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The Special Stylistic Features of the Song Folklore
of the Belgorod-Kursk Border Region: A Local Aspect”

The content of the article discloses the musical styles of songs of various genres of the regional tradition of
the Podolkha village of the Prokhorov District of the Belgorod Region as a bright example of the traditional song
culture of the Belgorod-Kursk territory of the basin of the Psyol River. This research disclosed the existence of
calendar farming songs (spring, summer), which are characterized by a narrow range of sound, the simplest motor
rhythmic patterns, laconic compositional structures and heterophonic texture. The integral and archaic qualities
of the folksong tradition have been demonstrated by the broad circulation of karagods (a variety of round-dances,
moving in circles with songs), tanki (moving in circles while singing songs and holding hands), “shirinki” (round
dances with towels), original forms of “gulba” (folk festivities), and the developed male choreographic elements of
“khozuny.” The wedding karagod songs are performed in fast tempos while dancing, have a common compositional
structure and refrains with the words “aliley,” “lyoli-lyoli,” “ladu-ladu,” dushelmoya” [“my soul”]). In the texts of
these genres there is a predominance of syllabic poetic structure, as well as a present of tunes with tonic verse. the
range of the karagod, tanki and wedding songs is based on intervals of fourths and fifths. The ambitus (sound range
of the mode) of the interval of the sixth present in some of the songs can be explained by a tertial superstructure of
the top voice to the main voice. The melodic composition is realized by means of varied repetitions of one modal
and intonational model. The singing model is strong and intense, as the result of which there exists the expression
of “shouting” or “crying out” a song.
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CtuaeBble 0COOEHHOCTH neceHHoro poAbkAopa
beAaropoacko-Kypckoro norpaHmMubsi: AOKaAbHbIM aCnekT

COJIep)KaHI/IC CTaTbU PAaCKPLIBACT MY3BIKAJIbHYIO CTUINCTUKY MECCH PA3HBIX KaHPOB JIOKaJIbHOM Tpaguluum cejia
Iononsxu IIpoxopoBckoro paiioHa benroponckoit 061acTé Kak SpKU npuMep TPaAULIMOHHONW MECEHHONW KYNbTYpPhI
benroponcko-Kypckoro Ilomncensst (tepputopusi OacceitHa peku Ilcénm). MccnemoBaHue BBISIBUWIO OBITOBaHHE
KaJICH/IapHO-3eMJIEICTIBUECKIX TeCeH (BECEHHHE, JIETHHE), JUIl KOTOPBIX XapaKTepeH Y3KWiH 3BYKOBOW OO0BEM,
npocTeifias MOTOpHAs PUTMHUKA, JAKOHUYHBIE KOMIIO3UIIMOHHBIE CTPYKTYpHI, retepodonHas dakrypa. LlensHocTh
U apXanyHOCTh HAPOAHOW IECEHHOCTH INPOSBUIACH B IIMPOKOM pPACIHPOCTPAHEHMH KaparoioB (pa3sHOBHUIHOCTH
XOpOBOJIa, IBMYKEHHUE TI0 KPYTY C TECHEH), TAHKOB (ABMKEHHE 10 KPYTY C MECHEH, B3SABUINCH 32 PYKH), «ITUPHHOK»
(XOpoBOIBI C TOJIOTEHIIAMH), CaMOOBITHOM (DOPMBI «TyNBOBI» (HApOIHOE IPa3HOBAHKE), Pa3BHTOTO MYMKCKOTO
xopeorpaduueckoro Hauana «xo3yHoBy». CBa/ieOHbIe KaparoJHble MECHH HUCIONHIOTCS B OBICTPOM TEMIIE TIO]T IUIACKY,

* Translated by Dr. Anton Rovner.
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HMMEIOT OOIIYI0 KOMIIO3UIMOHHYIO CTPYKTYPY M «aJMJIELIHBII» NpHIIEB (TIPUIEB CO CIOBAMU «AJHMIIECH», <«JIEIH-
TEMM», «TaIy-JIaLy», «IyLIenb Mos»). B TekcTax 9THX ’KaHpOB IpeodiIagaeT CHIuIabnieckoe CTUXOCIOKEHHE, UMEIOT
MECTO W HaleBbl C TOHHYECKUM CTHXOM. /lMama3oH KaparofHBIX, TAHOYHBIX M CBaJCOHBIX IeceH Oa3upyercsi Ha
KBapTO-KBUHTOBOW OCHOBE. CEKCTOBBIN aMONTYC (3ByKOBOI 00BEM J1ajia) HEKOTOPBIX MECEH OOBSICHSIETCS TEPIOBON
HaJCTPONKON BEPXHETo rojIoca OCHOBHOMY. Menoauueckast KOMIIO3ULMS Peaan3yeTcsl HOCPEICTBOM BapbUPOBAaHHOTO
TTOBTOPEHHS OJJHOM JIaJOMHTOHAIIMOHHON Mozenu. [IeBueckast MaHepa — Kpernkasi, HalpspKEHHAs, BBUAY Yero ObITyeT
BBIPQKEHUE «KPUYATh) WIN «CKPUUATh) MECHIO.

KnrodyeBble ciioBa: neBuecKas TpaauLys, CTHIEBbIE 0COOCHHOCTH, Kaparof, «TaHOK», «Tylib0a», 3ByKOBOH 00BEM,
PUTMHKA, KOMIIO3UIIMOHHAS CTPYKTYpa, rerepodonus.

Jlnsa yumuposanus: XupoB M. C., XKuposa O. ., Xopoummiosa E. JI. CtuneBbie 0COOEHHOCTH MECEHHOTO
thonpkiopa benropoacko-Kypckoro morpannybst: ToKaabHbIN acekt // IIpobaembl My3bikanbHOM Hayku. 2018. Ne 2,
C. 82-96. DOLI: 10.17674/1997-0854.2018.2.082-096.

tudy of the regional song traditions of the Study of the song traditions of Southern
South of Russia remains one of the most Russia has presented the object of works by
crucial objects of research of contemporary  A. V. Rudneva, V. M. Shchurov, 1. N. Karacharov,
musical folklore, which is founded on a number of  G. Ya. Sysoyeva, M. S. Zhirov, O. Ya. Zhirova,
premises: N. S. Kuznetsova' and other authors, which bears
— the production of immensely valuable factual ~ witness of the existence of many original local
material in the form of contemporary sound manifestations of folk music in the Belgorod
recordings, which make it possible to carry out  Region. The song culture of the village Podolkhi
theoretical analysis of works pertaining to folk  of the Prokhorovka District of the Belgorod
music on a qualitatively new level; Region as a constituent part of the Belgorod-Kursk
— the availability of research-backed criteria of  area near the Psyol River (a tradition highlighted
artistic evaluation of folk song performance practice = by I. N. Karacharov) merits separate analysis
extending the boundaries and depth of knowledge  due to having been previously insufficiently
of the folk music of the Southern Russian region, studied. The content of the present article is
which calls for a reconsideration of the current based on this author’s ethnographical musical
views of the art of singing as a multilayer ethnic  materials notated on the territory of the research
cultural phenomenon with a branched genre-related  in the 1990s. To a certain degree these materials
system and specific regional features of being  were expounded in work “Traditsii narodnoy
[2, p. 92]; khudozhestvennoy  kul’tury  Prokhorovskogo
—the demands of professional modern education  rayona” [“The Traditional of Folk Art Culture of
for folk singers, as well as those of professional and  the Prokhorovka District”] [3].
amateur performance practice, both of which aspire The territory of the contemporary Prokhorovka
to master the various regional folksong traditions  District, situated in the basin of the Psyol River,
in ways that are close to authentic sound with their ~ in ancient times, according to scholars, was
subsequent artistic interpretation in performance the home of settlements of Eastern Slavs —
in correspondence with the aims and goals of the  Northerners, the main occupations of which was
tutorial process and concert activities. farming and stock-raising. This is testified by
This results in a naturally determined rise of  the ethno-cultural manifestations of “agrarian
the role and significance of the search process, the  cult holidays, a presence of elements of pagan
disclosure and allocation of the stylistic features  songs, the simplest musical instruments, objects
of regional folksong traditions which make it of material culture, articles of the purpose of
possible to provide for the quality of perception and  everyday use” [3, p. 3].
recreation of folk music compositions (the context, The natural dissipation of the early forms of
speech and musical intonations, symbolism, codes,  folklore within the subsequent strata of archaic
“the play” of the song, etc.) as a genetic fund of the  folklore have made it possible for researchers
historical and cultural memory of the people. even after several centuries to discover artifacts
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which confirmed their prior existence. Exemplary
in this regard is the tradition of leading round-
dances (“khorovods” or “karagods”) in the open
air, including on the borderline territory between
villages, participated by about five hundred
people. This stylistic zone is characteristic for
very developed choreographic forms of folk art,
namely, the so-called “tanki” — a special variety of
“karagod” of a noncircular type, based on a single
chain, which constantly changes its direction,
forming either a calk, a circle, a zigzag-like
“snake,” a “wicker fence” or a “cabbage,” at other
times dispersing into two or four parallel lines.
Also revealed is the fact of the existence in the
region of “shirinkas” [“towel”] (i.e. round-dances
with towels), in which the performers move along
the street under their towels, which they raise
above, in parallel lines in the form of “turning the
sleeves inside out.”

During major holidays (such as the “Krasnaya
gorka” [“Red Hill”]) in this form of “karagod” the
villagers moved onto a broad meadow — the main
venue for the festive action, where the “karagod”
began its motion “cum sole” (following the
direction of the sun). On the foreground here were
the “khozuny,” or “prancers” — men who set the
rhythm, mood and character of the “karagod” song
by jumps upwards, roundabout turns, successive
stamps of foots in front, swaps of knees and cries
of “Go on! Go on!” “More-more!” and short
whistles. This type of mass celebration, in all
probability, has been singled out from the earliest
times into an independent phenomenon and has
received the name of “gul’ba” [“revelry”]. In one
of the first documents of Ancient Rus, the “Povest’
vremennykh let” [“The Primary Chronicle”]
a testimony was preserved of public merrymaking
conducted by several villages where demonic
songs and dances were sounded.

In the traditional song performance practice
in this local region it has become possible to trace
the stylistic traits and forms of everyday activities
peculiar to the Southern Russian tradition of the
border area between the Belgorod and the Kursk
Regions. Along with this several peculiarities of the
local song tradition have been revealed. Of special
interest are the so-called “spring” and “summer”
songs occasioned particularly to these seasons. The
characteristic refrains, “Ladu-ladu” and “Dushel’
moyo” [“My soul”], testify of the genetic connection
of this body of lyrical songs with the ceremonial
and the “karagod” varieties:
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The green oak-wood,
Lyoli, ladu.

The green and flowery,
My soul.

(Spring song)

Reminiscences of the earliest musical
instruments and the traditional song forms have
been preserved by the words of the song “Vyidu ya”
[“I will go out”] notated by us in the territory of our
research:

...My play is not finished,
My song is not told.

And the unfinished tanki,
My friend not diverted,
Neither with pipes,

Nor with whistles...

As analysis shows, the local song tradition
is presented with season songs, dance songs,
“karagod,” “tanki,” wedding and lyrical songs of
later origins.

The poetical content of the “karagod” songs
includes the most diverse subjects connected
with social, family, personal lives and everyday
work of human beings. In general, the image-
related and thematic content of the “karagod” and
dance songs of the Podolkha village is close to
plangent songs, which confirms the statement of
V.Ya. Propp that the “round-dance and merrymaking
songs differ little in their subject matter from
the “progolosny” [supplicatory] songs: these
likewise recount about family life and the same
kinds of infelicitous family relations, but their
tone is absolutely different. What is demonstrated
in the “golosovye” [voiced] songs from a tragic
side is shown here from a comical side. Tragedy
turns into a farce” [6, p. 239]. The leading theme
of the “karagod” songs is the theme of love —
about young people meeting each other, creating
families, about the various vicissitudes of amorous
and family relationships.

The subject of extolling unmarried youth
in the “karagod” songs is connected with the
traditional symbols and images of prosperity
and flourishing (“gardens,” “grapes,” “flowers”),
which corresponds to the pagan concept of the tree
of life. The “karagod” is led by a new pair, viewed
as a future family maintaining its hereditary line
and creating the new generation. For this reason,
the symbols manifesting the force of growth and
offspring are continuously present in the glorifying
songs. Such images are richly adorned with
epithets:
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I will go to the green gardens,

I will catch a young nightingale...
(“Poidu ya, moloda”
[ “Iwill come, a young woman’’])

My green gardens,
Green grapes.
Grapes, darling,
Curly rowan tree...
(“A sady moi, sadochki”
[ “And my gardens, my gardens )

The main protagonists of songs of praise — the
young man and the girl — are endowed with brilliant
images (of a male and female dove), their future
life appears in iridescent tones as idealized and
embellished. An example of this may be served
by the song “Vo gorenke vo novoy” [“In the new
house”], where “everything is new, sharpened,
gold-plated, brought over from the capital city.” In
the popular conception the “dove” is a pure, holy,
divine bird. The perception of doves as being holy
birds stems to the Christian tradition: the Holy Spirit
descended from the heavens as a dove during the
baptism of Jesus. A male and a female dove cooing
together are a symbol of lovers. They are also
widespread as poetic images of the bridegroom and
bride in the wedding songs. The merits and riches
of the main protagonists are described through their
surrounding circumstances, which are described by
the so-called technique of step-by-step narrowing
down of the image: “new mountain,” “oak wood
table,” “gold-plated legs,” “the white table cloth
was woven by sixty lathes,” “brought over from
Moscow.”

The relatedness of the “karagod” of praise and
the wedding songs is also confirmed by the presence
of common clipped passages. For example, the
episode of embroidering of the wedding towel is
described with an identical set of word formulas,
independently of what genre the strain belongs to:

To sew and embroider with silk,
Along the edges there is a variety,
Along the middle there are sequins...
(“Oy vy, Donyushka”
[ “Oh you, Donyuska’’] —a “karagod” song)

Since the participants of the local “karagod”
songs are girls and young men from the village, it is
quite natural that in the “karagod” and dance songs
the theme of peasants’ work is frequently brought
up, which, as a rule, always deviates to the theme
of love. For example, in the song “Poseyu ya lyon”
[“I shall sew linen”] the final outcome of the girl’s
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work of sewing linen is the motive of her choice of
a mate and a helper. This is the poetical solution of
the subject of matchmaking and marriage. It must
be observed that few songs are entirely devoted
solely to the theme of work:

Tell me, tell me, Dunyushka,
And do not conceal, my dearie,
How white linen is sown,
How white linen is torn,
How white linen is moistened,
How we will weave it.
(“Skazhi, Dunyushka”
[ “Tell me, Dunyushka’’] — dance song)

Since not only girls, but also young women
took part in the “karagod” songs, the subject of
family relations has been widely imprinted into
the songs of this genre. Here the young girl shows
herself as a bold woman, not afraid of anybody,
who willfully goes to a merrymaking events into a
“young” gathering of singers of “karagod” songs.
Undoubtedly, this is not a veritable reflection of
the rules of family life, but a case of round-dance
mischief on the part of the young peasant woman:
“Svyokor s pechki ubilsya, za kolodu zavalilsya”
[“My father-in-law fell from the furnace and was
killed, tumbling down beyond the stump-block™].

One of the central images of the “karagod”
songs is the street in the broadest meaning of the
word, where the song choreographic action proper
(the “gul’bishche” and “gul’ba,” or carousal and
revelry) was carried out:

I caroused at the revelry,

The friend of my heart is on my mind.
(“Akh ty, gul’bushka, gul’ba”
[ “Oh, you carousal, revelry’])

Give me a rouse of vodka,

So that I could drink myself drunk

And walk through the street.

On our street, on the marketplace

There are violins, as well as bagpipes.

There are also previous sweethearts. ..
(“Trakhnulis’ chashki, tarelki”
[ “The cups and plates came crashing”])

In their emotional moods the ‘karagod”
songs come close to dance tunes endowed with a
humorous character. Such is the song “Udarilsya
komarishka so dubishka” [“The mosquito bumped
against the oak™] the main protagonist, having fell
of an oak tree “strewed about his bones,” “shattered
his boisterous head.”

Due to the fact that in all the “karagod”
songs and dance tunes of the researched territory
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an integral component of their structure was
choreography and, consequently, lexis on their
various manifestations, it follows that the poetical
aspect of these songs is distinguished by a diversity
of actions, reflecting motion: “I walked through
the street,” “I caroused in the revelry,” “I shall go,
a young girl, into the green gardens,” “do not go
past the green garden,” “I strolled by the bank,
I strolled by the green one,” etc.

Altogether, the subject matter and the images of
the “karagod” songs of the Podolkha village fit quite
adequately into the system of the common Russian
round-dance images. The greatest distinction is
contained in the musical filling of the described
texts [1, p. 111].

The complex of the musical characteristic
features is defined by the term “song type,”
utilized by many researchers of folk music: “...as
a result of its predicament, the concept of ‘song
type’ also extends into the level of characterization
of inner-textual phenomena, on separate elements
of structure, specific means and methods of
expression intrinsic particularly to song forms:
the type of song strain (verse-phrase), the song
chant of a directedness of intonation organized in
a special way, modal-scalar organization, melodic
construction, musical-strain rhythm and accent
relationship, etc.” [5, p. 35].

The specimens of the local musical folklore
presented for analysis have a set of parallels
between the genres of “karagod” and wedding
songs, which is revealed on various levels. First
of all, both the wedding and the “karagod” songs
share a common compositional structure, at the
basis of which lies a symmetry of rthythm, as well
as an even number of rhythmic periods of the type
of: ab/rr, ab/rb, etc.

Example 1 “Svalilasya dubrovushka so verkha”
[“The Leafy Grove Tumbled Down
from Above”]
(wedding song)
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Second, the wedding songs, just like the
“karagod” songs, are performed along with dance
in a fast tempo. They bear a distinctly expressed
rhythmic pulsation. Third, both examined genres
use common refrain words “lyoli, lyolyushki,”
“ley, ley,” etc. Proceeding from the aforementioned
indications, it makes sense to examine the rhythmical
structure of wedding and “karagod” songs jointly.

The assortment of verse formulas in the
analyzed tunes is diverse: practically each specimen
is distinct by its structure of verse. Nonetheless, one
could trace out distinctly a tendency of combining
the tunes with a one-element verse of the type
of: 4+4 (“Kak na pole na polyane” [“How on the
field, on the meadow”]); 6+6 (“Na zoryushke
rano” [“Early at Dawn”]); 7+7 (“Vo goren’ke,
vo novoy” [“On the hill, on the new one”]).
A significant group of songs is comprised by tunes
with a tonic verse: “U Vanyushi vesyolaya golova”
[“Vanyusha has a Merry Head”], “Poydu vya,
moloda” [“T will go, a young woman”], “Udarilsya
komarishka s dubishka” [“The Mosquito bumped
against an Oak”], “Trakhnulis’ chashki, tarelski”
[“The Cups and Plates went Crashing”]. All these
examples pertain to the three-beat verse, adjoining
the “kamarinskaya.” The appearance of such
versification in dance tunes of the Belgorod Region
is not perceived by us as a singular phenomenon.
On the contrary, its presence harmoniously inserts
the local tradition into the overall Russian choral
culture.

In their compositional structure the poetical
texts of the “karagod” songs of the Podolkha
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possess solely strophic form, which may contain
a refrain, or it may be organized without one. The
“karagod” songs may also be characterized for their
melodies with the strophic form of a poetical text
with an inner-strophic and chain repetition of an
entire verse. Examples of inner-strophic repetitions
include the following: KE = aa/AA (aa/ab/ab).

Da ty, Donyushka,

Da ty, Donyushka,

Ty, Donyushka — lyubushka.
Ty, Donyushka — lyubushka.
[Oh you, Donyushka,

Oh, you, Donyushka.

You, Donyushka, are my love,
You, Donyushka, are my love.]

The rhythmic structure of the “karagod” songs
is characterized by a temporal periodicity of
structural units of musical form — structures marked
by pauses or musical segments. One of the tags of
the genre in the “karagod” tunes marked by pauses
is the presence of refrains: “oi, li, oi, li, lyali, lyoli,”
etc. The refrains may be either small and correspond
to the syllabic group of the verse, or large and
correspond to the entire verse:

V nas na pole, na polyane, lyoli, ladu...
[At our place on the hill, on the meadow, lyoli, ladu]
(small refrain)

Vo gorenke vo novaya, vo svetlitse svetlovoy,

Ekh, lyoli, oi, lyoli, ekh, lyoli, lyoli, lyoli...

[In a new hut, in a light room,

Hey, lyoli, ho, lyoli, hey, lyoli, lyoli, lyoli]

(large refrain)

One of the bright stylistic features of the
“karagod” songs is the juxtaposition of rhythmic
periods with diverse types of rhythmic pulsation.
The round-dance forms with changes of count
units frequently correlate with a particular form of
poetic verse: its first section is formed by means
of repeating the first syllable group of the verse
(as a rule, four-syllabled), while the second one
is built on the repetition of the entire verse (aa/
ab/ab). As the result of the change of rhythmic
pulsation the second period of the melo-verse
in its temporal scale is equal to the first, despite
the double augmentation of the syllable capacity
(“Okh ty, Donyushka” [“Oh, you, Donyushka”],
“Use gosti po lavochkam” [“All the guests sat on
the benches”]).

The lyrical songs of the researched tradition
pertain to the so-called tunes pertaining to the
late traditional musical style. They possess an
elementary type of composition and correspond
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with syllabic and measure-based syllabic-accentual
verse. The most widespread tunes have turned out to
be those combined with a measure-based syllabic-
accentual verse with the accentuation in the line
on the third syllable (the formula of the verse is
8+7). On the level of compositional construction
lyrical songs possess their own specific features.
As arule, the verse consists of four rhythmic units,
corresponding to each line of a quatrain: ab/cd. In
addition, in lyrical songs there is a lack of refrain
songs that are so characteristic for ceremonial folk
songs and the “karagod” songs. As the result of
analysis of the rhythmic structure of folk songs of
the studied region the following conclusions have
been made:

—inthetexts ofthe “karagod” songs in most cases
the syllabic-accentual versification predominance,
there are refrains with accentual lines, like the
“kamarinskaya”;

— in their compositional structure the poetical
texts of the “karagod” songs possess exclusively
strophic form (with or without refrains);

— overall, the forms of the “karagod” songs are
characterized for their symmetrical construction:
rhythmic periods, as a rule, consist of two or four
refrains.

We have revealed a stable dependence of the
symmetry of the form on the respective type of
refrain.

Thus, the melodies of refrains of the “alilyo”
type presume an unchangeable motor rhythm,
bear in themselves a symmetry of form, unlike
the melodies with the refrain words that contain
in themselves different types of musical time.
The pitch organization of the songs of the area
near Oleshensky village in the Bryansk Region
must be regarded as a combination of various
musical components, which include modal-scalar
construction, melodic composition and various
types of polyphonic texture.

On the level of melodic-intonational analysis
the wedding and “karagod” songs demonstrate a set
of common features, among which are:

1) The use in the tunes of a working range, as a
rule, not exceeding the interval of a fifth, or even a
fourth (Example 3).

Some of the songs go as far as to span the
range of the sixth, but the range of the perfect
fourth or fifth still remains to be the working
foundation, whereas the ambitus of the sixth can
be explained by the add-on of a third to the basic
range;
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Example 3 “Letela galushka”  Example 5 “Letel oryol”
[“The Jackdaw was Flying”] [“The Eagle Flew”] (lyrical)
(wedding song) ,
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o4 eSSSES=S=s - distinguished for an immense diversity; the main
" B oS- 10 Hep-(H)-Big - e-pes o] means of musical creativity is melody. We have
4 . . . . .

I S S S B S discerned two stable principles of organization
PTG i AN A G e in the tunes which are derivative from the initial
—r e intonation and have the following features:
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%g st e — 1) descending motion (most often stepwise) in the
N P i B range of a sixth in the upper voices and that of a
0. . . . .
£ = —— fourth in the lower voices; 2) the ascending motion
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2) The realization of the melodic composition
is based on varied repetition of one modal and
intonational model (Example 4);

Example 4 “Poidu ya, poidu ya moloda”
[“I shall go, I shall go a young lady”]
(dance tune)
D4y Y Y W
.\ MO-J‘IO-I:&, o¥i - Iy A BO 3€-JIe-HBI-€ Ca- Ja.
{) 4
%“‘\-/JJ-“J_}_}J‘J-‘. o 5 S 3
1Ioit - oy #, no#t - m;y % MO-7O-71a, [moit-my s BO 3e-Ne-Hbl-€ ca-Ja.
{) 4

Iy s BO 3e-lle-Hbl-€ ca-Ja.

3) the manifestation of the melodies with a
single-type texture can be explained by variant
heterophony.

In the researched tradition the sequence of
sounds of the lyrical songs is presented by the full
seven-note scale, which is an indication of a late
style of the traditional song culture. The search for
expressivity of the melodicism and the peculiarities
of the textures of the analyzed songs create
sequences of sounds consisting not only of the
seven basic steps, but also those that reach 10- or
11-step scales. Such extensive sequences of sound
are created as the result of octave doublings of the
Ist, 3rd and 7th scale steps (Example 5).
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within the range of a fourth with the successive
descending filling or an ascending stepwise filling-
in of a fourth (Example 6).

Example 6 “V nas po polyu, da po polyane”
[“At our place, on the field, on the meadow”]
(wedding song)

R
Ja mo mo -

1.B Hac no Mo i,

The final cadential sections are developed
on the basis of several melodic turns. The most
characteristic is the motive spanning the range of a
fourth (Example 7).

Example 7 “V nas po polyu, da po polyane”
[“At our place, on the field, on the meadow”]
(wedding song)

S e e S =:
- -
B - 0

T

Bai-(s1)-1 ce - 6 ke Ja Ny -Tro -

==
Ay - mWems-(u) MO

Another melodic model of the cadential section
is singing of the tones around the tonic pitch upon
its repetition.

The modal-scalar structure of the local lyrical
songs is interconnected with the type of texture
expressed in functional two-voice polyphony. This
type of polyphony is characteristic for singing styles
of later formation. Usually in this type the chief
vocal part is performed by the lower voices, while
the upper voice carries the role of the supporting
voice (See Example 5 “Letel oryol” [“The Eagle
Flew”]). An original trait of the researched tradition
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is the equivalence of the vocal parts. In the general
structure of the mode the independence of the voices
is preserved in the lower, as well as in the higher
voice, as a result of which all the basic modal and
intonational models are realized.

While characterizing the song tradition of the
Podolkha village of the Prokhorov District, it is,
first of all, important to highlight its general and
characteristic features and traits. In particular, it is
the existence of songs of the calendar-agricultural
cycle, those related to the family and everyday life
(such as wedding songs), dance tunes, ‘“karagod,”
lyrical and “chastushka” [folk rhyme] songs.
A characteristic feature of the folk songs of the
Podolkha village is the total absence of drawn-
out lyrical songs. The local lyrics are represented
by later-period urban songs or lyrical songs of
Ukrainian origin. The traditional tunes from the
village are rhythmically distinct, their melodic
outline is simple and sparse.

When speaking of the stylistic foundations of
the song culture, it is necessary to mark out the
large amount of seasonal songs with a narrow range
of melodies, the simplest motor rhythm, laconic
compositional structures and heterophonic texture.
All of this yet again confirms the hypothesis of its
ancient roots. If the voices move in a free manner
horizontally, this generates a large number of
dissonating vertical sonorities, which endows the

Gy —

I See: Rudneva A. V. Narodnye pesni Kurskoy
oblasti [Folk Songs of the Kursk Region]. Moscow:
Sovetskiy kompozitor, 1957; Shchurov V. M.
Belgorodskoye Prioskol’ye: pessennyy notnyy sbornik
[The Belgorod Region by the Oskol River: Compilation
of Songs]. Issue 2. Belgorod: Belgorod State Center of
Folk Art, 2004; Shchurov V. M. Yefim Sapelkin i yego
ansambl’ [Yefim Sapelkin and his Ensemble]. Moscow:
Sovetskiy kompozitor, 1969; Shchurov V. M. Pesel’niki
iz sela Foshchevatovo [Singers from the Village
Foshchevatovo]. Moscow: Sovetskiy kompozitor,
1989; Shchurov V. M. Pesni Userdskoy storony [Songs
of the Userd Area]. Moscow: Kompozitor, 1995;
Shchurov V. M. Userdskiye pishchiki [Userd Reeds].
Pamyati K. V. Kvitki: sbornik statey [In Memoriam
K. V. Kvitka: a Compilation of Articles]. Edited and
Compiled by A. Banin. Moscow, 1983; Shchurov V. M.
Yuzhnorusskaya pesennaya traditsiya [The Southern
Russian Song Tradition]. Moscow: Kompozitor, 1987,
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songs with a special acerbity of sound. This is
also promoted by the strong, intense manner of
singing of village performers. It is demonstrated
in the loud, pronouncedly emotional replication of
calendar, round-dance and dance songs traditionally
performed on the street. Such manner of singing
reminds of the precisely pitched scansion. For this
reason, the widely prevailing expression among
folk singers “kritchat’ [“to shout”] or “skritchat’”
[dialect jargon of the previous term] in the sense
of “shouting out” a song is perceived practically in
the literal sense [4, p. 79]. This specific peculiarity
of the local performance has been noted by us
during the process of recording a local authentic
vocal ensemble. The manner of singing the songs
connected with the motions and dances in the Kursk
Region near the Psyol River “in a concordant voice”
(loudly, in a heart-rending manner) is described by
A. V. Rudneva’.

The integral and archaic quality of the folk
singing style has been demonstrated in the
predominant functioning of the “karagod” songs,
including the “shirinkas” (the round-dances with
towels), the “tanki,” the wedding and calendar
songs. Altogether, the singing tradition of the
Podolkha village of the Prokhorovka District of the
Belgorod Region presents a bright specimen of the
regional style of the Belgorod and Kursk Regions
near the Psyol Region.

NOTES —o(<

Karacharov I. N. Pesennaya traditsiya basseyna reki
Psyol (Belgorodsko-Korskoye pogranichye) [The Song
Tradition of the Psyol River Basin (The Border Area
between the Belgorod and the Kursk Regions)]. Belgorod:
Krestyanskoye delo, 2004; Sysoyeva G. Ya. Pesennyi stil’
voronezhsko-belgorodskogo pogranichya: monografiya
[The Song Style of the Border between the Voronezh
and the Belgorod Regions: a Monograph]. Voronezh:
Voronezh Regional Printing House, 2011; Zhirov M. S.
Regional’naya sistema sokhraneniya i razvitiya traditsiy
narodnoy khudozhestvennoy kul’tury: uchebnoe posobie
[Regional System of Preservation and Development
of the Traditions of Folk Artistic Culture: a Textbook].
Belgorod: Belgorod State University Press, 2003;
Zhirov M. S. Traditsionnye prazdniki i obryady
Belgorodchiny: uchebnoe posobie [Traditional Holidays
and Rituals of the Belgorod Region: a Textbook]. Belgorod,
2002; Zhirov M. S., Zhirova O. Ya., Alexeyeva O. 1.,
Sarayeva L. P. Fol’klornye traditsii Valuyskogo rayona:
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uchebno-metodicheskoe posobie [Folklore Traditions
of the Valuy Region: Tutorial-Methodological Manual].
Belogorod: Belgorod State Institute of Arts and Culture,
2011; Zhirova O. Ya. Traditsionnaya prazdnichno-
obryadovaya kul’tura Belgorodchiny v sovremennoy
srede regiona: monografiya [The Traditional Culture
of Holidays and Rituals of the Belgorod Region in
the Contemporary Environment of the Region: a
Monograph]. Belgorod: Belgorod State Institute of
Culture, 2004; Kuznetsova N. S. Svadebnyy muzykal no-
etnograficheskiy kompleks v pessennoy traditsii
verkhnego Prioskol’ya [Musical Ethnographic Complex

3y4e€HHWE MECTHBIX MEBYECKUX TPaguIInui

IOra Poccun octaércst oHOM 13 IIEHTpab-

HbIX TEM COBPEMEHHOH MY3bIKAIBHON
(hOTBKIIOPUCTHUKH, YTO 0OOCHOBAHO PAIOM IPEITIO-
CBIJIOK:

— (hopMupoBaHueM GorarerIero pakTonornye-
CKOTO Marepuaja B BUJE COBPEMEHHBIX 3BYKO3aIlU-
ceil, TO3BOJISIIOIINX OCYIIECTBISTh TEOPETUICCKUI
aHaJIU3 NPOU3BEIAECHUI HAPOAHOW MY3BIKM Ha Kade-
CTBEHHO HHOM YPOBHE;

— HaJIM4MeM Hay4yHO OOOCHOBAHHBIX KPUTEpPH-
€B XYIOXXECTBEHHOH OIIEHKH HapOIHO-TIEBYECKOTO
WCTIOJIHUTEIBCTBA, PACIIUPSIONINX TPAHUIIBI U TITy-
OWHy MO3HAHUI O MY3BIKAIEHOM (DOITBKIIOpE FOXKHO-
PYCCKOTO permoHa, TpeOyIoUmMX IepecMoTpa Cio-
JKUBIIUXCS B3IISIIOB HA TEBYECKOE MCKYCCTBO Kak
MHOTOTPAHHOE 3THOKYJIBTYPHOE SIBICHHE C pa3BeT-
BJIEHHOM >KaHPOBOM CHCTEMOI1, CAMOOBITHBIMHU PETH-
OHAJILHBIMU 0COOCHHOCTSAMH OBITOBAaHUSA [2, €. 92];

— 3ampocaMu COBPEMEHHOTO MpodecCcroHab-
HOTO HApOIHO-TIEBUECKOTO 00pa3oBaHwms, mpodec-
CHOHAJBHOTO U JIIOOWTENBCKOTO HCIIOMHUTENb-
CTBa, CTPEMSIIMUXCA K OCBOCHHIO PETHOHAIBHBIX
HApOJHO-TIECEHHBIX TPaIUIUKA B MPUOIMKEHHOM
K TOJUIMHHOMY 3BYYaHHWIO BHJE C TOCIeXyromen
HUX TBOPYECKO-UCIIOJIHUTENIBCKON HHTEpIIpETaLUeil
B COOTBETCTBHH C LEISIMH W 3aJadaMH y4eOHOTO
npouecca, KOHIEPTHON JeATeIbHOCTH.

BBuny 3T0r0 3aKOHOMEpPHO BO3pacTaeT poib U
3HAYUMOCTh IIpoIiecca MOUCKa, 00HAPYKEHHS 1 BbI-
JIEJIEHUS] CTHJIEBBIX CBOWCTB MECTHBIX HapOIAHO-TIE-
CEHHBIX TPaTUIIHHA, TTO3BOJIAIONINX 00ECIeYNTh Ka-
YECTBO BOCTIPHUATHS M BOCCO3JaHM POU3BEACHUN
(honpkITOpa (KOHTEKCT, peueBast U My3bIKaIbHAs HH-
TOHAIINHU, CUMBOJIMKA, KOJIbI, KUTPay MECHH H T. 1.)
KaKk TeHeTH4ecKoro (hOHJIa MCTOPHKO-KYIBTYPHOM
aMsATH Hapoaa.
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of Wedding Songs in the Song Tradition of the Upper
Region near the Oskol River]: Thesis of Dissertation
for the Degree of Candidate of Arts. Moscow, 2017;
Kuznetsova N. S. U vorot bela beryoza stoyala: svadebnye
pesni russkikh syol Chernyanskogo i Novooskol’skogo
rayonov Belgorodskoy oblasti [By the Fence the White
Birch Stood: Wedding Songs of the Russian Villages of
the Chernyanka and New Oskol Districts of the Belgorod
Region]. Belgorod: POLITERRA, 2012.

2 See: Rudneva A. V. Narodnye pesni Kurskoy
oblasti [Folk Songs of the Kursk Region]. Moscow:
Sovetskiy kompozitor, 1957.

HNccnenoBaHNIO IOKHOPYCCKUX II€CEHHBIX
TpaguIui MOCBAIIEHB padoThl A. B. PynHeBoi,
B. M. Illyposa, 1. H. Kapauapoga, I. fI. CricoeBoii,
M. C. Xuposa, O. 5. XKuposoii, H. C. Ky3uerosoii'
Y IPYTHUX aBTOPOB, YTO CBUACTEIHCTBYET O HATHINH
Ha benropomunHe MHOXECTBA CaMOOBITHBIX JIO-
KaJIbHBIX TMPOSBICHUN MY3bIKAIHHOTO (HONBKIOpA.
ITecennas xynbrypa cena [lomonsxu ITpoxopoBcko-
ro paiioHa benropomackoit 061acTu Kak COCTaBHOM
gactu benroponcko-Kypckoro Ilomcensst (Tpamu-
nus Beigenena M. H. KapagapoBeiMm) 3acimyxuBaeT
OTJENbHOTO aHa/lM3a B CHJIy HEIOCTaTOYHOU M3y-
geaHoCTH. CoepKaHue MaHHOU cTaThu Oa3upyer-
¢ Ha aBTOPCKUX MY3BIKAIBHO-ITHOTPAPUICCKUX
MaTepuaax, 3alMCaHHBIX Ha UCCIETyeMON TeppH-
Topun B 90-¢ rombl XX croerns. YacTUIHO ITH
MaTepHaibl U3JIOKEHB B pabore «TpamurmonHast
HapojHasi XyIOKeCTBeHHas KyibTypa I[Ipoxopos-
cKoro parioHa» [3].

Tepputopus cospemenHoro IIpoxopoBckoro
paiioHa, pacronoxenHas B Oacceitne pexu [lcém,
B JPEBHHE BpPEMEHA, TI0 CBUICTEIBCTBY YUEHBIX,
MpUHAIIeKATA TOCEIEHUSIM BOCTOYHBIX CIIaBSIH
— CeBepsiHaM, IVIABHBIM 3aHATHEM KOTOPBIX OBLIO
3eMJICTIAINIECTBO U CKOTOBONCTBO. 00 3TOM CBHIE-
TEILCTBYIOT dTHOKYJIBTYPHBIE MTPOSBICHUS «arpap-
HBIX, KyJABTOBBIX IIPA3THUKOB, HAUIMIHE DJICMEHTOB
SI3BIYECKUX BEPOBAHUM, paHHUX (OPM MY3bIKAJIb-
HOro (hoJIbKJIOpa B BHJIE apXaWdHbBIX IMECEH, MPO-
CTEUIINX MY3BIKALHBIX WHCTPYMEHTOB, TIpEaMe-
TOB MaTepUaIbHON KYJIBTYpPBI, U3ENUNA OBITOBOTO
HazHaueHUsM [3, c. 3].

EcrecTBeHHOE pacTBOpeHHME paHHUX (opMm
(oIBKIIOpa B MOCIEAYIOMNX TUIACTaX apXandecKo-
ro (QOJBKIOpa IMO3BOJSET HCCIENOBATENSAM Jaxe
CITyCTSI CTOJICTHSI HAXOUTh apTe(PaKThI, IIOATBEPXK-
naronye ux Oputoe cymectBoBanue. IlokazarenpHa
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B 3TOM OTHOIICHUH TPATUIMS BOXKICHHUS XOPOBO-
JI0B (KaparoioB) Ha OTKPBITOM BO3yX€E, B TOM YHC-
Jie — Ha [IOTPaHUYHON MEXy CENaMU TEPPUTOPUH,
B KOTOPBIX Y4aCTBOBAJIO MOPAIKA MATUCOT YEIOBEK.
s 1aHHOM CTHIIEBOM 30HBI XapaKTEpHbI BeCbMa
pa3BHUTBIe Xopeorpaduyeckre (OpMBI HAPOTHOTO
HCKyCCTBA, TaK Ha3bIBaEMble «TaHKH» — 0co0as
Pa3HOBHUIHOCTH KaparoJoB HEKPyroBOTO THIIA, OC-
HOBaHHasl Ha €IMHOH, HO IIOCTOSHHO MEHSIOIICH
HaTpaBJIeHUE ABIDKEHUS IenH, oOpasyromeil To
TIOJIKOBKY, TO KPYT, TO 3UI'3ar000pa3HyIo «3MeHKy»,
«IIETEHBY, «KAITyCTKY», TO PACXOAIIYIOCS Ha B
WJIH YeThIpe napauiend. BeissieH u ¢akt OpITOBaA-
HUS B PETHOHE (IIHPHHOK» (XOPOBOOB C IOJIOTEH-
[[aMH), B KOTOPBIX HCIIONHUTENN TOA MOTHATHIMHU
BBEpPX MOJOTEHIIAMU MABIDKYTCS IO YIHUIE ABYMS
napajuIeIbHBIMU JHHAAMHA B (hOpME «BBIBOPAYHBa-
HUS pyKaBay.

B 6onpmme npazmavku (KpacHas ropka) Takoi
(dhopMoii Kaparoja CeJIsHE MPOABUTAIUCH Ha IIU-
POKHI1 JIyT — OCHOBHOE MECTO MPAa3gHUYHOTO JIeii-
CTBa, TZI¢ Kaparoj, HauYMHaJ JBH)KEHUE IIOCOJIOHbY
(o comuiry). Ha mepBeIif M1aH 37€Ch BBICTYyHATH
«XO3YHBI», «CKaKyHBD» — MY>KYHHBI, KOTOPBIE 3a-
JABaIM PHUTM, HAaCTPOCHHME W XapakTep Kaparoj-
HOW TIECHH MPBDKKaMHU BBEPX, TOBOPOTAMH BOKPYT
ceb4, MoodepEéNHBIMA MPUTOTIAMH HOTaMHU BIIEpPETU
ce04, XJIOMKaMH 110 KOJIEHSIM, BBIKpUKaMu: «JlaBaii-
naBait!y, «Emeé-emé!», kopoTkum cBucTOM. [107100-
HOE MacCOBOE TYJISTHHE CEJISH, IO BCe BEpOSTHO-
CTH, eml€ B JPEBHOCTH BBIIEIHIOCH B CAMOCTOS-
TEJBHOE SIBIICHUE U MTOyYMIIO Ha3BAaHHUE «TYIHOBI».
B oanom u3 nepBbix nokyMeHTOB [peBHeit Pycu —
«IToBecTn BpeMEHHBIX JIET)» — COXPAHIIIOCH CBUJIE-
TEIBCTBO 00 UTPHINAX MEXIY CEIaMHU, T 3ByHaIN
0eCcOBCKHE TIECHH U TUISICKH.

B TpagunmoHHOM MECEHHOM HCTIOTHUTENHCTBE
3TOH JTIOKaJIbHOM 30HBI TPOCIIEKUBAIOTCS CTUIIUCTH-
YeCcKHe YepThl U (POPMBI OBITOBAHUS, CBOHCTBEHHEIC
IOKHOPYCCKOM TpaguIiuil OenropoacKo-KypCKOTo
MOTpaHnYbsl. BMecTe ¢ TeM HaMU BBISIBIICHBI U HEKO-
TOpBIE 0COOEHHOCTH MECTHOW MIECEHHOH TPaHIIHH.
Oco0bIii UHTEPEC MPEICTABIMIOT TaK HAa3bIBACMBIC
«BECEHHHME» U «JIETHHE)» NEeCHH, NPUypOUCHHBIE
MMEHHO K 3THM BpeMeHaM Tojia. XapaKTepHble Ipu-
nesbl «Jlany-nangy», «Jlymens Moé» — cBHIETENb-
CTBYIOT O T€HETHYECKOW CBSI3M JAHHOTO KOpITyca
JTUPUIECKUX ITIECEH C OOPSIOBBIMHU U KaParoJHBIMU:

3enéHast IyOpOBYIIKa,
JI€nu, nany.

3enéHas KyapsBasd,
Hymens Mo€. (Becennss)
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BocnoMuHaHue 0 ApEeBHEMIINX MY3bIKAJIBHBIX
WHCTPYMEHTaX, TPAAUIHOHHBIX (OpMax MEeCEeHHO-
CTH COXPAaHMJIU CJIOBA NeCHU «Briiiny s», 3anucas-
HOH HaMH Ha HCCIIEAYEMOUN TEPPUTOPUH:

...Y MeHe urpa HeJoUTrpaHa,

ITecenka He qOCKa3aHa.

Jla He TOBOXKEHHBIN TaHOYEK,
He 3a0aBieHHEBIN ApyKOUCK.

Ja He nynkamuy,

Jla He ryakamu. ..

Kak mokaspiBaeT aHaim3, MECTHas IE€CEHHas
TpaauIMs MPEACTaBICHA CE30HHBIMH, TUIICOBLIMU,
KaparoJHBIMH, TAHOYHBIMH, CBaICOHBIMH, JTHUpHUUE-
CKHMH TIECHSIMU TIO3THETO TTPOUCXOXKICHHS.

[ToaTyeckoe comepikaHue KaparogHBIX IMECEH
BKJIIOYAET CaMble pa3HOOOPA3HBIE TEMBI, CBI3aHHBIC
¢ OOIIeCTBEHHON, CEMEHHOM, JTUYHOW KU3HBIO H
OBITOM YenoBeKa. B memoM o0pa3HO-TeMaTHIECKOE
cofiepKaHNe KaparoAHBIX U IUISICOBBIX IECEH cela
[Homonbsxu 6:IM3KO MPOTSKHBIM TTECHSM, TTOATBEPIK-
nas ciosa B. 4. [Iponma o ToM, 4TO «XOPOBOIHBIE
Y UTPOBBIC IIECHH 110 CBOMM T€MaM MaJjio YeM OTIIH-
YaroTCs OT MPOTOJIOCHBIX: B HUX OTPaKAaeTCs Ta JKe
ceMeifHas )KM3Hb U T€ JKe HeOIaromnosyJyHbie ceMei-
HbI€ OTHOILIEHUS], HO TOH UX COBEPILIEHHO NHOM. To,
YTO B TOJIOCOBBIX NMECHAX MOKAa3aHO C TPAarm4ecKon
CTOPOHBI, 3/IeCh IOKa3aHO CO CTOPOHBI KOMHYe-
ckoif. Tparenus npeBpamraercs B dapey» [6, ¢. 239].
Benyieii Temoii KaparoJIHbIX NECEH ABJISIETCA TEMa
JF00BU — O 3HAKOMCTBE MOJIOZBIX JIFONIEH, CO3AaHUN
CEMBH, PA3TMYHBIX MEPUNETHSIX JTIOOOBHBIX U Ce-
MENHBIX OTHOIIECHUH.

Tema BenMuaHUs XOJIOCTOM MOJOAEXKU B Kapa-
TOAHBIX TECHSIX CBSI3aHA C TPATUITMOHHBIMU CUM-
BOJIaMH U 00pa3amu OJIaronoixydus ¥ MpOIBETaHHS
(«cam», «BUHOTpAIy, «IBETOYKH»), YTO COOTBET-
CTBYET SI3bIYECKOMY MOHATHIO ApEBa KU3HU. Benér
Kaparojl HOBas mapa, KoTopasi 0CO3HaéTcs Kak Oy-
Iymasi CeMbs, MPOAOIDKAIOIIAs PO U CO3AroImas
HOBOE ToKosieHue. [103ToMy cHMBOITBI, BOTUTOIIAO-
[UE PACTUTENBHYIO CHITY, TOCTOSTHHO TPUCYTCTBY-
IOT B BETMYAIBHEIX TTecHsX. Takume oOpassl 6oraro
VKpaIIeHbl SITUTETaMU:

[oiiny 51 Bo 3enéHble cafa,

VIIOBJIFO 51 MOJIOZOTO COTIOBBSL. .. («[101idy 51, MOOOAY)
Cazpl MOH 3€IIEHBIE,

3enéHple BHHOTPAIBSI.

BuHoTrpagss — HEHATIIAIBS,

KyuepsBas psouna. .. («4 cadwvt mou, caoouxu)

['maBHBIE repon BeIMUYaIBHBIX MECEH — MapeHb
U JIeByIIKa — HAJENEHBI SIPKUMU oOpazamu (ToIry-
0s u romyOymkn), ux Oyaymias >KU3Hb MPEACTaéT
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B pamy)XHBIX TOHAX, WJCATU3UPOBAHHAS U TIPUY-
KkpamieHHas. [IpuMepoM MOXET CIyXUTh TIECHS
«Bo ropeHke BO HOBOI», IJle «BCE HOBO, TOUYEHO,
MT030JIOYCHO, W3 CTOJIBHOTO Tpaaa TOCTaBICHO».
B HapomHOM MMOHMMAaHUU «TONYyObY» — YKMCTasi, CBSI-
Tas, 00Xbsl mTuma. [IpencraBnenue o romyde Kak
CBATOM MTHIIE BOCXOIUT K XPUCTUAHCKOHN TpaulIUu:
B Bue royost Cesaroit Jlyx comén ¢ Hebec BO Bpemst
kpemenns Uncyca. Bopkyromme romy0s ¢ roimyOKoit
— cuMBOJI BIrOONEHHBIX. [1IMpoko pacnpocTpaHeHb!
OHM ¥ B KaU€CTBE MOATHUICCKUX 00Pa30B KCHHUXA H
HEBECTHI B CBAICOHBIX MecHAX. JlocTomHCTBO U 60-
rarCTBO IVIABHBIX TEPOCB OMHUCHIBACTCS Uepe3 OKPY-
JKAIOMIYI0 WX OOCTaHOBKY, KOTOpas TMomaércs Tak
Ha3bIBAEMbIM MPHUEMOM CTYIICHYATOIO CYXKEHHUS 00-
paza: «HOBasi TOPEHKA», «CTOIUK TyOOBOID», HOXKKH
I030JI0YCHANY, «CKAaTePTh Oea, B IIeCThACCAT CTaH-
KOB TKaHa, «13 MOCKBBI IIPHBE3CHAY.

PoncTBO BemMYaNBbHBIX KaparomHBIX M CBajeo-
HBIX TIECEH MOATBEP)KIACTCS W HAIMYMEM OOIIMX
KJIMITAPOBAHHBIX MecT. Hampumep, 31mm30;] BBIITH-
BaHMSI CBaJCcOHOTO PYITHHKA OMHUCHIBACTCS OUHA-
KOBBIM HaOOpPOM CJIOBECHBIX (POPMYJI, HE3AaBUCHMO
OT TOW WJIM MHOM KaHPOBOM NMPHHAJJICKHOCTH Ha-
TeBa:

[1I&€nmxoM IITUTH, BEIIIINBATH,
ITo xparomkam — payLKam,
ITo cepénouxe — 6n€cTavKHy. ..
(«Ox, mwi, Jourowxa» — xapacoouast)

ITockonbKy y4aCTHMKM MECTHBIX KaparojioB —
3TO CENbCKUE JIEBYIIKH U IOHOIN, TO BIIOJHE €CTe-
CTBEHHO, YTO B KaparoJIHbIX M IUISICOBBIX TECHSX
HEPEJIKO 3aTParuBaeTcsi TeMa KPECThSIHCKOTO TpyAa,
KOTOpas, Kak MpaBUJIO, BCEIJa MEPEXOIUT B TEMY
mobBu. Hampumep, B mecHe «llocero s méu» pe-
3yJIbTaTOM CESHUS JIbHA AEBYIIKOM SIBJISIETCS MOTHUB
BBIOOpA IPYra-MOMOIIHUKA. JTO TOITHYECKOE pe-
IIEHUE TEMBI CBaTOBCTBA M Opaka. Hamo oTMeTuTs,
YTO CHELHUAIBHO TEME TPYAA MOCBALIEHO MaJo Iie-
CEH:

Cxkaxu, ckaxHu, [lyHromka,
[a He noTaif, TonyOymika,
Kak 6emnait n€H cesit.
Kak 6emnait n€H TOMSIT.
Kak 6enaii 1€H Mouar.
Kak mbI ero OymeM TKaTH.
(«Ckaorcu, J[ynrowray — nisacosast)

Tak xak B Kaparojax NPUHAMAJIW Y4YacTHE HE
TOJIBKO JACBYLIKH, HO ¥ MOJIOJBIE KCHILUHBI, TEMA
CEMEHHBIX OTHOIICHUH MIMPOKO 3a1e4aTiICcHa B I1eC-
HAX JAHHOIO aHpa. 37IeChb MOJIOAKA IIPENCTaéT
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CMEJION, HUKOTO HE OOSIIIeHCs KEHIITMHON, KOTopast
CaMOBOJIBHO YXOIUT Ha T'YJIIHBE B «MOJIOJIOV» Ka-
paron. besycnoBHO, 3T0 HE peaqbHOE OTpa)KCHHE
MpaBUJI CEMEMHON KU3HU, a XOPOBOJIHOE 030PCTBO
MOJIOZION KpecThsTHKH: «CBEKOp C meuku yomcs, 3a
MIEHB-KOJIOY 3aBAJTUIIC».

OnHMM U3 LEHTPAIbHBIX 00pa30B KaparoaHbIX
MEeCeH SIBIISETCS YAWIla B CAaMOM IIHMPOKOM 3HAYe-
HUU 3TOTO CJIOBA, I7ie COOCTBEHHO M Pa3bITpPhIBA-
JIOCh TIECEHHO-XOpeorpaduueckoe AEUCTBO (TYIb-
ouie, ryyinoa):

A rynsana Ha ryne0e,
Ceppneunaii qpyr Ha yMe.
(«Ox, moi, 2ynvbyuxa, 2ymvoa»)
JlaiiTe 110 yapo4dke ropenku,
UYrob s ibsiHA HamMIacs
W no ynuue npouwnacs.
B nHac Ha ynuue, Ha prIHKe
Tam ¥ CKpUIKH, ¥ BOJBIHKH.
Tam 1 npexHUEe CyAapKH. . .
(«Tpaxuynuce uawku, mapenxu)

Ilo cBOoeMy 3MOIMOHANBHOMY HACTPOIO K Ka-
parogHBIM TECHSIM ONW3KH IUISICOBBIE, MMEIOIINE
LIYyTOYHBIA XapakTep. TakoBa IecHs «Ymapuics
KOMapHIlika cO JIyOuIlKa», repoil KOTOPOU, yIaB
¢ my0a, «pacTpyChil CBOU KOCTHY, «pa30oni OyHHYIO
TOJIOBKY». BBHIy TOTO, 9TO BO BCEX KaparomHBIX
M TUISICOBBIX TECHSIX HCCIEeyeMOl TeppUTOpUn
HEOTHEMIIEMBIM KOMITOHEHTOM CTPYKTYPBI SIBIISI-
mack xopeorpadus, a CIIeJOBATENLHO, U JIEKCHKA
B Pa3IMYHBIX €€ MPOSABICHUAX, TO U MOITHKA ITHX
MECeH OTIMYaeTCs pazHooOpa3ueM JeicTBU, OT-
paKaomuX OBMKEHUE: «I MO YIHUIE MPOLUIACS,
«sI TyJsiia Ha TyJp0e», «IIoHay MOoJIoza BO 3eIEHbIC
caja», «He XOIW MHMO 3eJIEHOTO cafa», «s mo Oe-
PEXKY TOXa)KUBala, MO 3€JIEHOMY MOTYIHBAJIa»
¥ T. 1. B menom temarnka m 006pasbl KaparoaHbIX
neceH cena [logonbxu BrogHe BIUCHIBAIOTCS B CH-
CcTeMy OOIIEPyCCKUX XOPOBOMHBIX 00pa3oB. Hawm-
Oolblliee OTJIIMYHME COACPKUTCS B MY3bIKAJIHHOM
HaTOJTHEHNH OMMCAHHBIX TeKkcToB [1, c. 111].

Komriexe My3bIKaIbHBIX XapaKTEePUCTHK Ope-
NIeNAeTCsl TOHATHEM «IIECEHHBIM THID», HCIIONb-
3yeMBIM MHOTHMH HCCIIeOoBaTeIsiMu (pombkiiopa:
«...B CHIIy CBOe€H 0OYyCIIOBJICHHOCTH TOHITHE ‘‘Tie-
CEHHBIN THUI PAacHpOCTPAHSAETCS U HA yPOBEHb Xa-
PaKTEPUCTUKH BHYTPUTESKCTOBBIX SBJICHHH, HA OT-
JIeNIbHBIE DIIEMEHTBI CTPYKTYPBI, CIelU(pUIECKIe
CpelICcTBa M CHOCOOBI BBIPAKEHHUS, CBOMCTBEH-
Hble IMEHHO TECEHHBIM (popMam: THI MMEeCEHHOU
cTtpodsl (cTuxa-Ppassl), IECEHHOrO pacieBa 0co-
ObIM 00pa3oM OpPraHMW30BaHHON HMHTOHAIIMOHHOM
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HAIPaBIEHHOCTH, JIJI0BOM OpraHU3aIl{, MEJIOAN-
YECKOTO CTPOs, MY3BIKaJIbHO-CTUXOBOH pPHUTMHKH
W aKIIEHTHOCTH U Jap.» [5, ¢. 35].

[IpencraBneHHbIe K aHATN3y 00pPa3Ibl MECTHO-
r0 MY3BIKaJbHOTO (OJBKIOpPa MMEIOT PAI Hapa-
JeJIe MEXIy KaHpaMH KaparoaHbIX W CBaIeOHBIX
MECEH, YTO TMPOSBIACTCS HA PA3IMYHBIX YPOBHSIX.
Bo-miepBeIX, U cBajeOHbIC, U KaparomHbIE TECHU
HUMEIOT OOIIYI0 KOMITO3UI[HOHHYIO CTPYKTYPY, B OC-
HOBE KOTOPOH 3aJI0’)KEHA CHMMETPHS pUTMHUYIECKOTO
PUCYHKa, a TaKke YETHOE KOIMYECTBO PHUTMHUC-
CKUX TIEpHOJIOB, THMA: ab/rr, ab/rb U T. 1. (IpUMepEI
Ne 1, Ne 2)*,

Bo-BTOpHhIX, CBajicOHbBIC MTECHH, KaK U Kaparoj-
HbIE, UCTIOTHSIOTCS O IUISICKY B OBICTPOM TEMIIE.
B Hux 4é€Tko BhIpak€Ha HEIPEpPBIBHAs PUTMHYE-
CKasl MyJIbCaIusl.

B-Tpetsux, o0a paccMarpwBaeMBIX >KaHpa
WCIIOIB3YIOT OOINMe MPHUIIEBHBIE CIIOBA: «JIENH,
NEMOLIKNY, «JIeH, Jei» u T. n. Mcxond u3 nepeduc-
JICHHBIX BBIIIE TPU3HAKOB, [1EIeCO00pa3Ho paccMa-
TPUBATh PUTMUYECKOE CTPOCHHME CBAZCOHBIX M Ka-
paromHEIX ITECEH BMECTE.

Habop cTtuxoBbIX GOpMyNn B aHAIU3UPYEMBIX
HareBax pa3HooOpa3eH: MPaKTUIECKH Kaxablil 00-
pasell OMIMYAETCS CBOEH CTUXOBOM CTPYKTYpOM.
Tem He MeHee B HUX YETKO MPOCIIECKUBAETCA TEH-
JISHITAST COYCTAHMSI HAIICBOB C OIHONIEMCHTHBIM
ctuxoMm THma: 4+4 («Kak Ha mose, Ha TOJSHE);
6+6 («Ha 30promke panoy); 7+7 («Bo ropenke, Bo
HOBOW»). 3HAUNTENbHYIO TPYIITy MECEH COCTaBIIA-
10T HamleBbl C TOHUYECKUM CTUXOM: «Y Bantommn
Becénas rosoBay, «lloiiay 4, Mononay», «Ynapuics
KOMapHIlKa co Aayoummkay, «TpaxHyauch dYamikw,
Tapenkny. Bce mpuMephbl OTHOCSTCS K TPEXyIapHO-
MY CTHXY, TPAMBIKAIOIIEMY K THITY «KaMapHHCKON.
IlosBIeHWe TOAOOHOTO THIITA CTHUXOCIOXKCHHS
B IUIACOBEIX TECHSAX BenropoaunHbI HE MPEACTaB-
JISIeTCS HaM HMCKITIOUNTEIBHBIM siBIeHHEM. CKopee
Ha000POT — €ro HAJIMYHUE TAPMOHUYHO BITUCHIBACT
MECTHYIO TPaJUIHIO B O0IIEPYCCKYI0 XOPOBOIHYIO
KYIBTYPY.

ITo KOMIIO3UITMOHHOMY CTPOEHHIO TIOITUIECKHE
TEKCTHI KaparoJHbIX MeceH cena [1omonbxu nMeroT
TOJNBKO cTpoduyeckyro Qopmy, KoTopas MOXKET
cozepxarb pedpeH, a MOXKeT ObITh OpraHM30BaHA
u 6e3 Hero. JJig KaparomgHbIX TECEH XapaKTePHBI
Y HaIeBbI CO cTPOpUUECKOr (HOPMOI MOITHUECKOTO
TEKCTa ¢ BHYTPUCTPO(DHBIM U IEMHBIM TTOBTOPOM

* HoTHble mpuMepsl cM. Ha ¢. 86—88.
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nenoro ctuxa. IlpumMeps! BHyTpUCTPOHBIX TTOBTO-
poB: KE = aa/AA (aa/ab/ab).

Ja Tb1, JloHtOMIKA,
Jla o1, JloHFOMIIKA.
Tor [lontommka — mro0ymika,
To1 JloHtomKa — JIF00yIIIKa.

I[JI}I pI/ITMI/I‘IeCKOFO CTpOGHI/IH Kaparozmmx
MMeCeH XapaKTepHa BpeMEHHas TMEePUONUIHOCTH
CTPYKTYPHBIX €IWHHII MY3BIKAIBHOW (OpMBI —
11€3ypUPOBAHHBIX MOCTPOCHUN WJIM MY3bIKaJIbHBIX
cermeHToB. OJTHUM M3 MapKepoB KaHpa B IE3ypH-
pOBaHHBIX KapaFO]lHBIX HarieBax ABJISICTCS HAJINYUC
pedpenoB: «oit, u, o, Ju, JIsTH, EMM» U T. 1. Ped-
peHLI MOFYT 6BITB HWJIN MaJIBIMHU U COOTBE€TCTBOBATH
CJIOrOBOM TPYIIIIE CTHUXA, WK OOJIBIIMMU U COOT-
BE€TCTBOBAThH I_Ie.HOMy CTI/IX}/:

B Hac Ha none, Ha IOJSTHE, JIENH, JTAY...

(manwviil peghper)
Bo ropenke Bo HOBOH, BO CBETJIMIIE CBETIIOBOM,
Ox, nénu, oi, 1€au, 3X, €I, NEIH, JENH...
(bonvwotl pegppen)

OnHOI M3 SIPKUX CTUIIMCTUYECKUX OCOOEHHO-
CTeH KaparoJHBIX TECEH SBIISIETCS COIOCTAaBICHUE
PUTMUYECKHUX IEPUOAOB € Pa3IMYHON PUTMHUYECKON
myJbcanueid. XopoBogHbIE POPMBI CO CMEHOHN CUET-
HOM €JIMHMIIBI YaCTO COOTHOCATCS C ONPENEIEHHON
(dhopmoii o3THUECKO# cTpodbI: MepBhIl e€ pasmen
oOpasyeTcs myTEM ITOBTOpa MEPBOH CIIOTOBOM TPYTI-
b cTHXa (KaK MpaBUiIO0, YETHIPEXCIOKHOI), a BTO-
POii — CTPOUTCSI Ha MIOBTOPE BCero cruxa (aa/ab/ab).
brnaromaps W3MEHEHHIO €IUHUIBI PUTMHYECKON
MYJTBCAIIH BTOPOU MEPUOJ] MEITOCTPOQHI 10 CBOUM
BPEMEHHBIM MacIiTabaM paBeH IEepBOMY, HECMO-
Tpsl Ha IBOWHOE YBEIWYEHHE CIIOTOBOIO 00BEMaA
(«Ox, 181, JloHIOMIKA», «YCE TOCTH TIO JTABOIKAM ).

Jlupudeckue TECHH HCCIeIyeMOH Tpaauluu
OTHOCSITCSI K TaK Ha3bIBa€MBIM HAaIleBaM C IO3/IHE-
TPAAUIIMOHHON MY3BIKaIbHON CTHIUCTHKOW. OHHU
MMEIOT MEePBUYHBIN THI KOMITIO3UILIMU M COYETAIOT-
Cs C CHJUTAOMYECKUM U CTOIMHBIM CHJIIIa0O0-TOHH-
yeckuM cTtuxoM. Hambonee pacmpocTpaHEHHBIMU
OKa3aJIMCh HANEBBl, COYETAIONMIHUECS CO CTOIHBIM
CI1a00-TOHUYECKHUM CTUXOM C YIapEHHEM B CTOIIE
Ha TpeTheM ciiore (hopmyna ctuxa: 8+7). Ha ypos-
HE KOMITO3UIIMOHHOTO CTPOEHUS JIUPHUYECKHE Tec-
HU UMeIOT cBoto cnennduky. Kak mpaBuio, crpo-
(a cocTOMT W3 YETHIPEX PUTMHUYECKHUX EIAWHUII,
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COOTBETCTBYIOIINX KAKIOMY CTHXY B YETBEPOCTH-
mmu: ab/cd. Kpome Toro, B TMpHUYecKnx MECHSX OT-
CYTCTBYIOT NPUIIEBHBIE CIIOBA, CTOJb XapaKTEPHbBIE
IUIst 00psAAOBOTO (POJILKIOPA U KAPAaroJHBIX MECEH.

B pesynbrare aHann3a pUTMHYECKOTO CTPOEHUS
MIECEHHOTO (DONIBKIIOpa MCCIEAYEMON TEPPUTOPUN
OBUTH CETaHBI CIEAYIONINE BHIBOBI:

— B TEKCTaxX KaparoiHbIX MECEeH B OONbIINH-
CTBE CIlydaeB NPeoOIaacT CHIUIA0MIECKOE CTH-
XOCJIO)KEHUE, IMEIOT MECTO HAIeBBl C TOHUYECKUM
CTHXOM THUIIA «KaMapUHCKON»;

— TI0 KOMIIO3WUIIMOHHOMY CTPOEHHIO TTO3THYE-
CKHE TEKCThl KaparoJHBIX IECEH MMEIOT TOJBKO
ctpoduyeckyo dpopmy (¢ pedpperom u 6e3 ped-
peHa);

— B IEJIOM JUIsI KaparogHbIX (OpPM XapaKTepHO
CUMMETPUYHOE CTPOEHHE: PUTMHUYECKHE TIEPUOPI,
KaK IIPaBUJIO, COCTOST U3 IBYX MJIH YETHIPEX pedpe-
HOB.

Hamu BpIsiBieHa cTabuiabHash 3aBUCHMOCTH
cumMMeTpuH Gopmel OT Tuna pedpena. Tak, HareBbI
C «anuia€mHBIM» pedPEHOM IPEAOIararoT He Me-
HSIOIYIOCSI MOTOPHKY, HECYT B ce0e CHMMETpHY-
HOCTHb (POpPMBI, B OTJIIMYHE OT HAINIEBOB C IPHIICB-
HBIMH CJIOBaMH, KOTOpBIE COZIEp)KaT B cebe pasHoe
My3bIKaJIbHOE BpeMsl. 3BYKOBBICOTHYIO OpIaHH3a-
LUIO TOJOJEIICHCKUX MECeH CIIEAYeT paccMaTpH-
BaTh KaKk OOBEIMHEHHE PA3TMYHBIX MY3bIKAIbHBIX
KOMITOHEHTOB, B KOTOPOE BXOJST JIaJOBOE CTPOE-
HUE, MEeJIOANYECKast KOMIIO3HUIINS U TUITBI MHOTOTO-
JIOCHOHM (paKTypBHI.

Ha ypoBHE Men0AMKO-HHTOHAITMOHHOTO aHAJIH-
3a cBa/IeOHBIE M KaparoAHbIe IECHU MPOSBIISIIOT PSIT
OOIINX MPU3HAKOB, CPEIU KOTOPHIX:

1) mcmonp3oBaHWE B HaNeBax CPAaBHUTEIHHO
HeOoIBIIoro pabovero quana3zoHa, Kak MpaBuio, He
MIPEBBIIIAIONIET0 HHTEPBaJia KBUHTHI U Jake KBap-
ToI (IpuMep Ne 3).

OTnenpHBIE NTECHU pPean3yloTCsS B CEKCTOBOM
Jana3oHe, HO pabodell Mo-TpexHeMY OCTa&Tcs
KBapTOBO-KBHHTOBAasi OCHOBA, a CEKCTOBBIN amMOu-
TyC OOBSICHSETCS TEPIOBOM HAJICTPOWKON BEPXHETO
royioca K OCHOBHOMY;

2) peamuzammsi MEJIOAMYECKON KOMITO3HUITHH
OCHOBaHa Ha BapbHPOBAHHOM ITOBTOPEHWH OIHOM
JIAAOMHTOHAIIMOHHOU Mozenu (mpumep Ne 4);

3) BOIUIONICHHWE HAIEBOB B eAMHOW (akType
OOBSICHSICTCSI BADUAHTHON reTepoOHUEH.

B wmccnemyemoil Tpaguuny 3BYKOPSII JHpUYE-
CKHMX IECEH MPEJCTaBIICH MOJTHON CEMUCTYIIEHHOU
LIKAJIOH, 4TO SBISETCS MPU3HAKOM ITO3HETO CTHIIA
TPaAULIMOHHON IeCEHHOU KynbTypbl. Ilouck BeIpa-
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3UTEIHHOCTH MEJIOAMKH U 0COOEHHOCTH (aKTypHl
aHAJIM3UPYEMBIX TIECEH CO3/al0T 3BYKOPAIBI, HE
TOJIBKO COCTOSIINE U3 CEMH OCHOBHBIX CTYIEHEH,
HO W jmocturaromue npeaenoB 10—11-cTynmeHHBIX.
Takre mIMPOKOOOBEMHBIE 3BYKOPSIBI CO3IAIOTCS
Onarofapsi OKTaBHOMY yaBoeHuto 1, 3, 7 cryneHei
(mpumep Ne 5).

Menoaudeckoe CTpOSHHE TaHHOTO KaHpa OTIIH-
gaeTcsl OONBIIUM pPa3sHOOOpasueM, TIaBHBIM CpPE/I-
CTBOM MY3BIKAJIbHON BBIPA3UTEIBHOCTH SBIISETCS
Menonusi. Hamu BBISIBIICHBI JIBa YCTONYUBBIX ITPHH-
I[UIIa OPTaHHU3AIMU B HAIEBaX, KOTOPBIC SIBIISIOTCS
MPOU3BOAHBIMHU OT HAYAIbHOW HHTOHAIIMU U UMEIOT
CIeMyIoNIie IpU3HaKy: 1) HUCXOAIIEee ABIKCHHE
(damie Bcero IMOCTYIIEHHOE) B JIHMANA30HE CEKCTHI
JUIsL BEPXHUX TOJOCOB M KBapThl — JIJIsl HUKHUX;
2) BOCXOJISIIIIAN X0 B 00BEME KBapTHI C TIOCIICTYTO-
IIM HUCXOZSIINM 3aII0JTHEHUEM HJIM BOCXOSIIEe
MTOCTYTICHHOE 3aIT0JIHeHUE KBApTHI (TIpumep Ne 6).

3aKIOYNTENbHBIE  KaJICHIIMOHHBIE — pa3ieisl
pPa3BHUBAIOTCS HAa OCHOBE HECKOIBKUX MeEJIOANYe-
ckux 06oporoB. Hambonee xapakTepHOU sBISETCS
moreBka B 00béMe kBapThl (mpumep Ne 7). [pyras
MeJIoAnYecKass MOJENb KaJCHIIMOHHOTO pasfena —
OTIEBaHKE OTIOPHOTO TOHA IPH €T0 MOBTOPEHUH.

JlamoBoe cTpoeHMe MECTHBIX JHPUUIECKUX Iie-
CEH HAXOJMTCS BO B3aUMOCBSI3H C THIIOM (DaKTypBbI,
BBIPOKEHHON B (DYyHKIIMOHAJIBHOM JBYXTOJIOCHH.
OTOT TUN MHOTOTOJIOCHS XapaKTepeH Ajs IeBue-
CKUX CTWIeH mo3mHero ¢opmupoBanus. OOBIYHO
MIpH TakOM THIIE OCHOBHAs TOJIOCOBas MapTus HC-
MOJTHAETCS] HIPKHUMH TOJI0CaMH, a BEPXHHUNA TOJI0C
BBITIONHSICT (PYHKIMIO MoArojocka (mpumep Ne 5
«JIeten opén»). OcoOOEHHOCTHIO HCCIISIyeMOit Tpa-
TUIAN SBISIETCS PABHO3HAYHOCTH TOJIOCOBBIX Map-
Tui. B 06mieit cTpykType f1aga caMoCTOSITETbHOCTh
TOJIOCOB COXpaHseTCs KaK B HIXKHEM, Tak U B BEpX-
HEM TOJIOCe, B PE3yJIbTaTe Yero peaju3yroTcs Bce
OCHOBHBIE JIa/I0BO-WHTOHAIIIOHHBIE MOJIEITH.

XapaxTepusys MeceHHyo Tpaauuuio cena [lo-
nonpxu  IIpoxopoBckoro paiioHa, HEOOXOIUMO,
MpeXe BCEro, BBLIETUTHh Hambosee oOmme u xa-
pakTepHsble €€ 4epThl U CBOWCTBA. B yacTHOCTH, 3TO
OBITOBaHHE TIECEH KaJIeHJapHO-3eMIIE/IENBYECKOTO
Kpyra, CEMEHHO-OBITOBBIX (CBa€OHBIX ), IITSICOBBIX,
KaparofHbIX, JHUPUYECKUX, YaCTyIIeK. XapakTep-
HOW OCOOEHHOCTBIO TIECEHHOIo (hOJbKIOpa celia
[lomonpxu sBISIETCA TO, YTO 3AECH MOTHOCTHIO OT-
CYTCTBYIOT MPOTSKHBIE JIMPUYECKHE TTECHU. MecT-
Hasg JUpHKa MPEACTABICHA IIO3JHEH TOPOICKOMI
NeCHel WM JTUPUYECKUMH TIECHSIMHU YKPAHHCKOTO
MPOUCXOXJeHHs. TpagunrOHHBIE HANEeBHl ceja
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PUTMHYECKH YETKH, TIOABWKHBI, UX MEJOAMYECKUN
PUCYHOK ITPOCT M CKYIL.

Ecnu roBopuTh 0 CTUJIEBBIX OCHOBAaxX IECEH-
HOW KYIBTYpPBI, TO CIIEyeT OTMETHTh OOJbIIOE
YHCJIO CE30HHBIX IIECEH C Y3KUM JUana30HOM Me-
JIOUHA, IpoCTeHlIeli MOTOPHOM PUTMUKOH, JIaKO-
HUYHBIMA KOMITO3WIIMOHHBIMH CTPYKTypaMH, Te-
tepodonHo# (pakrypoii. Bcé 310 B ouepenHoii pa3
MIOATBEPKIAET TUIIOTE3Y O €€ OPEBHHUX KOPHSIX.
Ecam romoca ABMXKyTCS CBOOOJHO IO TOPH30H-
TaJIM, TO 3TO MOPOXKIAET MHOKECTBO JTHCCOHUPY-
IOIUX BEPTHUKAJIBHBIX CO3BYYMH, YTO M HPUAAET
MeCHAM 0CO0YI0 TEPIKOCTH 3By4aHUs. DTOMY CIIO-
coOCTBYeT TakXe KpemKas, HanpspkEHHas MaHepa
MEHUsl CeNbCKUX ucnoiaHuTene. OHa TPOSABIA-
€Tcsl B TPOMKOM, IOAUYEPKHYTO 3MOLIMOHAIBHOM
BOCIIPOU3BEICHUN KaJI€HAAPHBIX, XOPOBOIHBIX
U IUICOBBIX TECEH, TPAJUIIMOHHO HCIIOTHIEMBIX
Ha yinuue. Takas MaHepa IEHUS HAIIOMUHAET BbI-

COTHO-OIpenenéHHoe ckanauposaHue. I[loaromy
LIMPOKO OBITYIOIIEE CPEAN HAPOAHBIX MEBIIOB BBI-
paxXeHHe «KPHYaThy WIH «CKPHYATh» MECHIO BOC-
MIPUHUMAETCS MPaKTUYecKu OykBaibHO [4, c. 79].
HanHas crenuguyeckas 0COOEHHOCTh MECTHOTO
WCIIOJIHUTEIHCTBA MIOAMEYEHA HAMH B XOJI€ 3aIlUCH
MECTHOTO ayTeHTHYHOTO aHcaMOia. MaHepy meTh
«B TOJNOC» (TPOMKO, HaJCaJHO) ITECHH, CBSI3aHHbIE
¢ IaBmwxeHneM U Isickoid B Kypckom Ilomcenbe,
omucaina A. B. Pynuesa’.

enpHOCTh M apXaun4HOCTh HAPOAHOM IIECEHHO-
CTH MPOSIBUIIACH B IipeobiaiatonieM GpyHKIMOHUPO-
BaHWU KaparoAHbIX IECEH, B TOM YHCIIE IITUPHHOK»
(XOpOBOIOB € pPYIIHMKAMH), TAHKOB, CBaJIcOHBIX,
KaJIeHIapHBIX MeceH. B memoM, meBdeckas Tpaau-
uus cena [lomonbxu ITpoxopoBckoro paitona ben-
TOPOJICKOM O0JIacTH SIBIISIET COOOM SIpKUid 0Opazer]
peruoHanpbHoro  ctwis  benropoacko-Kypckoro
IToncenss.
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! Cwm.: Pynuesa A. B. Hapomusie necuu Kypckoii 06-
nactu. M.: Cos. xommo3utop, 1957; lllypos B. M. ben-
ropojckoe [Iprockomnbe: MeceHHbI HOTHBIA COOpPHUK.
Brmm. 2. benropon: BI'TIHT, 2004; [l{ypos B. M. Epum
Canenku u ero ancam6:1b. M.: CoB. koMImo3utop, 1969;
Ilypos B. M. IlecenpHuku u3 cena PoueparoBo. M.:
Cog. xomnosurop, 1989; Illypos B. M. Ilecan Ycepa-
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cHUCcTeMa COXpPAHEHHS U Pa3BUTHUS TPAIULMNA HApOIHOM

Gy

REFERENCES

XyIOKE€CTBEHHOU KYyNbTYpHI: yueb. mocodbue. benropon:
M3n-Bo benlV, 2003; XXupo M. C. TpamuuuoHHBIC
Mpa3fgHUKKA B 00pAasl benropomumssl: yueb. mocobue.
benropon, 2002; XXupos M. C., Xuposa O. ., Anek-
ceeBa O. U., Capaea JI. II. ®onbKIOpHBIE TPATUIIIN
Bamyiickoro paiioHa: y4eOHO-METOOUYECKOoe Iocobwue.
benropon: BI'MKU, 2011; Xuposa O. . Tpaguuon-
Has Tpa3gHUYHO-00psIoBast KyasTypa benropomdamss
B COBPEMEHHOH cpene pervuoHa: moHorpadwus. ben-
ropox: benl' MK, 2004; Ky3sueunoBa H. C. CaneGHbIit
MY3BIKaJIbHO-3THOTpaUIECKH KOMIUIEKC B TIECEHHOM
Tpanuiun BepxHero Ilpnockomps: aBroped. muc. ...
KaHJ. uckyccrBoBenenus. M., 2017; Kysnerosa H. C.
Y Bopor Gerna 6Gepéza crosina: cBaieOHbIE TIECHH PYCCKUX
cén Yepusanckoro u HoBoockonbckoro paitonos benro-
poxackoii oomactu. benropon: I[TOJIMTEPPA, 2012.

2 Cwm.: Pymuesa A. B. Hapoxamsie iecau Kypckoii 06-
nactu. M.: CoB. kommnosurop, 1957.

N <

1. Alexeyeva Irina V. The Study of Structural Organization of Monophonic and Polyphonic Musical Texts as
an Issue of Musical Scholarship. Problemy muzykal'noj nauki/Music Scholarship. 2017. No. 2, pp. 110-117.

DOI: 10.17674/1997-0854.2017.2.110-117.

2. Golenishcheva Ekaterina E., Kulapina Olga I. From the History of 19th Century Russian Folk Music
Studies: from Empirical Study to Theory. Problemy muzykal'noj nauki/Music Scholarship. 2016. No. 1, pp. 90-96.

DOI: 10.17674/1997-0854.2016.1.090-096.



Gr MexAyHapoAHbI oTaeA ® International Division 2018,2

3. Zhirov M. S., Zhirova O. Ya. Traditsii narodnoy khudozhestvennoy kul'tury Prokhorovskogo rayona [The
Traditions of the Folk Artistic Culture of the Prokhorov District]. Belgorod: Belgorod State Universal Scholarly
Library, 2001. 154 p.

4. Karacharov 1. N. Pesennaya traditsiya basseyna reki Psel (Belgorodsko-Kurskoe pogranich'e) [The Song
Tradition of the Psyol River Basin (The Border Area between the Belgorod and the Kursk Regions)]. Belgorod:
Krest'yanskoe delo, 2004. 422 p.

5. Mekhnetsov A. M. Tipicheskoe v prirode i formakh fol'klora [Typical in the Nature and the Forms of Folklore].
Zvuk v traditsionnoy narodnoy kul'ture: sb. nauch. st. [Sound in Traditional Folk Culture: a Collection of Scholarly
Articles]. Comp. by N. N. Gilyarova. Moscow: Nauchtekhlitizdat, 2004, pp. 22—54.

6. Propp V. Ya. Poetika fol'klora: sobr. tr. [The Poetics of Folklore: Compilation of Works]. Moscow: Labirint,
2000. 239 p.

About the authors:

Mikhail S. Zhirov, Dr.Sci. (Pedagogy), Professor at the Department of the Art of Folk Singing,
Belgorod State Institute of Arts and Culture (308033, Belgorod, Russia), ORCID: 0000-0002-3774-915X,
ZhirovMS@bgiik.ru

Olga Ya. Zhirova, Ph.D. (Pedagogy), Professor at the Department of the Art of Folk Singing,
Belgorod State Institute of Arts and Culture (308033, Belgorod, Russia), ORCID: 0000-0002-5553-8815,
ZhirovMS@bgiik.ru

Elena L. Khoroshilova, Associate Professor at the Department of the Art of Folk Singing, Belgorod
State Institute of Arts and Culture (308033, Belgorod, Russia), ORCID: 0000-0002-1000-6356,
horoshilova-elena@mail.ru

< AUTEPATYPA (<

1. AunekceeBa W. B. M3yueHne CTPYKTypHON OpraHH3alMyd OIHO- X MHOTOTOJIOCHOTO TEKCTa Kak IMpobieMa
My3bIKajbHOW Hayku // [IpoOnembl My3bikaiabHON Hayku. 2017. Ne 2. C. 110-117.
DOI: 10.17674/1997-0854.2017.2.110-117.

2. Tonenumesa E. E., Kynanuna O. U. U3 uctopun oredectBenHol Qonbriopuctiku XIX Beka: ot aMnupuu
k Teopuu // TIpobnembl My3bikanbHO# Hayku. 2016. Ne 1. C. 90-96. DOI: 10.17674/1997-0854.2016.1.090-096.

3. XKupos M. C., Kupora O. f. Tpagunun HapogHON XyIOKECTBEHHOH KyIbTypbl [IpoxopoBckoro paiioHa.
Benropon: benropozckas rocynapcTBeHHas yHUBepcanbHas Hay4yHast Oubnuoreka, 2001. 154 c.

4. Kapauapor W. H. Ilecennas tpaauius 6accetina pexu [1cén (benropoacko-Kypcekoe morpanuuse). benropon:
Kpectpsackoe aemno, 2004. 422 c.

5. Mexneros A. M. Tunudeckoe B mpupoze 41 popmax ¢onbkiiopa // 3ByK B TpaAUIIMOHHON HAPOIHOM KYIIBTypE:
0. Hayu. cT. / coct. H. H. T'wisipoa. M.: Hayutexnutusnat, 2004. C. 22-54.

6. TIlpommn B. 4. ITostrka domskiaopa: cobp. Tp. M.: Jlabupunt, 2000. 239 c.

06 aemopax:

Kupos Muxana CemMEHOBHY, IOKTOp NENArOrMYecKHX HayK, mnpodeccop Kadeapsl HCKyccTBa
HapOJHOTO NeHHs, benroponckuii rocyapcTBEHHBIN HHCTUTYT UCKYCCTB H KynbTypbl (308033, 1. benropon,
Poccust), ORCID: 0000-0002-3774-915X, ZhirovMS@bgiik.ru

KupoBa Oabra SIkoBieBHa, KaHIUJIAT IEJarOrMYEeCKUX HayK, mpodeccop Kadenpbl HCKyccTBa
HapOoIHOTO TIeHUs, benropoackuii rocyapcTBEHHBIM HHCTUTYT HCKYCCTB M KynbTyphI (308033, . benropon,
Poccus), ORCID: 0000-0002-5553-8815, ZhirovMS@bgiik.ru

Xopomminoa Enena JleonumnoBHa, 10o1eHT Kadeapbl HCKYCcCTBa HapoxHOro meHws, beraropoxckuit
rOCYAapCTBEHHBIN HHCTUTYT UCKycCTB U KyabsTypsl (308033, . benropon, Poccus),
ORCID: 0000-0002-1000-6356, horoshilova-elena@mail.ru

96



