale light-music production, In the
EternalMemoryofthePeople(Navechnovpamyatinarodnoy),
in 1970 (directed by B. M. Galeev, I. L. Vanechkina, and
N. K. Valitov). Commemorating the 25th anniversary of the
Victory, the production was staged at the Memorial Complex
in the square fronting the Gorky Park of Culture and
Leisure, with the sculpture of the Fallen Warrior serving as
the central motif.

For this production, Bulat Galeev developed an original
theoretical framework termed “expressive inequality”
(vyrazitelnoye neravenstvo). This concept posits that the
deliberate use of discrepancy between the audible and the
visible generates new layers of meaning within the light-
sound performance. In this nascent genre, sound and light
functioned as autonomous artistic and dramatic units,
capable of reflecting the consciousness of the “new man” in
an era of cosmic enthusiasm.
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Cobakuna Osxpra BanepreBHa,
MY3bLK08ed, 0oKkmop
ucKkyccmeogedenus, 6e0yuuil
HAY4HbLI COMPYOHUK cexmopa
meopuu my3viku I'ocydapcmeennozo
UHCMuUmMyma uCKyccmeo3HaHUus
(Mocksa)

«CTpyKTYypa Kpucrasia»:
3BYKOBBIe penieHusa Boitnexa Kumsapa
B puasme Kmmmmrodga 3anycen

Kak uaBecTHO, OfHA U3 IVIaBHBIX QYHKIIUI MY3bIKH B K-
HeMaTorpade — coa3maBaTh «TpeThe 3HaueHue» (C. OiiseH-
IIITEeH), TO €CTh IIOPOKAATh CMBICIBI, KOTOPBLIX He OBLIO HU
B BU3YaJIbHOM, HU B MY3bIKAJIbHOUN COCTABJIAIOIINX XYA0Ke-
cTBeHHOro oOpasa. Cpeau MHOTOUMCJEHHBIX JOCTUKEHUN Ha
A9TOM TIYTHU BbIAEJAeTCA (DeHOMEH MOJbCKOT0 II0CJIEBOEHHOTO
KHHO, YTO BO MHOT'OM CBSIBaHO C 0CO0OI CTPACTBHIO IMOJBCKUX
KOMIIOBUTOPOB K sKcmepuMenTam B mepuon 1950-1970-x ro-
OB, a TaKJsKe C 3aMeTHBIM MHTEePecoM K paspaboTKe TeopeTu-
YeCKUX acIeKTOB B3aMMOIENCTBUA 3PUTEJIbHOr0 PAJa, CBeTa
U PasHOOOPA3HBIX ayAWAJbHBIX KOMIIOHEHTOB B IIPEIBOEH-
HBIU IIePUO/I.

OpHOM M3 caMbBIX 3aMETHBIX (DUTYP TOTO BPEMEHH CTaJl
KommosuTop Boiiuex Kunsap. Ero ctuiap crpeMuTeabHO 9BO-
JIIOIIMOHUPOBAJ, OOHAKO HEM3MEHHBIM OCTaBaJIOCh OJHO —
HUKTO KpOMe Hero He ObLIT HACTOJBKO yBJ€UEeH KHUHOMYS3bI-
KOU U He OCTABUJI CTOJIb 3aMETHBIHA CJIe/ B UCTOPUU HOJILCKO-
ro kuHo. Haumnasa ¢ ¢puabma H. B:ko3oBcKo# «JIBIKHUKM]»
(1958), xoMmO3UTOP HAIIKMCAT MY3bIKY K CAMBIM M3BECTHBIM
dunpmam Kasume:xka Kyma, Boiiniexa Xaca, Aam:xes Batigbr,
a Tak:ke Ko BceM puirbMmam Kinmummroda 3anyccu.
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Dunaem 1969 r. «Crpyrrypa kpucramia» (Struktura
krysztatu) cran kuHemarTorpaduueckuMm mebrTOM 3aHyCCH
¥ IPpUBHEC B MOJBCKUU KMHeMaTorpad HOBYIO OCTETUKY 3PU-
TeJIbHOTO pAla. BhICOKOYIIOpsagoUeHHAA CTPYKTYypa KPUCTAJI-
Ja CIY:KUT B PuiabMe 3aHyccu MeTadopoii I BCeX acIeKTOB
urbma. OgHAKO KJIIOUEBBIM KMHEMATOTrpaUIeCKUM KOMIIO-
HEHTOM «KPHCTAJJINUYEeCKOro» obpasa crajsa Mysbika Kuispa.
N3 «MUKpPOCKONMYECKNX» PACIIOJIOKEHUIN MY3BIKU U M30-
OpakeHUs, IMOZOOHO KPHCTAJJINUECKUM peIleTKaM, BO3HU-
KaroT 0oJiee KPYITHBIE KOHCTPYKIIUY U CUMMETPUYHEIE CBA3U
BHYTpU puiabma. Munumanusm Kunsapa HamosHAET CTOID JKe
«HEeBBIPABUTEJbHBIA» MUHUMAJNCTUYHLIA 3SUMHUN ITeHl3aK,
moOysKaasa 3PUTeNId K CO3HATEJIbHOMY B3aUMOAEHCTBUIO C
BUANUMBIMH M300paKeHUAMHU. Vaesa KPUCTAINIECKOTO IIpe-
JIOMJIEHUS CIosKeTa W (pOPMBI HAXOMUT BHIPasKeHUEe B CIEIN-
(huueckoit paboTe ¢ My3bIKAJIbLHBIM MaTePUAJIOM.

Olga Sobakina
(Moscow)

«The Structure of a Crystal»:
Wojciech Kilar’s Sound Design
for Krzysztof Zanussi’s Film

As is well known, one of the main functions of music
in cinema is its ability to create a “third meaning”
(S. Eisenstein), that is, to generate meanings absent from
either the visual or musical components of the artistic
image. Among the numerous achievements in this field,
the phenomenon of Polish post-war cinema stands out,
largely due to the particular passion of Polish composers for
experimentation between the 1950s and 1970s, as well as the
noticeable interest in developing theoretical aspects of the
interaction of visuals, light, and various audio components
in the pre-war period.

One of the most prominent figures of that era was the
composer Wojciech Kilar. His style evolved rapidly, but one
thing remained constant: no one else was so passionate about
film music and left such a significant mark on the history
of Polish cinema. Beginning with N. Brzozowska’s “Skiers”
(1958), the composer wrote music for the most famous films
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by Kazimierz Kutz, Wojciech Has, and Andrzej Wajda, as
well as for all of Krzysztof Zanussi’s films. The “Crystal
Structure” (Struktura krysztatu, 1969) marked Zanussi’s
film debut and introduced a new visual aesthetic to Polish
cinema. The highly ordered structure of a crystal serves as
a metaphor for all aspects of Zanussi’s film. However, the
key cinematic component of this “crystalline” imagery was
Kilar’s music. From the “microscopic” arrangements of
music and image, like crystalline lattices, larger structures
and symmetrical relationships within the film emerge.
Kilar’s minimalism informs the equally “anexpressive”
minimalist winter landscape, prompting the viewer to
consciously engage with the visual images. The idea of
crystalline refraction of plot and form finds expression in
the specific work with musical material.
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MsurpaukoB [leruc I0preBuy,

| kandudam uckyccmeogedenus,
| MAa0WUll HAYUHbLIL cOmPYOHUK
‘W cexmopa kuno u mesesudenus
Poccuiickozo uncmumyma
UCmopuu uckyccmae
(Canxm-IIemepoype)

Mudoreopuectro /I;xeiimca Kamepona
B punbme «ABarap: IIyTs BogbI»:
Oxean IlaHIOPBI KAK DKOJIOTUYECKUH MaHU(peECT

Hoxan mocBAIEeH OCMBICJIEHHWIO o0pasa oKeaHa IIJIaHe-
mel [Tanmopa B puabme [:xeiimca Kamepona «Asarap: IlyTs
BOJIBI» , pacCMaTpPUBad ero KaK KJII0UEeBOM 9JIEMEHT aBTOPCKOM
MUQPOJIOTUN, CIIOCOOCTBYIOITNI PA3BUTUIO AN IIePBOM YaCTU
(hpauIIN3LI, BKIOYAA aHTpOIIoMopdusanuio 61MoThI, Tejemna-
TUUYEeCKIe CIIOCOOHOCTU KOpPeHHOoro Hapoxa Ha’su, ux riay6o-
KYIO 9K3HCTEHIIMAJIbHYIO CBA3L C IIPUPOMON U KOHIEIITUIO
IJIAHETAPHOT'O CO3HAHUA JUBbI. @PUJIbM IIpeaaaraeT 3PUTEIII0
MIOTPY3UTHCS B UJLJIIO30PHYIO PEATbHOCTD, TZle JOMUHUPYIOT
CUHKPETUYEeCKOe MBIMJIeHNE U apXanyHOoe BOCIIPUATIE MUPA,
B paMKaxX KOTOPOT'0 MHAUBUAYAJIbHAA UAEHTUUYHOCTL (hOPMU-
pyeTcsa HCKJIIOUUTEJNHLHO IIOCPEeICTBOM HHTErpamnuu B Oumo-
chepy. xeiimc KoMepoH KOHCTPYUPYET IBHYIO JUXOTOMUIIO
MEXKIy 9KCIIAHCUOHNCTCKOM TeXHOJIOTMYECKOU IIapagurMoi
3eMJIAH U TAPMOHUYHBIM IIPUPOAHBIM IIOPAIAKOM, IPUCYIIIUM
Ha’Bu. Ilanmopa mpezacTaeT B KavecTBe HAeaM3UPOBAHHO-
ro aHaJjora 3eMJiu, BoILIoIalomiero rumnoredy I'eu [:xeiimca
JlaBioka u HepeKJUKAIOIIerocs ¢ uaeaMu OBU:KeHus Hbio
Inmxk. Takum o6pasoM, KHHOKAPTUHA aKTUBHO TPAHCJIUPYET
HappaTUB O IVI00AJIbHOM IYXOBHOM B3AMMOCBA3U BCEX KUBBIX
OpTraHM3MOB U UX SKOCHCTEeM, IIpeajaras ajJlbTepPHATUBHYIO
MOJeJib MHUPOYCTpPOiicTBa. ATa MOJeJb CTABUT IIOJ COMHe-
HUe JOMUHUDPYIOIIYIO IapaJurMy IIPEBOCXOJCTBA HAYYHOI'O

95



mporpecca. OgHAKO TaHHAS KOHIENTYaJM3aIlusd BCTYHAeT B
ompeniesieHHOE IIPOTUBOpPEUNEe C YCTOABIIMMUCA KaHOHAMU
Hay4YHO-(paHTACTUYECKOT0 KaHpa. BeaeacTBue aT0or0, PUIbM
GYHKIIMOHUPYET KaK MaHMU(ecT, MO0y KIAIOIINN K ITTy00KOH
pediekcun HaJ HAIIMM OTHOIIIEHWEM K IPUPOJEe WM TEeXHOJIO-
TUAM.

Denis Mylnikov
(Saint Petersburg)

James Cameron’s Mythmaking
in Avatar: The Way of Water:
Pandora’s Ocean as an Ecological Manifesto

This report examines the conceptualization of the oceanic
realm of the planet Pandora in James Cameron’s Avatar:
The Way of Water, positioning it as a cornerstone of the
author’s mythology. This imagery further develops the
central themes of the franchise’s first installment, including
the anthropomorphization of the biota, the telepathic
capabilities of the indigenous Na’vi, their profound
existential bond with nature, and the concept of Eywa as
a planetary consciousness. The film invites the spectator
to immerse themselves in an illusory reality dominated by
syncretic thinking and an archaic perception of the world,
wherein individual identity is constructed exclusively
through integration into the biosphere.

Cameron establishes an explicit dichotomy between the
expansionist technological paradigm of the Terrans and the
harmonious natural order inherent to the Na’vi. Pandora
serves as an idealized analogue of Earth, embodying James
Lovelock’s Gaia hypothesis and resonating with New Age
ideologies. Consequently, the film actively disseminates a
narrative of a global spiritual interconnectedness among
all living organisms and their ecosystems, proposing an
alternative ontological model. This model challenges the
dominant paradigm of the supremacy of scientific progress.
However, such conceptualization stands in certain tension
with the established canons of the science fiction genre. As a
result, the film functions as a manifesto, prompting profound
reflection on our relationship with nature and technology.

96



Boaxos UBan HukosaeBuu,
acnupanm cekmopa KuHo

u meaegudenus Poccuiickozo
UHCMUMYma UCmMopuu UCKyccmae
(HayuHvLil pyrosodumenb —

. 0. MvirvHuko8)
(Canxm-IIemepoype)

«Kuauru IIpocnepo» Ilutepa I'punyasa:
MMOCTMO/IEPHUCTCKAS JeKOHCTPYKI[M S
«Bypu» lllekciupa

Joxaam moCBAIEeH OCMBICIEHUIO (PUITH-
ma IIurepa I'punyssa «Kuuru IIpocmepo» (1991) — mosaTop-
CKOI ITOCTMOJEPHUCTCKON MHTEePHPETAIINN MIeKCINPOBCKOM
«Bypu». I'puHysii mHTErpupyer B KHHeMATOTpapUUECKUHA
0o0pa3 dJIeMEeHThI PA3JIUUYHBIX MCKYCCTB — TpauKU, SKUBO-
MIUCU, CKYJIBNTYPhI, apXUTEKTYPbI, TIAHTOMUMBI, TAHIIA, OIIe-
pBI U OAp., — aKTUBHO MCIOJb3yA HMU(PPOBLIE TEXHOJOTHUH.
HetlictBue QuiabmMa pasBopaumBaeTcd B HephopMaTUBHOM
IIPOCTPAHCTBE PUMCKUX 0aHb, IIEHTPAJIbHOE MECTO B KOTO-
poM 3aHHMAaeT 0acceiH, GYHKIIMOHUPYIOINIUHA KaK aBTOPCKAasA
meradopa «3aKOJAOBAHHOTO OCTpPOoBa». IJIaBHBIN Tepoid,
IIpocmepo, oTo:xmecTBIasgeMbIil pe:xuccepom ¢ camuM Illexc-
IUPOM, ABJSAETCA NSTHAHHBIM YUYEHBIM-TYMaHUCTOM, KOTO-
pBIl BOCIPOM3BOAUT TEKCT IIbechl B (hopMe MOHOJIOTA, IIPO-
UTpbIBasg BCe POJIU B CBOeM BooOpakeHUUn. PUIbM, CTPYKTY-
PUPOBAHHBIN 110 IPUHITUIY TPUABI IIPOIIJIOTO, HACTOSIIETO
u OyAyIero, BU3yaanusupyeT peub IIpocmepo ¢ moMOIIIbIo Ka-
JeHI0CKOIIa HAKJIaIbIBAIOIITUXCS N300 paKeHN T, CTUPAIOIITNX
TPaHUIILI MEXKAY BepOaJbHBIM U BU3YaJdbHBIM. KitoueBbIMU
o0pasaMu BLICTYHAIOT BOJIa, KHUTH 1 O0OHaKeHHbIe Teaa. KoJ-
JasKHaA TeXHUKA U IIOCTMOJAEPHUCTCKUE ITPUEeMbI HalpaBJe-
HBI Ha JEKOHCTPYKIIMIO BCEMUPHO M3BECTHBIX apTedaKToB
WCKYCCTBA, AeKJapupysa An@@ysHbIA XapakTep uX (OPMBI 1
cojep:;kaHusdA. 'puHYydIi CTPEMUTCS K CO3JaHNI0 HOBOTO BU3Y-
aJILHOTO A3BIKA, IIPEICTABJSAA TBOPUECTBO KaK UT'PY, B KOTO-
poii IIpoIlecc MOPOKAeHUSI 00Pas3oB U UX OCMBICJIEHNE HaXOo-
IATCS B PABHO3HAUYHBLIX OTHOIIEHUSIX. B pesyabrare « Byps»
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IlTexkcrimpa mpexcraer B (puiibMe He KaK CTaTUYHBIA ITaMAT-

HUK IIPOIILJIOro, a KaK TMHAMUYHBIN (DeHOMEeH, 3HaUeHre KO-

TOPOTr0 BapbUPYyeTCA B 3aBUCUMOCTH OT KOHTEKCTAa U WHTEP-
IIpeTamnun.

Ivan Volkov

(Saint Petersburg)

Peter Greenaway’s “Prospero’s Books”:
A Postmodernist Deconstruction
of Shakespeare’s “The Tempest”

The report examines Peter Greenaway’s “Prospero’s
Books” (1991), a revolutionary postmodernist rendering
of Shakespeare’s “The Tempest”. Greenaway masterfully
synthesizes diverse artistic disciplines — including graphic
design, painting, sculpture, architecture, pantomime, dance,
and operatic elements — within his cinematic canvas, while
leveraging cutting-edge digital technologies. The narrative
unfolds within the theatrical realm of Roman baths, where a
central pool serves as aprofound metaphorical representation
of the “enchanted island”. The protagonist Prospero, whom
Greenaway deliberately aligns with Shakespeare himself,
emerges as an exiled scholar-humanist who articulates
the play’s text through an elaborate monologue, mentally
embodying all characters within hisimagination. Structured
upon a tripartite temporal framework of past, present, and
future,thefilmrendersProspero’sdiscoursevisiblethrougha
sophisticated mosaic of overlapping imagery that effectively
dissolves conventional boundaries between verbal and visual
expression. Water, books, and nude figures constitute
the predominant visual motifs throughout. Greenaway’s
employment of collage techniques and postmodernist
strategies  deliberately  deconstructs internationally
renowned artistic artifacts, thereby asserting the inherently
diffuse nature of both their form and content. The director
endeavors to forge an innovative visual language, framing
creativity as a ludic enterprise wherein the processes of
image generation and interpretation hold equal significance.
Consequently, Shakespeare’s “The Tempest” manifests not
as a static historical monument, but rather as a dynamic
cultural phenomenon whose significance fluctuates in
accordance with contextual placement and interpretative
approach.
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INPRJIOKEHHNE

T'ugpomuHamMuueckas MOIeJdb MY3BIKK ((hparMeHT
nATol riaBbl KHurm «Mup rommosuTopa» Ilayisa
Xuugemura) (Hindemith P. A Composer’s World.
Horizons and Limitations. Garden City (NY), 1961.
P. 113-115). Ilepesox M. C. 3anuBagHOTO

HeobxogumocThs HaliTu 6oJiee JelicTBEHHOE PYKOBOICTBO
I TPAKTHUUYECKOTO OBJIAJEHUS MY3bIKAJbHBIM MaTepua-
JIOM IIPECTABJIAETCA COBEPIIEeHHO OUueBUAHOM. <...> Ciexyer
OCTABUTH HE OIIpaBAaBIue cebsa MPUHIINILI, KOTOPELIE orpa-
HUYMBAJIU U3MePeHNre 9TOr0 MaTepuaJsa OTAeJbHBIMI CTATH!-
YeCKHU B3ATHLIMU 3BYKOBBIMU TOUKaMu (6e3pasinuvyHO, KaKoe
KOJINYECTBO 9TUX TOUEK MJIN KaKKe COOTHOIIIeHU A NX IPU3HA-
BaJIMCh TEMU WX UHBIMIU TEOPETUKAMU) U B3ATHCA 34 OI[EHKY
IeACTBUTEJHLHOTO IIOTOKA MY3bIKM. HeTpyaHo IpeaBuaeTh,
YTO PA3BUTHE MY3bIKAJIbLHOMN TEOPUHU 110 STOMY IIYTHU IIPUBEAET
ee K IIpobJsieMaM, CXOAHBIM C TEMU, KOTOpas pelajia B CBOe
BpeMsi OoJiee HOBas HaAyKa dJIEKTPOPUUKIU, HUCCIEAYsS BO3-
MOJKHOCTH CBOEr'0 MaTepuajia — 3JIEKTPUUECTBA — C I[eJIbIO
MCIIOJIb30BAHISA €T0 Ha IIPAKTHUKeE.

B cBoeii ocHoBe mpobGJsieMa M3MEePeHUS MY3bIKAaJbHOI'O
IBUIKEHHUSA He OTJINUYAETCS CKOJbKO-HUOYIb CYII[eCTBEHHBIM
00pas3oM OT 3aJaur U3MepPeHNns IapaMeTPOB SJIEKTPUUECKOT0
TOKAa; OHAa MOJKeT OBITh TAKJKe COOTHEeCEeHa C MPOoObJIeMOU m3-
MepeHusA APYIUX aHAJOTUUYHBIX ABUIKEHUI, HAIIpUMeEp, II0-
TOKOB BO3AyxXa W BOAbLI. [IBMIKeHMe BOLHOI'O IIOTOKA ABJISET-
cd, MO-BUAUMOMY, Hanboee POACTBEHHBIM MY3bIKAJIbLHOMY;
Ha 9TO YKa3bIBAeT Ta JIETKOCTh 1 €CTeCTBEHHOCTD, C KOTOPOit
OKa3bIBAETCS BO3ZMOKHBIM OCYII[eCTBUTH IIePeHeCceHe IUIPOo-
IWHAMUYECKUX TEPMHHOB B 00JlacTh MY3bIKU. Pasymeercs,
MBI JOJIKHBI OTAAaBaTh cebe OTUeT B IpefieiaX 1e1ecoo0pasHo-
CTU TAKOTO IepeHeceHusI, KOTOPOoe ONMpPaBAbIBAeT ce0s JIUIIb
B CAyYadXx MHOAJMHHOTO COOTBETCTBUSA IIapaMeTpPOB; 3a IIpe-
IeJaMu JKe TaKUX COOTBETCTBUI KauecTBa, cleliuuuecKue
IUIST KasKI0M 13 MccaelyeMbIX obJiacTeil, JOMKHBI TIOHUMAaTh-
cs B CBOEI COOCTBEHHOII OIIpene e HHOCTH.

B mamHOI KHUTE MBI OTPAHUUYUMCS JIUIh KPATKUMU YKa-
3aHUAMU HA OTMEUEHHOe HaMU CXOJACTBO. IIpoBemeHme ma-
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paJLIesieil 34ech MOXKeT ObITh HAUaTO C XMMHUUECKOT'0 COCTABa
Boganl. CoemuHeHMEe BOAOPOAA M KMCJIOPOJa, IOJZOOHO TOMY,
KaK B My3bIKe — MeJIOJUH 1 FapMOHNU, COCTABJISAET HE00XO0-
IUMOEe YCJIOBME CO3JaHWsA KOHEUHOro IpoaykTa. Boma obpa-
3yeTcs OJjiaromaps cuje IPUTSKEHNsI, CO3TaloIero MOJIeKy-
JSAPHYIO CTPYKTYPY 00Jiee BBICOKOTO IOPAAKA CPABHUTEILHO
C COCTABHBIMHU ee dacTaMu. To ;Ke MBI HaOJI0ogaeM B coUeTa-
HUU TapMOHHUHN 1 MEJOANI: OHO OCYIIeCTBJsAeTCs Oaromaps
PpUTMY B ABYX ero opMax (CHCTEeMBbI aKIIEHTOB U CHCTEMBI
IJINUTEILHOCTeIl), MEeTPUUYECKON 1 PUTMUUECKON HeperyJisap-
HOCTH U TaK Jajee.

IlocKONBKY MBI BBISICHSIEM XaPAKTEPUCTUKMN ABUIKEHUS
BOJBI, TEKYIIIEH IO Pa3IMYHBIM PyCJIaM 1 00pa3yIolleil pyuybu
1 PeKU, HaM HeOoOXOAMMO YUMUTHIBATE CIAeAyIoInue (DaKTOPhI:
1) o0mIyio CKOPOCTL OBUIKEHUA IIOTOKA, KOTOpPas COOTBET-
CTBYeT TEeMIIy MY3BLIKAJILHOI IIhEeChl, BHIPAKEHHOMY METPHU-
YeCKUMU aKIleHTaMu; 2) OOIMyI0 BHENTHIOI (opMy IIOTOKA,
COOTBETCTBYIOIITYIO OOIIIEMY CTPOEHUIO ITLEChI, C 6€CCUETHBIM
YKMCJIOM BO3MOKHBIX 3[j€Ch BAPMAHTOB HePeTryIAPHBIX HeMeT-
PUUYECKUX COCTABJIAIONINX; 3) BEJIMUNHY HebuTa BOIBI, COOT-
BETCTBYIOIIYIO CHJI€E BJIEKTPUUECKOTO TOKA, U3MePAeMOI aM-
mepaMu; B My3bIKe DTOMY aHAJIOTUYHBI BeIMUNHA MeJOoI1ue-
CKOI 1 METPHUYECKON aKTUBHOCTU U IIJIOTHOCTH AKKOPAOBBIX
CJI0OEB B Ka’KIBIA JaHHBI MOMEHT TeUeHUA MY3LIKAJIbHON
KoMIosunuu; 4) CuaIy AaBJIeHUS BOALI, MJIN, KaK 9TO Ha3bI-
BaeTcA B 9JIEKTPUUYECTBE, HAIIPSKeHe; B My3bIKe 3TO — rap-
MOHUYECKAass M MeJIoAnYecKas HACBIIEeHHOCTh, IIJIOTHOCTD
TOHAJBbHBIX I PUTMHUUECKUX II0CJed0BaTeIbLHOCTE; 5) Beu-
YUHY YKJIOHA B pycJje IOTOKAa; B My3bIKAJIbHOM IIJIaHe — pas-
JUYUA B CJIOKHOCTY aKKOPIOB, raMMa HaIPAKeHUI OT rap-
MOHHNYHOTI'O CO3BYUMS UNCTOM KBUHTHI 40 HauboJjiee ycTpaiia-
IOIIeT0 MHOTO3BYYHOT'O JUCCOHAHCA.

[anee cienyeT OTMETUTH COOTBETCTBUE MEXKAY XapaKTe-
PHUCTUKAMHI BOJHOTO IIOTOKA M MY3BIKAJIbLHON TOHAJIBLHOCTHM.
HanpaBienue moToKa ompeneiserTcs YeThIPbMA KapaAnHaIb-
HBIMU TOUYKAMMW — TOHAJBHBLIMU IleHTpaMu. [BUiKeHMe Mo-
JKeT MEeHSATH CBOIO HAaIIPABJIIEHHOCTD; B 9TOM CJIyuae M3MEeHUT-
Cs ¥ TOHAJIBHBLIA IIEHTP, IPOU30HAET MOAYAANNUA. B mporec-
ce TAaKMX M3MEHEHUH BOJAa HA Pa3IHUYHBIX YUAaCTKaX IOTOKa
OyZeT Teub C PA3JIUUHONA CKOPOCTHIO; B MY3LIKE 3TOMY OYAYT
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COOTBETCTBOBATH PA3JINYHBIE CTEIIEHU CKOPOCTHY PA3BUTHUA TO-
HaJLHOCTHU, a TaKsKe Pa3InNYHbIe CTEIIeHN aMILJIUTYIbI — CTe-
MIeHW HeOOXOAMMOTO HAIPAMKEHUA 9TON TOHAJIbHOCTH.

Heob6xoammo ykasaTh TaKk:kKe 1 Ha My3bIKaJbHbBIE DKBUBA-
JIEHTBHI Pa3JINUYHBIX KOH(MUTYPAIIN BOJIH: 3bI0b, BOJOBOPOTHI
U TOMY Iom00HOe — MY3BbIKaJbHbIE (DUTYPHI, JUHUMN, OPHA-
MEHTHI, MBUKEeHIE KOTOPBIX COCTaBJISIET OCOOBIN ImapameTp,
He CBOAUMBIN K BeJIUYMHAM OOIIeTo TeMIIa, TApMOHUYECKOT0
HaOpAKEHUA, MeJIOAUUYECKON MU TOHAJBbHON CKOPOCTU MY-
3BIKM. BTOPHMUYHBIM IIOTOKAM, ITPOTUBOAEHCTBYIOIIINM TIJIaB-
HOMY TEUEeHUIO, B My3bIKE COOTBETCTBYIOT CMEHBI BPeMEHHBIX
TOHUK BHYTPU 00ITIel TOHAJIHLHOCTH.

HaxoHer, BOBHUKAaET BOIIPOC O PA3JIMYHBIX cIIocobax II0-
JIe3HOTO IPUMEHEeH!A BOAbI: KaKasd YacTh BOJIBLI MOYKET OBITh,
HAIIpUMep, UCIOJb30BaHA IJId NUThA, KaKas 4acTb — MJId
MAaIIMHHOU MHAYCTPUM UJIHU NI XUMUUYecKuXx Iejeii. My3sbi-
KaJIbHYIO aHAJOTHUIO 3/IeCh MOTJIN ObI COCTABUTH COOTBETCTBUE
MaTepuaja IIpou3BeleHUs (UBNUYECKOMY IIPOCTPAHCTBY,
B KOTOPOM OHO 3BYUYHUT, COOTBETCTBUE €T'0 MBLICIUTEJIbHBIM U
TEXHOJIOTUYECKUM CIIOCOOHOCTAM WCHOJIHUTEJell U CJyIla-
TeJiel, a TaKsKe U UHBIM MY3bIKAJbHBIM 1 BHEMY3bIKAJIbHBIM
YCJOBUAM — KOpPOYe roBOPsA, BCEM HE OTHOCAIIUMCA K Y3KO-
TeXHUYECKON ob0sacTu (aKTopaM, KOTOpPbIe OOCYKIATIIHCH
HaMU B IPeAIINeCTBYIOIINX IJIaBax.
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ITAPAJIJIEJIBHAS ITPOTPAMMA



Hcruneynosa

Enena U3umoBHa,
uccaedogamenv Jlabopamopuu
KJAUHUYeckoil ouopusuru Lkbf.si,
paxyasvmem 30pagooxXpaHeHus
YHuueepcumema JI0o0naHbL,
Jdoxmop HayK
(mexnclucyunnuHapHole
uccnedosanus, ynpasieHue
svlcuuM 00pa308aHUeM )
(Anmamut, Pecnyonruxa
Kaszaxcmawn; JIioonana,
Pecnybaura Crosenus )

Mope Yropaénuca: cMHTE3 3ByKa, CB€Ta M BOIBI
B MY3bIKAJbHO-IIO3THIECKON KOMIIO3UITUHI
(aa ocHose meroga SMH)

B 1903-1909 rozax Muxamgoioc YroopJaEéHUC IIOCTIeS0Ba-
TeJIbHO o0paIaeTcsa K MOPCKO# TeMe, pa3BuBasd ee B JKUBOIIN-
cu, My3bIiKe U jgureparype. CumdoHUUYecKas mosma «dJuras
(«Mope») u cBaA3aHHas ¢ Hell mosTUUecKas mposa (GopMmu-
PYIOT HHTepMeIuaJbHOEe XyIO’KeCTBeHHOe IIPOCTPAHCTBO,
B KOTOPOM MOpCKAasd cTuxus (BoJa) BBICTyHAeT KaK 00benu-
HAOIMUN IPUHIIUII B3aNMOJENCTBHA 3BYKa, CBeTa M CJOBA.
JIuTepaTypHbIi TekeT Hiop€HNCA IPeCTaBIAEeT COO0M CUM-
BOJIMICTCKYIO IIO3TUYECKYIO IIPO3y M PacCMaTPUBAETCSI Kak
MHTEPIPETAIMOHHOE OMOJIHEeHIIe K MY3bIKaJbHOMY IIPOU3-
BeleHUI0. B maHHOII paboTe ero Hacjaeare OCMBICIIETCA KaK
dopMa «My3LIKAILHOI I093UN», B KOTOPOII CUHTE3UPYIOTCSA
cuM(pOHNUECKOe MLIILJIeHNe, BU3yaIbHbie 00pas3kl U TEKCTO-
Bas CTPYKTypa.

I[envio uccredosarnus ABIAAETCA aHAJINS3 PABIUUHBIX CIIO-
cO0OB peIpeseHTaIllU MOPCKOM CTUXHHU B XYAOKECTBEHHBIX
¥ 3BYKOBBIX IIpaKTHUKax. B 5Tol cBA3u (opMyaIupyeTrcs
CJeNYIOIUM MCCIeN0BAaTEeIbCKUI BOMPOC: KaKHUM 00pasoM
MOpCKasd cpela MOMKeT (PYHKIIMOHMPOBATL KaK IeHepaTop u
MeIUaTOp 3BYyKa B IPUPOIHBIX, XYI0KECTBEHHBLIX U TEXHO-
JIOTUYECKU OMOCPEJOBAHHBIX CHUCTEMAaX, U KaK 9THU MOIeJIU
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WHTEeTPUPYIOTCSI B €IMHYIO 3BYKO-BU3YVAJIbHYIO CTPYKTYPY?
MeTomosiorusi MCCJAEJOBAHUA BKJIIOUAET MHTEPMeIUATbHBIN
aHaJIN3, COIIOCTABUTEIbHBIN MOAX 0/ (IPUPOIHOE 3ByUaHIe —
XyoOKeCTBeHHAd WHTEPIIPeTAIlns — aBTOPCKAsd KOMIIO3U-
Musi), a TaKiKe MPaKTHKO-OPHEeHTHPOBAHHOE HCCJIefOBaHMe
(practice-based research).

B pa6ore mipejiaraeTcs COBpeMeHHOE XY/ I0KeCTBeHHOe IIe-
PEOCMBICIEHNE ITOITUUECKON IIPO3hI «JUra» 1 KHUBOIIMCHOTO
Hacaenud YropiaeHuca aBTopoM. MysbIKaabHaA KOMIO3UIIUA
mpencTaBideT coboil opuUrHHAJIbHOE ITPOU3BeeHNe Ha OCHO-
Be TeKcTa HiopJiéHuca, ImepeBeIeHHOTO 1 IIPeo0pasoBaHHOTO
B IO9THUECKy0 (hopMy Ha pyccKoM aA3bIKe. Pabora cosma-
ua B 2025 r. mo merogy SMH (Stories based on Music about
Heritage), paspa6orannomy B 2012 r. Enenoit UcTuneyioBoit
(Yelena Istileulova). MeTox SMH npeniiosiaraer CHHTes Tpex
KJIFOUEBBIX 9JI€MEHTOB:

— mosMa (B JaHHOM cJiydyae: Ha OCHOBE O3TUYECKOMH ITPo-
361 HiopJiéHuca);

— MY3bIKaJbHASA KOMIIO3UIIUA (TBOPUECKUI ICEBIOHUM
KOMIIOBUTOPA, MosTa, ucrnoguuTeass — Aleona von Sultano-
va).

— BUSYAJBbHBIHA pAL (PeIPOAYKIINY KUBOITUCH HIOPJIEHU-
ca, KaK WJLJIIOCTPAIINN, PACKPBIBAIOIIINE CMBICJ IT09MHBI).

B manHO# cTpyKType Boma («Jura» — Mope) BBICTYyIIAeT
KaK KOHIEIITYaJbHBIA 1 aKyCTUUECKUH MeauaTop; 3BYK —
Kak cuM(poHUUYecKad W BOKaJbHad opMa; CBET — KaK BU-
3yanbHasa AuHaMuKa KkuBonucu. CUHTE3 peayn3yeTcs B aB-
TOPCKOM KOMIIOSUIIUU KaK IIEJIOCTHOE XYI0KEeCTBEHHOE IIPO-
CTPaHCTRBO.

Oco0oe 3HayeHre B IPOEKTe IPUOOpeTaeT 3ByKOBOUM MaTe-
puraJi, BKJIIOYAIOIIUI II0JEeBYIO 3alIUCh MOPCKOT'O OpraHa, BbI-
noyiHeHHY!0 aBTopoM 12 mtoisa 2023 r. B ropoge 3agap (Xopsa-
Tusa). JaHHbII 00BEKT IIpeACTaBIAET CO00M apXUTEKTYPHO-
aKYCTUUYECKYIO CHUCTEMY, B KOTOPOH TIHUAPOAUMHAMUYECKOE
IBUKEeHIE MOPCKUX BOJIH ITpeo0pasyeTcs B 3BYK IIOCPEACTBOM
pes3oHaTOpPHBIX TPYO. Mcmonb30BaHMe 9TOM 3aMCH BBOIUT B
KOMIIOBUIIUIO PeaIbHOE aKYCTUUECKOE IIPUCYTCTBIE MOPCKOM
CTUXUU W II03BOJIAET COIIOCTABUTH IIPUPOIHYIO TeHEepPaIinio
3BYKAa C ee XyJ0:KeCTBeHHOII nuTepuperanuen y HopaeHuca.
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Takum 00pa3oM, IPOEKT O0beIUHSIET TPU YPOBHSA 3BYKO-
BOH peIrpe3eHTaIlu’: IPUPOIHBIN (3ByUaHNEe MOPS); XYyI0Ke-
CTBEHHBIM (CHMMBOJIMCTCKAs WHTepIperanus UYopaéHmca);
aBTOPCKUH (MY3BIKAJIBHO-TIOdTHUECKAA KoMmmoaunusa). Vro-
TOM WCCJIeJOBAHUS ABJSIETCS MY3bIKajlbHas 1mosMa «Mope
YropaéHuca», 00beTUHAIONIAA TEKCT, MY3bIKY U BU3yaJbHbBIE
00pasbl B MEKIUCITUIIIMHAPHYIO XYI0KEeCTBEHHYIO CTPYKTY-
PY, B KOTOPOH MOPCKAaA CTUXUA OCMBICJISIETCSI KaK 00pas Beu-
HOCTHU M HETIPEPBLIBHOT'O ABUKEHUS.

Yelena Istileulova
(Almaty, Republic of Kazakhstan;
Ljubljana, Republic of Slovenia)

The Sea of Ciurlionis: A Synthesis of Sound, Light,
and Water in a Musical-Poetic Composition
(Based on the SMH Method)

In 1903-1909, Mikalojus Ciurlionis consistently turned
to the theme of the sea, developing it across painting, music
and literature. The symphonic poem “Jura” (“The Sea”) and
its associated poetic prose form an intermedial artistic space
in which the marine element functions as a unifying princi-
ple linking sound, light and word. Ciurlionis’ literary text
constitutes a work of Symbolist poetic prose and may be re-
garded as an interpretative complement to the musical com-
position. In the present study, his legacy is approached as a
form of “musical poetry”, synthesising symphonic thinking,
visual imagery and textual structure.

The aim of the research is to analyse different modes of
representing the marine element in artistic and sonic practic-
es. In this context, the following research question is posed:
how can the marine environment function as a generator and
mediator of sound in natural, artistic and technologically
mediated systems, and how can these models be integrated
into a unified audiovisual structure? The methodology com-
bines intermedial analysis, a comparative approach (natural
sound — artistic interpretation — authorial composition),
and practice-based research.

The study presents a contemporary artistic reinterpreta-
tion of the poetic prose of Jura and Ciurlionis’ pictures. The
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musical composition is an original work based on Ciurlionis’
text to his composition “Sea”, translated and transformed
into poetic form in Russian. The work was created in 2025
using the SMH (Stories based on Music about Heritage)
method, developed in 2012 by Yelena Istileulova. The SMH
method involves the synthesis of three key components:

— a poem (in this case, based on the poetic prose of Ci-
urlionis);

— a musical composition (pseudonym of the composer/
poet/performer — Aleona von Sultanova);

— a visual sequence (reproductions of Ciurlionis’s paint-
ings as illustrations of the poem’s meaning).

Within this framework: water (Jura, or the Sea) func-
tions as a conceptual and acoustic mediator; sound operates
as a symphonic and vocal form; light manifests as the visual
dynamics of painting; synthesis is realised in the author’s
composition as an integrated artistic space.

Particular significance is given to the sonic material, in-
cluding a field recording of the Sea Organ made by the au-
thor on 12 July 2023 in Zadar (Croatia). This structure con-
stitutes an architectural-acoustic system in which the hy-
drodynamic motion of sea waves is transformed into sound
through resonant pipes. The inclusion of this recording in-
troduces the real acoustic presence of the marine environ-
ment into the composition and enables a comparison between
natural sound generation and its artistic interpretation in
Ciurlionis’work.

Thus, the project brings together three levels of sonic
representation: natural (the sound of the sea); artistic (Ci-
urlionis’ Symbolist interpretation); authorial (the musi-
cal-poetic composition). The outcome of the research is the
musical poem Ciurlionis’ Sea, which combines text, music
and visual imagery into an interdisciplinary artistic struc-
ture, in which the sea is interpreted as an image of eternity
and continuous movement.
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Enena Uctuneymnosa

ATomuctnueckas mpupona Bemieii JIykpemus:
KOMIIO3UTOPCKASA NHTEePIIPETAIINA 3BYKa, CBETA U BObI
B «Carmen Philosophicum»

HpeBuepumckuii pusnocod Tut Jlykpenuit Kap ogaum us
IepBBIX omrcas (peHOMEHBI 3BYyKa, CBeTa M BOJABLI B paMKax
aTOMMHCTHYECKON KapTuHBI Mupa B mosme «O mpupome Be-
miei» . 3ByK (sonus) TpaxTtyercsa JIykpelnumeM Kak IBUKeHUE
MeJILbUAMNIIINX YacTUIl B BO3AyXe, BOSHUKAIOIIee IIPU Kojeba-
Huu tes. Ceer (lux) mpeacrasieH KaK IIOTOK OBICTPBIX M TOH-
KHMX aTOMOB, TOTJa KakK «0o0pasnl» (simulacra) monummarorcs
KaK MCTeUeHUs OT HOBEPXHOCTH Belleil, o0ecIlieumnBaIOIIe
BO3MOJKHOCTb 3PUTEILHOTO BocupuATusa. Boma (aqua), co-
CTOAINAA U3 TJIAAKUX U OKPYTJIBIX aTOMOB, O0BACHAET TEKY-
YeCTh, MCIIaPeHNe 1 MMPOIIECChHI APO3UU.

Hacrosaiee nccieqoBanme HaIpaBJaeHO Ha IIEPEOCMBbICIE-
HUE aTOMUCTHUYECKOHN (pmuyiocopmy B KOHTEKCTE COBPEMEHHO-
ro MEXAUCIUILIMHAPHOTO XYAOXKeCTBeHHOro moaxoxa. Omo
omupaeTcA Ha uaeu JIyKperius 00 aToMu3Me Ha OCHOBe (huJIo-
copuu Inurypa (Kuauru I-11), usao:xkenusnie B mosme «O mpu-
poze Bemieii». Kuura I 3amaer oHTOJIOTMUYECKME OCHOBAHUS
(corpora u inane — Tejyia u mycrora), Kuura II packpniBaer
cBoiicTBa maTepuu. B To :Ke Bpemsa Boga (Kuura II), a Taxixe
3ByK u cBer (Kuura IV) paccmarpuBatoTcs JIykperuem Kak
IVHaMUUeCKUe IIPOIeCcChl, BOSHMKAIOIINE B Pe3yJbTaTe B3a-
UMOJeHCTBUSA TUCKPETHRIX 9JIeMeHToB. Takum o0pasoM, gaH-
HbIE TOJIOMKeHUS (POPMUPYIOT TEOPETUUECKYIO OCHOBY HACTO-
SAIIEro uccaeqOBaHUA.

WccaemoBaTeIbCKUIM BOIPOC: KaKUM 00pasoM aTOMK3M
JIykpernusa mMoKeT OBITH II€PEOCMBICJIEH Uepe3 COBPEeMeHHbBIe
(pusuueckue u 6mnopusnuecKkre Moaean (B YaCTHOCTH, Be3U-
KyJsapHbIe U MeMOpaHHBIE CHUCTEMBI) IJIA MOJAEJIUPOBAHUA
BOJIBI, 3BYKa U CBeTa KaK JUCKPETHO-HEIIPePbIBHLIX IIPOIleC-
COB B PA3JIMYHBIX 00JIaCTAX 3HAHUA, BKJIOUYAA MeIua-UCKYyC-
cTBO?

Ilpe:xxme uem IepexoauTh K aHAJNIMW3y TaKWUX SABJIEHUMN,
KaK BoJa, 3BYK W CBeT, HaHHad paboTa (poKycupyeTca Ha
OCMBICJIEHUY YCJIOBUH NX BOZMOYKHOCTH (Io(heHOMEHATHLHOTO
YPOBHs) Uepe3 aTOMUCTUUYECKOe yUeHUe, IpPeJCTaBIeHHOEe B
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Kuwure 1. B aToM KOHTEKCTE TTOITUKO-3BYKOBasA KOMITO3UITUA
«Carmen Philosophicum» — pesrome Kuuru I — BricTymaer
KaK uHTeplperanusa uiocoduu JIykpenuda u mpeacTaBisa-
eT co00il XYIOKeCTBEeHHOEe MCCJIeIOBAHNE OHTOJOTMYECKOTO
OCHOBaHUS MUPA [0 KAUECTB, UX BOCIPUATUS 1 (GOPM.

Ucnoawasyercs mogxon STEAM (Science, Technology, En-
gineering, Arts and Math) u merox SMH (Stories based on
Music about Heritage) c aBTopckoii meToquKoii, paspadoram-
"ot B 2012 1.

BusyasnbHaa yacTh omupaeTcs Ha aIXUMHUUYECKUN TpaKTaT
XVI Bexa Splendor Solis, npunucsiBaemsiii Camomony Tpuc-
MOCHHY. ITH N300pasKeHnsa 3HAaUNMEBI He TOJbKO KaK MCTOPHU-
YyecKue WJIJIIOCTPAIlNMU, HO M KaK CUMBOJIMYECKNE Pelpe3eH-
Tanuu Tpauchopmauu BeliecTBa. B wacTHoCTH, Boza (aqua)
BBICTYIIAeT KAK IEeHTPAJbHBIN 3JIEMEHT IIPOIIECCOB PacTBOpe-
HUS U MUPKYJIAINN, YTO COOTHOCUTCA C JIYKPEITUEeBCKUM ITI0-
HUMaHNWEeM TeKyuecTu u uamenunBocTu. Ceet (lux) mpezmcras-
JIeH Uepe3 MPOIlecChl 03apeHUus U TPaHCMYyTalluu, (PYHKIIHIO-
HUPYA Kak MeTad)opa BOBHUKHOBEHUS (DOPMbBI M BUAMMOCTH.
Xorsa 3BYK (sonus) He n3o0paskeH HAIIPIMYIO, OH MOYKET OBITH
VHTEPIPETUPOBAH KaK BpeMeHHOe U JUHAMUYECKOoe u3Mepe-
HUe 9TuX TpaHchopMaIuii, mepeBoisa BU3yaJbHbIe TPOIIECCHI
B 3BYKOBOM KOHTHUHYYM.

BoepBbie Kommosuiusa Oblja OpeAcTaBIeHa 28 gHBaps
2026 r. ma xounepre KoHpepenumun European Joint Theo-
ry/Exsperiment Meeting on Membranes — EJTEMM 2026
(JIrobaana) HApALY ¢ ApyTroit Kommosuiiueit — «Architecture
of Invisible: Membranes».

Yelena Istileulova

The Atomistic Nature of Things in Lucretius:
A Compositional Interpretation of Sound, Light,
and Water in “Carmen Philosophicum”

The ancient Roman philosopher Titus Lucretius Carus
was among the first to describe the phenomena of sound,
light, and water within an atomistic framework in his poem
On the Nature of Things (De Rerum Natura). Sound (sonus)
is understood as the motion of minute particles in the air
generated by the vibration of bodies. Light (lux) is conceived
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as a motok of swift and subtle particles, while “images” (sim-
ulacra) are described as emanations from the surfaces of ob-
jects that enable visual perception. Water (aqua), composed
of smooth and rounded particles, accounts for fluidity, evap-
oration, and processes of erosion.

The present research seeks to reinterpret atomistic phi-
losophy within the context of a contemporary interdisciplin-
ary artistic approach. It draws upon Lucretius’ theory of at-
omism (Books I-II), where Book I establishes the ontological
foundations (corpora and inane—bodies and void), and Book
II elaborates the properties of matter. At the same time, wa-
ter (Book II), as well as sound and light (Book IV), are treated
as dynamic processes arising from the interaction of discrete
elements. These principles collectively form the theoretical
framework of the study.

Research question: how can Lucretian atomism be rein-
terpreted through contemporary physical and biophysical
models (in particular vesicular and membrane systems) in
order to model water, sound, and light as discrete—continu-
ous processes across different fields of knowledge, including
media art?

Before addressing phenomena such as water, sound, and
light, this work focuses on the conditions of their possibili-
ty (a pre-phenomenal level) through the atomistic doctrine
presented in Book I. In this context, the poetic—musical com-
position Carmen Philosophicum—a condensation of Book I
()—functions as an interpretation of Lucretian philosophy
and constitutes an artistic investigation of the ontological
ground: a world prior to qualities, perception, and form.

The project employs a STEAM (Science, Technology, En-
gineering, Arts, and Mathematics) approach, alongside the
SMH method (Stories based on Music about Heritage), devel-
oped by Yelena Istileulova in 2012.

The visual component draws on the 16th-century alchemi-
cal treatise Splendor Solis, attributed to Salomon Trismosin.
These images are significant not merely as historical illus-
trations, but as symbolic representations of material trans-
formation. In particular, water (aqua) appears as a central
element of dissolution and circulation, closely resonating
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with Lucretian notions of fluidity and change. Light (lux) is
conveyed through processes of illumination and transmuta-
tion, functioning as a metaphor for the emergence of form
and visibility. Although sound (sonus) is not explicitly de-
picted, it can be interpreted as the temporal and dynamic
dimension of these transformations, translating visual pro-
cesses into a sonic continuum.

The composition was first presented on 28 January 2026
at the conference concert of the European Joint Theory/Ex-
periment Meeting on Membranes (EJTEMM 2026) in Lju-
bljana, alongside another composition, Architecture of the
Invisible: Membranes.
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HNubproBa Mapusa IlaBioBHa
(Mary Inkova Ljos),
xydoxcHuk, pomozpag)
(Canxm-Ilemepbype )

Ceéem, 600a u 6UKU
KaK OCHOBA MeIUTATUBHOTO BOCIPUATHA
B AayIMOBU3yaJbHON KOMIIO3UIINH
«INNER LIGHT» (2023, 11 mu#.)

Bupeo: Mary Inkova Ljos (Mapus UabkoBa).
Mysbika: SymphoCat — Elska Inni.

Jlokyany TOCBAINEH AayAUOBU3YAJbHOW KOMIIO3UIIUU
INNER LIGHT (2023), B KOTOPOIi CBeT, BOJIa 1 COJTHEUHBIE
OJIMKM paccMaTPUBAIOTCS KAaK OCHOBA UYBCTBEHHOI'O BOCIPHU-
arus. Pabora moHMMaeTcsa KaK MeIUTATHBHAS ayAMOBU3Y-
aJbHAsI CHCTeMa, I'/ie BOAHAS Cpega M CBETOBBLIE MMIIYJILChHI
(hopMUPYIOT U3MEHUNBOE BU3YyaJIbHOE II0JIe, KOTOPOe BO3HI-
KaeT B IIpoIlecce AJNTEILHOTO HaOIogeHnsa. 3ByKoBas cpefa
ycuanBaeT 3P PeKT TOTPYKeHNA U CUHXPOHUBUPYETCA C BU-
3yalbHBIMHU IIPOIlecCaMM, IIOAJAEeP:KHBas I[eJIOCTHOCTH BOC-
npusatusg. Ocoboe BHUMAaHIE YAEIAETCA OIBITY MeIUTATUBHO-
IO BIUIAALIBAHUS U AJUTEJIBHOTO COCPENOTOUEHHOr0 HabJIIo-
IeHusi. B oaToM KoHTEeKCcTe paboTa paccMaTpruBaeTcsa Kak 06Jia-
Iarolnasa apT-TepaleBTUUYeCKUM ITOTEHI[NAJIOM, CBA3AHHBIM C
yruIyOJieHIeM U TapMOHM3aI[ell SMOIMOHAaIbLHOTO OIBITA.

Cser, Boja u oTpakeHUS (POPMUPYIOT B KOMIO3UIIUU
IPOCTPAHCTBO MEAUTATHUBHOI'O HAOJIIONEHNS 1 BHYTPEHHETO
nepekuBanusd. l[BeToBas cpema, OCHOBAHHAsA HA TIYOOKUX
CUHUX OTTEHKAaX, CBA3aHa ¢ o0JacTbio Oecco3HATeJILHOTO,
a CBETOBBIE BCIIBIIIKMN M OTPAKEHUS BOCIPHUHUMAIOTCA KaK
¢dopmMa cBeTOmMCH, B KOTOPO#I 00pa3 MOCTOSHHO BOBHUKAET 1
ncueszaet. CBeT IOHMMaeTCs KaK MeTadopa BHYTPEHHET'0 IPo-
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1mecca, CBA3aHHOTO C MOMCKOM U PaCITUpPeHreM BOCIPUATHUSI.
3ByKOBas cpefla IOJIEeP;KMBAET COCTOSHWE TOTPYKEHUHd,
CUHXPOHU3UPYACh C BU3YAJbHLIMU PUTMaMU U (POPMUPYT
IeJIOCTHOE IIPOCTPAHCTBO BOCIPUATHA. B mpoitecce cosepiia-
HUSA aKTUBUPYETCSA COCTOSTHNE BHYTPEHHET0 BOCIOMUHAHUSA 1
BO3BpallleHusd K cebe.

Mary Inkova Ljos
(Saint Petersburg)

Light, Water, and Reflections
as the Basis of Meditative Perception
in the Audiovisual Composition “INNER LIGHT”
(2023, 11 min)

Video: Mary Inkova Ljos (Maria Inkova).
Music: SymphoCat — Elska Inni.

The report addresses the audiovisual composition
INNER LIGHT (2023), in which light, water, and sunlight
reflections are considered as the basis of sensory perception.
The work is understood as a meditative audiovisual system,
where the aquatic environment and light impulses form
a changing visual field emerging through prolonged
observation. The sound environment enhances the immersive
effect and synchronizes with visual processes, maintaining
the integrity of perception. Particular attention is given to
the experience of meditative gazing and sustained focused
observation. In this context, the work is considered to have
art-therapeutic potential, associated with the deepening and
harmonization of emotional experience.

Light, water and reflections form a space of meditative
observation and inner experience in the composition. The
color environment, based on deep blue tones, is associated
with the realm of the unconscious, while light flashes and
reflections are perceived as a form of light painting, in
which the image continuously appears and disappears. Light
is understood as a metaphor for an inner process related
to the search for and expansion of perception. The sound
environment supports a state of immersion, synchronizing
with visual rhythms and forming a coherent perceptual
space. During contemplation, a state of inner recollection
and return to oneself is activated.
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3ocuu AnHa EBrenreBHa,
Kunoged, kandudam
uckyccmeosederus,
ayouo8u3yanivbrulil XYOOHCHUK,
npenodasameJv Kapeopul
KUuHopomouckyccmaea
Canxm-Ilemepbypzckozo
2ocydapcmeenH020 UHCMUmMyma
kyavmypst (Canxm-Ilemepoype)

CeeT u I[BET KAK OCHOBA IPAMATYPTrUHn
B a0CTPaKTHOM (POTO- U MAKPOBHAEOCHEMKE
(Ha mpuMepe ayTUOBU3YAJIBHON KOMIIO3UIIUN
«B dopmax BogBI»)

MaxkpocheMKa 3aredaTyieBaeT OKPYKAIOIINH MUD B CJIOK -
HO 3PUMBIX pakypcax. ¥ 00beKTOB, CHATHIX CBEPXKDPYIHBIM
IJIaHOM, OOHAPYKUBAIOTCA IeTaal, HEOUeBUAHBIE IJIA HEBO-
OPYKEeHHOTO ONTUKOM B3TJIAna. OHU BBHITJIALAT COBEPIIIEHHO
IMO-HOBOMY ¥ IPOSABJSAIOT OCOOBIN COAEPKAaTeIbHO-CMBICJIO-
Boii mmaH. C TeueHMEM BpeMeHM M3HAUYAJIbHO 3aJI0YKEHHAS B
MHCTPYMEHT MuKpoQortorpadum HaydyHad (PYHKIUA H3IMe-
Hujach. MakpocbhbeMKa cTaja UCIIOJIb30BAThCA KaK XYI0Ke-
CTBEHHBIA METOJ, IPUOOPETsI YePThl CBOMCTBEHHBIE SA3BLIKY
BU3YaJILHOTO UCKYCCTBA. 3alevaTjeHne 00beKTa He IIPOCTO B
0oJIbIlIeM pasMepe, YeM OH €CTh B PeasIbHOI JKU3HU, a IIPe.-
CTaBJIEHUE €T0 SKCTPEMAJIbHO KPYIIHBIM ILJIAHOM HECET CBOIO
SCTETUUYECKYI0 HATPY3KY U BBIXOJ Ha HOBBIA YPOBEHH BOC-
IpuATHA. ABTOPY CTAHOBUTCA NOCTYIIHBIM BUIETH CKPBITHIE
OT «HOPMAaJbHOTO» 3PEHUA TEeKCTYPhI U Y30PhI U mpuberarsb
K TpaHcopmManuu obpasa 3a cueT KOMOMHATOPUKHU, KaJpPHU-
poBaHus um paKypca. HemayioBasKHOU cocraBisoliei ¢op-
MHUpyeMoro obpasa BHICTYIIaeT 1 CBETOIIBETOBAsA NJOMUHAHTA,
BBIXOJAIIAA B OTAEJbHBIX CJIydyasx Ha HepBblil miaH. Ecau
JKe Ha dTame mocToO0paboTKY KaJpupPOBaHUE OCTABJISIET TOJIb-
KO (axTypy, To m3o0OpaskeHUe IIepeMeIllaeTcs y:Ke B ILIO-
CKOCTBb UHCTOM abcTpakmnuu. Tak, oObIJeHHOe IIpeBpaIaeTcsa
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B HeOOBIUHOE, a IIOBCEJHEeBHBIE NpeIMeThl WU KUBBIE CY-
IecTBa — B 3aXBaThIBAIOIINEe 00BEKThI, (GaKTyphI U IIeJble
¢danrasuiinbie Komnosuiuu. HoBusHa B3ryIgna Uau pakypca
Ha IPUBBIYHBIE 00BEKTHI ONIpPeNessaeT U [eHHOCTh MeToaa —
BO3MOJKHOCTL YBUIETH 3aledyaTJeHHBIMU Ha ILJIOCKOCTHOM
usobpakenun (peke B (popmMaTe BUAEOCHEMKU) CIA0KHEIE Je-
Taanu3upoBaHHBbIe ()OPMBI U 00BEKTHI KAK KOMIIO3UITMOHHYIO
abCTpaKIHuIo.

Amnna 3ocuu. «B dhopmax Bogsr» (2026, 11 munyT)

AOcTpaKTHasg MaKpPOBHUJIEOCHEMKA, COBETCKAS OIITHKA,
BOJA, JIeJT, IBETHI.

Mysbika: Auna 3ocuu. Kommosumnusa «Ocean clouds the
breathing» us ans6oma Metamorphoses (2020)

IIpousBenenue «B ¢opmax BOABI» MOYKHO OBILIO OBI Ha-
3BaTh CBOET0 POJia BU3YaJbHBIM XOKKY. Hemeperpy:xeHHOCTD
U IIPOCTOTA MCIIOJL3YEMBIX IIPUPOLHBLIX 00pasoB KakK OyATO
OBl «BBIPBAHHBIX» Jake He M3 IIOTOKA BPeMeHH, a U3 IOTOKAa
COOCTBEHHOTO HEIIOABUIKHOTO IIPEeOLIBAHUS — 5TO AJIJIIO3USA
Ha HEYJIOBUMOE, €IBa 3aMeTHOe CcO3epIlaHue COOCTBEHHOTO
yMma. IIpumeHaeMbIi BUAeOPA YCIOBHO MOYKHO OXapaKTepu-
30BaTh KaK «BU3YAJbHBIN SMOUEHT», UTO IIepedpachIiBaeT Mo-
CTUK B3aMOCBSI3U C MY3bIKOIi, 3ByUallieii Ha ero (poHe.

B nmpousBegeHny BHUMAaHUE COCPEIOTOUYMBAETCA HAa KOM-
TMO3UIMOHHOM B3aMMOJENCTBUU IIBETA W CBETA — 3TO 0OCO3-
HAHHOE HCKJIIOUEeHNE CIOJKETHON OCHOBBI, TATOTeIollee K
MOMCKAaM CO3JAaHUA IeJOCTHOTO ayANOBU3YAJHLHOTO MIPOU3-
BeleHUsI B IIPOCTPAHCTBE MY3BIKM U CBETOKUBOIIUCU. OTUM
IIpous3BeeHrneM aBTOP CTABUT mepen co60i OqHOBPEeMEHHO U
3aJlauy, ¥ BOIIPOC OTHOCUTEJIHHO CYII[eCTBOBAHUA TaKOU BO3-
MOJKHOCTH.

Hecmorps Ha TO, UTO M300pasKeHMe ITPOSIBIEHO 1 €T0 MOXK -
HO YBUIEThb, OHO JIUIIIEHO MPAMOM KOHHOTAIIUU U TaKUM 00-
pPas3oM OCTaBJISIET MHOTO BO3AyXa AJIA JOOCMBICJICHUS, IIPeIo-
CTaBJIASA 3PUTEJIO HEKOe IIPOCTPAHCTBO AJIA PA3MbIIIIEHU.

Compukacasich ¢ (popMoii abCTPpaKTHON MaKPOCHEMKH, aB-
TOP HAXOAUTCA B TAKOM K€ COCTOSHUM CBOOOTHOTO OTKPBITO-
IO COITPUKOCHOBEHUA ¢ Kpacoroii. OH mpeacTaeT B POJI BHU-
MAaTeJbLHOTO 3PUTEJS U CJYIIATeJd caMoro IPOCTPAHCTBA,
KOTOPOEe IIPOSABIAETCA Uepes BUIONCKATE b KaMephl.

114



Anna Zosich
(Saint Petersburg)

Light and Color as a Dramaturgical Foundation
in Abstract Photography and Macro Videography:
A Case Study of the Audiovisual Composition
“In the Forms of Water”

Macro photography captures the surrounding world
through perspectives that are otherwise difficult to perceive.
Objects captured at an extreme close-up reveal details
imperceptible to the unaided eye, manifesting a completely
new structural and semantic dimension. Over time, the
scientific function originally inherent to microphotography
has evolved; macro photography has been reclaimed as an
artistic method, adopting the distinctive characteristics of
visual language. Representing an object not merely at a scale
larger than life, but through an extreme close-up, carries
a specific aesthetic weight and facilitates a transition to a
new level of perception. The author gains access to textures
and patterns hidden from “normal” vision, enabling the
transformation of the image through combinatorics,
framing, and perspective. A crucial component of the
resulting image is the light-color dominant, which in certain
instances becomes the primary focus. If, during the post-
processing stage, framingisolatesonly the texture, theimage
shifts into the realm of pure abstraction. Thus, the mundane
is transformed into the extraordinary, and everyday objects
or living beings are recast as compelling entities, textures,
and intricate fantasy compositions. The novelty of the
perspective on familiar objects defines the value of this
method: the ability to perceive complex, detailed forms and
objects as a compositional abstraction within a planar image
(or, less frequently, in a video format).

Anna Zosich. In the Forms of Water (2026, 11 min.)

Abstract macro videography, vintage Soviet optics,
water, ice, floral motifs.

Soundtrack: Anna Zosich, “Ocean Clouds the Breathing”
from the album Metamorphoses (2020).
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The work In the Forms of Water may be interpreted
as a visual counterpart to the haiku. The minimalist
clarity and simplicity of the natural imagery — seemingly
“extracted” not merely from the temporal flow, but from a
state of inherent stasis — serve as an allusion to the elusive,
subtle contemplation of the mind. The visual sequence
can be conventionally characterized as “visual ambient,”
establishing a conceptual bridge to the accompanying
musical landscape.

The piece focuses on the compositional interplay between
color and light, deliberately eschewing narrative structures.
This approach gravitates toward the creation of a holistic
audiovisual synthesis within the domains of music and light-
painting (Lichtmalerei). Through this work, the author
simultaneously addresses the challenge and investigates the
possibility of such a synthesis.

Despite the manifest nature of the imagery, it is devoid
of direct denotation, thereby preserving substantial
interpretive “breathing room” and providing the viewer with
a space for reflection. Engaging with the form of abstract
macro cinematography, the author maintains a state of fluid,
open encounter with aesthetic beauty, assuming the role of a
vigilant observer and listener of the space revealed through
the camera’s viewfinder.
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Paz:xuBuna Auduca AHTOHOBHA,
3D-eusyanuszamop,

cmydenmKa wemeepmozo Kypca
bakxanaspuama YHusepcumema
UTMO (pyrosodumenv

A. M. Cnupudonosa)
(Canxm-IIemepoypz)

TpexMepHasa PEKOHCTPYKIMSA BhICTABKU-TIPEICTABICHUA
«50 net CoBeTCcKOMY ITUPKY » !

Huzatinep — Auduca Paz:xuBuna.

Hayunbsie koucyabranTel — [apba 'omoBanosa (LlenTp
«3opun-ApTr»), Onbra Koaramosa (PUUU, Ilentp «Aprt-
uHTerpamnus»), Aaaa CnupumouoBa (Yauepcutrer UTMO),
Oabra lllexpuna (PTTY, llerTp «30puH-ApT»).

Pabora mocssIieHa BBICTaBKe-IIpeAcTaBJeHMI0 «b50 Jer
CoBeTckoMy ITUPKY» , HpoBeaeHHO# B MockoBckoM Mane:xe B
1969 roxmy. 9Kcmosunusa ObljIa pealrn30BaHa XYIOKHUKAMU-
KHMHETUCTAMU W3 TPynubl «l[BuiKeHme» IIOI PYKOBOICTBOM
JIrBa Hycc6epra. Kunernueckue u cBeTOAuHAMUYECKIIE MH-
CTAJILIAIIUY, CUHTE3 CBETAa, 3BYKa U ABUKEHUA, ONTUYECKUE
IpUEeMBbl U CIleHMYeCKHre KOMIO3uIuu (popMUPOBATIN BBICTA-
BOYHOE IIPOCTPAHCTBO KaK JUHAMUUYECKYIO CpPeay, Tae 00beK-
THI BBICTYHAJY B POJIU «aKTE€POB» U BOBJEKAJM IIOCETUTEJS B
mepeMeIrieHre mo TPAeKTOPUAM CIIEIINMAJIbHO CO3LAaHHOTO Jia-
OMPUHTA BOKPYT CBETOKMHETUUECKUX 00 beKTOB.

3D-peKoHCTPYKIIUS OTTMPAaeTCA Ha apXUBHBIE MaTEePUAaJbI,
a Tak’Ke craTtbu U (poTorpaduu, onyoJINKOBAaHHBIE B MAaJIOTH-
Pa'KHBIX M3JAHUAX, U BKJIOUYAET PaspaboTKy BHLICTABOUHOTO
IPOCTPAHCTBA, CO3JaHINe AeTaJns3MpPOoBaHHLBIX 3D-momeseit

! PaGora BbImOJHEHA mpu mmoxaxep:kke ILleHTpa pasBuUTHUSA CBe-
TO3ByKOBOro wuckyccrBa um. C. M. 3opuna «30puH-ApT» U
Hay4yHO-TPOCBETUTENHCKOTO IIeHTPA «ApPT-UHTETrpanusa» WUMeHU
M. C. SaimuBazgHoro.
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HSKCIIOHATOB M HACTPOMKY OCBeIleHnA. BLICTABOUHBIN ITPOEKT
CTaJI OJJHUM U3 IIEPBBIX OIBITOB (DOPMUPOBAHUS TUHAMUYHOMN
srcrnosuinoHHoi cpenbl B CCCP, a rannasa 3D-susyanusamusa
SIBJISETCSA ero IEePBBIM BUPTYaJbHBIM BOILJIOINeHUEeM. PeKoH-
CTPYKIIUS OTHEJbHBIX O0BEKTOB BBICTABKM, TAaKUX KaK —
«Kocmoraas», «Kubepxkomapuk», «Kocmmueckoe o0aaKo»,
«KubepiBeTok», «3Be3na llupka», «iKap-nruma», «I{upko-
Bas eJKa» — II03BOJISIET He IPOCTO BOCCO3JATh BU3YAIbHBIN
00JIMK SKCHO3UITNY, HO U IIPOJIEMOHCTPUPOBATH TO, KaK 3pU-
TeJIb OKa3bIBAETCS B OKPYKEeHU N ABUIKYIIIUXCSI KOHCTPYKITU I
¥ CBEeTOBBIX KoMmosuniuii. CeromgHs, Koraa 1mu@)poBbie TEXHO-
JIOTHH BCe aKTUBHEEe MMPOHUKAIOT B My3eiHOe ITPOCTPAHCTBO,
oOpalreHre K 5TOMY HOBATOPCKOMY ITPOEKTY IIOMOTaeT JIYUIIle
MMOHATH NCTOPUIO OTEUECTBEHHOTO MeINanCKyCCTBA.

Anfisa Razzhivina
(Moscow, Saint Petersburg)

Three-Dimensional Reconstruction
of the Exhibition-Performance
50 Years of the Soviet Circus?

Designer: Anfisa Razzhivina.

Scientific Consultants: Daria Golovanova (Zorin-Art
Center), Olga Kolganova (Russian Institute of History of
the Arts, Art Integration Center), Anna Spiridonova (ITMO
University), Olga Shchedrina (Russian State University for
the Humanities, Zorin-Art Center).

The work is dedicated to the exhibition-performance 50
Years of the Soviet Circus, held at the Moscow Manege in
1969. The exhibition was realized by kinetic artists from
the Dvizhenie (Movement) group under the the leadership
of Lev Nussberg. Kinetic and photo-kinetic installations,
the synthesis of light, sound, and motion, as well as optical
devices and scenic compositions, transformed the exhibi-
tion space into a dynamic environment. In this setting, ob-

2 This work was supported by the Sergey Zorin Center for the
Development of Light-Sound Art (Zorin-Art) and the Mikhail
Zalivadny Center for Art Integration.
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jects functioned as “actors,” engaging visitors in a traversal
through a specially designed labyrinth centered around lu-
minokinetic objects.

The 3D reconstruction is based on archival materials, as
well as articles and photographs published in limited-edition
periodicals. The project encompasses the development of
the exhibition space, the creation of high-fidelity 3D models
of the exhibits, and the configuration of dynamic lighting.
As the original project was one of the pioneering attempts
at forming a dynamic exhibition environment in the USSR,
this 3D visualization representsits first virtual embodiment.
The reconstruction of specific objects — such as the Cosmo-
Eye, Cyber-Mosquito, Cosmic Cloud, Cyber-Flower, Circus
Star, Firebird, and Circus Christmas Tree — not only re-
stores the visual identity of the exposition but also demon-
strates the immersive effect of moving structures and light
compositions on the spectator. In the contemporary context
of digital integration within museum spaces, revisiting this
innovative project provides vital insights into the history of
Russian media art.
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IIeryxoB Anexkcanap ApreMoBuUY,
3D-eusyanusamop,

cmydenm wemeepmozo Kypca
baxasaspuama Yuueepcumema
UTMO (pyrosodumenv

A. M. Cnupudonosa )
(Canxm-IIemepoypz)

BupryaisHasa peKOHCTPYKIIUA MIPOEKTa
Maruueckoro rearpa cBeroxyao:xuauka Cepres Sopuna!l

Huzatinep — Axexcauap IleTyxos.

Hayunsie koucyabranTel — [apba omoBanosBa (LerTp
«3opuH-ApT»), Ombra Koaramosa (PUUU, Ilentp «Aprt-
uHTerpamnus»), Aaaa CnupumouoBa (Yauepcuter UTMO),
Oxbra llenpuna (PITY, Ileatp «30pur-ApT»).

PaboTa mocBsIieHa cO3TaHNIO0 BUPTYAJIbHON PEKOHCTPYK-
UM HepeaJn30BaHHOTO IIPOeKTa 3maHus Marunueckoro rear-
pa cBertoxymo:kHUKAa u usobperarensa Cepres MuxaiiaoBuua
3opuHa (1944—-2023). Kounenmnusa Tearpa Oblaa paspaboTaHa
aBTopoM B 1969 r. KaK MpoCTPaHCTBO CUHTE3a CBETa U MY3bI-
KHU; TJIABHBIMHM MCTOYHUKAMU BIOXHOBEHUS XYIOKHUKA CTa-
au ugeu Anexkcanapa Ckpsaouna, JIbBa Tepmena, Bana Ed-
peMoBa.

Ha npors:xenuu Bceit :xusHu C. 30puH co31aBaj ONTUUE-
CKMe TeaTpPhl B PA3JIMYHBIX JIOKANuAaX. [loce HuM eTo IpoeK-
TOM CTaJI TeaTp, HOCTPOEHHLIN HeJasleKo oT o3epa CeeTJosap,
B cesqe Bragumupcxkom Huxeropoackoit obaactu (8 2015 r.
COCTOSIJIOCH €T0 O(PUIIHATIbHOE OTKPBITHE). 3IeCh CBeTOX Y A0 -

! PaGora BBIIOJIHEHA IpU IOAAep:kKe LleHTpa pasBUTHS CBETO-
3ByKoBoOro uckyccrBa uM. C. M. 3opuna «3opun-Apt» u Hayuwno-
IIPOCBETUTEJILCKOTO IIeHTPa « ApT-rmHTerpanus» umesau M. C. 3aau-
BAJHOIO.
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HUK pasMecT 0ojee 75 aBTOPCKUX CBETOBBIX MHCTPYMEHTOB
IS CO3MAaHUA CBETOBBIX KOMIIOBUIIMHA HA OCHOBE yIIpaBJsde-
MOT'0 KOHTHUHYAJIBbHOTO IIOTOKA CBETAa JIaMII HaKaJIuBaHUI.

3D-Busyanuzanus Marmueckoro TeaTpa HIpeIcTaBJieHA
B (phopmaTe BumeoposinKa. B ee ocHOBe, BO-TIEPBBIX, PUCYH-
ku C. 3opmHa, coxpaHmuBIinecs B apxuBe JIbBa Hyccbepra
(CIITIA), sameuatJieBIIWe TJIAH 3AaHUA U €70 BHEITHUIN BUJ
B JIaHAIIIA()THOM KOHTEKCTEe, BO-BTOPBIX, (DpAarMeHThI MY3bI-
KaJsbHOU cBeToKuBonucH C. 3opuHa 1 00pasbl KWHETUUECKUX
MHCTAJJIAIUN XYTOKHUKOB I'DYIIbl «[[BUsKeHUe». B Bugeo-
POJIUKE IeMOHCTPUPYIOTCA apXUTEKTYPHOE ITPOCTPAHCTBO Te-
aTpa CHapyKu U BHYTPH, a TaKyKe MOAEJIUPYIOTCA CBETOBbBIE
mpeacTraBieHus. ITo mepBasd 3D-peKOHCTPYKIIMSA MIPOEKTa
Maruueckoro Teatpa C. 3opuna.

Alexander Petukhov
(Saint Petersburg)

Virtual Reconstruction
of Sergey Zorin’s Magic Theatre Project?

Designer: Aleksandr Petukhov.

Scientific Consultants: Daria Golovanova (Zorin-Art
Center), Olga Kolganova (Russian Institute of History of
the Arts, Art Integration Center), Anna Spiridonova (ITMO
University), Olga Shchedrina (Russian State University for
the Humanities, Zorin-Art Center).

This work is dedicated to the virtual reconstruction of
an unrealized architectural project for the Magic Theatre,
designed by thelight artist and inventor Sergey Mikhailovich
Zorin (1944—-2023). The conceptual framework of the theatre
was developed by the author in 1969 as a dedicated space
for the synthesis of light and music; the artist’s primary
inspirations were the ideas of Alexander Scriabin, Leon
Theremin, and Ivan Yefremov.

2 This work was supported by the Sergey Zorin Center for the
Development of Light-Sound Art (Zorin-Art) and the Mikhail
Zalivadny Center for Art Integration.
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Throughout his life, Zorin established various optical
theatres in different locations. His final project was a
theatre constructed near Lake Svetloyar in the village
of Vladimirskoye, Nizhny Novgorod Region (officially
opened in 2015). In this facility, the artist installed over 75
proprietary light instruments designed to create luminous
compositions based on a controlled, continuous flow of
incandescent light.

The 3D visualization of the Magic Theatre is presented
as a video sequence. It is based, first, on Zorin’s drawings
preserved in the Lev Nussberg archive (USA), which capture
the building’s floor plans and its exterior within a landscape
context; and second, on fragments of Zorin’s musical light-
painting (svetozhivopis) and images of kinetic installations
by members of the Dvizhenie (Movement) group. The video
demonstrates the architectural space of the theatre — both
interior and exterior — and models the light performances.
This represents the inaugural 3D reconstruction of Sergey
Zorin’s Magic Theatre project.
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Ban Yxkon-Tun

(Wang Zheng Ting),

W | mysvikanm-ucnoninumedy,
| PhD (smnomysvikonozus),

|| Koopdunamop kypca kumaiickoii
| UHCMPYMEHMALLHOUL MY3bLKU

! 6 MenvOypHCcKOM YyHUBEpCUmeme

(MenvbypH, Ascmpanus)

The Sheng

The sheng is a Chinese free-reed
mouth organ. According to Chi-
nese mythology, the instrument was invented by the goddess
Niiwa. After the creation of the world—rivers, mountains,
trees, and diverse forms of animal life—there were no hu-
man beings. Feeling isolated, Niiwa sought to create an in-
telligent counterpart. As she repeatedly pressed a rattan
stick into the mud, the clay began to move and speak; she
then fashioned figures with heads, hands, and feet, thus cre-
ating humankind. To bring joy to her creations, she is said to
have devised the shenghuang, the predecessor of the modern
sheng. Although mythological, this narrative underscores
the instrument’s perceived antiquity in Chinese culture.

Archaeological evidence corroborates its early origins.
Oracle bone inscriptions from the Yin (Shang) Dynasty (c.
15% century BCE) document mouth organs known as yu and
he, which are organologically identical to the sheng.

The contemporary sheng comprises a mouthpiece, free
reeds, pipes, and keys. The number of pipes typically ranges
from 17 to 37, with each pipe generally producing a single
pitch. Owing to its free-reed mechanism, the instrument is
capable of polyphonic output. Earlier designs incorporated a
water compartment to mitigate condensation on the reeds; in
current practice, electronic heating elements are employed
to stabilize temperature and prevent moisture accumulation.

“A Sunset Walk”. An improvisation for sheng, piano and
glass bowls (2026, 7 min). Performers: Wang Zheng Ting,
David Sea.

«IIporynka Ha 3akaTe». IMupoBusanus oJjsa ueHa, @op-
menuano u cmekaaHHblx yaur (2026, 7 mun.). Uctomuauresnu:
Bau Yxon-Tun (11en), Hssux Cu (¢h-HO, CTEKJIAHHDBIE YAIIIN).
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PocroBckas Oxecsa BacunbeBHa,
KOMNO3UMmop, Opzanucm,
KapuJbOHUCM, 360HAPY,
npenodasameJv kagedpuvL opeana,
KJaagecurna u kapunivona Cankm-
ITemepbypzcrozo zocydapcmeennozo
yHUBepcumema

(Mockea; Cankm-Ilemepbype )

IMorapckuit Anexceit CepreeBud,
36YKOpesxcuccep, UHJ}CeHep, 1aypeam
Menc0YyHapPoOHbLX KOHKYPCO8
(Mockea; Cankm-Ilemepoypez )

ITpuHIUT padoTHI THAPABIIOCA

Ilom TepMUHOM «THUAPABJIOC» CJIEAYeT MIOHUMATD JBa THUIIA
MY3BIKAJIbHBIX YCTPOMCTB: 1) aBTOMATHUECKUIN UTPAJIbHBIN
MeXaHU3M, IIOJHOCTHI0O OCHOBAHHBIN Ha IPUPOIHOM IBUKE-
HUU BOABLI U BeTpa (opraH 06e3 MeXO0B); 2) MY3bIKAJNbLHBIN MH-
CTPYMEHT — IIPEeAIIeCTBeHHUK COBPEMEHHOTI0 OpraHa, B KO-
TOPOM BOJA IIOMOTaeT BBIPABHUBATL MaBJieHHE BHYTPU BO3-
IyITHBIX KaMmep. CyIecTBYIOT CBeIeHUA O TOM, UTO MHOTIA
B aBTOMAaTHUYECKOe YCTPOMCTBO N06ABJISIIN HECKOJIBKO «KJIa-
BUIII», TO €CTh CO3aBaJid TUOPUJ, 3BYKOM KOTOPOTO MOIKHO
OBLIO YIIPABJIATH B TOM MU UHOI CTEIIeHN.

ITo coBpeMeHHBLIM HpEICTaBIEHUIM, T'UAPABIOC OOJILIIIE
SABJIAETCA MPUHAIIEKHOCTBbIO ApeBHUX KyabTyp (I'perius,
PuMm, BusaHTusa), B KOTOPBHIX OH MCIOJIB30BAJICA AJIA MY3bI-
KaJIbHOTO COIIPOBOKAEHUS OOIIEeCTBEHHBIX MEPONPUATUNA —
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TeaTPaJbHBLIX IIPEeACTAaBJICHUN, CIOPTHUBHBLIX COCTS3aHUIA,
mmporeccuii, pa3sHooOpasHbIX IepeMoHnii. OJHAKO MHTepec K
moM00HBIM yeTporicTBaM coxpaHsica no X VII Beka u gaxxe 1o
HaIIuX JHeH.

Ha macrep-kaacce OyayT pacCMOTPEHBI HECKOJBKO ITPU-
MepOB MHCTPYMEHTOB, a TaKiKe IIPOBeJeHbI IIPaKTUYEeCKUe
SKCIIEPUMEHTHI C BOJOI 1 OPTaHHBIMU TPyOaMU.

Olesya Rostovskaya,
Alexey Pogarskiy
(Moscow; Saint Petersburg)

Operational Principles of the Hydraulis

The term “hydraulis” encompasses two distinct types of
musical devices: 1) an automatic playing mechanism entirely
driven by the natural movement of water and wind (a bellows-
less organ); 2) a musical instrument and precursor to the
modern organ, in which water serves to regulate and equalize
pressure within the air chambers. Evidence suggests that
“keys” were occasionally added to these automatic devices,
creating hybrid systems that allowed for varying degrees of
manual control over the sound.

According to contemporary scholarship, the hydraulis is
primarily associated with ancient cultures (Greece, Rome,
and Byzantium), where it provided musical accompaniment
for public events, including theatrical performances,
athletic competitions, processions, and various ceremonies.
Nevertheless, interest in such devices persisted through the
17th century and continues to the present day.

This workshop will examine several instrumental
specimens and include practical experiments involving
water and organ pipes.
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Copoxunn Buraauii Uropesuuy,
KuHoonepamop, uaen Cowsa
XYOOHCHUKOE

N

IMapudyaanna
Bacuauca AnexkcanapoBHa,
uckyccmaeosed, cmydenmea
8MOpP020 KYpCa Mmazucmpamypbol
ITkoavl uckyccme u KYabmypHozo
Hacaedus Eeponeiickozo
ynueepcumema 6 Cankm-
IlemepOypeze
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Munpau

I'me6 Bragumuposuy,
KUHOpexcuccep, XYyOOHHUK
! q (Canxm-Ilemep6ype)

b

Matyushin-machine.
Ceccus 110 IBETOOILYIEHU M

Matyushin-machine — sjeKTpoMexaHNUECKOE YCTPOI-
CTBO, CO3Jarolliee KAPTUHY BPAIEHUH IIBETOBOTO IIATTEPHA.
B pamMKax ceccum IO IIBETOOINYIIIEHUAM MBI IpeIjaraeM akK-
TYaJU3UPOBATh OIBIT «OPraHUUYECKOM» Kokl M. B. Martro-
muHa. [leab IpoeKTa — He PEKOHCTPYKITNSA, HO MHTepIpeTa-
mua aBaHrapgHoro metona. CMHTe3 TeOpUU M HPaKTUKU II0-
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3BOJIUT, BO-TIEPBBLIX, PA3BUTH IIBETOBOCIPUATHE, BO-BTOPHIX,
B3TJIAHYTDH Ha JKUBOIINCH «OPTaHUYECKOM » IITKOJIBI C TO3UITU I
MIPaKTUKHU, B-TPETbUX, IIOYUYACTBOBAThH B reHe3uce (PU3MOJIO-
TMYeCKO¥ IBETOBOM rapMOHU M. BCTyIeHreM K CeCCUI CTaHeT
HOACHAIONINY KOMMEHTapuii, paCKPhIBAOIINH METOIOJOT IO
W CMBICJIOBBIE OPHMEHTHUPHI paboThl ycTpoiicTBa. lleMmomcTpa-
IUOHHBIE BKCIIEPUMEHTHI, OTUACTU MOBTOPAIOIME TPaKTHU-
KN «OPTaHUYECKOM» IMTKOJIBI, IIOMOTYT 3PUTEAM HAaCTPOUTH
HYKHBIZ MOZYC BOCIIpUATHUA. [lajee rpymnmne peruneHToB 6y-
IeT IPeaJIoKeHO HaOIIoIeHe IIBETHOTO CTPOOOCKOIIMUECKOTO
Ircka. Pe3yibTaToM OombITa CTaHET M300pasuTesbHad hukca-
IUA IMOJIYYeHHBIX I[BeTOBBIX d(hPeKToB. B X0/me aHasu3a pu-
CYHKOB PETUCTPUPYIOTCA NONOJHUTEJbHBIE I[BETa IIEPBOTO,
BTOPOTO U TPETHEro IOPSAAKA. OTH JAaHHBLIE HCIIOJIb3YIOTCS
nasa cospaHus gucka Matyushin-machine, pesromupyormero
KOJIJIEKTUBHBIN OOBIT BocipuATuA. IIpuBeseHmne ycTpoiicTBa
B JelicTBMe — (PUMHAJBbHBIA IIOKA3 — OyAeT COIPOBOMKIATHLCS
peuybio-MaHUMECTOM.

Vitaly Sorokin,
Vasilisa Sharifullina,
Gleb Milyan

(Saint Petersburg)

Matyushin-Machine. Session on Color Perception

The Matyushin—machine is an electromechanical device
that generates a rotating color pattern. The session on color
perception proposes to the experience of M. V. Matyushin’s
«organic» school. The project aims not at reconstruction
but at interpretation of the avant-garde method. The
synthesis of theory and practice will, first, cultivate color
perception; second, enable a practice-based reconsideration
of the painting of the «organic» school; and third, engage
participants in the genesis of physiological color harmony.

The session opens with an explanatory commentary
outlining the device’s methodology and conceptual
framework. Demonstration  experiments, partially
reenacting practices of the «organic» school, will help
viewers attune their perceptual mode. Participants will
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then observe a colored stroboscopic disc. The outcome of
the experiment is a pictorial of the perceived color effects.
During the analysis of the drawings, additional colors of the
first, second, and third order are registered. These data are
used to create the Matyushin—machine disc, summarizing
the collective perceptual experience. The activation of the
device—the final presentation—will be accompanied by a
manifesto-style address.
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Hasomounkas Kcenus CepreeBHa,
uckyccmaeoged, uniceHep-
uccnedosamenv Hnemumyma
JLA3EPHbLX MEeXHOJL02ULL
Yuusepcumema UTMO,
pyrogodumenv Macmepckoil
OnmMu1ecKkozo UCKyccmaa
(Canxm-IIemepbype)

BsaumopgeiicTBue ONITHKYN U HCKYCCTBA:
KaK Cc031aBaTh ;KUBOIMNCHBIE KAPTHHBI
C IIOMOIIIBIO JIA3€PHOTO U3JIyYeHU A

JloKJia IMoCBAIIEH UCCAeJOBaHNIO B3aNMOJEeICTBUA CBeTa
U MaTepuu B KOHTEKCTEe COBPEMEHHOT'0 MCKyccTBa. B 1mmeHTpe
BHUMAHUA — XYTO0KECTBEHHBINA ITIOTEHITAJ JIA3€PHOTO U3JY-
YeHUA KaK NHCTPYMEHTA CO3MaHuA JKUBOIMCHLIX 00pa30oB Ha
MeTaJLIMUYeCKIX IMOBEePXHOCTAX. PaccMarpuBaioTea Gusmuye-
CKUe MeXaHM3Mbl (h)OPMUPOBAHUSA IIBETA, BOSHUKAIOIIETO B
pe3yabTaTe TOHKHUX IIPOIIECCOB OKMCJIEHUA WM CTPYKTYPHBIX
mpeobpas3oBaHUil MaTepraa o BO3IeCTBUEM CBeTa.

MacTepcKasa OIITHUECKOTO UCKYCCTBA — JTO IIPOCTPAHCTBO
Irajora Me Iy NHKeHePHON TOUHOCTDHIO 1 XY I0KEeCTBEeHHBIM
MbIIILJIeHneM. Jlazep 3mech paccMaTpuBaeTca He TOJIbKO Kak
TEeXHOJIOTUUYECKUI UHCTPYMEHT, HO U KaK MeIUyM, IIO3BOJIS-
IOIUH «PHCOBATh» CBETOM U CO3JAaBaTh CJIOYKHLIE IIBETOBBIE
1 (paKTypHBbIE KOMIIO3UIINN. 3aTParuBaeTcs mIpodaeMa BhICO-
KOM CTOMMOCTH U TEXHOJOTUUYECKOI CJIOKHOCTHY ITPUMEHEeHU I
Ja3epHOT0 000PYAOBAHUSA U TEXHOJOTUHN B XYAOXKECTBEHHOMN
IpaKTHUKe, KOTOpasa IepeocMbICINBaeT s KakK BI3OB, ITPE0I0-
JeBaeMbIfl uepes3 MeXKINCIIUILINHAPHOE COTPYAHUYECTBO U
CUHTE3 3HAHUN MHIKEHEPOB-TeXHOJIOTOB U XYI0KHUKOB.

Hoxan compoBoKIaeTcA AeMOHCTpanueil pabor, B KOTO-
PBIX CBeT, IIpeobpasysch B IIBET U CTPYKTYPY, PACKPBLIBAET
CBOM BLIPA3UTEJILHBIN IIOTEHIINAJ, COeUHAA HayUYHbIe ITPUH-
IOUIIBI 1 XyOOXXEeCTBEHHOE BUIEHUE.
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Ksenia Navolotskaya
(Saint Petersburg)

Interaction of Optics and Art:
Creating Pictorial Images through Laser Radiation

The report is devoted to the study of the interaction of
light and matter within the framework of contemporary
art, focusing on the artistic potential of laser radiation as
a tool for generating pictorial imagery on metal surfaces.
It examines the physical mechanisms of color formation
arising from subtle oxidation processes and microstructural
transformations of the material under light exposure.

Theoptical art workshopisconceived asaspace of dialogue
between engineering precision and artistic thinking. Here,
the laser is treated not merely as a technological instrument
but as a medium that enables «drawing» with light and the
creation of complex chromatic and textural compositions.
The high cost and technological complexity of employing
laser equipment in artistic practice are addressed as a
critical issue, reinterpreted as a challenge to be met through
interdisciplinary collaboration and the synthesis of expertise
from process engineers and artists.

The paper is accompanied by a demonstration of artworks
in which light, transformed into color and structure, reveals
its expressive potential, integrating scientific principles
with artistic vision.
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BBICTABRHU

«IIlaocuHCKUe TPAAUIIMOHHBIE TeaTPhl HA BOJIE»

BricraBka doTorpaduii mo maTepuagam sKCIeIUINHT
II. JIuua (aBrycr 2025 1.).
Benniit 3a1 Poccuiickoro MHCTUTYTa UCTOPUMA.
Kyparop: II3amnsions JIuus.

«HcKryceTBO 3BYKA M cBeTa»

BricTaBka nsganmnii n3 KOJJIEKIINHA
Muxannaa 3aausaguoro, Oubru Koaranosoi
u (pOHIOB HayUHOI OMOIMOTEeK POCCUIICKOTr0 MHCTUTYTA
WCTOPUU UCKYCCTB. bubanoreka Poccuiickoro mHCTUTYTA
WCTOPUMN.
Kyparop: Mapuna Xosamnkas.
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®denomeHbI c6ema, 36YKa 1 600bL B HCKYCCTBE:
B3auMMOJeicTBIEe, TPaHCc(opMaIusa, CHHTE3

Marepuansl IllecToit MexgyHapogHOI
HayYHO-IPAKTHUUYECKOUN KoH(pepeHITHT
«HckryceTBo 3ByKa U cBeTa»

(Cauxr-IleTepbypr, 18—20 mas 2026 r.)

ITognucano k meuatu 15.05.2026.
Bywmara «Svetocopy». l'apuurypa «SchoolBook».
Vea. neu. . 8,25.

www.artcenter.ru
Pepaxkimonuo-usgaTeIbCKU KOMILIEKC

PoccuiicKoro MHCTUTYTa UCTOPUU UCKYCCTB
190000, Caukr-IleTepbypr, McaakueBcKas L., I. 5



