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Yactp I

ITPOEKT «MVY3BIKA B KVJIBTYPE»

O MPOEKTE

«My3bIKa B KyJbType» — MEXKAMCIUIUIMHAPHBIN HAy4HO-00pa3oBaTelb-
HbIV ITPOEKT, OCHOBaHHbIN B ['0CylapCTBEHHOM MHCTUTYTE MCKYCCTBO3HA-
Hus B anpene 2017 roga mpu ydyacTUy BeAyIINX POCCUMCKUX MHCTUTYLUIA —
MOCKOBCKOI'O roCyapCTBEHHOTO YHMUBepcuTeTa nmeHu M.B. JlomoHOCOBa,
MOCKOBCKOJ TOCyAapCTBEHHO KOHCcepBaTopun nMmenu I1.1. YaiikoBcKoro,
WHctuTyTa dhunocodpum Poccuiickoit akagemMmn HayK, HCTUTYTa K/1acCu-
yeckoro BocTtoka ¥ aHTMYHOCTY HalloHa/IbHOTO MCC/Ief,0BaTeIbCKOTO YHU-
BepcuTeTa «BbICIast IIKOja SKOHOMUKMW», MHcTUTYyTa A3un u Adppuku MI'Y
uM. M.B. JlTomoHocoBa, HayuHO-06pa30BaTeIbHOTO MPOEKTa «IIIKOIOT»
u EBpeiickoro myses u 1ieHTpa TonepaHTHOCTH.

CBS1766. @pazmerm u3 ulymepo-akkadckozo mpakmama o my3siKe
Oxkoso 1500 mo H.3.
Mys3eit ®unagenbduitckoro yHuBepcuteTa, mrat [leHcunbpBanms, CLIA
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OM6eMO¥1 TIpOeKTa CTana CEMUKOHEUHas 3Be3/a relTaTOHNMYECKOro 3BY-
KOpsiZa U3 caMoro IpeBHero Tpakrata 0 my3bike CBS1766, HanmMCcaHHOTO
IIyMepOo-aKKaCKO KIMHOIMChbio!. B camoM (akTe HesaBeplUIEHHOCTY OHa
repefaeT HEYJIOBMMOCTD ITOJTHOTHI 3HAHMSI U BeYHOE CTpeMJieHue TOCTUYb
U yIepXXaTb ee B KpyroBOPOTe BpeMEeHM U UCTOPUUYECKUX MTPOLIeccoB. Bymyun
HeOIPOBEPXKMMBIM J0Ka3aTeIbCTBOM 3aI1aJHOa3MaTCKOTO MPOUCXOXKIEHMS
TeOpUM MY3bIKU, 3TOT U APyrue IpeBHeliINe KIMHOMMUCHbIE TEKCTbI HAXOOST
YCTOIYMBOE TIOATBEPXIEHME B TpaKTaTax o Mysbike XIII-XV Bekos2. [Torpy-
SKEHME B MCTOKY MY3bIKaJIbHOTO 3HAHMS [IOMOraeT IMOHSATb U TPaJMULINIO, U CO-
BPEMEHHOCTb.

[TpoexT pa3pabaThiBaeT MEKIVCIMUIUIMHAPHYIO MEPCIIEKTUBY MCCTeN0BAHMS
MY3BIKY, YIEJsII BHUMaHMe 061aCcTsIM, CKPOMHO TIPeACTaBIeHHBIM B CHCTEME
CPeIHEro M BBICIIEr0 My3bIKaJIbHOIO 06pa3oBanmsi®. Cpeny HMUX — MPOLECChl
KOHIIETITYaIn3aIMM MYy3bIKM Ha BpEMEeHHOM MPOMEXYTKE OPEBHUX [IUBU-
ymsaumii (Ilymep, Erunet, XaTtu, Uspannb, YpapTy, U Ap.)* 1 OTHOCUTENBHO
HOBOTO IIep1oJa pa3BUTHS MBICJIM O My3bIKe, TaK Ha3bIBA€MOJ1 KI1aCCUYECKOiA
apabo-mycynbMaHcKoi KynbTypsl (VII-XV Beka), chirpaBilieii He3aMeHMMYIO
posnb B niepenave JIaTMHCKOMY 3ariafy ApeBHerpeueckux eHHOCTEN.

PeryoH 3anagHoii Asun® — 061acThb peBHe X IUBUIM3ALMIA — CTaJl LieH-
TpO6GEXKHOI CUIION PacIpOCTpaHEHUs] 3SHAHUI B TpaguIMsIX aBpaaMuye-
CKOro Kpyra. SIpkasi Busyaunusanys KOHLeITa «aBpaaMuJeckue Tpaguium»

1 Cm.: Dumbrill R. Semitic Music Theory. London: Lulu, 2019.

2 Book of Abstracts. Scientific Symposium «The Musical Heritage of Safi al-Din
al-Urmawi between Past and Present» held in the framework of «Space

of Mugham» 7t International Music Festival Baku, June 17-22, 2025 /

Ed. by G. Shamilli and L. Guseinova. Baku: Tuna, 2025.

Ipy6ep P.H. Victopust My3bIKanbHO KyibTypbl: B 20 T. T. 1. Y. 1: C gpeBHeit-

w

mux BpemeH A0 koHua XVI seka. M.; JI.: Toc. mys. usg., 1941; Xononos IO.,
Kupunnuna JI., Kiopezsin T., JIvixcos I., Ilocnenosa P., Ilenoga B. My3bIKalbHO-
TEeOpeTUYECKME CUCTEMBI: YUeOHMK JJIST- UICTOPUKO-TEOPETUIECKUX U KOMIIO-
3UTOPCKUX (HaKYIbTETOB My3bIKaIbHbIX By30B. M.: Kommno3surtop, 2006.

-~

B yue6HuKe P.J. I'pyb6epa My3bIKaIbHO KyabType MeconoTaMuy yaeneHo
IeBSITb CTPaHMLI, @ AMHCTBEHHOMY Ha NpoTsbkeHmy 2500 JieT My3bIKaabHO-
MI03TMYECKOMY JKaHpYy IIaveii o roposam, chopMmUpoBaBLIeEMY KaHOH ITPO-
(eccroHaIBHOTO PECIIOHCOPHOTO MeHNs, He Yie/IeHO BHUMAaHMSI.

wn

3amagHast A3ust — a3MaTCKuit CyOPErnoH, IpeiCTaBIeHHbII reorpaduyecKuMu
MOHATUAMYU AHaTONMMUM, ApaBUIICKOTO MOTyOCTpOBa, Mpana, Meconoramuu,
ApmMsiHCKOro Haropbs, JleBaHTa, ocrposa Kump, CuHaitckoro rnoxyocrTposa

n I0xHoro KaBkasa.
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B MUHMAaTIOpe pykomcy «Qisas al-Anbiyah»!
(«Mctopus mpopokoB», XV Bek, barman min
Tabpu3s) nzobpaxkaer mpopoka MyxaMmmazaa
B KPYTY CeMbM U My3/3MHa Busansg nbx Pa-
6axa; mpopok Myca, oH ke Mouceit, ynapsiet
MOCOXOM MO MsTKe BeaukaHa Ora («YmK»),
cMeTasi ¢ HOBOro mytu JlonoTomnHoe Ipo-
uuioe. XapakTepHOe JJisI HeTO MblILIEHHUE,
3aKOHBI U 3CTeTUYEeCKMe MPeaTrIoUTeHUs —
BCe OTPUILIAETCS, 06pacTasi HOBBIMMU CMbIC/IA-
Mu; durypbl Mapuu ¢ MiaageHiem Mucycom
Ha Ja/JbHEM IJIaHe YKa3bIBalOT Ha UX MOYM-
TaHMe BO Bcex Tpex penurusix. KoHtpacTHas
¢urypa Mowuces B LIeHTpe MUHUATIOPHI HaJle-
JieHa BBICOKMM POCTOM U GYHKIIME coBep-
11aeMoro JeicTBus. byayun BoiAe/eHHbBIM
Ha (oHe HeMmoABMKHO CUASIINX TIPOPOKOB,
Mowceii CUMMBOAU3UPYET HeEpa3pbIBHbIE
CKperibl TpaJuIuii aBpaaMuyecKkoro Kpyra.
Oco3nanue GyHIaMeHTa, YCTAaHOBJIEHHOTO
ero 3aKOHOM, CTAaHOBUTCSI Pe3ybTaTOM yCHU-
JINit, COBEPLIEHHBIX TIOC/IENTOTOITHBIM MATPU-
apxoM ABpaamoOM.

B My3bIKaqbHOM CMbIC/IE TIOHSITHE «aB-
paamMuyueckue Tpaguluu» He OrpaHMueHO
HY KYJIbTOBBIMUM HU CBETCKMMM XKaHPaAMU.
OHoO yKa3bIBaeT Ha CUCTEMHO ITPOSIBIISIOIIMe-
Cs1 B MCKYCCTBE U KyJIbTYpe MpeJCTaBIeHUs

Benuxar Yox (Oz) u npopoku
Myca (Mouceti), Hca (Mucyc)

u Myxammed

MuHuamropa pyxkonucu

«Qisas al-Anbiyah» («HMcmopus
npopokoe») MSS 0620. Vipak
(Barman) wiu Upau (Tebpus).
Hauvano XV Beka

Komnexkuus mciamckoro
nckyccrsa Haccepa [I. Xanunu

0 3TUKe ¥ TpaBe Kak OCHOBAX, PEryIMPYIOMNX Bce chephl SKU3HEHesITeb-
HOCTM. My3uLIMpOBaHMe — pe3yabTaT Hauboee YyTKOTO pearnpoBaHus ye-
JIOBEeKa Ha VIMITY/IbChI OKPYKAIOIIEro MPOCTPAHCTBA. DTUKA U MPABO ChITPan
(dbyHIaMeHTaTbHYIO POJIb B 000CHOBAHMM 3CTETUUECKMX 3aIIPETOB U MPEIIo-
YTEHWIA, Y9aCTBOBAIM B Pa3BUTUIM PAa3HOOOPa3HBIX GOPM MY3UIIMPOBAHMSI,
OTINYAIOIIMX C IPEBHOCTH 0 COBPEMEHHOCTY OJHU HAPObI OT APYTUX MO0

00beAMHSIOLNINE UX B OO/bIINE COOOIIECTBA.

COBOKYITHOCTb MCCJIEIOBATENIbCKMX HAIPABIEHMUI MMPOEKTa MOMOraeT
cobpaTh B LIEJIOCTHOCTh MHOTOO6OPa3ue XyqosKeCTBEHHBIX SIBJeHN EBPOIIbI,

1 Cm.: https://www.khalili.foundation/2025/05/23/giants-prophets-and-holy-

families/ (maTa o6pamenns 27.10.2025).


https://www.khalili.foundation/2025/05/23/giants-prophets-and-holy-families/
https://www.khalili.foundation/2025/05/23/giants-prophets-and-holy-families/
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Asum u JIaTuHCKOI AMepuKu. HoBble HayuHbIe MOAXObI M pa3HOOOpa3HbIe
(bopMaTel peanu3anyy uaei — KHVKHbIE M3IaHMSI, CEMMHAPBI, KOHDepeHIIH,
HayuyHbIe CeCCUM, KOHLIEPThI, KHMKHbIE IIPe3eHTal! U BBICTaBOYHbBIE SKCIIO-
3ULNUM — AeNaloT NPoeKT «My3sbIKka B Ky/lIbType» YHUKATbHBIM SIBJIEHMEM Ha
Hay4yHOIt KapTe My3bIKaJIbHOTO MMpa.

KomMmAHZA

TonbrekuH baiakaHosHa llamuman
ABTOp Uzaeun, pyKoBOAUTEIb IPOEKTa;
IOKTOP MCKYCCTBOBEJEeHUSI,

BeAYLINIA HAyYHbII COTPYLHUK
TocymapcTBEHHOTO MHCTUTYTA
MUCKYCCTBO3HaHUS

JIupusa CepreeBHa YakoBckast
KypaTtop npoekTa; KaHAMU[AT
dunocodbckux HayK, cTapuINii
Hay4YHbIli COTPYIHUK
TocynapcTBEHHOTO MHCTUTYTA
MCKYCCTBO3HAHMS
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Vpuna BanagumupoBHa Crapukosa
Kypartop npoexra; KaHAMIAT
MICKYCCTBOBeJIeHUSI, CTapIIMii HayUHbIi
coTpyaHMK ['ocynapcTBeHHOTO MHCTUTYTA
MCKYCCTBO3HAHMUS

EkaTtepuna AnexkcanaposHa Cusepc
IunsaiiHep caiita «My3bIKa B Ky/JIbType»

Wnpa Bnagyumuposuu CajiTaHOB
KoHcynbraHT caiiTa «My3biKa B KyJIbType»
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ITAPTHEPBI

BiarorBopuTeNnbHbIi GOHA «POCCUITCKMIT €BPEiCKIiT KOHTpecc»
WHctutyT Asun u Agpuxu MI'Y um. M.B. JlomoHOocoBa

UHcTtuTyT knaccudeckoro Bocroka u antuunoctu HUY BIID

HnctutyT dmnocodum Poccuiickoit akageMun HayK

MockoBckas rocyapcrTseHHasi KoHcepaTopusi uMeHn I1.1. YalikoBcKoro
MockoBckuii ['ocymapcTBeHHblV yHUBepcuTeT MMeHM M.B. JlomoHOCOBa
HayuHo-u3pmaTenbckuit neHTp «Musiqgi Diinyasi — Mup my3biku»
HayuyHo-06pa30BaTebHbIi TPOEKT «IIIKOJIOT»

HoBocubupckas rocyapcTBeHHast KOHcepBaTopust uMeHyu M.U. [nuHKK
Poccuiickast rocynapcTBeHHast 6ubamoTeKa

CTMO3T'U menua-rpymnn

@onp 161 CuHbI

VYACTHUKHU

B HayyHO-00pa30BaTeNbHbIN TPOEKT «My3bIKa B KY/IbType» BOBJIEUEHbI OKOJIO
40 cTpaH GVKHETO U TaJIbHETO 3apyOeskbs U 6osiee 160 yueHbIX, IPeCTaBIIsI-
IOIIVX IIPECTVKHBIE HAYYHble MHCTUTYLIMU U L@HTPBI 110 U3YYEHMI0 MY3bIKU
Y KYJIbTYPbI Pa3/IMYHbBIX PETMOHOB MUpa.
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HANIPABJIEHUS

HayuHo-06pa3oBaTe/bHbIi MPOEKT «My3bIKa B KYJIbTYpE» CBSI3bIBAET pa3HbIe
OTpac/Iy 3HaHMS Ha OCHOBE IOAX0/a, T03BOJISIIOIIEr0 YBUIETh eI/Hble MeXa-
HM3MbI CMbICIO06Pa30BaHMSI B My3bIKe U IPYTUX HOpMax MHTEIEKTYaTbHOM
IesTenbHOCTH. [IpyMeHsieMasi B paMKaxX MeXIMCLUMUIIMHAPHOTO COTPYLHIYE-
CTBa METOZ,0JI0T S JIOTMKO-CMbIC/IOBOTO MOAXO0/Ia OTKPbIBA€T KOHTPACTHbBIE
My3bIKaJIbHble MUPBI KaK TUIIbl PallMOHAIbHOCTH, Pa3jiMyaouecs Croco-
60M BBICTPauBaTh HEPEOYIIMPYEMbIii MMHMMYM CMbIC/IA. 38 TUITAMY PallAO-
HaJIbHOCTU CTOSIT YHUBepCalbHble TpaMMaTUKU KYJIbTYD, He OrpaHMUYeHHbIe
HalMOHAJbHBIMM TOCYAAPCTBAMM, SI3BIKOBBIMM CEMBSIMU U PEIUTMO3HBIMU
MpeAIoYTeHUSIMMU.

Kaxxmoe HarpaBiieHMe pa3pabaTbiBaeT ONpeneneHHbIii KOMIUIEKC MPOo-
671eM. VX COBOKYITHOCTD ITO3BOJISIET YBUAETD MCCIENYeMblii PEIMET B OIITUKE
HaYK, CBSI3aHHBIX C MI3y4eHVeM IT06aIbHBIX TI03HABATETbHBIX (KOTHUTUBHBIX)
MIPOLECCOB.

Pa6oTa rpoekra «My3bika B KyibType» peannsyeTcst 110 HalpaBIeHUsIM

SI3bIK My3bIKM & SI3BIK ONMCaHUs My3bikM (2017-)

[Tpo6eMbl KOHIIENTYAIU3aIMM My3bIKM B aBpaaMUUECKUX TPATUIIUSIX
Mysbika & ¢pumocodpus & KorHuTuBucTuka (2018-)

CoBpeMeHHbIe TTPO6IeMbl MY3bIKaTbHOTO MCKYCCTBA

PacchimanHoe & co6panHoe (2021-)

ITpo6eMbl U3YUEHMS EBPEIICKOTO MCKYCCTBA

Vudopmanust & KoMMyHUKaIms & TBopuecTBo (2024-)

ITpo6eMbl COXpaHEeHWST HAYYHOTO HaCaeIus

Hamnpasinenue I: I3bIK My3bIKM & SI3BIK onycaHms My3bIku (2017-)

— V3yueHne si3bIKa My3bIKM KaK IIPEO0IEBAIONIEr0 IPAHMIIbI HALIMOHA/b-
HBIX KY/IbTYP U HE 06YCIOBIEHHOTO MMM, BBIPDASKEHHOTO B YCTHOM M/W/IM Tpa-
nueckoit popme, cBSI3aHHOTO ¢ HEHOMEHOM MaMSITH ¥ 6a30BbIMU ITPOCTPaH-
CTBEHHO-BPEMEHHBIMM MHTYUIMSIMIM MbIIIIEHS, & TAKKE TUITAMM ITPOI[ecca
B My3bIKE ¥ pasHOO6Gpa3sHbIMM GOPMaMM UX IIPOSIBIIEHNS;

— M3y4YeHMe SI3bIKa OIVMCAHMSI My3bIKM B KOHTEKCTE Pa3HbIX JIMTEPATYPHO-
>KaHPOBBIX KAHOHOB (B MX UMC/IE «TPAKTAT O MY3bIKe»), IIPEIOTIPEAEISIONNX
CMbICJIOBOE Haro/HeHe hyHIaMeHTaTbHbIX TIOHSITHU 1 TEPMUHOB, C OIHOM
CTOPOHBI, ¥ JOMYCKAIOUIVX aBTOPCKYIO MHUIMATUBY — C IPYTOif;

— M3y4YeHMe MPOIEeCCOB KOHIENTYaTU3alNM MY3bIKM B MEKIVCIUILIN-
HApHOJ [TePCIEKTIBE, TO3BOJSIONIMX OMPENeNNTh HAG0p ee KOTHUTUBHbBIX
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MIPU3HAKOB C JIpeBHOCTY 10 COBPEMEHHOCTH U MPENCTABUTb KOMILIEKCHYIO
MHbOPMAIINIO O Hell yepe3 KaTeropmuaabHO-TEPMUHOMOTUYECKME CETKM KaK
CBSI3HOCTH, 06YCJIOBJIMBAIOIIYIO TTPU3HAKY TOTO MY MHOTO TUIIA MbIIIEHMSI.

Hanpasinenne II: Mysbika & ¢puminocodpus & korHuTuBucTuka (2018-)

— V3yueHue MexaHM3MOB, IPUBOASIINX K €IVHCTBY SI3bIKa MY3bIKM U S13bI-
Ka OINMCaHMS MY3bIKM Ha YPOBHE TUIIOB PallIOHAJIBHOCTY, XapaKTePHbBIX AJIs
onpeJieJIeHHbIX PETMOHOB MYy3bIKaJIbHOM KapThl MUPA;

— M3y4yeHye MexaHM3MOB GOpMMPOBAHYS IIeJIOCTHOTO 06pa3a Wy CBSI3bIBa-
HUS OTJENbHBIX IPU3HAKOB B LI€JIOCTHBI 06pa3 MOCPeACTBOM JIOTMKO-CMBbIC-
JIOBBIX TPAMMATHK M IMPOCTPAHCTBEHHO-BPEMEHHbBIX MHTYUIMI B BepOambHOM
¥ HeBepOaJIbHOII cdepe;

— M3y4yeHMe MeXaHM3MOB BOCIIPUSITUS Y KOHLIENTyaaIu3alum KOTHUTUBHOM
BBIJIEJIEHHOCTM B SI3bIKE ¥ MY3bIKe, & Takke MeTadopbl TEeIeCHOCTH U KeCTa;

— U3yueHye MeXaHU3MOB GOPMUPOBAHNS TICUXNUECKIX, HEITPDOHHBIX U aKy-
CTUYECKUX (3BYKOBBIX) CETE /ISt POTHO3MPOBAHMS COOBITHUI MY3bIKaJIbHOTO
TeKCTa M aHa/Iy3a 3BOMIOLMY KOTHUTUBHBIX PECYPCOB PeUM U MY3bIKU;

— M3yueHue MPOoIecca KOHIIENTYaIn3aIuy IBVKeHMS B CBSI3U ¢ MOPdOCHH-
TaKCUMYeCKMMM TUIIAMU SI3bIKOB U BbICTpaMBaHMe MePCIIEKTUBBI LIeI0CTHOTO
roaxopa K peHomMeHaM 3Byualleit BepbaabHOM/MY3bIKaTbHO peun.

Hanpasinenne II1: PacceimanHoe & co6panuoe (2021-)

— VI3yJyeHre eBpeiicKoro MCKyCCTBa KaK HaZHALMOHAIbHOTO eHOMeHa
MMPOBOI KyJAbTYPbl CKBO3b OTHOIIIEHME «CBOET0» U «Uy>KOT0» B MHOTOUMC-
JIEHHBIX CTUJIEBBIX U SI3bIKOBBIX MTPOSIBJIEHUSIX Ha MPOTSKEHMM OT IpEeBHETO,
CpelHEBEKOBOT'O O COBPEMEHHOT'O MCKYCCTBa;

— M3y4YeHMe U aHaJIN3 YCTONUMBBIX BU3YaTbHO-CMbICJOBBIX UAMOM, TIOBTO-
pSIIOIIMXCS B haKTax MCKYyCCTBA, CO3AAHHOTO €BPEMCKMMM XYIOKHUKAMU He-
3aBMUCMMO OT BpeMeHMU, KYJIbTYPbI U IPUHAJITIESKHOCTY K TOI MU MHOI IIKOJIE;

— U3yYeHNe MeXaHM3MOB (hOpPMIPOBAHMS €BPeiCKOT0 MCKYCCTBA B apeasie
IpeBHUX MeCOMOTaMCKUX [MBWIN3alMii yepes 3alpeThl Ha OINpeeleHHbIe
(bopMBbI 3BYKOBOTO ¥ TUIACTMYECKOTO BhIPAsKEHMSI, 3aKperyIeHHbIE B TOM UKCIIe
U B KOPITyCe A peBHEEBPEIICKOI IUTEPATYPHI;

— u3y4deHue HayyHoro Hacineaus A.-11. imenbcoHa;

— M3yYeHNe KaHTMUISIIMM CBSIIIEHHBIX TEKCTOB B €BpeiiCKMX 0buIHax EB-
pasuu u AMepuKu.



YACTb . [TPOEKT «MV3BIKA B KYJIBTYPE» 13

Hamnpasinenne IV: Uadopmanmsa & KOMMyHMKAIMS & TBOPYECTBO

— AHanu3 rpo6JieM U3HaTeNbCKO MTOMIUTUKY, BOIIPOCOB MY3bIKaIbHOI SKyp-
HaJIMCTUKU U POJIU XKYPHAJIOB B CUCTEME MEXKY/IbTYPHBIX KOMMYHMKALINIA;

— U3y4eHMe U MPOoABIDKeHMe IMGPOBLIX GOPMATOB COXpaHEHMS HeMaTe-
pPUATbHOTO KYJBbTYPHOTO HaC/Ie s ;

— M3yueHue B3aMMOEeMCTBYSI ¥ TPeeMCTBEHHOCTY HayYHbBIX COOOIECTB Ha
IIOCTCOBETCKOM ITPOCTPAHCTBE U B MI€PCIEKTMBE MUPOBOI UCTOPUU MY3bIKH;

— hopMupoBaHMe B3IV HA «BOCTOKOBEEHYE» KaK METOHOIOTHUIO TTpe-
OZ0JIEHST PACCTOSTHWIA;

— UCCIIelOBaHME MY3bIKaJIbHO-UCTOpMYecKuX KoHneniui XIX — XXI BekoB
u (heHOMeHa «I71006aIbHOI UCTOPUM MY3bIKI»;

— M3y4YeHMe BOMIPOCOB MOIY/sIpMU3aLUY HAYUHOTO Hacaeausl.
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I'PAHTBI

I'panT Poccuiickoro ¢oHma GyHmaMeHTaNbHbIX MccienoBanuii (PODI)

N2 13-03-00414a, 2018-2020
«KoHuenrtyanusanys My3bsIKM B aBpaaMUYeCKMX TPAAULIAX.
HcTopus - Teopust — mpaKTHUKa», pykopoguTtesb I.6. Hlamumim.
Ucnonantenn: Jingusa CepreeBHa Yakosckasi, EBreuuii EBrenbeBuy
Bopo6neB, Enena MapkoBHa JIBocKuHa, EBrenust BiagumupoBHa XasaaH,
Anpnpeii Teopruesuy boromosnos, I'y3aib PycremoBHa CaiidyninHa,
Banepwuit BanentuHosuu I[leTpos.

I'paHT My3eifHbIX MHULIMATUB U BbICTABOYHBIX TPOEKTOB
(6arotBOpuUTENbHBIN HOHI «POCCUIICKII €BPEIICKIIT KOHTPECC»)
Ne T10J12020-019, 2020-2021
«BocToxk PyBuma Masensi», pykosoauresns [.B. llamuiin.
Ucnomantenn: Jingus CepreesHa Yakosckasi, nbs Pogos,
BsruecnaB BnagucinaBsoBuu MIBaHOB.

I'panT Poccuiickoro HayuHoro ¢onga (PH®) N2 22-28-01509, 2022-2023
«My3sbIka - pumocodust —- KOTHUTUBUCTUKA. HaabIHaAMBUAYaIbHbIE
MeXaHM3MbI BOCIIPUSITHSI, COXPaHEHMsI U nepemauy MHGopManumn
B MEXIMCUUIUIMHAPHOJ NepcreKTuBe», pykosoautess [.B. lamuiinn.
Ucnonmautenn: Auapeii Bagumosnuuy CMUPHOB,

Cepreii lOpbeBuu boponaii, Pena 3ayposHa ®@axpanmoBa.

I'paHT My3eifHbIX MHULIMATUB U BbICTABOYHBIX TPOEKTOB
(6marotBopuTenbHbIi hoHm «Poccuiickuit EBpeiickuii KoHrpecc»)
Ne J110J12024-034, 2024-2025
«My3BbIKa B KyJIbType»: Hay9YHO-06pa30BaTebHbIA MHTEPHET-TIOPTAJ,
pykoBoguTens I'.b. llamumin.
Ucnonaurtenn: EkarepnnHa AnekcanaposHa Cusepc, Enena BagymoBHa
PaeBa, Cepreii AnekcanapoBuy CKOMOPOXOB.
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IN MEMORIAM

MeXOuCIUIUIMHAPHBI HaydYHO-06pa30BaTelbHbIi TPOeKT «My3bika B Kyiib-
Type» COXpaHsIeT M pa3BMBaeT HAay4yHYIO Tpaauuuio [ocygapcTBEHHOIO
MHCTUTYTA UCKYCCTBO3HAHMS — B IIPOLIOM BCecolo3HOTo HayuHO-UCCIeN0-
BaTeJIbCKOTO MHCTUTYTA UCKYCCTBO3HAHM (1976-1992), oTBeuaBIiero cBoen
(GyHKIMYM 1IeHTpa 110 a3MaTCKMM MY3bIKaJbHBIM MCCIenoBaHusIM. Mccneno-
BaHMSI BeoyTCs HA GYHIAMEHTEe POCCUICKOTO ¥ COBETCKOTO BOCTOKOBEHEHNS
(CaukT-IleTepbypr, MockBa, Kasaub, TanikeHT, [lyiran6e, baky, EpeBan, T6u-
JIVICY) ¥ SIPKO TTPEZACTAaB/I€HbI aBTOPCKUMU U KOJUIEKTUBHBIMM MOHOTPAbUSIMMU,
CcOOpHMKAMM CTaTeN U AYCCEPTALMOHHBIMM PaboTaMM.

MeXOVCUUTIIIMHAPHOCTD, 3aI0KeHHas1 B 1944 rony B OCHOBaHue Les-
TeJbHOCTY MHCTUTYTA KaK BeyIero LeHTpa 10 U3yYeHUI0 MUPOBOTO MC-
KYCCTBa, CO3Aa/a MPeAIoChlIKM ik GOPMUPOBAHMUS YHUKATBHOTO HAy4-
Horo coobuiecTBa. OyHAAMEHTATbHbIE TTPUHIIUIIBI MCCAEL0BAHNS PYCCKOM
U 3apy0OesxkHOI My3bIKM ObLIM 3aj0KeHbI: B.B. AcadpeBbiMm (1884-1949),
10.B. Kenpprem (1907-1995), M.E. TapakaHoBbiM (1928-1996), M.T. Apa-
HOBCKUM (1928-2009) u npyrumu. MIx Haciegue ro3BoJisieT B HACTOSIEM
MOMEHTe BpeMeH! 00beKTVBHO OCMBICIUTH MPOIIIOE M OTKPBITO CMOTPETD
B Gymyiiee.

ViMeHa y4YeHbIX, Ubsl HAYYHAS CyIbOa GopMMpoBaIach B TECHOM B3aMMOZEii-
CTBUM C CEKTOpaMM My3bIKM (3aBenyrouuii M.B. HecTbeB) u MCKycCTBa CTpaH
Asun u Adpuku (3aBenyiomiast M.P. EonsiH):

Hennu I'puzopwesHa ILllaxHazaposa
(1924-2016), uccnemoBaTesnb TUTIOB
MY3BbIKaJIbHOTO MpodeccroHan3mMa
Ha BocTtoke n 3amnage
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H3zabenna PybenosHa EonaH (1928—-1996),
MCCIeI0BaTeNb apabCeKoit M apMSIHCKOI MY3bIKH,

3aBeyIoIas CeKTOPOM MCKYCCTBA CTPaH A3un
u Abprku

Hunsbap A6dycanomosHa Pawudosa
(1935-2015) — aBTOp HEOMYy6IMKOBAHHOTO
KOMMEHTMPOBAHHOTO MePeBOAa MePCULCKOTO
TpakTaTa 0 My3bike [Japsuia Anu YaHru
(BTOpas nonosuHa XVI — Havano XVII Beka)

Hunapa AtidetHoeHa Pycmam-3ade (1944-2012),
MCCIIe0BaTeNb MY3bIKaTbHOTO (OTBKIOpA
Typuuu u [TakucraHa
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Hamanwes JlazapesHa Yepkacosa (1944-2021),
JCCaenoBaTe/b MHANACKON K1acCuyecko
TpaguIMK ParcaHuUT

Bayp Iawa oznvt Pycmam-3ade (1944-2002),
MCCIen0BaTelb HOBOM KOMITO3MTOPCKOM IIKOJIBI
Typuun

Cypas Xocpos kbvi3bt Azaesa (1947-2024),
MCCef0BaTeNb PYKOIIMCHOTO Hacae st
BBIZAIONIEr0Cs] YY€HOTO M MYy3bIKaHTa
A6 anb-Kagupa Maparu (XIII-XIV Beka)

Haum TI'anuesuu Xaxkumos (1954-2015),
Mccaen0BaTeNb MHCTPYMEeHTaIbHOTO
MY3bIKaJIbHOTO HacleMsi MPAaHCKUX HapOZi0B

17
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CEMMHA PBI

MexIMCHMIIMHAPHBI HaydHbIi ceMmHap! peannsyeTcs Ha mnaTdopme Impo-
ekra «MysbIKa B KyJbType» ¢ Mast 2017 roma. Ha ero riomniagxke paspabaTbiBa-
I0TCSI KOHITeNIMM (PyHIaMeHTaTbHbIX TPOEKTOB, MOHOTpaGUUeCKMUxX U KO-
JIEKTUBHBIX PaboT. PerysipHble 3aceiaHnsi CeMMHAapa MPOBOASITCS B OYHOIA
u onnaitH popmarax. [TocsiegoBaTeNbHO BBOOUTCSI B ITPOCTPAHCTBO aKkaze-
MMYECKOI HAYKM TeMATUKa MY3bIKM 3THOKOH(ECCHMOHATbHBIX MEHBIIMHCTB
(accupwuiilieB, MaHIEEB U [Ip.), EBPEICKMX eBpasuiickux o6IIuH, pa3paba-
THIBAETCSI MKOHOTPAhUUECKUIT KOHTEHT €BPEIiCKO-TIePCUICKOI PYKOIMCHOM
kaUrK (XVI-XIX Beka), 0671aCTh KAHTWILISILIMY CBSIILIEHHBIX TEKCTOB Ha JIPEeB-
HeeBPeCKOM SI3bIKE U ee CBSI3b C IPEBHUMY MeCOMOTaMCKIMU 06PSIIOBbIMU
pUTyajlaMy U YCTHO-TIPOQeCCUOHAIbHOM Tpaauiiueil magam. BosbIiioe BHA-
MaHMe yIeNseTcs JOTUKe CUCTEMATU3AIMM My3bIKAIbHbIX SIBJIEHMUI, 06pa3-
HBIM ¥ CTPYKTYPHBIM BOTIOLIEHUSIM MeTadop B My3bIKe, CIOBECHOCTU U U30-
OpaskeHMH, UX TICUXMIECKUM OCHOBAHMSIM M MeXaHM3MaM, 00yC/I0BIMBAIOIIUM
peanu3aluio 1eJIOCTHOTO TTI03HaBaTelbHOTO IMpoliecca.

1 HepBOHaqaanoe Ha3BaHue — «MbIC/Ib O MY3bIKe B aBpaaMUUYECKUX TPAOANIUAX».



YACTb . [TPOEKT «MV3BIKA B KYJIBTYPE»

TemaTnka cemmuHapa 3a 2017—2025 roast

2025

22.05 | Cadu ag-IIviH anb-YpMaBu u cyguitaHa Kajaam

21.05 | Magam ¥ BU3aHTUIICKME IJIAChI: TOUKM TTepeceueHmst

20.05 | KpbIMCKOTaTapCcKMii magam: OT TEOPUM K IIPaKTUKe

27.03 | «O6beMHOEe BUIeHME»: HOBBII B3IJISI, Ha Oposiume MeToaun
26.03 | IuTupoBaHMe Kak K04 K IOHMMaHUIO HATTYHUM

25.03 | «QuepKu UCTOPUM UAMUIICKOV HAPOIHOIM MY3bIKM»

06.02 | My3bIka B KyJIbTYpe: Hay4YHO-06pa30BaTe/IbHbII ITPOEKT

2024

24.10 | CxeMaTuKa JeCTBUS Y KOHIENTyaIu3alus JBVDKEHUS
23.10 | KynpToBasi My3biKka TaTap-mMycCyJibMaH KpacHOSIpCKOTro Kpast
22.10 | MMHMATIOpbI €BPENICKO-NIePCUACKON PYKOIMMCHOM KHUTU
21.10 | Harma: KOHILIeNTY/IM3anust IBVOKeHMs B (popMyriax mpoiecca
19.06 | MHoOrOMIETME PYCCKMM LIAPSIM: AIeMECTBEHHOE MHOTOT0JI0CH e
23.04 | K101 KaK CJI0BO, TEPMMH U (EHOMEH

08.02 | AHTpOMOIOTUS MY3bIKQJIbHOTO CYIIECTBOBAHUS

07.02 | 3a TEKCTOM MCC/IeI0BaHMSI

06.02 | ITamaTb 0 XonokocTe B My3bike Poccuu — benapycu — YKpanHbl

2023

12.06 | JIorMko-CcMbICJIOBOE MCCIef0BaHMe apabCKOro sI3bIKa
13.06 | HagpiHOMBUAyaIbHbIE MEXaHU3MBI SI3bIKA M MY3bIKU
14.06 | MopdocrHTaKCHMUeCKIiT TUIT KaK XapaKTePUCTUKA SI3bIKa

2022

02.11 | I3bIK — rpaMMaTHKA — IIPOLIECC — MbIIIIJIEHME

01.11 | Aipyopu s13bIKa ¥ SI3bIKO3HAHMS: KaK paboTaeT CO3HaHMUe
19.05 | HoBoe mpoutenue 1 Ilap 19:19

18.05 | My3bika MpaHa B acrieKkTe si3bIKa ¥ MbIILIEHUS

17.05 | [TecHu acCUPUIALIEB U TIOJIEBbIE UCCIEA0BAHMS

16.05 | CTpyKTypa SI3bIKa U JIOTMKO-CMbICJIOBbIE KOHDUTYpaLumu
28.04 | BusaHTHiicKasi IUTYPIrusi: CaylaHue, CJIOBO U SKeCT

27.04 | Tak HUKeTCSI U BskeTcs cynb6a: Onbra JIbBoBHA JlaHCKEp
26.04 | «JIucuctpara» FOpus byuko

25.04 | «JIucuctparar: IpamMaTu3M apucTo(daHOBCKO KOMeIuUn
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2021

09.11 | Anekcanpap Ans6beB 1 JeKabpucTcKuit BocTok

30.09 | TIpo6eMbl BO3E/CTBUSI MY3bIKM — 3BYYaHUSI — peUM — XKecTa
30.06 | My3bika 3THOKOH(peCCHOHaIbHbIX 001IMH [TepenHeit A3um
26.05 | ITepeBoruionenns Kazauka

21.04 | Ot 3pumMoro K caslMMoMy: metaphysica lucis u cypusm

07.04 | K ngee MCTOPUKO-TEPMUHOIOTUUECKOTO CII0BAPS

10.03 | My3uuupoBaHue 1 UCJIaMCKOe IIpaBo: MpobaeMa MeTOH0IOT UM
17.02 | «<EBpeiickue recun» Moucest CamymiaoByuda BaitHO6epra

2020

17.12 | KintoueBbie kKoH1IenThI JI.A. Masens

16.12 | ITpocunThiBaBLINMii cyaboy: JI.A. Ma3sesb

11.11 | Cumpounu BerxoBeHa B pemakiuu Mropss MapkeBuua
16.09 | My3biKkanbHbIE MHCTPYMEHTBI B CMHArorax AHTUMYHOCTH
08.07 | Pycckoe 11epKOBHOE TTeHMe KaK COLMaTbHbIN TEKCT
17.06 | MakaM 1 IOCTBU3AaHTUICKOE TIeBYECKOE MCKYCCTBO
27.05 | 3HaKM KaHTWIISILIUY B €BPEiCKOii Tpaauimm

13.05 | KoHuenuus Maaaxy B ucjiame

01.04 | CuMBO/IMYECKOE TOJIKOBaHME «KM(apbl» U «IICAITEPUSI»
26.02 | TepMuH «My3bIKa» B TpakTaTax 3anagHoi Espomnbl X—XII BekoB
29.01| TemaTtuyeckue HaIpaBJIeHNUsI CEMMUHApa

2019

20.11 | Xa6yBbl, aHEHAKM ¥ XOMOHMSI: MEKIY SI3bIKOM Y MY3bIKOJA
23.10 | My3bIKa KaK IIpUTrOTOBJIeHKE K hustocopum

25.09 | PasmbiiieHe 06 omHoM rpuroBope: Tumodeit MumeTckumii
25.09 | TpakTaT ABIryCTMHA B KOHTEKCTE YUEHMUSI O METPE U PUTME
18.09 | Mysbika eBpeeB Kaxkgapckoii [lepcun

18.09 | O6nactsb 3anpera B ITepsoM Xpame ¥ CUHTE3 VICKYCCTB

10.07 | OnbIT aHanMM3a cedapacKkoii MOJTUTBBI

10.07 | EBpetickue 3HaKM KaHTWIISL MM KPYITHBIM TJIAHOM

03.04 | Xaguc Kak MHCTPYMEHT OMUCKYCCUM O MY3bIKE B UCIaMe
13.03 | PaHHMe CTapOOOpSIUECKIE IUIEPHI O LIEPKOBHOM ITEHUM
13.03 | Ypoku 3HaMeHHOTO0 MeHus oT ctapoobpsiaia JI.C. Muxaiiiosa
13.02 | My3bIka 1 5THOKOH(pECCHOHAa/bHbIE MEHbIIMHCTBA [Tepcun
13.02 | DTHOKOH(}EeCCHOHATbHbIE MEHBIIMHCTBA VMpaHa

30.01 | K ucTopmu u3ydeHus: eBpeiicKuxX 3HAaKOB KaH TSI

165
64|
163
162
61|
160
1591
158

157|
156
55|
154|
153
152
151]
150
149
48|
147|

46|
145
144
43|
42|
41|
140
139
138
137|
136
135
34|
133
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2018

05.12 | IBa ckasaHusI MPOTUB XOMOHMUM (OK. 1651)

05.12 | Bortpochkl KOMIO3ULIY B «MYCUKMUIICKOI paMMaTUKE»
21.11 | OT 3HaKa K 3BYKY: KaK M3y4yaTb My3bIKy apameeB?

17.10| HarpaBJieHMs1 UCCIeA,0BaHMST €BPeICKMX 3HAKOB KaH TUIIS LIV
17.10 | KoHuenrryanu3anms My3biku nepuona Broporo Xpama
27.09 | 9KCIIepUMEHTBI 10 TUIIOTe3€ KOTHUTUBHOI'O AMCCOHAHCA
27.09 | KorTHUTMBHBIE OCHOBAaHUS TAPMOHNYECKMUX COOTBETCTBUI
13.06 | UHTyMLIMS «T€JIeCHOCTU» 3ByKa B AHTUYHOCTHU

13.06 | UHAMBUS, U TEJIO B UCTOPUM €BPOIIeiicKoii humocopum
23.05 | ITcasom 51: ombIT aHaNM3a

23.05 | Dmouust TaBuaa. YTo TOBOPST TPaKTAThI O My3bIKe?

11.04 | Mysbika B Uciame: Koraa gO3BOJIEHHOE 3aIPETHO...

11.04 | i3o6paskaii!

07.03 | My3biKka/ibHas JeUHULIAS B 3€pKajie 30X

07.03 | 2. ITaHO(CKMIT ¥ 3BYKOIPOCTPAHCTBEHHBIE CTPYKTYPhI
07.02 | IpeBHeapMsIHCKAsl AYXOBHAs TMMHOIMS KaK CUCTeMaA
07.02 | Posib 3HAKOB KaHTUJUISILIMM B UTE€HUM CBSIIII€HHBIX TEKCTOB
17.01 | O komnekuusix Hill Museum & Manuscript Library

17.01 | «T'apmoHMs Belieii» B m03Me OpUyreHbl «3Be30HbIN Xpam»

2017

20.12 | TekcT mocie Xxpama 1 XxpaMm Mocjie TeKCTa

20.12 | K ucropumn nsyyenus mysbiku [IpesHeit Nynen

20.10 | Kocmoc kak 3By4aias CTpyKrypa: counHenus [V-1X BekoB
18.10 | TekcT mocie Xxpama U Xpam Iocjie TeKCTa

18.10 | K ucTopum n3yyeHus My3bIKM MePyCAIMMCKOT0 Xpama
05.07 | ITomrotoBKa MeXAyHapoaHOI KoHGepeHyu (7-9.11.2017)
28.06 | UHCTpyMeHTa/IbHOE yYacTHe B paHHEXPUCTUAHCKO TUTYPrun
28.06 | Xpam ConmomoHa: TeKkCT u 06pa3s

14.06 | Happ JaBua Kak My3bIKaHT B CpeJHEBEKOBbIX MMHMATIOPAX
14.06 | TIpencraBieHust o «IcantTepun» 1 «kudapa» naps JaBuma
17.05 | TTcanmbi 41 (42) u 143 (144) B McKycCcTBe magam

17.05 | TTcanmbl 41 (42) u 143 (144): onbIT aHaMM3a

05.04 |TemaTuyeckyue HaTlpaBaeHMs ITPOEKTA: 06CYKIeHNe
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KOH®EPEHIIM U

[Tpo6ieMaTyKa MEXIYHAPOIHBIX KOH(pepeHLMii mpoekTa «My3bika B Kysib-
Type» CBSI3aHa C OTKPBITVIEM HOBBIX MCC/IEI0BATENbCKMUX HATIPABIEHMI 160
C TIO[IBeJIeHMEeM MTPOMEKYTOUYHBIX WJIM OKOHYATENbHBIX UTOTOB (DyHIaMeH-
TaJbHBIX HAYYHBIX TIPOEKTOB. Bo/bIllOe 3HAUeHVE IMeeT BbIOOP TEMBI, CIIO-
COOCTBYIOIIE 0ObeAVHEHMIO CTIEIMATICTOB M3 PasHbIX 06/1aCTelt ryMaHuTap-
HBIX 3HAHWI. DTOT ITOJXO, BBICBEUMBAET MEKAMUCIUTUIMHAPHYIO IT€PCIIEKTUBY,
KOTOpAast OTPaKaeTCsl B KOJUIEKTUBHBIX TPYAAX, MaTepuanax KoHbepeHi
¥ @aBTOPCKMX MOHOTpadusX.

KoHbepeHIM MPOBOASITCS OOMH WM IBa pa3a B Tof, Py MHGOPMaLMOH-
HOJ1 TIOAIepskKKe TTAPTHEPOB ¥ COOPTaHM3AaTOPOB, COMIPOBOKIAIOTCS KOHIIEP-
TaMM U BHICTABOYHBIMM SKCITO3UIIVISIMM.
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Mys3bIKa B KyJbType
2025.12.02-04 |

KoHdepeHnus mpuypodeHa K OTKPBITUIO HAYYHO-06pa30BaTeIbHOTO MHTEP-
HeT-TIOpTaja, MOCBSIIEHHOTO COep)KaHuIo MpoeKTa «My3bIKa B KYJIbType».
[TpoexT peanusyetcs B [ocyiapCTBEHHOM MHCTUTYTE MCKYCCTBO3HAHMS I10 ye-
ThIPEM OCHOBHBIM HAIpaBIeHMSIM, ITPEACTABIE€HHBIM B pa60Te KOHGbEPEHINN:

SI3bIK My3bIKM & SI3BIK OMMCaHMS My3bIKK (2017-)

Mysbika & ¢pumocodpus & KorHuTuBucTrKa (2018-)

PacceinmanHoe & co6panHoe (2021-)

VHdopmanust & KoMMyHMKaIims & TBopuecTBo (2024-)
B pamkax koHpepeHIMM TPOBOAUTCS 2-s1 HayuyHast ceccus 10 eBpeiickoMy
MCKYCCTBY IIPU YYaCTUM CITEIMATMNCTOB U3 CTpaH EBporibl, A3uu 1 AMepuKu.

Nudopmaryusa & KOMMyHMKaIUA & TBOPYECTBO
2024.10.15-16 |

AxameMunueckuit My3bIKaJabHbINM XKypHaI «Mup my3siku» (Musiqgi Diinyasi),
OCHOBaHHbBIN B 1999 ropy B baky, BJsieTcsl Ha NPOTSKEHUM OBAALATHU MISATU
JIET IOCTOSTHHBIM MeXyHapOJHbIM [TapTHEPOM MY3bIKaJIbHbBIX M3JaHWUIA, BXO-
ISIIMX B PeecTp POCCUICKOTO MHAEeKCa HAYYHOTO LIMTUPOBAHMS, U IO -
KOV JIJIS1 COTPYAHMYECTBA POCCUIMCKUX U 3apYOEKHBIX YUeHbIX. F0OMIeiiHbIi
25-i1 rom v 100-7 HOMep KypHaJIa CTajIu [IOBOAOM [JIst 06CYKIeHMs TpobiieM
MU3aTeIbCKOM ¥ MHPOPMAIMOHHOI MOJUTUKM, HAyYHO-OpraHM3alIOHHO’
” uMdpoBOIT KOMMYHMKAIMH, & TAKKE BOITPOCOB COXpaHEHMST HAYYHOTO Ha-
cJlefyist Ha TIOCTCOBETCKOM MPOCTPaHCTBeE.

KondepeHuust oprannsoBaHa Ha rioniaake ocygapcTBeHHOTO MHCTUTYTA
MCKYCCTBO3HaHUS ¥ MOCKOBCKOJ TOCyIapCTBEHHOV KOHCEPBATOPUM UMEHU
I1.11. YajikoBcKoro.

Puropuka miava Ot JPeBHOCTY A0 COBPEMEHHOCTH
2024.05.21-23 |

KondepeH1st MocBsIeHa pUTOPUKE T/1aua Kak sI3bIKY ¥ KOLY MUPOBOI Xy-
JOKECTBEHHOM Ky/IbTYpPhI. [IpeaMeT MCC/IeqOBaHMsT M3YUaeTCsl CKBO3b IPU3MY
3ByUalleit peun, My3bIKi, CIOBECHOCTH, IACTMYECKOTO 00pasa v kecra. B 3a-
Jlauy yYaCTHUKOB BXOAUT CO60P M 006001[€HNE HAyUHO-TPAKTUYECKOTO OIThITa
B 00/1aCTH MCKYCCTBA MY3bIKM, IT093UIU U JIUTEPATYPBI, 06PSIIOBOTO QOIbKIOPA,
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IMnaxanswuyst. Pocnivich rpobHMIlse YeepxeTa B JlonuHe 1apei,
Jlykcop. Okomno 1290-1279 no H.3.
®orto M. ITanapunka u I1. Cmuta

MIaCTUYECKIM-BU3YaIbHBIX MCKYCCTB U COBPEMEHHBIX Xy 03KeCTBEHHbIX ITPaK-
TUK. B LIeHTpe BHMMaHMs — PaCCMOTpPeHMe KOHTPACTHBIX 3MOLMOHAIbHO-CH -
TYaTUBHBIX OLIYIIEHUI Y CPENCTB BbIPA3UTEJbHOCTH IJIaua U MPUIUTAHUNA
B LUIMPOKOM JIMaria30He BpeMeH! OT PEBHOCTHU 10 COBPEMEHHOCTH U CIIeKTpe
Pa3IMYHBIX KYJIbTYp. YCTAHOB/IEHA ONITMKA UCCIen0BaHMs peHOMeHa T1ava oT
puTyaia o KOHIIENTa, SPKO BbIPayKeHHOTO KaK B MYy3bIKaJIbHBIX, TaK U JIUTEPA-
TYPHO-TIO3TUYECKMX SKaHPaX, B aBTOPCKOI pedieKcuy COBpeMEHHBIX U Kiac-
CUYECKUX TTpou3BeneHnii. Ocoboe BHUMAaHME YOEIE€HO TPAOVIIMSIM KEHCKOTO
MeHUS/TIPUYNTAHUS.

IIpoGsieMbl BO3OECTBUS MY3bIKM — PEUM — JKecTa
2021.11.09-10 |

KoHdepeHLust mocBsineHa mpobjaemMe SMOIMOHATBHOTO BO3IEMCTBUS MY-
3bIKM, PEUM U KecTa. 3aJadya MeXIUCIUIIMHAPHOTO COTPYIHMYECTBA CIie-
LIMAJICTOB — B OOMEHE OIbITOM B Cepe U3yUeHUs SI3bIKAa IMOLIMOHATbHBIX
COCTOSIHMI B Pa3/IMUIHbIX CErMEHTaX MCKYCCTBa ¥ HAyKM Ha COBPEMEHHOM
srare. OCHOBHbIE BOIPOCHI KOH(DepeHIMy cpOopMYIMPOBaHbI B TUIaHE TIOMCKA
HelipoPU3MONIOTMUYECKX U KYJIbTYPHBIX OCHOBaHMIA, KOTOpbIE 00YC/IaBIMBAIOT
€IOVHCTBO SI3bIKA BhIPasKeHMS SMOILIVIA, C OIHOV CTOPOHBI, 11 IIPUCYTCTBUE JINY-
HOCTHOT'O Havasia, ¢ Apyroii. KakoBa crereHb CBOOOABI B peau3alyiu Iiaveit
110 KaHOHAM KyJbTYpPbI U TIpea3aJaHHbIX Jorndyeckux cxeMm? Kak BbIpaske-
HBbI ¥ OIMCaHbI TEJIECHOCTb U MeXaHM3Mbl ah(PEKTUBHBIX COCTOSTHUIA B Peunt,
MY3bIKE U XecTe?
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MbICIb 0 My3bIKe B aBpaaMU4ecKux Tpaguuusax — 2019
2019.11.06-07 |

KoHdepeH1us mocssieHa 06CykaeHMI0 TPo6ieMbl KOHIIEIITYaIM3alui 3BY-
Ka B MMMCbMEHHOI M YCTHOJ MY3bIKaJIbHBIX TPAAMULMSX HA LIIMPOKOM Aua-
ra3oHe HeBepOAIbHBIX U BepOaTbHBIX TEKCTOB — OT CBsimeHHOro ITrcanust
IO HOBENIINMX TeopeTnuyeckux TpynoB XXI Beka. OCHOBHas MpobaeMaTHKa
COCPenoTOoYeHA Ha YCTOMUMBBIX 6a30BbIX MHTOHAIIMOHHBIX MTATTEPHAX B pa3-
JIMYHBIX CTOSIX TPAOULIMOHHOM MY3bIKM U TIOAXOHAX K M3YUEHMIO «OPOASTUNX
MeJIOAUIt», MUTPUPYIOIIUX MeIOAMYeCKUX MaTTePHOB B IPOCTPAHCTBE MY-
3bIKaJIbHBIX KYJIbTYP aBpaaMMUueCKuX Tpaauluii. B 1jeHTpe BHUMaHUS — U3-
yueHMe BO3MOKHOCTE I COBPEMEHHOJ KOMITbIOTEPHOI paciiMppoBKM 3BYKa,
MMPaBUJ U NIePCHEKTUB PYYHOM M aBTOMATU4YeCKOl pa3sMeTKM ayauosarnucen
Y TPAHCKPUIILINIA, KOHI[ENIMIT «MHOTO3BYUMSI» U «MHOTOCTPYHMSI» B aHTUYHOM
Y PAaHHEXPUCTUAHCKOI MY3bIKaIbHBIX TPAAULMSIX.

Mysbika - pmnocopmsa — KOTHUTUBUCTUKA
2018.09.26 |

Mapxk I'enpuxosuu ApaHoeckuti

Brimaronmiicsi COBETCKMIA M POCCUICKIIA yUeHbIl, My3bIKoBed, Mapk ['eHpuxo-
B4 ApaHoBCcKuii (1928-2009) ocTaBui yHUKAJIbHOE Hacaeane, 3aCay>KUBaK0-
Iee rTy6OKOTo M3yueHNs B KOHTEKCTe COBPEMEHHBIX ITPO6IeM r'yMaHUTapHO
Hayku. B My3bIKOBeIEeHUM C €T0 MMEeHeM CBSI3aH Psif COObITU, KapAMHATBHO
TIOB/IMSIBIIMX HA pa3BUTME MY3bIKAJIbHOI HayKku. TlocTaBieHHbIe U pa3pabo-
TaHHble M.T. ApaHOBCKMM ITpO6IeMBI PaCHIMPWIN TOPU30HTHI MY3bIKO3HA-
HUSI B MEeXIUCLUIUIMHAPHO MepCriekKTUBe U COXPAHWIN aKTyaJlbHOCTD IJ1s1
uccaenoBaTesneii, 06palleHHbIX B CBOEM TBOPUYECTBE K Teopuu 1 punocodun



26 YAcCTb . TIPOEKT «MVY3BIKA B KYJIBTYPE»

CO3HaHMS, U3YYEHNIO MEXaHM3MOB BOCIIPUSITYSI, 06pabOTKY 3BYKOBO# / My3bI-
KaJbHOI MHGOPMAIMHK, K TOMY, UTO OTIPEeeSIeTCs TOHSITYEM «MY3bIKaTbHAasT
KOTHUTUBUCTUKA». BaskHas 11e71b KOH(MepeHIIUY — IMPOTHO3MPOBaHNE BO3MOXK-
HOCTelt 00beAVHEHNSI CIIeIMATMCTOB PA3IMYHbIX HAPaBAeHUi TYMaHUTap-
HO1 HayKy 7151 06MeHa OTIBITOM ¥ METOAAMM pellleH s TOCTaBIeHHBIX 387a4.

Mbiciab 0 My3bIKe B aBpaaMUUYeCKux Tpaguuusax — 2017
2017.11.07-09 |

KoHbepeHI1s MOCBSIIEHA IMMPOKOMY CITEKTPY BOTIPOCOB, CBSI3aHHBIX C M3-
yUeHMeM CITIOCOO0B CHUCTEMATHU3ALMM MY3bIKaIbHOTO 3HAHUS B TECHOM B3aM-
MOJENCTBUM C UCTIOIHUTENBCKOV ITPAKTMUKOI B MPOCTPAHCTBE aBpaaMUIECKNUX
Tpaguuuii (Mygansm, XpUuCTUaHCTBO, UCAaM) U CBSI3aHHBIX C HUMM €IVHBIX
9TUKO-3CTETUYECKUX LIEHHOCTEIA.

BrepBble Ha IUIOIIAIKe MEXIYHAPOIHOI KOHbepeHIMM cobpanuch cre-
LMAIACTBI, MU3YyYalolllye KOHLEMNIMM My3bIKM Ha MaTepuae IMUPOKOTO KOp-
yca MICTOYHWMKOB, — OT TPAKTATOB O MY3bIKe JI0 PEJIUTMO3HOM 1 60TOCTIOBCKOT
JIUTEpaTypbl, — UTO ONPEEeNNI0 BO3MOXKHOCTb YBUIETh Pa3InuMe S3bIKa OIK-
CaHMST My3bIKM B K&XKIOM 13 JKaHPOBBIX 06Pa3II0B ¥ 0CO3HATH HECBOAMMOCTD
MX K KAKOMY-TMO60 OZHOMY ITOHMMAaHMIO MY3bIKM JaXke B Mpezenax OgHOM
Y TOV e KYJbTYPBI.
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CEccuu
1-sg HayuHas ceccus 110 eBpeiiCKOMY MCKYCCTBY

HayuHas ceccusi 1o eBpeiickoMy MCKYCCTBY, cocTosiBiiasicsa 20-21 mas
2021 ropa Ha miomaake ['ocygapCTBEHHOTO MHCTUTYTA MCKYCCTBO3HAHMS,
CTaJIa TIEPBbIM COOBITHEM, ITOCBSAIEHHBIM MEXIUCIUTUIMHAPDHOMY M3yde-
HMIO €BPEeNiCKOro UCKYCCTBA B cucTeMe POCCUIACKON akageMuy HayK. B ripu-
BETCTBEHHOM CJIOBe JupekTopa [ocynapcTBEHHOTO MHCTUTYTA UCKYCCTBO3-
HaHMs, JOKTOpa UCKycCcTBOBeaeHus Hatanumu CUIOBCKOM MPO3ByYall TE3NUC,
COITIaCHO KOTOPOMY €BpeliCcKOoe MICKYCCTBO SIBJISIETCS «He Y3KOHAI[MOHATbHOM
U He Y3KOJIOKaJIbHO TeMOoii, a GOpMUPYET BOKPYT CeOS MIMPOKUIi CIIEKTP
npo6seM, CBSI3aHHBIX C MHIEHTUYHOCTbIO, KOHTAKTaMU U OCYIIeCTBIEHEM
Ha 06111eM KOpHe COBEPIIeHHO KOHTPACTHBIX XYIOXKECTBEHHBIX TPAAUIINI».
OcHoBaTtenb HCTUTYTa eBpeiickoil My3bIkM JIOHZOHCKOTO YHUBEPCUTETA
U yupenuTenb MexayHapogHoro ¢opyMa Mo eBpeiicKoii My3bike [Ixkepasib-
IVH Aysp6ax OTMEeTHIA, UTO €BPeiiCKoe MCKYCCTBO SIBJISIETCS] «<MUKPOKOCMOM
MMPOBOTO XyAOXKECTBEHHOTO HACAeIMsI» B CMITy OCOOEHHOCTEN MCTOPUM Ha-
popa. «Haia 11e/1b — pa3BMBaTh HOBbIE HallpaBaeHMS UCCIeN0BaHMIA U TIpef -
JaraTh 06pa3oBaTeNbHbIe TPOrPAMMBbI», — CKa3asl aAupekTop PoHIa aMepyKaH-
CKOJ1 eBpeiicKkoii My3bIky JIoyasia MujikeHa, mpogeccop STHOMY3bIKOJIOT UM
Mapk Knurman. Ceccusi, mpoBeieHHas B paMKax JIEKIIMOHHO-BbICTABOYHOT'O
npoekTa «Boctok PyBuma Ma3sensi» (I'paHT My3€eliHbIX MHUILIMATUB U BbICTA-
BOUYHBIX MpoeKTOB, 2020-2021), conpoBoxpanack «Henemneit eBpeiickoro uc-
KyccTtBa B TUW» (17-21 mast) 1 o6bemuumIa 60jee copoka yUeHbIX U3 ISITHA/I -
1aTu cTpaH mupa — Poccun, Benopyccun, Ykpaunsl, JIMTBbI, AsepbaiiakaHa,
XopBatuu, ABctpun, Hupepnaumnos, lepmannuy, Benukobpuranmum, U3pans,
Typuumn, benbrum, CIIA 1 Kanagpbl.
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TemaTyKa nepBoro qHs Ceccuu, rocBsieHHast «Murpammm 1 TpaHcgop-
Malluy B eBpeiiCcKoi My3bIKke», 6b1a 00bsiBJIeHa MekIyHapOgHbIM (POPYMOM
10 UCCJIeS0BAaHMIO €BPEICKOI MY3bIKM KaK MIPUOPUTETHOE HAaIIpaBieHMe UC-
cnepoBanmst 2020-2023 rogos. C goknagaMy BeICTynmIN OKTOp I0aut ®pu-
remu Hupan (M3pawuib), pokrop IOgut Kosn (KaHaga), noxkrop Banbrep 3eB
®enpgman (CIIA, OAD), nokrop Huibc @anbx (Hupmepnanzel), LOKTOp Muxasib
Jlykun (U3pauib), gokrtop Mapia dy6pos (CIIIA), KaHaAUIAT MCKYCCTBOBE-
nenus EBrenus Xaspgan (Poccust), mokrop Mapra llltensmaxep (I'epmanus),
IOKTOD McKkyccTBOBeneHus ['tonbrekmH [Mammimmu (Poccust), mysbikoBeq, Mcaak
Jlo6epaH (ABCTpMS), KAHAUIAT UCKYCCTBOBemeHMs ViHecca JIBykuabHas (Bemo-
pyccust), KaHOIUZAT UCKYCCTBOBeneHms: Banepus ®enorosa (Poccust), LOKTOP
HaBun-33pa OxkoHcap (Benbrus — Typuus), noktop Tamapa I0pkuu CBubeH
(XopBaTust), KauauoaT uckyccrsopegenus Tamapa CkBupckas (Poccus), UHHa
Manonosa (Poccust), maructp XaBa Banuukosa (IlImynesuu) (M3pawuib), Unbs
CaittanoB (Poccus).

Bropoit nenp Ceccum mipoien nofn teMoit «EBpeiickoe uckycctBo. OT Teo-
puu K npakTuke». JOKIaApl MSTU CEKIMIT OXBATUIMU MIUPOKUIA CIIEKTP MPO-
671eM — OT METOZIOIOTMM JI0 €BPEIiCKOM UAEHTUIHOCTY B TEOPUM U TTPAKTUKE
7IaCTUYECKOr0, TPOCTPAaHCTBEHHO-BPEMEHHOI'0 U IIPUK/IALHOTO UCKYCCTBA.
Boictynanu gokrop Wibst Pomos (M3panib), KauauaaT Guiaocodpckux Hayk
JIngnsa Yakosckas (Poccust), BOKTOp UCKYCCTBOBeAeHMs Bnaanucias iBaHOB
(Poccus), mokTop Onbra Jlesutan (M3pauiib), KaHAMIAT QUIOTOTAUECKUX
Hayk TasimHa dnuacbepr (Poccus), KaHIMIAT MCKYCCTBOBeneHMs 'puropmii
lanmpo (Poccust), KaHOMAAT MCTOpUIECKUX HayK AHactacus baykosa (Ykpa-
uHa), actiupaHT EkaTepuna benknna (Poccus), KaHauaaT Guaocopckmx Hayk
Henuc Bupen (Poccus), uckyccrsosep, Ceetnana ITaxomosa (Poccust), OKTOp
ncropuyeckux Hayk TaTbsiHa EMenbsiHeHKO (Poccust), XymoskHuK Pamu Meup
(M3paunb — Asep6aiimkan), maructp Hatanbs OropesbiineBa (Bemopyccus),
cryneHTKa Bukropust Kupuibiesa (JIntea), MCKyccTBOBel AHHA BolmHUyK
(Benmopyccust), mysbikoBen, Padasins Hekranos (CIIIA), paBBuH Bopyx ba6aes
(CIIIA), my3bikOBen, neBel] 33po Manakos (CIIA), BOKTOp MCKYCCTBOBEOEHMS
Wzammii 3emuosckuii (CIIA).

O6cyskmanmch MpobieMbl, CBSI3aHHbIE C TEPMUHOJIOTUEN, MEJIOIMKOI U TTPO-
1eccaMu TpaHchopMaluy eBpeiiCKo INTYPIUn; aHATUTUYECKYIMY TTOIXO0IA -
MM K UCC/IeJOBaHUIO €BPeiCKOi My3bIKM U JIUTYPTUM; KPOCC-KYIbTYPHBIMU
B3aMMOJECTBUSIMM; TBOPUECTBOM KJIACCUUECKUX Y COBPEMEHHBIX €BPEiCKIX
KOMIIO3UTOPOB; €BPENCKOI TeMaTUKONM B MYy3bIKE U IPYIUX UCKYCCTBAX; Ia-
MSTBIO O XOJIOKOCTe B KOMITIO3MTOPCKOM TBOPYECTBE; TAHL[EM U )KeCTOM B Tpa-
IULMY BOCTOYHOEBPOTIEMCKMX €BPEeEB; BOIIPOCAMU €BPEIICKON UAEHTUYHOCTHU
B VMICKYCCTBE; TTOJX0IaMy K MCCIeJOBAHMIO eBPeiicKoro 1306pa3smuTenbHOro
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MCKYCCTBA; COLMAIbHO-KYIbTYPHBIMY GYHKIIMSIMU U ITPOOIEMOIi COXpaHe-
HMS CMHATOT; crieln@uKoii, periepryapom 1 peduiekcueil eBpeiickoro TeaTpa;
MIPUKIATHOTO UCKYCCTBA OGYXapCKMX M KaBKa3CKMUX eBPeeB U Jp.

2-1 HayuHas ceccusi Mo eBpeiicCKOMY MCKYCCTBY

Bropast HayuHast ceccust 110 eBpeiickoMy MCKYCCTBY 3—4 mekabpst 2025 roga
o6beayHMIIA HA OHJIAlH iaTdopme HayuyHO-131aTe/IbCcKoro meHTpa «Mup
MYy3bIKM» YueHbIX 13 Poccun, CIIA, Benykobpurannuu, ispauns, Benopyccun,
Typuumn, benbrum n l'epmannmn. Cpeay y4aCTHUKOB — UCTOPUKU U TEOPETUKU
MCKYCCTBA, My3bIKOBEZbI, KyIIbTYPOIOTH, GUI0COGbBI M apXUBUCTHI.

JIloktaabl pacrpeneneHsl Mo ceKiusM «My3bIKa U 0011ecTBO», «My3bIKa
M IMYHOCTD», «My3bIKa 1 06pa3oBaHue», «My3bIKa 1 apXUTEKTypa», «My3bIka
¥ METOA», «My3bIKa ¥ HayKa», «My3bIKa ¥ KOTHUTUBUCTUKA», «My3bIKa U U30-
6paxkeHne», «<Bpomsume mMenogun», « “Ceoe” n “ayskoe”». Tema «6pomsumx
MeJIoAVII» TIPUBJIEKIIA HaMbOJIbIlIee BHMMAaHME YIaCTHUKOB M BOKPYT Hee Op-
raHM30BaH KPYIJIbIi CTOJI, COOpaBILMII M3BECTHBIX YUeHbIX 13 KanndopHnii-
ckoro yHuBepcurera B Bepknu (CIIA), YuuBepcuteta Jinaca (Benukobpura-
Hus), YHuBepcuteta bap-Winan u EBpeiickoro yHuBepcuTteta B Uepycanme
(Vspanib) ¥ APYrux MHCTUTYLIUIA.

BriepBble B akaieMnuecKoe MCKYCCTBO3HAHME BBeJleHa MpobieMa usyve-
HUS €BpeNCKO-TIePCUICKONM PYKOIIMCHOV KHUTY 3TI0XU MPaBIeHUS AMHACTUA
CedeBumoB (1501-1722) u BOIPOCHI ee XymOKECTBEHHOTO 0(GOPMJIEHMS],
paccMaTpuBaeMble C TOYKM 3peHMSI MOUCKA OCHOBHBIX UAMOM eBpeiicKOro
MCKYCCTBA, CBSI3BIBAIONINMX MPOIIIOe ¢ HacTosmuM. Ceccus paspabaTbiBaeT
HOBbIE ITOAXOAbI K M3YUYEHUIO eBPEeiiCKOT0 MCKYCCTBA Ha MaTepuase pasHbIX
BUJIOB MY3bIKM — OT YHUKAJIbHOT'O MY3bIKaJIbHOTO HaC/AeAUs niggunim, usyJa-
€MOr'0 B CaMbIX Pa3HbIX aclleKTax, BOIIPOCOB METO0IOTMM U POJIU TIeCHOIIe-
HMI B 9TMUECKOM BOCIIUTAHUY TMUHOCTY 4,0 aPXUTEKTOHMKY CMHATOTaIbHbIX
MEeJIOAMIA U PO IMYHOCTY U MY3bIKM B paMaTU4YeCKUX 3M130[aX eBPeiiCKOoi
MCTOPUM, B TOM UKCIIe M TBOPUYECTBE BbIAAOIINXCSI KOMIIO3UTOPOB.
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IKCITO3UIIU

My3bIKa ¥ KHUTa B aBpaaMMUYeCKUX TPaJULIUASIX

JKcro3uuus «Myspika M KHUTa B aBpaaMMyeCcKuX TpaauLusax» (KypaTop
I.b. Hlammiin) oTkpbuiach B LleHTpe BOCTOUYHBIX JiuTepaTyp Poccuiickoii
rocymapCTBeHHOI 616amoTeku 8 HOsIOpst 2017 roma B paMKax KOHQEpeHIUK
«MpICIb 0 My3bIKE B aBpaaMuueckux tpaguimsax—2017». bpuin rnpepcrasie-
HbI pAPUTETHbIE CTAapOIevaTHbIe M3MaHNs Ha a3epbaiiyKaHCKOM, apabCKoM,
apMSHCKOM, UBPUTe, UIMIlIe, TEPCUICKOM U TYpeLKOM si3bikaX. JKaHpoBoe
MHOT000pa3ye KHMKHBIX 9KCITOHATOB — OT TPAaKTaTa O My3bike U QyHzIa-
MEHTaIbHbIX TPYAOB 10 UCTOPUM MY3BIKAIbHbIX KYJIbTYD 10 PEIUTUO3HOIM!,
6OroC/IOBCKOI M alToKpM(pUUeCKoii 1 IIpoUeit INTepaTyphbl — COOTBETCTBOBAJIO
TeMaTU4ecKuM 6J10KaM KoH(epeHIMY 1 [IaBHO 3a[aue — MPeCTaBUTh SI3bIK
OTIVICAaHMSI MY3BIKYM B PA3HOOOPA3UM JIUTEPATYPHBIX KAHOHOB.

[Ipu aHanu3e U MepeBolle TEPMUHOB, HAIIpUMeED MOHSATUST «MYy3bIKa» WU
«TOH», B&KHO [TIOMHUTb, YTO OHM HAIOJIHSIOTCS pa3sHbIMUM CMbICJIAaMMU B 3a-
BUCHUMOCTH OT KaHPOBOTO JIMTEPATYPHOTO KAaHOHA, M3HAYaJIbHO 3aal0IIero
TpaBwIa 7151 s13bIKa OMMUCAHMSI MY3BIKYM U CBSI3HOCTU €€ KaTerOpuii.

BUTpUHBI SKCIIO3UIIMYM YKPACUIIO COIIBETHE cOuMHeHMi Facan 6eka 3apaa-
6m (1837-1907), Komutaca (1869-1935), V3eup lamknbexkosa (1885-1948),
Moumcest Beperosckoro (1892-1961), Pyxomna Xaneku (1906—1965) u npyrux
YUEeHbIX ¥ MY3bIKaJbHbBIX AesiTelleil MPOoIIOoro, Yeil BKIaJ B pa3sBUTHE MY-
3BIKY ObUI 1O JOCTOMHCTBY OlleHEeH MOCIeqYIOMMHU ITOKoMeHUsIMU. K Hum
mo6aBuaMch HOBble u3naHus: «lllapakaH. KaHOHBI ¥ I'MMHBI apMSIHCKO
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LlepKBU» (TIepeBoJ, C IpeBHeapMsIHCKOI0, BCTYIIUTeNbHAs CTaThsl U KOMMEH-
tapuu JI. AkonistHa. EpeBan: Capruc Xauen, [IpunTtuHdo, 2017) u «ABpennii
ABrycTtuH. lllecTh KHUT O My3bIKe» (IEpeBOJ, KOMMEHTAapUii, UCC/Ief0BaHME
E. IBockuHOI. M.: HayuyHO-U3AaTenbCKU HeHTp «MOCKOBCKasi KOHCEpBa-
Topusi», 2017).

BocToxk PyBuma Masens

BbICTaBOUHO-JIEKIIMOHHBINV TIPOEKT «BocToKk PyBuma Masens» (KypaTop
I.B. Hlamunnu) nocesimeH 130-/1eTHio Co OHS pOXKAEHUS BbIOAIOLIETOCS XY-
noxkHuKa-opueHTtanucra Unbu (PyBuma) MouceeBnya Masens (1890-1967).
BrIxogel 13 4epThl ocemyiocTu, PyBuM Masesib 6bUI CHIHOM BUTEOCKOTO CKPM-
rayva, OKOHYMBIIMM HayajabHYIO €BpeiicKyl0 IIKOJY, XeAep, a Mocjie TOro
XymokecTBeHHY0 1Koy F0.M. ITana (1854—1937). OH mpoien 1 uyepes xy-
JIO>)KeCTBEHHbIe MacTepcKue ['epMaHyy, OGHAKO PacKPhIICS Kak MOIIMHHBIN
XYIOXKHMK, COTTPUKOCHYBIIMCH C BocTOKOM.

PyBum Masenb

Crauku. 1928

bymara, akBapessb. 18 x 47 cm
TocymapcTBeHHbIN My3eit BocToka, MockBa

ITyctbiHyM U Kpacku TypKMeHMcTaHa, a mo3aHee 1 KaBkasa, 6yTO 3aHOBO
BO3POIVIN B €70 TeHeTHUeCcKoii maMsTi o6pasbl CBSATOM 3eMiu 1 Mepycanu-
Ma. 3arevaT/ieHHbIe XYIOKHMKOM Ha XOJICTe, B TpadyKe ¥ aKBapesIu CIOKETHI
Bubneiickux KHUT MHOCKA3aTe/IbHO MepeaBaanch UM B 06pa3ax 0ObIYHBIX
Jofieit, uepes UX KM3HEHHBIN YKIaJl U XyL0XKeCTBeHHbIe TPaAULUM, BKITIO-
Yarlue KOBPOTKaueCTBO 1 My3bIKy. Ha mpoTsikeHMM Beeli ucropum XX BeKa
BocTok cTas mpubeskuIneM st MU3THAHHBIX Y JOMOM JIJISl TOHMMBIX OT ITOTPO-
MOB ¥ BOJH. OH Japu1 AylIeBHOE TeIUIo ¥ JII060Bb TeM, KTO YyBCTBOBAJI ee
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IYUIO¥ ¥ IPUHUMAJ € pafocThbio. Cepplie XyI0KHMKA, HAIIOJIHEHHOE CYaCTheM
OT COTTPUKOCHOBEHMSI C TIPUPOJIO, 06pa3amu 1 MCKYCCTBOM BOCTOYHOI 3eM-
T, TEeAPO OTKIMKHYIOCH 67IarOLAPHBIM UyBCTBOM: «TYT y MEHS ITPOCHY/IACh
[laBHsIS CTPAcTb K BOCTOKY, 1 MHe 110Ka3ajaoCh, YTO 51 HAIlleJ TO, YTO JAaBHO
MCKaJl», — mcan PyBum Masesb, 6yayun Ha 3eMyie TypKMeHUCTaHa.

«BocTok PyBriMa Masesist» — 3T0 HapuIiaTeIbHbIii 00pa3 eBpeicKoii IamsITH,
[MOMOTaloIlel BBICTOSATb CKBO3b BeKa. IMEHHO O3TOMY IIeHTPaJIbHOM TeMO
SKCITO3ULIMM CTaja namsTh o Mepycanume u CBSTOI 3emiie, C IETCTBA YKOpe-
HeHHasl B CO3HAHMUM Xy OKHMKA.

DKCIO3ULMS OTKPbUIACh B paMKax «Hemenu eBpeiickoro uckyccrsa B ['MN»
(17-21 mas). Poccuiickue 1 3apybeskHbIe My3ey MIPeJOCTaBUIM MaTepuaIbl
it akerosunyn. Cpenu HuX — KapakainmakCkuli TOCygapCTBEHHBI My3eit
uckycctB (Y36ekucTaH), JlarecTaHCKuil My3eit M306pasuTebHbIX UCKYCCTB
uM. I[1.C. l'am3aToBoii, [ocygapcTBeHHbIV LleHTpanbHbI My3eit COBpeMeH-
Hoit uctopmum Poccun (Mocksa), ['ocymapcTBeHHbIN Mmy3eli Boctoka (MockBa),
TocymapCTBEHHbI My3eil M300pa3uTeNbHbIX UCKYCCTB uMeHn A.C. TTyku-
Ha (Mocksa) u ['ocymapcrBeHHas1 TpeTbsikoBcKas ranepest (Mocksa). bosbioe
3HaueHMe B OpraHu3aLMy SKCIIO3ULUY ChITPAJIO YUaCTHe JOKTOPa MCKYCCTBO3-
HaHusg Hartanuu BrnagumupoBHbl CUITOBCKOI. BbicTaBKa paborasna B locy-
IapCTBEHHOM MHCTUTYTE UCKyccTBO3HaHMS ¢ 20 mas o 18 mions 2021 ropa.
Ha ee doHe 3Byuany geKkuyy BeLymmux POCCUICKMUX U 3apyOEsKHBIX MCKYCCTBO-
BeIOB, IPOXOAUIM KOHIEPTHI KJIACCUUECKON U TPaAULIMOHHON eBPeiicKo
my3bIkU. [IpoekT «BocTok PyBuma Masesisi» cTasn jaypeaToM KOHKypca My3eii-
HBIX ¥ BHICTABOYHBIX MHUIIMATUB O6JaroTBOpUTeIbHOrO hoHma «Poccuitckuit
eBpeiickuii KoHrpecc» (KypaTop A. Tomy6oBCKMii).
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KOHIIEPTHI

Le troubadour galant

VicionauTenn: ancamb6ib «Le troubadour galant» v EBrennii Bopo6beB.

B pamMKax MeXXIyHapOIHOI MeXIMCUIUIUIMHAPHOI KOHDepeHIM
«MBbIC/Tb O MY3bIKE B aBpaaMUYEeCKUX Tpaanuuusax-2017»

Super flumina Babylonis

Wicnionaurenn: Aucam6ib LABYRINTHUS — Jlanua PS6UMKOB (IIMTOJb
XII Beka, iutonb XIII Beka), AHacTacust BoHgapeBa (Bokal, miMdoHMu),
Annpec V3maiinoB (pomaHckas apda)

33
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Menopuu Ncxaka
Wcnionuurenu: AuHa Todpman (Bokasn), lenHaauit JlaBpeHTbeB (CKPUIIKA),
Kupunn Ouiepos (repKyccus)

Triadic Memories
VicnionHuTenb: Muxaun JIy6oB (popTemnmaHo)

My3bIKa eBpeiicKoro Tearpa

COBMECTHO C KYJIbTYPHO-00pa30BaTEbHBIM ITPOEKTOM «DIITKOIOT» B paMKax
«Hepnenn eBperickoro uckyccrsa B '» B mae 2021 roga

Ucnionuutenu: EBperickuii opkectp umenu A.Il. UexoBa — AnmHa MBax,
Muxann Anbrinyiiep, Anekcanap Bponseiibep, rops Bypmucrpos, Bopuc
NukoBuy, Anekceit Po3os, nbs CaiiTaHOB



YACTb . [TPOEKT «MV3BIKA B KYJIBTYPE» 35

N3DAHUSA IPOEKTA

Monorpaduu / C6OpHUKHU

BocTok PyBuma Ma3sensi: BbICTABOYHO-EKIMOHHDIN MpoekT (17-21 mas
2021) / Pep.-coct. I'b. Wlamunnnu. — M: TocymapCTBeHHBIE MHCTUTYT
MUCKyCcCTBO3HaHMs, 2021. — 148 c.: mi.

ISBN 978-5-98287-171-8

ITpoekT «BocTok PyByuma Masesnsi», IOCBSILEH-
HbII 130-71€TUI0 CO IHS POKAEHMS BbIAAIOILEr0Cs
XynooxxHuKa-opuenranucra Unen (PyBuma) Mo-
uceesmuua Maszens (1890-1967), mpegocrasisieT
YHMKaJIbHYIO BO3MOXKHOCTb II03HAKOMUTHCSI C e-
HOMEHOM eBPeJiCKOro MCKycCTBa 4yepe3 pasHo-
o6pasHbie (GOpMbI B3aMMOJENCTBUSI CO 3PUTETIEM
u cnymareneM. ITepsas MexxayHapoLHast MeXAMC-
LMIUIVMHAPHAsI Ceccusl 10 eBPeiiCKOMY UCKYCCTBY
(20-21 mas), cobpasiuast 6osee 40 yueHbIX 13 14
CTpaH Mupa peanusyetcsl B pamkax «Hezmenu es-
perickoro mckycctBa B [MU» (17-21 mast) 1 06b-
enVHSIeT NeCSITKM POCCUIICKMX ¥ 3apyGeXHBIX
HayYHbIX MHCTUTYLIMI Y XyA0KeCTBEHHBIX 00bely-
HeHMiA. ViccnenoBatenyt pa3pabaThiBalOT MOLXOMbI
M aKTyasbHbIe TEMbI eBPeJICKOro MICKyCCTBa Ha Me-
CTaX ThICSAYEJIETHETO IIPOXKMBAHMS U ITPOLBETAHUA
eBperickMx o6uMH 3amnazaa 1 BocToka.

V3paHo Ipy MOALEPKKe 6/1ar0TBOPUTETBHOIO
donpa «Poccuiickuit eBpeiickuit KOHrpecc».

Ilamummm ILB. ®umnocodusa myssiku. Teopusa M MpakTUKa UCKYCCTBA
magam / OtB. pen. U.K. Kyznenos. — M.: OO0 «Cappa»; VsgaTenbckuit
mom SICK, 2020. — 552 c., mi., Bkiagka. — (Puaocodckast MbICTb MCIaMCKOTO
mupa: Vcenegosanus. T. 5).

ISBN 978-5-907041-30-1

B ueTbIpex I1aBax 1 ABYX NPUIOKEHUSIX HACTOsIIIeli KHUTY BIIepBble OIVICAaHbI yCTOM-
YMBbIe 3aKOHOMEPHOCTY MbILIJIEHMS (OTHOLIEHMS YaCTU U LIeJI0r0, UX IIPOTUBOIIONOXKE-
HUSI M 06beIMHEeHNST) B TEOPUM U TIPAKTMKE MCKYCCTBA Maqdm Kak YCTHO-TIpodeccuo-
HaJIbHOV MY3bIKaJIbHOM TPaAMLIMK, COXpaHsIeMOl Ha fpeBHeeBPeliCKOM, ITepCUICKOM,
apabCKOM M sI3bIKaX TIOPKCKOY rpyribl. KOMMeHTMPOBAaHHBII [TePeBO, U MICCIeloBaHM e
TpakTaTa 0 My3bike @axp an-[IuHa Pasu (XII-XIII Beka), a Takxe I1epBoe U3AaHue
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PYCCKOTO MepeBoJa TPaKkTaTa O My3blke AHOHMMA
XIV Beka («Myxammaz, Humarypm») NogYMHEeHbI
peleHuIo Mpo6aeM OHTOMOTMM MY3bIKY Y METO-
JIOTIOTMY UCTOPUYECKOTO 3HAHUSI C YI€TOM Pasin-
YU IPOLIEAYP CMBICTIOTIONATaHMS B ICCIIELYeMbIX
TpaguLMsIX.

V3naHue mpefHa3HAUEHO IIMPOKOMY KPYry
CTeIMANNUCTOB U CTY/IEHTaM BYy30B.

V3maHo npu nopaepskke HaydyHoro douma N6H
CuHbBI

Mpbicab 0 My3bIKe B aBpaamuueckux Tpagunuax — 2019. Konunennum
3ByKa & 3ByuaHus c gpeBHelmux BpeMmeH K XXI Beky. Marepuanbl
MeXAYyHapooHO! HayuyHo#t KoHbepeHuuum (MockBa, 6-7 HOSI6DS) /
Orts. pex. I.B. llamusin. — M.: TocynapcTBeHHbI UHCTUTYT MCKYCCTBO3HAHUS,

2019.-248 c.
ISBN 978-5-98287-152-7

B Marepuanax MeXIyHapOAHO! MeXIMUCLIV-
IUIMHAPHO KOH(bepeHIMY IIPe/iCTaBAeHbl Te3VChl
M IOKJIazbl, TIOCBSIEHHbIEe KOHLEIMSIM 3ByKa
Y 3ByYaHMS] B KOHTEKCTe B3aMMOZENCTBUS KyJlb-
Typ MyHLanusMa, XpUCTMAaHCTBA U McIama ¢ JIpes-
Hoctu o Hogeitero Bpemenu. [lpo6iematyka
KoH(depeHLIMY OXBaThIBAET 06JIACTY METOMLOJIO-
TMJ, TEOPUM U MICTOPUY MY3BIKYM aBpaaMMUUueCKmUX
Tpaguuuii. B KoHdepeHUMM NPUHSIIN yUacTHe
yueHble u3 Poccum, Uspawnns, AzepbaiimxaHa
W OPYIUX CTPaH.

Vi3paHme paccynMTaHO Ha CTIELMaJINCTOB IMPO-
KOT'0 TYMaHMUTApHOTO MPOGUIS U CTYIEHTOB BY30B.

VccnenoBaHye BBINIOTHEHO NPY MOALEpPKKe
POOU: npoext N2 18-012-00227a «KoHuenTya-
JM3auysi My3bIKM B aBpaaMMUYeCKMUX TPAOAULIMSIX.
Vicropus — Teopums — TpaKTHUKa»
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Mysbika - puinocodbus — koruutuBucTuka — 2018. Iamsatu M.I. Apa-
HOBCKOTO0. MaTepuasbl MeXXIyHapOAHO HayuHOi KoHbepeHmy / OTB. pe[.
I'B. amunan. — M.: TocymapcTBeHHbIV MHCTUTYT UCKyCCTBO3HaHWMsL, 2018. - 76 c.

ISBN 978-5-98287-132-9

C60pHMK MaTepuaIOB MEKIYHAPOIHOI Hayd-
Ho KoH(pepeHMK «My3bIKa — humocodms — Kor-
HUTUBUCTUKA» HAIpaBjlieH Ha o6GbeAuHeHUe
CIENAaTUCTOB Pa3IMYHbIX HaIPaBIeHUIi ryma-
HUTAPHOI HAYKM IJI1 06MEeHa OTIBITOM pelleHust
3a/1a4 110 M3y4YeHMIO MeXaH3MOB (GOPMUPOBAHMS
1I€JIOCTHOTO 00pasa Uy CBSI3bIBAHMSI OTHOEIbHBIX
MPU3HAKOB B 1I€JIOCTHBIN 00pas; JIOTMKO-CMBIC-
JIOBBIX IPAMMATHUK U MTPOCTPAHCTBEHHO-BPEMEH-
HbIX MHTYULIMI B Bep6aIbHOI chepe u My3bIKe;
MeXaHM3MOB BOCIIPUATHUS M KOHLEIITYyaJIn3alunun
BPEMEHM M SMOLMIT; KOTHUTUBHO BbIJ€/I€HHO-
CTU B SI3bIKE U My3bIKe; GOPMUPOBAHMS TICUXU-
YeCKUX, HEMPOHHbBIX M aKyCTUYECKUX / 3BYKOBBIX
CeTeil; 9BOMIOLMU Y KOTHUTUBHBIX PECYPCOB pPeUM
¥ My3bIKi. VI3[1aHMe afpecoBaHoO CIeIMaauCcTaM-
MYy3bIKOBE]aM, MCC/IeIOBATEISIM HIMPOKOTO TyMa-
HUTAPHOTO MPOGWIIS U CTYIEHTaM BY30B.

Konnenryannsanysi My3sIKM B aBpaaMuiecKux tpagnnysx — 2018: xon-
nextuBHasg moHorpadusi / OTs. pen. I.B. amwmnian. — M.: TocynapcTBeHHbI
MHCTUTYT UCKyccTBO3HaHMS, 2018. — 336 c. mi.

ISBN 978-5-98287-133-6

BriepBble 06b€KTOM BHYMAaHMSI CTAaHOBSITCSI CITO-
COoObI KOHIENTYaIM3alUM MY3bIKM B aBpaamuye-
CKMX TpaaUIUSX (MyAau3M, XpUCTUAHCTBO, UCIIaM),
CBSI3aHHBIX IMHBIMU 3TMUKO-3CTETUUECKVMM LIeH-
HOCTSIMM. ABTOPBI MCCIIEAYIOT SI3bIK OIMCAHUS MY-
3BIKM B 3aBMCMMOCTH OT IUTEPATYPHBIX )KAHPOBBIX
KaHOHOB, cGOpMMPOBAHHBIX Pa3BUTMEM AaHTUYHO
¢dumnocodckoit (TpakTaTel O My3bIKe), a TAKKe pe-
JIMTMO3HO-60TOCIIOBCKOM U ITO3TUYECKON MbICIN
B HEpa3pbIBHOM €[VHCTBE C MCIIOJHUTENbCKO
Y COUMHUTENBCKOM MY3bIKaJIbHOM TPAaKTUKOI. V3-
JlaHye MpeHa3HaYeHo CIIelyaaicTaM IPOKOro
I'yMaHUTAPHOTO MPoGWIIs ¥ YYaIIMMCST By30B.

VccnepoBaHye BBIMIOJIHEHO NPU MOIJEpPKKe
POOU: mpoext N2 18-012-00227a «Konuenrya-
JM3auysi My3blkKM B aBpaaMUUYeCcKUX TPagULysIX.
Hcropus — Teopus — MpakTUKa»
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IIpo6s1eMbl OHTOJIOTUM MY3BIKM: KOJUIEKTUBHAsT MoHorpadus /
Pen.-cocr. I.b. llamusmin. — M.: [ocymapCTBEHHBIN MHCTUTYT MUCKYCCTBO3HAHMS,
2018. -400 c. ¢ mi. — 32,5 mmey.j.

ISBN 978-5-98287-127-5

IpepnyiaraemMblii BHMMaHUIO YMTATEIsT KOMUIEK-
TUBHBI TPY[ IIOATOTOBJIEH I'PYIIIION M3BECTHBIX
yueHbIX K 90-1eTUI0 BbIJAIOLIErocsl My3bIKOBeza
M.I. Apanosckoro (1928-2009). BriepBrie B poc-
CUIICKOI 1 3apyOeKHOIT HayKe [eHTPaIMU3YIoIIeit
uaeeii MoHorpaduy CTaHOBUTCS UCCIeOBaHME
[TyOMHHBIX MeXaHM3MOB MBbIIUIEHUSI Ha MaTe-
puajie TeopuM M MPaKTUKM 3alaJHbIX U He3a-
MagHbIX TPOdeCcCHOHaNbHBIX My3bIKaIbHbBIX TPa-
IUINI B UCTOPUYUECKMe TTePUOABI «CI0Ma» MIN
TpaHchopmanyy My3bIKaJIbHOTO s13bIKa. Ocoboe
BHMMaHMe yAe/seTcs] aHaTUTUIeCKUM MOIX0JaM
K My3bIKe, KOTOPbI€ pacCMaTpMUBAIOTCS B acleK-
Te 6a30BBIX IIPOCTPAHCTBEHHO-BPEMEHHbBIX VH-
TYULIMIA, YIPaB/ISIOMIMUX TBOPYECKMM IIPOLIECCOM
Y TEOPEeTUYECKMM MbILIJIEHVEM.

V3paHye npefHa3HaveHO CHenyaaiucTam 1 yda-
LIMIMCSI BY30B.

Msicib 0 My3biKe B aBpaaMmuyeckux Tpaaunusax - 2017. Tesucel
MEXIyHAapOmHOV HayuyHo¥ KoHdepeniuu / OTB. pen. I.B. Ilamwuiin,
JI.O. AkomistH. — M.: TUMH, 2017. - 124 c.

ISBN 978-5-98287-117-6.

[Tpn noppepxkke EBperickoro mysest u LlenTpa To-
nepaHTHOCTH, Genesis Philantropy Group u ¢douzna
ABu Xait

V3naHne c60pHMKA TE3MCOB HA PYCCKOM U aH-
IIMIICKOM $13BIKaX IIPUYPOUEHO K MEKIYHAPOIHOM
Hay4YHO KOH(epeH1[MY «MBbIC/Ib O My3bIKE B aBpa-
ammueckux Tpaaunmsax—-2017» (Mocksa, 7-9 Ho-
s6psT), OpraHn30BaHHOI B [OCyIapCTBEHHOM MH-
CTUTYTe UCKYCCTBO3HAHMSI COBMECTHO ¢ EBpeiickum
My3seeM & LleHTpOM TOnepaHTHOCTH, LleHTpoMm BoC-
TOYHO} MTepaTypbl Poccuiickoii rocyAapcTBeHHOM
OGMOIMOTEKY M HAyYHO-06Pa30BaTeTbHOI TPOrpaM-
MO «DIIKOOT». Hapsmy ¢ Te3ucamu IOKIaI0B Be-
nymyx cnenyanuctos u3 Poccun, Fonnanaum, CIIA
u W3panss, a Takke acCIMPaHTOB U CTYEHTOB By30B
B COOpHMKE TIPe/ICTaBIEHbI KHVKHbIE ITPEe3eHTaINMN,
BBICTaBKa ¥ KOHIIEPTHI, BKITIOYEHHBIE B KyIbTYPHYIO
MIporpaMmy KOH(bEpPEHIUN.
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Hayunas cepust

HayuHas cepust «My3bIka B Ky/IbType» yTBepskaeHa B oKTsiope 2024 roma B pam-
Kax HarpasiaeHus «VHdopmanus & KOMMYHUKaLuUs & TBOPUECTBO», pa3pa-
6aThIBAIOILIETO BOIIPOCHI COXpaHEeHUsT HayyHoro Hacnenus (uaoes I.B. lllamum-
sin). Tpynbl TUIAHUPYIOTCS K M3TAHMIO 110 TpeM pybpukam: «VccieqoBaHus»,
«Ilybnukaumm» u «IlepeBonbl». Kaskmas 13 HUX MMeeT pelaKkiMOHHYIO KO-
JIETUIO, CBSI3bIBAIOIIYI0 HAYUHbIEe LIKOJbI HA IIOCTCOBETCKOM MPOCTPAHCTBE
C MUPOBBIMU LIeHTPaMM MO U3yUYEeHNI0 MUPOBOTO UCKYCCTBA.

Py6puka «VccneqoBaHus» MOCBSIIEHA M3IaHNUIO aBTOPCKUX Y KOJIJIEKTUB-
HbIX MOHOTpadMii, MaTepuaaoB KOH(epeHIMiT 1 COOPHUKOB CTaTe 10 BCEM
HampaB/IeHUsIM [IPOEKTa.

Py6puxka «ITy6nukaimm» MoceseHa U3JaHUI0 KOMMEHTUPOBaHHbBIX UC-
TOYHMKOB B CAMOM LIMPOKOM CMbICJ/IE 3TOTO CI0BA — OT KJIACCUUECKUX TEKCTOB
Ha 3alaJHbIX ¥ BOCTOYHBIX SI3bIKAaX, ADXMBHBIX MaTepUaIOB U pyKOTuceli o
JMCCepTAMOHHbIX MccIemoBannii XX Beka. [laHHas py6puKa COmpspKeHa ¢ Me-
TOAAMY TPAaIULMOHHOM TEKCTONIOTUH, C OLHOM CTOPOHBI, M COBPEMEHHBIMU
MOAXO0aMU K M3YYEHUIO TEKCTOB, C I PYTO.

Py6puka «ITepeBobl» MOCBSIEHA U3IaHUIO KJIACCUYECKUX TPYIOB Ha eB-
POTIeCKUX ¥ BOCTOUYHBIX SI3bIKaX B TOM BUJe, B KAKOM OHM GBI CO3IaHbI
B CBO€ BpeMsl, HO JOTOJTHEHHBIMY BBOLHOV CTaThell, KOTOpas MPOSICHSIET UX
pOJIb ¥ MeCTO B HayKe.

YacTb TpynoB [ocymapCTBEHHOTO MHCTUTYTA MCKYCCTBO3HAHUSI He ObUIa
0o6HapomoBaHa Mo MPUYMHE COIMATbHO-9KOHOMMUYECKOTO CJI0Ma MoCIegHe
yeTBepTH XX Beka 1 (GaKTOPOB, He CBSI3aHHBIX HAIPSIMYIO C HaykKoii. Kom-
MEeHTUPOBAHHOE U3JaHe AUCCePTALMOHHBIX TPpyaoB 1979-2000 romos no
VCTOPUM U3YUEHMS PA3IUUHBIX MY3bIKaJbHBIX TPAOUIMiT 06HApoayeT QyH-
JIaMeHTaJbHbI BKJIaJ, YIeHbIX MHCTUTYTA B MUPOBYIO HayKy.

ApxuBHbIe MaTepuasIbl OTPAKAIOT MHTEHCUBHBIE TUCKYCCUU. 3abUKCUPO-
BaHHbIE B JOKYMEHTAaX, OHU [1OKa3bIBal0T HEOAHO3HAUYHOCTb U CIIOKHOCTb
Hay4HOTro Ipoliecca, MpoTeKkasliero Ha oHe cMeHbI MOIXOL0B, METOLOB
¥ KOHTeKCTOB aprymeHTauuu. MHOroe U3 TOTO, YTO CEerOLHS KaxkeTCs MpU-
BBIUHBIM, He TPeGYIOIIMM 0COObIX YCUITUIA, — OT TEPMUHOB 10 aHATUTUYUECKUX
MOAXOA0B — KOTAA-TO HAXOAUJIOCH B [IEHTPe NMPUCTATbHOTO BHUMAaHMS U BBO-
IMIOCh B HAYYHBIM 06MXO B TOPSIUMX CITOPAX U CIOKHOM TPOTUBOCTOSTHUM
KaK eBPOIIOLIEHTPU3MY, CBSI3aHHOMY C YHUBEPCATUCTCKUM MOIXO0M, TaK
¥ BOCTOKOBEJHOMY NIapTUKY/ISIPU3MY.

Ipu usmaTenbckoii momaepskke ®ouga V6H CuHbI K MyGIMKaIMU TOTOBUT-
Cs1 IepBOe MCCIIeIOBaHMe 10 MY3bIKaIbHOM MpaHucTuke: Jawdamuposa C.d.
[TyT¥ ucTOpMUYECKOTO Pa3sBUTUSI MY3bIKaJIbHOM KyabTypbl Vpana [1984] /
[TogroToBka K mevaTtu, CTaTbM, KOMMeHTapuit 1 ykaszatenu [.b. llamuaam
u K.B. 3enkuHa. M., 2026. — («My3bIKa B Ky/abType». [Tybnukauumn. T. 1).
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KOH®EPEHIIUSA «MY3BIKA B KVYJIBTYPE»

IIPOTPAMMA

MeskayHapoaHOI MeXIUCIUIIMHAPHOI KOHdepeHImmu
«MVY3bIKA B KVJIBTYPE»

2-4 nekabps 2025 roga

TocymapCTBeHHBIV MHCTUTYT MCKYCCTBO3HAHMS

HayuHo-M3gaTenbckuii LeHTp «Mup My3bIKy»

HoBocubupckas rocynapcTBeHHast KoHcepBaTopust iMenn M. [yHKY
MockoBcKasi rocyapcTBeHHast KoHcepBaTopus uMenu [1.M. YaiikoBcKoro
WHcTtuTyT dhmnocodmm Poccuiickoit akageMum HayK

2 ueKa6p;1 2025 TrOoJa, BTOpHUK

3epKabHbIii 3a1 [0Cy1apCTBEHHOTO MHCTUTYTA MCKYCCTBO3HAHMS

10.00

OTKpbITHE KOHDepeHIun

HpMBeTCTBEHHbIe BBICTYIUVICHUST

Hartanusa BnagumuposHa CumnoBckas

IOKTOP MICKYyCCTBOBeAeHMs, IVipeKTop I'ocymapCcTBeHHOTO MHCTUTYTA
MCKYCCTBO3HAHMSI

Tlonprexkun Balipxkanosua Illlamumin

IOKTOP MICKYyCCTBOBEIEHMSI, PYKOBOAMTEJIb ITpoeKTa «My3bIKa B KyIbType»

10.10-10.45
Hanpasnenue I. SI3bIK My3bIKM & SI3BIK OMCAHUA MY3bIKM
Mogepatop - I'tonbTekuH BaiimkanoBHa llamuinm
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Cexkuys 1. MY3BIKA 1 OBIIECTBO

Bbuxke Xypait6epabieBHa [IMBaHTy/IbIeBA

IIOKTOP MICTOPUYECKMX HAYK, 3aBemyomas kadenpoit DHECKO
«KynbTypHOe Hac/ieme: OT MPOILIOTo K 6ymyiemMy» TypKMEHCKOTO
rOCyIapCTBEHHOTO YHMBepCUTeTa MMeH MaXTyMKy/u, Alirxaoar
Mys3bika kak cpedcmeo mupa u dobpococedcmaa

Dr. Dominique Porebska-Quasnik

Independent Researcher, Professor Musicologist,
The Charles de Gaulle University — Lille III, France
Music in Culture: a Crucial Meaning

10.45-11.25
Cexuusa 2. MY3BIKA 1 HAYKA

Baagumup Baagumuposnu EMenbsHOB

IOKTOP bmmocodCKMX HAyK, TTIaBHBI HAYUHBIA COTPYIHUK Kadenpsl
cemuTonoruu u rebpanctuky CaHkT-IleTep6yprckoro rocynapCcTBeHHOTO
YHUBepCUTeTa

IIpedcmasnenus wymepos o My3wvike

EBrenus BnagumuposHa XasgaH

KaHIUAAT UCKYCCTBOBEIEeHMSI, He3aBUCUMbIii MCC/Ie0BaTe b,

Coro3 komIt03uTopoB CaHkT-ITeTepbypra

PostcoeHue espetickoli My3slKu U3 UCCIE008aHUS AWUKEHA3CKOU mpaduyuu

Juckyccust

11.40-12.00
Kode-6peiik

12.00-13.15
Cekuysg 3. «CBOE» U «YYIKOE»

Hpuna AnexceeBHa KpsiskeBa

JIOKTOD MCKYCCTBOBeeHMS, Byl HayYHbI COTPYAHMK CeKTOpa
nbepoamMepUKaHCKOro UCKyccTBa ['ocy1apCTBEHHOTO MHCTUTYTA
MCKYCCTBO3HaHUS, Mpodeccop MOCKOBCKOI KOHCEPBATOPUM

umenn I[1.1. YaiikoBCKOTO

«Csoe» u «uyxcoe» 8 npogeccuoHanvHotli my3svike JlamuHckoli Amepuku XX sexka
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HNpuna BragummuposHa CtapukoBa

KaHAMIAT UCKYCCTBOBENEHMSI, CTapUIMIii HAyUHbIN

COTpyAHMK ['0CYyaapCTBEHHOIO MHCTUTYTA UCKYCCTBO3HAHMS
3aumcmeosanust 6 mepMuHoI02uU NOCMBU3AHMUTICKUX MY3bIKATIbHbIX
mpakmamos

Mapust AnekcaHaposHa MouceeBa

KaHamaoaT MCKYCCTBOBeOEeHMS, JOLIEHT Kad)e,apbl UCTOPpUN
3apy6eskHOI My3bIKM MOCKOBCKOJI TOCYIapCTBEHHOI KOHCEPBATOPUA
umenn [1.1. YaliKOBCKOT0; CTapIMii HAy4YHbI COTPYIHMUK CEKTOpA
1bepoamMepUKaHCKOro NCKyccTBa [0CyIapCcTBEHHOTO MHCTUTYTA
MCKYCCTBO3HAHUS

Occe beHumo XepoHumo Deiixoo-u-MoxnmeHezpo «Xpamosas My3slKa»
KAaK ompaxceHue cmuaucmuueckux usmeHeHuli 6 myssike Mcnanuu
nepeoti nonosuHst XVIII eexa

Amna Jlaypa Canuec Perana

acrnupaHTKa MOCKOBCKOJ rocy1lapCTBEHHOM KOHCepBaTOPUNU
umenn I1.11. YalikoBCKOI0; HayUHbI PYKOBOLUTEIIb —

Mapus AnekcangpoBHa MoyceeBa, KaHAUAAT UCKYCCTBOBELEHMS,
IOTIeHT Kadeapbl MICTOPUM 3apyOEsKHOI MY3bIKM MOCKOBCKOIA
rocyiapCTBeHHOV KOHcepBaTopuu uMenn [1.1. YaiikoBCcKOTO
TanyesansHocmy 6 ucnauckotl yepkogHoti kynomype XVI-XVII gexos

Juckyccust

13.15-13.45
Cexkuus 4. MY3BIKA U HOTALITU S

3axpa A66ac KbI3bl BagamoBa

acrupaHTKa Azep6aiikaHCKOI HallMOHAIbHOM KOHCEepBAaTOPUM, baky;
HayuHbIlt pyKoBOAuTeNb — ['tonbrekyH baiimskanosHa llamuimy,
IIOKTOP MCKYCCTBOBeIeHMSI, BeOYIIUI HAYUHbI COTPYIHUK
TocymapCTBEHHOTO MHCTUTYTA MCKYCCTBO3HAHMS

38YK U 3HaK: cucmema aboxcad 8 My3viKanbHbix mpakmamax IX—XII sexos

Hapbsa ImutpueBHa OguHIIOBa

acnMpaHTKa Enernkoro rocyiapcTBeHHOTO YHMBEPCUTETa IMEHN

W.A. Bynuna, npernofasatenb kKadenpbl My3bIKaIbHOM TOATOTOBKI

Y COLIMOKY/IBTYPHBIX IIPOEKTOB JINIIe[KOTr0 roCyAapCTBEHHOTO
neparoruyeckoro ynusepcurera uMmenu ILI1. Cemenosa-TaH-1llanckoro;
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Hay4YHbI pyKOBOLUTeJb — Bauecnas ViBaHoBMY KOpoTKMX,
IOKTOP humocodcKMUxX HAYK, JOIEHT, mpodeccop Enenkoro
roCyIapCTBEeHHOrO YHUBepcuTeTa uMeHu M.A. BynnHa
ConpuuacmHocms 8U3aHMULICKOLI KyJIbIypbl K OpeeHepycCKoli
neceHHoli mpaduyuu

13.45-14.30
Cexumsa 5. MY3BIKA 1 HAYKA

I'ysens PadrarosHa TyiimoBa

KaHAMOAT MCKYCCTBOBEIEHNS, IIperoaBaTenb KazaHckoro
MYy3bIKaJIbHOTO KOJuTemka umenn 1.B. Ayxaneesa
Konuenuyus ‘asl - far’ 8 03vim Keti mamap Bonzo-Ypanes

ExaTtepuna Cepreesna ®engoposa

KaHAMAAT KyJIbTYPOJIOTUM, XpaHUTEIb GOHIOB My3est CeBepo-3arajHOro
rOCyIapCTBEHHOTO MeIUIIMHCKOTO YHUBepcuTeTa uMeHy V.M. MeuyHMKOBaA;
cTapimii mpernogasaTesib Kadenpsl uCTopun cTpaH biavskHero Boctoka
CankT-ITeTep6yprcKoro rocy1apCTBEHHOIO YHUBEPCUTETA

K npoGneme 0bimosaHuss mepmuHa «My3slka» 8 CpedHeseKko8oli
apabo-MycybMaHcKoll Kyivmype

T'ysens PycremoBHa Cajidymmmna (1958-2025)

KaH/IMAAT MCKYCCTBOBEIEHNSI, He3aBUCKMbIii uccaenoBatens (HumepinaHb)
TepmuHo02Us1 KAK OMPaxceHue NOHUMAHUSL MY3bIKU 8 mamapo-
MYCYIbMAHCKOLI KyNbIMype NPow1020

Ouckyccus

14.30-15.15
IlepepsiB

15.15-16.15
Cexumst 6. MY3BIKA U CJIOBO
Mopeparop - ITonnaa MuxaiioBHa JFiCMOHT

Anbdusa KamenbepHa [llasxmeToBa

KaHIMIAT MCKYCCTBOBENEHNMS, JOLEHT Kadeapbl MCTOPUYM MY3bIKI
CM6MPCKOTO TOCYAAPCTBEHHOTO MHCTUTYTA VICKYCCTB

umeHn IMmutpust XBOpOCTOBCKOT0, KpacHosIpck

PezuoHanwsHele u J10KanbHble 0COGEHHOCMU KYJIbMOBOU Npakmuku
mamap-mycynsmaH KpacHosipckozo kpas (K 60npocy o0 munax npousHowleHus
MOJIUMBEHHBIX MEKCIMO08)
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Haranbs BukropoBHa Mocsruaa

KaHIMOAT VCKYCCTBO3HAHMS, NOIIEHT Kadeapbl APEBHEPYCCKOTO TIEBUECKOTO
mckyccrBa CaHKT-IIeTep6yprekoit rocyapcTBeHHOM KOHCEPBATOPUA
numenn H.A. Pumckoro-KopcakoBsa

B3aumodeticmaue c108a u pacnesa 8 NeCHONEHUSIX € 01bPaKmMopHbIMU
Memagopamu (Ha mamepuane opesHepycckoli mpaduyuu)

Onbra BnagumupoBHa PymakoBa

nperiogaBaTesb Kadeqpbl My3bIKYM 1 My3bIKO3HAHNMSI, MaruCTepPCKOit
MpOrpaMMbl MHTePIIpeTalyy CTapMHHOI My3bIKM YHMBepcuTeTa COpOOHHA,
[Mapwx (OPpanuus)

MyssikansHas pumopuxa umuama 6 2puzopuaHckux opgepmopusx

Hduckyccns

16.15-17.15
Hamnpagnenue II. Mysbika & dpmnocodmss & KOrHUTUBUCTUKA
Cexkuusi 7. MY3BIKA 1 KOTHUTUBUCTUKA

TaTbssHa l'eHHagbeBHA JlemkeBUY

IOKTOP bumocodpckux Hayk, mpodeccop FOskHOTO hemepanibHOrO
yHUBepcureTta, PoctoB-Ha-IIoHY

Koenumusucmuka u AI-my3sika: npobaema «6eccmplCIeHHbIX OUMO08»

Anna AnekcangposHa IIpoBopoBa

MJIa[IIIMI HAYYHBI COTPYIHMK LleHTpa KOTHUTVBHBIX HelIDOHAYK
HannoHanpHOro nccien0BaTebCKOro yHUBepcuTeTa

«BpIci1as mKona 5SKOHOMUKN», [TlepMmb

TIpozHocmuueckoe MoOdenuposaHue MoUHOCMu My3bIKa1bHO-KOZHUMUBHO20
gocnpusmus Ha 0cHogee Hetipogu3uono2uueckux U nogedeHueckux Mapkepos

INommua Annekceesa CTton6oBa

rperiofaBaTenb GakyabTeTa ayaMoBMU3yaabHbIX UCKYCCTB Poccuiickoro
rOCYyIapCTBEHHOTO MHCTUTYTA CLIEHNYECKUX UCKyccTB, CaHKT-ITeTep6ypr
TeHepamueHuole 38yK08ble NaHOWAGmbl O IKCNOZUYUOHHBIX NPOCMPAHCME:
mexHo02UU U nepcnekmuaesl

IITao Munsa

CJTyIIaTe b [TOATOTOBUTENbHOTO OTAeneHMs CaHKT-ITleTepOyprekoit
rocymapcTBeHHOM KoHcepBaTopun umeHn H.A. Pumckoro-Kopcakosa,
CcTaxkep-ucciefoBaTenb My3bIKaJIbHOTO MHCTUTYTA YHUBepcUTeTa JInHbM
(Kurraii)

Kuma’iickuti Dreamcore: 36yK, namsimos U COYUOKYAbMYyPHbIL KOHMeKcm

Jduckycens
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3 mexaOps 2025 roga, cpena

3epKaJibHbIi 3a/1 [0CyapCTBEHHOTO MHCTUTYTA MCKYCCTBO3HAHUS

Hampasnenue II. My3sbika & pminocodpmsi & KOTHUTUBUCTUKA
Mogepatopsi - EKaTepuHa BuktopoBHa CajlbHMKOBa
u [lapbsi AnekcanapoBHa JKypkoBa

10.00-10.45
Cexuys 8. MY3BIKA 1 HAVKA

ExaTtepuna BukroposHa CajibHUKOBa

JIOKTOP Ky/lbTYpPOJIOTMH, KAHAUAAT UCKYCCTBOBEAeHMS,
3aBeqyIolas CeKTOPOM Xy/IOsKeCTBEHHBIX ITPOo6IeM MaccMenma
TocynapcTBeHHOTO MHCTUTYTA MCKYCCTBO3HAHMS

Japbs AnekcangpoBHa JKypkoBa

KaHAVAAT KyJAbTYPOIOTMM, CTapIIVii HAyYHbIN COTPYIHMK CeKTOpa
Xy[0’KeCTBEHHBIX TTPo6ieM MaccMema [ocynapcTBeHHOTO MHCTUTYTA
MCKYCCTBO3HAHUS

K sonpocy 0 memodosniozuu aHanusa neceHHozo cayHompexa e uzpoeom
cogemckom KuHemamozpacge

Hartanus AHatonbeBHa ManbuiyHa

KaHAMAAT GuaocodCKMxX HayK, HOIEeHT Kadeapbl 'yMaHUTAPHBIX HAYK
CapaToBCKOJi rocyapcTBEHHOM KoHcepBaTopum umenn JI.B. CobuHoBa
TepMuHoI02UUECKULI Me3aypyc KaK NOHUMAHUe UHOYCMpUU Kynsimypol

U UCKycCmea anoxu nocmmodepHa

TarbssHa AHaTonbeBHa lIBeTKOBCKast

DPYKOBOZMTEb CIIeLIMaabHbIX IIPOEKTOB Poccuitckoro rocyiapcTBeHHOTO
MY3BIKQJILHOTO TeJIepaivoeHTpa, paayo «Opdeii», MockBa

Ces3yrowuti nammepH Belimcona-CMonna Kak uHcmpymeHm uccnedo8aHust
MY3bIKATBHBIX CMBICTIO8

Ouckyccus

11.00-11.30
Cexkuys 9. MY3BIKA 1 KOTHUTUBUCTUKA

Exkatepuna CepreeBHa I'puropneBa
MU HayIHbI cOTpygHUK OTroena Gunocohuu UHCTUTYTA

45

Hay4yHOI MHbOpPMaluK 1o 06IecTBeHHbIM HayKaMm Poccuiickoit akajgemMun

Hayk (MHVMOH PAH); MOCKOBCKMI1 rOCyIapCTBeHHbI YHUBEPCUTET
umeHn M.B. JlomoHOoCOBa
Huodycmpuansuas 3eykoeas kynsmypa CCCP 1920-1930-x 20008
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Hartanbs CepreesHa IlaTpymieBa

MarucTpaHT Poccuiickoro rocy1apcTBeHHOTO MejaroTuueckoro
yHuBepcurera umenu A.W. T'epiuieHa, CankT-IleTepOypr;

Hay4HbIl pykoBoauTenb — TaTbsiHa ['eHHanbeBHa [1aBoBCKas,
npodeccop Poccuiickoro rocyjapcTBEHHOTO 11eJarornyeckoro
yHuBepcuteTta umenn A.W. I'epiieHa, 3acimy>keHHast apTuctka PO
OnepHblli meamp u uckyccmeeHHolli unmennekm. Tpaduyuu u mexHonozuu
8 Gopwbe 3a npago

11.30-12.00
Cexkuus 10. MY3BIKA U IICUXOJIOTUSA

Anekcanzap BacuiabeBuu Tonmauén

IIOKTOD I0PUINYECKUX HayK, MarucTp peurnoBeieH1s, COBeTHUK JeKaHa
dunocodcro-60rocoBekoro dhakyabTeTa POCCHICKOTO MPaBOCIaBHOTO
yHuBepcuteTta CB. MoanHa borocimosa, MockBa

Mysbika cep 8 Kynvmype aspaamuveckux mpaduyuti u ymeepioeHue
JOKMpUHbL 8peMeHU

Hapexkma 3eHoHOBHA I'aeBckast

couckatesnb kKadenps! KynbTyposnoruu CeBepHOro (ApPKTUYEeCKOTro)
dbenmepanbpHOro yHMBepcuTeTa uMmeny M.B. JlJoMoHocoBa, ApXaHTebCK;
XpucTuaHckas rymaHuTapHas akagemusi, CaHKkT-ITetep6Oypr;

HayuHbIl pykoBoauTenb — Hatanbs HukonaeBHa bennHa, TOKTOP
KyJAbTyponoruu, noieHT CeBepHOTO (ApKTHUecKoro) dbemepasbHOro
yHuBepcuTeta uMeHu M.B. JlIomoHOCOBa, ApXaHTeTbCK

FBozocnosckas acmemuka 0 MyJibiuceHCOPHOM 80CNPUSIMUU MY3bIKAILHO20
npoussedeHust

HOuckyccns

12.15-12.30
Kode-6peiik

12.30-13.45
Cexkuus 11. MY3BIKA U CJIOBO
Mogeparop — ITonnHa MuxainoBHa D1 iICMOHT

IMonuua MuxaiisioBHa JJiICMOHT

KaHAUAAT GUIOTOTrMYeCcKUX HayK, AOLIEeHT Kadeapbl 00IIero SI3bIKO3HAHUS
umenu JILA. Bep6uiikoro CaHKT-ITeTepOyprckoro rocyapcTBeHHOTO
YHUBEpCUTeTa

Cnoeo u mMy3wika 6 pomaHce: umo eaxHee?
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Amnna IlerpoBHa I'pynisiHOBa

JIOKTOP MCKYCCTBOBEIEHMSI, IOLIEHT, ITpodeccop Kadempsl xopeorpadun
Poccuiickoro nHcTuTyTa TeaTpanbHoro uckyccrsa (T’MTUC), MockBa
C1080 568HO€ U CJ1080 NoOpasymesaemoe 80 (pparuy3ckom 6aieme XIX —
Hauana XX eexa

TarbssHa MuxaiiioBHa CuBepckas

KaHIMIAT MCKYCCTBOBEIEHMS, TPero1aBaTesib

TocymapCTBEHHOTO MY3bIKaIbHO-TI€JarOTMUeCKOTO MHCTUTYTA

uMmenu M.M. UnmonuToBa-MBaHoBa, MockBa

My3sikanvHas dpamamypeus 8 iumepamypHsix npouseederusix H.C. Jleckosa

Juana ImurpueBHa KokoypoBa

MarucTpaHT Kadeapbl TEOPETUUECKON U TTPUKIIALHO! IMHTBUCTUKI
barikanbCcKoro rocynapCcTBeHHOIO yHUBepcuTeTa, IpKyTCK;

Hay4YHbI pyKOBoAuTeNb — EkaTepnHa AnekcanapoBHa bobpoBa, kaHauaaT
dbunonornyeckux HayK, OIEHT Kadeapbl TEOPETUIECKO U MTPUKIATHOMN
JIMHTBUCTUKM BaliKanbCKOTO TOCyIapCTBEHHOTO YHUBEPCUTETA
IIpoeccuoHanbHas KOMMYHUKAYUS 8 MY3bIKANbHOU chepe 8 aHanutlickom
A3blKe: IEKCUKO-cemanmuyeckuli acnekm (Ha mamepuasie My3bIKalbHbIX
Xy003#€eCmeeHHbIX (PUNbMO8)

Jduckyccust

13.45-14.00
Kode-6peiik

14.00-15.00
Hanpasnenue IV. Undopmanms & KOMMyHUKALUSI & TBOPUECTBO
Cekuus 12. MY3BIKA 1 HAYKA

EBrenmii Bukroposuu Jlykos

IOKTOp GMmocodCKMX HAYK, TTIABHBIN HAYUHBI COTPYIHUK
TocymapCTBEHHOTO MHCTUTYTA MCKYCCTBO3HAHMS

Mys3bsika u mynsmumedua

EBrenus BnagumuposHa XasgaH

KaHIMIAT MCKYCCTBOBEIEHMSI, He3aBUCYMBbIii MCC/Ie0BaTe b,
CankT-TleTep6ypr

Poccutickoe my3vikosederue XXI eeka: nouck cucmemst KOOpouHam
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®datTax Xasnabik ority XajabIK-3ane

KaHIMOAT MCKYCCTBO3HAHMS, TTpodeccop Kadenpbl STHOMY3bIKO3HAHMSI
A3zepbaiiiskaHCKOl HallMOHATBHOM KOHCepBaTOpuu, Baky

O Hekomopblx Memooon02uuecKux NPUHYUNAx 8 co3daHuu yueoHoti
Jumepamypbt N0 3MHOMY3bIKO3HAHUID

Jduckycens

15.00-15.15
Kode-6peiik

15.15-16.30

Hamnpasnenue III. Paccpimanuoe & coGpaHHOe
Mogepatop - I'tonbTekuH BaiimkanoBHa lllamuinm
Cexuus 13. MY3BIKA U JIMYHOCTD

HNHecca ®epopoBHa [ByKuabHass

IIOKTOP MCKYCCTBOBemeHMsI, Tpodeccop I'poIHEHCKOT0 TOCyIapCTBEHHOIO
yHuBepcuteTta umenu SIHku Kynaner (benapych)

CmpyHHble keapmemsl Meuucnasa BatiHOepza 8 3epKaJie egpetickoli mpaduyuu.
Pasmviuinas o Cedomom keapmeme o maxcop, op. 59 (1957)

Dr. David Ezra Okonsar

Independent researcher, PhD; Istanbul Technical University;

The Royal Conservatory of Brussels (Turkey — Belgium)

The Royal Crown (Keter Malkhut) — Concerto for Theremin and Orchestra

Exarepuna AnekcangposHa llIBer

TrperiofaBaTesb JIeTcKoii mKosbl uckyccTB N2 21, HoBocubumpek;

Hay4HbIN KOHCY/IbTAHT — EkaTepnHa KoncrantuHoBHa KapennHa,

IIOKTOD MCKYCCTBOBENEeH S, NOLeHT MexxayHapogHOV akageMum «Xoomeii»,
Kb13b11, Pecrry6myka ThiBa

Beioarowuecs nuuHocmu 8 onepHom meopuecmee Canuma Kpwvimckozo
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Anena CepreeBHa CaxxHeBa

crymenTka V Kypca Cu6MpPCKOro rocyJapCTBEHHOTO MHCTUTYTA MCKYCCTB
umeHn Imutpust XBOpOCTOBCKOTO0, KpacHOSIpCK; HAYYHbI PYyKOBOOUTEND —
CeemiaHa ['eHHagbeBHa BoiiTKeBMY, KaHOMIAT MCKYCCTBOBEEHMS, HOLIEHT,
IIPOPEKTOP IO TBOPUECKOI IeSITEIbHOCTH, TIpodeccop Kademapbl UCTOPUN
My3bIKM CHOMPCKOTO TOCYAAPCTBEHHOTO MHCTUTYTA UCKYCCTB MMEHU
OmuTpust XBOPOCTOBCKOTO

«Axeda» Tunada Foxmara: K 80npocy o 6bIMo8aHUU ClOXema
«KepmeonpuHouieHue Aspaamom Hcaaka» 8 CO8peMeHHOl Kynbmype

Juckyceust
Kode-6peiik

16.45-17.30
Cekuysa 14. MY3bIKA 1 APXUTEKTVYPA

JInpgus CepreeBHa YakoBcKas

KaHauaT GunocobckuxX HayK, CTAPIII HAYIHbIN COTPYTHUK
lF'ocypapCTBEHHOTO MHCTUTYTA UCKYCCTBO3HAHMS ;

MoCKOBCKMIi TOCYLapCTBeHHBIN yHMUBepcuTeT MMeHy M.B. JlomoHocoBa
3eyuanue Hadnucu 8 egpetickom u3006pasumenbHOM UCKyccmee 6U3aHmuiickoti
Hanecmunat

Anexkceii CepreeBuu Xo0B

ACIIMPaHT CeKTOpa CBO,ELEI ITaMSATHUKOB apXUTEKTYPbI ¥ MOHYMEHTAJ/IbHOT'O
McKyccTBa [oCcymapCcTBEHHOTO MHCTUTYTA MCKYCCTBO3HAHNS

Hay4HbIl pyKOBOAUTeb —Asekceli EBrenbeBuy ['puil,

KaHIMAAT MCKYCCTBOBEIEeHMS, 3aBeAyIonnii cekTopoM CBoza MaMsITHUKOB
APXUTEKTYPbI ¥ MOHYMEHTAJIbHOT'O MCKYCCTBa FOCy,HapCTBeHHOFO VHCTUTYTA
MCKYCCTBO3HAHMS

«IpomadHas u eenuxonenHas»: K UCmopuu HeocywecmaeJsieHH020 npoekma
cuHazozu 6 Huxcnem Kucnoeckom nepeynke 6 Mockee

Juckyceust
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4 mexa6ps 2025 ropga, versepr

OHJIalH

Hamnpasnenue II1. Paccpinanuoe & co6paHHOe
MogepaTtop — EBrenus Bnagumuposua XaszaH

12.00-13.00
Cexuys 15. MY3BIKA 1 OBPA3OBAHMUE

SIxoB I'puropreBuy Hemu o

IOKTOP MCKYCCTBOBeleHMsI, Tpodeccop Kadeapbl MICTOPUYU eBPEICKOi
MY3bIKM BeliMapcKoi BbICIIei HIKOIbI MY3bIKM MMeHM JIucra;
WNuctutyT mysbikoBenenus (I'epmanns)

Ponb egpetickozo kaHmopa 8 cogpemeHHoll [epmanuu

3apa Hnbrap Kbei3sl Anusaje

cTaxkep-ucciiemoBaTelb JJabopaTopuy KOTHUTUBHOM IICUXOIOTUN
T10JIb30BATeJIsI COLMAIbHBIX MHTepdeiicoB HaloHaIbHOro
MCC/IeOBATeIbCKOTO YHUBEPCUTETA «BhICIIas 1IKoia 9KOHOMUKM», MoCcKBa
Iedazozuka «eHympeHHez0 cyxa»: Memods: nepedauu u yc8oeHus HuzzyHUM
8 Mycap ewusax XIX eexa ons popmupo8aHusi 3muueckozo xapakmepa

Juckyccus

13.00-14.00
Cekunst 16. MY3BIKA U METO/I,

XaBa Bannukosa (IlImyneByu)

MY3bIKQJIbHBI KOHCY/IBTAHT ITPOEKTa «JIaloH a-6anT»,

Yuusepcuret bap-Unana, Pamat-T'an (M3panib)

Pro aut contra: k sonpocy udeHmuguxayuu napoduii Ha xacuockue necHu
8 egpetickom ¢osvkaope

Xana Epum
He3aBMCUMbI ucciaenoBaTtesb (M3panib)
Buodst yumupogaHus 8 xabadckux Hu2zyHuM Kax opmol aBMoKOMMYHUKAYUU

Hduckycens

IlepepsiB
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14.40-16.40
Cexuyst 17. «CBOE» U «YVIKOE»
Mopeparop - Unbsi CaliTaHOB

Dr. Michael Lukin

Research Associate, Lecturer, Phd, The Hebrew University of Jerusalem
(Israel)

From Court to Cloud: Wandering Hasidic Melodies in the Niggunim BimBom.org
Database

Ilya Saytanov

Independent researcher, Israel

Choban and Chupan: Wandering Shepherd Melodies in Musical Folklore —
Challenges for Researcher

Dr. Martin Schwartz
Professor Emeritus, Phd, University of California, Berkeley (USA)
«The Tale of Tunda» — Migration of a Melody

Dr. Joshua Horowitz

Independent researcher, Magister Artium (Berkeley, California, USA)

The Wallachian Shepherd’s Doina Schema and its Use in Klezmer and Crimean
Tatar Music

Dr. Nikos Ordoulidis
PhD, Academic Scholar, University of Leeds (UK)
Hatikvah in the Nursery: From Jewish Solemnity to Greek Enigmatic Play

IlepepsiB
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17.20-19.00
Cexuys 18. MY3BIKA 1 U3OBPAJKEHUE
Monepatop - JIngusa CepreeBHa YakoBcKas

Posa CepreeBHa AliKeHa3u

MarmcTp BOCTOKOBeeHNsI, apXUBUCT I/IHCTI/ITyTa JIMHTBUCTUYECKNX
uccienoBanuii Poccuiickoit akagemum Hayk, CaHKT-IleTepOypr
TIpobnemsl u3yueHus espeticko-nepcudcKoli MUHUAMIOPbI:

ucmopust u nepcnekmugst Ucc1e008amus

Tonprexkun Balpkanosua Illavmumin

IIOKTOD MICKYCCTBOBEEHVS, BeIyILNIi HAaYYHbIV COTPYAHUK
FOCy,[[apCTBeHHOI‘O VHCTUTYTA MCKYCCTBO3HAHMA, pYKOBOOUTEJIb ITPOEKTa
«My3bIKa B KyJIbType»

O pexonmexkcmyanusayuu o6paszos e espeticko-nepcudckoti pykonucu MS 1398
u3 Kosnexyuu dnvkana Hamaua Adnepa

I0ms BuktopoBHa Ba6uu

MarucTpaHT Poccmiickoro rocyiapCTBeHHOrO I'yMaHUTapHOTO
yHUBepcureTa, MocKkBa;

Hay4HbIJ pyKoBOOUTeNb — Anlekcanap Bukroposmu MapKkoB, JOKTOD
dutonornyeckmx Hayk, JOIEHT POCCuiiCKOro rocyiapCTBEHHOTO
TYMaHUTapHOI'O YHUBEPCUTETA

Mys3vika 6 yuxne Mapxa Illazana «bubnetickoe nociaxue» Kak UHCMpyMeHm
U300paxceHUs uCMopuu espetickozo Hapooa

Jduckycens
IlepepsiB
Nsanuit NocudoBuy 3eMII0BCKMit

IIOKTOP MCKyCCTBOBemeHusI, ipodeccop (CIIA)
Mys3vikansHas koHyenyus noamuxu llazana

Jduckycens
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19.40-20.00
Cexkuys 19. MY3bIKA 1 OBIIECTBO

Dr. Marsha Dubrow

Visiting Scholar in Jewish Music, New York Jewish Theological Seminary
(USA)

DP Camps, Kol Nidrei, and the Spiritual Rehabilitation of Post-Holocaust
Survivors Through Music: The Gift of Emma Lazaroff Schaver

Jduckyccus

3aBepureHne KOHPepeHun
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Te3uchl

MEJKIYHAPOJHOM MEXIUCIUIIINHA PHOM
KOH®EPEHIINU «MV3bIKA B KYJIBTYPE»

I. IIPOBJIEMBI KOHLEIITVAJIU3SALIUU MY3BIKU
B ABPAAMUWYECKHUX TPAIUIIUAX

Mys3bika 1 HayKa

Bnadumup Bradumuposuu EmenvbsHo8
JOKTOP GumocodCcKux HayK, IMTaBHbI HAYIHBIN COTPYAHMUK KadeLpbl CEMUTONOTUY U Te6PANCTUKI

CaHkT-IleTep6yprcKoro rocyJapcTBEHHOTO YHUBEPCUTETA

[IPECTABJIEHUS IIIYMEPOB O MY3bIKE

B npeBHeit Meconotamuu 111 — Hauvasa I TeicsTueneTs 40 H.3. My3bIKa Urpasa
GOJIBIITYIO POJIb M BOCIIPMHMMAIACh KaK OJHA M3 OCHOB YeIOBEYeCKOii Iu-
BUM3anyy. My3bIKaJabHbIe MHCTPYMEHTBI MOTJIM UMETb COOCTBEHHBIE MMe-
Ha. B crimcke cBsieHHbIX ¢yl ME, mapoBaHHBIX 60ram Jjist MX MpeBpaleHus
B CTATYChl, 3aHSTUSI U peMeciia, YIIOMSHYTbI My3bIKaJbHble UHCTPYMEHTBHI.
V3 1ryMepCcKOTO TeKCTa JTF060T0 sKaHPa MOKHO TOMYUYMUTbh MHGOPMALIUIO TI0
MOBOAY MY3bIKM, MY3bIKAHTOB ¥ MY3bIKaJIbHOJ TEPMMUHOIOTUM. B X0357iCTBEH-
HBIX TEKCTaX YIIOMUHAIOTCS ITEeBIIbI M MY3bIKAHTBI, TIOTyYalole OT XpaMa I1po-
IOBOJIbCTBEHHDIN MaeK. B yaCTHOM apxuBe HalileHO MMChbMO I10 ITOBOAY IIa-
ThI YYUTEITIO MY3bIKM 32 00ydeHMe CbIHa 60raThIxX poguTesneit. JXaHp rMMHOB
Y T1aveit OIpesiessiyics 0 MY3bIKaJIbHbIM MHCTPYMEHTAM, B COITPOBOXKIEHUM
KOTOPBIX OHM UCIIONHSUTACh. My3bIKa ObLIa YaCThIO MIKOJIbHOM MPOTPaMMBbl
Y OT[IeJIbHBIM IIPeAMeTOM Ha 9K3aMeHe B MMCLI0BOIA LIKosie. VI3BeCTHBI U TPY-
Dbl YUEHBIX, COXpAaHUBIIMeE [IJI1 HAC MY3bIKaJIbHYIO TepMUHOIOrMI0. Kpome
TOTO, MMEHHO B IpeBHel MecomoTamMmuy MosIB/sIeTCs [epBasi M3BeCTHAasI HaM
CUCTeMa MY3bIKaIbHO 3aMMUCH.

My3bIKa/IbHbIE MHCTPYMEHTBI ApeBHel MeconmoTammuu geninch Ha CTPyH-
Hble, IyXOBble U yaapHbie. Cpeay CTPYHHBIX M3BEeCTHBI ap®bl, JIUPBI, JTIOTHU
¥ IUTpbl. K MIyXOBBIM OTHOCUIMCH (byieiiThl, ro60M, pora U «CBUpeb IlaHax.
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B uncie ynapHbIX 6b11M 6apabaHbl pa3HbIX BULOB, TUTABPbI, TUMITAHbI, CUCTPBI
¥ KMMBabl. CamMoro c0Ba «My3bIKa» B IIYMEPCKOM $SI3bIKe He CYI[eCTBOBAJIO.
Ho 6b111 M3BECTHBI JO/KHOCTHM TTEBIIOB, TUIAKATBIIMKOB U JKPEIIOB, UTPABIINX
Ha MHCTPYMEHTaXx.

V3yvas rumHbl napio lynbru, KOTOPOro npocaasisiiv B TOM YMCiie U Kak
BEJIMKOTO MY3bIKaHTa, Mbl Y3Ha€M HECKOJIbKO KJIIOUEBBIX TEPMMUHOB: Zi-
zi, Su2-su2, ga2-ga2 — «HaCTPOIiKa, MOHMKEHNE, YCTAHOBKa» (OTHOCUTCS
K CTpyHaM, MOABMKHBIM JIaJIaM ¥ XOPOBOMY UCIIONIHEHUIO); gid2-i, tulu, ge-
en — «HaTsDKeHMe, ociabaeHne, COBEPIIEHCTBOBaHYE» (BBICOTHI CTPYH NP
HACTPOJIKE)»; aga-Su-si — «KOHYMK IManbla» U Sa-Su-si — «CTpyHa» (Ipu-
e€Mbl Ha CTPYHHBIX MHCTpYMeHTaX); si(-EZEN)-ak — «peryaupoBaTh Jagbl»
(Ha MOTHE); kam-ma MOKeT OTHOCUTBCS K Y3JIaM MY 3aKperIeHHBIM T'PYyTI-
1aM CTPYH, KOTOPble GUKCUPYIOT TOABMKHbIE KOHIIbI CTPYH Ha JIFOTHSIX WU
JUpax, a TAaKKe K CIIOCOOHOCTY MCIIOMHUTENST PETYIUPOBATD UX /ST TOYHOI
HaCTpOVKM. VI3BeCTHBI TakKe TEPMUHBI [ BOKAJIbHOM TeXHUKM U AJIST XO-
POBOTO MCIIOJTHEHUSI TMMHOB.

TabaMuKM 10 My3bIKaJbHOM HayKe MOKA3bIBAIOT, YTO CTPYHHBIE MHCTPY-
MEHTbI HaCTpamBaIUCh YepefoBaHMeM HUCXOOSIINX KBapPT M BOCXOISIIMNX
KBMHT; 3Ta Mpolieaypa 6bula M3BeCTHA TpekaM Kak nudaroperickas Ha-
crporika. CeMb TelTaTOHUMYECKUX TaMM (M UX rpedyecKyue SKBUBAJIEHTHI)
ObUTM CTIEIYIOMIVMY B aKKaJCKOI TePMUHOIOTHIA: iSartu (qopuiickumit), kitmu
(runomopuiickuii), embiibu (bpuruitckuii), ptitu (runogpuruiickuii), nid qa-
bli (mummitckuit), nis gabari (runonuomitckuii), qablitu (MUKCOMUIVIACKMIL).
BaBuIOHSIHE CUMTaIM TPUTOH AVICCOHAHCHBIM M Ha3bIBAIM €0 «HEUMCTHIM».

CoxpaHWIICSl OUeHb MHTEPECHBII PUTYas U3TOTOBAeHNS 6apabaHa, U3 KOTO-
poro BMIHO, KaKoe BHMMaHMe yIelsyioch B IpeBHel MecornoTaMuy Kaskiomy
KOMIIOHEHTY MaTepuaia ¥ Kak BOCIPUHMMAIOCh XePTBEHHOE KMBOTHOE,
CBOE€Ji CMePTHIO IaBaBIliee KM3Hb HOBOMY MHCTPYMeHTY. EMy B moknane 6ygeT
yIeneHo 0coboe BHMMaHMe.

Music IN SUMERIAN CULTURE

In ancient Mesopotamia of the 3™ - early 2" millennium BC, music played a
major role and was perceived as one of the foundations of human civilization.
Musical instruments could have their own names. In the list of sacred powers
ME, granted to the gods for their transformation into statuses, occupations and
crafts, musical instruments are mentioned. From a Sumerian text of any genre,
you can get information about music, musicians and musical terminology.
In economic texts, singers and musicians are mentioned who receive food
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rations from the temple. In a private archive, a letter was found about the
payment to a music teacher for teaching the son of wealthy parents. The
genre of hymns and laments was determined by the musical instruments with
which they were performed. Music was part of the school curriculum and a
separate subject in the exam at the scribe school. The works of scholars who
have preserved musical terminology for us are also known. In addition, it
was in ancient Mesopotamia that the first known system of musical notation
appeared. Musical instruments of ancient Mesopotamia were divided into
string, wind and percussion instruments. Among the stringed instruments are
known harps, lyres, lutes and zithers. Wind instruments included flutes, oboes,
horns and the «Pan pipe». Percussion instruments included drums of various
types, kettledrums, timbrels, sistra and cymbals. The word “music” itself did
not exist in the Sumerian language. But the positions of singers, mourners
and priests who played the instruments were known. Studying the hymns to
King Shulgi, who was glorified, among other things, as a great musician, we
learn several key terms: zi-zi, Su2-su2, ga2-ga2 “tuning, lowering, setting”
(refers to strings, movable frets and choral performance); gid2-i, tulu, ge-en
“tension, slackening, perfection” (of the pitch of the strings in tuning); aga-
Su-si “fingertip” and sa-Su-si “string” (techniques on stringed instruments);
si(-EZEN)-ak “to adjust frets” (on the lute); kam-ma may refer to the knots or
fixed groups of strings that hold the movable ends of the strings in place on
lutes or lyres, and to the performer’s ability to adjust them for precise tuning.
Terms are also known for vocal technique and for choral singing of hymns.
Musical tablets show that stringed instruments were tuned by alternating
descending fourths and ascending fifths, a procedure known to the Greeks as
Pythagorean tuning. The seven heptatonic scales (and their Greek equivalents)
were as follows in Akkadian terminology: isartu (Dorian), kitmu (Hypodorian),
embiibu (Phrygian), putu (Hypophrygian), nid qabli (Lydian), nis gabari
(Hypolydian), qablitu (Mixolydian). The Babylonians considered the tritone
dissonant and called it “unclean”. A very interesting ritual of drum making
has been preserved, which shows how much attention was paid in ancient
Mesopotamia to each component of the material and how the sacrificial animal
was perceived, which by its death gave life to the new instrument. This will be
given special attention in the report.
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Eszerus BnadumuposHa Xa3oaH
KaHIUIAT MCKYCCTBOBEIEHNS], He3aBMCHUMBIii MCCIej0BaTeNb,

Coto3 komno3uTopoB CaHkT-IleTepGypra

POXIEHUE EBPEMCKOM MY3BIKM 13 UCC/IELOBAHUS
AIIKEHA3CKOM TPAIMLIVIU

B eBpelickoit Tpaguuum He CyIIeCTBYET ayTeHTUUHOTO TepMIMHA, 03HAvaoIIle-
ro My3bIKY KaK MCKycCTBO. [IpocyiexkuBasi CTaHOBJIEHMEe 3TOTO KOHIIEITa, MbI
06HaApYKMBaeM, UTO KaKIblii 3Tl MCCIEA0BATENTbCKON AesITeTbHOCTY TIPUBO-
IUT K GOPMUPOBAHMIO HOBO¥ BeTBM Tpamuinu. OHa BBICTYIIAET MOTHOIIPAB-
HBbIM pPeIpe3eHTaHTOM COOTBETCTBYIOIIEH 06JIaCTV alIKeHa3CKOM Ky/IbTyPhl
Y TIPU 3TOM B 3HAUUTEJIbHOI CTEIIeHM COOTBETCTBYET UCCIIeI0BAaTeIbCKIM 3a-
MIPOCaM ¥ MOKET OBITh ITPEACTaB/IEHA B BUIe KOPITYCca 3BYKOBBIX apTe(haKTOB —
KaHTOPCKMX KOMIIO3UIIMIA, HAPOAHBIX 1eCeH, KIe3MepCKUX MeJIoAUit U T.II.
OHM B CBOIO OUepeb MOTYT ObITh pa3feseHbl Ha JKaHPbI, OMMMCAHbI C TOUKU
3peHMs UX J1al0BOI CTPYKTYPbI. TO eCTh K HUM IPUMEHMMbI aHAJIUTUYECKIE
MHCTPYMEHTbI aKaJleMUYeCKOro My3bIKO3HaHMS.

HoBble OTBeTBIEHNS HE BHITECHSIOT MPEXHUX GOPM OBITOBAHMS TPATUIIN -
OHHOJ KYJIbTYPBbI, a COCYILIECTBYIOT ¥ B3aMMOENCTBYIOT ¢ HUMM. VX ripu3Ha-
KaMM MOTYT BBICTYTIaTh:

— CTPYKTYpHAs 3aMKHYTOCTb (B TPAAUIIVIOHHOM OBITOBAHUYM MHOTVIE POPMBI
PA30MKHYTHI 4 UX JJIEHME OTPeeseTcs] CUTYaTUBHBIMY (DakTOpamm);

— 060Cc06JIEHHOCTh ¥ CAMOJIOCTaTOUHOCTh: My3bIKa MMEET 11€JIbI0 caMy ce6st
(B mpoTMBOBeC QYHKIIMOHATBHOM TPUBSI3aHHOCTY ¥ BK/IIOUEHHOCTU B OTIpee-
JIEHHDBI} KOHTEKCT, KOTIa 3By4aHMe CTAaHOBUTCSI MHCTPYMEHTOM, CIIOCOOCTBYIO-
LM AOCTVMKEHMIO BHEMY3bIKAIbHBIX 11€7Ie);

— O[IHO3HAYHBI} reHe3MC U KaHPOBasl OIPeielIeHHOCTD (B POTUBOBEC Te-
TepOTeHHOV MHOTOIIOIIOCHOCTH, TIO3BOJISIIONIE! C TIOHBIM IIPAaBOM OTHECTU
OIIHY ¥ TY 3Ke TIECHIO VI MEJIOIMIO He TOJIbKO K PAa3HbIM JKaHPaM U JIaske 06-
JIaCTSIM MICKYCCTBA, HEPEIKO TakKe PACCMaTpUBATh ee Kak ayTeHTUYHYI0, U KaK
3aMMCTBOBAaHHYIO);

— aKIEeHTUPOBaHME ICTETUYECKOI QYHKUIUM (B IPOTUBOBEC TIEPEHOCY
BHMMAaHMSI HA MHOXeCTBeHHbIe Pa3JMyeHusl M BbICTpaMBaHMUe pa3sHOTro
pona BHYTPU- U MEXOKaHPOBBIX, BHEMY3bIKaJbHbIX, MeKHaIMOHAIbHbBIX
CBS3€i).

VccnepoBatenbcKasi 1esITeTbHOCTD, 3aK/II0YAIOIIasCs B CepUM IU3bIOHKTUB-
HBIX Orepanuii (060cobIeHe M3y4aeMOoro MoJisl, BbIGOp MpeaMeTa, BbICBO-
6OKIEeHMEe eTo U3 KOHTEKCTa, UMEHOBaHMe, TOUYHAs GUKCAIMs M ONMcaHue
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C UCIIOJIb30BaHMEM 3aJaHHbIX [TAPaMeTPOB U C COOTHECEHMEM CO CXOXKUMM
(heHOMEHAMM APYTUX KYIbTYD), IPUBOIUT K IepedopMaTUPOBAHUIO MCCIIe-
nyeMoro (eHOMeHa, er0 PeKOHTEKCTYaaM3alMy U B UTOTe — K 06pa30BaHMI0
OTBEUaIlero 3armpocaM IiacTa Tpaauliuy, KOTOPbIN B ITOJIHOM Mepe COOT-
BETCTBYET ITOHSITUIO «MY3bIKa».

HeB03MOsKHO, OIHAKO, ITPOBECTY AeMapKaIMOHHYIO JMHMIO, OTAEINB Tpa-
IUIMOHHBIE (POPMBI MYy3ULIMPOBAHMS OT «BTOPUYHBIX», BOSHUKIINX B pe-
3yJIbTaTe UCCAEN0BATENbCKMX BO3AEHCTBUI. DT MHOKECTBA IOCTOSIHHO
B3aMMOJIE€IICTBYIOT M HM ITIEPBOE HE MUCKIIIOUAET MOSBJIEHNST PUKCUPOBAHHBIX
9CTETUYECKU LIeHHbIX (PeHOMEHOB, HM BTOPOE — IpoleccyaabHOCTH. TeM He
MeHee 06IIMHA 6e301MMO0YHO YKa3bIBAET HAa ayTEHTUYHOTO KaHTOpa, Ipe-
TOYMTAst €r0 MacCTePCTBO MCKYCCTBY aKaleMMUUeCKY BbIyUeHHOTO, YMCTO U BbI-
Pa3suTelIbHO MHTOHUPYIOIIEro KaHTOpa. [IJist MICTIONHEeHMST 00psII0OB 1 0ObIYaeB
TpMeMJIeEMbI U Te, U Ipyrue GOpMbl, HO BbIOMPAIOTCS Uallle IIepBbie, BTOPbIE
ke 6oJiee IPUTOIHBI IJIsI peripe3eHTalMy KY/IbTYpPbl Kak Ha ClIeHe, Tak M B Ha-
YYHOM MCCIeNOBaHUN.

THE BIRTH OF JEWISH MUSIC OUT OF THE RESEARCH
OF ASHKENAZI TRADITION

There is no Jewish term for music as an art. Tracing the development of the
concept of “Jewish music,” we discover that each stage of research activity
leads to the formation of a new branch of tradition.

It becomes a full representative of the relevant area of Ashkenazi culture; at
the same time, it meets the research demands and can be furnished as a corpus
of sound artifacts: cantorial compositions, folk songs, klezmer melodies, etc.
That is, the analytical tools of academic musicology are applicable to it. New
branches do not displace the previous forms of traditional culture, but coexist
and interact with them.

Research activity consists of a series of disjunctive operations
(identification of the field being studied, selection of the subject, its release
from context, its naming, recording, precise notation, description using given
parameters and correlation to similar phenomena in other cultures), that
lead to the reformatting and re-contextualization of the phenomenon under
study. The end result is a pattern of tradition that fully corresponds to the
concept of “music.”

It is not possible to clearly distinguish between traditional forms of music-
making and “secondary” ones resulting from research impacts. Nevertheless,
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the community unmistakably points to an authentic chazan, preferring his
skill to the art of an academically trained, purely and expressively intoning
cantor. 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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Buke XyoaiibepoviesHa Tusanzynsiesa
JIOKTOD MICTOPUYECKUX HayK, 3aBenyiomias kadenpoit OHECKO «KynbTypHOe Hacienme:
OT MPOILIIOro K 6yayiemy» TypKMEHCKOTO rOCY4apCTBEHHOTO YHIBEPCUTETA MMEHY MaxXTyMKy/In,

Auxaban, TypKMeHMUCTaH

MYV3BIKA KAK CPEJICTBO MUPA Y TOBPOCOCEICTBA

My3bika M31aBHa SIBJSIETCS OTpakeHMeM QY1 Hapoaa, ero yasHuii. HapogHas
MYy3bIKa — 3TO KPacoTa, MeJIOANYHOCTb M MyZpoCTb. Ta MyIpoOCTb, UTO CTPe-
MMUTCS K 106PY, MUPY, TOHMMaHUIO. [[pMMepoM TOTO, YTO My3bIKa Mo6GeskAaeT
BPaXOy M 00beAVHSIET HAPOIbI CIYKUT pacckas «Ilykyp 6axim» TypKMeH-
ckoro nucartenst Hypmypaga CapbsixaHoBa (1906—1944), B 0OCHOBY KOTOPOTO
BOIILJIM peasibHble COOBITHMS, MPOMCXOAMBIINe B cepeanHe XIX Beka. TypKkMeH-
CKuit My3bIKaHT lIykyp-6axmuiv (1831-1928) 6bUT M3BECTEH CBOEI BUPTYO3HOI
WUTPOI1 Ha AyTape (OBYXCTPYHHbIN HAI[MOHAJIbHBIN MY3bIKaJIbHbII MHCTPYMEHT)
Y TEM, UTO CBO€Ji MY3bIKO BbI3BOJIMJI M3 HEBOJIM GpaTa. [Tucaresb 6bIT 3HAKOM
¢ 6axim, 1 B 6ecesie ¢ HUM IOYTH CTOJIETHMI MY3bIKAHT Pacckasas 0 COOBITUSIX
CBOE#1 MOJIOOCTH, COBITaBILE} C MesKIOycooutieit. OmHaskabl, BO3BPATUBIINCH
B POZHOE CeJlo, OH y3HaJI, UTO CTapiiero 6para yrHaau B HeBO0. HecmoTpst
Ha TO, 4YTO eMy Ipe[JiaraloT CUMIOi OTO6MTb GpaTa, MOJIOAO O6axIiy pelaeT
Mpo6JieMy CUJION CBO€I MY3bIKM, TO €CTb 6e3 KpPOBOIIPOIUTHUSI OCBOOOKAAET
6para. OTIIPaBMBIIUCH B IIYTh, OH JOOMPAETCS 0 MPABUTENIST COCeTHEN TTPO-
BUMHLIVIMN, THEe CONEPSKUTCS 6paT, M MpejiaraeT IpoBeCT My3bIKaJbHOE COCTSI-
3aHMe C MPUABOPHBIM My3bIKaHTOM. Ec/ii 11obesa B 3TOM coCTsI3aHUM OyneT
3a Illykyp-6axiu, Harpamoii 6ymet ceoboma 6para. [IpaBUTeNb, YBEPEHHbI
B CBOEM MYy3bIKaHTe, COMIAIIAETCS Ha 3TO HeOObIUHOE cocTsi3anue. CoO3bIBAeTCS
Hapof, 1 Ha IIOLAAM Tiepe], ABOPLIOM Pa3BOpauMBaeTCsl Helerkoe CocTsi3aHue
MEeXIY ABYMST My3bIKaHTaMM, B KOTOPOM 1106eny ofepskuBaeT IIykyp-6axiim.
OH 3abupaet 6paTa 13 HeBOJIU. My3bIKa, KOTOPYIO MCITOJTHSIET MOJIOZ0¥i GaxXIiin,
«pacckasbiBaeT» 0 TOM, Kak 6eccMbIC/IeHHA Bpaska, rae ¢ 06eux CTOPOH rmo-
HYT JIIOOV, KaK CTPaJaioT AeTH, SKeHIIVHbBI, CTAPUKM, KaK 6e3yTeIlHbl MATEPM. ..
U 3Ty My3bIKY 6€3 C/IOB TOHMMAIOT COOPABIINECS U MPUCYKAAIOT 3aCTyKEHHYIO
no6emy MpUIIOMY MY3bIKaHTY.

Pacckas «Illykyp 6axiun» YBUIEN CBET IOCJIe CMEPTM €ro aBTopa Ha I0-
nax Bennkoit OteuecTBeHHOI BoiiHbI. HypMmypan CapbixaHOB moru6 B Mae
1944 roga 6nm3 cena Jlenakey HoBoaHeHCKOro paitoHa Mongasuu. ITo MoTMBaM
MOBECTH pexkuccepoM Bynarom MaHCypoBbIM B 1963 romy 6bUT CHIT GUIbBM
«CocTs3aHye», KOTOPbIi ¢ TpUyMdOM 0601IIes] MHOTME CTPaHbI M 3aBOEBAJT
OKOJIO TPUAIIATY HArpas, B TOM umcie mpu3 KaHHCKOTo KMHOGMEeCTUBaIS B HO-
MMHAIVY BHEKOHKYPCHBIX GUIbMOB.
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Upes pacckasa B TOM, YTO My3bIKa MOKET IIPOTUBOCTOSITh Bpaskze, YTO
MMP XPYIIOK, M €ro Hafo 6epedb BO MMSI KM3HU Ha 3eMJie, BO UM OymyImx
ToKoJIeHu#. B cBoeit kuure «My3bIka MMpa, My3biKa APY>KObI 11 GpaTcTBa»
HalLMOHAJIbHBIN IUep TYPKMEHCKOTO Hapozaa ['yp6aHrysibl bepapiMyxamenoB
nmumieT o lykype 6axmm: «Jlake BO Bpare OH CTapajcs pasrsifeTb YepThl,
YyTOOBI BCTYIIUTD C HUM B JMAJIOT, @ He pacipio. Ero oTkpbIToe, Myapoe u 6ec-
CTpalIHOe CepAlie MoACcKa3ano MPaBUIbHBIN MyTh». M cerofHs My3bIKa JO/KHA
0CTaBaThCS CPEACTBOM MMPA, IPYKObI ¥ 106pococecTBa. Bemb SI36IK MY3bIKU
TIOHSTEH BCEM M My3bIKa He MIMeeT IpaHull.

MUSIC AS A MEANS OF PEACE AND GOOD NEIGHBORLINESS

Music has long been a reflection of a people’s soul and aspirations. Folk music
embodies beauty, melody, and wisdom-wisdom that strives for kindness,
peace, and understanding. An example of how music overcomes hostility and
unites nations can be found in the story “Shukur Bakhshi” by the Turkmen
writer Nurmurad Sarykhanov (1906-1944), which is based on real events that
took place in the mid-19'" century.

The Turkmen musician Shukur Bakhshi (1831-1928) was renowned for his
virtuoso playing of the dutar, a two-stringed national musical instrument, and
for the fact that he freed his brother from captivity through the power of his
music. The writer personally knew Bakhshi, and in a conversation with him,
the nearly century-old musician recounted the events of his youth, which
coincided with a time of internecine strife.

One day, upon returning to his native village, he learned that his elder
brother had been taken into captivity. Although he was offered the chance
to rescue his brother by force, the young Bakhshi decided instead to free him
through the strength of his music-without bloodshed. He set out on a journey
and eventually reached the ruler of a neighboring province, where his brother
was being held. There, he proposed a musical competition with the court
musician. If Shukur Bakhshi won, the prize would be his brother’s freedom.
Confident in his own musician’s skill, the ruler agreed to this unusual contest.

The townspeople gathered, and in the square before the palace, a difficult
contest unfolded between the two musicians. Shukur Bakhshi triumphed and
was able to take his brother home from captivity. The music played by the
young Bakhshi “told” of the futility of enmity, of the lives lost on both sides,
of the suffering of children, women, and the elderly, of the inconsolable grief
of mothers... And this music, though wordless, was understood by all who
gathered there, who awarded the well-deserved victory to the visiting musician.
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The story “Shukur Bakhshi” was published after its author’s death during
the Great Patriotic War. Nurmurad Sarykhanov was killed in May 1944 near
the village of Delakeu in the Novoanensky District of Moldova. Based on this
novella, director Bulat Mansurov created the 1963 film “The Contest,” which
toured many countries with great success, winning around thirty awards,
including a prize at the Cannes Film Festival in the out-of-competition
category.

The story’s central idea is that music can stand against enmity, that
peace is fragile and must be cherished for the sake of life on Earth and for
future generations. In his book “Music of Peace, Music of Friendship and
Brotherhood,” the National Leader of the Turkmen people, Gurbanguly
Berdimuhamedov, wrote about Shukur Bakhshi: “Even in an enemy, he sought
to see the traits that would lead to dialogue rather than conflict. His open, wise,
and fearless heart showed him the right path.”

And even today, music must remain a means of peace, friendship, and good
neighborliness. After all, the language of music is understood by everyone, and
music knows no borders.
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Dr. Dominique Porebska-Quasnik
Independent Researcher, Professor Musicologist (The Charles de Gaulle University — Lille III,
France)

Music IN CULTURE: A CRUCIAL MEANING

Introduction: Thematic

Does music play an essential role in a country’s culture? Is it the mirror of
a people’s deep character, their history, their aspirations? This is probably
still true for Eastern European countries: Russia, the Balkans, Romania...
Traditionally, music accompanies life and work; it has been (or was) as vital
as bread or water. As an expression of the soul’s dreams, a journey, space,
or freedom-like among the Roma. Today, music can be frightening because
it forces us to confront the depths and core of our being. It acts as a mirror
and a revealer of consciousness. It is the cement of belonging to a nation,
a homeland, or a destiny. This dimension is reflected in the national anthem.
But who still sings it with fervor and conviction?

Problematic: Hypothesis

The world has changed. The new era of technological progress, money’s
dominance, and egocentrism has turned the planet into a ruthless battleground
where the only truth is to win. What is the role of music in this chaos? Is it still
capable of overturning thrones and igniting the spark of the spirit and justice
above the chaos?

Application. We will compare two monumental works from the 19th
century—an epoch when music still held meaning and a significant place in
global culture. We will analyze Beethoven’s 9th Symphony again, with its
Hymn of Joy, essentially a hymn to human brotherhood. Additionally, we
will examine the ending of the opera Boris Godunov, where the monk Pimen
approaches the Tsar and, through his simple words, upsets his destiny, while
the people sing on Red Place.

Conclusion
In these two masterpieces, music occupies a central, crucial place in the culture
of the world.



64 YAcTb II. KOH®EPEHLIUA «MVY3bIKA B KVJIIBTYPE»

«CBoe» u «Hdyxkoe»

HUpuna AnexkceesHa Kpsincesa
JIOKTOP MICKYCCTBOBeL,eHMsI, BeAYILMii HAyYHbII COTPYSHUK CEKTOPa
16epoaMeprKaHCKOTo MCKyccTBa [0Cy1apCTBEHHOTO MHCTUTYTA VICKYCCTBO3HAHMS,

npodeccop MocKoOBCKOii KoHcepBaTopuy uMmenu I1.1. YaiikoBcKoro

«CBOE» — «<4Y3KOE» B [IPO®ECCUOHAJIBHOM MY3bIKE
JIATUHCKOV AMEPUKU XX BEKA

B TBOpuecTBe Bemynux JaTMHOAMEPUKAHCKMX KOMITO3SUTOPOB XX BeKa —
Dittopa Busa JIo6oca, Anb6epro XuHactepsl, Kapinoca YaBeca, CuyibBecTpe
PeByanbraca, AMageo PonbaaHa 1 pyrux — OTUET/IMBO 3aMeTHA TeHEHIIS,
CBsI3aHHAs C IIePeoCMbIC/IeHVEM YHUBEPCATbHBIX 3CTETUUYECKUX VIMITY/IbCOB
B YUIOBUSIX PETMOHAIBHOTO KOHTEKCTa, KOT/Ia BHeIlIHee BO3IeiiCTBIE 06pe-
TaeT XapaKTep SIBJIeHMS] BHYTPEHHE KM3HM, «UyKoe» [1epe0CMbICIMBAETCS
yepes «CBOe», a «CBOe» BHIXOAUT Ha YPOBEeHb HEKOEH YHUBepCaIuu, obana-
I0II[€e SIPKO BbIPasKEeHHBIMM CBOEOOPa3HbIMM YepTamu. TakuM 06pa3oM B Jia-
TUHOAMEepUKAHCKOM KOHTEKCTe aKTyaJIM3UPyeTcs OfHA M3 OCHOBHBIX UIei
€BpOTIefiCKoro aBaHrapa, oopalieHHast K apxanuyeCcKuM KOPHSM KyJIbTYPbI,
BOCCO3[IaH}e KOTOPBIX OCYIIECTBJISIETCS CAMbIMU COBPEMEHHBIMM CpeJlCTBa-
MM MY3bIKaJIbHOTO S13bIKa. ApXanuyecKkuii MIacT KylbTyPbl, IpeCcTaBIeHHbI
B cTpaHax JIaTMHCKO AMepUKY pasHOOoOpasHbIMM GOpMaMy PUTYaTIbHOI
MpakTuKy (caHtepust Ha Kybe, kaHmomM6sie B Bpasuauu u ap.), roe aKTUBHO
CMEIIMBAKOTCS YePThbI APPUKAHCKOI TPAAUIIVIOHHOM KYJIbTYPhI ¥ €BPOIENiCKOIA
KaTOJMYeCKOi, BIMUSIeT Ha KOMIIO3UTOPCKOE TBOPYECTBO, OIIPeiesisisl CBoe-
06pasye KOMITO3UTOPCKOTO CTUJISI M S13bIKA, OTIMPAIOIIErocsl Ha aKTUBU3ALIMUIO
pUTMMUYECcKoro ¢pakTopa B My3bIKe U pa3HOOGpasHoe rpuMeHeHue appu-
KaHCKMX YAAPHBIX MHCTPYMEHTOB. A 3TOT MOJXOZ, HAIIPSIMYIO COITPUKAacaeTCs
C Benylleli TeHaeHlel B My3bIKe [IePBOii IO0BUHBI XX BeKa, IpeCTaBIeH-
HOJ B TBOpUecTBe CTpaBMHCKOrO, bapToka, ®aneu n ap. B oreyecTBeHHOM
dbunonornyeckoi Hayke yke HECKOJNIbKO AeCSITUIETUH TTPUMEHSIeTCS TTOHSI-
TUE «ITePEKOIMPOBKA», OOBSICHSIONIEE TOT 5Ke CaMblii TPUHIIUIL. TOT ITOAXO
TIpeIIonaraeTcsi MpOWUTIOCTPUPOBATD Ha ITpUMepe Hanbosee ITOKa3aTeTbHbIX
COUYMHEHM yKa3aHHbIX KomIio3uTopoB (Illopo N2 10 Bua Jlo6oca, Kanrata
Marunyueckoit AMepuke XuHactepsl, «CeHcemaiis» PeByanbraca u ap.)
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“OURS” AND “OTHERS” IN 20'"-CENTURY LATIN AMERICAN
PROFESSIONAL MUSIC

In the works of leading 20™-century Latin American composers such as Heitor
Villa-Lobos, Alberto Ginastera, Carlos Chavez, Silvestre Revueltas, Amadeo
Roldan, and others—there is a clear tendency to reinterpret universal aesthetic
impulses in a regional context, where external influences take on the character
of an internal phenomenon, the “foreign” is reinterpreted through the “own,”
and the “own” rises to the level of a kind of universality with distinctly unique
characteristics. Thus, in the Latin American context, one of the main ideas of
the European avant-garde is actualised, turning to the archaic roots of culture,
which are recreated using the most modern means of musical language.
The archaic layer of culture, represented in Latin American countries by
various forms of ritual practice (Santeria in Cuba, Candomblé in Brazil, etc.),
where features of traditional African culture and European Catholicism
are actively mixed, influences compositional creativity, determining the
uniqueness of the compositional style and language, based on the activation
of the rhythmic factor in music and the diverse use of African percussion
instruments. This approach is directly related to the leading trend in music in
the first half of the 20t century, represented in the works of Stravinsky, Bartdk,
Falla, and others. In Russian philological science, the concept of “recoding”
has been used for several decades to explain the same principle. This approach
will be illustrated using examples from the most representative works of the
composers mentioned (Choro No. 10 by Villa Lobos, Cantata para América
magica by Ginastera, Sensemaya by Revueltas, etc.).
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Hpuna Bnadumuposrna Cmapuxosa
KaHAMAAT UCKYCCTBOBeL,eHNs, CTapIlnii Hay4HbI COTPYLHUK

TocynapcTBEHHOTO MHCTUTYTA VICKYCCTBO3HAHMS

3AMMCTBOBAHUS B TEPMUHOJIOTUY [TOCTBU3AHTUMCKUX
MYV 3BbIKAJIbHBIX TPAKTATOB

B3aumopeiicTBMe BM3aHTUIICKOI MTEBUYECKOI KyJIbTYPhl I pa3HOOOpa3HBIX
BOCTOYHBIX HEXPUCTUMAHCKMUX Tpaauuuii ¢ XIV Beka — ¢akT, IOATBEPKIA-
IOIIMIACS aHAIM30M KakK HOTMPOBAHHBIX PYKOIMCEH, TaK U TeOpeTUUECKMUX
TEKCTOB.

Tak, 1aoBasi Teopus, repeiaBaemasi B MOJe/IM «OKPYsKHOCTe» 13 TpaKTaTa
Cadu ag-IuHa anb-YpMmasu (0K. 1217-1294), BO3MOKHO, HalllJIa IIpejiomIIe-
HMe B KOHLeNMM BU3AHTUIICKO T€OPUM I7IaCOB (CM. CXEMbI KPYTOB IJ1aCOB
B TpakTate «CsTorpaaie» (XIV BeK), B TeOpeTuYeCKMX TeKCTax npil. loaHHa
Kykysens (XIV Bek) u MoanHa Jlackaps (XV Bek) u ap.). [lecHonmeHus gpyrux
TpaguLINI TaKKe MHTepeCcoBaM BUSAHTUICKMX TIEBUMX: Y)Ke B PYKOTIMCH Ha-
yana XV BeKa NMPUCYTCTBYET 3alMCh KOMITO3ULMM B KaHPe «KPaTUMBI» C pe-
MapKoii «repcuackoe» (Athen. Bibl. Nat. 2401).

Hakowel, B nepsoii nonosuHe XVIII Beka 11epKoBHbI Menypr [laHaioTuc
Xananzoriy (1708—1748) BrepBble Oommcaa TEOPUIO TaK Ha3bIBaeMOIi «apabo-
MepCUIKOI» My3bIKM B CDABHEHMM C BU3AHTUIACKOI LIePKOBHOM MY3bIKOI. Ciry-
CTSI HECKOJIBKO AecaTuneTuit apxmenmckon Kupwut MapmapmMHCKuit (Hadauio
XVIII Beka — 1760-€) co3pasn OTAENbHBINA pa3fen B CBOEM IMPOCTPaHHOM «Bo-
MIPOCO-OTBETHMKEY, I7e TI0C/IeI0BaTebHO COMIOCTaBWI pa3Hble MYy3bIKaJbHbIE
SIBJIEHMS BU3AHTUIICKOJ 1IEPKOBHO MY3bIKM B TEDMMHAX MCKYCCTBA «MaKaM».

O6a aBTOpa BBIHYKIEHHO MCITOMb30BAIN IJIST OIIMCAHMS KaK TEPMUHBI, CO3-
IaHHble BU3aHTUICKMMM TEOPETUKAMM U BCTpeYaouecs: B rpeKOsI3bIYHbIX
TpaKTaTax O My3blKe Ha IIPOTSKEHUY HECKOMbKUX CTONETHIA, Tak U Te, KOTOpble
OHM MOIVIY 3aMMCTBOBATh M3 TaK Ha3bIBAEMBIX «II€PCUACKUX KHUT» O MY3bIKe
WM B TIPOLiecce COBMECTHOTI'O TBOPUECTBa C HEL[ePKOBHBIMM MY3bIKAHTaMMU,
VICTIONTHSIOIMMYM KOMITO3UIIMYM Ha Pa3IuvHble «MaKaMbl».

TakuM 06pa3oM, B 3TUX CPaBHUTEIbHbBIX TPaKTaTax ObUIY 00beIMHEHBI Ta-
Kie TepMMHBI, Kak 1ot (echoi, rmacer) n pexdpio (mekamia, Makambl), GOV
(phone, crynienn) u mepdég (perdes, mo3uiys nagxa), dopai (phthorai, proper)
u vipio (nimia, Humun), yeypovopia (cheironomia, xupoHomust) 1 0OOGOVAL.
(ousoulia, ycynbst) u T.1.

[TpuMeyaTeabHO, KaK MMEHHO MCIIONb3YIOTCS TEPMUHBI U3 Pa3HbIX 00/a-
CTelt My3bIKaJIbHOTO TBOpUecTBa. HEKOTOpbIe 13 HUX BBOJSTCS [1apaMy, Kak,
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HarpuMmep, «IJachl» — «MaKaMbl» ¥ APYTHE BbIIeNpyBeeHHbIe. OTHAKO IS
psiia CJIOB M3 TEPMMHOIOTMM VICKYCCTBA mMaqdm He HaXOAUTCS MapaieTbHbIX
TEPMMHOB B BU3AHTMIICKOM Teopum My3bIKHU. IT0 9TO mpuunHe TepMuH sube,
TepelaHHbIl MO-Ipeuecky Kak coymédeS (sochpedes), y Ilanaitoryca Xanaznso-
Ty IPOTUBOIIOCTABJISIETCSI OCHOBHBIM MakamaMm (KOP1ol LEKOLLEL), HO He VIMeeT
cBoero onpepenens. Kupumi MapmapuHCKuii rpepjiaraeT y>ke TOJIKOBaHue
3TOTO CJIOBA: «GOYUTEDEG (sochpedes) ske He MMeEIOT COOCTBEHHOI J1a0BO
no3unyu (mepdév, perden), HO TPOU3BOISTCS U3 OPYTUX IACOB (Tx01, (echoi,
[J1aChl)».

CeTb TEPMMHOB Pa3HOTO MPOVUCXOKIEHMS («BU3AHTUICKOTO» U «apabo-1ep-
CUJICKOTO»), KOTOPbIe OOBSICHSIIOTCS OOVH Yepe3 PYToii, TI03BOJSIET YBUAETD
YepThI CXOACTBA M PA3INUMST B TEOPUM MY3BIKM PA3IMUYHBIX CTUIIEN, YCIOBHO
0603HaYaeMbIX KaK «HAIla My3bIKa» U «BHEIIHSS My3bIKa» (E£® LOVGIKN, eX0
mousiki) (Kupumt MapMapMHCKIiA) WY «HAIlle SHTapMOHUYECKOe Y MeJIOIV -
YeCcKOe MCKYCCTBO» (EVapUoviem kot pedmdkt] téxvn / enarmonio kai melodike
tekhne) 1 «My3bIKaJIbHOE MICKYCCTBO TIEPCOB» (1] LOVGIKN TEYVT TAV TEPODV/
i mousiki tekhni ton person) (TI. Xanagzormy).

BORROWINGS IN THE TERMINOLOGY
OF POST-BYZANTINE MUSICAL TREATISES

The interaction between Byzantine chant and various Eastern non-Christian
musical traditions from the 14" century is well documented through the
analysis of both musical manuscripts and theoretical treatises. For instance,
the modal theory presented in Safi al-Din al-Urmawi’s treatise (c. 1217-1294),
particularly his model of the “circles,” may have influenced the development of
Byzantine modal theory, as reflected in the concept of the “circles of modes.”
This is illustrated in the 14™-century treatise Hagiopolites, as well as in the
theoretical diagrams of Saint John Koukouzelis (14" century) and John Lascaris
(15 century), among others.

Moreover, Byzantine musicians showed interest in melodies from other
traditions. A manuscript from the early 15t century, for example, includes
a composition in the kratyma genre labeled as “Persian” (Athenian National
Library, MS 2401), attesting to the incorporation of foreign musical elements
into Byzantine practice.

Finally, in the first half of the 18 century, the church musician Panayotis
Chalatzoglou (1708-1748) described the theory of so-called “Arabo-Persian”
music in comparison with Byzantine church music. Several decades later,
Archbishop Cyrillos Marmarinos (early 18™ century — 1760s) created a separate
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section in his extensive “Question-and-Answer Book,” where he systematically
compared various musical phenomena of Byzantine church music using the
terminology of “makam” art.

Both authors were compelled to use for their descriptions not only terms
created by Byzantine theorists and found in Greek-language musical treatises
over several centuries, but also those they could borrow from so-called “Persian
books” on music or through collaborative work with non-ecclesiastical
musicians who performed compositions in various “magams.”

Thus, these comparative treatises brought together such terms as fjyot
(echoi, gnacer) and pexdpio (mekamia, makams), v (phone, steps)
and mepdég (perdes, positions of the tetrachord), pBopai (phthorai, phthoras)
and vipo (nimia, nimias), xeipovopio (cheironomia, cheironomia) and
ovoovMa (ousoulia, usulias), and so forth.

It is noteworthy how terms from different areas of musical practice are
employed. Some are introduced in pairs, such as “modes”-“makams” and
others mentioned above. However, for a number of terms from maqgam art
terminology, no parallel concepts exist in Byzantine musical theory. For
this reason, the term sube, rendered in Greek as coymédeg (sochpedes), is
contrasted by Panayotis Chalatzoglou with the main makams (kVpia péxopiior)
but it remains undefined. Cyrillos Marmarin provides an explanation of this
term as follows: “coyumédeg (sochpedes) do not have their own modal position
(mepdév, perden), but are derived from other modes (o1, echoi).”

As a result, we can see the interweaving of terms with different origins
(“Byzantine” and “Arabo-Persian” ones) that are explained through one
another. It allows us to observe both similarities and differences in the
theory of music across various styles, conventionally designated as “our
music” and “foreign music” (o povoikn, exo mousiki) (Cyril Marmarin) or
“our enharmonic and melodic art” (§vapuovim kot pekwdiki] Téyvn, enarmonio
kai melodike tekhne) and “the musical art of the Persians” (1] povoikn té&yvn
TV Tepodv, i mousiki tekhni ton person) (P. Chalatzoglou).
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Mapus Anexcandposra Mouceesa
KaHMAAT VICKYCCTBOBEZEHNSI, DOLeHT KadeApbl MCTOPUM 3apy6exkHOM My3bIKM MOCKOBCKOIA
rOCyapCTBeHHOJ KoHcepBaTopyuy uMeny I1.1. YalikoBCKOTrO; CTapIumii Hay4YHbI COTPYLHUK

CexTopa M6epoamepnkaHCKoro MCKYCCTBA FOCY,HapCTBEHHOI‘O MHCTUTYTA MUCKYCCTBO3HAHMS

9CCE BEHUTO XEPOHMMO DENX00-U-MOHTEHEI'PO
«XPAMOBASI MY3bIKA» KAK OTPAXKEHUE CTUJIMCTUYECKHUX
V3MEHEHUM B MY3BIKE VICITAHUU ITEPBO 1MOJIOBUHBI X VIII BEKA

KckycerBo VicmaHuu, B TOM 4MC/Ie MY3bIKY, BCerjia OTIM4aiy akKTUBHbIE KOH-
TakThl ¢ Utanueit. TaqbsHCKME BAUSIHUSI CITOCOGCTBOBAIM PaCIIBETY MC-
MaHCKOM My3bIkM B 310Xy PeHeccaHca. Tem He meHee B XVII Beke 3Tu nBe
My3bIKaJIbHbI€ KYJbTYPbl BO MHOTOM IIJIM pa3HbIMU ITyTsMu. Cpegy MHOTO-
YMCJIEHHBIX IPMMEDPOB — HEOXOTHOE BK/IIOUEHME B COCTAB MCIAHCKMX Karesul
MHCTPYMEHTOB CKPUIIMYHOTO CeMeicTBa miu crenududeckue GopMel mc-
MMaHCKUX peunTaTuBOB. Py6esk XVII-XVIII BeKoB O6bl1 03HAMEHOBAH HOBO
BOJIHO¥ UTAJIbSIHCKOTO BJIMSIHMS, KOTOPOE B ajbHeiIIeM TOMbKO YCUIUBAIOCh.

K BbIgaomumMCcs MbICIUTENSIM TepBo¥i monoBuHbI XVIII Beka oTHOCUTCS
MCITAHCKMIA YUEHBI U IMCaTeIb, MOHAX-6eHeIuKTUHel beHuTo XepoHumo
@eiixo0-u-MoHTeHerpo (1676—-1764). OH He 6bUT My3bIKAHTOM, OTHAKO DS,
ero 3cce IeMOHCTPUPYeT HeIoAAeNbHblil MHTEPeC K My3biKe. Bo3mMoykHO, ca-
Mblii SIpKUit IpuMep — 3cce «XpaMoBasi My3bIKa», BXogsiiee B paboty «Teatro
critico universal». DTOT QpyHIaMeHTaIbHbIA TPYA BKIIOUAET 9 KHUT, COCTOSIIINX
13 HeGOMBIINX TEKCTOB, TIOCBSIIIEHHBIX PAa3IMYHONM TeMaTuke. VX ocobast 1ieH-
HOCTb COCTOUT B TOM, YTO OHM CTY>KAT OTPaskeHMeM IIPOLIECCOB, IPOUCXOAUB-
LIMX B €r0 3IOXY.

Bmecte ¢ TeM B3rs14b1 caMmoro @eixoo BecbMa KOHCepBaTHBHBIL. MHOTOE 13
TOTO, UTO OH CUMTAET IIOPOKAMY CBOETO BpeMeHU U Pe3y/IbTaTOM MOJbI, 6bII0
MIPUCYIIEe UCIIAHCKOM MYy3bIKe U paHee. B yacTHOCTH, KpuTuKyeMas Pelixoo
TeaTpPaIbHOCTh B MIMPOKOM CMbIC/IE CJI0BA OblJIa MMMaHEHTHBIM CBOJICTBOM
MCITAaHCKOJi II€PKOBHOJT MY3bIKM 3110XM PeHeccaHca 1 6apokko. MHOTMe 3cTe-
Tudeckye upeansbl Oeifxoo jexkar B elle 6osee ry6okoM ICTOPUIECKOM T1/1a-
cTe. B 3TOM OH CXOX C APYTMMM MBICTUTENSIMU 310X, HaripumMep c ITabio
Haccappe.

Dcce Deiix00 0OHAKAET CTUIMCTUYECKUIT pa3pbIB, 0003HAUMBILUIACST MEKIY
MMPUABOPHOI MY3bIKaJIbHOM KYJIBTYPOJ KaK CBETCKOM, TaK U [IEPKOBHO, U MY-
3bIKO COGCTBEHHO MCIAHCKMX LIEPKBEii. DTO MOATBEPXKAAIOT U HAGIIOOeHUS
0 3aKyTKaxX HOT [1J151 LIePKOBHbIX Kalle/yl, BKAIUaBIIMX POM3BeEeHMs CTapbIX
MacTepoB.
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Pasnuumst MexXy MCITaHCKOM U UTAJIbSIHCKOM MY3bIKOJ MPEICTABISIOT OIS
®eiix00 0coObIit MHTepec. OH 06BUHSIET MMEHHO UTAJIbSIHIIEB B TOM, UTO MY-
3bIKa CTaJIa CBOE0OPA3HBIM SJ0M. [JTaBHBIM IMPOBOIHMKOM 3TOTO TIETBOPHOTO
BiMsIHMS @eiix00 Ha3bIBaeT UCIAHCKOrO IIPUABOPHOTO KOMITO3UTOpA Ipe-
nobigyieit sarmoxyu CebacTtbsina JlypoHa (1660—1716). B To ke BpeMst Deitxoo
MIPEeBO3HOCUT CBOEro COBpeMeHHMKA, MPUIBOPHOTO KOMIIO3UTOPa AHTOHMO
ne JIntepeca (1673-1747), my3biKa KOTOPOTO OTHIOAb He JIMIIIEHA UTAJIbsIH-
CKOTO BJIVSTHUSI.

BENITO JERONIMO FEOO'S ESSAY “MUSICA DE LOS TEMPLOS”
AS A REFLECTION OF STYLISTIC CHANGES IN THE MUSIC OF SPAIN
IN THE FIRST HALF OF THE 18 CENTURY

Spanish art, including music, has always been characterized by active contact
with Italy. Italian influences contributed to the flourishing of Spanish music
during the Renaissance. However, in the 17" century, these two musical
cultures took very different paths in many respects. There are many examples;
the reluctance to include instruments of the violin family in Spanish chapels
and the specific forms of Spanish recitative are among them. The turn of the
17t and 18t centuries was marked by a new wave of Italian influence, which
intensified over time.

Among the outstanding thinkers of the first half of the 18 century was the
Spanish scientist and writer, the Benedictine monk Benito Jerénimo Feijéo y
Montenegro (1676—1764). He was not a musician, but a number of his essays
demonstrate a genuine interest in music. One of the most striking examples
is the essay Musica en los Templos, which is part of the treatise “Teatro critico
universal”. This fundamental work includes nine volumes consisting of short
essays on various topics, offering a reflection of the processes taking place in
his era.

At the same time, Feij6o's own views were quite conservative. Much of
what he considered to be the vices of his time, or merely fashionable trends,
had already been inherent in Spanish music. In particular, the theatricality
criticized by Feijéo was an immanent feature of Spanish church music the
Renaissance and Baroque periods. Many of Feijoo's aesthetic ideals lie in an
even deeper historical layer, bringing him closer to other theorists of the era,
such as Pablo Nassarre.

Feijoo’s essay reveals the stylistic gap that had emerged between court
musical culture-both secular and ecclesiastical-and the music of other
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Spanish churches. This is confirmed by records of score purchases for church
chapels, which included works by older masters.

The differences between Spanish and Italian music were of particular
interest to Feijéo. He named the Spanish court composer Sebastian Durén
(1660-1716) as the originator of the pernicious Italian influence. At the same
time, Feijoo praised his contemporary, the court composer Antonio de Literes
(1673-1747), whose music was also influenced by Italian style.
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Ana Jlaypa Canuec Pemana

acnMpaHTKa MOCKOBCKOJ rocyapcTBeHHOM KoHcepBaTtopmu umenn I1.1. YajikoBckoro;
Hay4HbII pyKoBoauUTenb — Mapusi AnekcannpoBHa MouceeBa, KaHAMAAT ICKYCCTBOBeA,EHMS,
JoLeHT Kadeapsl MCTOPUY 3apyOEKHOI My3bIKM MOCKOBCKO# TOCYAapCTBEHHO KOHCEPBATOPUMA

umenu [1.1. YarikoBckoro

TAHLIEBAJIBHOCTbD B UCITAHCKO LIEPKOBHOM KYJIBTYPE
XVI-XVII BEKOB

TaHel — OgMH U3 BaXXKHENIINX 3JIEMEHTOB UCITaHCKOW KYJIbTyphl 310Xy Pe-
HeccaHca 1 6apokKo. TaHIIEBaTbHOCTDb KaK OZHO U3 MPOSIBJIeHMIT 60siee M-
POKOTO TIOHSITUS «ITPA3IHUYHOCTH» TPOHMUKAET BO BCe chepbl KM3HU, B TOM
YlClle B PeTUTMO3HYIO.

B03MOKHO, camMblil M3BECTHBIV IIPUMEP UCIIOAb30BaHMS TaHIIA B LIEPKBY,
MPOJO/DKAIOLIMIA CYLIeCTBOBATh M B HAILIM JHU, — TaK Ha3blBaeMble «ceiicec»
(ucr. seises, OT seis — 11eCcTb) B co60pe CeBUIbM. DTO IPYIINa MaJIbUMKOB, KO-
TOPBIX U3HAYAIBHO AEMCTBUTEIHHO ObIIO IECTEPO, UCTIOMHSIIONIVX TAHIIBI
HEeCKOJIbKO pa3 B rofi. TouHoe BpeMsi IIOSIBIeHUSI 3TOM MPaKTUKY HEU3BECTHO,
HO, BEpOSITHO, peub uaeT 0 Hauase XVI Beka.

Llenblii psii UCTOPUUYECKUX CBUAETEIBCTB YKa3bIBAET HA TO, YTO TAHI[bI CTa-
HOBWJIMCh YaCTbIO PEJIMTMO3HBIX AelCTB. TaHel, (IpuyeM I10f, aKKOMITaHe-
MEHT PaMOUHBIX 6apabaHOB) MPAKTUKOBAIN CECTPUUECTBA, TOUUTaBIINE [IeBY
Maputo 1 Posapwuii, a COBETHUK ITapukcKoro napiameHTa ®pancya bepro, ro-
ceTuB B 1659 romy gppaHILIMCKaHCKMIT MOHACTBIPh B Magpuie, OCTaBUII 3aMeTKU
0 TOM, KaK MOHaxX¥ B MacKax IUIsicayiu 110, akKOMIIaHEMEHT OpraHa, CKpUIIKK
1 6y6eHI10B. Ha mpokoe pacrnpocTpaHeHue TaHIla B IIepKBaX KOCBEHHO yKa-
3bIBAIOT MHOTOUMC/IEHHBIE 3alIPeThl, KOTOPble BBOOMUIMCH B PA3HBIX FOPOZaX.
OpmHako 3T 3aMpeThl KaskAbli pa3 HapyIliaauch, YTO TOBOPUT O MECTe, KOTOpoe
3aHMMaJl TaHell B KM3HU UCTIaHLIEB.

TaHIIeBAIbHOCTh TPOHMKAET B PEIUTMO3HYIO chepy U Yepe3 UCIIONHEHN e
TaHIIeBATbHOM MYy3bIKY BO BpeMsI 60TOCTYKeHNS Aaske 6€3 TaHIla KaK TAKOBO-
ro. Hanpumep, KOMII03UTOPBI MOIJIY COUMHSITD IIPOM3BEeHMS, TTle B KaUeCTBe
MY3bIKaJIbHOTO MaTepuasia UCII0Ib30BaIMCh IPUTOPUAHCKIIL HATIEB U TaHLIe-
Ba/IbHAs rapMOHMYecKast Gopmyiia. Y 3TO MPaKTUKM ObUTM CBOM MTPOTUBHUKM,
cpeny HuX — beunTo XepoHumo Peitxoo, KOTOPBI B CBOEM 3CCe «XpaMOBast
MYy3bIKa» KPUTMUKOBAJI UCIIOJIb30BaHMe TaHI|eBaJbHbIX PUTMOB B LIEPKBU.

B McmaHCKMX TpaKkTaTax o TaHIle 31oxu PeHeccaHca 1 6apoKKO Mbl HAXOIUM
OTIpaB/aHMe TAHIIA er0 6OKECTBEHHBIM ITPOUCXOKIEHMEM, UTO OBUIO TUITUMIHO
IJISI 9TOTO BpeMeHM. ABTOPBI YKa3bIBaIM Ha 616IeliCKMe CIOKEThI, CBSI3aHHbIE
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C MY3BIKOJ} U TaHIIEM, ¥ HA YIIOMMHAHWS TaHIIEB B paboTax KPYITHbIX Peu-
IrMO3HbIX aBTOPOB. Hampumep, X. ne dckusenb HaBappo B TpakTaTte «Cyxae-
HMe 06 MCKYCCTBE TaHIla» MUIIET O TOM, UTO TaHell, KaK M MHCTPYMEHTAIbHYI0
MY3bIKY, n3006pen yBa.

TaH1eBaJIbHOCTb U PEIUTMO3HOCTb — JIBe BakKHeMIIe COCTaBIsIIoue
MCITAHCKOTO MCKYCCTBA, B3aMMO/MECTBME KOTOPhIX XapaKTepusyeT UC-
MaHCKYI0 KyJIbTYpY 310Xy Bo3poskaeHus u 6apOKKO B I[EIOM.

DANCE IN SPANISH RELIGIOUS CULTURE
OF THE 16—18™ CENTURIES

Dance was one of the most important elements in Spanish Renaissance and
Baroque culture. It appeared in most spheres of life, including the religious,
as one aspect of the wider concept of “festivity.”

One of the most famous examples of dance within the church, which still
exists today, is the “Seises” (Spanish for “sixes”) in the Seville Cathedral.
The “Seises” are a group of boys, originally six, who perform a dance several
times a year. It is unclear when exactly this practice started, but it likely began
in the early 16™ century.

A series of historical documents point to the fact that dance was a part
of religious worship. Dance, often accompanied by frame drums, was practiced
by a sisterhood devoted to the Virgin Mary and the Rosary. Francois Bertheau,
counselor of the Parlement of Paris, who attended a service at a Franciscan
monastery in Madrid in 1659, wrote about masked monks, who danced to the
accompaniment of the organ, violin, and bells. The widespread practice of
dance in the church can be traced through multiple unsuccessful attempts to
forbid it. This proves the significant role dance played in the lives of Spaniards.

Dance also appeared in religious culture through dance music played during
church services, even without actual dance. For example, composers would
sometimes write music based on a Gregorian chant combined with a dance
harmonic formula. This practice had its critics. Benito Jerénimo Feij6o, in his
essay “Musica de los Templos”, criticized the use of dance rhythms in churches.

In Renaissance and Baroque dance treatises, the use of dance is explained
through its divine origins, as typical of the era. Authors often cited biblical
stories about music and dance, as well as references to it in the works of
religious authors. J. de Esquivel Navarro, in his “Discursos sobre el Arte de
Danzar”, wrote that dance, like instrumental music, was created by Jubal.

Dance and religion were two of the most important elements in Spanish
art, and their interaction can be interpreted as characteristic of Spanish
Renaissance and Baroque culture.



74 YACTb II. KOH®EPEHILUS «MY3BbIKA B KYJIBTYPE»

Mys3bIKa ¥ HOTauus

3axpa A66ac kwi3sl Badanosa
acrmpaHTKa A3ep6aiKaHCKO Hal[MOHAIbHOM KOHCepBaTOpNu, Baky;
Hay4HbII pyKoBoauTenb — [tonbreknH BajiakanosHa lllamMusuin, BOKTOP MCKYCCTBOBELEHNS,

BeIyLIMIT HAYYHBII COTPYIHMK [0CYnapCTBEHHOTO MHCTUTYTA MCKYCCTBO3HAHMS

3BYK U 3HAK: CUCTEMA ABJIJKAJI B MY3bIKAJIbHBIX TPAKTATAX
IX-XII BEKOB

Ha repBom sTarie pasBUTHS KJIACCMUYECKOM apabCcKO-MYyCyIbMaHCKOM KyJlb-
Typhl (VII—XII Beka) My3bIKa pacCMaTpyuBaiach Kak 4aCTb MaTeMaTUUECKOM
HayKu. Paccy>kmeHust 0 Helt 06y1eKamich B GopMy pasiesioB TPaKTaToOB 10 Ma-
TeMaTyKe, BXOISIMX, B CBOIO OUuepe/ib, B MHOTOTOMHbIE SHLIMKIONEeANYecKue
courHeHus1. My3bIKa M3y4danach Kak B TEOPETUUECKOM, TaK 1 B Gumocodckom
KOHTEKCTe. YdeHble 3TOTO Iepuosia CTPEMUIIICH OOBSICHUTD €e ¢ MTOMOIIbI0
MaTeMaTUYeCKMX 3aKOHOMEPHOCTEN, UCCIenys ee aKyCTUYeckue u metadu-
3UYeCKMe OCHOBbI. ODHUM 13 CIIOCOOOB Mepefau akKyCTUIeCKUX ITPOIOPInit
ObLIa 3HaKOBasl cucTeMa abfska, OCHOBaHHAas Ha apabCcKoM ajihaBUTe U TOMTY-
YMBIIIasI HA3BaHMeE T10 ee IIEPBbIM UeThIipeM GyKBaM — anud, 6e, I3KuM U galb.
Kaskmoit 6ykBe puIaBagoch YMCIOBOE 3HAUEHME, UTO YXOIUT BIITyOb CEMMUT-
CKOJ TeOpuM MY3bIKM, pa3BUTONM Ha TeppUTOpUM 3amnafHONM A3MK B MEPUOT,
MeCOTIOTaMCKMX UMBUIN3AIIUIA.

HecMOTpst Ha TO, UTO KOPHM CUCTEMBI abaskaj yXOOsT BIIyOb ApeBHEMe-
COTMOTaMCKUX LIMBWIN3ALUI, CY{UTAETCS, UTO TIOC/IELHUM 3BEHOM B ee Iepe-
JIaye apabo-MyCyJIbMaHCKOM KyabType CTau MepeBeeHHble Ha apaObCcKkuii
SI3BIK IpeBHeTrpevyecKye TpakTaThl O My3bIKe. B 4acTHOCTH, CPaBHMBAIOTCS
HoTaluu ['aymeHIus ¢ cucTeMoli abaska, MpUMeHeHHOI anb-Papabu. BbiBo-
IIbI iCcCIemoBaTesiet, B yacTHOCTY M. Kemmnbea (2022), cXOASTCS HA TOM, UTO
OTIpeAeNUThb U 000CHOBATh MHTEJUIEKTYAIbHbIE 3aIMCTBOBaHMSI 13 KOHKPET-
HBIX ]peBHErPeYeCKIX TEKCTOB SIBJISIETCSI HEITPOCTOM 3ajaueii, TeM 6osee, YTO
B apabCKMX TPAKTATaX ST 3HAKM He 0603HAYAIOT BBICOTY 3BYKa, & CJTYXKAT AJIsI
YKa3aHMS Ha «CTYIIEHb 3BYKODSIAa».

Ecnu BepHO, YTO cucTeMa abmKaz B JaHHbIN TIEPYUOA, UCTOPUY YKa3bIBaIa
He Ha BbICOTHOCTbD, @ Ha CTyTIeHb 3BYKOBOJ1 MTOC/IeJ0BATEIbHOCTH, BPSIJ, I OHA
MOKET PacCMaTPUBATHCS KaK «OyKBeHHAsI HOTAIMSI» I10 TOM ITPUUMHE, UTO B ee
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OCHOBE JIEKUT He HOTAa, a TTOPSAKOBBIN HOMeEp, UCII0/Ib3yeMblif, KaK IIPaBUIIo,
B MaTeMaTUYeCKMX JUCIUTUIMHAX AJ1 0603HAYeHMSI MecTa 3JIeMeHTA B yII0-
psiloueHHOM MHoOsKecTBe. He ciryuaifHO IepBble JOLIeAllNe A0 HAC OIbIThI
MCIIONb30BAHMS CUCTEMBI abIskal CBSI3aHbI C Mepefaueli MaableBbIX MO3U-
LMt Ha Tprde My3bIKaJbHOTO MHCTPYMEHTA — yaa U TaHOypa (anb-Kunmn),
TaKCOHOMMU eIVIHUII, M3BJIEYEHHBIX U3 TTOJIHOI cucTeMbl (ayib-Dapabn), ¥ TaK
nanee. [IpyrMMu cioBamMu, MEXAY 3BYKOM M 3HAKOM CTOSIIO UMCIIO KaK Cpefi-
CTBO YIIOPSIZOYMBAHMS MHOKECTBa. B 3TOM CMbIC/Ie cucTeMa abmpKaz, Ciaenyst
3amagH0a3MaTCKOM TpaauLIM, OCTaBaIaCh BEPHOI CBOEN YMCIOBOJ IIPUPOJE
Ha MPOTSDKEHUY IJIUTETLHOTO BPEMEHY BIUIOTh 10 KapAMHAIbHOM TpaHChop-
manuu B XVI—XVII Bekax.

SOUND AND SIGN: ABJAD SYSTEM IN TREATISES ON MUSIC
OF THE 912" CENTURIES

During the initial stage of classical Arab-Muslim culture development (7t-
12th centuries), music was regarded as an integral part of mathematical
science. Discourse on the subject often took the form of dedicated sections
within treatises on mathematics, which were subsequently incorporated into
comprehensive, multivolume encyclopedic works. Music was examined both
from theoretical and philosophical perspectives. Scholars of this period aimed
to understand it through the application of mathematical principles, delving
into its acoustic properties as well as its metaphysical significance.

One of the ways to convey acoustic proportions was the abjad sign system,
based on the Arabic alphabet and named after its first four letters—alif, be, jim
and dal. Each letter was given a numerical value, which goes deep into the
Semitic theory of music, developed in Western Asia during the Mesopotamian
civilizations. Although the roots of the abjad system go back to Antiquity, it
is believed that the last link in its transmission to Arab-Muslim culture was
the ancient Greek treatises on music translated into Arabic. The notations
of Gaudentius are compared with the abjad system used by al-Farabi. The
conclusions of researchers, in particular, M. Campbell (2022), agree that it is
not an easy task to identify and justify intellectual borrowings from specific
ancient Greek texts. Moreover, in Arabic treatises, these signs do not indicate
the pitch of a sound, but serve to indicate the “degree of the scale”. If it is true
that the abjad system in this period of history indicated not the pitch but the
degree of the sound sequence, it can hardly be considered as a “letter notation”
for the reason that it is based not on a note but on an ordinal number, usually
used in mathematical disciplines to indicate the place of an element in an
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ordered set. It is no coincidence that the first experiments in using the abjad
system that have come down to us are associated with the transmission of
finger positions on the fingerboard of a musical instrument—the oud and
tanbur (al-Kindi), the taxonomy of units extracted from the complete system
(al-Farabi), and so on. In other words, between the sound and the sign there
was a number as a means of ordering the set. In this sense, the abjad system,
following the West Asian tradition, remained true to its numerical nature for
a long time until its radical transformation in the 16t"—17t% centuries.
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Hapws Imumpuesna Oduryosa

acnmpaHTKa Enenkoro rocynapcTBeHHOro yHuBepeureTa uMenu U.A. BynuHa,

npenogasaresb Kadenpbl My3bIKaabHOM TOATOTOBKM M COLMOKYIBTYPHBIX IPOEKTOB JIMIIEL[KOTO
TOCyJapCTBEHHOrO Neparorndeckoro yusepcutera umenn I1.I1. Cemenosa-TauH-1laHckoro;
Hay4HbIi1 pyKOBOAUTENb — BstuecnaB MiBaHOBIY KOPOTKMX, JOKTOP Gumocopckmx HayK, JOLEHT,

npodeccop Enenkoro rocyzapcTBeHHOTO YHUBepeuTeTa umenn U.A. ByHuna

COMPUYACTHOCTDb BUBAHTUNCKOM KYJIBTYPBI
K IPEBHEPYCCKOW IMTECEHHOM TPAIULINU

C NMpuHSITYEM XPUCTUAHCTBA JPEeBHEPYCCKAsI KYJIbTypa 000TaTHIaCh He TOIbKO
obpasiamu 1306pasuTeNbHOTO U MPUKIATHOTO VICKYCCTBA, HO U TTOTIONHU-
Jlach TIpUMepaMy My3bIKaJbHOTrO TBopyecTBa. C KoHIA IX Beka BO3MOXKHO
MPOCIEINTH 10 COXPaHUBILIMMCS 3aMUCSIM CXOLCTBO 3HAKOBOT'O HauepTaHUS
rpeyeckux 60rocTyske6HbIX HATIEBOB M CTUXUP PYCCKOTO MTPOUCXOKAEHMS.
B ocHOBe BM3aHTUIICKOTO ¥ OT€YECTBEHHOTO MY3bIKaJIbHOTO TBOPUECTBA 3a-
JIO’KEeH eIVHbIV IPUHIIUII TIOCTPOEHMUS CTUXUPDI HA CEMb CTPOK, KDOMeE TOTO,
MCTIONb3YIOTCSI TOXKAECTBEHHBIE My3bIKa/IbHbIe 0603HaYeHMSI. Tak, HaIpuMep,
MapakauT — € JaeT HavaIo MEeHNUIO0 U B PYCCKOM 6OTOCTY:KeOHOM Tpaauiumy,
Y B TPEUYECKONi XpUCTUAHCKOI KYJIbTYpe.

Takoe CXOACTBO OOYCIOBAEHO eMHBIM ITOCTPOEHMEM MeTOANYEeCKUX Ha-
MIeBOB JIBYX KY/IbTYD. PyccKue oOMeCTHKY IIpy TiepeBojie BU3aHTUICKUX hopM
CTUXOCIOXKEeHUS IPUAEPKMBAIVCh MHO3EMHOI MYy3bIKaIbHOM OpraHu3aiiumn.
Ho camu HareBbI He TIOBTOPSUIMCH C TOYHOCTBIO, & JIMIIb TOIbKO YIOAOOISICH
rpeyeckuM. MacTepa IpeBHEPYCCKOTO [TeBYECKOr0 MCKYCCTBA MPUIaBaIu UM
YepTbl CAMOCTOSITeIbHOCTH.

B 3T0i1 CBSI3M NpuMevaTesieH KOHAAKaApHbIN CTWIb UCIIOIHEHMS. ETo oco-
6EHHOCTD 3aK/TI0YAETCS B TOM, UTO B HEM ITPUMEHSIIOTCS BU3AHTUIICKME JTai0-
MHTOHAIMOHHbIE GOPMYJIBI Y UCIIOMb3YETCS 6OMBIIOE KOMTMYECTBO IPEI3MOB.
VIMeHHO 3TOT CTWIb OT/IMYAETCsI CBOMM CTPEMJIEHMEM COXPaHUTD MTOIMHHbIE
rpeyecKkye HaleBbl.

HekoTopble BM3aHTUIICKYE 3HaKM ObUIM MCITOIb30BaHbI HA Pycyu B MHOM
3HaueHMN. BykBa «duta» B BU3aHTUIICKOM TeHMM 0603HAYAIA MOLY/ISIIUIO.
B pycckoM IeceHHOM MCKYCCTBe 9TOJi ke 6yKBOi 0603Hava/IM yKpallaIiue
060pOTHI, KOTOPbIE HAXOAWIMCEH B cepennHe Tcanmopyu. [IpeacraBieHHbIE
«butTamm» Menonuueckye 060pOThI Pa3IeSIOTCS Ha HECKOIbKO MOTMBOB.
Cy1IecTBOBaJIO HECKOJIBKO Pa3sHOBUAHOCTeN PuUT: «pura KpacHas», «pura-
KoObLIa» (Ha3bIBa/IaCh Tak, IOTOMY YTO IO HAYepTaHMIO OblIa TIOXOXKa Ha
TOJIOBY JIOIIaIn), «puUTa-mepeBsiskar, «pura cBeT/as», «pura-xadysar.
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Menopyy, OCHOBaHHbIE HA MY3bIKAIbHBIX (hopMyaax GuT, TOMOTaIN JpeB-
HEPYCCKMM TeBIIAM OCBOUTD 3BYKOPSIZ, IIACOBOTO MecHomneHus. Tak, «bura
MpocCTasi», pacroJioKeHHasl B Ayara3oHe KBUHTHI J0-COJIb, IOMOraJia yCibl-
IaTh TEPIMIO AOPUIICKOTO 3BYyKOpsiaa pe-da, a «pura-Kobbuia» B MacuiTade
CeKCThI pe-cu 6eMOTbh 3aKperIsiia 3ByuaHe Tepiuii 1o-Mu, pe-da, Mu-coib,
(a-ns. Kpome TOro, Ha My3bIKIBHBIX IIpUMepax GUT IeBUMii 0CBaMBaJI OIIOP-
Hble 3BYKM C IIOMOIIIbIO OTIeBaHMSI. DTOT MpueM GOpMUPOBaAT KaJJaHCOBOE
3ByuaHue (pura KpacHas). [I[pepBaHHbBI XapaKTep MeJOAVM BO3HMKAI Ha
npuMepe GUTHI 3e/IbHOI, OKAHUYMBAIOIIEICS HAa HEOTIOPHOM 3BYyKe. MeJio-
Iudeckyie 060pOoThl GUT MOMOTIN JIaJJOBO BOCIIPUHUMATH 3BYKOPSIZ, YETKO
MHTOHMPOBATh HATIEBBI, 3a[IOMMHATH IIPMEMBI TOIOCOBEEHNS U TPUOOPETATD
HaBbIKM pacIieBaHusl.

[To3xe KOHIAKapHOeE MeHMe YCTYIaeT MeCcTo 3HaMeHHOMY pPOCIIeBY, KOTO-
PbIi IPUBHOCUT YEPTHI CaMOOBITHOI PYCCKOM KYJIbTYpPbl B 6OTOCTYKEOHYIO
My3bIKy. HapogHble TpaauLiuy HAaUMHAKOT ITPeBaIMPOBATh HAJL 3CTETUUECKMMU
MpeaIoYTeHUSIMY A PEBHEPYCCKOI apUCTOKPaTUM, M KOHIAKapHOe MUCbMO
K XIV BeKy nepecraer CyleCTBOBATh.

THE CONNECTION BETWEEN BYZANTINE CULTURE
AND THE OLD RUSSIAN CHANT TRADITION

With the adoption of Christianity Old Russian culture was enriched not only
with examples of visual and applied art, but also with examples of musical
creativity. From the end of the 9t century it is possible to trace the similarity
of the iconography of Greek liturgical melodies and Russian-origin hymns in
the surviving records. The Byzantine and Russian musical traditions share a
common principle of constructing hymns in seven lines, and they also use
identical musical notation. For example, the paraklit, €, is the starting point for
singing in both the Russian liturgical tradition and the Greek Christian culture.

This similarity is due to the unified structure of the melodic tunes of the two
cultures. When translating Byzantine forms of versification, Russian domestics
adhered to a foreign musical organization. However, the tunes themselves were
not repeated exactly, but rather resembled the Greek ones. The masters of Old
Russian singing art gave them a sense of independence. In this regard, the
“kondakar style” of performance is noteworthy. Its distinctive feature is the use
of Byzantine lyrical-intonational formulas and a large number of Greekisms.
It is this style that is distinguished by its desire to preserve the original Greek
melodies. Some Byzantine signs were used in Russia with a different meaning.
In Byzantine singing, the letter “fita” was used to indicate modulation. In
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Russian song art, the same letter was used to indicate ornamental turns that
were located in the middle of the psalmody. The melodic turns represented
by “fita” were divided into several motifs. There were several variations of
this style.

Melodies based on musical formulas of fit helped the Old Russian singers
to master the scale of the “glas” singing. So “fita simple” located in the range
of the fifth C-G, helped to hear the third of the Dorian scale of the re-fa, and
“fita-mare” in the scale of the sixth of the re-si b, fixed the sound of the thirds
of the C-mi, re-fa, mi-sol, fa-la. In addition, on musical examples of fit, the
singer mastered the support sounds by means of the singing. This technique
created a cadential sound (the “red fita”). The interrupted nature of the melody
was exemplified by the “zelny fita”, which ended on a non-supporting sound.
The melodic turns of the fit helped to perceive the scale in a harmonious way,
to clearly intone the melodies, to memorize vocal techniques and acquire
singing skills.

Later, the “kondakar singing” gave way to the “znamenny rospev”, which
brought the features of the original Russian culture into the liturgical
music. By the 11t century, folk traditions began to prevail over the aesthetic
preferences of the Old Russian aristocracy.
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Mys3bika 1 HayKa

I'yzens Pagpzamosna Tylimosa
KaHIMOaT UCKYCCTBOBEEeHMS, IPeIiogaBaTe/lb KasaHckoro MY3bIKa/IbHOT'O KOJIIE[IKA

umenu U.B. AyxaneeBa

KOHLEIIINSA ‘ASL — FAR’ B O3bIH K611 TATAP BOJITO-YPAJIbS

B maHHOM [OK/Iaje BIepBble BBOOMUTCS KOHLeNnuus ‘asl — far’ B ananms ge-
HOMEHa 03bIH KeJ TaTap Boiaro-Ypasbsi. Mi3Haua/ibHO pa3paboTaHHbII Ha OC-
HOBE TPAaMMAaTMKM apabCKOTO SI3bIKA M BBEEHHbBIN B MY3bIKATbHYIO TEOPUIO
B XIII Beke Beigaromymcs Cabu an-IyuHOM anb-YpMaBsy npuHuun ‘asl — far’ /
‘KOpeHb — BETBB WM ‘OCHOBA — BETBL IPUMEHSICS B HAyKe O My3bIKe [pu
aHam3e GeHOMeHOB MCKyCcCTBa maqam. Mesxay TeM IaHHbIN MPUHIAIL 110-
Ka3bIBaeT CBOIO YHUBEPCATbHOCTD, OYAyUM OOHAPY>)KEHHBIM B IPYTUX MY3bI-
KaJIbHBIX SIBIIEHUSIX, TAKMX KaK KIOii, YACThIO KOTOPOTO sIB/IsieTcsl heHOMeEH
03bIH Keii TaTap Bonaro-Ypanbs.

IIpumenenue ‘asl — far’ B aHanM3e 03bIH KO NPEICTAB/ISIETCS BOSMOXHBIM
6raromapst aHaIMTUIECKMM pa3paboTkaM JaHHOTO MPUHIIMITA B KOHTEKCTE
dunocopun maqgam g. vck. I.B. lllaMmuny 1 BeIpabOTaHHON €10 METOM0JI0-
UM aHaIM3a MY3bIKQJIbHOTO TEKCTA. JTO MMO3BOJISIET YBUAETD AECTBYIOLINIA
npuHUuMI ‘asl — far’ B cTpykTypHOI1 opraamusanuy GeHOMEHOB, OTHOCSIMXCS]
K pa3HbIM CHUCTEMaM MY3bIKaJIbHOT'O SI3bIKa ¥ MbIILJIEHMS.

[IpencraBiasiomnii CerogHs KyIbMUHALNMIO PA3BUTUSI MY3bIKaAbHOIO MC-
KyccTBa TaTap Bosro-Ypasbst GeHOMEH 03bIH KOii SIBJISIETCS YaCThIO LIeJIOCT-
HO# cucTeMbl, 00beAMHEHHOI (yHIaMeHTaJIbHO KaTeropueii Kwoi. Ha
OCHOBeE KI0Ji (hOpMMPOBAJICS MHOTOMEPHBII 3BYKOBO# MUp, pacIiipocTpa-
HUBIINIiCS Ha TeppuTopun EBpasun. Kwoit — mpon3BogHOE OT (JIOBA K10, OLHO
13 3HaUeHUI KOTOPOTO «3BYK», — PACKPBIBAETCS yepe3 KOMIUIEKC C/I0BAPHBIX
¥ TEDMMHOJIOTMYECKUX 3HAUEHUIT, 06HAPYKMBAIOIINX PUI0CODMI0 KOUEBOiT
KYJITYPbI TIOPOK.

Co c/10BOM K071 / KioT cBsi3aHO MMs1 He6ecHoro Bora B TeHrpmaHcTBe —
Kéx / Kér / Kiok / Kior TeHTpH, co3aTesist BCETO CYIIero Ha Hebe U Ha 3eM-
jie. K1oi1 Takke MMeeT OJHO M3 KIUEBBIX 3HAUEHUII — «KOpeHb». Kioil —
3BYK-«KOPEHb» — 3TO 6a30BbIi1 3BYK / TOH, 13 KOTOPOTO Jajiee Mpoyu3pacTaer
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COBOKYITHOCTb 3BYKOB — KIOT / KIO, WJIM MeJIOAVSI, KOTOpasi pa3BOpaumMBaeTCst
TIOCTEIEHHO B IEJIOCTHYIO MY3bIKAIbHYIO KOMITO3UIINIO.

Takum 06pa3oM, B 03bIH KOJ1 allpuopy CyIIeCTBYeT uzes ‘asl’ — ‘KopeHry,
cofepsKaluii MoTeHumu K ‘far’ — ‘BeTBI’, K IPOMU3BOSHOMY. DTO [103BOJISIET
BBISIBUTD B 03bIH KOJi ‘asl’ Kak «0CHOBY / KOPeHb» MY3bIKaJIbHOIO TEKCTA —
6a30BbIX TOHOB MeJIoaMy, GOPMUPYIOLIMUX ee 6a30BYI0 CTPYKTYPY, 1 ‘far’ kak
«OTBETBJIEHME» B BUIE OPHAMEHTAIbHOTO CJIOSI, HePa3pbIBHO CBSI3aHHOTO
¢ ry6uHHbIM. [IpuHumn ‘asl — far’ okassiBaeTCs [AeiCTBYIOIIMM B O3bIH KOIi,
" €r0 NpMMeHEeHMe B KaueCcTBe MeTO/a aHa13a JACT BO3MOKHOCTb PACKPBITh
BHYTPEHHMEe 3aKOHOMEPHOCTY OPTaHM3alMM O3bIH KO¥i Ha CMHTarMaTUYecKoi
0CM MY3BIKQJIbHOTO TEKCTA.

THE CONCEPTION ‘ASL — FAR’ IN OZYN KOY OF VOLGA-URAL TATARS

This report firstly introduces the conception ‘asl-far’ into analysis of the ozyn
koy of Volga-Ural Tatars. Originally elaborated on the basis of Arabic grammar
and introduced into musical theory in the 13t century by an outstanding Safi
al-Din al-Urmawi, the principle ‘asl-far’ / ‘root-branch’ or ‘basis—branch’ was
applied in the science of music for the analysis of phenomena of magam art.
Meanwhile, this principle shows its universality, being discovered in the other
musical phenomena, such as, kiiy, part of which is the phenomenon ozyn koy
of Volga-Ural Tatars.

The application of ‘asl-far’ in analysis of the ozyn koy seems possible
largely due to analytical developments of this principle in the context of
philosophy magam and the analysis methodology of the musical text which
were elaborated by a D. Sc. in Art History G.B. Shamilli. This allows to see the
operating principle ‘asl-far’ in the structural organization of the phenomena
related to the different systems of language and thinking.

Phenomenon ozyn koy that represents today the culmination of
development of the musical art of Volga-Ural Tatars is a part of the whole
system, united by a fundamental category of kiiy. On the basis of kiiy was
formed multidimensional sound world that had spread across the Eurasia. Kiiy,
derived from the word kii, one of the means of which is the “sound”, contains
a whole complex of dictionary and terminological meanings that reveal the
philosophy of Turkic nomadic culture.

The word kiiy / kiig is associated with the name of Heavenly God in Tengrism —
Kok / Kog / Kiik / Kiig Tengri, creator of all that exists in heaven and on earth.
Kiiy also has one of the key meanings—“root”. Kiiy—sound-"“root” - is a base
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sound / tone from which a set of sounds grows — kiiy / kiig or the melody, that
gradually unfolding into a whole musical composition.

Thus, in ozyn koy there is a priory an idea ‘asl’-root’, containing potential
for a ‘far’-‘branch’, to the derivative. This allows to identify in ozyn koy ‘asl’
as a “base / root” of the musical text, — base tones of melody, forming its basic
structure, and ‘far’ as “derivative” by way of ornamental layer, inextricably
linked with the deep. The principle ‘asl-far’ turns out to be valid in ozyn koy
and its applying ‘asl-far’ as a method of analysis will give opportunities to
reveal the internal patterns of organization of ozyn kdy on the syntagmatic
axis of the musical text.
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Examepuna Cepzeesrna Dedoposa
KaHIMAAT KyIbTypPOIOTUM, XpaHuTelb GoHmoB Mysest CeBepo-3anagHoro rocyaapcTBeHHOTO
MeAMLMHCKOTO YHUBepcuTeTa uMeHy M.V MeuHMKOBa; cTapiumii mpernogasatens Kadenpsl

mcropuu crpad BivskHero Boctoka CaHKT-IIeTep6yprecKoro rocygapcTBeHHOTO yHMBEPCUTETA

K ITPOBJIEME BEITOBAHUS TEPMUHA «MY3BbIKA»
B CPEJTHEBEKOBO#1 APABO-MYCYJIbMAHCKO¥1 KYJIBTYPE

M3yyasi cpegHEBEKOBYIO apabo-MyCyIbMaHCKYIO KyIbTYpY, @ TOUHEE — Ty ee
4acTb, KOTOPAsI CBSI3aHa C MY3bIKaJIbHBIMU SIBJIEHUSIMMU, MICCIIeN0BATENIN He-
M3MEHHO CTAJIKMBAIOTCS € TTPOBIEeMOT1 OTIpeiesieHMsI apabCKUX MY3bIKaTbHbBIX
TEPMMHOB U UX afeKBaTHOI'O IlepeBoza. B nmepByio ouepenb, 5TO KacaeTcs
CaMOTO MOHSTHS «My3bIKa». CJIO)KHOCTU B YCTAHOBJIEHMM TOTO, UTO B CpefjHe-
BEKOBOJ apabo-MyCyIbMAHCKO KYJIbType COOTBETCTBYET MOHSTUIO «My3bIKa»,
CBSI3aHBI C 0OMIMEM TEPMUHOB, & TakKKe MX HEOIHO3HAUYHOCTbIO. B cpemHe-
BEKOBBIX TPAKTATaX Ha apabCKOM SI3bIKe MOYKHO BBIZEIUTb TPU TEPMUHA —
MYCUKA, 2uHA’ U camd’ — KakOblil U3 KOTOPBIX IIPYU OIpPeAeTeHHbIX YCIOBUIX
MOJKHO TPaKTOBAaThb KaK «My3bIKa». Hallle BCero MOHSTHE «My3bIKa» COOTHO-
CUTCSI ¢ apabCKUM TEPMMHOM MYCUKA, OMHAKO He BCe yUeHbIe CXOMSITCSI BO
MHEHMU, 4YTO STOT TEPMMH OLHO3HAYHO CIeAyeT ITepeBOIUTD KaK «My3bIKa».
Yro KacaeTcs BTOPOro TEpMMHA 2UHA’ (LOCIIOBHO «IIEHMEY), TO UCXOAS U3 KOH-
TEKCTa, B KOTOPOM OH YIIOTPeOIIIeTCs, HAITPaIIMBaeTCs BBIBOI, UYTO OH TaKKe
He BCerga CBOAUTCS VICKIIOYUTENbHO K MCIIONIHEHMIO 1eceH. TpeTuii TepMmH
cama’‘, KOTopblit 6YKBaIbHO 03HAYAET «CITYIIAHME», <[TPOCTYIIMBAHIES, TAKXKE
HEePeJKO MepeBOAUTCS KaK «MY3bIKa» MU «CybuiicKast My3bIKa». DTOT TEPMUH
B TIePBYI0 OUepeib CBSI3aH C CYOUINCKUMM PUTYATHHBIMM MPAKTUKAMU U 060-
3HAYAeT TaKyl0 PUTYAIbHYIO MPAKTUKY, BO BpeMsl KOTOPOii cydum ciaymaior
CTUXY LYXOBHOTO COZeP>KaHMsI, HalleBaeMble WM JeKIaMMpyeMble B COIIPO-
BOXXI€HUM UTPBI Ha My3bIKaJIbHBIX MHCTPYMEHTAaX, OCTUTasl ONpeieJIeHHOTO
9KCTATUUECKOTO COCTOSIHMSI, B KOTOPOM OIIYIIAIOT HEITOCPeACTBEHHYIO O/~
30CTb K Bory, ero 1060Bb 4 CBOIO IIPUYACTHOCTD K Hemy. TepMuH camd’ 4a-
CTO BCTPEYaeTcsl B MIOJIEMMUUECKOI IuTepaType, pacCMaTpUBaloleli BOIIPOC
0 [03BOJICHHOCTY MY3BIKM C TOYKM 3pEeHUSI MyCYJIbMaHCKOM 3TUKM U IIpaBa.
B sTom wiydyae My3bika pacCMaTPUBAETCS B KOHTEKCTE MOPAJbHO-PeNIUTU-
03HOTO IPaBa, a He MY3bIKATbHOI TEOPUN U MTPAKTUKMU. [IJIsI TOTO UTOOBI BbI-
SICHUTB, UTO CTOUT 3a KaKAbIM U3 BbILIEIIePEUNCIeHHbIX TEDPMUHOB, a TAaKKe
TOHSATh, KAKMM 06pPa30M 3TV TepPMUHBI GYHKIIMOHMPOBAIM B CPeHEBEKO-
BOJt apabo-MyCyTbMaHCKOI KyJAbTYpE, CIeAyeT 06paTUThCS K MCTOUHMKAM —
CpeHEeBEKOBBIM apabCKMM TpaKTaTaM, B KOTOPBIX YIIOTPeOIISIOTCST BCe 9TU
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TePMMHBI. AHAIV3 TEPMUHOIOTUIECKOTO YIIOTPEOIEHUS TUX CIOB B TAKUX
3HAKOBBIX JIJIs1 apab0-MyCYTbMaHCKOM KyTbTYPhI TPYaX, KaK «Boblast KHUTa
My3bIKM» an-Papabu (ym. B 950), «ITocnanust BpaTses UnctoTtsl 1 [Ipy3seii Bep-
HocTu» (X BeK), «BockpenieHue Hayk o Bepe» aji ['azanu (ym. B 1111), cmosket
MIPOJINTD CBET HA TTOCTABJIEHHYIO ITPOBIeMY.

ON THE PROBLEM OF THE EXISTENCE OF THE TERM “MUSIC”
IN MEDIEVAL ARAB-MUSLIM CULTURE

Researchers studying medieval Arab-Muslim culture, or more precisely, that
part of this culture that is related to musical phenomena, often face the
problem of defining Arabic musical terms and their adequate translation.
First of all, this problem involves the concept of “music” itself. In medieval
Arabic treatises three main terms regarding music can be distinguished -
misiqd, ghina’ and sama’. Most often Arabic term musiqa is translated as
“music”, however not all scholars agree that this term should be determined as
“music”. This also includes the issue of defining terms such as ‘ilm al-musiqa
(“Science of music”) and sina‘at al-musiqga (“Art of music”). As for the second
term ghina’ (literally “singing”), it is also not always limited to singing songs
only. The third term sama’ (literally “listening”, “audition”) is also often
translated as “music” or “Sufi music”. It is primarily associated with Sufi ritual
during which Sufis listen to music and verses. The term sama’ is often found
in polemical literature examining the issue of legitimacy of music in Islam. In
order to find out the meaning of each term and to understand how these terms
functioned in medieval Arab-Muslim culture, one should turn to the sources —
medieval Arabic treatises in which all these terms can be found. An analysis of
the terminological use of these words in such significant works as “The Great
Book of Music” by al-Farabi (d. 950), “The Epistles of the Brothers of Purity
and Friends of Faith” (10t century), “The Revival of the Religious Sciences”
by al-Ghazali (d. 1111), can shed light on the issue.
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I'yzenv Pycmemosra Catigpynnuna

KaHAMJAT MCKYCCTBOBEIeHMs], He3aBMCUMBbI uccaenoBaTens (Hupepnanabr)

TEPMUHOJIOTVS KAK OTPAJKEHUE I[IOHUMAHMS MY 3BbIKU
B TATAPO-MYCYJIbBMAHCKO¥ KYJIBTYPE ITPOIIIOTO

PaccmoTpeHMe pa3HOro pofia MMCbMEHHBIX MUCTOYHMKOB IPY M3yYeHUU UCTO-
PUY TATAPCKOM MY3bIKATBHOM KYJIbTYPbI yOEKIAET B TOM, UTO JI0 YIIPOYEHUS
B TATAPCKOM SI3bIKe B XX BeKe KaTeropuu «My3bIKa» 11 0603HAUE€HMST MHOTUX
SIBJIEHUI MY3bIKM MCIIOIb30BAJICS PSIZL, MHBIX TTOHSITHIA.

Kak 1 B Ky/bTypax IpyTrMx MyCyJIbMaHCKMX HapOZL,0B, TEDMMUHbI, M3HAUAIbHO
MIPUMEHSIBILMECS TI0 OTHOIIEHUIO K TeM MJIM MHBIM KOHKPETHBIM SIBIEHUSIM
MY3bIKaJIbHOJ IIPAKTUKY (TMHA / ThlifHA — KaK 0603HaUYeHMe MIeHMS Y BOKAJIb-
HOJ My3bIKW; COMArb — CAYIIAHMS), HAUMHAIOT YIOTPeOIATbCS 1 B 6oiee -
POKOM 3HaUeHUU; B YaCTHOCTH, [10 OTHOIIEHUIO K My3bIKe B LiesioM. Tak, MHO-
rve IOKYMEeHTBI (aBTOPCKME TEKCThI; Take TOJIKOBble CJI0Bapyu pPa3HOTo
BpEMEHM) CBUIELTENIbCTBYIOT O MHOT006pa3uy TOJIKOBAHMIA CIOBa Kol / Kioit
(Menopusi, HaTleB; J1aJl, FapMOHMS, COIJIacKe KaK 3TUYeckasl / scTeTudeckas
xXapakTepucTuka). Takke 60see MMUPOKME TOTKOBAHUS IPUOOPETAIOT MOHSITHS
MOH /MOH (MeJIOAMS, TIeCHSI; TaKKe — Ievalib, TOCKa; 0COOBIA My3bIKaJIbHO-
3CTETUYECKUI KPUTEPUIL), YeH (UTpa; TIpeLCTaB/IeHME, 3PEUILE).

BxoxxmeHne TaTap B MJIAMCKMIT MUP YKe 3a7,0JIT0 10 922 roga, Koraa uciaam
6611 OQUIIMATBEHO MTPUHSAT B KAYeCTBe TOCYLAPCTBEHHOI PeSTUTUY UX TTPeIKaMMU
B Borskckoit Bynrapumn, o6ecrieunsio npusiTiie MHOTMX O6IIenCIaMCKIX TpaI-
LMt (B MY3bIKaJIbHO KYJIBTYpE — i B 0COGEHHOCTSIX OCMbIC/IEHMSI PEHOMEHOB
MY3bIKHU, ¥ Ha TIPaKTUKE). [ITOMMMO YITOMMHABIIMXCS BbIIIE ONIpeae/eH A, 110
OTHOLLIEHMIO K SIBJIEHUSIM MY3bIKYM MCIIOIb30BAINCh U TaKMe KaTeropuu, Kak
aJIbXaH (TIepBUYHBIN CMBICT — MEJIOANS) TMHA, MYCUKaA / MYCUKBI, TbIAJIbMeE
My3bIKa (My3bIKaJIbHAsl HAyKa), My3bIKa CoHraTe (MCKYCCTBO MY3bIKM).

IMoka3aTesnbHA MHTEPIIPETALMSI TEDMUHOB «MYyCUKa» U «My3bIKa» B TaTap-
CKO1 Ky/IbType K Hauasry XX Beka. MycuKa / MyCHMKbIV — BApUMaHTbI HAIlMCaHUS
B 6a30BOM A1 TaTap apaborpadmyHoM aidaBuTe IPEUECKOTO CJIOBA «MY3bI-
Ka». Bruiots 1o XX Beka 3Ta KaTeropusl UCIOAb30BalIach ¥ M0 OTHOIIEHUIO
K My3bIKe KaK OTpacjiy Hayku (YTO MOATBEPKAAeT U AOAr0 OCTaBaBIIMIACS
MaJIOM3BECTHBIM TPy, «MyKaaauma» 1o KiaccubuKalmum HayK BhIIAIONIErocst
yueHoro Illnurabyravua Mapmkanu, 1883).

Co BpeMeHeM HamucaHue Mycukd Kak 0003HaueHMe SIBJIEHMIA My3bIKaTbHOI
MIPaKTUKM YCTYIWIIO MecTo hopMe My3slKd. B mpoliecce pacTyIero BAUSHUS
€BpOIIEeICKOM MY3bIKAJIbHOV KY/JIbTYPbI (B PA3HBIX MPOSIBIEHUSIX) 3TU (JIOBA
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Mo/ 0603HAYATh MEeHMe, MEJIOIMIO, UTPY Ha MY3bIKAIbHOM MHCTPYMEHTe,
U Jaxke COOCTBEHHO MY3bIKaJIbHbIN MHCTPYMeHT. (Tak, Halmpumep, TapMOHb
B cioBape 1920 roga TONMKyeTCs KaK «KyJ MYCUKAChl» — «PYUYHON MY3bIKAJIb-
HBI MTHCTPYMEHT».) Takke BaskKHO, UTO y3Ke ¢ pybexka XIX 1 XX BEKOB Y psiia
YUEHBIX My3bIKa PACCMATPUBAETCS U OLIEHMBAETCSI KaK OIMH 13 HEOOXOIMMBIX
IJISI YeJIoBeKa BUIOB TBOPYECTBA, JIeMEHT, CIIOCOGCTBYIOMINIA €T0 yXOBHOMY
pasBUTUIO.

[Ipy coxpaHSIOIMXCS CIIOPax O «I03BOJIEHHOCTM» MY3bIKM B MC/IaMe HO-
Bble SIBJIEHMSI MY3bIKQJIbHOM NMPaKTUKK (BK/IIOYAs MPexie He OoMyCKaBIlue-
Cs1 B TaTapcKOM 0611ecTBe GOpMbl KOHILIEPTOB) BCe OOJIbIlE 3asIBJISIOT O cebe
C 3TOTO BpemMeHU. MHOTMe M3MeHeHNsI B OPraHM3aluy My3bIKaJIbHOM XKU3HU
TaTap MoayyaroT OTpaskeHue B GopMupymomemMcst B XX BeKe HOBOM MY3bIKaJTb-
HO-TEPMMHOJIOIMYECKOM CJIOBape, O YeM CBUJIETENIbCTBYET U COBpeMeHHas
TaTapcKasi IMTepaTypa O My3bIKe.

TERMINOLOGY AS A REFLECTION OF THE UNDERSTANDING
OF MUSIC IN THE TATAR-MUSLIM CULTURE OF THE PAST

An examination of various written sources in the study of the history of
Tatar musical culture convinces us that before the category of “music” was
consolidated in the Tatar language in the 20" century, a number of other
concepts were used to designate many musical phenomena.

As in the cultures of other Muslims, terms that were originally used in
relation to concrete phenomena of musical practice (ghina — as a designation
of singing and vocal music; sama‘ - listening) are beginning to be used in a
broader sense; in particular, in relation to music in general.

Thus, many documents (including explanatory dictionaries of different
times) testify to the diversity of interpretations of the word kiiy (melody, tune;
as an ethical / aesthetic characteristic — accordance, harmony). Also, broader
interpretations are acquired by the concepts of mong (melody, song; also a
special musical and aesthetic criterion), uyen (game; performance). The early
entry of Tatars into Islamic world ensured the acceptance of many pan-Islamic
traditions (in musical culture — both in the peculiarities of understanding the
phenomena of music and in practice). In addition to the mentioned definitions,
such categories as alhan (primary meaning — melody) ghina, ghylme music
(musical science), music sangate (art of music) were used.

Until the 20" century, the category of music was also used to designate
music as a a branch of science (the work “Muqaddimah” on the classification of
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sciences by the outstanding scientist Shigabutdin Marjani, 1883, is indicative
in this aspect).

At the turn of the 19t and 20t centuries, along with the ongoing debates
about the “permissibility” of music in Islam, number of scholars considered
music as a necessary form of creativity for a person, an element that contributes
to his spiritual development.

Also, new phenomena of musical practice have been increasingly asserting
themselves. Differently written (musika, musiqyi) the term music could mean
singing, melody, playing music, and even a musical instrument itself.

Many changes in the musical life of Tatars were reflected in the new
musical-terminological dictionary formed in the 20t century, as evidenced
by modern Tatar literature on music.
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My3bIKa U CJI0BO

Anvus Kamenvesra Illasxmemosa
KaHAMAAT MCKYCCTBOBELEHMS, NOLeHT Kadeapbl McTopuy My3biky CUGMPCKOTO rOCyAapCTBEHHOTO

MHCTUTYTA UCKYCCTB MMeHM IMUTpyst XBOPOCTOBCKOr0, KpacHOSIpCK

PETrMOHAJIBHBIE U JIOKAJIBHBIE OCOBEHHOCTU
KYJIBTOBOM ITPAKTUKU TATAP-MYCYJIbMAH KPACHOSIPCKOI'O KPAS
(K BOITPOCY O TUTIaX IMPOU3HOIIEHNUST MOTUTBEHHBIX TEKCTOB)

V3ydyeHye My3bIKaJbHbBIX aCIIEKTOB KyJbTOBOI MPAKTUKM TaTap-MycCyJbMaH
rpefcTaBiisieT co60i1 MHOTOC/IOIHBIN ITPOIeCC, KOTOPbIi TpebyeT yueTa pas-
JIMYHBIX PAaKTOPOB:

— IOTMaTUKy CYHHUTCKOTO MC/IaMa: peIUTMO3HbIe MIPedInCcaHus U Bepoy-
YyyTe/bHbIEe TIPUHLINIIBI, OKa3bIBAIOLI}e BAMSIHME Ha MY3bIKaIbHYIO TPAAULINIO;

— 9TUKY U 3CTETUKY: 3TU aCIeKThI ONPeNeNsIOT JOMYCTUMOCTb T€X MU MHBIX
9JIEMEHTOB BBISIBJIEHVST MY3bIKAJIBHOTO SI3bIKA B KOHTEKCTE PETUTMO3HBIX 06-
PSIIOB CYHHUTOB;

— perMoHajibHOe BapbMpOBaHMe: UCIaMCKasl TPaIUIIMS OXBaTbIBAe€T MHO-
SKECTBO PETMOHOB MMPA, KaXKIblit U3 KOTOPBIX IPUBHOCUT CBOU YHUKAJIbHbIE
JIOKaJIbHble, PETMOHAbHBIE U CYTIepPITHUYECKME TPAAULIMNA. ITO OTPasKAeTCs
" B KyJITOBOI ITPAaKTUKE, KOTOPAsl MOKET CYIL[eCTBEHHO OTJIMYATbhCS OT peru-
OHa K peruoHy (B3auMofeiicTB/e KAHOHMYECKMX Y BapbMPOBAHHbBIX KOMIIO-
HEHTOB);

— MY3bIKaJIbHOCTb apaObCKOTro SI3bIKa: apabCKuMii SI3bIK caM 110 cebe obnamaer
onpeie/leHHbIMM «MYy3bIKaJIbHBIMM» KaueCTBaMU, BIAMUSIOIIMMI Ha XapaKkTep
VCIIONIHEHMS] MOIUTB. VIHTOHAUUM, PUTM U MEJIOANYHOCTb 3Byvalleil peun
UTPaOT BAXKHYIO POJIb BO BPEMSI MOJIATB.

B Ky/bTOBOIJ MPaKTHKe OCHOBHOE BHMMaHMe MYyCyJIbMaHe yIels0T MMEHHO
KauecTBY [IPOU3HECEHUS CJIOB U ero CMbICTI0B. CTyXoBasi HacTpoiika HOCUTe-
Jieli TIOKaJIbHOM TpaauLUy UCIaMCKOM KyJIbTOBOJ IIPAKTUKU, €T0 STHUYECKUIA
3BYKOBOIJi Ueas B KOHTEKCTe BIMSIHUI COBPEMEHHOI'0 3BYKOBOT'O ITPOCTPaH-
CTBa SIBUJICS 6a3MCOM M OTpakeHMeM HEKOero GhITUITHOTO KOHTeKCTa. Llenb
IOKJIaJa — BBISIBUTD JIOKAJIbHbIE XapaKTEPUCTUKYU MY3bIKaJIbHONM TpaguLumn
KYJIbTOBOJ IPAKTUKM TaTap-MyCyJbMaH KpacHosspckoro Kpasi. B iieHTpe muc-
cyegoBaHMsT HaxoauTcsl GoHocdhepa KOUIEKTUBHOM MSITHUYHON MOTUTBBI
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(Ipkyma-HaMa3s) B KOHTEKCTE MCIaMCKOM AOKTPUHBI. [I)kyma-HaMas — 3TO
MHOTOCOCTaBHOE CIUIeTeHMe Pa3HbIX KOMIIOHEHTOB: BHYTPEHHSISI HACTPOIiKa
BepywlIlero (HaMepeHue), 3pydaliee CJioBO, pUTyaJibHbIE ITOKIOHBI (OIIpene-
JIeHHbIe IBVDKEHUS Tesla, PYK, MajblieB, CTOI, TYIOBMIIA), YeTKOEe pacIipenesne-
HJe VCIIOJTHEHMS TeKCTOB Cpell BeAyIMX CBSIIEHHOCTYKMUTeNel, BbIXO Ha
MMUHOAp MMaM-XaTbioa. Bce 3T¥ KOMIIOHEHTBI CTPOTO B3aVIMOTIOAUMHSIIOTCS
M TE€CHO CBSI3aHbI, 8 LIEMEHTUPYIOIIEel OCHOBOJ CTaBUTCS MMEHHO 3Byuvalllee
CJIOBO, CJIBIIIVIMOE OT MY3/I3MHA, MMaMa Y IIPOU3HOCHMOe PO cebsT U BCTyX,
KOTOpOe Kak Obl BIIEUaTHIBAETCS B CO3HAHME BEPYIOIIETO ¥ OCTAETCS B €ro
BHYTpPEHHEeN My3bIKaJIbHOM namsTu. [IpencraBieHbl HECKOABKO TUITOB MIPO-
M3HOIIEHUS] MOJIMTBEHHBIX TEKCTOB B 3aBUCUMOCTY OT UX apTUKYISLIMOHHOM
MIPUPOJIbI HA KOHKPETHOM MaTepuae.

OcHOBHOe cofiep>kaHye AoK/Iala CBSI3aHO C PaCCMOTPEHMEM KOHKDPETHBIX
MIPUMEPOB OBITOBAHMS KYJIbTOBOM IMTPAKTUKY B MeueTsIx KpacHOsIpCKOTo Kpasi,
KOTOPbIE He TOJIbKO COXPaHSIOT, HO M KOHCTPYUPYIOT KYJIbTYPHYIO TaMSITh pe-
I'YIOHA B COOTBETCTBUM C KOHTEKCTOM BpEMEHM.

REGIONAL AND LOCAL PECULIARITIES OF THE PHONOSPHERE
OF THE CULT PRACTICE OF THE MUSLIM TATARS

OF THE KRASNOYARSK TERRITORY (on the question of the types
of pronunciation of prayer texts in juma namaz)

The study of the musical aspects of the cult practice of the Muslim Tatars is a
multi-layered process that requires consideration of various factors:

— the dogma of Sunni Islam: religious precepts and doctrinal principles that
influence the musical tradition;

— Ethics and aesthetics: these aspects determine the permissibility of
certain elements of musical language identification in the context of Sunni
religious rituals;

— Regional variation: The Islamic tradition covers many regions of the
world, each of which brings its own unique local, regional and superethnic
traditions. This is reflected in cult practice, which can vary significantly from
region to region (the interaction of canonical and varied components);

— musicality of the Arabic language: the Arabic language itself has certain
“musical” qualities that influence the nature of prayer performance. Intonation,
rhythm, and melody of spoken language play an important role during prayers.

In religious practice, Muslims focus on the quality of the pronunciation of
words and their meanings. The auditory attunement of the bearers of the local
tradition of Islamic cult practice, its ethnic sound ideal in the context of the
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influences of the modern sound space was the basis and reflection of a certain
existential context.

The purpose of the report is to identify the local musical tradition of the
cult practice of the Muslim Tatars of the Krasnoyarsk Territory. The research
focuses on the phonosphere of juma namaz (collective Friday prayer) in
the context of Islamic doctrine. Juma prayer is a multi-part interweaving
of different components: the inner attunement of the believer (intention),
the sounding word, ritual bows (certain movements of the hands, fingers,
feet, torso), a clear distribution of the execution of texts among the leading
clergy, access to the minbar of Imam Khatib. All these components are strictly
mutually subordinated and closely related, and the cementing basis is precisely
the sounding word heard from the muezzin, imam and spoken to oneself and
aloud, which is imprinted into the consciousness of the believer and remains in
his inner musical memory. There are several types of pronunciation of prayer
texts, depending on the articulatory nature of the specific material.

The main content of the report is related to the consideration of specific
examples of religious practice in mosques in the Krasnoyarsk Territory, which
not only preserve, but also construct the cultural memory of the region in
accordance with the context of time.
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Hamanwvs BukmoposeHa MocsizuHa
KaHIMIAT MCKYyCCTBO3HAHMS, NOIeHT Kadenpbl JpeBHEPYCCKOTO [TeBYeCKOT0 MCKYCCTBA

CaukT-IleTep6yprckoit rocysapcTBeHHO M KoHcepBaTopyun umenn H.A. Pumckoro-Kopcakosa

BSAHMOHEVICTBVIE CJIOBA 1 PACIIEBA B ITECHOIIEHUAX
C OJIb®@AKTOPHBIMN META®OPAMM
(Ha maTepualie JpeBHEPYCCKON TPAAULIN)

B ruMHOrpaduuyeckmx TeKCTax UCIIOIb3YIOTCS ObPaKTOpHbIe MeTa(opsbI AT
PACKPBITHS COIEPKaHMSI TOTMATUIECKMX VICTYH. BOT, OHO 13 MMeH KOTOPOTo
Bnaro, ucrouaer 6;1arogath MoJg00HO TOMY, KaK MCTOYHMK O/1arOyXaHus pac-
MIPOCTpaHsIeT apoMart: «Bokunm 6;1aroyxaHueM BepHBIX Cep/IIIa VCIIOMHSIET».
CBsiToOTeueckoe 60roc/ioBMe yepe3 aHAIOTHIO OObSICHSIET BoxkeCTBEeHHbIE
CBOJICTBA, UCITOJIb3YS 6JIarOBOHHbBIE 00pa3bl U3 peauii MUupa KUBOI ITPUPOIbI
M OTIIMPAsCh Ha GU3MUECKUI OTIBIT UyesioBeka. OmycaHue JyXOBHbIX ITPOIECCOB
B TEKCTaX MPOVUCXOIUT yepe3 MeTabopnyeckoe OCMbICJIEHNE.
JK3eretmnyeckast GyHKIIMS MeJIOCa 3aK/II0YaeTCs B TOM, YTO PacIieB, Mogo6-
HO KaMepe KMHOOIepaTopa, HarpasysieT POKyC HaIlero BHUMAHUS C TIOMO-
IIbIO CPEAICTB XYIOKeCTBEHHO BhIPAa3UTETbHOCTH (TIOHVKEHYE VITU TTOBbIIIE-
Hue 06/1aCcTy 3ByUaHusl, CABUT JIAIOBBIX OTIOP, pudMOBaHME CTPOK C TOMOIIBIO
moBTOpa GopMy, aKIIEHTUPOBAHME OTAENbHBIX CMHTArM BHYTPUCIOTOBBIMU
pacreBamu ¥ Ap.) BbIIENSET onpeeaeHHble GParMeHThbl TEKCTa, TEM CaMbIM
ToMorast HaleMy CO3HaHMIO «yBUIETh» CMbIC/IbI, 3aJI0KEHHbBIE B TeKCTe. B pa-
60Te TIpeAJIaraeTcs pacCMOTPETh IIECHOTIEHMSI, B KOTOPBIX OMb()aKTOPHbIE Me-
Tadopsl, CMbICJIOO6PASYIONINE M CMBICIOOTKPBIBAIOIIME TEKCTOBbIE (PparMeH-
ThI, OTHOCSITIIMECS K «OTIOPHBIM» TOYKAM CMbIC/IA, BbII€TI€HbI [PeBHEPYCCKUMMU
pacreBIMKaMU C TIOMOIIbIO GUTHBIX GOPMYIT — METU3MATUUECKMX BCTABOK.

THE INTERACTION OF WORD AND CHANT
IN HYMNOGRAPHIC TEXTS WITH OLFACTORY METAPHORS
(based on the material of the Ancient Russian tradition)

Hymnographic texts use olfactory metaphors to reveal the content of dogmatic
truths. God, one of whose names is “Good”, emanates grace in the same way
that a source of fragrance spreads its aroma: “God’s fragrance fills the hearts of
the faithful.” Patristic theology uses analogies to explain the divine attributes,
drawing on the fragrant imagery of the natural world and relying on human
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physical experiences. The descriptions of spiritual processes in these texts are
presented through metaphorical interpretations.

The exegetical function of melos is that, like a cinematographer’s camera,
the chant directs our attention using artistic means (such as lowering or raising
the pitch range, shifting the tonal framework, rhyming lines through the
repetition of formulas, emphasizing individual syntagms through in-syllable
chants, and more). This helps our minds to “see” the meanings embedded in
the text. The paper proposes to consider chants in which olfactory metaphors,
meaning-forming and meaning-revealing text fragments related to the
“reference” points of meaning, are highlighted by Old Russian chanters using
fit formulas — melismatic inserts.
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Onvea BnadumuposHa Pydaxosa
npernogaBaresb Kadeapbl My3bIKY ¥ My3bIKO3HAHMsSI, MATMCTEPCKO IIPOrpaMMbl

MHTEPIIPeTaluy CTAPMHHOI My3bIkM YHMUBepcuTeTa Cop6oHHa, [Tapik (PpaHLms)

MY3BIKAJIBHASL PUTOPUKA ®VIMUAMA
B I’PUTOPMAHCKHUX ODPDEPTOPUAX

Ioknag uccaegyeT pUTOpUKy 6maroyxanus (pummama) B TpUTOPUAHCKUX
obdepTopusix, MOKa3bIBas B3aMMOZENCTBME TeKCTa U Meonun. Viccieno-
BaHMe QOKycUpyeTcs Ha TeX IMeCHONEHUSX, IIe 06pa3bl sKepTBOIPUHOIIE-
HUS ¥ BOCXOZJSIIero hbuMuama rnepeaioTcsl He TONbKO CIOBaMM, HO Y My3bI-
KaJbHBIMY CPEACTBAMM — B TIEPBYIO OYepeb MeIn3MaTHKOI. ITokasbIBaeTcs,
KaK MY3bIKaJIbHASI PUTOPYKA B3aMMOJENCTBYET ¢ 60TOCIOBCKUM U PUTYasTb-
HBbIM COZiepskaHMeM, IpeBpalas MecHOIeHne B CEHCOPHBIN KeCT 06IIeHMs
¢ boskecTBeHHBIM.

B mepBoii yacTy paccMaTpUBAIOTCSI GOTOCTIOBCKYE Y JIEKCUYECKME aCTIEKThI:
9TUMOJIOTUS CJIOB incensum, fumus, thuribulum packpbiBaeT CBSI3b MEKAY Ibl-
MOM >KEePTBOIIPUHOILIEHMSI U MOAUTBOI. [loguepKuBaeTcs, YTO B JIATUHCKOIA,
a 0c06eHHO B M03apabCcKoii IMTYPruueckoi Tpagutiuy o6pas 61aroyxaoliero
IIbIMa — 3HAKa MPUSATHOM Bory skepTBbI — SIBJSIETCS] OGHUM U3 I€HTPATbHBIX
MOTMBOB. Mo3apab6ckue oddepropun (sacrificia) uacto opopmiieHbI B popme
nIuanora Mexxay borom u 6u6ieiickuM mepcoHaXkeM M COMPOBOKAAIOTCS 60-
raToii oyibhaKTOPHOI JIEKCUKOIA: in odorem suavitatis, fumus aromatum v ap.

Bo BTOpPOIT 4acTM aHAIM3UPYETCST MeM3MaTHIecKast CTpykTypa obdep-
Topus «Sanctificavit Moyses». MenusMbl, yKpalialoliye KIIueBble CJI0Ba
(ascende, ascendit, descendit), pyUTOpUYECKY 1 00pa3HO MOAUEPKUBAIOT KECT
o61eHust MeXXay Borom 1 uesoBeKOM 1 MOTYT GbITh COTIOCTABJIEHBI C IBVIKE-
HMeM bMMMUaMa — BOCXOISIIET0 Y HUCXOISIIETO.

B TpeTbeit yacTu paccmaTpuBaeTcs Menusma (et ascendit) opdepropust
«Stetit Angelus», ycJIoBHO 0603HaueHHas1 Kak «HeBMa-pumuam». OHa BbI-
CTyIaeT KaK MeJIoANYECKMI U TeOTOTUIECKIIA JIENTMOTUB CaKpPaIbHO KepT-
BbI ¥ BOCXOKII€HMSI, BCTPEYasiCh B psizie obdbepTopreB OGHO My3bIKaTbHOM
Mopenu Ha pasHble TekcThl (Viri Galilei, Lauda Jerusalem u gp.).

PaccMoTpeHHbie ohpepTopuM ¢ TEMaTUKONM 6y1aroyxaHus MpeacTaBsioT
€0060it TpUMep JIUTYPTUYECKON CMHECTe3UH, Ihe TeKCT, MeJOAVS U PUTYasTb-
HOe [eiiCTBME CIMBAKOTCS B €IMHBIN CaKpaibHBIN 3KeCT, CUMBOIM3UPYIOIINIA
BCTPEYY BUIMMOTO C HEBUIMMBIM, 36 MHOTO C 60KeCTBEHHBIM.
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MUSICAL RHETORIC OF INCENSE IN GREGORIAN OFFERTORIES

The paper explores the rhetoric of fragrance (fumiama) in Gregorian offertories,
highlighting the interaction between text and melody. The study focuses on
those chants where the images of sacrifice and ascending incense are conveyed
not only through words but also by musical means—primarily through melisma.
It demonstrates how musical rhetoric interacts with theological and ritual
content, transforming the chant into a sensory gesture of communication
with the Divine.

The first section examines theological and lexical aspects, highlighting the
etymology of incensum, fumus, and thuribulum to reveal the link between
sacrificial smoke and prayer. The image of fragrant smoke as a sign of God-
pleasing sacrifice is a central motif, especially in the Latin and Mozarabic
traditions. Mozarabic offertories (sacrificia) often take the form of dialogues
between God and biblical figures and feature rich olfactory vocabulary such
as in odorem suavitatis and fumus aromatum.

The second section analyzes melismatic passages in Sanctificavit Moyses,
where melismas on key words (ascende, ascendit, descendit) rhetorically
and visually suggest the ascending and descending movement of incense,
symbolizing communication between God and humanity.

The third section focuses on the melisma (et ascendit) in Stetit Angelus,
termed “neuma-incense,” which acts as a melodic and theological leitmotif of
sacred sacrifice and ascent. This melisma recurs in several offertories sharing
the same musical model but featuring different texts (e.g., Viri Galilei, Lauda
Jerusalem...).

These offertories exemplify liturgical synesthesia, where text, melody, and
ritual action merge into a single sacred gesture that symbolizes the meeting
of the visible and invisible, the earthly and divine.
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II. COBPEMEHHBIE ITPOBJIEMBI MY3BIKAJIBHOI'O UICKYCCTBA

MY3I)IKa " KOTHUTUBUCTUKA

TamesaHna IeHHadvesHa Jlewikesuu
nokrop dumocodckux Hayk, mpodeccop I0kHOTO demepanbHOrO yHUBEPCUTETA,

PocroB-Ha-/lony

KOTHUTUBUCTUKA 1 AI-MVY3BIKA
ITPOBJIEMA «BECCMBbICJIEHHBIX BUTOB»

Vcrexyt KOTHUTUBUCTUKM CBSI3aHBI C ee TIOBOPOTOM K MCKYCCTBY M, B YacCT-
HOCTM, K M3YUEHMIO BO3ZENCTBUSI My3bIKaJbHOTO MaTepuaia Ha Helipodu-
3M0JIOTMYECKME CUCTEMBI M MHTEHI[MOHAIbHYIO HAaIIPaBA€HHOCTb MY3bIKU.
OTBeuast BbI30BaM CTPEMUTETBHOTO pacilpeHus obacTei mpumenenust U,
KOTHUTMBUCTMKA BbIHYKIeHA HAIIPaBJISITh CBOU YCUINS HA U3YYeHMe Helipo-
ceTel, OTHaBasl OTYET B TOM, YTO HEMPOCETU He paBHbBI airopuTMam. Bmecre
¢ TeM, GaKTOM OCTAEeTCs TO, UTO OJMH U3 KIIOUEBBIX aITOPUTMOB KOMITbIO-
TEPHOI0 MOJEIMPOBAHMS TOHATBHOM My3bIKM paspaboras JIoHre-XUrruHc.
OTO CBUIETENBbCTBYET O 3aXBaTUBIIEI YMbl YUEHBIX «KOMIIBIOTEPHOM MeTa-
dope», ynogobsioleil MpIlIUIEHME YeI0OBEKa KOMITBIOTEPHOMY aJTOPUTMY.
OpHAaKo B BO3IENCTBUM MY3BIKM IIPUCYTCTBYET JIIOMT «<HEBBIPA3MMOTO0», Y 3TO
MIPUHITUTTMATBHO HEUCUMCIUMO GUTaMu MHDOPMAIMY U TPOTUBOAECTBYET
He TOJIbKO aJIFTOPUTMM3ALMM MYy3bIKaJIbHBIX TBOPEHUI, HO U TIOIBITKAM UX
paIMoHaIbHOM Bepbanm3anun. TeM He MeHee BeCbMa MHTePECHbI HAGITIO-
JleHUs1, CBUIETEIbCTBYIOIINE, UTO perpe3eHTalysl My3bIKaJbHOIO MaTepu-
aja CIY>KUT SIBHOMY BbIPa)KeHMIO OIpefie/IeHHOro Tura amoluuii. «Tak, Ha-
npumep, — no wioBam [l. Kyka, — HUCXogsiiee OBVOKEHME OT IISITON CTyIIeHU
MMUHOPHOJ raMMbl K TOHMKE MOXXHO IIpeACTaBUTh Kak YHbIHME, OTUasIHUE
Y TIPSIMYIO aCCOIMAIIMIO CO CMEPThIO». DTO OTHMMAET MPO6IeMy KOppesi-
LMY MY3BIKQJIbHBIX MTOCIEA0BATENbHOCTEN M YeTIOBEYECKUX IMOLMIA. JKCIIe-
PUMEHTHI B 06/1aCTM My3bIKaJIbHOTO MHTEIIeKTa EMI («<DMMM») OCHOBaHbI Ha
rporpamMmme, CO3IaHHOJ Ha SI3bIKe, UCIIOIb3YeMOM B 06/aCTM KOTHUTUBHO-
ro my3sbikoBeneHus. Heiipocets Endel reHepupyeT My3bIKaabHbI MaTepua
1071 HACTPOeHMsI IToIb30BaTesis. Pa3puBaloiiyecs airopuTMmuyecKme MeTo bl
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KOMIO3MUIMM — 3TO HOBAsl My3bIKaJbHasl TEXHOJIOTMS, leJlaloiasi yIiop Ha
MalllHHO-OPMEHTUPOBaHHbIE TEXHMKM M TTOPOXKIAIOLIast psia mpobiem. Bo-
MIePBBIX, 3TO IpobaemMa (hopMann3salyuy My3bIKaJIbHOTO MBIILIIEHUS B OT/INYME
OT BAOXHOBEHMS, KOTOPOE UCITBIThIBAET CO3/IaTe/Ib My3bIKaJIbHOTO IIPOM3BeIe-
HMSI. Bo-BTOPBIX, MTpo6IeMa COCYIeCTBOBAHMS KOMITO3MTOPCKOTO MBbIIILIe-
HUS B TPAAUIIMOHHOM CMBbIC/IE M MbIIIIJIEHVSI, OCHOBAHHOTO Ha ITpUMeHeHUM
aJITOPUTMMUYECKMX MOJesIeii KOMITO3ULMM. B-TpeTbux, mpobiema cumo61mo3a
aBTOPCKOTO KOMIIO3UTOPCKOTO MBIIIJIEHUS C aATOPUTMUUECKUMY MY3bI-
KaJIbHBIMM MOJIeNISIMU, Tpebylolast 3HaHUS COBPEMEHHOTO SI3bIKa MY3bI-
KaJIbHOTO ITPOrpaMMMPOBaHMsI. MOKHO TaKsKe MpeayCcMOTPeThb U ITO3UIINIO,
KOTZa KOMITO3UTOP MPUHUMIIMATBHO OTKAa3bIBA€TCS OT aJrOPUTMMU3ALINN
MY3bIKaJIbHOTO MaTepyaja B 03y COOCTBEHHBIX TBOPUECKMX HAMePEeH Ui
M 3HAUMMOCTM aBTOPCKOro «SI». B HacTosIIee BpemMs MCC/Ien0BaTeNN CKIO-
HSIIOTCSI K BBIBOZY, UTO «MCKYCCTBEHHBII MHTEJUIEKT MO-TIPesKHEMY paboTaeT
JIMIIb C TAK HA3bIBAEMOI CMHTAKCHUUeCKOi uHpopMaiueit. A BOT MHGOP-
Malys cCeMaHTMYeCcKasl MCKyCCTBEHHOMY MHTEJUIEKTY BCe ellle He CJIMIITKOM
“nonsTHA” U, cTaI0 GbITH, MajIO JOCTYIIHA». Pacno3sHaBaHue CMbICI0BOI]
cdepbl My3bIKaJIbHOTO MaTepuana VU He riop cuty. IMEHHO TOSTOMY IpPO-
6yiemMa «6ecCMbICJIEHHBIX OGUTOB» OCTAETCS «<KAMHEM ITPETKHOBEHMS» JIJIsI
cymecTByomux Al-TexHomormit.

COGNITIVE SCIENCE AND Al MUSIC:
THE PROBLEM OF “MEANINGLESS BITS”

The successes of cognitive science are associated with its turn to art and to
the study of the impact of musical material on neurophysiological systems
and the intentional orientation of music. Responding to the challenges of
the rapid expansion of Al applications, cognitive science is forced to direct
its efforts to the study of neural networks, realizing that neural networks
are not equal to algorithms. At the same time, the fact remains that one of
the key algorithms for computer modeling of tonal music was developed
by Longuet-Higgins. This testifies to the “computer metaphor” that has
captured the minds of scientists, likening human thinking to a computer
algorithm. However, there is a gap in the “inexpressible” in the impact of
music, and this is fundamentally incalculable in bits of information and
counteracts not only the algorithmization of musical creations but also
attempts at their rational verbalization. Nevertheless, it is quite interesting
to observe that the representation of musical material serves to clearly
express a certain type of emotion. “For example, the downward movement
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from the fifth degree of the minor scale to the tonic can be represented as
despondency, despair, and a direct association with death” (D. Cooke). This
raises the problem of correlation between musical sequences and human
emotions. Experiments in the field of musical intelligence EMI (“Emmy”)
are based on a program created in the language used in the field of cognitive
musicology. The Endel neural network generates musical material based on
the user’s mood. Developing algorithmic methods of composition is a new
musical technology that emphasizes machine-oriented techniques and gives
rise to a few problems.
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AHHa AnekcandposHa IIposoposa
MJIa[ NI HAy4HbIA COTPYOHUK LleHTpa KOTHUTUMBHBIX HelipoHayK HalyoHanbHOro

JMICCIIeI0BATE/IbCKOTO YHUBEPCUTETA «BpICIIas MKoIa SKOHOMUKNY, [lepmMb

[TPOrHOCTUYECKOE MOJEJIMPOBAHUE TOYHOCTHU
MYVY3BIKAJIbHO-KOTHUTHUBHOI'O BOCITPUATHSA HA OCHOBE
HEWPO®U3NOJIOTMYECKUX U TTIOBEJEHYECKUX MAPKEPOB

Hacrosiee uccnenoBaHye HalrpaBaeHo Ha pa3paboTKy MPeguKTUBHON Mofe-
JIY, OLl€HMBAIOIlel TOYHOCTD BBITIOTHEHMST MY3bIKaJIbHO-KOTHUTUBHBIX 33/a-
HMIi Ha OCHOBE KOMILJIEKCHOTO aHajI13a HeiipohM3M0oI0orMIecKux rmoxkasaresein
U TIOBeJEeHYECKMX XapaKTePUCTUK. B ucciemoBaHuu MpUHSIIM yyacTue 31 ve-
JIOBEK C MY3bIKaJIbHbIM 06pa3oBaHueM (24 SKeHIIVHBI U 7 MY)KUMH, CpeIHUI
Bo3pacT 34 + 10,9 neT) ¢ MHOTOJIETHUM UCIIOTHUTEIBCKMM OIBITOM (B CpefHEM
21 # 12,9 neT). OKCIiepMMeHTa/IbHAs ITapagurma BK/IOUa/a paclio3HaBaHue
MOHOGMOHMYECKUX MY3bIKAIbHBIX (GPATMEHTOB Pa3IMYHON CIOKHOCTH, TIPEL; -
CTaBJIEHHBIX B IISITY aJIbTePHATUBHBIX (hOpMax rpadmueckoro mpefCcTaBIeHus :
CTaHAAPTHOV MATUIMHEHOM HOTalUUU, U3OIMPOBAHHOTO PUTMMUUYECKOTO MMaT-
TepHa, MOC/IeI0BaTebHOCTM BBICOT TOHA 63 pUTMUYECKoil nHopmanum,
YMCIOBOTO 0603HAUEHMST KOMTMYECTBA HOT U BepOATbHOTO OMMCAHUS MEJIO-
IUMYeCcKoi TMHUY. VICTIBITYeMblii JOKEH ObUT CTYIIATh MEJIOIUIO U CJIEAUTD
3a Heii I1azaMu 1o rpaduyecKoMy MpeACTaBIeHNIO, MeTOAVS 06pbIBaIach
B CJIyYaiiHbIii MOMEHT, M UCIIBITYEMBIi TOJIKEH ObLT YKa3aTh, Ha KaKOi HOTe
OCTaHOBWJIACh MEJIOAMSL.

MeTonuueckuit anmnapat UCCAe0BaHMS cCOUueTasl OpUIMHaIbHOE Mporpam-
MHOe obecrieyeHye sl TPeIbsIBIeHNS] CTUMY/IOB M PETUCTPaLUM TIOBeHeH-
YeCcKMx peakiuii (paspaboraHHoe Ha ratdopme jsPsych ¢ dukcaimeii Bpe-
MEHHBIX MapaMeTPOB U TOUYHOCTU OTBETOB) C CMHXPOHHOI 21-KaHaJIbHOM
perucTpanueii 3meKTposHIedasIorpaMmbl.

Il aHanu3a (PyHKIMOHAIbHBIX B3aMMOECTBMII KOPKOBBIX 30H MO3ra
ObUI paccuMTaH MHAEKC Gpa3oBoii cuHxpoHusauuu (phase-locking value, PLV),
M03BOJISIIOUINIA KOTMYECTBEHHO OLIEHUTD CTelleHb CMHXPOHM3alMM HeIPOH-
HOJ aKTMBHOCTY B pa3jIMYHbIX YaCTOTHBIX AMara3oHax (aibga, 6eTa, raMmma).

MogenpoBaHue TOUHOCTM OTBeTa (PaCCUMTAHHOM KaK Pa3HOCTb MEXAY
STAIOHHBIM ¥ GAKTUYECKUM OTBETAMM) OCYIECTBIISIIOCH C VICTIONb30BAHEM
217 moTeHIIMaNbHbIX TPEAVKTOPOB, BKIOYABIINX: 1) JemMorpaduyeckie Ia-
paMeTpsl, 2) XapaKTepUCTUKNU CTUMYJIbHOTO MaTtepuasa, 3) BpeMeHHbIe M0-
KasaTeji KOTHUTUBHO 06paboTku, 4) 210 MHIEeKCOB QYHKIMOHAIbHOI CBSI3-
HocTu. [Tocsie mpoleaypbl BbIGOpa MPU3HAKOB CPaBHUTENIbHAS 9PPEKTUBHOCTD
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YyeThIpexX perpeccMOHHBIX MOAX0M0B (JinHeliHas perpeccust, Random Forest,
Gradient Boosting 1 XGBoost) mpogeMoHCTpUpOBaja CyllleCTBEHHOE Tpe-
MMYILECTBO aHCAMOJIeBbIX METOZOB (yay4lleHue nokasarens R? ua 0.15-0.25
110 CPAaBHEHMUIO C JIMHEIHOI MOJIE/bI0), UTO YOO TeNbHO CBUIETEIbCTBYET
0 HEJIMHEeTHOM XapaKTepe B3auMOCBsI3eil MeXAy M3ydaeMbIMU HEMIPOKOTHU -
TUBHBIMM MapKepaMy M YCIIEIIHOCTbIO My3bIKaJIbHOT'O BOCIIPUSITUSI.
[MonyyeHHble pe3yabTaThl IOGYEPKMUBAIOT NTEPCIIEKTUBHOCTD TPUMEHEHMS
METOIIOB MAIIMHHOTO 0OYUeHMsI IJIsT aHAIM3a CJIOKHBIX KOTHUTUBHO-Hepo-
(usuonornuyeckux B3aMMOAENCTBIUIT B MY3bIKATbHO AeSTeTbHOCTHA.

PREDICTIVE MODELING OF MUSICAL-COGNITIVE PROCESSING
ACCURACY BASED ON NEUROPHYSIOLOGICAL AND BEHAVIORAL
MARKERS

The present study aims to develop a predictive model assessing the accuracy
of musical-cognitive task performance based on a comprehensive analysis
of neurophysiological indicators and behavioral characteristics. The study
involved 31 participants with musical training (24 women and 7 men, mean age
34 +10.9 years) with extensive performance experience (mean 21 * 12.9 years).
The experimental paradigm included the recognition of monophonic musical
fragments of varying complexity, presented in five alternative graphical
representations: standard five-line notation, isolated rhythmic patterns, pitch
sequences without rhythmic information, numerical notation of note counts,
and verbal descriptions of melodic contours. Participants were required to
listen to a melody while visually tracking its graphical representation; the
melody was interrupted at a random point, and the participant had to identify
the note at which the melody stopped.

The methodological framework combined custom-developed stimulus
presentation and behavioral response recording software (implemented on the
jsPsych platform with precise timing and response accuracy measurements)
with synchronized 21-channel electroencephalography (EEG). To analyze
functional interactions between cortical brain regions, the phase-locking value
(PLV) index was computed, providing a quantitative measure of neural activity
synchronization across different frequency bands (alpha, beta, gamma).

Response accuracy modeling (calculated as the difference between the
reference and actual responses) was performed using 217 potential predictors,
including: 1) demographic parameters, 2) stimulus characteristics, 3) temporal
measures of cognitive processing, and 4) 210 functional connectivity indices.
Following feature selection, a comparative evaluation of four regression
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approaches (linear regression, Random Forest, Gradient Boosting, and
XGBoost) demonstrated a significant advantage of ensemble methods
(R% improvement of 0.15-0.25 compared to the linear model), providing strong
evidence for nonlinear relationships between the examined neurocognitive
markers and musical perception accuracy.

The findings highlight the potential of machine learning techniques in
analyzing complex cognitive-neurophysiological interactions in musical
performance.
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Ionuna Anexceesra Cmonbosa
rpernopaBartenb GakyIbTeTa ayguoBU3yaabHbIX MCKYCCTB POCCHIICKOrO rOCYyAapCTBEHHOTO

MHCTUTYTA CLIEHNYeCKMX UCKYCCTB, CaHKT-IleTepOypr

['EHEPATUBHBIE 3BYKOBBIE JIAHIIA®THI 151 9KCIIO3ULIMOHHBIX
IMPOCTPAHCTB: TEXHOJIOI'MW U ITEPCITEKTHUBbI

B coBpeMeHHbIX 3KCMO3MLUVOHHBIX MPAKTUKAX ayIMOAN3aiiH CTaHOBUTCS
HEeOTbeMJIEMBIM 37IEMEHTOM, YCHMANBAIIINUM 3G (KT MOrpyskeHust, IM0O-
LIMOHAJbHYIO BOBJIEYEHHOCTb M KOTHUTUBHOE BOCIIPUSTME BBICTABOUHOTO
MaTepuana. OgHUM U3 Haubosee ePCIIeKTUBHBIX HAIPABIEHMIA SIBJISIET-
csl MpMMeHEeHMe TeHePaTUBHBIX U MPOIIeIYPHBIX 3BYKOBBIX JAHIIIA(PTOB —
IMHAMUYECKM Pa3BMBAIOLIMXCS 3BYKOBBIX CPeJl, CO3/laBaeMbIX B peaibHOM
BPeMEeHMU C UCII0/Ib30BaHMEM aJITOPUTMOB, CJTyYaifHbIX IIPOLIECCOB U 3a/1aH-
HBIX ITapaMeTpPOB. B 0CHOBe KOHLIeN MM JIEXXUT IIPeCTaBIeHIE O 3BYKOBOM
naHpnmadTe Kak 0 KOMIUIEKCHOM aKyCTMUeCKOi CUCTeMe, cCoueTaloleil My-
3BIKY, 3BYKOBbIe 3G GEKTHI ¥ TPOCTPAHCTBEHHbIE ayaM03IeMEeHThI, aIall T -
pyloluecs K rnepeaBIKeHNI0 3pUTENS U apXUTEKType 9KCIIO3ULMOHHOTO
MPOCTpaHCTBa. VcIonb30BaHNMe reHepaTMBHOTO ayaMuo MO3BOJSET YIITU OT
3aLMKJI€HHBIX TPEKOB B CTOPOHY YHUKAaJIbHBIX 3BYKOBBIX peLIeHUI, He T10-
BTOPSIIOIIMXCSI ABAKIBI, & TPOLIeYPHBIN 3BYK 00eCreurBaeT aalTUBHOCTD
K IefCTBUSIM ¥ MapIlIpyTaM IoceTuTenei. B pabore paccMaTpuBarOTCs Mpy-
Mepbl U IIPUHITUIIBI TOCTPOEHMS TAKUX CHCTeM Ha 6a3e TexHomoruit Csound
u Cabbage —ayauoriaTrgopm [Jist CMHTe3a, 06pabOTKM U reHepaluy 3ByKa.
[IpuBOOMTCS TUIIONOTMS [TOAAYM 3BYKA B IPOCTPAHCTBE BHICTABKM: OTIBIT UC-
M0JIb30BaHMSI HAYITHMKOB, IOKAIM30BaHHbIE 3BYKOBbIE CPeJIbl U IIOTHO06B-
eMHble ayauonanamadTel. Takke aHATM3UPYIOTCS METOIbI PAHIOMMU3ALINH,
IIOCTPOEHUS TapaMeTPUUeCKUX MOojielieii U aJiTOPUTMUYECKOTO yIIpaBlIeHUs
3BYKOM Ha OCHOBE 3apaHee 3a[JaHHBIX KPUTEePUEB: BApMAaTUBHOCTH, 6ECKO-
HEYHOTO Pa3BUTUSI, YHUKAIbHOCTY. O603HAUEHBI KaK IMPEeUMYIIeCTBa TOA-
X0[la — MMHMMM3AIus 06bemMa MaMsITy, ITy60Kas UMMEePCUBHOCTb, TePCOHA -
JIM3aLMs OMBbITA, — TaK Y CJIOKHOCTU: BBIUMCINTEIbHAS HArPy3Ka, CJI0KHOCTD
MIPOEKTUPOBAHMS U 6aTaHCUMPOBKA 3BYKOBBIX ITOTOKOB B 0OIEM aKyCTUYe-
CKOM 00beMe BBICTaBKU. B 3aKk/oueHMe Ie/aeTcsl BLIBOJ, O HEO6XOIMMOCTHU
MeXIMCIUIUIMHAPHOTO MOAX0AA K pPa3paboTKe ayIuoCpe/Ibl, BKIIOYAIOIIEro
CIelMaanuCcToB M0 3ByKY, KypaTOpOB, IPOrPaMMMCTOB U apXUTeKTopa Mpo-
crpaHcTBa. [lepcrieKTUBbI BHeJpEHMS TeHepaTUBHBIX ayMOCUCTEM OTKPbI-
BAIOT HOBbIE TOPM3OHTHI AJISI My3eifHOTO [efa, TeaTpa, 06pa3oBaTeNbHbBIX
M KYJIbTYPHBIX MPaKTHUK.
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GENERATIVE SOUNDSCAPES FOR EXHIBITION SPACES:
TECHNOLOGIES AND PROSPECTS

In modern expositional practices, audio design becomes an integral element
that enhances the immersive effect, emotional engagement, and cognitive
perception of the exhibition material. One of the most promising areas is
the application of generative and procedural soundscapes — dynamically
developing sound environments created in real time using algorithms,
random processes and preset parameters. The concept is based on the idea of
a soundscape as a complex acoustic system combining music, sound effects
and spatial audio elements that adapt to the movement of the viewer and the
architecture of the exhibition space. The use of generative audio allows you
to move away from looped tracks towards unique sound solutions that do not
repeat twice, and procedural sound provides adaptability to the actions and
routes of visitors. The paper discusses examples and principles of building
such systems based on Csound and Cabbage technologies, audio platforms
for sound synthesis, processing and generation. The typology of sound
delivery in the exhibition space is given: the experience of using headphones,
localized sound environments and full-volume audio landscapes. Methods
of randomization, parametric model construction, and algorithmic sound
control based on predefined criteria such as variability, infinite development,
and uniqueness are also analyzed. The advantages of the approach are
outlined - minimizing the amount of memory, deep immersiveness, and
personalization of experience — as well as the complexities: computational
load, design complexity, and balancing sound streams in the overall acoustic
volume of the exhibition. In conclusion, it is concluded that there is a need for
an interdisciplinary approach to the development of an audio environment,
including sound specialists, curators, programmers and a space architect.
The prospects for the introduction of generative audio systems open up new
horizons for museum business, theater, educational and cultural practices.
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Hlao Munsiu
CITyIIaTeNb OATOTOBUTEIBLHOTO OTaeneHyst CaHKT-IleTepByprekoit rocyjapcTBeHHOM
KoHcepBaTopuy nmenu H.A. Pumckoro-Kopcakosa,

cTaxkep-ucciaenoBartenb My3blKaabHOTO MHCTUTYTaA YHMUBepcuTeTa JInuby (Kurait)

KUTAVICKMIT DREAMCORE: 3BVK, [TAMSTb
U COLIMOKYJIBTYPHBIN KOHTEKCT

B nocnenHme rogpl kKuTaickuii skaup Dreamcore CTpeMUTeNbHO IPUBJIEK BHU-
MaHue MOJIOZeXM 61aromapst YHMKaJIbHOMY couetTanuio lo-fi 3Byyanms, meu-
TaTelbHOM aTMocdepbl ¥ HOCTAIbIMUECKOI BM3YalbHOM 3CTeTUKU. Vi3Hauab-
HO Ky/bTypa Dreamcore BO3HMK/IA B aHIVIOSI3BIYHOM MHTEpHeTe (Ha dhopyme
4chan B 2018 romy) 1 accouMUpOBaNach C TPEBOTOI U JIETKUM Y>KaCOM — CJIOBHO
YyeJIOBeK 0CO3HAHHO CMOTPUT Ha COOCTBEHHBIN KOIMAp WY MOMAafaeT B 3aM-
KHYTOe, 6eCIIOKOJIHOEe MPOCTPAHCTBO. B KMTaiicCKOM KOHTEKCTE 3TOT KaHpP
TpeTepIies 3aMeTHYIO TpaHChOPMAIIMIO: JIOKATbHAS KYJIbTypa CMSITUMIA CTPaxX
" IYCKOM®OPT, Cie/IaB aKIeHT Ha CBeT/ION HOCTAIbI MY Y BO3BpAlLleHUM K 6e3-
3a00THOMY JIETCTBY.

Hocranprust — 3T0 4yBCTBO TOCKU 10 MPOIIJIOMY, YaCTO MAeanu3MpOBaH-
HOMY. DTO CMeCh JIETKO# TPYCTU M HEXXHOCTH 10 JIIOASIM, MEeCTaM VI COObI-
TUSIM, KOTOPBIE OCTaINCh IT03aau. B 1i1dpoBylo anoxy Kutaickuii Dreamcore
TpeasaraeT MOJOLEKY 0COObIN CIIOCO6 MePEKUTD STY IMOIIUY Yepe3 MHOTO-
CEHCOPHBII OIBIT, TIe My3bIKa, BU3yaabHble 06pa3bl 1 KOPOTKME TEKCThI pa-
60TaIoT BMeCTe.

B ocHOBe MccienoBaHys IEKUT HAOMIOIeHMe, UTO COBPeMeHHAasI KUTaicKast
MOJIOZEKb CTAJIKMBAETCS C CUJIbHBIM COIMATbHBIM JJaBIeHueM, 06eciieHuBa-
HMeM 06pa30BaHMsI Y HeCTAOMIIbHBIM PHIHKOM TPYHA, YTO MOPOKAAET BHY-
TPEHHIOI TPEBOKHOCTh U dparMeHTannio. B aTom cmbiciie Dreamcore cran
CcBOe06pa3HbIM SMOIMOHAIbHBIM «yOEKUIIEM» — CIIOCO60M cOekaTh M3 Ha-
MPSIKEHHOV peaIbHOCTY B BBIMBIIIJIEHHbBIM MUP JE€TCKOI YMCTOTHI.

Vcnomb3yeTcst BUPTyalnbHast STHOTpabusl: aHAMM3UPYIOTCS COOBIIeCTBa
Dreamcore B Douyin u Bilibili, cobupatorcst maHHbIe uepes OMpOChI CIyIIaTe-
Jieli, MHTEPBbBIO C Co3aaTenssMu My3bIku U Al-nu3sariHepamu. Takske ITpoOBO-
JIATCSI COTIOCTaBJIEHME C TTOXOXKMMMU SITIOHCKMMMY )KaHPaMM, TaK KaK B KyJIbType
SIMOHMY MTOXO3KME TeHAEHLIMY HaOTI0IaICh ellle B ITPOIUIOM Beke — 1 Kuraii,
BO3MOXHO, ITOBTOPSIET 3TOT ITYTh CETOMHSI.

C HelipodU3M0IOrMYecKoii TOUKM 3peHusl peajiaraeTcsl cMmesas cxema
BO3MOKHOT'O MeXaHM3Ma HOCTaJIbIMU: 3BYKOBOI CTUMYJI aKTUBUPYET CITy-
XOBYIO KOPY, 3aITyCKaeT IUIIIOKaMI (30HY aBTOOMOrpadmuueckoi maMsiti)
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¥ MUHAATIEBUAHOE TeNO (LIeHTP SMOLMOHAIBbHO peryiasiuun). B utore yenoBek
MepeskuBaeT CyObeKTMBHOE UYBCTBO HOCTAIBIMM U OIIYyIIeHNE «JOMAIIHEro
yIOTa».

Takum 06pa3zom, Dreamcore MOXKHO pacCMaTpyUBaTh HE TOMbKO KaK KyJlb-
TYpHbI1 HeHOMEH, HO ¥ KaK MHAMKATOP PaCTyIei MOTPe6HOCTU COBpeMeH-
HOJt MOJIOAEXM B ayAMOBU3YaTbHBIX «SIKOPSIX» — TOYKAX OTMIOPBI B MUPE, Tie
COIMATbHAS TPEBOSKHOCTD ¥ ObICTPAst IKOHOMIUYECKASI IMHAMMKA CTAHOBSTCS
HOPMOVA.

B pesysnbTaTe paboTa pacKpbIBaeT, Kak KuTalickuii Dreamcore o6bequHsIeT
MY3bIKY, BU3YaJIbHBI S3bIK U KOJUIEKTUBHYIO TaMSTh, OPMMPYST HOBOE TTPO-
CTPAHCTBO JISI UIEHTUUYHOCTU U IMAJI0ra MeXAY JUYHBIM U COLMATbHBIM
B YCJIOBUSIX M POBOIL SITOXM.

CHINESE DREAMCORE: SOUND, MEMORY, AND SOCIOCULTURAL
CONTEXT

In recent years, the Chinese Dreamcore has rapidly attracted the attention
of young people thanks to its unique combination of lo-fi sound, dreamy
atmosphere and nostalgic visual aesthetics. Dreamcore culture originated on
the English-language internet (on the 4chan forum in 2018) and was associated
with anxiety and mild horror - as if a person were consciously watching their
own nightmare or finding themselves in a closed, restless space. In the Chinese
context, this genre has undergone a noticeable transformation: local culture
has softened the fear and discomfort, emphasising light nostalgia and a return
to a carefree childhood.

Nostalgia is a feeling of longing for the past, often idealised. It is a mixture
of slight sadness and tenderness for people, places or events that have been
left behind. In the digital age, Chinese Dreamcore offers young people a special
way to experience these emotions through a multi-sensory experience where
music, visual images, and short texts work together.

The study is based on the observation that modern Chinese youth face
intense social pressure, the devaluation of education, and an unstable labour
market, which generates internal anxiety and fragmentation. In this sense,
Dreamcore has become a kind of emotional “refuge” — a way to escape from
the stressful reality into a fictional world of childlike purity.

Virtual ethnography is used: Dreamcore communities on Douyin and Bilibili
are analysed, data is collected through listener surveys, interviews with music
creators and Al designers. A comparison is also made with similar Japanese
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genres, as similar trends were observed in Japanese culture in the last century —
and China may be repeating this path today.

From a neurophysiological point of view, a bold scheme of a possible
mechanism of nostalgia is proposed: an auditory stimulus activates the
auditory cortex, triggers the hippocampus (the area of autobiographical
memory) and the amygdala (the centre of emotional regulation). As a result,
a person experiences a subjective feeling of nostalgia and a sense of “home
comfort.”

Thus, Dreamcore can be seen not only as a cultural phenomenon, but also as
an indicator of the growing need of modern youth for audiovisual “anchors”-
points of support in a world where social anxiety and rapid economic dynamics
are becoming the norm.

As aresult, the work reveals how Chinese Dreamcore combines music, visual
language and collective memory, forming a new space for identity and dialogue
between the personal and the social in the digital age.



106 YAcTb II. KOH®EPEHLIUA «MVY3bIKA B KVJIIBTYPE»

Mys3bika 1 HayKa

Examepuna BukmopoeHa CanvHukosd
JOKTOP KYJIBTYPOJIOTUM, KAHOAVAAT MCKYCCTBOBEAEHVIs, 3aBeAYIOIIast CEKTOPOM XY OXKeCTBEHHBIX

npo6nem Maccmenva f'ocynapcTBeHHOTO MHCTUTYTA MCKYCCTBO3HAHMS

Hapwvs AnexcanoposHa JKypkosa
KaHAMAAT KYJAbTYPOJIOTUI, CTAPILINIT HAYYHbIN COTPYAHMK CEKTOPA XYI0XKECTBEHHBIX IIPOBIEM

MaccMmena FOCY,E[apCTBEHHOI‘O MHCTUTYTA MUCKYCCTBO3HAHMS

K BOITPOCY O METOOJIOTUU AHAJIVI3A ITECEHHOT'O CAYHIITPEKA
B ITPOBOM COBETCKOM KMHEMATOTI'PA®E

OmHOIi U3 OTIMUMTENbHBIX YePT COBETCKOro KiHeMaTorpada BIUIOTh 10 ce-
penvnbl 1980-X rooB 6bUIO HAIMUME B HEM OOJIBIIOTO KOJMUECTBA IECEH,
naxe B GopMasbHO He MY3bIKaIbHBIX GmibMax. Kak 3aMeTus1 MCTOPUK KMHO
Banepnit ®oMuH, HaCbIlleHHASs, IepeuBYaTast, SMOLMOHAIbHAS FaMMa, JieT-
KO U eCTeCTBeHHO IepeTeKarolas B IeCeHHOCTb, MeOAM3M, UUCTYIO MY3bIKY
u 06paTHoO, SIBJIsIach GUPMEHHOI OTMETKOJ COBETCKOr0 KuMHemartorpada
BILJIOTH JI0 TIEPUOJA TIEPECTPOIKHA.

Posnb mecHM B [pamaTypruu GuabMa 4YacTMYHO 3aTparmBanach B paboTax
Beps! Bacunoii-I'poccman, Tatesinel EropoBoit, bopuca Kaia, dnbnapa Pssa-
HOBa, TaTbsiHbI llak, Upuub! [InyioBo# 1 gp. B HallleM ke LOK/IaAe MbI [10CTa-
paemcs IIpeiCTaBUTb TUTIONOTHUIO BKIIOUEHNSI TECHU B KMHEMATOrpaduieckoe
rnoBecTBOBaHMe. Kakye rnpuembl UCIOIb30BaIM COBETCKIE PEKIMCCEPBI U Ipa-
MaTypru, 4To6sl yoenuTeapbHO BIMCATh MY3bIKAIbHBIN HOMED B paMaTyp-
ruyeckoe pasputue? Kak ¢ momMolupio eceHHbIX HOMEPOB OHM ITPOZBUTAIN
pasButHe croxkera? Kak mocpeacTBoM CMHTE3a IeCHY, M300paskeHMsI U CIOsKeTa
CO3[IaBaJIMCh CMBICJIOBbIE 00ePTOHA B KMHEMATOTrpadyeckoM IMOBECTBOBA-
HuM? Kak necHu, UCIIOSHsIEMbIe TEM WJIM MHBIM [TIepCOHAasKeM, BJIMSIIM Ha ero
o6pasz?

Bce 3Tu BOIIPOCHI MbI 6yeM OCBelaTh Ha MaTepyasie COBeTCKMUX (G1IbMOB,
OTHOCSIIIVXCS IPEVMYIIECTBEHHO K MPUKITI0YeHUECKOMY 1 PaHTaCTUUECKOMY
skaHpaM. B yacTHOCTH, OYIyT pacCCMOTPEHBI ITECHM U3 «IIKOIbHOI» KMHOMaH-
TaCTUKM B TakuX QuiIbMax, Kak: «Mocksa — Kaccuonesi» 1 «OTpoku Bo Beenen-
HoI» (1974, 1975, pexk. P. BUKTOPOB), «BOJIbIIIOE KOCMUYECKOE ITYTEIIeCTBUE»
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(1975, pek. B. CenuBaHoB), «['ocThbst 3 6ymyiero» (1985, pex. IT1. ApceHOB).
B mosie Halero BHUMaHMS OKQXKYTCSI ¥ GUIbMBI, B KOTOPBIX MTECHY BCTYIIAIOT
B 3CTETUYECKNI KOHOIMKT WM AUAJIOT KaK C UMCTO MY3bIKaIbHBIMU (dpar-
MEHTaMU, Tak ¥ C Pa3BUTHEM CiokeTa. [Iomo6HbIe CUTyaIMM HaBIIONAI0TCS
B GubMax, MOCBSIEHHBIX OYOYyIeMy KOCMOHaBTUKM («MeuTe HaBCTpeuy»,
1963, pexk. M. Kapiokos, O. Ko6epuzse), KapTMHaM O He3aypsiqHOM «paHTa-
cTu4eckoii» mobsu («HYemoBek-ampubus», 1961, pex. B. Yeborapes, I. KasaH-
CKMIA), 0 MyTelIeCTBUSIX BO BpeMeHH, («31 uioHs», 1978, pex. JI. KBunuxmunase).
ABTOpBI fOK/IANA TTOLUEPKUBAIOT 3HAUMMOCTb BHYTPEHHETO KOHTEKCTyallb-
HOTO aHa/M3a crienyduUKy UCIIOMHEHNS TIeCeH B COYETAHUM C OTIpeeneH-
HOM KOMITO3ULIMEN OelCTBYOIIMX JIUII, X M3HAYAIbHO 3aJaHHBIMU 3TUKO-
3CTETUYECKMMU XapaKTePUCTUKAMM U JUHAMUKOI aBaHTIOPHOTO IeCTBUS.
VcrionHeHMe MeceH Croco6HO paiyikabHO MEHSTh aTMocdepy 1 kaHp Guib-
Ma, IPUBHOCS 3TUUECKYI0 aMOMBaI€HTHOCTh M MapafioKChl B 3CTETUUECKUIA
KOHTEKCT IIeJIOCTHOTO 9KPAaHHOTO MPpOou3BeAeHMsI (UTO 6yJeT IMoKa3aHo Ha
cayHaTpeke ¢puiabMa «MyIIKeTepbl 1BaILIATh JIET CITyCTsI», 1992, pexk. I. FOHT-
Basb-XWIbKEBUY).

ON THE METHODOLOGY OF MUSIC ANALYSIS IN SCREEN ARTS

One of the distinctive features of Soviet cinema until the mid-1980s was the
abundance of songs, even in formally non-musical films. As film historian
Valery Fomin noted, the rich, shimmering, emotional palette, which effortlessly
and naturally transitioned into songfulness, melodicism, pure music, and back
again, was a hallmark of Soviet cinema until the perestroika period.

The role of songs in film dramaturgy has been partially addressed in the
works of Vera Vasina-Grossman, Tatyana Egorova, Boris Kats, Eldar Ryazanov,
Tatyana Shak, Irina Shilova, and others. In this paper, we aim to present
a typology of song integration into cinematic narratives. What techniques
did Soviet directors and screenwriters employ to convincingly embed
musical numbers into the dramatic development? How did they use songs
to advance the plot? How did the synthesis of song, imagery, and narrative
create additional layers of meaning in cinematic storytelling? How did songs
performed by specific characters influence their portrayal?

We will explore these questions through the lens of Soviet films, primarily
those belonging to the adventure and science fiction genres. In particular,
we will examine songs from “school-oriented” sci-fi films such as “Moscow—
Cassiopeia” and “The Young Ones in the Universe” (1974, 1975, dir.
R. Viktorov), “The Great Space Voyage” (1975, dir. V. Selivanov), and “Guest
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from the Future” (1985, dir. P. Arsenov). Our focus will also extend to films in
which songs engage in an aesthetic conflict or dialogue with purely musical
segments as well as with plot development. Such instances can be observed
in films dedicated to the future of space exploration (“Towards the Dream”,
1963, dir. M. Karyukov, O. Koberidze), stories of extraordinary “fantastical”
love (“Amphibian Man”, 1961, dir. V. Chebotarev, G. Kazansky), and time-travel
narratives (“June 31st”, 1978, dir. L. Kvinikhidze).

The authors of this paper emphasize the importance of an internal
contextual analysis of the specific performance of songs in conjunction with
the composition of characters, their pre-established ethical and aesthetic
traits, and the dynamics of adventurous action. The performance of songs can
radically alter a film’s atmosphere and genre, introducing ethical ambivalence
and paradoxes into the aesthetic framework of the cinematic work as a whole
(as will be demonstrated through the soundtrack of “The Musketeers Twenty
Years Later”, 1992, dir. G. Yungvald-Khilkevich).
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Hamanua AnamonvesHa ManvsuwiuHa
KaHanzAaT GunocodCckux HayK, JOLEHT Kadeapbl [yMaHUTAPHbBIX HayK

CapaTOBCKOJi rOCyJapCTBEHHOM KoHcepBaTopuy umenn JI.B. Co6uHoBa

TEPMUHOJIOTUYECKUM TE3AYPYC KAK TIOHUMAHUE UHOYCTPUN
KVJIBTYPbI 1 UCKYCCTBA 3I1OXHU ITIOCTMOAEPHA

[To MHeHMIO aBTOpaA, MPUHLMII PA3/IUUKS SIBJISIETCS XapaKTePHbIM U aKTUB-
HBIM JJ1S1 KOHIIEITYaabHOTO aImapara ocrMmogepHa. MexaHu3m KoyebaHms
OT OHO¥ ITPOTMBOIIONIOKHOCTH K I PYTO¥ SIBJISIETCS XapaKTePHBIM 1Sl peain-
3alyM NPUHIMIIA pas3anums nocTMoepHa. Ho npuHIMI TOXIeCcTBa B KOH-
LleNITyaJbHOM alnapare OCTMOZepHa SIBJISIeTCS] He aKTUBHOIA, a TacCUBHOM
€ro XapaKkTepuUCTUKoi. MexaHn3MOM (QYHKIIMOHMPOBAHUSI METaMOIepHa,
110 MHEHUIO aBTOPa, SIBJISIETCSI MHOTOMepHasl MHTerpalys BCcex BO3MOXKHBIX
OTIIIO3MUIIUIA.

ITosToMy B KOHILIENTyaJIbHOM aIapaTe MOoCTMOAepHa MCTUHHOI MOKET
OBITH OHA U3 GMHAPHBIX OMIMO3UIMOHHBIX TOUEK 3PEHMs], & B MeTaMOo/iepHe
VCTVHHBIMM MOTYT ObITH [1Be U 6osee. DyHIaMeHTaIbHbIM IIATTEPHOM 001IIe-
CTBa TIOCTMOZEPHA ¥ METAMOZEPHA, SIBISIETCS] GMHAPHAS OMITO3UIIMOHHOCTD
KOMIIOHEHTOB, HO TIPU Pa3HbIX MexaHM3Max UX B3aumogeicTBus. IIpu sTom
HaymmMuye 6MHAPHO OMIO3UIIMOHHBIX KOMIIOHEHTOB MHAYCTPUY KYJIbTYPbI
M UCKYCCTBA, CBOOOTHO B3aMMOJIECTBYIOIMX IPYT C IPYTOM, SIBJISIETCS He-
006XOIVIMBIM YCIOBMEM «B3PbIBa», 9BPUCTUUECKOTO MTPOPHIBA HA HOBBIN ypO-
BEHb Pa3BUTHSI BCEI CUCTEMBI Y Pean3alui 3aIUTHO QYHKIIUY MHAYCTPUN
KYJIbTYPbI ¥ UCKYCCTBA, OTPasKAAoLIei IeHHOCTHO-CMbICJIOBOE SIIPO KYJIbTYDPbI
OT HETaTMBHOTO Pa3pyIIUTEIbHOTO BHEIHEro yaapa.

My3bIka — «MeanbHas CyOCTaHIMsI, OHA €CTh BPeMsI, B KOTOPOM CYLIeCTBYeT
YICII0, KOTOPOe IIPOHM3bIBAET BceneHHYIO 1 ObITHE YesioBeKa. YUCIo U BpeMs
B CBOEJ XYIOKECTBEHHO! BbIPasKEHHOCTM 06pa3yioT MYy3bIKAJIbHYIO (GOpMY>»
(A. JToceB), — ABISISICh TIpeaMeToM (pr10codhCcKoro pacCMOTPEHMSI, TEMOH-
CTPUPYET B 3TIOXU MOZEePHA U IIOCTMOJiepHa TaKMe XapaKTepPUCTUKH, KaK T10-
JIUCTUIIUCTHKA, CMelIeHMe U TlepeMeXXeHle KaHPOB (MY/IbTMKaHPOBOCTB),
pasMbITHE IPAHUL] SIUTAPHONM M HU3KOI (ITOITYJISIPHOI) MY3bIKY, MEXXBUIOBOE
B3auMogelicTBue. [leCTpyKiuei uepapxmuyeckoro B3isia Ha My3bIKaJIbHOE
MCKYCCTBO, KyJbMMUHalMeli B HoBoe BpeMs U CTaJIo MOHSTHE «abCOTIOTHOM
MY3bIKIM», M K KOHITY XX BeKka HeuepapxuuHblii B3IVIsII BO300/1afal eciy He
B CIeIMaJbHBIX HAYKaX O My3bIKe, TO B 0OIleCTBeHHOM CO3HaHMM. [ToHSI-
THe «a6COMIOTHOM MY3BIKM» MTPAKTUUECKM COAHO B apXUB, UTO, OOHAKO, HE
OTMeHsIeT TPO6IeMbl COBITaIeHMSI KOHKPETHOTO MY3bIKaJbHOTO TBOPYECTBA
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C CYIIIHOCTHOJ IMOJTHOTOJ BO3MOYKHOCTEN MCKYCCTBA 3BYKOB. HeaKkTyalibHOCTb
IaHHOJ MPO6JIEMBI B TOCTMOEPHMUCTCKO KYJIbTYPHOM CUTYalMM paBHO3HAY-
Ha ee aKTyaJbHOCTM — KaK MCTOPUUYECKOI «TOUKM OTCUYeTa» JJIsl [IOHMMaHUs
COBPEMEHHOCTM B MCTOPUYUECKOI peanu3aluu NpUHIUIA ToKAecTBa. M3 Bcex
BUIOB MMO3HaHMs Mupa A. JIoceB Bbifie/isieT My3bIKalbHOE [TI03HaHMe KaK CaMo-
CTOSITEIbHOE ¥ CAMOJ0CTaTOYHOE, «[IePBOHAYAIbHYIO, 10-00pa3HYI0 U BOOOIIEe
IO-CTPYKTYPHYIO OCHOBY MJIV UMCTbI/ MY3bIKQJIbHBII OIBIT» U CTPYKTYPHYIO
MY3bIKY, KOTOpast yIUIOTHSETCS 10 06pasa u coBa. O6pa3ioM UMCTON My3bI-
K1, Mo MHeHMI0 A. JloceBa, IBJISIFOTCS KBapTeThl JI. BaH beTxoBeHa, COHATHI
A. Ckpsi6uHa, cumdonuu @. lllybepra, K CTPYKTYPHOI My3bike Gpuiaocod oT-
Hocut «Iletpyuiky» Y. CtpaBmuHCKOro. ITonuctunnctuka B mysbike A.T. [IHUT-
Ke KaK 3CTeTUUYeCKUI MPUHUUI U TeXHMKA MY3bIKaJIbHO! KOMIIO3ULIUU
npejIionaraeT HaMmepeHHoe 0O6beJMHEeHMe B paMKax OJHOTO MpOu3Bene-
HUSI Pa3HOPOAHBIX CTUJIEBBIX 371IeMEHTOB. HeKOoTOpbIMM McCC/ief0BaTeISIMU
YKJIabIBAETCSI B METOAMKY MOCTMOAepHa mu3oaHanus ([enes, 'sarrapn).
My/nbTUKaHPOBOCTh MY3bIKM KakK CMelleHMe Pa3lMUHbIX MY3bIKaJIbHbBIX
SKaHPOB XapaKTepusyeT MpakTUYeCcKy BCce COBpeMeHHbIe My3bIKa/bHble Ha-
TpaBJieHs, 06pa30BaBIIMECS ITyTeM COeAVHEHMS TTPeIbIAYIINX HA OCHOBE
MIpMHIMIIA TOXIECTBa, IpMeMIeMoCTU. MeskBUI0BOe B3auMMOZelicTBIe My-
3BbIKM PaCKPBIBAETCSI BO B3aMMOCBSI3YM MY3bIKaJIbHOTO MCKYCCTBA C APYTUMMU
BUIAaMM TBOPUECTBA, Ile My3bIKa OKa3bIBaeT Ha HMX BO3/e/ICTBIE U, B CBOIO
ouepeib, UCTIBIThIBAET UX BIMSIHIME Ha cebe.

TERMINOLOGICAL THESAURUS AS AN UNDERSTANDING
OF THE POSTMODERN CULTURE AND ART INDUSTRY

According to the author, the principle of difference is characteristic and active
for the conceptual apparatus of postmodernism. The mechanism of oscillation
from one opposite to another is characteristic for the implementation of
the principle of difference of postmodernism. But the principle of identity
in the conceptual apparatus of postmodernism is not an active, but a passive
characteristic. According to the author, the mechanism of functioning
of metamodernism is the multidimensional integration of all possible
oppositions.

Therefore, in the conceptual apparatus of postmodernism, one of the
binary oppositional points of view can be true at a specific time and in a
specific space, and in metamodernism, two or more points of view can be
true. The fundamental pattern of postmodern and metamodern societies is
the binary opposition of components, but with different mechanisms of their
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interaction. At the same time, the presence of binary oppositional components
of the cultural and artistic industries, freely interacting with each other,
is a necessary condition for an “explosion,” a heuristic breakthrough to a new
level of development of the entire system and the implementation of the
protective function of the cultural and artistic industries, protecting the value-
semantic core of culture from a negative destructive external blow.
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TamesaHa AHamonvesHa L[gemxosckas
PYKOBOOMUTEID CIIeLaJIbHBIX IIPOEKTOB Poccuiickoro roCcygapCTBEHHOIO

MYy3bIKaJIbHOTO TeNepasiuoneHTpa, paguo «Opdeii», MockBa

CBSI3VIOIIUM NATTEPH BEATCOHA-CMOJIJIA
KAK MHCTPYMEHT UCC/EJJOBAHUS MY3BbIKAJIbBHBIX CMBIC/IOB

My3bIKanbHbll aHAIN3 OPMEHTUPOBAH He TOJbKO Ha BbISBIEHME CMbIC/A,
HO ¥ Ha ero ¢hopmupoBaHue. COOTBETCTBEHHO COBEPIIEHCTBOBAHME aHAN-
TUYECKOTO MHCTPYMEHTapus MOKET paccMaTpPUBaThCsl KaK HeOTbemyieMast
YacTb Xy[0KECTBEHHOTIO IIPOLecca, UTO oA TBEePXKIaeT aKTyaJbHOCTb HACTO-
SIIIETO MCCe0OBaHMSI.

HecMoTps Ha TO, YTO TPaIMLMOHHO K aHaJlM3y CMbICJIa MY3bIKaJbHOTO
TEKCTa ¥ CMBIC/IA My3bIKaJIbHO-KOMMYHUKATUBHOTO COOBITVS TIPUMEHSIIOTCS
pasHble MOAX0bl, Heb3s He MPU3HATb, UTO CMBICJIOBAsl eMKOCTb TEKCTA pac-
KpbIBaETCs B Xoze cobbITHsI. CyIecTByeT 1 06paTHas 3aBUCUMOCTb. M3B1eye-
HIE CMBICJIAa B paMKax COOBITHS OTIMPAETCS Ha «03BYUMBaHME» MY3bIKATbHOTO
TeKCTa (BHELIHee aKyCTMYeCckoe ¥ BHyTPeHHee IICUXO0IOTUYEeCKOe), e «yCIIbI-
HIaHHOEe» IIPUPaBHMBAETCS K «IIOHSITOMY». COITIaCHO BbIIBUTAaE€MOIi TUIIOTE3€e
B MCC/IEIOBAHMSIX CMBIC/IA TEKCTA ¥ CMbIC/IA COOBITHMS JOIKHA ITPOCIEKMBATHCS
METOM0IOTUYEeCKasl CBSI3b, KOTOPYIO COMIACHO 1€/ UCCIeL0BAHMST He06X0-
IVMO BBISIBUTD. 3a/iaua — MPeAJIOKUTb YHUBEPCAIbHbBIV MHCTPYMEHT JCCIie-
JIOBaHMSI MY3bIKaJIbHBIX CMBIC/IOB.

CylIecTBYIOT JIBa OOLIMX MOAXO0[a K MHTEPIIPETAI[MM CMbIC/IA — CeMaHTH-
YeCKMi (CMBIC KaK MbIC/Ib) M IIEHHOCTHBIN (CMBIC/ KaK [IeHHOCTh). CeMaHTH -
YeCKMii ogX0/, OPMEHTMPOBAHHBI Ha aHA/IM3 CMbICJIOBBIX €AMHMULL TEKCTa,
HaxoauT o60cHOBaHME B Gpuimocoduu sg3bika (ppeiiMm-aHanmu3, My3bIKaabHast
SKECTUKA). AKCMOJIOTMYECKII TIOIXOI, CBSI3aHHBbIN ¢ puiocoduein IeHHOCTe,
3CTETUKON M aHTPOIIONIOTHUEN, PACIIPOCTPAHSIETCS M Ha TEKCT (LI€HHOCTHBINM
aHaJu3), ¥ Ha COOBbITYE (AHTPOTIONOTHSI MY3bIKAJIbHOTO CYILIECTBOBAHMSI), UTO
TTO3BOJISIET MCITONIb30BATD €ro JIJISl pelieHys 0603HAaYeHHOI BBIIIe 3a4aUM.

3aMeTuM, UTO JII060ii TTOAXO[ JO/DKEH YUUTHIBATh COOTHOIIIEHNE 00beK-
TMUBHOTO 1 CYyOBEeKTMBHOTO B aHAIM3MPyeMOM 00beKTe. Ha «pe3oHupymoiiee»
nepexxuBanue orymaresns (BeipakeHyue F0.H. XonomoBa) BAMSIOT UCTOpUUE-
ckue HaKkToOPbI, AKTyaTbHbIE XYIOKECTBEHHbIE TEHIEHIUI, MTHAUBUILYATbHbIE
MIpeITOUTe NS, MHTEJIEKTYaIbHbIN 6arax, KOMMYHMKATUBHAS Cpena.

B uTore cMbIC/IOBasi KAHBA MY3bIKM KaK «I[€JIOr0» — COOBITHE, KOTOPOE
BKJIIOUaeT MYy3bIKaJIbHbII TEKCT, HO UM HE MCUYEePIIbIBAETCS, — CKIaJbIBaeT-
€Sl B MHOTOMEPHYIO CTPYKTYPY, aHa/Iu3 KOTOPOJi 3aTparuBaeT He OTJebHbIe
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«4MCTO-MY3bIKa/IbHbIE» TTAPAMETPbI, HO CJIOSKHBIE ¥ U3MEHYMBbIE OTHOLLIEHWS.
3ameTuMm, 4YTO peub UET He 06 OMHOCTOPOHHEM A CTBUM, HO O B3aVMOBJIVSI-
HUU CTOPOH, TIOPOi BeChMa IaleKMX, /IS UCC/IeNOBAHMSI KOTOPBIX MOKET ObITh
MIPUMeEHEH CBsI3yIoluit maTTepH beiiTcona-Cmora.

TMoHsTHE CBA3YIONIEro MaTTepHa MM MeTanaTTepHa (aH. «pattern which
connects», «metapattern») BOILJIO B HAYYHbIN Te3aypyc 6jarogapsi Bbaao-
memycst punocody, aHTPOIIOIOTY, OMHOMY 13 OCHOBOITOJIOSKHMKOB KubepHe-
tuku I'peropu Beiitcony (1904—-1980). BeiiTcoH ob6paliancs K CBSI3YIOIEMY
MaTTepHy AJ1s eMOHCTPalMM eIMHCTBA 3aKOHOB MUPOYCTPOIICTBA B MOIIBIT-
Ke MOCTUYb «pa3yM mMupar. [[pMeHUTeNbHO Ke K My3bIKaTbHOMY TBOpYe-
CTBY 3TO MOHSITYME UCIIONb30BaAI aBTOp KoHuenumu «Musicking» Kpucrodep
Cmom (1927-2011).

OnHako CMOJUT JIMIIb COCIAJICS HA aBTOpPUTET BeiiTcoHa B MOMbBITKE 060-
CHOBATb COGCTBEHHOE ITOHMMAaHMe MPUHIIUIIOB CMbICJIO06pa3oBaHms (B Ghop-
MynMpoBKe CMOJIIa — «CMBICJIOB UCIIOTHEHMS U CylIaHus»). [logamMHHoe ke
JIOCTOMHCTBO MeTalaTTepHa 3aK/II04aeTcs B TOM, UTO OH CITOCOOEH OTPa3uTh
BeCh «KM3HEHHBI LMKI» My3bIKaJIbHOTO OpraHM3Ma, HUBEJUPYS «3a30p»
MEX[ly BO3BBILIEHHO! TPaHCLEHAEeHTHOCThIO MY3bIKaJIbHOTO COAeP KaHMS
U €T0 3ByKOBOW KOHKPETUKOJA.

CBsI3yI0LIMI MaTTEPH AaeT BO3MOKHOCTh BBICTPOUTH 6aIaHC MEXKAY OTHO-
CUTENIbHOI 1 6€30THOCUTEbHO IeHHOCTHIO MY3bIKAIbHOTO ITPOM3BEIeHMSI.
OH 103BOJISIET O6BSICHUTD He TOTBKO CMBICJIOBbIE «HACIOEHWS», BO3SHUKAIOIME
B XO[le CTOPUY, HO MHAUBUAYATbHYI0 MHTEPIIPETALNIO Xy 0XKEeCTBEHHOTO
comepsKaHus Y IPUUMHBI ee 06HOBIeHMSI. OH PACKPBIBAET U CTETIeHb BO3Zei-
CTBUSI Meuacpenbl Ha TpaHCcHOPMAIMIO My3bIKaIbHBIX CMbICTOB. HakoHerI,
MeTalaTTepH SIBJISIeTCS] EPCIIEKTUBHOM MOZENbI0 TPOeKTUPOBAaHUS B3au-
MOJIOTIOTHSIIOIIVIX MY3bIKAJIbHBIX CMBICJIOB — CMBIC/IOB TEKCTA ¥ COOBITHS B UX
Hepa3pbIBHOM e[JMHCTBeE.

BATESON-SMALL’S “PATTERN WHICH CONNECTS”
AS A TOOL FOR EXPLORING MUSICAL MEANINGS

Musical analysis aimes not only to determine the meaning, but also to create it.
Accordingly, improvement of analytical tools can be considered as an integral
part of the creative process confirming relevance of the subject matter of this
research.

Despite the fact that different approaches are traditionally used when
analyzing a musical text and a musical and communicative event, it should
be noted that the meaningful potential of a musical text is revealed
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during the event itself. There is also an inverse relationship. Extraction of
the meaning within the frames of the event is based on the “voicing” of
a musical text (external acoustic and internal psychological), where “heard”
is equal to “understood”. According to the hypothesis put forward herein,
a methodological connection can be traced when studying the meaning of
a text and the meaning of an event. The purpose of this study is to identify
this connection and propose a universal tool for exploring musical meanings.

The two most common approaches to interpreting meanings are semantic
(meaning as a thought) and axiological (meaning as a value). The semantic
approach aimes to analyze the semantic units of the text and is based on the
philosophy of language (frame analysis, musical gestures). The axiological
approach is related to the philosophy of values, aesthetics and anthropology,
and applies both to the text (axiological musical analysis by Yuri Kholopov)
and to the event (anthropology of musical existence by Izaly Zemtsovsky),
which allows it to be used for solving the problem outlined above.

It should be noted that any approach must take into account the ratio
between objective and subjective in the analyzed object. The listener’s
“resonating” emotion (as expressed by Yu. Kholopov) is influenced by historical
factors, current artistic trends, personal preferences, intellectual experience,
and the communicative environment.

As a result, the semantic outline of music as a “whole” — an event
that includes a musical text, but is not limited by it — develops into
a multidimensional structure, the analysis of which covers not only “purely
musical” parameters, but complex and changing relationships. It is important
to note that we are not talking about a one-way relationship, but about the
mutual influence of elements, sometimes quite distant, for studying of which
the Bateson—Small “pattern which connects” can be applied.

The concept of the “pattern which connects” (or “metapattern”) was
introduced to the scientific lexicon by an outstanding philosopher,
anthropologist, and one of the founders of cybernetics Gregory Bateson (1904—
1980). He turned to the “pattern which connects” to demonstrate concordance
between all laws of the world order in an attempt to perceive “the mind of the
world”. In relation to musical creativity, the “metapattern” term was used by
Christopher Small (1927-2011), the author of the concept of “Musicking”.

However, Small only referred to Bateson’s authority in an attempt to
substantiate his own understanding of the principles of formation of meaning
(in Small’s words — “the meanings of performing and listening”). The true
value of the metapattern is that it is capable of reflecting the entire “life cycle”
of a musical organism, leveling the “gap” between the sublime transcendence
of musical meaning and its sound specifics.
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The “pattern which connects” makes it possible to balance the relative
value of a piece of music with the non-relative one. It allows us to explain
not only the “layers” of meanings that arise in the course of history, but
also the individual interpretation of the artistic content and the reasons for
its renewal. It also reveals the level of influence of the media environment
on the transformation of musical meanings. Finally, the metapattern
is a promising model for designing complementary musical meanings —
the meanings of a text and an event in their inseparable unity.
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My3bIKa U CJI0BO

INonuna MuxatinosHa SticMoOHM
KaHAMAAT GUIONIOTMYEeCKUX HayK, JOLEHT KadeApbl 0OIIEro S3bIKO3HAHMS

umenn JI.A. Bep6uiikoro CaHKT-IIeTep6yprcKoro rocygapcTBeHHOTO YHUBEPCUTETA

C/10BO 1 MY3BIKA B POMAHCE: YTO BAJKHEE?

B moknazme Ha 6a3e HKCIEPUMEHTATLHOTO UCCIENOBAHYS C UCTIONb30BaAHMEM
pszia TICUXOMMHTBUCTUUECKUX METOLOB OyleT IoKa3aHo B3aMMOAECTBIE
TeKCTa M My3bIKM B ITPOII€CCE BOCTIPUSITHS PYCCKUX KJIACCUMUECKMX POMAHCOB.
TeopeTudueckast 6a3a MCCIeLOBAHNS — TEOPUSI KOHIIEIITYJIbHO MHTETpaIumy,
npemyioxkeHHas JK. Dokonbe u M. TepHepoM, B paMKaxX KOTHUTUBHOM JIMHIBU-
cTuky. [IpoBeeHHbIN aHaIN3 MTOKA3bIBAET, UTO HECMOTPSI HA MHOTOJIETHIOIO
TPAAMUIINIO ITOUCKA CMBIC/IA MY3bIKAJILHOTO TEKCTA Yepe3 IPOIecChl KOHIIe-
TYaJIbHOJ MHTETpanyn, SKCIIepyMeHTaIbHbIe JaHHbIE He TIOATBEPKAAIOT Hop-
MMpoBaHue 61eHAa TP BOCIPUSITUM KJIaCCMYeCKOro pomaHca. Hamportus,
TOTyYeHHbIE Pe3y/IbTaThl YKAa3bIBAIOT HA 3HAUMTEbHOE JOMWHUPOBAHME Bep-
6aJIbHOT'O TEKCTA, Ha 6a3e KOTOPOTO CIyIIaTe/ M CTPOSIT 00pa3 BCero poMaHca.

WORD AND MUSIC IN AN ART SONG: WHICH ONE IS PRIMARY?

The presentation, based on an experimental study using a number of
psycholinguistic methods, will show the interaction of text and music in the
process of perception of Russian classical art songs. The theoretical basis of
the study is the theory of conceptual integration proposed by J. Fauconnier
and M. Turner within the framework of cognitive linguistics. The conducted
analysis shows that despite the long-standing tradition of searching for the
meaning of a musical text through the processes of conceptual integration,
experimental data do not confirm the formation of a blend in the perception of
a classical art song. On the contrary, the results obtained indicate a significant
dominance of the verbal text, on the basis of which listeners build an image
of the entire art song.
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Anna IlemposeHa IpyysiHo8a
IIOKTOP MCKYCCTBOBeJeHMsI, NOoLeHT, Tpodeccop Kadenpsl xopeorpadum Poccuitckoro MHCTUTYTA

TeaTpanbHoro muckyccrsa ((MTUC), Mocksa

CJI0BO SIBHOE U CJIOBO ITOJIPA3YMEBAEMOE BO ®PAHIIY3CKOM
BAJIETE XIX — HAYAJIA XX BEKA

HecmoTpst Ha TO, YTO HbIHE 6ajseT BOCIIPUHMMAETCS TIpeKAe BCETO KakK
HeMOe MCKYCCTBO, CJIOBO B HEM MPUCYTCTBOBAJIO CO BpeMeHMU MOSIBIeHUS
MepBbIX MPUMepOB kaHpa. OMHAKO B3aMMOAelicTBMe 6aJeTHOTO sKaHpa
co ¢1oBoM (6yab OHO SIBHBIM WJIM TOJpa3yMeBaeMbIM) B pa3Hble 3TOXU
6b110 pa3HbIM. B KoHIle XVI BeKka cJIOBO B GajieTe Mpekie BCEro IBHOE —
Yy TaeMble MOHOJIOTM M TEKCThl BOKAJbHBIX HOMEPOB (apuii, aHcambieit
1 xopoB). C Havasa XVII Beka, C BOSHMKHOBEHMEM PEUUTATUBA B TOJb-
KO UTO TOSIBMUBIIENCS OTlepe OH 3aMeHMJ CO00¥1 pa3roBOpHbIE IMAIOTH,
a BOKaJIbHbIe HOMEpA OCTaMCh 06sI3aTeIbHOM COCTABIISIIONIEN 6GaeTHO
MapTUTYPBHI.

K XIX BeKy BOKaJIbHasI COCTABJISIONIAS M3 My3bIKM 6ajieTa MpakKTU4ecKu
ucyuessna, a GyHKIMS C/10BA LEVIKOM U TTOJTHOCTBIO ObIJIa OTaHa TeYaTHOMY
m6petTo. ITprMepsl BKIIOYEHMS BOKATbHBIX HOMEPOB B GaJIETHYIO TAPTUTYPY
6bUTM YPE3BBIYAIHO PEAKY Y JIUIIb TOATBEPXKAAIN OOIITYI0 TeHAeHIMI0. OgHa-
KO SIBHOE CJIOBO, OTCYTCTBYIOIee B 6a/Ie THO MapTUTYpe, KOMITEHCUPOBAIOCh
IBYMSI criocobamu. Bo-TiepBbIX, 3TO 6BIIO TOUHOE CJIeJOBAHNME B My3bIKE CIOBY
MUOPETTO, YTO MPUBOIMIIO K CO3IaHMIO CBOOOAHBIX M MPUXOTINBO Pa3BMUBAIO-
LIMXCS TAHTOMMMHBIX CLieH. BO-BTOPBIX, MCTI0b30BaHMe LIVMPOKO U3BECTHBIX,
a TIOTOMY Y3HABaeMbIX ITyOIMKO My3bIKJIbHBIX IUTAT. OHM BKIIOYAINCDH
B MIAPTUTYPY Pamy T€X CMbICIOBbIX aHAJIOTHi1, KOTOpPbIe TaK WM MHAUe 6bUTU
TTOPOSKIE€HBI CBSI3aHHBIMM C HUMM CJIOBAMM, UX MCITOTb30BaHMe ObIJIO CBSI3aHO
¢ BepOATbHBIMY aHAJIOTUSIMU ¥ JIUIITh BO BTOPYIO OYepefb — C My3bIKaJTbHBIM
TeMaTU3MOM.

Ha py6eske XIX—XX BeKkOB (paHIy3CKuii 6ajieT IpeTepreBaeT u3MeHe-
HMSI, KOTOpPbIe HbIHE TPAAMLIMOHHO XapaKTePU3YIOTCs KaK «yIaJoK», OTHAKO
KOMITO3UTOPBI TOTO BpeMeHM He MpeKpaIaai 06panaThcs K HemMy, CO3aaBast
BCe HOBbIE MapTUTYPbI. VIX COUMHEHMSI OT/IMYAIICh CPABHUTENBHOM KPaTKO-
CTbI0 (MHOTOAKTHbIE COUMHEHMS CTaIM PEOKOCThIO), CBOGOIOI TTOCTPOEH NS
U IpMMepaMy BO3BpallleHMs 3ByYalero cJ0Ba B My3bIKaJIbHOE ITPOCTPAHCTBO.
OpHOBpPEMEHHO MOKHO CKa3aTh, YTO B 3TO BpeMs BO (paHITy3cKux H6aneTax
TIPOSIBJISIIOTCST BCE CITOCOOBI MHTETPAIMM CJIOBA B MY3BbIKAIbHYIO JpaMaTyp-
TMI0, KOTOPbIE CIIOKMIMCE Ha TTPOTSKEHMM HECKOBKMX CTONETHIA GBITOBAHMS
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skaHpa. Peske BCETO BCTPEUAIOTCSI pa3rOBOPHBIE (DparMeHThI, MPeJICTaBISIONIe
€060t OTHeNbHbIE ITPOrOBAPYBAEMbIE CIOBA.

[MosiB/ieHMEe BOKAJIbHBIX (PParMEeHTOB (XOpPbI) MOXKHO OTMETUTH vallle,
" B 9TOM BUJIMTCS CBOETO POJa BO3BpallleHNe K MCKOHHBIM OCHOBaM skaHpa.

LIuTaThl B 6aJIeTHBIX MAPTUTYPAX TOTO BPeMEHM TAKKe BCTPEUaIOTCs, IPy-
yeM MPOUCXOAUT 3TO ropaszio pexke, ueM paHee, M IIPOUCXOAUT JIUIIb B TeX
CTy4asx, KOrga ux MpUCyTCTBYE HeOOXO0IMMO JIJIST CO3/IaHMsI KOHKPETHOA cIie-
HUYECKOM CUTYaIUMN.

Hepenxo MosIB/ASIIOTCS. U NIPUMeEPbI TOYHOTO C/1eloBaHMS CJIOBY B MAHTO-
MMMHOJ1 ClieHe, KOT[la peruiMKa IepcoHaxa repeiaercs B My3bike. [Ipymepsl
TOMY JIETKO OOHAPY>KUBAIOTCST, HAITPYMED B M3AAHHBIX KJIaBMUpPax 6aeTOB, KOT-
Ila OTHeJIbHBIM MOTMBAM TOYHO COOTBETCTBYIOT MOApa3yMeBaeMble PeriMKu
TepcoHaxeil B peMapKax.

[TpucyTcTBUe B mapTUType GpaHIly3cKoro 6ajera ¢JIoBa B TOM UM MHOM €T0
BUJIe TPYLHO CUECTb HEJLOCTATKOM, IPOUCXOASIIMM OT HELOCTATOYHOTO MPO-
beccronannama nx aBTOpoB. HarmpoTuB, OHO CTAHOBUTCS AOTIOMHUTENbHBIM
CPeICTBOM BBIPA3UTETbHOCTM, KOTOPOE JejlaeT MY3bIKYy OajsieTa He MPOCTO
60Jiee MHOTOIPaHHO IMTOHMMAaeMOIA.

THE EVIDENT WORD AND THE IMPLIED WORD IN FRENCH BALLET
OF THE 19t — EARLY 20t CENTURIES

Verbal text has been present in ballet since the first examples of the genre
appeared. At the end of the 16 century, these were recited monologues and
texts of vocal numbers (arias, ensembles and choirs).

Recitative appeared from the beginning of the 17th century. But vocal
numbers remained an obligatory component of the ballet score.

By the 19" century, the text was most often embodied only in the printed
libretto. Examples of including vocal numbers in a ballet score were extremely
rare. However, the text missing from the ballet score was compensated for in
two ways. Firstly, it was the exact following of the words of the libretto text
in the music of the pantomime scenes. Secondly, the use of quotations in the
music, the implied text of which evoked associations in the audience.

At the turn of the 19t and 20t centuries, French ballet entered a period of
decline. However, composers did not stop turning to it, creating new scores.
At this time, all the mentioned methods of integrating words into musical
dramaturgy were found in French ballets.

Sometimes the ballet included spoken fragments.

Vocal fragments are included in ballet scores.
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Quotes from vocal compositions are used.

There are also often examples of precise adherence to the word («character
lines») in a pantomime scene.

The presence of words in the score of a French ballet is not its disadvantage.
This is an additional means of expression that makes the understanding
of ballet music more multifaceted.
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TamovaHa Muxatinosua Cusepckas
KaHIMOaT UCKYCCTBOBEEeHMS, IPeIiogaBaTe/lb FOCy,ElapCTBEHHOI‘O MY3bIKa/IbHO-II€Jarorn4yeckoro

uHcTUTyTa MMeHnu M.M. nnonurosa-VBanosa, MockBa

MY3bIKAJIBHAS IPAMATYPTHS B JIMTEPATYPHbBIX ITIPOU3BEJEHUSIX
H.C. JIECKOBA

[Iponssenennst Hukonas CemeHoBuyYa JIeCKOBa XOPOIIO 3HAKOMBI KaKAOMY
JIIOOUTEITIO PYCCKO¥ IMTepaTypbl. ETo TEKCThI y3HABAaeMbI U 06/1aJal0T CBOUM
KOJIODUTOM. B clI0BeCHBIX KpYy)KeBaX IeCKOBCKMX TEKCTOB CILJIENIUCh BBICOKMIA
«IITWJIb» M PUTMBI HAPOJTHBIX CKA30B, MPMUOAYTOK, 06pa3yst HEIIOBTOPMMOE
«y30pOYbe».

Oco6y10 posb B KPaCOYHOCTM ITPO3bI JIECKOBA UTPAET PUTM U 3ByYaHMe
My3bIKM. HecMOTps1 Ha OMCTaHIMPOBaHME CAMOTO MUCATENS OT MY3bIKU
ee 3HaUeHME B ero Npou3BefeHMsIX BeIMKO. B HeKOTOpBIX ero mpousBese-
HMSIX MY3bIKa UI'DAeT KJIIOUEBYI0 POJib, CTAHOBSICh OCHOBOJ IpaMaTyprumu,
rpenBapsis M HaIpaBJyisis pa3BUTHE CIOKETa, PaCKpbIBasl UCTMHHbIE YYBCTBA
" TepexxuBanus repoeB. OOUH U3 MMOJOOHBIX TPUMEPOB — MOBECTh «KuTtue
OIHO¥1 6a6bI», JKAHPY KOTOPOI aBTOP TAaKKe AABal OTpefeeHne «<KPeCThsiH-
CKMI1 poMaH». B TekcTe 3TOro mpom3BeeHNsI My3bIka UTPAeT BELYLIYIO POJIb.
B TKaHb NTOBecTBOBaHMS JIeCKOB BILIETAET MHOKECTBO HAPOAHBIX [1eCEeH pas-
HOTO XapakTepa, ¥ MMEeHHO OHU, UX COepsKaHMe MPefBOCXULIAIOT TOT WK
MHO¥ TIOBOPOT cioxkeTa. [Tonpo6HOe pacCMOTpeHME 3TOTO ITPOM3BEAEeHNS He
TOJIBKO COXPaHsIeT MHTepeCHeIIle TeKCTOBbIe BApMaHTbl HAPOJIHbIX I1ECEH,
B TOM 4MCJIe — He AOMIeAIINX IO HAC B M3BECTHBIX IIECEHHbIX COOPHMKAX TOTO
BpeMeH!, HO U M03BOJISIET TOBOPUTH O MECEeHHO ApaMaTypruu B TaHHOM
smrtepatypHoM counHenuu H.C. JleckoBa.

MUSICAL DRAMATURGY IN THE LITERARY WORKS OF N.S. LESKOV

The works of Nikolai Leskov are well known to every lover of Russian literature.
His texts are recognizable and have their own flavor. In the verbal lace of
Leskov’s texts, a high “calm” and the rhythms of folk tales and jokes are
intertwined, forming a unique “pattern.” The rhythm and sound of music
play a special role in the special colorfulness of Leskov’s prose. Despite the
writer’s distancing himself from music, its significance in his works is great.
In some of his works, music plays a key role, becoming the basis of dramaturgy,
preceding and directing the development of the plot, revealing the true
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feelings and experiences of the heroes. One such example is the story “The Life
of a Woman,” the genre of which the author also defined as “peasant novel.»
In the text of this work, music plays a leading role. Leskov weaves many folk
songs of different nature into the fabric of the narrative, and it is they, their
content, that anticipate this or that turn of the plot. A detailed examination of
this work not only preserves the most interesting textual versions of folk songs,
including those that have not reached us in the well-known song collections
of that time, but also allows us to talk about song dramaturgy in this literary
work by N.S. Leskov.
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Luana Imumpuesra Kokoyposa

MarucTpaHT Kadenpbl TeOPETUUECKOI U MPUKIATHOI TVMHIBUCTUKI

BajikasbCKOro rocyapCTBEHHOTO YHUBEPCUTETA, IPKYTCK;

Hay4HblI pykoBoguTens — EkatepuHa AnekcangposHa Bo6poBa, KaHAUAAT GUIOIOTMYECKUX HAYK,
JIOoLeHT Kadepbl TEOPETUUECKOIT 1 TPUKITALHOI TMHTBUCTMKYM BaiikalbCKOro rocynapCcTBeHHOTO

YHUBEpCUTETa

ITPO®ECCUOHAJIBHASI KOMMYHUKAIIMS B MY3BIKAJIbBHOM COEPE
B AHIJIMIACKOM S$I3BbIKE: IEKCUKO-CEMAHTUYECKUM ACITEKT
(Ha MaTepuae My3bIKaJTbHBIX XYI0KECTBEHHbIX (DUIBMOB)

JIokiaf, MoCBsIleH UCCAef0BaHMIO TEKCUKO-CEMaHTUUYECKOTO acleKTa Mpo-
(beccroHaTbHO MY3bIKAIBHOM KOMMYHUKAIIVY B aHIVIOSI3BIYHOM KYJIbTYP-
HOM IPOCTPAHCTBe. B KauecTBe MaTepuasa BoIOPAHbI TPU XYIOKECTBEHHbBIX
¢dunbma: «Some Like It Hot» (1959), «<Moulin Rouge!» (2001), «Burlesque»
(2010), oTpaskaroliye pasHble 31I0XM ¥ GOPMBbI CLIEHMYECKOTO MY3bIKaTbHOTO
uckyccTBa. Llenp mccnenoBaHms — PeKOHCTPYKIMS TTOHSITUITHOTO Te3aypyca,
ONMCHIBAIOIIETO MY3bIKa/lbHble MPaKTUKY, MHCTPYMEHTbI, POJIX U MPOLIECCHI
B QHIVIOSI3BIUHOM MY3bIKaJIbHOM Cpefe.

Oco6oe BHMMaHMe yaeaeHo auddepeHIMalum Tpex JeKCUUeCKMX MIacToB:
TePMUHOB, TTPOdeCCHOHANTM3MOB U MTPOdeCcCHOHANbHOTO CJIEHTa, KAKABI 13
KOTOPBIX perpe3eHTUPYeT pasHble YPOBHM HOPMAaTbHOCTH, CTUIMCTUIECKOM
MapKMPOBAHHOCTM M KOTHUTUBHON TTyOMHBI B Tepenade My3bIKaabHOTO
orbiTa. MeTomonornyeckast 6a3a McciefoBaHNs BKIOYAET JIeKCUKO-CeMaH-
TUYECKUI, STYMOJIOTMYECKII, CJIOBOOGPa30BaTeNbHbIN M (DYHKIMOHAIbHBIA
MeTOZbl aHa/IM3a. BbIsIB/IeHbl OCHOBHbIE MeXaHM3Mbl HAMMEHOBAHMS U KOH-
HEeNTyann3alny My3bIKaJbHbIX SIBIEHNI: MeTadopu3alusl, CIOBOCIOKEeHe,
yceueHue, 3aMMCTBOBaHMe. ITU IIPOIECChI TPOCIEKUBAIOTCS HA HOHE KyJlb-
TYPHO IMHaMMKM Y CMEHBI KaHPOB MY3bIKaJIbHOTO MCKYCCTBA. YCTAaHOBJIEHO
MIpeBaIMPOBaHME CIIOBOCIOKEHMS U MeTadopusauuy B JIoBOOO6pa30BaHUM
JIE; BbISIB/IEHA BBICOKAS OOJSI KOMMYHMKATUBHOM, SKCIIPECCUBHON U UIEH-
tuduxanonHoin GyHkimu. IIpoBemeH aHaMN3 CTENEeHM KOPPESIIIUHU CTaTyC-
HOCTHU 1 GOPMaTbHOCTY JIEKCUKMA.

UccnenoBaHue 0eMOHCTPUPYET, UTO MOHSTUIHBIN Te3aypyC My3bIKaJlb-
HOI1 MpodecCcMOHANTBHOM peun — 3TO He TOIbKO MHCTPYMEHT KOMMYHMKA-
TUBHOJ 3(PGEKTUBHOCTY, HO ¥ OTPaskeHMe KYIbTYPHOI CrieludyuKy u poau
MY3bIKaHTA B COIIMAIBbHOI CTPYKType. PaboTa moguepKuBaeT, UTO SI3bIK OIN-
CaHMS MY3bIKM — 3TO HE TOJIbKO TEXHUYECKMIT Wi hOpMaTbHbBI PETUCTD,
HO ¥ HOCUTEJIb 3TUKO-3CTETUYECKMX KOHHOTALUI M KOIJIEKTUBHOM MaMsITH.
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HoBu3Ha mcciegoBaHmst 3aK/II0YaeTCsT B KOMIIEKCHOM OMMCAHUY MY3bIKaJTb-
HOTO PO eCcCHOHATBHOTO IMCKYpCca Ha MaTepuaie KuHemarorpada — cpesa,
paHee HeJOCTATOUYHO ITOJHO MPEICTABIEHHOTO B IMHIBUCTUYECKUX PAbOTaX.
[IpencraBiieHHbIe JaHHbBIE He TTYOIMKOBAINCH pPaHee M MOTYT ObITh ITOJe3-
HBbI 1)1 CPaBHUTEIbHO-KYAbTYPHOTO aHAIN3a, MPUKIALHON JTMHTBUCTUKY,
MY3bIKaJIbHOM MMeJaroTMKM /ISl TPenofaBaHms aHIIMIICKOTO SI3bIKa B 06J1a-
CTY TBOPUECKUX MTpodeccuii 1 mpu paspaboTKe KypCoB IO MPoQecCrOHaIbHO
OPUEHTUPOBAHHOJ JIEKCUKE.

LEXICO-SEMANTIC ASPECT OF PROFESSIONAL COMMUNICATION
IN THE MUSIC SPHERE IN ENGLISH BASED ON MUSICAL FEATURE FILMS

The paper explores the lexico-semantic dimension of professional musical
communication within the English-speaking cultural context. The empirical
material comprises three feature films — “Some Like It Hot” (1959), “Moulin
Rouge!” (2001), and “Burlesque” (2010) — which represent distinct historical
periods and stylistic forms of staged musical performance. The aim
of the study is to reconstruct the conceptual thesaurus used to describe
musical practices, instruments, roles, and processes in the English-language
musical environment.

Particular attention is paid to the differentiation of three lexical strata:
formal terms, semi-formal professionalisms, and informal professional slang.
Each stratum represents a specific level of formality, stylistic markedness,
and cognitive depth in conveying musical experience. The methodological
framework includes lexico-semantic, etymological, word-formation, and
functional analysis. The study identifies the primary mechanisms of naming
and conceptualizing musical phenomena, including metaphorization,
compounding, clipping, and borrowing. These processes are examined against
the backdrop of cultural dynamics and the evolution of musical genres. The
analysis reveals a predominance of compounding and metaphorization in word
formation, as well as a high functional load of communicative, expressive, and
identity-related functions. A correlation between lexical formality and socio-
professional status has also been established.

The findings suggest that the conceptual thesaurus of professional musical
discourse functions not only as a tool for communicative efficiency, but also
as a reflection of cultural specificity and the social role of the musician.
The study emphasizes that the language used to describe music is not
limited to technical or formal registers, but also serves as a medium for
conveying ethical and aesthetic connotations, as well as collective memory.
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The novelty of the research lies in its comprehensive analysis of musical
professional discourse based on cinematic material - a domain that remains
underrepresented in linguistic scholarship. The results, which have not been
previously published, may be of value for comparative cultural studies, applied
linguistics, music pedagogy, the teaching of English for creative professions,
and the development of professionally oriented lexical courses.



YAcTb II. KOHOEPEHIMS «MY3BbIKA B KYJIBTYPE» 125

Mys3bIKa ¥ 00IIECTBO

Examepuna CepzeesHa Ipuzopsesa
MM HaydHbli coTpynHMK OTnena dunocobuy MHCTHUTYTa HAYIHOM MHbOpMaLUm
110 061IecTBeHHBIM HayKam Poccuiickoit akagemuy Hayk (MHVIOH PAH);

MOCKOBCKMIE TOCYyAapCTBEHHbI yHUBepcuTeT umeHyu M.B. JlJomoHocoBa
VNHOYCTPUAIBHAS 3BYKOBAS KYJIBTYPA CCCP 1920-1930-X ronoB

Iloknap mocBsiieH ucciegoBanmio 3Byka B 1920-1930-x rogax. HoBoe ciibI-
IIaHKe, Kak ¥ HOBOe BUAEeHMeE, ObUIO YaCThI0 HOBOTO 00pa3a MbICJIM B HOBOW
ctpane — CCCP. B okTs16pe 1918 roma A.B. JlyHauapckuit opuIMaIbHO IIPOBO3-
JIalIaeT, YTO TBOPUECTBO JO/DKHO OBITH IOCTPOEHO HA SKCIIEPUMEHTATLHOM
dynmamenre.

PaboTbl, MOCBSIIEHHbIE UCCAEIOBAHMIO PAHHEIO COBETCKOTO MCKYCCTBA
M B YaCTHOCTY PaHHEIO COBETCKOTO 3BYKa M MY3bIKM, TECTPSIT SNUTETaMU —
YTOIMYECKUI, (PaHTaCTUUECKMIL, a TO U 6osiee pe3KUMM. VICKYCCTBO B 3TUX
06CTOSITENTLCTBAX B KOHEYHOM CUETE CBSI3bIBAETCSI C HOBBIM ITPOEKTOM UeJio-
BeKa B HOBOM T'OCYZIapCTBe, KOTOPbIN I0/KeH ObLT II0-HOBOMY OBITUIICTBOBATh
Y TIO-HOBOMY OTPaykaTb 3TU CITOCOOBI OITUIICTBOBAHMS B UCKYCCTBE.

MpsI cocpenoTouMM BHMMAaHMe Ha 3ByKe B paHHeN coBeTcKoil Poccum.
VHpycTpuanu3anms Kak [71aBHasi X03sCTBeHHAs 3a7jaya CTPaHbl BbI3bIBajla
>KeJlaHMe 0TOOpPasuUTh ee B 3BYKAX, CO3[IaTh MCKYCCTBO, CO3BYUYHOE ee Mac-
mrraby. llnpokoe nMpuMeHeHMe B IIpoeKTax [IposeTKy/IbTa MOMyInia My3bIKa
«MeTaJlJla ¥ CTAaHKOB», B KOTOPOI My3bIKJIbHBIMY MHCTPYMEHTAMU ObLIU
OTPOMHbBIE MOJIOTBI U CTaJIbHbIE JIUCTDI, KUMUTVMPOBABLINE» TSKETYIO IOCTYIIb
nobeguBIIeTo IIposieTapmara, Tbesib CTaporo Mmupa M HaCTYIUIeHMEe HOBO
9pbl KOMMYHM3Ma. «CuMGOHMS IyIKOB» A. ABpaaMoBa, Iie B IapTUTYPE Mpu-
CYTCTBYIOT I'YIKM 3aBOJOB, CBUCTKM ITApOBO30B, CUPEHBI U Jaske apTuiljie-
pusl, — IpKast WUTIOCTpalust aTMmocdepsl poucxoaysinero. A. MocoimoB pa6o-
TaeT HaJl OCTABIIMMCS He3aBepIIeHHbIM 6a1eToM «CTasib», MU3BECTHOM TOTBKO
1o ¢parmeHTy «3aBomy. JI. [TOIOBUMHKMH NUIIET POKCTPOT «DIEeKTPUPUKAT»
u cuMmboHnueckuii uuki «Teneckonbl» (I-1V). B. [lellieBoB co3maeT orepy
«Jlem v Ctanb» U popTenmaHHylo rbecy «PesbChl». [laske Takyue Kopuden, Kak
C. IMpokodrneB (6anet «CTanbHOI cKOK») 1 . [llocTrakoBuu (6asnet «BomT»),
BBOAWIV B IAPTUTYPbI MaPTUM TSKEN0V UHAYCTPUM (TAPOBO3HbIE I'YIKMU, ILIeJ-
KaHbe MPMBOOHBIX peMHel 1 T.1.). Cejiuac 3TO peaKo 3Byvallue, a 3a4acTyro
¥ BOBCe 3a0bIThIe TIPOU3BEIEeHMS.
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INDUSTRIAL SOUND CULTURE OF THE USSR IN THE 1920s-1930s

The report is devoted to the study of sound in the 1920s and 1930s.
New hearing, like new vision, was part of a new way of thinking in a new
country — the USSR. In October 1918, A.V. Lunacharsky officially proclaimed
that creativity should be built on an experimental foundation. Works devoted
to the study of early Soviet art and, in particular, early Soviet sound and music,
are full of epithets — utopian, fantastic, and even harsher.

Art in these circumstances is ultimately associated with a new project of
man in a new state, which had to exist in a new way and reflect these ways
of being in art in a new way. We will focus on sound in early Soviet Russia.
Industrialization, as the main economic task of the country, gave rise to a
desire to reflect it in sounds, to create art consonant with its scale.

The music of “metal and machine tools” was widely used in Proletkult
projects, in which the musical instruments were huge hammers and steel
sheets, “imitating” the heavy tread of the victorious proletariat, the death of
the old world and the advent of a new era of communism.



YAcTb II. KOHOEPEHIMS «MY3BbIKA B KYJIBTYPE» 127

Hamanws Cepzeesra Ilampywesa

MarmucTpaHT Poccuiickoro TOCYAapCTBEHHOIO ITearornvYeCckoro yoHuBepcurera
umenn A.U. Tepriena, Cankt-Iletep6ypr;

HayuHblii pyKoBoauTenb — TaTbsiHa [eHHanbeBHa [1aBnoBCKas,

npodeccop Pocemitckoro rocyapcTBeHHOTO MeAarornyeckoro yHuBepeuTeTa

nmenn A.J. TepueHa, 3acmykeHHast apTucTka PO

OTIEPHBII TEATP U ICKYCCTBEHHBII MHTEJUIEKT.
TPAOULIUU Y TEXHOJIOTUU B BOPLBE 3A ITPABO

B nmoknage paccMaTpuUBAalOTCSl 3Talbl CTAHOBJEHUSI TeaTPaJbHOTO KaHpa
B [IpeBHeM MUpe, aHaIMU3UPYeTCs BHepeHMe HOBBIX TEXHOJIOTUII B COBpe-
MeHHOe TeaTpaJibHOe OTlepHOe UCKYCCTBO. OCOGEHHOCTM CTAHOBJIEHUS TO-
CYapCTBEHHOTO PETyIMPOBAHMS TeATPATbHOTO MCKYCCTBA 6epyT CBOe Haya-
JIO CO BPeMEH JIPeBHUX PUMJISIH, KOTOpbIe, 3aMMCTBOBaB TeaTPasbHbIi KaHP
Y TPEKOB, BIIOCTENCTBUM CYLIECTBEHHBIM 06pa30M M3MEHMIIN COIMATbHBIIA
M TIPaBOBOIA CTATYC JIUII, MTPOGECCHOHATBHO 3aHMMAIOIIMXCS TeATPATbHOI
JIesITeIbHOCTDBI0. AKTEPCKYI0 ITPOodeccuio pUMISTHE CYUTAIN TI030PHOI U TI0-
CTBIZHOM, UTO JEJIalo TIONOKEHMEe aKTEPOB OUeHb CJIOXKHBIM, B 0COOEHHOCTHU
€CJTu pedb 1IIa O MPOodhecCMOHATbHO 1eITeTbHOCTI.

IpeBHME TPEKU, HATIPOTUB, CUUTAIHU, UTO CBOOOIHBIN IpakIaHNH BITOJI-
He MOXET 3aHMMAaTbCsl JAHHBIM BUI,OM MCKYCCTBA, HE BUAEINU B 3TOM CTOJb
BBICOKOJt COL[MA/IbHOM OMAaCHOCTHU, KaK PUMJISIHE, He TIpUIaBay 3HauUeHUs
CaTUPUCTUYECKMM )XaHPaM Kak IIPsIMOA yTpo3e roCylapCTBEHHOCTY U MOJN-
TUYECKOJ CTabMIbHOCTH. [IpOBOAUTCS CPAaBHUTENIbHBIN aHAIN3 TTOJIOKEHUS
akrepa J[peBHETO MMpa 1 COBPEMEHHOT'0 aKTepa, CTOTKHYBIIErocs: ¢ Heo6x0-
JIMMOCTBIO IIPABOBOTO PETYIMPOBaHUS IIPUMEHEeHMST HOBEMIINX TeXHOIOTHIA,
TaKUX KaK MCKYCCTBEHHBbI MHTEIIEKT. 38 OCHOBY aHAIUTUUECKOTO CY>XKIEeHMS
B34Ta JeKUuMst «[IpaBo U BbI30BbI MCKYCCTBEHHOTO MHTEJIEKTa», TPOYMTAH-
Has B pamKax XII ITeTep6yprckoro MeXayHapoIHOIO I0puUaMYeckoro hopyma
[Mpencepatenem KoHctuTyimoHHoro cyga PO Banepuem 30pbKMHBIM.

IaeTcs rpaBoBasi OlleHKa POJIM UCKYCCTBEHHOTO MHTeiekTa. CoBpeMeH-
HbI/ YelIoBeK, MMPOBOE COOOIIECTBO CETOIHS CTATKUBAETCS C HEOOXOOMMO-
CTBIO [1PAaBOBOTrO peryaupoBaHus MU, oripenenenusi ero cratyca, YeTKUX rpa-
HUIL TPUMeHEeHMST ¥ He0OXOAVMOCTY 3aKOHOAATETbHOTO perynupoBanus 11
B TBOPYECTBE U UCIIOJHUTETBCKOM UCKYCCTBE.

PaccmaTpuBaeTcst MoCcTaHOBKAa B MapuMHCKOM TeaTpe He3aBeplIeHHOM
onepsl [lerpa Unbuua YarikoBckoro «MaHaparopa», 3aBepiieHHO Mpy mo-
MOIIM VICKYCCTBEHHOTO MHTeJIEKTa. [IocTaHOBKa 06beAVHMUIIA TPAIUIINN
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KJIaCCHMYECKOI My3bIKM M COBpEMEHHbIE TeXHOIoruu: Helipocetn GigaChat,
SymFormer 1 Kandinsky yuacTBOBau B CO30aHUM TMOPETTO, MY3bIKAIbHOIA
MAPTUTYPhI ¥ BU3YAJIbHOTO COTTPOBOXKIEHMS MpeCTaBiIeHusl. Poimb MCKycCT-
BEHHOTO MHTEJUIEKTA B OTIEPHOM TeaTpe ¥ BO3MOKHOCTh €0 ITPUMeHEHMS.

CrpeMuTeTbHOE BHEAPEHVE TEXHOIOTI CTABUT CETOOHS COBPEMEHHOTO
yeJioBeKa repej BbBI60OPOM COXpaHEeHUS] YHMKAJIbHOIO MHOTOBEKOBOTO Ha-
crenust v NaabHENIIero pa3BuTsl B MHTepecax mporpecca. TeaTp, UCKyCCTBO
KaK TpOSIBIEHNE BbICIIEN CTeNeHM pa3BUTHSI YeJIOBeKa M ero pasyma, 6e3-
YCJIOBHO, HYKIQIOTCSI B 0COOBIX TTPABOBBIX paMKaX MPUMeHeHMS TeXHOIOTUiA
" UX 00bEMOB.

OPERA HOUSE AND ARTIFICIAL INTELLIGENCE.
TRADITION AND TECHNOLOGY IN THE STRUGGLE FOR THE RIGHT

The report examines the stages of the development of the theatrical genre
in the Ancient World, as well as the introduction of new technologies in
modern theatrical opera art. The features of the development of state
regulation of theatrical art can be traced back to the ancient Romans, who
borrowed the theatrical genre from the Greeks and subsequently significantly
changed the social and legal status of individuals engaged in theatrical
activities. The Romans considered the profession of an actor to be shameful
and disgraceful, which made the position of actors very difficult, especially
when it came to professional activities.

On the contrary, the ancient Greeks believed that a free citizen could engage
in this type of art, and they did not see it as a high social risk, as the Romans
did. They did not consider satirical genres to be a direct threat to the state and
political stability.

The article provides a comparative analysis of the position of an
actor in the ancient world and a modern actor who faces the challenge
of interacting with artificial intelligence and the need for legal regulation
of acting in ancient Rome, as well as the need for legal regulation of the use
of advanced technologies such as artificial intelligence. The article is based on
a lecture titled “Law and the Challenges of Artificial Intelligence” delivered by
Valery Zorkin, Chairman of the Constitutional Court of the Russian Federation,
at the XII St. Petersburg International Legal Forum.

The article provides a legal assessment of the role of artificial intelligence.
Today, the global community is facing the need to regulate Al legally, define
its status, set clear boundaries for its use, and establish legal regulations
for Al in the creative and performing arts.
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The production of the premiere of Pyotr Ilyich Tchaikovsky’s unfinished
opera “Mandrake” at the Mariinsky Theatre, completed with the help of
artificial intelligence, is being considered. The production combines the
traditions of classical music with modern technologies: the GigaChat,
SymFormer, and Kandinsky neural networks were involved in the creation
of the libretto, musical score, and visual accompaniment of the performance.
The role of artificial intelligence in the opera house and its potential
applications are being explored.

The rapid advancement of technology presents modern individuals with the
challenge of preserving the unique heritage of centuries-old traditions while
also embracing the benefits of progress. Theatre and art, as manifestations of
the highest degree of human development and intelligence, certainly require
special legal frameworks for the use of technology and its scope.
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My3bIKa U ICUXOIOTUS

Anekcandp Bacunvesuu Tonmaués
JIOKTOD I0pUANYECKMX HayK, MarucTp peMruoBefeHus,
COBETHUK JieKaHa hmmocodcko-60rocsioBckoro Gakynprera Poccuiickoro mpaBociaBHOTO

yHuBepcutera CB. MoanHa borocnosa, Mocksa

MY3BIKA COEP B KVJIBTYPE ABPAAMWYECKVX TPATULINIA
M YTBEP>)KOEHUME JOKTPMHBI BPEMEHIN

My3bika B KyJIbType aBpaaMMUeCcKUX Tpaauluii MOHMMAaIach Kak MCXOHs-
mast ot TBopiia uepes Jloroc 1 BOILIoNanach B My3bike cep. Mysbika cep —
9TO y4eHMe O YCTPOICTBEe KOCMOCA, TI0O9TOMY O TapMOHUM cdep U rapmo-
HUM MMPA pacCykaaau Kak O My3bIKaJbHO-MaTeMaTUUYeCKOM YCTPOICTBe
KoCcMOca. 3ByKM KOCMOCa, IPOsIBJIeHHbIe yepe3 3BYKM IUIaHeT, KOTOpble 13-
JAIOT X B CBOEM JIBVDKEHMM, B aHTMYHOM MMpPE COMOCTaBJISIIUCh CO CTPYHAMU
Jupbl vt apdsl. COBpeMeHHOe Ke yueHMe «<He6OMOMUTUKI» TIIACUT, UTO MH-
dbopmaliyst [yXoBHO# cdepbl ObITUS 3alMCaHa «KOZAMY MY3bIKM», HE HOT-
HOJi IpaMOTOIi, He TepiamMy Gu3nMdeckux KojaebaHmii, a COOTHOIIEHUSIMU
BUOpaLNi, KOOUPYIOUIMX TPU aCIIeKTa BpeMeHU (XPOHOC, IIMKIIOC U Kaiipoc):
MeJIOAMST KOOUPYeT MPOCTPAHCTBO B aCIeKTe MOPSAKaA Clel0BaHMS 3BYKOB,
PUTM KOAMPYET BpeMs B acreKTe IMUKINYHOCTH, & TApMOHMS 06beIVHSIeT
3BYKODSIZbI B aClIeKTe MHTEPBAJIOB — CYThb AJIUTEIbHOCTHU.

Ba30BbIM COOTHOLIEHMEM 3BYKOB, POKIAIOUIMX MaXkOPO-MUHOPHYIO TO-
HaJIbHOCTb, BBICTYIIaeT TPe3BYyUMe: IpMMa, KBMHTa U Tepuus B psiny. OkraBa
00YCIOBIMBAET raMMy, IIO3TOMY OCHOBHOJ TOH ¥ 06€PTOH, B3SIThle B OKTABY,
" €CTh OCO3HAHMe KOJa My3bIKM cdep. FaMMbl pa3HbIX OKTaBHBIX 3BYKODSIIOB
MOOOHBI CTYTEHSIM JIECTHUIIBI BOCXOKAEHMS ceplia oT 3eMau K Heby u ot
YyejioBeKa K bory B aBpaammueckoit Tpaguinmn. Tpe3pyumus — CYyMMbI 3BYKO-
BbIX BOoiMH Heba, rapMoHMYECKMX 06€PTOHOB, BOCIIPMHMMAIOTCSI B YHUCOH
K [IepBOMY TOHY KakK eIMHOe, WIN NIPUCYTCTBME B cepAlle yenoBeka yxa
Boxus, Tam ke, TIe MUMEIT MeCTO JBOMUYHbIe COYeTaHUsT HerapMOHUYHBIX
00epTOHOB (TSKEJBIA POK), HAPST AbSIBOJBLIMHA M CBOEBOJIME UEJIOBEKA.
Kaxk reHeTmueckuii Koz, >KMBOJ MIPUPOIbI CTPOUTCS ABYMS cnimpansavu JHK,
TaK M My3bIKa chep CTPOUTCS OMHOBPEMEHHO ABYMSI PSIAAMU KPATHBIX U He-
KpaTHbIX 06EPTOHOB.
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PacmmmdpoBaHye My3bIKaIbHBIX KOLOB MY3bIKM chep SIBASIETCS] OOHOI U3
TEXHOJIOTUY JTUYHOCTHOTO POCTA, IPUBOAUT K MTOHMMAHMIO YIIpaBIeHUEM
BpeMeHeM ¥ AYXOBHBIM yCTpeMJIeHMEeM YesIoBeKa BMeCTe C YCOBEPIIEeHCT-
BOBaHMEM Cpefibl 06MTaHMS B SKUBOM MMPe BHE MMUPa VICKYCCTBEHHOTO.

MUusIC OF THE SPHERES IN THE CULTURE OF ABRAHAMIC TRADITIONS
AND THE AFFIRMATION OF THE DOCTRINE OF TIME

Music in the culture of Abrahamic traditions came from the Creator through
Logos and was embodied in the music of the spheres. The music of the spheres is
a doctrine of the structure of the Cosmos, therefore the harmony of the spheres
and the harmony of the world were discussed as a musical and mathematical
structure of the cosmos. The sounds of the cosmos, manifested through the
sounds of the planets that emit them in their movement, were compared in
the ancient world to the strings of a lyre or harp. The modern doctrine of
“skypolitics” states that the information of the spiritual sphere of being is
recorded in the codes of music, but not in musical notation or in the hertz of the
physics of oscillations, but in the ratios of vibrations that encode three aspects
of time (chronos, cyclos and kairos): melody encodes time in the aspect of the
order of sounds, rhythm encodes time in the aspect of cyclicity, and harmony
unites scales in the aspect of intervals — the essence of duration. The basic
ratio of sounds that give birth to tonality is a triad: prima, quint and third in a
row. The octave forms a scale and it is an “accounting unit” of time. Therefore,
a basic tone and its first overtone taken in an octave are the realization of the
code of the music of the spheres. The scales of different octaves are like steps
of the flights of the staircase of the heart’s ascent from the earth to Heaven and
from man to God. And triads — the sums of the waves of the sounds of Heaven —
harmonic overtones — in unison according to the first tone are perceived as
one — the presence of the Spirit of God in the heart of man in the Abrahamic
traditions. Where binary combinations of inharmonious overtones take place
(heavy rock), there reigns the devil and willfulness of man. Just as the genetic
code of living nature is built by two DNA spirals, so the music of the spheres
is built simultaneously by two rows of multiple and non-multiple overtones.
Through deciphering the musical codes of the music of the spheres, as one of the
technologies of personal growth, comes an understanding of time management
and the management of a person’s spiritual aspiration to improve the living
environment in the living world outside the artificial world.
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Hadexda 3enoHosHa I'aesckas

couckarenb Kadenps! KyabTyposnoruy CeBepHOTo (APKTUUECKOTO)

denepanpHOro YyHUBepcuTeTa MMeH M.B. JIoMOHOCOBa, ApXaHTe/bCK;

Xpuctuanckas rymanutapHast akagemusi, Cankr-Iletep6ypr;

HayuHbIIl pykoBoauTenb — Hatanbs HukonaeBHa befyHa, JOKTOP KyJIbTypOJIOTUM,

noueHT CeBepHOTo (ApKTHUYecKoro) GpefepanbHOro yHuBepcutera umeHyu M.B. JIoMoHOCOBa,

ApxaHrenbcK

BOroc/ii0BCKASl 3CTETUKA O MYJIBTUCEHCOPHOM BOCITPUSATUN
MYV 3BIKAJIbHOT'O TTPOM3BEJEHNW A

O6paIasch K TpygaM COBpeMeHHbBIX GOTOCIOBOB, MOCBSIEHHBIX MTPO-
6JieMaM 3CTEeTUKM, MBI JO/DKHBI YIIOMSIHYTh paboTy k. MaHyccakuca
«bor nmociie metapusukm». «MeHsI MHTEpeCcyeT, — MUIIET aBTOpP, — TOIOJIO-
TUsl, KOTOPas MpUBeAeT HAC K MbIIIIIEHMIO 0 Bore mmyHOCTHOM, 0 Bore, rmo-
3HABAE€MOM JJOKCOOTMYECKUM SI3BIKOM XBaJIbl M MY3bIKOM TI€CHOCTOBUII».
DeHOMEHOJIOTUYECKOe CAYIIaHVe MY3bIKM MMeeT TP OCHOBHbBIE UEPTHI,
obecreunBalonyie cBO60LY MY3bIKM OT Y3 KOHIIENTYaJbHOTO MBIIIIEHMS :
OTCYTCTBYE Y MY3bIKM pedepeHInN, MHTeHIIMM U pednercun. Hermocpen-
CTBEHHOCTb, HEOIIPEJEeIeHHOCTh ¥ CeMAaHTUYeCKast aBTOHOMMS AeIaloT
MY3bIKY TOpa3zao 6osee mogXOOsSIIMM SI3bIKOM IJIs1 o6panieHust K bory u 60-
Jiee MOOXOISIIYM CPeICTBOM CBsI3M bora ¢ HaMu. SI3bIK My3bIKM MMeEeT
6Oroc/I0BCKOE M3MEpPEHNE.

LleHTpaabHOE MOHSTHE (EHOMEHOIOTMYECKOTO AMCKYPCA MY3BbIKM — TO-
HaTHe cayxa. Cyx 3aHMMAaeT BUIHOE MeCTO B CPeIHEBEKOBOII Mepapxum
YYBCTB. VI3yueHne cpegHEeBEKOBBIX CEHCOPHBIX MUPOB C TOUKM 3pEHMSI CITyXa
OTKPBIBAET HOBBIE TIEPCIIEKTUBBI JJISI OIEHKM U TIOHMMAaHUS eViCTBUI U pu-
TYaJI0B, Meiya ¥ HAppaTMBOB. Tak, peremniius TeEKCTa MOKET TOHMMAThCS KaKk
MYJIbTUCEHCOPHOE TIPUCBOEHME — 3HAKM [IJIST 171433, 3BYKM JIJIST YIIei, cioBa
IUTSI BKYCOBBIX OILITYIEHMIT M MATePUasIbl IS OOOHSITENILHOTO U TAKTUIIbHOTO
BOCIIPUATHS; & TIPY PA3MBIIIEHMM O TIPOYMTAHHOM 3aJ€/CTBYIOTCSI BHY-
TpeHHMe YyBCTBA U TepeXuBaHKe. B3auMoeiicTByie OpraHOB UyBCTB TAKXKe
CIIOCOOCTBYET 3aTIOMMHAHNIO: €C/TY XOUelllb YCIIbIATh, Ha/lo TOUYBCTBOBATD,
TaK KaK MaMsITh TBOPUTCSI B UyBCTBEHHOM TiepexkuBanny. COBpeMeHHbIe UC-
cylemoBaTenu, obpaiias BHMMaHMe Ha YHUKAIbHYIO 3CTETUKY, TOPOKIEeH-
HYI0 PEJIUTMO3HBIM CO3HAHMEM STIOXM, IPUHIUMUAIBHO GUTYPUPYIOIIEM
KaK MMapajjoKcaJbHOe COUeTaHye AOrMaTa ¥ KaHOHA U TeKy4eil, CUTYyaTMBHO
00YC/TIOBJIEHHO B3aMMOCBSI3Y CMBICTIOB.
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Oco60oe 3HaUEHME UMEET CIIyX B MY/TbTMCEHCOPHBIX CTPYKTYpPax M CBSI3aH-
HBIX C HUMM MaTTePHAX BOCIIPUSATUS U CMBICIOBBIX KOHTEKCTAaX B Crienudu-
YeckuMX KOMMYHMKATUBHBIX (hOpMax YCTHOTO YTeHUS U MeHusl. Bocrpusarue
TEKCTOB B MY3bIK&JIbHOM ITPOU3BEIEHUN Y PeaKIMs CTYIIaTeNs Ha 3BYKOBOE
MCTIOTHEHME CBSI3aHa C MPO6IeMOoii B3aMMOCBSI3M CJTyXa, BU3YalTbHOTO ¥ BOOO-
DaskeHMs, M Kak CJIeICTBME — CEHCOPHOTO TIepeceueHust TpaHul] B MHTepIIpe-
TalMM 3BYKOBBIX TEKCTOB. MYJIbTMCEHCOPHOE BOCIIPUSITHE €CTh KOHTEKCTHOE
YCJIOBME OCMBICIIEHMSI TEKCTA, MY3bIK&IbHOTO TIPOM3BEIEHMSI U UX TEMIIOPO-
JIOTMYECKUX XapaKTePUCTHK.

THEOLOGICAL AESTHETICS ON THE MULTISENSORY PERCEPTION
OF A PIECE OF MUSIC

Turning to the works of modern theologians devoted to the problems of
aesthetics, it is worth mentioning the work of J. Manussakis’s “God after
Metaphysics”. “I am interested,” the author writes,“in a topology that will
make us think about a personal God, a God known through praiseworthy
language and the music of chants.” Phenomenological listening to music
has three main features that ensure the freedom of music from the bonds of
conceptual thinking: the absence of musical reference, intention and reflection.
The immediacy, vagueness, and semantic autonomy of music make it a much
more appropriate language for addressing God and a more appropriate means
of establishing a connection between God and us. The language of music has
a theological dimension.

The central concept of the phenomenological discourse of music is the
concept of hearing. Hearing occupies a prominent place in the medieval
hierarchy of senses. The study of medieval sensory worlds from the point of
view of hearing opens up new perspectives for evaluating and understanding
actions and rituals, media and narratives. Thus, the reception of a text can
be understood as a multisensory appropriation — signs for the eye, sounds
for the ears, words for taste sensations and materials for olfactory and
tactile perception; and when thinking about what is read, inner feelings
and experience are involved. The interaction of the senses also promotes
memorization: if you want to hear, you need to feel, because memory is
created in a sensory experience. Modern researchers, paying attention to
the unique aesthetics generated by the religious consciousness of the epoch,
fundamentally appearing as a paradoxical combination of dogma and canon
and a fluid, situationally determined interrelation of meanings.
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Of particular importance is hearing in multisensory structures and related
perceptual patterns and semantic contexts in specific communicative forms
of oral reading and singing. The perception of texts in a piece of music and
the listener’s reaction to a sound performance is related to the problem of
the interrelation of hearing, visual and imagination, and, as a result, sensory
crossing of boundaries in the interpretation of sound texts. Multisensory
perception is a contextual condition for understanding a text, a piece of music,
and their temporal characteristics.
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I11. ITPOBJIEMBI U3YUEHMS EBPEMCKOI'O HCKYCCTBA
2-s1 HAYYHASI CECCH S IO EBPEIICKOMY UCKYCCTBY

My3bIKa ¥ ITUYHOCTh

Hnecca ®edoposHa JIgyrcunvHas
IIOKTOP MCKYCCTBOBeeHMs], Tpodeccop I'popHEeHCKOT0 ToCyJapCTBEHHOTO YHUBEPCUTETa

nmenn SIHku Kynans! (Benapycs)

CTPYHHBIE KBAPTETHI MEUVMCIIABA BAMTHBEPTA B 3EPKAJIE
EBPEMCKOM TPAIVLIVU. PA3MBIILISIS O CEAbMOM KBAPTETE
IO MAXKOP, OP. 59 (1957)

B MHOroXxaHpOBOM TBOPUECKOM Hac/IeAUy MOIbCKO-COBETCKOTO KOMITO3UTOPA
eBpeiickoro nmpoucxoxaeHust Meunciasa Baitn6epra (1919, Bapiiasa — 1996,
Mocksa) 17 cTpyHHBIX KBapTeTOB (1937-1986) siBMIMCh NTHEBHUMKOBBIMM 3a-
MICSIMM aBTOPA, PACKPBIBAIOILIMMU CJIOKHBIN MUP UX TBOpLA. XyLOXKeCTBEH-
Hasl 3HaUMMOCTb KBapTETHOTO MeralyKia il COBpeMEeHHBIX UCTIOTHUTeNen
MOATBEPAMUIIACH 3alMChI0 B MTOCAeAHME NeCITWIeTUsI Ha AUCKY BeexX 17 KBap-
TeToB M. BajiH6epra Kak MMHMMYM TpeMsl KojieKTuBaMu — Quatuor Danel
(Benbrus-®paunnus), Silesian String Quartet / Kwartet Slaski / (ITonbiia),
Arcadia Quartet (PymbIHMSI).

Amnanus 17 cTpyHHBIX KBapTeToB M. BaitHOepra JoKasasl 3HaUMMYIO POJib
€BpeNCKOI My3bIKM allIKeHa3CKOM TpaguLMy B ee ABYX MPOSIBIEHUSIX: CMHA-
rorajibHOro HameBa (KaHTOpPCKasl My3bIKa) U KJIIe3MepCKOro My3ULIMPOBAHMSI.
OHM HepeaKO OMPeIessIoT TUI TeM Y IIPUHIIUTIBI pA6OThI C HUM, 0COOEHHOCTYU
MeTPOPUTMMUECKON OpraHM3aluu ¥ JIaJ0TOHaIbHOe pa3BuTue. Hanbomee
OUEBUAHBIMU B CJIYXOBOM IPEJCTaBIEHNM BbICTYIIAIOT MEIOAY, pellleHHbIe
B nyxe dperinexca. He uckimoyaem TOT GakT, YTO MEJIOIUM B yMEPEHHbIX TEM-
Tax CO «CBOOOAHO Pa3BOPAUMBAIOIIMMCS» (MTPUOIVKEHHBIM K MMITPOBU3a-
LIMU) PUTMUYIECKUM PUCYHKOM OOYCIOBJIeHBI (hopMyIaMu JTUTYPrudeckux
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rnecHorneHuit. EcTb B KBapTeTax M My3bIKaJlbHble T€Mbl, MHTOHALIMOHHO
CBSI3aHHbIE C MHBIMU «E€BpeiiCKMMM» omycaMmu BaijiH6epra: ¢ BOKaJIbHbIM
uuKiIom «EBperickue mecHM» op. 13, ¢ KoMu4eckoi onepoii «Masi TOB!».

SIpkMM BbIpaskeHMeM 3aJI0KeHHBbIX B TeMaTU3Me eBpeiiCKUX UAMUOM
cran KBapretr N27. B mepBOi1 1 BTOPOJ 4acTsIX KBapTeTa, IpeACTaBIeHHO-
ro HeTPaAUIMOHHBIM B TEMIIOBOM OTHOILIEHUM TPeXYaCTHBIM LIMKIOM
(Apaxkmno — AnerperTo — AJa>kuo), OueBUAHbI My3bIKaJbHbIE TEMBI C pa3-
JIMUMMBIMM MHTOHAIMSIMU €BPENCKUX MeceH. B mepBoii yacTu e crana
mauiickas mecHs «Kpaxa» («baii MaifH pebe 13 reBe3eH a reHeiiBe»), BO BTO-
POJi — 3MM30[, pUTYaIbHOM aragbl «Ma HuillTaHa» (K Ipa3gHuKy [lecax), npu-
MeB-HUITYH («Inunum maii naii») necuu ««Fraytik oyf der nakht». O6paienne
BaiiH6epra K 4aHHBIM ITepPBOMCTOYHMKAM J1aeT BO3MOXKHOCTD 3aUKCUPOBATH
CBOET0 pofia CKPBITYIO Mporpammy CebMOro CTpyHHOTO KBapTeTa, oIpe[e-
JIUTh XapaKTepHbIe MPUeMbI pabOThI C TEMAaTU3MOM, BBISIBJSIIOIINE Y3Ke CJI0-
SKUBIIMIACS aBTOPCKUI CTUITb. ATpUGYTOM BBICTYIIa€T MHTOHAI[MOHHAS KaHBa
KBapTeTa, 00yCJIOBII€HHAS MOJATbHBIM MBIIIEHUEM.

[TostBIeHMEe JTAHHOTO «€BPeiiCKOro» oryca B 6uorpadum KOMIIO3UTOpa CTa-
JIO CMeJIBIM IIaroM aBTOpa MOC/Ie ero 0CBOOOKAeHMSI U3 ByThIPCKOI TIOPbMBI
B anpese 1953 roga. 3Haurmast posib CeibMOro KBapTeTa B COBETCKOI MY3bIKe
OTMeueHa ero ucronHeHueM 22 mekabpst 1957 roga. kKBapreToM umeHu bopo-
IVHa, usgaHuem naptutypsl (Mocksa: Mysrus, 1961).

STRING QUARTETS BY MECHISLAV WEINBERG IN THE MIRROR
OF JEWISH TRADITION. REFLECTING ON THE SEVENTH QUARTET
IN C MAJOR, OP. 59 (1957)

In the multi-genre creative heritage of the Polish-Soviet composer of Jewish
origin Mechislav Weinberg (1919, Warsaw — 1996, Moscow), 17 string
quartets (1937-1986) were the author’s diary entries revealing the complex
world of their creator. The artistic significance of the quartet megacycle
for modern performers has been confirmed by the recording in recent decades
of all 17 quartets by M. Weinberg with at least three groups — Quatuor Danel
(Belgium - France), Silesian String Quartet / Kwartet Slaski/ (Poland), Arcadia
Quartet (Romania).

Analysis of 17 string quartets by M. Weinberg proved the significant role
of the Jewish music of the Ashkenazi tradition in its two manifestations:
synagogal singing (cantorial music) and klezmer music. They often determine
the type of topics and the principles of working with it, the features of the
metrorhythmic organization and ladotonal development. The most obvious
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in the auditory performance are melodies solved in the spirit of Freylekhs.
We do not exclude the fact that melodies at moderate tempos with a
“freely unfolding” (close to improvisation) rhythmic pattern are due to the
formulas of liturgical chants. There are also musical themes in the quartets
intonationally related to other “Jewish” opuses of Weinberg: with the vocal
cycle “Jewish Songs” op. 13, with the comic opera “Mazl tov!”.

A striking expression of Jewish idioms in thematics was Quartet No. 7.
In the 1%t and 2™ parts of the quartet, represented by an unconventional three-
part cycle (Adagio — Allegretto — Adagio), musical themes with distinguishable
intonations of Jewish songs are obvious. In the 1%t part, it became the Yiddish
song “Theft” (“Bai main rebbe from gevezen a geneve”), in the 2" — an episode
of the ritual haggadah “Ma nishtana” (for the Passover holiday), the niggun-
chorus (“Yadidim dai dai”) of the song “Fraytik oyf der nakht.”

Weinberg’s use of these primary sources makes it possible to identify of
hidden program of the Seventh String Quartet, to determine characteristic
techniques of working with themes, revealing the author’s already established
style. The most striking indicator is the intonational canvas of the quartet,
conditioned by modal thinking.

The appearance of this “Jewish” opus in the composer’s biography was a
bold step by the author after his release from Butyrka prison in April 1953.
The significant role of the Seventh Quartet in Soviet music is marked by its
performance on December 22, 1957 by the Borodin Quartet, and the publication
of the score (Moscow: Muzgiz, 1961).
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THE ROYAL CROWN (KETER MALKHUT) — CONCERTO FOR THEREMIN
AND ORCHESTRA

The Royal Crown (Keter Malkhut) is a concerto for Theremin and orchestra,
inspired by the profound spiritual and poetic legacy of Solomon ibn Gabirol,
the 11%-century Andalusian Jewish philosopher and poet. Though the work
does not follow a specific program or set text, its atmosphere, structure, and
musical gestures are deeply reflective of ibn Gabirol’s mystical worldview,
his Neo-Platonic influences, and his unique fusion of philosophy, Kabbalistic
symbolism, and lyrical introspection.

The title references ibn Gabirol’s renowned poem Keter Malkhut, an
extraordinary example of medieval Hebrew poetry, blending philosophical
inquiry with devotional exaltation. In this concerto, the ethereal voice of the
Theremin—-an instrument emblematic of disembodied sound and technological
transcendence—embodies the human soul’s yearning to approach the divine,
an essential theme of ibn Gabirol’s work.

The orchestra constructs a vast, shifting sonic landscape, blending modern
orchestral language with elusive echoes of ancient scales and modal inflections,
evoking both the spiritual grandeur and the existential solitude present in
the poet’s verses. The dialogue between Theremin and orchestra reflects the
metaphysical tension between earthly limitation and the aspiration toward
unity with the Infinite.

While not bound to a specific liturgical or historical narrative, The Royal
Crown stands as a contemporary musical meditation on Jewish mysticism,
philosophical longing, and the perennial human quest for transcendence.

This recording is presented as a virtual-instrument rendition created by
the composer.

Concerto for Theremin and orchestra: The Royal Crown (Keter Malkhut)

Complete work: 37min. 05 sec. (Music Score Video)

https://youtu.be/PAl_ujgl6x0?si=lzqgfmeyb_HVeRMqs


https://youtu.be/PAl_ujgl6x0?si=lzqfmeyb_HVeRMqs
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Anena Cepzeesra CaxcHesa

cryneHTKa V kypca CM6MPCKOro rocyAapCTBEHHOTO MHCTUTYTA UCKYCCTB

uMeHu IMutpusi XBOPOCTOBCKOTro, KpacHOSIPCK; HAy4HbI PyKOBOAUTENb —
CsetniaHa [eHHagbeBHa BoliTkeBMY, KaHAMAAT UCKYCCTBOBEEHMS, AOLIEHT,
TIPOPEKTOP I10 TBOPUECKOI HesITeNbHOCTH, Tpodeccop Kadeaps! MCTOPUM My3bIKM

CuOMPCKOro rocyJapcTBEHHOTO MHCTUTYTA MICKYCCTB MMeH! JIMUTPyst XBOPOCTOBCKOTO

«AKEJA» 'MAJA TOXMAHA: K BOITPOCY O BBITOBAHMUU CIOJKETA
«KEPTBOIIPUHOIIIEHUE ABPAAMOM M CAAKA»
B COBPEMEHHOM KVYJIBTYPE

[Ipon3BeneHMe COBpeMEHHOIO €Bpeickoro komriosuropa I'minaga F'oxmana
«AKepna» MOCBSIIEHO CHKeTY 13 bbiTus (Mnu bepemnr) «’KepTBonpuHolieHne
ABpaamom Kcaaka». OTOT CIOKET BJIeYET TBOPLIOB MHOTME CTOJIETUS: caMasi
paHHsIs Gpecka, gJoledinas 10 Hac, natupyetcst IV Bekom. B XX 1 XXI Bekax
CBepuIaeTCs IOBOPOT OT AOrMaTMUeCKUX MPefMCcaHuit K IMUHOCTHBIM MH-
TepIpeTanusiM CIOXKeTa, IPUMEPOM UYero CIYKUT «AKela», B KOTOPOl KOM-
TO3UTOP UCIIONb3yeT PUTOpUUECKIe GUTYPbI, XapaKTepHbIe IJIST eBpoIieii-
CKOJ KyJIBTYPbI, M 3JIEMEHTBI €BpeJiCKMX CMHArOrajbHbIX ITIECHOIIEHUI, B UeM
BUAUTCS MPOSIBJIEHME CUHTETUYHOCTY MbIlIeHusl. [0XMaH BOIUIOIIAeT He
TOJIbKO COOCTBEHHbBIE TIePEKVBAHNS, BbI3BAHHBIE TON MICTOPUEN, HO U OCTa-
€TCs1 BepeH MyeliCcKol Tpaaulium, BOCIeBallel mpaoTia ABpaaMa, UCION-
HuBLIero Bomwo bora.

HeonHO3HAUHOCTh BOIJIONIEHUS BeTX03aBeTHOM ucTOopunu B XXI Beke
CIIOABUIVIA aBTOpa IOK/IaAa K MCTOPUUECKOMY 3KCKYPCY C 1|eIbl0 CO3JaTh
MIMPOKUI KOHTEKCT GBITOBAHMS CIOKETA U €ro IPeTBOPeHUs Kak B My3bI-
KaJIbHOM VMICKYCCTBe, TaK ¥ B OCTAJIbHBIX 00JIACTSIX UeIOBEYECKOTO TBOpYUE-
cTBa: OT pumocopuu 1 M300pa3sUTETbHOTO ICKYCCTBA 10 KOMITbIOTEPHBIX UTP.
B kauecTBe MpUMepOB paccMaTPUBAIOTCS KapTUHA KaHAJCKOTO XyILOXKHMKA
PYCCKOTO TIpoucxokaeHus Bsuecnasa I'porieBa, Tpyn u3pamiabckoro Guio-
coda Ompu Béma, mypai B Bpioccene (Sparrow (fi4)), potokocmnieii (eHbs-
MuH Paiix), KommblotepHast urpa The Binding of Isaac, a Takske HEKOTOpbIe
uccaenoBaHus 6161encToB-GUIONIOTOB U JIMTEPATypHbIe CTaThb. B xome
MCCIeI0BaHMS GO BBISIBJIEHO MTOBBINIEHHOE BHYMAHME MHTEPITPETATOPOB
K 06pa3y Mcaaka, KOTOPBIil B IEPBOMCTOYHMKE SIBJISIETCSI BTOPOCTENIEHHBIM
rnepcoHaxkem. AKIIEHT Ha JeTCKOM TeMaTuKe, Ha MCUXO0JIOTUYECKON TpaBMe
pebeHKa CTaBUTCS MOUTH Y BceX XynoskHMKOB XXI Beka. [TocTymok ABpaa-
Ma 1o BepraeTcsl BCECTOPOHHEMY aHa/IN3y, TOJHUMAIOTCS BOIIPOCHI O Mpa-
BOMEPHOCTY UCIIOJHEeHMsI Bosiu bora. ABTOpbI He CTONBKO CAeAYIOT TeKCTY
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MepBOMCTOYHNKA, CKOTBKO BOIUIOIIAIOT JIMYHOCTHOE MTOHMMAaHMe COOBITHUS,
npousollenuiero Ha rope Mopua. [Tpy 9TOM aKkileHTbI, paccTaBleHHbIe Tpa-
OUIVSIMU XPUCTUAHCKOV PeIUTUM U MyJausMa (McjiaM B JaHHO paboTe He
3aTparuBaeTcs), IPOJO/DKAIOT SKUTh M B pab0Tax COBPEMEHHBIX aBTOPOB:
rnouyuTaHyue ABpaama, TOJTKOBaHME BETX03aBETHOM MCTOPUM COBPEMEHHBIM
SI3BIKOM C OIOPOJ Ha MOCTYJIaThl yunuTesiel Bepbl. [IoMMMO BCEro mpoyvero
B MIPOM3BEAEHUSIX MOKHO YCMOTPETb IIPEeMCTBEHHOCTD C MPeNblayIUMU
3MOXaMM: B My3bIKe 3TO MCIIOIb30BaHVE PUTOPUUECKIUX QUTYD U JIaIOB Ha-
POIHO MY3bIKM; B KAPTMHAX — OTCBUIKM K MIOJIOTHAM MacTePOB IIPOLIOTO,
CXOJIHble MOTMBbBI, KOMITIO3UIIVSI.

[Tomo6Hast maHOpaMa TMO3BOJIUT BCECTOPOHHE MCCIEIOBATh CIOKET, OIpe-
IeIUTh ero He3bIONEeMbIii OCTOB ¥ BbISIBUTh OCOOEHHOCTM MHTEPIIPETAINit,
KOTOpbIe COOOPA3yIOTCs C TyXOM BpeMeHM M BbICBEUMBAIOT MTPOOIEMATHKY,
BOJIHYIOLIYIO Jtofeit B XXI Beke.

“AKEDA” BY GILAD HOCHMAN: ON THE EXISTENCE
OF THE PLOT OF “ABRAHAM’S SACRIFICE OF ISAAC”
IN MODERN CULTURE

The work of the contemporary Jewish composer Gilad Hochman, “Akeda”,
is dedicated to the story from Bereshit “Abraham’s Sacrifice of Isaac”
In the 20t and 215t centuries, a turn is taking place from dogmatic
prescriptions to personal interpretations of the story, an example of which
is “Akeda”, in which the composer uses rhetorical figures characteristic
of European culture and elements of Jewish synagogue chants, which
is seen as a manifestation of synthetic thinking. The ambiguity of the
embodiment of the Old Testament story in the 215t century prompted the
author of the report to a historical digression in order to create a broad
context of the existence of the plot and its implementation both in musical
art and in other areas of human creativity: from philosophy and fine arts
to computer games. The following examples are considered: a painting by
the artist Vyacheslav Groshev, a work by the philosopher Omri Boehm, a
mural in Brussels, photo cosplay, a computer game “The Binding of Isaac”, as
well as some studies by biblical philologists and literary articles. The study
revealed increased attention from interpreters to the image of Isaac, who
is a secondary character in the original source. Abraham’s act is subjected
to a comprehensive analysis, questions are raised about the legitimacy of
fulfilling God’s will. At the same time, the accents placed by the traditions of
the Christian religion and Judaism continue to live in the works of modern
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authors: the veneration of Abraham, the interpretation of the Old Testament
history in modern language based on the postulates of the teachers of
faith. Such a panorama will allow us to comprehensively explore the plot,
determine its unshakable core and identify the features of interpretations
that are consistent with the spirit of the times and highlight the issues that
concern people in the 215 century.
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Examepuna AnexcanoposHa Illseu
nperozaBaTtesns JIeTCKoi mKombl uckycctB N2 21, HoBocu6upcek;
Hay4YHbII KOHCYNbTAHT — EkaTepyHa KoHcTaHTHOBHA KapesnyHa, JOKTOP MCKYCCTBOBEIeHMs],

noueHT MexxayHapogHoit akagemun «Xoomeit», Kpi3bi, Pecrry6nika Teiza

BBIJAIOIIMECS JIMYHOCTY B OITEPHOM TBOPYECTBE
CAJTMMA KPBEIMCKOTO

Jlokaz MOCBSIIEeH pSay ONIEPHBIX ITPOMU3BEIEHMI COBETCKOTO U POCCUIICKOTO
komrosuTopa Cannma Manycouua Kpsimckoro (1930-2021). B TeueHne gByx
IecsITUIeTHII UM BbIJIO CO3IAHO BOCEMb OIep, OCHOBOJ /IS KOTOPBIX CTa/IN
6uorpaduy BbIIAIOIIMXCS MTPECTaBUTeNeN eBpeiicKoro Hapoaa M COUMHEHMS
rycaresien eBpeiickoro mponcxoxaeHus.

C camoro Hayajia TBOPUECKOI'O ITyTH, COTJIACHO TPAagULIMSIM PYCCKOM KOM-
MMO3UTOPCKOI IIKOJIBI U 3aITpOCy BpeMeHu, KpbIMCKMI ITOrpy3u/ICsS B MUD Ha-
POAHOV MY3bIKM M BHEC CBOJ BKJIa[] B pa3BUTHE HALIMOHAIbHOI MY3bIKaJIbHOM
KYJIbTYPBI PECITyOIMK, B KOTOPBIX KM U paboTan. Takum o6pa3som MM GbLIO
HanyucaHO MHOKECTBO IPOU3BeJeHMI1 Ha TYBMHCKME U KapavyaeBCKMEe TeMbl.
BriepBbie K OITepHOMY sKaHpPY KOMITO3UTOp ob6patuics B 1979 romy. Torma 6bu1
HarmcaH «Haypys» (unu «[locienHmit MUSTHAHHUK») — TIepBasi HAalMOHA/IbHAS
KapauaeBO-uepKeccKas oriepa 1 equHCTBeHHasi 13 oriep KpbiMckoro, mocras-
JIeHHasl Ha CLieHe.

BosBpallieHue K XaHpy IIPOMU30LUIO CITYCTSI MHOTO JIeT, ITocjie repeesna
B MOCKBY ¥ Ilepexojia OT MHOHAIIMOHAIBHOTO MaTepuaa K eBpeiickomy (osb-
K/10py. Ocobblii yCIiex COMYTCTBOBA LIMKIY «14 eBpeiicKuX TaHIeB» 11 Ka-
MEPHOTO OPKEeCTPa, KOTOPBIH MCTIOMHSIICS B Poccuu 1 3a pybeskoMm.

IlnutenbHast paboTa 1o u3ydeHunio CBSeHHOro [Tcanust, MHOV IuTepaTy-
Dbl 1 €BPEICKOI HalIMOHAIBbHOM MY3bIKM ITOCTEIIEHHO MOATOTOBWIIA ITOYBY IJISI
6yaymmx orep. Bpuin MooXKeHbI HA MY3bIKY Psif, IICaIMOB JlaBuaa, Mo OLHO-
VIMEHHBIM KHMTaM Bu6auu HamucaHbl KaHTaThl «IlecHb ITecHeii» u «Pydb»,
a TOJIHBIN TEKCT «JKKIe3uacTa» (BIepBble B Halllell CTpaHe) CTal OCHOBOM
IJIS1 0ObeMHOTI'0 OITyCa — COJIbHOJ KaHTaThl, COCTOSIIIEN M3 12-TU I71aB. DTU
COYMHEHMSI C YCIIeXOM MUCITONHUIUCh B MoCKBe.

B 2001 ropy 6bli1a HamucaHa omnepa «JlaBuiy», 3a Heit mocjieqoBaiu: «Maii-
MoHuI» (2003), «<Mangenpiitam» (2007), «I[IsaTh cioxkeToB Kadku» (2010),
«JIynHas 6annaga» (2012), «Pamenb» (2014), «CriuHo3a» (2016), «JiiH-
mrreiin» (2018). My3blka Ha3BaHHbBIX COUMHEHMIT pparMeHTapHO MUCIIOJI-
HSUIACh B KOHIIEPTaX. B 3TUX ornepax aBTop 06paiiaeTcs K COUMHEHUSIM
®panna Kadxu, [lImMysis ATHOHA 1 BOILIOIIAET CYyAbObl TEPOEB U3 1aJIEKOTO
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¥ HepmaBHero IIpolioro, mpeacTaBuTe el eBpeiickoro Hapoaa: 6161eiickoro
11apsi, CpeqHEBEKOBBIX YUEHbBIX-PMUI0COPOB, TeaTpanbHOI akTpuchl XIX Beka
u yueHoro-¢pusuka XX Beka.

B My3bIKa/IbHOJ TKaHM OIEp TECHO B3aMMOJENCTBYIOT MHOTME MHCTPY-
MeHTa/lbHble ¥ BOKa/lbHble cOuMHeHMsT KpbIMCKOro pasHbIx jeT. VIX opraHu-
yeckoe BIUIETEHMeE B AelicTBue, 6ynb To Icanom [TaBuaa, eBpeiicKuii TaHel
ILIS1 OPKeCTpa, CKpUIIMYHAsL COHATa, POMaHC MU JaXKe MeceHKa Ha CTUXU U3
[IeTCKOJ KHUTY J,0YePU KOMIIO3UTOPA, CO3JaeT Ollyll[eHNe TepeoCMbIC/IeH NS
HaAKOIJIEHHOTO TBOPYECKOTO OITbITA M BIXOJa Ha HOBBINM YPOBEHb. SIpUaiiunm
MIPMMEPOM 3/1eCh MOXKET BBICTYIIUTD omiepa «MaHAenbITamMm», KOTopast 6yK-
BaJIbHO «BbIpACTaeT» 13 paHee HallMCaHHOTO BOKAJbHOIO LIMKJIA.

BaskHO OTMETUTDb JOKYMEHTAIbHOCTh KakK OJHY M3 Haubosee xapakrep-
HBIX YePT KOMIIO3UTOPCKOTO CTUJIsE KphIMCKOT0. ABTOD TILIATeIbHO rOTOBUIICS
K HAMCAaHUIO TMOPETTO, U3y4asl MHOXKECTBO JOKYMEHTAIbHBIX MICTOUHUKOB
Y CTPEMMJICS K TTOJ/IMHHOMY MTpeCTaBIeHII0 CBOMX repoes. B ero onepax 06-
pas3bl MPOIIITIOTO CTAHOBSTCST OCsSI3aeMbIMM: 6e3yTentHast Hags usnuBaeT Bce
CBO€ OTYasiHME B MOC/AeIHEeM MMUCbMe K MaHAenblITaMy, DMHIITEAH UTPaeT
Ha CKPUIIKe JJIs1 MaJe€HbKOTO CbIHa, a CIMHO3a pPa3MBbIILISET Hall ouepe/-
HBIM TPaKTaTOM, HUTUQYS IMH3Y. B ontepax KpbIMCKOr0 HOMEPHO# ITPUHLINII
TIOCTPOEHMSI COUETaeTCsI CO CKBO3HOM ApaMaTypryeit, rmbKo UCIOIb3yIOTCS
JIeATTEeMBI U JIEMT)KaHPBI, C IOMOLIbI0 KOTOPBIX TOCTUTAETCS LeTbHOCTb MY-
3bIKaJIbHOTO MTOBECTBOBAHMS.

JKuzHeomnucaHust BBIGAOMIMKCS JIIOEH 13 PA3HBIX 3TI0X 00YCIOBUIIM MHOTO-
IPaHHOCTD XY[IOKeCTBEHHBIX ¥ KOMITO3UMLIMOHHBIX pelleHNi KOMII03UTopa
B JAHHBIX OITycax. Ha cerogHsImHmuii [eHb B MyOMMKaISIX HAaMU Yske ObUT ITpe[-
CTaBJIeH aHaMu3 orep «MaHaenbitam», « CIIMHO3a», «MHIITEVH». B 11e/10M Xe
TBOopyecTBO Canmuma KpbhIMCKOTO MOKa Masio M3y4eHO U MPeCTaBIseT 60/b-
IOV UCCIeA0BaTeNbCKUII MHTEpEC.

OUTSTANDING FIGURES IN THE OPERATIC WORKS BY SALIM KRYMSKY

The report is dedicated to a series of operatic works by Soviet and Russian
composer Salim Manusovich Krymsky (1930-2021). Over two decades, he
composed eight operas, primarily based on the biographies of prominent
figures of the Jewish people and the writings of Jewish authors.

From the very beginning of his career, following the traditions of the Russian
compositional school and the demands of the time, Krymsky immersed himself
in the world of folk music and contributed to the development of the national
musical culture of the republics where he lived and worked. Thus, he composed
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numerous works on Tuva and Karachay themes. The composer first turned
to the operatic genre in 1979 with “Nauruz ”(or “The Last Exile”)-the first
national Karachay-Cherkess opera and the only one of Krymsky’s operas to
be staged.

He returned to the genre many years later after moving to Moscow and
shifting from non-Jewish themes to Jewish folklore. His “14 Jewish Dances”
for chamber orchestra achieved particular success, being performed both in
Russia and abroad.

Years of studying sacred texts, literature, and Jewish folk music gradually
laid the groundwork for his future operas. He set several of David’s psalms
to music, composed cantatas based on biblical books (“Song of Songs” and
“Ruth”), and for the first time in Russia, used the complete text of Ecclesiastes
as the basis for a large-scale solo cantata in twelve movements. These works
were successfully performed in Moscow.

In 2001, Krymsky composed the opera “David”, followed by: “Maimonides”
(2003), “Mandelstam” (2007), “Five Kafka Tales” (2010), “Moon Ballad” (2012),
“Rachel” (2014), “Spinoza” (2016), “Einstein” (2018).

Excerpts from these operas have been performed in concerts. In them,
Krymsky draws on the works of Franz Kafka and Shmuel Agnon, portraying
the lives of Jewish historical figures—a biblical king, medieval philosopher-
scholars, a 19t"-century theater actress, and a 20t"-century physicist.

The musical fabric of the operas intricately weaves together Krymsky’s
earlier instrumental and vocal works. Their organic integration—whether a
Psalm of David, a Jewish orchestral dance, a violin sonata, a romance, or even
a children’s song based on his daughter’s book — creates a sense of reimagined
artistic evolution. A striking example is Mandelstam, which grows directly out
of a previously written vocal cycle.

A key feature of Krymsky’s style is his documentary approach.
He meticulously researched libretti, studied historical sources, and sought
authentic portrayals of his subjects. His operas make the past tangible: the
inconsolable Nadia pours out her despair in a final letter to Mandelstam;
Einstein plays the violin for his young son; Spinoza polishes a lens while
contemplating a treatise. Krymsky blends numbered operatic structures with
through-composed drama, using leitmotifs and leitgenres to achieve musical
cohesion.

The diverse lives of his subjects led to multifaceted artistic and
compositional solutions. To date, analyses of “Mandelstam”, “Spinoza”, and
“Einstein” have been published, but Krymsky’s oeuvre remains understudied
and holds significant scholarly interest.
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My3bIKa U MeToj,

Xasa BaxHukosa (LlImynesuu)
MY3bIKaTbHbIf KOHCYJIBTAHT IpoeKTa «JIamoH a-6ant», YuuBepcuret bap-UnaHa,

Pamar-Tan (U3panib)

PRO AUT CONTRA: K BOITPOCY UTEHTU®UKALIUU TTAPOOUNA
HA XACUJICKUE MECHU B EBPEVICKOM ®OJIbKJIOPE

VcTaHOB/IEHYE Pa3INuMs MEXIY apOAUIHBIM U Cepbe3HbIM JUTePaTypPHbIM
MpOM3BeLleHNEeM He BCerja TpUBMaabHO. 3BeCTHbI TPOM3BeSeHNMS, TapOuii-
Hasi IpUPOJia KOTOPBIX BbI3bIBajia CIIOPBI CPeIY UMTATENeN U UCCeloBaTeNeil.
PacrniplBUaTOCTb FpaHMUL, MEXY IEPBOMCTOUYHMKOM U €ro IapOAUIHBIM OTO-
6pakeHMeM CBOMCTBEHHA M MHOTMM aHTUXACUACKMM cOuMHeHusIM. [Topuiia-
IolIMe XacuAu3M IoJeMuIeckye U caTMpuuecKkue OIychl, IpUHaajiexalne
epy MacKuUIuM (TpUBepPKeHIIEB eBperickoro [IpocBeleHus) Wi MUTHArguM
(OIIIIOHEHTOB XacUAM3Ma), COIEPXKaIM MHOXKECTBO MapOAiiHbIX (GparMeH-
TOB, KOTOpbIe YMeJIO IO paskaay X0y MbILUIEHWSI, peuaM U ITeCHSIM XacuI0B.
HekoTopbie xacuacKue 06brdam Ka3anamchb KPUTUKAM «XaCUICKOM CEKThI» CTOMb
HeeCcTeCTBEHHBIMM M CTPaHHBIMM, YTO MHOTHA CaMO MX OIMMCaHMe BbI3bIBa-
JIO KeJlaeMblii KoMuueckuit 3¢ ¢dekT. B HeKoTopbie MapoauitHbie (pparMeHTbhI
BIUIETAIMUCh ayTEHTUUHbIE XaCUICKMe TEKCThI, Y JIUIIb OTJe/bHble CTUINU-
CTUYECKME HIOAHChI CBUIETEIbCTBOBAIM 00 OTUYSKAEHHOCTY OT XaCUICKOTO
[1epBOMCTOYHMKA U BbIZABaIM [apOAUIHBIN XapaKTep COUMHEHMS.
3bIOKOCTDb I'PAHMUILL MEKIY TapOIMeii ¥ XaCUICKUM VICTOUHMKOM MPUCYIIA
TaK)Xe eBpeiicKoil HapOJHO TTeCHe, U 3TO SIBJIEHME He ObLIO MCCIeq0BaHo.
[TocKoNMbKY OOBIKHOBEHME XaCUI0B UCIIOIb30BaTh HEEBPEICKIE SI3bIKY B rep-
MEHEeBTMYECKO ITPAKTHUKe U B TIECHSIX SIBJISIOCH U3ITI06IeHHO MUIIIEHBIO IJ15
HacMelllek, B CBOEeM JOKJIajie s IpOaHaIU3UPyI0 MMEHHO Te TIeCHU PeIUTu03-
HOJi TeMaTUKM, KOTOpbIe BKIIOYAIN B cebst HeeBpeiicKue SI3bIKM, U B eBpeli-
CKOM (DOSTBKIIOpe M3BECTHBI Kak B CEPhe3HbIX BAPMAHTAX, TAK U B OMOPUCTU-
yeckuXx. ByoyT nmpencraBieHbl pa3Hble BApMaHTbI TaKMX [1eceH, Kak « MUKUTKay,
«Kasauok», «Asib xeT» («3a rpex»), «['ynsit ayma» u «KarepmuHa-Momoguiis».
Wudopmanus o 1es1eBoit ayauToOpun 1 06CTOSITENbCTBAX VCTIOMHEHNS STUX
IeceH 3a4acTylo OTCYTCTBYeT. Kak MOXKHO YCTaHOBUTD pasinuue Mexny ce-
PbE3HBIMM XaCUACKMMM BapyuaHTaMM U UX MMapOAUITHBIMU «IBOVIHUKAMMU»?
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Kaxkoii n3 HuX SIBJISIETCSI UCTOUHMKOM, 8 KaKoii Ioapakanmem? 5 nmpoaHaim-
3UPYI0 TeMaTU4ecKue, CTUIUCTUIECKNE, My3bIKa/bHbIE, MHTOHAILIMOHHbIE
U KYJIbTYPHO-COLIMa/IbHble XapaKTePUCTUKY, KOTOPbIe CBOVICTBEHHBI PA3HBIM
BapMaHTaM 3TUX MeCeH ¥ MOTYT CITOCOOCTBOBATh MX UAEHTUOUKAIMY C TOM
WJIV VHOW TPYTIIION.

PRO AUT CONTRA: ON THE QUESTION OF IDENTIFYING PARODIES OF
HASIDIC SONGS IN JEWISH FOLKLORE

Establishing the distinction between parodic and serious literary works is
not always trivial. There are known works whose parodic nature has sparked
debates among readers and scholars. The blurred boundaries between the
original source and its parodic representation are also characteristic of many
anti-Hasidic compositions. Polemical and satirical opuses condemning
Hasidism, authored by maskilim (adherents of the Jewish Enlightenment) or
mitnagdim (opponents of Hasidism), contained numerous parodic fragments
that skillfully imitated Hasidic patterns of thought, speech, and songs. Some
Hasidic customs seemed to the critics of the “Hasidic sect” so unnatural and
strange that sometimes their mere description produced the desired comic
effect. Some parodic fragments incorporated authentic Hasidic texts, with only
certain stylistic nuances bearing witness to alienation from the Hasidic source
and betraying the parodic character of the composition.

The fluidity of boundaries between parody and Hasidic source is also evident
in Jewish folk songs, and this phenomenon has not been studied. Since the
Hasidic practice of using non-Jewish languages in hermeneutical practice and
in songs was a favorite target for ridicule, in my presentation I will analyze
precisely those songs of religious themes that incorporated non-Jewish
languages and are known in Jewish folklore in both serious and humorous
variants. Different versions of such songs as “Mikitka,” “Kazachok,” “Al het”
(“For the sin”), “Gulyay dusha” (“Rejoice, soul”), and “Katerina-molodytsya”
will be presented. Information about the target audience and performance
circumstances of these songs is often absent. How can one establish the
distinction between serious Hasidic variants and their parodic “doubles”?
Which is the source and which the imitation? I will analyze the thematic,
stylistic, musical, intonational, and cultural-social characteristics that are
inherent to different variants of these songs and may contribute to their
identification with one group or another.



YAcTb II. KOHOEPEHIMS «MY3BbIKA B KYJIBTYPE» 147

XaHna Epuw

He3aBUCUMBbIii uccaepoBaTens (V3panib)

Buabl HUTUPOBAHUS B XABAICKVX HUTTYHUM KAK ®OPMBbI
ABTOKOMMVYHUKALINN

Hurryaum B Xacuackoy Tpaguiumumn (XaCuamusm — peIurmo3HO-MUCTUYECKoe
HallpaBjieHye B uyfanu3me, Bo3HMKIIee B BocTouHoit EBporie Ha py6exke XVII—
XVIII BeKOB) IPUHSITO Ha3bIBaTh HaMeB 6e3 ¢I0B. [Ipy 9TOM BO MHOTMX HUT-
TYHUM TIPUCYTCTBYET BepOATbHBIN TEKCT, HO BCSI MHPOPMALIMSI COIEPKUTCS
MMEHHO B My3bIKe 1 Tlepe/iaHa C TIOMOLIbI0 MMMaHEeHTHBIX €if CpefiCTB.

B xabagckux HUTTyHuM (Xabaj — OHO M3 BeAYIIMUX HaIlpaBIeHUiT Xacuau3-
Ma, geknapupytouiee CiayxeHue yepes pa3yM) IIpyeMbl ULUTUPOBAHMUS UCIIOJb-
3YIOTCSI B KAUeCTBe SIPKOT0 BbIPa3UTeIbHOTO CPE/ICTBA, SIBJSIOTCS KYJIbMUHA-
LMOHHBIMM TOYKAMM KOMIIO3ULIMM U CTY3KaT KII0YOM K TOHMMAaHMIO CMBICIIOB.
CKJIOHHOCTB K IMTUPOBAHMUIO B €BPEIICKO KyJIbTYpe B LI€JIOM U XaCUICKO My-
3bIKE B YACTHOCTY BOCXOAUT K TAJIMYOMYECKOI 3110Xe (Tepuony Kogubukaumm
YcrHott Topsl, HauaBlIeMycs TTowie paspylieHus Broporo Mepycanumckoro
xpama B 70 TOZIy H.3.), KOT[ia €BpeiicKie cakpabHble TeKCThI CHOPMUPOBAINACH
KakK pe3y/bTaT JMajora pasHbIX yYaCTHMKOB, 3a4acTYIO Jaxe He HaXOAVBIUINX-
Cs1 B OBHOM MPOCTPaHCTBEHHO-BPEMEHHOM KOHTUHYYMe.

Cka3aHo, YTO, KOI/ia IT0elllb HAITYH, ero aBTOP MIpefiCTaeT Mepes TyXOBHbIM
B30POM IOIOIIETO B 6YKBaTbHOM CMbIC/Ie. [I03TOMY y3HaBaeMble GparMeHTh
pa3HbIX HAIEBOB BHYTPU TEKCTA BOCIMPMHMMAIOTCSI KaK 06pa3bl-CYMBOJIBI
CO3[ABIIMX UX MMEPCOHAINI U CTOSIMX 33 X MMeHamu utocobun u Mu-
pPOBO33peHMIA, @ caM IIpUeM LUMUTUPOBAHUS CITYXKUT CPEICTBOM CBSI3U C HUMU
Y MEXIy HUMMU.

B HUTTYHMM OTMEYAIOTCSI TpY 6a30BbIX BUIA BHYTPEHHETO LIUTUPOBAHMS
(peyb uIeT He O BHEIIHEM 3a/MCTBOBAHMM M3 MHBIX MY3bIKaJIbHBIX KYJIbTYD,
a 0 dparmeHTax, «KOUYIOUIMX» 13 ONHMUX HAIIEBOB B APYyIye B pAMKaXx TPaau-
UMM XacumoB Xabam): 1uTarta («IO0CJIOBHASI» KOIMS MCXOOHOTo (hparMeHTa),
aJTo3us (Y3HaBaeMblii HaMeK), Ko/utax (IpyIina UUTaT WK ajulio3yii B paM-
Kax OHOTO TEKCTa).

DT BUIBI COOTBETCTBYIOT TPEM «HAIIPABIEHUSIM» CBSI3U: ¢ B-rom (dveikus —
pactBopeHue nyiiu B Victounuke), ¢ Pebe (hiskashrus — cBsI3b Xacuia C IyX0B-
HbIM HactaBHMKOM), ¢ 0611MHOI (hisvaadus — xacuackoe 3actosibe). CBSI3b 3Ta
CYIIeCTBYeT He B [TapaiurMe «CBOe — Uyskoe», a B M3HayaJIbHOM HEPa3pbIBHOM
e[VIHCTBE CTOPOH, HA YPOBHE «CBOE — CBOE», UTO IT03BOJISIET TOBOPUTH O CBOETO
poJia aBTOKOMMYHMKAIUN.
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[IprMmepamy YIIOMSIHYTBIX BbILE BUIOB IIUTUPOBAHMS MOTYT CTYSKUTBD CJle-
oyroiye HareBbl: «lllanmonn THyoT» — HUITYH Tpex aBTopoB: baan I[llem Tosa,
PaBa Maruga u3 Mexkupud u pabu lllHeyp 3anmana u3 JIsg; «<HUTTYH U3K-
SIHUSI OyLIY» — HaIleB, KOTOPhIii pebe «Ilemax Ilemek» (TpeTuit raBa Xabana,
Menaxem Menayt IllHeepcoH) Mes 0ObIKHOBEHME TIE€Th, paCIIPOCTEPINNCH Ha
Moruie matepu; «Kaguin» pabu JleBu Mirxaka u3 Bepauuena.

TYPES OF QUOTATION IN CHABAD NIGGUNIM AS A FORM
OF AUTOCOMMUNICATION

In the Hasidic tradition (Hasidism is a religious-mystical movement of Judaism
that arose in Eastern Europe at the turn of the 17t"~18t centuries), a niggun
is typically understood as a wordless melody. However, many niggunim do
contain verbal text, though the core meaning is conveyed through the music
itself and expressed by its inherent means.

In Chabad niggunim (Chabad being one of the leading branches of Hasidism,
emphasizing service through intellect), quotation techniques are used as
striking expressive devices. They provide a key to understanding the deeper
meanings. The tendency toward quotation in Jewish culture in general-and
in Hasidic music in particular—goes back to the Talmudic era (the period of
codifying the Oral Torah, which began after the destruction of the Second
Temple in 70 CE), when Jewish sacred texts emerged as the result of dialogue
between various participants who often did not share the same time or space.

It is said that when one sings a niggun, its composer literally appears before
the singer’s spiritual gaze. Recognizable fragments from various melodies of
a niggun are perceived as symbolic images of their original authors—and of
the philosophy and worldview associated with their names. Thus, quotation
becomes a means of connection-with them and between them.

In niggunim, there are three basic types of internal quotation (this does
not refer to external borrowings from other musical cultures, but rather
to fragments that “migrate” between melodies within the Chabad Hasidic
tradition):

Quotation (a “literal” copy of an original fragment);

Allusion (a recognizable hint);

Collage (a group of quotations or allusions within a single composition).

These types correspond to three “directions” of connection:

With God (dveikus — the soul’s dissolution in the Source);

With the Rebbe (hiskashrus — the disciple’s connection with the spiritual
mentor);
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With the community (hisvaadus — the Hasidic gathering or festive meal).

This connection does not exist within the paradigm of “own vs. other” but
rather in an original, inseparable unity of the parties—at the level of “own to
own”-which allows us to speak of a kind of autocommunication.

Examples of the aforementioned types of quotation include the following
melodies: “Shalosh Tenuot” — a niggun by three authors: the Baal Shem Tov,
the Maggid of Mezeritch, and Rabbi Shneur Zalman of Liadi; “Niggun of Soul
Outpouring” — a melody the Rebbe Tzemach Tzedek (the third Chabad leader,
Menachem Mendel Schneerson) used to sing while lying upon his mother’s
grave; “Kaddish” by Rabbi Levi Yitzchak of Berdichev.
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My3bIKa U U300paskeHUe

Posa CepzeesHa AwkeHasu
MaryucTp BOCTOKOBeneHMs, apXUBUCT I/IHCTVITYTa JIMHTBUCTUYECKUX VlCCJ'Ie,CLOBaHVIﬂ

Poccwmitckoit akagemuyt Hayk, CaHKT-ITeTep6ypr

[TPOBJIEMBI U3YUYEHUS EBPEMCKO-TIEPCUICKOY MUHUATIOPHI:
NCTOPHUA U ITIEPCIIEKTHBbBI MCCJIEJOBAHMA

B naHHOM moK/Iaze aBTOp NMpeAIpyuMeT MOIbITKY U3JI0KEHUS UCTOPUY U TIep-
CIIEKTUB M3Y4YeHMs eBPeliCKO-TIepCUICKOM MUHMATIOPBI. EBpelicko-mepcu-
CKasi MMHMATIOpa — 9TO Pa3HOBUIHOCTb IIEPCUICKOI MMHUATIOPBI, KOTOpast
OBITOBAJIA B €BPEIICKUX PYKOMMUCSX, TPOM3BOAUBIIMXCS B MipaHe HauMHAs
¢ XVII o XIX BeK. ATOT BU[, €BPENICKOTO UCKYCCTBA, KaK U MHOTME IPYTHE UC-
KyCCTBA eBPEICKOTO MMpa, MUMeeT aMOMBAIEHTHYIO CTPYKTYPY. C TOUKM 3peHuUsT
TeXHUKM — 3TO TIePCHUCKAsT MMHUATIOPA, KOTOPAsI CTPOUTCS 110 M306pa3uUTeNb-
HbIM KaHOHAM IepCUCcKoi xkuBonucu. C Apyroii CTOPOHbI, eBPeNiCKO-TIepCH -
CKasi MMHMATIOpa HaTloJIHEHA CBOMM YHUKAIbHBIM UYAENCKMUM COlep)KaHUeM,
YTO OTPaskaeTcsl B CIOXKeTax UIUTIOCTPALiA.

Ha maHHBII MOMEHT M3y4eHMEM eBPeliCKO-NepCUACKON MUHMATIOPbI
3aHMMaJIMCh TOJbKO 3apybeskHble uccinenoBarenu. Cpeau Hux A. Teitnop,
O. Kapmenn, A. Amap, [Ik. ['yrmanH, B.B. MopyH, by paGOThI OITy6IMKOBAHbI
Ha MBPUTE U aHIVIMICKOM $13bIKe. HecMOTpSI Ha Hanuume UCCIef0BaHNI Bbl-
IIeyKa3aHHbIX aBTOPOB, OOTBIIMHCTBO M3 HUX HOCUT 0630PHBIN XapakTep.
VIX I1aBHOJ TeMOJi SIBJISIETCST 0630p MMEIOIIMXCST €BPEeiiCKO-TIePCUACKIX VILTIO-
CTPUPOBAHHBIX PYKONMCEN U UX CBSI3b C TpaAULIME IePCUACKON SKUBOMMCHA.

OnHaKo KpyT Mpo6yieM U3yuYeHUsT eBPeiiCKO-MepCHUICKO MUHMATIOPHI Ha-
MHOTO II1pe, YeM ee aTpUOYIMS K TOM MM MHOM TPaguInu, uTo, 6e3yCI0BHO,
TakKe SIBJISIeTCS] BaXKHOI 3amaveii. Cpey MMEIOIIMXCS Y HAC OITy6/IMKOBaHHbIX
MCCIIeN0BAHNI TOBKO ABE Pa6OThI pacCCMaTPUBAIOT MILTIOCTPAIIVY KOHKPET-
HBIX eBpeiicKOo-IIepCcuaACcKMX pyKoruceit. 9To ctathbsi O. Kapmenn «Tiure aron
ha-brit be-miniaturot parsiyot yehudiot» (na uBpure, «M306paskenns Kouera
3aBeTa B eBpeicKo-IepCUICKUX MUHMATIOpaX»), KOTOpast ocBenaeT rnpobe-
My usobpakenus KoBuera 3aBeta B MMHMATIOpax Mo3Mbl IMpanu «DaTx-
HaMa. [Ipyroii KOHIIeNTyaJbHOI paboTOli SIB/ISETCS CTaThsl HA MBPUTE A. AMap
«Moshe ve Musa - sipur Moshe be-Musa name. Bein yehadut le-islam be-rei
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ha-dorot» («Morire 1 Myca — uctopust Moucest B Myca-Hama. Mexxay mymans-
MOM ¥ MCJIaMOM B 3epKaJjie ITOKOJIeHUI»), KOTOpasi MOCBsIeHa MCTOUHMKAM
HEKOTOPBIX CIOKETOB B OLHON U3 €BPEiCKO-TIePCUACKUX PYKOITUCEN C TEKCTOM
rmosmel «Myca-Hama» [llaxmna Illvpasu. B maHHOJ cTaThe TakKKe 00CYKIAI0TCS
0COBEHHOCTHM, KOTOPbIE MOIIM Obl YKa3aTh HA PETUTMO3HYIO UAEHTUUYHOCTD
aBTOpPAa WITIOCTPALIMA, TOCKONbKY B HUX MMEIOTCS OTIpefie/ieHHble HETOUHOCTU
C MIO3ULIUY UY[EeCKOro KAHOHA.

Ha maHHbI/ MOMEHT, 10 MHEHMIO aBTOPA IOK/Ia[a, MMeeTCs G0/IbILOi KpyT
BOITPOCOB, KOTOPBIE TOJKHBI OBITh OCBEIEHBI B MCCIEIOBAHMSIX €BPEIiCKO-
MepCUICKO MUHMATIOPHI B OyayiieM. [lajibHeliliee U3yueHue JODKHO ObITh
IJIaBHBIM 06Pa30M CKOHIIEHTPUPOBAHO HA MJLTIOCTPAIMSIX KOHKPETHBIX €B-
pelicKo-IepcuaACKUX pyKomuceii. MHOTMe MUTIOCTpalMy He aTpubyTUpoBa-
HBI HY T10 LIIKOJIe SKMBOIIMCH, HY 110 BpeMeHM co3faHus. Kpome Toro, MHOTME
MMHMATIOPBI He OIpefiesieHbl 110 CIOXKETY, TO eCTb HEM3BECTHO, UTO MUMEHHO
Ha HUX U306paxkeHo.

IMocnegHee HA YTO XOTENOCh O6bI 06PATUTh BHUMAHME — 3TO OTCYTCTBUE
KOMITapaTUBUCTCKUX UCC/IeTOBAHUIA BHYTPU CaMOM €BPeiiCKO-IepCUaCKOM
Tpaguuuu. B HallleM pacropsbkeHUy MMeITCs HEKOTOpbIe TT03Mbl, KOTOpbIe
JOIIUIM IO HAC B HECKOJBbKUX CITMCKAX, OMHAKO UX CPaBHEHME MeKAY COO0ii
HUKOT[Ia He TTPOBOAMIIOCh. OTU U IPYrye BOMPOCHI MOJJIeXaT JalbHeliemMy
M3YUYEHUIO U KAYT CBOETO MCC/IefoBaTes.

THE PROBLEMS OF STUDYING JUDEO-PERSIAN MINIATURES:
HISTORY AND PROSPECTS OF THE RESEARCH

In this report, the author will attempt to outline the history and prospects of
studying Judeo-Persian miniature. The Judeo-Persian miniature is a type of
Persian miniature that was used in Jewish manuscripts produced in Iran from
the 17 to the 19! centuries. This type of Jewish art, like many other arts of
the Jewish world, has an ambivalent structure. From a technical point of view,
this is a Persian miniature that is built according to the pictorial canons of
Persian painting. On the other hand, Judeo-Persian miniature is filled with its
own unique Jewish content, which is reflected in the plots of the illustrations.

At the moment, only foreign researchers have studied Judeo-Persian
miniature. They are A. Taylor, O. Carmeli, A. Amar, J. Gutmann, V.B. Morin,
whose works have been published in Hebrew and English. Despite the presence
of studies by the mentioned authors, most of them are review of the Judeo-
Persian illustrated manuscripts and their connection with the tradition of
Persian painting.
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However, the range of problems in the field of studying Judeo-Persian
miniatures is much broader than their attribution to a certain tradition. Among
the published studies we have only two works that examine the illustrations
of specific Judeo-Persian manuscripts. This is the article by O. Carmeli “Tiure
aron ha-brit be-miniaturot parsiyot yehudiot” (in Hebrew, “Images of the Ark
of the Covenant in Jewish-Persian Miniatures”), which highlights the problem
of the image of the Ark of the Covenant in the miniatures of Imrani’s poem
“Fath-nama”. Another work is the article in Hebrew by A. Amar “Moshe ve
Musa — sipur Moshe be-Musa name. Bein yehadut le-islam be- rei ha-dorot”
(“Moses and Musa - the story of Moses in Musa-nama. Between Judaism and
Islam in the mirror of generations”), which is devoted to the sources of some
miniatures in one of the Judeo-Persian manuscripts of the poem “Musa-nama”
by Shahin Shirazi. This article also discusses features that could indicate the
religious identity of the author of the illustrations, since they contain certain
inaccuracies from the standpoint of the Jewish canon.

At the moment, according to the author of the report, there is a large range
of issues that should be covered in futher studies of Judeo-Persian miniatures.
Many illustrations are not attributed either by school of painting or by time of
creation. In addition, many miniatures are not identified by plot. The last thing
I would like to mention is the lack of comparative studies within the Judeo-
Persian tradition. We have some poems that have come down to us in several
copies, but they have never been compared with each other. These and other
issues are subject to further study and await their researcher.
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Tonemexun BatioxanosHa Hlamuniu
JIOKTOP MCKYCCTBOBeZ,eHUs, BeAYLLMii HayUHbI} COTPYAHUK ['0CynapCTBEHHOTO MHCTUTYTA

MCKYCCTBO3HAHMSI, PyKOBOAMTENDb ITpoeKTa «My3bIka B KyJIbType»

O PEKOHTEKCTYAJIM3ALIMM OBPA30B B EBPEMICKO-TIEPCUICKOM
PYKOIIMCHU MS 1398 113 KOJUIEKLIMU DJIbKAHA HATAHA ATIJIEPA

BbI61past peKOHTEKCTYaan3alnio Kak OMTUKY /IS M3yueHMUsT 06pa30B IMIaBHBIX
IePCOHaXKeN B eBPeNiCKO-TIePCUACKON PYKOIIMCHOM KHUTE, CO30aHHOM B 3T10XY
nipaBienus guHactuu CedeBunos (1501-1722), s onmpaioch Ha UCC/IeIOBaHMe
[lepa JInHenns1 u ero OCHOBHbIE MMOJOXKEHMSI, Kacaloluecs MOHSITHUI TEKCTa,
KOHTEKCTa U peKOHTeKCTyamu3anyy. OH TOBOPUT, YTO «II060# IUCKYPC WU
TEKCT BCTPOEH B MaTPUIly KOHTEKCTOB, COCTABJIEHHYIO 13 MacCcyuBa pas3jiny-
HbIX KOHTEKCTHBIX PECYPCOB: TIPeIIeCTBYIOMMIA IUCKYPC, KOHKpeTHas Gu-
3MyecKas cpena, Jonu (M MpefonoskeHns 0 JTIJSX) C UX MeXITMYHOCTHBIMU
OTHOIIEHUSIMM, Pa3IMUHbIe BUABI GOHOBBIX 3HAHWIA, OTIPeie/IeHMS CUTYaIMIi
(bpevimbl), Momeny 06CYKIaeMbIX TEM U T.[1I.», U UTO «Pa3/IMUHbIE KAHPBI, TVC-
KypCUBHBIE COOOIIECTBA ¥ KOMMYHMKATUBHbBIE CUTyalMM OYOYT MCIOMb30BATD
KOHTEKCTHbIE PeCcypChbl pa3HbIX BUJIOB U B Pa3HbIX coueTaHusIx». [lo MHeHUIO
JIuHenns, «TeKCT UM OUCKYPC He MPOCTO COCTOUT U3 T10C/IeI0BATEIbHOCTHU
BbICKA3bIBaHMIA; CYILIECTBYIOT COITYTCTBYIOIINE KOHTEKCTBI, MO/ JeP>KUBAIOII/e
CBSI3HOCTb M HETIPEPBIBHOCTD JIMCKYPCa U €r0 MHTePIIpeTnpyeMocTb. KoHTek-
CThl HEOOXOAVMBI 1) IOHVMMaHMs (hparMeHTa OUCKYpCa; Mbl MOKEM CKa-
3aTh, BKPATIle, UYTO IOHMMaHMe OCHOBaHO Ha COOTHECEHUN TOT0, UTO A,O/KHO
6BITh MHTEPIIPETVPOBAHO U TMOHSITO, C YeM-TO, HA60POM KOHTEKCTYaJIbHbIX
CBOJICTB, KOTOPBIE YK€ U3BECTHBI MJIN (UaCTUYHO) MOHAThI. KOHTEKCTHI MMe-
10T XapaKTePHYIO IBYCMBICJIEHHYIO IIPUPO/Y; OHM YaCTUYHO HAXOISITCSI BHE
JIMUCKypCa UM TEKCTa, HO B TO Xe BpeMs JUCKYPChI X UX COOTBETCTBYIOIIE
KOHTEKCTBI COCTaBJISIIOT APYT Apyra. Bce 3TO 03HauaeT, 4YTO OUCKYPChl U UX
KOHTEKCTBI IIPeAIIoNaralT U IogpasyMeBaloT Ipyr APYTa, M UTO YacCThb IUC-
Kypca He MOKeT ObITb M3bsSITA U3 HAHHOM MaTpPUIIBI KOHTEKCTOB 6e3 M3Me-
HEHMSI ee MHTEPIIPeTaIMii WUIK ee TTOTeHI[Masa ObITh MHTePIIPEeTUPOBAHHON
orpeeeHHbIM 06pa3soM».

Vcrionb30BaHye NaHHOM ONTUKM MPUMEHSIeTCS] Ha 6a3e JIOTMKO-CMBbICTIO-
Boro noaxoga A.B. CMMpHOBa ¥ MeTOJa KOHTPACTHOTO aHalu3a, B OCHOBE
KOTOPOTO JIEKUT MIPUHIIUII TO )K€ — MHAYe: OH MO3BOJISIET YBUETh CMBICIIO-
BbIe Pa3IMuusl IPU CPaBHEHMM, KA3aJ0Ch Obl, TTOXOKMX Belleil U TPy 3TOM
136ekaTh Kazyca HeCMCTEMHOTO CpaBHEHMS BUIIHY M MsIica HA OCHOBAHUU
OIHOTO W psizia OBIIMX CBOVICTB, HAITPMMEP KPACHOTHI M MSITKOCTH. BHEITHSIS
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TOXOXXEeCTb MUHMUATIOP, WITIOCTPUPYIOIIMX OIUH U TOT XKe TeKCT, HallMCaH-
HbIV Ha TIePCUACKOM SI3bIKe apabCKUM U eBPEeiiCKMM MMCbMOM, OKa3bIBAETCS
KpajiHe WIJIF030PHOJ B paMKax OLHOM 3IT0XY U UTIOCTPATUBHOM TpaauLInu,
orpaHndyeHHOM XVII BeKOM — BpeMeHeM IOSIBAeHMS WTIOCTPUPOBAHHOM €B-
peVicKo-epCuaCKO KHUTH.

CpaBHMBaeMble MMHUATIOPHI SIBJISIIOTCS IIPUMEPOM Ipefie/ibHO KOHTPacCT-
HOJ BU3yaJIbHOM MHTEpPIIpeTaluM CMbIC/Ia TTO3Mbl HM3aMy HaCTO/IbKO, Ha-
CKOJTBKO Pa3JIMYHbI €BPEeVICKas peJIMTMO3HASI Y MCTIaMCKas CybuiicKas MbIC/b,
reperaBaeMble XyI0KECTBEHHbIMMU, & He TI03TUYECKUMU CPeJCTBaMU BbIpasiu-
TebHOCTY Yepe3 MIUTIOCTPALIU K OBHOMY U TOMY K€ CIOXKETY.

Takum 06pa3om, 11eJib TOK/Iaa — BCKPBITh TMTOTEHILIMAJ eBPeiicKo-T1epCcuI-
CKOJi PYKOIIMCHOV KHUTM KaK MPUCYIIEeii eif M3HAYaJbHO MHTEHLIUM ObITh
MTOHMMAaeMO¥ OIpele/IeHHbIM 06pa30M — TaKUM, KOTOPbIA He HapYIIAI ObI
601b111071 TeKCT eBpeiicKOi TpaguiMy B TTOJUITHUYHOI M MHOTOSI3bIYHOI
KyabType snoxu CedeBumos. [lajiee cocpemoTOUMMCS Ha 00pasiie eBpeiicKo-
MEePCULICKON PYKOIIUCH U3 KouleKy dnbkaHa Hatana Apyiepa MS 1398, ne-
JIMKATHO aTpuOYMPOBAHHOII ee XpaHUTeISIMU Kak «XocpoB u [Inpua» Huzamm
T'aH[KeBM BBULLY YTEPSIHHBIX IT€PBBIX JIMCTOB ¥ HEBO3MOKHOCTM YCTAHOBUTD
ee TOUHOe Ha3BaHMe.

ON THE RECONTEXTUALIZATION OF IMAGES
IN THE JEWISH-PERSIAN MANUSCRIPT MS1398
OF THE COLLECTION OF ELKHAN NATAN ADLER

Using recontextualization as an optic for studying the images of the main
characters in a Jewish-Persian manuscript created during the Safavid dynasty
(1501-1722), I rely on the research of Per Linell and his main propositions
concerning the concepts of text, context, and recontextualization. According
to his theory, discourse or text is embedded within a matrix of contexts that
are necessary for understanding a fragment of discourse; discourses and their
contexts imply and presuppose each other, and a part of discourse cannot be
extracted from this matrix of contexts without altering its interpretations or
its potential to be interpreted in a certain way.

This perspective is applied by me based on A.V. Smirnov’s logical-semantic
approach and the method of contrastive analysis, which is grounded in the
principle of “the same—otherwise”: it allows for the identification of semantic
differences when comparing seemingly similar things, while avoiding the
pitfall of unsystematic comparison—such as comparing cherries and meat
based solely on shared properties like redness or softness.
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The external resemblance of miniatures illustrating the same text, written
in Persian using Arabic and Hebrew scripts, proves to be highly illusory within
the framework of one era and the illustrative tradition limited to the 17t
century—the period of the emergence of the illustrated Jewish-Persian book.
The miniatures compared serve as examples of an extremely contrasting visual
interpretation of the meaning of Nizami’s poem, as distinct as the Jewish
religious and Islamic Sufi thought are, conveyed through artistic rather than
poetic means of expression via illustrations for the same story.

Thus, the goal of this presentation is to reveal the potential of the Jewish-
Persian manuscript as inherently intended to be understood in a particular
way-one that would not violate the broader Text of Jewish tradition within the
polyethnic and multilingual culture of the Safavid era. Subsequently, I focus
on an example of a Jewish-Persian manuscript from the collection of Elkhan
Nathan Adler, MS 1398, which has been delicately attributed by its custodians
as “Khosrow and Shirin” by Nizami Ganjavi, due to the lost initial pages and
the impossibility of determining its exact title.
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Hzanuti Hocugosuu 3emyosckuii
JIOKTOP JICKycCTBOBeneHust, mpodeccop (CILIA)

MYVY3BIKAJIBHAS KOHUETILIMA [TO3TUKU [HIATAJIA

WccnepgoBanne nmostuky llarana — Most 3aBeTHast MeuTta. HacTosmmii moxkiam —
ouepenHast IOIbITKA OObSICHUTD IITyOMHHOE CBOeo6pasye sKMBOIMCHOI T0-
atuky lllarana Kak MO3TUKY 110 CYTM My3bIKaJAbHOI; SI HA3BaJI €e IO3TUKOI
MPEeOI0AEeHHO rpaBUTALIVN.

CnauaJia 1 06Hapo#OBaJs CTaThIO 1O Ha3BaHMeM «Bojie6Has ckpurka Illa-
raja» (MysbIKajabHas akagemust, 2015, N2 3). Ee aHmmiickuii mepeBof, yBUIen
CBET HeJaBHO — Kak 3mumjor KHuru «Magic Violin: Jiidische Musikkultur und
Moderne» (Wiesbaden: Harrassowitz Verlag, 2024). 3mecb chopMynTMpOBaHbI
MpeAIIOChUIKY MCCIeJOBAaHMS U €ro BCeolpeesiiollye TUIIOTe3bl U HallpaB-
yenust (Hanpumep Illaran kax ronuskaHpoBast «S-Tpaauiiys», Kak GoIbKIOp
C OCO3HaHHBIM aBTOPCTBOM). B yacTHOCTM, apryMeHTMUPYeTCss HOBOE ITOHMU-
manue Illarama kak Homo Polyphonicus — B cBoeM TBOpYECTBE XYIOXKHUK
IEeMCTBUTETBHO ObUT MPUHIIUITUATBHBIM MOAMGOHUCTOM — €CTY YTOTHO, KOM-
MO3UTOPOM CBOMX MHOTOTOJIOCHBIX BU3YaIbHbIX KOMIIO3ULIMIA.

3ateMm, B Mae 2021 roga B MockBe, B hopmaTe OHJIalH MMesta MmecTo [TepBast
MeXIyHapoaHasl MeXAVCLUIUIMHAPHAS CecCusi TI0 eBPeiicKOMY MCKYCCTBY, Ha
KOTOPOJ1 51 BBICTYIIMII € coobuieHneM «Mapk Illaran: Tpuymd corpuyacTHo-
CT¥». B ero MHTMMHOM aBTOOMOrpadueckoM «3MTHC» (Ha UAMILE «CBOE» VN
«TO, YTO MPUHALJIEKUT MHE»), B €r0 XyJ0KeCTBeHHOM «SI-Tpaguimm» uapur
TOTa/bHAsl COMPUUACTHOCTD. lllaran CJIOBHO IepefenbiBaeT MUPO3[aHMe 3a-
HOBO, COIJIACHO CBOMM MeanaMm, IpuaaBasi eMy HeOXKMUJaHHYIO U CUaCTIMBYIO
COIMPUYACTHOCTD BCETO Ha CBeTe BceMy cBoeMy. ['paHano3Hoe Hacienye lllara-
JIa — 9TO YHUKAJIbHOE COOpaHye COMPUYACTHOCTEN, CYIeCTBYIOIIee COrIacHO
HeICaHHOMY 3aKOHY COITPUYACTHOTO MbILIIeHMS (T€3MChI JOKIAI0B U3JaHbI
B kKHure «Boctok PyBuma Masesis». Cocr. I.b. llamwuiinnm).

B nekabpe 2025 roga, Ha BTopoii ceccuu 1o eBpeiickOMY MCKYCCTBY, S CO-
CPeAOTOUYMBAIOCH HA 3araIoUHOM (heHOMeHe TaK Ha3bIBAeMOT0 I[BETHOTO CITy-
Xa KMBOIMCLA U Jaxe Ha TUIIOTe3€ O BO3MOXHOM MHTOHALIIOHHOM 3PeHUU
XymoskHMKa. He 6epych yTBepskaaTh, cormacuics 6u1 cam Illaran ¢ mep3skum
Te3ucom JIbBa IllecToBa («... I7TaBHOE, CaMOe HY>)KHOE — YBUIETb HeJTb351: MOKHO
TOJIBKO YCJIBIIIATB»), HO YBEPEH — XYL OXKHUKY 11araJ0BCKO My3bIKaJIbHOCTU
M PEAKOro Japa B TOM, UTO ST HA3bIBaIO KMBOICHOM OPKeCTPOBKOIA, ObIIIO HE
Yy criennduueckoe foBepye K My3bIKaIbHOMY CTyXy. EMy TpyHaIIesKUT
3HaMeHaTe/lbHOe MpU3HaHMe: «5 BOCIPUMHMMAIO Bely TOJbKO BHYTPEHHUM
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cryxom». Harmommio, uto Illaras urpajt Ha CKpUIIKe, TIeJT IIOAPOCTKOM B CMHA-
rore, BCIO KM3Hb I1eJT WY CTyIIaa MY3bIKY BO BpeMsl paboThl. CBOe TBOPUECKOoe
Kpemo oH GYKBaJbHO OTUYEKAHMII: «SI Bcerma mycaja Takue KapTHUHBI, e BCe
KpacKy 10 eqVHOJ GBI TepertoyHeHbI JTI060BbIO K JIIOASIM». «[Jo6pomeTeb
1 11060Bb — 110 MO€J1 TEPMMUHOJIOTUM — 3TO I[BET U CBET».

He mMHe cyauTh, HACKOIBKO YOeOMUTEIbHBIMM OKAKYTCS MOV aHAIM3bI U ap-
I'yMeHTHI. [[06aBIIo NI OGHO: IToMuMo pabot [llarana B Jokiaze IpuBjIeKa-
I0TCSI TaK’Ke YHUKAIbHbIE MY3bIKaJIbHO-IIBETHbIE CHOBUIEHNS, IIPU3BAHHbIE
[10-CBOEMY IPOSICHUATD ¥ MPOMUJUTIOCTPMPOBATD IIapagoKCcaabHOCTh BbIIBUIA-
€MBbIX TUIIOTe3.

TOWARD A MUSICAL CONCEPTION OF CHAGALL’S POETICS

It has been a cherished dream of mine to study the poetics of Marc Chagall. The
present work is my latest attempt to shed light on the deeply original nature
of Chagall’s pictorial poetics, and to show how this poetics is musical in its
essence. I call it the poetics of overcoming gravity.

My first published thoughts on this subject are to be found in an article
entitled “Chagall’s Magic Violin” (Muzykal’naia akademiia [Musical
Academy], 2015, No. 3). It has recently appeared in English translation as
an epilogue to the book “Magic Violin: Jiidische Musikkultur und Moderne”
(Jewish Musical Culture and Modernity) (Wiesbaden: Harrassowitz Verlag,
2024). In this article, I laid the groundwork for the present study, including
its overarching hypotheses and argumentation (for example, the notion of
Chagall as a polygeneric “I-Tradition,” my term for folklore that has a specific
author). I argue in particular for a new understanding of Chagall as Homo
Polyphonicus, an artist who in his work was fundamentally a polyphonist—a
composer of many-voiced visual compositions, if you will.

Later, in 2021, when the First International Interdisciplinary Session on
Jewish Art was hosted in Moscow and took place online in a virtual format,
I contributed a paper entitled “Marc Chagall: The Triumph of Co-Participation.”
There I argued that Chagall’s intimate and autobiographical “eygns” (in
Yiddish, “one’s own,” or “that which belongs to me”), his artistic “I-Tradition,”
is structured by a dominant guiding principle of total co-participation. It is
as if Chagall is remaking the universe, creating it anew according to his own
ideals, and in the process bestowing upon it an unexpected and happy co-
participation between everything in the world and everything within him.
Chagall’s great legacy is this unique coming together of co-participations
which exist according to an unwritten law, the law of the co-participations of
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thought. (An abstract of the Session’s papers can be found in Vostok Ruvima
Mazel’ia (“The East of Ruvim Mazel”), compiled by Giul’tekin Shamilli.)

In December 2025, at the Second Session on Jewish Art, I will be focusing
on the mysterious phenomenon of chromesthesia, or the painter’s ability to
hear colors, as well as on a hypothesis about the artist’s ability to visualize
intonations. I cannot say for sure whether Chagall would agree with Lev
Shestov’s daring suggestion that “...the most important, most necessary thing
is not to see, but only to listen,” but I am certain that this particular belief in
the power of musical hearing would not have been alien to an artist of Chagall’s
musicality, possessed of that rare gift that I call painterly orchestration. It was
Chagall indeed who made the remarkable confession: “I perceive things only
by means of inner hearing.” Let us remember that Chagall played the violin,
sang in the synagogue as a youth, and all his life sang or listened to music
while he worked. He described this experience literally in his artistic credo:
“I was always painting pictures in which each and every color was saturated
with love for my fellow people.” “Virtue and love: in my own terminology,
these are color and light.”

It is not for me to say how convincing my analyses and arguments may
prove to be. I will add just one more thing: aside from the works of Chagall,
this paper also draws on a number of unique musico-painterly dream-visions,
which I have included so that they may in their own way help to clarify and
illustrate the paradoxical nature of my hypotheses.
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FOnus Bukmopoena babuu
MarucTpaHT Poccuiickoro rocyapCcTBeHHOTO TyMaHMTapHOTO YHUBepcuTeTa, MockBa;
HAYYHBIl PYKOBOOUTENDb — AjleKcaHap BukToposmnd MapKoB, JOKTOp Gumonornyeckux Hayk,

IOLEHT POCCHMIICKOTO TOCYAapCTBEHHOTO T'YMaHMTapPHOTO YHUBEPCUTETA

MY3BbIKA B LIUKJIE MAPKA IIIATAIA «BUBJIEVICKOE IIOCJTAHUE»
KAK MHCTPYMEHT U30BPAKEHUSI UCTOPUM EBPEMICKOT'O HAPOJIA

B mokname ucciepyetcsi, Kak Mapk Illaran B uykie «bubneiickoe rociaHue»,
BKJIIOYAsI My3bIKaJIbHble MHCTPYMEHTBHI B Xy[IO3KECTBEHHYIO ITPOrpaMMy, TOKa-
3bIBAET MICTOPUIO €BPEIICKOro Hapoa B KoHTekcTe KaTacTpodsl eBporieiickoro
eBpeiicTBa XX BeKa, — Iie My3blKajJbHbIe MHCTPYMEHTBI He TIPOCTO CMMBOJIBI,
HO «I'0JI0OCa» TPaBMaTUUECKOTO O1IbiTa XX BeKa. O6bSICHSIETCS, [TOYEMY MY3bI-
KaJIbHbIE MHCTPYMEHTBHI CTAHOBSITCSI KJIOUOM K TIO06HO MHTEPIIpeTaln.
B mukie «bubseiickoe rnmocianue» Mapk Illaran uepes nmpusmMy CBSI3U MY3bI-
KU ¥ KOJUIEKTMBHOM MaMsTy, KOTOpast SIBJISIETCS LieHTPaJIbHbIM 3JIEMEHTOM
eBpeiickoil Gunocodum 1 CBSI3bIBAET MMPOIUIOE C HACTOSIIMUM U OYyIyIIUM,
C TIOMOIIBIO MPOIIJIOTO OOBSICHSET HACTOSIIEE M ITOKa3bIBAET, KaK MOCIe-
CTBUSI COBEPIIEHHBIX MOPAIbHBIX BIOOPOB BIMSIOT Ha GymyIee. XymOsKHUK
CO3JaeT IMYHYIO BU3YalIbHYI0 PUTOPUKY U PACIIMpPsieT CMbICJIOBOE 3HaUeHNe
MY3bIKaJTbHBIX MHCTPYMEHTOB B I[MKJIe «B1beiickoe mocaHye»: 3T0 He TOb-
KO CMMBOJI, C TOMOILbI0 KOTOPOTO XYILOXKHMK ITPELICTABISII 3al1afHOMY MUPY
CBOIO €BPECKYI0 UIEHTUYHOCTD, — My3bIKaJIbHbI€ MHCTPYMEHTbI CTAHOBSITCS
rOJIOCOM €BPeiicKoro Hapona u peakiiueii Ha KatacTpody eBporeiickoro es-
pericTBa. Mapk Illaran 1oj1s1 pacckasa ImepeocMbICIEHHO UM UCTOPUM, UTOObI
JIOHECTH ee 10 HACTOSIIIMX U OYAYIIMX TOKOTEeHWH, BbIOMPAeT MMEHHO SI3bIK
MY3bIKM — YHMBEPCAJIbHBIN U MOHSITHBIN BCeM HapozaM. Llenb mccnenosa-
HUS — OTIPeeNUTh, KaK My3bIKaJbHbIe MHCTPYMEHTHI B IIMKIe «Bubneiickoe
nocianne» Mapka Illarana, CTaHOBSATCS MHCTPYMEHTOM [IJIST M300paskeHUST
MCTOPUM eBPEICKOTO Hapoa B KOHTEKCTe peakuuy Ha KatacTpody eBpormeii-
CKOTO eBpelicTBa XX BeKa.

Vicxopst 3 mocTaB/IeHHOI Ly OIpeiesisiioT sl Caelyoue 3a1aumn:

— 0XapaKTepu30BaTh OCOOGEHHOCTY MY3bIKaJbHOI KYJIbTYPhI B €BPeCcKOit
TpaguLuK;

— IaTb XapaKTePUCTUKY M306PasKEHNIO My3bIKATbHBIX MHCTPYMEHTOB B Xy-
IOXeCTBEeHHOV nmporpamme Mapka llarana;

— OTIPeAeNUTh, Kak C TIOMOIIbIO M300pakeHMST My3bIKaJIbHBIX MHCTPYMEH-
TOB B 1IMKJIe «Bubneiickoe noctanue» Mapk Illaran pacumpsieT CMbICT ITPO-
M3BeleHus;
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— 0XapaKTepu30BaThb POJIb SI3bIKa MY3bIKM B KOHTEKCTE TPaBMaTUUECKOTrO
onbiTa XX Beka.

My3bika BbIZe/ISIeTCs KaK OAMH M3 HallMOHAIbHO-OKPAIlleHHbIX 3JIEMEHTOB
KYJIbTYPbI €BPEICKOTO HApOJA Y BBICTYIIAET CPEICTBOM CaMouAeHTUDUKAIIN.
B mapcrBoBaHue JlaBuaa Mysbika ObljIa YaCThI0 XpaMOBOIoO puTyasa. Pas-
PBIB B TPaAMLIM U yTpaTa CBeJEeHMI O HEKOTOPbIX MHCTPYMEHTAX CBSI3aHbI
C 3aIIpeToM UIPbI B 3HAK Tpaypa Iowie paspyiieHusi Broporo Xpama. 3atem
MPOM30ILIO BO3POXIEHME UHCTPYMEHTATIbHOM TpaAulMM, OOHAKO 3a1peT
MPOJI0JIKAET eiiCTBOBATh MO0 Cy660TaM U B AHM GOJIbIIMHCTBA MPa3gHMKOB
rooBOro MKiIa. [ToHATHe «eBpeiicKas My3bIKa» HauMHaeT GopMIPOBaTHCS
B cepenyHe XIX BeKa ¢ BXOKIEHMEM eBpeeB B 00IeeBPOIIEIiCKOe KYJIbTYPHOE
npocTpaHcTBo. [Ipoliecc saMaHCUIIaLMY MU3MEHSIET CaMOCO3HaHMe, U COXpaHe-
HIe TPAAUIIMOHHOTO Hacaenus obpeTaeT elie 60JbINYI0 IIeHHOCTb.

My3bIKa/JIbHbIE MHCTPYMEHTBI — 3HAUMMBIV 3JIEMEHT >KMBOIIMCHOJ PO-
rpamMbl Mapka llarasa HaumMHas ¢ MepBOro NapyKCKOro repuoga. byoyun
MpefCcTaBUTEIEM €BPEICKOI OOIMHBI, TOTPYKEHHOI B 60TaTyI0 TpaguLIuIo
Y UCTOPUIO, XYLO>KHMK UCIIONb3YyeT COLMaabHble PaMKU [TaMSITH IJ1 CO3aHMUSs
XYIOKeCTBEHHBIX 06pa30B, UYTOOBI IIPEICTABUTD 3aMaJHOMY MUPY €Bpeii-
CKYI0 MIEHTUYHOCTD, BAXKHYIO YaCTbh CBOETO 3THMYECKOro Haciaenus. Hapsnmy
C TAaKMMM CMMBOJIAMU IIPUHAJIEKHOCTH K KY/IbType UAMIIKANT, KaK MeHopa,
cBUTOK Topbl, TeKCTHI 13 [I1caHusl Ha UBPUTE, TETPArpaMMaToH, TeQINH,
TaJUT U rekcarpamMma, Mapk Illaran BBOIUT B Xy[0KeCTBEHHYIO ITPOTPaMMy
MYy3bIKaJIbHbIE MHCTPYMEHTBI: XaMuib ((ieiita), MalIpoKUT (IyaKa), Xalolpa
(Tpy6a), modap (por), CKpUIKa, KUHHOp (iupa), Tod (6y6eH). CBSI3b My3bIKK
Y KOJJIEKTVMBHOM MaMSITU B €BPeiiCKOl Ky/lbType 3aJaeT OCHOBY AJISI BU3Y-
aJbHO puTopuKK Mapka Illaraa B 1ukiie «Bubseiickoe mociaHue», roe My-
3bIKaJIbHbIE MHCTPYMEHTHI TETIEPH He ITPOCTO CUMBOJIBI 1 CITOCO6 1M306pasnTh
€BPeiiCKYI0 MAEeHTUYHOCTD [IJI5 3a11aJHOT0 MUpPa, HO U «T'0jI0Cca» TpaBMaTuye-
CKOro onbITa XX Beka.

B eBpeiicKkoit KyJIbType CMMBOJIbI HE 00J1alal0T CTATMYHBIM 3HAUEHMEM.
OHM MepeoCMBbICISIOTCS B 3aBUCUMOCTM OT MCTOPUYECKOTO KOHTEKCTa U JIy-
XOBHBIX HY>XZ, Hapoga. Mapk Illaran npusbiBaeT BCIIOMHUTD He TOIbKO IMPO-
II7I0€, HO ¥ OCMBICIUTD HAacTOsIIIee U Gymyiiee. My3bIKaabHbIe MHCTPYMEHTBI
B LVIKJIe «Bubieiickoe MociaHue» paciumpsiioT 61O/ IeiCKMii CIOXKET U IIPUIAI0T
eMy o6asbHOe 0b6IeuenoBeuyeckoe 3BydaHme. XyqoskHMUK BeJeT UCTOPU-
YeCKUit AMAOT Y UCTIONb3yeT MY3bIKY KaK YHUBEPCATbHOE CPEeNCTBO 0bIe-
HUS — ¢ Borom, ¢ eBpeiickuM HapOAOM, CO BCEMU HapomaMu U C OyoyIIuMu
TTOKOJIEHUSIMM.
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MUSIC IN MARC CHAGALL’S “BIBLICAL MESSAGE”:
A VISUAL INSTRUMENT OF JEWISH HISTORICAL MEMORY

This paper explores how Marc Chagall, through incorporating musical
instruments into the artistic framework of his cycle “Biblical Message”,
represents the history of the Jewish people within the context of the Holocaust
of European Jewry in the 20t century. Musical instruments here transcend
mere symbolism, emerging instead as the “voices” of traumatic 20™-century
experiences. The study elucidates why musical instruments become key to
this interpretation. In “Biblical Message”, Chagall employs the connection
between music and collective memory-a central element of Jewish philosophy
linking past, present, and future—to interpret contemporary realities through
historical narratives. He further demonstrates how moral choices of the past
impact the future. The artist creates a distinctive visual rhetoric, significantly
broadening the symbolic role of musical instruments in this cycle: they become
not just symbols through which Chagall presents his Jewish identity to the
Western world, but voices of the Jewish people responding to the Holocaust. To
convey his reinterpreted history effectively to current and future generations,
Chagall intentionally selects the language of music, a medium universally
comprehensible across cultures.

Research Objective

The objective is to determine how musical instruments in Marc Chagall’s
“Biblical Message” serve as tools to portray the history of the Jewish people in
response to the Holocaust of European Jewry in the 20t century.

Research Tasks

Based on the above-stated objective, the following tasks are outlined:

1. Characterize distinctive features of musical culture within the Jewish
tradition.

2. Provide an analysis of musical instrument imagery within Marc Chagall’s
artistic program.

3. Establish how the depiction of musical instruments in the “Biblical
Message” cycle expands the meaning of the artwork.

4. Characterize the role of the language of music in the context of traumatic
20t™-century experiences.

Music stands out as a culturally significant element of Jewish national
heritage and serves as a means of self-identification. During King David’s
reign, music was an integral part of temple rituals. The break in musical
tradition and loss of information about certain instruments resulted from a
prohibition against playing music in mourning after the destruction of the
Second Temple. Instrumental traditions subsequently experienced revival,
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although the prohibition persists on the Sabbath and during most annual
religious festivals. The concept of “Jewish music” began forming in the mid-
19th century as Jews integrated into the broader European cultural milieu.
The process of emancipation altered Jewish self-awareness, rendering the
preservation of traditional heritage increasingly valuable.

Musical instruments constitute a significant aspect of Marc Chagall’s
visual program starting from his first Parisian period. As a member of a
Jewish community deeply rooted in tradition and history, Chagall employs
social frameworks of memory in creating artistic imagery to represent his
Jewish identity, a critical part of his ethnic heritage, to the Western audience.
Alongside symbols of Yiddishkeit culture such as the menorah, Torah scroll,
Hebrew scriptural texts, Tetragrammaton, tefillin, tallit, and hexagram, Chagall
incorporates musical instruments: the halil (flute), mashrokit (pipe), hatsotsra
(trumpet), shofar (horn), violin, kinnor (lyre), and tof (tambourine). The
connection between music and collective memory in Jewish culture underpins
Chagall’s visual rhetoric in the “Biblical Message” cycle, where musical
instruments evolve beyond symbols, becoming the “voices” of traumatic 20th-
century Jewish experiences.

Within Jewish culture, symbols do not retain static meanings but are
reinterpreted in relation to historical contexts and spiritual needs. Chagall
encourages engagement not merely with the past but with contemporary and
future contexts. In the “Biblical Message” cycle, musical instruments extend
the biblical narrative, giving it a universal human resonance. Chagall thus
establishes a historical dialogue and employs music as a universal means
of communication-with God, the Jewish people, all nations, and future
generations.
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My3bIKa U apxuTeKTypa

JIudus Cepzeesna Yaxosckas
KaHAMAAT GuaocodCKux HayK, CTAPIINIA HAYYHbIT COTPYAHMK [OCYIapCTBEHHOTO MHCTUTYTA

MCKYCCTBO3HaHMS; MOCKOBCKMIA TOCYAApCTBEHHbI yHUBepcuTeT umeHy M.B. JlJomoHocoBa

3BYYAHUE HAJIIMCU B EBPEICKOM U30BPA3UTEJIbBHOM MCKYCCTBE
BU3AHTUICKOM [TAJIECTUHBI

MCKyCcCTBO BU3aHTUIICKMX CMHATOT OObeAVHWIIO B €OMHOe XYIOKeCTBeHHOe
1Iesioe pasHoo6pa3Hble TeHAEHIMY MCKYCCTBA MO3AHe aHTUIHOCTH, Cpeu
KOTOPbIX 0COGEHHOCTh, oTMeueHHas eitle I1. YBaposbsiM 1 H. KoHIaKoBbIM, —
«BOCTOYHOE TIPUCTPACTVE K CMMBOIMYECKUM 3HAKaM U GopMynam, Haps Ly
C IeKOPaTMBHBIM HaIpaBaeHeM aHTUYHOI U XyI0KeCTBeHHO MudOIornm».
[T1CcbMEHHBINM TEKCT BOCIIPMHMMAJICS Kak 3HAKOBas CUcTeMa, obiamaromnias
CUJIbHBIM BU3YaJIbHbIM BO3ZECTBMEM.

Ioxan IMoCBSIIeH 0c060MYy SIBJeHMIO, CGOPMMUPOBABIIEMYCS B CU-
HarorajbHOM M300pa3suUTEIbHOM MCKYCCTBE BU3AHTUICKOI [TamecTMHBI
(IV=VI Beka) — UCI0Ib30BaHMIO TEKCTA B BUJIE N300 paskeHMs [JIsI HAllOJIbHBIX
MO3auK 1 B yOpaHCTBe CTeH. B kKauecTBe MpuMepoB BbIOPaHbI CMHATOTM B Pexo-
Be B ['anunee u cuHarora B JiiH ['egu B Uypee. B cuHarore B Pexose B ['anniee
(IV-V Beka) B KauecTBe HAIOJIbHOTO M300paskeHMsl B HapTeKce Obljia rmoMe-
1ieHa TaaMyuueckas HaAIuCh, ONIpeessiolas rpaHuLbl 3emiun M3pans.
OnHaKo elle 10 TOCTPOEHMST HapTeKca Ha KOJIOHHAX 6a3MIMKM ObUTY ITOMele-
HbI HAJ[ICK Pa3HOTO XapaKTepa, BLIIIOJTHEHHbIE YePHWIAMMU I10 LITYKaTypKe.
OHM CTYsKMJIM OCHOBHBIM YOPAHCTBOM CMHATOTH.

B cunarore B 3iiH I'egut (IV-V Beka) HaammuCh HAa MO3aMYHOM IT0JTY COCTOUT
3 18 crpok 1 118 cioB. OHA COCTOUT U3 MSATYU YaCTeN, Kaxkaash U3 KOTOPbIX
MO>XeT BOCIIPMHMMATBCS 10 OTLEJbHOCTU, HO BMECTe 3TU HaJAIMUCU TaK-
ke CKIaAbIBAIOTCS B €AVHYIO TTOITUUECKYI0 KOMITO3UIMIO — TIMIAYT. B 06enx
CHHAroTaxX MCTOYHVKOM BIOXHOBEHUS IS XYAOXKHMUKOB CITYKMUIT Kak 616meit-
CKMIi TEKCT U ero TOTKOBAHMS, TaK U JIUTYpTUUecKas moasus. Takum obpa-
30M, [IPOCTPAHCTBEHHOE MCKYCCTBO XMBOIMMUCH B HAITOIbHBIX MO3aMKax W
CTEHHBIX POCITUCIX 0KA3bIBAETCS CIIOCOOOM yUaCTHsI OOIIMHBI BO BpeMEHHOM
MCKYCCTBe 1M033uK U 6orocaykeHust. [[poM3HeceHye TEKCTA AOTOTHSIIOCH
co3eplLiaHMeM TEKCTa.
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THE SOUND OF INSCRIPTION IN THE ART OF BUZANTINE SYNAGOGUES

The visual arts of Byzantine synagogues combines whole various tendencies
of the art of late antiquity, among which is a feature noted by P. Uvarov and
N. Kondakov — “the eastern predilection for symbolic signs and formulas,
along with the decorative trend of ancient and artistic mythology.”
The written text was perceived as a sign system with a strong visual impact.
The presentation will focus on an artistic phenomenon prominent in
the synagogue art of Byzantine Palestine (4™-6t" centuries AD) - the use
of text in the form of an image for floor mosaics and in wall decoration. The
synagogues in Rehov in Galilee and the synagogue in Ein Gedi in Judea are
chosen as examples. In the synagogue in Rehov in Galilee (4™ -5 centuries),
a Talmudic inscription defining the boundaries of the Land of Israel was placed
as a floor image in the narthex. However, even before the construction of
the narthex, inscriptions of various types were placed on the columns of the
basilica, made with ink on plaster. They served as the main decoration of the
synagogue. In the synagogue in Ein Gedi (4!"-5% centuries), the inscription
on the mosaic floor consists of 18 lines and 118 words. It consists of five parts,
each of which can be perceived separately, but together these inscriptions
also form a single poetic composition — piyut. In both synagogues, the source
of inspiration for the artists was both the biblical text and its interpretations,
as well as liturgical poetry. Thus, the spatial art of painting — in floor mosaics
or wall paintings — turns out to be a way for the community to participate
in the temporary art of poetry and worship. The pronunciation of the text
was supplemented by the contemplation of the text — seeing its letters and
meditating on it.
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Anekceti Cepzeesuu X0106

aCMpaHT CeKTopa CBOL[a TIaMSITHVMKOB apXUTEKTYPbl ¥ MOHYMEHTA/IbHOI'O MCKYCCTBA
TocynapcTBeHHOrO MHCTUTYTA MCKYCCTBO3HAHMS;

HayuHblii pyKoBoauTenb —Anekceii EBrenbeBud I'puil, KaHAMIAT MCKYCCTBOBEEHMS,
SHBE,ELY}OU.[I/IVI CEeKTOpOM CBOZ[a TIaMSTHVMKOB apXUTEKTYPbl ¥ MOHYMEHTA/IbHOI'O MCKYCCTBA

TocynapcTBEHHOTO MHCTUTYTA ICKYCCTBO3HAHMS

«'POMAJTHAS Y BEJIUKOJIEITHASI»
K UCTOPUM HEOCYIIECTBJIEHHOT'O ITPOEKTA CUHATOTU
B HIDKHEM KM CJIOBCKOM ITEPEVJIKE B MOCKBE

B mokiname 6ymeT pacCMOTpPEH MaJIOM3BECTHBIN CIOKET, CTaBIIMIi IIPOJIOTOM
K 60Jiee M3yUEHHOI UCTOPUM MOCKOBCKOJ XOpaabHO cvHaroru. Eciau BKiIag,
6ankupa Jlazaps IToasikoBa, IPMHMMABIIETO AesITeTbHOe yUacTue B KU3HU
MOCKOBCKOTO €BpeiiCTBa U CTPOUTETbCTBE CUHATOTM, OYEBUJIEH, TO MIpelie-
CTBYIOIIVI 9TOMY «MOCKOBCKMIT IIEpUO» ero 6parta, MpoMbIliuieHHKa CaMy-
una ITosisikoBa, OCTaeTCs B TEHU.

Tak, B 1869 rofy MOCKOBCKME €BpeM XOHaTaliCTBOBAIM O pas3pelieHun
MoCTpouTh cuHarory B HuskHem KucioBckoMm mepeyrke, Ha ydyacTKe 3eMJIN,
npuHagiexasiieM KHsDKHe B.H. [IonropykoBoii. Y4acTOK BBIKYIIWI U YCTY-
it EBpeiickomy o61ectBy Camyut TT0/ISIKOB, B3SIBIIIMIA Ha ce6s1 pacXxoIbl Ha
CTPOUTENBCTBO.

O6Hapy>keHHbIi B LITA 1. MOCKBBI ITPOEKT CMHAroru 0bl1 cocTaByieH Jleii-
60M BaxMaHOM — aBTOpOM OyayIiero mpoekta Bosbliioii XopaJbHOI CMHArOru
Cankr-ITeTep6ypra (IToskoB e 6bL1 NpeacenateseM CTPOUTETbHOTO KOMMU-
TeTa CMHArorM M OOHUM U3 KepTBoBaTesel). [I[poekT XopanbHO CMHATOru
B HikaeM KuciioBckom mepeyske, Kak M CMHarora CTOAMYHasl, BbIIIOTHEH
B MaBPUTAHCKOM CTWJIe: 3TO KyIIOAbHAs 6a3uInKa ¢ IIaHoM B hopMe JaTuH-
cKoro kpecra. Haz ee cpefjokpecTieM YCTPOEH CBETOBOI BOCbMUIPaHHMUK,
YBEHYAHHBI COMKHYTBIM KyriosioM. Pacaj, 60raTo JeKOpupoBaH MOAKOBO-
06pa3HbIMM apKaMM, KYIIOIKaMM, MepIIOHaMM; B 0QOPMIIEHUY MHTEPbEPA UC-
TIO/Tb3YIOTCSI OPHAMEHTMPOBAHHbIE KOJIOHKM, GUTYPHBIE CBOJIbI, TOAKYIIONbHOE
MIPOCTPAHCTBO yKpallleHO MyKapHacaMu.

[pensiTCcTBMIA K BO3BEIEHUIO CMHATOTY HE BO3HMKIIO HY CO CTOPOHBI reHe-
pasI-rybpeHaTopa, H1 CO CTOPOHBI oMK, OgHaKo JTONTOPyKOB cuenl He-
06X0IMMBIM COOBIINTD O XomaTaiicTBe EBpeiickoro o6IectBa MUTPOTIONUTY
Mockosckomy 1 Komomenckomy HHOKeHTHIO (BeHMaMMHOBY), BEPOSITHO,
M3-3a COCEICTBA yYacTKa C JOMOM IIpuuTa LiepkBu bopuca u [neba y Ap6at-
CKMX BOPOT.
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OTHouieHMe JJoAropyKoBa 6bI0 pacCCMOTPEHO Ha 3aceqaHuy MOCKOBCKOIA
IYXOBHOJI KOHCUCTOpUM 3 HOSIOPS 1869 rofa, B X0fie KOTOPOro AYXOBHBIE Me-
peu 03BYUMJIU PsiIL IPUUMH, TOCTY>KMBILIMX OCHOBaHMEM [JJ1sl OTKa3a. BHuMa-
HIe 6bIJI0 00paleHo Ha «He3HAUMTETbHOEe» YMCIO ITPOKUBAIOIMX B MOCKBE
eBpeeB, HeoOX0IMMOoe /ISl TOCTPOMKM CUMHArOTM, KOTOpOe ObIJIO SIBHO 3aHU-
skeHO. OHaKO aKIeHT CTaBWIICS, B IIEPBYI0 OUepeb, HA PETUTMO3HbIX U M0-
JIMTUYECKMX MTPUYMHAX: HA PUOGPETEHHOM yUacTKe Mpeskie pacIonaranach
1IePKOBb PU30I0MOKeHMSI, TPV KOTOPOI HAXOAMIOCh KIaA0MIIe; TAKXKe CBSI-
IeHHOCTYKUTEei myraia 6M30CTbh CMHATOTY K «<KPEMJIEBCKOM CBSIThIHE»
", 9TO Hamnboee MpUMeUaTeNbHO, ee BHEITHWIA BUL.

B TekcTe TPYIKABI alle/UIUPYIOT K TOMY, UTO TTOJ00HAs TOCTPOIKa MOKeT
OCKOPOUTH «peUTYO3HbIe UYBCTBOBAHYSI», IIOCKOIBKY «TDOMAIHOCTHIO pa3mMe-
POB ¥ BHEIIHUM BeJIMKOJIeIeM» OHA «1aJIeKO IIPeBbIILAeT BCe MOUTH XPaMbl
MpaBociaaBHO MockBbI». HapounToe rpeyBeinyeHye KpaCHOPEUMBO CBUE-
TeTbCTBYIOT 006 OTCYTCTBMM Y KOHCUCTOPUM O0Jiee BECKUX apTyMeHTOB. TeM
He MeHee K MHEHMIO LIepKBY MPUCTYIIAINCh U OTKa3aJIUCh OT ITOCTPOIKMU
CUHaroru.

Ha ¢one atoro, B Host6pe 1869 roma JI0NrOpyKOB pa3pelny OTKPbITh CUHA-
rory B jome PoixkeHKOBa B CITaCOIMHUIIEBCKOM Tepeysike, rae CIycTs 18 mer
o nmpoekTy CeMéHa IiOymnTIa 6pl1a OCTpoeHa MOCKOBCKast XOpabHast
CUHarora, o-Ipe>xxHeMy HallOMMHaBIlasi KOHCEPBATUBHBIM KpyraM «BecbMa
KpacCuBbIii MPAaBOCAABHbIN Xpam».

“MAJESTIC AND MAGNIFICENT”: THE FATE OF THE ABANDONED
SYNAGOGUE PROJECT IN MOSCOW

The report will examine a little-known narrative that served as a prologue to
the more well-studied history of the Moscow Choral Synagogue. While the
contributions of the banker Lazar Polyakov, who actively participated in the
life of Moscow’s Jewish community and the construction of the synagogue, are
evident, the “Moscow period” of his brother, the industrialist Samuel Polyakov,
remains in the shadows.

In 1869, Moscow Jews applied for permission to build a synagogue
in the Nizhny Kislovsky Alleyway, on a plot of land owned by Princess
V.N. Dolgorukova. The plot was purchased and donated to the Jewish Society
by Samuel Polyakov, who took on the construction costs.

The synagogue project discovered in the Central State Archive of Moscow
was drawn up by Leib Bakhman, the author of the future project of the Great
Choral Synagogue of St. Petersburg (Polyakov was the chairman of the
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Synagogue’s Construction Committee and one of the donators). The project
of the choral synagogue in Nizhny Kislovsky Alleyway, like the synagogue
in the capital, is made in the Moorish style: It is a domed basilica with a plan
in the shape of a Latin cross. An octagon of light is arranged above its crossing,
topped with a dome. The facade is richly decorated with horseshoe arches,
domes, merlons; ornate columns, shaped vaults are used in the interior design,
and the dome space is decorated with mugarnas.

There were no obstacles to the construction of the synagogue, either from
the governor-general or from the police. However, Dolgorukov considered
it necessary to inform Metropolitan of Moscow and Kolomna Innokenty
(Veniaminov) about the Jewish Community’s request, likely due to the
proximity of the site to the house of the clergy of the Church of Boris and
Gleb near the Arbat Gate.

Dolgorukov’s application was reviewed at a meeting of the Moscow Spiritual
Consistory on November 3, 1869, during which the spiritual priests provided
a number of reasons for the rejection. The focus was on the “insignificant”
number of Jews residing in Moscow, which was clearly underestimated, and
the need for a synagogue. However, the focus was primarily on religious and
political reasons: the acquired plot had previously been occupied by the
Church of the Virgin’s Veil, which had a cemetery attached to it; the clergy
were also concerned about the synagogue’s proximity to the “Kremlin shrine”
and, most notably, its appearance.

The text appeals three times to the fact that such a building could offend
“religious sensibilities” because it “far exceeds all but a few Orthodox
churches in Moscow in huge size and magnificence grandeur.” This deliberate
exaggeration is a clear indication of the lack of more compelling arguments
on the part of the consistory. Nevertheless, the church’s opinion was heeded,
and the construction of the synagogue was ultimately rejected.

Against this backdrop, in November 1869, Dolgorukov allowed the opening
of a synagogue in Ryzhenkov’s house on Spasoglinishchevsky Alleyway, where,
18 years later, the Moscow Choral Synagogue was built according to the design
of Simon Eibuschitz, still resembling a “very beautiful Orthodox church”
to conservative circles.
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My3bika 1 0Opa3oBaHue

Skoe I'puzopvesuu Hemyo8
JIOKTOP JMICKYCCTBOBeZeHusI, mpodeccop Kadenpbl MCTOPUM €BPECKOI MY3bIKM

BejimapcKoii BbICLIeN HIKONbI My3bIkM uMeHu JIncra; MHCTUTYT My3bikoBeaeHust (Tepmanms)
PoOJ1b EBPEMICKOTI'O KAHTOPA B COBPEMEHHOM 'EPMAHUU

EBpeiickast sku3Hb B lepmanum rociie 1945 roma pa3BuBajach B yCIOBUSIX TTy60-
KOJ KyJIbTYPHOII IMCKOHTUHYaIbHOCTH. KaTacTpoda eBporeiickoro eBpeiicTea
(Illoa) mpuBejia He TOIBKO K PU3NUECKOMY YHUUTOXKEHMIO €BPEiiCKIX OOILIVH,
HO M K yTpaTe 60raThIX MECTHBIX TPAIVIINIA, B TOM YMC/IE B 06/IACTY CUHATOTANb-
HOJ My3bIKM. My3bIKaJIbHbII perepryap, GopMMUpOBaBILMIiCS Ha MPOTSHKEHUM
TIOKOJIEHMIA, 1ICUe3 BMeCTe C ero HocuTeasiMu. HemMHorme BbDKMBILME OKa3a-
JIUCh Pa36pOCAHHBIMM IO BCEMY MUPY U 3aUacTyi0 He MMeM BO3MOKHOCTU
MIPOZOJDKATH WJIM BOCCTAHABIMBATD COOCTBEHHbIE IUTYPIUUECKME TPAIAULINMN.

T[Mocste BOiHBI B €éBpeiicKMX 061IMHaX ['epMaHy, BKIIOYABIINX JIIOEN pas-
HOTO TTPOVUCXOXKIEHMS U SI3BIKOB, IMTYPriUdYecKas MpakTuKa T0/sKHa 6b1a hop-
MMPOBATHCS 3aHOBO. JINIIIb B peIKUX CITyYasiX yAaBaJIOCh COXPAHUTD /IeMEHThI
MY3bIKaJbHOTO HacjaeAys JOBOEHHOTO Mepuoja; Kak MpaBuio, pernepryap
CO31,aBajICsl IIPAKTUYECKHU C HYJIS.

O HOJ 13 KITIOUEBBIX MPOOGJIEM, C KOTOPOI AECITUIETUSIMU CTAJIKUBAIUCH
O6LIMHBI, 6bUT OCTPBINA AeDUINT MPodecCcroHaTbHO MOATOTOBIEHHbBIX KaH-
TOpOB (Xa3aHOB). EBpeiickoe HacejeHMe B IOCAeBOeHHO ['epMaHuy GbLIO
CTVIITKOM MaJIOUMCJIEHHBIM, UTOOBI OPTaHM30BaTh COOCTBEHHYIO CUCTEMY IO -
TOTOBKM ITOJOOHBIX KaJIpOB, M ObLJIO BIHYKIEHO 00paliaThCs 3a MTOMOIIbIO
K CcIienMamicTaM u3-3a pybexxa. OmHako lepMaHusi ocTaBanach «TabyupoBaH-
HOJt» CTpaHOIi IS MHOTMX eBpeeB M1pa, a cCaMy HeMellKie eBpey HepeaKo
MOJIBePrajuCh KPUTUKE CO CTOPOHBI COIIJIEMEHHMKOB 3a TO, YTO OHM SKMBYT Ha
«3eMJIe MTPEeCTYITHMKOBY». ITO OCIOKHSIIO TOMCK KBATMGUIIMPOBAHHBIX KAHTO-
poB. Te HEMHOI'Me, KTO OCTaBaJICSl B CTPaHe, ITOCTETIEHHO YXOOWIN U3 KU3HU
VIV SMUTPUPOBAJIU, U UX YACTO 3aMEHSIIV JTIIOAY 6e3 COOTBETCTBYIONIETO 06-
pa3oBaHus M OIbITa. My3bIKaIbHbIN YPOBEHb OOTOCTYKEHMI PE3KO CHU3WUIICS
10 CPaBHEHMUIO C BBICOKMM ypoBHeM 1920-1930-x romos.

Curyauus ycyryomnach B 1990-X rogax B CBSI3Y C MacCOBOI SMUTpalueit
eBpeeB 13 6biBIIero CCCP, 60/IbIIMHCTBO 13 KOTOPBIX HE MMENN PETUTMO3HOTO
BOCITUTaHMS U GBI AAJIEKM OT JIUTYPIMUECKOI TPAKTUKM. Bo3HMKIIA OCTpast
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ITOTPEe6HOCTD B ITOATOTOBKE HOBBIX KaApoB. B 1999 rogy 661710 OCHOBAHO Iep-
BOE B ITOC/IEBOEHHOJ [epMaHuy paBBUHCKOe yue6HOe 3aBefieHre — AGpaxaMm-
Tleiirep-komnemx, a B 2008 rogy mpy HeM OTKPbIIOCH OTA€/IEHNE T10 OATOTOBKE
KaHTOpOB. CeroHs mporpamMma peajamnsyeTcs Ha 6a3e IToTCIaMCKOTO YHUBEp-
CUTeTa U coueTaeT MpodeCcCMOoHaIbHOEe 00yUeHMe TUTYPIrUMIeckoMy IeHUI0
C aKaJeMMUUeCcKMMM KypcaMy M0 nyHanuke, My3bIKaabHOV TEOPUU U PEIUTU-
03HOI1 IIearoruke. BrITyCKHMKY KOJIIeIka paboTaloT B €BpeiicKMX 00IMHAX
pa3HbIX AeHOMMHalNi B [epMaHuy 1 3a ee nipefeiaMu.

THE ROLE OF THE JEWISH CANTOR IN CONTEMPORARY GERMANY

Jewish life in Germany after 1945 was characterized by rupture and dis-
continuity. Among the many cultural losses resulting from the Shoah
was the destruction of rich and diverse local traditions of synagogal music.
Not only were entire communities—and with them their unique musical
repertoires—annihilated, but the few survivors were dispersed and often
unable to maintain or transmit their liturgical practices. In the new, postwar
congregations—comprising individuals from varied backgrounds and linguistic
contexts—Jewish liturgical life had to be reimagined. Rarely were communities
able to draw directly on the musical legacy of prewar Germany; more often,
entirely new repertoires emerged.

A longstanding challenge was the severe shortage of qualified cantors.
The small postwar Jewish population in Germany lacked the institutional
capacity to train its own clergy and was thus dependent on foreign-trained
cantors. However, Germany remained a highly stigmatized location for many
Jews worldwide, and those who chose to live there were often viewed with
suspicion or disapproval. As a result, it proved difficult to recruit well-trained
cantors. Many of the remaining prewar cantors emigrated or passed away,
and their replacements frequently lacked adequate professional preparation.
The musical standard of synagogue services declined markedly in the postwar
decades, particularly when compared to the flourishing liturgical culture of
the 1920s and 1930s.

This situation intensified in the 1990s with the mass immigration of Jews
from the former Soviet Union, most of whom had little exposure to religious
or musical traditions. The urgent need for trained clergy led to the founding
of the Abraham Geiger College in 1999. A cantorial program was established in
2008, now housed at the University of Potsdam, combining practical liturgical
training with academic instruction in Jewish studies, pedagogy, and music
theory. Its graduates now serve diverse communities across Germany and
Europe.
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3apa Unveap kvi3vl Anuszade
CTakep-umcciaenoBaTelib J'Ia6opaTopI/m KOTHUTUBHOIJ TICMXOOTMM MT0JIb30BATENS COLMaJIbHBIX
uHTepdericoB HamoHanbHOTO MCCIe0BaTeIbCKOTO YHMBEPCUTETa «BpIcIiast IKoma S5KOHOMUKIN»,

Mocksa

[IEOATOTUKA «BHYTPEHHETO CITYXA»:
METOBI IIEPEJAYU U YCBOEHUWS HUTTYHUM B MYCAP EIIMBAX
XIX BEKA [1J/11 ®OPMUPOBAHUS STUYECKOTO XAPAKTEPA

Iloks1a, OCBSIIEH M3YYEeHNIO YHUKAIbHOI TIe1arormueckori poam 6eccioBec-
HBIX MEJIOZINIT — HUITYHUM — B Mycap emmBax XIX Beka. B ommune ot ux 6ojee
M3BECTHOIO MCIIOb30BaHMs B XacUAM3Me JJIs1 JOCTVOKEHMS] SKCTATUYECKOTO
IBeKyT (enuHeHus ¢ borom), B Mycap ABVOKEHUM HUTTYHUM CITY>KUIIU 1e/leHa-
MpaBieHHbIM MHCTPYMEHTOM [JI1 MUHTEPUOPU3aALIUU STUUECKUX TTPUHLIUIIOB
1 opMMpOBaHMs XapaKTePHbIX KAYECTB (MUIOT). XaCUICKME HUITYHUM YacCTO
SIBJISIFOTCS CKAUYLMMM, PUTMUYHBIMY, IOAHUMAOLIMMHU AyX. Mycap HUTTYHUM
ke ObLIV O0Jiee MeIJIeHHbIMU, MUHOPHBIMU, TITy6OKMMMU, CIIOCOOGCTBYIOIIMMMA
COCpeIOTOYEHMIO HA BHYTPEHHMX MTPOIleccax 1 Xen6oH Hedel (0TYeTe AYIIn).
HUccnemyeTcst TO, KakK MX 6€CCIOBECHOCTD Y TEMIT ITO3BOJISUIM CTYIIATENI0 Ha-
TIOJTHSTD MEJIOAUIO COOCTBEHHBIM, BHYTPEHHUM COZEepsKaHMEM, CBSI3aHHBIM
C KOHKPETHO 3TUUYEeCKO 3aJayveii.

OCHOBBIBaSICh HA aHAJIM3€ UCTOPUUECKUX UCTOUHUKOB — MEMYapOB YUEHU -
KOB, I1CEM BeAyLIMX paBBUMHOB Mycap nByskeHust (pa66u Vicpasins CanaHTepa,
pa66u Cumxu 3uccenst 3uba u3 KenbM, «Ca6s! 13 Hoorpynka» pa66u Moceda
o3zenst TopoBuiia) 1 TpakraTtos Mycap — B X0fie IOK/Ia[a peKOHCTPYUPYIOTCS
MeTOZbl Tlepefaun ¥ yCBOeHMSI HUTTYHUM. MccinenyeTcs, Kak yuntens Mycap
VICII0Ib30BaIM UX [J11 TPEHMPOBKYM BHYTPEHHETO CJIyXa U CEPAEYHOro pasyMe-
HMS. B eBpeiickoi MUCTUUECKONM U 3TUYECKON TpaguLUM TOHTUS BHYTPEH-
HETro CJTyXa ¥ CepAeyHOoro pasyMeHus (6MHAT a-JIeB WM aaT a-7ieB) BBIXOIST
3a paMKY OOBIYHOTO CEHCOPHOTO BOCIIPUSTHUS M MHTEJIEKTYaIbHOTO aHA/IN3a.
BHyTpeHHMIT C/TyX 03HAYAET CTIOCOOHOCTh BOCIIPMHMMATD TOHKYE TyXOBHbBIE
BUOpAIV, TOTIOC COBECTU, MHTYUTMBHOE TIOHMMAaHVe VICTYHBI, KOTOPOe He MO-
SKET OBITh BbIPasKEHO CJIOBAMM. DTO CJIyIIaHME He YXOM, a Ayiuoii. CepaedHoe
pasymeHue — 3TO He ITPOCTO JIOTUUECKOe OCMBICTeHMe, a TITyOOKOe, IMOIIMO-
HaJIbHO OKpallleHHOe ¥ MHTYUTUBHOE TIOCTVKEeHME, KOTOPOe 3aTparuBaeT BCIO
JIMYHOCTD ¥ IPUBOJMUT K AEJCTBUIO. DTU KOHLIEMIMY PEII0araloT BbIXO, 38
TIpeZesTbl TOBEPXHOCTHOTO BOCTIPUSITHS K IITYOOKOMY, SK3UCTEHIIMATbHOMY T10-
HMMaHMIO. B JTaHHOM KOHTEKCTe IIpeJI10/IaraeTcsl Takke IMpoaHaau3upoBaTh
MOTEeHLMAaJT PacLUIMpeHNs CJIyXOBOI'O AMana3oHa IIpy JaHHOM MpaKTUKe U TO,
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KaK Mof06Has YyBCTBUTENbHOCTH BO3/I€/CTBYET HA MHTPOCIIEKIINIO M YPOBEHD
pednercun.

KitoueBoit purypoii B Mycap emnBe 661 Mallirnax pyxaHu (IyXOBHBbII Ha-
CTaBHMK). Mamirmuax 6b6U1 TeM, KTO TiepeaBal HUTTYHUM, OOBSICHSUT UX DYITY
M HaIPaBJ/Isul YYEHUKOB B MX MCIIOIb30BaHMM. AHATU3UPYETCS KAKUM 00pa3oM
HACTaBHMKAMM OCYIIECTBIISUICS TIOA60D KOHKPETHOTO HUTTYH /151 KOHKPETHBIX
MMJOT, KaKye aKyCTMUYEeCKye CBOMCTBA CKIAABIBAIM IPeACTaBIeHM e 06 UX OT-
HOILIEHUY K CrienypUIecKMM KayecTBaM, TAaKMM KaK TOPIbIHS, CTpax mepeq,
CMepTbIO, CThIA, U T[I.

Oco6oe BHMMAaHME YOeISIeTCs POy TPYIIIOBOTO Y MHAMBUAYAJIBHOTO 10~
BTOPEHMSI B [IPOLiecce BbIXO/A 3a MpeJie/ibl TOBEPXHOCTHOTO IIOHMMAaHMSI K I/Ty-
60KoJ1 aTMueckoit camopedekcuu 1 TpaHchopmanyiu. [lopTopenme — pyHaa-
MEeHTaJIbHbIii 37IeMEHT MHOTUX JYXOBHBIX ¥ MeAUTATUBHBIX IIPAKTUK 10 BCEMY
MUpY (MaHTPbI, IXUKP, TPUTOPUAHCKME XOpasibl). Ero memxodusnonornyeckui
3¢ deKT BRIIOUAET CHIKEHME KOTHUTUBHOTO IIyMa, YAydlleHyie KOHIIEHTpa-
1IMM, CO3[JaHME COCTOSIHMSI, OIArOMPUSTHOTO JIJIsI MU3MEHEHUS CO3HAHUS WU
ITy6OKOJ MHTPOCIEKLIMN. B eBpeiicKoii Tpaauiy IOBTOPEHME MOIUTB, U3-
yuyeHus Topel ¥, KOHEYHO, HUTTYHUM CJIY>KaT He TOJbKO IJ1s1 3alIOMUHaHMS,
HO U [IJI1 MHTePUOPU3aLuy, BIIUTbIBAHUS CMbICIIA, OCTMKEHUS COCTOSTHUS
KaBBaHbI (HamepeHus). B KoHTekcTe Mycap IMOBTOpeHMEe HUTTYHUM ObLIO
1leJIeHapaBIeHHbBIM MeTOOM JIJISl «[TPOrPaMMUPOBAHMUST» AYIIU, BOMBAHMS
9TUYECKUX MIPUHLIUIIOB B CO3HaHME U MOJICO3HAaHMe.

IMoHuMaHMe TOTO, KAK MY3bIKa, B YACTHOCTM OeCCIOBeCHbIe HUTTYHUM,
MHTETpUpOBasIach B 3Ty CTPOTO PALIMOHAIUCTUYECKYIO ¥ MHTPOCIIEKTUBHYIO
CUCTeMY, TIPEICTABISIET COO0I YHUKATBHYIO 06JIACTh [JIST MCCAeNOBaHMs Ha
CTbIKE MY3bIKOBEJIeHMSI, TeJaroruku, CUX0JIOT UM U €BPEeCKOI MBICIIN.

PEDAGOGY OF THE “INNER HEARING”: METHODS OF TRANSMITTING
AND ASSIMILATING NIGGUNIM IN 19t" CENTURY MUSAR YESHIVAS
FOR THE FORMATION OF ETHICAL CHARACTER

This report examines the unique pedagogical role of wordless melodies,
niggunim, in 19™M-century Musar yeshivas. Unlike Hasidic niggunim, which
aimed for ecstatic dvekut (union with God), Musar niggunim served as a
purposeful tool for internalizing ethical principles (midot) and cultivating
character. While Hasidic niggunim were often rhythmic and uplifting, Musar
niggunim were typically slower, deeper, and minor, fostering introspection and
heshbon nefesh (soul report). Their wordlessness allowed listeners to infuse
them with personal ethical content, linking melodies to specific midot like
humility or fear of Heaven.
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Based on student memoirs, rabbinic letters (Rabbi Israel Salanter, Rabbi
Simha Zissel Ziv, Rabbi Yosef Yozel Horovitz), and Musar treatises, the study
reconstructs how niggunim were transmitted and assimilated. Musar teachers
used them to train inner hearing and heartfelt understanding. These concepts,
in Jewish tradition, transcend ordinary perception, signifying the ability to
discern subtle spiritual vibrations, the voice of conscience, and an intuitive,
emotionally charged comprehension that leads to ethical action. This practice
aimed to expand auditory range and deepen introspection.

The Mashgiach ruhani (spiritual mentor) was crucial, transmitting
niggunim, explaining their “soul,” and guiding students. They often selected
specific niggunim whose acoustic properties resonated with particular midot.

Special attention is given to group and individual repetition. Repetition,
a fundamental element in many spiritual practices, reduces cognitive noise,
improves concentration, and creates a state conducive to deep introspection.
In Musar, repeated niggunim were a deliberate method for programming the
soul, instilling ethical principles into the conscious and subconscious mind.

Understanding how these wordless melodies were integrated into a strictly
rationalist, introspective system offers a unique interdisciplinary research
area, bridging musicology, pedagogy, psychology, and Jewish thought.
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«CBoe» U «uyxkoe»

Dr. Michael Lukin

Research Associate, Lecturer, Phd, The Hebrew University of Jerusalem (Israel)

FrROM COURT TO CLOUD: WANDERING HASIDIC MELODIES
IN THE NIGGUNIM BIMBOM.ORG DATABASE

Numerous old Hasidic melodies (niggunim) exist in multiple versions
performed in geographically distant Hasidic courts across Eastern-Central
Europe. Prominent examples of such cross-regional transmission include
repertoires shared by Belarusian, Ukrainian, and Polish traditions.

Although all these melodies originate within Hasidic society, the significant
distances between communities suggest that they may be considered
“wandering melodies,” reflecting a degree of openness to broader cultural
spheres. In some cases outside the Hasidic context, such melodic migration
carries clear symbolic meaning — for instance, the adoption of melodies from
the Ottoman realm suggests an orientation toward Oriental culture, while
Ukrainian tunes often imply affinity with Slavic neighbors. But how should
the wandering of Hasidic melodies be interpreted?

This paper proposes several possible explanations, explored through a
digital tool I developed to facilitate comparative analysis of musical features
across geographical areas: https://Nigunim BimBom.org.

1. In many cases, it remains unclear whether the sharing of identical
niggunim by distant courts occurred before emigration from Eastern Europe
or only afterward. In the post-Holocaust period, Hasidic centers originating
in far-flung regions — such as Hungary and Belarus — were often reestablished
in close proximity. The musical exchange of this period likely holds limited
cultural significance beyond the study of contemporary Hasidic life.

2. Some niggunim traveled through inter-court marriages, itinerant cantors,
reciprocal Hasidic-klezmer musical exchange, and the emergence of Hasidic
yeshivot in the 1880s, drawing students from various regions.

3.1In other cases, transmission occurred much earlier, pointing to the
existence of a trans-regional, pan-Hasidic musical style that coexisted with
regional variants.

The emergence and cultural meaning of this shared style — as a distinct
musical idiom among Eastern European Jews — can be clarified with the aid of
https://NigunimBimBom.org .


https://NigunimBimBom.org
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Dr. Martin Schwartz
Professor Emeritus, Phd, University of California, Berkeley (USA)

“THE TALE OF TUNDA” — MIGRATION OF A MELODY

The presentation will trace the most interesting variants of a melody (Tunde
Tunde, Tunda Tunda, Tumbe Tumbe) associated with shepherds, first attested
as urbanized folklore from a popular Greek romantic theater piece. I shall
proceed from a 1906 Constantinople recording, and then a 1912 Warsaw Syrena
disc in Yiddish, sung by the great comic singer Aaron Lebedeff in Yiddish. Then
we’ll hear a 1912/1913 klezmer orchestra on the Russian Stella label. Further
versions to be presented will be folkloric recordings of Vlachs; one of a series
of “Anncient Crimean Dances” by Mikhail Krasev (1926); a ribald urban Greek
song of 1927; and a Yiddish ”Komsomol Wedding Song” by I. Dunajev from the
Soviet film “Seekers of Happiness” (“Iskateli scaslja”, 1936), which sought to
attract immigration to Birobidjan.

Particular focus will be given on the first three recordings.

The choral and violin accompaniment of the Lebedeff song remarkably
imitates the arrangement of the 1906 Greek disc, as does also the Stella
orchestral version, which maximizes the exoticism of the two earlier discs.
Hereby is evident the important of phonograph / gramophone recordings in
the interethnic transmission of melodies. The materials of the presentation are
also of interest for the relationship of folklore to urban compositions.
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Xasa BanHukosa (LlImynesuu)
MY3bIKaTbHbI/ KOHCYJBTAHT IpoeKTa «JIamoH a-6ant», Yuusepcuret bap-Unana, Pamat-Tan

(U3pannp)

OTIBIT CETEBOI'O AHAJIM3A EBPEMICKOT'O ITIECEHHOTO ®OJIbKJIOPA

B cucreme knaccuduranmm HApoFHO My3bIKM M3IaBHA IPUHSIT TIOAXO, O -
parouuiics Ha skaHPOBO-TeMATUUECKOe POACTBO. [ TOTO YTOOBI B 3TOM ybe-
IUTBCS, TOCTATOYHO OTKPBITD JTF06071 COOPHMK HAPOIHBIX IT€CEH MU TAHIIEB.
OnHako pOLCTBO MeKAy MYy3bIKaJbHBIMM IIPOM3BENEHUSIMU He MCcUepIibiBa-
€TCSl TOMBKO ITUMMU MapaMeTpamu, 1 ropasgo 6osee GIM3KMe CBSI3U MEXKITY
MeCHSIMY MUY MeJIOAUSIMY — X BapMaHTbI, KOTOPbIE YaCTO MUTPUPYIOT MEXTY
Pa3HBIMM KAHPAMU U 6/IaTOTIONYYHO aSATITUPYIOTCS B Pa3HBIX HALMOHATbHBIX
KyJIbTYypax, — Yallle BCero OCTalTCsl 3a MpeeaMu ucciefoBauuii. Jinmb oT-
JlefIbHbIe MCC/IeloBaTeNM PACCMAaTPUBAIOT Te€ WINM MHbIe TPYIIIbI IeCeH MU
MeJIOAVIA, TIpeICTaBIISIIoNIEe 0607 MeKHAIMOHATbHbBIE U MEKaHPOBBIE Ba-
PVAHTBI, ¥ TIPEAJIATAIOT COOCTBEHHBIE MOAXOAbI K M3YUEHWIO AHHOTO SIBJIEHSL.
SI TakKe X0uy MPeAJIOKUTb CBOE BUAEHME U CBOJ MOAXO/,.

COBOKYITHOCTb BapMaHTOB, B TOM UMCJIe BBIXOASIIMX 3a KaHPOBbIE U HaIU-
OHa/IbHO-KYJIbTYPHBIE MPeeibl, MOKHO IIPEICTAaBUTh B BUJle PA3BETBIEHHOM!
ceTy WM Jaxke KoMIuieKca ceteli. [Ton «receHHO CeThio» S MOApa3syMeBalo
MHOXECTBO HapOIHBIX TIECEH BO BCEX M3BECTHBIX BapyaHTax (63 SKaHPOBBIX,
TeMaTUYeCKuX, COIIMATbHBIX, I3bIKOBBIX, HAL[MOHAIbHBIX U T.Il. OTPaHUYEHUIT),
B KOTOPBIX MMEIOTCS CYlLIeCTBEHHbIE TEKCTOBbIE U / WIN MeJIoguyYecKue Co-
BITaJIeHMs. DTOT BUJ, MHOXKECTBA IMEET UePThI CYCTEMbI GaMMUIbHBIX CXOACTB
Burrenmrreitna (Familiendhnlichkeit, Wittgenstein) 1 pusomopdHoOit cucTeMbl
Henésa u I'satrapu (Rhizome, Deleuze & Guattari). IIpyHagIesKHOCTD IT€CEH
K OJTHOJ1 1 TOJ1 3Ke ceTy caMo 110 cebe He yKa3bIBaeT Ha BEKTOp / HallpaBJIeHUe
3aMMCTBOBaHUs, U, COOTBETCTBEHHO, HE OIpefiesisieT IUI0- WIN TUIIePTEKCT.
TeM He MeHee 3/1IeMeHTbI CeTM CBUIETENbCTBYIOT O KOHTAKTaX / CBSI3SIX MEXIY
necHsiMu. COCTaBMB MIMPOKYIO M Pa3BETBIEHHYIO CETb U IPUMEHUB K Heil
pa3Hoo6pasHble aHATUTUUECKME METObI — KaK, HAlIpUMep, M3yueHne UCTO-
pPUYECKOTO U KYIbTYPHOTO KOHTEKCTa UM CPAaBHUTEIbHBI METOZ, — MOKHO
MPOCAEINTD IIyTU MUTPALIMU TEKCTOB U MEJIOAMI B PA3AMYHBIX COLIMATbHBIX
¥ HallMOHAJIbHBIX C/I0SIX, X MHTEPIIpeTALMM B Pa3HBIX )KaHpax U T.II.

B Hacrosiimem gokiage 6ymeT pacCMOTpeHa MpobieMaTnka COCTaBIeHNSs
TeCeHHbIX CeTeil 1 MapKUPOBKY UX 37ieMeHTOB. Kpome TOro, Ha KOHKPETHBIX
npuMepax 6yayT IpoIeMOHCTPUPOBAHBI BO3MOKHOCTM CETEBOTO aHA/IN3a Te-
ceHHOro (GoNbKIOPa, BKIOUAs 06e COCTaBISIOMMX MTeCHN: TEKCT U MeJIOAUIO.
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Hampumep, KOMIJIEKCHBI aHAJIN3 CETU, COCTABAEHHOI HA OCHOBAHUM TeK-
CTOBBIX U / WJIM MY3bIKQJIbHBIX COBITAZ€HUI PsIfA €BPeiCKuX (B YaCTHOCTU
XaCUICKMX) TeCeH Ha PYCCKOM, YKPaMHCKOM U ITOJIbCKOM SI3bIKax, a TakkKe
YKPaMHCKMX U PYCCKMX HApOOHBIX MeCeH Pa3HbIX )KaHPOB, I03BOJSET MPO-
JIUTb HOBBIN CBET HA MaJIOM3yUeHHbIEe CBSI3M MEKIY MapTMHAIbHOM 06IIM-
HO¥ KAHTOHMCTOB ¥ XacUAaMy, OIIeHUTh BRI KAHTOHMUCTCKOM CYyOKYIbTYPBI
B CTAHOBJIEHME eBPeiickoro GoabKIOpa, a TAKKe MPOCIEANTD ITYTU YCBOSHMS
U TpaHchopmaIyu MakapoHMYECKIX ITeCeH B XaCUICKOM perepTyape.

APPLYING NETWORK ANALYSIS TO STUDYING JEWISH SONG FOLKLORE

The classification system for folk music has long employed an approach based
on genre-thematic kinship. To verify this, one needs only open any collection of
folk songs or dances. However, kinship between musical works is not confined
to these parameters alone, and much closer connections between songs or
melodies—their variants, which often migrate between different genres and
successfully adapt within various national cultures—most frequently remain
beyond the scope of research. Only a few researchers examine particular groups
of songs or melodies that represent international and inter-genre variants,
proposing their own approaches to studying this phenomenon. I would like
to propose my own vision and approach.

The totality of variants, including those transcending genre and national-
cultural boundaries, can be represented as a ramified network or even a complex
of networks. By “song network” I understand a set of folk songs in all known
variants (without genre, thematic, social, linguistic, national, and similar
limitations) in which substantial textual and/or melodic correspondences exist.
This type of set possesses characteristics of Wittgenstein’s system of family
resemblances (Familiendhnlichkeit) and the rhizomatic system of Deleuze
and Guattari. The belonging of songs to the same network does not in itself
indicate the vector/direction of borrowing and, accordingly, does not permit us
to distinguish between hypo- and hypertext. Nevertheless, network elements
indicate contacts/connections between songs. Having compiled an extensive
and ramified network and applied diverse analytical methods to it—such as the
study of historical and cultural context or the comparative method-one can
trace the paths of migration of texts and melodies within various social and
national strata, their interpretations in different genres, and so forth.

In the present paper, the problematics of compiling song networks and
marking their elements will be examined. I shall also demonstrate through
concrete examples the possibilities of network analysis of song folklore,
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including both components of song: text and melody. For instance,
comprehensive analysis of a network compiled on the basis of textual and/or
musical correspondences among a series of Jewish (particularly Hasidic) songs
in Russian, Ukrainian, and Polish languages, as well as Ukrainian and Russian
folk songs of various genres, sheds new light on the little-studied connections
between the marginal community of cantonists and Hasidim, allows us to
assess the contribution of cantonist subculture to the formation of Jewish
folklore, and enables us to trace the paths of adoption and transformation of
macaronic songs in the Hasidic repertoire.
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Ilya Saytanov

Independent researcher, Israel

CHOBAN AND CHUPAN: WANDERING SHEPHERD MELODIES
IN MUSICAL FOLKLORE — CHALLENGES FOR RESEARCHER

The paper considers several melodies bearing the title Chaban or Chupan,
along with the lyrics of some of them. They form fascinating networks linking
songs and dances from Jewish, Persian, Greek, and Ukrainian repertoires.
These melodies were documented by Oskar Kolberg, Raisa Gusak, and other
renowned folklorists—each of them capturing only a fragment of what we may
call a stereo object.

The paper first examines individual variants within specific cultures,
then explores the structure of their interconnections, and finally addresses
the open questions that arise in studying these links and versions. Among
these questions are:

— What role do shepherd songs play in a new context such as the Hasidic
niggun?

— What is known about the Persian variant of the melody Chopan/Choban
in Iran itself?

— What semantic meaning does a melodic fragment, which carries
a particular significance in the klezmer tradition, acquire in the Persian version
of the same melody?

This leads to a broader methodological question: how do we study such
complex objects that bring together melodies from different national
traditions? These issues emerge within the larger task of coordinating the
joint work of scholars developing two complementary approaches: one, aimed
at identifying the patterns and mechanisms behind the recurrence of similar
phenomena, and the other, focused on explaining the folklore tradition
of a given people in the context of its own history, culture, and psychology.

The key conclusion is that the study of such stereo-objects requires
collaborative work among:

1. Specialists within each tradition and its individual components
(for example, separate experts in niggunim and in Yiddish song);

2. “Polyglot” scholars who are deeply familiar with materials from more
than one tradition;

3. Researchers capable of synthesizing and conceptualizing these findings
at a higher level.
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Dr. Joshua Horowitz
Independent researcher, Magister Artium (Berkeley, California, USA)

THE WALLACHIAN SHEPHERD’S DOINA SCHEMA AND ITS USE IN
KLEZMER AND CRIMEAN TATAR MUSIC

The Wallachian Shepherd’s Doina is found under many guises throughout
eastern Europe, with many names. There is a finite amount of modal schema
that it makes use of, the most common of which follow the seyir (i.e. modal
progression) characteristics of the Ottoman Nikriz makam. In this lecture we
will compare one of these progressions in detail, phrase for phrase, using a pre-
war 78 rpm recording of a klezmer “Fun der khupe” (2/4 wedding processional)
and a Tatar Kaitarma recording (7/16 meter dance). The study will compare
the elements of meter, melody, ornaments and form of each version, and show
how these elements are formed into the specific expressions of each culture.
The lecturer will demonstrate instrumentally the basic schema of the doina at
the outset to familiarize the listener with its modal progression, followed by
the recordings played side-by-side, then examine the transcriptions of each
phrase, one after the other to hear the underlying schema and identify its use
in each cultural sphere.
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Dr. Nikos Ordoulidis
PhD, Academic Scholar, University of Leeds (UK)

HATIKVAH IN THE NURSERY: FROM JEWISH SOLEMNITY
TO GREEK ENIGMATIC PLAY

This presentation investigates the intriguing melodic relationship between
“Hatikvah”, now the national anthem of Israel, and “Htav évag yéidapog”
(“There Was a Donkey”), a widely popular Greek children’s song. While
ostensibly disparate in their cultural provenance and intended audiences, a
meticulous examination reveals the latter directly adopts its foundational
melody from the former.

“Hatikvah”, a 19™-century poem first documented as “Tikvatenu” in
Naphtali Herz Imber’s 1886 collection “Barkai”, evolved through collaborative
textual modifications by educators in Palestine, ultimately adopting its
current title and becoming the national anthem of Israel. Its melody derived
from a Central European folk tune. The earliest commercial recording was
made in Warsaw in 1902 by Cantor Kipnis, playing a crucial role in its rapid
dissemination throughout the Jewish Diaspora. Conversely, “Htav évag
yadapog” has enjoyed continuous and exclusive popularity as a children’s song
in Greece for the past four to five decades, regularly appearing in anthologies
and educational texts.

This paper will meticulously chart the historical appearance of this specific
musical motif within the Greek-speaking soundscape. Evidence suggests
an initial recording in the 1920s, with attribution to Georgios Lambelet,
a prominent Corfiot composer integral to the Greek National School of Music.
However, its widespread popularisation as a children’s song is largely ascribed
to Kiki Kapsaski, a distinguished Zakythian music educator renowned for
her contributions to children’s music. Kapsaski, notably from a family with
a background in chanting tradition, thus connecting her to the Greek Orthodox
Church, reportedly made its first recording as such in 1970. The presentation
will further delineate the profiles of these pivotal Greek figures and offer an
analysis of the children’s song’s notably allegorical and obscure lyrical content,
thereby illuminating the fascinating recontextualisation of a profound melody
within a narrative of uncertain implications.
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Mys3bIKa ¥ 00IIECTBO

Dr. Marsha Dubrow
Visiting Scholar in Jewish Music, New York Jewish Theological Seminary (USA)

DP CamMPS, KOL NIDREI, AND THE SPIRITUAL REHABILITATION
OF POosT-HOLOCAUST SURVIVORS THROUGH MUSIC:
THE GIFT OF EMMA LAZAROFF SCHAVER

In April, 1946, a now almost forgotten Jewish-American opera singer renowned
in her day, Emma Lazaroff Schaver, embarked on a six-month performance tour
of the post-Holocaust DP Camps in American-occupied Germany. Shaver was
a woman fervently committed both to spending as much time as possible with
the survivor remnant, the She’erit Ha’Peleta, and to the possibility of healing
these emotionally bruised and crippled survivors through music as evidenced
in the Emma Schaver Archives housed in the Walter Reuther at Wayne State
University, Detroit, Michigan. This first-hand record of her triumphs and
travails (memoir, diary entries, letters, notes, documents, concert programs
and photos), which included visits in American-occupied Bavaria to over 50 DP
camps with a combined number of 200,000 survivors, has yet to be examined in
depth. She sang to these survivors in informal and hastily-arranged concerts,
rehabilitating them to begin again, to have hope in the future and to have their
souls revived and lifted. They represented a wide spectrum of national origin,
age, socio-economic levels and religious observance. Yet, despite the wide
cultural differences, Schaver’s first-hand notes suggest that one single piece
became the emotional battle cry of all these Jews during her concerts. At camp
after camp, Schaver received cries for her to sing Kol Nidrei, a Mi Sinai tune
with an Aramaic text from the Middle Ages, recited only on one day annually,
the Day of Atonement, Yom Kippur, the holiest day in the Jewish calendar. This
presentation will also interrogate the enigma of why this particular composition,
the Kol Nidrei, the only ‘religious,” cantorial piece of music she ever performed in
any of her concerts for Holocaust survivors, had such deep emotional resonance
universally for Jewish Holocaust survivors in the DP camps. Schaver was part of
the very first cultural mission to Germany after the war, and her first hand direct
experiences go a long way toward filling in some of the early social-historical
gaps from both a cultural, as well as emotional, perspective between the end of
the war and the establishment of the State of Israel.
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IV. ITPOBJIEMBI COXPAHEHMSI HAYYHOI'O HACJIEIUSA

Mys3bika 1 HayKa

Eszenuti Bukmoposuu /[ykos
OKTOP GumocodCKMX HAayK, IMIABHBIN HAYIHBIN COTPYAHMK [0CYJapCTBEHHOTO MHCTUTYTA

VICKYCCTBO3HAHMS

MYVY3BIKA I MVJIETUMEIAA

MysblKka — OJIHa U3 BHYTPEHHMX «MalllMH», KOTOPbIE 3aCTaBJISIOT YeloBeKa
MepeXXnBaTh, JBUTATHCS, COOCTBEHHO, ObITh UeTIOBEKOM. «BbITh TBOpEeHVEM
3HAUMUT BOCCTABJISATDb CBOI Mup. TBOpeHMe, 6yayun TBOPEHMEM, BOCCTABIISIET
cBOI Mup» — cuurtan M. Xaiigerrep. B gokiage paccMaTpuBaeTcs rapagurma
«MHTEHCUBHOM ayIOBU3YAJIbHOI 3CTETUKU».

PaccmaTpuBaioTcs TUIThl My3biki. C 1950-X rogoB 0CMbIC/IEHME MY3bIKU
6bTIO OPMEHTUPOBAHO Ha MIPMMEPHO JEBSTh PA3HOBUAHOCTE: HAPOIHAS MY-
3bIKa, KOMIIO3UTOPCKAs JierKast My3bIKa (BK/II0Yasi ka3 ¥ aBTOPCKYIO TIeCHIO),
«J1erkas» Kiaccuueckasi, orn-my3blKa, akajemMmuyeckasi My3biKka, COBpeMeHHast
MYy3bIKa, [IOCTPOEHHAsI BHE JIa[IOB, 3JIEKTPOHHASI MY3bIKa, CO34aHHAsT KOM-
MbIOTEPOM, BU3yaabHAasl My3blka. ABTOHOMHAs My3bIka JaBHO acCOLUUPY-
eTcsl C IPYTMMM Me[ya: C BU3YyaabHbIM B KMBOM MCITOJIHEHUM, CO CJIOBAaMU
B MPOTPAMMHBIX 3aMeTKaX, Ha 06JI05KKaX IJIACTMHOK ¥ B Pa3TOBOPHOM I10-
TOKe TIePEPBIBOB MEXIY YacTsIMM KOHIepTa. My3bIka HaIlloOJHeHa CMBICIOM,
CJIOBA MPeobpasyIoT CKPBIThIN CMBICI B (DAaKTUUECKMIA: OHM 00pa3yIoT CBS3b
MesKy IIpoM3BeeHreM M MUPOM. My3bika BOCIIPUMHUMAETCS B CBSI3U C I pY-
TMMU MeJlxa 1 ee CMbIC/I BOSHMKAeT 13 B3aMMOOTHOILIEHMI C IPYTMMU Meaua,
MpuyeM MexMeIuiiHble M MYJIbTUMeMiiHble B3aMMOOTHOILIEHNS] HEOTHe/N-
MBI OT BOCIIPUSTUSI MY3bIKM. Moieny 151 BCeX My3bIKaJIbHBIX MYIbTUMeENa,
MOZeJM, OCHOBAaHHbIE HA MY3bIKaJIbHOI TeOPUM, BIPSIMYIO CBSI3aHBbI C CTPYK-
TYPHBIM €JMHCTBOM U 3CTeTMUYECKOlt LIeHHOCThI0. Hampumep, scTeTndeckue
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XapaKTePUCTUKM BU3YaIbHOM MYy3bIKM CETOLHSI CTOJb K€ PasHOOGPA3HBI,
KaK ¥ KOHTEKCTbI, B KOTOPBIX OHA MOSIBJITETCSI. B OCHOBHOM 3CTeTHMKaA OIlpe-
JlesisieTcst 0COGEHHOCTSIMY M BO3MOKHOCTSIMM 1[M(POBOTO ITPOrpaMMHOr0 06e-
criedenHst 1 060PYIOBAHMSI, HO TAKKE M aHAJIOTOBBIMM YCTPOMCTBAMM. 3BYK,
TeHePUPYIOIMI Ha YPOBHE OGIIEro pesy/ibTara, He JO/DKEH PacCMaTPUBAThCS
MCKITIOUNTETIHHO C TOUYKY 3PEHMVSI MHAMBUAYATbHOTO (DYHKIMOHMPOBAHMS CO-
CTaBJISIONMX 3/IEMEHTOB. AHAIUTUK CMOKET OOHAPYKUTh <TOPU30HTAIbHbIE»
CBSI3Y MEKIY MTOJUMHEHHBIMM YPOBHIMU MEPAPXUii B Pa3IMUHBIX Meya.

Mys3bIKa 4aCTO BOCIIPMHMMAETCS B CBSI3Y C IPYTUMMM Meua, v €e CMbICI
BO3HMKAET 13 B3a¥MOOTHOIIEHWIT C APYTMMU Meua, IPUUEM MEKMeI i HbIe
Y MYJIbTUMEIMITHbIE B3aMMOOTHOIIEHNMST HEOTAEMMbI OT HAIIETO BOCHIPUSITHS
MY3bIKM. MOJe/M BO3HUKAIOT AJIs1 BCEX MY3bIKAJbHbIX MY/IbTUMEIMA, OCHO-
BaHHbBIX Ha MHCTPYMEHTAX MY3bIKAJIbHOM TEOPUM, U MEKIY CTPYKTYPHBIM
€IMHCTBOM M 3CTETUUECKOI IIEHHOCTBIO. B OCHOBHOM 3CTETMKA OTIPeIe/sIeTCst
0COBGEHHOCTSIMM ¥ BO3SMOXKHOCTSIMM LIM(POBOT0 MPOrpaMMHOIO 06ecrieueHnst
1 060PYIOBaHMSI, HO TAK)Ke 1 aHATIOTOBBIMM YCTPOMCTBAMM, HATIPMMED CIIaiif-
MIPOEKTOPAMM ¥ OBEPXE[-[IPOEKTOPAMY C BM3YaTbHOM CTOPOHBI.

Media OTKpbIBa€T MIPOAYKTUBHOE 1 MHTPUTYIOLIEE IIPOCTPAHCTBO MY3bIK.

MusIC AND MULTIMEDIA

Music is one of the internal “machines” that make a person feel, move, and,
in fact, be human. “To be a creation means to restore one’s world. Creation,
being creation, restores its world,” believed M. Heidegger. The report examines
the paradigm of “intensive audiovisual aesthetics.”

It examines different types of music. Since the 1950s, music has been
oriented toward approximately nine varieties: folk music, light music
composed by composers (including jazz and singer-songwriter music), “light”
classical music, pop music, academic music, contemporary music built
outside of scales, electronic music created by computers, and visual music.
Autonomous music has long been associated with other media: with visuals
in live performances, with words in program notes, on record covers, and in
the conversational flow of intermissions between concert pieces. Music is
filled with meaning, words transform hidden meaning into actual meaning:
they form a connection between the work and the world. Music is perceived in
connection with other media, and its meaning arises from its relationship with
other media, with intermedia and multimedia relationships being inseparable
from the perception of music. Models for all musical multimedia, models
based on music theory, are directly related to structural unity and aesthetic
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value. For example, the aesthetic characteristics of visual music today are as
diverse as the contexts in which it appears. Aesthetics are mainly determined
by the features and capabilities of digital software and hardware, but also by
analog devices. Sound generated at the level of the overall result should not
be considered solely in terms of the individual functioning of its constituent
elements. An analyst will be able to detect “horizontal” connections between
subordinate levels of hierarchies in different media.

Music is often perceived in connection with other media, and its
meaning arises from its relationship with other media, with intermedia and
multimedia relationships being inseparable from our perception of music.
Models arise for all musical multimedia based on musical theory instruments
and between structural unity and aesthetic value. Aesthetics are mainly
determined by the characteristics and capabilities of digital software and
hardware, but also by analog devices such as slide projectors and overhead
projectors on the visual side.

Media opens up a productive and intriguing space for music.
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dammax Xanvik o2y Xanvik-3ade
KaHIUIAT MCKYCCTBO3HAHMS, Tpodeccop Kadenpbl STHOMY3BIKO3HAHMS

A3ep6aiikaHCKOM HALMOHAIBHOI KOHCepBaTopuy, Baky

O HEKOTOPBIX METOJOJIOTMYECKUX ITPUHLINIIAX
B CO3JIAHUU YYEBHOM JINTEPATYPEI [10 STHOMY3bIKO3HAHUIO

DTHOMY3bIKO3HaHME KaK OTHOCUTEIbHO HOBas ¥ AMHaMUYHO Pa3BMBaOLIasi-
cs1 06;1aCTh MY3bIKAJIbHOM HAYKM IPOILJIO OOJIBIION M CJIOXKHBINA MyTh CTa-
HOBJIEHMS U 3BOJOIMMUNA. 3a gaHHbI nepuon (XVIII-XXI Beka) cyuiecTBeH-
HO pacIIMpsUTICh OOBEKT ¥ TeMaTMKa UCCIeIOBaHN, MEHSTMCh MEeTOAVKA
¥ MeTOLOJIOTMS AVUCLUILIMHBI, ee Ha3BaHMe U onpeniesieHe. B cOBpeMeHHbI
Tepuoz, 0cOGeHHO Ha 3arajie, MCCaeJOBaHVS OXBAThIBAIOT HE TOMbKO BCe pa3-
HOOGpa3ye My3bIKaTbHBIX TPAIUIIMIT BCEX HAPOLOB MMPA, HO TaKKe 1 Gopmbl
TIOMYJISIPHOI M ypOaHUCTUUECKOI MY3bIKaIbHO KYJIbTYPbI, BKJIIOUAst KOMIIO-
3UTOPCKOE TBOPYECTBO NMMCbMEHHO TPaaULUNA.

B 1960-e rompl ¢ OTKPBITHEM CIIEIMaTbHBIX KypCcoB — graduated courses —
0 3THOMY3bIKOBEJIEHMIO B HEKOTOPbIX YHMUBepcuTerax CIIA K HaydHbIM
npob6yieMam MpubaBMINCh TaKKe BOMPOCH MpernofgaBanmys. [Ipuuem paspa-
60TKa HAyYHO-MEeTOAMYECKON JIMTepaTypbl HE MOIJIA MATU B HOTY C pa3BUTHEM
HOBOJ1 HayKu. IToTOMY 1 G0JIbIIIME, M OTBETCTBEHHbIE 38/1aUli CTOSIIM (U IIPO-
JOJDKAIOT CTOSITh) TaKke Iepef, regaroraMmm, KOTOPbIM MIPeCTOSIO CO3aTh
YUeOHYIO JIUTEPATYPY, OTBEUAIOIIYI0 BO3POCIINM TPEOOBAHMSIM HAYKMI.

Ha nepBbIx mopax, py OTCYTCTBUM CIIEMAIbHOI HayYHO-METOAMYECKO
JIUTepaTyphbl, 3aHITHUSI TPOBOAWINCH ITPEUMYIIECTBEHHO HAa OCHOBE SMITUPU-
YyeCcKuX MOJeBbIX paboT, TaK HEOOXOAVIMBIX IJIS JAHHO HAayKY, C TIOCIeNyI0-
MMM pacuMGpoBKOIi, aHATM30M U UCCIIeNOBAHEM COOPaHHBIX MATEPUAJIOB,
B pe3y/ibTaTe KOTOPBIX JJOCTATOYHOE MECTO OTBOAMIIOCH TaK HA3bIBAEMBIM Case
stidies — 4aCTHBIM MCC/IELOBAHMSIM.

B pecnry6nnkax 6siBiiero CCCP 3THOMY3bIKO3HAHME CTAJI0 Pa3BMUBATHCS
033Ke U TI0J, BO3AEeCTBMEM 3aIaJHbIX IIKOJ, & TAaKKe COOCTBEHHBIX HAIIMO-
HaJIbHBIX TPAAUINI B 06;1aCTSIX Gytonoruy, GoabKIOPUCTUKMA U HAUATbHBIX
9TaroB 3THOMY3bIKO3HaHMs. KcTaTu, moc/iefHSS U3 OTMeUYEeHHBIX AUCIUTUINH
Ioaroe BpeMs (BIUIOTh 40 Havana 1990-X ronoB) MMeHOBaIaCh My3bIKaJIbHOM
aTHorpadmeit — Ha3BaHMe, 3aMMCTBOBAHHOE 13 M3BECTHOTO YUeOHMKA MOJb-
CcKOTro aBTOpa AHHBI YekaHOBCKOM (1931-2022)

IMomumo yue6HMKa A. UeKaHOBCKOI 0COGOTO BHMMAHMS 3aCTYKMBAIOT
pab6orsl B. Hertna (1930-2020), A.IT. Meppuama (1918-1980), A. Jlomakca
(1915-2002), Ix. Biekuura (1928—-1990), T. Paiica. Cpenu mcciemoBaTesneii
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COBETCKOTO M TIOCTCOBETCKOTO TIePMOIOB CEPbe3HOr0 U3yUeHMsI TpebyeT IeH-
Helilllee HAy4YHOE Hac/leAue CTapeiilH OTeYeCTBEHHOM STHOMY3bIKOJIOTUH,
akameMukoB B.B. AcadbeBa u V. Tajskubeiin, BKIa KOTOPBIX B JAHHYIO HAYKy
He ObUI BBISIBJIEH IIPU UX XKU3HM, a Takke E. T'mnmnmyca, 3. DBanbaa, U. 3em-
1OBCKOTO, E. MaliMeBCKOro ¥ MHOTUX APYTUX.

IlyMaeTcs. YTO MPY CO3MAHUY YUeOHbIX T0COOMIT ClieayeT MOYMHNATD Hayd-
HYIO ¥ YUe6HYI0 IMTepaTypy 3aIpocaM COBpeMeHHbIX UCCIeIOBAHNIL C YIETOM
MIPMHLIUIIOB UCTOPU3Ma U COLIMATbHO-KYIbTYPHO aHTPOIIOIOI WM.

B coumanbHO-KYAbTYPHBIX ¥ UCTOPUUECKUX YCIOBUSIX ObiBIIero Cor3a
STHOMY3bIKOBEJIeHVE MTPOIIIO MPUOGIU3UTENIBHO CXOAHBIN MTyTh PAa3BUTUS
M HAXOOUTCS IIOJ M3BECTHBIM BO3JelCTBMEM HbIHEIIHEeH ITOIUTUYeCKO
¥ B3KOHOMMYECKOV cuTyalyn. I10 3Tol IpuIMHe MbI IpefjaraeM IpUMeHUTD
TIOMYJ/ISIPHBIN B STHOMY3BIKOJIOTMY TEPMUH — KOHTEKCTYyaIU3alus — He TOJb-
KO K MMPOBOJi My3bIKaJIbHOJ IMPaKTUKe, HO TakKe U K OTJIMYUTETbHBIM 0CO-
GEHHOCTSIM KPYITHBIX PETMOHATbHBIX HAYUHBIX KO X CUCTEM 06pa3oBaHMsI.
Hamnpumep, saTHOMY3bIKO3HaHMe B cTpaHax CHI' mpopokaeT pa3sBuBaThCs
B TECHOJ CBSI3M C KYJBTYPHBIMM M HAYYHBIMM TPAIMULIMSIMM KaK ObIBINEN CTpa-
HbI COBETOB, TaK ¥ CpeHero BocToka, YTo 0CO6€HHO XapaKTePHO IJIs PeCITy-
6K IleHTpasnbHOI A3um 1 3aKaBKasbsl. IIOTOMY yUeOHUKY B pecITybiImKax
OBIBIIIETO CO03a MOTYT MMETh MEXK/Y CO00J MHOXKECTBO OOLIMX YepT.

ON METHODOLOGICAL PRINCIPLES IN CREATING TEXTBOOKS
ON ETHNOMUSICOLOGY

Ethnomusicology, as one of the relatively new and dynamic field of musical
scholarship, has passed quite long and complex path of formation and
evolution. Since the 1960s in a few US universities were established graduated
courses and teachers of ethnomusicology faced complicated tasks in creating
methodological literature meeting growing demands of the contemporary
time.

In the republics of the former Soviet Union, ethnomusicology began to
develop slightly later and under the influence of Western schools, as well as
based on their own national traditions in the fields of philology, folkloristics
and the initial stages of ethnomusicology. Incidentally, the last of the
mentioned disciplines was called musical ethnography for a long time (until
the early 1990s), a name borrowed from the famous textbook by the Polish
author Anna Czekanowska (1931-2022). In addition to the above-mentioned
instruction, the works by B. Nettl, (1930-2020), A.P. Merriam (1918-1990),
A. Lomax (1915-2002), J. Blacking (1928-1990), T. Rice, as well as, Russian



YAcTb II. KOHOEPEHIMS «MY3BbIKA B KYJIBTYPE» 187

scholars B. Asafyev, Y. Gippius, I. Zemtsovski, I. Matsiyevski and others deserve
special attention.

When creating textbooks, scientific and educational literature should be
subordinated to the demands of modern researches, taking into account also
principles of hectorism and socio-cultural anthropology. Among researchers
of the soviet and post-soviet periods, the most valuable scientific heritage
of the elder Russian ethnomusicology requires serious study.

In the creation of the textbooks cultural and historical conditions of the
former Soviet Union and the CIS, ethnomusicology has undergone a similar
development path and now is under the influence of the current socio-political
and economic situation. For this reason, we propose to apply the popular
in ethnomusicology term contextualization not only to the world’s musical
practices, but also to the distinctive features of large regional scientific schools
and educational systems.

For example, at present, ethnomusicology in the CIS countries continues to
develop in close connection with the cultural and scientific traditions of both
the former Soviet Union and the Middle East, which is especially characteristic
of the republics of Central Asia and, in part, Transcaucasia. Therefore, the
creation of textbooks in the republics of the former Soviet Union may have
many common features.

Teachers are to create educational literature that meets the growing demands
of science. At first, in the absence of special scientific and methodological
literature, lessons were conducted primarily on the basis of empirical field
works, so necessary for this science, with subsequent transcription, analysis
and study of the collected materials, as a result of which sufficient space was
given to the so-called case studies.
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Eezenus BnadumuposHa Xa3dau

KaHAMAAT MCKYCCTBOBELEHMST, He3aBUCUMBbIit 1ccnenoBaTens, CaHkT-IleTep6ypr

POCCUIICKOE MY3BIKOBEJIEHUE XXI BEKA:
TMOMCK CUCTEMBI KOOPIVIHAT

VYci10BMSI, B KOTOPBIX CYILIECTBYET COBPEMEHHOE PYCCKOSI3bIYHOE MY3bIKOBE-
JleHye, BO MHOTOM OTJIMYAIOTCS OT TeX, B KOTOPbIX pa3BMBajach Hayka B CO-
BETCKMI1 M IOCTCOBETCKOM IeproAbl. MerapaciipeHe UcciaeqoBaTeabCKOTro
TOJIST M OOHOBJIEHVE CTYXOBBIX MPAKTUK, CBSI3aHHbBIE C BXOKAEHUEM B IUb-
POBYIO 3I0XY, & TAKKE YXOJ, OT JKeCTKMUX OTIO3UIINI, Ha KOTOPBIX 6a3Upo-
BaJICh MIPEXKHYE TEOPEeTUUECKIe YCTAHOBKY, TPEeOYIOT pa3paboTKU HOBBIX
MCCIIe,0BaTeIbCKUX MTOAX0N0B. Bo MHOIMX CIy4asix YCTOSIBIIASICSI METO/M0-
JIOTYSI He TI03BOJISIET PACKPBITh CYLIHOCTb OMMChIBAEMOTO SIBJIEHUS U YBOLUT
OT COGCTBEHHO 3BYKOBOJI MaTepuu B 00/1aCTh U3MEPEHMIT U TIOACUETOB. [IJis
SMOIIVIOHATBHOTO OKVBJIEHMSI MY3bIKOBEY TIPUXOIMUTCS AOOABISATD B TaKOM
aHaIU3 3MUTETHI, TPUOEraTh K CpaBHEHMUSIM 1 MeTadopam, TUTepPaTypPHbIM
U XY[,0KeCTBEHHBIM aJUTI03USIM.

B XXI Beke MOSIBJISIIOTCS pabOThI, HAIIpaBAeHHbIE Ha TIOMCK CYUCTEMbI, KOTO-
past Moria 661 OXBaTUTh BCE MHOT006pa3me 0CO3HAHHOM 3BYKOBOI IesITeTbHO-
CTY KaK Ha YDOBHE MUKPOCTPYKTYD, TaK ¥ Ha MAaKpPOYPOBHE, BIIMChIBAsI HOBbIE
SIBJIEHMS B OOLIYIO0 MY3bIKQJIbHYIO TTapaaurmy. OmHaKO X0 HayKM B MU3BECTHOM
Mepe MHEePIMOHEH, TaK YTO Pa6OThI, OPMEHTUPOBAHHbBIE HA BBIXO, 32 IIPEebI
YKOPEHUBIINXCS KOHIIEMINi, OCTAIOTCS Ha Tlepudepuy BHUMAHMUSI.

CoBpeMeHHbIe MPeACTaBAeHNs] O UCCAe0BaTebCKMX HOpPMaX BOCXOOST
KO BpeMeH! CTaHOBJIEHNSI TOMOGOHHO-TAPMOHNYECKOTO CTUJIS U BOI[APEHMST
TaKTOBOJ PUTMMKY, BBITECHUBIIIEH PUTMUKY MEeH3ypa/ibHYI0. My3biKa (UK-
CUPYETCSI B HOTHBIX 3aIMCSIX, SIBJISIOMMXCS CriennduyecKuM aHaI0roOM JIeKap-
TOBOJt CMCTEMbI KOODIMHAT: TI0 OLHO OCYU OTCUMTHIBAIOTCSI 3BYKOBBICOTHbIE
rapamMeTpsbl, 110 IPYroii — BpeMeHHbIe. [IouTy ¢ camMoro Havajaa My3bIKaHTbI
CTPEMSITCSI JOTIOTHUTD 3TY CXeMY, BBOISI MHOXXECTBO JPYTMX, He MeHee 3Ha-
YMMBIX XapaKTePUCTUK. [[BA OCHOBHBIX BEKTOPA BBITVISIIAT HE3bIOIEMbIMM,
HO JIMIIIb [0 TOVi TIOPBI, TIOKA MbI He TIPO6YeM MCITOTb30BATh MX IJIS OMTMUCAHWS
(heHOMEHOB HEEBPOIIEICKOI (MU Ke HeaKaJeMUJyeckoil) Tpaguin. Becemu
MCCIIenoBaTesIMuU 6e3 VICKITIOUeHMST My3bIKa MPU3HAETCSI BpeMeHHBIM MICKYC-
crBoM. [Ipy 3TOM caMoO BpeMs alipyMopy CIMTAETCS YHUBEPCATbHOM KaTeropu-
eit. Ero BocrpusTHe 1 OLleHKA B Pa3HbIX Ky/IbTypax U B pa3Hble S110XY MOTYT He
COBIIAZaTh, ¥ JaKe B PAMKax OJJHOI KyJIbTYpbl BpEMS, UCIIOJIHEHHOE MY3bIKH,
He paBHO MOJTYAIeMy, He3alIOJIHEHHOMY BPeMeH!M — OHO 06/1afjaeT MHbIMU
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KauyeCTBEHHBIMU xapakTepuctukamu. Tem He MeHee My3bIKOBeJleHMe MPO-
JIOJDKAeT OTIepUPOBATh YCIIOBHO OOBEKTUBHBIM ITOHSITUEM, UCITOTb3YS BpeMS
KaK TaKCOHOMMYECKUI MHCTPYMEHT.

KoMmosuTopsl JaBHO OCBaMBaOT MHOE, MHOTOMEPHOE ITPOCTPAHCTBO: OT-
Ka3bIBAIOTCSI OT MEJIOAMM, UTPAIOT ITYMaMy ¥ TeMOPaMy, TIOTPYXKAIOT CTyIIa-
TeJIsl B HEpa3MeueHHbI 3BYKOBOV MOTOK. B My3bikoBemeHnn XXI Beka MOX-
HO OTMETUTb HECKOJIbKO HalpaBleHWi, CBSI3aHHbBIX C OCMBICJIEHMEM HOBO
MY3bIKaJIbHOV peasbHOCTU:

— «HaJCTpOJiKa» CYIIECTBYIOLEro aHaJUTUUECKOTO alnmnapara, JoIoaHe-
HMe TepMMHOJIOTUM, MOIEPHMU3ALMSI MHCTPYMEHTOB aHaiu3a. B Tom uucie
KaTeropmsaius HOBbIX 3BYKOBbIX 00BEKTOB M pa3paboTKa CUCTEM UX KIac-
cudukauny;

— MIpeofojieHMe «IBYMEPHOCTY» 3a CUYET MPUBJIEUEHUS] PECYPCOB IPYIUX
HayK WIM VICKYCCTB B paMKaX MEXIUCIMUIIMHAPHOTO, TPaHCAUCIIUIIIMHAD-
HOT0, MHTepMeIMaJIbHOTO TIOXO0I0B;

— pacupeHne MeTOL0OTMYECKMX TPaHNL] uepes MpefcTaB/lieHNe STHuYe-
CKUX 3BYKOBBIX ()€ HOMEHOB BO B3aMMOCBSI3} C TOPOKAAIOIIEI UX KYIbTYPOiA;

— obpamieHne K MOCTHEKIACCUMYECKOl Tapagurme, O3BOSIONIEN M3yUaTh
IMHAMMYHbIE MHOTOYPOBHEBbIE CUCTEMbI OTKPBITOTO THUIIA, IIe MOTYT COUe-
TaTbCsl pa3/iMyHble IOHMMAaHMS BpeMeHM U IPOCTPaHCTBA.

RUSSIAN-LANGUAGE MUSICOLOGY OF THE 215t CENTURY:
SEARCH FOR A COORDINATE SYSTEM

The conditions for contemporary Russian-language musicology differ greatly
from those for the research activity in the Soviet and post-Soviet periods. The
digital revolution has led to a colossal expansion of the research field and the
renewal of listening practices. In the 215 century, there is an effort to create
a paradigm that could cover all the diversity of conscious sound activity at
both the micro and macro levels. However, the musicology to a certain extent
is conservative, so not much attention is paid to work aimed at finding new
concepts.

The genesis of modern ideas about research norms dates back to the time
when the homophony appeared, and the system of mensuration signs and
proportions developed into the modern time signatures. Music is written in
musical notations, which are a kind of analogue of the Cartesian coordinate
system: pitch parameters are plotted along one axis, and time parameters along
the other. This scheme has been supplemented by musicians since the very
beginning by introducing a host of other, not less significant characteristics.
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But the two main vectors turn out to be irrelevant when we try to use them
to describe phenomena of non-European (or non-academic) tradition.

Composers have long been mastering a different, multidimensional space:
they abandon melody, play with noises and timbres, immerse the listener in an
unmarked sound stream. Facing the new musical reality, scholars adapt their
analytical instruments, moving in several directions:

—build over current methodology by adding new terms and expanding
classification systems to include new sound objects;

—involve resources of other sciences or arts within the framework
of interdisciplinary, transdisciplinary, inter-medial approaches;

— broaden the methodology boundaries by representing ethnic sound
phenomena in the context of the culture that generates them;

- turn to a post-non-classical paradigm that allows studying dynamic multi-
level open-type systems where different understandings of time and space
can be combined.



My3blka B Ky/bType

Hay4Ho-06pa3oBaTesibHbIf NPOEKT

MaTepunansl MmexxayHapoaHom
MEXANCUUNMNIMHAPHOW KOHbepeHLUumn
2-4 nekabps 2025 roga

Pepaxrop H.A. Bopucosckas
Koppekrop I'A. Mewepsakosa
Odopmnenne: E.A. Cusepc
KommnbiorepHas BepcTka: H.B. Menkosa



[Tognucano B mevats 10.11.2025
Dopmar 60 x 90!/

Tapuurypa PT Serif Pro.
Yen.-new. 1. 12,0

Opurnnan-MakeT HOATOTOB/IEH
B JocymapcTBeHHOM MHCTUTYTE MCKYCCTBO3HAHMSA

125009, Mocksa, Kosniikuii mep., f1. 5



Matepuansl MexayHapoaHoOW KoHdepeHLMn

«Mysbika B KynbType: Hay4YHO-06pa3oBaTe/ibHbIA MPOEKT»
(2-4 pekabps, 2025) oTpaxkaoT OCHOBHbIE HarpaBneHUs

1 Npo6aemMaTnKy 0o4HOUMEHHOIO MEXANCLMNINHAPHOro
Hay4HOro nNpoekTa, OCHOBaHHoro B anpene 2017 roga

B [0cynapCTBEHHOM UHCTUTYTE CKYCCTBO3HAHUS

npw y4acTum BeOyLmMX POCCUNCKUX UHCTUTYLNIA.

B nepBon YacTn nagaHus Yntatento KpaTko npea
KOHTEHT MNPOEKTA, ero nctopus, Gopmatbl paé

1 OCHOBHbIE MCCiefoBaTeNbCKMe Harnpas/l
BTopas 4acTb KHUMM COAEPXKUT MaTef

«My3blka B Ky/IbType», MPorpamm

M aHINIUMNCKOMSA3bIKaX.

'_.F

# i
MapaHne npegHas






