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26—-27 ¢despana 2026 roma B 3eaenoMm 3anme PUHWU cexTop (GOILKJIOPA IPOBOIUT
Me:xkayHapoaHYIO HayuHYI0 KOoH(pepeHInio «YemoBek B 3epkasie (hoIbKIOPA», TOCBAIIECH-
Hyl0 90-7eTHI0O BBIJAIONIETOCS POCCUMCKOr0 YYEHOTo, (POJIBKJIOPHCTa, STHOMY3BIKOJIOTA,
QHTPOIMOJIOTa MY3bIKU, JOKTOpPa WMCKYCCTBOBENEHUA, B3aCHYKEHHOTO [OesaTessi HCKYCCTB
Poccun, nmpodeccopa Usanusa NocudoBuua 3eMIIOBCKOT0, KOTOPBIN COPOK JIET IPOopadoTaJI B
JITMTMuK / PUNNA.

Wszanuit MocudoBuu — KopeuHoi JeHuHrpazger (poag. B 1936 r.). OH OKOHUMJI OJAHOBpPeE-
MEeHHO (puJIoJiorTuuecKuil (parkyJIbTeT YHuBepcureTa mo Kjaccy mpod. B. . IIponna u KoH-
cepBaTOpPUIO Kak My3bIKoBe (Kiacec @. A. Py6iosa) u kommosutop (kaacc B. H. Canmanosa,
a HeCKOoJbKO pamee yumica y I'. Y. YerBoabekoii). C 1960 mo 1996 ou — crapinuii HayUYHbIi
corpynauk JITMTMuK / PUNU (cekTop MYy3bIKH, 3aTeM CEKTOP (POJILKJIOpaA C caMOTO ero
ocHOBaHU, ¢ 1969 r.), yuacTHIK pAJa MOJIEBLIX STHOMY3LIKOJOTUUECKUX SKCIIeAUITHIT;

— aBTOp cBhIle 600 HayYHBIX cTaTell Ha Pa3sHBIX A3BIKAX, MOCBAINEHHBLIX HN3YUYEHMIO
(doabkIOopa HapomoB EBpasuu u 3aJI0KUBIITNX METOIOJOTUYECKYIO 0as3y MCCIeqOBaHUSA MY-
3LIKY YCTHOU TPaIgUIINN;

— aBTOp KHUT, B umMcJe KOTOPbIX «Pycckasa mpors:xuaa mecHa» (1967), «Topomenkue
necuu» (1967), «Ilossusa KpecThbAHCKUX mpasgHUKOB» (1970), «Memoguka KajaeHIapHBIX
neceH» (1975), «Poabkygop u KoMmo3uTop» (1978), «Ilo caegam BecHAHKU 13 OPTENIUAH-
HOoro KoHieprta II. HalikoBckoro: Mcropuueckas mopgoJiorus HapoaHoi mecHm» (1987),
«I'eponueckuii snoc kusuu 1 TBopuecTBa B. H. Ilytunosa» (2005), «M3 mupa yeTHBIX Tpa-
npunuii: 3amerKu BIIpok» (2006);

— ujgeH Coio3a KoMo3uTopoB Poccuu (¢ 1961 r.), B JeHUHTPAACKOM OTAeJIeHNN KOTOPO-
TO OH BOBTJIABJIAJ CEeKI[NIO (OJBKJIOPA; WieH aMmepuKaHcKkoro O61ecTBa STHOMY3BIKOJIOTU T
(SEM, 1969) u Me:xaynapoauoro Cosera 1o Tpaguitnounuoi myssike OHECKO (ICTM);

— aBTOP CTATEH 0 PYCCKOM TPAAUIIMOHHON MY3bIKe B KPYIHEHIIINX aHTIOA3BIUHLIX SHITK-
gomeauax 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;

— JlaypeaT aMepPHKaHCKOM 3THOMY3bIKOJIormuecKkoi npemun (Jaap Kunst Prize, 1997).
Jlaypear MexxayHaponauoit Ilpemun mo Ormomysbikogoruu (Koizumi Fumio Prize for
Ethnomusicology, 2011).

Bynyuwn BocnmuTaHHUKOM IeTepPOYPrCKOM HAYYHOM ITKOJBI, 38 TOALI PabOTHI B CEKTOPE
doapkaopa JITUTMuK /; PUNN Wzanuit NocudoBuu cTaj ocHOBATEJNEM JEHUHIPAICKOMI
IIIKOJIBEI 9THOMY3bIKOJIOTHUN, YUNTEJIEeM M HACTABHUKOM MOJIOABLIX YUEHBIX-(POJLKJIOPHCTOB.
B acnupanType cekTopa (poJbKJIOpA MMOJ €ro HayYHBIM PYKOBOJACTBOM IIOATOTOBJIEHBI U 3a-
IIUITEHLl AUCCEePTAIlM IO PYCCKOI, KasaXCKOU, YVKPAMHCKOM, YAMYPTCKOI, HeMeIKOIi,
yIarelicKoii, TaTapcKoil, asepbalif:KaHCKOI, HaHAMCKOIi, JUTOBCKOM, KAJMbBIIKON Tpamgu-
IIMOHHOM MY3bIKE, UTO CBUIETEJIbCTBYET O IIIUPOTE er0 HAayYHOro KPyrosopa, TajJaHTe BOC-
MPUATHS PA3HO00PaA3HEeHIINX MY3bIKAJIbHBIX KYJILTYP Mupa. Ero He ciyuaiiHbIM IPog)eccro-
HAJBHBIM yOeKIeHrneM U OJHUM 13 KPaeyroJIbHBIX KaMHelH ero meJarornieckoii miaTopMsel
SIBJISIETCA B3TJISAA Ha MY3BIKY YCTHOI TpagWIINK HApPOJOB MHUpa KaK Ha OPraHWYHYIO YacThb
MHPOBOM HCTOPUU MY3bIKU. YueHukmu Wsammsa MocudoBuua mo OKOHUAHWU ACIUPAHTY-
pel padoTanum um paboTalOT B pasIMUYHBIX HAVUHBIX IeHTpax u Bysax Coeerckoro Corosa u
Poccuiickoit Penepaliiuui, OHU B CBOIO OUepelb CAeJalu U AeJal0oT MHOTOe IJIs Pa3sBUTUSI
HayKu, IJs cOopa M COXpaHEHUsd ayTeHTHUUYHOro (POJbKJIOPHOTO MaTepHuasa, a TaKiKe BeJu
¥ BeIyT YCIIENTHYIO MeJJaroTuYecKy0 JeATeJbHOCTD B BhICIIe miKose. Vzanuit MocudoBuy
aBaserca [loueTHsiM npodeccopom ToOmamccKoit KoucepBaTopuu uM. B. CapamKumBuim,
Bakunckoit MyseikaabHOl Aramemuu um. ¥. Iamgsxubeiinn, Keipreizckoii HammonaabHOMI
Koncepsaropuu umenu K. Mosgobacamosa. C 1997 r. npenogasan B yuusepcurerax CIITIA
(B 1997-98 om mpuriaiieHHbIii Ipodeccop MY3bIKKM B yHuUBepcutere Bepkiau, ¢ 2004 mo
2018 — mpursantenusbri mpodeccop B Ctardopme).

B nacrosamee Bpemsa Mzanuit MocudoBudu mpomoiKaeT akKTUBHYIO HAYUYHYIO HeATENb-
HOocThb. HemaBuo yBumena csetr B Caukr-IlerepOyprckom mamzareiabcTBe «KoMImosmTop» ero
MacHiTabHasg KHUra « AHTPOIOJIOTHS MY3bIKAJIBLHOTO CyIlllecTBOBaHMA. KHuUra 006 yHuBepca-
auwu» (CII6., 2023).

Ha marmeii koudepernuu B yecTb 90-metus . M. 3eMIIOBCKOTO B UMCje JOKJIATUNKOB
BBICTYIIAT €I0 € INHOMBIIIJIeHHUKY, YUeHNKN, MHOIOUMCJIEHHbIE KOJJIET — CIeI[UaJINCTEI II0
TPAAUIOHHBIM STHHUYECKUM KYJIbTYPaM.
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26 (peBpans, yeTBepr 3eaéHbIi 31
Yrpennee 3aceganue 10.00.—14.00.
Mogeparopst H. 1O. Ansmeesa, H. H. I'masyuosa, A. B. Pomoguu
10.00.—10.30. ITpuBeTcTBUA

Joxrmampr

10.30. Kepumosa Taupa Mamenosua (CamcyH, Typrus)
Yes0BeK MY3HUIIUPYIOMINHA — UeJOBEK MHTOHUPYIOMINHA M UYeJOBEK, PAa3MbBIHIIAIONINI 00
SK3UCTEHIMOHAJILHOMN POoIn « IByMupus» M. 1. 3eMII0OBCKOI0 B KYJIbType

10.45. Axyumosa-/lagamsane 3ympya Apasrei3el (Baky, Asepbatigxanckasa Peciryonnka)
Ot ucToKOB K Oyayiemy: ugen V. V. 3eMIIoBcKoOro 1 azepbaiKaucKas KOMIO3UTOPCKA
MYy3BIKa

11.00. OQypuymus Pycynan HnmoaurosHa (Tounaucu, I'pysus)
Koumnenmnus u Heosoruamel M. 1. 3eMIIOBCKOTO B MCCJIEIOBAHUAX I'PY3SUHCKOM TPAIUIIA-
OHHOM MY3BIKU

11.15. XpymeBa Maprapura I'emnagueBHa (AcTtpaxaHb)
K mpobsieMe IposABIeHNA MY3bIKAIbLHON I'PABUTAIIUY B YAMYPTCKOM HAPOAHOM IIeCeHHOM
MeJIoIuKe

11.30. TaBnaii 'anuna BaneaTunoBHa (CaukT-IleTepOypr)
O BHYTPEHHUX IIepeceYeHUAX MOABUKHONI CUCTEMBI YKaHPOB BECEHHETO 6eJIOPYCCKOTO Ka-
JIeHJaps: K mpobiieMe BepOsITHOCTHOCTH (POJIBKIIOPA

Koge-6peiix 11.45.—12.00.

12.00. Manuesckuii Urops Baagumuposuu (Caukt-IleTepoypr)
O sHaueHNU TBOPUECKOM AeAaTeabHocTH . M. 3eMIIOBCKOTO AJI5 CTAHOBJIEHUA 11 PA3BUTUA
OTeUYECTBEHHOI'0 3THOMY3bIKO3HAHUA

12.15. JIeonosa Haraasa Baagumuposaa (HoBocubupck)
Cubupckue 3BeHbs B HayuyHOU Omnorpadunu 1. M. 3eMmoBcKoT0

12.30. Mamenosa Pena Azep rei3nl (Baky, Azepbaiigxanckasa Peciybinka)
O 6a30BBIX KaTeropusax Teopuu GopmyabHocTu M. V. 3eMIIOBCKOT0 B KOHTEKCTE MY3bI-
KaJIbHOM TIOPKOJIOTUM

12.45. CorxoaoBa Anna Hukomaesna (Maiikom)
PecypcHbIl moTeHIIMAJ AUacIOPhl B 0OHOBJIEHUY TaHIIEBAJIbHO-MY3bIKAJIbHON MPAKTUKM
MeTponoanu (Ha mpuMepe uepkecoB Poccum u Typiium)

13.00. Boapkun Hukonait UBanosuu, boapkuna Jliommuina Bopucosna (Capatck)
HexkoTopble uTOT1 N3y4eHUsT MOPIOBCKOM HAPOAHOI MOMu(GOHNT

13.15. Hukutuna Bepa Hukxonxaesna (MockBa)
OmHO 3epKajo — [IBa OTPaKEHMs: MCCIedOoBaTe/N M W HapoAHble MacTepa. PeHoMeH
A. C. Kabanosa

13.30. Ilopdupnsera Anna Jleonumgosna (Caunkr-IleTepOypr)
Hrpa ycnoBuit uim MyJIbTUBaprabeIbHOCTh BHE YCTHOI TPAIUITAN



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

Mopgepatops: H. FO. Ansmeesa, H. H. I'masysosa, A. B. Pomogun

15.00. Pomoaun Anexcanap Bagumosuu (CaukT-IleTepOypr)
ITUYEeCKOe HAayaJlo B TBOpPpUECTBE TPAANUIIMOHHBIX MY3bIKAHTOB

15.15. Hexpsrnoa Auna ®@emoposHa (Cankr-IleTepOypr)
MysbIKaHT — 00JIbIIIe, YeM MY3bIKAHT B TPAAUIIMOHHOM TeaTpe KYyKOJI

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

15.45. HoBurkora Oasra Bnagumuposua (HoBocubupck)
CrabuiabHOoe M MOOUJILHOE B OYPATCKUX HAPOAHLIX HAIleBaX: B IIOMCKaX HAeaJbHBIX
VMHBAPUAHTOB

Koge-opeiix 16.00.—16.15.

16.15. IlluBnaaoBa Buxkropus KoucrantunoBua (CaukT-IleTepOypr)
K npo6sieMe UCTOPUYECKOM TUIIOJIOTHY MY3bIKY KaJIMBIIIKOTO 3110ca «/[x#carnzap»

16.30. I'maszynora Hanna Hurmarosua (Caukt-IleTepOypr)
IlosgpaBuTenbHBIE KaJIeHAAPHBIE IECHU KaK KYJIbTYyPHAA YHUBEPCATIUA

16.45. Xa3nan Esrennsa Banagumuposna (CauxT-IleTepOypr)
EBpeilickas My3bIKa B CBeTe aHTPOIIHOIO IPUHINIIA YUACTH

17.00. AnsmeeBa Haunnsa IOuucosna (Caunkr-IleTepOypr)
MeJocepa OJIMITHNUECKOTO PETHMOHA KaK ucTopuueckuii nctounuk (Boaro-Kambe)

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

10.00. {FKopmanua Hocudg Munguesuu (Mean0ypH, ABCTpasims)
Wcropusa YemnoBeueckoro Muororogocus

10.15. nuumBuaun Huwo 'nesna (Menb0ypH, ABcTpasius)
JI1000BHBIE TIeCHU, POMAaHTHUYECKasd JOOBh M OpayHOe IIOBeleHUe B KOMIIapaTUBHOM
¥ MEXKIUCIIUILINHAPHON ITePCIEeKTUBE

10.30. I'puneBuu Arna AnexcanaposHa (HoBocubupck)
AKycTruecKue CUTHAJBI U 3BYKOIIOPAKaHUA B BOCTOUHO-XaHTBINCKOM TPagUuIIuN:
mo marepuaJam 3anuceii 1.C. Comounua

10.45. ConmaroBa 'annna EsnamnbseBra (HoBocubupck)
Yenopexr caymaltomuii (Homo audiens) B My3bpIKaIbHO-(PONIBKIOPHON KYJIbTypPe 00CKUX

YT'POB



11.00. KouaparseBa Haraasa Muxaitrosaa (HoBocubupck)
I'paMmMmaTuyecK1e KOHTEKCThI M WX BJIUAHWE Ha MY3LIKAJLHBIN TEKCT (Ha MaTepuaJie
(hOTBKIIOPHBIX TPAAUIINI KOPEHHBIX HapoaoB Cudupm)

11.15. IlTaxos ITaBea Cepreesuu (HoBocubupck)
O HOBOM IIPOEKTE 10 U3YUYEHUIO ITOATUKYU MOPJOBCKOM HAPOAHOM EeCHU

11.30. Hemarunosa Exarepuna Hropesna (HoBocubupck)
MacaeHnYHBIE IECHY YyBAIIEeN B YCJAOBUAX MOJTUITHIYECKOT0 CMOUMPCKOTO pernoHa

Koge-opetix 11.45.—12.00.

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

12.15. Bepau6ait Aizkan PaxMaHKYJKbI3BI, AmuiskaHoBa sKaHcyny AnnmiakaHOBHA

(Anmartsl, Pecniyoiimka Kazaxcran)
My3sbIKaIbHBIE 0COOEHHOCTH NCIHOJHNUTEILCKIX BAPUHTOB « Manbsipama» TacOeprena

B KapmMakunHCKON Tpaguiiumu

12.30. Amuposa [luna sKycynoexosna (Anmartel, Peciyosnnka Kazaxcram)
HeorpagunuonaansM B COBpeMEHHO My3bIKaJIbHON KyabType Kasaxcrana

12.45. Yreranuea Cayne UcxakoBHa (Asnmatsl, Peciyomka Kazaxcram)
O mposiBjieHUY TeMOPO-PErUCTPOBOM 3BYKOBOM MO/IEIN B Ka3aXCKUX IMEeCHAX

13.00. KanyxnauxoBa Tarsana Uesanosua (ExaTepunoOypr)
CpenHuii TOpHO3aBOICKON Ypaj KaK 3Bydallluil KOCMOC B IIPEJICTaBICHUAX PYCCKOTO Ha-
ceJieHUd (Ha MaTepuaJie IIpeIaHmii)

13.15. Hypuesa Hpuna Myprasosua (I:xeBcK)
Jlupuka B yIMYPTCKOHU IIeCEHHO-2KaHPOBOI CCTEME

13.30. 'a6buconua Tamasz AmupanoBuy (Tousicu)
AnbTepHaTUBHBIE QYHKIIUY B TPYSUHCKOU TPAAUIITMOHHON MYy3bIKe

27 peBpana, naTHUIIA 3eJIEHBIN 3a1

Beuepnee 3aceganue 15.00.—18.00.

Mogeparopst H. 1O. Anbmeesa, H. H. I'masyuosa, A. B. Pomoauu

15.00. HoranoBuu Enena Jlrooomuposua (Benrpaza, Cep6ust)
TpaaunuoHHbIe KOHIEIIITNY O0YUeHUS U IIPeIoJaBaHUus: «PacCKasblBaHUEe NCTOPUM »
U «OT3epPKaJNBaHUE» B Iepejaue TPAIUIIMOHHBIX ImeceH B CepOuu cerogus

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

15.30. IOnycoBa Buoserra Hukomnxaesna (MockBa)
CaymraTens KaK YYaCTHUK TBOPUYECKOTO IIPOIecca B IPO(eCcCuOHATbHON My3bIKe YCTHOM
Tpagunuu (Ha MaTepuajie KyJIbTyp Asuu)

15.45. Byarakosa Tateana luomugoBHa (CaukT-IleTepOypr)
Knaccupuranusa meceHHbBIX UMIPOBU3AIUHA B TPASUIIMOHHON KYJIbTYPe KOPEHHBIX HAPO-
nos Cesepa



16.00. AxonTora Enena Cepadumorna (Caunkr-IleTepOypr)
K npob6ieme commo-My3bIKaQJIbHOTO KOHTEKCTA COBPEMEHHOr0o Borocsiy:keGHOTO ImeHUus

(13 ombITa KJIMPOCHOTO CIIYKEeHIUS B IPABOCJIABHOI TePEeBEHCKOM IIEPKBH)

16.15. Huxanopos Anerxcauap Bopucosuu (CaukT-Ilerepbypr)
3BOHAPb KaK JUUYHOCTh U HOCUTEJIb TPAAUIIMOHHOTO MHCTPYMEHTaJI3Ma: CIIeKTP 3HaHUH,

HaBBIKOB, cenu(GuKa MUPOBO33PEHUST

16.30. BynaroBa lunapa AiinaposHa (Caukr-IleTepOypr)
3Hauenue TpynoB .M. 3eMIIOBCKOro AJis Pa3BUTHA COBPEMEHHOI 9THOOPTaHOJIOTHN
(Ha MaTepuajie CMBIYKOBBIX XOPAO(POHOB TIOPKCKUX HAPOIOB)

16.45. Unaxuna Anena CepreeBna (Bakry, Azepbaiigsxanckasa Pecny6imka)
O BIMAHUYN NOPUHIUIIOB Pa3BUTUS IIPOU3BeNeHHNI asepbaliIKaHCKON TPaguIlMOHHONA
MY3BIKY Ha CTUJINCTUKY COUMHEHNH a3ep0aiKaHCKUX KOMIIO3UTOPOB



MATEPUAJIBI / ABSTRACTS




Aasmeesa Hanaa IOaucosna,

KaHAUJAT UCKYCCTBOBEIEHUS,

CTAPIINI HAYUYHBIN COTPYIHUK ceKTopa (hosbKaopa PoccuiicKOro MHCTUTYTA UCTOPUHU UCKYCCTB,
3aCJIyKEeHHBIN qedaTeNb NCKyceTB Pecnyonuku TaTraperan

Meaocdepa MOINITHHUYECKOTO PerMoOHa Kak ncTopuueckuit ucrounuk (Boaro-Kamne)

Kawuesvie ciiosa: mesocdepa, GOJIbKIOP KaK NCTOPUUECKUIN NCTOUYHUK, (GMHHO-YT'PLI X TIOPKU
Bouaro-Kambsa

MacmiTabHBIM, TaJAaHTIMBBIM HayuyHBIM TBopuecTBoM M. M. 3eMI[OBCKOI'0 HPeAIOKeH
IeJbIM Beep IMOHATUH, 32 KOTOPLIMH CTOAT JKMBBIE PeaMM MYS3BIKM YCTHON TpPaauITNH.
BBeneHHBIE UM B 3THOMY3BLIKOJIOTHIO MINPOKUE MOHATUA «MeJjiochepa» M «My3bIKa YCTHOM
TPAAUIINY KaK UCTOPUUECKUH MCTOYHUK» OTPAKAIOT CYIIeCTBOBaHME (DOJIBKJIOPA B MCTOPU-
YeCKOM MPOCTPAHCTBE U BPEMEHH, B BTHOKYJIBTYPHOM IT0JI€ MCTOPUYECKOT'O COCEICTBA.

Boaro-Kambe — npeBHAA KOHTAKTHAA 30HA, I'le B Pe3yabTaTe AJINTEJIbHBIX U CJA0KHBIX
STHO-UCTOPUUECKUX IIPOIIECCOB CJOMKMJINCH COBPEMEHHLIE PEernoH000pPa3yIoIne 3STHOCHI
Cpenuero u Huxxuero IloBoxkba u Ilpuypanba: puaHOyropckue (9ps3s, MOKINA, Mapu, Y-
MYPTHI) U TIOPKCKUE HapoAbl (YyBaIllu, TaTaphbl, HOTaWIbl, Oanrkupbl). O630p cTpaThl IpU-
YPOUEHHBIX HAaIleBOB ITO3BOJIAET BKJIOUUTH CIOZla M Ka3axoB — KBITYAKOB Beamkoi cremnu,
OCTaBUBINNUX 3aMETHBIN STHOKYJIBTYPHBIN U IBBIKOBBIH CJIOU B UCTOPUY U KYJIbTYPE PETUOHA
IloBosxbe/Ilpuypanbe. OMBIT 3THOMYS3BIKOJOTMUYECKUX MCCJETOBAHWI aBTOPAa IOKAa3bIBA-
€T, UTO OOPAMOBLIN IIPUYPOUEHHEIN MeCeHHBIH (DOJIBKJIOP AepeBeHCKUX OOITuH I10BOMKbs/
IIpuypaabsa criocob0eH oTpakaTh STHHUUECKIE IIPOIleCcChl APeBHEH NCTOPUH.

OOpAmoBOe TIeHUWEe OTIAENbHBIX TIOPKCKUX U (PMHHOYTOPCKUX STHOTpaA()MUECKUX TPYIII
Boaro-Kambsa (B cocTaBe TaTap, dyBallieii, MapuiIeB, yIMypPTOB, OAIIIKNP) CTPOUTCS Ha 00-
IIUX PUTMHUYECKUX ¥ MHTOHAIIMOHHBIX CTPYKTYPHBIX equHHUIax. 110 HAJIMUYMIO UJIN OTCYT-
CTBUIO 3TOTO (paKTOPa MOKHO KOHCTATUPOBATH I'PAHUIILI BHYTPEHHETO JIEJIEHUA 9THOCOB PETH-
OHA Ha JIOKAJbHEBIE I'PYIIILI, (PAKTHI OOIITHOCTH STHUUECKUX KYJIbTYD, CXOACTBA KOHKPETHBIX
apredaKkToOB. OTO JAaeT BO3SMOKHOCTH CPABHUTEJIbHBIX MCCIEIOBAHUNA B TIOPKO-(PUMHHO-YTOP-
CKOM MY3BIKAJLHOM KOHTeKCcTe Boiro-ypaabcKoil KOHTaAKTHOMN 30HBI, apryMeHTHUPYA pelre-
HUeE BOITPOCOB THUIIOJIOTHUH TPAAUIIMOHHBIX KYJbTYP U KYJbTypPOTE€HE3a 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.



11

Awmuposa Juna Kycyn6ekoBHa
KaHIuIaT NCKYCCTBOBeAeHU NolleHT KadaxCcKoil HallMOHAJIbHOM KOHCEPBATOPUHA
uMm. Kypmanrassr

HeoTrpaguumoHajinsM B COBpeMEHHOM My3bIKAaJbHOU KyJabType Kazaxcrana

Kawuesvie cnosa: HeOoTpaguIMOHAaJN3M, TPDAJUIITMOHHAA My3bIKaJIbHAA KYJIbTypa,
9THOKYJbTYPHAA UACHTUYHOCTDb

B nokJiaze 3aTparmBaioTcd aKTyaJbHbIE STHOMY3BIKOBeJUECKYe ITP00JIeMbI, CBA3aHHBIE C
OTHOCUTEJHHO HOBLIMU SBJICHUAMU Ka3aXCKOU MY3bIKAJbHOM KYJIbTYPHI, KOTOPHIE OIpese-
JISTIOTCA MHOTO3HAYHBIM ITOHATHEM HEOTPAIUIIMOHAIN3M. ABTOD paccMaTpPUBaeT HeOTpaau-
IIMOHAJNIM3M KaK OCHOBHYIO TEHACHIINIO aKTyaJIMU3aIlluy TPAIUIIMOHHON Ka3aXCKOM MY3BLIKU
B CHUCTEME COBPEMEHHOM KYJIbTYPhI PECIyOJMKM, a TaK/Ke B KaueCTBe METOHA0JIOTUYECKOTO
KOHCTPYKTAa, KOTOPBIN ITOMOTaeT OTPe()JIeKCUPOBATH BCIO TPOTUBOPEYNBOCTE CJAOKUBIIIECS
B IIOCTCOBETCKOE BPeMsA CUCTEeMbI GYHKIIMOHNPOBAHUS TOT0, UTO MOYKHO ObLIIO ObI 0000IIIEHHO
0003HAYNTH KaK Ka3aXCKYI0 MY3BIKY.

IIpenmaraemoe OHTOJOTHMUYECKOE PACCMOTPEHME Ka3aXCKOU TPASUITMOHHON MY3bIKAJIbHOM
KYJbTYPBI B COBPEMEHHOM KOHTEKCTE, BO-IIEPBLIX, IT03BOJIAET O0HADPYKUTH HEKOTOPBIE TIPO-
Iecchbl, CBABaHHBIE C €€ CYIITHOCTHBIMU CBOMCTBAMM, B OCOOEHHOCTU C OPTaHUYECKHU IIPUCY-
el e UCTOPUUECKON N3MEHUYNBOCTHIO U aIalITUBHOCTHIO (K TpUMepPy, PYHKITMOHUPOBaHMIE
YCTHO-TIPO(PECCHOHATIFHOTO MY3BIKAJIBHOTO MCKYCCTBA B aKaJeMUYEeCKOU CHCTeMe WJI CO-
XpaHeHNe B 00HOBJIEHHOM BHIe HEKOTOPBIX (DOPM TPaAUIIMOHHON 00pAaHOCT). BO-BTOPHIX,
0003HAUEHHBIN ITOAXOJ BCKPHIBAET MMEHHO APKO BBIPA’KEHHBIE HEOTPAIUIIMOHAJINCTCKUE
TeHJeHIINN, Ha1/160J1ee OTYETJIMBO IIPOABUBIIINECA B MHTErpanmum aBTOXTOHHOI‘O/BTHI/I‘—IeCRO'
0 U IPUBHECEHHOTO (TaK HasbIBaeMble (POJIbKJIOPHBIE aHCcaM0JI, OPKECTPhI HAPOAHBIX WH-
CTPYMEHTOB, 3THUYECKYE POK- 1 ION-TPYNIIBI U T.II.).

ABTOp OOHApy:KMBaeT 3aMeTHYIO Pa3HOHAIIPABJIIEHHOCTh YKA3aHHBIX MPOABJIEHUHN HEO-
TpaguIOHAJIN3Ma B COBPEMEHHON MY3bIKAJIbHOU KyabType KazaxcraHa Ha ypoBHe ee HO-
cuTeseli, 1 IPOCJIEKNBAET IMTOKOJeHUecKUH (paxTop. OTMeuaeTcsa, UTO YCIOBHO «CTapliiee»
TMOKOJIEeHNE, COXPaHAIoIIee 3STHOKYJIbTYPHYIO UAEHTUYHOCTD (YaIlle BCero — 9TO BLIXOAIIEI U3
TPAAUITNOHHOMN ATHUYECKOH CPebl), TATOTEET K OPUINATHLHBIM aKaleMU3POBAHHBIM U BCe-
BO3MOKHBIM BTOPUYHBIM (hopMaM Ka3aXxCKON MY3BIKH, a «HOBOE» TTOKOJIEHUE, I KOTOPOTO
XapaKTePEH ee MTONCK (TopoAcKasa MOJIOJEKb), BRIPAXKaeT ceds 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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AxynmoBa-/lagamsane 3ympya Apas rei3bl,

IOKTOP (puirocopum Mo UCKYCCTBOBEIEHUIO,

npodeccop, 3aBeayioias Kadeapoil ICTOPUU MY3bIKU
BaxuHCKOI My3bIKAIbHOM AKamzeMuu uM. ¥ seupa Iag:xubdeitim

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

Katouesvie cnosa: 3eMIIOBCK U, HeIEJIUMOCTL KYJAbTYPbI, YCTHAS TPASUIINA, NHTOHAIIIOHHOE
MBINLIeHUe, ¥Y3eup [amxubeitniu, agepbaiiiKaicKasa KOMIIO3UTOPCKAaA My3bIKa, HOBAS
(GOoIBKJIOPHAA BOJIHA

Joxiam mOCBANIIEH aHAM3Y a3ePOariI;KaHCKOM KOMIO3UTOPCKOM My3bIKM X X—X X1 BeKOB
B cBere ugeii 1. 1. 3eMI110BCKOT0, IIPEsKIe BCETO ero IIpPeICTaBIeHU 0 HeJAeJNMOCTU KYJIb-
TYPBI, 3HaYeHUU (HOJBKJIOPHO-UCIOJIHUTEIbCKOTO ITIOATEKCTA ¥ aKTyaJIN3aIUK YCTHBIX HOPM
MY3BIKAJIbHOTO MBINLJICHNA B COBPEMEHHOCTH. OTH METOHOJIOTUYECKYe MOJIOMKEeHUs II03BO-
JISIIOT paccMaTpPUBaTh KOMIIO3UTOPCKOE TBOPYECTBO He KAK ITPOTUBOIIOCTABJIEHHOE MY3BLIKE
YCTHOI TPaguIliN, a Kak ogHy 13 (hOpM €€ UCTOPUUECKOT0 IPOAOIIKeHUA U TpaHchOpMaIin.

Ocoboe BHUMaHUe ynpeisercsa (urype ¥Yseupa lamkubeitnu, ube TBOPUECTBO COOT-
HOCUTCA C T€M THUIIOM XYIOKHUKA, KOTOPBLIN 3eMIIOBCKUI ONUCHIBAJI NPUMEHUTEJIbHO K
M. II. Mycoprckomy, — KaK «IIOCJIIaHHMKA OyAyIIero», 4yepes KOTOPOoro HaIllnoHAJbHAaA Tpa-
IUIINS BIEePBbIe 0CO3HAET cebs B IIepCIeKTUBe JaJbHEeHNIero pasBuTUA U BCTYIAaeT B JUAJIOT
C MHBIMU MY3bIKAJIbHLIMU IIUBUIN3ANUAMU. 3aJd0:KeHHasa ['amxubeitan Moae b B3auMogeti-
CTBUSA YCTHOI M MUChbMEHHOI TPaAUIIUH ITOJTYUNJIa PA3BUTHE B TBOPUECTBE a3epOaiiiskaHCKUX
KOMITIO3UTOPOB-IIIECTUAECATHUKOB, C(hOPMUPOBABIINX HOBYIO (DOJIBKJIIOPHYIO BOJHY.

B ux TBopuecTBe (POJIBKJIODP MHTEPIIPETUPYETCA He KaK KaHPOBO-TEMAaTUYEeCKUN MCTOY-
HUK, a KaK INIYOMHHBINA OIPUHIIUII HAIIMOHAJIBHOTO MBINIJIEHUA, ITPOSABISAIONNICA Yepes UM-
IIPOBU3AIIOHHOCTD, IPOIECCYATbHOCT, MY3bIKAJILHOTO BPeMEeHU, TeMOPOBO-PUTMUUECKYIO
cBOOOY U apTUKYJIAIINIO STHUYECKOTO 3ByKouaeasa. TeM caMbIM HOATBeps;KAaeTcA HabJIio-
IeHne 3eMIIOBCKOTO O TOM, YTO MHOTHE JOCTHKEHUA MY3bIKaJIbHOTO aBaHTap1a NUMeIOT KOp-
HU B apXanvecKUX IJIacTax 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.



14

Bepnuobaii Aiiskan PaxMaHKYJIKBISHI,
PhD, gomnent Kasaxckoit HallMoOHAJIbHOM KOHCepBaTopuu uM. Kypmaurassl

Amun:xanosa JKancyny AnuiaxaHoBHA,
MarucTp NCKYCCTBOBEIUECKUX HAYK, IperogaBaTesib J{eTCKOoI IIK0JIbI HCKYCCTB

My3bIKaJIbHbIE 0COO€HHOCTH MCIIOJIHUTEIbCKUX BapuHTOB « Mansipama» TacOeprena
B KapMakumnHCKO# Tpaguinm

Katouesvie caosa: sundeckad rpasunusa Kapmakuu, TacOepren, MaHbIpaMa, UCIIOIHUTEIbCKHE
BapMAHTEI, MAKaM, TUIIOJJOI A

IO:xmasa u roro-sanagHas yacTu Kasaxcrama — PermoHbBI ¢ aKTUBHO (QYHKIIMOHUPYIOITH-
MU MY3BIKaJbHO-3IHUecKuMu Tpagunuamu. IIpoiece coopa QoIbKIOPHEIX MATEPUAJIOB IIO
JaHHOI JKaHPOBOM Pa3HOBUAHOCTY Ka3aXCKOM TPAAUIIMOHHOMN MY3bIKH, HauaThlil B 1920-e rr.
A. B. Baraesuuem, mpogos:xuica B 1960—-1990-e rr. B feATeIbHOCTH STHOMY3bIKOBEIOB C Pas-
JUYHBIMU MeTomoornueckumu noaxonamu (B. Epsakosuu, A. Batirackunaa, A. Kynau0Oaesa,
B. Kapakrymios). ITo BeIOpaHHOMY PEeTMOHY 1 aHAJN3UPYEMBIM MY3bIKAJIbHO-PEUNTATUBHLIM
00pasmaM sSIuUYeCKO TPpagUuIINY JOKJIAL MOMKHO CUNTATDh IIPONOJIXKeHeM HayYHOTI'0 HallpaBJje-
HusA, passuBaemoro npodeccopom A. Kynanbaepoii, a Taxksxe ucciaegosanuii B. iK. Ocnanosa
2010 r. «Cuip 60iibLHbLY MY3bLKANBLK-INUKAALLK Oocmypi «[[ad» dacmaHnbvlHbly 2eHe3UCi MeH
KopkemOik cunamul HezidiHde» — « My3bIKaIbHO-3IUYecKasa Tpaguiiusa CeIpJapbUHCKOTO pe-
ruoHa (Ha OCHOBe reHe3uca M XyA0KeCTBEHHBIX ocobeHHocTel nactana “Ilanx”»).

AXKTyaJIbHOCTB TeMBI O0YCJIOBJIEHA Ba’KHBIM 3HaUeHWEM mepme (HaduaaTeabHOU TTeCHU-
peuurtatuBa) « Manvipama» TacOepreHa B sImuecKoi Tpagunuym KapMakuy 1 He[0CTaTOYHOM
CTeIleHbIO M3YUeHHOCTH B Ka3aXCTAHCKOM HayKe MY3bIKAJIbHBIX 0COOEHHOCTEH NCKYCCTBA CO-
BpEeMeHHbBIX CKa3UTeJIel, BHECIITNX BECOMBIH BKJIA B COXPaHEeHNeE U ITOMYJIAPU3AINI0 JPEBHUX
MaxamoB aToro peruona — K. Pycremb6exoBa u JK. AKKyJsoBa. B uccienoBanuu UCIIOJIb30Ba-
HBI KOMILJIEKCHBIH ¥ CUCTEMHBIH IMOAXO0AbI, CTPYKTYPHBIN 1 CPaBHUTEJIbHO-TUIIOJOTINUECK Uil
MEeTOJbI C IeJbI0 BBIABJICHUA IIYTEH Pa3BUTHUA IIMNPOKO PACIPOCTPAHEHHOTO B SINUYECKOI
rpagunuu Kapmarxyu maxam’a Ha npumepe mepme «Manvipama» TacOepreHa B ucmosHe-
HUU 9TUX MY3BIKAHTOB (00IIlee 1 pasjuvyHoe B (popMe 1 NCIOJTHUTEIbCKOM NHTePIpeTaIlnm).

MarepuasoM HCCJAEIOBAHUSA MTOCAYKHUJIN ayaHuO3aIlncHh, COOpaHHbIe MaruCTPaHTOM
K. Agni:xaHOBOM BO BpeMs sKCcIeAUIn B KBI3BLIOPANHCKYIO 00J1aCTh; ONyOJINKOBAHHEIE B
HNurepHeTte Bumeosanucu «Marnvipama» Tacbeprena B uctnonnenuu 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 MCKYCCTBOBEAEHMA, IIpodeccop,

BeAYIIUHA HAYUYHBIA COTPYAHUK Me)XpermoHaJIbHOT0 HAYUYHOTO IeHTPa (PUHHO-YTI'POBEJeHU A,
3aciy:KeHHbI gesaTelb UCKyccTB P®, uien Corosa KoMIo3uTopoB PP

Boapkuna Jlromvuna BopucosHa,

KaHIUIAT UCKYCCTBOBEIeHUsI, IIpodeccop,

CTapIINi HAYYHBIN cCOTPYAHUK MeXpernonaJbHOTO HAYYHOTO ITeHTPpa (GMHHO-YI'POBEIEHU,
IToueTHbIit pAOOTHUK BBICIIIEH IITKOJIBI PD,

Jlaypear 'ocymapcTBeHHBIX IpeMUil 1 3aCay:KeHHBIA PaOOTHUK KyJIbTypbl PM

HexoTopsie HTOTH NU3yUYEHHU ST MOPIOBCKOI HAPOAHOM MOJIU(DOHUHA

Kaiouegvie cn068a: MHOTOMUKPO(OHHAA 3BYKO3AMIUCh, CTPYKTYPHO-aHAJIUTHUUYECKAA
TPAHCKPUIIIUA, TeTepo(oHns, TnadpoHuA, OYpPAOHHAA TOJNPOHUS, ITIeBUECKUe
U MHCTPYMEHTAaJbHbIe Tpanuinm; 'unnnyc, 3eMmnoBckuii, Baiicauen, Bukap

B mokaze paccMaTpuBaioTCSa IPOOJIEMbI, IIOJYUYHUBIINE aKTyaJIbHOEe 3ByUaHNUe B IIOCJIe-
HUe JeCATUJEeTHSI B CBSA3U C IIePEeX0I0OM Ha HOBLIE TEOPETUUECKUE ITOAXO0ALI 1 METOIUKU U3~
yUeHUA MOPAOBCKOI nmoaudoHuu. IloseBble MHOTOMUKPO(POHHBIE 3BYKO3AIINCH IIPON3BeIe-
HUI HAPOSHOM MY3BbIKH C X IIOCJEAYIOINIE CTPYKTYPHO-aHAJIUTUYECKON TPAHCKPUIIIHEH 110
metony E. B. 'unimuyca, MHOTOACIIeKTHOE U3yUeHe STHOTPAPUUECKUX, TUHTBUCTUUECKUX U
WHBIX MaTepHuajioB, COOPAHHBIX B XO/e 9KCIeAUIINH, COOTHECEHUE UX C pamee ONy0JIMKOBAH-
HBIMHU M apXWBHBLIMH HNCTOUYHHKAMMU IIO3BOJIMJIMN BBIIBUTH CTPOMHYIO CHCTEMY MOPIOBCKUX
moau(pOHNUYECKUX TPAIUIINI, HEPA3PLIBHO CBA3AHHBIX C apXaWUYHBIMU AYXOBHBIMHU TPaIU-
MUAMA POJACTBEHHBLIX (PMHHO-YTOPCKUX HAPOJAOB, a TaK:Ke C MCTOPHUUYECKH 0oJiee IO3THUMU
B3aIMOJIEMICTBUAMU CO CJABAHCKUMHY, TIOPKCKNMH 1 NHLIMHU HapogaMu EBpasuu.

ABTOpPBI HaCTOAIETO JOKJIAAa 3aHUMAIOTCS IIP00JIeMO MOPAOBCKOM MOJIN(POHUU C cepe-
auHBI 1970-X rof0B 1 IPUIILIN K CJAeLYIOIIM OCHOBHBIM BBIBOJAM:

1. Tpagunuonnada moanpOHUA MOPABLI HETIOCPEACTBEHHO ¥ OIOCPEJIOBAHHO CBA3aHA C
OBITOM HapoJa W SBJSETCA COCTABHOM YACThI0O CUHKPETUYECKUX KOMILJIEKCOB OODPATOBBIX
IeHCTB.

2. MopaoBckasa meBuecKas moJan(GOHUA IO CUX IIOP OCTAETCSA BECOMOI YaCcThI0 COBPEeMEH-
HOM MY3BIKAJbHON KYJbTYPHI U ITPOJOJIIKAET BHITOJHATEh BAKHBIE 9CTEeTUUECKYE U BOCIIUTA-
TeJbHBbIE (DYHKITUH.

3. B mporiecce MHOTOBEKOBOTO aHCAMOJIEBOTO TEHUA YU MTHCTPYMEHTAJIBHOTO MY3UIITPOBA-
HUA MOP/JABOU BbIpaboTaHa pasBUTAA UCIOJHUTEIbCKAA MEPMUHOL02US — CBoeoOpasHasa Ha-
ponHas Teopus, OTPA3UBINAs 0COOEHHOCTH MeBUYECKOT0 I MHCTPYMEHTAJIBLHOTO cTuas (¢op-
MBI, CTPYKTYpPa MHOTOTOJIOCH A, UCIOJHUTEIbCKAA MaHepa U T. 1I.).

4. OKCOeAWIITMOHHBIE MAaTepUaJbl IIO3BOJUJIMN BBIIBUTHL U ONHCATH CJEAYIOIIHE
MY3BIKAJbHO-CTUJIEBBIE BUJBLI: a) TeTepo@oHMA ¢ OmpeodIamfaHeM YHUCOHOB U IIOCJe-
JIOBATEJbHOCTAMU 0OJIBIIIECEKYHAOBBIX CO3BYUUi; 0) nTma(poHMA — apXanuHoe JIBYXTO0JO-
cue ¢ KOCBEHHBIM JIBUKEHHEM I'0JIOCOB; B) MOJABJIAIONIAA YaCTh MEeCEH MOETCA ¢ HaleBaMU
pPasBUTON OYPALOHHOMN MOJTMPOHUM, B KOTOPOIl IEBI[bI OTUETIMBO PA3JIMYAIOT IAPTUU
IBYX-TPeX, a B pAMle MOKIITAHCKUX CeJl ¥ UYeThIPeX I'0JIOCOB, KaKIBIHM 113 KOTOPBHIX TMEET CBOIO
(bYHKIINIO ¥ CBOE TPAAUIIMOHHOE HauMeHOBaHue. BypaonHasa moandoHuA BO3SHUKJIA Ha OCHO-
Be apXaWuyHO MeJIOAMKY miadeiil u rerepodounn ¢ nuadoHmeii; r) B pesyabTaTe MHOTOBEKO-
BBIX B3aMMOCBs3€eli MOP/ABBI C PYCCKUMMU MOSBUINCEH « THOPUAHBIE» MOPLOBCKO-PYCCKHE
MHOTOT'0JIOCHBIE (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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BynaroBa /lunapa AiimapoBHa

KaHIWUAAT UCKYCCTBOBENLEHN,

CcTapIInii HAyYHBIN COTPYAHUK CEKTOPAa MHCTPYMEHTOBEIEHUA
Poccuiickoro MHCTUTYTa UCTOPUU UCKYCCTB

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

Kaiouesvie cnoga: . Y. 3eMI110BCKUH, STHOOPTAHOJOTMA, CMBIYKOBbIE XOPAO(POHBI TIOPKCKUX
HapoJ 0B

Tpyaer . . 3eMIIoBCKOro o0palleHbl KO BCeM, KTO COIIPUKACAETCS C MY3bIKOM, MY3bI-
KaJbHON [OeATeNbHOCThIO, MY3BIKAJbHBIM MCIOJHUTEILCTBOM («MHTOHUPOBAHUEM» WJIHN
«apTUKYJIUPOBAHUEM » ), OTHAKO HAMOOJIBINTNIHA OTKINK OHI HAXOOAT B AYIIle STHOMY3BIKO0JIO-
ra, B TOM YMCJe STHOOPTAaHO0JI0ra, ABIASICH COBBYUHLIMI MOMCKAM U PA3MbINIJICHUAM, COITYT-
CTBYIOIIM M3YUEHUIO NMHCTPYMEHTAJNBHEIX, B TOM YICJIe TIOPKCKUX, TPASUITIIA.

Tesu1c 0 My3bIKAJIbHOM MHCTPYMEHTE KaK 00beKTe MAaTePUAJIbHON U JYXOBHOM KYJIbTYPhI
HapoJa apTUKYJHPOBAH KpynHeHmuMu sTHoopramogoramu (K. 3akc, M. B. MamueBckuii)
U HeoZHOKpaTHO moBTopeH MHorumu yuyeHbiMu (H. U. Boaprwma, O. M. T'epacumos,
B. 1. fIxoBaeB u ap.). CoBepIiiieHHO 0COOEHHBLIM 0O0PA30M 5Ta MBICJbL HPETBOPSAETCA Y
H. . 3eMIIoBCKOro: yUeHbIil o0paliaeT Hallle BHUMAaHNUe Ha TO, YTO MY3bIKaJbHBIN MHCTPY-
MEHT BOCIIPUHMMAETCS He TOJbKO CIYXOM, HO 11 3peHMeM, HaXOAUTCA BO B3BAMOCBA3Y C IBU-
KeHmeM, xkectoM. [lompasymeBas Hem30eKHOCTh KOMILJIEKCHOTO BOCIPUATUSI MY3bIKAJIb-
HOTO MHCTPYMEHTAa, VUeHbIH HOJUYePKUBAET OJHOBPEMEHHOE Pa3BUTHE 3aKJIIOUEHHBIX B HEM
BUOB UCKYCCTB U UX BepOAJIbHOTO U PedIeKCUBHOTO HATIOJTHEHUA — «3BYKOBOT'O U 1300pasu-
TEJBbHOTO A3LIKOB» 1 COOTBETCTBYIOITNX MM MBIILIEHUH.

Pa3MbIILIAA 0 «MY3BIKAILHOM HHCTPYMEHTE SIOXM CUHKpeTusma», V. . 3eMI[oBCKUA
yKasbIBaeT Ha ero MOJU(PYHKIITNOHAIBHOCTD U « BOJIIIIE0OHOE UYA0 MY3bIKAaJIbLHOTO MHCTPYMEH-
Ta» — «OPYAUSI, KOTOPOE MPEACTABIAIOCH KUBBIM CYIIIECTBOM». B TPaAUIIMOHHBIX BO33pe-
HUAX TIOPKO-MOHTOJIOB €CTh MHOT'O IPUMEPOB OAYIIIEBJICHUS MY3bIKAJIbHBIX THCTPYMEHTOB:
MUGQBI 0 CO3JaHNUMN CMBIYKOBBIX M3 OCTAHKOB KMBOTHBIX, X CIIOCOOHOCTH BOILIOIIATHCSA B
KOHs, BepOioga niu jiebens, OLITYIONIE IPeICTaBIeHNA O BOSMOKHOCTA NUHCTPYMEHTOB T'0-
BOPUTH (11U TIOBECTBOBAThD).

Basxkubpr mabaiogenusa M. V. 3eMIIOBCKOTo U HAJ IPUPOLOI MY3bIKAJIbHOMN « MHTOHAIIN» 1
«HHTepIperanuun» . Hapsaay co cI0BOM «MCIIOJIHEHME» , OTHOCIMBIM, II0 €TI0 MHEHUIO, «JIHUIIIh
K MY3bIKE IHChbMEHHOM TPAaIUIIN, NUMEIOIIe TeKCT, IpeJHA3HAUeHHEIN A/ UCIIOJIHEeHUA» ,
YUYEeHBIA BBOIUT TEPMUH « APTUKYJISINA» , IPEAIIOJIaTaloNINi « Bce (DOPMEI O0HAPYKeHU I NH-
TOHUPOBAHUA («KaK MBIIIJIEHUI U CEMAaHTUKM » ) B IPOIlecce My3HUIINPOBaHuA («KaK TBOpUe-
CTBA M WCIIOJHEHUA»)». [[om0OHBIMU IpUMepaMu «apPTUKYIANNN» HATIOJHEHO TBOPYECTBO
MY3BIKAHTOB TIOPKCKUX CMBIUKOBBLIX TPAAUIIUNA, KOTAAa NHCTPYMEHTAJIbHOE NCKYCCTBO MMe-
€T OUEeBUHYIO KOMMYHUKATUBHYIO (DYHKIIUIO, ITPEJACTABIAA COOOM CPEICTBO mepeaauu JIudo
3BYKOM300pasUTEJIbHBIX KOMILJIEKCOB (TYBUHIIBI, aJTaWIlbl, XaKacbl, KasaXW, KHUPTU3HI,
TYPKMEHBI U Jp.), TM00 SIINUYECKO ITOBECTBOBATEILHOCTH (Ka3aXxm, KapaKaJllaku, AKYThl 1
ap.). Tpyasr 1. 1. 3eMIIOBCKOTO CIIOCOOCTBYIOT OCMBICJIEHUIO MHOTHX BaKHEUIIINX ACIIEKTOB
MHCTPYMEHTAJIHLHOTO MY3UIIMPOBAHUS TIOPKCKHX HAPOIOB, IPUMEPhl KOTOPBIX OYAYT IIPO-
IOJIXKEHBI B IPEJCTOAINEM 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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Byarakxosa TaTssana [JluomunosHa,

JOKTOP KYJbTYDOJIOTHH,

podeccop kadenpel 3THOKYIBTypoJsoruu Poccuiickoro rocyzapcTBeHHOTO ITeLaroruyecKoro
yuupepcutera uM. A. U. 'epriera

Knaccudukanusa neceHHbIX UMIIPOBU3AIIUIT
B TPAIUIIUOHHOM KYJIbType KOPpeHHBIX HapoaoB CeBepa

Kaiouesvie caosa: meceHHBIN (DOJBKJIOP HapoaoB CeBepa; MMIPOBU3AIINA; JKAHPOBO-
au(pdepeHIIUPYIOINE TPU3HAKA

Bricokas cTeneHs N3MEHUYNBOCTH TPASUITMOHHBIX IECEHHBIX NMIIPOBU3AIUii, OTCYTCTBHIE
YCTOMUYMBBIX, IOBTOPAEMEIX TEKCTOB OCJIOMKHSIET MIOUCK TeX OCHOBAHUH B YCTHOM TBOPUECTBE
KopeHHBIX HapomoB CeBepa, HasbIBaeMOM 37eCh NMPe@OTbKIOPOM, ONUPAACh HA KOTOPHIE
MOJKHO OBLJIO OBbI aHAJIUTUYECKHU X YIIOPAA0UYNBATDH U KJIACCUPUITUPOBATH. AOCOJIIOTHOE TIpe-
obJlafaHVe B JUPUYECKOM TBOPUECTBE STUX HAPOJAOB JHUUYHBLIX M POJOBBIX IIECEH M OTKA3 OT
MPaKTUKU CBOOOJHOM TIepe/laul TeCHU OT OJTHOTO JIUTA K APYTOMY JeJIaf0T ITPo0JIeMaTUYHbI-
MU IJIsI MCCJIeLOBATEJA MONLITKY BBISBJIEHUA KaHPOBO-IU(P(hHEepPeHIIUPYIOIINX IPU3HAKOB,
aHAJIOTUYHBIX TeM, KOTOPbIe 00HAPYKUBAIOTCS B KJaaccuuecKoMm (osrbkaope. Tem He MeHee,
B OeHCTBUTEJILHOCTH COOTHOIIEHNEe KOJJIEKTHBHOTO M MHAWNBUAYAJILHOTO, COUeTaHUe Iud-
(hepeHTTUPYIOMNX W WHTETPUPYIONINX TPUIHAKOB OKa3bIBAaeTCS B MPe(OIbKIOPE CTOJb JKe
pPaBHOBECHBIM, KaK M B KJjaccuuecKoM (oJbKiaope. HecTabuabHOCT, MMITPOBU3AIMOHHOMN
TIeCeHHOM CTUXNH, KAKYIINecsa CBOOOJHBIMHY IPUHITUIIEI MeJIOAU3AIUY He PUPMYEMbIX CJIO-
BECHBIX T€KCTOB KOMIIEHCUPYIOTCA OTPAHUUYEHHOCTBIO UCIIOJIB3YEeMBIX COCTABJISIONIUX OCHO-
BY UMIIPOBU3AINY MEJOJNYECKUX IOMEBOK U MCUEPIIAEMOCTHIO CIOXKETOB, COCTABJIAIOIIIX
WX CJIOBECHYIO TKaHb. IlepeceueHne MHANBUAYAJIbHBIX (POIOBBIX) MEJIOAUYECKUX U JUUHBIX
CIOJKETHBIX IATTEPHOB TAKWX MMIPOBU3AIUI C OOIIepPACIIPOCTPAHEHHBIM «CTPOUTEIbHBIM
MaTepruajJoM» IJId TaKHX MATTePHOB (3KECTKO OrpaHMUYeHHOTo Habopa IOIeBOK U (hopMy.I,
HMCIIOJIb3YEeMBbIX IJIA CBOOOAHOM MMIIPOBM3AIlNM), a TaKyKe OOIeIPUHATAS OTPAHNYEHHOCTD
TIepevHs CI0KeTOB, K KOTOPBLIM IIPUHATO 00paIlaThCa B IeCHe, — BCe ATO JaeT MCCIeT0BATEIIIO
BO3MOKHOCTH COBMeEIIIATh JABe MepeceKamlecs IJI0CKOCTY KIaccu(uKaIllui, ogHa u3 KOTo-
PBIX OPHMEHTHPOBAaHA Ha Jiofeli (Ha aBTOPOB-UCIIOJIHUTEJEH), a APyrad Ha coepsKaTeJIbHbIe U
MeJIomnYecKue IIPUHITNTBI, JeKallllie B OCHOBE IeCeHHBIX MMIIPOBU3AIIUH.

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 EsrenreBHa
KaHIUAT NCKYCCTBOBEJEHU A,
moreuT CaukT-IleTepOyprcKoro rocyfapCTBEHHOIO NHCTUTYTA KYJIBTYPhI

Cunraaka: KJI104 K UTPe ¥ IIeCeHHOH KYJIbType

Katouesvie cao8a: NeTCKas CUNTAJIKA, MHTOHAIIMOHHBIN KO, 3ByKOBasd UI'Pa, MHTOHAI[MOHHAS
MOJeJb

Mup mercTBa u riaaBHaA (popMa ero OLITHA — UT'pa — oueBHIeH U 3HaKkoM. OH ecTh B ITaMA-
TH, MATEPUHCKOM OIILITE, HAOJIOMEeHUAX, 3anucsax. Ho mIpu Bcell SCHOCTH M OPTaHUYHOCTU
OH IIOJIOH 3arafoK: BOJIIIEeOHbBIE CJI0BA, BAPYT CKJIANBIBAIOIINECT PUTMHUUECKIIE CTPYKTYPHI,
aJIII03UN K 00PAZOBBIM (popMaM M MU(POJIOTUUYECKOMY CO3HAHUIO. [JlaBHaA 3aragka W Taii-
Ha — MHTOHAIITMOHHOE I10JIe, B KOTOPOM BO3HHKAaeT CBOOOIHOE ITPosaBIeHue rojioca. Cuntaaiku
TPYAHO 3aUKCHUPOBATh B IOJIHOTE AEHCTBUS, JKECTa, 3ByKa, 3HAUEHUA CJOB. ITO IIOUBA,
M3 KOTOPOII BEIpacTaeT MHOToe. HTOHAIIMOHHLIN KOJ ABJAETCS I'VIABHOUW HOOBIUEN yuuTe-
aa. TajauTIuBbIe YUUTEIN, a3apTHBIE YUeHUKHU JIETKO OBJIAJEBAIOT 3TOM 3BYKOBOII UIPOIA.
W3 Hee MOJKHO U3BJIeYb II0Jb3Y AJIA IIpoIecca 00yUeHMsI, BaXKHO, YTOOBI AUTaKTUUECKad MO-
JeJb He MOoAMeHsJaa co00ii MIUP CBOOOSHOIO BOSHUKHOBEHUA TEKCTOB. KaK «MUIpPOBOM CUET»
He paBeH apu(dmMeTHKe, TaK U MHTOHAITIMOHHBIA KOJ CUNTAJIOK JAJEK OT IIOBTOPSIEMbBIX MEJIO-
IUH 1 BOKAJbHO-TIPABUJILHOTO IIeHuA. TaJlaHTINBEINA Heqaror B 3BYKOBOM HUT'Pe yJIaBJIMBAET
MHTOHAIITMOHHELIE MO, COOTHOCUT UX C JaJOMEeJOSUUECKUMU AAPaMt MeJIOTUKHN KaJleH-
Iapsd 1 BeJeT K 0oJiee CI0KHBIM M 0ECKOHEUHO CBA3aHHBIM MEXKy COO00M ITIeCeHHBIM (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),
AccomnuupoBanHubIii mpodeccop I'ocymapecrBenHoro yuuBepeutera um. Miasu YaBuaBaase

AnprepHaTUBHBIE (PYHKIIMH B IPY3MHCKOH TPATUIIUOHHON MYy3bIKe

Kawuesvie cosa: ATbTepHAaTUBHBIN U e IMHOMBICIIEHHBIN TBOPUECKUH IIPOIiece, JUIep,
OIMIOHEHT ¥ AaKKOMIIaHHIATOP

l'emepupoBanue IUBEPTreHTHLIX MPEAIOJIOMKEHN OTHOCUTENHLHO 9TanoB (hOPMUPOBAHUSA
MHOTOTOJIOCHSI TPY3UHCKOM TPAaAUIITMOHHON MeCHU U IIePKOBHOTO IIeCHOIEHUA II0-TIPEeKHEMY
He TepAeT aKTyaJbHOCTH. B 9TOM OTHOIIIEHUY MbI 00pPaTUM BHUMAaHME HA CYIITHOCTb MHOTOTO-
JIOCUS He KaK «BMECTEe3BYYHOCTHU», a KaK «HEOTHOPYHKIIMOHAJIBLHOCT! » , ITyCTh Ja’Ke BbIpa-
JKeHHOU B yepeNoBaHUM. 3IeCh HAC, IIPEJKIe BCero, MHTepecyeT CO3UAAI0INIAa eJUHYI0 MBICJIb
¥ aJbTePHATUBHAS B3aNMOCBA3Db ABYX CTOPOH (II0 3eMI[IOBCKOMY — AUA(OHUI 1 aHTU(POHUS).
B mpocTpaHCcTBe 'PYy3UHCKOM TPATUIITMOHHON MY3BIKK 9TOT AUAJIOT B OCHOBHOM BOILJIOIIAETCS
KOMOMHAITMEH TpeX akTOPOB: JIUAEP, OIIIIOHEHT U aKKOMITAaHUATOP.

AbTepHATUBHBIN U € TMHOMBICJIEHHBII TBOPUECK U ITPOIleCC B OOIBIITHCTBE CIYUYaeB COCY-
IIeCTBYeT, U PEIKO ObIBAET, YUTOOBI OV H 13 HUX OBLJI BRIIBUHYTHaIepeHui raH. [lepeunciaum
HEKOTOphIe Takue TBopuecKkue meTobl: 1. Cocrsazanue; 2. [lonosrHeHne, 3aBepIIeHE MBICIHT
(MHTOHAIIMA «IIPU3LIBA-TOATBeP:;KAeHUA»); 3. CuMmmMmerpusa; 4. IlaparnHeaabHOCTh (KOHT-
pacTHOe rojocoBenenue); 5. Cmena augepa («OTHATHE» (PYHKIMOHAIHLHON WHUIIMATUBEI);
6. UpeamepHoe «ykpaieHnues jgunepa; (. MaguddepeHTHBIN KoHTpacT (OCTUHATO, HE3aBU-
CUMBIN OyPAOH — «wemxmobapu»); 8. Pennmuka qunepy («I'adadsaxuau»).

AnbTepHaTUBHYIO QYHKIIUIO UMEIOT U TapMOHUYECKHe (QPYHKIIUY, B YACTHOCTHA TaPMOHM-
YyecKue CTYIeHU, OTCTOSAIME Ha CEeKYHAY, TePIINIO UM KBapTy. TaKk:Ke B IOJJOOHOM acIleK-
Te MOKHO IIOMBICJIUTD YepeaoBalre IYHKTUPHBIX U CHHKOINUECKUX PUTMUUYECKUX QUTYDP B
BOCTOYHO-TPY3UHCKUX TAHIEBAJIbHBIX ITECHAX.

B rpysuHCKOM IIepKOBHOM MECHOIIEHUU aJbTEePHATUBHBIE PYHKIINU SIBHO MMEIOT BTOPO-
CTelleHHOe 3HaueH’e 10 CPAaBHEHUIO C MMapajjie;IbHBIM I'0JIOCOBEeHNEeM, UTO COOTBETCTBYET
OCHOBOTIOJIATAIOIIEMy 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'masynoBa Hauna HurmartoBHa,

KaHIUJaT NCKYCCTBOBEAEHU I, mpodeccop,

CTapIIN HAYyYHBIN COTPYAHUK ceKTopa (hoabKopa PoccuiicKoro MHCTUTYTa NCTOPUU UCKYCCTB,
3aCay KeHHbBIU neATesb ucKyccTB TypkMeHUCTaHA

ITo3gpaBuTeIbHBbIE KaJeHIAPHBIE MECHN KAK KYJIbTYPHASI YHUBEPCAJIUSI

Kaiouesvle cao8a: KyIbTypPHASA IaAMATh, KAJEHAAPHbBIE IIECHN, KOJIAJOBaHIE, XPUCTUAHCTBO,
ucaam, llearpanbHaa Asus, HoBpys

ens noxsama — BHIABIEHUE CIEMU(MUKN 1 TUIOJOTHUECKON OOITHOCTH HO3APABUTEb-
HBIX KaJIeHJAapPHBIX ITeceH HaponoB IlenTpansHoil A3uu, HanboJiee IPEBHUX IO CBOUM UCTO-
KaM, Ha IIPOTAKEHNY BEKOB MON(DUITMPOBAHHBIX, HO COXPAHUBIIINX KJIOUEBBIE DJIEMEHTHI.
deHOMEH MO3PAaBUTEJILHOTO KAJEHAAPHOTO PUTyaJia HAMU HCCJIeNyeTcAd KaK KYJbTypPHad
yHUBepcaausd, UMeomasd MHOKECTBO peausaluil B KyJIbTYypax HapOAOB pPeruoma, McioBe-
IYIOIUX XPUCTUAHCTBO U MCJaM. BiumsaHMe XPUCTUAHCKOM peJIUTUU B cTpaHax Biam:kHero
u Cpenuero BocToka coxpaHAaJI0Ch U B 9TIOXY TocmoacTBa ucaama. Tak, B Hauasae X1 B. Besu-
Kuil xopeamuiickuiil yuenbiit X—XI BB. A0y-Patixan an-BupyHu oTMeuas MHOTOUYNCJIEHHOCTD
xpuctuaH cpeau xkureaeir Cupuu, Upaka u Xopacana. K 334 r. oTHOCUTCS IepBOe YIIOMUHA-
HHe 0 MepBckoM enuckoncTBe. OrpoMHBIA MHTEpeC IIPpeACcTaBIAeT onncanue bupyHu mpasa-
HUKAa OJHOM 13 XpuctuaHckux oomuu Xopeama: «(Mecsai) KamyH» mepBoe ero 4mcjo — Ia-
MaTh CB. Bacunus: sro nmpasgauk an-Kanampac <...> 3uauenmne (cioBo) Kamanmac <...> “Ila
oymet 6siaro”. B aToT meHBb cobuparoTca geTu (COOCTBEHHO MaJIbUMKM) XPUCTHAH, 00XOLAT
IoMa U KpuJar “KajiaHgac, KaJaHaac” BRICOKMMU I'OJIOCAMHY Ha OIIpeieIeHHYIO MeJoanio. 3a
9TO B KaKJIOM JBOpPe IIOJydYaloT OHHM YUTO-TO M3 IHUIMM M 4dalny BuHa». O0bIuail 06xo1a IABO-
POB C MCIIOJITHEHUEM TIECEH WJIU PEUUTATUBHBIX (hOPMYJI, 3aBePHIAOMINICSA ITOJIyYeHUEM /Ia-
POB MPAKTUKOBAJICS CPea STHOCOB Pa3JINYHOT0 BEPOUCIIOBEaHNA 11 ObLI N3BECTeH HAapoaIaM
Henrpansuoit u I[lepenueiit Asuu. IlosgpaBuTeabHBIE TECHU, B KOTOPBIX TPeOYIOT BO3HATpa-
IUTH 34 TPV, IPOCAT OapaHa U 204 (IJIEMEHHOTO IIPOU3BOAUTESA CTAla) CBUAETEILCTBYIOT O
CKOTOBOJUECKOM aHAaJIOTe arpapHOM KOJAAKU. TaKo# IIPUMIEB B IO3APAaBUTEIbHBIX IMECHIX
COXPaHWJICA MPAKTUYECKH Y BCEX TIOPKOSIZBIYHBIX 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,
KaHIuAAT (PUIOJOTUUECKUX HaYK,
CTapINUi HAYUYHBIN coTpyauuK MHcTuryTa punosorun Cudbupckoro Orgenenus PAH

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

Kawouesvle c106a: BOCTOUHBIE XaHTHI, 3BYKOIIOAPAMKAHUS, (DOPMBI 3BYKOBOH KOMMYHUKAI[UU
C JKMBOTHBIMU, PUTYAJIbHO-IIOBEAeHUECKAA TP NI

JloKJIaz IIOCBAINEH ONMCAHUIO IIOJIEBBIX 3alrcei, caejgaHHbIX oT VMpaHa CremaHoBuua
ComoumHa — HOCHUTEJIS BOCTOUHO-XAHTBIACKOM (TpoM-aramcKoii) Tpaauiinu. B ommchiBae-
MBI KOPIYC BXOAAT Ba TUIIA BOKAJBHBIX IpPaKTuK: (1) 3ByKOBbI€ CUTHAJIBI, alpeCOBaHHbIE
JOMAIITHUM KHUBOTHBIM, IIPE’KIe Bcero cobakaM u ojieHaM; (2) 3ByKomoapasKaHUsA rojocaMm
IVKUX IITUIL U 3Bepell, MCII0Jb3yeMble BO BPEMSA OXOTHI, a TaK:Ke JJIsA IPUBJIEUYEHUS WU
ycImoKoeHus KuBoTHOTO. Ilesb MOKIama — omMcaTh CUCTEMY BOKAJBHBIX CUTHAJOB M pac-
CMOTPETh MX KaK YacThb OoJiee IMTMPOKON KOMMYHUKATUBHON M PUTYAJIbHO-TIOBEAEHUYECKON
TPaguIINN BOCTOUHBIX XaHTOB. Ocoboe BHIMAaHMUe YAeJAIeTCA cIIocodaM MOAYJIAIINY T'0Joca,
AKYCTUUYECKUM XapaKTepPUCTHUKAM OTAEJbHBIX CUTHAJIOB U UX IIPAarMaTUUYeCKuM (QDyHKITHAIM.
HccrnemoBanue onupaeTcs Ha MOAXOABI STHOJIUHTBUCTUKY, AHTPOIIOJOTUY 3BYyKa U CEMUOTHU-
KM OXOTHUYBUX IPaKTUK. B paboTe yUMTHIBAIOTCA HapajieSd B TPAAUIINAX KOPEHHBIX HAa-
ponoB Cubupu n CeBepHOT AMEPUKH, T/le aHAJIOTUYHBIE ()OPMBI 3BYKOBO KOMMYHUKAIINY C
SKMBOTHBIMMY OIMCAHBI KAK 3JIEMEHTHI TPAAUIIMOHHON 9KOJIOTUY SHAHWMA.

IIpencraBieHHbBIC 3aIIMCU IIO3BOJIAIOT PACCMATPUBATL BOKAJbHLIE CUTHAJLI He KaK H30-
JUPOBaHHBIE 3JIEMEHTHI, & KAK YaCTb CJOKHOM CHCTEeMbI B3ANMMOJEHCTBUS UeJIOBEeKA C IPU-
POIHOM cpenoii, OCHOBAHHOII Ha HAOJIIOAEHNN, HOIPAKAHUN 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 MungueBuu,

JIOKTOD UCKYCCTBOBEJEeHUI,

IToueTHsI# cOTPYAHUK Melb0ypPHCKOTO YHUBEPCUTETA,
Axanemuk Akagemuu HayK ['pysun

I/ICTOPPIH gJeJ0oBeuYeCKOro MHOroroJaoCcusa

Katoueasvie cnosa: monuoHNA, Pa3INUYHbIe MOAEJIN BOSHUKHOBEHU MOIN(MOHNH,
MIPOUCXOXKIeHE PeUr 1 PacIIPOCTPaHeHre TOIU(OHNT

B nmokisame OyzeT mpencraBiaeH 0030p OCHOBHBIX MCTOPUYECKUX M TEOPETUYECKUX IOM-
XOJIOB K IIpo0JieMe IIPOMCXOKAEHNA MHOTOT0JIOCUSA — OT CPeJHEBEKOBON MY3bIKAJIbHOM TEO-
pHUU OO COBPeMEeHHOM 5BOJIIOIIMOHHON My3bIKojoruu. Ha nporsaskeHnru BeKOB MHOT'OI'0JIOCHE
MHTEPIPETUPOBAJIOCHh IIPEUMYIIIECTBEHHO B PaMKaX €BPONOIEHTPUCTCKUX M HOTAIIMOHHO-
OPMEHTUPOBAHHBIX MOjJieJell, B KOTOPBIX OHO PAacCCMAaTPUBAJIOCH KAK MCKYCCTBEHHBIA IIPO-
OVKT yueHoU Tpazunuu 3amnaza. CpegHeBeKOBBIe TEOPETHKHU, ONMPAsACh Ha OOSIUAHCKYIO
YUCJIOBYI0 KOHIIENIIIUIO KOHCOHAHCA, MBICJANJIN MHOTOT0JIOCHE KaK PAIlMOHAJIBHO CKOHCTPY-
UpPOBaHHBIN (DeHOMEH, He 3a/laBasdAch BOIIPOCAMU €TI0 COIIUAJIBHOTO MJIU aHTPOIIOJOTUYECKO-
ro npoucxoxgeHuda. B smoxy Peneccanca u nmosutususma XIX Beka 5Ta nepcleKTHBa YCU-
JINnJach, & HaJau4yue HOTAIUU CTaJI0 OCHOBHBIM KPUTEPUEM HCTOPUYECKOTO CYIlleCTBOBAHUSA
noaudoHuuU.

CraHOBJIEHVE CPAaBHUTEJBHOT'O MY3BIKOBENEHUSA M 3THOMY3BIKOJIOTUYU B XX BeKe pajau-
KaJbHO PACIIMPUJIO SMINPUUYECKYIO 0as3y McCCJiefOBaHUs, BHIABUB IIIMPOKOE PacIpocTpaHe-
HUe MHOTOT'0JIOCHBIX IIPAKTHK 3a IpefejamMu EBPOIBLI 1 TOCTABUB IIOJ COMHEHUeE JINHelHbIe
SBOJIIOIIMOHHBIE MOJIEJIN «OT MOHOAUY K TOJN(MOHUU » . ABTOD yeasaeT oco00oe BHUMaHUE 9BO-
JIOIMUOHHON MOJeJIN IIPOUCXOMKAEeHUA MHOIOT0JIOCH A, paccMaTpUBaloIell IPyIIIIOBOe IeHNe
KaK aJallTUBHYIO ()OPMY BOKAJIbHON KOMMYHUKAIIUY, BOSHUKIITYIO 10 YJIeHOpas3AeJbHOU peun
W CBASAHHYIO C OOOPOHUTEJHHBIMU CTPATETUSAMU PAaHHWX roMuHUH. IIpemyiaraerca mHTEP-
nmpeTanus HepaBHOMEDPHOT'O COBPEMEHHOT'O pacIipe/ieJIeHUs MHOTOTOJIOCHBIX TPaJuIui Kak
CJIEICTBUSA aCUHXPOHHOTO IIePeXo/a Pa3JIMYHBIX UEeJIOBEUECKUX IONMYJIANNI K BepOaabHOM
peuu. Pabora opmysupyer npoBepseMble IpeICKa3auua U IOJUEePKUBAET HEOOXOJUMOCTD
O0CBOOOKIEHUS UCCTIELOBAHNI IPOUCKOMKIEHNA MY3bIKY OT UAE0JIOTUUECKUX OTPaHNUYeHU .

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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Hemarunosa Exarepuna Uropesna

KaHIWUAAT UCKYCCTBOBENLEHN,

CTapIIui HayYHBIN COTPYLHUK ceKTopa (oabriopa HaponoB Cubupu
NuctuTyTa humonoruu Cudbupckoro oraesnenusa Poccuiickoit AkageMuy HayK

MacaeHuYHbIE IEeCHU YyBalllel B YCJIOBUAX MOJUITHHUECKOro CHOMPCKOro pernoHa

Katouesvie cnosa: MacieHUUHBIEe IeCHU, TeCeHHBIN (OJIbKJIOP yyBalteit Cubupu, auyBalicKue
0auThl, KaJeHJapHbIe IeCHU YyBaIllel, My3bIKaJbHBIN (DOJTBKJIOD CUOMPCKUX IIepecesieHIeB

Yysallckue mepeceiieHIbl, IposkuBad ¢ Hauaia XX Beka B Cubupu B TECHOM COCECTBE C
WHBIMHU 3THOCAMH (IIPEeNMYIIeCTBEHHO C PYCCKUMHU, a TaK:Ke ¢ 6eJJopycaMu, MOPABOI, 3bIPS-
HaMM, XaKacaMu U Jp.), CTapaJiuch COXPAHUTL CBOU Tpasului. K HUM OTHOCUTCSA IPa3gHO-
BaHue MacJyieHuIbI, KoTOpad y uyBaiieil Cuoupu IporcxXoauJo BILIOTE 10 cepeanHbl XX B.
(KaTaHuA IO JepeBHe Ha JIOMIaAAX B YKPAIIEeHHBIX CAHAX, I'OCTEBAHUA B JOMAaX POJCTBEH-
HUKOB, «CIleI[MaJIbHbIe IeCHu»). VCIoJHUTeIbHUIILI 6oJiee cTapiinero moxojgenus (1920—
1930-x r.p.) CBUAETEJIBCTBYIOT, UTO BO BpeMA KaTaHMUA Ha CAaHAX IeJNCHh TPAIUIIMOHHBIE
KPaTKOCIOJKEeTHbIe MacJIeHnUHbIe IIeCHU ¢d8apHU 0ppu. B X TeKcTax riiaBeHCTBYET Mpas/i-
HUYHOE PaJJOCTHOE HaCTPOEHUE, BOCIIEBAIOTCS MOJIOIOCTD, YAAJIbL HapHel U KpacoTa JeByIIeK.
MysbIKaibHasa OpTaHu3anusa cA6aAPHU I0ppU OTIUpaeTcsa Ha 3aKOHOMEPHOCTHU TPaAUITMOHHOMN
YyBaIIICKOHN MEeCeHHOCTH (IBYX-TPEXCTPOUHbIE CTPO(PEI, KBAHTUTATUBHASI PUTMUYECKASI OP-
raHU3alnsd, PasHOOOpas3HbIe peaans3allnil IIeHTATOHHOM JIaZOBOM OCHOBBI). HoCcUTeIbHUIIEI
TPAgUIINH CAeAYIINuX moKogeHu# (1940—-1950-x r.p.) cUUTAIOT, YTO BO BpeMsA Hpas3gHOBAa-
Husa MacJaeHUIIbI MOTJIN IIeThCA «Pas3HbIe IIECHN » , M UyBaIlICKIE, U PyCCKUe (B TOM UHcJe Imec-
Hu XX Beka). Tak, JocTaTOUHO IMTMPOKOE paciupocTpaHernue B Cubupu moryumniia dyBalicKast
mecHs ¢ baJTagHBIM coiepkanmeM (Oaum) o nepymike Hacre, KoTopas morubJa BO BpeMsI Mac-
JIECHUYHLIX T'yJAHNli. B HacTodAIllee BpeMs CUOMPCKIE UyBAIllX YBEPEHEI B IPUHAIJIEKHOCTH
9TOM IIeCHU MMEHHO K MAaCJeHHYHBIM IIeCHIM TOJLKO MCXOIA 13 yIoMUHAHUA MacaeHuIIbl
B CIOJKeTe. ITOT Ke TeKCT TaKKe MOT MCIIOJHATHCA Ha HalleB CUOMPCKOM TIOPEMHOM IIecHH’
pyccKoro nmpomcxoxkaeHus «Jlamexo B ctpane UpKyTcKoii» . HameBbI IeceH ¢ 3TUM CIOMKETOM
MOJKHO OTHECTU K HOBOMY MYS3BIKAJIBLHOMY CTHJII0O B UYBAIICKOM MECeHHOM TPamuIluU, IJIS
KOTOPOT0 XapaKTepPHbI UYeTLIPEXCTPOUHbIe cTpo(ruuecKkue (POPMEI, PEryJspHad aKIleHTHad
PUTMHKA, JUATOHNYECKA JIAJ0Bas OPraHMU3alUa B COUCTAHUY C AaHT€MUTOHHLIMY MHTOHA-
IMUOHHBIMY 000POTaMU.

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 calendarrituals. 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.
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Hosanosuu Erena Jlro6oMupoBHa

JOKTOD STHOMYS3BIKOJIOTHH,

HAYYHBI! COBETHUK, STHOMY3bIKOBe MHCTUTYTa MY3bIKOBEIeHUS
CepOcKkoit akaeMuu HaYK 1 UCKYCCTB

TpaaunnOHHbIE KOHIEIIIUN O0yUYEeHU A U MPEenogaBaHuA:
«paccka3bplBaHUE HCTOPUIT» U «OT3ePKAJTNMBAHUE»
B IIepegayde TPAANINOHHBIX meceH B CepOuu cerogHsa

Kawuesvie cioga: MpUKIagHOE STHOMY3bIKOBEIeHNe, MEeIUAIINA, «PacCKa3bIiBaHUe UCTOPHUIL»,
«0T3epKaJInBaHIe», CepOCKIe TPASUIIMOHHBIE IIECHU, 9TOC (DOJIBKJIOPHOI TPAagUIINH,
YHUBEPCAJIUHU.

B macTosdInee BpemMs mpoliecc U3YUEHU U ITpeIlofaBaHuA TPaAUIIMOHHBIX ImeceH B CepOounu
BCe Yallle HaXOUTCS 10/l PYKOBOACTBOM IIOCPEeAHUKOB (Meduamopos), Jroeii, XOpoIio 3HAIO-
IUX IPeaMeT TPASUIIMOHHOM MY3EIKH B IPAKTUYECKOM 1 TEOPETUUECKOM CMbICJIE 1 TOTOBBIX
B3ATH Ha ce0s OTBETCTBEHHOCTD 32 KAUECTBO IIepeaul IIeceH, 3a X BhIXKMBAHIE U 3a 3aBOe-
BaHIe CBOET0 MeCTa B COBPeMEHHOM KYJIbTYPHOM KOHTEeKCTe. ITO paboTa B 00J1aCTH IPUKJIA-
HOM 3THOMY3BIKOBeZeHUIO (applied ethnomusicology), Kak BO3BpallleHVE TPASUIIMOHHBIX
MoeJiei coobIecTBaM, KOTOPbIe UX CO3haau, HO 3aTeM motepsanu (Pettan 1995; Jovanovic
2010) B YaCTHYHO MHCTUTYIMOHAIBHBIX U BHEMHCTUTYIIMOHAIHHBIX pamMKax (MoBaHoBHMu
2019).

MpbI cunTaeM, 4TO B CETOAHAIITHEM IIPOIlecce Iepefaul IIoCPeICTBOM Meduamopos HeobXxo-
IUMO 00eCIeUUTh YCIOBUA, KOTOPbIe JOHOCAT OO0 MoJIyuaTeseii KOHTEeKCThI, B KOTOPBIX IIec-
HU KOT/JIa-TO CO3JaBaJUCh U *KUJIN, YTOOBI 00JIeTYUTD IIpoliece uxX npuHATud. C oToii 1mebio,
KpoMe 00JIBIIIEeT0 ONbITA II0JIeBOM Pad0ThI, 0COOEHHO BaKHBIMHU CUMTAEM TPAIHIIMOHHbBIE II0-
HATUA «pacCcKa3bIiBaHmUA uctopuii» (storytelling, mo: Benjamin 1969; Ramnarine 2014) u
«oT3epranuBanusa» (mirroring, Acharya u Shukla 2012; Paich 2021), npumensemMbie B KOH-
TEeKCTe MY3bIKAJbLHOI0 HCIOJHUTEIbCTBA B STHOMY3bIKOBEJEHNM, IMOCKOJbKY HA IIPOTIKe-
HHUU BCEH NCTOPUU KYJIbTYPhI OHU OBLIN HaAEKHBIM METOAO0M IIPHOOpPeTeHN I 3HAHUHA 1 HABbI-
KoB. Teauc paboThI 3aKJII0UYAETCA B TOM, UTO TAKUM 00pa3oM TPASUIIMOHHBIE MY3bIKAJIbHbBIE
9JI€MEHTHI, XapaKTep U 9TocC (cepOCKUX) HAPOAHBIX eCeH IIPUHNUMAIOTCA U BOCIPOU3BOAATCS
KaK 4acTh MHPOBOI'0 KYJIbLTYPHOI'O HACJIEANA C YHUBEPCAIbLHBIMU 3JIeMEHTaAMMU.

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 HBaHOBHA,
JTOKTOP MCKYCCTBOBEEHI, IIpodeccop,
3aCJYKeHHBIN JeATeb NCKyccTB PM, He3aBUCUMBIN UCCIeL0BATEIb

CpexHuii TOpHO3aBOACKON ¥ paJjl KAaK 3By4aluil KOCMOC
B IIPEICTABJICHUAX PYCCKOr0 HaceJJeHuA (Ha MaTepuaJie mpegaHmii)

Knrouesvle cnoea: ropHO3aBOACKAA MU(POJIOTUA; AaHCAMOJIN aKYCTUUYECKOTO KOLa
C IIPOCTPAHCTBEHHBIM, IIEPCOHAXHBIM, aKIITMOHAJBbHBIM 11 TEMIIOPAJIBHBIM; OIIIIO3MIIA II€HNE —
aHTHUIIeHV e KaK 3BYKOBO€ BOILJIOIIIEHE aHTUTE3bI «3TOT» MHUP — «TOT» MHUP

XoTsA B TPASUIIMOHHOM pPYyCCKOM KyJabType CpenHero ¥Ypaja y3KOJOKAJIbHBIE UEPThI
mpeo0amaioT Hal O0IepernoHaJbHBIMU, B Hell AeHCTBYIOT M MHTErPUPYIOIre (PaKTOPHI.
BaskuelimuM 13 HUX ABJIAETCA 20PHO3A600CKaAA MUPONO2UA — KOMILJIEKC IIPeJCTaBIeHUN
00 ypaJIbCKOM TOPHOM YHHBepCcyMe KaK OCHOBA KapPTUHBI MUPAa, CUCTEMBI IIEeHHOCTEH 1 IoBe-
JleHUeCKHNX CTEePEeOTHUIIOB MeCTHBIX sKuTesell. B craThbe paccmaTpuBaeTcsa akycmuieckull Koo
TOPHO3aBOACKON MHUQOJOTHM, KOTOPHIH CTPYKTYPUPYETCA MOCPEACTBOM AHTUTE3HI: «3TOT»
CBEeT / "KU3Hb — «TOT» CBET / CMEPTh. 3BYKOBOI KOJ B3BaUMOIEMCTBYET C APYTUMU CMBOJITUE-
CKUMU A3BIKAMU, 00pasysd «aHcaMbyr» KOIOB, KOMILJIEKCHO XapaKTepuayIoIre pas3JIudHbie
acmeKkThl MUposfgaHus. Hambosee 3HAUYMMBI UeThbIpe TAKWX aHcaMOJA, T'le aKyCTUUYEeCKui
KOZ 00 beINHAETCA C HPOCTPAHCTBEHHBIM, IEPCOHAMKHBIM, aKIITMOHAJIBLHBIM U TEMIIOPAJIbHBIM
komamu. Ilo pesyiabTaTaMm mcciiefoBaHUsSA COeJIaH BLIBOJI O TOM, UTO IJIaBHOM 3BYKOBOU aH-
TUHOMHUEN B PACCMATPUBAEMOM MOJIeJIM MUPO3TaHUA SABIAETCA OIIIO3UIUSI NeHUe — AHMU-
nernue. 3eMHOI aKyCTUUECKU KOMILJIEKC 00pas3yioT OJbKJIOD U IIePKOBHAA MY3bIKA, I'/Te 10-
MUHUPYET IeHle eCTeCTBeHHBIMH UeJIOBeUEeCKNMH IrojJocaMu. B IoTycToOpoHHEM KOMILIEKCce

O6’be,I[I/IHHIOTCH MoOJIYaHVEe, KPUK, XO0X0T, CBUCT, IlJia4, XJIOITKY B JIaAJOIITH, 60[2MOTaHBe, QéB,

LIIYMOBBIE 3BVKHU, IIeHIe NHOMUPHBIX CYIIECTB KaK 3BYKOBOE 000POTHUUYECTBO. ITH CPEACTBA
(hopMUpPYIOT 3ByKOBOE MOBeJeHNe, KOTOpoe 0003HAUeHO TePMUHOM aHmuneHue. Bompexku

TOMY, UTO B PA3HBIX MeCTax n30paHHO TEPPUTOPUU HEKOTOPHIE TPEACTABIEHU BADBUPYIOT-
cdA, TOPHO3AaBOACKaA MU(OJIOTUA COXPAHIET cBoM 6a30BbIe acieKThl Ha BceM CpengHem Y padie.
ITo cmocoOCTBYeT MHTErpani MeCTHON (DOJBKJIOPHOU TpaauIiuy U (GOpMUPOBAHUIO 3THO-
KYJbTYPHOM UAEHTUYHOCTU PYCCKOT'O HACEJIEHU .

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 UCKYCCTBOBEJEHM, JOIEHT,
HEe3aBUCUMBIH MCCIe0BaTe b

YemoBeK MYSHUIIMPYIOIIUHA — YeJIOBEK HHTOHUPYIOIIUNA
M YeJIOBEK, Pa3MbINLISIONIUNA 00 9K3NCTeHIIMOHAIBHOM POJIN «TBYMUPUI»
N. ". 3eM1IoBCKOT0 B KyJbType

Katouesvie cio8a: IBYMUPHOCTD, (POJIBKJIOP, TPAAUIIIOHHOE UCKYCCTBO, CIleHa, BIOXHOBeHNeE,
MEHTAJIbHOE [I0JIe, MHTOHNPOBAaHNE, MY3bIKAJIbHAA TePaIIns

1. Brictynaa ma 90-g1erem 00miee Y. . 3eMIIoBCKOro, He MOT'Y He HAYaTh C €TI0 POJIU B
MoOel /Hallleil TBOpUYecKoii Omorpaduu u mobdjgarogapurh Haiiero yuurteiasd, Marpa, Xomxa
3a IIJIOJOTBOPHEBIE UIEeH, KOTOPhIe BAOXHOBJISAIN, HAIPABJIAJIN €ro BEPHBIX IIOCJIeL0BaTe eH.
JInuHo nad MeHs mHAeKcoM BrJIaza M. M. 3eMIIOBCKOro ABJIAJ0CH HOBATOPCTBO U CcBOOOA
MBINIJIEHNA, KOTOPbhIe PACKPEIOIIAJI OT JOTOIIIHOI0 aKaJeMI3Ma, CIIOABUTAJIN Ha CMeJIOCTh,
MIPUSLIBAJIN K «IIPUCTPacTHOHN HayKe» (c. 123 AMC) u Habar0IeHUIO 3a TEM, KaK « POKIaeTCs
MY3bIKa BHOBb I BHOBD C KaXKJIbIM aKTOM BJOXHOBEHHOI'O TBOpuecTBa» (c. 123 AMCO).

2. OcMmEbIcaeHMe OnHOM n3 HOBRIX uaeir Y. Y. 3emmosckoro gepununuu «bimundi» nin
IBYMUPUS, BEIBOAUT HA IOJUBEKTOPHOCTD 9TOT'0 eMKOI'0 ITIOHATHS, 0XBATHIBAIOIIET0, Ha MO
B3TJISAM, TaKUe ABJIECHUI KYJIbTYPhI, KaK PA3SHOBUIHOCTHU CIIeHIUECKOT'0 NICKYCCTBA, MATEPUH-
CKUIi, MOrpebaIbHbBIN M BOCHHBIH (POJIBKJIOP.

3. ABTOp cocpemoTaunBaeT BHUMAHNE TaK)Ke HA BO3MOXKHOCTb PACKPBITHUS U O0hACHE-
HUS IIPU IIOMOIIM SIBJIEHUS ABYMHUPHUS XOJNUCTHUUYECKOT0 d3(P(PeKTa MY3LIKAJIbHOH Tepaluniu.
MecTOM IeJIUTEJIbHOT'O COIPUKOCHOBEHUA 1 BRICTPANBAHNS PE30HAHCHLIX BUOpAInii, ABJI-
eTCsI MEHTAaJIbHOe TeJIO UYeJIOBeKa — IPeAIIOJIOMKUTEIbHBIA 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 MuxaiijgoBHa,

KaHIUJAT NCKYCCTBOBEIEHUS, TOIEHT,

IOIEeHT Kadeapbl 9THOMY3bIKO3HaHUA HoBOCHOMPCKOM rocyfapCTBEeHHOM KOHCEPBATOPU N
umenu M. U. T'nuaKM®

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

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

IToHATHA TEKCT U KOHTEKCT MMEIOT MHOXKECTBO TPAKTOBOK. VIX pasBUTHIO CIIOCOOCTBOBA-
au u ngeu . Y. Semiosckoro. OaHa 13 KOHIIEIIINH ¢BA3aHa ¢ YHUBEepCAJIbHO-TPaAMMAaTHUe-
cxkuM nogxonom B. B. Masenyca, oprueHTHPOBAaHHBIM Ha BRISABJIEHNE I'PAMMATHUK JKaHPOBBIX
Tpagunuii. [loHATHe TeKcTa ABIsIeTCA B HeM 0a30BbIM, IIOCKOJIBKY I'PAMMATHKY YCTAHABJIM-
BalOTCs Ha OCHOBE aHAJIM3a SUCTPUOYIIMU ero sjieMeHTOB. TeKCToM cuuTaeTcs TOJbLKO rpa-
(uuecKoe mpeacTaBIeHrne HHPOPMAIIUY — HOTUPOBKU, CXeMEI 1 Ap. TeKcT cocTaBisgeTcs 13
KOHEUHOT'0 UKCJIA 3JIEMEHTOB 1 ABJAETCI MOJeIbIo n3yuaeMoro (peHoMeHa.

KoHTeKCcTHI IToc/Ief0BaTEJABHO JeJIATCSA Ha BHEIIHNe, peajJbHo HabJiogaeMble, HO He BCer-
Ia ob0szaTeJbHble, UM BHYTPEHHNE, OPraHMYHO BXOLAIINE B MY3LIKAILHYIO TKAaHb.
I'paMMaTHUeCKHMU SBJIAIOTCS TOJIBKO BHYTPEHHNE KOHTEKCTEI, KOTOPBIE IIOAUMHSAIOTCA HOP-
MaM TPagUINN 1 He MOTYT ObITH 9JIMMUHHUPOBAHEI.

B TpaguiinoHHO My3bIKe KOPeHHBIX HapoaoB Cudbupu rpaMMaTuUYecKe KOHTEeKCTHI Jeti-
CTBYIOT HA PA3HBIX YPOBHAX OPraHMU3aIlN TEKCTA — 3BYKOBBICOTHOM, PUTMHUYECKOM, MEJIOIH-
YeCKOM, TeMIopaJbHOM, TeMOpoBOoM. B mOoKJIae Ha MaTepuaJje PasHbIX STHUUECKUX U KaH-
POBBIX TPAAUIIKII pacCMaTPUBAETCA KOHKPETHOE BO3AelicTBYE pejieBaHTHEIX AJa CubupcKoii
MeTaKyJbTYPhEI IPAMMATHYECKIX KOHTEKCTOB. K HMM OTHOCATCA MHTOHAIIMOHHBIE KOHTYPHI,
oTpakalolye IPoIecc TOHKNX BEICOTHBIX N3MEeHEeHHU Ha CTYIIeHAX 3BYKOPAIa; AIMOM3aIiusd,
B KOTOPOI MOTYT HPOTHBOIIOCTABJATLCA TPEXIO0JbLHOCTL (JIOKaJbHAA TPEXJIO0JbHAaA IIEePUO-
JUYHOCTD) U YEeTHIPEeXJOJLHOCTD (IIOCJIeI0BATEIbLHOCTL UeThIPEeXTOJbHELIX CTOII); KOHTEKCT
BHYTPUCJIOTOBOIO pacleBa UM JIUTH, B KOTOPOM, B CPAaBHEHUU C HeHTPAJIbHBIM KOHTEKCTOM,
He TOJIbKO COKpalljaeTcs KOJNUYECTBO 3BYKOPAAHLIX CTYyIIeHell, HO M U3MEeHAITCA UX PyHK-
IMUOHAJbHBLIE CBOMCTBA; KOHTEKCT PACTAKEHUA, IPUBOAANINNA K M3MEHeHHI0 MacIinTaba Ha
OTZEJILHLIX YUaCTKaX TeKCTa; CyIllepcerMeHTHEIe TeMOPOBbIe apTUK YA,

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 Hatansa BragumuposHa,

KaHIUAAT UCKYCCTBOBEJEHUA,

npodeccop Kadeapbl STHOMY3bIKO3HAHUA

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

Cubupckue 3BeHbs1 B HayuHou 6uorpacguu U. U. S3eMoBcKkoro

KRawuesvie crosa: V1. 1. 3eMIIOBCKUI, ICTOUHUKOBEJeHIe, JIUUHELIE OMOJIMOTeKH,
CHCTEeMATHU3aIlNA UCTOUHUKOB, CUOUPCKaa (DOJIbKIOPUCTUKA, cepud «IlaMaATHUKY GoJIbKIOpa
HapogoB Cubupu u lanbuero Boctoka»

ABTOp JOKJIaa, TOCBAINAA CBOE BBICTYIIEHWE 3aMedYaTeIbHOMY IOOUJIAPY, YAesasdeT
OCHOBHOE BHUMAHIE ABYM MHTEPECYIONINM ee TeMaM. IlepBasa n3 HUX cBA3aHa ¢ YHUKAJIbLHOMN
paboroii . 1. 3eMIIOBCKOI0O C ICTOUHHKAMU, KHIKHIKA, CPOPMUPOBABIIIET0 O0JIBIITYIO Y-
HYI0 OM0JIOTEKY, YacTb KoTopoii c 2011 roxa, ObliIa ITepefsaHa yueHbIM B 1ap HoBocubupckoii
rocyIapCcTBeHHOM KOHCcepBaTopuu. PaccMaTpuBaiOTCA CIeAYIONNe aCIIeKThI: COCTaB 01bJI10-
TEeKM, IPUHINIBI ee KOMILIEKTOBAHUSA, KJIacCH(pUKAIIMA IO BUAAM HU3JaHUHN 1 TeMaTUKe.
OmnucaHne KHMKHOTO COOPaHMUA MMO3BOJISET MHOT0E ITOHATE O IMYHOCTY ¥ HaYUHBIX IIOAX0JaX
ncceaoBaTe .

Bropas Tema — permonaJjJbHasd, OHa JaeT BO3MOYKHOCTDH, HACKOJBLKO 9TO B CHJIaX aBTOpa,
O0HAPYKUTh «CUOMPCKUIi» cjel B TpyAax 1 0u0aroTeuHoM coopaunu yueHoro. Kpome Toro,
IIpeCTaBJIAeTCA Ba*KHBIM JTOIOJHUTL TBOPUECKYI0 Ouorpaduio M. V. 3eMII0BCKOTO HEKOTO-
PBIMH CBeIEHUAMU O TAKOM BHIe HMPo(ecCHOHAJIbHOM JesdTeJIbHOCTU YUEeHOT0, KakK pabora
B pelaKINOHHOI KoJumeruu cepuu «llamatTHukm Qoibriiopa HapoaoB Cubupu u laabHero
BocToka» Cubupckoro orgenenusa Poccuiickoii AKageMuny HayK.

B cBOUX BBLICTYILIEHUAX HA COBEIAHUAX 1 HAYYHBIX CEMUHAPaX OH 0003peBaJI OIIBLIT U3a-
HUA (POJILKJIOPA B PA3HBIX CTPAHaX, YTO OBIJIO IIOJE3HO AJA PaspaboTKU IPUHIIUIIOB CUOUp-
CKOT'0 M3JaTeJbCKOT0 IPOeKTa, JIETKO BKJIOUAJICI B O0CY:KIeHHEe COBPEMEHHBIX HAayYHBIX
TeM U IPobJeM, neruiicsa nHpopMaIein 0 HOBeUINTUX HAYUYHBIX TyOaInKanuax. Bee aTo ObLIO
Ype3BBIYANHO aKTYaJbHO AJIA aBTOPCKUX KOJIJIEKTUBOB 1, OCOOEHHO, I/ HAUNHAIOIUX KC-
cJemoBaTesel TPagUIIMOHHOTO QOJIbKJIOPA.

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 rei3si

ITOKTOP UCKYCCTBOBEIeHNA, ITpodeccop,

ujieH-KoppecunouaeuT Hanmnonansuoiit Akanemun Hayk Asepbaiigsxkana,

3aBeyIoliasa oTneJoM « BsaumMocBsasu uckyccTB» MHCTUTYTa apXuTeKTyphl U ncKkyccTBa HAHA

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

Kawuesvie cnosa: MYy3BbIKAQ, (I)OpMYJILHOCTL, 30MH;OBCRI/Iﬁ, KYJIbTypa, TIOPKOJIOTUA, KaTeropmusa

B KOHTeKCcTe My3bIKAJIbHOM TIOPKOJOTUH KaK OJHOTO U3 3HAUYMMBbIX HaIlpaBJIeHUH B a3ep-
O0aliIKaHCKON I'yMaHUTaApHON HayKe c(hpopMUPOBAIOCH HOHATHE O IeHOpOpMYJjIe KaK OIITH-
MaJIbHOM TePMUHOJOTUYECKOM BapHMaHTe CPaBHUTEJIHLHOT0 aHAJIN3a HAPOAHON MY3bIKH TIOP-
KOSBBIYHBIX HapomoB. Onupasch Ha uxeu U. Y. 3emiioBckoro o heHoMeHe hOPMYJIbHOCTH,
BO3MOJKHO OompejieieH1e TeHO(POPMYJIBI KaK THUIIAa 3BYKOBBICOTHOCTH, 00€CIIEUBAIOIIEN 3K I3~
HECIIOCOOHOCTH MY3BbIKH, OCYIIEeCTBIAINEN NAeHTUUYHOCTD KYJbTYpPhIl. 'eHODOpMYyIa ABISA-
eTcs OCHOBOW CPaBHUTEJLHOTO aHajMm3a. [leTepMUHAHTH TeHOGOPMYJIBLHOTO pALA, CIENYS
goruke Teopuu . . 3eMI[0BCKOT0, BO3MOKHO Au(pdhepeHIInpoBaTh 10 HECKOJIbKUM IIapa-
MmeTpaM. Hampumep, yUUTHIBATH WMMAHEHTHOCTh CBOMCTB, apXeTHUINYHOCTH TeHOpOpMY-
JbI. AfanTanuoHHbIe CBOMCTBA, KOPPEJIUpPYyIoIue ¢ KOHTeKcToM. M, 6e3ycIOBHO, THUIOJIO-
rmyecKue cjaraeMble, KOHIIEHTPUPYIONINE B cede 1eiecoo0pasHblie U HanboJjee YCTOHUYNBBIE
DJIEMEHTHI.

Hayunsnie ngeu 1. 1. 3eMIIOBCKOT0 OTKPBIBAIOT IIYTh K U3YYEHUIO IIPOIIECCOB (DYHKIINO-
HUPOBaHUA TeHO(POPMYJILHOTO PALa B PA3INUYHBIX JOKAIIMAX TIOPKCKOTO MIpAa.

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 UCKYCCTBOBeZeHU, Ipodeccop,

TJIaBHBIM HAYUHBIN COTPYAHUK, 3aBeIYIOUTUI CEKTOPOM UHCTPYMEHTOBeAeHUA
Poccuiickoro mHCTUTYTa UCTOPUU UCKYCCTB

O 3Hauenuu TBopuUeckoii neareabnoctu . . 3emiioBckoro
JIJISI CTAHOBJICHUS ¥ PA3BUTUSA OTEUYECTBEHHOTO 3 THOMY3bIKO3HAHU ST

Kawouesble cio6a: TyMaHuTapHas HayKa, PYCCKU ITeCeHHbIN (DOIBKJIIOP, CUCTEMHOE MBIIILJICHUE

IO6uen — uM3BeCTHLII ITOBOM AJIA HOBOrO OOpallleHns K TBOPUECKOH AeATeIbHOCTU BEI-
TaloNMInXCcsd YUEeHBIX U IefaroroB. IMeHHO K TAKOBBIM, KaK IIOKA3bIBA€T BPeMs, CTPOTHUH
CYIbsi, CJIEIyeT OTHECTH KPYHHEHIIIero poCCUMCcKOro (poabKJopHucTa-My3biKoBena Maanus
HNocudosrua 3eMIIOBCKOTO — aBTOpa cepuu pyHIaMeHTAJIbHBIX HCCJIEeI0BATEeIbCKUX MOHO-
rpadwuii, craTeil ¥ HOTHBIX COOPHUKOB PYCCKOT0 IeceHHoro (osbKiIopa. Ero TBopueckomy
CTAHOBJIEHUIO CIIOCOOCTBOBAJIO HE TOJBKO BpeMs — cepeHa U pyoe:xk XX B. IeCTBUTEIBLHO
SIBUJINCH BIIOXOU MOIIHOTO MOAheMa 'YMaHUTAPHOU HAayKU B HAIlel cCTpaHe 1, B YaCTHOCTH,
CaukT-IleTepOypre: ropoje, cTaBilieM CBOEI'0 POLAa POCCUIICKON cTOJHUIlell B chepe HAYKU O
meceHHOM (osbKaope. Ho 1 yike B I0HOCTH MPOABUBIIASACA U3BEeCTHAA ITPO30PINBOCTE Oy Y-
IIero STHOMYS3LIKOJIOTA B BhIOOpE MyTell TBOPUECKOTro coBepIiieHcTBoBauHusA. OHBIN WU3anmii
3eMITOBCKUH MTPOXOAUT Kypc o0yueHUs Kommosunuu (mox pyk. I'. . YeTBoabCKOI) B My-
3BIKAJbHOM yUmMJIUIlEe IPuU JIEHMHTpaJCKONl KOHCEPBATOPUU. ¥ CIEITHO OcBamBaeT (HOJIbK-
JIOPUCTUKY Ha (QuiaosornueckoMm (daxynabrere C.-IleTrepOyprckoro yHWMBepCHUTETa, HEIO-
CPeJCTBEHHO — IIOJ PYKOBOACTBOM M IIPU yuacTuu ee Kjaaccuka — B. . IIponma u B TecHBIX
KOHTaKTaX ¢ IPYTHMU BbIZaIOMMMUuCS oTeduecTBeHHBIMU (Guiosoramu (B. H. Ilytumrossim,
K. B. HucroBbiM u Ap.). 3aTeM (a oTYacTu — MapaJijiebHO!) — MYy3BIKOBEIUECKOE OTHese-
Hue C.- IleTepOyprckoii Kouceppatopuu (Hayd. pyk. @. A. Py06110oB) u Tam jKe KOMIIO3UIIHUIO
(xaacc B. H. Canmanosa).

TasaHT, TBOpUYECKUE 03apEeHNA, OCO3SHAHNE CUCTEMHOCTH ABJIEHUN MCKYCCTBA IIPOHUSBI-
BAIOT €r0o TPYIbI, KJIACCHUKa OTEeUYeCTBeHHOT0 M MUPOBOTO STHOMYS3BIKO3HAHUA. [[yMaio, 4To
3aBepllIeHre U ITyO0JINKaIuA HOBOT'O KPYIIHOTO HAYUYHOTO (M APKOM O0IIeCTBeHHONM 3HAUMMO-
ctu!) Tpyzaa (SemmoBekuii M. . AuTpomosorusa My3bIKaJIbHOTO cyllecTBOBaHuA. KHuUra 00
yausepcanauax. — CII6.: KommosuTop, 2023. — 528 c.) erre 60JblIlle YKPEIUT IIMUPOKYIO Ha-
YUYHYIO 00IIeCTBEHHOCTh B YCIIEIITHOCTH U ITePCHEeKTUBHOCTU MOIJIUHHBIX — CUCTEeMHBIX — HC-
CJIEJOBAHUI MY3BIKaJIbHO-TIECEHHOTr0 (hOJIbKJIOPA U IIIUPe — TPAAUIIMOHHOTO MY3bIKAaJIbHOTO
HCKYCCTBA.

Hemanniii BKJagZ B OTEYECTBEHHYI0O U MUPOBYI0O HAYKy BHecJa JIesdTeJbHOCThb
H. 1. 3eMIIOBCKOro B KauecTBe HAYUHOTO PYKOBOAUTEJIS, JIIOO JOOPOBOJIBLHOTO, HO IPKOTO
HaCTaBHUKA acCIIMPaHTOB Halero MHCTUTYTa — B CBOE BpeMsA — MOJIOABIX yueHbIX. [la u ce-
TOMHS — STHOMYS3BIKOJIOTY PA3HBIX ITOKOJIEHUI MEUTAIOT U TPEIeTHO KAYT TBOPUYECKOTO 00-
IeHUS ¢ HAIIIUM 3aMevaTeIbHBIM 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 Iosifovich 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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HexpsiroBa Auna ®emopoBHa,
KaHAuJaT UCKYCCTBOBeAeHUs,
Hay4YHBIN coTpyauuk MHcTUTyTa pycckoit mutepatrypsl (Ilymruackuit [lom) PAH

My3bIKaHT — 00JIbIIIE, YeM MY3bIKAHT B TPAAUIIUOHHOM TeaTpe KYKOJI

Kawuesvie crosa: TpaguiinoHHBIN TeaTp KyKoJ «Ilerpyinka» , My3bsIKaHT, My3bIKaJIbHOE
oopMIIeHTIE KOMEINN, UCTOPUUeCcKUe KOpHU My3bIKaHTa-KOMMEHTAaTOPA

XapaKTepHOI 0cO0EHHOCThIO TPASUITMOHHOMN PYCCKOIM KYKOJIbHOM KoMeauu «[leTpyinka»
sABJAeTcA Hamnume My3bIKaHTa, KOTOPBIN COITPOBOKAAT TEMCTBUE CIIEKTAKJIA UTPOI Ha MY-
3BIKAJIbHOM MHCTPYMEHTE — Yallle BCero aTo Oblja IapMaHKa ¢ HabopoM MONyJISAPHBIX MEJIO-
quii. OMHAKO POJIb 3TOTO YYACTHUKA METPYIIIEUHBIX IPEJICTABJIEHUN HEe CBOIMJIACH TOJBKO K
MY3BIKQJIbHOMY O(DOPMJIEHUIO CIIEKTaKJIA. My3bIKAaHT — HMOJHOIIPABHOE JIEMCTBYIONIEE JINIO0
KoMenuu. B ero @yHKImM BXoAMJI0 (M BXOAUT) HAIIPABIATH KOMEIUIO, OH BCTYIIaeT B Pa3ro-
BODBHI C IEPCOHAYKAMM, faeT coBeThI IleTpyIiKe, oTBeUaeT Ha €ro BOIIPOCHI, IIPOBOIMPYET HA
HEKOTOpbIe MOCTYIIKU, AeHCTBUA U IMOATOTABJIMBAET pasBuTHe coObITuii. Haxonsacs MexIy
IIUPMO TTETPYIITIeYHNKA U 3PUTENAMYU, My3bIKAHT OJJTHOBPEMEHHO IPUHAIJIECKUT U KYKOJIb-
HOMY JIEMCTBY, U UejioBeuecKoMy 001miecTBy. OT mMeHU cBoero reposd My3bIKaHT BCTYIaeT B
HEIIOCPEeICTBEHHBIM KOHTAKT C ITyOJUKOIT, coOupas ¢ Hee NeHbI'M UMW MOJHAYNBAA HA OIIpe-
IeJIEHHYIO PEaKIMIO II0 OTHOIIEHUIO K AEMCTBUAM KaKOTo-Im0o IepcoHaska. My3bIKaHT —
U1 CBOeoOpasHBIN mepeBoAYUK IleTpyHmIKK: IOBTOPAA €ro PeIIMKY HOPMAaJILHBIM YeJioBede-
CKUM I'0JIOCOM, OH JIeJTaeT eT0 PeUb IIOHATHOU 3pUTEJII0 (HamOMHUM, uTo [leTpymika Hageasaics
0COOBIM T'OJIOCOM — Ipebes3KaIiuM, TPOH3UTEILHBIM, OTTOTO He BCeTr/la BHATHBIM). DYyHKITAA
«IIEPEBOAUNKA» IPUOTKPHIBAET €ITle OJHY CYIIeCTBEHHYIO IpaHb posim MyssrkanTa. Ilogo6HO
CBOVIM JAJIEKUM IIPEIITECTBEHHUKAM-KOMMEHTATOPAM IPU TPAAUIIMOHHBIX ITPEACTABIIEHUIX
€ KYKJIaM¥, BOCIPMHUMABIIINXCA KaK CAKPaAJILHOE eHICTBO, OH HAJEJAJICSA JapOM U ITPABOM
3HATh, BUJETH, TOJKOBATb UCTUHHBIA CMBICJ IIPOUCXOIAIIETO HA CIleHe, eMy ObLIN OTKPBITHI
U BeJJOMBI TaWHBI «3allIUPMEHHOTO» WJIN «3a9KPAHHOTO» MUPA, U UMEHHO OH MOT BBIBHIBATH
COOTBETCTBYIOIINX T'€POEB, MOHUMATL UX S3BIK U TPAHCJIUPOBATH 3TO OOBIKHOBEHHBIM JIIO-
nam. Pasymeercs, MyssikauT npu «Ilerpymke» XIX—XXI BB. He IIpeZcTaeT B POJI HEKOET0
IeMuypra, IOCPeJTHUKA MeKIY «CTPAHHLIM» MHPOM KYKOJbHBLIM 1 COBPEMEHHOM IIyOJIMKOM,
HO OTTOJIOCKM IIPUHAIJIEKHOCTH €ro K 00JIacTH CaKpaJIbHOTO, TAMHCTBEHHOTO, NAIOT 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,
KaHIUAAT UCKYCCTBOBEJEHUA,
CTapIINi HAYyUYHBIN COTPYAHUK CeKTOpa MHCTPpyMeHTOoBegeHus PUNN

3BOHAPH KaK JUYHOCTh U HOCUTEJb TPAAUIIMOHHOTO HHCTPYMEHTAJIN3Ma:
CIIeKTpP 3HAHUW, HABHIKOB, crielfu(MKa MUPOBO33PEHUST

Kawuesvie c108a: 3BOHAPD, KAMIIAHOJIOTUS, KOJOKOJIbHA, 3BOHHUIA, MECTHBIE TPAUIIII
3BOHOB

3BoHApH — OJlHA U3 HEMAJOBAKHBIX (hUTYD B IEPKOBHOM GOTOCTYKEeHUM. XOTA €ro 4acTo
He 3aMevaloT, OH OCTaeTcsA «3a KagpoM» O0pAIOBOTO AeiicTBa, HO MPOM3BOAUMBIN UM 3BOH B
KOJIOKOJIa OCTAThCS He3aMeUeHHBLIM He MOJKEeT. 3BOH K Hadally, OKOHUAHUIO M HEKOTOPBLIM
BayKHEHIIINM OOPSAAOBBIM JeMCTBUAM IPEAINCAH TPAguIleil 1 B PALe cJAydyaeB YIIOMUHAETCSA
B TeX WJIM MHBIX [IEPKOBHBIX JOKYMeHTax u KHUrax. OqHako KOHKPeTHbBIE TefCTBUS 3BOHAPA
B KOJIOKOJIa, HA B KAKOM yCTaBe WJIW YNHOBHUKE IMOAPOOHO He mpomnucaHbl. MHeHUE O TOM,
YTO IEPKOBHBIN 3BOH TOUHO PerJIAMEHTHPOBAH NMHUCBMEHHBLIMU HMCTOUHMKAMM — CEPbEe3HOe
sabny:xgenne. Kak mpaBuio, Kak B Ycrase (Tunmkome), Tak U B APYTUX OOTOCIY:KeOHBIX
PYKOBOJCTBAX OTOBAPUBAETCS JIUIITL HAYAJO 3BOHA, OTUACTH €TI0 IPOAOIKUTEIbHOCTD U U3~
pelka, pasHOBUAHOCTH («0OJjlaroBecT», «eIMH3BOH, «IBY3BOH», «TPE3BOH», «3BOH mepebo-
pom» u mpou.). [lasmee Bce ompeaeasier caM 3BoHapb. OT HeTo 3aBUCAT 00IIad OpraHm3aIsa
3BOHA, BBIOOD KOJIOKOJIOB, MY3bIKAJbHASA (DAKTypa 3BOHA, CTUJINCTUYECKASA U MYy3bIKaJIbHAA
cuenuduka. BeickasbIBaHUA O TOM, UTO I'Ie-TO, KOTJa-TO 3BOHBI 3aIIMCHIBAJINCH HOTAMU UJIN
IPYTUMHU 0COOBIMY 3HAUKAMU — BCEr'o Ha BCero JIUII Ipeganud. B mepByio ouepeab, 3BOHAPh
ompenessieT MeJOAUKO-PUTMUUYECCKIHI PUCYHOK MCIOJHAEMOM MM KOMIIO3UIINN, KOTOPBIN 3a-
BHICHUT OT €TI0 TeXHHNYECKO! (MCIOJHUTEJIbCKOM) OCHAIIEeHHOCTH, 3HAHUA TPASUINN JAHHOMI
KOHKPETHOM KOJIOKOJILHU WJIW 3BOHHUIIBI, a TaK:Ke CJIEJOBAHUSA UJIM OTCTYILJIEHUS OT Hee.
IIpu sTom GoJIbITIOE 3BHAUEHWE UMEET CIIOCOOHOCTDH MCIIOJHUTENS K UMIIPOBU3AIIUN, B KOTO-
poii B3amMOAENCTBYIOT CTA0MIbHBIE M MOOMJIbHBIC 9JIEMEHTHI, KaK MX Ha3bIBaJ M3BECTHBIN
kammnanogor A.C. fdpemrko. He crout nymMaTs, UTO TPAAUIIMOHHBIN 3BOHADPD UCIOJIHIET 3BOH
a6coI0THO cBoOO0HO 1 OeccucTeMHO. OH, BO-IIEPBLIX, MMIIPOBU3KUPYET B paMKaX CJIOKUBIIIE-
rocs KaHOHA M CYMMBI IapaMeTpPOB IIEPKOBHOTO 3BOHA, KOTOPHIE YCTOSAJINCH B MHOTOBEKOBOIT
KOJIOKOJBHOM MMPaKTUKe APYTUX HCIOJHUTEeJ eli. Bo-BTOPHIX, BCAKUH pas, 3BOHADPH MO-CBOE-
MY UCIIOJIb3YEeT, IPUCIIOCA0JIMBAET U IIpucIiocadamBaeTca K MOP(OJIOTUN MOJKOJIOKOJIHLHOTO
COOPYJKEHUsA, T. €. APXUTEKTYPHO-UHCTPYMEHTAJIBHOMY KOMILIEKCY. U TOT, M Apyroi dak-
TOpP paboTalOT KaK CBOET0 Pojia IPeJoOXPaHUTEN, cOeperaIue TPAIUIINOHHBIE KOJOKOJIb-
HbIe 3BOHBI OT Aedopmarnuii u paspyiienunii. Ilocientee B n300uaNK MOXKHO HAOJIIOLATL B
MpaKTUKe TaK Ha3bIBAEMBIX «KOHIIEPTHBIX» WM «(PecTUBAJILHBIX» 3BOHApeil, y KOTOPLIX B
OCHOBHOM BC€ CBOJAUTCSA K CTPEMJEHUIO, BOIPEKU KAaHOHY, MOKa3aTh CBOE MCKYCCTBO, CBOIO
MaCTePCKYIO TEXHUKY BJIaIeHUA HaO0OpPOM KOJIOKOJIOB, a0bl CHUCKATL IPU3HAHUE ITyOJINKH,
MMOJIYYUTH BHICOKYIO OIIEHKY JKIOPU, UJIU ITPOCTO TTOTEIITUTEL CBOE caMoJIro0ue.

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 HuronaesHa,
KaHIUAAT UCKYCCTBOBEJEHUA,
CTapIINi HAYyUYHBIN COTPYAHUK MOCKOBCKOM rocyJapCTBEHHOM KOHCEPBATOPUU

OpmHo 3epKaJjio — IBa OTPAKEHHA: HCCIEI0BATEIH M HAPOJHbIE MacTepa.
denomven A.C. Kadanosa

Kawouesvle ciosa: HapoaHAA TI€CHS, HAPOAHBIN MacTep, o0IeHne, QUI0CODUA IeHU

HasBanme Kou(epeHIIUY IIPefIoIaraeT MHOTOYPOBHEBBIHN cpe3 IPo0JIeMaTUKM — B OTHO-
IIeHUY IIOHATHUH 1 «UeJIoBeKa», 1 «(POJbKJIOpa», U «3epKaja». IPPeKT 3epkajia B CBOIO oUe-
penb eBa JiK He KJIIOUeBOM MPU PACCMOTPEHUHU AUAJIOTA YeJIOBeKa U TPAIuIlnm, OyIb TO yue-
HBIHM, UCIOJIHUTEJb UJIU HeAaror. Beigaromumca ABJeHUEM B COBPEMEHHOUN KYJIBType cTaJl
A. C. Kabauos, «cpocmuiics» ¢ Tpaauiiueit u copMmupoBaBIIii B cebe TpaHCIATOpa 3HAHUNA
o (hosbxaope. Chepa ero neATeILHOCTY HAIIPABJIEHA HA CO3/JaHNE YHUKAJIBHOTO COITUOKYJIb-
TYPHOTO IIPOEKTa — OCBOEHNE YCTHOM MeCeHHOU KYyJbTYPhI IPEeACTaBUTENAMY TUChMEHHO’,
TOPOJICKOM KYJIbTYPHI, IPUUYEM B MAKCUMAJIbHOM K Hell IPUOJIMIKEHNN U C MUHUMAJIbHBIMHI
norepAaMu. PasBuBasa Teopuio GOJIbKJIOPUCTUKY, KabaHOB M3MEHNJI, IO CYTH, CaMy IIapaiur-
My npogeccru POSIBKIOPUCTA.

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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Hosukrosa Oubsra BaagumuposHa,

KaHInIaT NCKYCCTBOBEEHU,

IOIEeHT Kadeaphl My3bIKAJIHLHOTO 00Pa30BaHUSA U IIPOCBEIIEHU A
HoBocubupckoii rocymapcTBeHHOM KoHcepBaTopuu umeHu M. U. I'nmunaku;
COTPYAHUK ceKTopa posbKgopa Hapoaos Cubupu MHeTuTyTa (hraosioruu
Cubupckoro orgenenus PAH

CraduasHOE U MOOUJIBHOE B OyPATCKUX HAPOJHBIX HAIleBaX:
B MIOMCKAaX UIeaJTbHbBIX HHBAPUAHTOB

Knwuesvie cnosa: 6ypaTcKkuit hoJabKJIOP, HOTUPOBAHME HAPOLHON MY3bIKM, BADUAHTHOCTD
B QOJBKJIOPE, MHBAPMAHTHOE B OYPATCKUX HAleBaX, TeKCTOOOpa3oBaHME B MY3bIKAJIBHO-
(hOJIBKJIOPHOM TPASUINHT

Hoxmam 00001IaeT HAOMIOAEHUA aBTOPAa, IMOJYUYeHHbIe B pe3yJbTaTe HOTUPOBAHUS HAIle-
BOB OYPATCKUX HAPOAHBIX II€CEH U 3II0CA.

3HauUMMOCTh IIPOIlecca HOTUPOBAHUS He MCUEPIIbIBAeTCA IMOATOTOBKOI TEKCTOB JJIsS IIO-
CJIEIYIONIEeTO U3YUEeHUA M0 HUM (POJBKJIOPHOUN Tpamumnuu. PaboTa HOTMPOBIIMKA, HAaIpaB-
JIeHHAasa Ha CerMeHTHUPOBaHNe 3BYKOBOTO IIOTOKA 11 BBISIBJICHIE B HEM PeJIeBAHTHBIX €IUHUI]
3BYKOBBICOTHOCTH, PUTMUKM, apXUTEKTOHUKM, TeMOpa U IIP., ABJIAETCA CAMOCTOSATEIbHOM
HCCJIeIOBATEIbCKOM mpoltenypoii. CermMeHTalnus 3BydYalllero MaTepuaJia MO3BOJAET OTIe-
JIUTL CTAOMIBHBIE 3JIEMEHTHI TEKCTa OT MOOMJIBHBIX, OTCEATEL CJydYaiiHoe OT BAPUAHTHOTIO,
JIIOITyCcKaeMoro KyJbTypoii. He MeHee BasKHO U TO, UTO OHA AaeT BOBMOXKHOCTD «ITPOHUKHYTH
B TEKCTOOOPA3YyIIYyI0 AeATeIbHOCTh 3THODopa» (M. WM. 3eMIiioBCcKUii), OIIpedeiuTh CyIile-
CTBYIOIIIMIE B CO3HAHUY HOCUTEJS TPaAUIINN KJINIIe, NAealbHble MHBAPUAHTEI, KOTOPELIE OH
KOMOMHUPYET IO YCTAHOBJEHHBLIM TPagUIlMel HOpMAaM, IIOPOKIAs peaJlbHO HaOJI0IaeMble
3BYKOBBIE siBJIeHusA. MoOMUIbHOE JKe B HalleBaX, IIPU YCJIOBUU €TI0 CUCTEeMHOCTH, OTPAYKAET I10
0O0JIBIIIEH YACTH MCIIOJHUTEJIbCKUN YPOBEHb, MACTEPCTBO MCIIOJHUTEJA, MOKA3bIBasad I'PAHN’-
I[bI KYJIBTYPHOM HOPMEI.

CpaBHeHMe OJJHOT'O M TOT'O K€ HalleBa B Pa3HbIX MCIOJHUTEILCKIX BAPUAHTAX I03BOJIAET
CIeJIaTh BBIBOJBI O €T'0 CYIITHOCTHBIX UepPTaX, TOM AApPe, KOTOPOe CBUIETEeILCTBYET O IPUHA-
JIEXKHOCTU K KOHKPETHOMY sKaHpy 1 9THOocYy. CpaBHeHNe cTa0UJIbHOIO 1 MOOMIBLHOTO B HAIIEe-
Bax 5II0Ca U IIeCEH MO3BOJISAET TOBOPUTH O CYIITHOCTHBIX UePTaX STUX »KAHPOB, UX TUIOJIOTH-
YeCKOM pasjInuueHUH 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.

Notationis aimed 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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HypueBa Hpuna Mypra3oBHa,

JTOKTOP UCKYCCTBOBEJEHIA, NOIECHT,

BeAYINUI HAYUYHBIA COTPYAHUK ¥ IMYPTCKOrO HHCTUTYTA UCTOPUM, A3LIKA U JIUTEPATYPHI
Ypansckoro Orgenenusa PAH

JIupuka B yIMypPTCKOI IECEHHO-;KaHPOBOM CHUCTEME

Kawuesvle cio8a: yOIMypTCKas IECEHHO-KAHPOBAA CICTEMA, CIOMKEeTHEIE [IeCHU, I'PAHUIIBI
JKaHpa

B nocsnenane gecaTuieTnsa B yAMyPTCKON (DOJTBKJIOPUCTHKE BHUMaHNUE YUEHBIX — (QOJIBK-
JIOPUCTOB, 9THOJIOTOB, 9THOMY3bIKOBEOB — OBLJIO HAIIPABJIEHO HA N3yUYeHUe O0PAJOBBIX JKaH-
POB yAMYPTCKOTO (hOJIbKJIOPA KaK HanboJIee pelIpe3eHTaTUBHBIX 1 ITIOKa3aTeIbHbIX. [Jo3mHue
IeCeHHbIe IIJIACTHI IIOKA OCTAI0TCA 32 60PTOM KCCIEI0BATEIHLCKUX NHTEPECOB.

B orsmume or 00pAmoBOTO (YOPMYJIBHOTO CJIOSA IO3AHUE IIeCHU ABJIAIOTCA Upe3BbIUai-
HO DPa3SHOPOJHBIMMU IIO YKAHPOBOMY COCTaBY, CTPYKType, B MHTOHAIIMOHHOM OTHOIIIEHWWU.
YacTymiku, MJIACOBbIE M XOPOBOJAHO-UTPOBBIE IIECHU, TaK Ha3bIBaeMble IIOCUIEJIOUHBIE NY-
KOH KOPKQH Y YIINYHBIE Ypam 2Yyp, ‘IeCHU-PA3MBIILIEHUA KblpHAH-MAJLNACLKOH, ‘O0bIYHbIE’
IIECHU 02ULOPblL KblpHAH, COBPEMEHHbIE IIECHU MYaad KblPHAH... 38 3TUM Pa3HOOOPA3HBIM
TEPMUHOJOTUUYECKUM PAIOM CTOAT CTOJb Ke pa3HOOOpasHble B MHTOHAIITMOHHOM OTHOIIIEHU T
TeceHHble JKaHPbI, 00'beIUHEeHHbBIE€ B OJHY TPYIIIY II0 OCHOBHOMY MPU3HAKY — HAJUYUIO I10-
CJIEJOBATEJIBLHOTO CIOJKETHOTO TEKCTA.

CsobOoma oT o0psAma mau ocjaabjeHHble C HUM CBS3M, 9CTeTHUYECKas HaIPaBJIeHHOCTb
(3eMII0BCKUII: «OTHOIIIEHNE «UeJOBEK — UEJIOBEK», a He OTHOIIIEHNE «YeJIOBEK — CTUXUSA, Ye-
JIOBEK — POJI» ) II03BOJISIOT B OIIPEIeJIEHHOM CTeIIeH! OTHECTH STOT CJIOH K JTupuKe. VIMeHHOo B
ATOM pycJie pacCMaTPUBAIOT ITO3AHU ITECeHHbIH IIacT (DOJTbKJIOPUCTHI-(DUIOJIOTH, BKIOUAST
B JUPUUYECKYIO TPAAUIINIO HA OCHOBE MOTHMBHOI'O U CIOKETHOTO aHaJIM3a MOdTUUYECKUX TeK-
CTOB W ApYyTHeE JKaHPHI: KaJleHJapHbIe, CeEMENHO-ObITOBbIE, BHEOODPAOBbIE MMITPOBU3AINH.
B pesyabTraTe mcciegoBaTen IPUXOLAT K BHIBOAY O PA3MBITOCTHY I'DAHUIL KaHPAa, €ro «He-
0(POPMJIIEHHOCTH » . ITHOMY3BIKOBEIBI 60Jie€ OCTOPOYKHEI B JKAHPOBOU HOMWHAIIUU 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 Hpuna CremanoBHa

JIOIEeHT, KAHANIAT UCKYCCTBOBEIEHUA,

CcTapIInii HAyYHBIN COTPYAHUK ceKTopa (poabKIopa PoccuiicKkoro mHCTUTYTAa UCTOPUU UCKYCCTB,
mpodeccop Kadeapbl 9THOMY3BIKOJIOTHH, 3aB. OT/IEJIOM IIOATOTOBKY KaJPOB BhICIIIEH
kBanudukanuu CaukT-IleTepOyprcKoi rocy1apcTBeHHOM KOHCEPBATOPUU

um. H. A. Pumckoro-Kopcakoa

JdTHOorpajduueckue KoHIEepThl Ha cueHe Jloma kommo3utopoB Cankr-IleTepOypra:
OT AYyTEHTUYHOTO (POJIBKJIOPA K (POJBKIOPUIMY

Knwuesvie cnosa: sTHOoTpad)muecKiie KOHIEPThI, ayTeHTUYHBIA (POILKJIOP, BO3POIKIEHIIE
doabpKJIOpa

Hcropus stHOTpadmuecKkux KOHIEPTOB B Poccuu Gepet cBoe Hauasio ¢ Kouma XIX Beka,
Korjga roJioca HapOJHBIX IEBIIOB M CKAa3uTeJell BIepBbie 3a3ByUYaJMd C aKaJeMHuecKoil
cuenbl. Beicrymienua T. I'. w U. T. Paoununeix, B. II. Illeronéaka, M. A. ®Penocosoii,
M. II. KpuBomoJjeHOBOU u Apyrux ckasureseir B Ilerepoypre, IlerposaBoacke, MockBe I10-
CTeIleHHO c(hopMUPOBATIM OCOOYIO HUIIIY B KOHIIEPTHOM KM3HU AOPEBOJIIONNOHHONA Poccun.
ITapannenbHo ¢ sTHOTpa()UUECKUM HAIIpaBJIEHNEM Pa3BUBAIOTCS WHBLIE (DOPMBI aKTyaam3a-
muy POoJbKJIOPHOIo Hacaenus. Hapoauble IeCHU 3ByUYaT B MCIIOJHEHNH II€BI[OB aKajeMuyue-
ckoii mKroasl (P. U. [lananui); KpecTbAHCKOro xopa, coopamumoro M. E. IlatHunxum us
TAJIAHTJIUBLIX IeBIoB-caMmopoakoB; H. B. ILiteBunkoit u O. B. KoBasepoit — meBuil, mpemio-
JKUBIINX HOBBLIE CTHJINCTUUYECKNE CTAHAAPTHI aKTyaJn3alluyd PYCCKOIl HapoOOHOM IeCHU Ha
acTpame.

CoBeTCKUI TTepUOJ BHOCUT CYIeCTBEHHBIE KOPPEKTUBHI B yiKe c(hOpMUPOBABIIYIO Kap-
THHY (OPM IIPE3EeHTAIUN KPECThAHCKOM IeCHM Ha CIleHe, CBI3aHHLIE C TPeOOBAHUAMU
o(puIMaJIbHOI rOCyJapCTBEHHOI HMaeosornu. B paMKax AedATeJbHOCTH HAPOAHLIX XOPOB,
IIeBI[OB-COJIMCTOB 3CTPAJHOIO HalPaBJIeHUA IPOCIEKNBAETCA CTPEMUTEIbHASA YTPATa TPAII-
IIMOHHOT'0 pelepTyapa, ayTeHTUUYHLIX TeMOPOBBIX 1 AMAJEKTHBIX 0COOEHHOCTEHN 3ByUYaHMUs,
OTXOJ OT CTUJIHCTHUYECKUX HOPM (GojabKiopa. Cob6CTBeHHO sTHOTpaduuecKkoe HAIIpaBJIeHMTe
3aHMMAaeT JOCTATOUHO Y3KYIO HUIITY HoJ aruaoi Coro3a COBETCKUX KOMITO3UTOPOB (¢ 1957 1. —
Cormoza komno3uTopoB CCCP) 1 ero pernoHaJIbHBIX OTIEJICHIIH.

Hauunaa c¢ 1960-x r. B Jleuunrpane, Ha ciieHe JlomMa KOMOO3UTOPOB Ha BoOJBINON
Mopckoii, a. 45, peryJspHO yCTPpauBaJnCh 3THOTpa()muecKre KOHIEPTHI HAPOJAHBIX MCIOJI-
HUTeJIeN 1o pe3yJbTaTaM SKCIeIUIITMOHHBIX BbIe3J0B (POILKJIOPHCTOB ropoga. TBopuecKie
KOJIJIEKTUBLI, TAaJAHTJINBbIE MEBIbI 1 MY3LIKAHTHI IPEACTABIAIN TPASUINOHHYIO STHHUYE-
CKYIO MY3BIKAJILHYIO KyJIbTypy HapomoB CoBerckoro Coio3a, TOKa3bIBAJIN CBOE MACTEPCTBO
Ha 9TOil ncTOpruUecKoii ciieHe. Ilogo0HbIe KOHIIEPTHI He IIPOCTO 3HAKOMIIN TBOPUYECKYIO MH-
TEJJINTEHIINIO C aYyTeHTUYHBIMI 00Pa3IaMy PYCCKOT0 KPECThAHCKOro ()OJIbKJIOPA, HO 1 3HA-
YUTEJLHO 000Tallaii CAYX0BOM OILIT IIPOdeCCHOHANIbHLIX MY3bIKAHTOB 1, B OCOOEHHOCTH,
KOMIIO3UTOPOB. BeayIuii BEKTOP 5TOr0 HAIIPABJEHUA — OT AYTEHTUYHOT'O MCIIOJHUTEIbCTBA
K (poJIbKIOPU3IMY.

Ha ceroguamuuii neap apumia Caakt-Ilerepoyprckoro Coosa KOMIIO3UTOPOB BKJIIOUAET
KOHIIePTHBIE ITPOTPAMMGBI, IIOCTPOEHHBIE Ha KOHITENITaX «(POJLKJIOP ¥ KOMIIOBUTOP» (3BHAKOM-
CTBO KOMIIO3UTOPOB ¢ (POJBKJIOPOM B HCIIOJHEHUN MOJIOAEKHBIX aHcaMOJIeil) U «KOMIIO3H-
TOp 1 (POJBKJIOP» (MCIHOJIHEHNEe 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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ITopdupreBa Auna JleonngoBHa,

KaHIngaT UCKYCCTBOBEJeHU,

3aBeJyionasa CeKTOPOM MY3bIKU PoccuiicKOTO NHCTUTYTa UCTOPUM UCKYCCTB,
CTapIINil HAyYHBIN COTPYIHUK

Hrpa ycaoBuii uam MyJIbTUBAPUA0EIbHOCTh BHE YCTHOM TpaguIiuu

Kawouesosle ciosa: nTarbaHCKaA KOMUUecKas orepa, (hOpMbI TPaHCIAIUHA,
MYJIbTUILIAIIAPOBAHNS ¥ BAPDUAHTHOCTH

IIucrmeHHad TpaJUIUSA B He MeHbIIIel cCTelleH!, YeM YCTHAsA ABJIAETCS TOCTOAHUEM U I10-
JIeM JeficTBUA 4yeJoBeKa Myaunupyiomiero. OcraBids 3a ckoOkaMu (eHOMEH MHTepIIpeTa-
IuY, COCPefOTOUNMCA Ha TeaTpe KakK (popMe UIPHI U HA TeX YCIOBUAX KU3HU UTAIbAHCKON
rkomumueckoit onepbl X VIII u oruactu XIX Beka, B KOTOPHIX OUEBUAHBI (POPMBI TPAHCIAINH,
MYJbTUILIUIINPOBAHUA M BADUAHTHOCTHU, IIPUCYIIE, KAK IPUHATO AyMAaTh, My3bIKe YCTHOM
TPagUuInu.

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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Pomonnn Anexkcanap Bagumosuy,

KaHIUJAT UCKYCCTBOBEIEHUS,

CTapIINi HaAYyUYHBIN COTPYAHUK, 3aBeAYIOININ CEKTOPOM (hoJbKJIoOpa PoccuiicKoro mHCTUTYTa
WCTOPUU UCKYCCTB

ITHYECKOe HAYAJI0 B TBOPYECTBE TPAAUIINOHHBIX MY3bIKAHTOB
Kaiouesvie caos8a: 3TUKA, JUYHOCTD, TPASUIINAS, TBOPUECTBO, KOMMYHUKAIUA, BOCIIPUATHE

ITHYecKoe HavajJ0 — BCEIIPOHMKAIOIIlee B pPaMKax TPAJUIIMOHHOHN KYJIbTYDHI, AEHCTBY-
[0lllee Ha MHOTHX YPOBHSX €€ CYIIeCTBOBaHMUA. Bce MOM00HOTO pojia IJIaHbI BEIABIAIOTCA U
B pyCJie JUYHOCTHBIX BHIPDAYKEHUH U CBOMCTB, 1, KaK UX IMPOJOJIMKEHUE — B OOIIEeHUY MEXKTY
JasMu. TBOPUYECTBO HAPOMHBIX MY3bIKAHTOB OCHOBAHO 11 HA COOCTBEHHO XYA0KECTBEHHBIX,
U Ha JKMBHEHHBIX, W Ha CAKPAJBHBIX (PEJIMTHUO3HBIX, MU(MOJOTUUECKIX) IIPEACTABIIEHUIX
¥ IIPOABJEHUAX. ITUUYECKOe HAaYaJIo 00beAuHseT Bce cTOPOHbI. CHHKpPEeTHUEeCKUI XapaKTep
TPaAUIIVOHHON KYJBbTYpPhl HeM30€KHO CONMMIKAeT pasHble BUABI NCKYCCTBA: MYy3bIKAJIbHOE,
TaHIleBaJIbHOE, UTPOBOE, CJIOBECHOE. ITUUYECKHUH MJIAH IIPUCYTCTBYET BCIoAy. B oTHOIIEHH!-
AX MY3BIKQHTOB U cJyIiaTesieii. B KoHTaKkTax nucnoJaHuTese 1pyr ¢ Apyrom. Bo Bdaumopeii-
CTBUM TAHIIOPOB I MY3bIKAHTOB, MHCTPYMEHTAJIVMCTOB U MEBIOB. ITUYECKAsS CTOPOHA BBISB-
JseTcsA Ha IICUXOJOTMYECKOM, MOBEJEeHUYECKOM, HCIIOJHUTEJIHCKOM YPOBHAX. TBopUuecKoe
oOHapy:KeHUe IPYU 3TOM HEOTAEJINMO OT UeJIOBeUeCKOoro. Tpaguus mo-cBoeMy IIaguT CBOUX
npenacraBuTeseii. B TBopuecTBe JOMMYCKAOTCA HETOUYHOCTH, UCKAMKEHN A, HOMapKu. [lo3BoaAA
mogo0HOe, TPAAUITMOHHAA cpeia ¢ 0c000M JeJINKATHOCTBIO OTHOCUTCS K UeJIOBEUECKOMY BBI-
SIBJIEHUIO, PA3JIUYasd CTAPUKOB, MOJIOABIX, IIEBI[OB, TAHIIOPOB, MY3bIKAHTOB. K KaskgoMy nume-
eTCsA CBOU MOAXOM, KAXKIBIA MOKET TBOPUECKHU OTJINUUTHCH, ITOJyUas OJHOBPEMEHHO TPaBO
Ha omuoOKy. VCIIOJTHUTETbCKUE IIIEPOX0OBATOCTY MMEIOT, BIPOUEM, U €Ille OAHY I'PaHb: OHU
STUYECKU OIIPABABLIBAIOTCA U IPUHUMAIOTCSA TPAAUIIEe. AyTeHTUUHAA CTUJINCTUKA IIPEAIIO-
JlaraeT KeCTKOCTb TeMOpPOB, JUCCOHUDPYIOMMNX (HEpeaKOo, HeTeMIePUPOBAHHBIX) CO3BYUUIA,
PUTMUYECKUX BOJBHOCTEHN 1 HECOBIAAEHUN B BOKAJIHLHOM U B MHCTPYMEHTAJIHHOM THUIIAX MY-
sunupoBanusd. [lomo6HOroO posa MaHepa He TOJIBKO XYI0KECTBEHHO, HO M 9TUYECKU OJTM3Kad
HOCUTEJSIM TPAIUIINN, BOCHPUHUMAETCS UMY C 0COOBIM YyBCTBOM. Bece «HeITpaBUIIBHOCTH » —
OpUTWHAJBHBI. B cBOe0Opa3mm mMX NMPUMEHEHUS NPOCTYINAET HEIMIOBTOPUMBIA JIMYHOCTHBIN
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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CokomoBa Aixina HukomaesHa,

IOKTOP MCKYCCTBOBEIEHMA,

npodeccop ARBITeHCKOT0 I'OCyJapCTBEHHOI0 VHUBEPCUTETA,
3aCJYKeHHBIN AeATeNb ucKkyccTB Peciyonuku Anbires,
3aCIIy:KeHHBIN feATeJab HayKu PecriyOauKku Anbires,
3aCIIy:KeHHbI paboTHUK Bricmiei mKoab PO

PecypcHBIN MOTEHIINAJ TUACTTIOPHI B OOHOBJIEHUH TAHIIEBAJIbHO-MY3bIKAJIbHOM
MIPAKTHKHN MeTpomoJuu (Ha mpuMepe uepkecoB Poccuu u Typium)

Kawuesvie cnosa: uepkecsl, aabiTu, Auaciopa, Typius, Poccus, B3BanMogeicTBre KYJIbTYP,
MY3bIKaJIbHO-TAHIleBaJbHBIE IPAKTUKN

Kax nszBecTHO, B uacmope HepeaKo 0oJiee 6epeskHO COXPAaHAIOTCA apXandecKue 3JIeMeHThI
TPAAUITMOHHON KYJbTYPhl KAK 3HAKYU MOKUHYTON POAWHBI U OIIpeiesieHHbIe (h)OPMbI CBA3U C
npenxamu. B mpegenax 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 JO CEMU MUJIJIMOHOB. OTO MOTOMKH TeX UYePKeCOB, KOTOPhIe OKA3aJICh HA Uy KOUHe
B XIX Beke B peayabTaTe KaBKascKoiil BoiiHEI. B coBeTCcKuii mepros KOHTaAKThI MEXKIY YepKe-
camu Typuum u Poccuu npakTuuecku orcyrcrBoBaau. Ilocye pacmaga CCCP ornm mpuobpennu
MIOCTOSTHHBIN U Bce 00Jiee PACIITUPAIOIIUNCA XapaKTep.

B pesyabTaTe MHOTOJIETHUX CPABHUTEJIbHBIX UCCIEOBAHUN MEKIY MY3bIKaJIbHO-TAHIIE-
BaJbHBIMU KYyJbTypaMu uepKecoB Typiiuu u Poccuu HaMu OB1JIO YCTAHOBIEHO:

1) cymecTBOBaHME PA3JIUYHBIX BUAOB MY3bIKAJIbHBIX OPYAU, BXOAAIIUX B MHCTPYMEH-
TAJbLHBINA aHcaM0JIb AJISI COIPOBOMKACHII TPASUIINOHHELIX TAHIIER;

2) cyIecTBOBaHME CXOMKUX TAHIEBAJbHBIX CHCTEM NPU AOMHUHUPOBAHUU PA3IUUHBIX
MIOMYJISIPHBIX TaHIEB (B KYJIbTYype uepKecoB Poccuu — 3agpak u kaga, B KyJIbType UePKeCOB
Typriuu — weuwen u miaianapsviul);

3) Hamuume pasJNYHBIX KOPIIYCOB TAHIEBAJLHONI MY3BIKH (B KYJIbType UYepKecoB
Poccum — TaHIEeBanbHBIE HAUTPHIININ IO 3a()aK U KaQy, B KyJbType dyepKecoB Typrum —
TaHIleBAJIbHBIE HAUTPHIIIU IO WieUleH N MJAANIPLLUL).

3a 35 JieT MOCTOAHHBIX KOHTAKTOB C UepKecaMM AUACIIOPHI MX TAHIILI, TAHIIEBAJIbHBIE
MeJIOAUU U MY3bIKAJbHBIN MHCTPYMEHT «nXamb2y» IPOYHO BOILIU B ayTEeHTUKY UePKEeCOB
Poccuu. PecypcHBIN ITOTEHITUAT AMACIIOPHI OKAa3aJl MOIITHOE BO3AENCTBUE HA METPOIOJINIO.
B noknaze ananusupyrOTCa MIPUYUHBI COXPAHEHNA YHUKAJIBbHBIX KYJIBTYPHBIX UEPT UEPKECOB
JIVaCIIOPHI B YCJIOBUAX YPOAHMBAIIUA I MUTPAIINH, & TAKKe BINAHNE B3AUMOJIeICTBUS C TIPU-
HUMAIOIIUM O0IIeCTBOM Ha 3BOJIIOIINIO TaHIIeBAJIbHO-MY3bIKAJbHEIX (hOpM.

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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Coaxmarosa 'anuna EBiamMnnseBHa,

KaHIuIaT NCKYCCTBOBEIEHU S,

BEIYIIUI HAYUYHBIA COTPYIHUKA ceKTopa (POoJIbKI0pa HaponoB Cubupu
Wucturyra ¢punomornu Cudbupckoro Ormenenus PAH

Yeaosek caymaromuii (Homo audiens)
B MY3bIKAJIbHO-()OJIBbKJIOPHOU KYJbTYypPe 00CKUX YTPOB

Kawouesvle c108a: XaHThI, MAHCH, MY3BIKAJIbHBIN (DOJIBKJIOD, MHTOHUPOBAHNE, CAYIIIATEh

OOcKue yrpsl (XaHTBI M1 MAHCH ) — OXOTHUKH, PhIOAK, 0JI€HeBOAbI, — UYYTKO BOCIIPUHUMAIOT
MY3BIKAJIbHO-MHTOHAIIMOHHEBIE (DeHOMEHBI B (DOJIBLKJIOPE Ha CAYX. B KOJJIeKTUBHEBIX 00paax,
TaKUX KaK MeJIBEeKUH IIPasqHNK, IITaMaHCKHUI ceaHC UJIX *KePTBOIPUHOIIEHNE, BAXKHEHUIITY IO
pOJIb MI'paeT 3BYK: IIeHHE, MHCTPYMEHTAJbHLIE HAUTPHIIIN, 3BYKONOAPaAXKaHNA, BO3TJIACKI
u rpou. CiaymiaTejb aKTUBHO BOCIPUHIMAET 1 NHTEPIPETHPYET 3ByUYaHNe, BHYTPEeHHEe WU
BHeIIIHe COMHTOHUPYeT eMy. Bo BpeMs ImaMaHCTBa B TEMHOM J0Me HCIIOJHAETCS IIePCOHAIb-
HBIM HAUTPHIII 00XKecTBa MIN AyxXa. AyauTopus, obJajgasd 3HaHHEM MeJjogudecKoro Gouma
IaHTeoHAa, Jake B IOJHOM TEeMHOTE TOYHO OIpenesseT, KTO MMEHHO «IIPUIIeJ» Ha OOpsL.
3BYK BeTpa, 3BOH KOJOKOJLUMKOB, IIOCTYKHBaHNe, ITapalaHue U T. II. II03BOJIAIOT IIOCPes-
CTBOM CJIyXa BU3YaJHU3UPOBATH PUTYAJILHOE AEHCTBO, a TaKyKe IOHATH «COOOIeHNsI» IPHU-
HIeIIero gyxa.

B cBAImIEHHBIX MECHAX MeABEXKbEero NpasgHiuKa Ha ayJHUTOPHIO BO3AEeHCTBYET He TOJbKO
BayKHasA TeKcToBas MHPOPMAIMI, HO M MHOTOKPATHBIN IIOBTOP MEJOANM, AJNTEJIbHOE SMO-
IMUOHAJLHO HANPSKeHHOe NHTOHNPOBAHNE II€BIlA, IIOCTEIIeHHOe MOBBIIIeHEe TOHAJbLHOCTIH.
IIpucyTcTByIOIIHE COCPEIOTOUCHHO BCAYIIINBAIOTCA, BHYTPEHHE COMHTOHUPYIOT IIeHNIO 1 KaK
OyaTo mepeMerniaoTcsa B MU(OIIUUECKOe IIPOCTPAHCTBO. B cakpalbHBIX IEeCHAX O MeIBele
10 00e CTOPOHBI IIEeBIlA CTOAT, AePsKach 3a MU3UHIILI, IOMOIMHNKKM. OHU IIPUCIYIINBAIOTCA K
TIEeHNIO BEeIYIIEro 1 TOMKe CTAHOBATCA UCHOJHUTEIAMI, TUXO IIOAIIeBasa eMy U co3JaBas reTe-
podouHyI0 PaKTypy. HocuTeab 00CKO-YyTrOPCKOM KYJIbTYPhI CIIOCOOEH IO CAYXY ONPEIEIUTD,
KTO TAHIYeT IO JaHHBIN HAUTPLIII — MY KUNHbBI UJIN JKEHIITUHDI, U 13 KaK0Ol OHY MECTHOCTIH.
IIpocayiaB BHUMATEJIbHO UbIO-TO JUUYHYIO IIECHIO, OH MOKET ee 3allOMHUTh 1, HEMHOTO H3-
MEHHUB, CIIETh caM. ¥ XaHTOB U MaHCH, KaK 1 B APYIUX TPAOUIIMOHHBIX KYJIbTypax, Ipanniia
MEeKIY CJyIIaTeJIeM U UCIOJHUTEIeM Pa3MEbITa.

Soldatova Galina Evlampievna,

PhD in Art History,

Leading Researcher at the Folklore Sector of the peoples of Siberia

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

The hearer (Homo audiens) in the musical and folklore culture of the Ob Ugrians

Keywords: Khanty, Mansi, musical folklore, intonation, hearer

The Ob Ugrians (Khanty and Mansi) — hunters, fishermen, and reindeer herders — are
sensitive to musical and intonation phenomena in folklore by ear. In collective rituals, such
as the Bear-feast, shamanic seance, or sacrifice, sound plays an important role: singing, in-
strumental melodies, onomatopoeia, exclamations, and so on. The hearer actively perceives
and interprets the sound, internally or externally co-intoning it. During shaman seanse in
a darkened house, a personal instrumental tune of a deity or spirit is performed. The audi-
ence, well known with the melodic found of the pantheon, even in complete darkness, accu-
rately identifies who exactly has “come” to the ritual. The sound of the wind, the ringing
of bells, tapping, scratching, and so on allow one to visualize the ritual through hearing,
as well as understand the “messages” of the visiting spirit. In the sacred songs of the Bear-
feast, the audience is influenced not only by important textual information, but also by the
repeated melody, the singer’s prolonged, emotionally charged intonation, and the gradual
rise of pitch. Those present listen intently, internally co-intoning the singing, and seem to
be transported into a mytho-epic space. In sacred songs about the bear, assistants stand on
either side of the singer, holding hands. They listen to the leader’s singing and also become
performers, quietly singing along, creating a heterophonic texture.

A bearer of the Ob-Ugric culture can discern by ear whether a given melody is being
danced by men or women, and what region they are from. By listening carefully to someone
else’s personal song, they can remember it and, with minor changes, sing it themselves.
Among the Khanty and Mansi, as in other traditional cultures, the boundary between
hearer and performer is blurred.
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Coruenko I'asnna Bopucosna,
KaHIWUAAT UCKYCCTBOBEAEHM, OIEHT,
He3aBUCHUMBIH NCCJIeN0BATEIb

Hapoausbie mecHH ajaTaiies:
JUPUYECKHI MeJ0C B 9THOMCTOPUUYECKOH IMepCIeKTuBe

Kawuesvie cio8a: anTaiilbl, IeCeHHAsI CUCTEMA, MEJIOAUKA, TUIIOBLIE HAIIEBbI

Hokazn mocBAIIeH npeseHTanuy KHuru « Hapoaubie mecH ajiTaiiiieB» — HEJaBHO BBIIIIE -
mrero 35-ro Toma cepuu «Ilamarauku gosabkgopa Hapomos Cubupu u lamraero BocToka».
ITO IEePBLIH 13 TOMOB, IIOJTHOCTHIO IIOCBAIIEHHBIN IIECHAM, WJIN IIECeHHOI INPUKe KOPEHHBIX
9THOCOB. B maHHOM ciIyuae — pa3jiINUHBIX IPYIN aJaTaines. IIpu moaroToBKe ToMa COCTaBUTe-
aamu — ¢pugogorom M. A. JleMUrMHOBOM 1 My3bIKOBEIOM (aBTOPOM JIOKJIAAA) IIpeciefoBaIach
IeJIb JaTh HanuboJjiee IMOJHYI0 KAPTUHY TPaIUIIMOHHOTO IIECEHHOTO TBOPUECTBA ajlTal-KUMKH,
KYMaHIWHIIEB, TEJEHTUTOB, TEJIEYTOB, Ty0AJIapOB U YaJIKAHIIEB — BCEX TeX, KOr'0 C KOHIIA
40-x romoB XX BeKa cTaau oPUINATIBHO OIPEIEIATL SK30HNMOM «aJTANIEI» .

Opmako 3agaum (GUI0JOTA U MY3bIKOBeJa B 9TOM M3JAHUU CYIIECTBEHHO Pas3IMUaiOTC.
B mepBoM ciryuae riaaBHBIM OBLJIO IPOBECTU JKAHPOBO-TEMATUYECKYIO KJIACCU(PUKAIIIIO TeK-
CTOB, JeMOHCTPUPYIONINX 3HAUNTEJILHOE eINHCTBO KaK Ha YPOBHE JIEKCUKH, TaK 1 Ha YPOBHE
nosTuKu. Bo BTOPOM Ke — IIPOJAEeMOHCTPUPOBATE OTJINYNS UCTOPUUECKU C(DOPMUPOBABIINX-
cs IIeCEHHBIX CHCTEM, BBISIBJIIEHHBIX HAMU Y aJITaileB (I0:KHOaJITalicKasd, ceBepoajTalicKkas,
TybajapcKas M TeJeyTcKasa). ITO OmpefesideTcsa TeM, YTO HalleB, MeJOAUWS B YKa3aHHBIX
KYJIbTYypaX aKTHBHO BBIMIOJHSIOT POJIb STHUYECKOT'0 MapKepa.

B mokaame mpexmosiaraetrcsa 0oJiee OAPOOHO OCBETUTH MIPUHIIUIBI IIOATOTOBKY MY3BIKO-
BeqUeCKOro pasiejia, OCTAaHOBUTLCS Ha HamOoJiee Ba:KHBIX IIP0o0JeMax M 0XapaKTepu30BaTh
JOCTUTHYTHIE 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.



46

Tasaaii 'anuna BaxenTuHOBHA,

KaHIUAAT UCKYCCTBOBEJEHUA,

CTapINUi HAYYHBIN COTPYAHUK ceKTopa (POJIbKJIOpa
Poccuiickoro nvHCTUTyTa UCTOPUU UCKYCCTB

O BHYTPEHHHUX MePeceUYeHUuIX MOIBUKHON CHCTEMBI KaHPOB
BECEHHEro0 0eJIOPYCCKOTo KaJIeHAaps: K MpodJjieMe BepPOATHOCTHOCTH (hoIbKIOpa

Kawuesvie ciosa: BeCeHHAS O6pHIIOBOCTB, JKaHPOBBIE C(l)epBI, rpaHuIa apeasa,
B3anMoOIlepexoabl

KoMmmiiekc BeceHHe-JeTHUX OEJOPYCCKHX TPASUIINI IIPEJCTABJIIET CO00W 3HAUUTEJb-
HYIO 10 00beMy, Pa3HOOOPas3HyIo 0 (hYHKIIMOHAJIBHON HAIIPABJIEHHOCTU CHUCTEMY JKAaHPOB
¢ COOCTBEHHBIMU COMEpP:KaHUeM, CTPYKTYPOI, sKAaHPOBBIMU 0003HAYCHUAMU U Y3KOU IIpuUy-
POUYEHHOCTBIO K OIpeleIeHHLIM JaTaM XPUCTHUAHCKOTO KaJieHaaps (BeceHHUe, IOpheBCKUe,
MalicKue, KynajabcKkue, Tpouiikue, «Crpesia», KycTOBbIe, IeTPOBCKUE). IIpu 9TOM KasKabIit
JIOKYC B TPAHUIIAX PETMOHAJBHON TPAAUIINU MOKET XapaKTepu30BaThCA COOCTBEHHBLIM MX
COOTHOIIIEHWEM, OOHapy:KHBas crenu@uuecKre BHYTPUIKAHPOBbIE CBA3U U Ae(UHUIIUU.
ITO KacaeTcA KaK OUPEAEJAIONINX THUIOJOTUUECKUX XaPaKTEePUCTUK OTIEJbHBIX TPYIIII
HAIIeBOB, POACTBA T€MaTUKM, CXOJCTBA, IIOAYAC TOKJIECTBA IIOTUUYECKUX CIOKETOB, TaK U
(byHKIIMOHAIBbHOI STHOTPpA(UUECKOH HATIPABJICHHOCTH COOTBETCTBYIOIIUX SIIN3040B PUTyAa-
Ja. B pas3iMuHBIX JOKAJbHBIX UM PETUOHAJIBHBIX 30HAX (PYHKIIMOHUPYIOT OTJUYHBIE IIO CBO-
UM JKaHPOBBIM 0003HAUEHUSIM, HO ITIOPOI OMMHAKOBLIE MU OJU3KKE IO CTPYKTYpPe U CeMaH-
THUKe HaleBbl, CIOXKeThI, TeMaTuyecKue OJJOKM CXOAHOTO pojia, STHoTpaduyeckue aeicTsa,
KOTOpBIE€ KOUYIOT U3 00psAga B 00pAM, M3 OJHOU KaHPOBOU cephl B IPYTyI0, IOPOM JIUIIH B
He3HAUNTEeJbHON Mepe npeobpaskasack. IIpucyTcTBre UIN OTCYTCTBYME B MECTHOM TPaLUIIAN
Kynanapsa, Tpounsl, IOpbsa, KoTophble caMu IO cebe HUKOIZa He COBMEIAl0OTCA B OJHOI MU-
KpO IuaJeKTHOM 30He U 00JIaaloT PAIOM CBOEOOPA3HBIX Y3HABAEMBIX XapPaKTEPUCTUK, TAeT
BO3MOXKHOCTDH CUATATh X MapKepaMu, 3HAKaMU CJIOMOB B MCTOPUUYECKHU CJIOKUBIIIENCS JIO-
KaJbHOU CHCTEMe JKaHpPOB, MOKasaTeJeM MHAKOBOCTH TPaAUIINK, 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.
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YreramuesBa Cayine UcxakoBHa,

JTOKTOP UCKYCCTBOBEIEHU’A,

mpodeccop Kazaxckoii HalmoOHAILHOM KoHcepBaTopuu uMmenu KypmMaHrassl,
3acJy:KeHHbBIN neATenb Peciydnuku Kasaxcran

O nposABIIeHUN TEeMOPO-PETUCTPOBOI 3BYyKOBO MOJEJIH B Ka3aXCKUX MECHAX

Kawuesvie ci08a: TeMOPO-PEruCTPOBAA 3BYKOBas MOJeJIb, YHUBEPCAJINA, Ka3aXCKasd IIeCHsd,
HATyPaJIbHO-00€PTOHOBBIN P, JIAJOBLIE OIOPLI

TemOpo-perucTpoBas 3BYKOBasg MOIeJb, BbISBJIeHHAs Ha MaTepuajie HapOAHON WH-
CTPYMEHTAJTBLHON MY3BIKU ITeHTpalbHoasuaTcKux TIOPKoB (C. YTeranuera), B padHbIX CBO-
WX BHUJAX OOHAPYKUBaeT HEIOCPEICTBeHHYIO MJIM OIOCPEeNOBAHHYIO CBS3b C HATYPaJIbHO-
00epPTOHOBBIM PAAOM. Byayuum ocoObIM BUAOM yHUBEpCAJINUM, OHA MMeeT OoJjiee IMTUPOKUIT
CIIEKTD peain3aliuiu.

ABTOpa MHTepecyT 0COOEHHOCTH IIPOSABJIEHUS TeMOPO-PEerucTPOBOM 3BYKOBOII MOJeINn
B OTAEJbHBIX 00pasiiax KasaxXCKUX IIeceH (HapogHBIX, HAPOAHO-IIPO(eCCuOHANIbHBIX, BKJIIO-
yas scTpaaubie) (1); 6JI1M30CTh NCIIOJIB3YyEMbBIX B HUX OCHOBHBIX JIAJOBHIX OIIOP K HATYPaJIbHO-
00epToHOBOMY pAny (2).

ABrop obparaeTca K KOMILJIEKCHOMY HOIXOXIY, MCIIOJb3yeT CPABHUTEIHLHO-TUIIOJIOTH-
YeCKU, CPAaBHUTEIbHO-UCTOPUUECKUIN METOIbI; OUpPAaeTCA Ha TPYABLI B 00JaCT COBPEMEH-
HOT'0 5THOMY3BIKO3HAHUSA, OCBANIeHHbIe YHUBepcanauaM (M. 3eMIioBCcKmil), a TAKIKe MY3bI-
KanabHol TIopkojgorunu (P. Kapomaros, B. Kapakymos, A. MyxamberoBa, C. YTeraauena).
IIpuBiexkaroTca HayuyHble M3bICKAHUA, cBA3anHHble ¢ eHoMeHoM momoaum (C. I'amuikas,
®. YabrmacoB) u moHomuiiHbIX JanoB (Y. 'agxubekos, X. Kymuapes, A. Il1axosa), B ToM
yucjae u paboThl, KacamwIlnuecsa COOCTBEHHO M3YUYEeHUS Ka3aXCKOIl BOKAaJbHOM MY3bIKU
(C. Enemanosa, II. AmupoBa, A. Bepaubaii, b. Babu:xan).

Anamuaupyorcsa caexyoomnime necHu: «Tineyxabax», «Kapa kesim» (00e HapogHBIE),
«Apdak» (HapomHOo-npodeccuoHaNbHAasA, aBTOp K. sKymabaitysnsr) u «Can daypen» (acTpas-
Has, aBTOpP MY3BLIKM U cTuxoB B. Bekmaram6eroB). OHu MOMyJSpPHBI B PAa3HBLIX PErMOHAX
Kazaxcrama (Opax, iKerbicy, Apka, Anraii-Tapbararait). Ux orimnuaeT JUPpUUYECKUH Xa-
paKTep, UCII0Jb3yeTcA KYIIJIeTHO-IpuIeBHasa ¢gopma, mpeodaagaetr 11-Tu caoKHBIA pasmep.
Mesonus B HUX 3BYYHUT KaK ObI BHYTPU BOOOparKkaeMOro CIIeKTpa HUKHEro TOHa, OXBaThIBas
OKTaBHYIO, Pe)Ke KBUHTOBYIO, JIaJOBYIO OMOPHI. PacCMOTPEHHBIA MEJOAUYECKUI TUII, BO3-
MOJKHO, IPUHAAJICKUT K YUCJIY 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 EBrennsa BaagumupoBHa,
KaHIngaT UCKYCCTBOBEJeHU,
He3aBHUCUMBIH HCClIefoBaTEND

EBpeiickas My3bIKa B CBeT€ aHTPOITHOTO MIPUHIIMIIA YUYACTUA

Kaiouesvie caosa: EBpeiicKkass MysbIKa, alllIKeHA3CKAA TPASUIIMOHHAA MY3bIKAJIbHAA KYJIbTYPa,
POJIb KCCJIEOBATEIS, BHAKY KaHTUJLIANNN, CAHATOraJIbHEIE [IECHOIIEH! A, KAaHTOP, Xa3aH

IIpuHIIUTT AaHTPOIHOTO YYACTUS BBIABJISIET OCOOYIO DPOJIb HCCIemOBaTedA, KOTOPBIH
He CTOJBKO OOHApY:KUBAaeT U OMUCHIBaeT (h)eHOMEH, CKOJBKO YYaCTBYEeT B €T0 CO3JaHUU’.
PaccmoTpeHre My3bIKAJIbHON TPAAUIIUY C 3TOM MO3UIINY PACKPHIBAET MEXaHU3M B3aUMOeli-
CTBUSA YYEHOTO U U3YUAEMOU KYJbTYPHI: OHA OTKJINKaeTcA (GOPMUPOBAHUEM ABJIECHUH, IT03BO-
JISTIONIUX aHAJIU3WPOBATh UX C UCIIOJb30BAHNEM MMEIOIUXCA MHCTPYMeHTOB. IIpu sToM oHA
coXpaHsAeT MPEeKHIO, NCXOAHYIO U CJIOKHO (GPUKCUPYEMYIO aKyCTUUYEeCKYIO cpeay, OTBeua-
OIIYI0 IPaKTHUUEeCKUM HHTepecaM coodIecTBa. HoBble OTBETBIIEHUS He BBHITECHSIOT IPErK-
HUX (opM OBITOBAaHUA TPANUITMOHHON KYJBTYPHI, & COCYIIIECTBYIOT U B3aUMOJIEHCTBYIOT C
HuMU. IX mpr3dHaKaM1 MOT'YT BBICTYIIATh:

— CTPYKTYPHAA 3aMKHYTOCTb (B TPAIUIITMOHHOM OBITOBAHUYN MHOTHE (DOPMBI PA3OMKHYThI
¥ UX JIJIeHNUe OlIpeIesaeTcsa CUTYaTUBHBIMU (DaKTOPaMM’);

— 000C00JIEHHOCTh M CAMOJOCTATOUHOCTh: MY3bIKa MMeEET IIeJIbI0 caMy cebs (B IIPOTHUBO-
BeC PYHKIIMOHAJIbHON NPUBA3AHHOCTY 1 BKJIIOUEHHOCTH B ONpeJeeHHLIII KOHTEKCT, KOraa
3ByUYaHNe CTAHOBUTCA MHCTPYMEHTOM, CIIOCOOCTBYIOIIUM IOCTHIKEHUIO BHEMY3LIKAJIbHBIX
meJiei);

— OJHO3HAUHLIM TeHe3WC U KAaHPOBas OIPelesIeHHOCTL (B IIPOTHMBOBEC I'eTE€POTeHHOM
MHOTOIIOJIIOCHOCTH );

— aKIeHTUPOBAHME 3CTETUUECKON (DYyHKIIUY (B IPOTUBOBEC IIEPEHOCY BHUMAHMWA HA MHO-
sKeCTBeHHbIe Pa3/IMueHNsI, ¥ BEICTpaBaHMe Pa3HOTO Poja BHYTPU- U MeKIKAHPOBBIX, BHe-
MY3BIKAJIbHBIX, MeKHAIITMOHAJILHLIX CBA3eil).

HeB03MO0:KHO TPOBECTH AeMaPKAIIMOHHYIO INHUIO, OTIAEJIUB TPaIUIINOHHBIEe (hOPMBI My3U-
IIUPOBAHUSA OT «BTOPUYHBIX », BOBHUKIIINX B PE3YJILTATE MCCIEJOBATEILCKUX BO3NEHCTBUM.
Ha vcnosHeHUA 00PAA0B M 00BIYAEB IIPUEMJIEMBI U Te, W Apyrue (hopMbl, HO BBIOMPAIOTCA
yallie mepBbie, BTOPHIE Ke 00Jiee IPUTOAHBI JJIA pelIpe3eHTaIlluy KyJIbTYPhI KaK Ha ClieHe, TaK
¥ 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'ernanneBHa,

KaHIngaT UCKYCCTBOBEJeHU,

JOIeHT,

npodeccop kKadenpsl TEOPUYU ¥ UCTOPUU MY3BIKYM ACTPaXaHCKOU I'oCyLapCTBEHHOM
KOHCepBaToOpuu

K npo6sieme nposBIeHU MYy3bIKAJBHOM IPABUTALINHN
B YIMYPTCKO! HAPOJTHOM MeCeHHOM MeJIouKe

Kawuesvie cnosa: mysbikanabHaa rpasuTtanus; Y. Y. 3emmosckuit; M. Y. PoiitepiiTeiin;
OPMEHTHPOBAHHBIN Ipad; sJIeMEeHTaAPHbIE MEJIOJNUYECKIE CBSI3K; MOIEJIb; YAMYPThI; IeCeHHa s
MeJoAuKa

YamypTcKas meceHHasd MeJIOAUKA NMeeT MHTOHAIIMOHHYIO JaJ0BYIO IPUPOAY B AUATOHM-
YeCKOIl 1 aHreMUTOHHON CHCTEeMAaX UIN B UX 00befnHeHnr. IIoMrUMO O0IIeNPUHATBIX TOH-
TUH JIQJOBBIX CONPSKEHUN TOHOB MeJIOAUY U UX PYHKIUHN (BHYTPH Jiajila — yCTOU, HEYCTOM’;
K HalleBy — JIaJ0Bas YCTOMUYMBOCTE / CTaOMJILHOCTD U JIaJoBasd IIePEeMeHHOCTh) IIPU IPUMeHe-
HUY PasHBIX aHAJIUTHYECKNX METOAUK OOHAPYKUBAIOTCA APYTHe 3aKOHOMEPHOCTH, 0COOeH-
HO IIPU MeKCTPO(HOM BapbUPOBAHUU B MPOIlECCEe MCIOJHEHUA IIeCHU, KaK 0CO3HABaeMbIe,
Tak 1 He 0CO3HAaBaeMble caMUM HocuTeieM Tpaauiiuu. [Ipu ananuse mukpo-mMmupa Mmejsocepsl
YOIMYPTCKUX II€CEeH 1 MOAeJIMPOBAHNY MHTOHAIIMOHHBIX CBA3€H B MeJOAMKe HAalleBOB IIpUMe-
HAJach TaKIKe aHAJUTHUYECKAs METOINKA «OPUEeHTHUPOBAHHBIX I'padoB» Ha OCHOBE 3JI€MEH-
TapPHBLIX MEJOINYECKUX CBA3EH TOHOB, IIpeijo:keHHas Poirepinreiinom B 1966 rogy. Ona
CII0COOCTBYET BEIABICHUIO CBSI3€i TOHOB B KayKJ0OM KOHKPETHOM HalleBe 1 B PAIe MeJoCTpod,
a TaksKe OTpa’kKaeT IMOTeHIINAJbHbIe BaPpUAHTHI (KaK pealn30BaHHbIE, TaK 1 He pean30BaH-
Hble ncroJHuTesnem). OpueHTHPOBAaHHLIE I'Pad)bl HE TOJBKO BBIABIAIOT KOHKPETHLIE MEJIO-
JUYecKle CBI3U TOHOB B aHAJIN3NPYEMOM MeJIOANN, HO 1 OTPaKaioT MIOPOKIAIOITYIO MOAEb
HaIeBa, ero BO3MOKHLIE BApHUAHTEI. B TO ke BpeMs /1A KasKJI0oT0 KOHKPETHOro HalleBa Opu-
€HTHUPOBaHHLI rpad moKa3bIBaeT 'PAHUIILI BAPbUPOBAHUA, 1 OH JKe OTPaKaeT BO3BMOMKHOCTU
MeJIOANYeCKOTr0 BapbUPOBaHUA 6e3 Imepexoaa B Apyroi meaoguueckuit Tut (MT).

OpueHTHUPOBaHHBIE I'Padbl 5JIeMEeHTAPHBIX MeJOINYEeCKUX CBA3el (MeslofuuecKue Moje-
JIN) TIeCeHHBIX HAeBOB BBISBUJIMN TOHBI MEJOAUYECKOTO «IPUTAKEHUA» U TOHBI MeJIOgMUYe-
CKOT'0 «OTTAJIKUBAHUA» , & TAKIKE MeJOIMYECKI OIMIOPHELIN TOH, OUeHb YaCTO He COBIIAJAI0OIT A
¢ JIaZOBBLIM ycToeM. VIMeHHO 9TO ABJeHNe O0HAPYKMBaeT KOHKPETHOE NelCTBUE MeJoIude-
CKOH I'paBUTAIINU II0 HOBOII Teopuu M. Y. 3emmoBcKkoro. B gokJaze mokasbIBaeTCsa IIpUMe-
HeHUe JeHCTBUS «MYy3bIKAJbLHON 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. 1. 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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HMuoymBuiau Huno 'meBHa,
IOIeHT, X0p MUPOBOI My3bIKl, Mean0ypHCKUA yHUBepcuTeT IlapKkeuia, Buktopus;
PyKoBoguTes b rpy3uHCKOT0 X0pa Melb0ypPHCKOTO ITOJUTeXHUUYECKOT0 NMHCTUTYTA

JI1000BHBIE IIECHU, POMAaHTHUYeCKasd JI000Bh M OpayHOe IMMOBeIeHue
B KOMIIAPATHBHOM U MEKTUCITUILIMHAPHOM IePCIeKTHBe

Kawouesovle ciosa: :KaHp J1000BHOM MECHY 1 3aTIPEThI KYJIbTYPhI; My3bIKa U CeKCyaIbHOe
IOBeIeHMe B 9BOJIIOIIUY YEJIOBEKA

IIpenmoJiaraercsi, 4To J0OOBHBIE IIECHHU O JIOOBM Y POMAHTUUYECKOM BJIIOOJIEHHOCTH IIO-
BCEMECTHO PACIPOCTPAHEHEI B UeJI0BeUeCKUX o0mmecTBax. OMHAKO €CTh KYJIbTYPHI, I'Zl€ IIeCHSI
0 JI00BU KaK KaHp Jn00 IIOJHOCTHIO OTCYTCTBYET, 0O IPUCYTCTBYET B BUe OUeHb He3HAa-
YUTEJILHOI'0 CerMeHTa, BO3MOKHO, 3aMCTBOBAHHOI'0 HA KAKOM-TO 0oJjiee IIO3LHEM STalle 13
COCeIHUX 3eMJeNeJbUeCKUX W MHAYCTPUAJILHBIX OOIIEeCTB, I'e IIPOIBETAIOT STHKA JIIOOBU
U yxaykuBanus. KyJabTypsl, Tle JI000BHBIE IIECHU OTCYTCTBYIOT, B OCHOBHOM BKJIOUAIOT B
cebsa cobupaTeseii nIM PaHHUX 3eMJIede bileB. B MoKJIage IPOBOAUTCS aHAIN3 9THUX TUIIOB
00IIeCTB IO KYJIBTYPE CAMOBBIPAMKEHHUA M COIMAJILHOMY IoBegeHmio. CormocrasieHue pe-
3yJIbTATOB MCCJIENOBAHUS IIOKA3BIBAIOT CJEAYIOIee: OTCYTCTBUE,/IIPUCYTCTBUE IIECEH O JIF00-
BU, OTCYTCTBHUE/IPUCYTCTBHE POMAHTUYECKOTO THUIIA JIIOOBU OIIPEIesIAeTCs TUIIOM OPauHOTO
IapTHEPCTBA U CTEIEeHbIO0 PA3BUTOCTY 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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Oypuymusa Pycynan HnnmoauroBHa,

IOKTOD UCKYCCTBOBEJEHUS,

MMOYeTHBIN Tpodeccop TOMIMCCKOM rocyIapCTBEeHHON KOHCEePBATOPUHT

uM. Bano CapafKuIBuan; KOHCYJIbTaHT MeXAyHapOAHOTO IIeHTPa TPaJuIIMOHHOT0
muororoJsiocus TTK

Kouuenmnusa u Heoaxornsmsel . M. 3eM1oscKoro
B MCCJIEIOBAHMAX IPY3SUHCKON TPATUIMOHHON MY3bIKHU

Kawuesvie cosa: TpaguliunonHas rpysuHcKas moaudonusa, Msanuit 3eMIIOBCK U

I'pysusa BxoauT B OOIIMPHBIN TeorpauUuyecKUil apeaj MCCIeA0BATEIBCKUX WHTEPECOB
Nzanua 3eMII0BCKOro, MBICTUTENA M YUEHOTO ¢ IMupoUanmmM kpyrosopomMm. C Korma 1970-x
TOZOB OH IIOCTOSHHO YYACTBYET B HAYUYHBIX (DOPYMAax, HOCBAIIEHHBIX TPAAUITNOHHOM IOJIN(O-
HUU, IPOBOAUMEBIX B I'pysunu. OgHUM 13 IPOSABJIEHNI NBITJINBON HATYPLI 3€MIIOBCKOTO ABJIA-
€TCs ero CIIOCOOHOCTE IIPOHUKATE B CYIIIHOCTE CJIOMKHBIX ABJIEHUHA U 00bACHATD UX, IIPU He00-
XOJANMOCTH HCIIOJIb3Ys (puaocopcKue KaTeropuu, a 4acTo — HeOJOTU3MbI, KOTOPhI€ CAMU II0
cebe y:ke BEIPaKalOT CYTh 9TOI0 ABJeHUsI. Ero MeTon mccjaegoBaHsa — repMEeHeBTUUYECK U,
IIOCKOJIBKY MHTEPIIPETAIINY YUSHOTO BCETAa IBIAIOTCS IONBITKOM OTBETUTh HA TPYAHLIE BO-
IIPOCHI, & ero M'MIIOTEe35I MOPOKIAI0T HOBbIE BOIIPOoCchl. B paboTax 3eMIIOBCKOTO IIpeCcTaBIeHa
eqnHAasa KOHIIEIIIU (POJILKIIOPA, B KOTOPOH (POJIBKIOP IMOHNMAETCA KAK MHOTOMEPHA 1 MHO-
TOKOMIIOHEHTHAas CHCTeMa, I'le KaxJIoe n3MepeHre Il KOMIOHEHT TaK U1 MHAaUe B3auMO-
3aBHCUMEI, a CaMa CHCTeMa SIBJIAEeTCA HeOTheMJIEMOI YaCThI0 001IIell MOAe I MHOTOTPAHHOTO
MUpa YCTHOI TPAgUITHI.

OpurnHajabHbIe HIer 3eMIIOBCKOT'0, YaCcTO M3JaraeMble UM C KMCIOJb30BAaHMEM HOBOI,
BBOJAMMOM MM TePMUHOJIOTHH, OBLIN U — I YBEPeHa — ellle OyAyT MCTOUHUKOM BJOXHOBEHUSA
JIJIS MHOTUX HCCJIeoBaTeJen.

B JOKJIaae IIpeacTaBJIEHbI HEOJIOTM3MbI YU€HOI'O, CTaBIIIMM€ MCTOUYHMKOM BIOXHOBEHUA
JIJIs WCCJIeLOBAHUI I'PYSHMHCKUX (M He TOJILKO) 3THOMY3BIKOJIOTOB, a TaKyKe HeOJIOTU3MBbI,
BIIepBLIe O0OHAPOJOBaHHLIE UM B I'py3un, KOTOPhIe 3aKPEIININCh B OTHOJEKCUKE 1 YaCTO KC-
MOJIB3YIOTCSA UMEHHO B MCCJIeNOBAHUAX, CBA3AHHLIX C ITOJU(OHUEI.

Tsurtsumiya Rusudan Ippolitovna,

Doctor of Art History,

Honorary Professor at the Tbilisi 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,

CTAPIIN HAYYHBIN coTpyaHuK UHCeTUTyTa hHrIoIorum
Cubupckoro orgenenus Poccuiickoii AKageMun HAYK

O HOBOM IIPOEKTE I10 U3YUYECHUIO ITIO3TUKHU MOpIIOBCROﬁ HapOI[HOﬁ IIeCHH

Katoueavie cnosa: MOPIOBCKaA HApOAHAS MECHS, JKaHPOBad II09TUKA, KOPIyCcHAaA
(hOSIBKJIOPUCTUKA, KOHKOPIAHC

B moxame ocBemiaeTcss HOBBIM IIPOEKT II0 N3YUEHUIO IIOITUYECKON CHCTEMEI MOPIOBCKO-
ro meceHHOTO (PoJIbKJI0pa. MHOroaCIIEKTHOE UCCIeJOBAHNE IOITUKY IIeCEHHOTO (DOJIBKJIIOPA B
Cy09THUYECKOM, PETUOHAJIBHOM M KaHPOBOM OCBEINeHUM — aKTyaJibHOe HallpaBJeHNe MOp-
IoBCKOU (hosbKJOpPUCTUKU. Cpeu moCcTaBIEHHBIX 3a/a4: 1) opMupoBaHre NCTOYHUKOBOM
0asbI ccaemoBanmA (pa3spaboTKa U COCTABJIIEHNE TEKCTOBOTO KOPITyCa MOPJAOBCKUX HAPOAHBIX
eceH, BKJIOYAIOMIEro IIOAKOPIYChI, COCTaBJIeHHEIE II0 PA3JIUUYHBIM KpUTepuAaM); 2) COCTaB-
JIeHVe YaCTOTHBIX CJIOBapeill MOSTUUYeCKUX KOHCTAHT (IIOHATHUH ¢ OIpeaeeHuAMM); 3) oIpe-
JIeJleHre Mephl UX WHTeHCUBHOCTY, TUIU3UPOBAHHOCTU M B3AMOCBA3HOCTH; 4) yCcTaHOBJIE-
HUEe KOPPEeJAIUY ITOITUIECKUX CPEICTB C CYOATHUYECKUMU, PETUOHATLHBIMY U JKaHPOBLIMU
MpU3HAKaMMu; D) XapaKTEePUCTUKA ITOITUUYECKUX CPEACTB BO B3aMMOCBA3W C IparMaTuKoi
TIeCEHHBIX JKAaHPOB. B pamMKax mcciieJoBaHUSA MOAUYEPKUBAETCS I1€JIeCO00PAa3HOCTD UCIOJIb-
30BaHUA METOAOB KOPIIYCHOT'O aHAJIN3a, B YaCTHOCTH, aBTOMATHU3NPOBAHHOIO KOHKOpP/IaHca,
cocTaBJeHNE KOTOPOTO ILJIAHUPYETCA BBIMIOJHUTH C IIOMOIINbI0O KOMIBIOTEPHON IIPOTPAMMBI
Newslov, paspaboTasHHO0Ii 11 NCIIOJb3YEMOI KYPCKUMHU JUHTBO(MOJIbKIOPUCTAMH.

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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IMuBaaraoBa Bukropus KoncranTunoBHa,
KaHIuAAT UCKYCCTBOBEACHU A,
He3aBUCUMBIH HCCJIeL0OBaTEIb

K npo6Jieme ncTOpHYECKOI THIIOJOTHH MY3bIKU KAJIMBIIIKOTO 310ca «/Jacanzap»

Kawuesvie ciosa: [I:xaurap, s110C, HAIIMOHAJIbHBIE TPASUIIAN, MATPAIA, KAJIMBIIIKAI,
MOHT'0JILCKAs, CUHBI3AH-OMPATCKAas, MAKTAJ, HAIEBLI, TUPALHO-CTPO(uUecKasa CTPYKTypa,
peunTanys, BO3IJIaCHA IPU3LIBHAS IIOIIEBKA

dopmupoBanme «/[xucanzap’a» KaK IUKJIA SIUUYECKUX MECEH IPUHATO OTHOCUTHL K XV
BeKy — IIePHOAY MOTYIIeCTBa OMPaTCKOTO rocyaapcTBa Ha Tepputopuu IleHTpansuoit Asun.
B cBsasu ¢ murpariiueii 60JIbIION YaCTH OHPATCKUX IJIeMeH, IIPOMCXOIMBIIEH Ha MIPOTAMKESHINI
XVII-XIX BB. B HacTosAIllee BpeMs CYIIECTBYIOT TPU KPYHHBLIE HAITMOHAJbHBIE TPALUIIUNI
«/Iscanzap’a» — MOHTOJIbCKAS, CHHBI[3AH-OMPATCKAA U KAJIMBIIIKAA, B KaXKJJON 13 KOTOPBIX
CJIOKMJIVICH COOCTBEHHBIE MY3bIKaJbHbIE (DOPMBI MCIIOJTHEHUA, OTJINYAIOIINECA XapaKTepoM
HAIIeBOB, BBIOOPOM MY3BIKAJIbHBIX NHCTPYMEHTOB, 00€CIIEUNBAIOIINX HEIIOBTOPUMBIN HAIT-
OHAJIBHBIN KOJIOPUT MCIIOJHEHNA, 0COOEHHOCTH apTUKYJAANNN U TeMOpa roJjgoca. IIpobiaema
UCTOPUYECKOMN TUIIOJOTUU MY3bIKYU «/[icaHzap’a» BOBHUKAET B CBA3U C YCTOMYUBBIM COXPa-
HEeHUEM B MOHTOJIbCKOM W CUHBII3SIH-OMPATCKON TPAAUIIMAX BIIOCA ONpeHeeHUS KHUBOTO
WCTIOJTHEHUSA BBIpAKEeHUEM «s/Harnzap xaiiiax», 0003HAYAIOIIETO OCOOEHHOCTM MHTOHUPO-
BaHUS HAIIEBOB BII0CA C MCIIOJB30BaHWEM I'OPJIOBOTO IIEHUS KaK HacJiequsd paHHe(OIbKJIOP-
HOT'O MHTOHUPOBAHUA, YXOAAIIEro CBOMMU KOPHIMHU B APEBHIOI0 MarndecKyio oOpsSTHOCTD.
B Kanmbpikum 3TO BhIpaskeHUe He yIOTpeOJseTca B CBA3U C MCIOJHeHUeM «/[xcanzap’ar.
OnHAKO B KAJIMBIITKOM SI3BIKE COXPaHAeTCA SHAUEeHNeE CJI0BA «Xddax» (MOHT., «Xalllax») KakK
IPeBPaNIaThCA B JKUJAKOCTh, PACYYBCTBOBATHCSHA, & B TEKCTE 9II0CA B KAUECTBE MTOYTUTEIHHOTO
CJIOBa «ILJIaKaTh» . KaaMmbinikue 0xcarnzapyuu (IIEBIII 9110Ca) ONIPEIEeIAI0T CBOI0 MaHePy UCIOJI-
HeHUdA «/[xcanzap’a» TepMUHOM «OyaazH» (KaaMm. — neHue). IMeroTca mpuMephl UCIIOJIb30-
BaHUS HU3KUX TOPTAHHBIX 3BYKOB KaK 3JIEMEHTOB I'OPJIOBOTO IIeHUs, HO ()parMeHTapHo, OJIs
TeMOpPOBO-aKyCTHUYECKOTO0 3((eKTa 3ByUaHusa 0COOEHHOT0 TeKcTa smoca. To o6cToATeILCTBO,
uyro B Mourosuu u nposuuiiuu Cuubissa KHP npomoa:xaioT aKTUBHO OBLITOBATEH (POIBKJIIOP-
HBIE JKaHPBI, CBSIBAHHBIE C AIPEBHEH 00PSATHOCTBIO, HATTPUMED, KaHD MakmaJ (BeJIudaHme),
a B KasmMbIKuu 3a mmocJieTHTE JBECTH JEeT 3HAUNTEJILHOE MECTO CTAJI 3aHUMAaTh 0oJiee MO3/1-
HUe (POJBKJOPHBIE JKAHPHI — T€POMYECKUN d31I0C «/[xHcanzap» , TPOTAIKHBIE JINPUUECKUE T1ec-
HU, OygauiicKue MOJIMTBEHHBIE IIECHONEHMUS, TaHIleBaJbHadA MHCTPYMEHTAaJbHASd MY3BIKA,
ABJSETCA OTPaKEHMEM COCTOAHUSA (POJBKJIOPHON TPAAUIMU B IIOCT-OMPATCKUI HCTOPHUUE-
CKU IIepuosn.

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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IOnycoa Buonerra HukosnaeBHa,

IOKTOD UCKYCCTBOBEJEHUS,

mpodeccop Kadeapsl MCTOPUU 3apy0esKHOI MYy3bIKM MOCKOBCKOII rOCYyIapCTBEHHOI
koHcepBaTopuu umenu I1. . HalikoBCcKOTO

CaymaTesib KaKk y4aCTHHK TBOPYECKOTO IIpoIjecca
B Mpo(ecCMOHAJIBHOM MY3bIKe YCTHOM TPaguIuu (Ha MaTepualie KyJbTyp A3un)

Kaiouesvie caoga: My3blKa A3uu, TBOPUECKUI IIPOIECC, UCTIOJTHUTEIHLCKOE O0IIeHNE,
npodeccruoHaNIbHAA MY3bIKA YCTHON TPAAUIINY, UCIIOJIHUTEIbCKAA BEPCUA

IIpodeccuonanbHAsA MYy3bIKa YCTHOU Tpaauiiuu As3uy Bcerga aapecHa, U IIpealojaraer
He IIPOCTO HaJIMUue CJIYIIaTelIsd, HO er0 aKTHBHOE yJacTHe B TBOPUECKOM IIPOIlecce co3za-
HUS KOHKPETHON MCHOJHUTEJILCKON Bepcur. My3LIKAHTHI OPUEHTHUPYIOTCA HA CIEIU(PUKY
COYIIaTeJbCKOM Cpebl, CTeIIeHb 3HAHUS ayIUTOPHEl 3aKOHOB IIPeACTaBIsIeMOr0 UM UCKYC-
CTBa, HACTPOEHHOCTH HA BOCIIPUATHE KOHKPETHOI My3bIKH. [[J11 3HATOKOB OOBIYHO UTPAIOTCS
0oJiee IOJIHBIE BEPCUHU, AJIs JIIOOUTEel — cOKpalrennbie. OIpeaesieHHYIO POJIb UT'PAIOT TaKue
(haKkTOPEI, KaK IIOT0/Ia, HACTPOEeHNEe KOHKPETHOT'O CIYIIIATe s, O0CTOATEILCTBA €r0 JKU3HU.

[ MHCTPYMEHTAJNCTOB TaKKe aKTyaJbHO TeXHUUEeCKOe COCTOAHNE X NHCTPYMEHTOB.
KoMMyHMKAIMS BBICTPaABaeTCA He TOJbKO MeXKIy MY3BIKAHTOM U CJIYIIIaTeJeM, HO TaKiKe
MeKIy MY3BIKAHTOM M €70 MHCTPYMEHTOM, IIOPOIi 9TOT (haKTOp JasKke IpeodJaaeT B Ipoliec-
Ce UCIIOJHUTEJIbCKOro 001eHns. yK1BOM OTKINK ayIUTOPUM 00s13aTeJIeH B KyJAbTypax Asuu,
MY3bIKAHThI KOPPEKTHUPYIOT CBOM 3aMBICE] M €TI0 peajn3alliio IPSIMO B IIpoIiiecce OOIIeHn A
CO cJayIlaTejeM, VAJNHAS NN COKpAaIllasa onpeaeeHHbIe ()parMeHThI aKyCTUYECKOT0 TeKCTa
C yUeTOM peakiuu aygutopunu. Takxoro poga mpueMsl oTpabaTbIBAIOTCA 3apaHee, B TOM UMC-
Jie, B IIpoliecce YCTHOT'O OOYUEHUA IO CUCTEMe «MacTep-YUeHUK», HaKaIlJIMBAIOTCSI B MCHOJI-
HUTEJIHbCKOM OITBITE TPAAUIIMOHHOTO MY3bIKAaHTAa, MOTYT IIPUMEHATHCA JOBOJILHO CBOOOIHO B
paMKax ¢cBOOOIHOM MMIPOBU3AINY (3aMeTHaA TeHAEHIIN IIOoCJIeJHer0 BpeMeHM, 0COOeHHO B
KOHIIepTHOI npakTuke). CMeHa coIymaTeIbCKOl cpeanl (B JaJIeKnUX OT POSHOM AJISd MYy3bIKaH-
Ta TPASUIINKM PErMoHAaX) BBI3LIBAET ONpeleseHHbIe TPYAHOCTH, TpedyeT MOIMOJHUTEIbHBIX
YCUJIN, TPOOHBIX BEPCUIA.
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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.



SAxonTora Enena CepadumonHa,
KaHAUZAT UCKYCCTBOBEIEHUA,
IOIIeHT, He3aBUCUMBIN HCCJIefOBaTEIb

K nmpo6aeme cormo-My3bIKaIbHOTO0 KOHTEKCTa COBpeMeHHOro Borociry:xe0Horo neHus
(M3 ombITA KIIMPOCHOTO CJIIY;KEeHHSA B IIPABOCJIABHOM IePEBEHCKOM I[ePKBH)

Katouesvie cnosa: KJINPOCHOE IIeHue, HpaBOCJIaBHaH II€EPKOBb, COIITMOKYJIBTYPHAadA I'pyIiiia,
IIeB4yue

ConuoKyIbTYPHBIN B3TJIAL Ha IIePKOBHOE IeHle, HeIPUBLIUEH, a IIpodieMa, BBUAY He-
JOCTATOUHOI'O HHTEpeca, He uaydeHa. 'yMaHUTapHbIe HAYKU, XOTA U He ABJIAIOTCSI B CBOEM
OOJIBIIIMHCTBE CeKYJIAPHLIMIU, HO CYIIeCTBYIOT B MHOM NMH(MOPMAIIMOHHOM II0JIe, HeyKeJan Hay-
Ku 6orocsioBckue. J[lanHoe coobIeHre OCHOBAHO Ha ABAAIIaTUJIETHEM OIILITE CIYKEeHUA B Je-
PEBEHCKOM XpaMe B KauecTBe IoJIOBII[UKA.

HaGmronenusa HaJ KU3HBIO PA3HBIX IIEPKOBHBIX XOPOB, KaK B JepeBHe, TaK U B I'OpoJe,
IaJy BO3MOXKHOCTD He TOJIBKO 0000IIUTE 9TH HAOMIOAEeHNA, HO 1 BEIAEJUTDL YCIOBHO YeThIpe
COIIMOKYJIbTYPHBIX THUIIA IIEBUNX, TPYKIAIONINXCA CeroaHs Ha Kaupoce. Kpome Toro, cocpe-
JOTOUMTHh BHUMAaHIE He Ha MOJOKUTEJIbHBIX IIPHUMepaxX, KOTOPLIX CEerofHsdA, K Hallleil pajgo-
CTH, MHOT'O, HO IONBITATHCA O0'BbJACHUTL NUMEHHO Te 3HAKOMbIE HeraTUBHbIE CUTYAIl1! IIeBUe-
CKOM JKM3HU, KOTOPEIE JOJKHBI IIPE00JIeBaATbCH.

Onupasich Ha MCCJIeJOBATEJIbCKUH OMBIT, IIOJYYEHHBIA B PE3yJIbTATEe COOCTBEHHBIX (DOJIbK-
JIOPHBIX 9KCIIEAUIINIH, cOUueTasd ero ¢ HabIIOAeHNAMUI CKBO3b IIPU3MY KYJIbTYPOJOTHTUECKUX
3HaAHWI, aBTOP paccMaTPHUBaeT KJINPOCHBIX IIeBYMX: OT HOCUTEJeH (DOJTbKJIOPHON TPASUINI
JI0 XOPOBHKOB BHICOKOTI'O IPO(hecCHOHATILHOT0 YPOBHA, VIIPABJIIEMbIX PETeHTOM.

Kakx cooTHecTH OHTOJOTUUYECKUH JAap CBOOOILI BOJIM C HEOOXOAMMOCTHIO IIOJUNHEHI pe-
reHTy (MY3bIKQJIbHOMY IIPABUTEJI0) MM HAa000POT, KaK BCEJO3BOJIEHHOCTh MpodaHa MO Um-
HUTL BBIPAOOTAHHBIM TPEOOBAHMAM MY3BIKAJIBLHOI'O MCKYCCTBA — 3TH U APYyrue IPodIeMBbI
He MOTYT He BBI3BIBATH MHTEPEeca HCCaeS0oBaTe e,

Yakhontova Elena Serafimovna,
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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)

Keywords: Choral singing, Orthodox Church, socio-cultural group, singers

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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