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3AMETKMH 1O UICTOPUH MY3BIKH 3AITATHOM A3HM:
MAPK 3. KO3H O JPEBHEIIYMEPCKHUX IVIAYAX U TEPMHUHE AHU

I'‘'OJIBTEKNH INAMUWJIJIN*

O0OKMOP UCKYCCMBOBEOEHUs, 8e0YWULL HAYUHBIL COMPYOHUK,
TI'ocyoapcmeennwiti uncmumym uckyccmeosnanus, Mockea
E-mail: shamilli@yandex.ru
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Jlna yumupoeanua: Wamunny, I'. 3ametku no ucropuu My3biku 3anaanoit Azuu: Mapk 3. Kosn
0 IpeBHemyMepckux rradax u tepmuue ahl // Baki: Musigi dinyasi. Beynalxalg EImi Musiqi
Jurnali. — 2026. Cild 28. Ne 2 (107), s.8-28.

Pe3rome

BnepBrle Ha pycckoMm s3bIKE TMpejaraerca o0030p TPYIOB aMepuKaHCKOro ¢uiosora,
urymepodiora (accuposiora) Mapka O. KosHna. J[ana xpakTepucThka JIPEBHENIYMEPCKUX TIauei
Ha OCHOBE ero (GpyHIaMeHTaapHOro AByXToMHOro Tpyaa The Canonical Lamentations of Ancient
Mesopotamia («Kanonunueckue mmaum JlpeBHelr Meconoramuuny, 1988), BKIIIOUYAIOIETO
BBOJIHYIO CTaTbi0, TPAHCIWUTEpAIMHd W TEPEBOABI JIBYA3BIUYHBIX MIYMEPO-aKKaJCKUX TEKCTOB.
UuraTens NMO3HAKOMUTCA C CUCTEMAaTH3ALMEN JAPEBHErO JMTEPATypHOrO jKaHpa Iuladyei, Hx
CTPYKTYPHO-TUIIOJOTHYECKON XapaKTepuCTUKOM, U Bepcuer M. KosHa 0 mpouCX0oXIeHUU
wiadeii-balag ¢ WHCTpyMEHTaNbHBIM CONMPOBOXACHHWEM M HECTAHAAPTHHIX Iuiaueii-ahl
(myOnuKyeTcsi pyccKUi TepeBoJl (parMeHTa ero KHHUTH). ABTOp CTaThbU IOJaraer, 4To
JUTEPATypHBIA S3BIK IUTa4Yel (mrym. eme-sal, «H3sIHBIA S3BIK»), UCIOIHSEMBIX BBICOKHMH
rojiocaM XpaMoOBBIX JKperoB-gala, MokeT ObITh PacCMOTPEH B MY3BIKATBHOM aCIEKTe Kak
KOpPEeHb 3alaJHOa3MaTCKON Tpaauluu Mpo(hecCHOHATBLHOTO0 MY3HIIMPOBAHMS, BBICKA3bIBAET
MpEeANoJoKeHHne O TOM, 4YTO C HayajoM HclIaMa THICAYENIETHUH OMBIT  IUIadei
PEKOHTEKCTYaJIU3UpOBAJICSl B BOKaJbHO-MHCTPYMEHTAJbHBIX JKaHpaX HMCKyCcCTBa maqam H
amyroB B HMpake wu  AsepOaiikaHe, TIe COXpaHAeTCs  JCTETHUECKHUH  ATaloH
BBICOKOTECCHTYPHBIX MY>KCKHX TOJIOCOB B (cp. ap. £iNa’ raqiq «u3sigHoe neHuey). Llenb cratbn
— BBECTH JpEeBHEIIYMEpPCKHE IUTaud B 00pa3oBaTelbHBIE MPOTpaMMbl MO MY3bIKATHLHOMY
HMCTOYHHUKOBEACHHUIO U UICTOPUHU MY3bIKU 3anajgHoN A3HH.

KiioueBble cjioBa: HCTOpHUS MY3BIKH, MCTOYHUKOBEIEHHUE, JPEBHEIIyMEPCKUE IUIayu, Oamar
(balag), arer (ahil), Makam, HCKyCCTBO alIyroB, mymepbl, 3anaanas Asus, Mapk KosH.
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Beenenue

B uctopun My3bIku BCTpedaroTCsl Cllydad MOJIHOTO 3a0BEHUs SABJICHUH, HEKOT]a UTPaBIINX
(byHIaMEHTaNbHYIO POJIb B Pa3BUTHH OOIIECTBA U MHUPOBOHM KylbTypbl. K HUM mpuHajexkaT
MECOIOTaMCKHE IUIa4YH, TEepBbIE B HCTOPHHM YEJIOBEYECTBA MPO(ECCHOHAIBHBIE MY3bIKAIBHO-
MO3TUYECKUE KOMIIO3HUIIMH, HCIIOJIHAEMbIE PECHOHCOPUEM U aHTU(OHOM 0] AKKOMIIAHEMEHT
YIApHBIX U CTPYHHBIX MY3BbIKaJbHBIX HMHCTPYMEHTOB (CM. HUKE) C YETBEPTOTO THICSUYEIECTHS 0
H.3. [llymepckuii si3bIk (caMoHa3BaHue eme-gi7(r) «pOAHOU SI3BIK») CTaJ SI3BIKOM IIJIa4eil APEBHUX
mrymep (camoHa3BaHue Sag-gi-gi «4epHOTOJIOBBIe») ¢ 4-TO ThICSYeNneTus A0 H. 3., a okoio 2000
roga J0 H. 3. OblI BBITECHEH AaKKaJCKUM SI3bIKOM M3 pPa3TOBOPHOM pedH, MpoJoJIKas
UCIIOJIb30BAaThCS B KAUYECTBE SI3bIKA PEJIMTHH, JIEJIONPOU3BOJCTBA U 00pPA30BATEIbHON CUCTEMBI
BILJIOTH IO Havasa Haiei 3psbl.

Ha mnpotspkeHuM ThICAYENeTUH TPOUCXOAMSIA KAaHOHM3ALUsl KIMHOIMUCHBIX TEKCTOB,
COXpaHMBIIUXCA 10 HAIMX JHEW Ha TIUHSIHBIX TaOnuax. MeHsIMCh MMCbMEHHBIE SI3bIKH TIaueit
C IIYMEPCKOTO Ha aKKaJCKuW W apamerickuii BIuioTh 70 |l Beka H.3., 0JHAKO MHOTOYHCICHHBI
ObUIM UX YCTHBIE SI3BIKH, CTaBIIME JUTEPATYpHBIMU B OoJiee MO3AHUE TEPUOIbl UCTOpUU. B aTOoM
B3aUMOJICHICTBMM BO3HUKAJIM HOBBIE TEPMUHBI W KOHIIENTHI, IEpeJaBaBIlIUe JAPEBHEUIINN
MIPAKTUYECKUM OIBIT, 10 CEHl JIeHb COXPAHAIOIINICSA B TPaIULUU U KyJIbTYpe HapoJ0B 3amagHon
Asmm, Brmowas FOxweri  Kaka3. IlepBoe  oOcyxaeHWe  UIMTENBHOTO — Ipoliecca
PEKOHTEKCTyaJ M3allid  MECONOTAMCKUX  IUlaueid B MY3BIKIBHBIX  JKaHpaXx  YCTHO-
npodeCCUOHATBPHOM TpaJWIIMM magam COCTOSIIOCh B JOKJaJe aBTOpa HACTOSIIEH CTaTbH,
MPOYUTAHHOTO HAa MEXIyHApOAHON MEXIMCUMIUIMHAPHOW HaydHOW KoH(pepeHunu «Puropuka
Imia4ya ¢ JPEeBHOCTH A0 coBpeMeHHocTu» 21 mas 2024 rogma B ['ocyaapCTBEHHOM HMHCTHUTYTE
uckycctBo3Hanus [9]. JlokaszaTenpHas 0a3a 5TOH KOHIIEMIIUHU SBJISIETCS TEMOM OTAEIBHON PabOTHI.
OnHa 4YacTUYHO TpEJCTaBIeHAa B OmyOiMKOBaHHOW cTaThe [8, P. 1—12] u moaroraBamBaeTcs K
U3JIaHUIO B (hopMaTe KOJJICKTHBHON MOHOTpaduH.

Crtporo roBopsi, peAcTaBICHHBIH B HAcTOsAIIEH cTaTbe aHanu3 Tpyna Mapka 3. Kosna
SBIIAETCS 3aMo37aliof peakiueil MOCTCOBETCKOM My3bIKadbHOW HayKH Ha (yHIaMEHTaNbHBIH
JIBYXTOMHBIH TpyaA, oOHapojoBaHHbli B 1988 romy. Ilocinennuii mmeer naneko wuayuue
MOCJIEACTBHS HE TOJIBKO Ui IIYMEPOJIOTUH, HO M MY3bIKaJbHOTO HUCTOUYHUKOBEJCHHUS U UCTOPUN
My3bIKH, XOTsI paboTel M. KosHa 10 cux mop He BBeZieHbl B 00pa3oBaTesibHbIe Mporpammbl. Tak
CIIyYHIIOCh, YTO B XX BEKE UCTOKH MpodeccrnoHalbHON My3bIKM 3anagHoi A3WU CBS3bIBAIU C

APCBHCTPCYCCKUM HACJIICAUCM, JOHUCIIaMCKUM I/IpaHOM Wi COOCTBEHHO HAYalIOM ucjiamMa, HO HC
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MECOMOTAMCKUMHU IUBWJIM3ALMSIMH, CTaBIIMMU HEPBONPHUUYMHON KyJIbTYPHOW TpPAaHCIPECCUU Ha
Bce Oe3 uckioueHus Onusnexariue peruoHbl. KynbrypHbiii cermMeHT «JlpeBHero Boctokay
NPAaKTUYECKH BBIBEIECH U3 MY3BIKaJIbHOTO O0Opa30BaHMs BKYIE C M3YYEHHEM S3bIKOB 3aragHoi
A3sun. Takasi ycTaHOBKA ChIIpajia CBOK IIyOOKO OTPHULATEIbHYIO POJIb B IOHUMaHUM IIPUUHUHHO-
CIIEICTBEHHBIX CBSI3€H, BKIJIIOYas BBICTPAWBAHWE OOBEKTHBHON HEIMHEWHON KapTUHbBI Pa3BUTHS
MY3bIKaJIbHBIX KaHPOB U (popM. [1o 3TOI npruyrHE MHOTME COBPEMEHHBIE SIBIECHUS KJIACCUUECKON
U KyJbTOBOM My3BbIKM CJIOBHO IIOBHMCIHM B BO3JyXe 0€3 ONOpBI Ha TO, YTO ThICSAUYENIECTUAMH Oe3
KaKOH-TMOO0 KOHKYpPEHLUUHU (YHKIMOHHPOBAJIO KaK KOPEHb MPO(EeCCHOHAIBHOW MY3bIKaJbHOU
pernoHanbHOM Tpaguuuu. TakoBbl OBUIM MOCOMATaMCKHE IUIA4M, I[MO3TOMY IPHIUIO BpEeMs
o0paTuThcs K JAHHOM TeMaTHKE, HauaB C MOCJIEJOBATEILHOIO ONUCAHUS KJIACCUYECKUX padoT B
TAHHOU 00J1aCTHU 3HAHUM.

Mapxk J. Ko3H u ero padortsl

Mapk 3. KodH — WU3BECTHbII aMEpUKAHCKUH Y4EHBIA, (QHUIOIOT, NIyMEepoJor
(accupmodior), sBISE€TCS aBTOPOM (PYHIAMEHTAJBHBIX MCCIEAOBaHUM, CHOKYCHPOBAaHHBIX I10
HECKOJIbKUM KJIFOUEBBIM HampaieHUsM. IIpexse Bcero 3To jkaHp JpeBHEIIYMEPCKUX ILIayei (¢
4000 mo H.3.), a TaKXkKe KyJbTOBble KajJeHIapu 3amagHoid A3MM M aHHOTHPOBAHHBIE CIIOBapu
LIYMEPCKOTO $3bIKa, B KOTOPBIX aBTOP MPHUBOJIUT OOJBIIOE KOJIMYECTBO LUTAT, KOHTEKCTyaJIbHO
MOATBEPXKIAIOIINX 3HA4YeHHE cioBapHbIX eauHull. Mapk O. Kosn coderaer B cebe
po¢eCCUOHATIBHOTO MEePeBOJUMKA U UccienoBartess mupokoro npoduist. Ilo Toit npuunne, yto
OH paboTaeT HEMOCPEJICTBEHHO C IMEPBOMCTOYHMKAMU — KJIMHOMUCHBIMU TaOJIMYKaMu, —
TPAHCKPUOUPYET HX, MEPEBOJAUT M AHATM3UPYET B KYJbTYPHOM H PHUTYyaJbHOM KOHTEKCTE, €ro
MOJXOJT TO3BOJISIET HE MPOCTO YHUTATh JIMTEpPATypHbIE TEKCThl, HO M IOHUMAaTh, KaK OHU
BIIMCBIBAIMCH B JKU3Hb U PEIMTHO3HbIE NMPAKTHKHU ApPeBHUX oOmecTB. OCTaHOBUMCS KOPOTKO Ha
€ro OCHOBHBIX paboTax.

Monorpadus Balag-compositions: Sumerian Lamentation Liturgies of the Second and
First Millennium B.C. «(Komno3suiuu-balag: mrymepckue JIUTYpruyeckue IUIadd BTOPOTO M
MEePBOTO THICAYECIETHH /O H.3.)» BhIIUIA B cBeT B 1974 romy, a mo3gHee ObLia TMepewsiaHa
coBmectHO ¢ J[»Bunom Cnepnuarom B Journal of the American Oriental Society B 1980 roxy. B
MCCIIEZIOBAaHUH 3aTPAarHBAIOTCS BOIPOCH] CUCTEMATH3AIUH TTavYeil 1Mo 36Ky U (YHKIIMH Ha T€, YTO
MpeIeCTBOBAIM KOMIIO3UIUsAM Tumna balag u Te, yTo mpuoOpenu B JaHHOM TEPMHUHE SICHBIE
OYEepTaHMs CAMOCTOSITEJIBHOIO JKaHpa, CTaBUTCA MpoOsieMa UX HM3Y4YEHMs KaK JIMTEpaTypHBIX
KaHPOB. JTO HAIIpaBJICHUE aKTUBHO PAa3BUBAETCS YUEHBIMHU, IPEAI0N0KeHNs U AoBoAsl M. Kosna
MOJATBEPKIAI0TCA U TIOJBEPTaloTCs MEPECMOTPY U MHTEPIIPETALIMU C PA3IUYHBIX TOUEK 3peHus. B

YaCTHOCTH, IE€pPBOHAYAIbHOE CBS3bIBAHME MM TepMuHA balag HCKIIOUUTEIBHO C YyIapHBIM
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WHCTPYMEHTOM CO BpPEMEHEM 00pOoCi0 MOAPOOHOCTSMH, KOTOPHIM OyAeT yIeleHO BHUMAaHUE B
JIpyTroi paboTe aBTOpa HACTOSIIIECH CTaThH.

Copepxanue miadeili-balag oObIUHO HOCWIIO CKOPOHBIM XapaKTep: OHU OIUIAKUBAIIU
pas3pyIIeHus TOPOJIOB U XPaMOB, BKITIOYAJIN TMMHUYECKUE 3JIEMEHTHI, BOCXBAJISIONINE OOTOB U T.1.
BaxHo mpwHATE BO  BHHMaHHWE  TECHYI  B3aUMOCBS3aHHOCTh  OIUIAKMBAaHUS  C
TpeI3HAMEHOBAHUAMY, KOTOphIE 3allMChIBAINCH B CHelUaIbHble COOPHUKHM TeKCTOB (teémartu)?
[Inaun ABRISAIMCH TaKKe M peaklueld Ha 3HAMEHHUS U CPEACTBOM HCKYIUICHHUS IOCIEICTBUN OT
HapyeHus 3akoHa. OHU BBIMOIHSAIN BaXKHYIO OOIIECTBEHHYIO U COLMAIbHO-KYJIBTYPHYIO POJIb B
MECONOTAaMCKUX FOpO/ax, CBS3bIBAsl BCE CTOPOHBI KU3HU SMOLIMOHAIBHON peaKlMel Ha 4yBCTBO
UCKYIUIEHHS B 3BYKE, JKecTe M cijoBe. VcnonHuTensmu radeid ObUIM clieluaibHbIE XpaMOBbIE
XKperpl-Tiakanbikn — gala (mym.) min kal(l (akkaza.), KOTOpble ananTHPOBAIM TEKCTHI IO
KOHKpPETHBIE 3a/1a4M, BHOCHJIM U3MEHEHHs B CIIUCKU OOroB, TOPOJIOB U XpaMOB. BOJBIIMHCTBO U3
COXPAHUBILHUXCSI TEKCTOB COINPOBOXKIAKOTCS MOJCTPOYHBIM IIEPEBOJAOM Ha AaKKaJACKUH S3bIK U
BKJTFOUEHBI B cepuro kallitu («3nanums xpera kalhy) mepBoro TeicsaeneTvu A0 H. 3.

Jpyras monorpadus Mapka D. Kosna Sumerian Hymnology: The Ersemma («Illymepckas
ruMHorpadus: Opmemma», 1981) mocesiieHa OJHOMY W3 JPEBHUX JIUTEPATYPHBIX IKAHPOB,
HaNMCaHHBIX Ha IIyMepckoM nuanekre emesal. TepMuH erSemma OyKBaJbHO O3HAYaeT «BOILIb
nox Oapaban (Sem)». Jlo Hac OOLUIM KOMHUU ITHX TEKCTOB, JATHPYEMbIX CTapOBABHIIOHCKUM
nepuofoM. BeposTHO, OHM HMHTEHCHBHO TMEpPENUCHIBAUCH, SBISISICH YACThIO KaHOHHMYECKHX
IJTaYeH.

Momnorpadus The Cultic Calendars of the Ancient Near East («KysnbToBble KajeHIapu
Hpesuero bmmwknaero Bocroka», 1993) npencrasiser camoe KpymHOE HCCIEIOBAHUE YUEHOTO, B
koTopoM Mapk KosH pexkoHCTpyHpyeT KajdeHIapu U CBsI3aHHBIE C HUMU KYJTOBBIE MPA3THUKU B
pasHbIX permoHax 3amagHoi As3um — OT Yrapura u MeconotamMuu 10 coBpeMeHHoro Mpana,
oxBatbIBas nepuo npuMmepHo ¢ 2500 1o 100 roaa 10 H. 3. OH cpaBHUBAET JIYHHBIE U COJHEUHbBIE
KaJICHIapu pas3HbIX HapoaoB JIpeBHedt MecomotamMmun — 530JaWTOB, Mapu, 5Mapa, IIyMmep,
amopeeB, M3PaWIbTSH, aCCUPUIIIEB, BAaBWJIOHSH U DJIAMUTOB, OMHCHIBAET MPA3JIHUKH >KUBOTO U
3arpoOHOTO0 MHpa, aHAIU3UPYET TEOPUU TPOMCXOXKIEHUS HEKOTOPBIX M3 KaleHAapei.

ConepkaHre KHUTH CTPYKTYpUPOBAaHO B XPOHOJOTHYECKOM TMOPSAKE, COACPKUT MHOTO

1Témartu (akkag., MH. 4. témaratu) — 61uKe BCero K CNoBy «3HameHue, npeasHameHoBaHMe». PUKCMPYIOT camMo
AIBJIEHME M €ro TOJIKOBaHWE B aCTPO/IOrMYECKUX CEPUAX AR HEBECHbIX Npeg3HaMeHoBaHWIA. TUNUYHAA 3anucb:
«Summa témartu $a...» — «ecnn 3HameHue, Kacatoweeca...». To ecTb Summa 3a4a&T ycnosue, a témartu — camo
AB/IeHME-3HaK. B To Upems KaK LWyMepcKas IeKCUKA Yallle ONUCbIBAET OTAE/NbHbIE AEUCTBUA U ABNEHWUA,
KaHOHMYecKne cbopHUKM Npea3HaMeHoBaHU GOPMUPYIOTCA UMEHHO aKKaZCKOM TpaguLumMen, onnpasLuenca Ha
60nee paHHME NPAKTUKM.
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TpaHCIUTEPALUN IIYMEPCKUX U aKKaJICKHUX CJIOB M Pa3BEPHYThle KOMMEHTAPUU, MOMOTArOIINe
IIPOHUKHYTh B MUP APEBHOCTH U YBUAETbH €r0 NIPU3HAKU B COBPEMEHHOU KYJbTYPE.

Hakownerr, OTHOCHTENIbHO HeaBHUI M HauBaxkHelmmi Tpyx Mapka E. Kosxna — Annotated
Sumerian Dictionary («AHHOTHPOBaHHBIA IIyMEpPCKHH cloBapb», 2023), CIYKHT UCHHBIM
HMCTOYHUKOM CBEJICHUI B TOM YHCII€ U O MY3bIKE JIJISl MCClleloBaTeNlel IIMPOKOT0 F'yMaHUTapHOTO
npoguIs.

ITomMuMmo Hanmcanus GyHAAMEHTAIBHBIX TPYA0B M. Ko3H akTUBHO yyacTByeT B LU(DPOBBIX
IPOEKTaX IO COXPAaHEHHIO M W3y4eHHUIO KinmHomucH. CyIecTBeHHbIE CIBUTM B 3TOM o0jacTu
MO3BOJISIOT COCNMHUTH Oylarogapsi pa3paboTKe CHENHMaJbHBIX MPOrpaMM IpPH  [MOMOIIU
UCKYCCTBEHHOI'O MHTEJUIEKTa pPa3po3HEHHbIE (parMeHThl TaliMll, PpPEKOHCTPYHUpPOBaTh U
IPOHUKHYTh B MUPOBO33PEHHUE U COLMAIbHBIE CTPYKTYPBl JIPEBHHUX OOLIECTB, YTOOBI U3MEHUTH
NPEJCTaBICHUE O HUX KaK 0 MHU(ax M «JIaBKE CTAPhEBILUKA», MPEACTABIAIONICH HHTEPEC JHIIb
JUIS. OTPAHUYEHHOT'0 YUCIIa CIIEUAINCTOB.

Huxe unrarens mMo3HAKOMHUTCS C OCHOBHBIMH IOJIOKEHUSIMH (yHIaMEHTAJIbHON paboThl
Mapka O. Kosna «Kanonunueckue miaum apeBHedr Mecomotamum» (1988), a Takke y3Haer o
NIEPCIIEKTUBAX HCCIIEIOBaHUS  JPEBHEIIYMEPCKUX IIJaueld B KOHTEKCTE COBPEMEHHBIX
MY3bIKaJIbHBIX TpaJuLui 3anagHon A3uu.

Cucremarusanms mnjiaveu

Bo BBeaenun kuuru M. KosH BeipakaeT npusHareabHOCTh Murento Cusuiy (1926-2019)
— OJHOMY U3 KpynHenmux mymeponoros XX—XXI BB., ClIENHAIUCTY 10 LIYMEPCKOMY SA3BIKY U
TUTEepaType, M3BECTHOMY CBOeH paboToit Ham Tekcramu w3 Hummypa u QyHIaMEHTATBLHBIMH
UCCIIEIOBAaHUSMH IIYMEPCKOM JIEKCUKHU U IpaMMaTuky, a Takke Camyamto Horo Kpamepy (Cumxa
Ho#i Kpamep, 1897-1990), aBTOpy wuCCIEenOBaHHS 1O HMCTOPUU IIyMEP, BBIIBHHYBIIEMY
HECKOJIbKO JIOOOMBITHBIX Tumote3. Ob0a crnenuanucra IMOMOTadd €My B WICHTH(QHUKAIUU
(¢parMeHTOB TabIMuUEK M3 Pa3IMYHBIX MY3EWHBIX KOJUICKIUH, BKIIOYas bpuTaHCKuil my3ei u
Menbckylo BaBUIOHCKYIO KOJUICKIHIO. «KaHOHMYECKHe ILTAuM» COMEPKAT BHYIIUTEIbHbI
ammapar, B TOM YHCJIE CIIUCOK COKPAILLEHUH, COAepKalluii nepeyeHb ab0peBuaTyp, UCIOIb3YEMBbIX
B accupuosioruu (cneuu(puueckue COKpalleHHs JUIsi KOHKPETHBIX TEKCTOB U  OO0XKECTB).
WudopmaTtuBHas 4acTh KHHTH COCPENOTOYEHA B €€ BBOAHOHM TJlaBe, a 3a MOATBEPXKIACHUEM U
JIOTIOJIHEHUEM OCHOBHBIX TIOJIOKEHHM YWTaTellb MOXET OOpaTUThCS K TPaHCIUTEPALUAM,
nepeBosaM U KoMMeHTapusM kK HUM. Cpenu nocnegaux — ABZU PELAM («OckBepHEHHBIN
A03y») — 1u1ad, cBsi3aHHbIN ¢ ouncTuTeNbHBIMU puTyasiamMu; ASERA («['opox B cTteHanusix»); E
TURGIN NIGINAM («lom okpy>xeH, cioBHO 3aroH it ckota»); ENEMANI ILU ILU («Cnoso
ero — mau! [Tmaa!y); MUTIN NUNUZ DIMA («CoTBopeHHE MY>KUHHBI U )KEHIIHHB» ); ZIBUM
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ZIBUM («Boccranb! Boccranb!») — maum, MOCBSIIEHHBIE ANIIYPY W DHIWIIO U MHOTHE
Ipyrue, B TOM 4YHCI€ W Te, YTO IMOMeYeHbl cjaoBoM ahll B HeoacCUpUHCKOM KaTajore
accupuiickoro naps Amryp6anunana (668—627 10 H.3.)?

Hwmeet cMbIcit 00paTUTh BHUMAaHKUE HA JBa OCHOBHBIX XPOHOJOTHYECKUX MEPUOJIa Tiaueit
— CTapOBaBUJIOHCKUI, KOTOPBI HaunHaeTcs npuMepHo ¢ 2120 n nponomkaercs 1o 1595 roga no
H.3, W IIepBOE ThICSAUYETICHUE 0 Hamiel 3pbl (Tabd. 1).

Ta6muma 1. CBogHas Tabnuia mymepo-akkaackux miadeit (coct. I'.b. [lamumnm)

[Tepuon A3k / Jlnanext Tun HCTOYHUKOB
CrapoBaBHIIOHCKUI Illymepckuii (Emesal u | Ilpusmer’, LHUJTUHAPHI-
(XX—XVII BB. 110 H..3.) OCHOBHOW ), aKKaJICKUI KaTaJIOTH, Ta0IMYKH U3 Jlapcel
I TeICSTUENIETHE 11O H.O. Mymepckuit  (Emesal), | Tabnuukun 13 OUOIMOTEKH

aKKaJICKMH (IEpeBO/IbI) Ammmyp6anunana B Hunesum,

Konuu U3 Anrrypa u Akkazna

CeneBxuackuit Mymepckuit  (Emesal), | Puryanbabie TeKCThI U3 YpykKa,
(305—240 o 1. 3.) aKKaJICKHUH TaOJMUKA C MY3BIKAJIbHBIMH
HOTalUsIMH

K mnepBomy mnepruomy OTHOCATCS paHHME BEPCHM IUIA4YEH, BKIHOYAIOIIHAE LHMIUHAPHI-
karanoru u cnenuduueckue Haxoaku, Takue kak TekcT ENEMANI ILU ILU (kynbToBBIA M1ad,
CBA3aHHEIN ¢ xpamoMm DJkyp 6ora Dumuns B Humnmype u ero mpuspatHukoMm Kamkanom)* u
tabnnuka u3 Jlapesl. IlepBoe ThicsueneTHe 10 H.3. IPEICTaBICHO NO3AHUMHU PEAAKIUAME (KOPIyC
TEKCTOB M3 OuOimorekn AmimypOaHunana) M KONMUSAMHU celeBKuickoro nepuona. Hlymepckuii
A3bIK (UTYpUPYET B OOJBIIMHCTBE TEKCTOB /0 KOHIA CTAapOBAaBMJIOHCKOTO TEpHOja, a Tak
Ha3bIBAEMBIN SI3BIK «IMECab» MPEACTaBIsAEeT CHenu(DUISCKHid AUAJIeKT, Ha KOTOPOM HalHMCaHBI
MouYTH Bce Iutayu Tuma balag u erSemma (cMm. Hmke). YTo KacaeTcsl aKKaJCKOTO s3bIKa, OH
UCIIOJIb30BAJICS [UIsl MEKCTPOUHBIX IIEPEBOOB IIYMEPCKUX TEKCTOB M KOMMEHTapueB K HUM. B
MO3/IHUX KOMMAX M3 OMOIMOTeKH AmImypOaHunalia BCTPEUYAIOTCS MapajuleibHble MacCaXKd Ha
IIYMEPCKOM M aKKaJICKOM, 4TO J1a€T OCHOBAHUE HA3BIBATh ATy TPAIULIUIO ITyMEPO-aKKaJICKOM.

Jlymaercsi, 4YTO HECMOTpsS Ha OTCYTCTBHE HAay4HOW TpaaWllM¥ Ha3piBaTh emesal
MY3BIKaJIbHBIM SI3bIKOM, 3TO SIBJIEHUE HE MOXKET ObITh MPUBA3aHO HCKIIIOYUTEIBHO K CJIOBECHOCTH.

Ey,Hy‘II/I HCPAsMCPCHHBIM MCIIM3MATHYCCKUM IICHHCM XPAaMOBBIX JKPCHOOB, YaCTb KOTOPLIX

2 B 1849 roay 60AbLUyI0 4aCTb 3TOM 6BBAMOTEKM (XpaHMAach B ceBepo-3anagHom Asopule Ha bepery EsdpaTa)
06HapyXun 6puTaHckuin apxeonor OcTuH MeHpu J1aitapa, a OCTaNbHYH YacTb B MPOTUBOMO/IOKHOM Kpblae Asopua —
ero accucteHT Opmys Paccam. Bce HaxoZKu 6bliv BbiBe3€Hbl Ha XpaHeHue B bpuTaHcKkuit myseit (JIoH4OoH).

3 MHororpaHHUK UK AONTOrPaHHUK; OrpaHeHHas ¢ 6OKOB CTOMKa.

‘MpuBoanTCA B HaNMCaHUM, COOTBETCTBYHOLLLEM OPUIMHAY U NPUHATOM B LUYMEPONOrMYECKUX NCCNeA0BaHUAX.
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POXOAWJIa PUTYal KacTpalliH, OHO 3By4all0 B BBICOKOHM Teccutype (cp. ¢ ap. gind’ raqiq) u
MOJIyYUJIO JKaHPOBBIC OINPEJENICHNs B 3aBHCHUMOCTH OT aKKOMIAHUPYIOUIETO MY3BIKAJIbHOTO
unctpymenta (balag, adab, tigi, erSemma wu ap.). Hanpumep, 1uiaud, HCHOJHSBIIMECS B
CONPOBOXACHUM JUpbI-balag, cramu Ha3zBatbes balag w aHamorMyHO TOMY IUIAYM-erSemma,
WCIIOTHSBIIMECS B COMPOBOXKACHHHM Oapabana-Sem. Tepmunubl balag u taqribtu pazmensitorcs
COOTBETCTBEHHO, KaK TO, YTO MPOUCXOJUT OT Ha3BaHUS MY3bIKAJIbHOTO MHCTPYMEHTA U YKa3bIBACT
Ha COOCTBEHHO MY3BIKAJIbHBIM *aHpP M €ro MUCIOJHEHHWE, U TO, YTO yKA3bIBAeT Ha MUChMEHHbBIC
TEKCTHI.

Bomnpocel, Haxoasmuecss B CTOPOHE OT HPSMBIX WHTEPECOB (PHIIOJOTHH M HUCTOPUUECKOM
HayKH, Ha MOW B3IVIA[. MMEIOT TEPBOCTEIIEHHOE 3HAYCHHWE /IS My3bIKoBeneHHs. Hampumep,
KakuM 00pa3oM crenupuyeckoe COMPOBOXKICHWE Ha CTPYHHOM U YIApHOM HWHCTPYMEHTax
COOTHECEHO C XapaKTepOM My3bIKaJbHOW peuyd, KOTOpas OLIEHUBAETCS YYEHbIMH Kak OoraTto
OpHAMEHTHPOBAHHAS M NMPUOJIMKEHHAs K KAHPOBBIM 00pa3liaM UCKyccTBa magam? DTOT BOIPOC
0COOEHHO JIOOOMBITEH C TOYKHA 3PEHUS HETOMOTCHHOCTH O00pasloB MCKyCcCTBAa maqgam,
HOpMAaTUBHAsl CTPYKTypa KOTOPBIX JINOO OCHOBaHAa Ha METpopuTMHUUeckux ¢opmynax (Marpuo,
LlentpanpHast A3us) MO0 HOCUT PUTMHUYECKH CBOOOIHBIN xapakrep (3amamgHas Asus, BKIOYas
HOxupiii Kakaz). IloBnmusan nu BBHIOOP HMHCTPYMEHTa Ha PUTMHUYECKH CBOOOJHBIM WM
YIOPSITOYEHHBIN XapaKTep MEJOJINKH, U €CIIH TaK, TO KaK CKa3aHHOE BBIIIE COOTHOCHIIOCH C
KOMITO3UIIMOHHBIM LEJAbIM M (OPMUPOBAIO KAPTUHY MY3BIKAIbHO-TIOATHUECKUX JKAaHPOB
Meconoramun?

B Heoaccupuiickux Karajorax Iutaud paszaensiuck (1) mo obvexkmy noxnonenus —
OCHOBHOE JICJICHHE IPOUCXOJMIO MEXIY IIadaMH, IOCBSIIEHHBIMH MYXXCKHM O0XKecTBaM M
KEHCKUM; (2) IO KAHOHUYecKoMy cmamycy — Cpelu Iiauel My CKUM 00KeCTBaM BBIJIEISUINCH
«CTaHJapTHBIE» U «HECTaHJAapTHBIE». UYTo ke Kacaercs cmocola XpaHeHHUs MH(OpMaIH, TO B
Meconoramun Hambosee pacrnpoCTpaHEHHBIM MaTepUaioM Il THCbMa OBUIM TJIMHSHBIC
TaOJINYKH:

«Ha BnakHyI0 TJIMHY HAaHOCWJIM OTTHCKH CTUJIYCOM, U TOCII€ BBICHIXaHHS Ha COJHIE WU
o0XHUra OHa 3aTBEpleBaia, COXpaHss TeKCT. Ha TNMMHSAHBIX TaOiaWuKax mucamu OQUIIUATbHBIE
MUCHhMa U TIOCJIaHUS, XO35IICTBEHHBIE apXUBHBIE TEKCTHI, FOPUAMYECKUE TOKYMEHTHI, PETUTHO3HBIE
TEKCTB, a TaKKe CHUCKH TIpeA3HAMECHOBAHWH, Yy4YeOHBIE TEKCTHI W TI093WI0. braromaps
JUTUTETbHOMY HCTOJIb30BAaHUIO TIMHSHBIX TaOIWYeK B KauyecTBE OCHOBHOTO MaTepuasna ais
MUChMA M JIOJTOBEYHOCTH OOOMOKEHHOW TIWHBI JO HAIIMX JHEH [OIII0 TOpa3UuTEIbHOE
KOJIMYECTBO TakuxX Tabmmuek. Tabmuuka — 3TO ocobasi Kareropuss TEKCTOB, HANMCAHHBIX Ha

000XOKEHHOW TNMHE. 37ech He JelaeTcs pa3iuyuil MEXIy KaHpaMHu, a YYUTBIBAETCA TOJBKO
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MaTepHall U pa3Mepbl IpeaMeTa, Oyab TO JMH3a WIN MPSIMOYToJdbHUK. Jpyrue Gpopmbl muchMma,
TakMe Kak JOIICYKH JJIs MHUCbMa, MPU3MbI U LUIUHAPBI, OTHOCITCS K JIPYTUM KaTETOPHUSIM...
Kareropus «Tabnuukay Takxke OTIMYaeTCs OT Kateropuu «bupkay, MOCKOJIbKY, HECMOTPS Ha TO,
9TO OTH TPEAMETH MOTYT OBITh NPAKTHYECKU WICHTHYHBIMH TIMHSHBIMUA TaOIWYKaMU C
BBIMMYKJIBIMA ~ HAJIIUCSIMHA, OWPKH BBHIMOJNHSIN OCOOYI0 aJIMUHHCTPATUBHYIO (QYHKIUIO U
MPEACTABIISUTA COOOM HOBBIN ATal B pa3BUTHUU MUCbMEeHHOCTHY [10].

CTpyKTypHasi XapaKTepUCTHKA

[Tnayu epBOro THICSUENETHUS IO H.3. COCTOAT U3 OTAENbHBIX Pa3AeiioB, UIH CTPYKTYPHBIX
€IMHUI], BU3YAIBHO OTIEJICHHBIX IPYr OT Apyra Ha TJIMHAHOW TaOJIMuYKe *KUPHOW MONEpEeYHOM
TOPU30HTAJIFHON JIMHUEH, TOTJa KaKk B TEKCTaX CTapOBAaBMIIOHCKOTO MEPUOJA 3TH pa3felibl B
OOJIBIIMHCTBE CIIy4aeB HYMEpPOBAJIMCh U MOMEYAIMCh TEPMHHOM kirugu. Mexay Tem ciyyau
IPOCTPAHCTBEHHOI'O pa3zefieHUs TeKCTa TaOJIMYKU BCTPEYAIUCh M PaHBIIE, B YEM MOXHO OBLIO
Obl yCMOTpeTh 4YepThl TNpeeMCTBEHHOCTH. Hampumep, Takoil MeToA pas3leneHus TeKcTa
HCIIONb30BANICA B CTAPOBABUIOHCKHMX Tpaauuusax, B Cunmape®. OH yka3plBaeT Ha JIPEBHUE KOPHU
wiaueit, koropsie M. Kosn, Oyayuu ¢unonorom, onucsiBaeT B 3aBUCUMOCTH OT (1) uX pa3aeneHus
Ha CTPYKTypHbIE OJOKH, (2) HCHONB30BaHUS CHENU(PHUUECKUX OMIHOCTPOYHBIX BCTaBOK (3) u
HAJIMYMS CTAaHAApPTHOU (Gopmyisl 3aBepiienus (kisu) ¢ Moiap00if 0 BOCCTAaHOBJICHHU Xpama. DTH
HaOJIOICHNUS, HA MOM B3TJISI, UMEIOT MPSIMOE OTHOIIEHHWE K MY3bIKE, — TOMY KakK paclieBajHCh
3TH TEKCThl BHYTPU MHOTOYACTHBIX, OYEBHUIHO MYJIbTUMOJAIbHBIX  KOMIO3UIMH €
MHOTOKPAaTHBIMU TIOBTOPAMHU, YKA3bIBAIOIIMMH HA PECTIOHCOPHUI U aHTU(OH.

B crpykrype maveii I ThIC. 10 H.3. MPUCYTCTBYET OCOOBI THUI KOPOTKUX Pa3/EiIoB —
OJTHOCTPOYHBIC EIWHUIIBI, KOTOPBIE BCTPEYAIOTCS MEXKIY OTHOCHUTEIBHO KPYHMHBIMH YacTIMHU
tekcta. M. KosH mpeamomaraeT, 4To 3TH CTPOKM MOTYT OBITH OCTaTKaMu Oojiee IPEeBHETO
CTPYKTYpHOTO dJeMeHTa gisgigal, nHade TOBOpPS, aHmu@onHO20 neHusi, KOTOPHIA MOT OBITh
KOPOTKHM, WHOT/Ia BCETrO B OJMH cTuX. Jlymaercs, uTo «mpoxojsiieey» Haomoaeane Mapka Kosna
3a OJTHOCTPOYHBIMH BCTaBKaMH MOXKET JaTh HCTOPUIECKOMY MY3BIKO3ZHAHHIO MHOTO OOJIbIIE, YeM
CKEMTUIIU3M OTHOCUTEIHHO BO3MOXHOCTH PEKOHCTPYHPOBATH MY3BIKAIbHO-TIOATHUECKHUE >KaHPbI

HpeBHOCTI/I. Bnaro,uapﬂ Ha6J'IIOIlCHI/IIO YUYCHOI'0 MbI HE TOJIBKO Y3HAaCM O TCPMHHC aHTI/I(I)OH

5 Cunnap (wymep. Zimbir— «ropog NTULL») — 0AMH U3 ApeBHENLLMX ropoaos MeconoTammum, pacnonarasLIMXCa Ha
6epery EBdpata K ceBepy OT BaBmnoHa (coBpemeHHan Tepputopus Mpaka; ropoguuie Tennb-Aby-Xab6a). N3BecTHbI
[Ba ropoZa ¢ TaKMM Ha3BaHMEM, KOTOPbIE PACMONOKEHbI HA PACCTOAHUM NATU KUNOMETPOB APYr OT A4pYra, HO YacTo
paccMmaTpuBalOTCA Kak eauHbIA ropoackoit Komnaekc: Cunnap-Axpypym (Tennb-Aby-Xab6a) — rnaBHbIN KynbTOBbIN
LEHTp noumnTaHusa 6ora conHua Y1y (LWamaw) ¢ xpamom 36a66ap («Cusaowmin fom»), a Takke Cunnap-AMHaHym
(dep) — ueHTp NoYMTaHUA 6OrMHU AHHYHUTYM C Xpamom dyabmall.
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(gisgigal), HO 1 TOHMMaeM, KaK Ha OCHOBE CTPYKTYPHOM OpraHM3aliy TEKCTa MOIy4yaTh Hanboee
MOJIHYI0 MH(POPMAIUIO O MY3bIKAIbHON CTOPOHE SIBJICHHUS.

B nmepBom ThicsyeneTMH A0 H.3. 3aKIIOYUTENBHBIM paszfen miada ObUl  CTPOTO
periIaMeHTHPOBAHHBIM M CTWJIMCTHYECKU O00S3aTeNbHBIM KOMIIOHEHTOM KoMMo3unuu. Popmyina
3aBEPIICHMs] COCTOsUIa M3 JBYX diemMeHTOB: (1) monsObl 0 BoccranoBieHuu xpama (M. Kosu
npuBouT (ppazy «Moapba 0 ToM, UTOOBI KUPIUYHAS KIaJKa XpaMa <...> Oblja BOCCTAHOBJICHAY)
u (2) u 3aBepmaromieii Gppasel, KOTOpas onpeaensieTcs B TepMuHe kisu (cp. ¢ «3aneqyaTbIBAHHEM»)-
khattma B coBpemeHHOW Kiaccuueckoi — kommo3unmu-dastgah). Ilmaun B dopmyie
3aKpBITHsA/3aBEPIICHUS] COJCPIKAIUM CTPACTHOE OOpalieHne K Ooram, pUTOPUYECKUE BOIPOCHI,
IocJie KOTOPBIX CIEAYeT TeXHU4eckas nomeTrka kisu. DT 3J1eMeHThl OJUePKUBAIIA PUTYATIbHYIO
(GYHKIUIO IJ1a4a: OH UCHOJHSUICS HE TOJBKO JJISi BBIPAXKEHUSI CKOpPOU, HO M ObUT HEOOXOAMMBIM
YCIIOBUEM JIJIs1 BOCCTAHOBJICHHUS CBAILLEHHBIX CTPOCHUH.

TepmuH kisu mpoHMCXOIUT OT IIyMepcKoro BbipaxkeHHs ki-Su-bi(-im), wmm «punanbHas
4acTb TUMHA», YTO SABJIETCS MapKepoM Bcell KOMIIO3UIMH, a HE MPOCTO Ha3BaHUEM (PHHAIBHON
MOJIUTBBI. JTa (YHKIMS coueTaeTcsi ¢ (OpMyJoil BOCCTAHOBJICHUS, O KOTOPOH TOJBKO 4YTO
roBOpuJIoCch. B cTapoBaBuiOHCKHH mnepuoa (QyHKIUS cioBa Kisu TEPMHUHOJOTHMYECKH HEe Oblia
MIPOsIBJIEHA OJHO3HAYHO M OTCYTCTBOBAJIO €ro 00si3aTenibHOE ucnoib3oBaHue. M. KosH Takke
yKa3blBa€T Ha KOHKpPETHbIE NMPUMEPHI, B KOTOPBIX COAEPKHUTCA TEPMHUH Kisu, HO OTCYTCTBYET
dbopmysia 0 BOCCTAaHOBJICHHMHM XpaMa — 3TO a4, mocBsmeHHbld Maanne BM 96933 u3 29
paznenos, «Ilnad o qymy3n» BM 87518 u npyrue.

[Tonararo, YTO UMEHHO 3TOT TUN IJIa4ei 1O OOXKECTBaM, OTHOCSIIMICS K «IONOTONTOMY»
MEepPHUOAY, MOT OBITh CO BpEMEHEM aJaNTUPOBaH AXEMEHHaMH, TOKJIOHSBUIMMHUCS MOCIEe 3aXBaTa
Basuiona 6ory Mapayky u 6orune Ummrap (mmym. MHanHa, accup. ActapTa) BMECTE C CEMUTCKHM
HacesneHneM MeconoramMuu. B To Bpemsi Kak WMynanm3M YK€ HaJOKWJ 3allpeT Ha IMOKJIOHEHHUE
uaonaM (BTopasi 3amoBeslb) W BhIpadaThiBasl B MpocTpaHcTBe Mepycamumckoro xpama (Gopmbl
BOKaJIbHO-UHCTPYMEHTAJILHOTO  MY3HUIIMPOBAaHUS, MCKIIOYAIONIME KaKue-To Obl HU  OBLIO
KMHETUYECKUE JJIEMEHTBI, YBOJAIIME BHUMaHHE OT YWCTOTO 3BYKa M 3BYYaHHS, OJIIUTa
aXEeMEHMJICKOM MMIIEpUH Ha MPOTSHKEHUU OoJiee YeM TPeX CTOJETUH ydacTBOBaJla B PUTYaJIbHBIX
LIEPEMOHUSAX OIJIaKMBaHUs, MPOJOJDKAIOIIMXCS MO CEHl I€Hb B MEYETAX M Ha YJIHLAX MIMUTCKHUX
rOpoJIOB Kak yJep)KHBaeMas MmaMsTh O HpouuioM. B TeaTpann3oBaHHBbIX MuCTepHsx (taziyya)
OMJIAaKWBAaHUA CMEpPTH MMama XycelHa 3aJeiCTBOBaHa Ta K€ caMmas PEecroHCOpHas Qopma
MY3ULUPOBaHUs, CONPOBOXKIAIOWIASACA CAMOINOBPEKICHUSAMM KaK 3TUYECKM M ICTETHUYECKU

KaHOHU3HWPOBAHHBIMU I[CﬁCTBI/ISIMH APCBHCITYMCEPCKUX nnaqefl; AOIMOJITHUTCIIbHO K TOMY YJIMYHBIC
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OapabaHHBIE MIECTBUS M MHOTO JIPYTO€ JNAIOT OCHOBAHHE ISl aHAIHM3a U M3YUYCHHUSI T€HETUIECKON
CBSI3M THUX SIBJIEHUI — MCCIIE0BaHUS TU1ayeii OT APEBHOCTU JJO COBPEMEHHOCTH.

O npoucxoxaeHnu miayveii balag

B crapoBaBMIIOHCKHIA MTEPUOJ 3aKIIIOYUTEIbHAS YacTh IJIadya MOTJIA MPEJCTaBIATh COO0M
(1) tekct 6e3 Qopmyiabl 3akpbITHs; (2) TEKCT MOBECTBOBATEIBHOTO Xapakrepa, (3) TekcT ¢
SMOILIMOHAIBHBIMU BO3rjacamu (aBTop mpuBoAuT uurtaty «O ero cepaue! O ero medeHn!» B
miagax UTU... EKURA, A URUMU IME u ASER GITA) (4) 1 TeKCT ¢ OTCYTCTBUEM IOMETHI
balag. M. KosH ocobo obparaer BHUMaHUE Ha TO, YTO TOPOJCKHE IIA4U CTapOBABUIIOHCKOTO
Nepuosia XOTsI M Ha3bIBAIOTCS «IUIaYaMHW» B COBPEMEHHBIX HCCIEIOBAaHMAX, OHU COZAEpHKaT
o0o3HaueHus balag u 3akmountensHbIX popmyn. K takoBsiM oTHOcuTcs «Ilnau mo Hunmypy [4],
«Ilmaua mo Ypyky» u «Ilmau mo Opuny» (HemsnmanHas gucceptamuss M. I'puna) m «Ilmau mo
Mymepy u Ypy» [1]. Ouu Hanucansl He Ha AManekTe emesal, a HA CTAaHJAPTHOM IIYMEPCKOM
SI3BIKE U 110 3TOW MPUYMHE BPs JIM ObI MCIIONHSUIUCH XKperamu-gala.

Ho6apnennss opmyn, Takux kak kisu u Moiap0a O BOCCTAaHOBJIEHWH Xpama, CTalu
cmunucmuyecku 0053amenbHbIMU 8 NEPEOM mbicAayesemuly 00 H.3., BKI0Yas HOBOACCUPHUIICKUHN U
HOBOBABWJIOHCKHH nepuosl. OTcyTcTBHE pyOpuK balag B ropoickux miayax, no yoexaeHuo M.
KooHa, siBnsieTcs mpuU3HAKOM paHHHUX (CTapOBABUIIOHCKMX) TEKCTOB JKaHPA, KOTOPBIN MOCITYKHII
800XHOBeHUEeM 011 OoNlee no30HUX Kanonuweckux niauet (balag), no mepmunonocuuecku Kk Hum
ewe He omuocuncs. Jlymaercs, 3TOT (akT elle pa3 MOATBEPKIAET MPaKTHUKy Ooliee Mo3aHEl
KOHIIETITYaJIM3allMi MY3bIKaJIbHO-TIOATHYECKONW TPAJUIMU B KOHKPETHOM TEpPMHUHE, YTO, OJTHAKO,
HE YKa3bIBaeT Ha TO, YTO caMa TPAJAULIUS B paHHUN TIepro/] Obljla MPHHINITHAIEHO HHOH.

M. KosH yTBepkaaer, 4To paHHUE TOPOJICKHE TuTa4yM, Takue kKak «llmau mo Ypy» (umm
Hunmnypy) mocmykunu npsMbIM BIOXHOBEHUEM JJISi CO3/IaHUs HOBOTO aHpa — JUTYPTUYECKUX
iayeii- balag, koropsle Hauaa GOPMUPOBATHCS B CTApOBaBUIOHCKUH nepuos (okomno 1900 r. 1o
1.9.)° 1 mo3ke cranu kaHoHMdeckuMu. OH yKa3bIBaeT Ha MPAMYIO CBsA3b Mexy «I1mauem mo Ypy»
u mayem-balag IMMAL GUDEDE; na to yto mimau UDAM KI AMUS coaepxut cTpoku, obime
c 6onee panHuMm TekcTtoM «llpoknstue Akkana» u tak ganee. OH BBOJIUT B CHUCTEMATH3AIHIO
ayeil oOpaslbl C HBOJIOIUOHUPOBABIIEH CTPYKTYpOW, OTMeYas, 4To 6 Oonee HO30HUX
KAHOHUYeCKUX NAa4ax cmpyKmypHule dJ1eMeHmbl 20pOOCKUX niayeli Hauyanu 0ezpaouposams uiu
ucuezams: €CIM B TOPOJCKHX IIadax aHTH()OH MCHOIHSIICS TMOCIE KaXJOoro pasnena-kirugu, B
wavax-balag on mpeBpalaercs B KOPOTKUH OJHOCTPOUHBIM pedpeH. YueHbll Moyaraer, yTo Te

IUIa4YM, KOTOphle BOUUIM B KaHOH | Teicsdyenetns n0 H.. (39 mmaueit u3 OubIMOTEKH

5 X MOKHO 6b110 Bbl Ha3BaTb «MOCAENOTOMNHLIMU MAAYaMMY».
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Anrmmyp6anunana), mpouumd npouecc kanoHm3ammu Mexay XVI m XII Bekamu mo H.9. (E
TURGIN NIGINAM, UTUGIN ETA, URU AMIRABI u A URUMU IME) u dopmanbHO He
OTHOCHIIUCH K TopojckuM. B To ke Bpemss M. KosH BbliensieT mpu3HaKu, M0 KOTOPHIM paHHUE
ropoJickue u 0oJiee o3HKE TuTauu-balag MOMKHBI OBITH PACCMOTPEHBI HE KaK MPOTHUBOpEYAIINE
Opyr Jpyry, a pasHble C (QUIOJIOrMYECKON TOYKM 3peHHsl JuTeparypHble kateropuu: (1)
OTHOCHUTENIFHO A3blKa TOPOJICKHE IUIaYd HAINMCaHbl Ha OOBIYHOM CTAaHIAPTHOM IIYMEPCKOM, a
balag — na amanekte emesal; (2) OTHOCHTENBHO ucnonHUMeReli TOPOJICKHUE TUIaYu HEe ObLIN
YacThIO JIUTYPrUH KperoB-gala, B To BpeMs kak balag cranu ux MCKIIOYUTEIBHOMN MPEPOraTUBOI;
HakoHell, (3) COmIacHO pumyanbHOU Yenu TOPOACKUE IUIaYd OBLIM MEMOpHalbHBIMU, a balag
CO3JIaBAJIKCH JIJISl PUTYAJIOB CHOCA (Tazing) cTapbIX XpaMoB Iepe/1 MOCTPOHKOM HOBBIX.

Oty QakTophl HANPSIMYIO BJIHMSIOT HAa BOMPOCHI KaTaJIOrM3allMl U XpaHEHHs TEKCTOB
ia4yei, oocykeHrne paboThl IPEBHUX IMUCIIOB MO KOMUPOBAHHIO U CUCTEMATU3aLUU TaOIHueK
st OMOMMOTEKH, AaKe HA PUTYAIbHBIA KOHTEKCT W CBA3b ¢ KaneHaapeM. OQHAKo HM OJUH M3
HUX, HAa MOW B3IJISAN, HE CBHICTEIBCTBYET O IPEPHIBAHUU TPAJAWIUU C TOYKH 3PCHUS €€
MY3bIKaIbHOIO WHTOHUPOBAHMUS — HEPA3MEPEHHOrO IEHHUS BBICOKUMH MY>KCKUMU T'OJIOCAMHU.
HecMmoTpst Ha peKOHTEKCTyalnu3alui0 TPAIUIUH, YTPaTy pUTYalbHON (QYHKIIUU, OHA COXPAHSETCA
B Asepbaiimxane (cm. J[xa66ap Tapsarmer, «Manondi-Mixalifs! u Mamamu Myxamman
dapsamues, «Bayati»®) u B Hpake (cm. Canmvan Momre, «Hakimi»® n Amp-Xamk Jxamuns
Barnaau «Husayni va Dashti»®?) B uckyccTse magam u miigam, BKTI0uasi peECIIOHCOPHUIA, KOTOPBIH
OCYIIECTBIISIETCS Yepe3 MeHUe MeBIla 1 MTHOBEHHBIM OTBET B MApTUAX KEMaHYH, Tapa, KaHyHa U
APYTUX WHCTPYMEHTOB, YTO JJIUTEIBHOE BPEMs PacCMaTPUBAIOCh B KOHTEKCTE «IOJIU(POHUNY,
OJTHAKO JIOJDKHO OBITh KapJWHAJIbHO TNEPEOCMBICICHO C TOYKM 3peHHsS COOCTBEHHOMH
3araHoa3uaTCKON TPaInu.

He meHee BaXHOH NpeACTaBISETCS TeMa MY3bIKANbHOU HOMAYUU 6 NO30HEBABUNTOHCKUX
KONUAX wymepckux niadeu. My3bIKaJbHBIE TIOMETHI BUANMO CITYKWIH YKA3aHUeM Oisi Nesyos U
uncmpymenmanucmog. OOpaTUM BHUMaHHWE Ha (parMeHT TEKCTa, CKOMMPOBAaHHBIA MHUCIIOM

Hununary-Anu u3 ropoaa [ep. CornmacHo kojodoHy, TaOIWYKYy TMOJOXKHIA B CEBEPHOM KpBhLIE

7 Dxab6ap Maparapl, «Manandi-Miixalif» / The Traditional Music of Azerbaijan / Mugam sanati / Mugam
antologiyasi / Azarbaycan xanandalari. 1-ci albom // https://enene.musigi-dunya.az/diskl cabbar.html /
(06.06.2026).

& Mawagn Myxammag dap3anues, «Bayati» / The Traditional Music of Azerbaijan / Mugam sanati / Mugam
antologiyasi / Azarbaycan xanandalari. 1-ci albom // https://enene.musigi-dunya.az/disk1 ferzeliyev.html /
(06.06.2026).

% CanmaH Mouwe 6eH Pab6u Huccum, «Hakimi» / https://iragimagam.blogspot.com/2024/08/salman-moshe-magam-
iragi.html / (06.06.2026).

10 Anb-Xapk Oxkamuna bargaam «Husayni va Dashti» / https://www.youtube.com/watch?v=eF5T0DZiogM /
(06.06.2026).

18


https://enene.musigi-dunya.az/disk1_cabbar.html%20/
https://enene.musigi-dunya.az/disk1_ferzeliyev.html
https://iraqimaqam.blogspot.com/2024/08/salman-moshe-maqam-iraqi.html%20/
https://iraqimaqam.blogspot.com/2024/08/salman-moshe-maqam-iraqi.html%20/
https://www.youtube.com/watch?v=eF5T0DZioqM

MUSIQI DUNYASI / MUP MY3BIKHA / WORLD OF MUSIC | /o] F2iel P Elera | adopls

Xpama DIuMKalibKajgama, YToObl 00eCIeuuTh 310POBhe AHY-JI€’'M — 3aKJIMHATEIsI, 3aKa3aBIIEro
oty komuto. [lo muHenuto M. Kosna, cymiecTByeT ABa BO3MOKHBIX OOBSICHEHUS OTHOCUTEIBHO
MOSIBJICHUS MY3bIKaIbHBIX 3HaKOB. OHHM MOTTM BO3HUKHYTh B pe3yJibTaTe MEXaHHYECKOTO
nepeHoca, korja nucery HunmHTy-AHM KOMpOBaI UX 3HAK B 3HAK ¢ Ooyiee IPEBHEr0 OpUTHHANA,
Jake eci TaONIW4Ka MpeaHa3Havanach He IS UCTIOMHEHUS, a Uit XpaHeHus B xpame. C npyroi
CTOPOHBI, MOTJIO OBITh TaK, 4TO TaOJMuka ObLIa YacThIO MPOJOJDKABIIETOCS pHUTyala U HUMesa
aKTUBHOE KyJbTOBOE Ha3HaueHue. «[lnaum balag konupoBanuce ¥ MCMOIB30BATIUCH 3HAUUTEIHHO
M03K€ HEO0ACCUPUICKOro nepuoaa. MHorue rno3aHe-BaBUIOHCKHE KOIUH, TaTUPyeMble, 110 BCel
BEPOSITHOCTH, HETOCPEACTBEHHO Tepea WIM B MEPUOJ TMEPCHICKOTO BiajabluecTBa (pedb 00
Axemenunax — [.III.), comepaT TonKOBaHMS, KOTOpPHIE C BBICOKOW CTENEHbIO BEPOSTHOCTU
SBJIIOTCS MY3bIKaJIbHBIMU 3HAKaMH ISl COMTPOBOXKIAIOIIET0 UHCTPYMEHTA WM MEHHUS, YTO SICHO
CBHUJIETEJICTBYET O >KMBOCTH ATOTO JKaHpa B MO3JHEH MECONOTAaMCKOW KyJbType. DTH HOTHBIE
3HaKM OTCYTCTBYIOT B 00JIee paHHUX HEOACCHPUICKHX TaOJIMIaX, OJJHAKO BCTPEUAIOTCS BO MHOTHX
MO3THHUX CeNeBKUACKUX Komusx» [3, p. 23]. M. KosH oTnpaBinsier untarenell, HHTEPECYFOIIIXCSI
po0IeMoit My3bIKaIbHON HOTaMu, K padotam [S, WO 4 277], takxke k (RIA 3 435) u [6, p. 335],
OH HA3bIBACT JIPyrHe MO3JHEBAaBMUIOHCKHE TaOMUYKU ¢ HoTanuew, Takue kak MLC 1862, MLC
1852, MLC 2076, MLC 1868 u tabmmuku CeneBkuno — SBH 1, 5, 8, 9, 16, 17, 23, 33, 40, 43,
52,56 u 59. Ota Tema ceronHs TpedyeT 0coOO0T0 BHMAHUS U U3YUCHUSI.

O tepmune ahQ

Mue kaxkeTcd TaKXkKe MPUHIUIMAIBLHO BaXHBIM OOCYXJAEHHE TEPMHHOJIOTHYECKOTO
3HaueHus cioBa ahll B cBsi3u ¢ coxpanuBimmucs Ha KaBkase mauamu ahi (a3ep0. “ag1”), TumoBoe
Ha3BaHME KOTOPBIX 3BYUHT IOYTH TaK e Kak MpeaMeT Hailero oocyxaeHus. B azepOaiimxanckom
a3bIke TpaHcopmaius (OoHEMBI «y» Ha «bD» MOTJIa MPOU3OUTH B pPe3yJbTaT€ MOHTOJIBCKOTO
HAIIECTBUs, YTO HAOJIONaeTcs B INMPOKO YHNOTpeOIseMbIX cloBax, Takux kak Bakull/Baki,
oglu/ogli m npyrux. M 3mech BakHO He mnpuHUMarh ahi 3a cioydaw compspkenuss ahd B
rpaMMaTHYECKON (opMe CYIIECTBUTENBHOTO («PyKa», «PYKOATKA», «cuia (CIOCOOHOCTH)Y,
«uacThy», a TakXKe «OpaT»)'?, HanpumMep, «cecTpa 6Gpatay (ahat ahi), Koraa 3To CIOBO 3aBepIIaeTCs

3BYKOM «U»; U pa3o6paTLc;1 B COOTHOIICHWU IBYX CJIOB — al;lﬂ n yUh (HaSBaHI/IC IIOMHHAJIbHOT'O

oOpsita Ha 3amaze AsepOaiipkaHa), UMEIOMUX OJMH W TOT K€ IMPOTOCEMHUTCKHI KopeHb ah
(Arabic : ’ah &), Syriac : 'aha ~i«&, Hebrew : ah ny, Ugaritic : ah *— ¥, Ge'ez : 'ohw). B

3HAYCHUH «PyKa» Kak yacTH Teia TepMuH ahl Mor Obl yKa3bIBaTh Ha KOMIIO3HLHOHHYIO (DYHKIIUIO

11 Bo Bcex apaborpaduuHbIx COUMHEHUAX Ha3BaHWe ropoaa baky 3aBepluaeTtca 6yKBOI «BaB», NepeAalollein 3ByK
«y». AHaJIOrMYHO TOMY Ha3BaHue «baKy» BCTpeYaeTca Ha BCeX eBPONEeNCKUX KapTax ¢ ApesHocTn go 1920 roaa.
12 Cm.: Abu / https://assyrianlanguages.org/akkadian/list.ohp (aarta o6paweHuna 07.07.2026).

19


https://assyrianlanguages.org/akkadian/list.php

MUSIQi DUNYASI/ MAP MY3BIKH / WORLD OF MUSIC |\ /(o] 2l [0 20

B CTPYKTYype ILIa4yeii, KOTOPYI0 TepMHH aya( («HOTra») BBHIMOJHICT B a3epOaiipkaHCKOM mugam,
YKa3bIBasl Ha 3aBEPIICHHE MY3bIKAJIBHOW MBICIHM M pa3/ielia Ha MOCTOSIHHOW omnope aana. OmHako

M. Kosn paccmarpuBaer cnoBo ahl kak (¢GopMy MpUIaraTelbHOr0 CO  3HAYCHHEM

«HEKaHOHWYECKHI», UMEIOIKUM aHajior B Irymepckom BAR T (= ahQ1), u crapaercsi HaiTH
JIOTUKY MEXIY 3THM CJIOBOM M CTPYKTYPHBIMH XapakTepucTUKaMu 39-Tu 1uiadeil B KaTtajore
Amrypb6aHunana, 0 KOTOPOM TOBOPWIOCH BbIlle. BHUMaHUIO yWTaTeneil mpejiaraercsi nepeBoj
¢parmenta kuurn Mapka 3. KosHa, mocBsmeHHOro aHanu3y TepMuHa ahli B J1TaHHOM
HE0ACCUPHUIICKOM KaTaJlore.
«{16 Hauyamno mepeBoaa}B mepBoii rpymne U3 TpUALATH JACBATH IPOU3BEACHUN IUIAUU
ObUIH JOTIOJIHUTEIBHO YIOPSA0UYEHBI IO O0XKECTBY, K KOTOPOMY OOpallleH KaXAblii U3 HUX:
3 balag no  DHKHU
6 OHIWIIO
6orune Huntunyrre
oorune ['yne
OHIWIIO
Accypy
OHIWIO
MUCEI] OTMEYAET, YTO HaYaJI0 HE COXPAHMIIOCh
Mapnyky
TabJIMYKa CIIOMaHa, CTPOKa HE COXPAHMIACh
Acapiyxy
Yty
HNukypy
Hunypre
Haby

N P W R, WN R R PR N R N R

Heprainy

6 HECTaHIapPTHBIE TJIaYM, UMEIOIUE TO K€ CaMOe Havallo, YTO M IIeCTh paHee
MepEeynCIeHHbIX balag

1 uMsi 60KecTBa He COXPAHUIIOCH

1 [lynenee

B komodoHe kK HEOACCHPUIWCKOMY KaTaJOTy MHUCEI] TOJBITOKUI CBOKO pabOTy OT MMEHHU

OoubaroTeku AnnrypOaHunana TaKUMHU CIOBaMU:
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“[Dro karamor]| mepBbIX TabaMUYeK U3 cepuu >kperoB-gala. S comocrtaBmi Te, KOTOpBIE
ObUIN JTOCTYIHBI; MHOTHE HE pas3risaen (M MO3TOMY) He BKIIOYMI... B COOTBETCTBUU ¢ KONUAMU
Tabmuuek U3 Accypa u AKkaja, s nepeHéc ux Ha TabJUuKH, ..., ¥ sl CONOCTaBWII UX, U TOMECTHUII
ux B OubOiamoreky O3umsl xpama Haly, xotopeiii nHaxoautcss B HwuueBum, [ropome] moero
rocroau#a...”.

Takum oOpa3oM, Hall MUCEl] ONMUCHIBAET 00BEM CBOEH pabOThI: KONMUpPOBaHHE TAOIMUYEK
’Kpenos-gala u karanorusaimi Mo HavalbHBIM HMHIMIKTY. JTO KOIHPOBAaHHE, BO3MOXKHO, HE
OrpaHUYMBAIOCh OJTHOW KOIMHUEH KaxJ0ro counHeHus. M3 tabauuex u gparMeHToB, KOTOpPbIE HAM
yAaJa0ch coOpaTh BOEAMHO, JJISi TpEX IUIadel COXPAaHWIMCh YAaCTHYHO OCTAaTKU JIBYX DPa3HBIX
KONUH, U emeé g OJHOTO COXPAaHWJINUCh MO KpalHell Mepe yacTu TpEX Komuil u3 OubInOTeKu
Ammyp6aHunana.

B03MOXHO, UTO HEKOTOPBIE U3 3TUX TEKCTOB HE CKOIMPOBAHBI IMCIIOM HAILIEro KaTajiora,
a coOpaHbI ¥ IpUBE3eHBI B HUHEBHIO, IpyTHE e CIyKUIu oOpa3namu st konuposanus. B URU
AMIRABI umeroTcst pacXoxaeHus. B OJHUX U TEX K€ IIYMEPCKUX U aKKaJCKUX OTPHIBKAX, YTO
YKa3bIBaeT Ha TO, YTO ATU TAOJUYKU MPEICTABIIAIOT COOOM HE MPOCTO JOMOJHUTEIbHBIE KOIUU U3
OJIHOTO M TOTO € UcToYHuKa®,

W3 pa3nuyHBIX UCTOYHWUKOB OUYEBUIHO, YTO MOPSAOK BKIIOYEHHS IUladel-balag B sToT
Karajor ObUl NMPUMEHEH U K IIjlauaM, CKOMHMPOBAHHBIM g OuOmuorekn AmrypOaHumnana,
MIOCKOJIbKY KOIMM, HalMCaHHble CHEeNMaldbHO s ero OuOIMOTeKH, cojepkaT Hadajio
CIeyIONIEro Iiada B KOHIE Kakaoro counnenus', Onmako y Hac HeT Tabnuyek c balag,
HarmucanHbiX {17} HEOBABWJIOHCKMM MIPU(PTOM C MOJ3arojJOBKAMHU K CICIYIOUIEMy IUIady.
[ToaToMy eOMHCTBEHHOE CBUAETEILCTBO TOTO, YTO Takas KOMIIO3MIIMS MCIIONb30BaIach 3a
npeaenaMu OMOMMOTEKW AmTypOaHUIiana, COIASPKHUTCS B YYCOHBIX TaOmudkax W3 Ypa ¢

(bparMeHTaMH OT MATH JI0 JAECATH CTPOK M3 pa3IMyHbIX IUIadei-balag, mpuyem B KaxI0M M3 HUX

13 «lna onpeneneHns pasanUHbIX KONM KOHKPETHOrO Naaya Mbl paccMaTpUBaNM TONbKO Te TabANYKK, KOTOpble
cogepanu dparmeHTbl Kak MUHUMYM A,BYX pa3Hbix kirugu. (Tabanuka, cogeprkalan ToNbKO YacTb ogHoro kirugu u
He uMeroLLan MAeHTUOMLMPYLOLLEro KONOPOHa, MOorna GaKkTUYECKM NPUHAANEKATb K APYTrOMY Maadvy, KOTOPbIM
coaepXuT ToT e kirugu). Mbl Bbligenmnu ase Kyitoickne konumn AABBA HULUHA, UTU EKURA 1 ASER GITA. Mbl
MOXKEM BbIAENNTb TPU KYUYHOKUKCKME Konun URU AMIRABI».

14 «KyiyHOsKMKCKMe KoNodOHBbI, YKasblBalolwye Ha cnedylowmii nnay-balag, sctpevatotca 8 ENEMANI ILU ILU, ZIBUM
ZIBUM no 3nannto, UDAM GUDEDEAS n MUTIN NUNUZ DIMA. XoTsa Bce YeTblpe 3aKkaounTenbHble Tabanukm
HanucaHbl HeoaccupUmckum wpmdtom, Tobko B MUTIN NUNUZ DIMA coxpaHUNoCb 40CTaTOYHO KonodoHa ana
onpezeneHus Toro, 6bina M TabamMyka HanMcaHa NUCLLOM, COCTaBMBLUMM HaLl KaTasor; NpeanosioxKeHne 0OCHOBaHO
Ha TOM, YTO KONOOHbI K KaTasiory 1 K Niavy NoYTM MAEHTUYHbI. EAMHCTBEHHBIM UCKAOYEHMEM M3 NOPALKA,
MCMNONb3yEMOro B HE0ACCMPUMCKOM KaTanore, asnsetca ¢parmeHT K.7031, HanucaHHbI1 He0acCUPUMCKUM LWpUdTOM.
3TOT pparmeHT COAEPKMUT 3aKN0UMTENbHBIN KonodoH ans UDAM GUDEDEAS, Ho nmeeT 3arosioBok USUMGIN NI SIA,
KOTOpPbI B HEOACCUPUIMCKOM KaTaslore HaxoAnTcs Yyepes ABa nsiadva nocne UDAM GUDEDEAS».
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UMeIoTCs (pparMeHThl IPUMEPHO U3 miecTu muadeit’. [lpumeuarenbHo, YTO MOPAAOK (ParMeHTOB
B KaXJIO0W TaOJMYKE COOTBETCTBYET HEOACCHUPHMCKON KaTamoruzanuu. OmHAKO B KOHIIE
ceneBkuackux komodoHoB u3 erSemma k mnadam Wuanuet URUHULAKE u AsER GITA
OTCYTCTBYIOT TOJ3aTOJIOBKH, yKa3bIBalomue Ha cleayromuil miau'®. Takum o6pazoM, yueOHbIE
TaOJIMYKU U3 Ypa SBIAIOTCS €UHCTBEHHBIM CBUIACTECIILCTBOM UCIOJIB30BAHUS TAKOW KOMITO3UITHH
Karajsora 3a npezenamu 6ubnanorexku B Hunesuu.

[Topsimok, OTpakeHHBIM B  HEOACCHPUMCKOM  Karajore, MPEACTAaBISIET  COOOM
CTaHAAPTU3UPOBAHHOE PACIOJIOKEHUE, MO KpailHEed Mepe, B HEKOTOpPhIX MeCTax WIH B
ornpeJieJIeHHbIC EPUOIbl BpeMeHHU. Torja BOIPOC COCTOUT B TOM, MHUIIMUPOBAJI JIU 3TOT MOPSIOK
HAaIll IIMCEel] WK €r0 KaTajor MPOCTO OTpaXkall y>Ke CYLIECTBYIOLIUMN MOPSJIOK. Y HAc €CTh YeThIpe
JPEBHEBABWJIOHCKUX LIUJIMHAPA, KOTOPbIE MPEACTaBIAI0OT co00i Karanoru ruiayeii-balag. Crnmcok
BCEX 4YETHIPEX KaTallOTOB IUIaueii-balag He coxpaHMIICS B HEOACCUPUIICKOM Karajore, OJHAKO
TOJIBKO B JIBYX U3 HUX UMEIOTCS MO KpailHel Mepe JiBa MHIUMIINTA, KOTOPbIE TAK)KE€ BCTPEUAIOTCS B
Katasiore AmmrypOanumnana. B o0oux ciaydasx mopsaaok balag He COOTBETCTBYET pacIoyIOKEHHUIO
B HeoaccupuiickoM karanore. K coxanenuto, 3a uckiiroueHruem Hebonbimoro gpparmenra ZIBUM
ZIBUM u3 Auypa, mul He pacnonazaem Hukakum mamepuaiom balag, komopwiii ModxcHo ObL10
Obl damuposamsv NEPUOOOM MeHcOy CMapoBaABUIOHCKUM U HeOACCUPUtCKUM nepuooamu. Taxkum
00pazom, Mol CMOJKHYIUCH C MbICAYENeMHUM PA3PbIEOM 6 HAUWUX 3HAHUSAX O Mpaouyuu niada
balag (xypcuB moit —TI.II1.). MBI MOXeM TOJBKO JOTaJbIBATHCSA, YTO COCTABHUTENb HAIIETO
HE0ACCUPHUICKOTO KaTalora yCTaHOBHII TO, YTO JIOJDKHO OBLIO CTaTh (PMKCUPOBAHHBIM MOPSIKOM
aveii-balag, xots, kak oOCyKIaeTcss HMKE, OTCYTCTBUE WHIIUIIUTA K BOCEMHAIIATON 3arUCH
balag B karanore BbI3bIBAET CEPHE3HBIE BOMPOCHI.

Tpu 0cOGEHHOCTH 3TO MOCIEI0BATEILHOCTH SABIISIOTCS MPOOIEMATUYHBIMHU.

Bo-niepBbix, BcTaBka Iuiaua no Amnypy cpeau miadeid Sunmis. [loxoxe, 3T0 mpou3omuio
W3-32 IJ1aya no AIIypy, UMEIOIIEr0 TOT K€ WHIMIUT, YTO W CHEAYIOIIWN, YKa3aHHbBIA IS
OHMA. JTO0, O-BUUMOMY, SIBJISIETCS OCHOBAHUEM Il BHEIPEHNs AIITYpa B TPYIITY DHIIWIIS.

Bo-BTOpBIX, B KaTayore nepevyrciaeHbl mecTh balag DHINIA, 32 KOTOPBIMHU CIEIYIOT JBa
[mraua] mo Oorunsm [Huntunyrre u ['yne], a 3arem emie 4etbipe mo DHIWIO. Mbl MOTIH OBI
OKMJIaTh, YTO ATH JIBa MPOU3BEIICHUS, MOCBSILIEHHbIE OOTHHAM, OYIyT BKJIIOYEHBI BO BTOPYIO
OCHOBHYIO TPYIITy U3 BOCEMHAIATH TUTaYeH MO KeHCKUM OokecTBam. OTHAKO COACp)KaHUE ITUX

ABYX COYMHEHUM ACMOHCTPUPYCT CTUIIMCTUICCKOC CXOACTBO C IJIAaYeM 9HJ'II/IJ'I$I, YCPThI KOTOPOT'O

15 «UET 6/2 NeNe 203-205. Tabauupsl NeNe 200, 202 1 207 Takke cogepaT oTpbiBkM. OfHaKO Ham He yaanoch
naeHTnduumMpoBaTb 60s1ee 04HOro GparmeHTa B KaxKAoM U3 3TUX TPEHUPOBOYHbIX TaBIMYEK».
16 «SBH 53 1 SBH 54».
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OTCYTCTBYIOT B JPYruX IUladaxX IO JKEHCKUM OokecTBaMm. BcempoHukaronme Ha TPOTSKEHUHU
BCETO TIEPBOTO THICAUYETIETHS 710 H. 3. TOBTOPEHUS IU1aueii-balag mo DHINITIO MPeACTaBISIOT COO0M
0a30BbIii MAOMOH pedpeHa, COCTOSIMIeT0 U3 chnucka O0oroB AHa, DHwis, DHKH, Acapiyxw,
DOHOmITyy, My3eb66acs! u Jlukymaxama. [ToBroper balag MUTIN NUNUZ DIMA Ha npoTssKeHUU
MIEPBOTO THICSUETIETHUS 0 H. 3. COJEPKAT ITHU MIA0JIOHBI U3 DHIIWIIA, B TO BPEMs KaK UX HET HH B
OJTHOM JIpyroM miade mo Goruuam’. JIpyroit o6sruneiii ans Dununa peppen 8 URUHULAKE
I'ynel He BCTpeuaeTcs B Iiadax mo oormmsaM™®. A cmmcok xpamoB B URUHULAKE omnsats ke

XapaKTCPCH TOJIBKO JJIA mayer 1mo MYKCKUM 6O)KCCTB3.M19.

Msl npennosaraeM, 4To 3TH
CTHJIMCTUYECKHE OCOOECHHOCTH CTalld MPUYMHON BKIIOUEHUS NIBYX balag B 3Ty wacTh kaTtaiora, a
HE B TPYIILy IUIa4e 10 KEHCKUM 00KeCcTBaM.

Hakonen, Bo3HHMKaeT mnpoOieMa C pacloyIOKEHUEM IIeCTH HECTaHAApPTHBIX IUIadei.
[lopsimok ~ pacmonokeHuss IUladedd B Katanmore [AmmypOanumnana] —Oobleil  4acThio
TIpeICTaBIAETCA JOTUYHBIM: OHH PA3JENAIOTCs HA TOCBAIISHHBIE MyXKCKHUM 6OraM U 5KeHCKHMZ’.,
{18} Ilnaum, mocBAMIEHHBIE MYXCKHM Ooram, JESTCsA Ha “cTaHaapTHbie” ( B HUX OTCYTCTBYET
o6o3HaueHne ahll mocie mHIMNUTA)?! U “HecTaHmapTHBIE” (OHM 00O3HAYEHBI MOCTE MHIUITHTA
aKkaJCcKuM TepMHHOM ahll). B pamkax cTaHIapTHOW IpynIbl 3J€MEHTHl TEKCTa PACHOJIOKEHbI B
COOTBETCTBMHM C Ooramu, HayMHas C BEPXOBHBIX — OHKM W DHIWIA. BHyTpH paszaena
HECTaHJAPTHBIX IUIa4el MOpsSJA0K HMHIMIIMTOB COBMAJAeT C MOPSAAKOM B CTaHAAPTHOW YacTH.
VYuuTeiBasg 3TOT CHCTEMHBIH IOAXOJ K YIOPSAOYEHUIO TEKCTOB, CTAHOBUTCA OCOOEHHO
MHTEPECHBIM, YTO IECTh HECTAHAAPTHBIX KOMIMO3MLIMN OBLIM MEPEUUCIICHBI Mepesa MOCIeIHUMU
AByMmsl nipeanonoxutenbHo cranaapTbivMu wiadamu E TURGIN HULAM u DINGIR PAEA. Kak
BHUJIHO U3 CXEMBbI PACIOJIOKEHUSI OCTAJIbHBIX 3JIEMEHTOB, UX pa3MeIlleHUE TOocje HeCTaHIapTHBIX
I1a4ei JOKHO ObLIO MMETh KaKyH0-TO JIOTHUYECKYI0 TPUUHHY.

Heoaccupuiickuii kaTajmor cofaepXHT IecTb Iaveii-ahli. DToT akkajJCKui TepMUH
O3HayaeT “BHEUIHMM, Yy>KOU, TOMOIHUTEIbHBINA 1 4acTO 3allUChIBAETCS C IIOMOIIBIO IITyMEPCKOTO
sororpaMma BAR, KkOTOpbIli Tiepeaer T€ K€ camble 3HAYEHHS B IIyYMEpPCKOM s3blke. Ecim
JOMYCTUTh MCIOJIb30BaHUE ahll B 3HAYEHUHU JMTEPATypHOrO MPOU3BEACHMS, TPOTUBOIOIOKHBIM

99

€My CTAHCT TCPMUH damqu (“XOpOIJ_II/II/I ), 3aMUChIBAEMBIN C IIOMOIIBIO IIyMCEpPCKOro JjororpamMmma

99

SIG5. B Hamem HeoacCHUpUHCKOM KaTallore, OJHAKO, HET TEPMHMHA ‘‘CTAaHAAPTHBINA, TOATOMY

17 «MUTIN NUNUZ DIMA 54-65, 77-88».

18 «URUHULAKE 77-80».

1% «URUHULAKE98-108».

20 «B lWyMepCcKOM A3bIKe OTCYTCTBYET 3HaK, KOTOPbIN 6bl OTANYAN MY>KCKMX BOrOB OT 3KeHCKMX. [oaTomy Hall nucet,
YKa3an Ha My}XCKOe Hauaso rNaBHOoe MyXCKoe BOXKeCcTBO NaHTeoHa U XeHcKkue boxkecTtsa 6. MiHaHHA, camoe BarKHoOe
N3 JKEHCKMX BOXKECTB.»

21 «HayanbHbIM GparmeHT TEKCTa U3 OAHOIO UK ABYX CNOBY.
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TOJIBKO OTCYTCTBHE TepMHHA ahll TO3BOJIIET KJIACCH(PHUIMPOBATH O3TH TIPOU3BEICHUS Kak
“crangaptaeie”. Tepmun ahll, B KOHTEKCTE, aHAJIOTMYHOM HaIlIeMy, HanOOJIee YacTO BCTPEUYAETCS
B OTHOLIECHHH KOJIUIEKLHH Npea3HamMeHoBaHuii?2, Jlanubiii Tepmun [ah(] o6o3HauaeT omoensHbie
UU 2PYNNbL 3HAMEHUL, KOmopvlx Hem 6 cmandapmuom kopnyce (kypcus moii—I . 111.). AhG Takxe
WCIIONIB3YETCS JUIsl ONMMCAHMS TOJHBIX TAaOJIWYEK, COJIepKaHUE KOTOPHIX OTIMYAETCS OT Habopa
Tabnnyek cTanaapTHou cepun. CiaenyeT OTMETUTb, YTO JaHHBIN TEPMUH HUKOTa HE IPUMEHSIETCS
B HaIlleM Kartajore K IByM APYTUM >kaHpaMm — erSemma u Suilla, ka1plil 13 KOTOPBIX HACTOIBKO
KpaToK, 4TO HE TNpeBbIIaeT oaHy Tabmuiyy. Hakonen, TOT (akT, 4To BO BCEX IIIECTU
MPOM3BE/ICHUSAX €CTh HAYallbHbIE YacTH, IyOIUpYyIONIMe CTaHIapTHBIC 3a4uHbI Mada balag,
KaXeTCsl HE MPOCTO COBIAJeHHEM. TeM He MeHee, caMo 1o cele AyOIMpoBaHHME HadaTbHBIX
yacteil miuava-[balag] He MoxkeT OBITh ONpeNeNdomuM (aKTOPOM I OINpeAeNCHUS 3THX
npousBeneHni Kak ahll, MOCKOJNBbKY CTaHAApTHBIC IUIAYM TaKXKe COAEepkKAT MOBTOPSIOIINECS
HavanbeHbie (pasel: 1Be ¢ ZIBUM ZIBUM, nse c AABBA HULUHA u n8e c URUHULAKE.

Ecmu wmbr mpeamonokum, uto ahl o0o3HawaeT COYMHEHHS, KOTOPbIC HE BXOIHIN B
CTaHJapTHBI KOpIyC IUTadel uis skperoB-gala, To, HampoOTHB, MHIMIUTHI, B HAIIEM KaTallore,
KOTOpBIE HE COJIEPKaT 3TO 00O3HAUYCHHE CIEAYyEeT CUMTATh YACThIO CTaHIAPTHOTO KOpiyca. JTu
MIPOM3BEJICHUS MCIIOJIB30BAIMCH B YCTAHOBJICHHBIC JIHU M TI0 OMPEEICHHBIM CIIydasM, TIO3TOMY
JIETKO TIOHSATH, TIOYEMY MOTJIa MTPOU30MTH TaKasl CTaHAapTU3aIus Kopiryca. OJHAKO HAM KaXeTcs
CTpaHHBIM, YTO HAIIl TUCEI] HE CMOT OMPEENIUTh Hayallo OJTHOTO U3 3TUX “‘CTaHIAPTHBIX  IJIadeH,
BOCEMHAQ/IIIATOM 3allMCH B KaTajore, rie NHUCell NHUIIeT «He HaijeHo». TeM He MeHee,
COIyTCTBYIOMIAs erSemma 3adukcupoBana. Hac BecbMa yAHMBIISET, YTO MUCEI] HE CMOT Pa3I00bITh
MTOJTHYIO KOTIMIO 3TOTO TIPOM3BENICHUS WJIH, 10 KpalHel Mepe, y3HaTh O Hadajle Tuiada, €Clid ATOT
balag neiicTBuTenbHO OBUT YacThiO OOBIYHOTO Kopmyca. Hamr mucen (Wiu muciibl) AOMKEH ObLI
MOCBSITUTH ATOMY MPOEKTY CTOJIBKO BPEMEHH U DHEPTUU U, OYEBHIHO, paboOTaTh TaKk METOAUYHO,
YTO TIOYTH HEBO3MOXHO MPEJICTABUTh, YTOOBI OH HE MPWJIOKHUI YCHUIIMHA JUISI TOTO, YTOOBI y3HATH
OoJIbIIIe O “‘CTaHaPTHOM ™ MPOU3BEACHUH. <...>.

{19} MbI CKIOHHBI MoOJiaraTh, YTO HWMEHHO TIHCEIl, HAHATHIH ATIITypOaHUTIAIOM,
MepBOHAYAILHO pa3paboTan mopsaok riadeid. OQHAKO y HAc OMPEAeNeHHO eCTh Mpoliema ¢
obbsicuenueM toro, nouemy 1iaun «E TURGIN HULAM» u «DINGIR PAEA» He pacnoioxXeHbl
pAoOM C JpYyTMMHM “‘CTaHJAPTHBIMHM —IUladaMH. MBI @pemnaraeM Takoe pemeHne. Mel
MperoiaraeM, YTo MepBble TPUAATh OJUH TUIaueil Karajaora ObUIM CTaHIAPTHBIMH, M3 OOIIETro

KOpIIyca, pacipOCTPaHEHHOTO Cpelu JKperoB-gala (XoTs, kak o0Cy»KIalnoch BBIIIE, OTCYTCTBHUE

22 «Ans nonyyeHns ccbinok cm. CAD A/1 212 sub ahl mng 2b».
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Hayajla BOCEMHAJIIATON 3alIUCH CO3JaeT MpoOieMbl s 3T0i runoresbl). Creayronue e MecTb
riaued, oOo3HaueHHble Kak ahli, BO3MOKHO, ObUIM BapHaHTaMM, B KOTOPBIX B HEKOTOPBIX
KOJUIEKIIMSX 3aMEHEHWIH IIECTh TUIayeil ¢ TeM ke caMbIM HayanoM. Hair nmepenucuuk oTMedaeT B
Ko0(OHE KaTajora, 4To CyIIECTBOBAJIO MHOXXECTBO APYTUX KOMIO3MIIHMMA, KOTOPhIE OH HE CMOT
MOJIYYUTh ¥ TIO3TOMY He BKIoumiI. Ha camMom zerne, y Hac €CTh Ha3BaHUSI MHOTHX W3 3THUX IUIadeii-
balag B putyanbnbix Tekctax. [locnmennue npa minaya, E TURGIN HULAM u DINGIR PAEA,
BO3MOXKHO, SIBJISIFOTCSI €IMHCTBEHHBIMH JIBYMSI U3 Ha0opa «Ipyrux» IUladuei, KOTOphIE HalleMy
nepenucuuky ynanoch Haiitu. [lomumo DINGIR PAEA, balag LUGAL DIMMER ANKIA
SIBJISIETCS €1Ie OAHUM MPUMEPOM ITUX “IPyTux’ Mjiadei, Ajig KOTOPHIX Y HAC €CTh KOIHUS IEPBOTO
ThICSIUENETHSI A0 H.3. OTU IUIa4M HAXOAWIMCh 3a IpelenaMu OOIIero Kopiyca, HO €Ile He
0003HavaIuCh Kak ahll, HOTOMY YTO OHU HUKOTJIa HE 3aMEHSJIU U HE SBJISUIMCH allbTEPHATUBOIN HU
OJTHOMY W3 TPHUJLIATH OJIHOTO CTaHIAPTHBHIX Mpou3BeAcHUI. Bo3Bpariasich K 00CYKIEHUIO CIOBa
ahli, mpuBeIEHHOMY BBIIIIE, MOXXHO CKa3aTh, YTO 3TOT TEPMHUH, IO-BUIAMMOMY, OTHOCHUTCS K
aTbTCPHATUBHBIM BapUaHTaM TEKCTOB, HO HE K IIOJIHOW CEpUHU, JII KOTOPOW HET APYTrHX
npumepoB. Kaxapiii U3 HamMx ruiaded mpescTaBisieT coOON OTAEIbHYIO CEpHUIO, U MO3TOMY MBbI
oxugaeM, 4ro TepMuH ahl Oyaer NpPUMEHHM TOJBKO K ajJbTEPHATHBHOMY WJIH BapHaHTY
“crangaptoii” cepun. E TURGIN HULAM u DINGIR PAEA He sBisitoTcs BapyaHTaMu HU
OJTHOTO M3 TPUIIIATH OHOTO CTaHAapTHOTo iada’> Konen nepesoaa» (Cohen 1988, p. 16-19).

Takum o6pazom, M. Koo monaraer, 4To MOHSTHUS «CTaHOAPTHBIX (KAHOHUYECKUX)» U
«HECTaHIAPTHBIX (HEKAaHOHMYECKUX)» IUIa4eil He MPUBSI3aHBI K CIEIUATHHBIM TEPMHHAM, & CaM
TepMuH ahll OTHOCHTCS K aJbTEPHATHBHBIM WM BApUAHTHBIM TEKCTaM, a HE TOJHBIM
CaMOCTOATENIbHBIM CEPUSIM IUIaueil. B KOHTEKCTe 3HAMEHNIT HEOACCUPUHCKOTO KOPITYCa 3TO MOTJIN
ObITh (PparMEeHTHI, U3BJICUEHHBIE HETMOCPEICTBEHHO U3 OCHOBHOW CEpUU, HO HE BXOJAIIHE B €&
cTannapTHeIi Habop. [losToMy momMeTka ahli He MpUMEHsIach K KOPOTKUM >KaHPOBBIM 00pa3iiam
TTadei, TaK|uM Kak erSemma u suilla, koTopeie 00BIYHO HE 3aHUMAaK 00JIee OTHON TaOIHUKH.

[To muenuto M. KoosHa, mopsiiok pacronoKeHus IUiladedl B KaTtajlorax MOXKET OBITh
BBIBEJICH Ha OCHOBE JIOTHKH, COTJIAHO KOTOPOI «CTaHIapTHBIE», UM KaHOHWYECKHUE Iiaun- balag
TPYyNIHPOBATHCH MO OOXKecTBaM, HauyWHAs OT BEPXOBHBIX OOTOB-OTIIOB — OHKH M DHIWIA K

Ooram BTOpPOTO U TpeThero psjaa. [Ipu 3ToM nopsdok credosanus «HeCmMaHOApmHbIX» Niadell 8

23 OBpaTnTe TaKKe BHUMaHWE Ha UCTMONb30BaHKWe TepmuHa ah(l B cepun npeasHameHoBaHuii Summa Izbu (Leichty,
1970, TCS 4 22): “TepmuH ah(l oyeHb cnoxeH. MepeBos ‘HEKAaHOHUYECKMIA' NepesaeT HIAHC, YTO 3HAMEHMS,
Bxoasawue B rpynny ah(, He coBnagaloT ¢ npea3HameHOBaHUAMM OCHOBHOW Cepun, O4HAKO 3TO He TaK. 3HaMeHuA B
rpynne ah{ NOAHOCTLIO OXBATbIBAIOT TE, YUTO UMEIOTCA B OCHOBHOM CEPUMN U, HACKO/IbKO MOKHO CYANTb, B3ATbI NPAMO
M3 Hee, MPU 3TOM OHU He NOIHOCTLIO COBMAAAT C UMEHOLLMMMUCA B OCHOBHOW cepun. CnefoBaTesIbHO, MOMKHO
NpeanoaoXKUTb, YTo TepMuH ah(i 03HaYaeT, YTO 3HaMeHMA ABNAOTCA ,,HEKAHOHNUYECKMMMU® OTHOCUTENBHO
CTaHAapTHOM cepun”.
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Kamanoze 6 MOYHOCMU NOBMOPANL NOPSAOOK UX CMAHOApmHbIX anano2os. IlpakTuueckoe
NpUMEHEHHE CTaHJApTHOTO KopIyca IJiadyeii- balag wucmosb3oBasics xkpernamu-gala B crporo
OTpe/ieNieHHbIe 3alpeTHhIe HU U MO OCOOBIM CIydyasM, YTO U OOYCJIOBHUIIO HEOOXOAMMOCTH
CTPOrOM CTaHIapTU3ALMK TEKCTOB.

3akiaoveHue

Takum oOpa3oM, KaHOHMYECKHE JpPEBHEIIYMEpPCKHUE IUIayd, OOHApOJOBaHHbBIE B
uccienoBanun Mapka 3. KosnHa B mapauienbHON IIyMEpO-aKKaJCKOW TpaHCIUTEpaluu U
MEepeBOJC Ha AHMVIMMCKUN S3bIK, MPEACTABISIIOT YHHUKAJIbHBIM IJJACT MHUPOBOM KYJBTYpHI,
OTPAXAIOIIUA HE TOJIBKO KYJbTYPHO-PEJIMTUO3HBIE TPAKTUKH, HO U JIMHIBUCTUYECKHE,
MY3bIKQJIbHBIE W PUTYaJIbHBIE TPAJAHWIMN perroHa. VX m3ydeHue mo3BOJSET YBUACTh W TOHSTH
HUTh, CBSI3BIBAIOLIYIO MPOIJIOE C HACTOAIIUM, OOHAPYKUTh CJIEAbl PETUOHATBLHOW TPaHCTPECCHU
JPEBHEIIYMEPCKOM  KyJIbTypbl W HayaTb HUX CEPbE3HOE M3YUYEHHME C MarucCTepCKUX
o0Opa3oBaTeNbHBIX TMpOrpaMM. Pa3BuTHE 3TOro HampaBieHHs OCOOCHHO BaXXHO Ha (QoHe
MapaHay4yHoOro MOJXoJa K JPEBHEIIYMEPCKOM JIMTEpaType U KyJbType, KOrja CXOXKue IO
3BYYaHHUIO CJIOBAa-OMO(OHBI CTAHOBATCS OCHOBAaHUEM JJIsi CPABHEHHUS U JaJeKO HUIYIIUX, HO HE

HEOOOCHOBAHHBIX BBIBOZIOB O MMPOUCXOKACHHUU HAPOAOB, A3bIKOB U (1)CHOMCHOB HCKYCCTBaA.
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QORBI ASiYA MUSIQi TARIXINO DAIR QEYDLOR:
MARK E. KOEN Q9DIM SUMER AGILARI VO AHU TERMINi HAQQINDA

GULTOKIN SAMILLI
Sonatsiinaslig doktoru{ aparici elmi is¢i,
Dovlat Sanatsiinashq Institutu, Moskva

Xiilasa

Moqaladas ilk dofs olaraq amerikali filoloq vo sumeroloq Mark E. Koenin asorlorinin icmali togdim
olunur, onun giris mogqalosi, transliterasiyalar vo Sumero-Akkad motnlorinin torciimoalorindon
ibarat olan iki cildlik "Qadim Mesopotamiyanin Kanonik Agilar1 " (1988) osori osasinda godim
Sumer agilarinin xiisusiyyatlori miioyyon edilir. Todqiqatda morsiyalorin odobi janr kimi
sistemlogdirilmosi, onlarin struktur xiisusiyyatlori, instrumental misayistlo olaqali balag tipli
agilarin mongoyi miioyyon edilir vo Koenin geyri-standart agilarinin — ahi-nun monsayi
konsepsiyasi tohlil olunur. Magqalonin miisllifi hesab edir ki, qala-kahinlarinin yiiksok saslori ila
ifa edilon agilarin odabi dili (sum. eme-sal) musiqi kontekstindo arasdirilarkon Qorbi Asiyanin
pesokar musiqi yaradicilig1 ononasinin kokii kimi qobul edilo bilor. Islamin golisi ilo bu anono
mogam sanati kontekstindo dl¢iisiiz zorif oxumanin (ar. gina’ raqiq) islubi anlayisina cevrilorok
rekontekstlosdirilmis, Azorbaycanda (Cabbar Qaryagdi, Seyid Susinski) vo iragda (Salman Mose,
Ol-Hac Comil Bagdadi) kisi saslorinin yiiksok tessitura fenomenindo qorunub saxlanilmisdir.
Magalada M. Koenin kitabindan Canubi va Simali Qafqazin miiasir musiqi anonasina uygun olan
geyri-standart agilar (aht) haqqinada bir parganin rus dilino torctimasi toqdim olunur. Magalonin
mogsadi Mark E. Koenin Qorbi Asiya musiqi monbalorinin tarixi {izro todris planlarina daxil
edilmali olan asorlorinin aktualligini niimayis etdirmok, homginin oxucunun diqqgotini indiki
dovrdo kegmiso yonoldorok Qorbi Asiyanin biitiin bolgolorindo Sumer-Babil modoni tasir gliciinii
vo miqyasini giymatlondirmokdir.

Acar sozlor: Musiqi tarixi, musiqi monbosiinasligi, godim Sumer agilari, balag (balag), ag1 (aht),
mogam, Qarbi Asiya, Conubi Qafqaz, Mark Koen.
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NOTES ON THE HISTORY OF WEST ASIAN MUSIC:
MARK E. COHEN ON ANCIENT SUMERIAN LAMENTATIONS AND THE TERM
AHU

GIULA B. SHAMILLI
Doctor of Science in Arts, leading researcher, State Institute for Art Studies, Moscow

Abstract

The article presents for the first time an overview of the works of the renowned American
philologist and sumerologist Mark E. Cohen and provides a description of ancient Sumerian
laments based on his fundamental two-volume work The Canonical Lamentations of Ancient
Mesopotamia (1988), which consists of an introductory article, transliterations, and translations
of Sumerian-Akkadian texts. The reader is presented with a systematization of laments as a
literary genre. This article demonstrates their most general structural characteristics, describes
the origins of balag-type lamentations associated with instrumental accompaniment, and Cohen's
concept of the origin of non-standard lamentations-ax0. The author of this article believes that
the language of laments (shum. Eme-sal), performed by the high voices of gala priests, can be
considered in a musical context as the root of the West Asian tradition of professional music-
making, which, with the onset of Islam, was recontextualized into the stylistic concept of
graceful unmetric singing (ar. gina’ raqiq) in the context of the art of magam and ashuqs was
preserved in the phenomenon of high tessitura of male voices in Azerbaijan and lIraq (Jabbar
Garyagdy, Seyid Shushinsky, Salman Moshe, Al-Haj Jamil Baghdadi ect.). Article is provided
Russian translation of M. Cohen's hypothesis on the term ak(, which remains relevant in the
transcription a/ in the territory of the South and North Caucasus. The author hopes that Mark E.
Cohen's researches will become firmly established in programs on the history of musical source
studies, and that this publication will help the reader to understand the past in the present and
appreciate the power and force of the transgression of Sumerian-Babylonian culture throughout
all regions of Western Asia without exception.

Keywords: History of music, music source studies, Ancient Sumerian lamentations, balag
(balag), ah( (ah1), magam, ashugs, Western Asia, Caucasus, Mark E. Cohen.

Magalanin redaksiyaya daxilolma tarixi: 24.03.2026
Qabulolunma tarixi: 15.04.2026
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Pe3rome

TBOpueCcTBO COBpEMEHHOTo azepOalKaHCKOro Kommo3uTopa Iluku AXyHAOBOW sIBIsIETCS
YHUKaJIbHBIM MPUMEPOM MPEEeMCTBEHHOCTH B 00JIaCTH MY3bIKaJbHOTO TBOpYecTBa. OHa SIBIsSIETCA
OJTHOW W3 HEMHOTHX CHIMH-KOMIIO3UTOPOB BocToka, 0OpaTHBIIMXCS B CBOEM TBOPUYECTBE K
MOHYMEHTAJIILHOMY JKaHpPYy ONephl. AKTYalIbHOCTh UCCIIeJoBaHUs npou3BeaeHuit [1. AXyHnoBoH, B
TOM uuciie U omepbl «MexceTu», TUKTYyeTCss HEoOXOJUMOCThIO OOOCHOBAaTH Ha €€ IMpuMepe
BO3MOXXHOCTh COXPaHEHHsI HAI[MOHAJIBHBIX MY3bIKAIBHBIX TPAIUIHMI 06€3 yXo/aa B paAuKaIbHbIN U
ClOKeTHBIN aBaHrapn. llems craThu — wucCClIeIOBaTh 00pa3HO-IPAMATYPTrHYECKYI0 KOHIICTIIIHIO
OJTHOAKTHOM orepsl «MexceTny», a TakKe ee BIUSHUE Ha KOMIIO3UIIMOHHBIN TU1aH ornepsl. B xone
UCCIIeIOBaHMS OBUT TPUMEHEH METOJl IEJIOCTHOTO MY3BIKAIILHOTO aHAaJIW3a, YTO TIO3BOJIUIO
BBISIBUTH OCOOEHHOCTH JpamMaTypruud omnepsl B eauHCTBe (opmbl. KOMITO3UIIMOHHBIN aHanu3
ApaMaTyprud IIOMOT  BBIIBUTH COPa3MEpPHOCTb BHYTPEHHEH CTPYKTYpbl IPOM3BEICHMS.
[TonydyeHHble pe3yibTaThl COJAEHCTBYIOT YINIYOJIGHHIO CYIIECTBYIOIIMX B OTEYECTBEHHOM
MY3bIKO3HAHUKU TIOAXOOJO0B K aHaliu3dy CHUHTC3a HAllMOHAJIBbHBIX TpaIII/IIII/If/'I U aKaaCMHUYCCKUX
XKaHpoB. Pe3ynbTarhl uccienoBaHuss MOTYT OBITh HCHOJIB30BaHBl B YUEOHBIX Iporpammax Mpu
HU3YUYCHUN UCTOPHUU OTE€UYECTBEHHOU MY3bIKHU, a4 TAKKEC CIYXUTb MCTOJUUYCCKHUM mocoonemM JJIsL
MY3bIKOBEI0B-KPUTHKOB, ONIEPHBIX PEKUCCEPOB U UCTIOTHUTENEH.

KuroueBble cioBa: azepOaiipkaHcKas omepa, ofgHoakTHas omepa, [Iuke AxyHmoBa, MexCeTu
I'stamKeBy, IpamMaTyprus, KOMIO3HUIIHSL.
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BBEJEHUE

[Tuke AxyHmoBa — oOJHA U3 SPKUH M CBOEOOpa3HBI COBPEMEHHBIX a3zepOailKaHCKHX
KOMIIO3UTOPOB, B TBOPYECTBE KOTOPOM OPraHWYHO CIUIEIWCHh OPUTMHAIBHOCTH HAILIMOHAJIBHOIO
MY3bIKaJIBHOIO MBIIUICHHS, KIACCUYECKUX TPAaJULUUN U COBPEMEHHBIX TE€YCHHMH MY3bIKaIbHON
KYJbTYDBI.

B teueHne nBYyX AECATWIETHH KOMIIO3UTOP UIAET CBOUM IIyTEM B UCKYCCTBE. TBOpYECTBO
I1.AXyHI0BOII OTMEUYEHO OPUTHHAIBHBIM, TIIyOOKO MHIMBHYaJIbHBIM MOJX0JOM K, Ka3aJoCh OBbI,
W3BECTHBIM HMHTOHALIMOHHO-MEJIOJNYECKHM M COJEP>KAaTeIbHO-CMBICIIOBBIM HJesM. B cBoux
MY3bIKaJIbHO-CLICHUYECKUX, WHCTPYMEHTAJIBHBIX, BOKAJIBHBIX IIPOU3BEICHUAX KOMIIO3UTOP
olpelieNinia BaXKHbIE YepThl COOCTBEHHOrO0 OOpPa3HOTO MHpa, TJE€ KpacoTa, BOIUIOLICHHAs B
MEJIOMYECKUX TEMaX, IPEICTAaeT KAK CUMBOJI HPABCTBEHHOM YUCTOTHI U CTOMKOCTH Y€JIOBEKA.

SBnsisich peACTaBUTENIbHULIEH «4EeTBEPTON BOJHBD» (B JaHHBIM TEPMHMH Mbl BKJIAJIbIBAEM
MOHATHUS MpeeMCTBeHHOCTH TokoyieHnit: Y.I"amkuoeimn — K.Kapaes — A.MennkoB) TBOPYECTBO
I1.AXyH10BO OT/IMYAET IPKOW CaMOOBITHOCTBIO, IJI€ TIABHBIM KPUTEPUEM SIBIISETCSI OCMBICICHUE
LIEHHOCTEH JYXOBHOM >KM3HHM 4YeJOBEKa, IpaxkaaHckas Temaruka. TBopuecTBo [I.AXyHIo0BOM
CKJaabIBalioch B mepuoa obpereHuss HezaBucumoctu AszepOaiimxaHa, Mo3ToMy ObUT JIMIIEH
UICOJIOTUYECKON Harpy3ku. EQUMHCTBEHHass Tema, K KOTOPOM KOMIIO3UTOp KaXkIblil pa3
BO3BpalllaeTcs B CBOEM TBopuecTBe — 3T0 TeMa Kapabaxa, 4To 0OYyCJIOBICHO HOJIUTUYECKHUMHU
peanusaMU HbIHEIIHETO IEPHUOa.

B neopaunapHoil TBopueckoi HaType Iluke AXYHIOBOW CIWINCH BOCIWHO XYJIOKHHUK-
KOMIIO3UTOp, MHAHUCT, MeAaror U TeopeTuk uckyccrBa (II.AXyHaoBa mmeeT cTeneHb JOKTOpa
¢miocopun 1O HMCKYCCTBOBEICHHIO) - SBIEHHE BEeCbMa MCKIIOYMTENbHOE. TBOpYECTBO
I1.AXyHa0BOM, Ha Hall B3IV, B 3TOM IIJIJaHE 3HAMEHATEJIbHO TEM, YTO KOMIIO3UTOP B TEUEHUE
CBOEH JKM3HM Hamucajga psa]l INIyOOKUX TEOPETHUECKHX HCCIENOBaHHUM Mo mpolieMe HU3ydeHHs
MyTraMa M 3TO JAET «KIIOYW» K NMOHMMAHHMIO U OCMBICICHUIO MHOTMX COYMHEHHMM KOMIIO3UTOpA.
Otcroaa - ucciie10BaTeNbCKUN HHTEPEC HE TOJIBKO K €r0 TBOPUECTBY, HO U K €€ BBICKA3bIBAHUSM.

AKTyanbHOCTh HCCHeoBaHUA mpousBeneHuil II.AXyHOBOW, B TOM 4YHCIIE M OIEPbI
«MexceTw» IUKTyeTCs HEOOXOAMMOCTHI0 00OCHOBATh Ha €€ MpPUMepPe BO3MOKHOCTh COXPAaHEHUS
HAIMOHAJIbHBIX MY3BIKAJIbHBIX TPAIULUHI, HE YXOZs B PAIUKAIbHBIA U CIOKETHBIN aBaHrap. Llens
CTaThU UCCIIEA0BATh OOPa3HO-IPaMaTyPruiecKylo KOHIICTIUIO OJHOAKTHOM omnepsl «MexceTn», a

TaKXE €€ BJIIMAHUC HA KOMHOSI/IHI/IOHHI)If/'I IJIaH OIICPHI.
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[Tonmy4yeHHbIE pe3yibTAaThl COACHCTBYIOT YIIIyOJCHHIO CYHIECTBYIOIINX B OTEYECTBEHHOM
MY3bIKO3HAHUU TMOAXOJOB K aHAJIM3y CHHTE3a HAlIMOHAIBHBIX TPAJULUNA M aKaJIEeMHYECKHX
*aHpoB. [IpakTHueckas 3HAYUMOCTh MCCIIEIOBAHUS — PE3YJIbTAThl MOTYT OBITH HCIIOJIb30BAHHI B
y4e0HOM TpoLecce MPH U3yUYEeHUH UCTOPUM OTEYECTBEHHOM MCTOPUHM MY3BIKH, a TAKXKE CIYXKHTb
METOJIMYECKUM NOCOOUEM JI1 MY3bIKOBEI0B-KPUTHKOB, OIIEPHBIX PEKUCCEPOB U UCTIOTHUTENEH.

MarepuaJbl 1 METOBbI.

B xone uccrnenoBaHus ObUT MPUMEHEH METOJ LIEIOCTHOTO MY3BIKAIBHOTO aHAIN3a, YTO
MO3BOJIUJIO BBISIBUTH OCOOCHHOCTH ApPaMaTyprud ONepbl B €AMHCTBE (opMbl. KOMIMO3UIIMOHHBIN
aHaJIM3 JpaMaTypruu IOMOT pa3o0paTh BHYTPEHHIOIO CTPYKTYpPY IpPOU3BEICHHUS, BBIIBUTH HX
copa3MepHocTh. KommiekcHoe ocMbIcIeHHEe 00pa3HO-ApamMaTypruyeckol KOHUEMIUH OINepbl
«Mexcetw» I1.AXyH/10BOM 00YyCIOBUII TEOPETUUYECKYIO 3HAUMMOCTh UCCIICIOBAHMUS.

[IpencraBnenHass HamMu paboTa SBISETCS MEPBOM TMOIMBITKOM KOMIUIEKCHOTO aHalu3a
o0pa3Ho-apaMaTypruaeckoil KOoHIennuu onepsl «HaraBan», a Takke JIGUTMOTHBHOTO Pa3BUTHS
npousBeneHus. W3ydenuro omepsl «Mexcetn» [I.AXyHIOBOW TOCBSIIEHBI HUCCICIOBAHUS
OTEYeCTBEHHBIX HccienoBarenei, kak M.babaesoii [1], A.I'yceiinnu [2;3] u C.PycramoBoii [4],
KOTOpbIE B CBOMX TpyJaxX aHaJIU3UPOBAIN CTPYKTYpY, JIpaMaTyprui0 COUYMHEHHS U UCTOPUKO-
KyJbTYpHBI KOHTEKCT oOpa3a Mexceru ['ssHmxeu. B mpomecce paboTsl Haj craTheil 0coOyro
3HaYUMOCTh  00penu  3apyOeXHble HCTOYHHKH, pacKpbiBaiouie (EHOMEH >KEHCKOTO
JUTEpPaTypHOTO TBOpUYecTBAa Ha npuMepe Mexcern. B 3amagnom BocTOKOBeAEHMM K M3Y4YEHUIO
HaCJIeUsl MmodTecchl obOpamanuch Takue uccienoBatenu, kak W.T.I1. me BbproitH, M.XoMMoHz,
®pancya e binya, M.Mommpmwim [10;11;12;13]. Marepuansl MNEPHOIMUYSCKOW TeUaTH U
CHEIMATM3UPOBAHHbBIE DJIEKTPOHHBIE PECYPChl COCTABUIM HH(POPMAIMOHHO-(PAKTOIOTUYECKYIO
0a3y uccnenoBanus [6;7;8].

XynoxecTBeHHbIN 00pa3 JerengapHoi nodreccbl Mexceru I'ssnakeBu

Ha cerognsmnuii eHb BEpIIMHHBIM INpousBeAcHHEM I[I.AXyHIOBOW NPHUHATO CUYUTATH
OJTHOAKTHYIO omepy «MexceTn», B KOTOPOW KOMIIO3UTOP PACKPBLI 00pa3 JiereHIapHONW TO3TECCHI
XIT Bexka — 3omororo mnepuoja MWcmamckoi I[luBunuzanuu, HazBaHHOTO MyCylabMaHCKUM
Peneccancom — Mexceru I'sumxeBu. B cBoeit onepe I1.Axynnosa oOpamiaercs k Teme CyabOsl,
TBopuectBa u beccmeprHocTH XyA0KHUKA.

Kak ormMeuaeT cama KOMIo3urtop:

«Onepy s Hanucana 3a Heckoabko mecayed. QOHAKO Moe 3HAKOMCMBO C MEOPYECmBEOM
Mexcemu nauanoce 6 2013 200y, xozcoa no pacnopsicenuro Ilpesudenma Hnvxama Anuesa 6
cmpane ommeuanoce 900-1emue co OHs podcOeHUst 8blOAIOWELCS A3ePOAUONCAHCKOU NOIMECCHL.

B pamkax Nno020mosKu K amomy r00unero 20mosuncs OUCK us np0u3eedeHuﬁ, HANuUcCaHHvlx Ha ee
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cnosa, u co cmoponvl @onoa Ieiidapa Anueea mue nocmynuno npeoodiceHue Hanucams NecHio
uny pomanc. Omo OblIO0 0YeHb B0IHUMENbHO U 00s3b18an0 Ko MHoz2omy. C npoepammot,
cocmosaweti uz 10 Mmoux necen u poMancos, KOmopbwle OULIU 8 OUCK, Mbl 8bICHIYNULU 8 HECKOIbKUX
2opodax Dpanyuu. Hx ucnoansnu uapoowvie apmucmel Azep 3euinanos, Atieton bauipamosa,
Hazaxem Teiimyposa, Anum I'acvimos, oo Mypadoea u Op. [lee necnu u3z decsamu UCHOAHAL
Hawl ysasicaemvlil 80Kaaucm, pykogsooumenvb menekanana «Madaniyyaty 3acnysicennsiti apmucm
Pamuns  T'aceimos. Ou oice sasnsiemcs asmopom udeu HANUCAHUSL DMOL  Onepvl U ee
800xHo8UmMenem. Bozmooicno nomomy, umo s aensarocy npooonxcamenem wxonvt .1 apaesa u e2o
yuenuka Apuga Menuxosa, baremuas my3vika MHe OudxdCe ONepHoll, 8edb 6ce Mbl 8bIPOCIU HA
mysvike danemos «Cemov Kpacasuy» u «Jlecenoa o nobsuy. Ho 6 npoyecce nanucanus onepwi s
NOHANA, YO OHA MHe pOOHee, Yem banem, U, aHATU3Upys SMom MOMEeHm, NPULLLA K 861800, 4mo
6 KOMNO3UMOPCMBO 51 NPULLILA Yepe3 OKATbHYIO MY3bIKY U pabomy ¢ nosmuyeckumu mexcmamu.» [5].
Mexcertu ['ssHIKEBU BOIILIA B HCTOPHUIO HE TOJIBKO KaK MMO3TECCa, MACTEP UTPHI B IIAXMATHI,
HO U Kak rneBuua [12], a Takxe B KauecTBe My3bIKaHTa (OHA Oblja UCIIOJIHUTEIbHUIIEH Ha YEHTE,
yae, u tape [10]. Kak ormeuaet C.PyctamoBa, «8 cgoeti noasuu M.Isan0xceeu yacmo ynomunaem
maxue My3blKalbHble UHCMPYMEHmbl, KaK YeHe, HoU, bapoem, pebad» [4, c. 50], omHako Oonee
Bcero Mexceru ['sH/DKeBH yIIOMUHAET YEHT, U 3TO MO3BOJISIT HaM CJIeJlaTh BBIBOJI, YTO HanOolee

JIIOOUMBIM MY3BIKaAJIbHBIM NHCTPYMEHTOM ITO3TECCHI OB YEHT.

— T e = Hrpait Ha yaHre, CBOJ NPUINYHN JIOXKEH,
il ’/'ffb'/;ly’(,}/'b;ﬁb: i o -‘an/u,ﬁi/ lL":J;._"'/j:U:L;{ i o
e . : N 7 et e Bk [Ipenpiaiicss MEHbEM U KOBPOBBIM JIOKEM.
| TR [T e
IS o MoJMTBEHHBIN K€ KOBPUK HU K YEMY —
| .m—‘y;/d L:uh b{;{‘:')’/"/"; ‘ p y

MBI 3a KyBILIMH BHHA €T0 3aJI0KUM. [6]

Bonee Toro, BO MHOTMX MHHHATIOPAX, W300pakarolIiX

modTeccy, oHa wurpaeT Ha deHre. CaMbIM HW3BECTHBIM

nzoopakenrneM Mexceru ['sHmkeBu sBisieTcss MmuHuaTiopa XV I

Beka, n3 «Maxanuc anb-yimak» («CobpaHus BIIOOIEHHBIXY ),

HanncanHoM XyceiiHom nOH Mcmamnom [Mazypraxum (1552 r.)

Jlannast MuHuaTIOpa XpaHUTCS B AHIIUUM B OuHOIMOTEKE
Okcdopna. (The Bodleian Libraries, University of Oxford, MS
Ouseley Add. 24, fol. 170r.)

Pucynok 1. Munnatiopa «Cyaran Canmkap
3aCTaeT CBOIO BO3JII00JIEHHYIO,
pasBiiekaiomyto MexceTn B CBOeM LIATPE».
XVI Bek. Boaeanckas 6ud1noTexa 32
Oxcdopackoro ynupepcureTa
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bonpmmHCTBO npou3BeneHnii Mexcetu ['SHIDKEBH HE COXpaHWIHCh. 10 IMOITHYECKOE
Hacyenue, KOTOpoe JOIUIO A0 HalluX JHEH, ObLJI0 COOpaHO MO Pa3UYHbIM KHUTAM M CBUTKAM,
otHocamuxcs K XIII—XVII BekaMm, B o0cHOBHOM U3 gactaHa «Amup Axmen u Mexcern». J[aHHbIN
JacTaH MMEET MCTOPHYECKYI0 OCHOBY. IloMHMMO W3BecTHOro nacraHa, obOpas Mexcetu ObuI
MPEACTABICH KaK TePOMHS POMAaHTHYECKHX CKAa30K, CaMOM paHHEeW M3 KOTopbix Obuta «Wnaxwu-
Hama» cyduiickoro mo3ta Arrapa u3 Humanypa [11, c. 85]. Ucropust moBecTByet, uto Mexcetu
OBLT TIEBIIOM IIPU JBOpPE CebDKYKCKOro mpaButenss Axmana Canmkapa (Hauamo XIII Beka).
IToxoxas uctopus onucana B koHie Xl Beka AbOnamnaxom /[xayxapu B ero KOMMEHTapuH K
«Kacuna-iiu xaynus». TeM He MeHee, OHO He ObLTO B3siTO U3 «Mmaxu-nama» Atrapa [11, c. 85].

besycnoBHo, Tako# sipkuii 00pa3 mutaaiiel COBpeMEeHHUIIbI BeMKoro Huzamu He cmoriun
HE OTMETUTh B CBOEM TBOpYECTBE JeATenH a3epOaipkaHckod KyiabTypel. OO6pa3 Mexceru
I'sHpkeBU BriepBble NMOSBUIICS Ha a3epOaiimkaHckoi cueHe 16 aBrycra 1942 roxa B criekrakie 1o
neece Mextu I'yceitna «Hwusamm» (Ha cuede AsepOaiipkaHckoro I'ocynapcTBEHHOTO
HpamaTtudeckoro Teatpa no ciaydato 800-netuss Huzamm).

OO6pa3 mosTecchl B Ka4eCTBE THTYJILHON I€POMHH CTajl OCHOBOM IMbeChl a3zepOaiipkaHCKOM
nostecchl Ksamanu Araesoil «Mexcetn» (mpeMbepa criekTakis rno nbece K.AraeBoil cocrosuiack
24 okta6ps 1964 roma Ha cuene HaxwueBanckoro [ocymapcTBeHHBIM My3bIKaTbHBIM
JlpaMaTudeckum Tearpa)

Cpenu KOMIO3UTOPOB, BHEpBble K 00pasy Mexcetn oOparuics Oprorpyn JxaBun.
Komnosutop HamepeBalicst co3/aTh onepy 1no MotuBam nosmsl Hursip Pagubeiinu, nocpsimeHHOR
Mexcern. B cBeTe H3BECTHBIX IpaMaTHYECKUX COLMAIBHO-TIOJUTUYECKUX COOBITHI NepBO
MOJIOBUHBI XX BEKa M B CBS3U CO CMEPThIO KOMIIO3UTOpa, omepa «MexceTtu» ocTanach
He3akoHYeHHOU. Jlasee oTrmeTum omepy OnbHapbl JlamameBoil. OmgHako omepa He Obula
IIOCTABJIEHA HA CLIEHE, U KOMIIO3UTOpP HE COXpPAHWJIa HOTHBIM MaTepuall OIEpbl, IO3TOMY OIEpY
0. lagaiieBoif MOXHO CUMUTaTh yTpaueHHou [4, ¢.130].

Takum obOpa3zoM, npousBeaeHHe Kommozutopa Iluku AxyHnoBoil «MexceTn» MOXKHO ¢
MOJIHBIM OCHOBaHUEM CYMTATh MEPBOW ONEPOM, MOCBALMIEHHON BEIMKON MO3TECCE, TOCTABICHHON
Ha OINIEPHOM CLIEHE (aBTOPOM UJEH CO3JaHMsI onepbl U npoekTa cran Pamuibs ['aceimoB). ITpembepa
olepsl, cocTosiBIIascsd Ha clueHe AsepOaiipkanckoro l'ocynapcTBEHHOTo AKaJaeMHYECKOTO
Teatpa onepsl u Ganera B 2019 roay, u crajsia OIHUM U3 APKUX OTEYECTBEHHBIX KYJIbTYPHBIX
npoekTtoB. CrekTakib ObLT MpeacTaBieH B paMkax XI MeXIyHapogHOTO MY3BIKAIBHOTO
¢dectuBans umenu Yizeupa [amxuleinu. «Vuuxanrvnocms OanHOU NOCMAHOBKU COCMOUM 6
eenoepHom acnekme. Bnepsvie cyovba orcenuunvi-nosmeccol Mexcemu [anoxcesu 6wvina

UCNno1b306AHA 6 oOnepe JHCEeHUUHbl-KoMnoumopa Tuxe Axym)oeoﬁ no Jzu6pemm0 HCEHUWJUHbL-
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cyenapucma, nucamenvHuysl Jletinvr I'adupzade u 6 nocmanoske (U NO COBMECMUMENLCINEY
2/1a6HOU UCnoaHUmMenbHuYbl onepvl) Unapol babaesotiy [2, c. 4].

B cnekrakne uaenHbll BIOXHOBUTENDL omnepbl «Mexcetn» Pamuip ['acbiMOB MCIIONMHUI
MapTUH BO3MIOOJIEHHOTO To3Tecchl AMupa Axmena. B crekrakiie 6butn 3aneiictBoBanbl Dsprana
laceimoBa (Xanenne), Tanex SAxbseB (Cynran), ®axmuna Axmemisl (Besups), Winbrapa
MamxnymoBa (Huzamu), @axpu Humkar Kazum (I'onerr). My3bIkanbHOE CONMPOBOXKICHHUE OBLIO
OCYIIECTBIICHO CUM(OHHMYECKHM OpPKECTpOM HMMeHUM Hus3u moj pyKOBOJCTBOM 3acily>KEHHOTO
aprucra Hasuma T'ampxkuanubGexoBa u  Xopa wuMmenu Jxaxanrupa JxaxaHruposa
Azepbaiimkanckoro TeneBunenust 1 Paano. Tanis!l Obimn moctaBieHsl B Xxopeorpaduu Tapansr
MypanoBo#, koctiombl — ®axpumn Xanadooit, xopmeiictep Illaxna AseknepoBa, XyI0KHUK-
noctaHoBmK Papun Hamkados u Buneorpad mutpuit Mopo3os.

JApamaryprudeckasi 0CHOBa onepbl «MexceTn»

Omnepa «MexceTn» - TUPUKO-IICUXOJIOTMYECKas Ollepa U NPUHAJUIEKUT K TaK Ha3blBaeMOM
«Majoil onepHoit popme» — kamepHoil ornepe. HecMOTpst Ha OJTHOAKTHYIO CTPYKTYpY, IO CBOEH
00pa3HO-CIOKETHOW  KOHIENIMM U  KOMIO3UIIMOHHOMY IUIAHY OHA MpUONMKAeTCs K
«TIOJIHOMETPaKHOMY» (TepMHH B.BaHciioBa) onepHOMY CIIEKTaKIIIO.

Kak ormeuanoce Bblmle, croker onepbl II.AXyHZOBOH OCHOBaH 1O MOTHBAaM JacTaHa
«Mexcetu u Amup», coznanHoro B XlII Beke (pykonmucHble KONMHUM JacTaHa XpaHATCA B
AzepOaiimxanckoM HMuctutyTe pykomuceir, B CramOyne u Jlonmone). Ilpu stom mocnemnue
UCClIeIOBaHMs  a3zepOail/kaHCKUX JIMTEepaTypoBeIOB MOKa3bIBalOT, 4TO aBTopoM "JlactaHa"
spisiercs xuBiwid B X111 Bexe azepOaifpkaHCKUH TIOAT U yueHbId AOayiuia JlkaBxapu FOBEJIHP U3
Tebpuza, a repou, B ToM uncie nodtT Amup Axmen, ['sumxunckuii [ax (Cynaran Myxammen) u
I'samxuackuii [lax I (Cynran Maxmy), SIBASIOTCS peallbHBIMH JTUYHOCTSIMH. C 3TOH TOYKH
3peHHs COOBITUS B YHOMSHYTBHIX OINEpax CBA3aHbI ¢ HUMM U JIIOOOBBIO K AMHUpPY AXMeny, €ro
0o0pa3oM J>KU3HHU, OKpY)Kalolled Cpenod, KyJIbTypoll TOrOo BpEMEHH, €ro MpHeMaMu IIpU
KOPOJIEBCKUX JIBOpaX, TBOPUYECKUMH ycliexaMu modsTa. bosee Toro, nepcoHaxu jaacraHa — AMHp
Axman, npasutenb ['sHmxu Cynrtan CaHIpKap Hallld OTpaKeHUE B TMO33UM caMoil MexceTu

I'aumxeBu:

[Mapckum nmenem Hapék Te0s Canmxap
«Benuuatimei» ocTtanach Thl HaBEKH,
My3bI TBOU TaJIAHT JIEJIEAIIN B HETE.

B cTuxax TBoMX JIF0O0OBB — CBSIIEHHBIA HEKTAp,
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TBost 11000Bb ObLITa OHA — onuH IooT,
Ero GoroTBopwuiia aHTeIbCKOM TyIION,
OH My»xeM ObLT TBOUM — €IMHCTBEHHBIN POTHOM,

Prinaps uectu u mo68u — Amup Axmen [8]

OnHako MeXay 3MUYECKUM U ONEPHBIM JIMOPETTO €CTh HEKOTOpbIe pa3nuuust. OJHOAKTHas
CTPYKTypa W cama cHelH(HuKa ONEepHOro *aHpa HE IO3BOJSET PACKpPBITh IOCIEI0BATEIbHOE
MIOBECTBOBAHME JacTaHa. bplau OTOpOLIEHBI MOMEHT pOKIAeHUs U 00ydeHus Mexcetu u AMupa
Axmena; ux mepBas BCTpeua, MPEMSTCTBUS Ha IyTH BIIOOJIEHHBIX; 3IH30J, OTpaKaroIIUN
packpbiTue Mexcetn u AxMena AMupa B KaueCTBE UCKYCHBIX IIaXMAaTUCTOB; UTPa B IIaXMaThl U
nobena Amupa AxMena HaJ INpaBUTENEM, a TaKK€ OCOOCHHOCTb IMO3TUYECKOIO TBOPYECTBA
MexceTn - «MacKUpOBaTh» B CBOMX pyOaum CEKPETHbIM CMBICH (SKBUBAJIEHT MOATHYECKON
CMBICJIOBOM 3araJiki) KOTOPbIH MOr pacmugpoBaTh TOIbKO AMup Axmen u T.1. B cBoeii omnepe
aBTOpBI COXpaHWIN JHIIb J1I000Bb Mexcetu 1 Amupa Axmena, ux cBajap0y, IieHeHue Mexcetu
1o npukasy cyiarana Canaxapa, cMepTh BIIOOJEHHBIX U OeccmepTue a00Bu Mexcetn U Amupa
Axmena coxpaHuBLIeics Oarogaps 1acTaHy Ha Beka.

[To cytu, B croxkeTe omepsl HpocieXuBaeTcsl sBHas AuddepeHnuanus IByX MHpPOB —
«cyacTivBasg J000Bp Mexcetn u Amupa Axmena» (B aHTypake BOCXBajeHMsI ['SHIKU U
’KAHPOBO-OBITOBOH CIIEHBI B U€CTh CBAJIbOBI BIIOOIEHHBIX) U «IUIEHEHU MexceT» (4yKIbli MUp
JIBOPIIOBOTO OJieCKa M HEBOJM), KOTOPBIH CJIOBHO «pa3pe3aeT» XH3Hb I'€pOMHU Ha «JI0» WU
«I0CTIe.

Cama cTpyKTypa Oomnepbl, HeCMOTpPs Ha OJJHOAKTHYIO COCTaBJISIFOILYIO, JEJIUTCSI Ha YEThIpe
KapTUHBL. B OCHOBe pa3BUTHUHN JpaMaTypriuu CLIEHUYECKOTo AEHCTBHSI — KJIACCUUYECKHUH JTI0OOBHBIN
TpeyrosibHuK - Mexcetn — Amup Axmen u Cynrtan Canmxkap. XoTs J1000BHBIE MPUTSI3aHUS B
ONIEpHOM JAEWCTBUM NPEJCTABIECHBI ONOCPENIOBAHHO (HET MPSIMOIO JIOMOTaTeNIbCTBA CO CTOPOHBI
Cynrana, numb kejlaHue, 94ToObl MexceTu ocTanach BO JIBOPLE), HA CAMOM JieJIe €CTh Ia3ellb

MexceTH, NOCBAIIEHHAS TaHHONW TEMATHKE:

Tebe He yepkaTh MEHs, HECMOTPS Ha LIAPCKUN YHH.
Tebe He ynepkaTh MEHS MPUKPBIBIINCH 3aKOHOM.
TeOe He MPUKOBATH KEHIUHY K IOMY CBOEMY.

KeniuHy, 4bM KOCHI CJIOBHO IENKOBas Lenb. [13, c. 133]
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Takum oOpa3oM japamaTypruyeckas pa3BUTHE CIEHHUYECKOrO JIEWCTBUS  OIEpbl
IT.AxynnoBoii «Mexcetn» mpeacrasiena: [leppas kaptuna — Okcno3unus (Beenenne B mMecTo
NeicTBUs, pacKkpbiTue TI00BH Mexcetn u Amup Axmena); Bropas kaptuHa — 3aBsi3ka AeWCTBUA
(ITpencraBnenue Cynrana Canjxapa u mieHeHue Mexcern); Tperbsa kaptuHa — Kyiasmunauus u
Pa3Bsizka npambl (TpUO OCHOBHBIX Y4aCTHUKOB Jpambl — Mexcetn, Amup Axmena u Cynrana
Canmxkapa); Yersépras kaptuna — Gunan-anodeos (beccmeprue).

Takum o00pa3om, apamMaTyprudeckoil ocHoBOM omepsl «Mexcetm» IILAXyHmoBoil —
SBIIACTCS «HOJsipHast KOHPIUKTHOCTRY (TepmuH W.Tonunuuoil). B omepe comepkarcs nBa Tuia
JpaMaTyprudaeckoro KOH(IMKTA: IEHTPAIbHBIN JTI0OOOBHBIA KOH(IHMKT, MOCTPOCHHBIA Ha CXeMe
KJIaCCUYECKOro Jr000BHOTO TpeyroibHuka (Mexcetu — Amup Axmen — Cynran Canmkap) u
MICUXOJOTHYECKU (BHYTPEHHHI) KOH(IMKT, 3aCTaBIAIOIINNA T€POUHIO CHENaTh BHIOOP MEXay
KHU3HBIO U CMEPTHIO — CBOETO PO/ia AIJIETOPUUYECKOE BOIUIOMICHHE KOH(IMKTa MEXAY YEIOBEKOM
U €T0 Cyah00H.

JlanHast TeHIEHUUs CBUJECTENLCTBYET O CTPEMJIEHUM KOMIIO3UTOpAa TPAKTOBaTh CHOXKET
OIephl B CBETE OOIIECUYEIOBEUECKUX, «BEUHBIX» KOH(IUKTOB U Mpo0IeM Ha OCHOBE COOBITUN Kak
KOHKPETHBIX BO BPEMEHM, TaK M BHEBpPEMEHHBIX. KOMIO3UTOp TakUM MOAXOJOM Kak Obl
MOMUYEPKUBAET, YTO CIOKET, OTPAXKEHHBIN UM B OIIEpE, aKTyaJIeH B JIF000€ BpEMS.

CrnenyeT OTMETHTH pOJIb JIGUTMOTHBOB B CKBO3HOM ITOCTPOCHHUHU ApaMaTypruuecKoro
nerictBus onepel. B onepe 1. AXyH10BOM TPUCYTCTBYIOT JIBa JIEHTMOTHBA — JIGUTMOTHUB TJIaBHOM
TepOMHH U JeUTMOTHB Amupa Axmena (BTOpod JIEHTMOTHB MOKHO OXapaKTEpH30BaTh U Kak
neiTMoTuB 00BN Mexcetn u Amupa Axmena). Kak otmeuaer A.I'ycelinnu:

«/Jletimmomusvt NPOHU3LIBAIOM BeCb MY3bIKANbHBLU Mamepual onepvl”’ macmepcmeo”: onu
nepenyiemaromcs, MeHAMcA U pa3euearomcs Ha npomsadxceHuu ecei onepul [...] Iloemopmuoe
UCNONb306aHUe GeOYWUX TMEeM HA PA3HBIX 2MANAX pPA3GUMUS OpaMbl GbIAGIAEN GHYMPEHHUE
“npyscunvl”  Opamamuyeckozo  Oelicmeus, ncuxoio2uyecku obocmpsiem e2o  “‘yznosvie”
MoMeHmbl, 6edem K KYIbMUHAYUU Onepvl. Imo nomoz2aem onpeoelums 00OpasHvle U
IMOYUOHATIbHBIE ACNEeKMbl KOHKPEMHOL ONepHOl cyenvl. B mo e epemsa ocnoembie netimmomugsl
onepul (Mexcemu u Amup Axmed), vlcmynarowue maxdice 8 poiu HOPMPEmMHbIX XAPAKMEePUCMUK,
PACKpblearom u SMOYUOHANLHBIN NOOMEKCM CYEHUYeCKo20 Oeucmsus, a 6 3aKIUUmenbHOU
yacmu npoussedeHUst OCyuwecmsisaom o00oweHue e2o udetno2o cooepicanus. Takum obpazom,
npumMeHenue 1eummomu08 cnocoocmayem noOBUNCHOCMU, OUHAMUYHOMY PA38UMUIO ClOJICEema,
PACKpblaem CMbIC He MONbKO OMOENbHbIX COObIMULL CYEHUUeCcKoUu OessmenbHOCmuU, HO U

npouseedenus 8 yeiom» [2, ¢. 65-66]
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Komno3unnonHo-1paMaTypruyeckasi pojb xopa B onepe «MexceTw».

Hecmotpst Ha 01HOYACTHYIO CTPYKTYPY, OTMETHUM 3HAYUTEIBHYIO POJIb XOPOBBIX SMTU30/10B
B IUIaHE TIOCTpOeHMs Japamaryprudeckord kommosuimu. ([lonstne «apamaTypruyeckas
KOMIIO3UIIUS» - O3TO CHoco0, € TOMOIIBI0 KOTOPOTO YIOPSIOYMBACTCS JpaMaTHYECKOE
MPOM3BEACHNE, KaK OpraHW3alysi JCHUCTBUS B NPOCTPAHCTBE W BO BpeMeHHU. boiee moapoOHO
JTaHHOE ompezesieHre packpbiTo B kHure Yuctioxun U. «O npame u apamaryprum» [9]).

Kak ormeuaer ll.I'amxueBa: «Hapsady ¢ mpaouyuonHviMu onepubiMu Gopmamu maxumu
Kak apus, 0yam, mpuo, 8 onepe wupoKo ObLIU UCNOIb308AHbI MaKlce Xoposvie cyeHvl. MoicHo
CcKa3amv, 4mo XOp AGIAemcs 6e0VWUM 36€HOM 6 PA3eUumuu Opamamypeuvyecko20 niaHda 6cel
onepul. [loouepkHém, umo Xoposvie cyemnvl, obpamsowue onepy, OMIUYAIOMC KPACOUYHBIM
Konopumom. Becoma evipaszumenvhvim xopogvim 3nuzodom aensemca «laiune dax» uz nepsoi
KapmuHvl. Oma cyena uHmepecHa mem, 4mo KOMNO3UMOP 6800Um CHOOAd OMPbIGOK U3 My2ama
«Ceesixy, a nocie 0eMOHCMpUpyemcs dnu300 8 dyxe azepoauoHcaHcKo20 HAYUOHATbHO2O0 MAHYA,
KOMOPbIL CMAHOBUMC OOHUM U3 APKUX HOMepog onepvl. Myeam «Ce2saxy, UCHOTHAIOWULICA
«XaHeHoey, obpamisemcs XoOposviM U MAHYEBAIbHLIM INUZ000M. MU INU300bL USPAIOM CB0e20
pooa poiavb «mecHupa» u «penear. Hazeanuvie nomepa omuocames Kk c6a0eOHOMY MOPAHCECHBY
Mexcemu u Amupa Axmeoa u3 nepgoti Kapmumwsl, npeocmasiaowel cobou HApoOOHOe eceilbe.
My3zvika omauuaemcst ceoetl npocmomoit u 6bimoevim xapaxmepom [5].

[Ipy >TOM cCMemIaHHBIM XOp BBHITOJMHSET Pa3IUUHYIO JIpamMaTyprudeckyro (GyHKIHIO B
orepe:

1. ¢onoByro (BcrymurenbHblii x0p «Cimdim Gonco g¢ayinda» - «Mckymamnace B peke
I'staKxa» 13 nepBoi KapTUHBI);

2. ’KaHpOBO-OBITOBYIO B BHJE (M3 mepBoii kapTuHbl «Galing bax, galino» - «ITocMoTpu Ha
HEBECTY»);

3. KOMMEHTHUPYIOIIYIO (M3 BTOpoii KapTHHBI «Lonat sona, Mahsati!» - «Byap mpokiisiTta Thl,
Mexcetu!» u u3 Tpetheit kaptunbl «Hargcondi diinyada 6lim gergokdir» - «Xots cMepTh B 3TOM
MUpE peasibHay);

4. npocnasienue («YOX-yox, 0 Olmomis - Olmiir sairlor» - «Het, He ymepna oHa — He
ymuparot nodtei» U «Dahilor heg vaxt, he¢ zaman 0lmoz» - «['eHnn HUKOTIA HE YMHPAIOT» W3
4yeTBEPTOM KapTHHBI). CieayeT OTMETUTh, YTO B (uHasE (UeTBEPTON KapTHHE) XOP BBICTYMHAET KaK
€IMHCTBEHHOE JICHCTBYIOIIIEE JIHIIO, MOBITOKUBAIOIINM OCHOBHYIO UICIO OMEPHI.

Crnenyer OTMETHTh M KOMIIO3MIIMOHHO-JIPaMaTypruieckylo posib xopa. Kommosutop
UCTIONB3YeT JpaMaTyprUuecKuil TMPHEM «KOJBIIEBOTO OOpaMIICHUS» - OIEpbl HAuWHACT H

3aKaH4YMBACTC XOPOBBIMHU HOMCPAMMU.
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TakuM 00pa3oM B CBOEM TIEPBOM OIBITE OOpaIeHUe K onepHOMY kaHpy I[luka AxyHmoBa
IIPOOJIKAET JIMHUIO BeNMKOro Yisewpa ['ajpxubeilniu, B 4aCTHOCTU BEPIIMHHOTO MPOU3BEACHUS
Komnosutopa - omnepbl «Képorns»y. Tpaauuus ramkuOEKOBCKOTO NMHUChbMa OCHOBBIBAETCS Ha
HAIlMOHAJbHYIO JIQJIOBYI0 OCHOBY MY3bIKAJIbHOI'O $3bIKA; BBEJICHHUE JIEHTMOTUBHON CHUCTEMBI,
CHOCOOCTBYIOILIEH CKBO3HOMY pa3BUTHIO OIEphl; HAJIWYMS SIPKUX OIEPHBIX apuUH-TIOPTPETOB
OCHOBHBIX TepoeB — Mexcetn, Amup Axmena u Cynrana Canmkapa pa3BEpPHYTHI B paMKax
OJITHOAKTHOW CTPYKTYPbI XOPOBBIX CILICH.

Takxke OTMETHM, YTO HECMOTpPS HAa OJHOAKTHYIO CTPYKTYpPY OIEphl, KOMIIO3UTOP TaKKe
BOCIIOJIb30BAJIaCh Ta/PKUOCKOBCKMMHU TpuéMaMu U3 omepbl «KEporisl», BBOAS Takue BCTAaBHBIC
HOMepa Kak «XaHeH i€ I'bI3» U Xopeorpadpuueckuii Homep «Taneu» B mepBoit KapTHUHE.

Takum o00pa3oM, B olepe, HECMOTPsS Ha OJHOAKTHYIO CTPYKTYpPY €CThb HECKOJBKO
CMBICJIOBBIX JIUHUH. JTO:

- Jlro6oBb 1 Pazmyxka,

- Uckymienne u Hepous;

- Cmepth 1 BedHOCTbD.

OOmast xommo3uius omnepbl «MexceTn» coyeTaeT B cebe apoyHyl CTPYKTypy H
JpaMaTypruuyecky OIpaBJAAHHOE BHYTPEHHEE MABW)KEHHE OT NEpBOM KapTUHBI K MOCIEAHEH,
KOTOpBIE CBS3aHO C ABYMS KOH(MIUKTHBIMU JTUHHUSIMH JIpamMaTypruu:

— B paMKax KJIaCCUYECKOI0 JIIOOOBHOTO TPEYTrOJIbHUKA U

- BHyTPEHHETr0 KOH(IIUKTA.

OTa JBOWCTBEHHOCTb IIOAYEPKUBAETCS HAJIWYUEM JIBYX IPOTHUBOIOJOXKHBIX UACH-
CHUMBOJIOB, KOTOpPbIE OTPa)KalOT MPOTHUBOPEUYMBBIE OTHOIIEHHUS YesoBeKa M BpeMeHHu. [lepBblil —
CUMBOJ TIPEJaHHOW JIOOBM, KOTOpBIH MPOXOAUT uepe3 BCIO ONepy, IModay4yas HOBYIO
SMOLIMOHAIBHYIO OKPAcCKy: B IIEPBOM KAPTHUHE 3BYUYUT CBETJIO, PaJOCTHO, C HAJEXK/10i, BO BTOPOM
KapTHHE 00pa3yeT TPEBOXKHBIN (POH, B TpeThel KapTHHE CO3JAeT OIIyIIeHHEe OOPEeueHHOCTH, a B
4eTBEPTOM KapTHHE mNpuoOperaeT ¢aTajbHOE 3By4yaHHe. BTOpoill CMMBOJII — 3TO BOIUIONICHHE
OCHOBHON MM OIEphl: HAEU BEYHOCTH, BO3POXKAEHUS, IMpeoaosieHus l'eHueM (¢aTaabHOro,
POKOBOI'O Hayana.

HNwmenno B ¢unane omepsl BcTaét Tema [1ooT m Bpemsi — TakoBa mamsTh KyJIbTYpHl U
naMsTh UCTOPUH, CEMaHTHKa 00pa30B M COOBITHM, OcTaBIIMXCS B Bekax. JlaHHas Tema yxe Obuia
anpoOupoBaHa B omepax azepOalpkaHCKUX Kommo3uTopoB. OOpa3 mportuBoctosHus Ilosta u
[IpaButens yxe Obula wucnoib3oBaHa B omepax «Huzamm» A.bapanGeiiin u  «Barud»

P.Mycradaesa.
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Crnemyer OTMETHTBH, YTO €CIIM OKPYKAIOMIWK HCTOPUYECKHN aHTypak omepsl Ha (oHe
KOTOPOT'O pPacKpbIBAaeTCs JHMYHAs JpaMa IJIaBHBIX IE€pOEeB CTATHUYEH, TO IVIaBHbIE 00pa3bl ITOrO
JH000BHOIO TPEYroJbHUKA uepe3 aHcaMmOyieBble HOMEpa JlaHbl B AMHAMUYECKOM pa3Butuu. Ilpu
3TOM KOMIIO3MTOP KaK B PACKPBITHH OKpY’Karolield 0OCTaHOBKH, TaK M B PA3BUTHH CIIEHUYECKOTO
NEHCTBUS MIMPOKO MCHOJIB3YET >KaHPbl TPAAUIIMOHHOW MY3bIKU (Myram, TaHel, necHu). OnHako
OCHOBHOE€ BHMMAaHHUE B omepe ObUIO YAEJIEHO CO3JaHMI0 TOHKOI'O ICHXOJOTHYECKOro MOpTpeTa
IJIaBHOW F€POUHHU.

HecMoTps Ha OIHOAKTHYIO CTPYKTYPY, B ApaMaTypruv pa3BUTHUsS CLICHUYECKOIO IEHUCTBUS
0co0yr0 poJib WTparoT XOpoBble HOMepa. HaumHas ¢ mepBoil KapTUHBI 10 KOAbI-arnodeosa
(ueTBEPTON KApTUHBI) XOPOBBIE HOMEPA BHINOJIHSIOT Pa3IMUHYIO JpaMaTypruuyecKyo (QyHKIHIO:
(OHOBY10, XKaHPOBO-OBITOBYI0, KOMMEHTHPYIOLLYI0. B (hrHase onepsl XOp CTaHOBUTCSI OCHOBHBIM
U €JUHCTBEHHBIM JCHCTBYIOLIUM JIULOM, ITIOJBITOKUBAIOIIUM OCHOBHYIO UJICIO OIIEPHL.

B 3axmoueHnn otMeTuM, 4yTo omepa «MexceTn» cTana BaXKHOW CTpaHULIEW TBOPYECTBA
[luke AXyHI0BOH — NHEPBBIM OINBITOM KOMIIO3UTOpPA B CO3/IaHUU MY3bIKaJIbHO-CLHEHHYECKOIO
npousBeneHus. [IpoGiema TBopyecTBa — 3TO OPraHUYECKOE COBMEIIEHUE B €IMHOE IIEJI0e
OOBEKTUBHBIX U CYObEKTUBHBIX, MHIUBUIYAJIbHBIX (PAKTOPOB 3CTETUUECKOM NEATETBLHOCTH, H0O,
OTpakass MUp, KaXKJIblil TaJlaHTIMBBIA XYJOKHUK BbIpakaeT ce0s. Y JauHbIil CTapT OAHOAKTHOM
onepsl «MexceTn», Ja€T HAJEKIy Ha NalbHEHIIee TI0I0TBOPHOE TBOPUECTBO [Inke AXyHAO0BOI

B chepe ONEepHOT0 UCKYCCTBA.
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PiKO AXUNDOVANIN "MOHSOTI" OPERASININ
DRAMATURGIYASI MOSOLOSINO DAIR

RUBABO MOMMODOVA
Azarbaycan Milli Konservatoriyasinin bas miiallimi,
sanatstinasliq tizra falsafa doktoru

Xiilasa

Miiasir Azorbaycan bostokart Pika Axundovanin yaradicili§i musiqi varisliyinin unikal
niimunosidir. O, Sorqde monumental opera janrina miiraciot etmis azsayli qadin bostokarlardan
biridir. P.Axundovanin osarlorinin, o ciimlodon "Mohsati" operasinin Oyronilmosinin aktualligi,
onun niimunasindo avangard yanagmalara miiraciot etmodon milli musiqi enanalarinin qorunub
saxlanilmasinin miimkiinliiylinii asaslandirmaq zorurati ilo sortlonir. Todqgigatin mogsadi bir
pardali "Mahsati" operasinin konsepsiyasini, eloca do onun operanin kompozisiya planina tosirini
arasdirmaqdir. Todqgiqatda operanin dramatik xiisusiyyatlorinin forma vohdoti daxilindo miioyyon
edilmasina imkan veran vahid musiqi tohlili metodundan istifads edilmisdir. Dramaturgiyanin
kompozisiya tohlili asorin daxili strukturunu tohlil etmoys vo onun miitonasibliyini agkar etmoyo
komok etmisdir. P. Axundovanin "Moshsoti" operasinin obrazli-dramatuji konsepsiyasinin
kompleksli todqiqi arasdirmanin nozori ohomiyyatini sortlondirir. ©ldo edilon noticolor 6lko
musiqisiinasliginda milli ononslorin vo akademik janrlarin sintezinin tohlilina mdvcud
yanasmalarin dorinlogmosino tohfo verir. Todqiqatin praktik ohomiyyoti ondan ibarstdir ki,
naticalor musiqi tarixi vo nazoriyyasinin todrisi prosesinde istifado oluna bilor. Eyni zamanda
musiqi tonqidgilori, opera rejissorlar1 va ifagilar iiglin metodoloji monbadir.

Acar sozlor: Azorbaycan operasi, bir pordoli opera, Piko Axundova, Maoshoti Goncovi,
dramaturgiya, kompozisiya.

ON THE QUESTION OF THE DRAMATURGY
OF PIKA AKHUNDOVA'S OPERA "MAHSATI"

RUBABA MAMMADOVA
Doctor of Philosophy in Art Studies,
Senior Lecturer of Azerbaijan National Conservatory

Abstract

The work of contemporary Azerbaijani composer Pika Akhundova is a unique example of musical
continuity. She is one of the few female composers in the East to have embraced the monumental
genre of opera. The relevance of studying Akhundova's works, including the opera "Mabhsati,” is
dictated by the need to use her example to substantiate the possibility of preserving national
musical traditions without resorting to radical narrative avant-garde. The purpose of this article is
to explore the figurative and dramatic concept of the one-act opera " Mahsati," as well as its
influence on the opera's compositional plan. The study utilized a holistic musical analysis method,
which allowed for the identification of the opera's dramatic features within the unity of form. A
compositional analysis of the dramaturgy helped to dissect the internal structure of the work and
reveal its proportionality. A comprehensive understanding of the figurative and dramatic concept
of Akhundova's opera "Mahsati" underpins the theoretical significance of this study. The obtained
results contribute to the deepening of existing approaches in Russian musicology to the analysis of
the synthesis of national traditions and academic genres. The practical significance of the study
lies in the fact that the results can be used in the educational process when studying the history of
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Russian music, and also serve as a methodological resource for music critics, opera directors, and

performers
Keywords: Azerbaijani opera, one-act opera, Pike Akhundova, Mahsati Ganjavi, drama,

composition.
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Abstract

The present study proposes a theoretical framework for representing modal music through
functional organization rather than solely through acoustic or statistical properties of pitch
sequences. Despite substantial historical and cultural differences, Azerbaijani mugham, Turkish
makam, Indian raga, and Gregorian chant exhibit functional analogies in the organization of
melodic development around stable reference points, secondary centers, characteristic trajectories,
and recurrent melodic structures. Existing Music Information Retrieval (MIR) approaches
primarily operate on acoustic features, pitch distributions, or statistical regularities and may
therefore remain limited in capturing higher-level functional logic. To address this gap, we
introduce the Functional Grammar of Modal Music (FGMM), a generalized representation in
which modal melodies are modeled as trajectories through a space of functional states constrained
by stylistic rules and transition structures. FGMM identifies four minimal components: a primary
functional center, a secondary functional center, a developmental trajectory, and recurrent melodic
patterns. The framework is formulated independently of any single musical tradition and is
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intended to support structural analysis, automatic classification, cross-cultural comparison, and
interpretable algorithmic generation. We further outline a computational pipeline and quantitative
descriptors for future implementation. The study should be regarded as a conceptual and
mathematical foundation for empirical validation rather than as a completed computational
system. Its principal contribution is the identification of underexplored functional analogies
between historically independent modal traditions and the proposal of a common representational
language linking comparative musicology, MIR, and generative artificial intelligence.

Keywords: Modal music, Functional Grammar, Music Information Retrieval, Computational
Musicology, Melodic Trajectories, Generative Artificial Intelligence.

1. Introduction

Modal musical traditions represent some of the most sophisticated forms of melodic
organization developed in human culture. Unlike harmonic systems primarily governed by chord
progressions and tonal functions, modal traditions rely on controlled melodic development within
a framework of culturally established constraints and expectations [28].

Examples of such traditions include Azerbaijani mugham [15], Turkish makam [37],
Indian raga [19], Gregorian chant [16], Byzantine chant [41], and Persian dastgah [12]. Despite
substantial geographical separation and independent historical evolution, many of these systems
exhibit striking similarities in their internal organization. Stable reference tones, secondary centers
of attraction, characteristic developmental trajectories, and recurrent melodic structures appear
repeatedly under different theoretical terminologies and pedagogical traditions [13; 29; 30; 32;
38].

Traditional musicology has extensively documented these systems within their respective
cultural contexts. Mugham theory has been developed through the work of Hajibeyov and
subsequent Azerbaijani musicologists [15; 18]. Turkish makam theory has developed a rich formal
terminology including concepts such as durak, gucld, and seyir (20; 37), while Indian musicology
has described analogous notions through sa, vadi, samvadi, and pakad [5; 19]. Gregorian chant
scholarship has similarly identified stable final tones, reciting tones, and characteristic melodic
formulae governing modal development [1; 10].

At the same time, modern computational musicology and Music Information Retrieval
(MIR) have made substantial progress in the extraction and analysis of musical information from
audio signals [7; 10; 26; 35; 39]. Existing approaches successfully identify pitch contours, interval
distributions, rhythmic structures, and timbral characteristics, enabling large-scale analysis and

classification of musical corpora [3; 4; 11; 34].
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However, an important representational gap remains.Most MIR systems operate either at
the level of acoustic signals or at the level of statistical descriptions derived from pitch sequences.
While highly effective for many applications, such approaches often remain limited in capturing
the higher-order functional organization that musicians intuitively recognize during performance
and improvisation [6; 14; 21].

An experienced mugham performer does not select the next note solely on the basis of
local pitch probabilities. Likewise, a Gregorian cantor or a raga performer does not navigate a
melody as an unconstrained sequence of pitch events. Musical development is instead governed by
a higher-level system of functional constraints that defines which continuations are stylistically
acceptable within a particular modal tradition [2; 27; 31].

The present study originates from the hypothesis that these higher-order constraints may
possess a level of abstraction transcending individual musical cultures. Interestingly, similar
situations arise in many scientific disciplines where apparently unrelated systems eventually reveal
common underlying organizational principles.

Different musical traditions appear to optimize different aspects of human perception and
social interaction. Rhythmic traditions such as marches and work songs facilitate synchronization
and collective coordination, while dance music emphasizes motor entrainment and non-verbal
interaction between participants. Harmonic traditions frequently organize emotional expectation
through tension and resolution mechanisms.

Certain musical traditions, however, appear to pursue a different objective: the
maintenance of prolonged attention through the internal development of melody itself. This
category includes modal and improvisational traditions such as mugham, raga, Gregorian chant,
and possibly certain forms of jazz.

Despite substantial differences in cultural origin and theoretical vocabulary, these
traditions demonstrate a remarkable ability to sustain attentive listening over extended periods
while relying relatively little on harmonic progression or repetitive rhythmic structures.

This observation motivated the hypothesis that musical systems solving a similar
perceptual problem may converge toward similar organizational principles despite historical
independence. The authors do not claim that such convergence necessarily implies common
historical origin. Instead, the working assumption of the present study is that similar functional
requirements may sometimes produce similar organizational solutions.

Rather than focusing primarily on differences between modal systems, we ask a

complementary question:
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Which organizational principles emerge repeatedly when different civilizations attempt to
construct long-duration, attention-sustaining, and spiritually oriented melodic systems?

This perspective shifts the discussion from historical genealogy to functional convergence.

The central hypothesis of this paper is that several historically independent modal
traditions exhibit convergent solutions to similar organizational challenges and that these solutions
may be described using a common functional language.

To formalize this idea, we introduce the concept of Functional Grammar of Modal Music
(FGMM). Instead of representing melodies exclusively through pitch sequences or statistical
distributions, FGMM models modal music as movement through a space of functional states
governed by constraints and transition rules.

The proposed framework identifies four minimal functional components that appear, under

different names and terminologies, in multiple modal traditions:

. a primary functional center;

. a secondary functional center;

. a characteristic developmental trajectory;
. a system of recurrent melodic patterns.

These components form the basis of a generalized representation capable of describing
modal organization independently of any specific cultural tradition.
The choice of four functional components should not be interpreted as uniquely correct or
theoretically complete. Nor should these components be understood as arbitrary theoretical
constructs introduced solely for the purposes of the present study.

Rather, the proposed representation emerged from a comparative analysis of concepts
already recognized by musicologists and practitioners within individual modal traditions. Terms
such as durak, gugcli, seyir, and ajnas in Turkish makam theory [20; 37], finalis, tenor, and
cadential formulae in Gregorian chant [1; 10], and sa, vadi, and pakad in Indian raga theory [5; 19;
30] have long occupied central positions within their respective theoretical systems.

The contribution of the present work lies not in introducing these functional categories
themselves but in identifying their structural analogies across historically independent musical
cultures and organizing them within a unified representational framework.

Unlike previous studies that primarily emphasize differences between modal systems, the
present approach focuses on identifying previously underexplored functional analogies between
independently evolved musical traditions.

The proposed framework is intended to support several classes of applications, including

structural analysis of modal melodies, automatic classification of modal traditions, comparative
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musicology, music information retrieval, and interpretable algorithmic generation of stylistically
valid modal material.

Since the present work aims to identify common organizational principles rather than to
analyze a particular musical corpus, the adopted methodology is comparative and conceptual
rather than experimental. The following section therefore describes the logic of the comparative
procedure underlying the proposed framework.

The remainder of this paper is organized as follows. Section 2 describes the comparative
methodology employed in the present work. Section 3 discusses the role of structural constraints
in musical systems. Section 4 examines functional analogies between major modal traditions.
Section 5 introduces the Functional Grammar of Modal Music framework and its mathematical
representation. Section 6 presents a computational pipeline for extracting functional
representations from audio recordings. Section 7 discusses quantitative descriptors derived from
FGMM and outlines possible directions for future computational implementation and empirical

validation.

2. Methodology

The present work is conceptual and comparative in nature and does not rely on
experimental measurements or statistical analysis of musical corpora. Instead, it adopts a
comparative methodology in which recurring structural similarities across independently
developed systems are examined as potential indicators of underlying organizational principles.
Comparable forms of structural and convergent reasoning have been employed in comparative
social research, structural anthropology, and studies of convergent evolution [9; 24; 25; 33].
Conceptual studies of this type occupy an unusual but important position in scientific
development: historically, theoretical frameworks have often preceded the availability of methods
capable of testing them experimentally. The methodological procedure adopted in this study
consists of five sequential stages.

First, several modal traditions characterized by substantial geographical separation and
largely independent historical development were selected for analysis. The primary systems
considered in the present work include Azerbaijani mugham [18], Turkish makam [20; 37], Indian
raga [5; 19], and Gregorian chant [1; 10].

Second, the analysis deliberately abstracts from historical terminology and focuses instead
on the functional roles played by musical elements within their respective traditions. The objective
is not to identify identical theoretical constructs or to imply a common historical origin, but rather

to identify analogous organizational functions operating within different musical systems [28; 29].

47



MUSIQI DUNYASI / MUP MY3BIKHA / WORLD OF MUSIC | /o] F2iel P Elera | adopls

Third, recurring structural similarities observed across multiple traditions are interpreted as
potential indicators of functional convergence rather than historical borrowing. Convergent
evolution is a well-established phenomenon in evolutionary studies, in which independently
evolving systems exposed to similar environmental or functional constraints may develop
analogous solutions [9; 24].

Fourth, these recurring functional similarities are generalized into a higher-level
representational framework referred to in the present work as Functional Grammar of Modal
Music (FGMM). The proposed abstraction is conceptually analogous to generative approaches that
distinguish surface realizations from deeper organizational principles in both linguistics and music
theory [8; 23].

Finally, the resulting framework is evaluated conceptually according to three criteria:

1. explanatory power with respect to established musicological theories and descriptions of
modal traditions [1; 5; 10; 18; 20; 37];

2. compatibility with contemporary computational musicology and Music Information
Retrieval methodologies [6; 7; 14; 21; 26; 34];

3. potential applicability to comparative musicology, algorithmic composition, and
interpretable generative artificial intelligence, particularly in relation to higher-level models of
musical structure and improvisation [23; 31].

The present study therefore does not attempt to validate the proposed framework
empirically. Rather, its objective is to establish a theoretical foundation and formulate hypotheses
suitable for future experimental verification. The authors consider this limitation acceptable at the
present stage because the primary objective is the formulation of a representational language
rather than the optimization of a particular algorithm.

Such verification may include computational analysis of musical corpora, pitch trajectory
studies, physiological experiments involving listeners, and machine learning approaches aimed at
recovering the proposed functional structures from real musical data.

Consequently, the contribution of the present work lies not in the presentation of
experimental evidence, but in the identification of previously underexplored functional analogies
and in the formulation of a generalized representational model capable of unifying multiple modal
traditions within a common conceptual framework. The authors therefore position the present
study as a theory-building contribution intended to precede and motivate future empirical

investigations rather than replace them.
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3. Constraints in Musical Systems

Music may be understood as a balance between freedom and constraint. A fully
deterministic sequence quickly becomes predictable and monotonous, whereas a completely
unconstrained sequence approaches randomness and loses coherence and recognizability [23; 31].

Consequently, every musical tradition develops mechanisms that restrict the space of
permissible continuations while preserving sufficient flexibility for expression and creativity
[27;28].

The simplest examples may be found in strongly pulse-based musical structures such as
military marches, work songs, and various forms of dance music. In such systems, temporal
regularity provides a major organizational constraint. Recurrent rhythmic patterns establish a
predictable temporal framework within which substantial melodic variation may occur (7; 26).

Classical tonal music introduces an additional level of organization through harmonic
constraints. Chord progressions, functional harmony, voice-leading principles, and cadential
structures organize the range of plausible musical continuations and shape expectations regarding
subsequent development [23].

Modal traditions introduce yet another type of organization. Rather than relying primarily
on harmonic progression, modal systems organize melodic movement through privileged tones,
characteristic pathways of development, and recurrent melodic formulae. These elements acquire
tradition-specific functional roles and constrain stylistically plausible realizations of a mode [1; 5;
10; 18; 20; 37].

Importantly, these constraints are not merely theoretical prescriptions imposed externally
upon performers. They have emerged through long historical processes of cultural refinement,
performance practice, and transmission. Modal traditions such as mugham, makam, raga, and
Gregorian chant have developed over extended historical periods through successive generations
of performers, teachers, and theorists [13; 10; 18; 19; 27; 29; 38].

From this perspective, modal systems may be viewed as products of cultural evolution.
This interpretation remains speculative and should be regarded primarily as a heuristic perspective
rather than as an established musicological fact. One may hypothesize that melodic structures
better aligned with the aesthetic, performative, and contemplative functions of a tradition were
more likely to be retained, refined, and transmitted across generations, whereas less compatible
structures gradually disappeared from established practice [27; 29].

Such an interpretation naturally leads to an important question: if multiple civilizations

independently developed musical systems associated with sustained attention, meditation, prayer,
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or prolonged spiritual practice, is it possible that common organizational principles emerged
repeatedly despite differences in language, religion, and historical origin [1; 9; 10; 25; 30; 38]?
The present work is motivated precisely by this question.
The following classification is not intended as a rigorous musicological taxonomy but
rather as a heuristic framework that motivated the present investigation. The proposed heuristic

classification is summarized in Table 1.

) o Dominant
Musical tradition o o
organizational principle

Marches and work songs Collective synchronization
Rhythmic dance traditions Group motor synchronization
Partner dance traditions (e.g., | Interpersonal emotional
tango) coordination

) ) Management of expectation and
Tonal-harmonic music _
resolution

. o Sustained attention and
Jazz improvisation ]
expectation management

. . Sustained contemplative
Modal spiritual traditions )
attention

Table 1. Heuristic classification of musical traditions according to their dominant cognitive
and social functions.

Admittedly, many musical traditions simultaneously fulfill several cognitive and social
functions. The proposed classification merely highlights their dominant organizational tendencies.

Rather than emphasizing differences between modal traditions, we investigate the
possibility that they may share a common functional architecture operating beneath their distinct
theoretical vocabularies.

The following section examines this hypothesis through a comparative analysis of several
major modal systems.

4. Functional Convergence of Modal Traditions

The comparative methodology outlined in the previous section suggests that independently
evolved modal traditions may be analyzed in terms of the functional roles played by their
constituent elements rather than their historical terminology.

When examined from this perspective, several striking similarities emerge between modal

systems traditionally regarded as unrelated.
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Azerbaijani mugham employs concepts such as mays, melodic development through
sObalar, and characteristic melodic behavior associated with particular modal realizations [18].

Turkish makam theory formalizes functionally comparable principles through concepts
such as durak, gucld, seyir, and characteristic modal structures [20; 37].

Indian raga theory describes related functional roles through sa, vadi, samvadi, chalan, and
pakad [5; 19; 30].

Gregorian chant, despite its distinct historical and theological background, likewise
exhibits stable final tones, reciting tones, characteristic melodic formulae, and preferred patterns
of modal development [1; 10].

The terminology differs substantially across traditions, and the present work does not
imply common historical origin or direct transmission between these systems.

However, when historical vocabulary is replaced by functional interpretation, four
recurrent organizational principles appear repeatedly.

4.1 Primary Functional Center

Every examined modal tradition contains one or more privileged reference tones that serve
as points of stability and resolution.

These include mays in mugham, durak in makam, finalis in Gregorian chant, and sa in
Indian raga.

The melodic trajectory repeatedly returns to these tones, which function as anchors for
perception and orientation.

4.2 Secondary Functional Center

In addition to the principal center, modal systems frequently contain secondary points of
attraction that organize larger sections of melodic development.

Examples include gi¢li in makam theory, reciting tones in Gregorian chant, and vadi in
Indian raga.

Although their exact theoretical status varies, their functional role appears remarkably
similar.

4.3 Characteristic Developmental Trajectory

Modal systems rarely permit arbitrary movement between pitches.

Instead, they define preferred directions of development and characteristic sequences of
exploration and return.

The Turkish concept of seyir represents perhaps the clearest explicit formulation of this
principle, although analogous concepts can be identified in mugham development, raga chalan,

and Gregorian melodic formulae.
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4.4 Recurrent Melodic Patterns

Finally, all examined traditions employ recognizable melodic fragments, formulae, or
motifs associated with particular modal identities.

Examples include ajnas in makam traditions, pakad in Indian raga, characteristic cadential
formulae in Gregorian chant, and modal phrase structures in mugham performance practice.

These patterns contribute to stylistic recognition and continuity across performances. The
four recurrent components and their functional analogies across modal traditions are summarized

in Figure 1.

Secondary
Functional
Center

Functional
FUNCTIONAL Trajectory
MODAL
ORGANIZATION

Seyir / Chalan /
Melodic
Formula

Giiglii / Tenor /

Vadi
\ Characteristic

Formulae

Ajnas / Cadential
Formulae | Pakad

The repeated appearance of these four functional principles across historically independent
modal traditions suggests the existence of a deeper level of musical organization that transcends
local terminology and theoretical schools.

The present work refers to this common organizational layer as the Functional Grammar of
Modal Music.

The following section introduces this framework formally.

5. Functional Grammar of Modal Music

The comparative analysis presented in the previous section suggests the existence of a
common functional layer underlying several historically independent modal traditions.

The present work refers to this layer as the Functional Grammar of Modal Music (FGMM).

The term grammar is used here deliberately and draws on generative approaches in
linguistics and music theory, in which complex structures are understood not merely as collections
of elements but in terms of rules and principles governing their organization and permissible
relations [8; 23].
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Similarly, modal music may be viewed not simply as a sequence of pitches but as a
constrained trajectory evolving within a space of permissible functional states.

Under this interpretation, individual notes cease to be the primary objects of analysis.
Instead, the primary objects become the functional roles performed by musical events within the
evolving structure of the melody.

FGMM proposes that modal organization can be represented through four minimal
functional components:

1. Primary Functional Center;

2. Secondary Functional Center;

3. Developmental Trajectory;

4. Characteristic Melodic Patterns.

Together, these components define the functional state of the musical system at any given
moment.

5.1 The Primary Functional Center

The Primary Functional Center acts as the principal point of stability and perceptual
orientation. It serves as the ultimate destination of melodic resolution and provides long-term
structural coherence.

Examples include maya in Azerbaijani mugham [18], durak in Turkish makam [20;37],
finalis in Gregorian chant [1; 10], and sa in Indian raga [5; 19].

The melodic trajectory repeatedly returns to this functional center, which acts as an anchor
for both performer and listener.

5.2 Secondary Functional Center

The Secondary Functional Center introduces an intermediate level of organization. It
creates local regions of stability and enables the construction of larger-scale musical forms.

Examples include gugcli in Turkish makam theory [20; 37], reciting tones in Gregorian
chant [1; 10], and vadi in Indian raga [5; 19].

Although their exact theoretical interpretation differs between traditions, their functional
role appears remarkably similar: they organize larger melodic sections and facilitate transitions
between different regions of the modal space.

5.3 Functional Trajectory

The Developmental Trajectory defines preferred directions of melodic motion and
constrains the order in which different regions of the modal space are explored.

5.4 Characteristic Patterns
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Characteristic Patterns constitute local grammatical structures associated with modal
identity.

Unlike individual notes, these patterns represent higher-order melodic entities recognized
by performers and listeners as stylistic markers of a particular tradition.

Examples include ajnas in makam traditions, pakad in Indian raga, cadential formulae in
Gregorian chant, and characteristic phrase structures in mugham performance practice.

Such patterns constrain local melodic realization while preserving substantial freedom for
improvisation.

Importantly, FGMM does not prescribe the use of specific pitches, intervals, or scales.
Instead, it operates at a higher level of abstraction describing relationships between functional
entities rather than acoustic events themselves.

This distinction allows the same representational framework to be applied to modal
traditions possessing very different pitch systems and tuning practices. The resulting
representation may therefore be interpreted as a form of functional state space in which musical
development corresponds to movement between regions characterized by different functional
properties. Such an interpretation naturally connects traditional musicology with modern
computational approaches including Music Information Retrieval, sequence modeling, and
generative artificial intelligence. Most importantly, FGMM shifts the focus of analysis from the
question: "Which note follows next?" to the more fundamental question: "Which functional
transition is permitted or preferred within the current modal context?™ This change of perspective
constitutes the principal theoretical contribution of the present work.

The musical state may therefore be represented by a four-component functional state
description. In the present conceptual formulation, these components should be understood as
classes of state variables rather than necessarily as scalar coordinates of a Euclidean four-

dimensional space.
S = (C,(0,C.(0,T(), P(D)
Where:

C,— Primary Functional Center,

C.— Secondary Functional Center,
T— Functional Trajectory,

P— Characteristic Patterns.
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Conceptually, this representation draws on the state-space perspective of analytical
mechanics, in which the evolving condition of a system is described through a set of variables
subject to structural constraints (Lanczos, 1986).

The modal melody may then be represented as a trajectory through the resulting functional
state space:

I:5(t,) — S(tf)

Future studies may reveal additional dimensions necessary for describing more specialized
traditions or hybrid musical forms.

6. Computational Representation of FGMM

While the Functional Grammar of Modal Music is introduced as a conceptual
representation of modal organization, its ultimate value depends on its applicability to
computational analysis.

The central idea of the proposed framework is that functional structure is not directly
observable in the audio signal itself but emerges progressively through multiple levels of
abstraction.

The proposed computational pipeline is illustrated in Figure 2.

Audio signal

)

Pitch extraction

}

Pitch preprocessing

}

Detection of functional centers

!

Trajectory analysis

}

Pattern recognition

}

FGMM representation

At the lowest level, the system operates on the raw audio signal obtained from recordings

of modal performances.
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The first processing stage consists of pitch extraction, during which the continuous audio
waveform is transformed into a time-dependent pitch representation using pitch-tracking
algorithms commonly employed in Music Information Retrieval research [6; 26; 34].

The resulting pitch sequence provides a symbolic description of melodic movement while
preserving temporal information required for subsequent analysis.

The next stage involves the identification of functional centers. Statistical concentration of
pitch occurrences, phrase endings, sustained note durations, and recurrent points of melodic return
may serve as cues for detecting primary and secondary functional centers within a performance [6;
21; 34].

Once functional centers have been identified, the melodic trajectory may be analyzed in
terms of movement between these regions of attraction rather than in terms of isolated pitch
events.

This transformation represents one of the principal conceptual shifts introduced by FGMM.
Instead of asking which note follows another note, the framework asks which functional region
follows another functional region.

The subsequent stage involves the identification of characteristic melodic patterns
associated with the modal identity of the performance.

These patterns may include cadential formulae in Gregorian chant [1; Hiley, 10],
characteristic transitions and melodic gestures in makam traditions [20; 37], and recurrent
identifying phrases in Indian raga [5; 19]. Such structures may function as markers of modal and
stylistic identity within their respective traditions.

The resulting representation constitutes the Functional Grammar of Modal Music itself.

At this level, a modal performance is no longer represented as a sequence of pitches but as
a trajectory through a space of functional states and transitions.

Such a representation naturally supports several classes of computational applications.

Structural analysis becomes possible through quantitative characterization of functional
trajectories.

Automatic classification may exploit differences in functional organization between modal
traditions.

Comparative musicology may investigate similarities and differences between
independently evolved musical systems.

Finally, generative algorithms may use functional constraints to produce stylistically
coherent melodic material while preserving the internal logic of a given tradition.
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The authors emphasize that the present work does not claim that all elements of this
pipeline are currently solved problems.

Rather, the objective is to establish a computational roadmap linking existing MIR
techniques with higher-level representations traditionally employed by performers and
musicologists.

In this sense, FGMM may be viewed as an intermediate representational layer situated

between acoustic signal processing and musical cognition.

7. Quantitative Measures in Functional Modal Space

The Functional Grammar of Modal Music introduces a representation of modal melodies in
terms of functional states and transitions rather than individual pitch events.

Such a representation naturally allows the introduction of quantitative descriptors
characterizing the structure and behavior of modal trajectories.

Unlike conventional Music Information Retrieval approaches that primarily operate on
pitch distributions or interval statistics, FGMM descriptors are intended to quantify higher-order
organizational properties of modal development.

7.1 Functional Entropy

One possible descriptor is functional entropy. Following Shannon's information-theoretic
formulation of entropy as a measure of uncertainty over a probability distribution [36], we propose
applying an analogous measure to the distribution of permissible functional transitions.

At any given moment during a performance, a performer may possess multiple permissible
continuations consistent with the underlying modal grammar.

Some modal contexts permit only a small number of acceptable continuations, whereas
others allow considerably greater freedom.

Functional entropy may therefore be interpreted as a measure of uncertainty associated

with the next permissible transition within the current modal context.

H(St] = _Z P; lﬂg P;

where p; - is the probability of a valid transition.

Low entropy corresponds to highly constrained situations characterized by strong
expectations regarding subsequent development.
High entropy corresponds to regions of increased improvisational freedom and structural

variability.
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7.2 Center Stability

Another important descriptor is the stability of functional centers.

Certain modal traditions maintain a strong attraction toward the primary functional center,
whereas others exhibit extended exploration of secondary regions before eventual resolution.

Center stability may therefore quantify the relative strength of attraction associated with
different functional regions within the modal space.

7.3 Trajectory Complexity

Modal traditions differ substantially in the complexity of their developmental trajectories.

Some traditions employ relatively direct movements between functional regions, whereas
others involve long excursions, nested structures, and multiple intermediate stages.

Trajectory complexity may therefore provide a quantitative characterization of modal
development independent of the specific pitch inventory employed by a given tradition.

7.4 Pattern Density

Characteristic melodic patterns constitute an important component of modal identity.

The density, diversity, and recurrence frequency of such patterns may provide additional
descriptors useful for classification and comparative analysis.

7.5 Predictability

Predictability represents another potentially useful measure.

Musical systems differ in the degree to which future development may be anticipated by
experienced listeners.

Excessive predictability may lead to monotony, whereas insufficient predictability
approaches randomness and reduces coherence.

Modal traditions appear to operate within an intermediate region balancing novelty and
expectation.

7.6 Functional Distance Between Modal Systems

The proposed representation also permits the definition of distances between modal
traditions.

Rather than comparing scales or interval structures directly, FGMM allows comparison of
functional organization itself.

Two modal systems may therefore differ substantially in pitch content while exhibiting
surprisingly similar functional architectures.

Conversely, systems sharing similar scales may display entirely different developmental
grammars.

7.7 Variational Interpretation of Modal Development
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An intriguing interpretation emerges when modal development is viewed through the
perspective of variational principles in analytical mechanics. In this tradition, the motion of a
system may be represented in a configuration space defined by generalized coordinates and
constraints, while variational methods consider admissible changes in the system's trajectory
(Lanczos, 1986). To the authors' knowledge, an explicit analogy between this variational
framework and modal development has not previously been explored in computational
musicology.

Under such an interpretation, the performer does not choose notes individually but rather
navigates through a space of permissible trajectories defined by the modal grammar. The proposed
analogy is summarized in Table 2

Analytical Mechanics Functional Modal Music
Generalized coordinates
Functional state variables
(QI)
State space Functional modal space
Constraints Modal grammar
o o Permissible local
Admissible variations o
continuations
Trajectory q(t) Melodic trajectory I"
Action functional 5[q] Stylistic functional J[I']
Principle of stationary Principle  of  stylistic
action optimality

Table 2. Analogy between variational mechanics and modal development.

L, I . T,

denote all valid continuations.

['" =argoptr][I]

where j’[r]denotes an unknown stylistic functional encoding accumulated aesthetic,

cognitive, and historical preferences of the tradition.
This variational interpretation is illustrated in Figure 3.
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Set of Admissible
Trajectories

Q={r, .. T}

Stylistic Functional

At any given moment, a performer is typically faced with multiple stylistically acceptable
continuations. The actual melodic trajectory represents only one realization among many possible
alternatives.

A similar cognitive mechanism may be observed in other improvisational and interactive
practices. An experienced tango dancer, for example, does not select movements independently
but continuously evaluates a set of admissible continuations constrained by rhythm, partner
position, balance, and stylistic conventions, ultimately selecting one trajectory among many
possible alternatives.

The present work suggests that modal improvisation may operate according to a
comparable principle, where the performer navigates a space of stylistically admissible melodic
trajectories rather than selecting isolated notes independently.

The observed trajectory may therefore be viewed as a path minimizing or optimizing an
unknown functional encoding the accumulated aesthetic, stylistic, and historical preferences of the
musical tradition.

Importantly, the present work does not attempt to specify the mathematical form of this
functional. Indeed, one may speculate that such a functional could be too complex to derive
analytically and might instead be recoverable only through machine learning from sufficiently
large musical corpora.

Instead, it is hypothesized that modern machine learning methods may be capable of
recovering such structures directly from sufficiently large corpora of performances.

In this sense, FGMM may provide the state space within which the hidden objective
function governing modal development operates.

7.8 Implications for Generative Artificial Intelligence
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The variational interpretation naturally suggests a new approach to algorithmic
composition and generative artificial intelligence.

Instead of generating melodies through local statistical continuation of pitch sequences,
future systems may generate trajectories satisfying the functional constraints of a given modal
tradition.

Such an approach would allow artificial systems not merely to imitate existing melodies
but potentially to participate in the same functional grammar that guided generations of performers
and composers.

The authors emphasize that this possibility should not be interpreted as an attempt to
replace human creativity.

Rather, the objective is to understand, preserve, and formalize the accumulated musical

knowledge embedded within centuries of cultural evolution.

8. Discussion

The proposed Functional Grammar of Modal Music should not be interpreted as a
replacement for existing musicological theories or as an attempt to reduce rich musical traditions
to a small set of computational descriptors.

Rather, FGMM is intended as an additional representational layer situated between low-
level acoustic features and high-level musical cognition.

The central idea of the framework is that modal traditions may share common
organizational principles despite substantial differences in terminology, tuning systems, historical
development, and cultural context.

From this perspective, the proposed framework is conceptually closer to comparative
linguistics or comparative anatomy than to conventional music classification approaches.

Languages may differ dramatically in vocabulary and grammar while still exhibiting
common structural principles. Similarly, biological organisms may evolve independently while
converging toward analogous functional solutions.

The present work suggests that modal musical traditions may exhibit a comparable form of
functional convergence.

An important consequence of this interpretation concerns improvisation.

Experienced performers rarely select individual notes in isolation. Instead, musical
decisions appear to be guided by internalized representations of permissible trajectories,
characteristic gestures, and functional regions within the modal space.
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FGMM may therefore be interpreted not only as a computational representation but also as
a possible approximation of cognitive mechanisms employed during modal improvisation.
Whether human performers explicitly represent such structures consciously remains an open
question.

Another implication concerns the relationship between musicology and artificial
intelligence.

Recent generative models have made substantial progress in capturing long-range musical
structure and providing high-level control over symbolic music generation [17; 40]. However,
these advances do not in themselves provide an explicit representation of tradition-specific
functional roles such as primary and secondary centers, characteristic developmental trajectories,
and recurrent modal patterns. FGMM is proposed as a complementary functional layer that may
improve the interpretability and controllability of modal music generation.

The framework may also contribute to preservation of intangible cultural heritage.

Many modal traditions are transmitted primarily through oral pedagogy and master-
apprentice relationships.

Formal representation of their underlying organizational principles may facilitate
documentation, comparative analysis, education, and digital preservation without replacing
traditional performance practice.

The authors acknowledge several limitations of the present study.

First, the proposed framework has not yet been validated using large musical corpora.

Second, the proposed set of four functional components should not be interpreted as
necessarily complete or universally minimal. The present formulation should therefore be regarded
as a first approximation rather than a definitive taxonomy of modal organization.

Additional functional dimensions may emerge as the framework is applied to a broader
range of modal traditions.

Third, the present work intentionally focuses on melodic organization and therefore does
not address rhythmic structure, timbral characteristics, textual content, or performance practice, all
of which may play important roles in modal identity.

These limitations should be regarded not as weaknesses of the approach but rather as
directions for future investigation.

The authors therefore view FGMM as a theory-building contribution intended to stimulate

empirical research rather than as a completed theory of modal music.
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9. Conclusion

The present work introduced the concept of Functional Grammar of Modal Music
(FGMM), a generalized framework for representing modal musical traditions in terms of
functional states, constraints, and transitions.

By shifting attention from individual pitch events toward higher-level organizational
principles, the proposed approach seeks to bridge the gap between traditional musicology,
computational analysis, and generative artificial intelligence.

Comparative analysis suggests that several historically independent modal traditions,
including mugham, makam, raga, and Gregorian chant, may share a common functional
architecture despite substantial differences in terminology and historical development.

The framework identifies four recurrent organizational components: a primary functional
center, a secondary functional center, a developmental trajectory, and a system of characteristic
melodic patterns.

Together, these components form the basis of a generalized representational language for
modal organization.

The study further proposes that modal development may be interpreted as movement
through a space of permissible trajectories governed by functional constraints.

This perspective opens new possibilities for structural analysis, automatic classification,
cross-cultural comparison, and algorithmic generation of stylistically coherent modal material.

The proposed framework remains theoretical and requires empirical validation through
computational analysis of musical corpora and machine learning approaches capable of recovering
functional structures directly from musical data.

Nevertheless, the authors believe that the identification of previously underexplored
functional analogies between independent modal traditions represents a promising direction for

future research at the intersection of musicology, cognitive science, and artificial intelligence.

Figure Captions and Alt Text

Figure 1 Caption: Functional convergence of modal traditions and the four fundamental
components of modal organization.

Figure 1 Alt Text: Circular scheme linking primary and secondary functional centers,
functional trajectory, and characteristic formulae as four interacting components of modal
organization across different traditions.

Figure 2 Caption: Computational pipeline for transforming audio recordings into

Functional Grammar of Modal Music representations.
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Figure 2 Alt Text: Vertical pipeline progressing from audio signal through pitch extraction, pitch
preprocessing, functional-center detection, trajectory analysis, and pattern recognition to an
FGMM representation.

Figure 3 Caption: Variational interpretation of modal development. Among multiple
stylistically admissible trajectories, the performed melody corresponds to an optimal trajectory
with respect to an implicit stylistic functional.
Figure 3 Alt Text: Multiple admissible melodic trajectories are evaluated by an implicit stylistic

functional, which selects an optimal trajectory from the set of stylistically permissible alternatives.
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MODAL MUSIQININ FUNKSIONAL QARAMMATIKASI: MODAL
TOSKILATLANMANIN VAHID NOZORIYYOSINO DOGRU

FUAD BAGIROV
Xazor Universiteti

TURKAN iSFONDIiYAROVA
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Xulasa

Toqdim olunan arasdirmada sos ucaligr ardicilliginin akustik vo ya statistik xtsusiyyatlarina goro
osaslandirilan modal musiqinin funksional togkilatlanmasina dair nozari konsept toklif olunur.
Ohomiyyatli tarixi vo modani farglers baxmayaraq, Azarbaycan mugami, tiirk maqami, hind raqasi
Va grigorian nogmasi dayaq tonlari, ikinci doracali dayaq markazlori, xarakterik trayektoriyalar vo
tokrarlanan  strukturlar otrafinda melodik inkisafin toskilindo funksional analogiyalar niimayis
etdirir. Musigi malumatlarinin tadqigi sahasinde moévcud yanasmalarin oksariyyati akustik
Xususiyyatlor, sos ylksokliyinin paylanmasi va ya statistik qanunauygunluqlarla islayir. Magalonin
mogsadi modal musiqinin funksional qrammatikasini (FGMM — Functional Grammar of Modal
Music) toqdim etmokdir ki, mogalo muolliflori dord minimal komponenti — ilkin funksional
morkaz, ikinci daracali funksional markaz, inkisaf trayektoriyasi vo tokrarlanan melodik patternlori
farglondirarak, modal musiqinin funksional qrammatikasin1 (FGMM) daxil edirlor. Bu metod hor
hansi bir konkret musiqi anonasindsn asili olmayaraq islonib hazirlanmigdir vo struktur analizi,
avtomatik tosnifati, moadoniyystlorarasi miigayisani, eleco do interpretasiya oluna bilon algoritmik
generasiyani doastoklomok dasiyir. Toklif olunan metod tam basa gatdirilmis hesablama sistemi
kimi deyil, empirik yoxlama Ugln konseptual baza kimi nazordon kegirilmalidir. O, tarixi
baximdan bir-birindon asili olmayan modal onosnslor arasinda az Oyronilmis funksional
analogiyalarin 1izo ¢ixarilmasina yonolmisdir.

Acar sozlar: modal musiqi, funksional grammatika, musigi molumatlarinin axtarigi, hesablama
musiqisiinasligi, melodik trayektoriyalar, generativ siini intellekt.
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bakunckas Mysvikanonas Axadoemus

Pesrome

B HacTosmeM wuccieoBaHUM TpeaaraeTcsd TeopeTHdeckas OCHOBa i (DYyHKIIMOHAJIbHOU
OpraHu3allMM MOJAJIBHOW MY3bIKM Ha OCHOBE AKYCTUYECKHMX WM CTATHCTHYECKUX CBOMCTB
3BYKOBBICOTHOH IociefoBarenpHOocTeld. HecMOTpss Ha CyIIeCTBEHHBIE HCTOPUYECKHE U
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MEJIOIUYECKOT0 Pa3BUTHUS BOKPYT OIOPHBIX TOHOB, BTOPUYHBIX ONOPHBIX LIEHTPOB, XapaKTEPHBIX
TPACKTOPUN ¥ NOBTOPSIOUIMXCA MEIOJUYECKHX CTPYKTyp. CylIecTBylOIKME MOAXOAbI K
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WCCIICIOBAaHUIO MYy3bIKadbHOH uHPopMmanuun (MIR) B OompmmHCTBE CBOEM pPabOTAIOT C
aKyCTUYECKUMHU XapaKTEePUCTHKaMHM, paclpeiesieHHeM 3BYKOBBICOTHOCTH WJIM CTAaTHUCTUYECKUMHU
3aKOHOMEPHOCTSIMH, Ha 3TOM OCHOBAHMM OCTaBaThCSl OTPaHUYEHbl B OXBaTe (PYHKIMOHAIbHOMN
JOTHKH Oojee BBICOKOro YpoBHA. [lng pemieHuss 3Toil mpoOjeMbl aBTOPHl CTAaTbU BBOJST
(GYHKIMOHATIBHYIO IpaMMaTuKy MoAaibHOM My3biku (FGMM), Bbliensss yeTblpe MUHUMAJIbHBIX
KOMIIOHEHTa: TEPBUYHBIA (YHKUMOHAJbHBIM IEHTP, BTOPUYHBIA (PYHKIMOHAIBHBIA LEHTD,
TPAEKTOPHUIO PAa3BUTHS U MOBTOPSIOLIMECS MEJIOUUYEeCcKe naTTepHbl. JlaHHbIA MeToa pa3paboTaH
HE3aBUCHMO OT KaKOH-1100 OTeIbHONW MY3bIKaIbHOM TpaIUIMK U MPEAHA3HAYEH IS OAJIEPKKU
CTPYKTYPHOTO aHalu3a, aBTOMATHYECKOH KiaccH(UKalUM, MEXKYJIbTypHOTO CpaBHEHHS U
WHTEPNPETUPYEMON  aIrOpUTMHYECKOM  reHepamuu.  l[Ipemmaraemslii  MeTon  clienyer
paccMaTpuBaTh KaK KOHLENTYaJIbHYI0 U MAaTEMAaTUYECKY0 OCHOBY JIJISl SMIIMPUUYECKOHN MTPOBEPKH,
a He 3aBEpILICHHYIO BBIYUCIUTENbHYIO cucTeMy. OH HallpaBiieH Ha BBbISABICHHE MaJOU3Yy4YE€HHBIX
(YHKIMOHATBHBIX aHAJIOTUI MEX/Ty HCTOPHUUECKH HE3aBHCUMBIMU MOJAIbHBIMU TPAJAULIUSIMH.
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HCKYCCTBEHHBIN UHTEIIJIEKT.
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Xilasa

Tadqgiqatin aktualligini onanavi geyimlorin sadoca gundslik asya kimi deyil, ham do mihim
sosial-madani kod v tarixi yaddasin maddi dasiyicist kimi gobul edilmasinin zarurati ilo muoyyan
olunur. Bu aspektdon magalodo milli geyimlor tarixi monbo kimi arasdirilir. Todgigatin magsadi
geyimi mixtalif 6lks vo xalglarin tarixini oks etdiron oasas amil kimi, onun geyim formalarindaki
tozahurlori aspektinds tohlil etmokdir. Arasdirmada kostyumun tarixi monbas Kimi mahiyyatinin
hortorafli agilmasi {igiin metodoloji asas olaraq, geyim artefaktini tarix vo madoaniyyat fakti kimi
gobul edan hermenevtik-fenomenoloji ananonin aparici istigamatloring istinad olunmusdur. Bu
yanasma kostyumda obyektivlosdirilmis maddi vo sosial-madoni fonu yenidon qurmaga imkan
vermisdir. Beloliklo, kostyumun tarixi monba kimi saciyyslondirilmasi, onun mogsadyonli tosviri
vo muvafiq xassalori osasinda, istonilon  geyim kompleksina minasibatds invariant xarakter
dasiyan dord soviyyoli informasiya modelini mioyyon etmoys vo otrafli arasdirmaga imkan
yaradir. Bu saviyyalor bir-birindan tocrid olunmur, oksina, gox vaxt bir soviyyada olan molumatlar
motnin digor informativ hissasinin monasimi basa diismok tiglin agar rolunu oynayir. Todgigatin
nozori ohomiyyati todgigatda milli  geyimlorin retrospektiv  tohlili vo dekonstruksiyasi
prinsiplorinin konseptual osasda totbigino imkan yaratmasi ilo mioyyon olunur. Arasdirmanin
praktiki oshomiyyoti ondan ibaratdir ki, osldo olunan mihum naticolor muzey ekspertizasi, tarixi
rekonstruksiya, teatr vo kino sonayasi, habels tarixi molumatlara ssaslanaraq etnik geyimlori
hazirlayan miiasir dizayner-rassamlara metodik vasait kimi gorakli ola bilar.

Acar sozlar: kostyum, tarixi matn, Qarabag regionu, etnik, kulturoloji aspekt, semiotik tohlil.
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Giris

Sanatsiinasiq elminda ananavi geyimlarin sadaca glindalik moisat agyasi kimi deyil, ham
do mihum sosial-madani kod va tarixi yaddasin maddi dasiyicist kimi gabul edilmasi vo todqiqi
zorurati taqdim olunan arasdirmanin aktualliq doracasini misyyan edon osas amillordan biridir.
XXI asrdo madoni unifikasiya tohliikasi yasanan bir dovrdo milli geyimlorin etnik kimliyin
gorunmasi iginda XUsusi 6nami zo ¢ixir. Ciinki milli geyim xalqin falsafi diinyagoriisiiniin, dini-
mifoloji tofokkUrinin vo maddi madoniyyatinin unikal sintezidir. Todgigatin mogsadi geyimi
mixtalif Olko vo xalqglarin tarixini oks etdiron osas amil kimi, onun geyim formalarindaki
tozahurlori aspektindo tohlil etmokdir. Aragdirmada kostyumun tarixi monba kimi mahiyyatinin
hortarafli agilmasi tiglin metodoloji asas olaraq, geyim artefaktini tarix vo moadoniyyat fakti kimi
gobul edan hermenevtik-fenomenoloji anonsnin aparici istigamatloring istinad olunmusdur. Bu
metodoloji yanasma kostyumda obyektivlosdirilmis maddi vo sosial-madoni fonu yenidan
qurmaga imkan vermisdir.

Todgigatda kostyumun tarixi monbs kimi konseptuallasdirilmast moqsadilo istonilon
geyim kompleksino munasibotds invariant xarakter dasiyan dord saviyyali informasiya modelinin
elmi cohotdon asaslandirilmasina ilk dofo olaraq cohd edilir. Bir-birindan tocrid olunmayan, ¢ox
vaxt bir saviyyads olan molumatlarin matnin diger informativ hissasinin monasini basa diismok
Ucln acar olan hamin informativ saviyyayar Sonatsiinasliq elmi kontekstindos sistomli tohlilo calb
olunur.

Material va metodlar

Todgigatda xarici  Olko alimlori  A. Jiyenbekova, T.Makarova, Y.Vasilyeva,
R.Kurdyumovanin tadqgigatlari miithiim metodoloji baza rolunda ¢ixis etmisdir. Belo Ki,
todqiqatlarinda kostyuma falsofi vo semiotik prizmadan yanasan qazax alimi A. Jiyenbekova [2]
geyimi informasiya-isaro sistemi kimi toqdim edorok elmi dovriyyoys onun kodlagdirma vo
desifroetmo metodologoyasini  gotirmisdir. Kostyum semiotikas1 {izro rusiya todqiqatgisi
T.Makarova [5] milli geyimi informasiya dasiyicisi kimi togdim etmoklo geyimin molumat
saviyyalari izra sistemlosdirmoak i¢tin mihim elmi monbadir. Dab falsofasi vo Sonatsiinasliq iizra
alim Y.Vasilyevanin [3] geyim nozariyyasina dair aragsdirmalart metodoloji zomin olaraq geyimin
muxtalif saviyyalor (izro tohlil edilmasins imkan verir. R. Kurdyumovanin [4] todqgigatlar1 geyimin
sosial-madani fenomen kimi anlamaga xidmot edir. Onun asarlori milli geyimlori tarixi monba
olaraq sosial stratifikasiya saviyyalarinin misyyonedici faktoru kimi arasdirmaga sorait yaradir.
Taninmis Azorbaycan alimi professor F.Voliyevin [1] “Qarabag geyimlori” kataloqu nozori

middoalarimiz1 konkret artefaktlar tizro tosbit etmoayimiz Uglin doayarli etnografik manbs kimi
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cixig etmisdir. Gorkomli Sonatsiinas alim, professor R. Ofondiyevin [6] Azorbaycan milli
geyimlorina hasr olunan monografik tadqigatt kostyumun tarixi monba kimi kecdiyi tokamdl
yolunu izlomak Uglin doyarli istinaddir.

Todgigatda kostyumun tarixi monbo Kkimi mahiyyatinin hortorofli agilmasi {igiin
metodoloji asas olaraq, geyim artefaktini tarix vo madaniyyat fakti kimi gabul edon hermenevtik-
fenomenoloji onononin aparic1 istigamatlorine istinad olunmusdur. Bu metodoloji yanasma
kostyumda obyektivlogdirilmis maddi va sosial-madani fonu yenidon qurmaga imkan vermisdir.

Toqdim etdiyimiz aragdirmada ilk dofo olaraq 6lks sonatsiinasligi ¢orgivesinds kostyumun
monbasiinasliq potensiali vo informasiya saviyyalarinin tosnifat sxemi toqdim olunur.

Kostyumun manbasiinashq potensial

Qadim ddvrlardon bu glino godar geyim tarixi maddi madaniyyatin muhim gostaricisidir.
Geyim olkalarin vo xalqlarmn tarixini oks etdirir ki, bu da geyim formalarinda tamsil oluna bilar.
Geyim tokco iqtisadi sorait vo istehsal texnologiyasi ilo deyil, hom do insanin tarixi, modoni va
fizioloji xususiyyatlori ilo birbaga baglidir. Geyim tarixinin dyronilmasi insanlara hom mdvcud
xalglarin, hom do kegmis dovrlorin sivilizasiyalarinin adoat-onanoalorini, madaniyyatini vo
xarakterini baga diismok Ugln acar verir.

Kostyum adoton bozi sosial mogsadlor iiglin nozordo tutulmus vo ya miixtolif tarixi
dovrlora, Olkolors vo modoniyyst qruplarina xas olan geyimdir, vo comiyyatin sosial, maddi,
texniki inkisafinin biitiin aspektlorinin oyani proyeksiyasi kimi qobul edilo bilor. Amma kostyumu
digor totbiqi sonat obyektlari ilo miiqayise etsok, aydin olar ki, o, insan obrazi, onun diinyagoriisi,
horokot torzi ilo on ¢ox birbasa baglidir. Kostyum miioyyon bir etnik vo ya sosial qrupdan olan
soxsin fordiliyini ifado edir. Buna goro do kostyum istonilon modoni sistemin, istonilon tarixi
sivilizasiya tipinin muhim elementidir.

Kostyum comiyyatin vo moadaniyyatin inkisafindaki ciddi doyisikliklori oks etdirir; onu
dovriin on ifadali xiisusiyyatlorinin kristallagmas1 kimi xarakterizo etmok olar. Amma balks do
kostyumun imicini vo formasini sortlondiron on miihiim amil insan badoninin oyrilori, durusu va s.
Nohayat, kostyumun formasinin xarakterini, elementlorinin diizilmosini, rongini vo detallarini
miioyyan edon fiqurdur.

Kostyumun qurulusu insanin xarakteri, adot-ananalori, diisiinca torzi vo davranigi hagqinda
onun sifat qurulusundan daha ¢ox molumat verir, naticods tosadiifi shomiyyat kash edir. Geyim
comiyyatin sosial, maddi vo texniki inkisafinin biitiin aspektlorinin oyani proyeksiyasi hesab edila
bilor. Amma kostyumu digar totbiqi sonat obyektlori ilo mugayiso etsak, aydin olur ki, o, an ¢ox
insanin obrazi, onun diinyagoriisii, harokat torzi ilo birbasa baglidir. Kostyum miiayyan bir etnik

Vo ya sosial qrupdan olan saxsin fordiliyini ifads edir.
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Kostyum moadani forma kimi geyim, bas geyimi vo ayaqqabimin macmusudur va asason
onun utilitar funksiyalarin1 oks etdirir, homginin bozok ogyalaridir (paltarin aplikasiya ilo
bozadilmasi, tikmo, tikis 1ovholori vo s., komorlor, zorgorlik momulatlari, amuletlor, silah,
kosmetika, sa¢ diiziimii), utilitar kompleksi obrazli-semantik sistemoa cevirir. Kostyuma
aksesuarlar, yoni kostyumu tamamlayan, lakin kompleks kontekstindo semantik shamiyyati
minimuma endirilon vo onlarin mévcudlugu va ya yoxlugu tasir géstoran osyalar dasti do daxil ola
bilor. Onlarin olmasi vo ya olmamasi kostyum ansamblinin qurulusunu pozmur.

Qismon kostyum sonaye inkisafinin gostaricisi vo konkret xalqn moadoni kimliyinin
gOstoricisi kimi goriiniir. Ideologiya va badii sistem insanlarmn gériiniisiine tasir gostorir. Geyim vo
modanin vaziyyati comiyyatin madaniyyati va sosial qurulusu hagqinda danismaga imkan verir.
Geyim xalqin miioyyan inkisaf dévriinds manovi va intellektual hayatinin rangarangliyini oks
etdirir.

Milli vo ya regional geyim mohdud bir qrup insanlarin fardiliyini oks etdirir vo onun
modoniyyatinin xususiyyatlorini xarakterizo edir. Bu baximdan Azorbaycanin dilbor gusasi olan
Qarabag bolgoasinin geyim nlmunslori maraq dogurur. Belo ki, XIX-XX asrin avvallorinda
Qarabag ohalisinin ananavi kisi geyimlori bi¢cim iisuluna vo tikis texnikasina gora Azorbaycanin
digor bolgalorindon ¢ox da se¢ilmir, yalniz ¢ox da boylik shomiyyoti olmayan lokal-mohalli
xtisusiyyatlori ilo digqsts ¢okildi. Onanavi kisi geyimlari alt (can) vo iist kdynayi, dizlik, salvar,
arxaliq, can arxalig1 (canliq, i¢lik, cilitqa, pambiqll) cuxa, kiirk, yapinci, eloco do miixtslif formali
vo adli bas vo ayaq geyimlorindaon ibarat idi.

Parlaq ronglor Azarbaycan gadinlarinin milli geyiminin saciyyavi Xisusiyyati idi. Qadin
kostyumu qollar1 asagiya dogru agilan koynok, qisa arxaliq vo uzun otokdon ibarat idi. Btun bu
osyalar miixtolif boazoklorlo — qizil saplarla, miixtalif naxislarla, qiymatli sikkalor ilo tikilmis vo
bozadilmisdir. Paltar parlaq par¢adan hazirlanmisdi, adoton qirmizidir. Azorbaycan qadinlart
homisa zinat agyalarini sevib vo ondan maksimum istifado ediblor.

Geyim xalq yaradiciliginin etnoqrafik, tarixi, badii xiisusiyyatlorini oks etdirirdi ki, bu da
onun miloyyan formalarinin yaradilmasinda 6ziinii gostorirdi. Geyim torzi hom ails voziyyatini,
ham do sahibinin yasin1 oks etdirirdi.

Kostyumun tarixi monbo kimi mozmununun hortorofli agilmasi {igiin toklif olunan yeni
togdimat todqigat metodu artefakti tarix vo modoniyyot fakti hesab edon hermenevtik-
fenomenoloji onononin osas istigamatlorino osaslanir. Bu iisul kostyumda obyektivlosdirilmis
maddi va sosial-madoni fonu yenidon qurmaga imkan verdi. Toqdimat aktualliq xassalaring, yani
todqiq olunan obyekt kimi kostyumda olan informasiya sorgusu ilo mesaj arasinda semantik

uygunluga, o ciimlodon subyektin va tadgigat¢inin niyyatlorinin forqlondirilmali oldugu gosdonliya

72



MUSIQI DUNYASI / MUP MY3BIKHA / WORLD OF MUSIC | /o] F2iel P Elera | adopls

malikdir. Bir torofdon, kostyum siiurlu sokildo obyekti miioyyon migdarda malumat mozmunu ilo
tomin etmoya calisan subyektin mogsad vo horokotlorinin naticosidir, vo digor torafdon, kostyum
subyektin niyyati ilo alagoli olmayan hadisalori oks etdirir, lakin onlar tarixi-madoni voziyyati
Oyronorkon todqigat¢t iiclin ohomiyyatlidir ki, bu da kostyumun monbo potensialini xeyli
genislondirir.

Kostyumun tarixi manbs kimi malumat saviyyalori

Kostyumun tarixi monbo kimi tosvirin moaqsadyonlii vo miivafiq xassolori osasinda hor
hanst geyim komplekslorina miinasibotdo xarakteri invariant olan dord soviyyali informasiya
mioyyan edilir vo otrafli arasdirilir. Bu saviyyaler tocrid olunmur va ¢ox vaxt bir saviyyado olan
molumatlar matnin digor informativ hissosinin monasini basa diismok ii¢iin agar rolunu oynayair.

Molumatin hassas-rasional soviyyasi obyekt haqqinda tosovviir oaldo etmoyo imkan verir:
onun utilitar vo funksional xiisusiyyatlori, kostyumun formasi, onu toskil edon elementlor, estetik
vo utilitar Ustiinliiklor, istifado olunan materiallarin keyfiyyati vo s. haqda. Bu saviyyado geyim
formalarinin istehsali iizro foaliyystlor, ohalinin masguliyyastlori, forqli materiallardan istifadoni
mioyyon edon landsaft vo iqlim soraiti, kosim, rong se¢imi vo s. miioyyon edilir. Bu soviyya tobii
miihit vo comiyyatin iqtisadi toskili hagqinda malumatla slagelondirilir. Bu marhalads tabii elmi
todqigat metodlarindan (mikroskopik vo kimyavi analiz iisullari, instrumental todqigat metodlari)
vo geyimlorin hazirlanmasi texnologiyasini qurmagq iigiin xlisusi yanagmalardan istifads edilmisdir.

Semiotik tohlil obyektin xiisusiyyotlorinin ohomiyyoti vo mona anlayislarini acir. Bu
saviyyado informasiya comiyyatin etnososial qurulusu, dini vo sehrli ideyalar, siyasi toskilatlanma,
baodii-estetik baxislarla baglidir. Bu molumat soviyyasindoki geyimi nozoro alaraq, biz sintaksis,
pragmatika vo semantikanin vurgulanmasini nozords tutan semiotik yanasmaya giivonirik.

Sintaksis moadoni kontekstdo geyinonin movqeyini toskil edon xiisusi geyim elementlori
toplusudur. Geyim xiisusiyyatlorinin (sintaksis elementlorinin) ohomiyyoti vo monasi anlayist
sintaksis elementlorini isars-atribut vo isars-romz kimi miisyyon edon semantika torofindon agilir.
Isarolor onlarin no demok oldugunun gdstoricisidir. Belo ki, Qarabag sakinlorinin geyimlorinda
istifado olunan ipayin miqdari sosial tobagoalosmonin vo buna uygun olaraq sahibinin comiyyatdoki
movqeyinin gdstaricisi idi. Isaro-simvollar onda olan monanin vizual goriintiisiinii ehtiva edir.

Pragmatika kostyumun miioyyan elementlorindo olan, kostyumdan signal sistemi kimi
istifado edon vo qgobul edonlorin miivafiq reaksiyasin1i vo davranisini miioyyon edon spesifik
informasiya mozmunudur. Kostyum semiotikasinin pragmatik monasi comiyyatdo qobul edilon
dayar oriyentasiyalar1 sahasindadir. Comiyyatin paylasdigt doyarlor onun diinya haqqinda timumi

anlayisini vo orada bas veron hadisolors miinasibotini miioyyon edon mentalitetini xarakterizo edir.
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Mohz bu hal Qarabag kostyumunu oxsar geyim, ayaqqabi vo papaq formalarinin dosti deyil, etno-
regional simvola gevirir.

Kostyumun todqiqinin kulturoloji aspekti madoniyyatin formalasmasi problemino
monoetnik onanoalor vo multietnik yeniliklorin sinxron vo diaxron soviyyolordo qarsiliql tesir
prosesi kimi yanagmasinin malum prinsiploring ssaslanir. Bu, bizo geyimi diaxron va sinxron
qarsiliglt tosir noticasindo xalq modoniyyatinin formalasmasinin ilkin anindan formalagsmasinin
son moarhoalosino godor madoni dinamika kontekstindo nozordon kegirmoyo imkan verir. Geyimin
madoni genezinin orazi aspektinde todqiqi modeoni qarsiligli olage vektorlarini vo onlarin
istigamatlorinin doyismasinin sabablorini miioyyan etmays, yerli Qarabag ohalisinin va kodgarilorin
yeni golon qruplarinin orazi-madoni tomaslarimin mexanizmlorinin diagnostikasini aparmaga,
modoni-tarixi garsiligli olage zonalarinin xarakterik xiisusiyyotlorini boyan etmok, Qarabag
regionunun madoniyyatinin formalagmasina asas sivilizasiya amillorinin (kd¢ori, miisslman) tosir
doracosini miioyyon etmoyo imkan verir.

Geyimin tarixi monba kimi yuxarida qeyd olunan informasiya toraflorini yalniz konkret
tarixi goraitdo vo olaqgolordo nozordon kegirdikdo basa diismok vo diizglin gqiymatlondirmok olar.
Kostyum comiyyatin sosial, maddi, texniki inkisafinin biitiin aspektlorinin ayani proyeksiyasi
hesab edilo bilor. Amma kostyumu digor totbiqi sonat obyektlori ilo miiqayiso etsok, aydin olar ki,
0, insan obrazi, onun diinyagoriisli, horokat torzi ilo an ¢ox birbasa baghidir. Kostyum miisyyan
etnik vo ya sosial qrupa mansub olan soxsin fordiliyini ifads edir. Buna gors do kostyum istonilon
madoni sistemin, istonilon tarixi sivilizasiya tipinin miithiim elementidir.

Modoniyyat heg do homiso birinci doracali deyil vo miioyyan hallarda modoni proseso mohz
tarixi hadisolor tokan veran. Masalon, VII asrdo Qafqazda ipayin meydana ¢ixmasina konkret
tarixi sorait sobob olmusdur. Ipok parcalar burada Iran-Bizans miiharibolori noticesindo Bdyiik
Ipok Yolunun marsrutlarindan birinin istiqgamoti doyisdirildikdon sonra yaranmusdir. Tarixi
informasiya soviyyasindo tokco geyimdo oks olunan hadiso vo ya hadisalor deyil, hom do maddi-
doyar tomaslarini, semantik shomiyyatli olagalari, ictimai-siyasi alagalari vo ideoloji miibadilslari
izo ¢ixaran modoni-tarixi qarsiligli alagolor do {izo ¢ixir.

Notica.

Beloliklo, geyim modoniyyati tobii-cografi sorait, ohalinin tosarriifat foalligi, sosial-igtisadi
inkisaf soviyyosi kimi amillorin tosiri altinda formalagir. Geyim modoniyystinin tokamiiliindo
xalqin nasildon-nasla Gtiiriilon peso bacariqlarinin yaradict amayinin, empirik bilik vo tocriibasinin
ds rolu danilmazdir. ©nonovi geyim vo zorgorlik momulatlarinin todqiqi xalqin maddi-manavi
moadoniyyati vo tosorriifat hoyatinin tarixino, basqa xalglarla tomaslarina, habelo etnogenezinin

aydinlagdirilmasina dair zongin etnoqrafik material verir.
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Tadqigatdan sldo olunan miihiim qonastlor:

- Kostyum sadoaco funksional mahiyyat dasimir, eyni zamanda da obrazli-semnatik
sistem kimi ¢ixis edir.

- Geyimin qurulusu fordin va sosial toplumun sosial statusu barodo malumat dastyan
mithiim informasiya manbayidir;

- Kostyumun Oyronilmasi zamani totbiq edilon hermenevtik-fenomenoloji metod
onun madoniyyat artefakti kimi monbosiinasliq potensialini lizo ¢ixarir;

- Kostyum dord invariant informasiya soviyyasini: hassas-rasional, semiotik,
kulturoloji va tarixi 6zlindo comlosdirarak, biitdv bir motn kimi ¢ixis edir.

Qeyd edak Ki, alda olunan mihim naticalor muzey ekspertizasi, tarixi rekonstruksiya, teatr
Vo Kino sonayasi, habelo tarixi molumatlara osaslanaraq etnik geyimlori hazirlayan miiasir
dizayner-rossamlara metodik vosait kimi gorokli ola bilor. Hesab edirik ki, togdim olunan
aragdirma sonatsiinasliq elmindo milli geyimin oyronilmasinds klassik yanasmalardan imtina
olunmasini sartlondirarak, perspektivdsa kostyumun hermenevtik-semiotik metod vasitssilo oxuya

bilocok galacak yeni tadgigatlara elmi zomin ola bilacakdir.
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HAIIMOHAJIBHBIN KOCTIOM KAK HCTOPUYECKHUHN NCTOYHUK

HUT'SAP ABBACOBA

Odoxmopanm Azepbatiodcarnckoti I ocyoapcmeennoii Axademuu Xyooocecma

Pe3rome

AKTyalbHOCTh HCCIIEJOBaHUS OINpeAeseTcss HEeOoOXOAUMOCThIO paccMaTpUBaTh TPAJAULMOHHYIO
OJICKJy HE TOJBKO KakK MpeJIMEeT MOBCEIHEBHOTO O0MX0/1a, HO U KaK Ba)KHbII COLUMOKYJIbTYpPHBIN
KOJl M MaTepualbHbIi HOCUTEIb HCTOpHUeckodM mnamsatu. C 3TOW TOUKM 3peHHs] B CTaTbe
paccMaTpuBaeTCs HaLMOHAIbHAsA OACKIAa KaK UCTOpPUYECKMM MCTOYHUK. Llenp ucciaenoBaHus —
aHAIU3 OJEKAbl KAK OCHOBHOT'O (PAKTOPA, OTPAXKAIOIIEr0 UCTOPUIO PA3JIUYHBIX CTPaH U HapoJ0B. B
UCCIICZIOBAaHUM HCHOJB3YIOTCS BEIyLIME HANpPaBICHUS TI'€PMEHEBTUKO-(EHOMEHOIOTHYECKON
TpaauLIMU, KOTOpasi pacCMaTPUBAET B KaueCTBE MIpeIMeTa 01Ky KaK HCTOPUKO-KYJIbTYPHBIN QakT
JUIsL BCECTOPOHHETO PACKPBITHS CYIIHOCTH KOCTIOMAa KaK HMCTOPUYECKOrO HCTOYHMKA. J[aHHBIN
METOJl HCCJIEOBaHMs TO3BOJWJI PEKOHCTPYHPOBATh MAaTEpUAIbHO-COLMOKYJIBTYPHBIH  (OH,
00BEKTUBUPOBAHHBIN B KOCTIOME. TakuM 00pa3oM, XapakTepUCTUKA KOCTIOMa KaK HCTOPHUUYECKOTO
VMCTOYHMKA, OCHOBaHHAas HA €ro LEJICHAIPaBICHHOM OIMCAHUM M PEJIEBAaHTHBIX CBOWCTBAX,
MO3BOJISIET BBISIBUTH M JIETAJbHO HU3YyYUTh YETHIPEXYPOBHEBYIO HH(POPMALMOHHYIO MOJEIb,
MHBAapHAHTHYIO [0 OTHOLIEHUIO K JII0OOMY KOMILJIEKCY OZE€K/Ibl. DTH YPOBHHU HE U30JIUPOBAHBI JPYT
OT JIpyra, HapOTHB, 3a4acTy0 MH(OpMAIHs Ha OJTHOM YPOBHE UIPAET poJib KJI0Ya K MOHUMAHUIO
CMbICIa JApyrol HMHMOpPMATHUBHOW 4YacTH TeKcTa. TeopeTudeckas 3HAYMMOCTh MCCIIEJOBAHUS
ONPENENAeTCs TEM, YTO OHO IO3BOJIAET IPUMEHATH MPHUHLMIIBI PETPOCIEKTUBHOIO aHaau3a M
JEKOHCTPYKIMH HAlMOHAJIBHBIX KOCTIOMOB Ha KOHLENTyalbHOM OcHOBe. [Ipaktnueckas
3HAYMMOCTb HCCJICZIOBAHUS 3aKIF0YACTCSI B TOM, YTO MOJYUYEHHBIE BaXKHBIE PE3YJIbTAaThl MOT'YT OBbITh
ITOJIE3HBI B KAYECTBE METOAO0JIOTHYECKOr0 MHCTPYMEHTA JIJIl My3€MHOW 3KCIEPTU3bI, HCTOPUYECKON
PEKOHCTPYKLUU, TEaTPAJIbHOM U KUHOMHIYCTPUM, a TaKXKe M1 COBPEMEHHBIX [IU3alHEPOB-
XYJI0’KHUKOB, CO3JAI0INX 3THUYECKHE KOCTIOMBI HA OCHOBE HCTOPUYECKUX JIAHHBIX.

KaueBble ci0Ba: KOCTIOM, HCTOpUYeCKUH TekcT, Kapabaxckuil permoH, O3THUYECKHUH,
KYJBTYPOJIOTUYECKAN aCIEKT, CEMUOTHYECKHUI aHAIIN3.

NATIONAL COSTUME AS A HISTORICAL SOURCE

NIGAR ABBASOVA
doctoral student at Azerbaijan State Academy of Arts

Abstract

The relevance of the study is determined by the need to consider traditional clothing not only as a
subject of everyday life, but also as an important sociocultural code and a material carrier of
historical memory. From this point of view, the article considers national clothing as a historical
source. Author analysis of clothing as the main factor that reflects the history of various countries
and nations, from the point of view of its manifestations. This research uses the leading directions
of the hermeneutic-phenomenological tradition, which considers the subject of clothing as a
historical-cultural fact, as a methodological basis for the comprehensive disclosure of the essence
of the costume as a historical source. Such a research method allowed to reconstruct the material
and sociocultural background objectified in the suit. Thus, the characterization of the costume as a
historical source, based on its purposeful description and relevant properties, allows us to reveal
and study in detail a four-level information model, invariant to any complex of clothing. These
levels are not isolated from each other, on the contrary, information on one level often plays the
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role of a key to understanding the meaning of another informative part of the text. The theoretical
significance of the study is determined by the fact that it allows applying the principles of
retrospective analysis and deconstruction of national costumes on a conceptual basis. The practical
significance of the research is that the obtained important results can be useful as a methodological
tool for museum expertise, historical reconstruction, theater and film industry, as well as for
modern designers-artists who create ethnic costumes based on historical data.

Keywords: costume, historical text, Karabakh region, ethnic, cultural aspect, semiotic analysis.
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Pesrome

CraTbsl MOCBSIIEHA HCCIEAOBAHUIO XYJO0KECTBEHHBIX MOTHBOB CpPEJHEBEKOBOM MHHMATIOPHI B
opopmnennn kepamuku XI-XIII BekoB. AKTyaJbHOCTh HCCIEIOBaHHS OOYCIIOBJIEHA
HEO0OXOJUMOCThIO KOMIUIEKCHOTO M3yY€HHUS! TEXHOJIOTMYECKHX U XYJI0KECTBEHHBIX JOCTHKEHUMN
MacTepOB CPEIHEBEKOBOM KEPaMHUKH, a TAKXKE HENOCTaTOYHOM M3YYEHHOCTBIO B3aUMOCHCTBUSA
KHI)KHOW MUHHUATIOPbl U JIEKOPATHBHO-TIPUKIIAJHOTO HMCKycCcTBa. [IpeaMerom TaHHOM CTaTbH
ABJIAIOTCS TPUHLUIBL aJanTalid MOTHBOB KHWXHOW MMHHATIOPBL, a TaKXE JINTEPATYPHBIX
CIOKETOB B IIJJACTHYECKON ¢opMme cpeaHeBeKoBoM kepamuku. Ocoboe BHHMaHHWE YIEISAETCS
MOTMBaM MMWHHATIOPHOW TpaJuLUH, IOJYYHMBIIMM IIMPOKOE PACIpPOCTPAHEHHE B Pa3IMUYHBIX

BUJAX JIEKOPAaTHUBHO-NPUKIAJHOIO HMCKyccTBa. llenmp wMccnenoBaHus — mpocienuTh 3a
TpaHchopMmalelr aHTPOOMOPQHBIX, 300MOP(HBIX U PACTUTEIBHBIX MOTHBOB B JE€KOPAaTHBHO-
KOMITO3UIIMOHHON  CHUCTeMe  KepaMHYeCKHX  M3JAeNuil,  U3y4uTh  INPEEeMCTBEHHOCThb

n300pa3UTEIbHBIX U OPHAMEHTAIBHBIX MOTHBOB, @ TaKXK€ UX CBS3b C XY/I0KECTBEHHBIM SI3BIKOM
KHIKHOM MHHHUATIOPBL. AHAJIN3 MY3€MHBIX MaMSATHUKOB IO3BOJISIET YCTAaHOBHUTb, YTO MOTHBBI
MUHHATIOPBI, BBIXOJAS 3a NpeIeNbl PYKONMMCHOW KHUTH, CTAHOBMJIMCH Ba)XHBIM 3JEMEHTOM
XYJI0’KECTBEHHOTO O(OPMIIEHHS IPOU3BEJICHUI IEKOPATUBHO-TIPUKIIAHOIO UCKyccTBa. B pabore
HCIOJIb30BAHBI UCKYCCTBOBETYECKUH, CPaBHUTEIBHO-TUIIOJIOTHYECKUH, a TaKxkKe
KOMITO3UIIMOHHBII METO/Abl aHajln3a, MO3BOJIMBIIME BBIABUTH OCOOEHHOCTH TpaHc(hopMaluu
MOTHBOB CpEIHEBEKOBON KHI)KHOM MHUHHMATIOPBHI B XYJIO’)KECTBEHHOM O(QOPMIICHHM KEPAMUKH.
HoBu3zHa uccnenoBaHus 3aKiIOYaeTCsl B BBIBJICHUM MPUHIMIIOB aJalTallid MOTUBOB KHI)KHOMN
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MHHHUATIOPBl B JIEKOPATUBHO-XYJ0KECTBEHHOW CHUCTEME CPEIHEBEKOBOM KEPAMHUKH, a TaKKE
O0COOCHHOCTEM HX KOMIIO3MIIMOHHOW W TIIACTHYECKOW TpaHchopMalud TpH COXPAaHEHHH HUX
CEMAHTUYECKOro sapa. TeopeTuyeckass 3HAUUMOCTh HMCCIEAOBAHUS OMPEIECIACTCS BBISIBICHUEM
MPUHLUIIOB aJanTalid MOTHBOB CpPEIHEBEKOBON KHUKHON MHUHHUATIOPHl B XYJ0KECTBEHHOM
opopmiiennu kepamuku XI-XIII BekoB, a Takke pacKpbITHEM UX CEMAHTUYECKON COCTABJISIOIICH.
[IpakTryeckass 3HAYMMOCTb MCCIEAOBAHUS 3aKIIOYAECTCA B BO3MOYKHOCTH HCIIOJB30BAaHUS €ro
pe3yapTaTOB B  aTpUOyIIMd U HCKYCCTBOBETYECKOM H3YUYCHUHM MY3EHHBIX  KOJUICKIIHI
CpenHEeBEeKOBO kepaMuku. OCHOBHBIE TMOJIOKEHUS CTaThbH MOTYT OBITh MPUMEHEHBI B yUeOHBIX
Kypcax 0 TEOPUU U UCTOPUHU MCKYCCTBA CPEIHEBEKOBOr0 BOCTOKA M TBOPUECKOW JEATEIIBHOCTH
COBPEMEHHBIX MAaCTEPOB KEPAMUKH.

KuroueBsble cjioBa: CpelHEBEKOBAass MUHUATIOPA, XYI0KECTBEHHAsA KEPAMHUKA, UCIAMCKOE
UCKYCCTBO, J€KOpAaTUBHBIE MOTHBBI, ODHAMEHT, KOMIIO3uIus1, BocTok, A3zepbaiimxkaH.

Beenenne

AKTyanbHOCTb MCCIEAOBAaHHA MOTHBOB CPEIHEBEKOBOM KHI)KHOM MMHHATIOPHl B
xyaoxectBeHHOM odopmiennn kepamuku XI-XIII BekoB o0O0ycioBieHa HEOOXOAUMOCTBIO
U3Y4YEHUs1 TEXHOJOTMYECKOrO0 M XYHO’KECTBEHHOIO HOBAaTOPCTBA MACTEPOB T'OHYApHOIO €A,
MPOSIBUBILETOCA B  OCBOGHHMM  HOBBIX  TEXHOJIOTMH, CHOCOOCTBOBAaBLIMX  ajamTaluu
XYA0XKECTBEHHBIX MPUHLUIIOB KHUKHOW MHHMATIOPBI, a TakXke TpaHc(hopMaluu ee MOTHBOB B
XYZ0KECTBEHHOM O(OpMIIEHUH CpEIHEBEKOBON KepamukH. IIpoun3BeneHus 3THUX MacTepoB
SABJSIIOTCA  LICHHEHIIMMH HCTOYHMKAMU PEKOHCTPYKLHH OCTETHYECKMX M JIMTEpaTypPHBIX
MPECTABICHUHN AITOXH.

HayuHblii uHTEpeC NpPEACTaBIsSET W3y4YEHHE OCBOEHHUS MacTepaMH CpEIHEBEKOBOMU
KEpaMMKU TEXHOJIOTMH MHHAW U JIIOCTPA, 3HAYUTEIBHO pPACUIMPUBIIMX XYHAOKECTBEHHO-
BBIPA3UTEIIbHBIE BO3MOYKHOCTH KEPAMHMKH, YTO ITO3BOJWIO aJalTHPOBATh XYyAO’KECTBCHHBIC
MPUHIIMIIBI © MOTUBBI KHM’)KHOM MUHHATIOPBI B OPOPMIIEHUN KEPAMUYECKUX U3EIUM.

CpaBHUTENIBHOE H3y4YeHHE OCOOEHHOCTEH ajanTaliy MOTMBOB KHUXKHON MMHHATIOPHI B
XYZ0KECTBEHHOM O(GOPMIICHHMHM KEpaMMUYECKHX WU3JeNUi 00YyCIOBIEHO HEOOXOJIUMOCTHIO
KOMIUIEKCHOTO ~ aHaJIM3a  XYJIOKECTBEHHBIX  B3aUMOCBA3€H B  HMCKYCCTBE  BOCTOYHOIO
CPEITHEBEKOBBS.

AKTyalbHOCTh ~ MCCIIEJJOBaHUS  OOYCIIOBIE€HAa  TakKe HEJOCTaTOYHOM  CTENEHBIo
MU3YYEHHOCTH B3aUMOJCUCTBUSA KHI)KHOW MHHHUATIOPBI U JEKOPATUBHO-IIPUKIIAJHOTO HCKYCCTBA
Ha MaTepuale IMaMATHUKOB cpeaHeBekoBor kepamuku XI-XIII Bekos.

[enb nccnaenoBanusi — MPOCIEIUTH XY/10)KECTBEHHbIE OCOOEHHOCTH a/1alTallid MOTHBOB
CPEIHEBEKOBOM KHM)KHOM MUHHMATIOPHl K IJAaCTUYECKOH (opMe KepaMHuUecKuX H3Aenuil u
BBISIBUTH 3aKOHOMEPHOCTH HX KOMIIO3UIIMOHHOW M IUIACTUYECKON TpaHc(hopMaluu, a Takke

O0COOCHHOCTH COXPAaHCHUS UX CCMAHTUYCCKOT'O sA/pa.
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B xone paboThl epen HaMu CTOsUIA 3a/1a4a IPOAHAIU3UPOBATh B OTAEILHOCTU MaMSATHUKU
XYA0XKECTBEHHONM KEPAMHMKM YKa3aHHOTO IE€PHOJA, YTO IO3BOJMIIO IMPOCIEIUTh OCOOEHHOCTU
ajanrTaluyu MOTHMBOB MUHHMATIOPHOM TpaJuLMU B MHOM XYJO’KECTBEHHO-MaTepHAIbHOU cpene. B
JAHHOM CJIy4ae CYLICCTBCHHOE 3HAYECHHE MMEIIM HE CTOJBKO XPOHOJIIOTHMYECKUE PA3INYMsl MEXKIY
IPOU3BEACHUSAMHY,  CKOJIBKO  OCOOCHHOCTHM  MX  (opmMooOpa3oBaHus,  JEKOPATUBHO-
KOMITO3UIIMOHHOTO DPEIIEHUS M TPAKTOBKM MOTHUBOB, YTO M IOCIY>KHJIO OCHOBOW HOBH3HBI
uccienoBanus. B pesynbrare HamM ObUIO BBIICHEHO, 4YTO MOTHUB BKJIKOYAJICS B HOBYIO
JNEKOPaTUBHO-XYJOKECTBEHHYIO CHCTEMY, COXpaHssd XapaKTepHbIE 4YEepThbl IEPBOHAYAIBHOIO
XYHA0XKECTBEHHOTO  s13bIKa, HO TMpuoOperas WHbIE KOMIIO3ULIMOHHBIE W  IUIACTUYECKUE
XapaKTEPUCTUKHU.

TeopeTnueckass 3HAYMMOCTb HCCIICNOBAHUS ONPEHENSIECTCA BBIABICHUEM IIPUHIIMIIOB
ajanTalud MOTHBOB CPEIHEBEKOBOW KHM)KHOM MHUHMATIOPBI B XYIO0XXECTBEHHOM O(OpPMIIEHUHU
kepamuku XI-XIII BekoB, a Takke paCKpbITUEM UX CEMAHTUYECKOM COCTABIISIOIICH.

[IpakTHueckass 3HAYMMOCTh MCCIIEIOBAHMS 3AKJIKOYAETCS B BO3MOYKHOCTH HCIIOJIb30BAHMS
€ro pes3yjbTaToB B aTpUOyLHMH M HCKYCCTBOBEJUECKOM H3YYEHUM MY3E€MHBIX KOJUIEKLUI
CpeaHEeBEKOBOM KepaMuKu. OCHOBHBIE MOJIOXKEHUS CTaThU MOTYT ObITh IPUMEHEHbI B Y4eOHBIX
Kypcax I10 TEOpUU U UCTOPUU MCKYCCTBA CPEIHEBEKOBOr0 BOCTOKA M TBOPYECKOM AESATEIBHOCTH
COBPEMEHHBIX MacTepoB Kepamuku. Kpome TOro, pes3ynapTaTbl CEMaHTHYECKOTO aHaJIn3a
KEpaMU4ECKUX H3JIEIMM MOTYT CIYXKUTb MCTOYHMKOM TBOPYECKOIO BIOXHOBEHMS A
COBPEMEHHBIX  XYJOXXHUKOB-KEPAMHUCTOB U  JU3aMHEPOB  XYJOXKECTBEHHOHM  KEPAMHKH,
CIOCOOCTBYSl COXPAaHEHHIO U PAa3BUTHUIO  XYJIOKECTBEHHBIX TPAIUIMNA  CPETHEBEKOBOTO

ACKOPATUBHO-TIPUKIIAHOTO UCKYCCTBA.

Martepunajbl M1 METOABI HCCJICTOBAHUS

K ximaccrueckum TpyzaM 10 CHCTEMATH3alMU UCIIAMCKOW KEPaMUKU U €€ B3aUMOCBS3EH ¢
MUHUATIOPHON uBomuchbio nmpuHaiexxuT D.K.Ksepdenbary [4], xoTopblil gan paciivpeHHbIN
CTWJINCTUYECKUM aHalIW3 PACHUCHBIX KEPAMHUYECKUX H3JEIMM, XpaHAUMXcs B OpmuTaxke. B
COBETCKOE BPEMS OTPOMHBIN BKJIJ] B U3yUYEHUE XYA0KECTBEHHBIX CBSI3€H, CEMAHTUKH U MUTPALIUU
CIOKETOB NpuHajiexar akageMuky A.FO Axy6osckomy [8] u H.H.Baktypckoii [1]. O6bexTOM nux
uccleIoBaHUM Obula HcIamMcKas KepaMuKa, a HMEHHO pa3paboTka MX KiIacCUpUKaUuu U
XpOHOJOTMH. BuIHBIM Typeukuil uccienoBaTelb ceabXyKkckoro uckyccrsa O.Ilanmxaporisl
[13] B cBOMX TpyJax JeTaldbHO M3ydyasla MEXaHU3MBbI IEPEHOCA KHUKHBIX CIOKETOB Ha (hasHCOBBIC
U3JleNusl TEXHUKM MHMHAaW U JIIOCTPA, MOAYEPKUBAs TECHYIO CBSA3b T'OHYAPHOIO MAacTepCcTBa C

MPUIBOPHON KYJIBTYPOH CENBIKYKCKOTO MHpa. YKa3aHHbIe pabOThl CIyKaT IMOJACIOPbEM B
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WCCIIEZIOBAHINH MOTHBOB CPEAHEBEKOBOW MUHHATIOPHI B XYA0KECTBEHHOM O0(DOPMIICHUN KEPAMUKH
XI-XIII BexoB. PabGoTe1 Oputanckoro uckyccrsoBena P. Xunnenopanaa [12], mOCBSIICHBI aHATTU3Y
aJanTalvy KHKHOW MUHHATIOPHI B rocTpoBoi kepamuke XIII Beka. Boctokosen b.B. Belimapn
[2] B cBOMX TpyZJax, ONUCHIBas OOILIYI0 KapTUHY pa3BUTHA HciaaMmckoro uckyccrsa B IX—XIII
BEKax, MOAPOOHO paccMaTpuBaeT Kak B 310Xy CelbKYKHJIOB pOCIHCH IMOCYbl oOoramaics
KHIKHBIMH CHOKETaMHU. Uccnenoanus B.b.KomaeBa crnocobctBoBanu riry0xke MpocienanThb
MEXaHHU3MBbI TpaHCchopMalMi KHHKHOM MUHUATIOPBI B KEPAMUYECKOM JIEKOPE OCYAbI.

Ocoboe 3HayeHue Uil pacKpbITHs TeMbl UCClieoBaHus chirpanu Tpyasl P.C.Odenauena
[6; 7]. OH HEOTHOKPATHO OTMEYaJl, YTO POCIHCH CPEIHEBEKOBOW KepaMuKu A3zepOaiikaHa muia
napajulesibHO ¢ Kayuurpadue u KHUXKHOW MHUHHATIOpoil. P.OdennueB ykaspiBall Ha BBICOKUMN
npodeccuoHan3M azepoOaiipkanckux mactepoB XI—XIII BekoB, 3aHMMaABIINX 3HAYUMOE MECTO B
KyJbTYPHOM IpocTpaHcTBe CenbaKyKCKOrO MUpA.

MatepuanoM ucciaea0BaHus MOCITYKWIN MaMITHUKU XyAoxecTBeHHOU kepamuku XI-XII|
BEKOB U3 coOpannii My3zeit Metrpononurer (The Metropolitan Museum of Art), ['anepen ®@pepa
(Freer Gallery of Art) u 'ocyzapcTBeHHOr0 DpMHUTaXKA.

B pabore wucnonp30BaHbl METOJBl HCKYCCTBOBEIUYECKOTO aHAIM3a, CPAaBHUTEIbHO-
TUIOJIOTUYECKUH METOJ, a TakKKe KOMIIO3ULIMOHHBIM aHaJu3, IO3BOJIMBIIUE BBIIBUTH
0COOCHHOCTH TpaHCchOpMallMd MOTHUBOB CPEIHEBEKOBOW MMHUATIOPHl B  XYJI0KECTBEHHOM
o opMIIEHNN KEPaMUKH.

Oo6cyxnenus.

Oco0eHHOCTH aJanTallMH Xy/J105KeCTBEHHBIX MOTHUBOB CpelHEBEeKOBO MUHHMATIOPBI B
kepamuke XI-XIII BexoB

Kepamuka sBnsieTcss OOHMM U3 JpEeBHEMIIUX W Hauboliee YHHUBEPCAIBbHBIX BHJIOB
XYJ0’KECTBEHHOTO TBOPYECTBA, OTPAXKAIOIIUM KYJIbTYPHBIE, SCTETUUECKNE U MUPOBO33PEHUYECKUE
0COOEHHOCTH Pa3MUYHBIX UCTOPHUYECKUX MEPHOAOB. B 1eKOpaTHBHON KyIbTYpe MYCYJIbMAHCKOTO
BocTtoka kepamuka BbICTynaja HE TOJIBKO Kak MPEAMET YTHJIMTAPHOIO Ha3HA4YeHHs, HO U Kak
BaYKHBI HOCUTEIb SCTETHUECKUX U 00pa3HbIX MpeacTaBieHui amoxu. OcoOeHHOCTH oQOpMIICHHUS
KepaMHMKH JIaHHOTO TMepHoAa ObUTH pPACTUTENbHBIE W TI'€OMETPUYECKHE MOTHBBI, CIOXKETHBIE
KOMIIO3UIIMM M OPHAMEHTAJbHBIE JJIEMEHThl — IIO3BOJIIIOT JIaTUPOBaTh U3JCIHUA U
aTpuOyTHPOBAaTh MX K OMNpPENeNEHHON pernoHalbHOM Tpanuuuu. CTaHOBJIEHHE JEKOPATHBHO-
XYJ0’KECTBEHHBIX MPHUHIIUIIOB MPOUCXOJUIO B YCIOBHSIX B3aUMOJICHCTBUS PAa3IHUYHBIX BHJIOB
HCKYCCTBA, CPEI KOTOPHIX 0COO0E MECTO 3aHMMaja CpPeJHEBEKOBas KHIKHas MuHHuaTiopa. OHa
OKa3ajga CYIIECTBEHHOE BIIMSHHE Ha pa3BUTHE M300pa3UTENILHOTO fA3bIKA JIEKOPATHUBHO-

IMPpUKIAAHOIO HCKYCCTBA, B TOM YHCJIC Xy,HO)KCCTBCHHOﬁ K€paMHUKH, 4YTO BO MHOI'OM
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ONPENEIANOCh €€ INPUHAICKHOCTBIO K YUCIY BEIyIIMX SBJICHUN CPEIHEBEKOBOW KYJBTYpHI
ucnaMmckoro Bocroka.

CpenHeBekoBass KHM)XKHAs MUHHATIOpa MYyCyJIbMaHCKOro BocTtoka mpencrasnser coOoif
LEJIOCTHYIO XYZOXXECTBEHHYIO CHCTEMY, C(OPMHUPOBAHHYIO B paMKaxX PYKOIUCHOW KHIDKHOU
KylabTypbl. EH CBOMCTBEHHBI CIIOKHAs CIOXETHO-KOMIIO3UI[MOHHAs OpraHu3alus, ocoOble
IPUHLUIBI POCTPAHCTBEHHOI'O IOCTPOEHMsI, pa3BUTas CHUCTEeMa o00pa3oB M BbIpaXKEHHas
JEKOPaTUBHOCTb  XYJIO’)KECTBEHHOI'O  Si3blKa. 3HAYUTEIBHOE MECTO B CHUCTEeME 00pa3oB
CPEHEBEKOBOM MUHHUATIOPbl 3aHUMaIM MOTHBBI, KOTOpPBIE BIIOCJIEICTBUHU BBILIUIA 3a MPEIEIIbI
PYKONMCHOM TpaAWlIMM W HANUIM MIMPOKOE MPUMEHEHHE B XYA0KECTBEHHOM O(GOpPMIICHHH
Pa3IMYHbIX BUJOB JIEKOPATUBHO-IIPUKIIAHOTO UCKyccTBAa. OCOOEHHO OTUETIIMBO JAHHBIH Mpoliecce
IPOSBUHIICA B XYyNOKECTBEHHOM KEpaMHMKE, TIJ€ MOTHBBI CPEIHEBEKOBOM MUHHUATIOPBI HeE
BOCIIPOM3BOAMIINCH OyKBaJlbHO, a IMOABEPrajvch TBOPYECKOH INepepaboTKe B COOTBETCTBHM CO
cneun(ukoil marepuana, (GOpPMON HU3IAENUS, XapaKTEPOM €ro IMOBEPXHOCTH M NPUHIMIIAMHU
JNEKOPaTUBHOM OpraHu3auuu. B pe3ynbrare HNpOMCXOAWIO HE MEXAHMYECKOE 3aMMCTBOBAHUE
OTJEJbHBIX 00pa30B U CHOKETOB, a UX XYJI0KECTBECHHAs aJjalTalys K OCOOEHHOCTAM MaTepuala u
BBIPA3UTEIbHBIM BO3MOXXHOCTIM KEPAMUYECKOI0 UCKYCCTBaA.

[TosToMy nipu aHanu3e NpOU3BENCHUN XyA0KECTBEHHOW KEPAMUKHU CJIEIYET TOBOPUTH HE O
MIPSIMOM IIEPEHOCE MUHHMATIOPBI KAK LIEJIOCTHOTO SBJICHHS KHUKHOM KyJIbTYphl B MHOW MaTepual, a
0 TpaHc(hOopMaIMK OTEIbHBIX KOMIIOHEHTOB €€ N300pa3uTeNbHO-1eKOpaTUBHOM cucTteMbl. K HUM
OTHOCATCS: OpHAMEHTaJbHbIEe (DPOPMBI M KOMITO3HIIMOHHBIE CXEMbl; OCOOCHHOCTH TPAKTOBKH
YeNIOBEYECKNX (UTyp; JHMHEHHO-PUTMHYECKAsh OpraHM3alus H300pakeHUs; JeKOpaTHBHAs
IIJIOCKOCTHOCTh WM IIBETOBBIE NPHHIUIBI, YCTOMYUBBIE XYJI0KECTBEHHbIE MOTHBBL. MIMEHHO OHH
obecreunBaly MPEEMCTBEHHOCTh XY/I0’KECTBEHHOTO S3bIKAa MEXJy KHID)KHOM MHHHATIOPOH H
pa3IMYHBIMM BHJIAMHU JI€KOPAaTHUBHO-IIPUKIJIAJHOTO MCKYCCTBA — XYJOXKECTBEHHOW KEpPaMHKOM,
TEKCTUJIEM M  MeTauloM. TakuM 00pa3oMm, TNPEIMETOM  HCCIIEIOBAaHUS  CTAHOBSTCS
XYJI0’KECTBEHHBIE MOTHBBI CPETHEBEKOBOI KHI)KHONM MHHHATIOPHI U OCOOEHHOCTH MX aJanTaluu
B KEpaMHUKe MyCyJIbMaHCKOro Bocroka.

Oco0eHHOCTH CHKeTHO-N300pa3uTeNbHbIX MOTHBOB
yamu «Bcagnuna» Aoy 3aiia aab-Kamanu.

[TokazaTenbHBIM HPUMEPOM ABIISIETCS KEpamMU4ecKas
yama okpyrioi ¢opmer XII Beka, u3BecTHast MOJ YCIOBHBIM
HazBaHnueM «Bcamuumna» (puc.l), Xxpansmascs B coOpaHuu

Mysess MerpononuteH. M3aenne BhIMOJIHEHO B TEXHUKE MUHAU

Pucynok 1 Yama «Bcagnumay.
Mactep A0y 3aiig aab-Kamann.
My3zeii Merponoauren. XII Bex
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W3 KaMEHHOW MAaccChl ¢ MPUMEHEHUEM MOJMXPOMHOW MOATIa3ypHOM W HAATJIA3ypHOW POCIHCH, a
TaK)Ke HEMPO3pavyHOM TJa3ypu. ABTOPCTBO Yallld CBS3BIBAETCA C MactepoM AOy 3aiin anb-
Karmanu (Abu Zayd al-Kashani) [11].

OpHaMeHT BHEIIHEH NOBEPXHOCTM YallM IIOCTPOEH Ha 4YEpEAOBAHHUU CTHJIM30BAaHHBIX
pPacTUTENbHBIX MOTHBOB, BKJIIOYAIOMIKUX OYyTOHOBHJAHBIE (OPMBI, U MeAAIbOHOOOPA3HBIX
aneMeHToB. X nuHeiHo-rpaduyeckas TPaKTOBKa, CHMMETPUYHAs OpraHu3alus U MeTpuyecKas
MOBTOPSIEMOCTh 00pa3yloT AEKOpPaTHBHBIA (pHU3, OPraHUYHO CBA3AHHBIA C OKpYriaou (opmoit
npeamera. OcoOeHHO Ba)XKHO, YTO OPHAMEHT HE MPOCTO YKpallaeT MOBEPXHOCTh, & OPraHUYHO
cieayer QopMme dYam, MOTYMHAACH €€ KPYroBOW IUIACTHKE M YCHJIMBAs KOMIIO3HIIMOHHYIO
LEJIOCTHOCTD U3/IEIINS.

Oco0oe 3HaueHHE UMEET pa3MeleHIe H300pakeHus B Ipeeiax Kpyrion ¢Gopmsl dyamm. B
e€ BHYTPEHHEM TIPOCTPAHCTBE pa3BEPHyTa MHOTOPUTYPHAs CIOKETHAs KOMIIO3UIUS C
N300paXEHUEM BCAJHUIBl B OKPYXEHUHM COIPOBOXKIAIOLIMX NepcoHaxel. LlenTpanbHblil 00pa3
TPaKkTOBaH B  YCJIOBHO-JIEKODaTHMBHOM MaHepe: MOAYEPKHYTas JMHEMHOCTh KOHTYDA,
OpHAaMEHTAJIbHAsT PUTMHU3ALUA CHJIYdTa W IUIOCKOCTHas TPaKTOBKa (OpMBI MPUAAIOT €My
BBIPA3UTENBHOCTD M JCKOPATHUBHYIO 3aBEpIIEHHOCTh. CompoBOXAatoniie (GUTyphl BBHIITIOIHEHBI B
TOM ke XYJI0’)KeCTBEHHOW MaHEepe W XapaKTePU3YIOTCS YCIOBHOCTBIO MPOTOPIHMA, TpadudecKoi
YETKOCTHIO M JIEKOPATHUBHOW BBIPA3UTENIbHOCTHIO. JIOKaIbHbIE LIBETOBBIE AKIIEHTHI COYETAIOTCS C
KOHTYPHBIM  PUCYHKOM, (GOpMHUPYs IENOCTHYIO IUIOCKOCTHYIO CHUCTEMY HW300pa)KeHHUS.
CyI1ecTBeHHYIO POJIb UTPAIOT PACTUTEIHHBIE MOTHBBI U U300paKEHHE MTHUIIBI, KOTOPHIE HE TOIBKO
JOTIOJIHSIOT CHOKETHYIO CLIEHY, HO M YCUJIMBAIOT OPHAMEHTAJIbHBIN XapaKTep KOMITO3HIIMH.

Kommnosumuss  pa3BopauuBaeTrcs 1O  IOBEPXHOCTH  yamM  0e3  BhIpaXXKEHHOU
MPOCTPAHCTBEHHON TMEPCHEKTUBBI, YTO SBISETCS OJHOW U3 XapaKTEepHBIX OCOOEHHOCTEH
XYJO’KECTBEHHOTO s3bIKa CpPEAHEBEKOBOW MHUHHUATIOpPbl. BMecTe ¢ TeM CloKEeTHas ClieHa He
BOCIPUHHMMAETCSl KaK MEXaHUYECKH IEepeHECEHHas W3 KHIKHOM pYyKONHMCH Ha IOBEPXHOCTh
COCy/ia; HAIpOTHB, OHA OPraHMYHO MOJYMHEHA €ro IjaacThke. OUrypaTtuBHbIE U JIEKOPATUBHbBIE
MOTHBBI OPTraHHW30BaHbl MO OKPY)XHOCTH 4allld, MOAYMHEHBl €€ KpUBHU3HE U 00pasyloT
HEMPEpBIBHBIA BHU3YaJdbHBIH pPUTM. TakuMm oOpa3oM, B J[JaHHOM TaMSTHUKE MPOSBISETCS
XapaKTepHBI TPHUHIHUI TpaHCHOpPMAUA MUHHUATIOPHON TPAJAWIMA B KEpaMUKE: CIOKETHO-
M300pa3UTEIbHbIA MOTHB COXPAHSET YePThl KHUKHOW MUHUATIOPBI — MJIOCKOCTHOCTD, TUHEHHYIO
PUTMUKY M JIEKOPAaTUBHYIO YCIIOBHOCTh, — HO IOJY4Ya€T HOBOE KOMIIO3MIIMOHHOE pEIICHHE,

o0ycioBieHHOe (HOpMOii U MaTepHaIbHOIN NPUPOIOH KEPAMUYECKOTO U3CIIHSL.
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Yama, wunoctpupoBanHass ucropueit bumxana m Manuwxu  u3 «llaxname»
dupaoycu

Kak orMeuanocs panee, MOTUBBI CPEHEBEKOBOM MUHUATIOPHI B 0(OPMIICHUH KEPAMUKH U
ApPYTUX BHJAAaX JEKOPATUBHO-NPUKIAAHOIO MCKYCCTBA IPETEPIEBAIOT  XYJI0’)KECTBEHHYIO
Tpanchopmaiuio, OO0yCIOBIEHHYIO0 crnernupukor oO0BEMHONW (GOPMBI W  MPUHIMUIIAMHA
JIEKOPaTUBHOI OpraHu3alyy NOBEPXHOCTH.

Haubonee oT4€TnmBO HaHHBIA MPOLIECC MPOSBISETCS B KEPAMHUYECKUX HU3JCIUAX, TIE
XYJI0)KECTBEHHbIE MOTHBBI CpPEJHEBEKOBOM MHWHHUATIOPHl IOJBEPratOTCs KOMIO3UIMOHHOW H
IUTACTUYECKOW  ajanTanuu, OOyCIOBJICHHOW ¢GopMOil mpeaqMeTra W OCOOCHHOCTSIMH — €T0
JIEKOPAaTUBHOTO PEIICHHUS.

XapakTepHbIM TNPUMEPOM MOAOOHON TpaHchopManuu
ABJISIETCSl Kepamuueckas ydama koHua XII Beka cenbIKyKCKOro
nepuoja, xpansmascs B ['anepee Opup [3].

B xypoxectBeHHOM 0GOpMJIEHHM JaHHOM  4aiu
MPOCIeKUBaeTCsl 0ojiee pa3BEPHYTOE BOIUIOUICHHE MPUHIUIIOB
CPEIHEBEKOBOM  MHMHMATIOpbl.  M3menme  1EKOpUPOBAHO

MOBECTBOBATEIbHBIM LIMKJIOM IO MoTuBaM Illaxname («Kuuru

napei») —  BBIJAIOMIETOCS ~ MaMSATHUKA  MEPCUICKOU
Pucynoxk 2 Yama, tekopupoBaHHast
WLTIOCTPanusMu ucropun bumkana
u Manukn n3 «Illaxname»
®uppoycu.I'aniaepes @pup.

Bammurron. Konen XII Bexa uepelyloTcd ¢ HM300paKEHUSAMM BCAJHUKOB — OJHHMM U3

JINTCPATYPHI, MOCBSIIEHHOTO HUCTOpUHU H  JICTCHOAPHbBIM

MpaBUTCIIAM HUPAHCKOI'0 MHUpA. CI_ICHLI ):[BOpI.IOBOﬁ KHN3HHU

LHEHTPaJbHBIX MOTHBOB 3I0CAa, IPOHU3BIBAIOIIUM OaTallbHbIE CIEHBI, OXOTY, MOEAUHKH U
TpuyMdalibHble BbE3Abl TepoeB (puc.2). YcToWuuBoe paclpoCTpaHEHHE JaHHOro obOpasa
CBHJIETEJILCTBYET O €ro 0co00i CUMBOJIIMYECKON 3HAUMMOCTHU: BCAJHUK BBICTYIAET BOIJIOLUICHUEM
BJIACTH, JOOJIECTH M TE€POMUYECKOTO Hauyajla, 4TO OOYCJIIOBHMJIO IIMPOKOE HCIOJIb30BAHUE 3TOTO
MOTHBA B JEKOPATMBHOM HCKycCcTBe. KomMno3unny pa3MemeHbl TOpU30HTAIBHBIMU TOSICAMU 110
MOBEPXHOCTU LMWIMHIPUYECKOH (HOPMBI, YTO MO3BOJISET BOCHPUHUMATH UX IMOCIEN0BATEIbHO, C
pa3HbIX Touek 3peHus. bemoe mpocTpaHCcTBO (hoHA MOTUEPKUBACT M300pakKeHUs, O0bETUHEHHBIE
oOImIeil CIOKETHOW JIMHMEH, W YCHJIMBAEeT BBIPA3UTENBHOCTh MOBECTBOBaHMA. Konopuctmueckas
NajquTpa OTJIMYAETCSl MSITKOCTBIO M YPaBHOBELIEHHOCThIO, C MpeoliafaHueM  TEMIBIX
KOPUYHEBBIX, OXPUCTBIX U JKEATHIX OTTEHKOB. PUrypbl NPONOPLUOHAIBHBI, @ YCIOBHBIN XapaKTep

HUX TPAKTOBKH HO,Z[‘-II/IHéH CAUHOMY XYyHOKCCTBCHHOMY NNPHUHIUITY.
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MotuBsbl yamu “OX0THUK”

CpenHeBeKkoBasi MMUHHUATIOpAa OCHOBBIBAJACh HA YCTOMYMBBIX NPHUHIMIAX OpPraHU3ALNHU
M300paXeHUs] W YacTO BBICTPAaWBalaCh PUTMHUYECKH, C TMOAUYEPKHYTOH IEKOPATUBHOCTHIO U
YCIIOBHOCTBIO IPOCTPAHCTBA.

OTcyTCcTBUE JTUHEHHON MEPCIEKTUBBI, MIIOCKOCTHOCTh M300payKEHUSI M1 MHOTOIIJIAHOBOCTH
co3iaBaliu  0oco0oe «pa3BEPHYTOE» MPOCTPAHCTBO, B KOTOPOM CMBICIIOBOE COJEp)KaHUE
npeobiiagano HaJl IPOCTPAHCTBEHHOM TOCTOBEPHOCTHIO.

OTH 0COOEHHOCTU MOIMYYHIA OTPAKEHUE B JACKOPATUBHO-TNIPUKIAJIHOM HCKYCCTBE, B TOM
yruciae B odopmieHun kepamuueckux uzgenuil. [loBepxnocTh Omropa win yamm TpeboBana
0c000ro KOMIIO3UIMOHHOrO pemeHusi. llentpuyeckas ¢opma mpenMera crnocobCcTBOBaja
pa3MelIeHUIO TJaBHOM CIIEHbl B IEHTpEe, TOr/Ja Kak Kpas, OOpTa M BHYTPEHHHUE CTEHKHU
UCIOJIb30BANIUCh ISl OPHAMEHTANBHBIX WM 3MHUrpaduueckux moscoB. Takum oOpaszom, dopma
M3JIeNUs ONpeerisiia XapakTep TpaHC(POpMalui MUHHATIOPHOTO MOTHBA.

Haubonee orué€rnuBo ganHble nponeccsl npossuianck B X1 — nauane XIII Beka, B nepuon
CTAHOBJICHUS M Pa3BUTHUS CEJIbIKYKCKOM XyJ0KECTBEHHOU Tpaauuu. Kepamuka 3Toro BpemeHu
OTIIMYaeTCsi OOraTCTBOM JICKOPATHBHBIX PEIICHUH, pa3HOOOpa3ueM MOTHUBOB U BHICOKHMM YPOBHEM
TEXHUYECKOTO HCIONHeHHA. B e€ odopmieHHH MIMPOKO HWCIOIB30BAINCH PACTHTENBHBIE,
T€OMETPUUYECKHE, COJSIPHBIC, 300MOp(HBIE U aHTPOMOMOP(HBIE MOTHBBI, & TaK)XE CIOKETHBIC
KOMIIO3UIIMH, BKJIIOYAIOUIME CLEHBl OXOThl, NPUIBOPHOW >KM3HU, CPAXKEHUUW M PUTYaAIbHBIX
JNEUCTBUMN.

OnHuM M3 XapaKTepHBIX MPUMEPOB SIBIIAETCS dYalla ¢
n300paXeHHUeM  OXOTHHKa, XpaHsmascs B  coOpaHUU
I'ocynapcrBenHoro Opmuraxa. [lamstauk patupyercs XII —
HayaioM XIII Beka W MPOUCXOAUT U3 aAPXEOJOTMYECKOro
namstHrKa OpeH-kana (puc.3). 3aenue BHIMOIHEHO U3 TIIMHBI
C IpUMEHEHNEM aHro0a, r1a3ypu, TPAaBUPOBKHU U TTOJTMXPOMHOM

pocniucu. Jlnametrp yamm coctaBisgeT 17 cm. Ha moBepxHocTH

uMeeTcs rpaBupoBaHHas Haanuck: «Caenan Hacupy» [9].

Pucynok 3 Yama ¢ uzoépaikeHuem LlenTpanbHOE MECTO B KOMIIO3MUMH 3aHUMAET CIEHA
oxoTHHuKa. Ipmutaxk. XII — Hauano .
XIII Beka OXOTBI: OXOTHHUK CTPEJISIET U3 JyKa B Oerymiero ojeHs. JlaHHbIA

CIO)KET OTpa)kaeT yCTOWYMBBIK MOTHUB CPEIHEBEKOBOIO
HCKYCCTBa MYCyJIbMaHCKOro BocToka. OxoTa B MOJ0OHBIX N300paKEHHUSIX BBICTYIAeT HE TOJIHKO
Kak OBITOBas CIIEHA, HO W KaK CHMBOJI CHWJIBI, BJIACTH, MyXecTBa U Oyiaropojictea. Kommosurus

JIOTIOJIHEHA PACTUTENbHBIM MOTHBOM B BHJE BBIOLIErocs CTeOns, KOTOpBI oOpa3yer
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OpHAMCHTAIGHBI (OH W CBS3bIBAaCT (UTYPATHBHYIO CIEHY C JICKOPATUBHOW CTPYKTypOi
npeamerTa.

B XynoxecTBeHHOM pEeIIeHUH Yallli 3aMETHA YCIOBHOCTh M300paKeHUs, XapaKTepHasi AJs
MUHHATIOPHON Tpagunuu. Purypa OXOTHHKA TPAKTOBAHA HECKOJBKO YIJIOBaTO M 000OIIEHHO,
TOr/a Kak o0pa3 >KMBOTHOTO OTJIMYAETCA OOJIbIICH TJIACTUYHOCTHIO M JUHAMHUKOW. PuTtmMuyHOe
Yyepe0OBaHKUEe LIBETOBBIX ISATEH, BKIIOYEHHE (PUTYphl B OPHAMEHTAIBHYIO Cpely U JAeKOopaTHUBHAs
o0paboTKa aeraneil co3ar0T LEJOCTHOE XYJ/I0KECTBEHHOE BIEUYATJIICHHE. 3]1€Ch MOTUB OXOTHI
npuoOpeTaeT He TOIbKO CHKETHOE, HO M KOMIIO3ULIMOHHO-IEKOPAaTUBHOE 3HAYCHHE.

Kepamuueckoe 6,11010 — «/KeHux, yBuieBIINii BO CHe MATH KPAacaBUI».

B pamMkax pganpHeWiiero aHajiy3a — paccMaTpUBAETCs
KepaMuieckoe 0J110]10, U3BECTHOE MO/ YCIOBHBIM Ha3BaHUEM.

OHO BBIIOJIHEHO B TEXHHUKE JIIOCTPA, OTHOCHUTCS K
CeNbJKYKCKOM 3moxe, garupyerca 1210 romom M XpaHUTCS B
I'anepee ®pup B Bammnrrone [10], Bxonsdmeidl B cocras
CMHUTCOHOBCKOrO  MHCTUTyTa.  [IpeanosioKuTenbHO  JaHHBIN

MaMATHUK  OBLI Co3aH Ijid  1Ip aBUTENICH BHBI[CFI/ISI/II[CKOI‘ ()

Pucynok 4 bmono «Kennx, rocynapcTsa (pPIC. 4)‘

YBH/IeBIIHii BO CHE MSATH
kpacasumy». ['anepee @pup.

Kpait oopmiieH ABaALATHIO AEBATHIO 3yOlamMu. B 1eHTpe m300pa)keHHs] MpeAcTaBieH CISIIUN

btono umeeT CIoXHYI0 KOMIO3UIMOHHYIO CTPYKTYpy. Ero

MOJIOJIONW 4YeJIOBEK Mepes] KOHEM, PSIOM C KOTOPHIM DPACIOJIOXKEHBI MATh >KEHCKUX ¢(uryp. B
HIOKHEW YacTH KOMIO3UIIMHM M300pakeHa BOJHAS cpela ¢ phldaMu U KEHCKou Qurypoit. B
MIPOM3BE/ICHUN COEJIMHSAIOTCS HECKOJIbKO THUIIOB MOTHMBOB: AaHTPONOMOp(HBIE, 300MOpQHBIE,
npupoaHbie U snurpaduyeckre. OcoObli MHTEpEC NPEACTABISIOT SNUrpagUUecKue Mojochl Ha
Kpasx M CTEHKaxX W3JIENHsl, KOTOpblE TapMOHMYHO BIUIETEHBI B KOMIIO3ULIMOHHYIO CTPYKTYpY.
MHOrocnIoMHOCT  XYJOKECTBEHHOTO  NPOCTPAHCTBA  ONpEAENAET  CJIOXKHAasi  CIOYKETHO-
JIeKOpaTUBHAsl CUCTEMA, TJIe pacTUTENbHbIE, 300MOp(HbIE MOTUBBI U BOJHAS CPeJla OPraHU30BAHbI
CTPOTO MO MPUHIUIIAM MUHHATIOPHON KOMITO3HUIIMH.

CpaBHuTtenbHbINH aHaJN3 Yamu «OXO0THHK» U 0002 «?KeHux, yBuaeBIInil BO CHe
NSTh KPAacaBUID)

B Hamewm uccrnenoBaHuM COMOCTaBICHHE JIBYX NMPOM3BEACHMH, Kak yama «OXOTHHUK» U
o6mono «KeHux, yBUAEBIINI BO CHE MATh KpacaBHIl», MO3BOJMUT BBIABUTH OOIIME U pa3iIvyHbIC
IIPU3HAKU B MHTEPIPETALIMM MOTHUBOB. B KakIOM M3 3THX M3AEIUI JEKOPaTUBHO-NPUKIIATHOIO
HCKYCCTBA CIOKETHYIO OCHOBY KOMITO3UIIMHM (DOPMHUPYIOT aHTpOnoMop(dHbIE W 300MOp(HBIC

O6pa3BI. OCHOBHBIM pasindueM SABJIACTCA MOHOCKOKCTHOCTh, TMHAMHUYHOCTE KOMITIO3HUIITMOHHOI'O
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pemeHust yamm « OXOTHUK» ¥ MHOTOYPOBHEBOCTH MIOBECTBOBATEILHOM CTPYKTYPHI C BHITEKAIOIICH
CEMHOTHUYECKOM HACKIIIEHHOCTHIO Omroaa «KeHuX, yBUIEBIINI BO CHE MATh KPaCaBUII.

B nexopaTuBHO-TPUKIAAHOM HMCKYCCTBE MOTHUB, OyIy4Yd OJHUM U3 OCHOBHBIX 3JIEMEHTOB
KOMITO3UITMOHHO-00Pa3HOTO CTPOsI MPOU3BEACHUS, 00JIaaeT Pa3IUIHbBIMU (yHKIIMOHATHHBIMU U
CTPYKTYpHBIMH (yHKIUsIMUA.  DyHKIIMOHATBHBIE OCOOCHHOCTH Pa3IMYHBIX MOTHBOB MOXKHO
MPOCIEIUTh U B XOJE CPABHUTEIBHOIO aHAJIW3a YKAa3aHHbIX NAaMATHHUKOB CEJIbIKYKCKOIO
nepuo/a.

Tak B yame «OXOTHUK»  pacTUTEIbHBII MOTHB  BBICTYA€T B  KauyeCTBE
CTPYKTYpOOOPA3yIOIIEro 3JIeMEHTa KOMIO3UIINK, TOTJa Kak (hurypa JIydHHKa BBITIOJHSET POJb
CMBICJIOBOTO U KOMITO3UITHOHHOTO akieHTa. M30rHyThie TMHUU CTeOsel U BETBEH MPOHU3BIBAIOT
Bc€ u300pa3uTeNbHOE TMoJie, O0beNuHss H300pakKeHHS OXOTHHMKA W JKUBOTHOTO B €IUHYIO
XYyJOKECTBEHHYIO cucTeMy. [IepcOHaku OpraHM4HO BIIMCAHbI B PUTM PACTUTEIBLHOIO OPHAMEHTA,
BCJIC/ICTBHE YEro TpaHUIA MEXAYy CIOKETHBIM H300pKEHUEM U JEKOPATUBHBIM (OHOM
MPAKTUYECKH CTUpPAETCA. PacTUTENbHBII MOTHB HE TOJBKO OpPraHM3yeT MPOCTPAHCTBO
MIPOU3BEJICHUS, HO U 33JIa€T €ro BHYTPEHHIO AUHAMUKY, BBICTyNasi KOMIIO3ULMOHHBIM KapKacoM
BCEH CLICHBI.

B Omoge «KeHux, yBHAEBIIMH BO CHE MATh KpacaBHI» (QYHKLIHUS PACTHTEIHHOTO
OpHaMEHTa HOCUT MHOM XapakTep. 37eCh TOMUHHUPYIOIIee 3HAUYCHUE MpUoOpeTaeT (HUrypaTtuBHO-
CIOXKETHBI YPOBEHb H300pa)KE€HHUS, TOTJa KaK pACTUTEIbHBIE DIEMEHTHl BBIMOIHIIOT
MPEUMYIIECTBEHHO JIeKOpaTuBHYI0 (QyHKIMIO. OpHaMEHT CONMPOBOXKIAET KOMIIO3HUIIUIO,
3aIoTHSIET CBOOOHBIC YYACTKH TIOBEPXHOCTH M YCHIIMBAET €€ JIEKOPATHBHYIO BBIPA3UTEIHHOCTD,
OJIHAKO HE OMpenensaeT €€ CTpyKTypy. B oTinuumne or yamm «OXOTHUK», PACTUTEIIbHBII MOTUB B
3ToM oOpa3lle He SBISETCS OCHOBOM KOMITO3UIIMOHHOTO TOCTPOEHHUS, a CIYKUT CPEACTBOM
XYJI0’)KECTBEHHOTO O0OTaIIeHus U300paKeHUsI U BU3YalbHOTO OOBEIUHEHHUS ero dJeMeHTOB. OH
MOAYEPKUBAET JECKOPATUBHBIN XapaKTep MPOU3BEICHHS, COXpaHsAs MOJYMHEHHBIM XapakTep M0
OTHOILIEHUIO K OCHOBHOMY CIOXKETY.

3akiroueHue

[IpoBeneHHBI aHAIN3 MOTHUBOB CPEJHEBEKOBOW MHUHMATIOPbl B  XYJ0KECTBEHHOM
odopmiileHnN KepamMudeckux uznenuii uciaamckoro Bocroka XI-XIII BexkoB mo3BOJIsSET caenaTh
CJIEAYIOIINE BBIBOJIbI:

- MOTHUBBI XyJ0XkeCcTBeHHOM Kepamuku XI-XIII BEKOB SABIINCH HOCUTENSIMU HE TOJBKO
JICKOPATUBHOM, HO ¥ BBITIOHSIIN KOMIIO3UIIMOHHO-OPTaHU3YIONTYI0 PYHKIHIO. XYI0KECTBEHHBIN

3aMbICEJI MacTepa ONpeAessiia PYyHKIMOHAIbHYIO COCTAaBHYIO MOTHBOB;
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- MOTHBBI MOTJIH BBICTYIIaTh KaK CTPYKTYpPOOOpPa3yIOIIMHA 3JIEMEHT, TaK W CPEICTBOM
YCUJICHUS €€ IEKOPAaTUBHOM BBIPA3UTEIbHOCTH;

- CHHTE3 pACTUTENbHBIX, 300MOP(QHBIX U (UIypaTUBHBIX MOTHUBOB ONpPEAEISIIO
B3aMMOCBSI3aHHOCTb N300pakeHMsI, OpHAMEHTA U (hOPMBI U3/ICITHS;

- crokeTHele MoTuBbl uamm «Bcagnuma» wmactepa AOy 3aiina anp-Kamanw,
3aMMCTBOBaHHbIE U3 TPAAULIUI CPEIHEBEKOBOW KHUKHON MUHHUATIOPBI, KOHLIEHTPUPYIOTCS BOKPYT
n300pakeHHOM B LIEHTpEe (UTyphl BCAAHULBI B OKPY’KEHHH CIIyTHUKOB, ITHIl U PaCTEHUH;

- MOTHUBBI Yaiy, wunoctpupytomieil «lllaxaame» nosta @upaoycu, NpeacTaBiIsioT co0oi
pa3BepHyTOE MMOBECTBOBAHME 310ca. JIuTepaTypHble MOTHBBI MAaCTEPCKU aJalTUPOBAHBI K opme
cocy/ia, MPEeBPaTUB KHUKHYIO MJUTFOCTPALIUIO B PUTMUYHBINA y30p KEPAMUUECKOIO U3JIEIIHS;

- MOTHB Yallld, YCJIOBHO Ha3BaHHOW «OXOTHUK» BBICTYIAET KaK CUMBOJIMYECKUI CIOKET,
TaK U JIEKOPATHUBHbIIN 3JIEMEHT;

- Kepamuueckoe 0mo0 «KeHuX, YBUIECBIINN BO CHE INATH KPAacaBUID», OTHOCAIIEECS K
CEJIBJKYKCKOM 3I0Xe, codeTaeT pa3HooOpa3Hble MOTHUBBI (aHTPONOMOp(HBIE, 300MOPQHLIE,
pactutenbHble U snurpapudeckue). CHMBOJIM3M U MHOTIOCJIOHHOCTh  XYJOXECTBEHHOTO
IIPOCTPAHCTBA XapaKTEPHOE JUIsl MUHUATIOPHOW TPAIULMM IPEICTABISIET U3JEIUE KaK CI0XKHOE
IIPOU3BE/ICHNE, BBIPAKAIOLIEE KYJIbTYPHbIE, CHUMBOJIMYECKHE U XYyJ0KECTBEHHBIE IEHHOCTU
CBOETO BPEMEHHU;

- B XOJI€ CPABHUTEJILHOT'O aHAIN3a OBbUIM BBISIBIIEHB! OTJIMYUTENbHbIEC Y€PThl MOTUBOB YallH
«OxoTHUK» U Omofa «KeHux, yBUAEBIIUI BO CHE MATh KpacaBHI». Tak, pacTUTENbHBIH MOTHUB
JMHAMUYHON KOMIO3UINH «OXOTHHK» BBITIONHAET pOJb OOBEIUHEHHsS (UTYp OXOTHUKA U
KUBOTHOTO B €IMHYIO XYJOKECTBEHHYIO cucTeMy. B TO Bpems, Kak pacTUTENIbHbII OpHAMEHT,
HACBIIIEHHOW CEMUOTUYECKON M HappaTUBHOU cocTaBHOW Omrona «KeHHX, YBHIEBIIMI BO CHE
ISTh KpacaBHID, BBIIOJHIET CYry0O JAEKOPATUBHYIO (DYHKIMIO XYJI0’KECTBEHHOTO OOOTaIleHUs
KOMITO3UIIUH.

N3ydyeHne MOTHBOB CpEJIHEBEKOBOW MHUHHUATIOPHI B XYA0KECTBEHHOM O(QOpPMIIEHUU
KEpaMHMKH CeJIbJUKYKCKOTO IEpPHOAAa OTKPOET HOBbIE MEPCIEKTUBBI U1 MEXIUCHMUIUITMHAPHBIX
UCCIIEZIOBAaHUM, CHOCOOCTBYIOIIMX pa3pabOTKe HOBBIX M Oojiee TIyOOKHX TOAXOJIOB K
MHTEPIIPETALIMU XY10)KECTBEHHBIX 00pa30B MPOU3BEACHUN JIEKOPATUBHO-TIPUKIIATHOTO UCKYCCTBA

ncnamckoro Bocroka neprnoga XI-XIII Bekos.
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X1-XIITI OSRLORDO KERAMIKA SONOTININ BODii TORTIBATINDA
ORTA 9SR MINIATUR MOTIVLORI

SEVINC QURBANOVA
Azorbaycan Dovlat Rassamlig Akademiyasinin doktorant

Xulasa

Mogalodo XI-XIII asrlordo keramika tortibatinda totbiq edilon  kitab miniaturlorinin badii
motivlori arasdirilir. Todgiqatin aktualligi bu dovriin keramika sonstkarlarinin texnoloji vo badii
nailiyyatlorinin askarlanmasi zorurati ilo muoyyan olunur. Qeyd edilmalidir ki, kitab
miniaturlorinin dekorativ va tatbigi sonatlorls sintezi sahosindos tadqgigatlarin azlig1 da arasdirmanin
aktualligini asaslandiran amillordon biridir. ©dobi mdvzularin vo motivlarin miniatir snsnasindon
orta asr keramikasinin plastik formasina uygunlasdirilmasi todqiqatin predmet sahosini toskil
edir. Tadgigatin magsadi keramikanin dekorativ vo kompozisiya sisteminda bitki, zoomorfik va
fiqurativ motivlorin transformasiyasini izlomoak, tosviri vo ornamental motivlorin davamliligini vo
onlarin kitab miniatiirlorinin badii dili ilo olagesini arasdirmaqdir. Xiisusilo antropomorfik,
zoomorfik, bitki va epigrafik motivlora, onlarin kompozisiya qurulusuna vo semantik funksiyasina
digget yetirilir. Ayri-ayr1 muzey eksponatlarinin tohlili g0storir ki, olyazma kitablarinin
hiidudlarindan konara ¢ixan miniatiir motivler XI-XIII osrlordo dekorativ vo totbigi sonst
asarlarinin badii dizayninin miithiim elementino gevrilib. Arasdirmada badii-tarixi, mugayisali
tipoloji vo kompozisiya tohlil metodlarindan istifads olunur. Toadgigatin yeniliyi kitab miniatiir
motivlarinin yeni dekorativ va badii keramika sistemina daxil edilmasi mexanizmlarinin miayyan
edilmasinds, eloca do orijinal badii dilini goruyub saxlayaraq yeni kompozisiya vo plastik
xususiyyatlorin askarlanmasi ilo miloyyan edilir. Todqigatin nozori shomiyyati Islam Sorgi kitab
miniaturlorinin ~ badii  dilinin ~ XI-XIIl ~ asrlorin  keramika sonotine  uygunlasdirilmasi
mexanizmlorinin arasdirilmasi, eloco do keramika badii motivlarinin semantik komponentinin
aydinlagdirilmasi ilo mioyyan edilir. Arasdirmanin praktik oshamiyyati — alds olunan mihim
noticalor orta osr keramikasinin muzey kolleksiyalarinin atribusiyasinda, habelo orta asr Sorq
incasanatinin noazoriyyasi vo tarixi, eloco do muasir keramika sonotkarlarinin yaradicihigt tizro
kurslarda totbiq oluna bilor.

Acar sozlar: orta osr miniatirlori, bodii keramika, Islam incosonoti, dekorativ motivlar,
ornamentasiya, kompozisiya, Sorg, Azarbaycan.

90



MUSIQI DUNYASI / MUP MY3BIKHA / WORLD OF MUSIC | /o] F2iel P Elera | adopls

MEDIEVAL MINIATURE MOTIVES IN THE ARTISTIC DECORATION OF
CERAMICS OF THE 11TH-13TH CENTURIES

SEVINDJ GURBANOVA
Doctoral student at the Azerbaijan State Academy of Arts

Abstract

This article explores the artistic motifs of medieval miniatures in the decoration of ceramics from
the 11th to 13th centuries. The relevance of this research is determined by the need to understand
the technological and artistic breakthroughs of ceramic masters of this period and the paucity of
knowledge regarding the synthesis of book miniatures with decorative and applied arts. The
adaptation of literary subjects and motifs from the miniature tradition to the plastic form of
medieval ceramics is the subject of this study. The aim of the study is to trace the transformation
of plant, zoomorphic, and figurative motifs in the decorative and compositional system of
ceramics, to study the continuity of pictorial and ornamental motifs, and their connection with the
artistic language of book miniatures. Particular attention is paid to anthropomorphic, zoomorphic,
plant, and epigraphic motifs, their compositional organization, and semantic function. Based on
the analysis of individual museum pieces, it is revealed that miniature motifs, extending beyond
the manuscript book, became an important element of the artistic design of works of decorative
and applied art. This study utilizes art historical, comparative typological, and compositional
methods to identify the transformation of medieval miniature motifs in ceramic design. The
novelty of this study lies in its identification of the mechanisms by which book miniature motifs
are incorporated into the new decorative and artistic system of ceramics, as well as the acquisition
of new compositional and plastic characteristics while preserving their original artistic language.
The theoretical significance of this study is determined by examining the mechanisms by which
the artistic language of Islamic Eastern book miniatures is adapted to the ceramic art of the 11th—
13th centuries, as well as by uncovering the semantic components of ceramic motifs. The practical
significance of this study lies in the potential application of the results in the attribution of
museum collections of medieval ceramics. The article's key findings can be applied in courses on
the theory and history of medieval Eastern art and the creative work of contemporary ceramic
artists.

Keywords: medieval miniature, artistic ceramics, Islamic art, decorative motifs, ornament,
composition, East, Azerbaijan.
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Xulasa

Mogalodo Azorbaycan Respublikasinin prezidenti Ilham Oliyevin Azorbaycan Milli Elmlor
Akademiyasinin (AMEA) 80 illik yubileyindo c¢ixist zamani Azorbaycan dilinin safliginin
gorunmasi barado sOylodiyi tezislorin mogalo mdiollifi torofindon rosmi ¢agiris  kimi
dayarlandirilmasine davat olunur. Bels ki, Azarbaycan dilinin 50 milyondan artiq insanin ana dili
oldugu halda xarici ifadslorin istifadesinin milli kimliyin sarsiimasina sobab ola bilocok amili
glindoma gatirilib. Yazida Azorbaycanda dilin qorunmasi probleminin tarixi koklorina toxunulur.
Qeyd olunur, holo 1912-ci ildo Uzeyir Haciboyli “Dilimizi korlayanlar” felyetonunda dilin
qrammatik strukturunun pozulmasina qars1 tongidi mdvqeyini agiglamisdir. U. Haciboyli homin
dovrds din vo teatr xadimlorinin Azarbaycan dilinin sintaktik strukturunu vo qrammatikasini siini
sokildo korlanmasmi ifsa edirdi. Molumdur ki, U. Haciboyli musiqgi torciimasi masalosini
qaldiraraq, Sarg Vo Qarb madaniyyatlorinin yaxinlasmasi tigiin badii yollar axtarmigdir.
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Ovvala biz, Azorbaycan prezidenti ilham Sliyevin AMEA-nm 80 illik yubileyindo etdiyi
¢ixisindan dil haqqinda miihiim bir pargan1 digqgatiniza tagdim edirik.

“On il bundan ovval mon bu Kirsiidon, eyni zamanda Azeorbaycan dili haqqinda
danmigmisdim, 6z narahathi@imi ifado etmisdim. Deyo bilorom ki, son 10 il arzinds bu
istigamoatds lazimi addimlar atilib. Ancaq desom ki, voziyyat moni tam gane edir, albatts ki,
somimi olmaram. Azorbaycan dili ¢ox zongin dildir. Bu giin 50 milyondan ¢ox insan ugiin
Azorbaycan dili ana dilidir. Ancag tomiz, saf Azorbaycan dilinin qoruyucular1 bizik —
mustogil Azorbaycan dovloti. Mon azorbaycanlilarin yasadiglart miixtolif bolgslords
vaziyyatlo muntazom surotdo olaraq tanig oluram, diqqotdo saxlayiram, lazimi todbirlor
gorirom. GoOrtrom ki, bozi yerlords bizim odobi dilimiz digor 06lkslords yasayan
azorbaycanlilar arasinda itirilir. Daha ¢ox maigoat dili kimi istifads olunur, xarici kalmalarls
dolu olur. Ona gors biz 6z dilimizi qorumasaq, dilimizi tomiz, saf saxlamasaq, onda yavas-
yavag dilimizi itira bilorik. Hor bir millot, hor bir xalg t¢iin onun Ana dili, onun milli
monsubiyyatinin asas amilidir vo bu istigametds biitiin ictimai foallar, bitin ictimaiyyat bir
nogtoys vurmalidir. Bizim dilimiz qadimdir. Yena do deyirom, 50 milyondan ¢ox insan ugun
Ana dilidir, ¢ox zangindir vo xarici kolmolora ehtiyac da yoxdur. Dizdir, beynalxalq
leksikon var vo hor birimiz bu leksikondan istifads edirik. Amma oagor Azorbaycan dilinda
azali bir kalma varsa, basga dildon kalmoni gatirib avezlomok no mogsad dasiyir? Bu, ya
sohvdir, ya toxribatdir. Har ikisi do gobuledilmazdir. Azarbaycan dilinin safliginin qorunmasi
hor bir Azarbaycan vatondasinin isi olmalidir. Yani, dévlat, alimlor, dilgilor, yazigilar, sairlar,
jurnalistlor, siyasatlo maggul olanlar bu masaloya ¢ox bdyik diggst vermalidirlar. Yena do
deyirom, 10 il bundan avval man bu mosaloni galdirmisdim. Ciinki bu moani narahat edirdi.
On il arzinds lazimi todbirlor goriildu ki, biz dilimizi kanar kalmalardon goruya bilok. Amma
yeno do oradan-buradan esidirom, - hom televiziyalarda, ham yazili mediada, hom bozi
insanlarin ¢ixiglarinda, - buna hec¢ bir gorok yoxdur. Yani biz xalgq kimi, millot kimi 6z
dilimizi qorumasaq, onda yavas-yavas bizim milli kimliyimiz do sarsila bilor. ©minam Ki,
monim sozlorim har koso ¢atacaq vo 6zUm do daim bu masals ilo bagl mosgul olacagam,
izloyacayom, lazimi todbirlor géracoyam. Azarbaycan alimlorindan do bax, bu masalays do
6z miinasibatini va dastayini géstarmak ¢agirisini edirom.” [1]

Prezidentimizin bu ¢agirisini AMEA-nin “Musiqi tarixi vo nozoriyyasi” sobasinin
omokdaglar1 doastokloyir vo bu yolda amoklorini sorf etmoys hazirdilar. Elmi islorini do yuksak
saviyyali Azarbaycan dilinds tagdim etmalori ticlin homiss galisacaqlar.

Musigide bu movzu hala dahi bastokar, publisist, jurnalist Uzeyir bay Hacibaylinin
yaradiciliginda toqdim olunmus vo islonmisdir, bu da halo 1900-cu illors aiddir. Bu barads bir
neco misal gatirok ki, daha aydm olsun. Masalon, onun halo 1912-ci ildo “Igbal” da c¢ixmis
“Dilimizi korlayanlar” yazisini gatiririk.

“He¢ koaso moaxfi deyil ki, bizim axundlar ilo artistlorimiz bir-birins zidd vo mixalif
siniflordir. Elo bunun 6zl ki, man axund ilo artisti borabor qoydum, onlarin he¢ birinin
xosuna galmayacokdir.

Artist axundun diismanidir, axund artistin. Bununla bels bu iki diismon bir seydo
boylik ittifaq baglayibdilar. O sey dilimizi korlamaqdir.

Moatloba izah veralim. Masalan, axund bels danisir:

Zamani ki, man burada aglotmisom, hargah bir soxs ki, onun zahiri va batini mans
moalum olmayan suratds gapidan daxil olub igari girdi vo mans salam verdi, hansi ki, mana
aiddir vo jainki, aid dogul, onda yaqinlik hasil etmok xaric sz mokandir, mons farzdir Ki,
mon onun salaminin cavabinda deyom ki, oleykassalam!
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Axund bunu demoak istayir ki, tanimadigin bir adam sana salam verss, salam almaq
sona borcdur. Amma farsdan torcimo elayir, dilimizin sarf-nahvini bilmir, ona gora do
motlob dolasiq disiir...

Artistlor do bizim dilimizi bu sayaq korlayirlar: “Bu giin Tagiyevin teatrinda
oynanilacaqdir suznak bir facio “Gaveyi ahongar”. Fasilalords ¢alacaq tarzon vo oxuyacaq
Xananda, filanin rolunu oynayacaq mashur filan artist” ...

Usaq bazara gedib qoz alir vo eva qayidib, anasina deyir ki, “Ana, bazardan qoz
aldim”.

Amma artist bazardan qoz alib qayitsa, anasina belo deyar:

Ana, bazardan aldim qoz.

Teatrlar {iglin yazilan elanlari savadli bir adama havals etsaydilar, gox acab olardi”. [2]

Musiqids torcims [3]

Musiqi dili problemi U. Hacibayli yaradiciligini biitiin dovrlarinds diisiindiiriirdii. Boyiik
bastokar Azarbaycan musigisini Qarb musigisi ilo yaxinlasdirmaq tigiin yollar axtarirdi. Bastokar o
giinii arzulayirdi ki, musiqimiz timumi basoriyystin mali olsun, imumdiinya musiqisi iso
Azorbaycan xalqina aydin va yaxin olsun.

Elo ingilabdan sonraki ilk illorde (20-30-cu illor) U. Hacibayli musiqi torciimasi
nozariyyassinoe muracioat edir. O, musiqi dilinin inkisafin1 Avropa musiqisiz, onunla iizvi sintez
olmadan tesavvir etmirdi. Musiqids toerciimani o, Avropa musiqgi dilino va Umumiyyatlo Avropa
musigi madoaniyyatine yaxinlasmaq, onu anlamaq, qavramagq ii¢iin on adi vo sads vasito hesab
edorok, 1926-c1 ildo «Maarif vo modoniyyaty jurnalinin sohifolorinds «Musiqgido torcimo»
moqalasi ilo ¢ix1s etmisdir.

Hacibayli 6z yaradiciliginda dofolorlo adobiyyatin tarciimo tocriibasine miracist etmisdir.
Tarcima nazariyyasi do elo adabiyyatin tarciims tacriibasindon gétiiriilmiisdiir. ©dobiyyatda badii
asarlarin bir dildon o biri dilo torcimo edilib, homin xalqin dilinde Gmumdunya madoaniyyatinin
nailiyyatlori ilo tamis olmaq imkanimi verirdiso, Hacibaylinin fikrinco, musigido do birinci
morhoaloda bels bir tarcimoys miraciot etmok olard.

1965-ci ildo bastokar Ofrasiyab Badalbayli sonat yaradici is¢ilorin seminarindaki ¢ixisinda
bu masals izarinds dayanmisdi. O, geyd edirdi ki, 1925-26-c1 illordo Azarbaycan dram teatrinin
sahnasinda Cofar Cabbarlinin, Hiiseyn Cavidin asarlori ilo yanasi, Sekspirin «Otello», «Hamlety,
«Magbet», Sillerin, Hiigonun vo basqalarinin osorlori torcimodo qoyulurdu. Uzeyir bay
fikirlosdirirdi ki, neco olur ki, biz Sekspiri Azorbaycan dilina torciimo edirik, Silleri xalqimizin
mal1 edirik, niyo onda biz Motsart1, Vagneri Azarbaycan xalqmin mali etmoyok? Vo U.Haciboyli
bu asarlorin musiqi tarciimasi haqqinda naticoys golmisdir.

Molumdur ki, milli musiqi dil ifadesi mioayyon doracodo sorti xasiyyst dasiyir. Ogor

adabiyyat muoyyan xalqin dili ilo ifads olunursa, musiqi tgln bels dogigq hududlug xas deyil. Buna
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baxmayaraq, biz miisyyon ifado alamatloring, xiisusiyyatlorino géro musigini do milli dilina goro
ayira bilirik. Hacibayli 6zinin musiqids tarcima nazariyyasini irali siirorkan mohz bunu nazards
tuturdu. Bostokar geyd edirdi ki, musigido torcims musiqi madoaniyyati tarixindo goériinmomis
hadisadir. Bunun da sobobini bastokar onda goériirdi ki, Qoarb musiqi tarixinin inkisafinda belo
torcimays ehtiyac olmamisdir, ¢iinki Qarb xalglarinin musiqi sistemi onlar {i¢lin imumi, universal
xasiyyat dasiyir, hargcond alman musigisi, masalon, italyan musigisindon tslubu, koloriti va s. ilo,
albatto ki, secilir, lakin har ikisinin asas1 major vo minor gammalaridir.

U.Haciboayli geyd edir ki, burada «tarclime» avazins mévcud olan seylar bunlardir:

1. Tobdil — yani bir kasin yazmis oldugu musiqi aSarinin movzusunu iqtibas edib o
maovzu zarinds basqa bir formada musiqi aSari yazmag;

2. Transkripsiya — yoni bir bastokarin musiqi asarini gotirib zarins bir ¢ox seylor
artirmaq, miixtalif variasiyalara salmaq va saira.

3. Transparsiya — yani bir musiqi asarini bir gammadan diger bir gammaya kegirmok;
masalan, «do» major naminda yazilmis bir asari «sol» majora kegirmok vo sairo.

4. Tosirini doyismok — yani major gammalar Uzarinds yazilmis bir asari eyni ilo bir
adli minor gammaya kegirmok.

Fogot bunlarin heg biri torciimo deyildir.

Bas, Hacibayli 6ziiniin musigids tarclime ideyasini neca basa salir?

U.Haciboyli yazir ki, «Qarb musigi osasindan geyri-olanlardan on Gmdasi Sarg musigisi
osasidir. Belo oldugu suratdo Qorb musiqisi osast tizarinds yazilmis olan bir musiqi asarini,
formasini... gevirsak, zonnimco, asil tarciimadon anlasilan magsad hasil olars.

Hacibayli geyd edir ki, adabiyyatda torclimaginin asas moagsadi basqa bir dildo yazilmis
asari 6z dilino gevirmokls eyni asari 6z dilinds danisanlarin anlayacagi bir hala salmaqdir. Musiqi
torclimasi do belo olmalidir. Yoni anlasilmayan Qarb musiqi pargasini Sarg musigisina tarciima ilo
sorglilorin anlayacagi bir hala salmagq.

Hacibayli gostarir ki, «9dabiyyatda torciimanin avvala, adabi, sanstcs, asilinin ideyasini
tamamilo sorh edocok dorocodo mikommol olmagi iimdo sortlordon sayilan kimi musiqi
torctimasinda da bu sartlora riayat olunmalidiry. [3]

O illards Hacibayli musigids torcimoni Azarbaycan dinlayicilari torafindon Qarb musiqi
dilinin monimsanilmasinds osas amillordon hesab edirdi. Bununla olagodar olaraq, Haciboyli
Azorbaycan sohnasinds Delibin «Lakme» operasini misal gotirir. O geyd edir ki, operanin siijeti
Sorq hoyatindan gétiiriilmiisdiir vo matni do Azarbaycan dilino torcimo edilmigdir. Buna
baxmayaraq Azorbaycan dinlayicisi torafindon anlasilmadi vo mivaffogiyyst qazanmadi. Bunun

Sababini Hacibayli operanin musiqi dilinin tarciima edilmomasinds gérirdu. O, bu barads yazirdi:
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«Ikinci planda olan vo zaton operada bir o godor shomiyyati olmayan qoftosi torciimo edilmis
oldugu halda, birinci dorocads ohamiyyati olan bastasi, yoni musigi cahoti torclimo
edilmomisdir».[3]

Haciboyli basa diisiirdii ki, adobiyyatda vo musiqids torclimoanin prinsiplari bir-birindan
secilmali, ayr1 olmalidir, ¢linki onlarin &zlorinin spesifik xususiyystlori vardir. Hacibayli belo
naticaya galir, musigini mexaniki suratds tarclimo etmok mimkun deyil vo Sorg musigqisi ilo Qarb
musiqisinin yaxinlagsmaq formalarin1 ham Qorb vo ham do Sarg musigisinin nazori osaslarini
mikommaol bilon soxslor dyranmalidirlar.

Haciboayli yazir ki, «isto bu torciimo ideyas: osason gebul edilib va yollar1 da otrafli
oyranildikdoan sonra govldan felo kegirilorsa, Sorg musigisinin kdklanilmayan bir suratds strstlo
toraqQi etmoasina sabab olar... Sarg musigisi hoyatinda genis bir toraqqi ingilab1 amola gatira bilar
Vo Sarg musigisinin galocokds Umumalom musiqi seneti sahassinds bdyiik bir rol oynayacagina
sabab olar».

Bostokar 6z ideyalarimin tacriibads inikasinin yollarin1 da axtarirdi. Bu sahads 0, ganon
tipli texniki masgalolor, Diillovanin repertuarindan gotiiriilmiis vo tar tiglin islonmis 10 mosgalo
yazmisdir (bu barado Hacibayli 6z torcimeyi-halinda molumat vermis, lakin toassuf ki, bu asarlor
saxlanilmamigdir).

Gonc yaradici iscilorin seminarinda boStokar ©. Bodolboyli Haciboylinin Motsartin
fortepiano ti¢iin yazdig1 C dur Ne 15 sonatasindan elodiyi musiqgi torcimonin ilk ifasin1 xatirladir.
Osoari «dinloyandon sonra torclima orijinaldan daha ¢ox xosa golmisdir. Lakin professora dedilor
ki, bu, Motsartin asori deyil. Uzeyir boy cavab verdi ki, bu osar monim do deyil. ©gor bu asarin
muoallifi Motsart deyilss, bas 0, kimdir?» [3]

O. Badalboayli geyd edir ki, demali, tarcimodon sonra bu osor genis Azarbaycan dinlayicisi
{iciin aydin olmusdur. Slbatto, bu, prinsip etibarilo sohvdir vo sonra Uzeyir Haciboyli 6z
yaradiciliginda bu prinsipdon ol ¢okmisdir. Bu asari isa birinci fantaziyaya ¢evirmisdir.

Beloliklo, Motsartin sonatasindan bastokarin etdiyi homin torclima saxlanilmamigdir, lakin
musiqgi torclimoanin ideyasin1 Hacibayli mioyyan dorocods birinci «Cahargah» fantaziyasinda
hoyata keg¢irmisdir. Miiqayiso iiciin Motsartin C dur Ne 15 sonatasinin ekspozisiyasint vo
U.Hacibaylinin «Cahargahy» fantaziyasinin I hissosinin ekspozisiyasini miiqayiso edirik.

«Cahargah»da Motsartin sonatasinin imumi formasi, dominanta tonalliginda olan komokgi
partiyasinin  sado sonata allegro formasi saxlanilmigdir. Sonatanin osas tonalligi C dur
«Cahargah»da da saxlanilib, asas vo kdmokgi partiyalarin formasi (period) yena do saxlanilmigdir.

(«Cahargah»da, sonatada oldugu kimi, islonma 13 taktdan ibarotdir. Repriza sonatadaki kimi
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subdominanta tonalligindadir, ancaq «Cahargah»da Motsartin reprizasinda olan asas mdvzunun
cavabverici cimlasindon sonra verilmis doérd xana yoxdur).

«Cahargah»da sonatanin fakturasi, Motsartin asarinin harokotinin imumi formalari
saxlanilmigdir.

Sonatanin asas moévzusu doyismisdir. Ola bilor ki, bu doyisiklik fantaziyanin yaranma
prosesinds bas vermisdir. Fantaziyada temp do doyismisdir. Allegro (tez) Maestoso-ya (yavasa)
kegmisdir.

Bu asorlor mixtoslif janrlarda yazildigina gora, Motsartda sonata, Hacibaylids fantaziyadir,
hom do mixtalif alotlor Gg¢lin nozards tutulduguna gora Motsartda fortepiano, Hacibaylido xalq
calg1 orkestri torofindon ifa olunur, Haciboaylinin osorinin iimumi xarakteri Motsartinkindan
forglonir. Motsartin aSari ¢iin kamera saslonms islubu xasdir, sonata zorifliyi, yungulliya,
parlaqligr ilo segilir.

U. Haciboylinin asori iigiin - miioyyon tontonalilik, tomtoraq xasdir (buna sobob
«Cahargah»da doyisilmis asas movzudur). Dogrudur, Hacibayli orkestrdo Motsart saslomalarinin
zorifliyini vo yiingiillilylinii saxlamigdir.

«Cahargah» fantaziyasinda musiqide toerclima prinsipi yalniz Motsartin sonatasinin birinci
hissasino aiddir.

Belo torciimanin manasini bastokar nads gorirdi? Birinci vo asas etibarilo onda gorirdi
Ki, belo torcimoa Qarb musiqisini Sorq dinlayicilorinin gqavramasina yaxinlasdiracaq. Bu geyri-adi
eksperimentin mogsadi Azarbaycan musigisinin vo dinlayici auditoriyasinin diinya musiqi
madaniyyatinin mivaffaqiyyatlorine qisa bir miiddstds nail olmasi idi.

Sonralar no Hacibayli, na do digar bastokarlar formal musigi torcima tacriibalorine
muraciot etmomislor.

Musiqids torciimoa prinsipini, agar tarixi kontekstdo gobul etsak, Sorq vo Qarb musigisinin
yaxinlagsma yolunda eksperimentlordon biri Kimi hesab etmok olar. Bu monada axtaris kimi,
tocriiba kimi o, muayyan tarixi shamiyyats malikdir. Lakin bu axtarigin, bu eksperimentin formasi
bas tutmamuis, perspektivli olmamisdir.

Azorbaycan musigi madoniyyatinin golocok inkisafi mexaniki torcimo ideyasini qoabul
etmoamissa do, Qarb musiqisi ilo Sarq musiqisinin vohdati prinsipi somorali naticalor vermisdir.

Maraqglidir ki, 40-c1 illordo musiqi torcimo nozoriyyasini Sovet musiqisiinast A. S.
Oqoleves do 6zlinin «BeeneHre B COBpeMEHHOE MYy3bIKalibHOE MbIuieHHe» todgiqatinda irali
stirmiisdiir. Onun nazariyyasi muasir musiginin pentaton musigi dilina tarciimasi ilo slagodar idi.

Lakin A. S. Ogolevesin da tarcima nazariyyasi tacriibads gobul olunub yayilmamisdir.
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TEOPUSA Y3EUPA FAIDKHBEFIJIH Ob A3EPBAFII[)KAHCKOM A3BIKE 1
HNEPEBOJE B MY3bIKE BbI3BIBAET UHTEPEC U CEI'OAHAA
(Vzeup I'aosncubeiinu — 140)

SBEM®UPA CA®APOBA
Axademur, 00KmMop ucKyccmeoseoeHus, npogheccop
Hayuonanvnan Axaoemus Hayk Azepbaiiosxcana

Pesrome

B crartee ananusupytorcs Tesucsl [Ipesnnenta Azep6aiimkanckoit Pecniy6nuku Mnbxama Anuesa,
BbICKa3aHHbIE B €r0 BBICTYIUIEHHM Ha TOPKECTBEHHOM COOpaHUM, NMPUYypouYeHHOM K 80-JeTHio
Hanmonanenoit Axanemun Hayk AsepOaiimxana (HAHA), xoTopble OlLleHHMBaIOTCS aBTOPOM
CTaThU KaK O(HIMAIBbHBIA NPU3BIB K COXPAaHEHHMIO a3epOail/PKaHCKOro s3bIKa M 3allIuTe
HAIlMOHAJbHOW HIEHTUYHOCTU OT JECTPYKTUBHOTO BIIMSHHUSA HEONPABJAaHHBIX HMHOCTPAaHHBIX
3aumcTBOBaHUil. [lomuepkuBaeTcs, 4yTo azepOailKaHCKUIA A3bIK ABJSETCS POIAHBIM /I OoJiee ueM
50 mwmmoHoB Hocutened. llenb cTaTthM — TmOKa3aTh HCTOPHUYECKHE KOPHH IMPOOJIEMBI
COXpaHEeHHMs SI3BIKOBOrO Hacienusi B AszepOaiimpkane. Otmeuaercs, uro eme B 1912 roxy Y3seup
lamxubeiinu B QenberoHe «Te, KTO HMCKa3WJ Hall $3bIK» BBICTYNHUJI C PE3KOH KPUTUKOMN
HapylIeHUH ero rpaMMaTHuecKo cTpykTypbl. OH pa3o0jaumi HMCKYCCTBEHHYIO Aedopmariuio
CHUHTAaKCHCa W TpaMMaTHKU a3epOaif/PKaHCKOrO S3bIKa, HCXOJMBIIYI0 OT PEIUTHO3HBIX U
TeaTpalbHBIX JesaTesnell Tod smoxu. [lapamtensHo ¢ stum Y. Tamkubeiinu  pazpaboran
HOBATOPCKYIO KOHLIEIIHMIO MY3BIKAJILHOTO IEpPEeBOJIa, CTaBUIYI0 TEOPETHYECKOW OCHOBOW st
MOUCKA XYA0)KECTBEHHBIX MyTel CONMKEHNS BOCTOUHON U 3amaJHON KYJIbTYP.

KuaroueBble cioBa: Unbxam AmmeB, VY3eup [Mamxubeiinu, Mysbika, azepOallKaHCKUN S3BIK,
COXpaHEHHE HacJeausl.
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UZEYIR HAJIBEYLI'S THEORY OF TRANSLATION IN THE AZERBAIJAN
LANGUAGE AND MUSIC IS STILL INTERESTING TODAY
(Uzeyir Hajibeyli —140)

ZEMFIRA SAFAROVA
Academician, doctor of arts, professor
Azerbaijan National Academy of Sciences

Abstract

This article analyzes the statements made by President of the Republic of Azerbaijan Ilham Aliyev
in his speech at a ceremonial meeting marking the 80th anniversary of the Azerbaijan National
Academy of Sciences (ANAS). The author views these statements as an official call to preserve
the Azerbaijani language and protect national identity from the destructive influence of unjustified
foreign borrowings. It emphasizes that Azerbaijani is the native language of over 50 million
speakers. The article aims to demonstrate the historical roots of the problem of preserving
linguistic heritage in Azerbaijan. It is noted that as early as 1912, Uzeyir Hajibeyli, in his
feuilleton "Those Who Distorted Our Language,” harshly criticized violations of its grammatical
structure. He exposed the artificial deformation of the syntax and grammar of the Azerbaijani
language, which emanated from religious and theatrical figures of the era. In parallel, U. Hajibeyli
developed an innovative concept of musical translation, which became the theoretical basis for the
search for artistic ways to bring together Eastern and Western cultures.

Keywords: Ilham Aliyev, Uzeyir Hajibeyli, music, Azerbaijani language, heritage preservation.
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Abstract

This review examines “Times of the Looking-Glass: Borys Liatoshynsky’s Choice” by Iryna
Tukova and Olena Korchova, a study devoted to the of one of the most prominent Ukrainian
composers of the twentieth century. The review discusses the book’s conceptual framework,
structure, source base, and methodological approaches. Particular attention is given to the
representation of Borys Liatoshynsky within the context of Ukrainian musical modernism,
processes of cultural self-identification, the relationship between art and ideology, and the
functioning of musical institutions in the first half of the twentieth century. The review highlights
the integration of biographical, musicological, cultural-historical, and decolonial approaches,
which enables the authors to offer a new interpretation of Ukrainian musical culture as an
autonomous component of the European modernist project. The scholarly value of the book is
emphasized, as well as its contribution to both Ukrainian and international musicology and its
relevance for further rethinking the history of Ukrainian musical modernism and the place of
Ukrainian musical culture within the broader European cultural landscape.

Keywords: Borys Liatoshynsky, Ukrainian musical modernism, creative biography, cultural self-
identification, Ukrainian musical culture, book review.
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In  contemporary  Ukrainian  humanities,

particular importance is attached to studies aimed at

Ipura Tyxosa, Onera Kop4osa

reinterpreting the national cultural heritage beyond
Soviet and imperial frameworks of interpretation.
Within this context, Iryna Tukova’s and Olena
Korchova’s book Times of the Looking-Glass: Borys
Liatoshynsky’s Choice [8] emerges not only as a
biographical study of one of the most prominent

Ukrainian composers of the twentieth century but also

the history of Ukrainian modernism. - ch"

The publication of this book resonates with “ St h 3AA3EPKAJ"|H

BHBIP BOPMCA NATOWMHCHKOrO

broader cultural developments of recent years, including B _
the reintegration of Ukrainian musical heritage into both ' ““
national and international scholarly discourse, the E}& , \
growing interest in Ukrainian musical modernism reflected in the works of Olena Korchova [1, 2],

Myroslava Novakovych [7, 6], Olha Lihus [5], and other contemporary musicologists, as well as
in Iryna Tukova’s extensive studies devoted to the life, creative legacy, and archival heritage of
Borys Liatoshynsky [9, 10, 11]. These developments have been accompanied by the republication
and promotion of the creative legacy of leading composers of the first half of the twentieth century
and by increasing scholarly attention to the European dimensions of Ukrainian cultural
development. Against this background, Tukova’s and Korchova’s book acquires particular
significance, as it offers not only a new interpretation of the figure of Borys Liatoshynsky (1895—
1968) but also a broader conception of Ukrainian musical culture of the first half of the twentieth
century as an autonomous and integral component of the European modernist project.

Times of the Looking-Glass: Borys Liatoshynsky’s Choice [8] is an original
interdisciplinary study that combines elements of scholarly biography, historical and cultural
reconstruction, musicological analysis, and reflective essay writing. The book is structured as a
series of interconnected essays in which key issues in the development of Ukrainian musical
culture during the first half of the twentieth century are explored through successive stages of
Liatoshynsky’s life and creative career. Each essay follows a clearly defined internal structure
consisting of three complementary sections — Spoiler, Documentary, and Reflexion. This
compositional principle combines an engaging narrative introduction with documentary-based

reconstruction and subsequent analytical reflection, ensuring a balanced integration of historical
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evidence, musicological interpretation, and broader cultural generalization. One of the book’s
distinctive features is its rejection of the traditional biographical model based on a chronological
presentation of an artist’s life events and creative achievements. Instead, the authors construct a
series of thematic research narratives, each illuminating a particular aspect of the composer’s
professional, artistic, and intellectual formation. As a result, Borys Liatoshynsky appears not as a
static canonical figure or a “classic of Ukrainian music,” but as a living individual engaged in
complex processes of cultural choice, professional self-determination, and creative exploration.

One of the book’s major achievements lies in its combination of an extensive source base
with contemporary approaches in the humanities. The authors draw extensively on archival
documents, correspondence, periodical publications, memoirs, autobiographical writings, and
lesser-known sources, enabling them to reconstruct not only the composer’s biography but also the
intellectual and cultural milieu of his time.

The conceptual core of the book is the notion of choice, foregrounded in its subtitle.
Throughout the volume, this category appears in various forms: the choice of profession, cultural
affiliation, artistic language, creative strategy, and modes of artistic existence under conditions of
political and ideological pressure. Through this lens, the authors consistently reveal both the
personal story of Borys Liatoshynsky and the dramatic history of Ukrainian musical culture in the
first half of the twentieth century.

Another important strength of the book is its ability to connect the microhistorical level of
biographical inquiry with broader cultural and historical generalizations. The story of a single
composer becomes a point of departure for examining wider processes, including the formation of
Ukrainian musical modernism, the functioning of artistic institutions, the relationship between
culture and power, and the mechanisms through which creative individuality could be preserved
under a totalitarian regime.

The choice of publisher is equally noteworthy. The book was published by Laboratoriia, a
Ukrainian publishing house that in recent years has consistently developed a catalogue of
intellectually oriented non-fiction, combining contemporary essays with publications devoted to
history, culture, and the humanities. In this context, Tukova’s and Korchova’s study naturally
complements the publisher’s editorial profile, which is aimed at promoting new perspectives on
Ukrainian cultural experience within a broader European context [4].

The opening essay of Times of the Looking-Glass: Borys Liatoshynsky’s Choice, entitled
The 1910s: Being a Composer, performs a crucial conceptual function, laying not only the
biographical but also the methodological foundations of the entire volume. Rather than following

the conventional model of an artist’s life story based on a chronological account of facts and
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achievements, Iryna Tukova and Olena Korchova offer a multidimensional reconstruction of the
cultural, educational, and socio-political environment in which Liatoshynsky’s artistic identity
took shape.

Particularly noteworthy is the authors’ effort to demythologize the composer’s image. In
contrast to the established portrayal of Liatoshynsky as a canonical “classic” and monumental
figure of Ukrainian music, he emerges here as a living individual, marked by doubts, professional
aspirations, personal experiences, and difficult life choices. One of the essay’s central themes is
his decision between a legal career and a professional commitment to music. The authors
convincingly demonstrate that this choice was neither obvious nor predetermined; rather, it was
shaped by family circumstances, educational opportunities, personal artistic interests, his studies at
the Kyiv Conservatory, and his interactions with representatives of the contemporary musical
community.

A particularly valuable aspect of the essay is its extensive and carefully assembled source
base. Alongside documents from the Kyiv Conservatory and St. Volodymyr University, the
authors make extensive use of Liatoshynsky’s correspondence with his future wife, the singer
Marharyta Tsarevych, as well as memoirs of contemporaries, archival materials, and the
composer’s later autobiographical writings. It is this epistolary legacy that makes it possible to
reconstruct the inner world of the young artist, trace the workings of his creative laboratory, and
follow the formation of his compositional thinking. As a result, the reader gains insight not only
into the outcomes of artistic creation but also into the very process through which these works
came into being.

Another major strength of the essay is its reconstruction of Kyiv’s musical milieu of the
1910s. Particular attention is devoted to the Kyiv Conservatory as a key institution of professional
musical education, as well as to the figure of Reinhold Gliére, whose influence on Liatoshynsky’s
development as a composer is convincingly demonstrated. At the same time, the authors avoid
simplistic narratives of apprenticeship, instead revealing the complex process through which the
young musician entered the European musical sphere via formal education and close interaction
with his teacher.

Particular significance is attached to the concluding section, Reflexion, where the
biographical narrative evolves into a historiographical inquiry. It is here that the authors address
Liatoshynsky’s place within the Ukrainian musical tradition and critically reassess Soviet models
of interpreting musical culture. They draw attention to the mechanisms through which Ukrainian
musical heritage of the nineteenth and early twentieth centuries was marginalized, as well as to the

long-standing dependence of musicological narratives on Russian-centred frameworks of cultural
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history. Consequently, the story of Liatoshynsky’s emergence as a composer acquires a broader
significance, becoming a narrative about the conditions under which modern Ukrainian
professional music was formed.

Overall, the essay The 1910s: Being a Composer exemplifies a successful combination of
documentary reliability, scholarly rigor, and essayistic expressiveness. It not only deepens our
understanding of the early period of Borys Liatoshynsky’s life but also offers a fresh perspective
on the cultural processes that shaped the development of Ukrainian musical art on the eve of the
revolutionary upheavals of the twentieth century.

The second essay in Times of the Looking-Glass: Borys Liatoshynsky’s Choice, entitled
The 1920s: Being a Ukrainian Composer, occupies a distinctive place within the overall structure
of the book. It is here that Iryna Tukova and Olena Korchova most consistently address the
problem of the artist’s cultural and creative self-identification in the context of the emergence of
modern Ukrainian musical culture. Unlike the first essay, which focuses primarily on
Liatoshynsky’s professional formation, this chapter examines the complex process through which
he developed his artistic position, defined his cultural orientations, and came to understand his
place within the Ukrainian artistic landscape of the 1920s.

A major methodological achievement of the essay is its rejection of a simplified
understanding of national identity as a fixed and predetermined characteristic of the artist. The
authors demonstrate that Liatoshynsky’s Ukrainian identity did not exist as an immutable category
but was gradually shaped through professional choices, social networks, cultural interests, artistic
exploration, and his conscious decision to realize himself as a composer within a particular
cultural environment. Especially revealing in this regard is the analysis of the Kyiv period of his
life, during which, despite numerous opportunities for professional advancement in Moscow or
Petrograd, he remained an active participant in the Ukrainian musical process.

An important aspect of the essay is its reconstruction of Liatoshynsky’s everyday life.
Through extensive use of correspondence, archival documents, and memoirs, the authors reveal
not only the composer’s public image but also his daily work as a teacher, performer, editor of his
own compositions, and organizer of musical life. The reader is thus able to perceive Liatoshynsky
as a composer continually refining his craft, closely following contemporary musical
developments, and actively engaged with the broader European cultural context.

One of the essay’s most compelling contributions is its analysis of the formation of
Liatoshynsky’s individual musical language. The authors convincingly demonstrate that his
oeuvre cannot be reduced either to a direct imitation of European modernism or to a traditional

folkloristic model of national art. Particular attention is paid to the ways in which the composer
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engaged with Ukrainian musical material, treating it not as an object of literal quotation but as a
source of gesture, imaginative, and artistic thinking. As the authors observe:

“The Ukrainian song tradition constitutes one of the three musical universals that
shaped Liatoshynsky’s individual style and imparted a distinctive character to nearly
everything he wrote. The second may be described as his reliance on art compositional
traditions (primarily in their Russian-school variant), within which he was educated and
which he absorbed above all through his close association with Gliere. The third was
evidently Western music, both that of the relatively recent Romantic era (Chopin,
Schumann, Wagner) and, especially, the music of his own time” [8, pp. 75-76].

Such an approach offers a fresh perspective on the relationship between modernist
aesthetics and national cultural tradition in Ukrainian music of the first third of the twentieth
century.

An equally significant contribution of the essay is its reconstruction of the musical
environment of the 1920s. The book presents Liatoshynsky as a participant in a broad network of
professional contacts, artistic associations, and cultural interactions that shaped the intellectual
climate of Ukrainian artistic life. As a result, the composer’s biography acquires a broader
historical and cultural dimension, becoming a means of understanding the processes that
underpinned the emergence of Ukrainian musical modernism.

Particular importance is attached to the concluding section, Reflexion, in which the authors
move from biographical reconstruction to theoretical generalization. It is here that one of the
book’s central ideas is articulated most fully: Ukrainian musical culture of the 1920s emerges not
as a peripheral offshoot of European art nor as a derivative of the Soviet cultural project, but as an
autonomous space of artistic inquiry and modernist experimentation. Within this framework,
Liatoshynsky becomes an example of an artist who successfully combined openness to the latest
European artistic trends with a profound awareness of his own cultural identity.

Overall, The 1920s: Being a Ukrainian Composer is one of the most important chapters in
the volume, combining a rich source base, careful biographical analysis, insightful musicological
interpretation, and a compelling cultural-historical perspective. More than any other essay in the
book, it reveals the authors’ understanding of the formation of Ukrainian musical identity in the
modernist era and illuminates Borys Liatoshynsky’s place within the history of twentieth-century
Ukrainian culture.

The third essay, 1928-1930: Being an Opera Composer, is among the most conceptually
rich chapters of the volume. It is here that archival research, musicological analysis, cultural-
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historical reconstruction, decolonial interpretation, and reflection on the mechanisms of historical
memory are brought together most fully and effectively.

One of the essay’s principal strengths lies in its rejection of a narrowly biographical
perspective. Liatoshynsky is presented not merely as the composer of an opera but as an active
participant in a complex artistic process involving collaboration with the librettist, conductors,
stage directors, theatrical institutions, and the broader cultural and political environment.
Consequently, the history of The Golden Hoop (Zolotyi Obruch) acquires a broader significance,
becoming an inquiry into the conditions under which Ukrainian opera developed at a time when
the national cultural project still retained considerable creative potential while simultaneously
facing increasing ideological pressure.

Particularly valuable is the reconstruction of the work on the opera’s libretto. The authors
carefully trace the transformation of Ivan Franko’s novella Zakhar Berkut into a musical-dramatic
work, demonstrating how the change of genre entailed a rethinking of the source text’s characters,
conflicts, and semantic emphases. At the same time, the discussion of the libretto extends beyond
a purely textual analysis, revealing the relationship between the artists’ creative ambitions and the
broader social expectations of the period.

Unlike the first essay, in which musicological discussion remains secondary to
biographical and cultural-historical reconstruction, this chapter places considerably greater
emphasis on the analysis of the musical material itself. A detailed examination of the opera’s
dramatic structure, characterization, orchestration, and musical language makes it possible to
illuminate the work’s artistic conception while also demonstrating the place of The Golden Hoop
within the development of Ukrainian musical modernism. Particularly persuasive is the authors’
argument that Liatoshynsky sought to create a modern national opera grounded not in the
ethnographic reproduction of folklore but in contemporary European artistic models.

Particular attention should also be paid to the extensive body of archival documents,
correspondence, press materials, and theatre criticism incorporated into the study. This rich
documentary foundation enables the authors to reconstruct not only the process of composing the
opera but also the history of its productions in Kyiv, Kharkiv, and Odesa, together with their
reception by contemporary audiences and critics. In this context, they draw on Borys
Liatoshynsky’s own recollection that “the music was enthusiastically received in all three theatres”
[8, p. 162], thereby complementing documentary evidence with the composer’s personal
testimony. Especially valuable is their effort to capture the diversity of critical responses and
evaluations, avoiding reductive conclusions regarding the artistic success or failure of individual

productions.
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Considerable attention is devoted to the concluding section, Reflexion, in which the history
of The Golden Hoop is interpreted as a symptom of broader transformations within Ukrainian
culture at the turn of the 1930s. The authors convincingly demonstrate that the gradual erosion of
artistic pluralism and the consolidation of the normative aesthetics of Socialist Realism had a
profound impact on the subsequent development of Ukrainian opera. Within this context,
Liatoshynsky’s opera emerges not only as a major artistic achievement but also as one of the
symbols of the unrealized possibilities of Ukrainian musical modernism.

Overall, the essay 1928-1930: Being an Opera Composer represents a substantial
contribution to the study of Borys Liatoshynsky’s creative legacy and of Ukrainian musical culture
in the first third of the twentieth century. The combination of a rich documentary foundation,
musicological analysis, cultural-historical reconstruction, and critical engagement with
historiographical narratives makes this chapter one of the most insightful and methodologically
significant parts of the book.

The fourth essay in Times of the Looking-Glass: Borys Liatoshynsky’s Choice, entitled
To Being!, is among the most conceptually significant chapters of the volume. Here, Iryna Tukova
and Olena Korchova move beyond the composer’s individual creative biography to address
broader questions concerning the functioning of Ukrainian musical culture under Soviet
modernity. Whereas the preceding essays focus on Liatoshynsky’s professional development and
the realization of his artistic ambitions, this chapter places at its center the problem of preserving
artistic identity amid the gradual consolidation of a totalitarian cultural model.

One of the essay’s distinctive features is its shift in perspective from the individual artist to
the wider musical community and professional milieu. Considerable attention is devoted to the
activities of the Mykola Leontovych Music Society, the Association for Contemporary Music, the
All-Ukrainian Society of Revolutionary Musicians (VUTORM), and other institutions that shaped
the intellectual and creative climate of Ukrainian musical life during the 1920s. The authors
convincingly demonstrate that the development of Ukrainian music depended not only on the
work of individual composers but also on a complex system of professional associations, artistic
debates, cultural initiatives, and aesthetic programs. In this context, Liatoshynsky’s biography
becomes part of a broader history of a musical community striving to formulate its own model of
modern Ukrainian culture.

One of the essay’s greatest strengths is its reconstruction of the intellectual debates that
shaped the development of Ukrainian musical art during the 1920s and 1930s. Drawing on an
extensive body of archival materials, specialist periodicals, correspondence, and documents

produced by artistic organizations, the authors recreate a complex spectrum of aesthetic positions,
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ideological disagreements, and programmatic orientations. Particularly valuable is their treatment
of music criticism not merely as commentary on artistic phenomena but as an independent
historical source that makes it possible to trace the gradual transformation of the cultural
environment.

The central issue explored in the essay is the relationship between art and ideology. The
authors convincingly show how, over the course of several decades, the space for professional
debate gradually narrowed, while artistic criteria increasingly gave way to political judgments.
Particular attention is devoted to the mechanisms through which accusations of “formalism” were
constructed and transformed into instruments of control over the creative process within Soviet
cultural practice. At the same time, the authors avoid simplistic moral judgments, offering instead
a nuanced analysis of the concrete personal and professional circumstances faced by Liatoshynsky
and his contemporaries.

One of the essay’s most compelling achievements is its ability to move beyond binary
models of interpreting the artist’s position within a totalitarian society. Liatoshynsky emerges
neither as a hero of uncompromising resistance nor as an example of complete accommodation to
the demands of the system. Rather, the study demonstrates the complexity of his artistic and
personal stance, showing how the desire to preserve an independent creative voice coexisted with
the necessity of living and working under conditions of constant political pressure. It is precisely
for this reason that the essay’s central concept — to being! — acquires not only a professional but
also an existential meaning.

Overall, To Being! is one of the key chapters of the book, most fully realizing the authors’
ambition to combine documentary reconstruction, cultural-historical analysis, and philosophical
reflection on the experience of the Ukrainian artist in the totalitarian era. For this reason, the essay
should be regarded as an important contribution not only to the study of Borys Liatoshynsky’s
oeuvre but also to the contemporary rethinking of the history of twentieth-century Ukrainian
musical culture.

An important place within the structure of the book is occupied by the interlude section
Intermezzo: Musical Modernism in Soviet Ukraine. Written by Olena Korchova, this section
serves not only a compositional but also a conceptual function. Positioned between the essays The
1920s: Being a Ukrainian Composer and 1928-1930: Being an Opera Composer, it functions as a
methodological key to the subsequent reading of Liatoshynsky’s creative biography. Whereas the
main essays focus primarily on reconstructing specific events, artistic projects, and life choices,
the Intermezzo moves toward broader cultural-historical generalizations, offering Korchova’s own

interpretation of the place of Ukrainian musical modernism within the history of European culture.
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Of particular interest is the authors’ attempt to reconsider established historiographical
approaches to the musical culture of the first half of the twentieth century. Ukrainian modernism is
presented not as a peripheral branch of Western European developments nor as a mere episode in
Soviet music history, but as an autonomous artistic phenomenon with its own internal logic of
development, stylistic priorities, and constellation of leading representatives. In this context,
special importance is attached to tracing the continuity of modernist tendencies from the work of
Mykola Lysenko to the generation of Borys Liatoshynsky, Levko Revutsky, Viktor Kosenko,
Yakiv Stepovy, and other composers.

At the same time, this section most clearly articulates the book’s decolonial perspective.
The text convincingly demonstrates the need to reconsider Soviet models for interpreting
Ukrainian musical culture, which for decades marginalized or oversimplified the phenomenon of
modernism. As a result, the Intermezzo transcends the role of a supplementary historical excursus
and becomes an independent theoretical essay that outlines the conceptual foundations of the
entire volume. It is here that one of the book’s central arguments is formulated most explicitly. As
the authors observe, “as for knowledge of Ukrainian modernism, it remained in the realm of the
looking glass” [8, p. 134]. This metaphor explains not only the title of the book but also the
necessity of revising established historiographical approaches to Ukrainian musical culture.
Within this framework, Ukrainian musical modernism emerges as an integral component of the
broader European artistic process, while the oeuvre of Borys Liatoshynsky appears as one of the
most vivid manifestations of this tradition.

Special attention should also be given to the system of notes, which significantly enhances
the scholarly value of the book. The authors do not limit themselves to a conventional
bibliographic apparatus; instead, they transform the notes into an important instrument of source
verification and scholarly commentary. These notes contain not only references to published
studies, archival documents, correspondence, memoirs, and periodical materials, but also detailed
explanations concerning the provenance of sources, the history of their introduction into scholarly
circulation, clarifications of dating, questions of attribution, and disputed aspects of the
composer’s biography. Particularly valuable is the extensive use of archival materials from Kyiv
repositories, as well as references to recent studies of Ukrainian musical modernism, which allow
readers to trace the documentary and methodological foundations of the authors’ interpretation. As
a result, the notes perform not merely a reference function but also an independent research
function, attesting to the high scholarly standards of the volume and the authors’ meticulous

engagement with their source material.

109



MUSIQI DUNYASI / MUP MY3BIKHA / WORLD OF MUSIC | /o] F2iel P Elera | adopls

At the same time, several aspects of the study invite further discussion. Most notably, this
concerns the consistent application of a decolonial perspective, which constitutes one of the
book’s principal methodological foundations. While this approach is undoubtedly productive for
rethinking Ukrainian musical history, certain interpretations would benefit from a broader
engagement with the European context of musical modernism in the first half of the twentieth
century. Another potentially debatable issue is the relationship between the national and
supranational dimensions of Liatoshynsky’s oeuvre, since the emphasis on the formation of the
composer’s Ukrainian cultural identity occasionally leaves in the background the complex
network of his connections with wider European artistic processes. Nevertheless, it is precisely the
authors’ openness to contemporary humanistic approaches and their willingness to reassess
established historiographical models that make the book an important contribution to current
scholarly debates.

Overall, Times of the Looking-Glass: Borys Liatoshynsky’s Choice represents a major
contribution to contemporary Ukrainian musicology and cultural studies. Drawing on an extensive
body of archival materials, epistolary sources, documentary evidence, and scholarly research, the
authors offer not only a new interpretation of Borys Liatoshynsky’s creative biography but also an
original conception of the development of Ukrainian musical culture in the first half of the
twentieth century. Particularly important is their treatment of Ukrainian musical modernism as an
autonomous artistic phenomenon that is convincingly situated within a broader European cultural
context.

At the same time, the study transcends the boundaries of a traditional musical biography.
Through the story of Borys Liatoshynsky, the authors explore the complex mechanisms of cultural
choice, professional self-determination, and the preservation of creative individuality amid the
political and ideological transformations of the age. For this reason, the composer emerges not
merely as the subject of a biographical reconstruction but as a means of achieving a deeper
understanding of the Ukrainian cultural experience of the twentieth century. It is in this capacity
that the book derives both its scholarly significance and its relevance to contemporary humanities
research.
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BORIS LYATOSINSKiI ZAMANIN GUZGUSUND®: UKRAYNA MODERNIZMININ
MODONIYYDT KONTEKSTINDD BIOQRAFIYASI
(Kitaba resenziya: I. Tukova, O. Kor¢ova. “Giizgiiarxas1 Zamanlar: Boris Lyatosinskinin Se¢imi”)

KATERINA YUDOVA-ROMANOVA
Sonatsiinashgq iizra falsafa dpktoru, dosent,
Kiyev Milli Madaniyyat va Incasanat Universiteti

Xulasa

Toqdim olunan resenziyada Irina Tukova vo Olena Korcevanin XX osrin gorkemli Ukrayna
bostokart Boris Lyatosinskinin yaradici tarcimeyi-halina hosr olunmus "Giizgliarxasi Zamanlar:
Boris Lyatosinskinin Sec¢imi" kitab1 tohlil edilir. Muoallif nasrin konseptual oasaslari, strukturu,
monbs materiali vo metodoloji yanasmalar1 aragdirir. Gostorilir ki, kitabda Ukrayna musiqi
modernizminin inkisafi, madoni 6zuntdark proseslori, incasanat vo ideologiyanin qarsiligli tasiri
Vo XX asrin birinci yarisinda musiqi institutlariin foaliyysti kontekstindo Boris Lyatosinskinin
irsino xususi digget yetirilir. Kitabin muoalliflori bioqrafik, musiqisiinasliq, madoni-tarixi va
dekolonial yanasmalar1 totbiq edarok, Ukrayna musigi madaniyyatini Avropada corayan edon
modernist prosesinin mustagil bir komponenti kimi togdim edirlor. Resenziyada kitabin elmi
dayeri, musiqistinasligin inkisafina verdiyi tohfo vo Ukrayna musigi madaniyyatinin Umumavropa
modani mokanindaki yerinin anlagilmasi tigiin shomiyyati vurgulanir.

Acar sOzlar: Boris Lyatosinski, Ukrayna musiqi modernizmi, yaradici torcimeyi-hal, madani
6zlnldark, Ukrayna musiqgi madaniyyati, kitab icmali.

BOPHUC JIATOIIUHCKHUM B 3A3EPKAJIBE BPEMEH: KYJIbTYPHASI BHUOTPA®US
YKPAUHCKOI'O MOAEPHU3MA

(Peuensuss na xuury TykoBoit M., Kopuosoit O. “Bpemena 3aszepkanbs: Bribop bopuca
JIstomMHCKOro0™)

KATEPUHA IOJOBA-POMAHOBA
KaHOuoam uckyccmeoseoeHus, 00YyeHm,
Kueeckutl nayuonanbHulll yHUGEpCUMEM KYIbMYpPbl U UCKYCCME

Pesrome

B peuensnn npoananusnpoBaHa kHura Hpunsl TykoBoii m Omnensl KopueBoii «Bpemena
3azepkaibs. Beioop bopuca JISTommMHCKOro», MOCBAIMEHHAsT TBOPYECKOW OMorpaduu OJHOTO U3
HauOoJsee BBIIAIOMIMXCS YKPAaWHCKUX KOMIO3UTOpPOB XX Beka. PaccMOTpeHBl KOHIENTyalbHbIE
OCHOBBI M3/IaHUS, €0 CTPYKTypa, 0a3a HMCTOYHMKOB M MeToJojioruueckue moaxonsl. Ocoboe
BHMMAaHHUE YJEJIEHO OCBEUICHUIO JUYHOCTH bopuca JIATOIMHCKOrO B KOHTEKCTE pa3BUTHUSA
YKPauHCKOTO MY3BIKaJIbHOTO MOJIEPHU3MA, IPOLIECCOB KYJIbTYpPHOW CaMOUICHTU(UKAIIH,
B3aMMOJICHCTBUSL HMCKyCCTBAa M HJEOJIOTMH, a Takke (YyHKIMOHUPOBAHUS MY3bIKAJIBbHBIX
MHCTUTYUMH nepBoil monoBuHBI XX Beka. OTMmMedeHO coueTaHue OHOrpaguueckoro,
MY3BIKOBETYECKOT0, KYJIBTYPHO-UCTOPUUYECKOTO WU JEKOJIOHHAIBHOIO IOAXOJAOB, IMO3BOJSIOIIEE
aBTOpaM  IPEUIOKUTH HOBOE€ BHMJECHHME YKPAMHCKOM  MY3BIKAJIBHOM  KYyJbTYpPHl  Kak
CaMOCTOSITEJIBHOM COCTaBJISIONIEH €BPONEHCKOr0 MOJEPHUCTCKOro mporecca. [loquépkuBarorcs
Hay4Has LEHHOCTb KHUTH, €€ BKJIAJ B Pa3BUTUE YKPAaMHCKOI'O MU MHMPOBOIO MY3BIKOBEICHHS, a
TaKKe €€ aKTyallbHOCTh JUIsl JajJbHEHMIIErO0 OCMBICICHHS MCTOPUU YKPAMHCKOTO MY3BIKaJIbHOIO
MOJIEPHU3MA U MeCTa YKPAauHCKOW MY3BIKaJIbHOH KYyJIbTYpHI B OOIIEEBPONEHCKOM KYyJIbTYpHOM
IIPOCTPAHCTBE.
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Kurouessie cioBa: bopuc JIATOMMHCKUN, YKPAaUHCKUN MY3BIKaJIbHBIM MOACPHHM3M, TBOpYECKas
ouorpadus, KyJIbTypHast caMOMJCHTU(DUKALUS, YKPAUHCKasl My3bIKalbHasl KyJbTypa, peLieH3Us Ha
KHUTY.
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