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Adapting comics to storyboard language

Abstract: This article analyzes the practical differences between the language of comics and the

storyboard, in adapting a format to the other. The result of this adjustment will be applied in an ani-

mation. Graphics solutions used in each of these languages, the expression of their contents, were

compared descriptively. Features such as the horizontal format, the vignette, audio, kinetic figures,

visual metaphors and subtitles, when placed side by side, highlight the differences and similarities

between the two methods. Thus, it was used as an object of analysis the transposition of a comic page

to the storyboard format. The result of this implementation will be used as a storyboard animation.

Keywords: animation, comics, storyboard, movies, media.

1. Introduction

The similarities between storyboarding and
comics are evident, as both methods use illustra-
tions or vignettes arranged in sequence to tell a
story. In the analysis of these two methods, it is
possible to observe particularities in the solutions
found for the transmission of its contents. The dif-
ferences between them are also identified in both
graphic and media formats: analog and vertical on
paper and horizontal on video.

The drawn image is the basic element of comics.
It presents itself as a sequence of pictures that bring a
message to the reader, usually a narrative, whether fic-
tional (a fairy tale, a children’s story, the adventure of
a superhero, etc.) or real (the report/Facts or events,
the biography of an illustrious person, etc.). Your
smallest narrative unit will be the comic or vignette.
In the Western world, the succession of vignettes will

be organized in the sense of reading the written text,
that is, from top to bottom and from left to right (in
Asian countries, this representation will occur from
right to left, following the reading of the Written Japa-
nese and Chinese, for example) which will allow the
understanding of the message [10].

Moya [9] defines that the approximation be-
tween cinema and comics is inevitable, since both
arose from the concern of representing and giving
the sensation of movement. Comics, as the name im-
plies, are a set of images in sequence. What makes
the block of images a series is the fact that each frame
makes sense after seeing the previous one; the con-
tinuous action establishes the connection between
the different figures, the author adds. The origin of
the term storyboard is English and comes from the
junction of the words story and board, which respec-
tively mean story and panel, defining in a direct way
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Section 1. Fine and applied arts and architecture

the format of this tool — a panel where the story is
narrated visually from the written script.

The Storyboard is a preview tool that displays
frame by frame and in sequence designs adapted from
the script of an animation or a movie. These are con-
ceptual illustrations that help to clarify and strengthen
the narrative of the script. The goal is to make it easy
for the production team to do the organizational work
required by the script in a scene. The Storyboard must
necessarily be created before the recordings start, so
that the end result of the scene is as close as possible
to what the screen player expects [4].

It is then evidenced the difference that the com-
ic is the final product, while the storyboard is a pre-
view of a product that will still be realized in the form
of animation. In the storyboard, the drawing does
not have to be completely finished, which is another
difference in relation to the comics, in which the au-
thor must have an art-finished drawing. The quality
of the final drawing is only a sketch of the flow of the
story, presenting the characters, an idea of the frames,
camera movements and points of view, as defined by
Cesconetto [2 ], which is not the case presented in this
article, Where the storyboard is built from a comic
book with its original files already finalized. Using a
digital page file the album Gothic Girl, by Ricardo
Manhaes, originally published in France, by Editions
Jungle, in 2007. The fact of having a finished file basis
allows, depending on the quality of the images, to go
beyond quality usually presented in storyboards.

We can therefore classify this research as being of
abasic nature of qualitative approach, since it contains
analyzes not generalizable by statistics [8]. Its objec-
tives are exploratory and descriptive, since they ana-
lyze the expression tools used by the language of the
comics, as well as those used by the language of the
storyboard presenting an adaptation of the visual re-
sources, from one language to the other. The steps for
this research were three: (1) review of the literature
on tools for creating comics and storyboard; (2) cor-
relation between the language of the comics and that
of the storyboard, in a comparative way, with regard
to the graphic solutions found by both in the expres-
sion of the same scene. In this stage were defined the
adjustments, planes and angles of vision, necessary
for the content of the storyboard page, made from the

comic page, obtained the result closest to the original
source; (3) creation of a storyboard adapted from a
page extracted from the album Gothic Girl.

2. Comics versus storyboard

Like any artistic language, comics and storyboard
have visual mechanisms that aid in the expression of
their narrative content. Because they are methods
that are expressed through images, they can some-
times have some similarity in their way of solving
certain scenes and situations. In this article we will
analyze, in a descriptive and comparative way, both
tools and their functions. The analysis begins, firstly,
by its formats and dimensions, passing also by the
resources used in both languages in the expression
of sounds, movements, planes and viewing angles as
well as the use of the resource called legend.

2.1. Format and dimensions

In the comics

For a definition of comics or vignettes, we can cite:

The comic or vignette is the representation,
by means of a fixed image, of a specific instant or
an interconnected sequence of instants, which are
essential for the understanding of a certain action or
event. That is to say, therefore, that a comic differs
from a photograph, which captures only an instant,
an instant of a second in which the diaphragm of the
camera was opened. Thus, within a single comic may
be expressed several moments, which, taken togeth-
er, give the idea of a specific action. In comics that
reflect fighting, common in adventure stories, one
can portray, in the same frame, both the moment of
the impact of the punch that one character gives in
another as the moments that precede this action or
happen as a result of this act: Threatening words of
the aggressor, the cry of the victim and the beginning
of his fall, after the aggression suffered [10].

The comic page is intended for printing on pa-
per, whether in a magazine, in a book or even in
a newspaper. Most of the publications have A4
(297x210mm) or AS (210x148 mm) print sizes.
In addition to these two main formats, there is the
strip format, defined by the Houaiss Dictionary of
the Portuguese Language as “segment or fragment
of comic strip, usually with three pictures, and
presented in newspapers and magazines in a single
horizontal band”. See examples of these formats in
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Adapting comics to storyboard language

Figure 1. It is worth noting that even when ac-
cessed via digital platforms such as tablets, smart-
phones or through computer monitors known as

desktops, comics tend to maintain that page format
already familiar with readers. Even the strip format
remains current in digital reading.

Figure 1. Examples of the three formats. Clockwise: A4, A5 and strip

Source: author’s collection

2.2. In the storyboard

“Storyboards have multiple dimensions. Most
use 215 mmx290mm pages and have black-and-
white drawings that focus on the camera angle
and image composition, which can be one-by-one
or even four-by-page” [1].

Just like in comics, the pictures or vignettes on
the storyboard show the sequence of a scene, but un-
like them, the storyboard must present a final movie
or television screen format. “The formats are as fol-
lows: the TV format at 1.33: 1, the standard 16mm
format at 1.66: 1, the flat screen format at 16/9 1.78:
1 associated with HDTV format 1920x 1080 pixels”
[1]. See the example in Figure 2.

3. Expressing the audio

3.1. In the comics

Another obvious distinction between comics
and storyboard lies in the expression of sounds. In
comics, when it is not human speech, they are ex-
pressed, mostly through the onomatopoeia. Inserted
within the pictures or vignettes, which tell the story,
we can, among many definitions, use its etymology.
“It comes from the Greek Onomatopoeia (action
of imitating a word by imitation of sounds — or
word creation), by the Latin Onomatopoeia, by
semi-erudite way. Other names were suggested:
ecstasy (Jespersen) and phonesthetic function
(Firth)” [9] According to Lucena Junior [6], Walt
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Section 1. Fine and applied arts and architecture

Disney was a pioneer in the introduction of sound in
cinema and immediately realized the impact that this
would provide. He followed the technical develop-

ment of some systems and had the acumen to choose
the most appropriate. Thus, the sound is already pre-
dicted in the design of a storyboard.

Plano: vesshsRERs SRS R sa e u s R EsTessRomsasusuosssl [ LAUINO SerstsusnnssestssensueR SR msssasssanns SR Rens NSO SoR S STa R Plan0 s vsscunseusessssisassssasnssensssusvsnss

AUAIO L2 AUAIO oo T o E
AUI02:covvrerervcssseesseecsssssssssssssssnnssssns AUGIO2 s Audio2: e
audio3: audio3: 4udio3:
Plano:...cccucciiiiicc e Plano:...cccciiiciiicc e Plano:. ..o
Audiol: Audiol: Audiol:

AUAIO2: e AUBIO2: e AUAIO2: e
audio3: audio3: audio3:

Plano: Plano: Plano:

ATIOTE wsisscsceisrosssssessesssssssmsssssssmsescssemsrmsnsasssisssn IO eessssssieseussssssseessssssimonadassisinsssceeessssssassenss T T S S
Audio2: Audio2 Audio2:

audio3: audio3 audio3:........

Figure 2. Example of the most common storyboard page format

Source: author’s collection

Stated outside the balloons, the onomatopoeia is
represented originating near the sound source they
represent. They are also interesting graphing tools.
“In manga, for example, onomatopoeias are integrat-
ed into the design in such a way that their translation
and replacement can break the harmony of the visual
set” [10].

Another form of audio representation well
known and used in comics is the balloon. It is a
blank space, generally oval in shape, hence the bal-
loon name, into which the characters” dialogues
are inserted. Balloons are usually arranged from left
to right, following the order of the dialogues. “ ... ]
especially through the balloon, comics become a
true hybrid of image and text. The balloon is the in-
tersection between image and word” [10], and can

be represented in several ways. For example, when
expressing a thought, balloons are drawn in the form
of a cloud. When they express the sound from a ra-
dio or a television, or any other electronic device,
they are drawn with several sharp points in the line
that delimits their dimension. To express a cry, for
example, the letters are drawn in large size and with
thicker strokes. And to express a whisper, you can
draw the edges of the balloon in dashed lines.

3.2.In the storyboard

The audio is a soundtrack, a dialog or foleys (am-
bient sound like steps or beating of doors), it is indi-
cated in boxes of text below the image. The order, in
the case of dialogues, is indicated by the numbering
of each dialog. In this case, unlike comics, there is
no graphic limit on the insertion of sounds for each
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frame or vignette since the sound in the storyboard
does not have to be expressed graphically in the final
drawing.

4. The use of kinetic figures as a representa-
tion of movement

4.1. In the comics

To solve the understanding of the notion of
movement and speed in the comic narrative, lines
of action are used, which become kinetic figures that
express movement. “Some researchers argue that
these lines are directly linked to the trace generated
by the visual system when we follow an object with
our eyes.” [3] We can say that, as a visual expression
feature used in contemporary comics, Long ones that
start from the moving object) are usually inserted
harmoniously within the scene, starting in the oppo-
site direction of the moving object, thus indicating
the direction of the same. These kinetic figures, like
any element existing within a frame or vignette, Can
be used to aesthetically complement the illustration.

4.2. In the storyboard

In the storyboard, the movement is expressed by
arrows. These arrows, which can be inserted in the im-
age itself or positioned externally to the frames or vi-
gnettes (laterally, below and above), are associated
with them by proximity, making explicit the camera
movements and characters of a given scene.

S. Camera position and angle

The viewing angles can be understood as the vi-
sual or graphic expression from the point of view
of viewers through the camera during a scene. Plans
express the extent or apparent area. Thus, the width,
height, inclination and other positions relative to the
approach or distance from the point of view of the
reader or viewer to the characters participating in a
scene from the planes and angles of vision, fundamen-
tal elements for Define continuity and lend drama and
dynamism to the scenes.

S.1. On both, comics and storyboard

According to Vergueiro [ 10], in the comics and in
the storyboard the plans receive the same denomi-
nation derived from the cinema. For this important
fact, that of having the same denominations and also
the same appearance in the final result, in these two
languages, the planes and angles of vision dialogue
perfectly. It is considerable that there is no need

(speaking only of the planes and angles of vision), of
avisual/graphic order of language when transposing
from one to the other. Therefore, the denominations
for the plans are: general plane, set plane, medium
plane, American plane, foreground and detail plane
or close-up. For viewing angles: average viewing an-
gle, upper viewing angle and lower viewing angle.
Since the plans and the angles of vision of comics
derive in their denominations from the cinema, it is
concluded that the same visual solutions, as regards
the expression of the scenes, are also used in their
adaptation to the storyboard format.

6. The subtitles

6.1. In the comics

For Vergueiro [10], the legend represents the
omniscient voice of the storyteller. It is used to place
the reader in time and space, being placed in the up-
per part of the comic.

6.2. In the storyboard

It can be considered as the voice of the narrator.
It also serves to situate the viewer in time and space.

7. Final conclusions

Considering that there are two languages —
comics and storyboard — whose objective is the
communication of visual contents, this research
proposes the migration of comic pages to story-
board format, promoting their use in an animation.
During the comparative research, we were able to
highlight differences between the two formats, de-
fining two of them as the most significant: the final
format of the frames or vignettes and the mode of
expression of the audio. In comics, as we saw before,
the pictures or vignettes can have different dimen-
sions according to the need and the will of the au-
thor. We can say that comics are used, for example,
a vertical frames or vignettes in order to evidence
the height and grandeur of a certain scenario or ac-
tion. The same feature may also help to evidence the
speed of a movement in a given scene. This creative
freedom of comics makes it much easier to achieve
dynamism in the final result of the scene. However,
this feature cannot be generally used in the story-
board language, since its final result must conform
to the format of the television or movie screen. This
fact obliges the author, in one way or another, to an
adaptation of the scene, not by means of the size or
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Section 1. Fine and applied arts and architecture

format of pictures or vignettes, but rather by chang-
ing the planes and viewing angles of the scene. If in
the comic this scene is represented, in all its action,
in a single vertical frame, in the storyboard the same
scene must be decomposed into several frames or vi-
gnettes with different viewing angles. The other dif-
ference concerns audio, discussed in section 3 of this
article. In comics, onomatopoeias can be used as a
resource for the expression of the noises of a scene.
In this case, the spelling of sounds can be consid-
ered an important element in visual representation.
In comics, onomatopoeia, besides having the func-
tion of sound expression, is also a graphic element
of aesthetic importance with regard to the affirma-

Surpresa gotica

tion of the style of drawing and the dynamics of the
expressed sound. The fact that the storyboard lan-
guage does not rely on onomatopoeia can be a chal-
lenge when adapting a comic page to the storyboard.
Where previously there was a graphic element that
enhances the expression of scene and sound, there is
now a space that can be used to change the angle
of view or to complement a certain moment of the
scene. The resulting adaptation of this research gen-
erated a storyboard for animation based on a comic
page of the character Gothic Girl (Figure 3). The
storyboard obtained during the research (Figure 4)
will serve as the basis for creating an animation of
this character.

MORTAL/ GANHE! UMA VIAGEM DA
REVISTA GOTHIC TEEN, COM DIREITO
A ACOMPANHANTE /! 4

GOMO VOCE
€ FONEBRE,
MEU AMOR!

STIMO/ VAMOS FUGIR DO CARNAVAL,
CONHECER NOVAS CATACUMBAS €
CASTELOS BIZARROS.

®0

AQUI DIZ QUE € UMA VIAGEM-SURTRESA.
S5 SABEREMOS O DESTINO QUANDO
ESTIVERMOS LA... -

0 DESTINO YOUCO IMYORTA. DESDE QUE
ESTEAMOS JUNTOS, RUALRUER LUGAR SERVE.

MAS COMO €
QUE EU YODERIA
/o, | SABER? ERR UMA
S\ VIAGEM-SURVRESA!

RICARDO MANHAES

Figure 3. Gothic Girl comic page in the original format

Source: author’s collection
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Gothic Girl - titulo: “Surpresa gética”, por Ricardo Manhaes

Plano - plano geral do quarto de Joana. Plano - zoom sobre Roby Plano - movimentagdo lateral de camera
Audio 1 - musica gotica de fundo Audio 1 - musica gotica de fundo em plano médio formando contra plano
Audio 2 - Mortal! Ganhei uma viagem Audio 2 - Aqui diz que s6 saberemos com Joana sendo enquadrada de frente

da revista Gothic Teen, com direito o destino quando estivermos la! Audio 1 - musica gética de fundo

a acompanhante! Audio 2 - Otimo! S6 de fujirmos do carnaval
Audio 3 - Comovoce é flinebre, meu e de toda alegria que ele traz, ja vai ser
amor! mortalmente mortal!

Plano - plano médio fixo em contra
plano ainda com joana de frente.
Audio 1 - musica gética ao fundo
Audio 2 - O destino pouco importa.
desde que estjamos juntos, qualquer Audio 1 - axé music em volume alto.
lugar serve. Audio 2 - N3o ouse me tocar!!!

( diz Joana em tom ameacador)

Plano - plano préximo
Audio - axé music ao fundo

Plano - de plano préximo a camera
abre para grande plano geral e

Audio - mas como € que eu ia . =
percebe-se onde os dois estao.

saber? Era uma viagem surpresa!

Figure 4. Result of the adaptation in storyboard format of the original page of Gothic Girl
Source: author’s collection
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The master. Ustoz. the teacher:
pedagogical skill Muhtara Ashrafi

Abstract: Pedagogical activity and skill — integral the talent of the prominent uzbek composer,
conductor and public figure Muhtara Ashrafi. As teacher, Ashrafi worked in sphere of operatic prepa-
ration and orchestral aupwxuposanus, kommosuropcrsa and music critics. And today polyhedral
creative heritage great Ustoza-Teacher with full right possible to name aocrosiruem national and
world culture. His direct student on class symphonic conductor pupil are now known master art
Uzbekistan.

Keywords: master, performer on dutar, professional, composer, opera, performer, singer, theatre.
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Tocydapcmeennoil komcepsamopuu Y3bexucmana
Tawxenm, Y3bexucman
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MacTep. YCTO3. yuuTesib: negarormyeckoe
macTtepcTtBo MyxTapa Awpadpu

AnnoTanms: I leparormyeckas AeATEAbHOCTb M MACTEPCTBO — HEOThEMAEMasl UTIOCTACh TAAAHTA
BBIAQIOIIEroCs y36eKCKOro KOMIIO3UTOPA, AUPYDKepa i 001ecTBeHHOro AesiTeast MyxTapa Ampadu.
Kak eparor, Ampadu paboras B cdpepax onepHOI IIOATOTOBKU U OPKECTPOBOTO AUPYKHUPOBAHUS,
KOMIIO3UTOPCTBA U My3bIKAAbHOM KPUTHUKH. M ceropHss MHOrorpaHHoe TBOpueckoe HaCAeAUe BeAHU-
KOTO YCTO3a-Y4UTeAsI C IOAHBIM IIPAaBOM MOXKHO Ha3BaTh AOCTOSIHHEM HAallMOHAABHON M MHUPOBOM
KyAbTYpBL. Ero HermocpeACTBeHHbIMU CTYA@HTaMU II0 KAACCYy CUMPOHUYECKOTO AMPM>KUPOBAHMAN
Y4eHHKaMU SIBASIOTCS] HbIHe U3BeCTHBIE MacTepa UCKYCCTB Y30eKucTaHa.

KaroueBblie cA0Ba: MacTep, AyTapUCT, MPOPeCCHOHAA, KOMIIO3UTOP, OTIePa, UCIIOAHUTEAD, IIeBell,
TeaTp.

Ypoxxerer; 6aarocaoBenHoi Byxaper, cbie u3-  MakomoB. CBoe mpodeccnoHasbHOe 0Opa3oBa-
BEeCTHOTO HApOAHOTO IIeBlja U AyTapucra Ampad-  HHe IT0 oKOoH4YaHuMM byxapckoro mncTuTyTa mpo-
xaHa Xa¢usa, Myxrap Ampadu BnuTas c MOAOKOM  cBemjeHus 1 CaMapKaHACKOTO MHCTUTYTA MY3bIKU
MaTepu U pOC Ha HAPOAHDBIX MEAOAUSIX ACTEHAAPHBIX M XOopeorpaduu OH IPOAOAXKHA B MockoBckoi,
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The master. Ustoz. the teacher: pedagogical skill Muhtara Ashrafi

a mo3xe AeHHMHIPAACKOM KOHCePBAaTOPHUH, TAE €ro
yuauteasimu 6p1au C. H. Bacuaenko u B. C. Illex-
tep, M. O. IllTeftn6epr. Kak oAMH 13 ITOABIDKHIKOB
¥ OCHOBOIIOAOXXHMKOB TaIkeHTCKOM KOHCepBaTo-
puM U KpymnHermero B peruone [ocypapcTsBeHHOTO
aKkapeMuyeckoro Tearpa umeHu Aaumepa Hason,
Ha CljeHe KOTOPOI'O YAAAOCh BOIIAOTUTD CaMble CMe-
AbI€ TIAQHBI IO TIOCTAHOBKE ACT€HAAPHBIX IIEAEBPOB
MHPOBOM M HaIlMOHAABHOM KAaccHkH, MyxTap Am-
padu, parys 3a HOBOE HCKYCCTBO, IPEKPACHO OCO3Ha-
BaA POAb IOATOTOBKH MPOQECCHOHAABHBIX KAAPOB.

«OmepHblit Tearp TpebyeT OT APTHCTA COOTBET-
CTBEHHO BOKAABHO¥ IIIKOABI, 6€3 4ero HeMbICAMIMO BbI-
IIOAHEHHE OTBETCTBEHHBIX 3aAa4: IIPOIIaraHAa omep-
HOM KAACCHKH, TIOCTAaHOBKAa HOBbIX HAIJMOHAABHbIX
orep, — THCAA KOMIIO3UTOP. — ODTO CTaBUT Iepep
Y36eKCKIM TeaTpoM OIepbl i 6aAeTa BAXKHYIO 3aAaqy
IIOAIOTOBKHM OTI€PHBIX KAAPOB, P OIIEAIINX CHCTEMa-
THYECKYIO y4eby, OBAAAEBIIINX BOKAABHBIM MacTep-
CTBOM U 06111ei1 My3bIKaAbHOM KyABTYpOii>» [ 1,28].

Cam MyxTap Ampadu 6osee 30 AeT cBOeF XKH3HH
MOCBSTHA MMEHHO IOAIOTOBKE MY3BIKAABHBIX Ka-
APOB AASL PECITyOAMKH B CTeHaX TalKeHTCKOM rocy-
AAPCTBEHHOM KOHCepBaTOPHH. IBASIACH TpernopaBa-
TeAeM KapeApbl OIIepHO IMOArOTOBKH ¢ 1943 roaa,
a rmos)xe — peKTopoM TalIKeHTCKOM KOHCepBaTo-
pHH, OH ObIA OAHMM H3 HMHUIJMATOPOB CO3AAHIL
U TIepBBIX pykoBopauTeAein OIepHON CTyAMH IpH
KOHCEPBAaTOPUH, KOTOPAsl U IO CeTOAHSANIHUI AeHb
OKa3bIBaeT HEOLIEHMMYIO IIOAb3Y B CTAHOBACHUH MO-
AOABIX HcrioaHHTeAel. Ha npoTsbkenun Bceit cBoert
IeAArOruYecKoi AeATeAbHOCTH MyxtapAmpadu
TaKXKe BeA KAACC OTIEPHO-CUMPOHUYECKOTO AUPYKH-
poBanus. [Ipu sToM B cBOeit meparorndeckor mpak-
THKE MCIIOAB30BAA PsA MPHUEMOB, O KOTOPBIX pac-
CKa3bIBAIOT €r0 HbIHE U3BECTHBIE YYEHUKH, a TaKXKe
KOAAETU ¥ COPaTHMKH. BpickaspiBaHus pssa U3 HUX
MBI IIPHBOAMM B AQHHOI pabore.

MyxTap Ampadn Kak meparor OonepHoro AH-
PYKHPOBaHHS

M3BectHO, uTO cam MyxTap Aurpadu O51A BBIAQ-
IOIUMCS AMPY)KEPOM COBPEMEHHOCTH, KaK IHUIITYT
O HeM My3bIKaAbHble KPUTUKHU: BCTaB 33 AUPHIKEp-
CKHe ITyAbThI MHOTHMX CTpaH Mupa u EBpomsl, Bespe
OBIA BHSITEH, BECOM U CAMOOBITEH, BBI3BIBASI HCKPEH-
Hee yBaXkeHHUe M rodnTanme |2, 83].

ITo caoBaM 3aCAY>KeHHOTO AeSTeAsl KYABTYPbI
Y36ekucraHa, BeAyIero pexxuccepa-noCcTaHOBIIH-
ka 'ABT omneps! u 6aseTa nmenu Aaumepa Hasou
Anppes CAOHNMA, « pa3BHBasi HUCIIOCAAHHBIH CBbI-
e AMpIKepCKHUi Aap, Myxrtap Ampadu B TO xe
BpeMs IIOCTUT — CeKpeT BOCIHTAHMS CBOUX IIpe-
eMHHUKOB. B CBOMX ITOMCKaX, OTKPBITHSIX OH OBIA Ca-
MOAOCTATO4Y€eH, ¥ BMeCTe C TeM d9HepTUYHO 3a00THA-
Csl 0 TOM, YTOOBI Ha Y36EeKCKOI 3eMA€e pPacIiBeTaAd
BBICOKOIIPOdeCCHOHAAbHAS AMPIDKEPCKAs IITKOAA.
OH BOCITUTAaA CBOMX YYEHUKOB — BBICOKOTAAAHT-
AMBBIMH U OAHOBpEMEHHO HeNOBTOPUMO-UHAH-
BUAYAAbHBIMH B TBOPYECKOM IMAAUTpe, KpackKax,
IITPHUXAX, TPakTOBKaX. M MOXXHO ¢ yBepeHHOCTbIO
CKa3aTh, MEPEYHCASS OAHH AMIIb U3BECTHbIE HMe-
Ha — HapopHas aptucTka CCCP Auanbap Abay-
PaxMaHOBA, 3ACAy)KEHHBIE AeSITEAU KYABTYPbI Y30e-
kuctana Qazauaann Jxy6axanos, barsip Pacyaos,
npodeccop Baaaumup Herimep, a Taxoke AbAyraHu
Abpyxatomos, lanu Tyasiranos, Kysonu Ycmanos,
®apyx Cappixos, Cyaeiiman Ilapmanos, Buxtop
Mea10ASIHOB — BCe 3TO U €CTb AMPHKePCKas KO-
Aa Myxrapa Ampadu>. Camoro Aupapest CAoHEMa
MyxTap Ampadu nIpuUraacuA npernopaBarb Ha Ka-
{eApy oIepHOI MOATOTOBKH, TA€ OH IpopaboTaa
¢ Toit mopsI 6oaee 40 AeT.

BocnomunaHus y9eHHKOB

Aurbap A6dypaxmanoea, Hapopnast aprucrka
CCCP, aaypear I'ocyaapcTBeHHOI IIpeMuH, Ipodeccop.

MyxTtap AmpadoBHUd caMblii AOPOTOH YeAOBEK
B MO€H XXU3HU, MOM BTOPOM OTEI-IIEAAroT, ITOCBI-
THUBIINI MeHs B TPOdeCccrio CUMPOHUIECKOTO AUPU-
xépa. MyxTap AmpadoBud OBIA AMIHOCTBIO OYEHD
3anaToi. OH saBasiacs pekTopoM TamkenTckoit I'ocy-
AP CTBEHHOM KOHCEPBATOPUH, TAABHBIM AUPHIKEPOM
Tearpa onepsl 1 basera uMenn Aanmepa Hasou, as-
TOPOM IIepPBOII ITPOPeCCHOHAABHOM Y30€KCKOI1 Olte-
pbl «bypan>, AByx cum$oHuii.

Baadumup Heiimep, 3aCAy>KeHHBIN HACTAaBHUK
MOAOAEXH Y3bekucTaHa, mpodeccop.

MyxTtap AmpadoBud roBOpHA, YTO MY3bIKAaHT
32 AUPIDKEPCKUM IIyABTOM AOAXKEH OBITH Oe3ymped-
HBIM, IIOTOMY YTO OH CaM CKPYIYAE€3HO IIpHAEp-
JKMBAACSI 9TOTO IIPABHAA U CaM ObIA BO BCeX 3THUX
UIOCTAcsX spkuM npuMmepoM. Koraa Myxrap Amr-
PadOBHY MOABASIACS B T€ATpPe, IPOCTPAHCTBO BOKPYT
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HETr0 CAOBHO OCBEIIAAOCH, 03aPSAOCh — AKOCTPBI
HAYMHAAM CBETHTb TOPa3A0 sipue B 6aAeTHBIX $pyaTe
pr6aBASIAOCH 6OABIIIE 0OOPOTOB, OPKECTP UIPAA
4HIIe, XOP MeA CAAKEHHee, Y BOKAANCTOB B BEPXHEM
perucTpe NosBASAUCH HOBble KPacKH, KOTOPBIX pa-
Hee He 3aMeYaAOCh.

Dazruddun Axy60xanos, 3aCAy>KeHHDIN Aesi-
TeAb HCKYCCTB Y30eKHCTaHa.

Koraa peus uper o Myxrape Ampadu, s Bcerpa
TOBOPIO — 3TO BEAMKMH Y€AOBEK, BEAMKHHN AUPU-
XKEp, YYUTEADb U BBIAAIOIIUICSA KOMIIO3UTOP. 4 ¢ HUM
IIO3HAKOMHACS B aBrycre 1964 ropa B CamapkaHae,
KOTAQ ITOA PYKOBOACTBOM AlIpadu B 3TOM KpacH-
BelIlleM ApeBHeIIeM ropope OBIA OpPraHH30BaH
TeaTp omepsl U 6aseTa. ITO OBIAO HOABIIOE COOBI-
THe KYABTYPHOR XXU3HH HAIllel CTPAHBL 29 OKTAOps
1964 ropa TeaTp OTKpPBIA CBOI IIEpPBbIH CE30H OIIe-
poit Ampadu «Cepalie moara>, KOTOPOI AUPYKH-
poBaa cam eé aBrop. S B To Bpems 651A cTyseHTOM 1
Kypca CaMapKaHACKOTO MY3BIKAABHOTO YYHMAMIINA
U OAHOBpEeMEeHHO apTHCTOM Xopa TeaTpa. Kaxapiit
CIIEKTAKAb AASL MeHsI ObIA HACTOSIIIMM IPa3AHHKOM.
S cMOTpeA 1 BOCXHUIAACS KaK AUPMXKHPOBAA U TI0-
HHMAA, YTO 3TO YAMBUTEABHOE IYAO.

My3pIKOBeA M My3bIKaAbHBIN KPUTHK

MyxTap AmpadpoBid 6514 BEICOKOOOPA3OBAHHBIM
3PYAMPOBAHHBIM Y€AOBEKOM, BAAAEA OAMHHAAIIATHIO
si3bIKaMU. YTeHUe OBIAO AIOOMMEHIIUM 3aHSATHEM
KOMIIO3UTOPA, O YeM CBHAETEAbCTBYIOT BOCIIOMHU-
HAHMS eT0 POAHBIX U OAU3KHUX, 4 TAKKe COXPAHUB-
mrasicst B MeMopraAbHOM My3ee boratasi 6nbanorexa
M. Ampadu, cocrosimas U3 KHUT 110 UCTOpHUH, $u-
A0coduH, My3bIKe, CIIPABOYHBIX M JHITMKAOIIEAMYe-
CKMX U3AAHUI, XYAOXKECTBEHHOM AUTEPATYPbl, KHUT
Ha MHOCTPAHHBIX SI3bIKaX. JTO, 0€3yCAOBHO, OTpas3-
HAOCD Ha MY3bIKOBEAYECKOM TBOPYECTBE B €r0 IeAa-
TOTMYECKOM AeSITeAbHOCTH.

B 70-x ropax, HaxX0AsICh Ha TOCTY pekropa Tam-
KeHTCKOM KoHcepBaTopuu, MyxTap Ampadu taxke
CTaA OAHMM M3 MHHUIIMATOPOB CO3AAHMS NEePBOM
B CTpaHe KadeApbl BOCTOYHOM MY3BIKH. 3aAada-
MH KapeApbl OH BUAEA U3yYeHHe TeOPeTHYeCKOro
U My3bIKAaAPHOT'O HacAeAMsS HapoaoB Bocroka, ycra-
HOBA€HHE ITHPOKUX MEXAYHAPOAHBIX KOHTAKTOB U,
TeM CaMbIM, pacIIMpeHue cpeprl HCCAEAOBAHUS OT-
€YeCTBEHHOI'O MY3bIKAAbPHOI'O BOCTOKOBEAEHHSL.

Baxxayio poab ceirpaAu TBOpYeCKre KOHTAKThI
KOMIIO3UTOpA ¢ 3apybexxHbM BocTokom. Oxazanue
IIOMOIIM B OPTaHU3AIIMK HAITMOHAABHOTO TeaTpa
Ha I lefiroHe, KOHIIEPTHO-UCITOAHUTEABCKAS ACSTeAD-
HocThb B Kanpe, yqacTue B mocranoskax Kaunpckoit
OaAeTHOM TPYIIIIbl, CO3AAHUE IIEPBOTO €THIIETCKOTO
6asera «CroiKOCTb>, MocTaBAeHHOTro Kanpckum
OIlEPHBIM TeaTpoM M 0areTa «AMyAeT AIOOBH>,
nocssmeHHoro mnamsatu Axx. Hepy, sHakomcTBO
M APY’k0a C HPAaHCKHMH MY3bIKAHTAMHU, TBOPYECKAs
noesaka B MpaH, pesyabraTaMu KOTOPOH SIBHACS
OTBETHBII BU3UT UPAHCKUX MY3bIKOBEAOB B Y30eKu-
CTaH, 1 co3paHue opaTopun «Ckasanue o Pycrame»,
IIPeIIOAHECeHHOM B AAp HPAaHCKOMY HAapOAy, — Bce
3TO CBHAETEABCTBA HEOIIEHUMOTO BKAAAQ, KOTOPDIi
BHec M. Ampadu B ykpemnaeHue 1 paclIipeHne KyAb-
TYPHbIX KOHTaKTOB HapoAoB Bocroxka.

Oco60 caeayeT MOAYEPKHYTh 3HAYEHUE BOCTO-
KOBEAYECKOH AeSITEABHOCTH KOMITO3UTOPA y cebst
Ha popuse [3, 70]. Baaroaaps crarbsam M. Ampadu
O erMIIeTCKOM, MPAaHCKON My3blke U KHMre «lMH-
AUMCKHEe AHEBHUKH > y36eKc1<H171 YHUTaTeAb MO3Ha-
KOMHACS C Pa3AMYHBIMHM CTOPOHAMHU COBPEMEHHOM
MY3bIKAaABHOM >KM3HU 3THUX cTpaH. OTMeTHM, 9TO
IIeYaTHbIe PAOOTHI KOMIIO3UTOPA BHIXOAHAU B CBET,
KOTAQ OT€YECTBEHHOE MY3bIKOBEACHHE PACTIOAATAAO
Pa3pO3HEHHbIMU 1 HEMHOTOYHCACHHBIMH CBEAEHH-
MU B AaHHOM obAacTu. Tak, xaura «HAucKue
AHEBHHUKH > SIBUAACD IT€PBBIM U3AQHHEM TaKOT'O Mac-
mTaba, pacCcKa3pIBAIOIIMM O COBPeMEHHOM COCTOSI-
HUH U TPOOAEMaX HHAMICKON MY3BIKAABHON KYABTY-
poL. UTo e KacaeTcs HPaHCKOM My3bIKH, TO CTaThs
M. Ampadu «3ameTKn 0 My3bIKaAbHOM kH3HU Mpa-
Ha> MO-TIpEXHEMY SIBASETCS €ABa Al HU €AUHCTBEH-
HOJ pabOTOI1, AAFOLIIET [IPEACTABAEHHE O My3bIKAAD-
HOM KyABTYpe CTPaHBI Hd COBpeMeHHOM JTarle.

HacraBHMK KOMIIO3HTOPOB

«CobpaB BOKpYT cebst eABa AU He BeCh L{BET My-
3bIKAABHOTO MCKyccTBa, MyxTap Ampadu cpesaa
BCe, YTOOBI PacIiBeTaAd Y30eKCKast KOMIIO3UTOPCKAsI
IKOAQ. BriTaB BeKoBbIe OCHOBBI U YCTOM HApOAHOM
MYS3bIKAaABHOM KYABTYpPBI, MyxTap Auipadu bepex-
HO CIIA@A €€ C AOCTIDKEHHSAMH MUPOBOT'O HCKYCCTBA.
CraB MacTepoM KOMIIO3UIIMH, OH BCIO XXHM3Hb HCKAA
HOBbI€ ITyTH 1 HAIIPAaBACHH B KAACCUYECKOM MY3bIKe
Ysbexucrana. 11 oAHOBpeMeHHO ¢ 9THM — BCeljeAO
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MIOAACPKHBAsi MHOTOTPAaHHOE TBOPYECTBO CBOMX
koaner. He Bmapas B aiipopuio caMOAOBOABCTBA,
OH HACTaBASIA MOAOADBIX MY3bIKQaHTOB MCKATh ABIDKE-
HI BIIepea, He YAOBACTBOPSTDHCS yKe HalASHHBIM.
ITpuHuMasi, Kak peKTop KOHCepBaTOPHH, KOMIIO3H-
TOPOB, IMHAHUCTOB, HHCTPYMEHTAAUCTOB, IIEBIIOB,
AUPIDKEPOB M XOpMeNCTepOB, — OH HaXOAMA BpeMs
BCTPETHUTHCS U IT00eCcep0BaTh C KAXKABIM U3 BHOBb
IPUHATHIX A0UTYPHEHTOB, IIOHATh AMYHOCTHYIO CYTh
U TBOPYECKHE YCTPEMACHHUS MOAOABIX M HATIPABUTD UX
TI0 MAOAOTBOPHOMY ITyTH, — PaccKasbiBaeT AHApeH
Caonum. — U eme opAHO cBO¥CTBO HaTypbl Macre-
pa-meparora. Myxrap AmpadpoBud AIOOHA U LIEHHA
TAAQHT U ero nposiBaeHus. C 3a60TO¥ BHIAEASIA OH SIp-
KHX MOAOABIX HcnioaHuTeAei. M He mpocTo mpuraa-
IIaA B TeaTp, KOTOPBIM PYKOBOAMA, HO M TIATEABHO
CA@AMA 33 HIX Pa3BUTHEM, IIPEAAAras MapTHU U POAU
B COTAACHM MUMEHHO C UX MHAUBHAYaAbHBIMH CBOM-
CTBaMH AyIIU U AapoBanus. [Ipu aTom nposBasiroch
elle OAHO Ieparoruyeckoe cBoMcTBo Ampadu — oH

HUKOTAQ He ObIA < yABIOUMBO-AOOPEHBKUM > B CBOEM
OOILIEHUN C MOAOAEKDIO M KOAAETAMH, a CODAIOAAA
YAUBHUTEABHOE COYEeTAHHEe MYAPOIl AOOPOXKeAATeAD-
HOCTH U CTPOTOCTH, a B CAy4ae TBOPYECKOH HAU JeAO-
BEYeCKO HETIOPSIAOYHOCTBIO — MOT OBITH YKeCTKUM
1 HenpuMUpUMbIM. OAMH TaKOM CAy4Yail HCYePIIbIBA-
JoIlle TIOKa3aA MpUHIMIHaAbHOCTD MacTepa. Koraa
B HadaAe S0-X eMy IIOAQAM CTIHCOK IIO0 YBOABHEHHIO
«HEYTOAHBIX> [IEAATOTOB, OH AOOABUA K HEMY CBOIO
PamuamIo 1 ckazaa: «BoT B aTOM cocTaBe — yBOAD-
HAlTe>». 3aMeTUM, YTO 3TO IPOHM3OMIAO elle IpHU
XKM3HU U IIPU TIOAHOM BAUSTHHU «BOXXASI HAPOAOB>
CTaAmHA — U CTOAb AP3KHUH IIOCTYTIOK MOT CTOHTD
He TOAbKO Kapbephl, HO U >ku3HU. OAHAKO U 3AeCh
4eCTHOCTb MacTepa BOCTOpKeCTBOBaAa BOIPEKU
HeIpeACKa3yeMOMy 1 TParudyHOMYy.

YeroBedeckass MOPSAOYHOCTD, YyTKOCTD, IIpe-
AQHHOCTb M TAy6OKOe yBakKeHHe K CBOEMY AEAY
U CBOMM y4eHHKaM, PoariHe — 3T0, mOXKaAyii, TAaB-
Hble YPOKH BeAUKOTo Ycro Myxrapa Ampadu.
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Abstract: In this masterpiece, Al-Khorezmiy pays special attention to the establishment of musi-

cal theory, specifically to the concepts of tonality, intervals and note lines. Initially he explores the

concepts behind the terminology, their places in music, their meanings and fuctions. While tryin:
p gy p ) g ying

to understand and the works of Al-Khorezmiy, contemporary authors rely on the works of Zakariya

Yusuf who researched the works of Avecenna. By comparising the works of two contemporary lead-

ers in science researches can made binding conclusion as not unlike his contemporary Avicenna,

Al-Khorezmiy draws conclusion on the theory of music based on the practices of musical instru-

mend - Ud.
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Keywords: musical instruments, tool ud, tone, tobacco (tonality), intervals (octave, fifth, quart,

second), genders (sound row), rhythm, rhythmic formation, translates.

“Mafotixu-l-ulum” (Key of knowledges) is the only
and the largest work of Abu Abdulloh Al-Khorezmiy
that endures with us to this day. This work encompass-
es all the subjects that were contemporary of those
times. Learning the science of music and its theoreti-
cal base from the scientific heritage of Abu Abdulloh
Al-Khorezmiy entails learning and analyzing the mu-
sical instruments in “Mafotixu-l-ulum’, exploring the
compositions musical theory, analysing them, study
them to determine their rhythmic composition, com-
paring them with the compositions by contemporary
leading specialists and showing alternative and differ-
entiated aspects of the work at hand.

“Science of music of middle ages is a multifaceted
provenance where theory and aesthetic matters have
a special place as a topic of discussion.Theory and aes-
thetic matters are not studied separately but contarily,
they are presented as different aspects of unified sci-
ence of music.If the theoretical aspects of the study
look at components of music and the norms regulat-
ing its innner structure, aesthetics ponders onthe con-
cepts necessary to explore the ideological platforms
of music” — opines on the music of the Middle Ages
musical scientist O. Matyoqubov. [ 5; 8] Al-Khorezmiy
titled the second part of book deveoted to music “On
the compositions of music enlisted in the books by the
greats of the science”. This part of the book demon-
strates how Al-Khorezmiy refers to the theory of music.
In effect, he explores components of music theory for
the first time. In particular, he focuses on the elements
of musical theory such as sound, interval that results
from the interrelation of sounds, compositions, tetra-
chords, pentachords, commas which are the shortest
types of intervals and three types of entities. Undoubt-
edly, all scientists explain the concept of sound first
when creating basis for theory of music.

It is known that, Al-Farobiy explores this topic
from various aspects and as well, using mathematics
based methodology. If, he starts with the characteris-
tics of sound and the process of sound creation, the
second part of Al-Khorezmiy’s work is closer to the
concept of introduction to music. In other words,
he opens this particular part of his work with the

concept of musical sound. “Naghma is absloute bam
and is constant just like played strings or one of the
strings, the sound of bam played with fingers is also
constant. Similar to words that are filled with letters,
melodies consists of naghmas,” wrote Al-Khorezmiy.

The second level of the theory of music is thefirst
step in the relationship of sounds. That is intervals.
Al-Khorazmiy ventured into the world ofBod (inter-
val) having covered Naghma. He explained Bod (in-
terval) as the pause made in the distance that starts
from one sound and goes to another. In a nutshell,
according to contemporary theory, the space be-
tween two sounds is considered interval. Bod — the
terminology used to describe the space between two
sounds in IX-X centuries — is interval. Al-Khorezmiy
words it as “the distance to the second sound”. It fol-
lows that the distance between two sounds or the
space between two sounds is interval.

The next step in the componenents os music is
the harmony of sounds. Jamm described in the same
work is a collection of sounds whereby music is cre-
ated. The word Jamm translates as the one that brings
together, the one that collects, or the one that gath-
ers. Contemporary theory of music sees this process
as a measure that creates musical action or lad (har-
mony). The vitality of lad in music is the guarantee
for purity of music and sound and personality of
the music. Al-Khorezmiy presents jamm (lad) in a
unique way whereby he uses the concept of Tobaqat
to explain jamm (lad) focusing on gamut of the mu-
sic. “Tobaqat is the levels of naghma (or tonality)”,
if two uds (stringed instrument), including harps,
are played at the same time, they will have the same
tobaqat or tonality” Meaning, tobaqat is tonality. It
determines the limits of the sounds. If these limits
are the tonicity of a particular tonality, the rest of
the sounds follow this and should not exceed this
tobaqat or tonality even if they are played in two dif-
ferent instruments [S].

We studied the composition of samples of jamm
created by Al-Khorezmiy using the methodology of
musical orientologist of arab descent Zakariya Yu-
sufin order to research the theory of music created in
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the Middle Ages. In the scientific works of Zakariy
Yusuf, who explained the foundations of the musical
theories of Avicenna, we can find nomenclature of
ud’s strings and contemporary misso’s of notes.
There are two termins used to describe the oc-
tave interval. The first is al-bodul zul-kul and the sec-
ond is allazi bil-kul. This nomenclature draws attention
by its multifacetedness. To be more specific, a) al-bo'dul

zul-kul means line of notes in a range of one particu-
lar octave, while b) allazi bil-kul is the octave interval.
Octave interval is defined through the music created
using ud. He writes that distance from absolute bam
to masna sababa and the distance from bam sababa to
masna binsir makes up one octave. According to him if
absolute bam is the note sol or note E, then masa sa-
boba is the same note one octave higher (Table 1).

Table 1. - Octaves of ud set up by Ibn Sino; Ud’sshayton harrak side

Al-mut.lag-open string (octave) Sol Do Fa Si” Mi”

Mujannabu vust.a-I-furs — middle fingeron Komma

] ) , b L Komma }
neigbour octave to persian octave. Contempo- Lya Re Sol . Mi

: . . Si )
raries of Ibn Sino used theoretically. Si
Ra’su-d-dasatin main octave (approximately sol* do# fat i si#
harmony).
Muj an’rla}bu v‘ust.a zalzal-middle fingeron Zalzal dob b sol? i# mi#
ocatve’s is neighbour octave
As-sabbaba — indicating finger octave Lya Re Sol do fa
Vust a-l-fursi-l-qadima — old middle finger octave |  si b mi P lya b re” sol?
Vust-a Zalzal — middle finger Zalzal octave si” mi lya b re” sol?
Al-bins-ir — nameless finger octave si Mi Lya re sol
Al-xinsir - little finger octave do Fa 5iP siP lya b

. Al-bam | Al-maslas | Al-masna | Az-zir |Al-had high
Name of the string
octave octave octave octave (5) octave
Ud’s harrak side
Masna sabbobasi
)y O
.4

Absolute bamm

If we consider the fact that Al-Khorezmiy lived
and composed his works at the same time as Avi-
cenna, his description of octave is explained through
the fact it is the same as contemporary octave inter-
val or the fact that distance between the note E (sol)
and the note E one octave above makes up the oc-
tave interval.

He writes about two diatonic types of tetra-
chords — major and minor. He describes the first
tetrachord as follows, — absolute, sabboba, vusta,
and khinsir sounds notes are as follows — absolute is
sol, sobbaba is lya, vustais si bemol and khinsiris do.

This makes up minor tetrachord (Big2+smallz+big2)
(Table 2).

Table 2. - Ud’s shayton harrak side

Al-mut.lag-open string (octave) Sol Do Fa Si” Mi”
1 2 3 4 S 6
Mujannabu vust.a-I-furs — middle fingerpersian Komma
. . . b b L Komma .
octave neigbour octave. Ibn Sino’s period uses Lya Re Sol Si Mi
ascept of considiration. Si
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As-sabbaba  Al-Khinsir
A \

1 2 3 4 S 6
Ra’su-d-dasatin head octave (approximately sol* do# ot . i
harmony).
Muj anr‘labu-vust.a zalzal-middle fingerZalzal dob b sol? i# mi#
octave is neighbour octave
As-sabbaba — indicating finger octave Lya Re Sol do fa
Vust a-l-fursi-l-qadima — old middle finger Gib mib lyal’ b sol?
octave
Vust-a Zalzal- middle finger Zalzal octave si” mi” lya b re” sol”
Al-bins-ir— nameless finger octave Si MI Ly. re sol
Al-xinsir- little finger octave do Fa si” si” lya b
, Al-bam |Al-maslas | Al-masna | Az-zir | Al-had high
Name of the string
octave octave octave octave (5) octave
Ud’s harrak side

o o
Py

[ ]

£

¥

Absoluti bam Al-Vustal

The second tetrachord is absolute, sobbaba,
binsir, and khinsir sounds. In note denomina-
tion they would match as follows — absolute is

Table 3. - Ud’s shayton harrak side

sol, sobbaba is lya, binsir is si, khinsir is do. The
second tetrachord makes up the major tetrachord

(big,+big +small ) (Table 3).

As—ﬁabbaba Al-Khinsir
A

Al-mut.lag-open string (octave) Sol Do Fa Si” Mi”
Mujannabu vust.a-1-furs— middle fingerpersian Komma
. o . b b b Komma )
octave neigbour octave. Ibn Sino’s period uses Lya Re Sol Si Mi
ascept of considiration. Si
Ra’su-d-dasatin head octave (approximately sol* do# fat i i
harmony).
Muyj b t.a zalzal-middle fingerZalzal
ujannabu vust.a zalzal-middle fingerZalza dob rob ol it i
octave is neighbour octave
As-sabbaba — indicating finger octave Lya Re Sol do fa
Vust a-l-fursi-l-qadima — old middle finger " b Iya b b sl
octave
Vust-a Zalzal- middle finger Zalzal octave si” mi” lya b re” sol”
Al-bins-ir— nameless finger octave si MI Lya re sol
Al-xinsir- little finger octave do Fa si si” lya b
, Al-bam | Al'maslas | Al-masna | Az-zir |Al-had high
Name of the string
octave octave octave octave (S) octave
Ud’s harrak side

—9:

O

£

-r

N ?

Absolut¢e bam Al-Binsir
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After that he write about how Al-Khorezmiy
described three genders of musical theory. The first
of them is called the strong gender [Gender is the
composition of first lads]. He describes it as follows:
“First gender — jinsqaviiy — is the strong gender
(diatonic gender) where the ratio of large second tet-
rachords is in the range of one moment (1 tone) and
ahalfa moment (0.5 tone), specifically it follows the
order of absolute music, then sobbaba, then binsir,
then khinsir”. First gender corresponds to the major
tetrachord which is it is named diatonic gender.

The second gender is named colourful gender
and it was described by Al-Khorezmiy as follows: —
“The second gender — jinsmulavvan- colourful
gender (chromatic gender), it is divided into three
parts in tetrachord. Consequently, this gender cor-
responds to chromatic gender currently. Even in its
description, its creation in half tone ratios shows
that it belongs to chromatic notelines.

Al-Khorezmiy describes the third gender unique-
ly and presents it in three representations. Specifi-
cally he says: — “The third gender is called composi-
tion, prose, and painter (inharmonious). And that
tetrachord (quart interval) sustains four tones and
two tones in quarter of a period. 1. It tries to encour-
age oneself, foster good mood and set up the degree

of joy. It is also called brain worker. Also it is called
rajulain — male gender. 2. The spirit is in between
overjoy and deep sadness and tries to reach generos-
ity, liberty and bravery and it is called courteousness
(khunsaviia). 3. Wistfulness creates the conditions
that demand attention to the spirit and it is also
called nasaviia (female gender)” Unlike first and
second genders the third gender itself can be stud-
ied in three directions. They are education, prose
and painter. The painter currently corresponds to in-
harmonious gender. Composition is separated into
three types according to its effect on spirit.
Al-Khorezmiy left invaluable information re-
garding famous theoretical systems of his time in
the chapter devoted to music of his groundbreak-
ing work “Mafotixu-l-ulum”. This helps us to under-
tand the theory of music that was widely used in the
middle ages. The fact that “Mafotixu-lI-ulum” trans-
lates as “Key to knowedge” hides a lot of secrets in
our humble opinion. Becuase this masterpiece con-
tains the key to understanding the foundations of
science in IX-X centuries. Al-Khorezmiy made this
effort to show the right way — the way to all knowl-
edge for us in his work. As we study his wrok, it is
noteworthy that studying “Mafotixu-lI-ulum” is big
factor in researching Oriental musical traditions.
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AnnoTtanusi: [eAbio cTaTby SIBASIETCSI BBIIBACHIE OCOOEHHOCTEN METPOPUTMUYECKON CTPYKTY-
PBI B KOMIIO3UITMH BOKAABHBIX Pa3AEAOB KapaKaAIIaKCKUX AMPHYECKUX AACTaHOB. PaccmarpuBaroTcs
HEKOTOpbIe crenudpuyeckue GpopMbl OPraHU3AUU MEAOCTPO$ U onpepessdeTcs GPyHKIIMOHAAbHAS
3HAYMMOCTb PUTMA B $OPMOOOPAZOBAHUH TI€CEH.

KaroueBbie CAOBa: KapaKaAIIAaKCKUM 3I1OC, AMPUYECKUE AACTaHbI, MEAOCTPOda, METPOPUTM.

CoBepureHCTBYSCH Ha IPOTSHKEHHN MHOTHX Be-
KOB, KapaKaAIlaKCKasi My3bIKa CAOXKHMAACh KaK Pa3-
BUTasl MOHOAMYECKAsl KYABTYpa, oObAaparomias
MHOroob6pasueM >xaHpoB u ¢popM. M3ycTHo mpo-
deccroHaAbHOE TBOPYECTBO, HAPOAHAS MY3bIKa Ka-
PaKaANaKOB HAIIAO CBOE OTPaXKeHHUe B XapaKTepHOM
$opMe TPaAUIITMOHHOTO POABKAOPA — IMUIECKUX
CKa3aHUAX, B YACTHOCTH B >KaHpe «pacTaH». Kak
ormeuaa Caruros M. T. — «Kapakaamakckuit anoc
SIBASIETCSI OOABIIMM OOraTCTBOM AYXOBHOM KYABTYPbI
KapaKaAIlaKCKOTO HAPOAQ, €r0 BKAAAOM B COKPOBHII]-
HUILy MUPOBOI KyAbTYpsI> [ 5, C. 102].

Msyyenne KapaKkaAnaKCKOTO 3MMYEeCKOTO TBOP-
4eCTBa, er0 dTHOTeHe3a, XXaHPOBO-CTUAUCTHIECKUX
U UCIIOAHHUTEABCKUX OCOOEHHOCTe, a TAKoKe CIIel)-
UPUKU KOMITO3UIIUOHHON CTPYKTYPbl BOKAABHBIX
U UHCTPYMEHTAABHbIX JaCTeH AACTAHOB IIPEACTaB-
ASIETCSI OAHUM U3 MAAO OCBEI€HHbIX U aKTYaAbHBIX
3aAa4 COBPEMEHHOI'0 My3bIKO3HAHUS.

Oco6yro 3HAYIUMOCTb B MOHOAUMHBIX HAIJIOHAAD-
HBIX KyABTYpax (1 He TOABKO) OCHOBHOI1 ¢OPMOii BbI-
PaXXEHHS CTPYKTYPbI My3bIKAABHOTO SI3BIKA HAPSIAY
C AQAOBOI C$pepOoil OTPOMHYIO POAD BBIITOAHSET PUTM,
IIOHMMAEeMBIH B KauyeCTBe OPTaHH30BaHHOI'O BO Bpe-
MEeHH IIPOI[eCcca My3bIKAABHOTO ABIDKEHHS.

B paHHOI! cTaThbe MBI paCCMOTPUM HEKOTOpPbIE
IPUHITUIIEI METPOPUTMHUYECKON OpraHU3aluU Me-
AOCTpO¢ Ha MpHMepe IeceH 13 KAPAKAATIAKCKHX AH-
PHYIECKHIX AACTAHOB.

Meaocrpoda (MC) — aT0 nepapxudecku BbICTPo-
eHHas []eAOCTHASI MeAOAMKO-PUTMUYECKAsl CTPYKTypa
TIO9THYECKOTO YeTBEPOCTHUIIbS] A IIOAYCTUIIIBSL.

B MC pacTaHOB OYeHb CAOXKHO OIIPEASAUTD CBOI-
CTBEHHbIE BCeM IeCHSIM THIIOAOTUYECKHE YePThI, TaK
KaK Ha IIepBbI ITAQH B AAHHOM CAyYae BBIXOAHT HH-
AUBUAYaAbHBIN TOAXOA, HIMITPOBU3AI[IOHHOE MacTep-
CTBO U HCIIOAHUTEAbCKIE BO3MOXKHOCTH OaxIIIm.

Tax paccmoTpum MC nmecHu «Aap dAMHTHeH> :

KXH.c. 188

Ne 137 «AaA JAMHTHEH»
A B
1 2 N w4 I N 6, 7 -
1 | % ] | |} | % ] || ™y Iy | ] | ) |
1 ¥ 1 1 ¥ I T ) ¥ 1 1 + ¥ +
- e T
A-ra- map_  Ea - MEBIKA-Pd - HBIET,  Jaf a-IIMHT- HEH, a - Iam a- JHEHC -

I '
F by JTing 07 f
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Oco60ro BHUMaHUS 3AeCh IPUBAEKAET METPO-
PUTMHYECKOe CTpPOeHHe KOMIIO3HIJHH, KOTOpas
1o Kaaccu$ukanuy XOoAOIIOBOM XapaKTepU3yeTcs
KaK HeperyAspHbIil Tun putmMudeckoro cruas (Tep-
MUH PeryASPHOCTH 1 HEPETr'YASIPHOCTH IIPUBEAEHO
Xoaomosoit B. H. B xaure « My3bIKaAbHBIN pUTM >,
aBTOP, B CBOEM TPYAE KAACCHUPUIIUPYS PSIA THIIOAO-
TUYeCKH BAKHBIX Y€PT MY3BIKAABPHOTO PUTMA, AAET
XapPAKTEPUCTUKY — PETYASIPHOMY U HEPETyASIPHO-
My THITy pUTMHYeCKHX cTuAeil (cTpykTyp)) [4].
To ectp, ¢ 1-8 TT upeT B pasmepe %4, 9 T — ¥,
10-15 1T — %4, 16 T — 34, 17-20 TT — %4, 4epe-
AOBaHHe pa3Mepa BHaYaAe IIOCAe 8 TaKTOB — ¥,
AaAee TocAe 6 TaKTOB — ¥4, M B KOHIIE TIOCAE 4-X
TaKTOB CO3A2€T TAK HA3BIBAEMYIO <«ABILIAIIYIO>
crpyktypy ($opmy). My3bIKaHTBI B 3aBUCUMOCTH
OT UCIIOAHHTEABCKOM CHTYAI[HH BBOASIT B MY3BI-
KAaAbHYIO KOMIIO3UIIUIO PsIA U3MeHeHul. B poanHOM
MC, MeAOCTPOKH COCTOSIT U3 CHMMETPUIHOM pa3-
HOBHAHOCTH BOCBMHCAOXHHKQ, YTO ITOAYEPKUBA-
eTCSI pacIieBOM BHETEKCTOBBIX CAOTOB, IIOSIBASIIO-
IMXCSI [IOCAE KAXKAOTO YeTBIPEXCAOXKHOIO OyHaKa.
ITe3ypbl B IIO3THYECKOM U MEAOAUYECKOM IIAQHE
HAEHTUYHBI KPOMe [IePBOI CTPOKH, TA€ OCTAHOBKA
(esypa) BblsIBA€HA PacreBOM YETBEPTOTO CAOTA,
a B IIOCAEAYIOIIUX CTPOKAaxX Ije3ypa oOpasyercs
PacIeBOM BHETEKCTOBBIX CAOTOB. OTHOCHTEABHO
AASL TIEPBOM CTPOKHU XOTEAOCH OBI IOAYEPKHYTB,
4TO ee HECHMMETPUYHASI CTPYKTYpa B OTAMYUE
OT CUMMETPUYECKOTO CBSI3AHO CO CTPOEHHEM CTH-
xa. Bo MHOIMX KapaKaAIIaKCKUX ITeCHSIX Ha4yaAbHbBIE
CTPOKH OTAMYAIOTCS OT OCTAABHBIX MEAOANYECKHIM
M CTUXOTBOPHBIM 0QOpPMAEHIEM, OHHI B OCHOBHOM
IpeAHA3HAYEHbI AASI IIPUBACYEHUS] BHUMAHUS CAY-
IIATEACH.

Araaap | kaursl KapaHsIHT, 345

Aap asvHTHeH, | Aap AAMHTHeH. 444

3wt 3yAms! | mMATApaHbIH, 4+4

Aap asvHTHeH, | Aap AAMHTHeH. 444

Tax, B BbIlle IPUBEACHHOM IIpHMepe, IpPHU-
CYTCTBYIOT U 9A€MEHTbHI PEryAsIPHOCTH U Hepe-
ryaspHOcTH. HeperyaspHOCTb PHUTMUYECKOTO
CTHASI, TIPOSIBASIETCSI Yepe3 IepeMeHHOCTb pas-
Mepa %4+ Ha ¥%. B paHHOM cAydae Ha poHe Bapbu-
poBano mosropsiromuxcsi PO BripeasieTcst Hapy-
IIeHNe YCTAaHOBUBILIETOCS PUTMOMETPUYECKOTO

PUCYHKA B KYABMHHAIHOHHOM 30He, IPUXOASIEro
Ha «TOYKY 30AOTOTrO CEYeHUsI>», U AAHHAs 9aCTb
IIOAYEpKHYTa CMEHOM pa3Mepa Ha ¥, 4TO IpH-
BOAMT K PACIIMPEHHUIO KyAbBMUHAIJMOHHOM 30HBI
U 3A€Ch MOXXHO TOBOPHUTb 00 OAHO3HAYHO $OPp-
MOO6pasyoijeil pOAN pUTMA.

[TopobHasT «ABIIIALIAsI>»> CTPYKTYpa IPUAAET
HMIIPOBU3AIIOHHOCTh MEAOAUYECKOMY CTaHOBAE-
HUIO U CBUAETEABCTBYeT 00 yCHACHHU 3HAYMMOCTU
COOCTBEHHO MY3bIKAABHOT'O HAYaAQ.

Kak ormeuaer B.H Xoaomosa: «Bzaumopeir-
cTBHe, 60pb6a SAEMEHTOB PEryAsSpHOCTH (pUTMU-
YeCKUX «KOHCOHAHCOB> ) C 9AeMeHTaMH HeperyAsp-
HOCTH ( PUTMUYECKIMH « AUCCOHAHCAMU > ) — OAUH
U3 BOXHENMIHNX PAaKTOPOB MY3BIKAABHON BBIPA3H-
TEABHOCTH 1 $OpPMOOOpa3oBaHsl, OAAropaps KOTo-
POMY B IIpoIjecce BOBHUKAIOT MOMEHTBI HAIIPSDKEHHS
1 paspexXeHuns], CO3AAETCSI AMHAMUYECKHI TOK B My-
3bIKaAbHOM popme» [4, C.20].

ITo caoBaM aBTOpa, 9AEMEHTHI <PeryAsIPHO-
CTHU» U <HEPEryASPHOCTH>» MOTYT IIPHUMEHSTb-
Csl, aKTUBHO B3aUMOAEHCTBYs APyT Apyrom. Oc-
HOBHOE pasAWYHe IIPH 9TOM, MOXET BBIACASITbCS
B UX QYHKIMOHAABHOM COOTHOIIEHHH — TO-
CIIOACTBOM, ITOAYMHEHNEM HAU PABHOMEPHOM II0-
AOXEHHUH TOTO U APYTOTO, TO €CTh B PeTyASIPHOM
PHUTMHKE 9AeMeHTbI PeryASPHOCTH AOMHHUPYIOT,
HeperyAsipHble IIOAYMHEHBI, @ B THIIe HeperyAsp-
HOM PUTMUKH, HA060pOT, IPe0OAAAAIOT dIAEMEHTHI
HeperyAspHOCTH.

PeryAstpHOCTb U HEPETyASIPHOCTb PUTMUYECKUX
CTHAel OyAeM pacCMaTpHUBaTh He KaK YepeAOBAHIe
JeTHbIX M HeYeTHBIX PUTMUYECKUX PA3MePOB, a TAAB-
HBIM 00pa3oM, AeAasi aKI[eHT Ha BAPUATUBHOCTH, U3-
MeHeHUH [IPOTSDKEHHOCTH MEAOCTPOK H Ha HCIIOAD-
30BaHIeE OAOOHBIX «ABIIIALUX CTPYKTYP> B LIEASIX
dopmoobpazoBaHus.

B necue «Cen Sp TEAEAN > U3 AaCTaHa <<Fapnn
Amuk> TaKke OTYETAUBO NPOSBASIETCS POPMOO-
Opasyrolast pOAb METPOPHUTMA, KOTOPasi IIOAYePKH-
BaeTCsl BApbUPOBAHNEM U U3MEeHEeHeM PUTMHIeCKO-
ro PUCYHKA B TpeTbeil 4eTBepTHU PpOPMbI, KOTOPast
IIoAYePKUBaeT KYABMUHAIIMOHHYIO 30HY. B AaHHOM
IpuMepe KyAbMUHAITMOHHASI 30HA [0 CPABHEHHIO
C IPEeABIAYIIMH CTPOKaMHU IIOCTPOEHA B pasMepe
%4, 9TO CIIOCOOCTBYET YCKOPEHHIO TeMIIa:
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M ] B 3 k M k 4 [y 3
By | 1 b, 1Y 18 | N Y Y 1Y B,
I\' I.] I\' I\' L | Li I\' I\' Li |
) T

Ke-y - maM FaM - I3 X©-3AM O3 MEIH 2-IeM- Ae, Oup-ZeM man Gon-Ma-AeIM ceHAp 4 Te-7Ae -

5
s . Céo 2 . 3 7 A Y 8 3 , b n? 3 !
B k I 1 1 ] 1N 15 | Y| 1 ] | Y I | 1
o | | I | r ] | | L L v 1 | 1Y | W | | | |
Ll T r 1 1 2 ! L
h "X
Q) [ —
m, HC-MHM JIDp-3¢M O-pep Xa- HBM__ HBC-TeM-J¢, & OHp-JeMmaz Gon -
10
10 3 n_3__ 3 12 13 3 I Ty . 3 15
1 | = T - 1 T 5 T ﬁ:ﬁ 1 T 1
I I i 1 1 1 ] I I : I ] I i I ] I 1 1 1 1 1 F
.) T - g S
Ma-TBIMAa_ . CEH gp_ Te-7ie- Jd, a CeH dp_ Te-Jic- .

HeperyasipHOCTb 3AeCh IIPOSIBAGHA 3a CYET CMe-  CIIOCOOCTBYET <« Pa3ABIDKEHUIO>» GOPMUPOBAHHIO
HbI padMepa ¥ Ha %4, pPUTMHIECKOro 0pOPMAEHHsSI  OOIIeit AASI BCe KAACHIIMOHHOM YaCTH.
Y HeKBAAPaTHOCTH TaKTOBBIX TPYNIUPOBOK. To ecTs, CB0Oe0OpasHblil IPUHIUII OPTaHU3ALUK KYyAb-
3A€Ch IepBoe TOAYCTHUIIIbe UMeeT S TaKTOB, a BTO-  MHMHAITMOHHOM YacTu neceH umeercs B MC necHu
poe 10, 3pech PUTMOMHTOHAIJMOHHOE Pa3BUTHE,  </A\IPAMHHEH>:

N2 139 «AspAuHHEH> KHII.c. 170
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3Aech IpHMeHEeH O4eHb MHTEpPeCHbIH IpueM MC xapakTepusyeTcs: 3aMeTHOMN HeperyAspHoO-
macmTabHoro «cxarus» (1. 11-13) croco6eTBy-  cThIO (He CTaGMABHOCTBIO) BPEMEHHDIX COOTHOIIE-
IOIIUF, IIPU OTCYTCTBUU 3BYKOBBICOTHOTO OOHOB-  HHU MEAOCTPOK:
AeHUsl, pOPMHPOBAHUIO 30HBI HAITPSDKEHMs], CBOEO- Cenu aen 6armMaHFa XbI3MeT/eTepMeH — 6 T
OpasHOi MeTPOPUTMUYECKUIT KyABMUHAIHH. Buamem MakceTHMe KalaH/>xeTepMeH — 4 T
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JKar easepre 6acbIMABI aABIN/KeTepMeH — 3 T
©sre yaraH TyTap 60AABIM/ ASPAVHHEH — 8 T

Amnasoryrunbii npuHImn oprasusanui MC Habaro-
AQeTCsI B ITeCHSIX « Teke HaABII» U «/AeMbepMec>:

IToaBoas uTor o paccmoTperuio MC xommosu-
ITIOHHBIX OCHOB, XapaKTepU3YIONIMX IIeCHU AUpHYe-
CKMX AACTAaHOB, CA€AYeT OTMETHTD, 4TO:

— B MC pacTaHHBIX ITeceH, HAOAIOAQ€TCSI SIBHAS
TEHACHITNA K $OPMUPOBAHHIO KPYITHBIX KOMIIO3H-
LIMOHHBIX I[EAOCTHOCTEH, B KOTOPOHN IPHUHUMAIOT
yJacTHe KaK BHEIIHHe, TaK U BHyTPeHHHUe PaKTOPhI
opranusaruu. CAeAyeT OTMETUTD BaXKHYIO POAD Me-
TPOPUTMA B 9THX (pOPMOOOPA3YIOIIHX IIPOIeCCax.
Br1BA€HO HECKOABKO IPHEMOB KOMIIO3UIIMOHHOTO
YKPYIHEHHS:

— IyTeM 0ObeAVHEHHSI ABYX 1 60A€e MEAOCTPOK
PUTMOUHTOHAIIMOHHBIMUA U MHCTPYMEHTAABHBIMU
CpeACTBaMy;

— CO3AQHHE IIEAOCTHOM CTPYKTYPbl MEAOCTPOd
(MC) c moMoubi0 METPOPUTMUYECKOTO BAPHHPOBAHNS;

— $opMUpOBaHUE €AMHOMN KOMIIO3UIMOHHOM OC-
HOBBI [TECHH ITyTeM 00pa3oBaHMs 00IIeil KyAbMIHA-
LIMOHHOM 30HBbI;

ITponecc o6pepnnenus meaoctpod (MC) B 60-
Aee KPYIIHbIE IIEAOCTHOCTU — KOMIIO3UIIUH BCel
IIECHH, SIBASIETCSI CACACTBHEM IIPO(eCCHOHAABHBIX
YCTaHOBOK OAXIIH U IIPUBHOCHUT B Cpepy My3bIKAAb-
HOI1 BBIPAa3UTEABHOCTH HOBBIE KPACKH, APYTO€ OILy-
IIleHUe BpeMeHHU, KOHTPACT U HaIIpsDKeHHe.
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From history music performance Khorezm

Abstract: The history of the music of Khorezm — the great history, leaving their own root last
ages and traces. She is connected with study enormous amount spoken and written history and lit-
erary firsthand. In presentation of the authors of the book she covers approximately from begining
nineteenth age. In principal, it is important and that in illumination this second period to histories,

they select two main circles of the sources.

Keywords: performance, music, tradition, islam, makom, music instrument, metro-rithm, dastan.

The history of music of Khorezm are convention-
ally divided into two periods. First — it is not fore-
seeable, and a great story, with roots back centuries
and traces of which are lost in myths and legends.
It is connected with the study of the vast number of

oral and written historical and literary source. Sec-
ond — it is the immediate and foreseeable history
of Khorezm music. In the view of the authors of the
book, it covers approximately the beginning of the
nineteenth century. It is crucial, and that in light
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of this second period of history, they are two main
range of sources. One side texts tanbur notation as
a reliable scientific evidence on the poppy, which is
a kind of clot Khorezm classical music traditions.
On the other side, focuses on oral traditions that
live during form convey to us the age-old historical
musical currents flows. It would merge as the history
and theory of music of Khorezm together.

The existence of Khorezm notation, as it is
called V. M. Belyaev, has long been known. Publica-
tions on this subject are found even in the “Turkestan
departments.” In other foreign press, particularly in
the English magazine “Shark” V.M. Belyaev wrote
the small article about this unique musical source, it
was published in 1923. This important documents
on the basics maqoms to content tanbur notation ac-
cessed prominent scientists V. Uspensky, V. Belyaey,
G. Farmer, 1. Radjabov and others. V. Uspensky in
his small and programmatic article “Uzbek classical
music” leads “Mukhammas Ushshok” fragment of
the play in his own deciphering of Khorezm nota-
tion [1].

Wonderful ethnographer V.A. Uspensky his
time (1879-1949) calls Khorezm “Music of Mec-
ca”. For Russian ethnographer, educated at the Saint
Petersburg conservatory, in addition to information
about the mythological order Korkut, Kambar Ata
and Ashik Aidin, were needed convincing material
from a living musical practice. He wanted to directly
experience these ideas and images through the prism
of current practice.

Listen performers of Khorezm dastans and
through it to form an image of the patron of the arts
by Ashik Aidyn. Indeed, Khorezm epics constitute
a special branch in the musical culture of the region.
From other related epic tradition differentiates their
pronounced of musical beginning. Mainly they stand
no narrator-storyteller, singer and musician. From
this point of view, it is akin to the epics of Khorezm
Ashug traditions and by chance the founder of this
artis considered Ashik Aydin. Notice how it is said in
Navoi, “I am the creator of the music” and “dastans
performer at banquets” That is, the identity of the
creator of the musician is embodied in the title of
epic poems and they sound at social gatherings —
feasts.

It is noteworthy that the protagonists of the epic
poems of Khorezm are the musicians: Ashik Garib,
Ashik Hamra, Ashik Mahmud and others. Topics re-
lated the glorification of musicians and music as the
noble art, a great spiritual power, encourages people
to perfection and harmony with the environment.
And all this is done within the framework of sharia.
In this, perhaps, the main essence of the aesthetic
credo of “Music of Mecca”.

Khorezm bordered with another musical hotbed
of the ancient world — Khorasan. From his old capi-
tal was originally celebrated musician Barbad Marvi
(585-638), who served at the court of the sasanian
king Khusraw Parviz (590-628). One of the main
merits of Barbad recognized medieval science of
music — his creation of the first canonical modal
system, which consisted of seven modes, named
pard. Barbad is attributed to the late poetic-historical
and scientific tradition (Abulkasim Firdausi, Nizami
Ganjavi and other) creation tool barbat — short
lute, which has become over time a prototype and
“generative model” for the arabic oud and the gen-
eral Muslim.

Both of these inventions — the first tool and sys-
tem modes — were involved in the complex process
of the formation of muslim models of musical cul-
ture. The formation of this civilization model was
accompanied by a confrontation, the interaction
and integration of various regional schools and tra-
ditions. They were perceived as real and historical
facts of creation, and as symbols of different cultural
traditions. The image of the Barbad was a striking
symbol of the persian musical tradition.

In understanding the historical continuity of
the existing traditions of the Uzbek classical music
with ancient origins, you must pay special attention
to the interaction of organic bases with fretted mu-
sical instruments systems. As the instrument per-
forms the personification of a music system: bow
kobyz — ancient Turkic epic and throat singing;
saz-dutar — dastans (musical poems) and ancient
“Dutar maqoms” Khorezm; Barbat — Horasan
system “Tunes Barbad”; tanbur — maverannahr
magqoms school. This principle is in essence based
on the traditions of the so-called “practical theo-
ry”, which is then in the time of Farabi was called
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“practical science of music”, opposed to “theoretical
science of music”

Practical theory, deeply fused in musical reality
was very tenacious tradition in the conditions of ex-
istence of the oral music of high style. The principles
of its sustainable transition from one era to another.
Even in times of universal system of “community
theory”, practical science remained in demand in
avariety of regional traditions for example, Muham-
mad Nishapuri school in Khorasan.

The second very important point in the history
of musical thought is — becoming the canonical
modal system, which was the forerunner of classical
music, in the highest sense of the term, in the Mus-
lim world. Therefore, music system Barbad, as the
first decisive step in this direction deserves special
consideration.

Another difference Khorezm music poems
from other epic tales that are performed, accompa-
nied by an instrumental ensemble composed dutar,
brass instrument bulaman or three-stringed gidjak
and doira. This tool is the leading dutar. He seems
to regulate the different keys, melodic foundation
epics, on the similarity in tanbour Shashmaqom sys-
tem. In Khorezm dutar also called “saz”. In the test of
Navoi, the term has a broader meaning. In summary,
the value of all musical instrument with a long neck,
including dutar. Second — is the personification of
the start of the melodic, modal base system, music,
harmony — in the sense that these concepts are
put into Ancient Greeks.

Since the beginning of the XX century instead
dutar Khorezm Bakhshi began to use tar, which has a
loud sound. In Khorezm, unlike Azerbaijani contain-
er, the scale on the fretboard is equipped similarly to
dutar. Performed on it too traditional touches dutar.

Bulaman, gidjak or serve as a means to strength-
en and support on the melody line of song and music
dastans. It is especially important for large concur-
rences of folk when epics are performed in large
rooms or outdoors.

Doira emphasizes usul — metroritmik basis
epos of musical numbers.

Thus, due to the ordering modal, melodic and
musical poem metroritmik bases of Khorezm style
approach to the pop musical language. However, un-

like maqoms in dastans still not totally identified and
rhythm modal base. It is only planned as a random
(non-systematic) single non-systematic names of
some of the most established names melodic com-
plexes [2].

Among Khorezm dastans has an epic poem called
Kambar Ata. In addition to AkzoNobel Khorezm
widespread ancient melody “Alikambar” As far as
the images of the Kambar Ata and Alikambar linked,
it is difficult for us to judge today. However, the fact
that this tune, common in instrumental and vo-
cal versions, until recently wore a sacred meaning.
Even before the middle of the last century, every
ritual and ritual music playing in Khorezm, started
with a solo or ensemble performance Alikambar
melodies. More then, for a long time in Khorezm
there is an iconic “song-risola” to the tune of Alikam-
bar, which serves some guidance — code musicians.
It the light of world history are displayed moral and
ethical norms and rules of life and activities of sing-
ers, musicians and Bakhshi.

The following eleven titles of the Dutar maqoms:
Irok, Chapandoz, Mugulcha, Navoi, Sadri Irok, Roviy,
Orazi Bom, Tashniz, Madun Dali, Okh Yor and Miskin
are mentioned in the book «Essays on history of
Khorezm music>. In the performing practice, they
are not played in a definite, established order.

This fact also proves that the Dutar maqoms are
based on the principle of simple row arrangement.

As a whole, the Dutar maqoms are a multi-
variable and multi-layer phenomenon. Among
the above-named eleven titles, there are examples
of pieces of music which historic roots ascend to
mytho-epical or musical-poetic traditions of Cen-
tral Asia. There are also compositions conjugated
with legends, traditions and other ceremonial and
cultic events. For instance, there are legends around
the Alikambar, Madjnun-dali, Orazi bom and other
Dutar maqoms that help us look into the deep ar-
chaic roots of the Uzbek classical music.

Yet, the most interesting and beneficial primary
source of information about the Dutar maqoms of
Khorezm are the notations by Muhammad Ka-
mil Devani (1887-1938) made in the middle of
the 20s of the 20" century. He was an outstand-
ing personality and his creative legacy is of pro-
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found importance from the viewpoint of history
and scientific basis of the Dutar maqoms. The
most valuable point is that he has left us the unique
notations of seven cycles of the Dutar maqoms

with authentic identification of nomenalogy of the
rhythmical formulas components as well as a de-
tailed syntactic segmentation of musical structures
and poetic texts.
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Oriental microchromatics and its role in the
creativeness of the Uzbekistan composers

Abstract: Oriental tunes were represented by western modern music examples. It is to be noted
that the composer has met his goal because the listener can feel the oriental spiro in the work.

In conclusion, it serves as the facilitator to the prospect of creativity of such Uzbekistan composers as
D. Saidaminova, D. Yanov-Yanovskiy, A. Kim, P. Medyulanova, etc.
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Microchromatics was broadly used in compos-
ers’ music, is one of the developing trends, and is
based on splitting the half tone which is the small-
est interval of the equally distributed keyboard tun-
ing into even smaller intervals.

This phenomenon called microchromatics in-
cludes the study of historical stages of many centuries.

This phenomenon was given different terms in
the study of oriental and western music. For in-
stance: enharmon, neutral intervals, a complex of
ornaments (ornamentation), tender note, ultraton-
ics, microtone.

Y.N. Holopov, a scientist, was the first to de-
scribe in detail the term microchromatics.

The root of microchromatics pertains to the the-
ory of Hellenic music. Quarter-tone microchromat-
ics was widely spread in musics of ancient Greece
and Rome, was one of the existing three interval
systems. The Greek theoreticians described micro-
chromatics and having reviewed it as an individual

quarter-tone interval system called it “enharmonics”
[1,545-550].

In the 9%-10% centuries, the science of music
that was added to the sphere of several research, in-
dependent sciences, emerged as a result of mixture
of various cultures, i.e. saturated with such local
musical traditions as Central Asian and Iranian, it
synthetized the achievements the musical theoreti-
cal mentality of other countries and peoples.

In those times, the Greek science flowed with
a broad stream into the cultural centers of Central
and Middle Asia. In the 9" century, “The House of
Wisdom” was established in Bagdad and one of its
tasks was to translate Greek works and supplement
with interpretations.

The seventeen-step series of sounds was discov-
ered during the times of Forobi and Avicenna, but its
latest shape developed in the 13" century and was
further reinforced in the works of theoreticians who
lived and worked in the following centuries.
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One of the important theoretical problems of the  of sounds.F. Ammar, the Arab musical scientist,
series of sounds is microchromatics. This subject was  transferred the seventeen-step series of music into
covered in Forobi’s work “The Big Book of Music”.  notations.

Forobi studied the colors of various associated tet- Beginning from the 15"-17" centuries, oriental
rachords deeply elaborated by the ancient scientists ~ music modes continued to develop in the music of
[2,75-77]. each people with notable differences. This situation

Avicenna, the famous encyclopedic scientistand ~ was reflected in the whole series of sounds and kept
musician, was the first in the history of oriental mu-  developing step-by-step in individual national musi-
sic who accurately defined the seventeen-step series  cal culture.
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Modern researchers confirmed different points In the 20" century, the composers of the West
of view regarding the oriental series of sounds. used the microchromatic phenomenon in their

L. Koval, the musical scientist, studied tuninghigh- ~ works in two forms: step-like and colour. Of
pitch and interval organization based on the Uzbek =~ whom I. Vyshnegradskiy, S. Denisov, A. Schnitke,
national musical instruments, put down the Uzbek  Ch.Ives, A. Haba, K. Penderetskiy, V. Lyutoslavskiy,
music into graph by using a chromatic stroboscope L. Nono, S. Gubaydulina should be mentioned.

(analyzer defining pitch level) in a musical acoustic In the process of analyzing the composing prac-

laboratory at the Moscow State Conservatoire. tice, we tried to theoretically define and describe the
Y. Kon describes his point of view on micro-  step-like and color microchromatic types.

chromatics as follows: the width of sound limits en- The step-like microchromatics is the type of

ables the series of sounds “to finely differ” in various ~ microchromatics that has clear sound pitch and at
ways, i e. it is the transfer of all gradations (from one  the same time defined with the mark of microchro-
state into another) of pitches outside the limits. Ap-  matic alteration.
plication of various “fine differences” hasits role in the The colour microchromatics is the type of mi-
Uzbek folk music, for instance: neutral intervals (3rd, ~ crochromatics that is described in a different melis-
six, second, 7th) were believed to be the result of fine  matic (glissando, in particular) version.
difference of the seventeen-step series of sounds. Another version described in written manner in
Musicologist S. Takhalov defined tow extreme-  the 20" century, i. e. the sounds of timbre color is
ly important limits of putting to melody and de-  the sonorics. The sonoric method is an experi-
scribes them as follows: composition of sound, i.e.  ment in seeking new sound colors and it is the so-
the sound is the root, and has a decorative feature, noric method that is based on the microchromatic
and tuning on a specific basis (a superstructure)  phenomenon.
[3, 6-9]. At the same time, S. Takhalov studied in Having appealed to microchromatics, the com-
his research the melismas used in the Uzbek music, =~ posers of Uzbekistan have been trying to enhance
called them a complex of ornaments (ornamenta-  the national moral values by using this method, i.e.
tion) and at the same time he marked them withthe  to understand the oriental musical mind.
Western melisma signs: grace note, trill, etc. D. Yanov-Yanovskiy has expressed the follow-
Development of the new musical language sys-  ing ideas regarding this phenomenon: “It is known
tem in the 20" century arose greatinterestin themusical ~ that the 20" century European music is being en-
micro-world. Particularly, attempts to understand and ~ riched by appealing to the oriental music. For ex-
enhance internal features of a sound have resulted in ~ ample, O. Messian, J. Cage, L. Nono, J. Crumb. In-
appealing to the system of microchromatics, overtones.  terest in the oriental music was an impetus for study
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of new genres by performers. Examples like per-
formance of raga by I. Menukhin jointly with Ravi
Shankar can be mentioned. So many methods and
types of modern composing techniques are not sim-
ply the root of the traditional music, but also closely
connected to the performing practice, for instance,
aleatory music, mini-music, microchromatics have
been initially the natural melodiousness of oriental
music” [4, 71-74].

We can see that the rich expression potentials of
the microchromatic means are sensitively used in
the step-like and color versions in the works of the
Uzbekistan composers.

Composer D. Saidaminova’s work “In memory of
the friends” was written for symphonic orchestra in
1999 and its first world performance was dedicated
to symphonic music which was performed in the
second International Festival in Tashkent.

The subject of the work was expressed in expres-
sionistic symbols (a human being’s feelings, loneli-
ness) which were presented in music by principles
of minimalism [5, 1].

Leit-motifs sound on the basis of minor second
and its different types, the step-like and color mi-
crochromatic types, in particular, constituting the
base of the said work. In this term, the chromatic
and leit-motif versions with two types of microchro-
matic seconds are as follows:

1) glissandolized second 1
I)\Q ——

[ Fan

&
1 a) glissandolized second |

2) triol quarter-tone 1

Amorozo liggiero
3 3 3

P A
7 A I I | I I
[ Fan I I | I 1 | I I

2 a) quarter-tone- stressed 7

2b) quarter-tone |
soli

mp
3) a sound quarter-tone, a three-quarter tone |
soli
= = = =
mp

Composer D. Saidaminova uses microchromat-
ics in this work as very strong color. Also, second
leit-motiff versions serve as the work’s centralizing
factor, the grounds constituting the unit.

We decided to appeal to the work “Rag music” by
A. Kim, another skilled Uzbekistan composer.

Harmonization of the 20" western music tradi-
tions with various oriental musical instruments can
be observed in the work “Rag music” by A. Kim.

Of Which: Indian organ, sheng, the Chi-
nese organ, erhu, the Chinese violin, Turkish
kemenche, qonun, Thai gong, “slide” flute is of
flute-type shape, connected to jemba percus-
sion instrument and produces whistle-like sound.
European professional instruments: clarinet, bass
clarinet, viola, contrabass, vibraphone, tam-tam
(performed with a contrabass bow) prepared
piano.

Microchromatic potentials were used in natural
flageolets, glissando as well as three-degree micro-
chromatic microwaves in the works.

As was mentioned above, there was another
aspect specific to modern music polythematics in
this work, each musical instrument has its melody
line. Indian organ was introduced as organ point-
ed sound and diagonally added or reduced sounds
composed as per minor, major seconds produced
cluster properties. At the same time, the musical in-
strument contained clusters which were reduced
through diagonal movement. Existence of such
melody line across the work was used as specific
theme color. When Indian organ sounds, vibrating
sound is produced which means that it is a musi-
cal instrument that discovers the microchromatic

property.
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duced in all other musical instruments that sound-  based on one accord, it also had its position in the
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The sound of erhu musical instrument was intro-
duced as organ point and was developed across the
work and enriched with new means used in modern
music.

Oriental tunes were represented by western
modern music examples. It is to be noted that the

composer has met his goal because the listener can
teel the oriental spiro in the work.

In conclusion, it serves as the facilitator to the
prospect of creativity of such Uzbekistan compos-
ers as D. Saidaminova, D. Yanov-Yanovskiy, A. Kim,
P. Medyulanova, etc.
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K npo6neme «BocTtok-3anaa» B uCTopmmn y306ekckom onepbl

Annortanus: Vicropust y3bekckoil omepsl B KOHTeKCTe mpobaembl Bocrok — 3amap. Y36exckuit

MY3bIKAaAbHBIN POABKAOP U €r0 POAb B pOPMHPOBAHUU OIIEPHOIO JKaHPA.

Karouesbie caoBa: DoAbKAOP, KOMIIO3UTOP, KOMITIO3UTOPCKUH POABKAOPH3M, OCBOEHHE POAD-

KAOpPQa, MY3bIKAAPHO€ MBIIIIA€HHE, BOCTOK — 3aIlaA, Y36€KCK&5[ oIiepa, 3TaIlbl HICTOPHH.

Mcropust pasBuTHs y36€KCKOF OIEepEI 10 CyIIe-
CTBY €CTb HaTASIAHBIN IIPUMEP AEHCTBHS Ha IIPAKTHUKe
npobaembr BocTok-3armap,.

ITapopakcaAbHOCTD 3aA0XKEHA B CAMOM ITOHATHU
y36eKcKasi oIepa, TO eCTb CAUSIHIU TOPH30HTAABHOM

YCTPeMAEHHOCTH Y30eKCKOrO MEAOAUYECKOro Ha-
CAGAVIS] C AOMHUHAHTON MOHOAMYECKOTO MbIIIASHHS
¥ MHOTOTOAOCHOTO TOMO(OHHO-TAPMOHHYIECKOTO
CKAAAQ KOMITO3UTOPCKOTO MBIIIACHUS, THITYIIero
IAPTUTYPY OIIEPBL
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YrAy6AeHHDI B3TASIA Ha HICTOPHIO Y30€eKCKOIt OIIe-
bl B KOHTEKCTe Ha3BaHHOM Ipo6AeMbI BocTok-3armag,
ObIA BO3MOXKEH IIPHU pelleHHH TaKHX 3aAad, KaK OIIpe-
AeAeHHe U KAACCUPUITPOBAHNE METOAOB HCIIOADB30-
BaHUS MAH TlepeuHToHnpoBanus (Tepmus B.B. Aca-
dpeBa) POABKAOpPA B Y36EKCKOM KOMIIO3UTOPCKOM
TBOpYECTBe. DTO OBIA IIPOLeCC BbIIBACHUSI 0COOEHHO-
CTeil ¥ 3aKOHOMEPHOCTE! «BHEeCeHHs» POABKAOPHO-
ro MaTepHaAa ¥ $parMeHTOB U3 MAKOMOB B TEMATHU3M
y30€eKCKHX OIlep Ha PA3AMYHbIX 9TAIIAX PA3BUTHS JKaH-
pa ormepsi B pecrryOanke. Kak caepcTBue, HabAIOAeHIIE
3a IIPOLIECCOM « CO3PEBAHMUS» ABTOPCKOTO TeMAaTH3Ma
B OIlepax KOMIIO3UTOPOB Y30eKHCTaHa U B acIleKTe
pOOAEMBI POABKAOP 1 KOMIIO3UTOP.

Mcropus y36eKckoii oriepbl, KOTOpasi HAUMHAeT-
Csl C ompeAeAeHHOM AaThl — 1939 ropa — npembepsr
nepsoii onepsl «bypan>» C. Bacuaenko u M. Am-
padu MoxKeT OBITH paspeAeHa Ha HECKOABKO 9Ta-
1oB, 30-50 roapr XX Beka, KOTAQ HA4aACS TIEPHOA
CTAaHOBA€HU IPHHITUIIOB TPETBOPeHMS GOABKAOPA
B y30eKckoil orepe; 60-e roabl, KOraa B y36eKCKOi
oIepe HAMETHACSI OTXOA OT LIUTATHOTO CII0CO0a
PaboThI ¢ y30eKCKUM HaPOAHBIM MEAOCOM HA ITyTH
CO3AQHHS MHAUBHUAYAABHOTO OIIEPHOTO TEeMaTH3-
Ma C HAaITMOHAABHBIM MeAOCOM; 70-e TOABI, KOTAQ
B UCTOPHUH Y30EKCKOI OIepbl ObIAM POKAEHBI B AO-
CTaTOYHO HIMPOKOM >KaHPOBOM IIaHOpPaMe HOBbIE
OIephI C TEMATU3MOM, CBOOOAHBIM OT IJUTATHOIO
nperBopenus. [To repmuny b. B. AcadreBa «mepe-
MHTOHHUPOBaHUe» y36eKcKoil Meaocdepsl (TepMun
U. O. 3eMIJOBCKOTO) — 9TO aBTOPCKHUIl TEMATU3M,
HACBIIeHHBI y30eKCKMMH HAIJHOHAABHBIMHU dep-
TaMH TeMAaTH3Ma, OAHAKO, OHH, TeM He MeHee CTaAH
IIAOAOM aBTOPCKOT'O KOMITO3UTOPCKOTO MbIIIAEHHS.

Ha nepexpecTke HeCKOABKUX IIPOOAEM, B YaCT-
HOCTH, POABKAOP-KOMIIO3UTOP, CUCTEM IIepeUHTO-
HHUPOBAHHUS My3bIKAABHOTO (OABKAOPA, CIIOCOOOB,
KOTOPbIE€ CTAAM MAAKOCTPALIMEN AEHCTBUSA CHHTE3a
Pa3AMYHBIX [0 CBOEH NPUPOAE THIIOB MBIIIACHHS:
MOHOAHUH ¥ MHOTOTOAOCHOM BePTHKAAM CHHTeTHIe-
CKOTO >KaHpa OIepHl.

Tursr uPpopMbI PabOTHI KAKAOTO KOMIIO3UTOPA
C OTACABHOM OIPEACACHHOM LIUTATOM U3 y36e1<c1<0171
MOHOAMHU HAYaAMCh, KaK OTMEJAAOCH BbIIIe, C OIle-
po1 «Bypan>, co3paHHOI B coaBTOpCTBe Ipodec-
CHOHAABHOTO MAacTepa KOMIIO3UIIMH, U3BECTHOTO

u MacTuToro npo¢eccopa xommosuruu C. H. Ba-
CHAEHKO U eT0 y4eHHKa, TOTAA 6oAee Bcero 3HaTOKa
y30€KCKOrO HApOAHOTO MEAOAU3MA, TO €CTb Y30eK-
CKOMl MOHOAMH, TOXe IMPO(eCcCHOHAABHOTO My3bl-
KaHTa-MEAOAMCTA U3 ByxapbI ¢ TakiM My3bIKaAbHBIM
HacaepreM Kak «byxapckuii [llammakom>»> MyxTtapa
Ampadu.

SIBAeHME COaBTOPCTBA, C KOTOPOTO HAUYMHAETCS
pa3BUTHE Y30EKCKOI OIEPHI U He TOABKO 00 9TOM
IMIIeTCS ¥ B MICTOPHMU HAIlMOHAABHBIX OTIep APYTHX
IleHTpaAbHOA3HaTCKux pecrybauk: Kasaxcrana,
Kuprusun, Tapxukucrana.

IpeTeprieBast 9BOAIOIHIO 1 Pa3BUBASICh, IIPOOAe-
Ma B3aMMOOTHOIIEHHUT Y30eKCKOro MEeAOCa U OIIEPHO-
r0 KOMITO3UTOPCKOTO TeMaTHU3Ma OCTAeTCs aKTyaAb-
Hoit. Hanboaee gacro, y>xe B 60-e 1 B 70-e TOABI CTaAK
BCTpeYaThcsi oAee CrierfuabHble MOAMPUKAIIUY ITH-
TATHOT'O [IePeMHTOHNPOBAHNS, TAKHE KaK H30HpaTeAb-
HOe ITUTHPOBAaHUe, IIPUBeAlllee BIIOCAGACTBUH K AUC-
KPETHOMY THITy BXXUBACHHS Y30E€KCKHX HapOAHbIX
HMHTOHAIIMM B KOMITIO3BUTOPCKUI TEMATH3M, TO €CTb
IIEA ITPOLIECC POXKACHMS HALMOHAABHOM OIIEPHOM
MeAOCdepBl, A0 HAYaABHOE CTAHOBAGHHE PelleHH
My3bIKAABHOTO acIiekTa Ipobaembl BocTok-3armaa.
ITpu aToM, 6e3ycAOBHO, HEOOXOAUMO IIOAYEPKHYTH,
9TO 0COOEHHOCTH MBILIAEHHS [JAPUBIIE B y30€KCKOM
MY3bIKAABHOM POABKAOPE U KAKAOTO OIIEPHOTO KOM-
II03UTOPA COAVDKAACH 110 HUHAUBHUAYAABHOMY THITY,
4TO HArASIAHO MAAIOCTPHUPYeT UCTOPHS HaIlMOHAAD-
HbIX OTIep IJeHTPAAbHO a3MaTCKOTO PeruoHa.

LTy TaTHBINA IPHHITUIL IIepeMHTOHNP OBAHHS IIPO-
SIBHA Ce0s1 M Ha BTOPOM, 1 TPETbeM JTallaX UCTOPUH
y36ekckoit orepsi: 60, 70, 80 IT., 0oAHAKO OH Bce OoAee
A depeHITMPOBAACS IO OTHOIIEHHUIO K MEAOAUAM
poapkaopa. Komnosutop C. FOpaxos, M. Ampadu,
P. Xampaes, C. babaes, M. Bypxanos, M. bapoes
paboTaAM IIOHAYAAY B OCHOBHOM B TOM 3Ke JKaHpPO-
BOM KpyTe. AOASI MEAOAMYECKOrO TeMaTH3Ma, OC-
HOBAaHHOTO Ha MAKOMHBIX MOTHBAX, CTAaAd 3aMETHO
YMEHBIIAThCS 3a CUeT IIPUBA€UEHUS OoAee MHPO-
KOTO PsiAd GOABKAOPHBIX SKAHPOB OT OOPSIAOBBIX,
TPYAOBBIX MEAOAMH IeceH. BmecTe ¢ TeM HOBbIE y3-
beKcKue oIepHbIe JKaHPBI OTIPEACASIAU 1 POPMBI pa-
6OTBI KOMITIO3UTOPOB C My3bIKAABHBIM (OABKAOPOM.
ITuTupoBaHue BCTpedaeTCs pexe, HAAMI[O TIOMCKU
CBOETrO0 aBTOPCKOTO TeMaTHu3Ma. 3aBOeBaHHE e
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TaKON NPOQeCcCHOHAABHOMN CTYIEeHH B TO BpeMs
OBIAO 3AaKOHOMEPHBIM U HEOOXOAUMBIM.

3amap cOamkascs ¢ BocrokoMm u B ucropun
omepbl. 3aKOHBI 3aMTAAHOTO CHHTETHYECKOTO XaHpa
«IIPHUIIAUBAAKCDH> B TEMATU3Me K CIIeInrKe BOC-
TOYHOU MOHOAMHU U AOBOABHO YCIIEIIHO, IIPU 3TOM,
6€3yCAOBHO, BAXKHOT OIIPEAEASIIOLIE! CHAOM OBIA Ta-
AQHT TIPOeCCHOHAAA-KOMITO3UTOPA.

B arom naane 1959 rop — roa npembepbl onepsl
«ITpopeaxu Maiicaprr> C. IOpaxoBa cTas BaXHOMI
AQTOI1 B HICTOPUH Y30€EKCKOI OIIephI 0COOEHHO.

HecoMmHeHHO, 4TO paBHOBeCHe MEXAY TPAAHUILH-
OHHBIM M COBPEMEHHBIM TeMATU3MOM B BOCIIPHSATHI
OIIePBI TOFAQ AOAXKHO OBIAO KOMITEHCUPOBATHCS B HO-
BOM >KaHpe O4YeHb KPeIKUMH HAIJMOHAABHBIMU MY-
3BIKAABHBIMU KOPHAMU. OAHAKO COBPEMEHHbIN THIT
aBTOPCKOTO TeMAaTH3Ma Yallle HAIIMOHAABHO Oe3AHK.

3aKOHOMEPHOCTH U BaXKHbIE IPUPOAHBIE CBOM-
CTBa y30€KCKOro pOABKAOPA TOTAQ ellje HEAOCTATOY-
HO IAy0OKO OCMBICAEH. AaAee, ITPU TAKOM COCTOSTHUM
COXpaHeHHs IIPeeMCTBEHHOCTH CBsI3eil C IIUCbMOM
KOMITO3UTOPOB-IIPEAIIECTBEHHUKOB BCe JKe ellje
MAaAO YYHUTBIBAAUCH 3aKOHOMEPHOCTH CAYIIATEAD-
CKOTO BOCITPHUSITHSL

ITpobaeMbI BOCIIPUSATHS HOBOTO 3aIIAAHOIO
JKQaHpa OIepbl AAS BOCTOYHOTO CAyIIATeAs OBIA

AOCTaTOYHO HEOAHO3HAYHBIM M TaKXXe COBIIAAAeT
IIO 9TaIaM Pas3BUTHs Y30eKCKOM OIIepPBI, O KOTOPbIX
YIIOMMHAAOCDH BBbIIIIE.

Ecau BHawaAe myTH omepsl Y3bekucraHa mepe-
MHTOHHPOBAHUE IIUTUPOBAHUEM OBIAO OCHOBHBIM
IyTeM IPUBAEYEHNSI y30€KCKOTO CAyIIATeAs] K HO-
BOMY, TO €CTb Y3HaBaeMOCTb €r0 B A€MTMOTHBAX,
OCHOBHBIX BOKAABHBIX XapaKTePHCTHKAX ObIAA Be-
AMKA U KOHTpIpoAykTuBHa. IIporjecc coArpkeHus
y>ke Bocroka k 3amapy y36eKCKOTro CAyIaTeAst AO-
MHHHPOBaA B Iporiecce cosupanus. OpHako, BIIO-
CACACTBUU B KOMIIO3UTOPCKOM aBTOPCKOM TeMaTH3-
Me, pOXXAEHHbIe HOBbIE TeMAaTHYeCKre 00pa3oBaHHs
II0 CBOEMY OIIeHOYHOMY Ka4eCTBEHHOMY YPOBHIO
Jale He AOTATMBAAU AO POABKAOPHBIX 1 MAKOMHBIX
06pas1ioB, TO eCTb NMAPAAAEABHO BO3HHUKIIME Ce-
pbesHble IIPOoOAeMbI HePaBHOLIEHHOCTH aBTOPCKOTO
u poabkaOpHOro TeMarusMa. I lo-BupAMOMy 1 cerop-
HsI AASL TIOBBIIIEHUS Y POBHS KAXKAOM OIIEPHOM IIAPTH-
TYPBI LjeAeCO0OPa3HO pacCMATPUBATD MY3bIKAABHBIH
(OABKAOD KaK HAATOAATHYIO IIOUBY AASI TBOPYECKOTO
OCMBICACHHSL.

ITpobaema Bocrok-3amas mpopoAaxaeT cBoe
IIeCTBHE IO >XaHPaM KOMIIO3UTOPCKOTO TBOpYe-
CTBa, U IO OIlepe, B YaCTHOCTH, He Tepsis CBOeH
AKTYaAbHOCTH.
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About problem of the music form in
product composer Uzbekistan

Abstract: On background of existence traditional music creative activity (makomat and the other
forms of the classical national uzbek music) being on its nature monodia, compositions creative activity
founding in a milieau of european poliphone and gomophone — a harmonic storehouse developed in
two directions. The First — an compozitors creative activity on base traditional national tune and
rhythm — so named processing (basically instrumental genres); large scenic product on base national
anoca and sxemay>xuH classical uzbek poetry (opera. ballets and the other genres). The second — an
composition creative activity of the individual nature — most often founded on own stiletto of the
composer, basically chamber; vokal-instrumental or instrumental making the more small forms.
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O npo6neme my3bikanbHOW (pOpMbI B NPOU3BE[EeHUAX
KOMMO3nTopoB Y306ekuctaHa

Annoranus: Ha doHe cymecTBoBaHNS TPaAULIMOHHOTO My3bIKAABHOTO TBOPYECTBa (MakoMaTa
1 APYTUX GOPM KAACCHYECKOI HALIMOHAABHOMN y36€KCKOI My3bIKI) SIBASIFOIETOCS MO CBOEH IPH-
PpOoAe MOHOAMMHBIM, KOMIIO3UTOPCKOE TBOPYECTBO OCHOBBIBAOIIEeCs Ha IPUHIIMIIAX €BPOIEHCKOTO
MHOTOTOAOCHS TOAU(POHUYECKOTO ¥ TOMOPOHHO — IapMOHUYECKOTO CKAAAQ Pa3BHBAAOCH B ABYX
HanpaBAeHHAX. [lepBoe — KOMITO3UTOpPCKOE TBOPYECTBO Ha OCHOBE TPAAUIIMOHHBIX HAIIMOHAAD-
HBIX MEAOAMI1 I PUTMOB — TaK HasblBaeMble 06paboTKu (B OCHOBHOM HHCTPYMEHTAABHBbIE KaHPbI);
KPYIIHbIe ClJeHUYeCKHe IPOM3BEACHHUS Ha OCHOBE HAaIlMOHAABHOI'O 9I10CA M KeMYY>KHUH KAACCUIeCKOM
y36eKcKoil moo3nu (omepsl. 6aAeTbl U ApyTHe aHpbl). Bropoe — KOMIIO3UTOpCKOe TBOpYecTBO
HHAUBHAYAABHOTO XapaKTepa — dalle BCero OCHOBAHHOE HA COOCTBEHHOM CTHA€ KOMIIO3HTOPA,
B OCHOBHOM KaMepHOe€; BOKAABHO-MHCTPYMEHTAAbHbIE HAU HHCTPYMEHTAAbHBIE IIPOU3BEACHIUS OoAee

MEAKHX POPM.

Karoguespie caoBa: popMa, KOMIO3UTOP, POABKAOP, pa3BUTHE, MAKOM, CUM(OHU3M, TOAUPOHH-

4eCKHUH, ToMOpOHHO-TapMOHNYECKH.

MysbikasbHasg $opMa — B IOCACAHHE TOABI OCO-
GeHHO aKTHBHO H3y4aeMbIil BOIIPOC MY3bIKOBEAAMU
pasHbIX cTpaH. Kak H3BeCTHO, O IOCTPOEHUH My 3bl-
KaAbHOT'O MIPOM3BEACHUS eBPOIIENCKHIE yIeHbIe My-
3bIKOBEADBI CTAaAU 3AAYMBIBATbCA €I€ C TeX BPEMEH,
KOTAQ OKOHYAaTE€ABHO CPOPMHUPOBAACA TOMOPOHHO-
rapMOHMYECKUH U CYIIeCTBEHHO Pa3BUBAACS IIOAU-
$onHMUIeckHil cKAap, TpuMepHO K KoHIly XVII Beka.
3a mpoiealiye TPH CTOACTHS HayKa O My3bIKaAbHOM
Popme nmocreneHHO GOPMHUPOBAAACH U ITPUTEPIIE-
BaAa AAMTEABHYIO 3BOAIOIIMIO Ha OCHOBE H3yve-
HUS M aHAAM3a PAa3AMYHBIX IIPOU3BEACHHMI IO BCEM
CYIIECTBYIOIIUM HAIIPAaBACHUSAM MY3bIKAABHOIO
TBOpYecTBa. Hapo oTMeTHUTD, YTO Mporecc HayIHO-
IO OCMBICACHHSI MY3bIKAABHOM GOPMBI HIEA TaKOKe
U B Pa3BUTUU BOCTOYHOM MY3bIKAABHOM KYABTYPhI
Ha NMPOTSDKEHUU MHOTMX cToAeTui. Hu pag xoro
He CeKpeT, YTO My3bIKaAbHAsl HayKa B YHCAE APYTHX
B)XHEHIINX TOYHBIX HaYK, SIBASIAACh OCHOBHBIM 00'b-
€KTOM MCCAEAOBAHMUI B TPYAAX BEAUKHX YYEHBIX ITPO-

IIIAOTO, TAKUX Kak — A6y Aan u6bx Cuna, A6y Hacp
®apabu, Capuypaun Ypmasu, Abayakapsp Maparu,
Abaypaxman Asxamu, Aaniuep Hasou, Aa Xopesmy,
3artayaobuaauH aa Xycaitau, Haxmupana Kapkabu
aa byxopu, Aapsem Aau Yanru u MHOTHE ApyTHE.
HasBaHHble y4éHble — 9HIMKAOIIEAUCTHI, IIOITHI-
npocseruTean Cpeptero Bocroka c caMmbIx ApeBHHX
BPEMEH OTCAEXKUBAAU H CHCTEMATH3UPOBAAU MY3bl-
KaABHOE TBOPYECTBO. B CBOMX HayYHBIX TPyAAX OHH
IIOAPA3AEASIAML HAYKy O My3BIKE Ha ABE COCTABASIIO-
mve: “Hayka o My3bike ACAUTCS Ha ABE YaCTH: ...
[4acTp], TpakTyONmYyIO O TOHAX [Haramar| u Ha3bI-
BaeMYIO yYeHHEM O KOMIIO3ULIMH [TaAud), U YacTs,
TPaKTYIOIIYI0 O AAMTEABHOCTSIX [a3MHUHeE| 3BYKOB
1 Ha3bIBaeMyto yuenueM o putme [uka’] ...” (Beases.
“KommenTtapuu k TpakTary A6aypaxmana Asxamu”)
Yaenue o komnosurmu (TaAn¢) B KOHTEKCTE 3apO3K-
ARIOIEHCS KOMIIO3UTOPCKOM IIKOABI B V3bekucrane
30-X rOAOB IIPOIIAOTO BeKa He 0COOEHHO U3y4aAach
¥ IIPUMeHsIAACh Ha ipakTuke | 1, 16]. Tak Kak HOBas

31



Section 2. Musical arts

My3BIKa AKTHBHO pa3pabaThIBAAACh M YCTAHABAUBA-
AACh IIPEACTABUTEASIMU €BPOIIENCKOM MY 3bIKAABHOM
IIKOABI, BOCTOYHbIE MY3bIKaAbHbIE KAHOHBI U3yda-
AWCb TOABKO KaK ApeBHHe Hay4YHbIe MAaTePHAAHI ...

Kak m3BecTHO cTpoeHHe MY3bIKAABHBIX IIPO-
M3BEACHUI B HadaAe ITPOMIAOTO BeKa He M3y4YaACs
B KauecTBe y4eOHOro ImpepMeTa B KOHCepBaTOPHHU
¥ My3bIKAABHBIX yIMAUIIAX. Bompoc MyspikasbHOM
$OpMBI KaK TAKOBOF OBIA OAHUM U3 COCTABASIFOIIHX
B M3y4eHHH TeXHHKH KOMIIO3UIIMU TOTO UAH HHOTO
KOMIIO3UTOPA. M BBIpaXKaAcs B M3y4eHUH IPHMeHe-
HMS CPEACTB My3bIKaAbHOM BBIPa3UTEAbHOCTH B KyIIe
C MACTePCTBOM HX UCTTOAb30BAHHS AASI AOCTHDKEHHS
BBIPQKEHHSI OCHOBHO MBICAM, 06Pa30B B HAMEUeH-
HOM IpousBepeHHMH. My3blkoBeaeHHe KaK Hayka
HAuMHAeT aKTHBHO pa3pabaThiBaTh BOIPOC GpOPMBI
My 3bIKaAbHbIX IIPOM3BEAeHUH, HaunHas ¢ 30-X TOAOB
IIPOIIAOTO CTOAETHS. A UHTepec K $opMe BO BCeX
HAIIpaBAEHHSIX UCKYCCTBA, MATKO TOBOpPs, He 0OAO-
OpsiAaCh COBETCKOM HAEOAOTMYECKOM MAIIHUHOM.
Ho, HecMOTps Ha BCce MbICAUMbIE Y HEMbICAUMbIE
IPEATCTBUA B My3bIKOBEACHHHU SBHO BBIAGASETCS
Hay4JHOE HaIlpaBAEHHe M3y4aloljas CTPOeHHe HAU
$opMy My3bIKAABHBIX IIPOU3BEACHUIL.

B aAaHHOM cTaTbe caeAaHa IMOMBITKA BKpaTIie
CAEAATb UCTOPUYECKUIT 0630p pasBUTHSI KOMIIO3H-
TOPCKOI1 IIIKOABI Y30€eKHCTaHa, a TAKKe CUCTEMATHU-
3HPOBATh METOADI H CIIOCOOBI [10 aHAAM3Y MY3bIKAAD-
HbIX TIPOU3BEACHUIT Pa3paboTaHHbIE U3BECTHBIMU
y4eHBIMH, B OCHOBHOM IIPOdeCccOpoB ABYX IleH-
TPAAbHBIX IIKOA MY3bIKOBeAeHHsI — MockoBckoi
u [letepbyprckoit (AeHMHIPaACKOiT) KOHCEPBATO-
puit. ITo 60AbIIOMY CUeTy METOAMKA AHAAM3A My-
3BIKAABHBIX TIPOM3BEACHHUI OIHPAETCs Ha HayYHbIe
HCCAEAOBAHISI M YIeOHO — MeTOAUYECKHe paboThI
TaKMX aBTOpOB kak Masean, Llykxepman, Croco-
6un, Hazankunckuit, Mepymesckuit, Bo6pocxkuii,
XoAonoBa 1 ApyTrux. B Tpypax aTHX 3aMeyaTeAbHbIX
Y4eHBIX — MY3bIKOBEAOB PACCMATPUBAIOTCS U Pas-
PabaTbIBAIOTCS OCHOBHbIE IOCTYAAQTBI M ITOHSTHS
B aHaAM3€ My3BIKAABHBIX IpousBepeHuil. Lleapio
AQHHOM PabOTHI SIBASIETCS MCTOPHYECKUI 0030p
3BOAIOITH MY3bIKAABHBIX OPM B IIPOU3BEASHHAX
KOMIIO3UTOPOB Y30eKHCTaHa.

Kommnosuropckoe TBOpuecTBO B Y3bekucraHe
sIBAGHHE OTHOCHUTEABHO MoAopoe. OHo cymecTByeT

B ICTUHHOM ITOHMMAHUH 3TOTO BUAA MY3bIKAaABHOM
A€ATEAbPHOCTU CPaBHMTEABHO HEAOATO, IPUMEPHO
c cepeprHbI 40-X TOAOB IponIAoro croaeTus. OcHo-
BaTeASIMHU Y30€KCKO KOMIIO3UTOPCKOH IIKOABI XOTb
U SABASIAUCD IIPEACTAaBUTEAH MECTHBIX HAlMOHAAD-
nocreit (Myxtap Ampadu, Taanbpxan CapbKOB
H Ap.), PaKTHYeCKas: peaAn3arust My3bIKAABHO-Xy-
AOKeCTBEHHOM MAEH HaMe4eHHOI'O IIPOU3BEACHUS
OCYIIIeCTBASIAACh COBMECTHO C NPEACTaBUTEASIMHU
pycckoil KOMIosuTOpcKkoit mxoabl (Bacmaenxo,
Yenenckuit, KosaoBekuit u Ap.) DTOT HadaAbHBLI
9TaIl CTAHOBAEHMS MPOPECCUOHAABHON KOMIIO3H-
TOPCKOM IIKOABI B OCHOBHOM XapaKTepU3yeTCs I10-
AOOHBIMU TBOPYECKHMHU TAaHAeMaMH. B AaapHeltreM,
y>Xe Ha BTOPOM BOAHE Pa3BUTHA KOMIO3UTOPCKOTO
TBOPYECTBA IOSABASIOTCS MPEACTaBUTEAH MECTHBIX
HAIJMOHAABHOCTeH — NpOQeCcCHOHaAbHbIE KOMIIO3H-
TOPBI 0Oy dYeHHbIe Ha OCHOBE PYCCKON KOMIIO3UTOP-
CKOI1 IIIKOABI, BAAQACIOIIIe METOAAMH U CIIOCO6aMu
TEeXHHMKHU €BPOIENCKON My3bIKaAbHON KOMITO3UIIUY.
Ha ¢one cymecTBoBaHMS TPAAUITMIOHHOTO My-
3BIKAABHOTO TBOPYECTBa (MaKOMaTa U APYTUX $OpM
KAACCHYeCKO HAIMOHAABHOI y36€KCKOM MY3bIKH)
SBASIIOIETOCs IO CBOEM IPUPOAE MOHOAMMHBIM,
KOMITIO3UTOPCKO€ TBOPYECTBO OCHOBBIBAIOIIEeCs
Ha MPUHIMIIAX €BPOIENCKOr0 MHOTOTOAOCHS II0-
AMPOHUYIECKOTO U TOMOPOHHO — TFapMOHUYECKO-
IO CKAaAd Pa3BUBAAOCh B ABYX HallpaBACHHSIX.
IlepBoe — KOMIO3UTOPCKOE TBOPYECTBO HA OCHO-
Be TPAaAUIIMOHHbIX HAIlMOHAABHBIX MEAOAUM M PUT-
MOB — TaK HasblBaeMble 06paboTku (B OCHOBHOM
MHCTPYMEHTAAbHbIE SKAQHDBI); KPYIIHbIE CLieHHde-
CKHMe IIPOM3BEASHHUS Ha OCHOBE HAaIlMOHAABHOTI'O 3I10-
Ca ¥ XXEMUY>KUH KAACCHIECKOM Y30eKCKOM M033UH
(omepp1. 6aaeTs! u ApyTHE XaHpbI). Bropoe — kom-
IIO3UTOPCKOE TBOPYECTBO HHAMBUAYAABHOTO XapaK-
Tepa — dallle BCero OCHOBAaHHOE Ha COOCTBEHHOM
CTHA€ KOMIIO3UTOPa, B OCHOBHOM KaMepHOe; BO-
KaAbHO-UHCTPYMEHTAAbHbIE AU MHCTPYMEHTAAD-
HbIe IIPOM3BeAeHUS DoAee MeAKUX GpOpM.
Kommosuropckoe TBOpuecTBO B Y3bekucraHe
B HCTOPHUYECKOM pPa3pe3e MOXXHO IIOAPa3ACAUTD
Ha HECKOABKO IEPHOAOB: TIEPBbI — BO3HUKHOBE-
HUe 1 yCTAaHOBAEHHE B PeCITyOANKe KOMIIO3UTOPCKOM
IIKOABI (COBMECTHBIE TBOPYECKHE TAHAEMbI: KOMIIO-
3UTOP-MEAOAUCT, COOCTBEHHO TBOPYECTBO PYCCKHUX
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xoMrosuTopoB) 30-e 40-e roapt XX Beka; BTOpoit
IepUOA — HAPSIAY C AGATEABHOCTDIO TIPEACTABUTe-
A€M PyCCKOM IIKOABI KOMIIO3UIIUH, CAMOCTOSTEABHOE
TBOPYECTBO MeCTHbBIX aBTOPOB — S50-60-e roabl;
TpeTuil nmepuop — A0 70-90-x ropoB mpomaoro
CTOAETHSI; YeTBePThIH IIEPHOA — C KOHIJA IIPONIAOTO
BeKa A0 Hamux AHei. Ha npoTsbkennu aTux nepuo-
AOB My3bIKaAbHbIMN S3BIK, a TAKOKe GOPMbI My3bIKAAD-
HbIX IIPOU3BEACHHUIT Y30€KCKUX aBTOPOB OPTaHIIHO
OTOOpaXKaAU BeChb CIIEKTP COBPEMEHHBIX CPEACTB
MY3bIKAaABHOM BBIpasuTeAbHOCTH. Ha HauaapHOM
aTare pa3BUTHA YKAOH AGAAACS HA MOHYMEHTaAbHbIE
xaHpslL. Onepoit «Bypan>» Myxrapa Ampau u Ba-
CHA€HKO HAYMHAETCSI HOBASI 3II0Xa Y30EKCKOM KOM-
IIO3UTOPCKOM IKOABL B AaHHOM npousBepeHuu co-
BMECTHO€ aBTOPCTBO U YKa3bIBaeT Ha eBPOIIeHCKOTO
Bacuaenxo, KOTOpPbIi IPeTBOPHA BCIO TEXHUYECKYIO
cTopoHy (MapTHTYpa, OPKECTPOBKA U AP.), 1 Ammpa-
$U — KOTOPBII OYAyIH 3HATOKOM y30€KCKHIX MEAO-
AU, CYI}eCTBEHHO 000TaTHA MEAOAUYECKYIO TTAAU-
Tpy Bceit omepsl. Ha mopo6HOM coaBTOpCTBE 6BIAO
CO3AQHO MHOXECTBO IPOM3BEACHUI B OCHOBHOM
KPYIHOMACIITaOHOTO, CIleHIIecKoro skaHpa. Cae-
AyeT OTMETHUTb TBOPYECTBO OAHOTO M3 KOMIIO3UTO-
poB Toro BpeMenH — B. Ycnenckoro — 3aunnaTead
My3BIKaABHOI ApaMbl. Ero BbickassiBaHust 0 paboTe
Hap My3bIKaAbHOM Apamoit «@Papxaa u Ilupun>,
BO MHOT'OM OO'BSICHSIET METOABI CBOFICTBEHHbIE MHO-
MM TIPEACTAaBUTEASIM PYCCKOM KOMIIO3UTOPCKOM
mkoAbM [ 2, 70].

Cpean pycckux KOMIO3UTOPOB TOTIO IepHO-
Ad 0COOeHHO BhIpeAsseTcsl AAeKceln dépopoBuy
Kosarosckuit. Byayun BpICOKOKAACCHBIM KOMIIO-
3UTOPOM, IIOAYYHBIIUM IIKOAY HanboAee cepbés-
HOTO M BAYMYHBOIO aBTOpa TOTO HENPOCTOro
BpemeHn — H. MsckoBckoro — KosaoBckuit
006AaAaA TIOMCTHHE PEAKHUM TAaAAQHTOM — abco-
AIOTHBIM CAYXOM, COYETAIONMMCS C eT0 HeAIOXKHIH-
HbIMU 3HAHHSIMU B Pa3AMYHBIX 00AACTSIX MUPOBOI
HAayKU U KYABTYPBI U HEYTOMUMOM JKaXKAOU TBOP-
gecTBa. [Ipuexas B TamkenT 8193S roay mo npu-
4HMHE ero CChIAKU M3 MOCKBBI OH, TeM He MeHee,
AKTHUBHO BKAIOYHACS B My3bIKAABHOE TBOPYECTBO
y36ekckoro Hapopaa. OAHa U3 ero MUCCHIT — cOop
«($OABKAOPHOTO MaTepHuara>. To ecTh OH 3amu-
CBIBAA BCE, YTO YCABIIIUT U 3aMHTEpPeCyeT B CBOUX

eXXeAHeBHbBIX yTPeHHHUX IPOTyAKax 0 TamkeHTy.
(IToMuMO y36€KCKMX MEAOAMII TIECEH U TaHIEB,
UMEAH MeCTO YyUI'ypCKHe. TaTapcKue, KapaKaA-
IIAKCKHUe, TAAKUKCKHIE U AQXe apabckue U HpaH-
ckue). [Top06HOE A€TAABPHOE M3yYeHHe MEAOAH-
4eCKHX U PUTMHYECKUX 0COOEHHOCTe MeCTHOTO
$OAPKAOPA IOMOTAAO €My U3HYTPH Y3HATbh H BIIO-
CAEACTBHMHM OIMPAThCS HAa HAIJMOHAABHbIE MEAOAUH
Y pUTMBI B CBOEM TBOpuecTBe. O CHOBHOM MUCCHeH
ero Kak KOMIIO3UTOPa ABASIAOCh CO3AAHME HOBBIX,
YHUKAABHBIX 110 CBOEM IIPUPOAE IIPOU3BEACHUM.
Haunboaee usBecTHrie — cumdpoHHUYECKas I1O-
aMa AAS TOAOCA C OpKecTpoM « TaHoBap>, CHM-
PoHnveckas cronta «/Aoaax, omepa «YAyroex>
u MHOTHe Apyrue. EcTecTBeHHO, YTO OH OIMpPaA-
Csl Ha MCIIBITAaHHbIE BpeMeHeM U yCTaHOBUBIIHE-
Csl eBpOIleliCKUe MY3bIKaAbHbIE pOPMbI, TPUEMbI
NOAMPOHHYECKOIO U TAPMOHHYECKOIO Pa3BUTHS,
IpHUEMbI OPKeCTPOBKH M. T.A. Hy a Meaopus, putm,
AAAOBOE HAaKAOHEHHUE 4Yallle BCero SABASAMCH OpHU-
TMHAABHBIMHU IIPUMePAMU M3 y30eKCKOM My3bI-
KaAbHOM KyAbTYpbL [loHsATHO, 4TO mpousseaeHue
pa3pabaThIBAAOCH ITO eBPOIIENCKIM KAHOHAM, AAS
4ero TpeOoBaAOCHh MOAUPOHUYECKHE 1 FAPMOHHU-
JYecKue MPUHIIMIIbL, A TAaKXKe IPUHIJUIIbI PAa3BUTHS
U TeMaTH4YeCKONl paboThl B MOCTpOeHUH $OpM
YCTAaHOBAEHHbBIE B €BPOINEMCKON KOMIIO3UIIMU.
A. ®. Ko3aoBckuit HanboAee OpraHHYHO COBMe-
IJaA BCe CTOPOHBI €BPOIEHCKOr0 MYy3bIKaAbHOTO
A3bIKa 1 $OPMOOOPA30OBAHUS C MECTHBIM KOAOPH-
TOM, BCAEACTBHUE 4eT0 BO3HUKAAM HEIIOBTOPHMbIe
MY3bIKaAbHbIE IPOU3BEACHUS.

C 3apoxxpeHUs y36eKCKoro cuM¢pOHMU3MA, HAUH-
Hast oT cuM¢oHmdeckoit croutsl A. B. KosaoBckoro
«/oAra» TAe OH HCIIOAB3YeT B KaUeCTBe MY3bIKAAb-
HOT'O MaTepHaAa y30eKCKHIl pOABKAOP, AO €O 3pe-
aoro nepuopa B XXI Beke “MakoMHBIX CUMOHUIT
Hypupaunna [uscosa, koMnosuropamu Y30ekucTana
B cpepe popMO0OpazoBaHMs ObIAA IPOAEAAHA OTPOM-
Hasl, TATaHUYecKas pabora. B aToMm mporiecce Hame-
9aIOTCsl HECKOABKO HAIIPAaBACHUHM, OCHOBHBIM U3 KO-
TOPBIX SABASIETCS BCE JK€ OIOpa Ha TPAAUITMOHHYIO
KAAQCCHYECKYIO 1 POABKAOPHYIO MY3BIKY Y30€KCKOTO
Hapoaa. [IpuopureTHsiMU B BbI6Ope POPMBI My3bI-
KaAbHbIX IIPOU3BEACHMI SBASIOTCS OPUTHHAABHBIE
IIPOCTBIE U CAOXKHBIE, Yallle BCEro C COBMeIeHHeM
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IIUKAUYHOCTH, B BBIOOPE CPeACTB My3bIKAABHOM BBI-  CKHe, PUTMUYECKIe, HHTOHAIIMOHHbIE, TeMaTHIeCKye
PasUTEAPHOCTH OIIOPA HA COBPEMEHHbBIE TADMOHMYE-  ITPMHIIUIIBI PAa3BUTH.

Cnucox AnTeparyphl:

1. BeasieB B.A. «KommMenTapuu k Tpakrary Abaypaxmana Askamu>. — Tamkent, — 1961.
2. SnIlexkep. B.A. Ycnenckuit. — T., — 1959.
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MYSI)IKaAbHaﬂ KYyAbPTYpa Ka3aXCKOM CTeIu CTBOM M YTOHYE€HHBIM MY3bIKAABPHBIM BKYCOM. HPI/I-
H3APEBAE CAABHTCA CBOEN HeOObATHOMI FAY6HHOfI HHMasi HHOPOAHDIE SIBACHMSI B HCKYCCTBE, 1 HE TOAD-
COAEPIKaHM, AUPHIECKUMH OTTEHKAaMH BO BCEX KO, Hallla KYAbTYpa H €€ IIPEACTAaBHTEAN BCETAQ
JKaHpax, CBOQO6P8.3HI)IM HCIIOAHHUTEAbCKHM MaCTEP- 060rau1aA1/1 HX IIPUCYIINMHA HaLII/IOHaAbHOfI MY3bIKE
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KOAOPHUTAMHU, TeMOpaMH, TEXHUIECKUMU 0COOEHHO-
CTSIMH, CIIOCOOCTBOBAAU 3BYYaHHUIO HOBBIX XXAHPOB
10 «Ka3aXCKMil>». F3BecTHDI ncTOpUYecKue PaKThl,
CBUAETeAbCTBYyIomue o ToM, 9ro B Kasaxcrane yxe
B XIX Beke MHCTpyMeHT QOpTEIHaHO HAXOAUACS
B HEKOTOPBIX boraTseix AooMax. Tak, B oome Aayaer-
Kepesl, OAHOT'O 13 IIpaBUTeAbCKO 3HaTU bykeeBckoit
OpABI, SIPKOTO TIPEACTABUTEAS] AOMOPOBOI IIIKOABI
TOKIIe, OBIAM OOHAPY>KEHBI POSIAb U OaAaAATIKA, TaK-
K€ eCTb CBEACHHSI O TOM, UTO €r0 KeHa 3aMe4aTeAbHO
urpasa Ha posiae [1].

3amapHOeBpOIecKIe MY3bIKaAbHbIE (POPMBI
U HOPMbI Ha4aAM OTPA’KaTbCsA B Ka3aXCKOM My3bl-
KAaABHOM KyABTYpe C IepBOil MOAOBUHBI XX Beka.
OTOT KAACCHYECKUH BeK MPOPeCCHOHAABHOM KOM-
IIO3UTOPCKOM MIKOABI IBUACSI HAYAAOM CTAHOBAEHHS
Y Pa3BUTH UHCTPYMEHTAaAbHOT'O HCIIOAHHTEAbCTBA.
QopmupyroTcsi MacuTabHble OAYXOTBOPSIOLINE
>KaHPBI MY3bIKAABHOT'O UCKYCCTBA, TaKue KakK, KaH-
TaThl, OIephl, CAMPOHMHU, COHAThI U APYTHE IIPOU3-
BeACHHS.

BrimeykazaHHbIM HCTOpUYECKUN (aKT HeIo-
CPEACTBEHHO SIBASETCS BAMSAHHMEM PYCCKOTO My-
3BIKAABHOTO HCKYCCTBA. OTO BAWSIHME Hanboaee
SPKO IPOSBUAOCH B CTAHOBA€HMM HAIlMOHAABHOM
HCTIOAHUTEABCKOM U MPOPeCCHOHAABHON KOMITO3H-
TOPCKO IMIKOABI TUCbMEHHOM Tpaaunuu. Bo raase
Ka3aXCKOTO ITMAHMCTUYECKOTO MCKYCCTBA CTOSAQ
pycckasa popTenraHHas IeAaroTuKa.

I'oBopst 0o poprenmanHoi My3bike Kasaxcrana,
KaK 00 OTAEABHOI cdepe AeSITEABHOCTH B 00Omieit
MY3bIKAABHOM KyABTYp€, Hy>KHO pa3AUYaTh MHOTIO-
aCIeKTHOCTb AAHHOTO HampaBaeHus. B Coserckoe
BpeMs OrpOMHas NMpaKTHYecKas IMOMOIIb HapOAaM
CCCP oxasbIBaAaCh CO CTOPOHbI KPYITHEHIIHX yae6-
HBIX 3aBeAeHHIl — MOCKOBCKOM 1 AeHUHT PaACKOM
KoHcepBaTopuu. Emle B AOBOEGHHbBIE TOABI B 3THX
KOHCepBAaTOPHUSIX OBIAU OPraHU30BAHBI HAIIMOHAAD-
Hble OIlepHbIe CTYAUH, TOTOBUBIIUE CIIEITMAANCTOB
B IIeASIX COBEPIIEHCTBOBAHMS My3bIKAAbHBIX KAAPOB
COIO3HBIX PeCITyOAUK.

C KaxABIM TOAOM wurpa Ha {(oOpTenuaHo
IIPMBA€KAAQ BHUMaHHE MHOTMX HAYMHAOIIUX My3bl-
KAaHTOB, BCe OOABIIIE KEAAIOI[UX UI'PATh HA 9TOM HH-
CTPyMeHTe IOAYy9aAr BO3MOXKHOCTDb COBEpPIIEeHCTBO-
BaTb MCIIOAHUTEAbCKHe HaBblku. Habatopaacs poct

TIIeAQrOTMYIeCKOT0 M HCIIOAHHTEAbCKOTO MacTepCTBa
rmaHucToB. I1I1poKyIo MOmyASpHOCTD B TBOPYECKOM
nopT$OAMO HAIMOHAABHOMN KOMIIO3UTOPCKOM IITKO-
ABI IPHOOPETAAU IIPOUBBEACHHS AAST POPTEIIHAHO.
OmpeaeseHHbIE ITepPEAOBbIE METOAUKH, CAO-
KMBIIHECS B PYCCKON 0Opa30BaTEABHON CHCTEMeE
¢opTennaHHOro My3bIKAABHOTO 0OPa30BAHHs, CIIO-
COOCTBOBAAY BOCITUTAHHIO TAKUX BHICOKUX KaueCTB
ApTUCTA HCIIOAHMTEAS, KaK COBepIIeHCTBOBaHME
TeXHUYECKOTO aIllapaTa U MCIIOAHHTEAbCKOTO Ma-
CTepCTBa, IOMOTAIOIIUX AOCTHUYD I}eAbHOCTH IIPOH3-
BeAEHHS, 00peCTH TBOPYECKYIO CBOOOAY B IIpoLiecce
HCITIOAHEHUS My3bIKaAbHOTO IIPOU3BEACHHUA.
Havaaom 30-X rOAOB AQTUPYIOTCS TIepBBIE AET-
CKHe My3bIKaAbHbIE IIKOABI B YpaAbcke, AaMa-Are,
TaKKe 3AeCh OTKPBIBACTCS XOpeorpadpudecKoe yIu-
AWIIE U MY3bIKAABPHO-APAMATHUYECKHIl TeXHHKYM.
B ropp1 Beankoit OTeuecTBeHHOM BOMHBI B AUIIE 3Ba-
KyHPOBAHHBIX TIEAQTOTOB-My3bIKAHTOB OTKPBIAACH
peaAbHasi BO3MOXXHOCTD ITOAYYEeHHSI Ka4eCTBEHHOTO
My3bIKaAbHOTO 0bpasoBanus B Kasaxcrane. Yaursi-
Basl 9CTETHIECKH BaXKHYIO POAb MY3bIKU B BOCIIUTA-
HHUM, MY3bIKaAbHbIE IIKOABI OTKPBIBAAUCH BO BCEX
peruoHax CTpPaHbl, TA€ OCOOOI IOITYASPHOCTBIO
Y Y4AIIIIXCs TOAB30BAAACh UT'PA Ha GpOPTEIHaHO.
Tak Ha 60Aee BBICOKOM 00pa3oBaTeAbHOM yPOBHE
B 1932 roay B AAMa-ATe OTKpbIBaeTCs IepBOe CPeA-
Hee IpOPeCcCHOHAAPHOE MY3bIKaAbHOE 3aBeAeHHe
B pecIybAnKe — My3BIKAAbHBIN TEXHHKYM, TAE 32-
BeAOBAaHHEM yqe6H0171 YACTU B AAABHEMNIIIEeM 3aHNMAaA-
Cs1 OTO3BaHHbIN € AeHUHIPaACKOM AKaAEMHH UCKYC-
crBoBeaeHus actupanT Axmet JKy6anos. B poanHOM
YYMAMITE HAdaAU TTEAATOTHYECKYIO AeSITeABHOCTb:
IT. Yyrynos, H. Ilpenebpesxenckuit, E. B. VBanos
(mapoansrit aptuct KasCCP), H. A. lIkaposckuit
(3acaysxennsuit apruct Kaz CCP), npodeccop Mun-
ckot koHcepBatopuu I H. IleTpoB u Ap. BbICOKOKBa-
AUQPUITIPOBAHHbIE CIIEI[HAAUCTBL
Tak, Ha psiay B iepBoit uetBepke (1938-1941r)
BBITYCKA Y4YallMXCS MYy3BIKAABHOIO  YYHAMINA
uM. I1. . YatikoBckoro craau nuaHucter: C. AoM-
6posckas, E. Pepoperko, I. Yymbasosa, H Moxosa.
Kax BupHO u3 criucka, ['yapxayxap YymbasoBa crasa
IIepBOt 0OPa30BAHHOM AEBYIIKOI KA3aIIKOM, IIOAY-
quBIIeN IpodeccHOHaAbHOe (pOpTenraHHOe 06-
pasoBaHue. AAd Hee ke, KaK MHAHUCTKH, COUYHHAeT
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CBOM «ODKCIPOMT AAsl poprenuano>» E. Bpycuaos-
ckuit [2]. B aune I. Yym6aA0BOit MOXKHO 3aMETHTB
niepBble AOCTHKEHHUS pOPTENUAHHOTO HCIIOAHUTEAD-
CKOTO MacTePCTBAa B TECHOM CBSI3U C CTAHOBACHHEM
KoMITo3uTOpckoi mKoabl Kasaxcrana. Ee mcmoa-
HeHMe MOXXHO YBHAeTb B ¢puabMe-KoHIlepTe «<Ilop
3BYKHU AOMOPBI>, CHSITHIN B 1943 roay LlenTpasbHoit
00 beAMHEeHHOMN KMHOCTYAMEN AAS TTIOKA3a Ka3aXCTaH-
CKUM BOMHAM, Cpa)kaBIIMXcs Ha $poHTax Beankoit
OTevecTBeHHO BOMHBI, KOTOPbIi BOIIEA B 30A0TOM
dona xunouckyccrsa Kazaxcrana [3].

Poab mysbikasbHOTrO yunaunma uMm. I 1. 1. Harixos-
CKOTO B BOCIIUTAHUU II€AArOTOB-IIMAHUCTOB, BUPTY-
030B-UCIIOAHHUTEAEN BeAHKa. TaK, B AAAbHEHIIEM,
BUAHBIe BBITyCKHUKH yunauma: B. Kapmos, H. ITo-
temkuH, H.Menpapraanes, B.Ceukapsp, I.Cra-
uumenckas, E. KoBaaeBa u apyrue mpemnopasasu
B creHax Kasaxckor HarmoHaAbHOM KOHCEpBaTOpUH
um. Kypmanraset [2, C. 47].

Hapsay ¢ yanaumem B 1948 roay oTkppiBaercs
nepBasi PecrrybAMKaHCKAsE CPeAHSS CIIIIMAAU3HU-
PpOBaHHas MIKOAA-UHTEPHAT AASL OAAPEHHBIX AeTel
umenu Kyasim BaticenToBoii. B moaroroske cpeane-
rO 3BeHa MPOPeCCUOHAAPHBIX UCTIOAHUTEACH AAHHAS
IIKOAQ ChII'PAaAd BaXKHeHIIyIo poAb. boabimoe copeit-
CTBHE B OPTaHHM3AIIMHU IIKOABI ChIIPAA MEPBbIN PeK-
TOp AAMa-ATHHCKOM I'OCYAQpCTBEHHOM KOHCEepBaTo-
pun uM. Kypmanrass: M. B. Kpyrasixun. YaureiBas
AIOOOBD U ITOBBIIIEHHBIN HHTEpeC K My3bIKe Ka3ax-
CKOTO HapOAQ, HAYaAbCTBOM IIKOABI B. AazepoBoit
6bIAQ OPTAaHM30BAHA KOMUCCHSI AASI TOMCKA MOAOABIX
TAAQHTOB B CEAbCKOM MECTHOCTH, B COCTaBe KOTOPOi
OBIAM BBIAAIOIIIIECS AESITEAN Ka3aXCKOM KYABTYPBI
A. Ky6anos, H. Taenpues, b. XKuanc6aes. Muorue
U3 OTOOPAHHBIX IMH AETEATIIOCAE OOyUeHs B KO-
Ae M. K. BaricenToBo#, cTaAM BUAHBIMH My3BIKaHTa-
mu. Cpean Hux: M. Cararos, T. Bazapbaes u Apyrue,
KOTOPbIE IOTIOAHHMAH PSIA BHIAAFOIIUXCS UCTIOAHHTE-
A€M ¥ KOMITIO3UTOPOB. BoimyckHuku MockoBcKoi,
Canxr-Iletep6yprckoii, KueBckoit koHcepBaTopuu
SIBUAMCh OCHOBOIIOAOXKHUKAaMH (pOPTENMAHHOTO
OTAEA€HHUS, BBICOKOKBAANPUIIMPOBAHHbIE IIEAArOTH
u ucnoanurean: K.A. Tocnopaps, P.C. Kapimas,
AA. Keanbepr. Heo6x0AMMO OTMETHUTD HCITOAHU-
TeAbCKyIO AesiTeabHOCTD A. A. Keanbepr, koTopyto
COBMeIJaAa C ITAOAOTBOPHOM IT€AArOru4ecKou pa-

6oTtoit. Ee coapHBIE KOHIIEPTBHI C CUMPOHUIECKUM
OpPKeCTpOM, UCIIOAHEHHE KaMepHOM My3bIKHU C HU3-
BecTHpIMU MacTepamu: M. [Ilaumakom, M. Aecma-
HoM, A. OpeapmanoM, M. KoraHoMm BAOXHOBASIAM
MOAOABIX TTMAaHHCTOB, IPUBUBAsI B CBOUX yYEHUKAX
A1060Bb K $OPTENUAHHOM My3bIKe, OHA BOCIIUTAAQ
HeMaAO IIPeKPaCHbIX HcroAHuTeAeit: B. M. 6paesy,
M. B. beaoycosy u aAp.

Crour ormerurs mneparora A.M. Omxyko-
BY — BBITyCKHUITy OMCKOTO My3bIKAABHOTO Y4H-
anma u AI'K nmenn Kypmanrassl, kaacc aorjeHTa
E.M. 3unrepa, B crenax PCCMIIMN nmenn Kyasm
baticenToBOM, MOATOTOBHBIIEH MAESAY TPOPECCH-
OHAABHBIX MY3bIKAaHTOB TakKuX Kak, A. K. Myxurosa,
. Ay6posa, B. ITotanuna, C. Aorynosa, I. 1. Ka-
AbipbexoBa, C.A. MapuneHko u Ap. B oTaeaeHnn
crenrasbHOro ¢poprenuanHoro PCCMIIHN nmenn
Kyasim BaricenroBoit pabotaau B. A. Tapreimnas,
A. V. Aaman, A. B. ITectoBa. Kaxxabiit u3 Bblmere-
pedrCACHHBIX IIPENOoAABaTeACH BOCIIUTAAN HE OAHO
IIOKOAEHHE IIMAHUCTOB-UCIIOAHUTEALH TIPEACTABASB-
IMX U HBIHE IIPEACTABASIONINX My3bIKaAbHOE KYAb-
TypHOe Hacaepre KasaxcTaHa, Kak B CTpaHe, Tak
W 3a ero mpeaesamu [2].

YuuTpIBas, YTO UCTOPHS BBICIIErO IpoeccHo-
HAABHOTO My3bIKaAbHOTO KazaxcTaHa HauMHaAach
B 1944-ro ropa, ¢ OTKpbITHEM AAMAaTHHCKOM TOCY-
AApCTBeHHOI KOHcepBaTopuM uM. KypmaHrassl
B roap! BOiHBI BO3HMKAQ HEOOXOAUMOCTD B IIPOYHOM
base IeAArornuecKoro COCTaBa, B CBSI3U C YeM AH-
pexrop xoncepBatopuu A. K. J)Ky6anos mpuraacua
nieparormdeckue KapApbl u3pHe. OTKAMK Ha AQHHBIN
3aIpOC YYEHHMKOB BBIAAIOIIUXCS IPEACTaBHTEeAeH
PYCCKOM, COBETCKOM ITMAHNCTUYECKOM IIKOABI B AULIE
K.H. Urymuosa, A.B.Toabpenseiisepa, I.I. Hey-
raysa, A.H. EcunoBoii nmocAy>kruaa TOAYKOM CTa-
HOBAEHHS M Pa3BUTHA GOPTEIMAHHOIO MCKyCCTBA
B Kazaxcrane. OAHM 13 IepBBIX BBITYCKHHKOB OT-
eJeCTBEHHON KOHCepBaTOPHMM CTAAU IIeAAroraMu
HOBO¥ PecIry0AMKaHCKOI My3bIKAABHOI IIKOABI, OT-
KpbIBIIeFics B 1964 roay, mosye Ha3BaHHOH UMeHeM
akapemuka Axmera JKybaHosa.

B mnoaroroBke BBICOKOKBaAMQPUIIMPOBAHHbBIX
CIIeITMAAKCTOB Ha YPOBHE CPeAHEro 3BeHa eMKHI
TPYA IPOAEAAA IIEAATOTHYECKHIT cocTaB Pecry6an-
KAHCKOM Ka3aXCKOM CIIeIIMaAM3MPOBAaHHOMN MY3bl-
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KAaAPHOM IIKOABI-MHTEPHAT AASL OAAPEHHBIX AETeM
uM. A. JKybanosa.

B craHOBACHMU OTA€AEHHS CIIEIIUAABHOTO $Op-
TEIIaHO B AAHHOM y4eOHOM 3aBeAeHHU aKTHBHOE
ydacTue IpuHsAU 3aBeayiomas otaesenueM [LI1. 3y-
eBa, mperoaasareAn KoHcepsaropuu B.I. Kapnos,
B.U. Te6enuxun, E.T. Kapumbaesa, 11.2K. Abuxe-
HOBa, A. A. MunkuHa. B 70-e roppl, B cBsI3u ¢ paciiu-
peHreM KOHTUHTeHTa YYAIUXCsI, K paboTe OTAeACHUS
IPUBAEKAIOTCS MOAOAbIE CIIEITMAAMCTHI, BBHITYCKHU-
K1 KoHcepBaropuu uM. Kypmanrassr: A. M. Aaman,
I 1. Mypatosa, I. A. Cunsikosa, A. H. Illep6axosa,
O.T. EceipeBa, T. . Mamxocosa, A. M. Taimube-
xoBa, OB. Koaomuiiniesa, P. M. IOcymosa, koTopsie
COCTaBHAM KOCTSIK OTAEACHHS CIIeIIMaAbHOTO op-
TenraHo. 11o3ke K aKTUBHOM ITEeAAQrOTHYECKOM Ae-
STEABHOCTHU OBIAU ITPUTAAIIEHBI BEAYIIIHE [IeAATOTH
KadeapsI crieniuasbHOTO poprenuano AI'K mm. Kyp-
MmaHrasbl: mpodeccop I M. KapsipbekoBa, aorieHT
C.A. Maccosep, pouienT A. K. MyxuTtosa, npodec-
cop A. K. Aocaesa, mpodeccop A.I. Tpurdeana [4].
BrimeykazaHHBIN ITeAArOTHYECKUI COCTAB OTAEAE-
HUS CIIEIIMAABHOTO GpOpTenuaHo 6e3 ycraau paboTaa
B pyCAe BOCITUTAHHS HCIIOAHUTEAE! IIHAHUCTOB, 00-
AAAQIOIIUX OOABIINM APTUCTHIECKUM MACTEPCTBOM.
Vmest oTAMYUTEABHBIE YEPTHI B XapaKTepe, TAAAHTe,
HHAUBHAYAABHOCTH, BCEX X OOBEAMHSIAO CTpeM-
A€HHE K pOCTY IpOdeCcCHOHAAU3MA U OBAAACHHUIO
CeKpeTaMH IeAArorudeckoro Macrepcrsa. Lleapio
06pa3oBaTeABHOTO IIPOIiecca SIBASIETCSI IOATOTOBKA
IPaMOTHBIX My3bIKAaHTOB Ha OCHOBE HCITOAb30BAHIS
AYYIIMX TPAAULIAN €BPOIIEHCKOM U PYCCKOM IMAHM-
CTHYECKHUX IIKOA ¥ COXpaHeHHe IIPU 3TOM CBOeH Ha-
IIMOHAABHOM caMO6bITHOCTH. OrpOMHOE BHUMAHHE
YAGASIAOCH TIpOTIATaHAE CPeAM YJaluXcsl, usyde-
HUIO QOPTENHAHHON AUTEPaTypbl KOMIO3UTOPOB
Kasaxcrana. 3a rops! cymecrsosannss PKCMIITI
uM. A JKybaHoBa 0TAeAeHIEM CIIeI[aAbHOTO $popTe-
IMaHO ObIA HAPAaOOTAH OTPOMHBIH IIEAATOTHYECKHIT
ombIT, BeIpaboTtaacs cBoit mouepk [ S, C. 13].

B pasnocTroponHeit cpepe pasBUTHS KAacCHYe-
CKMX MHCTPYMEHTOB POAb U 3HaueHHe POPTEIHaHO
B CTAaHOBAGHHM IPO(ECCHOHAABHOTO MY3bIKAHTA
KpaiHe Ba)KHA, B CBSI3HU C 9TUM, IIPU CO3AAHUM KOH-
CepBaTOPHH, COTAACHO mpukasy N2 17 ot 9 HOs0pst
1944 ropa mo AT'K um.Kypmanrassl, B KOMIIAEKTO-

BaHUH IIPETOAABATEAbCKOTO COCTABa, U3 TPHUALIATH
ISITH TIEAAQTOTOB 3aYMCACHHBIX B INTaT — AEBATD
SIBASIAMICH ITHAHMCTbI, 0Opa3oBaBIMe MepBbI IIe-
AArOTHYEeCKHI1 COCTaB KadpeAphl popTenuano. ITo
IIeAArOTH CIeIIMAABHOTO POpTenuaHo: npodeccop
I H. Iletpos, aonentsr A. A. Kean6epr, A. H. Kan-
toposuy, C.M.Kan, C.E.Tunsbypr, npemnopasa-
teab M. B. MoxaerjoBa, o obmemy $poprenuaso:
M. H. Oxyns, 3.B. MBanosa u pouenT I. M. I'pun-
deabp. 3aBepoBaHHE KapeApOH AETAO Ha IIACYU
I'H. Ilerposa. K aToMy cocTaBy mospHee Ipuco-
eananAnch M. C. Cranumesckas, K. A. Tocrmoaaps
u P. C. Karpman. OcHOBOMOAOXKHHKY KadeAphI cIre-
ITMAABHOTO QOPTENUAHO, OHU Ha AOATHE TOABI CBS-
3aAM aPTUCTHYECKYIO KU3HD U UCIIOAHUTEAbCKYIO
CyAbOY € IepBBIM BBICIIMM MY3bIKAABHBIM yueOHBIM
3aBepeHMeM — KoHcepBaropueit Kasaxcrana [6].

Ilepep BhimernepeyncACHHBIMU TAAAHTAMH CTOS-
Aa HeAerkas 3apada. CoxXpaHssa TPAAUIIMU PYCCKOTO
1 COBETCKOTO IIMAHU3Ma, BOCITUTATh MOAOABIX MY3bI-
KAHTOB UCIIOAHMTEAEN B HOBOM KYABTYPHOM Cpeae
Ha HAaIlMOHAABHOM ITOYBE, IIPU 3TOM 3aA0XKUTD OC-
HOBBI AASI CTAHOBAEHHS M Pa3BUTH Ka3aXCKOi $pop-
TEIIUAHHOM IIKOABL

Ha HayaApHOM IyTH CTaHOBAEHHUS KOHCEPBATO-
pHUM IIOHHUMaHMe, TepPIIeHHe U TIOAACPIKKA KOAACK-
THBA AASL PYKOBOACTBA ObIAQ OUeHb BaKHA. B Maao
KOM(OPTHBIX yCAOBHSAX IIPEAAHHbIE CBOEMY ACAY T1e-
Aaroru paboTaAu caMooTBep>KeHHO. B ToM urcae Ka-
deapa popTenmano mposiBrAa cebst Kak «OOAbIIas,
APY’KHAsI CeMbsI>, IIOAAEP>KHUBASI APYT APYTa, 0OMe-
HMBAsICh MHEHHSMH, C IEPBOTO TOAQ, IIPEMIOAABATeAN
oTaeAeHHs 00ydarn 14 crypeHTOB [4].

B psay Apxux mpepcTaBUTeAell MOCKOBCKOM
IIIKOABI THAHU3MA, YCIIEITHO PabOTaBIINX Ha Kade-
Aape doprenmmano AI'K mum.Kypmanrassl, siBHAMCH
I 1. Kappip6exosa u JK. 5. Aybakuposa, OHU CTaAu
TOPAOCTBIO MY3bIKaAbHO# KyAbTYpbI Kazaxcrana [6].

OxonumnB kaacc mpo¢eccopa I.B. Akceabpo-
Aa, I. 1. KapsipbexoBa Hauaaa paboTy Ha Kadeape
¢ 1974 ropa. Ee BbICOKOE HMCIIOAHMTEABCKOE Ma-
CTePCTBO M TAAAHT 3ACAYXXHAM AaypeaTcTBo 1-it
cTenmeHM Ha MeXAyHaApOAHOM KOHKypCe ITHaHH-
croB um Ax. B. BuorTu B ropoae Bepueaau (Mra-
Aust) B 1980-M roay. SIBAssch epBoit Ka3axcKOi IH-
AHUCTKOM, AOOMBILENCS TAKOIO BHICOKOI'O 3BAHMS
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Ha KOHKYpPCaX IOAOOHOTO ypOBHsI, OHA BHECAA CBO
BKAQA B Pa3BUTHe Ka3aXCKON GOPTENHAHHOM IIKO-
AbL IToAyYHB AOASKHBIN ITOYET 32 CBOM TPYA M TAAQHT
I 1. KappipOexoBa BOCIMTaAQ HE MAAO IIPEEMHHU-
KOB, IOAy4HAa oT [IpaBuTeAbcTBa pecirybAnKY 3Ba-
uue HapoAHo# aptucTky PK (1991 .) m HarpaxaeHa
opaenom «Kypmer> (2000 t.).

Moasopas JK. 5. AybakupoBa, moayuus Mo-
CKOBCKOe obpasoBanue B kaacce A. H. Baacenko,
Havaaa pabory B AT'K nm.Kypmanraser B 1981 1.
C nepBbIx xe AHel Kak sApkas amgHocTb JK. 5. Ay-
bakupoBa IPOSIBHAA CBOM MHOTOCTOPOHHHE TaAQH-
Tl B UCIIOAHMUTEAbCKOM IIPAKTUKE M IlepAaroruye-
cKoi1 paboTe. Baaropapst apTHCTH3MY 1 TBOPYECKOH
OAAPEHHOCTH, IMaHUCTKa 3aBoeBasa ['pan-Ilpu
U 3BaHMeE Aaypeara MPeCTH>KHOIO MeXAYHApOAHO-
ro KoHkypca nuanuctos uM. XK. Tubo u M. Aonr
B [Tapmxe (1981 roa). B 1983 roay tam e, B Ia-
pH>Ke, IPeACTaBUTEAbHMIA Ka3aXCKOM pOopTenHaH-
Hoit mxoAabl JK. 1. Ayb6akupoBa yAOCTOHAACH TAAB-
Horo npu3sa I'pan-ITpu u moAyunaa sBaHme aaypeaTa
MEXAYHApOAHOIO KOHKYpPCa KaMepHbIX aHCaMOAel,
(B ancambae urpaaa co ckpunauxoii I. K. Myp3za6e-
koBoi1). B 1991 roay 3a sipkue HCIIOAHUTEABCKHE
ycnexu u meparorndeckuit Tpyp JK. A. Aybaxupo-
BOM IIPUCBOEHO 3BaHUEe HapoAHOH apTucTtku PK,
B 2001 r. OHa cTara AaypeaToM He3aBUCHMOH IIpe-
mun «ITaarunossiit Tapaan>, 2002 r. — Aaypearom

TocyaapcTBeHHOI IpeMUH B 00AACTH MCKYCCTBA.
Taxke ee 3aCAyTH OBIAY IIPH3HAHBI HA MEXKAYHAPOA-
HOM ypoBHe, B 1998 roay XK. S. Aybakuposa 6b1aa
HarpakaeHa OpAeHOM AUTEpaTypbl U HCKYCCTB
Opanrun. [IposBAass BbICOKHE UCTIOAHUTEAbCKHE
Ka4yecTBa 32 PybexxoM, IIPOMaraHAMPYst Ka3axcKyIo
MY3BIKY 32 IPEAEAAMU CTPaHbl, TMaHHCTKA IIAOAOT-
BOPHO BOCIIUTHIBAAQ HOBOE TIOKOAGHHE MY3bIKaH-
TOB Ha POAMHE, [IOMIMO [IeAATOrMYeCKOM PaboThI
JK. . AybakupoBa MacTepCKH COBMeEIaAd CBOIO
Pa3HOCTOPOHHIOIO ACSATEABHOCTb.

Msorue TaAaHTAUBbIE, SPKUe UCTIOAHUTEAH U3-
OpaAnu B KaueCTBe OCHOBHOM — IIEAATOTUYECKYIO Ae-
STEABHOCTb, COCTABHB 6a30BbIi IPEIIOAABATEAbCKUH
cocraB Kapepppl. HeykaoHHbIN pocT TBOpueckoi
AKTHBHOCTH CTYAEHTOB KadeApBIl MOXKHO OBIAO Ha-
OAIOAQTD HA BHYTPEBY30BCKHX KOHKYPCaX, CTABIIHX
TPAAULIMOHHBIMH, a TAK)Ke KOHIL[ePTaX U3 IPOH3BeAe-
HUF 3apyOe>KHBIX KOMIIO3UTOPOB, A€ TIOKA3bIBAIOT
MacTepcTBo U neparory. Ileparoru koHcepBaTopun
B KaueCTBe COAMCTOB U KOHIIePTMelCTepOoB KOHIIep-
THPOBAAHU B KPYNHBIX ropopax Kasaxcrana u 3a py-
bexoM.

CranoBAeHuMe U pa3BUTHEe GOPTEIHAHHBIX OTAL-
AEHHI1 B CPEAHUX YIeOHbIX 3aBeACHISIX U pOpTem-
aHHOM KadeApbl B KOHCEPBAaTOPUH SBUAMCH OCHOB-
HOM IIPEATIOCBIAKOM pOPMHUPOBaHUA GOPTEITHMAHHOM
my3biku Kasaxcrana.
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The formation of the orchestra of folk instru-
ments as a professional polyphonic performing
staff — a process long and complicated, which has its
own characteristics in different national cultures.The
ways of the historical development of musical art in-
evitably lead to the using of various forms of collec-
tive music-making, because the purpose of music is
due to the social unity of people. In this direction,
the orchestra — a society of musicians, which has its
own point of view of collective music-making. The
presence of an orchestra is an indicator of the musical
culture of the people, their intelligence, talent, skill.

In Uzbekistan, the formation of the orchestra
of Uzbek folk instruments was in the middle of the
1930s, although the origins of collective instrumen-
tal performance go into the distant past. Traditions
of ensemble playing in Uzbekistan have deep roots,
which led to the revival of the originality and unique-
ness of tone combinations in the Uzbek orchestra
of folk instruments. One of the most important fac-
tors of the Uzbek cultural identity of the orchestra
were parallelisms fourths and fifths ofdutars, in con-
sonance of tanbur formed during rhythmic grazing
empty strings. This historically established principle
of traditional ensemble playing as a comparison of
self-moving lines of tunes held the strings and wood-
winds in the background rhythm accompaniment
doira or nagora, which is a multiply repeated, and

sometimes variationUsul, has already laid the ge-
nome of the future of the orchestra.

The orchestra of folk Instruments originated
from consequence of the democratization of culture
as an artistic phenomenon that meets the require-
ments of the time. These requirements put forth
life itself, in particular, the renewal of the education
system, society wide scope of musical culture, which
led to an intensive modernization of musical instru-
ments and their adaptation to new socio-cultural
conditions. Creating bands occurred on the basis
of creative initiatives of musicians seeking to meet
the demands of students and achieve a high level of
professional performing arts. This is a complex and
dynamic process put forth a series of goals and ob-
jectives that need to be solved.

Since it passed a long historical path, orches-
tras of folk instruments have retained their unique
timbre specifics of national nature. Inexhaustible
possibilities enrich the orchestral score, a variety of
colorful and expressive means inherent in the mu-
sical instruments of Uzbek people, manifested in
treatments of folk melodies and suites of miniatures
and in large instrumental genres such as rhapso-
dies, overtures, poems, concerts. Scores of orches-
tral works of art reflected the typical trend of indi-
vidualization in orchestral groups, acquiring certain
expressive function. The unique of originality and
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specificity bright national orchestra of Uzbek folk in-
struments emerged regardless of the composition,
the repertoire and the functional purpose of a collec-
tive. The phenomenon of nationality is determined
by social status of musical instrument functioning as
a major factor of cultural development.

Distribution of using folk instruments of high
spiritual beginning with the direct participation in
the process of performing collective of musicians
who master the content of the national art phe-
nomenon is a great educational value that forms the
national consciousness and mental identity. An im-
portant role in this process is the artistic criterion,
which must not be decreased. The degree of eftec-
tiveness of the impact of the sound of the orchestra
of folk instruments on the listener depends on the
professional qualities of the conductor, on his intel-
lect and culture. The orchestra of folk instruments is
an aesthetic and spiritual value in itself, organically
combining with ethnic, traditional and new values,
orientations by modernity.

The development of the Uzbek orchestra per-
formingraises issuesbetween timbre and dynamic
sounds of musical instruments. The composition
of musical instruments are grouped on the basis of
the performance of those or other functions. In the
process of performing the activities of the orchestra
progressed, enriched, and improved. The compo-
sition of the orchestra has changed. There was an
acquisition an independent function plectrum high
register instruments — rubab prima, dutarprima,
dutar seconds. Number of percussion instruments
and string instruments were increased. Thus, condi-
tions were created for balancing sonority both with-
in groups and between them, expanding the range of
orchestral sound, its density and saturation.

Nowadays the lifeof orchestra occupies an im-
portant place of work systems, intonation, rhythmic
ensemble, strokes and techniques of the play and
expressive performing. The fundamental principle
of the orchestral group is to bring the music to the
listener’s mind, interested in his performance skills.
“Literature and art are an effective means of influ-
ence on people’s minds, bringing them to the rich
cultural, historical and spiritual and moral values,
the treasures of world civilization. The main task of

literature and art should be the education of com-
prehensively developed, spiritually rich personality
“[1, 64]. In accordance with this principle, the idea
of national independence, the art of music as a form
of culture contributes to the humanization of society
and is involved in the formation of harmoniously de-
veloped generation. The orchestra of Uzbek folk in-
struments, as a fundamental tool in the promotion
of innovative ideas, spiritual values, contributing to
the high level of cultural education, the development
of intelligence.

The practice of musical education shows that a
deep insight into the artistic content, meaning the
essence of a work of art can only be achieved if the
listener can discover the music aesthetically mean-
ingful for themselves, meet his spiritual needs. These
opportunities have orchestra of Uzbek folk instru-
ments, containing the traditional and modern, as
the conductor of the national idea, the presenter
of the national mentality. The intonation, rhythmic
and modal fields of execution semantics manifested
national worldview, native bases heritage, transmit-
ted from generation to generation and enrich the
experience of each new stage in the development of
musical art.

Education of national culture and spiritual devel-
opment of the younger generation is one of the pri-
orities of the executive activity of the State Academic
Folk Instruments Orchestra, led by artistic director
and main conductor of the orchestra DilshodMu-
talov. Creative projects of this group include a se-
ries of lectures, concerts, acquainting students with
samples of national folklore, Uzbek classical music,
world music classics. Presentations in the framework
of the meeting, projects with composers, the young
winners of international music competitions make
the event interesting and informative.

Actual significance in the years of independence
was creative issues, when the folk instruments have
become even more deeply perceived as a national,
which is reflected in the concepts of research papers
[2] and in the names of groups, striking what can
serve as a chamber orchestra of Uzbek folk instru-
ments “Sogdiana’, created by the initiative of the
Honored worker of arts, professor FiruzaAbdura-
khimova in 1991. [3, 11]. This team is an expression
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of the new trends in the development of orchestral
performance in the country, particularly, chambering
composition in which each individual instrument is a
whole orchestra group. At the same multitimbral and
balance of dynamics, sound ranges are organically in-
terrelated and interdependent in accordance with the
artistic content of the music. “Sogdiana” is the musical
emblem of independent of Uzbekistan, which is pop-
ular not only in oir country but abroad also; where it
was awarded the highest awards, and special works of
art created by Uzbek and foreign composers.

Fruitful experience of “Sogdiana” receives the
continuation and development of activities of new
groups. In 2013, there was a chamber orchestra of
Uzbek folk instruments “Navruz”, director — Sher-
zodUmarov. It is composed of talented performers
playing instruments such as the nay, koshnay, surnay,
chang, kanun, rubob prima, Kashgarrubob, Afghan
rubab, dutar prima, dutar alto, bass dutar, gidzhakan-
ddoira [4, 41]. Among the participants — winners
of international and national competitions, gradu-
ates and students of the Faculty of Eastern Music of
the State Conservatory of Uzbekistan, which make
a significant contribution to the orchestral perfor-
mance on Uzbek folk instruments. Creative collec-
tive activity “Navruz” isa visual confirmation of the
Republic of Uzbekistan of Uzbek national orches-
tra performing arts, multiply the education of the
younger generation in the spirit of love for the moth-
erland, respect and respect for the priceless national
cultural heritage.

In the years of independencethe orchestra of Uz-
bek folk instruments has found a new direction, the
horizons of creative activity, stimulating the creativ-

ity of composers in search of new ideas, concepts,
expressive language means. The fundamental way of
creative activity of the orchestra of folk instruments
as the presenter of the national ideology, the idea
of independence is seen in a recess in the histori-
cally layers of traditional heritage, revival of ancestral
spiritual values.

Another way of development is related to the
experimental search of modern means of expres-
sion, drawn from the rich inexhaustible source of
folk instruments, with the result that there are new
soundopportunities. Finally, a special line of devel-
opment is associated with various forms of coop-
eration with the Uzbek orchestra of instrumental
culture with other peoples of the world, the art of
ethnicjazz. The development of various layers of the
national and foreign art, both ancient and modern,
opens up broad prospects for the development of na-
tional musical art and its active entry into the world
community.

Today orchestral performing on Uzbek folk in-
struments are one of the best achievements of world
music, not only in the most prominent composers
and performing achievements, but also in the mod-
ernization construction of instruments, innovative
technologies, development of methodical and sci-
entific thought, pedagogy and the entire educational
system. The orchestra of Uzbek folk instruments,
confidently entered into the twenty-first century,
gives every reason for prospective further develop-
ment, the performing arts of folk music, attracting
more and more concerned and careful attention of
the international music community as a unique phe-
nomenon of original national culture of Uzbekistan.
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Musical instruments for thousands of years devel-
oped and perfected in cooperation with the different
cultures. In the era of geographical discoveries, the
East began to include in addition to the countries of
the Near and Middle East, South and South-East Asia,
Central and North Asia, the Far East (China, Japan,
Korea). Many of them are connected with the centers
of ancient civilization, an integral part of the culture,
which is the music. All these regions are characterized
by their extraordinarylength of time the traditions and
rich musical instruments that are rooted in antiquity.

The excavations carried out on the territory of
Uzbekistan, archeologists have repeatedly found the
ancient image of musical instruments, had a com-
plete similarity with the traditional musical instru-
ments of other countries. For example, the string
plucked instrument, recorded Afrosiab and Merv
terracotta, served as the prototype of the medieval
Arab uda and later Europeans lute. Moving East,
Sogdian lute transformed into the Chinese pipa and
Japanese biwa [1,48]. This is once again confirmed
by historical and cultural closeness of the peoples of
Uzbekistan and other countries of the East.

The similarity of historical destinies determined
certain features of kinship in the musical instruments
of the East. Many constructions similar instruments
are the national instruments of many nationalities,

despite their existence in various countries. Take for
example the cymbals-zithers type instruments. The
Uzbek musical instruments is a string percussion in-
strument chang and kanon plucked string.

Modern changhas a trapezium style, consisting of a
flatwooden box. As the sound source itis a stringed in-
strument, and by the method of sound production
shock, however chang is a string percussion instru-
ment. Chromatic scale. On deck chang in two rows
arranged stand (12 + 12), dividing the strings on the
high and low sounds. Above each stand are three steel
strings, which emit a single tone. Sound is produced
using bamboo sticks with rubber tips.

Similarly Chang tools can be found in Tajiki-
stan — chang; Iran, Turkey — santur; China, East
Turkestan — chéng; Mongolia — yochin (yangchin),
etc. Despite the constructions similarity of identi-
cal and expressive possibilities, among the various
peoples of these musical instruments sound differ-
ent. The reason for this is the kind of music of every
people, as well as their manner of execution of musi-
cal expression techniques.

For example, on a deck santur how on chang
two rows of supports (9+9), but they are movable
and are calculated for each group of strings. In the
performance of a selected dastgah the system which
requires the least number of movements of supports,
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asaresult of which there is a sound in the diatonic scale
microintervals. On change reorganization by moving
the supports cannot be, since they are connected to the
top ebony wire. The sound palette also has distinctive
features. On chang due to the large tension steel strings,
the instrument sound more vivid and saturated. It can
be played along with the traditional classical music by
composers of Uzbekistan and foreign classics. On
santur copper strings. Copper is a soft metal nature,
natural sticks santur, which extracts sounds more frag-
ile than chang sticks. Sound santur gentle, intimate, de-
signed to perform traditional music.

The historical materials recorded information on
the existence of santur in the distant past in Cen-
tral Asia. Medieval scholar Darwesh Ali Changiv
(XVI-XVII), in his “Treatise on Central Asian mu-
sic” refers to the Turkish santur where Ustad-e-Hus-
sain Udi was sent together with the Turkish Embassy
to Sheibanids Abdullah Khan, testing Maveraunnahr
musicians [4, 98]. According to other sources, a Per-
sian noble guest presented the Khorezm Shah Mu-
hammad Rahim Khan (1864-1910), santur, then
this instrument has spread in Khorezm [3, 19].

Focusing on the many sources we can assume that
life in those days, this instrument not widely used.
Only a few centuries, brought musicians from Kash-
gar, East Turkestan instrument called chéng, became
widespread in Central Asia. These data are evidence of
close contacts of the Eastern peoples at different times.

Uzbek kanon—zither type instrument that has a
trapezium style. When musicians play on the index
fingers of both hands put the iron thimble, under
which underlay ebony plectrums. On the kanon of
each stand are three strings, which are published
one tone. We are located shelves under the strings
of iron levers with which the strings, rising and fall-
ing, changing the pitch of a tone or semitone. Kanon
because ofits beautiful and peculiar tone, are used in
orchestras and ensembles of national musical instru-
ments, as accompanying and solo instrument.

According to the table appearance of the main
types of instruments K. Zaksa, the emergence of
musical instruments such as harp dates back to the
Early Bronze Age [2, 135]. The first written men-
tion about this instrument refer to the VI. BC, i.e.
Achaemenid period [, 152]. Image zither this pe-

riod was also found among the Chinese monuments
(Chinese instrument tsin VI c. BC).

Tsin had an elongated body in the form of a
wooden box over which strings were stretched 5-7.
It sounded ceremonial bands, as well as an impor-
tant attribute of everyday life aristocratic elite. Evo-
lutionary development of this instrument, as well as
the geographical position of ethnically related coun-
tries, contributed to the emergence of similar zither
type instruments as Chinese gu-chzeng, the Korean
gayagim, the Japanese koto.

Chinese gu-chheng — has twenty one strings
with movable stand. Strings iron, overgrown with
synthetic filament. Sounds are taken plectra attached
to 1-2-3-4 fingers.

Gayagim — is one of the main solo instru-
ment of traditional Korean music. Previously, the
most common were the twelve stringed gayagim, a
change of instrument design were 15,17,18,21 and
25-string. Strings gayagim synthetic. Unlike other in-
struments related to the gayagim sound extracted fin-
gertips, i.e. on the philosophical worldview living
touch of the strings makes sound sophisticated.

Koto — Japanese traditional musical instrument.
On the koto is played with the help of artificial nails
mediators (kotodzume) worn on the thumb, index
and middle fingers of his right hand. According to
traditional Japanese propensity to various sound ef-
fects in music, there is in this case a number of tech-
niques. For example, one such technique is the scraper
on the strings, which is a contrast to the basic string
reception pinching. Frets and tone configured using
the string stands just before the start of the game. To
change the height of the sounds in the game player
presses the strings fingers of his left hand.

Asyou can see, all the nations of the world were
and are fundamentally similar structurally many
string instruments. As if they were not called at one
or another people, a distinctive feature is the single
typology — one altitude sound of each string and
awooden cabinet in the form of a trapezoid, a rect-
angle, etc. Musical instruments — a reflection of the
world view of society at different periods of history,
the product of spiritual and material culture. As in
the past, and in the modern period, continuing the
exchange of cultural ties between the countries.

43



Section 2. Musical arts

el

References:

VizgoT. S. Musical instruments of Central Asia. Historical essays. — M., — 1980.

Gruber R.I. The history of musical culture.— T 1.,— M. - 1941.

Mironov N. N. Music Uzbeks. — Samarkand - 1929.

Translation Rashidova D. Central Asian treatise on music Darwesh Ali (XVII century) manuscript num-
ber 449.

Khakimov N. S. Musical culture of Tadjiks. - Khujand - 2004.

44



Differential signs of meaningful characteristics and Formally-expressive features of art performance...

Section 3. Theatre arts

DOL: http://dx.doi.org/10.20534/EJA-17-1-45-47
Shumakova Svetlana Nikolaevna,

Kharkiv State Academy of Culture

Department of directing, Lecturer

E-mail: svetlana.klr@mail.ru

Differential signs of meaningful characteristics and
Formally-expressive features of art performance at the
circus: general methodological aspects of research

Abstract: The purpose of work is to expand and clarify the perception of methodological prin-
ciples of cognizing the circus art. The research methodology is based on the use of analytical and
hypothetical-deductive methods for revealing and explaining the nature of phenomenon circus arts.
It analyzes intrinsic and substantive features of the mastery of circus arts.

Keywords: circus arts, mastery of circus arts, general methodological aspects of research, research
methodology, differential signs of meaningful characteristics, formally-expressive features.

Iymaxosa Ceemaarna Hukoraesna,

Xapvkosckas eocydapcmeeHHas aKkademus Kysbmypbl,
kadedpa pescuccypol, npenodasaneAs

E-mail: svetlana.klr@mail.ru

OnddepeHumnanbHbie NPU3HaKU coaepXxaTesibHON
XapakTepucTtukum u popmasibHO-Bbipa3unTeEJsibHbIE
0COOEHHOCTU MAHEXXHOIr 0 NCMOJIHNTEJIbCKOro MacTepcTBa:
oowemeTon05I0rM4eckmne acnekTbl UCCrie0BaHUSA

AHHOT&I.H/ISI: ueAbIO pa60TI)I SABASIETCS paClIMpeHNE U YTOYHEHHE BOCIIPHUATHA METOAOAOTYIE-
CKHX INPUHITUIIOB ITIO3HAHMA IUPKOBOTO MCKYCCTBA. MeTOAOAOI'I/I}I HCCACAOBAaHHMA OCHOBAaHa Ha HC-
ITOAB30OBAHUH dHAAUTHYIECKHX H I'MIIOTETHKO-ACAYKTHBHBIX METOAOB AASI BBISIBACHH U 00bsICHEeHU
IIPUPOADI ABAEHH TUPKOBOT'O MCKYCCTBA. B mem AHAANBHUPYIOTCA BHYTPEHHNE 1 OCHOBHbIE Y€PThI
MacCTepCTBa HUPKOBOTO UCKYCCTBA.

KaroueBbie cAOBa: IUPKOBOE HCKYCCTBO, MACTEPCTBO LIUPKOBOTO UCKYCCTBA, OOIIe METOAOAO-
THYeCKHe aCIeKThl HUCCACAOBAHNS, METOAOAOTHS HCCAEAOBAHMS, OTAUYUTEAbHbIE 3HAKU 3HAYMMBIX
XapaKTepPHUCTUK, pOPMAAbHO-BBIPA3UTEAbHbIE YEPTHI.

B HacTosAllee BpeMsa C YBEPEHHOCTPIO MOXK- N METOAOAOTIMYECKHX YCTAHOBOK ITUPKOBEACHMS —
HO YTBEPXXAATb, YTO CO3AaHHE COOCTBEHHBIX TEO- HayKH, l'IpI/IHaAAe)KaH.Ieﬁ K 9IHUCAY Hanboaee MOAOABIX
PETHYECKHNX OCHOB, Tpe6YIOH_II/IX q)OpMI/IPOBaHI/ISI AHCITUIIAMH COBPEMEHHOCTH, 663YCAOBHO,— Inpo-
AOTMYECKHX MBICAUTEAPHBIX IIPOLIEAYP QaHaAM3a 6aeMa 6oaee OCTpas U CAOXKHAs, I€M AASL APYTHX

45



Section 3. Theatre arts

HCKYCCTBOBEAYECKUX AUCIUIAMH. TakuM o6pasom,
He BbI3bIBA€T COMHEHME HACYIHAS AKTYaAbHOCTb I10-
CTPOEHHS METOAOAOTHIECKHX CXeM MCCACAOBaHUS
IIUPKOBOI'O HCKYCCTBA.

LleAb pabOTBI — OYEPTUTD IIPUHIUIIBI METOAO-
AOTHH, ITO3HABATEABHYIO YCTAaHOBKY Ha BbLIBACHHE
A PepeHITMAAbHBIX IPU3HAKOB COAEPXKATEAbHOM
XapaKTePUCTUKH HCIIOAHUTEABCKOTO MacCTePCTBA
LIUPKOBOI'O HCKYCCTBa, — UCKYCCMBA, BUPMYO03HO
8AA0€I0U4€20 S3bIKOM MPIOKOBO20 NOBECINBOBAHUS.

CymHOCTb BOIIPOCa H3HAYAABHO 3aA2€T He00XO0-
AMMOCTD PACCMOTPEHUS MAaHEXHOTO HCIIOAHUTEAD-
CKOTO MacCTePCTBAa KaK IPUAOXKEHHS TBOPYECKOMN
IIPOIIECCYAABHOCTH, OOYCAOBAEHHO! BHYTpeHHEN
CTPYKTYPHUPOBAHHOCTBIO TPIOKOBOTO XYAOXKECTBEH-
Horo Bonaomenus. OnpeaMedrBaHue AOTHKH IIpe-
TBOPEHHS TPIOKA CBOAMTCS K IIPMHIIMITY OCYIeCT-
BAEHHS «<3KCIPECCUU YAOBOABCTBHUS>» OT TOTO, YTO
XYAOXKHHUK-TBOpEI] B PaMKaX IIMPKOBOTO MaHeXa
AEMOHCTPHUPYET BbICOYAMIINE YEAOBEYECKHE AOCTH-
JKEHHMs], BCAKUU Pa3 OLIEAOMASIIOIINE — <FOBEAHp-
HYI0>» TOYHOCTb, HCKYCHOCTb M BUPTYO3HOCTb, —
KaK IPOLeCC TBOPYECTBA, OTPAXXEHHBIN B IPaHHUIIAX
OT IIPEAEABHOIO SKM3HEIOAOOHS AO KpalHen cre-
nexu abcrparuposannoctu dopm [1; 6; 7; 8].

AeiicTBue B IIMPKOBOM MCKYCCTBE IIPEAbSBASET
cneyuduky cnocoba Oeticrneosanus akmepa Kak Ma-
TEPUAABHYIO CTPYKTYPY, HOCSIIYIO 0e3yCAOBHbII
$U3MIECKHIT XapaKTep, BbIPaXKEHHUEM KOTOPOTO CAY-
KUT aKTUBHOE CTPeMAEHHUE K IIPEAEAbHO 000CTpeH-
HOI — COOCTBEHHO TpIoKOBOI popme. O3Hadaemoe
OCHOBHBIM Kaecmeo 0eiiceo8aHus yupkosozo axmie-
Pa HETIIOCPEACTBEHHO CBA3aHO C OPraHUYEeCKH IIPUCY-
eN HeOMBEMAEMOLL < HACMOAUSHOCIBIO >, TPOSIBASIE-
MO¥1 TAQBHBIM 00Pa30M B TOM, YTO IIIPKOBOE AEHICTBO
«He TePIIUT UMHUTAL[UK>, IOAOOHO TeaTrpaAbHOMN
«urpe aercTBus>. Hu caapro-Moprase Ha rasomnu-
PpYyIOIIeN AOIIIAAN, HH Kap-Ae-TIApeAb, HM Kap-A€-BOAQH,
HH TPAIELIUIO ITOA KYIIOAOM LIUPKA « ChIIPaTh> HEBO3-
MOXHO. TPIOKH «HEO0OXOAMMO BIIOAHE PEAABHO BBI-
TIOAHHTD, BIIOAHE PEaAbHO IPOAEHCTBOBATb> |2, 166-
— MEXHUKA, WMPUXU U aKyeHmMbl;

— dpamamypaus dopmor (dunamuueckuii nia,
KyAbMUHAYUL, pa3sumue 06pasos, KOHMPACMHOCMY);

— Ppasuposka, NPUHYUNBL UCHOAL30BAHUS OUHA-
MUKU;

— pakmypa, xapaKmepucmura xyooxecneeHHbLX
cpedcme.

TBopueckuil mporjecc, pa3BOPAYMBAIOIIUICS
Ha MaHe)Xe, HeOOXOAMO PacCMATPHBATh KaK AMHA-
MHUYECKYIO CTPYKTYPY, B KOTOPOM pa3BUTHE TBOpYE-
CKOM YCTPEMAEHHOCTHU MacTepa IUPKa MMIAUIIMTHO
COAEPXKHUT B cebe CTpeMAeHHe K CO3UAAHHIO PAAU
CaMOTpaHCIieHAeHIIMH (caMOTpaHCAsLH). ApyTH-
MU CAOBaMHM, CO3AaBasi HOBO€, MACTEP CTAHOBHUTCS
LIEHTPAABHBIM 3B€HOM XYAOXKE€CTBEHHOTO ITPOAYKTa
U «<CHCTEMOM KOOPAMHAT > BO3AEHCTBH Ha 3PUTEAS,
TEM CaMbIM, AEASICh C PELJUIIMEHTOM CBOUM HOBBIM
KaueCTBOM — < 5I-B-OTHOIIEHHMH-CO-3PUTEAEM>, CO-
AepiKaIuM B cebe M HOBU3HY MACTEPCTBA, X UHHOBA-
1K1 GOPMAABHO-BBIPA3UTEABHBIX PENIeHHH, U HOY-
Xay UCIIOAHUTEAbCKO cdepbl, U OyAyIree IIOTeHIUH
ocyujecmerenus Hedocmuxumozo. Tak, 9BOAIOIHS
B MaHEXHOM HCIIOAHHUTEABCTBE OCYIIECTBASIETCS
B COOTBETCTBHUHU C Pa3BUTHEM TBOPYECKUX METOAOB
CO3HMAAHHMS HOBOTO.

MosxHO cGOpPMYAHPOBATD TE3UC: « PEKOHCTPYK-
US> UPKOBOIO MCKYCCTBA OCYI€CTBASIETCS IO-
CPEACTBOM «PeKOHCTPYKI[HUU> IJPKOBOTO 06pasa,
HEOTHEMAEMOM AASL BCEX )KaHPOB LIMPKA <IIOAUPHT-
Mueit>»> eAuHCTBa «Aktep — O6pas>, urparoreit
UCTOPUYECKYIO POAD B Pa3BUTUU ITUPKOBOI'O UCIIOA-
HUTEAbCTBA KaK 0CO00i GpOPMBI XyAOXKECTBEHHOTO
II03HAHUS], OIIOCPEAOBAHHOTO Pa3paboTKON BUPTY-
O3HOM «<IPUIIAM(OBAHHOM > PaKTYPhI TPIOKA.

ManexxHoe MacTepCTBO, IO CyTH, BBICTyIaeT
MEXaHM3MOM CHUHTE3a S9HEPIMM AYXOBHBIX IIOMCKOB
MaCTepOB, TAe KX ABIIT HOBBII IIUIPKOBOI 00pa3 «Bce
IIMpe PasABHIAeT IIPEACABI BEPHI B 4eAOBeKa» |3,
66—69]. CooTBeTCTBEHHO, TEHACHITHS norpebHo-
CTH HOBOTO B «TPIOKAYeCTBE> BBICTYIIAET OIPEAE-
ASIIOIIMIM CTPeMAEHUEM K 60Aee BHICOKUM yPOBHSM
CMBICAOBOM HalIOAHEHHOCTHU ¥ pOPMaAbHO-BbIPa3H-
TEABHBIX OCHOBAaHHUM IUPKOBOI'O HCIIOAHUTEABCKOTO
MaCTepPCTBa, B CYIHOCTH, K BBICOKOM KpeaTuBHOM
AKTMBHOCTH, MTOPOXAAIOIEN BeCh CMbICA GpOPMbI
U COAEPIKaHMs, BCEIIEAO PaCKPBIBAEMOTO AUIID B AKTe
CO-TBOPYECTBA C PELMIIMEHTOM.

CaepoBaTeAbHO, MOXKHO KOHCTaTHPOBATh, YTO Ma-
HeXHOe IpeobparkeHHe MBICAUTCS KAK CO3UAATEAD-
HBIN IIPOLECC, NePECTPANBAIOIIUI HE TOABKO YEAO-
BeKa-aKTepa, HO U JeAoBeKa-3puTeAs. OCHOBBIBASCH
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Ha TOAKOBAHUH IIPUPOABI LIUPKOBOTO MCKYCCTBA KaK
IpeobpaXKEHIsS II0 3aKOHAM KPAcOThI, MAaHEX pas-
BHBAaeT €r0 B CBOOOAHOE BOAEBOE YCTPEMAEHME de-
AOBEKa-TBOPIIA, IPeOOPAXKAIOIErocs U IMpeobpaxka-
IOIEr0 MUP II0 COOCTBEHHOI BOAE M YCTPEMAEHHIO.
BuraspHast CyIIHOCTD LIUPKA IPEAPEIIAET IIePesKH-
BaHIe COCTOSIHHI, BBIBOASIIIX 33 PAMKU OOBIACHHO-
AOTHYECKOTO OBITOBAHMS: Ha MAHEXKe YeAOBEK-aKTep
obpeTraeT cBOOOAY — B 9K3UCTEHIIMAABHOM CMBICAE
CAOBa — KaK 0e3rpaHUYHOe KOAMYECTBO BAPUAHTOB
CaMOOCYIIIeCTBACHHIS], TEM CAMBIM, OPMHPYSI OpUEH-
TAL[IOHHBIE YCTAHOBKY AASI 3PUTEASL.

B copeprxaTeAbHO-BBIPA3UTEABHOM BHAECHUH LIHP-
KOBOTO HICIIOAHHTEABCKOTO MACTEPCTBA Ha IIEPBBI
IIAQH B OCO3HAHHH €TO CYIJHOCTHOTO BBIPKEHHSI
BBIXOAUT TaKasl 4epTa, KaK BOCIIPOU3BEACHHE Aesl-
TEABHOCTH I10 HCTOPHYECKH 33 AAHHBIM HCIIOAHHTEAD-
CKUM OCHOBAaHHSIM — TBOPYECKUM <«aATOPHUTMAM>,
TpaAULIIM. FIMEHHO MCIIOAHUTEABCKUE «MATPHIIBI>
M «CXeMbI>, IIPEATIOAATAIOIINE OIIPEAEACHHOE Kade-
CTBO 3CTETHYECKOTO BKYCa, B YACTHOCTH, IIPUEMBI aK-
IIeHTyalUK BHIPAa3UTEABHOCTH, BBICTPAUBAOIye paK-
TYPHYIO HACHIIEHHOCTh «TPIOKOBOIO U3AOXKEHHS»,

CTHAUCTHKH OOpasHbIX 3PPeKTOB, 0OPAMASIIOIIUX
TEXHHKY HCIIOAHEHHs, KOTOpbIe IIePeAAIOTCs OT II0-
KOAEHHSI K IOKOAEHHIO, He PeAKO OYAydH 06ycAOBAEH-
HbIMU $eHOMEHOM LIUPKOBOM AMHACTUIHOCTH, TIAIOC
MHHOBAITMOHHBIN CTHAb ASTEABHOCTU KAaK MHOTO-
yPpOBHEeBas IIeAOCTHASI CHCTeMa IIPHHITUIIOB XyAOXKe-
CTBEHHOTO MBIIIAEHNUS], COOCTBEHHO, U ITO3BOASIIOT
YXBAaTUTb CYTb, HAIYIIATh «CTE€PXKeHb>, CMBICAOBBIE
KOOPAHMHATHI, HA OCHOBE KOTOPbIX CTPOUTCS MacTep-
CTBO KaK TPAHCAATOP IPOLIECCYaAbHOTO BHAEHMS
TBOPYECKOM AESTeAbHOCTH, aKKyMYASITOP HCTOpHYe-
CKOTO orIbITa [6; 7].

Taxkum 00pa3oM, B OTIPEA€ACHHOM CMbICAE Ma-
HEeXXHOe MaCTepCTBO — HeKas CHCTeMa CHHTe3a
«CXeM>, IIePEAAIOIIUXCS OT IIPOIIAOTO K OyaAyite-
My, OT COAESIHHOTO — K OYAYIIMM AeSIHUSIM. JTO
OTKpBITasl CUCTEMA C TIOCTOSHHBIM ABIDKEHHEM —
CO3UAAHUEM ITOAAUHHON «IJUPKOBOM MBICAU >, A ee
AATOPHUTMBI — 3TO OTKPBITbIE AATOPUTMBI, TIO3BOASI-
IOIIie BBICBOOOAUTD IPAKTUYECKYIO SHEPTHUIO Aeii-
CTBYIOIIETO MACTEPA, COAEPIKAIIYIO B cebe OTKpPbI-
THIM CIIEKTP TBOPYECKUX ITOTEHIUM M TEXHUYECKUX
HCITOAHHT@AbCKUX BO3ZMOXKHOCTEH.
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Abstract:

Objective: to analyse the role and the creative impact of Raisa Kyrychenko, an outstanding Ukrai-

nian singer, in the cultural and artistic education and promotion of Ukrainian song culture.

Methods: general scientific (observation, synthesis, historical method) and special scientific

(biographical, cultural methods, regional-musicological analysis).

Results: based on the analysis, the author makes such conclusions. The creativity and song legacy

of Kyrychenko play an important role in maintaining the authenticity of Ukrainian culture, folk
songs in its variety of professional forms of musical life, the functioning of musical and educational
centres and institutions, which greatly influence on the establishing of new status of Ukrainian cul-
ture and national identity. In addition, at the end of the XX — XXI century the concert, musical and
educational activities of the singer and her colleagues contributed to the professionalization of the
musical life of the Poltava region and in the state.

Scientific novelty: the author is the first, who analyse the contribution of Kyrychenko in the
development and popularization of Ukrainian musical song culture.

Practical significance: the materials and conclusions of the article can be used in scientific and

educational work for the researching the issues, related with the development of Ukrainian art cul-

ture, including musical singing one.

Keywords: Raisa Kyrychenko; Art; Musical and singing art; Folk song; Ukrainian culture.

Introduction

The scientific paradigm of the research of Kyry-
chenko creative life is focused on a wide range of artis-
tic and cultural context. In this perspective, the analy-
sis of cultural, educational and artistic phenomena,
events of the educational and museum institutions is
actual. It is clear because artistic, social and cultural
phenomena have been considered closely related in
the social practice. Naturally, it led to the formation
such concept as a «socio-cultural» and the integrated
approach to the researching and reconstruction of the
socio-cultural reality. People constantly change it by
their activities, including art and culture.

All in all, the analysis of the creative life of Raisa
Kyrychenko in the context Ukrainian musical culture
needs to study the influence of the singer on cultural
and art education and her contribution to the forma-
tion of social and cultural reality in Ukraine. However,
we should pay attention to the singer activities, related
to cultural and artistic education. First of all, it is her
social and educational-pedagogical work.

Results of the research

It is well known, that the subjects of the musical
aesthetic cycle are an integral part of general human
education rights. In the context regional context,
it involves the study of regional art and culture with
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maximum using of education potential of the artis-
tic and aesthetic environment and national ethnic
artistic values.

Thus, Raisa Kyrychenko had been worked a
lecturer in the department of choir singing and vo-
cal class in the high art school — Mykola Lysenko
Poltava School of Music since September 1994.
This school is one of the oldest in Ukraine. She also
worked and remained an Honoured professor of the
music and singing chair of the Psycho-Pedagogical
faculty of Poltava National V. G. Korolenko Peda-
gogical University.

In our opinion, the most important achievement
of Kyrychenko as a lecturer is cultivating the love
to Ukrainian songs among students and showing
the importance of folk materials in singing. In ad-
dition, the great point in the vocal education is the
forming of the vocal personality. This process in-
cludes the interaction of factors of the national per-
forming, composing and pedagogical traditions,
which we cannot understand out of national cultural
heritage. Here we can see the hidden nature of the
role of national vocal art as an influential factor of
the artistic personality in the ethnonational space.

The greatest achievements of Raisa Kyrychenko
educational activities are manifested in the works of
her students. Among them we can find the pupils of
the music class of Zemlyanky school, where the sing-
er studied and created the choir «Kalinowe grono>.

Today, the most famous and talented student
of Kyrycnenko is Natalia Shinkarenko, a Ukrainian
singer. The girl is a follower of Kyrychenko talent.
She won many music festivals such as the program
«Step to the Stars>, festivals «Bless friends of Raisa
Kyrychenko>, «Golden Song>, «Play Accordion>,
«Song sourcex; Prize of Prominvestbank, Prize of
D. Lutsenko etc. She is also the winner of the Grand
Prix at the National Festival of Creative Teams of
MVD Ukraine in 2006, and the winner of the festival
«Star of Militia» in 2007.

Various festivals and competitions of Poltava re-
gion play significant role in the education of young
performers. In memory Raisa Kyrychenko, the De-
partment of Culture of the Executive Committee of
the Poltava City Council organized the XIII Open
Festival Competition of Vocal and Choral Art «Song

Wings of Churayivna> in autumn 2016. This festi-
val is for the youngest talents. The children at the age
of sixand older can take partin it. This festival haslong
lost its regional character. It has already got a status of
the International Children’s Vocal Competition.

This festival is not only a tribute to Kyrychenko
creativity but it is also an important event in the artis-
tic and socio-cultural sphere. It helps enrich the spiri-
tual heritage and cultural diversity of our country [1].

Remarkably, the competition took place at Pol-
tava City School of Arts “Small Academy of Arts’,
named after Raisa Kyrychenko. The school is one
of the largest elementary specialized artistic educa-
tional institutions of Ukraine.

The Ukrainian song festival in memory of R. Kyry-
chenko «Bless friends of Raisa Kyrychenko> has
been supported by the President of Ukraine since
2004. This decision is explained by the significant
personal contribution of the People’s Artist in the
development and popularization of Ukrainian songs.

Bilash stressed that Kyrychenko always was faith-
ful to Ukrainian folk songs. Many folk songs, which
had been forgotten, got new life due to her hard work.
She also sang the songs of modern composers very
well. All her songs sounded nobly and truly [2].

The folk song is one of the identifying features
of the nation that’s why the singer of folk songs play
a significant role in the development and preserva-
tion of ethnic culture as well as in the development
of the state. Therefore, we want to revise the words
of D. Lutsenko, devoted to Kyrychenko: «She is a
people’s artist, not only due to her title, but also by
the fact that she had grown by her roots in the soil of
our nation and Ukrainian folk song> [3].

There are many various cultural institutions in
Poltava region. The ensemble «Churayivna> is the
most famous team of the Poltava Regional Philhar-
monic, where Raisa Kyrychenko had been working
after returning from Cherkasy since 1987. The sing-
er was called Churayivna after this Poltava creative
team, whereas the ensemble was entitled after Maria
Churai, a legendary folk singer of Poltav region.

Today, the grateful audience characterize Kyry-
chenko by poetic epithets such as «Unforgettable
Churayivna>. Thus, V. Podryha says: «During her
life Raisa Kyrychenko got great popularity. She
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became the guardian of the Ukrainian song, and
was associated with Maria Churai, a famous singer.
Therefore, she is often (It is truly!) called Churay-
ivna. This name absolutely describes the singer. She
worthily continued the tradition of performance
Ukrainian songs, withstood the worst blows of fate,
and kept her love to Ukrainians and folk songs. At
late XX — early XXI century she was one of the
small group of people who managed to resist spiri-
tual impoverishment of people and teach new fol-
lowers of national spirit> [4, P. 63].

Kyrychenko fellow villagers promote her songs
and creativity very much. The artist understood
the importance of the village in the preservation of
the authenticity and spirituality of Ukrainian culture,
including songs. The most part of Ukrainian songs
were saved by the peasant traditions. It is not surpris-
ing that at the beginning of XX century, Kvitka, a
well known Ukrainian folklorist, underlined the aes-
thetic principles of Ukrainian song culture, empha-
sized its importance in the spiritual life of Ukraine.
He paid great attention to the role of Ukrainian ag-
ricultural and rural culture, which had kept artistic
treasures of our people [5].

In our opinion, there are many song, devoted
to the village, home, a mother, ordinary people in
Kyrychenko works. So, wherever the singer stayed,
she was organically linked to two things — native
Poltava land and native Ukrainian song. «She always
saw herself near her own mother, the field with a
celestial birds and her fellow villagers» [3].

It is not surprising, when the grateful villagers
breathlessly was listening to her amazing beautiful and
powerful voice, called her «Bereginya of Ukrainian
songs>, «Our Churayivna>», «Our Cossack Wom-
an» [6, P. 61]. In thankfulness to the singer there are
many events, devoted to Raisa Kyrychenko in the
houses of culture of Globino district. «Ukraine, I am
your Cossack Woman!> is the meeting, which takes
place in Velykokrynkivtsi every year [7].

Finally, in 2000 Raisa Kyrychenko and Olexan-
der Bilash with the support of the Culture Depart-
ment of Poltava Regional State Administration and
Globino district Council launched a regional cultural
arts festival « Song spring >, which takes place in the
native village of Bilash. Bilash nad Kyrychenkos took

part in it. Thanks to Mykola Mikhailovich, the ini-
tiative husband of the singer, in May 2007 the Art
Museum of «Svitlytsya of Raisa Kyrychenko» was
opened at the Zemlyanki secondary school.

Every year on October 14 Zemlyanki school
warmly welcomes fans of Raisa Kyrychenko at sing-
ing festival «Voice of the Native Land>.

We should focus on the singer promotion of
Ukrainian culture and national traditions abroad.
In Soviet times, the Cherkassy chorus and the art-
ist traveled all over Ukraine, Belarus, Central Asia.
Being a member of the various delegations she
toured in Australia, Algeria, America, Bulgaria,
Canada, Mongolia, Germany, Poland, Tunisia, the
Philippines, gave a speech at the UN headquarters.
So much touring abroad, Raisa Kyrychenko never
gave up singing by her performing style and kept her
approach to the selection of her repertoire.

The singer had also done alot to bring the Ukrai-
nian song not only to the people of Ukraine, but to
other nations. Raisa Kyrychenko understood her
work as a special, important mission. Her main
goals were to open, say and reproduce on the stage
the artistic beauty and spiritual power, strength of
the Ukrainian language, poetry, songs. She painfully
perceived social problems, connected with Ukrai-
nian language [6, P. 58]. The master of Ukrainian
song called herself «Cossack Woman> and often
emphasized her commitment to the Ukrainian lan-
guage and song. She stated the existence of Ukrai-
nian songs meant the existence of Ukraine.

Kyrychenko creativity play great role in the the
development of national culture, as well as the for-
mation of national consciousness. Her life demon-
strates us her belonging to the best Ukrainian folk
traditions, broadcasting Ukrainian identity to new
generations. Baladina says that such subliminal ef-
tect of her work is achieved by «Kyrychenko song
space, which was full of various manifestations of
love. They were love for parents, relatives, houses and
native land, to song and to the people. The leading
emotional core of her songs was deep, concentrated
lyricism, full of warmth and sincerity> [8, P. 23]. In
addition, the «personality of Raisa Kyrychenko is full
of strength from the depths of folk wisdom and mo-
rality. She was a self-sufhicient bright personality. Her
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singing exuded all the grandeur, the beauty, elegance
and nobility of Ukrainian song culture> [6, P. 59].
In addition, the phenomenological sense of nation-
al song culture of Ukraine reveals the most important
law of cultural development — heredity. It explains
the phenomenological paradigm of Ukrainian vocal
school in the system of transferring the mental cultural
experience. Thus, a folk song has so much energy that it
can inspire thousands of singers [9, P. 66]. So folk song
associated with the spiritual and physical healing the
person setting it to a positive emotion [10]. The work
of Raisa Kyrychenko determined the development of
modern professional performance in the folk tradition,
which, unfortunately, is slightly forgotten now.
Understanding all the positive properties of hu-
man folk songs, Kyrychenko probably intuitively
formed her repertoire of songs, which confined
«characteristic-specific words of the Ukrainian na-
tional culture (poetic canons, folk-song phrases).
They could add expressiveness and awaken genet-
ic memory. «The keys to the heart” of listener are

not only words but also their links and contexts>
[8, P.20-21].

Conclusions

Thus, the works of Raisa Kyrychenko as well as
her song heritage have played a significant role in the
preservation of the authenticity of Ukrainian culture
and understanding of the fundamental principles of
the nation, especially in times of strong pressure of
the followers of the Soviet idea, who tried to elimi-
nate the ethnic and national diversity.

The significant contribution is made by memo-
rialize of the singer and continuing of her creative
endeavors in a variety of forms of professional mu-
sical life of musical and educational centres and in-
stitutions, which have played and play the most im-
portant role in the development of the new status
of Ukrainian culture since 1991. We cannot object
to the fact that at the end of the XX — XXI century
Kyrychenko and her colleagues made great contri-
bution to the professionalization of the musical life
of Poltava region and in Ukraine in general.
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Often myth, as well as symbol, becomes a me-
diator between perceptible “eye” and the world
of Ideas, and, in this sense, myth sometimes remains
unnoticed. Nevertheless, myth is perceived (and is
comprehended in many works of contemporary re-
searchers) as a prototype, cultural DN, as a seed of
an artistic idea or an artistic origin. The significance
of the myth becomes prominent when we begin
to investigate something greater then is concealed in
the painting. The research on myth assists to uncover
deep layers of the message the artist embodied in
his work.

The research on myth and symbol as a method
of reality structuring again becomes prominent in
the XX century. We find such ideas in the works
on semiotics by the following researchers, as Yuri
Lotman, Eleasar Meletinsky, Umberto Eco. It is
also important to mention the philosophical works

relating to myths, for example, the works of Joseph
Campbell. However, myth as a structure has not
examined enough in connection with the fine art.
Thus, it remains very important to investigate the
development of myth in art not from the position
of mythic stories in the figurative art, but the po-
sition of mythological perception in the works of
Post-Impressionism, in particular, the research on
mythological codes in this artistic field.

Myth that hides behind a variety of layers and
contexts and is indicated by Claude Levi-Strauss
with the absence of any “real limits of analysis”
[1,15], is a language that wonderfully combines vi-
sual and textual. The attraction of the myth consists
not only in its mystery, but also in the unique ability
to tell a story as long as eternity, using one single
symbol, to hide the amazing depth of the ocean of
unconscious, and to expand a story ad infinitum.
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This ability creates the structure of art, dynamic, but
at the same time organized. The capability of myth
to transform visual images to the text and, vice versa,
creates special communicative possibilities of art: it
facilitates the launch of the spectator’s endless sen-
sual dialogue with himself. This capability was used
by the Post-Impressionists, the Divisionists and the
Symbolists, as it gives a key to the world of Spirit,
but never explains anything completely. On the
background of the great artistic, historical and social
changes that occurred between the end of the XIX
and early XX century, the ability of myth to trans-
form reality and use all the possibilities to translate
the artistic message becomes especially significant.
Since the end of the XIX century and up to the mod-
ern experiments in the art of Postmodernism, the
communicative function of art becomes one of the
leading, and the “message” of the artist, perhaps, be-
comes the most exciting element in the perception
of art. According to the modern conceptions, art is
not only a form of visual pleasure, but also a special
process of aesthetic knowledge. The perception and
comprehension of art lead to the evolvement of the
fundamental function of the humans — the ability
to think creatively, realize and develop their own im-
ages and ideas.

Mythological code is presented as one of the
types of cultural codes that transfer the informa-
tion about world, social life, laws and rules pecu-
liar to one or another society, of one or another age.
Mythological code prevailed in the age of prehis-
tory, particular in the pre-written language cultures,
but is not limited to this period. A lot of the mod-
ern research on myth and “mythological thought”
[2] shows that it doesn’t pass into history. The force
of myth still makes itself felt when we perceive the
reality. Often mythological codes are easy to “read”
and comprehend, even if the human being doesn’t
understand where it has come from.

The concept of mythological code is related to
semiotics, especially to that of art, indicating that
the human being is always placed in the structured
system of cultural signs and communicates through
the recognizable system of signs and symbols. Art,
in fact, becomes one of the ways of comprehension
of the world, emotional experience and perception

of reality through the certain artistic text. According
to Y. Lotman, “the language of an artistic text in its
essence is an artistic model of the world, and in
this sense, with all its structure, belonging to “con-
tent” — it carries information” [ 3, 49].

Semiotics helps understand, through the use of a
particular artistic language, how the aesthetic subject
unfolds and how this Ariadne’s thread leads through
the labyrinth of spiritual and aesthetic experiences.
In the context of semiotics, image becomes a lan-
guage that mediates between the world of our inner
emotions and the external world. To analyze the per-
ception of the Post-Impressionist visual images it’s
necessary to show the structural features of the ar-
tistic text of the period, to study the mythological vi-
sual codes of Post-Impressionism and analyze how
the artist chooses his own artistic sign system.

In the context of semiotics, the concept of sym-
bol has a particular importance for the study of myth
and mythological codes. The specific term has many
meanings, so it is frequently used in the everyday
sense, but still plays an important role in the forma-
tion of a mythological worldview. In the mythogen-
esis, symbol denotes a number of functions.

Appearing in the artistic text, symbol organically
fits in the artistic structure, and normally it’s quite
easy to distinguish. This is one of the features of
symbol: it never completely belongs to one cultural
period. “It always pierces the history vertically, com-
ing from the past and going to the future. Memory
of the symbol is always much more ancient than the
memory of its non-symbolic environment” [4, 159].
Symbol also functions as cultural memory. Preserv-
ing a cultural information, symbol carries its struc-
tural model throughout the time. Due to this effect,
symbol remains recognizable. Besides, symbols not
only save the memory of the culture, but also unite it,
connecting and collecting cultural heritage into the
historical chain.

Speaking about myth in the context of semiot-
ics, it is important to mention that in its substance
myth is the first attempt to structure the world. The
life is a structure, whether we speak about physics,
biology, or art. “The structural order is a conductor, a
carrier, by virtue of which life manifests itselfin all its
grandeur, majesty and clarity” [ 5, 149] In myths the
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man forms his sacred order, the transformation from
chaos to organization of space, the system of internal
and external relations through the symbols and ritu-
als. For another thing, myth is usually organized on
the strict binary and bisexual structure, and often we
can observe a distinct balance of opposites.

Post-Impressionism is a true watershed period
for the history of art, when the perception of art be-
gan changing and, therefore, the visual language has
been also changing. The complicated and heteroge-
neous history of Post-Impressionism, which John
Rewald aptly named “puzzle”, became the precur-
sor for large and conceptual changes in the contem-
porary art. Twenty years, that are too short for the
full development of the style, from the last exhibi-
tion of the Impressionists in 1886 and up to 1906,
when “officially” the art of Avant-garde was born,
have marked the final abandonment of the classical
realistic art. Twenty years have resulted into the be-
ginning of the end, the milestone that has changed
the whole course of the twentieth-century art. With
the advent of Post-Impressionism, we have faced the
situation, when there is a need to reconsider the ap-
parent reality or rather, when the visible is no longer
what it was even ten years ago.

So, a heterogeneous style, having no distinct
frames, allowed the Post-Impressionists not to
rely on the mainstream ideas and concepts, but re-
sort to their own style: trying, improvising, mak-
ing mistakes or definitely insisting. In the Post-
Impressionism context, it usually refers to the
French giants like Van Gogh, Seurat, Signac, and
rarely are considered artists of any other coun-
try. Often this period is conceived in many other
countries only as a time of decadence, the residual
echo of impressionism, previous to the powerful
and uncompromising movement of avant-garde.
Nevertheless, during this period something im-
portant took place, and not just in the technical
and “visible” aspects, but in the psychology of
perception and the reproduction of visual arts.
Perhaps one of the most precise definitions of the
Post-Impressionist ideas can be found in Henri
Matisse’s words, “There are two ways to depict an
object. One is just to show it, and the other is to
admire it ...” [6, 3] This sensuous experience of

any object, whether it could be an apple or Ma-
donna, is the essence of Post-Impressionism. Self-
awareness of art and self-awareness of artist are
the two poles of attraction of Post-Impressionism.

In the context of mythology, Post-Impressionism
revives myth notin a canonical representation of the
Renaissance, but in its wild authentic perception of
spirituality, not as a form, but as an experience. In the
broadest sense, the art of Post-Impressionism con-
sists not in the external forming, but in the searching
of Idea, an attempt to understand and emotionally
reproduce everything that happened in the unstable
world between XIX and XX centuries. In this sense,
the artist on the turn of the centuries is similar to a
primitive man. The earth is quaking and the light-
ning is flashing, the air smells of storm, something is
yet to happen. Now all happens in a figurative sense,
but it makes a little difference, and the artist meets
no obstacles to conceive his wildness and vulnera-
bility in the mythological categories. This situation
contributes to the development of a special interest
to symbolism, mythology, and mythogenesis. When
doing research on the visual perception, it is impor-
tant to understand how the mythological codes fulfil
themselves in the Post-Impressionist works.

Besides, myth is a springboard into imagination.
Myth does not only manifests its wonderful ability
to structure and shape our lives, embodies the cre-
ative and aesthetic function in the natural events, but
also transforms our lives by the instrumentality of
the imagination. Mythological thought can be ac-
tive for any period in the history of art. Mythological
and archetypal codes in one way or another can be
followed up in any artistic work and, consequently,
the iconographic and symbolic structure of an artis-
tic text can be defined. But myth is something very
special for the art of Post-Impressionism, not as a
superficial expression of stories, but as a deep com-
prehension of spiritual perception. Post-Impression-
ism has become a watershed in the history, when the
art moves from formal to psychological, from the
expression of reality to the interpretation of experi-
ence. In the artworks of Post-Impressionism we see
how visual things begin their transformation, some-
times disintegrate in order to become fully absorbed
by the abstract art after a couple of decades.
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In the process of building an independent Ukrai-
nian state updated the questions of studying and
preservation of the national cultural heritage in its
retrospective diversity. Historical and cultural un-
derstanding of formation and development process
Ukrainian music and drama theatre, which is an im-
portant component of historical memory and vivid
manifestation of national identity, enables playback
of common cultural and historical background,
to identify the relationship of tradition and innova-
tion to explore the cultural and artistic achievements
of the leading theatre personalities of the time.

Social and cultural preconditions of Ukrainian
theatre are revealed in the in historical-cultural,
of art works of D. Antonovych, A. Krasylnykova,
B. Romanytskyi and oth. The study features the di-

rector’s interpretation are devoted of Ye. Horovych,

D. Dmytriev, I. Yershov, V. Moskalenko, A. Popov
and oth. However, despite the significance of the sci-
entists’ achievements, historical and cultural aspects
formation of Ukrainian music and drama theatre and
development in terms of national cultural traditions
and in the projection of European artistic trends still
requires historical and art analysis. This caused the
choice of the theme proposed article, which aims
to highlight and analyze the traditions and innova-
tions in Ukrainian music and drama theatre in the
context of socio-cultural processes of late XIX —
early XX centuries.

In the late nineteenth century development of
Ukrainian culture and its artistic component —
Ukrainian theatrical culture — was accompa-
nied by significant spiritual elevation, caused
by spread of the national liberation movement.
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Ukrainian intelligentsia, following the system of
Shevchenko’s spiritual values, based their works
put the national idea, as a component of national
self-assertion, promoting democratic ideals, recov-
ery and cultivation of the historical memory of the
Ukrainian people, divided at that time between two
empires — the Russian and Austro-Hungarian.

In this period, with the spread of cultural stage of
the national liberation movement in the Ukrainian
society, the Ukrainian theatre became a primary na-
tional cultural affair and at the same time became
the brightest demonstration of its national identity,
language and culture.

Artistic positions of outstanding theatre person-
alities M. Kropyvnytskyi, M. Sadovskyi, I. Karpen-
ko-Karyi, M. Starytskyi, M. Zankovetska, P. Saksa-
hanskyi were based on an understanding of the fact
that Ukrainian theatrical culture has not experienced
all stages of artistic and stylistic evolution, as Euro-
pean and Russian, because of long-lasting colonial
and semi-colonial existence. The of outstanding the-
atre personalities saw the purpose of their activity in
withdrawal of Ukrainian theatre culture to the Eu-
ropean way of development, strengthening nation-
al identity in their own creative work, promotion
of Ukrainian art heritage by means of theatrical art
among the general public [4]. In that period, thanks
to the creative work of outstanding theatre person-
alities, Ukrainian theatrical culture is represented to
the society as a bright ethno-cultural phenomenon.

National specifics was the solid foundation for
artistic and aesthetic system of Ukrainian music and
drama theatre. On its basis gradually formed a na-
tional repertoire, diverse themes, genre forms, artis-
tic form of the play, and principles of performance,
stage design and directing, character of scenery,
costumes, and choreographic design concepts. Care-
ful and hard work formed a new, universal type of
a Ukrainian actor, a true master of psychologically
truthful stage characters.

Founders of Ukrainian theatre making effort to
respond to the historical, ideological and aesthetic
needs of the time defended in their works the prin-
ciple of respect for the ideological and aesthetic sys-
tems of realism, organic connection with the mass
audience. Their artistic and aesthetic concept of

creativity revealed the essence of Ukrainian theatre
revival.

The luminaries of Ukrainian stage implemented
realistically domestic style on the basis of psycholog-
ical realism. Following its principles, Ukrainian play-
wrights strived to synthesise theatre performance,
to put emphasis on integrity of director’s idea and
acting, to find optimal performance art form for ac-
curate reproduction of the author’s text.

It should be noted that ethnographic orientation
was the main feature of the Ukrainian music and
drama theatre; it played an active role in creation of
nation, preserving ethnical treasure and consolida-
tion, because under those social and cultural condi-
tions in which Ukrainian society functioned, impe-
rial oppression was aimed at the destruction of the
Ukrainian nation and Ukrainian culture. To preserve
national identity, revive and preserve national folk-
song, folk tradition luminaries of Ukrainian scene
applied all their creative toolkit — music and drama,
ethnographic domestic specifics of repertoire, eth-
nographic character of sets, costumes, choreograph-
ic design concepts.

National features of theatre performance were
distinguished by masterful inclusion to dramatic
action vivid means of expression: vocal and music
(music pictures, folk songs) and dance (diverti-
mento, folk dance, choreographic composition). The
most important was the principle of folklore source
preservation with only minor art processing and ori-
entation in compliance with vocabulary authentic-
ity, composition (avoiding repetition), literary text,
manner of performance and the costumes. Folk
episodes in luminaries’ productions were a power-
ful means of improving psychological typification of
characters. Domestic types, created in artistic song
and dance way, represented different classes and so-
cial strata, their nature, internal emotions, contro-
versial inner world [4].

Directing founders of Ukrainian theatre of is
characterized by spectacular solution of stage
space, picturesque staging. Folklore dance scenes in
M. Kropyvnytskyi’s productions significantly con-
tributed to revealing deep artistic content of the
work and impressed the audience. I. Maryanenko
notes the following: «M. Kropyvnytskyi knew the
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secrets of the impact on the audience, which was in
his theatre: he precisely considered effects of every
stage and could meet the needs of the most sophisti-
cated theatre experts. Every act and the whole piece
were built so as to keep the audience in the gradual
emotional increase> [3, 100].

Directing of M. Starytskyi is ethnographic in its
nature. For the production of bright musical and dra-
matic performances, the director introduced in the
stage action both mass folklore-ethnographic scenes
and individual dance duets and trios. For preserving
national color, M. Starytskyi skillfully applied the dy-
namics of music and dance to enhance the influence
of the dramatic action, content-accented scenes, and
separate plastic staging [6].

An important synthetic component of Ukrainian
theatrical performances was instrumental support-
ing music: orchestra, instrumental ensembles, etc.
In particular, M. Kropyvnytsky’s troupe included
40 singers with selected voices and an orchestra
(25 qualified musicians) under the direction of
M. Vasyliev-Svyatoshenko [4].

Ukrainian performances showed national psy-
chological type of Ukrainians, promoted their eth-
nographic features and traditions, contributed to na-
tional spiritual awakening and were popular with the
general public. The most popular plays of outstand-
ing Ukrainian playwrights were as follows: «Natal-
ka Poltavka» by I. Kotlyarevskyi, «Zaporizhzhian
Cossak over the Danube> by S. Gulak-Artemovskyi,
«Nazar Stodolya>» by T. Shevchenko, «Two Fami-
lies», «After Inspection», «Moustache», «Give a
Heart Freedom, and It’ll Lead to Captive ... » by
M. Kropyvnytskyi, «Vechornytsi» by P. Nischyn-
skyi, «Martyn Borulya», «Over the Dnipro>,
«The Maidservant>, «Bondarivna» by I. Karpen-
ko-Karyi, «Chasing two Hares>», «It didn’t Hap-
pen as It Should Have», «Oh, do not Go Hryts
to Vechornytsi» by M. Starytskyi and oth. [5,231].

Thus, Ukrainian music and drama groups gained
an opportunity to disclose deep psychological, so-
cial and philosophical content, expanding national
genre, repertoire range, due to the blossoming of
dramatic art.

Surely, great popularity of Ukrainian music
and drama among the general public in the late

nineteenth century provoked an imperial authori-
ties’ reaction. Government institutions tried to ar-
tificially slow down its rapid development, the cen-
sors did not give a permission for setting Ukrainian
plays, banned some troupes to visit certain cities in
Ukraine, which significantly limited the geographi-
cal touring for Ukrainian music and drama groups;
work of theatrical performances still was under the
most severe censorship, the Ukrainian language was
still banned.

I. Karpenko-Karyi and P. Saksahanskyi, luminar-
ies of the Ukrainian theatre, in a memo to the First
All-Russian Congress of stage actors noted excessive
colonization of Ukrainian theatre: «The writers sup-
plying now repertoire of all theatres, could have writ-
ten much better and more interesting if censorship
did not limit so mercilessly in their choice of topics.
To translate from foreign languages to little-russian
language was prohibited, to write of the historical
past — such a rich topic and interesting for the au-
dience — was also prohibited. The words like «Za-
porizhzhian cossak’, “cossak’, “native land” were as
bogey for censorship and if the play is more or less
well composed and has these words, it is better not
to send it to censorship because it will not be allowed
anyway ...» [7,38].

However, the imperial state authorities failed to
destroy the Ukrainian theatre tradition, to restrain
spiritual and cultural progress of the Ukrainian com-
munity. Creative work luminaries of the Ukrainian
theatre, based on Shevchenko’s precepts and ideals
became the general Ukrainian spiritual and cultural
phenomenon that consolidated the Ukrainian elite
on the basis of national goals and objectives.

In the early twentieth century leaders of Ukrai-
nian national liberation movement developed a
strategy for national development, the main core of
which was reproduction of their own state, a broad
national, territorial and cultural autonomy. The
dominance of imperial ideological doctrine led to an
open confrontation of active Ukrainian intelligen-
tsia, which was reflected in the formation of parties,
political associations of different directions (federal-
ists, autonomists, independence supporters). At that
time the entire social structure gained relative com-
pleteness, focusing on the path of modernization at
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the initiative of Ukrainian political and cultural lead-
ers, it formed an extensive network of national pub-
lic, scientific, cultural and educational organizations
[2,84-85]. Accordingly, these new social and politi-
cal changes were reflected in the Ukrainian theatre
and its organic component — the Ukrainian music
and drama theatre.

Modernism in national art became a kind of ide-
ological, artistic and aesthetic revolution. Modern
European artistic-aesthetic direction synthesized a
few leading at the time in European art trends, such
as futurism, constructivism, expressionism, cubism
and others. With great enthusiasm, characteristic of
that time revolutionary-romantic mood elevation
and experimental mood, Ukrainian artists, as well
as European, plunged in search of artistic and sty-
listic innovations, techniques and means of expres-
sion in theatre. Consequently, it should be noted that
the development of Ukrainian music and drama the-
atre, like the Ukrainian art in the whole, took place in
the context of European culture development.

Characteristics of Ukrainian music and drama
theatre development were due to the colonial status
of the Ukrainian lands, total russification and contin-
uous imperial censorship harassment, which great-
ly influenced the course of development and gave it
subdued and undeveloped character. However, the
main feature of Ukrainian music and drama theatre
development was that drama, its organic compo-
nent, was involved in the modernistic process.

The new generation of young playwrights, pro-
ponents of Ukrainian modernism such as Lesya
Ukrainka, O. Oles, V. Vynnychenko, L. Starytska-
Chernyakhivska and others had their modernis-
tic style of thinking and strived to «resurrection>,
«revival» of Ukrainian theatre. They were aware
of its ideological, national, educational, ethnic-con-
solidating function and felt the need to reform theatri-
cal artistic and aesthetic system, created by luminar-
ies, so that it combined national and universal values
[S, 241]. It should be noted that the new Ukrainian
playwrights, creating a new theatrical repertoire, al-
legedly denying a national theatrical tradition actually
only treated it in a new way, framing a new dramatic
and theatrical forms, creating new modernist theatri-
cal world on a national archetype basis.

About the time of the new Ukrainian theater
formation L. Starytska-Chernyakhivska said in her
memoirs: «The Ukrainian theater lived and gained
fame, in spite of all the evil circumstances because it
was led by talented writers, who would not be at the
end of the table even in Russian literature. Talented
playwrights and artists, art intelligent attitude —
these all factors strengthened at that time Ukrainian
theater and raised it to the highest level. For a long
time it was the only national flag that flattered over
oppressed nation. Its best representatives under-
stood it: they defended their own flag as they could
and brought it to our days» [6,239].

Within modernism, as the leading philosophi-
cal and ideological trend in the Ukrainian dramatic
works, is typical desire to reveal the complex psy-
chological conflicts, the search for new methods to
render age, national, historical, professional features
of plays characters, their social conditioning and the
evolution under the influence of society. The plot
of dramatic prose is based not on the sequence of
events, but on the changes of experiences, when the
author allegedly merges with the hero. New works
of Lesya Ukrainka, V. Vynnychenko, O. Oles, L. St-
arytska-Chernyakhivska by its substantial entity,
by individual characteristic features formed the new
Ukrainian drama (philosophical and psychologi-
cal, lyrical and poetic) with a new directing-acting
type of thinking under the influence of new trends
and styles of European drama — plays of H. Ibsen,
M. Maeterlinck, G. Hauptmann, A. Strindberg.

These Ukrainian plays became the adornment
of modernistic repertoire: «Blue Rose», «Stone
Host>», «Orgy», «Cassandra», «Obsessed>», «On
the Field of Blood>» by Lesya Ukrainka, «Without
Lumen», «Petro Kyrylyuk>», «On the Watch>,
«The Earth» by S. Cherkasenko, «Disharmony>,
«Steps of Life>, «Great Moloch>, «The Song of Is-
rael» by V. Vynnychenko, «Getman Doroschen-
ko>, «Ivan Mazepa», «God’s Mercy>, «Sappho>,
«Wings> by L. Starytska-Chernyakhivska and oth.
[S,242]. Therefore, this repertory explosion clearly
demonstrates the full-blooded «Europeanization>
of Ukrainian theatrical arts.

Thus, creative activities of luminaries of the
Ukrainian theatre, representatives of Ukrainian
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modernism contributed to awakening of national  cultural identity and proved creative affinity of
consciousness, preservation of historical memory,  Ukrainian theatrical culture with European culture.
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BCTPETUTb YIIOMHHAHHE O LIyTaX M CKOMOPOXax
B CBSI3U C OIIMCAHHEM PA3AMYHbIX IIPABAHUKOB, I'YASI-
HUI1 U OOPSIAOB, YTO, HECOMHEHHO, TOBOPHUT O HOAD-
IIOM POAY AAHHOM KaTETOPUH AIOAEH B )KM3HU obe-
crBa. OAHAKO OCTAeTCsl OTKPBITHIM BOIIPOC O TOM,
KOT'O CYUTATh CKOMOPOXOM, & KOT'O IITyTOM, ITOCKOAB-
KY OHH 00AQAQAU PA3HBIM CTATYCOM U PA3AUYHOI PO-
AbI0 B o6mectBe. [ToaToMy 1jeAbIO AQHHOM PAOOTHI
OyAeT onpeaeAeHre 0603HAUEHHbIX BbIILE TOHSATHI,
BbISIBA€HHE KOMIIAEKCA QYHKIIHI B KYABTYpe LIy TOB
U CKOMOPOXOB, a TAIOKe UX KAACCUPHUKAIIUL.
IlepBbie ymoMuHaHUS O ITYTaX MOSBUAUCH B EB-
porie eme B a110Xy aHTHYHOCTH. OHM IPOHU3BIBA-
AM BCIO KyABTYpY ApesHeit I'perun — ot Mmudo-
AOTHH AO OIHCAHMS OOBIACHHOM XM3HU APEBHHUX
rpeKoB. B MCTOYHHMKAX Mbl BCTpedaeM HECKOAb-
KO TePMUHOB, IIPUMEHSIEMBIX AAS 00OO3HaueHHe
ITyTOB. TO COBEPIIEHHO SICHO ITOKA3bIBAET, YTO
He CyL]eCTByeT eAMHO TOYKM 3peHHs Ha TO, KaK
HOSIBUAKCH 1Ty ThL I10 OAHOJ Bepcuu repBbie Iy ThbI
OBIAM XKPeIlaMH, KOTOpPble COBEPIIAAN ITyTOYHBIE
0OpSIABI, O YeM CBHAETEAbCTBYET PsiA TEPMUHOB.
IlepBbrit u3 HUX — &peTaldyos (rped.): dpeTa —
A0bOAecTh, cAaBa, AOOPOAETEAD, COOTBETCTBEHHO
AOCAOBHBIM IIEPEBOAOM ITOrO TEPMHUHA SIBASIET-
Csl «Pa3rAArOAbCTBYIOIIUI O AOOPOAETEAU> HAU
«punrocodcrpyromuit myt> [3,231]. Caepyromee
nousrre — Pwpoloyia (rpew.): PwpoProxog 03-
HAYaeT «aATapb>», CAEAOBATEABHO, IEPBOHAYAAD-
HOe 3HaueHUe AAQHHOTO TePMUHA — <« CTOSIIHI
y aATaps>. Yuutbiad, 9To A.X. ABOpenxun yxe
IIEPEBOAUT ITO CAOBO KaK «CKOMOPOILIECTBO>,
«ITyTOBCTBO>, «KPUBASHHUE > [3, 311], Bmoane
Pa3yMHO IIPEAIIOAOXKHTD, YTO TaK UMEHOBAAH Ue-
AOBEKa, IMEeBIIEero IOPHAMIECKOe HAH JKe MOPAAb-
HOe IIPaBO HAXOAUTDHCS PSAOM C AATapeM BO BpeMs
PA3AMYHBIX [lepeMOHHUI, HO IIPH 9TOM BeCTH Cebst
coBceM HecepbesHo. HakoHel, cymecTBoBaA Tpe-
THI TEPMHH, 2 CAeAOBAaTEABHO, M BePCHUS O BO3-
HUKHOBEHHU ITYyTOB — YEAWTOTOL)G: B IIEPBOHA-
YaABPHOM 3HAYEHUH — <« BO30Y>KAQIOLUI CMEX >,
a B 60Aee IO3AHEE BPeMS] — <«IIYTHHUK>, «<bara-
ryp> [3,317]. O1cioaa poanaach runoresa o mo-
SIBAGHHU HIYTOB U3 CpeAbl PHA0CcOPOB, KOTOPBIX
MPUTAQIIAAN CIIEIIUAABHO HA IHPBI AASL pa3BAeUe-
HHS TOCTeN U Ha3bIBAAHM X UMEHHO YEAWTOTOLOG.

IToxoxas cuTyaljus CAOXKHAACh U B ApeBHeM
Pume. Cobpanust 3HaTU OBIAM KpaiiHe CKY4HBI,
M AASI TOTO 9TO OBl YAYYIINTD OOCTAHOBKY IIPHUTAQ-
maau napasuma (parasitus — 00cA08HO «20cmb>,
«companesnux>), KOTOPbIL CBOUMH peyaMu
¥ Iy TKaMU pasdBAeKaA cobpasumxcst. Kpome Toro,
B ApeBHeM PuMe, cymecTBOBaAO elle HECKOABKO
HAUMEHOBAHUSI AASl <IIYTOBCKOM IIPOPECCHU>.
Bo-nepBbix, acrdama (a1am.), AOCAOBHO TiepeBo-
AUTCSL KaK «Aerkasi 6ecepa», HO UMEET U APyrue
3HAYEHHMSI — <BHUPTYO03>», «4UTEll>», <«PACCKa3-
YHK>», «My3bIKaHT >, KOTOPbIE IIOSICHSIOT HaM, 4TO
AOAXKEH OBIA YMETh IIPEACTABUTEAD ITON CAOXKHOM
npodeccun. Bo-Bropsix, Tepmun niigae (1am.),
KOTOPBII 03HAYAET <IIYCTSIK>»>, «B3AOP>», «<IIyT-
Ka», «O0ATYH>», «basaryp>, U pacKpbIBaeT mepea
HAMH y>Ke COBCeM APYTYIO QYHKIIUIO ITyTa, 2 MIMEH-
HO — yMeHUe pPa3BAeKaTb 6e3AyMHOI OOATOBHEN
¥ [Ty CTSIKOBBIMU LIy TKAMHU. B-TpeTbuX, CAOBO scurra
(Aam.) — <<[Main>»>, «<BECEAbYAK>»>, <<IJErOAb>>,
«ADBCTel}», «IIpasAHOmaTarmuiics» [4, 909].

TakoBa rpeKO-AATHHCKAsI 9TUMOAOTHS TePMHU-
HOB «IIIyT>, Pa3HOOOpa3rie KOTOPBIX ITIOATBEPIKAA-
ercst U ucrounukamu. Harmpumep, mo caosam Cse-
torus (oxoao 70 ropa H. 3. — 1mocae 122 ropa H.3.),
HMIIEpPaTOp ABI'YCT AIOOHA HAXOAUTHCS B 00IeCTBe
apeTOAOrOB, KOTOPBIX MBI YIIOMUHAAM BBIIIE: <«ef
aut acroamata et histriones aut etiam triviales ex
circo ludios interponebat ac frequentius aretalogos>
(<049 pasereuenus npuUzAAULAL MY3bIKAHIMOS, AKIMe-
po8 u dasxce 6podsHux NASCYHO8 U3 YUPKA, Hale e
8cezo0 — apemoarozos>) (Cm. Cseronmit I. T. Bo-
kecTBeHHbI ABrycr. II, 74. Aarunckas nuraTta
npusoputcs mo: C. Suetoni Tranquilli opera ex
rec. M. IThm. V.I: de vita Caesarum Libri VIII. Lps.,
1907). Apyroii aBrop, I1ayrapx (0k.50 r.H.5 —
nocae 122 r.H.2.), B cBoux CpaBHUTEABHBIX XKHU3-
HeOIIMCAHUsIX> pacckasbiBaeT o Cyase, KOTOPBIi
«MOAOABIM U ellle 6e3BeCTHBIM IIPOBOAHA IieAble
AHH C MUMaMH U myTamu> («véov uév dvra kai
ddofov &t pera plpwy kal yedwtomoidv Siartdofa
xal ovvakodaotaivew>) (Tpedeckuit TeKCT mpH-
BopuTcs o uspaHmio: Plutarch. Plutarch’s Lives.
with an English Translation by. Bernadotte Perrin.
Cambridge, MA. Harvard University Press.
London. William Heinemann Ltd. 1916).
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B BusanTuu mryThl MMEHOBAaAUCh CKOMMAapXH
(OT rpeveckoro caoBa oKwppa — IIYTKA, OCTPO-
Ta). O MUPOKOM PaCIPOCTPAHEHHUH 3TOTO SBACHHS
B BocTounoit Pumckoit MiMnepun roBopAT He TOAb-
KO CBEAEHMS HCTOPUKOB M A€TOIIHCIIEB, HO ¥ MHOTO-
4HCACHHAs! KPUTHKA IIyTOBCTBA CO CTOPOHBI OdH-
IIMAABHBIX I]ePKOBHBIX BAACTEHl, U 0COOEHHO, OTI[OB
1epKBH. «EcAu Hu4mo max He cozAacHo co cMuperHo-
Mmydpuem, Kak naa, mo 6e3 COMHeHUs HUHIMO COALKO
re npomusumcs emy, kax cmex> (KAipag tod Iwavvov
Tod Zwvaitov apxip. "IV vatiov. Qpwmdg, 1978, 1997.
Pycckuit mepeBoa 1o u3a.: Ilpenopobuoro Orua Ha-
mero MoanHna, urymena Cunatickoi ropsl, AecTBu-
ma. Cepr.I1., 1908. Ca.7. O papocTOTBOpHOM IIAQ-
ye) — cuuraa npenopobubit Moann AecTBmaHuK
(525-59S rr.1H.5.). Kpurnyeckue BbicKasbiBaHUA
OTLOB LjepkBU OTHOCUTeAbHO mryToB (CM. Hanpu-
mep: Kaumenm Aaexcandputickuti. ITeparor. Spoc-
AaBAb, 1890. Ku.2, ra.S). roBopsT 0 60AbmoM yB-
A€YEHUH MMH CO CTOPOHBI COBPeMEeHHHKOB. Takum
obpaszoM, BusanTus, HecMOTpst Ha BCe ee ITOIIBITKU
OTTOPOAUTDHCS OT KYABTYPHOTO HacAeaus Beaukoit
Pumckoit iMnepuu, Bcé-Taku nepeHsiaa OrpoMHOE
KOAMYECTBO YepT CBOeH IpeAllecTBeHHuUIbL. boaee
TOTO, yIUTHIBAsI IPUBS3aHHOCTD IPAXKAAH (IIpHYeM,
HE3aBUCHMO OT COCAOBHII) K KaTE€TOPHHU AIOAEH-
«CMEXOTBOPIeB>, BAACTH He TOPOIHAUCH 3aKOHO-
AQT@ABHO OTPAHUYMTD CYIIeCTBOBAHHE ITyTOBCTBA.
Bce ronenus, npoucxopuBIIve B 5KU3HH BU3aHTHII-
CKUX IIYTOB, TAK HAU HHAa4Ye, OBIAM CBSI3aHBI C OOPb-
00 XPUCTHAHCTBA 32 ITOAHOE U HEMOKOAeOHMOe
TAQBEHCTBO B yMaxX IpakAaH. Beap nmeHHO B cMexo-
BOY KyABTYPe, CHOCOOHO¥ U YBA€Yb YeAOBEKA, U pac-
CAA0UTD, OPUIIMAABHASI HACOAOTHS BUAEAA CBOETO
3aKASITOTO Bpara — $I3bI9€CTBO, IIPU KOTOPOM IIIy-
TOBCTBO CYII}eCTBOBAAO ITOBCEMECTHO U BCSYECKH
HOOINTPSAOCH CHABHBIMH MHPA CEro.

OaHako HeAb3s He OTMETUTH, YTO Ha POpMH-
PpOBaHUA €BPONENCKOM TPAAULIMM CKOMOPOIIECTBA
MOBAVSIAY U ITPEACTaBACHIE 00 9TOM KaTerOPHH Tea-
TPAABHBIX Pa3BAEYEHMI Y TAK HA3bIBAEMBIX HEKOPEH-
HBIX HapOAOB, HaceAassBIux Epomy. 1 3pech Hy>kHO
YIIOMSIHYTh MYA€FICKHE OOIIMHBI, B GOABIIOM KOAH-
J4eCcTBe PACIIOAOXKEHHbIE II0 eBPOTIEHICKUM TOPOAAM.
HecmoTps Ha CBOIO PEAUTHO3HYIO U HA€OAOTHYE-
CKy10 0060CO0A€HHOCTD, UYAEH C OOABIINM HHTEpe-

COM OTHOCHAHUCD K «HAPOAHOM > KYABTYpe XPUCTH-
aH. TeMm 60Aee, 9TO MM OBIAO YTO IPUBHECTH B ITOT
ACIIEKT T€aTPAAM30BAHHDBIX ACHICTBHI.

IIpesxxpe Bcero, HyXXHO CKa3aTb O IIOHSATUH
«Aey> (uduui), UMeroTero 3HavYeHUe «3y60ckai>,
«HAXAA>, <HACMEUWHUK>, U TAPMOHUYHO BAMB-
LIIErOCsl B €BPOIEHCKYIO IIYTOBCKYIO TPAAULIUIO.
Kpome Toro, K mepuopy cpeAHHX BeKOB Ipruobpea
MOMyASPHOCTD TepMuH 6adxan ()7772). menHo Tak
HyA€H Ha3bIBAAU YEAOBEKA, Pa3BAEKABIIETO IOCTel
Ha cBapbbax. VIHTepecHO, 4TO cO BpeMeHeM, 0Oap-
XaHBI [IOSIBAUCH He TOABKO B CBaAeOHBIX 00OPsIAAX,
HO M B APYTHX IIPa3AHHUYHBIX II€PeMOHHSX, a eBPO-
TefiCK1e XPUCTHAHE C YAOBOABCTBHEM ITPUTAAIIAAL
MX Ha CBOM IIPa3AHUKU. TakuM 06pasoM, HCKYCCTBO
ITyTOB OKA3BIBAAOCH BOCTPeOOBAHHBIM B AIOOOM
0011eCTBe, M HE CTOAb BaKHO OBIAO, COBIIAAAIOT AU
pPeANTnO3HOe BOCIIMTAHHME U KYABTYpPHbIE TPaAHU-
nuu obmecTBa U mryta uau HeT. He ToAbko 3puTe-
AV-XPUCTHAHe aKTHBHO IIOAB30BAAMCH YCAyTaMH
€BPEMCKMX IIYyTOB, HO M B €BPEHCKHX MECTEeYKax
C GOABIINM YAOBOABCTBHEM HACAQKAAAMCH HCKyC-
CTBOM XPHUCTHAHCKHUX CKOMOPOXOB. OKa3bIBaAOCH,
4TO MMEHHO 9TOT, «HeOAarOpOAHBIN>, PACCIUTAH-
HbII Ha CaMble MAAOOOPa30OBaHHbBIE CAOH O0IeCTBa,
BUA TEATPAAbHOTO 3PEAMIN, CTAHOBHACS OODBeAU-
HSIOIIUM AASI Pa3HBIX HAPOAOB M PEAUTHIL.

Csoero armoresi pa3BUTHe ITYTOBCTBA AOCTUTAO
B 9IIOXY PaHHETO M KAACCHYECKOTO CPeAHEBEKOBDSI.
bpoausmme no pooporam EBporsl iy Thl Ha3pIBaAMCh
110-pasHoOMY: B [epMaHUH 9TO OBIAM < IIITUABMAHBI>»>
(ot Hemenkoro caoBa «Spielmann» — «wurpato-
Wil YeAOBeK> ), BO DpaHIMKM — <THCTPHOHDI»
(ppaniysckoe caoBo «histrion» BeaeT cBOM KOpHH
13 AATHHCKOTO «histrio, histrionis» — akrep), B An-
TAMM — <MeHecTpeAu> (aHramiickoe «minstrel»
IIPOMCXOAUT OT AQTMHCKOrO «ministerialis» —
«cAyra» ), B Utaaun — «Mumbi» (OT ApeBHerpede-
CKOTO «IHoG» — «IOApaKaHue» ) U T. A. [Tospnee
uryToB B EBporne craau nmenosats an6o fool, an6o
buffo. [TocaepHMIT TEpMHUH IPOUCXOAUT OT PpaH-
ryackoro bouffer nu o603Hauaer yeAOBeKka HaIIbI-
IIIeHHOT0, FOpAOTO. TOYHO TaKoKe CTAAM HIMEHOBATb
U [Ty TOB, KOTOPbIe BBIXOAUAHU HA CLIeHY C HAAYTBIMU
IeKaMH, M300paxkasi AypHOe PACIIOAOKEHHE AyXa.
[TpudeM, pasAMYaAKCh BCe 3TU APTHUCTHI HE TOAb-

62



To a question about the etymology and differentiation of the concepts of «Fool» and «buffoon»

KO Ha3BaHHMAMHU U 3THUYECKON ITPHHAAAEKHOCTDIO,
HO ¥ )KaHPaMH, B KOTOPBIX OHU PabOTAAH: CIIOPTHB-
HO-IJMPKOBO€ HaIlPaBAEHHE, My3bIKaAbHO-ITO3THYe-
CKOE, a TaK)Ke, FOBOPsI COBPEMEHHBIM SI3bIKOM, «<Ma-
CTepa pasroBOPHOTO JKaHpa>.

Taxkum 06pasoM, Bce IepedncAeHHbIE BUADI K-
TEPCKOTO peMeCAa CUABHO OTAUYAAUCD APYT OT APYTa,
HO IIPY 3TOM BBIIIOAHSAN €AHYIO QYHKIIUIO B KYAb-
Type, KOTOPYIO AOITyCTHMO Ha3BaTh «PeAaKCalJMOH-
HOM>: BO3MOXXHOCTb BBIMTH 33 PaMKH IIPUHATOTO
B AQHHOM OOII[eCTBe ITOBEAEHHS U pa3pelleHHe yc-
ABIIIATh U YBUAETD TO, YTO 3aNpeleHO PeAMIHO3-
HO-HPaBCTBEHHOM cHcTeMoi. FIMeHHO B 3TO cBA3M
HEOOXOAMMO CKa3aTbh O «PAaCCAOEHHUU>»> PeHOMEeHa
Iy TOBCTBA B KYABTYPe€: AAS KPECTbSIH IIyTaMH ObIAK
CTPAHCTBYIOIIUE AKTePHI, IIeBLIbI, TAMPAETUCTBI, a AAS
FOPOXKaH — APAEKUHBI, AKPOOATHI U CKOMOPOXH, AASI
IPeACTaBUTEeAeH LIePKBU — IOPOAUBBIE, a AASI BBICIIIE-
rO COCAOBHSI — OOPA30BAHHBII YEAOBEK, SKUBYIIHIL
P ABOPE U CBOMM MaprHHAABHBIM IIOBEACHHEM
CTaBSAIIUNA OKPY>KAIOIUX AIOAEH B HQYAO6HO€ IIOAO-
»xeHre. TakiM 06pa3oM, IIPeACTABASIETCSI HEKOPPEKT-
HBIM yIIOTpeOAeHIe AAHHBIX TEPMUHOB B Ka4eCTBe
CHHOHHMMOB, IIOCKOABKY IIOHATHE «ITyTOBCTBO> UMe-
HYeT SIBACHHE B IIEAOM, & < CKOMOPOIIECTBO> — AHIIb
9AeMEHT HapOAHOI KyAbTypbl. He cTouT 3a0bIBaTh,
4TO CyIIECTBOBAAU M COBCEM MHbIE, AAACKHE OT Ha-
POAQ <IIyThI>, 3aHUMABIIHe IIPUBUAETHPOBAHHOE
IIOAOYKEHHE ITPU ABOP€ M OTHOCHBIIHECS K BRICIIEMY
COCAOBHIO. B 3HaTHBIX AOMax M IPH IJAPCTBYIOMUX
ocobax Bceraa ObIA 4EAOBEK, COITPOBOXKAABIIHIL Me-
POTIPHATHUSA U BBICTYIIABIIMI COBETHUKOM M BbIpa3H-
TeA€M MHEHHMS CBOETO TOCIIOAMHA.

B Poccun cAokmAach HECKOABKO MHAsI CUTYAITHAL
3AeCh CKOMOPOIIECTBO OBIAO YACTBIO HAPOAHOM CMe-
XOBOM KyABTYpBI, a TOSIBAGHHE IIYTOBCTBA, CKOpee
BCETO, CBSI3AHO C €BPOIIEHCKIM BAMSHHEM Ha OOHXOA,
BBICIINX TTpeACTaBuTeAedt BaacTH [ 1; 2; S; 6]. Haunnas
¢ XVII Bexa nmosiBAsIeTCs IPAaKTHKA Ha3HAYaTh HA POAb
IPUABOPHBIX [Ty TOB BBIXOALIEB U3 OOSPCKOIO COCAOBHSL.

[ITyToBCTBO KaK COLIMOKYABTYPHbIH ¢ e€HOMEH SIB-
A€HHEe MHOTOIIAQHOBOE M HEOAHO3HauHoe. AaHHas

KaTeropusl AIOAEH CBOMM IIOBEAEHHMEM, PEUDIO, OAEK-
AOM CMABHO OTAMYAAACh OT OCTAAbHBIX IIPEACTaBH-
TeAeil cocaoBuil. C OAHOM CTOPOHBI, ITYThI KUAK
IIPH ABOpe, HAXOAUAKCH Ha OQUITMAABHOM CAYXOe,
IIOAYYaAU OKAQAA, T.€. MPUCYTCTBOBAAM B >KM3HU
ob1mecTBa BrIoAHe peaabHO. C APYTOil CTOPOHBI, HX
CYIIE€CTBOBAHME MBICAMAOCH HAa I'PAHMIIE MHUPCKOIO
Y CaKPaAbHOI'O, U IPUBHOCHAO B CTPOMHBIN U OP-
raHU30BaHHbIM MUP COLIMYyMa HEKYIO XaOTHYECKYIO
cocTaBasionyio. OHH SBASAUCH «ITOCPEAHUKAMU >
MEXAY IPOTHBOIIOAOXKHBIMU COCTOSIHUSIMU OBITHS,
C 4eM, BO3MOXXHO, U ObIAQ CBSI3aHA TPAAULUS OpaTsh
B IIYTBHl AIOAEH C PU3NIYECKUMH OTKAOHEHMAIMH
(kapAMKOB, KpailHe HEPOMOPIIMOHAABHBIX AOALI,
ABICHIX, C TUIIEPTPOPUPOBAHHBIMHU YePTaMH AHUIIA
1 TOMY HOoA0GHBIME AedexTamu). CHMBOAMSM, IIPO-
IUTHIBABIIMI X )KM3Hb, IPOSBASACSA U B KOCTIOME:
OAEXAQ IIyTOB HE 3aBHUCEAA OT MOAHBIX TEHAEH-
ITHi1, a IPOTHUBOIIOCTABASIAACH M. 3A€Ch YMECTHO
BCIIOMHMTD O CHMBOAUKE IIBETA, PACIIPOCTPAHEHHOM
B CPEAHEBEKOBYIO 3I10XY, KOTAA KOKAOMY COCAOBHUIO
OBIAO TIO3BOACHO HOCUTD OAEKAY AUIIDb OIIPEACAEH-
HOM 11BeToBOM MaAuTpbl. IllyTs nMeAn HekoTOpOE
IPEMMYIIeCTBO: OHM MOTAM COBMEIIATh B KOCTIOME
HKEATHIN (CIUTABIIMIACS «KPECThIHCKUM> ) C IyP-
ITyPHBIM UAYM CHHHUM OTTeHKaMu (LjBeTaMu «IpaBs-
X 0C06>> ), 4TO, HECOMHEHHO, TIOAYEPKIBAAO CBO-
€00pa3HOCTD UX CTATYCA.

Taxkum 06pa3oM, IIyTOBCTBO, KAK KYABTYPHBII
$eHoOMeH, 3apOAUAOCH B AaHTUYHOCTH M IPOCyIIe-
cTBOBaAO BNAOTb A0 XIX Beka. IllyTel papukasb-
HO OTAMYAAMCh CBOUM ITIOAOXKEHHEM B OOIrecTBe
OT OCTAAbHBIX IIPEACTABUTEAEH CMEXOBOM KYABTYPBbI.
OTO OBIAM AIOAH XapU3MATHUYHbIE, 0Opa3OBaHHbIE,
3a4aCTYIO MPEACTaBUTEAM BBICHIMX COCAOBHM, HaX0-
ASIHeCs Ha OQHUIHAABHOM CAYX0Oe, oOecIiedeHHbIe,
HepeAKo umeromue ¢usudeckre HepocTaTku. Oa-
HAKO B OTAUYHE OT CKOMOPOXOB M APAE€KHUHOB LTy ThI
AE€MOHCTPHPOBAaAU MHEHHE OITPEACACHHOTO Y€AOBe-
Ka (CBOEro rocrnoAMHa) B OTHONIEHUH KOHKPETHBIX
AIOAEY MAM K€ CUTYalUi, a He BBICMEMBAAU IIOPOKU
061ecTBa B LIEAOM.

Cnucok AuTepaTypbi:
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CoBpeMeHHOe COCTOsSIHHE IPAaBOCAABHOM X0- 0 Muxauase Ceménosuue Aumeunenxo (1927) —

POBOM KYABTYPHI SBASIETCS IIAOAOM TPYAQ MHOTHX
MacTepoB. VIMsi 0opAHOTO U3 HUX OOAee M3BECTHO
CTaplleMy IIOKOA€HHIO, KOTOPO€ 3aCTaAO 3IOXY
IepeCTPOMKH, M, COOTBETCTBEHHO, TAKOE SBACHUE,
Kak AeAeHHe IlepkBeil. B AaHHOJ cTaTbe peyb MOMAET

3aCAY’KEHHOM ACSATEAE NCKYCCTB YKpaI/IHbI, Ha Ipo-
TSDKEHHHU TPUALATH TPeX ACT COCTOABHIECTO 'AABHBIM
PYKOBOAHUTEAEM Kuesckoro MUTPOIIOANYIBETO XOpa.

TBOp‘leCTBO M. AuTBuHeHKO IIpHUMEYaTEAPHO
TEM, YTO B COBETCKHH U MOCTCOBETCKHH TIEPHOADL
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€My YAQAOCh CO3AATh He TOABKO IIOAHOILIEHHBIH 60-
TOCAY>KeOHBIN ¥ KOHIIEPTHBIN KOAAEKTHUB BOIIPEKU
HUAEOAOTUYECKMM KOAAM3HSIM, HO M COXPaHUTD Bep-
HocTh [IpaBocaasHoit Llepksu B Hanboaee oTBeT-
CTBEHHBIE MOMEHTBI e€ ucTopuu. B cBoio ouepeap,
BBIIIECKA3aHHOE SABASETCS aKTyaAbHBIM C HAyYHOM
TOYKH 3PEeHHs], [IOCKOABKY 3aTpParuBaeT IpoOAeMbI
KaHOHUYHOCTH yKPaMHCKOI'O IIeBYECKOTO UCKYCCTBA
U €70 MeCTa B COBPEMEHHOM 60roCAy>Ke0HO Impak-
trKe. C APYroil CTOPOHbI, IEPHOADBI IpeObIBAHMS
Aesiteast B Poccuiickoit Qepeparum, XoTs 1 KpaTKo-
BpeMEeHHbIE, SBASIOTCS 3HAKOBBIMH KaK B acIleKTe
KOMMYHUKATHBHBIX OTHOIIEHUH HA IT0YBE XOPOBOM
KYABTYPBI (KaK BBLICHUTCSI, HE TOABKO L}ePKOBHOM,
HO ¥ CBETCKOI1), TaK M, HECOMHEHHO, B €I0 >KU3HU.
AHaAM3HPYs HCTOYHUKOBEAIECKYIO 6a3y, rae 06 aToM
YIIOMUHAETCsl, BRIAGAUM KHUTY Baapumupa [aymiko
[S], crarpio B YKpanHCKO#N My3bIKaABHOI SHIJUKAO-
neann [9], ntepuer-pecypcst [7; 11] n Heckoabko
IIYOAMKAIMI B YKPAaHCKOM M POCCUICKOM IIepHO-
Auxe. Ocobblil HHTEpeC MPeACTABASIIOT MaTePHAADI
MHTEPBbIO AASL KypHaAa «Perentckoe pero> [10],
KyABTYPHO-aHAAUTHIECKOTO M3AAHUS « YKPaUHCKas
KyabTypa» («YkpaiHcpka KyabTypa») [13], 3a-
MeTKkH B razeTax «IIpaBocaaBHoe caoBo Cubupu>
(8] u «llepkoBHas mpaBocAaBHas rasera» |14].
He AmmauMu 6yAyT AOKYMEHTBI AMYHOTO XapaKTe-
Pa ¥ MaMATHbIE TIOAAPKH, XPAHAIIUECS B CEeMeHHOM
apXuBe PereHTa, a TAKKe CBEACHUs, I0YEPIHYThIe
HeIOCPEeACTBEHHO U3 ero BocrioMuHaHui. OTcioal,
PYKOBOACTBYSICb brorpaduuecKuM METOAOM, CdOp-
MyAMpPYeM IieAb HACTOSIIEl ITyOAMKAIIMH — OXa-
PpakTepHU30BaTh AesiTeAbHOCTh Muxanaa AUTBUHEH-
KO B KOHTEKCTE IIPaBOCAABHOM XOPOBOM KYABTYPhI
U TaKUM 00pa3soM IPeACTaBUTb HOBOE MOHHMAHIe
€ro TBOpYecTBa.

IIpexxae 4yeM mepeiTH K pacCMOTPEHUI0 QUry-
PaHTa Hallero MCCAAOBAHUS, 3aMeTUM, YTO IOSB-
AeHHe «MHPOPMAIIMOHHON AAKYHbBI» B €ro )KHM3He-
OIMCAHUM OOYCAOBAEHO KaK MAABIM KOAMYECTBOM
MaTe€PHAAOB, TaK U IOYTEHHbIM BO3PACTOM, YTO
He MT03BOASET BOCCO3AATh HEKOTOpbIe AeTaAu. Bao-
6aBox, cam Muxaua CeMEHOBUY OYeHb HEOXOTHO
BCIIOMHHAET O CBOEM IepBOM «BH3HTe>» B Poccuio,
IIOCKOABKY ITePeXXHUBAA CAOKHbIE XU3HEHHbIe 06CTO-
areAbcTBa. PykoBopcTBysch AookymeHTamMu OTpacae-

BOT'O rocypapcTBeHHOro apxuBa CAyx6bI 6e3omac-
HOCTHU YKPauHBI (OTA CBY), BcaepcTBHE AOHOCA
M. AUTBHHEHKO OBIA OOBHHEH B «aAHMUCOBEMCKOIL
nponazande u A2UMAyUL ¢ UCHOAL30BAHUEM PeAULU-
o3nvlx npedpaccydxos> [2, C. 253-255]. TloBopom
K IIOAO3PEHHUIO CTAAM €r0 OecrapTHIHOCTD, yuéba
B KueBcko AyXOBHOM CeMHHApHU, U, KOHEYHO Ke,
oblieHre ¢ HEKOTOPBIMH ITPEACTABUTEASIMU AyXO-
BEHCTBA M KAUPA, UIMEIOIMHI CYAUMOCTD «3a IIOAU-
THUYeCKUe IpecTyAeHus». [IpsMo co cren AaBpbl
IOHOIILY OTIIPAaBMAU B OTAEABHBIN AAaT€PHbIN ITyHKT
Ha peKke YH)Xa, pacIIOAO>KeHHbINH Ha rpanuie Ko-
crpomckoit, Kuposckoit u [opskoBckoit obaacreit.
Ecau roBoputp o cpoke 3akatoueHusi, To Muxaunay
AMTBHHEHKO, MOXXHO CKa3aTh, <IIOCIACTAUBHAOCD> :
OH OTOBIA TOABKO TPH C IIOAOBHHOI F'OAQ BMECTO pac-
CTpeAa MAM ABAALIATHU ILITU AeT AUIIEHUS CBOOOADL
TakuM nepeMeHaM CIIOCOOCTBOBAAU KAK BHEIIHIE
dakropni (mpuxop x Baactu H. Xpymépa u amuu-
CTHUSI HEKOTOPBIX KaTerOPHil OAMT3aKAKOYEHHBIX ),
TaK M COOCTBEHHO 4epTrI xapakTepa Muxanaa Ce-
ménosuya. OH BCIIOMHHAA, 9TO ITOCA€ TOAQ, TIPO-
BEAEHHOT'O Ha AeCOIIOBAA€, ObIA Ha3HAUeH HAYaAb-
HHMKOM I€Xa [0 COOPKe TMPEBbIX 9acOB (IIOCKOABKY
OCBOUA 3TO PEMECAO elIIé CO CTYACHYECKOi CKaMbH),
IIOAY4HA 3BaHHE YaCOBOTO MAaCTepa BBICIIETO pas3psi-
A, PYKOBOAUA CaMOAesITeAbHBIM XOpoM YHx-AAla,
1 6Aaropapsi CBOeMy TPYAOAIOOHIO OCTAACS B KUBBIX.

ViMeHHO B 3aKAIOUEHHMH PACKPBIACS AUPIDKEP-
CKHM ITOTEHIJHAA MOAOAOTO My3bIKaHTa: B 13-M, a ue-
pe3 rop — B 6-M OTA@ABHOM AAarepHOM ITyHKTe OH
BO3TAABHA KOAAGKTHB M3 BOCBMHAEGCATH IEBIJOB H CO-
pOKa MHCTPYMEHTAAUCTOB, CPeAH KOTOPBIX OBIAO
HEMaAO C My3bIKaAbHBIM o6pasosanuem [ S, C. 71].
HesareiiauBblil peniepTyap, pa3y4MBaBIIUICS B OT-
CyTCTBUe OyMaru <IIO CAyXy>, BKAIOYAA PYCCKHe
U YKPaHHCKHe HapOAHBIE IIECHH, a TAkXKe — B YTOAY
BpEeMeHHU, — HeCKOABKO IPOM3BEACHHH COBETCKHX
KOMIIO3UTOPOB. XOp OBIA OTAYIIHHOM AarepHOM
JKU3HH, IPUHUMAA YJacTHe B KYABTYPHBIX Mepo-
NPUATHAX, IPOBOAUMBIX B CTEHAX 3TOTO 3aBEASHN,
U AQXe TIOAYYHA OT3bIB B MECTHOM razere. Bor uro
npunoMuHaetr M. AUTBUHEHKO 06 OAHOM M3 TaKUX
BBICTYIAeHUIT: «B 1954 200y, no cayuaw okmsabpo-
CKUX MOPI#eCe XOp 6bl36dAU 8 yNpasieHue Aazepsl.
<...> Mot pasmecmuucy 8 08yX 8a20HAX, NOEXAAL.
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ITocae nepsozo omoeeHus, KOmopolii 3AKOHUUACS Py-
POPOM, HAC OKPYHCUAU BOCIOPHCEHHBLE SPUMEAU, 8 OC-
HOBHOM — JHCEHDL OPULEPOB 0XPAHDL, Ad2ePHO20 U 06-
Aacmuozo Hawarbcmea. OHu 3a6pocarut HAC HUBLIMU
ysemamu. XKusvie ysemot ocenvio Ha cesepe Poccuu!>
[10, C. 58].

Co6cTBeHHO, FOBOPSI O TAQBHOM Ipu3BaHuu Mu-
XanAa AMTBHHEHKO, — PEreHTCKOM CAYXXeHUH, —
3aCAY>KHBaeT yBa’KeHHs KPeAO MacTepa, KOTopoe
AQET OCHOBAHME CYUTATh ero, BhIpaXkasch KoHpec-
CHOHAABHBIM CTHAEM, <«3a Bepy IpUTepIIeNIa>.
Beab mocae 0CBOOOXKAEHHS, SIBASISICH <ITOAUTHYE-
CKU HeOAArOHAAEKHBIM>» U He MMesl IIPaB Ha Ipo-
XKMBaHUe B OOAACTHBIX [JeHTPaX, OYAYIIUIl pereHT
CMEHHA CEMHAAIIATh TOPOAOB YKpPauHbI 3a MOCAe-
aytomue aBaanats aet [8, C. 20; 13, C. 3-6]. ITpe-
ObIBasi HA HOBOM MeCTe OKOAO T'OAQ, OH IIPOSIBUA
HCKAIOYUTEABHOE MY>KeCTBO U He OTPEKCS OT PeAH-
TUH — XOTSI 9TOMY, €CAY [IOAYMATh, CHOCOOCTBOBAAO
npakTrdecku Bcé. C 1961 mo 1975 M. AutBuneHKO
PYKOBOAMA XOpaMH Pa3HOTO MCIIOAHMTEAbCKOTO
npoduAsi, B 4éM IPUTOAUACS ero ombIT. Ocobo cae-
AyeT ckasaTb 0 HapopHO# camopesTeAbHO KaIlea-
Ae paitoHHOro Aoma KyAbTypbl ropopa Mupropoa,
KoTopas B 1965 roay BbicTynuaa Ha Aekape yKpa-
HHCKOTO HCKyccTBa B MOCKBe U ObIAQ HArpaXKAeHa
cepeOpsIHOM MeAAAbIO, 1 AHCAMOA€ IIeCHH U TaHIIA
Aoma opunepos r. Kpemenuyr (c aTum KoarekTH-
BoM B 1975 roay M. AUTBUHEHKO COBEpPIIHUA ITOE3A-
KY 110 «30A0TOMY KOAbITy>» Poccun). B wactroCTH,
3HAHe [IeCEHHOIO pellepTyapa U HaBbIKUA paboThI
C XOPUCTaMU-AIOOUTEASIMU IOMOTAU AUPIDKEPY AO-
CTHYb yCIIeXa U B 9TOM cdepe, BeAb 00 HCIIOAHEHUH
[IepKOBHOM My3bIKM He MOTAO 6biTh 1 peun. Kak
PabOTHUK MAEOAOIMYECKO CAYKOBI, OTKPBITO CO-
BMeIaTh PaboTy U 6OrOCAYKEHISI OH TAK>Ke He MOT,
HO B IPa3AHUKH CTApaACs MOCENAaTh OTAAAEHHBIE
CeAbCKHeE 1]ePKBH, KOTOpPbIe OCTAaBAAKUCh ACHCTBYIO-
IMMU BO BpeMeHa Xpymésckoro pexxuma. [ lonsaTHo,
C HEKOTOPOIT AOA€IT PHUCKA, IOCKOABKY «TaltHOe 00-
FOMOAbBE> B AF00OF MOMEHT MOTAO CTaTb 3aMeYeH-
HBIM M AQTh IIOBOA AASI TIP@CAEAOBAHUI.

Bomnpexu anmenusam u yacThiM nepeespam, Mu-
xauA CeMEHOBHUY CO3AAA CEMbIO, BOCITUTAA ABYX CbI-
HOBe, paCIIUPSIA KPYT 3HAKOMCTB U ITOBbIIIAA CBOM
npo¢decCuOHaAbHbIN ypoBeHb. BaxkHoi1 Bexoii B ero

TBOPYECKOM XXU3HU CTAHOBUTCS My3bIKaAbHOE 00pa-
3oBaHHe: B 1961 ToAy OH 3aKOHYHA TEOpeTHYECKOe
oTpeaeHHe MOCKOBCKOTO HApOAHOIO YHHBEPCUTETA
KYABTYPbI, O Y4€M CBUACTEABCTBYET AUTIAOM C OTAUYH-
eM. X0Ts1 3a04HO€e 0Opa3oBaHUe AQET MAAO IO CPaB-
HEHMIO CO CTAIJMOHAPHBIM, MY3bIKaHT ITOYEPIIHYA
AAsL cebst poocTarouHo. Bo Bpemst ceccuit OH rmocernaa
XOpOBbIe KOHIIEPTbI, COOMpaA 6HOAHOTEKY LIePKOB-
HbIX IIECHOTIEHHI, He YITyCKaA CAy4as IIOIeThb B Xpa-
max Mockssl (B Tom uncae, B [Tarpuapmenm xope moa
pyxoBopctBoM Buxropa Komaposa). Bnocaeactsun
3TO OKaXXeT eMy HEeOIIeHUMYIO YCAYTY, BeAb MIMeHHO
TaKKM CIIOCOOOM IIPHOOPEeTAI0TCSI 3HAHUS, KOTOPBIM
HEBO3MOXHO OOYUYUTHCSI BBUAY OTCYTCTBHS IIOCTO-
SHHOM PEreHTCKOM IIPaKTUKH.

1975 rop cTaHOBUTCS TIEPEAOMHBIM B A@STEAb-
HOCTH M. AUTBUHEHKO: OH OCTaBHA CBETCKYIO pa-
60Ty U OPUIIMAABHO TPYAOYCTPOHACS B IjepKOBHOM
cpepe. ITo 6aarocaoBernro Jk3apxa YKPanHCKON
ITpaBocaaBuom IepkBu muTpomoanta Puaapera
(Aenmucenxo) ero npuraamaror B Kues u HazHaua-
IOT pyKOBOAUTeAeM Xopa Baapummpckoro kxade-
ApaasHOro cobopa. ITosxe, rorossice k Tricsuene-
tuio Kpemenus Pycu, aTOT KOAAGKTHB HACUUTHIBAA
B CBOEM IITaTe AO LIECTUAECATU YEeAOBEK U IIpe-
BPaTHACS B IIOAHOII@HHYIO KOHIIEPTHYIO eAHHMITY.
Hauunas ¢ 1988 roaa, MuTpomoanauit xop Ae6ro-
THpOBaA Ha crjeHe KueBckoit omepsl, pAaBaa 6aaro-
TBOPUTEAbHbIE KOHIIEPTHI, 3a[IUCAA TPH ayAHO-aAb-
6oma (maacTunKa «Bo3HecoX M36PaHHOTO OT ATOAEi
Moux> (1987), xommakT-pAucku «IlecHomenus
Bcenomuoro Baenus» (1999) u «Iloem Bory
HameMy, AoHAexke ecMbl>» (2008). Ho, HaBepHoe,
HAHOOABIINM AOCTIDKEHHEM <«KHEBCKOTO XYAOXKe-
CTBEHHOTO XOpa>» (Kak B OGBIAGHHOM peur UMeHY-
IOTCSL BeAyIiHie apXHepeiiCKie KaleAAbl), CTaA ero
BKAAA B KUHOMCKyccTBO. Cpeart pUABMOB poccuii-
CKMX U YKPaUHCKUX KHHOCTYAUH, TA€ MCIIOAb30BaHa
My3bIKa B HCIIOAHEHUH KOAAeKTHBA, — «Ilop 6aa-
rOAAQTHBIM TOKpOBOM> U «IIpasanoBanue 1000-ae-
tus Kpemenus Pycu> (1988, pexuccép — B. Kap-
nos), «ATioabl 0 Bpy6eae» (1989, A.Ochbixa),
«Taitnpt Kueso-Tleuepckoit Aaspri» (1999-2002,
H. Vabunckuit), «Cauaereab amoxu>» («Csipok
enoxu>, 2007, O. Mupomayk). OTAeAbHYIO IpyTI-
IIy COCTAaBASIIOT XpOHUKH, BblTymeHHble Cryaueit
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AOoKyMeHTaAbHOU KuHeMarorpaduu Kuepo-Ileuep-
ckoit AaBpbl: « AHaTomus packoaa> (2002), «Iaac
[Teuepckuii» (2004), «Mos AaBpa>» (2009), a Tak-
Ke BUAEO-CepUs I10A Ha3BaHHeM «BorocayxeHus>
npu ydacTuu baaxxennernero murponoanta Baapu-
mupa (Cabopana) (2005-2006, O. AeonTenxo). 3a-
METHM, YTO BBIXOA MUTPOIIOAUYbETO XOPa Ha 9KPaH
SIBASIETCS He TOABKO 3HAKOM BHHUMAHMSI U YBOKEHHSI
K IIPAaBOCAABHOI KYABTYpe€, CYIlleCTBEHHbIM IIaroM
K €€ BO3POXXAEHHUIO, HO H CAYXXUT IIOATBEP>KACHHEM
aBTOpPHTETAa KOAAKTHBA BOIIPEKH YMOHACTPOEHUSIM
nepBbix AeT He3aBucuMmocTy, Koraa o 11epKOBHOM
KU3HU TOBOPHAH €IIé O4eHb OCTOPOXKHO.

113 BbIIIECKA3aHHOTO CAEAYET, YTO IIOATOTOBKA
TAaKHX IIPOEKTOB AMKTOBaAa TpeboBaHMe Kak K pu-
HAHCOBOY 6a3e KOAAEKTHBA, TAK 1, COOTBETCTBEHHO,
K ero yposHio. He Mest BO3MOXXHOCTH OCTaHOBHUTD-
Cs1 Ha 9TOM, AHIIb BKPATIle OTMETHM 00 HCITOAHH-
TEAbCKOM COCTaBe M HEKOTOPBIX aCIIEKTaX XOpMeri-
CTEpCKON paboThl, MPOBOAUMBIX M. AUTBUHEHKO.
YaursiBas caoxkusineecs B Kuese oTHoIIeHue K pe-
AWTHH, BBIOOP KAaAPOB OBIA He 0COOEHHO BEAHK: KaK
U paHblIe, K KOHITY 80-X KOAAGKTHB COCTOSIA U3 IO-
KUABIX APTHUCTOB OIlepbl 1 YUAAPMOHUH, & IPUCYT-
CTBHE MOAOAEXH MOTAO OOEpPHYTHCS MPOOAEMOIL.
He Anmnnaee A06aBUTS, YTO B KAHYH OOABIIHX IIPA3A-
HUKOB BAapAMUPCKHiT cOOOP OLEMASIACS OXPAHOT],
KOTOpAasi IIPOITyCKAAA CPeAHEBO3PACTHBIX YYACTHU-
KOB XOpa 0 CIUCcKaM (Ha 9TO 6BIAO paciopspkeHue
MHUTPOIIOAWNTA), @ Ha 6OTOCAYXKEHHUSIX B BO BpeMs
KOHIIEPTOB II€BUMEe CTOSIAM 33 IIOAYIIPO3pPaYHOM
3aHABECbI0 — CAOBOM, BCe <«MAaCKHPOBAAHCH>
OT oCTOpOHHero raaza. Ho u ot o6¢cTosiTreapcTBa
He MeIIIAAY CAY>XHUTb Bory i co3paBaTh HOBble HHTEp-
npertanuu. baaropaps HaAakeHHOMH peneTUIIMOHHON
paboTe KOAAEKTHB AETKO «YHUTAA C AUCTa>», U IIO-
9TOMY IIpOU3BEACHHE Pa3ydHBAAOCH B KpaTUariIie
cpoxu. B pesyaprare, «60rocayxeOHbIN apceHaA>
OBIA CTOAB OOIIHPEH U Pa3HOOOPa3eH, YTO eCHOIIe-
nus EBxapucrideckoro kaHoHa («Xepysumckue»
1 «MHAOCTb MUpa> ), — TOBTOPSAUCH MAKCHUMYM
ABXXABI B TOA, @ HEKOTOPbIE «<IIPAa3AHUYHBIE> [IPO-
H3BeAeHUSI — M BOBCe pa3. B cTiuaeBoM oTHOIIEHHY,
IIpeATIouTeHHe OTAABAAOCH My3bike A. bopTHHCKO-
IO BBUAY €€ SIPKOCTH U IIPOCTOTHI M3AOKeHHs (KCTa-
TH, KOAAEKTUB UCIIOAHSIA BCE €rO KOHIIEPTHI, 32 HC-

KAIOYEHHEM ABYXOpHBIX), a Take C. Aertapésa,
A. AbBoBa, A. Apxanreabckoro, I ProToBa 1 MHOrHX
Apyrux. Muxana CeME8HOBIY He 0OXOAMA BHIMAHU-
eM M HaCAeAMs CBOMX COBpeMeHHMKOB — Bacmansa
Aoxresa, anaxona Ceprus (Tpy6auésa), Hataaun
Koaecuuuenko, Cepres ToacTokyaakosa, [enHapms
XapuTOHOBA, XapbKOBCKOro koMmosuTopa Hukoaas
IToaoro. Kak cBUAETEABCTBYET caM PYKOBOAUTEAD,
«<... MU ABMOPbL BX00IM 8 Nepsyto JecImKy npu-
3HAHHDIX ME0PYOB, Ubs MY3bIKA S6ASEMCS OCHOBOIL
penepmyapa xopa> [ 10, C. 61].

VMeHHO perepTyapHasi CTOPOHa, Kak Hanboaee
aKTyaAbHasl, SBASIAACH BaXKHOM COCTABASIONIEN TaK
HA3bIBA€MOTO COBETCKOTO PereHTCKOro ObiTa. Beab
B TO BpeMsl, KOTAQ APYTHe XOPbI UMEAH Pa3BeTBAEH-
HYIO CeTb 3aBEAEHHH, TA€ OCYIIeCTBASAACDH ITOATO-
TOBKAa MY3bIKAHTOB Pa3HOTrO IPOQHUAS, — HACHAD-
HO ITpepBaHHbIE TPAAUIIMU IPABOCAABHOTO IEHMS
«PeCcTaBpUPOBAAUCH> M KYABTHBUPOBAAUCH TOAb-
Ko B cpepe daHaToB cBoero peaa. Kak Bcrmomunaer
M. AuTBUHEHKO, HEOOXOAUMbIE AAS TIEBYETO 3HAHMS
IIepEeAABAAKCD U3 YCT B YCTa, M TO BTAalHE: PyKOBOAH-
TEAH I1epKOBHbIX XOPOB JaCTO IPOBOAMAM PeTIeTUITUI
y cebst AOMa MAU y CBSIIIeHHHUKA [I0A BUAOM CEMeHHBIX
IIPa3AHOBAHUI, @ HOTHI U IIePKOBHYIO AUTEPATypy Xpa-
HUAU 32 IIpeAeAamu KBapTHpbL He caepyer 3a6b1BaTs,
4T0 B 60-X 1 AdKe B Hadaae 80-X peryasipHble 0ObICKH
«OOroMOAOB> ObIAM OOBIYHBIM IBACHHEM, U JKEAAHUE
«3asIBUTh, KYAQ HAAO> He TPebOBaAO OT HUHPOPMATO-
pa Kakux-Au60 AoKazateAbcTB. C APYToOil CTOPOHBI,
IlepKOBHbIE TIeCHOIIEHHS IO-TIPeXKHEMY OCTaBaAMCh
B AepUIINTE, 1 IMEHHO «AOMAIITHIe KOHI]EPThI>»> AABa-
AH, TIO CYTH, EAUHCTBEHHYIO BO3MOXXHOCTb O3HAKOM-
AEHMSI C HOTAMHU U AFOOUTEAbCKUMH ayAHO3AIIHCSIMH.
C momMompio KacCeTHOro MarHUTOPOHA PUKCUPOBa-
AUCH HamboAee sipkue PpparMeHTbl OOTOCAY>KEHHIT;
MHOTAQ AQXKe YAABAAOCh AOTOBOPHTBCS CO CTAPOCTOM
XpaMa AASI TOTO, YTOOBI OCTATBCS B ITO3AHEE BpeMsI
(korAa He XOAMT TPAHCIIOPT), M OCYIECTBUTD 6oAee
KauyeCTBEHHYIO 3anuch. VI mapTUTyphl, ¥ KacceThl Cuu-
TAAUCh HAHAYYIIMMHU TIOAAPKAaMU Ha MIMEHHHBI: MU
00MEeHHBAAKCD TPAKTUYECKH BCe PeTeHTbI M AyXOBeH-
crBo 6pBIIero Corosda. Takas MarHUTO-KOAAEKIUS
ecTb U B ceMeliHOM apxuBe Muxanaa CemMEéHOBHYA,
HO C TedyeHHeM BpeMeHU HHPOPMAI[Hs Ha 3THX HOCH-
TEASIX He COXPAHHAACh.
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B mexoTropoM cmpicAe, cMTyanus B IAAHE Ha-
AMYKS MHPOPMATHBHBIX HCTOYHHUKOB YAYYIIMAACH
TOABKO IOA KOHen 80-X, KOrpa pa3BepHYA CBOIO
AEATEAPHOCTDb OTAEA 3ByKo3amucu npu Ksaarean-
ctBe MockoBckoit IlaTpuapxun u nosiBuaace ¢po-
HOXPECTOMATHUSI AOATOMTPAIOIIMX MAACTUHOK IIOA
HasBaHueM <« Tbicsraeserre Kpemenus Pycu» [1].
OAHOBpeMeHHO HAYMHAIOT BBIXOAUTb U3 IeYaTH
U AyXOBHbIe OIychl — KOHIlepTHl A. BopTHsaHCKO-
ro, «Autyprusa» II. Halikosckoro, «Bcenomuoe
baenne» C. PaxmanmnaoBa. ITocKOABKY BBIITyCKaACS
OTHOCHUTEABHO HEOOABIION, «I0OUACHHBIIN>»> THPAXK
oTux mapTUTyp (A06aBHM, 9TO OHU AOCTYIIHBI AAS
HCIIOAHEHUS TOABKO MPOJPECCHOHAABHBIMH KOAAEK-
TUBAMM), TO POLIECC UX PACTIPOCTPAHEHHUS IPOUC-
XOAMA AOBOABHO MEAAEHHO U IIPAKTUYECKHU He PeraA
po6AeMbl CHAOKEHNS LIEPKOBHBIX XOPOB, KOAUYe-
CTBO KOTOPBIX BO3PACTAAO C KaskAbIM ropom. Kak
CA€ACTBHE, KOMIIO3ULMH (B TOM YHCAE U U3BECTHBIX
ABTOPOB) PACIPOCTPAHIAUCH B OCHOBHOM AOKAAb-
HO, TIEAUCD IO Pa3MHOXXEHHBIM Yepe3 KOIMPKY py-
KOIIMCHBIM «ITOTOAOCHHKAM>, YTO HE MCKAIOYAAO
HaAn4us B HuX omm60k [3]. C Apyroit cropoHsL,
IPeIsITCTBOBAAU B3aMOOOOTAIeHUIO perepTyapa
H 9HCTO CyO'beKTUBHbIE MOMEHTbI, KOTAQ HEKOTOpbIe
PereHThbl CTapLIero NOKOAEHHUsS PeBHOCTHO CAGAMAM
3a 6AaroAenueM CBOHMX CAY>KO 1 HEOXOTHO A€AUAKCDH
mapTUTypaMu. Mbl IMeeM OCHOBAHHUS 0003HAYUTD
3Ty TEHAEHIUIO, KOTOpas BCE eIl MMeeT MEeCTO B CO-
BPEMEHHOM KAMPOCHOM MPAKTUKE KaK HEIAaTUBHYIO,
IIOCKOABKY OHA HeH30€XXHO IIPUBOAUT K PYTHHE, AU-
A€TAHTHU3MY, U, KaK CAEACTBUE, CHYDKEHHIO HCTIOAHH-
TEAbCKOTO YPOBHSL.

Bosspamasices k penepryapHOoMy cBopy Kues-
CKOT'O MUTPOIIOAMYbETO XOPa, HEBO3MOXKHO He YIIO-
MSIHYTb O cTapaHusax M. AUTBUHEHKO B ITAaHE ero
ob6HOBAeHMA. Muxama CeMEHOBUY OBIA OAHHUM
U3 HEMHOTHX PEreHTOB COBETCKOTO IePUO0AR, KOTO-
PBIiT 0OPATHACS K YKPAUHCKOM My3bIKE U AKTHBHO
BHeApsIA e€ B borocayskenue. ITop ero ynpaBaeHu-
eM 3By4aAu KoHIlepThl ApTemus Beaeas u Makcuma
bepesoBsckoro, A0 HepaBHEro BpeMeHHU PeAKO HC-
IIOAHseMbI€ B XpaMe, a TAK)Ke IIeCHOIIeHH I aBTOPOB
nepBoii moaoBuHb XX Beka — Huxoaas Aeonro-
Bu4a, Kupuaaa Crenenxo, Aaexcanppa Komrmra,
Axosa fnunesnya, Muxauaa Iaiipas, Ilerpa I'on-

vaposa, [puropus Aasuposckoro [ 6, C.233-234].
VcTopuiyecKu CAOXKHAOCH, YTO OOABIIMHCTBO KOM-
IIO3UTOPOB CO3AABAAO MY3BIKY AAsL ABTOKepaAb-
Hoit [TpaBocaasHoit Llepksu (ANKBHAUPOBAHHOM
B CCCP), BCAEACTBHE Uero UX HaCAEAMe OKa3aAOCh
3a0BITBIM Ha AOATHE TOABL Bo usbexxanue pasau-
49Ul B CAOBECHOM TeKCTe M. AUTBHHEHKO npuberaa
K PeAAKTHPOBAHMIO HEKOTOPBIX IIP OM3BEACHMI, UTO
OTHIOADb HE YMEHBIIAeT X My3bIKaAbHO-3CTeTHYe-
CKUX KayecTB. PaboTast Hap MAPTUTYPaMH, OH yAe-
ASIA BHUMAaHHE KaHTUAE€HE, YKPYIIHEHHOM I0AYe
CAOBa i MEAAEHHBIM TeMIIaM, 00pa3HO HAIIOMHUHAs
XOPY O TOM, YTO <«heHue 0OAHKHO AUmbCs, nodobHo
pexe> [14, C. 6]. CaepyeT OTMETHTD, YTO BKYCY
MacTepa UMIIOHHPOBAA BeANYeCTBEHHbIN XapaKTep,
IPUCYIMUI CTUAIO Ha3BAHHBIX aBTOPOB, U 3Ty 0CO-
0eHHOCTD MIOAYEPKUBAET OBIBIIAS IIEBYAS MUTPO-
IIOAMYBETO XOPa, KAHAUAAT HCKYCCTBOBeAeHUs Au-
ans Tepemenxko-KaiipaH, Ha3pIBasi ero <Hocumerem
MOPIHECMBEHHO020 NePU00a> MPABOCAABHOTO IT€HUS
[12, C. 267]. Takkxe A06aBUM, YTO TOAGOPKA AAS
nepBoro ayauo-asbboma («Bosnecox us6pansoro
oT Atopeit Moux> ), — 6bIAa UM COCTaBAECHA UMEH-
HO U3 Takux npoussepeHuil [4]. Kak Boisoa, He 6y-
AeT AUIIHUM 0003HauuTh BKAAA Muxauaa AUTBU-
HEHKO B ITOIIyASIPU3ALINI0 OOTOCAYKeOHOM My3BIKH,
HOBOM AASL yXa M AASI AYTIIH, KOTOPasi BIIOCACACTBHU
3aHsAAQ MECTO U B penepTyape xopos Poccuiickoit
Qepepanun. Kak BcmoMuHaeT pereHT, B Xpamax
Mockssl yacTo ucnoanstorcs «Kpecry Tsoemy>
Il. l'onyapoBa, «Beaukue exrenun» H. Aeonro-
Buda u A. Komura, «Bboropoaune Aeso» . fAru-
HeBn4a, «HpiHe ormymaemmu> I. AaBuposckoro
U MHOTHE APyTHe.

Kpome ncnoanuTeAbckoro Macrepcraa, Muxa-
A CeMEHOBHMY ITOAYYHA U3BECTHOCTD M KaK KOM-
nosutop. Ero nepy npunapaexur 6oaee ABapLiaTu
IIECHOIIEHUH, U, HECMOTPS Ha COAMAHBIN BO3PaCT,
IIPOAOAYXKAET COYMHATD U ceidac. Berpaxasce xop-
MENCTEPCKON TEPMHUHOAOTHEM, IPOU3BEACHHUIM
M. AUTBUHEHKO NPUCYIIU IAACTUYHOCTD MEAOAU-
YECKHUX AMHUM ITPU COXPAaHEHHOM CTPOrOCTH aKKOP-
AOBOIT GaKTypbl, YAOOHBIE TeCCUTYpPHbIE YCAOBHSI,
MOAMTBEHHOCTb U 3aaymieBHOCTb. C HeKOTOpHI-
mu u3 Hux («XBaauTe umsa [ocropne», «Bean-
quT Ayma Mos locmopa», «Tpucssitoe>, «CaAr
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Tocrioab Bor Hami» ), — MOXHO O3HAKOMHTBCS
B YINOMSHYTBIX HaMH (OHO-UCTOYHHMKAX HEIO-
CPEACTBEHHO B HHTEpIIpeTaIlMM aBTOPa; TaKKe
OHH TIPEACTABACHbI Ha My3bIKaAbHBIX MHTepHeT-
nopraaax. ITocBsmena BceM MpaBoCAABHBIM apXu-
[aCTHIPsIM, MUHHATIOpa «Vc moasa aTu pAecriora>
AASI XOpa M Ay9Ta )KeHCKHX TOAOCOB CTaAa HACTO-
AIMM IIEAeBPOM H IIOAYYHAA PACHPOCTpaHeHHe
3a mpeaeAaMu YKpauHbl. Bo Bpems mpebsiBanHus
Muxanaa AutBunenko B KpacHosipcke oceHbio
2006 ropa, apxuenuckon Autonuit (Yepemucos),
KOTOPBII ObIA 3HAKOM C €r0 TBOPYECTBOM, B IIYT-
AMBON popMe 3asBHA, UYTO <« ...
Hc noara... — u caymbot kax me 6vir0>. Taioke
BBICOKO IJ€HHA 9TO IPOU3BEACHHE MUTPOIIOAMT

HeE neAu sauiezo

Cankr-Tlerepbyprekuit u Aapoxckuit Baapumup
(Korastpos): «... Bawe ydusumeavroe <Hc noa-
Ad... > ucnoiusemcs 8 Ilemepbypze u dpyeux xpa-
max, 20e s cayxcur. Heobviknosennas mysvika Hukoz0a
He 0CNABASAG MeHS PABHOOYULHbIM: NPUBOOUM 6 80A-
HeHue 00 CAE3>. AapCTBeHHAsI HAATINCD, CAGAQHHAS
apxuepeeM Ha TUTYAbHOM CTPaHMIIE CBOEM KHUIU
«Kusnb u TpyABI> (9K3eMIASp KOTOPOU XpaHHUTCS
y M. AUTBUHEHKO), ICHO CBHAETEABCTBYET O MPO-
peccnoHaAm3Me U MEXKAYHAPOAHOM aBTOPHTETE
KHEeBCKOTO pereHTa.

Paspeaenne nepksert 1992 ropa, umenyemoe
«(pUAAPETOBCKUM PACKOAOM>, MAarybHO ckasa-
AOCDH Ha IIPAaBOCAABHOM XOPOBOM KyAbTYpe YKpau-
HBL Tak, rAaBHBIN IJepKOBHBIN XOP CTPAHBI, BCKO-
pocTu mepemeamuii u3 Baapumupckoro cobopa
B Kueo-Ileuepckyro AaBpy, okasaacs 6e3 cpeacTs
AASL CYIIIeCTBOBAHUS U Adxe 6e3 mometeHus. [Ipu
9TOM HU HOBOOOPA30BaHHASI MUTPOIIOAHS, HU H3-
BECTHOCTb HMeHH M. AUTBHHEHKO He OBIAU B CHAAX
4TO-AMOO U3MEHUTD AU NpeAnpuHsats. Ho ¢akr
ocTa€Tcss PaKTOM, U TOTAQ 3asBHAA O cebe emé
OAHA I'PaHb €ro TAAAHTA, 3 UMEHHO KyABTYpPHO-
obllecTBeHHAs] AESITEAPHOCTb: IIPOBEAEHHE Ma-
CTep-KAAcCa AAS IIePKOBHBIX IIeBYMX U PEereHTOB
B paMKax mporpaMmbl pectuBasd «Iloxposckue
BcTpeun> (KpacHospek, 15-22 okta6ps, 2006)
[7], yaactue B ITomectHOM co6ope PIIL] o cay-
vato Beibopa [peactosreas (Mocksa, 26-29 sHBa-
ps,2009) [11], BBICTynACHHUS C MHTEPBDIO B CPeA-
cTBax Maccosoil unpopmanuu [8]. B kpyry ero

0061jeHNsT — U3BeCTHbIE XOPOBbIE AESITEAH MUTPO-
noaut Varapuon (Aadees), Anatoauit [punaeHko,
BpimeynoMsaHyToii [. XapuTonos; taxke Muxauna
CeMEHOBUY AQET PEKOMEHAALIUH IT0 HOrOCAyKeb-
HOMY penepTyapy U BeAET IepenucKy ¢ pereHra-
mu ITetepOypra, [IckoBa, Baapumupa, Abakana. U,
HaKOHeI], BCTIOMHHM O ero Harpapax, Bpy4eHHbIX
Caareitmnmu [larpuapxamu [Tumenom (Vssexo-
BbiM) 1 Kuprasom (I'ynasessim), [lpeacTosTesem
Yxpaunckoi I[Ipasocaasnoit Llepksu baaxenneii-
wum Mutponoantom Baagumupom (Cabopanom),
apxuenuckonom Kpacrnospckum u Exucerickum
Anronuem (Yepemucosbim). Aaxe, BbIiad B peB-
pase 2009 roaa Ha 3acAy>KeHHBIN OTABIX, Muxana
CeMEHOBUY 0CTAETCSI AKTUBHBIM YYaCTHUKOM 60T0-
CAY>KeHMH 1 )KHBO HHTEPECYeTCs BCeM, YeMy IOCBSI-
THA CBOIO HEAETKYIO, HO 0AarocaoBeHHy:0 borom
»u3Hb. Kak MbI BUAUM, AUYHBIN IPUMEpP MacTepa
IIOKA3aTeAeH B IIAQHE COXPaHEHHUs KAaHOHUYHOCTH
IIepKOBHOTO IIe€HHs], €r0 YTBEePXKAEHHS B KYABTYp-
HOM IIPOCTPAHCTBE, X IO3TOMY He TepsieT aKTyaAb-
HOCTH U 11O CeH A€Hb.

ITopBOASL MUTOTM TBOPYECKOHN AEATEABHOCTH
M. AuTBUHEHKO, elé pa3 MOAYePKHEM BaXXHOCTD
HEKOTOPBIX acIeKToB ero 6uorpaduu. B gactHo-
cty, ¢ Poccuiickoit Oepepariueit MacTepa pOAHAT
TOABL Y4E0BI U MPOPECCHOHAABHON IIPAKTHKHU
(B TOM 4MCAe U CO CBETCKMMH KOAAGKTHUBAMH);
TaK>Ke 3AeCh IepeCeKAUCh ero IMyTH CO MHOTUMHU
IPEACTaBUTEASIMH IIPABOCAABHOTO MUPA, HAIIAUCDH
Apys3bs u mounTareAu. Ho k pereHTckoMy caysxe-
HHIO MaCTepa BEA HEBEPOATHO AOATUM U CAOKHBIA
IIyTh: ApeCT, IPeCAeAOBAHM S, CTaTHAIIMA B IIepKOB-
HO-TIEBYECKOM AeAe, M, KOHEJHO >Ke, H3MeHeHus
Ha KOHPECCHOHAABHOM KapTe YKpauHbI, BOIIPOC
0 KOTOPBIX 0COOEHHO 060CTPUACS B HbIHELIHEE
Bpems. [Ipe6riBast B Mockse, KpacHosipcke u Apy-
I'HUX TOpPOAAX, HCKycCcTBO Muxanaa AUTBUHEHKO
SIBUAOCDH CBOEI'O POAAQ «BU3UTHOM KapTON > Hallen
CTPaHBI, 4eMy TaK)XXe CIIOCOOCTBYIOT ayAHO- U BH-
Aeosamucu KueBckoro MHTpomoAHdYbero xopa.
Kax BBIBOA, AOCTIDKEHHUS OAHOTO M3 CTapeMIIMX
IIepKOBHBIX TPY>KEHUKOB 3aCAY>KHUBAIOT Ha HCCAe-
AOBaTeAbCKOE BHIMAHUE, II0CKOABKY CIIOCOOCTBY-
IOT BO3POXXAEHHIO ¥ Pa3BUTHIO IIPaBOCAABHOM XO-
POBOM KYABTYPHI.
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«JcTeTHYecKast Urpa» — OAHa M3 Hauboaee
3HAYMMBIX U MHTEPECHbIX IIPOOAEM B 3CTETUKE HO-
Boro BpeMeHH. Oco6eHHO e aKTyaAbHOI OHA CTa-
AQ B Hallle BpeMsi, C TO! MOPBI, KaK CTAAU BO3HUKATDb
MHOTOYHCACHHbIE Pa3HOBUAHOCTH <«aKTHUBHOI'O>
U <KOHIJeNITYaAbHOTO> HCKYCCTB.

PopoHAYaABHUKOM >K€ TEOPHH 3CTeTHYEeCKOH
urppl mpunAro cuutatb Opuapuxa Ilmasepa
(1759-1905), BEAMKOTO HeMEeIKOro MO3Ta U BhIAA-
fomerocst MpicAuTeAs. Onupasich Ha AaHHYo M. Kan-
TOM GOPMYAY IIPEKPACHOTO KaK L[eAeCO0OPasHOCTH
6e3 IeAH, OH BBICTPOUA OPUTHHAABHOE 3CTeTUYECKOe
yueHue, UAeH KOTOPOTo HanboAee IIOAHO BbIPaXKeHBI
B ero « [TucpMax 06 acTeTHYeCKOM BOCIIUTAHUH > .

IIpexpacHoe (a 3HAYUT U UCKYCCTBO B [IEAOM)
oIpeAeAsIoTCsl UM Kak urpa. Ho caoBo aTo Tpakry-
ercsi [lluanepoM He B OBITOBOM, a CTPOrO B GHAO-
COCKOM CMbIcAe. DTO COBepIIeHHO ocobast popma
AesITeAbHOCTH, KOTOpasi 0becIiednBaeT 4eAOBEKY Ay-
XOBHYIO CBOOOAY, He OTpPBIBAsI €0 IPU 9TOM OT pe-

aapHOCTH. Kak yTBepxkaaer Illnasep, « deaoBek
UTPaeT TOABKO TOTAQ, KOTAQ OH B IIOAHOM 3HA4YeHHH
CAOBA Y€AOBEK, ¥ OH ObIBaeT YeAOBEKOM AMIIIb TOTAQ,
KOTAQ OH UTpaeT> [7,C.302]. IIpu atom «Kpacora
eCTb eAUHCTBEHHO BO3MOXKHOE BRIpaXKeHHE CBOOOADI
B sBAeHMu > |7, C. 331].

«IIpocTpancTBa> YeAOBeIeCKOM )KU3HU IIOAPA3-
Aeasiiorcs Iluasepom Ha HeckoAbko 1apcTB. OpHO
U3 HUX IJAPCTBO CAETbIX IPUPOAHBIX CHA, IJapCTBO
4HCTO XXUBOTHBIX oTpebHOCTel. Eme opHO map-
CTBO — <« CBSIIeHHOE IIAPCTBO 3aKOHOB>, KECTKO
Or'PAaHUYHMBAIOIIUX U HAITPABASIIOIIUX YEAOBEIECKYIO
JKU3HEAESITEABHOCTb. B 060MX 9THX «IjapCTBax»
JeAOBeK OKa3bIBAeTCsl 0ObeKTOM ITOAABACHHS, OTPa-
HU4eHus, npuHyxaeHms. Ho, 6yaydun rpaxaaHu-
HOM 9THX «IJapCTB>, YEAOBEK «HEe3aMeTHO CTPO-
UT... TPeThe BeceAoe IapCTBO UI'PbI U BUAUMOCTH >
[7, C. 253]. IMeHHO B HEM OH HaXOAUT OCBOOOX-
A€HHe OT BCEero, YTO 30BeTCs NMPUHYXAEHUEM, KaK
B $U3NIECKOM, TaK U B MOPAAbHOM cMbIcAe. Tak
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BO3HHKAET «3CTeTUYeCKOe TOCYAAPCTBO>, B KOTO-
POM KaXKABIIT 4eAOBEK OOpeTaeT 1eAbHOCTD U IIOA-
AUHHbIe 00IIjeCTBEHHbIE KA4eCTBA.

IIIuasep MeYTaA O MOSBACHUH UCTUHHO ITeAb-
HOTO YeAOBeKa TOTAQ, KOTAQ XKECTKOe paspeAeHHe
TpyAQ U OI0pOKpaTH3ariys ObITa 060PAYNBAAKCH OT-
Iy>KACHUEM TPY>KEHHKA OT IIPOAYKTOB €T0 ASTeAb-
HOCTH, AUMHOCTH — OT 001ecTBeHHO xu3Hu. OT-
Medasi IPOTHBOPEUHS MeXAY YyBCTBOM U Pa3yMOM,
IIPUPOAOH B AyXOM, CBOOOAO¥ U HEOOXOAUMOCTHIO,
IITuasep, BociuTaHHbIN Ha Haesx IIpocsemenns,
IIOAATAA, YTO YCTPAaHUTh MX MOXKHO IIOCPEACTBOM
5CTETHYeCKOTO BOCIUTAHHS (2, 3HAYUT, U Bce 6OAD-
Iero pacmupeHus cpepbl 3CTETHYECKON UIPBL).
ITo ero MHeHHIO, HA CMeHY IJAPCTBY HEOOXOAUMO-
CTH AOASKHO IPUATH IAPCTBO CBO60ADI (3Ty dpopmy-
Ay TIO3AHEe, B HECKOABKO HHOM KOHTEKCTe, aKTUBHO
SKCTIAYaTHPOBAAY TEOPETHKH MAPKCU3Ma). DCTeTH-
JecKas MI'pa OKa3bIBAaeTCsA TeM HadaAoOM, KOTOpoe
00beAMHSIeT MaTEPUAABHOE U AyXOBHOE, OPTaHU3yeT
XXHM3HDb, POPMHPYET U PacKpernoijaeT JeA0BeKa.

B scrernyeckux Bosspenuax Illmaaepa, ects,
KOHEYHO, HeMaAO yTomudeckoro. OAHAKO B IIeAOM
OHH OTHIOAb He aOCTPAKTHBI M OIMPAIOTCS HA Ha-
6aropeHst 1 3HaHUSL. O0 9TOM CBUAETEABCTBYET TOT
$aKT, YTO 3HAYMMOCTD UI'POBOTO HAYaAQ B )KU3HEAL-
STEABHOCTHU AIOA€TT ObIAQ IIPUMeYeHa ellje MBICAHTe-
assvmu ApesHert I'periun. I1aaTron, HanpuMep, HcaA:
> JeAoBeKk — 3TO KaKas-TO BHIAYMaHHAsl UIPYIIKa
bora, u, mo cymecTBy, 3TO CTaAO HAHAYYIIUM €TO
HasHaseHnem>» (6, C. 31]. Apucroreas xe ompe-
AEASIA YeAOBEKa KaK «CMeIoIeecst SKUBOTHOe> |6,
C. 15]. HecoMHEHHO, 9TO 9CTETHYeCKAs UTPa MbIC-
anaach ITlnasepom Kak yHMBEpCaAbHAsl U BBICOKO
3HauuMasi $opma xusHepeaTeabHOCTH. Hecayuaii-
HO IIO3TOMY B AAAbHEHIIeM MHOTHE HAEH IIHAAe-
poBckux «IIrceM 06 acTeTHIeCKOM BOCIIUTAHUM>
6b1AM BOCTIpUHATH U pasBuThl O. M. AocToeBckuMm.
ITpunuceiBaemspiit eMmy adpopusm: «Kpacora cracer
MUP> — IO CyTH A€Ad KOHIIEHTPHUPOBAHHO BhIpaXa-
eT camyio cyTb yueHus Illuasepa. Hemenxuit moar
CTaA AyXOBHBIM YIUTEAEM BEAUKOTO PYyCCKOTO IHCa-
TeAs — MMEHHO Ha IIMAAEPOBCKOM HAEAAE OCHOBBI-
BaA A\OCTOEBCKHUIT CBOIO BEPY «B O€CKOHEUHYIO CHAY
9eAOBEUYECKOM AYIIH, TOPKECTBYIONIYIO HaA BCAKUM
BHEIITHMM HACHANEM U Hap BCSIKUM BHYTPEHHMM IIa-

AermeM> [ S, C. 61]. Cam AOCTO@BCKHIT BCTOMUHAA,
4TO ellje IOHOIIET OH «BbI3yopHa [1Inasepa, roBopua
umM, 6peana um>» [2, C. 57]. Boaee Toro, nucareab
yTBepkAaA, uTo IIIrasep « B AylIy pyccKoro Bco-
caAcs, KaeiiMo B Heit octasua> [ 3, C. 31]. Ilpustom
CA€AYeT OTMETHUTD, YTO, OCBOUB BO BCEH IIOAHOTE BbI-
BOADI IIIMAA€POBCKOM TEOPHUM 3CTETHYECKOM UIPBI,
AocToeBckuit u3beraa IOAb30BAHUS ITUM TEPMHU-
HOM: CAOBO «HI'Pa>» HUKAaK He COOTHOCHAACH I1O CBO-
el 9MOIIMOHAABHOM, IPUBBIYHO OBITOBOI OKpACKe
C TAyOOKO Cepbe3HbIM XapaKTepOM TBOPYECTBa pyc-
CKOro nucateas-¢purocoda.

Awvinp B XX Beke mosiBUAACh paboTa, TeOpeTH-
9YeCKU Pa3BHBLIASL HACI0 dCTETHYEeCKOHN UIpbl Peub
HAET O paboTe TOAAAHACKOTO MbIcAuTeAs MloxaHa
Xeitzunru (1872-1945) «Homo Ludens>» («Ye-
AOBek urparommii» ). HoBaropckuit xapakrep aToit
KHHTH, OOpeTmIell MHPOYANIIYI0 ITOIYASIPHOCTb
B MHTEAAEKTYAAbHBIX Kpyrax 3amapHoii Espormsr
(a HbIHE, C UBpSIAHBIM 3am0o3panueM, U B Poccun),
3aKAIOYAeTCSl B TOM, YTO €€ aBTOp, IO CYTH AeAd
paccMaTpUBaeT UIPYy KaK OOSI3aTEAbHBII dIAeMEHT
Bcex $OpM YeAOBedecKo ku3HeaesTeAbHOCTH. OH
BBLABASIET MOMEHTbI COCTSA3aTeABHOCTU HE TOABKO
B CIIOPTE, HO U B MCKYCCTBe, B BOGHHbIX ACHCTBUSAX
u T.A. IIpu arom Xeiizunra, Bcaep 3a Illnasepom
OIIPeAEASIET UIPY KaK «CBOOOAHOE AEFICTBOBAHME >,
IIPOHCXOASIIee BHE OOBIMHO XXU3HH, HO TIOAHOCTBIO
OBAajeBarolee ydacTHuKaMu. HacTosmas urpa, kak
noAaraeT XeN3HHIa, He CBA3aHA C MaTePHUAAbHOM
II0AB30#1, HO PAaCKPbIBaeT CIIOCOOHOCTU YeAOBEKa,
IIOAHUT €T0 PAAOCTHBIM BO30yxAeHHeM. OAHHM
U3 BOXHEHMIINX KaueCTB UI'Pbl MbICAUTEAb CUUTAET
U30AMPOBAHHOCTD: 3CTETUIECKAS UI'PA IIPOMCXOAMT
BCErAa « B ONPEACAEHHBIX PaMKaX IIPOCTPAHCTBA
u Bpemenu> |6, C. 20].

I'To MHeHuI0 XeM3UHIH, BCS YeAOBeUeCKasl KYAb-
Typa BO3HUKAeT M Pa3BepPThIBAETCS B UIPe, a OT-
4acTH U B KavyecTBe urpol [Ipumdem, B Goabmreit
CTeIleHH, HA PAaHHHUX 3TAllaX PasBUTHS O0OIjecTBeH-
HBIX CTPYKTYp, HeXXeAu Ha no3anux: «Mrporo, —
IUIIeT OH,— OdYepdyeH KPYr CaMOM IepBOOBIT-
Hoit (primaevale) kyaprypoi» [6, C. 154]. Ilpu
3TOM, KaK OTMedaeT XeH3HHIa, «ee ObITHEe IpO-
TeKaeT OOAbIIell YaCTbI0 B pOpMe KOAAEKTHBHBIX
urp>» [6, C. 154]. ITo mepe e TOro, KaK KyAbTypa,
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$opMUPYsICh U Pa3BUBAsICh, CTAHOBHUTCS BCe HoAaee
CEepbe3HOM, « OINAOTOM LIBETYINel i 6AArOpOAHOM
Urpbl OCcTaeTcst Toraa noasus» (6, C. 155]. Bopo-
4eM, UTPOBOE HAaYyaAO COXPAHSAETCS — B TOM MAM
MHOM Mepe — U BO BCeX APYTUX cpepax KyAbTypPHOM
aeareapHocTu. [To MHenmro XeisuHry, B mporecce
Urpsl GOPMHUPYETCs YeAOBEK OOIIeCTBEHHBIH, CII0-
COOHBIIT CO3HATEABHO Y4aCTBOBATD B )KU3HU KOAAEK-
THBA, TOAABASTH CBOM 3TOMCTUYECKUE YCTPEMAECHUSL.

B xuure Xei3uHru moApoOHO aHAAUBHPYIOTCS
caMble pa3HOOOpasHble $OPMbI HTPOBOTO HaYAAd —
B CaMbIX Pa3AMYHBIX BUAAX KYABTYPHOM AEATEABHO-
cru. KoneuHo, HanboAee SIBCTBEHHO U MOIIIHO IIPO-
SIBUAOCH 9TO HA4aAO B IO33UH, MY3bIKe, TaHIle, HO,
MOXKAAYH, 0COOEHHO MHTePEeCHBI Te TAABbl KHUIH,
TAe MPeAMETOM aHAAU3a CTAaHOBSTCS IIPABOCYAUE,
BOMHCKHe AeiicTBUS, duaocodus. BrLaBasisa sneMeH-
TBI UT'PhI B TeX BUAAX YEAOBEUYECKON AEATEAbHOCTH,
KOTOPbI€ IPUHATO CYUTATh IPEAEAbHO Cepbe3HbIMHU,
XeM3UHra, 10 CYTH A€Ad, OOHAPY>KUBAET B CAMO UX
CepALleBUHE Ha4aAa OAYXOTBOPSIOIIE M pacKpemno-
Ijarolle YeAOBEKa XYAOXKECTBEHHOCTH.

OcobeHHO ke HAAO OTMETUTH TOT (PaKT, YTO
KHUra XeM3HHTH BOBCe He OblAa abCTPaKTHBIM
TeopeTHYeCKMM HccAepoBaHrueM. OHa BO3HMKAQ
B 3IIOXY, KOTAQ €BpOIIeNCKas KyAbTYpa HaXOAH-
AACh B KaTaCTpOPUIECKOM COCTOSHMU U, Ka3aAOCD,
AOAXKHA ObIAA BOT-BOT PYXHYTb, YCTYIIUTb MECTO
TOTAAMTAPHU3MY.

B oTHX ycAOBUSX BBIBAEHHE UTPOBOTO (TO €CTb,
OCBOOOXKAQIOIIET0,  PACKOBAHHO-OAYXOTBOPEH-
HOT0) Ha4aAa MMEAO MPUHIUIIMAABHOE 3HAYCHHE.
3HaMeHaTeAbHO, YTO NMPAKTUIECKH OAHOBPEMEHHO
C TpyAOM XeH3UHIM BO3HMKAAQ 3HAMEHMTas KHUTa
M. M. Baxtuna «®pancya Pabae>, B koTopoit 6bian
IIPOAEMOHCTPUPOBAHbI aHTUTOTAAUTAPHBIE, AHTHU-
AOTMaTHYeCKHE Ka9eCTBa HU30BOM KapHaBaAbHOIA (a,
3HAYMT, BCe-TAKH UTPOBOI1) KYABTYPBL.

B o »xe Bpemss XeH3uHTy KpaiiHe 6eCIIOKOHA
YTBEPKAAIOIUICS B COBPEMEHHOM )XU3HH <ITydpH-
AM3M>: KyABTYPHBIN HHPAHTHAM3M, HEPa3BUTOCTD
CO3HaHMUSI, 0OOPAYNBAIOMIUICS OTCYTCTBUEM UyB-
CTBa IOMOPa, IIOAO3PUTEABHOCTDIO, YpE3MEPHOM Ce-
pbe3HOCTDIO0. VIMEHHO «ITyapHAM3M> OCMBICASIACS
UM KaK BpaxpeOHOe urpe u cBOOOAHOM KyABType
HayaAro. HeTrpyaHo porapaTbces, uro Xei3uHra npu

3TOM HMeA BBHAY MHPOBO33peHHe U MUPOOIIyIIe-
HI€, KOTOpbIe yTBEPKAAAKCD B Ty mopy B [epmanuy,
B MraAuy, B IIHPOKKX KPyrax eBpOMeNCKort obime-
CTBEHHOCTH.

B cepepune XX Bexa BOZHUKAET U ellje OAHA KHH-
ra, IMelolee caMoe HeIlloCPeACTBeHHOe OTHONIeHHe
K TeMe Halllero MccaepoBaHus — pomas I. Iecce
«Hrpa B 6ucep>. OnuceiBasi HeKyI0 CTpaHy 6yAy-
utero, Kacraauio, — cBoeobpa3Hblit aHAAOT IITHAAE-
POBCKOTO «3CTETHYECKOTO TOCYAAPCTBA>» — HeMell-
KMH IIMCATEeAb YCTPauBaeT CBOEIO POAA MbICACHHDIN,
XYAOXK€CTBEHHBIN OKCIEPUMEHT: IIPEACTABAsIET
HaM HeKYIO YTOIIMYIeCKYI0 KyAbTYPY, OCHOBaHHYIO
Ha He3aBUCHUMOI OT IIOAUTHKH, OT ObITa <UTpe B Ou-
cep>» — OINepUPOBAHUU CYNTHOCTSMH M CMBICAAMHU
Bceil MUpOBOI KyAbTypsl. Ho cama ata cBobopa
OT AeHICTBUTEABHOCTH, KAK OKa3bIBAETCsI, 00€CKPOB-
AUBAeT TBOPYECKYIO UTPY, AUIIAET ee HCTHHHOM CO-
Aep>KaTeAbHOCTH.

HecepbesHoit TeMe UTpbl MOCBsIIeHa 1 HEOOAD-
IIas, HO CTaBIIasi IIMPOKO H3BECTHOH paboTa
¢panmysckoro puaocoda A. beprcona «Cmex>.
Ilo beprcony yeaoBek — 3TO XKHUBOTHOE, KOTOpOe
MOXeT BbI3BaTh cMeX. CMex, a OTCIOAA U UTPOBOe
HAYaAO B JKM3HH 4eAoBeka, beprcon paccmarpusa-
eT KaK BbIpa’keHHe >KUBOIO, IOAAMHHOTO, KOTOpOe
IPOTHBOIIOCTABASIETCSI BCEMY HCKYCCTBEHHOMY, Me-
XaHUYECKOMY.

PasymeeTcs, 1 B 3TOM CAyYae MbI UMEEM AEAO
C TIpOM3BEACHHEM aKTYaAbHbIM, HEOTACAUMbIM
OT KYABTYPHOHM S>XM3HU COBpeMeHHON EBporsl.
HMmenno B XX Beke UTPOBO€ HAYaAO YKOPeHseTCs
M HaTASIAHO OOHapy>xuBaeT ce6si B cpepax «BbICO-
KOTO HCKycCTBa>. [ mpoucxopuT aTo 6aaropapsi
BO3HHKHOBEHHUIO PAAUKAABHBIX, aBAaHTAPAUCTCKUX,
(a mO3AHEE MOCTaBAHTAPAMCTCKUX, TPAHCABAHTAP-
AMCTCKHX) XyAO’KECTBEHHBIX TedeHwuil. Yero crosr,
HaIpHUMep, Ha3BaHHUSI 00beAUHEHUIT PYCCKHX XYAOXK-
HUKOB — HOBaTOpoB 1910-1920-x ropoB: «by6-
HOBBIN Baaer», «Ocamupiii xBoct>», «HOMX>!
HecomHeHHO, cyry6o HrpoBOil XapakTep HMeAa
U AeSTEAPHOCTD 3aIlaAHOEBPOIIENCKUX AAAANUCTOB.
Ha BbIcTaBKaxX AQ-AQ MOXKHO OBIAO YBHAETD HECKOAD-
KO HEOObIYHbIE SKCIIOHATHI: CYLIUAKY AASI OYTHIAOK,
YHUTa3, AepeBSIHHbII 4y pOaH U TOIIOP, KOTOPHIM MOT-
AU TIOAB30BaThCSI 3PUTEAH.
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ITo cyTu Aeaa, MMEHHO AAAQMICTBI 3AAOXKHAM
HaYaAd <«aKTHBHOTO>» HCKYCCTBA, IIPUHSBIIErO
BO BTOPOII IOAOBHHE BeKa AABHBIM 00pa3oM $pop-
MBI XeTleHHHTa (OpraHu3aLs HeO ObIYHBIX, 3a9aCTYIO
abCypAHBIX cuTyanuil) u neppopmanca (Tearpasu-
30BaHHOE, OILSITD JKe A0CYPAHOE AEHCTBO).

Taxum obpaszoM, B XX Beke acTeTHIECKas UTPa
CTaAa AAS MHOTHX AesITeAeH HCKYCCTBA OAHHM U3 OC-
HOBHBIX IIPUHITUIIOB IPaKTHYECKOM XYAOXKeCTBEH-
Hol AesiteabHOCTH. Maem Illuasepa, dacTudHO
M HECKOABKO OTPYOAEHO yCBOEHHbIE 00II[eCTBEHHBIM
CO3HAHHEM, OBIAM IIPETBOPEHDI B )KU3Hb, CTAAH I10-
BCeAHEBHBIMU dAeMEHTAMHU XyAOXKeCTBEHHOTO 00u-
xopa. Ho obmxopaa — aBaHrapAMCTCKOrO U IIOCTa-
BaHTAPAUCTCKOT0, KOHTPaBaHTAPAHCTCKOTO.

Kak numret uckyccrosep B. M. O6yxoB: «B ae-
SATEAbHOCTH KOHTPAaBaHTaPANCTOB XyAOXKeCTBeHHas
UTpa CTAaHOBUTCA POPMOI MO3HAHMUS U CO3UAAHMA.
Hu B xaxoit Mepe He OTKa3bIBasCh OT IPHHIUIIA
AYXOBHOM CBOOOABI, KOHTPaBAaHIAPAUCTHI TSATOTe-
IOT K XYAOXeCTBEHHOH aucrunAnHe. IToaTomy oHm
IIOCTOSIHHO OIIPEAEASIIOT AASI Cebsl IIpaBHAA XYAO-
JKeCTBEHHOM! HUIPBI: 3TO MOXeT OBITb M CHUCTeMa
XyAOXECTBEHHBIX CaMOOTPAHMYEHMI, U >KeCTKOoe
ompepeAeHHe XyAOXKeCTBeHHBIX 3apad. Ilpu aTom
XYAOXKEeCTBEHHbIE UI'PBI He IBASIIOTCS CAMOAOCTATOY-
HBIMH: aKI[UH — KOHIIeNITYyaAbHbI, KOHI[eIIIIUU —
pasymubi>» [4, C. 181].

B T0 e BpeMs B KpYTy XyAOXKHUKOB-TPAAMIIHO-
HAAKCTOB ITPOMCXOAMA Ha IpOTsDkeHnH XX BeKa co-
BepIIeHHO OOPATHbII ITPOLIeCC: IAEMEHTbI ICTeTHYe-
CKOI1 UTPbI BCe H0Aee BBITECHSIANCD U3 X CO3AQHUI,
CTAaHOBSIIMXCS MPEACABHO cepbe3HbiMu. M gacTo,
BMeCTe C UTPOBbIM HAYaAOM TaKHe PabOThI AHIIA-
AHICh M HAYaAQ TBOPYECKOTO, IIOCKOABKY 00a 9TH Ha-
JaAa HEOTAEAUMBI APYT OT ApYyTa.

BaxHO# 0CO6EHHOCTBIO KYABTYPBI IOCTMOAEP-
HH3Ma SIBASIETCSI ee 0OPaIeHHOCTD K YeAOBEKY, K «
noBceAHeBY>. OAHIM U3 P OSIBACHUI 9TOH TeHACH-
ITMHU SBASIETCS HHTEPeC K HTPOBOMY HAYaAy B SKU3HH
JYeAOBeKa M YeAOBEYeCTBa, B cdpepax ObiTa 1 ObITHSL

durocodus moCTMOAEPHU3MA, KOTOPasi BBI3BAAA
CTOABKO CIIOPOB Cpa3y ITOCA€ CBOETO BO3HHKHOBE-
HIS BO BTOpOit moaoBrHe XX BeKa, U B Hallle BpeMs
IPOBOLIUPYeT HEOAHO3HAYHOE OTHOLIEHNUE K cebe.
YacTo TeopeTHUKOB 3TOro TedeHHsI PUAOCOPCKOM

MBICAH YTIPEKAIOT B Ype3MEPHOM ITyTaHHUIIE CYXKAe-
auit. Kak ormeuaer M. A. To60308: «ITocTMopepHu-
CTbI, A€FICTBUTEABHO, AIOOSIT SKOHTAMPOBATh (ppasa-
MM, AUIIIEHHBIMH CMBICAQ M 3AHUMAThCsI CAOBECHBIMH
ynpaxuenusamu> [ 1, C. 107]. Henckymennomy (aa
TIOPO1 X HCKYIIEHHOMY ) YMTATEAIO TIOCTMOAEPHHUCT-
CKUX TEKCTOB A€ICTBUTEABHO TPYAHO Pa3obparbcsi
B CMBICAOBBIX TOHKOCTSIX M M3BICKaX TaKHUX HOBBIX
TEPMUHOB KaK <« PU30Ma>, «CMEPTb aBTOPa>, <AU-
BHA>» — 1 MHOTUX Apyrux. Ho B T0 sxe Bpems To6o-
30B COBEpPIIEHHO CIIPaBeAAMBO IIpu3HaeT: «IlocTmo-
AEPHUCTBI TIPaBbl B TOM, YTO ONKCAHHE H3MEHEeHHUH
COBpPEeMEHHOT'0 MUpa TpebyeT IMpUMeHeHHs] HOBBIX
METOAOB U cpeACTB nosHanus> [ 1, C. 173].

OaHako, Kak 6bI MBI HH OL}eHHBAAU [IOCTMOAEP-
HH3M, HAAO TIPU3HATh, YTO OH BHEC MHOTO HOBOTO
B IIOHMMAaHNe COOTHOIIEHHUS 1 B3aUMOOTHOIIEHNU S
HICKYCCTBA BHICOKOTO M HU3KOTO, KAQCCHKH U Macc-
Mepua. M Bce 6oAee mUpOKOe pacHpocTpaHeHHe
IIOAyYaeT «KIMII» — XYAOXKeCTBEHHas, Jallje BCero
NPOHUYIECKAS, «UI'DA B KHI>.

U Bce >xe HanboOAee TOAHO HAESI UTPbI HCCACAY-
eTCSl M PEaAU3YeTCs B TPYAAX AesTeAel IOCTMOACP-
Hu3Ma. OHa MPOHM3bIBAeT MHOTHE HX IIPEACTaBAe-
HMS 1 TIOAOYXKEHHS], IPKO BbIpa’keHa M B CTPEMACHHHU
TEOPETUKOB IIOCTMOAEPHU3MA HalTH HOBbIE OPUIHU-
HAAbHBIE HA3BaHUS AASL 0003HAYEHHSI BOAHYIOIIHIX
ux npobsem. K HUM OTHOCSATCS Takue, CTaBIIMe
O4YeHb IOIYASPHBIMU HbIHE, HOHATHS KaK — <«Hap-
PATOAOTHS>, <AUCKYPC>, «OOIIeCTBO CIIEKTAKAS>,
«CKAAAKA>», <KHOMAAOAOTHS >, <HU30PpeHIIeCKUH
SI3BIK>, < YKPAAEHHBIIN 00beKT> U Ap. OcobeHHO aK-
IIeHTUPYeTCs IOCTMOACPHHCTAMU UIPOBOE OTHO-
IeHNe MeXAY UCKYCCTBOM M ACHCTBUTEABHOCTBIO.
M xax HHUKOTAQ aKTyaAbHBIM CTAHOBHTCS yTBEPIK-
AeHne pomaHTrka HoBaamca, yTo Mup — 310 coH,
a COH — 3TO MHP.

OAMH 13 rAQBHBIX TEOPETHUKOB ITOCTMOAEPHHU3-
Ma JK.-®. AnoTap ocoboe BHUMaHUE YAEASIET IIPO-
bAeMe SI3BIKOBBIX HI'P, BOCXOASIIIUX K HCCAEAOBAHH-
am A. Burtrenmrerina. IIpuyem, A3b1koBbIe UI'PHI,
110 AMOTapYy, He 3aMbIKAIOTCS Ha YHCTO arOHMYECKIX
MOMEHTAX, a CII0COOCTBYIOT OPMHUPOBAHUIO U Pas-
BUTHIO COITMAABHbBIX CBS3€H.

B cBoto ouepeps JK. Aeaes cunraeT, 94TO «HE06-
XOAMMBIE > TIOHSATHS AOAKHBI AOTIOAHATDCS OHATH-
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eM Apyroro, 03Ha4arI1M HEKHe BO3MOXKHbIE MUPBIL.
Pa3ym oxa3bIBaeTCs HEAOCTATOYHbIM, U B CBOU ITpaBa
CHOBA BCTYIIaeT Urpa, probpeTaromias MeTadpH3u-
geckuil cMbIcA. [TpoTuBonocTaBAeHre Urpel AToaei
U MUPOBOJ UI'PBI 00pasyeT TPeIHHY, CTHIK — TeM
CaMbIM 000CHOBBIBAETCS CAYIAHHOCTD, HEOAHO3HAY-
HOCTb 3TOrO MUPA.

OcobeHHO HHTEpeCHO UIPOBO€ HAYAAO OC-
MBICASIETCS M ITPpOsiBAsieTcsl B TBopuecTBe M. Dyko.
ITo ero mHeHMIO, PUAOCOPCKUI AUCKYPC MOXKET
CBOOOAHO Pa3BHBATHCS TOABKO Uepe3 UIPbl OTPAHU-
YEHUH U UCKAIOYEHHH, B MHOM YE€AOBEKE CAyYae Ipo-
HCXOAMT CTHPAHHE PeaAbHOCTU AMCKypca. Apxum
IPUMEpPOM TAKOI'O CBOOOAHOIO, HIPOBOIO, TBOP-
YeCKOTO AUCKYPCa CTAAO HCCAEAOBAHHE IPOOAEMbI
OesyMusi, CBSI3bIBaIOllee BOCAUHO IIPEACTABACHUS
0, O €ro ICUXOAOTHH, TBOPYECTBE — C PA3BUTUEM
ob1IjecTBa M €ro UHCTUTYTOB.

Bmecre ¢ TeM UTpOBO¥ MOAYC CAMOOIIpEACACHHS],
CTOADb XapaKTEPHBIN AASL «<IIOCTMOAEPHHUCTCKOM 9yB-
CTBUTEABHOCTH >, SIPKO BBIPA3HACSA B CaMOM CTpOe
IIOCTMOAEPHHUCTCKOTO PHAOCOPCTBOBAHMS: B TEKCTAX

7K. Aeppuaa, K mpuMepy, aKTUBHO HCIIOAB3YIOTCS
BCSIKOTO POAQ KaAaMOypbl, HEOXKUAAHHbBIE AAAIO3HH,
TO IIYTAUBBIE, TO MOKUPYIONTHeE. AAs TOCTMOAEPHH-
CTOB HeT HUKAKHX I'PAHUL] MeXAY PHAOCOPCTBOBAHU-
eM M XyAO’KeCTBEHHO-AUTePaTyPHbIM TBOPYECTBOM.
9T0, HECOMHEHHO, IPUAAET HX Pa3MbIIIACHUSIM Ipe3-
BBIYANHYIO OCTPOTY, AGAAeT HX IIPEAEABHO pacKpe-
nomenHbMI. Ho BMecTe ¢ TeM Takoro poaa TeKCThI
HeCyT B ceOe CaMOOTpHUIIAHUE, OKA3bIBAIOTCS OAHO-
CTOPOHHE AMAACKTHYECKHMH, TO €CTh HeCTUHHBIMU.
OHu B HEMaAOH CTeNeHU CaMH CTaHOBSITCS YaCThIO
<IIU30PPEHNYECKOTO AMCKypCa>», BHE KOTOPOTO,
TI0 MHEHHIO IOCTMOAEPHUCTOB, He MOYKET Pa3BUBATh-
CSL NCKYCCTBO (@ 3HAYHT U 9CTETU3MPOBAHHOE, UTPO-
Boe puaocodcTBoBaHme). M TeM caMbIM OKa3bIBAKOTCS
MHTETPUPOBAHHBIMU B CHCTEMY <«IIOY-BAACTH>» —
TOTO « MHTEIPUPOBAHHOTO CIIEKTAKAS>, KOTOPBIM
YaCTO SIBASIETCSI )KU3Hb COBpeMeHHBIX obmecTs. Ta-
KMM 06pa3zoM MOXXHO TOBOPHTb O IIPOAOAKAIOIEMCST
$OopMUPOBAHUK TEOPUH U IPAKTHKH 3CTETUYECKOM
UI'PbI, B XOA€ KOTOPBIX BCe SIBCTBEHHee 0OHAPY>KHBa-
IOTCSI ee TAYOUHA U AUAAEKTUYHOCTb.
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Abstract: In the article the characteristics Boyko dance in the context of Ukrainian folk stage
dance. The main trends of Boyko dance as part of the study of Ukrainian dance in general and pe-
culiarities of choreographic traditions Boyko. Outlined role in shaping the folk dance choreogra-
phy Boyko culture in Ivano-Frankivsk region. The analysis of the scientific coverage Boyko dance.
Determined stylistic features choreographic culture Boyko. The actual problem is the synthesis of
art experiences enrich Ukrainian culture choreographic achievements Boyko national dance in the
Carpathian region late XX — early XXI century and on this basis to develop new approaches to the

development of dance in general.

Keywords: boiko, choreographic culture, Ukrainian dance, Boiko's dance, folk dance, ethnic

groups, Carpathians.

The formation and development of choreo-
graphic culture Boyko in Ivano — Frankivsk re-
gion — a promising direction modern art history
research. Analysis of historical and ethnographic
research Boikivshchyna as a whole is extremely im-
portant for the study of the general laws of domestic
and world culture-process. However choreographic
culture Carpathians Boyko second half of XX — be-
ginning of XXI century in modern scientific works
are not covered. So important is the need to define
methodological bases of formation and develop-
ment of folk dance Boyko Ivano-Frankivsk region,
features its stage of processing.

Analysis of the literature on the research showed
that the study engaged Boyko dance choreogra-
phers — practices that were collected folklore mate-
rial and performed interesting dance performances,
so research Boyko dance is not illuminated. The pa-
per uses comparative analysis and synthesis provi-
sions professional works of Ukrainian scientists in

the fields of history, culture, ethnography, philoso-
phy, art related to the theme of this thesis. Method-
ologically significant was the work of Roman Ha-
rasymchuk where ethnographer collected folklore
material which made it possible to generalize the
development Boyko dance.

Fundamental research is based on a synthesis
of the general provisions of ethnographic research
Boyko in the Carpathian region. Ethnographical
research and the study of folklore Boikivshchyna
engaged in Ukrainian and foreign scientists 1. Va-
hylevych, V.Bahrynets, A.Sryzhak, R.Slivka,
O. Galko.

Problem is clarifying becoming choreographic
culture and trends Boyko folk dance Ivano-Frankivsk
region and identify stylistic features choreographic
culture Boyko Carpathians.

In the second half of the twentieth century
Ukrainian choreographic culture appears as a sepa-
rate discipline and the subject of study of various
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sciences — history, philosophy, folklore, art, edu-
cation and others. Today, various theoretical con-
cepts of choreographic research culture in general
based on a thorough study of folk dances, which are
reflected in the performances of professional and
amateur teams.

Choreography Ukraine passed a certain evolu-
tion. «From ancient times dance reflect the life, activ-
ity, feeling person. Researchers primitive culture has
repeatedly stressed that the dance was inseparable
from the song> [3, P. 11]. First Source dance was
playing different work processes, beliefs in phenom-
ena of nature and observe the world around them
that changing under the influence of historical, social
and economic factors. Every region of Ukraine has its
own customs and rituals, traditions, preserved its
national originality displayed in songs, music and
dance. A special place in the development of Ukrai-
nian choreographic culture takes Boykivshchyna.

Boykivshchyna — ethnographic area that oc-
cupies the central mastered most of the Carpath-
ian Mountains (Beskid, Gorgan, Carpathians). In
the Ivano-Frankivsk region Boykivshchyna covers
Dolina, Kalush, Rozhnyativ and Bogorodchany of
areas that today a preserved traditions, customs, ritu-
als, whose residents in a certain historical period in-
volved in the decisive events of the Ukrainian state.
Originality and originality population Boyko edge
manifested in philosophical ideas and beliefs, rituals
and material and spiritual culture.

According to A. Bagan [1]. The basis for geno-
type striker became the ancient Aryan tribes — the
«legendary Carpi,» which was a historic day slavs.
Later, under the auspices of the White Croats, there
was « state « Great Croatia, the boundaries of which
coincided with the separation Boyko. Therefore, his-
torians widely believed that the Carpathians in the
Middle Ages were inhabited by white Croats. Origin
Boyko tried to explore 1. Vahylevych, A. Strizhak,
Bahrynets V,, R. Slivka.

In IX — XI century the territory of present Boi-
kivshchyna was part of Kievan Rus, and in 1199 —
to Galicia — Volyn principality. In the 40 years of
the XIV century the land seized by Polish nobles.
After the first partition of Poland in 1772, result-
ing in the seizure of Galicia Austria Boikivshchy-

na area was in the Austrian Empire. In November
1918, after the collapse of Austria-Hungary joined
the ZUNR, which lasted five months. From 1919 to
1939 Boykivshchyna invaded Poland. Since 1939,
the area within Ukraine.

Search activity allows more historians delve into
the past, the study compared the facts, but they all
converge into a single view that Jaunty emigrated in
Western Ukraine, where new customs and rituals.

For the first time research Boyko studied dance
R. Harasymchuk in 1939. It was a book, which is
written based on field studies and in the post-
war years has been supplemented and has been
praised PP Virskyi. Also, this work was one of the
best achievements of European horeolohiyi, but it
was based on records of Hutsul, Boyko and Lemko
dances in individual schemes and short historical
analysis. Roman Harasymchuk «one of the first in
Ukrainian Ethnography drew attention to academic
performance mapping techniques to study ethnol-
ogy and classification of musical material» [4, P. 9].

Dancing Boyko have much in common with
eastern neighbors — Hutsul, but Jaunty perform
their dances quieter, more smoothly and freely, on a
slightly bent at the knees feet. Roman Gerasymchuk
believes that the main features of Ukrainian Boyko
dances enriched with specific features inherent to
Boyko choreography. In his book «Folk dances
Ukrainian Carpathians. Bojko and Lemko danc-
ing, «he writes,» Boiko dances performed easily,
smoothly with little bending your knees>. Accord-
ing to Roman Herasymchuk basic features Boyko
Ukrainian dances enriched with specific features,
«Bojko dances performed easily, smoothly with little
bending knees> [S, P. 63]. According to Boyko con-
struction dances he divides them into: Boiko kolo-
myiky dancing Cossack dance Boiko, Boiko kolomi-
yka-Cossack dance, dancing Boiko other structures.
Analyzing R. Harasymchuk work, you can make
the following list of basic folk dances recorded in
the Ivano-Frankivsk region, «Vyvyvanets>», «The
Shepherd>», «Chetvertak>» (Vyshkiv, Dolinsky re-
gion); «Zhurylo» (Nadvirna), «Boykivchanka»
(Ivano-Frankivsk).

According to geographical location Boyko liv-
ing in the Transcarpathian region, it is possible to
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determine the nature and manner of performance
dance similar to the Slovaks. Great value in a dance
becomes especially prytupy. Great value in dancing
takes effect Boyko Hungarian dance culture from
which it took over Jaunty music syncopated rhythm.
Very similar to the Hungarian Boiko women jump-
ing, twisting body and cross steps. In the manner of
Hungarians Jaunty often dancing with raised up one
or two hands. The structure of some Boyko dances
are modified elements of Polish folk dances. From
Slovaks took over and made his feature dance style
perform some movements in the squat.

Besides adopt from other cultures dance move-
ments, among the most common dances Boyko are
«tropitka», «prysyadka-Hayduk>, «vyhylyasy>,
horseshoes and other movements. Among Boyko
folklore dances in the Carpathian region is like «Cu-
cumis Metuliferus» wedding dance «Big Dance>,
«Chetvertak.» Animportant role in the composition
of dance techniques repeat play, drawing figures. Ad-
vantageously each start dancing men is «dancing.»

The most common dance Boyko Dolinsky, Rozh-
niativ and Kalush district is polka. No fun, weddings,
evenings can not do without the polka. Polka is per-
formed on a shallow squat, sometimes couples do
alternate housing tilts to the right and left. To di-
lute the ordinary polka, dancers pass to Swivel steps
(perestupannya) in pairs to squat, which may end
«prytupom>. Prytup takes only a man. It shows his
agility and attracts attention.

The play of Ivan Franko «The Stolen Happiness>,
was based on events that took place in Boikivshchy-
na. When production of the play choreographers use
Hutsul choreography, and would reflect Boikivskyi
flavor. At the core of the play is the popular «Song of
Shandar.» It has three options. One of them recorded
Mykhailyna friend Frank Roshkevych 1878 by a peas-
ant in the village of Sebaste Chyhur Lolyn Dolinsky
district (today district). This song, which differed
tragic conflict resolution, vivid characters individu-
alization, which was clearly expressed desire for free-
dom just peasants, and became the basis of the plot

dramatic work of Franco. Extensive saturation plays
Ukrainian folklore is one of the most important ar-
tistic means playwright, author created so realistic
folk drama. Many filmmakers turn to choreographers
when putting this play. Most performances show Hut-
sul dances, but really should show Boiko elements of
dance. The village Lolyn Dolinsky district home to
many old-timers who could share interesting facts
even from the Life of Ivan Franko.

Choreographers Carpathians in their work of-
ten turn to treatment folk dances. Interesting Boiko
choreographic compositions appear on the stages
of Ivano-Frankivsk region, among them: “Dolinsky
dribonkyy”, “Bojko fun’, “Vyshkivs’kyi cheerful’,
“Boykivchanka”, “Boyky wedding”, “Boykovsky
twisted”, “Lyubaska.” “The processes of birth and
formation of a dance held differently, but basical-
ly it has always been dialectical interaction between
collective and individual creativity as movements,
shapes, invented one or several choreographers or
dancers evolved, enriched the imagination of many”
[2,P.297].

Thus, the nature and manner of performance
dance Boyko is one of the interesting elements
of study Ukrainian dance in general. Problem re-
search Boyko dance remains less explored. Before
each choreographer — director raises the problem
of implementation choreographic performances
that would interest a modern audience, but kept the
authenticity of their native land. So folk material in
Western Ukraine — is an inexhaustible source for
new theatrical dance tracks based on the principles
of treatment of folk dances. Many dance groups
today in his repertoire using elements of different
types of choreography. Every year appear new cho-
reographic compositions that are interesting for its
authenticity, bright costumes and music. The suc-
cessful combination of folk paraphernalia, interest-
ing stories dances, music and costumes complement
the material composition of dance artists, which
makes them unique and distinguishes Bojko cho-
reographic culture Carpathian all others.
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