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ABSTRACT

The Zaju play Journey to the West written by Yang Jingxian, as an outstanding representative of Yuan
Dynasty Zaju plays, not only occupies an important place in literary history but also plays an indispensable role in
the historical process of ethnic exchange and integration. The play skillfully incorporates cultural elements from
the Han nationality and various ethnic minorities, vividly illustrating the multicultural features of the society at the
time. When analyzing the influence of the awakening of women’s autonomy consciousness in the context of ethnic
exchange and integration, Yang Jingxian’s Zaju play Journey to the West clearly stands out as a crucial research
object. Its unique artistic form provides future generations with a valuable perspective on the awakening of
women's autonomy consciousness. The female figures in the Zaju play, such as Guanyin Bodhisattva, Lady Yin,
Pei Haitang, the Princess of the Golden Tripod Kingdom, Princess Iron Fan, the Queen of the Women’s Kingdom,
and Hariti, break through the traditional restrictions of female roles, showcasing women's wisdom, strength, and
independence. Through the study of female characters in the Zaju play Journey to the West, this paper analyzes
the evolution and development of female roles against the background of ethnic integration.

AHHOTALMUSA

I_[3au3}0 ((HYTGH.I€CTBI/I€ Ha 3anaz[», HamncaHHas SH HSI/IHCHHeM, SABJIAACH BBIJAIOIIHMMCA 06pa3u0M
FOaHLCKOH ApaMaTypruv, 3aHUMACT HE TOJIbBKO 3HAYUTCIIBHOC MCCTO B HCTOPUH JIUTCPATYpPbl, HO U UIPACT
HC3aMCHUMYIO POJIb B UCTOPUYCCKOM IIPOHECCC ITHUICCKOI'O BSaHMOHeﬁCTBHﬂ 1 UHTCrpanuu. HpOI/ISBeJ_IeHI/Ie
HCKYCHO MHTCIPUPYCT KYJIbTYPHBIC DJICMCHTBI KaK XaHbCKOM Hanvy, TaK U pa3INIHbIX 3THUYCCKHUX MCHBIIINHCTB,
B TOM 4HUCJIE U MOHFOJ‘ILCKOf/‘I, SIPKO OTpakast MYJIbTUKYJIbTYPHBIC 0COOEHHOCTH O6H.[€CTBa TOT'O BPEMCHHU.

IIpu anHanuse BAUSHHUS NPOOYXKAEHHUS >KEHCKOTO CAMOCO3HaHHMA B KOHTEKCTE 3THHYECKOr0 OOMEHa H
uaTerpanuu 13am3io Ax [3uHcsHs «llyTemectBue Ha 3amaa» BBICTYMAET Ba)XKHEHIIUM OOBEKTOM HAy4YHOTO
uccienoBanus. Ero yHukanpHas XyaoKecTBeHHas (opMa Mpe0CTaBIsET MOCIEYIOIMUM MOKOJICHUSIM IIEHHBIN
PaKypc Uit OCMBICIICHHUS TPOIIECCOB (HOPMUPOBAHUS KEHCKOH aBTOHOMUHU.

JKenckue o0pasbl, peacTaBIeHHbIE B TbeCce, TaKue Kak 0oaxucarTea [ 'yanbunb, rocrioxka Wab, [1oi XaiitaH,
MpHHIecca U3 rocynapcrsa 3onotoro TpeHoxxkHuka, npuHiecca JKenesnslil Beep, napuna XXenckoro koposneBcTBa
n XapuTH, NPEOJOJIEBAIOT TPAJULUUOHHBIE PAMKH KEHCKUX pOJIed, NEMOHCTPUPYS MYApPOCTb, CHIY U
HE3aBHUCHUMOCTbD XCHIIIUH. qepe3 HCCIICAOBAHUEC 3TUX HepCOHa)I(Gﬁ B paMKax 13a13ro «HYTG:LHGCTBI/IG Ha 331’[32[» B
JMAHHOM paboTe paccMaTpuBaeTCS JBOJIONHMA W Pa3BUTHE JKEHCKUX OOpa3oB Ha (OHE STHOKYIBTYPHOMH
HUHTCrpanunu.

Keywords: Ethnic exchange and integration; Women; Autonomy consciousness; Awakening; Journey to the
West; Zaju play;

Introduction

During the Yuan Dynasty, as a result of the
policies implemented by the Mongol rulers,
communication and interaction among diverse ethnic
groups reached an unprecedented level. Yang
Jingxian’s Zaju play Journey to the West was
composed within this historical context. It not only
reflects the sociocultural realities of ethnic integration
but also exemplifies the mutual influence and
interpenetration of various cultural traditions.

1 Beauvoir S. The Second Sex. Xiyuan Publishing House.
2009, p.268.

The female figures in the play—such as Guanyin
Bodhisattva and Princess lron Fan—transcend the
limitations of traditional gender roles, embodying
feminine wisdom, strength, and independence. Their
portrayals enrich the literary representation of women
and open new imaginative possibilities regarding the
status and roles of women in society.

As the French feminist theorist Simone de
Beauvoir famously asserted in The Second Sex, “One
is not born, but rather becomes, a woman.”* In this vein,
Yang Jingxian’s Zaju play redefines female identity
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through artistic expression, reflecting the awakening of
women’s consciousness and autonomy. Through a
series of intricately structured plots, Journey to the
West places its female characters within both complex
sociopolitical frameworks and mystical mythological
realms. These narrative settings are not only vivid and
engaging, but also serve to illuminate the persistent
efforts and inner struggles of female figures as they
pursue freedom and resist traditional constraints.

The portrayal of these women diverges
significantly from the conventional, often marginal
representations found in earlier literary traditions. They
are endowed with fully developed personalities and
rich inner lives, no longer relegated to subordinate roles
as mere complements to male protagonists. Instead,
they emerge as autonomous subjects capable of
independent thought and decisive action. Their
emotions, desires, aspirations, and internal conflicts are
rendered with nuanced detail, enabling audiences to
deeply empathize with their experiences of joy, sorrow,
and resistance.

Methods

From the perspective of ethnic integration, the
female figures in the Zaju play Journey to the West are
not merely products of literary creation but also carriers
of history and culture. Their existence enriches the
storyline and offers a window into understanding the
interactions and integration among various ethnic
cultures. Through a detailed analysis of these female
figures, one can better understand the interplay between
different ethnic groups and how such integration is
reflected and preserved in literary works.

This paper employs an interdisciplinary approach
that integrates historical contextualization, literary
analysis, and feminist theory to examine the depiction
of female autonomy in Yang Jingxian’s Journey to the
West Zaju adaptation. First, the study situates the
drama within the broader socio-cultural and political
landscape of the Yuan Dynasty, drawing upon
historical records, legal texts, and economic data to
trace the emergence of female autonomy
consciousness. Special attention is given to Mongol-
Han cultural integration, urbanization, and legal
reforms that shaped gender norms and expectations.

Second, a close reading of selected scenes and
characters from Yang Jingxian’s play is conducted to
identify literary representations of female agency. This
includes the analysis of dialogue, lyrical arias,
character interactions, and narrative structure to reveal
how female figures such as Guanyin, Lady Yin,
Princess Iron Fan, and others articulate independence,
resistance, and moral complexity. These literary
portrayals are then compared with traditional
Confucian gender ideals to highlight points of
divergence and transformation.

Third, the study applies feminist theoretical
frameworks—particularly those emphasizing structural
constraints, the personal as political, and the
redefinition of virtue—to interpret the symbolic and
narrative roles of women in the play. Thinkers such as

2 Tuo Tuo. Liao Shi. Zhonghua Book Company. 1974, p.
1207

Simone de Beauvoir, Betty Friedan, and Judith Butler
inform the reading of female subjectivity as both
culturally situated and ideologically contested.

This methodological combination allows for a
nuanced understanding of how the Journey to the West
Zaju reflects and contributes to evolving conceptions of
female identity, autonomy, and power during a
dynamic transitional period in Chinese history.

Results and Discussion

The emergence of female  autonomy
consciousness during the Yuan Dynasty was rooted in
its distinctive social and cultural environment. The
establishment of Mongol rule introduced cultural
traditions that afforded women relatively higher status
compared to Han norms. This, combined with the
expansion of urban commerce, enabled greater female
participation in public life and laid the foundation for a
growing awareness of personal freedom.

Cultural and artistic developments during the
period further supported this shift. Literature
increasingly acknowledged female talent, while legal
reforms relaxed certain restrictions on women, creating
space for greater self-expression. The rise of female
writers such as Princess Agai and Guan Daosheng
reflects a more tolerant cultural climate and indicates a
degree of expressive freedom for women. However,
traditional roles, especially within marriage and family,
continued to impose limitations. Thus, the Yuan
Dynasty represents a transitional era marked by both
cultural openness and persistent gender constraints.

As the first unified dynasty founded by a non-Han
ethnic group, the Yuan Dynasty encompassed vast
Eurasian  territories, encouraging intercultural
exchange. The blending of Mongolian, Han, and
Central and Western Asian traditions introduced new
perspectives on gender roles. Unlike Han ideals that
emphasized female obedience and virtue, Mongolian
women were known for their boldness, independence,
and practical skills, often engaging in activities
typically reserved for men. Historical records describe
empresses and noblewomen as active participants in
military and political affairs, reflecting their elevated
societal roles.

This cultural diversity exposed Han women to
alternative models of female identity, contributing to
the gradual awakening of autonomy consciousness.
Compared to the Han tradition of virtuous female
conduct, Mongolian women were bold, uninhibited,
and skilled in production and daily life, rivaling men in
capabilities. The History of the Liao Dynasty states:
"The Liao Dynasty rose to power through cavalry and
horsemanship. The empresses and consorts were often
skilled in archery and horseback riding, and they
participated in military campaigns and hunting
expeditions without exception. For example, Empress
Ying Tian personally fought against the Shibei tribe,
Empress Cheng Tian led troops in battles at Liyuan, and
Empress Renyi broke the powerful Yuan forces—these
were unprecedented feats, and they were part of their
customs."? Similarly, “Mongolian women managed
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essential survival tasks such as driving carts, milking
cows, brewing fermented beverages”,® and even
engaging in battle. Such cultural diversity exposed
women to alternative lifestyles and values, gradually
awakening their freedom consciousness. Similar to
other scholars of the late Yuan and early Ming periods,
Yang Jingxian experienced the brutal wars of the late
Yuan and the political struggles of the early Ming,
which caused him great anxiety about politics. He also
spent a long period in the prosperous, bustling city of
Hangzhou. As a result, he placed his greatest
importance on pursuing a life of retreat in nature, living
a life of leisure and indulging in poetry, wine, and the
pleasures of the world. Therefore, his artistic creations
focused on secular pursuits, and themes of lust, greed,
and indulgence naturally became an integral part of his
plays. The passionate and unrestrained characteristics
displayed by the female characters in his works vividly
reflect this. At the same time, Yang Jingxian, with his
Mongolian heritage and cultural background, naturally
incorporated progressive elements of Mongol and Yuan
women's culture when portraying female characters.

Playwright Yang Jingxian, shaped by both the
Mongol cultural heritage and the upheavals of the late
Yuan and early Ming periods, reflected these influences
in his works. His plays, often set against the backdrop
of secular life, emphasized themes of desire,
indulgence, and personal agency. Female characters in
his dramas are portrayed with passion, vitality, and
independence—traits drawn from both personal
observation and Mongolian cultural values.

In sum, the Yuan Dynasty was a period of cultural
convergence and social transformation. Amid its vast
imperial structure and cultural pluralism, new
possibilities for female identity and autonomy began to
take shape, making it a formative era in the historical
development of women's consciousness in China.

The thriving commercial economy of the Yuan
Dynasty and the expansion of cities provided women
with increased opportunities for employment and social
interaction. No longer confined to traditional domestic
roles, they began to participate in industries such as
handicrafts, commerce, and services, becoming key
contributors to economic activities. Economic
independence enhanced women’s self-confidence and
autonomy, prompting them to reflect on their rights and
status. In trade and finance, women often exercised
decision-making power and demonstrated leadership,
laying a solid foundation for their freedom
consciousness.

The Yuan dynasty also carried out a series of
reforms in its legal system, many of which focused on
the protection and rights of women. In traditional Han
Chinese marriages, women were often sacrificed for
political alliances, but Yuan laws specifically restricted
this practice: “Those who offer their daughters to
influential figures for advancement, once this is
discovered, the orders they received should be revoked

8 Rubruck W. The Travels of William of Rubruck. China
Social Sciences Press. 1983, p. 121.

4 Song Lian. Yuan Shi [The History of the Yuan]. Zhonghua
Book Company. 1976, p. 2611

and the daughters returned to their families.” It also
explicitly banned the practice of “betrothing by finger-
cutting,” a custom where a marriage was arranged by
pressing the fingers together: “Any marriage proposal
determined by the cutting of the finger is
prohibited.”These laws, to a certain extent, created
favorable conditions for women to exercise autonomy
in their marriage and life decisions.

The Yuan Dynasty witnessed a flourishing of
theater, painting, and poetry, in which female figures
gained prominence. Artistic works of the time often
portrayed women as intelligent, courageous, and
beautiful—reshaping  their social image and
encouraging the pursuit of self-worth and autonomy. In
Yang Jingxian’s Journey to the West Zaju, female
characters break away from traditional roles, displaying
wisdom and resilience as they actively shape their
destinies.

This literary transformation was influenced not
only by ethnic integration but also by the era’s religious
and philosophical context. The Yuan Dynasty
coincided with the synthesis of Confucianism,
Buddhism, and Daoism, which collectively shaped
cultural attitudes toward gender. While Confucianism
reinforced patriarchal norms, Buddhism and Daoism
provided alternative frameworks that contributed to the
awakening of female consciousness.

Buddhism, emphasizing compassion and equality,
affirmed women’s spiritual potential. The figure of
Guanyin, a central character in Journey to the West,
exemplifies this. Her independent and benevolent role
throughout the narrative reflects the Buddhist
valorization of female wisdom and agency.

Daoism, with its principles of natural harmony and
inner cultivation, also recognized women’s capacity for
transcendence. Though female Daoist figures are less
prominent in the play, Daoist ideals of independence
and  spiritual  self-realization  permeate  the
characterization of women such as Princess Iron Fan
and the Queen of the Women’s Kingdom.

Yang Jingxian’s Journey to the West embodies
these ideological shifts. Female characters like
Guanyin, Lady Yin, Princess Iron Fan, Hariti, and
others are depicted as multidimensional and
autonomous. Guanyin serves as a moral compass; Lady
Yin exemplifies intellectual strength; Princess Iron Fan
defends her domain with strategic acumen; Hariti
represents the dual power of motherhood; and the
Queen of the Women’s Kingdom openly challenges
gender norms through her pursuit of love.

These characters stand in stark contrast to
traditional ideals of female virtue defined by obedience,
chastity, and domesticity. Their active roles within the
narrative, including Princess Iron Fan’s direct
challenge to Sun Wukong, highlight a rare assertion of
female strength and independence in Yuan literature.

In sum, Journey to the West reflects the Yuan
Dynasty’s broader cultural transformation, shaped by

5 Song Lian. Yuan Shi [The History of the Yuan]. Zhonghua
Book Company. 1976, p. 2642



Espasutickuti Coto3 YyeHbix. Cepusi: ¢hunonoausi, uckyccmeosedeHue U Kyrabmyporoaus.. #2(123), 2025 6

ethnic integration and evolving philosophical currents.
Through its portrayal of diverse, empowered women,
the play offers critical insight into the early articulation
of female autonomy in Chinese literary tradition.

Though not central protagonists, the female
characters in Yang Jingxian’s Journey to the West Zaju
play add significant depth and nuance. Guanyin
Bodhisattva, emblematic of wisdom and compassion,
transcends conventional portrayals of femininity as
passive and dependent. Her repeated interventions to
rescue Tang Sanzang and his disciples, along with her
spiritual authority, position her as a powerful figure of
female autonomy in early Chinese literature.

In Act | of Encountering a Bandit While on
Official Duty, Lady Yin confronts injustice with moral
clarity, challenging the bandit Liu Hong. Despite
enduring 18 years of humiliation to protect her unborn
child, she ultimately aids her son in avenging the
family's suffering. Unlike her tragic counterpart in Wu
Cheng’en’s novel, Yang’s Lady Yin is neither guilt-
ridden nor preoccupied with chastity; rather, she
embodies resilience, strategic wit, and maternal
courage—qualities that redefine traditional female
virtue.

The Queen of the Women’s Kingdom represents
another complex female figure. Her character, driven
by unfulfilled desire, challenges the constraints of
celibacy and patriarchal expectations. Her bold pursuit
of the Tang monk—expressed in lyrical arias—
illustrates a candid longing for emotional and physical
fulfillment. Though her desires are ultimately thwarted,
her assertiveness conveys a powerful message of
female sovereignty and romantic agency, even within a
repressive socio-religious framework.

Pei Haitang further exemplifies romantic
rebellion. Rejecting her father's class-based marriage
decision, she orchestrates a secret meeting with her
chosen lover, Zhu Gongzi. Her emotional vulnerability
and bold pursuit of love openly defy social norms,
emphasizing personal desire over familial duty.

Likewise, the Princess of the Golden Cauldron
Kingdom, despite being abducted, relishes her life
among demons. Unconcerned with social decorum, she
delights in luxury and companionship, signaling a shift
from victimhood to self-indulgent autonomy.

Characters like Princess Iron Fan and the
Rakshasa Mother exemplify unyielding independence.
Princess Iron Fan, in particular, rebels against celestial
authority and governs her domain on her own terms.
She is never depicted as submissive to her husband or
subject to religious conversion. Instead, her resistance
to Sun Wukong highlights her refusal to conform to
traditional gender roles.

These female figures operate beyond the
constraints of patriarchal systems. They act with
clarity, assertiveness, and moral complexity. Princess
Iron Fan, wielding the magical plantain fan, symbolizes
resistance and liberation. Her character mirrors
Rousseau’s sentiment that although “man is born free,

6 Rousseau J.J. The Social Contract. Translated by Zhong,
S.F. Law Press. 2017, p. 04.

everywhere he is in chains,”® her actions seek to
transcend these figurative shackles.

As feminist theorist Betty Friedan observed,
“Women must come to see that their personal problems
are actually social problems.”” The women in Yang
Jingxian’s Zaju embody this principle, not as victims,
but as agents who confront and redefine their
circumstances—offering a powerful artistic expression
of evolving female consciousness in Yuan dynasty
literature.

Conclusion

Yang Jingxian’s Journey to the West drama is not
merely a literary work but also a mirror reflecting the
historical process of cultural exchange and the
awakening of female consciousness. The portrayal of
female characters in the drama breaks the boundaries of
traditional gender roles, showcasing the resilience and
wisdom of women in their pursuit of freedom and
equality. Although the women in the drama are
mythological figures, their independence and defiance
inspire a broader imaginative space for modern female
consciousness. These characters not only challenge the
constraints of traditional gender roles but also actively
influence the plot, which holds significant cultural and
social implications within the historical context.

When exploring the drama’s relevance to the
awakening of modern female consciousness, we must
not overlook its role in promoting gender equality and
women’s liberation. The female characters, through
their awakening and resistance to traditional
constraints, provide modern women with a point of
reference for self-identity. Their stories encourage
contemporary women to bravely pursue self-worth and
freedom in the face of social pressures and gender
discrimination.
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ABSTRACT

This study explores the formative influence of Russian and Soviet literature on the literary development,
translation techniques, and theoretical contributions of the renowned Mongolian poet B. Yavuukhulan. It
investigates how Yavuukhulan, an intellectual bridge between Mongolian and global literary traditions, not only
translated seminal works from Russian and Soviet authors but also internalized their stylistic innovations,
ideological motifs, and poetic forms. By analyzing his translation choices, poetic practice, and scholarly reflections
on translation theory, this paper demonstrates how Yavuukhulan’s engagement with foreign literature shaped his
own poetic vision and contributed to the modernization of Mongolian literary culture in the twentieth century.
Through close textual analysis, historical context, and intertextual comparison, the article also highlights how
Yavuukhulan selectively adapted world literary traditions to enrich Mongolian poetic expression and thought. The
findings reveal that his work laid a durable foundation for both literary translation practice and the evolution of

poetic aesthetics in modern Mongolia.

AHHOTAIIUA

Hacrosmee wnccnenoBaHne TOCBSIICHO aHAIN3Y (DOPMHPYIOIIETO BIWSHHUSA PYCCKOW M COBETCKOM
JUTEPATyphl Ha CTAHOBIEHHE MOATHYECKOTO CTHIIA, NEPEBOMYECKON MPAKTUKA M TEOPETHYECKOTO HacIeIus
BBIIAIOILEr0Cs MOHIOJIbCKOro 1no3ta b. fIByyxynana. B nenTpe BHUMaHus — TO, Kak SIByyXynaH, BeICTynas B
pPOJIM MHTEJUIEKTYalbHOI'O IMOCPEIHMKA MEXKIY MOHIOJIBCKOM UM MUPOBOH JIMTEPAaTypHBIMU TPaJAULUAMHU, HE
TOJIBKO OCYILECTBJISLI NEPEBOJbI KIIFOUEBBIX MPOMU3BEINCHUM PYCCKUX M COBETCKUX aBTOPOB, HO U TBOPYECKHU
OCBaMBaJl UX CTUJIMCTUYECKUE NHHOBAIMH, HICHHO-XYI0’KECTBEHHbIE MOTUBBI M TIO3TUYECKHE (POPMBI.

AHanmu3upys ero NepeBOJUYECKUi OIBIT, OPUTHHAIBHYIO MMO3THYECKYIO MPAKTHKY, a TAKXKe Pa3MBIIUICHHUS O
TEOPUH XYJO)KECTBEHHOTO IEpeBoJia, JaHHas padoTa BBIABISLET, KaKUM 00pa3oM IiyOOKOE B3auMOJACHCTBHUE
SIByyxynaHa ¢ 3apy0exXHOH TUTepaTypoH CHOCOOCTBOBAIO (POPMUPOBAHHIO €T0 WHANBHUYTEHOTO TOATHIECKOTO
MUPOOULIYIIEHHUS U ChIrPajo 3HAYUTEIbHYIO POJIb B MOJAEPHU3ALMHA MOHTOJIBCKOM JIUTEPATYypHON KyIbTypsl XX
BEKa.

Ha ocHOBe [eTanbHOTO TEKCTYalbHOTO aHalW3a, NPHUBIEYEHUS HCTOPUKO-KYJIBTYPHOIO KOHTEKCTa M
MHTEPTEKCTYaIbHBIX COINOCTABICHHH B CTAaThe TaKKe JIEMOHCTpUpYeTcs, Kak SIByyXynaH H30HpaTeibHO
a/IalTUPOBAJ TOCTIDKEHUSI MEPOBOH JIMTEPATYPBI AJIsl 000TAIEHNS BEIPa3UTEIBHBIX BO3MOKHOCTEH MOHTOJIbCKOM
[033UU U NO3TUUYECKOT0 MblluIeHUs. [loydyeHHble pe3ybTaThl O3BOJSAIOT YTBEPKIATh, YTO €T0 AESATEIIBHOCTD
3aJI0)KWJIa TPOYHBIH (YHIAMEHT Kak JUIsl IOCJIEAYIOIIEro pPa3BUTHS NEPEBOJUECKOM TNPAaKTUKH, TaKk W s
(hopmupoBaHKSI HOBOH MOATHYECKOM CTETUKH B COBpEMEHHOM MOHTOINY.

Keywords: Literary translation, Yavuukhulan, Russian literature, Soviet literature, Pushkin, influence, poetic
form

Introduction

Modern Mongolian literary translation has now
traversed over a century of development, creating a rich
and diverse heritage. From today’s vantage point, it is
evident that literary translation played a crucial role in
shaping and developing twentieth-century Mongolian
literary  thought,  theoretical and  creative
methodologies. It significantly contributed to the grand
endeavor of enlightening the Mongolian people and
enabling them to walk in step with the world’s most
progressive nations.

During the early twentieth century, Mongolian
literature was still heavily influenced by native oral
traditions, Buddhist cultural expressions, and classical
literatures of India, Tibet, and China. This demonstrates
its firm rooting in the aesthetic, philosophical, and
artistic world of the Eastern literary tradition. However,

the first steps towards translating Western classical
literature began in the late nineteenth and early
twentieth centuries, especially through the works of the
great Russian writer Leo Tolstoy. This pioneering
experience, along with other documented research on

literary exchanges, clearly reveals the growing
engagement between Mongolian and  foreign
literatures.

Following the triumph of the People’s Revolution
in 1921, the newly established People’s Government of
Mongolia committed to building a modern society
grounded in the values and interests of the people. To
this end, it adopted a firm policy of learning from and
introducing advanced cultures from around the world.
Translation of outstanding works of Western literature
was prioritized as part of this effort, marking the
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beginning of a new era in the development of
Mongolian literary translation.

From the 1920s onward, the question of how to
develop modern Mongolian literature became a
pressing concern for both government authorities and
literary scholars. The resolution came in the form of
studying and translating foreign literature, particularly
Soviet literature. Intellectuals such as J. Tseveen, B.
Ishdorj, D. Natsagdorj, Ts. Damdinsiren, B. Rinchen,
B. Gongorjav, Sh. Luvsanvandan, and D. Dashdorj—
all prominent scholars and writers of the time—
undertook the translation of global literary treasures
from languages such as Russian and German. Their
work made a significant contribution to enlightening
the Mongolian public and laid the theoretical and
methodological foundations for literary translation into
the Mongolian language. Moreover, by enriching the
vocabulary of the Mongolian language and establishing
the principles of modern literary theory and stylistics,
they played an essential role in shaping the aesthetics
and poetics of the new Mongolian literature.

In the years that followed, Mongolian-Soviet
literary exchanges continued to expand in scope and
depth, reaching increasingly productive levels.
Between 1921 and 1947, 133 works of Soviet literature
were translated into Mongolian; from 1947 to 1956, an
additional 147 titles were translated. Even during the
years of the Second World War, notable works such as
Tolstoy’s Hadji Murat, V. Vasilievsky’s Rainbow, and
A. Tolstoy’s Motherland were translated into
Mongolian.  Additionally, plays such as A.
Korneichuk’s Platon Krechet and K. Simonov’s Wait
for Me and Russian Man were staged. Poems and prose
pieces by N. Tikhonov, I. Ehrenburg, M. Sholokhov, B.
Polevoy, and V. Kozhevnikov were published in
periodicals like Unen (Truth), Zaluuchuudyn Unen
(Youth’s Truth), and Tsog (Spark), along with the
poetry of V. Mayakovsky, A. Surkov, E. Smelyakov, J.
Jambyl, and K. Namsrayev—translated by prominent
Mongolian translators such as Ts. Damdinsuren, B.
Rinchen, B. Gongorjav, E. Oyun, Sh. Tsegmed, Ts.
Tsedenjav, and B. Enebish.

Thus, throughout the twentieth century, the
continuous translation of Russian literary masterpieces
into Mongolian laid a strong foundation. The period
between the 1960s and 1980s represented a particularly
active and fruitful peak in this process. It is no
coincidence that this era aligns with what is often
referred to as the “Golden Age” of modern Mongolian
literature. Mongolian writers, having learned from the
best foreign literary methods, creatively integrated
them into the Mongolian context, significantly
advancing their literary craft. Russian and Soviet
literature held a central place in this process, and it is
also important to note that much of the world’s
literature was introduced to Mongolia through the
Russian language.

This research seeks to explore the influence of
translated literature on Mongolian literary development
during the period in question, with particular attention
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to its role in shaping the aesthetic strategies and
theoretical perspectives of individual authors. In this
context, special focus will be placed on the works of
Begziin Yavuukhulan, a preeminent figure in
Mongolian literature and one of the most distinguished
poets of the latter half of the twentieth century.

Methods

This study adopts a  multidisciplinary
methodology that combines literary-historical analysis,
close textual interpretation, and translation theory.
First, a historical-contextual approach is used to
examine the cultural and ideological environment in
which B. Yavuukhulan lived and worked, with
particular attention to the Soviet-influenced literary
landscape of mid-twentieth-century Mongolia. Second,
the paper employs comparative literary analysis to trace
thematic and stylistic parallels between the original
Russian and Soviet texts and Yavuukhulan’s
Mongolian translations. This involves the examination
of primary sources—including published poems,
translations, essays, and archival issues of Tsog,
Culture and Literature, and Youth’s Truth—in which
his works appeared. Third, key concepts from
translation studies, such as equivalence, cultural
transference, and poetic fidelity, are used to assess
Yavuukhulan’s translation strategies and theoretical
reflections. Lastly, intertextual analysis is applied to
assess Yavuukhulan’s influence on later Mongolian
poetry, with particular reference to the adaptation and
reinterpretation of his motifs, such as the "first snow"
metaphor. Through this multi-layered approach, the
study aims to reconstruct the intellectual trajectory of
Yavuukhulan’s poetic thought and provide a nuanced
understanding of the transformative role of translation
in Mongolian literature.

Results and Discussion

A significant portion of B. Yavuukhulan’s literary
oeuvre, which made a valuable contribution to the
development of modern Mongolian poetry, consists of
translated works. Among these, we also find his own
reflections on the nature and principles of poetic
translation. As a poet of great literary education and
talent, Yavuukhulan was well-acquainted with the
works of Russian and Soviet writers and poets such as
A. S. Pushkin, V. Mayakovsky, S. Yesenin, and N.
Nekrasov. Moreover, through the medium of the
Russian language, he avidly studied and translated
world literature.

With regard to the selection of works for
translation, Yavuukhulan maintained that “..the
fundamental principle of literary translation is that
nations must select and translate the true masterpieces
of their literary heritage.”® This conviction is clearly
reflected in his translation portfolio, where careful
selection is especially noteworthy.

Yavuukhulan began his translation career in 1953
with the publication of German Enlightenment poet
Goethe’s The Erl-King and Heine’s Lorelei in Issue No.
4 of Tsog magazine. In Issue No. 1 of Tsog the
following year, he published Goethe’s The Singer and

and Ya. Baatar. Ed. by D. Tsend. Ulsyn Khevleliin Gazar,
Ulaanbaatar. 1990, p.250
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Heine’s The Silesian Weavers. These works mark the
inception of his journey as a translator. Subsequently,
Tsog magazine featured further translations of Goethe’s
The Bud, The King of Thule (Tsog, No. 2, 1964), and
The Fisherman, as well as Heine’s Banner Song (Tsog,
No. 4, 1965).

His studies from 1954 to 1959 at the Maxim Gorky
Literature Institute in Moscow constituted a pivotal
period in his career, fostering his development as both
poet and translator. Yavuukhulan’s translated works
from this time include Nothing is Dearer than One’s
Homeland by Soviet author Platon Voronko (Tsog, No.
3, 1954), The Small House in Shushensk by Stepan
Shchepachov (Silver Autumn Morning, 1977, p. 181),
and My Homeland by Igor Fedorin (Culture and
Literature, No. 23, 1959.06.11).

Among his other translations are Suliko by the
Georgian Enlightenment poet Akaki Tsereteli (Tsog,
No. 4, 1965); | Met a Girl and Hasan the Cart Driver
by the prominent Tajik writer Mirzo Tursunzoda (Tsog,
No. 4, 1965; Silver Autumn Morning, 1977, p. 187); and
The Voice of Asia (Culture and Literature, No. 32,
1961.09.14). He also translated Instructions and
Memento by the celebrated Spanish poet Federico
Garcia Lorca (Tsog, No. 2, 1964), The Bridge by North
Korean poet Seo Man-il (Youth’s Truth, No. 40,
1953.05.25), and haiku poems by Matsuo Basho,
founder of the Japanese haiku tradition (Tsog, No. 1,
1966).

Yavuukhulan also explored Chinese poetry and its
distinctive qualities, publishing reflections on poetic
forms and conventions (Culture and Literature, No. 23,
1959.10.01), including translations of works by the
great Tang dynasty poet Li Bai (Culture and Literature,
No. 23, 1960.06.20). His translated corpus, therefore,
encompasses the canonical works of literary figures
who introduced key innovations in lyrical and nature
poetry within their respective national traditions and
who helped shape the classical forms of their
literatures.

From the perspective of content and ideology, B.
Yavuukhulan’s translated works were well aligned with
the values and needs of the society of his time. On one
hand, this can be interpreted as a response to the
political directives and ideological requirements that
guided literature during that period. On the other hand,
it also reflects Yavuukhulan’s personal belief in
society, the state, and his homeland—his civic
consciousness and the moral awareness characteristic
of an educated intellectual.

Another essential aspect is his earnest aspiration,
as a poet, to learn from the masterpieces of world
literature that, through their mastery of imagery, form,
rhythm, and meter, pioneered new stylistic directions
within their respective poetic traditions. However,
Yavuukhulan did not translate every so-called “classic”
indiscriminately. Rather, he carefully selected works
that resonated with his own poetic style and that
embodied the themes, ideas, and imagery he himself
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wished to express through his original works. In other
words, he demonstrated a discerning and systematic
approach to translation, guided by clear intentions and
criteria in choosing from the vast ocean of world
literature.

For instance, among the many poems and epics
written about V. 1. Lenin, one might ask why
Yavuukhulan chose to translate The Little House in
Shushensk (1944) by Stepan Shchepachov. The answer
lies in the poem’s originality: unlike the typical
panegyrics that glorified revolutionary leaders in
formulaic fashion, this work broke convention. It
contrasts time—past and future; space—a small house
in a remote village with the vastness of Russia; sound—
the quiet interior of a room with the thunderous
battlefield; and movement—the stillness of nature with
the ceaseless struggle for social transformation. This
use of oppositions to create imagery is the hallmark of
the poem’s artistic merit.

In discussing poetic translation, Yavuukhulan
once noted, “Translating poetry necessarily requires a
poet’s talent. If the translator is not a poet, the result
will not go beyond a literal rendering... The principle
of translating proverbial expressions in oral literature
into other languages should be applied to poetry
translation as well.”® This perspective is vividly
illustrated in his translation of Hasan the Cart Driver
by the prominent Tajik writer Mirzo Tursunzoda. The
original poem makes skillful use of Tajik proverbs and
figurative expressions from folk traditions, and
Yavuukhulan, in turn, rendered them using equivalent
Mongolian proverbs and expressions. In doing so, he
preserved the distinctive flavor and imagery of the
original while making it accessible and meaningful for
Mongolian readers.

The narrative of the poem centers on the love story
of a cart driver who falls in love with a young woman
named Sadaaf. However, the poem extends far beyond
a romantic theme: it depicts how the revolution, by
overthrowing the feudal tyranny of the bayad lords,
ushered in a new society marked by progress in culture,
education, and technology. These sweeping changes
gradually transform traditional life in Tajikistan. The
poem interweaves these themes with the personal
struggles and ideological development of Hasan, whose
internal conflict and evolving worldview reflect the
broader social shift. In contrasting the old and the new,
the just and the unjust, the poem emphasizes that the
foundation of the emerging society lies in the younger
generation equipped with knowledge and education.

Therefore, B. Yavuukhulan’s selection of this
work for translation was not solely based on its stylistic
and artistic features, but also on its thematic resonance.
The conflicts experienced by the protagonist and the
broader social transformations portrayed in the poem
closely paralleled the lived experiences of the
Mongolian people. The underlying messages and ideals
it expressed carried instructive and meaningful
relevance for Mongolian youth of the time—a factor
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that undoubtedly influenced his decision to translate the
work.

In articulating the core principles he upheld in
poetic translation, B. Yavuukhulan stated:

“There are four essential aspects that must be
valued in the translation of poetry:

1. Faithful conveyance of meaning

2. Preservation of the poem’s unique imagery
and detail

3. Retention of the tone and musicality

4. Maintenance of poetic form.

This guiding principle—along with his attempts to
render the distinctive forms, rhythms, and figurative
techniques of various national poetries into Mongolian
verse—demonstrates Yavuukhulan’s commitment to
finding ways to adapt such elements to the expressive
capabilities of the Mongolian language. His
experimentation in this area not only enriched the
formal and rhythmic possibilities of Mongolian poetry
but also contributed significantly to the development of
his own poetic style and technique.

A notable example of this is his approach to
translating Alexander Pushkin’s renowned poem
“Winter Morning”, written in the classic Russian
iambic tetrameter. In this poem, Pushkin offers a vivid
portrayal of a winter landscape, masterfully combining
contrast and simile: a snowstorm that obscured the sky
the night before gives way in the morning to a clear,
glistening world cloaked in fresh snow. The emotional
transition from the gloom of the storm to the serene
brilliance of morning reflects the poet’s own inner
transformation—nhis solitude and anxiety giving way to
a renewed sense of hope and eagerness to embark on a
journey into the future.

The poem thus becomes a metaphor for the
shifting emotional states of the poet, mirroring the ever-
changing weather and symbolizing faith in a bright
future. Pushkin’s worldview—his belief in the
transience and continual transformation of all things—
is poignantly expressed in this work. In translating such
poetry, Yavuukhulan not only captured its thematic
essence but also sought to reproduce its artistic form,
thereby expanding the possibilities of Mongolian poetic
language and rhythm through the lens of world
literature.

In this poem, the imagery is developed through the
shifting gaze of the lyrical subject. The speaker's gaze
moves from his sleeping beloved, who is unaware of
the scene outside, gradually turning toward the view
through the window, where he becomes captivated by
the beauty of the natural world. The gaze then returns
to the warmth of the firelit interior, but the speaker’s
thoughts have already wandered toward distant,
imagined horizons. Examination of the manuscript of
this poem reveals how Pushkin devoted significant
attention to refining his depiction of snhow,
experimenting with multiple phrasings to achieve the
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most vivid and precise imagery. Initially, he drafted
several versions:

oJlesicum, kax caean benviil cnee [The snow lies
like a white burial shroud]

e/Ipocmepnuce Genvie cueea [White snow has
spread]

e[Ipocmepnuce nogwvie cueea [Fresh snow has
spread]

Ultimately, he chose:

e FBnecms na coanye cuee nexcum [The snow
lies sparkling in the sun]*

—selecting the verb 6éaecmems ["to sparkle, to
glisten"] in its active form, which successfully animates
the scene and captures the dazzling brightness of the
snow under sunlight.

B. Yavuukhulan’s poem “First Snow” (1965),
composed in dactylic meter—where an accented
syllable is followed by two unaccented ones—also uses
the shifting gaze of the lyrical subject to build its
imagery. The poem begins with the speaker waking
from deep slumber on an autumn morning, observing
the sunlit room, then hurrying to escape the stifling
atmosphere indoors. As he opens the door and steps
outside, his gaze turns upward toward the vast sky and
then down again, toward the newly fallen snow.
Finally, his attention settles on a small handful of snow
resting in his palm, while his thoughts drift toward the
boundless blue heavens.

To describe the beauty of nature blanketed in the
season’s first snow, Yavuukhulan employs evocative
and layered imagery:

Xypumvln catixan 63p wiue

Lbaxuil 25032 OyH yazaan

[Like a bride at her wedding
The world is pale as a pearl]
and later intensifies this depiction:
1ue wunsxsn yac
Cascutin yatidie xapazoas

[The freshly fallen snow
Glistened in soft white]
culminating in the verse:
Anean 032p masvcan yac
Ambceaa xypmasey xupmas
Ambceaa xypaxao xupmose
Amnxnvl yaeaan yacnaac
Lpmae xox mouesputinxs?
1]360p myneaneuiie M2036

[The snow | placed in my palm
Was tainted by a breath
It takes no more than a breath
To stain the purest first snow—
Thus I sensed, in the sky’s clear blue,
Its depthless purity]

% Mywkun A. C. Jpyeue pedaxyuu u 6apuanmol:

Cmuxomeopenus, 1828—1836.  TlomHoe  coOpamnue
counnenuii: B 16 . — M.; JI.: Usn-Bo AH CCCP, 1937—
1959. T. 3, kxu. 2. CruxotBopenus, 1826—1836. 1949. Crp.
766
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Though the snow appears immaculate and pure, it
loses that quality with the slightest breath—expressing
a meditation on the impermanence of all things. Just as
the once-cloudy sky becomes clear, the poem's speaker
reaches a realization: everything in the world is in flux,
and in each ending lies the beginning of something
new. The poetic insight here suggests that transience
and renewal are inextricably intertwined—a recurring
philosophical motif.

Later, the poet D. Banzragch echoes this imagery
in his poem “The Flower of the Shadowed CIiff”
(1994), where he writes:

Ambcean my2ocut wupmaxso MuHb XUpMcIH

AHXHbL yazaan yac wyy 033 uu

[You are that  first  white snow,
Stained simply by the gaze of my breathless eyes]

Here, the snow becomes a metaphor for feminine
purity, so delicate that even a breath—or a glance—can
mar it. This intertextual reference signals the significant
impact of Yavuukhulan’s poetic vision. His imagery of
the “first snow” introduced a new symbolic layer into
Mongolian poetry, one that has since inspired
subsequent poets and enriched the poetic tradition with
new aesthetic and thematic possibilities.

Begziin Yavuukhulan developed a keen interest in
the Japanese haiku—a poetic form characterized by its
unique structure of three lines with a 5-7-5 syllabic
pattern, which blends depictions of nature and seasonal
imagery with nuanced emotional and spiritual tones—
through his engagement with Russian-language
sources. Not only did he translate haiku from Russian
into Mongolian with careful attention to both form and
meaning, but he also experimented with composing
original poems in the haiku style, as exemplified by his
work Poems of the Four Seasons Written in the Manner
of Japanese Haiku. Yavuukhulan’s engagement with
the haiku marked an important early step toward the
translation and creative adoption of both haiku and
tanka in Mongolian literature. However, unlike some
contemporary poets who boldly label their work as
“Mongolian haiku,” Yavuukhulan approached such
experimentation with humility and scholarly caution.
He refrained from prematurely applying definitive
labels, believing that poetry could only be genuinely
understood and fully appreciated within its original
cultural context—through knowledge of the source
language, aesthetic traditions, history, and civilization
of the nation that produced it.

For this reason, he often reminded readers that a
translated poem is akin to “a reversed tapestry, a

fragrant flower under a glass dome, or an aged and
faded piece of Eastern silk.” These metaphors reflect
his awareness of the limitations and delicacy of
translating poetic experience.

Conclusion:

B. Yavuukhulan was not only a poet of innate
talent refined by literary knowledge and education, but
also a creative figure of high moral integrity and
professional discipline. As both poet and translator, he
placed great importance on the artistic, social, and
methodological dimensions of poetic translation. He set
high standards for himself and adhered to those
principles with great rigor, while also boldly seeking
and incorporating new forms and content into his poetic
method.

As the renowned Russian writer Kornei
Chukovsky once said, "A translation is a self-portrait
of the translator."'? In this light, B. Yavuukhulan’s
body of translated works stands as an invaluable
resource—one that both illuminates his creative
development and provides insight into his evolving
aesthetic principles. His translation practice is closely
tied to his life and creative output, and therefore
deserves serious scholarly attention as a source of
lasting literary and cultural significance.
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Cratbs MOCBALICHA MCAATOTUYCCKUM BO3MOKHOCTAM HUCIIOJIB30BAHUS 3JICKTPOHHBIX CPEACTB 06yquI/m Ha
3aHATUAX CO CTYJACHTAMU; B HEC BKIIFOYCHA Knaccn(i)mcam/m OJICKTPOHHBIX CPEACTB OGy‘IeHI/ISI C TOYKHU 3pCHUS UX
METOANYCCKOTO HAa3HAYCHUA; KPOME TOT'O, B CTAaThE€ AACTCA KpaTKasd XapaKTCPpHUCTUKA MPOrpaMMbl MMOBBIIICHUA
KBaJ‘II/I(l)I/IKaHI/II/I II€aaroroB 110 UCIIOJIb30BaHUA 9CO Ha 3aHATHIX

ANNOTATION

The article is devoted to the pedagogical possibilities of using electronic learning tools in the classroom with
students; it includes a classification of electronic learning tools in terms of their methodological purpose; in
addition, the article provides a brief description of the teacher training program for the use of ELT in the

classroom..

KnroueBble cioBa: 3JEKTPOHHBIE CpelcTBa OOydeHHMs, cpemHee HpodecCHOHAIbHOE 00pa3oBaHue,

neaarorutdyeCKue BO3MOXKHOCTHU

Keywords: electronic learning tools, secondary vocational education, pedagogical opportunities

B ycnoBusX COBPEMEHHOIO JIUHAMHYHOTO
pa3BUTHSI OOIIECTBA M YCIIOKHEHHS €r0 TEXHUIECKOH 1
COLIMABbHON uH(pacTpyKTypHI BO)KHEWUIINM
CTpPaTEernuecKiM PEeCypcoM CTAHOBHTCS WH(OpMAIHSs.
CoBpeMeHHEIC HHPOPMALIMOHHBIE TEXHOJIOTUHI
MO3BOJISIIOT  CO34aBaTh, XpPaHWTh, IepepadaThIBaTH
Oompmme  o0beMBl ~ WHGOpMAIUHM, a  TaKKe
obecnieunBath 3¢ peKTUBHBIC CITOCOOHI ee mepeaadd u
NpEeACTaBICHUS.  ABTOMaTH3amusi  HAa  OCHOBE
MPUMEHEHHUS] KOMIIBIOTEPOB U BBIYUCIUTENBHBIX CETEH
NPOHUKAET CEroAHs BO Bce cepbl  KHU3HU
COBPEMEHHOT0 o01ecTBa, CBSI3aHHBIC c
UCIIOJIb30BAaHHUEM U MEpepadOTKON HHPOPMAIIHH.

B cBsI3M ¢ 3THM BHEAPEHHUE DIIEKTPOHHBIX CPEICTB
o0y4eHus SBISIETCS OJHUM M3  IIPHOPUTETHBIX
HaIpaBJIeHUH MOJICPHU3AINN poccHiicKoro
00pa3oBaHys, B TOM YHCIIE CPEAHECTICIIANIBHOTO.

IMon >nMeKTPOHHBIMH CpeAcTBaMH  OOy4YECHHUS
(3CO) MBI TOHWMaeM cpencTBa, paboTaromiue C
HCTIONIb30BaHUEM KOMITBIOTEPHOU u
TEICKOMMYHHUKAIIHOHHOW TEXHUKH W IIPHUMEHSEMBbIC
HEMOCPEJCTBEHHO B OOy4eHWM M  BOCIHMTAHUH
yaamnmxcs. [1].

[lenaroruyeckue BO3MOXXHOCTH HCIIOJIb30BAHUS
OCO B o0pa3oBarenbHOM TMpoIecCe OTIMYAOTCS
MOTEHIMAJIOM 00Jiee BHICOKOH aKTHBHOCTH CYOBEKTOB
obpazoBatenpHOTO mporecca [3].  DNEKTpOHHBIE
cpencTBa o0y4YeHHUs TIO3BOJIIOT 00ecIeynTsh [2]:

- HE3aME/UINTEIbHYI0 OOpPaTHYIO CBSI3b MEXKAY
MOJB30BATENIEM W CPEICTBAMH  MH(OPMAIMOHHO-
KOMMYHHUKAIMOHHBIX TEXHOJIOTHH — MHTEPaKTHBHBIN
JIMaJIoT;

- KOMIIBIOTEPHYIO  BU3YaJIM3alMI0  Y4eOHOM
uHdopmanuu, MPEIOJIaraollyl0  pealnu3aIiio
BO3MOXKHOCTEH COBPEMEHHBIX CPEACTB BH3yaJIU3aluU
00BEKTOB, IPOLIECCOB, SBJICHUH (KaK PealbHBIX, TaK U
«BUPTYAITBHBIX)), a TaKXe ux MoJenei,
NpEe/ICTaBJICHUE UX B JWHAMUKE pa3BUTHS, BO
BPEMEHHOM M IPOCTPAHCTBEHHOM JIBIDKEHHH, C
COXpaHEHHEM BO3MOXKHOCTH JUAJIOTOBOIO OOLIEHUS C
IporpamMMmoi;

- KOMIIBIOTEPHOE MOJICIMPOBAHNE H3y4aeMBbIX
00BEKTOB, UX OTHOIIEHHH, SIBJICHUMH, IIPOLIECCOB;

- aBTOMAaTH3alMI0 MPOLECCOB BBIYUCIUTEILHOM,
MH()OPMALIMOHHO-TTOMCKOBOM JIeSTeNIbHOCTH,
00paboTKN Pe3yNbTaTOB y4eOHOI'O 3KCIEpUMEHTa C
BO3MOXXHOCTBIO MHOTOKPATHOTO TOBTOPEHUSI 1I€JI0T0
IKCIIEPUMEHTA UIIH €0 ONpEe/IelICHHO! YacTH;

- aBTOMATH3aIHIO MPOIIECCOB OPraHU3alHOHHOTO
yIpaBJIeHUs] y9eOHOU AEATEIbHOCTHIO U KOHTPOJIS 32

pe3yilpTaTaMH  YCBOEHHs y4eOHOro Marepuana:
TEeHEPUPOBAaHUE U  PACChUIKA  OPraHU3AI[MOHHO-
METOJMUYECKUX MaTepHalioB, 3arpy3ka U mepefada Ux
10 CeTH U T.IL.;

- aBTOMAaTH3AIMIO IPOLECCOB MH(POPMAIOHHON
JEATETPHOCTH W MH()OPMALMOHHOTO B3aUMOACHCTBUS
B YUPEKICHHUAX 00pa30BaHMs U CUCTEME 00pa30BaHM,
CO3JJaHUE eNHOI 00pa30BATEILHOMN CPE/IBL.

I[To cBoeMy MeETOOMYECKOMY  Ha3HAYECHHIO
3NEeKTPOHHEIE cpelncTBa 00y4eHus MO>KHO
MO/IPA3/IeNUTh Ha ceayromme Buasl [4]:

1) OOyuaronie mporpaMMHBIE  CPEACTBa,
METO/MYECKOe Ha3HAYeHUE KOTOPBIX — COOOIIeHHe
CYMMBI 3HaHUH U HaBBIKOB y4e€OHOI M IMpaKTHUECKO
JeSITeIbHOCTH U obecrieueHre HeOOXOIUMOI0 YPOBHS
YCBOCHHS, YCTaHABJIMBAEMOTO OOpaTHOH CBS3bBIO,
peanu3yeMoi CpeCTBaMH MPOTPaMMBI.

2) [IIporpamMHBIE cpeacTBa (CHCTEMBI) —
TPEHAXephl, MpeAHAa3HaYeHHbIE UL  OTPabOTKU
YMEHHII W  HAaBHIKOB  y4eOHOH  JeATENbHOCTH,
OCYILIECTBIICHUsT  caMONOAroToBkH. OHHM  OOBIYHO

HCTIONB3YIOTCS TPU TOBTOPEHHUU MM 3aKpeTIeHUH
paHee IPOMICHHOTO0 MaTepHaa.

3) Kourpomupyoline mporpaMMHbIE CPEACTBA —
OpOTpaMMBbl,  IpeAHAa3HAuYEHHBIC I  KOHTPOJA
(caMOKOHTpOJISI)  YpOBHS ~ OBJaJieHUS  y4eOHBIM
MaTepHajoM.

4) HHpopManimoHHO-TTONCKOBEIE,
nH(pOpPMaNOHHO-CITPaBOYHbIE MpOTpaMMHBIE
CPE/CTBA, IIPEIOCTABIISIONINE BO3MOXKHOCTD BEIOOPA 1
BBIBOJIa HEOOXOJMMOW IIOJIB30BATEN0 MH(POPMAIHH.
Hx wmeronuueckoe Ha3HaueHHE — (OpMHpOBaHHE
YMEHHI M HaBBIKOB 10 CHCTEMaTH3al1 HHPOPMAILHH.

5) NMuTanmoHHBIE TIPpOTpaMMHBIE CpEICTBa
(cucTeMbl), TPEACTABIISAIONINE ONPEICICHHBIN aCIeKT
peasbHOCTH  IJIsI  W3Y4YeHHS  €r0  OCHOBHBIX
CTPYKTYPHBIX HJIH ()Y HKIIHOHAIBHBIX XapaKTEPUCTHK C
MOMOIIBI0  HEKOTOPOTO  OTPaHMYEHHOTO  YHCIa
rapameTpoB.

6) Mopgenupyrone OPOrpaMMHBIE CPEACTBa
MIPOU3BOJBHON KOMIO3MIUH, MPEJOCTABISAIONINE B
pacropsbkeHne 00y4aeMoro OCHOBHBIE 3JEMEHTHl U
TUNBl (QYHKOMK U1 MOJEIMPOBAHUS OINpEIeTICHHON
peanpHOcTH. OHH TpeIHAa3HAYEHBI JUIS  CO3JaHUs
MOJIeNH 0OBEKTa, SIBICHHS, TIPOIIECCca WM CUTYaIlnH C
LIEJTBI0 UX U3yUYEHHS U MCCIIEeIOBAHNUS.

7) leMOHCTpaIMOHHbBIE TIPOTPAMMHBIE CPEIICTBA,
obecrieunBarone HaTJBITHOE MIpeICTaBICHNE
y49e0HOTO MaTepuana, BU3YaTH3alHi0 H3YIaeMBIX
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SIBJICHUH, B3aUMOCBSI3eH
o0beKTaMu.

8) VYu4eOHO-HIpOBBIE MPOrpaMMHBIC CPEICTBRA,
NpejHa3HaYeHHBIE JUIS «IPOUTPHIBAHUS» YYEOHBIX
CUTyallMid, Hampumep, C LeIblo (HOPMHUPOBAHUS
YMEHHH NpPUHUMATh ONTHMAIbHOE pEIICHHE WIN
BBIPAOOTKH ONTUMAIEHOW CTPATETHH JCHCTBUS.

9) JlocyroBele  OpOTpPaMMHBIC  CpPEICTBA,
UCTIONBb3YEMbIE Ul OpTaHM3alH  AEATEIbHOCTH
o0ydJaeMbIX BO BHEKJIACCHOH, BHEUIKOJIBHOH padoTe,
UMEIOIINE LENbI0 pa3BUTHE BHUMAHUS, pEaKIHH,
MaMsATH U T.JI.

XOTUM  OTMETHTh, 4YTO  HMH(OPMAIMOHHO-
KOMMYHHUKAIIMOHHBIE TEXHOJOTMH HE 3aMEHSIOT
TPaAWIHOHHBIE MOIXOJbl K O0YYEHHMIO, a MOBBIIIAIOT
uX 3(QPEKTUBHOCTH IPH YCIOBUH IIEIEHANPABICHHOTO
U CHCTEMAaTH4EeCKOTO  MCIOJb30BAHUA. 3CO
HCTIONB3YIOT B CHCTEME CPEJHETO MTPO(ECCHOHANBEHOTO
o0pa3oBaHWsI C TIeMbl0  OOydYeHHs, BOCHHTAHUS,
pasBUTHSL TBOPYECKHX CIIOCOOHOCTEH CTYJECHTOB,
OpTaHM3allii HX [I03HABATEIbHON JEATEIHHOCTH.
Vcnonp3oBaHme 3JMEKTPOHHBIX CPEICTB OOydYeHHS Ha
3aHATHsIX B yupexaeHusx CIIO mo3BossieT TOTOBHUTH
HOBOE  IIOKOJEHHME K  Oy;aymed  OKM3HH B
nH(OpPMaLMOHHOM MUpE.

Ilo HamemMy MHEHHIO, TIPOLIECC BHEAPEHUA
NIEKTPOHHBIX CPEACTB OOYy4YeHHs IpearojaraeT
o0si3aTenbHOE  TIOBBILIEHHE  NpodeccHoHATBHOM
KOMIICTEHIINM TeJaroroB B O0JacTH NPHUMEHECHUS
OCO. C oT1oif mempl0o HaMu pa3padaThIBacTCs
JononuurensHass npodeccHoHaNbHAas — IporpaMMa
MOBBIIICHUS KBaJH(UKAIAN «Mertoauka
UCTIONIb30BAaHMS 3JIEKTPOHHBIX CPEACTB OOYUECHUS PH
W3yYCHUH 9KOHOMHYECKHUX JCIUTIIIAH B
YUPEXKICHUSX CpeIHero podecCHOHANBEHOTO
00pa3oBaHMs». YUHUTENs JOJKHBI 3HATh alTOPUTMBI
noricka u noadopa ICO, yMeTh UCTIONB30BATh UX JIJIS
OpraHu3aIK 00y4eHUs, B TOM YHCIIE JUCTAaHIIHOHHOTO
Y THOPHUIIHOTO, IMETh HaBBIK POEKTHPOBAHHS YPOKa C
HCIIOJIb30BAaHUEM, HAIpuUMep, 3NEeKTPOHHOH JOCKH,
Npe3eHTalNH, IEKTPOHHBIX TECTOB | T.1. [Iporpamma

mnmpoueccoB MCKAY

mpeJroiaraeT  CICAYIONINEe pa3lelbl W CPOKH
00yJeHHS.

1) Teopernueckue ocHoBbl DCO (2 vaca): B 3TOM
pasgene  y4HMTels ~ O3HAKOMATCS C  TOHSATHEM
AIIEKTPOHHBIX Cpe/CTB 00yueHus u ux
Ki1accuukanmeit.

2) Meronuka wucnons3oBaHus OCO  mpu

NPEno/IaBaHUN YKOHOMHUYECKHUX MUCIUILIHH (4 yaca):
3/lech IeAaroraM INpellaraeTcs HM3y4dTb METOIMKY
paboThI CO CTyJIEHTAMHU Yepe3 DIIEKTPOHHBIE CPECTBA
o0ydeHus, METOAMKY IUIAaHWPOBAHUS 3aHATHH C
ucronb3oBanue DCO, 03HAKOMUTBCS C TUIaTHOpMaMH
LMS (LMS, unu Learning Management System (c
AHIVIMIICKOTO «CHCTEMa YNpaBJIEHHs OOyYEHHEM») —
9TO Iatpopma AJsi OHJIAHH-00yYeHHMs).

3) IIpaktudeckoe wucnonp3zoBanne OCO npu
OpEnoJaBaHuK  HSKOHOMUYECKHMX  aucuummH (20
YacoB). IPENojaBaTeld CMOTYT CaMH CO3/aBaTh
y4eOHbIE MaTepualibl M JJIEKTPOHHBIE TIOCOOHS,
pabotath ¢ TpE3CHTALMSIMH, BHACO, TECTaMH U
MHTEPAKTHUBHBIMH 331aHHSIMH.

Kaxnplit n3 0JI0KOB mpejrosiaraeT KOHTPOJIbHOE
TectupoBaHue. OCBOeHHE MPOrpaMMbl 3aKaHYMBAETCS
UTOTOBOI arTecTanuei B Qopmare AUCTaHIIMOHHOMN
3alIMTHl POEKTa, Pa3MEIISHHOrO Ha IIaThopMe IUist
oHmaitH  oOy4yenmss (6 4acoB), W  BbIAueH
YAOCTOBEPEHHS O TOBBIIICHUN KBaTH(DUKAIAN.

B 3axmouenne momuepkHeM, 9To 3(PQPEKTHBHOE
UCTIONB30BaHNE HMH(MOPMAIOHHBIX TEXHOJIOTHH B
po(eCCHOHATHPHOM 00pa30BaHUM — 3TO OpPTraHU3ALNS
00pa3oBaTENBHOIO  IpOIEcca, IOCTPOEHHAs  Ha
Ka4eCTBEHHO MHBIX MPHUHIMIIAX, CPEACTBAX, METOAAX U
TEXHOJIOTHSIX M HalpaBlieHHAas Ha peaJn3aliio
yueOHOro Impomecca B paMKax CaMOCTOSTEIbHOM,

TBOPYECKOH  JEATEIBHOCTH CTYJICHTOB, 4TO
CHOCOOCTBYET npUOOPETECHUIO Oy ayIMMu
CICIMANIMCTAMA  HABBIKOB W yMEHHHA  peliaTh
MpOOJIEMHBIC ~ CHTyallud B Npo)eCCHOHATBHOMN
JEATeIbHOCTH W, OJHOBPEMEHHO, OOOTAICHUIO

JJHMYHOCTH B LICJIOM.
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AHHOTAIIMS

CTaTL}I IIOCBJIIICHA HCCJIICAOBAHUIO BIIUSHUS BPISyEUILHOﬁ KOMIIO3UIIMHU Ha BOCHpI/IHTI/IC PIH(i)OpM&I.lI/IPI B
rpadudeckoM Iu3aiiHe B YCIOBUSX HUPPOBOH smoxu. B paboTe mMpoBOAWTCS MEXAUCIUILIMHAPHBIA aHaJH3
TCOPETUYCCKHUX OCHOB KOMITO3UITMOHHBIX peHIeHPIﬁ, HUX IICUXOJIOTNYECKOT'O U COIIMOJIOTHYECKOT'O BOSHCﬁCTBHﬂ, a
TAKIKC MNPAKTHICCKUX KeﬁCOB, ACMOHCTPUPYIOIIUX YCIICHIHOC INPHUMCHCHUC BHU3YyaJbHbIX TEXHOJIOTUHA B
6peHZ[I/IHFe nu peKJ’IaMHOﬁ KOMMYHUKAaIUH. HCCJ’I@Z[OBaHI/Ie OIMpacTCd Ha MCTOYHUKH, KOTOPBIC PA3MCHICHBI B
OTKPBITOM JOCTYIIC, YTO IMO3BOJIMJIO BBISABUTH Hay‘IHBIﬁ np06en B KOMINVIEKCHOM aHaJIN3€ BJIUSAHHUA OTACIIBbHBIX
3JIEMEHTOB BU3YyaIbHON KOMITO3UIMH Ha 3 (ECKTHBHOCTb MepeIaiun CMBICIOBBIX cooOmienuil. [lesp uccnenoBanus
3aKJIIOYacTCA B onpeueneHHH OIITUMAJIBHBIX HpI/IHLII/IHOB OpFaHI/I3aHI/II/I BI/I3yaJ'II>HI)IX B3JICMCHTOB JIA yCI/IJ'IeHI/I)I
KOTHUTHUBHOI'O BOCHpI/IﬂTI/IH U OMOIIMOHAJIBHOT'O BO3]1€I7ICTBI/IH, qTO HOL[TBCp)K[[aeTCH BI)I}IBI/IHyTOfI aBTOpCKOﬁ
THIIOTE30H O CHHEPreTHYecKoM d(QeKTe rapMOHMYHO BBICTPOCHHOH KoMmnosuiuu. HoBH3Ha uccienoBaHus
COCTOUT B MPOBCACHUU TCOPCTUYCCKOro aHainda W MIpEAOCTaBJICHUU peKOMeHL[aHI/IfI A TIPaAKTUYECKOro
npuMeHeHus: B 1udpoBoM nusaiiHe. JlaHHas craThs, MNpeACTaBIsIONIAs CO0OH MEXKAMCIMIUIMHAPHOE
HUCCICAJ0BAHUEC BIUSHUA BI/I3yaJ'II>HOI71 KOMIO3UIINHU Ha KOTHUTUBHBIC MCXAaHU3MbI BOCIPHUATHSA I/IH(i)OpMaI_[I/II/I, 6y,IleT
OCO6eHHO HUHTCPCCHA aKaJACMHUYCCKUM HCCICAOBATCIIAM, aCIMpaHTaM U IIPAKTUKAM B O6J'IaCTI/I rpa@nquKoro
HHSaﬁHa, BPI3yaJ'ILHOI>i KOMMYHUKAIIUU U KOTHUTHUBHOMI IICUXOJIOTHH, CTpEMAINMCH HHTCIpUpPOBATH
TCOPETUYCCKHUEC MOJACIN C DMIIMPUYCCKUMHU AAHHBIMHU U1 ONTUMU3ALNUN 3CTCTUYCCKUX U (1)YHI(L[I/IOHEU'IBHHX

ACIICKTOB BHByaﬂbHOﬁ Cpeabl.

ABSTRACT

The article is devoted to the study of the influence of visual composition on the perception of information in
graphic design in the digital age. The paper provides an interdisciplinary analysis of the theoretical foundations of
compositional solutions, their psychological and sociological effects, as well as practical cases demonstrating the
successful application of visual technologies in branding and advertising communication. The study is based on
publicly available research, which has revealed a scientific gap in the comprehensive analysis of the influence of
individual elements of a visual composition on the effectiveness of semantic message transmission. The purpose
of the study is to determine the optimal principles of organizing visual elements to enhance cognitive perception
and emotional impact, which is confirmed by the author's hypothesis about the synergetic effect of a harmoniously
constructed composition. The novelty of the research consists in carrying out a theoretical analysis and providing
recommendations for practical application in digital design. This article, which is an interdisciplinary study of the
impact of visual composition on cognitive mechanisms of information perception, will be of particular interest to
academic researchers, graduate students, and practitioners in graphic design, visual communication, and cognitive
psychology seeking to integrate theoretical models with empirical evidence to optimize the aesthetic and functional
aspects of the visual environment.

KiroueBble ciioBa: rpaguyeckuii u3aiii; BU3yaabHas KOMIIO3HIIUS; BOCIIPUIATHE HHPOPMAIIUH; BU3yaIbHAS
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Beenenne OblcTpee TEKCTOBOM, YTO MNOAUEPKUBAET BAKHOCTh
I'paduueckuii JU3aiiH, peanu3yromuil  ONTUMAIBLHOTO UCTIONB30BaHUs BH3YaJIbHBIX
BU3YyaJIbHYIO KOMMYHUKAIHIO MOCPENCTBOM  3JIEMEHTOB JUIs YCUJICHUS BO3JEUCTBUS
MPOAYMAHHOW  KOMITO3HMIMH, SBISETCS  BAXKHBIM  KOMMYHHKAI[HOHHBIX COOOIICHUH.
HHCTPYMEHTOM  (OopMHpOBaHHS  OOIIECTBEHHOTO B nmampmeiimem B paMkax paboTel  Oyner

MHEHUS, KyJbTYPHBIX HOPM M CTpaTeruii OpeHIWHTa.  OCYIIECTBIIEH 0030p COBPEMEHHBIX HCCIICOBAHHIA.
CoBpeMeHHbIE  HCCIIeIOBaHUs — ToKaseBaior, uro Kamuaumaa E. C. [1] mpoBoauT aHaiu3, akmeHTHPYS
BU3yasjbHas wuHOpMaIus o0padaThiBaeTCs MO3TOM  BHHUMaHUE Ha HEJI0CTaTKe WHTETpaIun
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COLIMOKYJIBTYPHBIX  ()aKTOpOB B
MOJETIM  BU3YQJIBHOH  KOMMYHHKAIUH. VYuer
KyJIbTypHOTO  KOHTEKCTa  CHOCOOEH  TOBBICHTH
3¢ PEeKTUBHOCTh BU3yaJbHOrO Bo3zeiicTBUs. B cBoto
ouepenb, bykuna I1. O., Cunoposa 1. B., Tynun E. 1.
[2] wuccmemyer ponp BeG-mm3aiina B (GOPMHPOBAHUH
BU3yaIbHOH HWAEHTUYHOCTH OpeHna, yKa3plBas Ha
SBHBIM Tpo0en B OSMIOUPHIECKA OOOCHOBaHHBIX
MOJIENIIX BO3ICUCTBHUS HUPPOBHIX HHTEPQEHCOB Ha
noeenenne morpedureneit. Camoitnenko W.C. [3],
aHATM3UPYET BIMSHUE MPOLECCOB IMU(POBU3ALNN Ha
CHCTEMy  BH3yalbHOW KOMMYyHHMKaluu OpeHpa,
0003Hauasi CyIIECTBYIOIIMHA Hay4yHbI TIpoOen B
W3YyYCHUH KOPPEISILUA MEXAYy OSKOHOMHYECKHMH,
COLMAIbHBIMH U BU3YaJIbHBIMHU IIponieccamu. [TyukoBa
H. H., Tepexora E. C., Kosun A. E. [4] uccienyior
BIIMSTHUE YPOAHUCTUYECKUX BU3YaJbHBIX CTUMYJIOB Ha
NCUXO(HU3UONOTHIECKHE  PEaKIHH  COBPEMEHHOTO
4yeloBeKa. BusyanpHas IWHAMHKa BIMSET HA
SMOIMOHAIBHOE W WHTEICKTYyaJbHOE BOCIIPHATHE.
VYxanosa II. E. [5] xoHueHTpHpyeTCs HAa H3yYeHHH
BIMSHUA  OTHENBbHBIX JJIEMEHTOB TIpadudeckoro
Ju3aiiHa Ha 3¢ (PEKTUBHOCTh PEKJIAMHOTO 00palieHus,
yKasblBask ~ Ha  CyLIECTBYIOIIMI  mpobenm B
UCCJIEJIOBAHUAX  MHKPOIJIEMEHTOB  KOMIIO3UIHH.
Llenbro e€ paboThI SABJISIETCS ONpEesICHHE KITIOYEBBIX
BU3YaJbHBIX KOMITOHEHTOB, CIIOCOOCTBYIOIIUX
ONTHMU3AIMU PEKJIAMHOTO BO3JCWUCTBHS, a Hay4Has
HOBU3HA 3aKJIIOYaeTCs B JETaJbHOM AMITMPHYCCKOM
aHanuze, TAe TUnore3a  (QOpMyNMpyercs — Kak
NPEANOIOKEHHE O TPSAMOM KOPPEISIHU  MEXIY
KaueCTBEHHOW KOMIIO3ULIMOHHOM  CTPYKTYpoH H
MOBBIIICEHHOH peKIaMHON 3¢ PEKTUBHOCTBIO.
TexXHOMOTHYEeCKUH MPOPBIB B METOJOIOTHH H3YUYCHUS
BU3YaJIbHOTO BOCIPHATHUS IEMOHCTPUPYETCS padoTOi
Suuyc B. D., bopesnu E. B., Apneesa A. A. [6],
KOTOpBIE BHEAPSIOT TEXHOJOTHIO ai-TPeKHHIa [JIst
OOBEKTUBHOTO  KapTorpagupoBaHusi  BH3YyaJIbHBIX
narrepHoB. Hapsany c ostum, Kopumaenko /1. C.,
[Toxopykosa M. 0., Camoxuna B. M. [7] o6o6miaer
COBpPEMCHHBIC TEHJICHIMH B rpaduiyeckoM an3aiine,
oTMedass TpoOeT B MHTETPAlMU  TPAAUIIMOHHBIX
3CTETHYECKNX KOHIENIMH ¢ WHHOBALMOHHBIMHU
mudpoBeiMu  moaxoxamu. Ilpeamomaraercs, 4TO
riio0anbHbIe U(POBBIE M3MEHEHUS TPEOIPEACIIOT
IBOJIIOLUIO BU3YaJIbHBIX KOMMYHHUKAIIHUH.

Jnst neMOHCTpaluuy TNPUMEHEHHs HPUHIUIIOB
BU3YyaJIbHON KOMITO3HIIHH B COBPEMEHHOM
rpapuyeckoM  u3aiiHe ~ ObUIM  WCIIOJIb30BaHbI
ucrounuku [8-10], cBemeHns, KOTOPBIX pa3MeIleHbI Ha
oUIMAIBHBIX CaliTax OpraHu3anni.

HecMmotps Ha TeopeTnyeckyro 6a3y, HabIO1aeTCs
HEJI0CTaTOYHAs pa3paboTaHHOCTh BOIIpOCa
B3aUMOCBSI3H MEXAY KOHKPETHBIMH 3JIEMEHTaMH
BU3yalbHOH  KoMIo3uuuu  (UBEeTOBas  ramma,
Tunorpaduka, NPOCTPAHCTBEHHOE pPAaCIpe/eliCHUE) H
MeXaHW3MaMH1 BOCIIPUSTHS nHpopManu.
CyImecTByloIue  HCCICIOBAHUS, KaK  MPaBHIO,
KOHLEHTPUPYIOTCS ~ Ha  OTHENbHBIX  aCleKTax
BU3yalbHOW KOMMYHHKAIMM WJIM PAacCMAaTPHUBAIOT €&
BIMSHHE B paMKax OpEHJMHra, OCTaBJisisi Hay4dHbIN
npobesl B KOMIUIEKCHOM aHall3e¢ KOMITO3MIIMOHHBIX

CYILECTBYIOLINE

pelmIeHnii C  TOYKM 3pEHHsT KOTHUTHUBHBIX H
COLIMOJIOTMYECKHUX MPOLIECCOB.

Hean HcclieI0BaHUS 3aKITI0YaeTCs B
OIpEeEIeHNH ONTUMAJIbHBIX [TPUHINIIOB OpPraHU3alu|
BU3YaIbHBIX DJIEMEHTOB ISl YCHWJICHHUS! KOTHUTHBHOTO
BOCIIPUATHSA W 3MOLMOHAIBHOTO BO3AEHCTBUSA, UYTO
MOATBEPKAAETCS BBIABUHYTON aBTOPCKOW THIIOTE30H O
CHHEPTETHIECKOM s dexTe TapMOHUYHO
BBICTPOCHHOH KOMITO3HIIHH.

HoBu3Ha uccie0BaHUS COCTOUT B NTPOBEICHNUHI
TEOPETHYECKOTO  aHauW3a W INPEAOCTaBICHUU
PEKOMEHIAMHA ISl MPAaKTUYECKOro MPHUMEHEHHS B
uudpoBoM nu3zaiine.

ABTOpCKasi THIOTe3a 3aKJII0YaeTCsl B TOM, 4TO
rapMOHWYHO BBICTPOCHHAsI BH3yaJIbHas KOMIO3WIHS,
XapaKTepU3yomascs  ONTHMAJIbHBIM  COYETaHHEM
uBera,  TUHNOrpagUkn W TPOCTPAHCTBEHHOTO
pacupeneneHus, obecmednBaeT Oojee OBICTpoe W
TOYHOE BOCIPHATHE HWH(OpMAaLUH, HUTO, B CBOIO
odepelib, CIocoOCTBYET MOBBIMIECHUIO 3P (PEKTUBHOCTH
KOMMYHUKAIIMOHHBIX TPOLECCOB.

MeToa0J10rHsI MCCIEAOBAaHNS OCHOBBIBACTCS Ha
CPaBHUTEIHHOM aHAJIHM3€ HAYYHBIX ITyOIMKAIMH.

1. Teopernueckue OCHOBBI BH3YaJbHOI
KOMIIO3MIINY B rpaduyeckom qu3aiine

Bmyam)Haa KOMITIO3HIIUA SABIIACTCA
OCHOBOIIOJIATalOLIMM  3JEMEHTOM  TpaduuecKoro
Ju3aifHa, ONpEeNeNIAIONINM CIIOCOOBI OpraHu3alud U
NIpeACTaBICHUST  BH3yanbHOW  mH(popmammu. Ee
OCHOBHas 3ajaya 3aKJiodaeTcs HE TONBKO B
CTPYKTYPHPOBAaHUH BH3YaJIbHBIX JIEMEHTOB, HO U B

CO3JJaHMM  SMOLHOHAJIBHOTO  BO3JCHCTBUS  Ha
ayZAUTOPHIO, 4TO CYIIECTBEHHO MOBBIIIAET
3GPEeKTUBHOCT,  KOMMyHHKanuu.  OpmHuM U3

KIIFOUCBBIX ACIICKTOB KOMIIO3HUIIUHN SBJISICTCS BI)I60p u
COYCTAaHUC OCHOBHBIX BI/ISyaJ'H)HI)IX B3JICMCHTOB. TaK,
OBCT BBLIIMIOJHICT pOJ'H) HC TOJBKO J3CTCTHUYCCKOTO
KOMIIOHCHTA, HO n MOIIIHOTO I/IHCprMeHTa
SMOLMOHAILHOM CTUMYIJISIINH, CIIOCOOHOTO
(GhopMHUpPOBAThH OMPEICIEHHOE HACTPOCHHE U BhI3BIBATH
acconuatuBHble cBsizu y 3putens [1, 4]. dopma
OIpeieNsieT CTPYKTYPHBIE 0COOEHHOCTHU
n3obpaxkeHus,  obecreunBasi ~ y3HaBaeMOCTb U
o qu€pKUBasi 3HAYUMOCTh OT/ENBHBIX KOMIIOHEHTOB
KOMIIO3UIUU. Tumnorpaduka Kak HCKYCCTBO
O(bOpMJ'IeHI/Iﬂ TCEKCTOBBIX 3JICMCHTOB HrpaeT
KPUTHYECKYIO POJIb B Iepefade MHPOpPMAIMU, BIUSS
Ha eé UTACMOCTDh U BI/I3yaJ'II)HbII71 pI/ITM, YTO SBJIIACTCA
BOXHBIM aCHEeKTOM IIpU pa3pabOoTKe BH3YaJbHBIX

HOCIaHUM. IIpoctpancTBeHHOE pacrpenenesne
JJIEMEHTOB oOecrmeuyuBaeT co3JaHue OamaHca |
TAPMOHHH, 9YTO  CIIOCOOCTBYET  ONTHMAJIbHOMY

BOCIIPUSITHIO CJIOKHOW WH(MOpPMAlMM ¥ yMEHbIIaeT
KOTHUTHBHYIO Harpy3Ky Ha 3purens [2, 7].
[lcuxomornyeckne W KOTHUTHUBHBIE —AaCIICKTHI
UTPAIOT BaXHYIO pOJb B IIOHUMAaHUHM TOrO, Kak
BU3yaJbHBIC 3JEMEHTHl BO3JICHCTBYIOT HAa 3pUTEIS.
CrpyKTypa BU3yaJbHBIX 00pa30B OKa3bIBAET OOIBIIOE
BIMSIHAE Ha TpoIiecchl 00paboTku wHpopManuu B
Mo3re, a Takke Ha (opMHUpOBaHHME SMONIMOHAIBHBIX
peakmmii. OmnTuManbpHOE COYETAaHWE BU3YaJbHBIX
KOMIIOHEHTOB ~ CIIOCOOHO  YCKOPUTb  TIPOIECC
BOCIIPUATHS U 00paOOTKH HH(POPMAIMH, YTO SIBIISIETCS
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BaXHBIM B YCJIIOBUAX HH(l)OpMaHHOHHOﬁ NEeperpy3Kku

[4, 5].
HJ'IH yl"J'Iy6J'IeHI/I$I MaTtepuaja HOpeACTaBJICHA
TaGJ’II/IHa 1, OTpaxaromasi OCHOBHBIC 3JICMCHTBIL

BH3yaJ’IbHOI7[ KOMIIO3MIIMKM W  HUX  BJMJAHHWC Ha

BOCIIpUATHUC HH(bOpMaHPIPI.

Tabmuma 1

OCHOBHBIE YJIEMEHTbI BU3YaJIbHOI KOMIO3HIMH U UX BJIMsIHHE Ha Bocnpusitue uHpopmammu [1, 3, 5].

Table 1.

The main elements of visual composition and their influence on information perception [1, 3, 5].

OnemeHT Omnpenenerue Bausuue Ha Bocnpusitue | IIpuMeps! Hcoabp30BaHUS
Bri6op u coueTanne OTTEHKOB,
o DopMHpYET HACTPOEHHUE, | BpeHAMHTOBBIE NAUTPHL,
Lser CO3JAfOIINX YMOIMOHATBHBIN
MPUBJICKACT BHUMAHHUE peKJIaMHBIC KAMIIAHUH
s ekt
I'eomerpuueckue wiu
AKIICHTHPYET KIIFOUCBBIE
OpTaHWYIECKHE KOHTYPBI, JloroTumnsl, UKOHKH,
dopma OIPEEISIOLIHE CTPYKT 9JIEMEHTHI, 00eCTIeYuBaeT .
P PYKTYPY y3HaBacMOCTh ™
M300paKeHUs
OdopmiieHre TEKCTOBBIX
VYiy4iaer YuTaeMocTs, 3aroJyIoBKH, peKJIaMHbIE
Tumnorpaduka 9JIEMEHTOB C YYETOM BBIOOpa A .
3a71aéT BU3yaIbHBIA PUTM TEKCTBI
mpHQTOB M UX KOMIO3UIHH
Pacnpenenenue BU3yaabHbIX Co3pnaer Ganasc, Kommnoszurus Be6-
ITpoctpancTBO 3JIEMEHTOB 110 IUIONIaH, yJIy4IaeT BOCIIPUSATHE CTpaHUIl, MaKeTUPOBaHHE
OpTaHM3aIMs MaKeTa o0meit nadopmanun TICYaTHBIX W3IAHUH
Takum  o0Opa3oMm, TeopeTHYecKHe OCHOBHI  HH(popMamuoHHOU meperpy3ku [5]. Takum o0Opasom,
BU3yalIbHOH KOMIIO3MIMH B TpaduueckoM Iu3aiiHE  NPaBHIBHOE MHCIOIB30BAaHHE HIEMEHTOB JHM3aifHa
MPEACTABISIOT coboit KOMIUIEKCHBIH  TIO3BOJISIET YCKOPHUTH MPOLIECC BOCIIPUATHS, HOBBICUTH
MEKANCIUIUIMHAPHBIA  TOAXOMA,  OOBEOMHAIOMIMK  3alIOMHHAEMOCTH M CO31aTh IMOINOHAIBHBIH OTKIUK y

3CTETHYECKUE, TEXHUIECKUE U KOTHUTUBHBIE ACTIEKTHI.
Fny601<0e MMOHUMAHUEC 3TUX NPUHIHUIIOB ITO3BOJIACT HE
TONBKO  ONTUMH3UPOBATh  MpoIlecC  Mepeaadu
uHopManuy, HO W BBHIPAOATHIBATH NPAKTHYECKUE
pekoMeHaauuu  aus co3jaHus AP QEKTUBHBIX
BU3YaJIbHBIX KOMMyHI/IKaIlI/Iﬁ B YCIOBUAX
COBPEMCHHOM ITUPPOBOI CPEIbI.

2. BuusiHMe KOMIIO3MIIMOHHBIX pelleHUil Ha
BOCIpUsiTHE HH(OpMauKn

BnusHre = KOMITO3MIIMOHHBIX — pEIICHWH  Ha
BOCHpUsTHE MH(POPMALIMH TIPEACTaBIseT co00i oanH
U3 acleKTOB COBPEMEHHOTo Tpad)uuecKoro au3aiiHa,

MOCKOJIBKY ~ OT  TPaMOTHOTO  CTPYKTYPHPOBAaHUS
BU3yaJbHBIX ~ 3JIEMEHTOB  3aBHUCHT HE  TOJBKO
3CTETHYECKas MIPUBIIEKATEIILHOCTD, HO u

3G GEKTUBHOCTD IEPeayd  CMBICIOBBIX ITOCTAHUH.
HccnenoBanusg B 001aCTH KOTHUTHBHOM IICHXOJOTHHA
JIEMOHCTPUPYIOT, UYTO BU3yaJlbHas WHGOpMALINS
o0OpabaTpIBaeTCs MO3rOM 3HAYHTENBEHO OBICTpee, YeM
TEKCTOBasl, YTO JeJlacT KOMITO3UIIHOHHEIC pEIICHUS
Ba)KHBIM HHCTPYMEHTOM B YCIIOBHAX

ayZAUTOPHUH.

C npyroii CTOpOHBI, BIMSHHUE KOMIO3UIIMOHHBIX
peLIeHUI BBIXOAMT 3a pPAaMKH HHAWBHIYaIbHOTO
BOCIIPUSITHSL M 3aTparuBaer 0OoJjiee  IIMPOKUE
colpanbHble mpouecchl. VccnenoBaHus B 00JacTH
COLIMOJIOTHH BU3YyaJIbHON KOMMYHUKAIUN
MOKa3bIBAIOT, YTO BU3yallbHbIE 00pa3bl, NPUMEHIEMbIE
B  pexiaMeé W OpeHIWHIre,  CHOCOOCTBYIOT
(hopMHpPOBaHUIO 00IIIECTBEHHOTO MHEHUS,
TIOJI/ICPKaHUIO MIIM U3MEHEHHIO KYJIbTYpHBIX HOPM
crepeotunoB [5, 7]. Takum o0pa3oMm, TapMOHHUYHO
BBICTPOEHHAsT  BU3yalbHas KOMIIO3UIHUS  MOXKET
CIly)XMTh  YHHMBEPCAJIBHBIM  SI3BIKOM,  KOTOPBII
O0bEAMHIET AayAWTOPUH pPA3IUYHBIX KYJIBTYD U
COLMANIbHBIX TPYIIL

Just  yrnyOneHuss — HOHMMaHMsL — BIIMSIHUS
KOMIIO3UIMOHHBIX ~ PEUIGHHMH  Ha  BOCIPHATHE
uH(pOpMaIMK peacTaBicHa Tabnuila, 0000IIaroIIast
KJIFOUEBBIE 3JIEMEHTHI, UX IICUXOJIOTHYeCKUE 3 (HeKThI
U colnalibHOE 3HaUCHHE.
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Tabmuma 2
Bimnsinne KOMIO3MIMOHHBIX pellleHUI HA BocnpusaTHe nHGopmanuu [1, 3, 5].
Table 2
The influence of compositional solutions on the perception of information [1, 3, 5].
Komnozumuonnoe IIcuxonoruueckuit IIpumepsl
CounanbHoe BIHsSHHE
pelieHue s dekr HCIOJIb30BAHUS
Bri3biBaeT
M Pexnamubie
SMOLMOHAIBHBIN OTKIIHK; DopMHpYeT KyIbTypHBIE CAMIAHII
IIBer CIOCOOCTBYET acCOIIMAIliH; BIUACT Ha ’
(upMeHHBIE CTHIIH,
(hopMupOBaHHIO BoCTIpUsATHE OpeH/Ia .
nHTEepeiich
HACTPOCHUS
Axuentupyer BauManue; | [lomnep)kuBaeT BU3yalbHYIO
I'eomerpraeckas yIIydIIaeT pacrio3HaBaHHE WICHTUYHOCTH OpeHIa; JloroTHIIBI, UKOHKH,
¢dopma u cTpyKTypa 1 3aTIOMUHAHNE CTIIOCOOCTBYET KyJIbTypHOU MaKeTHI BeO-CTpaHHII
HHpOpMALUU CHMBOJIHKE
Ilepenaer nueHHOCTH U
ObecnieunBacT OBICTPYIO p KopmopaTtuBHas
. UMUK KOMIIaHUH;
00paboTKy TEKCTOBOM JIOKYMEHTAITHs,
Tumnorpaduka yCTaHaBJINBAET
nH(OpMaLUK; TOBBIIIACT . pEKJIaMHBIE TEKCTBHI,
po¢heCCUOHATBHBIH
YUTAEMOCTb . Meua-myOIrKauu
BU3YaJIbHBIM CTUJIb
. ObecnieunBaeT KOM(POPTHOE . .
Co3pmaeT BU3yanbHbIN Ju3aiin BeO-calToB,
IIpocTpancTBeHHOE BOCTIPHSITHE; YITy4IIaeT .
OamaHc; CHIDKaeT TIeYaTHRIX U3IaHUH,
pacmpeneneHue HABUTAIUIO U JOCTYIHOCTb .
KOTHUTHBHYIO HAarpy3Ky Tpe3eHTaIuN
nHbOpMaIUU

Takum 00pa3oM, BIHMSHHE KOMITO3HIIHOHHBIX
pelIeHN Ha BOCHPUATHE WHGOPMAIMU SIBISETCS
MHOTOACIEKTHBIM M 00YCIIOBIICHO KaK KOTHUTHBHBIMH,
Tak M COLMANbHBIMU MexaHuzMamu. KomiekcHoe

npuMeHeHue 1Beta, Qopmbl, THHOrpadukn U
pacmpesieNeHus POCTPaHCTBA IIO3BOJIIET HE TOJIBKO
YCKOPHTb  Ipouecc  0OpaOOTKHM  BU3YyaJIbHOM
undopmanuy, HO ¥ (HOpMHPOBATH YCTOHYUBBIE
accoIMalny, CIIOCOOCTBYIOIIUE s dexkTuBHOI
mepefaye  CMBICIIOB B paMKax  COBPEMCHHOM
BU3YaJBHOH KOMMYHHKalMH. ONTHMH3HPOBAaHHAS

KOMITO3UIUSI 3HAUUTEIBHO YJIy4IIAeT BOCIHPUSITHE WU
3allOMAHAaHWE WH(POPMANWHU, YTO SIBISACTCS BaXKHBIM
(haxkTopoM IS YCHEIHOT0 OpennuHTa "
KOMMYHHUKAIIMOHHEIX CTpaTeruil B udpoBoii cpene.
3. TIpakTuyeckoe mNpUMeHEHHME W AaHAJIM3
KeliCOB B COBPEMEHHOM rpaguieckom au3aiine
[IpakTuaeckoe MIPUMEHEHNE TIPUHIIUIIOB
BU3YaJIbHON KOMITO3HUI[UN B COBPEMEHHOM
rpadMuecKOM Ju3aifiHe HAXOMUT CBOE OTPaKCHHUE B
LIMPOKOM CIHEKTpPE KEHCOB, OXBAaThIBAIOLIMX Kak
TpaaUIHOHHEIE (DOPMBI BH3YAIbHOW KOMMYHUKAIIHH,
TaKk ¥ JAWHAMUYHBIE [HU(POBEIE WHTEP(EHCHL.
WHurerpauusi Takux 3J€MEHTOB, Kak aHumanus, 3D-
rpaduka, redMupuKanys, (oTro- ¥ BHUACOKOHTEHT,
XyJ0XKECTBEHHO-TpaQUIecKUii KOHTEHT, THITOTpaduka

W OpraHu3anus KOMIIO3HMILUH, ITO3BOJAET HE TOJBKO
(dbopMupoBaTh YHHKAJIBHYIO BU3YaIbHYIO
UACHTUYHOCTh OpPEHAA, HO W CYNIECTBEHHO IOBBINIATH
3¢ PEKTUBHOCTH B3aUMOJCHCTBHS C Ay UTOPHEH.
AHanu3 KOHKPETHBIX KEHCOB AEMOHCTPHUPYET, KaK
KOMIUIEKCHOE  KCIOJBb30BaHUE  IIEPEUHMCIICHHBIX
TEXHOJIOTHI CIIOCOOCTBYeT Tepeiadye IICHHOCTEH
OpeHa ¥ CO3JJaHUI0 3alIOMHHAIOIIET0Cs BH3YalIbHOTO
obpaza. Hampumep, caliT kommanuu «BwiMmen»
OTJINYACTCS WCIIOIb30BAaHWEM BHIICOKOHTeHTa U 3D-
MoJienield 000pyIOBaHMs, UTO MTO3BOJISICT MOJUYEPKHYTh
Hay4YHO-TEXHWYECKUH MOTEHIMAI 1 MHHOBALIMOHHOCTh
openna [1]. B o xxe Bpems, Opern The Farmer’s Dog
OPHEHTHPYETCs] Ha MPOCTOTY M YECTHOCTbD, MCIIONB3YSI
aHMManuoHHble 3(@QeKTh, Takue Kak Mapaulakc-
s deKT, Uil AEMOHCTPAMKM COCTaBa MPOAYKTOB, YTO
YCHUJIMBAET 3MOIMOHAJIBHYIO CBS3b C ayauTopueit [1].

Ocoboe BHHMMaHHE  3aClIy’)KHBaeT  IpuUMep
KOMITaHUH S’well, rae MUHAMaJTUCTHYHAS
KOMIIO3UITHS u 3JIEMEHT refiMupuKanuu
(MHTepaKTUBHOE  BpalleHHe  OYTBUIOYKH  JUIA

TIOJTY4EHHs] CKUAKH) CO3Jaf0T 3P (HEKT BOBICUCHHOCTH
MOJb30BaTeNsl W IOJYEPKHUBAIOT  IKOJOTHUECKYIO
muccuio Openma. Hike Ha pucynke 1 n3obpaxeH
npuMep redMuUdUKaMM Ha OQHUIUAIBHO caiire
KOMITaHHH TIPH 3arpy3Ke CTPaHMIIBI.
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SPIN NOW

No,

Puc. 1. Dnemenm eetimugurxayuu na caume S’well [8].
Fig.1. The gamification element on the S'well website [8].

AHaNOTHYHBEIM 00pa3oM, Keic Tra3upoBaHHOM
BoZbl  Spindrift memoHCTpHpyeT, Kak KOHTpacTHBIE
[BETOBBIC IUIAIIKA M XYJOXECTBEHHO-TpaHUIECKUH
KOHTEHT MOTYT IIepeAaBaTh CBEXECTb H SPKOCTh
mpoaykra. [Ipm 3TOM calThl TakuxX OpEHIOB, Kak
Wooster  Hound u  EPICA,  wucrmoms3yroT
MOJHO9KPaHHbIE WJUTIOCTPAIHH, TeMaTH4YeCcKHe

HOBbBIE

TBOPOXXHbIE
OECEPTbI ~

MpuayMaHbl, 4To6bI
BaM NOHPaBMUTbCA

Bce exycsl Basic Natural Bouquet \Crispy Flavorite new

($oTOChEeMKH ¥ aHUMAaOHWOHHBIE JIPQPEKTH A
(dhopmupoBaHUs YHUKAJIbHOU aTMocgepHOn
UICHTHYHOCTH, OTPaXAIOIIEH WCTOPUYCCKHUE HIIH

COBpEMEHHBIE KyJIbTYpHBIC KOHTEKCTH [1]. Hmke Ha
PHCYHKE 2 OTpakKeH MpUMep AEMOHCTpPALUU Pa3HBIX
CBOMCTB MPOJYKTa M IIEHHOCTEH OpEeHIa ¢ MOMOLILIO
(hOTOKOHTEHTA.
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Puc.2.Jlemoncmpayust pazuvix ceoticme npooykma u yennocmeil bpenoa ¢ nomowpio gomorxonmenma [9].
Fig.2. Demonstration of different product properties and brand values using photo content [9].

Kpome Toro, keiic HaTypalpHBIX JHMOHAIOB
Lapochka witrocTpupyeT HCIONb30BaHHE MACTENbHOM
I[BETOBOM TraMMBlI (puc.3.), HeUAeaIbHbIX, PYKOIIHCHBIX
(hopM U TUIABHBIX AHUMAIMOHHBIX MEPEXOJOB ISt

co3maHusi o0pasa JIETKOCTH M HOCTAIbIHH, YTO
CIOCOOCTBYET — BO3BpANICHUIO — TOTpeduTeneit K
JIETCKAM BOCTIOMHHAHHUSM.
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Puc.3. Ilpumep epaghuueckozo konmenma, ucnonvzyemozo bpenoom Lapochka ona demoncmpayuu owyuenus
Jeckocmu u 8o38paujerus 8 oemcmeo [10].
Fig.3. An example of graphic content used by the Lapochka brand to demonstrate a sense of lightness and a
return to childhood [10].

B cBow ouepenp, Openn Martin Auer uepes
atMoc(epHble  (GOTO,  peTpo-THIOrpaguKy U
JAKOHUYHYI0O KOMIIO3MIIMIO TpPaHCIUPYeT OoraTyio
HUCTOPUIO )44 Tpaauiuu, noauCepKuBast CBORO
ayTEeHTUYHOCTh U JIOJITOBEYHOCTS [1].

Jns  HarnsggHOro CpaBHEHHUS MPAKTUYECKOTO
TIPUMEHEHUS] TEXHOJOTUM TPAHCIALMHA UICHTUYHOCTHU
OpeHIla B COBPEMCHHBIX Keicax MpPEJCTaBICH HIDKE
CpaBHUTEJbHBIN aHAIU3.

Ta6nuia 3

Hcnonb30BaHue TEXHOJIOTUH TPAHCASIMU MISHTHYHOCTH OpeHa B aHAIM3UPYeMbIX Kelicax
(cocTraBiieno aBTopom Ha ocHoBe [1]).

Table 3
The use of brand identity translation technologies in the analyzed cases
(compiled by the author based on [1]).
The .
Dnement mu3aitna | Beimmen | Farmer’s | S’well | Spindrift Wooster EPICA | Lapochka Martin
Hound Auer
Dog
Annmarus, + + 7 + + + + _
3¢ eKTsI
3D-rpaduka + — - — - + + -
Ieiimuduxarnms — — + — — + + —
Doro n + + + + + + + +
BHJICOKOHTCHT
Xyn0KECTBEHHO-
rpaduueckmii + + + + + + + +
KOHTEHT
Tumnorpaduka
TEKCTOBOI'O + + + + + + + +
KOHTEHTA
Opranuzauus
KOMIIO3UIIUHU + + + + + + + +
CTPaHHULBI caiTa

Hpumeqaﬂue: 3HAK «+» yKassleaem HA AKMUBHOE UCNOJ1b306d4HUE JlleMerRmd ()usaﬁHa, 3HAK «—» — Ha e2o

omcymcecmeue uiu MUHUMAIbHOEe npumerHerue.

AHanu3 npencTaBIeHHON Ta0IHIIbl 3 TTOKAa3bIBACT,
4TO 0a30BBIe AIEMEHTHl BHU3YaJTbHOM KOMITO3HIINY,
Takne Kak (OTO- M BHIICOKOHTEHT, XyIO’KECTBEHHO-
rpadudecKknii KOHTEHT, THIOTpaduKa W OpTraHU3aLUsI
KOMIIO3UIINH, WCIIONB3YIOTCA BO BCEX Keicax Kak
OCHOBOIOJIAraroIue HMHCTPYMEHTHI JUISt
(hopmupoBaHus BU3yabHON naeHTHIHOCTH. [IpH aTOM
BBIOOD JIOTIOJTHUTENBHBIX TEXHOJIOTHH, TaKMX Kak
annmanus, 3D-rpaduka u rediMuduKaIys, 3aBUCUT OT
crenudrKn OpeH/a U ero cTpaTernyeckux LeJei, 4ro

MOMUEPKUBAET HEOOXOJUMOCTh  WHAWBHIYAIHHOTO
MOJIX0/1a K pa3paboTKe BU3YaIbHBIX PEIICHHH.
[MpakTuaeckoe MIPUMECHEHHE MIPUHIIAIIOB
BH3YaJbHOW KOMITO3UIIMM Ha OCHOBE aHajW3a KeWCoB
JIEMOHCTPHUPYET, 4TO TPaMOTHOE COYETaHHE
Pa3JIMYHBIX BU3YAIBHBIX TEXHOJIOTHI CIIOCOOCTBYET HE
TOJIBKO YJIYYIIEHUIO 3CTETUYECKOTO BOCIPUSATHUS, HO U
3¢ deKTHBHOM nepenaye CMBICJIOBBIX H
SMONMOHAJIBHEIX Mocnannii. KoMIIeKcHBIN MOaXom K
pa3paboTke BU3yallbHON MICHTHYHOCTH, OCHOBAHHBIN
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Ha MUHTCrpalliid HWHHOBALIMOHHBIX TEXHOJIOTUH H
KIIAaCCUYCCKUX TMPUHIHUIIOB KOMIIO3ULIHNHU, ABJILACTCA

KIIIOYEBBIM  (haKTOPOM  yclexa B  COBPEMCHHOM
udpoBoii cpere.
3akiaouenue
Takum oOpa3om cieqyeT OTMETHTh, YTO

KOMIUIEKCHOE HCCJICIOBAHUE BIMSHUS BHU3YaJIbHOH
KOMIIO3WIIMM Ha BOCHpHATHE HMHGOPMALMH B
rpagudeckoM Ou3aifHE IOJATBEPKAACT BaXHOCTh
MHTETPALMM  TEOPETHYECKUX M NPAKTHYCCKHUX
aCIEKTOB BU3yalbHOM KOMMYyHHUKanuu. IIpoBenéHHbII
aHaJIM3 IOKa3aJ, 4TO JJIEMEHTHl — LBeT, (opma,
tunorpaduka U MpocTpaHCTBEHHOE paclpeesieHue —
CYLIECTBEHHO BIIMSIOT Ha CKOPOCTh 00pabOTKH
nHopManuy, 3aOMHHAEMOCTh W OMOLMOHAILHOE
BOCIIPHUATHE  BHU3yalbHBIX  cooOmeHuil. Keiicsl,
paccMOTpEHHBIE B CTAaThe, JEMOHCTPUPYIOT YCIELIHOE

NPUMCHCHHE [aHHBIX [NPHUHLOUIIOB B  YCIOBHUAX
COBPEMEHHOTO LHU(PPOBOTO pBIHKA, TI/A€ OpEHIBI
CTpeMsITCs K (bOopMUpOBaHUIO YHUKaJIbHON

WICHTUYHOCTH dYepe3 A(PQPEKTHBHOE HCHOIH30BaHUE
BU3YaJBHBIX TEXHOJIOTHH.

BoelaBuHyTas aBTOpCKas rumore3a O TOM, 4TO
FapMOHHUYHO BBICTPOCHHAsA BU3yaJlbHAasA KOMIIO3WIUA
oOecrieunBaeT CHHEPTeTHYeCKUil addexr,
MOATBEPKIACTCS Pe3yJIbTaTaMH aHallM3a U MO3BOJISET
PEKOMEHI0BaTh MPUMEHEHHE KOMIUIEKCHOTO MOJIX0/1a
B pa3paboTke nu3aiina. HoBu3Ha paboThI 3aKIIF0YaeTCs
B MCKIUCHUIUTHHAPHOM TIOAXOJE, OOBECIUHSIOMEM
KOTHHUTHBHBIC, JCTETHUECKHE W COLHOJOTHYCCKHUEC
ACTIEKTBI, YTO OTKPHIBACT HOBBIC IEPCIIEKTHUBHI I
JMABHEHITUX HWCCIICIOBAHUN B OOJIACTH BU3YaJTbHOU
KOMMYHHUKAIIHH. [paktuueckas 3HAYNMOCTD
MOJMYYCHHBIX PpE3yNBTaTOB COCTOHT B pa3padoOTKe
pexoMeHauui Uil JU3aiHEpOB U MAapKeTOJOIOB,
CIOCOOCTBYIOIIMX  TOBBINICHUIO  3(deEeKTUBHOCTH
MHQOPMALMOHHBIX U OpPEHJOBBIX KOMMYHHKAalHUH B
yCHOBUSIX ~ ObICTPO  MeHstomierocsi  1(poBOro
MPOCTPAHCTBA.
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