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Hrop ManmjeBcku W3zBohauka mpupoaa 1 yMETHHYKH TEKCT...

DOI: 10.2298/MUZ1417011M
UDK: 781.7:781.68

H3Bohauka npupoaa U YMETHHYKH TEKCT Y eTHHYKOj'
MY3HUIH

Hrop ManujeBcku?
Pycku nncTHuTyT 32 icTopHjy ymeTHOcTH (CaHkT [letepOypr)

Ancrpakr

Unanax je rnocseheH ¢pernomeny yMEeTHUUKOT TEKCTa W ilyiie6uma ez 0602 Ha-
ciiajarsa y TpajUIMOHAIHO] €THUYKOj My3HIH. PeBurpany cy OjMOBH Kao IITO
je sapujaniurocti, KOju Cy ce YCTaIuIN Y (HOIKIOPUCTHUIIN, a YHjU Cy U3BOPH Y
€BPOIMOLEHTPUYHO] MPEICTaBU (KOja TOTa3H Off aKaJeMCKe MHCaHe TPaguInje) O
HEKaKBOM IPBOOMTHOM TEKCTY, KOjU C€ 3aTHM HEeNpecTaHo Mewa. Mcrpaxyjyhn
reHepaTUBHE (COILHO-TICHXOJIONIKE, (PYHKIIMOHAIHE, )KAHPOBCKO-CTPYKTYPHE) (ak-
Tope (hopMupama Jiejia eTHHYKE My3HKe, ayTOp BUAN MyTEBE HEHOT OCTBApHBambha
Y CKyily IPEIBUUBUBUX M PEATHO OCTBAPEHUX KOHKPETHUX TEKCTOBA U Ha OCHOBY
BUX MaTeMaTHIKOM TEOPHjOM MHOIITBA H3BOAN HHTETPAIIHY (POPMYITY TAaKBOT My-
3MYKOT JIeNla, KaKO MaJie Tako U BEJUKe (hopMe.

Kibyune peun

Bapupame, BEKTOp IIPeHoca / TpaHClanuje, UMIIPOBH3alMja, WHTEPIpPETAIH]a,
n3BOheme, MMOjMIbHBA, TUIAHUpAHa MPEIBUAJbHNBA, pPeaHa OCTBAapeHa, CUTYyalllja
YMETHHYKE KOMYyHHUKAIN]€, YMETHUUKH TEKCT

ETHHuka My3uka ce TOKOM MOCHEIHhUX HEKOJIMKO JCleHH]a
Hallula y TPWIMYHO TapaIoKCaTHOj CUTYaIIU]H.

C jenne cTpaHe paTroBH, peBOIYIH]je, HACOJOMKa Oopbda, pe-
Mpecyja HajJ HOCHOLMMA Tpajulldje, ypOaHU3alMja, CTEPEOTUITH-
3amMja A0 MWJIMTAHTHE MA0IIOHU3aNM]e OOIMKAa MAacOBHE KYIType
U MEJIMjCKOT MpEHOIIeHka, MyTallija CBECTU ca OIJIYYHUM Cyipoi-
ciias.barwem wpaouyuju y 0Keupy came cpeouHe xoja je u3Heapuia
Ty TPAJHIIHI]y, aJTK KOja je 3Ha4ajHO MyTHpajia — CBE j€ TO IMOCIICIINIIO
pylIee, a MOHEeKal U MOTIYHO YHUILITEHE €eTHUYKE MY3UKE U YnTa-
B€ €THUYKE KYJIType Y HEKUM PErHOHMMA Y Hb€HOM >KHBOM PEATHOM
OuBCcTBOBamY M PpyHKIMOoHKHCamy (Manuesckuid 2007: 145-157; Sa-
dowski 1995: 17).

C npyre cTpaHe, HIMpEHE OICEra U 3ajaraka cCaBpeMeHe IJI0-
OanM30BaHE KyJIType, ToTpara 3a HOBUM H3pakajHUM MoryhHocTHMAa
YMETHOCTH, IIyTEM €K0J102 u3ayuje yMeiiHocitiu y OIIITeM KOHTEK-

I AyTop y opurisanHoM TeKcTy KOPHCTH TEPMUH SilHUYECKAS MY3bIKA KAO 33]€THUYKH
Ha3WB 32 Hajpa3InYuTHje My3HUYKe )KaHPOBE KOjU CaJpiKe €JIEMEHTE TPaJUIMOHATHE
My3uKe. Mako mpeBoj TepMHHA Ha CPIICKH j€3UK, €THUYKA MY3HKa, HHje yoOudajeH y
Hay4HOM JHCcKypcy y CpOuju, ONpeesniii CMO Ce 3a Bbera y MpeBojIy CTyuje 300T mbe-
roBe 00yXBaTHOCTH, Y CKJIaJly ca LIMPHHOM ellabopupaHe npodiaeMaruke (ipum. yp.).
2 jhormew@mail.ru
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CTy TeXKIbU U CTPEMJbEHY J1a C€ 0KUBU POOOTH30BaHA JbYJICKA IMO-
myJaiuja, morpara 3a CBeKUM, UpUpoOHUM MATEPUjalIOM U KUBUM
dbopmama HermocpeHe yMETHUYKE UHTEpaKIIMje HOCUIIala U puma-
jara yMETHOCTH, Kao U JyOOKHX M3BOpa Mpenopoja M pa3Boja Ha-
nuroHaiaHe ymeTHocTH (AnTonsH 2001; Kemnben 1999), nayuonan-
He udeje 1 HEHOT OCTBAPHBaba Y [ICIMMa YMETHHYKE KyJITYPe O
HajPasINYUTH]UM [apoJiaMa, Ha [PEJIasy y HOBU MUJICHH]yM H3a3H-
BaJM Cy JI0 caja u 1o oOuMy HeBul)eHy €KCIUIO3H]Yy MO3MBamba Ha
eTHn4Ky My3uky (Ksutka 1973: 10, 28; Kanabepna 2006: 5-7).

[Taxxwa ce Ha Wy oOpaha kako y oOsacTiMa Hayke, OIIITET
1 YMETHUYKOT 00pa3oBama (01 BUCOKOUIKOICKUX JI0 MPEALIKOICKUX
YCTaHOBA), KIYICKOT Pajia, TAKO U Y HAJpazInIUTHjUM 00JlacTUMa U
dbopmama caBpeMeHUX KOMyHHUKallKja (CpeCTBUMa MAaCOBHUX KOMY-
HUKaI¥ja, HHTEPHETA UT/L.).

CBe aKTHBHH]€ HACTaj]y, MEHajy Ce, pacaiajy ¥ IOHOBO OCHH-
Bajy MHOIOOpOjHE IpyIe CTBapalialia €THHYKE YMETHOCTH HajpasIit-
YUTHJUX yeMepera 1 popmu (Mauuesckuii 2006: 8-18).

3a ]C,Z[He je eTHUYKa My3HuKa, YIJIaBHOM, CaMO Maiuepujan 3a
Muiu3ayujy 1 OuceMunayujy y OKBUpy oapeheHux craniap/a xaH-
pa u ¢popMe IpeHoIIeHkha (MHTEpIpeTalnje, apTUKyJIalyje, n3Bohad-
KOT MOHAIIamka, ayIu0 U BUAE0-3aI1ca, y JUPEKTHOM WIIM UHAUPEKT-
HOM KOHTAaKTY Ca CIIyIIAOLIEM).

Jlpyru Texe 1a y U3BeCHOj MEPU OXKHUBE ETHUUKY MY3HKY Y HO0]
CBOjCTBEHOM, UMAHEHIIHOM CUCTEMY HAacTajarba U KOMYHHKAIIH]e.
OBze cy y nIpBOM peay MHOTOOpOjHE, MPETEKHO OMIIAUHCKE MpO-
decronasiHe U aMaTepcke, IpaJcke U CEOCKe, CTYIEHTCKE, IIKOJICKE,
KIIyTnicke (CBUX BpcTa) (OIKIOpHE U eTHOTpadCcKe rpyre U IMojeau-
HAYHU COJHMCTH — MeBa4Yl, UHCTPYMEHTAINCTH, TIeCayH, Ka3uBayH,
roymmu uta. (Toskaitmo 2002: 5-66; Buaetn pamoBe y Tetenskas
2009; Cospemenmnvie meiioowvl uzyuenus u coxparnerus... 2010).

Mehy kapauHaiHe npobiieMe y CaBpeMEeHO] YMETHUYKO] Jienar-
HOCTH U pean3alyju eTHUYKE My3HKe CBHX BPCTa YMETHUYKUX Ipyma
KOj€ Ce Ha Y M03MBajy, Cliajia npolieM uzeolauxke KomMyHukayuje v,
CXOIHO TOME, IPUPOJIC HPEeHOulerba HEHUX U3PA3a, Kao U yMeiiHuy-
KUX cilipyKifiypa, Koje y4ecCTBY]y y HBHXOBOM OCTBapemwy Ipel Npu-
MaoIllMMa YMETHOCTH (TJieaaonuma, ciymaonuma, uta.; Sachs 1929;
Marmesckuii 2007: 149—152; Manuesckwuii 2013: 53-55).

300r Tora je u3y3eTHO JaKO 3aMUCIIUTH ITa YMETHUYKH TEKCT
JieJia eTHUYKE My3UKe MPe/ICTaBba Kao KaitieZ opuja.

CacBuM je yHUBEp3aJIHA HA OBOM MECTy Jara Jae(uHUIMja
YMETHUYKOT TEKCTa y KYATYPH Kao yMeiiHuYKe YurbeHuye Koja ce
ipeociias.ba dpumaoyy y CUTyalluju hyHKyUOHUCArwA N iepyeii-
Yuje HOPMaTUBHE 32 Ty BPCTY YMETHOCTH. YMETHUYKHU TEKCT j€ OHO
UITO cileapanay u3iaxce gpumaoyy y npouecy yMETHHUKE KOMY-
HUKaIuje.

12



Hrop ManmjeBcku W3zBohauka mpupoaa 1 yMETHHYKH TEKCT...

3a KIBMKEBHOCT, CIIMKApCTBO, CKYIITYPY, apXUTEKTYpY, a Ta-
kohe, y u3BeCHO] MepH, 3a aKaJIeMCKy MY3UKY MHCaHE Tpajulldje,
YMETHUYKU TEKCT j€ a0eKeaiian caMoM ymeiiHuukom oeny. Yura-
JIaIl je MpoYuTa0 OHO IITO je MUcal CTBOPHO, TIeaaiall jeé BUIEO TO
IITO je Bajap W3Bajao UTA. [ymarl, ka3uBad, My3u4ap u3Bohad cjo-
0OZHU Cy J1a Jajy CBOjy MHTEpIIPETaIn]y, aJldi HE MOTY Jia TIpOMEHe
TEKCT OHOTa IIITO CYy KOMIIO3UTOP, IECHUK, ApaMaTypr Jejia Hamuca-
7. 360r Tora je MOTIYHO pa3yMJbUBa CKerca UCTpakuBaya yMETHO-
CTH TIHCaHE TPaJUIIHje Y TIOTIICy CaMOT iociojara imeKkcitia uiv
oena Kao WakeoZ y TPaaullMOHAIIHO] €THUYKO] MY3HUIU (O TOME je
y CBOJUM YCMEHHUM HACcTylIMMa BUIIIE ITyTa TOBOPHO YaK U TaKaB I10-
3HaBasal Kynrype Mcroka kao mro je J. B. Hazajkuncku (Hazalikun-
ckuii 1982).

U To je pasymsbuBO. Y NPUPOAHUM YCIOBHMa OMBCTBOBAMA,
(bYHKIMOHUCAKa, IPEHOLICHA U pajarba TPaAullMOHAIHE €THUY-
ke ymetHocT (Hukutuna 2009) ¢popmuparse ymeTHudxor iiexciua,
TEKCTyaJiHe CIIpyKiype 1niecMme, jieca, MHCTPYMEHTala Yy YUTaBOM
KOMILJIEKCY HeTOBUX KOMITIOHEHATa (ped, HareB, UHCTPYMEHT, TeXHHU-
Ka Urpe, miecHa JeKCUKa U MHU3aHCIIeH, BUILErIacje, pakTypa, KoM-
MO3UIIMja, apTHKYJIaIuja, TeMOp UTa.) noraha ce cBaku NyT U3HO8a
y IPOLIECY OupeKitine ymeitnuuke kKomyHuxkayuje usmely uzeohaua
ciieapaoua v iipumaoya (YKbydyjyhu komyHUKaiujy usmely rnesa-
4ya, UHCTPYMEHTAJIUCTA, [lecaya U Tiymala y mpolecy UCToBpeMe-
HOT citigaparba-onarcaroa).

Ogne je BaxkHO cxBaTtuTHu ciieaehe. Kapakrep komyHHKaIje u
CXOIHO TOME YT (popMHpama oaropapajyhe ayino u BU3yeinHe npea-
CTaBe M HEHOI OMNa)karhba OUTHO Cy BE3aHU 3a CreUu(UIHOCT KOH-
KPETHOT iiuiia duscirieosara onpeheHor My3HuKor oopaciia y OKBH-
pY uenosuirioZ cuctema mocTojama *KaHpa U 3ace0HOr YMETHUYKOT
Jiea, Ka0 M KOHKPETHOr 4YMHA (PyHKUHMOHHCAama TOI YMETHHUYKOT
Jieia y peajHoj CUTyalluju.

OyHIaMEHTAJIHU 3Ha4aj UMa HCUXO0I0WIKO yCMeperse TIeBaya,
MHCTPYMEHTAIIUCTE, Iulecaya y OAHOCY Ha Kapakiiep KOMYHUKa-
yuje nmajyhu y Buny o6jekTuBHE U cyOjeKTHBHE OKOiIHOCTH (Ma-
nueBckas 1998; Martiecbka 2010). ¥V BuX cmamajy MEcTo U Bpe-
Me u3Bolema (1aH, Beue, HOh WTI.), TUIl M aKyCTHKa MPOCTOpH]jE,
TeMIIepaTypa, BpEMEHCKE MPWIKKE, BIaXHOCT UTHA. M nuyHO cTame
YMETHHUKA, YKJbY4IYyjyhU HErOBO PacIoOKEHhEe U BEeroBe MCUXodu-
3UYKE KapaKTepUCTUKE, KapAKTEPUCTHKE HErOBOI IJlaca U JOKOMO-
TOPHOT CHCTEMa, TIIACOBHU PETUCTPU KOjU Cy ONTUMAIHH Y JaTOM
TPEHYTKY, KapaKTepUCTHKE JHUCAa, CTAE yCaHa, Je3UKa, IIACHUX
KHIla, pe3oHaropa uta. M cxoqHo ToMe, 0COOEHOCTH MpUMaoLa: jep,
He ujae y etap, Beh je oupekitino na mwez a ycMepeHa u Ha ez a ce
MIPEHOCH KOHKPETHA U3pakajHa yMETHUYKA HH(opMaIyja.
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3ajeqHo C THM, Ty peajHy 3By4HY CIHKY, Tj. JEIMHCTBEHY Yy
CB0jOj BPCTU U HHKAJla BUIIIE HEIIOHOBJbEHY TEKCTYaJHy CTPYKTYpY,
NEPLUUNNPAJy TPAIUIUOHAIHYU IPUMAOLIM CBAKH ITyT HE KA0 HOBO, He
Kao OpyZ o neno, Beh caMo ka0 ONTHMAaJIHO 32 KOHKPETHY KOMYHH-
KaIlMOHY CUTYaIN]y 0Citieapuearsa uciuioZ , jeIMHCTBEHOT 110 CBOjOj
CYLUTHHH deld, UCTE TMeCMe, UCTOI UHCTPYMEHTAIHOT KOMaJia, fa U
BUILIE OJ TOT'a — YaK Kao yipaeo iie came iiecme, yiupaeo imioe camo’
UHCIUpyMeHiuana. ..

Hcropuja eTHOMY3HUKOJIOTH]E j€ Y 3HATHO] MEPH UCTOpHja TI0-
Tpare 3a HayYHUM O0jalllieHheM TOT (PeHOMEHa.

Jenan ox myTeBa pemaBama TOr mHpobiema 3acHHBA CE€ Ha
aiipuopHoj ynuegepsanuciiuukoj 3aoyou (mpema cimkoBUTO] nedu-
HULIMJH KJacuka eTHomy3ukonoruje XX Beka J. B. Xunujyca / E. B.
['unmuyca) — na ce y oCHOBM pa3Hux @ep3uja (!) BUIU HEKH ,,HC-
KOHCKHM ™~ WJIM ,,3aMHUIIJBEH OJ CTpaHe IeBaya Wiu My3udapa’ #peo-
Ouininu, apxetiuiicKku ieKciii, a 1a C€ OH 3aTUM Mojelyje (YyTUlaj
HCKYCTBa MepleNiyje mIucaHe, KOMIOHOBAaHE MY3HKE C HEHHUM IIp-
BOOMTHUM HOTHHM TEKCTOM OBJIE je ouurienan). Mspahenu cy yak u
METOIM U3TPaJIibe TAKBOT UHEAPUjAHIIHOZ ieKcitia HA OCHOBY MO-
nenoBama puimimuuko wmuita (K. B. Ksutka, B. JI. TomoBckuii u
IIp.), BEPTUKAIHOT Mopehema BapujaHaTa U TpaKema 3ajeTHHYKHX
TOHOBA WJIM TOHAJIHO-MEJIOUJCKUX CPEAUINTA, TAKO3BAHOT Meno-
oujckoZ muiia (I'omosckuii 1971; 3emuoBckuit 1975).

Hpyru myT je Tpaxeme dapaouz me itecme, Koja ce TyMadu Kao
dbopmyiia moryher ckyra BapujaHara, ma ojaTie U TyMaueHme jKaHpa
Kao ceeyKyinociu onpehenux rpyrmna rnecama (y ToMe je HajIoce-
nuja C. U. I'puma, B. I'puma 1977). Jom jenan Kopak je y yCMEHUM
pasroBopruMa He jeHOM IMOHOBJbeHOT cTaBa E. B. Xunuyca na uza
CBaKOT TEKCTa ,,Ka0 MojeuHaYHa (HOJIKIIOpHA YHLEHUIA” CTOJH ACIIO
KOj€ j€ ilojMbeHo OJ CTpaHe HOCHUJIAIA TPAIHIIH]E.

Tezaypyc Hocuana mucaHe Tpagulfje ofpa)kaBa ce Uy Of-
roBapajyhum Qopmama wu3Bohauke HHTEprpeTanuje (CBECHO WIH
HECBECHO) YCMEPEHE Ka HEKaKBOM ,,[JTABHOM, ,,lIOYETHOM”~ MOTHBY.
VY 0B0Oj ¢asu je HHTEPECAaHTHO OOPATUTH CE€ KOZ HUIIUBHO] MY3UKO-
102 uju ¥ TIOKYIIATH Ja C€ OTKPH]y épedcitiase 0 oBoM (peHOMEHY
camux Hocunaya My3UKe YCMEHE Tpajulldje, WK, Ta4HHje (mpemMa
nedunumju K. B. Yucrosa, Beh mmpoko npuxsaheHoj y caBpeMeHO]
Haylll) — YMETHOCTHU KoHiaKinine Komynukayuje (Yvctos 1972).

EBo nexonuko npumepa. Kana je, gomasmm paau o0yke Koj 1c-
TaKHYTOT XYIIYJICKOT My3ru4apa 1 KJlacuka eTHO Tpaauiuje Bacunuja
Morypa, BHOJIMHUCTKHIbA U €THOMY3ukosor B. MarmujeBcka (Ma-
[IMEBCKas) MOKyIIaia Aa YKJbYYHM MarHeTooH, MaeCTpo jOoj TO HUje
JT03BOJIHO. ,,[aKBUX CHUMaKa MMa MHOTO U Moryhe HX je npoydaBaTu
Kao "yoBeka nmpema (ororpadujama. Ajr, ako KEIHUII 0a ceupaui Kao
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Mu, CBE TaMTH ymuMa u ouuMma!”. [Tocre Builie4acoBHOT Tpyjia y Ha-
CTOjamy Ja OBJlaJa OOMMHUM MY3HYKHM JIEJIOM, TOIITO j& MaeCTpo
NPHU3HAO Jia j¢ BECHO CBUPAE MPABHIIHO, Bukropuja je omty4nia ia
0BO Je110 HOTHPA. AJIK TO je 6110 Hemoryhe, jep je IPUIMKOM yuerba
OBJIajiana He jeAHNM, Beh 3HATHUM OpOjeM pasnuuuiniux, a pagHo-
ipaenux TEKCTyaJIHUX MHTeprperanuja. M Tek momro je cHUMMIa
jelaH off CBOJHX COIICTBEHUX M3BOhAuKuX ocirieapenux iiekciviosa,
om0 joj je moryhe na ra 3amnmuiie.

Jpyru npumep Takohe motuue U3 mweHor uckycrBa. Kama ce
MocJie IyTUX MpUIIpeMa 3a CYCpeT ca JAPYTUM HUCTAaKHYTHM TpaJu-
UOHATHUM (OyKOBUHCKHUM ) BUOJIMHUCTOM CrinpunonoM [Ipunumya-
HOM, MPOYYMBILY U OBJIAJABIIN IO HAJCUTHUJUX JIeTalba MpemMa Io-
cTojehrM CHUMIIMMA HETOBHUM PENEepPTOapoOM M HAYWHOM CBUPAHA,
BukTopuja mojaBuiia npea MaeCTpoM, OH j€ Ma)KJbUBO, CACTyIIIABIIN
cBe, pekao: ,,CBe je moopo. Jla, To je Hama my3uka. CBupahemo. Aiu,
3alIToO TU ceupawt Kao ja? Ceupaj kao mu!”.

Yak u ckyii moZyhux iexcitioesa Mopa KO/ CBaKOI' MPaBOT
MajcTopa OMTH CONCTBEHH, JINYHU, MODA J1a OJpaXkaBa HEroBy WH-
AMBUJIyaJIHy IPEACTABY O MHTCPIPETUPAHO] MY3HIIH HIIH, TAYHH]E, O
MY3HUIU OCTBAPEHO], POhEeHO] Y MpOLeCy CBUpamba HEMOCPEIHO MPes]
ClIyliaonuma.

Kao mponyKkTuBHHJY, OCEOHO y KOHTEKCTY TPaXeha IyTeBa
yCBajama M Tpajarma ayTCHTHYHHX q)opMI/I My3ULHpatba U HPCHO-
1ieha TPaaullnje, BUAUMO IIPEICTaBy O CBAKO] peaiHO] My3UUKO-eiti-
HOZ paghcKoj uumenuyu xao enemeniiy cKyiia Moryhux texcrosa (y
MaTeMaTH4YKOM CMUCITY, OClamajyhul ce Ha TeOpHjy CKyIOBa y BUIIIO]
Marematuiy). OHu cy 00jeIumbCHH OMIITHM 3aKOHUMA CIApYKIdypu-
parsa (YKIbY4yjyhu apTUKYIHCabe) Y OKBUPY YMETHHYKOT CUCItie-
Ma, KOJU TpajHLija NePLHUIIpPa Kao JSAHO LEIOBHUTO, jeOUHCIHIGEHO
Oe/w, JEIMHCTBEHY IIECMY, IIEC, HHCTPYMEHTAIL.

Jpyrum pedrma: ako, KOpUCTehr TeOpHjy CKyIoBa, y OOIHKY
dbopmyrie u3pazuMo MOHOTEMATCKO AeN0 A (13 001acTH ETHUYKE MY-
3WKe), 100ujamo:

MA = al, a2, a3, a4,

AKO XeMMO Jia MPEACTaBUMO BHILIETEMATCKO /170 (MM BH-
HIe/IeIHO, YKJbY4Yyjyhu U Jefa ca €BeHTyaJIHUM JOCIOBHHM IIO-
HABJbAEM WJIM MOHABJBAEM Y3 MPOMEHE MOjeMHAYHUX eMHU304a
— TeMa), OIPaBIaHoO je 3a0€JIeKUTH T'a OBAKBOM IIEMOM:

MA =Ma, Mb, Mc, Ma,Md, ...N4, ..Ma ...,

rae ce noa N mojapa3yMeBajy MHAMBHIYAIHU WMITPOBU3ALIM]-
CKU yMELU KOjuU MOTY OUTH YKJbYUYEHH Y TO AEJIO.

Jlakne, y HajBakKHU]jE TeHEpAaTUBHE (PAKTOpPE HACTAHKA PEATTHOT
TEKCTa — W3BOhauKe peann3alije eTHUIKE My3HKe Tpeba yopojaTu:

1. camo ymeitinuuko deno xao cKyit Moryhux apTUKyIHMCaHUX
ocingapersa — ipedsudbUBUX, HOjMbUBCUX, HIAHUPAHUX, DEATHUX,
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[P TOME CY HEroBe >KaHPOBCKE JOMHUHAHTE JOBOJbHO AudepeH-
LUPaHE y PA3IMYUTUM CTHHYKHM KyITypama (PHTMHKA, MEJIO/IHKA,
KOMIIO3HIIM]a, apTUKYJIAIH]ja, CIIEU(PUIHOCT TeMOpa UT/I. );

2. jeOunKy nocuoua imipaouyuje, \eroBy IPUPOIY, Y3pacT, TEM-
MepaMEHT, ICUXOJIOLIKH THII, COLUjaIHM ¥ aKCUOHAJHU CTaTyc y Tpa-
JUIMOHATHO] CPeIMHU, HAYMH MUIIIbEHA, T€3aypyC, HUBO CTPYYHOCTH,
n3BOhauKy TEXHUKY, CTBapaslayKy LIKOJY, OJHOC IpeMa TpaJuloHAal-
HOM KaHOHY, BEUITUHY UMIIPOBU3aIH]je, Kao U MOTpedy 3a UMIPOBU3a-
II1jOM Y HOBOM CTBapasamrBy (Buaetu Takohe Kemmben 1999);

3.y Be3u ca NPETXOHO PEUCHUM, CUIyauujy ymeitHuuKe Ko-
Mmynukayuje (Mmoba, obpen, moceno, pasroBop, BECeJbe WU HEPH-
TyallHU, CBEYapCKU 0 00pesa, Kao U CBE BPCTE My3HIIUpama Koje
HHUCY Be3aHe 3a HeKy ofpeheny npurony) u ieHy GopMy — pUTyaTHy
WJIH JTUPCKY;

4. kapaxkitiep yuewha, Hueo uniiepaKkifiugnociiu ciiymanana,
riefanana — TpaaUuIHOHATHUX EpuUManaya eTHUYKE yMETHOCTH.

[MpunukoM u3Bohema Kazalkux Kjya’ y TpaauiluoHAIHO] cpe-
JIUHU, OBE WM OHE peitiuke caywanaya (Koje onoopaBajy wiv Kpu-
TUKY]Y) 4aK ce épedsuljajy y onpehenum aenoBumMa oOIMKa UIH IPU
u3BOhewy MOjeAMHUX KapaKTepUCTUYHMX HauuHa Iuieca. To ce He-
CYMIbMBO OfIpakaBa Ha Jjajbe OCTBapHBame (Gopme Jena, CBe 10 3a
CaBpPEMEHO MO30PHILTE WK Jpyre BPCTE aBaHTapAHE YMETHOCTH TO-
JIMKO TIOKEJbHOT XeilenunZ a (happening, ol €HI1. to happen = noro-
AUTH C€). Y TPajMUHOHAIHO] YMETHOCTH XelleHUHS J© yBEK OYCKUBAH.

300r TOra TEPMHHOJIOTH]ja KOja Ce MPUMEbYje Y TPaIUIMOHA-
HOj YMETHOCTH 3aXTeBa M3y3€TaH OIpe3, a MoceObHo ymorpeda 1oj-
MOBa umﬁpoeua’auuja eapuparve, unitiepipeimiayuja, uzeéoheme.
Jep y eTHHYKO] KyInTypH (II€BAHOM M IUICCHOM (POJIKIOPY, TPAULIH-
OHAJIHO] MHCTPYMCHTAJIHO] MY3ULIM UTI.) ¢heHoMen u3solera xao
TakaB MPAKTUYHO OJICYCTBYj€ U HEMa MECTa YMHOMCABAILY JETHOT
YMETHHYKOT TEKCTa.

VYcnoBU KOMyHHULIMpama KOJ CTaHIapIHOT, MPBOOUTHOT, Tpa-
JTUIMOHATHOT (DYHKIIMOHHCAkha €THUYKE My3uke He omoryhyjy Hu
PpeiipodyKoearse HeKe JeIMHCTBEHE TEKCTyallHe CTPYKTYPE, HU éapu-
parve, OITHOCHO Merbare, HapylllaBambe ’eHOT HHTErPUTETa Y OKBU-
py Baxxkehux 2 panuya oaimioZ ckyia (B. Takohe Antons 2001).

[IpommpuBame Kpyra JTOKyMEHTOBaHHX (3a0enekeHuX Ouiio
KOJOM BPCTOM ayJIMO-BH3YEIHHMX CpEICTaBa) ayTEHTHYHUX OCTBa-
pema y OKBHPY CBaKe IecMe, CBAaKOT MHCTPYMEHTAJIHOT Jieia, CBa-
KOT TIeca, CBaKe CBHpAHE KOMIIO3UIIH]je, IPOHANIAKEHE IpUHUUIA

3 Kjym (kr0i) je Kazalka MHCTPYMEHTANHA GOPMA Y KOjOj C& My3HUKHM CPEICTBHMA
noz[paxcaBaJy T0jaBe U3 IPUPOLE (Upun. yp.)

4 AyrtopoBe neduHHIIjE TATHX TOjMOBA JaTe cy y Kpailikom peunuky Ha Kpajy TeKkcTa
(pur. yp).
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u3Bohaukor cimeaparma ,ipasunnoZ” (M HE anCTPAKTHOT WIH
YHUBEP3JIHO MCTOBETHOT!, Beh @pasunnoZ 3a oxroapajyhu iwuii
Komynuxayuje!) itiekcifia, Ka0 U CTajHa U aHAJTUTHUYKU KOHTPOIIU-
caHa 00yKa UCTUHCKHUX MajCTOpa €eTHUYKE MY3HKE, TPAIUIIUOHATHUX
neBaya, My3uyapa, Ka3upada, riiymaiia, 0e3ycioBHO Mopa noseharu
HUBO 6€po0ocitiojHociiiu TIpeicTaBa Kako UCTPa)KMBaya, TaKo U ce-
KyH/JapHUX UHTEPIPETATOpa, MPEHOCUIIalla ETHUYKE MYy3HUKE.

VY cynpoTtHOoM, BUx0Be he UHTepHIpeTanuje UMaTH caMo irex-
HOJI0WIKe, 2 HUKAKO He CymiiuHCcKe Pa3liiKe y OTHOCY Ha TyMadyera
TpaJMLIMOHAIHE TIECME Off CTpaHe aKaJeMCKHUX WM MOI My3udapa,
Kao M HapOJAHHUX XOpOBa, OpKecTapa HapOIHUX MHCTPyMEHATa, Mol
rpyna, ancambana U3 Kareropuja eino, (o, emHo-ioil, eiHo-poK
U TaKo JaJbe.

Peanu3zanuja KOHKPETHOT @eKiriopa iipenoca, HapaBHO, Toja-
yaBa ce oAroBapajyhum mocrymnimma majctopa caBpeMeHux (GhopMu
MacoBHOI' IIPEHOCA, AM3ajHEpa 3ByKa, CTBapaljala TEJIEeBU3UjCKUX,
paauo, BUIECO U MyJATUMEINjaTHUX MIPOrpama.

Kpaiuak peunux ocnosnux iojmosa

Bapujabunnociu, eapujanininociu — (01 nat. vario = MembaM) —
MIPOMEHJBUBOCT; MPETIOCTaB/ba MPOMEHE MOYETHOT TEKCTa y pasiiu-
YUTUM WHJWBUIYaTHUM, BPEMEHCKUM WM PETHMOHAIHUM H3Bolau-
KUM Bep3ujaMa TPaJUIMOHAIIHE MY3HKE — JeCTe 3acTapeiu TePMHH
KOjH TIOJIa3u O]l TEOpHje MY3UKEe MHCAHE TPaJUIHje, IJe Y OCHOBU
CBUX IPOMEHA JIC)KU jeIMHCTBEHU U HEMPOMEHJbHBH KOMIIO3UTOP-
CKHU TeKCT. TepMHH W3BHUTONEpYyje MYIATHILIUKATUBHOCT, MOJUTEK-
CTYaJHOCT JeJIa TPaJAULIMOHAIHE MY3HUKe, TJI€ Cy CBa HEroBa peaiHa
OCTBapUBamba HAYEIHO PAaBHOMPABHA U HUCY 3aCHOBaHa Ha Melyycol-
HOj TIPOMEHH.

Bapuparme — nauun pa3Bujarkba My3UUYKOT Jielia, 3aCHOBaH Ha
M3MeHaMa MoYeTHE TeMe (MJIM HEKOJIMKO TeMa) y TPOoIecy CTBapama
dbopme.

HUmiiposuzayuja — HacTajarbe YMETHUYKOT TEKCTa MY3UYKOT
JieNna y Tpoliecy HeroBe M3Bohauke peanusaliyje, HEeMOCPETHO 3a
BpEME UIPEe UJIH M1E€BaAbA.

H360hermwe — y HajIIIpEM CMUCIY — KUBO MPEICTABIbAE MY-
3UYKOT JIeJIa CIYIIAoIly Ofi CTpaHe MeBaya Wi (M) HHCTPYMEHTAIH-
CTe; y YXKEM CMHCIy — apTUKYJIHCAbe, OCTBAPHBALE YMETHHYKOT
TEKCTa 3a BPEMC NCBatba WM CBUPAba HAa MHCTPYMCHTY, KOJU je y
HOTHOM OOJIMKY 3aIlicao KOMIIO3UTOP WJIM KOJU j€ Ha HOCau 3ByKa Of1
TPaJAULIMOHAIHUX My3u4apa — 0e3 UKaKBUX HaueTHUX KOMIIO3HUIIHO-
HUX U3MeHa. KapakTepucTU4HO je 3a eBPOICKY aKaJIeMCKy MY3HUKY
WM, TIOHEKAJl, 32 PENpOAYKTUBHY JI€IaTHOCT CEKyHIapHUX (OJK-
JIOpHUX aHcamOasa.
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Huiniepupeiiayuja — CBOJCTBEHU HAuWH OCTBapHUBamHa KOM-
TMO3UTOPCKOT TEKCTa, KO KOjer My3u4ap M3BOhad NpoHanasu CBoje,
OpPUTHHAJIHE MyTeBe (bpasupatrba, HauMHE apTHKyNIALM]e, HBEHE
witpuxoscke (pyc. IITPUXOBBIE), TMHAMUYKE U arorn4Ke HUjaHCe, He
pemerehu mpu ToMe ycMeperma KOMIIO3UTopa U He yTuuyhu Ha puT-
MHYKO-MEJIOMJCKY U KOMIIO3HLHOHY CTPYKTYPY KOMIIO3UTOPCKOT
TekcTa. Hboj je aHanorHo usBohemwe (OIKIOPHOT Jerna, Koje clenn
(HOTHY) TPaHCKPHIILIU]Yy WM 3ByYHH 3aIlUC.

Cuitiyayuja ymeiinuuke KOMyHuKayuje — peajHO BpeME U
CpeIMHA OCTBApUBaKka YMETHUUYKOL JI€J1a Of CTPaHe HOCUOLA TPaIu-
1I1je ¥ HEeroBO NEepLUNMpame Ol CTpaHe MPUMaolia, CaylIaola-rie-
Jaona.
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PERFORMING NATURE AND ARTISTIC TEXT IN ETHNIC
MUSIC

(Summary)

In this paper I discuss special features in traditional ethnic music; it is about
the functional, social-psychological and genre-structural generative factors of the
artistic text’s formation within multitude of predictable concrete texts existing in
reality. The integral formulae of any art work of traditional music in a small or big
form are derived on the basis of the mathematic theory of multitude.
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Kpurepuu ,,ayreHTH4HOCTH”
B I'PY3MHCKOM HAPOJIHOM MY3bIKaJIbHOM
HCIIOJIHUTEIbCTBE

Tawma3z ['abuconust’
T'ocynapctBennslii yausepcuteT Wb (TOummcn)

AbcTpakT

Jlyist cooOriecTBa TFOOUTEIICH MPY3UHCKON TPAJIAIIUMOHHON MY3bIKH ,,ay TEHTHYHOE
— OJTHO U3 CaMBbIX aKTyaJlbHbIX TOHATUI Ha CETOAHAIHNN JeHb. OHO MpeACTaBIsAET
c000i1 IIaBHBIH apTyMeHT ,,HacTOSIIEro (osIbKIopa’ (XOTs He AJIs BCEX, 0COOCHHO
npakTukoB). [Ipu BocIpuATHH ayTEHTUYHOCTH CaMbIMHU PEJICBAHTHBIMHU KaHAJIaM1
SIBJISTFOTCSI TPAIUIIMOHHO-CTHIIEBOH S3bIK M TPAJULIMOHHBIE YCIOBUSA. DTH (aKkTOpBI
3aMETHBI B CJICAYIOIIMX HAIlPaBJICHHSX: a) UCIOJIHUTENb; 0) MoTuBauus (PpyHK-
1sl); B) pernepryap; I') MposiBiieHne. B rpy3uHCKOM HapOIHOH My3bIKe 0COOCHHO
npoOsieMaTH4Ha, ¢ TaKOW TOYKH 3PEHHMsI, MICHTH(HKAINS COBPEMEHHBIX TCUCHUMH,
coziepKayx QoIbKIOpHBIC MOTHBEL. B ['py3nu BEIpHCOBBIBAaETCS TOHUMAHHME ,,ay-
TEHTUYHOCTH KaK MCHOJHEHNE C TPAAWUIMOHHON apTHKY/SIIUEH TPaJuIHOHHOTO
CEJIBCKOTO pernepryapa. XoTs 1es1eco00pa3Ho J00aBUTh CIOa U KPUTEPUI Tpaau-
LIMOHHBIX, OOBIYHBIX YCIOBUH.

KiroueBrle ciioBa
ayTeHTUYHOE, ayTCHTHYHOCTD, TPAIUIIOHHAS MY3bIKa, TPy3HHCKas TIECHS, TPaIu-
IIHOHHOE UCIIOJIHUTEIBCTBO, (DOIBKIOPH3M.

SIpko BBIpaK€HHass OpPUTMHAIBHBIM CTUJIEM B peruone Kas-
Ka3a, TPy3HHCKash HapoAHas My3blka BMECTE C TPaAUIMOHHBIM
MECHOTICHUEM HECOMHEHHO SIBJISICTCSI BaKHBIM CHUMBOJIOM Ipy3WH-
CKOH KynbTyphl. IMEHHO mo3TOMYy HMCTOpUYecKas HACHTU(UKALNS
3TOro (heHOMEeHa SIBISETCS OAHUM W3 MPHOPUTETHBIX BBHI3OBOB IS
COBPEMEHHBIX TPY3UHCKHUX HccienoBareneid. C Ipyroil CTOPOHBI,
Ipy3UHCKasi My3blKalibHasi UCTOpHOrpadus TOBOJBHO CKYyJAHAa HH-
dbopmanmeit, kacaromiencs: APeBHUX U OTHOCUTEILHO CTaphIX CIOEB
IPY3UHCKOM MY3bIKU. B CBSI3U € 3TUM, HapOIHYI0 MY3bIKY [ py3un B
JUAXPOHUYECKOM MEepPCHEKTUBE MPUXOAUTCS paccMaTpuUBaTh Ha OC-
HOBE COXPaHUBIIUXCS 10 HALIUX JHEH MYy3bIKaJIbHBIX TEKCTOB.

O603peBasi, B OCHOBHOM, HAy4YHO-TIOMYJISIPHYIO M JOBOJIBHO
CKYAHYIO Hay4HYIO JIUTE€paTypy IO 3TOM TeMe, 0OHapy>KUBaeM, YTO
YCWJIMS aBTOPOB HAaIPABIICHBI B YCTAHOBICHUH UJEHTUYHOCTH 3THU-
YeCKM MOHOJIMTHOM, JPEBHEW MO MPOMCXOKJIECHUIO U BBICOKOOpra-
HU30BaHHOW CTPYKTYpbI, KOTOPBIE COMOCTABISIIOTCS C ,,HAPOJHBIM

1 tamazgabisonia@yahoo.com
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reHuem”’. OJHAKO NPSIMOJIMHEHHOE TPAKTOBAHUE 3TUX TPEX BEKTO-
POB B HEKOTOPBIX CIy4asiX CBS3aHO C PSIOM ,,JIOBYIIEK . VCHbITHI-
BAeT JIU MEJIU3MAaTUYECKUN CTUJIb KaXEeTMHCKUX MECEH BOCTOYHOE
BiausiHue? (cM. mo 3tomy moBoxay Tsitsishvili 2010: 207); sBasercs
nu onucaHHbI KceHohoHTOM ,,HEOOBIUHBIN CTHJIb HCIOJHEHUS
IPY3UHCKUX IUIEMEH MHOTOTOJIOCHBIM? (CM. 10 3ToMy oBozy YKop-
nanus 1989: 81); sBnsercs nu rypuiickas HapojaHas NOJU(OHUS
YaCTUYHO OOYCIIOBJICHHOW IEPKOBHBIMU TecHomneHusMu? (I"abuco-
Hus 2009: 167). 3a4acTyro TUIIOTETHYECKHUE OTBETHI HA 3TH BOIIPOCHI
HYXKJAI0TCSl B TAKUX apryMeHTax, KOTOpbIe KOJIEOMIOT ,,(yHIaMEeHT
3MaHus” ,,TPy3MHCKOCTH , apXaudHOCTH U HapoaHocTH. Ha cerogus
STHUYECKH 00YCIIOBJICHHBIN MEePPEKINOHUCTCKHIHI MOIXO0/T TOBOJIBHO
PENKO BCTpeyaeTcs - M0 MHEePLHUHU, OTHAKO, HECMOTpPSI Ha HEKOTOpPOe
OTO3JJaHUE, ATO 3aCTY)KUBACT YIIOMUHAHUS.

3a0CcTpUM BHUMaHHUE HA OTHOM U3 TaKUX ,,JIOBYLICK : BaKHEH-
M (HaKTOpOM, CHUMBOJIM3UPYIOIIUM TPY3MHCKYIO HApOJHYIO MY-
3bIKY, AIBJII€TCS MHOTOTOJIOCHAS, & TOYHEE, TPEXTOJIOCHAsI CTPYKTY-
pa. D10 cBOC0Opa3HbIH ,,2THHUECKUM 3ByKOouaean . Kaxkaplii rpy3uH
TOPAUTCS ,,IPY3HHCKUM MOTU(OHUYECKUM TpEXxTonocuem’” . OmHAKO
0003HauYeHNE MY3bIKOBEIaMU U UX OOIIECTBEHHBIMHU ,,pE€30HATOPA-
MU’ TPY3MHCKOM YCTHOW MY3BIKAJbHOW TPAJUIIMKU TOJIBKO TPEXIO-
JIOCHEM TaKXe 00pa3yeT HEKOTOPBIH ,,IITyM”’: 00pa3ibl TPy3UHCKOU
YCTHOM MY3bIKaJIbHOM TpaJMIIMK, OCTaBIIMECS 3a MpeAesiaMUu BO-
KaJIbHOTO TPEXTOJIOCHS, HA MPOTSIKEHUH JIOJITOT0 BPEMEHU Haxo-
JATCSL B POJIH ,,0€THOTO pojcTBeHHUKA . CIieHHYecKas cpena Impo-
BOJIUT 00pasiibl HAPOAHOU JESATEIBHOCTH Yepe3 Xyd0XKECTBEHHBIH,
a He »THorpadudeckuii GUIBTP LEIeCO00PA3HOCTH MPE3CHTAIUN.
[To sTO¥ MpUYMHE MIUPOKUN KPYT CIYIIATENICH MOYTH HE 3HAKOM C
oOpa3LamMu, ¢ MPOCTON CTPYKTYPOM MHAUBHUIYaAIbHBIX KaHPOB (KO-
TbI0ebHBIC HAHbL, TPYAOBBIE IJIAYU MIUUOIYPU, KOPKAIU U AP.), NN
¢ (GOJIBKIOPOM BBICOKOTOPHBIX PErMoHOB (XeBcyperus, IlmaBwm),
KOTOpBIE SIBISIFOTCSL ()yHIAMEHTOM BBICOKOPA3BUTOTO TI'PY3UHCKOTO
MHOTOTOJIOCHSI.

Habnronas B TeueHre NpuMEpHO TPHUILATH JIET 3a TPY3UHCKOM
0OIIECTBEHHOCThIO, MPUXOAUTCA CO3HABaTh, YTO MOHSITHE ,,ayTEH-
THYHOE”, JIOBOJIbHO YacTO YIIOMHHAEMOE B OOIIECTBE JIIOOUTENCH
IPY3UHCKOW HApOJHOM MY3bIKH, 3a4aCTYIO SIBISICTCS MPUIMHON Oec-
KOMITPOMHCCHOTO criopa. OnHu  (Ha30BEM UX JlarepeMm ,,ITypucToB’)
BOCIPUHUMAIOT 3TO MOHITHE KaK ,,yauyaroliee”’, B TO BpeMs Kak Jyis
JIpyTuX (Jlareps ,,akaJIeMHCTOB ) 3TO ONpe/IeTICHHE SIBIISIETCS 10CaXK1a-
IOLIUM U pa3pakaoluM. B 0CHOBHOM, Ui TPy3UHCKOTO Ciyliare-
751 TIOHATHUE ,,AyTEHTUYHOE TOXKJIECTBEHHO C TAKUMHU IMOHSTUSMH,
KaK ,,[IOJJIMHHBINA", ,,APEBHUN, ,,HETIOBPEKIEHHBIN, ,,HAPOIHBIN ",
- TPY3UHCKHI”, ,, iepeBeHCKui”. Jlo0aBUM K 3TOMY TakKKe 3HAUYCHUS,
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00BEKTHBHO XapaKTEPU3YIOIINE CAMO TO MOHATHE — TPAAUIIMOHHBIH,
MepBOHAYAJIbHBIN, ABTOPUTETHBIN, TOUHBIN, aICKBATHBIMN.

Llenbto HalIel CTAaTbU SIBISETCA: a) YTOUHUTH pa3HbIe TI0CKO-
CTH BUJICHUS ,,ay TCHTUYHOCTU B IPY3UHCKOM TPAJTUIIMOHHON MY3bI-
Ke; 0) yCTaHOBUTH PENIEBAHTHOCTD ATUX MO3UIHIL. 3/1eCh e XOUeTCs
MOJYEPKHYTh, YTO SBJICHUE ayTEHTUYHOCTH [10-PA3HOMY OIpeieisieT
JIBA HAIIPABJICHUS TPY3UHCKON MY3bIKaJIbHOW TPAIUIUU: HAPOTHYIO
MY3bIKY U IIEpKOBHBIC MECHONEHHs. B maHHOW cTaThe Mbl OCTAHO-
BHUMCS JIMIIIb HA CAMOM SIPKOM IPOSIBJICHUH TPY3UHCKOM TpagUIIMOH-
HOM MY3BIKH — HAPOJIHOM TECHE.

CemaHTHKA ,,ay TEHTUYHOCTU

He cekper, 4To ynopsa0ueHHOCTh STHOMY3bIKaJIbHOTO TePMHU-
HOJIOTMYECKOTO armapara He MPUHAMICKUT K AOCTHXKEHHUSIM 3TOU
JTUCHUIUIMHEL [lake camo MoHATHE ,,(ONIBKIOP” UMEET paszIryHbIe
3HaueHusa (JKupos 2008: 219). Hapsiny ¢ apyrumu crpaHamu, Tep-
MUH ,,ayTEHTUYHOCTh” TO-Pa3HOMY BOCHpPUHHMAaETCS U B [py3un.
He nyxnaercs B iryO0okoM HaOMIOACHUU TOT (PAKT, YTO 3TO MOHITHE
nojuceMuyHoe. Mbl OyeM paccMaTpuBaTh €ro TOJIBKO B 3THOJOTH-
YEeCKOM KOHTEKCTE (B OOIIEHCKYCCTBOBEJYECKOM aCHEKTe MOHUMA-
HUS 9TOTO TEPMUHA MOYKHO HATOJIKHYThCS HA 3HAYEHUE ,,0pUTUHAIb-
HBIN”, ,,TOYHOU KOTIUM ", WJIH ,,6TMHCTBEHHBIN ).

B kayectBe OWHApHOrO OMIO3UTA ,,IOATUHHOMY , CaAMOMY
aJIeKBaTHOMY 3HAYECHUIO TIOHSATHS ,,ayTEHTUYHBINA, JTyMai0, MOXKHO
MPOTUBOIIOCTABUTH ,,HETIOMAJIMHHBIN, TO €CTh ,,JIO)KHBIN, KOTOPBIHA
MOJIpa3yMeBaET KakK ,,JIOKHBIM, MOAJIETbHBIN ¢ CaMOro Hauaja”, Tak
U IIeJICHANPABICHHO WM OeCccOo3HATeIbHO 3aMEHEHHBIH, ,,(ambcu-
¢urmpoBanHbii”. W neiicTBUTENBHO, 110001 HeayTeHTUYHBIH (HOITb-
KJIOPHBIN (DakT comep HUT B cebe ayTeHTHUYHOE ,,3epHO”. TlosTomy
CUUTAI0, YTO B KaYE€CTBE aHTOHUMA ,,ayTEHTHYHOCTU MOXHO IOJIb-
30BaThCsl TEPMUHOM ,, TpaHcPopMupoBaHHbIi”. [loHsATHE ,,ayTEHTHY-
HOE”, BBITEKAIOIIee U3 MOJIeTIH OMHAPHOMN OIIMO3MIINY ,,ay TEHTHYHO-
e-Tpanc(hopMUpOBaHHOE”, TPUOOpETaeT 3HAUYEHUE ,,[IEPBHYHOTO”,
,,JJOCTOBEpHOTO”, ,,cTA0MIBHOTO”’, a OOJbBIIE BCETO ,, TPATUIIHOHHO-
ro” (Takxe JOBOJILHO T'MOKOro TepMuHa). MTak, B u3MepeHun (ob-
KJIOPHOTO MPOCTPAHCTBA TEPMHUH ,,ay TCHTUYHOE™ MpUOOpeTaeT 3Ha-
YEeHHE ,,TPAJAULIUOHHOE” .

Bynem abctparupoBarhs U Ipyrue, 4acTo MPUMEHSIEMbIE B IT-
HUYECKOW MY3bIKE 3HAYEHUS MOHATHA ,,ayTeHTHuHoe . [lo MHeHuto
Amnnsbl [Tuorposckoit (A. Piotrowska), ,,ayTEeHTUYHOCTH TPaAUIIHOH-
HOU MY3BIKU 3aHOBO pOXKAaeTcst B popme mupogoul mysviku” | World
Music (Piotrowska 2010: 582). MccnenoBatens 31ech, B MEPBYIO
odepelb, MOAPA3yMEBACT JIOKAJIN3AILUIO STOTrO SBJICHUS. B naHHOM
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clly4yae Ha MepeaHul MaH BbIABUHYT MPUHIUI I THUYECKOH UICH-
TUYHOCTH.

OnHol M3 UEHTPAJIbHOM KaTeropue 3THUYHOCTU SIBISIETCS
,,J1€PEBEHCKOCTD” (CENbCKOCTh) — B MPOTUBOBEC YPOAHUYHOCTH.
., YpOaHUYHOE”, B TO K€ BpEMs, UMEET KOHOTAIUIO ,,HEATHUYHOCTH
WK ,,MHOTO3THUYHOCTK . Dauuep ['apakanuaze ormedaet: ,,Ilox-
JUHHAsI HApOJHAs MECHS — 3TO JIEPEBEHCKAas MEeCHs, CO3/1aHHas Ipy-
3uHCKUM KpecThssHuHOM (I"apakanumze 20076: 41). [To mameiam
MO>KHO ME€PECUUTATh IKCIECIUINH, KOTOPbIE IPOBOAUIUCH B TOPOIAX
— Towmcu, Kyraucu, barymu, Cyxymu. Keraru, Bonpoc Heromo0a-
IOIIICH OLICHKH TOPOACKON MY3bIKH, HEKOM €€ ,,MapruHaIu3aiu’ Ha
¢doHe cenbCKOl My3bIKH, HAOIIOAAETCA U B HEKOTOPBIX APYTUX CTpa-
Hax, HanpuMmep, B Toi ke Cepoun (JJymuuh 2013: 88).

Kpowme nokanuzamuu, noustue ,,A€pEeBEHCKOCTH , UMEET TaK-
e M COLMaIbHOE 3HaYeHNe. AyTeHTUYHON CUMTAETCsS MYy3bIKa, CO3-
JaHHAsl KPECTbSIHUHOM — MPEICTaBUTEIIEM HHU3KOTO COIMAIbHOTO
ciosi. bpynno HeTtn cipaBeaninBo oTMeuaerT: ,,yCTapeBILUM SIBISET-
Csl MHEHUE, YTO JIEPEBEHCKOE 00IIECTBO B CBOEM MY3bIKaJIbHOM OIbI-
T€ OAHOPOAHO, OHO CHUKAET MHTEPEC K TUYHOCTHU U MOJIPa3yMEBaeT,
YTO HApOJHAs KyJIbTypa cTaOuibHA U HEM3MEHHA, [T0OKa HE OCKBEp-
Hutcs BiusareM 3amana’” (Nettl 2005: 172). Ilo mHeHHnI0 Asekces
OO0yxoBa, TopojicKasi cpefia CriocoOCTBYeT aKIeHTy Ha ,,51”, a jepe-
BeHCKasi — Ha ,,Mb1” (O0yxoB 2006: 219). JleiictBuTtensHO, B [ py3un
HECMOTps Ha MPU3HAHUE UHCTUTYTA ,,lIONyINpodeccuonana’” MHEHUE
IPY3UHCKON 3THOMY3BIKAJIbHOM OOIIECTBEHHOCTH COITIACYETCSl O C
KPECThSHCKUM, HECHEIMAIUCTCKUM IMPOUCXOXKICHUEM IMOYTH BCE
IrPY3UHCKOM HapOJHOM MECHU.

CornacHo ,,ayTeHTUYHOCTH HAPOJHOTO TBOPUECTBA ITIABHBIM
JTOCTOMHCTBOM JICPEBHHU IE€peJl TOPOIOM SIBISIETCS TO, YTO OHA, ,,XO-
nonHas Kynbrypa” (mo JleBu-CTpocy) opueHTHpoBaHa OObIIe Ha
coxpaHeHue, yeM Ha Monudukanuto. [loatomy cenbckuii obpaser
XapakTepu3yeTcsi CTa0MIbHOCTHIO, IPEBHOCTBIO, CTAPOCThIO Tpa-
JIULUA. DTOT MyHKT B [ py3uM 4acTo OTMEYAIOT, KaK ,,apXaudHoe”.
[TousiTue ,,crapbie MecHU’ BCErjga acCOUMMPYETCS C HACTOSIIIUMHU,
CBOOOJIHBIMU OT BIUSIHUY MECHSIMHU.

['mOkas kK MHHOBALMSAM TOPOJCKAs MECHS CETOAHSI OTOXKAECT-
BJISIETCS, B OCHOBHOM, C pa3BJeKaTeIbHbIMU KaHPaMH. A Cello BMe-
maetT B cebe BCIO KAHPOBYIO MAJIUTPy HapoaHON Mys3biku. Cyiie-
CTBYIOT PUTYyaJIbHbIE MY3bIKaJbHbIe 00pa3Libl, KOTOPHIE 3a4aCTYIO HE
BOCIIPUHUMAIOTCS KPECThSIHUHOM KaK IECHH, HO SIBJISIOTCS AJIs1 HETO
CYIIECTBEHHBIM (hakTopoM HaeHTU(UKauu Tpaaunuu. [logoOHoe
WHTOHUPOBAaHHUE, OOYCJIOBIICHHOE >XaHPOBOW (PyHKUMeEH, TO €CTh
00BbIYHOM cpeaoi, SIBISETCS OJHMM M3 TOYHBIX TOKaszaTesel ,,ay-
TeHTUYHOCTH . OHO OOBEAMHIET KOHTEKCT M KOHCUTYAITUIO TPaIu-
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IMOHHOTO MYy3bIupoBaHus (AsnekceeB 1998: 60). B mecte ¢ aTuM,
aKLMOHAJIbHAs CTOPOHA PHUTyalla, IO CPABHEHHIO C TEKCTOM Oosee
koHcepBaruBHa (Bunorpagosa 1991: 36). O6s3aTebHBIM Kaue€CTBOM
TaKOM cpeJibl YacTO SBJISETCS CHHKPETUYHOCTb.

OnHUM U3 CaMbIX 3HAYUTENbHBIX KAaHAJIOB BOCIIPUSITUS ,,ay TEH-
TUYHOTO’’ CPEIY IICHUTENICH HAPOIHON MY3BIKH SBJISETCS OOIIHOCTD
TPAAUIIMOHHO-CTHIUCTHYECKUX (B TOM UHCJIE — UCTIOTHUTENBCKUX )
HOpM, €€ MY3bIKAJBbHBIN SI3bIK, B IIEPBYIO OYEPEb, B IOHUMAHUU
CTHJIMCTUYECKOTO uieHTuukatopa. M3 necen, co3maHHbIX U3BECT-
HBIMU TeBIaMH, Dauiep ['apakanua3e ayTeHTUYHBIMUA CYUTaeT 0o-
Jiee no3aHue 00paslibl, JUIIEHHbIC BIUSHUS €BpONeckoil pyHKIu-
oHanbpHOM rapmonn (I'apakanuaze 2007a: 34-35). Taxxe O60mbIIOE
3HaueHHe npupaércs mpobieme jaaa M 3BYKOpsiia B T'PY3UHCKOM
TpaguimoHHOW My3bike. Emé B 19-m Beke dompkimopuct-duiio-
JIOT ¢ MY3bIKaJbHBIM OOpa3oBaHueM llerps YMukamBuiu mucai:
,HoTHas a30yka BBeACHA JJIsI €BPOMEHCKUX TOJIOCOB M MYy3bIKH. K
3BYKaM TPy3UHCKOM TE€CHU U MECHONEHUM, €BPONEHCKUE HOTHI HE
nonxoaat” (baxranze 1986: 113). Ha cerogHst mo4T Bce COracHbI
C T€M, UYTO CTPOU I'PY3MHCKOTO TPAIUIIMOHHOTO MEHUS YETKO OTIH-
gaeTcst oT Maxxopo-muHopa (PKopnanus 1989: 39). CooTBeTCTBEHHO,
CHEIMAJIUCTHI MMOJIOKUTEIBHO OLIEHUBAIOT MPUPOIHYIO TEMIIEPALIUIO
pErHoHANbHBIX aHCAMOJIeH U TMONBITKH ,,lIPUOTMKEHNUS BTOPUYHBIX
aHcambOieil k crapbiM 3anucsaM. CTpeMieHHe K HapOJHOMY JIaay, K
MY3BIKQJIbHON JIEKCHKE TPSMOM MyTh K camoujeHTudukanuu. Kak
ormevaer Mocud Kopnanus, ,,KOHKpETHbIE MEJOAUM Jerde Ie-
peMelnatTes U3 KyJIbTYpbl B KYJIBTYpPY, [0 CPABHEHHIO C SI3BIKOM’
(Jordania 2011: 50).

Ha ¢one ,,momudpoHnIHOCTH’ TPY3UHCKON MECHH C TIpeIpac-
MOJIOKEHUEM STHOMY3bIKaIbHOH ,,M30pPaHHOCTH ’, BBICOKOXY/I0XKE-
CTBEHHBIE 00pa3IIbl CO CJOKHOM CTPYKTYpOIl CO CTOPOHBI CIlyIIaTe-
J51-,,lIATPUOTA” 3a4aCTYI0 BOCIIPUHUMAIOTCS OoJiee ayTeHTUYHO. DTO
HEKas TOMbITKa STHUYECKON Heanu3aliy XyJ0KeCTBEHHON peaib-
HOCTH.

Hapsiny ¢ My3bIKanbHBIM SI3bIKOM U IPYTUMH CPEICTBAMH BbI-
paXeHHUs, B MOHUMAHUU ayTEHTUYHOCTU B [py3un omnpenenéHHyIo
poJb urpaet Takxke (akrop ucrnonnutensd. [Ipoucxonut nenerupo-
BaHUE ,,HACTOSIIECTH O0OpPa3IOB IO OTHOMICHUIO K ABTOPUTETHBIM
neslaM (IpruMeyareabHo, YTO B aHIVIMICKOM SI3bIKE, OJJHUM U3 3HaYe-
HUH ,,ayTEHTUYHOTO” SIBIIACTCS asiiopuitieiiisiil). ENMHUYHBIC ,,HE-
tununblie nemeHThr” (Shugliashvili 2010: 299), B ocHoBHOM, Oec-
MPEMSITCTBEHHO MPOXOAAT (UIBTP ayTEeHTUYHOCTH, MOCKOJIbKY OHU
3apUKCHpPOBaHbI B MPAKTUKE aBTOPUTETHBIX ucronunutenen (Miro-
crpamus 1). 3mech ke Hy)KHO OTMETUTD OOIIMI aBTOPUTET MPEIKOB
HE TOJILKO CPE/IM CITyIlaTesiel, HO U CPeId HAapOAHbBIX UCTIOTHUTENICH.
ITo cnmoBam b. baptoka, st Hapo/ia IPEBHUM SIBJISIETCSI HE TO, YTO
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Wnmoctp. 1 AncamOib niox yripasienuem Bapinama Cumonumsmim (1925-1936)

MMEET COOTBETCTBEHHYIO MY3BbIKAJIbHYIO CTPYKTYpY, a TO, YTO BbIY-
yeHo B aerctse (baptok 1959: 28).

Ho aBroputeT 1 1uAepCTBO MHOI/A BHISBIISET AUCIPOIOPLHUIO
C ayTeHTHUYHOCThIO0. Hampumep, dacto Gonblieil ayTeHTUYHOCTBIO
XapaKTepU3YIOTCsl ONMUCAaHHBbIE DauiepoM [apakaHua3e HUCHOIHE-
HUS TeX aHcaMOJei, KOTopble He MMEJH SIPKO BBIPAXKEHHOTO JIHJepa
(2007a: 72).

Kpome nepeuncieHHbIX 3HaYe€Hui ,,ayTEeHTUYHOTO”, Ba)KHBIM
ABJIsIeTCA elE 0JJHO, KOTOPOE, BO3MOXKHO, B HEKOTOPOM CMBICIIE ,,330-
TEPUYHO” M UMEET TOJIBKO MY3BIKOBEIUECKOE 3HAUCHHE. DTO KaK Obl
KUBas PoJbKJIOPHOCTH 00pa3iia, B KOTOPOH MOIpa3yMeBaeTcsi Me-
TOJl YCTHOM MepeJayH U HeOrpaHMYeHHON penpoxyKIMH — MPaK-
THKa TBOPEHMSI 3aHOBO € KaXKIBIM pa3oM. ITO CBOCOOpa3HOE MOIM-
HOXKECTBO ,,00bIYHOM Cpeabl”.

B ycnoBusix coBpeMeHHBIX KOMMYHUKAIMI B YCTHOH nepeade
MOXHO MOJApa3yMeBaTh U OpraHU30BaHHOE YCBOEHHE MH(pOpMalUu
C TMOMOIIBIO ayIHO-BUIE0-PAIMO-TEIIEKAHAJIOB, a HE HEHABA3YMBO
BOCIIPUHSTOE 3HAHME HA OCHOBE HEMOCPEACTBEHHOIO HaOMIOACHUs
3a TpaJulMe, Tak Kak (hOIbKIOPHAsS UHTCHIIMOHAILHOCTh OCHOBBI-
BAETCs HE TOJBKO Ha MHTEPIIEPCOHAIBHYIO, & TAKXKE U HAa MACCOBYIO
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Tpancmuccuro. [loatomy B ,,ycTHOM mepenade” s Obl OApa3yMeBal
MPUPOHBINA, HEMOTHUBUPOBAHHBIA MPOLIECC NMPUHATHSA/BBIIAYN WH-
dbopmanmu (CBOCOOpa3HYO Mapaljieib MOKHO ITPOBECTH MEXTY U3-
Y4Y€HHEM MHOCTPAHHOTIO S3bIKA [0 YUYEOHHUKY U B YCIIOBUSX TOBCEI-
HEBHOU HU3HH 32 PyOCIKOM).

Pa3nble 3HaueHUS, HU B OTAECIBLHOCTH HU BMECTE, HE MOTYT HC-
Yyeprarb KOHIIENT ,,ayTeHTHYHOCTH . B cpene nroOuTenei u 1neHu-
TeJIe TPaAUuIMOHHON MY3bIKU [ py3uM KaKIblii TEPMHH, TPUMEHSI-
€MbIl K 3TOMY MOHSTHUIO, OOHApPY>KUBAET CBOEOOpa3HbIE ,,0CTATKH
KOTOpBIE BBISBISIOT 3HAKH CIIOPHOM MPUHAIJIEKHOCTH K cepe ay-
TEHTUYHOCTH U apealibl IePeCeUCHUs C HUM.”

Crnenytoniasi 1mocienoBaTeIbHOCTh OCHOBaHA HAa MO3TAaITHOM
OTrpaHHuYEHUU 00bEeMa ITOr0 3HAUCHUSI:

e AyrenTnuHoe (13 ceibckoe (HeypOaHHYECKOE, KPECThSIH-
CKO€); OCTaTOK (pa3HOCTh): TOPOJCKHE TPEXTOJOCHBIC Pa3I0JIbHBIC
necHu, nomyisipuple U B cé€nax Mmeperun (B 3amagnoi [pys3un,
1eHTp — ropox Kyrarcu), 1 Tak Ha3pIBaeMbI€ ,,IPy3UHCKHE Oasiubl”™,
a Takke (OopMbl, copepKalllie sIBHbIE THOPHUIHBIE AJIEMEHTHl — TO
€CTh, MHOXKECTBO, ACCOLIMUPYIOLIEECS C CEIbCKUM MTPOUCXOKICHUEM
HO — HE C ayTEeHTUYHOCTHIO.

e AyreHTH4YHOe []1 1peBHee (cTaOMIBHOE, ,,XOJI0HOE™’); OCTa-
TOK: CTapble aBTOPCKHUE MECHU TPAJAULIMOHHOTO CTUJIS, XapaKTepu3y-
IOLUIICSI HHOBALIMOHHBIMU JIETAJISIMU.

e AyTeHTHYHOe [1 (PyHKUMOHAJIBLHOE (MCIIOIHSIEMOE B OObIY-
HBIX YCJIOBHSIX); OCTATOK: MHTErpalysi B pa3BieKaTeIbHbIX U COITYT-
CTBYIOILIUX JKaHPAX.

e AyreHTu4Hoe []1 :kuBoe (poJibKJIOpPHOE (YCTHas Tepenada
U HeleJIeHaNpaBieHHas, HEOrPaHUYCHHAsI PENPOAYKIINA); OCTATOK:
CEroJiHs MyTeM €CTECTBEHHOM TPAHCMHUCCHH U BBIPAXKEHHONH UMIIPO-
BU3AIIMU [IEPEACTCs HEe TOJIBKO TPAJAULIMOHHBIN CTHIIb (DOJIBKIIOPA.

e AyTeHTHYHOe (] aBTOPpUTETHOE; OCTAaTOK: THHOBALIMOHHbBIE
MPOEKThl M3BECTHBIX MCIIOJIHUTENEH, KOTOpble MyOJiMKa MpUHsIIA
OecrnpeKoCIOBHO: aHCaMOIb YOHTYPHUCTOK IOJT PYKOBOACTBOM ABK-
ceHTus Merpenuzase, co3laHHbIe PYKOBOJAUTENEM 3araHO-Ipy3uH-

2 Eciu mOHATHE ,,ayTeHTHYHOE” PacCMATPHBATh KAK MATEMATHUECKOE MHOKECTBO, TO
€ro coziepKaHue OTIMYACTCS OT COAEPIKAHUSI MHOXKECTB, ONPEAEIIeMbIX HIKEYKa3aH-
HBIMHU TOHATHAMH (CeJIbCKOe, JpeBHee, (PYHKIHUOHAIBHOE, )KUBOE (POJIBKIOPHOE, aB-
TOPUTETHOE, pa3BUTOC). MHOXECTBO 3HAUCHHUIA ,,dy TCHTHYHOTO’” COBITAIaCT YaCTUIHO,
TO €CTb, TOBOPSI HA MAaTEMaTHYECKOM SI3BIKE, IEPECEKACTCS C KaXKIBIM U3 MHOXKECTB
OCTaJIbHBIX MOHATHUH, CO3/1aBast OCTaTOK (Pa3sHOCTh); €r0 COCTABISIOT SIBICHUS, HE OX-
BaYCHHBIEC BBIICYKa3aHHBIMU MOHATHAMHE. (BpIpaxkaio nmpusHaTenbHOCTh M Onaronmap-
HocTh JlyHe TpyTHH 3a KOHCYJABTALMIO IO BOIPOCAM TOJIKOBAHUS MAaTeMaTHUCCKHX
BBIPOXEHUI; ipum. ped.).

3 3Hak mepecedeH s MHOKECTB.

I'py3unckuit HaponHblil BapusiHT Makama basu.
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CKoro sTHorpaguueckoro xopa /[3yky Jloiya, momyppu HapoaHbIX
IIECeH MY)KCKOIO pernepryapa, ucrnonHeHue nesuueil Mapo Tapx-
HUILIBWIN U T.1.

e AyreHTH4YHOe [1 pa3BuTOe (CIOXHOE, ,,pernpe3eHTadenb-
HOE”’); 0CTaTOK: JTI000I Majopa3BUTHIM 00pasell, KOTOPHI Ha CIIEHE
»»JUCKPETUTUPYET IEHHOCTh ~ IPY3UHCKOU MECHHU.

Cuniakiiuka ,,ayieHmu4Hozo”

EcrecTBeHHO, UTO ,,ay TEHTUYHOCTB , KaK 3HAK, XapaKTEPU3Y-
€TCsl CUTYaTMBHOCTBIO — BBICOKOM CTENeHbIO IacTuyHocTH. OHa
€CTh HEKOE NIEPEMEHHOE, SIBIISIACH PEJIITUBHBIM B IUIAHE COL[UATBHBIX
cutyaruii. BeposaTHO, IMEHHO IMOATOMY 3TO MOHATHE HE TakK TIIy0o-
KO M3y4ajioCh B IPY3MHCKON STHOMY3BIKOJIOTHH (B 3TOU CBSI3U OYEHb
BaKHBI paboThl O. ['apakanuase, UMsi KOTOpPOro B [ py3un cuutaercs
dopriocTom ayreHTHIHOCTH; Vmoctparus 2).

[ToMuMO TMHAMUYHOCTHU, TOHATHE ,,ay TEHTUYHOE  XapaKTepH-
3yeTcsi U 00bEMHOCTBIO, TaK KaK MUCTOIb3YETCsl B PA3IMYHBIX HHTEP-

Wnmoctp. 2. Dnumep Fapakanunze (1957-1998)

nperanusx. BelieHa3BaHHbIE KaYeCTBa ,,dy TEHTUYHOTO™” MOXKHO pas-
JIeJTUTh HA TPHU spyca Ha OCHOBE WHTEpHpeTanuii: 1) ITHUYeCKue
O3HAYaKOlIHe: YTHUYECKOE, CeIbCKOe, TPAAUIIMOHHO-CTUINCTHYE-
ckoe; 2) O3Hayamomue TPaguLMH: CEIbCKOE, cTapoe, (yHKLIHO-
HAJIbHOE, TPAJAULIMOHHO-CTHIMCTUICCKUE, )XUBOE (PONBKIOpHOE; 3)
Os3Hayalomue My3bIKaJIbHOIO SI3bIKA: TPAAUIIMOHHO-CTUIINCTHYE-
CKO€, aBTOPUTETHOE, PAa3BUTOE.

Takum 00pa3oM, TPaAMIMOHHO-CTHIIMCTHYECKUN KOMITOHEHT
,»AYTEHTUYHOTO” SIBJISIETCS aKTUBHBIM Ha BCeX Tpex spycax. Mcxons
U3 3TOTO MOXKHO CJZieJaTh BBIBOJ, YTO TPAAUIIMOHHBIM CTUJIb BbIpa-
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Kaer ,,ayTeHTUYHOE™ KaK KOHIENT HanboJiee TOYHO. 3HAYUTEIbHBIM
SIBJISIETCSL B TOM OTHOLIECHUH U O3HAYAOLIEe ,,CeIbCKOe .

OnpenenéHuplii HHTEpEC MPEACTaBIsIeT U TO, HACKOJIBKO CO-
MIOCTaBUMBI BBIIICYIIOMSHYTbIE 3HAYEHUS C IOHSATHEM ,,[IOAJTMHHOE”
(TO-TPY3UHCKU HAMOS8UIU — TIOAJIMHHOE, HACTOSAIIIEE), KOTOPOE SBIIS-
€TCsl caMbIM aJIeKBaTHbIM CHHOHMMOM MEXyHAPOJHOTO TE€PMUHA
,»ayTEHTUYHOE .

OO6paryM BHUMaHHE W HA TO, YTO B MOHSATHH ,,ay TEHTUIHOTO”
KaK ,,[TI0JJTMHHOTO” 3HaK MKOHBI Mpeo0iaZiaeT B CIEAYIOMINX 3HaUe-
HUSX: (YHKIMOHAJIBHOE, TPaJAULUOHHO-CTHUIIMCTUYECKOE, KHBOE
(boNBKIOpHOE; UHAECKCHBIN 3HAaK BBIXOAMUT HA MEPEIHUN IJIaH B Ciie-
IYIOIIUX 3HAYEHUSX: STHUYECKOE, CENIbCKOEe, JPEBHEE; a KaTeroOpuu
,»aBTOPUTETHBIE” U ,,pa3BUThIC” HOCSAT KOHBEHIIMOHAJBHBIA Xapak-
Tep, [JIe MPeBaIUpPyeT CUMBOIL.

Takum o0pa3oM, camMbiM MOTHUBHPYIOIIMM W IKOHOMHYHBIM
3HAYEHUEM ,,ayTECHTUYHOTO KaK ,,JTOJJIMHHOTO” SIBISETCS BTOPOU
ApyC U3 BBILIEHEPEUUCICHHBIX — ,,TPAAUIIMOHHBIN~ B MOHUMaHUU
TPaJAULIMOHHOTO CTWIA U (PYHKIIMOHAIBHOCTH (HA 3TOM 3Tare Moj-
MHOKECTBOM MOCJIEIHEr0, OCHOBBIBASCH HA MPUHIUI CUHTE3a, BOC-
MIPUHUMAETCS U ,,CEITBCKOCTh” U ,,)KUBOH (POJIBKIOP”).

TpaaAUIIMOHHBINA CTUIIB COIEPHKUT TAKKE ITHUYECKUE U MY3bI-
KaJIbHO-S13bIKOBbIE KOMIIOHEHTBI, IMEHHO I103TOMY B MUPE 3THOMY-
3bIKM OH HauOoJiee TOYHO UACHTU(DULIUPYET ONpeAeaEHHYI0 MYy3bl-
KaJibHY10 Tpajauuuio. C Ipyroil CTOpOHbI, B CaMOW TPaIULIMM IS
HauboJee aIeKBaTHOTO OMPEEIICHNS ayTEHTUYHOCTU Mbl IIPUMEHHU-
71 Ob1 QYHKIIMOHATBHO-MOTHUBAIMOHHYIO chepy (Hampumep, cpenu
UCIIOJTHEHHBIX Ha CIieHe Oosiee ayTeHTUYHBIM SIBIISICTCS LIyTOYHas,
caTUpUyYecKasi MecHs, KOTopas U B HApPOJHOM OBITY MOApPa3yMeBAET
ayJIUTOPHIO, YEM PUTYyaJIbHAA), B IOJMHOKECTBE KOTOPOii, COTJIACHO
MPUHIIUITY CUHTE3WPOBAHUS, MOJIPa3yMeBaeTcsi H ,,CeNbCKOCTh , U
,JIPEBHOCTL” U ,,yCTHas nepegada’. Kak Mbl BUJUM, TIOHSITHE ,,ay TCH-
TUYHOE” MPHUMEHSIETCS B JIByX 3HAYCHUAX — KaK caMOUJEHTH(UKa-
TOp, Tak U ayreHTU(uKaTop. O0a ATH MOHATHS JIETKO 00BETHMHIIOTCS
B ,,TPaIUIIMOHHOE” (BTOPOH SIPYC), KOTOPOE U B IJIaHE BHIIIICHA3BAH-
HOUM OWHApPHOW ONIO3UIIUK TIPEICTABIAET COO0H camoe aeKBaTHOE
3HAY€HHUE ,,ay TCHTUYHOTO .

B TpaauuMoHHBIX TPY3UHCKUX MTECHONEHUSIX CPEeIU ITUX JBYX
XapaKTEePUCTUK ,,ayTEHTHUHOE™ OMPEIeNAeTCs TONbKO ,,TPaAUIIMOH-
HBIM”, TaK Kak ,,QyHKIIMOHAIbHOE” O0ECIIEYMBAETCS CaMbIM perJia-
MEHTOM 3TOT0 IJIACTa.
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[IparmaTuka ,,ay TEHTUYHOTO

Kak BocmpuHuMaeTcs MOHATHE ,,ayTEHTUYHOE HCIOJHUTE-
asmu U cinymareniMu? C y4eToMm ,,ayTEeHTUYHOCTH BbIIIE€yKa3aH-
HbI€ MYHKTBHI [0 Pa3HOMY BOCHPHUHUMAIOTCS KaK CIyllaTeseM, Tak
U HCIIOJIHUTENIEM CIIEAYIOIIUX pPa3psaIoB: a) HOCUTENb TPAIUIIMH;
0) mo0uTeNb; B) CHEHAIUCT. XOTs nofAo0Has quddepeHunanus He
YKa3bIBaeT Ha TO, YTO OJIHO U TOXKE SIBJICHHUE: JTIOOUTEH U 3THODOD,
WIM CHEIHUAIUCT U JIIOOUTEIh JOJKHBI OLEHUBATh ayTEHTHUYHOCTD
00s13aTeNbHO TMO-pazHoMy. s HOCUTENsT TpaauIuu ,,IIOAJIUHHBIN
(,,ayTEHTUYHBIN’) yallle BCEro O3HayaeT ,,JPeBHUH~ U ,,Ipy3HH-
CKUI”, TOrna Kak JIIOOUTENb OApa3yMeBaeT ,,ayTeHTUYHBINA ellé U
KaK ,,HEMPUYKPAIICHHBIN’, XOTS, KaK 0OBIYHO, JTIOOUTENH JTOBEPSET
OTIPENIENICHUIO CIEUANINCTa 3TOT0 MHOCTPAHHOIO TEPMHUHA, KOTO-
PBIN Ha CETOAHS TOXK/ECTBEHEH C ,,TPAJIULIUOHHO-CTUIMCTUUYECKUM
U ,,)YHKIIMOHAIbHBIM .

,AyTEeHTUKa” oOINpeAesieT aJeKBAaTHbIA MOHATUIO ,,[TOJUIMH-
HBIM~ TPaJMLIMOHHBIA CTUIb U €r0 (PYHKIIMOHAIbHOCTh YEThIPbMS
OCHOBHBIMH KPUTEPHUSMH: a) HCTIOJTHUTENb; 0) MOTHUBAIIUS; B) peTiep-
Tyap; T) IpOsIBICHHUE.

Aymentuynolti ucioaHuiuens

Kto siBAsieTcst ayTeHTUUHBIM HUCIIOHUTENIEM HapOIHON My3bI-
ku? Vcxoast U3 BBIIIECKA3aHHOTO — TOT, KTO 0€30 BCSKUX YCHUIIH,
MIOCPEJCTBOM YCTHOW Nepeaayu, NOAyYusI OT MPEAKOB OIBIT TPaIu-
[IMOHHOTO MHTOHUPOBAHUS U CErOJIHS UCIIONHSET ero 0e3 yCuiIuii u
MOTHBAIMi U3BHE. TaKUX UCIIOTHUTEEH CErOAHs HE TaK MHOTO — B
OCHOBHOM, B TOpHBIX peruoHax ['py3un. Kpome onpeneneHHbix uc-
KIIIOUEHUH, UX HE yJaeTcsl yBUAETh Ha clieHe. CI0KHO MPUYUCTUTD
K TUIIMYHO ayTeHTUYHBIM CETOAHSILIHUX UCIOJIHUTENEH: cBaHa Hc-
nama ®Oundanu, merpena [lonukapne XyOynasa, kaxeTHHIIa AHAPO
CumamBuny, rypuiines Tpuctana u I'ypu Cuxapynuaze - mooute-
Jeil U Tpaauuui U HOBUIECTB, cepa AEATeIbHOCTU KOTOPBIX CBS-
3a”a co cueHor (MasrocTpanus 3; CTOUT OTMETUTD, YTO CTATyCOM
»MEXKIyHApOIHOro OpeHsa” MOoJb3yeTCcsl B OCHOBHOM HMMEHHO 3Ta
YeTBepKa MYy3bIKaJIbHbBIX TUAJIEKTOB).

Ayiuentuuunasn momueayus / Oynkyus
B KOMMyHUKaTHBHOM acHEKTe BBIJEISIEM IBE OCHOBHBIC TPYyTI-
bl MOTUBAIMI TPAIUIIMOHHOTO MY3UIIMPOBAHUS: penpe3eHTATHB-

HbIH (OJBKIIOp, CBO€OOpa3HBIN ,,9KCTPABEPTHHIN, U CHOHTAHHO
BO3HUKAKIIM, ,,cAMOIOCTATOYHBIN ", ,,AHTPABEPTHBIN " (POITBKIIOP,
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KOTOPOMY YZIauHO COOTBETCTBYET IIOHSITHE ,,[TIOBCEHEBHBIC KYIIBTYP-
Hble npakTuku” (S apeimaukosa 2008: 10).

Wmroctp. 3. Tpucran u I'ypu Cuxypamunze u [Tomukapre XyOymnasa (2013)

Bo3MoXxHO, ayTeHTHYHOCTh OOJbIIIE CBOHWCTBEHHAa BTOPOM
rpymnme, XoTs 4€TKOM rpaHu MEKy MOTHBalMsIMU HeT. B rane nuy-
HOM MOTHBALIMU B TPAJUIIIOHHOM MY3ULIMPOBAHUU MOXHO BbIIETIUTh
TPH TPYIIIL: NOAeP:KUBAIOIIAA TPATUIHUIO (KYJIbTOBAs), YTHIIH-
TAPHOCTH WK ObITOBOW MpUOBLIM U 3cTeTHdYeckasi. [locrmennee
MO>KHO pa3JIe]UTh Ha JBa BEKTOpa Mo uHTepecaM. [leno B Tom, 4ToO,
KaK y UCIIOJIHUTEJIEeH, TaK U y CiIylIaTesnel (KpUTUKOB) ICTEeTUYECKas
MHTEHIIMOHAIBHOCTD, Ta K€ MOTHUBAIMS, IPU 3ByYaHUU HAPOAHBIX
00pa31oB, MOXKET UMETh KaK MY3bIKaJIbHO-XyJI0KECTBEHHbIN, TaK U
sTHOrpaduyueckuii xapakrep. BoileynoMsHyTbie OCHOBHBIE MOTHBA-
MY B iepeunciaeHHbIX y Anan [1. Mepuam (QyHKIHMSIX My3bIKH pac-
npenestoTcs ¢ ocrarkoMm (Merriam 1964: 222-227). U ato octartok
Kak pa3 ,,yTWJIMUTapHON MOTHBALIMH.

BrlmieynomMsiHyThie TpU OCHOBHBIE MOTHBALIUU B Ka)KJIOM KOH-
KPETHOM CJIyyae COy4acTBYIOT B pa3HbIX JoJisix. CpaBHUTENBHO (a
HE B a0COJIFOTHO) YHCTOM BHUJIE ,,2CTETHUECKYI0 MOTHUBALIUIO MOKHO
BCTPETUTH BO BpeMsl 3aCTOJIMI, MyTEIECTBUN WM B MECHSX, UCIOI-
HSAEMBIX B Y3KOM KPYTy OJMM3KHX (XOTs B Ciydae 3acTojibs (paKkTop
MIPEEeMCTBEHHOCTH, TPAAUIIMOHHOCTH U HA CETOJHS 10CTATOUYHO 3Ha-
9uM). ,,OcTeTUYecKas” MOTHBAIUs TPY3MHCKOM MY3BbIKAJIBHOW Tpa-
JUIUN U CETOAHSI MOILIHBIM 3THUYECKUI MHAMUKATOp Ha (oHE pac-
najga Tpaauuuii. B ropomax m B pallOHHBIX IIEHTpax MO Ced JeHb
MOMYJISIPHBI AETCKUE KPY>KKH HAPOJHBIX MECEH U TAHIIEB.
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JloMuHUpOBaHUEM ,,KYyJBTOBOW~ MOTHBAIlMM OTIWYAKOTCS
BEJIMYAJIbHBIC TIECHU Ha PEJIMTHO3HBIX Mpa3aHukax B CBaHETHH,
Kaxetun n B ropax BoctouHoii ['py3un, KOTOpbI€ UCIIOIHSIOTCA Y
XPaMOB WJIM )K€ B HAPOAHBIX KYJIBTOBBIX IEHTPaX xaitu (KyJIbTOBOE
COOpY>KCHHE, MECTO IOKJIOHECHHS, HOCHBIIIEE U XPHUCTHAHCKHUE, U
si3prdeckue 3eMeHThl). C 60j1ee paBHOIIEHHBIM CMEIICHUEM ,,ITPH-
OBUTBHOW ™ U ,,KYJITOBON” MOTHBAILIMK BBIICIISIFOTCS IIECHU, CBSI3aH-
HbIE C OOpsaaMH JiedeHUs OT MHGPEKIIMOHHOW OOJIe3HU, BBIMAJIU-
BaHMS XOPOIIICH MOTO/bI, TpaypHbIC MWW CBaJAeOHBIC [IEPEMOHUH,
3aKJIMHaHUsA. MoTuBamus ,,0bITOBOM MPUOBLIA’ WU ,,YyTHJIUTAPHO-
cTh” TIpeodiiaiaeT B KONBIOCTBHBIX TECHSX, a TAK)XKE B )KCHCKUX U
MYXCKHX WHTOHUPOBAHHSAX BO BPEeMsI MHIWBHUAYAJIBHOTO WIIA KOJI-
JIGKTUBHOTO TPY/a.

B wmy3unupoBanum 0€3 MarepuaIbHOTO BO3HATPAKICHUS
,OCTETUYECKass® MOTHBAIM TpeodsagaeT Haj ,,IpUObUIBHON W
MIPUTECHSAET ,,KYJIBTOBYIO” B CJIEIYIONIUX MOATpyIIax oOIIeCIeHH -
YECKOTO JKaHpa: KOHIEPTHO-IIPE3CHTATUBHBIN, TaCTPOIBHBIA, TypH-
CTUYECKHU, PECTOPAHHBIN, KaHP COMPOBOXKICHUSI MEPOTIPUITUH. A
B ClIy4asX MaTepuUalibHO OIUIAYMBAEMOI0 HCIIOJIHECHHS — HA00OpOT,
MOTHBAIIUSA ,,0bITOBOM MPHUOBLTH’ BBIXOJIUT HA TIEPBBIN TUTaH. Takke
HaJI0 OTMETUTH MPAKTUKY PENETUIIMN U CTYJAMHHBIX ayIHuO03aIluCeH,
B KOTOPBIX TaK)Xe JOMHHHUPYET (PaKTOp YTHIMTAPHOCTH. SICHO, YTO
MePEYNCIICHHBIE TPYIIIbI 00YCIOBIEHBI COBPEMEHHBIMU PEaTUsIMH.
MMeHHO HOBIIECTBAa B KOMMYHHMKAITMOHHOW METOAOJIOTHH BBI3bIBA-
10T U3MeHeHus (onbkiaopHoi napaaurmel (Hekimromos 2002: 4).

Ayuientiuunolii peiiepuiyap

[Ipu xapakTepucTHKEe ayTEeHTUYHOIO pemnepryapa, Hpexae
BCEr0, YYUTHIBAETCS COOTBETCTBUE MY3BIKAJIILHOTO U BEpOAIIbHOTO
TeKcTa oOpasla ero couuanbHO ¢GyHKIMU. Takoro poga cooTBeT-
CcTBUE NpU (YHKIIMOHATIHLHOM HCIOJIHEHHH COXPAHEHO B KYJIBTO-
BO-IIPOCUTEIbHOM MHTOHHPOBAHUHU, a TAK)K€ — B KOJBIOCIBHBIX, B
CaTUPUYECKUX, B TPAYPHBIX MECHAX U B 3aKJIMHAHUIX. ITU COOTBET-
CTBUSI YACTMYHO COXPAHEHBI B CBaJCOHBIX, MOXOAHBIX U TPYAOBBIX
necHsx. He UMeroT cTporo onpenenéHHON COMAIBHON Cpeibl (M
OHa yTepsiHa) Oasutaipl, TMPUUECKUE, MaTPUOTHUYECKHUE (C TTOCBSIIE-
HUEM) MECHU U TEeCHU AMIAKTUYECKOro Xapakrepa. UTo kacaercs
JO00OBHBIX MOTHUBOB, TO OHU B IPY3UHCKHUX HAPOAHBIX MECHSX JIHIIIE-
Hbl MHTUMHBIX KOMIIOHEHTOB M TOIOTCS MyOIUYHO, U 00BEINHEHBI
C BbIIICHA3BaHHBIMU (PYHKIIMOHAIBHO aTpO(GUPOBAHHBIMU MECHIMHU
B OOIIMIA pa3BiIeKaTeNbHBIN kaHp. UTO Kacaercsl perepryapa, rie
TEKCT U (QYyHKIUS SBHO HE COOTBETCTBYIOT APYT JPYTY, OH JIOBOJILHO
00BEMHBIH.
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Cuennueckuii periepryap B I'py3un B OOJBIIMHCTBE CIllyda-
€B BOCIIPMHHMMAETCS KaK ,,KAHOHUYECKUN~ — OPUEHTHUPOBAHHBIN Ha
HOTBI WJIM Ha ayJAMO03aIluCH, UCTIOJIHAEMbII PU3HAHHBIMHU aBTOPUTE-
Tamu. Takoro pojaa ,,kaHoHu3anuw’ Daumep [apakanuaze (20076:
79) cumTaeT XapakTEPHOW YEPTOM BTOPUYHOTO HCIOJHUTEIHCTBA.
Ho sra ,,xanoHM3a1Ms”’ 9aCcTO BOCIPHUHUMAETCS KaK 0TOOp OHOTO U3
HECKOJIbKUX BapUAaHTOB 3a CUET UTHOPUPOBAHUS JIPyroro (MHe Y-
HO YacTO IPUXOAMUIIOCH BCTPEUATHCS C BBIPAKEHUEM ,,HEPaBUJIIb-
HBII BapuaHT’). XOTS ,,KAHOHUYECKUHN’, KaK MOHSATHE C HETraTUBHOU
KOHHOTAIIMEH, MOXKHO paccMaTpuBaTh TaKXKe Kak epMaHeHTHoe, 0e3
M3MEHEHUs, KOIMMPOBAHUE OJHOTO BapUaAHTA.

[IpumeuarensHo, YTO OOIIETIPUHATOE MHEHUE 00 OOyueHHUs
MIECHU YCTHBIM 00pa3oM, IO CTapbIM ay/no3amucsM, 0e3 y4UThIBa-
HUSl HOT, 4aCTO BBOJUT B COOJa3H co3JIaHUsl TBEPAOrO IIaliioHA.
Mosnoaéxxubple aHcaMOIi CO3/1al0T KOIUHU M3 BBIIICYTIOMSIHYTHIX Ba-
PHAHTOB, U 3TOT (aKT MHOTJA MOAYEPKUBACTCS BO BpeMs 0ObsBIIe-
HUSl HA3BaHUA MECHU Ha clieHe. XOTs 3Ta TeHJAEHLHUs, K CYacThlO, HE
TOTaJIbHAS.

Ilposenenue

HecmoTpst Ha TO, 4TO HCTOYHHKOM pPEIIaMEHTa MCIIOTHUTEIh-
CTBa SIBJIIETCS] UCIIOJHUTEINb, CPENla U pernepryap, B Oecenax ob ay-
TEHTHYHOCTH B TPY3UHCKOM MY3BIKQJIBHOM OOIIIECTBE, B OCHOBHOM,
yaensieTcsi BHUMaHue (GopMe W MaHepe MCIOJHEHUs. B ycioBusx,
YCTaHOBIICHHBIX UCIIOJIHUTEIHLHO-PENEPTYapHO ayTEHTUKHU, TO K
camMoe MOYKHO CKa3arh U O MECHOINEHUsX. B cBOI ovepens paccyk-
JeHHUs 00 ayTeHTUYHOCTH TPOSIBICHHS, B OCHOBHOM, OTHOCHUTCS K
chepe ,,bonpknopusma’ (3emmoBckuii 1982: 10). Bunumo, takoi
BEKTOP BHUMaHHUsI 00YCJIOBJICH CICAYIONIMMHU (HaKTOPAMU:

A) OO6pa3smnpl TexX >KaHPOB, KOTOPbIe ObLIN 3a()UKCHUPOBAHBI B
CTapbIX KCIEAUIIUOHHBIX 3aIUCSAX, HO HE BKIIOUCHBI B CETOJHSIII-
HUI clieHn4eckuil opmar, MaounciieHHb! (OOJBIIMHCTBO CTaphIX
TUPXUPOBAHHBIX 3alUCEH MpeIHa3HAYCHBI UMEHHO ISl CIICHHYE-
CKOTO UCIIOTHEHUS );

b) HecoorBeTcTBHUE ¢ TpaguIueii B CMBbICIIE HCIIOJTHUTEIbCTBA
Oosee penbeHO MPOCISIKUBACTCS UMEHHO B CIIEHUYECKOM (POJIb-
KJIope.

B) Bo3M0OXHOCTB BO3/I€MCTBUS HA 3TH HECOOTBETCTBUS UMEET-

Csl IMEHHO B CIIEHHYECKOM (hOJIBKIIOpE, a HEe B MHOT/A Ooee ,,ucKa-
KEHHOU ™ )KUBOM TPaJUIIUHU.
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BOT myHKTBI, KOTOpbIE Yallle BCEro CTAHOBSTCS MPEIMETOM
KPUTHKU CHEIHAIUCTOB OTHOCUTEIBHO BTOPUYHBIX HCIIOJHUTEICH
IPY3UHCKUX TECEH:

o Jlupu:kép. Hao oTMeTHUTB, 4TO TaKOE PYKOBOJICTBO (0COOCH-
HO C YKa3aHHEM HIOAHCOB) YK€ HE ,,MOAHO”". XOTsI BO BTOPUYHBIX aH-
caMOJISIX YacTo 3aMeYaeM CKPhITOE JUPHKUPOBAHUE €J1€ 3aMETHBIMU
JBUKEHUSIMH, YTO, B CYHIHOCTH, HE BOo30OpaHsercs. Takxe ,,J103BO-
nseTcs’’ ToKa3 TOHAIBHOCTH 3areBajie. XOTs JaHHOE JeicTBue (ak-
TUYECKU MOHUKAET POJIb CONMCTA, TPAAUIIMOHHO BEAYIIETO MECHIO.
Yopék K AUpuKEPCTBY M0 MHEPLUU MOIy4daeT U pereHT xopa. Ilox
BJIMSIHUEM HApOAHOM HCIOJHUTENBCKOM MPAKTUKH MHOTHE IyMaloT,
YTO B MIECHOINEHUAX UMITPOBU3ALIMS B KAJKIOM KOHKPETHOM HCITOJTHE-
HUM SIBJISIETCS IEpBOCTENEHHOM 3aiadeid. Ho 3To He Tak.

e OqHOBpeMeHHOe HAYa/10 NecHU. [ py3uHCcKas MecHs Hadu-
HAETCS OJHOBPEMEHHO BCEMU T0JI0OCAaMH TOJIBKO MPU HATUYUH JU-
prképa WM MHCTPYMEHTAIBLHOTO BCTYIUIEHHUSA. XOTS B HEKOTOPBIX
MECHSX, [0 MPUYHUHE UX ,,LOPOACKOTO MPOUCXOKICHUS (K IPUMEpPY:
nomnyJsipHasi Apiuu 6apou) OJHOBPEMEHHOE HAyajlo BCEMH ToJjioca-
MU, B IUIaHE Ay TEHTUYHOCTH, I0YEMY-TO HE CUMTAETCS HEIOCTATKOM.
OpHOBpeMEHHOE Hayajlo — MPHUBBIYHAS MPAKTUKA B MECHOIMEHUSX.
Xots B cambIx Mo3aHKX 3anmucsx (1945, 1966), B crune [llemoxmeou
(omMH U3 TPEX MEBUECKUX CTUIICH IPY3UHCKON 1IEPKOBHON MY3BIKH),
bukcupyeTcsi Hauaja0 BEPXHUM TOJIOCOM, YTO TOBOPHUT O €T0 JIUJIEP-
CKOM (DyHKIIMHU B YCJIOBHSIX OTCYTCTBHSI U€TKO BBIJECIEHHOTO CTaTy-
ca perexra.

® YTO/IéHHBbIE BEPXHHeE T0J10ca. B rpy3uHCKUX TpEXTOI0C-
HBIX [IECHAX BO BCEX YTOJIKaX CTPaHbl XapaKTePHO UCIIOJTHEHHE BEPX-
HUX TOJIOCOB conucTamu. Torna Kak yarie Bcero 6anu (HU3KUM rojoc
— 0ac) UCTIOHAETCS HECKOJIBKUMU TIeBIaMu. J{J1st 6:1aro3Bymsi HEKO-
TOpbIE aHCAMOJIM B HEKOTOPBIX MECHSIX U CETrOJHs YTOIILIAIOT BEpX-
HUE T0JI0Ca, YTO OTPAaHUUYMBACT 32 KaXIbIM Pa30M UMIIPOBU3ALIUIO U
BO3MOKHOCTH ,,aBTOPCTBA”. XOPOIIIO, €CJIM ATOT PENIAMEHT CTPOTO
3alUIIEH, HO B IPUPOAHBIX YCIOBHSIX: BO BpEeMs 3aCTOJbsI, XOPOBOAA
WM MyTEIIeCTBUS 3TO TPYIHO KOHTposupyeTcs. Hanndaune KoHTpouis
TYT TOJBKO OCIIOKHUT, a He peiuT npodiemy. [1o Bbilen310xeHHOI
WHEPLNHU, YTONIIEHNE BEPXHUX IOJI0COB MHOT/A CYMTAETCS HENpH-
€MJIEMBIM U B TIECHOTIEHHUAX. DTOT MOIXO/1 OIIPaB/IaH B TAKOM IJIacTe,
r7e HOThI (PUKCUPYIOT MOMEBKU UMITPOBU3AIIMIOHHOTO THNA (Camuise-
HeOYU, TO €CTh B ,,pa3BUTOM CTHJIC). A B IPOCTOM CTHJIC ITECHOTIE-
HUH 3alpelieHre yTONIIEHNE BEPXHUX IOJI0COB HE MMEET HUKAKOM
00BEKTUBHOMN ITOYBHI 110/ COOOIL.

e [eHgepHasi NpUHANJIEKHOCTH penepryapa. B rpy3uHckux
MECHSAX KEHIIUHBI U MYXXYHUHBI OOJIBIIMHCTBE CIy4YaeB MOIOT IO OT-
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nenbHocTH. COBMECTHOE UCIIOTHEHHUE Yallle BCEr0 BCTPeyaeTcs B ce-
MEHHBIX WJIN e B XOPOBOAHBIX MECHSIX. B coBeTCKOe Bpems TakoMy
perniaMeHTy He MpuJaBajid OOJBIIOrO 3HAYEHHUs, U UHEepUus OT Ta-
KOTO TIOAXOZa WHOTAa HAOMIOMAeTCsl U Ha CETOHSAIIHUM JeHb. XOTA
B psiJie CIy4yaeB Mbl BCTpEUYaeMcs U C MPOTUBOMOIOKHOIOIIOCHBIM
MHEHUEM, OCHOBAHHOM Ha aOCOJIIOTHU3AallMM HU30JIMPOBAHHOTO IIO
MIPU3HAKY FeH/iepa UCTIOIHEHUSI.

B 370l CBsI3M HAJI0 OTMETUTH, YTO )KEHCKHUI HAPOJHBIN pernep-
Tyap B [ py3un B TeueHHE MHOTHX JIET OAABIISIICS HA (POHE aKTUBHOI
3allMCU U PENpPOAYKLHUHU Pa3BUTOro Myxckoro nenus. Ilo Bceil Bu-
JTIUMOCTH, TOT (aKT 00yCIIOBJICH 3aKPBITOCTHIO JKEHCKHX COOPOB HA
(boHE OTKPBITOTO MYXCKOTO MY3UIMpOBaHUS. ,,HariocTs” MyK4uH
Jlake JIollIa 10 TOro, YTO OHU Mepereiar MHOTHE JKEHCKHE TMEeCHHU,
K IpUMEpY KOJBIOENbHYI0 HaHa (B TPEXTOJOCHOW BEpCUHU) U cucd
wiypa, TPYIIOBYIO TECHIO eyKVHAI Kakyiueoc, OOpsaaoBbIe JIeUeOHbIC
MIECHH caboouwio, 0amnany Matepu mupanlyna u npyrue. UaTepecHo
TO, YTO y CIICLIMAJIMCTOB HE BBI3bIBAET MPOTECTA MCIOIHEHUS ITUX
MEeCEeH MY)XYMHAMH U 3TO CTaJ0 TpaaulUeil, HECMOTPSl Ha TO, YTO
OHHM TIOIOTCSI OT UMEHHU KEHILIUHBI B MIEPBOM JIHLIE (CailpuHou, waso
Mepyxano, 2awixyania Moko, u T. 11.).

e ABropckue necHu. ComiacHO OJIHO3HAYHOMY IMOHMMAaHHUIO
CTapOMOJIHOTO KPUTEPHUS ,,aHOHUMHOCTH ’, TIOJ ,,ay TEHTUYHOCTHIO”
MO/APAa3yMEBAIOT TOJIBKO ,,yoKe€ cymiecTByromuii”. ITloatoMy uacto
(bONBKIOPHBIM, JlaXkKe B MEPCIEKTUBE, allpUOPU HE CUMTAETCS HOBO-
co3/aHHoOe mpousBeneHne. Ho OCHOBHBIM MEXaHHW3MOM HapOIHOTO
TBOpYECTBa sBJIsieTcs mpeoOpa3oBaHue, a He co3nanue (borarteipes,
Axobcon 1971: 9; 3emnoBckuii 1977: 62). Dnumep ['apakanumaze
TaKKe JI0IyCKaeT BO3MOXKHOCTb ,,ayTEHTUYHOTO”’ BOCIIPUSATHUS MIECEH
C 2JIEeMEHTaMU UHHOBAIMH, HAITMCAHHBIX U3BECTHBIMH UCTIOTHUTEIIS-
mu (I'apakanumze 2007a: 34-35).

Bormpocs!l aBropckoro mpasa B Hellpax HapOIHOTO TBOPYECTBA
B TPY3HMHCKOM 3THOMY3bIKaJIbHOM IIPOCTPAHCTBE, B TOM UHUCIIE, aTpH-
Oy1LMsl IECeH, CTOAT AOBOJILHO 0cTpo. C OIHOM CTOPOHBI, aBTOP paj,
€CJIM €ro MEeCHH MOAXBauyeHbl U UCTOIHIETCs HapoaoM (AH30p Op-
KOMauIIBWIN), HO C JPYTOM CTOPOHBI, aBTOP HJIM €r0 POJACTBEHHUKU
MOTYT HE 0I00pUTh HUBEJIUPOBAHUS UX aBTOPCTBA U OMPOTECTOBATD
ATO W3JAHHEM AaBTOPCKHUX MyONMKAIMNA WM OOpalleHHeM C CyI C
LEJIbI0 YCTAaHOBJICHHSI aBTOPCKUX MpaB (COOTBETCTBEHHO — Temyp
KeBxumBuiu u Hacnenuuku Bano MueymumBuim).

e luHaMHYeCKHE HIOAHCHI B MeCHSIX. DTOT (aKkTop MeHee
Ba)KCH B [TOCJIETHUE TOJIbI, MX UCIIONB3YIOT JIHILb €TUHUYHbBIE HCIOI-
HUTENU. B crappix 3amucsx mOXokas HIOAHCHPOBKA PENIKO BCTpe-
YaeTcs, a B KCIEAUIIMOHHBIX — BOOOIIE UCKITIOYeHA. AHAIOTMYHBIH
MOJIXOJT XapaKTepeH U JIJIsl IECHOMIEHUH.

35



My3ukonoruja 17-2014 Musicology

e 3aMe/sIeHUs] B KOHIIEe MeCHU, PeNpU3bl U OITHOBPEMEHHOe
3aBeplIeHHe JIBYMSl CTOPOHAMM. Takue Xy/l0XECTBEHHBIE Cpejl-
CTBa, IJIABHBIM 00pa3oM, HAlEJIEHbl HAa alJIOAMCMEHTBI. XOTS T€ Ke
METOJIbI, B BHJIE MCKIIOUEHHUH, BOCTPEOOBAHbI U B TPAJAULIMOHHOM
UCTIOJIHUTENILCTBE: MHOT/IA 3aMeIISIeTCS TIECHS, peKe — BCTpedaeTcs
pernpu3a, U TOJBKO KaK MCKIIOUEHHE — €IMHOBPEMEHHOE 3aBepIle-
HUE TMIECHU JIByMsI YacTSIMH XOpa/aHcamOs.

e Coxpaménnas necHsi. Macmrab, 10CTaTOYHBINA TOJIBKO IS
Mpe3eHTAINK, SBJISETCS HEHW30€KHBIM CIIEACTBHEM JCTETHU3AIMU
donpkiopa. YKopoueHue MEeCHH, KOTOpOe OTHOCHUTCA K Oaiaaam,
TPYZIOBBIM TIECHSIM, XOPOBOJaM, BBISIBIISIET IPUOPUTET HCTIOTHUTENS
MY3BIKQJIbHOMY TEKCTY 3a CUET CJIOBECHOTO (B pacuére Ha 3pHUTeIs),
YTO MOATBEP)KIACT HUBEIUPOBAHHYIO (DYHKIIMOHAIBHOCTH IECHH.
C moHBIM MCTIOJIHEHUEM TIECHU CBs3aHa XapaKTepHast JJs amMmOuBa-
JICHTHOW TPHUPOJBI TPATUIIMOHHON MY3BIKA TEHACHIUS K CTAOWIIb-
HOCTHU B TIPOTUBOBEC TEH/ICHIINH K HMITPOBU3AIMOHHOCTH. [loaTOMYy
cpeau GOIbKIOPHBIX ,,lYPMaHOB™ TIECHU, UCIIOHSAEMBIE ,,]10 KOHI[A”
(Jame — B pauuHckom THAJIEKTE), TIOJIB3YIOTCSI 0COOEHHOM TOIYJIsIp-
HOCTBIO.

e Hapymienne npuHIMNA AHTH(POHHOIO MeHHsl. XOpPOBO-
JHBbIE, CBaJIeOHBIC W TPYAOBBIE MECHHU 3a4acCTyI0 XapaKTePU3YIOTCS
HOTIEPEMEHHBIM (Opiiupyiu) UCTIOTHEHNUEM JIBYX yacTel xopa. MHte-
PECHO, YTO BO BpPEMsI IIPOBOIUMBIX 3THOMY3BIKOJIOI'AMU MacTep-KJiac-
COB JUISl PETHOHAJIBHBIX HAPOIHBIX XOPOB (M paHbIIIe, U CETOAHS 3Ta
MPaKTUKa TAKXKE BBI3BIBAET MHOXXECTBO BOIPOCOB), CIICHUAINCTHI
4acTO CTAJIKUBAEMCSI C HCTIOJTHEHNEM aHTH(OHHON ITECHU OTHUM XO-
pom. Kpome nipo0ieMbl HCTIOTHEHUS ¢ TIEpeABIIIKaMy Havyajia HOBOU
¢passl, He 3aBeplas MPeIbAYILYI0, BAXKHBIM SIBIISETCS TaKXKe U pa3-
HUIA COLIMAJIbHOW UIECHTHUYHOCTH B MOMEPEMEHHOM MeHuu. Takum
o0pa3om, aHTU(HOHHOE UCTIOJTHEHHE JIBYX pa3HbIX aHcaMmOIeil Ha of1-
HOM CIieHe sBIsieTcs 6osee MOATUHHO-ayTEHTHUHBIM, YeM TaKoe ke
UCTIOJIHEHHE OlHUM aHcamOneM. CreyeT OTMETUTh, YTO MOJ00HbIe
OIIMOKY HE XapaKTEePHBI IS OMIBITHBIX BTOPUYHBIX XOPOB.

e HecoBepuieHHoe nojapaskanue puryajiam. Hekoropsie an-
camMOIM CTapaloTCsl Ha CIEHE YBEJIMYHUTH CTENEHb ayTeHTHYHOCTHU
MOCPEICTBOM IPHUOIIHKEHHsT 00pa3iia K COOTBETCTBYIOIIEMY PUTYa-
JIy, YTO JJaeT CIIyIaTet0 NPUATHBIN 3 PeKT npeo1oeHus: BpeMeH!
U npoctpaHcTBa. Ho 3auacTyto oHUM HE B COCTOSSHUU IOKa3aTh ecTe-
CTBEHHYIO CIOHTAaHHOCTb, YTO JaeT 3PQeKT TearpaibHOCTU. Taxo-
BBIM SIBJISIETCSl M3JIMIIHE OPUTHHAILHOE Hauajo/3aBepllIeHUE iep-
xyau (XOpoBO), Y3aKOHEHHBIE BOCKJIMIIAHUS BO BPEMS HCIIOIHEHUS
(uryTO4HbIE, TPYAOBBIE), HE UMEIOLIHe (DYHKIMOHAIBHYIO HArpy3Ky
XJIoTKH (0€3 TaHIa WK XOpOBOJa) U AP.
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Crnenyet BbIICTUTh OJJHY J€Tallb: ,,[earp 3 THOMY3bIKH — MTH-
eoun”’ (MMEHHO ATOT KOJUIEKTUB B 1980 rogy BIiepBbIe MPUBJIEK BHU-
MaHHUE K ayTeHTUYHOMY HCIIOJIHEHHUIO) TSl MOKa3aHUs KaKoro Ju0o
puTyana (Hampumep — TPaypHOT'0) UCIOJIb3YET He JIOKAJTHU30BaHHOE
B NPOCTPAHCTBE CHHKPETHYHOE JAEUCTBHE (My3bIKaJbHO-BEpOasb-
HO-IIJIACTHYECKOE), a ,,KOHIJIOMEpAT~ PUTYaJIbHBIX JAEUCTB pas3iIvy-
HBIX IUanekToB [ py3un.

e [Tonyppu. B nocnennee Bpemsi B MOy BXOAUT MOIyppHU U3
HapoaHbIX neceH. Cromerus u pecsatuwinetus Hazan [[3yky Jlonya u
Jlano MuennuiBuiIN COBMEIIANIM HECKOJIbKHX TPYIOBBIX IECEH B
OJIHY KOMIIO3UIIMIO, TTOJJOOHBIE MPUMEPhI BCTPEUAIOTCS TAKKE U B
TPaJUIIMOHHOM HMCTIOJIHEHUH (BO BpeMs apTeIbHBIX pabOT HApOIHbIE
MCTIOJTHUTENN YacTo 00beIMHSIN pa3Hble ecHu). Ho Ha ceromus, K
npuMmepy, aHcam6Omsb ,,Caxuoba” B MOMyppH 3a4acTyi0 00bEIUHSET
pa3NUYHbIC JKaHPbI U JAMAJEKTHI, YTO CIIOCOOCTBYET 3PENIUIIHOCTH,
HO B IJIAHE ,,ay TEHTUYHOT'0” 3Ty MIPAKTUKY HY’KHO OLIEHUTb, KaK 1Iar
Hazal.

e HecoorBercTBylomas aprukyasauusi. He cekper, uto uc-
MOJIHEHUE MECHHU KaKoro JMO0O0 JHajeKTa JIydllle UCIOIHSIETCS MeB-
oM Toro ke npoucxokaenus (I'apakanuaze 20076: 24). A 3toT 1u-
aJIEKTHBIN XapakTep, B MEPBYIO0 Ouepellb, MPOSBISIETCS] XapaKTepoOM
3BYKOU3BIIEUCHUS. XOTS HEKOTOPHIE BTOPUYHBIE, TACTPOIUPYIOIIIE
aHcamb6mu (,,PycraBu”, ,,OpucuoHn’) HE NPUAAIOT 3TOMY (HaKTOPy
JOJDKHOTO 3HaueHus. JIroOuTensiM rpy3uHCKOM MeCHU ,,pexeT ciayx”’
aKaJeMHUYECKOE HCIIOJHEHHE IECHU C HUCIOIb30BaAaHUEM TPEMOJISI-
1[uH, BUOpAro.

e He3zaxoHomepHOe pacnipenesieHHe roJiocoB. JTy OHIMOKY
JIOTIYCKAIOT JIUAEPhl aHCaMOJIell, He UMEIOLIUX OIBIT PACIIU(pPOBKU
CTapbIX 3aMUCel, B KOTOPBIX BCTPEUAETCS CKPELIUBAHUS TOJI0COB.

e Kiaccuueckue” mHCTpyMeHThI. J[J1s1 Tpy3UHCKOW Tpaau-
MU HE TUIUYHBl MUHCTPYMEHTAJIbHbIE aHcamMOnu (TpaJuLMOHHAS
MHCTPYMEHTAaJIbHAsl My3bIKa JI0 HAC JIOILIa TOJBKO B BHJIE COJILHOTO
HAUTPBIIA, WHCTPYMEHTOB, COMPOBOXKAAIONINX BOKAJ, WU MaJbIX
aHcamOIel, B cocTaBe JIByX HHCTpYMEHTOB). [IpakTiuka HHCTpyMeH-
TaJIbHOTO HAPOJHOTO OPKECTPA, NosiBUBLIAsCS B cepeaunne 20-ro cro-
JIETHSI, IPUBEJIA K PEBOJIIOLIMOHHBIM pe3yibTaraM. [ 1aBHy 0 poJib TyT
UrpaeT na”aypu (CTpyHHBIH MHCTPYMEHT) XPOMAaTHYECKOTO CTPOsI
(B HapoZie MIMEHYEMBIi ,,KIIACCHUECKUM ") B JIPYTHe MHCTPYMEHTHI,
KOTOpBIE€ B IPOTUBOBEC TPAJAULIMOHHOMY FapMOHHYECKOMY COIIPOBO-
KJICHUIO MPEIJIOKIIN BOKAIbHOMY HCIOJHUTEN0 (PyHKIMOHAIBHO
U CTPYKTYPHO pazHOOOpa3HOE TapMOHUYHOE COMPOBOXKICHHUE.
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Diunomysvikanvhvie wenoenyuu 6 I pyzuu u ,,ayiueHiuuuHoe”

MoskHO cKa3aTh, YTO Mapagurma My3bIKalbHO-(OITbKIOPHOTO UC-
MIOJTHEHUSI B IOCTYITHOM JIJIsl HAC UCTOPUUECKOM MpocTpaHcTBe [ py3un
U3MEHUIIACh YETHIPEKbI: BO BTOPOil monoBuHE 19-ro Beka — B 310Xy
CO3[aHus STHOTpapuyecKrx aHcamOneil 1 BeIABICHUH (HOIBKIOPUCTHU-
yecKoi MbIciH (,,] py3mHCKOE XOpO™, XOpbI oA pykoBoacTBOM Kopu-
3e, bananuuBanse, Kascanse, Jlonya, ['uro OpkoMauiBuin u apyrue
3anaHO-TPY3UHCKHE U BOCTOYHO-TPY3MHCKUE TUHACTHIHBIE aHCcamO-
1M riecHonieHni); B 20-b1x Togax 20-ro Beka — B ATI0XY COBETCKOM Mac-
COBOHM KyJIBTYpBI U coBeTCKOM Tematuku (Mmmoctpamus 4); B 60-bIx
ronax 20-ro Beka — B 310Xy Mabix aHcamoOunei (,,[lIBuakamna”, ,,[opae-
na”, ,,PycraBu” u apyrux) u B 80-bie rogax 20-ro Beka 10 CETOAHSII-
HETO JTHS — B ATIOXY BO3BpaTa K ayTeHTUYHOMY MCHONTHEHHIO. [lepBbiMu
CTOJIBUKHUKAMH 3TOU MOCIIeIHEH MHUIUATUBBI ObLIH: (OTBKIOPHBIHA
ancamOIpb ,,MTtrebu”, ,,M3eramse” (03ByUMBAIOIINE KEHCKHE TPaIH-
IIUOHHBIC 00PA3IIbl) U IIEPKOBHBIN XOp ,,AHUMCXaTH (BEpHYBIIUH Tpa-
JUIMOHHBIE TPY3UHCKHE TIECHOTIEHUS B OOTOCITYKEHUH ).

CoOCTBEHHO TPAAUIMOHHBIA ayTEHTHYHBIH (DOIBKIOp HE
MOXKET CONPOTHUBIATHCA MPOLECCY IO0aNU3alii U TMEePeXOquT B
Hacieque mnpouuioro. AnaH Jlanaec cyuWTaer, 4To MPOTHBOBECOM
(bONBKIOPHON PETrpecCUBHOCTH MOXHO CUUTATh MNEPUOAUYECKOE
BO3pOXk/IeHHE (DONBKIOpa WM MPUHLHUII €ro OOHOBIICHUS MOCPE-
cTtBOM HOBBIX *)aHpoB (Hanmec 2003: 70), HO TakKMMH OOHOBIICHHUS-
MU [EHUTENU TPATUINI OCTAIOTCS Pa304apOBAHHBIMHU.

Cpenu npuopUTETOB HEaKaJeMUYECKUX HalpaBlICHUH, coaep-
KAIIUX dEMEHTHI (PONBbKIOpHU3Ma, TPAIUIIMOHHOTO CTUJIS U (DyHK-

Wnmoctp. 4 Haponuslil xop coBeTCKOro nepuoaa
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[MOHUPOBAHUSI, HY)KHO BBIACIUTh TPAAUIMOHHOE MY3bIKAJIbHOE
TBOPYECTBO, CAMOAEATEILHOCTh U MNMOCTGOAbKIOP. OCHOBHasA
XapaKTEepUCTHKA MEPBOM U3 HUX COACPKUTCS B HA3BaHUU; caMoie-
ATEJILHOCTb B3palllMBAETCs WHIUBUAYATHU3MOM, KOTOPBIM 3a4acTyio
HHCTUTYLIMOHaIM3upoBaH (A apsimaukosa 2008: 21), B TO BpeMsi Kak
MOCT(OIBKIOP CIIOHTAaHHO, MOCPEICTBOM HOBOW peabHOCTH MpPE-
CTaBJsgeT co00I TBOPYECTBO MY3bIKAIbHBIX UJECHTHUUHOCTEH, cop-
MHUPOBAaHHBIX HOBBIMU KOMMYHHKAIIUSIMH.

B donbkinopHoi My3bIKe B3aUMONIPOHUKHOBEHHUE PA3HBIX CTH-
JIeil SIBJsIeTCsl paclipOCTPAHEHHBIM SIBIIEHUEM, UTO TaKKe XapaKTepHO
u aus [py3un. Eciiu B KaXeTHHCKUX MECHSIX BBISIBUIACH BOCTOYHAS
MeIu3MaTuyeckas MOHOAMSI, TO eBporneiickas GyHKIIMOHAIbHAS 3CTe-
THKa HallUIa paclpoCTpaHeHHE B HOBBIX 00pa3liax MHOTOTOJIOCHOTO
cTposi. B o0oux ciaydasx Mbl MMEEM JIeJo ¢ ,,THOPUIHBIM CTUIEM
(Jovanovi¢ 2012: 245). Ognako TepMUH ,,FTHOPHUIHBIN OoJIee TTOJHO
XapakTepu3yeT Ty CTPYKTYPY, Iie MOKa €Ille BO3MOXKHO OIpe/ieJIeHHE
MIPU3HAKOB Pa3HbIX CTHIJIEH. XO4eTcs OTMETUTh, YTO MOHATHE ,,[U-
OpunHoe” (1momoOHO TepMHURHY ,,HeoDoabkiIop”; Anukud 1997: 224)
BCE-TaKy BPEMEHHBII MHCTPYMEHT, TaK KakK B JIIOOOM, JOLIEALIEM JI0
Hac o0pasiie Mbl MOXKEM MO/Ipa3yMeBaTh MO HUM CUHTE3 MHOTOCTa-
JIUUHBIX c10eB. Tak win nHade, B [ py3un oHO BMEIIAeTCs B IOHATUH
,»ayTEHTUYHOE”, XOTA OTHOCHUTCSA K ,,JIETKOM BECOBOM Kareropuu” Hu
(bakTHYeCKr HEMPUMEHUMO.

Camo/iesiTeJIbHOCTh HE OrPAaHUYMBACTCS MCIIOJIb30BAHUEM
TOJBKO (DOJIBKIIOPHBIX MOTHBOB, XOTS OCHOBHOW MOTOK OTJIMYAETCS
npereHsueil Ha GOIbKIOPHOE UHTOHUPOBAHHE.

Kazanoce Obl, urcTO (DONBKIOPHBIM HAI0 CUUTATh TE€ IMPO-
U3BEJICHUS, KOTOpbIE TMPOILIM IPOBEPKY BPEMEHEM B KaueCTBE
LIUIArepa’”, HO TaK KaK ¢ TPaJAULIMOHHON BETBBIO OHU CBS3aHbI JIUIIb
MOCPEJICTBOM OTAENbHBIX BHEIIHMX JeTajieil, He MOTyT CUMTaTh-
csi (hoNbKIOpHBIMHU. Benp TpaauIMOHHOCTH MpEACTaBIseT COOOM
OCHOBHYIO XapakTepucTtuky donpkiopa (3emmoBckuii 1977: 71;
Annkun 1997: 225). [lonoOHOE sBIEHHE MOYKHO XapaKTEPH30BaTh
MOHATHEM ,,iapadoabkiaop”. CxoaHele TeueHus B [py3um xapak-
TEPU3YIOTCS MOCT(POIBKIOPHBIMUA CBOWCTBAMU: HEIIUTAPHOCTHIO,
HECAaHKIIMOHHOCTBIO CBEPXY, HO Oyiarojapsi TakMM IpU3HAKaM, Kak
npodeccuoHanu3alus, CrnocoObl COBPEMEHHOM KOMMYHHUKAIIMU U
OPraHU30BaHHOCTbh, UX MOXHO OTHECTH K ,,MUpPOBOH My3bike”. Ha
cerofHs ocoOeHHa akTyaldbHa BETBb MapadosibKIOpa C CTHIHUCTHU-
YECKOW PEMUHMCIEHIIMEN BOCTOYHO-TPY3MHCKOM TOPHOM MY3BIKH.
Marnsie aHcamMOIM ¥ TaKKe UCTIOJIHUTENH, Kak Teona KymcuamBuiu,
Mapuam DnuemiBuiiy, cectpbl [orouypu, cectpsl Hakeypu, cecTpsl
3Buanaypu, Jlato KeHunamBuam u apyrue co3garoT COOCTBEHHBIC
MIECHU 0] aKKOMITAaHEMEHT MOACPHU3UPOBAHHON MaHAypHU, a TaKKe
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C 2JIEKTPOHHOM apaHkupoBkoi. Ha cerogus B I'py3uu B Heapax ca-
MOJIESITEIBHOCTH 10 MHEPLUHU BCE €Ile MOMyIsIpeH U (OJIBKIOp COo-
BETCKOTO MEepHoJia, KOTOPBIN MPOSBISAETCS B MACCOBOM UCIOJIHEHUU
W/WIA B BEPHOCTH K HAPOJHBIM KOMIIO3UTOPAM.

HecaHnkinonupoBaHHOCTh THapadonbKiIopa Takke OTHOCH-
tenbHa. [ocymapcTBeHHBIN LIEHTP GOIBKIOpa €ro HEe MPU3HAET, CUU-
TaeT HEBEPHBIM IyTeM pa3BuUTHUs (osibkiiopa (Ha ¢ecTUBaISIX-IPo-
CMOTpax TaKue MCIOJIHUTEIN B OCHOBHOM IOIBEPralOTCSl KPUTHKE,
JUTISL HUX HE CYILIECTBYET OTJeNbHON HOMUHanuK). HecMoTps Ha Ta-
KO€ HEMpPU3HAHUE, TAKUX HCIIOJIHUTENECH 4YacTO MOXHO BCTPETHUTD
HA COBMECTHBIX KOHIIEPTaX, HEATUTAPHBIX TeJle- U paJuo KaHalax u
T.J. (XOTS MX 4aCTO OIICHWBAIOT KakK ,,noncy’” donbkiaopa). Ciemyer
OTMETHTh, YTO MOAOOHOE UTHOPUPOBAHKE MapadoiIbKiIopa Crocoo-
CTBYET KOHCEpBAIlMH €ro U TaK HE OUYEHb BBICOKOTO XYIOXKECTBEH-
HOTo ypoBHS. Hy’)KHO OTMETHUTb, UTO B CUTYallUU TAKOH OTUYXKJEH-
HOCTH HCIIOJTHUTENN NapadosibKiIopa HHOT/IA YyBCTBYIOT cebds Ooee
pacKpenomEHHO.

Uro kacaercst mocTHOIBKIOPA, B STOM MHOXKECTBE MOpa3yMe-
BAETCSl STHOMY3bIKaJbHbIH KOMIIOHEHT PECTOPAaHHBIX MY3bIKAHTOB,
,»UaH0206” (MHCTPYMEHTAIMCTBI BOCTOYHOTO CTHJIS), COIPOBOXK/IA-
IOLUX TpaypHbIE LIEPEMOHUU WM Pa3BIEKaTeIbHbIE MEPOIPUSTHS,
,,0JIaTHBIX” TIeceH (PBPEMU3HPOBAHHBI KPUMHUHAIBHBIN >KaHp, Ha
PYCCKOM M TPY3MHCKOM SI3bIKaxX), TYPUCTCKUX IECEH, COBMECTHO-
ro UCIOJHEHUS COBPEMEHHBIX WHOCTPAHHBIX XHTOB, MHTOHUPOBA-
HUs OOJICTIBIITUKOB, HAPOJHOW peKsaMbl, Xeiiiiu Oepcoeu (Happy
Birthday, na aHTIMIICKOM U TPY3WHCKOM SI3bIKax) | T. 1.

[IpropuTeT TpaAULMOHHOTO ayTEHTUYHOTO (DOJIBKIIOpA CTOUT
Ha YPOBHE TOCY/IapCTBEHHOW MJICOJIOTUU. DTOT AKIEHT MOAYEPKH-
BACTCS MHCTUTYLHUEH elI€ paHHEW COBETCKOW CTPYKTYpbl — ,,JoCy-
JIapCTBEHHBIM LIEHTPOM (onbkiopa” (panee ,,PecryOnukanckuii oM
HapoaHoro TBopuectBa” — PIIHT), ogHako 3Ta opranuzamus, ropas3iao
OoJee TIIATENbHO, YEM B COBETCKUE TOJIbI, (PUIBTPYET AEATEIbHOCTD
NOJACPKKU/pazBUTUSL (HOIBKIIOPA, POU3BOJUT CTPOTYIO CEJICKIIHIO
Ha OCHOBE ayTeHTH4YHOro ucnojHenus. Pannuii PIIHT ¢unancoso
MOOUIPSATT HAPOAHBIX KOMIIO3UTOPOB, B TO BpeMsi KaK Ha CErojHA
JUTsl IIeHTpa (OJIbKIIOpa 3TO HANpaBlIEHUE, MSTKO TOBOPS, HE CUH-
TaeTcsl MPUOPUTETHBIM. IHTEpEeCHO, YTO Ta ke MOJIUTHUKA CMSATYeHa
JUTSL JIesiTeNIe YCTHO-CIIOBECHOTO TBOPYECTBA — B BUJIE MOAJEPIKKHU
,,HAPOJHBIX CKazaTesel”. XoTea0Ch Obl MOMYEPKHYTh, UTO OAHUM U3
nubepanbHbIX npossieHuil Llentpa donbkiiopa B monb3y HOBEHIINX
HaIpaBJICHUH SIBIISIETCS KOHKYPC ceMeiHbIX ancamoneit B 2010 roxy,
rjie BIepBbie ObliIa BbIIeJIeHa HOMUHALINS ,,[OPOJICKAsl IECHS .

MokHO cKa3aTh, 4TO (OJIBKIOPHBIN EHTP 00J1aaeT OOJIBIINM
aBTopuTeToM. Ha ceronns sTa opranusaiusi BbICTYIaeT B POJIU 1ICH-
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30pa, ,,3akoHoxaaress Mojbl” . C Ipyrol CTOPOHBI, €ro TaKKe MOKHO
MPEJCTaBUTh KaK ,,3alIUTHUKA TPATULIANA .

[Ipu monbITKe peaHuMUPOBaHUS MIECEHHOTO (OIBKIIOpa C MO-
MOUIBIO ,,9KCIIEPTHOTO KHUCIOpoAa” MPOSIBIAETCS OCHOBHOM MOCTY-
JaT MOHMMAaHUA cHelralIucTaMu (OJbKIOPHOW TpaJUuLIMU: AJIsi HaC
,,ayTEHTUYHBIN ™ penepryap | ,,ayTeHTUYHOE UCIOJHEHHUE Tropasio
Ba)KHEE ,,ayTEHTUYHOW CPEbl U UCTIOTHUTENA . MOKHO CKa3aTh, 4YTO
Ha CErOAHALIHUN J€Hb MOJl MOHATHUEM ,,ay TCHTUYHOE T'PY3UHCKUI
ATHOMY3BIKOBE/I ITOIPa3yMEBAET, B MEPBYIO OUYepe/ib, TPAAUIIMOHHOE
UCIIOJTHEHUE TPAJAULIMOHHOTO pernepryapa. Mbl NPUBBIKIH K TOMY,
YTO TPY3UHCKAas TPaJWIMOHHAS MY3bIKa ,,T€UYeT B KaHaJle CLICHbI,
npeacTaBisist co00il ATHUUECKH UACHTU(DUKAIIMOHHBIA KO/ 3CTETH-
yeckoil gynkmuu. Ho, mo-moemy, Bce-taku HeoOXomumo ,,000ra-
TUTH” OCHOBHOM OOBEKT HaIllel CTaTbU — MOHATHE ,,ayTCHTUYHOE
- elle OJHUM 00s3aTeIbHBIM KPUTEPUEM — MPUBBIYHON CpeloH, KO-
TOpasi BBOAMJIA Obl MOHSATHE ,,TIEpBUYHAS ayTEHTHKA , B IPOTHBOBEC
K ,,BTOPUYHON ayTEHTHUKE .

U BcE xe, uccienyst STHOMY3bIKaJIbHOE IPOCTPAHCTBO [ py3un,
CO3/1aeTCsl BIEUYATICHHE, YTO CETOAHSI T'PYy3WHCKUN MY3BIKAJIbHBIN
(GoNBKIOp B OOJBIIMHCTBE CIIy4aeB IPEICTABISIET COOOW pempo-
JTYKIUIO TIPOILIOTo, a HEe MOJIHONPABHBIA KOMIOHEHT MOBCEIHEBHOM
TBOPYECKOM KU3HU HApOJa. A HHHOBAIIMS, POXKIEHHAS PSIIOM C 3TUM
IJIACTOM, C UCIIOJIB30BAaHUEM €0 K€ JIEKCUKH, YaCTO BBI3bIBACT OIa-
CEHMs 3a ,,TPCIIUHBI” HA STHUYECKOM MY3bIKaJIbHOM ,,Tejie”. UMeHHO
MO3TOMY TMOHSTHE ,,ayTCHTUYHOE  Ha MPOTSKEHUU JECCATUIICTUNA HE
TOJILKO COXPAHSET CBOIO PEJIEBAHTHOCTh, HO U MPEACTaBIseT co00it
HEKHI UHCTUTYT ,,TAOyUPOBaHMS TPY3UHCKOTO TPAIUITHOHHOTO HC-
MOJTHUTEINIbCTBA.
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Tamaz Gabisonia

CRITERIA OF ‘AUTHENTICITY”
IN TRADITIONAL GEORGIAN MUSICAL PERFORMANCE

(Summary)

Today we often use term ‘authentic’ in relation to different appearances of
Georgian folk music. Along with the unambiguous meaning ‘real’ this term also
has other meanings: ‘ethnic’, ‘rural’, ‘old’, ‘function of usual environment’,
‘traditional-stylistic’, ‘authoritative’, or ‘reproductive’. In spite of some
interconnections that arise from the term ‘authentic’ and its other meanings, the
most relevant way to apply this popular term for performers and audiences of
‘real folklore’ is traditionality. This factor is manifested in the following contexts:
a) performer (receiver and distributor of tradition, unobtrusively and orally),
b) motivation/function (representative and spontaneous function, hereditary,
utilitarian and aesthetic-daily motivation), c) repertoire (compliance of musical
and verbal text’s sample with its social function, eluding canonized versions), d)
expression (adequate articulation, performing regulation which is not determined
by the stage, traditional instrument etc.).

The problem of authenticity is more successfully regulated in traditional
Georgian church music than in folk music. For the latter, in this regard the special
difficulty is caused by identification of modern trends that contain folk motifs. The
most popular among them is distinctive, with its stylistic reminiscent layer from the
Eastern Georgian Mountains, which we refer as ‘para-folkore’. Notwithstanding
the fact that Georgian folklore is not centrally authorized, modernization of folklore
samples and also those manifestations of post-folklore that are further away from
the traditional motifs attract a wide range of listeners.

Essentially, the meaning of ‘authentic’ in the Georgian ethno-musical context
is presented as performance of the traditional rural repertoire with traditional
articulation. However, we think that it is convenient for the criteria of traditional,
usual environment to be added to this perspective.

IMomyueno 3. 3. 2014.

CornacosaHo k nedaru 17. 4. 2014.
OpuruHaIbHBIN HaydHBIA TPYA
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Performance of Musical Scale
in Traditional Vocal Homophony: Lithuanian Examples

Rytis Ambrazevicius'
Lithuanian Academy of Music and Theatre (Vilnius)
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Abstract

Acoustical measurements of pitches in a dozen songs exemplifying the Lithuanian
traditional vocal homophony were carried out. Several phenomena were revealed.
First, the entire scales experience gradual transposition (rise) from the beginning to
the end of the song performances. Second, the transposition is supplemented with
the gradual shrinking of the musical scales (the intervals become narrower). Third,
the intonations of the scale degrees are dynamic, i.e. they depend on the musical
(both melodic and harmonic) contexts. Fourth, the versions of musical scales work
as certain markers for the idiolects (further studies could show if this might be
extrapolated to the realm of dialects). All these insights raise issues about the per-
ceptual qualities of the musical scales and their manifestations in the performance.

Keywords
Musical scale, vocal performance, homophony, Lithuanian traditional singing,
acoustical measurements, pitch perception.

Issue of musical scale

Before we proceed to the elaboration of the methods and tech-
niques of the acoustical measurements, and the analysis of their re-
sults, let’s discuss the concept of the ‘musical scale’. Most probably,
this concept seems to be entirely transparent to us. Yet, upon closer
inspection we encounter several obstacles.

For example, Snyder defines musical scale as “subset of the
elements of a tuning system” (2000: 135) whereas Dowling and Har-
wood apply the term “modal scale” for the highest (or ‘deepest’, see
Figure 1) layer of the tonal hierarchy: in the modal scale, “the pitches
of a tuning system are hierarchically organized with a tonal center”
(Dowling and Harwood 1986: 113—114). Briefly, the term ‘scale’ is
assigned to different layers of hierarchical structures; confusion over
the other terms occurs as well (Figure 1).

One can find more definitions of musical scale (including the
encyclopedic ones) but with these two typical examples I would like
to pay attention to the more or less pronounced discrepancies be-

I rytisam@delfi. 1t
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tween the approaches to the concept. As for the current study, I will
be interested mostly in the intervallic relations in the sound systems
under investigation, with some excursions to the hierarchical struc-
tures of the systems. Thus the problem of definition is solved for the
current case. This problem, however, appears to be negligible com-
pared to the problems of acoustical-perceptual nature.

MSC  Hall Snyder  Dowling & Harwood
1991 2002 2000 1986

psycho-
physical
function

tuning  tonal G
system  material A e

cTpon scale
\scale tuning
system
nan mode tonality modal
scale

Figure 1. Perceptual levels of musical scales (based on
Dowling and Harwood 1986: 114).

At first glance, it seems that it’s enough to pick out occurrenc-
es of every scale degree in the analyzed sound recording (i.e. single
occurrence for every degree), to measure pitch of every sound-scale
degree (suitable computer software is applied), to calculate the inter-
vals between the sounds — as simple arithmetic differences between
pitches — and then to discuss their deviations from the twelve-tone
equal temperament (further 12TET). However, this simple procedure
works only in the case of stable tuning, i.e. first and foremost for
the majority of musical instruments. This was the basic technique
for the traditional ethnomusicological tonometry, starting from the
time of Stumpf and Hornbostel. Yet, the stability of musical scale
is sometimes only seeming, even for the ‘fixed’ tunings of musical
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instruments. Remember, for instance, various flutes whose pitches
depend slightly or even considerably on the force of blowing, or fid-
dles where the intonations of all pitches except those produced by
open strings are variable.

For vocal performance, true free or flexible intonation is typi-
cal. One can state even more strongly: acoustically stable intonation
is actually impossible in this case. The sounds (i.e. degrees) of a mu-
sical scale are intoned slightly sharper or flatter at every turn. This
is the case of categorical or so-called ‘zonal’ (e.g. I'apOy30B 1980)
scale: the pitch category is represented by the ‘zone’ of pitches in-
stead of a single pitch.

o =72
> >
1 1 1 T A 1 1
b 1 1 a 1 1 Y i 1 1
14 4 i 1 e & 1 ol IAY i |
! et 1 1 -~ 1 - a8 - 1
T I v
Mi — na, mi — na, mi — na — gau-—
*
% 1} T x 1 T 1} ne
b - 1N 1 1 A\ 1 1 b >y IAY .
LM | et i 1 oL MY 9 1 Ve ] et P~ 1
SV 1 1z - N - - - 1 1 Vi - 1]
D] 1 14 - T 14
— Cio ly — lio, m — na — gé&¢ — la ly — lio
> >
i I 1 1 1
' ] —1 Y 1 — S t —
3
D}
Su — jo — ja, su — jo — ja, su — jo — ja
i 1 i} 4 e
N 1 1 A 1 K I N 11T A |
[ )] I
sve — te — liai, su — jo — ja sve — te  — }iai.0-q!

Figure 2. Original transcription of sutartiné Myna, myna, mynagaucio lylio
(Slavitinas 1958: 657; N. 428a).2

Here I provide my beloved example belonging to the Lithua-
nian traditional polyphony — not homophony (Figures 2, 3). The es-
sence of the discussed phenomenon remains the same. This is the

2 This sutartiné is performed canonically by three women. The first singer performs the
entire depicted melody while the second one enters at the moment marked with asterisk
and also sings the entire melody (and the same lyrics) from the beginning to the end.
Successively, the third singer enters with the delay in regard to the second singer, the
first singer enters with new lyrics and with the delay in regard to the third singer, and so
on. U-ii! After the final barline marks the final whoop after all strophes are performed.
Mina, mina, minagaucio Ilylio, minagéla Ilylio (actually performed with long tensey:
Myna, myna...) are refrain-type words with hardly identifiable or lost meaning. Sujoja
sveteliai are translated as ‘Guests (diminutive form) came riding’.
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Lithuanian sutartiné (type of Schwebungsdiaphonie) Myna, myna,
mynagaucio lylio. For instance, the scale degree indicated nominally
as B3 is intoned in the range between B3-80 cents and B3-60 cents
in 13 occurrences (in the analyzed sound recording), between B3-60
cents and B3-40 cents in 23 occurrences, between B3-40 cents and
B3-20 cents in 39 occurrences, between B3-20 cents and B3 in 25
occurrences, and so on (Figure 3). Thus the intonations in the range
of B3-40 cents — B3-20 cents prevail, yet many flatter and sharper
occurrences are registered as well. Consequently, the objectivized
acoustic representation of the scale seems to be roughly two-dimen-
sional: it contains sequence of ‘standard’ (central) pitches and the
zone-widths around them. Perhaps, the first dimension is usually
more relevant. However, the second dimension can provide some im-
portant information about the hierarchy of the scale. Refer to the dis-
cussed example of sutartiné. The intonations of sounds ~A3 and ~B3
are the most stable, whereas the intonations of sounds ~G3 and ~C#3
are quite flexible and the intonations of other (marginal) sounds are
even more flexible. This leads to a presumption that the sounds ~A3
and ~B3 form tonal nucleus (or play the role of tonal anchors).
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Figure 3. Histogram of pitches in sutartiné Myna, myna, mynagaucio lylio (see Figure
2; all pitches in all parts; Ambrazevicius, Wisniewska 2009: 48).*

However, to be precise, certain questions about the technique of
calculation of musical scales still remain. Which measure of central

3 Concerning the peculiar intervals in sutartinés and the resulting problems of
transcription, see Ambrazevicius and Wisniewska 2009, etc.

4 For the measurements, the digitized version (Racifinaité-Vy&iniené 1998: N. 4) of the
old recording (from 1930s) was used.
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tendency — arithmetic average, mode, or median — should be consid-
ered as the most adequate for the evaluation of central pitches? Then,
simple logic tells us that, probably, longer notes have more weight
in the perception of scale. Additionally, very short (i.e. ornamental)
pitches are perceived quite faintly and ambiguously (Zwicker and
Fastl 2007: 187; AmbrazeviCius and Budrys 2012: 61). Thus when
defining the central pitches of the musical scales, most probably, all
occurrences should be weighed according to their durations and very
short notes should be omitted from the consideration. How weighed?
How short notes?

If even we imagine that we know answers to these questions
(actually, we can not know; we can only roughly presume), at least
one important problem remains. This is the phenomenon of so-called
dynamic musical scales, meaning that intonation depends more or
less on the (melodic and harmonic) musical context. This depend-
ence can be expressed by so-called ‘performance rules’: in addition
to random pitch fluctuations (‘performance noise’), certain systemat-
ic pitch deviations can be revealed and objectivized. Of course, this
holds true not only for pitch domain, but also for domains of intensi-
ty, time, and timbre (e.g., Friberg, Bresin, and Sundberg 2006). For
instance, when studying certain dialects of the Lithuanian traditional
monophonic singing we discovered that the rules of ‘leading tone’
and ‘ascending and descending sequences’ do manifest: first, a scale
degree next to an anchor tone tends to ‘gravitate’ to the anchor tone if
the two tones are found in a pattern of strong interaction; second, the
pitches in the ascending sequences tend to be raised, whereas those
in the descending sequences tend to be lowered (Ambrazevicius and
Wisniewska 2008: 25-27).

Consequently, it is natural to reckon that the dynamic intonation
can be influenced by hierarchical structure of the scale degrees. This
structure, in turn, can alternate from the beginning to the end of a tune:

“It is important that, in traditional folk song, there is no tight tie be-
tween the [modal] function and its carrier. A sound [i.e. scale degree
— R. A.] plays some ‘role’ in the certain point of the tune only; this
sound may carry a different modal charge [...] in other points of the
tune” (EarosatoBa and E¢pumenkosa 2008: 10).

The relatively short discussion above shows that the issue of
musical scale is far from trivial. This is frequently reflected in the ne-
cessity to make multiple decisions in the techniques of measurements
and generalizations of musical scales.
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Introductory notes on Lithuanian traditional vocal homophony

Kameénai

Figure 4. The ethnographic regions of Lithuania and the location of the samples.
The shading palette depicts the spoken dialects.

Briefly, monophony (heterophony), polyphony, and homopho-
ny are / were characteristic of various Lithuanian singing dialects.
Monophony in ensemble performance is traditionally attributed al-
most exclusively to Dzukija and Suvalkija (Southeastern and South-
western Lithuania; see Figure 4). Monophony was also registered in
so-called Lithuania Minor?®, yet after the WWII only some traces of
autochthonic traditional music could be found in this region, as the
music vanished with the Lithuanian autochthons. Polyphony, con-
taining counterpointal polyrhythmic singing — a type of Schwebungs-
diaphonie — among other stylistic variants, was documented in the
northwestern part of Aukstaitija, yet it had also vanished in the middle
of the 20th century and was finally substituted by homophony. Thus
nowadays homophony is the prevailing style in different Lithuanian
regions. Usually one singer performs the leading part while the rest of
a group add the lower ‘background’, making mostly dyads of thirds,

5 Western part of Lithuania and East Prussia (present day Konigsberg / Kaliningrad
district) that was part of Germany for several centuries.
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fourths, or fifths with the leading part, according to the functional
harmony. Sometimes the third, still lower part is added as well, but
usually it can be considered merely as stable or heterophonic variant
of the second part. Both ‘high’ and ‘low’ male singing is common.
It means, in the case of mixed (male and female) ensembles, male
singers add either interval of third (fourth, fifth,..) or tenth (eleventh,
twelfth,..) below the leading female voice. The homophonic multipart
singing in Zemaitija and Aukstaitija are considered to be of relatively
early origin, mostly featuring major-like mode. The homophonic style
in Dziikija is thought to be of later origin, dating from the turn of nine-
teenth and twentieth centuries or somewhat earlier. Both major-like
and minor-like modes are common.

These are the basics of the singing styles in Lithuanian tradi-
tion. Of course, more nuances could be discussed in a comprehensive
description.

Samples

The current study does not aim to generalize different phenom-
ena in a big corpus of Lithuanian traditional vocal homophony. This
pilot-type research rather strives to compare two typical idiolects of
homophony from the viewpoint of musical scale. The first sample
comes from Seduva folklore group; this small town is situated in
the Western part of Aukstaitija, Radviliskis Dst. (see the locations in
Figure 4). For the second sample, a group of singers from MiSttinai
village (Sal¢ininkai Dst.; Dzikija region) was chosen. Both groups
comprise female singers. Both samples represent major-like homoph-
ony and each of them contains five songs recorded in the turn of the
last two decades of the twentieth century.®

Examples of two song transcriptions are presented in Figures
5 and 6. Other songs in the two samples actually follow the same
structural schemes and combination rules for vocal parts (differing
slightly for the two dialects).

The ‘schematic transcription’ means that only basic features of
the tunes are depicted, and variations in the melostrophes are general-
ized. The peculiar scale qualities (their differences from the 12TET)
are also neglected: thereinafter we will see that the corresponding

6 Recordings: (Seduva) orphan song Auga kiemi dagilis (Cetkauskaité 2007: CD 3, N.
7), song to welcome the bridegroom Oi brolio broluzélio (Vy¢iniené 2002: N. 3), song
sung on the wedding eve at the bride’s home Kad as kelutj keliavo (Vy€iniené2002: N.
1), ploughing song Tétérvins subilda (Cetkauskaite 2007: CD 1, N. 7), song of leaving
for the wedding ceremony Oi sesutéla, ko verki (Cetkauskaité 2007: CD 2, N. 16);
(Mistiinai; all songs from Ambrazevicius 1999) love song Arskétéli garbuonéli (N. 20),
song to welcome the bridegroom Kad sériau zirgelj (N. 13), oat harvesting song £éké
sakatélis (N. 8), emigrants’ song Oi tu sakatéli (N. 19), and (wedding) guests mocking
song Tai kieno grazus kaimas (N. 1).
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diacritic or other markings would make no sense or they would be
too complicated since the scales change noticeably from the begin-
nings to the ends of songs. The tonalities are normalized: the tunes
are transposed so that the tonics are equalized to G4.
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Figure 5. Schematic transcription of Auga kiemi dagilis.”

D

Ars - ke-té - li, gar-buo-né - li, ne-sto-vék prie ke - lio, ne -sto-vek prie  ke(lio).

Figure 6. Schematic transcription of Arskételi garbuonéli.t

Additionally, to exemplify the influence of the musical con-
text on the intonation of certain scale degrees, two more songs from
Aukstaitija’ are employed (Figures 7 and 8). These songs belong to
a particular singing subdialect found in the southern or southwestern
part of Aukstaitija, characteristic for the somewhat statistically ‘stub-
born’ leading voice anchored to the fifth scale degree and thus a rel-
atively more important backing voice, especially in forming various
relations with the leading voice.
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Figure 7. Schematic transcription of UZugde mani maciute."’

7 Translation of the first strophe: ‘A green goldfinch grew in the yard, in the father’s
manor’.
8 Translation of the first strophe: ‘Curly eglantine, don’t stand at the road’.
9 Recordings: (Skuoliai, Ukmervge Dst.) song of the newlyweds’ visit to the bride’s
parents UZugde mani maciute (Cetkauskaite 1998: CD 3, N. 4), (Kaménai, Kédainiai
Dst ) haymaking song Oi Dieve mano (Cetkauskaité 1998: CD 1, N. 19).

0 Translation of the first strophe: ‘Old mother raised me, for heavy hardships, for

52



Rytis Ambrazevicius Performance of Musical Scale in Traditional...

I B
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Oi  Die - ve ma - no, Die - vu- li(au) ma - no, kai  per

Figure 8. Schematic transcription of Oi Dieve mano."

There is a tendency to perform the second scale degree in uni-
son (see the syllables ma-ni in the beginning of the second measure,
Figure 7; etc.) in contrast to the prevailing tendency in other dialects
and subdialects to add the low fifth degree, thus making the interval
of fifth between the voices (da-gi-lis in the beginning of the second
measure, Figure 5; etc.). There is also a specific feature of the leading
voice to ‘throw” the voice from the third scale degree to tonic in the
endings of phrases except of the end of a strophe (-fe in the end of the
second measure, Figure 7; and more similar occurrences in Figures
7 and 8).

Pitch measurements

For pitch measurements, Praat'> software was applied. Two
cases were encountered.

In the first case, the two voices were clearly separated in the
recorded tracks: in one track of the stereo recording one of the voic-
es dominated while the other was in the background (i.e. one voice
was significantly more intense). Just the opposite was characteristic
of the second stereo track. Praat draws an intonogram for the dom-
inating voice quite successfully. In other words, the technique used
for pitch measurements in monophonic performance can be applied.
This means that a quasi-stationary segment of the intonogram of a
sufficiently long tone can be chosen for the measurement of the pitch
average for this tone.

What ‘sufficiently long’ means needs a separate, thorough dis-
cussion. Here I will make a couple of short remarks only. The ade-
quate shortest duration for pitch measurements, if it is bound to the
phenomena of pitch perception (such as producmg and perceiving
musical scales in vocal performance), depends on pitch jnd". The

troubles for plaintive tears’.
Translatlon of the first strophe: ‘Oh my God, my dear God, when this year [ was in
a hardship’.
12° www.fon.hum.uva.nl/praat/
13" Just noticeable difference, difference limen.
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better the precision needed, the longer the durations (to some de-
gree) should be considered. If, say, one is satisfied with precision
of some 10 cents, durations longer than 50-100 ms should be meas-
ured.'* However, we made interpersonal divergences of 10 cents in
the measurements of a vocal performance even for some durations of
400 ms (Ambrazevicius and Budrys 2012: 61). It is mostly because
the intonograms of pitches are far from stable in the real vocal per-
formance; the short pitches usually do not even contain quasi-stable
segments.

Thus briefly, the quasi-stable sequences of intonograms as long
as possible are preferred for pitch measurements. Therefore short or-
namental notes are usually excluded from consideration, i.e. mostly
the structural notes are taken into account. I usually did not meas-
ure short ornamental notes in the current study since first, as was
discussed above, perception and measurements of such notes are far
from precise, and second (and consequently) their role in the deter-
mination of the musical scale is actually negligible.'

The ‘monophonic option’ is preferable because of significant
savings of time resources: one can measure pitch quickly and direct-
ly from intonograms. This option was applied in the case of songs
Uzugde mani maciute and Oi Dieve mano. Unfortunately, the voic-
es of multipart singing tend to be blended in sterco tracks'® and the
discussed technique does not work. Reliable automatic transcription
(tracing of the intonograms) is possible for monophonic performance
(or for technically ‘monophonic’ performance, as in our case) only.
Thus usually the procedure of pitch evaluation in multipart singing
is more complicated and more time consuming. This was the typical
case in the current study.

As in the study of monophonic singing, relatively stationary
segment (for both or all voices) is considered. It is comfortable to
start with the narrow-band spectrogram to identify such segments:
the spectrogram shows distinctly the undulating lines of harmon-
ics. Then spectrum of the selected segment is obtained and sets of
harmonics of the individual voices are identified in the spectrum.
Certain outstanding harmonics are chosen and their frequencies are
measured. Logarithmic relationship of frequency and pitch is applied
and the pitches are calculated.

14 According to Zwicker and Fastl (2007: 187), pitch jnd for stable pure tones with

frequencies of several hundreds of Hz and durations of 50-100 ms is around 10 cents.
> See Ambrazevi¢ius 2005-2006: 66-67; 2013: 89-90 for more detail on the pitch

measurements in the case of monophonic performance.

16 <Unfortunately’ for the measurements, but, of course, not necessarily for the joy of

listening.
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Gradual transposition: general remarks

Let us start the study from pitch measurements of the song
Auga kiemi dagilis (Figure 5). Pitch tracks of the first two melostro-
phes of this song are presented in Figure 9. Each structural note is
represented by a corresponding marker-dot. In the legend, ‘mstrl’
and ‘mstr2’ mean, respectively, the first and the second melostrophes,
‘v1’ and ‘v2’ stand for the first (upper, leading) and the second (low-
er, background) voices, and ‘rep’ means repeat of the second half of
the tune. For the better comprehension, the pitch tracks are chunked
into four segments each containing two measures. Lyrics of the first
melostrophe are appended below the tracks .

F4 L *
“‘ .\M\\ w n ——mstrl, v1
“c \ —— mstrl, v2
| \ SR - %
e /\ == mstr, v1 (rep)
/ * > =0~ mstr1, v2 (rep)
7%
B3 /\
—O—mstr2, vl (rep)
- .\ . - - —o—mstr2, v2 (rep)
. - \

Au- ga kie-  mi da- g lis, au- ga kie- mi za- lia- s,  kie-  mi kie- me- li te- ve- lia dva-re(li)
]

pitch

—&—mstr2,vl

——mstr2,v2

Figure 9. Pitch tracks of the first two melostrophes of Auga kiemi dagilis.

Acoustic instability of the scale degrees (their intersonic vari-
ation) is clearly visualized. Follow, for instance, the evolution of the
first scale degree (tonic) in the first melostrophe: notes 1-5-12-...-15-
22-27-28-(rep.)22-27-28. Importantly, not only are the pitch fluctu-
ations in the occurrences (‘performance noise’) observed, but they
are supplemented with a gradual rise of pitch towards the ends of the
melostrophes (Figure 9). The gradual rise becomes even more evi-
dent if we compare the melostrophes: the pitch tracks of the second
melostrophe lie noticeably higher than those of the first melostrophe.

To explore the phenomenon of gradual transposition more thor-
oughly, let’s measure the pitches of several characteristic dyads in
all melostrophes of Auga kiemi dagilis. Let’s choose the first dyads
in all measures: Au- (‘note 1°), da- (6), au- (12), Za- (16), kie- (20),
-me- (24), te- (27), -re- (31) (Figures 5 and 9). Figure 10 shows the
development of pitches from the beginning to the end of the song.
The pitch tracks are supplemented with marks pointing to the dyads.
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For example, (5-)3 means that this is the pitch track for the third scale
degree which occurs in the dyads 5-3 (i.e. composed of the fifth and
third degrees). Roman numerals denote pitches below tonic and Ara-
bic numerals denote tonic and higher pitches.

pitch

A3

(2-)V

(1-)V
1 2 3 4 5 6 7 8 9
melostrophe

G3 T

Figure 10. Transposition of dyads in Auga kiemi dagilis.

At this moment, it is enough to predicate that, first, the tonality
rises in 2-3 semitones; second, this rise differs slightly for the par-
ticular dyads, and third, the rise slows down towards the end of the
song. The tonality rise, however, is not always that prominent. For
instance, it equals roughly a quartertone for UZugde mani maciute
(5 melostrophes) and Oi Dieve mano (8 melostrophes). Lets then
examine more songs to make more reliable statements. Figures 11
and 12 pool results for Seduva and Mistiinai samples (each consist-
ing of five songs). The graphs show the transpositions from the first
to the last melostrophes for the pitches of analyzed dyads (crosses).
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The diamonds mark medians of the values. For instance, consider
the song Oi sesutéla, ko verki (Figure 11). The minimum value is
0.96, the maximum value is 2.25, and the median equals 1.43. This
means that one of two pitches in certain dyad of Oi sesutéla, ko verki
experiences rise of 0.96 semitone from the first to the last melostro-
phe, and this is minimum rise for this song. Another pitch rises 2.25
semitones, and this is the maximum rise for this song. The median
for all such rises is 1.43. One could conclude that even the converse
process — lowering towards the end of a song — could be observed in
some cases. However, the tendency of rising transposition is obvi-
ously overwhelming, as well as the rough correlation of the rise to
the duration of song. Some exceptions (such as Oi brolio broluzélio,
Figure 11, and £ékeé sakatélis, Figure 12) could need more attention.
One can speculate that particular physiological and psychological
circumstances were at work, but the possibility of the influence of
certain musical features should not be excluded.
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Figure 11. Dependence of transposition on the duration of song; Seduva sample.
Crosses: transposition of pitches of various dyads. Diamonds: medians of the
transposition.

Gradual transposition: evolution of intervals

Closer inspection of the gradual transposition in Auga kiemi
dagilis reveals that the evolution of scale degrees in the course of
performance slightly differs. The tonic experiences the steepest rise
while the higher degrees transpose progressively to a lesser extent
(Figure 10). The lower fifth degree, again, rises slightly less than the
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tonic. These differences in the transposition appear especially appar-
ent if observe the change of intervals in the vocal dyads (Figure 13).
The width of the nominal major third 3-1 drops from a ‘very wide
major third’ (even closer to a fourth) to a ‘narrow major third’ (nar-
rower by some 20-30 cents compared to the 12TET-equivalent).
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Figure 12. The same as in Figure 11; for Mistiinai sample.
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Figure 13. Evolution of dyadic intervals in Auga kiemi dagilis.
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The same holds for the nominal pure fourth 5-2, which appears
to be slightly stretched in the first melostrophe, but soon drops below
the tempered equivalent and further narrows progressively to roughly
midpoint between pure fourth and major third. Similarly, the nominal
minor third 5-3 transforms from a ‘wide minor third’ to something in
between the minor third and major second. On the contrary, a slight
stretch of the intervals containing the lower fifth degree (1-V and
2-V) is generally observed.

These transformations suggest several important issues re-
garding perception and performance of the musical scale. First, the
harmonic intervals formed by the voices deviate significantly from
their 12TET-equivalents. Actually this is not surprising in the case of
traditional vocal performance. Second, which is probably more inter-
esting, the harmonic intervals undergo considerable gradual change
from the beginning to the end of the song. This leads to the third
insight: the intonation of harmonic intervals and, consequently, the
intervals in musical scale are only roughly fixed. The system of inter-
vals manifests as certain rough perceptual scheme, which is flexibly
shaped in the course of performance. Fourth, one can try to speculate
the reasons for the discussed evolution. It seems that they result from
interplay of certain physiological and psychological phenomena. Per-
haps the general rise can be collated to the tendency of gradual timbral
brightening. It goes together with the preferred stretch for musical
scales.!” However, the stretch is generally available for the lower scale
degrees only. For the upper scale degrees, the phenomenon of stretch
is restricted as these rising degrees occur gradually in the upper part
of a vocal range not comfortable for voice production. Thus the upper
limit of a vocal range ‘pushes’ the high pitches down and so the inter-
vals squeeze. y

Figures 14 and 15 pool results for Seduva and Mistiinai sam-
ples. Quasi-stable segments of the occurrences of certain dyads were
cut from the recordings of the first melostrophes of all ten songs.
Then LTAS!® spectra for each set of the segments were composed
and averaged pitches of the dyads were obtained. For example, the
corresponding segments of the dyads 5-3 were left in the recording
of the first melostrophe of Arskétéli garbuonéli (Figure 6): -té- (first
measure), -vék (third measure), -lio (fourth measure), and -vék (fifth
measure). Then the averaged pitches of the third and fifth degrees
were calculated from the LTAS. This technique of averaging weights
automatically longer and more intense occurrences.

17 Refer to the phenomenon of ‘outspreading’ (‘unfolding’) scales (rus. packpsrsaiouu-
ecs naovl; Anekcee 1976: 48—58); this phenomenon can be registered in the Lithuanian
tradition as well. This could be attributed to attempts for gradual psychophysiological
mastering of a wider vocal range.

18 T ong-Term Average Spectrum.
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The same procedure was carried out with the last melostro-
phes. Then the pitches were normalized to the tonics of the analyzed
melostrophes. Finally, deviations of the pitches of scale degrees from
their counterparts in the twelve-tone equal temperament were calculat-
ed. The fourth scale degree is not shown for Seduva sample (Figure 14)
since it is faintly presented in the analyzed songs: at best, it appears in
transitional notes only (as in Auga kiemi dagilis, Figure 5)."
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Figure 14. Pitch deviations of scale degrees from 12TET; Seduva sample. Crosses:
pitches of various dyads. Diamonds: medians of the pitches. Transposition is depicted:
the values on the left stand for the beginnings of the songs whereas the values on the
right show the endings.

19 Statistical inference about the difference between two populations means (i.e. the
corresponding intonations in the first and the last melostrophes) gives fairly low one-
tail p-values for the following scale degrees: V (.096), VI (.082), VII (.060), 3 (<.001), 5
(<.001) (Seduva sample; Figure 14); 3 (.005), 5 (<.001), and 6 (.002) (MiStiinai sample,
Figure 15). The few remaining scale degrees (2 in Seduva sample, 2 and 4 in Mistiinai
sample) show p-values larger than .1 which means that, for these degrees and based on
the samples of limited size, the tendencies of the changes discussed are either not that
strong or ambiguous.
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Generally, results confirm the insights gained for one single
song, Auga kiemi dagilis: the normalized pitches of scale degrees
above tonic tend to drop during the course of performance (degrees 2,
3, and 5 in Figure 14, and degrees 2-6 in Figure 15) and those below
tonic tend to rise (degrees VI and VII in Figure 14). This means nar-
rowing of the intervals between the certain scale degrees and tonics,
1.e. shrinking of the scales. An exception is made for the lower fifth
scale degree (V in Figure 14). Probably this reflects the above-men-
tioned tendency to ‘unfold’.
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Figure 15. The same as in Figure 14; for MiStiinai sample.

Thus the tendencies of the temporal scale to shrink are essen-
tially the same for both Seduva and Mistiinai samples. However, the
actual intervals differ quite significantly. Let’s start from the fact that
the tunes in both samples are based on the frame (or nucleus) of two
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main tonal anchors: tonic and fifth degree®. In both samples, the
singers start from slightly stretched fifth (the fifth is some 20 cents
sharper compared to its counterpart in 12TET) and this might be at-
tributed to the common psychological preference to stretch intervals
(e.g. Dowling and Harwood 1986: 101-104). When approaching
the ends of the songs, the fifth degree becomes even flatter than the
12TET-fifth, but still similarly for both Seduva and Mistiinai sam-
ples. However the rest of the scale degrees (i.e. not belonging to
the frame of two anchors) show relevant differences in pitch for the
two samples. Briefly, the pitches tend to be sharper in the context of
12TET, for Seduva sample, but flatter for Misttinai sample (consider,
for instance, the second and third scale degrees).

To generahze the Seduva singers apply a ‘bright’ version of
major-like scale whereas the ‘dark’ version of major-like scale is
characteristic of Mistlinai sample.

The role of musical context

Figure 10 shows that certain scale degrees are systematically
intoned sharper or flatter depending on the dyads they belong to. For
example, there is a slight tendency to intone the fifth degree sharper
in the dyad 5-2 and flatter in the dyad 5-3. The deviations of intona-
tions of tonic in the dyads 3-1 and 1-V are much larger; the same can
be stated for the lower fifth degree (i.e. sub-fourth) in the dyads 2-V
and 1-V. In some cases, these deviations even approach a semitone (!)
Now, I will not speculate on the reasons for every single scale degree,
but most probably some generalizations could be inferred concerning
the phenomenon. First, the vertical (harmonic) context could be at
work: the tendencies to intone certain dyadic intervals wider or nar-
rower could result in the corresponding tendencies of intonation of
scale degrees.?! Second, there could be also some impact of more ex-
tensive musical context including the horizontal component. Third,
it is also possible that the vocal parts (or the singers corresponding
to the vocal parts) have slightly different ‘versions’ or even ‘models’
of the scale to be applied. (The case of tonic in Auga kiemi dagilis is
meant: the tonic is performed by the leading voice in the dyad 1-V
and by the backing voice in the dyad 3-1.)

The slightly different scalar ‘versions’ of the vocal parts are
partially obtained in the songs UZugde mani maciute and Oi Dieve
mano (Figures 7, 8, 16, and 17). As has already been mentioned,

20 Qr, if based on more refined interpretation, the lower and upper tonics (Xapar
1972: 247).

21 Actually this corresponds to the “harmonic intonation’ rule in Friberg, Bresin and
Sundberg 2006: 151, with a difference in target intervals, which generally but not
necessarily have to be natural in our case.
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the sound recordings of these songs can be conveniently analyzed in
‘monophonic mode’ as the two voices dominate in the two different
stereo channels. Thus even the deviations in unisons can easily be
registered.

Quite unexpectedly, the voices deviate noticeably within the
unisons, the deviations reaching even some 50 cents. This is espe-
cially distinct in the intonation of tonic: the leading voice makes ton-
ic higher (compared to the backing voice) in UZugde mani maciute
whereas the opposite can be stated for Oi Dieve mano. The nucleus
of the mode is the same for both songs, and it is based on the anchors
of tonic and the fifth degree. The nucleus performed by the leading
voice shifts compared to the tonic performed by the backing voice
(Figures 16 and 17). Therefore one can expect that the whole scale
is transposed slightly, resulting in a mismatch between voices, but
probably this is only partly true because other scale degrees do not fit
the simple scheme of transposition.
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Figure 16. Generalized pitch tracks of Uzugde mani maciute. Medians of the pitches
normalized to the median of tonic of the lower voice are presented. Lyrics of the first
strophe are appended.

Besides the tonic, the third scale degree experiences the largest
changes of intonation in the course of performance. Refer to -fe (note
10), an ri-pes- (notes 17-19), and -ry (note 30) in Figure 16: the de-
viations range to a semitone. A closer 1nspect10n of the transcription
(Figure 7) reveals that the sharper versions occur for the mentioned
‘throws’ of voices (notes 10 and 30, Prima Volta), i.e. for the rela-
tively short notes (roughly 100 ms*?). The flatter versions occur for
relatively long structural notes (17-19 and final 30). The case of the
note 30 is especially distinct: for the first time, it is a short note, and
when repeated it becomes a long finalis, performed significantly low-

22 Large part of the quaver is used for the glissando.
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er. Most probably this means that the flatter version is, in a sense, the
‘true’ version, as it is actually not influenced by physiological issues
and perceptual ambiguity of short pitches.?
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Figure 17. Generalized pitch tracks of Oi Dieve mano. Medians of the pitches
normalized to the median of tonic of the lower voice are presented. Lyrics of the first
strophe are appended.

Similar phenomenon of diverging sharp and flat versions of the
third scale degree resulting from the differences in durations can be
envisaged in Oi Dieve mano (Figure 17) as well. Yet the divergences
are faint compared to the case of Uzugde mani maciute (see, for in-
stance, the versions of note 29 in Figure 17). Possibly this could be
attributed to slow tempo of Oi Dieve mano: the slower tempo increas-
es the durations of the short ‘thrown’ notes and thus allows to perform
them more precisely or more closer in pitch to the prolonged notes.

Intonation of the third scale degree in the backing voice part of
Uzugde mani maciute generally confirms the presumption about the
flat version of this degree as the ‘true’ or ‘main’ one. Additionally,
noticeable divergences in the occurrences of the flat version should
be stressed. For instance, note 8 is extremely flat, making nearly a
minor third with tonic, although generally (from the traditional view-
point) the tune is considered to be major-like. Other occurrences of
the third scale degree (such as notes 5, 14, and 27) are clearly sharper
and similar to each other; nevertheless they are still flatter than a
major third. The discussed divergences point to the influence of me-
lodic context on the pitch performance.?* Specifically, the third scale

23 Precision of short vocal pitches is limited both because of the physiological
limitations of vocal production and because of already mentioned limitations to
}z)erceive the produced pitches precisely enough.

4 The harmonic context is not responsible for the changes in intonation of the backing
voice, in this case, since the dyads are the same (5-3) and the intonations of the leading
voice (making the fifth degree) are quite stable.
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degree is intoned differently in the sequences 4-3-2 (scale degrees)
and 2-3-2.

A very short generalization of the musical scales in Uzugde
mani maciute and Oi Dieve mano could be as follows: although,
from the traditional ethnomusicological viewpoint, they are consid-
ered as major-like scales, actually they follow some ‘sweet-and-sour’
scheme with roughly neutral third scale degree. Additionally, this
static scheme manifests dynamically, i.e. (besides of the performance
noise) the intonations change systematically, in dependence on the
musical context.

Discussion

Detailed analysis of several vocal performances representing
Lithuanian traditional homophony reveals how complicated phenom-
ena of musical scales are and how the actual performances differ from
the simplified theoretical presuppositions. Just to remind ourselves,
the common ethnomusicological attitude would tell us that we are
dealing with simple major-like scales or even a major scale in the
classical sense. Acoustical measurements provide data which let us
try to reconstruct the original emic schemata and processes. First of
all, this emic basis seems to be far from simplified theory because
of significant deviations from 12TET, leading to certain doubts con-
cerning the major-like quality. Possibly, the scales could be consid-
ered in the wider and flexible context of major-minor continuum or
something similar. However, this is not the end of the story. One can
expect that these microtonal deviations could be expressed in some
unsophisticated way, such as a static set of peculiar intervals between
the scale degrees. Maybe this might work for rough estimations, yet
then the substantial properties of the scales would be overlooked and
lost. These important properties include different levels of scalar dy-
namics: possible transposition (mostly rise) of the entire scale plus
different rates of the transposition for different scale degrees, plus
systematic effects of musical context on the intonation. These dynam-
ic qualities of musical scale come from physiology and perception of
singing. Interplay of these qualities result in peculiar outcomes such
as shrinking scales in the course of performance of entire song or
seeming ‘chromaticisms’ appearing in various musical contexts.

For analysis this interplay needs more sophisticated and mul-
tifaceted (or, generally, even multidimensional) techniques of meas-
urement, evaluation, and visual presentation. A single static set of de-
viations in cents marked at the sequenced scale degrees is not enough.

To make things both more complicated and more trivial, we
should make clear that phenomenologically, for the performers, the
musical scale of a single given song under discussion is probably
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unvaried from the beginning to the end of the song.”> By the way,
contemporary ethnomusicologist listeners usually also do not notice
the slight tonality changes and changes of the intervals, unless asked
to concentrate on the considered phenomena or unless they are pos-
sessors of absolute pitch. This is because the changes are slow and
gradual. If we compare occurrences at distant moments of the per-
formance, the changes become perceivable more easily. More im-
portantly, the seeming stability of the scales supports the attitude that
we are not dealing with changing scales (one scale transforming into
other) but rather with a single scale embodying an intrinsic feature
of change.

Finally, it is worth mentioning again that the explored prop-
erties of the musical scales could serve as idiosyncratic markers for
different vocal idiolects (and possibly dialects), the markers of which
also manifest as bundles of colors for a contemporary outside listener.
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Puiuuc Ambpazesuuuyc

N3BODHBEKBE MY3UYKE JIECTBULIE ¥V TPAJIIMIITMOHAJIHOJ
BOKAJIHOJ XOMO®OHUIN:
[MPUMEPU 13 JINTBAHUIE

(Pe3ume)

Tekct pazmarpa nUTame My3UdKe CKaJle: OJICTyIIama / pacKopakx / IpOTHBPEY-
HOCT M3Mel)y MpHCTyIa KOHIENTY JIECTBUIIE U POOJIeMe aKyCTHYKO-TIepLenTyai-
He IPUPOJIe Y BE3H ¢ brMa (yri1aBHOM (iekCHOMITHa MHTOHANWja U pe3yinTupajyha
»TpaBuia n3Boherwa”). IIpeacTaBibeHe ¢y OCHOBE JMTBAHCKE TPAIUIMOHAIIHE BO-
kamae xomodonmje. OdopMmibeHa Cy IBa y30pKa, O KOJUX CBAKH CAAPXKU IO IET
CHHMMaka u3Bohema Iecama. JegaH y30pak JIMTBAHCKE TPaJHUIMOHAIHE BOKAJIHE
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xoMO(OHHje TTOTHYE U3 AyKIITauTHje (MCTOYHOT NHjaNeKTa), a qpyru u3 J3ykuje
(jyromcTo4HOT nWjanekTa). Jour aBe yKJbYUCHE IecMe Cy Ha CHeIH()UIHOM ay-
KIITAaWTHjCKOM TIOJ/TH]jaJIEKTy.

Pey je o TexHukama u mpoOieMHMa aKyCTHYKHX Meperha TOHCKHX BHCHHA.
CripoBezieHa Cy TOHCKa Mepema BUCHHA y JleceTUHaMma recama. Hakon renepainu-
30Bama / CyMUpama pe3yirara, OTKPUBEHO je HeKoIMKo (eHoMeHa. I1pBo, unTtase
JIECTBHIIE Cy Y MPOLIECY MOCTeNeHe (y3/1a3He) TPAHCIIO3UIH]e O TI0YeTKa JI0 Kpaja
n3Bohema mecme. Jpyro, TpaHCIO3WIMja je AONMYHEHa MOCTYIHUM CaXKIMamkeM
MY3HUKHUX CKajla: HHTEPBAJIH [10CTajy YU KAaKO TOPHY CTYHEEBH CKaJe JOCEKY
MOCTYITHO JIO TOPH-CT JieJia BOKATHOT aMOUTyca, KOjU HUje ymoOaH 3a MPOLYKIIH]jy
miaca. Tpehe, nHTOHaNWje CTyNBEBa CKajle Cy IMHAMUYHE, Tj. 3aBUCE OJf My3HYKOT
(¥ MEJIOJIMjCKOT ¥ XapMOHCKOT') KOHTeKcTa. Ha mpumep, y HeKUM ciIydajeBuMa, HH-
TOHAITHja CTYyIHhEBa CKaje 3aBUCH O] TOTa y K0jOj c€ BOKAIHO] AMjaJIH IaTH CTyTIamk
mojasibyje. [Ipyru mpumep: HHTOHALMja Tpeher cTymmba MOXKe 3Ha4ajHO 3aBUCUTH
1 OJI MEJIOIU)CKOT 00paciia KojeM MpHIlaga U O Tpajaka TOHCKE BUCHHE (IITO TIp-
BEHCTBEHO 3HAYM Pa3uKy M3Mel)y CTyKTypHOT U KpaTKor OPHAMEHTAIIHOT TOHA).
3a yxo cnymaoua ca 3amaja, To yKpaiiaBa MeJIOIUjy CHeHI/I(i)I/['-IHI/IM CMEHUBAKHEM
,,CIIATKO-KHCee” JlypCcKO-MOJICKE TOHATHOCTH. YeTBpTO, Bep3uje My3HUKHX CKaja
(GYHKIMOHUIY Ka0 MapKepH MIHOJIeKaTa — KOHKPETHO, Ped je O ceeliium 1 wam-
HuM Bep3HMjaMa cKaja HalluK TypcKoj. Meja TakBUX Bep3Hja MOXKE Ce, eBEHTYaTHO,
U3BECTH y HOMeHY nujajnekara. CBU OBH yBUAM OTBapajy IHUTama NEPLENTHBHUX
CBOjCTaBa My3MYKHX CKalla M F(bUXOBHUX MaHU(eCTalrja y H3BOHCHY.

My3uuke ckaje MpuBiIaue MaKikby eTHOMY3HKOJIOra 0] CaMOT HACTaHKa KOM-
napatuBHE My3ukosoruje. Ta makma je BepoBarHO Hajuyenthe ycMepaBaHa Ka cre-
UOUYHAM ,,eT30THYHEM” CKalama 300T ’bUXOBE KOHICIIIIMje M HHTEepBaa MOTITy-
HO JIpyTaujuX O OHMX Y 3ara/Hoj yMETHHYKO] My3HLH. Y TOM IOIVIeNY, 3alaHe
TPaAULMOHATIHE My3HYKe KYJIType Cy pa3MaTpaHe IeHEepaIHO Kao BHUIIE HIH Mabe
CPOJIHE IUXOBUM ,,pa3BUjCHUM MapmhanuMa’ y BUCOKO] KYATYpH (Makap y Moriieay
KOHCTUTYTHBHHX MHTEpBaja), OTyAa U Kao HE TOJIMKO MHTEPECAHTHE 33 UCTPaXKH-
Baye.

ITojaBwo ce u ompelern O6poj cTyauja Koju mopude mpeosnalyjyhu cras. Ak-
TYEIIHO MCTPaXXMBAame MPOIY)KaBa OBaj aJTCPHATUBHU TOK M WIIYCTPYje NMUTarba
MY3HUYKHX CKaJla IIyTeM ()eHOMEHA KOje HaJIa3MMO Y JIMTBAHCKO] TPAAUIIMOHAIHO]
BOKAJIHO] XOMO(OHH]jH.
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Abstract

The analysis of live albums can clarify the dialectic between studio recordings and
live performances. After discussing key concepts such as authenticity, space, time
and place, and documentation, the author gives a preliminary definition of live al-
bums, combining available descriptions and comparing them with different typolo-
gies and functions of these recordings. The article aims to give a new definition of
the concept of live albums, gathering their primary elements: “A live album is an
officially released extended recording of popular music representing one or more
actually occurred public performances”.

Keywords
performance, rock music, live album, authenticity

Introduction: recording and performance

The relationship between recordings and performances is a
central concept in performance studies. This topic is particularly
meaningful in popular music and even more so in rock music, where
the dialectic between studio recordings and live music is crucial for
both artists and the audience. The cultural implications of this jux-
taposition can be traced through the study of ‘live albums’, both in
terms of recordings and the actual live experience. In academic stud-
ies there is a large amount of literature on the relationship between
recording and performance, but few researchers have paid attention
to this particular type of recording.

Live albums play a particularly important role in rock music,
but in this paper I will use the more general concept of ‘popular
music’ for two main reasons: since live albums can also be found in
other popular music genres, such as jazz and mainstream music, re-
searchers must first focus on live albums in general, before approach-
ing sub genres; secondly, the concept of ‘rock music’ still lacks a
broadly accepted definition and it is therefore difficult to use with the
unambiguity required in a scientific investigation.

The dichotomy between studio and live has some parallels in
academic discourses; its extreme positions can be exemplified, on

1

sergiomazzanti@gmail.com

69



My3ukonoruja 17-2014 Musicology

the one hand, by John S. Gunders’ PhD thesis, targeted against “an
academic suspicion about authenticity as a valuing and explanatory
mechanism” (Gunders 2009: vi), and on the other hand, by Mag Ui-
dhir trying to demonstrate with sagacious but quite sophistical ‘quib-
bles’ that “there is no in principle aesthetic difference between a live
performance and a recording of that performance” (Uidhir 2007: 311).

The discussion in the Journal of Aesthetics and Art Criticism
about Theodore Gracyk’s article “Performance and recordings”
(1997) between the author and Howard Niblock is an interesting ex-
ample of this dialectic: Gracyk argues that “the experience of listen-
ing to recorded music is not obviously an aesthetic loss as compared
to hearing the same music in live performance” (Gracyk 1997), while
Niblock specifies that “both recordings and live performances have
their particular advantages and drawbacks; and a world without ei-
ther of them would be aesthetically poorer” (Niblock 1999: 368; see
also Gracyk 1999). Gracyk focused on the central role of recordings
in rock music, a point of view shared by other scholars (Clarke 1983;
Fisher 1998; Perna 2006; Duffett 2009: 39). As P. Auslander assess-
es, although “there is no question but that rock exists primarily as
recorded music and that rock culture is organized around recordings
[...], [1]t is equally the case, however that rock music is performed
live and that, within rock culture, such performance is important and
demanded” (Auslander 1998: 2). The importance of recordings in
popular music (especially in rock) does not prevent live experiences
from playing a significant role, as most researchers admit, including
those who point at the centrality of recordings (Kania and Gracyk
2011: 88-89; Clarke 1983: 201; Fisher 1998: 119; Duffett 2009: 48).
Simon Frith summarizes the different functions of these two types of
music experiences: “the recording offered one sort of pleasure (the
perfection of a form, a dream state) while live performance offered
another (the pleasure of a process, risk and excitement, intoxication)”
(Frith 1996: 232).

Live albums, as we will see, refer to both these functions.

Sources and key concepts

When selecting the sources for an analysis of live albums, a
fully quantitative criterion is made impossible, primarily due to the
enormous number of live albums, but also because official statistics
usually do not distinguish between live and studio albums (see e.g.
www.officialcharts.com). A qualitative criterion presents problems as
well: lists of the best live albums are quite common, but they strongly
differ from one another, and none of them emerges as the most au-
thoritative. Official charts of bestselling albums have an undoubtedly
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objective element that cannot be disregarded; however the popular
music market is excessively bound to a specific context in order to be
raised as the main criterion for value. In my research, I used Wikipe-
dia’s category ‘live album’, presenting more than 2000 records from
1948 to the end of the nineties (http://en.wikipedia.org/wiki/Catego-
ry:Live albums by year); it is probably the only big albums data-
base, discerning live from studio albums, and it gives a good picture
of the popular perception of live albums, though we must not forget
the nature of Wikipedia (anyone can create and edit the entries), mak-
ing unavoidable incongruities and mistakes (for example, some studio
albums are labeled as live albums or vice versa, and the date of the
recording is sometimes confused with the release date). I used a qual-
itative criterion as well, creating a list of 114 live albums, through a
combination of nineteen different top lists available in printed and
Internet journals and blogs (see references), giving a co-efficient for
every album relative to the ranking in every list (in the article every
album appearing in the list is marked with an ‘#’).

Before approaching the issue of live albums, we must highlight
some key concepts and first define what we mean by ‘performance’
and ‘recording’. John Fisher asserts that a recording can be con-
ceived “both as temporally ordered sets of sounds and as physical ob-
jects”, and he proposes the following definition: “the extended sound
event (the sequence of sounds) produced by a studio quality standard
playback (circa the time of creation) of a master tape” (Fisher 1998:
112-113). The medium used for the recording (LP, cassettes, CD,
mp3, etc.) is obviously not irrelevant for the listening quality of a
sound event, I will therefore only consider the first release of every
album, that is, at least until the 1980’s, usually the LP edition (see
also Mednick 2013: xv).

A performance can be conceived in the broader sense of Goft-
man’s definition: “all the activity of a given participant on a given
occasion which serves to influence in any way any of the other partic-
ipants” (see Duffett 2009: 45). In Richard Schechner’s performance
theory, performance can be divided into ten parts, but in the common
sense, only the central one named ‘public performance’ is considered
as a proper performance (Schechner 2002: 225). In this article the
term ‘performance’ will mostly refer to this narrower meaning of an
exhibition with the presence of an audience (see Kania and Gracyk
2011: 81), or, more precisely, “a public situation in which an audience
attends to the actions of one or more performers, during which spec-
ified sounds are intentionally generated for the expressed purpose of
being attended to as music by the audience” (Gracyk 1997: 139).

In approaching live albums, another key concept to be out-
lined is authenticity, a concept connected with liveliness and live
performance (see Cooke 2011: 10; Behr 2012). As Kotarba argues,
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“IpJopular music scholars and journalists, the music industry, and
fans themselves tend to treat authenticity as an objective reality”
(Kotarba 2009: 153), but the reality is that “the ontological liveli-
ness of the live is a fiction, the projection of a desire that cannot
(and, indeed, must not) be fulfilled” (Cooke 2011: 17). Auslander
similarly states that “the creation of the effect of authenticity in rock
is a matter of culturally determined convention, not an expression
of essence” (Auslander 1998: 6), but he adds that “the fact that the
criteria for rock authenticity are imaginary has never prevented them
from functioning in a very real way for rock fans” (Auslander 1998:
5). According to P. Vannini and J. P. Williams (2009: 3),

“[a]uthenticity is not so much a state of being as it is the objectifica-
tion of a process of representation, that is, it refers to a set of qualities
that people in a particular time and place have come to agree repre-
sent an ideal or exemplar. As culture changes — and with it, tastes,
beliefs, values, and practices — so too do definitions of what consti-

299

tutes the authentic. Authenticity is thus a ‘moving target’”.

As Arnold Schoenberg affirms, “music is an art which takes
place in time” (see Frith 1996: 267). Authenticity in respect to music
is usually related to a single occasion, in other words, to the space
and time in which it is performed. In this respect, it can be useful to
outline the concept of place, “as point in space and time where music
occurs” (Kotarba 2010: 4).

Interestingly, the vast majority of live albums, especially in the
1950s and 1960s, are titled with the name of the artist and the loca-
tion of the concert the recording is taken from. However, the degree
to which a recording can be considered an authentic documentation
of'a concert depends on different factors, including genre features. As
Gracyk (1996: 69) states, “there is a continuing temptation to regard
recorded rock as a mere substitute for — a documentation of — per-
formances we cannot attend”. In some musical genres, such as jazz
or classic music, “the recording may be viewed simply as a documen-
tation of one important live performance of the work™ (Fisher 1998:
110), but even if “we tend unreflectively to think of all recordings as
necessarily veridic” (1998: 115), it is far from being true for many
live albums.

Another key concept comes from Schechner’s theory dividing
the performance into three parts in terms of before/present/after, and
especially the sub-partition of the aftermath in archives and memo-
ries (see Schechner 2002: 225). Glenn Gould, in Simon Frith’s words,
“argues against live recordings as being, by their nature, ‘archive’ re-
cordings: they reveal in documentary fashion something about their
times — how Beethoven was interpreted then — but they are therefore
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‘indisputably of and for their time. They spurn that elusive time-tran-
scending objective which is always within the realization of record-
ed music’” (Frith 1996: 230). But besides documentation, a perfor-
mance continues to affect its participants through memory, through
the personal re-elaboration of the experienced event; as Diana Taylor
(2003: 2) argues, “[p]erformances function as vital acts of transfer,
transmitting social knowledge, memory, and a sense of identity.”

As far as what has been stated above, it should be clear that the
relationship between recording and performance is extremely com-
plex, and cannot be reduced to dichotomous schemes. What seems to
be an assessment shared by almost all researchers is that authenticity,
as the fundamental parameter for judging a recording in relation to
the event they claim to document, is “a matter of degree” (see Kania
and Gracyk: 93; Fisher 1998: 117); not only because it depends on
social and contextual interpretations, but also because “performances
may be better or worse approximations to what the work prescribes”
(Kania and Gracyk: 93). As we will see, “many records are far re-

moved from any originating live performance, others are closer”
(Fisher 1998: 117).

Definition

The main requirement of a scientific definition is maximum
precision, that is, every single unit of the defined object must fit in
the definition and every unit fitting in the definition must be includ-
ed in the defined object (see Jarkho 2006: 90-91). In our particular
case, if one live album does not fit into the definition or one non-live
album does, the definition deserves further elaboration. This does not
prevent the existence of ‘intermediate’ types, unavoidable in nature
(2006: 24), which in the analysis must be considered separately as
‘hybrids’, since they are not fully representative of the defined object.
Secondly, in approaching a definition, we have to discern primary
(constant) and secondary (variable) elements (2006: 50): the former
are those elements that must be present in any unit of the defined
object, while the absence of secondary elements, even when frequent
and important, does not make the unit less representative.

The commonly accepted meaning of live album is well ex-
pressed in Donald S. Passman’s (2006: 108) words: “A live album is
recorded during a live concert (with lots of screaming and applause),
rather than in a studio”. This definition is too generic (and sometimes
incorrect, as we will see) but it points to the contrast with studio
albums; Mednick significantly excluded any live album in his first
book about “greatest rock‘n’roll albums ever [...] mainly to avoid
comparing apples with oranges” (Mednick 2013: xv). Wikipedia’s
definition underlines this dichotomy as well:
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,»A live album is a recording consisting of material (usually music)
recorded during stage performances using remote recording tech-
niques, commonly contrasted with a studio album.

Live albums may be recorded at a single concert, or combine re-
cordings made at multiple concerts* (http://en.wikipedia.org/wiki/
Live album).

This definition offers some additional important elements, such
as the use of remote recording techniques and the variability of the
number of concerts from one to many, but it still lacks precision and
a clear distinction between primary and secondary elements. Lalioti
connects the concept of ‘live’ to the “concept of ‘presence’ of the em-
bodied (in the sense of the physical) presence of both performers and
members of the audience in a specific time and space” (Lalioti 2012:
7). S. Alexander Reed proceeds further in this direction, arguing that
“[t]he one textual universal [...] in effectively all recordings whose
pretext declare them to be ‘live’ is the presence of crowd noise—the
cheering, applauding, and mumbling of a concert audience” (Reed
2005). Important as this element may be, there are still some albums
labeled as ‘live’, eliminating completely or almost completely the au-
dience’s presence. Heckling should therefore be considered a second-
ary element of live albums, along with overdubbing and engineering,
allowing ‘control’ of the the audience’s reactions, both eliminating
live sounds and/or adding them from different sources (see Duffett
2009).

In the Continuum Encyclopedia of Popular Music of the World
we find what is most likely the most accurate description of a live
album:

A live album is an extended recording that is perceived to be a docu-
ment of a live performance or performances (with time and place usu-
ally indicated). [...]

The modern ‘live album’ is distinguished by its difference from the
‘studio album’ and its technological tricks, even though both use sim-
ilar multitrack equipment. The live album is defined by a perceived
sense of spontaneous performance, emotional directness and audi-
ence interaction. [...] The live album asserts an idea of sound record-
ing as a transparent mirror that can reveal the undistorted truth of an
actual event — a live concert with real, live people — regardless of the
subsequent technical improvements that may have been made (re-
mixing, overdubbing, added applause)“ (Shepherd et al. 2003: 620).

This definition adds a fundamental ‘subjective’ element, intro-

ducing the concept of ‘perception’. The essence of a live album is
not in something objectively existing, but in what is considered to be
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such (compare the concept of authenticity in §2). However, a com-
plete definition of ‘live album’ should explain, in addition to ‘live-
liness’, the second element as well. The Continuum Encyclopedia
allows us to complete the definition:

,»An album is a work of popular music of extended duration, usually a
collection of songs. Albums have existed across a range of recording
media and may be issued in formats yet to be invented (2003: 612).

It shows important elements (an album as a ‘collection’, the use
of different media), and especially distinguishes primary from sec-
ondary elements (‘usually’, ‘may be’). But, again, another important
element is omitted.

Albums (and thereby live albums) should be defined in opposi-
tion to unofficially released recordings, e.g. the so-called bootleg as
a musical recording “assembled and sold without the consent of the
performer or the performer’s exclusive record company” (Schwartz
1995: 613). It must be added, as Lee Marshall explains, that

»[ulnlike counterfeiting and pirating, which reproduce the sounds of
recordings already released by official record labels (and the artwork
in the case of counterfeiting), bootleg albums contain recordings that
have never been given official release. The vast majority of this offi-
cially unreleased material is of two types: live concerts [...]; and ‘out-
takes’* (Marshall 2004: 165).

By revising Shepherd’s description and combining it with the
other fore-mentioned elements, we obtain the following definition:
A live album is an officially released extended recording of popular
music that is perceived to be a document of a public performance or
performances. It is commonly contrasted with a studio album and a
bootleg recording and usually presents crowd s heckling and a vary-
ing degree of engineering and overdubbing.

We must now ‘try out’ this definition with different typologies
and functions of live albums in popular music context.

Typologization

There are many possible typology methods, depending on the
selected criteria. It is beyond the aim of this article, for example, to
sort live albums by genre (jazz, blues, pop, rock, etc.), although the
very broad label ‘popular music’ used in my definition excludes some
albums that are considered to be ‘live’ in non popular music genres,
such as traditional and classical music, though official recordings that
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are considered to be ‘live’ do exist in traditional and even classical
music (see for example, Maria Callas’ albums with a ‘live’ label on
their sleeve). I also avoid taking into account the medium used for the
recording, although it is difficult not to agree with P. Scaruffi stating:

“I feel that it is unfair to compare two media that are actually very
different: the album of the 1960s that went through a painful selec-
tion process because it cost a lot of money to make, and the album of
the 2000s that goes through virtually no selection process because it
is so cheap to make” (Scaruffi 2009: 10).

The medium used for a recording significantly changes not only
the perception of a recording, but also its objective features (consider
for example the different sound of the same recording on an LP as op-
posed to a CD); however, as we read in the Continuum Encyclopedia,
“albums have existed across a range of recording media and may be
issued in formats yet to be invented” (Shepherd et al. 2003: 612), and
they will not cease to be ‘albums’; in our case, live albums continue
to be live albums in any medium through which they are recorded.

As Kania and Gracyk state, “[m]ere listening does not neces-
sarily reveal the appropriate category. The functional relationship to
performance practice, rather than the kind of musical work that is
presented, determines which kind of recording presents the music”
(Kania and Gracyk 2011: 85). Focusing on one of the main primary
elements of the fore-mentioned definition, I propose a typology meth-
od based on the relationship between the recording and the “place’ of
the performances it refers to. In a scale from one to many, we can
recognize: 1) one-happening live albums; 2) one-period live albums;
3) no-happening live albums.

The first category refers to recordings from a single perfor-
mance with the precise location indicated on the album’s sleeve. This
is probably what Mednick refers to with “actual recordings”, which
he sustains “are the best” (Mednick 2013: xv). Many of the best live
albums ever recorded belong to this category (in our list: The Who’s
Live at Leeds, 1970, #1; Johnny Cash’s At Folsom Prison, 1968, #2;
Nirvana’s Unplugged in New York, 1994, #4; James Brown’s, Live
At The Apollo, 1963, #5; AC/DC’s If You Want Blood, you’ve got it,
1978, #11); however, there are many other live albums that belong
to the other two categories, that is, live albums not claiming to be
a ‘document’ of a precise performance. In the second category the
unifying element is a more or less large period of time, usually a tour
(Neil Young’s Live Rust, 1979, #12; Peter Frampton’s ‘Frampton
Comes Alive!, 1976, #13, etc.), rather than a single event, but it can
be also a year (Grateful Dead’s Europe ‘72, 1972, #39), or a larger
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period (Springsteen’s Live 1975—1985, 1986, #36). The third catego-
ry does not refer to any particular event, and even when the place of
each recorded performance is shown in the album sleeve, the focus is
on the live experience as such, without a relevant connection to any
time and space.

There are no sharp boundaries between these typologies, rep-
resenting a continuum where every album can more or less fit into
one of the categories. Many important albums were recorded in
the same place on two or three different dates (The Allman Brother
Band’s Live at Fillmore, 1971, #6), or even in different, but relatively
close locations (Led Zeppelin’s How the west was won, 2003, #7;
Deep Purple’s Live in Japan, 1972, #10), but they are still perceived
(and presented) as one unique performance. Live 1975—-1985 covers
Springsteen’s almost entire career before its release, and is therefore
very close to the third category.

Other typologies of live albums can be outlined based on dif-
ferent criteria, but most of them are quite strictly linked to one of
the fore-mentioned categories. Some subtypes of live albums can be
associated with the first category, referring to a ‘special event’, in
contrast to those taken from a ‘normal’ concert; for example, concerts
organized for an ‘exceptional’ revival of a disbanded group; slightly
different occasions can be a farewell concert of a band, declaring its
imminent break-up, and a reunion concert, when the band announc-
es its return to the music scene. These three subcategories share the
element of being related to the end (or the ‘new beginning’) of an
artist’s career; as far as these kinds of concerts, A. Behr (2012) quite
cynically but unlikely incorrectly, argues that they are motivated by
“the inevitable pull of the reunion and the tacit acknowledgement
that however much they may hate their erstwhile colleagues they’ll
fill much bigger venues alongside them and travel first class”. There
are significantly no albums of this subtype in our best live albums
list.

The most typical kind of musical events are obviously festivals,
Woodstock being the most famous example. Festival live albums
are usually recordings of more than one artist, such as benefit (c.g.
George Harrison’s & Friends’ The concert for Bangladesh, 1972) and
tribute concerts (e.g. The 30th Annual John Lennon Tribute, 2011); a
related category is that of albums recorded at concerts featuring oth-
er artists (e.g. Delaney & Bonnie’s On Tour with Ervic Clapton, 1970).

The most common subtype of the fourth category is that of
greatest hits live albums, collecting an artist’s best songs or those
that were best performed live. The Wikipedia database contains more
than 30 albums simply named ‘greatest hits live’, but many more
were conceived as such. Geddy Lee, Rush’s leader (a band particu-
larly famous for its live performances) explains the making of 4 show
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of hands (1989) with these words: “That one was an attempt to kind
of over-exaggerate how perfect you could make a live album. [...]
There was a lot of meddling with the tapes and trying to make sure
we had the best performances” (Popoff 2004: 98); this is very similar
to his words about A/l the world’s a Stage (#86): “We basically took
the best of what we had” (2004: 52). These kinds of live album, in
Geddy’s words “basically taking handful of shows and choosing the
best you’ve got” (2004: 143), are very common, including our best
list (The Rolling Stones’ Get yer ya-ya's out, #3; Kiss’ Alive, #8; Thin
Lizzy’s Live and Dangerous, #9, etc.).

Another typology of live albums not related to any particular
event is a quite rare, but very significant kind of recording: the so-
called fake live album, recorded in a studio, but presented as live,
mainly thanks to the overdubbing of crowd sounds from other sourc-
es. As Duffett claims,

“fake live albums can be found in many different genres of music
and seem particularly numerous in heavy metal. [...] While a com-
mon explanation of these recordings is that audience sounds have
been staged or overdubbed to ‘add atmosphere’, in a few cases a
more plausible explanation is that a simulated live crowd allows mu-
sicians to control an otherwise unruly noise generated by real heck-
lers” (Duffett 2009: 52-53).

Completely fake live albums are quite rare (e.g. Charles Min-
gus presents Charles Mingus, 1960; Chuck Berry on stage, 1963;
Beach Boys Party, 1965), but the practice of overdubbing crowd
noises is more widespread that it may appear. The Rolling Stones
first live album, later excluded from the official band’s discography,
contains at least two fake live songs; in Ozzy’s Speak of the Devil,
similarly disowned by Osborne, three songs are taken from rehears-
als with overdubbed crowd noises; it is interesting to cite an inter-
view with the producer of Slayer’s Live Undead, also supposed to be
at least partially fake, who was asked if the album crowd noises were
authentic:

“I don’t know if I should tell you! Isn’t that one of those great indus-
try secrets? Let’s just say that when you’re doing a live record, you
want live sound — even if perhaps the microphones didn’t pick up the
audience properly” (Mclver 2009: 45).

Another producer, Tony Visconti, similarly claims that Thin
Lizzy’s Live and Dangerous is “75% recorded in the studio” (http://
en.wikipedia.org/wiki/Live_and Dangerous).

Since Get Yer Ya-Ya's Out similarly does not give information
about the concerts it is taken from, the main difference between the
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first two The Rolling Stones’ live albums, and the real reason they
refused the first one, seems to be the mere fact that Got Live If You
Want It! as been revealed as a fake. Evidently a ‘fake’ live album is
not perceived as such until the producers’ ‘secret’ is naked. The inclu-
sion of greatest hits and fake live albums in the same category is thus
far from being casual and meaningless.

Focusing on criteria different than the one-to-many perfor-
mances, other typologies of live albums may be outlined, such as
post-career (Nirvana’s Unplugged in New York, 1994, #4), serial
(Dylan’s The bootleg series, volume 4, 1988, #18), and studio album
live versions (Jethro Tull’s Aqualung Live, 2005), and others. The
last subtype of live albums I want to focus on, is that of albums tak-
en from non official recordings, sometimes called ‘official bootlegs’.
From the time they have been officialized onwards, these albums ful-
ly fit in our definition, and hence are no longer hybrid recordings.
They can be subject to a degree of engineering that is similar to that
of other live albums, and should be better named as officialized boot-
legs rather than official bootlegs, that is a contradiction in terms.

Having provided a definition and a typology of live albums,
we can move onto their function. In other words: why release a live
album, rather than a studio album? And, from the point of view of the
listener: why purchase it?

Functions or how a live album should be

Journalist D. Spence holds that, “[t]he live album is both boon
and bane to the existence of rock ‘n’ roll and other popular forms of
modern music” (Spence 2007: 1). This particular role of live albums
is more evident in the “relative commercial and critical failure of
live recordings” (Gracyk 1996: 81), in comparison to studio albums,
which usually have higher sales and are more appreciated. In Rolling
Stones magazine list of the “500 greatest albums of all time” (Levy
2005), for example, only 18 are live albums (3,6%). According to K.
Baskett (2006: 17),

“[1]ive albums tend to have two big problems that hinder a broad
appeal. The first is recording quality. [...] The second problem with
live albums is the fact that most people interested in a band’s live
recordings already own most of the songs on the record in studio
form. Why shell out for songs they already own to hear them played
worse?”

Another music journalist, G. Brown, associates the negative
aspects of live albums with the aesthetics of liveness:
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“When fans have seen you in the sweating, all-dancing flesh on
stage, argument against the /ive album went, they will not want to
hear you in the sterility of their homes doing the same show without
the dances, spins, dips, splits and cape. And if that argument did not
convince, there is an extension — if you give fans a live show which
they can play in the comfort of their homes every night, why should
they go to see you next time you’re in town?”” (Brown 2009).

Live albums have always represented a commercial risk, at
least until the 1990’s, when recordings became significantly cheaper
to produce. As J. Stratton states,

“[t]he important thing, from the point of view of the record compa-
nies, is that the individual record should represent a commercially
meaningful unit. From this point of view, live albums present more
problems within the discourse than studio records because of the am-
biguity surrounding the focus of uniqueness” (Stratton 1983: 154).

However live albums have determined functions for both art-
ists and their record companies. In Spence’s words, “a live album
is pumped out by a group and/or record company as filler to hold
hardcore fans over until an album of all new material can be deliv-
ered. It’s also historically been the stop gap used by a band to fill
their quota with a label” (Spence 2007; see also Gracyk 1996: 81).
Live albums can also be produced in order to cover the cost of a
studio album, as for 1980 Public Image Ltd’s Printemps au Paris
(according to Wikipedia, the singer in a BBC radio interview will
later claim: “don’t buy this live record, because it’s not very good”,
(http://en.wikipedia.org/wiki/Paris_au_Printemps). A live album
can be used also “to take it easy a bit”, as J. S. Jacobs writes about
Tori Amos, deciding that

“her next album would be a live album. [...] Not only that, she re-
alized that she had become one of the most bootlegged artists in
music. She was tired of inferior recordings of her live music and rare
non-album tracks being out there, making money for criminals and
cheating her core fans with questionable sound quality. Maybe it was
just as simple as the fact that Tori Amos is hugely territorial about
her work, and she wanted to make sure that at least one live record-
ing lived up to her high standards” (Jacobs 2006: 87).

A live album release is often justified as a way to counter the
diffusion of ‘non-listenable’ bootlegs (from an artist’s point of view);
according to Marshall (2004: 176), the name of Bob Dylan & the
Band’s Before the Flood (1974, #31) refers to the “flood of bootlegs”
of their tour.
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These more or less ‘commercial’ or at least ‘extra-musical’
functions of live albums do not help, of course, to better the view
of live albums “as cheap records and killers of a band’s reputation”
(Barfoot Christian 2011: 8). In a 1980°s review of The Kinks’ One
for the Road (1980, #107), David Hepworth even writes that the al-
bum is “as convincing an argument for banning live albums as you’ll
find” (1980: 28).

However live albums must also play a ‘positive’ role that is sig-
nificant for the aesthetics of popular music, since artists continue to
release them (and people to buy them, at least to some extent). Live
albums can be compared, as Judas Priest’s singer Rob Halford states
about Unleashed in the East (1979, #45), to “an ace card to play
really — you have to know exactly when to release them or you can
put one out and it’ll do absolutely nothing for you” (see Krannila).
Most live albums sound like copies of the studio versions, however,
as Spence argues:

“At any rate, like most things of this nature every once in awhile a
stellar live album slips through the pike, an album that raises its head
above the rest of the detritus and screams ‘Listen to me because I am
good!”. These are the live albums that are not filler, the live albums
that actually capture the essence of a band as they are in concert”
(Spence 2007).

But which are the aspects that make a live album ‘good’? Mu-
sic journalist Tim Chester (2011) makes a list of the

“things that constitute a great live album. In no particular order
these are: set list, sound quality, on-stage banter, crowd reaction,
and a palpable sense of time and place. [...] The best live albums
comprise most or all of these, and transport you directly to the front
of the crowd in the opening few moments. They give you a real
sense of being there”. Many sources relate the required qualities of
live albums to a ‘time machine’ functions: “Only precious few live
albums are able to do that: transport you into another time and place
where worries of the world do not seem to matter” (Krannila; see
also Mednick 2013: xv).

Summoning the popular representation of live album functions:
live albums are for the most part poor recordings, but sometimes a
‘great one’is released, which is able to offer ‘something special’ and
transport the listener to another time and space.
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Conclusions: live album and performance

Before concluding, I would like to return to the definition of
‘live album’ (§3), in order to find its essential function. As Perna un-
derlines (2006: 93), in a live recording there is no practical possibility
of understanding whether the instruments we hear have actually been
performed live. Reed similarly argues that

“an audio recording of [...] a concert — whether altered after the
fact or not — is of course ‘flattened’ down to its sonic content,
leaving not necessarily any intrinsic differences between itself and
a fully produced studio recording. Not only is the division between
live performance and studio production confounded by the mere
existence of concert recordings, but it is deeply blurred in practice by
the highly studio-centric process of engineering, mixing, remixing,
and otherwise producing a contemporary live record” (2005: 1-2).

The essence of a live album, in opposition to a studio album,
has an undoubtedly subjective element, as the term ‘perception’ in
the fore-mentioned definition highlights. However it is not clear who
the subject of the perception is. The artists? The record companies?
The audience? The majority of listeners? A more-or-less wide portion
of the audience not considering a live album as such does not imply
that this album ceases to be a live one.

Live albums — T. D. Stimeling argues — “create a simulation of
the concert event that allows consumers to feel as if they are part of
an unmediated musical experience”. However, “[1]ive albums, like all
others, are highly mediated cultural products shaped by the market-
ing strategies of record companies, the postproduction manipulation
of producers and engineers, and the musical choices of the artists”
(Stimeling 2011: 79). In other words, it is not the audience that makes
an album ‘live’, but its producers. It is therefore better to substitute the
concept of ‘perception’ with ‘representation’. In this respect it is use-
ful to mention Kenia and Gracyk’s distinction “between three distinct
modes of providing access to performable compositions: (1) real-time
performance instantiations, (2) recordings of such performances, and
(3) s