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26—-27 ¢despana 2026 roma B 3esenoMm 3ame PN cexTop (GOILKJIOPA IIPOBOLUT
Me:xkayHapOaHYIO HayuHYI0 KOH(MpepeHInio «YemoBek B 3epkaie (hoJIbKIOPA», TOCBAIIECH-
Hy0 90-7eTHI0 BBIJAIONIETOCS POCCUMCKOr0 YYEHOTo, (POJBKJIOPHCTa, STHOMY3BIKOJIOTA,
aHTPOMOJIOTa MY3BIKU, JOKTOPAa WMCKYCCTBOBENEHUA, B3aCHYKEHHOTO [OesaTessi HCKYCCTB
Poccun, nmpodeccopa Usanusa MocudoBuua 3eMIIOBCKOT0, KOTOPBIN COPOK JIET IpopadoTaJ B
JITMTMuK / PUNNA.

Wzanuit MocudoBuu — KopeuHoi JeHuHrpazer (pog. B 1936 r.). OH OKOHUMJI OJZHOBpPeE-
MEeHHO (pMJIoJIOTHUeCKHi (haKkyJIbTeT Y HuBepcureTa 1o Kjaccy mpod. B. . IIponna u KoH-
cepBaTOPUIO Kak My3bIKoBe (Kiaacec @. A. Py6iosa) u kommosutop (kaacc B. H. Canmanosa,
a HeCKOJbKO pamee yumica y I'. Y. YerBoabekoii). C 1960 mo 1996 ou — crapiinuii HayUHBIH
corpynauk JITUTMuK / PUNUA (cekTop My3bIKH, 3aTeM CEKTOP (POJILKJIOpPA C cCaMOTO ero
ocHOBaHU, ¢ 1969 r.), yuacTHUK pPAJa MOJIEBLIX STHOMY3BIKOJOTUUECKUX SKCIIeAUITNIT;

— aBTOp cBbIle 600 HayYHBIX cTaTell Ha Pa3HBIX A3BIKAX, MOCBAIIEHHBLIX H3YUYEHMIO
(doabkIOopa HapomoB EBpasuu u 3aJI0KUBIITNX METOIOJOTUYECKYIO 0asy MCCIeqOBaHUSA MY-
3BIKU YCTHOM TPaIgUIINN;

— aBTOp KHUT, B UMCJe KOTOPbIX «Pycckasa mpors:xuasa mecHa» (1967), «Topomernkue
nmecuu» (1967), «Ilossusa KpecThbaHCKUX mpasgHUKOB» (1970), «Memoguka kaaeHIapHBIX
neceH» (1975), «Poabkgop u KoMmo3uTop» (1978), «Ilo caemam BecHAHKU 13 (hOPTENIUAH-
HOoro KoHiepta II. HalikoBckoro: Mcropuueckas mopdoJiorus HapoaHoi mecHu» (1987),
«I'eponueckuii snoc :xkusuu u TBopuectBa B. H. Ilytunoa» (2005), «M3 mupa yCeTHBIX Tpa-
munnii: 3amerKu BIIpok» (2006);

— ujgen Coio3a KoMo3uTopoB Poccuu (¢ 1961 r.), B IeHUHTPAACKOM OTAeJIeHNN KOTOPO-
TO OH BOBTJIABJIAJ CEeKI[NI0 (DOJBbKJIOPA; WieH aMmepuKkaHcKkoro O61ecTBa STHOMY3BIKOJOTUHT
(SEM, 1969) u Me:xaynapoauoro Cosera 1o Tpaguitnounuoi myssike OHECKO (ICTM);

— aBTOP CTATEH 0 PYCCKOM TPALUIIMOHHON MY3bIKe B KPYIHEHIIINX aHTIOA3BIUHBIX SHITNK-
gomnenauax 2000-x rr. — The New Grove’s Dictionary of Music & Musicians (London), vol. 22,
u The Garland Encyclopedia of World Music (New York and London), Vol. 8;

— JaypeaT aMepPHKaHCKOHN aTHOMY3bIKOJormuecKkoi npemun (Jaap Kunst Prize, 1997).
Jlaypear MexxayHaponuoit Ilpemuu mo OruHomysbikogoruu (Koizumi Fumio Prize for
Ethnomusicology, 2011).

Bynyuwu BocmuTaHHUKOM IeTepPOYPTrCKOM HAYYHOM ITKOJBI, 38 TOALI PAa0OTHI B CEKTOPE
doapraopa JITUTMuK /; PUNW Wzanuit MocudoBuu cTayj OoCHOBATEJEM JEHUHIPAICKOMA
IIIKOJIBI 9THOMY3bIKOJIOTHUN, YUNTEJIEeM M HACTABHUKOM MOJIOABLIX YUEHBIX-(POJLKJIOPHICTOB.
B acnupanType cekTopa ()oJbKJIOpA MOJ ero HayYHBIM PYKOBOJACTBOM IIOATOTOBJIEHBI U 3a-
IINITEeHBl AUCCEePTAIlU IO PYCCKOI, KasaXCKOW, YKPAMHCKOM, YAMYPTCKOI, HeMeIKOIi,
yIaTelicKoii, TaTapCKoi, asepbaiii:KaHCKOI, HaHANCKOI, JUTOBCKOM, KAJMbBIIKOI Tpamgu-
IIMOHHOM MY3bIKE, UYTO CBUIETEJILCTBYET O IIINPOTE er0 HAYyYHOr0 KPyrosopa, TajJaHTe BOC-
MPUATHS PA3HO00Pa3HEeHIINX MY3bIKAJIbHBIX KYJILTYP Mupa. Ero He ciayuaiiHbIM IPo()eccuo-
HAJLHBIM yOeKIeHreM 1 OSHIM 13 KPaeyroJbHBIX KaMHeH ero megarornieckoii miaTopMsbl
SAIBJISIETCA B3TJIAA Ha MY3BIKY YCTHOI TPaJWIINU HAPOJOB MHUpa KaK Ha OPraHWYHYIO YacCThb
MHPOBOM HCTOPHU MY3BIKU. YueHuKu Wsamma MocudoBuua mo OKOHUAHWU ACIHUPAHTY-
pBl paboranu um paboTaloT B PasIMUYHBIX HAVUHBIX IeHTpax u Bysax Coserckoro Corosa u
Poccuiickoit ®Penepaiiuu, OHU B CBOIO OUepelb CAeJalu U AeJal0oT MHOTOe MJIs Pa3sBUTUS
HayKu, IJs cOopa M COXpaHEHUd ayTeHTHUUYHOro (POJHKJIOPHOTO MaTepuasa, a TaKiKe Beu
¥ BEIyT YCIIENTHYIO MeJJaroTuYecKy0 1eATeJbHOCTD B BhICIIel miKose. Vzanuit MocudoBuy
aBaserca [louerHsiM npodeccopom ToOmamcckoii KoHcepBaTopuu uM. B. CapamkumBuim,
Bakunckoit MyssikaabHoil Axamemuu um. ¥. Iamgsxubeiinu, Keipreizckoii HanmoHaabHONR
Koncepsaropuu umenu K. Mosgobacarmosa. C 1997 r. npenogasan B yuusepcurerax CIIIA
(B 1997-98 om mpuriaiieHHbII mpodeccop MY3bIKKU B yHuUBepcurere Bepkiau, ¢ 2004 mo
2018 — mpursamnienusbii mpodeccop B Ctardopme).

B nacrosamee Bpemsa Mzanuit MocudoBudu mpomosiKaeT aKTUBHYIO HAYUYHYIO HeATENb-
"HOocTh. HemaBuo yBumena cser B Caukr-IlerepOyprckom magareiabeTBe « KoMmMImosmTop» ero
MaciiTabHasa KHUra «AHTPOIOJIOTHS MY3bIKAJIbLHOTO CyIllecTBOBaHMA. KHura 00 yHuBepca-
auwn» (CII6., 2023).

Ha marmeii koudepernuu B yecTb 90-metus M. . 3eMIIOBCKOTO B UMCe JOKJIATUNKOB
BBICTYIIAT €T0 € IMHOMBIIIJICeHHUKY, YUeHNKN, MHOIOUNCJIEHHbIE KOJJIET — CIeI[UaIHUCTEI 110
TPAAUIIIOHHBIM STHUYECKUM KYJIbTYPaM.



ITPOTPAMMA

26 (eBpass, yeTBepr 3eaéHbI 31
Yrpennee 3aceganue 10.00.—14.00.
Mogeparopst H. 1O. Ansmeesa, H. H. I'masyuosa, A. B. Pomoguu
10.00.—10.30. ITpuBeTcTBUA

Hoxrmampr

10.30. Kepumosa Taupa Mamenosua (CamcyH, Typrus)
Yes0oBeK MY3UIIUPYIOMINNA — UeJIOBEK MHTOHUPYIONINNA U UYeJOBEK, Pa3MbBIHIIAIONIAN 00
S9K3UCTEHIMOHAJILHON Pon « IByMupus» M. 1. 3eMII0OBCKOT0 B KYJIbType

10.45. Axyumosa-/lagamsane 3ympya Apasreisel (Baky, Asepbatigxanckas Peciryoimnka)
Ot ucToKOB K Oyayiiemy: umeu V. V. 3eMIIoBCKOro 1 azepbaiKaucKas KOMIO3UTOPCKAs
My3BIKa

11.00. ODypuymus Pycynan HnmoaurosHa (Tounucu, I'pysus)
Kounenmnus u sHeosoruadmel M. YI. 3eMIIOBCKOTO B MCCJIEIOBAHUAX I'PYSUHCKOM TPAIUIIA-
OHHOU MY3BIKU

11.15. XpymeBa Maprapura I'ennagueBHa (ActpaxaHb)
K mpobGyieMe IposaBIeHNA MY3bIKAIbLHOI I'PABUTAIIUY B YAMYPTCKOM HAPOAHON IeCeHHOMI
MeJIoInKe

11.30. TaBnai 'anuna BaneaTunoBHa (CaukT-IleTepOypr)
O BHYTPEHHUX IIepeceYeHUAX MOABUKHON CUCTEMBI YKaHPOB BeCEHHETO 6eJIOPYCCKOTO Ka-
JIeHJapsA: K mpobiieMe BePOsITHOCTHOCTH (POJIBKIIOPA

Koge-opeiix 11.45.—12.00.

12.00. Manuesckuii Urops Baagumuposuu (Caukt-IleTepoypr)
O sHaueHNU TBOPUECKOH AeAaTeabHoCcTH M. M. 3e MIIOBCKOTO IJI5 CTAHOBJIEHNUS 11 PA3BUTUA
OTeUYECTBEHHOI'O 3THOMY3bIKO3HAHU I

12.15. JIeonosa Haraasa Baagumuposua (HoBocubupck)
Cubupckue 3BeHbs B HayuHOU 6uorpadun U. M. 3eMioBcKOTO

12.30. Mamenosa Pena Azep rei3nl (Baky, Azepbaiigxanckasa Pecriybmnka)
O 6a30BBIX KaTeropusax Teopuu GopmyabHocTu M. V. 3eMIIOBCKOTO B KOHTEKCTE MY3bI-
KaJIbHOM TIOPKOJIOTUN

12.45. CorxoaoBa Anna Hukomaesna (Maiikom)
PecypcHbIl moTeHIIMAJ AUacIOphl B 0OHOBJIEHUN TaHIIEBAJIbHO-MY3bIKAJIbHON MPAKTUKM
meTrponoanu (Ha mpuMepe uepkecoB Poccum u Typiium)

13.00. Boapkun Hukonait UBanosuu, Boapkuna Jlrommuina Bopucosuna (Capamck)
HexkoTopble uTOrn n3y4eHUs MOPOBCKOM HAPOHOI mOMn(GOHUU

13.15. Hukutuna Bepa Hukxoxaesna (MockBa)
OmHO B3epKajo — [IBa OTPaKeHUsd: MCCIeNoBaTe/Nd W HapoAHble MacTepa. PeHomeH
A. C. Kabanosa

13.30. IlopdupneBa Anna Jleonumosua (Caunkr-IleTepOypr)
Hrpa ycnoBuit ujiu MyJIbTUBaprabeIbHOCTh BHE YCTHO TPAIUIIAN



26 (peBpass, yeTBepr 3eaéHbIi 321
Beuepnee 3acemanue 15.00.—18.00.

Mopgepatopsr H. FO. Ansmeesa, H. H. I'tasysosa, A. B. Pomoguu

15.00. Pomoaun Anexcanap Bagumosuu (CaukT-IleTepOypr)
ITUYeCcKOoe HayaJlo B TBOPUECTBE TPAAUIIMOHHBIX MY3bIKAHTOB

15.15. Hexpsrmoa Auna ®emoposHa (CaukT-IleTepOypr)
MysbIKaHT — 00JIbIIIe, YeM MY3bIKAHT B TPAAUIIMOHHOM TeaTpe KYKOJI

15.30. BacunbeBa Enena EBrenneBna (CaukT-IleTepOypr)
CunTajKa: KJII0U K UI'Pe 1 IIeCeHHON KYIbType

15.45. HoBurkora Oasra Bnagumuposua (HoBocubupck)
CrabunbHOe M MOOUJILHOE B OYPATCKUX HAPOAHLIX HalleBaX: B IIOMCKaX HOeaJbHBIX
VMHBAPUAHTOB

Koge-opeiix 16.00.—16.15.

16.15. IlluBasaaoBa Buxkropus KoucrantunosHa (CaukT-IleTepOypr)
K npo6sieMe UCTOPUYECKOM TUIIOJIOTUY MY3bIKY KaJIMBIIIKOTO 3110ca «/[x#carnzap»

16.30. I'maszynoBa Hanna Hurmarosua (Caukt-IleTepOypr)
IlosgpaBuTenbHBIE KaJIEHAAPHbBIE IECHU KaK KYJIbTYPHASA YHUBEPCATIUA

16.45. Xa3nan Esrennsa Bnagumuposaa (Caukt-IleTepOypr)
EBpetickas My3bIKa B CBETe aHTPOIIHOIO IPUHINIIA YUACTH S

17.00. AnpmeeBa Hanna IOuucosna (Caunkr-IleTepOypr)
MeJiocepa MOJMITHUUECKOTO PETHMOHA KaK ucTopuueckuii nctounuk (Boaro-Kambe)

27 peBpansa, naTHUIIA 3eaéHbIi 31
Yrpennee 3acemanue 10.00.—14.00.
Mogeparopst H. JO. Ansmeesa, H. H. I'masyuosa, A. B. Pomoguu

10.00. JFKopmarnua Nocudp Munaguesuu (Menrn0ypH, ABCTpasims)
Wcropua YemoBeueckoro Muororojgocus

10.15. uuumBuau Huuo I'nesna (Menb6ypH, ABcTpasius)
JI1000BHBIE TIeCHU, POMAaHTHUYeCKad JOOBb M OpayHOe IIOBeleHUWe B KOMIIapaTUBHOM
¥ MEXKIUCIIUILINHAPHON ITePCIEeKTUBE

10.30. I'puneBuu Arna AnexcanapoHa (HoBocubupck)
AKycTrUuecKre CUTHAJBI U 3BYKOIIOIPaKaHUA B BOCTOUHO-XaHTBINCKOM TPagUuIINuN:
mo marepuaJam 3anuceii 1.C. Comounna

10.45. ConmaroBa I'annua EsnamnbeBra (HoBocubupck)
Yenopek cayiatomuii (Homo audiens) B My3bIKaIbHO-(POIBKIOPHON KYJIbType 00CKUX

yTPOB



11.00. KougparseBa Haraasa Muxaiinosaa (HoBocubupck)
'pamMMaTuyecKre KOHTEKCThI M WX BJIUAHWE Ha MY3LIKAJLHBIN TEKCT (Ha MaTepuaJie
(hbOTBKIIOPHBIX TPAAUIINHN KOPEHHBIX HapoaoB Cubupm)

11.15. IlTaxos ITaBea Cepreesuu (HoBocubupck)
O HOBOM IIPOEKTE I10 U3YUYEHUIO ITOATUKU MOPJOBCKOM HAPOAHOM IEeCHU

11.30. Uemarunosa Exarepuna Uropesna (HoBocubupck)
MacaeHnuyHBIE IECHY UyBAIIIEN B YCJAOBUAX TOJIUITHIYECKOT0 CMOUMPCKOTO pernoHa

Koge-opetix 11.45.—12.00.

12.00. Coruenko I'amuna Bopucosua (Pum, Uranus)
Haponauble mecHU aJITafIeB: JUPUIECKUI MEJIOC B STHOUCTOPUUECKOU IIePCIIEKTUBE

12.15. Bepau6aii Aiizkan PaxMaHKYJIKbI3hI, AmuiskaHoBa sKaHcyny AnmiakaHoOBHA

(Anmartsl, Peciyosinka Kazaxcran)
MysbIKaIbHBIE 0COOEHHOCTH NCIOJHNATEILCKIX BAPUHTOB « Manbsipama» TacOeprena

B KapmMakumHCKON TpaguIiiunu

12.30. Amuposa [luna sKycynoexosna (Anmartel, Pecriyosinka Kazaxcram)
HeorpagunuonaansM B COBpeMeHHOI My3bIKaJIbHOI KyabType Kasaxcrana

12.45. Yreramuesa Cayne UcxakoBHa (Asnmatsl, Peciyommka Kazaxcram)
O mposiByieHUY TeMOPO-PEruCTPOBOM 3BYKOBOM MO/IEIN B Ka3aXCKUX MEeCHAX

13.00. KanyxnaukoBa Tarsana UBanosua (ExaTepunOypr)
CpenHuii TOpHO3aBOCKOI Ypas KaK 3Bydallluil KOCMOC B IIPEJCTaBIEHUAX PYCCKOTO Ha-
ceJieHUd (Ha MaTepuaJie IIpeIaHmiin)

13.15. Hypuesa Hpuna Myprasosua (I1:xeBcK)
Jlupuka B yIMYPTCKOM IIeCEHHO-?KaHPOBOH CUCTEME

13.30. 'a6uconua Tama3 Amupanosuy (TOouvcu)
AnbTepHaTUBHBIE QYHKIIUY B TPYSUHCKOU TPAAUIIMOHHON MYy3bIKe

27 peBpansa, nATHUIIA 3eJIEHBIN 3a1

Beuepnee 3aceganue 15.00.—18.00.

Mogeparopst H. FO. Ansmeesa, H. H. I'masyuosa, A. B. Pomoguu

15.00. HoranoBuu Enena Jlrooomuposua (Benrpaza, Cep6ust)
TpanuuoHHbIe KOHIEIIIINY O0YUeHUS U IIPeloJaBaHUs: «PacCKasblBaHUE NCTOPUM »
U «OT3epPKaJNBaHUE» B Iepejaue TPAIUIIMOHHBIX rmeceH B CepOuu cerogus

15.15. ITomosa Hpuna CrenanosHa (Caukt-IleTepOypr)
IrHorpadmuecKre KOHIEePTHI Ha cileHe [loma kKommosuTopoB CaukT-IleTepOypra ot ayTeH-
TUUYHOTO POJBKJIOPA K POTIBKIOPUIMY

15.30. IOnycoBa Buoserra Hukomxaesna (MockBa)
CaymraTens KaK YYaCTHUK TBOPUECKOTO IIPOIecca B IPO(eCcCuOHATbHON MYy3bIKe YCTHOM
Tpaguinu (Ha MaTepuajie KyJIbTyp Asuu)

15.45. Byarakosa Tateana luomugoBHa (CaukT-IleTepOypr)
Knaccupuranusa meceHHbBIX UMIPOBU3AIUNA B TPASUIIMOHHON KYJIbTYPe KOPEHHBIX HAPO-
nos Cesepa



16.00. AxonTora Enena Cepadumorna (Caunkr-IleTepOypr)
K mpobGieme comuo-My3bIKaJIbHOTO KOHTEKCTa COBPEMEHHOTro Borocsy:kKe0HOro meHus
(u3 ombITa KJIMPOCHOTO CIIYKEeHIS B IPABOCJIABHON TepPeBEeHCKOM IIePKBM)

16.15. HuxanopoB Anerxcauap Bopucosuu (CaukT-Ilerepbypr)
3BOHAPb KaK JUUYHOCTh U HOCUTEJIb TPAAUIIMOHHOTO MHCTPYMEHTAaJI3Ma: CIIeKTP 3HAHUH,
HaBBIKOB, CIEIU( KA MUPOBO33PEHUA

16.30. Bynarosa [ilunapa AigaposHa (Caukr-IleTepOypr)
3Hauenue TpynoB V.1, 3eMIIOBCKOTIO AJId PA3BUTHUS COBPEeMEHHOI STHOOPTaHOJIOT N
(Ha MaTepuaJie CMBIYKOBBIX XOPAO(MOHOB TIOPKCKUX HAPOI0B)
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Aasmeesa Hanaa IOaucosna,

KaHAUJAT UCKYCCTBOBEIEHUS,

CTAPIIN HAYYHBIA COTPYIHUK ceKTopa (PosbKIopa PoCcCUICKOI0 MHCTUTYTA UCTOPUM UCKYCCTB,
3aCJIyKEeHHBIN qedaTeb NCKyceTB Pecnyonuku Taraperan

Meaocdepa MOINITHHUYECKOTO PerMoHa Kak uctopuueckuit ucrounuk (Boaro-Kamne)

KRawuesvie ciosa: mesocdepa, GOJIbKIOP KaK NCTOPUUECKUIN NCTOUHUK, (GPMHHO-YTPEI X TIOPKU
Bouaro-Kambs

MacmiTabHbBIM, TAJAHTJIMBBIM HayuYHBIM TBopuecTBOoM M. M. 3eMI[OBCKOIO HPEeAIOKeH
IeJbI Beep IMOHATUH, 3a KOTOPLIMHU CTOAT JKUBBIE Peauy MYS3BIKM YCTHOW TPaaUIINN.
BBeneHHBIE UM B 3THOMY3BLIKOJIOTHIO MMIUPOKUE MOHATUA «MeJyiochepa» M «My3bIKa YCTHOM
TPAAUINY KaK UCTOPUUYECKUH MCTOUYHUK» OTPAKAIOT CYIeCTBOBaHME (DOJIBKJIOPA B MCTOPU-
YeCKOM MPOCTPAHCTBE U BPEMEHH, B BTHOKYJIBTYPHOM IT0JI€ MCTOPUYECKOTO COCEICTBA.

Boaro-Kambe — npeBHAA KOHTAKTHaA 30HA, I'le B Pe3yabTaTe AJIUTEJbHBIX U CJA0KHBIX
STHO-UCTOPUUECKUX IIPOIIECCOB CJOMKUJINCH COBPEMEHHBIE PEernoH000pPa3yIoIe STHOCHI
Cpenuero u Huxxnaero IloBokbsa u Ilpuypanba: GuHHOyrOpcKue (9p3s, MOKINA, Mapu, Y-
MYPTHI) U TIOPKCKUE HapoAbl (WyBaIllu, TaTapbl, HOTAWIbI, Oarkupbl). O630p cTpaThl IpU-
YPOUEHHBIX HaIeBOB ITO3BOJIAET BKJIOUUTH CIOJla M Ka3axoB — KBITYAKOB Benukoii cremnu,
OCTaBUBIINUX 3aMETHBIN STHOKYJIbTYPHBIN U I3BIKOBBIH CJIOU B UCTOPUM U KYJIbTYPE PETUOHA
IToBosmxbe/Ilpuypanbe. OMBIT STHOMY3BIKOJOTMUYECKUX WCCJEIOBAHNWI aBTOpPAa ITOKAa3bIBA-
€T, UTO OOPAMOBLIN IPUYPOUEHHBIN MeCeHHBIH (DOJIBKJIOP AepeBeHCKUX oOIMuH I10BOMIKbs/
IIpuypaabsa criocoO0eH oTpakaTh STHUUECKIE IIPOIleCcChl APeBHEH NCTOPUH.

OOpAmoBOEe TIeHUE OTIENbHBIX TIOPKCKUX U (PUHHOYTOPCKUX STHOTPpA()UUECKUX TPYIIII
Bouaro-Kambsa (B cocTaBe TaTap, uyBallieii, MapuiIeB, yIMyPTOB, OAIIIKHP) CTPOUTCS Ha 00-
IIUX PUTMUYECKUX ¥ MHTOHAIIMOHHBIX CTPYKTYPHBIX equHHUIIax. 110 HAJIMUYMIO UJIN OTCYT-
CTBUIO 3TOTO (paKTOPa MOKHO KOHCTATUPOBATh I'PAHUITLI BHYTPEHHETO JIeJIEHUA 9THOCOB PETH-
OHA Ha JIOKAJbHBIE I'PYIIILI, (PAKTHI OOIITHOCTH STHUUECKUX KYJIbTYDP, CXOACTBA KOHKPETHBIX
apredaKkToB. OTO JaeT BO3MOXKHOCTh CPABHUTEJIbHBIX MCCAEIOBAHUNA B TIOPKO-(PUHHO-YTOP-
CKOM MY3BIKAJbLHOM KOHTEKCTe BoIro-ypaabcKkoil KOHTAKTHOMN 30HBI, apTryMeHTHUPYA pelre-
HUeE BOITPOCOB TUIIOJIOTHUY TPAAUITMOHHBIX KYJbTYP U KYJIbTypOTeHEe3a B PETHOHE.

Nailya Yunisovna Almeeva,

PhD in Art History,

Senior Researcher at the Folklore Sector of the Russian Institute of Art History,
Honored Artist of the Republic of Tatarstan

Melosphere of a multiethnic region as a Historical Source (Volga/Kama region)

Keywords: melosphere, folklore as a historical source, Finno-Ugrians and Turks of the Volga/
Kama region

The volume, talented scientific work of I. I. Zemtsovsky nominated a whole fan of
concepts, which are based on the living realities of the music of the oral tradition. The broad
concepts of «melosphere» and «music of oral tradition as a historical source» introduced by
him into ethnomusicology reflect the existence of folklore in historical space and time, in
the ethnocultural field of historical neighborhood.

Volga-Kama region is an ancient contact zone where, as a result of long and complex
ethno-historical processes, modern region-forming ethnic groups of the Middle and Lower
Volga region and the Urals were formed: Finno-Ugric (Erzya, Moksha, Mari, Udmurts)
and Turkic peoples (Chuvash, Tatars, Nogais, Bashkirs). An overview of the strata of
timed melodies allows us to include the Kazakhs — Kipchaks of the Great Steppe, who left
a noticeable ethnocultural and linguistic layer in the history and culture of the Volga/
Urals region. The experience of the author’s ethnomusicological research shows that the
ceremonial song folklore of the village communities of the Volga-Urals region is able to
reflect the ethnic processes of ancient history.

The ceremonial singing of individual Turkic and Finno-Ugric ethnographic groups of
the Volga-Kama region (consisting of Tatars, Chuvash, Mari, Udmurts, Bashkirs) is based
on common rhythmic and intonational structural units.
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By the presence or absence of this factor, it is possible to determine the boundaries of
the internal division of the region’s ethnic groups into local groups, the facts of common
ethnic cultures, and the similarities of specific artifacts. This provides an opportunity for
comparative research in the Turkic-Finno-Ugric musical context of the Volga-Ural contact
zone, arguing for the solution of issues of typology of traditional cultures and cultural
genesis in the region.
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Awmuposa Juna Kycyn6ekoBHa
KaHIuIaT NCKYCCTBOBeAeHU NoleHT KazaxCcKoil HaIlmOHAJIbHON KOHCEPBATOPU N
um. KypmaHrass!

HeoTrpaguumoHajinsM B COBpeMEHHOM My3bIKaJbHOU KyJabType Kazaxcrana

Kawuesvie crosa: HeoTpaguIMOHAJN3M, TPAJUIITMOHHAA My3bIKaJIbHAA KYJIbTypa,
9THOKYJbTYPHAA UACHTUYHOCTDb

B nokJiazme 3aTparmBaioTcd aKTyaJbHbIE STHOMY3bIKOBEeUECKYe ITP00JIeMbl, CBA3aHHBIE C
OTHOCUTEJLHO HOBLIMU SIBJICHUAME Ka3aXxCKOU MY3bIKAJIbHOM KYJIbTYPhI, KOTOPHIE OIpese-
JISTIOTCS MHOTO3HAUYHBIM ITOHATHUEM HEOTPAIUIIMOHAIN3M. ABTOD paccMaTpPUBaeT HeOTPaau-
IIUOHAJNIM3M KaK OCHOBHYIO TEHAEHIINIO aKTyaJM3aIlluy TPAAUIIMOHHON Ka3aXCKOU MY3BbIKU
B CHUCTEME COBPEMEHHOM KYJIbTYPhI PECIYOJUKM, a TaK/Ke B KaueCTBe METOHNOJIOTUYECKOTO
KOHCTPYKTAa, KOTOPBIN ITOMOTaeT OTPe()JIeKCUPOBATH BCIO ITPOTUBOPEYNBOCTH CJAOKUBIIIECS
B IIOCTCOBETCKOE BPeMsA CUCTEeMBI QYHKIITMOHNPOBAHUS TOT0, UTO MOYKHO ObLII0 ObI 0600IIIEHHO
0003HAUNTH KaK Ka3aXCKYI0 MY3bIKY.

IIpenmaraemoe OHTOJIOTHMUYECKOE PACCMOTPEHME Ka3aXCKOU TPASUITMOHHON MY3bIKAJIbHOM
KYJbTYPBI B COBPEMEHHOM KOHTEKCTE, BO-IIEPBBIX, IT0O3BOJIAET O0HADPYKUTH HEKOTOPBIE TIPO-
Iecchbl, CBABaHHBIE C €€ CYIITHOCTHBIMU CBOMCTBAMM, B OCOOEHHOCTU C OPTAaHUYECKU IIPUCY-
el e UCTOPUUECKON N3MEHUYNBOCTHIO U aIalITUBHOCTHIO (K IpUMepy, PYHKITMOHUPOBaAHME
YCTHO-TIPO(PECCHMOHATHFHOTO MY3BIKAJIBHOTO MCKYCCTBA B aKaJeMUYECKOU CHCTeMe WJIU CO-
XpaHeHre B 00HOBJIEHHOM BHIe HEKOTOPBIX (DOPM TPaAUITMOHHON 00pAaHOCTH). BO-BTOPHIX,
0003HAUEHHBIN ITOAXOJ BCKPHIBAET MMEHHO APKO BBIPA’KEHHBIE HEOTPAAUIIMOHAJINCTCKUE
TeHJEeHIINN, Ha1/160J1ee OTUETJIMBO IIPOABUBIIINMECA B MHTErpanmum aBTOXTOHHOI‘O/BTHI/I‘—IeCRO'
ro U IPUBHECEHHOTO (TaK HasbIBaeMble (POJIbKJIOPHBIE aHCcaMOJIu, OPKeCTPhI HAPOAHBIX WH-
CTPYMEHTOB, 9THUUYECKYE POK- 1 ION-TPYNIIBI U T.II.).

ABTOp OOHApy:KMBaeT 3aMETHYIO Pa3HOHAIIPABJIEHHOCTh YKA3aHHBIX MPOABJEHUHN HEO-
TpaguIMOHAJIN3Ma B COBPEMEHHON MY3bIKAJbHOU KyJabType KazaxcraHa Ha ypoBHE ee HO-
cuTeseli, U IPOCJIEKUBAET ITOKOJeHUeCcKUH (paxTop. OTMeuaeTcsa, UTO YCIOBHO «CTapIiiee»
MMOKOJIEHNE, COXPaHAI0IIee STHOKYJIbTYPHYIO UAEHTUYHOCTD (YaIlle BCero — 9TO BHIXOIIBI U3
TPAAUITMOHHON ATHUYECKOM CPEbl), TATOTEET K OPUIUATHLHBIM aKaJeMU3UPOBAHHBIM U BCe-
BO3MOKHBIM BTOPUYHBIM (hopMaM Ka3aXxCKO MYy3BIKH, & «HOBOE» ITOKOJIEHNE, I KOTOPOTO
XapaKTePEH ee IMTONCK (TopPoAcKasa MOJOEKb), BRIPAXKaeT ceda cpeicTBAMUA KOHTPKYJIbTYPHI.

Amirova Dina Zhusupbekovna

Candidate of Art History,

Associate Professor of the Kazakh National Conservatory
named after Kurmangazy

Neotraditionalism in Contemporary Musical Culture of Kazakhstan
Keywords: neotraditionalism, traditional musical culture, ethnocultural identity

The paper addresses topical ethnomusicological issues related to relatively recent
phenomena in Kazakh musical culture, which are defined by the polysemous concept of
neotraditionalism. The author interprets neotraditionalism both as a key trend in the
actualization of traditional Kazakh music within the system of contemporary culture of
the Republic and as a methodological construct that enables reflection on the inherent
contradictions of the post-Soviet system governing the functioning of what may be broadly
termed Kazakh music.

The proposed ontological perspective on Kazakh traditional musical culture in a
contemporary context, first, makes it possible to identify a number of processes associated
with its essential characteristics — particularly its historically inherent variability and
adaptability (for example, the functioning of oral-professional musical art within an
academic system, or the preservation of certain forms of traditional ritual practice in a
renewed form). Second, this approach reveals pronounced neotraditionalist tendencies that
have manifested most clearly in the integration of autochtonous/ethnic and introduced
elements (such as folklore ensembles, folk instrument orchestras, ethnic rock and pop
groups, etc.).
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The author identifies a marked multidirectionality of these manifestations of
neotraditionalism in the contemporary musical culture of Kazakhstan at the level of its
bearers and traces the generational factor. It is noted that the conventionally defined
“older” generation, which maintains ethnocultural identity (most often originating from
a traditional ethnic milieu), tends toward officially institutionalized, academized, and
various secondary forms of Kazakh music, whereas the “new” generation, characterized
by an active search for identity (urban youth), expresses itself through the means of
counterculture.
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AxynnoBa-/lagamsane 3ympya Apas rei3bl,

ITOKTOP (putocopum o UCKYCCTBOBEIEHUIO,

npodeccop, 3aBeayoias Kadeapoil ICTOPUU MY3bIKU
BaxuHCcKOI My3bIKaIbHOM AKameMuu nM. ¥ 3eupa Iag:rubdeitim

OT HCTOKOB K Oy1ylIeMy:
unen U. . 3eMuoBcKoro u azepoaiizkancKasi KOMIIO3UTOPCKAsi My3bIKa

Katouesvle cnosa: 3eMIIOBCKUIT, HeIEJIUMOCTDb KYJIbTYPbI, YCTHAA TPASUIINA, NHTOHAIIIOHHOE
MBINLJIEeHUe, ¥ 3eup [amxubeitniu, agepbaiiiKaicKasa KOMIIO3UTOPCKAaA My3bIKa, HOBAS
(OIBKJIOPHAA BOJHA

Joxyar mOCBAIIEH aHAJIMBY a3ePOaiIsKaHCKOM KOMIO3UTOPCKOM My3bIKN X X—X X1 BEKOB
B cBere ugeii 1. 1. 3eMI10BCKOT0, IIPEsKIe BCETO ero IIPeICTaBJIIeHU 0 HeJAeJNMOCTU KYJIb-
TYPBI, 3HaYeHUU (HOJBKJIOPHO-UCIIOJTHUTEIbCKOTO ITOATEKCTA U aKTyaJIN3aluK YCTHBIX HOPM
MY3BIKAJIbHOTO MBINIJICHUS B COBPEMEHHOCTH. OTH METOMOJIOTUYECKNe MOJIOMKEeHUI II03BO-
JISTIOT paccMaTpPUBaTh KOMIIOBUTOPCKOE TBOPUYECTBO He KAK ITPOTUBOIIOCTABJIEHHOE MY3BbIKE
YCTHOM TPagUIluY, a KaK ogHy 13 ()OPM €€ UCTOPUUECKOT0 IPOJOIIKEeHUA U TpaHCchHOpMAaIUU.

Ocoboe BHUMaHUe yupeiserca (urype ¥Yseupa lamxubeiisiu, ube TBOPUECTBO COOT-
HOCUTCA C TeM THUIIOM XYIOKHUKA, KOTOPBIN 3eMIIOBCKUI ONUCHIBAJ NPUMEHUTEJIHBHO K
M. II. Mycoprckomy, — KaK «IIOCJIAaHHUKA OyAYIIEero», 4yepes KOTOPOTro HallnoHAJbHAaA Tpa-
IUITNS BIEePBbIe 0CO3HAET cebs B IIePCIeKTUBe JaJbHEeHNIero pa3sBUTUA U BCTYIAaeT B JUAJIOT
C MHBIMU MY3bIKAJIbHLIMU IIUBUIN3ANUAMU. 3aJ0:KeHHasa ['ampxubeitain Moae b B3auMoaeti-
CTBUSA YCTHOI M MUChbMEHHOI TPaAUIIUH ITOJTYUNJIa PAa3BUTHE B TBOPUECTBE a3epOaiiisKaHCKUX
KOMITIO3UTOPOB-IIIECTUAECATHUKOB, C(hOPMUPOBABIINX HOBYIO (DOJIBKJIIOPHYIO BOJHY.

B ux TBopuecTBe (POJIBKJIODP MHTEPIIPETUPYETCA He KaK KaHPOBO-TEMAaTUYEeCKUN MCTOY-
HUK, a KaK TNIYOMHHBIN OIPUHIIUI HAITMOHAJIBHOTO MBIIIJIEHUA, ITPOSABIAIONINICA Yepes M-
MIPOBU3AIIMOHHOCTD, IPOIECCYATbHOCTE MY3BbIKAJIBLHOTO BPEeMEHM, TeMOPOBO-PUTMUUECKYIO
cBOOOZY U apTUKYJIAIINIO STHUYECKOTO 3ByKouaeasa. TeM caMbIM HOATBeP ;KAaeTcA HabJIIo-
IeHre 3eMIIOBCKOTO O TOM, YTO MHOTHE JOCTHKEHUA MYy3bIKaJIbHOTO aBaHTapa NUMeIT KOp-
HU B apXanvyecKUX IJIacTaxX TPaAUIIMOHHON KYJIbTYPhI.

Akhundova-Dadashzade Zumrud Araz gizi,

PhD in Art History, Professor,

Head of the Department of Music History

Baku Music Academy named after Uzeyira Hajibeyli

From the origins to the future:
I. I. Zemtsovsky’s ideas and Azerbaijani composer’s music

Keywords: Zemtsovsky, indivisibility of culture, oral tradition, intonation thinking, Uzeyir
Hajibeyli, Azerbaijani composer’s music, new folklore wave

The paper examines Azerbaijani art music of the twentieth and twenty-first centuries
through the ideas of Zemtsovsky, focusing on his concepts of cultural integrity, the
significance of performance-related folk subtext, and the actualization of oral modes of
musical thinking in modern contexts. These methodological perspectives make it possible
to view compositional creativity not as opposed to oral tradition, but as one of its historical
forms of continuation and transformation.

Special attention is given to Uzeyir Hajibeyli, whose work may be compared to the type
of artist described by Zemtsovsky in relation to Mussorgsky — an “emissary of the future,”
through whom national tradition becomes aware of itself within a long-term historical per-
spective. The paper also addresses a new folkloric wave in Azerbaijani music of the 1960s,
in which folk principles are reinterpreted through improvisational thinking, processual
musical time, timbral freedom, and the articulation of an ethnic sound ideal.
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Bepnuobaii Aiiskan PaxMaHKYJIKBISHI,
PhD, goment Kasaxckoit HallMOHAJIBHOM KOHCepBaTopuu uM. Kypmaurassl

Amunxanosa JKancyny AnuixaHoBHA,
MarucTp NCKYCCTBOBEAUECKUX HAVK, IperogaBaTesib [{eTCKO IIK0JIbI HCKYCCTB

My3bIKaJIbHbIE 0COO€HHOCTH MCIIOJIHUTEIbCKUX BapuHTOB « Mansipama» TacOeprena
B KapMakunHCKO# Tpaguinmn

Katouesvie caosa: sundeckad rpasunusa Kapmakuu, TacOepren, MaHbIpaMa, UCIIOJIHUTEIbCKIE
BApMAHTEI, MAKaM, TUIIOJJOIM

IO:xHasa u roro-sanagHas yacTu KasaxcTrama — PermoHBI ¢ aKTUBHO (QYHKIITMOHUPYIOIIH-
MM MY3BbIKaJbHO-3THUecKuMu Tpagunuamu. [Ipoiecec coopa QoIbKIOPHBIX MAaTEPUAJIOB IIO
JaHHOI JKaHPOBOM PA3HOBUIHOCTY Ka3aXCKOM TPAAUIIMOHHON MY3bIKH, HauaThlil B 1920-e rr.
A. B. BaraesuuemM, mpogosxuiacsa B 1960-1990-e rr. B 1eATeIbHOCTH STHOMY3bIKOBEIOB C Pas-
JUYHBIMU MeTomoornueckumu noaxogamu (B. Epsakosuu, A. Baiirackunra, A. KynauOaesa,
B. KapakyioB). ITo BeIOpaHHOMY PEeTMOHY 1 aHAJU3UPYEMBIM MY3bIKAJIbHO-PEUNTATUBHBIM
00pasaM sIuUYeCKON TPagUuIINY JOKJIAL MOMKHO CUNTATD IIPONOJI:KeHIeM HayYHOTr'0 HalrpaBJe-
Hus, passuBaemoro npodeccopom A. Kynanbaepoii, a Taksxe ucciaegosanuii B. K. Ocnanosa
2010 r. «Culp 60iibLHbLY MY3bLKANLLK-INUKAALLK Oocmypi «[[ad» dacmaHnbvlHbly 2eHe3UCi MeH
KopkemOik cunamul HezidiHde» — « My3bIKaJIbHO-3IMYecKasa Tpaauiiusa CeIpJapbUHCKOTO pe-
ruoHa (Ha OCHOBe reHe3uca U XyA0KEeCTBEHHBIX ocobeHHocTell nfactana “Ilanx”»).

AXKTyaJIbHOCTB TeMBI O0YCJIOBJIEHA BasKHBIM 3HaUeHWeM mepme (HaduaaTeaIbHOU ITeCHU-
peuurtatuBa) « Manvipama» TacOepreHa B sImuecKoi Tpaaunuym KapMakuy 1 He[OCTaTOYHOM
CTeIleHbIO M3YUEHHOCTH B Ka3aXCTAHCKOM HayKe MY3bIKAJIbHBIX 0COOEHHOCTEH NCKYCCTBA CO-
BpEeMEeHHBIX CKa3UTeJIeH, BHECIITNX BECOMBIH BKJIA B COXPaHEHNE U ITOMYJIAPU3AINI0 JPEBHUX
MaxamoB aToro peruona — K. Pycremb6exoBa u JK. AKKyJsoBa. B uccienoBanuu 1CIIOIb30Ba-
HBI KOMILJIEKCHBIN ¥ CUCTEeMHBIH IIOAXO0AbI, CTPYKTYPHBIN 1 CPaBHUTEJIbHO-TUIIOJIOTNUECK Uil
MEeTOIbI C I[eJbI0 BBIABJICHUSA IIYTEH PAa3BUTHUA INMNPOKO PACIPOCTPAHEHHOTO B SIUUYECKOI
rpagunuu Kapmarxyu maxam’a Ha npumepe mepme «Manvipama» TacOepreHa B mcCIosHe-
HUU 9TUX MY3BIKAHTOB (00IIlee 1 pasjuvyHoe B (popMe 1 UCIOJHUTEIbCKOM NHTePIpeTaInm).

MarepuajsoM HCCJAEIOBAHUSA MOCIAYKUJIU ayanu0o3alncyh, COOpaHHbIE MaruCTPaAHTOM
K. Agni:xaHOBO# BO BpeMs dKCIIefUINY B KBI3BLIOPAUHCKYIO 00J1aCTh; ONIyOJINKOBAHHEIE B
HNurepHeTte Bumeosanucu «Manvipama» Tac6eprena B uctnonnesuu B. Pycrem6ekoBa, a Tak-
JKe UX HOTUPOBKMU, BBITIOJHEeHHBIE ¢K. AINIKaHOBOIA.

Berdibai Aizhan Rahmankulkyzy,
PhD, Associate Professor at the Kurmangazy Kazakh National Conservatory

Adilzhanova Zhansulu Adilzhanovna,
Master of Arts in Art History, teacher of the KGKP Children’s Art School

Musical features of Tasbergen’s “Manyram” performing variations
in the Karmakchi tradition

Keywords: The epic tradition of Karmakshy, Tasbergen, manirama, performance variants,
makam, typology

The relevance of the topic of the report is due to the great importance of Tasbergen’s
term “Manyrama” in the epic tradition of Karmakchi and the insufficient degree of study in
Kazakh ethnomusicology of the performing characteristics of modern storytellers who made
a significant contribution to the preservation and popularization of the ancient maqgams
of this region — K. Rustembekov and J. Akkulov. The author undertakes an autonomous
review of each performing variant of the same Syrdarya magam and the definition of their
common and distinctive features using integrated and systematic approaches, structural
and comparative-typological methods. The research material was audio recordings
collected by undergraduate Zh. Adilzhanova during an expedition to the Kyzylorda region
of Kazakhstan and videos of Tasbergen’s “Manyrama” performed by B. Rustembekov, as
well as their musical transcription made by J. Adilzhanova.
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Bosprkun Hukonait UBaHoBUY,

IOKTOP MCKYCCTBOBEAEHMS, IIpodeccop,

BeAYIIUHA HAYUYHBIA COTPYLHUK Me)XpernoHaabHOT0 HAYUYHOTO IIeHTPa (PUHHO-YTI'POBEJeHU S,
3acy:KeHHbI gesaTelb nCKyccTB P®, uien Corosa KoMIo3uTopoB PO

Bosapkuna Jlromvuna BopucosHa,

KaHIUAT UCKYCCTBOBeIeHUsI, IIpodeccop,

CTapIINi HAYYHBIN COTPYAHUK MeXpernonajsbHOTO HAYYHOTO ITeHTPa (GMHHO-YIPOBEIeHU,
IToueTHbIT pAOOTHUK BBICIIIEH IITKOJIBI PD,

Jlaypear 'ocymapcTBeHHBIX IpeMUH 1 3aCayKeHHBIH PAOOTHUK KYyJIbTypbl PM

HexoTopsie HTOTH U3yUYEHHU ST MOPIOBCKOI HAPOAHOM MOJIU(DOHUA

Kaiouesvle ca068a: MHOTOMUKPO(OHHAA 3BYKO3AMINUChH, CTPYKTYPHO-aHAJIUTHUUECKAA
TPAHCKPUIIIIUA, TeTePo(oHUs, Tna(poOHNA, OYPAOHHASA MOJNPOHUS, ITIeBUECKUe
U UHCTPYMEHTAaJbHBIe Tpanuiuy; 'unnnyc, 3eMnoBckuii, Baiicauen, Bukap

B mokaze paccMmaTpuBaioTCsa IPOOJEMbI, IIOJYUYNUBIINE aKTyaJIbHOEe 3ByUaHNUe B IIOCJIe]-
HUe JTeCATUJEeTHS B CBSI3U C IIePeX0I0M Ha HOBBLIE TEOPETUUECKUe IIOAXO0ILI 1 METOIUKU U3~
yUeHusA MOPAOBCKOI moaudonuu. IlojgeBble MHOTOMUKPO(POHHBIE 3BYKO3AIINCH IIPON3BeIe-
HUI HAPOJSHOMU MY3BIKHU C UX IIOCJEAYIOIIE CTPYKTYPHO-aHAJTUTUUYECKON TPAHCKPUNIIIHEH 110
metony E. B. 'unimuyca, MHOTOACIIeKTHOE U3yUeHe STHOTPAPUUIECKUX, TUHTBUCTUUECKUX U
WHBIX MaTepHUaJioB, COOPAHHBIX B XO/e 9KCIEeAUIIUH, COOTHECEHUE UX C parnee OnyOJIUMKOBAH-
HBIMHU M apXWBHBLIMU NCTOUHHUKAMM II0O3BOJIMJIN BBIIBUTH CTPONHYIO CHCTEMY MOPIOBCKUX
noau(POHNYECKUX TPASUIINN, HEPA3PLIBHO CBA3AHHBIX C apXaWUYHBIMU AYXOBHBIMU TPaIU-
MUAMU POACTBEHHBLIX (DMHHO-YTOPCKUX HAPOJIOB, a TaK:Ke C MCTOPUUECKH 0oJiee IIO3THUMU
B3aIMOJIEICTBUAMU CO CJAABAHCKUMHY, TIOPKCKUMU 1 NMHLIMHU HapogaMu EBpasun.

ABTODBI HACTOAIIETO AOKJIAAa 3aHUMAIOTCS IIP00JIeMO MOPAOBCKOM MOJMU(POHUU C cepe-
guHBI 1970-X rof0B 1 IPUIILIN K CJAeLYIOIIM OCHOBHBIM BBIBOJAM:

1. Tpagunuonuaa moanpoOHUA MOPABLI HETIOCPEACTBEHHO ¥ OIOCPEJOBAHHO CBA3aHA C
OBITOM HapoJa W SBJSETCA COCTABHOM YACThI0O CUHKPETUYECKUX KOMILJIEKCOB OOPATOBBIX
JIeMCTB.

2. MopaoBckasa meBuecKas mMoJaN(POHUA JO CUX IIOP OCTAETCSA BECOMOI YaCThI0 COBPEMEH-
HOM MY3BIKAJbHON KYJbTYPHI U ITPOJIOJI}KAET BHITIOJIHATH BAKHBIE 9CTEeTHUECKEe U BOCIIUTA-
TeJbHBbIE (DYHKITUH.

3. B mporiecce MHOTOBEKOBOT'O aHCAMOJIEBOTO TEHUA U MHCTPYMEHTAJIBHOTO MY3UIIPOBAa-
HIA MOPJBOU BbIpaboTaHa pasBUTAA UCIOJHUTEIbCKAA MEPMUHOL02US — CBoeoOpasHasa Ha-
poAHas Teopus, OTPA3UBINAsa 0COOEHHOCTH MEeBUYECKOT0 I MHCTPYMEHTAIbLHOTO cTuas (Gop-
MBI, CTPYKTYypPa MHOTOTOJIOCHUS, UCIIOJHUTEIbCKAA MaHepa M T. 1I.).

4. OKCOeAWIIMOHHBIE MAaTepUaJbl II03BOJIUJIMN BBIIBUTHL U ONHCATH CJEAYIOIIHUe
MY3BbIKaJbHO-CTUJIEBBIE BUJBLI: a) TeTepPoPOoOHUMA ¢ mpeodsamfaHeM YHHCOHOB U IIOCJe-
IOBATEJbHOCTAME 0OJIBIIIECEKYHIOBBIX CO3BYUUi; 0) nma(GpoHMA — apXanuHoe JIBYXT0JO-
cue ¢ KOCBEHHBIM IBUKEHUEM T'0JIOCOB; B) MOJABJIAIONIAA YaCTh MEeCEH MOETCA ¢ HalleBaMU
pasBUTON OYPIAOHHOMN MOJTHUPOHUU, B KOTOPOI IEeBI[bI OTUETIMBO PA3JIAYAIOT IAPTUU
IBYX-TPEX, a B pAMle MOKIITAHCKUX CeJI ¥ UeThIPeX I'0JIOCOB, KaKIBbIHN 113 KOTOPBHIX TMEET CBOIO
(byHKIINIO U CBOE TPAAUIIMOHHOE HauMeHOBaHue. BypaonHasa moangoHnA BO3SHUKJIA Ha OCHO-
Be apXaWyHOI MeJIOAMKY miaueil u rerepodorun ¢ nuadoHmeii; r) B pesyabraTre MHOTOBEKO-
BBIX B3aMMOCBs3€eii MOP/ABBI C PYCCKUMMU MOSABUINCEH « THOPUAHBIE» MOPLOBCKO-PYCCKHE
MHOTOT'OJIOCHBIE (DOPMBI.
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Some results of the study of Mordovian folk polyphony

Keywords: multi-microphone sound recording, structural and analytical transcription,
heterophony, diaphony, bourdon polyphony, singing and instrumental traditions; Gippius,
Zemtsovsky, Vyasyanen, Vikar

The report examines the problems that have become relevant in recent decades due to the
transition to new theoretical approaches and methods of studying Mordovian polyphony.
Field multi-microphone sound recordings of folk music work with their subsequent
structural and analytical transcription using the E. V. method. The multidimensional
study of ethnographic, linguistic and other materials collected during the expeditions,
their correlation with previously published and archival sources made it possible to identify
a coherent system of Mordovian polyphonic traditions inextricably linked with the archaic
spiritual traditions of the related Finno-Ugric peoples, as well as with historically later
interactions with Slavic, Turkic and other peoples of Eurasia. The authors of this report
have been dealing with the problem of Mordovian polyphony since the mid-1970s and
have come to the following main conclusions: 1. The traditional polyphony of Mordovia is
directly and indirectly connected with the way of life of the people and is an integral part
of syncretic complexes of ritual actions. 2. Mordovian singing polyphony still remains a
significant part of modern musical culture and continues to perform important aesthetic and
educational functions. 3. In the process of centuries—old ensemble singing and instrumental
music making, the Mordovians developed a developed performing terminology — a kind of
folk theory that reflected the features of singing and instrumental style (forms, structure
of polyphony, performing manner, etc.). 4. The expedition materials made it possible to
identify and describe the following musical and stylistic types: a) heterophony with a
predominance of unison and sequences of long—second consonances; b) diaphony is an
archaic two-voice with indirect movement of voices; c) the vast majority of songs are sung
with melodies of developed bourdon polyphony, in which singers clearly distinguish the
parts of two or three, and in a number of Moksha villages and four voices, each of which
has its own function and its traditional name. Bourdon polyphony arose on the basis of
the archaic melody of lamentation and heterophony with diaphony.; Russian Russian-
Mordovian “hybrid” Mordovian-Russian polyphonic forms have emerged as a result of
centuries-old interrelations between Mordvins and Russians.
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Bynarosa /lunapa AiimapoBHa

KaHIUAAT UCKYCCTBOBELEHN,

CTapIInii HAYyYHBIN COTPYAHUK CEKTOPA UHCTPYMEHTOBEIEHUA
Poccuiickoro MHCTUTYTa UCTOPUU UCKYCCTB

3nauenue TpyaoB U. . 3eMII0BCKOTO JJIsi pAa3BUTUSA COBPEMEHHON 3THOOPTraHOJOTUY
(Ha MaTepuaJe CMBIYKOBBIX XOPA0()OHOB TIOPKCKHUX HAPOIOB)

KRaiouesvie caoga: . YI. 3eMI110BCKUH, STHOOPTAHOJOTA, CMBIUYKOBbBIE XOPAO(POHBI TIOPKCKUX
HapoJ 0B

Tpyaer . . 3eMIIoBCKOro o0paIleHbl KO BCeM, KTO COIIPUKACAETCSI C MY3bIKOM, MY3bI-
KaJbHON [OeATelbHOCThIO, MY3BIKAJIbHBIM KCIOJHUTEILCTBOM («MHTOHUPOBAHUEM» WU
«apTUKYJIUPOBAHUEM » ), OMHAKO HAMOOJIBINTNI OTKJINK OHI HAXOAAT B AYIIle dSTHOMY3BIKO0JIO-
ra, B TOM YHCJIe STHOOPTAHO0JI0ra, ABIASICH COBBYUHBIMI MOUCKAM U PA3MbIIIJIEHUAM, COITYT-
CTBYIOILINM N3YUEHUIO NTHCTPYMEHTAJNBHEIX, B TOM YICJIe TIOPKCKUX, TPASUIIIA.

Tes1c 0 My3bIKAJIbHOM MHCTPYMEHTE KaK 00beKTe MaTePUAaJIbHON U JYXOBHOM KYJIbTYPbI
HapoJa apTUKYJHPOBAH KpynHeumuMu sTHoopranogoramu (K. 3akc, . B. MamueBckuii)
u HeogHOKpaTHO moBTOopeH MHormMu yuyeHbiMu (H. U. Bosaprwmna, O. M. I'epacumos,
B. 1. fIxoBaeB u ap.). CoBepIilieHHO 0COOEHHBIM 00PAa30M 3Ta MBICJbL HPETBOPAETCA Y
H. N. 3eMIIoBCKOro: yueHbIii o0paliaeT Hallle BHUMAaHNUe Ha TO, YTO MY3bIKaJbHBIN NHCTPY-
MEHT BOCIIPUHKUMAETCS He TOJbKO CIYXOM, HO I 3peHMreM, HaXOAUTCS BO BBANMOCBSA3H C IBU-
sKeHmeM, xectoM. [lompasymeBas Hem30eKHOCTh KOMILJIEKCHOTO BOCIPUATUS MY3BLIKAJb-
HOTO MHCTPYMEHTAa, YUEeHBIII HOJUYePKUBAET OJHOBPEMEHHOE Pa3BUTHE 3aK/JIIOUEHHBIX B HEM
BU0B UCKYCCTB U NX BepOAJIbHOTO U Ped)IeKCUBHOTO HATIOJTHEHUA — «3BYKOBOTO U 1300pasu-
TEJBHOTO A3BIKOB» 1 COOTBETCTBYIOIINX MM MBIILIEHUH.

PasMbIILISAA 0 «MY3bIKATILHOM HHCTPYMEHTE SIOXM CUHKpeTtuama», V. M. 3eMI[oBCKUA
yKasbIBaeT Ha ero MOJU(PYHKIITNOHAIBHOCTD U « BOJIIIIE0OHOE UYA0 MY3bIKAaJIbHOT0 MHCTPYMEH-
Ta» — «OPYAUS, KOTOPOE MPEACTABIISAIOCH KUBBIM CYIIIECTBOM». B TpPaAuIIMOHHBIX BO33pe-
HUAX TIOPKO-MOHTOJIOB €CTh MHOT'O IPUMEPOB OAYIIIEBICHNUS MY3bIKAJIbHBIX THCTPYMEHTOB:
MuQbI 0 CO3JaHNUMN CMBIYKOBBIX M3 OCTAHKOB KMBOTHBIX, X CIIOCOOHOCTH BOILIOIIATHCSA B
KOHs, BepOaioga niiu iebens, ObITYIOIe IPeICTaBIeHNA O BOSMOKHOCTHA NHCTPYMEHTOB T'0-
BOPUTH (11U TIOBECTBOBATHD).

Basxkupr mabaiogenus V. V. 3eMIIOBCKOTo U HAJ, IPUPOLOI MY3bIKAJIbHON « MHTOHAITN» 1
«HHTepIperanun» . Hapsay co cI0BOM «MCIIOJIHEHME» , OTHOCMBIM, II0 €70 MHEHUIO, «JIHUIIIb
K MY3bIKE INChbMEHHOM TPAaIUIINU, NUMEIOIIe TeKCT, IpeJHA3HAUeHHBIN A/ UCIIOJTHEeHU» ,
YUYEeHBII BBOOUT TEPMUH « APTUKYJIAINA» , IPEAIIOIaTaloNINi « Bce (DOPMBI O0HAPYKeHI I NH-
TOHUPOBAHUA («KaK MbIIIJIEHNI U CEMAaHTUKM » ) B IPOIlecce My3UIINPOBaHUA («KaK TBOpUe-
CTBa W WCIIOJHEHUA»)». [[oM0OHBIMU IpUMepPaMu «aPTUKYIANNN» HATIOJHEHO TBOPYECTBO
MY3BIKAHTOB TIOPKCKUX CMBIUKOBBLIX TPAAUIINNA, KOTIAa UHCTPYMEHTAJIbHOE UCKYCCTBO UMe-
€T OUEeBUHYIO KOMMYHUKATUBHYIO (DYHKIIUIO, ITPEICTABJIAA COOOM CPEeICTBO mepeaaun oo
3BYKOM300PasUTEJIbHBIX KOMILJIEKCOB (TYBUHIIBI, aJTaWIlbl, XaKachbl, KasaXW, KHUPTU3HI,
TYPKMEHBI U Jp.), TM00 SIINUYEeCKOI ITOBECTBOBATEILHOCTH (Ka3axXm, KapaKaJllaKku, AKYThI 1
ap.). Tpyasr Y. 1. 3eMIIOBCKOTO CIIOCOOCTBYIOT OCMBICJIEHUIO MHOTHX BaKHEUIIINX aCIIeKTOB
MHCTPYMEHTAJHLHOTO MY3UIITMPOBAHUSA TIOPKCKUX HAPOIOB, IPUMEPhI KOTOPBIX OYAYT IIPO-
IOJIKEHBI B IPEJICTOAINEM TOKIaIe.

Bulatova Dinara Aidarovna,

PhD in Art History,

Senior Researcher in the Field of Instrumentation
Russian Institute of Art History

The importance of 1. I. Zemtsovsky’s works for the development
of modern ethnoorganology
(based on the material of bowed chordophones of the Turkic peoples)

Keywords: 1zaly Zemtsovsky, ethnoorganology, bowed chordophones of the Turkic peoples

Izaly Zemtsovsky’s works are addressed to everyone who is involved with music, musical
activity, musical performance (“intonation” or “articulation”), but they find the greatest
response in the soul of an ethnomusicologist, including an ethnoorganologist, being in tune
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with the searches and reflections accompanying the study of organology, including Turkic,
traditions.

The thesis about the musical instrument as an object of the material and spiritual culture
of the people was articulated by the largest ethnoorganologists (C. Sachs, I. Macijewsky) and
has been repeatedly repeated by many scientists (N. Boyarkin, O. Gerasimov, V. Yakovlev,
etc.). Thisidea isimplemented in a very special way by Izaly Zemtsovsky: the scientist draws
our attention to the fact that a musical instrument is perceived not only by hearing, but also
by sight, and is interconnected with movement and gesture. Implying the inevitability of
a complex perception of a musical instrument, the scientist emphasizes the simultaneous
development of the arts contained in it and their verbal and reflective content — “sound and
visual languages” and their corresponding modes of thought.

Reflecting on the “musical instrument of the era of syncretism”, Zemtsovsky points out
its multifunctionality and the “magical wonder of the musical instrument”, “a tool that
was perceived as a living being”. The traditional views of the Turkic-Mongols are filled with
examples of the animization of musical instruments: myths about the creation of bowed
instruments from the remains of animals, their ability to transform into a horse, a camel,
or a swan, and the belief that instruments can speak (or narrate).

Izaly Zemtsovsky’s observations on the nature of musical “intonation” and
“interpretation” are also important. Along with the term “performance”, which,
according to him, refers “only to music of the written tradition that has a text intended
for performance”, the scholar introduces the term “articulation”, which encompasses
“all forms of intonation (“as thinking and semantics”) in the process of music-making
(“as creativity and performance”)”. Similar examples of “articulation” are found in
the work of musicians of the Turkic bowed traditions, when instrumental art has an
obvious communicative function, representing a means of transmitting either sound-
imaginative complexes (Tuvans, Altaians, Khakas, Kazakhs, Kirghizs, Turkmens, etc.)
or epic narrative (Kazakhs, Karakalpaks, Yakuts, etc.). The works of Izaly Zemtsovsky
contribute to understanding many important aspects of instrumental music among the
Turkic peoples, and these examples will be continued in the upcoming report.
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Byarakosa TaTssana [[luomunoBHa,

JOKTOP KYJIbTYDOJIOTHH,

podeccop kadenpsl 3STHOKYIBTypoJoruu Poccuiickoro rocyzapcTBeHHOTO ITeLaroruuecKoro
yHupepcutera uM. A. U. I'epiiera

Kaaccuduranusa neceHHbIX UMIIPOBU3AIIUI
B TPAIUIIUOHHOM KYJIbType KOPpeHHBIX HapoaoB CeBepa

KRatouesvie cao6a: meceHHBIN (hOJBKJIIOP HapoaoB CeBepa; MMIPOBU3AIINA; JKAHPOBO-
nu(pdepeHIUPYIOINE TPU3HAKA

Bricokas cTenenb N3MEeHUYNBOCTY TPASUIIMOHHBIX II€CEHHBIX NMIIPOBU3AINii, OTCYTCTBHIE
YCTOMUYMBBIX, IIOBTOPAEMBIX TEKCTOB OCJIOMKHSIET IONCK TeX OCHOBAHUH B YCTHOM TBOPUECTBE
KopeHHBIX HapomoB CeBepa, HasbIBaeMOM 37eCh MPe@OTbKIOPOM, ONUPAACH HA KOTOPHIE
MOJKHO OBLJIO OBbI aHAJIUTUYECKHU X YIIOPAA0UYNBATD U KJIACCUPUITUPOBATH. AOCOJIIOTHOE TIpe-
obJiafaHVe B JUPUYECKOM TBOPUECTBE STUX HAPOMAOB JUUHBIX W POJOBBIX IIECEH M OTKA3 OT
TPaKTUKU CBOOOJHOM TIepelaul TeCHU OT OTHOTO JIUIA K APYTOMY JeJIaf0T ITPo0JIeMaTUIHbI-
MU IJISI UCCJIeLOBATEJA MONBITKY BBISBJIEHUA KAaHPOBO-IU(P(hHEePeHIIUPYIOIINX IPU3HAKOB,
aHAJIOTUYHBIX TeM, KOTOPbIe 00HAPYKUBAIOTCSA B KJaaccuuecKoM (osrbkaope. Tem He MeHee,
B IeHCTBUTEJILHOCTH COOTHOIIEHNEe KOJJIEKTHBHOIO M MHIWNBUAYAJIBLHOTO, cCOUeTaHUe Iud-
(hepeHTTUPYIOMNX W WHTETPUPYIONINX TPUIHAKOB OKa3bIBaeTCA B MPe(OIIbKIOPE CTOJD JKe
PaBHOBECHBIM, KaK M B KJjaccuuecKoM (oJbKjaope. HecTabuabHOCT, MMITPOBU3AIMOHHOMN
MMeCeHHOM CTUXNH, KAKYIHNecsa CBOOOHBIMIY IPUHIIAIIBEI MeJIOAU3AIUY He PUPMYEMbIX CJIO-
BECHBIX T€KCTOB KOMIIEHCUPYIOTCA OTPAHUUYEHHOCTBHIO UCIIOJIb3YEeMBbIX COCTABJISIONINX OCHO-
BY UMITPOBU3AIMY MeJOJMNUYECKUX IOIEBOK U MCUEPIIAEMOCTHIO CIOXKETOB, COCTABJIAIOIIIX
WX CJIOBECHYIO TKaHb. IlepeceueHre MHANBUAYAJIbHBIX (POMOBBIX) MEJIOANUYECKUX U JUUHBIX
CIOJKETHBIX IATTEPHOB TAKWX MMIPOBU3AIUI C OOIIepPACIIPOCTPAHEHHBIM «CTPOUTEIbHBIM
MaTepuaaoM» IJId TaKUX MATTePHOB (3KECTKO OrpaHMUYeHHOTo Habopa IOIeBOK U (hopMy.I,
MCIIOJIb3YEeMbIX IJIA CBOOOMAHOM MMIIPOBU3AIINN), a TaKyKe OOINeIPUHATAS OTPAHUYEHHOCTD
TIepevHs CI0JKeTOB, K KOTOPBLIM IIPUHATO 00paIiaThCcs B IeCHe, — BCe 9TO JaeT MCCIeL0BATEIIIO
BO3MOKHOCTH COBMEIIATh JABe MepeceKamIuecs IJI0CKOCTY KIacCu(uKaIui, oaHa U3 KOTo-
PBIX OPMEHTHPOBAaHA Ha Jioell (Ha aBTOPOB-UCIIOJIHUTEJEI), a Apyrad Ha colepKaTeJbHbIe U
MeJIofnYecKre IPUHITNBI, JeKallllie B OCHOBE TeCeHHBIX NMIIPOBU3AIUHA.

Bulgakova Tatiana Diomidovna,
Doctor of Cultural Studies, Professor of the Department of Ethnocultural Studies
at the A. I. Herzen Russian State Pedagogical University

Classification of song improvisations in the traditional culture
of the indigenous peoples of the North

Keywords: song folklore of the peoples of the North; improvisation; genre-differentiating
features

The high degree of variability of traditional song improvisations and the lack of stable,
repetitive songs make it difficult to find those foundations (called pre-folklore here) in
the oral creativity of the indigenous peoples of the North that could serve as a basis for
classification. The absolute predominance of personal and clan songs in the lyrical works of
these peoples and the rejection of the practice of freely transmitting songs from one person
to another make it difficult for the researcher to identify genre-differentiating features
similar to those found in classical folklore. Nevertheless, in reality, the ratio of collective
and individual, the combination of differentiating and integrating features turns out to be
as balanced in pre-folklore as in classical folklore. The instability of the improvisational
song element, the seemingly free principles of melodicization of non-rhyming verbal texts
are compensated by the limited use of melodic patterns that form the basis of improvisation,
and exhaustive plots that make up their verbal “fabric”. The intersection of individual
(generic) melodic and personal plot patterns of such improvisations with the common
“building material” for such patterns (a strictly limited set of songs and formulas used for
free improvisation), as well as the generally accepted limitations of the list of plots that
are usually referenced in a song — all this gives the researcher the opportunity to combine
two overlapping planes of classification, one of them is focused on people (on authors and
performers), and the other is on the meaningful and melodic principles underlying song
improvisations.
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BacuareBa Eixena EBrenreBHa
KaHINUAT NCKYCCTBOBEIEHU S,
moreuT CaukT-IleTepOypPrcKoro rocyfapCTBEHHOIO NHCTUTYTA KYJIbBTYPhI

Cuuraaka: KJII04 K UTPe ¥ IIeCeHHOH KYJIbType

Katouesvle cao068a: NeTCKasd CUNTAJIKA, MHTOHAIIMOHHBIN KO, 3ByKOBasd UI'Pa, MHTOHAI[MOHHAS
MOJeJIb

Mup mercTBa u riiaBHaA (popMa ero OLITHA — UI'pa — oueBHIeH U 3HakoM. OH ecTh B ITaMsA-
TH, MATEPUHCKOM OIILITE, HAOJIOMEeHUAX, 3anucsax. Ho Ipu Bcell SCHOCTH W OPTaHUYHOCTU
OH IIOJIOH 3arafoK: BOJIIIeOHbBIE CJI0BA, BAPYT CKJIALBIBAIOIINECT PUTMHUUECKIIE CTPYKTYPHI,
aJITI03UN K 00PAZOBBIM (popMaM M MU(POJIOTUUECKOMY CO3HAHUIO. [ JIaBHAA 3aragka W Taii-
Ha — MTHTOHAIIMOHHOE II0JIe, B KOTOPOM BO3HUKAaeT CBOOOIHOE ITPosaBIeHue rojioca. Cuntaaiku
TPYAHO 3a(UKCHUPOBATh B IOJIHOTE OEHCTBUS, JKECcTa, 3ByKa, 3HAUEHUSA CJOB. ITO IIOUBA,
M3 KOTOPOII BhIpacTaeT MHOToe. HTOHAIIMOHHLIN KOJ ABJAETCS I'JIABHOI HOOBIUEN yuuTe-
ada. TaJaHTINBBIE YUUTEIN, a3apTHBIE YUeHNKHU JIETKO OBJIAEeBAIOT 3TON 3BYKOBOII UIPOIA.
W3 Hee MOIKHO U3BJIEYb II0Jb3Y AJIA IIpoIecca 00yUeHMsI, BaXKHO, YTOOBI AUAaKTUUECKaS MO-
IeJb He MOoAMeHsIa co00ii MIUP CBOOOSHOrO BOSHUKHOBEHUSA TEKCTOB. KaK «MUTIpPOBOM CUET»
He paBeH apudmMeTHKe, TaK U MHTOHAITIMOHHBIA KOJ CUNTAJNIOK JAJEK OT IIOBTOPSIEMbBIX MEJIO-
IUH ¥ BOKAJbHO-IIPABUJILHOTO IIeHusA. TaJlaHTINBEINA Hefaror B 3BYKOBOM HUI'Pe yJIaBJIMBAET
MHTOHAIIMOHHLIE MOJEJMN, COOTHOCUT UX C JaJOMEeJOSUUYECKUMU AJPaMU MeJIOTUKN KaJleH-
Iapsd U BeJeT K 0oJiee CJI0MKHBIM 1 0eCKOHEUHO CBA3aHHBIM MEKy COO0M IIeCeHHBIM (popMaM.

Vasilyeva Elena Evgenievna,
PhD in Art History,
Associate Professor, St. Petersburg State Institute of Culture

Schitalka: the key to game and song culture
Keywords: children’s counting game, intonation code, sound game, intonation model

The meaning of childhood and the main form of its existence — play — is obvious and
familiar. It is in the memory, maternal experience, observations, records. But for all its
clarity and organicity, it is full of mysteries: magic words, suddenly developing rhythmic
structures, allusions to ritual forms and mythological consciousness. The main mystery and
mystery is the intonation field, in which the free expression of the voice arises. Counting
is difficult to capture in the entirety of an action, gesture, sound, or the meaning of words.
This is the soil from which many things grow. The intonation code is the teacher’s main
prey. Talented teachers and gambling students can easily master this sound game. It can
be used for the learning process, it is important that the didactic model does not replace the
world of free text generation. Just as the “game score” is not equal to arithmetic, so the
intonation code of the counting machines is far from repetitive melodies and vocally correct
singing. A talented teacher captures intonation patternsin the sound game, correlates them
with the melodic cores of the melodic calendar and leads to more complex and infinitely
interconnected song forms.
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I'a6uconua Tama3z AMupaHOBUY,
moxTop Hayk (PhD),
AcconuupoBanubIit mpodeccop I'ocymapcTBernHoro yuuBepcutera um. Masu YaBuaBaase

AnprepHaTUBHBIE (PYHKIMH B IPY3MHCKON TPATUIIUOHHON MYy3bIKe

Kawuesvie cosa: ATbTepHATUBHBIN U e IMHOMBICIIEHHBIN TBOPUECKUH IIpOIlece, JULep,
OIMIOHEHT 1 AaKKOMIIaHIATOP

l'emepupoBaHue IUBEPTeHTHBIX MPEANOJIOMKEHUN OTHOCUTENHLHO 9TanoB (hOPMUPOBAHUS
MHOTOTOJIOCUSI TPY3UHCKOM TPAaAUITMOHHON MeCHU U IIePKOBHOTO IIeCHOIEHUA II0-TIPEeKHEMY
He TepAeT aKTyaJbHOCTH. B 9TOM OTHOIIIEHUY MbI 00pAaTUM BHUMAaHME HA CYIITHOCTb MHOTOTO-
JIOCUS He KaK «BMECTEe3BYYHOCTH», a KaK «HeOTHOPYHKIIMOHAJIBLHOCTU » , ITyCTh JaKe BbIpa-
JKeHHOU B yepeNoBaHUM. 3IeCh HAC, IIPEJKIe BCero, MHTepecyeT CO3UAAI0IIasa eJUHYIO MBICJIb
¥ aJbTePHATUBHAS B3aMOCBA3D ABYX CTOPOH (10 3eMI[IOBCKOMY — AUA(OHUI 1 aHTU(POHUS).
B mpocTpaHCcTBe TPY3UHCKOM TPATUIITMOHHON MY3bIKU 9TOT AUAJIOT B OCHOBHOM BOILJIOIIAETCS
KOMOMHAIIEeH TpeX akTOPOB: JIUAEP, OIIIIOHEHT U aKKOMITAaHUATOP.

AbTepHATUBHBIN U € TMHOMBICJIEHHBII TBOPUECK U ITPOIIeCC B OOJIBIITMHCTBE CIYUYaeB COCY-
IIIEeCTBYeT, U PeIKO ObIBAET, YUTOOBI OV H 13 HUX OBbLJI BRIIBUHYTHaIepeHuii aaH. [lepeuncaum
HEeKOTOphIe Takue TBopuecKkue meTobl: 1. Cocrsizanue; 2. [lonosrHeHe, 3aBepIIeHE MBICIHT
(MHTOHAIIMA «IIPU3LIBA-TOATBEeP ;KAeHUA»); 3. CuMmmerpusa; 4. IlapamruHeaabHOCTh (KOHT-
pacTHOe TojocoBenenue); 5. Cmena augepa («OTHATHE» (PYHKIMOHAIBLHON WHUIIMATUBEI);
6. UpeamepHoe «ykpaiienue» jgunepa; 7. MaauddepeHTHBIN KoHTpacT (OCTUHATO, HE3aBU-
CUMBIN OypAOH — «wemxmobapu»); 8. Pennmuka aqunepy («I'adadsaxuau»).

AnbTepHaTUBHYIO QYHKIIUIO UMEIOT U TapMOHUYECKHe QYHKIIUY, B YACTHOCTUA TaPMOHU-
YyecKue CTYIeHU, OTCTOAIME Ha CEeKYHAY, TePIUIO Uau KBapTy. Takike B I0JJOOHOM acIeK-
Te MOKHO IIOMBICJIUTD YepeaoBaHre IYHKTUPHBIX U CHUHKOINUECKIX PUTMUUYECKUX QUTYDP B
BOCTOUYHO-TPY3WHCKUX TAHIEBAJIbHBIX ITIECHAX.

B rpysuHCKOM IIepKOBHOM MECHOIIEHUU aJbTEePHATUBHBIE (PYHKIIMU SBHO MMEIOT BTOPO-
CTeIeHHOe 3HaueHUe II0 CPAaBHEHUIO C Mapajljie;ibHBIM I'0OJIOCOBEIEHNEeM, UTO COOTBETCTBYET
OCHOBOTOJIATAIOIEMY TPUHIIUITY 3CTETUKYU MEeCHONEeHUS, U UMEHHO 3TOT (PaKTOp SABJISETCS
TJIAaBHBIM OTJIMUMEM €€ OT HapOHOU IIeCHMU.

Gabisonia Tamaz Amiranovich,
Doctor of Science (PhD),
Associate Professor at the State University named after Ilya Chavchavadze

Alternative functions in Georgian traditional Music
Keywords: Alternative and single-minded creative process, leader, opponent and accompanist

The presentation conveys the author’s views on the creative method present in Georgian
folk song and church chant, which involves a principle based on the alternative develop-
ment of musical thought. Several creative processes are examined, conditioned by the mo-
tif of competition or dialogue among three main actors — the leader, the opponent, and the
accompanist. An opinion is expressed regarding the differing positions of Georgian folk
music and church chant toward alternative musical development.
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I'masynosa Hauna HurmartoBHa,

KaHIUIAT NCKYCCTBOBEIEHU s, Ipodeccop,

CTapIINi HAYyYHBIN COTPYAHUK ceKTopa (hoabKopa PoccuiicKoro mHCTUTYTa NCTOPUU UCKYCCTB,
3aCay KeHHbBIU neATesb UCKyccTB TypkMeHUCTaHA

ITosgpaBuTe IbHBbIE KaJ€HIaPHBIE MECHN KAK KYJIbTyPHASI YHUBEPCAJIUSI

Kaiouesvle cao8a: KyabTypHASA IaMATh, KAJeHAAPHbIE IIECHN, KOJIAJ0OBaHIEe, XPUCTUAHCTBO,
ucaam, llearpanbuaa Asus, HoBpyas

IMens moksama — BHIABIEHUE CIEMU(MUKN 1 TUIOJOTHUECKON OOITHOCTHU MO3IPABUTEb-
HBIX KaJIeHJAaPHBIX ITeceH HaponoB IlenTpanbHoil A3um, HanboJsiee IPEBHUX IO CBOUM HCTO-
KaM, Ha IPOTAKEHNY BEKOB MO UITMPOBAHHBIX, HO COXPAHUBIIINX KJIOUEBbIE DJIEMEHTHI.
deHOMEH MO3IPAaBUTEJILHOTO KAJEHAAPHOTO PUTyaJia HAMU HCCJIeNyeTcAd KaK KYJbTypPHAad
yHUBepcaausd, UMeoas MHOKECTBO peajusaluii B KyJIbTYypax HapOJOB Peruoma, McioBe-
IYIOIUX XPUCTUAHCTBO U MUCJaM. BIumsaHMe XPUCTUAHCKOM PEeJIUTUU B cTpaHax Biam:xHero
u Cpenuero BocToka coxpaHAJJI0OCh U B 9II0XY TocmoacTBa ucaama. Tak, B Hauasue X1 B. Besu-
Kuil xopeamuiickuii yuenbiit X—XI BB. A0y-Patixan an-BupyHu oTMeuas MHOTOUYMCJIEHHOCTD
xpuctuaH cpenu :xkureneir Cupuu, Upaka u Xopacana. K 334 r. oTHOCUTCS IepBOe YIIOMUHA-
Hue 0 MepBckoM enuckoncTBe. OrpoMHBIA MHTEPEC IIPeACcTaBIAeT onncanne bupyHu mpasa-
HUKAa OJHOM 13 XpucTtuaHcKkux oomue Xopeama: «(Mecsar) KamyH» mepBoe ero 4mcjo — Ia-
maTts CB. Bacunus: sro mpasaauk an-Kanampac <...> 3uauenmne (cioBo) Kamanmac <...> “Ila
oymer 6siaro”. B aToT meHBb cobuparoTca geTu (COOCTBEHHO MaJIbUMKM) XPUCTHAH, 00XOLAT
IoMa U KpUJar “KajiaHjgac, KaJaHaac” BRICOKMMU I'OJIOCAMHU Ha OIpeieIeHHYIO MeJoanio. 3a
9TO B KaKJIOM JBOPE IIOJydYaloT OHHM YUTO-TO M3 IHUIMKU W 4dalrny BuHa». O0bIuail 060xoma ABO-
POB C UCIIOJTHEHUEM IIECEH MU PEUUTATUBHBIX (hOPMYJI, 3aBEPIIAIOIINICA ITOJIyUYeHUEM /1A~
POB MPAaKTUKOBAJICS CPeA STHOCOB Pa3JINUYHOT0 BEPOUCIIOBEaHNA 1 ObLII N3BECTEeH Hapoaam
Henrpansuoit u I[lepenueiit Asuu. IlosgpaBuTeabHBIE TECHU, B KOTOPBIX TPeOYIOT BO3HATrpa-
IUTH 34 TPYI, IPOCAT OapaHa U 204 (MJIEMEHHOTO IIPOU3BOAUTESA CTAla) CBUAETEIBCTBYIOT O
CKOTOBOJUECKOM aHAaJIOTe arpapHOM KOJAAKU. TaKoU IIPUNeB B ITO3APABUTEIbHBIX IECHIX
COXPAaHWJICA MPAKTUYECKH Y BCEX TIOPKOSA3BIYHBIX HAPOIOB PETMOHA.

Glazunova Nailya Nigmatovna,

PhD in Art History,

Senior Researcher at the Folklore Sector of the Russian Institute of Art History,
Professor, Honored Artist of Turkmenistan

Greeting Calendar Songs as a Cultural Universal
Keywords: calendar songs, caroling, Christianity, Islam, Central Asia, Nowruz

The purpose of the report is to identify the specifics and typological generality of the
congratulatory calendar songs of the peoples of Central Asia, the most ancient in their
origins, modified over the centuries, but retaining key elements. We study the phenomenon
of the congratulatory calendar ritual as a cultural universal that has many realizations,
including in the traditional cultures of the peoples of the region professing Christianity
and Islam. The influence of the Christian religion in the countries of the Near and Middle
East persisted even during the era of Islamic domination. So, at the beginning of the XI
century. Abu Rayhan al-Biruni, the great Khorezm scholar of the 10th—11th centuries,
noted the large number of Christians among the inhabitants of Syria, Iraq and Khorasan.
The first mention of the bishopric of Merv dates back to 334. The description of Biruni, the
holiday of one of the Christian communities of Khorezm, is of great interest.: “(Month) Eve”
the first of its number is the memory of St. Vasily: this is the holiday of al-Qalandas <...>
Meaning (word) Qalandas <...> “May it be well.” On this day, Christian children (actually
boys) gather, go around the houses and shout “kalandas, kalandas” in high voices to a
certain tune. For this, they receive food and a cup of wine in each courtyard.”The custom
of going around courtyards singing songs or recitative formulas, culminating in receiving
gifts, was practiced among many peoples of various faiths and was known to the peoples of
Central Asia. These were festive rounds of courtyards and congratulatory songs, in which
they demand to be rewarded for their work, they ask for aram and a goch (breeding producer
of the herd), which indicates the cattle-breeding analogue of the agrarian Christmas carol.
This refrain in congratulatory songs has been preserved by almost all the Turkic-speaking
peoples of the region.
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I'puneBnu AHHa AleKcaHIpPOBHA,
KaHIuZAT (PUIOJOTUUYECKUX HAYK,
CTapINUil HAYUYHBIN coTpyauuK MHucTuryTa (putosorun Cudbupckoro Orgenenus PAH

AKycTHYecKHNe CUTHAJIBI U 3BYKOMOAPAKAHNA B BOCTOUHO-XAHTHINCKOM TPATHIINHU
(mo matepuajsam 3anuceii U. C. Comounna)

Kawouesvle c108a: BOCTOUHBIE XaHTHI, 3BYKOIIOAPAMKAHMS, (DOPMBI 3BBYKOBOM KOMMYHUKAI[UU
C JKMBOTHBIMU, PUTYAJIbHO-IIOBELeHUECKAA TP NI

JloKka IIOCBAIIEH ONMCAHUIO ITOJIEBBIX 3allnceil, caejdaHHBIX oT VMBana CremaHoBmua
ComoumHa — HOCHUTEJS BOCTOUHO-XAHTBIACKOM (TpoM-aramcKoii) Tpaauiinu. B omumchiBae-
MBI KOPIYC BXOAAT IBa TUIIA BOKAJbHBIX IPaKTuK: (1) 3BYyKOBbI€ CUTHAJIBI, aIpeCOBAHHbBIE
JTOMAIITHUM KHUBOTHBIM, IIPE’KIe Bcero cobakaM 1 oJieHsaM; (2) 3ByKOomoApasKaHUs rojocaM
IVKUX IITUIl U 3Bepeli, MCII0Jb3yeMble BO BPeMSA OXOTHI, a TaK:Ke NJIsA IPUBJIEUEHUS WU
yCIIOKOeHUus KUBOTHOTO. Ilesb MOKIama — ommcaTh CUCTEMY BOKAJBHBIX CUTHAJOB M pac-
CMOTPETh MX KaK YacTb OoJiee IMTMPOKON KOMMYHUKATUBHOW M PUTYaJbHO-TIOBEIEHUYECKON
TPaAUIINN BOCTOUHBIX XaHTOB. Ocoboe BHIMAaHMe YAeJAIeTCA cIiocodaM MOAYIAIIUY T'0Jioca,
aKyCTHUUECKUM XapaKTePUCTUKAM OTAeJbHBIX CUTHAJIOB U UX ITPAarMaTUYeCKuM (QYyHKITAIM.
WccrnenoBanme onupaeTcs Ha IMTOAXO0AbI STHOJIUHTBUCTUKY, AHTPOIIOJOTUY 3ByKA U CEMUOTHU-
KM OXOTHUYBUX IPAaKTUK. B paboTe yUUTHIBAIOTCA HapajieJd B TPAAUIINAX KOPEHHBIX Ha-
ponoB Cubupu n CeBepHOT AMEPUKH, T/le aHAJIOTUYHBIE ()OPMBI 3BYKOBO KOMMYHUKAIIUH C
SKMBOTHBIMMU OITMCAHBI KaK 3JIEMEHTHI TPAAUIIMOHHON 9KOJIOTUY SHAHWM.

IIpencraBieHHbBIC 3aIIMCU IIO3BOJIAIOT PACCMATPUBATL BOKAJbHBIE CUTHAJIBI He KaK M30-
JUPOBaHHBIE JIEMEHTHI, & KAK YaCTb CJI0KHOM CHCTEeMbI B3AMOJEHCTBUS UeJIOBEeKa C IpPU-
POIHOM cpenoii, OCHOBAHHOI Ha HAOJIOAEHNN, HOIPAKAHNY 11 YCTAHOBJIEHUN CUTYaTUBHOTO
KOHTaKTa C JKUBOTHBIM.

Grinevich Anna Alexandrovna,

Candidate of Philological Sciences,

Senior Researcher at the Institute of Philology of the Siberian Branch
of the Russian Academy of Sciences

Acoustic signals and onomatopoeia in the Eastern Khanty tradition
(based on recordings by I. S. Sopochin)

Keywords: Eastern Khanty, onomatopoeia, forms of sound communication with animals,
ritual-behavioral tradition

The paper is based on field recordings made from Ivan Stepanovich Sopocin, a bearer
of the Eastern Khanty (Trom-agan) tradition. The collected material includes two types
of vocal practices: (1) acoustic signals addressed to domestic animals, primarily dogs and
reindeer; and (2) imitations of wild birds and animals used during hunting to attract, calm,
or locate the target.

The aim of the presentation is to describe the system of these vocal signals and to analyze
them as part of a broader communicative and ethnoecological tradition of the Eastern
Khanty. Special attention is paid to voice modulation techniques, acoustic features, and the
pragmatic functions of individual signals. The research draws on ethnolinguistics, sound
anthropology, and the semiotics of hunting practices, with references to parallel traditions
among Indigenous peoples of Siberia and North America, where similar animal-related
vocal communication has been documented.

Therecordingsdemonstrate that these signals constitute acoherentsystem of interaction
between humans and animals, grounded in embodied knowledge, attentive observation, and
situational communication within the natural environment.
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sKopnanua Hocudp MungneBuu,

JIOKTOD UCKYCCTBOBEJEHU,

IToueTHsI# coTpyAHUK MelbO0YPHCKOTO YHUBEPCUTETA,
Axanemuk Akagemuu HayK ['pysun

I/ICTOPPIH geJIoBeuYeCKOro MHOIroro/JaoCcusa

Katoueavie cnosa: monuoHNA, PA3JINUYHbIE MOAEIY BOSHUKHOBEHU IMTOJIN(MOHNH,
MIPOUCXOXKIeHIE PeUr 1 PacIIPOCTPaHeHNe TOJTU(OHUT

B nmokisame OyzeT mpencraBiaeH 0030p OCHOBHBIX MCTOPUYECKUX M TEOPETUYECKUX MOM-
XOJIOB K IIpo0JieMe IIPOMCXOKAEHNA MHOTOT0JIOCHUSA — OT CPeJHEBEKOBOU MY3bIKAJIbHOM TEO-
pHUU IO COBPeMEeHHOM dBOJIIOIIMOHHOM My3bIKojoruu. Ha npoTsakeHnu BeKOB MHOT'OT'0JIOCHE
WHTEPIPETUPOBAJIOCH IIPENMYIIECTBEHHO B PaMKaX €BPONOIEHTPUCTCKUX M HOTAIIMOHHO-
OPMEHTUPOBAHHBIX MOJieJell, B KOTOPBIX OHO PAacCMAaTPUBAJIOCH KAaK MCKYCCTBEHHBIA IIPO-
OVKT yueHOU Tpazunuu 3amnaza. CpegHeBeKOBBIe TEOPETHKHU, ONMPASACh Ha OOSIUAHCKYIO
YUCJIOBYI0 KOHIIEIIIIUIO KOHCOHAHCA, MBICJANJIN MHOTOT0JIOCHE KaK PAIlMOHAJIBHO CKOHCTDPY-
UPOBaHHBIN (DeHOMEH, He 3a/laBasdch BOIIPOCAMU €TI0 COIIUMAJIBHOTO MJIU aHTPOIIOJOTUYECKO-
ro npoucxoxgeHusa. B smoxy Peneccanca u nmosutususMma XIX Beka sTa nepcleKTHBa yCU-
JnJach, a HaJau4ue HOTAIUU CTAJI0 OCHOBHBIM KPUTEPUEM HCTOPUYECKOTO CYIlleCTBOBAHUSA
noaudoHuun.

CraHOBJIeHVE CPAaBHUTEJBHOTO MY3BIKOBENEHUSA M d3THOMY3BIKOJIOTUU B XX BeKe pajau-
KaJbHO PACIIMPUJIIO SMINPUUYECKYIO 0as3y McCCieOBaHUs, BHIABUB IIIMPOKOE PacIpoCTpaHe-
HUe MHOTOT'OJIOCHBIX IIPAKTHUK 3a IpefesamMu EBPOIBLI 1 TOCTABUB IO/ COMHEHNe JIUHeHbIe
SBOJIIOIIMOHHBIE MOJIEJIN «OT MOHOAUY K TOJU(MOHUU » . ABTOD yeaseT oco00oe BHUMaHUE 9BO-
JIIOIMOHHON MOJeJN IIPOUCXOKAEeHUA MHOI'OT0JIOCHA, paccMaTpUBaloIell IPYyIIIOBOe IeHNe
KaK aJallTUBHYIO ()OPMY BOKAJIbHON KOMMYHUKAIIUY, BOSHUKIIIYIO 10 YJeHOpas3AebHOU peun
W CBASAHHYIO C OOOPOHUTEJHHBIMU CTPATETUSAMU PAaHHWUX roMuHUH. IIpemyaraerca mHTED-
mpeTanyus HePpaBHOMEDPHOTO COBPEMEHHOT'O pacIpeiesIeHUs MHOTOTOJIOCHBIX TPaJuIUi KakK
CJIEICTBUSA aCUHXPOHHOTO IIepPeXo/a Pa3JIMYHBIX UEeJIOBEUECKUX IONMYJIAINUN K BepOaabHOM
peuu. Pabora opmysupyer npoBepseMble IPeICKa3auua U IOJUEePKUBAET HEOOXOJMMOCTD
0CBOOOKIEHUS UCCTIELOBAHNI TPOUCKOMKIEHNA MY3bIKY OT UAE0JIOTUUECKUX OTPaHNUYEeHU .

Jordania Iosif Mindievich,

Doctor of Art History,

Honorary Fellow of the University of Melbourne,
Academician of the Georgian Academy of Sciences

The History of human polyphony

Keywords: polyphony; different models of origins of polyphony; speech origins and polyphony
distribution

Thisreportreviews major historical approachestotheorigin of polyphony, from medieval
music theory to contemporary ethnomusicology and evolutionary models. It argues that
Western scholarship long treated polyphony as a notational and intellectual invention of
Europe, marginalizing oral and non-European traditions. Drawing on comparative and
evolutionary perspectives, the author presents a model in which polyphonic group singing
predates articulated speech and functioned as an adaptive strategy linked to early human
communication and defense. The uneven global distribution of polyphonic traditions is
interpreted as a consequence of asynchronous transitions to verbal language in different
human populations, leading to testable predictions across linguistics and cognitive
development.
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Hcemarunora Exarepuna Uropesna

KaHIUAAT UCKYCCTBOBELEHN,

CTapIIui HayYHBIN COTPYLHUK ceKTopa (hoabkiopa HapomoB Cubupu
NucturyTa humonoruu Cubupckoro oraesnenusa Poccuiickoiit AkageMuy HayK

MacaeHuYHbIE IECHU YyBalllel B YCJIOBUAX MOJIUITHHUECKOro CHOMPCKOTO pernoHa

Katouesvle cnosa: MacieHUUHBIE IECHU, IeCeHHBIN (DOJIbKJIOP wyBalteit Cubupu, ayBallicKue
0auThl, KaJeHJapHbIe IeCHU YyBAIllel, My3bIKAJbHBIN (DOJBKJIOD CUOMPCKUX IIePEeCesIeHIIeB

YysaIllckue mepeceieHIbl, IposKuBasd ¢ Hauaia X X Beka B Cubupu B TECHOM COCEICTBE C
WHBIMHU 3THOCAMH (IIPEMMYIIeCTBEHHO C PYCCKUMHU, a TaKsKe ¢ 6eJopycaMu, MOPABOI, 3bIPS-
HaMM, XaKacaMu U Jp.), CTapaJich COXPAHUTL CBOU Tpasulni. K HUM OTHOCUTCS IPa3gHO-
BaHue MacJyeHuIbl, KoTopad y uysaieil Cuoupu IporcXoauJo BILIOTE 10 cepeauubl XX B.
(KaTaHuA IO JepeBHe Ha JIOIIaAAX B YKPAIIEHHBIX CAHAX, M'OCTEBAHUA B JOMAaX POJCTBEH-
HUKOB, «CIleIHaJIbHbIe IIeCHU»). VICIOJMHUTeNbHHUIILI OoJiee cTapiinero moxojenus (1920—
1930-x r.p.) CBUAETEIBCTBYIOT, UTO BO BpeMA KaTaHMUA Ha CAHAX IeJNCHh TPAAUIIMOHHBIE
KPaTKOCIOJKEeTHbIe MacJeHNUHbIe IIeCHU ¢d8apHU 0ppu. B X TeKcTax riiaBeHCTBYeT Mpas/i-
HUYHOE PaJIOCTHOE HaCTPOEHUE, BOCIIEBAIOTCS MOJIOIOCTD, YAAJb HapHel 1 KpacoTa JeByIIeK.
MysbIKaibHasa OpTaHu3anus cA6APHU I0ppU OTIUpaeTcsa Ha 3aKOHOMEPHOCTU TPaAUITMOHHOMN
YyBAIIICKON MEeCeHHOCTU (IBYX-TPEXCTPOUHbIE CTPO(PEI, KBAHTUTATUBHASI PUTMUYECKASI Op-
raHu3alnsd, PasHooOpas3Hble peaans3alliil IIeHTATOHHOM JIagoBOM OCHOBBI). HocHTeIbHUIIEI
TPagUIINH CAeAyINuX moKkoaeHu# (1940—-1950-x r.p.) cunuTaoT, YTO BO BpeMs HIpas3gHOBAa-
Husa MacJaeHUIIbI MOTJIN IeThCA «Pa3Hble IIECHN » , M UyBAIIICKIE, U PyCCKUe (B TOM YHcJIe Imec-
Hu XX Beka). Tak, JocTaTOYHO IMTMPOKOe pacipocTpaHenue B Cubupu morydmiia dyBalicKas
mecHs ¢ 6aJTagHBIM cofiepranueM (Oaum) o neBymike Hacte, KoTopas morubjia BO BpeMs Mac-
JIeHUYHLIX TI'yJAHNl. B HacTodAIee BpeMs CUOMPCKIIe UyBAIllX YBEPEHEI B IPUHALJIEKHOCTH
9TOH IIeCHU MMEHHO K MAaCJeHNYHBIM IIeCHIM TOJBLKO MCXOIA 13 yIoMUHAHNA MacaeHuIbl
B CIOJKeTe. ITOT JKe TEeKCT TaKyKe MOT MCIIOJHATHCA Ha HalleB CUOMPCKOM TIOPEMHOM IIecHH’
PYCCKOTO IIpomcxokAeHus «lameko B ctpane UpKyTCcKoi» . HameBbI IeceH ¢ 3TUM CIOKETOM
MOJKHO OTHECTU K HOBOMY MYS3BIKAQJIbHOMY CTHUJIIO B UYBAIICKOMN MEeCEeHHOMW TPamWITUU, IJI
KOTOPOT0 XapaKTepPHbI UYeTLIPEXCTPOUHbIe cTpo(druuecKue (POPMBI, PeryJspHasd aKIleHTHasd
PUTMHKA, JUATOHNYECKAS JIaf0Bas OPraHM3alusa B COUeTAHUY C AaHT€eMUTOHHBIMI MHTOHA-
IMUOHHBIMU 000POTaAMH.

Ismagilova Ekaterina Igorevna,

PhD in Art History,

Senior Researcher at the Folklore Sector of the Peoples

of Siberia Institute of Philology of the Siberian Branch of the Russian Academy of Sciences

Shrovetide songs of the Chuvash in a multiethnic Siberian region

Keywords: Maslenitsa songs, song folklore of the Chuvash people of Siberia, Chuvash jokes,
calendar songs of the Chuvash people, musical folklore of the Siberian settlers.

The Chuvash immigrants living in Siberia in close proximity to other ethnic groups
(mainly Russians, but also Belarusians, Mordvins, Zyryans, Khakas, etc.) tried to preserve
their folk traditions. Among them is Shrovetide, which was preserved in the Chuvash-
Siberian settlements in the middle of the 20th century, but by the beginning of the 21st
century, only memoriesremained of these calendar rituals. Old singers (borninthe 1920sand
1930s) testify that Shrovetide songs (chavarni jurri) were sung while sledding. Their texts
are dominated by images of festive, joyful sleigh rides for young people, as well as praising
the youth and prowess of young men and the beauty of young women. Young women (born
in the 1940s and 1950s) who adhere to this tradition believe that during the celebration
of Shrovetide, one can sing “different songs”, both Chuvash and Russian. Among them is
a fairly common song in Siberia, similar to a ballad, about a girl named Nastya, who was
killed during the Shrovetide festivities. Today, Siberian Chuvash people believe that this
song belongs to the Shrovetide tradition only because of its plot. Short Shrovetide songs are
traditional Chuvash melodies with a quantitative rhythmic structure and a pentatonic fret
base. In the ballad (bayt) about Nastya, there are chants that follow later stylistic patterns
(accented rhythms, a fret structure close to major-minor). In addition, traditional chants
belonging to different Chuvash musical dialects have their own characteristic features.



26

Hosanosuu Erena Jlro6oMupoBHa

JOKTOD 9THOMYS3BIKOJIOTHUH,

HAYUYHBI! COBETHUK, dTHOMY3BbIKOBe L MIHCTUTYTA MY3bIKOBEIeHU S
CepOcKoit akageMuu HaYK 1 UCKYCCTB

TpaaunnOHHbIE KOHIEIIUN O0yUYEeHU A U MPEenogaBaHUA:
«paccka3bplBaHUE HCTOPUIT» U «OT3ePKAJTNBAHUE»
B IIepegayde TPAANINOHHBIX meceH B CepOouu cerogusa

Kaiouesvle cao8a: IIPUKJIASHOE STHOMY3bIKOBEJeHIIe, MeAUAIUs, « PACCKA3bIBAHNe NCTOPUI» ,
«0T3epKaJIIBaHNE»,, CePOCKIe TPASUIINOHHBIE IECHU, 9TOC (DOJIBKJIOPHON TPAaAUIINH,
YHUBEPCAJINH.

B macTosIee BpemMs mIpoliecc N3yUEHU U ITpeliofaBaHuA TPAaAUIIUOHHBIX ITeceH B CepOouu
BCe Yallle HaXO0UTCS 10/l PYKOBOACTBOM ITIOCPEeAHUKOB (Meduamopos), Jreii, XOpoIio 3HAIO-
IUX IPeaMeT TPASUIIMOHHON MY3bIKH B IPAKTUYECKOM 1 TEOPETUUECKOM CMbICJIE 1 TOTOBBIX
B3ATH Ha ce0s OTBETCTBEHHOCTD 34 KAUECTBO IIepeJaul IIeceH, 3a X BhIXKMBAHIE U 3a 3aBOe-
BaHIe CBOET0 MeCTa B COBPeMEHHOM KYJIbTYPHOM KOHTEeKCTe. ITO paboTa B 00J1aCTU IPUKJIAI-
HOM 3THOMY3BIKOBeZeHUIO (applied ethnomusicology), Kak BO3BpallleHVE TPASUIIMOHHBIX
MoeJiei coobIecTBaM, KOTOPbIe UX Co3hanu, HO 3aTeM morepsanu (Pettan 1995; Jovanovic
2010) B YaCTHYHO MHCTUTYIMOHAIBHBIX U BHEMHCTUTYIIMOHATIHHBIX pamMKax (MoBaHoBHMu
2019).

MpbI cumTaeM, 4TO B CETOAHAIITHEM IIPOIlecce Iepefaun IIoCPeICTBOM Meduamopos HeobXxo-
IUMO 00eCIeUUTh YCIOBUSA, KOTOPbIe JOHOCAT [0 MoJiyuaTesaeii KOHTEeKCThI, B KOTOPBIX IIec-
HU KOT/[Ia-TO CO3JaBaJUCh U KUK, YTOOBI 00JIeTYUTD IIpollece uxX npuHATud. C aToii 1ebio,
KpoMe 00JIBIIIEeT0 ONIBITA II0JIeBOM PAadO0ThI, 0COOEHHO BAKHBIMHI CUMTAEM TPALUIIMOHHbBIE II0-
HATUA «PacCcKa3bIiBaHmUA ucrtopuii» (storytelling, mo: Benjamin 1969; Ramnarine 2014) u
«oT3epranuBauusa» (mirroring, Acharya u Shukla 2012; Paich 2021), npumensemMbie B KOH-
TEeKCTe MY3bIKAJbLHOTO HCIIOJHUTEIbCTBA B 9THOMY3bIKOBEIEHNN, IMOCKOJbKY HAa IIPOTIKe-
HUU BCEH MCTOPUU KYJIbTYPLI OHHI OLLIN HaJeKHBIM METOLOM IPHOOPeTe A SHAHNI 1 HABbI-
KoB. Teauc paboTHI 3aKJII0UYAETCA B TOM, UTO TAKUM 00pa3oM TPASUIIMOHHBIE MY3bIKAJIbHbBIE
2JI€MEHTHI, XapaKTep U 9TocC (cepOCKMX) HAPOAHBIX eCeH MIPUHUMAIOTCA U BOCIPOU3BOAATCS
KaK YacThb MUPOBOT0 KYJbTYPHOTO HACJIEANA C YHUBEPCATbHBIMHU dJIeMEHTaMMU.

Elena Lyubomirovna Jovanovic,
Doctor of Ethnomusicology, Scientific Adviser, Ethnomusicologist
at the Institute of Musicology of the Serbian Academy of Sciences and Arts

Traditional concepts of learning and teaching:
“telling stories” and “mirroring” in the transmission
of traditional songs in Serbia today

Keywords: applied ethnomusicology, mediation, storytelling, mirroring, Serbian traditional
songs, ethos of folk tradition, universals.

The process of learning and teaching traditional songs in Serbia nowadays is generally led
by mediators, for the sake of the songs’ survival and their place in modern cultural contexts. It
is about practical work in the field of applied ethnomusicology, as the return of the traditional
patterns to the communities which once created them, and later on lost them in partly
institutional and non-institutional frames.

With the ain to provide conditions so that the original contexts of the songs would be more
familiar to the receivers, we consider particularly significant traditional concepts of storytelling
and mirroringinthe context of musical performancein the sphere of ethnomusicology, asreliable
acquisition of knowledge methods throughout cultural history. In these ways traditional
musical features, characters and ethos of (Serbian) folk songs might be naturally received
and reproduced.
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Kany:xxuaurkoBa Tatssana IBaHOBHA,
IOKTOP MCKYCCTBOBEEHN, IIpodeccop,
3aCJYKeHHBIN JeATeb NCKyccTB P®, He3aBUCUMBIN UCCIeL0BATEIb

CpexHuii TOPpHO3aBOACKON ¥ pajl KAK 3By4alMil KOCMOC
B IIPEICTABJICHUAX PYCCKOT0 HaceJJeHuA (Ha MaTepuaJie mpegaHmii)

Knrouesvle cnosa: ropHO3aBOACKAA MU(MOJIOTUA; AaHCAMOJIN aKYCTUUECKOT0 KOLa
C IIPOCTPAaHCTBEHHBIM, IIEPCOHAXHBIM, aKIITMOHAJBbHBIM 1 TEMIIOPAJIBHBIM; OIIIIO3UIIUA IIEHNE —
aHTHUIIeHV e KaK 3BYKOBO€ BOILJIOIIIEHNE aHTUTE3bI «3TOT» MHUP — «TOT» MHUP

XoTsA B TPASUIIMOHHOM PYCCKOM KyJabType CpenHero ¥Ypaja y3KOJOKAJIbHBIE UYEePThI
mpeobamaioT Hal O0IeperuoHaJbHBIMU, B Hell AeHCTBYIOT M MHTErPUPYIOINe (PaKTOPHI.
BaskuelimuM 13 HUX ABJIAETCA 20PHO3A600CKaAA MUPONO2UA — KOMILJIEKC IIPeJCTaBIeHUN
00 ypaJIbCKOM TOPHOM YHHBepCcyMe KaK OCHOBA KaPTUHBI MUPAa, CUCTEMBbI IIEeHHOCTEH 1 IToBe-
JIeHUYeCKUX CTePEeOTHUIIOB MeCTHBIX sKuTesell. B craThbe paccmaTpuBaeTcsa akycmuieckuil Koo
TOPHO3aBOACKON MUQOJOTHM, KOTOPHIH CTPYKTYPUPYETCA MOCPEACTBOM AHTUTE3BI: «3TOT»
CBEeT / "KU3Hb — «TOT» CBET / CMEPTh. 3BYKOBOI KOJ B3BAUMOIECTBYET C APYTUMU CUMBOJITUE-
CKUMU A3BIKAMU, 00pas3ysa «aHcaM0byr» KOIOB, KOMILJIEKCHO XapaKTepu3yIoIrue pPas3JIndHbIe
acmeKThl MUposgaHus. Hambosee 3HAUYMMBI UeThbIpe TAKUX aHCaMOJIA, T'le aKyCTUUYEeCKUi
KoJ 00 beIuHAETCA C IPOCTPAHCTBEHHBIM, IEPCOHAMKHBIM, aKIITMOHAJIBLHBIM U TEMIIOPAJIbHBIM
Komamu. Ilo pesyiabTaTaMm mcciiegoBaHUsS CAeJIaH BBIBOJI O TOM, UTO I'JIaBHOM 3BYKOBOU aH-
TUHOMHUEHN B PACCMATPUBAEMOM MOJIeJIM MUPO3TaHUA ABIAETCA OIIO3UIUSI NeHUe — AHMU-
nernue. 3eMHOI aKyCTUUECKU KOMILJIEKC 00pas3yioT ()OJIbKJIOP U IIePKOBHAA MY3bIKA, I'/Te 10-
MUHHUPYET IeHle eCTeCTBeHHBIMU UeJIOBeUEeCKNMI IroJJocaMu. B IIoTycTOpoHHEM KOMILIEKCe

O6’be,III/IHHIOTCH MoOJIYaHnEe, KPUK, XO0X0T, CBUCT, IlJla4, XJIOITKY B JIaAJOIITH, 60[2MOTaHBe, QéB,

IIIYMOBBIE 3BVKHU, IIeHIe NHOMUPHBIX CYIIIECTB KaK 3BYKOBOEe 000POTHUUECTBO. ITH CPEACTBA
(hopMUpyIOT 3ByKOBOE TOBeJeHNe, KOTOpOoe 0003HAUEeHO TePMUHOM aHmuneHue. Bonpexku

TOMY, UTO B PA3HBIX MeCcTaxX n30paHHO TEPPUTOPUU HEKOTOPHIE TPEeACTABIEHU BADUPYIOT-
cd, TOPHO3aBOACKaA MU(OJOTUA COXPAHsIET cBoM 6a30BbIe acieKThl Ha BceM CpemgHem Y padie.
ITo cnocoOCTBYeT MHTErpanu MeCTHON (DOJBKJIOPHOU TPaAuINU U (POPMUPOBAHUIO BTHO-
KYJAbTYPHOUN UAEHTUUYHOCTY PYCCKOTO HACEJIEHUA.

Kaluzhnikova Tatiana Ivanovna,
Doctor of Art History, Professor, Honored Artist of the Russian Federation,
independent researcher

The Middle Mining-Industrial Urals as a Sonic Cosmos
in the Perceptions of the Russian Population (Based on Legends)

Keywords: mining and industrial mythology; ensembles of acoustic code with spatial,
character, action, and temporal dimensions; the singing—anti-singing opposition as the sonic
embodiment of the “this” world — “that” world antithesis

Although narrow local features prevail over general regional ones in the traditional
Russian culture of the Middle Urals, integrating factors are also at play within it. The
most important of these is the mining and industrial mythology — a complex of beliefs
about the Ural Mountain universe as the foundation of the local inhabitants’ worldview,
value system, and behavioral stereotypes. The article examines the acoustic code of mining
folklore, which is structured through antithesis: “this” world / life versus “that” world /
death. The sonic code interacts with other symbolic languages, forming ensembles of codes
that comprehensively characterize various aspects of the universe. The most significant are
four such ensembles, where the acoustic code merges with the spatial, personal, actional,
and temporal codes. The study concluded that the main sonic antinomy in the considered
model of the universe is the opposition of singing — anti-singing. The Earth’s acoustic
complex is formed by folklore and church music, where singing with natural human voices
dominates. In the otherworldly complex, silence, screaming, laughter, whistling, crying,

clapping, mumbling, roaring, noise sounds, and the singing of alien beings converge as a
form of sonic shapeshifting. These means shape a sonic behavior that is designated by the

term anti-singing. Despite variations in certain representations across different locations
within the chosen territory, mining folklore retains its fundamental aspects throughout
the Middle Urals. This contributes to the integration of local folklore tradition and the
formation of the ethno-cultural identity of the Russian population.
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Kepumora Taupa MamenoBHa,
KaHIUAAT UCKYCCTBOBEIEHN, TOIEHT,
HEe3aBUCUMBIH MCCIe0BaTEb

YemoBeK MY3UIIMPYIOIIUHA — YeJIOBEK HHTOHUPYIOIIUNA
M YeJIOBEK, Pa3MbINLISIONINNA 00 9K3NCTeHIIMOHAIBHOM POJIHN «ITBYMUPUI»
N. ". 3eM1IoBCKOrO0 B KyJbType

Katouesvle cao8a: IBYyMUPHOCTD, (DOJIBKJIOP, TPAAUIIIOHHOE NCKYCCTBO, CIleHa, BAOXHOBeHNE,
MEeHTAaJbHOE I0JIe, MHTOHNPOBaHNE, MY3bIKAJIbHAS TePaIlns

1. Brictynasa ma 90-i1erem o0uiee . M. 3eMIIOBCKOro, He MOT'y He HaYaTh C €TI0 POJIU B
MoOeli/Hallleil TBOpUYecKoli Omorpadguu u mobdjgarogapuTrh Haliero yuurteasd, MarTpa, Xomxa
3a IIJIOJLOTBOPHEBIE e, KOTOPbhIe BALOXHOBJISAIN, HAIPABJIAJIN €ro BEPHBIX IIOCJIeL0BaTe e,
JInuHo naa MeHs mHAeKcoM BrJaaza M. M. 3eMIIOBCKOrO SBJAJI0CH HOBATOPCTBO U CBOOOIA
MBINIJIEHNA, KOTOPbhIe PACKPEIOIIAI OT JOTOIIIHOI0 aKaJeMU3Ma, CIIOABUTAIN Ha CMeJIOCThD,
MIPU3BIBAJIN K «IIPUCTPAcTHOHN HayKe» (c. 123 AMC) n Habar0/IeHIIO 3a TEM, KaK « POKIaeTcs
MYy3bIKa BHOBb I BHOBD C KaXKJIbIM aKTOM BJOXHOBEHHOI'0 TBopuecTBa» (c. 123 AMC).

2. OcMmbIcaeHMe OnHOM 13 HOBBIX uaeir Y. Y. 3emmosckoro geuHunuu «bimundi» uiu
IBYMUPUS, BEIBOAUT HA IMOJUBEKTOPHOCTD 9TOT'0 eMKOI'0 IIOHATHS, 0XBATHIBAIOIIET0, Ha MO
B3TJISAM, TAKNe ABJIEHISI KYJIbTYPhI, KaK PA3HOBUIHOCTHU CI[eHIUECKOT'0 NICKYCCTBA, MATEPUH-
CKHIi, TOrpebaIbHBIN M BOGHHBIN (POJIBKJIOP.

3. ABTOp cocpemoTaunBaeT BHUMAHNE TaK)Ke HA BO3MOXKHOCTb PACKPBITHUS U O0BACHE-
HUS IIPU IIOMOIIM SIBJIEHUS ABYMHUPUS XOJNCTUUYECKOT0 d3PPeKTa MY3LIKAJIbHOH Tepaluniu.
MecTOM I€JIUTEJIbHOT'O COIPUKOCHOBEHNA 1 BEICTPANBAHNS Pe30HAHCHBIX BUOpAIii, ABJI-
eTCs MEeHTAaJIbHOE TeJIO UYeJIOBeKa — IPEeAIIOJIOMKUTEIbHBIA agpec homo musicans bimundi.

Kerimova Taira Mammadovna,
PhD in Art History, Associate Professor,
independent researcher

The Music-Making Human as an Intoning Human and as a Thinker Reflecting
on the Existential Role of I. I. Zemtsovsky’s “Bimundiality” in Culture

Keywords: bimundiality, folklore, traditional art, stage, inspiration, mental field, intoning,
music therapy

1. Speaking at the 90th anniversary of I. I. Zemtsovsky, I cannot but begin with his role
in my/our creative biography and thank our Teacher, Master, Hodge for fruitful ideas that
inspired and guided his faithful followers. For me personally, the index of I. I. Zemtsovsky’s
contribution was innovation and freedom of thought, which liberated me from meticulous
academicism, encouraged me to be bold, called for “biased science” (p. 123 AMC) and the
observation of how “music is born again and again with every act of inspired creativity”
(p. 123 AMC).

2. Reflection on one of I. I. Zemtsovsky’s newer ideas — the definition of bimundi, or bi-
mundiality — reveals the multivector nature of this capacious concept, which, in my view,
embraces such cultural phenomena as various forms of stage art, maternal, funerary, and
military folklore.

3. The author also focuses on the possibility of revealing and explaining, through the
phenomenon of bimundiality, the holistic effect of music therapy. The site of healing con-
tact and the formation of resonant vibrations is the human mental body — the presumed
locus of homo musicans bimundi.
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KouaparseBa Haransa MuxaiisoBHa,

KaHIUJAT NCKYCCTBOBEIEHU I, TOIEHT,

IOIeHT Kadeapbl 9THOMY3bIKO3HaHUA HoBOCHOMPCKOM rocy1apCTBEeHHOM KOHCEPBATOPU N
umenu M. U. 'nuaKn®

I'paMmMaTHUYecKHe KOHTEKCTHI U UX BJIUSTHUAE HA MY3bIKAJbHBIN TEKCT
(Ha maTepuaJie (DOJIBKIOPHBIX TPAAUIINI KOPEHHBIX HapoaoB Cuoupu)

Kaiouesvie ca08a: MOHATUA TEKCTA U KOHTEKCTA, IPAMMATHYECKNE KOHTEKCThI, MY3bIKaJIbHbIA
doabkaop Cudbupu

ITouATHA TEKCT U KOHTEKCT MMEIOT MHOXKECTBO TPAKTOBOK. VIX pasBUTHUIO CIIOCOOCTBOBA-
au u ngeu . U. Semiopckoro. OnHa 13 KOHIIEIIINHA ¢BA3aHa ¢ YHUBEePCAIbHO-TPAMMAaTHUE-
cxkuM nogxonom B. B. Masenyca, oprueHTHPOBAHHBIM Ha BhISBJIEHNE I'PAMMATUK KaHPOBBIX
Tpagunuii. [loHATHe TeKcTa ABJIsSeTCAa B HeM 0a30BbIM, IIOCKOJbKY I'PAMMATHKY YCTAHABJIL-
BalOTCs Ha OCHOBE aHAJIM3a SUCTPUOYIIMU ero sJieMeHTOB. TeKCTOM cumTaeTcs TOJLKO rpa-
(uuecKoe mpeacTaBIeHne HHQOPMAIIUY — HOTUPOBKM, CXEeMBI 1 IpP. TeKCcT cocTaBiiseTcs 13
KOHEUHOT'0 UKCJIA 9JIEMEHTOB 1 ABJSETCSI MOJeIbI0o n3yuaeMoro (peHoMeHa.

KoHTeKCcThI Ioc/Ief0BaTEIBHO JeJISATCS Ha BHEIIHe, pealbHo HabJIogaeMble, HO He BCer-
Ia ob0sizaTesbHBbIE, U BHYTPEHHNE, OPraHMYHO BXOLAIINE B MY3LIKAIbLHYIO TKAaHb.
I'paMMaTuUecKUIMU SBJIAIOTCS TOJIBKO BHYTPEHHE KOHTEKCTEI, KOTOPBIE IIOAUMHSIIOTCA HOP-
MaM TPagUINI 1 He MOTYT ObITH 9JIMMUHNPOBAHBI.

B TpaguiinoHHO My3bIKe KOPeHHBIX HapoaoB Cubupu rpaMMaTuuecKe KOHTEeKCTHI Jeti-
CTBYIOT HA PA3HBIX YPOBHIX OPraHMU3aIl1 TEKCTA — 3BYKOBBICOTHOM, PUTMHIYECKOM, MEJIOIH-
YeCKOM, TeMIIOpaJbHOM, TeMOpoBOM. B moKJIae Ha MaTepuaJje PasHbIX STHUUECKUX U KaH-
POBBIX TPAAUIINII pacCMaTPUBAETCA KOHKPETHOE BO3JelicTBUe pejieBaHTHBIX AJda CubupcKoi
MeTaKyJbTYPhI I'PAMMATHYECKIX KOHTEKCTOB. K HIM OTHOCATCSA MHTOHAIIMMOHHBIE KOHTYPHI,
oTpaskaroIye MPoIiecc TOHKNX BBICOTHBIX N3MEHEeHHUI Ha CTYIIeHAX 3BYKOPAIa; IMOM3aIlnsd,
B KOTOPOI MOT'YT HPOTHUBOIIOCTABJIATLCA TPEXIOJbHOCTDL (JOKaJbHASA TPEXJIO0JbHAA IIEePUO-
JOUYHOCTD) U YEeTBhIPEXIOJILHOCTD (IIOC/JIeI0BATEeIbHOCTD UeThIPEeXTOJbHELIX CTOII); KOHTEKCT
BHYTPUCJIOTOBOIO pacieBa UJM JUTH, B KOTOPOM, B CPAaBHEHUU C HeHATPAJIbHBIM KOHTEKCTOM,
He TOJIbKO COKpaIlljaeTcs KOJNUYECTBO 3BYKOPAAHBIX CTYyIIeHell, HO U U3MEeHAITCA UX (hpyHK-
IMUOHAJbHBIE CBOMCTBA; KOHTEKCT PACTAKEHUA, IPUBOAANINNA K M3MEHEeHUIO MacIiliTada Ha
OTIEeJILHBIX YUaCTKaX TeKCTa; CyllepcerMeHTHEBIe TeMOPOBbIe apTUKYIAIINN.

Kondratieva Natalia Mikhailovna,

PhD in Art History, Associate Professor,

Associate Professor of the Department of Ethnomusicology

at the Novosibirsk State Conservatory named after M. I. Glinka

Grammatical contexts and their influence on musical text
(based on the folklore traditions of the indigenous peoples of Siberia)

Keywords: concepts of text and context, grammatical contexts, musical folklore of Siberia

The concepts of text and context have many interpretations. Among the researchers
whose ideas formed the basis for their development was I. I. Zemtsovsky. One of the
concepts is related to the universal grammatical approach by V. V. Mazepus, which focuses
on identifying the grammars of genre traditions. The concept of text is fundamental to it,
as grammars are established based on an analysis of the distribution of its elements. Text
is considered to be only a graphic representation of information — notations, diagrams, etc.
Text is composed of a finite number of elements and is a model of the phenomenon being
studied.

Contexts are consistently divided into external contexts, which are actually observable
but not always necessary, and internal contexts, which are organically integrated into the
musical fabric. Only internal contexts, which are subject to the norms of tradition and
cannot be eliminated, are grammatical.

In the traditional music of the indigenous peoples of Siberia, grammatical contexts
operate at different levels of text organization — pitch, rhythm, melodic, temporal, timbre.
The report examines the specific impact of grammatical contexts relevant to the Siberian
metaculture using materials from various ethnic and genre traditions. These include
intonation contours, iambicization, the context of intra-syllabic chant or ligature, the
context of stretching, and supersegmental timbre articulations.
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JleonoBa Haransa BragumuposHa,

KaHIUAT UCKYCCTBOBEJEHUA,

npodeccop Kadeapbl STHOMY3bIKO3HAHUA

HoBocubupckoii rocymapcTBeHHOM KoHcepBaTopuu uM. M. W. I'muuaknu

Cubupckue 3BeHbs1 B HayuHou 6uorpadguu U. U. 3eMoBcKoro

KRawuesvie cnosa: Y. V1. 3eMITOBCKUI, ICTOUHUKOBEJEeHIE, JUUHBIE OMOIMOTEKH,
CHCTEeMATHU3aIlA UCTOUHUKOB, CUOUPCKaa (DOJIbKIOPUCTUKA, cepud «IlaMaATHUKY GoJIbKIOpa
HapogoB Cubupu u Jlanbuero BocTtoka»

ABTOp [OKJIama, TOCBAINAA CBOE BBICTYILIEHWE 3aMedyaTesIlbHOMY IOOUIAPY, YAeaser
OCHOBHOE BHUMAHIE ABYM MHTEPECYIONINM ee TeMaM. [lepBasa n3 HUX cBs3aHa ¢ YHUKAJIbLHOMN
paboroii . 1. 3eMIIOBCKOI'0O C ICTOUHHKAMU, KHIMKHIKA, CPOPMUPOBABIIETr0 00JIBIIYIO Y-
HYI0 0M0JIMOTEKY, YacTb KoTopoii c 2011 roxa, ObLiIa IlepefaHa yueHbIM B 1ap HoBocubupckoii
rocyIapCcTBeHHOM KOHCcepBaTopuu. PaccMaTpuBaIOTCA CIeIYIONHe aCIIeKThI: COCTaB 01bJI10-
TeKH, IPUHIUIBI ee KOMILIEKTOBAHNSA, KJIacCH(pUKAIIMA IO BUAAM HU3JaHUHN 1 TeMaTUKe.
OmnucaHne KHMKHOTO COOPaHMUA MO3BOJISIET MHOT0E ITIOHATD O IMYHOCTY ¥ HaYUYHBIX IIOAX0JaX
ncceaoBaTe .

Bropas Tema — permonaJjJbHasdg, OHa JaeT BOBMOYKHOCTDH, HACKOJLKO 9TO B CHJIaX aBTOpa,
O0HAPYKUTh «CUOUPCKUIi» cjel B TpyAax 1 01u0aroTeuHoM coopauuu yueHoro. Kpome Toro,
IIpeCTaBJIAeTCA BaXKHBIM JTOIOJHUTL TBOPUECKYI0 Onorpaduio M. V. 3eMII0BCKOTO HEKOTO-
PBIME CBeIEHUAMU O TAKOM BHIe MPOo(eCcCHOHAJIbHON AesdTeJIbHOCTU YUEeHOT0, KakK pabora
B pelaKIMOHHON KoJmeruu cepuu «llamatTHukm Qosbriopa HaponoB Cubupu u JlaabHEro
Bocroka» Cubupckoro orgenenusa Poccuiickoii AxageMuny HAVK.

B cBOUX BBICTYIIIEHUAX HA COBEINAHUAX 1 HAYYHBIX CEMUHAPaX OH 0003peBaJI OIIBIT U3/1a-
HUsA (POJILKJIOPA B PA3HBIX CTPAHaX, YTO OBIJIO IIOJE3HO IJA PaspaboTKU IPUHIIUIIOB CUOUP-
CKOT'0 M3JaTeJbCKOT0 IPOeKTa, JIETKO BKJIOUAJICI B O0CY:KIeHHE COBPEMEHHBIX HAayYHBIX
TeM u IpobJeM, nesuiicsa nHpopMaIein o HOBEUINTUX HAYUYHBIX ITyOJInKanuax. Bee aTo ObLIO
UYpe3BBIYANHO aKTyaJbHO AJIA aBTOPCKUX KOJIJIEKTUBOB I, 0COOEHHO, I/ HAUNHAIOIUX VC-
cjemoBaTesiell TPaAUIIMOHHOTO (OJIbKJIIOPA.

Leonova Natalia Vladimirovna,
PhD in Art History, Professor of the Department of Ethnomusicology
at the Novosibirsk State Conservatory named after M. I. Glinka

Siberian pages in the scientific biography of I. I. Zemtsovsky

Keywords: 1. 1. Zemtsovsky, source studies, personal libraries, systematization of sources,
Siberian folklore studies, series “Monuments of Folklore of the Peoples of Siberia and the Far
East”

The author of the report, dedicating his speech to the remarkable hero of the day, focus-
es primarily on two topics of interest to him. The first of these is connected with the unique
work of I. I. Zemtsovsky with sources, a book lover who formed a large personal library, part
of which, since 2011, has been donated to scholars at the Novosibirsk State Conservatory.
The following aspects are considered: the composition of the library, the principles of its
acquisition, classification by types of publications and subjects. The description of the book
collection allows us to understand a lot about the personality and scientific approaches of
the researcher.

The second theme is regional; it provides the opportunity, to the extent possible for
the author, to discover a “Siberian” trace in the scholar’s works and library collection.
Furthermore, it seems important to supplement the creative biography of I. I. Zemtsovsky
with some information about such a type of professional activity of the scientist as work on
the editorial board of the series “Monuments of Folklore of the Peoples of Siberia and the
Far East” of the Siberian Branch of the Russian Academy of Sciences. In his presentations
at meetings and scientific seminars, he reviewed the experience of publishing folklore in
various countries, which was useful for developing the principles of the Siberian publishing
project. He readily engaged in discussions of contemporary scientific topics and problems,
and shared information about the latest scientific publications. All this was extremely rele-
vant for groups of authors and, especially, for beginning researchers of traditional folklore.
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MamemoBa Pena A3ep rei3s1

ITOKTOP UCKYCCTBOBEIeHUA, ITpodeccop,

ujieH-KoppecunouaeuT Hanmunonansuoii Akanemunu Hayk Asepbaiig:xkana,

3aBeyIoIiasa oTaeJoM « BsaumMocBa3u ucKyccTB» MIHCTUTYTa apXuUTeKTyphl U ncKkyccTBa HAHA

O 6a3oBbIX KaTeropusax Teopun popmyasnoctu U. U. 3eMoBcKoro
B KOHTEKCTEe MY3bIKAJbHOM TIOPKOJIOTHH

Kawuesvie crosa: MYy3BbIKAQ, (I)OpMYJILHOCTL, 30MH;OBCRI/Iﬁ, KYJbTypa, TIOPKOJIOTUA, KaTeropmusd

B KoHTEeKCTe MYy3BbIKAJIbHON TIOPKOJOTUY KaK OJHOTO U3 3HAUMMBbIX HaIlpaBJIeHUU B a3ep-
0alIKaHCKON I'yMaHUTApPHON HayKe c(hpopMUPOBAIOCH HOHATHE O IeHOpoOpMYyJe KaK OIITH-
MaJIbHOM TePMUHOJOTUYECKOM BapraHTe CPaBHUTEJIHHOT0 aHAJIN3a HAPOAHON MY3bIKU TIOP-
KOSBBIUHBIX HapomoB. Onupaschk Ha uxeu U. . 3emiioBckoro o peHoMeHe (hOPMYJIbHOCTH,
BO3MOJKHO OmIpejieieHre TeHO(POPMYJIBI KaK THUIIa 3BYKOBBICOTHOCTY, 00€CIIeUBAIOIIEH JKI3-
HECIIOCOOHOCTH MY3BIKH, OCYIIEeCTBIAINEN NAeHTUUYHOCTDh KYJbTYpPhI. 'eHODOpPMYyIa ABISA-
eTcA OCHOBOW CPaBHUTEJLHOTO aHanMm3a. [leTepMUHAHTH TeHO(POPMYJIHLHOTO pALA, CIENYs
goruke Teopuu . V. 3eMI[OBCKOT0, BO3MOKHO Au(pdepeHIInpoBaTh M0 HECKOJIbKUM IIapa-
meTpaM. Hampumep, yUUTHIBATH WMMAHEHTHOCTh CBOMCTB, apXeTUINYHOCTH TeHOpOpMY-
JbI. AfanTanuoHHbIe CBOMCTBA, KOPPEJUPYIOIue ¢ KOHTeKcToM. M, 6e3yCc/IOBHO, THUIIOJIO-
rmyecKue cjaraeMble, KOHIIEHTPUPYIOIIE B cede 1eiecoo0pasHbie U HanboJjee YCTONUYNBBIE
DJI€MEHTHI.

Hayunsnie ugeu 1. 1. 3eMI[OBCKOT0 OTKPBIBAIOT IIYTh K U3YYEHUIO IIPOIIECCOB (DYHKIINO-
HUPOBaHUA TeHO(POPMYJILHOTO PALA B PA3INUYHBIX JOKAIIUAX TIOPKCKOTO MIIpPAa.

Mamedova Rena Azer gizi,

Doctor of Art History, Professor,

Corresponding member of the National Academy of Sciences of Azerbaijan,
Head of the Department of “Interrelation of Arts”

at the Institute of Architecture and Art of NASA

On the basic categories of I. I. Zemtsovsky’s theory of formularity
in the context of musical Turkology

Keywords: music, formality, Zemtsovsky, culture, Turkology, category

In the context of musical Turkology as one of the significant areas in Azerbaijani
humanitarian science, the concept of a gene formula has been formed as an optimal
terminological option for a comparative analysis of the folk music of Turkic-speaking
peoples.

Based on the ideas of I. I. Zemtsovsky on the phenomenon of formulaity, it is possible to
define a genofula as a type of pitch that ensures the viability of music, realizing the identity
of a culture.

The genoformula is the basis for comparative analysis. The determinants of the
genoformula series, following the logic of I. I. Zemtsovsky’s theory, can be differentiated by
several parameters. The immanence of properties and the archetypicality of genoformulas
are important. Adaptive properties that correlate with the context. And, of course,
typological components that concentrate the most appropriate and stable elements.

The scientific ideas of I. I. Zemtsovsky open the way to the study of the processes of
functioning of the gene formula series in various locations of the Turkic world.
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Mamnuesckuiit Urops Bnagumuposuy,

JOKTOD UCKYCCTBOBeZeHUs, Ipodeccop,

TJIaBHBIM HAYUHBIN COTPYAHUK, 3aBeIYIONIUI CEKTOPOM UHCTPYMEHTOBEeIeHIA
Poccuiickoro mHCTUTYTa UCTOPUU UCKYCCTB

O 3Hauenuu TBopuUeckoii neareabnoctu . . 3emioBckoro
JIJISI CTAHOBJICHUS ¥ PA3BUTUSA OTEUYECTBEHHOTO 3 THOMY3bIKO3HAHU I

Kawouesble ci06a: TyMaHUTapHas HayKa, PYCCKU TeCeHHbIN (DOIBKJIIOD, CUCTEMHOE MBIIIJICHE

IO6uen — M3BeCTHBII ITOBOJ AJIA HOBOrO OOpallleHNns K TBOPUECKOH AeATeJIbHOCTU BhI-
TaloNMInXCcsd YUEeHBIX U IefaroroB. MIMeHHO K TAKOBBIM, KaK ITOKA3bIBA€T BPeMs, CTPOTHUMH
CyIbs, CIEIyeT OTHECTH KPYHHEHIIIero PoCCUMCcKOro (poabKJopucTa-My3biKoBena Maanus
HNocudosrua 3eMIIOBCKOTO — aBTOpa cepuu pyHIaMeHTAJIbHBIX HCCJIEeN0BaTEeIbCKUX MOHO-
rpadwuii, craTeil ¥ HOTHBIX COOPHUKOB PYCCKOT0 IeceHHoro (osbKiopa. Ero TBopueckomy
CTAHOBJIEHUIO CIIOCOOCTBOBAJIO HE TOJBKO BpeMs — cepeanHa u pyoex XX B. IeICTBUTEIBHO
SIBUJINCH BIIOXOU MOIITHOTO MOAheMa 'YMaHUTApPHOM HayKU B HAIlel cCTpaHe 1, B YaCTHOCTH,
Cauxr-IleTepOypre: ropoze, cTaBIlieM CBOEI'0 POJA POCCUIICKON CTOJHUIlEH B chepe HAYKU O
meceHHOM (posbKaope. Ho 1 yike B I0HOCTU MPOABUBIIASACA U3BEeCTHAA ITPO30PINBOCTE Oy Y-
IIero STHOMY3LIKOJIOTA B BhIOOpE IyTell TBOPUECKOro coBepliineHcTBoBauHusA. OHBIN WM3amrmii
3eMITOBCKUH ITPOXOAUT Kypc o0yueHus xKommosuiuu (mox pyk. I'. 1. YceTBOIBCKOI) B My-
3BIKAJbHOM yUumMJIUIlle TPU JIeHMHTpaJCKONl KOHCEPBATOPUU. ¥ CIEITHO OcBamBaeT (HOJIbK-
JIOPUCTUKY Ha (QuiaosornueckoMm (daxryabrere C.-IleTrepOyprckoro yHuMBepCHUTETa, HEIO-
CPeJICTBEHHO — IIOJ PYKOBOACTBOM M IIPU yuacTuu ee Kjaaccuka — B. f. IIponma u B TecHBIX
KOHTaKTaX ¢ IPYTHMU BbIZaIOMIUMUCS oTeuecTBeHHBIMU (uiosoramu (B. H. Ilytumrossim,
K. B. HUucroBbiM u Ap.). 3aTeM (a oTYacTu — MHapaJijieibHO!) — My3bIKOBEIUECKOe OTHesie-
Hue C.- IleTepOyprckoii Koucepparopuu (Hayd. pyk. ®@. A. Py011oB) u Tam jKe KOMIIO3UIIIIO
(raacc B. H. CanmanoBa).

TasaHT, TBOpUECKVE 03apEeHUA, OCO3SHAHNE CUCTEMHOCTH ABJIEHUI MCKYCCTBA IIPOHUSBI-
BAIOT €r0 TPYIbI, KJIACCUKAa OTEeUYeCTBeHHOT0 M MUPOBOTO STHOMY3bIKO3HAHUA. [[yMaio, 4To
3aBepllleHre U MTyO0JINKaIusa HOBOTO KPYITHOTO HAYUYHOTO (1 IPKOM 00IITeCTBeHHONM 3HAUMMO-
ctu!) Tpyzaa (3emmoBckuii M. . AuTpomosorusa My3bIKaJIbHOTO cylllecTBOBaHuA. KHUra 00
yuupepcanuax. — CII6.: Kommosurop, 2023. — 528 c.) erie 60Jbllle YKPEIUT IIMUPOKYIO Ha-
YUYHYIO 00IIeCTBEHHOCTH B YCIIEIITHOCTH U ITePCHEeKTUBHOCTU MOAJIUHHBIX — CUCTEMHBIX — HMC-
CJIEJOBAHUI MY3BIKaJIbHO-TIECEHHOT0 (hOJIbKJIOPA U IIIUPe — TPAAUIIMOHHOTO MY3bIKAaJIbHOTO
HUCKYCCTBA.

Hemanwiii BKJaZ B OTEYECTBEHHYI0O U MUPOBYI0O HAYKy BHecJa JIesdTeIbHOCTh
H. . 3eMIIOBCKOro B KauecTBe HAYUHOTO PYKOBOAUTEJIS, OO JOOPOBOJIBLHOI0, HO IPKOTO
HacCTaBHUKA acCIIMPaHTOB Halero MHCTUTYTa — B CBOE BpeMsA — MOJIOABIX yueHbIX. [la u ce-
TOMHS — OTHOMYS3BIKOJIOTY PAa3HBIX ITOKOJIEHUI MEUTAIOT U TPEIeTHO *KAYT TBOPUECKOTO 00-
IIeHUs ¢ HAIIIUM 3aMevYaTeIbHBIM I00UITPOM.

Matsievsky Igor Vladimirovich,
Doctor of Art History, Professor, Chief Scientific Officer,
Employee, Head of the Instrumentation Section of the Russian Institute of Art History

On the importance of 1. I. Zemtsovsky’s creative activity
for the formation and development of national ethnomusicology

Keywords: humanitarian science, Russian song folklore

Izali Tosifovich Zemtsovsky’s creative biography, his multifaceted educational system
(musicology, composition, philology and folklore studies) and his entire career as an
outstanding scientist attest to his deep understanding and systematic knowledge of
traditional musical art, as well as his discovery of new directions in modern music.
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HexpsrnoBa Auna ®emopoBHa,
KaHAUuJaT UCKYCCTBOBEEHUs,
Hay4YHBIN coTpyauuk MHcTuTyTa pycckoit mureparypsl (Ilymruackuit [lom) PAH

My3sbIKaHT — 00JIbIIIE, YeM MY3bIKAHT B TPAAUIIMOHHOM TeaTpe KYKOJI

Kawuesvie cnosa: TpaguiinoHHBIN TeaTp KyKoJI «Ilerpyika» , My3bsIKaHT, My3bIKaJIbHOE
ohopMIIeHIE KOMEINN, NCTOPUUecKue KOpHU My3bsIKaHTa-KOMMEHTAaTOPA

XapaKTepHOI 0CO0EHHOCThIO TPAAUIIMMOHHOMN PYCCKOI KYKOJIbHOM KoMeauu «IleTpyinka»
sABJAeTcA Hamnune My3bIKaHTa, KOTOPBIN COITPOBOMKAAT NEMCTBUE CIIEKTAKJIA UTPOM HA MY-
3BIKAJIbHOM MHCTPYMEHTE — Yallle BCero aTo ObLja IapMaHKa ¢ HabopoM MONYJIAPHBIX MEJIO-
nuii. OMHAKO POJIb ATOTO YYACTHUKA METPYIIIEUHBIX IPEJICTABJIEHNN HEe CBOIMIACH TOJIBKO K
MY3BIKQJIbHOMY O(DOPMJIEHHUIO CIIEKTaKJIA. My3bIKaHT — MOJHOIIPABHOE JIEMCTBYIOIIEe JINIO0
KoMenuu. B ero @yHKImM BXOAMJIO0 (M BXOAUT) HAIIPABIATH KOMEIUIO, OH BCTYIIaeT B Pa3ro-
BODHI C IEPCOHAYKAMM, faeT coBeThI IleTpyIlKe, oTBeUaeT HA €r0 BOIIPOCHI, IIPOBOIIUPYET HA
HEeKOTOpbIe MOCTYIIKHU, NeHCTBUA U IMOATOTABJIUBAET pasBuTHe coObITHii. Haxomsachs Mex Iy
IIUPMO TTEeTPYIIeYHUKA U 3PUTENIAMU, My3bIKAHT OJJTHOBPEMEHHO IPUHAIJIEKUT U KYKOJIb-
HOMY JIEVICTBY, U UejioBeuecKomy 001iecTBy. OT mMeHU cBoero reposd My3bIKaHT BCTyHaeT B
HEIOCPEeICTBEHHBIM KOHTAKT C ITyOJUKOIi, coOupasd ¢ Hee NeHbI'M NN IOJHAYUBAA HA OIIpe-
JIeJIEHHYIO PEaKIUIO II0 OTHOIIEHUIO K AEMCTBUAM KaKOTo-am0o IepcoHaska. My3bIKaHT —
U CBOeOoOpasHBIN mepeBoAYUK I[leTpyHmIKKU: IOBTOPAA €ro PeIINKY HOPMAaJILHBIM YeJioBede-
CKUM I'0JIOCOM, OH JIeJTaeT eT0 PeUb IIOHATHOU 3PUTE0 (HaIOMHUM, uTo [leTpymika Hageasacs
0COOBIM T'OJIOCOM — Apebes3KaliuM, TPOH3UTEbHBIM, OTTOTO He BCer/la BHATHBIM). DYyHKITAA
«IIePEeBOAUNKAa» IPUOTKPHIBAET eITle OJHY CYIIeCTBeHHYIO Ipadb posin MyssrkanTa. Ilogo6HO
CBOVIM JAJIEKUM IIPEJIIIECTBEHHUKAM-KOMMEHTATOPAM IPU TPAJUIIMOHHBIX ITPEACTABJIIEHUIX
¢ KYKJIaM¥, BOCIPMHUMABIIINXCA KaK CAKPaAJbHOE EeHCTBO, OH HAJEJAJICS JapOM U ITPABOM
3HATh, BUJIETH, TOJKOBATb UCTUHHBIN CMBICJ IIPOUCXOIAIIETO Ha CIleHe, eMY ObLIN OTKPBITHI
U BeJJOMBI TaWHBI «3allIUPMEHHOTO» WJIN «3a9KPAHHOTO» MUPA, U UMEHHO OH MOT BBIBHIBATH
COOTBETCTBYIOIINX T'€POEB, MOHUMATH UX SI3BIK U TPAHCJIUPOBATH 5TO OOBIKHOBEHHBIM JIIO-
nam. Pasymeercs, MysbsikauT npu «Ilerpymke» XIX—XXI BB. He IIpeacTaeT B POJI HEKOETro
IeMuypra, IIoOCPeJTHNKA MeKIY «CTPAHHBIM» MHPOM KYKOJbHBIM 1 COBPEMEHHOM IIyOJIMKOM,
HO OTTOJIOCKW IIPUHAJIEKHOCTH €ro K 00JIaCTH CaKpaJIbHOTO, TAMHCTBEHHOTO, NAi0T O cebe
3HATH U 110 CHe BPeM4.

Nekrylova Anna Fyodorovna,

PhD in Art History,

Researcher at the Institute of Russian Literature (Pushkin House)
of the Russian Academy of Sciences

A musician is more than a musician in a traditional puppet theater

Keywords: Traditional puppet theater “Petrushka”, Musician, musical design of comedy,
historical roots of the Musician-commentator

Russian traditional puppet comedy “Petrushka” is characterized by the presence of a
musician who accompanied the performance by playing a musical instrument, most often
a hurdy—gurdy with a set of popular tunes. However, the role of this participant in the
Petrushka performances was not limited only to the musical design of the performance.
The musician is a full-fledged actor in a comedy. His function was (and still is) to direct
the comedy, he enters into conversations with the characters, gives advice to Petrushka,
answers his questions, provokes certain actions, and prepares the course of events.
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Hurkanopos Anexcauap Bopucosuu,
KaHIUAT UCKYCCTBOBEJEHUA,
CTapIINi HayUYHBIN COTPYAHUK CeKTOpa MHCTPpyMeHTOBegeHus PUNN

3BOHAPH KaK JUYHOCTh U HOCUTEJIb TPAAUIIMOHHOTO HHCTPYMEHTAJIN3MA:
CIIeKTpP 3HAHUW, HABHIKOB, crielfu(hMKa MUPOBO33PEHUST

Kawuesvie c108a: 3BOHAPD, KAMIIAHOJIOT U, KOJOKOJbHS, 3BOHHNUIA, MECTHbLIE TPAJUIIIN
3BOHOB

3BoHApH — OJlHA U3 HEMAJOBAKHBIX (hUTYD B IEPKOBHOM OOTOCTYKeHUM. XOTA €ro 4acTo
He 3aMevaroT, OH OCTaeTcsA «3a KaapoM» O0pSAI0OBOTO AeiicTBa, HO MPOU3BOAUMBINA UM 3BOH B
KOJIOKOJIa OCTAThCS He3aMeUeHHBLIM He MOJKeT. 3BOH K Hadaly, OKOHUYAHUIO U HEKOTOPBHIM
BayKHEHIINM O0PSALOBBIM JeHCTBUAM IIPEAINCAH TPASUIlNell 1 B PALE CJAydyaeB YIIOMUHAETCS
B TeX WJIM UHBIX IIEPKOBHBIX TOKYMeHTax u KHUrax. OqHako KOHKPeTHbBIe JefCTBUS 3BOHAPA
B KOJIOKOJIa, HU B KAKOM yCTaBe WJIW YNHOBHUKE IMOAPOOHO He mpomnucanbl. MHeHUE O TOM,
YTO IIEPKOBHBIN 3BOH TOUHO PerJIAMEHTHPOBAH NMUCBMEHHBLIMU HCTOUHUKAMUN — CEPbEe3HOe
szabny:xnenne. Kak mpasuio, Kak B Ycrase (Tunmkome), Tak U B APYTUX OOTOCITY:KeOHBIX
PYKOBOJICTBAX OTOBAPWBAETCs JUIITL HAYAJIO 3BOHA, OTYACTU €TI0 IPOAOIKUTEIbHOCTD U M3~
pelxa, pasHOBUAHOCTH («0JjiaroBecT», «eIMH3BOH, «IBY3BOH», «TPE3BOH», «3BOH Iepedo-
pom» u mpou.). [lasmee Bce ompezaeaseT caM 3BoHapb. OT Hero 3aBUCAT 00Iad OpraHU3aIAg
3BOHA, BEIOOD KOJIOKOJIOB, MY3bIKaJbHASA (DAKTYpPa 3BOHA, CTUJINCTUYECKASA U My3bIKaJIbHASA
cuenuuka. BeickasbIBaHUA O TOM, UTO I'Ie-TO, KOTJa-TO 3BOHBI 3aIINCHIBAJINCH HOTAMU UJIA
IPYTUMHU 0COOBIMU 3HAUKAMU — BCET'o Ha BCeTo JIUIIb Ipeganusd. B mepByio ouepeab, 3BOHAPD
omnpenessieT MeJIOAUKO-PUTMUUYECCKIHI PUCYHOK MCIOJHAEMOM MM KOMIIO3UIINM, KOTOPHIN 3a-
BHUCHUT OT €r0 TeXHNUYECKOU (MCIOJHUTEJIbCKON) OCHAIIIEHHOCTH, 3HAHUSA TPASUINN TAHHONI
KOHKDPETHOUM KOJIOKOJIbHU WJIU 3BOHHUIIBI, a TaK:Ke CJIEJOBAHUSA UJIU OTCTYILJIEHUA OT Hee.
IIpu sTom GoJIbITIOE 3HAUEHWE UMEET CIIOCOOHOCTDH MCIIOJHUTENSA K UMIIPOBU3AIIUN, B KOTO-
poii B3amMOJENCTBYIOT CTA0MIbHBIE M MOOMIbHBIEC 9JIEMEHTHI, KaK MX Has3bIBaJ M3BECTHBIN
kammnanogor A.C. fdpemrko. He crout gymMars, UTO TPAAUITMOHHBIN 3BOHADPD UCIOJIHIET 3BOH
a0coaI0THO cBOOOHO 1 OeccucTeMHO. OH, BO-IIePBLIX, MMIIPOBU3KUPYET B pAMKAaX CJIOMKUBIIIE-
rocs KaHOHA M CYMMBI IapaMeTPOB IIEPKOBHOTO 3BOHA, KOTOPHIE YCTOSAJINCH B MHOTOBEKOBO
KOJIOKOJIBHOM MTPaKTUKe APYTUX UCIOJHUTEe eli. Bo-BTOPBIX, BCAKUN pas, 3BOHADPH MO-CBOE-
MY UCIIOJIb3YeT, IPUCIIOCA0JIMBAET U IIpucIiiocadbamBaeTca K MOP(OJIOTUN TOTKOJOKOJIHHOTO
COODPYJKEeHUsA, T. €. APXUTEKTYPHO-UHCTPYMEHTAJIBHOMY KOMILIEKCY. U TOT, m Apyroi dax-
TOP paboTalOT KaK CBOET0 pojia IPeJOXPaHUTEN, cOeperaIue TPAIUIINOHHbBIE KOJOKOJIb-
HbIe 3BOHBI OT gedopmanuii u paspyinenunii. ITociennee B n300uaANK MOXKHO HAOJIIOLATHL B
MPaKTUKe TaK Ha3bIBAEMBIX «KOHIIEPTHBIX» UM «(PecTUBAJIBHBIX» 3BOHApPEi, Y KOTOPHIX B
OCHOBHOM BC€ CBOJAUTCSA K CTPEMJIEHUIO, BOIPEKU KaHOHY, MOKAa3aTh CBOE MCKYCCTBO, CBOIO
MAaCTePCKYIO TeEXHUKY BJIaJIeHUA HaOOpOM KOJIOKOJIOB, a0bl CHUCKATL IPU3HAHUE ITyOJINKH,
MMOJIYYNTH BHICOKYIO OIEHKY JKIOPU, UJIU ITPOCTO MTOTEIITUTEL CBOE caMOJIro0ne.

Nikanorov Alexander Borisovich,
PhD in Art History,
Senior Researcher at the Instrument Science Sector of the Russian Institute of Art History

The bell ringer as a person and bearer of traditional instrumentalism:
a range of knowledge, skills, specifics of the worldview

Keywords: Bell ringer, campanology, bell tower, belfry, local ringing traditions

The bell ringer is one of the significant figures in church worship. He determines the
melodic-rhythmic pattern of ringing in accordance with his skill, knowledge of tradition,
following or departing fromit. The performance has the character of improvisation, in which
stable and mobile elements interact within the established canon that has developed in the
practice of other performers. The bell ringer always takes into account the morphological
features of the architectural and instrumental complex — his bell tower or belfry.
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Hurxutuna Bepa HukonaesHa,
KaHIUAT UCKYCCTBOBEJEHUA,
CTapIINi HAYUYHBIN COTPYAHUK MOCKOBCKOM rocyJapCTBEHHOM KOHCEPBATOPUU

OpmHo 3epKaJjio — IBa OTPAKEHHA: HCCIE0BATEIH M HAPOIHbIE MacTepa.
denomen A.C. Kadanosa

Kawouesvle cio6a: HapoaHAS TIECHS, HAPOAHBIN MacTep, o0IeHne, QUIocoPus mIeHusI

HasBanmue KoH(epeHIIUY IIPeAIoJIaraeT MHOTOYPOBHEBBIH cpe3 IPo6IeMaTUKM — B OTHO-
IHIeHUY IIOHATHUN 1 «UeJIoBeKa», U «(POJIbKJIopa», U «3epKaa». IPPeKT 3epkaja B CBOIO OUe-
penb eBa JiK He KJIOUeBOU MPY PACCMOTPEHUHU AUAJIOTA YeJ0BeKa U TPAIuIlum, OyIb TO yue-
HBIHM, UCIOJIHUTEJbh UJU Henaror. Beigaromumca ABJeHNEeM B COBPEMEHHOUN KYJIbType cTaJl
A. C. Kabauos, «cpociuiicsa» ¢ Tpaauiiueit u cpopMmupoBaBIuii B cede TpaHCIATOpa 3HAHUNA
o (hosbraope. Chepa ero neATeIFHOCTY HAIIPABJIEHA HA CO3/JaHNE YHUKAJIBLHOTO COITUOKYJIb-
TYPHOTO IIPOEKTa — OCBOEHNVE YCTHON MeCeHHOU KYJbTYPHI IPEeACTABUTENAMU TUChMEHHO,
TOPOJICKOM KYJIbTYPHI, IPUUYEM B MAKCUMAJIbHOM K Hell IPUOJIMIKEHNN U C MUHUMAJIbHBIMHI
norepAMu. PazBuBasa Teopuio GOJIbKJIOPUCTUKY, KabaHOB M3MeHMJI, IO CYTH, CaMy ITapajiur-
My npogeccuu (POJIBKIOPUCTA.

Nikitina Vera Nikolaevna,
PhD in Art History,
Senior Researcher at the Moscow State Conservatory

The Researcher as a “Guide” to the World of Folklore.
The Phenomenon of A. S. Kabanov

Keywords: folk song folk master, communication, philosophy of singing

The title of the conference suggests a multi-level approach to the problematic — in re-
lation to the concepts of “man”, “folklore”, and “mirror”. The mirror effect, in turn, is
almost key when considering the dialogue between a person and tradition, be it a scientist,
a performer, or a teacher. A. S. Kabanov became an outstanding phenomenon in modern
culture, having “fused” with tradition and formed himself into a transmitter of knowledge
about folklore. Its scope of activity is aimed at creating a unique socio-cultural project —
the assimilation of oral song culture by representatives of written, urban culture, with
maximum approximation to it and with minimal losses. By developing the theory of folk-
lore studies, Kabanov essentially changed the very paradigm of the folklorist profession.
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Hosuxrosa Osbpra BaagumuposBHa,

KaHIMIaT NCKYCCTBOBEEHUA,

IOIEeHT Kadeaphl My3bIKAJIHLHOTO 00PA30BAHUSA U IIPOCBEIIEHU A
HoBocubupckoii rocyrapcTBeHHOM KoHcepBaTopuu umeHu M. U. I'nmuuku;
COTPYIAHUK ceKTopa oisbKgopa Hapoaos Cubupu MHeTuTyTa (hrsosoruu
Cubupckoro orgenenus PAH

CraduasHOE 1 MOOUJIBHOE B OyPATCKUX HAPOJHBIX HAIleBaX:
B MIOMCKAaX UIeaJTbHbIX HHBAPUAHTOB

Kawuesvie cnosa: 6ypaTcKuit GhoJabKJIOP, HOTUPOBAHME HAPOAHON MY3bIKM, BADMAHTHOCTD
B DOJIBKJIOPE, MHBAPMAHTHOE B OYPATCKUX HaleBaX, TeKCTOOOpa3oBaHME B MY3bIKAJIbHO-
(hOJIBKJIOPHOM TPALUINH

Hoxmam 00001IaeT HAOJMIOAEHUSA aBTOPAa, IMOJYUYeHHbIe B pe3yJibTaTe HOTUPOBAHUS HAIle-
BOB OYPATCKUX HAPOAHBIX IIECEH U 3II0CA.

3HaUMMOCTh IIPOIlecca HOTUPOBAHUS HE MCUEPIbIBAeTCA IMOATOTOBKOI TEKCTOB JJIsS IIO-
CJIEIYIONIEeTO U3YUEeHUA M0 HUM (POJBKJIOPHOUN Tpamumnuu. PaboTa HOTMPOBIIMKA, HAIpaB-
JIeHHAas Ha CerMeHTUPOBaHNe 3BYKOBOTO IIOTOKA I BBISBJICHIIE B HEM PeJIeBAHTHBIX €IUHIIL
3BYKOBBICOTHOCTH, PUTMUKM, apXUTEKTOHUKM, TeMOpa U IIpP., ABJIAETCA CAMOCTOSATEIbHOM
KCCJIeIOBATEIBCKOM IpoIienypoii. CermMeHTanuss 3BydYalllero MaTepuaJia MO3BOJIAET OTIe-
JIUTL CTAOUIbHBIE 3JIEMEHTHI TeKCTa OT MOOMJIBHBIX, OTCEATEL CJAydYaiiHoe OT BAPUAHTHOTO,
JIIOITycKaeMoro KyJbTypoii. He MeHee BasKHO U TO, UTO OHA aeT BOBMOMKHOCTD «TPOHUKHYTH
B TEKCTOOOPA3YyIIYI0 AeATeIbHOCTb 3THODopa» (M. M. 3eMIloBCcKUIi), OIIPedeiuTh CyIile-
CTBYIOIIMI€ B CO3HAHUM HOCUTEJS TPaAUIINU KJINIe, NAealbHble MHBAPUAHTEI, KOTOPELIE OH
KOMOMHUPYET 0 YCTAHOBJEHHBLIM TPaSUIlMEl HOpMAaM, IIOPOKAAsd PeaJlbHO HaOJI0IaeMble
3BYKOBBIE iBJIeHusA. MoOMUIbHOE JKe B HaleBaX, IIPU YCJIOBUU €TI0 CUCTEMHOCTH, OTPAYKAET I10
0OJIBIIIEH YACTH MCIIOJHUTEJIbCKUI YPOBEHb, MACTEPCTBO MCIIOJIHUTEJISA, MOKA3bIBasa I'PAHN-
I[bI KYJIBTYPHOM HOPMHEI.

CpaBHeHMe OJJHOT'O M TOT'O K€ HalleBa B Pa3HbIX MCIOJHUTEILCKIX BAPUAHTAX IO3BOJIAET
clieJIaTh BBIBOJBI O €T'0 CYIIIHOCTHBIX UepPTaX, TOM AApPe, KOTOPOe CBUIETEeILCTBYET O IPUHAI-
JIEXKHOCTU K KOHKPETHOMY KaHpy 1 9THOoCcy. CpaBHeHNe cTa0UJIbHOIO 1 MOOMIBLHOTO B HAIIE-
Bax 5II0Ca U IIEeCEH MMO03BOJISET TOBOPUTH O CYIIIHOCTHBIX UEPTaX STUX »KAHPOB, UX TUIOJIOTH-
YeCKOM pasjnueHUH B OYPATCKOI KYJIbType.

Novikova Olga Vladimirovna,

Candidate of Art History,

Associate Professor of the Department of Music Education and Enlightenment

of the Novosibirsk State Conservatory named after M. I. Glinka;

employee of the Folklore Sector of the Peoples of Siberia at the Institute of Philology
of the Siberian Branch of the Russian Academy of Sciences

Stable and mobile in Buryat folk tunes: in search of ideal invariants

Keywords: Buryat folklore, notation of folk music, variant in folklore, invariant in Buryat
tunes, text formation in the musical and folklore tradition

The report summarizes the author’s observations obtained as a result of notation of the
tunes of Buryat folk songs and epics.

Notationisaimed at segmenting the sound stream and identifying in it the relevant units
of pitch, rhythm, architectonics, timbre, etc. This is an independent research procedure
that allows you to separate stable elements of text from mobile ones, random from allowed
by culture. Determine the ideal invariants existing in the performer’s mind, which he
combines to generate actually observed sound phenomena. Comparison of stable and mobile
in the tunes of the epic and songs makes it possible to talk about the essential features of
these genres, their typological distinction in the Buryat culture.
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Hypuesa Hpuna Mypra3oBHa,

JTOKTOP MCKYCCTBOBEJEHIA, NOIEHT,

BeAYINUIA HAYUYHBIA COTPYAHUK ¥ IMYPTCKOr0 MHCTUTYTA UCTOPUU, A3LIKA U JUTEPATYPHI
VYpansckoro Orgenenus PAH

JIupuka B yIMypPTCKOI IeCEHHO-;KaHPOBOM CHUCTEME

Kawuesvle ci08a: yOIMypPTCKas IECEHHO-KAHPOBASA CICTEMA, CIOMKEeTHbIE IIeCHU, I'PAHUIIBI
JKaHpa

B nocsnenane gecaTuneTnsa B yAMyPTCKON (DOJTBKJIOPUCTUKE BHUMAaHNUE YUEHBIX — (DOJIBK-
JIOPUCTOB, 9THOJIOTOB, 9THOMY3bIKOBEZOB — OBLJIO HAIIPABJIEHO HA N3yUYeHUEe O0PAJOBBIX JKaH-
POB yAMYPTCKOTO (OJIbKJIOPA KaK HanboJIee pelIpe3eHTaTUBHBIX U ITIOKa3aTebHbIX. [Io3mHue
TeceHHbIe IIJIACTHI IIOKA OCTAI0TCA 32 60PTOM KMCCIEI0BATEILCKUX NHTEPECOB.

B orsmume ot 00pAmoBOTO (OPMYJIBHOTO CJIOSA IO3AHUE IIeCHU ABJIAIOTCA Upe3BbIYAi-
HO Pa3SHOPOJHBIMHU IIO YKAHPOBOMY COCTaBY, CTPYKType, B MHTOHAIIMOHHOM OTHOIIIEHWMU.
YacTymku, mJIACOBbIE M XOPOBOJAHO-UTPOBBIE IIECHU, TAK HAa3bIBaeMbl€ IIOCHUIEJIOUHBIE NY-
KOH KOPKQH U YJIINYHBIE YpaM 2Yp, ‘IeCHNU-PA3MBIILIEHUA KblpHAH-MAJLNACLKOH, ‘O0bIYHbIE’
IIECHU 02ULOPblL KblPHAH, COBPEMEHHbIE IIECHU MYaJad KbiPHAH... 38 3TUM Pa3HOOOPAa3HBIM
TEPMUHOJOTUUYECKUM PAOM CTOAT CTOJb Ke pa3HOOOpasHble B MHTOHAIITMOHHOM OTHOIIIEHU T
TeceHHble JKaHPbI, 00'beIUHEHHbBIE€ B OJHY TPYIIIY II0 OCHOBHOMY MPU3HAKY — HAJUYUIO I10-
CJIEJJOBATEJIHLHOTO CIOJKETHOTO TEKCTA.

CsobOoma oT o0Opsama mau ociaabjeHHbIe C HUM CBS3M, S9CTeTHUYECKas HaIPAaBJIeHHOCTDH
(3eMII0BCKUII: «OTHOIIIEHNE «YeJOBEK — UEJIOBEK», a HE OTHOIIIEHNUE «YeJOBEK — CTUXUSA, Ye-
JIOBEK — POJI» ) II03BOJISIOT B OIIPEIeJIEHHON CTeIIeH! OTHECTH 3TOT CJIOH K JIupuKe. VIMeHHO B
ATOM pycJie pacCMaTPUBAIOT ITO3AHU ITECeHHBII IJIacT (DOJTbKJIOPUCTHI-(ODUIOJIOTH, BKIOUYAST
B JUPUUYECKYIO TPAAUIIMIO HA OCHOBE MOTHMBHOIO U CIOKETHOTO aHaJM3a MOITUUYECKUX TeK-
CTOB W ApPyTHeE JKaHPHI: KaJleHJapHbIe, CeMeNHO-0ObITOBbIE, BHEOODPAOBbIE NMITPOBU3AIINH.
B pesyabTraTe mcciegoBaTean IPUXOIAT K BHIBOAY O PA3MBITOCTHY I'DAHUIL KaHPAa, €ro «He-
0(POPMIIEHHOCTH » . ITHOMY3BIKOBEIBI 00Jie€ OCTOPOYKHEBI B JKAHPOBOU HOMUHAIIUU STOTO IIe-
CEHHOTO CJIOsI, OTPAHUYMNBAACH IIOHATHEM «CIOKETHBIE TIECHM» .

Nurieva Irina Murtazovna,

Doctor of Art History, Associate Professor,

Leading Researcher at the Udmurt Institute of History, Language and Literature,
Ural Branch of the Russian Academy of Sciences

Lyrics in the Udmurt song genre system

Keywords: Udmurt song and genre system, plot songs, genre boundaries

In recent decades, Udmurt folklore studies have focused the attention of folklore schol-
ars, ethnologists, and ethnomusicologists on studying the ritual genres of Udmurt folklore
as the most representative. The late song layers are still left out of research interests.

Unlike the ritual formula layer, the later songs are extremely heterogeneous in genre
composition, structure, and intonation. Ditties, dance and round-dance-game songs, the so-
called pukon korkan gatherings and uram gur street ones, “reflection songs” by kyrrwan-mal-
paskon, “ordinary” songs by ogshoru kyrwan, modern songs by tuala kyrrwan...

Behind this diverse terminological row are song genres equally diverse in intonation,
combined into one stylistic group the main feature is the presence of a consistent plot text.
Freedom from the ritual or weakened ties with it, aesthetic orientation (Zemtsovsky: “the
relationship man — man, rather than the relationship man — elements, man — the genus”)
allow us to attribute this layer to a certain extent to the lyrics. It is in this vein that folklore
philologists consider the late song stratum, including other genres in the lyrical tradition
based on motivic and plot analysis of poetic texts: calendar, family, every day, and non-
ritual improvisations. As a result, the researchers come to the conclusion that the bound-
aries of the genre are blurred and “unformulated.” Ethnomusicologists are more careful in
the genre nomination of this song layer, limiting themselves to the concept of “plot songs”.
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ITonoBa Upuna CremanoBHa

IOIEeHT, KAHANIAT NCKYCCTBOBEIEHUA,

CTapIInii HAyYHBIN COTPYAHUK ceKTopa (poabpKIopa Poccuiickoro mHCTUTYTAa UCTOPUU UCKYCCTB,
mpodeccop Kadeapbl STHOMY3bIKOJIOTUH, 3aB. OTIEJIOM IIOATOTOBKY KaJPOB BBICIIIEH
kBanudukanuu CaukT-IleTepOyprcKkoi rocy1apcTBEHHON KOHCEPBATOPUU

um. H. A. Pumckoro-KopcakoBa

JdTHOorpaduueckue KoHIEepThl Ha cueHe Jloma kommo3utopoB Caukr-IleTepOypra:
OT AYyTEHTUYHOTO (POJIBKJIOPA K (POTBKIOPUIMY

Knwuesvie cnosa: sTHOTpa)muecKie KOHIEPThI, ayTeHTUUYHBINA (DOJIBKJIOD, BO3POIKIEHIIE
doabpKJIOpa

Hcropus sTHOTpadguuecKkux KOHIEPTOB B Poccuu Gepet cBoe Hauasio ¢ Koura XIX Beka,
Korjga roJioca HapOOHBIX IEBIIOB M CKAa3uTeJell BIepBbie 3a3ByUYaJUd C aKaJeMUUecKoil
cuenbl. Beicrymienua T. I'. uw WU. T. Paoununeix, B. II. Illeronéarka, M. A. ®PemocoBoii,
M. II. KpuBomoJjeHOBOM n Apyrux ckasureseir B Ilerepoypre, IlerposaBoacke, MockBe 11o-
CTeIleHHO C(POPMUPOBATIN OCOOVIO HUIIIY B KOHIIEPTHOM KM3HU SOPEBOJIIONNOHHONE Poccun.
ITapannenabHo ¢ sTHOTpaUUECKUM HAIIPABJIEHNEM Pa3BUBAIOTCS WHBIE (DOPMBI aKTyaam3a-
mun POoJbKJIOPHOro Hacaenus. Hapoauble IeCHU 3ByUYaT B MCIIOJHEHNH II€BI[OB aKaJeMuyue-
cxoii mKoasl (P. W. [MlananuH); KpecTbAHCKOro xopa, coopamumoro M. E. IlatHunxum us
TAJIAHTJINBLIX IeBIoB-camopoakos; H. B. ILneBunkoii u O. B. KoBajseBoit — meBuil, mpemio-
JKUBIIKUX HOBBIE CTHUJINCTUUYECKNE CTAHZAPTHI aKTyaJn3alliyd PYyCCKOIl HapoOLHOM IeCHU Ha
acTpame.

CoBeTCKUI MMepPUOJ BHOCUT CYIeCTBEHHBIE KOPPEKTUBHI B yiKe C(hOPMUPOBABIIYIO Kap-
TUHY (OPM IIPEe3eHTAIUN KPECThAHCKOM MIeCHM Ha CIleHe, CBI3aHHLIE C TPeOOBAHUAMU
o(puIMaJIbHOI rOCyJapCTBEHHON HMIeojornu. B paMKax AedATeJbHOCTH HAPOAHLIX XOPOB,
IIeBI[OB-COJIMCTOB 3CTPAJHOIO HalPaBJIeHIA IPOCIEKUBACTCA CTPEMUTEJIbHAA YTPaTa TPaI-
IIMOHHOI'0 pelepTyapa, ayTeHTUUYHLIX TeMOPOBBIX 1 AUAJEKTHBIX 0COOEHHOCTEHN 3BYyUYaHMUS,
OTXOJ OT CTUJINCTHUYECKUX HOPM (ojabKopa. CoO6CTBeHHO sTHOTpaduueckoe HaIIpaBJIeHMIe
3aHMMAaeT JOCTATOUHO Y3KYIO HUIITY moJ aTu0i Coro3a COBETCKUX KOMITO3UTOPOB (¢ 1957 1. —
Cormoza komno3uTopoB CCCP) 1 ero pernoHaJIbHBIX OTIEJICHII.

Hauuvnaa c¢ 1960-x r. B Jlemunrpase, Ha ciieHe /lomMa KOMOO3UTOPOB Ha BOJIBIION
Mopckoii, x. 45, peryJspHO yCTPaUuBaJINCh STHOTpa()mUecKre KOHIEPTHI HAPOJAHBIX MCIOJI-
HUTeJIeN 1o pes3yJbTaTaM SKCIeQUIIMOHHBIX BbIe3J0B (POILKIOPHCTOB ropoga. TBopuecKue
KOJIJIEKTUBBI, TaJAHTJINBbIE MEBIbI 1 MY3LIKAHTHI IPEACTABIAIN TPASUINOHHYIO d3THHUYE-
CKYIO MY3BIKAJTbHYIO KyJIbTypy HapomoB CoBerckoro Coio3a, TOKa3bIBAJIN CBOE MACTEPCTBO
Ha 9TO# MCTOpHUUecKoii cieHe. Ilogo0HbBIe KOHIIEPTHI He IIPOCTO 3HAKOMILINA TBOPUYECKYIO MH-
TEJIINTEHIINIO C ayTeHTUYHBIMI 00pas3laMy PYyCCKOT0 KPEeCThAHCKOro (DOJIbKJIOPA, HO 1 3HA-
YHUTEJLHO 000Tallaii CAYX0BOM OIBIT IIPOdheCcCHOHANIbHLIX MY3bIKAHTOB 1, B OCOOEHHOCTH,
KOMIIO3UTOPOB. BeayIuii BEKTOP STOr0 HAIIPABJECHUSA — OT AYTEHTUYHOT'O NCIOJHUTEILCTBA
K (poJIbKIOPU3MY.

Ha cerogusamuuii neas apuira Caakt-Ilerepoypreckoro Coosa KOMIIO3UTOPOB BKJIIOUAET
KOHIIePTHBIE ITPOTPAMMGBI, IIOCTPOEHHbBIE Ha KOHITEIITaX «(POJBKJIOP ¥ KOMIIOBUTOP» (BHAKOM-
CTBO KOMIIO3UTOPOB € (POJIBKJIOPOM B HCIIOJHEHUN MOJIOLEKHBIX aHCcaMOJIel) U «KOMIIO3H-
TOp U (POJBKJIOP» (UCIOJIHEHNEe COUNHEHNH COBPEeMEHHBIX KOMIIO3UTOPOB Ha (POJILKJIOPHOM
marepuaJe).

Popova Irina Stepanovna,

Associate Professor, PhD in Art History, Senior Researcher at the Folklore Department
of the Russian Institute of Art History, Professor of the Department of Ethnomusicology,
Head of the Department of Higher Education at the St. Petersburg Rimsky-Korsakov
State Conservatory

Ethnographic concerts on the stage of the St. Petersburg House of Composers:
from authentic folklore to the revival of folklore

Keywords: ethnographic concerts, authentic folklore, revival of folklore

The history of ethnographic concerts in Russia dates back to the end of the nineteenth
century, when the voices of folk singers and storytellers first sounded from the academic
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stage. Performances by T. Ryabinin and I. Ryabinin, V. Shchegolyonok, I. Fedosova,
M. Krivopolenova and other storytellers in St. Petersburg, Petrozavodsk, and Moscow
gradually formed a special niche in the concert life of pre-revolutionary Russia. In parallel
withtheethnographictrend, other formsof actualization of folklore heritage aredeveloping.
Folk songs are performed by the singers of the Academic Academy (F. Chaliapin); the peasant
choir, assembled by M. Pyatnitsky is one of the talented nugget singers; N. Plevitskaya and
0. Kovaleva are singers who have proposed new stylistic standards for the actualization
of Russian folk songs on the stage. The Soviet period made significant adjustments to the
already formed picture of the forms of presentation of peasant songs on stage, related to the
requirements of the official state ideology. Within the framework of the activities of folk
choirs and pop singers, there is a rapid loss of the traditional repertoire, authentic timbre
and dialectal features of sound, and a departure from the stylistic norms of folklore. The
ethnographic field itself occupies a rather narrow niche under the auspices of the Union of
Soviet Composers (since 1957 — Union of Composers of the USSR) and its regional branches.
Since the 1960s, ethnographic concerts of folk performers have been regularly held in
Leningrad, on the stage of the House of Composers at 45 Bolshaya Morskaya Street, based
on the results of expedition trips by the city’s folklorists. Creative teams, talented singers
and musicians represented the traditional ethnic musical culture of the peoples of the Soviet
Union, showed their skills on this historical stage. Such concerts not only introduced the
creative intelligentsia to authentic examples of Russian peasant folklore, but also greatly
enriched the auditory experience of professional musicians and, especially, composers. The
leading vector of this trend is from authentic performance to the revival of folklore.

To date, the poster of the St. Petersburg Union of Composers includes concert programs
based on the concepts of “folklore and the composer” (introducing composers to folklore
performed by youth ensembles) and “composer and folklore” (performing works by
contemporary composers based on folklore).
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ITopdupseBa Auna JleonngosHa,

KaHIuIaT UCKYCCTBOBEJeHU,

3aBeJyIolasa CeKTOPOM MY3bIKU PoccuiicKOTo MHCTUTYTa UCTOPUU UCKYCCTB,
CTapIINil HAyYHBIN COTPYIHUK

HUrpa ycaoBuii uam MyJIbTUBAPUA0EIbHOCTh BHE YCTHOM TPpagUuIiuu

Kawouesble ciosa: nTaabaHCKasa KOMUUecKas omepa, (hOpMbI TPaHCIAIUHA,
MYJIbTUILIAIIAPOBAHNS 1 BADUAHTHOCTH

IIucemeHHAA TPAAUIIMA B He MEHbIIIEH CTelleH!, YeM YCTHAsA ABJIAETCA TOCTOAHUEM U I10-
JIeM JeficTBUA 4yeJaoBeKa Myaunupytomiero. OcraBids 3a ckoOkaMu (eHOMEH MHTepIIpeTa-
IuY, COCPefOTOYNMCS Ha TeaTpe Kak (popMe UI'PHI U HA TeX YCIOBUAX KUBHU UTAIbAHCKON
rkomuueckoii onepbl X VIII u oruactu XIX Beka, B KOTOPHIX OUEBUAHBI (POPMBI TPAHCIAINH,
MYJbTUIIINIINPOBAHUA M BADUAHTHOCTH, IPUCYIIIE, KAK MPUHATO AyMaTh, My3bIKe YCTHOM
TPagUInu.

Porfirieva Anna Leonidovna,

PhD in Art History,

Head of the Music Sector at the Russian Institute of Art History,
Senior Researcher

The play of conditions or multivariability outside the oral tradition
Keywords: Italian comic opera, forms of translation, multiplication and variations

The written tradition, no less than the oral tradition, is the property and field of action of a person
who plays music. Leaving aside the phenomenon of interpretation, let’s focus on theater as a form of
play and on the living conditions of Italian comic opera of the 18th and partly 19th centuries, in which
the forms of translation, multiplication and variation inherent, as is commonly believed, in the music of
the oral tradition are obvious.
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Pomonun Anexkcanap Bagumosuy,

KaHIUJIAT UCKYCCTBOBEIEHUS,

CTapIINi HayYHBIN COTPYAHUK, 3aBeAYIOINN CeKTOPOM (hoJabKJIoOpa PoccuiicKoro MHCTUTYTa
WCTOPUU UCKYCCTB

ITHYECKOe HAYAJI0 B TBOPYECTBE TPATUIINOHHBIX MY3bIKAHTOB
Kaiouesvie caosa: 3TUKA, JUYHOCTD, TPASUIINAS, TBOPUECTBO, KOMMYHUKAIUA, BOCIIPUATIE

ITHYecKoe HavajJ0 — BCEIIPOHMKAIOIIlee B pPaMKax TPAAUIIMOHHOHN KYJIbTYDHI, AEHCTBY-
[0lllee Ha MHOTHX YPOBHSAX €e CYIIeCTBOBaHUA. Bce mOM00HOTO pojia IJIaHbI BBIABIAIOTCA U
B pyCJie JUUYHOCTHBIX BBIPDAYKEHUH U CBOWCTB, 1, KaK UX IMPOJOJIJKEHUE — B OOIIEeHUY MEXKIY
JoasMu. TBOPUYECTBO HAPOMHBIX MY3bIKAHTOB OCHOBAHO 1 HA COOCTBEHHO XYA0KECTBEHHBIX,
U Ha JKM3HEHHBIX, W HA CAKPAJBHHBIX (PEJIUTHO3HBIX, MU(MOJOTUUECKNX) IIPEACTABIIEHUIX
¥ IIPOABJECHUAX. ITHUYECKOe Hauyao 00beauHsIeT Bce CTOPOHbI. CHHKpPEeTHUECKUI XapaKTep
TPAAUIIMOHHON KYJbTYPhl HEM30€KHO CONMMIKAeT pasHble BUABI NCKYCCTBA: MY3bIKAJIbHOE,
TaHIleBaJbHOE, UTPOBOE, CJIOBECHOE. ITUUYECKHUH MJIAaH IIPUCYTCTBYET BCIOAYy. B oTHOIIIEHU!-
AX MY3BIKQHTOB U cJIyIiaTesieii. B KoHTaKTax nucnoJaHuTese n1pyr ¢ ipyrom. Bo B3aumopeii-
CTBUU TAHIIOPOB I MY3bIKAHTOB, MHCTPYMEHTAJIVCTOB U MEBIOB. ITUYECKAS CTOPOHA BBISB-
JseTcsA Ha IICUXOJOTMYECKOM, MOBEJEeHUYECKOM, HCIIOJHUTEIHCKOM YPOBHAX. TBopueckoe
oOHapy:KeHUe IPYU 3TOM HEOTAEJINMO OT UeJIOBeUeCKOoro. Tpagumnus mo-cBoeMy IIaguT CBOUX
npencraBuTeseli. B TBopuecTBe JOMMYCKAOTCA HETOUYHOCTH, UCKAMKEHNA, HOMapKu. [lo3BoaAA
momo0HOe, TPAAUITMOHHAA cpela ¢ 0c000M JeJINKATHOCTBIO OTHOCUTCA K UeJI0BEUECKOMY BBI-
SIBJIEHUIO, Pa3JuvUasd CTAPUKOB, MOJIOJBIX, IIEBI[OB, TAHITOPOB, MY3bIKAHTOB. K KaskgoMy nume-
eTCsA CBOU MOAXOM, KaXKIBIA MOYKET TBOPUECKHU OTJINUUTHCH, ITOJyUYassi OJHOBPEMEHHO TPaBO
Ha omuoOKy. VMCIIOJTHUTEIbCKHE IIIEPOX0BATOCTH MMEIOT, BIPOUEM, U €Ille OAHY I'PaHb: OHU
STUYECKU OIIPABABIBAIOTCA U IPUHUMAIOTCSA TPAAUIIEH. AyTeHTUUHAA CTUJINCTUKA IIPEAIIO-
JlaraeT KeCTKOCTb TeMOpPOB, NUCCOHUDPYIOMMNX (HEpeaKO, HeTeMIePUPOBAHHBIX) CO3BYUUIA,
PUTMUYECKUX BOJBHOCTEHN 1 HECOBIAAEHUN B BOKAJIHHOM U B MHCTPYMEHTAJIHHOM THUIIAX MY-
surnupoBanusd. [lomo6HOro posa MaHepa He TOJIBbKO XYI0KECTBEHHO, HO M 9TUYECKU OJIM3Kasd
HOCUTEJSAM TPAIUIINN, BOCHPUHUMAETCSI UMY C 0COOBIM YyBCTBOM. Bece «HeITpaBMIIBHOCTI » —
OpUTWHAJBHBI. B cBOE0Opa3mm mMX NMPUMEHEHUS NMPOCTYNAeT HEIIOBTOPUMBINA JIMUHOCTHBIN
TBOPYECKUI IIOYEPK.

Alexander Vadimovich Romodin,
PhD in Art History, Senior Researcher,
Head of the Folklore Sector at the Russian Institute of Art History

Ethical principles in the work of traditional musicians
Keywords: Ethics, Personality, Tradition, Creation. Communication, Perception

The ethical principle operates at many levels of traditional culture. Similar planes are
revealed both in personal expression and in interpersonal communication. The syncretic
nature of traditional culture brings together various forms of art, but the ethical plane is
present everywhere. It is found in the contacts of performers, in relationships with people of
different ages and different skills. There are performance “incorrections” that are ethically
justified and accepted by tradition.
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CoxomoBa Anina HukomaesHa,

IOKTOP UCKYCCTBOBEIEHM,

npodeccop ARBITeCKOT0 I'OCYyJapCTBEHHOT0 VHUBEPCUTETA,
3aCJY:KeHHBIN AeATeNb ncKyccTB Peciyonuku Anbires,
3aCIIy:KeHHBIN feATeJab HayKu PecriyOuKu Anbires,
3aCIIysKeHHbII padoTHUK Briciei mKoab PO

PecypcHBIN MOTEHIINAJ THACTIOPHI B 0OHOBJIEHUH TAHIIEBAJIbHO-MY3bIKAJIbHOM
MMPaKTHKHN MeTpomouu (Ha nmpuMepe yepkecoB Poccuu u Typium)

Kawuesvle cao8a: uepKecsl, aabiTu, Auaciopa, Typius, Poccus, B3BanMogeicTBue KyJIbTYD,
MY3bIKaJbHO-TAHIIeBAJbHBIE IPAKTUKN

Kax nsBecTHO, B Iuacmope HepeaKo 6oJiee 6epeskHO COXPAaHAIOTCA apXandyecKue 3JIeMeHThI
TPAAUIIMOHHON KYJbTYPhl KAK 3HAKYU MOKUHYTON POAWHBI U OIIpeieJieHHbIe (h)OPMbBI CBA3U C
npenxamu. B mpengenax Poccum mo garabIM nepenucu 2020 roga npoxkuBaeT 4yTh 6osee 720
THICAY YePKECOB (abITOB), B TO BpeMA KaK B Typruu mo pasHbIM JaHHBIM UX HACUUTHIBAETCS
OT IIATU IO CEMU MUJIJIMOHOB. OTO MOTOMKH TeX YePKeCOB, KOTOPhIe OKA3aJlCh HA UyKOUHe
B XIX Beke B peayabTaTe KaBKascKoil BOIiHEBI. B coBeTCKuii mepros KOHTAKThI MeXK Iy YepKe-
camu Typuuu u Poccuu npakTudecku orcyrcrBoBaau. Ilocse pacmaga CCCP ornm mpuobpenn
MIOCTOSTHHBIN U Bce 00Jiee PACITUPAIOIIUNCA XapaKTep.

B pesyabTaTe MHOTOJIETHUX CPABHUTEJIbHBIX UCCIEJOBAHUN MEKIY MY3bIKaJIbHO-TaHIIE-
BaJbHBIMU KYyJbTypamu uepKecoB Typruu u Poccuu HaMu OB1JIO YCTaHOBIEHO:

1) cymiecTBOBaHME PA3JIUYHBIX BUAOB MY3bIKAJbHBIX OPYAUI, BXOAAIIUX B UHCTPYMEH-
TAJIbLHBINA aHcaM0JIb AJIsI COIIPOBOMKACHISI TPASUIIMOHHELIX TAHIIEB;

2) cyIrecTBOBaHVE CXOMKUX TAHIEBAJbHBIX CHCTEM NPU JOMUHUPOBAHUU PA3IUUHBIX
MIOMYJISIPHBIX TaHIEB (B KYJIbTYype uepKecoB Poccuu — 3agpak u kaga, B KyIbType UePKECOB
Typriuu — weuwien u maianapsvlul);

3) HamIWure pa3JNUYHBIX KOPIIYCOB TAHIEBAJLHOI MY3BIKH (B KYJAbType UYepKecoB
Poccum — TaHIeBanbHBIE HAUTPHIIIU O, 3a()aK U KaQy, B KyJabType dyepKecoB Typrum —
TaHIleBAJIbHBbIE HAUTPHIIIU IO WieU,eH T MJAANIPLLUL).

3a 35 JeT MOCTOAHHBIX KOHTAKTOB C UepKecaMU AUACIIOPHI UX TAHIIBI, TAHIIEBAJbHBIE
MeJIOJUM U MY3bIKAJbHBIN MHCTPYMEHT «nXamb2y» IIPOYHO BOILIU B ayTEHTUKY UePKeCOB
Poccuu. PecypcHBIN ITOTEHITUAT AUACIIOPHI OKAal3aJl MOIITHOE BO3AENCTBUE HA METPOIIOJIUIO.
B nokname ananu3upyOTCa IPUUYUHBI COXPAHEHNA YHUKAJIbHBIX KYJIBTYPHBIX UEPT UEPKECOB
JIVaCIIOPHI B YCJIOBUAX YPOAHMBAIIUY VI MUTPAIINH, & TAaKKe BINAHNE BBAUMOJIeICTBUS C TIPU-
HUMAIOIIUM O0IIeCTBOM Ha 9BOJIIOIINIO TaHIIeBAJIbHO-MY3bIKAJIbHBIX (pOPM.

Sokolova Alla Nikolaevna,

Doctor of Art History, Professor of the Adygea State University,
Honored Artist of the Republic of Adygea,

Honored Scientist of the Republic of Adygea,

Honored Worker of Higher Education of the Russian Federation

The Resource Potential of the Diaspora in the Renewal of Dance and Music Practices
in the Metropolis (The Case of Circassians in Russia and Turkey)

Keywords: Circassians, Adyghe, diaspora, Turkey, Russia, cultural interaction, musical and
dance practices

As is well known, archaic elements of traditional culture are often more carefully
preserved within a diaspora as symbols of the lost homeland and specific forms of connection
with ancestors. According to the 2020 census, just over 720,000 Circassians (Adyghe) live
within Russia, while in Turkey, their number is estimated to be between five and seven
million. These are descendants of Circassians who found themselves abroad in the 19th
century as a result of the Caucasian War. During the Soviet period, contacts between
Circassians in Turkey and Russia were practically non-existent. After the collapse of the
USSR, these contacts became constant and have increasingly expanded.

As a result of many years of comparative research on the musical and dance cultures of
Circassians in Turkey and Russia, we have established:
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1) the existence of various types of musical instruments included in the instrumental
ensemble for accompanying traditional dances;

2) the existence of similar dance systems with different dominant popular dances (in the
culture of Russian Circassians — zafak and kafa, and in the culture of Turkish Circassians —
sheshen and tlyaperysh);

3) the presence of different repertoires of dance music (in the culture of Russian
Circassians — dance tunes accompanying zafak and kafa, and in the culture of Turkish
Circassians — dance tunes accompanying sheshen and tlyaperysh).

Over 35 years of ongoing contact with the Circassian diaspora, their dances, dance
melodies, and the musical instrument “phhembgu” have become firmly integrated into the
authentic culture of Russian Circassians. The resource potential of the diaspora has had a
strong impact on the metropolis. This report analyzes the reasons for the preservation of
unique cultural traits of the Circassian diaspora amid urbanization and migration, as well
as the influence of interaction with the host society on the evolution of dance and musical
form.
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Coruenko I'anuna Bopucosna,
KaHIUAAT UCKYCCTBOBELEHN, JOIEHT,
He3aBUCHUMBIH HCCJIeN0BATEIb

Hapoausbie mecHH ajaTaiies:
JUPUYECKHI MeJ0C B 9THOUCTOPUUYECKOIH IMepCIeKTUuBe

Kawuesvle cio8a: aaTailbl, IeCeHHAsI CUCTEMA, MEJIOLUKA, TUIOBLIE HAIIEBbI

Hoknazn mocBAIIeH npeseHTanuy KHEuru « Hapoaubie mecHU anTaiIieB» — HeJTaBHO BBIIIIE-
mrero 35-ro Toma cepuu «Ilamaruuku ¢oabkgopa Hapomos Cubupu u lambraHero BocToka».
ITO IEePBLIN U3 TOMOB, IIOJITHOCTHIO IIOCBAIIEHHBIN IIECHAM, WUJIN IIECEeHHON JINPUKE KOPEHHBIX
9THOCOB. B maHHOM cIyuae — pas3jinuHBIX I'PYIIN aJaTaines. IIpu moaroToBKe ToMa COCTaBUTe-
aamu — ¢pugoaorom M. A. JleMUMHOBOM 1 My3bIKOBEIOM (aBTOPOM JIOKJIAa[A) IIPeciefoBaIach
IeJib JaTh HanboJjiee IMOJHYI0 KapTUHY TPaIUIIMOHHOTO IIECEHHOTO TBOPUECTBA ajiTal-KUMKH,
KYMaHIWHIIEB, TEJEHTUTOB, TEJIEYTOB, Ty0AJIapOB U YaJIKAHIIEB — BCEX TeX, KOr'0 C KOHIIA
40-x romoB XX BeKa cTaau oPUIINATIBLHO OIPEIEIATD SK30HNMOM «aJTANIIEI» .

Opmako 3amaun (GUI0JOTA U MY3bIKOBeJa B 9TOM M3JAHUU CYIIECTBEHHO Pas3JIMUaiOTC.
B nepBoM ciryuae raaBHBIM ObLJIO IPOBECTU KAHPOBO-TEMATUUYECKYIO KJIACCU(PUKAIIIIO TeK-
CTOB, JIeMOHCTPUPYIOININX 3HAUNTEJIbHOE eIMHCTBO KaK Ha YPOBHE JIEKCUKH, TaK 1 HAa YPOBHE
moaTuKU. Bo BTOPOM Ke — IIPOEeMOHCTPUPOBATE OTJIMYNS UCTOPUUECKU C(DOPMUPOBABIINX -
cs IIeCEeHHBIX CHCTEM, BBISBJIEHHBIX HAMU y aJITailes (I0:KHoaJITalicKasd, ceBepoajTalicKkas,
TybajapcKkas U TeJeyTcKasa). JTO OIpeesideTcsa TeM, YTO HalleB, MeJOAUs B YKas3aHHBIX
KYJIbTYypPaxX aKTHBHO BBIIIOJIHSIOT POJIb STHUYECKOI'0 MapKepa.

B moksaame mpexmosiaraercs 0oJiee MOAPOOHO OCBETUTH IIPUHIIUIBI IIOATOTOBKY MY3BIKO-
BeIUEeCKOro pasiejia, OCTaHOBUTLCS Ha HamOoJiee BasKHBIX IIPo0JeMax M OXapaKTepu30BaTh
JIOCTUTHYTHIE HAYYHbIE Pe3yIbTATHI.

Sychenko Galina Borisovna,
PhD in Art History, Associate Professor,
independent researcher

Altaian Folk Songs: Lyrical melos in an ethnohistorical perspective
Keywords: Altais, song system, typical melodies

The paper is dedicated to the presentation of the book “Folk Songs of the Altais”, the re-
cently published 35" volume in the series “Monuments of Folklore of the Peoples of Siberia
and the Far East”. This is the first volume entirely devoted to the songs of indigenous peo-
ples — specifically, various groups of the Altais.

In preparing this volume, the compilers — philologist M. A. Demchinova and musicolo-
gist (the author of the report) — aimed to provide the possibly complete picture of the tra-
ditional song culture of the Altai-Kizhi, Kumandins, Telengits, Teleuts, Tubalars, and
Chalkans — all those officially identified by the exonym “Altais” since the late 1940s.

However, the tasks of the philologist and musicologist in this publication differ signif-
icantly. In the first case, the aim was to conduct a genre-thematic classification of texts
demonstrating significant unity at both the lexical and poetic levels. In the second, the goal
was to highlight the differences between the historically developed song systems revealed
by the author among the Altai people (namely, the Southern Altai, Northern Altai, Tubalar,
and Teleut song systems). This is determined by the fact that the melodic parameter active-
ly serves as an ethnic marker in these cultures.

The report is intended to cover in more detail the principles for preparing the musi-
cological section, highlight the most important issues, and describe the scientific results
achieved.
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Tasaaii 'anuuna BaxeHTuHOBHA,

KaHIUAT UCKYCCTBOBEJEHUA,

CTapINui HAYYHBIN COTPYAHUK ceKTopa (POJIbKJIOpa
Poccuiickoro mvHCTHUTYTa UCTOPUU UCKYCCTB

O BHYTPEHHHUX MePeceueHUuaX MOIBUKHON CHUCTEMBI KaAHPOB
BECEHHEro0 0eJIOPYCCKOTo KaJIeHAaps: K MpodJjieMe BepPOATHOCTHOCTH (hoIbKIOpa

Kawuesvie cosa: BeCeHHAS O6pHIIOBOCTB, JKaHPOBBIE C(l)epBI, rpaHuIla apeaJa,
B3anMOIlepexoabl

Kommniexc BeceHHe-JeTHUX OEJOPYCCKUX TPASUIINI IIPEJCTaBJIIeT CO00il 3HAUUTEJb-
HYIO 110 00beMy, Pa3HOOOpPasHyIo 0 (GhYHKIIMOHAJIBHON HAIIPABJIEHHOCTU CHUCTEMY JKAaHPOB
¢ COOCTBEHHBIMU COEpPKaHUEeM, CTPYKTYPOI, sKAaHPOBBIMU 0003HAYECHUAMH U Y3KOU MIPUYy-
POUYEHHOCTHIO K OIpeleIeHHBIM JaTaM XPUCTHUAHCKOTO KaJieHaaps (BeceHHUe, IOphbeBCKUe,
MalicKue, KynajibcKkue, Tpouiikue, «Crpesia», KycToBbIe, IeTPOBCKUE). IIpu 9TOM KasKabIit
JIOKYC B TPAHUIIAX PETUOHAJIBHON TPAAUIIMU MOYKET XapaKTepH30BaThCA COOCTBEHHBLIM MX
COOTHOIIIEHWEM, OOHapy:KHBas crenu@uUecKre BHYTPUIKAHPOBbIE CBA3U U Ae(UHUIIUU.
ITO KacaeTcA KaK ONUPEAEJAIONINX THUIOJOTUUECKUX XapPaKTEePUCTUK OTIAeJbHBIX TPYIIII
HAIIeBOB, POJACTBA T€MaTUKMU, CXOJCTBA, IIOAYAC TOKJIECTBA IMOATUUYECKUX CIOKETOB, TaK U
(yHKIIMOHAJIBbHOI STHOTPA(UUECKONH HATIPABJIEHHOCTH COOTBETCTBYIOIIUX SIIN300B PUTyAa-
Ja. B pas3/IMuHBIX JOKAJbHBIX U PETUOHAJIBHBIX 30HAX (DYHKIIMOHUPYIOT OTJUYHBIE IIO CBO-
UM JKaHPOBBIM 0003HAUEHUSIM, HO ITIOPOI OMMHAKOBLIE MU OJU3KKE IO CTPYKTYpPe U ceMaH-
THUKe HaleBbl, CIOXKeThI, TeMaTUuYecKue OJJOKU CXOMHOTO pojia, STHoTpaduyecKkue aeicTsa,
KOTOpBIE€ KOUYIOT U3 00psAga B 00pAM, M3 OJHOU KaHPOBOU cephl B IPYTryI0, IOPOM JIUIIH B
He3HAUUTEeJbHON Mepe npeobpaskasack. IIpucyTcTBre UIK OTCYTCTBME B MECTHOM TPALUIIAN
Kynanpsa, Tpournsl, IOpbsa, KoTophble caMu 1o cebe HUKOIZa He COBMEIAl0OTCS B OJHOI MU-
KpO IMaJeKTHOM 30He U 00JIalaloT PAIOM CBOEOOPA3HBIX Y3HABAEMBIX XapPaKTEPUCTHUK, TaeT
BOBMOXKHOCTDH CUUTATh X MapKepaMu, 3HAKaMU CJIOMOB B MCTOPUUYECKHU CJIOKUBIIIEICS JIO-
KaJbHOU CHCTeMe JKaHpPOB, MOKasaTeJeM MHAKOBOCTH TPaaUIINM, 0003HAUEHUEM IIepexona,
TPaHUIIBI OJHOTO apeaJja Co CMeKHBIM — UHBIM.

Tavlai Galina Valentinovna,

PhD in Art History,

Senior Researcher at the Folklore Section,
Russian Institute of Art History

On the internal intersections of the mobile genre system
of the Belarusian Spring calendar: on the problem of folklore probabilism

Keywords: spring rituals, genre spheres, area boundary, mutual transitions

Various spring song genres of Belarusians — spring, Yuriev, May, Kupala, Troitsk,
Strela, Kustovy, Petrovsky — as components of the corresponding ritual systems, their
presence or absence in the local-regional tradition become indicators of the boundaries of
the corresponding area. The specific intragenre connections of the defining typological
characteristics of tunes, the kinship of the themes of poetic plots, and sometimes theidentity
of certain song groups in various independent spring calendar genres become indicators of
their relatively late historical demarcation in various historical and cultural dialect zones.



46

Yreramuena Cayne UcxakoBHa,

ITOKTOP UCKYCCTBOBEIEHU’A,

npodeccop Kazaxckoii HalmoOHAJIBLHOM KoHcepBaTopuu uMenu KypmMaHrassl,
3acay:KeHHbBIN neATeab Peciyonuku Kasaxcran

O nposABIeHUN TEeMOPO-PETUCTPOBOIl 3ByKOBO MOJEIH B Ka3aXCKUX MECHIAX

Kawuesvie cio8a: TeMOPO-PErUCTPOBASA 3BYKOBasI MOJeJIb, YHUBEPCAJIN, KadaxXCKas IIeCHsd,
HATyPaJIbHO-00€PTOHOBBIN Psil, JIaJOBLIE OIOPLI

TemOpo-perucTpoBas 3BYKOBasg MOIeJb, BbISIBJIeHHAs Ha MaTepuajie HapOAHON WH-
CTPYMEHTAJTBLHON MY3BIKU ITeHTpalbHoasmaTcKkux TIOPKOB (C. YTeranuera), B pa3HbIX CBO-
WX BHUJAX O0OHAPYKUBaeT HEIOCPEeICTBeHHYIO MU OIOCPEeNOBAaHHYIO CBS3b C HATYPaJIbHO-
00epTOHOBBIM PAAOM. Byayuu ocoObIM BUAOM yHUBEpCAJINM, OHA MMeeT OoJjiee IMTUPOKUI
CIIEKTD peain3aIun.

ABTOpa MHTepecyT 0COOEHHOCTH IIPOABJIEHNUS TeMOPO-PEerucTPOBOM 3BYKOBOII MOIeIN
B OTZeJbHBIX 00pasiiax KasaxCKUX IeceH (HapoqHbBIX, HaPOSHO-IIPO(eCcCuOHATbHBIX, BKJIIO-
yas scTpanubie) (1); 6J11M30CTh NCIIOJIB3YyEMbBIX B HUX OCHOBHBIX JIAJOBBIX OTIOP K HATYPAJIbHO-
00epToHOBOMY pAny (2).

ABrop obpartaeTca K KOMILJIEKCHOMY MHOIXOXIY, MCIIOJb3yeT CPAaBHUTEIbLHO-TUIIOJIOTH-
YeCKU, CPAaBHUTEJIbHO-UCTOPUUYECKUI METObI; OIUPAaeTCA HAa TPYABLI B 00JaCT COBPEMEH-
HOT'O 5THOMY3BIKO3HAHUSA, TOCBAINIeHHbIe YHUBepcaauaMm (M. 3eMIioBCcKmil), a TAKIKe MY3bI-
KanbHOU TIopkojgorunu (P. Kapomaros, B. Kapakymos, A. MyxamberoBa, C. YTeraauena).
IIpuBaexkarooTca HayuHble M3bICKAHUA, cBA3anuble ¢ eHomeHoMm mouoxuu (C. I'amuikas,
®. YabmacoB) u moHomuiiHbIX Janos (Y. 'agmxubekon, X. Kymuapes, A. Iln1axosa), B ToM
yucjae u paboThl, KacamwIluecsa COOCTBEHHO M3YUYEeHUS Ka3aXCKOIl BOKAaJbHOU MY3bIKU
(C. Enemanosa, I[. AmupoBa, A. Bepaubaii, b. Babu:xan).

Anamuaupyorca caepyoomime necHu: «Tineyxabax», «Kapa kesim» (00e HapogHBIE),
«Apdak» (HapomHO-npodeccuoHaNbHasA, aBTOp K. sKymabaitynwr) u «Can daypen» (acTpan-
Has, aBTOpP MY3BIKM U cTux0B B. BekmaramberoB). OHU MOMyJSpPHBI B PAasHBLIX PErMOHAX
Kasaxcrama (Opan, sKerbicy, Apka, Anraii-Tapbararait). Ux orinuaeT JUPUUYECKUHA Xa-
paKTep, UCII0Jb3yeTcA KYIJIeTHO-IpuIeBHasa ¢gopma, mpeodaagaet 11-Tu ca0KHBIA pasmep.
Mesonusi B HUX 3BYYHUT KaK ObI BHYTPU BOOOParKkaeMOro CIIeKTpa HUKHEro TOHa, OXBaThIBas
OKTaBHYIO, Pe’Ke KBUHTOBYIO, JIAJOBYIO OIOPBI. PacCMOTPEHHBIN MeJIOAUYECKUI TUII, BO3-
MOJKHO, IPUHAAJICKUT K YNCJIY PAHHUX.

Saule Iskhakovna Utegalieva,

Doctor of Art History,

Professor at the Kurmangazy Kazakh National Conservatory,
Honored Worker of Kazakhstan

On the manifestation of the timbre-register sound model in Kazakh songs

Keywords: timbre-register sound model, universal, Kazakh song, natural overtone series,
modal tones

The timbre-register sound model, revealed on the basis of the folk instrumental music
of the Central Asian Turks (S. Utegalieva), in various forms reveals a direct or indirect
connection with the natural overtone series. Being a special type of universal, it has a wider
range of implementations. We are interested in the peculiarities of the manifestation of the
timbre-register sound model in certain samples of Kazakh songs (folk, folk-professional, as
well as pop) (1); the proximity of the main modal tones used in them to the natural overtone
series (2).

Theauthorturnstoanintegrated approach, usesacomparative-typological, comparative-
historical methods; based on works in the field of modern ethnomusicology devoted to the
universals (I. Zemtsovsky), as well as musical Turkology (F. Karomatov, B. Karakulov,
A. Mukhambetova, S. Utegalieva). Scientific research related to the phenomenon of
monody (S. Galitskaya, F. Ulmasov) and monody modes (U. Gadzhibekov, H. Kushnarev,
A. Plakhova) is involved, including works aimed at studying of Kazakh vocal music
(S. Elemanova, D. Amirova, A. Berdibai, B. Babizhan).
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The following songs are analyzed: “Tileukabak”, “Kara koz” (both folk), “Ardak” (folk-
professional, author Zh. Zhumabayuly) and “Sal dauren” (pop, author of music and poetry
by B. Bekmagambetov). They are popular in different regions of Kazakhstan (Oral, Zhetysu,
Arka, Altai-Tarbagatai). They are distinguished by their lyrical character, the couplet form
is used and the eleven-complex verse size prevails. The melody in them sounds as if inside
an imaginary spectrum of the lower tone, covering octave, less the fifth modal tones. The
considered melodic type probably belongs to the early ones.
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Xasnan EBrenunsa BaagumupoBHa,
KaHIuIaT UCKYCCTBOBEJeHU,
He3aBHUCUMBIH HccIefoBaTEND

EBpeiickas My3bIKa B CB€T€ aHTPOITHOTO MIPUHIIMIIA YUYACTUA

Kaiouesvie caosa: EBpeiicKkast MysbIKa, allIKeHA3CKAA TPASUIIMOHHAA MY3bIKaJIbHAA KYJIbTYyPAa,
POJIb KCCJIeOBATEST, BHAKY KaHTUJIANNN, CAHATOTaJIbHEIE [IECHOIIEHI A, KAHTOP, Xa3aH

IIpuHIIUTT AaHTPOIMHOTO YYAaCTUS BBIABJISIET OCOOYIO DPOJIb HCCIem0oBaTed, KOTOPBIH
He CTOJBKO OOHAPY:KWBaeT U OMUCHIBaeT (D)eHOMEH, CKOJBKO YYaCTBYEeT B €T0 CO3JaHUU.
PaccmoTpeHre My3bIKAJIbHON TPAAUIINY C OTOU MO3UITNY PACKPHIBAET MEXaHU3M B3aUMOeTi-
CTBUSA YYEHOTO U U3YUAEMOU KYJbTYPHI: OHA OTKJINKAaeTcA ()OpMUPOBAHUEM ABJIEHUH, IT03BO-
JISIONINX aHAJIU3WPOBATH UX C UCIIOJb30BAHNEM MMEIOIUXCA MHCTPYMeHTOB. IIpu sToM oHA
COXpaHsaeT MPEeyKHIO, NCXOAHYIO U CJIOKHO (GPUKCUPYEMYIO aKyCTHUYEeCKYIO cpeay, OTBeua-
IOIYI0 IPaKTUUECKUM MHTepecaM coodIiecTBa. HoBbIe OTBETBJIEHUS He BBHITECHSIOT IIPErK-
HUX (opM OBITOBAHUSA TPANUITMOHHON KYJBTYPHI, & COCYIIIECTBYIOT U B3aUMOJEHCTBYIOT C
HuMU. X Tpu3HAKaM1 MOTYT BBICTYIIATh:

— CTPYKTYPHAaA 3aMKHYTOCTb (B TPAAUIITMOHHOM OBITOBAHUY MHOTHE (DOPMBI PA3OMKHYThI
U UX JIJIeHNe OIpeIesdeTcsa CUTYaTUBHBIMU (DaKTOPaMM);

— 000C00JIEHHOCTh M CAMOJOCTATOUHOCTh: MY3bIKa MMeEeT IleJIbIo caMy cebs (B IIPOTHUBO-
BeC PYHKIIMOHAJIbHON NPUBA3AHHOCTY 1 BKJIIOUEHHOCTH B OIpeJeeHHEIII KOHTEKCT, KOraa
3By4YaHMEe CTAHOBUTCA MHCTPYMEHTOM, CIIOCOOCTBYIOIIMM OOCTHIKEHUIO BHEMY3BIKAJIbHBIX
meJiei);

— OJHO3HAUHBLIA TeHe3WC U KAaHpPOBas OIIPeIesIeHHOCTHL (B IIPOTHBOBEC I'e€TE€POTeHHOM
MHOTOIIOJIFOCHOCTH );

— aKIeHTUPOBAHME 3CTETUUECKON (DYHKIUY (B IIPOTUBOBEC IIEPEHOCY BHUMAHNA HA MHO-
JKeCTBeHHbIe Pa3/JIMueHNsI, U BhICTPaBaHMe PA3HOTO PojJa BHYTPU- U MEKIKAHPOBBIX, BHe-
MY3BbIKAJIbHBIX, MeKHAIITMOHAJIBHBIX CBA3eit).

HeB03MO0KHO TPOBECTHU AeMaPKAIIMOHHYIO INHUIO, OTIAEJIUB TPaIUIINOHHBIe (hOPMbBI My3U-
IIUPOBAHUSA OT «BTOPUYHBIX », BOBHUKIIINX B PE3YJILTATE MCCIEJOBATEILCKUX BO3NEHCTBUM.
g vcnosHeHUA 00PAA0B 1 00bIUAEB IIPUEeMJIEMBI U Te, W Apyrue (hopMbl, HO BBIOMPAIOTCA
yaliie mepBbie, BTOPHIe Ke 00Jiee IPUTOAHBI JJIA PelIpe3eHTaIluu KyJIbTYPhI KaK Ha ClieHe, TaK
U B HAYYHOM HCCJIEJOBAHUU.

Khazdan Evgeniya Vladimirovna,
PhD in Art History, independent researcher

Jewish Music in Light of the Participatory Anthropic Principle

Keywords: Jewish music, Ashkenazi traditional musical culture, the role of the researcher,
cantillation marks, synagogue chants, cantor, chazan

The participatory anthropic principle reveals the special role of the researcher, who
not only discovers and describes the phenomenon, but also participates in its creation.
Considering musical tradition from this perspective exposes the mechanism of interaction
between the scientist and the culture being studied: it responds by forming phenomena
that allow them to be analyzed using the available tools. At the same time, it preserves the
original and difficult to capture acoustic environment that meets the practical interests of
the community.

New branches do not displace the previous forms of traditional culture, but coexist
and interact with them. It is not possible to clearly distinguish between traditional forms
of music-making and “secondary” ones resulting from research impacts. Both forms are
acceptable for rituals, but the first seems preferable for traditional life, while the second is
more suitable for representing culture both on stage and in scientific research.
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XpymeBa Maprapura I'ernanueBHa,

KaHIuIaT UCKYCCTBOBEJeHU,

JOIeHT,

podeccop Kadenphl TEOPUYU I UCTOPUU MY3bIKM ACTPaXaHCKOU I'OCyLapCTBEHHOM
KOHCepBaTOpUU

K npo6sieme nposBIeHUA MYy3bIKAJBHON IPABUTALINH
B yIMYPTCKO! HAPOJTHOM MeCeHHOM MeJIouKe

Kawuesvie crosa: mysbikaiabHada rpasurtanus; Y. Y. 3emmosckuit; M. Y. PoitepiiTeiin;
OPHEHTHPOBAHHBIN Irpad; sJIeMEeHTaAPHbIE MeJIOJNUYECKIe CBI3M; MOIEJIb; YAMYPThI; IeCeHHa s
MeJoAUuKa

YamypTcKas meceHHas MeJIOAUKA NMeeT MHTOHAIIMOHHYIO JIaJ0BYIO IIPUPOAY B ZUATOHM-
YeCKOIl 1 aHreMUTOHHON CHCTeMAaX UIN B UX 00beanHeHnr. IIoMrUMO OOIIeIPUHATBIX TOHI-
TUH JIQJOBBIX CONPSAKEHUN TOHOB MeJIOAVUY U UX PYHKIUH (BHYTPH Jiajila — yCTOU, HEYCTOM’;
K HalleBy — JIaJ0Bas YCTOMUMBOCTD / CTaOMJIBHOCTD U JIaJ0Basd IIePeMeHHOCTh) IIPU IPUMeHe-
HUU PasHBIX aHAJIUTUYECKUX METOANK OOHAPYKUBAIOTCA APYTHe 3aKOHOMEPHOCTH, 0COOeH-
HO IIPU MeKCTPO(HOM BapbUPOBAHUU B MPOIlECCE UCIOJHEHUA IIeCHU, KaK 0CO3HABaeMbIe,
TaK 1 He 0CO3HaBaeMble caMUM HocUTeJieM Tpanuiiuu. [Ipu anannse mukpo-mMmupa Mmejsocepnl
YIOIMYPTCKUX II€CEeH 1 MOAeJIMPOBAHNY MHTOHAIIMOHHBIX CBA3€H B MeJOAMKe HAalleBOB IIPUMe-
HaJach TaKJKe aHAJIUTHUYECKAs METOINKA «OPHMEeHTHUPOBAHHBIX I'padoB» HAa OCHOBE 3JIEeMEH-
TaPHBIX MEJOJNYECKUX CBA3EH TOHOB, IIpeasoskeHHas Poirepinreiinom B 1966 rogy. Ona
CII0COOCTBYeT BBISABICHUIO CBSI3€i TOHOB B KayKJOM KOHKPETHOM HaIlleBe 1 B PAIe MeJoCTPod,
a TaksKe OTpa’kaeT IMOTeHIINAJbHbIe BaPpUAHTHI (KaK peasn30BaHHbIE, TaK 1 He pean30BaH-
Hble ucnoauuTesnem). OpueHTHPOBAHHLIE I'Pa()bl HE TOJBKO BBIABJIAIOT KOHKPETHLIE MEJIO-
IUYecKle CBI3U TOHOB B aHAJU3UPYEMOM MeJIOAUN, HO 1 OTPAKaIOT IOPOKIAIOITYIO MOIEIb
HaIeBa, ero BO3MOKHBIE BapHUAHTEI. B TO Ke BpeMs /1A KasKJI0T0 KOHKPETHOrO HalleBa Opu-
€HTHUPOBAHHBIN Ipa@d moKa3bIBaeT 'PAHUIIBI BADhUPOBAHUA, 1 OH JKe OTPaKaeT BO3BMOMKHOCTU
MeJIOANYeCKOT0 BapbUPOBaHUA 6e3 mepexoaa B Apyroi meaoguueckuit Tut (MT).

OpueHTHUPOBaHHBIE TPadbl SJIeMEeHTAPHBIX MeJOANYEeCKUX CBA3el (MeslofuuecKue Moje-
JIN) TIeCEeHHBIX HAIEeBOB BBISBUJIMU TOHBI MEJIOJUYECKOTO «IPUTAKEHUA» U TOHBI MeJIOgMUYe-
CKOT'0 «OTTAJIKUBAHUA» , & TAKIKE MeJOJMUYECKI OIIOPHLIN TOH, 0UeHb YaCTO He COBIIAJAIOIITIA
C JIaZOBBLIM ycToeM. VIMEeHHO 9TO ABJeHNe O0HADPY/KHBaeT KOHKPETHOe NeliCTBUe MeJoIude-
CKOH I'paBUTAIINU II0 HOBOII Teopuu M. M. 3emmoBckoro. B mok/aze mokasbIBaeTCsa IpUMe-
HeHUe JeHCTBUS «My3bIKAJbHON IPaBUTAIIMM» B Y3KOM CMBICJIE, HA YPOBHE MEJOCTPOGUKHI
YAMYPTCKUX TI€CEH.

Khrushcheva Margarita Gennadievna,

PhD in Art History, Associate Professor,

Professor of the Department of Theory and History of Music,
Astrakhan State Conservatory

On the problem of the manifestation of musical gravity
in the Udmurt folk song melody

Keywords: musical gravity; I. I. Zemtsovsky; M. I. Reuterstein; oriented graph; elementary
melodic connections; model; Udmurts; song melody

Udmurt song melodies have an intonationally scalar nature in the diatonic and semitonal
systems, or in various combinations of these systems. In addition to the generally accepted
concepts of scale-based connections between melodic tones and their functions (within the
scale — stable, unstable; in relation to the melody — scale stability/consistency and scale
variability), other patterns can be identified when using different analytical methods,
especially in inter-stanza variation during song performance, both consciously and
unconsciously on the part of the bearer of the tradition.

When analyzing the microworld of the melosphere of Udmurt songs and modeling
intonational connections within melodic structures, the analytical technique of “directed
graphs”, based on elementary melodic tone connections and proposed by Reuterstein in
1966, was employed. This technique helps to identify tone connections in each specific
tune and across a number of melostrophs, and also reflects potential variants, both realized
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and not realized by the performer. The directed graphs show not only the specific melodic
connections of tones in the analyzed melody, but also represent the generative model of
the tune and its possible variants. At the same time, for each specific tune, the directed
graph defines the boundaries of variation and reflects the possibilities of melodic variation
without transitioning to another melodic type (MT).

Directed graphs of elementary melodic connections (melodic models) of song melodies
reveal tones of melodic “attraction” and tones of melodic “repulsion”, as well as a melodic
reference tone, which often does not coincide with the modal foundation. This phenomenon
reveals the specific action of melodic gravity according to the new theory proposed by
I.I. Zemtsovsky. The paper demonstrates the application of the concept of “musical gravity”
in a narrow sense, at the level of the melodies of Udmurt songs.
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HMuuymBuiau Huno I'meBHa,
IOIeHT, X0p MUPOBOI My3bIKl, Meab0ypHCKUHA yHUBepcuTeT IlapKkBuii, Buktopus;
PykoBomguTesib rpy3uHCKOT0 X0pa Melb0ypPHCKOTO0 ITOJUTEXHIUYECKOT0 NHCTUTYTA

JIr000BHBIE TIECHU, POMAaHTHYECKasd JI000Bh M OpayHOe IMOBeIeHue
B KOMIIAPATHBHOM U MEKTUCITUIIIMHAPHOM IePCIeKTHBe

Kawouesovle ciosa: :KaHp J1000BHOM MECHY 1 3aTIPEThI KYJIbTYPhI; MY3bIKa U CeKCyaTbHOe
MOBe/IeHYe B 9BOJIIOIUY YEJOBEKA

IIpexmosiaraercsi, 4To JI0OOBHBIE IECHHU O JIOOBU Y POMAHTHUUYECKON BJIIOOJIEHHOCTH IIO-
BCEMECTHO PACIPOCTPAHEHBI B UeJI0BeUeCKUX o01ecTBax. OIHAKO €CTh KYJIbTYPHI, I'l€ IIeCHS
0 JI00BU KaK KaHp Ju00 IIOJHOCTHIO OTCYTCTBYET, 00 IIPUCYTCTBYET B BUe OUeHb He3HAa-
YUTEJILHOI'0 CerMeHTa, BO3MOKHO, 3aMCTBOBAHHOI0 HA KAKOM-TO 0oJjiee IIO34HEeM STalle 13
COCeIHUX 3eMJeNeJbUeCKUX U MHAYCTPUAJLHBLIX OOIIEeCTB, I'e IIPOIBETAIOT STHUKA JIIOOBU
U yxaykuBanus. KyabTypsl, Tae Ji000BHbBIE IIECHU OTCYTCTBYIOT, B OCHOBHOM BKJIOUAIOT B
ce0sa cobupaTeseii WaM PaHHUX 3eMJiede bileB. B TOoKJIage IPOBOAUTCS aHAIN3 9TUX TUIIOB
00IIeCTB II0 KYJIBTYPE CAMOBBIPAMKEHUA M COIMAILHOMY IIoBemeHuio. CormocrasieHue pe-
3yJIbTATOB MCCJIENOBAHUS ITOKA3BIBAIOT CJIEAYIOIee: OTCYTCTBUE/IIPUCYTCTBUE TIeCeH O JIF00-
BU, OTCYTCTBUE/IPUCYTCTBHE POMAHTUYECKOTO THUIIA JIIOOBU OIIPEIesIAeTCsI TUIIOM OPauHOTO
IIapTHEPCTBA U CTEIEeHbI0 PA3BUTOCTH MHCTUTYTA OpaKa.

Tsitsishvili Nino Gievna,
Associate professor, World music choir, Melbourne University Parkville, Victoria;
Head of the Georgian choir, Melbourne Polytechnic Institute

A comparative and interdisciplinary perspective
on love song, romantic love, and mating behavior

Keywords: The love song genre and cultural restrictions; music and sexual behaviors in human
evolution

Universal presence of love songs and romantic love are presumed for human societies.
However, there are cultures where love song as a genre is either completely absent or is
present as a very insignificant segment, possibly borrowed at some later stage from the
neighboring farming and industrial societies where love and courtship ethos thrives.
The cultures where love songs are absent comprise mainly foragers or early cultivators.
I undertake analysis of these groups according to 3 factors of expressive culture and
social behavior and compare the results with each other to find a pattern of correlation.
Correlations are found between the following 3 factors: 1) absence or presence of love song,
2) absence or presence of romantic type of love, and 3) type of mating such as monogamy,
polygyny, or multiple-partner sexual relationships. The latter, multiple-partner, type of
mating is linked with the weak expression of marriage institution. Preliminary analysis of
the results could point to the possible ancestral condition where the absence of love song is
associated with the absence of exclusive pair-bond or romantic type of bonds, the presence
of multiple-partner sexual relationships, and the weak expression of marriage institutions.
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HOypuymusa Pycynan HnnmoautoBHa,

IOKTOD UCKYCCTBOBEJEHUS,

MMOYeTHBIN Tpodeccop TOMIMCCKOM rocyfapCTBEeHHON KOHCePBATOPU T

uM. Barno CapafKuiBuin; KOHCYJIbTaHT MeXKAyHapOAHOTO IeHTPa TPaJUIIHOHHOT0
muororosiocusa TTK

Kouuenmnusa u nHeoxornsmsel . . 3eM1ioBcKoro
B MCCJIETOBAHNAX IPY3SUHCKON TPATUIMOHHON MY3bIKHU

Kawuesvie cosa: TpaguliunonHas rpysuHCKas moaudonus, Msanuii 3eMIIOBCKU I

I'pysusa BXoauT B OOIIMPHBIN TeorpauUuecKUil apeas MCCIeA0BATEIbCKUX WHTEPECOB
Wzanusa 3eMIIOBCKOT0, MBICJIUTEJIA U YUYEHOT0 ¢ ITupodyanmuM Kpyrosopom. C xouia 1970-x
TOZOB OH IIOCTOSHHO YUACTBYET B HAYUHBIX (DOPYMAax, HOCBAIIEHHBIX TPAAUIITNOHHOM IOJII(O-
HUU, IPOBOAUMBIX B I'pysunu. OgHUM 13 IPOSABJIEHNI ILITJINBON HATYPHI 3EMIIOBCKOTO ABJIA-
€TCs eT0 CIIOCOOHOCTh IPOHUKATH B CYIITHOCTD CJIOKHBIX ABJIEHUN 1 00BACHATD UX, IIPU HE00-
XOAMMOCTHU UCIOJb3YA (pustocodcKue KaTeropuu, a 4acTo — HeOJOTU3Mbl, KOTOPBIE CAMU II0
cebe yKe BBIpAsKaIOT CyTh 9TOr0 ABJIeHUA. Ero MeTo ] mcciiefoBaHUsA — repMeHeBTUYEeCKUI,
IIOCKOJIbKY MHTEPIIPETAINN YUEHOT'O BCer[a ABJIAIOTCA IMIONBITKOW OTBETUTH HA TPYIAHBIE BO-
TIPOCHI, 4 er0 TUIOTE3hI IIOPOKIAI0T HOBBIE BOIIPOCHI. B paboTax 3eMIIOBCKOIO IIpeIcTaBIeHa
eqnHAasa KOHIEIIII (POJIBKIIOPA, B KOTOPOH (POJIBKJIIOP IIOHNMAETCA KaK MHOTOMEePHAasa 1 MHO-
TOKOMITOHEHTHAs CUCTEMA, I'lie KaKJoe n3MepeHre NI KOMIIOHEeHT TaK MU WHaUYe B3auMO-
3aBHUCHUMEBI, a cCAaMa CUCTEMA SIBJISIETCS HEOTheMJIeMOM YaCcThIo 00ITlell MOie I MHOTOTPDAHHOTO
MUpa YCTHOI TPASUITNNI.

OpuruHajabHbIe UIeU 3eMIIOBCKOT0, YaCTO M3jaraeMble UM C MCIOJIb30BAaHMEM HOBOW,
BBOJMMOM MM TePMUHOJOTUN, OBLIN U — I YBEPeHa — ellle OyAyT MCTOUHUKOM BJOXHOBEHUSI
IJIS MHOTUX HCCJIeOoBaTeJen.

B JOKJIaae IIpeacTaB/JIEHbI HEOJIOTM3MbI YUY€HOI'O, CTaBIIIME€ MCTOUHMKOM BIOXHOBEHUA
IJIsT WCCJIeMOBAHUI TPYSUMHCKUX (M HE TOJBKO) STHOMY3BIKOJIOTOB, a TaKiKe HeOoJOTU3MBbI,
BIIEPBbIEe 00HapPOMOBaHHBIE UM B ['py3uu, KOTOpPhIe 3aKPEMUINCH B STHOJEKCUKEe 1 YaCTO UC-
MMOJIB3YIOTCS UMEHHO B MCCJIEOBAHUAX , CBA3AHHBIX C OJIU(MOHUEH.

Tsurtsumiya Rusudan Ippolitovna,

Doctor of Art History,

Honorary Professor at the Thilisi State Conservatory named after Vano Sarajishvili;
consultant at the International Center for Traditional Polyphony of the TGC

Izaly Zemtsovsky’s Concept and Neologisms
in the research of Georgian Traditional Music

Keywords: traditional Georgian polyphony, Izali Zemtsovsky

Georgia has a vast geographical area of research interests of Izali Zemtsovsky, a
thinker and scientist with a broad outlook. Since the late 1970s, he has been constantly
participating in scientific forums on traditional polyphony held in Georgia. One of the
manifestations of Zemtsovsky’sinquisitive natureis his ability to penetrate into the essence
of complex phenomena and explain them, if necessary using philosophical categories, and
often neologisms, which in themselves already express the essence of this phenomenon.
His research method is hermeneutical, since the scientist’s interpretations are always
an attempt to answer difficult questions, and his hypotheses generate new questions.
Zemtsovsky’s works present a unified concept of folklore, in which folklore is understood
as a multidimensional and multicomponent system, where each dimension or component is
somehow interdependent, and the system itself is an integral part of the overall model of
the multifaceted world of oral tradition.

Zemtsovsky’s original ideas, which he often expounds using new terminology introduced
by him, have been and, I am sure, will continue to be a source of inspiration for many
researchers.

The paper presents the scientist’s neologisms, which became a source of inspiration
for the research of Georgian (and not only) ethnomusicologists, as well as neologisms
first published by him in Georgia, which are entrenched in ethnolexics and are often used
specifically in research related to polyphony.
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IITaxos ITaBex Cepreesuu,

KaHAUJAT UCKYCCTBOBEIEHUS,

CTAPIINI HAYYHBIN coTpyaHuK UHeTUTyTa PUIOIOrUI
Cubupckoro otaenenus Poccuiickoit AKageMun HAYK

O HOBOM IIPOEKTE IO U3YUECHUIO ITIO3TUKHU MOpIIOBCROﬁ HapOI[HOﬁ IIeCHH

Katoueavle cnosa: MOPIOBCKAA HAPOLHAS MECHS, JKaHPOBad II09TUKA, KOPIYyCHAA
(POIBKJIOPUCTUKA, KOHKOPIAHC

B moxiame ocBemraeTcss HOBBIM IIPOEKT II0 N3YUEHUIO IIOITUUYECKON CHCTEMEI MOPIOBCKO-
ro meceHHOTO (PoJIbKJI0pa. MHOrOAaCIIEKTHOE UCCIeJOBAHYE IIOITUKY IIeCEHHOTO (DOJIBKJIIOpA B
Ccy09THUUYECKOM, PETUOHAJIBHOM M KaHPOBOM OCBEIIEHUM — aKTyaJIbHOE HallpaBJIeHUe MOpP-
IoBCKOU (hosbKJOpUCcTUKU. Cpeu mOCTaBIEHHBIX 3a/a4: 1) opMupoBaHre NCTOYHUKOBOM
0asbI nccaemoBanmA (pa3spaboTKa U COCTABJIIEHTE TEKCTOBOTO KOPITyCca MOPJAOBCKUX HAPOAHBIX
eceH, BKJIOUYAOIMIEro IIOAKOPIYChI, COCTaBJIEHHBIE II0 PA3JIUUHBIM KPpUTepuAaM); 2) COCTaB-
JIeHUe YaCTOTHBIX CJIOBapell MosTHUYeCKUX KOHCTAHT (IIOHATUM ¢ OIpeaeeHuAMM); 3) oIpe-
JIeJleHre Mephbl UX WHTEHCUBHOCTY, TUIU3NUPOBAHHOCTU M B3AMOCBA3HOCTH; 4) yCcTaHOBJIE-
HUEe KOPPEeJAIUY ITO9TUUECKUX CPEICTB C CYOATHUUYECKU MU, PETUOHATBLHBIMY U JKaHPOBBIMU
mpU3HAKaMM’; D) XapaKTEePUCTUKA ITOITUUECKUX CPEACTB BO B3aMMOCBA3W C IparMaTuKoOi
TIeCEHHBIX JKAaHPOB. B pamMKax mcciieJoBaHUSA IMOAUYEPKUBAETCS I1eJ1eCO00PAa3HOCTD UCIIOJIb-
30BaHUA METOAOB KOPIIYCHOT'O aHAJIN3a, B YaCTHOCTH, aBTOMATU3UPOBAHHOTO KOHKOpPIaHca,
cocTaBJeHNE KOTOPOTO IIAHUPYETCA BBIMIOJHUTH C IIOMOIIBI0O KOMIBIOTEPHON IIPOTPAMMBI
Newslov, paspaboTauHO0Ii 1 NCIIOJIb3YEMOI KYPCKUMHU JUHTBO(OJIbKIOPUCTAMU.

Shakhov Pavel Sergeevich,

PhD in Art History,

Senior Researcher at the Institute of Philology Siberian Branch
of the Russian Academy of Sciences

About a new project on the study of genre poetics of the Mordovian folk song
Keywords: mordovian folk song, genre poetics, corpus folklore, concordance

The report highlights a new project to study the poetic system of Mordovian song
folklore. A multidimensional study of the poetics of song folklore in subethnic, regional
and genre coverage is an urgent area of Mordovian folklore studies. Among the tasks set
are: 1) formation of a research source base (development and compilation of a text corpus of
Mordovian folk songs, including subcorps on various grounds); 2) compilation of frequency
dictionaries of poetic constants (concepts with definitions); 3) determination of the measure
of their intensity, typification and interconnectedness; 4) establishing the correlation
of poetic means with subethnic, regional and genre characteristics; 5) characterization
of poetic means in relation to the pragmatics of song genres. The study highlights the
expediency of using corpus analysis methods, in particular, automated concordance, which
is planned to be compiled using the Newslov computer program developed and used by
Kursk linguofolklorists.
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IMMusaaraoBa Bukropus KoncranTunosHa,
KaHIuAAT UCKYCCTBOBEAEeHU A,
He3aBUCUMBbIH HCCJIeLOBaTEIb

K npo6ieme ncTOpHYECKOI THIIOJOTHH MY3bIKU KAJIMBIIIKOTO 310ca «/Jacanzap»

Kawuesvte crosa: [I:xaurap, s10C, HAIIMOHAJIbHbBIE TPALUIIAN, MATPAINAS, KAJIMBIIIKAs,
MOHT'OJILCKAs, CUHBI3AH-OMPATCKAs, MAKTAJ, HAIIEeBLI, TUPALHO-CTpOorUecKasa CTPYKTypa,
peunTaIys, BO3IJIacHAs IPU3bIBHAS IIOIIEBKA

dopmupoBanme «/[xucanzap’a» KaK IUKJIA SIUUYECKUX IHECEH IPUHATO OTHOCUTHL K XV
BeKy — IIePUOAY MOTYIIeCTBa OMPaTCKOTO rocyaapcTBa Ha Tepputopuu lleHTpanbuoit Asun.
B cBsasu ¢ murpariiueii 60JIbIION YaCTH OWPATCKUX IJIeMeH, IIPOMCXOIMBIIEH Ha MIPOTAKEHINI
XVII-XIX BB. B HacTodAIlllee BpeMs CYIIECTBYIOT TPU KPYHHBLIE HAITMOHAJbHBIE TPAAUIINI
«/Incanzap’a» — MOHTOJIbCKAS, CHHBI[3AH-0MPATCKAA U KAJIMBIITKAA, B KaXKJJON 13 KOTOPBIX
CJIOKMJIVICH COOCTBEHHBIE MY3bIKaJbHbIE (DOPMBI MCIIOJTHEHUA, OTJINYAIOIINECA XapakTepoM
HAIIeBOB, BBIOOPOM MY3BIKAJIbHBIX NHCTPYMEHTOB, 00€CIIEUNBAIOINX HEIIOBTOPUMBbIN HAIT-
OHAJIBHBIN KOJIOPUT MCIIOJHEHNI, 0COOEHHOCTH apTUKYJIANNK 1 TeMOpa roJjgoca. IIpobaema
UCTOPUYECKOMN TUIIOJOTUU MY3bIKYU «/[HcaHzap’a» BOBHUKAET B CBA3U C YCTOMYUBBIM COXPa-
HEHUEM B MOHTOJIbCKOM W CUHBII3SH-OMPATCKON TPAAUIIMAX DBIIOCA ONpeHeeHUS KUBOTO
WCTIOJTHEHUSA BBIpAKeHUEM «s/HaHnzap xaiinax», 0003HAYAIONIETO OCOOEHHOCTH MHTOHUPO-
BaHUS HAIIEBOB BII0CA C MCIIOJh30BaHUEM I'OPJIOBOTO IIEHUS KaK HacJeusd PaHHEe(OIbKJIIOP-
HOT'O MHTOHUPOBAHUSA, YXOAAIIEro CBOMMHU KOPHAMHU B JPEBHIOI0 MarndecKyio oOpsIHOCTD.
B Kanmbpikum 3TO BhIpaskeHUe He yIOTpeOJseTca B CBA3U C MCIOJHeHueM «/lxcanzap’ar.
OnHAKO B KAJIMBIITKOM SI3bIKE COXPaHAeTC A 3HAUEHNeE CJI0BA «XAdAX» (MOHT., «Xalllax») Kak
MIpeBPaNIaThCA B JKUJAKOCTh, PACYYBCTBOBATHCSA, & B TEKCTE 3II0CA B KAUECTBE IMTOYTUTEIHHOTO
CJIOBa «ILJIaKaTh» . KaaMmbinikue 0xcaHnzapuu (IIEBIIHI 9110Ca) ONIPEIEeIAI0T CBOI0 MaHePy UCIOJI-
HeHUdA «/[xcanzap’a» TepMUHOM «0yaazeH» (KaaMm. — neHue). IMeroTca mpuMephl MCIOIB30-
BaHUA HU3KUX T'OPTAHHBIX 3BYKOB KaK 9JIEMEHTOB I'OPJIOBOTO IIeHU, HO (hparMeHTapHO, 1A
TeMOPOBO-aKyCTHUYECKOTO0 3(p(peKTa 3ByUuaHusa 0COOEHHOT0 TeKcTa smoca. To 06cToATeILCTBO,
yro B Mourosuu u npoBuuiinu Cuubissa KHP npomoa:xkaoT aKTUBHO OBITOBATEH (DOIBKJIIOP-
HBbIE JKaHPBI, CBSIBAHHBIE C IPEBHE 00PSATHOCTHIO, HATIPUMED, *KAaHD MakmaJ (BeJIudaHme),
a B KasmMbIKuu 3a mmocJieTHUE JBECTH JEeT 3HAUNTEJILHOEe MECTO CTAJI 3aHUMAaTh 0oJiee O3/~
HUEe (DOJBKJIOPHBIE JKAHPHI — T€POMYECKUN dTI0C «/[oHcaHnzap» , TPOTAIKHBIE JINPUUECKUE T1ec-
HU, OygauiicKue MOJIMTBEHHBIE IIeCHONEHMUS, TaHIleBalbHasd MHCTPYMEHTaJbHASd MY3bIKA,
ABJSETCA OTPAKEHMEM COCTOAHUSA (POJBKJIOPHON TPAAUIIMU B IIOCT-OMPATCKUI HMCTOPHUUE-
CKU IIepuon.

Shivlyanova Victoria Konstantinovna,
PhD in Art History, independent researcher

On the problem of historical typology of the music of the Kalmyk epic “Dzhangar”

Keywords: Jangar, epic, national traditions, migration, Kalmyk, Mongolian, Xinjiang-Oirat,
maktal, melodies, tirade-strophic structure, recitation, chant

The paper discusses the three major national traditions of “Jangar”: Mongol, Sintsian-
Oirat (CPR) and Kalmyk (Russia). Each uses verey distinctive music forms of epic
performance. The distinctions are primarily governed by the specific folklore framework
of performance, or precisely, performers — jangarchi in one or another ethnic group.
Each of “Jangar” music traditions is distinguished for its typical tunes contributing to
the movement of epic chanting, the choice of accompanying musical instruments, and the
unique national color of performance, the specific features of articulation and vocal timbre.
All “Jangar” chants can be related to specific stages of heroic epos: progressive melody
is formed with a succession of repeated variations or radically new lines. The nature of
performance becomes a musical generalization, and the tunes in each folklore framework
symbolize “Jangar” epic tradition.
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IOnycosa Buomnerra HukomnaeBHa,

IOKTOD UCKYCCTBOBEJEHUS,

mpodeccop Kadeapsl NCTOPUU 3apPy0eKHOI My3bIKKU MOCKOBCKOII TOCYIapCTBEHHOT
koHcepBaTopuu umenu I1. 1. HalitkoBCcKOTO

CaymiaTesib KaKk y4aCTHHK TBOPYECKOTO IIpoIjecca
B Mpo(eccMOHAJIBHOM MY3bIKe YCTHOM TPaguIuu (Ha MaTepualie KyJbTyp A3un)

Kaiouesvie caoga: MysbiKa A3uu, TBOPUECKUI IIPOIECC, UCTIOJTHUTEIHLCKOE O0IIeHNeE,
npodeccruoHaNbHAA MY3bIKA YCTHON TPAAUIINN, UCIIOJHUTEIbCKAA BEPCUA

IIpodeccuonanbHasaA My3bIKa YCTHOU Tpaguiiuu As3uu Bcerga aapecHa, U IIPeaIojaraeT
He IIPOCTO HaJIMUUe CJIYIIaTelIsd, HO er0 aKTHBHOE yJacTHe B TBOPUECKOM IIPOIlecce co3ja-
HUS KOHKPETHO! MCHOJHUTEJILCKON Bepcur. My3LIKAaHTHI OPUEHTHUPYIOTCA HA CIEeIU(PUKY
COYIIaTeIbCKOM Cpebl, CTeIIeHb 3HAHUS ayJUTOPUEll 3aKOHOB IIPeCTaBIsIeMOr0 UMHU UCKYC-
CTBa, HACTPOEHHOCTH HA BOCIIPUATHE KOHKPETHOI My3bIKU. [[J151 BHATOKOB OOBIYHO UTPAIOTCS
0oJiee IOJIHBIE BePCUU, AJIs JIIOOUTE el — coKkpalrenubie. OIpenesieHHYIO POJIb UT'PAIOT TaKue
(hakTOPEI, KaK IIOT0Ia, HACTPOEeHNEe KOHKPETHOT'O CIYIIIaTeJIsI, 00CTOATEILCTBA er0 JKU3HU.

[ MHCTPYMEHTAINCTOB TaKiKe aKTyaJbHO TeXHUUECKOe COCTOSHIE X NHCTPYMEHTOB.
KoMMyHUKAIUSA BBICTPAMBaeTCA HE TOJBKO MeXKAy MY3BIKAHTOM U CJIYIIIaTeJeM, HO TaKJiKe
MeK Iy MY3BIKAHTOM M €70 MHCTPYMEHTOM, IIOPOIi 9TOT (haKTOp JasKke mpeodaaeT B IIpoIiec-
Ce HCIIOJIHUTEJIbCKOro 001eHs. yK1BOM OTKINK ayIUTOPUM 00s13aTeJIeH B KYJAbTypax Asuu,
MY3bIKAaHThI KOPPEKTUPYIOT CBOM 3aMBLICEJ M eT'0 Peaj3aliio IPSIMO B IIpolecce OOIIeHns
CO cJayIlaTejeM, VAJNHAA NN COKpaIliasa opeaeeHHbIe ()parMeHThI aKyCTUYECKOT0 TeKCTa
C yU4eTOM peakIuu aygutopunu. Takxoro poga mpueMsl oTpabaTbIBAlOTCA 3apaHee, B TOM UNC-
Jie, B IIpoliecce YCTHOTO O0OYUEHUA IO CUCTEMe «MacTep-YUeHUK», HaKaIlJINBAIOTCSI B UCIOJI-
HUTEJIHbCKOM OITBITE TPAAUIIMOHHOTO MY3bIKAaHTa, MOTYT IIPUMEHATHCSA JOBOJIHLHO CBOOOIHO B
paMKax cBOOOIHOM MMIIPOBH3AINY (3aMeTHAaA TeHAeHIIN II0CJIeJHer0 BpeMeH!, 0COOEHHO B
KOHIIepTHOI npakTuke). CMeHa cIyIaTelbCKOl cpeanl (B JaJeKNX OT POSHOM AJId My3bIKaH-
Ta TPaSUIINM PErMoHAaX) BBI3LIBAET OIpeleseHHbIe TPYAHOCTH, TpedyeT MOIMOJHUTEIbHBIX
YCUJIUHA, TPOOHBIX BEPCUIA.

Yunusova Violetta Nikolaevna,

Doctor of Art History,

Professor of the Department of the History of Foreign Music
at the Tchaikovsky Moscow State Conservatory

Listener as a participant in the creative process in professional music
of the oral tradition (based on the material of Asian cultures)

Keywords: music of Asia, creative process, performing communication, professional music
of oral tradition, performing version

Professional music of the oral tradition of Asia always has targeted audience, and
involves not just the presence of a listener, but his active participation in the creative
process of creating a specific performing version. Musicians are guided by the specifics
of the listening environment, the degree of knowledge by the audience of the laws of this
art they represent, the mood for the perception of specific music. For connoisseurs, fuller
versions are usually played, for amateurs — abbreviated ones. A certain role is played by
such factors as the weather, the mood of a particular listener, the circumstances of his life.

For instrumentalists, the technical state of their musical instruments is also relevant.
Communication is built not only between the musician and the listener, but also between
the musician and his instrument, sometimes this factor even prevails in the process of
performing communication. Live audience response is mandatory in Asian cultures,
musicians adjust their plan and its implementation right in the process of communicating
with the listener, lengthening or shortening certain fragments of acoustic text taking
into account the audience’s reaction. Such techniques are practiced in advance, including
in the process of oral training according to the “master-student” system, accumulate in
the performing experience of a traditional musician, can be used quite freely within the
framework of free improvisation (a noticeable recent trend, especially in concert practice).
Changing the listening environment (in regions far from the musician’s native tradition)
causes certain difficulties, requires additional efforts, trial versions.



AxonroBa Enena CepadumoBHa,
KaHAUZAT UCKYCCTBOBEIEHNUA,
IOIIEHT, He3aBUCUMBIN HCCJIefOBaTEIb

K npo6aeme coimo-My3bIKaIbHOTO0 KOHTEKCTa COBPeMeHHOro Borociry:xe0Horo neHus
(M3 omBITA KIIMPOCHOTO CJIY;KEeHHSA B IIPABOCJIABHOM IePEBEHCKOM I[ePKBH)

Katouesvie cnosa: KJINPOCHOE IIeHue, HpaBOCJIaBHaH IIEPKOBb, COIITMOKYJIBTYPHAadA I'pyIiiia,
IIeB4yue

ConMoKyIbTYPHBIN B3TJIAL Ha IIePKOBHOE MeHNle, HeIPUBLIUEH, a IIpodjeMa, BBUAY He-
JOCTATOUHOT'O HHTEpeca, He n3ydeHa. 'ymMaHuTapHbIe HAYKU, XOTA U He SIBJIAIOTCSI B CBOEM
OOJIBIIIMHCTBE CeKYJIAPHBIMU, HO CYIIECTBYIOT B MHOM NH(MOPMAIIMOHHOM II0JIe, HeXKeJIn Hay-
Ku 6orocyioBckue. J[lanHoe coobIeHre OCHOBAHO Ha ABAAIIaTUJIETHEM OIILITE CIYKEeHUA B 1e-
PEBEHCKOM XpaMe B KauecTBe I'oJIOBII[UKA.

HaGaromenusa Hanm KU3HBIO PA3HBIX IIEPKOBHBIX XOPOB, KaK B JepeBHe, TaK U B T'OpoJe,
IaJay BO3MOXKHOCTD He TOJIbKO 0000IIUTE 9TH HAOMIOAEeHNA, HO 1 BRIAEJUTEL YCIOBHO YeThIpe
COIIMOKYJIbTYPHBIX THUIIA IIEBUNX, TPYKIAIOIINXCA CEeroaHs Ha Kiaupoce. Kpome Toro, cocpe-
JOTOUNTHh BHUMAaHIE He Ha MOJIOKUTEJIbHBIX IIPHUMepax, KOTOPBLIX CEerofHs, K Hallleil pago-
CTH, MHOT'O, HO IONBITATHCA O0'BbJACHUTL NMEHHO Te 3HAKOMbIE HeraTUBHbBIE CUTYAIl1! IIeBUe-
CKOM JKM3HU, KOTOPEIE JOJKHBI IIPE00JIeBaAThCH.

Onupasich Ha UCCJIeJOBATEJIbCKUH ONIT, IIOJYYeHHBIA B PE3yIbTaTe COOCTBEHHBIX (DOJIBK-
JIOPHBIX 9KCIIEAUIINI, coOueTasa ero ¢ HabJIIOAeHNAMHI CKBO3b IIPU3MY KYJIbTYPOJIOTHUYECKUX
3HAHWI, aBTOP pPaccMATPUBAaeT KJINPOCHBIX IIeBUYMX: OT HOCUTEJEeH (DOJTbKJIOPHON TPASUITNI
10 XOPOBHKOB BHICOKOI'O IPO(eCcCHOHATILHOI0 YPOBHA, VIIPABJISIEMbIX PEreHTOM.

Kakx cooTHecTr OHTOJOTUUYECKUH Hap CBOOOIBI BOJIM C HEOOXOAMMOCTHIO IIOAUNHEHIS pe-
reHTy (MY3bIKAJIbHOMY IIPABUTEJI0) UM HA000POT, KAK BCEJO3BOJIEHHOCTh MpodaHa MO U-
HUTL BBIPAOOTAHHBLIM TPEOOBAHMAM MY3BIKAJILHOI'O MCKYCCTBA — 3TH W APYrue IPOoOdIeMBbI
He MOT'YT He BBI3BIBATH MHTEPeca MCCaef0BaTee.
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On the problem of the socio-musical context of modern Liturgical singing
(from the experience of choir service in the Orthodox village Church)
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The socio-cultural view of church singing is not common, and the problem has not been
studied due to a lack of interest. Although the humanities are not entirely secular, they
exist in a different information field than theological sciences. This article is based on
twenty years of experience serving as a choirmaster in a village church.
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