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NEHb 1
lccnegoBaHUA cMHeCTe3UU
[lcuxonorua, pa3sutue, N03HaHME

A.B.Cupopos-[lopco: PenopTaK 0 BbICTYNJIEHUM
OCHOBHOI0 Ai0KMaa4YMKka cumno3snyma Puyaga CantoBuka
Anton V. Sidoroff-Dorso. Reportage on Richard E. Cytowic's Keynote Speech

podeccop Puuapp CaitToBUK, JOK-

TOp MENUIVHbBI, MarucTp M3AIl-
HpIX uckyccts (MD, MFA), mupoxo
U3BECTEH TeM, YTO IPUBJIEK BHUMAaHME
Hay4HOIl OOIeCTBEHHOCTM K BOIIPOCY
CHHEeCTe3M! ITI0CTIe HECKONIbKMX [IeCATKOB
7IeT OTPUILIAHMA BaXKHOCTH 3TOM TEMBI I/
Haykn. Ilocne Toro, kak B 1979 P. Caii-
TOBUMK BHOBb OTKPBUI T€MY CHHECTE3UM,
€ro KOJIIETM-HEBPOJIOTY IIPOJO/Kal OT-
KPBITO BbIPa)KaThb COMHEHNE B ICTUHHOM
CYLIeCTBOBAaHMY CUHECTE3UM B Ka4ecTBe Helpodusmo-
JIOTMYECKOTO ABJIEHNUA, NIPefyIpeX/as ero o TOM, YTO
3Ta TeMa «CIIMIIKOM CTPAaHHasA M OTAAeT MUCTUII3MOM
3I0XV HbIO-3M/IK» U YTO OHA PaspyLINUT ero Kapbepy —
oXujlaeMasi peaklus 3aCKOPY3/IbIX KOHCEpBaTOPOB Ha
TO, YTO BBIXOJUT 32 Ipefe/bl X TOHMMaHMS.

CeropHsi cuHecTe3ns Mpu3HaHa (GyHAaMeHTaIbHBIM
ABJIEHNEM, PACKPBITHE MEXaHM3MOB KOTOPOTO JIEXKUT
B OCHOBE HAlIero IIOHMMAHMA 4elTO0BEYEeCKOTO pasyMa
U 4e/I0BEYeCKOlt IPUPOBI B LiermoM. Kak MbI CIIOCOOHBI
OpUITY K IOHMMAHUIO TOTO, YTO TaKoe OBITH APYyrum?
Kak miopu, He obnmajarouye CrHecTe3uell, IIOHMMAIOT
KPOCC-CeHCOpHbIe MeTadopuieckie 06pasbl, TaKue Kak
«KpUYAIUIT LIBET» U «CTIAIKMIL TONTOC»? TO INIIb HEKO-
TOpble BOIIPOCHI, KOTOPbIE CTAaBUT II€Pe, HAMU U3ydeHNe
9TOTO 3aXBaTHIBAIOLIErO (heHOMEHA BOCIIPYATHL.

P. CaitToBUK BBICTYIA C IEKI[UAMY BO MHOTYX KY/Ib-
TYPHBIX ¥ Hay4YHBIX LIEHTPaX II0 BCEMY MUPY, BKIIOYas
cummnosynM «Mysbika 1 Mo3r» B 6ubnnoTeke Konrpecca
CIIA, HACA, cumnosuym IBM mo ecTecTBeHHBIM
QITOPUTMaM KOMIIBIOTEPHBIX TexHonoruii, CMmurco-
HOBCKUIT nHCTUTYT, CTamOynbckoe GueHHane u Myseit
Xwupmxopna. PesynbraTsl nccnegobannit Pudappa Cait-
TOBIKA ITOJTyYM/IM OCBellleHNe B TPeX JOKYMEHTaIbHbIX
¢umpmax BBC.

Pugappy CaliTOBUK NOMYyYM/I CTelleHb Marucrpa
U3SAIIHBIX MCKYCCTB IO IMCATeTbCKOMY MAacTepCTBY
B AMepuKaHCKoM YHMBepcutete (American University),
ABJIAETCA BBITYCKHUKOM YHUBEPCUTETOB JIbIOKa, Yalik-
Qopect u yHuBepcurera [Kopmxka BammHrroHa,
a Taroke JIOHOHCKOI HallMOHA/IbHOM KIVHUKY HEBPO-
norudeckux 6onesueit. B Hacrosmmit Mmoment Puyapn
CaiiTOBUK 3aHMMaeT IOCT Ipodeccopa-KINHUIUCTA
¢dakynpTeTa HeBpomoruy YHuBepcurera JKopmka
Bammnrrona. m
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«CMHeCTe3M§|:
YTO Mbl 0 HEeM 3HaeM?
Y1o MbI XoTenu 6bl 3HaTb?»

o cmoBam npod. P. CaittoBuka, Ha

CEeTONHALIHUI IeHb BPOXK[eHHAasd
CMHecTe3NA SABAETCA MOIY/APHON Te-
MOJ1 MCCTIefoBanmii, ofHako B 1980 rony
B HayKe e€ BOCIPMHMMA/IM HOCTaTOYHO
BpaxebHo. B paHHuMe rogsl ero mpo-
(eccuoHaNPHON HEATENBHOCTU KOJIIETH-HEBPOIOIK
IpeRynpexaany, YTo0bl OH [epXKascs OT CUHEeCTe3UN
Hopfajblile, TaK KaK MOfOOHBIE MCCIETOBAHUS MOTYT
UCIIOPTUTDb Kapbepy MOJIOforo ydeHoro. CyHecTesns,
KaK CYMTAJIOCh OONBIINHCTBOM €ro KOJUIET, HUKaK He
MOKeT OBITh peaibHbIM HelpO(pM3MONMOrNIeCKUM IIPO-
neccoM. CHHeCTeThl IPOCTO XOTAT NpMBJIEYb BHUMA-
HUe, V HUX OyiiHOe BOOOpaXKeHNe MM B UX CO3HAHWUMU
XOpOILIO 3alevar/ieacb MarHuUTHas a3byka, MO3TOMY
OYKBBI MM IPEACTABIIAIOTCA ONPefe/IeHHBIMM 1{BETAMIL.
OnHako Takas 0CO6EHHOCTb IIOYEMY-TO — KaK HOfgYep-
kuBaer npod. CaifTOBUK — O4YeHb YacTO IepefaeTcs
0 HacnencTBy. IloaTomMy OrMyHO 6BUTO OBI 3aZaTHCS
BOIIPOCOM O TOM, KaK MOXKHO CIMCaThb CMHECTe3MI0 Ha
IeTCKUe BOCIOMMHAHMUA, eC/IM, KOHEYHO, MaTepyu He
HepefaBany IO HACTeACTBY eI ¥ CeMelHbII Habop
C MAaTHUTHBIMY OyKBaMu?

ITpod. CaitToBUK MOAYEPKUBAET, YTO BXHBIM (ak-
TOM SIBJIIETCA TO, YTO IIPU CHHETE3NUM HeOONbILIOe N3Me-
Henne [JHK MeHsAeT MexaHM3MBI ITpoliecca BOCIPUATHA.
BmecTo TOro 4toObI 3aMHTEpPECOBATHCSI STON 3aKOHO-
MEPHOCTBI0, KPUTHUKY CT/IM ¢ HACTOIYMBOCTBIO YTBEp-
JKJJaTh, 4TO JIOAY C BPOXK/IEHHO! CMHECTe3Mel — 3aKOH-
JeHHble HaPKOMAHBI, KOTOPBIX IIOCTOAHHO IIPeC/IefyIoT
HApKOTMYECKMe Ta/UTIOMHALUMA. A, MOXKET ObITb, OHU
BCETO JIMIIb UCIONB3YIOT MeTadopsl 1 0O6pasHble BbIpa-
JKEHWsI, TaKue Ke KakK «OpOCKye LiBeTa», «COMHEYHOe
HACTpOeHNUe» WU «4epCTBbIN denoBek». Puuapp Cait-
TOBIUK BCIIOMMHAET, YTO TAKOf Ob/Ia TUIIMYHAS PeaKIVs
YUeHBIX-TPaAULVOHAMIICTOB Ha (PAKThl O CUHECTE3NI,
Beflb OHM BCEIZia CKJIOHHBI MTOfTACOBBIBATb OOBsCHEHNME
TOMY, YTO OHY He MOTYT J/IM He XOTAT IIOHATb.

Cam mpod. CaifTOBMK y3HAT TEPMUH «CUHECTE3VSD»
6narogaps coserckomy mncuxosnory A.P.JIypum, ocHo-
BaTeNII0 HEWPOICUXONOIMM KAaK HAyKHU, €r0 IpUMepy
B mpodeccun u muasoMy ugeany. Ilpod. Jlypus paboran



Puyapg E. CantoBuk (Richard E. Cytowic) BbicTynaet
C NIeKLMeN B Ka4eCTBe OCHOBHOIO JOKAaA4MKa Hayu-
HOW NporpaMMbl MOCKOBCKOr0 CMMMNO3MyMa Mo CUHe-
cTe3nn MewayHapogHOM accoumaumn CUHECTETOB,
AeATenen NCKYCCTBa U HayKw. [epBbli AeHb CUMIO-
3vyMa npoLuen Ha nnollagxe MockoBcKoro rocyaap-
CTBEHHOI0 MCMX0/10r0-Neaarorniyeckoro YHBEepCH-
TeTa. 17 oktAbps 2019 roga.

OoTorpadum npepocTaBneHsl npecc-ciybon MITIMY

Richard E. Cytowic is giving a talk as Key Speaker
of the scientific programme of the IASAS Moscow
Synaesthesia Symposium. First day of the
Symposium held in the venue of the Moscow State
University of Psychology and Education. October 17,
2019.

Photos: MSUPE Press Office

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBe. OrB. pep. AB. CVIJJ,OpOB-ﬂ,OpCO
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Hap cnydaeMm cuHecTesuu Conmomona Illepemesckoro,
Yy KOTOpOro ObImy CBs3aHbl BCe IATh YYBCTB. JTU
TOTIONTHUTE/NbHBIE CBA3U ITOMOITIM €My IOCTPOUTD Kaphb-
epy CLieHM4eCcKoro MHeMoH1cTa. Kak moToM okasanocs,
BC€ CUMHECTETHl O0afaloT BBIJAIOIIENCA MaMATHIO.
Takye spKue IepLENTUBHbIE CLENKU BbI3BaHbI 0OJIb-
MM, 4YeM 0ObIYHO, KOMMYECTBOM CBs3eil B MO3TY. ITO
B PaBHOII Mepe OOBACHsET, IOUYEMY CHHECTETHYECKIE
HepeXVBaHNUA IPOUCXORAT HEIIPOU3BONBHO U pedriek-
TopHO. [Tpod. CaifTOBUK IpeIoXKIUI ayAUTOPUY TaKOI
npumep. Ecmn cnpoenposath onpepeneHHyo nnudpy
B 30HY Iepudepuueckoro 3peHus MUCIBITYeMOro, TO
MOCTIENHMIT BCe PABHO YBUAUT €€, JaKe ITIAAA MPSAMO
nepen coboit. Ho ecnmu cnpoerypoBaTb MHOTO Ludp,
TO LMdpa 3arepsercs. Takoil IKCIEPUMEHT Ha3bIBaeTCs
«BM3yajlbHas MacKMpoBKa». CUHeCTeTb TOXe OymyT
BUJIETb 3aMacKMPOBAHHYIO LM(PY, HO CIIOCOOHBI CHe-
7IaTh IPETIONoXKeHNe, OCHOBBIBAsACD Ha I[BeTe, KOTOpasd
9Ta nudpa 6ymeT BbI3BIBATH JaXke B IepudepuieckoM
o7ie 3peHMusl.

IIpo¢d. CaiiToBMK HAalOMHMUI CBOMM CiyLIaTe-
JIsIM, 4TO Hamboree pacIpoOCTpaHEHHOE IIPOsBICHNUE
CUHecTe3Uy — 3T0 LBeTHble rpadempl. Korma cuae-
CTeThl MCIBITBIBAIOT OLIyILeHMe IIBeTa, aKTUBUPY-
eTcs obmacTb Mo3ra V4, oTBevaolee 3a BOCIPUATHUE
userta. Opgnako, P. CallToOBUK MOJYepKHYI, 4TO CHHe-
CTe3Ns He JIOKalIM3yeTcs B 30He V4 MM B KaKOM-TO
MHOJl KOHKPETHOI 30He. DTO TONbKO OAMH Yy3elnl
B 00Jee CIOXKHON CeTU, OTBETCTBEHHON 3a CUHECTe-
3uio. IlepekpecTHbIe CUTHaIBI MO3Ta OBIBAIOT ¥ BCEX
JIIOfeNl, M Y CUHECTeTOB MX He TOJNBKO OoJbllle, HO
OHM 9TO 0CO3HAKT. To ecTh, 10 MHeHMIO npod. Caii-
TOBMKaA, KOTAAa KOMMYECTBO MEPEeKPECTHhIX CUTHAIOB
HOCTUTAET OIpeJie/IeHHOrO IIOPOra, Ye/T0BeK HauMHaeT
0CO3HaBaTbh 3TU CBA3M, KOTOPble Mbl U OIpefendeM
KaK (peHOMEH «CHHeCTe3UM».

PasBuBas TeMy IIpOsBIEHNSA CUHECTe3UM, Npod.
CallTOBMK, IIpeIoXIT Clefyollee o6bsicHenue. Koraa
HamycaHHble Tpad)eMbl BbI3BIBAIOT BOCIPUATHUE I[BETA,
ABVDKEHVS U (POPMBI, CXOXKIe IO 3BY4aHUI0 OMOHMMBI
BBI3bIBAIOT APYTON OTKIUK, IIOTOMY YTO IIBET OIpefe-
nsercs ¢oHeMol, a He BuayampHOI ¢opmoit. Taxme
3BYKM, KaK, K IIPYMePY, TON0Ca, Maii MU CBUCT PasK-
raeMoJi IIe4M, BBISBIBAIOT BU3YaAbHbI (HOTU3M, BUAe-
HJle IIPOCTBHIX GOPM, TOJOOHBIX MepeNIeTeHNIO TVHNUIA
B NPOCTPAaHCTBe. My3blKa MPOBOLMPYET ABIKYIIECA
IIBETHBIE BCIIECKY — Hanonobue ¢eitepepkoB. Taxke
Cpefy BUMIOB BPOXKAEHHON CUHECTEe3UM CYIIEeCTBYIOT
YJICJIOBblE JIMHUM, NPOCTPAaHCTBEHHbIe KOHGUrypa-
LUU, KOTOpble CUHECTEeThl BUJAT WU OLIYIIAIOT pac-
HOJIO>KEHHBIMU B CYOBEKTVBHOM IIPOCTPAHCTBE BOKPYT
ce6s1. Takme cBsA3M 3aIIyCKAIOTCS 3ay4eHHBIMU ITOCTIERO-
BaTe/IbHOCTAMY, Bpofe andaBuTa, KaleHJapHbIX THel
win pHeit Hemenu. Kommnosurop CxpsabuH mnbitancs
mepefiaTb 3TOT IPOCTPAHCTBEHHBIN acCIeKT CUHeCcTe-
3uM, IpOeLypys Hafl ayfUTOpUeil CBEeTOBble (UIYPHI.
Hannume omHOTO BMIa CMHECTE3UM — 3TO B IOJIOBUHE
cllyyaeB HanMuMe HeCKONbKUMX pasHOBMAHOCTeN. V3
aToro npo¢. CailTOBUK IIpefIaraeT ChenaTh BBIBOJ, YTO
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CUHEeCTe3)sI — He eIMHUYHOe SBJICHME, I YTO OHA JIO7I-
YKHA pacCMaTpUBAThCs KaK 000O6IAOINIT TEPMUH IS
CBs3ell, BO3HMKAIOIIMX IIOf, MEICTBMEM HECKOIbKMX
BHYTPEHHMX MEXaHU3MOB.

YpeBoBelaHye 1 WITIO3MA KUHO — OHU 13 IpUMe-
POB TakOBOTO pojja NMEepeKPeCTHBIX CUTHANIOB, BCTpe-
JaIOIMXCA Y Bcex 6e3 MCKModeHns mopeit. Bee mopu
CIIOCOOHBI HEMHOTO YMTATh 110 Iy6aM, U eC/y BOKPYT
IIYMHO, TO MBI YaCTO CMOTPUM Ha IyObl TOBOPAILETO,
4TOOBI IOHATH, YTO OH XO4eT coobumTh. Iloaromy,
CormacHo 3akmodeHyAM npod. CaifToByKa, Ha ITyOMH-
HOM ypOBHeE MBI BCe 007TalaeM CMHeCTe3Mell, HO He 0Co-
3HaeM Te YNOpAJOYeHHble IPaBUIa, KOTOPble COBMe-
IIAI0T pasHble acHeKTbl BOCIPUATUS M Y CUHECTETOB,
U Y HECUHeCTeTOB. Tak, U3BeCTHO, 4YTO Go/ee BBICOKMUE
TOHA TOHbIIle HMU3KMX, a Oojee TPOMKMe spye TUXUX.
Ja>xe apoMaTbl NIMIIM XapaKTepPU3YIOTCS JIETKOCTBIO
U TSDKECTDIO, YTO OT/IMYHO M3BECTHO KaK IOBapaM, TaK
U ICcMXosioraM. TeMHble >KMAKOCTM Ha BKYC ¥ 3amax
VHTEHCVBHEE, YeM aHaJIOTMYHbIe MM HAaIIMTKU CBET/IbIX
1IBeTOB. MHOIMM 3HaKOM 3KCIIEPUMEHT, B KOTOPOM
JIIOAM, He 3HAIOLIMeE, YTO 6e/1oe BIHO TallKoM IepeKpa-
CUJIM B KPacHOe, OIMCHIBAIOT BKYC I 3amax 6e/10oro B1Ha
KaK KpacHOro.

OMOIMOHa/IbHAS HarPY>)KeHHOCTb CMHECTE3NNU CJie-
Mana eé HOBOJIBHO HOIY/LAIPHON Ha pybexe XX Beka.
Cxps6un, Kaugunackuit u Teocodpl HalIM CMBICT B ee
TaHCTBEHHOCT!, IIOTOMY YTO YCMJIEHHOE [eliCTBUe
3TOJI 0COOEHHOCTI BIIVSIET Ha BOCIIPUATIE CUHECTETOM
onpefe/eHHbIX sBleHMil. OHM Has3bIBAIOT OOLIYHBIIN
Tene()OHHBINT HOMEp «Be/IMKOJIEITHBIM», @ COBEPLIEHHO
IIPOCTOE Ha3BaHME YINIbI «BOCXUTUTETbHBIM». EcTb
U MMHYCBI, Hanpumep, «Jlepek» MoxKeT OBITh Ha BKYC
KaK yIIHasg cepa, Kak oOpasHO BbIpaswics [DxeimMc
Yonnepron. IllepemeBckuii ofHaXabl cKaszanm AJek-
cauzpy Jlypum: «Imymo yTBep>XpaTh, 4TO MaliOHe3
BKYCHBIII. 3BYK «3» IIOPTUT ero BKyc. V sHaeTe, moyemy
B pecTopaHax urpaet Mysbika? [loromy 4To oHa MeHseT
BKYCHI Bcex 6miof. KoHeuHO ke, pabOTHUKM pecTopa-
HOB 00 3TOM 3HAIOT...» HecMOTps1 Ha Bce pasroBopbl 06
U3BICKAHHBIX OTTEHKAX, CMHECTEeThl YacTO IpPU3HAIOT,
YTO BUJAT BBILBETIINE, CTPAHHbIE VWIN OTBPATUTENIb-
Hble 1IBeTa, KOTOpble OHM ObI CO3HATENBHO He BHIOPAIN.
Jleno o6cTout Tak: y cuHecTeTOB Ione V4 CTUMYyNuU-
PYeTCs HeBU3Ya/JbHBIMU Pa3gpakKUTeNAMM, TaKUMMU
Kak rpadeMmbl, 3BYyKH ¥ BKYCBL. Takye aibrepHaT/BHBIE
cBs3U 00BACHAIT, noueMy CtuBu YaHpep M jpyrue
He3psYMe JIIOAM MOTYT O0najaTh LBETHBIM CIyXOM
U OPYTVIMU TUIIAMM CUHECTEe3U.

PacckaspiBast 0 reHeTHKe BPOXX/IEHHO CMHECTe3ul,
npo¢. Puyapn CallTOBMK IOSICHUII, YTO Y CUHECTe3UN
[Be TIPeAIIOCBUIKM: TeHeTMYecKas IpefpacloNoKeH-
HOCTb K M30BITOYHBIM CBSI35M MO3Ta J B3aMMOJIeICTBIE
B JIETCTBE C TAKMMU KOHI[ENITaMH, KaK andaBuT, KaJeH-
mapu u 9acel. ChopMMPOBaBILICD B AEeTCTBE, 3T CBA3Y
OCTAIOTCSl Y CMHEeCTEeTOB Ha BCIO >XM3Hb. Ecnu mpenro-
JIOKUTD, YTO Y KOTO-TO €CTb OCOOBII I'eH, HO OH CB-
3bIBaeT HECEHCOPHBIE 00/1aCTH, TOTAA HOCUTEIIb TAKOTO
reHa OyzieT Coco6eH CBs3bIBaTh, Ka3aloCh Obl, HECBI-
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06n0MKM NepBOro COBETCKOrO (pyccKoro) uamaHus
KHurn A.P. Jlypua «ManeHbKan KHUHKa 60MbLLOM Na-
MATU», 1969 rog (cneea) u ero NepBbIX ABYX aHMI0-
A3blYHbIX Bepcuid: «The Mind of a Mnemonist» («Ym
MHEMoHUCTa») 1968 rofa nagatenbcTBa Basic Books
(nocepeawmte) 1 1969 ropa usnatenscrea Jonathan
Cape (cnpaBa)

The covers of the first Soviet (Russian) edition of 1949
(left) and its first two translated versions — the 1968
Basic Books (middle) and the 1969 Jonathan Cape
(right)

3aHHbIE Bell[ Y HAXORUTb CXORHOE B Pa3IMYHOM. A 3TO
U eCTb onpefienieHye MeTadopsl. BeposaTHo, crHecTesns
JenaeT yemoBeKa 60/ee KpeaTMBHBIM, MOXET, 9TO OfHa
U3 IIPUYVH JI 3BOJIIOLY HOAeP>KUBATh CUHECTE3UIO
B reHooHfe Ha ypoBHe 4%.

ITpo¢. Puyapp CaiiToBMK yKasan Ha TO, 4TO MeTa-
¢dbopa—3TO He MOITMYECKMII IpMeM U He abCTpakuus,
KaK IPMHATO AyMarb. MeTadopa— BOIJIOLIeHNe MaTe-
PUaTBHOIO MOHMMAaHMsA, «BOIUIOLEHHOE IIO3HaHUe»,
KakK roBopAT ¢mnocodsl n Heitpobuonorn. Cunecre-
3y 1 Metadopa MepBUYHBI 10 OTHOLICHMIO K A3BIKY
B TOM CMBICTIE, YTO TIE€pPLENITYBHbIE CXOACTBA «TEMHBbII
B CMBICTIE «TYCTOII», ClTabee CUHECTEeTUYEeCKUX IKBYBA-
JICHTOB, 3aK/II0YAIOLIMXCSA B TOM, YTO O€Iblil IIBET B IepH-
(bepuueckoM IO 3peHMsA CUHeCTeTa JlaeT eMy 3HaHMe
0 HaIM4MM TaM OIpefelleHHON Ludpbl. 3aTeM Takue
CBA3M PasBMBAIOTCSA B IPOCTPAHCTBEHHBIE MeTagophl:
«XOpolllee — BBEPXy» ¥ «IJIOXOe — BHU3Y», WY OHTOJIO-
rmyeckye MeTadopsl B Iyxe «pa3yM—aTo cBeT». [locme
3TOTO A3BIK GOPMUPYET U3 ITUX HOHATUIL Ppasbl «CBET-
J1asi TOJIOBa» VTN «51 YBUJIEN TBOIO TOYKY 3PEHNA».

Pa3BuBasg ujel0 BOIUIOLIEHHOIO pasyMa, Ipod.
CailTOBMK yKasaj] Ha TO, 4TO 9TO He IACCUBHasd
aHTEeHHa, OXVJAIolljasi CUTHAJIOB, a aKTVBHBI MCCIe-
moBarenb. PasyM HecrnocoOeH MTHOBEHHO IIOZKIIIO-
YUTbCA M 3arPY3UTb CTaTUMUYHBIE JAaHHBIE, €My HY>KHO
aKTMBHO JeVICTBOBATh U ucciaenosaTh. Puuapy Caiito-
BUK IIPEMIONKII ayAUTOPUY IIPefCTaBUTh, KaK peO6eHOK
II0JI3aeT, XBaTaeT BCe IOAPAL U TAHET B poT. PebeHOK,
TeM CaMbIM, YYUTCS 4epe3 B3aUMOJENICTBUE C MUPOM
BceMu CBOMMM 4yBcTBamMu. CHUHeCTe3us NOKa3bIBaeT,
KaK [aMATb, BOIUIOILIEHHOe BOCIIpUATHE U MeTadopu-
Yeckoe MBIIIIeHNe paboTalT TaK TecHO, 4To (ppasa
«y Hee OBUIO 3eleHOe UMsA» 00peTaeT YHUBEPCAIbHbIIA

CMBICT. B TOM ke cMBbIC/Ie HUKOMY He HYXKHO 00bSCHATD
3Ha4yeHVe MeTaOPBI «XOMORHOE CepALe».

CuHecTeTHYeCKUII Iap IPUCYI TBOPYECKUM MIOfAM,
BUPTYO3HO MCIONB3YIOMMUM MeTahopudecKylo obpas-
HOCTb, TaKMM Kak mucarenb Brmagumup Habokos,
koMmnosutop OnmuBbe Meccuan u Huxomnant Pumckmnii-
Kopcaxos, ucnonuurenu Jlegu Tara n Muxak Ilepn-
MaH. besbIsBecTHBIE CMHECTETBI TeM He MeHee, TaKKe
CKJIOHHBI UTPaThb Ha MY3bIKaJbHBIX MHCTPYMEHTAax
UMM 3aHMMATbCA APYTMM TBopuecTBOoM. Ha TBOpue-
ctBo A.Ckpsbuna, B. KaHIMHCKOr0 MOXKHO B3IVIIHYTb
Yyepe3 IPU3MY CHHECTETUYECKOI MeTadopsl TOrO Bpe-
MeHY, KOTfja 9TOT (heHOMeH ObLI O4eHb IIONY/ApeH, KaK
COMPUTYANU3M, aBTOMAaTUIECKOe MUCbMO U 3BYKOBOIA
cuMBomu3M. CoBeTcKasAa KynbTypa BOCXMILA/TACh CHHe-
CTe3MeN KakK JBJDKYILEN TBOPYECKONM CUION B MYSBIKE,
JKMBONNCH, NUTepaType u KuHo. Pexxuccep Cepreit
OJi3eHIITeH BPYYHYIO TOHMPOBAJI YepHO-Oerible Kafiphl,
YTOOBI NPUAATh CLiEHaM OIIpPeNeTIeHHBI SMOLMOHAD-
HBIII OTTEHOK.

Ckps6uH OB PYCCKMM IICEBJJOCUHECTETOM, TO
€CTh OH IIpefHaMepPeHHO O0BbeNVHSI MY3BIKY U IBeT.
Opnako, 1o 3akmoyeHuio npod. CaritoBuka, Ha CKps-
OMHa BO3[EVICTBOBA JYX BpeMeHM, O3HAMEHOBAHHBbII
paciBeToM Teocodun, Ueu KOTOPOil AKTUBHO PacIpo-
cTpaHsna u pasBuBaia Enena braBarckas u cBobogmo-
MBIC/IAIAA UHTe/eKTyanka AHHM besant. B kapTunHax
BesaHT MOXXHO OOHApYXUTb TaK Ha3bIBaeMble «MBbICTIe-
¢ opMbI», OUeHD IIOX0XKNe Ha IIPOCThbIE POPMBI, KOTOpBIE
BUJIAT U YYBCTBYIOT cuHecTeThl. CornacHo teocodun,
KOJIMYeCTBEHHbIE TPOIIOPLMY MOTYT IIOMOYb YETIOBEKY
obpecTu a3oTepudeckoe sHaHue. Ha mpoTspkeHnu ncto-
PUM LIBETOBOII MY3BIKV YUCTIO «7» OBIIO LIeHTPaIbHbIM:
7 IIaHeT, 7 HOT, 7 11BeTOB Npu3Mbl HbI0TOHa, 7 I/1aHOB
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«TaK ecTeCTBEHHO TO YyBCTBO PafoCcTW W YOOBOMb-
CTBWA, KOTOpOe 3T0T (EHOMEH AaeT TeM, KT0 UM
obnagaet». [ybnukyetca c paspewenna TEDEd.
KaKoro LBeta BTOpHUK? MccneqoBaHue cUHeCTe3wm
| Puyapp E. CantoBuk (Richard E. Cytowic) | MHdop-
Mauua o TED-Ed Ha caitte ed.ted.com
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“Almost taken for granted is the sense of joy and
pleasure that the phenomenon gives those who possess
the trait.” Printed with permission from TED-Ed. What
color is Tuesday? Exploring synesthesia | Richard E.
Cytowic | For more TED-Ed, visit ed.ted.com

CYLIeCTBOBAaHMA, 7 MHAYMCTCKMX 4YaKp. brmaBaTckas
HOCTpOM/Ia TaMMy LiBeT-HOTa. CKpsAOMH TOBOPUII, ITO
«T103aMIMCTBOBAJI» €€ U3 IMTaBHOTrO TpyAa «TaliHasd mok-
TPpMHa», BbILIEAIIETO B cBeT B 1888 ropy.

[Togo6HO TOMY, Kak «Bomie6Has ¢eiita» Monapta
HAIlOJIHeHa MacCOHCKOJI CMMBOJIMKOIL, TOBOPUT HpPOd.
CaittoBuk, Mysbika Ckpsb6uHa oTpakaeT Teocod-
CKYIO MBIC/Ib ¥ CHCTeMY. JTO 3aMeTHO Ha OOJIOXKe
naptutypsl «IIpomereit», CO3HaHHOW 6eNbIUIICKUM
okkynbructoM yKanoMm [lenbBuneM. IlepBblii HOTHBIN
CTaH MapTUTYPbI 0603HaYeH TepMuHOM Luce — map-
TUU JJIs CBETOBOTO OpraHa, KOTOPBINl IPOeLpoBas
IMHAaMUYHbIE CBETOIIBETOBBIE BCIONOXM HaJl OpKe-
cTpoM. My3blKa, KOHEYHO, BbI3BIBAET SMOLMY, 2 HO-
I7la OTKPOBEHHO MMM MAaHMIIYIMpYyeT. 3afjaBas oIpe-
IleTleHHble LIBeTOBble oA, CKpsAOUH Hafiesnicsa emé
607IblIle YCUTUTD SMOLVOHAIBHOE BO3JIE/ICTBIE CBOEIT
MysbIKU. «IIpomeTeii», HanucanHblil B 1910, Ha caMoM
fiefie He MCIOHANCA C IJBETHBIM OCBEIIEHMEM JIO €rO
ucnonHenua B 1915 roga B Kapreru-xonme. Amepu-
KaHCKMIT Hay4HO-IONYISApHBIN XypHan Scientific
American omy61uKoBan TeXHUYeCKMil 0630p OpraHa.
ITpu momo M KIaBUIIIL U Ieffajiell CBET IPOeLPOBaC
Ha C7IOM Bya/lu HaJi OPTaHOM, a JTAMIIbl ITepeMeIaNnNCh
Ha IIpMBOZIHOM peMHe. Tak co3flaBanoch MeHAwIeecs
IIBETOBOE II0JIe, He MMelolllee OIpeielleHHBIX GOpM.

IIBeTOMYy3bIKa/NbHbIE MHCTPYMEHTHI MMEIOT JONTYI0
ucroputo. Ilepeuncnas ux mpumepsl, npo¢. Caiito-

92 [Hoknagbl v BeicTynneHnA « [eHb 1

BUK ymoMsAHyn AnekcaHpapo Jlacno xoropeiit B 1925
rofy IpEACTaBII CBOE LIBETHOE NMMAHMHO ¥ MCIIOTHN
B 9TOM HOBOM >kaHpe KoHIepTsl Farblichtmusik (uBe-
ToMysbika). Kak U coBpeMeHHbIe MMKIIEPHbIE CTOMBI
U TyNbTHI, €T0 TEXHMYECKOE YCTPONCTBO YIPABIANO
HECKONIbKMMM IPOEKTOpaMM [y CO3JAHUA MEHAI0-
muxcs 1BeToB u ¢popm. Haunnas ¢ 1910 ropa, Tomac
Yundpen sKCrIepUMMEHTUPOBANT CO CBETOM KaK XYHO-
JKECTBEHHbIM IIPMEMOM C IIOMOIIBIO CBOE€J MAalLIVMHBI
nox; HasBanueMm Clavilux, BocipousBogsieit adpdext
ceBepHOro cysAHUA. OT eé paboOThl CBET BCIIBIXUBAI,
ycYesas U IepennBancs. Yuidpen IpoeKTUpoBa ppe-
cku Ha Bcemupnolt Umxarckoit BoicTaBKe 1934 ropa
u B oduce kocmetndeckoit komnanuu Clairol B 1959
rofy. MHorre umeny BO3MOXXHOCTb HaOMIONaTh CBe-
TOBBIE MAIIVHBI YWAPpena B AEVCTBUM, B TOM YNCIIe
u Jleonmonba CTOKOBCKMIL, 3a 10 /1eT Mo TOro, Kak OH
pupmwxupoBan B «Dantasum». Y Hero maxke Oblia
Mmopenb Clavilux Junior — 6oree KoMIakTHOE YCTPOIt-
cTBO Yunbdpena Is JOMAIIHETO UCTIOMb30BaHMUA.

C coxanenneM npod. CaliTOBUK OTMETHJ, 4YTO
B [epMaHuyM Tex y1eT aBaHTrapy, CYMUTANCA eTeHepaTuB-
HBIM UcKyccTBoM. OfHako, emté 1o amurpanuu 8 CIIIA
B 1936 rogy Ockap PummuHrep 3aHMMAJCA KCIepu-
MEHTa/IbHBIMU (UIbMaMM, B KOTOPBIX TpeXMepHble
¢dhopMBI 06peTany ABIKEeHNs B IPOCTPAHCTBE KPaHa.
VIMEHHO OH TIPeAIOKNUI UJEI0 B3aMMOJENCTBIE 3pU-
TeIbHOTO 06pasa, 3ByKa M IBVDKEHUS I MY/IbTUIIINA-
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Stills from W.Disney's Fantasia

KanyoHHoi «PanTasum» Yonra JucHea u B 1940 rogy
HApMCOBAJI BCTYIUIEHNE MY/IbT(uIbMa 1oy 3ByKu Tok-
kaTbl 1 ¢yru pe muHOp J.-C. baxa. [lo Toro, xax Juc-
Hell ero yBommn, JJucHeit npenpek nueam Ouienrepa
TOJIOBOKPY>KUTE/IbHBIN yCIeX, HO IOC/IENHUI TePIeTh
HEe MOT KOMMEPIMAaIU3alIo CBOUX MUTEIL.

VIHTEpeCHBIM MCTOPUYECKUM 3IM30[0M B OCBOECHUN
CUHEeCTETNYEeCKVX IPIEMOB B UCCKYCCTBe Ipod. Pudapy
CaitroBuk cuntaet pomal «KomHuara J[xeiiko6a», Hanm-
cauHbIi1 B 1922 roxy Bupmxnaneit Byng. B stom pomane
Bynd uponnyHO BeIcMenBaia LIBeTOMY3bIKa/IbHBIX KOM-
MO3UTOPOB B 9INU30fi€, B KOTOPOM €€ TepOMHA LIe/IbIMU
THAMM TPOCVDKMBANa B OFHOM U3 3a/10B bpuranckoro
MYy3es1, COUMHSIS TPAKTAThI, «I/Is1 [JOKA3aTe/IbCTBA €€ Cob-
CTBEHHOJI T€OPUM, YTO LIBET €CThb 3BYK, WU, KaXKeTCA,
TaM OBbIIO YTO-TO MPO MY3bIKY. VI ec/tu OHa HUKOTZA He
3HaJIa, KaK OTBETUTD Ha 3TOT BOIIPOC, TO YK, BO BCAKOM
CITy4ae, He IOTOMY, YTO MaJjIo CTapaiach.

Emé ogHyM MHTEpeCHBIM IPUMEPOM B OOpaleHnn
K CMHECTETMYECKMM IIpMeMaM O KOTODBIX paccKasas
P. CaitToBuK, siBsieTcst HaGOp KecToB s 00ydeHms
MY3BIKE ITTyXMX JleTeli, KoTopplit B 1930-x rogax pas-
paboran BeHrepckmit Kommosutop 3onran Komaii.
B ¢unbme «bnmskme KOHTAaKTBI TpeTbeil CTEIIeHI»
(C. Counbepr, 1977) xocmudeckuit Kopabnp BHe3eM-
HOTO IIPOUCXOX/eHISI TOCBUIAET COO0LIeHEe: METIORNIO
13 IIATY HOT BMeCTe C Pa3HOLBETHOI NOAIcBeTKOIL. [1ep-
conax Ppancya Tproddo mokassiBaeT ayfUTOPNUN yae-
HBIX KecTbl Koflas 1 TpakTyeT 3Tu 5 HOT KaK CMHeCTe-
TUYECKMIT )KEeCT NPUBETCTBUA U pyKonmoxkaTus. B cBoe
BpeMsa caM 3onTaH Kopmail HasbIBam MY3bIKY YacTbIO
YHUBEPCANbHOTO 3HAHMA.

ITpo¢. CaitToBuK IIpUBEN B IIPUMEP U XULKUE CBe-
ToBble MOy 1960-X TOmOB BBIABMHYIM KOHIEIIMIO
BU3Ya/IbHOI MY3bIKM, [TOZOOHO PaHHUM KUHETHYe-
CKuM cKynbnTypam bayxaysa. «Bewegung» nnmm ginke-
HUE, ObUIO BaXKHOI YacThI0 UX BU3YyaJbHOM 3CTETUKIL.
Bckope ncuxopenyeckue CBETOBbIE NIOY U BU3yanbHasA
MY3bIKa CTa/JM 9aCTbI0 MacCOBOW KynbTyphl. B 1957—
1959 ropgax B minanerapunm Moppucona B Can-®PpaHn-
uycko IbxoppaH BencoH Hauaa NpOBOAUTD «BUXPEBbIE
KOHIEPTHI», IJie C 9KCIIEPMMEHTAIbHOM MY3bIKOW CMe-
LIMBaNIOCh BUJEO, IPOEKTOPBI, IPU3MBI, Ka/IelOCKOIIbI
M IPOEKTOP 3BE3JHOTO HeDA.

ITpo¢. CaitToBuK ykasam Ha pabOTBI CBETOXYHOXK-
HukoB. Tak, [xeitmc Tepper, ognH U3 cOBpeMeHHbBIX

CBETOBBIX XyHO>KHUKOB, UCIIONIb3YeT CBET /IS CO3TAHNUA
ocoboro mcuxomorndeckoro a¢p¢ekra. Tepenn ucmons-
3yeT paclBeYeHHOEe IPOCTPAHCTBO, YTOOBI B GyKBajb-
HOM CMBICTIE M3MEHNMTb Hamle BocmpuArue. Hampas-
JIAASL 4eTKO CPOKYCHPOBAHHBIN APKUIL CBET B YTOJI, OH
co3fjaeT WITIO3UI0 TPeXMepHOro ob6bekTa. IIpoemm-
pyemerit cBer B pabore «Wedgeworks» cosmaer B ero
MHCTAUIANUAX WUIIO3MI0 CTeH WIM Iperpaj, B TO
BpeM: KaK TYHHEN ¥ IPOeMbl IOfIePXKIBAIOT BOCCO-
37aBaeMblil 06beM, B KOTOPOM MOXXHO CO3€pLATh CBET,
IPOCTPAHCTBO U BpeMs. [aHII(enb, v KOMHATBI IO/
HOTO TIOJIl, OT/INYAIOTCA TE€M, YTO B HMX OHOBPEMEHHO
VCTIBITBIBAETCA CEHCOPHAsl AENpPMBAILUA UM CEHCOPHas
neperpyska. ITo muenuroo mpod. CailToBMKa, Taxue
YC/IOBMs BBI3BIBAIOT MHTEHCUBHYIO SMOLOHA/IbHYIO
peaxnmio. VIMeHHO Takoe omyienne, ropoput P. Caii-
TOBYK, IIBITA/ICSI BbI3BaTh CKPsOUH.

Ckpsi6UH XOTel MOTPSICTV CIyLIATeIell Ha BCEIeH-
ckoM, MeradusndeckoMm yposHe. Ho [0 mosBreHms
71a3epOB M CBETOAVIONIOB HM OJVH METOJ], OCBEIeHMSA
He MOT IOCTATOYHO OBICTPO 3a/IUTh 34/ L{BETOM, KOTO-
PbLil MOT ObI CMEHUTBCSI HECKO/IBKO pa3 3a OAMH TaKT.
B nBeroBoii maptun [Ipomeres msMeHeHMA LBETA MTPO-
MCXOSIT OHOBPEMEHHO OBICTPO M MefIeHHO. BeicTpore
I[BeTa COIMPOBOX/AIOT MYMOJIETHbIE HOTBI, a ApyTrue 6e3
M3MEHEHUII ITIATCS HECKOIbKO TaKTOB IOAPAL,.

IMocnenuss actb nexuyu npod. CariroBuka 6bira
MOCBsIIeHA KPAaTKOM MEeMOHCTpalMy BOCIPUATHA
I[BE€Ta, IIOTOMY 4YTO, IIO €0 MHEHMIO, C TOYKM 3pe-
HUst Qu3uKu 1 pabOThI MO3Ia, BCe, YTO HaM FOBOPIIIN
0 BOCHpMATUM I[BeTa, HeBepHO. CalTOBMK IOSACHWII,
9TO, KOIIA TOBOPSAT, YTO OOBEKT BBII/LIUT KPACHBIM,
IOTOMY YTO OH OTpaXaeT O6ojblle KPAaCHBIX M/INH
BOJIH, 4eM JPYTUX, Ha CAMOM Jie/ie HUKAKUX «KPACHbIX
BOJIH» He CYIeCTBYeT. [laxke OOBsACHSS CBOM IKCIEPH-
MEHTHI C npusMamiy, Vicaak HpoTOH yTBepxxpmai, 4To
caMu JIy4M I[BeTa He MMeEKT. l|BeT BO3HMKaeT IUIIb
B 6e3MOJIBHOII TEMHOTE BALIETO Yepera, MOTOMY 4YTO
MO3T CTabMIN3UPYeT CBOICTBA 0G'bEKTOB B IOCTOSIHHO
MEHAIOIIeMCA BU3Ya/lIbHOM MMpe, NPMCBauBas IIpef-
CTaB/IeHNsI 00 YCTOMYMBBIX [[BETAX IIOBEPXHOCTSIM 3TUX
06eKTOB.

O6®bsicHsisi BocmpusAtie IBera, Pudapn CaifToBuk
IPOCUT ayfUTOPNIO 3aAyMaThCsl HaJl TEM, UTO eC/IN Obl
OTpa’kKeHHbIe BOTHBI AEICTBUTETBHO ONpPeNe/sI BOC-
OpUSTHE [[BETA, TO L[BeTa 00s3aTe/IbHO MEHSUINCH Obl
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«YT0 eLLE HMKTO He B3A/CA MPOBEPUTh, TaK 3T0 TO,
MPOABNAITCA NN ONPefeeHHble TUMbl CMHECTE3NK
B OMpe/e/ieHHOM BO3pacTe WM HeT. 3HaTb 370 6bINIo
Obl BECbMa M01e3HO, a TaKMKE, BO3MOMXHO, CNej0Baso
bl NPONWTL CBET HA TO, KaK KBaNMa 3TUX KYNbTYPHbIX
apTeaKToB COYETAeTCA C 0ObIYHBIM BOCMPUATUEMY.
Mybnuryetca ¢ paspewwenusa TEDEd. Kakoro upeta
BTOpPHUK? MccnegoBanue cuHectesunm | Puuapa E. Can-
ToBUK (Richard E. Cytowic) | MHpopmauwn o TED-Ed Ha
cante ed.ted.com

“What no one has yet done is see whether different
types of synesthesia manifest themselves at
a particular age or not. This would be quite useful
to know, as well as possibly shedding light on how
the qualia of these cultural artifacts couples with
a quotidian perception.” Printed with permission from
TED-Ed. What color is Tuesday? Exploring synesthesia |
Richard E. Cytowic | For more TED-Ed, visit ed.ted.com

C KaX[bIM M3MEHEHMEeM OCBellleHus. TeM He MeHee,
HanpyMmep, 6aHaH BOCIPUHIMAETCsI ORMHAKOBO JKel-
TBIM, HE3aBICUMO OT TOTO, CMOTPUTE /I Bbl Ha HETO
1oy, (IyopeclieHTHbBIM CBETOM CYyIlepMapKeTa, COJI-
HEYHBIM CBETOM Ha Y/INUIle WIM CBETOAMOAAMM XOJIO-
AVWIbHUKA. JTa 3arajka MOCTOSHCTBA I[BEeTa CTABUT
B TYNMK HAayKy Ha IPOTSDKEHMU IIOCTETHUX IIOTIY-
topa cromeTnit. Oco6eHHO CTIOKHO MPY MOCTOSHHOM
M3MEHEHUM OCBEIIEHHOCTH ObIIO ObI C BOCIPUATUEM
ABVDKYIIVXCS IPEEMETOB, A/Is1 HMX I[BET KaK TaKOBOII
HOYTH He MMeN Obl GMOTOIMYeCcKoll MMOMb3bl, IOTOMY
9TO COCTaB VI MHTEHCUBHOCTD JHEBHOTO CBETA MEHsI-
I0TCsI B 3aBMCMMOCTM OT YI/Ia CONHIIA, TEHell U Ipo-
[IeHTa BOASIHOTO I1apa U TBEPHbIX YaCTUI| B BO3LYXe.
V3-3a aToro uBera IPEeIMETHOTO MUpPA HEIPEPLIBHO
6Bl MEHSITHUCD.

Ipo¢. P. CastroBuk fo6aBui, 4ro npobrema IBeT-
HBIX TeHell OCaXX[aeT HayKy B HE MEHbUIEN CTEIEHM.
Korza KyKkia B TeaTpe TeHeil OCBellleHa KpPAaCHbIM CBe-
TOM, T€Hb, KaK M OXUJAETCs, BBIIAIUT depHOoil. Ho
ec/n K OcCBeleHNnIo fobasiseTcst Genblit CBeT, YepHas
TeHb CTAHOBUTCSA 3€/IEHOI, XOTS Ha Hee IMafaeT TONbKO
Genblit cBeT. Tak movyeMy ke TeHb 3eleHass? —3ajaer
cnyuarensM Bompoc npog. CaiiroBuk. Ilop >kerTbiM
CBeTOM 1 Oe/bIM CBeTOM TeHb romybasd. Ecmm Tenn
OTPaXAIT TONMBKO Oenmblil CBeT, TO OTKy#a Oepyrcs
BUAMMbIe HaMu 1[BeTa? J]esi0 B TOM, YTO 30HA Mo3ra V4
B K@XX/[OM ITO/TYIIAPNY IIPUCBANBALT TEHSIM 9TH 1[BETa,
BBIYIC/IAAS IIPOCTOE COOTHOIIIEHHE.

Pasgenenne 1BeTa 1 GOpMbI MOXKHO IIPOHAOMIONATH
B IeJICTBUM, €C/IM TIOCMOTPETh Ha TPAHUIY MEX/Y XKel-
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TBIM U GenbiM. Mo3r 3acTaBisieT uBeta GOpMUPOBATH
nuHuio. Korga mepsble TpaBepbl OKpPAIIMBAIM 4E€PHO-
Oenble M3006paXkeHNs, TO 3HA/IU, YTO MOTLYT BBIITHU 3a
IIpefiesibl KOHTYPOB. 9TO TaK Ha3bIBaeMblil «aKBapeyb-
HbI1 9¢(eKT», KOTOPBII IO3BOJLIET [[BETAM BBIXOLUThH
3a TPaHMIIbL, IIOTOMY YTO HAIlIa CYCTeMa PacllO3HABAHNUA
IBeTa paboTaeT C HU3KUM paspelIeHneM. e€ CeTb UMeeT
MeHbllle s9eeK ¥ Oojlee IIMPOKOe IOJe BOCIPUATHA,
4eM CeTy, BBIYMC/LIIoIE POpMy, KOHTPACT 1 MeCTO-
HONIOKeHNe. B pesynbraTe HeOpeXkHOe OKpalIMBaHIE
I/l HAllleTo BOCIPUATHUA BIUCHIBAETCA B BBICOKOKOH-
TpacTHbIE KOHTYPBHI, ¥ XOTA Ha CAaMOM JieJIe 9TO MCKaKe-
HIe PeanbHOCTH, [/I Hallleil CUCTEMBI BOCIIPUATHA 9TO
BIIOTTHE JOITYCTUMO.

B saBeprrennn cBoeit aexunu npod. CaifToBuK
IPeAIoKII CYMMIPOBATh HayYHbIE ITOMCKU B 00/1aCTH
BPOXK/JEHHONM CUHECTE3NM HECKOJIbKMMMU BOIPOCAMI.
OH 0c060 TORYEPKHYN, YTO MCCIEHOBAHME CUHECTe-
311 — MOJIOfloe HAIlpaB/ieHMe B HayKe, IOTOMY 4TO
TONbKO 40 JIeT TOMy HasaJ, eMy Y/laloCh BHOBb HaIlpa-
BUTH Ha Hee BHUMaHIe VICCIeNOBaTeIeN.

1. ITo xakoJ NpMYMHE MMEHHO [JBET UTPAET B CUHE-
CTe3UU CTONb 3aMeTHYI0 ponb? CucreMa pacros3Ha-
BaHM 1[BeTa paboTaeT ¢ HU3KMM paspelleHneM, Tak
YTO 9TO OTYACTM OTBET HAa BOIPOC, IIOYEMY IIBETOBOE
BOCIPUATHE TaK JIETKO CIPOBOLMPOBAThb. Takke 3TO
MOXXeT OBbITb CBA3aHO C TeM, UTO I[BET YPEe3BBIYAIIHO
Io7ie3eH, TaK KaK OH /laeT YCTOIYMBbIe XapaKTepu-
CTUKM IIOCTOSTHHO MEHAKOIIEMYCS BU3yaTbHOMY MUDY.
IIBeT maet 6O/BLIYIO BHITOLY O CPABHEHMIO C 6110TIO-
IMYeCKMMM 3aTpaTaMM.



2.YT0 MOXET 0ODBACHATD CPOKY U MEXaHU3M BO3HUK-
HOBEHMS CMHECTeTMYeCKUX CBsA3ell B MO3Te B paHHEM
Bo3pacTe? VI3BecTHO, B KaKOM BO3pacTe HeTU JOCTHU-
raloT OIpefe/leHHbIX YMEHUIT: paclo3HaBaHue (POHeM,
BrIafieHue anaBUTOM, OIpefie/ieHe BpeMeHM ¥ UTe-
Hte. MoryT /i cuHecTeTM4ecKyie peHOMEHBI, TaKye KaK
BKYCOBBbIe IepeXXyBaHusa (oHeM, IBeTHble rpadeMbl
M TPOCTPaHCTBEHHasd IOCNIENOBAaTeIbHOCTb 4MCeT,
copmupoBarbcs BO BpeMs 3TuX 9ranos? OTBeTHl Ha
3TU BOIPOCHI IPENOCTABAT HaM 3HaHNA O TOM, IIOYEMY
cuHecTe3us GOpMUPYeTCs B PaHHEM [eTCTBe.

3. Yro memaeT 3KCIpeccuIo TeHOB, OTBETCTBEHHBIX 32
IpOsAB/IEHNE CUHECTe3MM HACTONbKO BBIPa)KEHHOIA, UTO
ABHas CMHecTe3Ms BO3HMKaeT y 4% HaceneHua? Ecim
UCCTIENOBaTh U BBIABUTD TeHeTHYEeCKIe MapKephl CHHe-
CTe3uy, TO MOXXHO OyfeT OIpefeNnnuTh, KTO B IIOMY/Is-
LU ABIAETCA UX HOCUTETIEM, M 33 YTO €Il€ OHM MOTYT
oTBeuyaTb. B HacTosllee BpeMs MpeNINonaraeTcs, 4To
CHHeCTeTHYeCKNe IPOsBACHNS ITOMOTalT MeTadopu-
4eCKOMY IOHMMAaHMIO; HO, BEPOATHO, BK/IAJ, X TOPasfio
6o07IblIle, ¥ CMHECTE3USA MOXKET OKa3aThCA HeM36eXHbIM
Ppe3yIbTaTOM 3BOMIOLUH Ye/TOBeKa.

4. Jlsuven TaMMeT, M3BECTHBIN Y4eHBIN, MOOMBIINIL
eBPOIIEVICKIMII PEKOPH 3allOMVHaHUA 6oee ABYX JeCAT-
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KOB TBICAY IMPP, cocTaBmmomux unucno «[In». B aro-
6uorpadum Tammer mmyireT, 4TO 06NazIAET CUHECTE3MelT,
Y HEro ayTyU3M U SMMIENICUA — U, KaK 0Ka3anoch, BCe TPU
COCTOSIHMA MMEIOT OOIuiT MapKep Ha XpoMocoMme Ne4.
Y4uTpIBag, 4TO CHMHECTe3Vs—IepBoe CBOJICTBO BOC-
OpUATHUA, I KOTOPOTO HaM M3BECTHO TeHeTNYecKoe
060CHOBaHNe, YTO B TAaKOM CITy4ae CHHECTE3Vs MOXKET
pacckasaTb HaM O JAPYIUX OCOOEHHOCTAX BOCIIPUATHAL
3aHATME MY3BIKON, HAaIpuMep, IpPeAcTaBIsgeT Ccoboil
APKUIT IpyuMep 0co60T0 CEHCOPHOTO BOCHPMATIA, KOTO-
poe IPOSABIAETCA B CeMbsAX. AGCOMIOTHDII My3bIKaTbHbII
CITyX KaK CEHCOPHas 4YepTa MMeeT C CHHecTesueil QyHK-
IMIOHAJIbHBIE AHAJIOTYM, CPEU IIPOYEro, IPOAB/IAACD 110
IPUHLIMIY «BCE VUIM HUYErO», pasBUBACTCS B PaHHEM
BO3pacTe 1 He TpebyeT HMKAKOI 0C060iT MPaKTUKIL.
3akaHuMBas CBOKW peyb, npod. P. CajiiToBuk co06-
I CTYLIATENAM, YTO 110 €T0 OXXMUJAHUAM Ha MOCKOB-
CKOUl KOH(epeHIMM OyfeT JOCTATOYHO CEePbe3HBIX
BOIIPOCOB M/ YBIEKAaTeNIbHBIX HAyYHBIX OOCYX/EHWIL.
Aynuropus nobmarogapuia IeKTopa oBaiyeil. m
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KoHcTaHTMH BnagumupoBuy 3eHKuH
Konstantin V. Zenkin

«Mys3blKanbHoe»: ero cyTb
M MEecTo B UCKyCCTBE

KoHcTaHTUH BnaaumupoBmy 3eHKWH, [OKTOp
MCKYCCTBOBELEHWSA, Npodeccop, NPOpeKTop
Mo Hay4How pabote MK um. .M. YaikoBcKoro

CTaTbe JiellaeTCs MOIBITKA PaccMo-

TpeTb CIeluMKy MY3BIKaIbHOTO,
B OCHOBE KOTOPOI1, IPEXTe BCETO, TeKUT
teopust A.®. JloceBa, 00beIMHMBILIETO TPa-
muiym [Ipesreit [penyn (HeoI/IaTOHM3M), eBPOIIEIICKOTO
pOMaHTH3Ma U TocTpoMaHTM3Ma (BarHepa u mocneno-
Barenelt BarHepa, cumBomucroB). IIpoaHamusupoBas
«KOMIIO3MILIMIO», COTep)KaHNe IOHATHUA «MY3bIKalb-
HOe», aBTOp IIONbITA/ICS HANTYM €ro aHajorM B U30-
OpasuTEIbHOM MCKYCCTBe, TUTEpaType, KMHO M T.K.
@uKcanysa CTPYKTYpPHBIX KOHCTAHT MY3bIKaJIbHOTO I10-
3BOJIAET CJeNaTh LIAr BIepell— IIOHATh MY3bIKaJbHOE
KaK CIeiu(pUKy XyI0XKeCTBEHHOTO. i
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The musical: its essence
and place in art

Konstantin V. Zenkin, art theory doctor,
professor, vice-rector for Science Work
at TMSC

he article attempts to consider the

specifics of the musical, which first
and foremost is based on the theory of
AF. Losev who combined the traditions
of Ancient Greece (Neoplatonism), European
Romanticism, and post-romanticism (Wagner and
Wagner’s followers, the symbolists). Having analyzed the
“composition”, content of the musical, the author tried to
find its analogues in visual arts, literature, cinema, etc.
Fixing the structural constants of the musical allows to
take a step further —to understand the musical as the
specifics of the artistic.

The author of this text, while not a synaesthete
and a person not having the experience of synesthetic
perception, has to immediately clarify that he studies
the problem of the internal common basis, unity of all
the arts from exclusively philosophical, aesthetic and art
criticism standpoint.

It was back in time when Robert Schumann, a brilliant
romantic composer, noted that “the aesthetics of one art
is also the aesthetics of another” (Schumann, 1975, p. 87).
It is not surprising that the idea was born in Schumann’s
mind. First, he himself had both musical and literary
talents; and literature; for example, Jean-Paul’s novels,
as he admitted himself, meant no less to him than the
music of J.S. Bach. Secondly, Schumann developed
as a personality in the heyday of German classical
philosophy and aesthetics, which at the beginning of the
19th century, due to Hegel and Schelling, gave rise to the
idea of the unity of all arts.

For example, when Hegel speculates about symbolic,
classical and romantic artistic forms, he has in mind the
whole complex of arts — giving preference to the specific
art with regard to one form or another. In other words, to
feel the entirety of different arts, their single root, is quite
possible without synesthesia. That is why it is logical to
suggest that the mechanisms that objectively (regardless
of human perception) integrate art, also participate in the
creation of synesthetic phenomena.

Whether this is really the case, future interdisciplinary
research might show. But even if that does not prove to
be so, then why not try and explore factors acting in the
same direction as synesthetic perception?

Much has been said about the inner music of other
arts: starting from the most obvious links, for example,
to poetry, the musicality of which has been noted many
times, to parallels with architecture, which has also
been repeatedly called “frozen music”. The particularly



active discussion of the in-depth musicality of different
types of art began at the turn of the 19th—20th
centuries, when art was moving towards a principally
new background, giving up “realism” and “word-
centrism” — logocentrism (“fixation on a word,”
according to A.V. Mikhailov (Mikhailov, 2002, p. 11)).

However, the authors themselves often drew out
the in-depth musicality to the surface: we could just
recall the literary symphonies of Andrei Bely, the
painted sonatas by Ciurlionis, and improvisations and
compositions by V. Kandinsky; the list of examples
is not exhaustive by far. Speaking of the latest
publications on the musicality of other forms of art in
a non-metaphorical, and quite justified manner, it is
worthwhile to name the works of E.V. Rovenko, based
primarily on the study of the musicality of painting
(Rovenko, 2016; Rovenko, 2017).

To define the essence of music, it is most advisable
to turn to the philosophical works of A.E Losev (Losev,
1995b). Losev's early work, The Structure of the Artistic
Worldview (Losev, 1995c¢) is of particular interest in the
context of our topic. The philosopher calls the character-
istics that were formulated above with regard to music,
the primary foundation of any art (“primary being” as
“continuous creative fluidity”, bearing the “stamp of the
starting transfiguration, which takes place in the form of
transformation of inert matter into an authentic form of
beauty” (Losev, 1995¢, p. 300).

In this text, Losev philosophically substantiates the
musical as the primary basis of the artistic in general
(although he himself does not verbally state such
a conclusion, which, however, was not necessary due to
its obvious nature), but in later works he never returns
to this idea and does not expand it. Nevertheless, he does
not give up the concepts discussed in the «Structure of
the Artistic Outlook” Let's see what the impact of the
text was and what concepts were generated thereby. The
“primary” artistic being in subsequent works gave rise to
at least three derivative concepts:

1) The original image ( the prototype) of the art form
(Losev, 1995a, pp.48-112).

2) Pure musical being (Losev, 1995b, p. 421).

3) Artistic style (Losev, 2019).

All the three concepts, no matter how distant they
seem, combine the fundamental potentiality of existence,
which is realized only in the process, in formation,
becoming and most importantly, the author believes that
it is impossible to bring down all the material, feasible
options for the actualization thereof to their essence. The
listed qualities may be regarded as the most in-depth
properties of musicality.

Obviously, while in literature, theater, and visual
arts, information per se (non-artistic information, for
example, about historical events, personalities, or just
about the life of a certain country and in a certain era)
may be of great importance (although not necessarily),
in music the information is artistic in itself and is not
related to the need to provide information about any
specific extra-musical events.

From this standpoint, any art and primarily music,
may be called, after Yu. M. Lotman, an informational
paradox (Lotman, 1992). “The musical’, according to
A.V. Mikhailov, is self-targeted. “Musicality, [...], is noth-
ing else but the presence of such a meaning, as we ascertain,
which is directed towards itself, and only towards itself —
the meaning that locks on itself and captures itself, and is
not subject to any verbal reproduction or transformation”
(Mikhailov, 2002, p. 13).

But what justifies the existence of a meaning
directed only towards itself? What is its significance
and cultural function? If we try to briefly generalize
Losev’s ideas on music, we can say that music, firstly, is
a continuous formation and chaos, but the chaos that
generates structural entities that do not carry, however,
any information other than that about themselves. In
other words, structures whose nature may be defined as
numerical (the number vs. the word, in its pure form, in
the absence of a factor of conventional agreement, can
be only a symbol (a sign) of itself).

Further on, in the work “Music as a Subject of Logic”,
Losev defines music as a numerical formation suggesting
that music is “a different characteristic of the number
which is opposite to certainty”, “a hyletal number” (Losev,
1995b, pp. 500-502) derived from hyle —a matter in the
ancient Greek understanding, which is not a substance,
but an unformed, chaotic potency of everything.

What are the consequences to follow from the
numerical nature of music?

First and foremost, the number is a factor of order
and structural organization. The mythological and poetic
characterization of music and the “primary” artistic being
from Losev’s early work (“...proclaims chaos on the eve
of transfiguration”) is replaced by the philosophical idea:
“In music, among the illogical elements of formation, in
the storms and passions of irrationally flowing continuity,
or rather, in the depth thereof, we see a clearly formed
borderline that is absolutely motionless and absolutely
solid in its contours: the semantic figure of a number that
invisibly guides all the irrational fates and fortunes of
a musical subject” (Losev, 1995b, p. 544).

Or, in a nutshell, “the artistic expression of number
and time is a musical form” (Losev, 1995b, p. 509).

Thus, the transformation of chaotic being in music lies
in the formation of a structural numerical ordering of
this very being, which in a structured state demonstrates
the continuous formation of meanings, their illogicality
and elusiveness; that is why this structuring can be just
numerical, but not objective. Or, one could say, that
the numerical structures that make up music are not
numbers as such, but “other of numbers as definite
entities” (Losev, 1995b, p. 500).

Further on, music is the art of time and represents the
formation of the number in time. According to Losev,
time itself is nothing but an illogical becoming of the
number (Losev, 1995b, p. 542). Music is the manifested
becoming (“the life”) of numbers. Hence, Losev’s
definitions of time and music are very close in essence,
yet the difference is quite obvious.
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It relates to the very “form” of the number. Time is the
formation of the regular arithmetic number which we are
used to. The basis of music is the formation of “hyletic”
numerical structures, which are “other of numbers
acting as definite entities” Musical time organizes and
structures the physical time (“mathematical” time),
filling it with meaning (the clarification is to follow
below. The musical structure, therefore, is a developing
numerical and temporal structure.

Along with time, spatial musical structures are formed
(mostly virtual and spatial). Music cannot convey
specific thoughts and concepts, but through creating
personal chronotopic structures (that is, according to
M.M. Bakhtin, via a chronotope “defining the image of
aperson” (Bakhtin, 1976, p. 235)), it can fully convey the
perception of a personality in the world and its place in
the world space and time.

Chronotopic structures formed in works of art, firstly,
always demonstrate the personality (according to Losev’s
definition, “the artistic form is a personality presented as
a symbol” (Losev, 1995a, p. 46)), and secondly, they are
not abstract and “empty’, but filled with a very specific,
individualized, emotional and personal meaning (“the
artistic form represents a symbol as a personality” (Losev,
1995a, p. 47)).

It is the construing of a personality (personal
interpretation) of the chronotope in musical works that
allows us to talk about them as an “expression (italics
mine—K.Z.) of the becoming of numbers in time,’
“a manifestation of the life of numbers”

Thus, we arrive at a non-final, intermediate
conclusion, that Losev’s definition of “music as an
expression of numerical becoming’, together with the
general thesis that “artistic form is a personality acting
as a symbol’, should be understood as the formation of
numerical, that is, non-objective, non-verbal, and extra-
conceptual structures existing in time, the meaning of
which is to transform chaos into personally keenly felt
spatio-temporal structures.

The ratios of the numerical (extra-verbal) elements
of such structures express the personal construction
of the chronotope and thereby form the personality
and its position in the world at the most profound and
generalized level — at the level of space and time.

The musical, understood as a becoming numerical
and temporal structure, demonstrating the expressive
and personal construction of the chronotope, lies at the
root of any art, and only this makes an art the Art.

It is worth mentioning that the musical and the
primary artistic preserve in them the mythological
fusion of “I” and “not I, which appears in music not
as the world with its subject matter, but “the world
as a number”; to be more precise, the formation of
a number that transforms chaos into a structure, the
essence of which lies exactly and exclusively in the
personal construction of a chronotope.

The personalized, individualizing aspect of the
musical speech structures, expressed through melody,
harmony, rhythm, and timbre, is also determined by
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numerical relationships and their expression in time.
Further on, continuing the discourse about the specifics
of music, stemming from its numerical nature, it should
be noted that the number, unlike the word, does not refer
to any concepts, objects, and phenomena of the physical
world, it refers exclusively to its own essence. Here we
see the fundamental difference between musical and
verbal texts, which was repeatedly stated by Lotman,
also from the standpoint of semiotics.

“In texts organized along the lines of the natural
language, the formal structure is a mediating link between
the addressee and the addressor. In texts organized
according to the principles of musical structure, the formal
system is the content of information: it is transmitted to the
addressee, and in a new way reorganizes the information
already set in his mind, transcodes his personality”
(Lotman, 1992, p. 246).

Which means that the significate of the musical
text sign is not a certain extra-musical meaning, but
a function in the semantic structure of the whole
(everything else is optional).

In other words, there is nothing left in the work of
art that fails to fulfill the semantic function in its text as
awhole (according to Losev, the “specificity of the artistic”
“lies in the adequate [perfect, complete, “absolute”—
K.Z.] expression of meaning, or in the adequate
correlation with the extra-semantic background”, which
the philosopher termed the “prototype” (Losev, 1995a,
p. 110).

The musical is an essential characteristic of self-
sufficiency of the creative work, the meaning of
which is directed towards itself. Such redirection of
meaning —not “outwardly”, but inwardly, prevents the
recipient of information to engage in the decryption
process, but completely “gets him/her drawn” into the
area of the latent meaning (not only the rational, but also
the “spiritual’, the subconscious; and the willpower and
even the physical body are “pulled” (often unnoticeably
to the recipient) to merge with this meaning and live
with it. It is just as if we live in the universe, the essence
of which we do not know and only question it.

There is such a latent meaning not only in any music,
even Gebrauchmusik, but also in any art. It is this
language that turns the created objects and actions into
art. Compared to art, the encryption and decryption
procedures are too simple and even primitive —to
use them it is enough just to know the respective
language — the code. Art is not only the language, just as
life is not limited to the language either. (The Language
is a means of communication with the world, including
a means to understand this world).

Art and life are not (at least, ideally, they should
not be) a means for something, they are an aim in
themselves. To understand art, it is not enough to
know the code (although this is necessary). More
precisely, the codes of the languages of art are such that
they imply that the recipient will be developing skills
to build up information. We come to understand vital
and artistic meanings through their role in the system



(the function of the structural element), that is, we
read off the information of the text that unfolds before
us in time, not just accumulating it, but increasing
it, constantly performing, albeit unconsciously, the
operation of the hermeneutic circle. In other words,
we see how each element of the text is involved in
a complex, multi-component dialogue with the whole
of the text. But to see this, we ourselves engage in
a dialogue with the literary text.
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CuHecTeTMYeCKMe
n HeCnHecteTnyeckme
LiBeToBble CBA3UN

...B YeM «0C0b6eHHOCTb»
CUHecTeToB?

JIIOflell C BPOXIEHHOM CUHECTE3U-

eil 0coOblil CTUMYI-UHAYKTOP 6e3
BCSKOTO pOfia YCM/IMIT BbI3bIBAaeT, Kasa-
7I0Chb 6OBI, HECBSI3AHHOE «COIYTCTBYIOLIee»
omymenne. HecMoTpa Ha TO, 4TO Takue
OLIYIIeHNs] He SB/LAIOTCA OOLIMMU IS
BCeX JII0fiell, TO, HACKOIbKO OHU ABJISIIOTCS
«0COOEHHBIMI» SIB/ISIETCS B HACTOsALEE BPeMsI IIpefMe-
TOM CIIOPOB. B wacTHOCTH, 6BTO BHICKA32HO IIPEFIIONO-
JKeHIe, 4TO CMHeCTe3Us — 3TO He YTO MHOoe, KaK Kpail-
HUIT C/Ty4alt 0OBIYHBIX KPOCC-MOA/IbHBIX aCCOLIMALINIL,
UMeIoIuiica y BceX fofiell. 9To IOfHMMAET BOIPOC
0 TOM, CYIIeCTBYIOT /I KaKue-1ubo CBOICTBA, KOTOpbIe
BBIJIEIAIOT CMHECTeTMYEeCKMEe OIIYIIeHNs B KauecTBe
«0COOBIX» CBOJICTB BOCIIPUATHS.

B Hamrem foxazie HpeACTaBIeHO TPY acreKkTa ¢peHo-
M€Ha CUHEeCTe3UM, KOTOpble MOTYT TOBOPUTb O TaKOM
«ocobom» craryce. IlepBblil —3TO MHBIE 3aKOHOMeEp-
HOCTV pasBUTUA. XOTs HEOOXOAVMMBL HOIIOTHUTEND-
Hble MCCNIeJOBaHMA 3aKOHOMEPHOCTel pasBUTUA BPO-
JKIEHHOM CMHECTe3VM, B HACTOAIEE BpeMSA IIOTyYEHbI
CBEJIEHMA O PA3INIMAX MEXY NEeTbMM C CMHECTe3NeNn
u merbmu 6e3 cunecresun (Mondloch and Maurer,
2004; Simner and Bain, 2013; Simner and Hubbard,
2013). B HameM cOOCTBEHHOM MCC/IENOBAaHUM MBI
YTBEpPKAAmu, YTO TOTbKO Y JieTeil ¢ CMHecTe3uell I1BeTo-
Bble accoumanyy, chopMUPOBaHHbIE B [ETCTBE, «(DUK-
CUPYIOTCsI» ONpefeNéHHbIM obpasoM. IToaTomy, Korma
B3POCIIBIX IIPOCAT Ha3BaTb LIBeTa OYKB, HECHHECTETHI
MpPeNOCTaBAT CBOM TEKYyILye acCOUMaLUM, JOCTYIHbIE
MM B MOMEHT TeCTa, B TO BpeMs KaK CMHeCTeTbl IIpe-
JOCTaBAT CBA3M, CHOPMMPOBAHHbIE B [eTCTBe. MbI
HAIIZIY JO0Ka3aTeNbCTBA 3TOTO PACCYXKAEHNUA: MBI TIOKa-
3a/IM «aCCOLMALINI0 PO30BOTO LIBETa», CHOPMUPOBAB-
HIYIOCA B NETCTBE Y CMHECTETOB, HO HE Y YYaCTHMUKOB,
He SIBJLIIOLIMXCS cuHecTeTamu (puc. 1).

Bo-BTOpBIX, €CTh pasnuymsa B caMUX accoLuMpye-
MbIX 11BeTaX. COBOKYIHOCTb BCeX CMHECTeTMYEeCKMUX
M HEeCHHECTEeTHYeCKMX OYKBEHHO-IJBETOBBIX accCoO-
MUt MoKa3ajaa pasandys B I[BETOBBIX «MAUTPAX»

100  Joknagsl v BeicTynneHuA « [eHb 1

What is “special” about
synesthesia?

Romke Rouw, Brain and Cognition,
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of Amsterdam, R.Rouw®uva.nl

Nicholas Root. Brain and Cognition,
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of Amsterdam

Synesthetic vs Non-Synesthetic
Color Associations

...are synesthetes “special”?

or people with synesthesia, a particular

“inducer” stimulus will effortlessly
evoke a seemingly unrelated “concurrent”
sensation. While such sensations are not
shared across all individuals, the extend to
which synesthetic sensations are “special”
is currently topic of debate. In particular,
it has been suggested that synesthesia is nothing but
an extreme case of normal cross-modal associations,
present in all individuals. This raises the question
whether there any properties that set synesthetic
sensations apart as “special”

In this presentation, I will provide three aspects of the
synesthetic condition that appeal to such “special” status.
The first is a different developmental pattern. While still
more research is needed on the developmental pattern
of synesthesia, differences between children with and
children without synesthesia (Mondloch and Maurer,
2004; Simner and Bain, 2013; Simner and Hubbard,
2013) have been reported. In our own research, we
argued that only children with synesthesia will “lock in'
the color associations shaped in childhood. Therefore,
when asking adults to provide colors with letters, the
non-synesthetes will provide their current associations,
available to them at the moment of the test, while the
synesthetes will provide associations shaped in their
childhood. We found evidence for this reasoning: we
showed a “pink color association” shaped in childhood
in synesthetes, but not in non-synesthete participants
(Figure 1).

Second, there are differences in the associated
colors themselves. A model of all synesthete and non-
synesthete letter-color associations showed differences
in color “palette” of synesthetes and non-synesthetes
(Figure 2). Indeed, just by looking at the colors provided
with letters in a single individual, this model can discern
whether these are the colors from a synesthete or
a non-synesthete (Rouw and Root, 2019). Third, in the
description of synesthesia we tend to emphasize what an
unusual phenomenon this is, and describe the richness
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bYKB, CBA3AHHbIX C PO30BbLIM Y AIEBOYEK HE3 CHEeCTe-
3um (Root et al., 2019)
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Figure 1. The proportion of letters associated with
pink, for the first initial of their own name, versus
all other letters (x-axis), in synesthetes versus
non-synesthetes (black versus grey) and in English
versus Dutch (a versus b). The dashed grey line
depicts proportion of letters associated with pink in
non-synesthetic girls (Root et al., 2019)

--residual

2

Berli

n-Kay colour

(ranked by y*-residual)

Puc.2. CranaapTvi3MpoBaHHble 0CTaTKW X2-KpuTepua
HEe3aBMCMMOCTW ANA pacnpefeneHna LIBETOBbIX ac-
coumaumit bepnnHa— KeA y cnHeCTeToB 1 HeCUHeC-
TeTamu. B nanutpe cuHecTeToB (neBan 4acTb pUCYH-
Ka) 0THOCWTESNIbHO BOJIbLLIE aXPOMATUYECKUX W «Ten-
NblX» LBETOB, a B LBeTax HecuHecTeToB (mpasas
4aCTb PUCYHKa) 6onblie «xos0AHbIX» LiBeToB. Kpyn-
Hble MYHKTUPHbIE NMHUM — HEUCTpPaB/eHHbIE Mo-
poru 3HaummocTn p < 0,05; Menkue NyHKTUpHbE
JIMHWM — CKOPPEKTMPOBaHHble N0 boHGeppoHu no-
poroBble 3HaveHuA p <0,05 (Rouw and Root, 2019)

Figure 2. The standardized residuals of a x2-test of
independence for the distribution of Berlin— Kay
colour associations for synaesthetes versus non-
synaesthetes. There are relatively more achromatic
and “warm” colors in the synesthetic palette (left
side of the figure) and more “cold” colors in the
non-synesthete's colors (right side of the figure).
The large dashed lines are uncorrected p < 0.05
thresholds for significance; the small dashed lines
are Bonferroni— corrected p < 0.05 thresholds
(Rouw and Root, 2019)
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CUHECTETOB I HeCVHeCTeToB (puc. 2). JleiicTBUTENbHO,
IPOCTO B3IVISIHYB Ha [jBeTa OYKB Y KOHKPETHOIO YejIo-
BeKa, 10 VX COBOKYITHBIM [JBETOBBIM CBOJICTBAM MOYXXHO
OIIpeNe/INTh, SABJISIIOTCS JIM 9TO L{BETa CHECTETOB WM
HecyuHecteToB (Rouw and Root, 2019). B-TpeTbux, npu
OIIVICAHUM CUHECTE3UV OOBIYHO IIPUHSITO IOFYEPKU-
BaTh, HACKOJIBKO 3TO sIBJIeHNe HeOOBIYHO, OIMCHIBATD
60raTCTBO CHMHECTETHYECKNX NEPEKMBAHNUI, IepIiel-
TUBHYIO IIPUPORY UX OLLYLIEHMI U T. [I.

XoTsI, BOSMO>KHO, B 3TOM U 3aKJIIOYAETCSL CYTh TOTO,
YTO HAaC MHTEpPeCyeT B CUHECTe3UM, TO eCTb TO, 4TO
CUHECTETBI JIeJICTBUTENBHO HEPEXMBAIOT 1IBETa, a He
HPOCTO «3HAKT» aCCOLMALINIO, 3Ta Hambojee IpyMe-
YaTe/IbHAsI Ye€PTa CUHECTE3UM MCYe3/Ia PV ONUCAHUN
CUMHECTe3UM TObKO KaK CUIbHO (GOPMBI HOPMAIbHOI
KPOCC-MOJaTIbHOI aCCOLALiNL. M
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of the synesthetic experiences, the percept-like nature of
the sensations etc.

While arguably this is the core of what interests us
in synesthesia, namely that synesthetes really experience
the colors rather than only “know” an association, this
most remarkable feature of synesthesia has disappeared
when describing synesthesia only as a strong form of
normal cross-modal associations. m
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OpOLIO M3BECTHO, YTO CHHECTE3NA
U TUIBI €€ IMPOsABNIEHUs OYEHDb Pas-
HOPOJHBI KaK IO KauecTBY, TaK U IO KO-
JMYECTBY: HEKOTOpBIE MIOAM OOTafal0T MHOXXECTBOM
Pa3HBIX BUJIOB CHHeCcTe3uM (Kak B M3BECTHOM UCCIIE0-
BaHum JIypun, 1968 r.), TOorma Kax y Apyrux CMHeCTe3us
IPOAB/AETCA TOPasfo B MEHbLIEM KONMYETBE TUIIOB
(HampuMmep, IjBeTa TOMBKO A/ AHeit Hepem). Ho B Ha-
CTOAIIMII MOMEHT TOpasflo MeHee IOHATHO, IMEIOT /i1
3TM pasmuuuaA 6onmee ImyboKoe 3HAaUeHUe M BIVSAHUE
B peaslbHOM Mupe. B 3ToM fok/Iafie 1 pacCMOTPIO Cyllle-
CTBYIOIIME CBUMETENbCTBA M IPELCTAB/II0 HOBbIE JIaH-
Hble, KOTOpPbIe IPEMNO/IaraloT, YTo 9TY HabIoaeMble
pasmuumaA MMeroT 3HaveHue. Ilo cyTu, mopu ¢ 60mb-
IIVM KOJMMYECTBOM TUIIOB CHHeCTe3uy («HaMBBICIIEN
CTEIeHbI0 CMHECTe3UM») VIMEIOT 6oJiee Pa3BUTBII KOT-
HUTUBHBI NPOQUIb B BUAE MEHTAIbHBIX 00pasos,
TBOPYECKUX CIIOCOOHOCTeIA, TIPOSABIEHNS TMYHOCTHBIX
CBOJICTB, CEHCOPHOJ 9yBCTBUTETbHOCTH U T.JI.

OTU 0CcO6EHHOCTM PACIPOCTPAHAIOTCA M Ha CTHU-
MYZIbl, KOTOpble HE MMEIOT NPAMOrO0 OTHOLIEHMS
K CHHECTe3MM, YTO, BO3MOXXHO, IPENIO/araeT, 4To
CHHECTe3UsA SBIAETCA MapKepPOM 3TOrO THUIIA KOTHU-
TUBHOTO IpoduiA (B OTINYME OT IPOTHUBOIONOXKHOTO
MHEHMsA, YTO CUHECTE3NsA ABJAETCA OCHOBHOM IPUYM-
HOJT 3TUX M3MeHEHMIT B CIOCOOHOCTY O3HaHuA). boree
CUJIbHAs CTENEHDb NTPOABIEHNA CMHECTE3UM TaKXKe CBS-
3aHa C OOMbIIell KIMHUYECKOl YA3BUMOCTDIO (HAIIpu-
Mep, C ayTU3MOM) M, KaK IpeiIoyaraercs, CBsA3aHa
C GONMBIIVMMY PA3IUYUAMU B HEIPOHHOI apXUTEKType
U TeHOTHIIE. S pacCKaXKy, 4TO 3TO O3HAYAeT B KOHTEKCTE
TEKYIIMX CIIOPOB O TOM, AB/IAETCS /I CUHECTE3Ws CIIEK-
TpoM. B 9acTHOCTH, A TO/Iaram, 4YTO CMHECTETOB MOXKHO
HIPUYMUCINTD K 607lee MM MeHee CMHeCTeTUYeCKUM I10
OTHOUIEHMIO JIPYT K [pyTy. OflHAaKO HECUHECTETOB PaH-
XXMPOBATh TAKUM 06pa3oM 6eCcCMBICIIEHHO.

ITo cyTtu, cymecTByeT KaTeropuanbHOE pasfieneHne
MEXJy HaM4yMeM M OTCYTCTBUEM CUHECTE3UM, HO Tpa-
Jauus CyLUeCTBYET TONMbKO BHYTPM CaMOJ KaTeropumu
CHHECTe3N!. W

Extreme Synaesthesia

Jamie Ward, Professor, School of Psychology,
University of Sussex, Falmer, Brighton, UK,
jamiew@sussex.ac.uk

t is well known that synaesthesia is

very heterogeneous in terms of both
quality and quantity: some people have
many different kinds (as in Luria’s, 1968,
famous case study) whereas other people
have synaesthesia that is far sparser (e.g. colours for
days of the week only). But it is far less clear whether
these differences have any deeper meaning or real-world
impacts. In this talk I will review existing evidence, and
present novel data, that suggests that these differences
matter. In essence, people who have more types of
synaesthesia (‘extreme synaesthesia’) have a more
extreme cognitive profile (mental imagery, creativity,
personality, sensory sensitivity).

This extends to stimuli that are not directly relevant
to their synaesthesia which suggests, arguably, that
synaesthesia is a marker for this kind of cognitive profile
(as opposed to the contrary view that synaesthesia
is the root cause of these changes in cognition). More
extreme synaesthesia is also linked to greater clinical
vulnerabilities (e.g. to autism) and is hypothesised to
be linked to greater differences in neural architecture
and genotype. I will discuss what this means in terms
of current debates about whether synaesthesia is on
a continuum. Specifically, I suggest that synaesthetes can
be ranked as being more or less synaesthetic relative to
each other.

However, it is meaningless to rank non-synaesthetes
in this way. In effect, there is a categorical division
between the presence and absence of synaesthesia but
gradations within the category of synaesthesia itself. m
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CUHeCcTe3suu ” abCOMOTHOTO CIy-

Xa HabmopanTca (peHoTUIIMYeCKNe
U TeHeTMdecKme coBmajieHus. Yro kaca-
eTCs CMHeCTe3UM, KOTHUTUBHEBIE IIPeuMy-
I[eCTBa, CBA3aHHBIE C 3TUM (PEHOMEHOM,
ObIIM ITPOJXEMOHCTPUPOBAHBI B HECKOIIb-
KIX 3a/jauax Ha oOydeHMe 11 3alIOMIHaHIe,
OfIHAKO I abCOMIOTHOTO CIyXa 00beM
HOTEHIVATIbHBIX KOTHUTMBHBIX IIPEUMY-
I[eCTB MeHee ACeH.

MbI uccneposanu, 6yget m abcomoTHbI cayx (AC)
CIIoco6CTBOBATD CTATUCTIIECKOMY OOYUEHIIO ITOCTIEH0-
BaTe/IbHOCTAM TOHOB M IIOCTIe0BaTeIbHOCTAM 1IBETOB,
a TaKKe CTy4aiiHOMY M3YYeHUIO aCCOLMALIMII IIBETOBBIX
TOHOB. 1/ JOCTV>KEHMA ITOM Lie/IM MBI MCIIO/Ib30BAIN
CTaTUCTUYECKYIO TapajurMy OOydeHNUsS B KauecTBe
MHCTPYMeHTa [/l M3Y4eHMdA IIBETOBBIX aCCOLIMALIMIL.
[Tape! PUKCMPOBAaHHOTO TOHA M 1IBETa MEePBOHAYATBHO
ObIIM TPefCTaBIeHBl YYaCTHUKAM B KOPOTKUX TpeX-
37IeMeHTHBIX IIOCTENOBATeNIbHOCTAX, @ YYaCTHUKOB
BIIOCTIEICTBMY TIOIPOCU/IN IIPOBECTY pasiudue MeXIy
IpeJCTaB/IeHHBIMI U He IPefICTaB/IeHHbIMY TI0C/IE0Ba-
TETbHOCTAMM.

Mbl cpaBHUIM TPYNIY acHMPaHTOB (axynbTeTa
MY3BIKI, o6magaromux AC ¢ rpynmnoii cTyfeHToB, obma-
JAOIIMX OTHOCUTETbHBIM MY3bIKanbHbIM cyxoM (OC),
a TaKXKe ¢ KOHTPOIbHOJ IPYIIION CTY/IeHTOB, He ABJIAI0-
muxcs MysbikanTamu. Knaccndukanys mo rpynnam AC
n OC 6bu1a ocHOBaHa Ha Tecte AC, B KOTOPOM y4acT-
HVKM JJO/DKHBI OBIIN OBICTPO YKa3aTh BHICOTY OTPBIBKOB
MY3bIKaTTbHBIX TOHOB.

B 1jenom pesynbTaThl OKa3any Halmuyue MpeuMyle-
CTBa B CTaTMCTMYECKOM OOydueHWMM y obafaTenell Kak
abCOMIOTHOTO, TaK M OTHOCHUTEIBHOIO MY3BIKaJIbHOTO
cnyxa. Kpome toro, obnamatenmn AC mpessounm obe
TPYIIIBl B CIy4YaifHOM M3YYeHUM ILIBETOBBIX accoIMa-
uuit. Y ogHoit Tpetn obmagateneit AC Takxke Obl1a CuHe-
cTe3us 1iBeTa. JIONOMHUTENbHBIN MCCIef0BaTeNbCKIIA
aHa/IM3 BBIABMII, YTO 9Ta TPYIIa IIO0Kasana emé 6omee
JIYYLINI pe3y/IbTaT B CTATUCTUIECKOM oOydeHum. Bme-
CTe 3TU pe3ynbTaThl yKa3bIBalOT Ha TO, 4To AC u 1Be-
TO-3BYKOBas CHHECTe3Vs IPeOCTAB/IAI0T YHUKATbHbIE
BO3MOXXHOCTH I/ 06y4eHMs. W
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Absolute pitch and sound-
colour synaesthesia
provide for unique learning
opportunities

Beat Meier, University of Bern, Switzerland,
beat.meier@psy.unibe.ch

Solange Glasser, University of Melbourne,
Australia

ynaesthesia and absolute pitch

exhibit phenotypic and genetic
overlaps. For synaesthesia, cognitive
advantages have been shown in several
learning and memory tasks, however,
for absolute pitch the scope of potential
cognitive benefits is less clear.

Here, we investigated whether absolute
pitch (AP) would facilitate statistical
learning of sequences of tones and
sequences of colours, as well as incidental
learning of tone-colour associations. Towards this goal,
we used a statistical learning paradigm as a tool to learn
tone-colour associations. Fixed tone-colour pairs were
initially presented to participants in brief three-element
sequences, with participants subsequently asked to
distinguish between presented versus not presented
sequences.

We compared AP possessing graduate music students
to a group of relative pitch possessing music students,
as well as a non-musician student control group.
Classification into AP and RP groups was based on an
AP test in which participants had to quickly indicate the
pitch of briefly presented tones.

Overall, the results showed a benefit in statistical
learning for both absolute and relative pitch possessors.
In addition, AP-possessors outperformed both groups
in the incidental learning of tone-colour associations.
One third of the AP-possessors also had sound-
colour synaesthesia. Additional exploratory analyses
showed that this group was even superior in statistical
learning. Together, these results indicate that AP and
sound-colour synaesthesia provide for unique learning
opportunities. m
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HPEIIONKIT TEPMUH «MIeaCTe3MsI», YTOOBI YIIPO-

CTUTH WISt cebsl MOHMMaHNe JAHHBIX, KOTOPbIE
A MOJy4asn IpU MCCIeNOBaHUAX cuHecTesun. Bee, 9T0
s y3HaBas 06 9ToM (heHOMeHe, HeM3MEHHO PAaCXOJUIOCh
C IapaJJUrMOJi TOTO BPEMEHM, TO €CTb C MfIe€ll O TOM, UTO
crHecTe3Nss — 9TO (peHOMEH B3aMMOIENICTBIUS OPTAHOB
49yBCTB. [opasfo pasyMHee IOHMMATD UCCTIERYEMOE AB-
JIeHMe KaK KOHILENTyanbHOE; CMHECTeTMYeCKMe Iepe-
>KMUBaHUS, 0YEBUTHO, BCETHA 3aBUCENN OT MOHITUITHOM
MHTepIpeTanyy, KOTOPYIO YelloBeK JaBal cCTUMyny. To
€CTb JJaHHbIE IIEPEXXVBAHNA HE UMEIOT IPAMYIO 3aBUCH-
MOCTb OT (PMSUYIECKUX CBOIICTB pasgpaskuTeeil.

IIpu mosABneHNM TepMMHA «UJjeacTe3NsI» s U TOHA-
TS He MIMeJI, K YeMy 3TO IpMBENET U YTO eIl€ MOXKeT
OOBSCHUTD MAEsT «OLIYLIEHUs MOHATMID». S Takke
He MMeJI IPENCTABIEHNA O TOM, KTO €II€ IPUMeT MO
o6pa3 mpicu. Camoe 60sbliiee, Ha YTO 51 HAESTICS, 9TO
TO, 4TO MCCIENOBATENIN CUHECTE3NM CEPbE3HO OTHe-
CYTCA K 3TOMY KOHLENTYaIbHOMY / CEMaHTUYECKOMY
paKkypcy NMoHMMaHUA sABleHNuA. S He oxupan, 4To 3Ta
KOHIIETI[Vs1 OyAeT IPUMEeHSATHCS B HEHAYYHbIX UCCTIET0-
BaHMAX cuHecTe3n. Kak BBIACHAETCH, 5 CMIBLHO OIIN-
6asicst o 060MM HaATIPaBIEHUAM.

IonsaTHne «MaeacTe3sNs» MIPUHECTIO B TyYIIeM CIy4ae
OYeHb OrPAHIYEHHBII YCIeX B 00IACTU MCCIeSOBAHNs
crHecTe3un. MHe KaXXeTcsl, YTO GONbUIMHCTBO PaboT
U CETOIHA NPUMIEP>KUBAETCA NPEXHETO IPEIOoIoKe-
HUSI O TOM, YTO CHMHeCTe3Usi—3TO (peHOMeH B3auMO-
TeiCTBUA OPraHOB YYBCTB. VI 9TO HeCcMOTpsA Ha BCe
TOKa3aTe/lbCTBa, KOTOPbIE KaXKYTCs, II0 KpaliHeil Mepe,
MHe, 6ortee yeM ybenutenbHbiMu. C APYTOit CTOPOHBIL,
KOHLENUMA MIeacTe3UN PaclpoCTepla CBOM KPbUIbs
IIOBCIORY, B 06/IACTSX MCIIOIB30BAHM, KOTOPBIX 5 HMKAK
He oxupgan Bo-mepssix, apdexr Kuxu-By6sr crann
OOBSICHATh MEXaHNU3MOM MAEACTE3UN. ITO IEPLIENTUB-
HBIIl eHOMEH, KOTOPBII 3aTparuBaeT YHMBEPCaIbHbINA
[I03HABATE/IbHBII MEXaHM3M, a He TOTbKO HeOOJIbIION
MIPOLIEHT HACETIEHN, KaK B ClTy4ae CMHECTE3NIA.

B npyroMm HepmaBHEM MCCNENOBAaHMM CPAaBHMBANINUChH
aKyCTHYeCKUe XapaKTePUCTUKY IIACHBIX (HM3KWIT WK
BBICOKMIT 3BYK) 1 MOHsATHE pasMepa (m3obpakeHme
60/IBIIOr0 pasMepa, B MPOTUBOIOIOKHOCTh PUCYHKY,

|deasthesia: How it started
and how it evolved
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coined the term “ideasthesia” to help me explain

data that I was getting in my research on synesthesia.
EverythingIlearned about the phenomenon consistently
disagreed with the paradigm of the time i.e., the idea
that synesthesia was a phenomenon of crossed senses. It
made much more sense to understand the phenomenon
as conceptual; synesthetic experiences seemed always to
depend on the interpretation that a person would give
to the stimulus. The experiences did not directly depend
on the physical properties of the stimuli.

At the inception of “ideasthesia’, I had no idea where
this will lead and what other things the idea of “sensing
concepts” will help explain. I also had no idea who else
will adopt my way of thinking. The best I was hoping
for was that the synesthesia researchers take seriously
this conceptual/semantic way of understanding the
phenomenon. I was not expecting that the concept
would be applied outside of synesthesia research. I was
mostly wrong on both fronts.

Ideasthesia has had at best a limited success within
the field of research of synesthesia. It is my impression
that most papers still today stick with the old assumption
that synesthesia is a phenomenon of crossed senses. This
is despite all the evidence that appears, at least to me,
more than convincing. On the other hand, the concept
of ideasthesia has spread its wings elsewhere, at places that
I never expected. First, Kiki-Bouba effect was explained
by ideasthesia. This is a perceptual phenomenon that
affects everyone, not just a small percentage of population,
as is the case for synesthesia.

Recently, another study compared acoustic
characteristics of vowels (low vs. high pitch) and the
notion of size (drawing printed big vs. representing a big
object). They also concluded that associations between
various perceptual experiences are more related to
semantics i.e., ideasthesia like, than to raw-experiences,
i.e., synesthesia like.

But the most surprising and most interesting was
the impact that the concept of ideasthesia had on art.
A few art pieces and/or art exhibitions have been named
“ideasthesia”. These covered many forms or art, including
painting, music, writing, performance, even art based on
odor. After talking to artists, I learned that in some way the
concept of ideasthesia tapped into their own subjective
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npepcTaBiasomuit 601p10it 06beKkT). OHM TaKKe
IOPULUIM K BBIBOAY, YTO ACCOLMALMM MEXJY pasind-
HBIMJ TIEPLENTHBHBIMY NEPEKMUBAHMAMYI GObIIe CBSI-
3aHBI C CEMAHTHKOIL, T.e. C ITOf00MeM eacTesn, 4em
¢ He0OpabOTaHHBIMY, HEMOCPENCTBEHHO CEHCOPHBIMU
HepEeXNBAHMAMIL

Ho cambIM yVBNUTEIBHBIM U MHTEPECHBIM OBUIO TO
BIIMSIHIIE, KOTOPOE KOHLEIINs «MIAeacTesun» OKasaja
Ha MCKYCCTBO. HecKo/mpKo ITpov3BefieHMil MCKYCCTBa
M | WIM XY[OKECTBEHHBIX BBICTABOK OBUIM HA3BAHBI
«upeacresueit». OHM OXBATBIBAIM MHOXXECTBO BIJIOB
MICKYCCTBa, BKIIIOYasl >KMBOINCH, MY3BIKY, IMTepa-
TYpY, HepdopMaHC U JjaXke MICKYCCTBO, OCHOBAaHHOE Ha
3anaxe. [Tocie pasroBopa ¢ XyJOXKHUKAMIU 51 Y3HAII, 9TO
KOHIIENLMS MjeacTe3ny KakuMM-TO 00pasoM cBsi3aHa
C UX COOCTBEHHBIM CYO'beKTMBHBIM OIIBITOM B IIPOLiECCe
CO3[JaHMS UCKYCCTBA. JTO MOOYANIO MeHsl ChOpMyn-
pOBaTh TEOPMIO MCKYCCTBA MIIN, TOYHEE CKa3aTh, IIPEf-
JIOKUTh OTBET HA BOIIPOC, IOYEMY MBI CIMTAEM OHU
Bely I[POM3BENEHMsIMU MUCKYCCTBA, a HAPYyrue — HeT.
OTBeT 3aK/II0YAETCS B TOM, YTOOBI HAITH B 3TUX IIPO-
M3BEEHNIX TOYHBI U [IPABVIBHBIN GaTaHC OHATHII-
HOTO M 3CTETUYECKOTO.

C HepjaBHEro BpeMEHMU sI CYMTAI0 KOHLENINIO Vijiea-
CTe3MM IOJIE3HBIM VMHCTPYMEHTOM [IsI HOHVMAaHVS
BOIIPOCOB M3ydeHus: co3HaHms. CaMoe IJIABHOE, YTO
UJieacTesnsi MOKET CII0COOCTBOBATH BBLICHEHWIO TOTO,
[OYeMy y Hac HajmuecTByeT (eHOMEHA/IbHBIN OIIbIT.
ITpoute roBopsi, ¢peHOMeHaIbHbIE HEPEXNBAHNS HE
cywecTByoT 6e3 KoHuenumii. YToObI IOHATH, Kak
(deHOMeHaNbHbIE NePEXVMBAHS BO3HVUKAIOT B HallleM
MO3TY, HaM TaK)Ke He0OXOMMO MOHSATh, KaK Halll MO3T
CO3/jaeT KOHLENNI. W
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experiences of the process of creating art. This has
prompted me to formulate a theory of art, or better
to say to suggest an answer to the question of why we
consider some things to be pieces of art and others not.
The answer has to do with hitting the right balance of
idea and aesthesia in those works.

Most recently, I find the concept of ideasthesia
as instrumental in understanding the problems of
consciousness. Most notably, ideasthesia may contribute
to the question of why we have phenomenal experience.
Simply put, phenomenal experiences do not exist free of
concepts. To understand how phenomenal experiences
emerge within our brains, we also need to understand
how our brain creates concepts. m



Bepa BnagumuposHa [lparunesa
Vera Dragilyova

Mpoeacteana — oKHO
B MeXaHW3Mbl paboTl
OI0BHOMO MO3ra

Bepa BnagnmuposHa [Jparunesa

MarwvcTp HayK N0 KOrHUTWMBHON

ncuxonormu, Lecturer, UC Berkeley, CA, USA,
veradragilyova@gmail.com

OHVIMaHMe TOro, KaK (YHKI[VIOHU-

PyeT MO3T M KaK OH BBINOJHSAET
CBOM OCHOBHBIE OIlepalVii, — OAVH }3 BelINYaiIlux
BOIIPOCOB COBPEMEHHOCTH, OTBET Ha KOTOPBIl obelra-
eT PEeBOJIIOLIMIO B HayKe B LIeJIOM M, B KOHEYHOM JITOTe,
B XM3HU Kaxjoro. Ceifyac OOIEM3BECTHO, YTO MO3T
UICIIONIB3YeT C/IMIIKOM MaJI0 SHEPIUY IS BBIIOTHEHUA
TaKoro obbemMa paboTBl, [/Is1 BBIIIOTHEHNSI KOTOPOTO II0-
Tpe6oBaICst 6bI KOMIIBIOTEP pasMepoM ¢ ropop,. IToxoxe,
YTO MO3T (PYHKIIVIOHUPYET C UCIIOIb30BaHeM METONOB,
KOTOpBbIE B KOPHE OT/IMYAIOTCS OT BCETO, YTO MBI 3HaeM,
BKJIIOYast METOJbI, MICIIO/Ib3yeMble B ICKYCCTBEHHOM MH-
Te/UIeKTe ¥ MAIIHHOM O0y4eHUN.

JJo HacTosAILIero BpeMeHU TaKye MeTOHbI MUCCIeRO-
BaHN, KaK CKaHMPOBaHVe MO3ra, BU3yalaM3alus IOf
MUKpPOCKOIIOM M XUPYPrudecKoe BCKpBITHE, HaBaju
pe3y/braThl, KOTOpbIE [IOKAa3aaM TOMBKO Oblnee mpep-
CTaBJIeHNe O TKaHAX, MX (PU3NYECKMX CBOWCTBAX
U IIPOCTOE OTOOpaXKeHIe COOTBETCTBUIT MeXAY (PyHK-
[VIOHMPOBaHMEM JIOKAJIbHBIX 00/IacTell MO3ra 1 3aKo-
HOMEPHOCTSMM 4eT0BEYeCKOro MOBEfieHNA, HO OHU He
IIPeOCTaBIIM YeTKYI0 MOJe/Ib OpPraHM3alVM MO3Ta,
MeXaHVU3MOB 00paboTKu nHpopManuy, pacum@ppoBku
U CO3[aHUA JaHHBIX Ha BbIxofe. OTBeTHl Ha MHOTHE
Ba)KHbIE BOIIPOCHI BCE €II¢ OCTAIOTCHA HEYIOBUMBIMIUL:
4TO Takoe co3HaHue?! Kakme MareMaTmyeckme ajiro-
PUTMBI MO3T VCIIOTIb3YeT [t BhrumcineHuit? Kak nayqa-
eTcst u obpabarbiBaeTcs s13bIK? Kak Mo3r o6pabaTpiBaeT
MY3BIKY, HallpyMep, B 4eM pasHMILa MeXAY BOCIpUA-
THeM Ma)KOPHOTO ¥ MMHOpPHOro akkopmos? Kakoe
«IIporpaMMHOe obecriedeHne» JCIONb3yeT MO3T /LI
CBOVIX OTIepanuii?

B moem nuuHOM ombiTe Vmeacte3sum abGCTpakTHbIE
MBIC/IU TIEPEHOCATCS B IIEPBYIO OYepelb Ha BU3YaIbHbIe
U TaKTIWIbHbIE CEHCOPHBIE KaHAJIbI, a BO BTOPYIO — Ha
9yBCTBO 00OHAHMA 1 BKyca. C caMOro po>keHus Moe
MBIIICHNe BOCIIPMHUMAETCA MHOII KaK HEIOCpel-
CTBeHHas (QuanyecKas 4acTb MeHs CaMoil, BUAMMAsA
TO/IBKO MBIC/ICHHBIM B30pOM, HO OlfyliaeMas depes
IIOCPENCTBO 60NN, AaB/IEHNsI U CKOPOCTU — TOYHO TaK
e, KaK s ollymana 6bl mobyio ¢usMdecKy IpucyT-
CTBYIOLIYIO YaCTh MOETO TeJla. MBIIIeHe IPONCXOINT
B TOM, YTO s HasblBal0 «(paHTOMHOI PeanbHOCTHION,
Harono6ue TepMyHa «(paHTOMHBIe KOHEYHOCT», OIIN-
CBIBAIOIIMETO CUTYaIUIo, KOIZa JIIOfY, IIOTEepsABIINE
KOHEYHOCTH, BCe elllé MOIyT UCIIBITHIBATh B HUX OO/b

|deasthesia: a window into
% the workings of the brain

Vera Dragilyova, MBA, MS, MFA,
Lecturer, UC Berkeley, CA, USA,
veradragilyova@gmail.com

nderstanding how the brain

functions and performs its most
basic operations is one of the greatest
questions of modernity, an answer
to which will revolutionize science as a whole, and
ultimately — everyone's life. It has become common
knowledge that the brain uses an inordinately smaller
amount of energy to perform work that would require
a computer the size of a city to do. It appears that the brain
functions using methods that are fundamentally different
from everything we know, including those employed by
the Artificial Intelligence and Machine Learning.

So far, the tools such as brain scans, microscope
imaging, and crude dissection have yielded results that
provide only a general understanding of the tissues,
their physical properties and simple mapping of
correspondences between brain regions and patterns
in human behavior, but fail to provide a clear model
of the brain’s organization, its methods for processing,
interpreting, and creating information for output.
Answers to many essential questions still remain elusive:
What is consciousness? What kind of mathematics
does the brain use for its calculations? How is language
learned and processed? How does the brain process
music, such as what is the difference in experiencing
major and a minor chord? What “software” does the
brain use for its operations?

In my personal experience of Ideasthesia, the abstract
thoughts are mapped primarily onto the visual and
tactile sensory channels, and secondarily—onto the
sense of olfaction and taste. Since birth, my thinking
has been experienced as a physical part of me, seen only
by my mind's eye, but felt through pain, pressure, and
velocity —just like I would experience any physically
present part of my body. The thinking takes place in
what I call a “phantom reality”, after the term “phantom
limbs”, where people who have lost their limbs still can
experience pain in them, even in their absence. Not
only do my abstract thoughts have a visual and tactile
component, but they are also free to perform any number
of what seems to be physical and chemical reactions of
interchangeably huge and minuscule proportions.

In this way, I am able to see and feel brain's operations
as an immediate part of my body, albeit invisible to
the physical eye, and also to witness how it performs
mathematical calculations, language acquisition, tackles
a puzzles, metaphors, the sense of time, understands
social processes, and human behavior —all in mostly
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HECMOTPA Ha UX OTCYTcTBUe. Ecnu upeacTe3ns MoxxeT
BHECTM BKJIJ, B Hallle IIOHMMaHue paboTbl MO3ra, eé
CrIefyeT BBIHECTH Ha 00CY>KeHe, JOCKOHA/IBHO MCCre-
IOBaTh, @ Pe3y/bTaThl, KOTOPbIE IPMHECET TAKOe UCCTIe-
TOBaHMe, — MOABEPrHYTh TUIATEIbHOMY aHa/lIN3Y.
Takum o6pasoM, s MOI'y BUAETb M YyBCTBOBATb
paboTy Mo3ra Kak HEIOCPEACTBEHHYI0 4acTb CBO-
€ro Teja, XOTS M HeBUAMMYIO GU3UYECKUM 3peHUeM,
a TakKXXe BUJIETb, KaK OH BBIMOTHAET MaTeMaTUdecKue
BBIYMCTIEHNS, OBJIafleBaeT A3BIKOM, pellaeT TONO0BO-
JIOMKM, IOHMMaeT MeTaopbl, BOCIPUHUMAET BpeMs,
MHTEPIIPETUPYET COLMANbHbIE B3AUMOJENCTBUA U YeNlo-
BedecKoe IOBEIeHNe — ¥ BCe 3TO B OCHOBHOM BM3Ya/IbHO
u ocs3arenbHO. To, 4TO 5 CMOIVIA OIYTUTD B BUJiE Mjea-
CTe3uy, 1 He MOIJIa BOCIPMHMMATDh B KaKUX-TO MHBIX
¢dopmax. Heckonbko nieT Hasaf s1 BCTpeTH/Ia OfHO OIN-
caHMe, cofiepyKallleecs B MeMyapax caMoro JIHIITeNHa,
KOTOpO€ KaK pa3 CBSI3aHO ¥ C MOMMM IepeXXMBaHUAMMA.
B HeM roBOpMIOCh O HEeBBIPAa3UMBIX (PU3UIECKUX
U XMUMUYECKUX peaKUMAX, TPOUCXOAALINX B €T0 MbIC-
JIEHHOM B30pe, KOTOpPbIe 3aTeM HY>KHO OBLIO ITepeBecTH
B CJIOBA, XOTSI OJIYYaI0Ch 3TO € OOJIBLINM TPYHAOM.
Mos xHura mon HasBaHueMm «VlmeacTe3ums: OKHO
B paboTy MO3ra», KOTOpas CKOpO BBIJIET B CBET, OyaeT
YHMKa/IbHOM B CBOEM PO[fi€, IOCKONIbKY CTaHEeT IIePBbIM
MIOBECTBOBAHMEM OT IIEpBOTO JIUIIA MPO TO, KAK Yeso-
BeK C ujeacTes3Neil BUAUT U YYBCTBYeT, ¥ YTO IPONC-
XOIUT B €r0 MO3Ty BO BpeMs pasmbiuuleHuii. Knura
MNpeANoKUT YUTATEN0 KPAaTKUIl OTYeT O TOM, Kak
s obHapyxmta B cebe mpossneHus Vpeacresunu BMe-
CTe C HECKOTbKUMU IPOABIAIIIMMACA Y MEHSA TUIIAMU
CMHeCTe3M) ¥ MX ONMCaHueM. B kuure taxxe Oymer
OMMCaHO, KaK f BU3Ya/IU3MPYI0 OPraHM3aAILMI0 MO3Ta
M MeTOAbl OOy4YeHMs NMPUMEHUTEIbHO K HECKOTbKUM
o6nacTAM 3HAHWIT, TAKUM KaK MaTeMaTMKa, OB/IajieHue
SI3BIKOM VI TIPENCTABIEHMAMYU O BpeMeHU M ¢usmde-
CKIIX IIPOLleccax, IOC/Ie Yero B KHUre OyAyT PacKphITHI
METOfIbI, KOTOpble MO3T MCIONb3YyeT [Is MHTepIpeTa-
LM CEHCOPHOTO BBOJja U PelIeHNA 3a/jay.
IlorennuanbHple IpeMMylecTBA M3y4eHUA WuTea-
CTe3uM, MO BCeil BUAMMOCTH, MOTYT OKa3aTbCs OTPOM-
HbIMU. Jlake ec/iu OHA U He IPeCTaBsieT coO0I Tpagu-
IYIOHHYIO BU3Ya/lIbHYIO PUKCAIVIO BHYTPEeHHel paboTh
MO3Ta, TO paccKa3bl 0 BHYTPEHHUX ITpolleccax Jpeacre-
31U OT IIEPBOTO JIMIja IIPe/IaraloT Hauboee JOCTOBEP-
Hble JaHHBIE O TOM, KaK (PYHKLMOHMPYeT MO3T, YTO Hefo-
CTYIIHO TIpY HOMOWIM JPYTUX COBPEMEHHBIX METOMIOB
uccnefosanus. Ecnu nneactesnsa Mo)keT BHECTU BKIA[,
B Hallle [IOHMMaHe paboTbl MO3Ta, eé C/leflyeT BHIHeCTU
Ha 00CyXJieHue, JOCKOHATbHO MCCIeN0BaTh, & Pe3yb-
TaTbl, KOTOpble IIPMHECET TaKOe MCCIef0BaHMe, — IOfI-
BEpTHYTb TIaTeTbHOMY aHanusy. Vpeactesus —aTo
BO3MOXXHOCTDb B3ITIAHYTb Ha MO3T COBEPIIEHHO I0-HO-
BOMY, ITOJTYYUTh HOBYIO MapaJUrMy A/ IMOAXOAa K €ro
U3YYeHMUIO, YTO MOTEHIVIAJIBHO MOXKET CIIOCOOCTBOBATD
KPYITHOMY IIPOPBIBY B HayKe B II€7IOM.
KnodeBble cnoBa: ujeactesns, CUHECTe3Us, UCKYC-
CTBEHHBINI MHTEJIEKT, MYy3blKa, HElpPOICUXONOTHA,
MaTeMaTMKa, PaccKas OT IIepBOro IM1a. W
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visual and tactile terms. What I have experienced as part
of my Ideasthesia, I have not been able to find described
anywhere else. One single account that related to my
experiences I discovered some years ago, in the memoirs
of Einstein himself: it talked of wordless physical and
chemical reactions happening in his mind's eyes, which
then had to be translated into words, but with great
effort.

My soon to be published book entitled “Ideasthesia:
a window into the workings of the brain” will be the first
of its kind, in that it will serve as a first personal account
of what an individual with Ideasthesia sees and feels
happening in their brain during thinking. The book will
offer a short account of how I discovered both my Ideast-
hesia and several types of Synesthesia, will describe the
types of synesthesia that I have; then, it will proceed to
explore how I visualize brain's organization and learning
methods, touching on several subjects such as math, lan-
guage acquisition, and the concept of time and physics;
then, it will conclude with describing the methods the
brain uses to interpret sensory input and solve problems.

The potential benefits of studying Ideasthesia are
seemingly overwhelming. If not a a traditional visual
recording of the inner workings of the brain, the first
person Ideasthetic accounts offer the most authentic
data on how brain functions, unavailable through any
other current tool. If Ideasthesia can contribute to a our
understanding of the brain, it should have a chance to be
discussed, thoroughly studied, and the findings it would
yield — examined. This is a chance to see the brain in
a completely new way, offering a new paradigm with
which to approach its study, and which can potentially
contribute to a major breakthrough in science overall. m
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6Cy>KaoTCsT TPO6IeMBI BO3HVKHO-
BEHMA CMHECTEe3MM KaK BbICIIeN IICH-
xudeckoit GpyHkiym. CeHCOpHbIe CHCTEeMBbI
PasBMBAIOTCA M M3MEHAIOTCA B IIpoliecce
pellleHns 3ajad, BOSHUKAIOINX B JKU3HENEATENbHOCTI
JesoBeKa. MHOTHe 3afa4n /Il CBOETO pelleHus Tpeby-
10T YYaCTHsI HECKO/IbKMX CEHCOPHBIX CUCTEM, YTO MOXKET
NIPUBECTY K BO3HMKHOBEHMIO CMHecTesuu. Kynbrypa
siB/IsAeTCs (PaKTOPOM, OTTOPKMBAIOIINM HAC OT APYTUX
BO3MOKHOCTe} BOCTIPUATHA OKPY>KaIOIero M1pa.
SIBneHue cuHecTesuM, KaK BO3SHMKHOBEHNE OIIylIle-
HIUSA OIpENle/IEHHON MOJANIbHOCTU IIPU BO3[ENICTBUK
pasfipaXuTeneil COBCEM IPYroii MOJANbHOCTH, B HesAB-
HoOit pOopMe M3BECTHO KaXAoMy denoBeky. Hampumep,
TeIUIble MY XOJIOfHbIEe TOHA IIBETa, BHICOKME U TOHKME
WIN HU3KYE U TsDKeTIble 3BYKM, MATKUIT ¥ HeXXHBI MIn
ocTpelit BKyc mumu u T.i. Knaccuduxarnmsa perenro-
pos, npepnoxxenHas B.Byngrom B 1898 ropy, cBasana
C UX CIOCOOHOCTBIO PearrpoBaTh Ha TPU BUAA SHEPIUIL:
MeXaHMYeCcKyl0, XMMMYECKYI0 WM CBeToByl. Hesasu-
CMMO OT BMfIa YyBCTBUTENbHOCTH, KaXK/IbIil aHANMMU3ATOP
COCTOUT 13 TPeX YacTeil: HAXONAIMXCA Ha Hepudepun
PeLeNITOPOB, IPOBOJAINMX ITyTell 1 KOPKOBBIX MPOEKIN-
OHHBIX 30H B Mosre. IIpu 3ToM oT/IM4MTENIBHONM YepTOi
PeLenTOPOB, HAXONALIMXCA Ha Tepudepun, sIBIIeTCs UX
crenmduueckass IyBCTBUTENBHOCTb K OIpPeNeNeHHOMY
TUIy BO3JENCTBUII, KOTOpasd He IPOCIEXMBAETCA Ha
YPOBHE HeifpOHOB MO3TOBOJ KOpbL. Tak, OfHM HeltpOHbI
MO3TOBOJI KOpbI PearupyloT Ha pasfpakeHMs TONbKO
oIpefe/ieHHO MOIaIbHOCTH, HAITPUMED, MeXaHI4YecKHe,
XMMIYECKIe UM CBETOBbIE. [IpyTiie HelfPOHBI MO3TOBOM
KOpbI MOTYT pearupoBaTh Ha HECKOIbKO MOJIa/IbHOCTeN!
Cpasy, HampyuMmep, Ha BUOpPALMIO M CBET M SB/IAITCA
MY/IBTMMOJATbHBIMU. B pesynbTaTe B 6onblueit mmn
MEHbIIIEl CTeTleHN BCe PEeLeNTOPbl KOHTPOIMPYIOTCA CO
CTOPOHBI IL[eHTPA/IbHBIX OTAENOB Mo3ra. Takum obpa-
30M, aHA/IM3aTOP MMeET CTIOKHOE CUCTEMHOE CTPOEHME,
MEPAPXUYHYIO CTPYKTYPY MEXaHM3MOB BOCIIPUATHA LA
PpelleHNs CTOXKHBIX MepLENTUBHBIX 3a/lad ¥ Ha3bIBaeTCsA
HepLENTUBHOI CUCTEMOIL, KOTOpas GOpMUPYETCs B IIPO-
1ecce fmeATeNbHOCTU. IIATb OCHOBHBIX NepLENTUBHBIX
CHCTeM — 3pUTENIbHAs, CYXOBasi, KOXXHO-MBbILIeYHas,
06OHATENIBHO-BKYCOBas 1 BecTHOY/LIpHAas — pasBUBa-
I0TCA ¥ U3MEHSAIOTCA B ITPOLiecce pelllaeMblX 3a/5a4 B K13~
HeJleATeNIbHOCTH Ye/loBeKa.
Krnaccuduxaiyms ceHCOpHBIX MPOLIECCOB B 3aBUCHU-
MOCTH OT UX IOJIOKEHMS B OPTaHM3Me M OT BBIINOJ-
HsieMoit MMH QYHKIMM ObUIa IpefjIoKeHa B 1906 rogy

Synesthesia as a higher-

- order cognitive function

Svetlana I. Malakhova, Moscow State
University, smalakchova@mail.ru

he problems of the occurrence of

synesthesia as the highest mental
function are discussed. Sensory systems
develop and change in the process of
solving problems arising in human life.
Many tasks require the participation of several sensory
systems for their solution, which can lead to the
occurrence of synesthesia. Culture is a factor that blocks
us from other perceptions of the world around us. m
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aHrmuiickum  ¢usnonorom Y. llleppuHrroHoM, Bbife-
JMBIIMM TPU K/Iacca YYBCTBUTEIbHOCTH: MHTEPOLEN-
o (4yBCTBUTENBHOCTb K OOMEHHBIM IIpoIieccaM,
HIPONCXOMAINMM BO BHYTPEHHeEN cCpelle OpraHu3Ma),
HPOIPYOLENINIO (YYBCTBUTEMBHOCTb K IIONIOXKEHUIO
U OBVDKEHMIO BCETO Tella MM €r0 YacTeil B MPOCTPaH-
CTBE) M 9KCTEPOLENINI0. JKCTePOUENIVs, KaK YyB-
CTBUTENIBHOCTb K BO3JENCTBMAM BHEUIHMUX pasfipaki-
Tesell, BKIOYalolas B cebs Bce MATb MOJATBbHOCTEI,
BBINOMHAET IJIABHYIO PONIb B OPMEHTUPYIOLIEN U pery-
nupylomelt GyHKIUM mpouecca BocmpuAtuA. KoH-
TaKTHbIE U JUCTaHTHbIE SKCTEPOLIENITOPHI KaYeCTBEHHO
pasmMYaTCA Kak IO BpeMeHM HOSBIEeHMA B uore-
Hese, TaK ¥ II0 XapaKTepy BO3MENICTBUA OOBeKTa Ha
petenTop. KOHTaKTHbIE SKCTEPOLENTOPHI MOABUINCH
B (¢uIoreHese paHblle AUCTAaHTHBIX. OHM OTpaXKaioT
OT/Ie/IbHBIE Ka4eCTBa OO'bEKTOB, HEITOCPENCTBEHHO BO3-
JeJICTBYIOIIMX Ha IOBEPXHOCTh penenrtopa. Hampu-
Mep, IOYyBCTBOBATh BKYC IMUILY MOXXHO TOJIBKO IIpy €€
HonajlaHuy Ha A3bIK. IloAB/IeHNe HOBOI YyBCTBUTEND-
HOCTH B (U/IOTeHe3e B BUJe NUCTAHTHBIX SKCTEPOIie-
TOPOB, I B IIEPBYI0 OYePENb 3PEHNA U CIyXa, TO3BOMINTIO
BBITIOTTHATD (PYHKIIMY OPYEHTALUY OPTaHN3Ma B OKPY-
>KarolleM IPOCTPAHCTBE Y COBEPIIATD LIe/IOCTHBIE Lierie-
HaIpaB/IeHHbIE TIepefiBIKeHNs oprannsMa. Hampumep,
BOCIIpUATHE 3ByKa KOJIOKO/A M/ OTHA KOCTPa, KOTO-
pble HaxopATCA Ha 6ompiioM paccrosHun. HecMorpsa
Ha TO, YTO 3BYKOBBI€ W/IM CBETOBBIE BOIHBI OT yajeH-
HBIX 00BEKTOB BO3/IEIICTBYIOT Ha PELleNTOPbI, BaXKHBIM
ABNAETCA OTCYTCTBME CBASY MEXAY IPUPONON KOH-
TaKTHOTO ¥ AMCTAHTHOTO Pasfpa>kKMUTeN.

JanbHelimee pasBuUTHE IPENCTaBIEHUI B IICUXO-
¢dusmronornu BOCIHPUATUA [BIDKETCA B HAIlpaBIeHUM
MBICITY OT OTHO3HAYHO CBSA3Y PELENTOpa 1 ero QyHK-
LM, MOMOKEeHHO! B ocHOBY kinaccudukanum P. Ilep-
PVMHITOHA, K PEIIEHMIO IIe/I0M MepapXui NepIeNTUBHBIX
3a7ja4 B paMKaX OJHOJ MOJATbHOCTU. JBOMIOLOHHASL
KmaccnyKanys, TogdepKUBaollias YpPOBHEBOe CTPOe-
HJE CEHCOPHBIX IIPOLIECCOB, NpeanoxeHa B 1920 rogy
aHIMMIiCKUM HeBponorom X.XsmoM, KOTOPBI ONN-
caql #Ba BUJA YYBCTBUTENbHOCTH. JTO 6oNee paHHAA
C TOYKM 3pEHMA NOSABIEHNA B 3BOMIOLMIY IPOTONATH-
YyecKas YyBCTBUTENIBLHOCTD B Bujie adpeKTUBHOI OKpa-
HIEHHOCTM OTHOCUTEIBHO [PEBHMX ¥ IPUMUTUBHBIX
OLTYIEHMIT, KOTOpasd He MNaeT TOYHON JIOKa/Iu3aluy
HU B NIPOCTPAHCTBE T€/a, HM BO BHEIIHEM IPOCTPaH-
CTBe U ABJIAETCA CKOpee OTPaKeHMEeM CYODBEKTUBHOTO
COCTOSIHMA TIpoIlecca ocssaHuA. VI cymecTsyromas
BMeECTe C Hell B pPaMKaX OfHOJ MOJA/NbHOCTH 3MMKPH-
TUYecKas YyBCTBUTEIBbHOCTD, KOTOpas ABIAeTCA 6omee
MOJIOfOM B 3BO/IOLIMIOHHOM I/IAHE, M ITO3BOJISAET TOYHO
JIOKaNMM30BaTb O0O6BEKT B NPOCTPAHCTBE, MOCTABIAA
00DbeKTUBHbIE IOKa3aTenyu (B CIydae OCA3aHUA TOU-
HO€ YCTaHOBJIEHJE€ MECTa NIPUMKOCHOBEHM; B CTyXOBO
MOJANbHOCTY OIpefe/ieH)e HaNpaBleHUs BO3HIUK-
HOBEHMA 3BYKa). B pasHbBIX Bupjax 4yBCTBUTEITBHOCTH
COOTHOLIEHN)E MPOTONATUYECKUX ¥ SHUKPUTHIECKUX
KOMIIOHEHTOB TIpENCTaB/lIe€HO HeommHakoBo. VM ecmn
UHTEPOLENUMA ABAAETCA IMOMHOCTBIO IPOTONaTHYe-
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CKOIf, TO MPOIPUOLENIINS ¥ B 0COOEHHOCTHU IKCTEPO-
LTINS, CBS3aHHAs C UCTAHTHBIMU MOJIQIbHOCTSIMIUA,
IIPYHAIEXNUT K SIVKPUTUYECKON YyBCTBUTEIBLHOCTH,
Kak II0Ka3aHo Ha puc.l.

Tax Kax MHOTMe 3afauy TpeOyIOT COBMECTHOTO y4a-
CTUA HECKOIBKUX MEPILENTYBHBIX CHICTEM, TO BO3SMOXKHO
BO3HUMKHOBeHMe CUHecTe3uyu. Hanmpumep, pasmmdyHbe
MaHUIYIALVUM C 06beKTaMy TPeOYIOT He TONbKO 0csi3a-
HUA, HO ¥ 3PEeHNA, KOTOpOe KOPPEKTHPYeT CEHCOpPHbIe
nBwkenns. [Ipy mepemerneHuy HabIIOfaTeNsl MOCTO-
STHHO M3MEHSEeTCs pasfipakeHle ero 3pUTe/IbHOTO aHa-
NM3aTOpa, OFTHAKO 3TV MI3MEHEHMS B CBOEM OKPY>KeHUM
He BOCIIPMHMMAIOTCS UM KaK JIBIDKEHVS IPeIMETOB,
KOTOpble OH BUIMT M OT KOTOPBIX MAET CTUMY/IALUA
Ha ceTyaTKy Imasa. 91y QyHkumio sperns k. Inbcon
Ha3BaJI 3pUTE/IbHON KMHeCTe3Mell, KOTopast CTYXXUT I
KOHTPOJISI OCYIIeCTBIIAEMBIX IBVDKeHM. [loguepkuBas
AKTMBHOCTB ITPOLIecca BOCIIPUATHA, TaK KaK M3HAYaIbLHO
OTCYTCTBYET U3MOP(U3M MeXXy 00beKTaMI BHEIIHETO
Mypa 1 BocpuaTys, [nbcoH yTBepxpaert, yTo uHbOp-
Mauus JO/DKHA OBITH BbIJiE/ICHA B IIOTOKE CTUMY/LALIN
U TPV 3TOM PEUIAONIYI0 PO/Ib UIPAIOT AKTVMBHbIE JBU-
XKEHVsI BCETO OpraHmaMa ¥y opraHos 4uyBcTB (Iu6coH,
1988). JK.IInaxke Takxe paccMaTpuBaeT pasBUTUE
BOCIIpUATHA KaK IIPOLIECC YCTAHOBJIEHUA OTHOIIe-
HUI MEXJY OT[eTbHBIMI AETaNAMU CEHCOPHOTO IIOJIA
B pe3yJbTaTe OPraHM30BAHHON [EATENTbHOCTU. ITO
IIPOCTPAHCTBEHHOe IoNle GOpPMUPYeTCs B pes3y/brare
KOOPAMHALIMY ABVDKEHWIT peOeHKa, IOITOMY B OCHOBE
BOCHPUATHUA JIeKAaT MHTEPUOPU3OBAHHBIE CEHCO-MO-
TOpHbIE CXEMBI JIOKOMOLIVMM ¥ MaHUIIY/ALUN C OKpPY-
xarormymu npegmeramu (ITuaxe, 1969). B npakrude-
CKOJI HesATeNbHOCTY pebeHKa OONMBIIYI0 POb UIPAIOT
Cola/IbHble KOHTAKTBI, CaMa JIesITeIbHOCTb OPTaHM3Y-
€TCs1 B3POCTIBIM, KOTOPBI C IIOMOIIBI0 PEYeBOro 001Ie-
HJIS1 HaIlpaBjIsieT BHUMaHMe pebeHKa Ha CylleCTBEeHHbIe
nmpusHaky cutyanyn. A.B.3amoposker] HaspIBaeT TAKUM
06pa3oM 006111eCTBEHHO BbIpabOTaHHBIE CUCTEMBI CEH-
COPHBIX Ka4yecTB y pebeHKa OOIIeCTBEHHBIMM 3Tajo-
Hamu. CaMbIMU PaCIpOCTPaHEHHBIMM OOII[eCTBEHHBIMM
3Ta/IOHAMI SABJISIIOTCS 3BYKOBBICOTHAS INKaTa MY3bI-
Ka/lbHBIX 3BYKOB, CUCTeMa TeOMeTpudeckux uryp,
P HaTypasbHbIX 4nces1, GOHEMBI PORHOro sA3blIKa. Tak
KaK CTaHOBJIEHVE M Pa3BUTHE CIIOCOOHOCTEN CBSI3aHO
C IPOXOX/ieHMeM pebeHKa Yepe3 pa3TuuHble CEH3UTUB-
HBIE IIePMOJbI C BO3MOXKHBIM HAay4YeHVEM B 3TH ITePUOJbI
II0 TUIY «3alleYaT/IeHNA», TO Ha IPOTSDKEHMY JETCTBA
IOff00HbIe CUCTEMBI YCBaMBAIOTCA, U peOeHOK Hayda-
eTCA VIMM II0/Ib30BaTbCs KaK CHCTeMaMM YyBCTBEHHBIX
MEpPOK WM STAJIOHOB, YTOOBI aHAIM3MPOBATH OKPY-
JKAIOII MUP M CUCTEMaTU3MPOBATh CBOI CEHCOPHBIN
ombiT (3amopoxer, 1963). ¥ 0cob60 ofapeHHBIX feTeit
BO3MOXXHa CUHXPOHM3AIMA CEH3UTUBHBIX IIEPUOIOB,
KOTOpbIE C/IEAYIOT IPYT 3a APYrOM, M B 3TOM C/Iydae
MHOTOKPATHO YBE/IMYMBAIOTCS BO3MOXXHOCTH Pa3BUTUA
UX CIIOCOOHOCTelt. MoXeT OBITh, UMEHHO IIO3TOMY T'pa-
(heMHO-11BeTOBas U MY3BIKa/IbHO-1IBETOBAsI CUHECTEe3VN
SB/IAIOTCA CaMbIMM PacIpOCTpaHeHHbIMU popmMamMu
cunecresnu (Cupopos-Jopco, eit; 2019). Iloromy 4to
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oLLyLLeHn (BennukoBckui, 3unyeHKo, Jlypua, 1972).

Fig. 1. Schematic reresentation of ratios between
protopathic and epicritic sensitivities inside various
types of the exterioreceptive senses

3peHue 1 CIyX ABJIAITCA Hanbojee BaKHBIMM BUIAMMU
IVCTAaHTHOW peleNiuy, KOTOpble B OOJbILell CTeleHn
MOJBEP)KEHbl BIVSAHMIO KylIbTypbl. Kak spurenbHas
CHCTeMa BOCIIPUATHSA OKPY KAIOLIErO MUPa CTAHOBUTCA
BaKHelIell (HOpMOI HepeXXVMBaHNA IeNICTBUTEIBHO-
CTU, TaK M CITyXOBasA CUCTeMa B CTPYKType NepLenTiB-
HBIX IIPOLIECCOB YeTOBEKA BBIIOIHSIET 0COOYI0 (YHK-
L0 COLIMA/IBHOI KOMMYHMKALINY, PEYeBOro OOIeHys
MeX[y MIofbMI. B cocTaB peueBoro ¢poHeMaT4eCKOro
3BYKa BXOIUT LIE/IbIVI PAJ, NEPUENTUBHBIX OIEepaliNii,
TaKUX KaK BBIfleNieHre (OHEMATUIECKUX IMPU3HAKOB
VM KaTeropmsanys pPedYeBOro 3ByKa. VI My3bIKa/bHBIN
CITyX, ¥ BOCIPUATHUE PeYM COfiEP>KaT He TONbKO CEH-
COpHBIE, HO ¥l MOTOPHbIE KOMIIOHEHTBI, KOTOPBIE y4aCT-
BYIOT B KOODAVHALMM apTUKYIALMOHHBIX JIBVIKEHWIA.
B My3bIKa/IbHOM CITyXe MOTOPHbIE KOMIIOHEHTHI COJiep-
»KaTcA B BUJie ITPONIEBAHNsA, a B P€YEBOM CIyXe B BUTE
[IPOrOBAapUBAHNS, KOTOPOE [OMOTAeT BBIAE/ATh HE0O-
XOIMMble IPU3HAKM U YTOYHAET (POHEMaTUIecKoe BOC-
npusATHe.

Cunecresun cBsisaHbl ¢ 6o/iee paHHUMU T€HETH-
YeCKMMM CHCTEMAMM BOCHPUATHUA, MO3TOMY Cpeau
JeTell CUHEeCTETOB HECOIOCTaBMMO 0OOJIbIle, YeM Cpein
B3pocC/bIX. Kak mpoliecc pasBuTMA OpraHM3Ma B OHTO-
reHes3e IMPOMCXOAUT OT BHEIIHE JIMIIEHHOTO CTPYKTYpPhI
sl 10 CIOKHOM MOpGOIOrny B3pOCIOro OpraHu3Ma,
TaK ¥ perymwinust Mopgoreresa u g epeHIpoBKI
IyTeM B3aMMOJENCTBUA MEXJy KIeTKaMM TOJIOBHOTO
MO3Ta M3MEHAETCA Ha IPOTKEHUM OHTOTEeHe3a, Ipu
3TOM OOJIBIITYI0 PO/Ib UTPAET IPeobpasoBaHe He CAMUX
CTPYKTYpP MO3Ta, a X (YHKLMOHA/IbHBIX CBA3elL. B rccre-
[OBAHISIX VHTE/IEKTa OOHAPY>KMBAETCS Ta e 3aKOHO-
MEPHOCTD PasBUTHS — OT OOIIell TOMOTEHHOI CHCTEMBI
MHTE/UIEKTa K OOJIbIIell TeTePOreHHOCTH ¥ aBTOHOMHO-
CTM OTJEeNbHbIX NofcucTeM. bonmee BBICOKMII YpOBEHb
MHTE/UIEKTA IIPSIMO CBSI3aH C OOJIbIIell He3aBUCUMOCTBIO

€r0 OTZE/NbHBIX CTOPOH, KOIZja TOT WJIM MHOV IIapaMeTp
MHTeIeKTa (QYHKIMOHMPYET Ha XOPOLIEM YpPOBHe,
HE3aBUCHMO OT COCTOSHUA APYTUX CBOJICTB MHTE/TIEKTa
(Ananbes, 1971). ITosTomy BbIcuIeli ¢pOpMOIL IIpeaMeT-
HOTO BOCHPMATHA ABJIAETCA OCMBIC/IEHHOE BOCIIPUATHE,
KOI7Ia OOGHOBPEMEHHO C BOCIpUATMEM IIpeAMeTa Ipo-
VICXOIUT OCO3HaHMe ero (QYHKLUIL, B pe3y/bTaTe 4ero
BOCIIPUSITHE CTAHOBUTCS OOOOIIEHHBIM VI KaTErOpM30-
BaHHbIM. HepaspblBHO CBsA3aHHOE C MbILIUIEHUEM BOC-
OpUSTHE HAIPAB/ISIETCS HA aKTMBHBLIT IIOMCK Hambormee
OCMBIC/IEHHOV VHTEpPIpeTauy JaHHBIX M3 OKPY»Karo-
el qefiCTBUTETBHOCTI. B 9TOM II/TaHe JOCTaTOYHO y6e-
IUTENbHBIMU SABJLAIOTCA IAHHbIE, KOTOpblE CBUJETENb-
CTBYIOT 00 WM3MEHEHNM! BOCHPMATIS, IIPOUCXOSIIIEM
TIOfT, B/IVSTHUEM TIOCTABJIEHHBIX 3a7]a4.
KoyXHO-MbllIeuHass CUCTeMa MOXXET BBIIIOHATH He
TO/IbKO IPONPUOLENTYBHbIE, HO U 3KCTEPOLIEITUB-
Hble (PYHKIMY, TaK KaK aKTMBHOE OCfA3aHNe I03BO-
JIsIeT CO37aBaTh LEMOCTHBIN 00pa3 mpepmera. B pspe
Cry4aeB cienble mopu, Hanpumep Jluna Ilo, memamm
OYEeHb XOPOIINE CKY/IBITYPHbIE KON, OPUEHTUPYACH
TOJIBKO Ha 0Csi3aTeNbHOe BOoCIpusiTiie GOPMBI IIpefMe-
TOB. BaxxupiM pakTopom mporjecca opranmsarnyn dpar-
MeHTapHOI MHQPOpPMaLMU O IpefMeTe B ero LeocCT-
HBIII 00pa3 sIB/SIIOTCS aKTUBHbIE JBIDKEHUS YETOBEKA,
KOTOpble IIOMOTAIOT IIOC/IELOBATENbHO 00C/IefOBaTh
OpU3HAKM TPEIMETa M CUHTE3MPOBaTb UMX B 00Opas.
LenocTHOe BOCHpUATHE NPEAMETa BO3MOXKHO TOJIBKO
PV aKTMBHOM OLIYIIbIBAHWMM IIPEJMETa, KOTZa JBIKe-
HUSI PYKUM CTAHOBSITCS NMOROOHBIMM (popMe IpenMeTa.
IIpy m3yyeHMM MeXaHM3MOB OIIYTBIBAIOIUX IBIKe-
HMIT OBIIO TTOKA3aHO, YTO OHU MIMEIOT CBOIO CTPYKTYPY.
JI.M.Bekxkep u b.®.JIoMmoB, npopo/mKas UcCIefoBaHuA
B.I. Ananbesa, O6Hapy>KI/UII/I, YTO OLIYIbIBAIOLINE [BU-
JKEHMA NPEACTAB/IAIT OUCKPETHBIN DAL OBVDKEHUN
U T1ay3, TPV PETUCTPALMM KOTOPBIX IIOTYy4YaeTCA XapakK-

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CI/IJJ,ODOB-E,ODCO 1 1 1



TepHas IPephIBUCTAs IMHM, CXOXKas C 3aIIMChI0 CAKKa-
AMYeCKUX JIBVOKEHM I71a3. BhIJIo BbIfleNIeHO HEeCKOIbKO
PasHBIX CTafuil TpU 06C/IefOBaHNY TIpeiMeTa. BHavare
o6ceoBaHMsA Mpeo6IafjaloT OYeHb MeNKIe ABVDKEHN,
aMIUIUTyfia KOTOPBIX COCTaBNIAeT He Gomee 2-3 MM.
XapakTepHOIl OCOOEHHOCTBIO STUX HBIDKEHUIT SBIIA-
€TCs1 UIX IIpephIBaHle B TOYKAX, I7ie M3MeHAeTCA HaIllpaB-
JIeHNe KOHTYpa WIN Ha pebpax MCCIefyeMoll pUrypsl.
BaxHy1o ponb B 3TOM IIpoliecce BBIIOTHAIT OOMBIION
U YKa3aTeIbHBIN Manblibl pyky. ViHdopManus, koTopas
HOTy4eHa BO BpeMs 9TUX MeJIKUX JABVKEeHMIT ¥ OCTaHO-
BOK, ABJIIETCA OCHOBOJ OPMEHTMPOBOYHONM MU TIpef-
BapuUTeNbHOI (asbl omfynbiBanyA. Ha crnemyromert cra-
UM XapaKTep ABVDKEHUSA PYK CTAHOBUTCA Ooree 06ImuM
M PasMaIIVCTBIM, PyKa IIPOXOJUT IO BCEMY IIPEIMETY,
a ee IBIDKeHNA yrofo6nsatorcsa popme npeamera. [Tocme
TaKMX OO3OPHBIX [BIDKEHUII PYKM IIOABIAETCHA TaK-
TU/IbHBIN 06pas mpeaMera.

B nureparype ommcaHbBI CIy4au BOCHPUATHUA ITy-
XUMU JIIOABMY C TIOMOIIbIO BUOPAIIMY CTOKHBIX MY3BI-
Ka/IbHBIX IpousBefenuit. [Tpu HesHaunTeIbHOM BK/Iajie
B IIPOIECChl BOCIPUATHA BUOPAIMOHHON YyBCTBU-
TEIbHOCTH 10 CPAaBHEHUIO CO CTYXOM MM OCA3AHUEM,
y HOTepABLIMX CAYX JIIOflell OHA BBICTYIIAeT Ha IepBbIi
IaH. BubpanoHHy0 YyBCTBUTETBHOCTD JjaXke Hasbl-
BAlOT CIyXOM IIyXux. YToObl BOSHMK/IO OIIyIeHUe
BUOpaLuy, pasupaxkeHne JO/DKHO HepefaBaThcsl KOCT-
HBIMM TKaHAMY UM PACIPOCTPAHATbCA MaKCHMA/IbHO Ha
BCe Te/I0. DTUM IIPMeMOM II0Ib3YIOTCA OIEePHBIE MEBIIbI
Y apTUCTHI I YCUTIEHUSA 3BYKOBOTO BO3/IEIICTBIA.

B skcnepumenTtax A.H.JleoHTbeBa ¢ IOMOIIbIO
CO3laHMA Y MCHBITYEMOTO YCTAaHOBKM Ha aKTMBHOE
obHapy>keHMe OIpefleIeHHOTO pas3fpakuTens Oblma
HpPOIEeMOHCTPUPOBaHa BO3MOXXHOCTb (DOPMUPOBAHMA
CHHECTEe3UM — YYBCTBUTENBLHOCTY K ILIBETY IOCpef-
CTBOM KOXM /afjoHN. VICIBITyeMbllI cupmen mepep
YepHbIM 3KPaHOM C OTBEPCTMEM, B KOTOpoe Obla
IPOCYHyTa ero pyka. Ha mazmoHp McIbBITyeMOro Ipoe-
IMPOBAJICA KPAaCHbIN MM 3e/IeHbI yd cBeTa. Jlamma
Obl/1a M30MMPOBaHA OT JIALOHNU UCIIBITYEMOTO BOJITHBIM
GUIBTPOM, TIOITOMY pasfpakUTeNN, KOTOPbIMU BO3-
Ile}iCTBOBA/M Ha IOBEPXHOCTb KOXM JIaJlOHM, UMENN
OIMHAKOBBbIE TEIJIOBbIE XapAKTePUCTUKY ¥ OTINYAIIICh
TOJIBKO J/IMHO} BOJIHBL.

B mepBoit cepum 3KCIEpMMEHTA UCIBITYEMOTO HMU
0 4YeM He IpeAyIpeXfaluM M OH OCTABajCA MacCUB-
HBIM. 3ajadeil 9KCIIePMMEHTa SABJIAIOCHh BBIpabaThIBa-
HIe YCTIOBHOTO 3aIIUTHOTO pedriekca Ha pasfipakeHue
TaZloHM KpacHbIM cBeToM. Yepes 30 cekyHT mocie pas-
Ipa>keHusA KPacCHBIM IIBETOM MCIIBITYEMBIN IOTy4as
yZap TOKOM UM OT[epIMBaj JIafloHb. 3e/IeHbIN IIBET He
CONIPOBOXKAAICA MOAKPEIUIAIIMM yaapoM Toka. Oba
pasgpaXuTensA IOfABANCh B CHAydYailHOM IOpAAKe
U depe3 pasHble BpeMeHHble MHTepBasbl. B pesyinb-
TaTe faxe rocne 800-900 coueTaHmil UCIIBITYEMBIN He
Hay4MJICs BOBPeMs OT/IepriBaTh PyKY.

Bo BTOpOIt cepuy 3KCIepMMEHTa UCIBITYeMOMY
CoO0IIaNy, YTO €ro JNafJoHb OyIeT OCBeljaTbCs Anbo
KPacHBIM, /MO0 3e7IeHbIM CBeTOM. VI ecyt OH He oTAep-
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HET PYKY IOC/Ie OCBellleHNA NaJIoHM KPaCHBIM IIBETOM,
TO IONYYUT yAap ToKoM. TakuMm o6pa3oM y UCIBITYe-
MOTO CO3[jaBajach aKTVBHasd YCTAaHOBKa Ha OOHapy-
JKeHMe KOHKPETHOTO pasfpaxurend. Bce ocrambHble
YCTIOBYSI 9KCIIEpYIMEHTA COXPaHANUCh 0e3 M3MeHeHMUIL.
PesynbraThl BTOpOro 3KCIepuMMeEHTa IPEB3OIUIN BCe
oxupanua. Bcero depes 40-50 couyeTaHmil ymamoch
BBIpabOTaTh YC/IOBHBIN pedieKc Ha OCBelleHye KOXU
TTaJIOHU KPACHBIM I[BETOM U OT/iepTUBaHNe PYKU, YTOODI
He MOMY4YUTh yAAp TOKOM, a NP OCBEIleHUY 3€TIeHbIM
I|BETOM JCIIBITYeMbIIi OCTaB/IAI PyKy Ha MecTe (Bemy-
KOBCKMIi, 3uH4eHKo, Jlypus, 1972).

W3ydenue BoCIpMATHMA TPU ONTUYECKUX TpaHC-
dbopManuAX ceTYaTOUYHOro M300paKeHusA (MHBEPTU-
pPOBaHHOE 3peHMe) IPUBETIO K IOCTaHOBKE BOIPOCA
00 aJalTUBHBIX BO3MOXKHOCTAX 3PUTEIbHON CUCTEMBIL.
Hackonbko c/okHbIe IPOCTPaHCTBEHHBbIE TpaHCOp-
MallMy CEeTYATOYHBIX M300paKeHUI MOTyT ObITH IIpe-
OIOJIeHBI B Ipoliecce aganraunu. Moxer mu uHOp-
Mauus, HeoOXopfuMas [ NMOCTPOEHUA aleKBaTHOTO
IIpefMeTHOT0 00pa3a M3BIeKaTbCAd M3 OYEHb CUJIBHO
TpaHCHOPMUPOBAHHOTO CETYATOYHOrO M300Opaxe-
Hus. B utore sBnseTcs nmu ceT4aToyHOE U300paskeHMe
HeOOXORMMBIM 11 IIOCTPOEHMS afieKBaTHOTO 3PUTE/Ib-
HOro 06pasa, T.e BO3MOXKHO /M 3peHye 6e3 ceTyaTKu?
Taxoit npuMep GoOpMUPOBaHMA IEPLENTHBHBIX CUCTEM
1oj, BNMAHMEM 3afia4, BOSHMKAIOUNUX B [eATeTbHOCTU
4e7loBeKa, a MMEHHO M3y4eHue BOCHPUATUA C IOMO-
IIbI0 METO/Ia 3PUTEIbHO-TAKTU/IBHON 3aMeHbI, OIMCaH
A.Jl.JlorBuHeHko. llenp MeTOma COCTOMT B CO3TaHUU
«KOXXHOTO 3peHus». Ha crnmHe mnm >XMBOTe MCIIBITYe-
MOTO KPEINTCs MaTpULia BUOPOTAKTUIBHBIX JATYMKOB.
CTpyKTypHOIl efMHMIIeNl MaTpUIbl ABIAETCA AATYMK,
KOTOPBIN C OIpPEMle/IEeHHON YacTOTOM HAaHOCUT JIETKUA
MexaHn4eckuit ygap. Cuma ymapa u yactora nogoupa-
I0TCSL TAaKUM 00pa3oM, ITOOBI IPY [TUTENbHOI BUOPO-
CTUMYIIALMY TaKTU/IbHbIE OLyINeHNs 6bUIn KoMpopT-
HBIMI, M B TOXKe BpeMs K HMM He OBbLIO afjalTaliyi.
C moMoIbi0 BUOPOTAKTUIBHON MaTPULBI CO3LAOTCA
IATTEPHBI, MIM IPOCTPAHCTBEHHbIEe KOHQUTYpaIyy
TAaKTW/IbHBIX OILIYIIeHWUil, KOTOpble GOPMUPYIOTCA
C OMOIIBIO TeNIeBU3MOHHON KaMepbl. Cula UIu UHTEH-
CMBHOCTb BUOPOTAKTU/IBHOTO VAapa COOTBETCTBYET
APKOCTM B JAHHONM Touyke IpocTpaHcTBa. Ilo aHamo-
TUU C TeJieBUJieHUeM, U300paXkeHIe C Te/IeBU3MOHHOI
KaMepbl fIeT Ha IOBEPXHOCTD KOXKY UCTIBITYeMOTO, a He
Ha 9KpaH 3/MeKTPOHHO-Ty4eBoil TPpyOKu. VICIbITyeMblit
C TaKoil MaTpHullell ONKChIBaeT CBOM IepBble BIleYaTie-
HUA B BUfe oumymeHus 1ekorku. Ho depes kakoe-To
BpeMs IIepeXMBaHME LIEKOTAaHUA CMEHAETCA YeTKUM
Ol yIleHNeM IPOCTPAHCTBEHHBIX Y30pPOB, KOTOpbIE
3afjaloTcA BUOPOTAKTMIBHON Marpuueil. VicmbiTye-
MBIJI Hay4aeTcs OTIMYaTb BEePTUKANbHYIO ITMHUIO OT
TOPU3OHTANIbHOM 1 MOXKET ONO3HAaTh HEKOTOPbIE NpO-
cThle GUrypnl. [aBHOM OCOOEHHOCTDBIO OLIYIIEHMUIT,
HOAB/IAIOIIMXCA TI0CTe HeGOMBbIIOro Iepuofa afarTa-
LMY, SABJIAETCA UX CHOCOOHOCTh OOBEeKTMBMPOBATHCA
U BBIHOCUTBCA BOBHE, T.e. OHM 0OJIbllle He IepeXuBa-
I0TCA KaK TaKTW/IbHbIE OIIYIEHN:, JIOKaNnM30BaHHbIE



Ha IpaHUIle Te/la U OKpY>Kalollero mpoctpaHcrsa (Jlor-
BUHEHKO, 1981).

Bce BbIIeomycaHHbIe IPYMepHI MOKAa3bIBAIOT, YTO
Je/IOBeK CIIOCOOeH B OONBILION CTENEeHU YIpPaBIATb
CBOEIl YYBCTBUTENbHOCTBIO, BBbIJENAA XapaKTepHBIE
IpU3HAKM CUTYallMM M TIpHUjaBas 3HadeHNE OTHEIb-
HBIM cTOpoHaM pasgpaxurens. JI.C. BeiroTckuii
B pabore «Vcropma pasBUTHA BBICIINX IICUXUYE-
CKMX (QYHKIIT» YKasbIBal Ha OCHOBHOE CBOeoOpasnue
IeTCKOTO Pa3BUTUSA, KOIHa POAUBIINMIICA OPTaHU3M
HauyMHaeT BPAacTaTb B LMBUIM3ALMIO, M 9TO BpacTa-
HIe OOYCTIOBIIEHO CO3PEBaHMEM COOTBETCTBYIOIINX
¢byukumit u annaparos (Beirorckuii, 2003). Kynprypa
cospaeT ocobble GopMBI IOBeNeHNs, OHA BUIOM3Me-
HSET JieATeTbHOCTD MCUXMYECKUX QYHKIINIT, HACTpau-
Bas HOBbIE 3T)XX) B PasBUBAIOLIENiCA CUCTeMe ToBele-
HMA 4denoBeka. [103ToMy B Ipollecce UCTOPUYECKOTO
PasBUTUA Y 4eloBeKa TPaHCPOPMUPYIOTCA NPUPOS-
HbIe 3aJJaTKU U QYHKIMM ¥ BHIPaOaTBIBAIOTCS U CO3Ia-
I0TCSI HOBbIe (DOPMBI MOBeJeHNUsA, CHeNMPUIECKU
KyIbTypHBle. Tak KaK Ky/IbTypa ABIAETCA HPOAYKTOM
IINTENbHOTO, COBMECTHOTO, Ype3BBIYAlHO M36umpa-
TENbHOTO, YPe3BbIYAifHO Pa3BUTOTO U IOCIEfHEe, HO
He MeHee Ba)KHOe, — YPe3BbIYaiiHO IPUHYAUTENBHOTO
Ipoliecca, KOTOPbIif B Ka4eCTBe CBOeIl BBICLIEN TOYKM
MMeeT COITIallleHle, OTTOpakKMBalollee Hac OT APYTUX
BO3MOXHOCTel1. V| peanbHOCTb HaBA3bIBAETCA U IIOJ-
Iep>KMBaeTCs HAlllMM pPasyMOM, 4TO WJEU U MBICTIN,
IPONCTEKAOIIe OT HEero, CO3fal0T CHUCTEMbI YIIpaB-
TeHNsA 3HaHNMeM, KOTOpble IpefIMCHIBAIOT, KaK HaM
BUJIeTb MMP U KaK HelicTBoBaTb B HeM. VI aTo Hese-
pOATHOE [laBlIeHMe OKa3bIBaeTCsA Ha BCEX HAC, YTOOBI
06ecrednTdh HAlly BOCIPUUMMYMBOCTD K OIpefieleH-
HBIM upesaM. KynbTypa meTepMMHMpYeT Haummy md-
HOCTHBIe ITepeXXMBAaHNUA 1 00I[eCTBEHHOE COTTalleHNe,

Jlnutepatypa

Amnanbes B.I. Cmpyxkmypa paseumus ncuxo@usuonoeuteckux
Pynruyuil e3pocnozo uenosexa / B c6.: Bospacmmuas
ncuxonoaus é3pocnvix.— /1., 1971. — Boin. 1.

Bemmuxosckuit b.M., 3unuenxo B.I1., /lypus A.H. Ilcuxonozus
socnpusmus. M.: M30-60 Mock. Yn-ma.1972. C.40-58.

Bsrrorckmit JI.C. Icuxonozus passumust uenosexa. M.: V30a-
menvcmeo Ixcmo. 2003.

Tu6con [Ix. dxonozuneckuil n00xX00 K 3pUrmenvHOMy 60CHpus-
muto. M.: IIpoepecc. 1988.

110 KOTOPOMY Hallly OpTaHbl 4YYBCTB, CIIOCOOHBIE K BOC-
IPUATHUIO, HABA3BIBAIOT HaM 00pa3 BOCIIPYHMMAEMOT0
mupa. Bce, 4TO HaxomuTCA BHE 3TOJ 0OYCIOBIIEHHON
o6yacTy BOCHIPUATHS, HAIIUM PalMOHA/JIBHBIM YMOM
aBTOMATMYECKN KaICyIupyeTcs M OTOpachIBaeTCH.
V3BecTHO, 4YTO B CUTyallu¥ HOPMAaTbHOTO IpefMeT-
HOTO BOCIPUATHUSA CUHECTE3UM MPOABAITCA rOpasfio
peXe, 4eM B CUTYallull HEONPENETIEHHOCTU OKPY>Kalo-
mero mupa. Hanpumep, nop Bnuanuem JICII, mecka-
JIMHA, KOTOPble IPUBOAAT K U3SMEHEHHOMY COCTOSHUIO
CO3HAHMUsA, CUHECTe3UM HAOMIOJAITCSI SOCTATOYHO
yacTo. B HacToAIlee BpeMA 0 MeXaHM3MaX CMHECTE3UN
U3BECTHO Majio, HO MOXXHO IPEANONO0XUTD, 4YTO IMpHU
BO3HMKHOBEHNM HEONpPEJe/IeHHOM CUTyalluy, LeH-
TpasbHble OT[e/IBl MO3Ta He MOTYT AuddepeHInpo-
BaTb MOCTYIAIOIIYIO M3BHe MHPOPMALMIO U BCe Iep-
LIeNTUBHBIE CUCTEMBI PaOOTAIOT BMeCTe.

Takym 06pasoM, B3ayMOJe/ICTBIE BCEX IePLeNTIB-
HBIX CHCTeM OOYCIOBTIEHO €fVHCTBOM BOCIpUMHMMae-
MOTO OKpYy»aomiero Mupa. Tak Kax OZMH U TOT >Ke 00Db-
eKT WM IpefMeT obnafaeT MHOXECTBOM PaslIMYHBIX
XapaKTepUCTUK, TO €T0 BOCIIPUATHE CBA3aHO € paboTol
PasHBIX CEHCOPHBIX CUCTeM, Iepudepuyeckue 3Be-
HbsA KOTOPBIX pearupyloT Ha pa3[pakeHus pasindHoli
MOJANbHOCTU. B MTOre MBI BC€ PAaBHO BOCIPMHMMAEM
00pa3 eAMHBIM U LeNOCTHBIM. CHHecTesVs SBIACTCS
OJIHUM U3 MHOTOYVC/IEHHBIX (aKTOB, KOTOpPbIE CBU/Je-
TENbCTBYIOT O ITyOOKNUX CBSA3SAX Pas/INYHbIX CEHCOPHBIX
cucTeM. B HesBHON opme cMHecTe3UM MOTYT BCTpe-
YaTbCsA Y KAXKJOTO 4enoBeka. B sABHOI ¢opme cuHe-
cTeTbl 0OMafaloT 6ojee MHTEHCUBHBIM BOCIPUATHEM
B L[eJIOM, 0COOEHHO B TOiI CEHCOPHOII cdepe, K KOTOPOIt
OTHOCATCA UX CMHTETUYECKIEe PeaKIy, IO3BOAI/E
UM CaMOBBIPaXKaTbCs C TOMOUIBI0 COOTBETCTBYIOLINX
KYZIbTYPHBIX CPE/ICTB. W

3anopoxer; A.B. Cencoproe eocnumative O0OUKONLHUKOB.
M.: AIIH. 1963.

Jlorunenko A.[l. 3pumenvHoe eocnpusmue npocmparcmea.
M.: M30amenvcmso Mockoséckoeo yHugepcumema. 1981.

Inaxxe JK. IIcuxonoeus unmennexma. V36pannoie ncuxonozu-
ueckue mpyovt. M.: IIpoceewsenue. 1969.

Cupopos-Jlopco A.B., [lait II1.9. Cunecmesus: mueHus u nep-
cnekmusot. M.: ®I'bOY BO MITIITY. 2019.
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[leTn n «BpoXaeHHaA» CUHeCTe3uA
Children and Developmental Synaesthesia

Kpyrbin cton
W OTBETbI 3KCNEpTOB

Mopepatop v BeayLmMin Kpyrnoro ctona: Pomke Poy, fokTop
dunocodumu, AMctepaaMckmin yHusepcuTeT, Hugepnanasl

Yactb 1. «CuHecTe3mA: oeTu 1 poauTtenm».
MpencTaBneHne NPOMEKYTOUHbIX
pe3ynbTaToB NPOEKTa

PyrkoBoawuTenb npoekTta: AnToH Buktoposuy Cugopos-[opco

(MAOry, UMUAC Mrony).

[oknag: «Pe3ynbtathl nccnefoBaHnin feTen C CUHECTE3WEN

€CTeCTBEHHOI0 Pa3BUTUA»

Y4acTHUKM NpoekTa:

e Onbra ButanbeBHa PybuoBa, pykoeogutenb LleHTpa
MEMOMCLUMMNMHAPHBIX  UCCNIEA0BaHUA  COBPEMEHHOM0
JeTctBa  MOCKOBCKOMO  roCydapCTBEHHOMO MCUMXOMO0ro-
nefJarorn4ecKoro yH1BepcuTeTa

o [Mutpuit Anekcangpouy HegunbKo, CTyaeHT Gakynb-
TeTa mcuxonorumM MocKOBCKOro rocydapCTBEHHOrO Ncu-
X010ro-neJaror1yeckoro yH1BepcuTeTa

o Cranucnas l0pbeBuy Y3unos, CTygeHT nporpamMMbl no
KMMHWMYeCKoM ncuxonorun  TWXooKeaHCKoro  rocynap-
CTBEHHOI0 MeAULIMHCKOr0 YHV1BEPCUTETS,

e Adactacua CepreeBHa ManbiweBcKas, acnupaHT
daKynbTeTa COUMAnbHLIX HayK, [AenapTaMeHTa Ncuxono-
K BbICLLIER LLIKOSIbI 3KOHOMUKM

o Haranba CepreesHa 3axapoBa, npenoaasatens LLKonbi
MHOCTPaHHbIX A3bIKOB BbICLUEN LKO/bI SKOHOMMKM

e 3ypab [leoprmesuy Mrenapse, ncuxonor pasBuUTHA,
npenofasatesb LLIAXMaT, KyNnbTypHO-MPOCBETUTENBCKIM
LEeHTP «Apx3»

YacTb 2. CuHecTe3mA: 0TBETHI IKCNEPTOB

YyacTtHuku: Puvapp CavitoBuk, [emu Yopa, Kpuctuu
Cédpdwunr, LWoH Oair.

«CuHecTe3mMA: eTu 1 poamTenn»

MpoeKT LleHTpa MeancLUUnIMHapHbIX
Uccnen0BaHMUIn COBPEMEHHOO ETCTBA
MoCKOBCKOro rocyjapCTBEHHOMO MCKUX0-
N0ro- nefarorMyeckoro yHMBepcuTeTa

YTto TaKoe cuHecTe3na?

CuHecresueil eCTECTBEHHOTO PasBUTUsL Ha3bIBAETCS
MPOSIBIIAIONIASACA C CAMOTO PAaHHETro METCTBA HEMpPO-
¢usnonornyeckn 0OyC/IOBIEHHAsT MHAUBULYaTbHAs
0COGEHHOCTh HEPLENTHUBHOTO PearupoBaHus, KOTOPas
3aKJTIOYAETCS B TOM, YTO BOCIIPYSITHE CUCTEMHO OPTaHM-
30BaHHbIX CTUMY/IOB — «KATErOPUIT OIbITa» — (HAIIpHU-
Mep, MPOCTYIIMBAHNE MY3BIKM WIM y3HaBaHue OYKB),
CONIPOBOXIAETCs TEePEKMBAHMEM [OMOTHUTETHHOTO
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Expert Round Table Talk

Moderator and Host of the Round Table Talk Romke Rouw,
PhD, University of Amsterdam, the Netherland

Part 1. Synaesthesia— Children and
Parents. Report on the Preliminary
results of the Research Project

Head Researcher: Anton V. Sidoroff-Dorso (MPSU, CIRCC
MSUPE)

Report: “Results of Research of Children with Congenital

Synaesthesia”

Research group:

® Olga Vitalievna Rubtsova, Head of the Center for
Interdisciplinary Research of Contemporary Childhood,
Moscow State University of Psychology and Education

® Dmitry Alexandrovich Nedilko, student of the
Department of Psychology, Moscow State University of
Psychology and Education

e Stanislav Yuryevich Uzilov, student of clinical
psychology, Pacific State Medical University,

® Anastasia Sergeevna Malyshevskaya, Postgraduate
student, Faculty of Social Sciences, Department of
Psychology, Higher School of Economics

® Natalia Sergeevna Zakharova, teacher at the School
of Foreign Languages, Higher School of Economics

® Zurab Georgievich Mgeladze, developmental

psychologist, chess teacher, cultural and educational
center “Arkhe”.

Part 2. Experts: Questions and answers

Discussants: Richard Cytowic, Jamie Ward, Christine
Soffing, Sean Day.

“Synaesthesia— Children and Parents”

Research project of the Center for
Interdisciplinary Study of Contemporary
Childhood, Moscow State University

of Psychology and Education

What is synaesthesia?

Congenital synaesthesia or synaesthesia of natural
development, as it is termed in Russian science,
is a neurophysiologically determined individual
trait in perceptual response that originates in early
childhood. It manifests itself as individual differences in
perceiving systemically organized stimuli— “categories
of experience” (for example, listening to music, or
perceiving and reading letters) — that are accompanied by
experiencing additional sensory qualities, or concurrents,
such as sensation of colors, smells, or flavors.
Congenital synaesthesia differs from coordination
of the sense organs, cross-modal correspondences



CEHCOPHOTO Ka4yecTBa, TAKOTO KaK OIIyIIeHNe I[BEeTa,
3araxa, BKyca 1 T.I. OT KOOpAMHAIMM OPraHOB YYBCTB
U IHTEPCEHCOPHON aCCOIIATMBHOCTY CMHECTE3NS eCTe-
CTBEHHOTO PasBUTHs OT/IMYAeTCs: (a) CUCTEMHON KaTe-
rOpuanbHOCTBIO; (6) HEIIPOM3BONBHOCTHIO M IOCTOSIH-
cTBOM; (B) HEacCOLMATMBHBIM ¥ HEMOTMBUPOBAHHBIM
reHe3oM; (T) XapaKTepOM «CO-OLIYILIEHMsI» WU JOIION-
HUTEJIbHBIMM OLIYIIEHMAMM B MHOM MJIM TOV JKe CaMoi
CEHCOPHOJ MOJa/IbHOCTY, He BBI3bIBAEMBIMU HETOCPEN-
CTBEHHO (PM3MYECKMMM KadyeCTBaMM BOCIIPUHVMAeMON
IeICTBUTENIBHOCTY; (f) BBICOKOJ BEPOSITHOCTHIO TeHe-
TUYECKOI TMPEePACIIONOKEHHOCTN (BPOXIEHHOCTH).
CuHecTe3us1 €CTECTBEHHOTO Pa3BUTHSA CTaa 00bEKTOM
HAay4YHOTO MCC/IEfOBAaHNUA eIlé ¢ MOMEHTAa 3apOXKIeHNs
NICUXOZIOTUM KaK Hay4YHOM AMCUUIUIMHBI B KoHIe XIX
Beka (I. ®exnep, ®. lanpron), a B koHIe XX Ha ¢oHe
VMHTEHCUBHOTO Pa3BUTKA Pa3IMYHBIX HAIPaBICHUIN
HeIpOHayK MHTepeC K CMHeCTe3UM CTajl NPOSABIATLCS
C HOBOJI CMJION. B HacTosIee BpeMs CHeCTe3NIO ecTe-
CTBEHHOTO Pa3BUTHA M3YYAIOT B IOIBITKAX IOCTABUTH
HOBBIE BOIIPOCHI O IICUXOTE€HETMYECKNX 3aKOHOMEpPHO-
CTSIX, CUCTEMHBIX MEXaHM3MaxX pabOThI TOIOBHOTO MO3ra
Ye/I0BeKa, MPUPOJie eCTECTBEHHOTrO sI3bIKa 1 0OpasHOM
MBIIUIEHN!, B3aVMOBIVMAHUYM VHAVMBUAYA/IbHBIX pas-
JIMYMIT BOCIPUATHUS, TBOPIECKUX CIIOCOOHOCTEN U TN4-
HOCTHO-TUIIOJIOTUYECKIX CBOVICTB U T.II.

Llenb npoekta

BbIsBUTD 0COOEHHOCTY Pa3BUTIS «BPOXKIAEHHON» CHHE-
cTe3uy (CYHeCTe3VM eCTeCTBEHHOIO PasBUTHUA) Y eTel
C TEHETUYECKON IPEefpacIoNOXEeHHOCThIO K 3TOMY
SABJIEHNIO; OIPENE/IUTh UHANBUYaTbHO-IICUXOIOINYe-
ckie (Y3KOKOTHUTMBHBIE, KpeaTVBHbIE, TUYHOCTHBIC)
0COOEHHOCTY, CMEXHBIE C CMHECTE3EN eCTECTBEHHOTO
PasBUTUA Y [ETeil U IOAPOCTKOB.

3ajaum uccnenoBaHuA

OnpenennTb OCHOBHbIE KPUTEPUU WCCIAEJOBAaHUS
MIPOAB/IEHNA CUHECTe3UN Y Pa3HBIX BO3PACTHBIX IPYIII,
BKJ/II0Yas [ieTeil U IOAPOCTKOB.

Yrtounutp (M MOEMQUIMPOBATH) METOLBI MCCIIERO-
BaHNS CUHECTe3UM B IETCKOM BO3pacTe.

BoIigBUTD Hammuye 0COOGEHHOCTEN MO3HABATENbHOI
ceps! (ypoBeHbD omeparnil MbIIUIEHVsT, IAMSTHU U CEH-
COPHBIX MEXaHM3MOB), KOTHUTMBHO-CTUIMCTUYECKIX
U TepIeNTUBHO- IYCIO3UIMOHHBIX CBOICTB ICUXUYe-
CKOV aKTMBHOCTH Yy JieTell U MOAPOCTKOB C CMHECTE3MEL.

BeissBUTD OCOOEHHOCTM MPOSIBIEHMS JTMYHOCTHO-
TUIIOJIOTMYECKUX U TEMIIEPaMeHTaIbHBIX (hopManbHO-
OUHAMUYECKNX) CBOJMCTB IICUXUYECKON AaKTUBHOCTI,
CMeXXHBIe C CMHecTe3Mell eCTeCTBEHHOTO pPa3BUTHA,
B paHHEM OHTOT€He3e.

MnowagKa nccnegosaHua

MoCKOBCKIIT TOCYHapCTBEHHBIN IICUXOIOrO-TIefarorn-
4eCKMIT yHUBEPCUTET, aHKeTHas 6a3a ¥ MHTepHeT-IUIaT-
¢dopma Poccuitckoro coobiiectBa CHMHECTETOB, aHKeT-
Hasi 0asa M UHTepHeT-IIaTGopMa MeXIyHapomHOI
accolManyy CUHECTETOB, fiesTeslell ICKYCCTBa U HayKu
(IASAS).

and intersensory associations. Unlike other perceptual
effects, congenital synaesthesia is: (a) embedded in
implicit systemic categorization of its inducer sets;
(b) involuntary and persistent; (c) has basically non-
associative representation and mentally unmotivated
origin; (d) properties of concurrents or additional
sensations in a different or the same sensory modality
that are not directly caused by the physical qualities
of the perceived reality; (e) high probability of genetic
predisposition (therefore, it is termed congenital).
Synaesthesia of natural development has become
an object of scientific research since the first days of
psychology as a scientific discipline, at the end of the
19th century (e.g., G. Fechner, E Galton, A. Binet). Later
on, at the end of the 20th century, alongside the fast-
going advancements in various areas of neuroscience,
scientists’ interest in synaesthesia began to take hold
with a renewed vigor. Currently, synaesthesia of natural
development is being investigated in attempts to raise
new questions about psychogenetic patterns, functional
regularities in the human brain, propensities of natural
language and metaphoric thinking and likewise of
other neurocognitive conditions such as autism, mutual
influence of individual differences in perception, and
creative aptitudes and personality-related typological
properties, to name but a few of the many focuses.

Project’s goals

The research was initiated to find the developmental
specificities of congenital synaesthesia (synaesthesia
of natural development) in children with a high
probability of having genetic predispositions to this
phenomenon (who have synaesthetic ancestors); and
to reveal individual psychological (proper-cognitive,
creative, personal) features concomitant with congenital
synaesthesia in children and adolescents.

Incremental research objectives

To define the main criteria for researching manifestations
of congenital synaesthesia in different age groups as
compared to those ones in children and adolescents.

To adapt and modify methods and inventories for
studying synaesthesia in childhood.

To study individual differences in cognitive
functions (at the level of thinking, memory and sensory
mechanisms), cognitive-stylistic and perceptual-
dispositional properties of cognitive activity in children
and adolescents with synaesthesia.

To research individual differences of personality-
typological and temperamental (formal dynamic)
properties of cognitive activity concomitant to synaesthesia
of natural development, at early stages of ontogeny.

Research facilities and resources

The research project is supported by Moscow State
University of Psychology and Education, with its data
resources being the survey databases and the Internet
platforms of the Russian synaesthesia community and
the International Association of Synesthetes, Artists,
and Scientists (IASAS).

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CMﬂ,OpOB-ﬂ,OpCO 1 1 5



g
BAIIl FEREHOK - CHHECTET

Yewere B mk wie % geew sewiell B9 s

prmrc el Cumecrrme - vre wewhuemss redm
T e am e wwpel L
uoprazsmne mowsll 6 sScTpmLTERO
ERCRmT  SoTEETTR T

prirsms-rRREcTTS
& Hanms speewymerins seees v
[T

NHbopMaLMoHHbIA ByKNeT anA poguTenei «Baww
pebeHoK-cuHecteT» MITIMY/IASAS

Information booklet You Child is a Synaesthete
published by IASAS in colloboration with MSUPE

OpraHusauua uccnefoBaHuA

1 sran (2018-2019 r.) —aHanu3 M OmpefeeHNe
OCHOBHBIX KPI/ITCPI/ICB HpOHBHeHI/IH CHeCTe3nn Y pa3-
HBbIX BOSpaCTHI)IX FPYHH; HOH6OP OCHOBHBIX METOOVK
MCCIIEIOBAHNS; TIPOBETeHIe UCCIIEMOBAHUIT MHOVBI-
Iya/IbHO-IICUXO/IOTMYECKUX OCOOEHHOCTEN, CMEXHBIX
C cuHecTe3meif, Ha HeOONBIION BBIOOpKe (MMIOTHOE
UCCIeNOBAHME).

2 sran (2019 r.) —mombop u MOEMPUKAIMA METO-
OUK 1A I/I3y‘{eHI/IH CHHEeCTe3Un "M CMEXHbIX MHIOUBII-
IyalIbHO-IICUXO/IOTUIECKIX OCOOEHHOCTEl B [ETCKOM
BO3pacTe; MpOBeleHNEe UCCIESOBAHNI CUHECTE3UN
VI CME>XXHBIX C CTHEeCTe31eln I/IHHI/IBI/IHY&HBHO-HCI/IXO}IOFI/I-
YeCKMX OCOOEHHOCTEN Ha OCHOBHOI BBIOOPKE; IIOfIBe-
JieHIe IpefBapNUTEIbHBIX UTOTOB MCCTEROBAHN, 06pa-
6OTKa HOHY‘IGHHI)IX HepB]/I‘-IHbIX OAHHBIX U IIOATOTOBKA
TE3VCOB /L1 KOH(epeHLNIT ¥ CUMIIO3UYMOB.

3 sran (2019-2020 r.) —mopBemeHne OCHOBHBIX
UTOTrOB VICCTIEROBAHMsI, TOATOTOBKA Psifia IyO/MIMKaIuit
II0 €ro pe3y/IbTaTaM.

BbibopKa nccnenoBaHus

Be16opKy MccefoBaHus COCTAB/LIIOT eTH OT 6 o 15
neT, obnagarIye W IPEeAIONOKUTENbHO 06Iagato-
mye CUHecTe3Mell ecTecTBeHHOro pasutuA. OcHo-
BaHUEM JJIs NPEANONIOKEHNS O HaIMYMY CUHECTe3UN
y HeTell CIy>Kat uxX 61M3KOPOLCTBEHHbIE CBSI3M C PORHU-
TeISAMU-CUHECTETaAMMU.

MeToamKkn nccnenoBaHusA

CraHpapTusupoBaHHas TecToBas online-meropuka
«Synesthesia Battery» u mpunoxenne «Texsyn Toolbox»
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Research arrangement

Stage 1 (2018-2019) —analysis and definition of the
basic criteria for manifestation of synaesthesia in
different age groups (including parents and children);
selecting research methods; conducting research into
individual psychological traits, preliminary research
into individual cases of synaesthesia, as well as in a small
sample (pilot study).

Stage 2 (2019) — selecting, adopting and modifying
methods for studying synaesthesia and related individual
psychological characteristics in childhood; researching
synaesthesia and synaesthesia related individual
psychological characteristics in the main sample;
summing up the preliminary results of the research,
processing the obtained primary data and preparing
abstracts, papers and reports for conferences.

Stage 3 (2019-2020) —summing up the main results of
the study, preparing a number of publications based on its
results.

Study sample

The study sample includes children from 6 to 15
years old verified as or presumably having congenital
synaesthesia. The assumption is based on the verified
presence of synaesthesia in children themselves or their
close genetic relation with their synaesthete parents.

Research methods

The standardized online test inventory “Synesthesia
Battery” and the “Texsyn Toolbox” application (Russian-
based version of the “Synesthesia genuineness test” by
David Eagleman's laboratory);



(pycckosizpranast Bepcus «TecTa Ha MCTMHHOCTD CUHE-
cre3un» maboparopun [Jasuaa Vrnimana);

Omnpocuuk «Cunecrerndecknit Koadpduumenr»
(«Synaesthesia Quotient») A.B. Cunoposa-Ilopco;

Metonuka WISC (Intelligence Scale for Children)
17151 TeCTUPOBaHus fetelt u mogpocTtkoB (D.Wechsler);

Ipyrve perckue (MopuduUIMpOBaHHbIE) METORVIKI
VICCTIEIOBaHVS OCOOEHHOCTel pa3BUTHA U PYHKLIMOHY -
POBaHMsI MAMSTU ¥ BHUMAHUS, CEHCOPHBIX M CEHCOP-
HO-MHEMUYECKUX OCOOEHHOCTEN, TUIIOB MHTENIEKTa,
AKTMBHOCTY MBIIIIEHNUS, CIIOCOOHOCTEN K BOOOpaske-
HUIO 1 T.J.

BbiBogb! no pe3ynbTataM nepeoro atana
nccnenoBaHuA

ITo 3aBepienny 1 stamna uccnegoBanus (2018-2019 rr.)
ObIIM peanu30BaHbl OCHOBHBIE OpraHM3alMOHHBIE,
IepBOHAYa/lIbHbIe METOJO/NOTMYEeCKe U MCCTIeNoBa-
TeJIbCKME 3aflauM IJIOTHOTO 3Tama mpoekTa. Vccre-
IoBaHMe OBUIO INIPOBEHEHO C IpUBICYEHNEM Majoil
BBIOOPKM /11 MMIOTHOJ CTafiy B KOMMYeCTBe 12 feTeit
B BO3pacTe OT 8 1o 16 net (2 Manbuukos, 10 feBoyek)
¢ OMM3KOPOACTBEHHBIMM CBS3SAMIU C MULIAMH, 00/Iaalo-
MMM BepUpUIMPOBAHHON CUHeCTe3Nell eCTeCTBEH-
HOTO pPas3BUTUA (BPOX[IEHHOJ CUHeCTe3Meil y Mare-
peit), BKmoyas rpadeMHO-I[BETOBOII THUII (eHOMeHa.
B umcno ncnonb3oBaHHBIX METOAMK BOIIINA: CTaHAAP-
TUsupoBaHHas online-MeTonuka «Synesthesia Battery»
I.Urnmana (pycckossbluHast Bepcus: «TecT Ha MCTHH-
HOCTb CMHeCTe3UN», epeBof u agantauusa A.B. Cupgo-
poBa-Jlopco); ompocuuk «Koadpouument cunecrere-
sum» («Synaesthesia Quotient») A.B.Cugoposa-opco;
metopuka WISC (Intelligence Scale for Children) mns
TecTMpoBaHMA feTelt u noxpoctkos (D. Wechsler). ITpu
3TOM OBIIO IPEAJIOKEHO TOMOTHUTH OIIPOCHUK «Koad-
¢uument cunecreresum» («Synaesthesia Quotient»)
MHCTPYKIMeN TSI pOIMUTeEIei /1T BO3MOXXHOCTY CaMo-
CTOSITE/IBHOTO IPOBeNeHNUsA TecTHpoBaHMs (ompoca).
JonomHuTeIbHO OBIIO IIPEIOXKEHO K MCIIONTb30BAHNUIO:
«AHKeTa Ha BBbIABJIEHME OCOOEHHOCTEN CUHECTETU-
gyeckoro Bocmpuatus» (coct. A.B.Cugopos-Jopco),
CBOOOJHDINI aHAMU3 IPORYKTOB AESATENbHOCTU (TBOP-
yecTBa) M AccouMaTuMBHAA METOAMKA AMATHOCTUKU
JMYHOCTHOII 3penocTy (cokpal. Bap.). Y Bcex 12 ucmsl-
TYeMbBIX CHHEeCTeTHYeCK/e peaKIuy MpOLUIN Bepu-
¢ukanuio (HEIpPOMU3BOIBHOCTD, MOCIELOBATENIBHOCTD,
HOCTOSIHCTBO) 1O TecTy Ha MCTMHHOCTb CUHECTEe3UU
C TIOZIOXKUTENbHBIMU pesynbTaTamu (mokasarenu VIC ot
0,25 mo 0,91).

CpaBHeHNMe IIOTYYEHHBIX II0 AHKeTe Ha BBIABIIe-
Hile 0COOEHHOCTell CMHECTeTMYECKOTO BOCIPUATUA
u onpocHuky «Koadduiment cunecreresum», 6uo-
rpaduyecKux, TUINOMTOIMYECKUX U (PeHOMEHOMOornde-
CKUX XapaKTepUCTMK CUHECTeTMYEeCKNX IIPOSBIEHMUI
Y YYaCTHMKOB MCCIENOBaHMA, TaKMX KaK KOJIMYECTBO
U KadyeCTBEHHbBIE XapaKTePUCTUKU TUIIOB CUHECTe-
3UM, KaYeCTBEHHbIE OCOOEHHOCTM [OIMOTHUTENTbHBIX
CEHCOPHBIX PpeaKIVil, —C IOKas3aTe/IsAIMU CHHEeCTeTH-
YeCKUX IIPOSIBIEHUI Y UX PORUTeNeil HOATBEPANIIO,

Questionnaire “Synaesthesia Quotient” designed by
A.V. Sidoroff-Dorso;

WISC (Wechsler Intelligence Scale for Children)
methodology for testing children and adolescents (D.
Wechsler);

Other children's (modified) methods for studying
the development and functioning characteristics of
memory and attention, sensory and sensory-mnemonic
traits, types/styles of intelligence, thinking activity,
imagination aptitudes, etc.

Research results of Stage 1

Upon completing Stage 1 of the research programme
(2018-2019), the main organizational, basic
methodological and research tasks of the pilot phase of
the project have been implemented. To specify, the study
was conducted with a small sample for the pilot stage (12
children aged 8 to 16 years; 2 males, 10 females) with close
family (genetic) ties to relatives with verified synaesthesia
of natural development (congenital synaesthesia in
mothers), including the grapheme-color type of the
phenomenon. The applied empirical methods included:
the standardized online methodology “Synesthesia
Battery” by D. Eagleman (Russian version: “Synesthesia
genuineness test”, translation and adaptation by
A.V. Sidoroft-Dorso); “Synaesthesia Quotient” inventory
by A.V. Sidoroff-Dorso; WISC III (Wechsler Intelligence
Scale for Children, 3d edition) methodology for testing
children and adolescents (D. Wechsler). Meanwhile, it was
decided to supplement the questionnaire “Synaesthesia
Quotient” with instructions for parents to make
administration of the tests user-friendly (observation-
based survey). Additionally, the following inventories
were adopted for research: "Questionnaire for identifying
the features of an individual's synaesthetic perception”
(designed by A.V. Sidoroff-Dorso), free analysis of
the outcomes of children’s activity (creativity) and an
associative method for diagnosing personal maturity
(short version). In all 12 subjects, synaesthetic reactions
were verified (involuntary, consistency, constancy)
according to the Synesthesia Battery, with positive results
(values within the range of 0.25 to 0.91).

Comparing the biographical, typological and
qualitative characteristics of synaesthesia manifestations
in the research subjects such as the number and
qualitative characteristics of the varieties of synaesthesia,
qualitative features of concurrents, with the features
of synaesthetic subjectivities as manifested in their
parents, confirmed the ontogenetic, typological and
qualitative similarity of manifestations of synaesthesia
(homogeneity in heritability and/or the similarity
of the developmental environment). The research
using the WISC methodology was carried out in part,
with the following scales/subtests used: Information,
Comprehension, Arithmetic, Similarities, Vocabulary
and Mazes. The test analysis will be provided in detail in
the forthcoming publications.

Eventually, the results were used to supplement the
information materials on synaesthesia in childhood and
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OHTOT€HETUYECKYIO, TUIIOJIOTMYECKYIO ¥ KaueCTBEHHOe
mofto6yie TpOosABIeHUI CHECTe3NN (MAEHTUIHOCTD IIPU
HaC/IeyeMOCTH Y CXOXKeCTH cpefbl pa3Butus). Vccre-
moBaHue mnocpeacrsoM Meroguku WISC mposepeHo
YaCTUYHO, C BK/IIOYeHUeM CyOTecToB: OCBeTOMIEH-
HOCTb, [ToHsaTmmBocts, Apudmerndecknuii, CXoncTBo,
CnoBapubit u Jlabupunrsl. ITogpo6HO pe3ynbTaThl
TECTUPOBAHM OYAYT M3/I0XKEHDI I IPOAHATIM3MPOBAHBI
B rOTOBsAILIeNicA my6nukanyim. ITomydeHHble pe3yIbTaThl
ObIIM MCIIONB30BAHBL [y COCTaBlIeHusA MHpopmanmu-
OHHBIX MaTepUanoB O CMHECTe3UN B IeTCKOM BO3pacTe,
OIyOnMKOBaHHBIX B Bufie Oykmera «Bam pe6eHox —
cyHecTeT» Nof, rpuoM MOCKOBCKOTO rOCYAapCTBEH-
HOTO IICUXOJIOTO-TIelarOTM4eCKOro YHUBepcuTera, Poc-
CMIICKOTO COOO0IIeCcTBa CHHECTETOB, M MeX/TyHapOTHO
acconyanyy CMHECTETOB, fieATeNell MCKYCCTBA M HayKu
(IASAS).

nepCI'IeI-(TMBbI ncenenoBaHuA

[TepcrieKTUBBI MCCIENOBAHMs BPOXK/EHHOI CUHeCTe-
3UM B [IE€TCKOM BO3pacTe. B KOHTEKCTe COBPEMEHHOTO
COCTOSIHMA MVICCNIEIOBAHNII BPOXXIEHHON CHHECTE3UN
(cuHecTe3MM eCTeCTBEHHOTO HPOMCXOXIEHUS) Kak
C COLMAaIbHO-CPENOBBIX, TaK U C OOILIENCUXOIOrNYe-
CKUX TO3MIUI OCTAeTCS MapajoKCalbHO OTKPBITHIM
BOIpoc 06 obmieil pacmpocTpaHeHHOCTH (heHOMeHa
(4%), B TOM 4MCIIe HEMPONOPIMOHATBHO 3HAYUTETBHOM
KOJIMYECTBE CMHECTETOB CPEefy /NI, TBOPYECKUX IPO-
deccuit (7%). IloaToMy B MMPOBOIL IICHXOIOTMYECKON
HayKe SMIMpUYECKVe JaHHbIe O PAaHHMX OHTOTCHETHU-
YeCKMX IePUOJjaX PasBUTHUS BPOX/IEHHON CUHECTE3NM
CTaHyT OOOCHOBAaHNEM B OIpEENIeHUN IICUXOMIOTH-
YeCKOro CTaTyca 3TOro (peHoMeHa B CTPYKType MHIU-
BUJIya/IbHOCTU, B TOM YNC/Ie B Ka4eCTBe CUCTEMHOIO
MHOTOYPOBHEBOI'O IIPOSB/ICHNA IIPEMMYIeCTBEHHBIX
IICUIXOJIOTMYECKUX CBOJICTB B Le/IAX YCIEIIHOTO OCYIIe-
CTBJIEHMsI KOHKPETHOJ MPaKTUYECKOI [esTeIbHOCTH,
B KaX/IOM MH[VBUJYaIbHOM CIIy4ae COREpP)KaTelIbHO
CBSI3aHHOJ C pa3HOBUAHOCTsIMM (THamu) 3Toro ¢peHo-
MeHa.

IMnupuyecKne jaHHble, BKIIOYasi JaHHbIE 00 0COo-
6EHHOCTSIX KOTHUTUBHOTO, SMOLMOHA/IbHO-MOTUBAI[-
OHHOTO ¥ JIMYHOCTHOTO PasBUTUA BHECYT YTOUHEHINe
B VMHTEPIPETALNI0 MEXaHM3MOB IIPOSIBIEHNsI TeHETH-
YeCKMX IeTepMVHVPOBAHHBIX 3aJIaTKOB, B Pa3paboTKy
COOTBETCTBYIOLIVX CIIOCOOOB PAHHErO Pa3BUTHs O3HA-
BaTe/lbHBIX CKJIIOHHOCTEl ¥ OpraHmsanuyu Oarompu-
ATHBIX YCIOBMII JUIA NPOSABJIEHMS COOTBETCTBYIOMINX
CIOCOOHOCTEI, CBSI3aHHBIX C CUHECTETUIECKMMMU OCO-
6eHHOCTAMY BocnpuATyA. Taxke OHMMaHMe CTAaTyca
CMHECTe3MM CPeiy APYTUX IICUXOTOTUYEeCKUX QeHo-
MEHOB M PACKPBITUE 3aKOHOMEPHOCTEN €€ PasBUTUA
B CUCTeMe MHAVBUIHBIX Y TMYHOCTHBIX CBOVICTB BHECYT
HEeOOXOMMBII BKIaJ B Ilie/IeHAIIPaBlIeHHOE pPa3BUTHE
" GOJIBIIYIO CTEIEeHb BK/IIOYEHHOCTH CMHECTETIIECKUX
0COOEHHOCTEl BOCIHPUATHS B IIO3HABATENbHYIO chepy
[eTell-CMHECTETOB, B TOM YKC/TE C €TI0 MOCTVDKEHMSI
UMM IIPAKTUYECKUX U TMYHOCTHO 3HAYMMBIX Pe3y/IbTa-
10B. CTOJIb XK€ BXHO ¥ TO, YTO I KOpITyca Hay4HO-
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published as a booklet “Your Child, a Synaesthete” under
the aegis of the Moscow State University of Psychology
and Education, the Russian Society of Synaesthesia, and
the International Association of Synesthetes, Artists, and
Scientists (IASAS).

Research prospects

Prospects of research into congenital synaesthesia in
childhood have several practical aspects. In the context of
the current state of research into congenital synaesthesia
(natural synaesthesia), in its social and environmental
as well as general psychological perspectives, there
remains a paradoxically open question about the
overall prevalence of the phenomenon (4%), including
a disproportionately significant number of synaesthetes
in creative or artistic professions (7%). Therefore, in the
field of psychological science, empirical data on the early
ontogenetic periods of the development of congenital
synaesthesia will inform the rationale for identifying the
psychological status of this phenomenon in the structure
of individuality, and, among others, as one of a systemic
multi-level manifestation of predominant psychological
properties, identified and intentionally developed in order
to successfully implement a specific practical activity
(i.e., “giftedness”), in each individual case, content-
mediated depending on the varieties (types) of this
phenomenon. Empirical data, including the identified
propensities of cognitive, emotional-motivational and
personal development, will clarify our interpretation of
the mechanisms in manifestation of some genetically
determined aptitudes, as well as in designing efficient
methods for early development of cognitive tendencies
and arranging and managing favorable conditions for
fostering the corresponding abilities associated with
synaesthetic features of perception.

Also, a better understanding of the status of
synaesthesia among other psychological phenomena
and explication of the patterns of its development in
the system of individual and personal properties will
make a long-sought contribution to its purposeful,
introspective development (expansion, transfer,
detailing) and a greater degree of involvement of
synaesthetic features of perception in the cognitive
sphere of synaesthetic children, including objectives of
achieving practical and personally significant results.

Equally important is the body of knowledge in the
science of psychology to more fully set the context for
the contemporary concept of congenital synaesthesia,
collecting more systematized psychological data on its
emergence in childhood, which will provide meaningful
content to the facts identified in laboratory conditions
and testifying to the complex distributed, non-local
network-like character of the associated brain structure
functions of synaesthetes. The issues of the relationship
between the obtained laboratory data and the results of
psychological research at the moment are involved in the
fact of the selective nature of the synaesthetic features
of perception in some processes and operations of the
cognitive activity of synaesthetes (sentient, selective



NICUXONIOTMYECKUX 3HAHMII B KOHTEKCTE COBPEMEHHOTO
IpefICTaB/IEHNA O CMHECTe3UN €CTeCTBEHHOTO IPONCXO-
JKIeHNA CHCTeMHBbIe ICUXO0IOTMYeCKe JaHHbIe O IPOSIB-
JleHMy 9TOro (peHOMeHa B JIeTCKOM BO3pacTe IPefoCcTa-
BAT COlepyKaTelIbHOe Hallo/HeHye (paKTaM, BbIABTeHHBIM
B 71a0OpaTOPHBIX YCIOBMAX U CBUMETENbCTBYIOLIIM
O CJIOKHOM pacHpefie/IeHHOM, HeJIOKaTbHOM XapaKTepe
OCOOEHHOCTel CTPYKTYp ¥ QYHKIMII FOTOBHOTO MO3Ta
cuHecTeToB. IIpobneMaryka CBA3M IOTyYaeMbIX 1abo-
PaTOpPHBIX JAHHBIX C pe3ylbTaTaMM IICUXOIOTMYECKIX
MCCeNOBaHUI Ha MaHHBII MOMEHT COCTOUT B TOM, YTO
B 00bsICHeHMY HYXX/iaeTcs (aKT U30MpaTeIbHOTO Xapak-
Tepa CUHECTETUYECKUX OCOOEHHOCTell BOCIPUATUA
B HEKOTOPBIX ITPOL[eCccax ¥ OIepalyAaX M03HaBaTeNbHOM
IeATeTbHOCTM CHMHECTETOB, B TO BpeMs KaK JIeXKalllye
B UX OCHOBE CHUCTeMHBbIE IICMXWYeCKIe U TICUXOIOTIYe-
CKJe MeXaHM3MbI OCTAIOTCSI HeM3BECTHBIMI, YTO OCTaB-
nsgeT HabmomaeMblil GakT HanM4Ms CUHECTETUYECKUX
peakumit B MHTepIpeTalMOHHON M3omAuuu. [omon-
HITETIbHO aKTYaJIbHOCTb paspabaTbiBaeMoil B IIpefyia-
raeMOM JICCIeJOBAaHUM NPOOTIEeMATUKY OIpemenseT
TOT (paKT, YTO B KOMIUIEKCHOM, OOLIEIICUXONTOINYECKOM
NOHMMAaHVM 3HAHME O MPAKTUIECKO POy ¥ GYHKIMK
CMHECTe3UI eCTeCTBEHHOTO IIPOMCXOKIEHNUA B IETCKOM
BO3pacTe Kak 0ojiee 3KCIUIMUUTHOTO (peHOMEHa MOXKeT
MOCITY>KUTb «MUKPO-MOJIENIbIO» [/ U3Y4eHUA JPYTUX
MOTEHLIMATbHO IPEUMYIIeCTBEHHBIX CBOJICTB 1 Ka4eCTB,
NPOABTIAIONINXCA BO «(pparMeHTapHOI» U Oo7ee TaTeHT-
HOIl, T.e. MeHee NOCTYIIHON AJIs1 OObeKTUBHOTO U3y4e-
HIs QopMe, HapuMep, B BuAe abCOMIOTHOTO CIyXa,
CUUTAIOIIETOCA HEKOTOPBIMU MCCIIEOBAaTeAMU TUIIOM
WV TOR00MeM crHecTesun. TeopeTudeckas 3Ha4MMOCTb
IIPOEKTa COCTOUT B KOMIIJIEKCHOM VICCTIeOBaHUY MHIM-
BUZIYaIbHO-TICUXOTIOTMYECKMX CBOVICTB JeTell C CUHe-
CTe3Mell eCTeCTBEHHOTO IIPOMCXOKEHNA; ONpeNeeHNN
IICUXO/IOTUYECKOTO M YTOYHEHUM OHTOT€HETHYeCKOTO
CTaTyca BPOXKJ,eHHOI CUHEeCTe3MM Ha OCHOBE CYICTEMHBIX
IpeACTaB/IeHNiT 06 OHTOTeHeTNYEeCKY PaHHUX IPOsBIe-
HISX VICCTIeRyeMoro ¢peHOMeHa; B 0OOCHOBaHMY BO3MOX-
HOJ OIpENENAOLIENl PO €CTECTBEHHON CUHECTe3UN
B O0COOEHHOCTSX NPOSIBIIEHNs 00Jiee CTIOXKHBIX CUCTEM-
HO-(pyHKIIMOHAIBHBIX CBOVICTB IICUIXMKY 4YenoBeka. Pac-
KpbITHE 3aKOHOMEPHOCTEN BIAMAHUSA PasHOYPOBHEBBIX
3aKOHOMEPHOCTe}i IICUXONOINYEeCKOTO (YHKIMOHUPO-
BaHMs, COIPSDKEHHBIX C CMHeCTe3Mell, MOTYT CIIOco6-
CTBOBATh BBIABJIEHMIO MEXaHM3MOB (YHKIVMOHAIBHOI
CBA3M MeXJAY MHAMBUJYaTbHO-ICUXONOTUYECKIUMHA
0cOO6EeHHOCTAMY (HaIpyMep, B USYYeHUU [PYTUX S7le-
MEHTapHBIX J/VIV MapLIMaIbHBIX CIIOCOOHOCTEN, TAKMX
Kak aOCOMIOTHBIN CyX). Boree Toro, packpbitie Mexa-
HU3MOB CHMHECTe3U! MOXKET [IOTIOTHUTEIbHO IIPOIUTDH
CBET Ha pONb ¥ (QYHKIMIO MEPLENTUBHBIX MEXaHU3MOB
B [IO3HABATe/IbHBIX IpolleccaX (OpUTMHAIBHOCTD, TUO-
KOCTb, CTIOHTaHHOCTb B OOHAPY>KEHNM U PeLIeHNUN IpaK-
TUYECKMX 3a/jad) U TBOPUECKOI IeATeNbHOCTH (XyHoXKe-
CTBEHHO-3CTETUYECKOI, 1[€HOCTHO-OPMEHTNPOBAaHHOI
u caMopeanusanynu). IIpakTudeckoe 3HaueHUe MCCIe-
TOBaHMA 3aK/II0YAETCA B BO3MOXXHOCTM NPUMEHEHM
HOJTyYeHHBIX BBIBOJIOB B paboTe ¢ AeTbMM, Ybs IIO3Ha-

induction), which needs to be explained, while the
underlying systemic cognitive proper and psychological
mechanisms also remain unknown. This all leaves
the documented facts of the presence of synaesthetic
reactions in interpretive detachment.

In addition, the relevance of the issues considered
in the ongoing study are evidenced by the fact that,
in a complex, general psychological understanding,
knowledge about the guiding role and practical functions
of congenital synaesthesia in childhood as a more explicit
phenomenon can serve as a “case-model” for studying
other potentially advantageous properties and qualities
manifested in “fragmented” and more latent, i.e. a less
accessible, forms for objective study; for example, in
the form of absolute pitch, which is considered by some
researchers to be a type of synaesthesia or a functionally
analogous phenomenon.

The theoretical significance of the project consists in
a comprehensive study of the individual psychological
properties of children with synaesthesia; defining the
psychological and clarifying the ontogenetic status of
congenital synaesthesia on the basis of systemicideasabout
the early ontogenetic manifestations of the phenomenon
under study; and in substantiating the possible decisive
role of natural synaesthesia in the features of the
manifestation of more complex systemic and functional
properties of the human psyche. Disclosure of the
patterns of influence of different levels of psychological
functioning associated with synaesthesia can help to
identify the mechanisms of the functional connection
between individual psychological characteristics (for
example, in the study of other elementary and / or partial
abilities, such as absolute pitch). Moreover, the disclosure
of the mechanisms of synaesthesia can further shed light
on the role and function of perceptual mechanisms in
cognitive processes (originality, flexibility, spontaneity
in the detection and solution of practical problems) and
creative activity (artistic-aesthetic, value-oriented and
self-realization).

The practical significance of the study lies in the
possibility of applying the findings in working with
children whose cognitive functions are distinguished
by synaesthetic features of perception. In particular, the
results obtained in the project make it possible to further
develop methods for early identification of synaesthesia
in order to take into account the influence of synaesthetic
features on cognitive processes, the possible development
of synaesthetic features, and their practical implication
as an additional resource for cognition and creativity.
A more complete understanding of synaesthesia
from a systems point of view, the determination of its
psychological status in childhood and the identification
of associated psychological properties (“synaesthetic
profile”) will contribute to adequate integration into
the system of personal properties, the development of
more complete self-understanding and harmonious self-
identity of children with congenital synaesthesia. The
findings of the study also represent a contribution to
the clarification of the interpretation of the function of
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BaTe/bHaA cpepa OTIMYAeTCA CUHECTETUYECKIMI 0CO-
OeHHOCTAMM BOCHpUATUA. B wacTHOCTH, ITONydYeHHbIe
pe3ynbTaThl [AlOT BO3MOXKHOCTb JajbHeNIIel pas-
paboOTKM MeTOfIOB paHHel AMATHOCTUKU CUHECTEe3UM
C LIe/IBIO yYeTa BAVSAHMA CUHECTeTHYEeCKUX 0COOEHHO-
CTeil Ha TI03HaBaTe/lbHble IPOL[ECChI, BO3MOXKHOTO pa3-
BUTHSL CHHECTETHYECKUX OCOOEHHOCTEN U MX NPaKTU-
YeCKOTO MCIO/Tb30BaHNS B KaueCTBE NOIOTHUTETBHOTO
pecypca [ns MO3HaHUA U TBOpYecTBa. boree momHoe
IpefCcTaBIeHle O CMHECTe3UM C CUCTEMHBIX MO3ULINIA,
oIpefiefieHNe €€ MCUXOIOTNYECKOTO CTaTyca B JeTCKOM
BO3pacTe U BbIABJ/IEHME CONPSKEHHBIX C Hell IMCUXO-
JIOTYECKUX CBOVICTB («CHMHECTeTNIECKOTo Hpodusi»)
OymyT CIOCOOCTBOBAaTh afjeKBaTHOMY BCTPayBaHUIO
B CUCTEMY JMYHOCTHBIX CBOJICTB, pasBUTHUIO Oojee
MIOTHOTO CaMONOHMMAHUA U TapMOHMYHON caMo-
UIeHTUQUKANUM [eTell C BPOXKHEHHOI CHMHeCTe3Nell.
BrIBOfBI MCCTIEOBAaHNS TaKXKe MPENCTABIAIT coO0I
BK/IaJl B YTOYHEHME TPAKTOBKM (YHKIMM CUHECTEe3UU
B IICMXOJIOTMYECKMX aCHeKTaX TBOPYECTBA HEKOTOPbIX
BBIJIAIOIMXCA JeATeneil MCKycCTBa M HayKu. 3HaHMe
0 3aKOHOMEPHOCTAX B3aMIMOBIMAHMSA IIO3HaBaTeNb-
HBIX, KOTHUTUBHBIX ¥ CEHCOPHBIX MEXaHM3MOB Yy HeTell
C CHeCTe3Mel II03BO/INT OCHOBBIBATh Ha TAHHBIX ITOJI0-
JKEHUAX Pa3pabOTKy VHAMBUAYANbHBIX TPAeKTOPUIL
3CTeTUYeCcKoro passutusA. Kpome TOro, momydeHHble
BBIBOJIbI O CHHECTE3UM MOTYT IOCTY>XUTb 3BPUCTUYE-
CKUM 9TajJIOHOM [i/Isl YTOYHEHUsA MOJeNell MccnenoBa-
HVS OPYTUX, B MEHBILE/l CTelleHM BBIPAKEHHBIX (T.e.
6osee TaTEHTHDIX) ABNEHMII B cepe ICUXOMIOTUY CIO-
COOHOCTEI YeoBeKa, TaKuX KaK paHHMe MaTeMaTyde-
CKII€ CIIOCOOHOCTH, aOCOTIOTHBIV CTYX 1 T.IT. M

Ccbinka Ha npoekT / Link to the Project webpage:

synaesthesia in the psychological aspects of the work of
some prominent figures of art and science. Knowledge of
the patterns of mutual influence of cognitive, cognitive
and sensory mechanisms in children with synaesthesia
will allow the development of individual trajectories of
aesthetic development to be based on these provisions.
In addition, the obtained conclusions about synaesthesia
can serve as a heuristic standard for refining the models
of research of other, less pronounced (i.e., more latent)
phenomena in the field of the psychology of human
abilities, such as early mathematical abilities and perfect
pitch. m

https://childresearch.ru/projects/archive/sinesteziya-deti-i-roditeli/

[ybnuKaumm no pesynbTatam uccnenosanus. Ctatbm

Cupnopos-Ilopco, A. B. CospemenHuvie uccne0osanus cunecme-
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OCKOJIbKY Hallle BOCIpUATHE U TIO-

CIenyIolye MpoLecchl 06paboTKy
MHQOPMaINY HOCAT MHTEPMOJAIbHbIN
XapakTep, O4eBU/IHO, YTO MHTepMOJia/bHas MHTEerpaIis
(mmu Gormee IPUMHATHI B 3apyOeXHOI Hayke TepMUH
KPOCCMOJIa/IbHble B3aMMOJEIICTBUA) IIOBBIIAIOT TOY-
HOCTb, 3HAYMMOCTD ¥ HaJIeXKHOCTb BOCIIPMHATOTO.

Bcem usBecteH mpumep MHeMoHMcTa CoOlOMOHA
[MepemnreBckoro, ¢ kotopsiM A.P.Jlypusa mpopaboran
no4tyu 30 seT. Ero yHMKanmbHbIE BO3MOXXHOCTH IIO Siifie-
TUYECKOMY 3allOMVHAHUIO TI060ro MaTepuana 6asnpo-
BaMCh Ha CHHECTETMYECKUX CIHOCOOHOCTAX, IpuUdeM
cpasy Bo Bcex MopfanbHoCTAX (JIypus, 1980).

OpnHaxo, HeCMOTPs1 Ha 60JIbIIOe KOMYECTBO UCCIe-
TOBaHNUI, CHIe/TAHHBIX BC/IE], 3a 3TUM, IO CUMX IIOp TIpo-
OrmeMa MeXaHU3MOB OOBbeIVHEHUA CeHCOPHOI MHOP-
Maluy flajieka OT CBOEr0 OJHO3HAYHOTO PpelleHM:.
Ok30THMYeckuil ¢peHOMEH TaK Ha3bIBaeMOJ MCTMHHO
CMHECTe3MM, MM DPeasbHOTO «COOIUYIIeHNA» — e
OflHa 3arajika Ha 3TOM ITyTH. VI3BeCTHO, YTO y/IOBIETBO-
PUTENbHON TEOPUY CUHECTE3UY He CYIIeCTBYeT.

JlaHHbBIe, HaKONJIeHHBIe B 3TON o6macTu, CBU-
IeTeNbCTBYIOT O TOM, YTO MpobIeMa CHHEeCTesUM WIN
MHTEPMOJIa/IbHBIX B3aMIMOJIEIICTBIIL B 60JIee MIMPOKOM
CMBIC/IE CONIPUKACAETCS C TAKMMM IMI0OATbHBIMU MPO-
61eMaMyl HayYHOTO 3HAaHMUSA, KaK SA3BIK M MBIIUIEHNE,
pasyM ¥ sMoLuy, IpobneMoil HaydeHNs B LieJIoM. DTn
JaHHbIe TOBOPAT O TOM, YTO CMHECTe3Us OCHOBaHa Ha
00IIIeCeHCOPHBIX U MY/IbTUCEHCOPHBIX MeXaHU3MaX,
OPUCYIIMX TAKXKe ¥ HeCMHeCTeTNYeCKOMY BOCIpHA-
TUIO, TO €CTb ABJIAETCSA MPOSAB/IEHMEM He TOIbKO CeH-
COPHOI1 JIeATeNbHOCTY, HO B PABHOJ CTEIIeH! ¥ KOTHU-
tusHoi (Marks, 1978, 1987).

[To-BuaMMOMY, CHOCOOHOCTb 4elOBeKa BBITEIATH
CMBICIT M3 TIPEIbABIAEMONl eMy PasHOPOLHOI MHOP-
MallMy, COOTHOCUTDL IIOPOJ cCaMble JajeKue IO CeH-
COPHO-TIEPLENTUBHBIM XapaKTePUCTUKAM OOBEKTHI
U JIKUT B OCHOBE CIOCOOHOCTYM K MHTEpPMOHA/IbHOI
MHTETPAIVM M TECHO COIIPUKACALTCA € MpobieMoit pop-
MUpOBaHuUA «obpasa Mypa» B IjefToM. VIMEHHO CUHTe-
TUYECKUIL U 1[eJIOCTHBIN XapaKTep TaKOro KOHCTPYKTa,
Kak 06pa3s Mypa, H03BOJIAET HaM C €T0 IIOMOIIbI0 OTBe-
TUTDb Ha BOIPOC O TOM, 4TO >Ke 0becIiednBaeT CHHTE3
9yBCTBEHHOTO 00pasa 13 Xaoca OTHEeIbHBIX OLYIeHNT
(CmupHOB, 1983).

B KOTHMTUBHOI Hayke B TedyeHHUe MAeCATUNETHI
OBUIO OOIIEIIPMHATBIM ITIONOXKEHME, YTO He MOJaTbHO-
crenmduueckne, a aMOfjalIbHbIe peIpe3eHTallN JIeXar

Synesthesia: a phenomenon
or cognitive mechanism?

Yelena A. Lupenko, Moscow State University
of Psychology and Education (Moscaow,
Russia), elena-lupenko@yandex.ru

he article is devoted to the concept

of synesthesia as a certain specific
mechanism of categorization, which has
a definite internal non-modal structure
that organizes images of objects of the world and forms
the subjective space of the individual. This type of
synesthesia is inherent in all people without exception
and is not any specific ability. Such synesthesia is a global
process, associated with semantic structures, is universal
in nature, which can manifest itself in such more
particular phenomena as the formation of synesthetic
metaphors. An experimental study was conducted
on the comparison of multimodal objects, the results
of which indicate the early genetic and microgenetic
nature of the mechanisms for finding correspondence
on the basis of emotional generalization and confirm the
understanding of synesthesia as a cognitive mechanism
that includes the processes of early semantic processing
and categorization. m
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B ocHoBe 3HaHud (Barsalou et al., 2005). CormacHo amo-
[a/IbHOJ TeOpUY 3HAHU, IpU TIpeobpasoBaHmuy MHGOP-
Maluy B CUCTEeMY IOHATHI VICXOf{Hasi MOfIa/IbHO-CIIeII N -
¢uyeckas MHPOPMALVISL He CTAHOBUTCS aKTUBHOIL. Boree
TOTO, OHa He HY>XHa /111 3Toro. lJeHTpanbHyI0 poyb B KOT-
HUTUBHBIX JISICTBUAX UTPAIOT aMOJa/IbHbIE KOJBL.

[TpuHIMONATPHO BaXXHBIM ABISAETCS TOT (aKT,
YTO MEXaHM3Mbl aMOJJa/IbHOTO BOCIIPUATHUA M MHTEP-
CEHCOPHOTO B3aVIMOJEVICTBUA IIpefCTaB/IeHbl Y)Ke Ha
CaMbIX paHHMX 9Tanax oHToreHesa (CeprueHko, 1998;
Maurer, 1993). OT poxpeHus y MIaJeHLeB Cylie-
CTBYIOT CUCTEMBI pellpe3eHTalliM, KOTOpble I03BO-
JIAI0T O00DBefUHATb CTUMY/IBl Pa3HOM MOZANbHOCTU
U OCYILECTB/IATh KPOCCMOZAIbHbIE IIEPEHOCHI C OJHOM
MOJJa/IbHOCTY Ha [PYIyI. DTO BO3MOXHO Oraropaps
CYILeCTBOBaHMIO Ooree 0OLINX, 6a30BbIX Hecrenudu-
YeCKIX NpoLeccoB. TakuM 06pa3oM, HAXORUT IOATBEP-
JKIeHVe Vjes M3Haua/JbHOM BPOXKJEHHON IIeIOCTHO-
CTM, MHTETPUPOBAHHOCTY CEHCOPHBIX CUCTeM, 6a30BOII
aMOJATIbHOCTY. DTO, MO-BUAUMOMY, MMeeT OOJIbLIYIO
11e71ecO0OPasHOCTD: IPOMCXORUT HellpepbIBHOE HAKOII-
JIeHNe HeCTelM(pUIecKUX «TUIMYHBIX» IpefCcTaBlIe-
HUI, HOPOX/IAIOMINX «MHTETPATUBHYIO KAPTUHY MUpPa»
UL BabHEIIero feTalbHOTO, MOANIbHO-CIIeluduye-
CKOT'O OTIMCAHMS.

bnmskyro Touky spenma BpicKasbiBaeT Y. Haiicep
(Haricep, 1981). OH roBOpUT O CYLeCTBOBAaHMU BpPO-
JKICHHBIX Ha4ajbHBIX KOTHUTMBHBIX CXeM 00paboTKu
«OTIbITA OOIeHMsA» ¢ 00beKTaMy («aHTULUIMPYIOLINX
cXeM»), KOTOpble MOZVGUIMPYIOTCS, U3MEHAIOTCS
B IIpollecce KOTHUTVBHOTO Pa3BUTHUSA, HO NOJKHBI
OBITD IIpefICTaB/ICHbI I3HAYA/IBbHO.

Taxym 06pa3oM, cUCTeMbl, 00ecIeYMBaIoIye MUHI-
MaJIbHBI YpOBeHb auddepeHImaIm: Xopouo-Ioxo,
npubnmxenue-usberanne, GopMUPYIOTCI yXe Ha
CaMbIX paHHMX 3TallaX OHTOTeHe3a. JleliCTBUTENbHO,
ecmu CYOBeKT CTAIKMBAETCA C HEKMM OODBEKTOM, TO
caMble IIpOCTeilllye OIyIIeHUs, OHM >K€ SMOIUN,
OPUEHTHUPYIOLYie €r0 B MMpe, 3aKTIYaTCA B TOM,
BBI3BIBAET /I 3TOT OOBEKT YLOBOIBCTBUE MU HEYHO-
BOJIbCTBME, HACKOJIbKO CM/IBHO STO OIIyILIeHNe, M KaK
OBICTPO M3MEHAETCS 3TO BO3JEIICTBHE.

B Hacrosmiee BpeMs HaOIIOaeTcs BO3POXKEHUE
uHTepeca K apdexraM ceMaHTUYECKO U CHHECTeTH-
YeCKOJI KOHTPYSHTHOCTY NIPY MY/IBTICEHCOPHOI 06pa-
6oTke nHbopMaruy. CeMaHTUYECKast KOHTPYSHTHOCTD
OOBIYHO OTHOCUTCS K T€M CUTYaLUAM, KOIa CTUMY/IbI
COBIIQJIAIOT J/IM HECOBMIAJAIOT C TOYKM 3PEeHUA M[eH-
TUYHOCTY MX 3HaYeHusA. B Hayke cTaHOBUTCA NOIYAp-
HBIM yTBEpKJEHUe, YTO CTUMYJIbI, KOTOpbIe ABJISIOTCS
CeMaHTUYeCKY KOHIPY3HTHBIMM, CKOpee BCero OymyT
CBSI3aHbI, COOTHOCVIMBI TP X BOCIPUATUIN.

Emé V.M. CedeHOB NpefIONnoXul, YTO MOKa3aHNUA
PasHBIX OpPTraHOB YYBCTB, HECMOTPsS Ha OCOOEHHOCTH
«s3BIKa K@XXAOIO 13 HUX, MOTYT OTOOpakaTb OfUH
Y TOT >Ke 0O'BEeKT U OBITh 110 CMBICTTY PABHO3HAYHBIMII»
(Ceuenos, 1948).

Hannune «TeIbIX» U «XOMOTHBIX» IIBETOBBIX TOHOB,
«BBICOKMX» U «HU3KIX» 3BYKOB CBUJIETETIbCTBYIOT O TOM,
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HACKOJIBKO 9aCTO ¥ €CTeCTBEHHO OIMCHIBAIOTCS OIYIIe-
HMS OFHOJ MOJAJIbHOCTH IIPY TIOMOIIY XapaKTePUCTUK,
3aMIMCTBOBaHHBIX, Ka3a/I0Ch OBbI, Y3 COBCEM JPYyroil. ITO
3a(MIKCUPOBAHO B YCTOMYMBBIX PEYEBBIX BBIPKEHUIX,
MeTadopax, IMOHATHBIX BceM. [lomo6HOe ommcanue
OLLYLLEHNI1 OJJHOJ MOJA/IbHOCTY Ha A3bIKE IPYroi — He
CIy4aitHble U300peTeHNsA II0ITOB, a OTPAXKEHME B SA3BIKE
CEHCOPHOTO ¥ CHHECTeTUYECKOTO OIIBITA. TeIlIbIM,
XONOJHBIM, CWIbHBIM, SHEPIMUYHBIM, CBET/IBIM MOXET
OBITH VI 1IBET ¥ 3BYYaHUE U CaMU SMOLIMIL.

OmymieHne TaKMX KauecTB, KaK XOMOHOE — TEIJIOE,
JIETKOE — TSYKENoe, CUIbHOE — C1aboe, CBETIOE — TEM-
HOe ¥ [Ip., TAaKUM 00pa3oM, HOCUT MHTEPMOJAIbHBIN
xapakrep. IIpu 3TOM MAEHTHYHble KadecTBa Pa3HBIX
MOJa/IbHOCTEN CEHCOPHO He OLIYIIAIOTCH, a BOSHUKAET
CYOBeKTMBHOE 9KCIIPECCUBHOE BIIEYAT/IeHME CXOLCTBA
IIpY OJJHOBPEMEHHOM BOCIIPUSTUY CEHCOPHBIX pasin-
YU TaHHBIX MOMIa/TbHOCTEIN.

BocripusiTie 06beKTa OIHOI MOIATBHOCTM Hajie-
NIAeTCs OIpefie/IeHHOM 5MOLMOHANIbHO-CMBICTIOBOI
HarpysKoit, cuMBOMMKoIL. Ilogo6HOro >Xe poia oljeHkKa
CKJIa[IbIBAEeTCs B IIpOIlecce BOCHPUATUS 0ODBeKTa Jpy-
rolii MOJa/IbHOCTU. VIMEHHO pe3ynbTaTOM HEOCO3HaH-
HOTO YIIOROO/IeHNUs 4Yepe3 OOLIHOCTb TAKUX OLIEHOK
SIBsSIeTCS BO3HMKHOBEHME CBs3el, COOTBETCTBUI
MeXJy 00beKTaMyu pasHbBIX MOJANbHOCTeN. MOXHO,
[IO-BUJJUMOMY, TOBOPUTb 00 €IVHOM TeHesVce ITHX
COOTBETCTBUII — ONOCPEJOBAHHOCTb aMouueir. Ilo
mueHuio C.B. KpaBkoBa, 3T0 ecTb BpOX/ieHHast CIOCO0-
HOCTb 4yenoBeueckoit cuxuku (Kpaskos, 1948).

Yapnbs Ocryn, aBTOp M3BECTHON METOAMKM CEMaH-
TdecKoro auddepeHimana, He CTaBUI CBOEJT Lie/IbI0
UCCTIeOBaHMe CMHECTE3UH, OH IIPUHAT €€ KaK aKCHOMY.
Wccneposanua Y. Ocrypa, a Takke pAfa Y4YeHBIX
(E.IO. AprembeBoii, B.®.Ilerpenko, H.A.Pycunoii,
A.M.9tknupaa, I1.B. IupuimHa), paboraBmnx BCref
3a HUM B pycC/le ICUXOCEMaHTMYeCKUX MCCIeNoBa-
HUII, IPUIIM K BBIBOAY O CYI[€CTBOBAHMM HEKOETO
o0b1ero MexaHusMa KOfMpoOBaHMA MHOpManmu mumm
MeXaHM3Ma KaTeropusalui, KOTOPBIN ABAAETCA YHU-
BepCaNbHbIM [ JIIOfell PasIMYHBIX KyIbTyp, TO/a
U BO3pacTa, KOTOPBIIl MIO3BOJIAET COOTHOCUTDH Pas3HO-
MOJja/IbHbIe CTUMY/IBI MEXAY cOOO0I U JIEXKUT B OCHOBE
L[eTOCTHOCTU obpasa Mupa. ITomumo ¢usmueckux
XapaKTepUCTUK CTUMYNOB (MOfaabHO-cIenudude-
CKVIX) 9TOT MEXaHM3M BBIfIe/IsIeT B HUX YHUBEPCa/IbHbIE
«paxrops! onenkn» (Ocryn, Cycu, Tannen6aym, 1972;
SupmyH, 2001), KOTOpble CTAHOBATCS 9/IeMEHTaMIU
«sI3bIKa», KOJIOM 3TOTO CIIOCO0a KaTeropu3ariiin.

Tpu 0CHOBHBIE 9MOIVIOHATIbHBIE OIIIO3VUIINI — IIPU-
SITHO—HENPUATHO, CUIBHO-C/Tab0, aKTMBHO-IACCUBHO
(nnu BceM m3BecTHBIe OCTyRoBcKue pakTopbl OueHka,
Cuna u AKTMBHOCTbB), KOTOPble B KadeCTBE 3MOIIVO-
HaJIbHBIX OLIEHOK MMIUIMIIUTHO MPUCYTCTBYIOT B KaXK-
[OM IEepLENTUBHOM aKTe, ABIAKIOTCA, IO-BUAMMOMY,
OTp@XEHUEM B CEMAaHTMYECKUX CTPYKTypax oOmmux
MIPU3HAKOB MM XapaKTePUCTUK BCEX OIYLeHMIA.

B TakoM cnydae peyub upieT 0 BKIIOYEHUM CUHECTe3UN
B 60JIee IMIMPOKNUIT KOHTEKCT HayqHOro usydenus. OHa
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Puc. 1. CeMaHTuYeckune npodunu My3blKanbHbIX,
rpaduyeckmx 1 BepbanbHbIX CTUMY/IOB, CBA3AHHbIX
C 3MOLMOHaNbHbIM COCTOAHMEM «PaoCTb»

Fig. 1. Semantic profiles of music, raphic and verbal
stimili related to the emotional state of joy

MOXKET paccMaTpuBarbcsA Kak (opma My MexaHU3M
BHEMOJJQ/IbHOJI KaTerOpM3aLuy OLIYILIeHNI, MoyJae-
MBIX OT Pa3HBIX OpTaHOB YYBCTB, KaK Hekas crenudu-
YecKash Pa3sHOBUJHOCTb KOTHUTMBHOI CIIOCOOHOCTH.
IT0 yTBepXKAeHME, KOTOPOe MOXKHO IPOBEPUTDH 3IKC-
NEePUMEHTAIbHO, TOBOPUT B NO/b3y TOro (akTa, 4TO
CIIOCOOHOCTh K MHTEPMOJANIBHBIM B3aMMOJIEVICTBISIM,
B OT/IM4Me OT (eHOMEHA PeajbHOTO «COOIYILNEHMsI»,
IPUCYIIIa OIBITY II000TO YeoBeKa.

B Hammx mccrenoBaHMAX ObIIO IIOKasaHO Cylile-
CTBOBaHMe (PEeHOMEHA MHTEPMOJANbHOTO CXOLCTBA,
CBSI3aHHOTO C MpOIieccaMu Kareropmsanuu u 0606-
meHusi. Bpiio mokasaHo (Ha Marepmasie COBepIIEHHO
PasIMYHBIX MHTEPMOJANBHBIX COIOCTABIEHUIL: IIBET
U TeoMeTpudeckass ¢opma, My3bIKaJbHbIe OTPBIBKI,
rpaduyeckre pUCYHKM M BepOanbHble 0003HA4YeHMs),
YTO MpPU COMOCTABIEHUM OOBEKTOB PAa3HON MOJAib-
HOCTM YeJIOBEK ONepypyeT He UX MOJaIbHO-CIeI-
¢bugeckuMM XapaKTepUCTUKaMy, a OOLIMMY I 9TUX
00BEKTOB KAaTETOPUAMM, UMEIOIIMMM SMOLIVIOHATbHYIO
OCHOBY. [IpuyeM B KaTeropuio Ipu 3TOM BXOAAT 9KBU-
BaJIeHTHbIe 0OBEKTBI, BHISBIBAIOIIME OFHY U TY K€ UK
CXOJHYI0 SMOLMOHAIBHYI0 peakuuio (JIynenxko, 2008).

PasHble cTuMynbl (rapMOHMYHbIE COYETAHMs LIBeTa
U GOpMBI; MY3bIKaIbHbIE OTPBIBKM, MORYIUPYIOLIVE
Ty WIM VHYIO 5MOLMIO, PUCYHKM STUX MY3BIKQJIbHBIX
OTPBIBKOB, @ TaKXe PUCYHKM COOTBETCTBYIOLIMX 9MO-
uuit u BepOanbHble 0603HAYEHNS ITUX IMOLMIT) OBUIN
HOJIBEPTHYTBbl OLleHKe II0 OFHVMM JM TeM J>Xe LIKajaM
ceMaHTU4YecKoro muddepennyana. B pesynbrate Mbl
HOJTYYMIN CeMaHTU4ecKue POdIUIN pa3HbIX 0O BEKTOB,
KOTOpBbIe MO0 COYETAIOTCS MEXAY c000i1 (IeprenTus-
Hasi TapMOHU), MO0 M3HAYANTBHO OOMAIAl0T CXOIHBIM
9MOLIOHA/IBHBIM COfiep>KaHyeM. IlomydeHHble ceMaH-

TH4YecKye Mpoduau Takux oObeKTOB OKa3aaucCh CXOf-
HBIMM MeXJy cO60I1.

TapMOHMYHO TO, YTO CXOHO Ha ITYOMHHOM YPOBHE,
roe pasHooOpasHble 0OBEKTH B3aMMOCOOTHOCSTCS
Yl OPraHM3YIOTCS B €AVHYIO CTPYKTYpy. B manHOM ciy-
Yae B TADMOHMYHOE COUeTaHMe OOBENMHSINCD Te [[BETA
U reoMeTpudeckue Gpopmbl, KOTOpPbIE VMM Hanubomb-
IIee CEMaHTUYECKOe CXOMICTBO.

AHastornyssle IpodUIN Mbl OTYIWIN M BO BTOPOIL
CepMu KCIIEPUMEHTOB Ha KaYeCTBEHHO MHOM, OCMBIC/IEH-
HOM Marepuase, ¥ BKIIOYAIONINM, TIOMUMO 3PUTENbHBIX,
cryxoBble 1 BepbabHble cTyMy/bl. CeMaHTIIeCKue [Ipo-
I My3BIKaIBHBIX OTPBIBKOB, PUCYHKOB ¥ BEPOATBHBIX
0603HaYeHMIT, BK/TIOYAKOIIMX B CEO5I OIHO Y TO YK€ IMOLIAO-
Ha/IbHOE COMEP’KAHMNE, TAK)Ke OKA3aMUCh ONMUSKUMM WK
HOYTY VJJEHTMYHBIMY, YTO CBUJETENbCTBYET O CEMaHTH-
YeCKOI O/IM30CTH COMOCTABIsIEMBIX 00beKTOB (cM. puc.1).

CXOICTBO CEMAaHTUYECKVX OL[EHOK, IIOTyYeHHbIX 110
BCeM TpyIIIaM COIIOCTAB/SIEMBIX CTMMYJIOB, IIOATBEp-
JKTAETCS TAHHBIMY KOPPEJIAIIMOHHOTO aHa/TN3a.

CrenoBaTeIbHO, CXONHbIE OOBEKTHI OOBENMHAIOTCSA
He 110 ¢pusnueckuM (MOFAIbHO-CIIel(pUIeCcKIM) Xapak-
TEPUCTUKAM, & MO CBOWCTBAM, HOCAIMM aMOJAIbHbIN
XapakKTep, MMEIOIIM 5MOLVIOHAIBHYI0 OCHOBY I OTpa-
JKEHHBIM Ha YPOBHE SI3bIKa B BIJi€ SMOL[VIOHA/IbHO-OLe-
HOYHBIX KaTeropuii. B JaHHOM ciydae Hanboree 3Ha4M-
MbIMJ [IPY BOCHIPVISITUM M COIIOCTAB/IEHMY M3Y4aeMbIX
00BEKTOB OKa3bIBAIOTCA HE HEMOCPENCTBEHHO BOCIPU-
HIUMaeMble CBOJICTBa, a O0lljee BIIEYaT/IeHME, KOTOPOE
IEeTEPMUHUPOBAHO SMOIMOHATIBHO.

[lanee OBIZIO MPOBENEHO €I ONHO UCCIENOBAHME
(JIynenxo, Koponbkosa, 2014, 2016), rne comocrasisi-
JIUCB Te YK€ PUCYHKY, BHIPAXKAIOLINE Ty VI MHYIO 3MO-
1110, BepOanbHble 0003HAYEHNSI ITUX IMOLIMIL, A TAKXKe
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OLIEHOK BblpareHHOCTU 3IMOLMM Ha PUCYHKaX 3MO-
LINOHANbHOr0 COCTOAHMA «FHEB» U «PafoCTb»
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Fig. 2. Means and standard errors of estimates of
emotion expressivity in pictures with the emotional
states of anger and joy

M300paXkeHNs JIMLIA YeTOBeKa, BBIPAXKAIOIEro Ty MIN
MHYI0 3MoLyIo (6bUIM MCIONb30BaHbI 9KCIIPEeCCUBHbIE
nmuna us 6asel POFA (Ekman, 1993)). Onniiem ganHoe
uccnenoBanme 6osee MogpoOHO.

Ilepen HavyanoM uccnefoBaHuA JaBanach UHCTPYK-
LM, Mpefaarapllasg paccMOTPeTb PUCYHOK U Olle-
HUTD 10 ceMMOanbHOI IIKame, HACKOIbKO OH BBIpa-
JKaeT Ty SMOLIMIO, Ha3BaHMe VJIM IHULeBasd 9KCIIpeccus
KOTOPOJI Tak)Xe NpefbsabaAnach. CodeTaHua pUCYH-
KOB, BepOanpHbIX 0003HAUYEHUIT 3MOLMIT U IKCIpec-
CUBHBIX NI, OBUIM PeleBaHTHBIMU VI KOHTPY3HT-
HBIMMU C TOYKM 3pEHMA SMOLMOHAJIBHOTO COflepKaHusA
U Hepe/leBaHTHBIMU.

B uccnenosanuy yqactBoBanu 123 yenosexa (104 x.,
19 m.; BospacT 17—50 et, M = 24): 1 cepus — 54 4en;
2 cepua — 28 4den.; 3 cepusa — 41 den.

B mepBoit cepun Ha 3KpaHe IOC/IENOBATEIbBHO IKC-
HOHVPOBAINCh PUKCALMOHHBIA KpecT (1 ¢); pucyHOK
(2 ¢); mycroit axpan (500 mc); akcpeccus miua (2 ¢);
mycroit axpaH (200 mc). CraBuaach 3ajiaya OLeHUTD II0
ceMM6a/IbHOI LIIKasle, HACKOIBKO PUCYHOK BBIpakaeT
9MOLMIO, BBIpaXKeHHYI0 Ha muije. Kaxxpoe 13 34 n3obpa-
SKEHUI NIPEeIbABIIANOCh B Iape ¢ KAKAOM 13 4 sMouuin
(pamoctb, THEB, IIeYasIb, CIIOKOVICTBIE), YTO COCTABJISIIO
136 npo6. [Topsamox npo6 Obl1 crydaitHpIM. [JonomHm-
TeJIbHO PErucTpUpOBaTOCh BpeMsA OTBeTa B KaXKJoil
npobe (110 HakaTHIO KIaBMIIM «IIpoben»). Bropas
cepusA OTIMYAIAch OT NMEPBOIL Te€M, YTO PUCYHOK U 3KC-
ImpeccusA 9KCIoHMpoBanuch Ha 30 Mc. B TpeTbeit cepun
BpeMA SKCHo3uuum Taxxke cocrasirsano 30 mc, a fio
U TIOC/Ie 3KCIPECCUBHOIO JIMILA JeMOHCTPUpPOBanach
IyMoBas yepHo-6ermast Macka (500 Mc).

PesynbraThl IpOBeIEHHOTO MCCIENOBaHUA CBUJE-
TEIbCTBYIOT O TOM, YTO COKpallleHJieé BpeMEHMU 3KCIIO-
sunuu 1o 30 Mc, a Takke 10 30 MC C UCITOTb30BaHMEM
MacKy (Ipunoporosas 3afiada) He MeHsAET Pe3y/IbTaToB
conocrasnenns (puc. 2).
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B ycmoBusx oTcyTCTBMS BpeMeHM I (GOpMMPO-
BaHMsS IpefMeTHOro obpasa (pacrmosHaBaHUS TOTO,
4TO M300Pa’KEHO HA PUCYHKE) M YeTKOTO BOCIIPUATHS
9KCIPECCUM Ha JINIIe UCIbITyeMble BBIIIOIHSIOT 3a/jady
COIIOCTAB/IEHNSI Ha TOM K€ YPOBHE YCIILIHOCTHU, UTO
1 B TIEPBOJI CEpUM 3KCIIEPMMEHTA C 9KCIIO3ULMEN B 2 C,
T.€. HanOoJIblIIee YMCIIO UCIIBITYEMBIX IIPABIIBHO COIIO-
CTaBJLAIOT MAPbl PUCYHOK — 3KCIIPECCHsi, HECMOTPsI Ha
TO, YTO II0 YCTIOBMSAM 3KCIEPMMEHTA Ha/lMdKe OffHOI
U TOJT >Ke SMOLMM B PUCYHKEe U Ha jIuIie 3afIaHO JIMIIb
BEpPOATHOCTHO.

[ToyueHHbIe pe3y/IbTaThl MOTYT CBUIETENBCTBO-
BaTb O PaHHEN T€HETUMYECKOM M MUKDPOIEHETUYEeCKON
IpUpOfie MEXaHM3MOB HAXOX[EHMs COOTBETCTBUS Ha
OCHOBE 3MOLIMOHAJIBHOIO OOOOLIEHMSA U HAT OCHO-
BaHMe MPeANONIOKNTb Ha/IN4ue OHOTO U TOTO Xe KOT-
HUTMBHOTO MeXaHM3Ma, KOTOPBIl IIPUCYTCTBYeT IpK
COIIOCTaB/IeHN ! 06 BEKTOB TI060ro THIA.

CemaHTnueckass ob6paboTka, TakuM o6pasom,
SBJISIETCSL He 3aBepLIAIOIUM 9TarmoM (HOPMUPOBAHMs
06pasa, a IpefLIeCTBYeT MY, TO €CTb IIPOUCXOMUT yXKe
Ha CaMbIX PaHHUX dTarax BocupusaTus (BemnakoBckuii,
1982; Polich, Donchin, 1989; Wolts, 1996). BepositHo,
MUKpOTeHe3y TepLEeNTUBHBIX KaTeropuil COOTBET-
CTByeT MMKporeHe3 3HaudeHus (Bemmuxosckuii, 1982).
MOXXHO CKa3aTb, YTO MOJANbHOCTb TOTO WMIM MHOTO
BO3[lelicTBUA (OTHECEHHOCTb €r0 K 3PEeHMUI0, CIYXy
U T.Ji.) He SIB/IAETCS UCXOIHBIM MOMEHTOM BOCIIPUATHSA
(BenmmukoBckuii, 1982). BrieyarnieHue 0 COOTHECEHHO-
cT o6pasa ¢ HEKOTOPBIMU 6a30BBIMM KaTETOPUIMMU
BO3HMKAeT BO BpeMeHN paHblile, YeM 3HaHNUE O TOM,
C TIOMOII[IO 4eTO BOCIPUHAT 00bEKT.

BbiBoapi:
1) Ha ocHOBe NpOBefeHHBIX 3KCIIEPUMEHTOB ¥ WX
peBYIIbTaTOB HOJITBCP)KI_[CHO IIOHMMaHNUEe CUHECTE3Un
KaK KOTHUTUBHOI'O ME€XaHI3Ma, BK/IIOYAIOIIETO B ce6;1



IPOIIECCHI PaHHE CeMaHTUYeCKOit 0OpaboTKM U KaTe-
TOpU3aLUN.

2) B ocHOBe 01HOTO U3 CIIOCOOOB CBA3bIBaHMSA BII€YAT-
JIEHVII pa3HOl MOJA/IbHOCTY JIKUT NEPEHOC 3HAYEHNA,
0011ero KOTHUTMBHOTO pedepeHTa STUX BIIeYaTIeHMl,
C TIOMOIIBI0 KOTOPOTO MPOUCXOMUT 000061eHNe 1 KaTe-
ropusalyis Hoy4aeMoli OpraHaMi YyBCTB MHPOpMALNL.

3) Ilpu comocTaBneHUN 0OBEKTOB PA3HOI MOJIA/IBHO-
CTY YeNOBEK OIepUpyeT He MX MOHaIbHO-CIenuduye-
CKMMM XapaKTEPUCTUKAMH, 2 SHAYEHNSIMM ITUX OO BEKTOB.

4) MOXXHO TPEeANONOXKUTh, YTO MHTEPMOMAIbHOE
B3aMMOJIe/ICTBUE, B OCHOBE KOTOPOIO JIeKUT KOI-

Nuteparypa

Anekcanppos I0.JI. Om amoyuil k cosnanuro // Icuxonozus
meopuecmea: wikona A.A. Ilonomapesa / noo peo. J1.B.
Yuwaxosa. M.: M30-s0 V11 PAH, 2006.

Anoxun ILK. M36pannvie mpyov. Dunocopckue acnexmo.
meopuu PyHKuuoHANLHOL cucmempt. M.: V30-60 «Ha-
yKa», 1978.

AprembeBa E.JO. OcHosvr ncuxonoeuu cyb6vexmuenoii ce-
maumuxu / Iloo ped. VM.Bb. Xanunoii. M.: Hayxa;
Cmoicn, 1999.

Bayap T. Ilcuxuueckoe pazsumue mnadenya. M.: IIpoepecc,
1979.

BemnuxoBckuit b.M. Cospemennass kozHUmMueHasL NCUX0n02UA.
M.: M30-80 MI'Y, 1982.

Tu6con K. Sxonoeuneckuti n00X00 K 3pUmenvHoMy 80CHPUS-
muto. M.: IIpozpecc, 1988.

Kpaskos C.B. Bsaumodeticmeue opzaros uyscme. M.: V30-60
AH CCCB, 1948.

Jlynenko E.A. Ilcuxonoeuueckas npupooa uHmepmoOasno-
HOUl obugHOCMU oulywienuti. Asmoped. ouc. ...KaHo.
ncuxon. Hayx. M., 2008.

Jlynenko E.A., KoponbkoBa O.A. Mnmepmodanvroe cono-
cmasnenue 005eKMos ¢ IMOUUOHATILHOIM COOEPHAHU-
em // Ecmecmeenno-HayHbiii n00X00 8 COBpeMeHHOT
ncuxonoeuu / Oms. ped. B.A. Bapabanujuxos. M.:
M30-60 MII PAH, 2014. C. 426-433.

Jlynenxo E.A., Koponbkosa O.A. Omoyuonanvroe 0606uierue
Kax KoeHumueHviil mexarusm. // Cedomas Mexcoynap.
KoHgep. no koenumueHoti nayxe. Ceemmuozopck, 20-24
utons 2016 / Ome. peo. FO.J. Anexcandpos, K.B. Ano-
xun M.: M30-60 VII PAH, 2016. C. 398-399.

Jypust A. P. Manenvkas xuusxcka o 6onvuioti namamu. M.: V3-
damenvcmeo MI'Y; 1980.

Haiicep V. Ilosnanue u peanvHocmv: cMbLCIL U NPUHUUNDL KO2-
HumusHoi ncuxonozuu. M., 1981.

Ocryn 4., Cycn [Ix., TaHHeH6ayM I1. I[Ipunoserue memoouxu
cemanmuueckozo Ouddepenyuana x uccned08aHusm
no acmemuxke u cmexcHvim npobnemam // Cemuomuka
u uckyccmeomempust. M.: Mup, 1972. C. 278-297.

ITerpenko B.D. Ilcuxocemanmuka cosnanus. M.: V30-80
MI'Y; 1988.

HUTUBHBIT MeXaHU3M 0000IeHNs, KaTeropusalum,
MOJKET MCIIONIb30BaThCA [JIA OLIEHKU U CTPYKTYpUPO-
BaHUA BCeX NCUXMYECKUX ABJICHUIL, YTO TpeOyeT CBO-
€T0 JJOTIOIHUTENbHOTO U3YYEeHMU .

5) CuHecTe3us MM MHTEPMOMATIbHOE B3aMMOeN-
CTBUE B IIMPOKOM CMBICTIE CTIOBA MMEET CYIeCTBEHHOE
3HaYeHle IOMIMO CaMOT0 SIBJIEHN I, KaK TAKOBOTO, IS
U3Y4eHMsI MeXaHU3MOB, COITPOBOXKIAIOI VX KOTHUTUB-
HYIO eATeTbHOCTDb Ye/I0BEKa B I1€7IOM, B TOM YMCIIe I
U3Y4eHUs BOCIPUATUSA, BOSHUKHOBEHNUA U 3BOTIOLNA
A3bIKa, MOHMMAHUA TaKUX TPYAHBIX (PEeHOMEHOB, Kak
abCTpakTHOe MbllUIeHMe, MeTadopa. B

Pycuna H.A. Cemanmuueckue npedcmasnenus o cé0icmeax
pasHoMo0anvHvlx 00vexmos. // Becmu. Mock. yH-ma.
Cep. 14. Ilcuxonozus, 1982, Ne3. C. 26-38.

Cepruenxo E.A. Porv panHezo 3pumenvozo onvima 6 pazeumuu
UHMEPCEHCOPHO20 83AUMOOELICINBUS 8 PAHHEM OHIOozeHe-
3e uernosexa. // MeHmanvHas penpeseHmayus: OUHAMUKa
u cmpyxmypa M.: V30-60 VT PAH, 1998. C. 163-198.

CmupuoB C.J. ITouamue «o6pas mupa» u ezo 3HaueHue 01
ncuxonozuu nosnasamenviovlx npoveccos. // A.H. Jle-
OHmMbes U cospementas ncuxonozus. M., 1983.

CwmupuoB C.JI. ITcuxonoeus obpasa: npobnema axmueHocmu
uenogeueckozo ompaxcenus. M.: [30-60 MI'Y, 1985.

IrkuHp A.M. Onoim meopemuueckoil unmepnpemayuu ce-
manmuueckoeo Oougppepenyuana // Bonp. ncuxon.
1979, Nel. C.17-27.

Anpmmn I1.B. cuxocemanmuueckuil ananu3 kamezopusayuu
usema 6 cmpykmype co3Hanus cybvexma. / Aemoped.
oucc. ... 0okmopa ncuxon. Hayk. M, 2001.

Damasio A.R. Emotion in the perspective of an integrated
nervous system // Brain Research Reviews. Vol. 26. P.
83—86, 1998.

Ekman P. Pictures of facial affect. Oakland, CA: Paul Ekman, 1993.

Barsalou L.W., Barbey A.K., Simmons W.K. & Santos A.
Emlodiment in Religions Knowledge. // Journal of
Cognition and Culture. 5. 1-2. Koninklijke Brill NV,
Leiden, 2005.

Marks L. E. The Unity of the Senses. Interrelations among the
Modalities.: Academic Press, - New York, San Francisco,
London, 1978.

Marks L.E. On cross-modal similarity: perceiving temporal
patterns by hearing, touch and vision // Perception &
Psychophysics. 1987. Vol. 42, N3, p. 250-256.

Polich J., Donchin E.P. 300 and the word frequency effect //
Electroencephalography & Clin. Neurophysiology. Vol.
70 (1). P. 33-45, 1989.

Werner H. Comparative psychology of mental development.
New York: International Press, 1973.

Wolts D. Perceptual and conceptual priming in a semantic
reprocessing task // Memory and Cognition. Vol. 24 (4).
P 429-441. 1996.

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CI/IJJ,ODOB-D,ODCO 1 25



AnacTtacua ManbiweBcKan
Anastasia Malyshevskaya

[pocTpaHCcTBEHHOE 3
KapTMpoBaHWe BPeMeHHOW
CEMaHTUKN

AHacTtacma ManbllweBcKasd, Boicluana wKkona
3KOHOMUKM (MocKBa, Poccus),
asmalyshevskaya®edu.hse.ru

OJl CUHecTe3Uell JIOKaaum3aluuu

IIOC/IeOBATEIPHOCTEN TPUHATO
IIOHUMATh CHOCO6HOCTb BOCHpI/IHI/IMaTb
HEKOTOpble YIOPALOYEHHbIE MOCAeNOBATETbHOCTH
OpI‘aHI/ISOBaHHbIMI/I B HpOCTpaHCTBe. B oT/nn4me oT
Apyrux ¢GopM CUHeCTe3WM, O JAaHHOTO THUIIA HeT
YeTKMX OIMCATE/IbHBIX XapaKTePUCTUK, TAKXKe KakK
U KpUTEpUEB OTHeNeHNs JaHHOTrO GeHOMeHa OT 001X
KOTHMTUBHBIX CIIOCOOHOCTEN K IPOCTPAaHCTBEHHOMY
KapTUPOBAaHMIO aOCTPAKTHBIX BEMMIMH. MBI TIPOBO-
AUM JIOHTUTIONHOE MCCIefoBaHMe Ha 49 cmydaiiHo
OTOOPAaHHBIX PYCCKOTOBOPAIINX YYaCTHUKAX C IIe/IbIO
omnpefieieHNsA 4epT NPOCTPAHCTBEHHO-BPEMEHHOI
CIHeCTe3Umn, KOTOpble MOTIIN 6bI CTaThb KpI/ITepI/IHMI/I
OTCeYEeHUA HpOCTpaHCTBeHHO—BpeMeHHI)IX CUHECTe-
TOB OT OCHOBHOJI nonynAnuyu. Ha ocHOBe JaHHBIX MbI
IPOBOJVM CPaBHUTE/IbHYIO XapaKTePUCTUKY OCOOeH-
HOCTE€l IPOCTPAHCTBEHHBIX pPeENpe3eHTalull TaKUX
(1878587011 BpeMeHI/I, KaK 4acCbl, JHU HeOennm M MecCAlbl.
Mps1 BbIZIC/IAAE€M OT/INYUTE/IbHbIC qeme CHOCO6HOCTI/I
KapTMPOBaTh BPeMsA B MPOCTPaHCTBE. MBI TaKXe BBI-
HensAeM IapaMeTphl 711 Ka4eCTBEHHOTrO aHajau3a fAaH-
HOJ CIIOCOOHOCTY M TapaMeTPHI IS €€ BepuduKannn.
HaxkoHen, MbI 06Cy>XgaeM 4YepTbl CUHECTE3UM JIOKa-
JIM3alUN TOC/IeIOBATEeIbHOCTEN, OTANYAIOI[NE €€ OT
OCTa/IbHBIX (bOpM CHeCTe3un. m
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y sequence-space synesthesia it is

customary to determine an ability to
perceive some ordinal sequences organized
in space. Unlike other forms of synesthesia,
for this type there are no clear descriptive characteristics,
as well as criteria for separating this phenomenon from
general cognitive abilities to perceive abstract quantities
in space. We conduct a longitudinal study on 49 randomly
selected russian native speakers in order to determine
features of time-space synesthesia, which could become
criteria for cutting off synaesthetes from the general
population. Based on collected data we carry out
a comparative characteristic of spatial representations of
such units of time as hours, days of the week, and months.
We highlight hallmarks of the ability to map time in space.
We also highlight parameters for a qualitative analysis
of this ability and parameters for its verification. Finally,
we discuss features of sequence-space synesthesia that
distinguish it from other forms of synesthesia.

Introduction

Sequence-space synesthesia (SSS) is an intersection
of two modalities; the ability to perceive some ordinal
sequences (letters, numbers, days, months) organized in
space in such a way that each element of the sequence
induces a sense of its specific location in particular place
in space (Price and Mentzoni, 2008). As with other types
of synesthesia, sensations can arise either “in front of the
inner eye” or in the outside world. The stimuli inducing
this type of synesthesia are cognitive constructs that
are assimilated during linguistic development of an
individual (Jonas and Jarick, 2013). This study focuses
on time-space synesthesia. In this case, various units of
time (hours, days, months, years, centuries) are localized
in space (Jonas and Jarick, 2013). A distinctive feature
of time-space synesthesia is that a sequence can move
relative to a synaesthete, or a synaesthete can move
relative to him time scheme in such a way that a desired
element will always be close to a synaesthete (Jarick,
Dixon, Stewart, et. al. 2009). Moreother, such synesthetic
representations can occurs automatically and be formed
at an early age without conscious effort (Jonas and Jarick,
2013). It is assumed that time-space synesthesia is stable
in time and can exist as long as a synesthete remembers
himself (Smilek et al., 2007). The goal of this study is
to identify features of time-space synesthesia that can
distinguish synesthetes from the general population.
For achieving this goal we conducted a longitude study
which include two stage with a difference of 9 months.



Hours

Dial Horizont. Numbers  Vertical Words Spiral Diary Stairs
axis axis
P 0,49 0,14 0,10 0,10 0,06 0,04 0,04 0,02
Days of the weak
Horizont. School Calendar Wave Spiral Figures Circle Waords
axis diary
P 0,37 0,33 0,14 0,04 0,04 0,04 0,02 0,02
Months
Circle Calendar Horizont.  Vertical Words Wave Spiral Mumbers
axis axis
P 0,39 0,24 0,18 0,04 0.0 0,02 0,02 0,02
P probahbility

Tabnumua 1. 06LMe CTaTCTUYECKME AaHHbIe, MOAYYeH-
Hble MOCPeCTBO CXEM Ha BTOPOM 3Tane MccrenoBa-
HWA: pacyeT BEPOATHOCTM MOABMEHWA ONpeaeNeHHoM
CXeMbl 1A Karaon 13 obnactein

Table 1. Summary statistics for the schemes drawn
in the second stage of the study: probability of
scheme occurrence for each domain

Methods

Participants

Data were obtained from 49 subjects (30 female)
randomly selected without any preliminary
identification of their synesthetic abilities. All
participants were between 19 and 24 years old with an
average age of 23.8 years (SD = 2.07). Participants were
recruited at the Higher School of Economics and were
students of the University.

Materials

An origin survey contained three tasks for counting time
(for hours, days of the week and months respectively)
were presented. A task text example: “Please count the
days of the week in reverse order skipping every 3 days.
Start from Thursday. Stop when you get Tuesday”.

Procedure

Both stages contained similar tests for counting time
(conditions and formulations in the tasks changed). On
both stages (with a difference of 9 months) participants
were asked to solve short tasks for counting time.
The use of any means to facilitate the account was
prohibited. After solving each task, participants were
asked to draw schemes (for hours, days of the week and
months respectively) what they had in their imagination
(provided they aroused).

After this, participants were asked to answer the
questions of a personality questionnaire. In addition,
personal conversations were held to clarify different
points from the personality questionnaire.

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OrB. pep. AB. CVIJJ,OpOB-ﬂ,OpCO

Analysis

The drawn schemes of both stages were compared
to identify potential synaesthetes having stable and
unchanged spatial localization of sequences. Spatial
representations were analyzed to identify features of
spatial mapping of time (Table 1, Fig. 1).

According to the data, 24% (12/49) reported that
they either did not have any specific schemes or did not
visualize time at all. 20% (10/49) showed intermediate
results: they used stable schemes, but not for all domains;
either relied on other schemes and were able to change
their schemes under the influence of conditions. At least
41% (20/49) showed stability of their native schemes but
could rely on another ones. 15% (7/49) showed unique
and stable schemes for each domain and did not have
another schemes. They also had unique schemes that
have no analogues in real life: spirals, horseshoes, waves
and counterclockwise movements. According to self-
reports and interviews, only 4 out of 49 participants had
other types of synesthesia.

The questionnaire contained information for each
domain to clarify the following parameters. Parameters
for verification: copying (whether a scheme is copied
from any particular analogue from real life (calendar,
phone clock, laptop clock); artificiality (whether it is
invented by a participant for a current particular task);
varijability (does the type of schemes change depending
on changing work/study places, as well as the degree
of workload of the schedule e.t.c.); analogies (whether
a scheme is unique or a participant has many schemes
for a given domain); Parameters for qualitative analysis
of schemes’ features: 2D or 3D plane; presence of words
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Mecsupbl

Months

[IHn Hepenu

Days of the week

Puc.1. Cxomue XxapaKTepUCTUKW penpe3eHTaLmu
BPEMEHU: LUKOMbHBIA OHEBHUK [ONA OHEeW Hefdenw,
Kpyr — OnS MecALeB

Fig. 1. Similar features of time representations:
a school diary for days of the week, a circle for
months

or colors; ability to zoom; a participant’s ability to move
relative to schemes or vice versa; age of occurrence;
stability of using; presence of other types of synesthesia.
A “synesthetic score” was derived from all parameters,
reflecting the severity of the synesthetic features.

Results

At least 7 participants showed traits by which they can be
diagnosed as synaesthetes. Among other characteristics,
the participants demonstrated: immutability of spatial
representations; presence of rare schemes that have no
analogues in the environment (spirals, waves, horseshoes);
movement relative to schemes, counterclockwise movement,
arrangement in three-dimensional space and others.

A “synesthetic score” was derived for all participants
based on synesthetic parameters. The score can reflect
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severity of synesthetic features. The “synesthetic score”
demonstrates a normal distribution. It is means that
ability to represent time in space is continuum and
can be observed for each member of the population.
According to the parameters for verification, 4 groups
of participants were identified: 1) non-synesthetes:
participants who do not have stable schemes or use
obvious analogues from the real world. 2) intermediate
group: participants who use stable schemes, but not
for all domains; either rely on other schemes and are
able to change their schemes under the influence of
conditions. 3) strong potential synesthetes: participants
who demonstrate unique and stable schemes for each
domain and do not have another schemes. 4) weak
potential synesthetes: participants who also have stable
schemes but: either show obvious analogues from



childhood (school diary / circle / horizontal line), or
also can rely on another schemes. Noteworthy that only
4 participants self-reported other types of synesthesia.

Conclusion

Verification parameters such as copying, artificiality,
variability and analogies were supported. They allow to
cut off people who are clearly not space-time synesthetes.
Noteworthy that these people still can demonstrate
ability to represent time in space. However, even at
the stage of initial data analysis, there were difficulties
in finding unambiguous criteria for cut-off point of
potential synesthetes from the population.

Discussion

SSS requires complete conceptual and lexical develop-
ment of an individual

Sequence-space synesthesia is different from other
types of synesthesia. We can divide all known types of
synesthesia into 3 groups. The first group can consists
of those types of synesthesia which are characterized
by pure mixture of perceptual modalities (e.g., sound-
to-color). These forms can be observed at early age,
therefore it is possible that social aspects does not
affect this features. The second group characterized by
interaction of perceptual modalities with the support
of concepts (e.g. grapheme-color synesthesia). For this
types of synesthesia, knowledge of a language is already
required (Cohen Cadosh and Henik 2006; Gevers, Imbo,
at. al. 2010). The third group based on the full conceptual
and lexical knowledge of a person (e.g. sequence-space
synesthesia).

Processing of both concrete and abstract concepts
is known to induce regular spatial biases (spatial-
conceptual mappings) (Walsh, 2003; Merritt et al., 2010).
Unlike words with concrete spatial referents, there is no
obvious perceptual reference space for time concepts. To
compensate for this deficiency, we may need to represent
words of temporal semantics by resorting to available
perceptual modalities, e.g., visual perception (Lakoft &
Johnson; 1980, Lakoff, 2008). Since SSS appears at the
age of complete conceptual and lexical development of
an individual, we can not precisely conclude this type of
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synesthesia is based on perceptual modalities. There is
a probability that relationship between time and space is
formed in childhood due to assimilation of conceptual
knowledge.

Time and space are implemented on the basis of a com-
mon neural substrate
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due to the fact that time and space are processed as
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Absence of cut-off point of synesthetes from the population

Unlike other forms of synesthesia, for this type there
are no clear criteria by which scientists can divide
synesthetes from non-synesthetes. The data showed that
members from all four groups (strong and weak potential
synesthetes, non-synesthetes, and intermediate group)
demonstrated unique schemes that have no analogues
in real life. Moreover, strong potential synesthetes also
showed such common and culture based schemes as
a dial, a circle, a school diary. It is still unclear whether
those who demonstrate spatial mapping of time in only
one domain, or only those who perceive in space all units
of time, can be diagnosed as synaesthetes. A criterion
of early occurrence also can not be reliable: the age of
SSS occurrence depends on at what age an individual
learned to navigate in time.

In summary, ability to localize time units in a specific
place in space does not have clear separation criteria
and is distributed on a continuum. Sequence space
synesthesia is probably the tail of this normal distribution
of the quality of spatio-temporal mapping. m
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BTOpaMM IpeflpUHUMAETCS MO-

IBITKA BBIABUTDH XapaKTep CBA3U
CUHECTe3UM eCTeCTBEHHOI'O Pa3BUTUA
Y PacCTPOIICTB ayTMCTUYECKOTO CIIEKTpa.
BrickaszpiBaeTcsl HMpeAIoNoXeHue, Co-
[JIACHO KOTOPOMY OCOBEHHOCTI IMITaTU
U SMOLIMOHA/IbHOTO MHTE//IEKTA U CBSI3aHHbIE C HUMU
CTIO>KHOCTM IIPM COLMANBHOM B3aMMOZENCTBUM OOB-
eIVHSAIOT 3TU [Ba QeHOMeHa. Bvutu mccrenoBanbl xa-
PaKTEepUCTUKYM SMIIATUY Y SMOLIVIOHAJIbHOTO MHTEIIEK-
Ta Y PECIIOHIEHTOB-CUHECTETOB U Y JINL], CUHeCTe3yei
He oOnajaromyx. 3HAUMMBIX OTAMYMIT MEXAY TUMU
ABYMsI TPYIIIaMU BBIABUTH He YHaloch. ABTOpaMM je-
JIaeTCs BBIBOJ, COITIACHO KOTOPOMY 3MITIaTHsI, SMOLMO-
HaJIbHBI MHTE/IEKT U CBA3aHHbIE C HUMU CIIOCOOHO-
CTM K COLIMaTbBHOMY B3aJ¥IMOJIEIICTBMIO y CIHECTETOB He
HapylIeHsl. B 3akmoueHne 06Cy)XIaTcsl 3HAYMMOCTD
HO/YYeHHBIX JAHHBIX [JIA IOHMMAaHUA CBSI3U MEXAY
CUHeCTe3Meil M pacCTPONCTBAMU ayTUCTUIECKOTO
CITeKTpa ¥ BBICKA3bIBAIOTCS IPEIIIONIOKEHUS 06 MHOM,
He CBA3aHHOM C SMIIATHEN U SMOLMOHATIbHOM MHTEN-
JIEKTOM, XapaKTepe 3TOI CBA3M.

BeepeHue:

Mbl paccMaTpuBaeM CUHECTE3UI0 e€CTeCTBEHHOTO
pasButusa (developmental synesthesia) kak omryie-
Hyie, BO3HUKAIOIee TIPU CTUMY/IALUY OFHON CEHCOp-
HO1 MOJa/JIbHOCTH, KOTOpas BBI3BIBAeT OLIYIeHIUe,
XapaKTepHOe yIs [PYroil CEeHCOPHOM MORaIbHOCTH,
PV OTCYTCTBUM B/IVSIHMSA Ha TIOCTIENHION. B cTarhsx,
HAIVICAaHHBIX B IIOCTIEAHIE TOfIBI, IIPECTAB/IeH [IOAXO,
COIJIACHO KOTOPOMY CHMHECTE3MI0 C/IefyeT CUMTATh He
IIPOCTO CEHCOPHOI 0COOGEHHOCTHIO, HO KOTHUTUBHBIM
obpasoBaHmeM (WIM KOTHUTMBHON cTparerueii). [Tpu
CHHeCTe3UV KOTHUTUBHBIE I CEHCOPHBIE CUCTEMBI BCTY-
IIAI0T BO B3aMMOJE/ICTBME B OOPATHOM IOPsIJiKe: He OT
CEeHCOPHOTO K KOTHUTMBHOMY, HO OT KOTHMTVMBHOTO
K cerncopHomy (Cupopos-opco, 2013).

Empathy and emotional
intelligence in individuals
with congenital
synaesthesia

Dmitry Nedil'ko, Moscow State University of
Psychology and Education (Moscow, Russia)

Anton V.Sidoroff-Dorso, Moscow State
Pedagogical University (Moscow, Russia)
anton.dorso@gmail.com

he authors attempt to identify the

nature of relationship between the
congenital synaesthesia and autism
spectrum disorders. An assumption
is made that features of empathy and
emotional intelligence and associated
difficulties in social interaction combine
these two phenomena. Characteristics of
empathy and emotional intelligence were
studied among respondents-synaesthetes
and fmong individuals who do not possess synesthesia.
Significant differences between the two groups were
not be identified. The authors conclude that empathy,
emotional intelligence, and the associated ability to
social interaction in synaesthetes are not violated. In
conclusion, the significance of the data obtained for
understanding the relationship between synesthesia and
autism spectrum disorders is discussed, and assumptions
are made about the different, not related to empathy and
emotional intelligence, nature of this connection. m
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3MDL[HD HaNbHbIW MHTENNEKT
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N306paenve 1. Mogenb B3aMMOCBA3W aMMaTUK
1 3MOLIMOHANBHOr0 UHTESIIEKTa

Figure 1. Model of relation between empahy and
emotional quotient

Ha mpoTseHMM NOC/TENHUX JIeT MHOTME 3amaj-
Hble JCCTIefoBaTeN YKasblBalOT Ha CYIIeCTBOBAaHUe
HEKOJl CBSI3M MEXJY CUHEHeCTe3Meil ecTeCTBEHHOTO
PasBUTHsI M PACCTPOICTBAMMU ayTUCTUIECKOTO CIIeK-
Tpa. Tak, HampyuMep, COITACHO MCCNefOBaHMAM bBapo-
Ha-KosHa M JpYyrux ydyeHbIX, CMHeCTe3!s BCTpedaeTcs
y JIUIL ¢ ayTM3MOM IIOYTM B TPU pasa 4yallle, YeM Y Tex,
KTO BXOAMI B KOHTpO/IbHYI0 rpymmy (Baron-Cohen at
al., 2013). Ceituac uccnegoBaTensIMy IpeNNpUHUIMA-
I0TCs IOTBITKY BBIABUTD XapakKTep 9Toit cBaAsy (Banissy,
Baron-Cohen, Hughes, Neufeld, Rouw, Sholte, Cupo-
poB-Topco). Mbl IPeANoNIoXUIN, YTO BO3MOXXHBIM
«MOCTUKOM», OOBEIVHAIINM 3TU ABa (eHOMEeHa,
MOTYT 6bITh 0COOEHHOCTY SMITATUM U SMOLVIOHATTBHOTO
MHTE/IeKTa. Y JIUII C ayTM3MOM 3HAuUMMO CHVDKEHBI
HOKa3aTeny ypPOBHA SMIATUM. SIBIAIOTCA M Takxe
¥ JIMIIA C CMHeCTes)ell MeHee SMIIATUIHBIMM, 4eM KOH-
TponbHasA rpynmna? byger mu ux cmoco6HOCTb K ITOHU-
MaHMIO U YIPaBAeHNIO YyXXVMU SMOLMAMY (MeXINY-
HOCTHBIII 3MOLMOHAIbHBI MHTEIEKT) HIDKE, YeM
Y KOHTPOJIbHOII TPYNIbI¢ Pe3y/IbTaThl HAllleTo NCCTIEHO0-
BaHMA IOMOTYT OTBETUTD Ha TaHHBIE BOIIPOCHL

OMIIaTus —3TO YMeHHUe IMOCTaBUTh cefs Ha MeCTo
IPyTOro, CIOCOOHOCTD YenoBeKa K IIPOM3BOIBHOI 9MO-
IIMIOHA/IbHOI OT3BIBUMBOCTY Ha NEPEKUBAHUA APYTUX
ofiell, IPUHATHE TeX YyBCTB, KOTOPbIE MCIIBITHIBAET
HEKTO JIPYTOil TaK, Kak ecnu Obl OHM ObUIM HAIIMMM
cobcTBeHHbIMM. OHa BKIIOYaeT B cebs KakK 3MOIVO-
HaJIbHBII (9MOIIVIOHANIBHBIN OTBET Ha UYBCTBA, Iepe-
KUBaeMble KeM-TO JIPYTMM), TaK M KOTHMUTUBHBIN
(mOHMMaHUe YY>KUX YyBCTB) KOMIIOHEHTHL. B Halem
MCcCeoBaHny OblTa UCIOIb30BaHA MOJieb 3MIATHN,
omucanHas C. bapornom-Kosnom (Baron-Cohen, 2004).
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OMOIMOHATBHBIN UHTENIEKT — CIIOCOOHOCTh OTCIIe-
XKUBaTb COOCTBEHHBIE U YY)KMe UyBCTBa U SMOLMM,
pasaMyaTh MX U VCIONb30BaTh 3Ty MHQOPMALMIO [/I1
HaIpaB/IeHVsI MBIUIEHVIS U JelicTBUIL B cTpyKType amo-
I[YIOHA/IPHOTO MHTE/IEKTa MOTYT OBbITh BBIfIe/IeHbI TaKue
KOMIIOHEHTbI KaK BHY TPM/IMYHOCTHBII SMOLIVIOHAIBHBII
MHTENIEKT (CBA3aHHBIIL C YMEHMeM IIOHMMATh CBOU 9MO-
VM M YIPABIATb MMM) U MEXINYHOCTHBIN SMOLO-
HaJIbHBII MHTEJUIEKT (CBA3aHHBIIL C YMEHMEM TIOHMMATh
qy>Kyie SMOLUY U YIIPAB/IATb UMM). Takas 4eThIPEXKOM-
IIOHEHTHasI MOZe/Ib SMOLIMOHAIBHOTO MHTE/IIEKTa IIpef-
craBieHa B paborax JI.B. Tiocuna (Jlrocus, 2006).

Takum 06pa3oM, TaKoi KOMIIOHEHT SMOLMOHATIBHOTO
MHTEIEKTa KaK «IIOHVIMaHue TY>KIX SMOLMI» B MOJIeNN
II.B. JTrocuHa CX0XK ¢ KOTHUTMBHBIM KOMITOHEHTOM 3MIIa-
tun 1o C. Bapony-Koany (cm. Vzo6paxenne 1).

Ilenbro HaIEro MCCIeSOBaHUs OBIIO BBIABIEHME
0COOEHHOCTEN SMIIaTUM M SMOLIMOHA/bHOIO MHTEN-
JIeKTa, CBOJMCTBEHHBIX NMIIAM C CUHECTe3Meil ecTe-
CTBEHHOTO PasBUTHA.

MeToabl:

1. OmnpocHuk «YpoBeHb comepexxuBaHus» («Em-
pathy Quotient») CaiiMmoHa Bbapona-Kosna
(Baron-Cohen, 2004);

2. Kmaccuyecknii onpocHMK «/[IMarHOCTHKA YPOBHA
TTOIMKOMMYHUKATUBHOM amnatun» V.M. IOcy-
nosa (Ocymnos, 1991);

3. Tect amormoHanbHOro mHTemnekra («IMUH»)
II.B. Trocuna (JTrocun, 2006);

4. Tect «UTeHUe NCUXUIECKOTO COCTOSHUA IIO
BarmAny» («Reading the mind in the eyes»/
RMET) Cumona bapona-Kosna (Baron-Cohen
atal, 2001).



Pe3ynbTathi:

B akcrepyMeHTaIbHYIO TPy BOLUM 13 4YenoBek, o6ma-
JAOLINX CUHECTe3Mell eCTeCTBEHHOIo pasButud. Vx
PEe3ynbTaThl CONOCTABIANUCh C Pe3y/IbTaTaMyu KOHTPO/Ib-
HOIJA TPYIIIIBL, B KOTOPYIO BOI/IN 13 y4aCTHMKOB-HECHHECTe-
TOB. [pymb! 66N ypaBHEHBI [0 OI0BO3PACTHBIM XapaK-
TepuctukaM. JInd cpaBHEHMA JBYX HE3aBUCUMBIX TPYIII
VCIIONIb30BAJICA CTATUCTUYECKNI KpuTepuit MaHHa- YUTHN.

B xope uccnenoBaHus He ObIIO BBISBIEHO HMKAKUX
3HAYMMBIX OT/INYNIA B XapaKTepe NPOABJIEHN A SMIIaTUI
MeXIy CMHeCTeTaMM ¥ HECMHECTETaMI.

CuHecTeTbl TaKKe He OTIMYATCSA OT KOHTPOIbHON
TPYIIIBI HU 11O OfIHOM M3 JIECATU OCHOBHBIX XapaKTepH-
CTUK SMOLIMOHA/TBbHOTO MHTe/UIeKTa (yIpaB/ieHNe CBO-
VIMM SMOLMSAMM; IOHMMAHIE CBOVX SMOLVIA; yITpaB/IeHMe
YY>KUMM 3MOLMAMY; IIOHMMaHMe JY>KUX 9MOLNIL; KOH-
TPO/Nb 3KCIPECCUM; NMOHMMAHME 3MOLMI; yIIpaB/IeHNe
SMOLMAMY; MEXINYHOCTHBI 3MOLMOHAIbHbIN MHTEN-
TIEKT; BHY TPYJIMYHOCTHBIV SMOIVIOHATIbHBI VIHTETIEKT;
00LINIT YPOBEHb SMOLIMOHATILHOTO MHTEIEKTA).

Croco6HOCTD K paclo3HaBaHMIO SMOLMIT IO BbIpa-
JKEHHIO NIMLA Y YYaCTHMKOB JICCTIENOBAHMA C CMHECTe-
31€eil TaK>Ke He MMEET 3HAYMMBbIX OT/IMYMIL OT pe3y/bTa-
TOB KOHTPO/IBbHOM I'PYTIIIbL.

06cyxneHue:

Pe3ynbraThl Halllero MCCIeHOBaHMA YKa3bIBalOT HA TOT
(axT, 4TO ColMaTbHOE B3aUMOfeICTBIE (YMeHMe ompefe-
JIATH SMOLIMOHA/IBHOE COCTOSIHME 10 B3I/LIAY cOOecenHIKa
U CHOCOOHOCTh K NOHMMAHMIO M YIIPABJIEHUIO CBOVIMM
SMOLUAMM) Y CUHECTETOB He HApPYLIEHbI, U 9TO OT/IMYAeT
VX OT JIUI] C ay TU3MOM TN CMHAIPOMOM Acreprepa.
IunepyyBCTBUTENBHOCTD CBOJICTBEHHA CHHECTETAM,
U 9T0, HA0OOPOT, COMDKAET UX € AYTUCTAMMU U TULIAMI

Jlnutepatypa
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C CMHpOMOM Acreprepa; UMEHHO BHMMATEIbHOCTD
K meranaM, no MHeHuio [Dx. Bopma, Moxer sABnATbCA
IPUYMHON TOTO, YTO CHHECTEeTbl HabMPAIOT JOBOTIBHO
BBICOKUII 6at 1o AQ (TecTy, U3MepSIOLeMY «ay TUCTH-
yeckuit Koapduunent») (Neufeld, 2013).

Beposartno, nmpu PAC cunecTeTmMyeckme peaknunu
6o7ee OOLIVPHBI, 9TO BCEIa MHOXKECTBEHHBIE, IIPOTO-
HaTW4ecKue CIyday, KOTOpble TOYHee OXapaKTepy3o-
BaTb KaK I'MIIEPCTe3NUM, TOTAA KaK [/ CUHECTETOB, He
crpaparouyx PAC, 06bI1YHO XapakTepHbI 6ojiee M30/H-
PpOBaHHbIE CHECTeTUYeCKe PeaKIVI.

Heo6x0ayMo MOsACHUTD, YTO STOT BBIBOJ, CIIPaBe//INB
IJLSL JIULL C YaCTO BCTPEYAIOLVIMICA BUAAMI CYHECTE3UN
(My3bIKanbHBIN CTyX, POoHeMHO/TpadeMHO-CITyXoBas
CUHeCTe3Vs), OHAKO HeoOXoamuMo 6oree BHMMATENBHO
USYUYNTD IICHXOJIOTMYECKMe OCOOEHHOCTM obmasarenei
Ka)XJIOTO BUJIa CHECTE3UM B OTAEIbHOCTH (TaK, HaIlpu-
Mep, bapon-KosH ykasan, 4To y cuHecTeToB ¢ aMnarTueii
IPUKOCHOBEHUIT YacTO BCTpevaeTcs CUHAPOM Acrep-
repa (Baron-Cohen, 2016)).

3aKnyeHue:

Takum 06pa3oM, MbI MOXKEM TOBOPUTb O HEKOTOPbIX
IICUXOJIOTMYeCKIX CBOJCTBAX (HalpuMep, 0COOEHHOCTX
BOCIIPUATHA), KOTOPBIE ABJIAIOTCA OOIIVIMM J/L CUHECTe-
TOB M ayTVCTOB; OfHAKO STOT BBIBOJ, He PACIpPOCTpPaHsA-
eTCsA Ha 3aTPYy[JHEHNUA B COIMATbHOM B3aMMOJEIICTBUINL,
IIPUMYMHON KOTOPOTO ABAETCA HENOCTATOYHbI SMO-
IIMOHA/TbHBIN MHTEJIEKT VIV CHVDKEHHas KOTHUTHBHA
SMMATNA (CO BCEM 3TVIM Y CMHECTETOB HeT 3aTPy/JHEHMI1).
CrnenoBaTenbHO, IPECTABIACTCA HeBEPHBIM IIPEMTIONO-
JKEHIe 0 TOM, 4TO y pebeHKa ¢ crHecTe3nelt 00s13aTeTbHO
Pa3OBBIOTCA Te K€ CONIMasbHbIe TPYJFHOCTH, KOTOpBIE
Pa3BUBAIOTCA Y JIeTeli C ayTM3MOM. W
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alla CIOCOOHOCTh PAasfeNATh OMBIT g

C APYTUMM NMIOIbMU — BaXKHasA 4acTb
JesioBedeckoro nosegeHus. OfuH U3 mpo-

11eCCOB, KOTOPBIiT CYNTAETCS BaYKHBIM /IS 9TOT0, — 3TO
OIIOCpefloOBaHHOE BOCIPUATHE — CHOCOOHOCTD Ipef-
CTaB/SITh HEPEXMBAHNUSA APYTUX JIIOfEN HyTeM CO-
[OCTaB/IeHNs HAOTIONaeMOTO COCTOSIHMSA C pelpeseH-
TalMAMM Halllero CoOCTBeHHOro ombita. Hampumep,
HabmofeHne 3a APYTUMM JIIOLBMU, IIePeXMBAIOI[IMI
6071b, aKTHBUPYET Ty >Ke CeTb ObmacTeil MO3ra, 4ro
U IepeXyBaHue cO6CTBEHHOI 60MN.

CreneHb OIOCPEZOBAHHOTO BOCIPUATUS UMeEET
KOHTEKCTYa/IbHYI0 M COLMAAbHYI0 OOYCTOBIEHHOCTb.
Takum 06pa3oM, ero MpUHATO MCIIONB30BATh B Kaue-
CTBe MOJEIbHON CUCTEMBI I MCCIefoBaHus Goree
IIMPOKMX MEXAHM3MOB, JIEXAIIUX B OCHOBE MEX/INY-
HOCTHBIX TIPEJICTaBICHNIT U CTIOXKHBIX SIBJICHUIT, TAKUX
KaK COYYBCTBIE U OTHOLIEHNE K ICKYCCTBY U 9CTETHKE.

Il GONbIIMHCTBA M3 HAC OIOCPeIOBaHHOE BOC-
HpUATHE SBMIACTCA MMIUIMLMTHBIM (TO ecThb beccosHa-
TeIbHBIM), HO [JI1 HEKOTOPBIX JIOfiell, HaO/MofeHne 3a
COCTOSHMEM [IPYTOTO 4elOBeKa IPUBOAUT K OYKBAaTbHO
CO3HATeTTbHOMY OIIYIIEHNI0 HAbTIOaeMOr0 COOBITHS
(s1B/IeHNe, M3BECTHOE KaK CO3HATE/TBHOE OLOCPENOBAHHOE
BOCIPUATYE WU 3€PKa/IbHO-CEHCOPHAs CUHECTe3Ns).

B aroM fokmafie s paccKaxky O cepuu MCCIefoBa-
HUI, MOCBSIIIEHHBIX M3YYeHUIO PACIPOCTPAHEHHOCTH,
XapaKTepUCTUK UM MEXaHM3MOB, KOTOpble CHOCO6-
CTBYIOT 3epKa/lbHO-CEHCOPHOU cuHecTe3mu. S Taroke
PaccKaxy O CBOMX MCCIeOBAaHUAX 3epKajTbHO-TaK-
TUIBHOI ¥ 3epPKaJbHO-00/IEBOl CUHECTE3NUIl: pefKue
Cy4an, KOrfja Hab/mofieH e IIPUKOCHOBEHNA WM IIPH-
YMHeHNs KOMY-TO OO/MM BBISBIBAET TaKle Ke OlLIylie-
HUA B COOCTBEHHOM Tejle HabmonaTes.

ITpemtaraemMple MHOJ BBIBOABI 3aK/IIOYAIOTCS B TOM,
YTO CO3HATENbHOE OIOCPEIOBaHHOE BOCIIPMATIE CBA3AHO
C HapyLIECHNAMY CIIOCOOHOCTY OT/INYATh Cebs OT IPYTHX,
M MOTYT OBITB IIO/IE3HBIMIL VISl IOHVMAHIST POJIN, KOTO-
PYI0 peltpeseHTalM cebsI U APYTYX UTPAIOT B HALIIEN! CIIO-
COOGHOCTY IIOHVMMAHN OIIBITA APYTHX JIOACIL. W
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Sharing the experiences
of others: Understanding
mirror-sensory
synaesthesia

Michael Banissy, PhD, Psychology Professar,
Goldsmiths, University of London,
m.banissy@gold.ac.uk

ur capacity to share the experiences

of others is a critical part of human
behaviour. One process thought to be important for this
is vicarious perception — the ability to co-represent the
experiences of other people by matching the observed
state onto representations of our own first-hand
experience. For example, observing pain in other people
activates some of the same network of brain regions as
the first-hand experience of pain.

The degree of vicarious perception is contextually
and socially embedded. It has thus been used as a model
system for exploring the broader mechanisms that
underpin inter-personal representations and complex
phenomena such as empathy and the human relationship
to art and aesthetics. For most of us vicarious perception
is implicit (i.e. unconscious), but for some individuals
viewing another person’s state results in them literally
experiencing a conscious sensation of the observed
event (known as conscious vicarious perception or
mirror-sensory synaesthesia).

In this talk I will discuss a series of studies examining
the prevalence, characteristics and mechanisms that
contribute to mirror-sensory synaesthesia. I will discuss
work that we have conducted on mirror-touch and
mirror-pain synaesthesia: rare experiences where seeing
somebody else being touched or in pain evokes first-
hand sensations on the observer’s own body.

I will argue that conscious vicarious perception is
related to disturbances in the ability to distinguish
the self from others, and consider the implications of
this for our understanding of the role that self-other
representations play in our ability to understand the
experiences of others. m
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HAMBMIYaNbHAasA Mepa BbIPAXKEH-
HOCTM TIPOAB/IEHMA BPOXKIEHHOI
CMHEeCTe3U! KOHLIENTYa/Nu3UpPyeTcs HaMU B INOHATUU
k03 unmeHT cuHecTesum C pa3pabOTKON COOTBET-
CTBYIOLLEN METONUKM M3Mepenusa. Panee yctaHOB/IEHO,
YTO CHHECTEeThl OOJAaJalOT LelBIM PAZOM 3HAYMMBIX
pasnmmMumii B CBOJVICTBAX MHAMBULYaJAbHOCTU. B 31Ol
paboTe NpOBeNEHO MCCIefOBaHME, HAIPABIEHHOE Ha
BbISIBJIEHNE CUCTEMHBIX CBsA3€ll CTeleHM IpOsABIEHUA
CHHECTE3UN CO CTENEHbI0 BBIPAKEHHOCTY TeMIlepa-
MEHTA/bHBIX, JTMYHOCTHBIX, KOTHUTMBHO-JUCIIO3NUIIN-
OHHBIX CBOJICTB CHMHECTETOB C rpad)eMHO-I[BETOBBIM
U OPYTMMM TUIIAMM CHUHECTE3UM, a TaKXXe XapakTepa
CMEXHOCTH 3TUX CBOJCTB U NPENMKTOPOB CUHECTE3NUM.

CuHecTeTn4yecKue peakuy HEM3MEHHO U HEeIpOu3-
BOJIPHO COIIPOBOX/JAIOT KaTerOpMaabHO BOCIIPMHMMAE-
Mble sIBJIEHNs, OTpaXkamwouie Haubomnee obigue cepsl
OIIbITA («KaTETOPMUM OIBITA»): CUMBOITNYECKIE CUCTEMBI
(A3BIK, MY3BIKY U T.IL), CUMBO/IMYECKM OpraHM3yeMble
SIBTIEHNA [IeVICTBUTENBHOCTU (IOHATUSA BpPeMAUCUNC-
JIeHUs U T.I1.) U HaplUajabHO BOCIPUHUMaeMble (u3u-
JecKMe KOMIUIEKCHI (TPYIIIBI 3aIlaxoB, MIYMbI U T.J.).
Tem caMbIM, CHHeCTe3Msl IIPENCTaB/sieT c0b0lt IPOsB-
JleHNe WHAMBUJYATbHBIX BAapUAHTOB M30MPATEIbHOI
CEH3UTUBHOCTY K 3HAKOBO-CUMBOJIMYECKMM CUCTEMAM
Y KaTeTopMalbHO OPraHM30BaHHBIM CEHCOPHBIM 3Talo-
HaM, OIOCPeAYIOLUIM [03HABATENbHYIO JeATeTbHOCTD,
U B KauyecTBE CHCTEMHOIO HEVPOKOTHUTUBHOIO CBOJi-
CTBa He MOXeT OBITb OTHeCeHa K KaKOMY-TO OZHOMY
TPaJUIIMIOHHO BbIIe/IIEMOMY IICUXIYECKOMY ITPOIIECCY.

B sTO0ll CBA3KM aKTyalbHBIM CTAaHOBUTCA BOIIPOC
O TOM, SIB/SIETCA /I CUHeCTe3Vs (eHOMEHOM C KOM-
II7IEKCHBIM, CMCTEMHBIM IPOSBIEHNEM WHUBULYATIb-
HO-TICUXOJIOTMYECKNX KadecTB. [l usydeHus Bompoca
0 CMHeCTe3U! KaK O eIHOM HellPOKOTHUTUBHOM (aK-
TOpe, B TOM 4MC/Ie /I OINpefie/ieHNs €€ KOppensAl1OH-
HBIX CBsI3€i1 C APYTUMU CBOJCTBaMM, IIpoduie ero mpo-
SIBTIEHUSI U e€ IPENUKTOPOB HeoOX0f1Ma BO3MOXKHOCTD
oIpefie/ieHNs CTETIeHN CMHECTEe3UM B MHAVMBYYaIbHBIX
CIy4dasx.

I. Hamu 6bUmM MOBTOPHO IIPOBENEHbI HEKOTOPBIE
paHHMe UCC/IefOBaHNA HAIMX KoMer. Tak, y cuHecTe-
TOB IOLTBEP)K[EHBI: BBICOKMII HEMPOTU3M U MHTPO-
BepcusA, HU3KME IICMXOMOTOPHAsl 9PTUYHOCTD ¥ MHTET-
JeKTyajibHas 3MOLIMOHA/IbHOCTb, BBICOKMI MHIEKC
VHTENNEKTYaNbHOVM aKTUBHOCTM, aKTUBHBIN ITOMCK

Developmental _
synaesthesia: coefficient,
profile, predictors

Anton V.Sidoroff-Dorso, Moscow State
Pedagogical University (Moscow, Russia)
anton.dorso@gmail.com

ynaesthesia Quotient is an

operationalized notion of a degree
of manifestation of the condition in each
individual case, with a related inventory for its identification
and quantification. As was revealed before in earlier studies,
synaesthesia is associated with other individual differences
that synaesthetes have been demonstrated to possess. At this
stage of research, it has become scientifically significant to
explore synaesthesia’s systems links with other propensities
(as joined into a common factor and its manifestation
profile) and explore correlations between the condition
and other neurocognitive traits. Therefore, research in the
framework of the Synaesthesia Quotient may help provide
a more systematized view of the condition as well as
identify its predictors.

I. We replicated earlier studies carried out by our
colleagues and conducted our own, thus, covering
an array of traits at different psychological levels.
We confirmed that synaesthetes’ demonstrate higher
neuroticism, lower extroversion, lower psychomotor
ergonicity (endurance), lower intellectual emotionality,
higher index of intellectual activity, higher sensation
seeking (overall scale), higher novelty aversion, higher
transparency of psychological boundaries.

I1. By applying a simplified version of the Synaesthesia
Quotient (measurement derived from a subject’s number
of reported types and cognitive similarity/dissimilarity
among them) it was revealed that —

1. Degree of congenital synaesthesia correlates
positivelywith neuroticism, intellectual tempo (agility) and
general intellectual activity, tolerance to ambiguity,
transparency of psychological boundaries, novelty
aversion, and sensation seeking in the intellectual
domain. Negative correlations have been found between
the degree of synaesthesia and extraversion, psychomotor
ergonicity (endurance) and psychomotor tempo (agility),
intellectual emotionality, thrill and adventure seeking and
active behaviour in sensation seeking.

2. Results of factorisation demonstrate that psychological
differences in synaesthetes reflect an integral formation
and constitute structural and functional regularities that
accompany the condition as a synaesthesia profile.

3. Prognostic parameters or predictor variables
of developmental synaesthesia include the identified
measures of more manifested traits such as sensation
seeking, psychomotor plasticity, tolerance to ambiguity
and transparency of psychological boundaries.
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HOBBIX BII€YaT/IIEHNIT, U36eraHme HOBOro U 6OJblIasd
CTelleHb IIPOHNUIIAEMOCTY TPAHUL] TMIHOCTH.

II. C ucnonb3oBaHyeM YIPOIIEHHOTO ONpeeNIeHNns
CTeINeHN NIPOSABJIEHNA CUHECTEe3VUM B MHVBUILYaTbHbBIX
caydasx (4Mcno pasHOBMIHOCTEN M MX KOTHUTMBHOE
nopobue-pasnuyune) HOMY4YeHbl CIeAyoLe pe3yb-
TaThI:

1. CreneHb IpOSBIEHNS VIV MHAVBU/yaIbHAsA Mepa
BBIPQKEHHOCTM CMHECTE3UM MMeeT IIOJIOKUTEeNbHBIE
KOppeNALMOHHBIE CBA3YM CO CTENEHbIO IIPOSIBIECHUS
HepOTH3Ma, MHTEIEKTYaNbHOM CKOPOCTBIO U 061elt
MHTE/TIEKTYa/IbHOM aKTUBHOCTBIO, TOJIEPAHTHOCTBIO
K HeOIIpefie/IecHHOCTY, IMPOHUI[aeMOCTBIO IICUXOJIOTH-
YeCKIX TPaHMUL, u3beraHyueM HOBOTO VI IIOMICKOM OILLYy-
I[eHNII B MHTEIeKTYyanbHON cdepe. OTpuuaTenpHo
CTeeHb NPOSIB/ICHNs CHECTE3UU KOPPepyeT ¢ 3Kc-
TpaBepcueri, IICUXOMOTOPHOI SPTUYHOCTBIO U MCUXO-
MOTOPHOJ CKOPOCTbIO, MHTE/IEKTYaIbHON SMOLMO-
Ha/IbHOCTBIO, TTOMCKOM PUCKAa ¥ OCTPBIX OIIYILIEeHUN
M aKTUBHBIM IOBeIEHMEM IIPU IOVICKe HOBBIX BIIEYaT-
JIEHUI.

2. Pesynbrarel ¢akTOpM3anyy IIOKa3bIBAalOT, 4TO
MHJVIBUYaIbHO-IICUXONOIMYeCKIe OCOOCHHOCTY JINI]
C CUHeCTe3Mell SIBIISIOTCS MHTErpanbHBIM 00pa3oBa-
HUeM M 00pasyloT CTPYKTYpHO-(QYHKLMOHATbHBIE
3aKOHOMEPHOCTM, CONYTCTBYIOIIME HAIUYINIO 3TOTO
(heHOMeHa — «CHHEeCTEeTIeCKUIT TPOGUIbY.

3. B KayecTBe MPOTHOCTNYECKUX MApaMeTpoB (IIpe-
AUKTOPOB) CUHECTE3UM €CTECTBEHHOTO Pa3BUTHUSI
MOTYT OBITb MCIIONb30BAaHbI IOKa3aTeay OObIuei
CTelmeHM BBIPAXXEHHOCTU TAKUX IICUXOOTMYECKUX
CBOJICTB, KaK IOVICK HEOOBIYHBIX OLIYILIEeHWII, ICUXO-
MOTOPHas IJIACTUYHOCTD, TOIEPAHTHOCTD K Heolpere-
JICHHOCTY ¥ IPOHUI[aeMOCTb IICUXOIOTMYECKUX IPaHNUI]
JIMYHOCTM.

ITormy4eHHbIe pesy/nbTaTbl BHOCAT BKIAj B Oonee
CUCTEeMaTM3MPOBAaHHOE IOHMMaHye (eHOMeHa Bpo-
JKJICHHOJ CUMHEeCTe3UM, XapaKTepa CMEeXHOCTV paHee
OOHAPY>KEHHBIX CHECTETUYECKNX CBOVICTB ¥ BBIsBIIE-
HJle IPeIMKTOPOB CHHecTe3nu. Takum obpasom, mony-
YeHO OCHOBaHME€ MHTEPIPETUPOBATh CUHECTE3WI0 He
TOJIBKO B KadyeCTBE JOIOTHUTE/BHBIX IepeXKVBaHUI
B CEHCOPHO-(}M3MOIOTYECKOM CMBICTIE Ha YPOBHE IIep-
LIENITUBHBIX MOJAIbHOCTE, HO U B KadyecTBe OOIIero
JIATEHTHOTO (DaKTOpa C CUCTEMHO OPraHM30BaHHBIMMU
CBA3AMM, KOMIUJIEKCHO INPOABIAIIMMUCSI B BUJE
MHVIBUJYaIbHO-IICUXONOIMYECKUX OCOOEHHOCTel Ha
Pa3HBIX YPOBHAX CTPYKTYPbl MHAVBYU/Ya/IbHOCTH. B
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These results contribute to a more systematised view
on the phenomenon of developmental synaesthesia,
delineating the trait adjacency associated with
developmental synaesthesia and revealing synaesthesia’s
predictors. Therefore, we have enhanced for interpreting
synaesthesia not only as modality-specific additional
experience (neurophysiological, sensory concurrents)
but also as a common latent factor with patterned links
that manifest themselves in a predictable manner as
correlated individual differences at the different levels of
each synaesthete’s psychological functioning. m
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3TOJt KoHpepeHIMM NHPOPMUPYIOT
ay[UTOPMIO 00 y>Ke MPOBeIeHHbIX MCCIe-
[OBaHUSAX M MX pesynbrarax. 5 e xorten
OBl B3I/IIHYTh Ha HEKOTOPbIE BO3MOYKHbBIE
9KCIIEPUMEHTBl C CHHeCTe3Mell, KOTOpble
MOXXHO ObUIO OBI IPOBECTH B CIIeAYIOLINe
HeCSATUIETUA.

OrmpepeneHHble TUIIBI CHHECTe3UM, TaKye KaK Ipa-
(beMHO-11BeTOBasA, OKpaIlleHHbIE IOC/IE[OBATEIbHOCTI,
LBETHON CIIYX M 3epKalbHOe IIPUKOCHOBeHMe, ObIin
M3y4eHBI JOBOTIbHO MUPOKO. OFHAKO 9TV THUIIBI, BEpPO-
ATHO, COCTAaB/IAIOT MeHee 5% U3 BCexX Y)Ke 3alOKyMeH-
TMPOBAHHBIX TUIOB. Tellepb ke y HAC eCTb BO3MOXHO-
cTy Oy 60ree 06IIMPHOIN PabOThI HaJj HEKOTOPBIMM 13
9TUX peIKIX TUIIOB B 60jiee I106aIbHOM MaciiTabe.

HoBble TeXHOMOIMM MOIYT [JaTb HaM HOBbIE VAN
[ M3YYeHMs CHHECTe3VU U IIO3BOJMTD BBINTH, Kak
pesy/IbTaT, 3a Ipeferbl 1ab0paToOPyu U OCBOUTH HOBBIE
OHJ/IailH-BO3MOXXHOCTU. DTV BO3MOXHOCTU H3Me-
HAT OHJIAH-TECTbI, KOTOPbIE MIPeJOCTABAT HaM IOf-
Haomiyecs KOMMYeCTBEHHOI OLjeHKe AaHHble. Hampn-
Mep, KaKife TeCThl Ha CYHeCTEe3MI0 MBI MOXKeM CO3/IaTh,
eclM CMOXKeM JCIIO/Ib30BaThb OLM(POBAHHBIE BKYCHI
u 3anaxu? VInm: 4ero MOXXHO JOCTHUYb, €C/IU TE€XHOJIO-
T O3BOJIAT HaM CO3[aBaTh TPEXMepHbIe TaKTH/IbHbIE
06bEeKTBI C IOMOLIBIO YIbTPa3BYKa.

Yxe ceifqyac y Hac eCTb TEXHOJOTUMU, KOTOPBIE
MOTYT CO3[aTh BPEMEHHYI0 VCKYCCTBEHHYIO HeBeco-
MOCTb. ECTb 1 Apyrue TeXHOMOrM4YecKye JOCTIDKEHNs,
C KOTOPBIMM MbI MOITIV 6Bl ITOIKCIEPUMEHTUPOBATH.
Harmpumep, mccefoBanms OKas3am, 9T0 MOCTOSIHHOE
MeJIJIeHHOe BpallleHle Te/la MeHseT BOCIIPUATHE, CO3/ia-
Bas CABUI MEXJy 3peHNeM, IPOIPHOLeNIell U BOC-
IpUATVEM NPOCTPAaHCTBa. VITaK, Y HaC eCTb BO3MOX-
HOCTb CO3/IaTh BPALIAMOIIMECS KOCMIYECKIEe CTAHIINIL,
Co3pamome MCKYCCTBEHHYI0 TPAaBUTALNIO, M BO3HU-
KAIOT BOIIPOCHI O TOM, KaK 3TO [OB/ISIET HA PAa3/INIHbIe
aCIeKThI CEHCOPHOTO BOCIIPUATHAL.

EcTb TaxKe HEKOTOpBbIE MIEU M BOIIPOCHI OTHOCH-
TENIbHO CUHECTE3MNU 3€PKabHOI0 MPUKOCHOBEHNS,
I KOTOPOII Hab/IofieH e 3a IIPUKOCHOBEHIEM K TeTy

™
"

“What if ...”: or, Future
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Sean A. Day, PhD, IASAS President; Trident
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general tendency, for most of the talks

at this conference, if for the speaker
to inform the audience of current research
conducted, and the results. Id like to look
at some possible research and experiments
regarding synaesthesia that could potentially
be done over the next decades.

Certain types of synaesthesia, such as
grapheme-to-color, time units to color,
musical notes to color, and mirror touch,
have been studied quite extensively.
However, those types are probably less
than 5% of all of the already documented types of
synaesthesia. And we do now have the resources to start
working more extensively on some of these rarer types,
on a more global scale.

New innovations in technology can provide us with
new ideas to explore synaesthesia by eventually taking
us beyond the lab and creating new on-line possibilities.
This could help to alter the on-line tests that can provide
us with quantifiable data. For example, what kinds of test
for synaesthesia could we generate if we can digitalize
flavors and scents? Or further, though: if technological
advancements allow us to generate 3-dimensional haptic
objects using ultrasound.

Right now, we already have technologies that can
provide artificial, temporary weightlessness. But we have
other advancements in technology that we could play
with. For example, studies have shown that constant slow
rotation of one’s body will alter one’s perception, creating
a shifted difference between vision, proprioception,
and spatial locations. So, we have the future prospects
of rotating space stations creating artificial gravity, and
the questions that raises as to how it will affect various
aspects of sensory perception.

There are also some ideas and questions regarding
mirror-touch synaesthesia, in which seeing a touch to
another person’s body will produce a similar sensation to
one’s own body. Now, what if the person being touched
does not have the same body parts as you? Let’s consider
polydactyly. What results might happen if a mirror-
touch synaesthete with five fingers on each hand sees
someone with six fingers on a hand get touched on that
sixth finger?

There is a general, pop-media misconception that
mirror-pain synaesthetes feel others’ pain. Rather,
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APYTOro 4YeloBeKa BbI3BIBAET aHAJIOTMYHOE OIIyIIeHNe
IIPUKOCHOBEHUA K COOCTBEHHOMY Tely. A 4TO, eCiu
y 4e/oBeka, K KOTOPOMY IIPMKACaloTCs, MHAsA CTPYKTypa
tena? PaccMoTpuM monmpakTunuio. YTo mpousoitger,
€CIM CMHECTET C 3€PKa/JbHBIM NIPUKOCHOBEHNE, VIMEIO-
I TIATD [ajIblleB Ha KaXX0J pyKe YBUANT, YTO KTO-TO
C IIeCTBbI0 IaJbllaMI Ha pYKe KacaeTcs 9TOrO HMIECTOTO
majabia?

B cpencTBax MaccoBoit MHpOpPMAIMK IIMPOKO pac-
IIPOCTpPaHeHo 3abmyxjeHue, OYATO CUHECTETHI C 3ep-
KaJIpHOI 607bI0 YyBCTBYWOT 607mb pmpyrux. Ckopee,
TaKMe CUHECTeTHl CO3IAI0T IIPefCTaBlIeHNE O TOM,
KaKOJi, IT0 X MHEHMIO, MOXKET OBITb OOJIb ;PYTOTO Yeyo-
Beka. OOBIYHO 3TO BOCHPUATHE SIBISETCS [JOBONBHO
TOYHBIM, IIOCKOJIBKY CHHECTeT HOMy4aeT MHPOpMaLIo
0 co6CcTBeHHOM IepexxyBanny 60mu. Ho 3To KoHCTpyK-
V51, KOTOPYI0 MOXXHO OOMaHyTb. JTO [jaeT HaM BO3-
MOXXHOCTb MCCIIEOBaTh PAJ peakLMil IpU «3epKab-
HOM HPUKOCHOBEHMU» U «3epKanbHOI Oomm». Kakue
IPUKOCHOBEHUSA WIM MMUTHPYeMble TPaBMbI aKTepa
Oymet oTpaxkatb cuHecTeT? [le710 B TOM, 4TO (VIbMBI
0 30MOM TaK>Ke MO3BOMIAIOT HaM IOTPY3UTHCA B «KECT-
KJe», <y TPUPOBAHHO >KECTOKME» Y ITaPOLVITHbIE CLIEHBI.
VTak, Kakoit ClieHapHbIIl BAPUAHT CHle/IaeT BOCIPUSTHE
MaJIOBEPOSITHBIM M3-32 HEMPABIONOL00MS M KOMUYHO-
CTH, VI CMHECTET C 3epKajIbHOI 60JIbI0 IPOCTO He MOYYB-
CTBYeT Ha cebe TO, YTO OH BUANT?

Ectb u 60mee cmernble upen. BospMeM 04km BUPTY-
QJIPHOJI peanbHOCTH, KOTOPbIe MOTYT 3MEHUTD B3IJIAL
Ha u3oOpaxeHue coOCTBeHHOro Tenma. VR mo-mpex-
HEeMY MMeeT Cepbe3Hble OTpaHMYeHNs], HO yXKe ceifdac
MBI MOYKeM He TOJIBKO CO37aTh JOBOTIBHO XOpoIIlee 130-
OpakeHIe Balllero Tea, HO TaKXXe MOXKEM, HaIpumep,
YAQIUTb OFHY U3 Ballux pyK. Vmu npupenars BaM Tpe-
THIO PYKY WM LIJyIajIblie, KOTOPBIMY BBl MOXKETe MaHU-
Hy/IMpoBaTh (HaIpuMep, XBaTaTb UMY IPefMeTbI) 110
CBOEMY >KeJIaHUIO C IIOMOILIbI0 HEMHBA3UBHBIX CUUTHI-
BaHWIT paboTsl Baero Mosra. (Jla, 3To y>ke BO3MOXXHO.)
Wrak, ecmu Mbl BCe PaBHO MMeeM [ielo ¢ 30MOu, 4To,
€C/IM BMECTO 9TOTO MBI IIOMECTVM HaIlero 3epPKajbHOTO
CMHECTeTa B BUPTYA/IbHYIO PEajbHOCTb U JafM eMy
APYrojl TUI KOHEYHOCTU? — Hampumep, OeH30mmIy?
Kax pesynmbpraTsl 6yAyT CpaBHUBATbCA C pe3y/IbTaTaMI,
HaIIpUMep, TOTO XKe CHEeCTEeTa, HO C TPOCThIO? M
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mirror-pain synaesthetes create a perception of what
they think another person’s pain might be. Usually,
this perception is quite accurate, being informed by
the synaesthete’s own experiences of pain. But, it is
a construct, which can be fooled. This provides us
a means to explore ranges of reactions in mirror-touch
and mirror-pain synaesthetes. What types of touches
or fake injuries to the actor will be mirrored by the
synaesthete? The thing is, zombie movies also allow us
to go into “camp’, “over-the-top”, and parody scenes. So,
what type of scene calls for so much of a suspension of
belief, or is just so improbable or comic, that the mirror-
pain synesthete does not have a mirrored response to
what is seen?

We can do even more: We have virtual reality goggles
that can change one’s view of one’s body image. VR
imaging still has major problems, but not only can we
now produce a fairly good image of your body in a VR
world, but we can also, for example —remove one of
your arms. Or give you a third arm, or a tentacle, which
you can actually move and control (such as grabbing
things with your hand or tentacle) as you wish, via non-
invasive computer readings of your brain functions.
(Yes, we can already do that.) So, as long as we’re dealing
with zombies anyway, what if we instead throw our
mirror-touch / mirror-pain synaesthete into a virtual
reality, and give him an alternate type of limb — such as,
say, a chainsaw? How will the results compare with those
of, for example, the same synaesthete a cane? m



[lnHa PukKo
Dina Ricco

CuHecTeTUYecKne cBOUCTBA
N3006parKeHus.
WccnenosaHne BocnpuATUA
MKOHUYECKMX N306parkeHnm
Yy «CnaboBbIPaXeHHbIX»
CUHecTeToB

[uHa Pukko, goktop dmnocopum, goueHt
Kadenpbl AM3aiHa, NONUTEXHUYECKMI
yHuBepcuteT Munana, Utanua,
dina.ricco@polimi.it

' BA3b MEXAY CUHeCcTe3nen u a6CTpaKTHOI7[ MCEH-
Ta/IbHOM penpeseHTaumei{, a TaK>Ke IIPpOTMBOIIO-

CTaBJIeH)Me CEHCOPHBIX <—> CeMaHTMYeCKUX KOMIIO-
HEHTOB IIPY BOCIIPUATHY M3006paXkKeH Vs — MHOTOKPaTHO
MICCTIeTlyeMble SIB/IEHVsI B ICTOPYM CYIHECTe3N.

B mckyccTBe MOXHO HailTy IPUMEpBL 9TOJ CBA3Y,
HampuMmep, B paboTe «Touka M NMMHUS K IUIOCKOCTU»
B. KaHAMHCKOTO, B €r0 YICCTIe[OBAaHUM U M300paskeHnuu
MY3BIKM, IIPeIIOfaBaTe/IbCKOI U XYROXKXEeCTBEHHOI fesi-
TenbHOCTY bayxaysa, B TeOpeTHIeCKIX U XYJ0>KeCTBeH-
HbIX TpousBeneHusax I1. Kiee o Myssike, B aOCTpaKTHBIX
npeobpa3soBaHNAX, OCHOBAHHBIX Ha 3BYKO-1IBETOBBIX
COOTBETCTBMAX, Pa3pabOTaHHBIX MIIAHCKUM XYHOX-
HIUKOM U rpaduyeckum pusaiinepoMm Jlymmxu Bepo-
Hesn (Ricco, 1999, 2008). OgHOBpeMeHHO € 3TUM MbIC-
JIeHHBbIE 00Pa3bl CUIBHBIX CUHECTETOB, O KOTOPBIX y HAC
€CTh MCTOpUYECKNe WITIOCTPUPOBAHHBIE CBUMETEND-
CTBa — HaIlp/Mep, MeHTa/lbHble 00pasbl, 3aJOKyMeH-
THpOBaHHBle B paborax lamproH (1883 r.), AHuroTIa
(1929 r.), Ortmann (1933), Karwoski, Odbert, (1938)
(Color-Music), Cytowic (2002), Day (2016), mpencras-
JIIOT cOO0JT JOCTATOUHO abCTPaKTHBIE M300paXKeHN .

Tem He MeHee, eCcmuM MBI CPaBHUM MeHTa/lbHble
06pasbl CUIPHBIX CHECTETOB CO CIIOCOOHOCTBIO pac-
IIO3HaBaTh 9KCTpPa-BU3yajIbHble CEHCOPHBbIE CBOJICTBA
CabbIX CMHECTeTOB (CM. pasimuydnue CnabbIX / CUIbHBIX
cuHecTeToB Martino, Marks 2001), Mbl 0OHapy>xum
KOHTPACT: C OFHOJ CTOPOHBI, XapaKTepUCTUKAM MeH-
Ta/IbHBIX 00pa30B CYJIbHBIX CUHECTETOB CBOVICTBEHHBI
abCcTpakuus, ynpolieHye, TeOMeTpU3anysa; ¢ SPYyroi
CTOPOHBI, IpaduyecKye 37TeMEHTHI IIMPOKO y3HaBae-
MBIX (MKOHMYECKMX) 3HAKOBBIX peIpe3eHTaTHBHBIX
M300pa>keHMiT aKTUBUPYIOT CHHECTeTUYeCKMe CBSA3Y
Jake Y CyObeKTOB €O C1abbIM CHHECTETUYECKUM K03 h-
¢dunyenTom.

KonkpeTHblit cnydait —aTo M3obpaxkeHne efbl, Ife
BBICOKasi abCTpaK1Ms PefKo ObIBaeT CHECTETNIECKOIL.
[Ton6opka mpousBeneHunit ABe ANIbSHO B ee KHUTe
Il bello da mangiare (2000) —or BeprymHa Apumm-
6onpau (1591) o HaTIOpMOpPTOB 17-rO Beka, or Petit
Déjeuner Knoga Mone o 6omee mospHeit paboThl
«IInporwu, nuporyu, nuporn» Yaiina Tubo u Foodscape

Synaesthetic qualities
of the images. A study
with iconic images in weak
synaesthetic subjects

Dina Ricco, PhD, Associate professor,
Department of Design, Politecnico di Milano,
Italy, dina.ricco@polimi.it

—|_he link between synaesthesia and
abstract representation, as well as the
sensorial <—> semantic opposition within an image, are
recurring phenomena in the history of synaesthesia.

Art provides several examples of this link, such as
in Kandinsky’s Point and Line to Plane and his studies
and representations of music, the teaching and artistic
activities of the Bauhaus, Klee’s theoretical and artistic
production on music, the abstract transcriptions based
on a sound/colour correspondence code developed by
Milan-born painter and graphic designer Luigi Veronesi
(Ricco, 1999, 2008).

In parallel the mental imagery of the strong synaesthetes,
of which we have historical iconographic testimony
- you see for example the mental images documented
in Galton (1883), Anschiitz (1929), Ortmann (1933),
Karwoski, Odbert, Color-Music (1938), Cytowic (2002),
Day (2016), document highly abstract percepts.

However if we compare the mental imagery of the
strong synaesthetes with the ability to recognize extra-
visual sensory qualities of weak synaesthetes (see the
distinction weak / strong synaesthetes by Martino,
Marks 2001), we see a contrast: on the one hand the
characteristics of mental imagery of the strong synesthetes
are characterized by abstraction, simplification,
geometrization; on the other hand graphic elements of
highly iconic representative images activate synaesthetic
links even in subjects with weak synesthetic quotient.

A specific case is that of the representation of food,
where the high abstraction is rarely strongly synaesthetic.
Ave Appianos selection of artworks in her book Il
bello da mangiare (2000) —ranging from Arcimboldis
Vertumnus (1591) to 17th-century still lifes, from Monet’s
Petit Déjeuner to the more recent Pies, pies, pies by
Wayne Thiebaud to Errd’s Foodscape (1964) — shows that
the “food that looks good” is highly iconic, and represents
the food with plenty of details, dominant colours and
appealing textures (Ricco, Gunetti, Andriani, 2015).

From these hypotheses a test was defined, done with
45 (in 2018) and 51 (in 2019) students from the School
of Design (at the Politecnico di Milano) — therefore
with subjects whose visual configuration sensitivity is
assumed —to investigate the extra-visual synaesthetic
qualities induced by the observation of photographic
images. 16 opposite sensory qualities have been defined
(Heat / Coldness, Hardness / Softness, Flexibility /
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Pucyrok 1. Cneea lanbToH (1883 r.). B ueHTpe AH-
wyty (1929). Cnpaea Kapeocku, Onbepr, LiBeTHas
My3blka (1938)

Figure 1. On the left Galton (1883). In the center
Anschutz (1929). On the right Karwoski, Odbert,
Color-Music (1938)

FO1 Fragilisy

FI10 Caldnias

F18 Shimlness (v not glausy)

PucyHok 2. ®oTorpaguyeckme M3obparkeHua,
MCNOJb30BaHHbIE B TECTE

FO3 Flasibibiry Fo4 Frogiliy

Fo8 Frogitig

F11 Resillance

FI5 Tramparencgy

| F1& Sehness

Ny I
AT . B
s

Figure 2. The photographic
images used in the test
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I'yonmynpypa 3ppo (1964) — mokasbiBaeT, YTO «efia,
KOTOPasi XOPOILO BBIITIARUT» SBAETCS OYEHb 3HAKOBOIT
U TIpefcTaBysgeT coboit exy ¢ 6OMbLIINM KOMMIECTBOM
IeTareil, JOMVHUPYIOIMMI IIBETAMU U ITPUBJIEKaTeNb-
Holt TekcTypoit (Ricco, Gunetti, Andriani, 2015).

Ha ocHoBe sTyx rumoTes ObII IpOBeleH SKCHEpPH-
MeHT ¢ 45 (B 2018 1) n 51 (B 2019 1) crymenTamu Illxonsr
musaitHa MUIAaHCKOTO IIONMMTEXHMYECKOTO YHUBEPCHU-
TeTa—TO €CTb C TPYIION, OTIMYAOLIENiCs YyBCTBU-
TEIbHOCTBIO K 3PUTEIBHBIM 06pasaM — ¢ LeNIbIo MCClle-
TOBaHNUA BHE-BU3YaJIbHBIX CUHECTETUYECKUX CBOVICTB,
BbI3BaHHble HaOmOfeHMeM QoTorpaduyueckux uso-
Opaxennit. beito ompeneneHo 16 IPOTMBOIONOXHBIX
CEHCOPHBIX KayecTB (TeIUIo / XONOf, TBEPAOCTb / MAT-
KOCTb, TMOKOCTD / )eCTKOCTb, XPYIIKOCTb / YHPYTOCTb,
JIETKOCTD / TSKECTD, ITAKOCTD / HMIEPOXOBATOCTD, MYT-
HOCTb / IPO3PaYHOCTD, MATOBOCTD / 671eCK) ¥ 0TOOpaHO
20 pororpaduueckux 306 paskeHNIt, COOTBETCTBYIOLINX
OJTHOMY VIV HECKOTIBKVM BIOPaHHBIM CEHCOPHBIM Kaye-
CTBaM. JICHBITyeMBbIX TOHNpPOCKHIN OOO3HAYNUTDh, KaKiue
CEHCOPHBIe KauecTBa JIydllle BCETro IPefCTaBIeHbl M30-
OpakeHMAMM, a TaKKe ONPENeNTUTb YPOBHU COOTBET-
CTBMA 3TUM KadecTBaM II0 LiKase ot 1 o 3.

PesynmbraThl IOKa3bIBAIOT [iBa aclleKTa: BO-IIEPBBIX,
MHTEPCYObeKTUBHOCTD aCCOLMALIINIT MeXTY M306paxe-
HMAMY U TIepeflaBaeMBbIMM CEHCOPHBIMIU KaueCTBaMI;
BO-BTOPBIX, BOXXHOCTb IpeaMeTa (KOHIeMIINN), Ipef-
CTaB/ICHHOTO B M300paKeHMAX, Ha KOTOPYIO BIMAET
NUYHBIA TIEpPIENIVOHHBI OMBIT, a TaKkKe HaIN4ye
aCCOILMATVBHBIX CTEPEOTHUIIOB. M
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Muxaenb XaBepkamn
Michael Haverkamp

CuHecTeTUYeCKumn
1 MYSIbTUCEHCOPHBIN
On3arH — pasfinumnA
U NpenMmyLLecTBa

Muxaenb XaBepkamn, KénbH, lepmMaHua

OBPEMEHHBIN MTPOMBIIIIEHHBI -

3aliH JO/DKEH YYUTHIBATh NPECTaB-
JIeH/e O TOM, YTO MOMUMO TEeXHIYeCKOI
(YHKIVOHATBHOCTY B IPUHATAN PelIeHN O IOKYIIKe,
MCIO/Ib30BAaHUU U ITOJIOKUTEIbHOM BOCIPUATUN IIPO-
IYKTOB Ba)KHYIO POJIb UI'PaeT CEHCOPHBINl OMNBIT KIIN-
enta. TakuM 06pas3oM, Au3aiiH JO/DKEH He TOIbKO Y4N-
TBHIBATb 3aKOHOMEPHOCTD pabOThI PasIMIHBIX OPTAaHOB
9IYBCTB, HO U 00€CIedrBaTh OCHOBY //Is1 O TUMAIBHOTO
COITIACOBaHMA CEHCOPHBIX BXONOB MEX]y OpraHaMu
9yBCTB. VIccmemoBaHus cuHecTesuyu 0becrednBaioT
MTOBBILIEHHYI0 OCBEJOMJIEHHOCTb O B3aMMOJEICTBUM
OpraHOB 4yBCTB 1 Oosee Iy6OKOe IIOHMMaHVE MHIU-
BU/Ya/IbHBIX U OOIIMX IIPOLIECCOB CEHCOPHOIL MHTETpa-
uun. XOTs MpeIonaraeMblil BK/IaJ, IOJINHHON CUHe-
CTe3uu B 001I¥Ie IPOLIECCH BOCHPUATIS €1lé He BIIOTHE
PACKpBIT, HOBAaTOPCKNe KOHLEMIINN [U3aliHa, KOTOpbIe
YUMTBIBAIOT IIEPLENTUBHBINA BK/Iafl KaK 0O6MX Kpocc-
CEHCOPHBIX, TaK U IOMJIMHHBIX CMHECTETUYECKUX IIPO-
L[ECCOB, IPUBHOCAT CBOK IIONIb3y. My/IbTUCEHCOPHBIN
IM3aiiH HeoOXOmUM /Il pa3paboOTKM IOYTH BCEX MPO-
nykToB. KpoMe TOro, BaKHO pa3BUBATb XapaKTePUCTH-
KU HPOAYKTa C Y4€TOM BCEX OPraHOB YYBCTB, YTOOBI
obecrieunTdh MOAXOAALINI M TAPMOHUYHBIV BHELIHMI
Bup. Kpocc-ceHcopHBIT A13aiiH TakxKe BaXKeH i 06-
PaTHOIT CBA3M OT 37eMeHTOB ymnpasneHnusa. OH cosmaeT
MY/IBTVICEHCOPHYIO M36BITOYHOCTD I IOBBILIAET HAIEXK-
HOCTb B3aMMOJIEVICTBUA 4YeloBeKa ¢ MalnHoWi. EcTh
HEKOTOpble CBULETEIbCTBA TOTO, YTO CMHECTE3Us CIIO-
coOcTByeT 6ojIee TECHOMY COTPYTHUYECTBY MEXJY XY-
IO>KeCTBEHHBIMY AUCIMUIIIMHAMY, TM3aTHOM U HayKOIL.
My/bTriceHCOpHBIE TIOAXOABI, paspaboTaHHble B Bay-
xayce B 1920-x u 1930-x rogax, Nmog4epKuBaOT, 4TO
BHUMAHUe, yfenseMoe MCKYCCTBY, 3G QeKTUBHO IOf-
Hep>KUBaeT U Pa3BUTNE MHHOBALIVOHHOIO Jy3aliHa. i
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Synesthetic versus
ulti-Senso

Design — Differences and

Benefits

Michael Haverkamp, Kdln / Germany

ecent industrial design has to

account for the notion that — beside
technical functionality —the customer’s
sensory experience plays a major role for the purchase
decision, usage and acceptance of products. Design
thus not only needs to take the various senses into
consideration, but it also has to provide a base for the
optimized alignment of sensory inputs across the senses.
Synesthesia research offers enhanced awareness for the
interaction of the senses and a closer understanding
of individual versus common processes of sensory
integration. Although a suggested contribution of
genuine synesthesia to common processes of perception
is not yet clear, innovative design concepts that consider
the perceptual contribution of both common cross-
sensory and genuine synesthetic processes are beneficial.
Multi-sensory design is required for the development of
almost all products. Furthermore, product features need
to be developed across the senses to ensure a plausible
and harmonious appearance. Cross-sensory design is
also essential for the feedback of operating elements.
It generates multi-sensory redundancy and improves
the robustness of human-machine interactions. There
is some evidence that synesthesia provokes a closer
cooperation between the artistic disciplines, design and
science. The multi-sensory approaches developed at the
Bauhaus during the 1920s and 1930s underscore that
attention devoted to the arts effectively supports the
development of innovative design.

The contemporary design of industrial products
has to account for the notion that the input of various
senses determines the customer’s perception. Thus, the
user experience (UX) not only includes elements of
usability, but it also needs to consider the multi-sensory
product experience. This applies to classical industrial
design and other fields that focus on different senses,
such as the gustatory features of food production and
the influence of healthcare design on pain (Gambera
et al.,, 2018). Synesthetic approaches are also important
for communication design (Ricco, 2008). If more than
one sense is activated, the interaction between the
various modalities plays an essential role for the overall
appearance that is perceived. A synesthetic design is
needed to find an optimum configuration. Nonetheless,
the term synesthesia requires clarification, particularly
because it recently covers two conceptions. In a narrower
sense, it means the involuntary occurrence of a sensation



PucyHok 1. CybbeKTvBHaA 1 0OBEKTMBHAA OLIEHKA BOC-
MPVHYMAEMbIX Ka4eCTB PasHbIX CEHCOPHBIX MOAaNbHOCTEN
ABJIAETCA MMaBHbIM BOMPOCOM COBPEMEHHOMO MPOMBILL-
JIEHHOTO AM3aliHa M OMTUMM3aLMM BHELLHWX CBOMCTB
BbIMyCKaeMbIX T0BapoB. CBepXy BHW3 ClieBa HanpaBo: 0CA-
3aTefIbHaA OLiEHKa C 3aKPbITbIMM T1a3aMu 1 yLLIaMW, U3Me-
PEHME aKYCTUYECKOW YyBCTBWTENBHOCTV MOBEPXHOCTEM
) 0CA3aTesIbHOM MAMKOCTW, OLeHKa BHeLHero obnvka
MOBEPXHOCTY, OLIEHKa BOCTIPUHYMAEMOIA TeMmeparypbl

Figure 1. Subjective and objective evaluation of the
perceived features in the various senses is a major topic
of present product design and optimization of surface
quality. From top left to bottom right: tactile evaluation
with masked eyes and ears, measurement of surface
sound sensitivity and tactile softness, evaluation of
visual surface appearance, measurement of perceived
temperature

within a secondary modality that is not originally
stimulated. According to Richard Cytowic, this case is
well described by the term genuine synesthesia (Cytowic,
2002). It should be distinguished from the broader
meaning of synesthesia as used in the arts, which refers
to the field of synesthetics and includes various kinds of
interaction between the senses. Synesthetic design thus
refers to the design of objects and environments based
on a systematic approach. Besides genuine synesthesia,
it includes all other perceptual strategies of cross-
sensory interaction (Haverkamp, 2012). Such strategies
are based on iconic/associative and semantic features
of stimuli. Cross-modal correspondances are likewise
important (Spence, 2011).

Multi-sensory design and cross-sensory
harmonization

The development of products needs to be related to all
senses involved in product perception. This enables
intuitive usability and expresses a holistic, multi-sensory
appearance. A variety of objective measurements and
subjective evaluations is needed during the development
process (fig. 1).

How can we distinguish between multi-sensory and
cross-sensory design? What is the benefit of adding
elements of genuine synesthesia to achieve a full
synesthetic design?

Two principle approaches need to be understood
to compare multi-sensory versus cross-sensory design
(Haverkamp, 2015 & 2017). As a first concept, multi-
sensory studies tend to investigate the senses separately,
with the comparison and alignment of these single
results. A typical question is: “What is the optimum visual
(or auditory or haptic or olfactory) configuration for the
perception of quality?” The second concept addresses the
cross-sensory approach, whereby such studies directly
explore the correlations or fit of sensations gained by at
least two senses. This proceeding thus includes relations
across the senses. Various questions can be addressed,
such as “When touching it, does it sound what it feels
like?” or “Does it feel what it looks like?”

An important field for cross-sensory design
is the configuration and harmonization of the visual
appearance, haptics and sound of operating elements.
This requires temporal alignment, because stimuli of
the related sense must be perceived as synchronous.
Spatial alignment is also necessary. A switch click needs
to be perceived in the direction of the switch, which
is not easy to fulfill for touchscreens with artificial
sounds. Furthermore, an appropriate adjustment of the
intensity of stimuli in the various senses warrants special
attention. Besides mechanical elements, cross-sensory
design is specifically important to enhance the feedback
of electronic inputs/outputs like touchscreens and for
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virtual reality (VR) environments. It is also essential for
all passive surfaces that are touched.

Bauhaus — a role model for multi-sensory

design?

In 2019, the centennial of the formation of the famous
Bauhaus design school was commemorated. Although it
only existed for a few years from 1919 to 1933, it has been
highly influential in the development of industrial design
and architecture. Its enhanced potential of creativity
was initially driven by interdisciplinary, cross-sensory
approaches of the lecturers (“Bauhaus-Meister”). The task
defined by the founder Walter Gropius was to integrate
all design topics in each project—i.e. architecture,
painting, design of furniture and textiles— according
to the Bauhaus Manifest (Gropius, 1919). During the
early, expressionistic phase of this institution, artists like
Wassily Kandinsky, Johannes Itten and Lyonel Feininger
set the agenda. This direction was subsequently followed
by others such as Oskar Schlemmer, Paul Klee, Laszlo
Moholy-Nagy, and Josef Albers. Obviously, most lecturers
had a multi-sensory background. Studies included
further art forms such as theater, dance and concerts.
In this context, Ludwig Hirschfeld-Mack developed his
light performances “Reflektorische Farbenspiele”, for
which a “Farbensonatine” in three parts was composed
(Moholy-Nagy, 1927, p.78-83).

Tactile appearance played an important role. Students
had to realize tactile plates to gain experience with haptic
properties of various materials (Moholy-Nagy, 1929,
p-21-30). Such instructions for self-experience should
guide the students’ conscious awareness of the perceived
features of material. The assemblies of materials with
different surface properties were used for subjective
evaluations of essential tactile features (fig. 2).

Color was also seen to be an essential part of design
(Dtichting, 1996). In view of present discussions on color-
graphemic synesthesia, early approaches on form to
color relations hold specific interest. Wassily Kandinsky
proposed assignments of colors to angles, which were
then used to define appropriate colors for elementary
forms (Kandinsky, 1926, fig. 3). However, contrary to
asynesthetic and thus idiosyncratic approach, Kandinsky’s
assignment of colors to angles is based on a color scale
with increasing brightness regarding the characteristic
brightness of the chosen colors, whereby the sharper the
angle, the brighter the color. As is typical for such scales,
green is missing given that its characteristic brightness is
similar to red. Kandinsky’s color-to-angles assignments
are listed in Table 1.

This scheme has been applied to elementary forms.
The three fundamental colors of yellow, red and blue
were thus allocated to the related fundamental forms
of a triangle, square and circle. In a second step,
this principle was extended to the spatial forms of
a tetrahedron, cube and ball.

Duringthelater years of Bauhaus, the concept changed
from free artistic approaches to a focus on systematic
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product design. Nevertheless, it is obvious that the
enhanced sensitivity of multi-sensory perception helped
to develop effective design principles. It enabled the
systematic optimization of the authenticity and iconicity
of basic materials such as wood, metal, leather, and
fabric, as exemplified in figure 4. Today, the authenticity
of materials and surfaces is a major topic of product
development (Haverkamp & Moos, 2017; Haverkamp,
2019). Indeed, increasing understanding is emerging
regarding the importance of multi-sensory approaches
for design education (Ricco, 2018).

Cross-sensory anticipation and synesthesia

Usually, if one sense is stimulated, other senses respond
with either synesthetic phenomena or memorized
content, which is associated with features of the
stimulus. For the latter case, it is thus proposed to use
the term cross-sensory anticipation. It is very important
to understand which other sensations will be related
to a single stimulus. A typical and critical case is the
expectation raised by the visual appearance of a surface.
Haptic features are connected to vision, and the first
touch may lead to disappointment, or —at best—to
a satisfying confirmation.

This requires a different but nonetheless essential
approach, the third concept. Synesthetic studies evaluate
contributions of senses that are not stimulated during the
experiment. Results of this approach include relations of
the stimulated sense towards synesthetic and anticipated
sensations in other sensory fields. As examples,
questions to test subjects include the following: “Do you
think a surface will feel, smell or sound what it looks
like?” or “When hearing a sound, what does the source
look like?”.

The term synesthetic studies was chosen with
reference to the aforementioned genuine synesthetic
phenomena which occur within senses that are actually
not stimulated, e.g. colors are perceived when hearing
sounds. Besides such individual, specific phenomena,
the perceptual systems of all people tend to estimate
perceptual content for senses that are actually not
stimulated. Such intuitive anticipation of sensations in
other modalities is very important during daily life. It
is more than conscious, intentional consideration on
what something could look like, feel, sound or smell.
The anticipated sensation can truly be seen, felt, heard
and tasted. It is an inner experience, although it may
be projected to the exterior. It is something between
synesthesia and abstract knowledge. One could state that
it is some kind of impressive and plausible associative
content that is immediately and involuntary recalled
from memory. Figure 5 provides some examples of
visual stimuli that activate cross-sensory anticipation in
the tactile field. In product design, it is most critical if the
perceived sensation is very different to sensations that
were previously anticipated. As previously mentioned,
a potential customer looks at the product and anticipates
the tactile, auditory or olfactory properties from vision.
If a surface looks soft and comfortable but feels hard
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PucyHok 2. [lByxuacTHad ocA3aTefibHaA MallKka Figure 2. Two-part tactile plate (“Tasttafel”) including
(«Tasttafel»). ConpoBoMOaeTcA MOACHEHWMEM anro- an approach for graphic translation of tactile
pWUTMa rpaguy4ecKoro NepeBoa TaKTUIbHLIX CBOMCTB. properties. By W. Zierath, a Bauhaus student of the
ABTop: B.Lmpart, cTymeHT BToporo cemectpa bayxayca, second semester, 1927 (Moholy-Nagy, 1929, fig. 6)
1927 (Moxon-Hagp, 1929, puc. 6)

Color Angle &

black 1807

blue 1507

violet | 207

red Elie

orange 60

vellow 30
Tabnuua 1. Accoumaumm LBETOB C BENMYMHOW Yria. Table 1. Color-to-angles assignments (Kandinsky,
LiBeta cBepxy BHW3: YepHbI, CUHWUIA, GMONETOBBIN, 1926)

KpacHbI, OpaHKeBbIN, HENTbIN (KaHanHckun, 1926)

PucyHok 3. Accoumaumm LBETOB C BEAWYMHAMM YrTa Figure 3. Color-to-angle relations according to Wassily
no Bacunuio KaHguHckomy (1926, puc. 28). LieToBas Kandinsky (1926, fig. 28). Color diagram by the author
Lvarpamma aBTopa

__,‘-‘___._‘-.
PucyHok 4. lpuMepsl onpeaenanLmx MynbTUCEH- Figure 4. Example of multi-sensory authenticity of
COPHbIX XapaKTEPUCTMK MaTepuanoB, MCMoJb30- materials used for Bauhaus design. Marianne Brandt:
BaHHbIX B gu3anHe bayxayca. MapuaHHa bpaHar: tea-extract pot, 1924, brass sheet and ebony

3aBapHOM YalHuK, 1924, MeaHaA NnacTuHa, YepHoe
LepeBo. J1aTyHb 1 YepHoe epeBo
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cool touch humid

PucyHok 5. OwylieHna npu B3riAge Ha MOBEpX-
HOCTW: a) OLlylleHWe MNpoxfiafdbl MeTannMyecKux
MOBEPXHOCTEN, 0) OLLYLIEHWE BAXKHOCTMW, B) OLLY-
LLIEHNE MCKpALLENCA BOMbl BHYTPM 3TOM OYTHINKM,
r) MArKoe / ry6yatoe OLLyLLEHWE KaMHS, OTLLAMO-
BaHHOIO MOPEM

sparkling

soft touch

Figure 5. Cross-sensory anticipation by looking at
surfaces: a) cool sensation of metal surfaces, b)
humid sensation, c) sparkling sensation of the water
inside this bottle, d) soft/spongy sensation of a stone
grinded by the sea

EE= =%

g,

"chk - chk" "kling - ping"
- = _._1 !f\
{: L — L; “clonk" “click”
*krack - rack’
i '-""\;.- < e "‘I!" %

"pringg-trgk”

PucyHok 6. Habpocku ¢ obbAcHeHWeM accouua-
TMBHbIX CBA3el GOPMbl MepeKnioyaTenen U pblva-
roB C (YHKUMOHANMbHLIMK 3BYKaMu. CBepXy BHM3
CMpaB HaneBo: «4K-YK», «KIIUHT-MUHI», «KPIK-P3IK»,
KKNOHKY», «KTNUKY, NPUHT-TPIK»

Figure 6. Sketches for explaining switches and door
handles design correlated to mechanical operational
sound

switch grinder

PucyHok 7. [poeKT BapMaHTOB 3pMTeNIbHOM 06paTHO
CBA3M NMOCPeACTBOM CUTrHaNbHOM NMOACBETKM B COOT-
BETCTBMM C QYHKLMOHANbHBIMKM 3BYyKaMn Kode-Ma-
WuHbl. CnaBa HanpaBo: BK/KYeHWe/BbIKAYEHNE,
KodeMofiKa, Hacoc KoGe-MallmHbl, 0YUCTKa Kode-
MOJIKU, BCMIEHMBATE/b MOJIOKA

dispenser
pumg

rwilk
frother

cleaning
of grimder

Figure 7. Proposal for a visual feedback via signal
lamps according to the functional sound of a coffee
dispenser

and rough, it can be disappointing and raise negative
emotions (fig. 5 d). A metallic surface usually looks cool,
but it may feel warm when it is touched (fig. 5 a). This
lack of multi-sensory authenticity causes a feel of being
plastic and thus of low-quality materials. Moreover, if
mineral water taken from the bottle in figure 5¢ does
not feel sparkling in one’s mouth, this contradiction will
definitely disappoint the customer.
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Cross-sensory anticipation is certainly a different
process than genuine synesthesia, although it must be
clear that the relation of one sense that is stimulated
towards the other senses without input from the sense
organs is an essential fact during daily life. We thus
need appropriate “synesthetic” experiments to evaluate
this relation besides multi-sensory studies, which are
conducted for each sense separately, as well as cross-



sensory studies between senses that are stimulated in
parallel.

Synthesis of cross-sensory and synesthetic
aspects

The functional feedback of an operation chosen by a user
needs to be clear for every user. Therefore, it has to be
primarily based on stimuli that can be understood by all
individuals. In case various senses are stimulated, cross-
sensory harmonization is required to avoid perceptual
conflicts. This means that all sensory inputs must be free
from contradictions. If harmonious feedback is achieved
based on common cross-sensory connection, individual
aspects of genuine synesthesia can provide additional
design features with unique and exciting appearance. As
an example, a combination of cross-sensory and genuine
synesthetic features is applicable wherever vision, sound
and haptics interact with each other. Door handles can
show forms that reflect the sound of the closing latch,
which is followed by the snap back of the handle. Figure
6 shows some simple examples intended to explain the
principle.

Typically, users expect that the size of a trigger switch
or button correlates with the clicking sound (bottom right
of figure 6). A low frequency sound is expected for a large
switch, whereas it is unsurprising if a high-frequency
click appears in combination with a small one.

The second example depicted in figure 7 shows a proposal
for the visual feedback of a coffee dispenser. Sound is
very important for the perception of products (Spence
& Zampini, 2006). The sounds of the different process
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units of the coffee dispenser are indeed audible but
difficult to interpret by the user. Additional signal lamps
can help. Here, the lamp design reflects synesthetic
forms and colors as stimulated by the sounds.

Both examples shown here are quite simple
applications because they add value to operational
feedback, which already exists in a plausible manner. One
can already hear and feel the door handle operation and
can listen to the sound of the coffee dispenser. However,
besides enhancing the multi-sensory redundancy with
additional stimuli, unique features upgrade the overall
appearance through genuine synesthesia.

Conclusions

Multi-sensory design needs to include all senses with
respect to the variety of cross-sensory relations. A cross-
sensory harmonization of all perceivable features of
a product enables plausible appearance and operation as
well as convenient material authenticity.

A design based on genuine synesthesia needs
the addition of common cross-sensory features. Put
differently, this means that individual synesthetic aspects
can be added in case common features are already
embedded. Features taken from genuine synesthesia
have the potential to enhance the excitement and unique
appearance of products.

The example of the Bauhaus design school shows that
creativity and innovative potential can be significantly
enhanced by adding multi-sensory and synesthetic
aspects to education. m
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3 CTeTUYeCcKye TPeANoYTeHNs Tofei
B IIOBCEHEBHON IIpaKTMKe — OfMH
U3 CaMbIX BOCTpeOOBaHHBIX IIOKa3aTerIel,
HeOOXOIMMBIX KaK JJIs MapKeTHHTIa, TaK
" 01 oOecriedeHns ONTUMAJIbHBIX YC/IO-
BUII TPyHa U >KU3HeAeATenbHOCTH (AHU-
cumoB H.B., 2016; 3ammuna B.J., 2010;
Jleneko B.[I, 2002; Auuu K.[I., 2015). Vix getepMuHaius
pasHOOOpasHa, OIHAKO MHTEJIEKT, a TAKXKe XapaKTep
npodeccronanpHoro obpasosanua (Bianco L., 2018;
Pimm D., Sinclair N., 2007; BeipBa A.IO., JIeonTbeB
I.A., 2016; bensix C.JI., Ipumakosa E.JI., 2014) urpa-
I0T B 9CTETVKe IIOBCENHEBHOCTY 0CO6YI0 pob. PBIHOK
naHpmadTHOrO AMsaitHa — He mckmodeHne (Casenbe-
Ba J.II., 2013).

YCTaHOBJICHO, YTO OCHOBHOIL 3TaIl MBICTMTETBHOTO
Ipolecca HOCUT CTPYKTYPHBIN, NPOCTPaHCTBEHHbIN
xapakTep [2]. [Jo onpefieleHHOr0 MOMEHTa OHTOTe€He3a
BU3ya/lbHad M TaKTUIbHO-KMHECTETHYECKasA MOJANb-
HOCTH CYLIIeCTBYIOT OTHOCUTETIBHO HE3aBUCHUMO JIPYT OT
mpyra. ITpu aTOM TakTWIbHAas MOJA/IBLHOCTD ABJIAETCA
OCHOBHOM A MiafeHna. C yBemndeHMeM BO3pacTa
pebeHOK MepecTaeT CIPaB/ATHCS C BO3PACTAIOIINMY I10
CTIOXXHOCTM y4eOHBIMU 3a[ja4aMy, TaK KaK TaKTU/IbHO-
KIHeCTeTH4YecKas MOJANbHOCTh ropasfo 6oree Hachl-
IleHa KOHKPETHBIMMU JeTalAMU M TPYAHO IIOAJAeTCA
nporeccam 06061enns u abcrparnposanusi. PebGeHok
[O/DKEH HAYYMUTHCS MIEPEBOAUTD TAKTIIbHYIO MHDOP-
MAIIo B BU3Ya/IbHbI 06pas. TaKTM/IbHO-BU3Ya IbHBII
Hepexof AB/IAeTCA OHTOTeHeTHYEeCKY OffHOM M3 CaMBbIX
paHHNMX (GOPM MEXCEeHCOpPHbIX cBsseil. CymiecTByer
IpeAIIONIOKeHNe, YTO Y HeKOTOPBIX JIIOfiell STOT Iepe-
XOJI MMeeT CYHeCTeTUYeCKYI0 IIPUPORY, TO eCThb MeX-
CeHCOpHasA KOMMYHUKAIIVA ABJIATCA BPOXKAEHHOI.

[MnoTe3a: YPOBEHb MHTENIEKTYa/IbHO 3HAYMMOIA
CIIOCOOHOCTM K BOCCO3[AaHMIO BM3YaabHOTO 0Opasa
IO TaKTWIbHOMY BOCIPMATUIO (TaKTUIBHO-BU3Ya/IbHBII
Hepexof), a TAKoKe TUI OMIMOOK, C/le/TaHHBIX ITPY e€ ina-
THOCTVKE, II03BOJIsI€T IIPOTHO3MPOBATb ICTETUUYECKIe
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Aesthetic preferences
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depending on the success
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Aesthetic preferences of people in
everyday practice is one of the most
demanded indicators necessary for both
marketing and ensuring optimal working
and living conditions. Their determination
is diverse, but intellect as well as the specificity
of professional education play a special role in
the aesthetics of everyday life. The landscape
design market is no exception.

It is established that the main stage of the thought
process is structural, spatial in nature [Richard ].E, 1998].
Up to a certain point in ontogenesis, visual and tactile-
kinesthetic modalities exist relatively independently
of each other. At the same time, tactile modality is
fundamental for the baby. With increasing age, the
child ceases to cope with educational tasks increasing in
complexity, since the tactile-kinesthetic modality is much
more saturated with specific details and is difficult to
generalize and abstract. The child must learn to translate
tactile information into a visual image. The tactile-visual
transition is ontogenetically one of the earliest forms of
intersensory connections. There is an assumption that in
some people this transition has a synesthetic nature, that
is, intersensory communication is innate.

Hypothesis: the level of intellectually significant
ability to recreate a visual image based on tactile
perception (tactile-visual transition), as well as the
type of mistakes made during its diagnosis, allows us to
predict aesthetic preferences (in our case, the choice of
the style of landscape design), and initial professional
education determines both.

The empirical task: Does the sense of proportionality
in the tactile-visual transition affect the assessment of
the ordering of landscape design styles?

Methods of empirical research: test inventory
“Ability to recreate a visual image by tactile perception”
(by Belykh S.L., Milchakova S.I.), adult version; an
experimental procedure for the aesthetic assessment of
photographs of landscape design styles using a modified



IpefnodTeHNs (B HallleM CIy4ae BbIOOpP CTWM/IA JAH[-
madTHOro [u3aitHa), a 6a3oBoe NpodeccuoHaNIbHOe
o6pasoBaHue JeTePMUHNPYET ¥ TO U JIPyToe.

3M|'|V|pW-I€CHaF| 3a[la4a: Bouser nmu 9yBCTBO MpO-
MIOPLMOHAIBHOCTY NP TaKTMIBHO-BYU3YaIbHOM Ilepe-
XOJie Ha OLICHKY YIIOPAROYEeHHOCTU CTUIeN TaHamagT-
HOTO iu3aiHa?

MeTofbl aMnmpuyvecroro uccienoBaHuA:

1. metonuka «CrOCOOHOCTD K BOCCO3JAaHUIO BU3Y-
a/IbHOTO 06pasa 110 TAKTM/IbHOMY BOCIIPUATHION
(Bemsix C.JI., Munpuakosa C.J1., 2008), B3poc-
JIBIVl BAPUAHT;

2. 3KCIEpMMEHTAJIbHAsA MPOLERypPa 3CTETUYECKON
oreHkn ¢otorpaduit cTuaeit maHFAPTHOTO
IM3aliHa C IOMOIIBI0 MOAUGPUIVPOBAHHOTO
CeMaHTUYeCKOro AuddepeHIana 1 cOnoCcTas-
JIeHMe C 9KCIIEPTHOI OL[EeHKOI 3TuX QoTorpa-
¢uit. B xauecTBe 9KCIIEPTOB — HPOQeCCHOHATb-
Hble TaHAmaQTHBIE AM3ailHepbl (4 UemoBexa),
XYLOXHUKI-AM3aiHePbl MUPOKOTO Ipoduis
(2 genoBeka), XMBOMNCLIBI (4 YeOBEKa), apXu-
TEKTOPBI-Au3aliHeps! (3 4emoBexa).

Bbl60pHa nccnenoBaHUA: crypentsr ouHoro
U 3a0YHOTO OTHE/IeHMII, obyuaromuecss Ha Kadenpe
naHpmagTHON apxmrekTypbl PTAY-MCXA umeHn
K.A. Tumupssesa (Mocksa), 34 genoBexa.

[In3anH nccnenoBaHms:

1. IlepconanmpHas (MHAMBMAYanbHAs) RAMATHO-
CTHKA CHOCOGHOCTM K BOCCO3[JAHUIO BU3YasIb-
HOro 06pasa 10 TAKTU/IBHOMY BOCIPUSATHUIO
(B3pocrblit BapuaHr);

2. DKcuepTHasi OLEHKa CTMIEi MaHgiadTHOTO
M3alHa;

3. ODKCIIEpUMEHT II0 3CTETMYECKOMY IIPeAIoUTe-
HUIO CTUIEN TAaHAIAa(THOTO IU3aiTHa;

4. CraTucTMyeCcKOe COMOCTaBIeHNe IKCIEPTHO
OL[EHKM U 3CTETUIECKUX TPETIOYTEHNIT UCTIbI-
TYeMBIX;

5. CraTuCTUYECKOEe COIOCTaBJIE€HME SCTETUYe-
CKVX IIPENNOYTEHNII UCIBITYEMbIX C YPOBHEM
U TUIIOM OMIMOOK CIIOCOOHOCTY K BOCCO3TAHMIO
BU3yaJIbHOTO 0Opasa 10 TaKTUIBHOMY BOC-
NPUATHIO;

6. CratucTudecKoe COMOCTAB/IEHNE ITOMTy4YeHHBIX
TaHHBIX C XapaKTepoM MpOodecCHOHATbHOTO
006pa3oBaHMA M BO3PACTOM.

7. AHamus u 06CyX/ieH1e Pe3y/IbTaToB.

HeKoTopble pe3ynbTathbi:

«Ob1uee KOMMIECTBO OWIMOOK» MPU BBHIIIOTHEHUN
3aJaHNs Ha CIOCOOHOCTh K BOCCO3[AHUI0 BU3Yaslb-
HOro 06pasa IO TAKTM/IPHOMY BOCIPISITHIO HMeeT
OTpUIIaTe/IbHBIE KOPPENALMM Ha 5% ypOBHE C OLI€H-
KOJI «TsDKEJIBIil» JIIsl @HIJIMIICKOTO CTWIA MaHgmadT-
Horo ausaiiHa (r = -0,43) 1 3TOI Ke OLIeHKOI M1 JIeC-
Horo ctuns (r = -0,36).

semantic differential and additional comparison
with an expert assessment of these photographs. The
involve experts are professional landscape designers
(4 people), graphic designers (2 people), painters
(4 people), architects and designers (3 people). Sample
of respondents are 34 full-time and part-time students
studying at the Department of Landscape Architecture
of the K.A. Timiryazev Russian State Agrarian University
of Agriculture (Moscow).

Some results:

The “total number of errors” when performing the
task on the ability to recreate a visual image by tactile
perception has negative correlations at the 5% level
with the grade "heavy" for the English style of landscape
design (r = -0.43) and the same grade for the forest style
(r=-0.36).

“The number of proportional errors” is negatively
correlated at the 5% level (r = -0.39) with the score
“heavy” for the English style and positive correlation at
the 5% level (r = 0.34) with the score "heavy" for the style
“modern”

The discussion of the results: In general,
correlations between the number of errors in the test for
the ability to recreate a visual image by tactile perception
and assessments of landscape design styles may indicate
that respondents who make a large number of errors in
general, and especially errors in proportion (which are
considered the most relevant), are more likely to give
an assessment of style that differs significantly from
the generally accepted one and from the assessment of
experts, and in addition, there is reason to believe that
these respondents assess not so much the style itself as
their ability to understand this style.

Conclusions: comparing the level of the ability for
tactile-visual transition (to recreate a visual image by
tactile perception) with assessments of landscape design
styles suggests that a lower level of this intellectually
loaded ability leads to a distortion in the perception of
styles, which means that in the future it can lead to the
emergence problems in professional activity. In addition,
some of the results (observation of the speed and nature
of the task) make it possible to interpret this ability as
biologically conditioned, that is, synesthetic. m
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«KomaecTBo ommo60K MponOpLUMOHATbHOCTI» IMeeT
OTpUILIATENbHYIO KOpperAnmio Ha 5% yposHe (r = -0,39)
C OLIEHKOI «TSKEJIbI» IS aHITIMCKOTO CTUJIA U IIOJIO-
KUTENbHYI0 KOppenauuio Ha 5% yposHe (r = 0,34)
C 9TOI1 >X€ OLEHKOM JIS1 CTUJIA «MOJEPH».

06cyaeHue pesynbTaToB:

B memoM koppenAnuy Mexjy KOIN4eCTBOM OMINMOOK
[IPY BBIIIOTHEHMN TECTa Ha CHOCOOHOCTD K BOCCO3[a-
HII0 BU3YaJIbHOrO 06pasa 1o TaKTUIbHOMY BOCIIPYSI-
TUIO U OLlEHKaMu CTuIeil naHpmadTHOrO Am3aiiHa
MOFYT CBUJOETEIbCTBOBATDH O TOM, 4YTO peCHOHHeHTbI,
menamiyue OOJbIIOe KOJIMYECTBO OIIMOOK B IIEIOM
M 0COOEHHO OMMOOK MPOHOPUMiT (KOTOpbIE CYMTA-
10TCs1 Hanboree aKTyaIbHBIMU), 4allle JAIOT OLIEHKY
CTWIIA, CYIECTBEHHO OTIMYAIOIIYIOCS OT OOLIepUHSI-
TOIL ¥ OT OIIEHKM 9KCIIEPTOB, @ KPOME TOTO, €CTh OCHO-
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BaHNA CUYNUTATh, YTO 3TN PECHOHIOEHTBI OL€HNBAIOT
HE CTOJIBKO CaM CTUJ/Ib, CKO/JIBKO CBOIO CIIOCOOHOCTH
IIOHATDb 3TOT CTUJIb.

BbiBOAbI: conocrasnenmue YPOBHA CIOCOOHOCTU
K TaKTWJIBHO-BU3YaIbHOMY IIePeX0fy (K BOCCO3aHMUIO
BU3YaJIbHOTO 06pasa MO TaKTUIBHOMY BOCIIPUATHIO)
C OLlEHKaMy CTH/Iel TaHAmA(THOTO AM3aliHa MI03BO-
JISIeT IPEeAIIONOXNTb, YTO Oojlee HU3KMIT YPOBEHD ITOM
VIHTE/IEKTYa/IbHO HArpy>XeHHOM CIIOCOOHOCTM MpH-
BOIUT K MICKaKEHUIO BOCHPUATHS CTUJIEN, & 3HAYUT,
B [Ia/IbHEIIEM MOXET MPUBECTU K BOZHUKHOBEHUIO
npo6seM B npodeccruoHanbHoil fesitrenbHocTi. Kpome
TOTO, HEKOTOPBIE 13 Pe3y/IbTaToB (HabM0eHNe 32 CKO-
POCTDBIO U XapAKTEPOM BBITIOMHEHUS 3a[JAHUs) TTO3BO-
JII0T TPaKTOBATh JaHHYIO CIIOCOOHOCTD KaK OMONOrn-
4ecKy 00YC/IOB/IEHHYIO, TO €CTh CUHECTETUYECKYIO. M

Belych, S.L., Mil'chakova, S.I. Faculty for visual image rep-
resentation by tactile perception and its operationa-
lization (2008) Psikhologicheskii Zhurnal, 29 (3), pp.
120-127.

Richard J.E Mental activity. Understanding, reasoning, finding
solutions / Abbr. per. with French. T.A. Rebeco.— M.:
Publishing house “Institute of Psychology RAS”, 1998. —
232p.



Cu Cu Xapt 1 JlIngenn CumncoH
Carolyn Hart and Lidell Simpson

Bawy wnary, cygapb!
CuHecTe3nA 1 UCKYCCTBO
dexToBaHUA

KaponwuH XapT, LMT, CaH-®paHuuckKo,
Kanupophua, CLLIA

JIngenn CumncoH, Jabopatopusa
MYNbTUCEHCOPHbIX UCCef0BaHUN
bporaapaa, YamBepcuteT Manamu,
Mawamu, Onopuga, CLLIA

MHECTEe3MA — 3TO IEPLENTUBHBIN

(eHOMeH, IIpU KOTOPOM CTUMYJIA-
Iy OLHOV CEHCOPHONM WAV KOTHUTUB-
HOV (PYHKIMOHAIBHON CBA3U IPUBOSUT
K HEIpPOM3BONbHBIM IepeXNBaHUAM
B JIPYTOil, HECTUMY/IMPYEMOI CEHCOPHOM
UAM KOTHUTMBHON (PYHKIMOHAJIBHOM
cBsAsu. [lonroe BpeMs CHHECTe3NA CYU-
Tasach MPOCTO PEefKUM JH0OOMBITHBIM
SBJIEHNEM, HO HeflaBHNE JCCIeNOBaHMS,
coBMelaye GpeHOMEeHOIOTYeCKNe, TOBeeHIeCcKe
U HellpoBM3yaMM3alIOHHbIe METOABI, HadasIy OIpefe-
JATb KOTHUTMBHbBIE ¥ HEIIPOHHBIE OCHOBBI CMHECTE3WMN
(Hubbard, Ramachandran, 2005).

Vcropudeckoe dexToBaHME — 3TO CIOPT, KOTOPBIIA
OepeT CBOe HAYa0 B PYKOBOACTBAX IO (peXTOBAHMIO
UTaNIbSAHCKOTO BospoxpeHusa. B sammuTHOM cHaps-
XKeHUU MCTopudeckre (eXTOBaJbIIVKN BCTYHAIOT
B 60I1, BOOPY>KEHHBIE OPYXXVMeM, BOCCO3LaHHBIM Ha
OCHOBE panmp, LIJIaTepOB 1 Komoouero opyxus: Ilam-
neHreiiMepa 1500-x rogos. Kax miofam ¢ cuHecTesnei,
00y-4eHHBIM MCKYCCTBY (peXTOBaHMs, aBTOpPaM ObIIO
JIOOOMBITHO Y3HATh, KaK WX PA3/INYHbIE CUHECTE3UN
MOTYT YCUIMBAaTbh U OC/IOXKHATb X yMeHME B/IaleTb
LIITaT O,

11 HOs6ps1 2018 ropa Cu-Cu Xapt u Jngen Cumir-
coH B Ha myxarky Kpuccy @unp B Can-OpaHim-
cko, Kanudopuus, rae B Tenu mocra 3onmotsle Boporta
OHU BIIEPBBIE CKPECTWIM CBOM pamupsl. ysab Obiia
opraHmsoBaHa KommaHueil Bonne Pioche Productions
C L[eI0 TIPOJEMOHCTPYPOBATh OCOOEHHOCTI CUHECTe-
31U B AEMCTBUU U IS TOTO, YTOOBI ONPEHe/nTh, KaK
JIBa CHHECTETa C OFMHAKOBBIM HAOOPOM HAaBBIKOB MOTYT
VICTIBITBIBATb COBEPIIEHHO Pa3Hble CEHCOPHbIE OLIYIIe-
HIA, BBIIIONIHAA 110 CYTU OFHM U Te >Ke meficTBuA. Uro
kacaeTcs ¢exToBaHudA, JIumernn CHUMIICOH OTMedaer,
YTO OH MCIIONIb3yeT CMHECTEe3NIO 3PEeHNA -> 3BYKa Kak
[IPEUMYIIeCTBO Ha COPEBHOBAHMSX, YTOOBI JaTh eMy
MIPEVMYIIECTBO B OXKMAAHMM aTaKM CBOETO IIPOTMB-
HMKa. Marerinee OBVDKEHME CO3JAeT A HEro 3BYK,
KOTOPbI/I MTHOBEHHO IaeT €My 3HaTb O HaMepeHMAX
nporuBHUKa. K ero gecty, JIngenn CHMIICOH BHIMTPa
MHOYXEeCTBO Mefia/iell Ha COPeBHOBaHMAX.

By the Sword: Synesthesia
and the Art of the Duel

Carolyn Hart, LMT, San Francisco CA, USA

Lidell Simpson, Brogaard Lab for
Multisensory Research, University of Miami,
Miami, FL, USA

ynesthesia is a perceptual phenomenon

in which stimulation of one sensory
or cognitive path-way leads to involuntary
experiences in a second, unstimulated
sensory or cognitive pathway.mAlthough
long treated as a curiosity, recent research
with a combination of phenomenological,
behavioral, and neuroimaging methods
has begun to identify the cognitive and
neural basis of synesthesia (Hubbard,
Ramachandran, 2005).

Historical fencing is a sport that has it
origins in the swordsmanship manuals
of the Italian Renaissance. Wearing protective gear,
historical fencers engage in combat with replica swords
built on the foundation of the rapiers, schlagers, and
pappenheimer cut-and-thrust weapons of the 1500’s.
As individuals with synesthesia who are both trained in
the art of defense, the authors were curious to learn how
their various synesthesias might enhance and detract
from the sport of swordplay.

On November 11th, 2018, CC Hart and Lidell Simpson
took to the lawns at Chrissy Field in San Francisco,
California, where in the shadow of the Golden Gate
Bridge, they first crossed swords. The duel was coordinated
by Bonne Pioche Productions and was intended to
illustrate synesthesia in action, or how two synesthetes
with a similar skill set might experience a tremendously
dif-ferent sensory experience while executing essentially
the same actions. Of fencing, Lidell Simpson notes that
he uses his vision —sound synesthesia to his advantage
in competition to give him an edge anticipating an attack
by his opponent. The slightest movement creates a sound
that tele-graphs the opponents intentions. To his credit,
Lidell Simpson has won many medals in competition. CC
Hart has quite the opposite experience with fencing; as
a mirror-sensory synesthete, she gets mired in mirror-
proprioception, matching her opponents movements,
which weakens her defensive technique. Additionally,
she experiences pain that feels like shocks of burning
electricity that shoot down her legs when she views
sharp objects. But, she does find an advantage with
grapheme > color synesthesia which gives distinct shades
to various attacks and parries. With so many synesthesias
intersecting, it was unclear if either Mr. Simpson or Ms.
Hart would have an advantage over the other.

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CI/IJJ,ODOB-D,ODCO 1 51



Jnpenn CumncoH, B 60eBoM FOTOBHOCTM, C Napo
0bHameHHbIX panup. OnA muctepa CuMncoHa 3To
MOJOMEHNE CONPOBOMHOAETCA MArKUM PaBHOMEPHBIM
ryOeHveM

2) Panuvpbl cKpelleHbl: Oyanb HauuHaetca. Jlupgenn
CMMMCoH 0TMEYaeT, YTo GexToBasbLLMKM YacTo bec-
CO3HaTe/bHO BbiJAOT CBOE HaMepeHWe MpeacTos-
e ataku. OHM cnerka nofaloT CBOM KAMHOK Bre-
pefd Ha HEeCKONIbKO MUANIMMETPOB M YyTb OTCTYNaioT
nepen atakon. Korga oMM genatT 3Ty Majo3amert-
Hylo nogayy, Jiugenn CUMNCOH CABILIKT 3BYK, MOX0-
MWW Ha 3BYK KNaKcoHa

Lidell Simpson, en garde, with a brace of rapiers. For
Mr. Simpson, this position is accompanied by a soft
steady humming sound

2) Crossing swords: the duel begins. Lidell Simpson
notes that fencers often uncon-sciously telegraph
their intention of a coming attack. They ever so slightly
nudge their blade forward a fraction of an inch then
pull back before the attack. When they do that little
nudge, Lidell Simpson hears a sound like a klaxon
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3) Korpa Jlngenn CuMncoH atakyet, Cu-Cu XapT Bbi-
MOJHAET BbIMaf, M300ParKeHHbIN HEenTbiM, BMecTe
C 3alUWTON, M3BECTHOM KaK KaB3, B BMAe M3runbaio-
LLIEro [IBUMKEHMA TYNOBMLLA, KOTOPOE OHa BOCTIPUHM-
MaeT B CMHEM LiBeTe Harnoaobue 6yKBbl «C»

3) As Lidell Simpson attacks, CC Hart per-forms a 6
parry, depicted in yellow, along with a defense known
as the cavé, a curving movement of the torso that she
perceives as a medium blue like the letter “C”

4) Cn-Cn Xapt 3awmwiaetcA oT ataku Jlupgenna
CMMMCOHa, MCMoMb3yA BbICOKYI0 MO3ULMIO, Ha3BaH-
HYl0 B Y4eCTb WTalbAHCKOro MacTepa (GexToBaHus 16
Beka [kakomo [u lpaccu. Uma DiGrassi y Mu3 Xapt
MMEEeT MypPMypHbIN OTTEHOK, M03TOMY JaHHbIA MaHeBp
MPOABNAETCA Y Hee B 3TOM LiBeTe

4) CC Hart defends against Lidell Simp-son's attack
using 16th century Italian fencing master Giacomo
DiGrassi's high ward. The lexeme DiGrassi is purple
for Ms. Hart, and thus the maneuver appears in that
color

CuHectesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBe. OrB. pen. AB. CI/IJJ,OpOB-ﬂOpCO
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5) 3epKanbHasa 6onb Ana KaponuH XapT noBceaHeB-
Hoe ABIEHWE, 0COOEHHO KOrfa OHa CMOTPUT Ha OCTpble
npeameTbl. OHa YyBCTBYET cebA TaK, CIIOBHO 3MEKTPU-
Yeckwuit paspag b6bET Mo eé HoraMm no nepu-hepuye-
CKMM HepBaM. Korfa oHa BUAMT panupy, HanpaBieH-
HYI0 €1 B rpyAb, OHA YyBCTBYET Hryyyio 60/1b B HOrax

5) Mirror-sensory pain is a daily experience for CC
Hart, especially when she views sharp ob-jects. She
feels as if burning electricity is shoot-ing down her
legs following the path of the pe-ripheral nerves.
When she sees a rapier pointed at her chest, she feels
searing pain in her legs

6) CMHecTe3nA MOXKeT CTaTb OTMPaBHOM TOYKOM AnA
apyobl. Cn-Cu Xapt v Jingenn CumncoH corna-
LUAKTCA, YTO TOSIKO CaMW CUMHECTETHI Nyyllie BCEro
MOHMMAIT COLMANbHBIE W3AEPHKM  CUMHECTe3UU.
HecMoTpA Ha T0, YTO OHW MPUTBOPANMCH, YTO XOTAT
ybuTb Apyr Opyra (cXBaTKa, B KOTOPOI MUCC XapT Bbl-
urpana, cpasue Muctepa CUMMCoHa ynapom panupsl
B rpyab), Jingenn CvmncoH un Cu-Cu XapT cBA3aHb
rnyboKoM py60ii, 0CHOBAHHOM Ha MX 06LLEM OMbITE
CMHEeCTe3Um

6) Synesthesia can be a launching point for
friendship. CC Hart and Lidell Simpson agree that the
social costs of synesthesia are best understood by
other synesthetes. Despite pre-tending to kill each
other with swords, (a duel that Ms. Hart won with
a thrust to Mr. Simp-son’s chest) Lidell Simpson and
CC Hart have a deep friendship linked to their shared
experiences with synesthesia
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Mucc XapT uMeeT COBepIIEeHHO IPOTHBOIIONIOXHBDIN
OmbIT (peXTOBAHUS; KAaK 3€PKa/bHO-CEHCOPHBII CUHe-
CTeT, OHA YBs3/1a B 3epKa/IbHON IPOIPUOLETIIIVIN, TIOf-
Oupasi IBIDKEHNsS CBOMX OIIIOHEHTOB, UTO OCNMAb/IseT
eé 3alMTHYIO0 TeXHUKY. Kpome Toro, oHa MCHIBITbIBaeT
6071b, MOXOXKYI0 Ha paspsfbl TOPSLIETO 3TeKTpUUe-
CTBa, KOTOPbIE CTPEJIAIOT II0 € HOraM, KOTI7ia OHa BUUT
ocTpble mpefMeThl. Ho OHa HaxogMT IpeMMyIecTBO
B CUHeCTe3Nu rpadeMa > IIBET, KOTOpast MpUfjaeT pas-
MMYHBIE OTTEHKM DA3NMYHBIM aTakaM ¥ HapupoBa-
HUAM. C TaKuM KO/IMYeCTBOM IepeceKaloNXcs CUHe-
CTe3mit 6bIIO HesACHO, 6ymeT mu y Mucrepa CUMIICOHA
unm Mucc XapT NMpeuMyIecTBo Iepef ApyruM. B yem
OBIIN YBEPEHDI, TaK 9TO TO, YTO OHM OTIIMYHO IIOBeCe-
JIATCA B TEIUIbII OCEHHUIA [IeHb, KOI7ia JBOE CHECTETOB
3aHMMAIOTCS CIIOPTOM, KOTOPBIiT UM 060MM HPaBUTCA.

Kapomna Cu-Cu XapT — MOMUCHHECTET CO MHOXe-
CTBOM pPa3sHOBUIHOCTEI CMEXHBIX OIlyIleHuit. B eé
CeHCopMyMe IpeoOnafaloT 3epKaabHas CHHETe3N,
B TOM YNC/Ie 3epKajIbHasA MPONPUOLENINA U CUHecTe-
314 3epKabHOI 60mu. OHa 3aHMMAeTCs UICTOPUYECKIM
¢dextoBannem c 2000 roga u 6bpUIa MHCTPYKTOPOM IO
¢dexroBanuio B lllkone camosamutsl «KpacHas posar.
Cu-Cu XapT sAB/sA€TCA ceKpeTapeM B COCTaBe UCIONHN-
TENbHOTO COBeTa MeXXIyHapogHOl accolmanyy CuHe-
CTeTOB, JesATeNel MICKYCCTBa Y HayKH.

JInpenn CHUMIICOH — IOMMMOJANbHBINA CHHECTET
C HeIPOCEHCOPHOI M KOPKOBOI Iyx0oToit. Ero ¢yHk-
IIMOHAJIBHO MILEHHAs CTUMY/IOB CITyXOBas Kopa Oblna
3aJIefICTBOBaHa APYTMMI CEHCOPHBIMIU MOJa/TbHOCTAMM
COBepILIEHHO YHMKaIbHBIM 06pasom. HecmoTps Ha To,
gro JIuppen BCIO XU3HD ObUT TTyXMUM, eMy HPaBUTCS
HOBTOPATb, YTO OH HMKOIZA He 3Han TuuMHbL Ero
3peHue, 0csA3aHue, BKYC, 3alaxX, SMOLMM CHHeCTeTHde-
CKM BCerfa NpOsIBILIUCH Kak 3BYK. IIpodeccop Crus
Jlombep us YHuBepcurera Makrmmna (Steve Lomber,
McGill University) Ha3Ba 9TO IIpeKpacHBIM IPUMEPOM
IJIACTUMYHOCTY Mo3Ta. JIupien1 cTan repoeM TeneBU3N-
OHHOTO JoKyMeHTanbHoro ¢unbma «The UnX-plained
¢ Yunmamom llaTHepom». Dm3on HasbiBascs «CBepx-
Je/IoBeYeCKe YyBCTBa».

JInpenn Cumncorn n Cu Cu XapT BMecTe CTamn
TeposAMM 5-CepUITHOTO JOKYMEHTaIbHOTO (UIbMa
«HUMAN + — The Future of Our Senses», B KOTOpoM
OHM CPa)KAIOTCS Ha panupax B OUTBE CHECTETOB. M

Jlnutepatypa

Edward M. Hubbard, V.S. Ramachandran. Neurocognitive
Mechanisms of Synesthesia, Neuron, Volume 48, Issue
3, 3 November 2005, Pages 509-520.

What was sure is they would have great fun on
a warm autumn day, two synesthetes engaged in a sport
they both love.

CC Hart is a polysynesthete with multiple form of
conflated senses. Her sensorium is dominated by mirror-
touch phenomena, including mirror-proprioception,
and synesthesia-for-pain. She has been an historical
fencer since 2000, and was a fencing instructor at the
Sanguine Rose School of Defense. CC Hart serves on
the executive board of the International Association
of Synesthetes, Artists, and Scientists in the role of
Secretary.

Lidell Simpson is a polymodal synesthete with
congenital sensorineural and cortical deafness. His
unstimulated auditory cortex has been taken over by
other sensory modalities in a very unique way. Despite
being deaf all of his life, Lidell likes to say he has never
known silence. His sense of vision, touch, taste, smell,
and emotion manifests itself synesthetically as sound.
Professor Steve Lomber of McGill University called
it a marvelous example of brain plasticity. Lidell was
featured in a television documentary, The UnXplained
with William Shatner in an episode was titled
“Superhuman Senses”

Lidell Simpson and CC Hart appear together in the 5
episode documentary “HUMAN + — The Future of Our
Senses” in which they fence to the touch in a battle of the
synesthetes. m
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Jingenn CumncoH
Lidell Simpson

MocKBa Ha BKYyC

Nnaenn CumncoH, Jlabopatopua
MYNbTUCEHCOPHBIX UCCe0BaHUN
bporaapaa, YHuBepcuteT Maamum,
Mawamu, Onopuga, CLUIA

TIO/TMMOJA/IbHBI CUHECTET C BPO-

JKJIEHHOJM HEMIPOCEHCOPHOM  ITy-
xoroit. S He cibiry Ha 06a yxa Ha 90-95
npoueHToB. Most ocHOBHast popma CrHe-
CTe3UM — 3PUTEIBHO-CIYX0Basi, 9TO KOIZA BOCIIPMHIU-
MaelIb Ha CJIYX CBeT U HaOmofaeMble gBIDKeHns. I]Beta
TaK>Ke MOTYT M3/IaBaTh pPas3Hble 3BYKU B 3aBUCUMOCTI
OT TaKWUX IEPEMEHHBIX, KaK SIPKOCTb, KOHTPACT, Omu-
30CTh APYT K APYTy u ABIOKeHue. [Ipex/ie yeM s1 y3HaI
TEPMUH «CUHECTE3USA», 51 HA3bIBal 9TO «(OTOHHBII
cnyx». Emé Moe ocssaHme, BKYC, 3aIax, faXke SMOLUN
TOXKe [IEPEBOMATCSA B 3BYKIL. S 4acTO /II06/II0 IOBTOPSITS,
YTO 5T BCIO XXM3HD OBUI ITyXUM VM HUKOTAA He 3HAJI THU-
HIMHBI, IOTOMY YTO OTCYTCTBUE 3BYKOB— 3TO TO, UTO
51 jaXKe He MOTy cefe IIPeCTaBUTh.

CaMBIM B@XHBIM [IsI MEHS SIB/ISIETCA BOCIIPUS-
THe BUVIMBIX IBIDKEHUIT Ha CIyX. BbIsBaHHbBIE 3ByKH,
KOTOpBIE s CHIBIIIY, —He ClydaiHbl. OHU HeM3MeHHBI
B CBOUMX MOSBJIEHUSAX B TEeUYeHUM BCeVl MOei >KU3HIU.
S Mory ckasatb, 4TO OHM, CKOpee, SAB/ISIOTCS Mepefaro-
UMY 3HAYeHMEe MHPOPMAIVIOHHBIMY MaKeTaMM, Kak
COKarble faHHble. I MeHs 3TO HauOojee II0/I€3HO
M HeOOXOmMMO MpM BOX[EHUU aBTOMOOWIA. Ecim
s BIDKY MAIIVHY, IPUOIIOKAIO[YIOCS KO MHe, aCTOTa
CUHeCTeTUYEeCKOTO 3BYKa, KOTOPBI 51 CIIBILLY, YBeIN-
YMBAETCS; €CIM MAIlMHA YAa/IsgeTcsi, TO 4acTOTa CHU-
xaeTcst. YacToTa 3ByKa, YTO YAUBUTEIBHO, IIOX0XA Ha
addekt Jonmmepa. ITu 3ByKH JAIOT MHE NHGOPMALINIO
O MECTOITOIOXKEHNUY, PACCTOSHMU U CKopocTn. Yacto
s Befly aBTOMOOM/Ib C BBIK/IIOYEHHBIM CTyXOBBIM alllla-
paToM, IPOCTO IIOTOMY YTO MHE HPABATCS CUHECTeTH-
YecKue 3BYKM [BYDKEHUs U BUJOB, IIPOJIETAIONINX 3
OKHOM aBTOMOOM/IA.

Korga mue 6bUt0 fBa ropa Mosi 6abyiika Hawama
[OJ03p€eBaTh, YTO Y MeHs mpobmemsl co cayxoMm. OHa
3aMeTIIa, 4TO s He IOBOPAYMBA/I TOTOBY K MCTOY-
HIKY 3BYKa, KOI7Ia OHA XJIOIa/a B JIAZOLIN WM KOTAa
OHa BKJIIOYa/la IIbUIECOC. Mou popguTeny mpuBenn
MeHsI K MEeAMaTpy, KOTOPbI CKa3aj, YTO HeT TOYHOTO
croco6a ysHarth, Tak jIM 9TO, O TeX IOp, IOKAa MHe
He MCIIOMHNUTCS KaK MUHMMYM deTbipe. Popgurtenn He
CTamu XAarh. SI XOPOILIO 3aMOMHMI TOT CYABOOHOC-
HBIII JleHb, KOI7la MHe 6bUTo Tpu roga. MeHs npuBenu
K IICUXOJIOTY II0 Pa3BUTHIO U MOCAANIN B 3BYKOHEIIPO-
HUIL[AEMYI0 KaOWHKY, Ifie Iepefo MHOI ObUIM CYETHI
C PasHOL[BETHBIMM KOCTSAIIKAMI. AYAMOTIOT Hajie/la MHe
HAyIIHNKY, Cella PSfIOM U TeCTMPOBAHME HAYAIOCh.
Korpa pasmaBajicsi ompefe/iéHHBIT 3ByK, OHA JBUTAjIa
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A Taste of Moscow

Lidell Simpson, Brogaard Lab for
Multisensory Research, University of Miami,
Miami, FL, USA

am a polymodal synesthete with

congenital sensorineural deafness.
I have a 90 to 95 percent loss in both ears.
My dominate form of synesthesia is vision
to sound. That is hearing motion and
lights. In some circumstances colors will give different
sounds depending on variables such as brightness,
contrast, proximity to each other and motion. Before
I learned the word synesthesia, I called it “Photonic
Hearing”. My sense of touch, taste, smell even emotions
are also translated sounds. I often like to say that I have
been deaf all my life and I have never known silence.
The absence of sound is something I could not imagine.

Visual motion to sound is most important to me. The
sounds are not random. They have been consistent all my
life in its manifestations. They are not just sounds, they
are meaningful packets of information like compressed
data. I find it most useful and necessary for me to drive.
When I see a car approaching my synesthetic sound
would increase in pitch. Moving away its pitch will
decrease. It follows perfectly the Doppler Effect. The
sounds inform me of location, distance and speed.
Often I drive with my hearings off merely because I like
synesthetic sounds of motion and of the passing scenery.

When I was two years old my grandmother suspected
that I was having hearing difficulties. She noticed that
whenever she turned on the vacuum cleaner or clapped
her hands, I would not turn my head. My parents took
me to a pediatrician who said that there was no way to
really know for sure until I was at least four. My parents
could not wait. I remembered very well that fateful
day at the age of three. I was taken to developmental
psychologist. I was placed in a soundproof booth with
an abacus filled with colorful beads in front of me. The
audiologist placed the headphones on me, sat down
and the testing began. She would move a bead from one
side to the other whenever a tone was given. I never
heard the tones. I never made the connection between
the tones and the movement of the beads as she tried to
instruct me. Eventually she stopped moving the beads
and left me to my own. I had gotten bored and eventually
started moving beads at random back and forth. That
irritated the audiologist. After several inconclusive
tests, it was decided that another test was in order that
was to be definitive. It was taken from a page from B.
E Skinner’s concept of operand conditioning. Wearing
the headphones, I was sitting in my mother’s lap. I felt
the tension in her arms as they glued electrodes on
both of my legs. I just knew this was not going to end



COOTBETCTBYIOIIYIO 3TOMY 3BYKY KOCTSAIIKY C OZHON
CTOPOHBI Ha Jpyrywo. Sl He CibIIaZ HU OTHOTO 3BYKa
¥ He MOT ITOC/IefIOBAaTh MHCTPYKLIMU M COOTHECTY 3BYKM
C KOCTAIIKaMM. B KOHeYHOM MTOre ayAyosnor mpekpa-
TWIA JBUTaTb KOCTAIMIKY M OCTaBWIA MEHS OJHOTO.
S sackydan u Havasn BUTATb KOCTALIKYM B C/Ty4ailHOM
nopsApake Brepen 1 Hasaf. ITomHIo, 4TO y ayfuosnora sTo
BBI3BaJIO pasppaxkeHye. ITocme HecKOMbKuX Heybemm-
TEbHBIX TECTOB OBIJIO PELIEHO, YTO /I IOIHOI OIpe-
TEeNEHHOCTU HYXXEH ellé OfMH TeCT. ITOT TeCT OCHO-
BBIBAJICSL Ha KOHIIENITE OIIEPAHTHOrO OOYCIOBIMBAHUA
6uxesnopucra b.®.Ckunnepa. S cupen Ha KoleHsIX
y MOeJi MaMbl B HayIITHVKaX. S IOMHIO, YTO MOYyBCTBO-
BaJI, KaK €€ pYKM HaIpAITINCD, KOIJla OHY IPUK/IENIN
3NIEKTPOABl K MOMM HoraM. Sl yke 4yBcTBOBaj, 4TO
HJYeM XOPOIINMM 3TO He 3aKOHYUTCs. MHe nepenasanm
3BYK B HAyLIHMKY, U IIOC/IE 3BYKa OM/IM MEHSA TOKOM
4epe3 9/eKTpoAbL. Vifes 6bl1a B TOM, YTO Y MEHS JON-
JKEH IOSBUTHCSA YCTIOBHBIA pedieKe U 5 JOIDKEH OXM-
JaTh ygapa TOKOM IIOCTIe TIOsAB/IEHNA 3ByKa.

ITocne mepBoro ke ymapa TOKOM s Hadaa Opbl-
KaTbCA ¥ KpU4aTh. TecTMpOBaHME IIPOJO/IKANOCDH eIlé
HEeCKOJIbKO MUHYT /1 3aBepIINIOCH, KOT/a 5 HOT/IAKaICs
IO TOro, 4TO 3acHylI. HaBepHoe, MOXXHO [orajjaTbcs,
YTO 3TM SKCHEPTHI, TapUymoliye 10 IOAUKINHUKE
B 6e/IBIX Xa/IaTax, JO/DKHBI ObIIM ObI 3HATh, KaKoli OyzeT
peakIya TpexIeTHero pe6éHKa Ha yapbl TOKOM. J/eK-
TPUYECKMIT CTYJI—3TO OFHO3HAYHO HelpuemieMas
METOJ[O/IOTYSI TECTUPOBAHNA /I MaJIbIIIeil. B pe3y/lb-
TaTe )K€ OHU IIPUIUIN K BBIBOAY, YTO C/IBIIIATDL S MOTY
¥ BOOO1IIe ITTyXUM He SABJISIOCD.

OHM IPEATIONOXKIIIY, YTO 5 He 06/Tafialo B JOCTATOY-
HOJI Mepe YMCTBEHHBIMM CIIOCOOHOCTSMM, YTOOBI pac-
HO3HATh 3BYKU. B KadecTBe juarHo3a MHe IIOCTaBV/IN
adasuio C cepbe3HBIMU MHTENIEKTYaJbHBIMU Hapy-
meHVAMM. DbIIo 3asB/I€HO, YTO A HMKOIZIA He HAay4yCh
TOBOPUTD U ITOPEKOMEH0BA/IM OTAATb MEHA B CIELN-
a7ZlbHOE yupexjeHue. bbto Taxoke IpeanoXeHo depes
rof| IPOVITY IOBTOPHBIN TeCT. MOUMM pOAMTENAM 3TO
He noHpaBw1och. OHM ITPOCTO He MOIMIM HUKAaK COIIa-
cuThcA ¢ aTMMM Bpadamu. Korga MHe ObUIO ueThIpe,
MeHs ocMoTpen goktop JIxoH Illea, BceMMpHO M3BeCT-
HBII OTOJIOL, M300peTaTeNb CTAlefIKTOMUY B KOHIIE
1950-x. Sra mpolenypa BepHyIa CIYyX MIWIIMOHAM. 3a
IATD JIET JO MOEro POXKAEHNMSA MOeMy OTIY BepHYIN
CITyX € TIoMOIIbI0 cTanefskToMun pokropa Illea. On
CUNTAJICA OCHOBATe/IeM MUKPOXMPYPIMU U M300pen
MHOXECTBO XMPYPIMUYECKUX VHCTPYMEHTOB, KOTOpbIe
UCTIONB3YIOT 10 CUX TIOP.

VIMEHHO OH NOCTaBMJI MHe [IMarHo3 HelpOoCeHcop-
HOJ I1yXoTel. Ero mporHos3 ObII IecCUMMUCTUYHBIM
¥ OH IIOCOBETOBAJI 3AIMICaThb MEH: B LIKOMY JUIS ITyXUX
VI TOTOBUTBLCS K TOMY, YTO B OYAYIIEM MOV BO3MOXKHO-
cTu OYyT OrpaHMYeHbl. VI3-3a cepbe3HOCTHU AMarHosa
OH CWJIbHO COMHEBAJICS, YTO 5 CMOTY Hay4UTbCA TOBO-
putb. OH 6bLI TBep/IO0 HACTPOEH IIPOTUB MAEY UCIIOTb-
30BaHMA CTYXOBOTO almapara, 160 OoIacajcs, 4To 9TO
MOXKET YHUYTOXUTb OCTAaTKM MOero cayxa. 5 6bu1 ero
CaMbIM IIPOJIOJDKUTE/IbHBIM AKTMBHBIM HaIieHTOM.

well. I was given and a tone then an electric shock. The
idea was I would be conditioned to react anticipating
an electric shock when given a tone.

After the first shock I started kicking and screaming.
They continued testing for several minutes and it was
concluded when I had cried myself to sleep. One would
have figured that these experts prancing all around the
clinic in white coats should have known how a three
year old going to respond to being electrocuted.
Electrocution is certainly not a valid testing
methodology with young toddlers. The conclusion was
that I was hearing and not deaf at all.

They suggested that I do not have the mental capacity
to recognize sound. I was diagnosed with aphasia with
severe intellectual impairments. I would never acquire
language and institutionalization was recommended.
They suggested a retest the next year. My Parents were
not happy about this. They just would not accept their
opinion. When I was four I was seen by Dr. John Shea,
a world renowned Neurotologist , the pioneer of the
stapedectomy in the late 1950s. This procedure restored
the hearing of millions. Five years before my birth my
father’s hearing was restored by Shea’s stapedectomy.
He was considered to be the father of microsurgery. He
invented many surgical instruments that are still being
used today.

He gave the diagnosis of sensorialneural deafness.
He took a very pessimistic tone and recommended
I enroll in a deaf school and my future would be
limited. He seriously doubted that I would really be
able to learn to talk due my severity. He was adamantly
opposed to the idea of hearing aids since he was afraid
it would destroy what is left of my hearing. I had been
his longest running patient. He followed my progress
for over 50 years. One time I went to him after an ear
injury. He took me to the operating wing at his hospital
where he had patients lined up awaiting surgery. He put
his arms around me saying “This young man has very
bad ears and yet he hears better than most. He rewrote
the textbook!” Dr. Shea was even more surprised at me
during my years attending the University of Mississippi
that I was speaking German, Russian and Arabic.

I had my final meeting with was with Dr. Shea after
his retirement in his office not long before he passed
away at the age of ninety. This was the first time I told
him about synesthesia. He asked why I never told him.
I told him: “I have been trying to tell you for 30 years
but you always leave the room in 90 seconds onto the
next patient before I can even bring up the subject. You
did all the talking! You never had time.”

My parents ignored Shea’s warning about hearing
aids. We went down a couple blocks down the street
and got me fitted. I remembered well my first day
with hearing aids and I thought I heard everything.
I remembered as child the most illogical thing. I knew
we put food into our mouth but why people move it all
the time? Now I heard voices for the first time. I was
never sent to a deaf school. I was mainstreamed into
regular schooling and enrolled in kindergarten at the
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On Habnropan mMoe pasButie 6omee 50 metT. OgHAX/BI
A TIpuUIIeN K HeMy ¢ TpaBMoit yxa. OH mpuBen MeHs
B XMPYprudeckoe OTJeNeHMe CBOeil OOMbHMIIBI, Ifie
MalMeHTbl CTOSANM B odepeny, oxxupas omnepaunn. OH
MOTIOKM/I PYKM MHE Ha IIJIeYM M CKasam: «yLIM 3TOTO
MOJIOfIOTO Ye/IoBeKa B Y>KaCHOM COCTOSHUM, HO TeM He
MeHee OH CHIBIIIUT fmyyile, 4eM MHorue! OH 3acTaBuUI
MeHs Ilepelncarh y4eOHMKM 10 MeAmiyuHe». JJOKTOp
[Ilea 6p17 e1wjé 60mee yAUBIEH MOMM CIIOCOOHOCTSM B TO
BpeMs, KOTZia s YYM/ICA B YHUBepcuTeTe Muccucunm
I TOBOPW/I Ha HEMELIKOM, PYCCKOM 1 apabCKOM sI3bIKaX.
Ilocnepgumit pas s BcTpetmnca ¢ mokropom Illea
IOC7Ie €r0 yXOfa Ha IeHCHIO, He3a/I0Nro /0 TOro, KaK
OH HOKMHYJ 3TOT Mup B Bo3pacrte 90 ner. Torga mep-
BBII1 pa3 A pacckasan eMy o cuHectesun. OH cpocur,
HoYeMy 51 He pacckasaj eMy 00 9ToM paHblie. 51 ckasai:
«4 mpiTanca B TedeHun 30 y1eT, HO BBl BCerfa Mepexo-
IWIN K CIefyIoleMy HMauueHTy depes 90 cexyH[, emé
[0 TOTO, KaK s MOT 00 9TOM 3aMKHYTbcA. Bbl Bcerna
TOBOPWMIM CaMU, ¥ Y BaC HUKOTZA He OBIIIO BpeMeH».
Mou popuTeny He ToCIef0BaIN IPeRYIpeXAeHUAM
m-pa Illea oTHOCUTENIBHO CIYXOBOTO allapaTa, U y>Ke
B Jpyroii 60/IbHUIle HEJANeKO II0 COCEHCTBY 51 CMOT
063aBecTiCh UM. S XOpOLIO 3alIOMHMI MOJI IepPBBIi
IeHb C ammaparoM, Korja s IMOAyMas, 4TO s Telepb
MOTY CIIBIIIATh BCE. Sl MOMHIO, YTO O TOTO BpeMeH!
KOe-4TO MHe Ka3ajoch abComoTHO HemormyubiM. Kak
pebeHOK 5 3HaJ, YTO MBI K/IaiéM ey B POT U Iepexe-
BbIBaeM €€, HO s HeJoyMeBal, I04eMy JIIOfM MOCTO-
STHHO IBUTAIOT PTOM, JJa)Ke KOT/ja He efAT. Terepb s MOT
CIIBIIIATD TO7n0ca. B uTOre BMECTO MIKOMBI /IS TTTyXUX
ME€HA B 5 JIeT OTHPaBWIN B JETCKUN CaJl, a B IIEPBbIil
KJ1acc OOBIYHOI MIKOIBI 1 momten B 6. KakumM-to obpa-
30M y MeH M0/1y4anoch lep>KaThcA HapaBHe C OCTAsIb-
HBIMUM U He OTCTaBaTb. VI Kak-TO A Jaxke yMYAPUICA
MONTyYUTDb 3aMeYaHNe B JHEBHUK 3a TO, YTO CIMIIKOM
MHOTro 607Tas.
Bcé Bpems cBoero 60fpCcTBOBaHNA A OB IIPUKIIEEH
K TeneBu3opy. S Jymaro, 4To MMEHHO 3TO TOMOIJIO MHE
OBICTPO pa3BUTD SA3BIKOBbIE CIIOCOOHOCTH. S OBLI HOT-
HOCTBIO 3aXBadyeH IpocMOTpaMy MynbT¢unbmMoB. OHU
CTa/M Moell HOBOM peanbHOCTbIO. Mos cuHecTe3sus
SBIAETCS M BPOXKZIGHHON, ¥ IpuobpeTeHHO. MHO-
rue 3BYKOBBbIe 3(ppeKThl 3 MyIbTHUIBMOB HACTOIBKO
XOPOUIO 3aKPeNMUINCh B MOEM CO3HaHUM, YTO 5 IO CUX
HOp CBINY UX BOKPYT cebsa. S pymaro, 4To paHHA
MCCIefoBaTenbHMIA cYHecTe3uy Mapu dnuzaber Kan-
KMHC MOXKeT OBITb IIpaBa IO TIOBOJY TOTO, YTO B HEKO-
TOPBIX CTy4asAX CMHECTe3Ms MOXKeT NMPOABIATbCA KaK
Ype3sMepHO 3aKpeleHHbIe aCCOLaTVBHbIE CBA3N.
BriepBble A ycblIlIan CI0OBO «CMHECTe3MA» KOTZla MHE
6b1710 TpyMepHO 13 1eT. S IOMHI0, KaK OTHaXKAbI HOYBIO,
A COPOCUJI Y TOTHAIIHUX CBOUX JpYy3ell, MOTYT I OHU
CTIBIIIATh KPACHBIN MepLAloIyil CBeT Ha pafmobaliHe,
[a7neKo y/laleHHOI OT TOTO MeCTa, ITie Mbl HaXOAM/IUCD.
B oTBeT Ha MeHA MOCMOTpeNnY, KaK Ha UAMOTA, U B OTBET
OTIIYCTU/IM 4TO-TO exupHoe. OHM BCe TOMbKO MOCMes-
JIUCh Haf MouMu cinoBamu. Ilocme aToro s Gomblile He
3aroBapyBaj HY O 4eM Hofo6HOM. S mpiTancs y3HaTh
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age of five and first grade at age six. I somehow kept up
with everyone and did not lag behind. I did get a black
mark for my deportment for talking too much.

I was glued nearly every waking moment to the
television set. I credit it to my rapid development of
language. I was totally absorbed watching cartoons. It
became my new reality. My synesthesia is both natural
and acquired. Many of the sound effects I heard in
cartoons have become so fixed in my mind that I am
still hearing these effects around me. Early synesthesia
researcher Mary Elizabeth Calkins may be right
that some cases that synesthesia is manifested as an
overlearned association.

I first learned the word Synesthesia when I was about
thirteen years old. I remembered one night asking some of
my friends if they can hear the red blinking lights on
a radio tower far out in the distance. I was met with
a funny look and some ridicule. They all laughed at me.
This was the last time I ever mentioned the subject.
I tried to learn more about it and the information was
just not out there. It was just regarded as a curiosity
among some artists and there were no real scientific
research done that was available to me. When I tried to
talk about it, I was met with skepticism and regarded
as a freak.

All that changed after Dr. Richard Cytowic
published “The Man Who Tasted Shapes” Shortly
after that I discovered Sean Day’s Synesthesia List and
attended my first American Synesthesia Association
conference held at San Diego in 2002 hosted by Dr.
V. S. Ramachandran. Ever since then I have been
actively be involved giving presentations in the United
States, Germany, England, Spain and Russia.

My synesthesia has always manifested itself as
sound. During my first visit to Moscow a few years ago,
I visited Red Square at night. I was overwhelmed. I had
a very unusual and rare reaction. I TASTED it! It was
so strong that I even salivated. I even wondered if the
Muscovites there were looking at me funny as I walked
around with my mouth open! The next trip to Moscow I
deliberately avoided Red Square at night. Now recently
I returned to Red Square. There was no taste. What had
happened before was a one shot experience. What did
I tastes?

Our Lady of Kazan cathedral I tasted the flavors of
a very hard tart and sour candy called “Jolly Ranchers”
I tasted sour watermelon, sour grapes and sour lime.

The department store GUM tasted of a chocolate
fudge cake rich with milk and dark chocolate. The
white lights were of white chocolates. So sweet and
rich. The State Historical Museum tasted full of
Cinnamon flavors, sharp and pungent and thought
I have just eaten some cinnamon rolls. The Kremlin
tasted strongly of gingerbread. As I eyed Spassky Tower
more Gingerbread topped with a vanilla and sugary
frostings. The green roof was that of spearmint. Also
alongside the roof, I tasted peppermint candy canes and
the red star was the flavor of “Red Hot”, a hot cinnamon
hard candy. St. Basil’s Cathedral was the most striking.



6onblile, HO MHPOPMaLMK IPOCTO He 6b110. HekoTOphIx
XYIOXXHUKOB 9TO SIBJICHNE MHTEPECOBa/IO KaK HeOObId-
HOe, HO [ MeHs He OBbIIO JOCTYITHO HIYero MOX0XKeTo
Ha HacTosAlllee Hay49HOe uccnefnoBanme. Korza A neitancs
06CyX/IaTh CUHECTe3NsA, A CTAKUBAJICA CO CKeNITUIV3-
MOM, ¥ KO MHE OTHOCU/IVCh KaK K YOKHYTOMY.

Bcé nsmennnoce nocne toro, kak j-p Puyapp Cait-
TOBMK OIyO/IMKOBAJ CBOO KHUTY «UelloBeK, 4yBCTBYIO-
it GopMBL Ha BKyC». Bckope Imocre 3Toro s o6Hapy-
JKWJI 3TIEKTPOHHYIO pacchlKy o cuHecTesuu [llona [les,
a TIOTOM IIOCETV/I IePBYI0 B CBOEN XM3HU KOH(pepeH-
M0 AMEpUKaHCKOTO CHHECTeTUYeCKOTO COOOIecTBa,
npoxopusuryio B Can-JIuero B 2002 11 OpraHM30BaHHYIO
noktopoM B.C. Pamagangpanom. C Tex mop A MpuHU-
MaJl aKTUBHO€ yJacCTHe M BBICTYIIa/ll HA MEPONPUATAAX
B CIIA, I'epmanuu, Aurnun, Vicnanuu u Poccun.

Panbme MoA cuHecTesus BCerfa NPOABAANACH
B Bufe 3ByKa. Ho Bo Bpems mepsoro Busnura B MockBy
HECKO/IBKO JIET HasaJ] HOYbI0 JOBEIOCh NMOOBIBATh Ha
Kpachoit mnomapyu. 310 6b110 omenomnsmonie. Takux
HepeXMBaHNIT y MeHS HUKOTa He 6b1710. S McHBIThIBAT
cuHecterndeckuit BKYC! O 6b11 HacTONMBKO BhIpasu-
TeJIeH, YTO y MEHsA POT HAIIOJIHMICA CIOHOM. Jlymaro,
4TO AJA MOCKBMYEil S BBIIIAMeN 3abaBHO, Gpops
no Kpacnoit IInomanm ¢ OTKpBITHIM pTOM. B cBOM
Hocyenyoollee BU3UTH B MOCKBY 51 HaMepeHHO 13be-
ran nocemenusa Kpacnoit IInomanu mo nHouam. Ho
HeflaBHO A BCE-TAaKM Ty/a BepHY/cA. Bkyca 6omblre He
6b110. To, YTO MPOM3OLITIO B IEPBBIN pas, 6BIIO BCETO
MUIIb OFHOKPATHBIM Cly4aeM cuHecTesumu. JITak,
KakoBa >xe 6p1a Kpacnas Ilnomanp Ha BKyc?

KasaHckuit cobop 6bIT Ha BKYC KaK TBepHbIil ITecod-
HBIJI MIPOT M KNCTIbIe KapaMenbHble KoHPeTsl. Bo pTy
Yy MeHs ObIT BKYC KJCTIOBATOJl IBIHU, KJCTIOTO BIHO-
rpajga u kucioro jaiitMa. ['YM OblT Kak LIOKO/MafHO-
CIMBOYHBI TOPT, BECh C/IOBHO M3 MOJIOYHOIO U dep-
HOTO ILIOKOMaja. Kpemnb mcTodanm cuIbHBIN apomar
UMO6MpHBIX psAHNKoB. OcMarpusas Criacckylo 6alIHIo,
A CHOBa IIOYYBCTBOBA/ BO PTY BKYC NPSHMKOB C BaHM-
NbI0 U CTAfiKOM ITa3ypblo. e€ 3eleHass Kpblla OblTa
IOKpbITa MATHBIMM IHacTunakamu. Kpome Toro, ko
BKYCY KPBILIM IOAMEUIMBAINCD JIEAEHIBI C IEPEYHOI
MATOIA, @ Y KPAacCHOI 3Be3/bl OBUI OCTPBIN BKYC KOPUIIBL
CaMbIM MOpa3uTENbHBIM 0BT BKyC cobopa Bacmmmsa
braxxerHoro. OH 6bII HAIIOJTHEH apOMaToM IHepevHO
MATBI, CIAaJKO-CBEXei T'PYNIaHKM, /aliMa, BMHOTpaja
u uM6bupa. KpacHas nmomagb 6bl1a A MeHs KOHZIU-
TePCKUM paeM. DTO ObIT HACTOAMINIT IPa3THUK BKYCOB.

S pemnn BepHyThcs Ha KpacHywo momaznb B HOYb
HakaHyHe KoH(pepeHuuu B okTsA6pe 2019 roma. Mens
BCTpeTUI0 Hebonmblnoe pasodaposaHye. Hudero us
aToro 6onblre He MOBTOPKUIOCch. O Tex apoMaTax MHe
OCTaBa/IOCh TONbKO Me4TaThb. TOMBKO TYKOBKM cobopa
Bacunmma brakeHHOro msgaBany 3ByKM PaBHOMEPHOTO
BpAIlleHVs, ¥ B 3TOM J/Is1 MeHsA OBbITIO HEKOTOPOe YCIIO-
KOEHNeE. |
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It tasted of peppermint, wintergreen, spearmint, lime,
grapes, gingerbread. I just wanted to take hold of it
and eat it. Out in the distance was the Hotel Ukraine
with the flavor of a French croissant bread laced with
raisins. Red Square was CANDYLAND for me. It left
me ecstatic with flavors.

When I went back the night before the Symposium
I was a bit disappointed. No flavors. It was just
a onetime event. I can only dream of the flavors. At
least I can still hear the twirling sounds of the onion
domes of St. Basil’s and that was a consolation. m
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3¢ du 3orpady-3Inbrabpu
Effie Zografou-Elgabry

JINYHBIN ONbIT CUHeCTeTa

3d¢u 3orpady-3Inrabpu, MIHHOBALMOHHBIN
LeHTP AMEPMKaHCKUX 0BLLECTBEHHBIX LUKON
AdwH, Mpeunn

ens 30ByT d¢¢u 3orpady-Inb-

rabpy, s cyacTIMBas CUHECTET-
Ka TpeyecKoro mpoucxoxpenns. S Obima
panj NpuHATH y4yacTue Bo 2-11 MexyHa-
ponuoit kondepenunn IASAS B Mockse,
Ha KOTOPOIl Y MeHs 6bIIa BOBMOXXHOCTb IHOJEIUTHCS
CBOMM JIMYHBIM OIIBITOM. SI MMeIo OIBIT paboThl B 06-
JIACTY IUTEPATYPBI ¥ IIEPEBOJIA, @ C HEJABHETO BPEMEHM
s paborar Hay4HbIM cOTpypHMKOM ACS (AMepukaH-
ckre obuecTBenHble mKonel A¢uH) B Jlemapramente
VHHOBALMI ¥ TBOPYECTBA B JEVCTBYIOIEN IMIOTHON
nporpamme Synaesthesia.

B TedeH1e MHOTUX JIeT A He 0CO3HABaa, YTO 06/Ia/jato
cuHecTe3nel. f momarana, 4To Bce, KaK 1 5, B TOBCETHEB-
HOJI KU3HM NEPEeXMBAIOT OFHM U Te >Ke BeTa. S o4eHb
MO3[HO y3Hasa, mocye 30 j1eT, 4To 9TO He 06BIYHAS CTO-
POHa XXM3HM IO, a TPOM3OIIIO 3TO CIy4aiiHO, KOIZa
A UTpaia co CBOMMI JeTbMIL B HACTONIBHYIO UTPY.

Y MeHs acconuaTyBHas ¢(opMa IIpOSBICHUA Ipa-
($heMHO-IIBETOBOJI CHMHECTEe3MM, YTO O3HAYaeT, 4TO
y MeHst Bce OYKBBI, CJIOBa, YMCTIa, THY HENE/, MECSIIbI
u ropbl uMeroT uBera! ITouTn Bce cmoBa MMEOT A1A
MeHS YeTKYH0 OKPacKy, KOTOpas OmpefenseTca mep-
BOII ¥ JOMUHUpYIOLIell 6ykBoii coBa. S Takoke ob/a-
JAl0 CMHECTe3Mel NPOCTPAHCTBEHHON II0C/Ie[OBaTeNb-
HOCTH, KOTOPas BbIPAXXAETCA B TOM, YTO 5 BIKY JHU
HeJle/l Ha TOPU3OHTA/IbHON IMHNIY, a KOTZla pedb UeT
0 4JC/ax, B He3aBUCUMOCTY OT UX BeTNIMHBI, OHM pac-
TYT BepTUKa/JIbHO BBEPX ITO IMHMM. Bce OHM MAYyT BBEpX
B BHJle IIPOCTOTO TEMHOTO psAfia M COBCEM He MMEIOT
¢dopm (uncmosie popma).

Opna 13 MOMX PasHOBMIHOCTEN CHMHECTe3UV Hasbl-
BaeTcs MepCoHMGUKAI, HOCKOTIbKY BCe YMC/a A BOC-
IPVHNMAI0 TEMHBIM VI MPAaYHbIMIL, 2 MeCSIIbI 3abaBHBIE
U IpUATHBIE, OHM [ MEHA KaK BOK3asbl. llemouka
MecsAleB 00pas3yloT OBaIbHYI0 GOPMY, B KOTOPOII KaX-
IbIIi MeCALl 3aHMMAaeT IOCTOSHHOe monoxeHme. OHu
CTaTUYHBI, X A MOTY JIBUTaThb MX TONBKO, KaK IO€3,.
51 Mory mpmOMIDKaThCs K HVIM WIN OTAAIATHCS OT HIUX.
S Bcerma 3Halo, Kakoyl ceif4yac MecdAl, IIOTOMY YTO,
CTIOBHO HeKas MarHUTHas CU/Ia, He JaeT MHe yilTu U3
CBOETO TEKYILETO PACTIONIOKEHN, HO A MOTY «IIOCETUTDb»
IpenbIyLe MecALbL. VI 3To IpoucXoguT KaXabli pas,
KOT7Ia 51 XO4UY «IIOCETUTb» CBOV BOCIIOMMHAHIA.

VHTepecHO TO, 4TO MO MBIC/IEHHBIN B3ITIAJ, [10-pas-
HOMY TNIPOSAB/AETCA B 3aBMCUMOCTM OT A3bika. Hampu-
Mep, B TO BpeM: KaK TaTUHCKME CUMBOJIbI B aHITIMIICKOM
U HEMELKOM A3bIKaX MMEKT OfMHAKOBYIO LIBETOBYIO
cxeMy, MO OYKBBI IPe4ecKOoro angaBuTa MMEIT UHYIO
okpacky. C Ipyroil CTOpOHBI, B apabCcKoM s1 BooOIiie He
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My Synaesthesia

Effie Zografou-Elgabry, Innovation Centre
American Community Schools of Athens
(ACS), Greece

y synaesthetic journey and research

started here because among other
things I had the opportunity to share my
personal account with other participants
and Synaesthetes. The excitement for the trip
to Moscow started months ago, to prepare for my “cherry”
month (October). Travel documents, PowerPoint slides,
suitcase, cap and gloves and so the journey began! Once
I arrived to the Sweet Moscow, only then did everything
become real, I could not believe how beautiful it was!
From the first night of arrival, though late, I ran to the Red
Square and I was completely taken; I could not describe
to you how I felt. Wherever I went, Museums, Galleries,
Underground, Theaters, Gardens, historical Buildings,
I would always pass by the Red Square every day of my
stay, the CANDYLAND, as a friend and Synesthete,
Lidell Simpson very accurately described! That was Ten
kilometres a day walking on the streets, amid the smell,
sounds and colors of Moscow.

The Conference

The Conference started the next day and all the more
colour emerged! From the Press Conference to the
opening talk, the speeches, the Sounds, Lights, Colors
and magical Synaesthesia! It was an invaluable time to
meet and share knowledge on this phenomenon. The
second day consisted of my own personal account of
synaesthesia, which I will share in the following section.

My Personal Account / My Synaesthesia

I am an associator grapheme-colour Synesthete,
which means that all letters, words, numbers, days of
the week, months and years have colours! For instance,
my A is red, my 11 is black, my Monday is white, my
November is blue.

I also have Spatial Sequence Synaesthesia (SSS).
This means for me that I see days of the week in a hor-
izontal line.

When it comes to numbers, no matter the magnitude,
my numbers grow vertically in a line, upwards. They all
go up in what looks like a simple dark row and has no
shapes at all (Number form).

Some might say I have a Personification-based
Synaesthesia as well, since they are so dark and so moody.

On the other hand, calendar months are so funny and
nice, and the way I would describe them to you would
be that they look like train stations to me. They form an
oval shape and each month has a permanent position
on that oval. They are static and only I can move, like
a train. I can zoom in towards them or zoom out away



ACS Athens

BIDKY IIBETOB Ha IMCbMe; HO B 3BYyYaHMU apabCKOro
A3bIKa €CTb [IPeKpacHble IIBeTOBbIe OTTEHKM. B KOHeu-
HOM HTOTe 3BYKI C/I0B 6OIblile CBA3aHbI APYT C PYIOM,
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Kak cuHecrer-acconyuaTop, s 6aIaHCUPYIO MeX/Y LiBe-
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IIBeTa TAKMMM, KaKye OHU eCTb, HO MOTY [ePeK/IOYNTD
BHUMaHIE U Ha B CBOM CHHeCTETUYIECKIIE [IBETa. W

from them. They don’t change position. And I realised
when I drew them for showing you here (today) that the
months belonging to the seasons of winter and spring
are more tide and condensed to each other and with
a darker background. I am always aware of the current
month, because like a magnetic force, I cannot escape
my current position, but I can “visit” previous months.
I can only do this by zooming out to the previous month,
but only for a short time, as I will be dragged back to the
current month, something like an elastic band. And this
happens every time I would like to “visit” my memories.

All my months take a clear colour from the first and
dominant letter of the word. August, for example, is red,
because A is red. September is a golden yellow, because
S is a golden yellow and so on. There is however, an
exception to this rule for two months. April and Octo-
ber. April is green, although A is red. And October is
cherry red, although O is white. The only explanation
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I can think of to explain this, is that the sound of the first
syllabus of the word October is the sound okto which in
Greek means the number eight. The number eight has
a cherry red colour for me, so October might be get-
ting a little confused and is taking its colour from the
number instead of the dominant letter. The same might
be happening for April. April should be red because
of its first dominant letter A, which is red. But April is
green because it is taking its colour from second letter
1t from “Aprilios” in Greek, which is green. It is impor-
tant to note that, when describing the colors I see and
especially when preparing my PowerPoint presentation
for the conference, it is not easy to describe the precise
colours of my mind-eye; could there be a way to gener-
ate these? Possibly a future project!

Now for the days of the week, there seems to be no
rule at all. The color I see does not match with the first
dominant letter of the word. Monday is white, although
it should be sunny yellow, like the letter “M”. Tuesday is
blue, although it should be almost completely black like
the letter “T”. Wednesday is pure sweet brown, although
it should be a kind of grey-brownish. Thursday is yel-
low, although T is as I mentioned almost black. Friday
is green, although F is a grey (better dark grey I would
say). Saturday is blue, although S is a golden yellow and
Sunday is red, although as I just mentioned S is a golden
yellow (golden yellow/ sunny yellow is the same). This
is a nice mystery which I can’t explain till this day and
I know that I have probably annoyed most synesthetes
reading my article, as their colors might be different —
sorry for that, hopefully I am excused.

How | realised | had Synaesthesia

For many years I hadn’t realized that I was, and am,
a Synesthete. I thought that everybody, like me, expe-
rienced the same colours in their everyday life. I found
out very late, after my 30’s, that this is not common part
of people’s life.

And even when I discovered my Synaesthesia, it was
by accident. One day I was playing a board-game with
my kids at home, back in Greece, which required the
players to remember certain numbers. Without going
into much detail, I accidentally mentioned that this was
indeed so easy as each number has its own colour,—so
the game is a piece of cake but they could not under-
stand what I meant and why each number should have
the specific colours I was telling them. It was from this
point onwards that I unintentionally entered the world
of Synaesthesia, which has become a core aspect of my
life. Which also helps me understand why I am sensitive
towards other people’s emotions, with a kind of a lighter
or heavier intern-blushing feeling. From that moment
on, I began to distinguish my colourful synesthetic
aspects of my life, which are not common to everybody.

I started to enjoy discovering more and more, day
after day, these colours, that have helped me to remember
things easier. As an associator I balance between reality
written colours and what is referred to as my mind-
eye colours. I can see them the way they are given, but
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I translate them into my own colours. Can you imagine
the struggle of a student in a class trying to copy things
down from the black board or trying to write something
down on a computer, where all the letters or numbers
are either black or white?! This for me, and I am sure
for many of you, is unbelievably wrong! Nonetheless,
as an associator, I can distinguish and switch between
both worlds: the reality written colours and my mind-
eye colours.

As I mentioned earlier, I did not find out about my
Synaesthesia until I was into my 30’s, and that this is not
everyone’s reality. Not everyone can remember things
easier through colours, I consider this as a privilege and
I am so grateful for this! Well, sometimes it’s a bit funny
though....like when car parking spaces are numbered
with different colours than mine, and I need longer time
to find my car!

Synaesthesia, Languages and Me

I always found it easy to pick up new languages and it is
possible that Synaesthesia was what helped me with this.
I speak Greek, German, English and a bit of Arabic.
English and German letters have identical colors for
me. Greek letters, on the other hand, have their own
coloring. And my 4th language, Arabic, has no colors
at all! When I see the Arabic letters written, they are all
black. BUT when I hear the sound of the letters within
the Arabic word, my mind-eye colors take the coloring
scheme from the Latin or Greek letters. For instance, the
written Arabic letter “B” has no color but the SOUND of
the Arabic letter BE is blue for me as in the Latin letters
or yellow-green from the Greek letters. Or, another
example, for instance the written Arabic letter “F” has no
color but the SOUND of the Arabic letter FE is grey for
me as in the Latin letters or brown from the Greek letters.
This might be, as I didn’t learn Arabic until my teens
or because I first learn to speak Arabic with no writing
but just picking up the language only from its SOUND!?

Education and Synaesthesia

Synaesthetes experience their senses in unusual ways.
Therefore, students are not all the same and it is time
for schools seriously to equip themselves in order to
support the needs of synaesthetic children. This is one
of the things I would like to highlight in our efforts at
the American Community School of Athens (ACS).
And I am proud to say that ACS will be the first
school in Greece to introduce the pilot program that
will identify synaesthetic students. The first step is to
educate and inform our teachers. We have organized
a few seminars and lectures for this academic year
and this is our first goal! The next step is to identify
students with Synaesthesia. This will take place through
collaboration with research institutes and universities.
We must identify the volume of synesthetic children to
be able to educate on the best way to learn within school
life. Finally, we will explore ways to improve learning
styles and methods for synaesthetic students, so we can
support them in school. These may include personalized
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keyboards that will help student to keep up with the
class in a timely manner so that they can write faster
and with comfort. Other methods include certain air
fresheners that might promote the “learning appetite”
for some students, as some might hinder their ability to
focus. Art and Music are also ways to increase learning
ability and participation but we are open to suggestions,
so please do get into contact if you have any! Some
noises make kids uncomfortable, so those should be
avoided, some noises have bad smell as well! We will try
through some Interventions to have positive effect in
our academic system. This isn't easy at all, as illustrated
by Anton V. Sidoroft- Dorso (Moscow State Pedagogical
University) “Results of Research of Children with
Congenital Synaesthesia” in the Section Synaesthesia
and Developmental Children, and Olga V. Rubtdsova
(MSUPE) “Synaesthete children: Support information
for parents and educational institutions” Elena S.
Tapilina & Natalia G. Tapilina from the Municipal
Budget Institution of Culture of Additional Education)
also emphasised these efforts during their talk on “Child
Music Education” We have to start though no matter the
time it will take us, and make sure that this knowledge
is shared and exchanged between institutes to improve
our global efforts.

We must Acknowledge and Inform, Identify
and Exchange knowledge and Support regarding
Synaesthesia!

ACS Athens is an academic institution, which is
a pioneer in providing young people with learning
differences the best fit education experience. It is the

need for preparing young people for the 21st century to
design, implement, and foster a learning environment
characterized by innovation, diversity and a new
approach in teaching and learning and that is why ACS
Athens is supporting Synaesthesia.

The Symposium was not only great in sharing my
own personal experiences but also learning about
others’ experiences. During the beautiful presentation of
Carolyn Hart (San Francisco USA) and Lidell Simpson
(Miami USA) “By the Sword, it was to my surprise that
only then did I realise that I have an additional type of
Synaesthesia and could not help but share this with my
fellow Synaesthetes on the spot: the Auditory-tactile
Synaesthesia.l will have to get quaint with this one and
will have to share my account in the next symposium!
I loved also the word term of “non chromatic” colors
in the research of Romke Rouw, PhD (University of
Amsterdam, the Netherland)

I take the chance to thank all and each one of the
organizers for the 2nd International Conference of
IASAS (International Association of Synaesthetes,
Artists and Scientists) in Moscow. They all have done
a great job in organising the International Conference.

A special thanks to Sean A. Day (PhD President
of TASAS) and Anton V. Sidoroff-Dorso (IASAS
International Coordinator / Board Member of IASAS)
for the countless emails that they have answered
patiently and kindly the past few months! (and it was
great to have met them in person!)

I am looking forward indeed to meet my new
synaesthetic circle of life in the next Symposium! m

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CMﬂ,OpOB-ﬂ,OpCO 1 63



Kapon CtuH
Carol Steen

CuHecTeTMYeCKME
M FUMHarormyecKue
06pas3bl: CpaBHEHUE

Kapon CtuH, CnucTeMa KonnearcKoro
W YHUBEPCUTETCKOIO 0bpa3oBaHuA «Touroy,
Hblo-Nopk, CLLA

CI0 )KU3Hb Y MEHA NPOABJIANACH CH-

HecTe3Ns, U A IojIarasa, 4To JocTa-
TOYHO XOPOUIO IIOHMMAI0 CBOM CHHecTe-
TUYECKNE OLIYIIEHN, HO BHE3aNHO B 2013 ropy y Mens
Ha4ajIoCh NPOsBJIEH)e HOBBIX CYObeKTVBHBIX 00pa3oB:
TMITHaTOTMYEeCKNX BUJEHUI. DTV BUEHNUSA KaK HOpP-
MajIbHO€ COCTOSIHME CO3HaHUs, KaK M3BECTHO, IIPONC-
XOIAT B COCTOSHUU MEXAY OOpCTBOBaHMEM U CHOM,
1 0 HUX coobuiaeT 1/3 HaceleHNA B LIEJIOM.

OHM Ka3amuch MHE el OFHUM MCTOYHNKOM HOTH3-
MOB B [IOTIOJTHEHNME K MOMM OOBIYHBIM CHHECTETUYe-
cKMM nepexusanHuAM. Ho Korga g cTaja ONMCHIBATb
CBOJ HOBbIe BUJ€HNA HEKOTOPBIM MCCIeOBaTeNsAM, TO
HOMy4yIa IIVPOKMIL CIIEKTP peakumii, oT OecIoKoil-
CTBa [I0 NpU3HAHUsA AHAJIOTMYHOTO ONBITa. XOTA MOMU
TUITHAaTOTMYeCcKue BULEHNUA B HEKOTOPOM poOjie OTIU-
4aloTCsA OT CHHECTE3NY, ONMCaHye KOTOPOIL 1 IPUBOXY
B cBoeil cratbe «OO0IMe BUjeHNs: B3I/IAN Ha CUHeCTe-
3MI0 M ICKYCCTBO OT IIEPBOTO JINLa», 1 CYNTAI0, YTO OHNI
MMEIOT HEKOTOpble 06111e YepThl. OTHAKO BO3MOXKHAS
CBSA3b MEXJIY CUHeCTe31ell ¥ IMITHArOrm4ecKuMu obpa-
3aMI [TOYTHU He 00Cy>KaaeTcsa. ITOT pobert A u codbupa-
10Cb BOCIIOTTHUTb.

B paHHOI cTaTbe A Mccnefyl KakK BU3yalbHbIE
CXOJCTBa, TaK M Pa3IN4MsA MEXJY CBOMMM CHHECTe-
TH4eCKUMM GOTM3MaMM ¥ TUITHATOTMYECKUMM BIUJe-
HuAMM. S pacckaxKy, Korjja BIIepBble MOABUINCH MOU
TUITHArorndeckue o6paspl M B KaKUX CUTYALUAX 5 UX
UCTIBITBIBAIO celiyac. Sl mpuBeny CpaBHEHMA CTUMYTIOB-
TPUTTEPOB UM UX OTCYTCTBME, UCIIBITBIBAEMBIVI MHOI
[AMamasoH LBETOB, JNMHMUIL, POPM, reOMeTpPUIeCKUX
OPHAMEHTOB U ABVOKEHUIL. I cpaBHIO CBOM TBOpYECKMe
MOZIXOfIBI K paboTe ¢ 060MMHU UCTOYHMKAMU OOPasoB
U 3aTPOHY BOIPOC O TOM, HACKONbKO OTYETIMBBIM
IpOsSIB/IEHNEM OOBIYHO OT/IMYAIOTCSA OTHE/IbHbIE CUHe-
cretmdeckie GOTU3MBI M TUIIHATOTMYECKIEe BUIEHNS
B OTHOM ¥ TOM >Xe ombITe. KpoMe TOro, B TEKCT BKITIO-
YeHBI JAHHbIE 00 9KCIIEPUMEHTAX U IIPUBEIEHBI PAGOTHI
IPYIUX CHMHECTETOB, KOTOpPbIe COOOINAIOT, YTO OHU
TaK)XKe MCIIBITBIBAIOT TMITHATOTMYECKYe 0Opa3bl. W
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Synesthetic and Hypnagogic
Imagery: a Comparison

Carol Steen, Touro College and University
System, New York City, USA

have been a synesthete all my life and

thought I understood my synesthetic
perceptions rather well when, suddenly, in
2013, I began to see a new kind of internal
image: hypnagogic visions. These visions,
a normal state of consciousness, are known to occur
somewhere between wakefulness and sleep and are
reported by 1/3 of the general population.

They appeared to me as another source of photisms,
in addition to my usual synesthetic experiences. But
when I described these new visions to some researchers
there was a wide range of reactions, from concern,
to acknowledgement of similar experiences. While
hypnagogic visions are different in some ways from my
synesthesia, which I previously described in my paper,
“Visions Shared: A Firsthand Look into Synesthesia and
Art’, T find they share some commonalities. However,
there is scarcely any discussion of a possible relationship
between synesthesia and hypnagogic imagery. I intend
to begin to bridge this gap.

In my paper I will explore both the visual similarities
and differences in my synesthetic photisms and hypnagogic
visions, discuss when my hypnagogic images first appeared,
and where I see them now. I will compare the triggers,
or lack of them, range of colors, lines, shapes, geometric
ornamentations, and movements I see. I will compare
my creative approaches to working with both sources of
imagery, and mention seeing usually distinctly separate
synesthetic photisms and hypnagogic visions occur in the
same experience. In addition, I will include experiential
information and show works by fellow synesthetes who
report they also experience hypnagogic images.

I am a synesthete. I am an artist with five strong forms
of synesthesia: graphemes, touch, sound, pain, smell. But
I create from just three synesthetic triggers, the ones that
show me the most beautiful, colored, shaped, moving,
layered photisms. They are: sound/music, touch—from
acupuncture, or pain.

I'm very used to seeing synesthetic visions, I've been
conscious of them since I was 7 years old when I lost my
best friend because I mentioned, on our way home from
elementary school, that the letter “A” was the prettiest
pink I had ever seen. I thought she would agree, but she
said I was weird, and stopped talking to me. We never
spoke again. Deciding silence was safer, I didn't mention
my synesthetic perceptions again until I was 20.

Since then I've learned a lot about synesthesia, found
others who could see what I could, and settled into the
wonderful artistic, scholarly, and experiential world of
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Figure 1. Kluver Form Constants

art/science, synesthetes, and synesthesia. Until that day
in 2013.

The brilliantly colored, highly detailed hypnagogic
visions I saw with my eyes shut just before I fell asleep
started in December of 2013 though I can’t remember
the exact date they began. These visions, a normal
state of consciousness, are known to occur somewhere
between wakefulness and sleep and are reported by one
third of the general population. They seemed to me, at
first, to be another source of photisms, an addition to my
usual synesthetic experiences.

All T know is that I was consulting with Peter Brook
and Marie-Hélene Estienne on their new play Valley of
Astonishment, some new people had entered my life,
and an interesting book to read, Conference of the Birds,

c. 1177, had been sent to me. The book came wrapped
in a brown paper mailer from an out-of-print bookstore
in Philadelphia. I discarded the wrapping paper and sat
down to read this thin, worn, old paperback that had all
the best signs of a well-loved book.

The title of Brook and Estienne’s new play was one
of the chapter headings. I was cautioned, “Don’t skip
ahead, read it from the beginning” I did. Two weeks
later I noticed that when I shut my eyes to fall asleep
I saw the quickly changing visions that Peter and Marie-
Hélene would later call ‘Mandalas’ They just began.

But what was I seeing? They could appear on different
occasions with no warning. At first, I saw them just
before I fell asleep. I'd watch them, their colors brilliant
and gemlike —emerald greens, sapphire blues, beryl

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CMﬂ,OpOB-ﬂ,OpCO 1 65



PucyHok 2.
Kapon CtuH. IMG_0527. KoMnbloTepHaa rpaduka

Figure 2
Carol Steen. IMG_0527. Digital Image

yellows. All the colors. The colors of light. They appeared
in quickly moving pulses, fully formed, symmetrical,
intricate, always with a black center. They changed
rapidly and constantly. Many times, when trying to go
to sleep I'd be flooded by them, seeing one after another,
2 or 3 per second. Some nights I had to open my eyes
to make them stop which made me wonder how could
I fall asleep with my eyes open. I also noticed I could
see these kalidioscoping visions with my eyes were shut
when I took a shower. Far less often, I could see them if
I closed my eyes when I hugged a friend goodbye.

The visions didn’t hold any particular meaning for
me, except to make me wonder why I was seeing them.
It's another form of synesthesia, I thought. There were
a few similarities. In my life I have seen many synesthetic
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visions, but I have never seen so many beautiful, fully
formed visions as these. Not knowing what triggered
them I started to try to capture the essence of all I'd
seen. Initially, I did not consider showing these works
to anyone. But they kept coming and my need to tell
someone grew. I told Marie-Héléne Estienne.

I am very familiar with Kluver’s work. He discovered
basic patterns of perception that he called form constants.
Wondering if I had not paid enough attention to one of
his diagrams, I took another look. I always knew that
I never saw some of the forms he described, particularly
the geometric shapes in this diagram, though I knew
that some of my fellow synesthetes did. Fig. 1.

Additionally, unlike synesthesia, I was puzzled by
my hypnagogic visions because I couldn’t identify any
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trigger. I could not figure out what caused me to see them.
Knowing words couldn’t convey even a glimpse of what
I was seeing, I began to create them digitally. I worked
on them for months but only shared my concerns about
what I was seeing with my husband, Carter. Fig. 2.

When I finally showed some of them to two synes-
thetic friends, hopefully, I asked if they saw such things.
They said they didn't. That worried me because years
earlier I'd lost my best friend by talking about what I had
seen, something that she couldn’t, something that had
no name then. Now, once again, it seemed I saw things
that no one else could. My old fear resurfaced: Was
I alone, or did others see these things too?

Fortunately, now I had friends who were researchers.
I asked four of them what they thought. One told me that
these kinds of visions, called hypnagogic images, were
often seen before sleep. But when I mentioned I also saw
them in the shower she wondered about that. Another
suggested that they might be classified as hypnagogic
hallucinations and gently mentioned that hallucinations
were included in the DSM, The Diagnostic and Statistical
Manual of Mental Disorders. He was being kind, warning
me to consider whom I told. A third researcher told me
about the visions some blind, or almost blind, people

see if they have Charles Bonnet Syndrome. Finally, one
researcher wrote me that he saw them too, and that
lots of people did. That was a huge relief. Finally, I had
a name for these visions, and knowing I was not alone,
I began to look for information.

I learned there were various conditions that could
contribute to seeing hallucinations, but nothing I read
seemed to apply to me: I wasn't on drugs,  had no history
of stroke, no psychiatric illness, no epilepsy, and my eye
doctor said I had no vision problems, well, except for
needing a new prescription for my glasses.

Something caught my attention when I read Oliver
Sacks’ book, Hallucinations. Sachs, quoting from
Dominic H. ftytche’s paper, The Anatomy of Conscious
Vision (ffytche et al.,, 1998) wrote, “Where there were
colored hallucinations, there was activation of areas in
the visual cortex associated with color construction.”
Adding, “.. imagining a colored object, for example, did
not activate the V4 area, while a colored hallucination
did” He continued, “The commonest things seen were
described as “geometric shapes, phosphenes, blobs,
and clouds of brightness, or color” The aforementioned
geometric shapes were exactly what I had never seen
synesthetically. I had an “ah ha” moment.
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Comparison of Steen’s Synesthetic Photisms and Hypnagogic Visions

Synesthetic Photisms
Seen from Known Triggers

Hypnagogic Visions
Seen from Unknown Triggers

From sensation of Touch
From sensation of Pain
From sensation of Taste
From sensation of Smell
From secing Graphemes

Seen before falling asleep

Seen when taking a Shower

Seen around certain people

Seen when hugged by some friends

First seen after | read Conference of the Birds

Visions perce ived

Shapes seen internally 90% of tme
Seen with eyes open or shur

Forms not symmetrical

Mo geometric shapes seen

MNor made up of lines

No symmetrical shapes seen

Shapes seen as bursts of singular colors
Orther colored shapes are superimposed
Blurred shapes are soft edged

Shapes seen are simple, blobby

Images change capriciously

Hh:ipvs seen intcrn;i”}.' 99% of time
Seen with eyes shut

Forms are symmetrical only

Only circular, geometric shapes seen
Made up of lines

Kluverian symmetrical shapes seen
Images often change into new forms
Images appear suddenly fully formed
Sharp, crisp images are hard edged
Shapes often are complex

Images can change into new forms

Maovement, changeability, timing

Background moves

5]1:!]1&.‘5 move contin ll'.!"_".'

Individual shapes change independently
llll'.l!_:l:.'h- HCCN Mowve \ilﬁ"n-'l_'l.'

Vague continuity

MNo movement in background
Shapes do not move

Entire form changes rapidly
Images seen moves quickly
Can be like permurations

Colors seen

One color rarely seen

Colors seen relate to trigger
Colors seen are colors :1flig|1t
Merallic colors seen

All colors seen

Colors not related to any stimulus
Color seen are colors [:E-light

Mo merallic colors seen
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Figure 4. Comparison of Steen’s Synesthetic Photisms
and Hypnagogic Visions

As T studied that Kluver diagram, Fig. 1, I realized
that it could be divided into two parts: what I saw
synesthetically, and the previously unfamiliar shapes that
I now saw hypnagogically. Once I separated it, I noticed
that there was a cross-over. Some shapes occurred in
both kinds of visions. Fig. 3.

Because I could not find any information in my
readings similar to my particular experiences, I began
to keep a journal full of questions. I hoped that my own
observations would lead me to knowledge, or give me
information about things I should observe. I asked
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myself questions about triggers, what caused me to see
what I saw. I noted where and when I saw these visions.
I observed how they changed from one to another and
how fast they changed. I noticed that all the colors were
seen; I rarely see purple in a synesthetic photism. I was
aware that I saw an immense amount of detail in these
visions, much more detail than I can see with my eyes
open. I studied my visions’ symmetry, and how the
colors worked together to create an illusion of space,
or transparency. And, as an artist, I considered the best
way(s) to create from what I saw.



I knew that both types of visions were devoid of
meaning. Neither vision from synesthesia nor hypnagogia
had the quality of a dream or a story. Additionally, both
kinds of visions could range from being barely perceptible
to being vivid and elaborate. I had noticed previously
that my synesthetic perceptions were symmetrical only
when I was in the dentist’s chair using nitrous oxide to
numb the pain of dental work while my hypnagogic
images were symmetrical all the time. Both kinds of
visions produce images that are exquisitely beautiful.

While the comparison diagram, Fig. 4, summarizes
many of my answers to my initial journal questions,
it doesn’t mention what I saw during an acupuncture
session one day. That day, the soft edged synesthetic
photism I was watching was suddenly pierced by a hard
edged hypnagogic vision in the same colors. The colors
were brilliant greens, chartreuses, and yellows seen on
a black background. As I lay on a futon, in a darkened
room, stuck full of needles looking a bit like a porcupine,
I watched both kinds of visions occur and interact with
each other in the same visual experience. Since this first
instance of seeing both types of visions at the same time,
I have watched this occur many more times.

These joined experiences, persuaded me to consider
that there might be some relationship between
synesthesia and hypnagogia. What I really needed to
know was, Did other synesthetes also see hypnagogic
visions? And, if so, just what did they see?

I found six synesthetes who had hypnagogic visions.
I asked them to tell me what they experienced. All said
that no one had ever asked them this question before and
they were happy to share their experiences. Even better,
they sent me drawings, paintings, or digital images of
what they had seen. While their experiences are varied,
I can identify with things in each one. Some of their
descriptions pertain more to what I see synesthetically,
while others relate directly to what I experience
hypnagogically. And some mentioned seeing things that
I also saw but had not paid attention to.

FT described, and drew, a synesthetic experience that
looked a lot like my hypnagogic visions. “I see this when
I experience what may be a ‘confusion’ or ‘opposites
meeting. This can be something physical that I am
observing, such as two trains coming from opposite
directions on two parallel running tracks. The moment
they ‘meet’ on passing, I see this image”

DL wrote about the moving circular shapes she saw,
“My bubbles usually move from the bottom to the top,
ending at the top right hand corner of my vision. Each
circle moves independently, so while they bunch up in
a cloud, it is not a uniform translation of movement.”

I do not see small, moving, circles hypnagogically, but
I have seen them synesthetically.

AL, DLs sister, also experiences hypnagogic visions.
DL shared what they both saw. “She saw patterns mostly
when she closes her eyes to go to bed. Both of our visions
move, hers are of concentric circles. Her cycles grow
smaller with more circles appearing from the edges, ever
growing smaller”

I also see concentric circles hypnagogically, and
synesthetically.

CCH wrote, “I have experienced hypnogogia
throughout my life, always just as I'm falling to sleep.
These visions hang in the air in front of me, and are
often preceded by me rapidly sitting up in bed. My
movement is unconscious ... or maybe semi-conscious;
I am aware something is in the room with me and I have
a tremendous urge to get out of bed. I awaken enough
to recognize I'm having hypnogogic hallucinations, and
I will stare at them until they disappear. They always
appear multi-rayed, and they scintillate, giving them
a radiant quality, even though their colors tend to be
quite dark ... blues, purples, and black”

My hypnagogic visions are also radiant but I have
only seen them once with my eyes open. They do not
startle me.

RT wrote, “I can see these visions any time of night
or day and also as I'm falling asleep. ... Sometimes it
seems that they appear in between open and shut eyes,
like when I blink”

I, too, can experience these visions during the day
or night. I had not paid attention to sometimes seeing
a recurring hypnagogic vision when I blink, but I only
see it with my right eye.

LAB wrote, “For as long as I can remember, I've
seen rounded, colored shapes with hazy white halos
on a black background whenever I close my eyes.
These shapes have echo-forms that move forward
and backward, larger and smaller, ebbing and flowing
like waves depending how much and how long I give
attention to them. I don't typically see them in my [eyes
open] environment, but sometimes see flashes of their
colors, after waking early from a late, strenuous night.”

I have also seen hypnagogic visions upon waking.
These are called hypnapomic visions.

In conclusion, I believe more research needs to
be done to learn how common hypnagogic visions
are among synesthetes and, where, when, and under
what circumstances they are seen. Some synesthetes
mentioned, at the Moscow conference, that they see
them and I suspect that many do but they haven't been
asked. We do not know the ‘boundaries’ of synesthesia.
Additionally it would helpful to discover if there are any
‘triggers’ So far, I have not found any. And, I wonder,
how are these two kinds of visions related? m
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IacMuH PaHu CuHxa
Jasmin Sinha

Cunectesua npobupaetca
Yepes YepHbI Xof

[-p OacMuH PaHu Cuhxa, Miokcembypr,
benbrua

m1cana poMaH. Victopus passuBa-

nacp. Havanca TBopueckuit mpo-
1[eCC CO3JaHMA TeKCTa, CTA/IU HOSAB/IATHCS
C710Ba, 0Opassl JII0fIelt U IIEPCOHAXKeEIT, Bpe-
M:A U MecTo. B aTOl1 McTopun Het u ciema
CUHeCTe3MN, XOTs 51 caMa 00JIaflaio CHHeCcTesuelt 1 Xo-
Tenma 6bl, YTOOBI MCTOPUS Obl/IA CMHECTETUYECKOI], C CHi-
HeCTeTOM B KauyecTBe IJIaBHOTO repost. [lombiTku 6b11H,
HO y MeHs HUYero He Momy4mnoch. [Ipuunock yraaiTs
BCe HAMEK! Ha CMHECTe3MI0, HO TOXKe He BbILIIO. Bme-
CTO 9TOTO MCTOPMsI B3si/Ia BEPX M Pa3BUBAIACh caMa I10
cebe, He OCTABMB OT CHECTE3UN HUKAKNX C/IEfIOB.

[Tpomomxkas mucatp, A cosHarenbHo OGonbire HE
AyMana O CMHeCTe3MHu. BMmecTo aToro s cocpepo-
TOYM/IACh Ha CBSI3BIBAHUY OCHOBHBIX Y37I0B BMeCTe.
BeicTpauBanuu cioxxera. CoefMHEHNAX MEXTY OTAE/b-
HBIMU 9acTAMU UCTOpUM. PasBuTuy nepconaxeri u pas-
BOpaYMBaHUEM PA3HBIX TEM.

Pykonucp BbIXOAMIA OYEHb AIMHHO. B mponecce
COKpallleHUs1 51 cobupanach yHanuTh 6-CTpaHUY-
HbIIT OTPBIBOK mopi HasBaHmeM «lIInyHI[ B ob6make».
[TocKOMBKY OTPBIBOK OBII CMELIHBIM U H0OaBIAN
pOMaHy OCTPOTSIL, 51 He pellaach ero BHIKMHYThb. Korma
s HOCMOTpe/a Ha ero pacIojloXKeHMe B PYKOMNCH
U IBIPY, KOTOPYIO OH OCTaBMI OBI B C/Ty4ae MCYe3HOBeE-
HMsI, BHE3AIIHO y MeHs IOSIBUICS 3PUTENbHbI 06pas.
CoBepllIeHHO HEOXMAAHHO — OyATO Yepes3 HepHBII
xof. ITosBuBIIMeCS cHHecTeTUdYeCKue (OPMBI IIOKO-
punu moe Bocupustie. OKasanoch, YTO KaX/as IIaBa
poMaHa Kak OYATO MMeeT CBOIO OKPYIIyI0 TPybOuaryio
¢bopMy Kaxas — CBOETO MAaCTeIbHOTO 1IBETa C MATKOII
6apxaTHOI CMHECTEeTUYeCKOl TeKCcTypoit. TekcT, KoTo-
PBLif 5T XOTeIa OBIIO YHAIUTh, UM OTTEHOK O7IeffHO-Ce-
poro 1BeTa 6e3 oIpeeeHHOI TeKCTYPHIL.

S cHoBa BHMMATEIbHO IIOCMOTpe/Na Ha IIECThb
CTpaHMI], KOTOPble BOT-BOT COOMpPanach BHIOPOCKTb.
S «Bupenar, 4T0 GOPMBI COCETHNX CETMEHTOB B KHUTE
U B COOTBETCTBYIOIEll ITlaBe aKKypaTHO BIINCBHIBA-
JIUCH [PYT B [pyra. ITOT 3pUTENbHBI 06pa3 TOBOPUI
MHe, 4TO Y ¢parMeHTa ecThb QYHKIUA, KOTOPYIO OH
LOJDKEH BBIIIOJIHUTD B POMaHe, JaXke eCIy s e€ elé
atoro He Buxy. Tak «IIlnyH1 Ha 06m1aKe» [OMKeH OBII
OCTaThCA.

IMockonpKy kaxjass ¢opma ob6o3HadaeT oIpene-
JIEHHOE TIOHATME —INIaBy U €€ COflep)KaHue — s Jeil-
CTBUTEJIPHO CTOJNKHYIACh CO CIydYaeM WUJIeacTe3UM.
[TocKO/bKY 9TO MPOM3OLIIO TONBKO B 9TOM KOHKpeT-
HOM KOHTEKCTe U O4€Hb MaIOBEPOATHO, YTO 3TO IOBTO-
PUTCS CHOBA, 9TO MOXKET ObITh IPUMEPOM TPYHAHOI [iIs

Synaesthesia sneaking
in through the backdoor

Dr. Jasmin Rani Sinha, Belgium

was writing a novel. A story evolves.

A creative writing process triggered
itself and started producing words, persons
and characters, time and place. There is no
trace of synaesthesia in the story although
I, a synaesthete, wanted the story to be
synaesthetic, with a synaesthete as protagonist. I tried,
and I failed, I had to delete all allusions to synaesthesia,
it did not work out. Instead, the story took over and
developed itself, with no trace of synaesthesia left.

While I continued to write, I was deliberately NOT
thinking anymore of synaesthesia. Instead, I concentrated
on knitting the kneads together. Constructing the plot.
Joining the links between distinct parts of the story.
Developing the characters and developing different
threads.

The manuscript turned out to be very long. During
the shortening process, I intended to delete a 6-page
section called “Schlunz on The Cloud”. Since it is funny
and adding some spice, I was hesitating to let it go. When
I checked its position in the manuscript and the hole that
it would leave if deleted, all of a sudden, a visualisation
emerged. Out of the blue—through the backdoor.
Synaesthetic shapes conquered my perception. Each
chapter of the story turned out to have its own round,
tube-like shape in a specific pastel colour, with a soft
velvet-like synaesthetic texture. Text that could be
deleted appeared in a shade of pale grey without specific
texture.

I turned my attention back to the soon-to-be-deleted
six pages. I “saw” the shapes of the neighbouring
segments in the book as well as the concerned chapter:
they neatly fit into each other. This visualization told
me that it has a function to fulfill in the novel even if
I cannot see it yet. “Schlunz on The Cloud” had to stay.

Since each shape stands for a concept—a chapter
and its content—, I was actually encountering a case
of ideasthesia. Since it happened only in this specific
context and is very unlikely to happen again, this may be
an example of the hard to grasp one-shot synaesthesia
(Kirschner A, Nikoli¢ D. One-shot Synesthesia. Transl
Neurosci. 2017 Nov 25;8:167-175. doi: 10.1515/tnsci-
2017-0023. PMID: 29188078; PMCID: PMC5703764.).

This synaesthetic experience was completely hidden
from my attention. It showed itself in the moment when
I was least expecting it. My new strategy was simple: give
in and use it as quality assurance tool. In consequence,
each part of the story underwent a synaesthetic check:
how does the shape look like? What about its colour, its
texture? Is there any need for refinement of this section,
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OTpbiBKM M3 Moero pomaHa «0—Klddia und die
Konige» (BbiaeT B 2021 roay). Kaxman cextop 060-
3Ha4aeT MaBy, a LIMPUHA CEKTOpa COOTBETCTBYET
OAvHe masbl. [nA vaeanbHON NPOMOpLMK, CEKTo-
pa [OMKHbI ObITb BbIPOBHEHLI OTHOCWTENIBHO ApYr
Opyra, KaKk CerMeHTbl A0XAeBoro 4epsA. CaMbiii
MaseHbKUIA CErMeHT — QMONETOBbIN — 03HaYaeT 6
CTpaHwLl, KoTopble HeobX0AMMO yoanuTb, 3T0 raBa
nog HasBaHueMm «LUnyHuU B obnake». N3obpamerne
HapucoBaHo Bpy4Hyl [acMuH Panu CuHxa, OK-
TA6pb 2019 1.

Segments in my novel “O — Klgdia und die Konige”
(to be published in 2021). Each shape stands for
a chapter, the width depicting the length of each
chapter. In order to be perfect, they need to align to
each other like the segments of an earthworm. The
smallest segment (purple stands for the 6 pages to
be deleted, a chapter called “Schlunz on The Cloud”.
Picture: hand-painted by Jasmin Rani Sinha, October
2019

MOHMMAHMA OJHOKDPATHOJ CIIOHTaHHOM CUHEeCTEe3UN
(Kirschner and Nikolic, 2017).

STOT CHHECTeTUYECKUII OIBIT OBbII MOTHOCTBHIO
CKpBIT OT Moero BHuMaHusA. Ho ob6Hapyxmics oH
TOI7TIA, KOITA s MEHblIe BCEro 3TOro oxupjana. Mos
HOBasl CTparerusi ObUIa MPOCTa: CHATHCSA U MUCIIONb30-
BaTb 3TO KaK MHCTPYMEHT, TapaHTUPYIOLINII KadeCTBO.
Kak cnmemcTBue, KaXX/IyI0 YacTb UCTOPUM s TOABEpIIa
CUHeCTeTUYeCKOIl ITPOBepKe: KaK BBIIIARUT eé dopma?
A kak HacyeT eé 11BeTa, TeKCTypbI? EcTb /1 Heobxonu-
MOCTb B BOpPabOTKe 3TOro (pparMeHTa WM €ro HYXXHO
OCTaBUTD Kak ecTb? Takoil aHa/mMs NpoOyAUI SMOLUIO,
KOTOpas pa3BepHY/Iach B CMHECTeTUYECKYIO / 1eacTe-
TUYECKYI0 BU3yanusanuio GOpMbl /s KaXMIO0I IIpoBe-
PpAAeMOVI T/IaBBI.

Mos sMoLMOHAIbHAA CMHECTe3M 1, BbI3BaHHA OLleH-
KOJI COOCTBEHHOTO TeKCTa, IMe/a MpOsBIeHNe B BUfe
BU3YaJIbHOI MleacTe3UM U CTaja UfieaIbHbIM MHCTPY-
MEHTOM KOHTPOJIA KayecTBa J/I MeH:, KaK /Il CUHe-
CTETMYECKOTO IycaTed. W

Nutepartypa

Kupurnep A., Huxkonna [I. Odnopasosas cunecmesust. Ilepe-
800 Neurosci. 25 Hosbps 2017 e; 8: 167-175. Doi:
10.1515 / tnsci-2017-0023. PMID: 29188078; PMCID:
PMC5703764.
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or will it have to go? This analysis triggered a emotion
which unfolded into a synaesthetic / ideasthetic
visualization of a shape for each checked chapter.

My emotional synaesthesia, triggered by my
judgement of my own text, manifesting itself as a visual
ideasthesia, has turned out to be a perfect quality control
tool for me, a synaesthetic writer. m



3HH Jlenop
Ann LePore

[lepeBog onA TPEX
CUHEeCTeTOB: rae A3blK
beccuneH, 3a aeno bepetcs
MCKYCCTBO. VHTepnpeTaumA
TaHLEBaNbHbIX TEKCTYP
CUHecTe3um: TecHas CBA3b
COK030B «1», «HO» N «HE»

3HH Jlenop, Mpodeccop 3D-an3aiiHa
1 aHnMaumn, Pamano Konnear Hoto-[repcu

JI 9TOTO MCCNIENOBAHN 1 3aHMMAach IepPeBo-
.I)IOM MeXZY JBYM:A IepeXVBaHVAMN, KOTOpbIe
9acTo A3BIK He OTpakaeT ¢ JO/DKHOM aJeKBaTHOCTBIO:
Mepe>XVMBAaHNA 3BYKO-3PUTENIBbHON ¥ BU3YaIbHOM-CITy-
XOBOW CUHECTEe3U.

O6pekTamMyt 3TOTO UCCIENOBAHMS SABAAOTCA [)Kepu
XaH (3ByKo-3puUTe/bHasA cuHecTe3u:A) u fokrop Caer-
naHa PymeHKO (3pMTe/NbHO-CIyXOBash CUHECTE3MUsd).
VccmenoBanms 9acTo 3aBUCAT OT MUCbMEHHOI uKca-
LM TEKCTA, KOTOPast SIB/SIETCS CIIOCOOOM, Yalile BCEro
VICTIONIb3YEeMBIM JiIA IIepefiadlt MX CMbIC/IA.

VccnenoBaHme CuMHeCTe3MM B IIMPOKOM CMBICTIE
COOOIIIaeT O YeM-TO, YTO MOXKET OBITH OTPAKEHO B TEK-
CTe U TPaiMIVOHHBIX IYOMMKAIMAX: TaKUX KakK 3Ha-
KOMble Ha3BaHMs TeOMeTpUYecKnx (HopM, OCHOBHBIE
Ha3BaHMA LIBETOB M ONMJCAHMS 3BYKOB, OTPa’KeHHBIX
BTPAJMLIIMIOHHOM CJIOBape 3alafiHOMl MY3bIKa/lIbHO
HoTHOII 3anucu. (PucyHox 1).

MBI Hayamy SKIEPUMEHT C CUHECTe3MM TOCIIOXU
Ioxepn Xan. OHa NpucCTynmnaa K BOCHPOU3BESEHUIO
B yMe COI03HbIX c1oB «V», «Ho», «He». B ToT MOMeHT,
KOI'7]a OHA JyMasia O TOM, KaK OHM BBITJIAZENN, OLTyIIa-
7MCh U GYHKIMOHUPOBAJIY, CTIOBa 0Ope/y IS Hee BOT
TaKOJ 3pUTeNbHBIN 00/muK. (PucyHOK 2).

3areM pokTop Pymenko mocmoTpena Ha usobpa-
xenne «M», «Ho», «He», u B €€ cosHaHUM OHM Cpasy
xe obpermt ¢popMy TOHAIBHOTO 3BYKa. IIpy cosmanum
9TUX MY3BIKa/JbHBIX GOPM YMTana M OHA NpPeNbsAB-
JIeHHbIe M300paXKeHMsI KaK HOThI Ha mucbMme? Vinu ato
MIPUIIO K Heil BOIHAMM Y/IaB/IMBaeMOTO HaCTPOEHMA?
Vinu, MoxeT ObITh, Ba>KHBI ObUIM I[BeTa? Byny4n anu-
MaTOPOM-TIEPEBOAYMKOM, 5 VCIOTb30BaIa TO, YTO MHE
coobumna foKTop PymeHko, M moOnoXuma B OCHOBY
aHMManuu st 0003HAYEHNsT TeX 3TeMEHTOB u300pa-
JKeHNA, KOTOpble IPefCTAB/LUIN 3BYKM, U TIpUAiana UM
IBVDKEHVe, KOIZja 3BYKU 3TU IOABJIIUCDH, TaK YTOOBI
MIPOJIeMOHCTPUPOBATD, KaK OHa «CJIBIIIajIa» BOCIIPUHNI-
MaeMoii usobpaxxenne. (PucyHok 3).

HaxkoHen, rocmoka XaH Ipocaylajga COYMHe-
HUe JBOKTOpa PymeHKo misa ¢doprenuaHo U MOMy4MIa
BO3MOXXHOCTb OIIMCaThb yBUAeHHOe. Y Hac ObIIO
MHOTO BCTped, YepPHOBBIX PUCYHKOB M 3KCIEPUMEH-
TOB — MHOTO BpeMeHM ObIIO MOTpayeHO Ha MOIBITKU

Translating between
synesthetes: art picks

up where language

leaves off. Interpreting
synesthesia’s dancing
textures: correlative
conjunctions and, but, & not

Ann LePore, Professor 3D Design and
Animation, Ramapo College of New Jersey

For this study, I translated between two experiences
that are often not captured adequately through
language: the experiences of Auditory to Visual
Synesthesia and the experience of Visual to Auditory
Synesthesia. The subjects in this study are Geri Hahn
(Auditory to Visual Synesthesia) and Dr. Svetlana
Rudenko (Visual to Auditory Synesthesia)

Research is often dependent on written language, that
being the mode through which it is most often conveyed.

Synesthesia research reports broadly on things that
can be captured in text and traditional publication:
Such as familiar names for shapes, elementary names
for colors and descriptions of sound agreed upon by the
vocabulary of western musical notation.

First, I started with Ms. Hahn. She was considering
the words “And”, “But”, “Not”.

For her, they looked like this as she was thinking
about how they appeared, felt, and functioned.

Next, Dr. Rudenko looked at the image for “And”,
“But’, “Not” and in her mind it immediately became tonal
sound. When composing this music was she reading
the image as notation? Or did it come to her in layers
of perceived moods? Or perhaps colors? As animator-
translator I took the information she relayed to me and
used it to indicate parts of the image that represented
sounds and moved them when the sounds were present,
as an indication of how she “heard” the image.

Finally, Ms. Hahn listened to Dr. Rudenko’s composi-
tion for piano and was able to describe what she saw. There
were many meetings, drawings, and experiments — a lot
of time spent trying to replicate what Ms. Hahn saw.

The results are a time- based, nuanced visual and
auditory record of Ms. Hahn’s experience than can also
be experienced by a non-synesthetic audience.

What is missing when we rely on written language?
Things that defy our written language are often not
included such as in-between or shifting colors, the
complexity between the second and third dimensions,
rapidly shifting shapes, nuances, complex emotions,
blips or seismic interruptions, and individual
experiences of time.

Can an Artist working as a translator help relay
experiences in a way that supports deeper scientific
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BOCIIPOM3BECTY CUHECTETUYECKME BIIEYATIIEHUS TOC-
noxu XaH. (PucyHok 4).

B pesynbrare MBI IIO/Iy4aeM pasBOPaYMBAIOIIYIOCS
BO BPEMEHM TOHKO JIeTa/IM3MPOBAHHYIO BU3Ya/IbHYIO
¥ 3BYKOBYIO 3aIIVICh ITepeXXVBAHMI TOCIIOXM XaH, KOTO-
past Taxke HOCTYIHA IS IIOHMMAaHMs HECHHECTETOB.
(PucyHok 5).

Yero He XBaTaeT, KOITA Mbl IIOJIaTaeMCs Ha IINCh-
MeHHYI0 peub? Belu, KOTOpble 6POCAIOT BBI30B INCh-
MEHHOMY SI3BIKY, 4aCTO YIIYCKAIOTCs, HAIpUMep, IIpo-
MEXYTOUHBlE VWIM MEHSIOIMECS IL[BETa, CIOKHOCTb
pas/muMsi MEXAY BTOPHIM U TPETbUM M3MEPEHUSMIL,
ObICTPO MeHsoLMeCss (POPMBI, TOHKOCTY, CIIOKHBIE
9MOLMM, BCIUIECKM MJIU CeIICMIYECKyie IOMEXY U YHMU-
KaJIbHBII, MH/VMBYULYA/IbHbIIT ONIBIT BPEMEHI.

MoskeT /1 XY[OXKHMK, B3sBIINIT Ha cebst porib mepe-
BOJIYMKA, IIepefaTh CyObeKTUBHBIN OIBIT TAKUM 06pa-
30M, 4YTOOBI 3TO CIOCOOCTBOBATIO eT0 6oJIee IITyOOKOMY
HAay4YHOMY MCCIefoBaHnio? UTo6bl OTBETUTh Ha ITOT
BOIIPOC, 51 06paTMIach K CBOMM YMEHUSAM MYJIBTHUILIN-
Karopa UM CJieajga HOIMBITKY IlepefaTh IepeXXMBaHs
IBYX JIOfeN TakuM o06pas3oM, 4TOOBI MX OBITO jerde
HOHATH 60JIee MIMPOKOIT aYANTOPUI HECUHECTETOB.

B pesynbrare MOMyYMINCh [BE COBEPIIEHHO pas-
Hble AHMMALUY, KOKMAAsA U3 KOTOPHIX MPENCTABIIAET
€060i1 OCHOBaHHbIE HA Pa3BOPAYMBAIOLINXCI BO Bpe-
MEHM IIepeXMBaHMAX [BYX CHHECTETOB, KaK ObI pe3o-
HUPYOLIVX APYT C APYTOM — CJIOBHO 3TO UIPa B Tejle-
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investigation? In order to find out, I used my skills as
an animator to attempt to relay the experiences of two
individuals in a way that would be easier for a broader
audience of non- synesthetes to understand.

What resulted were two dramatically different
animations, each representing the time-based
experiences of two synesthetes feeding off of each
other- a game of telephone as it were. The observations
gathered and the new questions formed as a result of
examining these experiences and animations suggests
that artists can assist in the reporting of synesthesia
research by conveying experiences that written
language alone cannot. This ability suggests that the
language-based questions explored by current research
are a limitation that could also be transcended if the
vocabulary used begins to include artistic visual and
auditory understanding which is often harder to convey
in concrete written language. m
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¢on. CobpaHHble HabGMIOLEHUS U HOBBIE BOIIPOCHL,
IIOABUBINNECA B pesyHbTaTe I/I3y‘-IeHI/[$[ 3TOro OIIbITA
1 aHuManguu, IpepronararmT, YTO XYI_[O)KHI/IKI/I CIIO-
COOHBI TOMOYb B OCBEI[EHNI UCCTENOBAHNIT CIHECTE-
31, QUKCHPYA U IIepefiaBas OIIbIT, KOTOPBII He MOXKET
nepenarp A3bIK MMCbMeHHBIN. Takasg BO3MOXXHOCTH
IIpenmnosaraeT, 4To IIOJHMMAaEMbIE B TCKYHU/IX Hccie-

TOBaHMAX BOIPOCH, CopMynupoBaHHbBIE BepbanIbHO,
ABNATCA OIPaHMYEHNEM, KOTOpOe TaKXe MOXKHO
IIPeoJioNeTh, €CIM MCIONIb3yeMble CPefiCTBa BbIpaXke-
HUA HAYMHAIOT BK/IIOYATh XyNOXKeCTBEHHOE BU3Yallb-
HOE I CIIyX0BOe NOHMMaHMe, KOTOpoe 4acTo TPyAHee
nepenaTh KOHKPETHBIMM Cpe[CTBaMy MMCbMEHHOTIO
A3BIKa. W
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Wopr MeBaHcku n Anton Cupopos-[opco
Jorg Jewanski and Anton Sidoroff-Dorso

HebonbLuoe nctopuyeckoe
cobbiTue. [lepBoe Hay4yHoe
cobpaHue No «CUHECTE3UM,
Cankr-lletepbypr, 1742 rog

Vopr MesaHcku, [1okTop GUROCODCKIX HayK,
BeHckuit yHusepcuTet, UHCTUTYT
My3blKOBeeHnA, ABCTpUA

AnTon Cnpopos-[lopco, MocKoBCKui
nefarorvyeckuii rocyaapCTBeHHBbIN
yHuBepcwTeT, PoccumA

B 1742 ropy B Canxt-Iletepbypre
COCTOsAIOCHh MybnMM4HOe cobpaHue,
Ha KOTOPOM BIIepBbIe B MICTOPUI OB pac-
CMOTpEH BOIIPOC O CBSI3Y MEXY 3peHueM
” CIyxoM. B 3Tol1 cTaThe MBI 3aHOBO OT-
KpoeM [yisi cebs PefbICTOPHIO STOTO CO-
OBITHA U JagVM OLIEHKY ero pabore.

B 1725 ropy Jlyu-beprpan Kacrenb
(1688-1757) omy61mMKoBal CBOIO MEPBYIO
CTaTbI0 O CIIPOEKTUPOBAHHOM UM yCTpoiicTBe clavecin
pour les yeux, K/laBecuHe Ajst I71as, KOTOPbIIT CETOHS
Ha3bIBAIOT IIPOCTO I[BETHBIM OPTaHOM, MHCTPYMEHTOM
I Busyanusauny Myssiki. Y Kacrerst 6pimm ambuiiy-
O3HBIE LIeJIN: 1IBET JOJDKEH 00pecTy BOSMOXKHOCTb [IBI-
>KeHMsI, KOTOPOTO HIUKOTZA He OBUIO Ha XOJICTe; MY3bIKY
MOXXHO OTPasUTb Ha XOJICTE U MOKPBITh CTEHBI 3aIbl
MY3BIKa/IbHBIMJ KOMIIO3UIIMSAMM; ¥ TaK CO3[IaTh HOBBII
JKaHp: «musique muette», 6e33ByIHYIO MY3bIKY.

B 1737 ropy Hemenkuit kommnosurop leopr ®umumnn
Teneman mocetun Kacrens B ITapiske u omy6nmkoBarn
Opotropy o 1BeTHOM opraHe. B 1740 romy Hemenkuit
ecrectBoucnbiTarenb Voraus lortno6 Kprorep omy6-
ymkoBan ceou Naturlehre («VccnenoBanusi Ipupompi»),
KOTOpbIE IIPOYeN APYroii HEMELKWUII eCTeCTBOMCIIbITA-
tenb: [eopr Bonbdraur Kpaddt Iocnenunmii xe B 1726
ropy nepeexan B CankT-IleTep6ypr 1 deTepble Tofa CITy-
CTA CTajl WieHOM Poccuiickon akajeMuy eCTeCTBEHHBIX
HayK. OHIM 13 HaIlpaBJICHNUI eATeNIbHOCTI aKafeMun
ObUta exxerogHoe myOmndHoe cobpanme. B 1742 ronmy
Kpaddt Bbi6pan clavecin pour les yeux Jlyn-Beprpana
Kacress B KauecTBe TeMbl COOpaHIsI, IOTOMY YTO MCKaI
IUTs JOKIafia MHTepecHble HOBUMHKM. KpaddT 651 oHIM
U3 IBYX IEKTOPOB Ha cobpanun 1742 roga B Cankr-Ile-
Tep6ypre. Bropsim nextopom 6bin Hemerr Mosuac Baiir-
6pext, xomera Kpaddra mo Axkagemnn Hayk.

IMpuaep>XxnuBasich OIPeeNIeHNsT CUHECTe3NUM KaK pef-
KOJl HEBPOJIOTMYECKOII 0COOEHHOCTHM, KOTOpasi BBI3BI-
BaeT HeoOBIUHbIE, YACTO KPOCC-CEHCOPHBIE, IIePeXXUBa-
HIsI, KaK MbI [le/IaeéM 9TO CerOfHsI, HAallpuMep, BUIeHNUe
I[BETOB IIPY IPOCTYLUIMBAHUU MY3BIKH, CTEyeT 3aMe-
TUTb, YTO TeMa COOpaHNs BPOX/EHHOI CHHECTe3UM
He Kacarmach. OfHAKO ¢ MICTOPUYECKON TOUKU 3peHMs
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A small piece of jewelry.
The first congress

on «synesthesiax:

Saint Petersburg 1742

Jorg Jewanski, Institute of Musicology,
University of Vienna, Austria

Anton Sidoroff-Dorso, Moscow Pedagogical
State University, Russia

n 1742, a congress took place in Saint
Petersburg, which first time in history
dealt with correlations between seeing and
hearing. In this article we will rediscover
the congresss prehistory and evaluate its
proceedings.

In 1725, Louis-Bertrand Castel
(1688-1757) published his first article
about a projected clavecin pour les yeux,
a harpsichord for the eyes, today mostly
named: color organ, an instrument to
visualize music. His aims were ambitious: a color would
get movement, which it had never gotten on canvas;
music could be fixed on a canvas to wallpaper a room
with musical compositions; a new genre would be born:
a “musique muette®, a silent music.

In 1737, German composer Georg Philip Telemann
visited Castel in Paris and published a brochure about
his color organ. In 1740, Johann Gottlob Kriiger,
a German natural scientist, published his Naturlehre
(Studies on nature) which was known to another German
natural scientist: Georg Wolfgang Kraftt, who moved to
Saint Petersburg in 1726 and later became a member of
the Russian Academy of Sciences. One of the activities
of the academy was a yearly conference. Ktafft had
chosen clavecin pour les yeux as the topic for the 1742
conference, because he was looking for a novelty. He
was one of only two lecturers at the Saint Petersburg
conference. The second lecturer was the German Josias
Weitbrecht, a colleague of Kraftt in Saint Petersburg.

Defining synesthesia as a rare neurological trait that
causes unusual, often cross-sensory, experiences, as we do
it today, for example seeing colors when listening to music,
this conference did not deal with synesthesia. However,
from a historical point of view, it was the first exchange
of ideas, a first conference about perception of colors and
tones —worldwide. Summarizing our small conference,
several objections regarding Castels color organ were
presented. The arguments were a mixture of physical and
physiological ones. Krafft and Weitbrecht were in agreement
with each other about the different natures of sense organs.
Weitbrecht even developed the ideas of physiological
knowledge of the sense organs of his time. Therefore, this
conference is today a forgotten small piece of jewelry.
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PucyHok 1. Teopr Bonbgrar Kpadt (1701-1754),
Bocnp. no Brucker, 1747
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Fig. 1, Georg Wolfgang Krafft (1701-1754),
reproduced from Brucker, 1747

9TO OBUI IEepBBII OOMeH WJesAMM, IepBas HaydHas
KOH(epeHIUA 0 BOCIPYUATAU 1[BETOB ¥ MY3bIKa/JIbHBIX
TOHOB — BO BceM Mupe. [TogBopsa utorn sToro He6oIb-
IIOTO COOBITHA, OBUIO BBICKA3aHO HECKOIKO BO3pasKe-
HUII IO TOBOJY IiBeTHOTO opraHa Kacrena. ApryMeHThI
OBLIM OCHOBAHBI Ha (PM3UYIECKUX U (PU3MOIOTMIECKIX
IpeficTaB/IeHnAX Toro Bpemenu. Kpabot n Barirépexr
OBLIN COITIACHBI PYT C APYTOM B OTHOIIEHWM Pasyind-
HOJI IIPMPOJBL OPraHOB YyBCTB. Baitt6pexT maxke pas-
BIT Ve (Y3NOOTMYECKOrO 3HAaHNUA OPraHOB YYBCTB
cBoero BpeMeHH. IlosTomy ceromHA 3TO cobpaHMe —
3a0bITOE Ma/IeHbKOE MICTOPUYECKOE COObITHE. W

CuHectesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBe. OrB. pep. AB. CI/IJJ,OpOB-ﬂ,OpCO

In 1742, a congress took place in Saint Petersburg,
which first time in history dealt with correlations between
seeing and hearing. The scope of this article is to redis-
cover the congress’s prehistory and to evaluate the con-
gress’s proceeding, which was printed the same year 1742.

One important step inside the prehistory of the
congress happened in 1725. Here, the French Louis-
Bertrand Castel (1688-1757) published the first of
a series of articles about a projected clavecin pour les yeux,
a harpsichord for the eyes, today mostly named: color
organ, an instrument to visualize music (Castel, 1725).
At first, he adopted the seven colors, in which the English
physicist Isaac Newton had divided the light spectrum
(Newton, 1704). Later, Castel rejected this physical point
of view to an artistic one and adopted color systems
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of painters and art theorists, who took the triad red-
yellow-blue for three basic colors (Castel, 1735).
And he changed the musical frame of reference from
a comparison between the width of colors and tone
intervals, which Newton had stated, to single colors and
single tones as well as from a g-scale, which Newton had
used, to a C major-scale. Now Castel wanted to combine
each key of his harpsichord with a special color.

His aims were ambitious: a color would get movement,
which it had never gotten on canvas; music could be
fixed on a canvas to wallpaper a room with musical
compositions; a deaf person could enjoy the beauty of
music with his eyes, a blind person the beauty of colors
with his ears, and those who can see and hear, can enjoy
both; a new genre would be born: a “musique muette®,
a silent music (Castel, 1725).

Castel did not want to build a color organ, because he
did not regard himself as an architect. He was satisfied
to have proven such an instrument in a theoretical way.
But since 1726, lots of criticism was published about
his color organ and his new art, and eventually Castel
had to build his color organ to convince his critics. Some
of the objections to his color-tone analogy and his color
organ, which were reported up to 1742, the year of the
Saint Petersburg conference, are as follows (for a complete
discussion about Castel, see: Jewanski, 1999, pp. 267—449):

o Each sense has a specific task; therefore, a deaf per-
son can never enjoy the beauty of music. You are also not
able to smell with your eyes ([Philosophe Gascon], 1726).

o Even if tones and colors are base on vibrations,
nothing follows from this for an impact of the soul
([Philosophe Gascon], 1726).

o You cannot feel a connection between a tone and
a color ([Philosophe Gascon], 1726).

e A color dissonance, for example between red and
orange, is not as painful as a dissonance in music, for
example a half tone (D’Ortous de Mairan, 1737/38).

e Colors mix to a new unit, for example blue and
yellow to green, but tones do not mix; for example, c and
d do not mix to ¢ sharp, but form an interval (D’Ortous
de Mairan, 1737/38).

How did Castel’s ideas come their way to Russia? There
was one step in between. In 1737, the German composer
Georg Philip Telemann visited Paris. During his stay there,
he also visited Castel, and afterward published a 6-page
brochure about whose color organ (Telemann, 1739). The
next year, in 1740, the German natural scientist Johann
Gottlob Kriiger published the first volume of his Naturlehre
(Studies on nature). He adopted Newton’s seven colors and
wrote that it should be possible to please the eye by variety
and mixing of the seven colors in the same way as seven
tones do with the ear (Kriiger, 1740). The realization of this
was a Farbenclavecymbel, a color organ (Kriiger, 1743). It
is unclear how Kriiger got the idea of such an instrument.
Perhaps he was aware of Telemann’s brochure.

Kriiger’s Naturlehre was known to another German
natural scientist: Georg Wolfgang Krafft. He was one of
only two lecturers at the Saint Petersburg conference.
Krafft was born in Tiibingen, Germany, in 1701, where
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he got his Magister degree in natural sciences. How did
he come to Saint Petersburg? In 1724, Czar Peter the
Great founded the Russian Academy of Sciences in Saint
Petersburg. His aim was to bring science and research in
Russia to a level comparable with that in Western Europe.
Famous scientists from Europe, mainly from Germany,
were invited to come to Saint Petersburg. Some of them
brought young scientists with them. One was Kraftt, who
moved to Saint Petersburg in 1726. Four years later, he
became a member of the Academy (biography of Krafft:
Brucker, 1747; Giinther, 1883).

One of the activities of the academy was a yearly con-
ference, devoted to interesting and current issues. In 1742,
one of Czar Peter’s children, Elizabeth, became empress.
In her honour, the yearly conference took place on April
29, 1742. The main lecturer was Krafft. He had chosen
the topic for this conference, because he was looking for
a novelty, and a new manner of giving music concerts
seemed to fit for this special event. The second lecturer
was the German Josias Weitbrecht, the same age as Kraftt,
also having studied in Tiibingen and now a colleague of
Krafft in Saint Petersburg. Weitbrecht was one of the most
important anatomists of his time (biography of Weitbrecht:
Jocher, 1751, pp. 1877—1878; Stieda, 1896).

Krafft emphasized a relation between colors and tones,
because both were the result of vibrations. The vibrations of
tones and their impact on the ear should result in a similar
impact of colors on the eye. But for him a color organ bears
the problem of perception. You have to watch the colors
very carefully. If you miss one single color, you can miss the
distinction between a consonance and a dissonance.

A second objection was the transfer of musical inter-
vals. In Castel’s color-tone system, the musical fifth
between ¢ and g (do and sol) correlates with the color
interval from blue to red. But there is no proof that the
proportion between blue and red is the same proportion
as a fifth in music. A third objection was the order of the
colors, which was subjective. Why is blue just followed
by green? A fourth objection was the analogy between
a brightening of the colors and higher octaves in music,
because the intensity of musical notes is always the same,
but a brightening of colors cut off their intensity. Krafft
concluded that the regalement of the ears cannot be
transferred to the eyes (Sermones in solenni academiae
scientiarum, 1742, pp. 1—39).

Weitbrecht also reported several objections: First,
the mechanisms of perceiving stimuli is different
between the ear and the eye: the eye receives the image
of an object, whereas the ear perceives the sound itself.
Second, the quick presentation of different colors will be
a shock for the eye. Third, a single tone in music cannot
give the same pleasure as a single color, for example,
the blue sky or a green landscape (Sermones in solenni
academiae scientiarum, 1742, pp. 39—51).

Unfortunately, we have no information if there was
a discussion after the two presentations. And we have no
member list of the conference. All we have is the congress
proceeding in Latin which was published the same years
1742 as a booklet (Sermones in solenni academiae



tones | original color | translated color | approximate
names names color
c ' bleu blue
cis celadon celadon
d ' verd green
dis | olive olive
e ' jaune yellow
f ' fauve orange
fis nacarat orange-red
g rouge red _
gis | cramoisi dark-red
a ' violet violet |
ais agathe violet - blue violet
h bleu violant blue violet

Puc. 2. CootBeTcTBME LIBETOB M TOHOB N0 J1.-6.Kactento.
Bocnpown3sBeneHo v odopmneHo B Tabawuy no Castel,
1735

Fig. 2. Castel’s color-tone analogy from 1735,
reconstructed and put into a chart from Castel, 1735

scientiarum, 1742). It was translated into Russian and
published also the same year as a booklet (Peun, koTopsis
B My6mu4HOM cobpaHum Vmmeparopckoit Akafemun
HayK 4MTaHbl ObUmM amperns 29 pHs 1742 ropa, 1742).
The Latin version was reviewed in French in 1743 in one
of the journals in which Castel had published some of his
articles, in the Mémoires des sciences & des beaux arts.
This review comprised 25 pages, but is not signed with
the author’s name (Anonymous, 1743). The reviewer
criticized that Krafft did not read Castel’s articles in the
original, but relied only on secondary literature. With
this French review, the discussion about Castel and
his color organ came back to the country where the
discussion had started: to France.

From a historical point of view, it was the first
exchange of ideas, a first conference about perception
of colors and tones — worldwide. Defining synesthesia
as a rare neurological trait that causes unusual, often

CnoHcop

Hccnedosanue, npusedutee K Smum pe3ynvmamam, NOLyHusno
punancuposanue ons J] om Ponda zur Forderung der
wissenschaftlichen Forschung Aecmpuu (FWE), npo-
epammut Lise Meitner (M 2440-G28).

Jlnutpatypa

Anonymous (1743). [Review of Sermones in solenni academiae
scientiarum, 1742]. Mémoires (de Trevoux) pour histoire
des sciences et des beaux arts, 43, (May), 817-842.

cross-sensory, experiences, as we do it today, for example
seeing colors when listening to music, this conference
did not deal with synesthesia. None of the people
mentioned — Newton, Castel, Krafft, Weitbrecht —
were very likely synesthetes. In this way, the first
congress which had a separate symposium on
synesthesia took place in Paris in 1889, nearly one and
a half century later (Jewanski et al., 2015; Jewanski et
al., under review).

Summarizing our small conference, several objections
regarding Castel’s color organ were presented, which
complement the French discussion. The arguments were
a mixture of physical and physiological ones. Kraftt and
Weitbrecht were in agreement with each other about
the different natures of sense organs. Weitbrecht even
developed the ideas of physiological knowledge of the
sense organs of his time. Therefore, this conference is
today a forgotten small piece of jewelry. m

The research leading to these results has received funding for JJ
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Forschung of Austria (FWF), Lise Meitner Programme
(M 2440-G28).
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Wopr MeBaHcku, PycTam Cakabues, AHactacua MakcuMoBa
Jorg Jewanski, Rustem Sakhabiev, Anastasija Maksimova

18 KoHepeHUMM

M0 CUHECTe3UW Ka3aHCKOIo
nHcTUTyTa [poMeTen,
1967-2015

Vopr Mesarcku, [loKTop GrAOCOHCKMX HayK,
BeHckuit yHuBepcmTeT, VIHCTUTYT My3blKoBE-
nexna, ActpuA

”

Pyctam Cakabues, MioHcTep, lepManus.

AnacTacua Makcmmosa, Prometheus oHp,
Ka3zaHb, Poccua

pymma cryznentoB KasaHnckoro aBnma-

LIMIOHHOTO VHCTUTYTa B COTPYHAHU-
4YecTBe C KOHcepBaTopuenn B 1962 ropy
OCYVIeCTBUIA IOCTAHOBKY CUMQOHUU
A.Ckpsabuna «IIpomereit». IIpumepHO
B 1960 romy sTO CTajmo OTIPAaBHOM TOY-
KOl B OCHOBaHUM MCC/IEJOBATENbCKOTO
VMHCTUTYTA,CTaBLIETO BIIOCTIEAICTBUN YHMU-
KaZbHBIM BO BceM mupe. bynar lanees, Ha
TOT MOMEHT yuuTenb ¢usuxy, u Vpuna
BaHeuknHa, CTyHmeHTKa KOHCEpBaTOPMWI,
MIPUMKHY/IY K MHCTUTYTY, MOTYIMBLIEMY
HaszBaHue CKb «I[IpomeTeit».

PasBuTue MHCTUTYTa MOXXHO pas-
HelUTh Ha 4YeTbIpe 9Tama. [lepBbIif sTam
Haydajica B 1962 ropgy u sakoHumIcsa B 1994
ropy. OCHOBHOEe BHMMaHME MHCTUTYTa
YAENANOCh XY[A0KeCTBEHHBIM 3KCIepI-
MEHTaM: CBETOMY3bIKaJIbHbIM ITOCTAHOB-
KaM, abCTpakTHBIM (PMIbMaM, CBETOBOM MHCTAIIs-
LMY B OOLECTBEHHBIX MECTaX M CBETOMY3bIKaJbHbIM
ycrporictBaM. B 1966 ropy Ianees cran pykosogurenem
TPYIIBI X 3aHMMAJI 3TY JO/DKHOCTD 43 rofia, BIVIOTh [0
csoeit cmepty B 2009 rogy. On u V. BaneuknHa moxe-
HWINCh; 0ba cTamy Hambo/ee 3aMETHBIMU YUEHBIMM
VHCTUTYTA, MCCIIENOBAHNA KOTOPBIX COCPeJOTOUNINCD
Ha KPOCC-MOJATbHBIX accoUManyusax M MeTadopax.
B reuenme crmemyomux eT, MOX OOMUM TePMUHOM
«CUHeCTe3Us», JeATeTbHOCTb MHCTUTYTa OblIa MOCBS-
IIeHa B3aMMOCBSI3M UCKYCCTB BO MHOIMX OOIACTAX:
1300pa3uTeNIbHOE MICKYCCTBO, MY3bIKa, KIHO, TUTepa-
TYpa, A3BIK, CTETUKA, Mearornka, Guaocopus 1 ncu-
xonmorus. B 1967 rogy MHCTUTYT OpraHM30Basl 110 3TUM
BOITPOCAM CBOIO ITepBYI0 KOH(EPEHINIO.

CKb «IIpomereli» Havyanmoch ¢ aBMALlMOHHOTO
MHCTUTYTA, MMEBILETO TECHbIE CBA3M C COBETCKOI KOC-
Mydeckoyl nporpammoit. OduianbHO Ha IpOrpaMMy
paboran u b.TaneeB. Heoduimanpuo y Hero Obiaa
BO3MOXXHOCTb CO3/]aBaTh a0CTPaKTHOE UCKYCCTBO,
HOMy4aTb MyONMKAIMM UM TEXHUYECKYIO MONNEpPIKKY.
Mucturyr lameeBa CKOHCTPYMPOBANI CBETOMYS3bI-
Ka/JbHOE YCTPOWCTBO JIi COBETCKOM KOCMUYECKOI

e

18 Synesthesia Conferences
at the Prometheus Institute
in Kazan®, 1967-2015

Jorg Jewanski, Institute of Musicology,
University of Vienna, Austria

Rustem Sakhabiev, Miinster, Germany.

Anastasija Maksimova, Prometheus
Foundation, Kazan', Russia

n Kazan, a group of students at the

Aviation Institute collaborated with
the Conservatory and, in 1962, realized
a performance of Scriabin’s Prométhée
with colored lights. This set around 1960
the starting point for a research institute,
which became unique worldwide and
which is the one this article is about.
Bulat Galeev, then a physics teacher, and
Irina Vaneckina, a piano student from
the Conservatory, joined the institute that
named itself SKB Prometheus.

We can divide the development of
the institute into four phases. The first
phase started in 1962 and ended 1994. Its
focus was on artistic experiments: light
music performances, abstract films, light
installations in public space, and light
musical devices. In 1966, Galeev became its
leader and held this position for 43 years,
up to his death in 2009. He and Vaneckina
married; both became the most important scientists of
the institute which later started research on cross-modal
associations and metaphors. During the next years, under
the umbrella term ‘synesthesia;, the activities of the institute
focused on interrelations in the arts in many areas: visual
arts, music, film, literature, language, aesthetics, pedagogy,
philosophy, and psychology. In 1967, the institute
organized its first conference about these issues.

The Prometheus Institute started at an Aviation
Institute with strong connections with the Soviet space
program. Officially, Galeev worked for the program.
Unofficially, he had the chance to create abstract art and
to get publications and technical support. Some light
musical device was built to be taken to a Soviet space
station, for cosmonauts’ relaxation, activation of their
senses, and for showing alarm signals. But it was too
heavy for the spacecratt.

The second phase started in 1995, when the institute
became a research institute under the guidance of the
Academy of Science of the Republic of Tatarstan. One of
the institute’s outcomes was the conducting of hitherto 18
conferences, starting in 1967. From 1991 on, participants
from outside of Russia contributed articles to the
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CTaHLMM, A OTAbIXa KOCMOHAaBTOB, CTUMYIALUMA
PaboTbl OpraHOB YYBCTB ¥ [UIA MOfja4M CUTHAJIOB Tpe-
Bory. OfHaKO YCTPOJICTBO OKa3a/oCh CIMIIKOM TsKe-
JIBIM JITIS JOCTABKM B KOCMOC.

Bropoit sTan Havanca B 1995 ropy, koraa ITpomerteit
06pert cTaTyc HayYHO-MCCIeNOBaTeIbCKOTO MHCTUTYTA
B cocTaBe Akajemuy Hayk Pecrrybnuku Tatapcras.
OpHUM 13 pesynbTaToB pabOTHl MHCTUTYTA CTallo
18 xoudepenunii, HaunHasg ¢ 1967 roga. C 1991 ropa
y4acTBOBaTh B KOH(pepeHIMA ¥ IyOIMKOBaTb CTaTbU
B cOOpHMKax cTanmy 3apyOexxHble ydyacTHMKM. [anmees
He OYeHDb MHTEPECOBAa/ICsA CUHECTE3Nell, B TOM BUJE
B KaKOM MBI pacCMaTpuBaeM €€ CErOofHsd, B KadecTBe
PenKoil HeBPOTIOIN4eCKOl 0COOEHHOCTH, BBI3bIBAIOIIElt
HeoObIYHbIE, YaCTO MePeKPEeCTHO-CEHCOPHBIE MePeN-
BaHNsA; HAIIPUMeEp, BUETD LIBeTa IIpy MIPOCTYLIIMBAHNA
My3biku. ITosTomy nmocnegaue 20 1eT KOHTPECChI M CUM-
IIO3MYMBI 11O CMHECTE3UM B [PYTUX CTPAHAX COCTABUIN
KOHKYPEHLIMIO Ka3aHCKIM KOH(pepeHIMAM.

ITocne cmepTu l'aneesa B 2009 rogy MHCTUTYT yTpa-
T CBA3Y ¢ AKafiemueil. Ero HoBoMy gupekTopy, AHa-
cracunm MakcuMOBOJi, HPUIIJIOCH IIEPEOPUEHTUPO-
BaTh HAIIpaBJIeHNs €ro paboTbl, M MHCTUTYT Iepeexa
B MeveTb Kasanckoro kpemnsa. Tam 6ymyT chopmmpo-
BaHbl apXMB, OMOMMOTEKa M MeMALIeHTP A/ IMOCTe-
AYIOIIMX UCCTIEIOBAHMIL. M
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proceedings. Galeev was not very interested in synesthesia
as we regard it today, as a rare neurological trait that causes
unusual, often cross-sensory, experiences; for example,
seeing colors when listening to music. Therefore, during
last 20 years, synesthesia conferences in other countries
formed a competition to the Kazan' ones.

With Galeev’s death in 2009, the institute was no
longer connected with the Academy. Its new director,
Anastasija Maksimova, had to reorientate the whole
institute and it has moved to the Mosque inside the
Kazan' Kremlin. Now an archive, a library and a media
center for research will be formed.

In 1910, the Russian composer Aleksandr Scriabin
finished his symphonic poem Prométhée. Le Poeme
du feu op. 60. A feature of this score is a luce voice,
which has led to very different interpretations during
the last 100 years. One of them set the starting point for
a research institute, which became unique worldwide
and which is the one this article is about. This institute
started around 1960 in Kazan, a city 800 km East of
Moscow with 1.2 million inhabitants today. A group of
students at the Aviation Institute collaborated with the
Conservatory and, in 1962 realized a performance of
Scriabin’s Prométhée with colored lights. At that time
such a performance was a very rare event.

Since this performance in 1962, a group of students
continued in visualizing music and named itself SKB
Prometheus: Student’s Construction Office Prometheus.
The performance’s review in a newspaper was read by
a certain Bulat Galeev. He was 22 years old, had just
received degrees in mathematics and physics, and now
got a job at the SKB Prometheus as an assistant teacher
for physics. The next year, Irina Vaneckina, a piano
student from the Conservatory, joined the group.
Two more performances of Scriabin’s Prométhée were
realized in 1963. In the same year, the idea of visualizing
music was transferred to other compositions. In 1966,
Galeev became the leader of the SKB Prometheus and
held this position for 43 years, up to his death in 2009.
He and Vaneckina married; both became the most
important scientists of the institute.

In 1967, a first national conference was held at
the institute. At this conference, three directions of
visualization of music, which now was named colorlight
music, were traced:

o apure technical one without relation to the arts;

o an artistic one, related to theatre, with colorlight
music experiments;

o the ‘Kazan® School, which regarded colorlight
music as a separate genre of art, with equal rights to the
other arts.

In the same year 1967, some research fields about
synesthesia were described:

o Seeing of letters, musical sounds, chords, timbres
and complete compositions;

o Seeing shapes of music and musical sounds;

o Features of synesthesia (intrusiveness, rarity,
explanations of causes, colored hearing as the most
frequent form of intersensorial associations, colored



Puc. 1. Kagp 13 Tpetben Yactv ¢punbMa «ManeHbKui
Tpuntux» b. laneesa.1975

fig. 1: A still from the third movement of Bulat
Galeev's film Small Triptych.1975

Puc. 2. bynat [aneeB. CBeTOMY3bIKabHbIA UHCTPYMEHT
«Kpuctann»

Fig. 2. Bulat Galeev playing the Crystal.1965

hearing in the sense of a theory of metaphors and its
differences in poets, musicians and film directors);

« Examples for synesthesia in the works of poets;

« Different kinds of synesthesia: hearing to touch,
seeing to smell, tastes to seeing.

Galeev founded the start of his research in making
Russian translations of German books and articles
fromthe1920sand 1930s,aboveallby Georg Anschiitz,
Friedrich Mahling, and Albert Wellek. Within
several years, the SKB Prometheus had developed
from a group which realized only performances of

Scriabin’s Prométhée to a group which developed
music visualizations, started research on synesthesia,
associations and metaphors, and organized a first
conference about these issues. During the next years,
under the umbrella term ‘synesthesia’, the activities
of the institute were enlarged more and more and
dealt with interrelations between the arts in many
areas: visual arts, music, film, literature, language,
aesthetics, pedagogy, philosophy, and psychology.
Galeev was not very interested in synesthesia as we
regard it today, as a rare neurological trait that causes
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unusual, often cross-sensory, experiences; for example,
seeing colors when listening to music. He wrote:

“But there is another phenomenon included under

the same title, which is connected with intersensory

association and metaphorical thinking. That type of
synesthesia relates to art, artists and musicians. In
this sense practically all people are synesthetes; it is

a common ability. (Otherwise we could not easily

understand artists who used synesthetic methods

and means.)” (Galeev, 2001, p. 362)

In this article, we adopt Galeev’s definition of synesthesia.
In the first phase of the institute up to 1994, for nearly
three decades, its focus was on artistic experiments. We
can form three groups: abstract films, light installations
in public space, and light musical devices.

Group 1: Galeev directed 14 abstract films, starting in
1964. The most famous is Small Triptych from 1975 after
the music of the Russian composer Georgij Sviridov.

Group 2: For light installations in public space, in
1969 he illuminated the tower of the Kazan' Kremlin.
The sounding of the bells went parallel with showing
a color, and the loudness of the bells went parallel with the
intensity of the color. In the same year 1969, the new built
Kazan' circus also was illuminated by him and his crew.
Wind speed and wind directions regulated the changing
of colors, humidity (rain and snow) regulated the intensity
of the colors. The inhabitants of Kazan reported that the
lights give an effect to the circus as if it was a flying saucer.

Group 3: For light musical devices, Crystal was
constructed as a cube with two rotating smaller cubes
inside. Dynamic of music was paralleled with intensity
of light. It was used from 1965 on to intensify music
by Scriabin, Debussy, Boulez and Stravinskij. Another
device was Color, with templates inside, which produced
16 different light programs with abstract forms. This
device was built to be taken along by the Russian
cosmonauts during their long way through space, for
relaxation, activation of senses, and for showing alarm
signals. But it was too heavy for the spacecraft.

We have to remember two things: First, the first
man on the moon was an American in 1969, the first
space station was Soviet, Saljut 1, two years later. This
is the time when Galeev and his team built the light
musical devices. The competition to conquer space was
in full swing. The second thing to remember is: The
Prometheus Institute started at an Aviation Institute with
strong connections between the institute and the Soviet
space program. Galeev was invited to discuss his new
inventions with leading cosmonauts. Officially, Galeev
worked for the Soviet space program. Unofficially, he
had the chance to create abstract art and to get articles,
books and technical support — whatever he needed.

One of the institute’s outcomes was the conducting of
hitherto 18 conferences, starting in 1967, at a time where
such congresses did not exist in the Western world. These
congresses span a period of half a century, which is the
longest tradition worldwide about our topic, and are
documented in conference proceedings with altogether
1212 articles covering more than 3700 pages.
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18 Synesthesia Conferences in Kazan’

No. | Date | Title of the Conference

1 1967 | Theory and practice of visible music

2 1969 | Light and music

3 1975 | Light and music

A 1979 | Light and music

5 1986 Lightmusical devices as everyday objects
for everyone

6 1987 Synthesis of the arts in the era of WTR
(Scientific-technical revolution)

7 1988 Application of lightmusic in business,
medicine and pedagogy

8 | 1989 | Lightmusic in film and TV

9 1990 | Light and sound in architecture

10 | 1991 | The contemporary Laocoon.
Aesthetic problems of synesthesia

11 | 1992 | Lightmusic in the theatre and on stage

12 | 1995 | New technologies in culture and art

13 | 1996 | Electronic— music — light. 100 years Termen

Prometheus-2000. Lightmusic at the border
14 2000 of the centuries

15 | 2008 Synesthesia: The unity of the senses and the
synthesis of the arts

16 | 2010 Galeev Readings. 70 years Galeev —
100 years Scrjabin’s Prométhée

17 | 2012 Galeev Readings. 140 years Scriabin —
50 years SKB — NIl sPrometheusc

18 | 2015 Galeev Readings. From synesthesia
to a synthesis of the arts. 75 years Galeev

Galeev himself wrote 110 out of the altogether 1212
articles, which is nearly 10% of all. His range of topics
was enormous and went from new technical devices
to philosophy. The second leading author was Rustem
Sajfullin with 45 articles; he contributed technical
descriptions of devices. Number 3 is Irina Vaneckina
with 44 articles. Her focus was on synesthesia and music,
especially Scriabin, and on pedagogy.

From 1991 on, participants from outside of Russia
contributed articles to the proceedings. Altogether,
17 articles were contributed from Germany, and
7 from the US. This is only a small percentage, because
a contribution to the Kazan' conference proceedings was
not very attractive for scientists from abroad. The books
could not be bought, for example, in West Europe or
the US. A participation at the conference also was not



attractive for people who could not speak Russian and
read Cyrillic letters. What's more, during last 20 years,
synesthesia conferences in other countries formed
a competition to the Kazan' ones.

If we take a closer look to the 1212 articles, we see
a plurality of contexts.

Synesthesia in a plurality of contexts

« Synesthesia in general (terminology, theory, aesthetics);

+ Synesthesia in daily live / in business / during work /
for leisure;

« Synesthesia in the theatre and on stage (e.g. in Budapest,
Ekaterinburg, Erevan, Kazan, Munich, Tbilisi, Paris);

 Synesthesia in the disco;

+ Synesthesia and architecture (e.g. with R. M. Gatiatul-
lin, G. I. Gidoni, P. K. Hoenich, V. E Kolej¢uk, Le Corbusier, A.
M. Rodéenko, N. Schéffer, V. E. Tatlin, I. Xenakis);

o Synesthesia and the visual arts (e.g. with V. T.
Cernovolenko, M. K. Ciurlionis, V. V. Kandinskij, V. E
Kolejcuk, O. Sokolov);

 Synesthesia and film (e.g. with B. Bertolucci, V. Egge-
ling, O. Fischinger, S. M. Ejzenétejn, N. McLaren, N. J. Paik, W.
Ruttmann, T. Wilfred);

« Synesthesia and literature (e.g. with K. D. Bal'mont, Ch.
Baudelaire, A. Blok, E. T. A. Hoffmann, V. V. Majakovskij, S.
Mallarmé, A. Rimbaud);

o Synesthesia and music (e.g. with B. Barték, M. K.
Ciurlionis, A. Laszl6, O. Messiaen, N. A. Rimskij-Korsakov, R.
K. S¢edrin, V. V. S¢erbacév, N. Skrjabin);

 Synesthesia and pedagogy (Musical Graphics)

« Synesthesia and philosophy (e.g. with A. Belyj, G. W. Fr.
Hegel, M. Luhan, R. Steiner);

 Synesthesia and dance;

o Artist groups in Almaty, Charkiv, Erevan, Kazan, Kiev,
Krasnogorsk, Moscow, Murom, Niznij Novgorod, Novosibirsk,
Odessa, Poltava, Saint Petersburg, Sterlitamak, UZgorod,
Vladimir;

o Lightmusical devices in Biskek, Charkiv, Ekaterinburg,
Erevan, Erino, Jalta, Kaniv, Kazan, Kiev, Krasnogorsk, Lviv,
Minsk, Moscow, Murom, Nal¢ik, Odessa, Poltava, Rjazan,
Rostov-on-Don, Saransk, Saratov, Sterlitamak, Saint Peters-
burg, Vladimir, Uzgorod, Veres¢agino, Zitomir.

We can divide the development of the institute, which
changed its name several times, into four phases:

CnoHcop

Hccnedosanue, npusedutee K Smum pe3ynvmamam, nomyHuso
punancuposanue ons J] om ®onda zur Forderung der
wissenschaftlichen Forschung Aecmpuu (FWE), npo-
epammut Lise Meitner (M 2440-G28).
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Four phases of the institute

SKB Prometheus: director:
Bulat Galeev since 1966
focus: artistic experiments
place: inside the (today)
Technical University

1962 -1994

NIl Prometheus: director:

Bulat Galeev (+ 2009)

Institute with a staff of up to 25 people
under the guidance of the Academy

of Science of the Republic of Tatarstan
focus: research

1995-2009

Prometheus-Center, director:
Anastasija Maksimova

Irina Vaneckina (+ 2013)

focus: reorientation, organizing
of conferences

2009 - 2019

Prometheus Foundation, director:
Anastasija Maksimova

focus: archive, library and media
center for research

new place: inside the Kazan' Kremlin

since March 2019

The first phase started in 1962 and ended 1994. Its
focus was on artistic experiments: abstract films, light
installations in public space, and lightmusical devices.
The second phase started in 1995, when the institute
became a research institute under the guidance of
the Academy of Science of the Republic of Tatarstan.
With Galeev’s death in 2009, the situation changed.
Now the institute was no longer connected with the
Academy. Its new director, Anastasija Maksimova, had
to reorientate the whole institute. In 2013, Vaneckina
died, next to Galeev the second important scientist
of the institute. In March 2019, it has moved to the
Mosque inside the Kazan® Kremlin. Now an archive,
alibrary and a media center for research will be formed.
A published bibliography of the 1212 articles from the
conference proceedings including several indexes can
function as a tool to start research about the activities
of this wordwide unique institute (Jewanski, Sakhabiev,
& Maksimova, 2019). m

The research leading to these results has received funding for JJ
from the Fonds zur Forderung der wissenschaftlichen
Forschung of Austria (FWF), Lise Meitner Programme
(M 2440-G28).

Koshkina, V. (2018). From the space program to Soviet video art:
The film experiments of Bulat Galeev. Russian Literature,
96-98, 195-220. doi: 10.1016/j.ruslit.2018.05.008.

Jewanski, J., Sakhabiev, R., & Maksimova, A. (2019).
Syndsthesieforschung am Prometheus’ in Kazan'. Eine
Bibliographie der 18 Kongressberichte 1967-2015.
Kassel: Kassel University Press.
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Wopr MeBaHcku, Pyctam Cakabues, Kpuctod Peiitep
Jorg Jewanski, Rustem Sakhabiev, Christoph Reuter

0 cnHnx dpnemntax

M KpacHbIX Tpybax.
OcobeHHocTH

V1 3aKOHOMEPHOCTM

B CCNE0BaHMAX
TeMOPA/bHO-LIBETOBbIX
COOTBETCTBUM

Vopr Mesarcku, [JokTop GUnocodckmx Hayk,
BeHckmit yHuBepcuTeT, UHCTUTYT
My3blkoBefieHUA, ABCTpUsA

PycTam Cakabues, MioHcTep, lepMaHua.

Kpuctod Peittep, BeHCKMIA yHMBEPCUTET,
WHCTUTYT My3bikoBe AeHUA, ABCTpUA

|—| a IPOTKEHUN BCeil ICTOPUY LIBET
¥ My3bIKa MMe/IM MHOTO OOIINX TO-
YeK CONMPMKOCHOBeHMA. B Hayke Hepepko
00CYX/JAIOTCSI COOTBETCTBUS MEX[Y TO-
HaMI M IIBeTaMM, HO OTHOIIEHNUSA MeXIy
TeMOpaMy M IIBeTaMM YIIOMUHAIOTCA He
TaK 4acTo.

B 1646 ropy HeMeLKuUI MHTENIEKTYyas
Adanacuyc Kupxep npencrasui tabnuiy
Analogia rerum cum coloribus (Anano-
TS Belllell ¢ I[BeTaMM), B KOTOPOIT cpaB-
HUBANNCh HECKOJIbKO ABJCHUII HaIero
Mupa (IBeTa, 37IeMEHTbI, BO3PacT, YPOBHU
3HaHMIL U T. I.) APYT ¢ ApyroM. B Tabnuie
Kupxepa MOXXHO HaiiTM COINOCTaBJIeHNE
IIBETOB M MX APKOCTU C TOHAMU, KOTOPOE, BEPOATHO,
BIIEpBbI€ B JICTOPMIM OCHOBAHO Ha OIIYIIeHMAX B HOJI-
HOM COOTBETCTBMM C COBPEMEHHBIMU KPOCC-MOHAIb-
HBIMI UCCTeTOBaHUAMU: 607Iee BHICOKIE MY3bIKaTbHbIe
HOTBI COOTHOCATCSA € 60/Iee IPKOIT OCBEIeHHOCTBIO.

C tpymamu Kupxepa 6bU1 3HaKOM (paHIY3CKUIt
MaTteMaTuk Jlyu-bBeprpan Kacrenb, koTopbiit ¢ 1725
rofja paspabaTblBal CBOI TEOPUI0 MY3bIKaTbHBIX
TOHOB U IIBETOB 1 IIPOCTIaBIIICA CBOMM clavecin oculaire
(LIBETHBIM OpPraHOM), MHCTPYMEHTOM /I BU3yasu3a-
uyy MysbIku. B 1752 rogy B orBeT Ha mpuen Kacrena
anatoM 1 ¢usux JKax ToTbe 1°AroTu BEIABUHYT UJEIO,
YTO IIBE€TA €CTb He Yy TOHA, HO YTO KaXK/IbIil I[BET C €TO
MHO>XeCTBOM OTTEHKOB HaJ[0 CPABHUBATDb C MY3bIKa/Ib-
HBIM MHCTpyMeHTOM. TouHO Tak ke B 1786 rony Hemer]-
knit xypoxxuuk Voraus Jleonxapn Xoddmanu como-
CTaBIWI OCHOBHbIE TOHA U IIBETA, COHATY C LIBETHBIMU
PUCYHKaMy, KapTUHY C KOHI[EPTOM, a MHCTPYMEHTBI
C IIBeTaMIL.

Jo cepenyupr XIX Beka aHa/IOrMs MeXAY TeMOpoM
U I[BETOM He VIMera CBoero o6bscHeHusA. OIHaKoO Jell-
cknit ¢punocod Viosed Bubrensm Haxmoscku yka-
3aJI, YTO ONpefe/eHHYI0 B3alIMOCBA3b MEXIY LIBeTaMI
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About blue flutes and red
trumpets. Features and
tendencies of timbre-color
mappings

Jorg Jewanski, Institute of Musicology,
University of Vienna, Austria

Rustem Sakhabiev, Miinster, Germany

Christoph Reuter, Institute of Musicology,
University of Vienna, Austria

‘ hroughout history, color and music

have many points of contacts in
common and relationships between
tones and colors are often discussed but
relationships between timbres and colors
are seldom mentioned.

In 1646, German polymath Athanasius
Kircher presented a chart Analogia rerum
cum coloribus (Analogy of things with
colors), which compared several ‘things’
from our world (colors, elements, ages,
levels of knowledge, etc.) to each other.
There was also a mapping between colors/
brightnesses and tones, which probably
for the first time in history is based on
sensation in accordance with modern
crossmodal research: higher pitches are
mapped with brighter light conditions.

The writings of Kircher were known
to French mathematician Louis-Bertrand
Castel, who since 1725 developed a tone-color-theoryand
became famous for his clavecin oculaire (color organ),
an instrument to visualize music. In 1752, in response to
Castel’s ideas, anatomist and physicist Jacques Gautier
d’Agoty, wrote that not tones have colors, but each color
with its manyfold hues has to be compared with an
instrument. Likewise, in 1786, German painter Johann
Leonhard Hoffmann compared main tones and main
colors, a sonata with colored drawings, and a painting
with a concert, and musical instruments with colors.

While, until the mid-19th century, no explanations
were given for an analogy between timbres and
colors. However, Czech philosopher Joseph Wilhelm
Nahlowsky pointed out that the psychological effect
between colors and tones shows a certain relationship.
For him, high pitches appeared exciting, sprightly, even
dramatic; low pitches soft, melting, yearning— and so
did colors. Although some of Nahlowsky’s associations
are subjective, his idea of connecting timbres and colors
via the similar effect on the soul is a new explanation.

In 1874, German psychologist Wilhelm Wundt
supported Nahlowsky’s method of creating associations,
but added “analogies of sensations” as a transfer based



Y TOHaMJ MOYXHO OOBSCHUTD IICUXOOTNYeCKUM 3¢ dek-
ToM. I HaxymoBcky BBICOKME YacTOThI Ka3alnch 3axXBa-
THIBAIOIMMI, OOIPBIMI 1 [JAXKe IpaMaTUIHBIMI; HU3KIE
YacTOTbl MATKMeE, TAolMe, TOCKYIOLIMe, TaK >Ke, Kak
1 uBeTa. XOTsA HEKOTOpble accouyanyy HaxmoBckoro
CYOBEKTVBHBI, €TI0 Vel COIIOCTAB/IeHNs TeMOPOB U IiBe-
TOB IOCPEeCTBOM aHAJIOTMYHOTO BO3MENICTBYA Ha Yy
IpeACTaB/IAeT COOO0J HOBBI PaKypC MHTEPIIpeTaLiUIL.

B 1874 ropy Hemenxuit ncuxonor Bunbrensm Bynar
nojfepKan Teopuio acconmanuii Haxmosckoro, Ho
TOoOABUII «aHAJIOTUM OLIYILIeHMI» B KadyeCcTBe CIocoba
UX TIepeHOCa, OCHOBAHHOTO Ha «TeX e CYXIeHUAX»,
KOTOpbIe CBSI3aHbI, HAIIpUMeEP, C HU3KUM TOHOM U TeM-
HBIM IIBeTOM. [IBa gmecATuneTusA CIyCTA IIBeNIap-
ckuit koMmmosurop Moaxum Padpd ynopsamounn nsera
MHCTPYMEHTOB B COOTBETCTBMM C BBICOTOJ VX TOHA (OT
SPKOTO K TEMHOMY), @ K&KAbIJI MHCTPYMEHT — B COOT-
BETCTBUM C €0 PErUCTPOM (TakKe OT SIPKOTO K TeM-
HoMy). ITosxe mosBMIAcCh UAesd O TOM, YTO KaXKOMY
MHCTPYMEHTY MOXeT COOTBETCBOBATh HECKOIbKO IBe-
ToB. B 1943 rofy aMepuKaHCKUIT KOMIIO3UTOP U apaH-
XUpoBIMK Apryp JlaHre paspaboTan CUCTeMy OpKe-
CTPOBKM Spectrotone, B KOTOPOJ perucTpbl Ka’kjoro
MHCTPYMEHTA MMeJU OIpeflelIeHHBII I[BeT.

C ucropmueckoil TOYKM 3peHMS ¥ Ha OCHOBAHUU
HEKOTOPbIX 3MIMPUYECKUX MCCIEeNOBAaHMI, HadyyMHasA
¢ 1883 ropma, MbI B IIEpBYIO OY€PEND JO/IKHBI KOHCTA-
TUPOBATh, YTO MHTEPIpPETALMA «OOVH MHCTPYMEHT —
OIMH LBET» BceoOlero mpusHaHus He umena. Heko-
TOpbIe MCCIefOBaTeM IpefyIaraayl NHoe OObsACHEHMe:
«OIVIH MHCTPYMEHT — IIa/IUTpa LIBETOB» [JiA PasHbIX
PEruCTpOB M TeMOpOB, B Ipefie/iax 3BYYaHUSA OHOTO
uHcTtpyMeHTa. CyMMuUpys JaHHBIE, MBI IOJy4aeM
IIECTb OCHOBHBIX OOBSCHEHMIl [ COMOCTaBIECHUS
TeMOpa M IIBeTa M MHOXXeCTBO (PAKTOpPOB, BIINUAIO-
XX Ha pasHOOoOpasme Takoil MHTepIpeTaruu. TeMOp
MHCTPYMEHTAa MOXXHO COOTHECTH C KPOCC-MOJaIbHBIMU
XapaKTepUCTUKAaMMU, KOTOpbIe Jlajiee MOXKHO COIIOCTa-
BUTD C OIIPEefie/IeHHBIM LIBETOM WINM SPKOCTBbIO. bonee
TOTO, XOTs 3MOIMY U BBICTYIAIOT B Ka4eCTBE BaYKHOTO
cpencTBa pOpMUPOBAHNA acCOLMALNIL, OHM He SIBILA-
I0TCS1 €VIHCTBEHHBIM O0bSICHEHVIEM CBSI3Y MHCTPYMEH-
TOB U LIBETOB. W

«the same earnest kind of feeling» that is attached to,
for example, both low pitch tone and dark color. Two
decades later, Swiss composer Joachim Raftf ordered
the colors of the instruments according to their pitches
(from bright to dark), and each instrument according
to its register (again from bright to dark). The idea
that each instrument can be paralleled with a range of
colors was differentiated later. In 1943, Arthur Lange, an
American composer and arranger, developed a system
of orchestration, Spectrotone, in which the registers of
each instrument are mapped with a certain color.

From the historical point of view and based on some
empirical studies conducted since 1883, we first have to
state that the option ‘one instrument — one color’ was not
universaly adopted. Some proposed: ‘one instrument —
a range of colors’ for different registers and timbres
inside one instrument. In summary, we get six main
explanations for timbre-color mapping and multiple
factors that influence thier variations. The timbre of the
instrument can be linked with crossmodal dimensions,
which further on can be matched to a specific color or
brightness. Furthermore, although emotions stand out
as an important means for associations, they are not the
only ones to link instruments and colors.

Throughout history, color and music have many points
of contacts in common (Niemoller, 2013; Jewanski, 2014).
While relationships between tones and colors are often
discussed (Jewanski, 1999; 2010), relationships between
timbres and colors are seldom mentioned.

In 1646, in his monograph Ars magna lucis et umbrae,
the German polymath Athanasius Kircher presented
a chart Analogia rerum cum coloribus (Analogy of things
with colors), in which he paralleled several ‘things’ from
our world (colors, light intensities, brightnesses, tastes,
elements, ages, levels of knowledge, levels of being, tones)
to each other (see the chart above). If we filter the aspects,
which deal with tones and light conditions, we get the
chart below. In the right column you can see the pro-
gression: from bright to dark inside of light conditions,
from high to low pitches inside of tones. Concentrating
on the perceptual dimensions we need for our purposes,
we get a mapping between colors/brightnesses and tones,
which probably for the first time in history is based on
sensation, and — nearly 400 years before our times —in
accordance with modern research on crossmodal cor-
respondences: Higher pitches are mapped with brighter
light conditions (Spence, 2011; Reuter et al., 2018).

The writings of Kircher were known to the French
mathematician Louis-Bertrand Castel, who since 1725
developed a tone-color-theory and became famous for
his clavecin oculaire (color organ), an instrument to
visualize music. His theory as well as his color organ
were intensively discussed at his lifetime (Jewanski 1999,
pp- 267—449; cf. also the article in this proceeding:
J. Jewanski, & A. Sidoroft-Dorso, A small piece of
jewelry. The first congress on ‘synesthesia’: Saint
Petersburg 1742). One of the critics was the anatomist
and physicist Jacques Gautier dAgoty. In 1752, he wrote
in his Observations on lhistoire naturelle, sur la physique
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Analogia reruns cum coloribus .

Albus Flauus Rubeus Cazruleus Niger

Lux pura | Luxrtina Lux colorata Vmbra Tencbra
Lux Vmbratenuiffima | Vmbramoderata Vmbradenfa | Tencbra
Dulce Dulce temperatum | Trvximvnes Acidum Amarum
Ignis Aér vel zther Aurorzmedium | Aqua Terra
Pucritia Adolelcentia luuentus Virilitas Scne@us
Intellc@us | Opinio Error Pertinacia Ignorantis
Deus Anpelus Homo Brutum Planta
Nete Parenete Mele Paramefe Hypathe !

Kupxep, 1646, c.67

Kircher, 1646, p.67

Analogy of things with colors

Progression

Colors white yellow blue black bright - dark
Light intensities | pure light dimmed light colored light darkness bright - dark
Brightnesses light very weak shadow | moderate shadow darkness bright - dark
Tones nete paranete mese paramese high — low pitches

[lepeBOA Ha aHMIMICKMIA, YMPOLLEHO A0 LBETOB,
XapaKTepa 0CBELLEHMA 1 TOHOB

English translation, reduced on light conditions
and tones

et sur la peinture (Observations on natural history, physics
and painting), that not tones have colors, but instruments.
Each color with its manyfold hues has to be compared
with an instrument. A change of colors is the equivalent of
a change in instrumentation inside an orchestra (Gautier
d’Agoty, 1752, pp. 37-42). From a historical point of view,
here we probably have the first reliable source for a timbre-
color mapping, which results from a criticism on tone-color
mapping. Unfortunately, the author did not give details.

Likewise, in the surroundings of Castel’s ideas of
a color organ, in 1786, in his Versuch einer Geschichte
der mahlerischen Harmonie (Treatise on the history
of harmony in paintings), the German painter Johann
Leonhard Hoffmann not only compared for example
main tones and main colors, a sonata with colored
drawings, and a main painting with a big concert, but
also musical instruments and colors (Hoffmann 1786,
§ 54, pp. 56 -58):

flute — carmine

oboe — red like roses

clarinet — yellow

bassoon — purple

horn — purple

trumpet — bright red

violin — light blue

viola— glaze blue

violoncello — dark blue
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piano — the most hues of bright and dark

voice —green

His reason for doing so was his idea to explain the
harmony inside a painting through examples taken from
music. Some of Hoffmann’s comparisons are supported
by modern research on crossmodal correspondences.
We find a systematic approach of a system in mapping
bright colors and high-pitched tones, or respectively dark
colors and low-pitched tones, based on typical kinds of
instrument performance inside an ensemble: flutes play
high pitches for melody, bassoons play low pitches for
supporting the bass line. This is clearly seen with different
hues of blue for string instruments, ordered from high to
low pitches. The analogy between the color green, which
for Hoffmann was the most pleasant of all colors and the
human voice can be explained by a tradition which goes
back to Aristotle. For him, the color green was the most
pleasant one, because it is the color of grass (nature) and
holds a middle position between white and black. And
the most pleasant ‘instrument’ is the voice. Hoffmann’s
analogy between instruments and colors uses different
systems of constructing analogies, although we still can
not explain all of his mappings.

While, until the mid-19th century, no explanations
were given for an analogy between timbres and
colors, the first to give one was the Czech philosopher
Joseph Wilhelm Nahlowsky, in his monograph Das



Gefiihlsleben (The Life of the Soul), in 1862. Having
discussed the effect of colors, he pointed out that the
psychological effect between colors and tones shows
a certain relationship. Nahlowsky paralleled high and
low pitches with bright and dark colors. For him, high
pitches appeared exciting, sprightly, even dramatic; low
pitches soft, melting, yearning — and so did colors. The
same effect of tones and colors on the soul leads to an
analogy of seven instruments and colors; for example,
the flute has the similar soft, enthusiastic, dreamlike
effect on the soul as sky blue, the trumpet has the similar
radical effect on the soul as bright red (Nahlowsky,
1862, pp. 143-148). Although some of Nahlowsky’s
associations are subjective, his idea of connecting
timbres and colors via the similar effect on the soul is
a new explanation.

One decade later, in 1874, the German psychologist
Wilhelm Wundt published his Grundziige der
physiologischen Psychologie (Principles of Physiological
Psychology). He supported Nahlowsky’s method of
creating associations, but added “analogies of sensations™
“The low pitch tone regarded as pure sensation presents
no relationship to the dark color; but, due to the same
earnest kind of feeling attached to both of them, we
transfer this to the sensations, which seem to be related
to us now.” (Wundt, 1874, p. 452).

Two decades ago, the Swiss composer Joachim Raff,
in a manner similar to Hoffmann, compared music
and painting in his monograph Die Wagnerfrage (The
Wagner Question) (Raff, 1854, letters 22 and 24, pp.
166-172 and 186 -194): formal composition with
a drawing, melodic moments with an outline, harmonic
concentration or thinning with shadow and light, and
instrumentation with color. He wanted to do a favor to
colleagues, presenting rough analogies between seven
instruments and their colors; for example, flute from
bright and colorless to blue air, the oboe from bright
yellow to sap green. For the first time, instruments
do not get a specific color, but rather a range of colors
and hues, which is based upon Raff’s experiences as an
orchestrator, aware of different timbres of instruments
in different pitches. The colors of the instruments are
ordered according to their pitches (from bright to dark),
and for each instrument according to the register (again
from bright to dark). The trumpet is bright red (scarlet),
but in lower register can switch to purple violet.

The idea that each instrument can be paralleled with
a range of colors was differentiated nearly a century
later. In 1943, Arthur Lange, an American composer
and arranger, developed a system of orchestration,

CnoHcop

Hccnedosanue, npusedutee K smum pe3ynvmamam, NOLyHusno
punancuposanue ona J] om Donda zur Forderung der
wissenschaftlichen Forschung Aecmpuu (FWE), npo-
epammut Lise Meitner (M 2440-G28).

Spectrotone, in which the registers of each instrument
are mapped with a certain color. For example, the clarinet
changes its color from blue in low register over green
to yellow and white in the high register. Nearly every
instrument gets dark colors for the low and bright colors
for the high register. Lange developed his chart to define
different relations between timbres via colors, which he
could use for his job as a composer and arranger (Lange,
1943).

Summarizing the results from the historical point
of view and from some empirical studies, which were
conducted since 1883 (for example, Hall, 1883; Mudge,
1920; Trofimova, 1977; Emmett, 1994; Ovsjannikov,
2000; Vaneckina, Galeev, & Ovsjannikov, 2001), we
first have to state that the option ‘one instrument— one
color’ was not adopted by everyone. Some proposed:
‘one instrument — a range of colors’ for different registers
and for different timbres inside one instrument. If we
summarize the explanations, we get six main possibilities.

Explanations for timbre-color mappings

1. the color of the instruments appearance: the
piano has a white and black keyboard, the trum-
pet is yellow;

2. the main pitch in which the instrument is
played: low pitches > dark colors, high pitches >
bright colors: following principles of crossmodal
correspondences, as can be seen with the gradiation
of string instruments from violin to double bass;

3. the association linked with a color: blue - sky >
flute; black > darkness > double bass;

4. the underlying emotions linked with a color: red
> passion > trumpet; light blue > softness > flute;

5.  the use of the instrument in compositions and the
colored associations with these compositions: the
trumpet is used in heroic baroque music - a heroic
color may be red;

6. the range of timbres of an instrument: sinus tone
> poorness of colors and hues; piano - richness
of colors and hues.

We can follow that there are multiple factors that
influence timbre-color mapping. The timbre of the heard
instrument can be linked with crossmodal dimensions,
which further on can be matched to a specific color or
brightness. Furthermore, although emotions stand out
as an important means for associations to happen, they
are not the only one, as explanation No. 3 implies. m

The research leading to these results has received funding for JJ
from the Fonds zur Forderung der wissenschaftlichen
Forschung of Austria (FWF), Lise Meitner Programme
(M 2440-G28).
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WCKyCCTBO U 3CcTeTHKa

Napwuca MetposHa lMpoKodbeBa
Larisa P. Prokofieva

CuHecTe3na —
CUHecTeMua —
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accoumauma: K Bonpocy
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Jlapuca MeTpoBHa lMpoKko¢besa, CapaToBCKuii
roCyOapCTBEHHbIA MEAULIMHCKMIA YHUBEPCUTET,
prokofievalp@mail.ru

cTaTbe [aeTcsl KpaTKuil 0630p SKCIepuMMeH-

TAJIPHBIX TICUXOJVHTBUCTUYECKUX WUCCIENOBaA-
HUIA, CBAA3aHHBIX C M3yY€HNEM 3BYKOBOTO CMMBOIN3MaA
B OTE€YECTBEHHON HAy4YHOM TpaguLIUN. Cunecresns
VM MEXKJYYBCTBEHHbIE aCCOLMALMM PacCMAaTPUBAIOTCA
KaK pasHble ABJIEHMA YHMBEPCAIbHOTO, HAIVOHANb-
HO MOTMBMPOBAHHOTO U VHJVBUYa/JbHOTO IMOPAJKA.
Ilpennaraercs BBefjeHME TepMUHA CHHECTEMUS MJIA
0003HaYEHNST OTPAXKEHHOTO B SI3bIKE METAPOPUIECKO-
TO MBIIIIEHNS YeJIOBeKa.

CoBpeMeHHBIe ICUXONMMHTBUCTUYECKNE MUCCIIERO-
BaHUsA ABJIEHUI MEXYYBCTBEHHBIX CBS3€il, OTPaXKeH-
HBIX B A3BIKe (3BYKOCMMBOJIV3M), TPAJULVOHHO JalOT
OTCBIIKY k padore Vnbu Haymosuua Topemosa 1969
rofia, B KOTOPOJ OH BIIEPBbIE BBICKA3a/l YPE3BbIYAITHO
criep>kaHHOe TI0 (GOopMe U PEBOMIOLMOHHOE 10 COZep-
JKaHUIO TNpepgnonoxenne: «IIpennonaraercs, 4To 3By-
KoBast (hopMa HEKOTOPHIX HOMUHALUI SBJSETCS 00B-
€KTMBHO 3aKOHOMEPHOI1 [I1 JAHHOTO U /I PasIMYHbIX
A3BIKOB ¥ MOTMBMPYIOIIEN 3BYKOBO€E BBIPa)KEHUE A
3PUTENIBHO, OCA3aTE€IbHO M T.II. BOCIPUHMMAaEMbIX
00beKTOB. B OCHOBe Takoil 3aKOHOMEPHOCTM HAXO-
IATCA, MPeNIIONIOKUTEIbHO, MEXaHU3Mbl CUHECTE3UN.
<...> Mbl npepnonaraeM, YTO MeXaHM3Mbl CUHECTE3UN
OIIpEZE/AIOT He TONbKO TaKle OKKa3MOHAaJIbHBIE CIIO-
BOCOYeTaTe/IbHbIe 0OPa30BaHMs, KaK «JePHBIIT BETEP»,
«TOPSYMIA B3IIAL» MM «CUHUI 3BYK», CTONb YacTble
WIS OSTUYECKO M300pa3uTeNIbHOCTH, HO M CaM 3BY-
KOBOJI CIIOCOO HOMMHAIMM «HE3BYKOBOI'O» OODBEKTa»
(Topenos, 1969). Viies moucka CTaTUCTUYECKY 3HAUM-
MOV CBA3Y MEXTY 3BYKOM U CMBIC/IOM Halll/la Pa3BUTHE
B MHOTOYMCJIEHHBIX 9KCIepuMeHTax Bukropa Bacumib-
eBuya JleBuuxoro 60-x rr. XX Beka Ha Marepuasne 53

Synaesthesia—
synaesthemia—
intersensory association:
on the methodology of
psycholinguistic studies

Larisa P. Prokofieva, Saratov State Medical
University, prokofievalp@mail.ru

he article provides a brief overview

of experimental psycholinguistic
researches related to the study of sound symbolism in
Russian scientific tradition. Synesthesia and intersensory
associations are regarded as different phenomena of
a universal, national and individual order. The term
synesthemia is introduced to designate the human
metaphorical thinking reflected in the language. m
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SA3BIKOB: «3BYKOCUMBOJIMYECKVE 3aKOHBI SBJIAITCA
cratuctydeckumu yHuBepcamuamu (Tabmima 1). Oun
CIIpaBeIIMBBL J/s1 OONMBIIVHCTBA A3BIKOB, HO He 00s13a-
TEJIbHBI U1 TH000T0 A3bIKa», — IIOLbITOXII UCCIIEN0Ba-
TeJIb MICCIIENOBaHNMA TeX 1T B 1998 I. B paboTe «3BYKOBOII
cuMBomusM: OcHoBHble uTorm» (JleBuukuit, 1998).

Tabnuua 1. HekoTopble 3KCNepuUMeHTanbHble AaHHble
B.B.JleBuuKoro no anddepeHumanbHbIM NpU3HaKkam
NoHATKI (53 A3bIKa)

Nonatua/
Concepts

OuddepeHunanbHble npusHaku/
The differential features

Bonbuwoit /large 3BOHKOCTL/ringing, AporaHwue/vibration,
3aaHuit pag /backness, HUKHWIA NOABEM

/ low height

ManeHbkuii/small | ryxocTs/voiceless, natepanbHocTb/
laterality, nepegHuin pag /front, Bepx-

HWi, cpeHui nogbem/ high, middle

CunbHBbIN/ strong 3BOHKOCTb/ringing, CMbIYHO-GpUKATUB-
HocTb / occlusive-fricative, B3pbiBHOCTB/
plosive , opoanwe/vibration, 3agHui
paa/ backness, nabvanmsoBaHHOCTb/

labialization

Cnabbiit/weak rnyxocTb/voiceless, COHOpHOCTb/
sonority, atepanbHocTy/laterality, nepea-
HWi1 pag /front, HenabranmsoBaHHOCTb/

non-labialised

BuicTphiit/fast cMbI4HoCTb/occlusive, B3pbIBHOCTL/

plosive

MeganeHHblii/slow | coHopHocTb/ sonority, dpuKaTus-

HocTblfricative

3a mpoulefmne MATbAECAT /€T UCCIEJOBaHNUE 3BY-
KOCHMBO/IU3MA ¥ CUHECTe3UN 060raTM/IOCh OTPOMHBIM
SMIMPUYECKIM MATE€PUAJIOM, YKPEIIMIO MEXIVCIIUIIIN-
HapHOe B3aMMOgeicTBIeE (CM. PabOTBI POCCUIICKIX JIVHI-
BUCTOB, MCKYCCTBOBEJOB 1 Kynbryponoros C.B. Boponnna,
b.M.Taneesa, E.A. Enunoit, A.A. 3a6usxo, B.B. Jlesuikoro,
A.b. Muxanesa,H.I1. Kosanenko,/1.10. ITasnosckoit, .M. Po-
roxaukoBoit, E.A. llamunoii, C.C. 1InsaxoBoit u MH.ZIp.),
HO Bonpocsl, nocrasneHHble VI.H. TopenosbiM, 1 cerogus
aKTya/bHBI, a U3y4YeHNe CMHECTETMYECKOTO MEXaHM3Ma
[0 CUX IIOp He MCYepPIIaHO M HAIIONHAETCSA BCE HOBBIM
copep>xanyeM. CMellleH)e TePMIHOJIOTUY, TeM He MeHee,
HPOJO/DKAETCS, ¥ COBPEMEHHBIE MOAXObI TPeOYIOT deT-
KOTO pasfielleHMs 30H MCCTIElOBaHMs C BbIYWIEHEHUEM
HepeceKaoIINXCst apeasIoB, TAKKe TPEOYIONX COOCTBEH-
Ho! MeTomonmornu. [JaHHas KoHdepeHLMsT BO MHOTOM
IIpU3BaHa «PacCTaBUTh TOUKM Haf, i».

IIcuxonMHIBUCTHKA CMOITIA IPEfOCTaBUTh MHCTPY-
MEHT, TTO3BOJLAIOLINIT IPOSBUTD CIIOCOOBI PEryIsapHOTO
HOABJIEHMs MEXCEHCOPHBIX CBsA3€ll: IporpaMMBbl ayfiu-
TOPCKUX 9KCIIEPMMEHTOB, CO BpeMeH KoH1ja 20-x rr. XX
BeKa TPaHCPOPMMUPOBABLUINXCS B CTPOIYI0 METOHOTIO-
IUI0, TIOfIlePKKa TIOMyYEeHHBIX JJaHHbIX MaTepMaaaMu
TaKMX HayK, KaK Helpo(U31MOIOrus, KIMHIIecKas ICH-
XOJIOTHs, TIO3BOMIMIMA VCCTIeROBaTe/sIM HAabpaTh MOLI-
HYI0 JIOKa3aTeIbHYI0 0asy A/ TeopeTndeckoro 0606-
IIeHNS CUCTEMBbI MHTEPMOJIATIbHbIX CBsA3€ll B CO3HAHUM
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ye/l0BeKa M UX A3BIKOBBIX peanusanuii. IlosBomio
KPaTKO HaIlOMHMTDb STalbl POCCUICKUX SKCIEPVUMeEH-
TaJIbHBIX UCCIEMOBAHMIA.

[TepBbIil MMPOKOMACIITAOHBIN IICUXOMMHIBUCTIYE-
CKMIT 9KCTIEpMMEHT IpoBeNl B KOoHIle 60-X rofos Vb4
Haymoswu TopernoB 11 IpoBepKY IOJIMHHOCTY UJieN
CHCTEMHOCTY MeXCEHCOPHBIX CBs3ell B A3bIKe. Ha cTpa-
HUIJAX BOCKPECHOTO IIPWIOXKeHUA «VI3BecTuit» razeTsl
«Hepnens», BpIXofAIel TUPAKOM 2 M/IH. 3K3eMIUIAPOB
(ecTp 1 emmé mpuMepsl IOJOOHOr0 MaciITaba B ICUXO-
nMHrBUCTHKE?!), OBUIM ONMYOIMKOBaHbI PUCYHKM HeCy-
IIeCTBYIOIIMX >KMBOTHBIX, Pa3/IMYHbIe TeOMETPUYECKye
¢urypst u 1. 1. [TapasenbHO K pyCyHKaM IPUBOAVINCH
IIpUAyMaHHbIe MCCIeNiOBaTeNeM KBa3VICIOBA MAM/IbIHA,
Hasapyea, nawkK, 1uap u T.1., COCTaB/IEHHbIE B COOTBET-
CTBMM ¢ (POHOCEMAHTMYECKVM IIOTEHIMAJIOM 3BYKOB
u 6yxB (Puc. 1). Unrarenu [OmKHBI OBUIN ONPENeUTD,
KTO ecThb KT0? MacuiTab nomy4eHHbIX pefaKiiyelt muceM
C oTBeTaMy, UX 00paboTKa Jaay NepBblii ACHDI OTBET:
3BYKOOYKBEHHBII OOJIMK C/IOB MOXKET MMETb CUCTEM-
HYIO CBA3b C HEAaKyCTUYeCKMM OObeKToM. Tum aroi
CBSI3M, MEXaHN3M e€ JIeJICTBUA, BUbl IIEPEHOCOB 3Ha-
YEeHUII U TIp. IPEeICTOS/IO BBIACHATD CTIeAYIOIIUM UCCTIe-
TOBaHMAM. 3aMeuy, YTO 9KCIIEPMMEHT BbI3BaJI OOTIbLIOE
KOJIYECTBO MIPOJO/DKEHNI U CYNTAETCS K/IACCUIECKUM
B COBPEMEHHOI IICUXONMVMHTBUCTIIKE.

HoBb1it ummyibc 611 faH B 1974 ropy AuccepTaIioH-
HBIM MccrefoBanneM Anexcangpa Ilasnosuya JKypas-
népa «CopepKaTeIbHOCTb (POHETHYeCKoil GOpPMBI 3HA-
KOB B COBPEMEHHOM PYCCKOM s3bike». OTMeuy ¢axr,
YTO yCIEeIIHas 3alMTa IPOIUIa B AVCCEPTAlYIOHHOM
coBeTe CapaTOBCKOTO TOCYHUBEPCUTETA, TTOTIOKNUTE/Ib-
HYI0 9KCIepTusy mnopmucana npogeccop J1.V. Bapan-
HUKOBA, & OJHMM M3 OIIIOHEHTOB BBICTYNMIA NPO.
M.B. Bopucosa.

Bce skcmepuMMeHTBHI NICMXONMHIBUCTOB HO 3TOTO
MOYXHO CBECTH K CTIeAYIOIVM JIBYM OCHOBHBIM TUIIaM:
1) MCHIBITyeMBbIM OJHOJ VIV Pa3HBIX HAIIVIOHATbHOCTEN
IIPEeNbABIAITCA 3BYKOCOUETAHMs, 3HAYEHMSI KOTOPBIX
UCIBITYeMBIM HEM3BECTHBI, TpeOyeTcsi OmpenenuTb
3Ha4YeHNs 3TuX 3Bykocodyetannii (I. Mronnep); 2) ucmsi-
TyeMbIM IpembsB/IAETCA HEKOTOPOE YNCIO 3BYKOCO-
YeTaHMI U CMBICTIOB, HEOOXOAMMO HATU KOpperALun
MeXJy OIlpefie/leHHbIM 3BYKOCOUYETAaHMEM U OIIpefie-
neHHbIM cMbIcnioM (3. Camup, C. Heiomen, M.C. Maii-
pon, [.IT. Meprox). JKypasnes nouien ganbiie, fo6aBuB
K y>Ke MIMEIOIIVMCS 9KCIIePYMEeHThbI Ha OCHOBE MeTOfjace-
MaHTH4deckoro fuddepennuana Y. Ocryna, mpuMeHeH-
HOTO JJIA M3y4YeHUA CYMBOINYECKOTO 3HAUeHMsI 3BYKOB
peun. VIM paspaboraHa IICUXOMeTpUYeCKas METORKA
AyJUTOPCKMX SKCIIEPUMEHTOB, KOTOPYI0 MHOTME TOfIbI
VICIIONB3YIOT JIMHTBUCTBL: MICIBITYEMBIX IPOCHIu 060-
3HAYNUTh COOCTBEHHBbIE acCOLMAIUM K 3BYKOOYKBe IO
mkane ot -3 go +3 (OKypasnes, 1974). lllkanupoBanue
Pe3ynIbTaTOB MO3BONMNU/IO COCTABUTb «MaTpullbl MHTEP-
KOppenALyii IPU3HAKOBBIX IIKa/T», Y/C/IOBbIE TAOMULIBL,
10 KOTOPbIM MOXXHO HaO/MIOfaTbh TEHJEHIINM acCOLNN-
poBanus B pycckoM ssbike (Puc. 2). Baxxno, 4to Bce
IIOC/IefyIolIMie MHOTOYNCIEHHbIe JaHHble YTOYHAIN,
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Figure 1. Drawings by N.|.Gorelov

TOIIONHAN, KOPPEKTUPOBANM VICXOGHbIE, HaKaNIMBas
9KCIIepUMEHTAIbHYI0 6asy, HO He OTMeH:ds ITIaBHOe
HOJIOXKeHMe: 3BYKM, (OHeMbI, GYKBBI PYCCKOTO sA3bIKa
MIMEIOT CUMBO/IMYECKYIO (aCCOLMATUBHYIO — IPUM. MO&
JLIL.) cBA3Db ¢ HEAKYCTUYECKUMM OOBEKTAMIL.
Cnepnymomiell BakHellllell BeXoll B ICUXONMHIBU-
CTUYECKOM MCCNIEJOBAaHNU CUHECTe3UM CTanmu paboThI
Cranncnasa Bacunbesnda BopoHMHA — BBIAOLIETOCA
JIMHTBUCTA, OCHOBATENA MeTepOyprckoi GOHOCEMaHTH-
veckoil mKombl. OH paspaboTan Meroy, GOHOCEMaHTH-
4eCKOTO aHa/Iu3a, BBOAALIEr0 06beKTUBHbIE KPUTEPUN
ONpefieNieHNsI 3BYKOM306pasUTENIbHOTO CII0Ba; chopMy-
TMpPOBAJ OCHOBHBIE 3aKOHBI 00Pa30BaHNA U SBOMIOLUN
A3BIKOBOTO 3HaKa; BBIABUJI KaTeropuio (oHOTMIIA Kak
OCHOBHYIO KaTeropuio ()OHOCEMaHTVKI, BBeN MOHATHE
CUHKUHECTIMMHU — 6asNca 3BYKOM300pPasUTETbHOCTI.
AHanus 3BYKOIIOApaXkKaTebHBIX (OHOMATOIENYECKIUX)
obpasoBaHmii 250-T1 A3BIKOB IMIO3BOMMI OOHAPYXXUTh
OCHOBHBIE TUIIBI 3BYYaHUI1 Ie/ICTBUTEILHOCTY (IeHOTa-
TOB) U MX KOPPEIATOB B (POHETUIECKOM IIPOCTPAHCTBE
A3bIkoB. KHura «OCHOBBI (POHOCEMAHTVKI», 3JAHHAA
B 1982 rogmy, crama TOYKOi OuMIMAaNbHOrO OTCYeTa
BpEMEHM CO3[aHNsA HOBOJM Haykyu. POHOCEMaHTHKY,

no cnosaMm CraHmucnaba BacuibeBnya, MOXXHO OXa-
paKkTepu3oBaThb KaK pasfen NCUXOMUHTBUCTUKY, U3Y-
YaOLMIl 3MOLIMOHANIbHOE COfiepXKaHMe 3BYKOB S3bIKa
(BoponnH, 1982). ViccnenoBartenb BBel B HAYKY TEPMUH
CUHECTEMMUS, TI0f] KOTOPOII IIOHMMAJI «Pas3/IMYHOrO poja
B3aMMOJIENICTBMA MEXAY OLIYLIEHUAMU M SMOLUAMHU,
pesy/lbTaToM KOTOPBIX Ha IEPBOCUTHA/TIbHOM YpPOBHE
ABNIAETCA TIEPEHOC KayeCTBa OLYLIeHNs, Ha BTOPOCUT-
Ha/IbHOM >X€ YPOBHE — IIepPEHOC 3HAYEH, B TOM 4MCIIe
IIEPEHOC 3HAYEHUA B 3BYKOCUMMBOIMYECKOM CIIOBE»
(BoponmuH, 1982).

DeHOMEH CHMHECTE3UM C TOYKM 3PEHMs NCUXOMNH-
TBUCTUKM, TaKMM 0OPasoM, SB/IAETCS MHOTOC/IOVHBIM
CHCTEMHBIM ME€XaHM3MOM, B OCHOBE KOTOPOTO JIEXUT
Ipollecc 3MOLMOHAIBHOTO 006001eHNs, TIPOABIAI0-
H[UIICS HA CEMAHTUYECKOM YPOBHE B OOIIHOCTM 3MO-
IIIOHA/IbHO-OLICHOYHbIX CBOJCTB OOBEKTOB PasHOIl
MOJANbHOCTY. MexaHusM 3TOT He OfIHOPOJi€H: OH
BKJIFOYaeT MOTHOCTbIO MHAMBUYa/IN3/POBAHHOE IICH-
xodusnonornyeckoe sBlIeHME, KOTOPOe MBI IIpeiia-
raeM HasbIBaThb cobcTBeHHO CHHecTesMell, a Takxke
MEXYyBCTBEHHBIE acCOLMALIUMY, TIPOsBIeHNe MeTado-
PMYECKOTO MBILIEHN S Y€/IOBEKA, KOTOPbIE, MCIIONb3Ys
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Figure 2. An excerpt from A.P.Zhuravlyov's table

tepmuH C.B. BopoHuHa, 4 npepararo HasbiBaTh CrHe-
cremuell. CuHecTe3Usi B UIMPOKOM CMBIC/IE —3TO €IIIé
U CHOCO0 IIeIOCTHOTO BOCIPUATUA MUpPa, B IIpoliecce
MO3HaHMA KOTOPOTO IPUOOPEeTAIOTCs YepThl CUMBO-
nmusanun. VIMEHHO 3TO IpecTaB/eHte IeTI0 B OCHOBY
COBPEMEHHOTO JCIONb30BaHMA TePMMHA B Hallel
CTpaHe.

BBenenne TepMuHa CMHECTeMUS B IIMPOKUI 0OMXOL,
JIVHTBUCTUYECKUX U TUTEPATYPOBERUECKUX MCCTIE0Ba-
HIT, Ha MOV B3IJIAN, CIIOCOOHO CHUSUTD IPajlyC HeIIpus-
TUA y IPEACTaBUTENEN [PYTUX HayYHBIX HallpaB/IeHMIL
YactuyHo mpobieMa pelaeTcsl akTUBHOI B IIOC/IEIHYIE
TOIbI 3aMEHOI OTpeJeNeHNA CUHECTE3NIECKNI CTOBOM
CMHECTeTUYEeCKIIT B MCC/IENOBAaHMAX BepOaIbHOI pea-
JIM3alny MeXCEHCOPHBIX acconyanuil. TeM He MeHee,
COOCTBEHHO JIEKCMYECKVM YPOBHEM M3ydeHMe He orpa-
HIYMBAETCA — pacliypeHie GOHOCEMaHTIIECKOTO yIIa
3peHMsI Ha JJaHHYI0 IpoO/IeMy BBIIBUTAeT Ha IIEpPBBIN
IIaH 6oJiee NPYICTaTbHOE BHMMAaHNUe K IPOTOKOHLEI-
TyaJIbHOMY IIPOCTPAHCTBY $3bIKa M HeVpoQpu3noso-
IMYECKOMY MOAXOAY K MPMHLMIIAM €ro omyucaHus. Bor
noyeMy ocoboe BHUMaHUe K MEXYYBCTBEHHBIM acco-
IValVsAM 3aMeTHO B IIPaKTUYeCKOM MeIMIHe — 00/Ia-
CTH, I7ie TParMaTMyecKoe BBIXOAUT Ha IePBbI I/IaH.

Pa6orsr Kasanckoro CKB «IIpomereit» U nu4HO
npodeccopa b.M. TaneeBa npuBenyu K BBIBOAY O Ha/lIU-
YN €JVHOTO MeXaHN3Ma MHTEPaKTMBHOCTHU OLIyIle-
HUIL, 0a3Mpyolerocs Ha «KUHEeCTeTUYeCKOM aHa/Iu-
3aTope» — IIOCTOSIHHOM «aKKOMITaHUATOpe» paboThI
OCTa/IbHBIX OpTraHOB 4yBCTB. DyHKIINE >Xe 3TOro aHa-
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NM3aTOpa ABJIAETCA «YIOZOONIeHNe JMHAMMUKI IpOoLiec-
COB PELIENTUPYIOLWIEN CUCTEMbI CBOVICTBAM BHEIIHETO
BosgeiictBus» (lameeB, 1987). JlaHHBIE IONIOXKEHMSA
BIIOJIHE COOTHOCATCA ¢ mpepnoxeHHeiMu C.B. Bopo-
HVHBIM YTOYHEHUAMM TEPMUHOJIOTUHA U JAIOT BO3MOXK-
HOCTb MPMHATD K UCIIONIB30BAHMIO B (prmomornyeckom
coobmectse. Tak, mpodeccop A.b. Muxanes, mpofon-
>Kad JJaHHYIO MBICIb, BBIJIETII€T TPU OCHOBHBIX THUIIA
peanmsanyy 3ByKOCMMBO/IM3MA B A3BIKE: «9XONIECKUIA,
Korga (OHEeTUYeCKMII 3BYK IPAMO IIOBTOPsET KaKyIo-
HUOYAb 3BYYALIYI0 CTOPOHY OTOOpaXKaeMoro, CMHeCTe-
TUYECKMIT, KOTZla 3BYK BBI3BIBA€T OLIYIIEHUA CBOVICTB
0TOOpaXaeMOro, OTHOCALIMXCA K APYToil CeHCOPHOI
MOJJJIBHOCTY ¥ (PU3MOTHOMIYECKWIT, KOT/ia 3ByK acco-
IUVPYETCS ¢ SMOTVBHBIMU VUM IICUXO(U3UOIOTIYe-
CKuMM cBoyictBamu» (Mwuxanes, 2018). Meropmonoru-
YeCK! JaHHBIN MOAXO[, MPAMO I03BOJIAET UCCIe0BaTh
SI3bIKOBbIe (aKThl MEXCEHCOPHOTO B3aMMOJENCTBUSA
KaK B CMUHXPOHHOM, TaK U B JMaXPOHNYECKOM aCIIEKTe.

SIBneHust 6ecco3HATENBHOTO U IOJCO3HATEIBHOTO,
3aKpeIl/IeHHble B CTOMKUX MHTEPMOJa/NIbHBIX accollya-
TUBHBIX CBA3SX (3BYKO-I[BETOBBIX, LIBETO-C/IyXOBBIX,
[[BETO-TaKTU/IbHBIX, LIBETO-O0OHITENBHBIX M MOJ.),
OTMeYaeMble B ICKYCCTBE U pe€4M, MOTYT KOCBEHHO CBU-
TeTeTbCTBOBATD O LIMPOTE CEHCOPHBIX aCCOLMATUBHBIX
CBsA3€il B CO3HAHMM U€/IOBEKAa, a TaKXKe O IIpaKTuye-
CKOJI peann3aliuyl METOOB U IOAXOJ0B, TPAAUIMIOHHO
MCNONb30BaBIINXCA Pa3HbBIMM HayKaMM, PasHBIMU
BUJIAaMM VICKYCCTBa. Be3ycnoBHO, 4eM pasHooOpasHee
HOCTYIaoNasA NHPOpMaIs, TeM OHa JOCTOBEPHee: TO,
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Figure 5. The original basic model by L.P.Prokofieva
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YTO MbI BUSUM, CIIBIIINM, OCSI3aeM, IOMHUM, 0OOHsIeM,
YYBCTBYEM — BCE 3TO CHMHTE3MPYET €NUHYI0 U Hepas-
priBHYIO KapTuHy Mupa (IIpokodbesa, 2007).
CymecTBeHHOIl COCTaBAMIEl 3BYKO-IJBETOBOIA
aCcCOLMATMBHOCTY ABNAETCA (PeHOMEH 1IBETa, KOTOPDIN
caM 110 cebe fla/ieko He OTHO3HAYEH: C OJHOI CTOPOHBI,
OH MMeeT O0ObeKTMBHOE 3HaueHUe, C IPYToil — Cyob-
eKTUBHOE NCUXO(PN3NONOTMYECKOe OLIyIIeHNe, KOTO-
poe BOIUIOLIAETCA B ONpeJeNIeHHblE SMOLMOHANbHbIE
COCTOsIHUA, pasnMYaoIyecs y mofei. JBycTopoHHM
xapakTep (peHOMEHa II03BO/IAET OTHOCUTD IIBET K YHU-
BepCaNbHbIM ABJIEHMAM, CBA3BIBAsA €T0 U C HAI[IOHA/Ib-
HO-KY/IBTYPHOJ CrienuuKol, OTPaKeHHOI B S3BIKe,
a TaKXXe ABIEHMAM BTOPUYHO MHAVMBMIYa/IM3MPOBAH-
HBIM, CIIOCOOHBIM BOIUIOIATBCSA B KY/IbType Orarogaps
cumBornmsanyuy. O6e CTOPOHBI IIBETA CTAIN UCXOTHBIMM
B Halllell METOJONIOTUY, TaK KaK yYHMBEPCAaIbHOCTb
BbIAB/IEHHBIX 3aKOHOB IIPMBEJIa K MBIC/IN O TUIIOTETHYe-
CKOJl YHMBEPCANbHOCTH 3BYKO-I[BETOBOTO acCOLMIPO-
BaHMA KaK MPOJO/DKEHNA JeNCTBYUA (U3MOMOTMYEeCKN
00YCTOBNIEHHBIX (PAKTOPOB CHHECTE3UM U CHHECTEMMUIL.
B Hanbornee o61meM Buje CTPYyKTypa IIBETOBOTO 3HaYe-
HUsA NPENCTABIAETCA B BUJE TIOJA, B KOTOPOM AIpPOM
OymyT ABIATbCA Hambosee YHUBEPCaIM3MPOBAHHbBIE
¢dusmonornyeckne peaxuny, neprdepueii — sMOINo-
Ha/IbHble ¥ KOHHOTATMBHO-aCCOIMAaTUMBHBIE peaKIUy
Ha uer. B paborax C.C.IInaxoBoil 1 €€ y4eHUKOB
(IlTnsixoBa, 2006; 2014) mpeymoxeHo HOHMMaHMe GOHO-
CEeMaHTUYeCKOJ KapTUHBI MMpa, PpparmMeHTOM (KIacTe-
POM) IIpefCcTaBIeHNsA KOTOPOIT ABAITCA 3BYKO-1IBETO-
Bble acconyanyy. VkoHndeckas mekcuka (OHOMATOIIbI
U 3BYKOIIOfIpa)kaTe/IbHbIe CI0BA) COCTABNIAET BULVIMYIO
9acThb (POHOCEMaHTUYECKOTO IIONIA, TOTJA KaK ero ae-
MEHTapHbIe YacTUIbl HAYMHAIOT CEMaHTU3MPOBATHCA
B OKpY>KeHUM: «basycHble KOHLENTYMbI OOpasyroTcs
C TOMOIIbI0 MMMUTATUBHBIX CBOJCTB pE€YeBBIX 3BY-
KOB, CUMBOM3UPYOIMX IPUSHAKYM U HEVICTBUA IPO-
IPHO- ¥ SKCTEPOILENTUBHBIX Cep >KU3HEeATTbHOCTI
yenoBeka. B cBow ouepenb, OHM IOPOXKJAIOT HOBbIE
KOHIIENTHI, (GOPMUPYS, TaKUM 06pa3soM, BCIO KOHIIEII-
TyaJIbHYI0 CUCTeMY s3blKa» (Muxanes, 2018). Mex-
CEHCOPHBbIE CBA3M, APEBHME IO IPOMCXOXKIEHNIO, TTy-
OVHHBIE IO CTPYKTYpE M PETy/IsApHbIE IO IPOsBIEHNIO,
HaXOfIAT CBOE OTPa’keHJe BO BCEX 9IEMEHTAX IO/ — OT
appa po nepudepyun. «3HaK A3bIKa MUIIb TOIJA 0bpe-
TaeT CBOI0 3HAKOBYIO CYIHOCTb, KOIJ]Ja OH COOTHOCUM
(B cBOelt popMe) K OTpa>KeHHOMY B IICUXUKE /IEMEHTY
peanbHOI NefICTBUTENbHOCTY; B 60Jee CIOKHBIX CITy-
YasgxX — C YCTAaHOBJICHHOJ paHee CBA3BI0 MeXAy 6omee
WY MeHee OU3KIMI OTPaKeHUAMM 37IEMEHTOB peaslb-
HOJI IeVICTBUTENBHOCTY VI C OTHOLIIEHMEM CBA3EI» —
B 3aBUCMMOCTU OT YPOBHA abCTpaKIUM», — IMCaN
M.H.Topenoe B crarbe «IIpo6mema «rmyOMHHBIX»
U «IIOBEPXHOCTHBIX» CTPYKTYP B CBS3M C HaHHBIMU
NCUXONVMHTBUCTUKN ¥ Helipodusnonorun» (lopenos,
1977). B oTHOLIeHNMM 3BYKO-IJBETOBOJ acCCOLMALINK
3TO CIPaBE/IMBO KaK IPOsAB/IEHNE YHMBEPCATbHOTO
CBOJICTBA HeBepOaNTbHOIO MOMTMMOMIAIBHOTO YelloBeye-
CKOTO MBIIIIEHN, 00/1afafolero pKO BbIPayKEHHBIMM
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HAI[OHA/IbHBIMY OCOOEHHOCTAMM, PasHO3HAUYMMBIMM
B Ka)X/JOM KY/IbTYPHOM KOHTEKCTE.

TeopeTudeckoe oCMBICTIEHJE CTAI0 BO3MOXKHBIM Ha
OCHOBE aHa/lN3a pe3ylIbTaTOB MHOTONETHUX ayJUTOP-
CKMX 3KCIIEPMMEHTOB II0 METOMIMKE IPAMOTO aCCOLMM-
poBanusa 3Byka u npeta. C 1984 rofma mo HacTosliee
BpeMs HPONODKAETCA MOe COOCTBEHHOE MYIIbTHA3BI-
KOBOe McchenoBaHue, npemnoxennoe A.IL JKypasne-
BBIM U MOIUQUIVPOBAHHOE B IpoIecce 006CyXaeHNA
¢ J1.H. TopenoBsiM. MHOr0acIeXTHOCTBD (accolmmpoBa-
nuch 3ByK/TpadeMa, rpadOH U YUCTHIE LIBETA CHEeKTpa/
OTTEHKV; HENOCPEICTBEHHO/IOCPEICTBOM MHTEPHET-
AQHKETDI, PAa3HOBO3PACTHAA ayUTOPM/ OIPeeTIeHHbIN
BO3PacT; FeHiepHas BapuabenrbHOCTb), IOBTOPAEMOCTD
(TpM caMOCTOSATENbHBIX IIVIKJIA C IPOMEXYTKOM B 7-10
7IeT; 3aBepIIeHHbIIT/TIPOIOHIMPOBAHHBII1), Y4eT MOHO-,
6U- U IONMMIMHIBYM3MA ayIUTOPOB IIO3BOMNINA COOPATh
IOCTATOYHYIO 6a3y /A aHa/IN3a U 06CYKAEHNA Pe3yIlb-
taroB (Tabnuma 2).

Tabnuua 2. CTaTMCTMKa 3KCNepUMEHTa

Pycckuin asbik

AHMIMIACKUY A3bIK

1000 yenoBek

HenocpeacTBeHHbIN

3KCNEepPUMEHT

3 cepumu: 1985r.
1994-1995rr.
2005-2006rr.

HuyKHARA Bo3pacTHanA rpaHn-

ua—12 ner

BepxHaa — 67 net

My unHbl — 55%

HeHwmHb — 45%

BCEI0 — 23364 otBeTa

1000 yenoBek
[McTaHUMOHHBIN 3KCnepu-
MeHT

C 1999r no HacToALLee BpemA

HuvkHAA Bo3pacTHan
rpaHvua — 8 net
BepxHaa —82 roga
My4nHbl — 52%
HeHWwmHb — 48%
BCEI0 — 22363 otBeTa

Co6paHHble CTaTMCTUYECKN J[JOCTOBEPHbIE [AHHBIE
IO PYCCKOMY M aHITIMIICKOMY SI3BIKaM IT03BOMMI cop-
MMpPOBaTbh IIPeJICTaB/IeHNe O HAlMOHAIBbHBIX CHCTeMax
3BYKO-I[BETOBOI accormaruBHocTi. C60p MaTepuarna 1o
(bpaHI[y3cKOMy ¥ HEMEIIKOMY sA3bIKaM IIPOIOJDKAETCA.
O6Hapy»xeHHble popManbHble COBIAJieHNs U paKTide-
CKMe Pas3nyys IIO3BOJIAIOT C BHICOKOI CTENEHbIO JOCTO-
BEPHOCTY TOBOPUTD O HAa/MYMM HAIVIOHATbHBIX CUCTEM
3BYKO-I[BETOBOJ aCCOL[IaTMBHOCTY B PasHBbIX A3BIKaX
IpY CYyIeCTBOBAHMM YHMBEPCAIBHON IIBETOBOI (POHO-
CeMaHTMYeCKOlt KapTuHbl Mupa (Puc. 3).

YBenuueHne 4ncna MHPOPMAHTOB OT CEPUM K CEPUN
9KCIIepMMEHTOB CYIECTBEHHO CUTYaI[MI0 HE U3Me-
HIJIO, YTO KOCBEHHO MOXKET CBUJIETEIbCTBOBATD MO0
0 IIOCTeIIeHHOM YTacaHMM CBsi3ell MEXAY PasHOPOJ-
HBIMU MOJATBbHOCTAMM, NNOO O IepeHoce aKIeHTOB
¢ poHeTHyecKoro Ha fipyrve yposunu (Puc. 4).

Emeé opnHoit cyllecTBeHHOI TPYNION 3KCIepu-
MEHTa/IbHbIX VCCIENOBAHUI SABAITCA ayfUTOPCKUe
SKCIIEPVMEHTBI C TEeKCTaMy, B OONBIIMHCTBE CTydaeB
XyIO)KeCTBEHHBIMI, TaK KaK M3y4eHUe HMCUXNIECKOTO
(heHOMeHa, MHAMBMAYANTbHOIO OIBITA ACCOLMMPOBA-
HUA (KaK aBTOPCKOTO, TaK M UYUTATeNbCKOIO) C yde-
TOM JIMHTBUCTUYECKOTO, IICHXONOTUMYECKOro, (UNO-
JIOTUYECKOTO, MCKYCCTBOBETYECKOTO ¥ Jp. IOAXOJ0B



TEMOHCTPUPYET HMOCTeIeHHOe YINyOneHue B CKPHI-
TYI0 CEMAaHTMKY, OTKPbIBas HOBbIe TOPM3OHTHI B 00IIeil
TEOpUM TeKCTa M B YACTHBIX METOAMKAX €ro aHajimsa.
PaspaboTanHas m Bce BpeMs [OIOTHAeMas KOM-
IJIeKCHasA MeTOJMKa aHajM3a 3BYKO-1[BETOBOII acco-
IMATUBHOCTY XYHOXKECTBEHHOTO TeKCTa IO3BOJAET
06GHAPY>XUTb, YTO CMBIC/IOBAsl CTPYKTypa TeKCTa B €T
TeHOTATMBHOI OCHOBE OKa3bIBAETCS He IPAMOMHENTHO
COOTBETCTBYIOLIEl 3HAYEHUIO 3BYKOB DeYM, a JMMeeT
HECKOJIbKO YPOBHE!l C/IOYKHOTO B3aMIMOJEJICTBUA YHU-
BEPCAJIbHBIX 3aKOHOB BOCIPUATHSA, HAI[MOHATbHBIX
0COOEHHOCTEN 3BYKO-I[BETOBOJ aCCOLMATUBHOCTHI
Y VMHAMBUIYANbHBIX TPOSABIEHNUI CHHECTeTUYeCKUX
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CTaTbeé PacCMAaTPUBAIOTCA OCHOB-

Hble 3CTeTHYeCKUe MOAXOAbI K MC-
cnenoBaHMio peHoMeHa cuHecTe3uu. IloguepkuBaeTcs
ocoboe 3HavyeHMe CHHECTEe3VMM B MCCIeNOBaHUU XYHO-
JKECTBEHHOTO U 3CTETUYECKOTO CO3HaHUA, 3CTeTHUYe-
CKOTO OIIbITa ¥l MHAMBU/yaTbHBIX CUHECTETUIECKUX KO-
OB, OTHOCSIVXCA K Pas3/IM4HbIM 00/1aCTAM VICKYCCTBA.
OTMeuaeTcs, YTO CUHECTe3Vs MOXeT CIOCOOCTBOBATDb
YCTpaHEHMIO CYILIeCTBYIOIIETO B HACTOAIlee BpeMs pas-
pbIBa MEXJy TEOPETMYECKOM ¥ SKCIEepUMEHTa/IbHOM
9CTETUKOI. PacCMOTpeHbI HOBbIE CMHECTETUYECKIE Me-
TOZIBI UCCTIENOBAHNA ¥ MHTEPIPETALINN IIPOU3BENECHUI
«HEKJIACCUYIECKOTO 3BYKOBOTO IMpocTpaHCTBa» XX-XXI
BeKOB. IIpoaHanusupoBaHbl pe3ynbTaTbl U3YyYEHUS
CMHeCTe3M) B OO/NAcTU HeNPOICTETUKNU. YKa3bIBaeTcs
MEepCIeKTUBHOCTb IPYMEHEHN A CMHECTETUIECKUX 11071 -
X0Z0B B cpepe acTeTUYeCKOro 06pasoBaHus B 00/1acTu
KOMMYHUKALIMN.

Heyx/oHHBIIT ITpoliecc paciumpeHus chepsl CTeTH-
YECKOTO M KPU3UC KIACCUYECKOI SCTETUIECKON TEOPUM
OTM€YAeTCs B HACTOsIIee BpeMs He TONIbKO 3allafHbIMU
CIlelMalINCTaMy B OONIaCTM 3CTETUKM, HO M POCCUIL-
ckuMu yaenbiMu. Cpenn Hux W. Welsch, B.B. Beruxos,
H.b. ManbkoBckas, A.C. Murynos, B.B. IIposepckuii,
E.H. YcTioroa u ap. B coBpeMeHHOIT acTeTnKe 0coboe
BHUMaHIe ypaensdeTcsa mpobieMaM BceoOluell 9CTeTH-
3alMM ¥ BUPTyaJau3alluy COLMATIbHONM peanbHOCTH.
Ha ¢oHe axTMBHOrO pasBUTHA BUPTYaJbHON KOMMY-
HYIKallMy, IPOLIECCOB Aepeanusalyuy OBITUSA M MHO-
J)KECTBEHHOCTU BOCIHPUATUA PeaTbHOCTU CErofiHA
MO>XHO FOBOPUTD O IOSB/IEHNY HOBOTO TUIIA 3CTETUKM,
npo6ieMaTika M MeTOJOMIOTMA KOTOPOJ MOTYT OBITH
oIpefie/IeHbl Ha OCHOBE CHHECTETUYECKON MapajurMbl.
CuHecTeTHYeCKNE IMOAXONBI OTPakaloT KOHIENTYIIb-
HYI0 Hay4HYIO MOfie/lb IIOCTAaHOBKM U IMPUHATHUA 3BO-
JIOLIVIOHHBIX PeleHNI B 00/1aCTV COBPEMEHHOI 3CTe-
TUYECKOV TEOPUM U HOBBIX Xy[OXKECTBEHHBIX TPAKTHK.

PaccmarpuBas cdepy XyHZOKeCTBEHHON KYIbTYPHIL,
crefyeT MOJYEePKHYTh, YTO B COBPEMEHHOM MUpE CTpe-
MITETIbHO PasBUBAIOTCA HOBbIe (POPMBI U BUJIBI ICKYC-
CTBa, MO3TOMY MOJEIN YeIOBEYECKOTO BOCHPUATUA
Hens0eXHO TATOTEI0T KO Bce OOJIbLIeMY YCTIOKHEHUIO
YYBCTBEHHOI'O 00pasa, MHOTOACIIEKTHOCTY Y MHOTO-
MEPHOCTY IONTy4eHMs MHGOpMaLuy o T000M ABTeHUN
un obbekre. KoMMyHMKaTMBHas (QYHKLMA COBpeMeH-
HOTO MICKYCCTBa, B OCOOEHHOCTM MHTEPaKTMBHBIX €ro
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The study of synesthesia
in aesthetics

Svetlana V. Kononchuk, Department

of Philosophy, Cultural Studies and Foreign
Languages, St. Petersburg State Institute
of Psychology and Social Work,
moskov_sveta@mail.ru

he article discusses the main
aesthetic approaches to the study of
the phenomenon of synesthesia. The special significance
of synesthesia in the study of artistic and aesthetic
consciousness, aesthetic experience and individual
synesthetic codes relating to various fields of art is
emphasized. It is noted that synesthesia can help
bridge the currently existing gap between theoretical
and experimental aesthetics. New synesthetic methods
of research and interpretation of the works of “non-
classical sound space” of the XX-XXI centuries are
considered. The results of the study of synesthesia in the
field of neuroesthetics are analyzed. The perspectives
of the use of synesthetic approaches in the field of
aesthetic education and communicative fields are
indicated. m



BUIOB, OCHOBAHa, IIPEXJe BCEro, Ha CMHECTETUIECKOM
BOCIIPMATUM IIPOCTPAHCTBA, YTO IIO3BOJIAET paccMa-
TPUBATh CUHECTE3MI0 KaK YHUBEPCA/TbHYIO OCHOBY
MEXYYBCTBEHHBIX B3aUIMOJIEVICTBUI B MCKYCCTBE WM
Kak acTeTnyecKylo Kareropuio (KoHanuyk, 2015).

O606mas coBpeMeHHble IIOAXOMbl K M3YIEHUIO
CMHECTe3!M, MOXXHO BBIIEINTb TPU OCHOBHBIX THIIA
npepncrasnenuit 06 atom sasnennn (Konanuyk, 2015):

1. CuHecre3uss NMOHMMAETCA KaK BO3HMKHOBEHME
Pa3HOMOJIa/IbHBIX OMIYIIEHM)I B OTBET Ha pasfipa-
JKeHJe B OfHOI M3 MHBIX MopanbHOCcTeil (A.Jlypus,
R. Cytowic). B aTom cnyuae cuHecTe3us ABNsgeTCA pefi-
KUM sBJIEHV/EM U VMeeT (DU3MOMIOIMYECKYI0 OCHOBY,
XapaKTepyu3yeTcsi HEIpPOM3BOIbHOCTBIO IPOTEKaHMS,
BPOX/IEHHOCTBIO U T€HETUYECKOI Hac/Ief[ICTBEHHOCTDIO.

2. CuHecTe3us1 MOHMMAETCA KaK HEKUII MeXaHU3M
B3ayIMoIepeBofia MHPOPMALVIM U3 OFHOI MOJATbHOCTH
B ApYyTyio. JJaHHBI BUJ CMHECTE3UM CBA3AH C CEMaHTH-
YeCKVMU CTPYKTYpaMM, HOCUT YHMBEPCA/IbHBIN Xapak-
tep (Ch. Osgood, B.®. ITetpenko, I1.B. Jupumnn). ITepe-
YUC/IEHHbIE VICCIENOBATENM OTMEYAIOT, YTO 3TU OOIIye
(aKTOpbI MIMEIOT SMOLVIOHA/IbHO-OL|eHOYHBIII XapaKTep.

3. CuHecTe3us sABISAETCS €CTECTBEHHON CO3HATENTb-
HOJ CIIOCOOHOCTBIO YeIOBEKA COOTHOCUTH OOBEKTHI
Pa3IMYHBIX MOJA/JIbHOCTE, MEXYYBCTBEHHON acco-
Lyanyei, BbIpabOTaHHOI B KY/IbTYpe ¥ NpUOOpeTeH-
HOJl B IIpoliecce colyanu3anyuy. MeXxaHn3MoM TaKoro
BIJAa CHMHECTEe3MM IPMU3HAH MEXaHM3M acCOUMaIy
(B.M. T'anees).

CuHecTe3us InpefcTaBuseT cob6o0it 0coObIl CIO-
co6 KopMpoBaHMA MHPOpManyu Ha 0O6pasHO-CUMBO-
JNYECKOM S3bIKe XYHOXXeCTBEHHOI'O HPOM3BENEeHMS
(My3BIKaIbHOM, XXMBONMCHOM, I/IACTUYECKOM, CTIO-
BECHO-II03TUYECKOM) ITOCPENCTBOM OOPa3HBIX CPeNCcTB
U CTWINCTUYECKUX IIPYEMOB, KOMIIOHEHTBI KOTOPBIX
IpUOOpeTAI0T CIIOCOOHOCTh FAPMOHMYHOTO COYETAHNS
yepe3 MeXXBUIOBbIE ACCOLVALINNL.

CrenyeT OTMETUTD, YTO HaMOOIBLINIL BK/IAJ] B M3y4e-
HIIe CUHeCTe3UM B 00macTu scTeTuky BHec b.M. Ianees,
HOMYepKUBass MEeXAVCIUIUIMHAPHBIA XapaKTep CUHe-
CTeTMYeCKOll Ipob/eMaTuky, oTMedas eé IOCTeIeH-
HBIJl IIepeXOf 3a Ipefie/Ibl MHTEPEeCOB ICUXOIOTUN
M CTaHOBJIEHMe KaK OOIesCTeTHYeCKOoi NpobieMbl
(Tanees, 1987).

Ha coBpemenHOoM sTame Haubornee aKTyalbHBIM
ABJISIETCS MCCIIEOBaHue (peHOMEHa CUHEeCTe3MMy Kak
OZLHOV 13 0COOBIX GOPM XY OXKECTBEHHOTO M 3CTETHU-
YEeCKOTO CO3HaHMS, PacKpbIBAIOLIE MHVBULYaTbHbIE
0COOEHHOCTM TBOPYECTBA, M 9TO OTHOCUTCSA, IPeXie
BCET0, KO BCeM 00/1acTsAM UCKYCCTBA.

B screTuke mpobmema cuHeCTe3UM BIlepBble OblIa
paccMoTpeHa B TpyAaX aHIIMICKMX Y4eHbIX A. Pryappca
u Y. OrpeHa npu onpepeneHny IpUpOJbl 3CTETUIECKON
LIEeHHOCT!. DMOTHUBU3M, K KOTOPOMY OTHOCSITCA MCCIIe-
noBaHusa A.Puyapaca u Y.OrmeHa, MOXXHO CYMTaTh
OOLIVIM KOPHEM LIeJIOTO psfia HayYHBIX HAIpaB/ICHMUI
COBPEMEHHOJI 3aIaJHO-EBPOIIEIICKOM T'HOCEONIOTUH,
STUKU, SCTETUKM U aKcuonoruu. Hambonbuimit mHTe-
pec B OTHOIUIeHMM u3ydeHUs (eHOMEeHa CHHeCTe3UU

npencTaBnAnT Tpyasl A. Pudappca u Y. Orpena «3Ha-
yeHye 3HadeHuA» («The Meaning of Meaning», 1924),
«Ocuossl actetukm» («The Foundations of Aesthetics»,
1925) u gpyrue paborst (Orpen u Puyapac, 1924).

B.B.IIposepckuit B pabore «Kpurmyeckmii odepk
3CTETUKM SMOTMBU3MA» OTMeYasl, YTO IOHATHUE ICTe-
TUYECKOIl IIeHHOCTM B MHTeprperanuu A.Pudapaca
n Y. OrzeHa MoXXeT OBITh COOTHECEHO C XapaKTePUCTHU-
KOJ1 9CTETUYECKOTO OIIBITA, LIEHHOCTh KOTOPOTO OIpe-
mensieTcst Ha OcHOBe cuHecte3uu. «[Icuxmueckoe paB-
HOBecHe», TOCTUTHYTOe 3a CYeT CHECTe3M, BOBIEKaeT
B UIPY BCe CIIOCOOHOCTM Ye/OBeKa, BK/II0Yask MHOTO-
MEPHOCTb U IO/MMOAATBHOCTh Boclpuatus. [nybuna
Y MHOT0O0Opasye 3CTEeTUYECKOTO OIIbITA, JOCTUTHYTOIO
3a CYeT CMHECTe3UM, 3aBUCUT He OT KOJIMYeCTBa ydya-
CTBYIOLIMX B Heil VIMITY/IbCOB, @ OT MX TapMOHMYHOIO
B3aumopeiictBusa (ITposepckuit, 1983). Taxum o6pa-
30M, €C/IM PacCMaTpUBaTh CMHECTE3UI0 KaK 3CTeTUIe-
CKYI0 YHUBEPCA/INIO, MOXKHO HOJYEPKHYTh, YTO COZep-
JKaHIe 3TOI KaTeropmu O/1M3K0 K KaTerOpuyL TapMOHUY,
IpUILIeNNIell B 9CTeTHUKY U3 MY3bIKaIbHO cepbl.

Tembl, M3y4aeMble SMOTMBM3MOM, VIMEIOT OTHOIIe-
HJe He TONbKO K ¢punocoduyt, HO U K XYI0>KeCTBEHHON
Ky/IbTYpe, Ile PacCMaTpUBAETCs BOIPOC O KOMMYHU-
Kaluy, T.e. O TOM, KaK MPEOf[0/ieTh B3aMMHOE Hero-
HYIMaHJe XyJROXXHUKOB U MyOIMKM, C ORHON CTOPOHBI,
XYROXXHUKOB M KPUTUKU — C Apyroit. ONbIT aHIINIi-
ckux yueHbix A.Pudappca u Y.Orzmena ykaspiBaeT Ha
TO, YTO B PyC/ie CUHECTETUKU MOTYT OBITh pa3paboTaHbl
HOBbIe aKCEONOrnYecKue IIOAXOAbl K MCCIEeIOBAHNIO
XYROXKEeCTBEHHOI KY/IbTYPBL

[IprMeHeHNe CUHECTETUYECKIEX METONOB K MCCIe-
DOBAaHMIO MY3BIKAJTbHOIO MCKYCCTBA CIOCOOCTBYeT
OCMBIC/IEHMI0 TaKUX (YyHAaMeHTaJIbHBIX NpoOIeM
¢unocopun u My3bIKO3HaHUA, Kak Ipobnema Bpe-
MEHY, BOCIIPUATHUA ¥ BOOOPa>KeHNUsA, KOTOPYI0 MOXKHO
paccMarpyBaTh KakK OCOOBII TUI BHYTPEHHETO CYH-
Te3a WIM CBOErO POJa aHTPOIONOTUM BPEMEHH, Kak
IPORO/DKEHYE TPANULINN «BHYTPEHHETO CO3EPLIAHMsI».
Mertadopa «BupjeHMsI» Kak BU3YaJbHOCTH IIpoOIjecca
BHYTPEHHETO0 BOCIPUATYS YKasblBaeT Ha 3iifeTude-
CKYI0 OCHOBY MBIIIIEHNsI. BHYTpeHHsAs 06pasHOCTD He
IICUXOJIOTMYHA, & TPAHCI[eHIeHTaIbHa 1 60Jlee CX0XKa C
TpaHCLeHIeHTaIbHBIM cxeMaTu3MoM Kanrta. MoXXHO
MPEAONIOKNTh, YTO CUHECTE3NsI UTPAET OIpefeieH-
HYI0 pO/b B Ipolecce, obo3HayeHHoM V. KaHTOM Kak
TPAaHCLEHIeHTA/IbHBIII CUHTE3 BOOOpaXKeHMsI M pac-
CyOKa, T.e. CMHeCTe3Ms SIBIACTCS CBA3YIOLIUM 3BEHOM
MeXJy cepoit YyBCTBEHHOCTH ¥ c(Hepoil MBIIITEHNA.
Takyum 06pasoM, U3y4eHMe CUHECTEe3UU NPeACTaBsAeT
€060t HauboIee YHUBEPCATIbHBI CIIOCO0 MCCIEN0Ba-
HUs OOIINUX IIPOLECCOB CO3HAHMSI, B TOM YUCTIE 3CTETHU-
YeCKOTO I XYI0>KeCTBEHHOTO.

CuHecresusi mpepcrasiser coboit OfHO U3 Hau-
Oonee APKUX ¥ MHOrOQYHKIMOHAIBHBIX M300pasu-
TeNIbHO-BBIPA3UTEIBHBIX CPELCTB B OOIIMPHON chepe
MICKYCCTBA, B TOM YNCTIe, MYy3bIKe, )KVMBOIIICH, 033U,
JINTEpaType M COBPEMEHHBIX CUHTE3MIIHBIX XYHOXKe-
CTBEHHBIX IIPAKTUKaX.

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CI/IJJ,ODOB-D,ODCO 1 99



K HacTosmemy BpeMeHU pa3paboTaHBI METOBI
CUHECTETUYECKON MHTEPIpEeTalMy MY3bIKaJTbHBIX
pousBefieHnit uckyccrsa B padorax H.IT. Konagenko.
Hawnbonee a¢pdexTMBHBIM AB/AETCS NpUMeHeHNe NaH-
HBIX METOJIOB K IIPOM3BEMIEHUAM «HEKIACCHIeCKOTO
3BYKOBOTO IpocTpaHcTBa» XX-XXI BEeKOB, I KOTO-
PBIX XapaKTEPEH HOBBIl ONBIT OPraHM3ALM HEN-
HEJIHOTO MY3BIKaJIbHOTO IPOCTPAHCTBA, a IVIAaBHYIO
ponb urpaet QakrypHo-doHMdeckas cpepa. IIpexpe
BCEro, 9TO Mys3blKanbHble kommosuium K. Jebroccn,
H.A. Pumckoro-Kopcakosa, V1. CrpaBunckoro, O. Mec-
cuaHna, [I. JIuretn, K. IllTokxaysena, K. Ilengepenxoro,
I. Keitmxka, f. Kcenaxuca, A. lllautke, C. I'y6aitgynu-
Holi, D. [lenucosa u ap. (Konanenxo, 2005).

Xorenoch 65 OTMETHUTD, YTO Ha (OHe 061Iero Kpu-
3JiCa COBPEMEHHONM 3CTETHYECKON TeOpuM aKTUBHOE
pasBUTHE MY3bIKa/IbHONM CUHECTETUKM MPENCTABIIACTCA
0OBEKTVMBHOM 3aKOHOMEPHOCTBIO, TaK KaK JMMEHHO
B MY3BbIKa/IIbHOI cepe B HacToAllee BpeMs HaMeda-
€TCA CMHXPOHM3aLMA TEOPETUYECKON U SKCIEepUMEH-
Ta/JbHOM SCTETMKM KaK IIONBITKA HayKu IIOCIETh 3a
PasBUTHEM COBPEMEHHON XY[0XXECTBEHHOI KY/IbTYPBbI
U HOBBIX XyJ0)KeCTBEHHBIX IIPAKTHK.

CunecTeTn4ecKuii aHanaM3 MYS3bIKaTbHBIX TEKCTOB
CTaHOBUTCA HEOOXONMMOI YacThI0 aHAaTUTUIECKUX
IIOAXOJ0B K M3Y4YEHNUIO TBOPYECTBA COBPEMEHHDIX KOM-
o3uTOpoB, Hanpumep, K. Ilengepenkoro — ogxoro us
KPYHHEMNX NpefcTaBUTeNell IIOIbCKOTO MY3bIKajlb-
Horo aBaHrapga. COHOpUCTMKA, HOBBIIIEHHBII MHTEPeC
K TeMOpY 3BYKa, M3bICKAHHOCTb OPKECTPOBBIX KPacoK,
IUHaMMKa GOPMBI, POMaHTHYeCKasd SKCHPeccus APKO
BoIpakeHbl B TBopuecTBe K.Ilenmepenkoro («Crpa-
cTu 110 JIyke» I/ CONMMCTOB, YTela, TPEX CMEIaHHbIX
XOPOB, XOpa MajbYMKOB I OpKecTpa; «Ilmad mamsaTu
xXepTB Xypocumbl» u fp.). IleppocreneHHoe 3HaueHne
3BYKOBOI (DakTypbl, TeMOpa, puUTMa, apTUKYIALWN,
BO3POX/IeHME IPUHLMIIOB MUKPOXPOMATUKI ¥ 9KMe-
JIMKY, BO3PAacTaloliasd PO/ib yJAApHBIX MHCTPYMEHTOB,
paclienIeHe 3ByKa COCTABIIAOT CHEIM(UKY He TOMbKO
COHapu3Ma, HO ¥ COBPEMEHHOII My3bIKHI B IjerioM. Cero-
IHA COHOPU3M IPUCYTCTBYeT BO MHOTMX KOMIIOSUTOP-
CKMX TEXHMKaX U CTU/IAX, HE TONbKO B KIACCUYECKOI
MY3bIKE, HO U B JIXXa3€, pOK- U IIOII-MY3bIKE.

AKTya/nbHOCTb HPUMEHEHNA CUHECTETUYECKOTO
aHa/MM3a My3bIKa/JbHBIX TEKCTOB BO3pAacTaeT B HACTOA-
miee BpeMsdA elé U MOTOMY, YTO MMEHHO CMHTE3, KaK
3CTeTHYeCKas OCHOBA MY3BIKaJbHOTO TBOPYECTBaA,
ABNAETCA XapaKTepHol ueproit Hoserimerr MysbIKu
U Ba)KHENILIEN TEHJEHLMENl COBPEMEHHONM MY3bIKab-
Hoit kommosuuuu. ITo mHenmio B.TapHomonbckoro,
«CHHTE€3 —3TO €[JVHCTBEHHDbI IyTh B Halle BpeM:.
CuHTe3 Kak o0Inas NPpMHIMIINANbHAA IOCBUIKA, yCTa-
HOBKa. B Ka)XZT0M KOHKPETHOM COYMHEHNM 3TOT CMHTE3
MOXKeT OBITb HEO)KMJAaHHBIM. MHe Ka)KeTcsl, 4TO KaK pas3
3a CYeT 3TOrO MOABIAIOTCA VM pasBMBAIOTCA OeCKOHeU-
Hble Bo3MOXHOCTU» (CoKooB, 1998).

Obpamasich K akTyaJbHbIM TeMaM MY3BIKaJIbHOI
CUHECTETUKM, MOXXHO IOJYEPKHYTb, YTO OJHOI U3
IJIaBHBIX AB/IAETCA NMPo6IeMa B3auMOCBA3U U B3aVMO-
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00ycnoBeHHOCTY (eHOMeHa CuHecTe3un U peHoMeHa
HIOHVIMaHMSL.

Bonkosa II.C. oTMedaeT, 4TO CHMHeCTe3UsA UTpaeT
IJIaBHYIO POJIb B PasBUTHUM CHOCOOHOCTY HMOHVMAaHMS,
IIpuYeM He TOMBKO TeX BUJIOB MICKYCCTBA, KOTOpBIE y4a-
CTBYIOT B KOMMYHUKAIMM, HO ¥ HOHMMaHMU CaMOTO
cebs. OOMmHOCTD eHOMeHa CHMHecTe3uy ¥ (heHoMeHa
MOHVIMAaHMs 3aK/I0YaeTCs] B MX UAJIOTUYECKON NpH-
pofie: AManore MOJAIBHOCTEN U AMANore CyObeKTMB-
Horo (emotio) 1 06'beKTUBHOTO (ratio), ompemensoero
caMoco3HaHye aMyHOCTH. CuHecTesus B e€ B3aMMO-
CBA3M C (peHOMEHOM IIOHMMAHNA HEIOCPefCTBEHHO
y4acTByeT B IIOCTPOEHMM CMBICTIOBOJ COfiep>KaTesib-
HOcTM (KOHIlenTa) NpOM3BeHeHMs MCKYCCTBa, obec-
He4yyBas AVHAMMYECKYIO CBSA3b MeX[y BepOalbHbIMU
U HeBepOaIbHBIMU KOMIIOHEHTaMU XYHOXKeCTBEHHO-
acreTndeckoro Mmbimnenus (Bonkosa, 2000).

Crepyomnias akTyajabHas TeMa MY3bIKaJIbHOI CHHe-
CTEeTUKM — NpobIeMa M3y4eHUA CUHECTe3UM Kak
OIHOI 13 GOPM aKTHBHOI'O TBOPYECKOTO BOOOPa>KEHN A
(umarmnanuu). BonkoBa I1.C. ykasbiBaeT, 4TO Takoe
SIB/IEHMEe, KaK SMOILMOHAJIbHOE WM KOHTMHYa/IbHOE
MBIIIIIEHJE B IIPOTUBOIIOIOKHOCTD MBIIUIEHNIO Paliyio-
HaJIbHOMY MMeeT HellOCPe[iCTBEHHOe OTHOIIEHNEe K CeH-
copHoI1 uHTerpauym um ¢peHomeny cuHecresun (Born-
KO0Ba, 2008). B MysbIke Takoe sB/IeHNUE IPOABIAETCS KaK
«IIBETHOI C/TyX», KOTOPBIM 00Mafanu B TOJ MIU MHOM
crenenn komnosutopsl P. Baruep, A. Ckpsab6bus, H. Pum-
cxnit-Kopcakos, M. Uropnénnc, O. Meccuas u fip.

DeHOMEH TBOPUYECKOTO BOOOPaXKEHMS MCCIIEROBAaH
B pabore f.3.TomocoBkepa «VIMarmHaTMBHBIN abco-
TIOT», B pasfene «/IMarnHatuBHasA scteTuKar. [To MHe-
Huwo 1.9.TonocoBkepa, BooOpaskeHMe PacKpbIBAeTCs
OIZHOBPEMEHHO KaK 9HepIrus U Kak CyOCcTaHIuA, T.e. KaK
cybcTanumoHanbHas ¢opma— o6pas3Ho. BripaxkeH-
HBIIT 00pa3 ecTh CMBICT MM CMBICTO06pas. TBopue-
CKWIT ¥ TI03HABATE/NIbHBII IPOLIECCl B IMAaTMHATBHOM
pasyMe IPOTEKAIOT OFHOBPEMEHHO, T.e. IPOVICXOIUT
OIZHOBpeMeHHOe (HOpMUPOBaHIEe CMBICIOOOpas3a U ero
mosHanre (TomocoBkep, 2012). Tlogo6Hble mporecCh
BBIABJIAIOTCS IIPY VICCTIEOBAHUM CHHECTe3UM, YKa3bl-
Bas Ha e€ 0co6YI0 pOJIb B M3ydeHUM peHOMeHa XyToXKe-
CTBEHHOTO M 9CTeTUYECKOTO CO3HAHUA.

CuHecTesyusi II0O3BOJsAET OTOOPAasUTh >KUBYIO Kap-
TYHY OKPY>KaloIl[ero Mupa B ero AMHAMUKe, JOOUTbCs
JOCTOBEPHOCTM BOCIPUATHS XYHOXXeCTBEHHBIX 0Opa-
30B, YCUIMBAs VX SKCIIPECCUBHYIO OCHOBY.

OcHoBHBIe GYHKIMM CHHECTe3UY — 3CTeTUdecKasd,
THOCEOJIOTMYecKasi, SMOTUBHAs M 3KCIPEeCCUBHasA.
Ocretndeckas (QyHKILMs, HanpuMep, HPOSBIIACTCS
B C/IeAYIOLEM:

— ¢opmmpoBaHMe CUMBOIIKO-3CTETHNYECKOI 00pa3-
HOCTM TIPOU3BEEHNUA UCKYCCTBA;

— ¢opMupoBaHMe CMBICIOBOTO KOHIIEITa IIPOU3-
BeJIeHN: UCKYCCTBA;

— yCUJIeHUe 9KCIIPECCUY U BBIPasUTE/IbHOCTY;

— ¢opmupoBaHMe 0COOBIX CUHECTETUYECKUX KOJOB,
OTpa)XaIOIMX aBTOPCKOe MUPOOLIyIIeHMe, 0bIafar-
IIMX 9KCIIPeCCHeil ¥ SMOTUBHOCTBIO.



DeHOMEH CHMHECTE3NM COCTABJSAET OCHOBY CHHTE3a
uckyccTs. IIpobneMa IpPOrHO3MPOBAHUA MHOSABICHNA
HOBBIX BUJOB JMICKYCCTBa, B TOM YMCII€ €TO CUHTETH-
gecknx (OpM ¥ PasHOBUIHOCTEN, paccMaTpyUBanach
M.C.KaranoMm u Bb.M.IaneeBbIM, KOTOpble CO3Janu
COOCTBEHHBIE BapMAaHTBHl BUIOBON TAabGMMLBI Tpaju-
IVIOHHBIX JICKYCCTB Ha OCHOBE IIPMPOJHBIX CPETCTB
ayMOBM3Ya/NbHOM KOMMYHVKAIVM, @ TaKkKe TaOMUIIbI
«PacUIVMPEHHOM» CUCTeMbl MCKYCCTB, MCHOMb3YIOMINX
VICKYCCTBEHHBIE CPE/ICTBA ayAMOBU3YyalbHO KOMMYHM-
Kanuu. llenpro 31X paboT 6BIIO He TONMBKO OTPaXKEeHME
MHOTr0o06pasus BU0B 1 GOPM MCKYCCTBA, VX CUCTEMa-
TU3alysA, HO ¥ YKa3aHe Ha IeJIOCTHOCTb MUpPA UCKYC-
CTBa, B3aIMOCBS3b OT/IE/IbHBIX HAIIPAB/IEHMII ¥ BUOB
BHYTPY 3TOJ LI€IOCTHOCTY Ha OCHOBE CMHECTE3NI.

Baxxayto ponb cuHeCTe3UM BBIABIUIN CETOHA MCCIIe-
moBaHMA B 06macTy HelipoacTeTuku. B. Pamauannpan
OpM M3y4eHUM 3aKOHOMEPHOCTEN 3CTeTHYECKOTO
OIbITA Ha3BaJl OOHUM 13 OOBEKTHBHBIX 3aKOHOB 9CTe-
THMKM CHHECTe3MI0 (3akoH MeTadopbl). COINacHO 3aKOHY
CUHECTe3MH, BU3YaIbHble 00pasbl MICKYCCTBA CTPOATCA
Mmeradopudeckn. byayun cBs3aHa ¢ CEHCOPHBIM OIIBI-
TOM, MeTadopa UMeeT KOHIENTYanbHbII XapaKTep, T.e.
ABJIAETCS CMBICTIOBOII CTPYKTYPOIL, TO3TOMY MeTadopy
MOYXHO PacCMaTpMBAIOT KaK KOTHUTUBHBI MeXaHNU3M,
XapaKTepUYIOLINIl, IPeX/e BCero, abCTpaKTHOE MbIII-
JIeHNe, HallpUMep, BOCIIPUATIE MY3bIKaTbHBIX 06pa3oB
WIN YTeHMe My3bIKanbHbIX HOT (Pamavyanppas, 2006).
AcreTnyeckue 3akoHbl B. Pamavanpapana, chopmynupo-
BaHHDbIE HA OCHOBE M3YY€HMA CHMHECTE3UM, O3BOJIAIOT
paccMaTpyBaTh BOIPOC 06 OOIIMX MeXaHM3Max XyJo-
YKECTBEHHOTO TBOPYECTBA I HAYYHOTO II03HaHMsA, 6omtee
ITy60KO U3YYUTD MPUPORY SCTETUUECKOTO OIBITA.

PesynpraThl M3ydYeHMsA CUHECTE3UM, B TOM YMCTIe
IIBETOBOTO BOCHPUATUA MY3bIKY, YKa3bIBAlOT Ha OLIN-
60YHOCTb TPaAMIMOHHOTO pPasTpaHMYEHUSI MEXAY
BOCIIPUATIEM ¥ TIO3HAHVEM, IPUHATHIM B Te€YEHME /TN -
TEIbHOTO BpeMeHN B Gp1mocodum, ICUXOIOTUM, KOTHU-
TUBHOJ HayKe U UCKYCCTBOSHaHMN.

[I. Hukommd HazBas CMHeCTe3nIo «(peHOMEHOM OCMBIC-
JIEHMA VJIM CMBICTIOTIONIATaHMA», BO3HUKAIOIINM IIPY Jeii-
CTBUY Pa3/INYHBIX CMHECTETHYECKMX CTUMY/IOB, B TOM
gucne, My3piki. Ilo mHenmio [I. Huxomud, cunectesus
ABIAETCS IPUHLVITNATBHO CEeMAaHTUYECKIM (PeHOMEHOM,
U TO4Hee ObITO ObI Ha3BaTb 3TOT (PeHOMEH TEPMUHOM
«npeacresusa» (Hukomuy, 2009). Ilostomy, mia usyde-
HUA HEM[POHHBIX MEXaHU3MOB CMHECTe3UM HeOoOXOfVMO
6osbllle BHUMAHMA YHENATb UCCIENOBAHUIO IIPOLECCOB
CEMAHTUYECKOTO IIOCTVOKEHMA CMBICTIOBBIX KOHIIEII-
TOB IIpOM3BENieHNA UCKyccTBa. IIpobmema aTa ClOXHa,
HOCKOJIbKY 9TO He TOJBKO BOIIPOC 00 M3yYeHUN OT/E/b-
HBIX Y4aCTKOB TOIOBHOTO MOSTa, Ifie IIPOMCXOUT «IIepe-
KOJYIpOBaHue» HeBepOanbHOI MHGOpMaLuK B BepOaib-
HYI0, HO 11 BOIIPOC pacumppoBKu peHOMeHa HOHNMAaHMA,
0TOOpaKAIOILIErocs, HaIpyMep, B OCMBIC/ICHNY KOHIIEI-
TYaJIbHOTO COIepXKaHMA My3bIKaTbHBIX 06pa3oB.

O6beuHEHHBIT ONBIT CUMHECTe3UUM HPOABIAET
IIe/IOCTHOE SMMCTEMMYECKOe €NVHCTBO, VM OOIIYIo
MHTETPAINIO IIePeXMBaHWII, 0OYCIOBIEHHBIX pasiny-

HBIMM YMCTBEHHBIMU CIIOCOOHOCTAMY, KOTHUTUB-
HBIMU ¥ CEHCOPHBIMHU, KOTOpbIE 3aTe€M OOBEIUHSIIOTCS
C CO3HATENIbHBIM OMBbITOM. TakuM 06pa3om, cuHecTe3ust
CTMpaeT IPaHMIBl MEX/Y BOCIPUATIEM U [TO3HAHNEM,
T.e. MeXXJY CIIOCOOHOCTAMY, TPAAULIMOHHO CUUTAIONIN-
MUCS JBYMs HE3aBUCHMO JIeVICTBYIOUIVMM TOMEHaMI.
Kpome Toro, Ha OCHOBe M3y4YeHUsA CUHECTEe3UN MOXXHO
OODBACHUTD, KaK (POPMUPYIOTCS CeMaHTUYECKUE CEeTH
U KaKOBa UX POJIb B IIO3HAHUN YE€TIOBEKOM OKpY)Kaio-
IIero Mypa.

CrenyeT OTMETUTD, YTO B IIearormyeckoii 06macTu
CUHECTETUKA UMeeT OOJIbIIoe 3HAYeHME KaK OCOOBIN
MHCTPYMeHT GOPMUPOBAHMS TBOPYECKOTO MBIIITECHNS,
(YHKIVOHMPYIOIETO HAa OCHOBE CHMHTe3a pallfiOHa/b-
HO-JIOTMYECKOTO U 3MOIIOHAIbHO-00Pa3HOTO KOMIIO-
HEHTOB MBIC/IUTETHBHOTO MpoIlecca.

CoBpeMeHHBIe COIManbHble MPOLECCHl XapaKTe-
pU3yeTcsl HEeYKIOHHBIM POCTOM TeMIla U CIOKHOCTHU
MH(POPMAIMOHHOTO M TeXHUYECKOTO YpOBHeN, M Kak
CNIefICTBYIe — aKTMBU3aLMM VHTE/UIEKTYa/IbHOM, aHa-
JIUTUYECKON HANpPaBIEHHOCTU COBPEMEHHOTO 06pa3o-
BaHMs C IpeoOnajflaHneM palyoOHaTbHO-TOTMYECKON
COCTaBIIA0IIEI. B TO ke BpeMsa Kak KOMIIEHCHpYIollee
TAHHYIO TeHIEHIIVIO BO3HMKAET M IPyroe HallpaBjIeHne
B COBPEMEHHOM 00pa30BaHMN: IBVKEHME OT PallfOHA-
JM3Ma K IIeJIOCTHOCTY, KOTOPOe MPOSBIIAETCA, IPeXe
BCero, B [yMaHUTapHoil cdepe. IlogobHass coLmoKynn-
TypHasi CUTYalus BBIABIAET HEOOXOAVMOCTb aKTya-
U3alyy BHETOTMYECKUX, HeBepOaabHBIX CIOCOO0B
BOCHPUATYS ¥ MBILUUIEHNS, CTUMYAUPYIOIMX 06pas-
HO€, SMOIVIOHATIbHOE MUPOBOCIIPUSATHE, IS KOTOPOTO
XapaKTepHBI 11€I0OCTHOCTh, TMOKOCTb, ¥ MHOTOMEp-
HOCTb, OTKPBITOCTD U CUHTETUYHOCTb.

CuHecTe3Msi MOXET pacCMaTpUBAThCA C IO3MU-
LUl TefaroTMKM M IICUXOIOTUY KaK 0COOBIN CTUMYI
IJIs. PasBUTUs TBOPUYECKUX CIOCOOHOCTEN 4YemoBeKa.
B Hacrosee Bpems Hanbosee Imy6oko paspaboTaHbl
HeJarornyecKyie MeTOAVIKY, OCHOBaHHbIE Ha U3YYEeHUN
(deHoMeHa cyHecTe3uu B 0671aCTY MY3bIKa/IbHON 9CTe-
TUKN. B mepBylo ouepenb, K HUM OTHOCATCS MCCIIEHO-
Bauusa laneeBa b.M., Baneukunoi WM.JI., Konggenko
H.IL, IIpoxodsesoit JL.IL., Tpodumosoit V.A., 3ene-
HuHoit E.O. u gp.

O6beKTUBHAS PONb CUHECTE3UM B TBOPUECKOI fiesi-
TeIbHOCTY 3aK/TI0YAeTCs B YCUJIEHUU YYBCTBEHHOCTH,
aKTMBM3ALMY BOCIPUATIS, YTO B IIe/IOM COCOOCTBYET
MTOHMMaHNIO 3CTETUYECKOrO COep>KaHUsA IpOu3Be-
IOEeHUI MCKYCCTBA, HAIpUMep, CUMBOIMYECKUX MY3bI-
Ka/IbHbIX 00Pa30B MM CUMBOIUKN >KUBOIMCHBIX IIPO-
U3BEJNEHMIT UCKYCCTBA.

B Hacrosiiee BpeMsi B 00MacTV INEJArorMKy Hau-
OOMBIIYI0 M3BECTHOCTb MOMYYMIM CIERYIOLIe CUHe-
cretnyeckue Metoaukyu (Konanuyk, 2019):

a) CUHeCTeTUdecKas MeTOMVIKA MYy3bIKa/IbHO-3CTETH-
YecKoro BocnuTaHus, paspadorannas Komsaugenko H.IT;

6) Iemarormyeckye MeTOfbI «MY3BIKAJbHON TIpa-
¢uxu», paspaborannsle Baneuxnnoit V.JI. u Tpodu-
MoBoll VI.A. Ha OCHOBe OIbITa aBCTPUIICKOTO VCKYC-
ctBoBefla u mneparora Paitmepa O. «MysbikanbHas
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rpaduka» — 3TO Ileflarormyeckas MeTOHUKA, OCHO-
BaHHas Ha BU3YaJTbHOM OTOOPa’KEHMM MY3BIKaIbHBIX
00pa3oB C TOMOIIBI0 TpadMKM U KXMBOIUCH, IIPUMe-
HAeMasd B cdepe 3CTETUYECKOTO M XYHOXKeCTBEHHOTO
BOCIMTAHNA, B apT-TepauM, a TakXe Jid IICUXO0JI0To-
Hefjarorm4ecknux MCCIefoBaHmiI (eHOMeHa CHHecTe-
3MM, HAaIIpUMep, «IIBETHOTO CITyXa».

B) METOJ I[BETOBOIl BM3yaMM3alMM MY3BIKM C HO-
MOIIBIO ITpefMeTHO-cuMBOIdeckux pucynkos C.B.Ka-
MBIIIHMKOBOIL.

I) HOCTVDKEHMe MY3BIKaabHOJ obpasHocTu (aKyc-
TUYECKOTO PAfa) C IOMOLIbI0 MY3bIKaTbHO 3KBUBA-
JIEHTHBIX 0Opa3soB-TPOIIOB A3bIKa (HEaKyCTUYEeCKOTO
psana) Komsapenko H.IL. u pp.

I) cuHecTeTHdeckas MeToguka «3Byk u LlBer»
Mockosckoit C.B. (Konanuyk C.B.), ocHoBaHHas Ha
HpyeMax rpa4eckoro oTo6pakeHus My3bIKM (My3bl-
KaJIbHBIl TelITajnbT), METOE «PICOBaHNUE 3BYKOM»
(My3bIKaIbHbBIC VMIIPOBM3ALUM) Y METOJAX CIOHTaH-
HOTO pMCYHKa. [laHHas MeTofiuKa OblIa anpobupoBaHa

INutepatypa

Bonkosa, I1.C. Cunecmesus xax ycnosue nonumarnus / 11.C. Bon-
xoea // IIpomemeii-2000: O cyovbe ceermomysvicu: Ha
pybesxce sexos — Kazanv: Pan, 2000. — C. 81-83.

Bonkosa I1.C. ®enomen curnecmesuu 6 ceeme umazunavuu / I1. C.
Bonkosa // Cunecmesust: Coopysecmso uyecme u CuH-
me3 uckyccme. Mamepuanvt mex0yHApoOHoti HAYUHO-
npaxmuueckoii koHgepenyuu, 3— 8 Hoabps 2008. — Ka-
sanv: KI'TY um. A.H.Tynonesa, 2008. — C. 89-95.

Tanee .M. Yenosex, uckyccmeo, mexuuxa. (IIpobnema cure-
cmesuu 6 uckyccmee). Kazanv: KI'TY um. A.H.Tynone-
8a, 1987. — 263 c.

Tonocoskep f1.9. «Mmazunamuenuviii abconomy». — M.: Axade-
muyeckuti Ilpoexm, 2012. — 318 c.

Konsamenko H.IL Cunecmemuumocmv my3vikanpHo-Xyoodxue-
CMBeHH020 co3HAHUA (Ha mamepuane uckyccmea XX
sexa). — Hosocubupck: Koncepsamopus, 2005. — 392 c.

Konanuyk C.B. [Mockosckas C.B.] Cospemennas scmemu-
Kka: cunecmemuyeckas napaouema / C. B. Konanuyx //
Studia Culturae, Hayunuviii scypHan kagedp Kynvmypo-
JI02uU, Icmemuxu u gunocopuu Kynomypul u Lenmpa
usyvenus xymomypor Canxm-IlemepOypeckozo 20cy-
dapcmeennozo yHueepcumema — Bon. 4(26), CII6.:
M30-60 CII6T'Y, 2015. — C. 82-89.

202  [oknaasl v BbCTYNAEHMA « [eHb 3

B IJentpe nckyccts «KATRIUM>» B Bepnune (Tepmanus),
Cankr-IleTepOyprckoM ryMaHUTapHOM YHVMBEPCUTETE
npogcorwsos (CII6I'YII), B HacTosIee BpeMs HmpuMe-
HAETCS M TPOomo/DKaeT pasBuBaTbcsi B CaHkT-Ilerep-
6yPrcKOM TOCYZapCTBEHHOM MHCTUTYTE IICHXOJIOTUN
n coumanpuoit paborsr (CII6IMIICP). ABTopckas
MeTopuKa «3BYK 1 1[BeT» MOXKET IIPUMEHSATHCS B By3aX
M CPefHNUX CHelManbHBIX 00pasoBaTeNbHBIX yupe-
XKJEHWAX B LE/SAX XY/JO)KECTBEHHOIO U 3CTETUYECKOTO
06pasoBaHMs, a TAKKE IS TUATHOCTUKU KPEATUBHO-
CTV ¥ TBOPYECKOTO MOTEHI[MA/IA TIMYHOCTH.

Takum o6pasom, UCCeOBaHNE CUHECTE3UN [TOCTeE-
[IEHHO 3aHMAaeT OIpeJe/IeHHOE MECTO B COBPEMEHHOIT
3CTETVKE, NPEXe BCero B cdepe M3ydeHUs XyHOXKe-
CTBEHHOT'O I 9CTETUYECKOTO CO3HAHUSA, ICTETUIECKOTO
OIbITa ¥ OCOOEHHOCTENl aBTOPCKOTO MUPOMOJETNPO-
BaHUS, OTHOCAIIETOCA K MHOTOOOpasHbIM 06/acTsIM
MCKYCCTBa. [lepCIeKTUBHBIM TakXKe sIBIISETCS IIpyMe-
HeHJe CUHECTETHYECKMX [TOfIXOfI0B B cepe acTeTmnde-
CKOTr0 00pa3oBaHMs ¥ KOMMYHUKATVBHBIX Cepax. m

Konanuyk C.B. Cospementoe scmemureckoe o6pasosanue: cu-
Hecmemueckue nodxoovl u memodonoeuu / C. B. Konan-
uyk // Qenosex u o6pasosanue, Hayunuviii sypHuan — Buin.
2(59), CII6.: CII6. IYO PAO, 2019.— C. 54-59.

IIposepckuii B.B. Kpumuueckuii ouepx acmemuxu amMomueus-
ma. — M.: Uckycemeo, 1983. — 175 c.

Pamauauapas B.C. Poxcdenue pasyma. 3aeadku Hauiezo co3Ha-
Husg. — M.: Onumn-bu3snec, 2006. — C. 50-72.

Coxkonos A. Kaxosa sxce ona — «popmar» mysvikanvrozo XX eexa //
Mys3. akademus. Ne 3-4. Knuea nepsas. 1998. —C. 6.

Nikoli¢, D. Is synaesthesia actually ideaestesia? An inquiry into
the nature of the phenomenon. Proceedings of the Third
International Congress on Synaesthesia, Science & Art,
Granada, Spain, April 26-29, 2009.

Ogden Ch., Richards J. The Meaning of Meaning. London,
1924, p. 149.



HuHa AnekcangposHa HuKonaeBa
Nina A. Nickolaeva
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CTaTbe PACCMATPMBAIOTCA CUHECTETIIeCKue ac-

IIEKTHI IIefarormyeckor KoHmenomm SJHa Amoca
Komenckoro. OCHOBHBIM MaTepMaoM JyIsI aHAINU3 IO-
cyXum Tpypbl «Bemmkaa pmupaktuka» m «Mup 4yB-
CTBEHHBIX Bellell B KapTuHKax». Ocoboe BHMMaHuMe
YHEeneHo yqe6HI/H<y «Mup 4YyBCTBEHHBIX BelIei», TN
KomeHnckmit obpamaercsa K 3MOIeMaTHYECKOMY >KaHPY
py opopmIeHNr KapTrHOK. OTMedaeTcs1, 4To aMOmemMy
MO>XHO paCCManI/IBaTb KaK Me€XaHU3M Me)KyBCTBeHHI)IX
aCCoLMALVIT, CO-NIPENCTABIEHNS] 3pUMOTo 0b6pasa 1 cio-
Ba. B 3ak/roueHye NMpOBOASTCS Mapanyeny co cOOpHM-
KOM 3M071eM «Y0erawmas ATanaHra...» Muxamwrta Maii-
epa u TBopuectBoM JKy3emnme ApunM60mb7o0.

B ¢unocodcko-negarornyeckoM Hacneguu fHa
Amoca KoMeHCKOTO MOXKHO BBIIENTNTh KOMITTIEKC MIeit
1 TIOTIO>KEHMIT, KOTOPbIe IMEIOT IBHYI0 COOTHECEHHOCTD
C CHUCTeMOV CMHEeCTeTUYEeCKUX IpefCcTaBleHnil. B3ran
Ha Y‘IEHI/IC YEIICKOI'0 MBIC/IIUTEIA qepea HpI/ISMy CHHEe-
CTEeTUYECKNUX WJiell He TOJIbKO YCUIMBAET COBPEMEHHO
3By4YaHME €TO MefarornmdecKnx BO33PEeHMIl, HO U IIpefi-
JlaraeT PeTPOCIEKTUBHBIN aHaIM3 CaMoro QeHoMeHa
CMHECTe3UM KaK B KOHTEKCTe KOHKPETHOJ 3II0XU, TaK
M B KOHTEKCTE PasIMYHOl MpobmeMaTnk — Gpumocod-
CKOI1, 3CTETUYECKOI, METONOIOTMIECKOI.

Ha coBpemeHHOM 9Tame [0 cux mop He BbIpabo-
TaHA e[MHaA UCCIeN0BaTe/IbCKasA MO3UINA B TPAKTOBKE
CrHecTe3nu. B Hammeir craTbe MbI 6yneM NIpULEPKNI-
BaTbCA TOTO HaHpaB}IeHI/IH B I/IBY‘ICHI/II/I CHecTe3um,
KOTOPO€ pacCMaTpMBAET 3TO sBJIEHME KaK IIPUCYILYIO
K)X/[IOMY Ye/IOBEKY CIOCOOHOCTh K YCTaHOBJIEHUIO
MEXMOZAIbHBIX CBA3EN C PA3HOV CTEIEHbIO IPOsBIIE-
Hus (Jlynenko, 2012). C ogHOM CTOPOHBI, CHHECTE3UIO
OTHOCAT K cepe HeBepOAIbHOTO, YyBCTBEHHO-00pas-
HOro MbIIIJIEHW A, B OCHOBE KOTOpOI‘O JIEKUT ME€XaHIN3M
acconManyy, CO-IpefCcTaBIeHNA, MeXIyYBCTBEHHOTO
neperoca (lanees, 2002). CuHecTeTn4ecKoe BOCIPUS-
Tie obecreynBaeT He TONBKO CO3aHME OTHETbHBIX
[[/IOCTHBIX (MHTEPMOJAIBHBIX) 06Pa30B, HO U LENOCT-
Hoe BocripysATye Mupa. C IpyToil CTOpPOHBI, CHECTE3NIO
paccMaTpMBAOT KaK OOVH 13 MEXaHM3MOB 00600iie-
HuA 1 GOpMMPOBaHMA CMBIC/IA, YTO OOYCIOBIMBaeT eé
0Co0YI0 PO/Ib B MHEMOHIYECKIX ¥ KOTHUTUBHBIX IIPO-
Ieccax. B mcTopudueckom acriekTe JaHHOe IOHMMAaHINE

The historical aspect of the
study of synesthesia on the
example of the pedagogical
concept of Jan Amos
Komensky

Nina A. Nikolaeva, St. Petershurg Rimsky-
Korsakov State Conservatory,
nikol-nina@yandex.ru

he article discusses the synesthetic aspects of the

pedagogical concept of Jan Amos Comenius. The
main material for the analysis were the works “The Great
didactics” and “The Visible World in Pictures”. Special
attention is paid to the textbook “The Visible World in
Pictures”, where Komensky refers to the emblematic
genre when making pictures. It is noted that the emblem
can be considered as a mechanism of inter-sensory
associations, the co-representation of a visible image
and word. In conclusion, parallels are drawn with the
collection of emblems “Atalanta Fleeing...” by Michael
Maier and the work of Giuseppe Archimboldo. m

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CMﬂ,OpOB-ﬂ,OpCO 2[]3



CMHECTe3MM VMMeeT CBOM TeHesVC U myTu popmuposa-
HA, IPOSICHEHJE KOTOPBIX OTChUIAET HAaC, B YaCTHOCTH,
K Hacnemuio SIHa AmMoca KomeHcKoro 1 k ero smoxe.

An Amoc KoMeHCKuit — aBTOp OpUTMHA/IbHOI Ilefia-
TOTMYEeCKOJ CUCTEMBI, OCHOBHBIMMY IIapaMeTpaMi KOTO-
PO ABJIAIOTCS LIeTOCTHOCTD BOCIPUATHA, OPUEHTAIA
Ha HaIJIALHOCTD U, [TIaBHOE, IIpM3HaHye 0co6011 3Ha4M-
MOCTY YYBCTBEHHOTO IO3HaHuA. OTMeTUM, 4TO Iefa-
rormyeckye NpyHIUIb KoMeHCKOro sABIAITCA ONHUM
U3 IPAKTUYECKUX BBIPAKEHMII €ro peurnosHo-¢u-
70COCKMX TOTOXKEHNI, JOMUHAHTA KOTOPBIX — Mfes
BCEENIMHCTBA, IIOJIYYMBIIAasi B €Tr0 TEOPUM ITO3HAHUA
nouatre Ilancodus. Ilancoduyueckne upen Hambonee
HOMHO ObUIM pa3paboTaHbl MBICIUTENIEM B €0 UTO-
TOBOM TpyZe «BceoOmmii copeT 06 MCIpaBaeHUM Hel
yenoBedeckux» (De rerum humanarum emendatione
consultatio catholica).

CBou meparormyeckme upem yu npumHuynbsl Komen-
CKIiT 0OOCHOBBIBAN M Pas3BMBaj BO MHOTMX COYMHe-
HUAX, IJIaBHbIe M3 KOTOpBIX «Benmkas pupakTmka»
(Didactica magna, 1657) u «Mup 4yBCTBEHHBIX Bellleil
B KapTuHKax» (Orbis sensualium pictus, 1658).

B «Benmxort AumaKTUKe» COHNEP>KUTCS Psfi paccy-
KpeHnit KomeHnyca o 4yBCTBEHHOM OIBITE VM BOCIPUA-
Tyy. COIIaCHO MBICTIUTEJIIO, IIPOLiecC MO3HAHUA Mepap-
XITYeH U «HaYMHAeTCA NpeXKHe BCEro U3 YyBCTBEHHOTO
BOCIIPUATYS, KOTOPOe 4epe3 BOOOpaKeHue MePeXOIuUT
B IIaMATb, CTIEAYIOLIas CTYIIeHb IOHMMaHe, T.e. 0600-
IIeHVe efMHNYHOIO, a 3aTeM /ISl YTOUYHeHMs 3HaHUA
0 BelljaX JJOCTATOYHO ITOHATHBIX COCTAB/IACTCA CYXKTe-
uue» (Komenckuit, 1982). B HamieM cosHaHuM, Kak
nopuepkuBaeT KoMeHCknii, «He ObIBaeT HMYEToO, 4ero
paHee He ObIIO B OLIYLIEHMM» U CaM «aKT MBIILUICHUA
coBeplIaeTCsA He MHaue, KaK 4yepe3 BHYTPEHHee OIy-
I[eHMe, T.e. Yepe3 cosepliaHue 06pasoB, OTBIEYEHHBIX
ot Berel» (Komencknii, 1982). [lanHOe yTBep)XeHye
OTCbIIaeT Hac He TONbKO K «BHYTPEHHEMY co3eplia-
Huo» (intus cernimus) ABrycTmHa, HO M K obpasam,
VIMEIOIVIM 3JeTUYECKYI0 IPUPOAY, a 3HAYUT M IIOMNU-
Mopanbpuylo mpupopy. IToaTroMy ocobplit ymop mpu
o0y4eHUN OH [enaeT Ha COOCTBEHHOe HaOJIOfeHMe
U YYBCTBEHHYIO HaI/ISJHOCTD.

Insa akTMBM3anum 4YyBCTBEHHON HATIAJHOCTU
KoMmeHcKuil B #yXe CMHECTETMYECKOTO MeTOla COBe-
TyeT «IOCTOSIHHO COeIVHATb CIyX C 3pEeHUeM, CJIOBO
¢ ocsa3aHMeM. To, YTO YUYEHMKM JJO/DKHBI YCBOUTD, CIe-
LyeT UM He TOJIbKO paccKasaTb, YTOO OHO IIPOHMKIIO
B MX VIIJ, HO IIOJIE3HO J HApYCOBAaTh, YTOOBI Mpero-
[laBaeMoe 3aIleqyaT/IeNioch B BOOOPaXKEHMM U C IIOMO-
IIbI0 I71a3. A BCIey 3aTeM IIOHATOE YYEHMKM HOJDKHBI
Hay4aTbCsl BBITOBAPMBAaTh BCIYX (S3BIKOM) ¥ BOCIIPO-
u3BOIMUTh (pyKamu), Jabbl He IepefaBajicsi HU ORMH
IpefMeT, NpeXAe 4eM OH JIOCTAaTOYHO He 3amevar-
JIeZICS B I7Ia3ax U B yIIaX, B yMe ¥ B IIAMATY YIE€HMKa»
(Komenckmit, 1982). Ilepen HamMu ABHBIT IpUMep IpHU-
BJIeYEHVSI MEeXKUYBCTBEHHBIX / TIOJIMMOJI/IbHBIX CB3eN
B KauecTBe KOTHUTVMBHOTO ¥l MHEMOHMYECKOTO IIpyeMa.
OtMmeTuM e1ié ofuH MOMEHT. B paccyxpennax Komen-
CKOTO VIMIUTMIIVTHO TIPUCYTCTBYET OTCBIIKA K peHOMe-
HOJIOTMYECKOJI TPAaKTOBKE CHHECTe3UU, NIPeI0KeHHON
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¢dpannysckum ¢unocopom Mopucom Meprno-ITonTn.
ToBOpsI O LIETOCTHOCTY YYBCTBEHHOTO BOCHPYATHUSA KaK
OCHOBE JIOJIOTMYECKOTO TEJIeCHOTO OIIbITa, OH IMCA:
«PasnynyHbIe YyBCTBA COOOLIAIOTCA APYT C PYTOM,
OTKpbIBass cebsA CTPyKType Bemm. <...> PasBopaun-
BaHMe YYBCTBEHHBIX NaHHBIX Ilepef] HalllM B3ITIALOM
WIM HallMMHU PYKaMM OKa3bIBaeTCs YeM-TO BpoOfe
A3bIKa, KOTOPBIN caM cebsA NperofaeT, Iie 3HadeHMA
HOPOX/AIOTCA CaMoil CTPYKTYpPOJl 3HAKOB, U TI03TOMY
MBI MOXeM OYKBaIbHO CKas3aTb, 4TO HallM YyBCTBA
BOIIPOLIAIOT BellY, M 4TO BEI[Y MM OTBEYAIOT. <...>
B BOCIIPMATYUM Belllb JaHA HaM «COOCTBEHHOI IIepco-
HOVI» WM «BO mIoTu» (Meprno-IlonTn, 1999).

O6begyHeHNe OLIYLIEHNII PasHBIX MOJIa/IbHOCTEN
¢dbopMupyeT He TONBKO ILIEIOCTHBI 06pas IpemMeTa,
HO U YKasblBaeT Ha IeIOCTHOCTb 6ojiee BBICOKOTO
HOPAAKa, OTpaXKEHUEM KOTOPOIT STOT 06pa3 ABJIAETCA.
Peub mpeT 0 efMHOM VM OZHOBPEMEHHO MHOTOMEPHOM
obpase MMpa, KOTOPBIIT OTKPbIBAeTCA CO3HAHMIO B pas-
HBIX MOJIa/IbHOCTAX. VIMEHHO Takoe MO3HAHME U CBS-
3aHo ¢ upeeit [Tancopun Komenckoro. «Ilancodueit,—
mucan KoMmeHckuit, —s Has3blBal0 TO, YTO MOIJO OBl
CITY>KUTDb JXVBBIM OTpPaKeHNEM MUpa — OTPaKeHMEM,
Ifie Bce OBUIO ObI OHO C APYTYUM CBS3aHO, PYT ApYyTa
HopfepX1Bano, 6bU1o 6bI APYr A Apyra IUIORO-
TBOpHO» (KoMmeHckmit, 1982).

CBoe npakTnyecKkoe BhIpa)keHNe U JalbHelllee pas-
BUTHUE Ufes «INYHOTO HAOMIONEHUSA M IyBCTBEHHOTO
IOKa3aTeNbCTBa» Monyunnaa y KomeHckoro B yue6HuKe
JIATMHCKOTO A3bIKa 1A fieTeit «Mup YyBCTBEHHBIX
Beleil B KaptuHkax» (Orbis sensualium pictus. 1658).
Y>xe caMo Ha3BaHMe yKasbIBaeT Ha TO, YTO B IIpoIiecce
HO3HaHNUA U 00ydeHMs OYAYT 3a/eliCTBOBaHBI OPTaHbI
9yBCTB, a ()OPMOII BOB/IEYEHNA IYBCTBEHHOTO OIBITA
OymyT CIyXUTb U3006pakeHMsI — KapTUHKHU. B mpe-
nucnosuyu KoMeHckuil, MOBTOpssA paHee CKa3aHHOe
B «[InpakTyke», mucan: «B HamreM pasyme HeT HUYero
TaKoOT0, 4ero Obl paHblle He 66710 B UyBCcTBax» (Komen-
ckuit, 1941). VI manee HacTamBai, YTOOBI B IIpoliecce
006y4eHMs OBUI MCIIONB30BaH BeCh apCeHal IOAPYYHbIX
CpencTB, 6marofaps KOTOPbIM pe6eHOK CMOXET IOITy-
4UTH LENOCTHOE IIPefiCTaBeHMEe O IIpeMeTe depes
IBeT, 3amax, popMy. B memom yue6HUK B AyXe maHco-
¢y momxeH ObII AaTh MOHATUE O MUPe KaK eIMHON
CHCTeMe, T/ie BCe SABTIEHMA CBA3aHbI MEX/Y COOOIL.

[Tepast wacTb y4eOHMKA MOCBsAILIEHA U3YYEHUIO
andaBnuTa, KOTOPBII IpPECTaBlIeH KaK «OXKMBIINIA
u 3Bydauuit andasut» (alphabetum vivum et vocale).
Kaxpasa 6ykBa acconmympoBaHa ¢ 3BYYaHMEM OIIpe-
IIeTIEHHOTO JKMBOTO CYIIeCTBa WINM ABIEHUA. 371ech
KoMmeHcknit cremyeT naBHel TpagyIy acCOMMUPOBATD
3BYKHU C M300pa)keHUAMM >KUBOTHBIX, M3BECTHON eIlé
¢ Tpyna Bappona De lingua Latina (I B.1.3) (®usinxos-
ckuit, 2017). Ho BaxkxHO mpyroe. ITOT «XKUBOI anda-
BUT» — KOHKPETHBIIT ITpUMep IpYMeHeHMs MeXaHU3Ma
MEKYyBCTBEHHBIX CBs3eil IpU 00ydeHUM, obpaleHns
K 00pasHOMY MBIIUIEHMIO U OIIpefielleHHbII MHeMO-
Hudecknii npuem. Jlo6as KapTMHKa a30yKy — KOH-
KPeTHBIiT CTy4al BU3YyalnbHOI (UKcaluy 3ByKa, KpoMe
TOTO, M300pakeHMe MOXeT BOBJEKAaTb B IPOLecC



3aIIOMVHAHVA OIIYLIEHUS NPYTUX OPTaHOB YYBCTB —
IIBET, 3aIlaX U T.JI., fiefiast ero 6onee APKUM ¥ IIPOTYKTHB-
HbIM. C IpyToll CTOPOHBI, BeCh KOMIIIEKC — 3BYK — I'pa-
(dbema —n3o06pakeHye KMBOTHOTO, pebeHKa, sBJIeHNA,
KOPOTKO€ M3peueHNe — CO3[Jal0T MHOTOMEpHBIil, HO
IIe/IOCTHBIN eIVHBII 06pas, CBOETO POJia TeIITaIbT.

[Tocne a3byky aBTOp IIepeXOAUT K MOKa3y Belleil
KaK K 00beKTaM Mo3HaHMA U peun. KomeHckuit npen-
CTaB/IseT He TONMBKO KOHKPETHbIE IIPEMEThI PeaTbHOTO
MMpa, HO U OTB/IeYeHHbIe IIOHATHUSA B BUJE a/lleropuye-
CKMX GUryp, TaKMX Kak bor, BospacT yemoBeka, MOpab-
Hble KavyecTBa, ¢pumocopusa u T.i. B atom coderanmu
KOHKPETHOTO ¥ oTBJIedeHHOro KoMmeHcknmit Bupen oco-
OBIIT CMBICTT — CO3/aTh OLIYIIeHME IIeTOCTHOCTI U ef[VH-
CTBa MUpa B €T0 Pa3INIHbIX IPOSBICHNUAX.

B ToM m apyrom ciydae KapTMHKa MIMeeT OJHY U Ty
e CTPYKTYpPYy — HafIIMCh, U3006pakeHMe, IOACHEHNE.
JlaHHas CTPYKTYypa OTChUIAeT K >KaHpPY SMOIeMBI, KOTO-
pblit 6b1 paspaboran B XVI B., HO cBOoero pacisera
¥ Hay6obIIel! TTOMYIAPHOCTY JOCTHT B 3TI0XY 6apOKKO,
CTaB BBIpaKeHUEM e€ XYJ0)KeCTBEHHOro — MeTado-
PUYECKOTO — MBIIJIEHNA ¥ OFHOBPEMEHHO OTBedYas
HOTPeGHOCTY BpeMeHU B «CUMBOJIMKO-MeTadopude-
CKOM aJI/IETOPMYeCKOM TIO3HAHUM MUPa, B CO3[JAHNUM €TO
KOHKPETHOI U BMeCTe C TeM MeTahy3nIecKoil Mojenm»
(Mopos3os, 1978).

bapouHas smb6reMa OCHOBaHa Ha COOTHOIICHMM
cnoBa (verbum) m Bewm (res) M OOBIYHO IIpefCTaB-
nsgeT coboil TpMaAy BKIIOYAWINYI0 KPaTKylo ado-
pucTudeckylo Hapmuch (inscriptio), maobpaxkeHne
(pictura) u nopgnucs (subscriptio). ['TaBHOe HasHaueHNe
9M6/IeMBbl — M3B/IEKaTh M3 KOHKPETHOTO U BUVMOTO
06pasa CKpBITbIe B HEM CMBICIIBI, PACKPBIBATh MIPUCYT-
cTBUe BoXkecTBEHHOrO B TBapHOM Mupe. A 0cobeH-
HOCTb 3MOJIeMaTN4eCcKOll KOHCTPYKLUM 3aKTI0YaeTcs
B TOM, YTO e€ BU3ya/lbHble U CIOBECHBIE 37IEMEHTHI
COBMECTHO 00pasyIOT 3aMKHYTOe B cebe elIHOe CeMaH-
TUYECKOEe MIPOCTPAHCTBO, B KOTOPOM CO-TIIPUCYTCTBYIOT
MHMBUIYaTbHO-KOHKPETHOE ¥ OTBJIeYEHHO-aJINe-
ropuyeckoe cofepKaHMe, >KM3HEHHas TOPU3OHTANb
9yBCTBEHHOTO BUJIVIMOTO MMpa IepeceKaeTcs ¢ BepTH-
KaJIbI0 BBICHINX CMBICTIOB. B Ijenmom sm6meMarmyecknit
MeXaHU3M BBICTYTIaeT KaK 0COObIil CYTTeCTUBHBIIL, MHe-
MOHIYECKUIL ¥ 060061LIAIONINIL TPMEM.

Ho B KOHTeKcTe CMHeCTe3MM BaXHO M TO, UTO
aMO/IeMy MOXKHO PaccCMaTpyBaThb KaK MeXaHM3M MeX-
9yBCTBEHHBIX aCCOLVIAIINIL, CO-IIPEICTaBIEHNA 3PUMOTO
obpasa u cmosa. IlomMMopanbHy0 IPUPOAY SMOIEMBI
TOYHO BbIpaswi fpyr KomeHunyca Hemenxuit most Ieopr
Oymynn Xapenépdep. IMbneMa, B €T0 TepMUHOMIOTUY
Sinnbild (cMbicmoo6pas), cayXuUT i TOro, YTOOBI
«MOTYILIIeCTBEHHO OBJafieTh IOCPefCTBOM M306pa-
JKEHMA — 3peHueM, MOCPEeICTBOM HaJINCU — 3BYKOM,
a IIOCPEeICTBOM TOTO U APYTOro <...> pasyMOM M HaMms-
ThIO» (1UT. B nepeBofe A.E. Maxosa (Maxos, 2014)).

OMbreMarnsanus comep>xanns B yye6H1ke Komen-
CKoro 6blla TakXKe OTpakeHNeM OOILIero 4yBCTBa
Kpu3uca fA3blKa, BO3HHUKIIero B amoxy XVI-XVII
BEKOB: C/I0OBa BOCIPMHIMAIIICD KaK ITyCTble 000T0YKN

CMBIC/IOB, YeM MOXKHO 1 OOBACHUTD TOBOPOT OT CI0BA
K o6pasy (Maxos, 2014). VIMeHHO 4Yepe3 aMOIeMaTUKy
CTPeMUIUCD IIPeOyioNeTh KOHBEHIMOHANIBLHOCTD CI0Ba,
COEIIMHNUTD €TO C BEUIbI0 He YCIOBHO, @ OLIYTMMBIM
o6pasom. Kak mucan Komencknit: «CnoBa Hy»HO Hpe-
HOflaBaTh M M3y4YaTh He MHaye, KaK BMeCTe C BellaMl,
HOZOOHO TOMY KaK BMHO IIPOJaeTcs, MOKYIaeTcsA
U TIepEeHOCUTCSI BMECTe C IOCY0if, Me4 — C HOXXHAMIA,
TepeBo —C KOpOif, IIJIOf,— BMecTe ¢ Koxuleit. Benpb
YTO TaKoOe CJIOBa, €CM He 000/I0YKA VIM HOXHBI JI/IA
Beein» (Komenckuii, 1982).

Yue6HnKy KoMeHCKOro ¢ ero NpuMHIMIIOM B3alM-
HBIX CBsA3€Ml 1M ONOCPEJOBaHMI, ay[1IOBM3YyabHO-Bep-
6anpHOIT PpopMoit mojauM MaTepuasa MpeuecTBOBAIO
Apyroe U3TaHNe CO CXOKMMMU 3aladyaMi ¥ CTPYKTYPOIL.
Peub upeT o cbopHuKe aMb/1eM «Yberaromas ATamaHTa»
Muxanna Maiitepa, yBusieBliero ceet Ha 40 neT paHee
B 1618 rony. VI KomeHncknit, 1 Majiep mpuHajie>xanmn
K IyXOBHO-MHTE/IEKTYaTbHOMY [IBVDKEHMIO, KOTOPOe,
6naromapsa ®psucuc Veiitc, monydmno ompepnenenue
«pO3eHKpeitiepoBckoe Tpocsenierne» (Meiitc, 1999).
Bo rmaBe storo pBukeHus crtoAn VoanHa Banentun
AHnpipes, 6onpmoit apyr KoMeHCKOro u BIOXHOBUTENb
ero «I[TaHcodum».

Jlna BeIpaKeHMsA MeTapU3NYECKUX CMBICIOB CBO-
ero y4YeHMs pPO3eHKpelilepbl BbIpaboTamm 0CoObIi
CUMBONMYECKMI SASBIK U cUCTeMy 3M6OmeM. OgHUM U3
APKUX TIPYMEPOB PO3E€HKPENIIePOBCKOTO CMMBOIN3MA
¢ ABHBIM 3((PeKTOM MHTEPMOJANbHBIX aCCOLMAIIVIL
MO>XKeT CIY>XKIUTb cOOpHUK Muxanna Maitepa «Y6eraro-
masa Artamanra, win Hosble Xumudeckyue IMOIEMBI,
orkpniBaomue Taiitusl EctecTBar. B «Y6eramoueit
AtamaHTe» Kpaco4yHble 5MOIEeMbl OOpaM/IEHBI CTUXO-
TBOPHBIMM 3MMUIPAMMaMM, MY3BIKaJIbHBIMU KOMIIO-
3UIVAMY, TPEeNCTABIAIINMA COOO0Il TPEXTONOCHbIE
byry, 1 Ipo3audecKUMI PacCyXJeHUAMI-KOMMEHTa-
puamu. Tpyp Maiiepa HasbIBalOT HEPBBIM IIPUMMEPOM
Gesamtkunstwerk u paHHMM OIBITOM MY/IBTMMEAMA,
I7le posib BUJEOPs/ia UTPAIOT TPABIOPHI, KOTOpbIE JIOI-
JKHBI COTIPOBOK/IATHCA MY3BIKOIL 11 TIEHMEM.

M posenkpeliiepoBckas TeMa, ¥ 3MOIeMaTHKa,
U maHcopMYecKue Uey, a IIaBHOE, CMHeCTeTHYecKas
npo6reMaTiKa OTCBUIAIOT HAaC K IPaXCKOMY [IBODY
nmneparopa Pypmonbda II, x KoTopoMy uMen Hemno-
CpefICTBEeHHOE OTHOIIeHNe Maifep, a ¢ KpyroM mpu6mm-
JKEHHBIX MMIIepaTopa TecHo obmrancsa u KomeHCcKwmil.
Bce oHM okaszanmum HecOMHeHHOe BIUSAHME Ha (OPMU-
poBaHMe ero B3IANOB. Pymonbd II 6bin uenmoBexoM
6mectame o6pasoBaHHBIM, IIOKIOHHUKOM 330TepU-
YecKMX 3HAHUIL, IIOYUTATe/leM YYeHBIX, XyHO)KHMIKOB,
MY3BIKaHTOB. EMy ymanmoch o6bemMHNMTD HpM IBOpE
BBIJIAIOIIMXCA JIIOfiell TOTO BpeMeHM U CO3aTh CBOEro
porma mpoobpas maHco¢uitHoro coobijectsa. Cpenn
€ro Y4aCTHVMKOB Halllero BHUMAaHMUA 3aclyXupaeT JIxy-
sernre ApunMOO/IbIO, UTAMbAHCKMIT XYJOKHUK, MY3bI-
KaHT J IIefjaror, TBOPYeCTBO KOTOPOTO MMeET SABHYIO
CMHECTETHYECKYIO HaIIPABJIeHHOCTb.

Kak MysbIkaHT ApunMO0IbIO paspaboTan cucteMmy
COOTBETCTBUI «KPaCKU-HOTbI». VIsBecTHO ero muso-
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Operenne «LIBeTOBOII KIaBMKOPZ», 3BYKM KOTOPOTO
COOTBETCTBOBANN TOMY WIM MHOMY IIBETY, COITIACHO
CO3laHHOJ Ma3CTpO 3BYKO-LIBeTOBOJ MLiKase. Ilo Bcel
BUMMOCTY ApumMOO/IbI0 HaMepeBasCs CO3[arh co6-
CTBEHHYIO TEOPMIO BOCTIPUATHS, B OCHOBE KOTOPOII JIeKar
CMHecTeTM4ecKuii kof. Kak cBujeTebCcTBYeT OOMH M3
apyseit Apunmo6onpno Iperopno Komanuuu: «OH xoten
MOKa3aTh, YTO MY3bIKaJIbHOE MUCKYCCTBO U MCKYCCTBO
JKVBOTIVICU UTYT OFHVUMM Iy TAMM U HOFUMHAIOTCS OTHUM
u TeM ke 3akoHam» (Kpurepckopre, 2002).
HecoMHeHHYI0 CMHECTETHYECKYI0 COCTaBIIAILIYIO
CofieprKat M KapTHHbI XyRoKHIKa. Hanbosnee n3BecTHDI
mBa Gonpiunx 1ukiaa— «Bpemena roma» u «CTuxum».
(1566-1571 rT.), Ha TOMOTHAX KOTOPBIX Ye/IOBEYECKIE
muna 1300paxkeHbl B BUle KOMITO3UIIMIT U3 I[BETOB,
$pPYKTOB, pacTeHmii, XMUBOTHBIX. CaMa KOMITO3MINA,
UTpa I[BeTa U TeHell CO3a0T LIeTOCTHBIN U YYBCTBEHHO
ocs3aeMblit 06pa3. Hampumep, npu cosepiiaHmu 3Ha-
MeHuToro noprpera Pynonbega II B o6pase BeprymHa,
COCTaB/ICHHOTO U3 OBOlIell, PPYKTOB, LIBETOB, HEIIPO-
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U3BOJIbHO BO3HMKAET L[eJIbIIl KOMIIIEKC MEXYyBCTBEH-
HBIX aCCOLIMAIINIA.

B 3akroueHne 1mogBeeM HeKOTOpbIe UTOTH.

Tpyner Komenckoro «Benmukas aupaktika» 1 y4e6-
HUK «MUp 4yBCTBEHHBIX Belllell B KapTHMHKaX» — 3TO
OIVH V3 IIePBBbIX IPUMEPOB TEOPETUYECKOr0 060CHO-
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IZie BCe sSIBJIEHNS CBS3aHBI MeXJY co6oit. B cBoo ove-
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B 1enoM iaxpoHMYeCcKMit TOAXO, B 3YYEHUY CHHe-
cTe3suy Ha npumepe Hacnegua fna Amoca Komenckoro
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CuHecTeTMYeCKadA KapTuHa
Mupa B TBOpYecTBe AHapen
Benoro
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3aBeqytoLan Kadpenpow nctopum,
dunocodum 1 NCKYCCTBO3HaHUA,
HoBocnbumpcKan rocyaapcTBeHHas KoHcepBa-
Topua M. M.A. TnHKK, nk42-68@mail.ru

CTaTbe MOKa3aHo, YTO MO3TY, Myca-

tenmio U punocody Anppeto Bernomy npuHane-
XKUT 0c06ast porb B MaHN(ECTUPOBAHUY CUHECTETIYeE-
CKOI1 KapTuHbI Mypa. CTeHorpaMMa CHMHeCTeTUYHOCTH
mbivieHns A.Bemoro mpepcraBneHa B aBToOMOrpa-
¢udeckoit moBectu «Kotux Jletaes». B Heil mucarens
BBICTpaMBaeT KapTUHY CaMOCO3HAHUS COOCTBEHHOTO
«s1», BOIZIOIIAA €€ B CUHECTETUYECKUX BU3YaTbHO-3BY-
KOBBIX 00pas3ax, a Tak)Ke —B I[€JIOCTHBIX OOpa3ax —
BM3Ya/IbHBIX Te€HITaNbTaX, B KOTOPbIX IPUCYTCTBYIOT
HeaKyCTM4ecKas MY3bIKalnbHOCTb. PaccMaTpusaeTcsa
omnmcaHHas B «[jlocconammm» ¥ 3aHMMAIONAsl BECOMOe
MeCTO B CUMHeCTeTM4ecKoll kapTuHe Mupa A.benoro
uziest 9BPUTMUN KaK CMHECTETUYECKOTO XYH0XKeCTBEH-
HOTO felicTsa. HaMedyeHbI IepCIeKTUBDI MICCIENOBAHNA
CMHEeCTEeTMYHOCTY MbllIeHN:A A. Beroro kak XymoXHu-
Ka M MBICTTUTENISA-CUHECTeTa.

«OTCcyTCTBME IIBETHOTO CIyXa B XyHOXKHUKe Ilepa
U KUCTU — U3DBAH», —TaK B JIOBOJIBHO KaTETOPMYHOIN
¢dopMe BBICKa3al CBOe CHHECTETHYECKOe KPefo 03T,
mucarens u ¢unocod Anppeit Bemsiit (Bensri, 1934).
CuHecTe3us1 Kak CIMsIHME OLIYIIEHWIT, KaK IITyOokoe
B3aJMIMOJIEICTBYE BU3YaIbHbIX, 3BYKOBBIX M KUHECTe-
TUYECKUX TpaHeil BOCHPUATUSA Mupa OblIa HEOTBEM-
JIEMBIM CBOJICTBOM XY/[0’KECTBEHHOT'O CO3HAHUSA MHO-
TUX TpefCTaBUTeNell PyccKoit KynbTypsl CepebpsHoro
BeKa. TaroTeroue K CUMBONM3MY N03Thl B.bprocos,
B.VBanos, K.BanbmonT, xymoxxuukn B.Kangmuckui
u M.Yropnennc, komnosurop A.CKpssOMH HaXOgUIN
B COOLIYIIEHMAX CIIOCO6 yXOfa OT MEXaHUCTUIECKOTO
MBILIJIEHUA U BO3BPallleH!sA yTPadeHHOI IJeTOCTHOCTHI
nosHaHuA mupa. OpHako AHzpero bermomy npunanie-
XKUT 0c06ast porb B MaHN(ECTUPOBAHUY CUHECTETIYeE-
CKOIf KapTMHBI MUPa, 00YC/IOB/IEHHAS €r0 TMYHOCTHBIM
cBoeoOpasyeM ¥ MHTETPATUBHBIM XapaKTEPOM COeHU-
HeHMsI B €r0 TBOPYECTBE XYHOXKeCTBEHHOTO 1 (uio-
co¢CKOro Havasl.

Mapuna IIBeTaeBa B cBoeM odepke «IJIeHHbI JyxX»
JaeT MeTKMe 3apMCOBKM OONMKA II09Ta, IOFYEPKU-
Bas, YTO €r0 BHENIHOCTDb OblIa OTPaKeHUEM BHYTPEH-
Hell CBA3Y JIYXOBHOCTY C BBIPA3UTENbHONM IIJIACTUKON
J)K€CTOB U PUTMOB: «...CTAaPMHHBIN, U3SAIIHBINA, U3bIC-
KaHHBIN, MTUYMII— CMeCh MArucTpa ¢ (pOoKyCHUKOM,
B [IBOJHOM, TPOJHOM, Y€TBEPHOM TaHIe: CMBICIIOB,
C/IOB, CIOPTYYHBIX JACTOYKUHBIX (pajf, HOL..., BCETO
Tes1a, BCeyl BTOPOM AYILN. .. C OT/I€/IbHON )KM3HBIO CBOE

Synaesthetic picture
of the world in the works
of Andrei Bely

Nina Pavlovna Kolyadenko, Head of the
Department of History, Philosophy and Art
Studies, Novosibirsk State Conservatory
named after M.I. Glinka, nk42-68@mail.ru

he article shows that the poet, writer

and philosopher of the Silver Age
Andrei Bely has a special role in manifestation of the
world’s synaesthetic picture. The transcript of A. Bely's
synaesthetic thinking is presented in “Kotik Letayev”
autobiographical novel. In it the writer builds up a picture
of self-consciousness of one’s own self, embodying it in
synaesthetic visual-sound images, and also in complete
images — visual gestalts in which there is non-acoustic
musicality is present. The article considers the concept
of eurythmy as a synaesthetic artistic action described
in “Glossolalia” and occupying a significant place in
A. Bely's synaesthetic picture of the world. The prospects
of studying A. Bely’s synaesthetic thinking as an artist
and thinker- synaesthete are outlined. m
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IBVIPVKEPCKOII CIIVHBI, 32 KOTOPOJ — B [1Ba KPbL/Ia, B [iBe
BOCXOZSAIIVX JIECTHUIIBI OPKeCTP OECIUIOTHBIX JYXOB»
(IIBeraesa, 1991).

ITceBmonnm, B3sTHI Bopucom Byraeseim, 6511 pu-
3BaH aKLeHTHpOoBaTh B Gammauu «bensiii» 60rarcTBo
BHeIIIHe 6eCKPacoYHOro 6eoro 1{BeTa, BKIYA0IIEero
B cebs Bech 11BeTOBOJI ceKTp. Mexxny e, y M. I]se-
TAeBOIl CTIOXWJICSI OCOOBIIT IIBETOBOI MOPTPET MMOITa:
«$l HuKoOrMa He Bufena ero OlefHBIM, BCerga — po3o-
BBIM, JX€/ITO-APKO-PO30BbIM, MeHbIM. OT po30BOCTHU
9TON yCyryb/sanach U CuHeBa I7Ia3, U cepeOpo BOJIOC.
OT cepebpa BOIOC U Cepblil KOCTIOM Kasajcs cepeob-
psaHbIM, MepuatonyM. Cepebpo, Menb, 1a3ypb — BOT
B KaKMX IIBeTax y MeHA ocrancs benbni» (I]BeraeBa,
1991).

besycnosHo, nonmuMonanbHoCTh BocnpuATA M. 1Be-
TaeBOil BHEIIHOCTY MO3TA CBUJIETENbCTBYET O MPUCYT-
CTBUM CUHECTETUYECKON «ONTUKU» B €€ COOCTBEHHOM
Xy[I0’)KeCTBeHHOM A3bike. Ho, B cBoIO o4epenp, Takas
ontrka 6bUTa MHUIMMPOBAaHA BOIUIOLIEHHON BOBHE
CUHECTeTMYHOCThI0 MbIteHus A.bemoro. Eé cBoe-
00pa3HyI0 CTEHOTpaMMy OH OJecTslle IpefCTaBII
B aBToOmorpaduueckoit nosectu «Kortuk Jleraes»
u KHure «Imoccomanms».

Obpamascy k nmosectu «Kotuk Jleraes», momuepk-
HeM, YTO paMKM CTaTb! U 3ajjaua, IOCTaB/IeHHas B Hell,
He IO3BOJIAIOT OCTAHOBUTHCSA Ha €€ I[eJIOCTHOI KOH-
LeNyM, 00YC/IOBIEHHOI aHTPONOCO(CKUM BIUAHIEM,
a Takke ugeamu [lanre, lere u Humme, OTMeTUM nuiib,
YTO MMCaTeIb BLICTPAMBAET B Hell KaPTUHY CaMOCO3Ha-
HUsL COOCTBEHHOTO «s1», BO3BPALIAsCh K BOCIPUITHIO
MIpa peOeHKOM, HaX0[sl B 3TOJ KapTUHE OT3BYKY 3BO-
mouyy BceneHHOM U 4enoBedyecTBa M COOTBETCTBYIO-
Iye UM CTaJuajbHble YepThbl TBOPYECKOIO Ipoliecca
XyROXHMKA. ITOT ITyTh OH 0003HAYaeT KaK HUCXOXK ie-
HIe TI0 CTYIEeHAM IaMATH, a 3aTeM — CYMBOIMYECKYI0
TpaHCcPOpMalMI0 3TOTO ABIDKEHUSA B pacllupeHue
CO3HaHMA U TBOPYECKOE BOCXOX/IeHNe.

KapTnHa >xe caMOCO3HaHUs KaK HUCXOXJEHUA
B IJIyOMHBI IAMATY TIPeACTaBIeHa MOCPECTBOM «OIN-
CaHMIT U HaOJIOIeHNIT BIIeYaT/IeHUII», KOTOPbIE «OTMU-
paroT y B3pOCIbIX» ¥ KOTOpPbIE MMCaTe/lb CUHECTeTUYe-
cK1 npepcTaBisaeT B obpase Koruka JleTaesa.

CyHeCcTeTMYeCK) OIMMUCBIBAETCSA B IIOBECTU IIPOOy-
Xpaenue y Kortuka JletaeBa camocosHanusa: «CaMoco-
3HaHUe, KaK MJIafieHel] BO MHe, LIMPOKO OTKPBIJIO I71a3a
U CTIOMAJIO BCe — O TIepBOJi BCIBIIIKY CO3HAHUA. .. MO
JKU3Hb — B PUTMe TOAVH: B KECTUKY/ILNY, B MUMMKE
MUMO JIETSIINX COOBITUI; CIOBO — MUMMKA, TaHeI,
ynbIOKa, ¥ HEBHATHIIA CTOB BKPYT MEHs ILIETIeCTUT
u mopxaet» (Benbiit, 1990).

IMonuMonanbHOCTD MMpa olylieHnit pebenka A.be-
7B 0OPa3HO CPAaBHMBAET C M300pKEHUSAMU MHOTO-
PYKUX craMcKux 60xecTB. « MHe ObIT Mup — OLIyIe-
HJIEM... JaKe He OPTaHOB Tefla, a — ObIOLINX, PEBYILINX
Y CTPaHHO CEKYLIMX OVeHMII, B MeHs BIIASHHDIX, MEH:
TAHYIIMUX 3a cO0OJI, pasBUBAIOIIMX BO BCE CTOPOHBI
OT MeHs KpbUIBUIOPYKVE MOJHMM HIYIbCOB: 00pasoM
U MOR06MEM MOETO COCTOSHNS MOXKET CIY>KUTb Pa3Be
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TNIIb U3006paskeHNe YyAMINA, THICAYEPYKOTo CYIecTBa
(cuamckue craryatku)» (Benbiit, 1990).

Poct camoco3HaHUA pebeHKa, KaK OTpaskeHIe 9BO-
TIOIVM Y€/IOBEYECTBA, U MOMMMOIANbHOCTD MMpPa €To
OIIYIIeHNIT HpeACTaeT B CMHECTeTNYeCKUX obpasax,
BK/TIOYAIOIINX Das/lINyYHble PANBI: apXaukKy (pacckKasbl
eMy o cTapoM AfiaMe, 0 pae, o EBe, o ipeBe, 3eMite); CHBI;
HM3IIVe (IpeBHMe) TaKTUIbHO-TEIIOBbIE OIIYIIeHN.

buennsa, mynbcpl, mpeppaiieHus, NpoM3pacTaHuUsA
B 06paszaXx caMOCO3HaHMA —3TO BIIeYaTIeHUA-BOCIIO-
MJHaHVs pebeHKa O «CTpaHe XU3HM PUTMOB», Ife OH
6bU1 0 poXfeHNUA. BocrmoMyHaHMA OIS HEro —sTo
«My3bIKa cepbl, n 3Ta chepa — BceneHHas» (bebrit,
1990). ITocTosHHBIe HAMEKM Ha MY3BIKY cdep B IoBe-
CTV HeCTyd4aliHbl: mmdaropelickas rapMonmsa coep,
KaK M3BECTHO, 3TO HE peajbHas MY3bIKaJabHasg IPaK-
TUKa, 2 YMOIIOCTUTaeMble PUTMbI KOCMOCA, BO3BBIIIAI0-
mye pyury. Hecnpimmmoe, HesByvaljee My3bIKaTbHOE
Hayaj0 OTKPBIBAET IyTh K BHYTPEHHEMY HAYXOBHOMY
OIIBITY, KOTOPbINI OOBEeNUHAET BCe BHELIHME YYBCTBA,
U B ITyOuMHe KOTOPOTO BO3HMKAIOT MEXCEHCOPHBIE
CBA3K WM cuHecTe3un. [ToaToMy 0co6yio porb B IOBe-
CTU TIPHOOPETAIOT CHHECTeTHYecKre o6pasbl, B KOTO-
PBIX IPUCYTCTBYET HEAKyCTUYECKAs MY3bIKaTbHOCTD.

CnusHMe 3BYKOBOTO M BU3Ya/JbHOIO OILYIIEHMIA
Y Teposi IOBECTH, C OFHON CTOPOHBI, IPMBOJUT K BHUJIE-
HUIO B IIBeTe TOJI0Ca MaTepiu: «HeBY4Mil MaMOYKMH
TOJIOC ... BCIIBIXHY/ MHE SIPKO-KPAacHbIM, MHE MM/IBIM,
MHe apeBHUM» (Bembii, 1990). C apyroit CTOpPOHEL,
o6pas tetu JJoTH BOCIPUMHMMAETCSA MOCPENCTBOM 3BY-
KOBBIX acCOIMAIUIl: «KaK METOJMYECKMiT 3BYKOXOf»,
«MMHOpHas raMMa», «KOHKpPeTHO —raMma e-moll»
(Benbuit, 1990). Papj moBTOpeHMIT, «Kak raMma, Kak
TUKaHbe, KaK INajleHNe KaleieK B PYKOMOJHUKe» [JIs
HEro «OCOOBINl CTPOIL, KOTOPBIL CO3faeT BeyHOCTDb»
(Bensiit, 1990). CrHecTe3ns BBICTYIIAeT IPY BOCIIPUA-
T BEeYePHETO YTEHMUs eMy O] IAMIIOJ TI0OMMBIX CKa-
30K, I7le «BCe BBIPACTAJIO U3 3BYKOB — KUIIENIO, TPeMerIo,
pbIano, Hocunock, 6mucrano» (benerit, 1990).

VcTOYHMKOM HeOOBIYHBIX CHHECTEe3U CTalIo A
MaJIeHbKOr0 reposi MMOBECTH MoceleHne Xxpama. Ilpaso-
CTaBHOE XPaMOBOE JIeJICTBO M3[JaBHA OPMEHTUPOBAHO
Ha TIyOMHHYIO CBSA3b KOMIIOHEHTOB €T0 BOCIIPUATHUA.
CoefyHeHMe 1I€PKOBHOTO II€HMsA, 0COOOM IIACTUKM
CBALIEHHOCTYXUTENEN, TPeNellyllero cBeTa aaMIaf,
3aBechbl (PUMMAMOB, PACI/IABIAIOIUX JIMKU CBATBIX
Ha MKOHAaX, NPU3BaHbl BO3HOCUTDb BEPYIOLINUX K Bep-
myHaM [yxa. Tak n Koruky JletaeBy «...[peBHIOO,
OTPOMHYI0, HO IT03a0BITYI0 MCTUHY OTKPBUI B XpaMe
pasfgaBIIMiiCA B «CUAIOIIENl CMHEBATOCTM JbIMar
«TO7OC CBALIEHHNKA, OT KOTOPOTO 4yTh He JOIHY/IN
CTeHBI... — b1ecko-rpoMkoe, orpomHoe ConHIe»,
«conmHeyHblit ronmoc» (Bensrit, 1990). «IpeBHOCTD
B CeIMHAaX», «OeJIblil TUK, TOYHO OKO ITIAAALINIA B 30710~
TOM TPEYTO/IbHMKE, CUHECTETUYECKY CIIMNCH CO 3BY-
KaMM: elé JONTo CABIIAIICh eMy «KaKue-To 6arpo-
BbI€ PEBBI, CEPEeOPIINCH ¥ CUHWUIINCH TUCKAHTDI», «KaK
KPBUIbSIMM, TPOMaMM OUJI XpaM, U B TJIATONMBI 06/IeKCs
Kak B cBeThl» (Benpiit, 1990).



[ny6uHHas CBA3b OLIYIEHWUII BBISBIBAET Y TIepos
MOBECTV ¥ BO3HMKHOBEHME TAKUX L[ETOCTHBIX 0Opa-
30B, KaK BM3YajIbHbIE TelITa/bTbl, «CXBAaTBIBAIOIIME»
reHepasibHble CBOVCTBaA siBneHuit. He mckmoyass mpu-
CYTCTBYE KOHKPETHBIX 00pa3oB, rellITalbT B OCHOBHOM
¢buKcupyeT BHMMaHMe Ha XapakTepe OeClpeIMeTHBIX
JIMHMIL, KPACOK 11 GOPM, BBIPOKAIOLIVX X «BHYTPEHHEe
3By4aHue». I109TOMy 0COOEHHO NPORYKTUBHO CO3[a-
Hlle BU3YaJIbHbIX T'ellTaJbTOB MY3bIKaJbHBIX 00pa3oB
VI TeIITaIbTOB, BBIPXKAIOUVX IPOCOAMUKY IOITHUYe-
CKOTO MM TIPO3aNY€eCKOrO TEKCTA.

M3BecTHo mpusHaHume Momapra o TOM, YTO OH
yeugen 6ynymyro cumponnio «fOmmrep» kak ogHO-
MOMEHTHBIII 006pa3, B KOTOPOM MY3bIKaJIbHBII Bpe-
MEHHOJI Ipoljecc NpeBpPaTUICA B MY3bIKalabHOE
HpPOCTPAHCTBO. Takoe «CBOpadyMBaHMe» BPEMEHU
B IIPOCTPAHCTBO, Pe3y/IbTaTOM KOTOPOTO CTAHOBUTCS
U3BeCTHas CUHecTeTHYecKas Metadopa «3acThIBLIAsI»,
«3aMOpOXKEHHass» MY3blKa, OCYILIECTBIEHO B IIOBe-
ctu A.benoro B BM3yaZbHOM TelITanbTe, OCHOBOI
KOTOPOTo sIBsieTcss 06pa3 HOBoropHei enku. KoTux
JleraeB NpenCTaB/IsIET, YTO «eCM OBl BCEMY ITOMY
CMepP3HYTbCA, TO PeTUBbIE PUTMBL CTAI OBl BETBIAMI;
a Oplollye IyIbChl — UITIMHKAM¥; TaM CTosia OBl
e/I04Ka; BCe MEMOAMIIKM M3 Hee BbIpacTaay UIPYII-
KOJl; M3 TpemelyIiuX 3BYKOB CIOXMINCh ObI HUTHU
u Oycpl; a M3 KUILALMX, JETAIMX aKKOPHZOB — XJIO-
IYIIKY; 3aCTPEKOTAN Obl IOMKMMU OycaMy XpycTanu
AVICKaHTOB; a 6achl 6bI HaAyIUCh OOBLUIMMM LIApaMU
us 6meckos» (Benblit, 1990) 1 3aK/I0YaeT: «ga — MeIO-
IV — eJI0YKa, a OODbIACHEHMEe 3BYKOB — BOXIKEHUE
61meckoB Haj 6meckamu» (Benbiit, 1990).

Kax u Bce 06pasbl IOBeCTH, BU3Ya/IbHbII TeIlITaNbT
HOBOTOJHEN €/IKM HaJIe/IAeTCA TallHbIM CMBIC/IOM, CBSI-
3aHHBIM C HaKOIUIEHMEeM PeOeHKOM HAYXOBHOTO OIBITa
N03HaHMA cebs 1 Mupa. VI3 eTOYHBIX HUTeIl BHICTYIIAeT
IUISL HETO «IIaMSATh O NMaMATU» U KAXKETCS eMy, YTO «Ha
MUT SIBJISIETCSI TA CaMasi [PEBHOCTD B CEIMHAX, B a/iMa-
3ax» (Benbiir, 1990). M maa 4uTaroiero moBecTb BO3-
HIJIKAeT OLIyTMMasl MepeK/INYKa CO CTPOKaMMU JPYroro
nosta CepebpsiHoro Beka, b.IlactepHaka, KOTOpBIi
IMCAJI B CTUXOTBOPEHNN «3MMHIE IPasgHuKI»: «Byny-
1ero — HegocratouHo, / Craporo, HOBOro — Mano. /
Hapo, uT06 enkoit cBsiTouHOI / BedHOCTH Cpefib KOM-
HaTBI CTaIa».

Hawubornee e eMKO BbIpa)kaeT UJEI0 IIOBECTH BU3Y-
QJIBHBIN TelITaabT, 00beUHAIOIINIT [Ba HATIPABIEHNS
ILYXOBHOTO Iy TH €€ reposi — HUCXOXXAEHNUe B ITTyOUHBI
IPOLUIOrO ¥ BOCXOXAeHMe B Oymymiee. Kak pamka
KapTVUHBI, OKPY>Xa€eT BMU3YaIbHBI T'eITaIbT TPYIK/BI
noBTOpsifomascs ¢pasa «f crowo 3mech, B ropax»,
IpefllecTBYIONIasl BCIIBIBAHMIO U3 NaMATH obpa-
30B CaMOCO3HaHMs. A Ha remrajgbTe KaK «dKpaHe
CO3HAHMA» BO3HMKAIOT BM3yanbHble 00pasbl-CHHe-
cresun. «3[ech KaMeHMCThle NMUKU... BCTABAIMU IIOf
He00, MepeKIMKanuch APYT C JPYroM, oOpasoBbI-
BajIl OTPOMHYI0 IONMNGOHUI0 TBOPUMOIO KOCMOCa»;
«IIaJIbIIbl NMKOB IIPOTATUBAJNCDH, >KECTUKYIMPOBAI
Y PacCTaBIIANICA penbed, U TOBOP IPOMOBOTO romoca

COIIPOBOX/IA/I MEHs OBCIOAY. .., 00aBas TaHII YOI
map... , HO IIof] HUM Bce: JPOXKajIo, PIao, TpeMerio,
poiao...» (Bembiii, 1990).

CospaBaeMblit 00pa3 HAacTONBKO IIPOHM3AH 3BY-
KOBBIMM aCCOLMAIVIAMY, YTO BU3Ya/JbHBIN TEUITAJIbT
npuobpeTaeT 4YepThl MY3bIKaJIbHOIO TIelITaNbTa, e
«beryIye BeTpsl B BETBAX Pa3pelIaloTCs B CBUCTBI IO,
YEePHBIM PEBOM YTECOB, ... TOPTAHHBIT (aroT Mex yre-
caMyl yIIyO/seT yienbe II0J YeTKUMU YMCTBIMU Ipa-
HAMU CEpPBbIX TPOMa/, U BJIPYT MOYYAATCS 3BYKM OTTYZA
cepebpucThIX apducToB, HUTPUCTOB... (Benpit, 1990).
Tak cuMHecTeTM4eCK! TBOPUMBIN KOCMOC TOPHOTO TIeii-
3a)Ka CTAHOBUTCS B IIOBECTY YEPTOIL, I'PAHBIO, OTAEIIAIO-
1elt mpouuioe ot Oyayiero B camocosHanun Kormka
JleTaeBa.

OTMeTnM, 4TO 06pasbl Ha BU3Ya/IbHBIX TelITANbTaxX
AHppes Benoro Mo)XHO TpaKTOBaTh KaK aHTpOIocod-
CKue MbICIe(OpMBI, MMelye IPOUCXOXJeHNe U3
IIBETOBOT'O CMMBOJIM3Ma HEOI/IATOHMKOB U BOCTOYHBIX
yueHuit 06 aype. Ho B maHHOM ciy4ae OIpegesnsio-
VM SBJIIETCA TO, YTO, KaK IIPaBIIO, TOHKOE BUJCHIE
ayppl OOYCTIOB/IEHO B3aMMOMEMCTBUAMU CEHCOPHBIX
MopialbHOCTell B BocnpuATyn. IloaTomy, crenyanbHO
He OCTaHaB/VBAasACh Ha aHTPOIOCOPCKOM 00 BSCHEHUN,
nopgyepkHeM Bcrer 3a b. TaneeBbiM, 4TO «06a 3BeHa
CUHECTETUYECKOTO COOTBETCTBUS, BHEIIHE, Ka3aloCh
Obl, U3 «HAIIeTo», YYBCTBeHHOro Mmupa. Ho... 3pmech
MBI VIMeeM J[IeJI0 C YABOEHHO}, KOHLIEHTPMPOBAaHHON
CUMBOIM3aLye, u6o yxe 3a 060MMYU YYBCTBEHHBIMU
KOMIIOHEeHTaMI (CMHUII 3BYK) IPOCMaTpUBAIOTCS 3bI0-
KIie KOHTYPbI «MHOTO» MMPa, B KOTOPOM «HEBE/JOMBIM»
o6paszoM oHM cBA3yTCA» (lanees, 1987).

Takas >Xe KOHIIEHTPUpPOBAHHAas CUMBOIU3AIUS
NpPOSBNAETCS M B CO3HATETbHO OPraHM30BAaHHOM
XY[0KeCTBEHHOM JieliCTBe — 3BPUTMUY, 3aHMMAIOLIeil
BECOMOE MeCTO B CMHECTETUYEeCKON KapTMHe Mupa
A. benoro. VI3BecTHO, 4TO Ujes 9BpUTMUM, IPUHAJITIE-
xaas 9. JK.-[lanpkposy, 6bima TpakToBaHa P. IllTaii-
HepoM B aHTpornoco¢ckoM miaHe. HeBosmMoxxHO oTpu-
LaTb U 330TePUYECKM-JYXOBHBIM CMBICTT 3BPUTMMUM,
BK/IafibIBaeMblit B Hee mop BiusHueMm P. Illraitaepa
A. BenpiM. B ero pacmngpoBke «CBAIEHHBIE» >KECTHI
SBPUTMMCTOK «BBIPAXKAIOT TaHEIl 3Be€3[], 3ByYaHN:A
KocMoca, cnmpanu cnoxxenust mupos» (bemsiit, 2005)
unn, no P. IllteiHepy, «ABYDKEHMS, )XMUBYIIVE B CBEPX-
YyBCTBeHHOM 4eoBeKka» (IllTeitnep, 1997).

Ecmu e paccMaTpuBaTh 3BPUTMMUIO KaK CHHeECTe-
THYECKOe XY[0XeCTBEHHOEe HeVICTBO, Ooee NMPUHIMN-
MMUAIbHBIMY CTAHOBATCSA WMHbBIE ACIEKTHI, U3IOXKEH-
Hble B KHuUre A.benoro monx HasBanmeM «Imoccomanus
(IToama o 3ByKe)». He ucrionb3ys crnenyanpbHO TepMIUH
«CMHEeCTe3Ms», MUCaTeNIb TPAKTyeT MBIC/IM, BBIpakKae-
Mble 3BYKaMI pedM, KaK pe3y/IbTaT IMpOsB/IeHNA BHY-
TPEeHHero, IMTyOMHHOTO eIMHCTBA PasHbIX OLIYIeHMI
U TIUIIET, YTO «... MOTJIa OBI OBITH MBICTTb KTTOKOTaHbEM
KUITAIMX, CBUCTAIINX, 3BYYaIINX, HOOIUX CYIIeCTB»
(Bensrit, 2005).

OH pajgMKanbHO HPOTUBOIIOCTABIAET APYT [PYTY
A3BIK TIOHATUII M 00OPa30B: «CYXO¥, IIOCKMII ITOHA-

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CMﬂ,OpOB-ﬂ,OpCO 2[]9



TUVHBIA CMBICTT» /I HETO — «KOPOCT KPUCTANIOB
(xaMHeiT), CKOBaBIIMII IVIAMEHb», «OypIO pacIas-
JIEHHBIX PUTMOB 3Byd4aliero cmbicia» (Benbiit, 2005).
IMonsaTne — «mM306paxkeHye TOUKM, MOMEHTA, ITYHKTUP
B opeone o6pa3oB» (bBernpit, 2005), COBO ke «HACHI-
IIEHO MUKCHPAMI XU3HEHHBIX COKOB» (Benbiit, 2005).
«ITepexof OT MOHATUA K HOHATUIO — OTPOMHBIIT IIPO-
I[eCC, HAIIOMMHAIOUIVI KOCMOC, B KOTOPOM ITOHATUSA —
3Be3JIbl — OTJIe/IeHBbl APYT OT Jpyra O6e3MepHbIMU Oe3-
RHAMM», «O€3THBI STY — YYBCTBEHHBINI CMBIC/I C/IOB»
(Bemnsiit, 2005). CyIHOCTD e 3BYKa, 110 €0 MHEHUIO, —
«B 3a-00pasHOM, B KOPHEBOM, B Iipapoaumom» (Berbiit,
2005). 3pecp obpasyercs «BOMHOOOpasyue JIBIOLIMXCS
cTpyi» (Benbiit, 2005) M BMECTO MBICIM BO3HUKAIOT
«ponTaHs! u mynscol» (benbiit, 2005).

OCHOBHYIO e pO/Ib B XyJO)XeCTBEHHOM BOCCO3[ja-
HUM DIyOMHHON CYIHOCTY MBIC/IEl ¥ YYBCTB BBIIOJ-
HsIeT B 9BPUTMUMU SI3bIK YKECTOB: «KECThI — OHBIE
3BYKM eIlé He CIOKMBLIMXCS MbIcneit» (Benbrit, 2005).
Tpakrys B «I[7occomanum» SBPUTMMIO KaK MCKYCCTBO
MHTepIpeTaluy sI3BIKOM >KeCTOB IPOCOAMKY (3Byda-
HUsI) CIIOBECHBIX TEKCTOB, A.Benblil mpegupuHumaer
MIOMIBITKY JI€Ta/IbHENIIIEN YKeCTOBO-II/TACTUYECKOI pac-
mnPOBKY C/IOBaps ITIACHBIX ¥ COIIACHBIX 3BYKOB. OH
HasbIBaeT 3BYKI s3bIKA «IPEBHUMI >KECTAMU B ThICAYe-
JIETUSIX CMBICTIA», KOTOPBIE «IIOAIIsAEN HAll Ge3pyKuit
SI3BIK M IIOBTOPIJI ero 3ByKamu» (Berbiii, 2005).

Vcnionnenne ssputmun, no A.benomy, ato— cBoe-
00pa3HBIil «OPHAMEHT YKECTOB»: «HAIIIE TEJI0 IIPOHM3AHO
TPEIeTOM >KeCTOB U TapMOHMYECKUX ITyTbCOB», 3TO—
pacckas B KECTaX O TOM, UTO eCTh B HAC, HO YeTO MbI B cebe
He y3HaeM 0e3 BCKPBITVA Heflp, OCBEll[aeMbIX PUTMaMMU
Tena, ... BA3h U3 Hux Bcex» (Bemsrit, 2005). B ucrnonue-
HUY 9BPUTMUM «CITOBA SI3bIKA ITPOYMUTHIBAIOTCS B 3200-
pa3HOM CMBICTIe, B KOCMWYECKOM CMBICTIE, B TaHIIaX
BuOPpa1Mu Cl0Ba, B OpHaMeHTax XecToB» (benblit, 2005).
Kak cumraer mmcaresnb, B MCKYCCTBE 3BPUTMUN IIPOSIB-
JIsIeTCs «3HaHMe MM(POB IPUPOJIBL, 34€Ch MBIC/Ib JIbETCSA
B CepALle, a cepaLie KpbUIaMu-pyKamy — 6e3 CJIoB TOBO-
put» (Bembrii, 2005). «IOBpUTMUA —ITO TpaMMaTHKa,
KpackKa, JIOTMKa, 3BYK, 3aKUTAIOIye CUAIOLIEl, epenB-
vaToit papgyroi» (Benbrit, 2005). «Bupern s sBpUTMUCTOK,
IJILIET OH,— MX IIapQbl METAMUCh; M AyraMy KPbIINIL
Ka4ya/mMCh UX PYKY; M ONYCKaINCh UX Iapdbl; 6bIBaIO,
CTOWT Ta M 3Ta, IPOTAHET K HaM PYKU, PUCYS Ha/eKue
3BYKIL: Ka3aJ/I0Ch, 33 Hell KTO-TO €CTb; U PACKO/IaMy 3ByKa
6nectut cama JIpesHoctb» (Benbiit, 2005).
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OTtmeTnM, YTO UAeA IBPUTMUM He TepseT aKTyaslb-
HOCTb U B Haile BpeMs. CoxpaHAsA CBA3b C aHTPOIOCO-
¢ueit B Banpropdckoit memaroryuke, oHa, BMeCTe € TeM,
CTaHOBUTCA 3¢ (EKTUBHBIM CPENCTBOM CUHeCTeTHYe-
CKOTO BOCHPUATUA He TONMBKO TO3TUYECKUX TEKCTOB,
HO ¥ MY3BIKaJbHBIX NpOM3BefleHNI. B coBpeMeHHbIX
VCTIONTHEHUAX 3BPUTMUN MCYE3aI0T LIETKOBbIE XUTOHBI
u wap¢sl, Mepefaroliue KOHTUHYaNIbHble CTPYSLIecs
IIOTOKM KOCMMYECKOJ SHeprMu B aHTPOIOCOPCKOM
noHuMaHun. Ho mpu aTom coxpaHseTcsa e€ OCHOBHOI
CMBIC/I, TOHKO paciingpoBaHHbiil A.BenbiM: rpymnmsl
VCIOTTHUTENIEN, ABUTASACh B IPOCTPAHCTBE U «IIepe-
BOJSI» 3BYKM B OKECTBI, IIOTPYXAIOTCS B INTyOMHHBDII
MY3bIKaJIbHO-JPaMaTypruyecKuil mpolecc, BU3yanbHO
BOCIIPOM3BOJs MHTOHALlMOHHOE pas3BUTHe 006pasoB
U YepefoBaHMe TeMOPOBBIX KpacoK. «[leass He3puMyIo
sBputMuio 3pumoit (P. [llraitHep), a cBOI OpraHusm —
OpraHOM BOCIPUATHA TOHKMX JYXOBHBIX BUOpAIiuii,
€€ JCIIOTHUTENM CO3[AI0T XY[O0XKeCTBEHHOE TBOpe-
HIEe, B KOTOPOM COOIIYLEHNA MPUBOJAT K YCUIEHUIO
MHTeHCUBHOCTY 9yBcTBOBaHM» (Kox 1 Baruep, 1995).

besycnoBHo, cHecTeTrdecKas KapTHHA MUPA B TBOP-
gyecTBe AH/Ipes benoro ropasjo mupe npefcTaBIeHHbIX
B CTaThe OTJENbHBIX ACIEKTOB ¥ BKII0YAIOT MHOXKECTBO
MHBIX NMposABNeHnit. OrpaHNYMBIINCD K€ CKa3aHHbIM,
06paTyM BHMMaHIe Ha HEKOTOpPbIe BO3MOXKHbIE TIPOEK-
1Y 0603HaYEeHHBIX HAMU [IOIOXKEHUIL.

Bo-mepBbIX, B0 cux mop ocTraercs 6e3 BHUMAHUA
UCCTIefloBaTeNIell CUHeCTeTYEeCKMII cpe3 0OpasHOCTH
JIntepaTypHbIX cuMMQOHMII IMcaTensA, CO3MAHHBIX Ha
OCHOBE MEXCEHCOPHBIX CBA3€ll MY3bIKalTbHOTO 3bIKa
U IPOCOAMKM TUTEPATYPHBIX T€KCTOB. Bo-BTOPBIX, /1A
MY3BIKaJIbHO CHHECTETUKI MOTYT CIYXMUTb 00pasIioM
npusefieHHble B «KoTuke JleTaeBe» mpyMepbl BU3Yasb-
HBIX TeIlTa/JbTOB, YKa3blBalollile IUIOJOTBOPHBIN IyTh
«IIepeBOfia» 3BYKOBBIX (PeHOMEHOB B Bu3yanbHble. Hako-
Hel, paspaboranHas A.DBenbiM crenuduka sBpuTMUM
MOYKeT BHECTH OTIpefie/IeHHbIN BK/IaJ| B OCMBIC/IEH)E Pas3-
NMYHBIX MHTETPATUBHBIX SABJIEHUI —OT «BU3YanbHOMN
MY3bIKI», «MY3BIKI >KECTOB» — JI0 COBPEMEHHBIX CHHe-
CTE3UITHBIX ¥ MYJbTUCEHCOPHBIX KoMIo3uiuii. OCHOBOI
e I/1 JarbHeNIero OCMBICIEH) s 3TUX U MHOTUX JIpY-
TMX aCTIeKTOB CITYXXUT TO, YTO, KaK Xy/IO)KHUK U MBICTIN-
TeTb-CUHECTET, CO3/laBas CBOIO KapTUHY Mupa, A.besnblii
BCe MBIC/IU ¥ 9YBCTBA MOCBATUII TOCTVDKEHUIO €IVHOIA,
CKPBITOJI 32 BHEIIHe! pa3oOIeHHOCTbIO MCKYCCTB, IIy-
OVHHOJI TyXOBHOJI CBA3M Belllel ¥ SIBJICHN. W

Kox 3. Baruep I. Mnousudyanvrocmo yeema. ITymo ynpax-
HeHULl 1o JICUBONUCHOMY nepexcusanuto ysema. M.:
Anmponocogus,1995. —111 c.

LiBetaeBa M. IInennuii Oyx (Most 6cmpeua c Anopeem Benvim //
06 uckyccmese. — M.: Uckyccmeo, 1991. — C. 215-233.

IIreitaep P. Anmpononozus u nedazoeuxa.— M.:Ilapcugpany,
1997. —125c.



CeetnaHa HukonaeBHa JloceBa
Svetlana N. Loseva

CuHeCTeTUYHOCTb §
B CTPYKTYpE My3blKasbHOW
ofdapeHHocTu A.TennAaKoBa

CeeTnaHa HukonaesHa Jlocesa, Kadbepa
My3bIKarnbHOr0 06pa3oBaHmA, MpKyTCKMiA
rOCYAapCTBEHHbI YHUBEPCHTET,
loseva@bk.ru

IIMCBIBAETCS MTOAXON, K BOCTIPUATHIO

MY3bIKa/JIbHBIX TEKCTOB C ITOMOIIBIO
CMHECTEe3MIM WIN MEXJYYBCTBEHHDIX CBsA3ell B IICUXUKE.
BeicTpanBaeTcst HaydHas CHCTeMa HECKOMbKMX 6a3o-
BBIX IIOHATHIT Ha ocHoBe mcciaenoBanusg H.Komgamenko.
PaccmoTpenme mpo6neMbl OCHOBBIBAaeTCA Ha aHajM3e
MHOTOOOPa3HBIX JAHHBIX, IOCBSIIEHHbIX OMICAHNIO Ha-
YYHOTO ITO3HAHMA CHHECTETHMYECKON MHTETpaLuy IICH-
XMYECKMX IIPOLIECCOB B CTPYKType MY3bIKa/lbHON Ofia-
péanoctn A V. TermsakoBa. DcTeTUdecKue U 9TUIECKIe
neHHOCTH TBopuecTBa A.J. TemAxkoBa ONNCHIBAIOTCA
KaK OCHOBAa MY3bIKa/JIbHOTO, JYXOBHOTO, TBOPYECKOTO
U VHTE/UIEKTYaIbHOTO PA3BUTI Ye/IOBEKa.

TernsaxkoB AHatomuit VIHHOKeHTbeBUY popwicsa 25
ceutsiopst 1952 roma B VIpkyTckoil obmactu B cere
Kamenka Boxanckoro paitoHa. B pmercTBe, B BO3pa-
CTe IIATU JIET, CAYy4YMIach Tparegyus —IIOC/e TsKENon
6071e3HY OH TOTEPsi 3peHue. IIyTh CTaHOB/IEHNS KOMIIO-
3uTOpa OBUT CIOXKHBIM: B VIPKYTCKOII LIKO/Ie-MHTEpHATe
WIS CTIeNBIX U CTAaOOBU/SILINX [ieTell, B My3bIKaIbHOM
CIEL YUYWL I He3PA4NX M CIabOBUSLIMX MY3bI-
kaHTOB B Kypcke, o6ydenne B HoBocnOupckoit rocymap-
cTBeHHOI KoHcepBaTopunu. C 1975 roga no Hacroslee
BpeMsi AHaro/mii VIHHOKeHTbeBUY pabOTaeT ¢ TBOP-
YeCKMMM KOJIEKTUBaMy VIPKYTCKOTO pernoHanbHOTo
oTeneHust Becepoccuiickoro o61iecTBa CIermsix.

B Hactosmee Bpems, TensakoB AHaTommit VIHHOKeHTD-
eBIY — 3aC/Ty>KeHHBIT pabOTHUK KYIbTypsl Poccuitckoit
@epnepanyy; Jlaypear Beepoccuiickux u MexyHapos-
HBIX KOHKYPCOB. AHaTO/Mi1 VIHHOKEeHTbeBIY HaTrPaskKIeH:
[TpeMuAMy crenyaabHOIO MEXIYHAPOJHOIO KOHKypca
kxomnosutopos (Yexws); IlepBoit mpemmeit MexgyHa-
popHoro KoHkypca «Kommosurop u dpomsxmop» (2005);
ITpemueii ryb6epHaTopa VIpKyTCKOit 06/1acTH 32 ZOCTH-
JKeHUA B 00/IaCTH KyIBTYPBI M MCKyccTBa (2012) —3a
LUK cCMMGOHNYECKUX, MHCTPYMEHTA/IbHBIX U BOKAJIb-
HBIX IIPOM3BEJEHNI, NOCBAEHHBIX Topony VIpKyTcKy
u o3epy Baiixa.

OcHOBHOe HanpaB/IeHNe TBOPYECTBA KOMIIO3UTOPA —
MYy3bIKa/lIbHasl apXamka U apaHrapy. Cpeam coumMHeHMit
aBTOpa — My3bIKa cMM(OHIIeCKas, BOKaJIbHO-XOpOBasd,
KaMepHas1, IPOM3BeIeHNA J/I1 OPKeCTpa PyCCKUX HapO-
HBIX MHCTPYMEHTOB, COYMHEeHNs sl OasiHa, banaaiku,
aKKOPZI€OHA I TUTapbl, MY3bIKa K CIIEKTAK/LIM ¥ KNHOMY-
3bIKa.

Synestheticity in the
structure of musical
gift a.Teplyakov

Svetlana Nikolaevna Loseva, Department
of Music Education, Irkutsk State University,
loseva@bk.ru

n approach to the perception of

musical texts using synesthesia or
inter-sensory connections in the psyche is
described. The scientific system of several basic concepts
is built on the basis of the research of N. Kolyadenko.
The consideration of the problem is based on the
analysis of diverse data devoted to the description of the
scientific knowledge of the synesthetic of the integration
of mental processes in the structure of musical
giftedness of A.I. Teplyakov. The aesthetic and ethical
values of A. I. Teplyakov’s creativity are described as the
basis of the musical, spiritual, creative and intellectual
development of man. m
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O cunecteTryHOCTH MbInIeHns A. Tensakosa cBu-
IETENbCTBYET C/IeAyIollee BbICKAa3blBaHME KOMIIO3H-
TOpa: «f He MPOCTO CIIBIITY MY3BIKY OBCIONY: B KPOHE
IlepeBbeB, KONe6NMeMBIX BEeTPOM, B IMPOBOJAX, C KOTO-
PBIX MAflaloT Kalliu JIOXKAsA, B CKpUIIE CHEra,—s emlé
U «BIDKY» ee... IpudYeM B IjBeTe. MoXeT OBITb, 3TO
3BYYUT HECKO/IbKO IPUMUTHUBHO, HO J/IA MEHA KaXKJas
TOHAJIBHOCTb IT0-CBOEMY Kak ObI OKpalneHa. Kak 6embiit
CBET, KOTOPBII COTIepXXNT B cebe ceMb HEBUVIMBIX IIa-
30M M Pa3IMYMMBIX TONBKO 4epes3 IPU3MY LIBETOB...
Kak Tam y moara: «f Medraro —3To He cekperT. boITh
npocTbIM. IIpocThIM, Kak 6enmblil cBeT. Benblit cBeT, 1Mo
MHEHbIO 3HaTOKOB. PacrajjaeTcsa Ha ceMb 11BeTOB». Tak
u HOTHI. VIX TOXe ceMb, HO, BBICTPaMBasACh B Pasimd-
HBIX KOMOMHAIVAX, OHM MOTYT CO37aBaTh HEMCUNCIIN-
MbIe 10 Pa3HOOOPa3NI0 3BYKOBbIE PAMBL... My3bIKa /1A
MEHS — 3TO 4TO-TO COBEpIIeHHO ocobeHHoe. JKmBoe.
Yem-TO HamoMuHalolee pafgyry. 9To LBeTHOe Hebec-
HOe KOPOMBICTIO, CBA3YIOLEe pasHble Kpas YMBITOIO
moxmeM Heba...» (IukoBckas, 2007).

IIpexxpe 4yem 6ymeT OCBelleH OCHOBHOM BOIPOC
MOK/Iajja O CMHECTETUYHOCTU B CTPYKTYpe MY3bIKaslb-
Hoit ofjapeHHOCTH A. TersaxkoBa, He0OXOIMMO PaCKPBITh
0cobeHHOCTN (POPMUPOBAHNA CTPYKTYPBI MY3bIKalb-
HOJI OflapeHHOCTH. B mpoBeleHHOM HaMM paHee Jccie-
JIOBAaHMY MY3bIKa/JIbHON ONAapeHHOCTU OBUIO ITpemIo-
>KEHO pacCMaTPUBATh B €€ CTPYKTYPe YeThIPe OCHOBHBIX
KOMITOHEHTa — COOCTBEHHO MY3BIKaJIbHBIN, MHTENIeK-
TyaJIbHBII, KpeaTVBHBII 11 ByXoBHbIi (JIoceBa, 2011).

B mpomecce Halero mccnefoBaHusA OBUIO BbIABICHO
3HA4YNTENIbHOE YMC/IO CBA3EN MY3bIKaTbHOCTU C MHTEN-
JIEKTOM, KPEaTMBHOCTDBIO M JYXOBHOCTDBIO, OIIpefielieHa
YeTKasA CTPYKTYpPa IONOXUTETbHBIX PAHTOBBIX KOPpE-
Iii C YBEIMYEHNEM BO3pACcTa PECIIOH/IEHTOB B TPyIIIIe
MY3bIKa/IbHO OflapEHHBIX yJalmxcs. J[lanpHeriniee nccrne-
[IOBaHMe II0Ka3ajIo, 4To (OPMMUPOBAHNE YETKOM CTPYK-
Typbl MONOXXMUTENbHBIX PAHTOBBIX KOPPEIALWIL IIOJ-
BepKeHO BIMAHUIO pasmmyuHbIX (pakropos. Hamm 6b110
BBIABJIEHO, YTO TAaKMM (PaKTOpPOM, KaK XapaKTepHOI
COCTaB/IAIOLIEN My3bIKa/IbHOI OAPEHHOCTY U KadecTBa
TBOPYECKOJ KOMIIO3UTODPCKOJ [[€ATENbHOCTHM, MOXET
OBITb IPM3HAHA CUHECTETIHOCTb. OHa GYHKLUMOHNPYeT
KaK LIeHTpa/lbHasg IeMIOCTHAS JMHMUA MEXKIYBCTBEHHBIX
accouyanyii B My3bIKa/lbHOM OfJaApEHHOCTM M aKTUBHO
VHTETPUPYET B €€ CTPYKTyPHbIE KOMIIOHEHTHI.

PaccmoTpenne cMHECTETMYHOCTM B3aMMOCBA3aHO
C KOHKPETHBIMU OO/TacTAMM MY3BIKaTbHOTO TEKCTa,
OTMEYEHHBIMM JIOKTOPOM MCKYCCTBOBENEHMS, INPO-
(deccopom HOBOCUOMpCKOIT KoHcepBatopuu H. Koms-
neuko (Konapmenko, 2005). B HameM wuccaemoBaHuu
MBIl pacCMOTPUM CHHECTETMYHOCTh KaK IICUXOJIOIH-
YeCcKoe KauyeCTBO B CTPYKTYpPe MY3bIKa/lbHOI OfapeH-
HOCTHU 1 e€ B3alIMOCBSI3b C KOHKPETHBIMY OOTacTAMM
MY3BbIKaTbHOTO TeKCTa — (POHUYECKNM, KOMIIO3UIIN-
OHHBIM, MHTOHanMOHHBIM (B.Mepymesckuit). Tpn
YPOBHA MY3BIKaJIbHOTO TEKCTa IIPENCTaBAIT co60it
BBIPa3UTENbHbI IPOAYKT TBOPYECTBA KOMIIO3UTOPA
U TI03TOMY J/I BBIAB/IEHNA PONM CMHECTETMYHOCTHU B
TBOPYECKOM ITpoliecce komnosuTopa A. Tennsaxosa Mbl

212 [oknaasl v BbCTYNAEHMA « [eHb 3

IIPOBE/IY AHA/IOTUIO MEX/Iy KOMIIOHEHTAaMM CTPYKTYpBbI
MY3BIKa/IbHOI OJAPEHHOCTY U TPeMs YPOBHAMU TEKCTa.

B mpouecce mccnenoBanus Hamy ObUIO BBIABICHO,
YTO VHTENIEeKTYa/lbHbI/I KOMIIOHEHT MY3BIKa/lbHOI
OIlAPEHHOCTH IIPEUMYILIEeCTBEHHO Peann3yeTcsl Ha KOM-
MO3UI[IOHHOM YPOBHE TeKCTa, ABJIAIOIEMCH «aHaTUTH-
qeckoit popmoit» (B. MepyreBckuii).

KpeatyBHBII KOMIIOHEHT HEIOCPENCTBEHHO OOHapY-
XKMBaeTCA Ha POHIIECKOM YPOBHE, @ MY3bIKaJIbHBII KOM-
HOHEHT KaK ITyGMHHOE CBOJICTBO MY3BIKAaJTbHOTO MBbIIII-
NeHMA peanynsyercs Ha GOHUYECKOM YPOBHE, HO MMeeT
607bIIIOe 3HAYEHNe J/Is1 MTHTOHAIIMOHHOTO IIpoLjecca.

JIyXOBHBI/I KOMIIOHEHT OBIT COOTHeCeH C (op-
MMpOBaHUEM 00pa3soB Ha MHTOHALMOHHOM YpOBHE,
IIOCKOTIbKY, KaK M3BECTHO, My3bIKa «KaK HEOTbeM/IeMas
94acTb AYXOBHOM KYJIBTYpBI» TaKXe SBIAETCA MCKYC-
CTBOM MHTOHMpYeMoro cMbicia. Ilpu artom cuHecTe-
TUYHOCTD, KOTOpasA Hamboree OI[YTUMO IPOABIACTCH
Ha GOHNIECKOM YPOBHE TEKCTa, BMECTE C TeM, SABTIAACh
UHTEerpyupyomuM (GakTopoM, MPOHMKAET Ha [JpYTHe
YPOBHUM TE€KCTa M BO BCe€ KOMIIOHEHTHI MY3BIKa/JbHOI
OflapeHHOCTH (KPeaTMBHOCTD, MY3bIKaIbHOCTD, [yXOB-
HOCTb, VHTETIIEKT).

B tBOpuecTBe A.TemnsAkoBa MCHONB3yeTCsA MHTep-
TEKCTYa/lbHBIN CIOCO6 MY3BIKaTbHOIO BOCIIPUATHA
U CUHECTeTYHOCTb MOXKET TPAKTOBATbCS KaK «JIMajIor
MopjanibHOCTel». Tak, IpyMepoM [yajnora MofaabHO-
CTell MOXKeT OBITH TIPENICTaB/IeHO BOKAJIbHOE HpPOU3-
Bepenue A.Temnsaxosa «Ilecus 06 Vipkyrcke». B Heit
UCIIONb3yeTCs AMAIOT IPOCTPAaHCTBa U BpeMeHM. [laH-
HBIV TTOAXOJ, MOXKHO IIPOC/IEAUTh HA OCHOBE MO3THYe-
cKoro Tekcta Bragumupa Cxuda:

JTr0671:0 MOVt TOPOL HEXXHO, TITAMEHHO.
JTro670 Te6s1 MOsT peka,

[me B 6eper 6bI0TCS BOIHBI IIAMSITI,

W oTpakaroTca Beka.

IIpunes: 3gpaBcTByit, ynuua bonbuias,
ITo Tebe mrararo s.

CseTut cepplie yTelas,

LlepxoBb Crracckas Mosl.

Kpysxutcs cHer Hapy 6€71bIM TOpOROM,
Hap cyeTo10 KOnmoBCKOIA.

AHrapcxuit MOCT ITyIIMCTHIM BOPOTOM
Bucur Hap 3MMHEI0 peKOIL.

ITpunes: Bu>xy TUXBMHCKYIO I/IOLA/Ib,
Bwoxy ropppiit benblit gom.

Kax7p1i1 KamyllleK Ha OLyIIb

3HaI0 B TOPOJie MOEM.

baiikan cBsIIEHHBIN ABIIINT XOTOA0M,
Ho, xax B o6urenu cBATOI,

Toput namnapoi cepale ropoga,

Bcex corpeBas go6poToii.

IIpunes: 3fech BePUINTCS XXUSHI [TOBECTb,
U noert, moer ¢ yTpa

CBeTOHOCHAs, KaK COBECTb,

Tony6as AHrapa.



B «Ilecre 06 VIpKyTCKe» MOXXHO OGHApyXXWTb CHHe-
CTETMYHOCTb 3BYKOIOAPAXKAHUSA C MOMOLIBI0 MY3bI-
KaJIbHO-s13bIKOBBIX IIPUEMOB: MeTa(opsl, TUIep6OIbl
B BepOa/JbHBIX ACCOLMALMAX M CPEACTB MY3BIKAIBHOI
BBIPA3UTENBHOCTY, Ifie CYHECTETUIHOCTD IPOSIBIISIETCS
KaK IIeHTPa/IbHAsl LIEMIOCTHAS JIMHVS MEeXIyBCTBEHHbIX
accouyanyii B My3bIKaJIbHON ONAPEHHOCTM M AKTVBHO
VIHTEIPUPYET B YPOBHIU MY3bIKAJIbHOTO TEKCTA U B CTPYK-
TYpHbIe KOMIIOHEHTBI MY3bIKa/IbHOIT OffaPEHHOCTIL.

Ocobas chepa CUHeCTETMYHOCTM IIpeAcTaBIeHA
nponsBefeHusaMu A. TelUIsAKOBa, IpeAnonaramumM
ay[MOBM3ya/NbHOE VCIIONHEeHNe. TepMMH «ayinoBuU3Yy-
QJIbHBII CUHTE3» MPUHAIIEKUT O007acTUM KUHeMaro-
rpa¢uy ¥ IOfpasyMeBaeT TEXHWIECKOe OObefHEHNe
3BYKO3AIlMCU ¥ BUfeOfeiicTBys. Heobxomumo otme-
TUTB, YTO JaHHOE HAIIpaB/IeHe TBOpYecTBa TemsikoBa
MOXXHO BOCIIPMHUMATh KaK YHMKAJIbHBI (eHOMEH
MY3bIKQ/IbHOM OfIapEHHOCTM KOMIIO3UTOpA: Y€IOBEK
C OrpaHMYeHHBIMI BO3MOXXHOCTSIMU 3{OPOBBSI, Oy
CJIETIBIM, CO34aéT BM3YaJAbHBIN PSifi MYy3BIKaTbHOIO
CONIPOBOXKAEHMS K JOKYMEHTa/IbHOMY QUIIbMY.

O6pamasich K 9KCTpaMy3bIKaJTbHOI MHTEPTEK-
CTYa/JIbHOCTH, C/IEfyeT OTMETUTh, YTO OHa OCOOEHHO
3¢ }eKTUBHO IPOsIBIIsIeTCs: B TBOpUYecTBe A. TerisikoBa
B cdepe CHHTETHYECKNX )KAaHPOB «ayAJOBU3YaIbHOTO
cuHTe3a». IIpuMepOM KCTPaMy3bIKaIbHOM MHTEPTEK-
CTYa/IBHOCTY MY3bIKaTbHOTO 0(OPMIIEHNS K JOKYMEH-
tambHOMY QunbMy A. TerisikoBa «TailHBII COBETHUK»

Jlnutepatypa

Komapenko H.II. Cunecmemuunocmv Mmy3vbikanvHo-xyoodxe-
CM6eHH020 co3HAHUsA (Ha mamepuane uckyccmea XX
sexa). — Hosocubupck: Hosocub. 2oc. koHcepsamopus,
2005.— 392 c.

Jlocesa C.H. Bospacmtuvie u cmpykmypHoie 0cobeHHOCMU MY-
3bIKANLHOTE 00APEHHOCNU YHAUWUXCA U eé passumue
8 npouecce 60KANLHO-XOPOBOLL OeAMenvHOCHU: OUC. ...
kano. ncuxon. Hayk / Ceemnana Huxonaesna Jloce-
6a. — Mpxymck, 2011. — 149 c.

MOXET CHY>XUTb IIOMUTEKCT, KOTOPBIl CO3JaeT IIe-
TEHNE pasHBIX PANIOB— BepOaNbHBIN PsJ, KOTOPBIIl
CO3[laH Ha OCHOBE TEKCTa [MKTOPA; BU3ya/lbHbIN —
CLIEeHMYeCKOe ¥ CBEeTO-I[BETOBOe O(QOpMIIEHNUE NOKY-
MEHTa/IbHOTO (QW/IbMa; ayAMalbHbI — My3bIKaTbHOE
COIIPOBO>KZIEHNE K PUIBMY.

IIpembepa mokyMeHTanbHoOro ¢umabma «TaltHbI
COBETHMK» O TpajjoHayanbHMKe VIpkyrcka VBane Xamn-
HOBe COCTOsIach 16 ceHTs16ps 2017 roga Ha kaHane «Poc-
cus 1». My3BIKy K JOKyMeHTalIbHOMY QUIbMY 06 OTHOM
U3 CaMBIX BIMATENbHBIX MPKYTCKMX KynuoB XIX Beka
Vipane CrenanoBuye XaMIHOBE IIPE/IOKI/IN HAIMCATh
Anatonmio VIHHOKeHTbeBNYy Terskosy. Ilo MHeHUIo
A. TennsAxoBa, OH CO3/Ja/ My3bIKaJIbHBII 00pa3 YermoBeKa
«C CYpOBBIM, KaK CHMOMPCKas HpPUPOJa, XapaKTepoM,
Y B TO XK€ BpeMsI, MIMEHHO CHOMpPCKas IPUpoHa, KaKoit 651
CypOBOJT OHa HM Obl/la, AEUTCSA CBOVMY HECMETHBIMM
6orarcTBaMy ¢ HyX/JAIOIVIMICS B HUX JIIOAbMIL».

Takum o6pasoM, B HaHHOI cTaTbe OBIIM KpPaTKO
OCBEIIEHbI BONIPOCHI, CBA3aHHbIE C CUHECTETUYHOCTHIO
B CTPYKType MY3bIKaJbHO} OJapEHHOCTM Ha Ipu-
Mepe TBOpYeCTBAa MPKYTCKOro Kommosutopa A.Tem-
naxkopa. Ha mpoaHanmusmpoBaHHOM MaTepuasne Mbl
CTPEMUINCDH TI0Ka3aTh, YTO B IpOLleCCe peannsanumn
MY3BIKa/IbHOJ OlapPEHHOCTM Ha Pas3AMYHBIX YPOBHAX
MY3BIKaJIbHOTO TE€KCTa 3HaYMMas pOJb IPUHANIEXUT
CMHECTETHYHOCTU KaK (DaKTOPY, OCYIIeCTBIAIOMEMY
UX B3aMMOCBS3b. M

Creo3v maeuueckuii kpucmann / CéopHux cmameii o meop-
uecrnee komnosumopos IIpuaneapvs. Cocmasumens
JI.B. AInxosckas. — Vpxymcxk, 2007. — 82 c.
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EsreHnsa ApkagbesHa Enuna u Onbra BnagucnasosHa AranoBa
Evgeniya A. Elina and Olga V. Agapova

PyccKo- 1 dpaHKoA3bIYHbIN
MCKYCCTBOBEQYECKMU
OMCKYPC B acrneKTe
CMHECTE3UM

EBreHna AprkagbesHa Envna,

CapaToBcKan rocyaapCTBeHHas lopuandecKan
akagemws, r. Caparos, Poccun,
sarelina@mail.ru

Onbra BnagucnasosHa Aranosa,
MocKoBCKOe BbiCLUee 06LLEeBONCKOBOE
KOMaHgHoe yuunuLe, r. Mockea, Poccus,
agapova_o.vi@mail.ru

TaTbs IOCBAIICHA (DeHOMEHy 3CTe-

TUYECKOJ CHHECTe3UM B PYCCKO-
U (PaHKOA3BIYHOM MCKYCCTBOBENUECKOM
puckypce. C IOMOLIbI0 METOa KOMIIO-
HEHTHOTO aHa/I13a YCTaHOBJIEHBI OCHOBHBIE
TPYIIIbI VICKYCCTBOBEYECKUX TEPMIHOB,
MPECTAB/IEHHBIX ANEPHBIMM 3PUTETbHbI-
MM ¥ TepuepUiHBIMU KOMIOHEHTaM) CUHeCTeTyde-
CKMX codeTaHuil. B xoze uccenoBanus pyccko- u dppas-
KOA3BIYHOTO MaTeplasia COCTaB/IeHa KIaccuUKaIyA Io
BUJaM OLIYILIEHMII ¥ BOCIPMATUI HepudepuitHbIX Mo-
TanbHOCTEN CMHECTETMYECKMX COYEeTaHMIA.

ITpn mnepexogupoBaHUM U300Pa3UTEIBHOTO KOJa
B BepOaJIbHBIN KO MCKYCCTBOBEJ-MHTEpPIpPETATOP,
ABNAOINICA B TO K€ BpeMA PELMUINEHTOM, MOJb3Y-
ACh €CTeCTBEHHBIM SA3BIKOM, IIpuOeraeT K MCKYCCTBY
CJI0Ba U CO3JjaeT 9CTeTHYecKoe BepbarbHOe IPOCTPaH-
CTBO, TPV 3TOM MCIIONIb3YsI B CIOBOTBOpYECTBe HabOp
CPECTB MPEeNMETHO-CIIEIaJbHOTO A3bIKa. JKCIpec-
CUsA C/IOBAa B MICKYCCTBOBEYECKOM JMICKYpCe JOCTUIa-
€TCs C MOMOIIBIO 00Pa3HbIX CPENCTB U CTUINCTUIECKUX
MIPMEMOB, ¥ IIPY 3TOM XapaKTEPHBIM 3/IEMEHTOM MHTEP-
IMpeTaluy ABIAETCA NPUMEHEHNEe 3CTETUYECKON CUHe-
cTesun. B cBA3K ¢ 3TUM IpefCTaBIAETCA aKTyalbHBIM
U3ydeHMe MeXaHU3MOB BO3HMKHOBEHVS U (PYHKIUO-
HY[POBAaHUA CUHECTETUYECKMX OOpa3oBaHMII B MCKYC-
CTBOBEIYECKOM AMCKYpce BO PPaHIy3CKOM U PYCCKOM
A3BIKaX KaK HOCUTEIAX ITyOOKVX MCKYCCTBOBEUYECKIX
U )KMBOIIVCHBIX TPAJULIA.

Mpbl paccMaTpuBaeM CUHECTE3NI0 KaK PasHOBMJ-
HOCTb MeTa(ophl, IPEeACTAB/IAIIIYI0 COO0I MHTEPMO-
JanbHOE ABJIEHNE, BBIpaXkamolljee NEPEeHOC 3HAYeHMA
C OJIHOJI IepIIeNTUBHON 006/1acTI Ha APYTYIO, IMOLO-
HaJIbHYIO B TOM uycie (Boponns, 1992).

ITpu nccnegoBaHMY CHHECTE3NM KaK BepOaIn30BaH-
HOTO IMPOAYKTa COOLYIIEHNIT B paMKaX MICKYCCTBOBEJI-
YECKOTO JVICKYpca HY>KHO OTMETUTb €€ 3CTEeTUYeCKIUIt
(«gyBCcTBYIOmMIT», «IYBCTBEHHDIN») XapaKTep, KOTO-
PBIl 06s13aTeIbHO TIpeAIoNaraeT yyacTue B 06pasosa-
HIJ MEXYYBCTBEHHBIX CBA3€il OIYLIEHNII ¥ BOCIIPUA-
i ncuxmyeckoit mopanbHocTu (Tanees, 1992).
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art discourse from the
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he article deals with the phenomenon

of aesthetic synesthesia in the Russian
and French art discourse. Applying the
component analysis method, the authors
identify the basic groups of the Russian
and French fine art terms, which often
serve as nuclear components of synesthetic
combinations. Relying on the analysis of
the Russian and French linguistic material,
the researchers present a classification
considering the types of perception of
peripheral modalities of synesthetic combinations. m



VIHTepMoOpmanbHble OLNyIeHNUs, BOIIOTUBIIMECS
B SI3bIKOBYI0 HOMJHAIVIO, CTAHOBATCA JMHIBUCTUYE-
CKOJ1 YHUBepcauell, BepbaabHO 3aKpeIUIAIoIIell MeX-
YyBCTBEHHBIE CBsA3Y. Peub upeT ysxe He 0 mcuxodusno-
7OrM4YecKoM (eHoMeHe, CyObeKTVBHO BO3HUKAIOIEM
Ha ITOJCO3HATe/IbHOM YPOBHe, a O 3BIKOBOIL MeTadope,
um MeTtadope-TepMuHe — pe3yabTaTe OCO3HAHHOTO
nepeBofa Ha BepOajbHBIN YpOBeHb Mpo¢ecCroHaNb-
HOTO IONBA3bIKA aBepOanbHO (3PUTENBHO) IOTyYeH-
HOJI MHpOpManuu.

I1. Toren oT™MeyYart: «...CyleCTByeT BIIeYaT/IeHue, KOTO-
poe BO3HMKaeT Onarofaps OIpefe/leHHO! apamXu-
POBKe LIBETOB, CBETOB, TeHell. ITO TO, YTO HA3BIBAIOT
MY3BIKOJ KapTUHBL. [Ipexxsie 4eM y3HaTh, 4TO KapTUHA
M3006paXkaeT,.. BBl y)Ke 3aXBauyeHbl Maru4ecKyM aKKop-
IoM. VIMEHHO B 9TOM HacTosillee IPeBOCXOfCTBO KUBO-
NVICY HaJ OPYTMMM UCKYCCTBaMI, TaK KaK 9Ta SMOLVISL
obpaiaeTcs K caMoil MHTVIMHOJ CTOpPOHe dYeloBede-
ckoii pymy» (Koumk, 1991). OMOLMOHAIBHO-CMBIC-
JI0OBas COMEP>KaTe/IbHOCTb S7eMEHTOB JKVMBOIMCHOTO
A3BIKA SABJAETCS NMPUYMHOI SMIIATUY IIPU BOCIPUATUA
KapTVHBI, U1 OIpele/leHHOe MHTEe/UIEKTYalbHOE U 9MO-
IIJIOHATIbHOE 3HaYeH)e MOXKeT OBITb BIIOXKEHO XYHOX-
HJIKOM B LIBET4, TMHUY U HOPMBI [/ epefadyl 4yBCTB
u MbIceit. C/ioBa ICKYCCTBOBefa «MOT'YT BBISBIBATb TOT
Ke CIIeKTP OIIYLIeHNIT, HO BTOPUYHBIX, KOTOPBIII MCIIbI-
TBHIBAET YeJIOBEK IIPY HEIOCPEACTBEHHOM pPaccMOTpe-
HUM TIPOM3BeleHNs MCKYCCTBa Wiy ero xomvm» (Ipu-
roperko, 2002). DcTeTudyecKye COOLIYLIEHNS CBOei
OKKa3JMOHa/TbHOCTHIO Ha YPOBHE CIOBOCOYETAHNIL
¥ Y3yaJIbHBIM XapaKTepOM JIs IO bA3bIKA OTINIAIOTCS
OT OOILIEA3BIKOBBIX CHMHECTe3Nil, (PyHKIMOHMPYIOMIMX
B BYJje HOPMAaTMBHBIX, YCTOIYMBBIX, 06LIeynOTpeOu-
Te/IbHBIX CI0BOCOYeTaHUI. IIOCKONBKY IperMeToM
COOCTBEHHO 3CTETUYECKON CUHECTE3UM ABIAITCA
MHTepMOJaIbHble CBs3Y, OTHOCsAIMeECsS K cdepe 130-
OpasuUTeNIbHOrO MCKYCCTBA, C/IEfOBATENIbHO, OFHY U Te
JKe acTeTmyeckue cuHecretmdeckme covetanns (DCC)
MOTYT OT/INYAThCA IO 3HAYEHMIO OT OOIes3BIKOBBIX
M OT CYHeCTe3Wii B APYTUX IORDBA3bIKAX: HAIPUMeD,
HOPMAaTMBHOE B OOIIeA3bIKOBOJ IIPaKTMKe COYeTaHMe
XOJIOHBII TOH («OTYY>KIEeHHDIII TO/I0C» — TeMIepaTyp-
HO-3BYKOBas CYHeCTe3s1) Ip1oOpeTaet Ipu scTeTnde-
CKOM JICKYCCTBOBEYECKOM YHOTpPeO/IeHNN Cllelyanb-
HOe 3HauyeHMe («OTTEHOK ONpefe/ieHHOM  I[BETOBOI
HaInpaBIeHHOCT!» — TeMIIepaTypHO-3pUTe/IbHAA CUHe-
CTesus), a B IIOLDBS3bIKE MY3bIKOBEHEHMs IIOTydaeT
CBOI0 Y3VaJIbHYI0 XapaKTePUCTUKY («MY3BIKaTbHBII
3BYK OIIpefle/IeHHON HaIlpsDKeHHOCTV» — TeMIIepaTyp-
HO-3BYKOBas cuHecTe3ns) (cM. 06 atoM: (Enmuna, 2003)).

VickyccTBOBeUeCKe TEPMUHBI, ABIAIOLINECS YacTO
BCTPEYaOLIMUCS ANEePHBIMY KOMIIOHEHTaMJ, MOXHO
pasnennuTb Ha TPY TPYIIIBL:

1. JKuBomnucHble pyeMsl 1 cpencTBa (IjBeT, Ma3ok,
JIMHMA, KpacKa, KUCTh, popMa, ToH; couleur (11BeT), tonalité
(orTeHOK), courbe (mums), touche (Masox) u fip.)

2. O6mye >XMBOIMCHBIE MOHATUA (SKMBOIIUCH,
KapTUHA, PUCYHOK, KOMIIO3UIusA; art (MCKycCTBO;
TBOPYECTBO), peinture (KMBOIMCH; KapTHHA), ceuvre

(mpousseneHue; TBOpYeCTBO), tableau (kapTuHa), toile
(monoTHO), composition (KOMIO3UIN) 1 Ap.)

3. [IBeTOHOMUHALMY ¢ KOHKPETHBIMYU HAaMEHO-
BaHMAMM LIBETOB (KpacHbI, 3e/leHblit, Oemblif; rouge,
vert, bleu n 1. 1.)

[Tepudepuiinbie omymenus pycckosasbryubx ICC
(6ormee 6 ThICSY) MBI IIpefCTaBIAeM 13 MOJaIbHOCTAMMU
C BO3MOXXHBIMM CyOMOIANTbHOCTAMU:

—> C/lyX0Bble

—> 3BYKOBbIE (HEFPOMKaA KNUCTb, MyX0M
CUHWUN)

—> My3blKalbHble (NeByUYME NMNHUM, CUM-
QOHMYECKMI LBET)

—> A3bIKOBbIE (ahOpPM3M HKIMBOMMUCK, NPO-
3aNYECKUIA KOPUYHEBBIN)

— 060HATENbHbIE (QPOMAT HUBOMUCK)

—> BKYCOBbIE (COYHbIN Ma30K, TEPMKMI
KOSIOpUT)

—> TaKTUSbHbIE (OCTPbIA PUCYHOK, LLEpPO-
X0BaTadA *KMBOMUCh)

—> TeMnepaTypHble (pPa3orpeThiii TOH,
MbINALLLNA KPaCHbIN)

— [OBUraTesibHble (CTpeMVITeJ'IbHaFI HKMBO-
MUCb, ABNHEHNE pMCYHHa)

—> rpaBUTaLMOHHbIE (paBHOBECKE GOPM,
yCTOMYMBAA KOMMO3MLIMA)

—> MPOCTPaHCTBEHHbIE (06EMHOCTL (OpM,
MNOCKNE OTTEHKM)

—> BpEMeHHble (HETOpPOMNMBbLIE INHUN,
bbICTPOTA KNCTN)

—> BMOpPaLMOHHbIE (MPYHMHALLAA TMHAA,
CY[I0POKHbI Ma30K)

—> boneBsble (yaapbl KPACHOMO, HanALLMiA
Ma30K)

—> CTeneHb MHTEHCMBHOCTM (MOLLHbIN
Ma30K, BANbIA KONOPWT)

— NCUXNYecKne CoCToAHMA

—> 3Mouum (beCNOKOMHBIA PUCYHOK,
arpecCuBHbIN KOI0pHT)

—> XapaKTep (HanBHbIN LIBET, yBepPeHHanA
sumBonuck) (EnunHa, 2016).
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Omymennsa u BocopuATUA B pyccKoAsprdHbIX DCC
COOTHOCATCSA B IPOLIEHTHOM OTHOILIEHNY KO BCEMY pac-
CMOTPEHHOMY MaTepyany clefyomuMm obpasom (1o
Mepe yObIBaHMA IpencTasaeHsl B Tabmuie 1).

Tabnuua 1. MpoLUeHTHOe COOTHOLLIEHME pPyccKoA3bIYHbIX 3CC

Buabl ouyLeHnin u Konnmuectso

BOCMpUATNIA B %

ncuxmyeckme coctoaHua | 30

CNyxoBble 21
[BUraTesibHble 10,4
TeMrepaTypHble 10
TaKTU/IbHbIE 7,9

CTeneHb MHTeHCUMBHOCTK | 5,5

rpaBUTaLMOHHbIE 4.4
BMOpPaLIMOHHbIE 4,3
NPOCTPAHCTBEHHbIE 2

bonesble 1,9
BKYCOBble 1,8
BPEMEHHbIE 1,18
060HATENbHbIE 0,02

INcuxmdeckue mapaMeTphbl — OfHU 13 CAMBIX YaCTOT-
HBIX IIpU BceX 0Oe3 MCKIIOYeHUs1 6a3OBBIX HOMMHA-
unax —mnodt 30% or 6 teicady DCC (abComoTHBIN
IPOLIEHTHBIN IIPUOPUTET CpPely BCeX BUJIOB OILylle-
Huit). B aTom cocrout ciennduka scTeTnIeCcKoit CruHe-
CTe3UM — aKTMBHasl BepOanbHas BBIPAXEHHOCTb Tec-
HOJl CBA3YM MEXJy IIPOU3BENEHNMEM M YYBCTBYIOIUM
cy6bektoM. Cpenu Bep6anM30BaHHBIX IICUXMYECKUX
cocTossHmit, Bxomammx B coctaB ICC, BEMMKO KOIN-
YeCTBO HETAaTMBHBIX MOLMIL, ad(PeKTOB, YyTHEeTEHHBIX
COCTOSIHUIL: arpeCCUBHBIIl KOTOPUT, MpadHas, Ievyab-
Has JKMBOIMCh, TPEBOXKHOCTb MCKYCCTBA, IOXOPOH-
HBIil LIBET, JENIPECCUPYIOLIAsl JIMHNUA, CTPAIIHBI TOH,
TPEBOXHBIIT, HANPSDKEHHBIN PUCYHOK, Ge3HaZeXHBIN
KOPUYHEBBIN, Tparndeckuit (uoneToBblil, TPO3HBII
KpacHbIl, CKOPOHBII CHHUIL, YTHETAIOLUINII 3eIeHbIi,
TOCKJ/IMBBIN JKE/IThIN, TPAypPHBIN CEPBIIL U JP.

CreoBaTeNbHO, IPU BOCIPUATUU MU300pa>KeHUsA
SMIATUYECKM AKTUBU3UPYIOTCA HE TOIBKO 3CTETHU-
YecKle YJ0BO/NbCTBME M HACTaXK/EHME, HO U OTpUIia-
TeJIbHbIE 3MOLVM IIMPOKOTO CIIEKTPa KaK OTBET Ha
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CUTIbHOZEIICTBYIOME N306pasUTeNbHbIe CPEICTBA TOTO
Ke SMOIIMIOHA/IbHO-HETaTYBHOTO TTOPS/IKa.

[Toytn He 3afefiCTBOBAHbI OIIYIEHNA OOOHATEND-
HOJI MOJIATIBHOCTY: 2 eVIHUIIbI, OTHOCSIINEC K HOMMU-
HAI[UM XKMBOIIUCD, IPEJCTAaBIeHbl ONHOI, IMOBTOPEH-
HOII IBOXJbI €iMHMLIeNl apoMaT. 3pUTEeNIbHBIN PAf, He
BBI3BIBAET KaKMX-MNOO OTYETIMBBIX OOOHATENTbHBIX
accoumanuii (B pycckoAsblYHOM Matepuane). Ouryire-
HJS BKYCOBOI MOJA/IbHOCTH, OYyYy YaCTOTHO BBIIIE,
COCTOAT 113 TOBTOPSIEMBIX ABYX TeKCUYECKNX eVHNL] —
COYHBIIT 1 TePIKMIt. B 3TOM cMbICTIe BKyCOBBIE OLIyIIle-
HII, JIEKCUYIECKY He Pa3BUBasCh, UTPAIOT BTOPOCTEIEH-
HYI0 poyib B o6pasoBanuu ICC.

B xope nccnenoBanusa GpaHKOA3BIYHOTO MaTepyaa
(552 9CC) Hammu ObIIM YCTaHOBIEHBI HEKOTOPbIE
IOIIOTTHUTENbHBIE MOJATbHOCTU U CYOMOMaNTbHOCTH
nepyepuIHbIX OLYINeHMIT M BOCIPUATHIL B OTINYNE
oT pycckoa3braHbIx ICC.

Hanpumep, o60oHATeTbHAA MOJATBHOCTD 9KCTEPO-
LENTVBHBIX OIIYIeHUIl JOMONTHEHa PecIMpaTOPHOIL.
CrryxoBble OLIYIIeHN MBI Pasle/nay Ha 4eThIpe cy6-
MopanbHOCTH: 3ByKOBbIe (le cri de la peinture — xpuk
KapTuHBL, le silence de la peinture —mom4yanue Kap-
tuHbI, le bleu instaure une aire de calme cuHMI
yCTaHaBIMBaeT TUIINHY), My3biKanbHble (le rythme
musical des courbes — My3bIKanbHBII PUTM JMHUIL,
son ceuvre est un hymne perpétuel —ero TBOpuUe-
CTBO — BEUHBIIl TMMH), pedeBble (cette peinture nous
disait—sTa kapTMHa HaM rosopuna, la peinture est
comme la rhétorique — >xuBomuch KaK pUTOPMKa, Un
dialogue avec lart—puanor ¢ MCKyccTBOM) M JuTe-
parypHble (une peinture poetique — IIosTHMYHasA Kap-
TYHA, une lecture de I'image — npourenne usobpaxe-
Hus). Takum o6pas3oM, A3bIKOBass CYOMOZATbHOCTD
pas/oKeHa Ha pedyeBYI0 M TUTEPATYPHYIO IIO Xapak-
Tepy COep>KaHNA aHAMIU3UPYeMBIX HeprdepuiTHbIX
KOMITIOHeHTOB (AramoBsa, 2019).

MopaIpHOCTM MHTEPOLIEITUBHBIX, IPOIPUOLEN-
TUBHBIX OIYI{eHNIT, KATErOPUM MHTEHCHUBHOCTH, BOC-
IOpUATUA U ICUXUYECKUX COCTOSTHMII aHAIOTUYHBI PycC-
CKOSI3BIYHBIM.

[TpumeyaTenbHo, 4TO BO ¢paHKoaspidHbx DCC
oOHapy)XeHbl TakKue IepudepuiiHble OLIYIIeHNs, KaK
nposenenne Meinutenus (la peinture pense — kapTuHa
mbicnT, Lintelligence de la peinture — pasym kapTuHsi,
la peinture comme penseé non verbale —>xuBomnuch
Kak HeBepbOanbHas MbICIb) U AyxoBHOCTH (les images
mentales — meHTanpHbIe M300paxkeHus, lesprit des
images — myx KapTuHsl). [JaHHBIE BUIBI OLIYIIEHUIT MBI
MOCYUTANMN 1[eNeCOOOPasHbIM OIpENeNINTh B TPYIILY
MEHTa/IbHOM MojanbHoCcTH (Aramosa, 2019).

Taxum obpasom, kmaccubukauys nepudepuitHpx
MoganbHOCTell DCC PpaHKOA3BIYHOIO MCKYCCTBO-
BeIYECKOro AMCKYPCa, B OTINYME OT PYCCKOA3BIYHOI,
HaIIOJIHAETCA MEHTAaJbHOM MOJA/NbHOCTDIO, pe4eBON
Yl JIUTEpPAaTyPHOI CyOMOMaIbHOCTAMY, OOOHSTENbHAs
MOJIa/IbBHOCTb JIONIO/IHEHa pecrnmparopHoit (Tam xe).
[laHHbIe 10 KOMMYIECTBY HepugepuitHbIX PPaHKOA3bIY-
HbIX ICC cBenens! B Tabmuiy 2.



Tabnwuua 2 . MpoueHTHOe cooTHOLLEHWE GpaHKoA3bIYHbIX ICC

Konuye-
ctBOB %

Buabl owyLieHmn
1 BOCTIPUATUIA

Mevxmdeckoe | XapaxTep 21
COCTOAHVE IMoLmm 10
Mys3biKarbHele | 10
Cryxosse PeueBble )
JlnepatypHble | 4
3BYyKOBbIE 2
CTeneHb MHTEHCMBHOCTM 11
TeMnepatypHble 7
[paBMTaALMOHHbIE 5
BubpaumoHHble 4
BpeMeHHble A
TaKTW/bHbIE 3
MeHTanbHbIe 3
[lBuratenbHble 3
[poCcTpaHCTBEHHbIE 3
BKycoBble 2
OboHATENbHO-pecrivpaTopHble | 2
Bonesble 1
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Wrak, no Mepe yosBanus Tabmmia 2 1eMOHCTpUPYeET
IpeBaMpOBaHMe NCUXIIECKON MOIATbHOCTH BO BCEM
UCCTIefyeMOM MaTrepyajie aHaJOTMYHO PYCCKOA3BIY-
HoMy. Ha BTOpOM MecTe, Kak ¥ B PyCCKOM BapMaHTe,
HaXOfIUTCS C/TyXOBask MOJATbHOCTb. DTO BIIOIHE OXKU-
JaeMo — KaK M3BECTHO, M3HAYa/IbHO OOIIMM OIIpeferne-
HUEM CUHECTe3VM SIB/IACTCS IOHATIE «IIBETHOM CITyX».
ITpu sToM MysbIKanbHasA CyOMOJAJIBHOCTb IIpeBau-
PYeT, 4To 00YC/IOBIEHO aCCOLMATUBHOCTDIO IBYX BUJIOB
MICKYCCTBa: MY3BIKaJIbHOTO 1 M300pa3uTenbHOro. Spko
BbIpa)K€Ha KaTeropys MHTEHCUBHOCTY —Ha TpeTbeM
Mecte QpankoaspyHbIXx DCC (11%), B oTimume OT
PYCCKOSI3BIYHOTO MaTepuaia, Ifie 3-e MecTo 3aHuMaeT
IOBUTaTe/IbHask MOJA/IbHOCTD, COCTABJIAOMIAsA INIIb 3%
¢pankoaspruHbix DCC. TeMneparypHas MOLaIbHOCTDb
BO (PpaHI[y3CKOM MaTepuaje TaKXe, KaK U B PYCCKOM
3aHMMaeT 4-e MecTo. B oTHoLleHMM Bcero ¢paHKoO-
S3BIYHOTO MaTepluasa, aHa/JIOIMYHO PYCCKOSA3BIYHOMY,
Manoe KonumdectBo ICC mpefcTaBIeHO BKYCOBOI
U OOOHATETBHO-PECIUPATOPHON MOJATbHOCTIMIU.
3a¢uKcupoBaH MNIIb ORMH IIPOLEHT 6071eBoI nepude-
PUITHON MOJA/IBHOCTIL.

JanbHeilliee uccnefoBaHye BBIIEYKA3aHHOTO CIHE-
CTETMYEeCKOTO MaTepuana B AMCKYpcoobOpasyiolieM
JIEKCUKOHE IIPEelCTaB/IsAeTCA YPEe3BBIYAHO II€pCIIeK-
TUBHBIM B II/IaHe BBLAB/ICHMA KaK CHELM(PUIHBIX YepT,
TaK ¥ YHUBEPCAJIbHBIX XapaKTepUCTUK, CO3JAI0IIUX
LIeJIOCTHOE CHHEeCTeTIYeCKOe TI07Ie. W
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noepagus] / E.A. Enuna. — Capamos: VIL] «Hayka»,
2016.— 238 c.

Enuna E.A. Bepbanvtuie unmepnpemayuu npoussederuti uo-
6pasumenvHozo UCKYccmea (HOMUHAMUBHO-KOMMYHU-
KamueHulil acnekm): Ouc. ...0-pa gunon. Hayx. — Bon-
202pad, 2003.
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B paMKax HacCTOSIETO MCCIefOBaHMs CUHECTE3Ns
paccMaTpyBaeTCs C TOUYKM 3peHMs €€ sI3bIKOBBIX
nposBieHuil. JIMHrBocTIIMCTIYeCKMe (UTYPHI, IIO-
CTpOeHHble Ha 0a3e CMHECTETMYECKON acCOLMaIlVM,
aHAIM3VPYIOTCA Ha YPOBHE C/IOBA M CJIOBOCOYETAHNA.
MarepuanoM McClIefoBaHNA IIOCTYXWIN CTUXOTBO-
penne A. Pem60 «Le Bateau ivre» u 15 ero mepeBopos
Ha pycckmit A3bIK (0T Havama XX mo Havama XXI BB).
[TpepnaraloTcsi 4yeTblpe MOJENM IepeBOfa CUHECTETH-
4yecKux cnoBocodetaHuii. CpaBHUBAIOTCS IOKa3aTenn
CMHECTEeTUYEeCKOI HaCBIIeHHOCTY (Ko/mmdecTBo uryp,
Cofiep)KallX CMHECTe3MI0) OPUIMHANa U IIePEBOJIOB.
AHa/M3MpPYIOTCA KOMIICHCATOPHBIE Mepbl, K KOTOPBIM
npuberamy aBTOPbI HEPEBOLOB CTUXOTBOPEHMS, LIS
COXpaHEHMA CMHECTETUYECKON COCTAB/IAOLIEN. M
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Translation models for
verbalized synaesthetic
associations (A case study
of the french and russian
languages)

Polina V. laroshenko, French Department,
Philological faculty, Lomonosov Moscow
State University,
polina.iaroshenko@yandex.ru

—|_he present research considers the phenomenon of
synaesthesia on the linguistic aspect. Verbalized
synaesthetic associations were analyzed at the levels of
words and word combinations. The units of analysis were
selected from corpus of parallel texts including Arthur
Rimbaud’s poem “Le Bateau ivre” and its 15 Russian
translations of the XX-XXI centuries. Four translation
models for verbalized synaesthetic associations were
formulated. The synaesthetic saturation rates (the
number of verbalized synaesthetic associations)
of the original and its translations were compared.
Compensatory mechanisms used in translations to
preserve synaesthetic content were analysed.

Nowadays, synaesthesia and synaesthetic associations
are the subject of an interdisciplinary study which is of
particular interest for the academic community. Sensory
perception of the world is primary and universal while
the conceptualization of reality can vary from one
culture to another.

In terms of its language expressions, synaesthesia
could be considered at different levels: at the level of the
general theory of tropes (Bonhomme, 1998), at the level
of phonetics and graphics (Ramachandran & Hubbard,
2005; Simner, Glover & Mowat, 2006), as well as at the
level of correlation between sensory perception and
concepts (Nikoli¢, 2009).

It is important to differentiate between synaesthesia
as such (from the physiological perspective) and its
language expressions which are based on sensory
associations. Thus, from the point of view of linguistics,
synaesthesia could be defined as a cognitive mechanism
which is reflected in language.

Synaesthetic associations are verbalized in form
of various tropes such as metaphors, oxymorons,
hypallages, etc. (Bretones-Callejas, 2005). Numerous
linguistic studies have been dedicated to the subject of
synaesthetic metaphor. There is a number of typical and
most frequent patterns of cross-modal associations in
every language; therefore, the patterns of synaesthetic
tropes’ formation are also different.

Conducting the analysis of verbalized synaesthetic
associations at the textual level seems to be quite relevant.
Our present research is focused on the problem of the
synaesthetic word combinations’ translation. The notion



of sensory semantic component was introduced. By
sensory semantic component we mean a seme that refers
to the sense perception field (i.e. the word combination
parfum noir, which literally means “black smell’; consists
of two sensory semantic components one of which relates
to the visual modality, and the other deals with olfaction).

As for the material of the present research, Arthur
Rimbaud’s poem “Le Bateau ivre” (“The Drunken
Boat”) (1871), and its Russian translations were selected.
A large number of translations allowed us to form the
author’s corpus. Fifteen Russian translations from the
beginning of the XXth century (1908) to the beginning of
the XXIth century (2011) were analyzed. In total, 616 words
containing sensory semantic components were preselected
and processed, among which 64 were the units taken within
its original Arthur Rimbaud’s text, whereas 522 is the
total number of all the translations studied. Besides, 166
synaesthetic word combinations were analyzed.

By means of seme and contextual analysis, sensory
semantic components in the French original and their
equivalents in Russian were identified and correlated.

As a result, four possible models of synaesthetic
tropes’ translation have been defined:

1. complete preservation of synaesthesia in Russian

translation;

2. modification of a sensory semantic component

within the same modality;

3. modification of a sensory semantic component

with the change of modality;

4. omission of a synaesthetic word combination in

the translation in Russian translation.

Our research has shown that patterns 4 and 1
prove to be the most frequent (76% and 21% from all
the contexts), while patterns 2 and 3 prove to be less
common (2% and 1% respectively).

It has been determined that the common verbalized
synaesthetic associations index in Russian translation
tends to decrease when compared to the original. In 80%
of contexts the synaesthetic saturation rate is lower than
in the original (12 translations out of 15).

Some translators introduced their own synaesthetic
word combinations which did not exist in the original.
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This is a very frequent approach (43% from all the
contexts analyzed).

It should be also noted that the synaesthetic saturation
rate does not correlate with the correspondence of the
translation to the original from the point of view of its
synaesthetic content. So, the translations of Golovin and
Krotkov appear to be the most synaesthetically dense due
to their use of additional synaesthetic word combinations,
whereas the most accurate translations in terms of their
correspondence to the original synaesthetic content are
those made by Martynov and Livshits. Thus, the high
synaesthetic saturation rate in Russian translations is
generally achieved by means of introducing additional
synaesthetic word combinations and not due to the
accurate translation of the existing synaesthetic units.

The existence of a large number of translations
of Arthur Rimbaud’s poem allowed us to test the
retranslation hypothesis (Berman, 1990; Gambier
1994), according to which the earlier translations are
more oriented towards the receptor language, while
the latter translations are aimed at preserving the
authenticity of the original. This hypothesis could be
also relevant as for synaesthetic tropes’ translation. The
first verse translation of Arthur Rimbaud’s poem “Le
Bateau ivre” was done in 1909 by Vladimir Elsner, and
its percentage rate of synaesthetic correspondence to
the original is relatively low (19%), whereas the most
recent translation made by Andrey Chernov in 2011
is characterized by a higher percentage rate (52%). In
general, the first verse translation’s correspondence
to the original proves to be below average. However,
the material analyzed does not provide substantial
evidence in support of this hypothesis, as there is no
strong correlation between the higher percentage rate
of the translations” correspondence to the original and
their publication date.

Finally, it can be suggested that synaesthesia is formed
within the author’s national mentality. The definition of
the regularities of translation mechanism will enable
a deeper understanding of the phenomenon and serve
as a basis for a comprehensive study of the national
particularities of its formation. m
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Imu HenbcoH CMut
Amy N. Smith

KakuM obpa3om pa3sutue
neJarorMyecKnX NPaKkTuK
«L{BETOBbIX Aerycrauumny,
CEHCOPHOM0 AManorM4eckoro
NoBeCTBOBaHMA,
MYNbTUCEHCOPHOIO
nepdopMaHca 1 au3aiHa,
COYETAIOLLMX KpocC-
MOJanbHOCTb CUHECTE3NM

W FacTpo-no3TUKM, MOXKET
PaCLUMPUTL BO3MOMKHOCTH
YYaLLMXCA C HapYLLUEHNAMU
3pEeHuA, C034aB UHKNIO3UBHOE
1 MeTadopmnyecKoe BoCnpuATHE
upeTa?

3Mun HuncoH Cmut, OakynbTeT 0b6pa3oBaTeNbHbIX
nccnenosaHuin, fonacMuT, JTOHOOHCKUIA YHUBEPCUTET,
Benukobpwtanua

BCTaTbe 06CYXX/Ial0TCsl aBTOPCKME SKCIIepMEH-

TaJIbHBbIE IEfJaTOTUYEeCKNe ITO3TMYECKMe IpaK-
tuky «lIBeToBBIX perycraumit» («LIBera Ha BKyc»)
C YYAIIVMUCS C HAPYUIEHUAMU 3P€HA, CTIOKHBIMI 110~
TPeOGHOCTAMU ¥ MHBAIUAMY, UCIIONIb3yeMble B Kade-
CTBE METOAMKY IIPENOfjaBaHNA NMCbMEHHBIX IIpeaMe-
TOB B LIKOJIAX; U, B 60JIee IMPOKOM CMBICITE, B KAYECTBE
MMMEPCUBHOTO M MHTEPAKTUBHOTO ep(OpMaTUBHOTO
CEHCOPHOTO MHCTPYMEHTA JI/Isl YCOBEPIIEHCTBOBAHMA
MHTErpaluy M TBOPYECKOTO AMANora MeX[y «He3ps-
yen» U «BUNALLEN» ayJUTOPUEL.

MoTuBUPY: y4alINXCA K KPOCCMOAAIBHOMY BKYCY
M CUHECTe3UM Ha OCHOBeE IIBeTa, MOXXHO MCCIIENO-
BaTb MHK/IIO3MBHOCTb 1JBETOBOJ MO3TUKMU, ONUPAACDH
Ha CEHCOPHOE NCCIIeflOBaHMe BKYCOBBIX, CIIYXOBBIX,
O0OOHATENTbHBIX U OCA3aTENbHBIX aCIIEKTOB, C ILIEbI0
CO3[jaHNUsA aNbTEPHATUBHOTO MeTadOPIIeCKOro BOC-
INpUATUA IJBeTa U OCBaMBas CaMOCTOSTeNbHbIE CIIO-
coObl BOMIOLIEHNUSA 3TUX IPAKTUK B CIELMaNbHO
CO3[JaHHOJI MYZIbTMCEHCOPHOII cpefie. MeTadopa cra-
HOBUTCA «0e30IIaCHOI OCHOBOI» IS 00Y4aloIXCs
IJIA UCCIefOBaHNA TPaBM COIMA/NbLHOTO OTBEp>KeHUA,
KaK IICUXONIOTMYECKNX, TaK ¥ (PUSMIECKUX, a TaKXKe
I OTKPBITYA U3MEHAIINX XXU3HD BAMAHUI U CBO-
601Bl MOITUYECKOTO MPO3PEHMS U MOBEeHNUs, KaK
CpefCTBO NMYHOCTHOTO POCTA, OXBATHIBAIOIIEIO
HOBble 0Opas3Hble IPAHMIBI M TPAHMIBI COLMATBHOTO
pasButudA. Ilcuxonorus nBeTa M HayKa O HNUTAHUU
COCTaBJISIIOT OCHOBY 9TOrO acHeKTa SMOLMOHANb-
HO-MOTHMBAI[MIOHHOTO MCCIeJOBaHNA, C OHNOpPON Ha
KpOCC-MOZanbHOe CIMAHNE CEHCOPHBIX [BYDKEHUIL,
CHUHOICTETUYECKOTO 3ByKa M (PU3NYECKOTO TeaTpa
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How can developin

‘Tasting Colour’ pe acligogical
practises, sensorial dialogic
narrative and multisensory
performance and design,
combining the crossmodally
of synaesthesia and
taste-based poetics,
empower vision impaired
students by creating an inclusive and
metaphorical perception of colour?

Amy Neilson Smith, Department of Educational Studies,
Goldsmiths, University of London, London, United Kingdom

—|_his article discusses the author’s experimental
“Tasting Colour’ pedagogical poetic practices with
vison impaired, complex needs and disabled students,
as a teaching practice for writer-educators in schools;
and more broadly, as an immersive and interactive
performative sensory tool, to intensify integration and
creative dialogue between ‘blind’ and ‘seeing’ audiences.

By playfully ‘inducing’ the students with a crossmodal
taste and colour-based synaesthesia, they are able to
explore the inclusivity of colour-poetics, drawing on the
sensorial exploration of the gustatory, auditory, olfactory
and tangible, to create an alternative metaphorical
perception of colour, and by learning to facilitate
these practices independently, in a specially designed
multisensory environment. Metaphor becomes a ‘safe
framework’ for students to explore the trauma, both
mentally and physically, of exclusion, and discover the
life changing effects and freedom of poetic epiphany and
performance, as a means for personal growth, crossing
new imaginative and socio-developmental boundaries;
colour psychology and food science form the foundation
for this aspect of emotive research, drawing on the
crossmodal-fusion of sensory movement, syneasthetic
sound and physical theatre, in a performance-based
research and development.

This article discusses the students’ newly developed
transferable facilitation skills in the interactive
multisensory public performance context of a professional
theatre, which launched their poetry publication ‘A Blind
Bit of Difference’; disabled and non-disabled participants
engaged in an experiential immersive journey. The author
examines texts from student-poets, vocalising their
experiences of an ‘ableist world;, poetically integrating the
diversity of their perspectives, ethnicities, and survivalist
strategies in an all ‘seeing’ world.

The physical practices focus on the somatosensory
system and mechanoreceptors, exploring the
empowerment of the fuller use of the body in space



B UCCHIENOBaHUAX U pa3paboTKaX, OCHOBAHHBIX Ha
nepopMaTUBHOM UCKYCCTBeE.

B cratbe 06CyXfal0TCA HENAaBHO pa3paboTaHHBIE
CaMVIMM YYall¥MVCA TIepEeHOCUMBble HaBBIKM (acyin-
TalMM B IPUIOKEHNM K MHTEPAKTUBHOMY MY/IbTHUCEH-
COPHOMY KOHTEKCTY ITy6nmn4HOro rnepdpopMaHca B Ipo-
(deccoHaIPHOM TeaTpe, KOTOPBI BBIMYCTU/I CBOIO
nosTunyeckyo nmybnukanuio «A Blind Bit of Difference»
(«HeBupgumble pasnudnsi»). Y4aCTHUKaMU ObUTU JTIORU
C OrpaHMYEeHHBIMI BO3MOXKHOCTSIMU 1 6€3 MHBATUIHO-
CTM, YYacTBYIOIIMe B 3aXBaThIBAIOLeM ITyTeLIeCTBUN.
ABTOp MCCTIeflyeT TeKCThl YYEHUKOB-II03TOB, O3BYYM-
Bast UX OIIBIT «3ITOIMCTCKOTO MUPa», TIOITUYECKU VHTE-
TpUpYys pasHOOOpasye UX B3IIANOB, ITHO-UJIEHTUYHO-
CT€Jl U CTpaTeruit BbDKMBAHUS BO BCEBUISIILIEM MIPE.

Dusnyeckre MPaKTUKM COCPENOTAIMBAIOTCSI Ha COMa-
TOCEHCOPHOI CHUCTEME U MeXaHOpeLeNTopax, MCCe-
Ays paciiupeHye BO3MOXKHOCTE! IOCpeAcTBOM Ooree
IIOJTHOTO VMCIONb30BAHNUSA Te/la B IPOCTPAHCTBE M Pac-
KPBIBasi BO3MOXXHOCTM «KMHECTETUIECKOTO MMATIOTa»
MEXJY MUCIOMHUTENAMU C OCTabIeHHBIM 3peHMEM,
BBIXOJIs1 M3 OTPAHMYEHMII paHee «yCBOEHHBIX» ¥ 6OMO-
IICUXOCOLMAIbHBIX (aKTOPOB, CBSA3aHHBIX C Ipodu-
JIAKTUKOJ TPaBM M VX TMYHBIX onaceHnit TpasM. [Tytem
KPUTHYECKOTO aHanu3a MPsSMOro B3aMMOJENCTBUSA
C IpenojaBaTelsIMU U CTY[EHTaMU B COBMECTHBIX
aKTax CMBICTTOOOpA30BaHVs OHM MCCIEAYIOT IPaKTUye-
CKOe IpUMEHEHME I[BETOOPUEHTUPOBAHHON METOJO-
JIOTMM U CLHOCOOBI pasBUTHA C/IOXKHOI CEHCOPHOIT 1103~
31M, OTBeprasi «[aCCUBHYIO ONVICATeIBHOCTb» U3OUTHIX
KJINIIe KONOPUCTUYeCKUX MeTadop, KOTOpble He
OCHOBaHbBI Ha MX COOCTBEHHOM BOCHPUATUM (3pEHNMN)
U He3aBMCUMOM CEHCOPHOM IIO3HAaHWUM, a SIBIAIOTCA
JIAIIb HeKPUTUYHO «BBIYYEHHBIMI» MeTadopamu. ITo
VICCTIEIOBaHNe PAaCKPBIBaeT OPUTMHANBHYIO IIO3TUKY,
HOYepIIHYTYI0 U3 JMYHOTO, He OCHOBAaHHOTO Ha 3pe-
HUY, MaTe€PUATbHOTO U TEIECHOTO BOCIIPUATHS 1IBETa
CaMVIMU CTYZIeHTaMI.

B ny6nmxanuy momyepKMBETCS BaXKHOCTb BBIIABHU-
JKEeHs Ha IePBBIil IVIAH «TOIOCOB» CTY/IEHTOB IIOCPef-
CTBOM TBOPYECKOI [MaJOTMYECKOll IIearoruKm, pas-
BMBAEMOIL /151 0Oy4eHMsA UL C HapPYLIEHNUAMY 3peHus,
nepecMaTpuBas TPaAVIVOHHBIE METOABI OOyd4eHUs,
OCHOBaHHBIe Ha y4eOHBIX NpOrpaMMax, B KOTOPBIX
rojI0ca «MHBATNUAOB» IOYTH He yuuThiBaroTcA. [Ipuso-
IATCS CBUZICTENBCTBA BIVISIHMS YCTAHOBOK U JeVICTBUIA
IO pacliMpeHNIo IpaB M BO3MOXHOCTeEN, KOIfa yda-
H[MeCs] CaMM CTAHOBSITCSI HE3aBUCUMBIMU JUJIEPAMU
Y VICTIOJIHUTENAMY, MUCIONb3Ys CBOOOMHBIE VIMIIPOBY-
3aIMIOHHble METOJbI MJIs1 CO3[IaHMs CIIOHTAHHBIX, OPU-
IVMHA/JIbHBIX MeTaop M anbTepHATUBHOI I1IBETOBOIA
JIOTUKM.

OTa mpaKTHKa IepecMaTpyUBaeT Ba)KHOCTb MAIIVHBI
Bpaiina, moCcKOmbKY CTYIeHTbI CAMOCTOSITENIbHO MUCIIONb-
3yI0T 3BYKO3aIIMChIBAIOIIME YCTPOJICTBA 11 HEABHO pas-
paboTaHHbIe METOMbBI [ISi JKMBOTO CUHECTETUYECKOTO
BBICKa3bIBaHMsA, MOTUBMPYS VX K IIPUHATUIO TBOPYECKUX
U pU3MUECKMX PUCKOB BO BpeMs BBICTYIUIEHMS U K BO3-
BpallleHNI0 cebe POIM aKTYBHBIX CYOBEKTOB. W

and possible ‘kinaesthetic conversation’ between vision
impaired performers, breaking away from the restrictions
of previously ‘learnt’ and biopsychosocial factors relating
to injury prevention and their personal fears of injury.
Through the critical analysis of direct interaction with
educators and students in joint acts of meaning-making,
they explore the practical application of the colour-
focused methodology and how to develop a complex
sensory poetic, rejecting the ‘passive descriptive’ of non-
original cliché colour metaphors, which are not drawn
from their perception (sight) and independent sensorial
cognition, but are ‘learnt’” metaphors; this study reveals
original poetics drawn from the students own personal,
non-sight-based, tangible and corporeal experience of
colour.

It highlights the importance of bringing students’
‘voices’ to the forefront using creative dialogic
pedagogies for vision impairment education, overruling
traditional curriculum-based methods of teaching
in which ‘disabled’ voices are barely acknowledged.
It documents the impact of empowerment, as they
become independent leaders and performers, using
freeing improvisational methods to create spontaneous,
original metaphors and alternative colour-logic.

This practice rejects the Braille machine as students
independently use audio-recording devices and newly
developed techniques for live syneasthetic utterance,
challenging them to take imaginative and physical risks
within performance, and claim back control. m
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Mapwusa Xoce [le Kopaoba CeppaHo, 4OKTOp
dunocodmn, kadenpa PucyHka, YHnBepcutet
lpaHagbl, MexkayHapoaHbIn GoHA artecitta,
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elb COCTOUT B TOM, YTOOBI pas-

paboTaTb NIpPOEKT MCCIeoBa-
HUS B BOCBMU DPa3sHOPOJHBIX TPYIIIaXx,
KOTOpble OyNYT MMeTb pas3Hble YPOBHU
06pasoBaHus, Ife OCYIeCTBsAeTCs (op-
MajbHasg aKajeMudeckas IOATOTOBKA
M B KOTOPBIX KaXfas TIPYyINIa BBIOOPKU
HAXOUTCS Ha Pa3HBIX CTYIEHsIX 06paso-
BaHIA, VIMeeT PasHYI YMCTBEHHYIO ¥ 3MOLVIOHA/IbHYIO
3penocTh (FeTcKas LIKOJIa, IIKOIA HauyaIbHOTO 06paso-
BaHMA, CPeIHsAA IIKOMA M YHUBepcuTeT). [/ 3Tolt emu
UCIIONB3YIOTCA TPU TeCTa: YIPOLIEHHBIN OIPOC O CHU-
HecTe3ny, TeCT Ha OPUIMHAIBHOCTb M KPeaTMBHOCTD
M TECTOBOE 3aJjaHNe Ha ITACTUYIeCKOe BbIpayKeHNe IATH
OCHOBHBIX 9MOLNI (TPYCTh, PafiOCTD, CTPaX, THEB U OT-
Bpaienye). C IIOMOLIbIO STUX IIATY TPYIIII MCIbITAHNUI
IIPOBOAUTCSA AHAIN3 M CpaBHEHIE B3aMIMOCBA3U MEXAY
CMHecTe3Nell / TBOPYECTBOM ¥ CMHecTe3meil / Xyfoxe-
CTBEHHBIM BBIpa)KeHNeEM, IIPU 3TOM CPaBHMBAIOTCS pe-
3y/NbTaThl TECTOB, IPOBOAUMBIX MEXHAY PasIN4HBIMU
sTamaMy OOy4eHNUs YIeHUKOB 6e3 YMCTBEHHOII OTCTa-
JIOCTU M TECTbI, IIPOBOAVIMbIE YYAIIUMUCA C YMCTBEH-
HBIMM HElOCTaTKaMy. W
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Synaesthesia, emotion and

creativity. Approximation

to the comparative

stud( between students

of different ages and
educational stages with
students with intellectual

» disability

Maria José De Cordoba Serrano, PhD,
Dept. Drawing, University of Granada
and International Foundation artecitta,
mjdecordoba@ugr.es; info@artecitta.es

Juan Garcia Villar, PhD, Dept. Painting,
University of Granada and International
Foundation artecitta, jgvillar@ugr.es

Sonia Torres Cantén, PhD, University
of Granada and International Foundation
artecitta, soniatorrescantn@hotmail.com

—|_he aim is to develop a study in eight
heterogeneous groups, which will
have different levels of education, where
formal academic training is carried out
and in which each group of sampling
is at different stages of education, have
different mental maturity and emotional
maturity ((Infant school, school of
primary education, secondary education
and University).Three tests are being used
for this purpose: The Simple Synaesthesia
Survey, the originality and Creativity test and the plastic
expression of five basic emotions (Sadness, Joy, Fear,
Anger or Disgust). With these five groups of examination,
an analysis and comparison is made on the relationship
between synaesthesia / creativity and, synaesthesia /
artistic expression, where is confronted the tests carried
out between the various stages of education of pupils
without Intellectual Disability and the tests carried out
in pupils with Intellectual Disability.

Introduction

We present an approximation to the comparative study
between pupils of different ages and educational stages
with pupils with intellectual disability (their synaesthetic
capacities and creativity).

During the Academic Year 2018-19, we have carried
out field work on Synesthesia and Creativity with
students from different educational levels (University,
Secondary Schools, Art Schools, Primary School and
Association of People with Intellectual Disabilities) in
different Spanish cities (Albacete, Ciudad Real, Granada,
Motril, Valdepefas de Jaén, La Rabita de Jaén). The
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Description of the study and analysis of the data

educational levels are as follows: Students of 1st and 3rd
Grade Course in BB.AA of the University of Granada
(ages between 18 and 28 years), Bachelor of Arts 2nd
Year from Instituto de Ensefianza Secundaria Herminio
Almendros de Almansa, Albacete (ages between 17
and 19 years) Secondary Education Institute Vicente
Cano de Argamasilla de Alba, Ciudad Real Obligatory
Secondary Education (ages between 12-13); Arts School
Palacio Ventura de Motril, Granada (ages between
14-23); Colegio Publico Rural Valle de San Juan de La
Rabita, Jaén (ages between 8-11). And the Association

of People with Disabilities Los Jilgueros de Valdepenas
de Jaén, Jaén (age between 21 and 60 years), given the
difficulty in this group of students with communicative
difficulties by their different intellectual disabilities, to
perform the tests of creativity and synaesthesia has been
made a compensatory test on color and emotion, with this
we try to facilitate a better understanding of the task to be
done while we see a possible synaesthesia emotion-color,
and also serves to understand the degree of creativity and
expressiveness. In order to make a comparison with this
group with Intellectual Disabilities, we have carried out
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Finke test (originality/creativity)

a sample on emotion and colour that serves to control
and evaluate the results at the Miguel Hernandez Infant
and Primary School in Castillo de Locubin, Jaén.

Description of the environment and
methodology used in the study

The students tested in the university environment
belong to the degree of Fine Arts, first and third subjects:
"Audiovisuals" and "Idea and concept*

They are introduced to the subject of the study and
research of Synaesthesia and we proceed to perform
three tests: One on simple sounding on synaesthesia;
one on originality/creativity, Finke test (from simple
geometric forms and letters, the student must build
a form/drawing recognizable and named); and another
on systems of sensory representation. Tests provided
by the Fundacién Internacional artecitta, collaborator
of the University of Granada since 2008 in the study of
possible synaesthetes in the students of the University of
Granada. These are the same ones used in the rest of the
groups described below. We show the most significant
groups, according to the results found:

We found a high percentage of possible synaesthetes.
Of which, moreover, they present a high degree of
creativity. Predominating the category / type form /
flavor / textures.
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Description of the study and analysis of the data

The students who attend the Bachelor of Arts comes in
a high percentage from the center itself and the other two
public institutes in the town of Almansa. However, given
the specific characteristics of this Bachelor's Degree and
the fact that in the whole province of Albacete it is only
offered in two other localities, an important part of this
student body comes from the areas of influence of the
locality as now Ayora, Caudete or Monte alegre, which
brings a variety of influences that have a positive impact
on the development of the educational level.

The survey is carried out in the 2nd year of the
secondary school, a total of 15 students, ranging in age
from 17-19 years. (There are no foreign students and the
socio-cultural level is medium). This is a student body
with concerns focused on the field of artistic expression
that have been developed throughout

Secondary Education through the choice of the
subject of Plastics in those stages in which it is offered as
an optional subject. In general, we can consider a good
group with an interest in the artistic field.

According to the simple test synaesthesia/ideaesthesia,
as a general rule the majority agree that they experience
other forms of union of senses, such as texture/color;
sound/color; texture/flavour and detail between these
examples as: sounds with feelings, visualizations with
sounds, feelings/textures with moments, smells with
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Participants: secondary education. Les vicente cano,
argamasilla de alba, ciudad real, 2019.
Age: 12/13 years old (25 students)

0%

M high creativity

iGood Mnormal W poor

Creativity & Synaesthesia

Y4acTHWMKK: cpedHAn WKona, 2019.
Bospact: 12-13 net (25 Yenosek)

Finke test (originality/creativity). Creative Ability:
4% poor, 16% regular, 64% good and 16% excellent

moments, flavors with places. In two of the students it is
observed that there is a synaesthetic system (right-handed
and feminine gender) grapheme/colour; music/colour.

Participants: secondary education— les
herminio almendros, almansa, albacete,
2018. Finke test (originality/creativity)

It's one of the most difficult and least understood tests.
The time used for each drawing has been more than
two minutes as a general rule, although some have used
around two minutes. (Due to mental fatigue or blockage,
they have tried to resort more quickly).
The score that is repeated is one, so they do not like
the result obtained, about 30% if you have scored 3 and 4.

In terms of creativity, no high capacities worthy of
mention have been detected in this group.

Participants: secondary education. Les
vicente cano, argamasilla de alba, ciudad
real, 2019.

Age: 12/13 years old (25 students)

This is a typical teaching centre that provides
Mandatory Secondary Education and the Bachelor of
Science and Technology and the Bachelor of Humanities
and Social Sciences. As this is the only secondary school
in Argamasilla de Alba, our students come from all the
social and cultural conditions of the locality. Argamasilla
is a working class municipality, with a low income and
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Good Creativity in non-synaesthetes 25%

High creativity and synaesthesia 30%

Possible synaesthesia: 35%

HavanbHan wkona. Bospact: 8-11 net, KonnyecTso:
20 uenoBek

Kinds of synaesthesia

grapheme/ color 31%
sound/music/colour 7%
flavors/shapes/textures 46%
touch/flavour 8%
touch/mirror 8%

% -

Primary school “virgen de san juan”. La rabita, jaén
Age: 8 to 11 years old number of students: 20

meossm Kinds of synaethesia

wiirwiolfact
13%

shapes/teture
5%

[pynna y4aLumxcA ¢ MeHTanbHbIMU PacTPOMCTBAMM.
Bospact: 21-60 net

High ereathity creati'fit'ﬂ'

Group of people with intellectual disabilities Los
jilgueros de valdepefias de jaén, jaén 21 to 60 years old

whose inhabitants dedicate themselves more to activities
related to the primary sector (agriculture) than to the
tertiary sector (services). The educational level is low,
lower than the Spanish average, above all because the
percentage of those who have no education is very high
and there are very few university students and those who
have secondary education. In spite of the low educational
levels, it is observed that the majority tendency is to value
the studies of their children.

Finke test (originality/creativity)

Creative Ability: 4% poor, 16% regular, 64% good and
16% excellent.

Many of the drawings are unresolved.

The time required is usually longer than two minutes
each.

Primary school “virgen de san juan”.
La rabita, jaén
Age: 8 to 11 years old number of students: 20.
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Group of people with intellectual
disabilities
Los Jilgueros de Valdepenas de Jaén, Jaén 21 to 60 years old.
We highlight the difficulties encountered in carrying
out the tests in the comprehension of the exercise on
originality/creativity (Finke's Test) in the group of
people with intellectual disability, and in the group of
children, (a research that we started this year and will
expand in the coming years), a task that has also been
more difficult in the previous groups studied; for this
reason the test of the five basic emotions was devised, to
be represented graphically with colors. An easier task for
them to understand. It facilitated the observation in the
representation of the internal perceptions of emotions
through color and their creativity in the choice of forms
for each emotion.

Test emotions/colours

Five emotions: joy, anger, fear, disgust, sadness.
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Test emotions/colours. Five emotions: joy, anger,
fear, disgust, sadness

Primary school 4-6 years old

School of children's education and primary "Miguel
Hernandez" de Castillo de Locubin, Jaén.—“Grupo de
Nifios de Segundo de 2° ciclo de Infantil”— (5 years old),
the socio-cultural level is medium (higher), the families of
these children are committed to the education and train-
ing of their children, are very involved in the development
of the school and collaborate in all projects in which the
children are involved. The children are more creative than
the previous ones and are very stimulated in their family
and educational environment.

Their education is much more active, emotionally
they are very intelligent and with a great curiosity.

Conclusions.
Synaesthesia, emotion and creativity
Approach to a comparative study between students of

different ages and educational stages with students with
intellectual disability. Synaesthetic capacities and creativity.

o The trend towards a high percentage of possible
synaesthetes continues, based on the studies carried
out in the Spanish population groups, from 18 to 30
years old, in the educational sphere, from 2009 to
date. No. of participants: over 10 000 students.

o The results of the study suggest, once again,
that students with possible synaesthesia present
a higher percentage of high creativity.

o We find that, at a younger age, there is a greater
possibility of maintaining the synaesthetic
condition, or primary multisensory, natural
perception, as Eisenstein would say.

o It is surprising the degree of creativity of people
with intellectual disabilities, which at a mature
and expressive level are similar to younger
children. Although in the group of people with
intellectual disabilities, we do not find any with
high creativity, they present a positive creativity.
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Primary school 4-6 years old. Children 4-6 year old.
Emotion/color

About test Emotion/colour:

«  Coincidence in the choice of the colour BLACK
to represent "FEAR",

o Coincidence in the colour GREEN to represent
the DISGUST;

o The "JOY or HAPPINESS", almost always is
MULTICOLOURED,

o and the “SADNESS", BLUE or PURPLE.

The most prevalent type of synaesthesia among

younger children is

1.  grapheme/colour
2 flavours/

3. shapes/textures

4 touch/mirror

228  [oknaasl v BeICTYNNEHUA « [ekb 3

Multisensory didactics should be implemented
along the whole educational system to foster potential
capacities in children and teenagers.

Synaesthesia should be included in educational
didactics as a trigger for the intellectual and creative
development of students in general. m
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OnerAnekcaHgpoBuy ly3eeB, HINO «[JoHMET»,
HoHeugx, oleg.coin@mail.ru

IHOM U3 mpobneM ob6ydeHns peTeit

MaTeMaTHKe SBJAETCS YCBOEHMeE
MOHATYA YMC/IA M CYETHBIX OIeparuil.
Yro6bl mpoliecc ycBOeHMA a30B apudme-
TYIKY TIPOXOAMJI YCIEIIHO, He0OXOAMMO ero Ipeobpa-
JKEHJIe B UTPOBYIO JIeATe/IbHOCTb, HAallpaBlIeHHYI0 Ha
TapMOHM3ALMIO CEHCOPHOU c¢epsl. [JocTUYb TaKoro
IpeobpakeHNss MOXKHO IIOCPEACTBOM Habopa MOHeT,
PasBUBAIOLIETO CIIOCOOHOCTb COOTHOCUTD 00pasbl pas-
HBIX MOJIQ/IbHOCTEJl BOCIPUATYSA KOMYIECTBa.

Jnsa spdekTHBHOrO MCIONB30BaHNA HabOpa MOHET
B KadyecTBe CpefCTBa NPO(MIAKTUKM AUCKATbKYIUA
(HapylIeHMII CYETHBIX HaBBIKOB) Y JieTell He0OXOmMO
BOIVIOTUTb B MOHETHBIE NUCKMU, IOIb3YsCh TEPMIHOM
U3 TeopeTNdYecKoro Hacnmemmsa XxypgoxHuka K.Mare-
BMYA, «IIpMOABOYHBIE 3JIEMEHTBI», IlepecTpauBalolye
MOHETBI B IIO/IVIMOJa/IbHbIE CYeTHbIE KOHCTPYKLIMIL.

B pesynbrarte BoOIUIOIIEHMS B NUCKM MOHeT Ipuba-
BOYHBIX 9/IEMEHTOB B BIJI€ 3¢BOB, 97IEMEHTOB CTBIKOBK,
IIPOOOMH U KOHLIEHTPUYECKMX KPYTOB MOMTYy4UM Habop
MOHeT-K/IIo4Yell ¥ MoHeT-MuuIeHeil. Kaxpas MoHera-
KJII0Y OT/IMYAeTCsd COOTBETCTBMEM HOMMHAIA KOIUde-
cTBy 3eBoB (marent RU 2420217 CI, 2011), a mobas
MOHeTa-MUIIEHb — COOTBETCTBMEM HOMMHA/MA CyMMe
mocTonHCTB mpobouH (marent UA 117291 C2, 2018).
CeueHue KaXx/[0il IPOOOMHBI MOXKET OBITH BBIIIOTHEHO
B BHUJIe MHOTOYTOJIBHMKA, YMUCTIO CTOPOH KOTOPOTO
COOTBETCTBYET €€ JOCTOMHCTBY.

Kpome Toro, moners! Habopa (puc. 1) MOryT ObITH
BBINTOJIHEHBI B BUJIe JieTajlell CaMO3BY4Yalllero MY3bI-
KaJIbHOTO VIHCTPYMeHTa. BpicoTa 3ByKa, M3[aBaeMOro
Ka>K[J0Jl MOHETOJ — MY3bIKa/IbHOJ Tape/IKOL IIpY yjape
O TBEP/YIO IIOBEPXHOCTD, COOTBETCTBYIOT €€ HOMMHAITY.
Taxme 3BeHsAIIIE MOHETHI CIIOCOOCTBYIOT POpPMUpPOBaA-
HUIO «<YMO3PEHN B 3BYKaX».

ITo cytu, MoHeTHOMY HabOPpy, MpOILIeAIIeMy IPK-
0aBOYHYI0O MOJEepHM3ALNIO, IPUJAHbI CBOJICTBA IIPU-
Cylgye Moco6uIo, HO3BOMAIIIEMY JeTAM IPUoOpeTaTh
U COOTHOCUTb 3PUTENbHBIN, TaKTUIBHBIN, CIyXO-
BOJI ¥ MOTOPHBIJI ONBIT IIPY PasBUTUM CIOCOOHOCTU
K OIleHKe KO/NMYecTBa 3/MeMEHTOB BO MHOXECTBaX
u GOpMUPOBAHUY NIPOCTPAHCTBEHHO-BPEMEHHBIX
NpefCcTaBIeHNIA.

JInsa nosbimeHusa 3¢p@eKTUBHOCTU U CTPYKTYPU-
3aluy IPOPUIAKTUKY [YCKAIbKYINY, MOCPELCTBOM
IIpejjIaraeMoro MOHETHOTO Habopa, Ipolecc YyCBOeHUA
JeTbMU ITOHATYA YUC/IA Y CYETHBIX ONlepaluil MOXKHO
pasnennuTb Ha TPY OCHOBHBIX MOIY/LA.

Kit for discalculia
prevention in children:
Intersensory aspect

Oleg A. Guzeev, NGO “Donmet”, Donetsk,
oleg.coin@mail.ru

ne of the problems of teaching

children mathematics is their
assimilation of the concept of number
and counting operations. In order for the process of
mastering the basics of arithmetic to be successful, it
must be transformed into a gameplay activity aimed at
harmonizing the sensory sphere. Such a transformation
can be achieved through designing and using a set of
coins that develops the ability to correlate images of
different modalities of perception of quantity.

To effectively use a set of coins as a means of
preventing dyscalculia (malfunctions in counting skills)
in children, it may be necessary to translate into coin
disks, using the term from the theoretical heritage of the
artist K. Malevich, the “additional elements” that help
rebuild coins into polymodal counting structures.

As a result of the implementations of such surplus
elements in the form of ledges, lock-in elements, holes
and concentric circles into coin disks, we get a set of key-
coins and target-coins. Each key coin is distinguished by
the correspondence of the denomination to the number
of ledges (patent RU 2420217 C1, 2011), and any target
coin —by the correspondence of the denomination
to the sum of the number of the puntures (patent UA
117291 C2, 2018). The section of each punctures can be
made in the form of a polygon, the number of sides of
which corresponds to its value.

In addition, the coins of the set (Fig. 1) can be made
in the form of the parts of a self-sounding musical
instrument. The pitch of the sound emitted by each
coin —musical cymbal when it hits a hard surface,
corresponds to its face value. Such jingling coins
contribute to the formation of “cognitive speculation in
sounds”.

In fact, the coin set that has undergone surplus
modernization has been given the properties inherent
in an instruction kit that allows children to acquire and
correlate visual, tactile, auditory and motor experiences
while developing the ability to assess the number of
elements in multiplicity sets and the formation of
spatio-temporal representations.

To increase the effectiveness and structure the
activities for prevention of dyscalculia, by applying the
proposed coin set, the process of children’s assimilation
of the concept of number and counting operations can
be divided into three main modules.

At first, the child, examining the key-coins visually,
tactilely and their ring-sound under the guidance
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Bravane pe6eHOK, 06cmenys MOX PYKOBOACTBOM
THefjarora MOHETHI-K/IIOUY 3PUTEIbHO, TAKTUIBHO U Ha
3BOH, HayMHAeT OCO3HABaTb, YTO UMCIO MOXET OBITH
HpelCTaB/lIeHO PasHBIMM HyMepanamy (Hampumep, 3,
II1, Tpu), B TOM uyic/ie UAEHTUPULMPYEMBIMY TTOIVIMO-
JambHO. Pe6eHOK MpUXOAUT K MOHMMAHUIO TOTO, YTO
YMCITa BBIPXKAIOT KOMMYECTBA eAMHNL] BO MHOYKECTBAX.

Jlanee pe6eHOK Y4YMTCA CIOXEHMIO Y BBIYUTAHMIO
HOCPE/ICTBOM CTBIKOBKM M PAcCTBIKOBKM MOHET-KITIO-
yeii. Takoit [yAaKTUIeCKMil TOAXOX, ITO3BOAET LPpo-
BOIJI CYeT COIIPOBOX/]ATh aHA/IOTOBBIM CYETOM, a apud-
MeTHYecKue OIepalyy, KOTOPbIE BBIIOTHACT YUEHUK,
HOAKPEIUIATh UTPOBBIM HPOLECCOM COOMpaHMsA Masl.
MHaue roBops, IpefcTaBlIeHNs pebeHKa O KOMMIecTBe
U cYeTe IIONY4aloT CBOeoOpasHOe KIHECTeTHUYeCKoe
HachlIlIeHNe.

3aTeM 00y4asAch paclo3HaBaTh IyTEM MEXCEHCOp-
HOTO CMHTe3a (II0 JOCTOMHCTBY ¥ (opMaM cedeHMsA
npoOoyH, a TakXKe 3BOHY) Ly¢pbl HOMVHAIOB MOHET-
MMIIeHel, pe6eHOK ycBaMBaeT TaKue IMOHATHA, Kak
¢durypa, cooTBeTCTBIE, MECTOIIONOXEHNE, MONTOKEHUEe
Ha BooOpaxaeMoM Iudepbrare. [Tomnmo 3TOrO 3aHA-
THA C MOHETaMM-MUIIEHAMHU CIIOCOOCTBYIOT BOCIPUA-
THIO pe6EHKOM IIPMHIINIIA MO3UIVOHHOCTY U TIOHMMa-
HMIO TIOMECTHOTO 3HaUeHVA IMP B 3aIIMCU YMCTIA.

Taxum 06pazoM, HabOp MOHET ¢ NpKUOGABOYHBIMMU
97IeMeHTaMJl TI03BO/IAET MOMMMOMANBHO IIPECTaBIATD
9MCTa 1 06 BEKTUBU3UPOBATh 6a30Bble CUETHBIE OMepa-
. 9TOT HabOp MOXKET MOCTYXNUTb ayfYOTaKTUIbHOM
HAIIAZHOCTBIO 10 MaTeMaTHKe [UIA fieTeil co ClabbM
3peHMeM U CTaThb OCHOBOII WUIPbI, Pa3BUBAIOLIEN CIIO-
COOHOCTD K MeXMOJIa/IbHBIM HepenipoBKaM.

ITpepmnaraeMblit HaOOp MOHET MOXET MCIIONbB30-
BaTbCA HE TOJIBKO /I MPOQUIAKTUKYU [UCKAIbKYINN,
HO 1 e€ uarHocTuKM. Takoit Ha6op MOXKeT OBITD IoNTe-
3€H I BbIABIEHUA NOMUHUPYIOIVX MOJATbHOCTEN
¥ U3YYeHNs CEHCOPHOI OpraHM3aliy Ye/oBeKa.

ITIo cmosam JI.HbloTOHA, «MOHETBI — CaMblil Ile-
HUTETbHBII M HOBAaTOPCKUIT BUJ WMCKyccTBa». IIpo-
bUmaKkTUKa JETCKON NUCKANbKYINM, OCHOBaHHAs Ha
B3aIMOCBSAI3M HAayKM M MCKYCCTBA, IOCHOCOOCTBYET
TBOPYECKOMY Pa3BUTHIO peOeHKa U rapMOHM3AIINM €TO
HepLEeNTUBHOI chephl. B
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of a teacher, begins to realize that a number can be
represented by different numerals (for example,
3, III, three), including those indicated and identified
polymodally. The child comes to understand that
numbers mean the number of units in sets.

Next, the child learns addition and subtraction by
matching and uncoupling coin-keys. Such a didactic
approach allows number counting to be accompanied by
analogue counting, and arithmetic operations performed
by the student are supported by the game process of
collecting the puzzle. In other words, the child's ideas
about quantity and counting get embedded in a kind of
kinesthetic saturation.

Then, learning to recognize through intersensory
synthesis (according to the denomination and cross-
sectional shapes of punctures, as well as ringing) the
denominations of the target-coins, the child acquires
such concepts as figure, correspondence, location,
position on an imaginary clock face. In addition, tasks
with target-coins contribute to the child's perception of
the principle of positionality and understanding of the
local meaning of numbers in the written form of the
number.

Thus, a set of coins with sensory surplus elements
makes it possible to polymodally represent numbers
and objectify basic counting operations. This set can
serve as an audio-tactile visualization in mathematics
for children with visual impairments and become the
basis of a game that develops the ability of intermodal
translation (interralation).

The proposed set of coins can be used not only for the
prevention of dyscalculia, but also for its diagnosis. Such
a set can be useful for identifying dominant modalities
and studying the sensory organization of a person.

AccordingtoI. Newton, “coins are the most captivating
and innovative art form” Prevention of childhood
dyscalculia, based on the relationship between science
and art, will contribute to the development of children’s
creative abilities and harmonization of their perceptual
sphere. m



MapuHa AnekcaHgpoBHa NocudsaH
Marina A. losifyan

CeHcopHble acneKTbl
KnHeMaTorpadpuyeckoro
UCKyCCTBa:
KpOCC-MOanbHble
accoumaumm

1 KMHO3CTETMKA
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OCIIpUSATHE KMHO MOYXHO OIMCATh KaK BOCIIPYsI-

THe C/I0XXHOTO MHTEPMOJANIbHOTO CTUMYIIa,
KOTOpBIil BK/IIOYAeT pasaMyHble I[BeTa, (GOpPMBI, ABHU-
XKeHUe, 3BYK) 1 My3bIKy. Kunemarorpaducrs ncnoss-
3YIOT CMHXPOHHOCTDb 3PUTEIBHBIX ¥ CIYXOBBIX CTUMY-
JI0B, 4TOOBI BBI3BaTh OCOOBIE SMOLMM ¥ HOHUMAaHUE
KUHO Y 3puTelneil. YdeHble )e U3Y4aloT ICUXOIornde-
CKMe HPUHUMIIBI MOFOOHOTO MY/IBTICEHCOPHOTO BOC-
IpyATHsA KuHO. IIpoBels cepuio YMCC/Ie[OBaHWIL, MbI
MSYUYMIN KPOCC-MOJa/IbHblE ACCOLMALNN MEXAY Ki-
HeMaTorpadu4ecKoil 3CTeTUKON ¥ TAKTUIbHBIM BOC-
IpUSTEM — BOCIIPUATIEM, KOTOpOe HAIpAMYI He
CBSI3aHO C KMHO. MbI OOGHAapyXWIu, 4TO pasandHble
acreKThbl KuHeMaTorpaieckolt acTeTuky (pekpacHoe
u 6e300pasHoOe, TParM4HOE ¥ KOMIUYHOE) aCCOLMUPY-
I0TCSI C OCOOBIMM TAKTU/IHBIMY OLIYIIeHVISIMIL.

Kpocc-MopanpHble accoLuariy — 3T0 acCoLMaIun,
KOTOpble BO3HNUKAIOT, KOTIa CTUMYII 13 OffHOI MOJaIb-
HOCTHM (HAIIpMMep, 3BYK) aCCOLMUPYETCS CO CTUMYIOM
U3 Apyroit MofanbHocTy (Hampumep, userom). Kpocc-
MOZ/IbHBIE aCCOLMALN OOHAPY>KU/IN MEX/Y CaMbIMI
pasHbIMU MOfanbHOCTAMM. Harmpumep, kpyrnas ¢popma
aCCOLMUPYETCsT CO CAafKUM BKYCOM, a OCTPOYTO/Ib-
Hasi — C TOPbKUM.

Takue accoumanmy M3y4arTCsl He TOMBKO MEXAY
IPOCTBIMM CTUMY/IAMM, HO U MEXJY CIOKHBIMIU.
Hanpumep, Mexpy LBeTOM ¥ MY3BIKOI. B Takmx
VICCTIeNOBaHMs WM3Y4YalOTCs KPOCC-MOJabHble acCo-
IMALVY C Pa3INIHBIMU BUAMI UCKYCCTBA: MY3bIKOIL,
XKMBOIIICHIO, KMHO. YacTo Takme MccaefoBanus 6asu-
pyioTcs Ha QyHaMeHTaTbHBIX 9CTeTUYECKUX KaTero-
pusix. Hanpumep, B McciefoBaHMAX KPOCC-MOJAIBHBIX
accoLManyil MeXXIY MYSBIKOI M L[BeTaMU M3y4aeTCs
MaXop M MUHOp. Makop M MMHOp —3TO OFHM U3
K/II0YeBBIX IOHATUII MY3bIKa/JbHOI rapMoHMu. Takie
VICCTIeNOBaHNsI TIO3BOJISIOT BBUIBUTDH ¥ OIMCATb CEH-
COpHBIE XapaKTepUCTUKM (YHHAMEHTaIbHBIX 3CTETH-
Y4eCKIX KaTeropuii. B 9ToM HOK/Iafie sl paccKaxy o Tak-
TUJIBHBIX aCCOLMAUMIX C TaKMMMU 3CTETUYECKUMU
KaTeropusMu, KaK IpekpacHoe 1 6e306pasHoe, u Tpa-
TMYHOEe U KOMUYHOE B KIHO.

B 9TMX MCCTeIOBaHMAX YYaCTHUKM IIPOCMATpY-
Ba/IM KOPOTKVE OTPBIBKYU 13 (WUIBMOB C 37eMeHTaMI

Sensory aspects

of cinematographic art:
cross-modal associat

and cinema aesthetics
Marina A. losifyan. PhD, Department

of Psychology, Higher School of Economics,
marina.iosifyan@gmail.com

ons

inema perception is a perception of

a complex and intermodal stimuli,
which includes colors, shapes, movements, sounds,
music. Film makers use the synchrony of visual and
auditory stimuli to evoke specific emotions and
movie understanding among the viewers. Scientists
investigate psychological principles of this multisensory
film experience. In a series of studies, we investigated
cross-modal associations which exist between aesthetic
experience of movies and haptic perception — the
perception which is not directly included in cinema
perception. We found that different aspects of film
aesthetics (beauty vs ugliness, tragedy vs comedy) are
associated with specific tactile sensations. m
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Puc.1a. Kagpsl 13 ¢1abMoB ¢ aneMeHTaMm TparnyHo-
ro (ceepxy): «Mos MaMa» HaHHu MopeTtn, «Cyabba
yenoseka» Ceprea bongapyyka, «2046» BoHra Kap
BaA 1 GpunbMOB C 371€MeHTaMM KOMUYHOMO (CHM3Y):
«Pa3sbwpas lappu» Byau AnneHa, «Bce K nyyie» Ba-
rnpa Myctadaesa, «Henoskoctb» Inua CyneimaHa

Fig. 1a. Stills from films with tragic elements (above):
My Mother by Nanni Moretti, Fate of a Man by Sergei
Bondarchuk, 2046 Wong Kar-wai, and films with
comic elements (below): Deconstructing Harry by
Woody Allen, All for the Best by Vagif Mustafayev,
Awkward by Elia Suleiman

Puc. 16. Kagpbl 13 GpuabMOB € 3CTETMKOM NpeKpac-
Horo (cBepxy): «CMepTb B BeHewumm» JlyknuHo BucKoH-
", «[lonraa cyactmimBas Hu3Hb» [eHHaausa LLnanu-
KoBa, «2046» BoHra Kap Bas v ¢punbMoB ¢ 3cTeTMKON
6e306bpasHoro (cHM3y): «bonbluan KpaTBa» Mapko
Oeppepyn, «TpyaHo 6biTb borom» Anekces lepmaHa,
«3en v ABa HynA» [utepa [puHy3A

Puc. 16. Stills from the films based on aesthtics of
beauty (above): Death in Venice by Luchino Visconti,
Long Happy Life by Gennady Shpalikov, 2046 by
Wong Kar-wai, and the films based on aesthetics of
ugliness (below): La Grande Bouffe by Marco Ferreri,
Hard to be a God by Alexei German, Zed and Two
Zeros by Peter Greenaway

IpeKpacHoro u 6e306pa3Horo, KOMUIECKOTO U TParu-
yeckoro (cm. Puc. 1a, Puc. 16).

ITpocMoTpeB Ka>kKABIl OTPBIBOK, YYaCTHMUKY C 3aKPbI-
TBIMU IIa3aMJ OLIYIBIBaTM PasINyHble TEKCTYPBI (CM.
Puc. 2). Hampumep, MeX, Ienk, 6apxar, HaX[JayHYIO
Oymary, mepeBo. VX 3apjadeit 6bUIO BBIOpaTb HAOLIYIIb
TEKCTYPbI, KOTOPbIe aCCOLMUPYIOTCS ¢ IPOCMOTPEHHBIM
¢unbMOM. MBI OOHApYXXWIM, YTO ACCOLMALVIN MEXY
¢$uIbMaMM ¥ HEKOTOPBIMM TEKCTYPaMM He CITyYaiiHbl.

Tak, B mepBoJ cepuy MCCIENOBAHMIT MBIl M3ydasyn
acconyanyy MeXXy (puibMaMu ¢ 9CTETUKOI IIpeKpac-
Horo («Cmeptb B Benenym» Jlykuno Buckonry, «2046»
Boura Kap Bas, «[lonras cyactnmsas >XusHb» leH-
Hajus Ilnanukosa) u unbMamMu ¢ 3CcTeTnKoi 6e30-
6pasnoro («TpymHo 6piTh Borom» Anekces IepmaHa,
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«bonpuras xparsa» Mapko @eppepu, «3ex 1 gBa Hy/LI»
IMurepa [puHyass). Y4acTHUKY VICCTIEROBaHN OTMEYaIN,
C KaKMMM V3 TEKCTYp aCCOLUMPYIOTCH STU (PUIbMBL:
IIeTIK, Pe3MHa, MeX, CTEK/I0, KOXa, MeTasl/l, HaKauHas
6ymara u pmepeBo. Bpuio ob6Hapy>keHO, 4TO (UIBMBL
C 37IeMEHTaMM 3CTETUKMU IPEKPACHOTO aCCOLMMUPYIOTCA
C IPUKOCHOBEHVIAIMU K IIENKY, @ (PUIbMBI C 9CTETHUKON
6e300pasHOro — K HaXK[ja4HoIt byMmare.

Bo BTOpOII Cepyu MccIeRoBaHNIil OBUIY M3YYEHBI aCCO-
VAV MeXAy (UIbMaMy C 9leMEeHTaMy KOMIYHOTO
U TPAarMyYHOro. YYaCTHUKM IIPOCMATpUBaIy GparMeHThl
u3 ¢uibMoB ¢ 3neMeHTaMyu KomyyHoro («Pasbupas
Tappn» Bymu Annena, «HemoBkoctb» Omua CyneriMaHa,
«Bce x myamemy» Baruda Mycradaesa) n smemenTaMn
tparnanoro («Cynpba wenoBeka» Ceprest Bongapuyka,



Puc. 2. Habop TeKcTyp, MCMoNb3yeMbix
B 3KCMEPUMEHTE

Fig. 2. Set of texture samples for the experiment

«Mosa mama» Hanum Mopertn, «2046» Bonra Kap
Bas). YyacTHUMKY UCCIENOBaHMA OTMEYaIu, ¢ KaKUMMI
U3 TEKCTYP aCCOLMUPYIOTCS 9T (PUIbMBL LIENK, MeX,
CTEKJIO, TPAHUT, MPAMOP, UTPYLIKa-U3YH, IIACTU/INH,
CTEK/ISIHHBIE IIAPUKM, CIHOHMK, 6apxaT, MIacTUKOBbIE
uronku. beio o6Hapy>keHO, YTO (PMIBMBI C I/IEeMeH-
TaMJ TParmyecKoro acCOUMMUPYITCA C IPUKOCHO-
BEHMSAMU K MpPaMopy, TPaHUTY U CTEKIy, a (pUIbMBI
C 3CTETMKON KOMMYECKOTO — CTEK/IIHHBIMMY IIapUKaM,
NIACTU/IVHY U UTPYLIKe-TU3YHY.

Ienbo HaIMX MCCIELOBAHUI OBIIO HE TOIHKO
BBISIBUTD acCOLMAaLMy MeXAy ¢GUIbMaMM C OIpefe-
JIEHHOJ 3CTETUKOM M TEKCTYpaMM, HO U IOIBITATHCSA
00bsacHUTb nX. OfgHa U3 HanboIee JOMMHAHTHBIX TICH-
XOJIOTMYECKUX TUIOTE3, KOTOpasi OOBSCHSIET KPOCC-MO-
Ja7bHblE acCOLMAIlNY, CBA3aHa C SMOUMUAMU. To ecTb,
TeKCTypa M GUIbM acCOLMUPYIOTCS MeXAy co0oii,
IIOTOMY 4YTO CBSI3aHbl C OJHON M TOM >X€ 3MOLMIAL
Yto6bl IPOBEPUTH ITO IIPEIIONOXKEHNE, MBI IPOCUIN
HalllVX YYaCTHMKOB OLIEHUTb U TEKCTYPbl, ¥ GUIbMEL,
MO0 CeMAaHTUYECKUM U SMOIIMOHANbHBIM IIKajaaM

(ropbkuit-cnagknit, HeCYaCTHBIN-CIACTAUBBIA, [06-
Pblit-3JI0¥i, YMCTBIA-TPASHDIN, NPUATHBIA-OTBPATH-
Te/IbHBIN, IpeKpacHbIi-6e300pasHblii). B obenux akc-
HEePYMEHTAIbHBIX CECCUAX OKasaloch, 4TO (puIbMbI
U TEKCTYphI 1O 3TUM ILKajaM OLleHMBAanach COOTBET-
ctBeHHO. To ecTb, ecru GMIbM OLleHMBAJICA KakK «6e30-
OpasHblil», TO OH aCCOLIUMPOBAICS C TEKCTYPaMU, KOTO-
Ppble TaKXKe OLIEHMBAINCh KaK «0e300pas3HbIe».

TakuM 06pa3oM, sMOLMM MOIYT YacTUYHO OOBsAC-
HUTDb CEHCOPHbIE aCCOLIALM MEeXY pyIbMaMu C pas-
JIYHOM 3CTETUKOI U TeKCTypaMu. TeKCTypbl, KOTOpbIe
OBV CBA3AHBI C 3CTETUKOI TParndeckoro (rpaHuT, Mpa-
MOD ¥ CTEKJIO), JeVICTBUTENIBHO Yallje BCETO aCCOLMUPY-
10TCA C aMoLueli rpycTi. UTo KacaeTcs TeKCTyp, CBA3aH-
HBIX C 3CTETUKOI KOMUYECKOro (CTeK/ITHHbIE IIAPYKI,
UTPYIIKA-IM3YH U IVIACTU/INH), TO OHU aCCOLVMPYIOTCS
C aMouMeN yauBneHuA. B psAge NCUXOMOTMYeCKUX Teo-
puil BOCTIpUATHUA IOMOpPa TPeAIIoNaraeTcs, 4To oMop
CBs3aH MIMEHHO C 3TOJ 3MOLME, a He C 3MOLMeN pajio-
cTu. BosMOXXHO, 9TM 00BsCHSETCA NONTyYeHHAs HaMIU
acconmanys MeXAy GpuibMaMy U TeKCTypaMiL. B
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CsetnaHa EBreHbeBHa JlouMaHoBa
Svetlana E. Lotsmanova
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MHOMWIbBM Ha 9KpaHe KaK OODeKT MCKYCCTBa

IpefCTaBIAeT cOOO0I CIOKHYI0 3HAKOBYIO CU-
cTeMy. JTa cucTeMa YHIOpSAKOYEeHa CaMoil KOHCTPYK-
el XyJIOXKeCTBEHHOTO IIpou3BefieHns. B Hee BxopmAaT
BU3ya/lbHasA, BpeMeHHas, ay[yalbHast U CMBICTOBbIE
COCTaBJIAONINe, BKIKOYAsA aCHEKTBl TPaHCIeHAEHTHO-
CTU, — BCe OHM ABJIAIOTCA IPEIMETOM MCCIENOBAHNA
¢unbMa 1 BMecTe 06pasyioT MHGOPMAIMOHHbI KOH-
TEKCT Y IIOATEKCT JAHHOTO 00'beKTa CKYCCTBaA.

CormacHo cemmonornueckoin konuenuum P.bapra,
KOMMYHULMPYIOLINIL C PUIBMIYECKOI MOJIETIBIO CYOD-
eKT BOCIIPMHMMAeT COOTHOLIEHME 37IeMEHTOB BHYTpPU
Hee KaK TOT WIU MHOY 3HaK. B 1enoM ¢unbmudeckas
CTPYKTypa KaK 00beKT U3y4eHNs B KMHOBEeHU ITpef-
CTaBJIIeT CIOXKHBI KOMIUIEKC MEHTA/IbHBIX U dusude-
CKIX XapaKTEePUCTHUK, Ifie eCTb CyIleCTBeHHAsA pasHuIa
MeX/y O3HayalIVM M O3HayaeMbIM. COBpeMEeHHBIN
KuHeMarorpad oObIYHO 0OpallaeTcs TOMBKO K CIYXY
U 3peHMIO, a APYT¥e OpraHbl YYBCTB pelMNyeHTa (ero
00OHsHNe, OCsI3aHMe, BKYC) OCTAIOTCA He3afleliCTBO-
BaHHBIMM. BO3MOXXHO /M1 OLYTUTD HO-pyroMy (puib-
MIYECKYI0 IPUPOJY, CTeHEPUPOBaB apT-IJIOAKY AL
€€ U3y4eHMs C UCIIONb30BaHMEM MEXXCEHCOPHBIX acIeK-
TOB B3aVMOJIEVICTBYA MEXIY 3puUTeneM U GUIbMOM?

B ocmbicienyn crienuuueckux MHCTPYMEHTOB LA
pellleHus JaHHOJ 3aflauMl M COCTOUT AKTYaJTbHOCTD
JAQHHOTO VICCTIE[IOBAHV. YCIOBMS /I MCCIIENOBaHNA
CMHECTE3MITHON IIPUPOJBI BOCIPUATHA 0ObEKTOB KMHO-
MICKYCCTBA pealu3yeMbIX B IIyOIMYHOM My3€eIHOM IIpO-
CTpaHCTBe, C IpyUBIeYeHNeM K paboTe HaJ HUM Hayd-
HBIX COTPYAHMKOB M JesATeneil cepbl MCKyccTBa. Peub
uzieT 0 KuHeMarorpaduueckoil MHCTA/ILALNN, KOTopas
CMOXeT VIMeTb OJHOBPEMEHHO 3CTeTUYeCKYI0 M 0CO-
Oy10 Hay4HYI0 3HAUMMOCTb B KadeCTBe CUHeCTeTUde-
CKOII Mofienu, ecu 6yneT o60pyoBaHa TeEXHUIECKIMU
YCTPOVICTBaMM I M3Y4eHMA 0COOEHHOCTell peaKium
Ha pasfipaXkITe/y 4eIoBedeckoro Mosra. HoBsIM npuH-
IunaM OpraHM3alyyl TaKoyl KUHeMarorpagduieckoi
MHCTA/UIALMY KaK eRMHOTO SKCIIO3MILMOHHOTO KOM-
IVIeKCAa CO CBOMM apXMUTEKTYPHO-IpaMaTypruieckuM
U TIPOrPaMMHO-MHTEPAaKTUBHBIM CLieHapyeM, CTPOro
IpUBA3AaHHBIM KO BpeMEHM, M IOCBAIleH aHHBI
JOKJaj. PermaMeHT POXOX/IEHNUA 3aI0B MOCETUTENIEM
CUHXPOHM3MPOBAH CO BpeMeHeM IIOKasza Hambosee
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Film installation as an
object of a synthetic form
of sensory perception

Lotsmanova Svetlana Evgenievna,
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movie on the screen as an object of

art is a complex semiotic system.
This system is ordered by structure of the work of art.
The structure contains visual, time, audio and semantic
components, including transcendence aspects. They
are a research subject of the movie and together form
information context and implied sense of this object
of art.

According to the semiological concept of R. Barthes
the subject communicating with a filmic model
perceives a ratio of elements in it as a sign. In general,
a filmic structure as an object of study in cinematology
is a complex of mental and physical characteristics with
essential difference between significant and signified.
Modern cinema usually addresses only hearing and
sight, and other sense organs of the recipient (sense of
smell, touch, taste) remain uninvolved. Is it possible
to feel filmic nature in a different way by creating an
art place for its study using interperceptual aspects of
interaction between the viewer and the movie?

The research relevance is in understanding of
specific tools for solution of this task. The conditions
for the research of synesthetic nature of perception of
cinema art objects can be realized in public museum
space with participation of research associates and
people of art. We are talking about a cinema installation
which will be able to have both esthetic and special
scientific importance as a synesthetic model, if it is
equipped with technical devices for study of features
of human brain reaction to irritants. This report is
devoted to new principles of organization of such
cinema installation as a uniform exposition complex
with its architectural —dramaturgic and program-
interactive time-related scenario. The order of passing
of the visitor through halls is synchronized with the
display of the most emotionally and dramaturgically
significant video fragments, and the architectural form
of halls and the way of passing in and between them
are directly connected with dramaturgic development
of the movie composition. At immersion in such
media equipped with screens and specific objects of
augmented reality the visitor's intuitive and sensory
perception actuates basing on kinesthetic feelings.
It is reached due to visual expression of dioramic
environment and specifics of perception of its
spatiotemporal characteristics.



SMOLIMOHANIBHO M IpaMaTypriudecKy 3HaYMMbIX BULEO-
(bparMeHTOB, a apXUTEKTypHasa popma 3aJ0B U IIYTH
UX IPOXOXK[IEHVISI HEIIOCPENCTBEHHO CBS3aHbI C paMa-
TYpPIrU4YecKUM pas3BUTHMEM KoMmiosuiyy ¢unbma. I[Ipu
HOTPY>KEHUM B TaKYI0 Cpeny, 000pyOBaHHYIO IIOMUMO
9KPaHHOI COCTaB/AIOIIell creluuIecKuMu oO6beK-
TaMJ JOIIOTTHEHHON PeaJbHOCTH, Y IOCETUTENA aKTya-
NM3UPYETCA VIHTYUTUBHOE M CEHCOPHOE BOCIPUSATHE,
OCHOBaHHO€ Ha KJHECTETMYeCKMX OILIYIIeHMAX. ITO
mocturaercs 6narogaps HaIIAJHOCTM JUOPaMHOTO
OKpY>KeHMs U crenyduke BOCOPUATHS ero IPOCTPaH-
CTBEHHO-BPEMEHHBIX XapaKTePUCTHK.

[TepcrieKTMBHBIM BOIIPOCOM SBIAETCS IOTEHIMAI
PasBUTHUA CMHECTETUYECKOIO BOCIPUATHA Yepe3 B3an-
MOJIeJICTBYME C 00 beKTaMy KMHOMHCTA/IALMN. ITO pac-
IIVPUT AMAIA30H 3PUTENIBCKOTO BOCIPUATHS, CTAHET
OPUIVHAIBHBIM CIIOCOOOM XYHOXKeCTBEHHO-IIPAKTHU-
YeCKOTO OCBOEHVSI KMHOCEMMOTUKM U OFHOBPEMEHHO
MCCIENOBaHMEM Y€TOBEYECKOTO CO3HAHMISL.

3HauyMoil HpoO/IeMOil 1A MCCIIeOBaTeNs KiHe-
Mmarorpada ABIAETCA CIOKHOCTb IIOCTVDKEHMS CYH-
TETUYECKOl (POPMBI YYBCTBEHHOTO BOCIPUATUA U eé
MHOTOaKTypHas MYJIbTMMOZAIbHOCTb B ONMCAHUU
BIeYaT/IeHWiT oT npocMoTpa [3]. KakoBa memocTHOCTD
BOCHPUATHS XY0’KEeCTBEHHOTO 3HaKa Ha YyBCTBEHHOM
YPOBHe M IZie 3a/I0>KeHbl MTOTEeHI[MaIbHbIe BO3MOXHO-
ctu ero feuprpoBku? OTHOI U3 TUIOTE3 SIBIAETCSI
CIefyIolasn: 3HaK C BBICOKOJ CTeIeHbI0 abCTpaKLmyu
WIM SBCTBEHHO CYMTBIBAEMblil 3HaK B KMHOIIPOV3Be-
IeHMM — XyROXKeCTBEHHBII 00pa3 BBICLIETO IOPSKA,
MOTYT CIY>XXUTb «3TaJIOHOM» WIK Clenupudeckum
MHCTPYMEHTOM IIOBEpPKM [ CIEKTpa CMeIIaHHBIX
YYBCTB, JMCIBITBIBAeMbIX PeLMIIMEHTOM-CHHeCTe-
TOM, YIOPSJOYMBas B LI€IOM €ro MPOLecC Meplieninn
kuHo¢wmibMa. OKpyXamlas cpefa IpM BOCIPUATUN
¢buIbMa MOXET CITY>KUTb YHUKAIbHBIM MHCTPYMEHTOM
IoTIONTHeHHOI peanbHOCTY (PacmpenHoe kuHo. Kara-
nor-uccnegosanue: XII «Megna®opym», 2011).

Hac nHTepecyeT crHecTe3MitHbI CIOCOO BOCIIPUA-
TVSI KUHOGWIbMA M IIepeBOJ, BUAMMOTO ¥ HEBULUMOTO
Ha 9KpaHe («TpeTuit CMBICT» [2, ¢. 59]) XyHmo>kecTBeH-
Horo obpasa B psj CUMBOJIOB MHOJ MOJATbHOCTH.
Taxie cMBOJIBL, HECMOTPs Ha TO, YTO B IIEPBYIO OUepenb
HOCTVKVMMBl YYBCTBEHHBIM IIO3HaHMEM M 3a4acTyio
He MOIYT OBITb 4eTKO BepOamusypoBaHbl CyOBEKTOM
BOCHPUATHS, TEM He MeHee MOTYT ObITb YIM OIVCaHbI
B KOHKPETHBIX IPaHMIAX: IPOCTPAHCTBEHHO-BPEMEH-
HBIX, IIBETOBBIX UM Ja’ke MaTeMATUYECKMX. DTa U30M-
paTeNbHOCTh B METOAX MX pelpe3eHTaly HAIOMM-
HaeT OTrpaHMYeHye CHUMaeMOil KaMepoil peanbHOCTbIO
paMKaMy Kagpa.

B kxayecTBe OCHOBHOTO METOJAa SMIUPUYECKOTO
MICCTIENOBAHMS JCIIONIb3yeM METOJ MaTepuanbHOTro
MopenvpoBanys. Llenblo paboThl sABIAETCA ONMMUCAaHUe
KMHOVHCT/UIALVM KaK IPUKIaJHOM CUHECTeTYeCKON
MOJIeTIM /11 MOCTVDKEHNST QMIbMUYIECKON CTPYKTYPBI
U TIpUBJIeYeH}e BHUMAHUA HAYYHOIO COOOIIECTBA K eé
9KCIIEPMMEHTA/IbHBIM BO3MOXHOCTAM. B KMHOMHCTAN-
JSALMU IpefIoaraeTcsi CKOHCTPYMPOBATh KIII0YeBble

The perspective issue is a potential of development
of synesthetic perception through interaction with the
cinema installation objects. It will expand the range of
spectator perception, become an original way of artistic
and practical implementation of film semiotics and help
in study of human consciousness. m
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CLIeHBl (UIbMa ¥ UCCIeNOBaTb WX YepPThbl, YIUTbIBAA
CYITeCTUBHBI XapakTep (SImmonbckuii, 1993) ux Bos-
meiicTBuUA. [I71s1 9TOTO CleflyeM IPMHINUITY 0T6Opa Ham-
6oree 3MOIVIOHAIBHO CUIbHBIX 110 BO3[IE/ICTBUIO Ha
3pUTeNA U BXXHBIX B IpaMaTypruu GpuiabMa clieH, opy-
EHTUPYACh Ha IPUCYTCTBYIOIIME B HUX XyHOXKECTBEH-
Hble 06pasbl BBICIIETO MOPAMIKA.

IIpencTont mccnemoBaTb, HACKONBKO TEXHUYECKM
BOCIIPOM3BOAVIMBI MOHT@)XHbBIE IIPMEMBbl B M30paHHbIX
3MM307laX B KOMIIO3MIMOHHBIX Ipefenax KMHOMHCTA-
JIAIMM, ¥ B YEM COCTOAT OTAMYMA BOCIHPUATHUA U3Me-
peHMsA BpeMeHM M MacluTaba Ha 3KpaHe 3puUTeleM 13
KIHO33a/1a U TIOCETUTENA B PEaTbHOM SKCIIOSUIIMIOHHOM
HPOCTPAHCTBE, Tie OH MOXKET CBOOGOTHO IepeMelaTbcs
¥ B3aMIMOJIEVICTBOBATD C OKPY>KAIOIIMMU €T0 OO BEKTaMI.

CornacHo cemnonornyeckoii xkonuenuun P.Bapra,
KOMMYHULIMPYIOWUIT ¢ PUIbMUYECKOI MOTENbIO CyOD-
€KT BOCIIPMHMMAET COOTHOIIEHME 3/IEMEHTOB BHYTPU
Hee KaK TOT W/IM MHOJI 3HaK. B ceMmoTyeckoit knaccu-
¢duxanuy 3HakoB, faHHOU Y. IImpcoM, Mexny 3HaKOM
U 06BEKTOM €CTh COOTHOIIEHIE, IO TUITYy B3auMOJEli-
CTBUSA KOTOPOTO Knaccubuuupytor sHaku. Ecmu B pormm
3HaKa B KMHOMHCTAJ/IALMM BBICTYIAeT €€ apXuUTeK-
TypHas QopMa KaK O3Havalollee, TOTA B pomu 00b-
€KTa BBICTYIAET JEHOTAaT — BCE CEMMOTHYECKOE IIPO-
CTpaHCTBO (uIbMa Kak osHauaeMoe. Iof meHOTaTOM
IIOHMMAeM COBOKYIIHOCTb IIPEMETOB OT OJHOTO HO
6ecKOHeYHOCTH, 0003HAYEHHYI0 OFHMM MMeHeM. Tep-
MuH BBefieH A.YepueM, omnpefeNAomMM NeHOTaT Kak
byHKUMIO cMBICTa MMeHM. B memom, dumabMumyeckas
CTPYKTYypa, KaK OOBEKT M3YyYeHUsA B KWHOBENEHUU,
HpelCcTaBIAeT co60Jt CTOXKHBII KOMITTIEKC MEHTaIbHBIX
" GU3NIECKUX XapaKTePUCTHK, ITie eCTh CYLIeCTBeHHas
ceMaHTMYeCKasd PasHMUIIA MEX/ly O3HAYaIOIMM ¥ O3Ha-
yaeMbIM (JIoTmaH, 2005).

BolsaBneHMe IaBHBIX (YHKIMOHAMBHBIX YepT MCCIe-
[lyeMOTO KMHOIIPOM3BEJEHNA HOCUT Cpelii KIHOBENOB
KOHBEHI[VIOHHBIII (V/IM COT/IAIaTeTbHbIil) TEPMUHOTIOTH -
YeCKMIi XapaKTep. OTU TEPMUHBI ONMCHIBAIOT ApaMaTyp-
TUYECKYI0 COCTAB/IAIONIYIO M IpyTHe ITapaMeTphl [JyHa-
MWYHOJ 3HAKOBOI cycTeMbl ¢uabMa. CxeMarymdecKas
CTPYKTypa GMIbMa, C PALOM BBIABICHHBIX B ITpoljecce
KMHOQHA/M3a KOHBEKTVBHO-OObEKTYBHBIX XapaKTepy-
CTHK, HeM36€XHO OyIeT BCTpOeHa BHYTPb Pa3BeTBIICH-
HOJl pU30MaTMYeCKON KOHCTPYKLMU CYOBEeKTUBHOM
MHTepIpeTanuu. BHyTpy (eHOMEHONOrnYecKoi KOH-
LEeNuuy MEXJY CO3SHAaHMEM S3PUTENd M TPEIMETHBIM
MMPOM KMHOMHCTA/IIALINY, BCEITA HAXOAUTCA B IOTEH-
I[MIa7TbHOM PacKphITUM HEOTheM/IeMas YacTb aHa/IUTH-
YecKV 03Ha4aeMOro — 3KCIIEPTHOTO 3HAHUA O QUIbMe.

CaMy KMHOMHCTaNIALMIO, IMOCBALIEHHYI0 KaKo-
My-TO (UIbMY, Helb3sd Ha3BaThb €ro LUTUPOBAHMEM
B YJCTOM BMJE, — OHA ABIAETCA TBOPYECKMM MeJMa-
HPOIYKTOM 3CTETUYECKOIl M KPUTUYECKON pedexcun
mnn pemerikoM (ITapxomenko, 2011), BHyTpb 3/eMeH-
TOB JVICKypca KOTOPOro (parMeHTapHO BCTPOEHBI
u30paHHbIe BU/COLVITATHI.

KaxoMy "3 TpOCTpaHCTB 3aJI0B IIPUCYIIa COO-
CTBEHHas JIpaMaTypruyecKas TeMIIOPaJTbHOCTD. Bpemsa
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IPOXOX/IeHMA 3aj1a OIpefe/sAeTCA B ClleHapUM, @ BKITIO-
4eHHOCTb IIOCeTUTeNs B MHTEPAKTMBHOE [eiiCTBUe
MO3BOMAET OCOOBIM CHOCOOOM B3aMMOZEICTBOBATD
¢ GUIBMUYECKMM MaTepUaloM U HEHMOCPeCTBEHHO
BOUITI B ITMIEPTEKCT IPYTUX apToOBbeKTOB. B mpomecce
TaKOJ TepleNnuuy yCTaHaBIMBAIOTCA HOBbIE B3al-
MOCBA3M C peaM30BaHHBIMYU B MEMITHON cpefie BOC-
HOPUATUAMN-TPAKTOBKAMIU, CPENY KOTOPBIX ITOCETUTEND
OCTaBJIACT CBOV MHTEPTEKCTYaIbHBI ClIef.

Kaxpplit 13 3a710B KMHOMHCTA/UIALIMM B OOIIell
CTPYKTYpe B3aVIMOJEIICTBYIOLINX II0 CBOEMY KOHIIENTY-
aJIbHOMY, ay[iMOBU3YaIbHOMY M CEMaHTUYECKOMY BECy
00BbeKTOB, OymeT ABMATbCS IPOMU3BOSHBIM pedepeH-
TOM OT 06BbeKTa CaMOro KPYIHOTO HOPsARKa — XYHO-
XKeCTBEHHOro obpasa ¢uabMa B ILieloM. Y 3ama ecTb
U CBOM MaTepyajbHble U TPAHCIeH/IEHTHbIE XapaKTe-
PUCTUKM, CBA3aHHBIE C (GMIBMUYECKON CTPYKTYpOI
u ee HappaTuBoM. OHY ABIAIOTCA MIPOV3BOTHBIMM Iep-
BOTO MOpAAKA JUIA paboThl HaJi KMHOMHCTAJIIALMEIL.
ITpocTpaHCTBO, 3aIllOTHEHHOE OCTATIbHBIMU O3Hauae-
MBIMI apTOObEKTaMU I/ SKCIIO3UIINM, CO3/IAaeTCs yKe
BHYTPU 3TOI GOPMBI, ABJAACH HPOU3BOLHON BTOPOTO
HOpARKa KaK OT Hee CaMolf, TaK U OT XYH0XKeCTBEHHOTO
obpaza ¢umbMa ¥ OPYrUMX OODBEKTOB, HAXOMALIMXCS
C HVM B OJTHOM TUIIePTEKCTOBOM IIOJIE.

3anmpl CBsI3aHBI MEXAY C000J eOVHON CTU/IEBO
HapajurMoli, OCHOBaHHON Ha COITIAIIEHMU O LIeTOCT-
HOM TIpeficTaBIeHuM GuIbMa U COfepKaluxcs B HeM
JacTAX. OTa KOHBEHLUA IOMOTaeT IPY COBMECTHOM
TBOPYECTBE HAWTHU I/ KaXK/IOTO WIeHa TPYIIIbI pojIe-
BYI0O MOJIellb VIHTEpIIpeTaTopa U BbIpaboTaTh OOIIYIO
CXeMy KOHCTPYKTUBHOTO B3aMIMOJIEICTBIIAL.

B mpouecce mepuemnmyy mpecTaBIeHHBIX B MHCTA-
NALUK apTOOBEKTOB UX 00pa3 y MOCETUTENA IKCIIO3H-
LUV CUHECTETMYECKM COOTHOCHUTCA C JPYTMMM Opra-
HaMI 9yBCTB, 00pasys crenndudeckue KOTHUTHBHBIE
MEKCEHCOPHBIE CBA3N. 3aKOAMPOBAHHOE YeTIOBEYECKIM
CO3HaHMEM BII€YaT/IeHNe HOCUT CHMMBOJIbHBIN Xapak-
Tep 03HAaYaeMOro, HO eIlé He BepOaMM3MpPOBAHHOTO,
4eM HAallOMMHAEeT CKPBITbIe MEXaHM3MbI VMMIUIMIIVTHOM
cuHectesyy. OIHAKO MOMUMO COOCTBEHHOTO COfiep-
XKaHMA Y TO60Tro CHMBOJIA TI0 OIIpeie/IeHNIO eCTh MHOe
cofiep)XaHMe €ro CyIHOCTH, IpefCTaBlIeHHOe B HeM
B 0000111eHHOIT HepasBepHYTOII popMe (Jlewés, 2016).

B 0co6eHHOCTAX KMHOA3BIKA MOYKHO BBIIENUTD, 0CO-
6eHHO B >KaHPOBBIX HMUIIAX, CBOM COOCTBEHHBIE, yXKe
CTIOXXVBIINECS] CUCTEMBI YCTOBHBIX 3HakoB (J/loTMmaH,
2005). IBeToBbIe pelleHMs B KMHOPUIbMeE, KOMIIO3M-
IV Kajpa, BHIOOP paKypca CheMKH, — BCe 3TO MHOf-
YMHEHO OCHOBHOMY 3aMBIC/Ty ¥ BbI3BIBACT Y 3PUTeENA
oIpefie/IeHHble KOTHUTMBHO-CUHECTETUYECKUE acco-
nyanyn. IIpy cosganvm ¢uabMa OCMBICTAIOTCA KUHe-
Marorpaduyeckoe [eiiCTBME Ha [paMaTypruiecKoM
YPOBHe, IIBETOBbIE I MOHTA)KHBIE pellleHs Ha ayAMOBU-
3yaJIbHOM YPOBHE, XY/ 0’KeCTBEHHO-A3BIKOBBIE LIUTATBI
Ha MHTEPTEKCTYaTbHOM YpPOBHE, CIO’KETHbIE CBA3M Ha
MM(OTOINIECKOM YpOBHe, UfieM, TeMa (UIbMa U €ro
Impo6IeMaTiKa Ha KOHIIENTyalbHOM ypoBHe. Takoro xe
pofa pasHOOOpasHbIe CMHECTeTUYeCKIe CBA3Y 00pasy-



I0TCA B KMHOMHCTA/ULALMY MEXAY MHCTa/IMPYeMbIM
B Hell QMIBMOM ¥ BCeMM apTOODBEKTaMy, y4acTBYIO-
UM B Hell. B IuMHaMMYHOV ceMaHTUKe COOTHOIIIe-
HUI, T7le 3aMeHAIlee COOTHOCUTCA C 3aMeHSAEeMBbIM,
YYUTBIBAETCA XPOHOMETPAXX IPOXOXKAEHM MOCETUTe-
7leM 3aJ1a ¥ BpeMeHHOI pernaMeHT BuAeo(parMeHTos,
BBIOpAHHBIX [JIs1 IOCTAHOBKY 3MU30[0B.

B xadecTBe IpMK/IaZHONM CHMHECTETUYECKON MOJeNn
I TOCTVDKEHUsS (PUIbMMYECKO! CTPYKTYpPHI, CBS-
3aHHOJ C pa3sBUTMEM TAKTUTbHO-KMHECTETUYECKOTO
BOCHPUATHA, CO3[aAUM MPOEKT MHCTANIALUMN IO
cioxety ¢unbma 1957 r. Muxanna Kanaroszosa «JleTsat
xypasm» (oneparop ¢uabma Cepreit YpyceBckuii).
Bropoe eé nasBanme — «Crasi» omnpefernsier 00I1ecTBO
B KOHHOTALMM €JMHO JEeJICTBYIOIIE COLMANIbHONM CTaM.

Iopsanok pacnonoXkeHus 3an0B B KMHOMHCTAIA-
UM Ompefe/ieH B COOTBETCTBUM C 3CTETUYECKUMU
3aJjayaMiy KaKIOTro 13 BBIOPaHHBIX SIM300B U rpadu-
YeCcKM IOKa3aH Ha 0ObeMHO-IUIAaHMPOBOYHBIX pelle-
HUAX. Bpems npoxokaeHus 3a/10B OT Havyasa Jo KOHIIA
MO>XHO TIPSIMO COOTHECTU CO BpPeME€HeM IOTPY>XeHM:
B IPOCTPAHCTBO KMHO(UIbMA OT €r0 3KCHO3ULVM [0
KyIbMVHAUVM, pasBsasku u ¢uHana. s mopobHOl
KMHOVHCTA/UIALMY TMOTpebyeTcss CBOS MHHOBAI[MOH-
Has CCTeMa BIOXKEHHBIX CIleHapyeB: 00Ul apXUTeK-
TYPHO-[[paMaTypruyeckuil 1 I103a/0Bble IPOrpaMM-
HO-VHTEPaKTVBHbIE CLIEHAPUM, CBA3aHHbIE B ENMHBII
KoHIlenT. KoMIOSUI[MOHHOE pellleHNeMITPefiCTaB/IAeT
co6011 BU3yanu3anuio cobbITuitHON (abymbl u scTeTn-
4eckoit GopMbl. B 5kecTKol CBA3M ApaMaTypriuueckoro
CKeJIeTa C apXUTEKTYPHOI IJTAHMPOBKOM, ABJIAIOLIENCS
(bakTUYeCKN ero MpoeKiiyeli, Helb3s U3BATb U3 ITOM
CXeMbl HU OiMH 13 3aJI0B 6e3 yijep6a i HOHUMaHNs
3HAYMMOCTH, HU OfIH U3 €€ 37IeMEHTOB.

Kaxpaa u3 30H KMHOMHCTa/IALMM MMeEET CBOIO
¢dopmy 1 yHKIMOHATBHOE HasHauYeHMe /I MOCETH-
TenA. 11 caMbIX SMOLMOHATBHBIX ¥ 3CTeTUYECKM 3HAYM-
MBIX JiIsI IOHMMAaHNs KMHO CIieH, a 12— 3an [Tamarn.
Bce 3asbl nocenoBaTeIbHO 00Pa3yIOT apXUTEKTYPHO-
OpaMaTypru4ecKmii CKeleT KMHOBBICTaBKIU. B 3amax Ha
MONM3KPAHAX C MOMOUIbI0 MPOEKTOPOB CKOHCTPYUPO-
BaHBI CIOXKeTOOOpasyloliue U 3MOLMOHAIBHO 3HAYM-
Mble ClieHbl ¢unbMa. B ocBeljeHnu 3an0B MCHOMB3Y-
I0TCSl CBETOTOHA/IbHbIE IEPEXOfbl, COOTBETCTBYIOIE
MpeICTaBIEeHNIO ONpPeeNeHHbIX 3MU30[J0B B JIAHHOM
KIMHONpousBefeHun. Ilpeamersl, pacnonoXeHHbIe
BHYTpPU, INPEAIONAraoT AaA IOCEeTUTeNd TaKTUIbHO-
MHTepaKTUBHOE O3HaKOM/IeHMe ¢ UX ¢axTypoir. OHu
He ABJIAIOTCA B IPAMOM CMBIC/IE T€aTpalTbHBIM PEKBU-
3MTOM B HEMOCPEJCTBEHHOI MOMBITKE PeKOHCTPYKIIUM
CIOKeTa KMHOQUIbMA, a BBICTYIAIOT B KaueCcTBe acco-
LMATUBHBIX IeKOPalLMil K peKOHCTPYKIIUY €T0 XyJ0XKe-
CTBEHHOTO BOCIPUATHA.

IoceTnrens, momnagas B MPOCTPAHCTBO TAaKOW KMHO-
MHCTAJIALUY, TIOTy4aeT BO3MOXKHOCTb MHTEPIONNPO-
BaTh B HETO CEMMOTUYECKOE IIPOCTPAHCTBO KMHOUIbMA
Y IEPEKUTD OIIpefe/IeHHbIi YYBCTBEHHDII OIIBIT.

BHyTpu pguHaMM4YecKoro o6beKkTa HabMOfeHusd
VICCTIElyeTCsl CO3HaHUe CYODbeKTa, MOMELIeHHOrO Ty

HeIIOCPefCTBEeHHO. XyR0XKeCTBEHHBI 00pa3 aemudpy-
eTCsl MM Ha HeCKOIbKMX YpoBHsX. Cy6bekT BoCpus-
TV BBISIB/ISIET ACCOLMATVBHBIE, MHTYUTUBHBIE U JIOTH-
YyecKie CBsI3U-MeTadopsl B MICCTIENyeMOM 00BEKTe.
31l MOXKHO PAaCIONIOXNUTb He TOMBKO MOCTIeN0Ba-
TeJIbHO APYT 3a APYrOM OT 3aBA3KMU A0 (MHATA, IOCTIe-
[IOBAaTe/IbHOCTD 3a/I0B MOXKHO C[Ie/IaThb MHade, PeIIyB
ApXUTEKTYPY 3a/7I0B B COOTBETCTBMU C KMHOBENUe-
CKVMM 3afjadaMy KaXJOro 13 BBIOPAHHBIX SIIM300B
Y B COOTBETCTBUY C IIPOCTPAHCTBEHHBIMI XaPaKTePH-
CTMKaMJ IIOMeIeHNs /I KNHOVHCTATISIL{UIA.
XymoxxecTBeHHbIE 00BEKTHI /IS IKCIIO3ULIM:

o Bupeoxagpsl u rpadudeckue marepmansl u3
KINHO(WUIBMOB.

e  DBbITOBOI pEKBM3UT BOEHHOI'O U IIOCTIEBOEHHOIO
BpeMeHI.

o BupmeopaboTsl B CTMINMCTHKE PeTPO U BHUJEO-
mpoekuuyu Ha GOHOBbIE OOBEKTHI.

o Ilndpossie KMHeMaTIY9eCKNE 1 3BYKOBbIE BIUIEO-
CKY/IBIITYPBI KaK IPeIMeTbl COBPEMEHHOTO Cali-
eHC-apTa U CHUHTe3a C OBITOBBIM PEKBU3UTOM
(koHmentms «VHTepHeTa yMHbIX Beweit» — [oT
(JIn Ileppu, 2019)) u fpyrue MHTepaKTHBHBIE
06bEKTBI COBPEMEHHOTO MCKYCCTBA, B3aMMOJIeli-
CTBYIOLLME CO 3pUTeIeM (pearrpoBaHie Ha IIpu-
KOCHOBEHIe CBETOM, 3BYKOM, pearrpoBaHye Ha
HOIIalaHNe B «30HY HEJCTBIUS» COOTBETCTBYIO-
mero 06beKkTa — 6ECKOHTAKTHBIE CEHCOPHbIE
UTPOBbIe KOHTPO/UIEPbI-KUHEKTHI 1 T.1.).

B kaxxgoM 3ane 3ajaya aBTOPOB MaKCUMalbHO
BU3Yanu3upoBaTh atmocdepy ciensl. Ilomydaercs
39MOIMsI, BBIpa)K€HHasi B IPOCTPAHCTBE M MaKCH-
MajIbHO HPUOMIDKEHHAs! K 3PUTENI0, KOTOPBIN MOXET
BOJITHU C 3TOJ 3MOLEN B PE30HAHC, YCU/IUB HEKOTOPBIE
akueHTbl. s ycuaeHMsi BOCIPUATHUA MUCIOMb3YIOTCA
ocsizaTeNnbHble, OOOHSTENbHBIE M 3BYKOBBIE CUTHAJIBI
(IpMKOCHOBeHNs, 3aaxy, IIYMBbI).

B orHOmeHNMN mpOoO6IEMATUKY KMHOMHCTAJUIALINN
O], MOHT@>KHOCTBIO IIOJpasyMeBalOT aCCOLMATUBHBIIN
M [UHAMUYHBIA CIIOCO6 KIMIIOBOTO OCO3HAHMS OKPY-
JKEHNA Y COBPEMEHHOro 4eyoBeKa. IIpyHIun MOHTaX-
HOTO CHOCOo0a MBIIUIEHN B KMHO CXOX II0 T'eHe3UCY
C NPUHLIUIIOM CMEIIMBAaHMUs KaHAJOB BOCIPUATUSA
y cuHecteroB. Celfyac ecTb COBPEMEHHBII CIIOCO0
TOBOPUTb O KMHO HE TONBKO MOCPENCTBOM TEKCTa, HO
U TIIOCPeiCTBOM KMHOSI3bIKA B TPaHMUIAX BBICTABOYHOTO
MHCTA/UIALMOHHOTO IPOCTPAHCTBA C UCIIOIb30BaHNEM
TEXHOJIOTUII «yYMHBIX» Belllell, IIO/IM9KPAHOB 1 T.1.

ITepcrneXTMBHBIM BOIPOCOM XYJO0XXeCTBEHHO-
MPAaKTUYECKOTO OCBOEHMUS KMHOCEMUOTHKM SIBJISIETCS
MOTEHIMAT Pa3BUTUSI CUHECTETUIECKOTO BOCIPUSATUS
dyepe3 B3aMMOZENCTBME C 00beKTaMyu KMHOMHCTAIIIA-
1yu. TO PACUIVPUT JUAIa30H 3PUTENbCKOTO BOCIIPYSI-
TSI, MOXKET IIOMOYb PAsBUTHUIO CIIOCOOHOCTEN COXPaHATH
B IAMSTH aCCOL[MATVBHbIE MOHTA)KHBIE PSI/IBI, CTPOUTD
CHCTeMY 3HAKOBBIX aHAJIOTUI WM HAXONUTDb YHOPSO-
YeHHble 3aKOHOMEPHOCTM B XYHOXKeCTBEHHBIX CTUIISX.

CuHecTesma: MEMHCEHCOPHBLIE aCMNEKThI Mo3HaBaTe/IbHOM AeATENbHOCTA B HayKe 1 NCKYCCTBeE. OtB. pep. AB. CMﬂ,OpOB-ﬂ,OpCO 239
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ViccrmenoBaTh maHHBIE aCIEKTHI BAXKHO M ISl IPUOIN-
JKEHMsSI K TIOCTVMYKEHUIO TPAHCI[EH/JEHTHOTO U abCTPaKT-
HOTO IIOATEKCTA B 00'beKTax UCKYCCTBA.

[Ty6MHHOI LieNbl0 HAaHHOTO MCCIENOBAHUA TaKXKe
ABNAETCA U3Yy4eHNMe IeTOCTHOCTU XYyHOXKeCTBEHHOTO

Jlntepatypa

Apxumexmypa unmeprema sewjeil / /Tu Ileppu ; nepesod c au-
enutickozo M.A. Paiimmana noo pedaxyueii JJ.A. Mos-
wana — Mockea: JJMK-IIpecc, 2019. — 454 c.

bapr, P. Tpemuii cmoicn / P. Bapm. — Mockea: Cosmecmuas us-
Oamenvckas npozpamma Mysest cospeMeHHO020 UCKyc-
cmea «lapaxc», 2015. — 104 c.

Kpaskos, C.B. Bsaumoodeiicmsue opearos uyscme. / C.B. Kpas-
ko6. — Mocxea: V30-60 AH CCCB, 1948. — 117 c.

Jlewés, C.B. @eromeHonozust 03HaUUBAHUS U OUAXPOHUS 3HA-
ka/ C.B. Jlewes // Omkpuimoe obpasosarue. — 2016.—
Ne 2. —C. 53-55.

Jlormas, Y0.M. O6 uckyccmee: Cmpyxmypa xydosxecmeeHHo20
mexcma. CeMUomuxa KUHo u npoobnemvl KUHOICHemu-
ku. Cmamou. 3amemxu. Bucmynnenus (1962-1993) /
I0.M. JTomman. — Mocksa: Vckyccmeo, 2005. — 195 c.

242 [oknaasl v BHCTYNAEHMA « [eHb 3

IIO3HAHMA, IPEIOTOKUTENBHO TOCTUIAEMOTO IIepeBO-
[OM CHMBOJIOB 13 001aCTV SKCIUIMLIIUTHOTO B 00acTb
UMIUIMIATHOTO 3HAHUS WIM U3 pPaLMOHaJIbHOTO
B CBEpXpalJIOHa/IbHOE. W

ITapxomeHKo, S.A. XyOoxecmeennas npupoda pemeiika 6 KoH-
meKcme COBPEMEHH020 IKPAHHO20 UCKYCCMBa: chey.
cney. 17.00.03 «Kumo-, mene- u 0pyzue IKkparHvie uc-
Kyccmear: uc. ... Kauo. uck. Hayk / Ilapxomenko Ana
Anexcandposna. — Mockea, 2011. — 239 c.

Pacwupenroe xuno. Kamanoe-uccnedosanue: XII «Meoua Po-
pym» / cocm.: O. Huwko [u 0p.]. — Mockea: V30anue
«MeduaApm/lab» Mockosckoeo my3es co8pemeHH020
uckyccmea u Llenmpa cospemennoii kynomypor «la-
pasc», 2011. — 135 c.

SImmonbekuit, M. Budumuviii mup: Ouepku panHeti KuHopero-
menonozuu. / M. Amnonvckuti — Mocksa: HUM Kuno-
uckyccmea, Llenmpanvhoiii my3seil kuro, Mexoynapoo-
Has KuHouwikona, 1993. — 216 c.



Kenn Mak3dnnauH, ConaH:k Maccep
Kenny McAlpine, Solange Glasser

CuHTE3MpYA CUHECTe3MIO:
anropMTMMYeCKan
CMHEeCTe3u1sA B BUPTYasibHOM
N NONOSTHUTENTbHOMN
peanbHOCTAX

Mpo¢. KeHn Mak3nnaiiH, cOTpYaHWK
MenbbypHcKoro npeanpuATMA (MHTepaKTMBHaA
KoMno3uvums), MenbbypHcKan KoHcepBaTops
My3blkK1, QaKy/bTeT M306pa3nTENbHbIX
MCKYCCTB 1 My3blKW, MenbbypHCKMi
yHuBepcuTeT, ABcTpanus,
kenny.mcalpine@unimelb.edu.au

Hoktop ConaHxk MMaccep, npenogasateb
My3blkn (My3blkanbHaa Ncuxonorua),
MenbbypHCKaA KOHCepBaTOPWA My3bIKM,
(OaKrynbTeT U306pasnTeNbHBIX UCKYCCTB

1 My3blku, LleHTp AHa Mottepa CayTHaHK,
MenbbypHCKKIA yHUBEPCUTET, ABCTpanus,
solange.glasser@unimelb.edu.au

JYYLUINX CBOMX BOIUIOUIEHMSX BUPTYa/NbHas

u goronHenHas peanpHocTi (VR u AR, cootBet-
CTBEHHO) BOBJIEKAIOT, BO3OY)XJA0T 11 TPeOYIOT BHUMA-
HMsI OJHOBPEMEHHO HECKOTbKUX OPTaHOB YyBCTB [If
CO3[aHNs MPUBJIEKATEIbHBIX CMOJIETMPOBAHHBIX CPe,
CrlenMaabHO PaspabOTaHHBIX I B3aMMOMEICTBUA
¢ moppMu. Takum 06pa3oM, OHM MPERCTABIIIOT OO0
wiatpopMbl, obOmajjarolye 3HaYeHMEM I MCCTIENo-
BaHUsS CuMHecTe3un: 6e3 OrpaHMYEeHu’t QpusnIecKoro
MIpa 1 HeOOXO[MMOCTH MOTHOCTBIO BOCIIPOU3BOAUTD
CBsA3aHHbIE C HUM (DYHKIMU U OLIYIIEHNUS CEHCOPHBIX
CUTHAJIOB, BUPTYa/bHasi U [ONOJIHEHHAs PealbHOCTI
MOTYT OBITH CIIELMANbHO paspaboTaHbl sl CO3LAHMUS
APKUX VMMMEPCUBHBIX MYIbTH- VM KPOCC-CEHCOPHBIX
HePeXMBAHNIT, KOTOPbIE B MHBIX CUTYALUsAX ObUIN OB
HEBO3MOXKHBI.

B HamieM fokIafie Mbl aHaIM3MPYeM MOTEHIIMAT
BUPTYaJIbHOJ PEaIbHOCTM ¥, B MEHDbIIEN CTEIEeHM,
TOIIOTHEHHON PeaIbHOCTH [/ CO3aHMs HOBBIX CPef,
HO3BO/IAIIINX I0/1b30BATE/ISIM IIOCPEACTBOM MHTEp-
aKTMBHOJ UIPBI MCIBITBIBATD KPOCC-CEHCOPHOE BOC-
HpUATHE, TUMNYHOE I/ ONpefielleHHBIX TUIIOB CUHe-
cresun. Ocoboe BHUMaHMe B HallleM MCCIESOBAHUN
yaensiercst ¢popmMaM 3BYKO-IIBETOBOI CHHECTE3NH,
B KOTOPBIX OIIpefie/IeHHbIe 3BYKM BbI3bIBAIOT HEIIPON3-
BOJIbHBIE JIOTIOTIHUTE/IbHBIE OLIYILIeHNs LBETOB. B TO
BpeMsI KaK MHVBUya/lbHbIE CHHECTETUIECKUE COOT-
BETCTBUSA B BBICIIEN CTEIeHN UAUOCUHKPASUYIHBI, I
CUHECTETOB BBI3bIBAaeMble CHHECTETUYECKME OIIyllle-
HMsI SIBJIIIOTCST HEITPOV3BOIbHBIMM, aBTOMATUYECKIMI,
HOCTIeOBATe/IbHBIMI ¥ IOIMHHBIMU B [IEPLIENITUBHOM
nposiBneHny. HecMoTpst Ha 9TO oueBUHOE CyODbek-
TUBHO IIPOSABIIAIIIEECs Pasnyne, HOCTOSHCTBO 9TUX
HepUEeNTUBHBIX COOTBETCTBUII NpefIoaraeT, 4To
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t their best, Virtual and Augmented

Realities (VR and AR respectively)
engage, excite and demand the attention
of multiple senses simultaneously to create
compelling simulated environments that are designed
expressly for human interaction. As such, they represent
significant platforms for exploring synaesthesia: freed
from the constraints of the physical world and the
need to replicate the function and sensation of sensory
cues within it, virtual and augmented realities can be
designed specifically to create vivid, immersive multi-
and cross-sensory experiences that would not otherwise
be possible.

This presentation explores the potential of VR and, to
alesser extent, AR to create new environments that allow
users, through interactive play, to experience the sort of
cross- sensory perception that is typical of certain types
of synaesthesia. A particular focus of this exploration is
placed on forms of sound-colour synaesthesia in which
specific sounds induce involuntary colour concurrents.
While individual synaesthetic mappings are highly
idiosyncratic, for synaesthetes the induced percepts
are involuntary, automatic, consistent and perceptually
genuine. Despite this apparent phenomenal heterogeneity,
the stability of these perceptual correspondences suggests
that an algorithmic approach, one in which visual and
auditory outputs are either generatively linked or are
created procedurally from a common underlying data set
using a single algorithmic process, may provide a robust
mechanism for synthesising and systematically exploring
synaesthetic experiences in VR.

We begin by presenting an overview of the history of
synaesthetic design in video gaming and virtual reality,
and an analysis of existing commercial and experimental
digital work that attempts to simulate the effects of
synaesthesia. The iOS and Android app Synaesthesia
VR, for example, creates an accessible interactive VR
application for mobile devices based on the experience
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QITOPUTMIYECKUIT IIOXOf, IIPY KOTOPOM BU3ya/IbHbIE
U CTTYXOBBIE BBIXOJIbI TNOO FeHePaTUBHO CBS3aHbL, 160
CO3JAI0TCs NMPOLEAYPHO U3 0obuiero 6asoBoro Habopa
JaHHBIX C JICIIONIb30OBAHMEM €[VHOTO aJrOpUTMUYe-
CKOTO IIpOIlecca, MOXKeT 00eCIIeynTh HaJJeXKHbI MeXa-
HU3M J[Ig CMHTe3a M CUCTEMaTHYeCKOro MCCIIefoBa-
HYSI CMHECTETUYECKUX HepeXVBAHUI B BUPTYaTbHON
PearbHOCTHL.

MbI HaunHaeM ¢ 0630pa UCTOPUIM CHHECTETUYECKOTO
Au3aliHa B BUJICOMTPAX M BUPTYAJIbHON PeasbHOCTH,
a TaKKe aHa/IM3a CYLeCTBYIOLINX KOMMEPYeCKIX 1 9KC-
HEePUMEHTaNbHBIX IM(POBBIX PaboT, OCHOBAHHBIX Ha
HOIBITKaX BOCHpOM3BefeHNss 3(PQeKTOBBl CUHeCTe-
3un. IIpunoxenne Synaesthesia VR gz iOS u Android,
HampuMmep, CO3[aeT JOCTYIHOe MHTepakTuBHOe VR-
IpWIOKeHMe I MOOWIBHBIX YCTPOJICTB Ha OCHOBe
OIIBITa YeTbIpeX CMHECTETOB U IIPefCTaB/sAeT cObOI
MHTEepeCHbII MpUMep MOREIMPOBAHMA MHVBUIYaIb-
HOTO CEHCOPHOTO OIIbITa B BUPTYa/JIbHOM IIPOCTPaHCTBE
B KauecTBe CII0co6a IpOeKTUPOBAHMA.

MbI TakXe MCCIeAyeM IpU3HAHHbIE KPUTUKAMMU
MynbTunIaTGopMeHHble Bufeourpst Tanys Musyrydn
(Mizuguchi Tetsuya), Rez u Child of Eden, B xoTopsIx
uHTepQeyic M UTPOBBIE AEVICTBISA IOCTPOEHBI Ha 3¢ dek-
Tax CUHECTe3UU HJIs CO3haHUs ITTyOOKOrO MYJIBTYCEH-
COPHOTO MTPOBOTO IIPOLIeCca, U AeMOHCTPUPYeM, KaKUM
00pa3oM CHHeCTe3MsA MOXKET NPefOCTABUTh MIaTOPMy
IUIsI YHUBEPCAJIbHOTO Ay3aliHa MHTepdeiica, KOTOPBIi
oforaijaeT IONTb30OBATENbCKUII UIPOBOJ OHBIT. Bce
6osblile IPOBOAUTCA MCCIELOBAHNUI, IO3BONAIOMMX
IPEeAIIONOKNATD, YTO IOV Tydllle pabOTalT B BUPTY-
QJIDHOJT peaIbHOCTY NIPU YC/IOBYM, €C/I/ HO/Ib30BaTeNb-
CKIJT OIIBIT OCHOBAH Ha MY/IbTYICEHCOPHOM B3aMOfieii-
CTBMM, HO y Hac MaJiO0 SKCIEPUMEHTA/IbHbIX JJAHHBIX,
HO3BOJIAIONINX ONpefeIUTb YCIOBYA, IPU KOTOPBIX
TaKle CBsI3aHHblE MYIbTUMOJA/IbHbIE MHTep(erichl
MOTYT CO3[aBaTh ONTYMM3VPOBAHHBII IIOTOK IE€PEXN-
BaHUIL.

Ham pasroBop 3aBepumrcsa 060611eH1eM pe3yb-
TaTOB U IpeACTaBlIeHNEM METOHONOTUY Pa3paboTKu
CXeMBI [JIA CMHTe3a ¥ pasMeIleHMs CMHEeCTeTUYeCKUX
nepexuBannit B VR n AR. Mbl paccMOTpUM BO3MOX-
HOCTH, KOTOpble CHMHTe3MpOBaHHbIN onbiT VR m AR
IpefIaraeT MCCAEROBATENAM I CUCTEMaTUYeCKOro
U3y4eHMsI CMHEeCTe3M! 3ByKa U I[BeTa, 1, HAKOHeLl, Mbl
UCCrIeflyeM, Kak 6ojee penkue (GOpMbI CHUHECTe3UN,
TaKle KaK CTyXOBO-TaKTU/IbHasl CUHECTe3s], IPYU KOTO-
POJi 3BYKM BBI3BIBAIOT TAKTVJIbHBIE OLYIEHMUs, MOXKHO
a¢pdexTuBHO MofenupoBarh B VR/AR. m
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of four synaesthetes, and provides a useful case study
for the modelling of individual sensory experience in
virtual space as a design methodology.

We also explore Tetsuya Mizuguchi’s critically-
acclaimed multi-platform video games, Rez and Child
of Eden, which build the interface and mechanics
of play around synaesthesia-like effects to create
deep, multisensory game-playing experiences, and
demonstrate how synaesthesia might provide a platform
for generalised interface design that enhances user or
player performance. There is a growing body of research
to suggest that people perform better in VR when the
user experience is designed around multi-sensory
input, but little in the way of experimental evidence
to determine the conditions under which such linked
multi-modal interfaces might create optimised flow
experiences.

The presentation will conclude by summarising the
findings and presenting an outline design methodology
for synthesising and situating synaesthetic experiences
in VR and AR. We will examine the scope that
synthesised VR and AR experiences offer researchers for
the systematic study of sound-colour synaesthesia, and
finally, we will explore how rarer forms of synaesthesia,
such as auditory-tactile synaesthesia, in which sounds
induce tactile sensations, might be modelled effectively
in VR/AR. m



Ikuuram Jln, Mapua g3 Koppoba CeppaHo
Jingyi Li, Maria José De Cordoba Serrano

WccnepoBaHue YacTHOMO
Ccny4an onbGaKTopHOM
COMaTOCEHCOPHOM
CMHECTe3MK

OruHran Jn, dakynsteT pucosanua, LLkona
U3ALLHBIX UCKYCCTB, YHMBEpPCUTET [paHaabl

Mapus Xoce ne Koproba CeppaHo, ¢pakynbteT
pucoBaHuA, LLIkona M3ALHbBIX MCKYCCTB,
YHuBepcuteT [paHafsl, mjdecordoba®@ugr.es

aira pabora 1 HOK/Iaf, HOCBAIIEHBI

crnoco6aM BOIUIOLIEHNS NEMOH-
CTpalLuM 3amaxa U BKyca M300pasuTenb-
HBIM CpefiCTBaMiU. MBI Takxe IIPOBOANM
MCCIIEIOBAHUA BOIPOCOB, Ka4alOIIMXCS
BIMSAHMA 3aIlax0oB Ha smoiym. IIpmma-
raeMoe JCC/Ie[JOBaHMe COCPESOTOYEHO Ha
apoMaTax Kode U ero XymoXXeCTBEHHOTO
BU3YaJIbHOTO MPEfCTaBICHNA.

Tepmuu ACMP (ABTOHOMHas CeH-
COpHasi MepMAMOHAIbHAs PeaKIysi) —3TO HEeONOTU3M,
KOTOPBII OTHOCUTCS K OMONOrmyeckoMy QeHOMeHY,
XapaKTepUsyIoLIeMyCsl MPUATHBIM IOKa/IbIBaHUEM,
KOTOpOe OOBIYHO OIIYIAeTCs B TOJIOBe, KOXe deperna
unu 1o scemy Teny. ACMP aBnserca ogHO U3 peak-
LVJT Ha CBA3aHHBII KOMIUIEKC 3PUTEIbHBIX M CTTyXOBBIX
CTUMYJIOB, CXOJHBIX C APYyruM (peHOMEeHOM, HasbIBae-
MBIM «3PUTE/IBHO-CTyXOBasi CuHecTesust». OCHOBBIBA-
ACb Ha 3TOM IpMMepe, UCCIefoBaHme POKyCUpyeTcs Ha
MY/IbTUCYHECTETUYECKOM OIIbITe, KOTOPBIl CTyeHTKa
Tunby JIu MCHIBITBIBAET HOCPECTBOM OLIYIIEHN Pas-
JIMYHBIX aPOMATOB 1 BKYCOB Kode. W
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he work / proposal aims to demonstrate

the expression of smell / taste with
visual image. We also search if the smells
affect the emotion. And a study is present-
ed about the aromas of coffee and its artis-
tic visual representation.

The term ASMR (Autonomous Sensory
Meridian Response) is a neologism
that refers to a biological phenomenon
characterized by a pleasant tingling
sensation that is usually felt in the
head, scalp or throughout the body.
It is one of the responses to several visual
and auditory stimuli with similarities
to another phenomenon called “visual-auditory
synesthesia”. Based on this example, the study focuses
on the multisinesthetic experiences that the student
Tingyi Li experiences through the taste of different
aromas and flavors of coffee. m
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[OKTIafie COfepXXUTCA MHPOpMALUs 06 OCHOB-

HBIX TPUHINIIAX ¥ IepCleKTUBaX IpUMeHeHN
MYIBTUCEHCOPHOTO TO/IXOfja B MapKETUHIE, MCKYCCTBE
1 06pasoBaHMY, A TAKXKe MPeACTaB/IeHbI IPAKTUIECKIe
kelicol. IlomyepkHyTa Ba)KHOCTb ONb(AKTOPHOI CO-
CTaBJIAIONLIE} 1 HeOOXOAMMOCTY IIPOBENieHN s [Ja/IbHel -
X UCCIETOBAHMIA.

B smoxy pasBUTHUS BBICOKMX TEXHOJIOTUIT 0COOEHHO
B&)XHO 00palljaTh BHUMaHME Ha MPOsIBIEHME CII0CO6-
HOCTeJ, 3a/I0)KEHHBIX B Y€/IOBEKE IPUPOJOIL, KOTOpbIE
paHee He 3aMeYanNCh WM He OBUIM U3YdYeHBI [OCTA-
TOYHO rny601<o. OnHOI U3 TaKUX CIIOCOOHOCTEN ABJIS-
€TCA CMHECTEe3N.

B To e caMoe BpeMsi CTaHJAPTHbIE TIOAXOABL (op-
MIpPOBaHMUs KPEATUBHBIX KOHIEMIuil obecljeHUBa-
I0TCA: COBPEMEHHBINI MUpP BBIOMpaeT [IOIOMHEHHYIO
P€asbHOCTD 1 BO3MOXXHOCTD IIOJTHOTO ITOTPY>KEHMA.

MynbTHCEHCOPHBIE KOHLENIMM IO3BOAIT KOM-
IIJIEKCHO BO3J€ICTBOBATh Ha BOCIPUATHE IOfleN depes
PpasnuYHbIE CEHCO