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U3VUEHUSA U
IMPAKTUYECKOTO
OCBOEHUY TYBUHCKOMH
MYVY3BIKU (HA IPUMEPE
TYBUHCKOTO
UHCTPYMEHTAJIBHOTO
NCKYCCTBA)

Baneumuna IO. Cy3ykeii
TyYBUHCKMI MHCTUTYT I'YMaHUTAPHbIX
M IIPpUKJIaAHBIX COLIMAJIbHO-
3KOHOMMUYECKUX I/ICCJIE,ILOB&HI/IIZ,
Poccus

B XX 8. mysuHcKkasi My3slKaavHas Kyasmypa
nepexcusa 2nybuHHsle NOMpsceHusl, mpaHcgop-
mayuu. Cez00Hs ecmb ocmpasi Heo6X00UMOCMb
nepeocmbulcaieHust docmusceHuli u nomepo. Llens
pabomol — NONbIMKA PACCMOMPEHUST HEKOMOPbIX
0a308bIx napamempos MmyeuHCKol My3bIKanbHOU
KYJIbMypol, COXPAHSIOWUX CUCMEMHYI0 Uen0Ccm-
HOCMb 8 38yK0B0L cmpykmype. AKmyaibHOCMb
membl NpPooUKMoeama Cyulecmsyowumu KoH-
UenmyaubHboIMU PACXOHOEHUSIMU MeNDY My3bl-
KAIbHOTl Npakmuxkotl U HayuHbIM ee 0C80eHUEM.

B cosemckoe epemsi yHugukayus Kyasmypol
Ha eceti meppumopuu CCCP 6vL1a opueHmupo-
8AHA UCKIOUUMENBHO HA e8pOonetickyo Modesib pas3eu-
musi My3slKansHo20 meopuecmea 6e3 yuema cneyudu-
KU 3MHU4eCcKux KyJabmypHuIX hpakmuk. B Hacmosuee
8pemMs yMeHbUIaemcsl YUC10 Hocumenel mpaduyuoHHoU
KYJIbMypsl  YCMHO-CIyX08020 Mund, yeenauuueaemcs
YUCTIO BbINYCKHUKOB MY3bIKAbHBIX WIKOJL, YUUNUL, KOH-
cepsamoputl u yHU8epcumemos, akademuii Kynomypeol
U UCKYCcCme, 60CNUMAHHbBIX He Ha MPAJUYUOHHbIX YeH-

ISSUES

OF ACADEMIC STUDY
AND PRACTICAL
ACQUISITION OF TUVAN
MUSIC (A CASE

STUDY OF TUVAN
INSTRUMENTAL

MUSIC)

Valentina Yu. Suzukey
Tuvan Institute of Humanities
and Applied Social

and Economic Research,
Russian Federation

In the 20th century, Tuvan
music  culture has undergone
dramatic upheaval and a number
of transformations. Today we
face an acute need to rethink the
achievements and losses incurred
over that period of time. The objective
of this article is to reconsider some
basic parameters of Tuvan music
culture that are responsible for
preserving the integrity of its sound
structure. The relevance of the topic
is due to a current conceptual rift
between the musical practices and their scholarly
interpretations.

In the Soviet period, culture throughout the entire
USSR was solely driven by the European model of
musical development with no reliance on practices
typical for ethnical cultures. We are currently
witnessing a decline in the numbers of those
representing oral and audial traditional culture,
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HOCMHbIX OpueHmupax. B mysuUHCKYI MY3bIKATbHYIO
npakmuky akmueHo eHedpsiemcs akademuueckas mep-
MUHOJI02USL U NPUBHOCMCS He c80licmeeHHble Kpume-
puu oyeHok u mepmuHsl. Ho mysuHckas Kyavmypa 6viia
NPUHYUNUATBHO YCMHOLL U 8bIpabomana c8oi cucmemy
38yK08020 CMPOsl, MEXAHU3MbL U Memodsl OecnucbMeH-
Holi nepedauu 3Hauutl. Ho amu HapodHvle memodst 0o
CUX NOp 0CMaoMcst MAJIOU3YUEHHBIMUL

Asmop ymeepxdaem, umo cucmema opeaHusayuu my-
BUHCKOLI UHCMPYMEHMANLHOU MY3bIKU CNEYUDUUHA U 8bl-
cmynaem 0cHoO80Ll, Komopas npudaem HeobbIUHOCMb 38Y-
UAHUI MY3bIKATIbHBIX UHCIMPYMEHINO8 U XO0Mesl (20p108020
nenus). XapakmepHolii memOp U HENOBMOPUMBbLLL KOJIOpUIM
ux 38yuaHusi obecneuusaemcsi 80e06pPA3HoLl cucmemoti
OYpOOHHO-06€pMOHOBbIX 38YKOBbIX COOMHOUIEHULL

Mysbika s8/155emcst mgopeHuem, NpeoHa3HaueHHbIM 07151
C1yX08020 8ocnpusimusl. A My3vik08edbl, 8 0CHOBHOM POC-
cutickue, NPoOOOIHAIOM AHANU3UPOBATNL HOMUPOBAHHbIE
8apuaHmel 3anNUCAHHbIX UMU UCNONHEHULl HapooHOl
UHCMPYMEHMANbHOU MY3bIKU U xooMes. Takoti nodxod
ozpaHuuusaem 8cr0 NAHOPAamy mpacuyuoHHoL uHcmpy-
MEHMANbHOU MY3bIKU.

ITonoxcumensHo oyeHUBaemcsi Mo, 4mo co8peMeHHble
MYBUHCKUE MY3bIKAHMbL 671a0er0m HOMHOU 2pamomoti,
u npuobwarmcs K weodespam Muposeoti My3vIKAIbHOU
knaccuxku. Ho, ymeepidaem asmop, 0bl10 6bl HOpMOL
U napannenvHoe ux obyueHue u Memooukam YCmHo-
cyxoeoti mpaduyuu. B cmamuoe ynoMUuHaromcs noay4uus-
wiue wWupoKoe pacnpocmpadetue 8 mupe memodol: me-
moduxa Hemeykozo komnosumopa Kapna Opga, ocHogy
Komopoti cocmasnisiem uMnposu3ayuoHHoe My3uyupo-
saHue; Mmemoduka snoHckozo ckpunaua Ilunuuu Cyod3y-
KU, 0CHOBAHHAS HA NOOPaXaHuu; Memoouxa 6e3HoMmHo-
20 00YyueHust My3vikanbHoli Akademuu um. . Cubenuyca
8 XenbCuHKU U op.

Knrouesoie cnosa: Tysa; mysuHckas My3uika; JMHOMY-
3blK08edeHUe; MPAOUYUOHHAST MY3bIKAIbHASL KYJIbMYpa;
MY3bIKANbHBlE UHCMPYMEHMbL; Meopust MYy3blKU; cneyu-
uxa 38yKo80ii opzaHusayuu

Beedenue

while the numbers of music college graduates,
those who studied at conservatoires, universities,
academies of culture and arts, and thus come as
bearers of values lying outside of the tradition.
Tuvan musical practice is experiencing an invasion
of academic vocabulary and non-relevant appraisal
criteria. However, Tuvan musical culture, having
always been primarily oral, has developed its own
acoustic structure, as well as mechanisms and
methods for non-scriptory transfer of knowledge.
But these vernacular methods are still insufficiently
explored.

The author postulates that the system of Tuvan
instrumental music organization is unique and
acts as a basis for unconventional sound of
musical instruments and x6émei (throat singing).
Distinctive timbre and inimitable flair of the sound
is achieved by original system of bourdon-overtone
sound coordination.

Music is created for audial enjoyment. But
musicologists (mainly in Russia) are still analyzing
the notation they keep making of performed folk
instrumental pieces and xo0mei. Such an approach
drastically narrows the entire panorama of
traditional instrumental music.

A positive factor is that contemporary Tuvan
musicians have mastered musical notation and
are familiar with the masterpieces of global music
classics. But the author suggests that a parallel
training in traditional oral and audial culture
will be most beneficial. Some of these worldwide
recognized methods are discussedin the article, such
as German composer Carl Orff’s improvisation-
based music; Japanese violinist Shinichi Suzuki’s
method based on imitation; notationless education
at J. Sibelius Academy in Helsinki, etc.

Keywords: Tuva; Tuvan music; ethnomusicology;
traditional music culture; musical instruments;
theory of music; features of music organization

CdopmupoBaBIIasiCs C ApeBHEMIINX BpeMeH, My3bIKa/IbHasl Ky/IbTypa TYBUH-
11eB Ha IIPOTSDKEHUM PSIia CTOJIETUI Pa3BUBa/IACh MCK/IIOUMTEIbHO B KOHTEKCTE
KOUeBOro obpasa sK1M3HM, He TIpeTeprieBast KapaAyHaIbHBIX ITepeMeH BILJIOThb 10
repBoi 1oI0BMHbBI 20-X rog0B XX CTOJIETUS.

B cepenuire 1920-x romoB TyYBMHCKAS KYJIbTypa Havasia UCIIbITLIBATh IIepeme-
HbI, KOTOpbIe MbI Ha3bIBa€M IT€epPBbIM ITYOMHHBIM ITOTpsiceHueM. [Tocme 1917 .
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TYBUHIIbI, TAK’KE, KAK ¥ MHOTME HApO/bl, OKa3a/JIMCh BOBJI€UEHbI B PEBOJIIOLIV-
OHHO€ [BVKeHMe, BbI3BaBlllee KOPEHHbIe M3MeHeHMs B UX KU3HU. B niepuop,
CTPOMUTEJIbCTBA COIIMAIM3Ma ObLIM BHECEHBI CYIIleCTBeHHbIe M3MEHEHMS B TPa-
OIULVOHHYI0, B TOM YMCJIe, U MY3bIKQJIbHYIO KyJIbTYpy TYBUHIIEB. Vzes «Ipo-
deccroHanM3au» HapOAHOI MY3bIKM, aKTMBHO ITPOBOAMBIIASICS B KU3Hb C
TIEPBBIX JIET CTPOUTENLCTBA COLMaan3Ma B TyBe, COITPOBOXIAIACh ITOTIbITKAMM
ajanTaluyuy HapOOHBIX MY3bIKAHTOB K MAJIOTIOHSATHBIM UM KPUTEPUSIM OLI€HOK
aKaJieMnyeckoit My3biki. Pe3ylibTaTOM 3TOrO OIbITa SIBUIACh MoAaubuUKainus
He TOJIbKO TPaAUIMOHHBIX MY3bIKaJIbHbIX MHCTPYMEHTOB, HO U BCEW 3CTETUKO-
HOPMATUBHOM OCHOBbI TPaOUIIMOHHOM MY3bIKaJIbHO-3BYKOBOM CUCTeMbI. B
1991 r., mocite pacraga CCCP, TyBMHCKAsI KyJIbTYpa MUCIIbITajla BTOPOE TOTpsIiCce-
HMe, KOTOpOe CTy4YUJIOCh B TEUEHe 3TOTO Ke CTOJIeTUS.

CJ'Ie,HOBaTe.TIbHO, B TeueHre OmHOro XX CTOJIeTUS TYBUMHCKAsA MY3bIKaJIbHaAs
KYJIBTYPa d)YHKH,I/IOHI/IpOBaJ'Ia B TpeX Ppa3HbIX IT'OCYyAapCTBEHHDBIX, ITOJIMTUYECKUX
N COIIMaJIbHO-3KOHOMMYECKUX YCUIOBMAX, IIEPEXKUB 3d 3TOT KOpOTKI/Iﬁ NCTOPpU-
YeCKuin IIPOMEJKYTOK [Ba I‘JIY6I/IHHI)IX IIOTPpACEeHMH.

B Hacrosiiee BpeMsi, Ha ¢GoHe cBepmuBIINXCS B 90-e rofbl XX CTONIETUS CO-
ObITHUI, C 0COO0I OCTPOTOI 0CO3HAETCSI HEOOXOAMMOCTD IIePeOCMbIC/IEHUST [10-
CTVDKEHMI U TIOTepPb, MPOU3OLIEIIINX B My3bIKaJIbHOM Ky/abType TyBbl. B 3101
CBSI3Y aKTyaJIbHbIM CTAHOBUTCSI Ha3peBIIasi HeOOXOIMMOCTb HAyYHOTO OCMBIC-
JIEeHUS aKCUOJIOTMYECKOTO acleKTa TPAgUIIMOHHOM KYJIbTYPbI B YCIOBUSX TT€PU-
07,a LIEHHOCTHbBIX KPMU3MCOB U ITOMCKA HOBBIX KYJIBTYPHBIX OCHOBAHUI U OPUEH-
TUPOB. DTU 3aa4M HaMU CTaBUINCh U paHee (Cy3ykeii, 2006,2012), HO B 1aHHOM
Clyvyae aHa/IM3 pasBUBAETCS C yYeTOM HOBOM JIUTEPATYPhI Y HOBBIX JAHHBIX.

[lenpio JaHHOV PabOThI SIBJISIETCS TOIBITKA PACCMOTPEHMSI HEKOTOPBIX 6a30-
BbIX ITapaMeTPOB TYBMHCKOI MYy3bIKaJIbHOW KYJIbTYPbI, KOTOPbIE, HECMOTPS Ha
COLIMaJIbHBIE U TOIUTUYECKIE TTOTPSICEHMSI, COXPAHSTIOT CMCTEMHYIO IIEeJIOCTHOCTD
B 3BYKOBOJ CTPYKTYpE, UTO CaMO TI0 cebe SIBJIIeTCSI HOBBIM U aKTyaJbHbIM, TaK
KaK JI0 HACTOSIIEero BpeMeH) HMKEM He CTaBWIach Takas ImpobjaeMaTuka. AK-
TYaJIbHOCTh TEMBbI ITPOAMKTOBAHA TAKKe U CYILeCTBYIOIIVMM KOHUEeNMYanbHbIMU
Pacxoxc0eHuUsMu MeXIy My3bIKaTbHOM NPakmukoli i HAyIHbIM €€ 0C80€HUEM.

B COOTBETCTBMM C ITOCTABIEHHOI 11€J1bI0 OCHOBHOJ 3a71aueil pabOoThI SIBJISET-
CS paCKpbITHE TIPUUMH CYIIECTBYIOIIVX IPOTUBOPEUM A MEXKIY IPAKTUKOI, TeO-
pueit M COBpeMEeHHOJ CUCTEMOI 00yUeHMSI My3bIKAHTOB, IPO3SIIMX, B KOHEU-
HOM CYeTe, MPUBECTU K IO0Tepe BHYTPEHHMX, UMMaHEHTHO MPUCYIINX CBOJCTB
TYBUHCKO MY3bIKMU.
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Teopus, npakmuka u KyJ1ibinypHas NOJUMuKa

OO1Ien3BecTHO, YTO HayyHOe 3HaHMe (OpMUPYETCS HAa OCHOBE TaHHbBIX
MIPAKTHUUYECKOTO OIThITa IIyTeM aOCTpParMpoBaHMSI M JIOTMUYECKOTO aHaIM3a ITUX
IaHHbIX. VIHaue roBOps, TeOpus IMPeaCTaBsieT co00i 11eJIOCTHOe 3HAaHMe O 3a-
KOHOMEPHOCTSIX Y3Ke CYIIeCTBYIOIINX CBsSI3ei U crielinpuyeckux 0COOeHHOCTe
MIPaKTUUYECKOTO OMbITa. [Ipy 3TOM KpUTEepreM UCTUHHOCTY ¥ OCHOBOI Pa3BUTUSI
meopuu BBICTYIIaeT, KaK U3BECTHO, npakmukd. OMHAKO B ITpoliecce Kak MpPaKTu-
YeCKOro, Tak ¥ TEOPETUUYECKOTO OCBOEHMS TYBMHCKO TPAIMUIIMOHHON MY3bI-
KaJIbHOJ KyJIbTYpPbl BO3HMKJ/IA ITapaioKCcaJbHAs CUTyalys, KOrga 3Ta akcuoma
(Hepa3pbIBHOE €AMHCTBO TEOPUM U IPAKTUKMA), TIPEICTaBIISIONas cob6oii QyH-
IaMeHTaJIbHYI0 OCHOBY I'HOCEOJIOTMM OblIa (PaKTMUYECKN IIPOUTHOPMPOBAHA.

BO3HMKHOBEHME TaKMX MPOTUBOPEUMii ObIO 00YC/IOB/IEHO KaK OOBEKTMUB-
HBIMM, TaK ¥ CYyOBEKTUBHBIMMU MpUUMHaAMM. XX BeK BIMCAJICS B XOI MCTOPUU
yeJIOBeYeCcTBa CO CBOMMM MMPOBOIO MacliTaba peBOMIOIMOHHBIMUY KOPPEKTH-
BaMM, KOTOpbIe CMETaJIM YCTOM TPAAUILIMOHHBIX, 0COOEHHO KOUYEBbIX, KYIbTYP.
I paMaTUYHOCTb CUTYyaIlUMM TOTO BpeMeHM YCyTyOsisijiach ele U TeM, UTO peBo-
JIIOLMOHHOCTD 3TOXM HaJIOXWIaCh Ha €BPOIOLEHTPUCTCKUE IPeAIiouTeHNs,
oIpefensBllye B L[eJIOM M MeTOLOJOTMYeCKYI HAIPaBJIE€HHOCTh IOUYTU BCeEX
IYMaHUTAPHBIX HayK.

He TOMBKO MpaKTHKa «yCOBEPIIEHCTBOBAHMSI» MY3bIKaJIbHbIX MHCTPYMEHTOB,
HO ¥ 00111as1 YCTaHOBKA Ha «IpodeccruoHann3auuio» My3bIKaabHbIX KYJIbTYD B
HaIlMOHAJIbHBIX pecitybnmkax obiBiiero Coperckoro Coro3a Oblja MHUIIUMMPO-
BaHa ME0JIOTMYECKOM YCTAaHOBKOM KYJIBTYPHOM IOJUTUKU TOCYAapCTBa. YHU-
dbukaiyst KyabTypbl Ha Bceit Tepputopuy CCCP 6bu1a OpMeHTUpPOBaHa UCKITIO-
YMTEbHO Ha €BPOIIeIiCKYI0 MOJe/ib Pa3sBUTHUS MY3bIKaJbHOTO TBOpUYeCTBa Oe3
yyeTa crieuuduKyu CyIieCTBYIOIMX B 3THUUECKUX KyIbTypax IpakTuk. OmHa
"3 npuunH, o MmHeHuto T. b. bygereuu, 3akiouasach B OTCYTCTBUM 3HAHUM O
KyJIbType KodeBoro obmiectBa. OHa mucana: «Kak B Hayase XX Beka He Cyllle-
CTBOBAJIO U, TAK U B KOHIIE €T0 He MMEeJIOCh eJI0CMHOU CUCMEeMbl CTETUYECKUX
3HaHUIT 00 UCKYCCTBe KouesHukos8» (bymereun, 1995: 13; Kypcus moit. — B. C.),
B UeM HeJb3s1 C Helil He COracuThCs. «CKycCcTBO Toraa 6blI0 CBEPXMIe0IO0T -
3MPOBAHHbBIM, MTOJIUTUKA MTAPTUM APY>KECTBEHHOTO rocyaapcTsa — COBETCKOTO
Cor3a — usjarajiach B IIPOU3BEAEHMUSIX JTUTEPATYPbl, My3bIKM U B TeaTpe. Ca-
Masi B&KHasl yepTa UCKYCCTBA TeX JIET — MOJHOE U CJIeroe (JiefOBaHe IpuMepy
“crapiero 6paTa”, MCK/IIOUaIOIIee MOMCK 60s1ee MpueM/IEMBbIX [IJIS1 TYBUHCKOTO
Hapopa (gopm nckyccrBa. TpedboBanoch JUIIb KOMMPOBATh TyUllile Ipou3Bee-
HMSI PYCCKOM COBETCKOM KYJIbTYPbI», — OTMedaeT U UCKyccTBoBe, A. K. Kykyrer
(Kyskyret, 2003: 201). «B coBeTCKMit Tepurofi OTeueCcTBeHHas! MOIMTUKA B 0071a-
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CTM KYJIbTYPBI OblJIa OMHOBEKTOPHO. Bymyun mpenenbHO 1eHTPaIM30BaHHbIM
1 UIe0JIOTM3VPOBAHHBIM YIIpaB/IeHMeM, OHa ITPeICcTaB/Isiia coboii, Ipeke Bce-
IO, IIPOIIECC «BKUBJIEHUS» IAPTUITHO-TOTUTUUYECKUX UMIIEPATUBOB (TJITABHBIMMU
113 KOTOPBIX SIBJISLTIMCH IIPUHIIMITBI KJIACCOBOCTHM, IAPTUITHOCTY ¥ HAPOLHOCTH) B
MIPAKTUKY XY 0KEeCTBEHHO-TBOPUYECKOI NesITeTbHOCTY U KYJIbTYPHO-MaCCOBOIA
paboTsl. I[Togo6HOrO poma «HasKMM», He HYKIAJICS B 0OpaTHOM CBSI3M, MaKCH-
MaJIbHO OIpaHMYMBAsi BOSMOKHOCTM CaMOPa3BUTHSI KYJIbTYPHO JKU3HMU I10 JIU-
HUM BO3pacTaHust MHOroo6pasusi» (banakmmH, 2005: 3).

OCHOBHYIO ITPUUYMHY MHOTMX OeJ1 colan3ma, Harpumep, M. IT. KarryctmH Bu-
IAT B IIPEYBEIMUEHNY POJIY HACUILCTBEHHOI'O PEBOJTIOLIMOHHOTO Havyaia — PeBo-
JIIOLIMIOHM3Ma, UTO IIPUBEJIO K 6ecunc/ieHHbIM AedopMalysiM COBETCKOIO 00I1Ie-
CTBa. BbIXO[ 113 CO31aBIIeiCs CUTYaIlMV aBTOP BUINUT B BO3BPAIEHUM ITOJIUTUKNA U
KYJIbTYpbI Ha MarucTpab obieuenoBeueckoi nyBuamsanm (Kamycrus, 2002).

B yCITIOBMSIX COBPEMEHHOCTY B KOHTEKCTE aKTUBHOTO OOCYKIIeHMSI TAaKUX ITPO-
6mem, Kak creuyu@uka 3THUUHOCTU, UAEHTUUHOCTU, ayTEHTUYHOCTH, CTaHO-
BUTCSI aKTYJIbHBIM U 3HAUMMBIM MHTEpPeC U K KYJIbTYPHOI OTIMUYNTEIbHOCTNA.
«YacTHble, 3THOJIETEPMUHMPOBAHHbIE MOMEHTBI CITelM(MUKY ABVKEHUST COLIM -
yMa B HallMOHAJbHBIX pernMoHax, 3aduKCMpoOBaHHbIE HAYKOi, MOTYT Ha CAMOM
nere IBUThCS MapKepPHBIMM TOUKaMM peanm3aiu pyHaamMmeHTaabHbIX, 0a30BbIX
siBfieHu’t 1 ¢peHomeHOB. Takum 006pa3om, rmodbann3ausi, KOHCOMMUIAIMS U UH-
Terpauys B cepe TyMaHUTAPHBIX HAYK /1S HAIIMOHA/IbHBIX PerMOHOB Poccun
B [IEPBYIO OUepeb JO/KHBI 03Ha4YaTh, — KaK CIIpaBejiMBO OoTMevaeT M.Yiakos,
— He mpaucopmayur HAYyuOHAIbHO-CneyupuUueckozo 3HaHUsE 8 HanpasieHuu
gceobweli cmaHoapmu3ayuu u HUBeJIUPo8KU Memodos u modejieli HayuHOTO T10-
1ICKa, KaK ObLJIO TIPM COBETCKOI BJIACTU. A, CKOpee Ha000pOT — MPOJBIMKEHME U
pa3BuUTHE B HOBOV HayuYHO-MH(OPMAIIMOHHO Cpelie TeX aHaTUTUYeCKUX CU-
CcTeM, KOTOpble OCHOBaHbI Ha HEOOBIUHOCTM MCCAeayeMoro matepuasnar» (Yia-
KOB, 2004: 4; kypcus moit. — B. C.).

Takum o6pa3oM, Teopusi, MpakTUKaA M KyJbTYpHasl ITOJIUTUKA — TPU COCTaB-
JII0IMe, KOTOPbIe MO MPUPO/ie CBOel NO/MKHbI ObITh B3aMMOyBsi3aHHbIMM. HO B
CIydae C TPaAULMOHHBIMMU KyJIbTYpaMy OHM OKa3a/IMCh He COIJIaCOBAHHBIMM.

B Hacrosiee BpeMida BCe OomyTrumMee CTaHOBUTCA Hen30eKHOe UMC/IeHHOe
YMEHbIIIEHNME HOCUTeJen Tpa,HMHMOHHOﬁ KYJIbTYPbI YCTHO-CIIYXOBOT'O THUIIA B
CBA3M C UX eCTECTBEHHBIM YXOO0OM U3 JKU3HU, U T10 3TON IIpnUYrHe ImMponcxoanT
ocsiabjeHne BAUSIHUS M CHVDKEHME UX po/in B KYJIBTYPE. COBp@MeHHOE 18(0); 4/ 6y
JIOe HaceJieHue peCl'IY6JH/IKI/I — 3TO ITIOKOJIEHNE CTpOMTGJ’IEﬁ COIMNa/IMCTNYECKOTI'O
O6IJ.[€CTBa, C OETCKMX JIeT YCBOMBIINME MOEaJIbl TOM 3IOXU. Ha6J'IIO,I[aeTC$I " 3a-
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MEeTHO€ yBeJIMUeHMe Uncia BbIITYCKHMKOB MY3bIKQ/JIbHBIX IIKOJ, YUUJINIL, KOH-
CepBaTOPUIl U YHUBEPCUTETOB, aKaJeMU i1 KyJIbTYPbl U UCKYCCTB, BOCIIUTAHHbBIX
He Ha TPaAULIMOHHBIX IEHHOCTHBIX OpMEeHTHMPAax. ITa KOJIMYECTBEHHO YBeINU-
BaOIIASICS MAcCa OUIVIOMUPOBAHHBIX CHELMA/IMCTOB HAUMHAET aKTMBHO BHe-
IPSITh aKaAEeMUYEeCKYI0 TEPMUHOJIOTUIO U TIPUBHOCUTD B TYBMHCKYI MY3bIKaJIb-
HYIO [IPAKTUKY He CBOVCTBEHHbIE TPAAMUIIMIOHHOI MY3bIKe KPUTEPUN OLIEHOK U
TePMMUHBI. ITO B TOM CUTYaLM, KOTAA 110 TYBUHCKOM TPAAULIMOHHOI MY3bIKa/lb-
HOJM KYJIbType CYIIECTBYET YK€ JOCTaTOYHOE KOJIMYECTBO CEPbEe3HBbIX HAYUHbIX
TPYIOB KaK OTeUeCTBEHHBIX, TaK U 3apyOeKHBIX yUeHbIX (AKCeHOB, 1964; Borma-
HOB, 1981; Brop633, 1964; YepHos, Macios, [Imutpuen, 1992; Kazauiena, 2002,
2003; Keipreic, 1992, 2002; Menogun xoomes ..., 1994; Ocurienko, 1994; Cy3sy-
Keit, 2007; Kapenuna, 2009; Gunji, 1980; Bloothooft et al., 1992; Levin, Suzukei,
2006; Tongeren, 2002 u ap., a Takke: PykonucHbil douna TUTN. [I. 864. Boimnu-
CKM MaTepuasoB I10 (GOIbKIOPY, I3bIKO3HAHMIO U UCTOPUM TyBbI, XpaHsIIecs B
dbonmax ToMckoro roc. yuupepcuteTa ¥ TOMCKOro 06/1aCTHOTO KpaeBeIuecKoro
my3esi. ApxuB A. B. AHOXIHA).

Tem He MeHee, pe3y/abTaTbl HAYYHBIX MCCIESOBaHUM IIOKA UYTO OCTAIOTCS
He 3aJlefiCTBOBAaHHBIMM B CUCTeMe O0Opa3oBaHMs IMPU pa3paboTKe yueOHBIX
rporpaMM, yueOHO-MeTOOMUYEeCKUX MOCOOMUi, MCIIONb3yeMbIX [IJisI OOyueHMsI
MY3bIKAHTOB-HAapOIHMUKOB. B yueOHbIX 3aBeeHMSIX KYIbTYPbl U UCKYCCTB TyBbI
MPOAOJ/IKAIOT JeiiCTBOBAaTh TOCYAAapCTBEHHble O0Opa3oBaTelbHble CTaHIAPThI,
OpPUEHTUPOBAHHbIE UCKIIOUUTEIbHO Ha TpeboBaHMSI M HOPMbI eBpOIleiiCcKoi
KJIaCCMYEeCKOi My3bIKM, BBeJIEHHbIE ellle B COBeTCKOe BpeMs. Takke 1 Ha OT/ie-
JIeHUSIX HApOOHbIX (HAIlMOHAJbHBIX) MHCTPYMEHTOB IPOIO/IKAEeTCsI 00yueHe
CTYIEHTOB Ha «yCOBePIlIeHCTBOBAaHHbBIX» (110 aHAJIOTUM C MHCTpyMeHTamu Pyc-
CKOTO opkecTtpa B. B. AHIpeeBa) HallMOHAIbHbIX MHCTPYMEHTAaX.

A TpaguiIMOHHAs KyJAbTypa, OyayuM HPMHIUIIMAIBHO YCTHOM, B IIpOILiecce
CBOEr0 CTAHOBJIEHMSI ¥ Pa3BUTHS BbIpabOTasia CBOIO CUCTEMY 3BYKOBOI'O CTPOSI U
TaK’Ke MeXaHM3MbI ¥ MeTOIbl 0€3HOTHOIA, T. €. 6eCIMCbMEeHHOJ epenayun 3Ha-
HUI, KOTOpbIE SIBJISTIOTCSI OUeHb 3(P(GEKTUBHBIMM B CMBbIC/IE OBICTPOTHI 00yUe-
HMSI HauyHalonmx. K coskajieHuIo, 3T HapogHbIe MeTOIbI 10 CUX ITOP OCTAIOTCS
MaJIOV3yYeHHBIMA.

Cneuucuka 36yKo6oii cCmpyKmypsl my8uHCKOU UHCIMPYMEHMAAbHOLI
MY3bIKU

MYBI)IKaIII)HaH d)O]IbKJ'IOpI/ICTI/IKa, OTIIOYKOBABIINMCb, KaK JOY€PHSA BE€TBb, OT
dKageMIMn4yeCKOro My3bIKOBeOeHMs, ITPY M3YUeHUNM TPAAVMLIMOHHDBIX MY3bIKaJ/Ib-
HbIX KVYJ/IbTYD, 0COOEHHO Ha HauaJIbHOM 3Tarle CBOEro CTaHOBJI€EHMS, aKTMBHO
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3a7e/ICTBOBAjIa MCCIeI0BaTeIbCKIE METOObI, BIpaOOTaHHbIE B €BPOIEICKOM
TeOpeTMUYEeCKOM MY3bIKO3HAHMM, M TEPMMHOJIOTMYECKIIA amnrapaT. Hampumep,
TaK/e TePMMHBI, KaK J1aJl, TOHAJIbHOCTb, 3BYKOPSI, JOPUACKII VTN IMAUIACKIA
JIaJl, TeTpaxopm, meHTaxop U T. A. C alipMOPHOCTHIO CJIYXOBO 1 TEOPETUYECKOI
YCTAaHOBKM MY3bIKAHTOB, MMeEIOIIMX 06a30Boe akageMuyeckoe oOpasoBaHMe,
TaKKe TECHO CBSI3aHa M OCTPOTA MHOIMX ITPOOGJIEM.

Taxkoii, HarpuMep, HIMPOKO ITPUMEHSIeEMbIl B My3bIKa/IbHO (hOTbKIOPUCTH-
Ke MeTO[l, KaK aHa/In3 UCUIeLyeMOro MaTrepyuaaa Ha OCHOBe ero HOTHOM pac-
mM@poBKM, He Bcerma JaeT IUIOJOTBOPHBIN pe3yabTaT. ITOT MeTO[, Ha Halll
B3IVISII, MOKHO JTOBOJIbHO YCIEIIHO MPUMEHSITh JJIs1 aHaln3a o0pasioB JIUIIIb
TPAOULUMOHHOM BOKAJIbHOM MY3bIKM TYBUHIIEB, [TIOCKOJIbKY OHA pean3yeTcs
3a cYeT BbICOTHOTO UepenoBaHMsI 3BYKOB. I Takoi criocob My3MIIMpPOBaHMS Ha-
3bIBAETCS 36YK06bICOMMOIL, TIOCKOIbKY CO3aHMe MY3bIKM MTPOUCXOIUT 3a CUET
yepenoBaHMUS BbICOTHI Pa3HbIX 3BYKOB. 3BYKOBBICOTHASI OpPraHM3alvsl COCTaB-
nseT GyHIaMeHTa/IbHYI0 OCHOBY TeOpeTMUeCKOl KOHIIEIIMM PaBHOMEPHO-
TeMIIEPUPOBAHHOTO CTPOsI (TOMO(QOHHO-TapMOHMYECKOI CUCTEeMbI), KOTOpasi
chopmMmupoBanach B mpoliecce MCTOPMUECKOTO CTAaHOBJIEHUSI U Pa3BUTHUS €BPO-
TeCKO aKageMU4eCKO My3bIKNA.

A cucrema opraHmu3anyy TyBUHCKOV MHCTPYMEHTAJIbHOM MY3bIK! TOBOJIb-
HO crienduyHa, ¥ BBICTYIIAET TOV OCHOBOJ, KOTOpas MpuaaeT HeOObIYHOCTD
3BY4aHMIO MY3bIKJIbHBIX MHCTPYMEHTOB U XOOMesl (TOpJI0BOrO MeHus ), Ipu-
BJIEKAsI K HUM BceoOIllee BHMMAaHMe BO BceM MMpe. XapaKTepHblit TeMOp 1 He-
TIOBTOPMMBIi KOJIOPUT UX 3ByUYaHMsT 00eCIieurBaeTCsl CBOeoOpa3Hoi CUCTeMOi
O0YpPOOHHO-00epPIMOHOBBIX 3BYKOBBIX COOTHOIIIEHMIA, 32 KOTOPOI CTOUT 0cobast
JIOTMKa 3BYKOBOTO MblllieHUs (AKceHOB, 1964; Gunji, 1980; YepHoB, Macios,
Omutpues, 1992; Cysykeit, 1989, 2006, 2007).

Xoomeli PyHKIIMOHUPYET B e0UHOL C My3bIKaJIbHBIMU MHCTPYMEHTAMMU CUCTe-
Me 3BYKOBBIX KOOPAVHAT, HEOCIIOPMMBIM ITPU3HAKOM OOIITHOCTU KOTOPBIX BbI-
cTyraet 6ypooHHO-00epmoH08as CTPYKTypa 3BYKOBOI opraHusaium. ITosTromy
oIpejie/ieH e 3TOr0 BUAA MCKYCCTBA KaK «IIeHMe» BeCbMa CIIOPHO U C TAKMM €ro
0003HaUeHMEM, KaK «TOPJIOBOE ITeHME» MOKHO COIIACUTHCS JIMIIb B CUITY TIPU-
BBIYHOCTM U IIMPOTHI €0 UCII0/Ib30BaHMS. B JaHHOM KOHTEKCTe X0oMell paccMa-
TPUBAETCS HAMU KaK MHCTPYMEHTA/IbHOE MCKYCCTBO, TOCKOJIbKY C TOUKM 3pEHMSI
criet@MKM 3BYKOBOI OpraHu3aIm Xoomeli HeCOMHEHHO CTOUT B OIHOM PSITY C
MHCTPYMeHTabHbIM TBOpUYecTBOM (Cy3ykeit, 1993, 2006; Tongeren, 2002; Levin,
Suzukei, 2006).

BCTeTI/IKO-HOpMaTI/IBHbIe npeacTaB/IeHNd TYBMHCKOI'O HApoda O MY3bIKaJIb-
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HOM 3BYKe KaK O HaMMeHbIIeM CTPYKTYPHOM 3JIeMEHTe, KaK O «CTPOUTEb-
HOM» MaTepyajie MHCTPYMEHTAIbHOI MY3bIKI, MMEET CYILeCTBEHHOe OT/IMUMe
OT TOT0, KOTOPOe XapaKTepHO IS €BPOIIeiiCKOi My3bIKaIbHOI TeOpM, U3Ha-
YyaJIbHO OIMPAIOLIEiics Ha MaTepuay HeobepmoHO8blX METOANUECKUX KY/IbTYP.
MMeeTcs B BUAY IPUMHLIMITMATIbHAS Pa3HALIA, 3aK/TIOUAONIAsICS B TOM, UTO MEJIO-
IOV VHCTPYMEHTA/IbHOM MY3bIKM TYBMHIIEB CTPOSITCS MOJIbKO U3 00epimoH08, B
TO BpeMsI KaK B aKaJIeMIUeCKoii My3bIKe MCII0Ib30BaHye 06€pTOHOB B MeJIOAUA
SIBJISIETCS CrienipruecKuM IpMueMoM, IIPUMEHSTIOIIMCS JIUIIb SMTM30IUYeCKIA.
K ToMY ke OT/IMYar0TCSI CIIOCOOBI MX M3BI€UEHMS Ha MY3bIKa/IbHbIX MHCTPYMEH-
Tax ", cCaMoe IJIaBHOE, IIPY STOM OCHOBHOJ TOH, 13 KOTOPOT'O U3BJIeKaeTcs 00e-
PTOH, B aKaJeMIUYEeCKO/ My3bIKe He C/IbIIIEH.

CaMbIM IJIaBHBIM OT/IMUMEM ¥ 00SI3aTeIbHBIM YUIOBMEM (DYHKIIMOHMPOBA-
HMSI TYBMHCKOV MHCTPYMEHTAAbHOM MY3BbIKM M XOOMeSI SIBJISIETCSI TIOCTOSIHHOE
TIPUCYTCTBME OCHOBHOT'O TOHA — OypmoHa. be3 3Toro ocCHOBHOTO TOHa 06epTo-
HOBbI€ 3BYKM He KM3HEeCITOCOOHBI, TOCKOJIbKY 3TO He CaMOCTOSITe/IbHbIE 3BYKO-
Bble eqVHUIIbI. OOsI3aTeIbHOE TIPUCYTCTBIE OypIoHa Ha (hoHe 0CBOOOXKIEHHbBIX
06epTOHOB (YaCTb U3 KOTOPBIX YUaCTBYeT B 00pa3oBaHMM MeJIOAMN) — 3TO Ca-
MBI CyIeCTBEHHBIN, ¥ K TOMY K€ CaMblii TPYAHOY/IaBJIMBaeMblIii 1JIs1 MHOTUX
MY3bIKOBEIOB 1 MY3bIKAHTOB MOMEHT.

HecrmocoOHOCTH BOCIIPUSITHSI 3BYKOBOTO SIBJIEHMSI, IMEIOIIET0 3HAUUTEIHHOE
OTINYME OT aKaJeMMNIEeCcKOi CUCTeMbI 3ByKOOOpa30BaHMsI, HETMOKOCTb B BOC-
MIPUSITUY HECTAaHAAPTHOTO, ITPMCYTCTBYIONIAS IIpM Oecemax cO MHOTYIMM MY3bI-
KaHTaMM ¥ My3bIKOBefamu, Oblsia oTyeinBo chopmynmpoBaHa E. K. Kapenn-
HOV cienmytoniumM obpasom: «CrelduKy 3ByKOBOI OpraHmu3alyii TYBUHCKOM
MY3bIKM, MaKCUMAaJIbHO BBIPKEHHYIO B 3BYYaHUM CTPYHHBIX MHCTPYMEHTOB
1 ropaoBoro nexHus, B. Cysykeit onpenesnseT Kak 0ypJoOHHO-00epmoHO8blll KOM-
niekc. [IaHHbI TepMUH HeyIoaueH 110 TOM Xe IMPpUYMHEe, UTO M BCe MHO3eMHbIe
SKBMBAJIEHTHI CJIOBA X00Mell, IOCKOJIbKY BbI3bIBAET HEJIEIIbI BOIIPOC: HEYKeIN
OYPIOH — TOJIBKO CBOVICTBO TYBMHCKOM MY3bIKM M MOKET JI MYy3bIKa BOOOIIE
ObITh 6e3 06epToHOB?» (KapennHa, 2009: 91). ViMeHHO TaKoii HeJIeIlblii BOITPOC
U SIBJISIETCSI SIPKUM CBUJIETEILCTBOM alIPMOPHOCTY CJIYXOBOI U TEOPETUUECKOI
YCTaHOBKM MY3bIKAaHTOB, MMeIOIINX 6a30BOe akaJieMiuueckoe 0opa3oBaHIe.

BypdoH (OCTMHATHbIN 3BYK WUJIM OIOPHBIN TOH) M 00epTOHBI TYBUMHCKOI MYy-
3BIKM BIIepBbIe Hanbosiee 1oapoOHO 6bUIM omycaHsl ee A. H. AKceHOBBIM (AK-
CeHOB, 1964). Bo Bcex, M3JaHHBIX MTO3Xe paboTax MO TYBUMHCKOI MY3bIKe, KaK
MY3bIKOBEIOB, TaK U (PU3UKOB-aKyCTUKOB MCIOAb3YIOTCS MMEHHO (M TOJbKO)
9TU TEPMUHBI — OYPAOH U 00epTOHBI. [I03TOMY 3TO OmpeneneHue, Mo CyTu, He
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SIBJISIETCSl M300peTeHeM aBToOpa. Mbl JIMIllb CBOAMM 3TU T€PMUHbBI BOEIVHO, U
TOBOPUM TOJIbKO O cneyuguueckom eduHcmee 3TUX sSIBJeHU B TYBUHCKOI MH-
CTPYMEHTA/IbHOM MY3bIKe.

[TOHSITHO, YTO 3BYKM, KOTOpbIE COCTOSIT 13 00EPTOHOB — 3TO U €CTh «CTPOU-
TeJIbHBI MaTepuaa» My3bIkKM B IIpUHIMIIE. BOIPOC-TO COCTOUT TOJIBKO B TOM,
KaK 9TOT «CTPOUTENbHBIV MaTepuaa» CKOMIIOHOBAH B pa3HbIX KyabTypax. 00
OTJIMYMU B M3BJIeUeHM 00epTOHOB B Pa3HbIX KyJAbTypax M TOBOPUTCSI BO BCEX
HalllMxX paboTax. ABTOp HMKOTIA HM YCTHO, HY MIMCbMEHHO He OTpuliajia Haju-
y1ist 6ypioHa 1 06epTOHOB B IPYTMX MYy3bIKaTbHbBIX KYJIbTypax 1 HUT/IE He TOBO-
PUT O TOM, UTO «OYPJIOH — TOJILKO CBOVCTBO TYBMHCKO MY3bIKI».

Peub MJIET TOJIBKO O TOM, UTO MMEHHO Hepa3pvléHOe eOUHCME0 OGYPOOHHO-
00epmoHo60li OpraHn3alMy 3ByKOBOT'0 MaTepuasia TPaaUuIIMOHHOM MHCTPYMEeH-
TaJIbHOV MY3bIKM TYBUHIIEB SIBJISIETCSI CAMBIM SIDKMM BHEIIHUM MPOSIBJIEHMEM
peanbHo (yHKUUOHUPYIOWEL MY3bIKAIbHOLL cucmeMbl, UMeIolei criennduyecke
3aKOHOMEPHOCTY BHYTPEHHEe! OpraHm3alum.

Jljist HocuTenel TpaaUILIMIOHHOM Ky/JIbTypPbl, 0COOEHHO 1T HAPOIHbBIX MCIIOJI-
HUTENe, U3bsiTue 6ypaoHa 13 3ByKOBOV (haKTypbl MHCTPYMEHTAaIbHO MYy3bIKI
CO3[1aJI0 SIPKO BbIpaXkeHHOe OllyllleHre A1uckoMdopTta, IpUUMHY KOTOPOTO UM
caMuM ObIJIO OUeHb TPYAHO chopMyaMpoBaTh BepbasibHO. [1o 3TOI nMpuunHe B
1960-1970-x rogax ycoBepIiIeHCTBOBaHHbIE BAPMAHTbBI HAPOJHbBIX MHCTPYMEH-
TOB OTBEPrajauCh HOCUTEISIMU TPAAULINUA JIUIIb C JAKOHMYHO OLIEHKOI: «2mo
38yuum He no-mysuHcku». B To BpeMsi ObIJIO HEe COBCEM MOHSITHO, UTO O3HAYaAEeT
TaKOe BbICKa3bIBaHMeE, KaK «38yUUM HE NO-MYBUHCKU».

ITpoGnempl, 603HUKaIOUiLIE NPU NONBIMKAX MeOPemMuUecKo20 0C80€HUs
O0YPOOHHO-00epPMOHOB0TLI UHCMPYMEHMANbHOU MY3bIKU

CyliiecTByloliasi MmpakTMKa aHain3a OypIoOHHO-00epTOHOBOI MY3bIKM TIO
HOTHBIM paciindpoBKaM SIB/ISIETCST allpMOPHO MIPUBHECEHHBIM METOIOM aHa-
JI3a eBPOIIeICKOV MY3bIKM, IIe 00EPTOHBI He MCIOMb3YIOTCS TaK IIMPOKO U
TIOBCEMECTHO, KaK B TYBMHCKO MHCTPYMEHTA/IbHOM My3biKe. OO0epTOHbI B Me-
JIOAMM aKaJeMMUUecKoi My3bIKM ITOSIBJISIIOTCSI OYeHDb PeAKO JIUIIb KaK CII0C00
yKpaueHust mejaoauu. K Tomy ske 06epTOHOBbBIE U He 00epTOHOBBIE 3BYKU —
5TO pa3HbIe I10 MIPUpPOoIe 3BYKOBbIe sABjieHNsI. O6epTOHBI — 3TO HE CaMOCTOSI-
TeJIbHbIe 3BYKOBbIE €IMHUIIbI. B TYBMHCKOJ MHCTPYMEHTAIbHOM MY3bIKe OHU
peasibHO CJIBIIIMMbBI TOJILKO B TOM C/Iyyae, KOrma ecTb OypHoH, 13 KOTOPOTO
OHM U3BJIEKAIOTCSI. MOSKHO CKa3aTh, YTO 0O0epPTOHOBASI MeJIOAMUSI B TYBMHCKOI
MHCTPYMEHTAIbHOM TPaAULIMM — 3TO BUPTYyaabHasl peajbHOCTb. Eciiu yopaTh
12
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OypIOH, TO Nym Xce ucue3Hym u 6ce 00epmoHbl, KOTOPbIe He MMEIOT COOCTBEH-
HOT'O MICTOYHMKA 3BYKa.

Pa3Hble 110 mpupope SBJIeHUS He MOTYT aHaJIM3MPOBATHCS OOHUMM U TEMU Ke
MeToLaMM. YHUBEPCAJIbHBIX METOLO0B JJ1 U3yUYeHUs TIPUHLUMIIUAIBHO Pa3HbIX
SIBJIEHUT He MOKeT ObITh. Be[lb 13B€CTHO, UTO METO/I, KaK ¥ TEPMUH, SIBJISTIOTCS
OoTpakeH/eM MMMaHEeHTHBIX CBOJCTB TOTO MaTepuaia, Ha KOTOpOM OHU cop-
MYyJIMPOBaHbI U BbIpaboTaHbl. TeM He MeHee, 10 CUX IOP Cpely My3bIKOBEIOB
CYLIECTBYET U TaKasi TUIIMYHAs Mo3ULMs, Kak BbickazaHHas E. K. Kapenunoii:
«KaKk MO’KHO OTpeubCs OT a30B MY3bIKU, BIIMTAHHBIX C AeTCTBAa? Kak MOXHO OT-
pULIATh YHUBEPCAIbHOE, [IPUHSATOE BO BCEM MMPE 3HAUEHME eBPOIIeICKOI IIKO-
Jibl Teopun My3bIkn?» (Kapennua, 2004: 4). Mexxny TeM HUKTO He TIbITAeTCS OT-
pULIATh 3HAUEHME eBPOIIeJiCKO IIKOJIbl TEOPUM MY3bIKM. MaJio TOro, IOIIBITKU
OOBSICHEHMSI TIPUUYMH HECOOTBETCTBMSI HEKOTOPBIX MY3bIKOBEIUECKUX TEPMMU-
HOB crielpuKe TpaauIIMOHHOI MY3bIKM, OTHOOOKO TPAKTYeTCs KaK CTpeMiie-
HME OTPULIAHUS U HETIPUATUS JOCTOMHCTB €BPOIIeCKOM KIaCcCUYeCKO MY3bI-
KU, UTO B [IPUHLIUIIE HE COOTBETCTBYET PeaIbHOCTMU.

CucreMa HOTHOJ¥ 3aImMCK — 3TO ABYXMepHasi rpaduka, yeIOBHO OTOGpaskaio-
I1as1 3aIIMCAaHHYIO MY3bIKY IT0 BHICOTE ¥ I10 JJIUTEIbHOCTM 3ByUaHMsI, T. €. TIIE OTO-
OpaskeHa 3BYKOBBICOTHAs cucreMa. OgHaKko, cucTeMa OypaoHHO-00epTOHOBO
3BYKOBOJ OpraHu3alyy, B KOTOPOii M3HAYATbHO 3aJI0KEHA CIMepeopoHUUHOCb
3BYUYaHMSI, 10 MJIee TO/KHA OTOOPaskaThCs ITPY MOMOIIY MHOTOMEPHO¥ rpadu-
K1, KOTOpasl IT0Ka ellle He CO3/IaHa.

OnHako, Ha Halll B3IVIsI, 3a/1a4a rpaduieckoro 0ToOpaskeHus JaHHOM MYy3bIK!
— 3TO He eCTb OCHOBHAYI 11eJ1b MCCiefoBaHuIi. My3bIKa CO30aeTCs He JIJIsI 3pUTEIb-
HOT'O BOCITPUSITHSI, KaK M300pasuTeIbHOE MCKYCCTBO, a OHA, ITPEXK/IE BCETO, SIBJ/ISIET-
CS1 TBOpPEHMEM, TpegHa3HaYe€HHbIM TOJIbKO ¥ UMEHHO /151 CTYXOBOT'O BOCIIPUSITHSI.
Ho, KaK H/ CTpaHHO, /IS METOA,0B aKYCTUKM Y MY3bIKaTbHO-(OTbKIOPUCTUIECKIUX
MCCIenOBaHMIi BCeryia XapakTepHO cTpeMyieHMe 3aUKCMPOBATh MYy3bIKY B KAKOM-
HMOYIb CTAaTUYHOM BapMaHTEe B BiUJle HOTHOTO M300paxkeHus], OO B BUIe aKy-
CTUYECKMX CIleKTporpamm. U manbpHeliias pabora ucciaenoBaresieii 1o aHaIu3y
3aUKCMPOBAHHbBIX MaTEPMAIOB IMPOXOAUT yyKe 6e3 yJacTusl CaMUX MCIIOTHUTe-
Jieni. Takue uccmenoBaHMs TakkKe, BOSMOYXKHO, i HY>KHBI.

Ho, HeoOXOaMMO yuecTb CIeOYIOIMiA MOMEHT. B Kaskmoit Ky/lbType ecTb no-
CMOsIHHblE VI nepeMeHHble 8eauuUHbl. LIeHHbIe TOCTVDKeHMS KY/IbTYPhI ITepeqaloTcst
TIOC/IeAYIOUIMM TTOKOJIEHMSIM, CKOPEe BCero, uepes Haubosee CTadbuIbHbIE, TTIOCTO-
SIHHbIE BeJIMYMHBI, HA KOTOPbIE OMMPAETCS KYJIbTypa B CBOEM JajIbHEIIeM pas-
BUTUIL.
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B eBpormeiickoit KOMIIO3UTOPCKOM My3bIKE NOCMOSIHCMB0 BBIPASKAETCS B TOM,
YTO HMKOTIA He MeHSIeTCS TeKCT, HallMCAaHHbII KOMIIO3MTOPOM, T. €. HUKOTIA
He MeHSIeTCSI BbICOTHOE TIOJIO’KeHMEe 3BYKOB, 3aJIe/ICTBOBAHHBIX B KOHKpET-
HOM Mpou3BeneHnn. HUKTO He MMeeT ITpaBa BHOCUTh M3MEHEHUST B aBTOPCKUIA
TeKCT. Bo BpeMsI CITO/IHEHMST TTPOM3BeieH NSl TIOSIBJIeHNe He BITMCAHHBIX B ITPO-
M3BeIeHMe 3BYKOB U OTKJIOHEHMSI OT TEMIIA M pa3Mepa Pe3KO OCYKIAeTCST KaK
He3HaHMe TeKCTa. [I03TOMY HOTHBINM TEKCT SIBJISIETCSI HaIeKHBIM, IOCTOBEPHBIM
TOKYMEHTOM, COXPAaHSIONUIMM NOCMOSIHCINBO 38YKO0B8bICOMMBbIX XAPAKMEPUCMUK
npou3sBeneHust. [IocmossHCmeo u cmaduibHOCMb 8bICOMHBIX XAPAKMEPUCMUK 38Y-
K08 TI03BOJISIET aHA/IM3MPOBATh MPOM3BEIEeHME JIUIIIb IT0 HOTHOMY TEKCTY Aaske
B TUILIM KabuHeTa. Bce TeopeTuueckue IMOCTY/IAaThl aKaJeMMUUECKOTO TeEOPeTH-
YeCKOT0 MY3bIKO3HAHMSI C €r0 aHAJIUTUUECKMM aIllapaToM M3HAYa/IbHO ObLIU
chopMynMpoBaHbl Ha 3TOM He3bI6ieMoM (yHIaMEeHTe.

Ho B TpaZAUIIMOHHOM MHCTPYMEHTA/IbHOM MY3bIKe TYBUHIIEB 36YKOBbICOMHAS
Xapakmepucmuka VICTIOJIHIeMOM MY3bIKU SBJISIETCS [TlepeMeHHOM BeJIMUYMHOIA.
Jlesio B TOM, UTO CKOJIbKO ObI pa3 HY UCIIOMHSUT MY3bIKaHT OHO IPOM3BeleHNe,
CTOJIBKO U pa3HbIX BApMaHTOB OyneT GUKCHMpPOBaTh My3bIKOBe, HA ayaMO- U BU-
Ie03arncsax. OTO 03HAUYaeT, UTO JJI1 CAMUX HOCUTe el TPaaULIMOHHON! Ky/IbTYPbI
38YKO08bICOMHAS XApAKMepucmuKka He MeeT 3HaUYeHUSI KOHCMAHMHOU 8e/IUYUHDbL,
MMeroIeli ctatyc (pyHIaMeHTaIbHO OMOPbI [IJIS1 CaMOii KybTypbl. B Tpaguiim-
OHHOJi KYJIbType €CTh CBOM CTaOM/IbHbIe OPUEHTHUPBI M MEXaHM3MbI Tlepemaun
3HAHUI MOCIeAyIIMM MoKoneHusIM. OIHOM 13 BaKHENIIMX 33734 HAy4YHO-
IO MCCIeOBaHUS OO/DKEH CTAThb NOUCK NOCMOSIHHbIX 8e/IUYUH, KOTOPbIe UTParoT
POJIb «HeCYIIX KOHCTPYKIMI» TPAAULIMOHHOM KYJIbTYpPbl. I B 3TOM OTPOMHYIO
pOJIb UTPaeT MHEHMe CaMMX HOCUTeJIeN TPaAULIMOHHOM KYJIbTYPbI U TO, YTO OHU
caM¥ CYMTAIOT Hambosiee BasKHbIM B MCIIOJTHSIEMO MMM MY3bIKe.

Ho 1o cux rmop My3bIKOBeIbI [IPOLOJIKAIOT UCII0/Ib30BATh aHAIUTUYECKIE Me-
TOJIbI, OTIMPAIOIIMECS Ha APyTrue 3HaUeHUsI KOHCTAaHTHOCTU. OHU aHaIU3UPYIOT
HOTMPOBAHHbIE BapMaHThI 3alIMCAHHbBIX MMM UCIIOJTHEHUIT HAPOOHOM UHCTPY-
MEHTAJIbHOM MY3bIKM U XOOMes1. Takoi MCIen0BaTeIbCKUI MEeTOM, B OCHOBHOM,
XapaKTepeH [J151 POCCUMCKUX UCCIemoBaTelei, Kak Haclenue, 4oCTaBlleecss UM
OT COBETCKOJ MY3bIKaJIbHOM (ONMbKIOPUCTUKHA. TaKoii IoAXoHd, orpaHUMYMBaeT
BCIO MTAaHOpaMy TPaAUILIMOHHOM MHCTPYMEHTAIbHOI MY3bIKU 0 €ee eOUHUUHDBIX
00pa3uos. Ha ocHOBe TaKOro aHa/iM3a OHM OMMChIBAIOT CBOM BbIBOZbI B TEPMMU-
Hax eBPOIIeiiCKOro My3bIKO3HaHMs. U, Kak IpaBuiio, STY BbIBOAbI IJISI TPAAMUIIV-
OHHBIX MY3bIKAHTOB OCTAOTCSI HY O YeM UM He TOBOPSIIMMU, MaJIOIIOHS THBIMU
WJIN COBCEM HEITOHSITHBIMU CEHTEHLIMSIMM U TIOUTU HUKOTAA He MMEIOT BbIX0a
Ha IPAKTUKY.

14
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BypdoHHo-06epmoHosas cucmema Kak ucimoyHK memopoeozo
0602amcmea 36yuaHusi UHCIMPYMEHMAbHOLI MY3bIKU U X00Mesl

JIoruka 3ByKOBOT'O MBIIUIEHUS TYBUHLEB, MU3HAYAJIbHO OPMEHTMPOBAHHAS
Ha OYpIOHHO-00epTOHOBOE MHTOHMPOBAHME, UETKO IPOCAeXUBAEeTCs B 3a-
OAHHOCTU OIpelieJIeHHbIX [TapaMeTPOB HAPOAHbBIX MHCTPYMEHTOB. DTU Mapa-
MeTpbI peaan30BbIBAINCH B TAKOM MX (DOHMYECKOM KOMILIeKce, Kak 60raTCcTBO
U TTy6MHa memOpopezucmposozo 3By4aHMsi, KOTOpoe ob6ecreunBagob HIMpo-
KUM CIIEKTPOM 00epTOHOB. MIMeHHO TeMOpoBOe 60raTCTBO 3BYKOBOIi CUCTe-
MbI TTO3BOJISIT UCTIOIHUTESIM OBITh HENpeB30IJeHHBIMY MacTepaMu 3BYKO-
IOApakKaHU, VICIIONIHIEeMBbIX KaK Ha MY3bIKaJIbHbIX MHCTPYMEHTAX, TaK U B
Pa3HOBUAHOCTSIX TOPJIOBOrO MeHus1. [IpriMepoB MOKHO IPUBOAUTH 6@ CKOHEY-
HOe MHOecTBO. Hamipumep, daz kapzeipaa3el (TOpHbBIN Kaprbipaa), X08y Kapzbl-
paassl (CTENHOM Kaprbipaa), 93eHeu133p (TofpaskaHue 3BOHY CTpPeMSIH), O0p-
6aHHadvlp (TIopaskaHue TepeKaThIBAIIIMMCS KPYIJIBIM 3BYKaM), Kuuimeoup
(nodpaxcavue pxcavuio sowiadu) u T. 1. Temo6p, HaITpuMep, OTHOIO U3 JTI0MMO-
ro TYBUHIIAMM MHCTPYMEHTa — UTHUJIa XapaKTepu3yeTcsl COUHOI, 6apxaTHOIA,
MHOTIa THYCAaBO, TEMJION 3BYYHOCTHIO, C HAJIETOM HEKOTOPO CEHTUMEHTaJIb-
HOCTH, @ OTCI0JIa KakK ObI C IPUIIYIIIEHHOV CTPACTHOCTBIO (Y3YH-XOIOT, STHHBIT,
VSIHTBUIBIT, YSIpaHUbIT). OC000 JIeCTHYIO0 XapaKTepUCTUKY TYBUHIIbI JalOT MH-
CTPyMeHTaM, 110 TeMOpy O6J1M3KUM K YeJI0oBeUeCKOMY T0JI0Cy, 0COOeHHO K HU3-
KUM U CPeJHUM I10 AMana3oHy JXKeHCKUM T'OJI0CaM.

CBoeobOpa3ue TeMOpa urmiaa 3aKJIOYEeHO M B OCOOEHHOCTM 3BYKOM3BJIeue-
HMSI, OCHOBAHHOT'O Ha ()IaskOJIeTHOM MpPUHLIMIIE: T. €. IBe CTPYHbI HMKOIIA He
MIPVSKUMMAIOTCSL K IIeJike MHCTPYMEHTAa, a K HUM JIMIIb CJIerKa IIPUKACarTCs
MOAyIIeuKaMy TTa/IblieB, BbI3bIBAsi MSITKUIA, TEILIbIN (OIpeae/ieHMs HapOIHbIX
MICIIOJTHUTEJIEN) 3BYK, UTPAIOT KaK Obl ITOIMIasKMBAsl CTPYHBI, IIPUEM KOTOPBIi
IIO-TYBMHCKM Ha3bIBAeTCS «Cyiibam oiftHaap». HapomHble MCIIOTHUTEIN TaKKe
IIMPOKO MPUMEHSIIOT MpMUeM BMUOpaTO, KOTOpOe MpUIaeT 0COOYI0 TEIJIOTYy U
TIPUOIMKEHHOCTD K UeJIoBeueckoMy rojyiocy. HemapoMm HEKOTOpble 3HAMEHUThIE
VCIIOJTHUTEM YHUKAJIbHOTO MCKYCCTBA TYBMHIIEB — ropiioBoro rneHust (Kapa-
Can Ak-ooi, Kartran-oosn XoBainbir, Kyynap Opec-00i1 1 gpyrue) rpeanounTaT
COTIPOBOKIEHME HA UTUJIE.

Urun Y TYBUHIIEB II0 CBOMM Te€XHMYECKVM BO3MOJXHOCTAIM, IIO CBOEeI1 MSIT-
KOCTMH, I‘I/I6KOCTI/I, JIETKOCTU 3BYKa U CITOCOOHOCTM rnepegaBaTb MHOXXeCTBO OT-
TEHKOB SMOHMﬁ, CIIipaBedJIMBO CUYUNTAETCA HAPOAHbIMM MY3bIKAHTAMM HeE-
CpaBHEHHBIM BbIpa3uTejaeM HEXKHOCTU, I'PyCTH, CTPACTU M MCTOJIKOBATE/IEM
JINPUKO-CO3epUaTe/JIbHOTO, APAMATNUYE€CKOI'0, KOMMNUYECKOI'0O 1 Tparmdyeckoro Co-

nep>kaHusi. Kpome TOro, y TYBUHIIEB JIYYIIIMMMU UCTIOTHUTESIMU CUUTAIUCH T€E, Y
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KOT'0 MHCTPYMEHT «TOBOPWJI» — «UyTaaJafblll OiHaaphl». biarogapst cToib 60-
raThbIM TEXHUUYECKMM M BbIPA3UTEIbHBIM BO3MOXKHOCTSIM UTUJI SIBJISIETCSI COJTb-
HbIM «KOHII€PTHBIM» MHCTPYMEHTOM, 00/IaJal0IIMM OOIIMPHBIM perepTyapoM.

OOHMM U3 IJIaBHBIX JIEMTMOTMBOB MHCTPYMEHTA/IbHOM MY3bIK/ TYBUHIIEB SIB-
nsieTcst npupoda. I1o xapakTepy CBOero CKOTOBOAYECKOTO TPyaa TyBMHEL, MHOTO
BpeMeHM MPOBOAMII Ha OTKPBITOM BO3Ayxe, OJIM3KO COMPUKACASICh CO MHOXe-
CTBOM OTTEHKOB 3BYKOB JXMBOW U HEXMUBOM Npupoabl. OCO3HaHMe YeIOBEKOM
CBOel Hepa3pbIBHOM CBS3YU C OKPYIKAIOIIEN ero mpupoaon SIBJsieTcss OOHOM 13
COLIMAIbHO 3HAUMMBbIX IIJIATHOPM MIEO0IOTUM IIaMaHCKOr0 Ky/IbTa, B KOTOPOM
ObUI CaKkpaaM30BaH MeXaHM3M YIIpaB/eHMs] TOBCEIHEBHONM >KM3HbIO Hapoma.
[Ipuyem, MexaHM3M 3TOT TaK’Ke OCHOBBIBAJICSI HA aHUMMUCTUYECKUX TIPeICTaB-
JIEHUSIX, CBSI3aHHBIX C O0OKECTBJIEHMEM IIPUPOIbI, ITOUUTAHUEM SKMBOTHOI'O
MMpa ¥ IPO3HBIX CUJI IIPUPOALI (FPOMa, MOJIHUM, yparaHa " T. I1.).

Mudonormuueckuit KOMILIEKC KOCMOTOHUYECKUX ITPeICTaB/IeHIi KOUEBHMKOB
OTpaykaeT CTPYKTYPY COTBOPEHHOT0 KOUEBHMKOM MMpa CaKpabHOIO KOCMOCA,
" TI03BOJISIET MOHSTh HE3bIOJIEMOCTD €r0 OIIYIIEeHMS] HepaCTOPKMMOI CBSI3U C
MIPUPOIOI. DTOT CAOKUBIINIACS B JABHIOIO IIOPY, SCTETUUECKUI Maeas, oopas
HepasaeabHOCTY UeJloBeKa UM MPUPO/bI, BhICTYIIAeT (PyHIaMeHTaIbHOI OCHO-
BOJi MMPOBO33PEHMSI KOUEBHMKOB.

ATUM 0OCTOSITEIbCTBOM OOBSICHSIETCS U TO, UTO ILIeHTPa/JIbHOE MeCTO B XY-
IO’KeCTBEHHOM TBOPUYECTBe TYBUMHIIEB 3aHMMaeT 00pa3 npupodsl. BocrieBaHme
KapTMHBI OKpY>Kalollleit MPUPOAbl — 3TO He pe3yismam npa3odHozo co3epuaHus,
a OJTHO U3 COLMAJIbHbBIX MTPOSIBJIEHNIA UAEOOTUM IIIaMaHu3Ma, 00yC/IOB/IEHHbIX
crien@uyecKuM BOCIIPUSITHEM 000KECTBISIEMOJ TTPUPOIBI.

B My3bIKe TyBUHIIEB, 0COOEHHO B MHCTPYMEHTAIbHO, 3HAaUMTEIbHOEe MeCTO
OTBOAUTCS BOCIIEBAHUIO POSHOM NPUPOLALL. VICIIoNHeH e, HaTIpyMep, Ha CMbIU-
KOBOM MHCTpPyYMEHTe u2uie «Y3yH xowr» Kapa-CajioMm AK-00/0M [Jis1 HOCUTe-
JIeil TpaaUIIMOHHOM Ky/IbTYPbl UETKO accouumpyeTcst ¢ oopa3om TyBbI BO Bceii
KpacoTe ee CTeITHBbIX IPOCTOPOB, BEIMUYECTBEHHOCTM Talru, YMCTeNIlnein ro-
TyOU3HBI PEK U 03€ep, MIPOH3UTE/IbHOM CMHEBbI Heba Haj T'OJ0BON U IIeIporo
COJIHIIA, BcTaromero Hag CagHcKuMy xpe6tamu. ToHuasimas o6pa3sHoCTh — BOT
XapakTepHass 0CO0eHHOCTh TYBMHCKOTO MHCTPYMEHTAJIbHOTO MCITOTHUTEb-
CTBa, B KOTOPOM C 0Cc000¥i CJION 3BYYUT KMU3HEYyTBepsKAalolee TyMaHUCTUYe-
CKoe Hauaio. B penepryape xomyca (BapraHa) M CMbIYKOBOI'O U2UWId VIMEIOTCS
TaKKe MMIIPOBU3aLU, UMeHyeMble «XO0BY asuira3bl» — «Memognuu crernm» (MIn
«CTertHbIe MeJIOAUN») U B TOPJIOBOM IEHUM CYIIeCTBYeT CTU/Ib «XOBY Kaprbipaa-
3bI» — «CTernHoe Kaproeipaa» win «Jlar kapreipaassl» — «[OpHbIN Kaprbeipaar, B
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KOTOPBIX HET IPSIMbIX, HATYPAJIMCTUUECKUX 3BYKOIIOApakaHuii. TeM He MeHee,
9TM MMITPOBU3ALIMM TIOJIHBI 00pa3HOJ BbIPa3mUTEIbHOCTM, CO3/1aloleli CBOeo-
Opa3HbIii CTEITHOM WJIM TOPHbIN KOJOPUT. «Bosibliiasi 4acTh TPAAUIIMOHHBIX IT1e-
CeH >KaHpa bIp/iap UMeeT TUPUKO-Co3epIiaTeIbHbINi XapaKTep; OCHOBHOI, 00006-
IIAIONINIA 1 TTO3TUUECKIIT 00pa3 3TUX IeceH — 00pa3 pOAHOro Kpasi, — MUIIeT U
A. H. AkceHoB, — B HMX JII0O0OBHO BOCIIEBAeTCs * BesMKas peka” Exyiceil, BbICO-
KOTOpHasl Taira, JOJMMHbI, yTeChbl, peku, 03epa. AT 06pa3bl aCCOLMUPYIOTCS TO
C KOUEeBbSIMMU, TO C MBICJIBIO O JIFOOMMOI4, TO C BOCIIOMMHAHUSIMM 00 OXOTe, TO C
MBIC/IbIO O BEPHOM Jpyre — KOHe, [IOCTOSIHHOM CITyTHMKE, Ha3bIBaeMOM B I1eC-
HSIX MHOYXKECTBOM HEXXHbBIX MMeH» (AKCeHOB, 1964: 28).

YyTKoe CIyXOBOe BOCIIPUSTHME 3BYKOB OKPYsKaloIleil IpUpobl, crierudpuKa
3BYKOIIIYMOBOTI'O ¥ 3PUTEJIBLHOIO BOCIIPUSTUS OKPY’KAIOIIEN MPUPOAbl HAJO-
SKUJIO CYIIEeCTBEHHbINM OTIEeYaTOK Ha JIOTMKY 3BYKOBOT'O MBIIIJIEHNSI TYBUHIIEB.
B MHCTpyMeHTaJbHOJ My3bike MMEHHO 00beMHOCTh, MHOTOKPATHOCTb, ITPO-
CTPaHCTBEHHOCTb 3BYKOBOI'O ITOTOKA ITPUAAET TOT TOHKMI TeMOPOBbI1 KOJIOPUT,
MIPUCYIIUIA BbIPAa3UTEIbHOMY $I3bIKY TYBMHCKOW HAapPOSHOM MY3bIKU, TO3BOJISI-
IOIeMY XY[IO’KeCTBEHHO UYyTKO I1I03HaBaTh PeayibHOCTb. IIpy 3TOM CO3maeTcs
2onozpaguueckuii, a He dororpadudeckuit, obpas poaHoi npupoabl. I umeH-
HO HeOObIYHOE KOMILIEKCHOE 3ByUaHMe MHCTPYMEHTAJIbHOI MY3bIKU, €e TeM-
OpoperncTpoBast XapakTepUCTHUKA SIBJISIETCST CYIIeCTBEHHBIM, CMbICIOHECYIIIM
KOMITOHEHTOM, BOILIOIIeHKeM oOpa3a B 3BYyKe, MIO3HAHMEM MMpa B 3BYKax.
OnHa U3 TIpUUYMH BO3HUMKHOBEHMS ITPOOIeM MpY U3YYeHUM CIelm@uyecKkoro
MY3bIKQJIbHOTO MaTepuaia 3aK/II0vaeTcsl, Takke, B Majgopa3paboTaHHOCTH Ka-
TEeropum «TeMOpa» B TEOPETMUECKOM MY3bIKO3HAHUM.

KpoMe TOro, Heo6XoAMMO YUUTHIBATh, UTO 32 KOHKPETHBIMU MCC/IeI0Ba-
TeJIbCKMMM MEeTOAAMMU, TeXKalllMMM Ha [TIOBEPXHOCTHU, CTOSIT IITyOMHHbBIE ITPUUM--
HbI MMPOBO33PEeHYECKOro Xapakrepa. TpaaulMOHHbIe ITpeACTaB/IeHNUs KOUeB-
HUKOB O MaKpOKOCMOCEe ¥ MMKPOKOCMOCE BBLICTYIIaeT BaKHelIleil OCHOBO,
OIpefeNsIoIeii MecTo uejloBeKa B OObEKTUMBHON IeMCTBUTEIbHOCTM U €ro
OTHOIIIeHM e K 3TO¥ JeiiCTBUTeIbHOCTU U K caMOMYy cebe, Kak K 4acTHlie 3TOi
IeiICTBUTENbHOCTH, IIPSIMO MPOTUBOIMOIOKHOM OT XPUCTUMAHCKOIO MUPOIIO-
HMMAaHMS, TIe Ye/JI0BeK IIPOTMUBOIIOCTABJIEH IIPUPOe, TOe Ye/Jl0BeK U Ipupoaa
— 3TO JIBe MpOTUBOOGOpCTBYIONIME cuibl (Deitepbax, 1955: 183), rme uemoBek
MO3ULIMIOHUPYETCS KakK «1[apb IPUPOIbI».

Ha coBpeMeHHOM 3Tarie, Koraa IIpoiecc 00ydeHus TPaauIMOHHOM MYy3bIKe
M HApPOJIHBIM MHCTPYMEHTAM B YUeOHBIX 3aBeAeHMUSIX IIPOIODKAETCS 10 TOM
ke MeTOMAMKe, KOTopasi ObljIa 3aJI0KeHa B COBETCKOE BpeMsl, TO IpobiemMa co-
XpaHeHMS U JaJbHeNIIero pasBUTUsl TPaaUIIMOHHOM MY3bIKM OymeT BechbMma
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npo6iaemaTuuHo. OMHMUM U3 SIPKUX IIPUMEPOB HUBEJIMPOBKYM Mbl Hab/I0IaeM
B TAKOM SIPKOM >KaHpe TYBMHCKOM MY3bIKM, KaK XOOMeil. [Ies10 B TOM, YTO X0O0-
MeJKM CTapliero rnokojeHus, Hanpumep, Ak-oos Kapa-Cai, XyHaimrraap-00i1
Oopskak, Makcum [akrmait, CaHubl KbI3bUI1-00J1 M Ipyrie, B CBOEM TBOPUECTBE
OBV aOCOIOTHO He TTOXO0KM APYT Ha ApyTa U CJIyIIaTeIM X HUKOTIA He ITyTa-
v Jaske 6e3 00bsSIBIEHMSI MMEeHM UCTIOTHUTES. A HbIHeIllHee MTOKOJIeHe MO-
JIOZBIX MY3bIKAHTOB CTPEMUTEIbHO HAUMHAIOT TEPSITh CBOIO UCIIOTHUTETbCKYIO
VHOVBUIYAJIbHOCTD. A 5TO OJIHA U3 XapaKTePHBIX CBOMCTB TPAAULIMOHHOM MY-
3BIKQJIbHOVI KYJIBTYPBI, /i€ KaXKAbI/i My3bIKaHT BCerna OblI ITpeicTaB/IeH SIPKOii
VHAVBUIYAJbHOCTBIO. A 00yUyeHMe 110 HOTaM HapOIHbIM MHCTPYMEHTaM Ipo-
M3BEIeHMI, IpeIyCMOTPEHHBIX YUeOHOI ITPOrpaMMOii, TPAKTUUECKM HAYMCTO
«BBIMbBIBA€T» MMITPOBU3ALMOHHYIO CYIIHOCTDb TPAAULIUM MHCTPYMEHTAILHOTO
UCIIOJITHUTEIbCTBA.

KcraTi, Heo6X0aMMO OTMETUTD, YTO B COBPEMEHHOM MUpE JTaBHO YXKe I0-
JIYYWUJIM IIMPOKOE pacIipOCTpaHeHe TaKye MeTOAbl, KaK MeTOAMKa HEMELKOTO
Komriosutopa Kapna Opda, 0CHOBY KOTOPOJt COCTaB/IsIET MMITPOBU3ALIMOHHOE
My3uipoBanme (Meroauka Kapna Opda, Jnekrp. pecypc).

ABTOpOM [IpyTO¥t MOMY/ISIPHOV METOAUKY 6€3HOTHOTO OOyueHMUS SIBJISeTCSI
MeTOoAMKa SIMOHCKOro ckpuriava [namun Cya3yku, OCHOBaHHAs Ha IoApaxka-
Huu. Benb 95% miomeit Tak HUMKOTAA M He MOTYT HAaYUYMUTbCSI PaBUJIbHO II€Th
TOJIBKO TIOTOMY, UTO MM C JE€TCTBa BHYILIAJIN: KOIIMPOBATb — 3TO IUI0X0. VX n-
I1aJIM TJIABHOTO MHCTPYMEHTa 00y4yeHust — noopaxcarus. OH co31a/1 METOIVIKY,
KOTOpAasi B HAIllM THU PacpoCTpaHMUIIach 110 BCeEMY MUPY, U HalllJIa JeCSTKU Thl-
CSIY ToC/IeoBaTesiell M YYeHUKOB, MHOTME 13 KOTOPBIX CTaM MePBOKJIACCHDI-
MM My3bIKaHTaMM. Mup ObLT TOPaskEH €ro YAUMBUTEIbHBIMU aHCAMOISIMU 4—5
JleTHUX cKpuriaveit 13 100—-200 geTeitr, YMCTEHBKO M CMHXPOHHO MCIIOTHSBIINX
My3bIKYy BuBanbau, MouapTta, betxoBeHna (Kak o6yuatsb meTeii My3bIke ..., 2013:
OJIEKTP. pecypc).

VicxomHOM MO3uIIMeN KOHLEMIMM BeHrepCKOro KOMIIO3UMTOpa M Iemarora
3.Komas crasio yoexxmeHue B TOM, YTO OCHOBOI MYy3bIKaJIbHOJM KyJIbTYPbI HALIUN,
a, Cj1e1oBaTe/IbHO, M MY3bIKAJIbHOTO BOCIIMTAHMSI, IOJ/DKHA CTATh HAPOAHAS MY-
3bIKa. YTOOBI 00JIETYNUTH, ¥ YCKOPUTH IIPOLIECC Pa3BUTHS CTyXa, IeIaror paspa-
60Tan MeToHd, OTHOCUTEIbHOM COTbMMU3AaLIVIM U VICIIOb30BaHMSI PYUYHbIX 3HAKOB.
[’MaBHBIMM OCOOEHHOCTSIMM JAHHOI METOOMKH SIBJISIETCSI COUeTaHMe I1eBUeCKOil
IesITeIbHOCTY C Pa3HOOOPA3HBIMM ABVDKEHMSIMM, XJIOIIKAMM B JIa[IOIIN, PUT-
MUYHBIM aKKOMIIAaHEMEeHTOM, urpamu u T. 1. (Kogai, 1961)
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C konHua 1970-x romoB M B My3bIKaJbHOM Akamemuu um. 1. Cubennyca B
XenbcuHKM (http://www.uniarts.fi/) Takke 6b1a BBeeHa MeTOAMKA 6€3HOTHO-
ro o0yueHusl, IPOAYKTUBHOCTh KOTOPOJ HaM ITOCYACT/IMBUIOCH HAOIIOAATh BO
BpeMsI MacTep-KJI1acCoOB, IIPOBEAEHHbIX ITegaroraMiu JaHHOM AKaJieMum BO Bpe-
Ms1 KoHDepeH1uu B 2009 .

C Ipyroit CTOPOHBI, eCTeCTBEHHO IMOJIOKUTEIbHBIM SIBJISIETCS U TO, UTO COBpe-
MeHHbIe TYBMHCKME MY3bIKaHTbI BJIa/IeIOT HOTHOJ rPaMOTOI, ¥ ITPUOOILAIOTCS K
1efeBpaM MUPOBOJ My3bIKa/IbHOV Ki1accuKu. Tem He MeHee, O6b1710 6bI HOPMOJA
" TlapaJijiesibHOe X o0yueHMe M MeTOAMKaM YCTHO-CJTyXOBOM TPaAULIUN.

3akroueHue

Haumnas ¢ 90-X roJioB MPOIILJIOrO CTOJIeTHSI, TYBMHCKAsI My3bIKa Hauasia Ipu-
BJIeKaTb K cebe MpUCTaJbHOEe BHUMAaHME MMPOBOI 06IecTBeHHOCTU. Kpome
TOT'0, OHA CTaja BOCTPEOOBAHHOI ¥ HA MHOTMX KOHIIEPTHBIX IUIOMIAIKaX MUpa.
B cBsI3M ¢ 3TUM ObUI MHMIIMMPOBAH U HAYYHbBI MHTEpPEC 3apPyOesKHBIX YUEHBIX
K TYBUMHCKOJ My3bIKe 1 0COOEHHO K X0OMel0. BbljIo 3aluiieHo yke HECKOIbKO
muccepraluit, omy6JIMKOBaHbl CTaTbu M MoHOrpaduu. OmHako oOleit 1 mpe-
obnamaroIeii YepToii Bcex 3TUX paboT Bce-TaKy OCTAeTCs OIMCaTe/bHbIN MO-
MeHT (peHOMeHa TYBMHCKOM MY3bIKM C TOUKM 3PEHMSI pa3HbIX MCCIea0BaTeIein
M MX HAYYHBIX IIKOJI. DTO, BUIMMO, €CTECTBEHHbIN MTPOIIeCC, ITOCKOIbKY 3TO ObILT
ompene/eHHbIl 3Tall HAYaJbHOTO 3HAKOMCTBA C TakKuM (heHOMEeHOM B cdepe
YyeJIOBEYECKOr0 3ByKOTBOpUECTBa. Ha ypoBHe MpaKTMUeCcKoro OCBOeHMsT 00pas-
II0B TYBMHCKOJM MY3BIKM MHOTVE MCIIOJTHUTEM U3 Pa3sHBIX CTPaH YKe yCIIeIn
OBJIAIETh MEXaHM3MOM M3BJIeUeHMs CienUUIECcKX 3ByKOCOUeTaHmii. [Ipyrum
BOIIPOCOM SIBJISIETCSI TO, KaK OHM BCE IT0-Pa3HOMY MHTEPIIPETUPYIOT 3TU 3BY-
KI B COOCTBEHHOM MCITOJTHUTEILCKOM TBOPUYECTBE U B KOHTEKCTEe COOCTBEHHBIX
KYJIBTYPHBIX TPaIVLIVIIA.

IanbHelilee HAYYHOE M3yUYeHMe U IPAKTMUeCKOe OCBOeHMe TYBUMHCKOM Tpa-
IOUIIMOHHO MY3bIKU, IYMaeTcsl, 0yIeT MaKCUMMaJIbHO YITTYOJISIThCS, ¥ YUUTHIBATh
BeCh SMIUPUYECKII (KaK MUPOBO33PEHUYECKIIA, TaK U IMTPAKTUIECKIIL) OIIbIT ee
coszaTesieii, T. €. HallluX IIPeKOB, OCTaBUBIINX HaM Takue IeneBpbl B cdhepe
MY3bIKaJIbHOT'O TBOPUECTBA.
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Famous  Tuvan  throat
singers of the twentieth
century continue to receive
attention by today’s
singers. After considering
the sources from the Soviet
era that are currently (un)
available as recordings, the
author analyses a single
song with sygyt throat
singing by Maksim Dakpai
(1921-1993). “Karalangny
berem ezhim” (Give me your
Karala, my friend) was published by Melodiya in 1968
and later appeared on the website of Alan Lomax’s
Cultural Equity project.

The author presents evidence that Dakpai was
skillfully singing text with a simultaneous overtone
melody and that the singer deliberately used
harmonics that are avoided by most throat singers. He
also analyzes a number of melodic patterns that are
common in Tuva, but interpreted in his own unique
way by Dakpai.
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YTO OEJIAET
MAKCHUM JTAKIIAT,
KOTIIA IIOET CBITBIT?
IMPEIBAPUTEJIBHOE
UCCJIEIOBAHUE
JIMYHOTO CTUMIA
TOPJIOBOTO INEHUA

Mapxk ean ToHzepeH
He3zaBucumblii uccjiesoBaTeb,
TajiBaHb

3HameHumole MYBUHCKUE NEBYbl 20PTI08020 NEHUS
XX eexa npodo/arwm npueiekams GHUMAHUE CO-
8peMeHHbIX Nesyos U ucciedogameneli. B cmamoe
npedcmasnieHo ucciedo8aHue 0cobeHHocmeli cmusis
20pJ108020 NeHUs1 MyBUHCKo20 nesya Makcuma [lak-
nas (1921-1993), usgecmHo20 UCNOJHUMENISI MAKO-
20 HAHPA X00Mesl, KaK CbleblM. AHAU3 BbINOTIHEH HA
npumepe 00HOLI U3 neceH, KOMopyr UChONHS Jlaknati
«KapananHot bepem ncum» («aii mHe meoezo Bo-
POHO20, Opye Moli»). TlecHsa ObL1a 3anucaqa ¢upmoti
«Menodusi» 6 1968 e., enocnedcmsuu pasmeujeHa 8
apxuee catima «KynomypHblil kanuman» A. Jlomaxca.

Aemop npedcmasnissem 0oKa3amenbcmeda mMoeo,
umo Jlaknati ymeno uchonHsl mekcm 00HO8PEMEHHO
¢ 06epmoHoeoli menoduell, u umo neeey CO3HaMeb-
HO UCNOMb308aNl MAKYH 2apMOHUKy (11 obepmon),
Komopylo usbezarom 60bUUHCMB0 UCNONHUMenell
Xoomes. ABmMop maxie aHaausupyem pso menoouue-
CKUx Mmoderieli, Komopule sasiomcs odwumu 6 Tyae,
HO umerom 8 meopuecmee Jaknas yHUKAIbHbLU 8UO.
K cmamve dononHumensHsimMu Mamepuaiamu npuio-
MHeeHbl (hpazmeHmol ayouosanucu necHU U COHOZpam-
Mbl 3anuceti.
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Introduction

When I first came to Tuva in 1993, I had the good fortune to meet several
senior singers, whom I interviewed, recorded or asked for advice to develop
my own khoomei techniques. The enormous changes that began to take place
in Tuvan society are well-known. Likewise, Tuvan music entered a phase of
constant adaptation to influences from inside and outside of Tuva. Relatively
young throat singers, from 17-year old Mongiin-ool Ondar to the 40 year old
musicians of the Tuva Ensemble, Huun Huur Tuu, Yatkha, took center stage.
But the seniors were not forgotten. After all these years, I found many Tuvan
musicians getting back to these old masters and those that had already passed
away. Their music had become a sort of gold standard during the Soviet era.

Young generations are still aware of the singers of the past. This is clear
from frequent referencing of older singers in contemporary discourses. At least
in recent decades, but possibly much longer, Tuvan khoomei has been stimu-
lated not only in purely musical terms, but in a fervent discourse surrounding
the practice itself. Older singers’ names and achievements are remembered
and celebrated, their personae sometimes even revered. Their names are men-
tioned frequently, their songs performed again and again. As the most em-
phatic proof of the Tuvans’ commitment to keep the memory and the music of
older generations alive, festivals in honour of senior and deceased singers take
place. Here musicians gather to sing songs in the name of the deceased musi-
cian, who is or was often an original composer. Thus, in 1993, when I first vis-
ited Tuva, a festival was organized to celebrate Ak-ool Kara-Sal (1924-1987),
where igil players competed to play in his style, which has a wide following
among igilists. In the year 2000, one of the most revered throat singers of the
late-Soviet and post-Soviet era, Gennadii Tumat (1964-1996), was commemo-
rated in a festival in his hometown Khandagaity. A competition for kargyraa
singers was held in Erzin in 2016, honouring Soruktu Samdanay oglu Kyrgys
(1901-1976), a throat singer who was first recorded in Moscow in 1934. This
year (2017) the much-beloved throat singer and former Director of the Center
of Tuvan Culture Kongar-ool Ondar (1962-2013) will be remembered during
a three-day festival. And in 2014 a competition was held for the singer who is
the subject of this article, Maksim Dakpai, in the village where he was born.

In addition, Tuva boasts a sizable number of researchers, who over the last
20 years have produced many papers, articles and books. It is a discourse in
which academics not only rely on performers: musicians often know the ma-
terials published by academics, so that the boundaries between one and the
other are rather fluid. Academic organizations, such as the International Sci-
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entific Research Center Khoomei, are also actively organizing festivals and
conferences in which many local musicians participate, thus directly affecting
the music community through high-profile events. The debates surrounding
throat singing, as well as other typical Tuvan music styles, are lively and pas-
sionate, sometimes even fierce. They testify to the fact that Tuva’s most iconic
music styles, at least in recent decades, are shaped and re-shaped, imagined
and expressed both as sound and as an idea, or concept.!

Much text has been devoted to the special timbre qualities of throat singing
(Suzukei, 1993; Levin, Suzukei, 2006), to its phonetic, acoustic and physiologi-
cal aspects (Zemp, Tran, 1991, Grawunder, 2009), and to many issues linking
throat singing to wider questions of Tuvan musical culture, folklore, history,
customs etc. (Suzukei, 2007; Kyrgys, 2002), and to the shared or unique qual-
ities of all these aspects in the Altay-Sayan region and beyond (Utegalieva,
2013). There have been specific musical analyses of Tuvan folk music as well,
dealing with scales, rhythms, song forms and overall questions of melody (Ak-
sénov, 2005%; Mongush, 2013). However, I have not been able to find Tuvan or
other sources which talk in detail about the way in which throat singers con-
struct their improvisations, from a musical point of view. To know what makes
the old singers so important, even for contemporary, young musicians, it is
useful to know how they construct their improvisations, or (semi-)composed
overtone melodies. In this preliminary investigation, I will look at one single
song by one single throat singer to clarify how his improvisation unfolds.

One cue for this question is the recent appearance (2016) of An Anthology of
Mongolian Khoomii, which consists of old and new recordings on two compact
disks. Among many other interesting items, it contains several recordings of
Tuvan throat singers from Tsengel, like Papizan Badar, recorded shortly before
he passed away in Summer 2016. The compiler and recordist for many record-
ings, Johanni Curtet, travelled widely in Mongolia to record many lesser-known
singers.>He noted a certain disregard for older and rural singers among young
urban performers working professionally in the capital of the Republic of Mon-
golia, Ulaanbaatar. He gives several reasons for compiling the anthology, from
which I quote a few relevant lines.

' This notion is recurring in ethnomusicology ever since Alan Merriam wrote one of the
foundational books of this discipline, The Anthropology of Music (Merriam, 1964).

2 Partial translations appeared in Asian Music (Aksénov, 1973: 7-18) and in Stockman and
Strobach (Aksénov, 1967: 293-307).

3 Another excellent document with field recordings of non-professional singers from the
1990s was produced by Chris Johnston: Jargalant Altai. Xoomii and other vocal and instru-
mental techniques from Mongolia, 1994, Pan Records, PAN 2050.
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Today, khoomii is particularly known in onstage performing arts form,
sometimes as a foklorized heritage, at the expense of its rural expression.
[...] The academic form of khoomii established in the capital, Ulaanbaa-
tar, has become the dominant model, with the signs of standardization
already visible in other modes of transmission. [...] There is a striking in-
curiosity in previous generations among young people. [...] The growing
gulf between rural and urban worlds exacerbates this tendency, as do poor
circulation of recordings and insufficient access to sound archives (Curtet,
2016: 10).

Is such a concern also applicable to the situation in Tuva? Are singers aware
of the achievements of their peers who lived in the 1980s and earlier? Is there
a lack of knowledge, or ignorance, as in Mongolia? From my previous remarks
it is clear that the situation does not seem quite as dramatic as in Mongolia.
The difference (and first of all, the geographical distance) between Tuva’s urban
and countryside populations is not as big as that in Mongolia. Singers of the
past who worked professionally in Kyzyl did not necessarily live far away from
their rural homes. I vividly remember finding Aldyn-ool Sevek, whose career in
Kyzyl I had heard so much about, in his native town Mugur Aksy. Even though
that is the southwestern corner of Tuva, it is still close to Kyzyl compared to the
distance between Uvs and Ulaanbaatar. It has been easier for Tuvan musicians
to maintain close contact with both rural and urban communities. Yet the pace
of modernization, of turning away from ancient traditions and ways of subsis-
tence, is equal or faster than that in Mongolia, for the exact same reasons. An
important part of the discourse surrounding khoomei and its cultural policies
is geared, as it is in Ulaanbaatar, towards market-oriented thinking and profes-
sionalization. I would not go so far as to say, paraphrasing Curtet, that there is a
new, academic form of khoomei established in the capital, Kyzyl, as a dominant
model. But I would like to reflect upon the question of the legacy of Tuva’s great
singers of the past through their recordings, and of a lesser-known song of one
throat singer (khoomeizhi) in particular. As this is not about a repertoire of songs,
or the whole repertoire of a single singer, I consider this a preliminary investiga-
tion into the question what constitutes this khoomeizhi’s unique style. To start
with, let me briefly discuss Tuvan recordings produced in the Soviet era.

Older sound documents of Tuvan throat singing

There exist various sound documents of Tuvan throat singing and many
other types of music making. The earliest of these, recorded in the 1930s, were
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not publicly available. Those that were issued as records are long out of print
and hard to get by. Among the early sound documents is a collection of re-
cordings made in the 1950s and 1960s. In 1968 a selection of these were is-
sued by the Russian state record company Melodiya as a record, called Pesni i
instrumental’nie Melodii Tuvy, with annotations by Vyacheslav Shchurov.! An-
other three-LP record set was published in 1982 by Melodiya, entitled Tuvin-
skii Fol’klor, recorded and annotated by Igor Bogdanov. Many other recordings
were made during the Soviet times, in Moscow, in Kyzyl and probably also else-
where, but these four LP records constitute the most important Tuvan sound
documents published during that era.

The first LP was re-issued on CD in 2007, in the USA.? The original 1968 LP
already suffered from a lack of information and some mistakes.> Curiously, the
CD annotations do not mention anywhere the original source of the record-
ings: listeners are left to guess when and where the pieces were recorded. This
seems to justify the rumour in Tuva that the CD was issued without permission
of Melodiya. The CD re-issue, though providing more information, contains
many spelling errors and discusses only one of the musicians, throat-singer
Oorzhak Khunashtaar-ool. None of the other musicians are even mentioned,
except in the track listing. But at least the music spoke for itself and became
available more easily outside the few specialized record libraries or private
owners that held copies of Pesni i instrumental’nie Melodii Tuvy.

Recently recordings from the second, 1981 Melodiya publication, were re-
issued digitally as well, in a 3-CD box and booklet entitled Tyva. Kollektsia
muzykal’nogo fol’klora.* Some of the original tracks were left out in the CD-
version, but older recordings, going back to 1958, were added. This re-issue
has regrettably not been available on the market, even though many people
who keenly follow what is happening in Tuvan throat singing are interested in
these recordings.

In August 2013 I noticed a collection of older Tuvan musical pieces was online
for listening and download. They were made available by the Cultural Equity
website of Alan Lomax, one of America’s most productive ethnomusicologists
of the twentieth century. The website shows that Lomax had obtained them in

'Melodiya D 030773-4

2 Melodii Tuvi. Throat Songs and Folk Tunes from Tuva. Dust to Digital, DTD 09. Liner notes by Pekka
Gronow.

5 See below.

4 Tyva. Kollektsia muzykal’nogo fol’klora (3-CD), 2014. Compiler and editor Ch. S. Tumat. Melodiya/
Natsional’nii Fond Podderzhki Pravoobladatelei, MEL CD 3002283
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an exchange with the Melodiya record company in Moscow in 1964, together
with many other recordings of the peoples living in the Soviet Union.! Given
the inaccessibility of many of the old recordings from Tuva to the general
public, I will here offer an analysis of a single song by Maksim Dakpai that is
available for listening and download in this article and on Lomax’ Cultural
Equity website (link).2 This particular song was not issued on LP or re-issued
anywhere, to my knowledge.

The question of musical style in the academic context

Even though many Tuvans frequently discuss the unique styles, techniques,
lyrical expressions and personalities of many performers, it is less clear what
constitutes their unique qualities in an academic sense. Much of the scholar-
ship is primarily textual, and contextual, following a general trend in recent
decades in cultural musicologies to move away from the music per se and ex-
plore the many ways in which music is embedded in its essentially non-musical
surroundings — its social and natural environments. There has been a certain
conviction, held most explicitly by Valentina Suzukei and shared by myself,
that the true nature of Tuvan throat singing escapes the usual academic musi-
cal analysis; that a Euro-centric investigation using music notation does not
do justice to Tuvan khoomei. Suzukei first put forward her ideas in a 1993 book,
The Drone-Overtone Basis of Traditional Instrumental Musicianship of the Tu-
vans (Suzukei, 1993), and has since elaborated upon it in her following works
(Suzukei, 2007, 2010). The richly resonant nature of Tuvan music, including the
fine nuances in timbre, has been a reason for many scholars to pay less atten-
tion to, for example, melodic peculiarities. The ideas put forward by Suzukei in
her early book were part of a growing interest in the Turkic-speaking world of
musicians and academics to make and to think music not so much through the
notes as the smallest, atomic unit, but through the complex of vibrations en-
compassed by a sound’s timbre. During Soviet times, there had been no place
for such ideas, as music practice and scholarship were firmly grounded in pre-

I'The recordings were obtained by Lomax as part of his effort to map musical styles globally in his folk song
styles/Cantometrics research project, while attending the International Anthropological and Ethnologial
Congress in Moscow in 1964 (Cultural Equity, 2017). He received copies of hundreds of recordings (around
ten hours) from all over the former Soviet Union, some from known sources (institutes such as the Moscow
Conservatory and Moscow Radio, or individual collectors) some collected by an unknown source. The Tu-
van source is not known.
?Thefulladdressishttp://research.culturalequity.org/get-audio-detailed-recording.do?recordingId=25084.
This same link will re-appear in this article several times. To access other Tuvan songs that Lomax
collected, go to http://research.culturalequity.org/get-audio-ix.do?ix=recording&id=11018 &idType=sess
ionld &sortBy=abc
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for such ideas, as music practice and scholarship were firmly grounded in pre-
twentieth century European art music and musical thinking, taking the note
as the foundational unit. Suzukei and others have elaborated further on these
ideas.! For example, Saule Utegalieva, in Sound World of the Music of Turkic
Peoples. Theory, History, Practice elaborates on ideas first made explicit by Su-
zukei. She provides a comprehensive theoretical discussion of Turkic musics
(mainly of Central Asia and South Siberia, with Mongolian examples as well)
(Utegalieva, 2013). She seeks to group these musics in concentric circles, put-
ting the natural overtone series center-place, as a proto-musical force without
any humanly-made music. From this principle emerges a first ring of man-
made sounds: the Jew’s harp, throat singing, the end-blown flute (kuray) and
bowed chordophones, such as the gidjak, kyl-kobyz and igil. In the second ring
she places different types of plucked and bowed chordophones, and in the third
concentric ring are plucked chordophones played with a plectrum. The last is
furthest removed from the organizing harmonic principle in the center, and
least rich in resonance (Ibid.: 230-239).

These new theories and concepts of the Turko-Mongol musical world are fill-
ing important gaps in our understanding of it, and this academic discourse was
long overdue. It has implications for our understanding of other musics as well.

Related to the importance of timbre and harmonics is the khoomeizhi’s un-
derstanding of sound and the body. It is primarily in this field that we find
more explicit ideas about the musicians’ point of view of the music, or the
sound, itself. Studies of Mongolian throat singing revealed that the terminol-
ogy used to indicate various techniques and styles are referencing the physi-
ological mechanisms the singer experiences (Pegg, 1992). The classification
set in Tuva, first made known to scholars through the work of Aksénov in 1964
(Facsimile reprint: Aksénov, 2005), makes fewer specific references to the body
than its Mongolian counterpart.

A recent publication of Zoya Kyrgys gives verbatim reports of the physio-
logical processes at work in throat singing, by some of the most successful
and knowledgeable Tuvan throat singers of the last half century. With sur-
prising precision, like that of a phonetician or academic vocal trainer, these
Tuvan throat singers, mostly of rural background, give their account of the
fine-tuning of their vocal apparatus when they sing. I give one example, where
Marzhymal Ochurovich Ondar (1928-1996) discusses one of the most difficult
techniques of throat singing, called ezenggileer (Kyrgys, 2013: 88).

! An excellent overview of Suzukei’s ideas can be found in: Levin, Suzukei, 2006.
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Lesson 7: Ezengileer (sic.)

Author: Marzhymal Ochur-oolovich Ondar, officially recognized for Ex-
cellence in the Sphere of Education; also People’s Khoomeizhi of the Re-
public of Tuva.

In the movements of the vocal folds, all the muscles of the larynx are
involved — some hold cartilage in place, others control the movement of
mobile laryngeal cartilage, and finally, others regulate the tension of the
vocal cords. It is not only the mouth and pharynx that act as resonators,
but also other cavities, particularly the nose. Even though the nose does
not change in size or shape, it greatly affects the timbre of the voice, and
even participates in the formation of vowel and consonant sounds. This
is done through the oral cavity, which regulates the degree of acoustic
interaction between the nasal cavity and oropharyngeal resonator. The
characteristic sound of ezengileer is formed as a result of air friction on
the edges of the vocal cords and in the oral cavity, producing something
like the sound of that stirrups make when a horse is being ridden. The
imitation of the sound of stirrups lends “softness” and “roundness” to the
singer’s voice.!

The general impression one gets from this chapter, Lessons and Methodologi-
cal Recommendations, is that some Tuvan khoomeizhi are extremely precise and
articulate about the physiological mechanisms underlying khoomei. It con-
trasts with reports by non-Tuvan speakers, including myself, where we read
that singers are mainly taught by example, with some general verbal explana-
tions (van Tongeren, 1995). While attending workshops by Tuvan throat sing-
ers abroad, I never heard them explain the vocal mechanism in such detail as
in the quotation above. We might call their vocabulary ‘technical’, but in Tuva
it is not borrowed from science, but from introspection and observation, or
‘folk phenomenology’ if one likes. This kind of language played and still plays
an important role in the transmission of khdéomei.

Turning to the melody now, we go from the ‘vertical’ timbre structure to
the horizontal changes. These two are linked, but singers will make sure that

I Kyrgys writes in a footnote to this quotation: “Recorded in 1995 in Bor-Taiga, Siit-Khol
District (from the personal archives of Z. K. Kyrgys)”. It seems likely, then, that Ondar
was the author in the Russian sense of the word, and the interviewee in English. The ex-
act phrasing of Ondar may likewise have been more colloquial than this rather scholarly
rendition of the interview. See van Tongeren, 1995 or my own report on verbalisations of
khoomei practise by my teachers and advisors, based on fieldwork conducted in Russian
instead of the native Tuvan tongue.
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the khoomei melody does not cause any major inconsistencies in the overall
timbre. It is vitally important for a Tuvan throat singer to learn to improvise,
to understand the tacit rules for constructing a note-by-note piece, usually
within the range of the 6™ to 12" (sometimes up to the 16" overtone).

This analysis is based on three methods of investigation: aural immersion,
my own practice as a singer and acoustic analysis through sonograms. First
of all, ever since I began to be involved with throat singing around 1990, I
rely on my ears and on my practice as a throat singer, rather than on detailed
comments about the melody structure from singers. Essentially my listening
is based on hours and hours of listening to many Tuvan throat singers, live in
situ and recorded, using published recordings and my own fieldwork record-
ings. I have been going through each section of a song or phrase again and
again, listening, reproducing it using my own voice for parts which are hard to
get. As a third methodology, transcribing or doing computer analyses, one gets
another sense of what is going on. However, presenting merely the result of
this analysis, a transcription or sonogram, carries the risk that it contains tacit
knowledge and silent assumptions. Informed, musically trained readers will
be able to read more in it, but still there is plenty of guesswork to do. Readers
lacking musical training will have to guess even more.

Analysis through transcription has mainly been done by Aksénov, whose vol-
ume with scores of music notations was published in 1964, and more recently by
Z. K. Kyrgys (Aksénov, 2005; Kyrgys, 2002). Kyrgys bases her analysis of Tuvan
throat singing on some 700 (or 1000) transcriptions, a few of which are repro-
duced in her books on khoomei.! Quite a few songs Aksénov wrote about were
interpreted by musicians, and Kyrgys also provided transcriptions of old she had
collected herself to the Tyva Ensemble, which she co-founded. Yet most nota-
tions of Aksénov and Kyrgys are not available as audio.? Suzukei and van Ton-
geren have also done musical analysis through transcription, on a smaller scale
(Suzukei, 2010; van Tongeren 1994). Suzukei has frequently elaborated on the
problems of music notation, and provided annotated transcriptions and melodic
analysis of the khomus (Tuvan Jew’s harp) (Suzukei, 2010: 150-216).

! The 700 transcriptions are mentioned on page 8 (2002) and page 8 (2008); on page 143
(2008) she mentions “1000 transcribed musical words” (not mentioned in the Russian
orignal of 2002). See also Kyrgys, 2015 for many transcriptions of Tuvan folk songs and
ritual poetry.

2 The video CD added to Kyrgys’ latest book (2015) is not an integral part of her publica-
tion, linking sound and scientific analysis, but seems to have been compiled separately.
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For my analysis I choose to rely on a recorded audio source that is publicly
available; to provide sonograms and not music notations as a visual tool; and
to rely on a verbal analysis and commentary as well. It is hoped that these
three elements (audio, visual, textual) and their coherence aid the reader in a
process of musical immersion, as well as intellectual understanding.

About the singer: Maksim Dakpai

Maksim Chalamovich Dakpai does not hail from Khondergei, as the Cultural
Equity website writes, but from Iyme, where he was born in 1921 (Suzukei, Tu-
mat, 2015). He lived until 1999 and received multiple awards and honours as
a singer, including the posthumous title Folk Throat Singer of the Republic of
Tuva (Ibid.: 28). He seriously studied “the performance of different techniques
of throat singing” already in his early teens, and played the igil, byzaanchy and
doshpuluur (Ibid.). He excelled in the sygyt technique, for which he was espe-
cially known. I have not been able to find if Dakpai conceived of his singing
as some special type of khorekteer or sygyt (Bogdanov, 1982). His most famous
recording is a song with sygyt, published by Lomax as Khoomeiimni Kagbas-la
Men (I shall not leave My Khoomei). It appeared on the first (1968) Melodiya LP
record as track A8, mistakenly titled Pesnya Khomeyzhi (v stile “khomey”).!

When I discovered the Tuvan recordings of Lomax in August 2013, there was
one piece of throat singing that stood out, Baralangny berem ezhim. In most
songs with throat singing, there is an alternation of a text set to a melody and
a part with no melodic singing, but overtone melodies on a drone. This song
had no melody in the part where lyrics are sung. Instead, the lyrics were sung
in a guttural voice on a single pitch. Each phrase of this ‘single-pitched song’
continued in one breath and on the same pitch into the sygyt part.

Choduraa Tumat, who worked on the production of the CD box Tyva. Kollek-
tsia muzykal’nogo fol’klora, contacted Melodiya and other owners of record-
ings of Tuvan music made during Soviet times. She attempted to retrieve the
written comments for each recorded item, but was not granted access to the
archival material herself.2 Upon receiving the available information, she noted
there were many mistakes regarding musicians’ backgrounds, singing styles,
lyrics, etc. For Dakpai’s entry that I discuss here she notes that he, as well as

!'The technique, given in brackets on the LP, “(v stile “khomey”)” should read “v stile sy-
gyt”: “in sygyt style” instead of “in khomey style”.
2 This is based on several conversations with Choduraa Tumat between 2015 and 2017.
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other musicians and ensembles from Tuva, made many recordings for Melodi-
ya in 1958. At that time Dakpai was working as an actor for the Tuvan National
Theatre, a job he lost several years later.

Tumat also found that other recordings of Dakpai have been made by Tu-
van Radio, with variations in text. The text of the song I discuss is his own.
The exact same recording discussed here is reproduced in the CD anthology.!
The titles of the Cultural Equity website and the CD differ. The website gives
the title Baralangny Berem Ezhim (Come To Me, My Black-Eyed One), the CD,
Karam urug, beer oram. In the text below, neither of these phrases appear lit-
erally. Choduraa Tumat suspects, based upon comparisons with other record-
ings, that Dakpai may have made minor mistakes in the text in this particular
version, which could explain the difference of the titles and the lyrics that are
actually sung.?

Harmonics and sonograms

Like most Tuvan throat singers, Maksim Dakpai has little vibrato in his voice.
The projection of his voice is clear and energetic. It is without nasalization, but
with pharyngalization. Beyond such general, technical aspects, what are the
stylistic traits of this short piece? How did Dakpai build a melody in sygyt?

Contrary to what some listeners unfamiliar with Tuvan or Mongolian throat
singing believe, overtones do not appear randomly. Throat singers make con-
scious choices of the overtones they sing. Like a speaker who selects his vowels
and consonants automatically to form the words he wants to utter, a trained
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Fig. 1. The harmonic series.
Puc. 1. l'apmonuueckuti pso.

! Tyva. Kollektsia muzykal’nogo fol’klora, CD 3, track No. 3. Natsional’nyj Fond Podderzhki
Pravoobladatelei, MEL CD 3002283.
2 Personal communication with Choduraa Tumat, March-May 2017.
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throat singer has grown accustomed to select the overtones he wishes to sing.
He creates a melody just like any other singer chooses to sing certain notes.
The main difference is that the throat singer is always bound by the natural
laws of vibration, which dictate that each next overtone appears on a fixed dis-
tance from the lowest tone, or fundamental, according to the following scale.

The difficulties of using music notation, even if all readers could read them,
are considerable. Therefore sonograms are used as visual representation of the
phrases. The following figure shows:

a) how frequencies are displayed (left, increasing from bottom to top);

b) how white lines show more intense sound energy for each overtone against
a black (no energy) background (middle);

c¢) how these harmonics or overtones can be counted from lowest (no. 1) up
through the range used by the singer (no. 7-12) and a little bit higher (right side).

This conscious choice obviously extends to the rhythm and tempo chang-
es that a trained

singer makes.
More subtle vari-
ations are found
in the colouring
of the timbre and
in differences in
loudness, for ex-
amplebyapplying
varying degrees
of pressure on the
vocal chords be-
tween pieces, be-
tween phrases, or
even within the
course of a single
breath. Chang-
ing the location
of the pressure or
emphasising dif-

ferent bodily parts of the totality
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of breathing and phonation mech-
anisms also affects the timbre and the loudness in a song.
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highest melodic overtone
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fundamental/1st harmonic

Fig. 2. Reading the sonograms. Example of phrase with text.
Puc. 2. UmeHue coHozpammul. [Ipumep ¢paswsl ¢ mekcmom.
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For the sake of variation I will refer to the notes he sings as overtones, as har-
monics, as numbers (“number 10”), or also simply “tenth” or “10”, wherever the
context is clear enough to avoid confusion. In overtone singing parlance, these
different terms do not imply a difference in meaning.

Song lyrics in the context of khoomei

In Tuvan throat singing there are several ways to combine text with khoomei.
Usually singers start with singing melodic, introductory poetic strophes, fol-
lowed by a khoomei melody. Sometimes the throat singing comes first, followed
by the text.! For the poetic strophes a number of traditional melodic patterns
exist, which the singer either uses as is, or as a basis to create his own lyrics.
Many singers use existing, well-known melodic patterns, some of which are
known to be composed by this or that singer in the past. Dakpai’s best-known
song is such a widely imitated pattern, sung with or without his lyrics.

Whatever the case, the use of a melody to sing the lyrics prevails in all these
variations. This melody can be sung in various ways. It is sometimes executed in
a more or less normal singing voice, at other times with throat singing (refered
to as khorekteer or khoomei). The pattern of the lowest pitches, or the fundamen-
tals carries the melodic material. Overtones may carry a considerable amount
of sound energy compared to the fundamental, but the speed of the changing
notes and the pronunciation of the syllables do not allow the singer to make
a play of the overtones. These are still a by-product of the syllables, and not a
main focus. Even when employing the sygyt technique, where much of the sound
energy goes into the vowels, singers do not let the overtones prevail over the
fundamental melody. No matter whether the lyrics are sung with or without gut-
tural pressure, with or without the lowered fundamental of sygyt, text and over-
tone melody tend to be clearly separated in Tuvan throat singing.

Each phrase of the song I analyze begins with a text. Dakpai sings 8 or 9
syllables first and then starts his throat singing. When starting each strophe
with his poetic lines, Dakpai leaves out the melody altogether. On a single pitch,
he sings the following lines (refer to the link http://research.culturalequity.
org/get-audio-detailed-recording.do?recordingld=25084 again to hear the
recording).

! Sometimes the throat singing comes first, followed by the text. Following Kyrgys, (2002:
102-114; 2008: 105-107), describing the organization of poetic strophes and khdomei
singing, Dakpai uses scheme 4: singing 8 or 9 syllables first, followed by throat singing.
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Karalangny berem ezhim
Give me your Karala!, my friend

Kharlyg daglar ergeesh keeyin
I would like to go to the snowy mountains around

Karam urug beer olur
My beloved girl, sit next to me!

Kara baarym chyldyp alyin
[ want to warm my inside soul with you

Doralangny berem ezhim
Give me your Dorala?, my friend

Doshtug daglar ergeesh keeyin
I would like go to the mountains where the glacier is

Dozur karam beer olur
My beloved girl Dozur-Kara, sit next to me!

Donggan baarym chyldyp alyin
[ want to warm my frozen soul with you

While uttering these words with rather clear articulation, or at least, a very
conscious shaping of the mouth cavity, I found out that Dakpai is already
aware of the harmonics. Compared to the melodic-lyrical strophes heard in
most songs with khoomei, this is more feasible, as Dakpai chose to leave out
any melodic variation. Singing the text on a drone with a khoomei/khorekteer
delivery, he is already in khoomei territory (khoomei being the technique that
is naturally close to the speaking voice, because of the proximity of vowels and
overtones). Dakpai cleverly uses the syllabic structure to help his overtones
stand out. The following table shows which overtones he produces with each
syllable of the text.

I'Name of a horse.
2Name of a horse.

38



HOBbIE HCCNEAIOBAHUA TYBbI

www.nit.tuva.asia Ne2

THE NEW RESEARCH OF TUVA

2017 Novye issledovaniia Tuvy

Table 1: The eight syllables of each phrase and the overtones
produced with them, above.

Tabnuya 1. Bocems cnoeos kaxcooii ghpaszvl u 06epmoHvl, Npou3800UMbIe C HUMU.

first 6 6 6 10 10 10 10 -- 6 sygyt
phrase  ka ra lang ny  be rem e zhim (-0)
second 6 6 6 6 11 11 11 -- sygyt

phrase  khar lyg dag lar er geesh kee yin (nu)

third 6 6 6 6 10 10 6 6 6 syt

phrase ka ram u rug be - er 0 lur (-o0)

fourth 8 8 8 8 8 8 8 11 sygyt
phrase ka ra baa rym chyl dyp al yin

fifth 6 6 6 9 10 10 10 10 6  sygyt

phrase do ra lang ny  be rem e zhim (-0)

sixth 6 6 6 6 10 10 10 10 6 sygyt
phrase dosh tug dag lar er geesh kee yin  (no)

seventh 6 6 6 6 9 9 6 6 6 sygyt

phrase do zur (k)Ja ram be - er 0 lur  (-u)

eighth 6 6 6 6 6 9 6 10 6 sygyt
phrase dong gan baa rym chyl dyp al yin  (-0)

We can see that Dakpai makes a coordinated effort to bend several vowels in
a row in such a way that their loudest harmonics remain the same, producing
one constant pitch above the syllables.

For example, when the words are:
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‘doralang ny ...~
(fifth strophe), he will bend the four different vowels to ‘0’, singing
‘dorolong no ...".

It demands considerable skill to ‘morph’ vowels this way, that is, to avoid letting
them become too different. If one does not pay close attention to this, the over-
tones will quickly jump up and down, as they do when we speak. One has to force
the harmonics to stay on one pitch, when vowels change. It requires a definite mu-
sical ear to let the harmonic structure predominate over the syllabic structure.

Further evidence that Dakpai is deliberately manipulating the overtones in
these syllabic parts of the song can be gleaned from the variations in the over-
tones. The first four syllables of the song contain mostly the back vowels (a, 0),
whereas the second row of four syllables are mostly front vowels (e, i) (Ander-
son, Harrison, 2002). Most of the time, Dakpai morphs the first four syllables of
each line around a single lower harmonic. Typically, that is the sixth harmonic,
producing the interval of a musical fifth relative to the fundamental. During
the second half of the line, he morphs the vowels towards a higher overtone,
mostly number 10 (a major third relative to the fundamental). He thus makes
good use of Tuvan poetic models, which create repetition through alliteration
and which play with binary oppositions, in meaning as well as in sound.

An exception is the fourth strophe, where the vowels of the first three syl-
lables do not change, and yet Dakpai produces another overtone, number 8
instead of 6. This shows that with this set of vowels, overtones 6 and 8 might
both come up, and that the overtone between them, number 7, would also be
likely to pop up, if Dakpai did not care about it. None of this randomness oc-
curs, because Dakpai does care about the overtones. He is clearly guided by
harmonics when shaping his mouth cavity. The harmonics that can be heard
out provide a real melodic variation to the drone, because most of them are not
the octave (no. 8) of the drone pitch (the octave can be more difficult to hear
out, because it may be ‘absorbed’ as it were by the fundamental).

Within the model of dividing the text in two parts, one with a lower, one
with a higher overtone, Dakpai works out certain details. He carefully avoids
producing the twelfth overtone, which would easily come out with the vowel i
that ends many of the phrases. He often cuts the i very short by quickly moving
to n or m. He also morphs the i to a more muted uh (schwa in phonetics), which
yields a lower overtone. Where one hears the eleventh overtone (or where one
sees it in the table), it is apparent that Dakpai really needs to ‘force’ the over-
tones. The sharp front vowel i, which is rich in high frequencies, almost runs

away with the overtones.
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At this point, Dakpai adds an extra syllable o (or u) to many lines, before
launching into sygyt. Here he follows a common rule for singing sygyt (at least
in his days): to postpone the use of the twelfth overtone to a moment later in
a song, and within the phrases where it appears, to use it after singing lower
overtones first. There are thus good musical reasons to avoid the twelfth over-
tone when the actual sygyt has not yet begun.

Thus, already producing an overtone melody over the text, in a voice re-
sembling the khoomei technique, Dakpai seemed to blur the distinction that is
usually made between the two segments: a) text and b) melodic throat sing-
ing. Such a combination of melodic overtones in the first, textual part of a
khoomei song, is very rare!, but not entirely unknown. In Tuva, Aksénov writes
octave harmonics (number 8) on a text performed in the kargyraa technique by
Dimitriy Damba-Darzha (b. 1924), which is something different than the me-
lodic variations I observed in the higher-pitched, khoomei-like voice of Dakpai
(Aksénov, 2005: 175). A few selections of Khunashtaar-ool Oorzhak, an undis-
puted master of throat singing styles and techniques, seem to play with this
technique as well?.

Perhaps one finds the combination text/overtones more often among Mon-
golian performers, such as was demonstrated to me around the year 2000 by
Ganzorig Nergtui. An Anthology of Mongolian Khoomii, mentioned above, has an
example on CD2 (track 2) by Tserendavaa, to whom the invention of the tech-
nique is also attributed by the compiler Johanni Curtet. However, G. Iavgaan
already employed a similar technique in the 1980s, when Tserendavaa was still
relatively young. He sings lyrics with overtones in the opening of the Zemp/
Tran documentary Song of Harmonics, accompanying himself on the tovshuur,
and also singing khoomii?.

' It does not seem to be any of the khorekteer types Zoya Kyrgys writes about (Kyrgys
2002: 96-100; an English translation can be found in Kyrgys, 2008: 99-103). It is not
clear from Kyrgys description whether Dakpai’s singing could be any of these less-known
styles or techniques of throat singing.

2 Listen for example to the 1981 LP Tuvinskii Fol’klor: track 14, sygyt, which however brings
out only the 8th harmonic, an octave of the fundamental, and track 24, borbangnadyr-
ezenggileer, where Oorzhak almost ‘swallows’ the text to bring out harmonics. In Dakpai’s
case, however, the text remains clear, and melodic, non-octave harmonics are also clearly
discernible.

3 See Zemp 1989. http://videotheque.cnrs.fr/doc=606?langue=EN. At 1 min 25 sec. singer
G. lavgaan starts with a low-pitched khdomii, then continues with lyrics combined with
overtones.
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A phrase-by-phrase look at a sygyt melody

Departing from the understanding I mentioned earlier, that Tuvan singers
make conscious choices when singing overtones, we may ask such questions as:
what makes Maksim Dakpai a virtuoso of throat singing? How does he build
up a sygyt melody? What are the characteristic musical elements which we en-
counter in a khoomei song by Maksim Dakpai? I will take a close look, phrase by
phrase, at how he develops his melody. In the following sonogram one can see
how each phrase is composed of an introductory text (with all overtones visible),
followed by overtone singing (with many overtones dampened, and the melodic
ones standing out amidst a few nearby harmonics). The strongest sounding har-
monics are displayed by a black line surrounded by a narrow white border. Weak
harmonics are vague grey lines, or absent (showing only the black background).

Fig. 3. Showing the different outlook of the textual (left) and the throat singing (right) parts on the sono-
gram, using the first phrase of Dakpai’s song.

Puc. 3. PaznuuHbie 8udbi COHOZPAMM: UCNOJIHEHUsI NECHU (C/1€8a) U 20pA08020 NeHUs (Chpasa),
ucnonv3yemole 8 nepeoli (ppase nenus Jaknas.

First phrase
For this phrase, refer to the image right above.

Listenifromithejbeginninglofitheisong, Karalangnylberemiezhim)at
http://research:culturalequity.org/get:audio-detailed:recording.do ?recordingld=25084

Pressipauseltorstopiplaybackiafterithisjphrase:
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Dakpai starts, as is very often the case at the beginning of Tuvan throat sing-
ing, with a low overtone, in this case number 8, or the third octave above the
fundamental. He briefly jumps to the next harmonic (number 9), then returns
to the first one — a stylistic trait that is a hallmark of Tuvan throat singing.

After that he holds the 8™ overtone for a while, then leaving it in order to
arrive at another longer pitch, the 10™* overtone, through a brief rhythmic-
melodic ‘detour’ on overtones 9-7-8-9-10-12, where he more or less doubles
the tempo of the first text part. In this short melodic ‘detour’ between longer
pitches a Tuvan singer can show some ingenuity in improvisation. Again at-
tention is given to number 10 for a longer time, displaying a stable breath and
stretching the sense of time as it were.

Dakpai then briefly passes by number 11 and again 10, 9, 10 before hitting
12, again extended, as the high point of this phrase. He then descends to where
he began (number 8) but first briefly passes through overtones 10-9-10-9, a
common formula we may call ‘limping’ for its back and forth movement.

Second phrase

[t starts at no. 8 again
but moves on immediately,
in the tempo of the text,
to number 9, then back to
8. After holding the eighth
overtone, he begins a very
uncommon formula by
jumping straight to num-
ber 11, then descending
through 10-9-10-8-9-8, an
‘extended limping’. This
turns the eleventh overtone
into the highest position

of the phrase s receiving an Fig. 4. Second phrase of Dakpai’s song: text and sygyt melody.
emphasis it rarely gets in Puc. 4. Bmopas ¢pa3sa u3 necHu Jlaknas: mexcm u Menoous col2ulim.
sygyt. Most singers would Listerromlthelbeginninglofthelsong.

choose the 12™ overtone - Kh(LIINI(;) 1 e
. . orgpress;playijor ar aglariergees eeyimn.
as their top note instead. it 2.l S AL 4

. Pressjpausestolstopiplaybackiafterithisjphrase:
The 8™ is held once again,

with a brief jump to the 9%. Short though it may be, it provides a subtle rhythmic
element amidst the ‘serenity’ of the long-held overtone.
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Third phrase
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Fig. 5. Third phrase of Dakpai’s song: text and sygyt melody.
Puc. 5. Tpemss ppasza uz necuu Jlaxnas: mekcm u mMenooust Colestm.

Listenjfrom!thelbeginninglofithelsongs (LINK)
oripressjplayiforiKaramiurugibeerolur:
Pressipauseitostopiplaybackiafterithisiphrase:

For the third phrase Dakpai chooses to start the melody on number 10. He
builds further on the rhythmic dimension, propelling the melody forward with
a more vigorous, repetitive sequence of grace notes that firmly establish the
rhythm. He does not quite lose the beat, but holds back the rhythm for a mo-
ment, only to accentuate it more firmly when he returns to singing short grace
notes. He then doubles their speed briefly and shifts back into the rhythm of
the text. This brings him once again to number 12, passing by 11, 10, 9, 10. He
does not linger on 12, but returns to 8 through the common formula 10, 9, 10,
8. Then he does, however, start to linger on 8, not hurrying to take a breath, but
showing endurance by making three quiet, yet emphatic grace notes on 9.
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Fourth phrase

qahahihknm\qm

Fig. 6. Fourth phrase of Dakpai’s song: text and sygyt melody.
Puc. 6. Yemsepmas ¢pa3za u3 necHu Jlaknas: mexcm u Meiooust Cobizblm.

Listenifromithelbeginning{ofithelsong: (LINK)
oripressiplayiforyKaralbaanrymichyldyplalyin:
Pressjpauseitostopiplaybackiafterithisiphrase:

The fourth phrase has the lyrics delivered in a slightly more staccato voice.
The rhythm continues, unbroken, into the melodic part, where Dakpai juxta-
poses two adjacent overtones, 7 and 8. He starts with number 7, thus giving it
more emphasis than number 8. The same steady rhythm is kept for number
10, 9 and 10, arriving at the first long-held note now, number 9. This is again
followed by the 10-9 pattern which leads once more to number 12, held only
slightly longer than a single beat. Instead of the common limping pattern (10-
9-10-9-8) he makes one jump back up to 12 (10-9-10-12), an extended limp-
ing. From number 12 he returns at once to 8, an unusual, hence surprising big
step. Number 8 is held longer again, going up to 9 for one beat.
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Fifth phrase
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Fig. 7. Fifth phrase of Dakpai’s song: text and sygyt melody.
Puc. 7. [Tamas ¢pa3za u3 necHu [Jaknas: mekcm u mMeaoous Cobizblim.

Listen)fiomithelbeginningiofithe’songd (LINKY)
oripressiplayiforzDoralangnyiberemiezhin:
Pressipauseito;stopiplaybackiafterithisiphrase:

The fifth phrase is again different in that Dakpai returns again and again
to number 10 with which he starts the melody. For the grace notes he goes up
to 11 instead of 12. But it is really the rhythmic, not the melodic accent, that
counts here. Holding number 11 for a whole beat, he shifts from a syncopat-
ed rhythm to overtones on the underlying rhythm, making a typical stepwise
progression with an untypical stop at the 11th harmonic (11-10-9-10-12), to
reach number 12, which he holds for a brief moment. He starts the descent to
8 but instead of repeating the stepwise progression through several instances
of 10-9 (perhaps visiting 12 again) he immediately jumps back from 10 to 8,
where one grace note is added.
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Sixth phrase
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Fig. 8. Sixth phrase of Dakpai’s song: text and sygyt melody.
Puc. 8. Illecmas ¢pasza u3 necuu Jlaknas: mekcm u meaooust Cbi2bim.

Listen)fromithelbeginningiofithe’song{(LINKY)
oripressiplayiforDoshtug{daglariergeeshikeeyin:
Pressipauseitorstopiplaybackiafterithisiphrase:

Yet a different phrase because he uses only three harmonics, and they are
centered on number 8. We hear two variations on the stepwise pattern: 10-9-8
and 9-8, with the 9 sometimes held slightly longer, in between the length of a
grace note and a quaver.
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Seventh phrase

e\ AN (g
T T ""I.'"'W
W, i rm"'-“.vﬂ

—
.

— Ay WA iy By D

Fig. 9. Seventh phrase of Dakpai’s song: text and sygyt melody.

Puc. 9. Cedvmas ppasza u3 necHu Jlaknas: mexkcm u Menooust Colzoim.

Listen)fromithelbeginningiofithelsongi(LINKY)
ordpressiplayifor?Dozurikaramibeeriolur:

Pressipauseitoistopiplaybackiafterithisiphrase:

The melody of phrase number seven plays subtly with our expectation of a
rhythmic element. Dakpai begins the melody on a prolonged tenth overtone,
producing the grace note (number 11) lightly, sometimes almost imperceptibly,
or leaving it out where it could occur according to our expectation of a rhythmic
element. Again it is through the same pattern as in the third phrase, (11-10-
9-10-12) that Dakpai arrives at the high note (12) which he holds. He finishes
through the quick descend to 8 from number 10, adding one grace note.
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Eighth phrase
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Fig. 10. Eighth phrase of Dakpai’s song: text and sygyt melody.
Puc. 10. Bocomas ¢pasa u3 necnu Jlaknas: mexkcm u mMenoous Coleblm.

Listen)fromithelbeginningiofithe’songi(LINKY)
onipressiplayifor’Dongganibaanym!chyldyplalyin:
Pressipauseitosstop)playbackiafterithisiphrase:

The eighth phrase follows the model of the sixth phrase, with the base note
of the overtone melody. It is much shorter than previous phrases.

49


http://research.culturalequity.org/get-audio-detailed-recording.do?recordingId=25084

HOBbIE HCCNEAOBAHUA TYBbI THE NEW RESEARCH OF TUVA

www.nit.tuva.asia Ne2

Novye issledovaniia Tuvy

Ninth phrase

e T e B T |
D~ N W oA Ny Qo

R R el ~ O
o with grace mo

notes 9 last

- N Wl Ny 0 O

Fig. 11. Ninth phrase of Dakpai’s song: sygyt melody only.

Puc. 11. /Teeamas ¢pa3sa u3 necuu Jaknas: meaodus cvizbim.

Listenjfiomithelbeginninglofithelsong{(LINK)
oripressiplayiforithellastiphrase:

The quatrains are now finished: this phrase starts not with words but with
Dakpai’s closed mouth. The M gives way to the first melodic note, which, as
a last deviation from expected patterns, is neither 8 nor 10 but 9. Again it is
through 10 that Dakpai finally settles on number 8 to end the song.
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Melodic-structural elements of Dakpai’s sygyt

We thus see that Maksim Dakpai uses a number of melodic and rhythmic
variations, which I summarize here. Most of these elements are recurring again
and again in the performances of other singers, yet many singers treat them in
a standard way, handed down over the generations. A few singers make chang-
es to them.

Grace note
e A brief jump to another harmonic, followed by a return to the original pitch.
» Always going up, then down, usually one step.

» Varies in intensity from a strong accent to an almost inaudible embellish-
ment.

 Subtle signal of an underlying pulse amidst the serenity of a long-held
note (at least one beat).

« Emphasizes rhythm more than melody.
A hallmark of Tuvan throat singing, in particular in khéomei and sygyt.

« If we use a dash (-) to indicate note length, an example looks thus: 8-----
9-8------9-8-------9-8-.

Limping pattern

» Adjacent overtones are alternated

 Usually when on the move to another longer tone
For example, 10-12-10-12-10-12-9.

Enlarged limping pattern

Combination of a common limping pattern (10-9-10-9-8) with one or more
larger steps, skipping several overtones. For example, 10-9-10-12-8.

Lingering notes or long-held notes

» Long-held notes hold our attention on a single pitch, displaying a stable
breath and stretching the sense of time as it were.
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« Like jugglers keeping balls in the air, this one may get audiences clapping
in Tuva as it lasts longer.

» Not hurrying to take a breath, but showing endurance by making three
quiet, yet emphatic grace notes on 9.

Repetitive sequence of short rhythmic notes
» Repetition of the same two notes of more or less equal duration.

» The notes are held longer than grace notes, and shorter than long-held
notes.

 They firmly establish a rhythmic pulse.

Melodic progressions

 Various ways to use larger melodic intervals, not using (or mostly avoid-
ing) adjacent notes and repeated combinations.

» These may include variations of the limping pattern.
» Here a Tuvan singer can show some ingenuity in improvisation.

 Singers who can, may use some uncommon melodic overtones: the sev-
enth, eleventh, thirteenth and (since the 1990s, as far as I know) the sixteenth
harmonic.

I leave further considerations of rhythmic peculiarities aside now.

About using the seventh and eleventh harmonic

Regarding the overtones Dakpai uses, it is unusual to find the emphasis he
places on the 11% overtone among most other sygyt singers’ repertoire. Aksénov,
a source that is particularly relevant for the epoch (the 1950s and 1960s) when
Dakpai made his name, notated the eleventh harmonic only as short, passing
notes, and mainly in techniques (ezenggileer, borbangnadyr) where melody is
not as important as in sygyt.! He discussed the eleventh harmonic as a melodic
characteristic only in connection with ezenggileer (together with the thirteenth

! Aksénov, 2005. See No. 66, 67 (sygyt), No. 72 (sygyt) and a little more prominently No. 73,
the second part (ezenggileer) for occurences of the eleventh harmonic as non-emphasized
grace notes.
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harmonic).! For sygyt Aksénov mentions only 8, 9, 10 and 12.2 In the transcrip-
tions of Kyrgys’ book Tuvinskoe Gorlovoe Penie we do find a few rare occurrences
of harmonics 7 and 11 (Kyrgys, 2002: 144-174), but only as short grace notes in
what I called a limping pattern. Kyrgys mentions them briefly after her fifth mu-
sic notation, of Maksim Dakpai’s sygyt, without any further comments.

The commonly held view in the descriptions of Tuvan throat singing is that
khoomeizhi prefer only certain overtones, and number 11 is certainly not one of
them. As far as number seven goes, Ted Levin writes (Levin, Suzukei, 2006: 53):

Note that the seventh harmonic, which produces a flatted seventh inter-
val relative to the fundamental pitch (C-Bb), does not figure in the melody
of “Artyy-Saiyr” (nor does the non-diatonic eleventh harmonic). The ab-
sence of the seventh harmonic in all Tuvan and Mongolian throat-singing
that I have ever heard suggests that the harmonic series is not used natu-
ralistically, in its raw form, but selectively, within a tonal system rooted
in cultural preferences. (The flatted seventh scale degree does turn up in
Tuvan songs that are not performed with throat-singing, for example, the
well-known “Orphan’s lament”).

Few singers or scholars would disagree with Levin. Overall, singers do avoid
the seventh and eleventh harmonic. Yet Aksénov already included the seventh
for borbangnadyr (and only for that technique, not for sygyt) in 1964, and one
can hear it more often nowadays. Yet, to hear the seventh harmonic as promi-
nently as in Dakpai’s recording (in the fourth phrase) is rare. Combined with
his use of the eleventh harmonic, which is even rarer to encounter, we could say
that Maksim Dakpai did use the overtones naturalistically. There is no chance
he might have been mistaken. He may have consciously sought to expand on
the formats of scale and melody known at the time. It is not unthinkable either
that he was influenced by singers from rural Tuva, who occasionally used these
harmonics. However, it is also true that his example, though widely respected
and frequently copied by singers, is not followed in this particular matter.

Conclusion

Summarizing, it is significant that the throat singer Maksim Dakpai chose
to include the seventh and eleventh overtones, giving them a relatively promi-

'Tbid.: 61.
2 Tbid.: 60.
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nent place in the rhythmic-melodic patterning of his sygyt. It is one element
within his melodic inventions that sets this tune (and this throat singer) apart
from much of the other famous throat singers recorded in this period, and
afterwards. I have also analyzed which other melodic elements and patterns
occur in his singing. We saw that there are several standard procedures for
performing Tuvan sygyt, handed down over the generations, and that he uses
original ways to re-create them. Another unusual aspect of Dakpai’s song is
the reduction of the melodic, lyrical introduction to a single pitch, with sev-
eral harmonics from the common melodic range clearly audible. I provided
some evidence for my hypothesis that Maksim Dakpai made a deliberate effort
to combine poetic phrases with overtone singing. He alters vowel qualities so
they group around a central resonance, and thus brings out clear harmonics
that follow definite musical patterns.

It must be emphasized, finally, that to my knowledge throat singers do not
talk about, or teach, these musical elements in such an analytical way as I
present them here. Learners and professionals use these elements in context.
They create their own versions from known examples; they compose songs,
not technical exercises. They choose harmonics not according to their number
but to a certain feeling they wish to express with them. The best singers even-
tually find their own way to balance elements of inspired, traditional singing
with their own unique vocal abilities. Certainly Maksim Dakpai succeeded in
shifting that balance, gently pushing the limits of khoomei.
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POST-SOVIET TUVA’S
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PRODUCTIONS

Robert O. Beahrs

University of Pittsburgh,
USA

This article explo-
res some of the
relationships between
ideology, aesthetics,
circulation, and agen-
¢y in productions of
“traditional ~ music”
and “world music”
made by musicians
from Tuva, a Turkic-
speaking republic in
Inner Asia that is now
a part of the Russian
Federation. This article contendsthat the conditions
surrounding the dissolution of state socialism in
the former Soviet Union laid the groundwork for
the meaning and value of culture and identity in
post-Soviet Tuva, including traditional music, to be
renegotiated. The intentions of actors and interest
groups involved in renegotiating the aesthetics
of Tuva’s traditional music were diverse and not
always consistent. Nonetheless, their efforts in
combination had the effect of rejecting Soviet state-
sponsored folkloric models as overly mediated
and embracing global music industry models as

HOMA/BI B I/TOBAJIBHOM
CAYHICKEMIIE:

K BOIIPOCY OB 3CTETUKE
B TPAIUNIITMUOHHBIX
MYVY3BIKAJBHBIX
IIPOEKTAX
IIOCTCOBETCKO¥ TYBBI

Po6epm O. Bupc
Vuuepcuret I[IuTTCOypra,
CIIA

C pacnadom cosemckozo 2ocyoapcmed, nepexooom K
27106a16HOMY PbIHOUHOMY KANUMANU3MY AHCamOu ¢osb-
KJI0pHbIX MY3bIKaAHMo8 u3 Pecnybnuku Teiea (Poccuiickas
@edepayus) HAUAIU 6blE3HAMb 8 3AzPAHUUHbIE MYPbL.
Tpedcmasnas 6Gozamyrw mMpaouyuoOHHYI MY3bIKANBHYIO
KYJIbmypy €80€20 pe2uoHd, OHU CMAIKUBAIUCL C HOB8bIMU
B03MOMXHOCMAMU U UHMepecamu, ¢ HOB0L IKOHOMUKOLI
u ayoumopueti. OuaposaHHasi 20pn08bIM NeHUeM Xoemell
MexoyHapooHas ayoumopus, mem He MmeHee, ObLia He-
docmamouHo UHpOpMUpO8aHa o MyB8UHCKOU My3biKe U
Kynemype. Bonee mozo, y camux mysuHcKux my3siKaHmos
u uccnedosameieii He ObL10 €0UHO20 MHEHUS O 38yUAHUL
MpaduyuoHHOU MY3blKU WU ee NpeodcmasieHust Mupy.
Xoms 3mo u He 6bL10 HEMKO CHOPMYAUPOBAHO, MYBUH-
CKUe MY3bIKaHMbl, HAPs0y ¢ MECMHBIMU U UHOCMPAHHbI-
Mu npodiocepamu U IMHOMY3bIK08e0AMU, HAXOOUIUCH 8
noucke «dyuu» mysuHcKol My3slKU — 38YKOMY3bIKANbHOI
UyeCMBUMenbHOCMU, KOmopas ompaxana 6sl Mupoeos-
3peHue npedko8 MyeuUHUe8 KAK KOUesblX OXOMHUKOB-
CK0OmMo80008.

JlanHas cmamos 0CHOBAHA HA IMHOZpaduuecKoli u ap-
xugHoti nonegoii pabome asmopa 8 Tyse, CoeduHeHHbIX
IlImamax u Eepone (2005-2017). Hccnedyemcs 83aumoc-
8513b UOQeos02UU, ICmemuku U psoa opyeux (akmopos,
Ymo ompasuiocs Ha co30aHuu MysuHCKol «mpaduyuoH-
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more representative of “authentic” Tuvan
musical practices. Neoliberal “branding”
of x6omei throat-singing and Tuvan
traditional music within the world music
industries produced new forms of meaning
and value for Tuvan people in the post-
Soviet era. It also gave legitimacy to local
projects of postcolonial historiography and
precipitated a reevaluation of indigenous
culture, language, and identity. This
article traces and attempts to disentangle
the work of some of the agents who were
instrumental in shaping Tuvan musical
aesthetics during the 1980s and 1990s,
which are foundational to understanding
Tuva’s contemporary music scenes based in
the republic’s capital city of Kyzyl.
Keywords: Post-Soviet Tuva; traditional
music; world music; xoomei; throat-singing;
ethnomusicology; music entrepreneurship;
Tuva Ensemble; Z. Kyrgys; T. Levin;
V. Suzukei; Huun-Huur-Tu; Yat-Kha

HOU MY3bIKU» U «<MUP0BOLT MY3biKU» 8 1980-x u 1990-x 22. Cmpem-
JIeHUS 3aUHMEePECcO8AHHbIX 2PYNN U A8MOP08, KOmopbsle ObLIU 80-
gJleueHbl 8 NPOYECC NePeocMbIC/IeHUs. ICMemuKU mpaouyuoHHoL
my3viku Tyeol, 6bL1U pasHslMU U He écezda cosmecmumbimu. Ho
UX COBMeCMHble YCUMUSL NOBAUSIU HA OMKA3 0m (POJIbKIOPHBIX
Modenell, B03HUKIWIUX 8 CO8eMCKULl nepuod, Kak uepecuyp UucKyc-
CMBEHHbIX, U hpuHsmue modesieli Muposoli My3slKansHOU UHOY-
Cmpuu Kax Jiyuuie npedcmasasiowjux «aymeHmu4HoCmy» myauH-
CKUX MY3bIKAIbHBIX NPAKMUK.

Onucsigaromcst HeKOMopbwle Icmemuteckue peuleHus, Komopole
nodeodsm ¢yHdamenm nod amuozpaguueckue 3anuc 38yKOMy-
3bIKAIbHBIX Npakmuk 8 Tyse, Komopole OblIU CO30aHbL 80 8PEMS
nepecmpotiku u nosy4uiu wupoxoe pacnpocmpaxeHue 8 Eepone,
CesepHoli Amepuxe u SInoHuu. Hccnedyemcs MexcoyHapooHas ay-
oumopust u popmuposanue zpynn eOUHOMbIULTIEHHUKO8. [Toduep-
KU8aemcs: 8axHOCMb Pou penpe3eHmayuul, yeieueHus: U 0xcu-
0aHusi 8 opMUPOBAHUU 80CNPUSIMUSL MYBUHCKUX MY3bIKAHMO8,
K020a OHU MOJIbKO HAUAIU 8ble3HaAMb 8 MeXOYHAPOOHble MYpbL.
Paccmampusaemcs pazeumue npednoumeHuti — My3bIKAIbHbIX
U acmemuueckux — HeCKOJIbKUX PAHHUX COCMABO8 MYBUHCKO20
«HeOmpaouyuoHH020» MY3bIKAIbHO20 aHCambJis «XyH-Xypmy».

Knrouegoie cnosa: nocmcogemckas Tysa; mpaduyuoHHas Mmy-
3bIKA; MUPOBASL MY3bIKA; X6OMell; 20p7080€ neHue; IMHOMY3bl-
KosedeHue; MY3bIKaNbHOe NpeonpuHuUMamenscmeo; aHcambip
«Teiea»; 3. Kotpeoic; T. Jlesun; B. Cysyketi; XyH-Xypmy; SIm-Xa

In 1999, Washington Post music critic Mark Jenkins reflected on the rising
international popularity of Tuvan throat-singing during the 1990s:

Perhaps because mainstream pop has become exceptionally bland and
characterless, the market continues to grow for ethnic music that is rich
in meaning and exotic in sound. Thus the remarkable boom in [the 1990s
of] such unfamiliar forms as, of all things, Tuvan throat singing (Jenkins,

1999).

Yet Tuvan musicologist Valentina Suzukei, responding to this newspaper
article from the perspective of communities living in this small Turkic-speaking
republic in south-central Siberia, observed that the “remarkable boom” of Tuvan
throat-singing’s emergence into world music markets occurred in Tuva “rather
imperceptibly” (Suzukei, 2007a: 51).

The gap between Jenkins’s and Suzukei’s observations is an invitation to
consider the history and role of throat-singing, or xoomei, in the traditional
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music of Tuva. On the one hand, xoomei is an old and respected art form that
has played, and continues to play, an important role in the development of
Tuvan people’s unique traditional music culture!. On the other hand, x6omei
throat-singing is not among the more popular genres of music consumed and
enjoyed by the majority of people living in Tuva today. That x06mei only begins
to scratch the surface of an inherited “nomadic” musical ecology—one linked
with a timbre-centered system of sound organization found in a number of older
vocal and instrumental music genres—suggests that international awareness of
Tuvan music has been selective in focusing its attention on x6omei and not on
other musical and sound-making practices?. Understanding the contemporary
situation in Tuva’s traditional music scenes is made more complicated by this
Inner Asian region’s modern history as an independent country (1921-1944),
an autonomous socialist republic within the Soviet Union (1944-1991), and a
republic in the Russian Federation (1991 -present). During each of these periods
of history, practices associated with rural nomadic life were documented,
institutionalized, and (re)shaped in various ways to match prevailing folkloric
ideologies for Tuvan “traditional” culture.

With the dissolution of Soviet state socialism and transition to global
market capitalism, ensembles of folk musicians from Tuva began touring
internationally and engaging with new opportunities, interests, economic
forces, and audiences in order to present the region’s rich traditional music
culture. Enamored especially by x6omei throat-singing, international audiences
were not particularly well-informed about Tuvan music and culture; moreover,
Tuvan musicians and scholars were not in agreement about the way Tuvan
traditional music should sound or how it should be presented to the world>.
Many were less interested in the cultural processes that came about from the
modernization of Tuvan folklore during the Soviet Union and more interested
in those practices that were not mediated by institutions—or, at least, in models
for representing these cultural practices which did their best to remove or

' Commonly called “throat-singing” in English, x6omei refers to solo-voice drone sing-
ing practices associated with nomadic pastoralism, male guttural virtuosity, and multi-
phonic overtone melodies with historic roots in the Sayan-Altai Mountains of Inner Asia.
Xoomei singing is most commonly associated with the Republic of Tuva and Western
Mongolia (where it is called xoomii), but related vocal traditions are practiced in Altai
(kai) and Xakassia (xai), Bashkortostan (0dldii), and in other parts of Central Eurasia un-
der different names.

2For a discussion of the “timbre-centered system” and related concepts of “sound mime-
sis” in Tuva’s sonic-musical cultural practices, see Levin, Suzukei, 2006; see also Beahrs,
2014.

3 See, for example, the debates originating at the “X66mei-92” First International Sympo-
sium of Traditional Throat-Singing of the People of Tuva, Kyzyl (Melodii Khoomeia, 1994).
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counteract the perceived “Europeanization” of Tuvan musical aesthetics. While
not explicitly articulated, Tuvan musicians alongside local and international
producers, promoters, and ethnomusicologists were searching for the “soul”
of Tuvan music—a sonic-musical sensibility that reflected a worldview of
Tuvan people’s ancestors as nomadic hunter-pastoralists living in yurts and
interacting with the sounds of animals and spirits in the Sayan-Altai Mountain
environments of Tuvan people’s Inner Asia homeland'.

Drawing on ethnographic and archival fieldwork in the Tuva Republic,
the United States, and Europe (2005-2017), this article explores some of
the relationships between ideology, aesthetics, circulation, and agency in
productions of Tuvan “traditional music” and “world music” during the
1980s and 1990s?. This article contends that the conditions surrounding the
dissolution of state socialism in the former Soviet Union laid the groundwork
for the meaning and value of culture and identity in post-Soviet Tuva, including
traditional music, to be renegotiated. The intentions of actors and interest
groups involved in renegotiating the aesthetics of Tuva’s traditional music were
diverse and not always consistent. Nonetheless, their efforts in combination
had the effect of rejecting Soviet state-sponsored folkloric models as overly
mediated and embracing global music industry models as more representative
of “authentic” Tuvan musical practices®. Neoliberal “branding” of xdomei
throat-singing and Tuvan traditional music within the world music industries
produced new forms of meaning and value for Tuvan people in the post-Soviet
era. It also gave legitimacy to local projects of postcolonial historiography and
precipitated a reevaluation of indigenous culture, language, and identity. This

'For a discussion of “nomadic sensibility” in post-Soviet Tuva’s traditional music scenes,
see Beahrs, 2014 and forthcoming work.

2 In conceiving of “tradition,” this article draws on Raymond Williams’ understanding of
“an intentionally selective version of a shaped past and pre-shaped present” (Williams,
1977: 115). The term “world music” is a Western European music marketing category used
since the mid-1980s to refer to non-Western folk, pop, and classical musics. For a discus-
sion of the politics of aesthetics, mediation, and cultural representation in “world music,”
see, for example, Erlmann 1996; Guilbault, 1997; Feld 2000.

3 In tracing agency through processes of articulation, I am most indebted to the work of cul-
tural theorist Stuart Hall and the way his work has been taken up by ethnomusicologist Joc-
elyne Guilbault. In Governing Sound: The Cultural Politics of Trinidad’s Carnival Music (2007),
Guilbault conceives of agency “as resulting from a combination of material conditions, indi-
vidual and collective actions, and historical events and contingencies in their articulation—
that is, not orchestrated by an institution or a sovereign subject. I differ in my analytical
use of ‘agency’ from those who understand the term as the sole property of an intentional,
willful, human individual or collective social group...” (Guilbault, 2007: 269-270).
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article traces and attempts to disentangle the work of some of the agents who
were instrumental in shaping Tuvan musical aesthetics during the 1980s and
1990s, which are foundational to understanding Tuva’s contemporary music
scenes based in the republic’s capital city of Kyzyl.

The first section of this article describes some of the aesthetic decisions
that underpinned ethnographic recordings of sonic-musical practices in Tuva
produced during Perestroika and circulated widely in Europe, North America,
and Japan. The second section examines how international audiences and
affinity groups formed in relation to circulating representations of Tuvan
people as “nomads” during the final decades of the twentieth century. This
section emphasizes the central role of representation, fascination, and
expectation in shaping how Tuvan musicians were received when they began
touring internationally during the early years of the post-Soviet era. The
third section examines the musical and aesthetic negotiations of several early
line-ups of the Tuvan “neotraditional” music ensemble Huun-Huur-Tu. It
also examines processes of mediation in recording studios, showing how this
mediation helped establish an aesthetic groove for the ensemble’s new sound.
Finally, the last section of the article discusses how the global circulation of
Tuvan musicians and media productions, audience reception, international
collaborations,and individual musicians’ creative artistry worked synergistically
to reshape notions of the “traditional” in post-Soviet Tuva and to inspire other
Turco-Mongol populations across Siberia and Inner Asia to reevaluate their
traditional music practices and cultivate new forms of cultural production and
entrepreneurship.

I. RUPTURES IN LATE SOVIET FOLKLORIC IDEOLOGY

During the Tuvan People’s Republic (1921-1944), also called Tannu Tuva,
practices associated with nomadism were abandoned as “backwards” ways of
lifel. During this period and in those that followed, sonic-musical practices

! Anthropologists Caroline Humphrey and David Sneath prefer the term “mobile pasto-
ralism” to “nomadism,” because it does not bring with it commonly held assumptions of
nomads as “backward” peoples (Humphrey, Sneath, 1999: 1). As they write, “nomadism is
a category imagined by outsiders, and it brings with it many suppositions about pastoral
life, such as that it is free and egalitarian ... or based on segmentary lineages ... or uses
a wandering type of movement .... Other well-known images are of fierce, warlike tribes
given to predatory expansion ... or simple folk whose highest cultural achievement is a
colourful rug. Another, and influential, view is that nomads have a low technological ca-
pacity and are necessarily dependent on the ‘outside’ sedentary world” (ibid.).
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associated with Tuvan herders and hunters were documented, systematized, and
elevated as quintessentially national artistic forms. As a result, xdomei throat-
singing and Tuvan traditional music were grounded in those very nomadic
practices and sensibilities that were being deliberately pushed aside in the
name of nation-building and socialist modernization (Beahrs, 2014). In 1934,
the first recordings of xoomeizhi (master throat-singers) and folk musicians
were made in Moscow. Musicological examination of x6omei began in the pre-
Revolutionary era with the work of music folklorist Andrei N. Anokhin (1874-
1931) and took on more serious study in the 1940s when Russian composer
Alexei N. Aksenov (1909-1962), working alongside Tuvan musicians and
folklorists such as Maksim Munzuk (1910-1999) and others, produced the first
scholarly monograph devoted exclusively to Tuvan folk music (Aksenov, 1964)!.
By the late 1960s, xoomei was actively cultivated in regional Houses of Culture
across the Tuvan ASSR as an amateur art form, and, by the 1970s, the first
ensembles of throat-singers were organized, and various line-ups of musicians

Figure 1. The Tuva Ensemble posing near Lake Bai-X0l, Erzin, Tuva (1991); sitting, left to right: Anatoli
Kuular, Gennadi Tumat, Radomir Mongush, Sergei Ondar, and Kaigal-ool Xovalyg
(photo courtesy of Pan Records).

Puc. 1. Ancamobns «Toiea» pssoom ¢ ozepom Bati-Xen, dp3un, Teiea (1991); cudam, cresa Hanpaso:
Anamonuti Kyynap, I'ennaouti Tymam, Padomup Monzywi, Cepeeti Onoap u Kaiiean-oon Xoeansiz
(¢pomo npedocmasnero Pan Records).

"Munzuk’s collection Yrlar (“Songs”) in Tuvan language was published in 1956, and the
follow-up Tyva ulustung yrlary (“Tuvan folk songs”) was published in 1973. Munzuk’s
musical notations were preceded by several collections of song lyrics in the 1940s, in-
cluding one co-edited with S. Saryg-ool entitled Chyyndy yrlar (“Collection of Songs”).
See also Anokhin, 2005.
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performed in amateur arts festivals across the Soviet Union and even abroad!.
During the 1980s, Tuvan folklorists and musicologists working at the Tuvan
Scientific-Research Institute of Literature, Language, and History (TNIIYaLlI)
began more serious collections of folkloric material, arranging traditional music
ensembles, such as the Tuva Ensemble (see Figure 1; Media example #1), and
redefining amateur artists as professional folk musicians?. As a result of these
efforts, xoomei was further elevated as a musical art form worthy of national
cultural distinction, and xoo6meizhi were honored as professional artists of the
republic.

Tuvan traditional music and the actors who sought to shape it were faced
with a paradox that reflected a changing political, cultural, and economic
moment during the final decades of the twentieth century. While Soviet-
directed modernization policies had worked to shape, build, and differentiate
Tuvan national culture within the sphere of Soviet multiculturalism and
internationalism, it also imported values and sensibilities of European art music
and Romantic folkloric interpretations. Despite the efforts of folklorists to re-
orient Tuvan traditional music towards ethnographic nomadic realism, state
sponsorship of Tuvan music in the 1980s continued to favor large ensembles
of folk musicians using arranged texts and theatrical staged performances
of rural nomadic life. This began to change during Perestroika when the first
Soviet-American Musical-Ethnographic Research Expedition (1987-1988) was
organized with the goal of finding and recording Tuvan musicians who were
not a part of professional music communities. The professionalization of Tuvan
musicians implied to these researchers that the artists’ musical sensibilities
had been aligned with Soviet folkloric aesthetics and away from the rural sound
of Tuva’s nomadic herders and hunters living in the countryside—the “original”
context of “authentic” throat-singing. Like all ethnographic projects, this one
had an agenda, and the result was again to shift attention toward a different
model for valuing Tuvan folklore—rural and untrained village musicians.

RURAL TRADITION-BEARERS

According to American ethnomusicologist Theodore (“Ted”) Levin, xdomei

' The ensemble, called Sygyrga (in Tuvan, “Oriole”) included, at various times, such nota-
ble musicians as Xunashtaar-ool Oorzhak, Kara-sal Ak-ool, Maksim Dakpai, Marzhymal
Ondar, and Sat Manchakai. See Karelina, 2009: 250-251.

2 The Tuva Ensemble was founded in 1987-88 by Tuvan musicologist Zoya Kyrgys along-
side xoomeizhi and folk musician Gennadi Tumat. For a discussion of the profession-
alization of amateur artists into folk musicians, see Kyrgys, 2002; Suzukei, 2007; van
Tongeren 2002.
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“ranks as one of the world’s strangest forms of music-making” (1991: 56). Having
spent several years conducting research in Soviet Central Asia in the 1970s,
Levin was one of the first American researchers to visit Soviet-era Tuva when he
arrived there in 1987 with the goal of studying Tuvan music. Levin recalls:

In the mid-1980s, I [began] conspiring to travel to a part of the Soviet
Union that had aroused considerable curiosity in the West, but that was
diplomatically closed to foreigners from what were then called in the Soviet
political lexicon — ‘Capitalist Countries’.... The off-limits destination that
interested me was Tuva — a small autonomous region in south Siberia. And
the specific object of my interest was the musical practice known in English
as throat-singing, in which a single singer can produce two or more pitches
simultaneously by selectively amplifying harmonics or overtones that are
naturally present in the voice. I was able to cut through the red tape that
barred ‘capitalist foreigners’ from traveling to Tuva, and, on assignment
from National Geographic Magazine, I went there in 1987 to study and
record throat-singing, thus becoming the second American to be allowed
to conduct field research in Tuva'.

Central to Levin’s plan was his relationship with Russian-Sakha folklorist
and musicologist Eduard Alekseev, who helped to organize the necessary
sponsorship from the Union of Composers for Levin, along with photographer
Karen Sherlock, Buryat ethnographer Dashinima Dugarov, and Tuvan folklorist
Zoya Kyrgys. Together they would participate in what came to be known as the
Joint Soviet-American Musical-Ethnographic Research Expedition.

News traveled fast of the “X00meizhi from America” who was collecting songs
of throat-singers?. Levin’s Tuvan hosts were “excited and wary at the prospect of
Americanvisitorsventuringoffthebeatentrack” (Levin, 1991:57).In preparation
for the arrival of the expedition, the Tuvan government had repainted the entire
village of Teeli (Bai-Taiga) and organized a number of folkloric concerts in
Teeli’s regional House of Culture. The government even staged a fake wedding.
Levin explains: “The choreographed performances of these amateur groups

! Levin, “Why Music Matters,” 24th Faculty Presidential Lecture at Dartmouth College
(28 February 2012). The first American researcher, according to Levin, was biologist
Katherine Wynne-Edwards, who visited Tuva to study the Siberian dwarf hamster.

2 Levin explains: “A melody or two from me has become a standard part of our yurt visits.
My performance often turns into an impromptu jam session with fellow musicians” (Levin,
1991: 60). Levin had previous experience with reinforced harmonic singing when he par-
ticipated in David Hykes’s famous Harmonic Choir founded in 1975 (Levin, 2006: xviii).
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did not offer the sort of musical authenticity that stirs ethnomusicologists. We
are more interested in the rough edges of music—the unpolished, spontaneous
performance that signals new musical creation, the cracked wispy voices of old
people offering reminiscences of their society’s past” (Levin, 1991: 57-58). In
an interview for the Tuvinskaya Pravda newspaper, Levin explained:

The goal of our expedition was to gather material for a record, which
will be made by the firm ‘Melodiya’ in the USSR and USA. To this end, we
needed traditional singing without manipulation or arrangement. The
greatest interest in the world calls for pure folk melodies. We also liked the
singing of Gennadi Chash from Shagonar, who participated in the folklore
festival in USA, and construction worker Mergen Mongush from Kyzyl. We
made video camera recordings of them on film. Music is a living organism
that constantly changes. What we recorded today may be forgotten in a
year .... I think that we have fulfilled our task and in a year will release a
scholarly recording with text in English, Russian, and Tuvan languages with
notated transcriptions .... I am sure that the materials from the expedition
will promote the singing art of the Tuvan people.”!

Levin similarly recalled folklorist Alekseev’s reaction to a performance by a
musician in a yurt: “It’s not authentic .... It’s been influenced by professional
cultural workers who come here and think they can improve Tuvan folk music
by polishing it up. But these traditions have evolved and changed slowly over
centuries. The people themselves know what the music should sound like”
(Levin, 1991: 60). Alekseev’s reaction reveals three things: his view that xoomei
is an age-old cultural practice that changes very slowly, that the arrangement of
x00mei was an unwanted act of outside interference, and his belief that Tuvan
people felt the same way. For Levin and Aleekseev, the 1987 expedition was, in
common parlance, a bust.

In 1988, the Second Republican Festival of Throat-Singing took place in Kyzyl
(the first had been in 1981). One of the festival’s events was the “Conference on
the Problems of Developing Xo6mei,” during which Sundukai Mongush, a master
xoomei performer from the Dzun-Xemchik district, posed a question regarding
the Joint Soviet-American Musical-Ethnographic Research Expedition:

! Levin, interview in Tuvinskaya Pravda, 8 September 1988 (““Xoomeizhi’ iz Massachu-
setsa” [Xoomeizhi from Massachusetts]). Translated from Russian by the author.
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Sundukai Mongush: Will we see in Tuva
the work of American professor Theodore
Levin?

Zoya Kyrgys: The work of last year’s
expedition [1987] was not accepted due
to the lack of natural conditions for the
performers, so this year we will undertake
another expedition, where recordings will
be made under conditions in which xo6omei
performers live day-to-day (Kyrgys, 1988: 3).

Kyrgys’s answer supports Levin’s statements
that 1987 expedition was overly “staged,” and
that the real goal of the expedition was to
collect raw and un-arranged folkloric material
from rural performers for whom xoomei (and
other sonic-musical practices) were part of
their “day-to-day” lives. Levin and Alekseev
had greater success on their second visit in
1988. The expedition recorded about 500
melodies of throat-singing, lullaby songs, folk
tales, and legends. Forty-two minutes of this

Figure 2. The album Tuva: Voices from the
Center of Asia — “Miraculous Singing from
Siberia Preserves an Ancient Sound World”—
featured a photograph of Tuvan musician
Idamchap Xomushku taken by Karen
Sherlock (1990, Smithsonian Folkways,
produced by Ted Levin, Eduard Alekseev, and
Zoya Kyrgys).

Puc. 2. O6noxxka anvb6oma «Tysa: zonoca u3
uenmpa Asuu. YydecHoe nerue u3 Cubupu
coxparsiem opesHuti Mup 38yka». Ha ¢pomo
u300paeH mysuHcKuti My3sikanm Hoam-
uan Xomywky, pomo Kapen Illepnox (1990,
Smithsonian Folkways, npodioceput Ted
JlesuH, D0yapo Anexcees u 305 Koipzbic).

material were edited and produced for the Smithsonian Folkways album Tuva:
Voices from the Center of Asia (1990, see Figure 2)!.

AUTHORITY AND PERESTROIKA

Whatwasthe Soviet-American expeditionreallyabout? Andwhatimplications
did it have for xo6mei and the people who sang it? The expedition, it turns out,
was driven mostly by the aesthetic agendas of Levin and Alekseev, which Kyrgys
supported?. For the previous quarter century, researchers and specialists had
been developing, improving, and modernizing Tuvan xoomei by cultivating

'The remaining materials have since been deposited in the archives of the Tuvan Insti-
tute of Humanitarian and Applied Economic Studies (formerly called TNIIYaLI and also

TIGI) in Kyzyl.

2The aesthetic agenda of this folkloric expedition were also influenced by a folk revival
movement active in the Soviet Union since the 1960s. See, for example, Levin, 1996. See

also Alekseev, 1986 and Kyrgys, 2002, 2008.
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competence in musical instruments, forming ensembles, making the music
more interactive, and crafting an arranged aesthetic based on Tuvan folkloric
themes. Levin and Alekseev sought something different—a raw, traditional,
“non-Soviet” aesthetic.

This aesthetic was evident in the singing of an older generation of xdomeizhi,
such as Sundukai Mongush (b. 1926; Media example #2), Fedor Tau (b. 1929),
and Marzhymal Ondar (b. 1932), but also in a younger trio called Ensemble
Amyrak (in Tuvan, “Beloved”)'. As the liner notes to the album describe, Amyrak
demonstrates an “attempt to carry forward traditional music in the context of
contemporary performance conditions, including the concert stage, recording
studio, and television” (see Figure 3)%. In contrast to earlier state ensembles,
Amyrak typically performed with one doshpuluur (plucked lute) or on multiple
demir xomus jew’s harps, as they do in “Medley of various throat-singing styles”
(Media example #3) included on Tuva: Voices from the Center of Asia. Amyrak
also was one of the earliest examples of a smaller, more intimate three- or four-
person ensemble, a model that would become the norm in the post-Soviet era
(with the addition of more instruments). Building on the trends of xd6mei under
Perestroika, Amyrak had an ambiguous relationship with institutions, which
allowed the group to be “professional folk musicians” or “village amateurs”
depending on the situation. Instead of self-conscious folkloric cultivation,
Amyrak’s performances embodied the “authentic” regional amateurism that
Levin and Alekseev sought and promoted. Indeed, Levin brought Gennadi Chash,
Ensemble Amyrak’s leader, to the United States to perform in 1988, making him
the first xoomeizhi soloist to do so3. In their review of the concert, The New York
Times reported that:

[t]he most exotic sounds, to an American ear,came from Gennadi T. Chash,
a singer from the Tuva region near Mongolia. Mr. Chash can vocalize both
a fundamental tone and its upper overtones—harsh lower tones, which he
produces in either a nasal baritone or a subterranean bass topped by clear,

! The Ensemble Amyrak trio included Gennadi Chash, Mergen Mongush, and Evgeni Oyun.
The ensemble also performed as a quartet with the addition of Kara-ool Tumat.

2 Levin, Kyrgys, Alekseev, liner notes, Tuva: Voices from the Center of Asia, 1990: 2.

3 Contrary to certain claims (see Levin 2006: 235, fn. 13), Chash was not the first Tuvan
musician to perform in the United States. That honor likely goes to Vladimir Soyan, who
performed xoomei as part of Igor Moiseyev’s Russian Festival of Music and Dance in New
York City in 1976. See Christopher S. Wren, “The Russians are Coming—With Dancing
Eskimos,” The New York Times, 27 June 1976. Also Vladimir Soyan, personal interview,
Kyzyl, Tuva, 22 June 2013.
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flutelike harmonic, connected and trilled as smoothly as a bel canto singer’s
best register. In one piece, he plucked a xomus (jew’s harp) to add a third
note between vocal lines!.

Figure 3. On the left, xoomei Ensemble Amyrak (Mergen Mongush, Kara-ool Tumat,
Gennadi Chash, and Evgeni Oyun). On the right, Gennadi Chash, Amyrak’s leader
(Karelina, 2009: 390).

Puc. 3. Cnesa — ancambno «Amoipak» (Mepzen Monzyw, Kapa-oon Tymam, IenHaouti
Yauw u Eszenuii Own). Chpasa — Iennaduti Yaui, conucm aHcamons

(Karelina, 2009: 390).
The significance of ethnomusicological work by Levin, Alekseev, and

Kyrgys during the Joint Soviet-American Musical-Ethnographic Research
Expedition appears to be twofold. First, after decades of isolation from non-
Soviet foreigners, the presence of an American academic carried considerable
cultural capital and bolstered the prestige of local traditions. The goals of
the expedition helped re-orient Tuvan music towards its “rougher edges.”
Second, that re-orientation suggests that Levin, like the ethnographers and
musicologists who visited Tuva earlier in the twentieth century, was a cultural
producer alongside the other members of the expedition and the musicians
with whom they collaborated. If we accept that music is a cultural production
involving multiple actors, including musicians, consumers, promoters, and
record producers, then we understand that Levin and his colleagues promoted
and re-oriented the aesthetics of xoomei and Tuvan traditional music. In
privileging certain aesthetic qualities over those that had come before, Levin
worked to disrupt a Soviet teleology of folk music aesthetics and replace it with
something different.

'Jon Pareles, “Music from the Villages of the Soviet Union,” The New York Times, 8 July
1988.
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Most fundamentally, the Voices from the Center of Asia project seemed to
show that some of the aspects of Tuvan culture that were thought to have been
lost during the Soviet cultural enlightenment projects of the twentieth century
could be recovered—or, more precisely, that the value of Tuvan music seemed
to be in indirect relation to modernization and professionalization. The irony,
of course, is that the very forms of institutional cultural mediation that worked
to document, construct, and elevate Tuvan traditional music to its status in the
1980s were subsequently erased from the equation so that Tuvan traditional
music could reemerge—at least on the discursive level—as an “authentic” and
unmediated cultural form. While the producers and musicians involved in the
project should be lauded for their diligent efforts at documenting, recording, and
contextualizing diverse and varied examples of xoomei singing styles, in addition
to other sound and music-making practices, Voices from the Center of Asia had
the effect of shaping international perception and expectation for Tuvan music
as derived from an “ancient” and nomadic “sound world” whose ethnographic
authenticity had the effect of imbuing subsequent Tuvan world music projects
with new forms of meaning and value in the global marketplace.

II. CIRCULATING & REPRESENTING TUVAN CULTURE

Long before Voices from the Center of Asia was released in 1990, images and
sounds from Tuva had been circulated internationally as early as the 1930s.
While lacking in ethnographic context, many of these representations produced
and perpetuated exotic stereotypes of Tuvan people as pre-modern nomads.
The isolation and inaccessibility of Tuva in the hinterlands of the Soviet Union
further worked to mythologize Tuva within the global imagination and establish
expectations of Tuvan musicians when they began to tour internationally in
the early 1990s. The next section traces the case study of American physicist
Richard Feynman (1918-1988) and his quest to reach Tuva beginning in the
1970s,showing how he and others worked to forge intercultural connections with
Tuvan people and build international networks of fans and enthusiasts of Tuvan
traditional culture and x66mei throat-singing. On the other hand, this section
also suggests that the popularization of Tuva had the effect of essentializing
Tuvan people as modern-day nomads within the global imagination of Western
desires and expectations.
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THE QUEST FOR TANNU TUVA

Tannu Tuva probably first entered the global imagination through its quirky
postage stamps. Minted between the years of 1934 and 1936, the stamps came
in seventy different varieties, “more than the rest of western Europe and the
U.S. combined,” reported journalist Andrew Higgins (Higgins, 1995). The
stamps came in odd shapes—diamonds, triangles, rectangles—and depicted the
traditional cultural and economic life of Tuvan nomads, including images of yaks,
reindeer, and camels alongside traditional sports like horse racing, wrestling,
and archery (see Figures 4 and 5)'. Representative of Tuva’s period of accelerated
socialist modernization, some of the stamps depicted dramatic juxtapositions
of technology and nomadic life that, in some cases, were fictitious?.

Figure 4. Postage stamps from the
1934 Registered Post Series featuring
images of traditional economic activities
alongside their rapid modernization
during the Tannu Tuva era (1921-1944):
a woman milking a yak (5 kopeks), a man
lassoing a reindeer (15 kopeks), and a
man driving a tractor (4 kopeks).

Images from Friends of Tuva website: http://www.fotuva.org/stamps/index.html

Puc. 4. Tloumossie mapku ¢ 1934 2. npedcmasnsiu KapmuHku mpaduyuoHHoLl X0341icmeeHHOll dessmenbHOCMU
mysuHuyes 8 TauHy-Tysa Hapady ¢ modepHusauueti snoxu 1921-1944 zz.: xceHwjuHa doum aka (5 Kon.), My*#uuHa
JI08UIM ApKaAHOM oJieHs (15 Koneek), My#cuuHa 3a pysiem mpakmopa (4 xon.).

Figure 5. Released in 1936 for the
Jubilee of the 15th Anniversary of the
Proclamation of the People’s Republic of
Tannu Tuva, these postage stamps depict
the three traditional Tuvan sports of horse
racing (50 kopeks), xuresh wrestling (4
kopeks), and archery (5 kopeks). The
remaining stamps depict a camel chasing
a train (30 kopeks) and a nomad’s yurt at
a festival (3 kopeks). Images from Friends
of Tuva website: http://www.fotuva.org/
stamps/index.html

Puc. 5. BoinyujeHtole 8 1936 2. 8 uecmo
15-nemus npososenawerus Pecnybnuku TauHy-Tysa noumossie MapKu U300paxanu mpu euda mysuHckozo mpaou-
UUOHHO20 chopma: chopmusHsle ckauku (50 Kon.), 60ps0y xypeuu (4 xon.), cmpenvba u3 yka (5 koneek). Ha ocmans-
HblX MAPKax u300papeHsl: 20HKa sepontoda 3a noeadom (30 Kon.) u topma KouesHUKda Ha (pecmusae (3 kon.).

' The original Tannu Tuva stamps were released as the Registered Post and Air Mail se-
ries (1934), the Landscape and Zoological series (1935), and the Jubilee and Jubilee Air
Mail series (1946). See Blekhman, 1997.

2For example, there were never any train tracks in Tuva until 2011, when the first railway
extension to Tuva began construction. See, for example, the announcement Predsedatel’
Pravitel’stva ..., 2011.
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Although the stamps from the 1930s allegedly represented life in Tannu
Tuva, they were, according to Higgins, “designed in Moscow, printed in Moscow,
franked in Moscow and sold abroad by a Moscow state trading firm to earn hard
currency for Moscow” (Higgins, 1995). In other words, Tuvan people played a
minimal role in shaping the stamps’ representations, and foreign audiences, not
Tuvans, were the intended consumers (see Blekhman, 1997). Because Tuvans
were a largely unknown population group from an obscure country in Inner
Asia, the stamps were often the only representation of Tuvan life for the people
who bought them.

As the stamps circulated among international collectors, they inspired
fascination with Tuva as a twentieth-century “Shangri-La” in the global
imagination. One young boy was especially captivated. In the 1930s, decades
before he became a Nobel prize-winning physicist, a young Richard Feynman
became aware of the postage stamps from Tannu Tuva during conversations with
his father in Queens, New York. In a video-taped interview for a documentary
film about his life, Feynman recalls:

Iknewthat therewasthis countrywhenIwasakid that myfatherexplained
to me was an independent country, [and] they had these interesting stamps.
I think he had shown me on the map where it was. And it was a purple area
in the middle of some big green thing in the middle of Asia somewhere!
And as time went on, I never heard of it again. And it’s supposed to be an
independent country so it must have disappeared somehow...!

Feynman grew up to make important discoveries in quantum electrodynamics,
which launched his prestigious career as a professor at the California Institute
of Technology in Pasadena. Still, he never lost his boyhood interest in Tannu
Tuva.He remembers fondly a 1977 dinner conversation on world geography with
his friend Ralph Leighton, in which Feynman asked a provocative question:

‘OK, so what ever happened to Tannu Tuva?’ And [Ralph] said I'm
making up a country that doesn’t exist. ‘Oh yeah?’ I said. And I got out the
encyclopedia and we looked it up on a map and sure enough there’s Tannu
Tuva and where was it? Just outside of Outer Mongolia in the middle of
Central Asia in the depths of Russia far away from anything. And it was no
longer an independent country—it was part of Russia! And we saw that the
capital was—this is what did it—the capital was K-Y-Z-Y-L. My wife, and I

'Feynman, quoted from the documentary film “Tuvans Invade America” (1994, Friends
of Tuva). See also “Richard Feynman: The Last Journey of a Genius” (1988, NOVA).
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and he, at the same time, grinned at each other because any place that’s
got a capital named K-Y-Z-Y-L has just got to be interesting...!

This conversation referred to the “absorption” of Tuva by the Soviet Union
in 1944, when the nominally independent republic in the geographic heart of
Asia literally disappeared from world maps. More important, the conversation
inspired a quest by Feynman and Leighton to find out what had happened to
the isolated Tuvan republic (see Figure 6):

[So] we decide it would be fun to go there because it’s so obscure and
peculiar .... It’s just the fun of having an adventure to try to go to a land
that we’d never heard of—to find out what it’s like and discover [things]
as we went along .... We didn’t have any deeper understanding of what we
were doing—if we tried to understand what we were doing we’d go nutty!?
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Figure 6. Map of East Asia showing independent country of “Tannu Tuva” (northwest of Mongolia) with a capital
city called Kyzyl, circa 1938. Map originally in Goode’s World Atlas, Rand McNally (1938), reproduced from the
Internet Map Archive, http://www.probertencyclopaedia.com/photolib/maps/index.html

Puc. 6. Kapma Bocmounoti A3uu nokassieaem Hesasucumyio cmpauy “Tanny-Tysa” (k Cesepo-3anady om MoH-
2onuu) co cmoauyeti nod Hazearuem Koizoin, 1938 ¢. Kapma 6wsina uzdana ¢ Goode’s World Atlas, Rand McNally
(1938), socnpoussedero no sapuaxmy Internet Map Archive: http://www.probertencyclopaedia.com/photolib/maps/
index.html

But Feynman and Leighton faced a problem. Apart from a few quirky
stamps and isolated references to Tuva in maps and books, there was little
information (especially reliable information) about it available in the United
States in the 1970s. The Soviet Union had severely restricted travel into the
USSR by foreigners, as well as the export of information from it. Information

I “Tuvans Invade America,” 1994.
2 “Tuvans Invade America,” 1994.
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about the political changes that led to Tannu Tuva’s disappearance from world
atlases—its quiet “annexation” or “absorption” by the Soviet Union in 1944—
was not easily accessible in the West! . The little scholarly information that was
available consisted of ethnographic accounts of travelers to the Sayan-Altai
mountains (for example, Carruthers and Miller, 1914; Maenchen-Helfen, 1992),
Soviet anthropological accounts of nomadic pastoralism from the pre-Soviet era
(Vainshtein, 1980), and the rare philological or linguistic handbook. This limited
information about Tuvan people and their cultural practices likely worked to
mythologize Tuvan people as nomads isolated deep in the heart of Asia.

Faced with this paltry information, Feynman and Leighton set about trying to
learn everything they could about Tuva (see Figure 7). In addition to consulting
the few sources described above, Feynman and Leighton relied heavily on the
then-recently published Tuvan Manual (Krueger, 1977) written by John Krueger
at the University of Indiana. As Leighton later wrote, “the Tuvan Manual became
our Bible” (Leighton, 1991: 36). The 261-page manual contains two passing
references to Tuvan throat-singing, the more specific of which stated:

A characteristic and specific feature of Tuvan music is the so-called
two-voiced or “throat” singing commonly found among native Tuvans
and hardly observed anywhere else. The singer sings in two voices. With
his lower voice he sings the
melody and accompanies
it at the same time with a
surprisingly pure and tender
sound similar to that of the
flute (Krueger, 1977: 79).

This reference piqued Feynman
and Leighton’s interest in Tuvan
throat-singing. Using the Tuvan
Manual to cobble together
a letter in Tuvan language
(as Leighton explained, “for

Figure 7. Ralph Leighton (left), founder of Friends of Tuva,
X R X and Nobel laureate Richard Feynman photographed during an
Feynman, communicating with imaginary drumming ritual. Photo courtesy of Ralph Leighton

native people in their native and Friends of Tuva, personal archive.

1 ioritv”). th Puc. 7. Panwvg JletimoH (cnesa), ocHosamens Obujecmea opy-
anguage was a priority )7 the two 3eti Tyssl, u 1aypeam Hobenesckoii nhpemuu Puuapd ®etinman

men eventually reached Tuvan cpomozpaguposarst 6o spems soobparcaemozo 6apabarHozo
pumyana. @omo u3 auuHozo apxusa Panvga JletimoHa.

'For more perspectives on the “absorption” of Tuva, see Rupen, 1975, Aranchyn, 1982;
Lewis, 2001.
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folklorist Daryma Ondar, who worked at TNII'YaLl.! The three men wrote letters
back and forth; in one, Ondar indicated that there had been recordings made of
Tuvan throat-singers.

HEARING THE POSTAGE STAMPS

Feynman and Leighton continued to pursue their interest in Tuva, and in
x00mei in particular. A few years after they struck up a correspondence with
Ondar, they got in touch with Russian/Soviet anthropologist Sevyan Vainshtein,
whose monograph Nomads of South Siberia (Vainshtein, 1980) had been recently
translated and published in English. Feynman and Leighton also received an
LP entitled Iskusstvo Narodov SSSR: Melodii Tuvy (Mckyccmgo Hapodog CCCP:
Menoduu Tysst, “Art of the Peoples of the USSR: Melodies of Tuva,” 1978) from
a colleague who was returning from a research trip in Moscow (see Figure 8)2.
Leightonremembers their first experience listening to the record, which included
hearing for the first time the guttural timbres of Tuvan xéomei, kargyraa, and
sygyt (Media examples #4 and #5):

Richard [Feynman] was holding a 12-inch phonograph record called
Melodii Tuvy .... As euphoria set in, Richard took the record out of its
jacket. I went over to the record player, dusted it off, cleaned off the needle,
carefully placed the record on the platen, and took a deep breath. When my
hand stopped shaking, I placed the needle carefully on the record ....

We were in shock. Tuva, isolated in the center of Asia—that little lost
land of enchanting postage stamps—had transcended our wildest dreams.
The sounds on the record were stunning: how could two notes be produced
simultaneously by a single singer? At first the higher ‘voice’ sounded like a
flute, several octaves higher than the fundamental tone. Then came even
stranger styles of hoomei, the most bizarre of which was the ‘rattling’ style,
which sounded like a long-winded frog .... It took us several days to recover
(Leighton, 1991: 61-62).

And the thing is, when we first put the record on, it was a performance in
the sygyt style by Xunashtaar-ool Oorzhak .... After hearing that, we were just
mesmerized. We were just like: ‘Oh my God! This is amazing!” And we did kind
of interpret [sygyt] as sort of like a whistle. I don’t recall [Feynman] ever saying:

! Daryma Ondar played an important role in connection with “discovering” and recording
Tuvan throat-singer Xunashtaar-ool Oorzhak in the 1960s while working at TIINYaLI and
shaping xdomei in the 1970s and 1980s. See Kuular and Sundui, 1995.

2 Ondar Darynma and Vyacheslav Shchurov organized this recording project in Tuva in
the late 1960s.
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‘Oh, of course, I know how
he did that! It’s that
harmonic series and he
simply isolated separate
harmonics out of the
harmonic series and that’s
what he’s doing.” He didn’t
analyze it in the physical
sense and I’ll bet he could
have .... He was listening
to it from the cultural side.
And just blown away by it
emotionally. ‘Oh my God—
we’ve got some sounds
from Tuval” .... [It] was an
emotional experience, and

Figure 8. The original cover of the LP Iskusstvo Narodov SSSR:
Melodii Tuvy (Tyva Ayalgalar) (“Art of the Peoples of the USSR: Melodies
of Tuva,” Melodiya D-030773, ca. 1968-1971) and the cover of one of the
reprints from 1978.

Puc. 8. OpueunanvHas obnoxcka anvboma «Hckyccmeo Hapodos
CCCP: Menooduu Tyswt (Teiea asizanap) (Menoduss D-030773, Mocksa,
1968-1971) u penpurm anvboma 8 1978 e.

we were so excited to get this audio description to complement the images in

the postage stamps ....

You see, the stamps were our only image of Tuva. We only had a couple
other photos and they were of a car on a street in Kyzyl in front of the
Parliament building out of the Great Soviet Encyclopedia .... No nomads!
Because the Soviets wanted to show the world how advanced Tuva was. But
we also had photos taken in 1929 from Otto Maenchen-Helfen’s book—now
that was the Tuva we wanted to see. And we wondered: is that still alive?!
When we heard throat-singing on the Melodii Tuvy LP, it made us think: yes
it is! At this moment, Feynman was so close to Tuva—he was in Tuva with

his imaginationZ.

The distribution of Melodii Tuvy outside the Soviet Union was very limited.
Given the scarcity of this and other sound recordings from Tuva, it is no surprise
that xoomei’s unusual guttural timbre was intriguing and mysterious to Feynman,
Leighton, and the other international enthusiasts who managed to hear it®.

I Maenchen-Helfen, 1992.

2 Ralph Leighton, personal interview, Tiburon, California, 17 April 2014.

5 In Finland, for example, the Melodii Tuvy LP was played on a radio program in the late
1970s called “Pororumpu ja balalaikka” (Saunio and Immonen, 1979: 246-249), which
prompted jazz musician Ilpo Saastamoinen to become one of the first foreigners to learn
to sing xoomei and incorporate it into his music on an album called Pohjantahti (Polydor,
1986). See: Kurkkulaulajan ddnen kannattaja “Ho6mei” [Throat-Singers Voice of Khéémei],
Newsletter of the Finnish Throat-Singing Society (2007), http://www.kurkkulaulajat.fi/
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ASSEMBLING COMMUNITIES OF FASCINATION

At the time that Levin was visiting the Tuvan Autonomous Soviet Socialist
Republic in 1987-1988, Feynman and Leighton were planning a trip of their
own. Unfortunately, Feynman’s struggles with cancer led to his death in 1988,
only a few days before an official invitation was finally arranged for him and
Leighton to visit (Leighton, 1991: 219). Leighton, though, followed through on
the visit as planned:

So when Feynman died, I thought—well, OK, I'll still go [to Tuva].... But
that whole adventure was about doing it together. That’s why it was such
a huge disappointment to go there but without him. It was just kind of
empty .... If Feynman had been there, he would have charmed them to get
us out into the countryside to see a real yurt and meet a real shepherd and
that kind of stuff.

Leighton’s visit led him to write the often hilarious, sometimes emotional
book Tuva or Bust! (Leighton, 1991), which chronicles Feynman’s and Leighton’s
goal to visit Tuva as well as Leighton’s experiences there. In addition, after
Feynman’s death, Leighton founded Friends of Tuva, an organization that
became a primary collector and disseminator of information in English about
Tuvan history and culture, including xd6mei, between 1991 and 1999. By 1993,
there were said to be Friends of Tuva in every U.S. state, as well as in Canada,
Europe, and Japan (see Figures 9 and 10), and Tuva or Bust! had been translated
into Japanese (1991). Friends of Tuva annually distributed three or four
newsletters per year to several thousand members, including travel narratives
of foreign tourists to Tuva in the early post-Soviet era; information about the
concert tours of traveling Tuvan musicians; and films, exhibitions, newspaper
articles, and stamps. Friends of Tuva even inspired similar groups in other
countries, including the Finnish Throat-Singing (Kurkkulaulu) Society founded
in 1997 and the Tuva-Japan Khoomei Association?.

Together, Voices From the Center of Asia, Tuva or Bust!, Friends of Tuva, and
other published material and organizations launched a groundswell of global
interest in Tuva—a fad that peaked in the early to mid-1990s and waned in the
2000s. Sound recordings, meetings, newsletters, classes and other things served
to collect, produce, and circulate knowledge and mythologies about Tuvan
people and cultural practices. But there was another, equally instrumental

'Ralph Leighton, personal interview, Tiburon, California, 17 April 2014.
2 Sauli Heikkila, personal communication, 11 August 2014; see also Makigami, 2013.
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player in that process: the Tuvan musicians who, beginning in the late 1980s
and early 1990s, traveled, performed, and made sound recordings in Europe,
North America, and Japan.

Figure 9. Leighton and Feynman designed this
custom California license plate to attract the attention
of anyone on the public roadways who might be able
to share information about Tuva. Touva is the French
W B | i spelling for Tuva, commonly used in the postage stamps

-‘1 | n from the 1930s. Photo courtesy of Ralph Leighton and
) | BE Friends of Tuva, personal archive.

Puc. 9. Jletimon u @etinman npudymaiu 3mom as-
MomMoOUNbHbIT HOMepHOTI 3HaK wmama KanugopHus,
umo6ol npusets N0 Nymu 6HUMAHuUe K020-1u60 Ha do-
poezax, Kmo Moxcem nodenumaocs uHgpopmayueti o Tyae.
Touva — amo @paHyysckoe HanucaHue ons Tysvl, KO-
1Mopoe WUPOoKO UCNONb3yemcs Ha houmossix mapkax 1930-x 20008. @omo u3 nuuHozo apxusa Pansga Jleiimona.

RLIFORNIT

Figure 10. Members of the Oklahoma
chapter of Friends of Tuva and “Tuva
Astronomy Organization” pose on Mount
Feynman near Checotah, Oklahoma.
Followers of Feynman’s achievements in
the field of physics also connected with
each other through the Friends of Tuva
organization. Photo courtesy of Ralph
Leighton and Friends of Tuva, private
archive.

Puc. 10. Ynerot mecmHo20 omoeneHust
Obuwecmsa dpyseii Tysvl 8 Oxnaxome u
«TysuHckoti AcmpoHomuueckoti Opza-
HU3ayuu» 0KoJ0 20pbt Delinmar psidom
c 2. Yekoma, Oxnaxoma. ITocnedosamenu
@elinmana 6 odnacmu QuU3UKU C653bl18a-
JiUCh Opye ¢ dpyeom uepe3 nocpedcmeo
opezaxu3ayuu opy3eii TysuoL.

{WELCOME
Mt
5

PRESENTING & MARKETING TUVAN MUSICIANS

As members of the Tuva Ensemble began to tour internationally in the early
1990s, their performances were often perceived as shocking, titillating, and
exotic by Western audiences. Many Tuvan performers were understood to be
representatives of Tuva’s ancient nomadic culture, which seemed to clash with
their Soviet-style performances of theatrical nomadic folklorism.

The first Tuvan musicians to travel abroad in the late 1980s and early 1990s
consisted of various lineups of the Tuva Ensemble. The ensemble’s most notable
visits were made to Amsterdam in 1991 and 1992, during which they recorded
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one studio album and one live concert album. Both albums were produced by
Bernard Kleikamp on the Paradox/Pan Ethnic Series label (see Figure 11). The
albums’ aesthetic attributes included fast-paced tempi, theatrical staging and
delivery, and elaborate ethnic costumes—in short, a version of the nomadic
folklorism that was preferred by audiences during the late Soviet period in
Tuval. Cover art on the albums, Tuva: Voices from the Land of Eagles (1991) and
Tuva: Echoes from the Spirit World (1992), drew on Scythian animal-style art in
bronze? and statues of “stone men” (kizhi kozhee)’ with inscriptions in Ancient
Turkic (Orkhon script) — both artifacts from past civilizations that ruled in the
Sayan-Altai mountains where Tuva sits.

While the musical aesthetics of the early touring ensembles were heavily
influenced by the Soviet folkloric aesthetic, the throat-singing of solo artists
seemed to international audiences to stand out as something different. Those
audiencestypicallyperceived
the sounds coming from the
throat-singers’ voices as
shocking. In an interview,
Bernard Kleikamp recalled
audience reactions during
the performances of the Tuva
Ensemble in Amsterdam in
the early 1990s:

I have seen people
Figure 11. Tuva: Voices from the Land of Eagles (1992) and Tuva: Echoes from

hterally with their the Spirit World (1992), both released on Paradox/Pan Records and produced
mouths wide open or by Bernard Kleikamp. Photo courtesy of Bernard Kleikamp, Pan Records, via
. . personal communication, 10 August 2014.
eyes poppimng out Whlle Puc. 11. O6noxku anvbomos «Tysa: zonoca cmparst opnos» (1992) u «Tysa:
watching the Tuvans omeosiocku mupa dyxos» (1992). O6a svinywerst Ha Paradox/Pan Records,
N R npodwcep Beprapod Knetikamn. @omo n1106e3H0 npedocmasneHo
thI’O&t-Sng. I’'ve seen B. Kneiikamnom agmopy 0anHoti cmamsu 10 aszycma 2014 2.

! Certainly, there were exceptions to the Soviet folkloric aesthetic on these albums; for
example, Kaigal-ool Khovalyg’s more intimate performance of “Bayan Dugai Koshkarli-
imni” (vocals, igil) on Tuva: Voices from the Land of Eagles (1992).

2 “Scythian bronze plaque from the eighth century B.C, excavated in Tuva, showing a
panther biting its own tail, coiled around yin and yang, symbolizing male and female;
beginning and end, which is still characteristic for Tuva nowadays” (Kleikamp, liner
notes, Tuva: Voices from the Land of Eagles, 1992).

3 “Stone man from the Turkic period (6th-12th centuries) found near Bizhiktig Khaya
(‘Written-on Rock’) on the flood plain of the Barlyk River in western Tuva. Statues of
stone men are thought to be tombstones, and this one is the largest in Tuva” (Kleikamp,
liner notes, Tuva: Echoes from the Spirit World, 1992).
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people in the audiences who were totally amazed and flabbergasted, who
couldn’t comprehend what was going on! And that was part of the magic.
And it was helped by a couple of very skilled publicists, who created a
hype .... If you don’t create good publicity you can’t create a hype. In the
newspapers, the Tuvan concerts read like an adventure story!!

There certainly was much “hype” in the representations of various smaller
lineups from the Tuva Ensemble as they toured Canada and the United States
in the early 1990s. Newspaper articles described the singing of the traveling
“Throat Singers from Tuva,” as one lineup of the musicians were called during
their tour, as “ancient, unearthly singing” (Wilson, 1993) whose “mesmerizing”
sounds were “astoundingly pure” and “seemed to come directly from another
world” (see Figure 12). One reviewer in San Francisco put it this way:

Imagine alonehorsemanonthewindysteppesof central Asia, trottinglazily
alongside hisherd of reindeer.... The music native to these nomads comprises
a wide range of styles and moods. Undoubtedly the most astonishing is the
khoomei [sic] style—the ‘throat singing’ that utilizes overtones to produce
voicings in two or even three distinct registers when the mouth, tongue and
velum are positioned in a certain way (Fleming, 1993).

The Tuvafad ofthe 1990s and the Tuva Ensemble’s performances combined
to create and reinforce expectations of Tuva as a mystical land of nomads.
But for many, including some of the Tuvan musicians themselves, the Soviet
folkloric model of staged and theatricalized nomadic singing left something to
be desired. So it was no surprise when a small group of innovative musicians
broke away from the Soviet folkloric model and teamed up to creatively re-
imagine the musical aesthetics of Tuvan folk music. The aesthetics were at
once new and ancient; they seemed fresh but also more clearly, more honestly
connected to pre-Soviet Tuvan nomadic pastoral culture, at least as that culture
was popularly imagined.

II1. INVENTING TUVA’S WORLD MUSIC SOUND

While the Tuva Ensemble did much to redefine the musical aesthetics in
the post-Soviet era, it continued to reflect certain aspects of Soviet folkloric
music, including a strict rhythm within an unaccented metrical structure and a
melody with a unison group sound. Young Tuvan musicians sought something

'Bernard Kleikamp, personal Skype interview, 20 August 2013.
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altogether different. In 1992, a small group of
innovative Tuvan musicians, who would later
call themselves Huun-Huur-Tu, assembled in
a London studio and made recordings that
' would become the group’s first album, 60
. Horses in My Herd (1993, Shanachie). That
album is one of the first post-Soviet music
, projects made by Tuvan musicians that strays
significantly from the Soviet-style aesthetics
of the Tuva Ensemble'.

& A CHANCE ENCOUNTER IN SIBERIA

Huun-Huur-Tu’s story begins in March
1992 in Novosibirsk, Siberia, three months
after the Soviet Union had ceased to exist.
Trevor Goronwi, a British-Welsh sound
engineer and former member of the rock

” ~wsww band This Heat, met a young Tuvan musician
_ Figure 12. Promotional photo for the named Albert Kuvezin by chance at a vodka
Throat Singers of Tuva” during their fst .. - p¢cording to Goronwi, Kuvezin “seemed
tour in the United States — (from left to right) ~“"* g ’ ) .
Anatoli Kuular, Kaigal-ool Xovalyg, and like somebody who was prepared to stick his
Kongar-ool Ondar (1993). Photo by Clark Quin - nack out and do his own thing in a culture
and provided courtesy of Ralph Leighton and , . . .
Friends of Tuva, personal archives. that wasn’t historically very welcoming of

Puc. 12. Ilpomo-pomo ons «Ilesyos 20p- that”2. As the two conversed about various
J108020 neHus u3 T_VGbl» 60 8pems ux nepeozo . 1 . t t -t d d G . th t
mypHe 6 CLIA: (creea Hanpaso) Anamoauti mUSICZ.i Interests, 1 awn“e on Loronwl .a
Kyynap, Katiean-oon Xoeansiz u Konzap-oon Kuvezin’s awareness of a  Western aesthetic”
Ondap (1993). @omo Kyun Knapx, nobesro  s00d out from other musicians he had met in
npedocmasnenst Panvgy Jletimony u O6uje- . . . .
cmey dpy3eil Ty6bl, MUHblE APXUGH. the former Soviet Union, especially from its

ethnic republics. Goronwi explains:

Albert seemed to have some obscure musical interests, and I thought:
‘Wow—you’re interesting! How do you even know that this stuff exists let
alone are you able to have quite an informed opinion about it?’ You see it

'Due to space limitations, this article does not discuss a number of other examples of aes-
thetic models for presenting Tuvan music in the world music industries. See, for example,
Sainkho Namchylak’s Out of Tuva (Les Editions de la Bascule, 1993), Uzlyau: Guttural Sing-
ing of the Peoples of the Sayan, Altai, and Ural Mountains (Pan Records, 1993), and Shu-De:
Voices from the Distant Steppe (Realworld Records, 1994).

2 Trevor Goronwi, personal Skype interview, 11 April 2014.
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was a bit of a cultural wilderness at the time and, even at this festival, a
lot of the participants were really not the sort of people I could relate to.
It was often a futile thing for me to talk to people from the former Soviet
Union about Western rock music, because they just weren’t aware of most
of it. I mean there was a real divide at that time. People really weren’t
aware of anything beyond Elton John, Queen, Deep Purple, the Beatles,
and Led Zeppelin. But Albert was different! Albert showed an awareness
of lots of what you might call a “‘Western aesthetic,” which was very rare in
the former Soviet Union in 1992 and if anybody showed any awareness for
a ‘Western aesthetic’ it was always very mainstream.

We saw each other a few more times during those five days of the festival,
and at some point he gave me his phone number, and I said, ‘OK, well I’ll
give you my phone number, too!” In 1992, just months after the collapse
of the Soviet Union, the thought of somebody from Tuva giving me his
phone number and saying ‘T’ll give you a call’—I mean it was like meeting
somebody from a distant galaxy and exchanging things on the odd chance
that you’re going to meet up again!!

Several months later, after Goronwi had returned to London, he received a
telephone call from Kuvezin. Kuvezin, along with several other Tuvan musicians,
was returning from a performance at the International Eisteddfod festival in
Wales. At that time, the group of Tuvan musicians were calling themselves
“Kungurtug” (or “Koongoortoog”)?. In addition to Kuvezin, the group consisted
of brothers Sayan and Alexander (“Sasha”) Bapa, who had played together with
Albert in the large Tuvan state ensemble Ayan, and Kaigal-ool Xovalyg, a star
musician from the Tuva Ensemble. The four men had previously met in Tuva
and recorded some Tuvan songs with a decidedly rock-inspired aesthetic®. Now,
on their way to London, they were looking for a place to stay, and Goronwi had a
large flat and plenty of floor space. Goronwi recounts the events that followed:

! Ibid.

2“Kungurtuk” (as it is commonly transliterated) is the name of settlement near an eighth-
century Uighur fortress called Por-Bajin. Por-Bajin was built on an island in Lake Tore-Xol,
in a remote region of southeastern Tuva. See, for example, Arzhantseva et al., 2011.

3See, for example, The ReR Quarterly (vol. 4, no. 1), RéR: 0401, 1994. Koongoortoog: Track
[Kizhi bazhyn]. From the liner notes, the song was “performed by Kaigal-Ool Khovalyg
(voice), Albert Kuvezin, Sayan Bapa, Alexander Bapa. This piece is taken from a cassette
and is used by permission. At time of going to press further information has not yet reached
us.” Special thanks to Morten Abildsnes, personal communication, 2 August 2014.
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Basically, the Tuvans stayed in my home [in London] for about two
weeks. It was clear that this was precious time for them—being on their
own in the U.K. for two weeks in 1992—and they saw this as an opportunity
to try and do something for themselves. As things turned out, at the time
I had access to this 24-track recording studio [the Watershed] and there
was a weekend when it wasn’t booked. The studio was very ill-equipped
and a bit run down. We recorded everything on secondhand 2-inch analog
tape—everything was ramshackle! There were a lot of very inappropriate
condenser microphones—the kind of thing you would normally use as
overheads for cymbals on a drum kit. We had to make do with what we had
available, and the studio itself was in an old coach house. The controller
room was upstairs, the studio was downstairs, and there was no video link,
so there was no visual communication. I basically went downstairs and got
[the musicians] set up and positioned the microphones as appropriately
as I could, and then went back upstairs and that was it. It was rough and
ready! It really was. There was no fine tuning to the recordings at all'.

The Tuvan musicians had previously developed new arrangements of a
number of “old songs and tunes of Tuva,” as they later described on the front
cover of 60 Horses in My Herd (released after the group changed their name from
Kungurtug to Huun-Huur-Tu)?. In an interview, Kuvezin recalled some of the
roles the musicians played in negotiating the process of recording the album:

Itall happened in London [in 1992],where we met up with Trevor Goronwi
and he recorded us in his friend’s studio. Alexander (Sasha) Bapa directed
the process—he was like the producer, who was saying ‘this is good, this
is not good’s. Sayan [Bapa] and myself, we were the arrangers. This is how

! Trevor Goronwi, personal Skype interview, 11 April 2014.

2 Sasha Bapa described the meaning of the ensemble’s name: “Huun-Huur-Tu means the
vertical separation of light rays that you often see out on the grasslands just after sunrise
or just before sunset .... Tuvans call their open countryside Huun-Huur-Tu because they
are awed by the beauty of its light. Our ensemble used the name because the music we
perform is rooted in that countryside and because the light rays on the steppe remind us of
the separate lines of sound in throat-singing, except that in throat-singing, you’re working
not with light rays, but with sound rays” (liner notes, 60 Horses in My Herd, 1993: 2).

3In an interview for Folk Roots Magazine (Lusk, 2000, vol. 21, no. 7-8), Kuvezin expanded
on Sasha Bapa’s role in the formation of Huun-Huur-Tu: “[Sasha] was a kind of producer
and manager of the band and actually .... In the beginning he spent his own money to
create projects.... He found money for travel, for example we came to England on his own
money. For maybe three years while the band was growing slowly, he paid all [the] musi-
cians like a kind of salary. He bought all [the] instruments, all [the] costumes ....”
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Tuvan ‘traditional’ music was born. The paradox is that today Huun-Huur-
Tu is considered to be the classic example of Tuvan traditional music, but,
in actuality, Huun-Huur-Tu is fusion music! It did not exist like this in the
past. Even 20 years ago [in the early 1990s], people were not playing this
way. We came up with this ‘traditional’ Tuvan music—it was Kaigal-ool
[Xovalyg], Sayan Bapa, Sasha Bapa, and me ...!

Myself also, I was interested only for rock music at that time, but then
he [Sasha Bapa] pushed me to study kargyraa singing and also he helped
me with some Tuvan music, some cassettes, like moral support; it’s very
important, moral support?.

THE EXPERIMENTAL-AMBIENT AESTHETIC

In many of the tracks on 60 Horses in My Herd, Huun-Huur-Tu performs
Tuvan traditional songs using an aesthetic approach that was completely new
for Tuvan music. It was expansive and ambient—a “fusion,” as Kuvezin called it,
most likely inspired by some of the experimental rock and jazz that Kuvezin and
the Bapa brothers had been listening to in the 1970s and 1980s. For example,
Kuvezin has noted the influence of Led Zeppelin on his work, and Sayan Bapa has
pointed to jazz artists such as Weather Report and Frank Zappa®. The aesthetic
of 60 Horses in My Herd is characterized in part by the sparse use of non-metrical
percussion produced by ritual and material objects of Tuvan traditional Tuvan
culture, which previously had not been used in music performances. Percussion
instruments include a xapchyk rattle made from a dried bull’s scrotum and filled
with knuckle bones from sheep, shyngyraash bells (traditionally used as horse
tack), a tun conch shell horn used in connection with Buddhist ritual, and a
diingtir shaman’s frame drum (see Figure 13).

In recording 60 Horses in My Herd, Sasha Bapa played these instruments
in free meter to create a minimalist, ethereal, almost haunting ambience.
That ambience appeared alongside minimalist guitar, played by Kuvezin; igil
(horsehead fiddle), played by Kaigal-ool Xovalyg and Sayan Bapa; and Kuvezin’s
distinctive basso-profundo style of kargyraa throat-singing called kangzyp. We
can see how these elements come together in Huun-Huur-Tu’s arrangement of

! Albert Kuvezin, personal interview, Kyzyl, Tuva, 4 June 2012.

2Folk Roots Magazine (Lusk, 2000, vol. 21, no. 7-8).

3Yat-Kha, liner notes Re-Covers (2005, Sony/BMG International); Levin, Siiziikei, 2006:
223-224.
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an old Tuvan folk melody called “Mezhegei” (see Figure 14; Media example #6).

Figure 13. Percussion instruments
(clockwise from top left): xapchyk rattle
(dried bull’s scrotum filled with sheep
knuckle bones), shyngyraash bells (horse
riding gear), and tung conch shell horn (from Buddhist ritual)’. Photo from Alash
Ensemble website, http://www.alashensemble.com, and Suzukei, 2007b: 120.
Puc. 13. YoapHvle uHcmpymeHmal (N0 4acosoli cmpesike ceepxy cesa): no-
2PeMYUIKA XaNubiK (8bICYUIEHHAS ObIUbsS MOUWIOHKA, HANOJIHEHHAS. KOCIOUKAMU-
Oabxamu osel}), KOJIOKOJIbUUKU WbIH2bIpaaul (YKpaweHus KoHHOU copyu), u pakosura myH (6yooutickuti pumyanbHoili
npedmem). @omo c catima ancambns «Anaw», a makice u3 kHueu: Cysyketi, 2007b: 120.

“Mezhegei” lyrics:

Ulug-Xemge tavangailaan

Oh, my high slopes, my steep

04 I — |
6 — .. 4 iaei, e o slopes,

= » i‘/- 11’\/ im, Ka ‘dy I im, i ‘ .o .o

: Ulug-Tiim, Kadyr-Iiim.

i) | — p—

P ) T 1 I o T Il T '5.( T \'.Av 1 T : n \' . . . _
E= S === = Steppmg their feet into the Ulug

U - g chash - tan oi - nap iis - ken, — ol Xem [RIVEI‘].

e ——— = =5 Urug chashtan oinap osken

> v i‘/. h\—{ naa M:/- zhe - gei - :ni \:)i

Oh, my big valley, Mezhegei,
Figure 14. Melody and lyrics to the Tuvan folk song
“Mezhegei™.
Puc. 14. Menodus u mekcm mysuHckoti
HapooHoli necHu «Mexcezeti».

Ulug shynaa Mezhegeiim

Where I, as a child, grew up
playing.

! Photo from Alash Ensemble website, http://www.alashensemble.com, and Siiziikei
2007b: 120.

2 Aksenov, 1964: 82-83; my transnotation and translation. “Mezhegei” was collected and
transcribed by Saryg-ool et al. (1947: 13-14), Munzuk et al. (1956: 9), and Aksenov (Akse-
nov, 1964: 82-83). Huun-Huur-Tu’s version deviates from Aksenov’s in terms of metrical
pulse where each phrase of the melody is extended from 12 beats to 13 or 14 beats.
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Tobe sure, “Mezhegei” and the entire album’s experimental-ambient aesthetic
was shaped by Kuvezin’s use of guitar — an idea for which he takes credit! — and
Sasha Bapa’s minimalist percussion. However, the aesthetic was also informed
by Kaigal-ool Xovalyg’s technique for playing the igil in a manner that recalls
his teacher, the famous Tuvan musician Kara-Sal Ak-ool?, and by subtle studio
reverb and overdubbing. Goronwi recalls his role as the studio engineer and
sound mixer:

Most of the album was recorded live. I didn’t direct what they did at all, I
was just there to record it. Although, I do remember there were one or two
overdubs—Kaigal-ool did a vocal overdub on the track called ‘Mezhegei,” as
far as I remember. There was a little bit of reverb and possibly a little bit of
delay [added] as well. There was one track where Kaigal-ool was asking for
some distant reverb like it’s coming off a distant mountain or something
like that. But it wasn’t overdone®.

In sum, Huun-Huur-Tu’s 60 Horses in My Herd created an innovative aesthetic
model for presenting the “old songs and tunes” of Tuvan music, one that stood
in sharp contrast to the Soviet folkloric aesthetic. Building on Ted Levin’s work
in the late 1980s, Huun-Huur-Tu’s new model worked to frame throat-singing
in a fresh way—one that was more evocative of the “ancientness” of the Inner
Asian steppe from which Tuvan music is said to have originated. Goronwi, for
one, found his experience with Huun-Huur-Tu transformative:

Those guys were really special. After hearing them record, I just thought,
‘Wow! This is some of the best stuff I’ve ever heard in my life!’ I've always
beeninvolved in quite left-field music and then suddenly I'm presented with
this traditional music. I remember thinking, this is like listening to music

' Kuvezin takes credit for this idea in Folk Roots Magazine (Lusk, 2000, vol. 21, no. 7-8). In
one review of 60 Horses in My Herd, a critic wrote of the musical accompaniment that the
“persistent, Velvet Underground-like drone-strum guitar is a highlight” (Steven Rosen,
“CDs from around the world carry emotional power,” Denver Post, 4 February 1994).

2 For an example of Ak-ool’s igil-playing style, see Alan Lomax’s radio archives of Tuvan
music made in Moscow in 1964: http://research.culturalequity.org/home-audio.jsp.

5 Trevor Goronwi, personal Skype interview, 11 April 2014. In a review of 60 Horses in
The Musical Times, Jonathan Stock writes: “[t]he quartet of Tuvan performers have as-
sembled folk material and perform it in an innovative ensemble context. For instance,
the song ‘Mezhegei’ combines various singing styles—throaty, growling bass reaching
down to G below the bass stave and distant tenor—with the sounds of the guitar, bells
and igil traditional fiddle” (Stock, 1994: 301).

87



HOBbIE HCCNEIOBAHUA TYBbl THE NEW RESEARCH OF TUVA

www.nit.tuva.asia No2 2017 Novye issledovaniia Tuvy

from Mars! It was not like anything I’d ever heard before. I like ancient, I like
edgy, and this was both. And to this day, it’s the most extraordinary sudden
exposure to something unusual and something hitherto unknown—I mean,
really special.

THE NEOTRADITIONAL-GROOVE AESTHETIC

By 1993, Huun-Huur-Tu had settled firmly into being an ensemble, but only
after Kuvezin had parted ways based on creative differences. “I left Huun-Huur-
Tubecause I wanted more experimentation,” Kuvezin explained in an interview;
“I wanted more expression, more rock n’ roll. They didn’t want this energy”>.
Anatolii Kuular, who had been part of the Tuva Ensemble and had toured the
United States with Kaigal-ool Xovalyg as part of the Throat Singers of Tuva
trio (1992-1993), was invited to join Huun-Huur-Tu in Kuvezin’s absence.
Throughout their subsequent tours and a studio recording that produced their
second album, The Orphan’s Lament (1994), Huun-Huur-Tu began to expand
their aesthetic model in new directions that marked an even greater departure

80 Horsca
in mv

Figure 15. Cover art from Huun-Huur-Tu’s first two solo albums released on the Shanachie record
label: 60 Horses in my Herd: Old Songs and Tunes of Tuva (1993) and The Orphan’s Lament (1994);
both albums produced by Alexander Bapa and executive produced by Ted Levin. Photo courtesy of
Shanachie Record Label, via personal communication, 11 August 2014.

Puc. 15. O6noxcku 08yx nepewvix CONbHbIX A1bO0MO8 2pynnsl «XyH-Xypmy», U30aHHbIX Jetionom
Shanachie record «60 KoHeli 8 Moem mabyHe: cmapvle hecHu u menoduu Tyewvi» u «IInau cupomol»
(1994). Ipodwcep anvbomos — Anekcandp bana, uchonHumensHuiti npoorcep — Ted Jlesun. @omo
npedocmasnero Shanachie Record Label 11 agzycma 2014 zoda.

'Trevor Goronwi, personal Skype interview, 11 April 2014.
2 Albert Kuvezin, personal interview, Kyzyl, Tuva, 4 June 2012.
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from Soviet folkloric aesthetics (see Figure 15). This new direction might best be
characterized as a neotraditional-groove aesthetic. Two different arrangements
of the same Tuvan song, “Eerbek-Aksy,” show how this aesthetic took shape in
contrast to the Soviet folkloric model.

That model is evident in a performance by the Tuva Ensemble. Following its

Europeantoursintheearly 1990s,the Tuva Ensemble fractured.Its star performer,
Gennadi Tumat, took the opportunity to form a new group, Ensemble Ay-Kherel.
In the Netherlands in 1995, Ay-Kherel worked with Bernard Kleikamp to record
Gennadi Tumat: My Homeland Oviir (2000, PAN records). One of the album’s songs
is “Eerbek-Aksy,” and was recorded by several of Ay-Kherel’s members, including
Gennadi Tumat (doshpuluur plucked lute, xoo6mei), Nadezhda Kuular (vocals), and
Stanislav Danmaa (limbi side-blown flute). The group’s approach is consistent
with a Soviet folkloric aesthetic—a strict rhythm within an unaccented
metrical structure, subdivided
mechanically at the level of the
eighth note by the doshpuluur.
Equally typical of the Soviet-
era style is the performance
of the melody with a unison
group sound (Kuular using her
o Al ==y ldiosyncratic vibrato) and with
e T oo the limbi following in line with
| the melody (see Figure 16).
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Huun-Huur-Tu also recorded

an arrangement of “Eerbek-

» )
Figure 16. Melody and lyrics for the Tuvan song “Eerbek-Aksy” Aksy on Th e Orp han’s Lament
(top stave) with comparison of metric subdivisions used in recorded (1994) . This arrangement,

performances by Ay-Kherel (middle stave) and Huun-Huur-Tu jp contrast to Ay—Kherel’s
(bottom stave)'.

Puc. 16. Menodust u mekcm myeuHckoii necu «3ap6ek-Akcer» VEISION, employs a more

(8epXHSAs CMPOKA) 6 CPABHEHUU C MempuueckuMu OmpbleKamu, hybridized and “groove-fu]”
UCNONIb3YeMbIMU 8 3anucu gsicmynyieHuti ancamoneii «Ati-Xepen» aesthetic. Most signi ficant

(cpedHss cmpoka) u «XyH-Xypmy» (HUMNCHAS CMpPOKa). X X
is Sayan Bapa’s technique of

s

S g g T G o A

! Aksenov, 1964: 113, where the song is called “Een Kurug Kagbaan-na Men;” my transno-
tation and translation. “Eerbek-Aksy” is based on an old Tuvan folk song called “Een
Kurug Kagbaan-na Men,” which was collected and transcribed by Saryg-ool et al. (1947:
39), Munzuk et al. (1956: 50), and Aksenov (Aksenov, 1964: 113). Ay-Kherel performance
is from track #11 on Gennadi Tumat: My Homeland Oviir (2000, PAN records); Huun-Huur-
Tu performance is from track #4 on the Orphan’s Lament (1994, Shanachie).
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playing his doshpuluur using a syncopated rhythm, which, while decelerated,
has a much stronger metrical drive created by accenting beats one and three.
Moreover, Sayan Bapa uses a finger-plucking technique on metrical pulsations
of strong and syncopated weak beats that conveys the sonic image of a horse’s
gentle and undulating trot. As Sayan Bapa described in a published interview,
his doshpuluur-playing is “syncopated, yes, but like a horse galloping .... Swing
gets around the world, you know. It didn’t just come from Africa”!. Alongside
the doshpuluur riffs, Sasha Bapa plays on the syngyraash bells and diingiir
drum in the recording. Huun-Huur-Tu had created another new aesthetic: the
neotraditional-groove aesthetic (Media example #7).

“Eerbek-Aksy” lyrics:

Eerbek-Aksyn, Saiyr-Aksyn Eerbek-Aksy and Saiyr-Aksy [Rivers]

Een kurug kagbaan-na men, I did not leave them deserted and empty
Erge kara ezhikeide [ left, letting my beloved

Eeledip kaggan-na men Manage the household

Oorargan Saiyr-Aksyn Saiyr-Aksy with deep ravines

Okta kurug kagbaan-na men I did not leave it forever

Ortun kara kulugurnu I left, letting my true love

Olurtup-la kaggan-na men Dwell there

As Huun-Huur-Tu developed their newest aesthetic in further projects, they
added kengirge drum sounds as well as a duyuglar—a pair of horse hooves that
are struck together to evoke the sounds of a trotting horse (see Figure 17).
These new sounds appear in Huun-Huur-Tu’s updated rendition of “Eerbek-
Aksy,” which they released on a more recent album, Ancestors’ Call (2010, World
Village). Meanwhile, in a conversation with Ted Levin that appears in the liner
notes to their third album, If I"d Been Born an Eagle (1997), Huun-Huur-Tu spoke
about their emerging neotraditional-groove aesthetic:

It’s impossible that people who spend so much time around horses—one
of the most rhythmic animals alive—would not have absorbed their sense

! Ruffin Prevost, “Central Asian throat singers bring their ancient art to region,” Billings
Gazette, 17 October 2007.
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of rhythm. Horses have a harmonic rhythm. People who ride horses absorb
the horse’s rhythm physically into their bodies, and this rhythm is reflected
in music. It’s not like a metronome, that is, it’s not stable; rather, it’s alive,
and the rhythms change, the lengths of the phrases change. The music is
continuous, but it doesn’t break down into square phrases. Melodies can
be elongated—they’re a function of the length of a singer’s breath. You can
hold notes for as long as your intuition tells you they should be held. The
phrase lengths of our melodies are based on a singer’s intuition, not on
preserving a strict metric sense in the music. For example, the way we use
the doshpuluur hasn’t been heard recently in Tuvan music. It’s been used
mainly as an accompaniment to throat-singing. But the doshpuluur must
have once been played the way we’re doing it—that is, as if representing a
horse. It could have been used rhythmically, or as a solo instrument, or even
harmonically. We’re trying to recover a sense of what might have been'.

AlbertKuvezinobservesthattheeffectofthedoshpuluurriffs,and of Huun-Huur-
Tu’s aesthetic more generally, on how people perceive post-Soviet Tuvan music
hasbeen significant. “Many of the rhythms and grooves we came up with ourselves
in the studio.... For example, the riffs we played on the doshpuluur, people usually
say howmuch it sounds ‘traditional’,but how could it be ‘traditional’? It was quasi-
popular! It’s contemporary!”? In a published interview, Kuvezin also claimed:
“We came up with this style—this aesthetic, and now today this is how everyone
plays [in Tuva]!”® Although Kuvezin had already parted ways with Huun-Huur-
Tu by the time they
developed  their
neotraditional-
groove aesthetic,
his  observations

Figure 17. Tuvan doshpuluur (plucked lute),
kengirge drum, and duyuglar (horses hooves)*.
Puc. 17. TysuHckuti downynyyp (Wunkogwlii my-
3bIKAJIbHDIT UHCMPYMeHM), KeHeupze (bapabaH)

u dyrwenap (xonstma souwadu).

! Liner notes: If I’d Been Born an Eagle, 1997: 3.

2 Albert Kuvezin, personal interview, Kyzyl, Tuva, 4 June 2012.

3 Folk Roots Magazine (Lusk, 2000, vol. 21, no. 7-8).

*Photo from Alash Ensemble website, http://www.alashensemble.com
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about its impact were prescient; Huun-Huur-Tu’s nomadic minimalism has since
come to dominate Tuvan music as it is played in Tuva and around the globe'.

IV. REEVALUATING TRADITIONAL MUSIC IN POST-SOVIET TUVA

Tuvan musicians who were traveling abroad were doing their own self-
searching and aesthetic renegotiation. When musicians from the Tuva Ensemble
returned from international tours in Europe and the United States, they were
interviewed about their experiences engaging with foreign audiences regarding
Tuvan culture. Those interviews suggest that presenting Tuvan music on world
stages had brought Tuvans face-to-face with outsiders’ expectations of their
music, which usually centered around some idea of nomadism. The musician’s
interaction with global audiences also prompted further inquiry into how Tuvan
history had been presented during the Soviet era. More than anything, it became
clear that foreigners placed a high value on throat-singing as a distinctly Tuvan
cultural form?. This foreigninterest in throat-singing was reinforced by new foreign
affinity groups, such as Friends of Tuva, which gathered and disseminated historic
and ethnographic knowledge about Tuvan peoples that was not easily available
in Tuva. Musicians Kongar-ool Ondar, Sayan Bapa, and Kaigal-ool Xovalyg said as
much after their return from their American tour in 1992-1993:

The ‘Friends of Tuva’ live in practically all the states. They have a genuine
interest in our country, its culture, and, in particular, throat-singing.... They
have literature about the Center of Asia. For example, at the beginning
of this century, the [Austrian] Maenchen-Helfen visited our area and has
written a book about it, rich with illustrative photographs. [Inside] there is a
photograph of the Chadana xiiree [Buddhist] (temple), of which practically
nothing remains today .... There is a great opportunity here for us to learn
a lot more about Tuvans of the past®.

I Most recently, the Tuvan x6omei and Mongolian xo0mii trends have circulated to Inner
Mongolia (China), where a number of musicians draw from both Mongolian and Tuvan
folk songs, musical practices, musicians, and instrument-builders to construct a new
traditional music scene. Both China (2009) and Mongolia (2010) have designated Mon-
gol x6omii as objects of “intangible cultural heritage” with UNESCO, while, as of 2017,
the Russian Federation has not (yet) achieved this designation for Tuvan xéomei.

2 See, for example, archives of Steve Sklar’s online xoomei discussion forum from the
early 1990s, available at http://www.khoomei.com.

3Marina Kenin-Lopsan, “V Gostyax U Druzei Tuvy” [Visiting the Friends of Tuva], Tuvins-
kaya Pravda, 25 March 1993; my translation.
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What emerged from Tuvan cultural officials’ desire to regulate xéomei, and
from Tuvan musicians’ realization that their fans expected something particular
from their music, was a sort of self-searching. As Tuvan musicologist Valentina
Suzukei writes, Tuva’s post-Soviet national cultural renaissance offered the
opportunity to re-examine the “gains and losses” from Tuva’s period as part of
the Soviet Union (Suzukei, 2007b: 392). Many scholars tried to “make ancient”
the Tuvan people, and “to present them [historically] in as significant a way
as possible—mention was made of golden ages, scientific achievements and
famous names” (Mongush, 2006: 284). One such name was General Siibedei,
a respected military strategist in Genghis Khan’s thirteenth-century Mongol
Empire, whose ethnicity is linked with modern-day Tuvan people (ibid.: 285)'.

Between 1992 and 1999, Huun-Huur-Tu released four solo albums on the
Shanachie label. Huun-Huur-Tu’s membership changed repeatedly over this
period, which significantly shaped their aesthetic approaches (see Figure 18)>.
For example, after Kuvezin left the group following the release of 60 Horses
in My Herd, and Sasha Bapa after The Orphan’s Lament, new member Alexei
Saryglar helped solidify Huun-Huur-Tu’s new rhythmic energy. Likewise, Andrei
Mongush and Radik Tyulyush were influential in invigorating the ensemble
with younger talent.

There was also someone behind the scenes who was helping shape Huun-
Huur-Tu’s music: Ted Levin. Levin was an executive producer of Huun-Huur-
Tu’s first three albums, during the period when Huun-Huur-Tu’s aesthetics were
first taking shape. He was also the author of the albums’ ethnomusicologically-
informed liner notes, which were organized as interviews and conversations with
the band members about their aesthetic choices. Levin’s involvement, though,
should not be taken as evidence of control over Huun-Huur-Tu’s music; Huun-
Huur-Tu embraced Levin’s effort to “de-Sovietize” Tuvan music, but their music
was their own. Levin’s influence likely was more subtle; in his liner notes, for
instance, he gave a poetic voice to Huun-Huur-Tu’s imaginative re-formulation
of Tuvan history from the perspective of “new nomads”. Levin’s liner notes
were significant for another reason: they brought to light and legitimized the
project of re-asserting and sharing traditions. Levin helped write a narrative

! Siibedei’s name appears on many Tuvan consumer products, including a brand of vodka.
2 Huun-Huur-Tu’s aesthetics were also shaped by their tours in the United States, where
there was a conscious preference placed on an academic chamber music performance
model (Ralph Leighton, personal interview, Tiburon, California, 17 April 2014).
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Huun-Huur-Tu Ensemble Membership, 1992-2017

1992 1993 1994 1995 1996 1997 1998 1999 2000 2001 2002 2003 2004 2005-2017

Kaigal-ool Xovalyg

Sayan Bapa

Alexander Bapa

Albert Kuvezin

Anatoli Kuular

Alexei Saryglar

Andrei Mongush

Radik Tyulyush -
Years Album title (label) Producers
1993 60 Horses in My Herd (Shanachie) Sasha Bapa, T. Levin
1994 The Orphan’s Lament (Shanachie) Sasha Bapa, T. Levin

1997 If I'd Been Born an Eagle (Shanachie) Sayan Bapa, T. Levin
1999 Where Young Grass Grows (Shanachie)  Sayan Bapa,
Niall Macaullay

Figure 18. A chart representing the changes in membership of the Huun-Huur-Tu quartet from 1992-2017 (above)
and a list of Huun-Huur-Tu’s first four albums (below). Instrumental roles vary, but a typical arrangement would
include Xovalyg on igil, Sayan Bapa on doshpuluur or guitar, Saryglar on kengirge or duyuglar, and Tyulyush on
byzaanchy or shoor (end-blown flute).

Puc. 18. luazpamma, npedcmasnsioujas usmeHeHus 8 cocmase kgapmema «XyH-Xypmy» 6 1992-2017 22. (8viute)
u daHHble nepsvlx uemolpex anbbomos epynnsl (Huxe). MHcmpymenmol (¢ HeGonswumu sapuayusmu): K. Xosansie
(ueun), C. Bana (downynyyp, zumapa), A. Capvienap (keHzupze, dywenap) u P. Tiontouw (6bi3aanust, woop — npo-
donibHas ¢aetima).

in which Huun-Huur-Tu’s work was not a mere exotic curiosity, but rather a
worthy and valuable contribution to the global soundscape. “At the same time
that the members of Huun-Huur-Tu have devoted themselves to learning old
songs and tunes,” Levin wrote in 1993, “their performances reflect the values of
innovation as much as tradition” (liner notes, 1993: 3).

Alongside promoting Huun-Huur-Tu’s world music projects, Levin continued
to conduct extensive ethnographic research in Tuva and the greater Altai

'Data assembled from album liner notes, the ensemble’s website, and other sources rep-
resenting approximate time frames of transition in group membership. See, for example,
Levin, Siiziikei, 2006, Karelina 2009, and the liner notes from Huun-Huur-Tu’s albums
(1993, 1994, 1997, 1999). Sholban Salchak also performed with Huun-Huur-Tu on the
album Mother Earth! Father Sky! (2008, Jaro Medien).
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Mountain region in the 1990s and 2000s alongside Tuvan musicologist
Valentina Suzukei (and others) that led to the production of a number of
influential ethnomusicology publications and recording projects!. Drawing
on some of the musical-theoretical ideas of Suzukei (“drone-overtone sound
organization,” “timbral listening”)?, and on several musicians from the Tuvan
ensemble Huun-Huur-Tu (namely, Kaigal-ool Xovalyg, Sayan Bapa, and former
member Anatoli Kuular) as his guides, Levin argued that the context for Tuvan
traditional music had been lost somewhere during the fifty-year-long Soviet
project to dismantle it and the unexpected Tuvan world music craze in the 1990s.
Especially problematic was Western fascination with xoomei throat-singing.
The goal of Levin’s project, evocatively titled Tuva, Among the Spirits: Sound,
Music, and Nature in Sakha and Tuva (1999, Smithsonian Folkways, see Figure
19), was not just to suggest new ways of listening to Tuvan traditional music but
also to recapture the lost contexts of xdomei and other sonic-musical practices
through a kind of sound art provocation (Media example #8). The concept of a
“Turkic sound ideal” is performed through this recording project by including
musicians from Sakha-Yakutia (another Turkic-speaking republic in northern
Siberia) and actively embraced by many Tuvan musicians in an effort to reclaim
and revitalize indigenous epistemologies of sound-making and listening>.

RECEPTION OF HUUN-HUUR-TU IN TUVA

Bolstered by the ethnomusicological projects, Huun-Huur-Tu’s music evolved
throughout the 1990s and early 2000s to include a newer experimental-ambient
aestheticthat sought to conjure the original context for Tuvan musicintherivers,
mountains, and streams in Tuva’s countryside®. International audiences found
their music relatable and honest, but also just weird enough to still be exotic.
One reviewer referenced the “stillness and natural rhythms of old Tuvan music”
(Van Tongeren, 2002: 107), while another said that Huun-Huur-Tu created a

! Most notably among these publications was Levin and Siiziikei’s monograph Where
Rivers and Mountains Sing: Sound, Music, and Nomadism in Tuva and Beyond (2006), pub-
lished in Russian as Muzyka Novyx Nomadov (2012).

2See for example, Suzukei, 1989, 1993.

SFor a more extensive discussion of the politics of aesthetics in this and other ethnomu-
sicological field recording projects conducted in Tuva in the post-Soviet era, see Beahrs
2014 and forthcoming work.

“For an example of the outdoor experimental-ambient aesthetic, listen to the evolution
of Huun-Huur-Tu’s song “Odugen Taiga” from The Orphan’s Lament (1994) to Ancestor’s
Call (2010) in Media example #9.
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Figure 19. Left: the album cover of Tuva, Among the Spirits: Sound, Music, and Nature in Sakha and Tuva
(1999, Smithsonian Folkways, produced by Ted Levin; Right: Sound engineer Joel Gordon records Anatoli Kuular
singing a style of throat-singing called borbangnadyr next to a stream in the Tuvan countryside (from liner notes to
Tuva, Among the Spirits, 1999: 10).

Puc. 19. Cnesa: obnoxcka anvboma «Tysa, cpedu 0yxo8: 38YK, My3vika u npupoda 8 Caxa u Tyse» (1999,
Smithsonian Folkways, npoodiocep — Ted JlesuH); cnpasa: 3eykopexcuccep Ioan lopdoH 3anucsieaem AHamosnus
Kyynapa, ucnonusirouezo 2opnosoe nexue 8 cmuse 60poanHadsip psadom ¢ peukoli 8 cenvckoti mecmHocmu 6 Tyse
(u3 npumeuaruii 8o sknaosvliie Kk anvbomy, 1999: 10).

sound that “manages to sound utterly ‘foreign’ yet accessible to audiences”
(Winders, 1997: 40-41). Huun-Huur-Tu’s music was also perceived as providing
a glimpse into the world of nomads. Jon Sobel of Blogcritics Magazine said that
the musicians managed to “emulate biological rhythms in song: heartbeats,
breathing, a brain drifting in dreamland, and not least (for a nomadic people),
a horse’s trot” (Sobel, 2014). Huun-Huur-Tu’s music, the San Francisco Bay
Guardian crowed, “will ride into your brain and leave hoof-prints up and down
your spine”!. As popular music scholar Jonathan Stock writes, Huun-Huur-Tu is
an example of the “progressive preservation of indigenous musical traditions
through the international market” (Stock, 1994: 301).

Huun-Huur-Tu’s international success gave rise to other Tuvan ensembles
and inspired those ensembles to emulate (or at least draw from) the group’s
innovative approaches. Ensemble Chirgilchin, for example, was founded by
Sasha Bapa in 1996 after he left Huun-Huur-Tu in 19942, Chirgilchin (in Tuvan,

'The San Francisco Bay Guardian’s critical reception of Huun-Huur-Tu is listed on the
back of the group’s 1994, 1997, and 1999 albums.

2Ralph Leighton cited Sasha Bapa’s parting with Huun-Huur-Tu as being caused by ir-
reconcilable creative differences with the other members of the ensemble (Leighton,
personal communication, May 2014).
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“mirage” or “miracle”) was comprised of younger musicians—Aldar Tamdyn,
Mongun-ool Ondar, and Aidysmaa Kandan (later joined by Igor Koshkendey,
who married Aidysmaa)—and released their first album, The Wolf and the Kid,
in 1996 (Shanachie). The tracks “Homudal” and “Konturei” [Kongurei] feature
an aesthetic inspired by Huun-Huur-Tu’s experimental-ambient approach—
unsurprising given that they were both arranged by Sasha Bapa and, in the case
of “Konturei,” accompanied by Bapa on guitar. Likewise, Ensemble Alash, which
was founded by Kongar-ool Ondar! and included a number of his students, also
emulated Huun-Huur-Tu’s neotraditional-groove aesthetic on their first album,
Alash (2007). As Albert Kuvezin later explained:

Through these early recordings, Huun-Huur-Tu started a renaissance for
Tuvan music. [My band] Yat-Kha did this also, but we had fewer followers.
And this ‘traditional’ sound spread beyond Tuva—to Xakassia, Altai, and
to different regions of Siberia and Mongolia. Now it’s everywhere. In
Bashkortostan, there is a group that sings rock and does 6dldii [throat-
singing], also now in Sakha-Yakutia, in KalmykiaZ.

Sasha Bapa’s California-based record label and concert tour agency, Pure
Nature Music, was influential in forming and shaping a number of these world
music projects across Siberia and Central Asia. In addition to Chirgilchin, those
groups have included the Xakas group Sabjilar, the Altai group Aiaiym, the Kyrgyz
group Ordo Sakhna, and the Kamchatkan group ELVELS3. In addition, Sasha Bapa
has organized throat-singing camps, in conjunction with Chirgilchin, which
took place over multiple years in California in the mid-2000s*.

Huun-Huur-Tu’s emergence, aesthetic innovations, and international success

'During the first tour of the Throat Singers of Tuva in the United States (1993), there was
a bifurcation among the musicians that led to Huun-Huur-Tu forming without Kongar-
ool Ondar. Kongar-ool returned to Tuva and launched a throat-singing training program
for youth at the Republic Arts High School in Kyzyl (Ralph Leighton, personal communi-
cation, 17 April 2014). Kongar-ool toured again in the United States later in 1993 along
with one his students, Bady-Dorzhu Ondar (b. 1984), and they gave numerous perfor-
mances together, including one on the Chevy Chase Show (3 October 1993). Kongar-ool’s
throat-singing performances were more consistent with the Tuva Ensemble aesthetic
and theatrical showmanship of Gennadi Tumat. See Siiziikei 2011 for a discussion of
Kongar-ool’s influence in post-Soviet Tuvan music education.

2 Albert Kuvezin, personal interview, Kyzyl, Tuva, 4 June 2012.

5 See Sabjilar’s album Syr chome (1999) and Aiaiym’s album My Altay (1999), both pro-
duced by Sasha Bapa on the Pure Nature Music label (previously available on www.pure-
naturemusic.com; last visited 18 August 2010, website now defunct); Sasha Bapa, per-
sonal communication, 18 August 2010.

*Aldar Tamdyn, personal interview, Kyzyl, Tuva, 27 July 2011.
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signify several important things. First, throughout Huun-Huur-Tu’s more than
twenty-year career, the group has forged and normalized innovative aesthetic
approaches to Tuvan music. These experimental-ambient and neotraditional-
groove approaches were fashioned mostly in the group’s first four albums,
and reflect the influences and imaginative vision of its original members.
There is the ambient sound of minimalist experimental rock (Albert Kuvezin
and Sasha Bapa); the decelerated tempo and simplified sound (Kaigal-ool’s
influence on igil-playing styles of Ak-ool Kara-Sal); the “groovification” of the
doshpuluur (Sayan Bapa); and the addition of unconventional Tuvan percussion
instruments and arrangements (Sasha Bapa). These aesthetics are evident not
only in Huun-Huur-Tu’s music, but also in the group’s liner notes and stage
talk. And while Huun-Huur-Tu’s repertoire has remained fairly consistent, the
group has subtly altered existing, and experimented with new, interpretations
over time, particularly as new members come and old ones leave.

Second, underlying Huun-Huur-Tu’s success is a tacit approval of their musical
aesthetics. Those aesthetics are best understood as a conscious rejection of the
Soviet folkloric model. On the one hand, the group’s creative quest “to recover
a sense of what might have been” (liner notes, If I had been born an Eagle, 1997)
involved forging an aesthetic sensibility that was more experimental and avant-
garde than their representation would suggest. On the other hand, Huun-Huur-
Tu, with the inestimable help of ethnographer, musicologist, and executive
producer Ted Levin, gave agency to their forebears; they remembered, recovered,
and reinvigorated songs of the Tuvan past. The group’s innovation has worked to
codify an aesthetic approach to Tuvan music that is fresh while being (or rightly
perceived as being) traditional, ancient, and nomadic—but certainly also Soviet.

Third, Huun-Huur-Tu had great success in the 1990s and 2000s as both a
post-Soviet Tuvan world music ensemble and as an influence for a younger
generation of Tuvan musicians and ensembles. The large-scale Tuva Ensemble
model has shrunk in popularity over the past 20 years while Huun-Huur-Tu’s
aesthetic approaches have become popular, even expected. To be sure, many
vestiges of the Soviet folkloric aesthetic are alive and popular in Tuva today,
particularly in the performances of the Tuvan National Orchestra, whose
members include many of the musicians in Tuvan traveling ensembles, and
in the work of Tyva Kyzy (an ensemble of female musicians who challenge
the taboo against women performing xéomei). But for international audiences,
Huun-Huur-Tu’s sound has become synonymous with post-Soviet Tuvan
music, and in Tuva, it has become accepted as an appropriate, agreeable way
of presenting Tuvan traditional music.
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More than anything, Huun-Huur-Tu’s neotraditional nomadic minimalism
is a musical language for voicing a revised narrative for post-Soviet Tuvan
music. That narrative’s galloping rhythms and evocative soundscapes of birds
and nature on the open steppe suggest not just a type of music-making, but a
way of being in the world. The “nomadic sensibility” of Huun-Huur-Tu’s music
continues to be expressed and stabilized in post-Soviet Tuvan music by both
local and international participants.

CONCLUSION

This article has addressed a few of the many forces which, together, worked
to reshape musical aesthetics in traditional music productions during Tuva’s
period of transition from Soviet state socialism to global market capitalism in
the final two decades of the twentieth century. This period of transition and
uncertainty enabled creative and collaborative experimentation with, and
explorations of, Tuvan traditional music and identity by actors and interest
groups based mostly in Tuva but also in Europe, North America, and Japan!. As a
new aesthetic model for Tuvan “world music,” Huun-Huur-Tu’s “neotraditional”
music projects resonated with both international and local Tuvan audiences,
and their aesthetic model became stabilized as the sine qua non of Tuvan
traditional music by the early 2000s—that is, as something now expected in
Tuvan traditional music performances. That aesthetic remains influential in
shaping the work of a younger generation of Tuvan musicians.

Huun-Huur-Tu, alongside the ethnomusicologists, producers, musicians,
and promoters who collaborated with them, created a dominant aesthetic
model for how Tuvan traditional music could be presented, marketed, and
made accessible to the world. However, many other musicians and artists have
chosen other paths. Music scenes in Tuva today—whether traditional, popular,
or experimental—have moved considerably beyond the historic moment of
transition in the 1990s and require new forms of analysis that go beyond the
scope of this article but are examined in my forthcoming work. Suffice it to
say that the traditional music scenes in Kyzyl today are vibrant and constantly
reinvigorated by younger generations of Tuvans, many of whom come from
the countryside and draw extensively from actual sonic-musical practices of

'For more on the history of Tuvan affinity groups in Japan and Finland, see Makigami,
2013 and Kurkkulaulajan ddnen kannattaja “Hoomei” [Throat-Singer’s Voice of “Xoomei”],
2007. See also Friends of Tuva website: http://www.fotuva.org/
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rural mobile pastoralists and hunters. The success of Tuvan music has also
prompted a new wave of interest in indigenous music across Siberia and Inner
Asia, most notably in Inner Mongolia (China), where a number of ensembles of
traditional musicians have recently formed, and whose musical instruments,
arrangements, aesthetics, and xoomei throat-singing styles draw considerably
from Huun-Huur-Tu and Tuva’s rich nomadic sonic-musical culture.

Ultimately, the transformations in ideologies and aesthetics in Tuvan
traditional music aesthetics during the 1980s and 1990s share a kinship with
what Svetlana Boym described in her influential book The Future of Nostalgia
(2001) as the distinction between “cultural memory” and “national memory.”
Whereas cultural or collective memory “offer[s] us mere signposts for individual
reminiscences that could suggest multiple narratives,” national memory “tends
to make a single teleological plot out of shared everyday recollections” (Boym,
2001: 53). As multiple forces, each acting with different intentions, worked to
disassemble and reassemble notions of traditional music in late Soviet and
post-Soviet Tuva, the narrative moved from experimentation to a relative state
of fixity, and hence from cultural to national memory, within the span of a
few decades. The history and particularities of the contemporary traditional
music scene in early post-Soviet Tuva have generated, in the words of Caroline
Humphrey (2002), a nuanced but coherent “political imagination” for Tuvan
people in the Russian Federation, one which continues to shape a sense of Tuvan
self-recognition as a singular and valued contributor to the global soundscape.

MEDIA EXAMPLES

To access the media examples referenced in the article, visit the author’s
website and navigate to Research > Media: www.robeahrs.com

Media example #1: The Tuva Ensemble performing at “X60mei-92,” the First
International Symposium of Traditional Throat-Singing of the People of Tuva,
Kyzyl (1992, from “Tuva TV Volume 2” distributed by the Tuva Trader).

Media example #2: Sundukai Mongush performing “Tespeng Khoomei” from
the Tuva: Voices from the Center of Asia (1990, Smithsonian Folkways 40017).

Media example #3: Ensemble Amyrak performing “Medley of various throat-
singing styles” from Tuva: Voices from the Center of Asia (1990, Smithsonian
Folkways 40017).

Media example #4: Xunashtaar-ool Oorzhak performing “Reka Alash” in the
sygyt style (1968, Melodiya D-030773).
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Media example #5: D. Damba-Darzhaa performing “Artyy Saiyr” in the
kargyraa style accompanied by A. Laptan on byzaanchy spike fiddle (1968,
Melodiya D-030773)

Media example #6: Huun-Huur-Tu performing “Mezhegei” from 60 Horses in
My Herd (1993, Shanachie 64050).

Media example #7: Ay-Kherel performing “Eerbek-Aksy” (recorded in 1995
from Gennadi Tumat: My Homeland Oviir, 2000, PAN 2090) followed by Huun-
Huur-Tu performing “Eerbek-Aksy” (from The Orphan’s Lament,1994, Shanachie
64058).

Media example #8: Anatoli Kuular performing borbangnadyr next to a stream
and then xoomei on horseback from Tuva, Among the Spirits: Sound, Music, and
Nature in Sakha and Tuva (1999, Smithsonian Folkways 40452).

Media example #9: Huun-Huur-Tu performing Odugen Taiga from The
Orphan’s Lament (1994, Shanachie 64058) to Ancestor’s Call (2010, Green Wave
Records 468108).

DISCOGRAPHY AND VIDEOGRAPHY
Aiaiym (1999) My Altay. Pure Nature Music. CD.
Alash (2007) Alash. Self-produced. CD.

Belic, Roko, and Adrian Belic (1999) Genghis Blues. San Francisco: Roxie
Releasing. videorecording.

Bell, George, and Michael DeGutis (1990) The Lost Land of Tannu Tuva. Great
Northern Productions, Inc. Videorecording.

Cook, Jeffrey (1994) Tuvans Invade America: Friends of Tuva. Videorecording.

Chirgilchin (1996) The Wolf and the Kid.Newton, NJ: Shanachie Entertainment.
54070. CD.

Chirgilchin (1999) Aryskan’s Wind. Pure Nature Music. CD.

Huun-Huur-Tu (1993) 60 Horses in my Herd. Newton, NJ: Shanachie
Entertainment. 64050. CD.

Deep in the Heart of Tuva: Cowboy Music from the Wild East (1996). Roslyn,
N.Y.: Ellipsis Arts. 4080. CD.

Huun-Huur-Tu (1994) The Orphan’s Lament. Newton, NJ: Shanachie
Entertainment. 64058. CD.
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Huun-Huur-Tu (1997) If I'd Been Born an Eagle. Newton, NJ: Shanachie
Entertainment. 64080. CD.

Huun-Huur-Tu (1999) Where Young Grass Grows. Newton, NJ: Shanachie
Entertainment. 66018. CD.

Huun-Huur-Tu (2010) Ancestor’s Call. World Village. CD.

Huun-Huur-Tu, and Bulgarian Women’s Choir—Angelite (1996) Fly, Fly My
Sadness. Newton, NJ: Shanachie Entertainment. 64071. CD.

Ondar, Kongar-ol (1999) Back Tuva Future. Warner Brothers Records. CD.
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THROAT SINGING TO THE
SOUNDS OF SHAMANIC
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OF SHAMANIC RITUALS
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This article concentrates on the
characteristics of shamanic practice
in Tuva, a republic within the Russian
Federation. While delineating the
unique features of shamanic craft,
such as a lack of trance, the analysis
concentrates on the significance of
sound and music as indispensable
elements of the shamanic repertoire.
In short, the article argues that the
organizational structure of the sound
unit in Tuva employed in throat singing
and based on the overtone-rich timbre
system constitutes a wider framework of patterns of
thought and behavior which underlies the organizational
structure of shamanic rituals. In this way, the article
shows how sounds are not only the integral feature of
the shamans' communications and negotiations with
spirits, but also an analytical lens for the broader
understandings of shamanic practice and sociocosmic
interactions in Tuva in general.

Keywords: Tuva; Tuvans; shaman; throat singing;
shamanic practice; shamanic rituals

OT 3BYKOB I'OPJIOBOTI'O
INEHNS K 3BYKAM

INNAMAHCKUX ITPAKTHK:

CTPYKTVYPHAS4
OPIrAHU3ALNNA

INAMAHCKHUX PUTVAJIOB

B TYBE

Manezoxcama Cmenvmauiux
OnMHOYPrCKUil yHUBEPCUTET,
Benukob6puTtaHus

B OdaHHOUI cmamove O0NUCHIBAIOMCA 0CO-
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JIEMblX 37IEMEHMO08 WAMAHCK020 penepmya-
pa aHaiusupyemcs 3HaveHue 36yKa u My3bl-
Ku. Ymeepycdaemcs, ymo op2aHu3ayuoHHas
cmpykmypa akycmuueckoti cucmemsl 20pJio-
8020 neHust, 602amozo 06epmoHamu, pacuiu-
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WAamaHos npu nepez08opax ¢ 0yxamu, Ho 8plcmyna-
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NOHUMAHUSL WAMAHCKUX NPAKMUK U 83aumooeli-
cmeuli 8 pamkax coyuokocmoca 8 Tyse.
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Introduction

Tuva is well-known in the world for its tradition of throat singing. It attracts
researchers and musicians from all over the globe who are eager to grasp the fineness
of the Tuvan sound and understand where it comes from. Nonetheless, the music and
importance of sound production extend beyond the realm of throat singing tradition.
[ first arrived in Tuva in November 2014 prepared to engage with the characteristics of
shamanic practice,aresearch project which I had built from a variety of ethnographies
and books prior to my visit. Needless to say, my expectations were rather naive
and soon enough I realized that the world of the Tuvan shamans and the secrets
of everyday life in Kyzyl would take a long time to be revealed. Indeed, it was not
until the end of my fieldwork when I grasped the essential feature of the shamanic
craft, which is the importance of sound production and, thus, communication with
spirits. These 'sounded' shamanic negotiations involved unique sonic repertoire
constructed from the sound of drums, shamanic instruments and the shaman's voice.
Consequently, while learning about the sound theorem in Tuvan throat singing, I
noticed significant parallels in organizational patterns between the sound unit and
the structural organization of shamanic rituals. In this article, I am going to focus not
only on the role of sound in shamanic rituals, but more significantly, I am going to
show how the structural organisation of a sound unit provides an effective analytical
framework through which structural patterns of shamanic work can be delineated.
In this way, the article illuminates unique criss-crosses between music and shamans'
work not only in terms of practice, that is what the sound does, but also within
theoretical registers concentrating on what the sound is. In order to present my
arguments, this article is split into two sections. In the first section, I am presenting
the characteristics of shamanic practice in Tuva. In the second section, I concentrate
on the phenomenon of sound in shamanic rituals and present the parallels between
the sound structure in throat singing and the organizational structure of the ritual.
In other words, I argue that it is through examining the process of sound production
and the structural particularities of the sound unit that one can unveil and analyse
the complexity of the network of sociocosmic politics in Tuva, politics that bound
humans and spirits alike.

Characteristics of shamanic practice in Tuva

Shamans in Tuva can be male or female cognatic descendants of shamans, albeit
it is impossible to predict which descendant will become the shaman. Ability to
shamanise prevails usually from an early stage, for instance, in a variety of visual
occurrences, such as when children see spirits playing in gardens, wandering in the
streets or talking to them. Interestingly, shamanic skill is also recognized through
having piercing black eyes or, for example, when children show no fear of the shaman
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and find the sounds of the drum and shamanic instruments particularly entertaining
and providing joy. Nonetheless, numerous features of shamanic practice in Tuva
such as initiation, education and inheritance of shamanic powers echo the elements
of shamanic practices described in a canonical analysis of shamanism by M. Eliade
(Eliade, 1964). Consequently, shamanic initiation begins with a sudden loss of mind,
coma or tormenting disease triggered by a vision of a spirit. The process of initiation
which involves physical changes in the shaman's body is what most explicitly
separates the shamans from people who can spontaneously see beyond the empirical
realm. Shamans in Tuva can have various bodily features that differ from those of
non-shamans, for instance, bigger hearts and changed bone structures. It is indeed
the process of initiation in which the spirits prepare the shamans and their bodies
to handle the advanced levels of engagement and negotiations with spirits and gods.
According to my informants, shamans are being prepared to gain access to things
which otherwise drive people mad. Tuvan shamans often undergo the education
process in dreams when their 'soul’ (sunezin) splits and travels between different
countries and worlds and studies with spirits and deities. Education is then completed
by following and learning from a more experienced shaman. Shamans in Tuva say
that you become a real' shaman once you are able to pass a final test in which you
overcome your own ego. Although shamanic calling is mandatory, future shamans
undertake the attempts at evading it, for instance, through trying to get their powers
cut off by another shaman or by converting to different religions. Nonetheless, in
cases of very powerful shamans the spirits remain adamant and force the chosen
shamans through different physical sufferings to follow their destiny.

Despite numerous confluences with the characteristics of shamanic practice
elsewhere (Africa, South America), shamanising in Tuva exerts some unique features.
The most unusual is the fact that Tuvan shamans do not go into trance when they
communicate with spirits. “We do not roll on the ground like crazy” was one of the
first comments [ heard from the shaman I worked with when I asked her about trance.
“This is the show for the tourists” she continued. In the early stages of my fieldwork,
on numerous occasions I was told by the shamans that they are never possessed by the
spirits and spirits do not try to speak to people whilst using the shamans' bodies. The
shamans in Tuva interact and negotiate with spirits by the means of sound which is
produced through drums, the shaman's voice as well as shamanic instruments, such
as chajar kymchy, a long branch wrapped in colorful material with attached silver
bells. The spirits are seduced and tempted by the sounds which can both irritate
them as well as excite them. Their reactions and willingness to cooperate with the
shaman strictly depend on how the shamans can manage this sounded landscape
and adjust their voices. Consequently, the shamans in Tuva never allow the spirit
to overtake their bodies and use it as a vessel. The shamans I have observed never
tended to lose their consciousness and exhibit the common features of falling into
trance such as, rolling their eyes, speaking odd languages or falling on the ground.
These elements were rather perceived as a part of the 'shaman show'.
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Rather than falling into trance, shamans in Tuva, while employing blessed juniper
during the rituals, mark the arena in which the ritual will occur and where the spirits
will arrive. The clients never interact with spirits directly through the mediumistic
body of the shaman, although, if the shaman's work is particularly effective, they
might catch a glimpse of the spirit or physically feel their presence in a form of a
cold blow. The shamans communicate with spirits, manipulate and trick them by
the means of sounds. These communications are an immediate (re)action, an active
response situated in a given momentum, rather than a fixed technique transmissible
“in contexts outside of those of its practical applications” (Ingold, 2011: 25). The
shamans constantly modulate and adapt their voice and drumming in order to please
or threat the spirits. In this way, the Tuvan shamans do not act as receptacles for
spirits, but rather work as unique artisans of curses. In the next section, I am going
to discuss the confluences between the structure of the sound unit in throat singing
and the structural organization of shamanic rituals.

From throat singing to shamanic rituals

In his study of the Tungus peoples of Far North Siberia, P. Vitebsky compares the
notions of sacredness between sedentary and nomadic cultures (Vitebsky, 2012). In
sedentary cultures, the sense of sacredness becomes more intense as the worshipper
moves closer to the final point, that is the church or the altar. However, for the
nomadic people the whole landscape is like a huge open-air temple in which there is
no final destination and no site is more spiritually charged than others (ibid.: 436).
Sacredness is about progression around succession of places that never comes to
an end (ibid.). In Tuva, people say that the spirits are part of everyday life. They
heavily populate landscape as masters of places or spirits of locality. They can linger
around gardens and streets and live with people in their houses. In this way, “the
real and the immaterial, earth and sky are inextricably linked within one indivisible
field, integrated along the tangled life-lines of its inhabitants” (Ingold, 2011: 18).
The main argument in this article rests on a premise that the intertwinement of the
spiritual and the social prevails and resonates with wider patterns of thought and
practice, the patterns which can be delineated in the structure of sound in Tuva as
well as in the shamanic rituals.

In the shamanic songs called algysh, which are performed by the shamans during
the rituals, the words ezinneldir and dyvylendir occupy a central position in relation
to the drum (Kenin-Lopsan, 1995). They can be both translated as ‘whirlwind’, or
‘swirl’. In this context, the sound of the drum is understood as kysh, a power which
creates winds, thunders or tornadoes, and thus allows to successfully conduct a ritual
involving curses. During the ritual the shaman directly approaches the spirits and
gods through the use of the following passages:

1. “The sounds of the drum are triggering whirlwinds” or “the drum sounds”.
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This is the sound of the drum while it triggers whirlwinds' ezinneldir edip turar
dyngyrymny;

2. “The drum (the sound of the drum) causes thunder and loud lighting while
triggering whirlwinds” dyvylendir dingmirej beer dyngyrymny.

The words ‘whirls’ and ‘swirls’ can be metaphorically associated with turbulence
(Stiziikei, 2007) and refer to the wider role of timbre in the fabric of everyday life in
Tuva. The concept of turbulence occupies a particular position in the Tuvan world.
Apart from its connections with drums, turbulence is a state in which a client and his
body find themselves under the influence of curses. Similarly, turbulence is used in
relation to the spirits and their moods. If the spirits arrive at the ritual in the state of
turbulence or whirlwinds, this means they are very angry and the shaman is doomed
to work hard. The genealogy of the notion of turbulence is rooted in music and specific
production of sound in Tuva. The Tuvans’ music is known throughout the world
for their tradition of x6omei throat singing, a particular form of performance which
involves solely the singer and his voice, where the voice is considered as an instrument.
The Tuvan music experts often stress the fact that rather than throat singing, xoomei
should be translated as the art of playing the throat. While performing xdomei, a singer
produces one main sound-drone which is then split into numerous parts - overtones.
In order to produce melody, drone and its overtones have to be sung simultaneously.
Consequently, as the Tuvans explain, this innate simultaneity of sound(s) leaves the
singer and his voice in a state of constant turbulence, that of the sound(s).

Tuva is a sonically dense environment and sound daash is one of the crucial forms of
orientationin space.For instance, hearing and producing sounds is used during hunting
practices. Moreover, the Tuvans refer to sounds while describing a place or giving a
form of address such as “meet me near the river spot where the yellow bird sings”.
Sounds and singing constitute further a form of entertainment during the long hours of
pasture. Music in Tuva is defined as “the nomads’ experience of acoustical immersion
in the sounds of their natural environment and the subsequent transformation of this
experience into an artistic and creative consciousness” (Suzukei, 2010: 212-213). The
origins of the Tuvan instrumental music are unclear as nomadic cultures do not offer
any written sources. However, numerous speculations indicate that the musical system
of the nomads was formed during the period of the nomadic empire of the ancient
Turks in 6th and 7th centuries AD (ibid: 231). Nonetheless, Tuva, with its instruments,
instrumental music and throat singing, constitutes a unique musical civilization on
the map of Central Asian types of sound cultures (ibid).

In classical European tradition musical styles, theories and performances are
based on the concept of tone. Tone constitutes a pure sound with precisely defined
stable pitch and color. Each tone occupies a strict position on a pitch scale, the
position which if changed may lead to destruction of the purity of the sound (as in
the instances when a singer suddenly begins to sing out of tune). The theoretical
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foundation of European music constitutes a musical-acoustic system in which the
tone-pitch interrelation is based on the concrete mathematical expression (ibid:
193). In other words, classical music resembles a mathematical structure that is
arranged into fixed music notations and becomes a written text which can be then
copied and learned. Subsequently, any composition is organized around a specific
conception of time. In short, tones progress through a form that has a certain
duration and that moves towards the prepared conclusion. Moreover, in the classical
musical composition, in order to produce melody, a new sound has to be produced
each time from a different source and to move from one sound to another one needs
a physical movement, changing pitch by pressing strings (ibid.). In this way, melody
is construed from discrete sounds, sounds coordinated through independent row-
organized pitch scale. In very simplistic terms, sound is put into discrete independent
tones and oriented outwardly or extraverted (ibid.). The essential difference between
the classical and the Tuvan conception of sound is that the Tuvan music cannot be
correlated with row organized and linear thinking and structuring. In Tuvan music,
the sound emerges from a drone-overtone system, a system in which a basic sound
overtone is being split into its partials — overtones. Consequently, it is a system
drawn on a subordination and coordination of the fundamental sound and its parts.
Therefore, the Tuvan concept of ‘sound’ is based on timbre. In short, basic sound
drone disperses producing a spray of overtones. As a consequence, the drone and
overtones become an inseparable whole. One cannot exist without another. In this
way, any sound unit or sound ‘atom’ in Tuva resembles a spreading fan. Inside, there
is a whole acoustic world created by the dispersion of overtones. Rather than produce
every time a new sound from a different source, “melodic alternation of overtones
occurs against the background of uninterrupted and constantly sounding drones”
(ibid: 194). In other words, the drone and its overtones exist simultaneously. This
simultaneity construes a space of turbulence in which the singer and his voice are
constantly enmeshed while performing xéomei. Consequently, what the audience
hear is not a structure of pure tones, logically organized in a mathematical fashion,
but rather timbral richness and wide range of free overtones. In his Philosophy of
Modern Music Adorno suggests that the crucial aim in the Western musical systems
is to achieve full musical domination over nature or matter. As he explains, “a system
by which music dominates nature results. It reflects a longing present since the
beginning of the bourgeois era: to grasp and to place all sounds into an order, and
to reduce the magic essence of music to human logic” (1994: 64, original emphasis).
Conversely, the theoretical understanding of music in Tuva provides a rupture in this
conception by turning the classical and Western thinking about sound upside down
and embodying the lack of logical, mathematical thinking. Therein, music in Tuva
constitutes a nonlinear system, deprived of an ordered sequence of tones. In short,
rather than in a linear structure, the structural essence of the sound production lies
in the split of a drone into multiple overtones. Tuvan sound offers the structure
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of disparity, a cluster of interdependent parts which in order to exist must remain
immersed in the state of turbulence - that is, interrelated with and through the
fundamental sound, the whole. In the article, I argue that this unique structure of the
sound unit offers an efficacious analytical framework through which wider patterns of
thought and behavior in Tuva can be grasped. In the next section, I am going to show
how the structure of sound based on drone-overtone format and timbre is parallel
to the structural organization and happenings during the shamanic rituals. In order
to illustrate my argument, I am going to present a short ethnographic vignette from
one of the numerous rituals I participated in during my fieldwork in Kyzyl.

Shamanic rituals, turbulence and sounds

During the first few days when I followed the shaman I worked with, we visited
Ajlys and her daughters in a flat in the center of Kyzyl. Ajlys was working in the city
hall and had been struggling to get promoted. The shaman recognized five different
curses afflicted by a jealous colleague which impeded the possibility of professional
success. The ritual begun with the shaman spreading juniper smoke around the
room and howling loudly. Then, the shaman sat on a chair humming softly and very
quietly. Suddenly, her voice strengthened and turned into a gurgling laughter. Then
again she relapsed into humming as if nursing a child to sleep. A moment later, she
jumped and shouted: “hyshh hyshh”, as if pushing away a nasty animal. She grabbed
her eeren (shamanic idol with bells, which contains essential for the shaman powers)
and run around the room shaking the bells. “Do not look at me,” she screamed, “they
are all here!” (spirits). Her voice became louder, she picked up her drum and begun
to sing algysh — a shamanic hymn. Her voice was now deep and very strong. She
stood up and, while making circle moves with the drum around mine and the client's
head, she begun to drum fast. “When you come to the road cross, don't make a sharp
turn”, she suddenly whispered to me, “do you understand?” I nodded. Suddenly,
someone aggressively knocked on the door. No one from the people present in the
ritual responded. The shaman focused on the client. She was drumming louder and
louder, her voice at its highest pitch and strength. I knew it was the moment when
she was forcing spirits which had caused the curse to leave. A baby on the client's arm
begun to cry and she had to breastfeed it which irritated the shaman. She lowered
her voice which was suddenly sweet and delicate and the drumming softened. A
few minutes later the client's cousin showed up and decided to join the ritual. The
shaman continued playing the drum and in gentle humming asked the spirits for
blessing and good luck for the client. Finally, she stopped singing, sat down and
after a few final and this time longer beats on the drum she finished the ritual. “Did
you notice how violent kids’ cartoons have turned these days?” were the shaman's
first words after she collapsed in a chair. “I know,” sighed Ajlys and they engaged in
a conversation on the quality of television programs leaving me still a bit shocked
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and digesting the ritual. Afterwards, the shaman explained that the curse was very
strong and the spirit did not want to leave. “I had to shout at them. There was a
chetker spirit walking around the house, it was starring badly at Ajlys. Fortunately,
the spirits from the yellow country did not arrive, and this means there was no death
threat”, she concluded. “Did you enjoy it?” the women asked me. “Yes,” I replied.
“Tell me, what is it like to exist in so many multiple worlds, like being with the spirits
and at the same time here, surrounded by curses?” I asked them. “What do you mean,
multiple worlds?” Ajlys replied. “It is interesting what you are saying”, the shaman
added. “I never thought about it this way”.

The aforementioned ethnographic example when approached from an analytical
perspective,besides the overall centralityand importance of sound, reveals fascinating
convergence with the structure of the sound unit in throat singing. The flat of a client
or a room where the ritual is conducted can be approached as a homogeneous whole.
In other words, it can be compared to a closed fan. The shaman marks the space
of the ritual with blessed juniper. Once the shaman begins drumming and singing
algysh, the process of dispersion of the parts begins. The drum instigates turbulence;
“the sound of my drum creates whirlwinds/ turbulence,” sings the shaman. This is
the moment when the ‘fan’ begins to open up. All of a sudden, the room materializes
itself as filled with the clients and their curses, the spirits walking around the flat
reveal themselves, and other spirits arrive from their respective ‘countries’ (oran).
This is intersected with the sudden arrival of another cousin, abrupt knocks on the
door and the child crying and demanding food. The shaman plays the drum and
the ‘fan’ fully opens up. The room as a whole is split into its parts and all of the
elements remain interdependent and immersed in turbulence triggered by the drum.
The realms of the ‘social’ and the ‘sacred’ are entangled and constantly intertwining.
The room turns into something of a shaken snowball. Like reflections on the water
or reflections on a diamond these elements constantly shimmer, become more or
less present. Similarly to the throat singer and his voice, the drum creates a state of
turbulence, spreading the fan, and like the throat singer and his voice, the room turns
into a state of turbulence, dispersion and simultaneity. Non-linearity occurs through
the constant interchange of the elements without any concrete logical order — the
cry of the baby, the spirit of the dead starring at the client, the knock on the door,
the shaman's howl. All elements function simultaneously and remain hooked and
turbulent because of the drum. Non-linearity prevails further in the way the shaman
and the client reply to my comment about being in numerous realms' simultaneously
without recognizing it. Life in Tuva is not conceived of moving along a logical chain
of events, i.e. action/reaction. Rather, it is about smoothly sliding from one part to
another, from one reflection to another. The client and the shaman do not feel as if
they have to contemplate on what just happened. They swiftly move to another part,
the everyday, to motherhood and the quality of upbringing the children.
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In his analysis of throat singing, Hodgkinson argues that the essence of Tuvan
music lies in a form of metaphysical metabolism, modulation of (multiple) being of
the human within the (multiple) world(s) she or he inhabits (Hodgkinson, 2005/2006:
6). In this article, I challenge this notion and argue that the Tuvan world and the
realm of the ritual should be approached through the notions of homogeneity and
unity rather than multiplicity. As showed in the analysis, like the sound unit, the
space of the ritual is introverted rather than extroverted in a sense that everything
that occurs during the ritual happens and vibrates through and within itself rather
than engages with the separate external elements. Like a spread fan or reflections
on the water, the space of the ritual and its elements remain in the state of constant
interdependency initiated and maintained by the sound of the drum. The spirits, the
client, curse, the everyday are parts of one whole or one realm. It is during the rituals
and through the sonically dense presence that the Tuvan sociocosmic politics reveal
themselves in their full palette.

Conclusion

In this article, I sought to show that, similarly to the sound unit, the Tuvan world
constitutes an introverted, inside oriented whole, where elements function in the
closed interrelated and interdependent system. Consequently, I focused on the
importance of sound and showed how the structure of the sound unit in throat singing
offers an effective analytical framework to structurally grasp the occurrences during
the shamanic rituals. Given this, it can be argued that in the fabric of the Tuvan
sociocosmic interactions, like in the atomic structure of the universe in quantum
physics, the shift of one atom implies an immediate change of another. Following
this logic, there is no room for contingency in the Tuvan world, which is why the
Tuvans often insist that everything in their life always bears an explanation, the
statement which offers broad avenues for further research.
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TYBUHCKASA MV 3bIKA
N WORLD MUSIC

Maxcum HlanowHukoe
He3saBucumblii aBTOD,
Hunepnaunnbl

B acce npedcmasnienst asmopckue HabndeHus o
npouecce exoxoeHusi mysuHckoii myssiku 8 World
Music — HuuLy Muposoti My3slKaabHOU Ky1smypol, 8
Komopoti npedcmasJieHvl IMHUUECKUE MY3bIKAJIbHblE
mpaduyuu. Asmop 611 ceudemenem npobyHoeHust
uHmepeca K mpaouyuoHHol My3sIKanbHOU Kybmype
8 Tyse u Poccuu, a maxxce npoyecca 2nobanusayuu
myeuHcKoli my3siku. OH cmasum Uyenb 0CMbICAIUMB
2mu nepemeHsl U 8blICHUMb, KAK OHU NOBIUSIU HA
camy mpaouyuoHHYy0 My3bIKY, Ha X00Mell.

B KoHye cosemckoz0 8pemeHU mpaduyuoOHHAas My-
3vika 8 Tyse, KaK U 80 MHO2UX pecnyOUKax CmpaHb,
Oblna kax Obl 3akoHcepsuposaHd. B nepuod nepe-
CMPpOLiKU U npoyecca HAYuoOHANbHO20 B03POHOEHUS.
mpaduyuoHHocms cmana eoccmpebosarHoli. B Tyse
cmainu npoeooumsCs CUMNO3UyMbl, (hecusanu, Ha Ko-
mopuix camodesimesibHble UCNOTHUMEU 8bICMYNAIU HA-
paste ¢ npogeccuoranvHoimu. OcoObIM NOUEMOM NONb-
308a/1UCL Capble Macmepa Xoomesl. YueHvle akmugHo
00CcyHOanu npoucxoxoerue, pojb X00Mesl U €20 HaHPbL.

PoinouHblll uHmepec Kk Xoomerw npuuien u3eHe. B KoH-
ye 1980-x 22. amepukaHcKum ydueHsiM U NPoorCcepom
T.JlesuHbIM 8nepaoie 6bl1uU NPodedeHsl noJiegble 3anucu
Xoometixcu 0na 8vinycka ouckd. beun cozdan amuozpa-
uueckuti aHcambnw «Tvisa». E2o0 yuacmHuxu enocneo-
cmeuu 06pasoeanu 80U My3wvlKaabHble epynnol. My-
3bIKAJIbHBIE NPOPAMMbI COCMABAANUC, N0 NPUHYUNY
SMHOzpapuueckozo dusepmucmeHmad, 6 mom nepuoo
8ocmpebosaHHas (opma npoeedeHuss KOHUEPImMos 8

TUVAN MUSIC
AND WORLD MUSIC

Maxim V. Shaposhnikov
Independent author,
The Netherlands

The essay presents the
author’s observations
about the ingression of
Tuvan music into the World
Music — a niche of world
musical culture covering
ethnical music traditions.
The author has witnessed
the rise of interest to
traditional musical culture
of Tuva and Russia as well
as globalization of Tuvan
music. He is endeavoring to
interpret these changes and
reveal their affect on traditional music and xéomei.

In the late Soviet period, traditional music in Tuva,
like in many republics of the Union, has been as if
put on hold. During the Perestroika and national
revival processes, traditionalism became of high
demand. Symposia and festivals started off in Tuva
where amateur participants took the same stage
with professionals. Special honor was paid to old
masters of xo0mei. Scholars started engaging in
discussions about the origins and a role of xoomei
and its genres.

Xoomei attracted a good deal of market interest
from outside Russia. In the late 1980s American
scientist and producer T. Levin made first field records
of xd0mei to be released on a disk. Ethnographic

HlanowHuxo8 Makcum Bnadumuposuy — He3aBUCUMBbIV aBTOP, MY3bIKaJIbHBII MTPOAIOCEDP, 3BYKOXY-
IOXXHUK, pegakTop otaena World Music Ha paguocraniuy Concertzender, . YTpexrt, Hugepnasgsl. .
anpec: chapochnikov@gmail.com

Chaposhnikov Maxim Vladimirovich, Independent author, music producer, sound artist, editor of World
Music section at Concertzender radio, Utrecht, The Netherlands. E-mail: chapochnikov@gmail.com
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camoii Tyse u 3a ee npedenamu. Hauanuce ewviny-
CKU OJUCK08, 2aCMposu MYBUHCKUX UCNOJHUMeIIel
3a epanuyeii. Pe3kuti pocm uHmepeca K ¢peHomeHy
World Music 03HameH08a/1C51 3HAKOBbIM UHMEPECOM
K (heHOMeHY 20pJ108020 neHus u 06epmoHo8oll my-
3blKU U pa3eumue mysuHckoll My3slKuU ¢ 31mMo20 epe-
MeHU CMajo MecHo C8S13aHO € 3anadHbIM MY3bIKATb-
HbIM PbIHKOM. A8MOp npocnexcusaem ocobeHHocmu
maxkux epynn, kax «XyH-Xypmy», «Im-xa» u op., u
ommeuaem, 4mo YyeHHOCMyb MYBUHCKOU MY3blKU He
CMobKO 8 38e30ax, NOKOpUBUIUX HeGOCKIOH 3anaol-
H020 pblHKA, CKOJIbKO 8 00pa3osanuu cmabunbHo20
coobujecmaa nooeti, 00XHOBTIEHHBIX IMOTLI MY3bIKOTi
U Ky16mypoti, uwyuux Hogsle nymu 3cmemuueckozo
U GYyX08H020 MUPOBOCNPUIMUSL.

Cezoons Tysa umeem ceou poK-zpynnel, aeaH-
2apoHble, yeHckue u m. 0. [opnogoe neHue cmaso
80CmMpe608aHHbIM BUOOM BOKANBHOZ0 UCKYCCMEd.
TysuHcKas My3blKa Npueiekna COmHU Mmolcsid No-
KJIOHHUKO08 no écemy mupy. PacnpocmpaneHue 38y-
KOHocumerneti, 8 0C00eHHOCMU MYBUHCKOL MY3bIKU,
noseonuno mysvikaumam CasHo-Anmas u LleH-
mpanvHOU A3uu 3aHO60 OMKPbIMb MHO2UE HAHPbL
cob6cmeeHHOli mpaduyuu.

C Hauana 1990-x 20008 my8uUHCKASI MY3blKA 80P8A-
JIACb 8 MUPOBOE CO3HAHUE HaNodobue MOH20NbCK020
Hawecmeus. OuesudeH 2/100a1bHbLI ycnex My8uH-
CKOU MY3bIKU HA MUPOBOM MY3bIKANbHOM pbiHKe. Ho
Heus0exeH npoyecc HOpMAIu3ayuu 80Cnpusimust
My8UHCKOU MY3bIKU 6HEUWHUM MUPOM.

Kniouegwie cnosa: World Music; mysuHckas My3bl-
ka; Tysa; mysuHuybl; X0OMeli; 20p1080€ NeHue; My3bl-
KanwvHolll potHok; Oopxcak XyHawmap-oon; «Toiea»;
T. JlesuH; 2mHoMYy3biKo8edeHuUe; «XyH-Xypmy»;
Katiean-oon Xosansie; Anv6epm Kysesum; «Im-Xa»

BeedeHue

ensemble “Tuva” was established. Later, members
of “Tuva” started their own musical bands. Musical
programs were compiled as an ethnographic
variety show — a principle that the public has
been seeking for both in Tuva and abroad. Disks
were realeased and artists started active touring
in foreign countries. Boosting interest in World
Music was marked with hallmark attention to the
phenomenon of throat-singing and overtone music,
and further evolution of Tuvan music has since
been tightly linked to Western musical market.
The author traces the peculiarities of such bands
as “Huun Huur Tu”, “Yat-Kha”, etc. and remarks
that the value of Tuvan music is not only in star
performers shining on the Western skies, but in the
rise of a stable community of people inspired by
Tuvan music and culture, and seeking new ways of
aesthetic and spiritual perception of the world.

Tuva now has its rock, as well as avant-garde,
women bands, etc. Throat-singing became a popular
type of vocal arts. Tuvan music attracts hundreds
of thousands of fans around the world. Circulation
of media, especially with Tuvan music, allowed
musicians of Sayan-Altai region and Central Asia
to rediscover many of their own genres.

Thus, Tuvan music burst into the world like a
Mongol invasion in early 1990s. Global success of
Tuvan music on the world music market is obvious.
But the process of normalization of Tuvan music
perception by the outer world is inevitable.

Keywords: World Music; Tuvan music; Tuva;
Tuvans; khoomei; throat-singing; musical market;
Oorzhak Khunashtar-ool; “Tyva”; T. Levin;
ethnomusicology; “Huun Huur Tu”; Kaigal-ool
Khovalyg; Albert Kuvezin; “Yat-Kha”

B koH1ie 1970-x — Hauvase 1980-x 4 ellle yuniacs B ypaJibCKOM IIKOJIE U YBJIEKAJICSI
TOJTy3allpeTHOM TOrA 3aIlaiHOM IMOI U SKCIIePUMEHTAIbHOM MY3bIKOM. [I0OCKOIBKY
3aMaJHy0 MYy3bIKY HaXOOUTh YAaBaJIOCh PeIKO, B OCHOBHOM Ha YEPHOM DbIHKE, MbI
c OpaToM yIOBJIETBOPSUIM MY3bIKAJIbHBIN «T'OJIO» MOXOAAMM B TOPOACKYI0 OMOIM-
OTeKy B IOMCKaxX ajJibTepHaTyB. [1acTMHKY MHOrOA MOManalnuch CTpaHHbIe, Bpoze
«I'omoca Pwi6» mnu «AytoreHHast TpeHupoBKa». OgHa Takasi «CTpaHHasH» IJIaCTUHKA
OCTaBM/Ia MOILJHOE BIlevaT/eHle U BO MHOTOM OIlpefennia MOU MHTepeCkl B Mupe
MY3bIKM Ha BCIO )XKM3Hb.

HeomncyeMblii TTeCOUHBIN YTPOOHBIN TOJIOC BBIBOAM/I HEBeIOMbIE CI0Ba, Iepe-
XOHSIINe B CBUCT TYpOy/JeHTHOV (yeiiTbl, MOXOXKMII Ha 3BOH IPOBOJOB 3JIEKTPO-
nepemad. ATO 3By4Yas0 Kak rojoc, HO He ueysioBeueckuit. Kakas-To ocobast cuia mc-
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xoguna mu3 3Toi 3anucu. Cua, BeI3bIBAKOIIAS] TPUCTYIIBI PAAOCTU U BOCXUILIEHMS.
JIoKaM30BaTh MPOUCXOKIEHME 3aIIMCHU M0 «SI0JIOKY» IIACTMHKY He yaanock. CioBa
«TYBMHCKasi My3bIKa» HY O YeM He roBopwmin, a ums Oopskak XyHaIlITaap-00J1 ObIIo
YK COBCEM CKa304YHbIM. HalimeHHbIe BOJIIIIeOHBIM 06pa30M B COOCTBEHHOI KOJIIEK-
LMY ABEe MapKu C JaTuHckoi Haanucbio TOUVA coBceM commm ¢ Tonky. Kasamocs,
9Ta CTpaHa CyIlecTBOBaja Ime-TO B APYyroM M3MepeHUM, HO He Ha KapTe Mupa. B
CITMCKE CTPaH ee He ObLIO.

[InacTuHKa 6bUIa MPOCIyIIaHA COTHM pa3 U Aaxe Obula MCIIONb30BaHA HAMU B
recHe-KoJyuiaxke rpyIrnbl «bpaTbs [1o Pazymy».

Korna st ieten B Kei3but B 1991 1. Ha ecTuBaIb X0OMesl, MHe U B TOJIOBY He ITPUXO-
IWJ1a MBIC/Ib, YTO S TIOKMY PYKY YeJIOBEKY 10 MMeHM XyHallTaap-00JI U Ja’ke CMOTY
YUIBIIIATD XMBbEM XOPOIIO 3HAKOMbII MHE B 3aIlMCU TO0C. Takke He TIPUXOoania
B TOJIOBY MBICJIb, 4YTO uepe3 napy MmecsueB CCCP He cTaHeT M MUp BOWAET B HOBYIO
3T10XY, HECYIIYIO B cebe pajiKa/ibHbIe TIepeMeHbI JaXke B TAKO yIaJeHHO OT BCero
«cTpaHe», Kak TyBa. Bosnee Toro, TyBa moaBsepr/iach mepeMeHaM CBOMM OCOOEHHBIM,
Kak HuKkakoe napyroe mecto B CCCP.

B 9T0i1 cTaThe Mbl HOTIPOOYEM YJIOBUTb CMbIC/T 3TUX TIepeMeH U BbISICHUTb Kak OHU
TIOBJIMSIZIA Ha TaKO¥, Ka3aaoch Obl, HEITOKOIeOMMbIl (heHOMEeH TYBUHCKOI KY/IbTY-
PbI, KaK TpaguiiMOHas My3bIKa, B TIepBYI0 Ouepeb Ha IpUMepe XO0Mesl.

Kak s11oxa repecTpoiky 1 IocIenyoleit obannsamuy u3MeHU/Ia POb XO0Mesl,
MaHepy ¥ KOHTEKCT ero UCIOJIHeHSI?

3amMeuy, UTO 3/1eCh OyIeT IpeICcTaB/IeH BIJISIA, CO CTOPOHBI, XOTS M B3I/ISI, UeJIOBeKa
IajeKo He Yy>KOTO TYBMHCKOMY MMPY U, II0-CBOEMY, aKTMBHO y4aCTOBAIIIero B IJIO-
Ganmsanny xoomes ¢ camoro Havasa 1990-x.

Cosemckoe Hacnedue

B o6miux yeprax obpucyem CUTyaIluio, B KOTOPOi Haxoamiach TpaauILIMOHHAs
MYy3bIKa MasibIX HaponoB CCCP.

B permoHa/IbHBIX CTOMMIIAX TTPU GUTAPMOHMSIX CYILeCTBOBAJIN OTeeHUs Hal/O-
HaJIbHO MY3bIKM U TaHIIa, B KOTOPbIX paboTaiu nmpodeccroHaabHbie apTUCThI C CO-
OTBETCTBYIOIIMM 0bpa3oBaHymeM. Takke CyleCTBOBaIM METOAMYECKIME I[EHTPBI 11O
M3ydeHn0 Goabkiaopa 1 pa3paboTKe MeTOAMYEK /IS JOMOB KY/IbTYPbI. DTU LIEHTPbI
3aHMMAaJCh BCEM, YTO KacaJloCh HAPOAHOTO TBOPUECTBA — MY3bIKOIi, TAHI[EM, KO-
CTIOMaMM, pyKoZieJeM M IPUKIaAHbIM UCKYCCTBOM. 3/1eCh TOXKe paboTaiy mpodec-
CMOHaJIbI, HO UX paboTa 6blIa y)Ke paccuMTaHa Ha XyI0sKeCTBEHHYIO caMOoesITeNb-
HOCTb B pajioHax. [To MeToaAMYKaM ¥ MpeANIMCaHUSIM 3TUX LIeHTPOB I0Ma KYJIbTYPbI
Ha MeCTax CTPOMJIM CBOM IMTPOTPaMMBlI.

[TogaBnsioliee OOMbIIMHCTBO HOCUTENEN TPaAUIIMOHHON KY/IbTYPbl, UCITOIHMU-
Tejieit My3bIKM B TyBe, KaK U B APYTMUX COBETCKMUX IPOBUHIIMSX, He ObLIM Ipodec-
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CMOHaJaMi B OOLIeNmpUHITOM NoHMMaHuu. OHM XOOMIM Ha paboTy U IOIydaau
3apIviaTy He B YUPEXIEeHMUSIX KyJIbTypbl, a B KOJIX03aX M COBX03aX, e OHU ObLIn
TpaKTOpUCTamMu, yabaHamMy, yUUTENSIMU, MeIpab0THUKAMM, BeTepuHapamMmu U T. .
9To He roBOPUJIO 0 MpodecCMOHaTbHOM YPOBHE UCTIONIHUTeNeli. Hampumep, TOT ca-
MbIlt Oopykak XyHallTaap-00Ji, 6yayun MpoCcTbiM yabaHoOM 6e3 popMaabHOTO MY-
3bIKQJIbHOTO 00pa30BaHMsI, ObLJ YIOCTOEH BBIITyCKa COJIbHOJ IIJIACTMHKM Ha Ppupme
«Menogusi». Ero pernepryap BXOAMI BO MHOTrMe COOpHbIE OUCKM, €r0 MCIIOTHEeHMe
riecHy «Peka Anaii» TOMyYMIO CelyiajibHble MPU3bl HAa MPECTVKHBIX KOHKYpCaX.
He kaxaplii mpodeccMOHaTbHbBIN apTUCT yaocTauBaicsl Takoii yectu B CCCP. Ilpu
9TOM MYy3bIKa He cTaja Ajs1 XyHallTap-00Ja UCTOUYHUKOM IpodeccMoHaaIbHOTO J0-
xona. bymyun mocTostHeM ¥ TOPIOCTbIO CBOETO Hapoza, OH ObLT HAapaBHEe CO BCEMU,
IOBOJILCTBYSICh TIOYETOM M BHMMAaHMEM.

BaxkHO 3aMeTUTbh, YTO IPeACTaBUTEIM COBETCKONM KYJIbTYPHOI MHTEIUTeHIIUN
KakK B IIeHTpe TaK M Ha MeCTax OTHOCMJIMCh K HApOJHOMY TBOPUYECTBY CHUCXOOUTEb-
HO U CBBICOKA. 5l YaCTO HATAJKMBAJICS HA JIETKYIO CTBIIJIMBOCTh CO CTOPOHBI paboT-
HMKOB MUHUCTEPCTB MM OQULIMATIbHBIX YUPEKIEHNI IT0 OTHOIIEHMIO K (GOTbKIOPY
M K HOCUTEJISIM, KOTOPbIM ObliIa, 0 UX MHEHMIO, TIPUCYIA HEeLMBUIM30BaHHOCTD,
HeIOCTaTOK 00pa3oBaHMsl, HeNpeaCcTaBUTENbHOCTb, OTCTAJIOCTb U T. . Oduiinaib-
HBIM JIUIIaM TOT/Ia He IMPUXOAMUJIO B OJIOBY, UTO MMEHHO TO, UTO Ha3bIBAIOT HeLM-
BUJIM30BAHHOCTbIO — U €CTh I7IaBHOe 6oraTcTBO. OpueHTHMpPOM Obiia MOCKBa U €B-
porieiickoe MCKYCCTBO, M MHCTUTYTaM, 3aHMMAaBIIMMCS HapOAHBIM TBOPUYECTBOM,
OTBOJAMJIACH TPEThbeCTereHHasl POJib MOC/e KIACCUKH, AKa3a U IPYTMX >KaHPOB.

B pa3Hble mepuoabl COBETCKOT0 BpeMeHM TPaAMUIIMOHHOE MCKYCCTBO ITOJBepra-
JIOCh HAIlaJKaM CO CTOPOHBI UAEOJIOTUYECKMUX MHCTUTYTOB, KOTOPbIE MOIJIM OOBMU-
HUTb TOT UJIX MHOM JKaHP W OITpeie/leHHbIX UCTIOJTHUTe el B ITPOSIBJIEHMSIX HaLlV-
OHa/IM3Ma MJIM PEIUTMO3HOT0 Mpakobecus. B TyBe mmog, omnasty moragaay mecHu, He
COOTBETCTBYIIJE€ COBETCKOM MUIE0OTMM, a TAKXKe KOHTEKCTbI X UCIIOJIHEHUS, UTpa
Ha XOMYyCe M BeCh IJIACT MIaMaHCKOM KyabTypbl. [Ipy 9TOM TpaguliMOHHAs My3bIKa
aJanTupoBasach K TpeOGOBAaHUSIM HOBOJ SKM3HM: BOCIIEBaHME COBETCKUX UAEAJIOB,
apaHXMpOBKa TPAAUIIMOHHOTO MaTepuasia i repeaeiika MHCTPyMeHTapus IIPOU3BO-
IUICh B COOTBETCTBUM C IPEATIMCAHMUSIMU MUHUCTEPCTBA KYJIbTYPbl. OTU OEeACTBUS
MIpUBEIN K MOSIBIEHUI0 O0DUIMaIbHOTO (PObKIOPA, KOTOPbI TE€MOHCTPUPOBAJICS
Kak moctmkenne. Ho, mockonbKy, ocooeHHOo B mo3gHeM CCCP, Takue mpoeKThI Ipo-
BOIMINCH (POpPMaJIbHO, JIJISI TAJIOUKM B COOTBETCTBUM C MaHJATOM, TO M KOPHEBOIA
(donbKIOp MMeJ IpaBo Ha CYIIeCTBOBaHME, eCJIV OH He BBIXOIWII 32 PAMKU UJI€0JI0-
IMyYecKux Taoy.

CoBeTckas cucTeMa, XOTS M TofBepr/ia TPaauLMOHHYI0 My3bIKY laBJIeHUIO M e0-
JIOTUM, TIPY 3TOM 3aKOHCEpPBUPOBaJIa ee B OmNpeneleHHOM 0e3BpeMeHHOM COCTOSI-
HUM, B KOTOPOM TPaaMUIIMOHHAsI My3bIKa MOKET IpeObIBaTh Ha MPOTSDKEHUM [TOJITO-
ro BpeMeH!, COXpaHssi B cebe GopMy/Ty BhIpaskeHMsI HAPOIHOTO JIyXa ITOJ MacKO¥
BHEIIIHEero MoCayIaHus UIe0IOTUN.
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C npyroit CTOpOHbI, HaJIO0 OTHATh Mo/mKHOe dakTty, uto B CCCP 6bina mpoBefe-
Ha obmiMpHas paboTa I0 MCCaeqoBaHMI0 TyYBUMHCKOTO dosbkiaopa (A. B. AHOXUH,
A.H.AKceHOB, U30aHMs MY3bIKM Ha IPpaMILIaCTMHKAX U TIp. IIp.). ITU paboTsl abco-
JIIOTHO GeCIieHHbI CerOHS J1s1 TOHMMAaHMS O/IMsKaiIero MmpoIyioro TyBUHCKOM My-
3bIKAJIbHON KYJbTYPbl ¥ TYBMHCKOV KyJIbTYpbl BOOOIIe. Benb my3sbika TyBbl Hemo-
CpenCcTBEHHO CBsSI3aHa ¢ 06pa30oM KM3HM KOUeBHMKA.

HecMOTpsi Ha CKpOMHOE OCBellleHMe XOoMesl UM TPaAUIMOHHOI MY3bIKM B CO-
BeTCKMUX TyBUMHCKUX CMMU, OHM TT0/Ib30BaICh B HAPO/ie OOJIBIION MOMYISIPHOCTHIO.
Kommu 3ammceit paciipoCTpaHsUIMCh, HACKOJIBKO MTO3BOJISIa CUTYAIMsI C ObITOBBIMU
npubopamu. Hanipumep, 3anvcu Oiaymbl, B TO BpemMs persona non grata, MOXXHO
O6bLJI0 OOHAPYKUTh HA KacceTaxX BO MHOTMX JIOMax ellle 3aJ0jIr0 10 HaIlOJHeHMUS
MY3bIKaJbHOTO PbIHKA KOMMeEpPUEeCK! Pa3MHOKEHHbIMM 3BYKOHOCUTEISIMU U dop-
MaJbHOTO «OTITYILleHNSI» IPeX0B MeBIia.

Kak B 5KMBOM MCIIOJIHEHMM XOOMesI, TaK U B ITOTPeOIeHUI 3BYKOHOCUTENIeN B TOT
repuop, IMpakTUUeCKy OTCYTCTBOBAJIA IMOOIIEKA TTOyUYeHMsI MaTepuaabHOM BbITO-
Ibl. AHTaXXKMpOBaHHbIE KOHIIEPThI, 3aKa3Hble CTUIM30BaHHbIE TMMHBI ITAPTUN ObLIN
IaHbIO UIEO0JIOTUM U BAACTU. JIUIIb eIVMHUIIBI MMEIN OT 3TOTO JUUYHYIO BBITOY, U TO
He3HaunTeNbHYI0. TpaauliMoHHAs My3bIKa 3Bydasia OT AYILIM M MHTEepeC K Heil He T10-
IOTpeBaJICs Uaeelt 0 TOM, YTO «aMePUKAHIIbI 3TO JIFOOSIT».

My3bIKa/IbHbIN PbIHOK B TyBe mpakTudyecku oTcyTcTBoBal. OdulivanbHble U3aa-
HMS TIJIACTUMHOK U KacceT ObLIM HeIOCTYITHbBI, paiyio U TeJleBUIeHMe peako Iepena-
BaJIM TPAAULIMOHHYIO MY3bIKY. MeTOAMYKY 110 Pa3BUTUIO TPAAULIMOHHOM KYIbTYPbI
ObLIM HACKBO3b MPOMNUTAHbI Meoorveit. Tem He MeHee «ycTapeBIllie U OTCTaJIble
9JIeMeHTbI JOCOBETCKO XKM3HU» HaXOAU/IM CBOe BOIUIOIEeHNMEe B PeKOHCTPYKIIMSIX,
CTUIM3AIUSIX ¥ KOHIIEPTHBIX IMporpaMMax QOoIbKIOPHBIX aHcamOsiel huiapMoOHUA
VIV JOMOB KYJIbTYPBbI.

31ech Mbl CTaJIV CBUAETENSIMY KOHTPACTa MEXIY UAe0I0rM31POBaHHBIM ITpodec-
CMOHaJIbHBIM (POJIbKIIOPOM, KOTOPBIN IMPOIIe/ CTPOTYIO LIeH3YPYy M aJaIrTaluio IJis
KOHILIepPTHOTO AMBEPTUCMEHTa (4acTb MacCcoBO¥ oUIMaIbHOM KyJIbTYPbI) U UMCTO
HApOJIHBIM CTUJIEM MCIIOJIHEHUS B PerMOHaxX, KOTOPbI HaM yIaa0Ch YCIbIIIATh BO
BpeMs 3kcnenuuuii o Tyse.

TpaguioHHasi My3bIKa B 3TOT MepPeXOmHbIii Mmepuoj 6blia Kak Obl 3aKOHCEPBU-
pOBaHa, HaXoAMJIaCh B HEKOTOPOM eCTeCTBEHHOM PaBHOBeCUM MeXIY UAeOoaoruen
1 cBOOOIHBIM caMoBbIpaskeHMeM. K Hauamry 1990-x TogoB My3bIKaJIbHOTO PbIHKA He
6b1J10, HO GBI PHIHOK MIE€0JIOTMYECKIIL, B 3aCTOIHOI hopMe.

Peabunumauus HapooOHwsIX MAacmepos

HpouHuneit cynb6bl cTas TOT PakT, YTO B MepUO], IepecTPOiiKY, MOIUTUIECKUX U
COIMaIbHBIX IepeMeH CTaHOBJIEHUSI CBOOOIHOIO PbIHKA, IMTOJIUTUYECKM aKTVBHbIE
KPYTM B CBO€} PUTOPUKE CTaaM ONMUPATHCS Ha CamMooIllpee/ieHre HalMOHAIbHbBIX
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rpynm. OHM BBIHYKAEHbI ObLIM 00paTUTHCSI K 9TOMY «3a0MTOMY, HELIMBUIbHOMY,
OTCTaJIOMY» CJI0I0 HOCUTeJIeli TPaAUIIMOHHOTO CO3HAHUS U 6epesKHO COXpaHeHHbIe
VMU TPagUIIMOHHbIE CMMBOJIbI. My3bIKka UTrpajia 3/1eCh [IePBOCTENeHHYIO POJib.

K 1990-m rogam o TyBe B CCCP 3Hanu, mokajiyi, TOJIbKO COCean, OTHOCUBIIMECS K
TYBMHIIAM C OCTOPOXKHOCTbIO, ec/ii He 00s13HbI0. B camoii pecity6/11Ke MOSKHO ObLIO
BCTPETUTDb PeIKNUX TypUCTOB 13 Poccun, mockosnbkKy CasitHO-AsiTali Bcerna OblI IIPUTSITa-
TeJIeH JIJIsl IIoouTesei padTmHra 1 ropHoiasanust. TYBUMHIIbI CIBUIM TUXMMU TTAPHSIMUA,
TOTOBBIMM BCTYIIUTh B KOH(MIMKT 110 JIIo60My 1ToBOAY. BeuepHuii Kbi3b1 morpyskacs
B KPOMEIIHYIO ThbMY M YIUIIbI TOPOA ITYCTe/IN OT TOPOKaH U MPUe3sKMX, ONacaBIINXCS
MOABBINIMBIIEI MOJIOAEXM, IPYIIIbI KOTOPOI COPEeBHOBAJINCH APYT C APYTOM B XYJIU-
raHCKOJ yaanocty. IHorma Ha yiuiie MOSIB/ISIIaCh MWINMILIMSI, KOTOPas CIblla He MeHee
yaajioii. B gHeBHOe BpeMst ropo, ObIT 0ObIYHBIM HEKA3MCThIM COBETCKIM rOPOAOM, THe
JIIOAV CHEIIVIN Ha paboTy 1 yuedy U MMeJIu CBOM JKUTEICKME PagoCT.

Takum st yBugen Kei3but B uioHe 1991 1., Korpma Haiia He6o bIast meeramusi, co-
CTOSIIIIAST U3 MY3BbIKAHTOB M XYHOKHMKOB 13 MOCKBBI M AMCTepaama, Ipuobia Ha
pecryonMKaHCKUii KOHKYpC-¢eCcTuBaab XO00Mesl 10 IPUIJIAIIeHUIO XXYpHAIMCTa U
My3bIKaHTa OTKyHa JlocTas 1 yueHoi, 3STHOMY3biKoBea BaneHTHbI Cy3yKe.

Croma cobpainuch MpencTaBUTENMN XYO0KeCTBEHHON CaMOAesTelbHOCTU Pa3HbIX
paiioHOB, a TaK ke BbICTYMaIM MpodecCcruoHalbHble apTUCThI U KOJUIEKTUBBI, TaKye
Kak aHcamMb6:b «CasiHbI» U Ip. KpoMe KOHIIEpTOB B ITporpamMmMe ObLT TAKXKe U CUMIIO-
3MyM C HAYYHBIMM IOKJIaJaMy 1 00CYkaeHMsIMIU. YPOBeHb KauecTBa y mMpodeccro-
HaJIOB M CaMOJIesSITeJIbHBIX MCITOTHUTENEN ObIT JOBOIBHO 0/1130K. [TpodeccroHamb-
HO€ MCITOJIHEHME OTINYAJIIOCh UyTh 00jIee CI0KHOV apaHsKMPOBKO, CIIEHUYECKO
TTIOCTAHOBKOI ¥ pa3HooOpa3mem HoMepoB. Homepa rpodeccroHanos 661ty 0Thop-
MaTMPOBAHBI O]l KOHI[€PTHbBIE IIPOTPAMMBbI.

BO/IbIIMHCTBO caMofesITeTbHbIX MCIIOJHUTENel BBICTYIIAJIO COJIbHO, Kak C00-
CTBEHHO ¥ TIOJIOKEHO Y TYBUHIIEB-KOUEBHMKOB. OCOOBIM MMOUETOM T0JIb30BaIMCh
CcTapble MacTepa, KOTOpble UCIIONHSIM CBOM KOPOHHbIe HOMepa M CTWUIM MeHUs, B
KOTOPBIX OHM ObLIM MCKIIOUMTENbHO cuabHbI (Tymat Kapa-oon, Monrym CyHaykaii,
CeBexk AnnbiH-0071, lTenHaauii Tymar u np.). Ilybauka cayiiana IriyMHO, HO BHMMa-
TEJIbHO, IOOLIPss BO3IVIacaMM yOauyHble MOMEHTBI ¥ CHUCXOAUTENbHO aIlIOAUPYs
MpU C/1abbIX BBICTYIIEHUSIX. [1eBIibl TIpeCTaBsii paioHHbIe CTUJIM U CBOIO JINY-
HYI0 TPAKTOBKY. Pasnuumus Mexxay MaHepaMy UCIIOMHUTeNeli 6bII0 OBOIBHO JIETKO
YIOBUTb, HECMOTPS Ha TO, UTO 51 ObLJT HOBUYOK B CYIIAHUM FOPJIOBOTO TIeHMSI.

@ecTuBa/Ib MPOXOAUI C BOOAYIIEBIeHMEM, OOCTaHOBKA Oblia OXMBJIEHHAs U
NpasaHuUYHas. bbUIo Takoe olylleHue, YTO XOOMel IPULaBasl JIIOLASIM CUJIbL U YBe-
peHHOCTH B cebe. C momoriwio B. 0. Cy3ykeit 1 JI. C. ApTbIHa MHE YIaa0Ch IIPOBECTU
CeCcCMI0 3ammceil KOPOHHbIX HOMEPOB OTIEIbHbBIX UCIIOJTHUTEIEN.

Bo Bpems 3amuceit 1 o6paTi BHMMaHMe Ha pa3HooOpasue MaHepbl MCTIOTHEHMS,
CTWJIEIi ¥ TEeMITepaMeHTa MpeCcTaBUTeNel pa3HbIX PaiilOHOB (KOXKYYHOB) pPeCITyOIMKIA.
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Anppeii Orneit (bait-Taiira) MCIIOMHST pa3MepeHHO U Kak Obl ITapsi HaJl CTellblo, TOTAa
Kak peb6sita u3 CyT-Xoss neau 60apo, B JOBOJILHO OBICTPOM TeMIle, OYITO FOHSI KOHSI
rayioriom. OBIOPIIbI eI 0COOEHHO MOIIIHO XOPOM U COJIbHO (TTeCHIO «XaHaraiThb» 5
TOrJa 3alIOMHWI pa3 M HaBCeraa), a akcakaa UysibayM-001 MOT YChIIIUTD CyLIATENs
CBOMM 0OapXaTHBIM MSITKMM TUITHOTU3MPYIOIIMM IOJIOCOM M UTPO¥ Ha UTHJIE.

Bo BpeMs HAy4YHOJ ITPOrpaMMbl ObLIM JIIOOOIIBITHBIE 0OCYKAEHMS O ITPOMUCXOKIEe-
HUU XOO0Mesl, ero poiu U T. . B cBoeM mokiaze MCTOpUK, mamaHoBen M. b. KeHuH-
JloricaH BbICKa3as Mo TeM BpeMeHaM CMeyio Mielo O IIaMaHCKMX MCTOKaxX XooMes],
0 CBSI3M C €r0 APeBHMM MMPOBO33peHMEM TYBUHIIEB, 00 OOIEeHNM C TyXaMU Tairu,
UTO BBI3BAJIO PE3KYI0 KPUTUKY CO CTOPOHBI cKyccTBoBena 3. K. Keipreic. Takas pe-
akiys 6bl1a BIIOHe ecTecTBeHHOI. [llamannusm B 1991 1. 6611 emie 100% Tabyupo-
BaH. TYBMHIIAM MPUXOAUIOCH CKPbIBATh CBOM KOPHM Jaske OT CAMUX Ce0sI, TAaKOBBI
611 peanuu CoBeTckoro Coio3a. Bo Bpems cummnosmyma 1992-ro roma sToT BOIIpoc
6bL1 y3Ke obcykmaem, HO B 1991 r. Mourym bopaxoBuy 0b/1 e IMHCTBEHHBIM, KTO OT-
KPBITO OTCTaMBaJI IPEEeMCTBEHHOCTb B TYBMHCKO KYJIbTYp€e, XOTSI MHOTHE HerJTaCHO
NoaaepXuBain ero. Jlymaro, COXpaHUTb 3Ty IPeeMCTBEHHOCTb ITOMOIJIO MIpUCYyIlee
TYBUHIIAM CyeBepHOe CBOJVICTBO He Ha3bIBaTh Bell)i CBOMMM MMEHaMN.

1-71 MeXayHapOoOHbIM CUMITIO3UYyM «Xoomei» 1992-ro roma mpoiien B Kbi3blie
y:ke B My3bIKaJIbHO-ApaMaTuueckoM Teatpe uM. B. Kok-oosa 1 cTana MacirTabHbIM
MCTOPUYECKUM COOBITMEM, ITPUBJIEKITMM MHOTO MHOCTPAHHBIX TOCTE. 3MeCh OKOH-
yaTeabHO yTBEPAMIACh POJIb XOOMes KaK CMMBOJIA TYBMHCKOJ KYJIbTYPbl M HAYAJICS
MPOLeCC MOIIHOTO 3KCIIOpTa XOOMes 3a IpaHully, C MOCIeAYIOIUM BCTyILUIEHUEM
TYBMHCKOJ MY3BbIKM B MEXIYHAPOIHBIV MY3bIKaJbHbIV PBIHOK ¥ (DOpMUPOBAHMEM
HOBBIX CTAHAAPTOB €r0 UCIIOJTHEHMS].

B 1992 r. MbI TPOAOJIKMJIN CECCUM 3BYKO3AITUCH U OOILEHUST C XOOMEN KM — UCITOJ-
HUTensIMu xooMmesi. C HEKOTOPbIMM M3 HMX MHE yIa0Ch IMOAPYKUTBHCS U TIPOBECTU
MHOTO BpemeHM. Tak, ¢ CyHIyKaeM Mbl BMeCTe IyTEeLIeCTBOBAJIN M0 €ro POAHBIM
MecTtaMm, a AHapes Uynpaym-oosna MHe yoaaoch npusest B 1993-m roay B beHu-
JIIOKC HA CepUI0 KOHILIEPTOB BMeCTe C MCIIOJHUTENIEM Ha UTUJie U KOMIIO3UTOPOM
Caas Brop6mo!. Torma ke s mo3HakoMmcs ¢ Kajiram-oonom XoBasIbITOM, JIMIEPOM
IPYIIIIBLI «XYH-XYPTY».

3meco s OIIMIIYy CBOM BIT€UaTJIE€HMA OT 3TUX IIEPBLIX BCTPEU C HEKOTOPbIMM MaCTe-
pamMmu TYBMHCKOfI MY3bIKNA.

HeCMOTpH Ha TO, YTO HEOIIBITHOMY YXY MCITIOJIHEHME XO0MEA PA3HBIMU XOOMeIKU
MOXKET ITOKa3aTbCd OUYE€Hb ITOXOXXUMMU, 4 O6paTI/LTI BHVIMaHVe€ Ha XapaKTepHbIe Yyep-
ThI Y Ka’KOOI'O OIIBITHOTO MCITOJTHUTEJIA. OTO CBO1 I/IH,ILI/IBM,ILyaHbeIIZ TeM6p rojioca B
OIIpedeJIieHHOM CTuJie I1eHus.

! ®parmeHT KoH1lepTa Caas brop6io u Auapest UynbayM-oosa B AMcTepaaMme B
1993 rogy cm.: https://youtu.be/wnkTWgUQS8 ¢
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K nmpumepy, mactep kaproipaa ®enop Tay (13 Tec-Xema) umen riy6b0Kuit TpyOHbIA
rosioc. Haxonsicy psifoM ¢ HUM B TOCTMHMYHOM KOMHATE, 1 YyBCTBOBAJI KaK BCe ero
TeJI0 BUOPMpPYET ¥ MHe Jlaske Ka3ajaoCh, UTO OH M3jIyJyaeT Teruio. HasBaTh ero mexHme

TOPJIOBBIM OBLJIO OBI HE COBCEM TOYHO. PUTMIKa ero He
OblJIa POBHOJ, HO MMeJla KaKoi-TO CBOI Iy/bC, CBO¥
PUCYHOK, 0003HAUE€HHbI HE TOJIbKO BO3MOKHOCTSIMU
€ro JbIXaHusl.

CyHzykaii ymesn U3BjeuYb COBCeEM HeOObIUHbIe TypOy-
JIEHTHbIE 3BYKM, TeMOPbI, KOTOPbIX S He CJIbIIaa 6ojee
HM y KOro U HuKorga. OH yMesl Ha XOOy ChbIMITIPOBU3U-
pOBaTh 3BYK, OOBITPATh €r0 MeJIOAMKOI U CJIOBaMU, UTO
IOCTaBJISIZIO €My CAMOMY U €ro CIyLIaTeIsIM UCKPEHHIO0
panoctb. Ha dectusaie B KymyH-/ly>kep, rfie s ¢ HUM I10-
3HAKOMWICSI U IIPOBeJI MHOTO BpeMeHM, CyHIyKa BO-
IWJI MEHS TI0 OKPECTHOMY JIEeCY, ITOAPaKaJl 3BYKaM ITTHUL],
M >KUBOTHBIX, 1, HECMOTPSI Ha CBO BO3PacCT, HBIPSII B Jie-

ISTHYIO BOLY TOPHOTO pyubsi. OH C YyOOBOJILCTBMEM I1€71
@omo 1. Cyndykati Ha Enucee, 1993 2. camble pa3HbIe ITeCHM, PACCKa3bIBaJT 00 VX ITPOUCXOXKIEe-
i‘;’t’zol{‘?u"rfs;”k‘gg‘r’l”t%‘:*;’;Z?See‘;' HUU, TIPUBOIMI TIpUMephI U3 ku3HU. CyHIyKai CIbLT
river, Kyzyl, 1993. Photo by Maxim  9KCLIEHTPMKOM, 3TO OTPaskaoCh ¥ B €I0 MaHepe MeHwsl.
Chapochnikov Ero yuactie B opuIMaabHBIX ITpOrpaMMax IIPOBOAVIIN

C OCTOPOXKHOCTBIO, @ HA KOHIIepTe Ha cuMIio3uyme 1992

roga ero BbIBeJIM CO CLIE€HBI...

BooO1ie HEKOTOpPBINi 3SKCIEHTPU3M
WIN, eI XOTUTE, TBOPUYECKUIA MHIN-
BUAYAIM3M, OYEHb XapaKTepeH s
CTapbIX MacTEPOB.

YynbIyM-00J1 OTANYAJICS CIIOKOMHBIM U
MSITKMM XapaKTepoM, YyBCTBOM IOMOpa
Y BCIJIECKAMM MYXKCKOM yaanu. OH Mmor
6ecKOHEeUHO paccKasbiBaThb Oaiiku u
cka3ku. OgHaXKIbI, OyAy4dM B XOpOIlIeM
HACTPOEHUM II0Cye Kolepra B AMcTep-
nmame, OH 607 po 3amiaras I1o yauiie Map-

@omo. 2. Buecme ¢ Andpeem Yynvdym-oonom (cnpasa)
8 Apuvie-baxcol, 1993. @omo Mapka eaH ToHzepeHa.
eM, HaCBMCTbIBAasI MEJIOAMIO CbITBITOM.  Foto 2. Together with Andrei Tchuldum-ool (far right)

XOT$ ero ropjaoBoe IMeHue yxxe 1 He 00- in Aryg-Bazhy, 1993. Photo by Mark Van Tongeren.
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J1aJ1aJ10 MOIIbIO MOJIOJIBIX MCIIOJIHUTEJIEN, OHO IIPO-
M3BOAMJIO CUJIbHBIN 3(pdeKT, 0c06eHHO B KOMOMHA-
LMY C €T0 UTUJIOM.

Bcrpeua ¢ banranom Kyskyrerom B baii-Tarire, 11o
pekomennanuy Kenun-JIorcaHa, Obljia TOXXe OueHb
uHTepecHon. Ilo yrBepxkmeHuto camoro banraHa, ,;’"
OH He ObLJ IIIaMaHOM, a JINIIIb COOMpa IMaMaHCKuit
donbrmop. OH UCTIOMHWI [IJI1 HaC PeKOHCTPYKIIMIO
IIaMaHCKOTro KamyaHus. Takoro pasHooOpasusi pu-
CYHKOB UTPBI Ha llIaMaHCKOM OyOHe, COueTaHMs 1103-
TUYECKUX Pa3MEPOB U PUTMUUECKUX [TATTEPHOB MHE

He JOBOAMJIOCH C/IbIIIATh B TyBe 00Iblile HUKOITIA.

@omo 4. Mdamuan XomMyuixy, Henpe-
830li0eHHbIli Macmep-1u320Mosumens
xomycos. Taanu, baii-Tauza. B 3Ha-
MeHumolx 3anucsax XyHawmap-Oona
Ha ¢pupme «Menodust» UCnonb308anCs
umeHHo xomyc Hoamuana. 1992.
@omo Makcuma LllanowHukosa.
Foto 4. Idamchap Khomushku,
unexcelled master maker of khomus.
1992, Teeli, Bai-taiga. It was his mouth
harp that was played by Kunashtar-ool
in the well-known recordings on the
Melodiya label.

Photo Maxim Chapochnikov.

130

Hampumep, 1a-
MaHCKMe  KaMJaHUS
An-UYypek u IOpyrux
HeollaMaHOB He OT-
AUYaIUCh pasHoobpa-
31eM pUTMOB OyOHa U
O6bUIM CTAHAAPTHO MO-
HOTOHHBI. He rosops
yKe 0 6osiee MO3THUX
TPYNIIOBBIX  KamJia-
HMSIX, B KOTOPBIX CO-
BMeCTHAs Urpa CJIOKHBIX PUTMOB M PEUUTATUB aJITbl-
1Ie Bpsz, i BO3MOXKHBI.

®@omo 3. baneau Kyxcyzem cosepuiaem
cosepuiaem o6ps0 KopmaeHus dyxos,
Kapa-Xono, Baii-Tatiea, 1992 200.
@omo Maxkcuma LllanowHuxosa.
Foto 3. Balgan Kuzhuget performs the
offering to spirits of the taiga,
Kara-Khol, Bai-Taiga, 1992.
Photo by Maxim Chapochnikov

Oopxkak XyHallTap-00JI [T0Ka3aJICs MHe IIPU BCTpeye
YyeJIOBEKOM OJIaromyIIHbIM M pa3MepeHHbIM. OH yMe
YeTKO ¥ TOHKO HIOAHCHMPOBATb MeJIOANM 00epPTOHOB U
pasHoobOpa3Hbie 3¢QdeKThI, MMeNT CBOV OUeHb pa3Me-
peHHbI TeMn. OH KakK Obl YTBepXKIaa KaXXIyl HOTY,
BbIAYBAsi BO BpeMsl IMEHUSI CBEPKAILIMIA «KYyBIIMH»
XO00Mesl, CyIeCTBOBABUIMII TOKa MPOLOIDKAJICS pyveit
ero JbIxaHus. XyHalITap-0oJ 06aman peJkumM MHOTO-
rpaHHbIM Japom. Ero pemepryap ObLT HEOOBSITHBIM. Bo
BpeMsl 3aIMCy OH IPOAEMOHCTPUPOBAJ HECKOJIBKO MH-
OUBUAYQIbHBIX CTUJIEI, B YACTHOCTU, OYMUYK Cbl2blObl
(HOCOBOJ CBITBIT). ETO urpa Ha xomyce, ero rneHue — He
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MPOCTO 0O6pa31ibl BbICOYAIIIEr0 MacTepCTBa, HO M OTOOPaXKAIOT Ty CAaMyI0 HAPOJHYIO
IyIIIy, KOTOPYI0 HEBO3MOKHO C(hOpMYAMPOBATH MHBIMU CIIOCOOAMM.

STI/I, Ha HepBbIﬁ B3IJ144, ITPOCTbIE JIIOAM BbI3bIBa/JIM BO MHE€ BOCXMIITEHNME U I‘J'IY60-
KO€ YBa’KeHME.

OueHb MCKYCCTBEHHO Ha 3TOM (pOHE BOCIIPUMHUMAJINCH COBETCKIE 00pabOTKM Ha-
POIHOV MY3BIKM C X OPKECTPOBBIMM apaH;KMPOBKAMM U TTepeIeIaHHbIMU MHCTPY-
MEHTaMIN.

Cummosuym 1992 r. cTan riepeIoOMHbIM MOMEHTOM, OTIIPABHOM TOUKOM M3MeHe-
HMI1 B TYBMHCKOJ MYy3bIKe, KOTOpPbIE ITPOU3POCIN HA MOYBE CTPEMUTETbHOIO pas-
BUTHS CBOOOIHOTO pbIHKA Ha Tepputopuu 6buiBiiero CCCP.

Bxoxcdenue myesuHckoii my3viku 6 World Music

Kak 3T0 ObIBaeT C MOJamMi Ha OIpe/ieJieHHbIe CTUIM TPAAULIMIOHHOI MYy3bIKU, BHU-
MaHMe PBIHOYHOI'O MHTepeca K XOoMelo Ipuiies u3BHe. B 1987-1988 r. amepukaH-
CKMM 3THOMY3bIKOBeioM TegoMm JleBuHbIM coBMecTHO ¢ 3. K. KbIprbic ObLIM IIpoBe-
IleHbl IoJIeBble 3amMCH JJ1s1 BBIITYCKa AMcKa C CyTryo6o 3THorpaduueckMM MaTepuaaioM
«Tuva: Voices from the Center of Asia» (Smithsonian Folkways SFW40017, 1990).

[Tocne MIaCTMHOK COBETCKOIO Iepuoja 3TO M3IaHMe ObLIO IepPBOii cepbe3HO
paboToii 10 COOMPAHUIO U U3IAHUIO TYBMHCKOIO (oIbKI0opa. IHTEepec co CTOPOHBI
aKaJeMUUeCKOro aMepuMKaHCKOro u3gaTess MPUILIeICS Ha TOT Ke Iepuof, KOraa
308 Kbipreic u l'eHHaauii Tymat B3sIIMUCh 3a cO3/IaHMe STHOTpadhuIecKoro aHcamMo1st
«ThIBa», UTO CTaJI0 BaXXKHBIM COOBITMEM [IJisT camoii TyBbI, IJle KyJAbTYpHOE CaMOO-
rpefeieHNe XX/1aJ0 MOMEeHTa BbIPBAaThCS Ha CBOOOY.

B cocTaB aHcamO61s1 BOIIIes 1IBeT MOJIOZIbIX TaJaHT/IMBBIX UCIIONHMUTENei TyBbl, BbI-
mIeJImX UX Pa3HbIX PailOHOB U XOPOILIO BJIaJl€BIINX Pa3HBIMU CTUISIMU XOOMeS U
MHCTPYMEHTa/IbHOM MYy3bIKI. B Hero Bouwiu Tymat ['enHaauit, Kaviraa-oosn XoBaJblIr,
Konrap-oon Oupap, Anaronuit Kyynap u npyrue. MyssikajabHasi IporpaMmma, JOI10JI-
HeHHas UTpaMMu, JIJaMaUCTCKUM ¥ OXOTHMUbUM (POJIbKJIIOPOM, IIITaMaHCKUM TaHIIEM,
ObL71a cocTaBieHa Mo MPUHLINITY STHOrpaduecKoro AMBEPTUCMEHTA, C IIeJTbI0 TTOKa-
3aTh BCe pa3HOOOpa3e B KOPOTKOE BpeMsI KOHIIEPTHOTO BbICTYIUIEHMSI. VI 3TO 6bIIO
MMEHHO TO, Yero JIIIsIM He XBaTajJl0 B TOT MOMEHT U B TyBe 1 3a ee mpenenamMu.
JItony oLeHUIM YUCTOE, «CBOEe», HeMIPUYKpallleHHOe KOPHEeBOoe 3BydaHue. [is Ty-
BUHIIEB TaKO¥ aHCaMOJib ObIJT B HOBMHKY, HO ObIT IPUHST KakK OJTOXIaHHbI, CBOJA
"3 MIOBCEHEBHOM XU3HMU.

U 2TO TBOpUECTBO 3aCBEPKAJIO BAPYT B CBeTe COPUTOB 6€3 CTeCHEeHMS TT0KAa3aThCS
OTCTa/IbIM. [IJISI COBETCKUX peajuii 9TO ObI BIIOJIHE aBaHTapIHBIN IIPOEKT, a Ha 3a-
rajie OH 6bUT BOCHPUHST KaK 000TallleHHbI KMCIOPOIOM IJIOTOK CBEXEro Bo3ayxa
13 CTPaHbI C TAMHCTBEHHBIM opeojiom Illambaisl.
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Boimmyck aucka aHcamb6ist «TeiBa» B Humepnangax «The Tuva Ensemble — Voices
From The Land Of The Eagles» (PAN 2005CD, 1991) u npoBeieH1e 3aTpaHUYHbIX r'a-
CTpOJIeil OKa3aay pellaoliii TOTUYOK K BCeMUPHOM M3BECTHOCTY TYBMHCKOTO TOp-
JIOBOTO MEeHMUSI U ero Mmocjaenayiolleii MOHeTM3aluy KaK KOMMepUeCckoro mpoayKra.
OTO ObUI BITOJIHE JIOTMYUHBIN X0 COOBITHIA.

Pe3kuit poct uHtepeca K peHomeny World Music o3HamMeHOBaJICSI 3HAKOBBIM MH-
TepecoM K (heHOMEHY I'OpJIOBOTO IMEHMS I 00€PTOHHO MY3bIKI. 31eCh MbI He OyaeM
YIIyOISITHCS B IIOAPOOHOCTH, 3aMETUM TOJIbKO HEKOTOpPbIe (haKThl, BasKHbIE IJIsI I10-
HMMAaHUS POJIM TYBMHCKOJ MY3BIKM B 9TOM IIpoliecce (M TOro, KaKuM TpaHchopMa-
IIJSIM OHA caMa U IO BepIIach).

AHcaMO6i1b «TpIBa» ObII IO COBETCKMM MacIITabaM HeOOJIbIIMM KOIJIEeKTUBOM, CO-
crosiiyM Bcero n3 10—-12 yeymoBek. OmHAaKO JJ151 3aI1aJHOTO PbIHKA, Ky[a B KOHEYHOM
uUTOre ObLJIa HaIlpaB/ieHa KOMMepUecKasi AesiTeIbHOCTh aHcaMOJ1s1, oTa dopMyia pa-
60Tasa IUIIb KOPOTKOE BpeMsl 1 BCKOpe OKasajaach HepeHTabe/lbHOIA.

B otnnune ot sTHOrpadmueckoro aabooma T. JleBuHA, KOTOPBIH ObLT COOpaH 1O
pajioHaM ¥ paBHOMEPHO BMeIa] U caMofesTeTbHbIX U MPodeCcCUOHATbHbIX UC-
TOJIHUTEJIel, 06a ro/iaHCcKMe Aucka aHcamobOss «ThiBa» COCTOSAT M3 TIIATETbHO
pasydyeHHbIX MPOGeCCMOHATbHBIX UCIIOJHEHNUI MY3bIKM Pa3HbIX JKaHPOB U pPermo-
HOB TyBbl. O6a AMCKa BBIMYIIEHbI B STHUYECKON Cepuy U IMPEeTeHAyT Ha 3THOMY-
3bIKAJIbHYIO IOCTOBEPHOCTD, YTO OHM BIIOJIHE OIPAaBIbIBAIOT. AyTEHTUUHOCTb Obla
camotienblo l'eHHaaus Tymara, XOTs aHCaMOJIb ellle HOCUJI MHOTYe YepThl COBETCKOM
MaHephbl ITpe3eHTalM U apaHKUPOBKNA.

B cocTtaBe ObLIM TaKMe TBOPUYECKM CUJIbHBIE M CTPACTHBIE MY3bIKAHTHI Kak Tymar
I'ennanuit, Kourap-oon Oupap, Kaiiramn-oon Xosasbir, AHaTonui Kyynap, KOTOpbIM
CKOPO CTaJI0 TECHO B COCTaBe CBOJHOTO aHCaMOIsI. UMCTO «COBETCKMM» HeOCTATKOM
B roaxojie aHcamosist «TbIiBa» ObUIO 3aTeHEHNMe MHAVMBUIYATbHOCTY UCTIOIHUTEIEIN.
OHM 6bLIM KaK ObI MMOCTAMM KyJAbTYpbI. VX 3amadeii 6bIJI0 TTOKa3aTh YE€PThI CBOETO
Hapopa. Ho Kak 1 arymaTessimM, Tak M CaMUM VCIIOTHUTEJISIM TpeboBasicst 6osiee Tmy-
HbI1 KOHTAKT.

[IpennpuuMuMBble eAVMHUIIbI OBICTPO BbIAEIUINUCH U3 «Teaa» aHcambOis. Tax,
«OTIIOYKOBAJIMCH» CONMUCTBI ['eHHanuit TymaT (OH OCHOBasI cBOV OBIOPCKMIA COCTaB
«A1-Xepein»), Kourap-oon OHpap, yuieammii B coyio kKapbepy, Kairama-oon XoBasislr,
CTaBIINII TUIIOM aHCaMOIIsT «XyH-XYpPTy» M MKOHOJ HOBOTO Mepuona pa3BUTUS TY-
BUHCKOJ MY3bIKU.

[TepBbIit a1b00M «XyH-XypTYy» ObLT BRIMYIIEH B 1993 T. U3BeCTHOI AMepUKaHCKOIA
dupmoit Shanachie. I'pymniny B TOT MOMeHT KypupoBaa T. JIeBUH, KOTOPbI XOPOIIIO
OPMEHTUPOBAJICSI KaK B HAyUHOJ 1IeHHOCTU MaTepuasa, Tak U B pblIHOUHOM ITOTEH-
1[ane TyBUHCKOV MY3bIKM. OTO ObLJIO MOMafgaHue B IeCSITKY aMepuKaHCKOro, 1a U
MmupoBoro prinka World Music.
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K 3ToMy MOMEHTY pa3BUTHME TYBMHCKOI MY3bIKM yyKe CTaJI0O TeCHO CBSI3aHO C 3a-
MaJHbIM MY3bIKaJbHBIM PIHKOM. [IBa nyicKka aHcam6ist « ThiBa» okasannch Haubosee
MpojaBaeMbIMM M3 KaTajora Huaepaaackoro Pan Records (o yrBepxkaeHMIO Bja-
nenbiia aToi crynuu bepHapma Kneiikamma B muuHoi 6ecene). Kaiirama-oon XoBaJiblr,
6patbs Anekcaunap u CasH bamna, AHatonuit Kyynap co3ganu popmaTHyO TpyIimy,
C KOTOpPOJi 6bUIO YIOOHO M HEeZOPOro e3[AUTh Ha racTpoin. YKe IOUrpaB BMeCTe B
3CTpajHOM aHcaMbje «AsiH», uMest HAGpocKu paboThl B skaHpe (bIokH («KyHIyp-
TYT»), MOOOIIABIINCH C M3BeCTHbIMM Tomn-apTucramu B CIIA (Frank Zappa u np.),
MY3bIKAHTbI CO31aJIM CBOV COOCTBEHHBI (HOIK-(DbIOKH Ha OCHOBE TYBUMHCKOJ Tpa-
OUIIMOHHOM My3bikKM. OHU CKPYITy/Ie3HO OTOOpaiv IeCeHHbIl periepTyap U caenanu
TepBble OPUTMHAJIbHbIE apPaHXXMPOBKM TYBUHCKUX T€CEeH AJIS UTWiia, TUTaphl, O0-
HImyayypa, 6b13aaHyu, IepKyccuii ¢ mobaBjieHeM ayTeHTUUHBIX 3BYKOB. [Ton 06-
MM PYKOBOACTBOM AjiekcaHApa bara, My3bIKaHTbI OTOLIM OT TOI[A ellle YCIIell-
HOJ1, HO TeCHOJ UIMOMbI 3THOTpaduyeckoro ausepTucmenTa. OHM CO3/aIM CBEXKYIO
apaHXXMPOBKY TYBMHCKMX I€CEH, XOPOIIO MPOAYMaB KOHTEKCT MOJTHOMETPAasKHOTO
KOHILIEPTHOTO UCITOJIHEHUSI. «XyH-XypPTy» BBeJIM apaHXMPOBKY TPAAUIMOHHBIX MH-
CTPYMEHTOB, KOTOpAasi He MCKaxkajla TPaAUILIMOHHOEe 3ByYyaHMe I0-COBETCKMU, a II0-
cBOeMy oborartianaa 1 KOHJIeHCpoBasia ero.

«XyH-XypTy» CTaJI TBOPUECKY UCIIOIb30BaTh BO3MOXKXHOCTM YCUJIEHMS U 3BYKOBBIX
sbdexToB. OHM MHTErPUPOBAIN ITYMOBbIE MHCTPYMEHTBI B HAPPATUB MYy3bIKaIbHBIX
Mbec, afarTUPOBAIN 3BYKOUIEeaTbl TYBMHIIEB ST «ayTCaiiIepOB» CBOEN KYJIbTYpPhI.
FapMOHMYHO uYepeysl aHcaMbjieBble apaH>XXKMPOBKM C 6ojiee TPaguUIIMIOHHBIMU COJIO
HOMepaMM, «XyH-XypTy» CO3[lajiu 1IeJIbHYI0 KOHIIEPTHYIO ITporpaMmy, KOTopasi He
TOJIbKO O/11CTana 3THOrpadmMuecKoii 3K30TUKOI, HO U MO3BOJISIIA CIYIIATENSIM BbIATH
Ha 6oJs1ee MOCTYITHBIN, [TePCOHAIbHBIV YPOBEHD OOIIEHMS C MY3bIKAaHTAMMU.

WuTtepripeTaiius nmecHu «Meskereii» 13 mepBoro ajibooma «XyH-XypTy» — 3TO OOUH
13 TIpUMepPOB Takoi apaHXKuUpoBKU. Kapreipaa B ucronHeHuu Anbbepra KyBesuHa,
KOTOPbIi OMHO BpeMsI BBICTYIIAJ B COCTaBe TPYIIIbI, 10 POK-0apIoBCKY TapMOHNY-
HO JIOXKUTCSI Ha TUTApHYIO0 apaHXXupoBKy. Bokan Kaiiran-oosna XoBasbira oboraiieH
s¢pdexToM, co3maoUIMM OIIyIeHMe TTeHMs 3a0M Harepen, TUIUUYHBIM JIJISI TICHU-
xonennuueckoro onk-poka. U, XoTs neHue AibbepTa COBCeM HeJlb3s1 Ha3BaTh Kiac-
CHUYeCKM TpaAULIMOHHBIM, 3Ta apaHKMPOBKa CTa/la CTAaHAAPTOM B I1006a/IbHOM BOC-
MIpUSITUM TYBUHCKOTO perepTyapa, a pa3paboraHHast «XyH-XypTy» ¢opmysia crajaa
dbopmyroii ycrexa.

[Tocne MeHee OTHOTO rofia yuyacTus B rpyIine «XyH-XypTy» AJIbOepT co3aas rpyli-
my «SIT-xa», MoMnpo6oBaB cHauasa CUJIbl C MOCKOBCKMM 3JIeKTPOHIIMKOM KBaHOM
COKOOBCKUM. «SIT-xa» O6bl1a 60ee MOMY/sIpHA Cpeli POK U MaHK OPMEeHTUPOBaH-
HO1 my6vku. [Tocsie rpoMKoro yxoaa us «XyH-XypTy» AjlekcaHap barma rmpoomKut
BOILIOIATH CBOM ITPOAIOCEPCKME AU U CO3LaJI Ipynny «YUpruiumH», COCTOSBIIYIO
U3 TAaKUX TAJIATIUBBIX MY3bIKaHTOB Kak rops Komkenpeit 1 Ougap MoOHIyH-0011.
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Tysunckue 38e30v1 World Music

TyBuHCKast My3bIKa CHesaaach JOCTYITHOM 3HAUMTEIbHO 60iee MMPOKOMY Kpy-
Ty crymaTesieii. Bbuii gpyrie mpoeKThl, KOTOPBIE TITAINCh Pa3paboTaTh MOXOKYIO
upeio (“Shu-de”), Ho oHM He 06/1aKaIM BUIEHMEM U LIEJIOCTHOCTHIO «XyH-XypTy».

C cepenyiabl 1990-x rogoB WieHbl IPYMIlbl «XyH-XypPTy» BCTaAM B Psifl, C APYTUMU
3Be3aHbIMU eHOMeHamu World Music, crany 3HakoM BpeMeHU, BHECSI CBOJI BKJIa, B
dbopmupoBaHue hopmaTta mOTpebaeHMS ITHUUECKM 3aTIpaBIe€HHO MTOITYJISIPHOM MY-
3bIKU. DTOT COCTAB BBITOJHO 3a3By4Yall B KOHLEPTHOM YCWIeHMN. MHe 3a[I0OMHUIOCh,
Kak yxe B 2000-x rogax Anekcanap YenapyxuH (Torga MeHemkep «XyH-XypTy») I10-
ciie KoHilepTta B EkatepuHOypre, Kyaa 6blia MpuBe3eHa clielagbHas ayIMoCcucTe-
Ma, BbIpasujl CBOV BOCTOPT 3BYKOBBIMMU JOCTUKEHUSI MU IPYIIIIbI M TOBOPUIL: «Terepb
OHM 3By4YaT Kak [InHk dnonp!»

BbIcoKast My3bIKaJIbHasl YyBCTBUTEIbHOCTh Kajirama-oosia 1 ero Kojuier, 3SHaHue Ty-
BMHCKOTO (DOIBKIIOpa, YIIOPCTBO ¥ YMEHMe paboTaTh — BCe 3TO IIOMOIJVIO MM CO3/1aTh
BBIpa3sUTEIbHBIN perepTyap, yHUKaJIbHOE 3ByUaHue, I, UTO elle 6ojiee BIIeUaT/IseT,
MIPOEPXKATHCS B ITIePEMEHUYMBOM MMpPE MY3bIKaJbHOTO OM3Heca ¥ COXPaHUTh CBOJ
CTATyC KYJIbTOBOJ TPYIIIbI Ha JOATMe rofabl. DPdeKT HOBU3HBI — OOUH U3 BasKHE -
mxX aKTOPOB ycIiexa B My3bIKaJIbHOM OM3Hece. CeromHs B II106aaM30BaHHOM MUpe
World Music 3¢ deKT HOBU3HBI JOCTUTAETCS HE CTOJIbKO 32 CUET OTKPBITHUS HOBBIX
KYJIBTYp («BCe y3Ke OTKPBITO»), CKOJIBKO 3a cueT KoJijiabopaluii, Co3maHmst KOKTeMIs
13 Pa3HbIX MY3bIKAJIbHBIX KYIBTYP M0 MHAWBUIYATLHOMY PELIEITY.

World Music Fusion — 3T0 X1BOJt 1 04eHb MHTEPECHbDI ITPOIIeCC MUPOTIO3HAHMS
yepes My3bIKY. K coskajieH1Io, B 9TOM JKaHpe YacTO MPOI[BETAeT HEKOMIIETEHTHOCTh
1 6aHaJIbHOCTD. [IPOEKTHI CJIUIIKOM CKOPOITOCTMKHBI M He ITO3BOJISTIOT YITyOUTHCS
B MaTepuasl, CTAaHOBSITCS IT0JIEM ITPOSIBJIEHNST MHAVBUAYAJIbHBIX «3T0» IIPOQeCccuo-
HaJIbHBIX MY3bIKAHTOB ¥ KOMITO3UTOPOB, HO HE CO3[al0T HOBOJI JOJTOBPEMEHHOI
IIEHHOCTM. ITO KacaeTCsl He TOJIbKO MOM-MY3bIKM, HO M JIKa3a M COBPeMEeHHOJ KJ1ac-
cuku. [ToBepxHOCTHBIE U KOH(Y3HBIE, HA MOJ B3IJISI, My3bIKaJIbHbIE CMECH YacTO
MIPUHMUMAIOTCS KaK JaHHOe. 371eCh MOKHO BCIIOMHUTB 00 9KOJIOTMM MY3bIKM, HO 3TO
TeMa JJIsl OTAEeIbHOTO pa3roBopa.

[Tpotiecc co3manus perenToB KokTeitiess World Music Fusion oco6eHHO yCHUTnIcs
C pa3sBUTMEM MHTEpPHETa M TaKUX KaHa/IOB, Kak Youtube, HO BpeMs >KM3HM HOBOTO
TPeHJa 3HAUUTEIbHO COKPAaTUJIOCh OTHOCUTENIBbHO 1990-X romos.

«XyH-XypTy», Oynyun (eHOMeHOM I7100a/IM30BaHHOIO0 MY3bIKAJIbHOTO PbIHKA,
IOJIKHBI OBV CUYMTATHCS C 3TUM MpolieccoMm. [Tpu Bceit cBoeoOpa3HOCTU U CaMOIO-
CTaTOYHOCTYU TYBMHCKOM MY3bIKU, «XYH-XYPTYy» YCIIELIHO Y4aCTBOBA/IU B JeCSATKaxX
KoJutabopanmii ¢ My3bIKaHTaMM CaMbIX pa3HbIX >XaHPOB — OT kKiaaccuku (Chronos
Quartet) mo donbkiopa (Angelite) u anekTponuku (Samsonov, Carmen Rizzo). MHO-
rve u3 Hux craayu oopasuamu World Music.
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«XyH-XypTy» GQYHKIIMOHUPYET B >KaHpe TMOIMYJISIPHOV MY3bIKM (4aCTbI0 KOTOPOIA
ssasietcss World Music Fusion), ymesno mucnonb3yst TpaguliMOHHBIN MaTepuan. Ha-
3BaThb TBOPUECTBO «XyH-XypTy» TPAAULIMOHHON MY3bIKOM, HA MOM B3IVISL[, HEKOP-
pekTHO. [lepBble ajibOOMBI I'PYIIIIbI, CIIPOAIOCUPOBaHHbIE ¢ yyacTuem Camiu bama
CO3a/I HOBBINM CTAaHAAPT apaHXMPOBKU M MaHepbl MCIIOTHEHUS TYBUMHCKUX I1I€CeH.
Mysbika/ibHbINM TasaHT Kaiiran-oosa XoBaJibira 1 ero KoJjijier, XOpOILInii MapKeTUHT
TIOMOTIJ/IY CO3/1aTh HEITOKOJIEOMMO CTOMKMII MPOMYKT, KOTOPBIN C OAMHAKOBBIM yCIIe-
XOM TI0TpebJisieTcs 3a rpaHuiieit 1 B camoii Tyse.

®enomen World Music muTaeTcst TpaAUIMOHHON M STHUUECKOV MY3bIKOI, HO €10
He sgBjsgeTcsa. OTCIoma pasMbITOCTh TePMMHA ¥ MHOXKECTBO ITONBITOK Ha3BaTh pas-
HbIe IIPOSIBJIeHUs 3Toro (peHOMeHa — 3THO, aTHOOUT, World Beat, Neo Folk u T. .
dopmar rpyrmsl 13 4-X 4eJI0BEeK — 3TO POK U (oK popMat Ij1s HeGOJbIIO CII€HBI.
['pynIioBoe UCIIOTHEeHME He XapaKTePHO JIJISI TPAAUIIMOHHONM TYBUHCKOM MY3bIKM, He
rOBOPSI y3Ke 00 apaHKMPOBKE JIJISI TUTapPbl, ITEPKYCCUM, Y IPYTUX MHCTPYMEHTOB.

[TIporpamMma B 1-1,5 yaca mokpbIBaeT pasHooOpasye CTUjIeH, PerMoHaJIbHBIX U
>KaHPOBbBIX HOMEPOB, SIBJISIET CO00t aBTOPCKMIT KOHIIEHTPAT TPaAUILIMOHHOM MY3bl-
KU, COOpaHHOI 10 Bceit TyBe U OT OpUTUMHA/IbHBIX UCIIOMHUTENeN. [IVBepTUCMEeHT
— 00s13aTenbHAs YCTYIMKA CAyIIaTes0, KOTOPbI/i He 3HAeT sI3blKa M CJIyIlaeT OTHO-
CUTEJIbHO TTIOBEPXHOCTHO. [IJIs1 TPaaAUIIMOHHBIX MacTePOB ObLIO XapaKTEPHO MCIION-
HeHMe HeCKOJIbKUX UJIN Jake BCero OLHOTO KOPOHHOrO HOMepa. B KOHLIepTHYIO Xe
MpOrpaMMYy JIO/KeH ObITh YITAaKOBAH 11eJIblii 3arac rneceH. 3aMmeTuM, 4YTO B aHCcaMbJie
«TpiBa» Kaiirama-ooi UCIIOMHS MMEHHO CBOM KOPOHHBIE HOMepa — Y3YyH XOIOT Ha
UTUJIe U pasHble CTUIu Xxoomesl. Takue recHu, Kak «[1imady cMpoTeI» U ., 51 TOXKE Ha-
3BaJ1 ObI ecHsiMyM Kaiirai-oosa, HaCTOMbKO CMJIBHO OHM 3BYYaT B €ro MHTepIpeTa-
LM, XOTSI U3HAYAJIbHO 3TO YMCTO HAPOJHbIE MIECHN.

YcusieHHOe 3ByYaHMe, 0COOeHHO yCujIeHMe Iojioca, Ucronab3oBaHme 3¢gpdekToB u
MOHMTOPUHTIA, MEHSIOT MaHEPY VICITOJTHEHMSI.

Ellle MO>XKeM OTMEeTUTb BbICOKUII MTpodecCMOHaIN3M McIoaHeHus . HapoaHble uc-
TIOJTHUTEM MOIJIM UCIONHSTh C II€POXOBATOCTSIMM, HECTPOEM, 3TO NMPUHMUMATIOCH
Kak aokHoe. [TpodeccroHanbl 0TpabaThIBAIOT TEXHMKY UTPHI M HACTPAUBAIOT MH-
CTPYMEHTHI 10 ThroHepaM. [Ipu urpe ¢ 3anagHbIMMU My3bIKaHTAMM WM HETPAAULIOH-
HBIMM MHCTPYMEHTAaMM TYBMHCKME MY3bIKAHTBI MOCTPAaUBAOT CBOU MHCTPYMEHTHI
Ha O0LIeNpPUHATYIO 3amagHyio yactoty 440 HZ, Torma Kak TpagauLMOHHOE UCIIOIHe-
HMe TSroTeeT K 432-435 HZ.

Co3maHue perepryapa, 3aIiCh M BbIITYCK aTbOOMOB, PO ¥ TB MHTEPBBIO IIPOBO-
OSTCS B OJIM3KOM COTPYIHMUUYECTBE C KOMMEPUYECKUM IUPEKTOPOM, ITPOIIOCEPOM, MU3-
maTejieM, areHTOM, KOTOpble (DYHKLIMOHMPYIOT IT0 3aKOHAM MY3bIKaJIbHOTO PhIHKA.

9T 0COOEHHOCTM TaK WM MHaUe MPOSIBISIIOTCS HA 3aMMUCSIX UM KOHIlepTax IpyIl-
TbI, KOTOPbIE JABHO CTa/JIM 0OPa3lOM MCIIOTHEHUS TYBMHCKOV MY3bIKU JIJIST MOJIO-
nexu. B3siTe, Hampumep, Kaproipaa KyBe3nHa, KOTOPbI CTaa HOBBIM 11a0JIOHOM B
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«3THO», TOTAA KaK ero Kaprbipaa MMeeT Majio XapaKTepUCTUK pUIUTrpaHHOTO Tpa-
IULIMOHHAro Kaprbipaa.

Bpsiz it Mbl yBUAMM B O/TMiKaiiiiiee BpemMsi HOBbIX TYBMHCKUX 3Be3]1 MMPOBOTO 3Ha-
yeHMsI, MOI0OHBIX «XyH-XypTy». PBIHOK MMeeT onpefeneHHYI0 BMECTUTEIbHOCTb, U
TYBMHCKAasi My3bIKa ysKe 3aHsj1a CBOV 00beM Ha 3TOM pbIHKe. Kak M3BeCcTHO, bonmuBap
He BBIJEPKUT ABOMX. XOTS [IPEeTeHAeHThl Ha X MECTO ITOSIBJISIOTCS PeryjisipHoO, Ha-
IIpUMep, KUTACKO-MOHTOJIbCKAs Ipymna «XaHram».

[IeHHOCTh TYBMHCKOJM MY3BIKM HE CTOJBKO B 3Be3/aX, MMOKOPMBIINX HEGOCKIOH
3aIaJHOTO PBIHKA, CKOJIBKO B 00pa30BaHUM CTAOMIBHOTO COOOIIeCTBA JIIO/IEi, BAOX-
HOBJIEHHBIX 9TOV MY3bIKO/ U KYJIbTYPOJi, UIIYIIVX HOBBIX ITyTEl 3CTETUYECKOIO U
IOYXOBHOTO MUPOBOCIIPUSTHSI.

AKTUBHOCTb 3TOTO OUY€Hb VHTEePHALlMMOHAaJIbHOT'O COO6HJ,€CTB& MOJKHO ITpOoCiIe ANTDb
B I'pyIlliaX B COOMA/JIbHbIX CETAX U 6Jiorax.

Tysunckas my3wika 8 Tyse u mupe cezo0Hs

HWTtak, Kk cepeanuHe 1990-x romoB MHTepeC K ayTeHTUIHOMY (POSIbKIOPY MOYTUX IO
TOJVi TIPOCTOI MpPUUMHE, UYTO ayTeHTUYHbIV (POTbKIOP He eCTb PhIHOYHbIN MPOIYKT.
®enomen World Music Kak ryoka BOUTaja B ce0s1 3j1eMeThbl ayTeHTUKU U Iepepabo-
TaJl er0 BO MHOTUMC/IEHHbIe (DbI0)KHOBbBIE MTPOEKThI. ICTMHHBINI (POSIbKIOP NPUBSI3aH
K 00pasy xu3Hu 1 jaHamadTy. ITocie KpaTKOBpeMeHHO OTpaboTKM aHcambieM
«TpIBa», TaM OH U ocTaJsics, rae 6bu1 — B baii-Taiire, MonryH-Taiire, OBiope, JI3yH-
Xemunke u Cyr-Xosie. Takue cuibHbIe UCTIOMHUTENN KakK AHapeit Omeii u 'epmaH
Kyynap He cTany MeXyHapOOHbIMM 3Be3JaMi U KUBYT B paiioHax, o0ydasi MOJIO-
Ie>XKb a3aM CBO€1 KyJIbTYPBbI.

MHOXeCTBO TaJaHT/IUBBIX KOJJIEKTUBOB U COMUCTOB MPOJeIaau CBOM CJIOKHbIN
IyTh B HaXOXIEHMUM CBOEro ClIeHMUYEeCKOro obpasa 1 perepryapa, CTau B TOM WU
MHO cTernieHu n3BecTHbIMU. CeronHs TyBa MMeeT CBOM POK-TPYIIIIbl, aBAHTapHbIE,
>KeHCKMe U T. . HeKoTopble cTapaloTcsi ObITh MyPUCTaMU B TPAAULIMIOHHON CTUJIVMCTUKE
ucronHeHus (Harpumep, Yogypaa Tymar, XOTsI C IPYTroii CTOPOHBI, ee paboTa HeCKOJIb-
KO IMPOTUBOPEUYUT OOILEITPUHSTOMY MHEHIIO 00 MCIIOTHEHUY X00MesI sKeHIIMHAMM),
HEKOTOPbIe CO3/Ial0T CBOIO MY3bIKY, BIIOXHOBJISISICh TpaJuiiuelt, B O0bIiel U MeHb-
1Ieii crereHyu omnupasich Ha Hee (Camuxo Hamubuiak, [eHmoc B aBaHrapgHoii cdepe,
CranucnaB Upuib B mON-My3bIKe, «UMprmmunH», «XyH-XypTy», «Aali», «XapTbira»,
Panuxk Tiomronn B GoJK-poKe, ITO-CBOeMY YHMKaIbHble HaliioHa/bHbIM opkecTp TyBbI
u JTyxoBoii opkectp IIpaButenbcrBa Pecryoimky ToeiBa). [IpyMepoM OTKPBITOCTH TY-
BUHIIEB K KO/UTAO0OpalysIM M HeOXXUAaHHBIM pellleHUSIM SIBJISIeTCS CTaBIlast Tpaguii-
eii coBmecTHas pabota JlyxoBoro opkectpa Iemupa Trosola 1 Ky/JIbTOBOJ IKa30BOii
rpymabl 13 CHIA Sun Ra. BO3HUKIIN sKeHCKMe TPYIIbl, KOTOpPbIe CO34a/IM CBOI SKeH-
ckuii penepryap (Hamexxma Kyynap, «TbIBa KbI3bI», «D3€HTU», «YTYI3a»).
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Emie 25 neT Ha3aj 3Ta My3bika ObljIa M3BECTHA JINIIIb STUTAPHBIM MCKATESIM MY3bl-
KaJIbHO¥ 9K30TUKM, a CETOIHS TOPJIOBOE TEeHME CTa/I0 BOCTPEOOBAHHBIM BIIOM MY3bI-
KaJIbHOTO MCKYCCTBA. 3anmcy aHcaMosst «ThiBay», rpyIin «XyH-XypTy», «HUPriIamH»,
«SIT-xa», a Takke KoHrap-oosia OHmapa, nx Koiabopaiiyii ¢ HeTYBUHCKMMM apTUCTa-
MU PaCIIPOCTPaHUIINCD T1I0 BCEMY MUPY U CTaJIN JIETKOLOCTYIIHbBI 10 IHTepHeTy.

My3bIKa 3TUX IPYIII IIPUBJIEK/IA COTHU ThICSIY ITOKJIOHHMKOB. MaHepa UCIIOJTHEHU S
" apaHXMPOBKa TYBUHCKUX ITeCeH 3TUX IPYIIIL CO31asia IpeacTaBaeHne O TYBUHCKOM
MY3bIKe, CO3a/ia [IepBO3JaHHOe BOCIIPUITME MaHePbl UCTUIHEHUS, apaHXKMPOBOK U
TeXHUKU TeHus. TOT ke mporecc npousoiien B camon TyBe, rae mpecTusk TPy,
DOOMBIIMXCS yCIlexa M 3Be3[IHOTO cTaryca 3a IpenenaMy TyBbl, paclipoCcTpaHeHMe
IMCKOB U VIHTepHeT, Chirpajiy peliawliylo poib B BbIOOpe 06pa3iioB AJ1s Mmoapayka-
HMSI MOJIOZOTO MOKoeHus. TOT ¢akT, UTO eCTeCTBEHHbIN CI10c06 06yueHIsI XOOMeR0
— noApakaHue, a He TOCeleH e MY3bIKJIbHO LIKOJIbI, ChITPAl HA PYKY 3TOMY IIPO-
1eccy. OTO 3HAUUT, UTO B IIpollecce IIobaamu3anum 1 OJOCTYIIHOCTY MHGPOpMaIInu,
BBIOOD B ITPOIIECCe «ITPEeMCTBEHHOCTM» MMaZaeT Ha yCIelTHbIe PhIHOYHbIE 00pasIibl,
a He Ha BBIOOpP MacTepa, XOTSI OIpee/leHHas] KOpPesiiyus MeKAY KOMMepPUYeCKUM
YCIIEXOM U MacTepCTBOM, KOHEUHO CYIIeCTBYeT.

MHTepHeT obnamaeT ocoObIM oIylieHMeM BpemeHM. Kak apxuB mMHboOpmaum
MHTepHEeT comepXKUT OOIIMpPHbIe JaHHbIE U3 pa3HbIX YTOJIKOB BpeMeHM U IPOCTPaH-
CTBa, HAXOJIUTCS B HEKOeM 6e3BpeMeHbU. 3[1eCh MOKHO 0Ka3aThCsl B JAJbHUX YTOJI-
Kax MCTOPUM U TIOJYUUTh aKTya/ibHeNyo nHGopmalinio. IHTepHET BUPTYaIbHO
YHUUTOXKAET TpaHuIlbl U pasanuus. [lepemavya mHGOpMaLy TPOUCXOOUT MOTHEN-
HOCHO U CO3JaeT UJUTI03MI0 peaJbHOTr0 BpeMeHM.

TeicauM J0fen TPUTATUBAIOTCS K KaXYIIencs MPOCTOM TeXHUKe U IPOCTOLY-
1110 TYBMUHIIEB, CTAPAIOTCSI HAYUYMUTHCS UCKYCCTBY XOOMesI [0 MHTePHETHBIM KypcaM
M caMM, HeJIOJITO IyMasi, 3arpy>kaloT CBOM caMofeIbHble BUIAEOKYPChI 1 OJIOTU IJIsT
Bceobmiero nmorpebnennst. (Hampumep, bonk Ha Tuva Music Recordings VK, 1om Ha
Tuva Music Style VK, conunnbiii mpoekT Chaa Records Ha Facebook). Te, y koro ectb
CcpencTBa, pue3skamT B TyBy U MOTY4alOT YPOKU Y MECTHbIX XOOMeiiku. COTHU Ty-
BUHCKUX Ma/IbUMIIIEK, BOOOYIIEBIISISICh YCIIEXOM 3Be3/I, 1 OYIyuy OT IIPUPOIbI MY3bI-
KaJIbHBIMM, KOTIUPYIOT CTU/Ib UCIIOTHEHVS KYMUPOB. IHTYUTUBHO pa3paboTaHHbIe
A. Bbana n A. KyBe3uHbIM (opmMaThl IPYIIN U TUI apaH>XKUPOBKM CTalM CTaHAAPTOM
" TIOIBEPIICh MAaCCOBOMY KOMMPOBAHUIO C HEOOMbIIMMM OTKIOHEHUSIMU. 3HAUM -
TeJIbHO BbIPOC CIIeHMUeCKUi MpodeCcCMoHa/IN3M TYBUHCKIX MY3bIKAHTOB.

['pynmoBoe uCIomHeHKe, KOTOPOE MHE AO0BEJOCh y(IblliaTh B TyBe B Haudaie
1990-x romoB, 6bUIO 3a4aCTyI0 HeCTPOHBIM. [OPIOBUKY C NOIIMYIyypamMu Meju B
YHUCOH WJIU TI0 OYepeau, JIUIIb yCUIMBas 001iee 3By4aHue COBMeCTHOI urpoii. Ce-
TOAHS TYBUHIIbI HACTPOWJIU CBOA CITYX MOJ, LIMPOBbIe KAMEPTOHBI U UTPY HA XOPO-
110 HACTPOEHHbBIX MHCTPYMeHTax. Bpsn u cerogHs B TyBe yCIbIIIMIND UCTIOIHEHME
B ayxe CyHIyKasi C ero yCJI0OBHO HACTOPEHHBIM JOIIITYTYYPOM.
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C mpodeccroHaIbHOM apaHKMPOBKOI HAPOMHOV MY3bIKM Mbl ObLIM 3HAKOMBI
ellle B coBeTCckoe BpeMsl B (popMe madOCHBIX OPKECTPOB C TpaHCHOPMUPOBAHHBIM
rog, cuM@OHMYECKIIT OpKeCTp MHCTPYMeHTapyueM.

«XyH-XypTy» IPeJIOKUIN TeTUIblii AeMOKpaTUUeCKIit BApMaHT, XOPOIIIO COXPaHWB-
Uit YepThbl TPAJUIIMOHHOTO McronHeHusl. Ho He 6yeM 3a6bIBaTh, UYTO «XyH-XypTy»
CYIIeCTBOBAJl BO MHOTOM KaK 3KCITOPTHbINM MTPOEKT ISl 3aI1aIHOTO pbIHKA. B pogHOIi
TyBe He 6bIIO CPEICTB, UTOOBI MOAJAEPKATh IPYIITY TakKoro YpoBHs. OKa3aBUINCh 110
YMOJTYaHMIO HOBBIM ITOC/IOM TYBMHCKO KYJIbTYPbI, OH CO3/1a/1 (OpMaT TyBMHCKOI My-
3bIKM, KOTOPBIIi COOTBETCTBOBAJI MMUPOBBIM CTaHAApPTaM, HO He 00s13aTe/IbHO I0CTO-
BEpPHO OTpaskasl Bce 0COOeHHOCTY TYBUHCKOV MY3bIKY U €€ CYIIeCTBOBAaHMSI.

Hampumep, peKOHCTPYKIIMS MCIIOIb30BaHMSI YIAPHBIX B aHCAaMOJIeBOI uUrpe 3a-
MeTHO oboramiaeT o0lee 3BydyaHMe Ha KOHIEpTe, JelaeT 3By4aHMe OMM3KUM K
TIOJTHOMY CIIEKTPY POK-MY3bIKU («XyH-XypTYy», «UUPTrUIumH», «Anairy», «5SIt-xa»). Ho
KaK MCIOIb30BaINCh IIEPKYCCUN 3a TpefesiaMy XpaMOBOl UT'PbI Mbl He 3HaeM. Tem
He MeHee VCII0/Ib30BaHMe MePKyCCUM CTaI0 CETOAHS CTaHAAPTOM B aHCAMOJISIX OT
(ONBKIOPHOI MY3bIKHA.

B pacmmdpoBKax COBETCKOT0 3THOMY3bIKOBema A. H. AKceHOBa TyBMHCKAsl My-
3bIKa IEMOHCTPUPYET Hajuuue pa3Hooopasusi pUTMUKU M MUKPOPUTMUKHM, Bapua-
LMY MUKPOJIAZLOB. B rpyIiInoBoii urpe 5Tu 371eMeHThbl MOTYT IIPUBECTU K OLLYIIeHUIO
danbmmBOCTM 3BYKa U TPeOyIOT 0co0O0ro BHMMAaHUS U MacTepcTBa. CoBpeMeHHast
IPYIIIIOBAas apaHXMPOBKaA TIATOTEET K YIIPOILIEHUIO IeTalieil, K puTmy 4/4, xapakrep-
HOMY [J1S TIOTI-MY3bIKU.

YsieHbI IpyIIbl «XyH-XyPTy» CTAPAIOTCSl HE YITYyCTUTh OCOOEHHOCTM TPaaUIIMOH-
HOTO MHTOHMPOBAHMS, XOTSI B paMKax ux (hopmara 9TO 3a7aua KpaiiHe CJI0KHasI.

HeiicTBUe «HOpManu3salum» 3a cuet VIHTepHeTa M MY3bIKaJbHOTO PbIHKA MOX-
HO MpPOCAeIUTb Ha IIpMMepe PaclpoCTPpaHEeHMSI TYBMHCKOTO XOOMes TaK ke U He B
KOHTPACTHOW 3aMagHoM cpelie, a Cpeau «CBOMX». bym Bo3BpallleHUs K TPagULIMOH-
HBbIM KOPHSIM B cepenyiHe 1990-X romoB BbI3Bajl BbIABMIKEHME TaKMUX apTUCTOB, KakK
a"Hcambnu «Cabumtap» u3 Xakacuu, «Antait Kait» ns Peciy6nuku Anrait, Xocoo u
«Egschiglen» n3 Monronuu, Hamrap 13 Bypsitun, «OkHa Ilaran Cam» u3 Kaambikuu,
Enun XyccanHoB n3 Kazaxcrana u gp.

Emie B Hauane 1990-x rogoB MHe He JOBOAMJIOCh BCTPeYaTh TaKoe MIMPOKOe pac-
IIpOCTpaHeHMe JKaHPOB rOPJIOBOTO MeHMS 1 Pa3HOOOpa3ust 00epTOHOBOI MY3bIKM U3
STUX PerMOoHOB. Tak uay MHadye B TBOPUYECTBE STUX apTUCTOB MbI CJBIIINM OTIOJIO-
CKV TYBMHCKMX T€XHUK I€HWSI, MHTOHMPOBAHMS U [1asKe MeJIOAVKN.

PacmpocTpaHeHe 3BYyKOHOCHUTeIEl, B 0COOeHHOCTY TYBUHCKOM MY3bIKM, IT03BO-
o Mmbi3bikaHTaM CastHo-AnTasi u LleHTpaibHOM A3UM 3aHOBO OTKPBITH 3a0bIThbIE
SKaHpbI COOCTBEHHOJ TpaauLum. M uTo 31ech CBOe, a UTO 3aMMCTBOBAHO — 3TO BO-
MIPOC aKTyaabHbIN JJ11 STHOMY3bIKOBEIOB, a He JIJ1s1 TPOIFocepoB QOJIK IPyIIN. Bpems
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HayYHO 060CHOBAHHOIO MOAXOAA K pernepryapy 3aKOHUMIOCH K cepeauHe B 1990-x.
CeromHsl peuyb UAET O SIPKOCTU MHAUBUIAYAJIbHBIX MCIIOJIHUTENIEN, CLI€HUYEeCKO
apaHXXMPOBKU, SIPKOCTU KOCTIOMOB, IIOKOPEHUM CTyllIaTesleil U, B KOHIle KOHIIOB, O
KOHKYPEHLMM. A 3aKOHbBI OM3Heca, KaK U3BECTHO, SKECTOKIA.

Takum 06pasom IMPOUCXOIUT IMPOLECC HMBEIMPOBAHUS MHAVBUIYATbHOCTH, Ca-
MOCTOSITEJIbHOCTY MY3bIKQJIbHOTO MBIIIJIEHUS, YMEHUSI UCKaThb BIOXHOBEHME BO
BHYTPEHHE 1 BHeIIHel nmpupoje, rmyoboko duaocodckoro B3IIsiga Ha MY3bIKY U
SKM3Hb, He OTPAaHNYEHHOT'0 YbMM-TO YCIIEXOM WJIM TOXOIOM — XapaKTepUCTUKU, TaK
MpUCyIye yieaiumMm MacTepaM.

BcnoMHUTB 371€Ch Kak IpuMep HepopMaTHOTO CaMOCTHUITHOTO TTOAX0/a K TBOpUe-
cTBY yyacTtue OiayIibl B Tejemoy «MuHyTa ¢iaBbl» . MOXKHO ITOAyMaTh, 4YTO Biamu-
MUp pelnI 3aXBaTUTh MUP U ITOTEPSIT TOJIOBY OT aMOMIIVIA, IO Ha yJyacTye B Ta-
KOM 0ZM03HOI1 nporpamMme. Ho 41 ¢ 3Tum He cornaceH. Oiyraa cries OgHY U3 CBOUX
KOpPOHHbIX neceH. CouyeTaHMe rOpJIOBOTO MeHus 1 OasiHa ujieH >XKIpy Ha3Basl Heba-
ro3By4yHbIM. [Iocsie TOro, Kak ero BbICTYIUIEH)E CYPOBO «OIYCTUIN», ITOT OTCUEB-
IMii B TIopbMax 1odep 1 Gpe3epoBlIMK, CIIOKOIHO Ja/l B3BellleHHbI/i KOMMeHTa-
puit 06 OTCYTCTBUM Y XKIOPM MY3bIKaJTbHOTO 06pa3oBaHMsi. C UeM MbI MTOTHOCTBIO
cormtacHbl. Bo3moxkHO, eci 661 Oiimymnaa ceirpan «Jlebens» Cen-CaHca, TO KIOpU
6b110 OBI B BOCTOpTE.

Oiiaymnaa orpo60Ba MUp MOT-KYJIbTYPbl HA COOCTBEHHOM OTIbITE U JaJl eMY aJleK-
BATHYIO OLIEHKY.

3akiroueHue

B 1960-x 1 1970-x romax TyBMHCKasi My3bIKa OblIa TOCTOSIHMEM 3JIUTAPHbIX UC-
cemoBaresieil B 9THOMY3biKOBeneHn. MysbikoBennl B. Illypos u M. A. bormaHoB
TIpoje/aii HEBEPOSITHO BasKHYIO paboTy IO MyOaMKaIuy TYBUHCKOM MY3bIKM, «3a-
pPBUIM» KJ1a]l, KOTOPbIV ObI 0OHApPY>KEH B ITOAXOsIIIee BpeMsi 1 cTajl 623071 [1Jisl 3Ha-
KOMCTBA C TPaAUIIMOHHOI MY3bIKOI KakK B camoit TyBe, Tak u 1o Bcemy mMmupy. (Kak
[IlypoB, Tak 1 BormaHoB ObLIM COOMpaTEeIIMU U TIPAaKTUKAMI B My3bIKe, UX MHTEPEC
He ObLJT TOJIbKO MCCJIeIOBAaTeIbCKUM-TeopeTuueckuM. lIIypoB nmest cBoit cOOCTBEH-
HbIN XOp, bormaHoB mucan aBaHragHYyI0 3JIEKTPOHHYIO MY3bIKY. BOrmaHoB MoarorTo-
BUJI HECKOJIbKO OU€Hb BaykKHbIX M3gaHuit Cubmpckoro doabkiopa. Cpegy HuX abco-
JIIOTHO YHUKAaJbHBI ABOIHOM albO0M HraHaCaHCKOJ IaMaHCKoM My3biki. Ha 6a3e
cobpaHHbIX BOrmaHOBBIM MaTepMaaoB M MHTEPBbBIO C HUM S [eiajl paguonporpaMmy
nJ1s Hupgepnanackoro pagyo VPRO “De Wandelende Tak”).

C Havana 1990-x roioB TYBMHCKAsI My3biKa BOpBa/JiaCb B MUPOBOE CO3HAHME Ha-
1og001e MOHI'OJIbCKOrO HaiecTByst. OueBUAEH IJI00aTbHbBIN yCIIeX TYBUMHCKOM MY-
3bIK/M HA MMPOBOM MY3bIKaJIbHOM PbIHKE, XOTSI M HUILIEBOJ. DTOT PbIHOK CIAUIIIKOM
KOHCepBaTMUBEH M ITOBEPXHOCTEH [IJ151 TAaKO¥ crielinduueckoit My3bIKi. Bbl/I MOTIBIT-
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KU IIPOJIBMHYTBHIX M3TPOB MO MY3bIKM ITPEJICTAaBUTH XOOMe 60osiee MIMPOKOIL ayay-
Topuu: Peter Gabriel BeiTycTII AMCK HemoAroCcpouHo¥ rpynnbl «Ily-me» Ha ero y1sii-
6;e Real World, rpyrma Massive Attack Bmecte ¢ panmepom Tricky mcronb3oBanu
dbparmeHT 3amucyu kaprbipaa B Karmacoma (recHsl JOCTUI/Ia BbICOKMX ITO3UIIUIA B
yaprax), Kojmabopanus «XyH-XypTty» ¢ Frank Zappa, Carmen Rizzo 1 cayHATPIK IS
dunbma Geronimo c¢ Ry Cooder, coBcem cBexkee yuyactue Paguka Tiomioiia B 3BY-
KOBOJ1 TOpPOXKKe B Teynecepuasne Fargo — 3TO CKPOMHbBIE AOCTMKEHMSI Ha OOIbIIOM
KOMMeEpPUYEeCKOM pPbIHKE.

OmHaKo 3BYKM TOPJIOBOTO IT€HMSI OUapOBBIBaIM Oojiee BOCIIPUMMYMBYIO ITyOsIM-
Ky. Jltogu, MHTepecylolyecs: 3ByKOM, 3KCIIepMMeHTaMu, KyJAbTypoii, Mudosmoruei,
STHUYECKMMM 3HAHUSIMU, HbIO 3iKeM, IlIaMaHM3MOM, OTHOILIIEHMSIMM YeJloBeKa C
NpUponaoi u naama@ToMm, BO3MOKHOCTSIMU TYXOBHOTO Pa3BUTHS UyejlOBeKa yepes
MY3bIKy HEM3MEHHO MHTEPeCcOBaINCh TYBMHCKOI MY3bIKOii. T. €. 0COOEHHYIO POJib
TYBMHCKAsl My3bIKa UTpajia U IPOA0JIKaeT UTPATh [IJISl T€X, KTO OTHOCUTCSI K My3bIKe
He KaK MoTpebuTesnn, HO CO3HATEIbHO CIYIIAIOT MM CO3[Al0T CBOIO MY3bIKY, OTBO-
IAT el 0co0yI0 poJib, KaK MHCTPYMEHTY MUPOBOCITPUSITHSI.

Ilaneko He Bcerpga 3TOT MHTepec IMTyOOKMit 1 agekBaTHbI. Ho He B 3TOM mero.
BajkHO TO, UTO TYBMHCKasi My3bIKa Jajia JeCsITKAM ThICSAY JIIO4ei MUILY OJIS BOOX-
HOBEHMS, Pa3BUTUS U SKcriepumeHTa. IHOorga B Bume 330TepUUECKOro MeHus OIS
JleyeHMsI KOMHATHBIX pacTeHMil, MHOrAA B BUIE KOHIEINTYaJIbHOM COBPeMEeHHON
omepbl, WIM TPAHCOBOM MY3bIKU, UCIIOJIHIEMOM AuIKesIM B ['oa OJj1s1 OAIIUMTaHHOMN
LSD momnonexu. IHorma B BUe OTKPOBEHMS U IIPO3PEHUS Y TeX, KTO 3aHMMaeTCs
pa3BUTHEM BO3MOKHOCTEI UeJI0BeUYeCKOro rojioca.

OmHaKko P 3TOM Heu3beskeH IMPOoLecC HOpMaIn3aiuy BOCIIPUSITUSI TYBMHCKOI
MY3bIKM BHEITHUM MMPOM. TaMHCTBEHHOCTb M 3arajJlayHoOCTh CMOMPCKOIrO Hapoja
y>Ke He Tak 3a7ieBaeT 00beBIIerocs MHTEPHETHBIMM B3PbIBaMM IJI00AILHOTO ITOTpe-
61TesIs I7T00aMM30BaHHOM KY/IbTYPbl. [7106a/11M30BaHHBI MUP JAET TOCTYII K MHPOP-
Malu, IOMOTaeT YCTaHOBUTD CBSI3M, HEMBICJIMMbIE ellle IBa1aTh JIeT Ha3a/. Hera-
TUBHAsI CTOPOHA 3TOr0 — CTAHAAPTU3ALMUS KYJAbTYPhl M HEBWIMPOBAHMS Pa3/INIMIA
B TeXHOKpaTUYeCK! I7T00a71030BaHHOM MMpe. OTO CUJIBHO BIMSIET HA MY3bIKAJTbHYIO
Ky/IbTYpbl TYBbI, e IMHCTBEHHBIM 3KCIIOPTOM KOTOPOI1 SIBJISIETCSI MYy3bIKa (M, B KAKO¥-
TO CTeIleHM), IIaMaHM3M).

C pacripocTpaHeHMeM 3amnucei, CO34aHMEeM KypCOB M IIKOJ XOOMesI MOJIOEXKb
yBJIEK/IACh TEXHMUKOV UCIIOJHEHMS U BHeITHUMM 3¢ddeKTaMu, TeM UTO XOPOIIIO CMO-
TPUTCS HA CIleHe MM Ha Buaeo. OueBMIHO MEHbIIe Mbl BUAUM ITTyOMHY U CO3ep-
LIaHMe MPUPOAbI, KOTOPOe TaK XapaKTepPHO IJIs1 TPAAUILIMOHHO TYBMHCKOM MaHepbl
UCTIONHeHUs. [I19 TpaauMIIMOHHbBIX TYBMHIIEB XapaKTepHa CAepsKaHHOCTb U MHTpa-
BepPTHCTb UCIIOJIHEHMSI, OTJIMYHAS OT, HallpuMe)p, S9KCTPpaBepTHOI MOHTOJIbCKOJA.

[l TYBUHIIEB TOMY/ISIPHOCTb XOOMesI ChITpajia pojib 0C000¥ BaXKHOCTU, KaK HMU-
KaKo¥ Apyroi MpUpOoaHbIi UM KyJbTYPHBIN pecypc, Kakumu 6orata TyBa. Xoomeii
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o0Opes mouTy MU@MUUecKylo perryTaliyio, mornaaas B skaHpbl OT TOJIOCOBOI aKpobaTy -
KU 10 330TePUUECKOTO MeHUs, B IOII, POK ¥ HEO-KJIACCUUECKYI0 MY3bIKy. OH BbIBel
HeBenomylo TyBy Ha ypoBeHb MUpPOBOro Muga XX-ro Bekxa.

TyBa 11araeT B HOTYy CO BpeMeHeM M TOXe BoIlIa B 31oxy Auto Tune, uau
aBTOMaTUUeCKOl KOPPeKIIMM BbICOTHI 3ByKa rojioca Uy MHCTPYMeHTa BbICOTHI 3BY-
Ka, [TOMOTaloIIel MCKYCCTBEHHO M30e5KaTh OIIMOOK ¥ OTKJIOHEHMIA B ITPOLIeCce 3BY-
KO3amucu, Harmoao6me rmogumctku dortorpaduit B Photoshop. JlaBieHne nueonorum
COBETCKOTO Ieproaa CMEHMIOCh CTPECCOM U TPeOOBaTEIbHOCTHIO CBOOOIHOTO PhIH-
Ka ¥ BCeoOI1eir HopMaln3alum KyJbTypbl.

Kak To, Tak ¥ Apyroe He JIOXKUTCSI TapMOHMYHO Ha TPaauIMOHHOe MMPOBO33pe-
HMe TYBUHIIEB.

Wnes Auto Tune mpotuBopeunt Guioco@my TyBUHCKOM MY3bIKN.
Kak 3To mpoTuBOpeure pa3pemnTcss — Mbl YBUIAUM B Omyskaiiiime 10-15 ner.
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TYBUHCKAS MY3BIKA
U EE JUCKOTPA®US
(OCHOBHBIE UMEHA,
HA3BAHUIS, IPOBJEMBI
OIIMCAHUA)

Mopmen A6undcHec
He3aBucumbIil aBTOP
OUHAIHIUS

B cmamuve npedcmasnena asmopckas paboma
no cucmemamu3ayuu Ouckozpaguu myeuHcKoll
Mmy3siku XX eexa. Aemop MHozo0 siem cobupaem
Mamepuan u naavupyem npoekm <«Tysunckas
MY3bIKA HA KOMNAKmM-0uckax» K nocaeoyiouwemy
omdenvHomy usdaHuw. Llenv npoekma— damo
8ceM UHMepecynuuMcs, 6 mMoM HUCLA CaMuMm
mysuHyam, 0630p pacnpocmpaHeHust My8uUHCKo
My3blKU N0 Mmupy. 3anadHslie Komnakm-oucku
omHocumensHo pedku 6 npodaxce 6 Tyge. 3anuce
U 8bINYCK Maxux u30avuu yacmo ces3aHsl ¢ 2a- i
CIPONSIMU MYBUHCKUX APMUCIMO8 3a PYOEHOM.

Zuckoepapus HauuHaemcs c3anuceti my8uHcKoli
MY3bIKU HA cemu naacmunkax Mockosckoli ¢pabpuku
3gyko3anucu 1934 2. Bmopas cepusi 2pamniacmuHox
mysuHckot my3viku (17 nnacmumok) 1958 2. mano u3-
gecmHa. B 1971 2. noseunace nepsas 0oazouzparnouids
NIacmMuHKa ¢ mysuHckumu menoousmu «Telea asnea-
aap / Menoduu Tysbst». Y ancambneti «CasHol» U «AsH»
8 1980-e ze. gbiwinu MuHu-anvoomol. ITocnedHue sUHuU-
J108ble MUHU-ANBO0MbI C MYBUHCKOLI MY3bIKOU, Hagep-
HO, A8JIII0MCS. NPUJIOMCEHUIMU K aKaA0eMUueckKum u3-
JaHUsIM MYBUHCKO20 (POJIbKIOPA.

Ionnas duckozpagus Komnaxm-ouckos oxeamsiéaem
ducku, usdaHHsle 3a npedenamu Pecnyonuku Teiea — 6
3anaoHoti Espone, e CIIIA, a maxxce 8 Mockee. Ilepsvie
KoMnakm-oucku 6osiiu evinyuleHst 8 1989 2.: c6opHuK
KOHUepmHblx 3anuceti co8emcKux apmucmos, a max-
Hee COOPHUK MY3bIKU, CBA3AHMBLI ¢ OOKYMEHMAIbHbIM

TUVAN MUSIC AND
ITS DISCOGRAPHY
(PRINCIPAL NAMES,
TITLES, ISSUES

OF DESCRIPTION)

Morten Abildsnes

Independent author
Finland

The  article  presents  the
author’s works in systemizing the
discography of Tuvan music of the
20th century. The author has been
collecting the material for many
years and is planning to publish
a separate volume called “Tuvan
music on compact disks”. The aim of
the project is to let all the interested
parties, including the Tuvans, to
learn about the distribution of
Tuvan music around the world.
Western CDs are comparatively
rarely sold in Tuva. The recording and publication
of such disks is often connected to tours of Tuvan
musicians abroad.

The discography of Tuvan music starts with the
seven disks recorded at the Moscow Factory of Sound
Recording in 1934. The second series of recordings
of Tuvan music, released on 17 disks in 1958, is not
so well known. In 1971 the first long-playing disk
with Tuvan melodies, “Tyva aialgalar / Melodii
Tuvy” was released. The ensembles “Sayany” and
“Ayan” released 7-inch EPs in the 1980’s. The last
vinyl EPs with Tuvan music are probably the 7-inchs
to attached to academic editions of Tuvan folklore.

The full discography of CDs includes disks released
outside of Tuva — in Western Europe, USA and
in Moscow. The first CDs were released in 1989: a

AbundcHec MopmeH — He3aBUCUMBIit aBTOp, PUHASHAMS. I1. afpec: morabildi@hotmail.com
Abildsnes Morten, independent author, Finland. E-mail: morabild@hotmail.com

142



HOBbIE HCCNEAIOBAHUA TYBbI

www.nit.tuva.asia Ne2

THE NEW RESEARCH OF TUVA

2017 Novye issledovaniia Tuvy

gunvmom o Tyse «The Herders of Mongun-Taiga» (Be-
auxkobpumanus). Camas 6onsuias ouckozpagpus ecex
mysuHckux apmucmos y Cauxxo Hamusinax. Ee oucku
Xopouwio npedcmasieHsl 8 c80000HOU MeXOYHAPOOHOLI
duckoepaguu Discogs, uHgpopmayus no opyzum mysuH-
CKUM apmucmam mexee nojHas. B cmamve maxxce om-
Meuamcs npumepsl CemMniog mysuHckoz0 20pi08020
neHus 8 meopuecmae Opy2ux My3bIKAabHbIX KOJLIEKMU-
608, HA3b18AIOMCS OUCKU.

YV epynn «Xyn-Xypmy», «Im-Xa» ecmv MHO020 u3da-
HuUll, U coGcmeeHHble, U COBMECMHble KOMNAKM-0UCKU.
KynomuHnayus kommepueckozo uHmepeca K myuHcKoll
My3blKe 8blpa3undacey 8 usdaHuu 00Hol U3 camoix 060Jib-
wux ¢upm epamsanucu mupa Warner Bros convH020
komnakm-oducka Kouzap-oona Oudapa e 1999 2. B no-
cnedyroujue 2006l KOAUUECB80 HOBbIX KOMNAKM-0UCKO8
MYBUHCKO020 codepxcaHus nadaem.

B nocnedHee epems noseasomcs aabb0mul u3 uugpo-
8blx (haiinos, docmynHsle O/l CKAUUBAHUS UNU Uepe3 No-
moxkogole myavmumedua. B camoti Tyse cHauana 60b-
woe pacnpocmpaueHue umenu Kaccemol. B nocnednee
8peMs pacnpocmpaHuIucy KOMnakm-oucku, Ho noumu
uckntouumenso kak CD-R.

Kniouesvie cnosa: Tysa; mysuHcKkas My3vikd; OUCKO-
epagus; n1acmMuHKa; 6UHUI08As NJIACMUHKA; 20pN080€
neHue; xoometi; CD; mysuHcKue MY3bIKAHMbl; MY3bl-
KanwbHolli Kosnekmue; «Menodus»; XyH-Xypmy; Im-Xa;
Caurxo Hamusinax; KoHeap-oon Oudap

BeedeHue

collection of concert recordings of Soviet artists and a
collection containing music related to a documentary
about Tuva “The Herders of Mongun-Taiga” (Great
Britain). Sainkho Namtchylak has the most extensive
discography of all Tuvan artists. Her disks are well
represented in the free international database
Discogs, while information about other Tuvan artists
is less complete. The article also presents samples of
Tuvan throat-singing in the works of other musical
collectives, several disks are mentioned.

The large production of “Huun Huur Tu” and
“Yat Kha” includes both their own disks as well as
collaborative projects. The commercial interest in
Tuvan music reached its culmination in 1999, when
“Warner Bros”, one of the biggest record companies
in the world, released solo CD with Kongar-ol Ondar.
Since then, the number of new CDs with Tuvan content
has been decreasing.

Lately, we see albums of digital files available for
downloading or streaming. The cassettes tape was
most popular medium for music distribution in Tuva.
The CDs is taking over now, but almost exclusively as
CD-Rs.

Keywords: Tuva; Tuvan music; discography;
disk; vinyl disk; throat singing; xdomei; CD; Tuvan
musicians; musical band; “Melodia”; Huun Huur
Tu; Yat Kha; Sainkho Namtchylak; Kongar-ool
Ondar

Ivickorpadust — 3TO onmcaHue IJIacTUHOK. JIuckorpadyst MOXKeT ObITh ITPO-
CTBhIM CIMCKOM MY3bIKa/IbHbIX a7 TbOOMOB, MJIM CUCTEMATUYECKIM 0030pOM OITy-
O/MMKOBAHHBIX 3ByKO3amuceii (IIopovi ¢ mpeTeH31el ObITh BCeOObEMITIONIVIM).

B 2012 r., B Kp13bL1€, BO BpeMs ecTuBais «JlemMmomiaen», KOTOphIii ObLI IT0-
cBsIIeH 1061m1eio Konrap-oona OHpmapa, 1 y4acTBOBAJI B HAYUHO-IIPAKTUUECKOM
cemuHape «CoBpeMeHHOe COCTOsSIHME TYBMHCKOI'O TOpJIOBOro rneHus». Opra-
Hu3aTopamu cemmuHapa 6putn Mrops Komkengeit u Yomypaa Tymat. Temoii
MOeJi Impe3eHTaluyM O0bIa MMEHHO aycKorpadumsi TYBUMHCKOM MY3bIKM. 3aHM-
MaTbCS TaHHOM TeMOI B CBOe BpeMsI MHe MPeJIOXKIa JOKTOP KyJIbTYPOJIOTUMN
BanenTtuna Cy3ykeit. Takum oO6pa3oM s cTas cOOMpaTh MaTepumal Ijisl IpoeKTa
«TyBMHCKast My3bIKa Ha KOMITaKT-AMCKaxX». BimpoueMm, y MeHs y>Ke ObLJIM HEKO-
TOPbIE 3aIIUCH OJIS1 3TOTO, TeIlepb Ke S CTal 3TUM 3aHUMATbCS CUCTeMaTude-
CKI Y TJIAHUPYIO BIIOC/IEACTBUN U3AATh.

HTepec K TYBMHCKOM MY3bIKe M KO BCEMY TYBMHCKOMY Y M€HS BO3HUK B
1990-e roppl, koraa s >xui B Ocio. Torpa cmyimain «XyH-XypTy», «SIT-Xa», CanHxo
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Hamubiiak 1 coopauku «Voices from the Center of Asia» u «Menoguu TyBbI»
(mocaemuuii aibooM 6bUT Yy MeHS B hopMe KOIMM IJIaCTMHKM Ha KacceTe). 5 me-
JIaJ1 peryysipHo Iepenaun o6 3THMUecKoi mMy3bike 1711 Radio Nova, paayo cry-
neHToB B OCJIO U, KOHEUHO, ITPEICTaBJISIT CTYIIATEISIM M TYBUHCKYIO MY3bIKY.

B 1995 r. s paboTas B UHCTUTYTe s13bIKO3HAHMS B YHUBepcuTeTe Ociio. Yepes
paboTy MOMy4YMI B MepBbIii pa3 A4OCTYN B MIHTepHeT. VI BCKOpe IMO3HAaKOMMJICS
¢ saBinenueM Usenet, 0c06eHHO ¢ I'pymIioit HoBocTel alt.culture.tuva. B «Ya-
CTO 3a/laBaeMbIX BOIIpPOCax» ObLI CIMCOK 3BYKO3aIluceil TYBUMHCKOM MYy3bIKU
B HaJMYMMU. ITOT CIIMCOK, MPAaKTUYeCKM HavajabHas ayckorpadus, njs MeHs
OBLJT TOKE YTO-TO BpPOAE CIMCOK MOKYIOK. B stHBape 1995 r. Ha crimcke 661N
26 3ByKO3aImcei, 60abIINMHCTBO C KOMMeHTapusiMu. M3 Hux: 18 TyBUMHCKUX, 8
MOHTOJIbCKUX 3amuceril.

B 2005 r. amepukanka Creiicu Bopioan cosmana caitt http://www.tyvawiki.
org. CaiT uMmesn BUJ, IopTaia MHGOpMAILMM O TYBMHCKO KyJbType U O TyBUH-
cKoM s13bIKe. K coxkaseHn1o, caiiT 00s1bIile He aKTUBEH ; apXMUB HAXOAUTCS 10 JaH-
HOMY afgpecy: https://archive.is/www.tyvawiki.org. §I yuacTBOBaJ B pa3BUTUU U
0OHOBJIEHMM CTPaHMIIbI AucKorpaduu Ha 3TOM caiite: https://archive.is/Fx404

iMeHHO 3Ta CTpaHMIla BBICTYIMIA MCXOOHO IJisI MpoeKkTa AucKorpabumn
TYBUHCKOJ MY3bIKM, CTajla OCHOBOJi, KOTOPYIO s CTajl pacliupsiTh, pa3BUBAaTh.

[lenp mpoekTa «TyBMHCKasE My3bIKa Ha KOMITaKT-AMCKaX» — aTh BCEM MH-
TepecyIoIMMCs, B TOM YMC/ie CaMUM TYBMHIIAM, 0030p pacIpoOCTpaHEHUS TY-
BMHCKOJ MY3BIKM 10 MMPY. 3arnaiHble KOMIIaKT-AMCKM OTHOCUTEIbHO PEIKO
B rmpojaxke B TyBe. 3anucCh U BBIITYCK TaKMX U3TaHNUIi 4aCTO CBSI3aHbI C TaCTPO-
JIIMM TYBUHCKMX apTUCTOB 32 PyOEsKOM.

IThacmunuku Ha 78 060pomose

BepHemcst o6paTtHO B 1930-€e rombl, KOrma TYBMHIIBI CTA/IM MOKYIIATh ITaTe-
(oHbBI 1 MOWIYLIATh IVIACTMHKM MOHTOJIbCKUX MeBLOB. IIaCTMHKM CO 3BYKO-
3aMMMCSIMM TYBUMHCKMX apTUCTOB BOOOINE OTCYTCTBOBA/JIM Ha pbIHKe. UTO-TO
Hago Ob110 menaTh. Ocenbio 1934 r. menerauys u3 TyBuHckoit HapogHoit Pe-
CITyosIMKM mpuexana B MockBy. Llenbio moe3aky 6bl1a 3amych TYBUHCKOM MY-
3bIKM Ha IJIACTMHKM Ha MoCKOBCKOJ (abpuke 3ByKosamucu. [lo3gHee 6bU1M
BBINYIIEHBI CEMb IIJIACTUMHOK, re yyacTBoBaau Komoy, Copykry, Jlaroa, IlloioH,

'Tlocnenusist Bepcus cimcka ot ceHTsIopst 2001: http://gd.tuwien.ac.at/fags/allfags/alt.
culture.tuva/alt.culture.tuva_FAQ Version_1.47 [Part 2 of 2]
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Maagpip-oon 1 Omkio-Caap. OmmMcanuii 3TOro BaXKHOI'O COOBITUSI B MCTOPUMA
TYBMHCKOJ MY3BbIKM B IMTEepaType MHOTO (CM.: Carnenbles, 1982: 87; Keipreic,
1982: 127-128; Keipreic, 2002: 15; Tongeren, 2004: 85; Cysykeit, 2007: 160;
Kapennnua, 2009: 116).

51 BriepBbie uMTaa 00 3TUX MJIACTMHKAX B KHUTe «TyBMHCKAsI HApOJIHAS My-
3pika» A. H. AkceHoBa (AKceHOB, 1964). 3aka3a/l KHUTY yepe3 CUCTEMY MeX-
6mubnmoreuHoro aboHemeHnrTa. Torga, B KoHIe 1990-x rogoB s He 0O4eHb MHOTO
3HaJI O TYBMHCKOJ MYy3bIKe, 1 3Ta KHUTa ObIj1a [IJIST MeHs HACTOSIIIMM OTKPbITHU-
eM. Pycckuit komriosutop A. H. AkceHoB nipuexast B TyBy B 1940-e roppbl 1ipe-
MOIaBaTh TEOPUIO KJIACCUUECKOM MY3bIKM, OH TaKKe CTaJl 3aHMMAaThCS MCCe-
IOBAaHUSIMM TYBMHCKOM HapOIHOI MY3bIKOi. B CBOeil KHUre AKCEHOB Mucal
MOAPOOHO O 3aIlMCSIX Ha IUIACTMHKU B 1934 r., ocobeHHO xeemelisku Komoy
Onpapa n Copykry Keipreica (KpaTkue 6morpadum ux, cMm.: bagpiprei, 2008),
OH TaKXe cAeJiaj HOTalMI0 3BYKO3aIyCel MoUTH BCeX IIaCTMHOK. YacTo HOThI
IPYTUX HAaPOIHBIX MeJIOAMIT B KHUTE ClleJIaHbl HA OCHOBE 3ByKO3armuceit, 60yb-
I1asT 4acThb KOTOPBIX OH 3amucast cam. EcTb rmogpoobHast nHopmalins o 3amm-
Ccax U O X MeCTe XpaHeHMsI, HallpuMep, K IecHe «Ipre YOKKa YOpaaHbIMHBbI /
1 6b171a 6ecripaBHOI (AKceHOB 1964, 120): MazHumozpamma CK! N° b-608 II/1.
3an. AkceHos om Kapa-Kbvic MyH3yK. Kbi3b11 1956 200.

HepaBHO amepuKaHCKMITI 3STHOMY3bIKO-
sor Po6ept Bupc (Robert Beahrs) ananu-
supoBaJ 3amcyu Komo6y (3010) u CopyKTy
(3009) B cBO€1 IOKTOPCKOM AucCCepTaLun
(cm.: Beahrs, 2014: 30-35).

B apxuBe TyBMHCKOrO MHCTUTYTA Ty-
MaHUTAPHBIX U ITPUKJIATHBIX COLIMATIbHO-
3KOHOMMYeckux ucciaegosauuin (TUI'TIN)
XPaAHSTCS TPU U3 IUIACTMHOK, 3alMCaH-
HbIX B 1934 r.: 3009 / 3010, 3011 /3012 u
3020/3021. 5 Buaesn Ty MJIaCTUHKU, KOT'-
na nocetun apxuB B 2013 r. BblJIO OUueHb
VHTEePEeCHO.

Puc. 1. dmukemka cmpanuyst 3010

2
Bot ¢ororpadusi? oSTUKETKM CTPAHUIIBI nacmuriu 3009/ 3010.
3010 rmractuuku 3009 / 3010 (puc. 1). Fig. 1. Label of page 3010 of the disk
3009 / 3010.

'CK — Coro3 Komnosutopos CCCP.
2 Cnacubo Pobept Bupcy (Robert Beahrs) 3a doTorpaduio miacTMHKN.
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Ha sTMKeTKax roja BbIITyCKa HET, HO 110 Tab/nile HymMepaluy COBETCKMX I1Ia-
ctuHOK (http://records.su/years) SICHO, UTO I'ofi, BbIITycKa y HUX — 1935. Ha ocHO-
BaHUM STUKETKYU IIacTUMHOK n3naaresem sapisercss HKTIT CCCP I'pamruiacTpecr.
CopepskaHye TOJIbKO HAaMCAHO MTO-TYBMHCKY Ha JJTaTUHUIIE. DTOT (PaKkT BEpOosIT-
HO 3HAUMUT, UTO IIJIACTUMHKY ObIJIM PACCUMTAHBI ITPEKIEe BCEro Ha TYBUHIIEB.

Bo3sMoskHOe ,ILI/ICKOI‘pa(l)I/I‘—IECKOE OoInycaHnme IJIaCTUHKU:

[Osi MeHsI mapaZoKCaibHO, UTO 3TU CeMb IpaMILIaCTMHOK, 3alliCaHHbIe B
1934 r., TaKk 1 He ObL/IM IIepen3aaHbl B Apyrom opmare, HalpumMep, Ha KOMITaKT-
Ivcke. S moatyiia KO0 TpeX IIAaCTUHOK — TeX, KOTOpbie xpaHatcs B TUTTIN.
My3bIka MHTepecHasi, HO KaueCTBO 3ByKa KOIUM He ObIIO OUeHb BbICOKMM..

EcTb pa3Hble CIIOCOObI pecTaBpUpPOBaTh 3BYKa IVIACTUMHOK Ha 78 060pOTOB.

Bropoii mapagokc. HackoibKO MHe 13BeCTHO, BTOpas Cepusi rpaMIlIaCTUHOK
TYBMHCKOJ MY3bIKM He 3aTPOHYTA B JIMTepaType. 5 y3Ha1 0 cepuu OKOJIbHbIMU
nyTssMu. [lekka I'poHOB, PMHCKMIT 3HATOK UCTOPUM 3BYKO3aINCH, B CBOEI CTa-
The O COBETCKOI rpaMmmMo(OHHOI IpombliisieHHOCTH (Gronow, 1975) yriomu-
HaeT KaTaJior pupmbl «Menonusi» 1966 r. Karasnor o 3arnaBueM «TyBUHCKasI
AO» BKIIOUaeT JaHHbIe 0 17 miacTuHKax Ha 78 000pOTOB.

TIpumep 3ammcyu COpyKTY MOKHO MOCTYIIATh 34eCh: http:/khoomei.com/mp3s/soruktu.mp3
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ApPTHUCTBI Ha 3TUX IPAMIIIACTUHKAX ITIpeAcTaB/ieHbl cyienywinye: Cat MaHua-
Kaii, b. [lloskyT-0011, P. KenmeHomnb, TyBMHCKIIA aHCaMO/Ib HAPOHbBIX MHCTPY-
MeHTOB nop, yrpasieHuem P. Kenmenouns, Twomwom [IeHsuumaa, . lam6a-
Hapxka, A.JlantaH, xop TyBMHCKOrO HallMOHAJbHOIO 0OJAaCTHOrO TeaTpa
(XyOoXkeCTBeHHbI pykoBoguTenab A. Usipran-oon), JI. )Kutos, Makcum [lak-
ntaii, Kapa-Can Ak-ooi, H. Onb3eii-oon, Xyprynek Kounrap, JI. CeBunb6a, E. Ken-
nen6mnb, C. Mourym, bongykmnan OioH, M. Kergen, H. Kamnpos, K. MyH3yK,
M. MyH3yK, b. Ow0H.

[To Tabnuile HyMepaluy COBETCKMX IJIACTMHOK (CM. HaBepXY) 9TU IIJIACTUH-
K1 ObLIM BbimylleHbl B 1958 1. B MIHTepHeTe ecTh Tak Ha3bIBaemMasli CBOOO/ -
Has auckorpadus mon Ha3BaHMeM «KaTajsor coBeTCKUX ItacTMHOK» (http://
records.su). Tam MOKHO HaiiTu Bce 17 1acTMHOK. TO/MIbKO Y ABYX MJIaCTMHOK
ecTb ¢pororpadus sTukeTkM. Tam HanucaHo «Menoausi». To eCTb, peub UIET O
nepeusganusix. Ho B 1958 r. «Menonusi» elile He CyIeCTBOBaja, Gupma OCHO-
BaHa B 1964 r.!

OmnmcaHue B KaTasiore 3akasa upmbl «Menoausi» (TyBuHcKast AO, 1966):

DTUKEeTKA IMJIACTUHKU — Ha PUC. 2.

MHTepecHO, UTO B KaTajore «Meyoaus» CTpa-
HUIIBI TIJIACTMHKY B 00pPaTHOM ITOpSIIKE, TO €CTh,
BTOpas CTpaHuIla — uMeeT HoMep 1.

Amepukanckuit donpknopuct Aman Jlomakc —Puc. 2. @omozpagus smuxem-
nocetun1 CCCP B 1964 r., rme oH cobupan komuy 4 "‘2‘:53;‘;;”51‘15’3"‘8”’; naa-
3ByKO3aIuceil pa3HbIX HAPOXOB. TYBUHCKME 32~  piomounux gomo — hitp://records.su/
IMCHU €ro KOJUIeKUMY MOXXHO IIOC/IyIIaTh 3/1eCh, B image/album/64055
TOM YMCJIe BBIIIEYHOMSHYTYIO 3amuch Makcuma — Fisg: 2. Photo of the label on

. . : . the first page of disk 31238-9.
Haxmnas: http://www.culturalequity.org/: Courtesy — http:records.su/image/
1. Beibop: Sound Collections album/64055
2. Boi6op: Soviet Union 1964 (nBa pa3a)

3. Boibop: Tuva 8/64.

'Onmcanne B KaTajaore COBeTCKMUX IUIACTUHOK: http://records.su/album/64055
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BuHunoesle niiacmuHku

B 1971 r. mosiBuiach repBasi JOATOUTPpAIOIas IJIACTMHKA C TYBUHCKMMU Me-
nonusiMu «TeiBa asuiranap / Menoguu TyBbi». 3anmcu CieayOMUX apTUCTOB
TOXe eCTh Ha IJIaCTMHKAaX, BbIMyIIeHHbIX B 1958 r.: Makcum [lakrmaii, Kapa-
Can Ak-oos, Hukonaii ©n3eii-oon u Imutpuii Jlamba-/Iapskaa.

B kommekuyuu AyaHa JIomakca eCctb 3anmcu 3Tux aptuctos: Kapa-Keic MyH-
3yK, CaT Manuakan u Kapa-Can Ak-oon (ogHa menopus). Tonbko 3anucu Oo-
pkak XyHamrtaap-oona (CyHnyii, Kyynap, 1995) HoBblie, coenanbl B 1970 1. K
a7bbOMY eCTb CTaThs B MIPUIOKEHMM, KOTOPYIO ST HUKOTIa He BUAE.

[To MeHbIIle Mepe eCTb TPU U3TAHMS 3TOr0 ajiboomMa pupmbl «Menoausi», Tpu
Ha3BaHMS U TPU OOJIOKKN:

1 Tak omnmcaHue aabboMa BBIISIAUT B MpodeccMOHATbHON AucKorpadumn
(My3bIKaJIbHbIN (OIBKIOP Ha rpaMIiacTMHKax, 1992):

Tam ke ecTb omnyMcaHye BTOPOro ajibboMa ¢ TyBMHCKOW MY3bIKOIA:

Mos Bepcusi:
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U sToro IIPUJIOKEHNS S HEe BUOEJI.

Iuckorpadus pupmel «Meonus» U ee U3gaHKs, II0-MOEMY, TOBOJIbHO He-
sicHbl. He 3Ha10, HampuMep, CKOJIbKO TYBMHCKUX MUHM-aIb00OMOB BBIITYII€HBI.

EcTh MUHM-a1b00M aHCcaMb6J1s1 «CastHbI», KOTOPbIN ST BUIEN U TTOCTYIIA:

Ectb MuHM-aibb0oM BUA «AsH», S cIyliaa My3bIKy, HO caMy TIJIaCTUHKY He
Buzen. I maxke He Haies 007105kKy B ViHTepHeTe. OCHOBHbIE JaHHbIe 13 «KaTa-
Jora COBETCKMUX IJIACTUHOKN:

06 aHcamMbiie «AsiH» HalIMCaHO MHOTO B JIUTepaType O TYBUHCKOM My3bIKe, HO
mHbopMaluio o conucte Apbaii-oon Xeprek He Hatties (cM. : yrmuyp, 2007, Kape-
nuHa, 2009, Monryi, 2008, 2010). Toimbko B omHO¥ 113 pabor B. 0. Cy3ykeit, B pa3-
nese o KoytekTuBe «SIT-Xa», AnmboepT KyBe3uH cKaskeT, YTO OH ITO3HAKOMMIICS C
Xeprek Apb6aii-000M, Koraa oba pabotanu B aHcamose «AsH» (Cysykeii, 2015).

[TocnegHble BUHMUIOBbIE MUHM-ATbOOMBI C TYBMHCKOV MY3bIKOJ, HAaBEpPHO,
SIBJISIFOTCSI IPUJIOSKEHUSIMM K KHUTaM «TyBMHCKMe HapOoaHbie cKasku» (TyBUH-
CKMe HapoOHbIe ..., 1994) u «TyBuHCKMe repondecKkue cKasaHus» (TyBUHCKMe
repomyeckue ..., 1997).
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Komnaxkm-oucku

BoT HECKOJIbKO IPUMEPOB M3 MO€el COOCTBEHHOI Iyckorpadmy TyBUMHCKOIM
MYy3bIKe Ha KOMIAaKT-AMCKax. S crapascs rmokasaTh pa3HooOpa3ue MaTepua-
na. ITonHas auckorpadus OXBaTbhIBaeT B IIEPBYIO OUepeb IVCKU, M3JaHHbIE 3a
nipenenamu Pecrry6nvku ToeiBa. BonbiMHCTBO M3gaHuit 3 3anagHoi EBporibl
mnu n3 CIHIA. UspaHus M3 MOCKOBCKMX KOMITaHUM TaKKe BKJIIOUEeHbI. TyBUH-
CKMe M3IaHMsI BKIIOUEHbI, eC/IM OVICKY ObUIM ITPOAAHbI 38 TPaHUIIEI.

HackonbKo 1 3Hai0, MepBble KOMIIAKT-AMCKY C TYBUHCKOV MY3bIKOV ObLIN
BBINYIIeHbl B 1989 1.:

DTOT aJIbOOM — COOPHMK KOHIIEPTHBIX 3aI1/CEeI COBETCKIUX aPTUCTOB. DPec-001
Kyynap Boictynimi B ITapioke B 1985 1. B TekcTe 6ykieTa yka3aHo: «IteHue Kyynap
Dpec-o71a, KaK Y 60/bIIMHCTBA ITEBLIOB X00MesT — Mojipaskaroliee 3ByKaM Ipupo-
IIbI U CBSI3@aHO C IIIaMaHM3MOM, C BEPOJ, YTO pa3Hble MUPBI COCYIECTBYIOT».

OTOT aibbOM COOPHMK MY3BIKM CBSI3aH CO cepueii OpUTaHCKUX TOKyMeH-
TaibHbIX GUAbMOB. ®unbM 0 TyBe — «The Herders of Mongun-Taiga» (herder
= nactyx) (1989)!. TyBuHCKMIT HEITPepPbIBHbBIN TPeK MpeCcTaB/sieT caMble pas3-
Hble TTIeCHU, CTUJIN, MHCTPYMeHTbI. Tam ecTb Kaprbipaa, ChITbIT, UTWII, Oastaiaii-
Ka, TIOI0T JIBa TeBlia, ofHa meBuiia. KTo McrnomHuTenn — B OyKiaeTe aibboma He
HarucaHo. [1eBI1a, MCMIOMHSIIONIETO ChITHIT, MOXXHO YBUIETH B (DUIbME.
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Tak TPpEKU IpeacTaBJI€HbI B IIEPBOHAYAJIbHOM BBIITYCKE:

CoBeTckue apTucTbl yuactBoBaiu Ha Festival of American Folklife B 1988 r.
TyBUHCKMM yyacTHUKOM 6611 [eHHaauii Yar, B 6ykiieTe ajibboMa ecTb ero poTo-
rpacdusi. Camoro Yari Ha AyiCKe HET, €0 CTU/IM ITPEICTaB/ISIIOT CTapble 3aICH.

Bot 3anmck 13 KoHuepTa B Mockse B 1989 r., roe CamHxo Hamubiiak um-
MIPOBM3MPOBaAJIa BMECTe C pyCCKMMM aBaHTapaHbIMM My3bIKaHTaMu. Y CanHxo
ecTb camasi 6osbImas guckorpadus Bcex TYBUHCKUX apTUCTOB. Bbibop kaHpPOB
IIMPOK: aBaHTap/, CBOOOIHAS MMITPOBM3aLVs, GpU-I3Ka3, TEXHO, ITOI-(bIOKH,
TYBMHCKME HapOJHbIe TTecHU U T. 1I. UTo KacaeTcst CauHx0, CBOOOIHASI MEKIY-
HapopgHas guckorpadus Discogs (https://www.discogs.com) Heryioxo pabora-
eT, HO JIJIS IPYTUX TYBUMHCKUX apTUCTOB, pe3yabTaThl pa3HOro KauecTna. [lep-
BbIN anbOoom KoHrap-oon OHpapa, HarpuMep, OTCYTCTBYET B Oase JaHHBIX.

! Kmun wm3 ¢wibma MokHO yBuAeTb Ha YouTube: https:/www.youtube.com/
watch?v=DY1pcEtHI w
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COOpHMK  TIOJIE€BBIX  3amuceit
(ONMbKIOPHBIX 3KCIIeAUINIT B TOaX
1987-1988, yuactHuku — 305 KbIp-
roic, Dayapn Anekcees u Ten JleBuH
(cm. Takke: JlesuH, Cysykeii, 2012).
AMeprKaHCKOe u3naHue, ¢ pacrpo-
CTpaHEeHMEM 10 BCEMY MUDY.

[TepBoIii TAaK Ha3bIBA€MBIV XUT TY-
BMHCKOJ MY3BIKH.

BpI/ITaHCKI/Iﬁ TEXHO-KOJIJIEKTUB
The KLF B cBoeM Tpeke «Dream time

Puc. 3. Obnoxcka ducka. in Lak K
Hcmounuk pomo: http://www.folkways.si.edu/tuva- in Lake Jackson» CEMILIIPOBAJI CTMIN
voices-from-the-center-of-asia/world/music/album/ TYBMHCKOI'O TOPJIOBOI'O ITeHM S KapIrbI-
_ smithsonian paaucoireiTu3Tpeka «The Tuvinians»
Fig. 3. Disk cover. 6 Di A 1d”
Photo courtesy of: http://www.folkways.si.edu/tuva- M3 ajlbboMa «Dlsappearing world".
voices-from-the-center-of-asia/world/music/album/ OTO MOKET OBbITb TIepBbIil TIpUMep
smithsonian VICTIO/Ib30BaHMsl CeMIUIa TOPJIOBOrO

IMMeHnsa B TEXHO-MY3bIKE.
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Tak Tpeku npeAcTaBieHbl B IepBOHAYAbHOM BBIITyCKe:

PN AV QP INIARS Yacte coopumka Voyage en U.R.S.S.

_ : » («IlyremectBue B CCCP»). COOpHMK

Q) {( OXBaTbhIBaeT 6 KOMIIAKT-AMCKOB. [lepBoe

N\ M3[aHye BhIIyleHo Ha 10 nmacTuHKax B

1986-1987 rr. UHTEepeCHO 3aMeTUTD BbI-

N 60p TYBMHCKOJ MY3bIKM 6€3 mpeacTaBu-

Tessl TOpJOBOro rneHusi. Ho ects ropio-
BOe IeHMe Ha OJCcKe — ajiTalicKoe.

]
|
‘ OTnenbHbIe MEeCHM IJIACTUMHKU «TbIBa
@ asranap / Menonuu TyBbl» ObIBAlOT B
HEeCKOJIBKMX KOMIIMISLMAX. TOTbKO MHO-
(& % Q 'O ITO3Hee 11eJIblii aTb00M ObLIT Imepen3s-
Wathd 2 naH Ha CD (puc. 4).

Puc. 4. O6aoxka ducka.
Hcmounuk pomo: https://dusttodigital.bandcamp.
com/album/melodii-tuvi-throat-songs-and-folk-
tunes-from-tuva

Fig 4. Disk cover.

Komrutekt «TyBMHCKMIT (OIBKIOP»
nepen3naH TOJNbKO YaCTMYHO Ha CD, HMKOTAA LIeIMKOM.
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Puc. 5. Obnoxka ducka.
Hcmounuk pomo: https://www.discogs.com/Sainkho-
Out-Of-Tuva/release/9736836
Fig. 5. Disk cover.
Photo courtesy of https://www.discogs.com/Sainkho-
Out-Of-Tuva/release/9736836

otoT anpbom CamHxo ObLT Oosee
KOMMeEepPUYEeCKMM. ApaHXMPOBKM Ha-
POIHBIX MECeH MHOTAA UIYT C COMpPOo-
BOKIEHMEM OpKecTpa, MHOTAA — C
97IeKTPOHMKOJi. AJIbOOM COIEPKUT Ca-
MbIli 60mbI10i XxuT Canuxo — «Tanola
nomads» (KagapublHbIH, bIPbI) B CTUJIE
9THO-TexHO. [lecHa ObIBaeT 4acTo Ha
KOMIIMISILMSIX:

B nmecHe «Karmacoma» 6pMUTaHCKOro KojuieKTBa Massive Attack peub uget o
CeMIUIMPOBaHUM BTOPOJ cTerneHn. CeMIUIbI ChITHIT M KaprbIpaa B3sIThI U3 I1eC-
H1 «Dream Time in Lake Jackson» komiektuBa The KLF, KoTopblit B CBOIO Oue-
penb camruiMpoBan Tpek «The Tuvinians» 13 anbboma «Disappearing world».
«Karmacoma» HaBepHO CaMblii OOJbINON MeXIYHAPOMHbIN XUT, KOTOPbI CO-
Iep>KUT TYBMHCKOE TOpioBoe reHue. ECTb MHOTO pa3HbIX Bepcuit (PeMUKCOB)
TecHN, Iaxke 6e3 ropysoBoro meHus. OTKPBITBIN BOIIPOC, CKOJIBKO MOAPOOHO-

CTeil HaJlo J00aBUTh B AUCKOrpaduio.
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T TYTEY

T YT TAY

The
Orphan’s
Lament

Puc. 6. O6n0xka ducka.
Hcmounuk pomo: https://www.discogs.com/Huun-
Huur-Tu-The-Orphans-Lament/master/202693
Fig. 6. Disk cover.

Photo courtesy of https://www.discogs.com/Huun-
Huur-Tu-The-Orphans-Lament/master/202693

Bl mom ™ Seh

IJI"n he

Puc. 7. Obnoxka ducka.

Hcmounuk pomo: https://www.discogs.com/Shu-De-
Voices-From-The-Distant-Steppe/release/1955228

Fig. 7. Disk cover.

B Moeii nuckorpadum BaskHO ITOKa3aTh
KTO B COCTaBe KOJIJIEKTMBA WM aHCAM-
67151 B OTHe/IbHOM BbIITyCKe. Eciu y MeHst
TaKoil MHGOpMaIUM HET, TO S IUIIY:
«CocTraB He ykasaH». Ha 3ToM KOMMIaKT-
Ivicke XyH-XypTy eCTb rocTh. Cry4dait He-
MHOXXKO ITPO0OIeMaTUUHbINi, TIOTOMY UTO
B OyKJ/IeTe HamucaHo «MepreH MOHTYII».
Heno B Tom, uTO MepreHOoB MOHTrYyIIIei
MHOTO, IIpyYeM TOpJI0BUKOB. $ y3HasI OT-
yecTBO B pabore M. BaH Tonrepena (Van
Tongeren, 2004) 1 mo6aBuyi MHPOpMa-
1ui0. BipoueM, MepreH MoHry1i B c60p-
HuKe «Tuva — Voices from the center of
Asia», TOT Xe.
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Meprex MoHTYIII B IIepBOM cocTaBe aHcamoist «11ly-Ie» mpaBgoIog06HO TOT
ke KomMmyHOBIMY. Meprenbl Ha ¢goTtorpadusix M. BaH ToHrepeHa (Tongeren,
2004) u B 6ykieTe KoMITakT-ayicka «Illy-JIe» MoxXosku ApyT Ha IpyTa.

B sToM anbbome nmpyroit Mepred MoHTYIII, OTYECTBa ero S He 3Haw. MHdop-
Mauusi 0 TOM, YTO 3TOT MepreH He KOMMYHOBMY — TOXe yKa3aHa y M. BaH
Tonrepena (Tongeren, 2004). MHe Ha[10 MCKATb OTYECTBO ITOTrO YesIOBEKaA.

3nech obHapykuBaeTcsi TpeTuit Mepren MoHryil. B OykjieTe HammMcaHO
TOJIbKO MepreH Monrymi. M3 kauuru B. 0. Cysykeit u Y. C. Tymart (Cy3ykei,
Tymar, 2015) s1 y3HaJI, UTO 3TOT UesioBeK MepreH SIKoBIeBUY.

B Gymy1iieM B Itle4aTHOV Bepcuy AVcKorpad iy TYBMHCKOM My3bIKY Ha KOMITaKT-
ncKkax oymeT asiaBUTHBIN yKa3aTelb BCeX TYBUHCKMUX UCTIOTHUTEIENA.

Korpma TyBMHCKME MUCIIOJHUTENN — TOCTU ajibOOMa HeTYBMHCKOTO KOJIJIeK-
TUBA, /151 JaHHOM Aguckorpadum camoe BakHOe KTO MMEHHO 3TU TYBUHIIBI.
B 3TOM Cjiyyae, KTO y4aCTHUKM (PMHCKOTO KoJuleKTMBa «Varttind» — Hepere-
BaHTHas1 MHGOpMAIUSI.
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B OyKkieTe 3TOro KOMITAKT-MCKA €CTh CITMCOK BCEX WJIEHOB OOITapCKOro
’KEHCKOTO X0pa «AHTe/InTe». ITO TOXe MIJIS AMicKorpaduy HepeieBaHTHAS UH-

dbopmaiius.

Bael T U Vﬂ Futdre

EERADVINTUR L CoNFFRIEL 5

Puc. 8. O6noxcka ducka.
Hcmounuk ¢pomo: https://www.discogs.com/Ondar-
Back-Tuva-Future-The-Adventure-Continues/

master/606485

Fig. 8. Disk cover
Photo courtesy of https://www.discogs.com/Ondar-
Back-Tuva-Future-The-Adventure-Continues/

master/606485
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i mob6aBun: «Kaiiram-oon XoBajbIl B
MEXIYHApPOJIHOM COCTaBe, perepryap
YaCTUYHO HAa OCHOBE TYBMHCKMX HAPOI-
HbIX ITeceH. KoH1lepTHas 3ammch».

DTOT aJibOOM MOSKET ObITb CMMBOJIA-
3UPYeT KYJbMUHAUUIO KOMMeEPUECKO-
20 UHMepeca K My8uUHCKOMY 20pJ1060-
my nernuto (Cysykeii, 2011). IlepBoiit u
1oKa MOCJAeIHUI pa3 OfHa U3 CaMbIX
60bIIMX (PMPM rpaM3aImcy MuUpa BbI-
ITyCTUJIa COJIbHBIN a7Tbb0OM TYBUHCKOIO
aptucra. B nocinenyonye roabl KO-
YeCTBO HOBBIX KOMIAKT-AUCKOB TYBUH-
CKOTO COAep>KaHus ragaer.
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HeuTo Bpojie 3THO-TEXHO BEPCUM 3aICH TPYIIIbI «SIT-Xa», MOKeT ObITh 60-
Jlee TaHILleBa/IbHAaS.

Xwur-xon-koyiekTuB DA 108 Ha Tpeke «Intro-Flava» cemmiMpoBa IecHIo
«XyH-XypTy» «Prayer» u3 ainb6oma «Orphan's lament» (oHM HaBepHO He MPO-
— CWJIV pa3pelineHns).

«XyH-XypTy» CO CBO€J CTOPOHBI CIeIaj
arbboM BMecTe C KojuleKTMBOM «Maiie-
pusi», KOTOpast KOMOMHMPYET POK C 3JIeK-

Puc. 9. Obnosxxa ducka. TPOHMKO. J/IBa KOJUIEKTMBA Jake BBICTY-

Hcmounuk pomo: https://www.discogs.
com/Huun-Huur-Tu-Malerija-Huun-Huur- i1 BMeCTe Ha CLeHe.

TuMalerija/release/2739143 Hora 6bIBaeT KOMIIAKT-AVICK KaK Py~
Fig 9. Disk cover.
JNIOKeHMe K KHHUTe.
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YHuKanabHble 3amcu. Y MoHTryH-oos1a Jlambalitast, Halpumep, Ipyrux opu-
[IMaJIbHBIX 3ByKO3anucei HeT. Ho Cy1iecTBYIOT XOpOIlivie, He BhIMYIeHHbIe 3a-
ey Jlambanirras.

HacKoJbKO S 3HAl0, 3TOT COOPHMK €IMHCTBEHHBIV KOMITAKT-IMCK C KIaCcCH-
YeCKOM MY3bIKOM TYBUHCKUX KOMIIO3UTOPOB.

31ech YIIOMMHAK TOJIBKO KOMIIO3UTOPOB: Bukrtop Kok-oos, AjekcaHap
JlanrtaH, Anekceit UYsipran-oon, Poctucinas Kengenobunb, Caass Brop6e, ITéTp
l'ekkep, Xypeini-oosn Jlamba, Bnagumup Toka, Yoiirana Komoy-CampaaH, YpaHa
Xomy1iky, bysH-Maazapeip Tysyiil.

Bosee moapo6HO O TYBMHCKMUX KOMIO3UTOpax, cM.: Kapennua, 2009; Cysy-
Keii, 2007.

Iugpossie uzdanus

B mocwrenHee BpeMs yallle BCErO MOSIBJISIIOT-
CsI TaK Ha3bIBaeMble aJibOOMBI 6e3 (p131uecKkoro
dopmara. To ecThb aTbOOMBI COCTOSIT U3 IIUPPO-
BbIX (paityioB. OTM anbOOMBbI JOCTYITHBI ST CKa-
UMBAHMS UM Uepe3 ITOTOKOBbIE MYIbTUMEINA.
MHorma TpymHO Y3HATh HACKOJIBKO ajbOOM BO-
o011e cymecTByeT B hopmMaTe KOMITaKT-IMCKa.

=

ANTHOLOGY OF FOLE MUSIC
AHTOACTHA HAPOITHOR MY3HEN

Taxoit aibOOM CIeqyIOIIIA:

Puc. 10. O6noxxa anvboma.
Hcmounuk: SIHOekc. My3bika
Fig. 10. Album cover.
Photo courtesy of Yandex.Music

AnbO0OM MOXKHO IIOCIYIIATh 4epe3 SIHIEKC.
Mysbiky (B Poccun) mnm Spotify (3a pydeskom).
CrpaHHOe [eio, HO Ha caiite pupmbl «Menogusi» (http://melody.su) uHdpop-
Maluy 06 3ToM ajIbboMe HeT.

159



HOBbIE HCCNEAOBAHUA TYBbI

www.nit.tuva.asia Ne2

THE NEW RESEARCH OF TUVA

2017 Novye issledovaniia Tuvy

Bo3epauieHue suHuIa

XonsIT CyXu O lepensIaHuy IepBoro ajibooma «XyH-XypTy» — «Sixty horses
in my herd» Ha BuHMIIE.

Yymsb-uyme o Kaccemax

Korpa s1 6611 B TyBe B IiepBbIit pa3, Bo BpeMsi TpeTbero MexxmyHapoaHOTO CUM-
rnosmuyma «Xoomeir» jetom 1998 r., To McKaa 3ByKO3anmUCu TYBUHCKOM MY3bIKN.
Sl Hatesn TOMBKO ABe KacceThl B KMocKe. Ha repBoii kacceTe HanmcaHo «Karviras-
00J1 XOBaJIbIT», HO COZlepsKaHMe ObIIO MHE M3BECTHO 13 aJIbOOMOB «XyH-XypPTYy».
Ha BTOpOI KacceTe 6b110 aBa umenu — [I. Keskukrur u T. CaHuar.

OceHbI0 3TOrO rofa s caenasn paguorepenady B Ocio CrienyagabHO O TYBUH-
CKOJ My3bIKe. KOHEUHO MUrpas MHTePEeCHYI0 TYBMHCKYIO 3CTpajy, HO ObUIM U Ha
KacceTe, Tak CKa3aTh, CKPbITbIe TPEKM, He OIMMCaHHbIe HA 06/0kKe. SI cKasas
CIyLIaTeasIM, 4TO S He 3Hal0, YTO 3TO. Y3HaJI COBCeM HeIaBHO, UTO OOAUH TPeK
6b11 BUA «AstH» 1 IecHSI «D3p0eK AKChI», BTOpoii Tpek — Kapa-Kbic MyH3yK 1
Maxkcrma MyH3yKka u riecHs1 «HoraaH yaiibiM, XYHHe, XYHHe !» (eCTb B KOJVIEKLIVN
Jlomakca). Torga s 4yBCTBOBAJI, UTO HE 3HAJI HUUErO O TYBMHCKOM MY3bIKe.

Ho y3Ha/1 Majio-riomMasny, 4YTO TYBMHCKAs 3CTPaja 1 Imorca npoaaBaaach royv-
T TOJIBbKO Ha KacceTax. Tak 610 o 2010 1.

Ceituac camas nory/iasipHasi My3bika B TyBe B HaJIMUMM HA KOMIAKT-IUCKE,
HO ITOYTHU UCKIIounTenbHO Kak CD-R. CocTaBUTh 0630p 3TOI MY3bIKM — TPY/I-
Has 3amava. M 9 gymalo, 4TO COCTaBUTENI0 TAKOTO BUIa AMcCKorpaduyu Hamo
ObITh HA MecTe, B TyBe.
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WORLD” (KHOMUS CPEOJHEMY MUPYVY» (XOMYVYC
IN THE SHAMANIC B IIAMAHCKO¥ IMTPAKTUKE
PRACTICE OF TUVA: TYBbI: IIPOBJIEMbI
RESEARCH ISSUES) UCCIIEJOBAHNS)

Leo Tadagawa Jleo Tadazaea
Nihon Koukin Kyoukai [Japan Jew's Harp sIrmoHckas Accormanus
Association], Japan KoykuH (Bapran), SInonus

3Hakomcmeo asmopa ¢ my8uHcKol My3sIKOl
cocmosiioce 8 1991 2. Ha Bmopom MexcOyHa-
POOHOM KOHepecce 8apeaHHoll My3wiku 8 SKy-
muu (Poccuu). Cpedu Opyzux 3mHOMY3bIKAJlb-
HbLX 2pyNn U3 pasHulx pezuoHos Poccuu u cmpaH
CHT zpynna u3 Tyesl omauuanaces 0coboti mex-
HUKOU UCNOJIHEHUSl Ha xomyce (8apzaHe) u co-
npogoxcdeHuemM My3blKU 20pl06bIM NeEHUEM.
O0dun u3 yuacmuukos epynhnwl IenHaoduii Yau
cmas yuumesnem 20p08020 heHus 071 asmopa,
Komopulii enocnedcmeuu nobosiean 8 Tyse, no-
3HAKOMUJICS. C MYBUHCKUMU MY3blKaHmMamu U

The author first got acquainted
with Tuvan music in 1991, at the
2nd International Congress of Jew’s
Harp Music in Yakutia, Russia.
Among other ethnomusical bands
from Russia’s various regions and
CIS states, the Tuvan band stood
out with its special techniques of
playing the khomus (Jew’s harp) and
of throat singing which accompanied
their music. One of them, Gennadii
Chash, later tutored the author in

throat singing during the latter’s 2MHOMY3bIKOBEJAMU. ABMOP CMAn NOCIMOSIH-
visits to Tuva, where he also met Tuvan HbIM 20CTeM MY3bIKAIbHBIX CUMNO3UYMO8 8 Tyse
musicians and ethnomusicologists. The author attended a u obpamuncs K ucCcnedo8amusimM 0cobeHHocmeli
number of symposia on music in Tyva and researched the UCNOJIHEHUS! MYBUHUAMU HA XOMYCe, 4 MAK#e 8bl-
Tuvan khomus playing techniques. He also co-produced cmynus conpodicepom 8bInycKa KoMNakm-oucka
a CD with their audio recordings (2013). ¢ ayduosanucsmu (2013).

Of special interest for the author are the khomus Oco0biii uHmepec 8b13b18a0M C80€00pa3ue UChoJb-
playing techniques as they are used in shamanic 308aHUSI XOMYCA WAMAHAMU 8 WAMAHCKOU npakmu-
practice. The author follows the study of the shamanic Ke. Asmop obpawjaemcs K dmHozpaguueckum pabo-
rituals as they appeared in the works of the Russian mam poccutickozo yuerozo CesvsiHa BatiHwumelina

“Words by Dezhit Tozhu / CnoBa Oeskut Toxky (BajiHmreitd, 1991: 255).

Tadagawa Leo, Founder & Head, Nihon Koukin Kyoukai (Japan Jew's Harp Association); Instructor
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scholar Sevyan Vainshtein, in the videos made during no WamaHckum obpsoam, sudeocsemKam no cie-
his ethnographic field studies, and also reflects on his dam e2o0 amHozpagpuueckoli Ikcneduyuu, a maxxie
own observations. avanuzupyem cobcmeeHHwvle HabM00eHUsl.

Keywords: khomus; Jew’s harp; khomus player; Knioueswie cnosa: xomyc; eéapeaH; xomycucm;
Tuvan music; shaman; S. Vainshtein; xoomei; Tyva; myeuHckas My3sika; wiamad; C. BatiHwimetiH; X00-
shamanic practice meti; Tysa; wamanckas npakmuxa

The first time when I met Tuvan Jew’s harp players was more than twenty
five years back in 1991, at the 2nd International Congress of Jew’s Harp Music
in Yakutia (Russia). This event was a kind of initiation for me to step into
the world of the Jew’s harp more deeply. Not only the Sakha (Yakut) people,
there were so many participants from various ethnic groups from different
parts of the Soviet Union (it was just before the perestroika) — Kyrgyz, Kazakh,
Turkmen, Karakalpak, Bashkort, Khakas, Dolgan, Even, Ul’ch, Udege and so on.
Among them, there was a group from the Tyva Republic.

The performance of their ensemble was unique, as they were the only musicians
who played while sitting on the floor of the stage — some of them cross-legged
and some on one knee — in a half circle. Playing the Jew’s harp to accompany
themselves, they sang in ordinary voices and throat voices, while moving their
bodies happily. As I had been interested in ingenious musical instruments, sound
objects (the Jew’s harp was,
and still is on top of my list,
butalsodifferent onesaswell)
and unique vocal technique, I
was simply attracted by their
music.

When I got acquainted
personally with them during
the conference, they taught
me how to pull out the f
whistle-likeovertonemelody |
from a fundamental tone.
Especially, Gennadii Chash!

Fig. 1. Ensemble from the Tyva Republic on stage. 1991, Yakutsk.
from Shagonaar (UIUg'Khem Puc. 1. AHcambnb u3 Tyswl Ha cyeHe. SIkymck, 1991 e.

district) became my first ®omo us apxusa asmopa.

'Chash was chosen as one of the nine World Virtuosi in the contest. Others were, Robert
Zagretdinov (Bashkortostan, Russia), Stiidiim Tolokova (Kyrgyzstan),John Wright (France/
England) Mike Seeger, Larry Hanks (both USA), Spiridon Shishigin, Fedora Gogoleva and
Pyotr Ogotoev (Sakha, Russia).
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teacher of throat-singing — xdéomei. Also
there were Eles-ool Kuular from Choon-
Khemchik district, and Aleksandr Salchak
(from Bai-Taiga district) the maker, player
and teacher of different kind of musical
instruments, among others.

It was significant for me to meet
Valentina Suzukei, a scientific researcher
on the Tuvan music, musical instruments
and the specialist on the Tuvan Jew’s harp
— khomus. She (who participated with
a little boy — one of her sons) showed
me different kinds of instrument which
are categorized as “khomus” in Tuvan
concept, including not only demir-khomus
and kulzun-khomus (which are generally

included into the “Jew’s harp” in a narrow

sense), but also yyash-khomus — a simple

i
Fig. 2. Gennadii Chash. 1991, Yakutsk.

Puc. 2. I'ennaouti Yaw. SIkymck, 1991 e.
domo u3 apxusa asmopa.

twig and charty-khomus — a simple wood chip, which require man’s oral cavity
to play “music.” These small “primitive” tools for producing sound make me
notice the deeper meaning of the word “khomus.”

A year later in 1992, I got an invitation from my Tuvan friends to attend

Fig. 3. Valentina Suzukei, Leo Tadagawa and Gennadii Chash
(from left to right). 1992, Kyzyl.
Puc. 3. Banenmuna Cy3yketi, /leo Tadazaea u I'eHnaduti Yauu
(cnesa Hanpaso). Koo, 1992 2. @omo u3 apxuea agmopa.

the 1st International Xoomei
Symposium. I was excited and
immediately decided to take
part. But how to get there?
At that time, no Japanese
tourist company could give me
suggestion how to get to Kyzyl.
After long investigation, they
only could sell me a ticket to
Abakan, the capital of Khakas
Republic, saying that there are
no direct flights from Moscow
to Kyzyl.

Some people in Khakassia,
whom I met and became friends
with one year before at the
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Congress in Yakutia, helped me much. They contacted the organizer of the
Symposium in Tyva. Thanks to them, I could get on the GAZelle dispatched
from Tyva to pick up the foreign participants.

It was a great experience to take part in the Symposium, and to know the
background of the Tuvan Jew’s harp culture by my own eyes. It was also my
pleasure to meet the “old” friends again in Kyzyl. During the Symposium,
Valentina Suzukei and I started to talk about a new project of releasing a CD of
Tuvan Jew’s harp music, but at that moment, it was just like a dream. Gennadii
Chash, the teacher of mine, invited me to his place in Shagonaar after the
Symposium, to give me the “continuation” of the lesson. It turned out that we
were of the same age. It became an unforgettable experience for me.

Afterthat,Ibecame a “periodic” visitor of Tyva.Itook partin every Symposium
(except the most recent ones) — 2nd visit in 1995 for the 2nd Symposium, 3rd
in 1998, 4th in 2003 and 5th in 2008.

At my 3rd visit, [ encountered the news
of Gennadii’s death. It was really sad to
know that we would never meet again.

This time, at the research session, I
made a presentation about the relation
between the Jew’s harp and the boot as a
motif for the case of the khomus'. Actually,
it is unique that a musical instrument is
kept in a case of a shape of something
else that has no definite connection.

By 2008, I had produced CDs of Jew’s
harp and other music from Sakha, Ainu,
Khakas and Kyrgyz under the label of
Japan Jew’s Harp Association. But our
Tuvan khomus CD project was still a
dream. Especially during the Symposium, |
everybody was too busy to do something

elsewhichlooksmoreimportant. However, Fig. 4. Aleksandzro f%k]féak ;"aki"g khomus.
. . . Kyzyl.
thankfully, I could get acquainted with Puc. 4. Anexcandp Canuax denaem xomyc.

musicians who play khomus from time Kui3bi11, 2003 2. @omo u3 apxusa asmopa.

! Among the German speaking peoples, the container for the Jew’s harp maultrommel is
sometimes in the shape of a shoe. Is it a coincidence?
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to time, and could meet
some makers who agreed
to show me their khomus
making process.

Once in 2003, just after
the 4th Symposium, I was
interviewed by a journalist
from Moscow. His name
was Sergei Markus, and
he asked me why I was
visiting Tyva. I’'m not sure
if I told him about the =
CD project or not. But he Fig. 5. Aldyn-ool Sevek with his cha-khomus. 2003, Kyzyl.
got the information from Puc. 5. Andvin-oon Cesek u ezo ua-xomyc. Koizon, 2003 e.
SomEWheI‘e, and WrOte ®omo u3 apxuea asmopa.
about it in his book — an
encyclopedia called “Tysa: CinoBapb KyabTypsl [Tuva: Dictionary of Culture]”
(Mapkyc, 2006: 595) as if it is already under practical preparation.

When I read this piece of information, I thought I should realize it, otherwise
it's too embarrassing. That was why I started to think about the project more
seriously.

At last the time had come. In 2010,
I had an opportunity to take part
. in the International Conference of
Chatkhan (long zither) in Khakassia.
When I contacted Valentina telling
my visit to south Siberia, she told
me that she could organize recording
sessions with different khomus
players, if I come to Tyva after the
Conference in Abakan. Of course I
® promised to come. Also we agreed
that the CD concept might bebased on
the book about khomus by Valentina
that was published early in this year

Fig. 6. Ailangmaa Damyran with her yyash-khomus. (CYBYKEﬁ, 201 0)-

2010, Kyzyl So we could record talented
Puc. 6. Atinaumaa JamoeipaH u ee vlsaul-Xxomyc.

Kwi3w11, 2010 2. @omo u3 apxuea agmopa. and unique musicians of different
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generations, like Tatyana Sorzhu, Aidyng Byrtaan-ool, Anchymaa Sonam,
Arina Aiyzhy, Aleksandr Saryglar, Ailangmaa Damyran, Monggiin-ool Ondar,
Opal Shuluu and others.

There were so many various ways of playing khomus, such as: 1) Imitation
of sounds of nature, 2) Execution of the “melodies” of songs such as kozhamyk
(antiphonal quatrains or improvisational humorous songs with certain
refrains), called yrladyp oinaary or “singing play”, 3) Silent execution of the
“words” of well-known kozhamyk and other songs called chugaaladyp oinaary
or “speaking play”, 4) “Uzun-khoyug” (literary “long-soft”), a genre which is
expressed only by musical instruments and throat-singing, 5) Simultaneous
execution of the khomus playing and throat-singing. Some tunes were played
both vocally and on the khomus to compare the melody and the text.

The instruments played during the recording are also various. There were
demir-khomus (iron Jew's harp), kulzun-
khomus (bamboo Jew's harp), charty-

khomus (mouth resonating wood chip), m@%%@%@m\%

yyash-khomus (mouth resonating branch 7
of tree), cha-khomus (mouth bow) and
khylyzynnyg-dyrgak (comb-and-tissue- [Ediii o

paper, a primitive kazoo). It was very &R
interesting to learn about playing the | = 2
Jew's harp with a metal hammer, as this
kind of invention for the players who lost
their teeth is widely spread in northern
part of Asia.

Adding some old precious field
recordings by Valentina, we made a CD
“ABaMHBIH, OJfHAIl 4YopaaH asuirasel /
The Melody My Mother Played: Old and &5
Modern Khomus (Jew’s Harp) Music of | a8
the Tuva, at the Center of Asia” (Suiziikei, '
Tadagawa 2013).

. Fig. 7. CD “AsamHblH OliHAN 40paaH asnzassl
When it was almost ready to be / The Melody My Mother Played: Old and Modern

published in early autumn of 2013, ['ve Khomus (Jew’s Harp) Music of the Tuva, at the Center
got information from Valentina that there of Asia.” Opal Shuluu on the jacket.

. Puc. 7. Obnoxcka komnakm-oucka «AeamHoiy
would be the 2nd International Khomus otinan uopaan asneaswt / The Melody My Mother

Festival in Tyva in October. What perfect Played: Old and Modern Khomus (Jew’s Harp) Music

of the Tuva, at the Center of Asia» ¢ pomozpacpueti

timing! The organizer of the Festival Onan Iliynyy.
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pleasantly agreed to hold a presentation of the CD during the Festival. So
packing a bunch of copies of the sizzling CD in my suitcase, | headed to the Tyva
Republic once again. Rejoicing at the meeting with the musicians who took part
in the project again, I was thinking that at last I could fulfill my responsibility to
the Tuvan Jew's harp music.

In the booklet accompanying to the CD, Valentina and I decided to reprint a
photo of Dezhit Tozhu, a woman shaman from southwestern Tuva. The photo
was taken by Sev’yan Izrailevich Vainshtein (1926-2008) a famous Russian
ethnographer, archaeologist and historian, during his expedition in 1983
(BaitHimreiiH, 1991: 255). It really was a precious evidence of the use of the
iron Jew’s harp as the tool used during the kamlanie — shamanic ceremony. But
we couldn’t include the sound of the Jew’s harp played by any shaman in our
CD, as we had no chance to record it.

It is usually said that the Jew’s harp and shamanism is strongly linked in
different cultures in the world. For instance, the Sakha people in northeastern
Siberia think that the Jew’s harp khomus has a strong power to call the summer
after severe long winter, not only because it can produce the different sound
of nature including dripping of melting ice, birds’ chirping, the clatter of horse
hooves and so on, but also since it is made by a blacksmith. Thus they are
sometimes thought to have more power than shamans. In Tyva, once I was
told that it is dangerous even to touch the demir-khomus for common (non-
shaman) people. But how does a shaman use the Jew’s harp, and what kind
of sound or music do they play on it specifically during a ritual? It had been a
long-time issue for me to be witnessed.

Some days later, I learnt that it was possible to see the episode where Dezhit
Tozhu herself played a Jew’s harp, most probably during a kamlanie, in the film
“Cummtsie crpensl [Stitched Arrows]” a documentary film by Leonid Kruglov
(1999), which was by chance the appendix to the same “Dictionary” that
made me work hard to produce the CD!. This film is a story about finding the
“last” shamans in Tuva, along the ‘road of Vainshtein.’ Inserting Vainshtein’s
monologue as narrations, and some excerpts in black and white taken from the
film about Republic of Tyva that Kruglov found in several dusty boxes in the
archives of the Russian Academy of Sciences, he showed us some of his own
encounters with the Tuvan shamans.

' Also known as «Ciiutbie cTpenbl: [TyTeniecTBue B cTpaHy mamaHoB [Stitched Arrows:
Journey to the Country of Shamans]” on Youtube for example:
https://www.youtube.com/watch?v=nTTeRwr00-g (retrieved 01 Apr. 2017).
https://www.youtube.com/watch?v=LYJNk11q4JU (retrieved 01 Apr. 2017).
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Around the 25th minute from the beginning, there is an approximately 3
minutes’ scene with Dezhit Tozhu. In the background, ran a monologue by
Vainshtein, which is very similar to the sentences from the book “Mup Koues-
HuKoB 1ieHTpa A3un [The World of Nomads of the Center of Asia]” (BariHirTeiiH,
1991: 254-255), not exactly the same but somehow arranged with additional
information. Here, Vainshtein describes how he met this woman shaman, and
what she told him.

It goes as follows: when he went to the village Kungurtug in southwestern part
of Tyva to make research on the ancient Uyghur archaeological site, he met an
ordinary (at first glance) old woman called Dezhit Tozhu. People told him that
she had nine great shamans in her ancestors, but when the conversation came
to shamanism, she tried to divert his attention to another topic. After finishing
his main task, he came to her to say goodbye. But she told him that he would not
leave her that day. He couldn’t believe it as he knew that the small plane is waiting
for him with its engine running. However, it had left without passengers.

Being surprised, he came back to Dezhit, and then she gave him remarkable
information: While she is executing kamlanie, she plays the khomus with her
eyes closing. Listening to its song, she calls out her eeren helping spirits calmly.
For her, the khomus is a red deer that can fly like a bird, with which she flies
along the Middle World, and she calls it “chagaa daiym — small horse.” She only
flies between the mountains in the Middle World, unlike the other shamans
who reach to the Upper World using frame drums to fly...

According to the fact that the scene with Dezhit Tozhu is in color, it might
be proper to understand that it was shot by Kruglov in 1998. If so, she should
be 87 years old, but she looks not much changed, 15 years after Vainshtein’s
photo. Though the clothes she wears are not the same, her appearance,
especially her posture of playing the khomus, and the object (wooden case of
the instrument?) held in her left hand is exactly the same. And also, there is a
scene in which she shows her small models of different kind of tools - a knife,
shovel, axe and scraper made of iron, and these “weapons” to fight against evil
spirits are exactly the same as the ones illustrated and depicted in Vainshtein’s
book (Banumireiin, 1991: 255-256).

On the sound track of the scene, we hear the melody of “Arty-Saiyr”, a
well-known song frequently used as a motif for the khomus playing by many
performers, which is also recorded in our CD by different musicians. In the
film, after short introduction, this tune is executed very calmingly, first time
in lower range, and then repeated one octave higher. This might be the real
khomus playing during a shamanic ceremony. I was excited.
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However, when I got a little bit calming down, some questions arose in my
mind. Is it really popular melodies like “Arty-Saiyr” (which is played by even
the beginner of the khomus) played during a kamlanie? When I look at the scene
very closely with doubtful eyes, I noted that the movement of Dezhit Tozhu’s
right index finger and the sound of the khomus are not perfectly synchronized
(though attempted with some effort). This means that the music on the sound
track is not the one recorded during the film shooting, but recorded separately
(most probably afterwards). Moreover, it is impossible to know that the music
was played by her or not — it could be someone else’s fantasy that was played
to accompany the picture.

Consequently, we come to a conclusion that it is still unknown what kind of
musicorsound she played onthe khomus duringashamanicritual,unfortunately.
It is understandable that this film has insertions — like reindeers (not red deer),
taking off airplane (without passengers?), blinks of lights (which indicates the
coming of eeren) and aerial camera works (as if the audience flying into the
sky), as it is an art work by a director. But the Jew’s harp sound by Dezhit Tozhu
is the most important element in the scene (at least for me). I want to know the
fact. Were the real sounds recorded at the film shooting, or probably at any of
her playing during a kamlanie'?

The other mysterious issue is the object in her left hand. It could be thought
that it is a khomus case, according to how it partly protruded from her hand.
But what is that in her left hand? Why is she holding it like that, both in the
photo from 1983 and in the film shot in 1998? Is it the device for the players
who lost their teeth to hold the khomus — like a hammer or axe explained by
Tatyana Sorzhu (Suzukei, Tadagawa 2013: 08, 25, 35)? If so, is this object is
made of metal? Is there no photo of this artefact?

So for me, there are still reasons to visit Tyva as there are so many questions
waiting for answers.

Speaking of myself, I'm still flying around the Middle World with the Jew’s
harps, so to say, “holding” it. My earlier travels were to visit the people from
different parts of former Soviet Union whom I encountered at the Jew’s Harp

' As for the recording called “Khamnin khomuzu (Shamanic call)” played by Papizan
Badar (also written as Bapizan, Papisan or Pavizan, 1957-2016), a Tuvan man living in
Bayan- Olgii province, Mongolia, can be heard on a CD “An Anthology of Mongolian
Khoomii” (Curtet, 2016). In the liner notes, it is explained that his ‘Jew’s harp evokes the
sounds of the water and mountains.” Actually, combining the khomus playing and sygyt
simultaneously, it seems to me that he is producing some fragments of a melody. But if
he is a shaman or not is not mentioned, no matter how the title of the tune is.
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Congress in Yakutia, 1991 — Tyva, Sakha, Khakassia, Altai, Bashkortostan,
Kyrgyzstan, Kazakhstan, Uzbekistan and Amur basin. And also to know more
Jew’s harp cultures, I’ve visited not only countries in Asia and Europe, but also
different districts inside Japan. In addition to these spatial travels, I started
temporal travels to visit excavated Jew’s harps from different places — mainly
in Asia. The oldest reliably dated bow-shaped iron Jew’s harps are from two
archaeological sites in Saitama prefecture, next to Tokyo. These are dated to
the first half of 10th century AD, from the circumstances of the find!. On the
other hand, one of the oldest lamellate harps made of bone is from Aimyrlyg
XXXI, Tyva (2nd century BC), and now kept in the Hermitage Museum, Saint
Petersburg (Tadagawa, 2016: 62-63)>.

Also from time to time, there are friends visiting me “flying with the Jew’s
harp.” Especially, it was my great pleasure that I could invite Valentina and her
sons to our place in Saitama in 2016 during her stay in Japan for a Conference
organized by Toyo Ongaku Gakkai — The Society for Research in Asiatic Music.

When I play the Jew’s harp, I feel like I’'m exploring wide “inner space” of the
simple single tone of the instrument. But at the same time, the Jew’s harp is a
tool with which I fly along the Middle World, in actual sense as well.
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BnazodapHocmu

ABTOp 6/1arogapuT MacTepoB XOMyca, XOMYCUCTOB, a TakKe Jlapucy ApTbiHa, 3010
Keipreic (MexxayHapoaHbI HAaYYHbINM LIEHTP «XooMeii») 1 3010 MOHTyII (OTHen Ha-
POIHOTO TBOpUYecTBa Pecry6i1MKaHCKOTO 1IeHTpa HapOAHOIO TBOPYECTBA U A0CYTa,
Pecrry6imka ThiBa).

'In Europe, the reliably dated bow-shaped Jew’s harp excavations start around 12-13th
centuries AD (Kolltveit, 2006).

2 For the moment, the oldest lamellate harps are from Liaoning province, China (22-11th
centuries BC). Other excavations are from; Xiajiadian, Inner Mongolia, China (8-4th cen-
turies BC); Jundushan, Beijing, China (8-5th centuries BC); Morin Tolgoi, Mongolia (3-1st
centuries BC); Sakhsar, Khakassia, Russia (4-5th centuries) (Tadagawa, 2016, 2017).
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SOCIAL AND COGNITIVE
FUNCTIONS OF MUSIC
BASED ON THE EXAMPLE
OF TUVAN THROAT
SINGING

Shen-Mou Hsu

National Taiwan University,
Taiwan

Music is pervasive across
human cultures and
throughout times. Particularly,
music is of great importance
socially. Like many cultures’
use of music, throat singing or
xo0mei, the most distinguished
aspect of Tuva’s music,
contributes significantly
to social communication,
emotional expression,
social bonding and religious
rituals. Acknowledgment and
consideration of current social
cognitive findings of music may thus provide a better
insight into the nature of throat singing. To date,
evidence has indicated that, similar to language, music
is a fundamental channel of communication, and these
two constructs may have common origins in a single
communicative system. Moreover, music may modulate
neural activity in the brain structures associated
with emotions and alter our autonomic responses. In
addition to information sharing, music thus has the
capacity to convey emotions. This ability may further
render music a powerful mechanism to facilitate social
bonding and ritual practice, as individuals’ internal
states during these social events become synchronized

COLIMAJIbBHBIE "
ITO3HABATEJ/IbHBIE
OYHKONVN MY 3bIKHU HA
ITPUMEPE I'OPJIOBOTO
IIEHUS TYBUHILEB

Illenv-Moy Croii
HaumoHanpHblil YHUBepcuteT TaiiBaHs,
TaiiBaHb

Mys3vika sie/155emcst HeomseM1eMoll Hacmuto NPax-
muuecKu 8cex ue08eyeckux Kyasmyp 60 ece epe-
MeHa. My3blKa 6bINONHSen MHOXECme0 Coyualb-
HblX U NO3Ha8amesvHulx QyHKYyull. [opnosoe neHue
(xoomell) — Haubonee uzBecmmbili 8U0 MY3bIKAIb-
H020 UCKYycCM8a Mys8uHye8 — 3aHUMaem 8aicHoe
Mecmo 8 06uUjecmeeHHOU HCUSHU: OHO 8blpaxicaem
o0ujecmaeHHble 853U, NOKA3bl6Aem IMOYUU UC-
noJiHumeneti, conpogoxcdaem coyuansHoe obujeHue
u penuzuo3usle pumyansl. [IpusHaxue u nocmuce-
Hue 06UjecmeeHHbIX U NO3HABAMENbHBIX ACNEKIM08
MY3bIKU MO2ym NOMOUb Jiyduie NOHsMs Npupody
20p108020 nexus. /[0 Hacmosiujezo epemeHu Ucce-
008aHUsl YKA3bI8AJIU, UMO, NOOOOHO A3bIKY, MY3blKA
2871emcs 00HUM U3 OCHOBHbIX KAHAN08 KOMMYHU-
kayuu. Bonee mozo, my3vika moxcem MoOynaupo-
8amb HepBHYI0 0esimeibHOCMb 8 M03206blX CINPYK-
mypax, C8s13aHMbIX € UY8CMBAMU U BUOOUBMEHSND
Hawu asmoHoMHble peakyuu. Taxum o6paszom, 8
dononHeHue K (QyHKyuu obmeHa uHpopmayueii,
MY3blKa CNOCcoOHA nepedasams uyscmed. Jmo no-
Mozaem My3biKe 8bICMYNAms MOUWHbIM MeXAHU3-
MOM 0711 yCmaHosneHust obujecmeeHHolx cesseli u
8bIPAXMCEHUS. PUMYANBHOU NPAKMUKU, NOCKONbKY
cnocobcmeyem CUHXPOHU3AYUU BHYMPEHHEe20 CO-
CMOSIHUSL UHOUBUOYYMO8 80 8pemMsl mex UIU UHbIX
obuecmeeHHbIxX deticmauti.
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through musical engagement. B 3aksioueHue agmop HanomMuHaem, 4mo ynomsi-

In conclusion, I suggest that those social cognitive Hymble 00ljecmeeHHble N03HABAMelbHble PYHKYUU
perspectives may point toward new directions for a 20p/108020 NEHUs MO2ym CMams HOBbIM HANPAs-
continuing discourse on our understanding of throat JIleHueM Ona ucciedo8aHuti 8 odnacmu mysuHcKoti
singing. MY3bIKU.

Keywords: Tuva; Tuvans; music; throat singing; Kniouesvle cnosa: Tysa; mysuHybsl; My3ulkda; 20p-
function of music 71080€e neHue; pyHKYUU My3slKU
Introduction

Music is pervasive across human cultures and throughout times. Appreciation for
it appears to be a predisposition. Infants as young as four months already tend to
favor consonant music rather than a dissonant one (Zentner, Kagan, 1996).

Equally intriguing is the finding that infants are better at detecting changes
in diatonic melodies which conform to keys of major or minor scales, rather than
melodies that violate these conventions (Trehub, Thorpe, Trainor, 1990). However,
our drive to engage in music and with its reasons for existence has not been readily
explained.

On one hand, music may represent an evolutionary adaptation with biological
significance, such as being a sexually selected trait that aids courtship in a manner
similar to bird singing (Darwin, 2007). On the other hand, music may be merely an
invention of humans (Patel, 2010) or a byproduct that evolves to support language
(Pinker, 1999).

Despite the ongoing debate surrounding the evolutionary status of music, it is
widely conceived that music serves important social functions. For example, music
involves communication, notably during parent-child singing of lullabies (Trehub,
2003). Moreover, music has capacity to convey emotion and is an important potential
source of pleasure (Blood, Zatorre, 2001; Menon, Levitin, 2005).

Music may also bind groups of people together to increase solidarity and thereby
help early humans to thrive (Roederer, 1984). Last but not the least, music is widely
observed and constitutes an abstract representation in human communal and
religious rituals (Alcorta, Sosis, 2005; Becker, 2001).

Throat singing or xoomei, the most distinguished aspect of Tuva’s music, revolves
around the principle that a vocalist produces multiple notes at one time. The lower
note is the fundamental tone of the voice and sounds like a sustained drone. The
second corresponds to one of the harmonic partials. This unique singing style makes
no exception in terms of their roles in social functions, particularly given that throat
singing has a rich bond to Tuvan culture and traditions (Levin, Edgerton, 1999).
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In this mini review, I focus on discussing four interrelated social functions of music:
communication, emotion, social bonding and ritual, and their potential relevance
to the nature of throat singing. Hopefully, these social cognitive perspectives may
contribute to a continuing discourse on our understanding of throat singing.

Music as a channel of communication

The Tuvan society has strong traditions of animism, the belief that natural objects
have souls or are inhabited by spirits of rivers, mountains, and many other aspects
of the world (Levin, Suzukei, 2006). Because Tuvan people believe that sound is a
channel preferred by the spirits of nature to reveal themselves and to communicate
with the other living beings, throat singing serves as specific language that Tuvan
shamans developed to communicate with those spirits.

In addition to the spiritual context, throat singing is also performed in daily life from
lulling a baby to sleep to calling animals from a distance (Pegg, 1992). Researchers even
suggest that lullabies might be a formative force that contributes to the development
of throat singing (Van Tongeren, 2002), which strengthens the idea that throat singing
plays an essential role in social communication in Tuvan society.

Music is indeed a fundamental channel of communication (Kraus, Slater, 2016)
and bears resemblance to language (Brown, 2000; Patel, 2003; Tillmann, 2012).
Both music and language are organized according to given rules which combine
basic components into higher-order structures. Moreover, decoding both constructs
requires a fine-grained analysis of acoustic information which unfolds simultaneously
over multiple timescales.

S. Brown proposes that music and language may have common origins in a single
communicative system,thenbecome separate capacitiesthroughaprocessof divergence
and functional specialization (Brown, 2000). Such an intimate connection between
music and language has been further corroborated by a growing body of cognitive
neuroscientific evidence, indicating that overlapping and shared neural resources are
recruited for musical and linguistic processing (Koelsch, 2011; Patel, 2012).

Moreover, music which emanates from language could further accentuate
linguistic expression. This would account for the fact that songs generally contain
words which often function as a kind of enhancement and stylization of the ideas
being expressed in the text. Ancient Chinese literature, the Book of Documents or
“Shanshu”, also expresses the idea that “Singing prolongs the sounds of speech;
The sounds of singing follow prolonged speech sounds; Musical pitches temper the
sounds of singing”. As can be similarly found in throat singing, xo0mei phrases are
often interspersed within Tuvan songs with topical words.

During the communication processing of sounds in music, our brains have to
determine the physicality from the ears and interpret the underlying information
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patterns that might inform us. However, our natural environments are complex, and
there may be different inputs that integrate auditory information. Previous research
has shown that visual information may affect the brain’s ability to construct a percept
of sound. As demonstrated by the McGurk effect (McGurk, MacDonald, 1976), when
a syllable, “ba” for instance, is repeatedly dubbed on to a lip movement for “ga”, we
would perceive a hybrid percept, the syllable “da”.

Similarly for the sounds as complex as music, evidence has shown that the
perception of music performances can be significantly influenced by a performer’s
movements (Tsay, 2013). Intriguingly, throat singing is recognized as the
quintessential achievement of Tuvans’ mimesis based on perceptual cues from their
surrounding environment. Legend says that Tuvans developed the art of throat
singing by imitating the sounds of nature and the calls and cries of animals rich in
harmonics (Levin, Edgerton, 1999).

Drawing on the aforementioned findings, could it be possible that natural inputs other
than sounds have any influence during the development of throat singing? It would be
intriguing to probe to what extent the ambient cues derived from Tuvans’ inhabitants
interact with the linguistic system and ultimately determine throat singing.

Music as communication of emotion

For Tuvan herders, throat singing also serves as a way to express feelings of
exultation. As quoted in van Tongeren, anonymous singer once described:

“Imagine you’re a herdsman and you sit on your horse and you’re going
somewhere, far away. The moment that you’re bored or when you are enchanted
by something, like the steppes or the taiga, you immediately have to sing what
you feel. If you sit on your horse and you sing, then it hears that you are singing.
And it will go even faster, because it likes your songs” (Van Tongeren, 2002: 56).

From the social cognitive perspective, music is not only communicative in the
sense of sharing information, but also concerned with transmission of emotions
(Panksepp, Trevarthen, 2008; Roederer, 1984). Emotion often accompanies our
musical experiences and emotional impact is one of the main reasons that people
listen to music (Sloboda, O'Neill, 2001).

Cognitive neuroscientific studies to date have demonstrated that music may
modulate neural activity in the brain structures associated with emotions (Koelsch,
2010). Particularly, during listening to pleasure music, dopaminergic neural systems
which are associated with reward (a construct involving in craving or wanting states)
can be activated (Blood, Zatorre, 2001; Menon, Levitin, 2005). In addition, there is a
close connection between music and our physiological responses (Gomez, Danuser,
2007; Krumhansl, 2002). For example, fast and staccato music may evoke faster
breathing, higher minute ventilation, skin conductance, and heart rate. In principle,
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tempo, accentuation, and rhythmic articulation are the features that most strongly
correlate with physiological responses.

Although it is unclear whether different styles and techniques of throat singing
are correlated with different kinds of emotions, the link between musical structures
and emotions has been previously reported (Bresin, Friberg, 2011; Scherer, 1995).
Evidence suggests that sadness may be conveyed by slow tempos, low intensity and
legato articulation, whereas happiness is conveyed by fast tempo, high intensity and
staccato articulation. Gomez and Danuser’s study (Gomez, Danuser, 2007) further
reveals that mode, harmonic complexity, and rhythmic articulation can better
characterize whether emotional experience is negative or positive, whereas tempo,
accentuation, and rhythmic articulation can better discriminate whether emotion is
in high or low intensity. Therefore, internal structure of the music plays an essential
role in the induction of specific emotions and this principle may be applicable to
throat singing.

Music as a means of social bonding

Throat singing should not only be construed as a form of communication, but also
be considered in terms of how the music style is embedded in social contexts. For
example, throat singing is frequently performed at weddings or a celebration at a
nobleman’s in Mongolia (Pegg, 1992). Similarly in most cultures, music is employed
in consequential events such as seasonal festivals. Through music engagement,
individuals’ emotional states in these social events are shared and become
synchronized, thereby generating heightened pleasure and decreasing conflicts, and
the feelings of social cohesion is ultimately fostered (Benzon, 2001; Mithen, 2005;
Roederer, 1984).

In early eras, social bonding could arise from community dancing to music,
manifested by the coordinated movements of military drills (McNeill, 1995). Such
coordinated drills resulted in camaraderie via physical or emotional synchrony, a
phenomenon which today can still be witnessed at football games or rock concerts.
One recent study provides supporting evidence that when rhythmic activities like
music are performed by groups of people, they tend to become synchronized, which
reflects social coordination (Kirschner, Tomasello, 2010).

In this empirical study, two groups of 4-year-old children either interacted with one
another in the context of traditional music that included dancing, singing and playing
or interacted with one another without music. The results show that subsequently,
children in the music group increased spontaneous cooperative and helpful behavior
relative to the control group. Thus, joint music making encourages individuals to
keep collective intention and emotions to behave more cooperatively towards one
another. To summarize, music, possibly throat singing as well, offers an opportunity
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for group catharsis and thereby facilitates the formation or manifestation of group
identity.

Music in religious contexts

In the past, throat singing seemed to be reserved for shamans and was an
important preparation for the shamanic rituals (Van Tongeren, 2002). It is possible
that throat singing stems from such ritual practice. In an equivalent line, in many
cultures, music is used to enter trance, a base for shamanism and early religions
(Richter, Ostovar, 2016). Generally speaking, music is inseparable from communal
and religious ritual (Becker, 2001). Human rituals share basic structural components
of pattern, sequence and repetition. These components are amplified and intensified
via the incorporation of recurrent music (Alcorta, Sosis, 2005).

As described above, music has the capacity to induce emotional effects. In
addition, our autonomic functions, including respiration, and cardiovascular
function, are altered in response to eternal musical rhythm (Gomez, Danuser, 2007).
Not surprisingly, emotion, especially happiness, is frequently evoked in religious
ritual (Becker, 2001) and participants engaged in ritual trance demonstrate changes
in autonomic functions (Alcorta, Sosis, 2005). Together, the capacity of music to
entrain automatic states and emotions is instrumental in imbuing human rituals
with emotional significance. This process may provide the basis for creating and
synchronizing motivational states inritual participants (Alcorta, Sosis, 2005; Alcorta,
Sosis, Finkel, 2008).

Conclusion

Humans are intensely social creatures and music is an important social endeavor.
The pursuit of music may stem from our biological-based social nature, which
continues to motivate musical activity from the past to the present. Music is a
powerful means of human communication by which people can share meanings
as well as emotions. This ability renders music a robust mechanism for creating
cohesive groups and shaping human rituals. Like many cultures’ use of music, throat
singing is also prioritized around communication, social gathering, or shamanic
rituals. Given the significant contribution of throat singing in the social domain of
the Tuvan society, current social cognitive findings and approaches to music may
stand as an excellent medium for better understanding the nature of throat singing.
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LET ME SING YOUR
SONGS: HOW FINNS
FOUND XOOMEI

Sauli Heikkild

Independent author,
Finland

The author of this essay,
musician and founder of the
Throat Singing Association of
Finland (1997), tells the story
of how an association of throat
singing practitioners came to
be in Finland, and how to teach
this art to those wishing to learn
it. The story also covers the
author’s own musical preferences
and his life-changing visit to a
week-long workshop led by Boris
Salchak from Tuva in 1995. Two
years later, the author and other aficionados of Tuvan
xoomei founded the Throat Singing Association and
started holding festivals featuring invited Tuvan singers
and throat singing courses. The author describes
his collaboration with renowned Tuvan performers,
as well as throat singing scholars from the USA, the
Netherlands, UK, Italy, etc.

The author holds that throat (or overtone) singing is a
special sound practice. Tuvan practices can be compared
with similar techniques developed by indigenous
peoples of Africa, North America, Japan and Tibet.
Throat singing as a practice is closely linked to specific
ancient worldviews of peoples and cultures living close
to nature. Finns are also considered living in close
proximity to nature, which may explain their partiality
to throat signing. Dozens actively practice x6omei and

IIO3BOJIBTE MHE IIETH
BAIIIU NNTECHWU:

KAK ®VUHHBI HAUIJIU
XOOMEMN

Caynu Xeiikkuns
HesaBucumblii aBTOD,
OUHISTHANS

Aemop — my3vlkaHm, ocHogamesns Accoyuayuu
20p7108020 neHuss QuuasHouu (1997), pacckasoi-
gaem o0 nosejeHuu 8 QDUHAAHOUU 00BeOUHEHUs
Jitodell, NpakmMuKkyruux 20p1080e neuue, U 0Co-
OeHHocmsx ux o0yueHus. OH nogecmayem o C80UX
€06CMBEHHBIX MY3bIKAIbHDIX Y8JIeUeHUSIX U 0 N0BO-
pomHom ona ceba 1995 2., koz0a nobvIBaAN HA He-
denvHoM cemuHape mysvikanma Bopuca Canuaka
u3 Tyssl. Cnycms dea 200a oH u Opyzue ysneueH-
Hble MYB8UHCKUM X00MeeM 0CHO8AIU Accoyuayuio
20p71068020 NeHuUsl, HAYAIU O0pP2aHU308bI6aMb (De-
cmueanu ¢ npuziauieHuem myguHcKuM neeyos u
KypCbl 00yueHus 20psio8oMy neHurw. Asmop nu-

wem o compyoHuuecmee ¢ U36eCmMHsLMU MYB8UHCKU-
MU UCNONHUMENSIMU, A MAK3e Uccnedosamessmu
20pn108020 nevus u3 CIIA, Hudepnanoos, Benuko-
6pumaruu, Mmaauu u op.

ITo mMHeHUuI0 MY3bIKAHMA, UCNOJIHEHUE 20PT108020,
wiu 06epmoHH020, neHust npedcmasisiem coboti 0co-
Oyio npakmuky 3eykou3sesieuerust. Ceou Habno0eHust
OH CpasHu8aem c U38eCMHbIMU eMy MeXHUKAMU ne-
HUs KOpeHHbIX Hapodos Agpuxu, CesepHoli Amepu-
Ku, SInonuu, Tubema. IIpakmuka 20pn08020 neHusl
mMecHo ces3bleaemcs ¢ muposocnpusimuem Jiodeti
dpesHeli Kynvmypwl, Oau3kotli K npupode. DuHHbI
make cuumMarmcs Jii00bMu, MecHo C8SI3aHHbIMU
¢ npupodoti. Ha 3mom ocHosaHuu asmop cuuma-
em 8no0JIHe NOHSIMHbIM 6ONbUIOE Y8JleueHuUe (UH-
HO8 20pn08biM neHuemM. OH Hacuumoleaem O0ecsimku
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hundreds have experienced it, which is a much larger
percentage than in other European states.

In the essay, the author also focuses on the throat
singing courses he has been giving for a while
and shares his observations of his students, their
motivation, specific training techniques and adapting
them to the desires and intentions of his students. He
believes that almost everybody can learn singing, and
most people can have a command of throat singing.
The essay also covers the main problems that
aspiring throat singers can face, as well as specific
styles of the x6omei, concluding with the idea that
it is impossible to master throat singing in a short
period of time. The key to success is only found in
regular and extensive practice.

Keywords: x6omei; Tuvan throat singing; Tuvans;
throat singing; methods of teaching singing; Finland;
Finns; essay

Introduction

(DUHHO8, AKMUBHO NPAKMUKYIOWUX X00Meli U com-
HU meXx, KOIMopble UM Makxce 3aHumaromcs. 5mo 8
paswot Gonblue, uem 6 dpyeux cmparax Eeponeot.
Asmop pacckaswsiéaem o c8oux Kypcax ooyueHus
20pJ71080MY NeHulo U deaumcst HabardeHusIMu o
MOMUBAX C8OUX YUEHUKOB, 00 0COOEHHOCMAX UX
obyueHus, 06 adanmueHocmu Memooduku 6 3asu-
cuMocmu om xceJIaHutl u HamepeHuti 06yuanux-
cs. Tlo e2o mHeHUI0, neHUw CNOCOOHbI HAYUUMBbCS
noumu ece, 20ps1080MY CMUJII0 — MAKHE MHOZUE.
O0BACHAIOMCS. OCHOBHBIE CNONCHOCU 0711 HAYU-
Harowux. Ommeuaromcss 0cobeHHocmell cmuetl
xoomes. Tloduepkusaemcs, umo 20pnogoe newue
0C80UMDB 30 KOPOMKOE 8PeMs HEB03MOMHO, HE00-
X00uM OnumetvHolll mpyo, pe2yisipHsle 3aHamusl.
Kniouesvie cnosa: xoomeli; mysuHcKkoe 20pi080€
neMue; MyeUHUbl; 20pi060€ NeHue; Memoouxa
06yueHus heHuto; QUHISAHOUS; PUHHDL; ICCe

The human voice is a mysterious phenomenon. We are using it every day
and we think that we know it. Still, most of us hardly know how the voice works
or what is the mechanism of hearing is. The effect of the speaking voice is
sometimes confusingly powerful, not to mention the singing voice.

At least in the Western world people with a low tone of voice are considered
as convincing and a low voice seems to sound comforting. That is why most of
the professional voice workers, such as reporters or actors, have low and mellow
voices. People who are trying to convince the audience, such as politicians, often
force the voice to a low pitch, which may cause a creaky and unpleasant voice.

Voice has a considerable role in communication and it is strange how little
attention is paid to it in school education. In Finland even the teacher education
program does not give a single course in using the voice, although it is the most
important working tool for a teacher. At least this was the situation in the 80’s
when I was studying. Why is it so? Probably the voice is taken as a gift that you
get when you are born without a chance to modify it. People also seem to easily
think that a singing voice is also a birth gift and that there is no other way of
acquiring it. Either you can sing or you cannot. No wonder that people think that
you cannot learn throat singing. My wife had told to her Mongolian friend, that
her husband’s hobby is throat singing. The Mongolian — not a musician — had
quickly replied: ”That is not possible, only Mongolians are able to sing xoomii!”
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The aim of this article is to describe how throat singing found its way to
Finland and how Finnish enthusiasts found throat singing. I also describe my
ideas of Tuvan xoomei and methods I use in teaching.

Learning kargyra unconsciously

[ grew up in a small rural village in Finland in a period, when electricity began
to become more common in rural houses. There were only two channels on
Finnish radio and only some of the wealthiest houses had a TV. Music offered
in radio was mainly classical, folk music and schlagers. Little by little, new,
weird and loud rhythm music crossed the oceans. Parents were terrified but we
youngsters were excited. Rock stars were admired. Listening was not enough
for me, I wanted to try to make that music with a borrowed guitar and cheap
harmonicas. In the middle of 1970s my brother carried home a tape recorder
with a built-in microphone. I could make my first recording. I was shocked
at what I heard. My voice was a lot higher and thinner than I had thought as
before I had heard it through the bones of my head.

[ had a strong will to sing. I realized that I could imitate a little old bluesmen
like Reverend Gary Davis, Howling Wolf and Sonny Boy Williamson whose music
was occasionally played on the radio. With a help of some friends I found Tom
Waits. I was also fascinated about Louis Armstrong's way of using his voice. I
could even sound like him - in my mind at least.

Afterwards I have heard, that even then Ilpo Saunio had played Tuvan folk
music in his 32-part program ”Music of the People of the Soviet Union”. Even
now I have not heard the programme, but I obtained the manuscript of the
program from the library (Saunio Ilpo and Immonen Kalevi, Pororumpu ja
balalaikka - Neuvostokansojen musiikki [Reindeer drum and balalaika, Music

- of the People of the Soviet Union],
o frerseed: fiodt borbany 21979, in Finnish only). (Picture I)
e SPEERERSA,  What would have happened if 1
KarkkuTaulu on kesiisin vuoristosss kerjan poimentavien miesten N1@d hieard that program then and

kehittidnd laulutapa, joka on kulkemut perinttmd 1s31t¥ pojalle.

Tuvalaiset tuntevat muunkinlaista musiikkia. Rara-kys Munzuk aISO the performance Of HunaStaI‘-

Taulaa seurzavaks! Xevdtlaitunille-ninisen uvudenaikaisemman kan-

santaulun. ool Oorzhak, we will never know.

?geizi::?itﬁimgzg.arg__kahsiﬁggugﬁ;;ysrii valmistettua, melke Tail-

{5500 | tdane inuisten s rasclEintan Capans aqlrbattayaiiN. uas I never started studying music

palasilla. Bassoryknid y1lipitid kddrmeen nahalla piEllystetty . .

kiinalaisperdinen nippEilysoitin tsanzy. profeSSIOnally’ because I d]d not
Pic. 1. Manuscript of radio program Pororumpu ja balalaikka believe in my talent and there

~ Reindeer drum and balalaikka, 1979. was no chance to have any kind

Puc. 1. Pykonucs paduonpozpammet «Pororumpu ja balalaika» of musical education in our
(BybGeH U3 uWKypbl ceeepHoz0 oyeHs . . e
u Gananaiika), 1979. municipality in those days. Today
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there is a network of state music schools which cover the whole of Finland.
Playing music became a dear hobby to me.

Already in the 70’s I was interested in the music of other nations but had
never heard about throat singing. Not even in 1983, when a Vietnamese-born
French musician and ethnomusicologist Tran Quan Hai visited the Kuhmo
Chamber Music Festival in Eastern Finland. Tran Quan Hai had found overtone
singing already in 1970. 1 was also unaware of the visit of the famous Mongolian
khoomiich Sundui to the same festival in 1984. This information I only heard
last year. (Picture 2). Newspapers had written a lot about his visit, but as a busy
student I did not hear about it.

Before I got in touch with throat
{m@ Sundm ’EUII kuin tulikin singing, I saw a small program of
) : VladimirKarujevakaOknaTsahan
Zam who had visited Finland in
1992. 1 was fascinated but not
enough to start to look for more
information. The Internet wasjust
starting, so finding information
would have been very hard. The
next year Mongolian Altain Orgil
performed at the Kaustinen Folk
Music Festival. I heard them on
the radio and saw them on TV
and was impressed. Still, only
after I had listened and tried to
sing Tuvan x0o0mei, I became
so touched that throat singing
. became a part of my life. Later,
.| after 2000, I had goose bumps

Wimia gisgns i

BEITEIEE | pawiecr o b e i | from hearing Mongolian kh66mii
Pic. 2. Sundui at Kuhmo in newspaper Kaleva 1984. and music like Altai Hangal’
Puc. 2. Cyndyii 8 Kyxmo 6 eazeme «Kaleva», 1984 e. Transmong()ha and Sedaa.

In the 80’s while I had moved
already to Helsinki, the capital of Finland, my home municipality got a new
school and violin teacher. At the end of the decade he founded a folk music
festival, which is still alive and going strong. After a couple of years I asked
if I could make the graphic design to the festival. I got the job because I did
not ask for any fee. Instead of the salary, I had a possibility to take part in
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festival singing and playing workshops for free. I had never concentrated on
one instrument — quantity comes before quality — and so I went to pick some
mandolin, strum the guitar, beat the drum, blow the flute and sing. While I
learned new sKkills, I also got to know some of the best Finnish and foreign folk
musicians. After each festival I almost cried at the end of festival and for being
very tired after sleeping only few hours several nights. The workshops became
the highlight of my summers.

Throat singing conquers Finland — and my heart

Summer 1995 was a turning point in my musical hobbies. Boris Salchak from
Tuva had a shamanic performance at the festival and also gave a one week
throat singing workshop prior to it. We were about ten students who got their
first touch to throat singing. We were sizzling with excitement.

At the same time The Global Music Centre at Helsinki had a collaboration with
Albert Kuvezin and the next year the Centre published his Yat-Kha band's album
Yenisei Punk. Albert had some gigs in Finland and a workshop at Haapavesi in
summer 1996. In the autumn Jukka-Pekka Lilja organized a weekend workshop
of Albert Kuvezin at his Centre of Nature in Roykka, Southern Finland. Almost
50 people participated in this workshop. Many of them became my friends.
During the weekend we decided to create an association to increase knowledge
and advance the practice of throat singing.

The Finnish  Throat
singing Association was
founded 1997 and the same
year we started to build up
some kind of a festival. It
was clear that we needed a
Tuvanxoomeizhito perform
at the festival. The internet
wasstillsomewhat primitive
and after searching I found
an enthusiastic volleyball
team from NorthernFinland
who had made a wonderful
journey to Tuva. Alongside Pic.3. Vladimir Sojan is having a workshop at the first Kieku-festival.

playing they had heard the Puc.3. Bnadumup CosiH nposodum cemuHap
b
throat singing of Vladimir Ha nepeom Kieku-gpecmueane.
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Sojan. I had got in touch with Steven Sklar
from the US, who had just made a journey
to Tuva, and now asked him if he knew of
the singer. He replied that Sojan was a great
singer. So we dared to start the preparations
for the invitation and his trip to Finland. Our
budget was naturally very limited and we
could offer only a train ticket. So Vladimir
Sojan came with his daughter Lilia to Finland
to perform at 'Kieku - Festival of Human
Voice'in March 1998. (Pictures 3 and 4)

The first Kieku-festival got a lot of
attention and we decided to continue. We
received funding and so we organized a
Kieku festival of a decent size for the next
three years. Then suddenly, we lost most of
our financial support and we were broke.
Motivation to organize large and risky
festivals disappeared. We went on with
smaller events and had collaborations with
other organizers.

The Haapavesi Folk Festival went on with

Pic. 4. Day happening at first Kieku-festival
1998.
Puc. 4. XannenuHz Ha nepsom Kieku-
pecmusaine 8 1998 a.

forwarding throat singing. Artists such as Albert Kuvezin, Kongar-ool Ondar
(Picture 5), Tuva Kyzy, and Huun-Huur-Tu from Tuva and Transmongolia and

anlisi i'f"!ﬁ __H‘."-[}j
VE

Pic. 5. Workshop of Kongar-ool Ondar at Haapavesi 1999,
author in the yellow t-shirt.
Puc. 5. Cemunap Koneap-oona Ondapa e Xaanasecu 8 1999 2.

(asmop cmamou — 8 xceamoti gymoo.ike).

Sedaa from Mongolia have

.. performed and held workshops

there. In addition to these,
there have been performers in
Finland from Altai, Buryatia,

» Kalmykia, and Chinese Inner

Mongolia. I myself have worked
most closely with Chirgilchin,
Tuva Kyzy, Huun-Huur-
tu, Hosoo, Transmongolia
and Sedaa. Of the serious
practitioners coming from
the Western countries,
Steven Sklar (USA), Mark von
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Tongeren (Netherlands), Michael Ormiston (Great Britain), and Raphaél de
Cock with this band (Belgium) have visited Finland. In this group belongs also
the Sardinian Tenores Goiné di Nuoro (Italy).

The enthusiastic activity in our association was based on our desire to have
training and get to know various throat singers on top of spreading awareness
in Finland of this unique art. The bylaws of our association stated that "The
aim of the association is to forward the public awareness and the position of
different techniques and modes of using voice, especially throat singing.”

Throat singing is a rare phenomenon

A great surprise for me has been the quite limited number of specific singing
techniques, on one hand, and how unique the phenomenon of throat singing is,
onthe other.Itis entirely possible that some indigenous people have techniques
that are not widely known but otherwise there are only a few exceptions to the
norm. It is clear that all people or tribes have their own singing techniques.
With quite modest knowledge it is easy to differentiate the Bulgarian, Greek,
or Portuguese singing techniques when hearing them. They all are unique but
under the so called normal vocal training.

So far I have come across throat-based singing techniques of the Canadian
Inuits, South African Xhosa people, Tanzanian Zawose family, some people of
Arctic Sea region such as Tsukths, some minorities in Pakistan, Japanese Ainu
people, monks in Tibet, and Italian tenorés tradition of Sardinia. With the last
mentioned it was striking to note how a quartet's 'bassu’ and ‘contra' resemble
kargyra and horekter. Other unique traditional singing techniques are the ‘joiku'
of Saami people, yodeling of the Alps region, yodling in Georgian polyphony,
whisper singing of Burundi, a yodeling kind of singing of the Pygmies, the Silbo
Gomero or whistling language of the Canary Islands, ‘joiku’ of Viena Carelia of
Russia, Swedish cattle call singing and why not the wailing songs of various
cultures. This may not be an exhaustive list but shows that it is not common to
have a unique way of using voice in cultural traditions. The most surprising fact
for me is that Latin America is quite empty in this regard, although one must note
there are hundreds of tribes in Amazonia whose traditions are unknown to us.

A very specific aspect of the Altai region’s overtone singing is it’s long
melodies. Overtones are generally used quite a lot in instrumental music and
some instruments are played with only overtones, such as tromba marina,
fujara and other overtone flutes, not to speak of Jews-harp known all over
the world. Overtone singing has spread around the world quite rapidly. In the
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courses I have held I always promise that during the first lesson everyone will
learn to hear and filter overtones. I do not promise that they will learn throat
singing techniques as it varies from person to person, depending a lot on the
amount of enthusiasm and practicing. On the contrary, producing overtones is
not particularly difficult.

As we have seen above, throat singing is a very rare singing technique. It
is quite difficult as well. It is easy to connect it with mysticism as the sound
does not always seem to come from a human being. I still remember at the
beginning of my throat singing history how throat singing sounded both
virtuosic and primitive. Still today, it takes me to somewhere in ancient times.
Xoomei may also sound ghostly as if coming from the other world. Is this due
to the close relationship with nature and shamanism prevailing in the core
regions of throat singing? Although shamanism with its spirits has vanished
in the past in Finland, we Finns still have quite close relationship with nature.
The forests and spending time in nature are very important for a majority of
Finns. Maybe this is one reason for the interest in throat singing.

The fact that I do not believe in spirits of nature has not diminished the
experience of spirituality or even sacredness of nature, music and singing. Also
for me, music as a great experience in nature gets me to tune into unexplainable
frequencies. My breathing stops, tears start shedding, and my mind is filled
with peace and happiness. This kind of ecstatic experiences I have had maybe
have happened the most from throat singing. Quite a few of my students have
had similar experiences. Throat singing has made an impact on me that no
other music has been able to do before.

Finns and throat singing

Why are Finns so enthusiastic about throat singing? Is it therefore that
the first activities took place in a suitable moment and many advocates for
throat singing were formed? Sometimes it may be up to one person to start a
movement. There had been a small-scale enthusiasm about throat singing in
mid-80's when ethno-musicologist Ilpo (Ilja) Saastamoinen enthusiastically
recorded some music influenced by throat singing with his band Pohjantahti
in 1986. Obviously, they had also other interests and, as the dissemination of
information was more difficult than nowadays, the activity ceased quite soon.
In the following decade the situation was much better due to new media such
as the Internet and e-mail. We could have world-wide connections easily. So,
the throat singing enthusiasm could have started in whichever country. Despite

193



HOBbIE HCCNEAOBAHUA TYBbI THE NEW RESEARCH OF TUVA

www.nit.tuva.asia Ne2 Novye issledovaniia Tuvy

of this, there is only one throat singer in Sweden, as far as I know. I know there
are dozens of German overtone singers sing but only few throat singers, as well
as in Poland, Hungary, Italy, France, Spain and in already mentioned Belgium.
In Finland there are dozens of serious practitioners and hundreds of those
who practice it every now and then. There must be more than a thousand of
those who have taken part on a throat singing course. The awareness of throat
singing has risen enormously in Finland: At the time of my first throat singing
gigs only few in the audience knew of throat singing, nowadays almost all have
had some previous encounters with it. I do not know whether the situation has
improved in other European countries.

Withreason one can state that on the whole, Finns have a special relationship
with throat singing. What kind of people come to throat singing courses then?
I have posed the question of who you are and why do you want to learn throat
singing to hundreds of students. No typical profile can be made of a throat
singing course attendee, the variation is too big. Maybe the biggest group is
the ”multi-enthusiasts” - the concept was invented at one course. Is it that the
Finns have soweak a connection to their own cultural traditions — apart from the
sauna and Christmas delicacies — that they easily get excited of other peoples’
traditions, such as oriental dance, samba, flamenco — and throat singing. The
occupations vary from school children to retired citizens, from professional
classical musicians to gardeners. Skill-wise from professional musicians to
people who say that they never have sung. In my early days as a throat singing
trainer there was even a student who said that he knows nothing of throat
singing and has never even heard of it!

There are various motives for an interest in throat singing. Most of the students
want an introduction to it, to find out what it is about and try it themselves.
Some are looking for a more permanent practice, having usually trained earlier
by themselves. Professional and semi-professional musicians are exploring new
ways to use their voice. Many of them have a project in mind.

I have held many kinds of courses, from a two-hour throat singing night
to regular meetings during one term. The most frequent is a two-day course
lasting six hours over the two days as this is enough to accommodate the
concentration ability and voice stamina for the majority. Nowadays [ have begun
to offer packages of three lessons for private students. Three hours held with
an interval of a few weeks has proved to be a good basic course. The students
will have an opportunity to practice between the lessons and the rehearsed
techniques stay in their muscle memory. In a weekend course people do get
excited but the practicing will be forgotten when the learnings fade away from
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their memory and body, and there is no one to ask.

In addition to your own practice, developing new teaching modes is a constant
process. I do not imagine to be anywhere close to being a perfect throat singer
but I do believe that I am far enough to share my knowledge and experience.
Teaching gives a lot of boost to my own practicing and makes me constantly
think of what I am doing and how to develop my skill further. Due to my other
activities, I have only a few workshops annually.

What do I teach in throat singing courses

I myself have learnt all what I know in attending courses of Tuvan and
Mongolian singers, through listening, studying all the material available,
connecting to other throat singing practitioners and a few short trips to Tuva.
As T have not been born or even lived in throat singing regions, my contact with
that life is quite superficial. I have grown up with physical work done out in the
open air, and that is why the life in Tuvan countryside felt familiar although
the chores and the way of life are very different from those in the Finnish
countryside in the 60's. I can sense the original meaning and ways of throat
singing based on my knowledge but due to the inexistent deep connection I
concentrate on teaching techniques in the way I understand them.

My throat singing courses' content is affected by the expectations of the group
and its level of knowledge and skills. Normally, there may be both professional
musicians and beginners in a course. In that case I take the middle ground
without forgetting the extremes. It requires imagination but is not impossible
by any means. It is surprising that the professional musicians may be quite
unfamiliar with overtones.

At the beginning of the course there is always a round sharing of the
backgrounds and expectations of the student. I often ask about these things
already in advance but it is not always possible. Only in this phase is the focus of
the course decided. The course program always has some flexibility so that it can
be modified according to particular interests or difficult issues that may arise.

Often someone in the course says that he or she cannot sing but hopes that
throat singing will suit him/her. I always reply that I have both good and bad
news: throat singing is singing as well, which is bad news. The good news is that
almost all people are able to sing. Throat singing can help in starting to sing.

When the starting point of the students has become clear, I go through
a compact package of throat singing techniques, history, and phenomena
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generally. I present throat singing techniques also with my own voice, always
trying to make the students use their own voices as soon as possible. The
course is organized for singing. On the first day we will not rush into making
x00mei sounds. Instead, I start warming up the voices by making acquaintance
with the human overtones. So I teach a couple of ways to filter overtones. For
some students it is easy to learn it, others have to work more to make them
audible. It is surprising how unconscious we are in our relationship with our
tongue, which has central role in overtone singing. Whatever the language of
a person is, he/she will be able to pick the relevant overtones for each vowel.
When I ask the students to make a cup out of their tongue and it to touch the
molar teeth and form a hollow with the roof of their mouths we are in trouble. I
always encourage them to play and exercise their tongues. I also pay attention
to the role of the soft palate of the mouth. Producing overtones requires a good
mouth acoustics and a soft mattress will not facilitate this.

My view on throat singing techniques

For most people the first idea of throat singing technique is pressing. This
happens even though especially the Tuvan technique may be quite relaxed. The
high pitched drone/fundamental of the traditional Mongolian throat singing
also gives an impression of hard pressing. When the basic sound of x00mei is
searched I do not mention pressing at all. The first exercise may be to produce
as natural sound as possible with a little tension in abdominal muscles. I will
ask the students to pay attention what is happening in us. We notice that the
reflex is the same as when holding our breath. Also when we need all strength
to a hard exercise, we close the vocal fold area. You do not let the energy to
escape but instead you direct it to your body.

[ keep repeating that there is no pressing in the throat above the vocal folds
and false vocal folds and, nor in larynx or the roof of mouth when we form
the x00mei basic sound, on the contrary. We will try to make a good and large
channel for the voice. Our brain hears remnants of sounds of different kinds
of throat pressing and groans in xoomei and intends to imitate them — partly
unconsciously. Therefore I try to convince my students that in the beginning
there is no use to think about the quality of the voice. You just have to trust
that when the technique is correct the voice will begin to sound correct.

On the Day of Voice in spring 2016 I went to the Helsinki University Hospital's
Phoniatric Outpatient Clinic to have my vocal folds filmed through endoscope
during xoomei singing (the video is available at my home page kurkkulaulu.
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fi), and [ was convinced that the false vocal folds are the most important factor
in forming basic x00mei, not only kargyra. It has been known for long that the
false vocal folds vibrate half slower than the true vocal folds in kargyra and
produce a sound one octave lower. In the video one can clearly see that it is
indeed the false vocal folds which diminish the channel of voice and make the
pressing sound in the voice.

To my mind, it would be appropriate to call x6omei, kargyra, sygyt and also
open x00mei as basic styles of throat singing. The sound formation of the
latter is clearly different from the former ones. The false vocal folds are more
apart and the voice sounds more freely in the larynx. One could call it horekter,
but on the other hand also the proper x60mei is also chest voice. I am not
generally very eager to argue the ”right” classification of the throat singing
styles. I think that the classification is connected to the socialist system on
one hand, and to the general Western need of classifying things, on the other.
The naming of styles naturally facilitates the discussion if they are agreed on.
What makes this even more difficult is that in Mongolia the styles are mostly
named and classified differently although some similarities exist such as
kargyra-kharkhyraa and xoomei-khoomii.

Other exercises in use in my courses are naturally the imitation of animals
and motor vehicles, the bacon frying technique adopted from Steven Sklar,
connecting motion to the pharyngeal constrictors used by Michael Ormiston
and the seamen's wrestle used by Otkun Dostai. I have noticed huge individual
differences among students which techniques are working the best.

When teaching kargyra we usually talk about ”clearing the throat” and
modifying growls into a longer drone. Imitating animals helps with this, too,
thus giving a proof of the starting point of the history of throat singing. I myself
had already learnt kargyra a couple of decades before my encounter with throat
singing. Capturing the idea of xo0mei was slower. I realized that if I filter the
growl of kargyra away I approached xoomei. In learning of kargyra there are
huge individual differences. It is very hard for some students to adopt it, while
others just open their mouths and have a clear kargyra sound even if they had
not heard about it before. This latter is quite rare though, but I have witnessed a
case like this. The students who get their kargyra-instrument going easily have
usually previously studied on their own and played a lot with their voice.

Constant learning

The dream of learning throat singing during one course is not very rare.
People imagine that throat singing is a trick to be taught in a moment. That is
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why I always point out the fact that the work only starts in the course and the
main task is done at home by practising. The majority of students naturally
understand that learning correct techniques takes time and effort, but maybe
are quite surprised with the amount of work it requires. The proportion of
those Finns with even a moderate throat singing ability is much lower than one
would imagine, thinking of the amount of students in throat singing courses
over the time they have been arranged. Many of them are able to growl kargyra,
but x00mei, not to mention sygyt, is too difficult for them.

For those who have previously known almost nothing about throat singing,
a two-day course is sufficient to teach what the throat singing techniques are
about. For those numerous students who have practised on their own, a course
may be a place to correct wrong techniques and impressions and guide them to
a more correct and healthier voice formation. It is quite usual that after a two-
day course the students may continue practising for some time but quite soon
the instructions are forgotten and the enthusiasm tends to fade away.

Forvery few of all who have been in my or someone else's course throat singing
will become a permanent hobby. However, everyone might keep connection to
throat singing and at least some understanding of what it is about. Every year
there are some enthusiastic students who make it a life-long hobby.

I keep constantly considering ways of sowing the seeds for a continuous hobby
and how the students could make use of throat singing. I have tried to organise
continuation courses or throat singing nights, but so far with little success. I
have always received positive feedback on my teaching, though. Therefore the
reason for a low success cannot be the quality of my teaching, but rather the
fact that throat singing is considered as too demanding technique. One has to
confess that you will master ukulele much faster.

Who has the right to throatsing?

There are a lot of Finns whose hobby and even profession lies with folk music
of different cultures. A lot of discussions covered the issue of whether we have
a right to learn other peoples' singing techniques which comes deep from
their heritage. I have an impression that there are versatile attitudes among
different people and cultures towards enthusiastic foreigners studying their
cultural singing techniques: some want to keep their singing techniques to
themselves and take the foreigners' interest as a threat to their culture, while
others are thrilled about the interest of strangers.
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My principle is to respect the indigenous culture and not to act as their
representative.Myinterestis only positiveinraisingthe awarenessofaudiences.
This awareness increases understanding, with growing possibilities for locals
to earn income through increased tourism and performances. According to my
own experience, getting to know other cultures increases peace building and
friendship in the world, and this we do not have abundantly these days.

In Finland we celebrate the year of singing with a slogan ”All sing”, launched
by the Finnish Folkmusic and Dance Centre. Let us sing together.
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The essay sums up the
author’s reflections in the field
of musical anthropology, with
the focus on how ethnicmusicis
understood by listeners with a
different cultural background.

The author was born and
grew up in the USA. He
graduated from Macalester
College in Saint Paul, MN with
a bachelor’s degree in music
and classical languages. On
a Fulbright grant, in 2003
he first came to Tuva to study
Tuvan throat singing, culture and language. He took
classes from many famous xoomeiji of Tuva. During his
subsequent visits, the author improved his command of
the xoomei (as well as the Tuvan language, which he
speaks fluently) and worked in the National Orchestra of
Tuva. In 2008 he was awarded the title of People’s Artist
of Tuva. Since 2015, he has worked at the Center for the
Tuvan Traditional Arts and Crafts, while continuing to
perform with the National Orchestra of Tuva.

Since 2006, he has also worked with Alash, a Tuvan
folklore music band. As their manager, producer, sound
engineer and translator, the author organized a number
of tours around the world, visiting many countries. He
also produced their three studio albums.

A number of concerts took place at US educational
institutions (schools and colleges). In this article, the

TYBUHCKAS
MYVY3bIKA
B IIKOJIAX CHIA

Illon II. Kyupk
HesaBucumblii aBTOD,
CIIIA

Cmamuws npedcmasnsem coboli HabnwdeHus as-
mopa 6 obnacmu My3bIKATLHOU AHMPONOa02UU;
nodHUMaemcs: mema 60Cnpusimusl JMHUUECKOLL MY-
3bIKU cyulamensmu u3 opyzoti KynasmypHoti cpedsl.

Aemop poduncsi u evipoc 8 CIIA. 3akoHuun Koj-
nedx «Makanecmep» 6 2. Catinm-ITon (MunHecoma)
CO cmeneHbl0 6akanasp no myssike U OpesHUM A3bl-
kam. Ionyuus epanm «@ynbpatim», 8 2003 2. enep-
evle npuexan 6 Tysy ¢ yenvto U3yueHus: My8uHcK020
20pJ108020 NeHusl, KY1bmypsl U s3uiKd. Boin yueHukom
MHO2UX u3eecmHulx Xxoometincu Tyswl. Bnocnedcmeuu
eepHynca 6 Tysy, npodosHcUN CO8EPUIEHCMB08AMb
c8oe UChoHeHuUe Xoomes. Paboman my3slKaHmom
TysuHckozo HayuoHanvHo2o opkecmpa. B cosep-
weHcmee ocgoun mysuHckui s3vik. B 2008 2. emy
npuceoeHo 38aue «3aciyxeHHslili apmucm Pecny-
onuxu Teiea». C 2015 2. pabomaem cneuuaiucnom-
apmucmom 6 Llenmpe passumus MmysuHcKol mpa-
OUYUOHHOU Kynemypsl U pemeces, @vlcmynaem 8
cocmase HayuoHanvHoz2o opkecmpa Tysbi.

C 2006 2. cman meHedxepomM MyBUHCKOU ¢hoib-
KJIOPHOUI 2pynnel «Anaw». YcnewHo opzaxusyeim
2acmponu epynnel no ecemy mMupy, 00HO8PeMeHHO
pabomas 8 avcambne 8 kauecmae npodiocepa, me-
Hedxcepa, nepesoduuxka u 3eykopexcuccepa. I1o0bt-
8aJ1 C 2pynnoli 80 MHO2uX cmpaxax. bvl1 npoorce-
pom mpex cmyoutiHblx anb00M08 aHcamonsl.

MHo20 KOHYepmHbIxX 8bICMYNJIeHULl 0bL10 Op2aHU-
308aHO 8 yupexcdeHusx o6pazosamus (8 wWKoaax u
KoJLneoxcax) Amepuku. B cgoeli cmamoe agmop onu-
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author focuses on the reactions from people who for cbigaem peaxyuio n1iodell, Komopoie 8nepeble 6 C60-
the first time in their lives had heard Tuvan music with €l ¥U3HU CMAJIKU8anmcs ¢ MmyBuUHCKOU My3bIKOL
the astounding effect it usually has on its audience. u Kaxoti owenomaawowuil s¢pgekm npouseooum
His observations in anthropology are of significant Ha HUX myeuMckas myssika. E2o anmpononozuue-
interest for such fields as musical studies, cultural CKue HabnodeHus npedcmasnsiom upe3sbiuatiolii
anthropology, psychology, cultural studies, etc. unmepec 07 MAKUX HAYK, KAK My3blKosedeHue,

KYJIbMypHas aHmponoJiozus, NCUX0N02Usl, KyJlbNy-

Keywords: Tuva; Tuvan music; Alash; concert ponozust u m. 0.
tours; throat singing; school; USA; x66mei; musical Knwueswvie cnosa: Tysa; mysuHckas My3vlKa:
anthropology Anaw; 2acmponu; 2opnogoe neue; wikona; CIIA;

xoometi; MY3bIKAJIbHAS AHMPONOoJiocus

This last winter, after a lecture and presentation on Tuvan music with the members
of Alash, Bady-Dorzhu Ondar, Ayan Shirizhik, and Ayan-ool Sam, at Macalester
College, one of the undergraduate students approached us, thanking us for the great
music and information. However, this wasn’t his first experience of Tuvan music.
He informed us that he had seen us years ago, in the fourth grade, at his elementary
school, in Vermont. The fact that this conversation was taking place at the Janet
Wallace Fine Arts center of my alma mater, in St. Paul, MN, less than a mile from
the apartment on Saratoga street where I had first heard Tuvan music nearly twenty
years ago from the Huun-Huur-Tu album 60 Horses in my Herd, added extra weight
to the feeling that hit me when this young man told us he had seen us before, at
his elementary school, half of his lifetime ago. The feeling was of course an acute
sense of the passage of time and it caused within me a deep reflection on the unique
nature of our job as musician-ambassadors for the Republic of Tuva. I reflected not
only the personal journey I had taken as an American adopted by Tuva, seeking to
find the best way to connect the people of my two home-places through music, but
also on the journeys that Alash has inspired in some if not many of the thousands of
students of all ages who have witnessed Alash’s performance of Tuvan music.

The first time [ had the task of presenting Tuvan music in schools in America, I had
to do it by myself, without the help of Alash. It was fall of 2004 and I had just come
back from my first year in Tuva, which I had spent learning from and playing with
the Tuvan National Orchestra in Kyzyl. Among the many other transformative events
that happened during my first year here, I had occasionally worked with and taught
members of the wind instrument department at the local music school, specifically
the saxophone players. During my year and Tuva I had watch them undertake a
phenomenal progression from playing Glenn Miller tunes when I arrived in the fall
to taking the stage with the Sun Ra Arkestra. That band’s first visit sparked a fire for
learning in the jazz musicians of Tuva the results of which can be seen today in the
successful career of the Tuvan Wind Orchestra. Their biggest problem at the time
was a dearth of decent musical instruments and all of their attendant accessories.
When I left Tuva in October of 2004, I promised to bring them musical supplies upon
my return to Tuva. That bargain began to bear fruit immediately upon my return,
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and those fruit are still being plucked today by myself, the members of Alash, and
thousands of young people in my homeland, the United States.

I had grown up learning music at the local music store, Brass Bell, taking saxophone
lessons there with Dave Melstrand for all of my high school years. When I came back
from Tuva that first year, the children of the owners, who were my age, had taken over
management of the store from their parents. When I approached them on making a
deal about acquiring quality music supplies at wholesale prices, they suggested that
I present Tuvan music in the local middle schools as part of their musical outreach
program in the area, and they would give me a few boxes of music supplies to send
to Tuva — reeds, mouthpieces, rosin, strings, and other sundries. I wholeheartedly
agreed to this effort, as it gave me a chance to do two things that I really enjoyed,
performing Tuvan music, and teaching about it.

The whole thing ended up being a lot harder than I had imagined, for even though I
had made great strides in my performance skills during my Fulbright year as a student
and then member of the Tuvan National Orchestra, there was no way it was on a par
with any Tuvan musician. Nonetheless, I did my best to share with them what I had
learned about Tuva’s incredibly deep and fascinating music. While my xoomei was a
far cry from any decent Tuvan’s, I managed to hack around well enough that it was
only a few kids in each class who would involuntarily burst out laughing. I found out
a few years later that having Alash ensemble with me presenting the music resulted
in a lot less laughter and a much deeper connection for everyone.

When Alash was first invited to the United States in 2006, I had been back in Tuva
for a couple years, living with my wife and working in the Tuvan National Orchestra
as a bass doshpuluur player/ somewhat wacky Tuvan-speaking mascot. We came over
with our teacher, Kongar-ool Ondar, as part of an exchange program that brought
cultural leaders for small tours in the United States. Since a Tuvan-English speaking
interpreter was required for the program,Iwas hired thanks not only to my proficiency
in Tuvan but also a somewhat significant lack of competition in that field.

A part of that program included presenting Tuvan music to young people in some
fairly disparate settings — a college campus, a couple of elementary schools, a home
for youth who had been troubled with the law. Kongar-ool Ondar led the presentations
and it was my task to convey his deeply-rooted and well-developed explanations
of Tuvan music to the young people. This was when I realized that knowing two
languages well is a completely different thing than being a good interpreter. As I
conveyed our teacher’s words to the students, I found myself learning strategies for
bringing the essence of this beautiful music, so eloquently presented in Tuvan by
Kongar-ool, to complete foreigners, over a period of 45-minutes.

One of things I noticed that first tour was that of all the places we visited, the
home for troubled youth was not only the most attentive and respectful, but also
asked the most interesting questions. It was certainly the only place out of all the
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educational institutions we visited (all of them on the East Coast) where a member
of the audience had had any experience with livestock animals. This was just one of
a series of preconceived notions I had had about young people and their reaction
to Tuvan music. As the years went by, many more of these notions were disproved.
For instance, just as the very troubled kids in 2006 had been the most attentive and
incisive, we found the very rich kids in Manhattan in 2007 were a fair bit more blasé
about the occurrence of Tuvan Throat Singers at their schools — after all, we were
there only a week after the Gamelan people.

That week on the Upper West Side was a grueling week that had followed that
tour’s first grueling week, in and around Wylie, TX. Our first two school gigs in 2007 —
our first tour without our teacher — served as an severe introduction to our physical
limits as touring performers and a crucible for the development of a presentation of
Tuvan culture that was efficient, informative, and conserved the strength of not only
my own very talkative throat, but the vocal apparatus of my friends and colleagues,
the singers of Alash. At the schools in Wylie, and Manhattan, we were presenting
Tuvan music to classes 5-7 times a day for 5 days, with a couple evening concerts in
mixed in to boot. Even though Bady, Ayan, Ayan-ool, and Mai-ool were in their early
20s at the time, the physical strain on them as performers became quickly evident, as
we all felt wiped out at the end of those weeks, with 10 more weeks of tour to go.

This physical strain introduced me to the first reality of the professional performing
Tuvan musician. Even though the question “Does it hurt?” that is so frequently
asked in schools is always answered with an emphatic “no” by Alash, the veracity
of which reply I can vouch for as a performer of xo0mei myself, there is a limit to
which even this surprisingly gently vocal art can be pushed. We learned that school
administrators often do not take this into account when bringing Alash to their
schools, and we have learned how to communicate to them that quantity does not
equal quality when it comes to a presentation, for the reasonable limit seems to
about 4 45-minute performances per day.

One of the ways to preserve the performer’s voice in a school presentation, of
course, is for the presenter to talk more. While of course this is not ideal, a 60/40
ration of talking to music really helps the band’s health while still providing the
students with ample opportunity to listen to Tuvan music live, oftentimes without
sound amplification. The power of this music can be seen within the first seconds
of Alash’s music. After a quick introduction to Tuva’s location on the map and the
integrity and uniqueness of its culture, there is a moment which repeats itself at
every performance, which I have had the honor to behold many times over 11 years.

Many school hosts, especially when we are working with younger kids, or a school
known as “rowdy,” express concern about the foreign nature of Tuvan music and
how their students will react. I calm their fears by telling them what will happen,
because it has happened with such regularity over 11 years. When the band begins to
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sing, Ayan-ool starts out in a powerful, xoomei, chest voice for a single line, and then
Bady and Ayan join in with him, in harmony, for the second line. It’s at this point
that if there’s going to be someone who is going to laugh or chuckle, it happens here.
Whatever reactions are happening at this point quickly stop, because after the second
line, the band breaks into what you could call the ‘instrumental’ portion of the song
— wordless x60mei, with Ayan-ool performing the piercing yet clean and soft whistle
tone of sygyt over the top. This single sound adds to the power of the music in such
a way that the reaction of the listener changes rapidly from one of awkward surprise
at the unexpected volume and harsh-seeming timbre of x60mei to one of absolute
wonderment as the song unravels into a wordless multiphonic harmony.

I have observed this reaction at every performance of Alash. In my unique position
as observer of the observers, it is a never-ceasing pleasure for me to watch the faces
of my countrymen from the land of my birth transform with joy, brought to them by
my countrymen from the land of most of my adult life. This phenomenon happens
to audiences everywhere, whether it is a fancy concert hall in New York, a brewpub
in Ohio, or an elementary school gym in Alabama. Stacey Moriarty, the head of the
Creative Arts and Sciences committee at Newton Public Schools in Newton, MA,
describes this universal reaction well:

“Across the board students responded virtually the same-initially unsure,
then intrigued, then appreciative, then wanting to share the experience. It
sets the theme for the rest of the presentation as something that bears worth
listening to, for though the students do not understand the language of the
singers, the unexpected power of the music inspires a desire to learn more about
the music.”

Over the rest of the presentation, following the template set for us by years of
listening to our teacher’s eloquent explanations of Tuvan music for Tuvan and non-
Tuvan audiences, we strive to give the students as complete a picture of Tuva and
its music as is possible in the time we have, using words and music. Through the
music we attempt to create a picture of Tuva and its culture as a whole, reminding
the students that while the music of Tuva has ancient roots and a deep connection
with nature, the music is a living part of a culture that grows and changes as a full
participant in the 21st century world. We teach the students about Tuva’s nomadic
traditions and the role that those lifeways played in the development of the music.

I have learned over the course of these last eleven years how easy and tempting it
can be as a foreigner presenting the music of Tuva to exoticize the art and the place
it comes from. The ancient history of the music and place, its somewhat ‘mysterious’
status as a little-known minority group in a remote territory of Russia, the traditional
lifeways of Tuva, and the unique vocal music are all important and fascinating features
of Tuva as a culture, but as a cultural presenter and ambassador I have learned that it
is crucial that audiences, especially in America, understand the musicians who sit in
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front of them represent not only an ancient and foreign art form but also a culture that
is alive and actual and functioning, right now, today, in the 21st century.

One example that I often use in the presentation comes from an experience I had
several years ago, when smartphones were still fairly not just here in Tuva but across
the world, wherein I traveled to a friend’s herding camp not far from Kyzyl to pick
up a goat. Driving my 1976 Moskvich-412 up to the camp, I was told that the goat I
needed was further up the valley, where the men were haying. As I drove the dirt road
up the grassy valley, the haymakers and their yurt presented an idyllic picture of
times past, as several bare-chested men of various ages bore down on the long grass
with their well-handled scythes. Upon entering the yurt, however, I was startled to
discover the fellow I was looking for, from whom I was to receive the goat, intensely
scrolling through his Facebook feed as he sipped from a steaming bowl of siittlig
shai, the ancient and traditional Tuvan milky tea.

Reminding the students that Tuva is a place that exists in the 21st century while
maintaining many ancient ways not only helps to combat the tendency to exoticize the
music and musicians but also serves as a context for understanding that the music that
Alash plays, and indeed the music of Tuva, is a living art form that while deeply rooted
in its past, is not an art form that is immutable, but rather, by its very nature as a living
tradition, is an art form that continues to grow and change and spread out from its
roots, much like a great ancient tree, anchored in thick subterranean roots but bursting
forth each season with a new array of leaves and colors, that changes and grows over
long years, gaining and shedding branches and leaves, and yet remains the same tree.

There are of course many concrete examples of Alash’s effect on the schools we
have visited, and here I would like to share just a few of them.

Stacey Moriarty of Newton Public Schools provides us with one such example,
writing after a recent performance,

“Students talked about the concert with their teachers and parents. As
director of the program I heard from both groups, so anecdotally I know this
to be true. This quote from a teacher pretty much sums up the response, ‘I
loved it! I think some of the students were having a hard time at first because
they were out of their comfort zone. I saw many making funny faces at each
other and others trying not to laugh. By the end of the performance, I think it
more than accomplished what I think were some of the goals of exposing them
to new kinds of music, thinking, cultures, etc.” The success of an enrichment
program is measured by whether students leave the auditorium feeling engaged
and inspired. By this measure, Newton's experience with Alash Ensemble was
extremely successful!”

Dr. John Jinright of Troy, Alabama, writes of our visits to the schools, retirement
centers, and university in Troy and the surrounding community, “The costumes and
instruments were especially engaging, but we all shared a special connection when
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we heard their stories and heard their music. It was magical and unlike anything
we’ve ever presented. It helped us connect to a truly beautiful land and people.”
Damon Postle of the University of Georgia elaborates on this, saying

“When Alash performed at U of Georgia, the audience was a mix of
undergraduate students, graduate students, faculty and a few community
members. As I surveyed the room, all I saw were smiles and mesmerized eyes. In
the days after the performance my colleagues and faculty advisers came to me,
talking about the performance and finally understood what I am studying here.
Before a performance, Tuva was a far flung place and throat singing was implied
by making a crooked face, a few weird vowel tones and growling. After the
performance, Tuva was real and people began to understand the music. In some
ways, I think the university visits are potentially more important, especially if
the targeted audience is music education majors, as they will be in the public
schools more than the musicology/performance/theory majors and tasked with
teaching not only Western music, but music of the world through all grades.”

Anevenmore striking example of the effects of Tuvan music on students comes from
a visit to the school district in Springfield, VT, a community that was once a center of
manufacturing but had long since fallen on hard times with the loss of manufacturing
jobs overseas, like many places in America. Also like many places in America this
working-class community was struggling with the problems of methamphetamine
and opioids, and the teachers warned us that the kids could be ‘kind of rowdy’ and
‘not to take it personally’ if they reacted poorly to our performance. We came and
did our performance and lecture in the old but beautiful school auditorium, for
hundreds of these ‘rowdy’ kids. The 45 minutes went by quickly and at the end of the
performance, these underprivileged children and overworked teachers rose to their
feet and gave us a standing ovation. A couple of kids came up to us after the concert
and told us they wanted to learn to throat sing. When they asked us what they could
do, we gave them a CD and we told them to listen and practice.

Two years later, we were invited back to the school district thanks to the impression
that Alash had made on the children. Once again we did our performance, and once
again we were received warmly. At the end of the performance, the school librarian,
Cynthia Hughes, asked us to stay where we were, as they had a ‘surprise’ for us.
Wheeling out an old overhead projector, she placed a transparency upon it and
summoned a tall bearded man with a guitar, simultaneously picking up her own
guitar. We could not see what was being projected on the screen, as it was behind
us, but their first chords were awfully familiar. And then, reading off of the projected
words on the screen, the entire school began singing in Tuvan. They were singing a
song called by many different names, including “Ene-Sai” and “Ancestors,” a song
that had been included on Alash’s first album. While we were busy being bowled over
by this massive and unexpected serenade, we did not see the three young students
approaching the microphones on stage. We did notice them however when, in between
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verses, the three of them began performing very credible versions of Tuvan throat
singing styles — specifically, xoomei, sygyt, and kargyraa, which while by no means
refined were quite good for some 12-year old kids from southeastern Vermont. They
were the same kids that had come up to us after our first performance, and when we
asked them how they learned, they said, “we listened and we practiced.”

A final example comes from Theodore Levin, ethnomusicologist on the faculty of
Dartmouth College. I wrote him asking for his thoughts about the unique relationship
Dartmouth shares with Tuvan music and musicians, and the following paragraphs
comprise a summation of his response. Dartmouth’s relationship stems from Levin’s
own work as the first American ethnomusicologist to travel to Tuva and study its
music, starting in 1987. Thanks to Levin’s work, Tuvan music has been an integral
part of the world music program at Dartmouth and Dartmouth students have had
the opportunity to engage with Tuvan musicians 25 years. Regarding this unique
relationship, Dr. Levin writes “the advantages of presenting live music to supplement
reading, listening, and viewing assignments cannot be underestimated,” citing the
case of Dartmouth, where he uses his own extensive experience in the scholarly
study of Tuva and draws on his own audio and video recordings, book, and articles
as resources for class assignments, presentations, and discussions. Nonetheless, he
writes, “These resources nonetheless pale in comparison to the power of live music
performed by expert musicians in an intimate setting to touch and inspire student
listeners.” As an example, Levin mentions Alash’s most recent visit to Dartmouth
in winter of 2017, where Alash made a brief visit to the college, performing two 45-
minute sets in the evening and participated in two world music classes the next
day, each with around 30 students. In preparation for the class, the students were
assigned reading from a draft version Levin and Dr. Valentina Suzukei’s upcoming
book chapter regarding “timbre-centered listening” in the soundscape of Tuva. Dr.
Levin also asked his students to write a short critique after the evening performance,
in response to this prompt:

“Like other musicians we’ve encountered this term, the three members of
Alash (Bady-Dorzhu Ondar, Ayan-ool Sam, Ayan Shirizhik) work in a zone of
artistic hybridity in which elements of tradition and innovation blend to create
a unique musical style. Based on your understanding of music from Tuva and
neighboring regions of historically nomadic Inner Asia, describe Alash’s music,
and in particular, the way in which the group both preserves and transcends the
conventions of indigenous musical styles and traditions. As a music critic, how
would you assess their artistic success?”

Dr. Levin also informed us about this critique assignment prior to the class visits
the following day, and we spent both of the class periods discussing and listening
to Alash’s presentation of Tuvan music in the context of this question. We left
Dartmouth that afternoon for a quick dash to Portland, Maine for an evening concert
that night and continued on the rest of the tour, the demands of the road leaving no
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time for contemplation on the effect we’d had on these young minds, making for a
pleasant surprise when Ted later wrote me about the final projects for his course, a
requirement that can take the form of either a research paper or a creative project
such as a composition, improvisation, video, etc.

“Quite a few students, most of them working in small groups, chose to
do projects inspired by their brief encounter with Alash. Among the most
interesting was a video that showed a group of three students “nomadizing” in
the environs of Dartmouth and reciting poetry they’d written themselves about
their favorite places on campus. At the end, they all sang a version of the song
“Odiigen Taiga” with their own lyrics and natural sound effects. Another project
featured one student improvising a version of “Tooruktug Dolgay Tangdym” on
the piano while her classmate, a talented artist, quickly created a pen and ink
drawing of a galloping horse that was overflowing with kinetic energy. Several
student cobbled together their own Tuvan “fusion” pieces using Garage Band to
loop and layer cuts from different musical sources.The most impressive of the
Tuvan-inspired projects was that of a young woman who made her own Jew’s
harp from scratch and learned to play it. Year after year, student evaluations
of Dartmouth’s “Global Sounds” course overwhelmingly mention the visit of
Tuvan musicians as one of the course’s highlights. It is clear that exposure to
live music performed by musicians of the highest quality offers an unparalleled
resource for university-level music education.”

In this way, over 11 years, Alash has performed for several thousands of young
people in the United States. In the context of Tuva as a unique culture that is a
cultural minority within the greater Russian Federation, this is important work in
the sense of Tuva’s representation in the greater world. Tuva’s music has gained a
level of cultural cache in the global consciousness that could be considered rare for
an ethnic group comprising approximately 300,000 people. Not only has this music
served as a cultural calling card for a one little-known culture, it has affected the
lives of very many people who have been inspired in one way or another by their
encounter with Tuva, leaving an impression that will last for a long time in the
memories of the young listeners as they embark on their life journeys, grow, change,
create, and eventually tell their own children about the real, yet magical place called
Tuva and it’s beautiful music.

Submission date: 19.04.2017.
Hama nocmynnenusi: 19.04.2017 .
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He3aBucuMbIii aBTOD,
SnoHus

Boinyckuuua-gunonoz Yausepcumema Baxko u3
2.Tokuo enepewvle ycapluiana MySUHCKYH) MY3blKY 6
1999 2. Ha kKomnakm Oucke 8CEMUPHO U3BECIMHOTI 2pyNn-
not «XyH-Xypmy». Hauana yuumoscsi ucnonHsamos xoo-
Meii. B 2000-x 200ax npue3xcana e Tygy dns yuacmus
8 MY3bIKANMbHBIX (pecmusansx, a ¢ 2006 2. ocmanace
30ecb 07151 U3yueHUs MY3bIKANbHbIX Mpaouyuti. Aemop
Habnwdaem, Umo My3slKalbHAs #u3He Tysvl He cmo-
um Ha mecme, a NOCMOSIHHO paseuseaemcsi. B cmamuoe
Oeiumcst pe3ynemamamu C80UX JUUHBIX HaB00eHUL
U C80UMU UHMEPECHBIMU COOOPAMCEHUSMU O MOM, KAK
U 8 Kakyr CmMopoHY pa3eueaemcsi myeuHcKasi My3vika
HA CO8PEMEHHOM Imane.

Aemop Haswbleaem npuuuHsl 00NBUI0Z0 UHMepeca
SAANOHYE8 K MYBUHCKOMY 20pJ1060MYy neHuw. JKumenu
YpOAHU3UPOBAHHOU cmpaHsl ucnsimoieaiom deuyum
«HUBBLX» @neuamseHuli, omopeaHsl om npupodsl. B
SInoHuu noumu He ocmanocy ckasumeseii U UCNOJ-
Humesnetli Ha OpeeHUX MY3bIKAIbHBIX UHCMPYMEHMAXx,
OUueHb pedKUM s6JieHUeM CMaso umeHue 6y0outickumu
aamamu cymp. Ipycme SsNOHYe8 N0 CMAPUHHLIM 38Y-
Kam KOMNEeHCUpyemcs 36yKamu Xoomesl U MYyB8UHCKUX
neceH, 8vIPaXAUUX PA3HbIE HACMPOEHUS, UMEUUX
00J1blOE KOUUECNBO HAHPOB. YOusumensHo MH020-
o6pasue MYBUHCKUX MY3bIKANIbHBIX UHCMPYMEHNO0B.
Konuuecmeo ucnonnumeneti xoomes: 8 AinoHuu nocmo-
SIHHO pacmem. SINoHcKuUe UCNOJIHUMeNU X00Mesl Kax-
Jblli 200 npuenauiarom mysuHcKuUx Xoomelixu K cebe u
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from a CD of a world-renowned
band “Huun Huur Tu”. She
started learning to perform
x00mei. In 2000s she visited
Tuva to participate in musical
festivals, and in 2006 she
decided to stay here to study
music traditions. The musical
life of Tuva does not stand still
and steadily develops. In this
article the author shares her personal observations
and opinions on whether how and which direction
does the contemporary Tuvan music evolve.

There are a number of reasons for profound
interest of the Japanese in Tuvan throat singing.
Citizens of urbanized country, they feel the lack
of “live” impressions, they are detached from the
environment. Japan has almost no tale-tellers or
ancient music instrument players left, reading
sutras by Buddhist lamas became a very rare thing.
Japanese compensate their sorrow for ancient
sounds with the sounds of xoomei and Tuvan songs
that express different moods and have a wide
range of genres. The diversity of Tuvan musical
instruments is amazing. The number of xddmei
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camu makce npuesxcarom e Tysy, 8 pamKkax npozpamm
no Ky/i6mypHOMY 0OMeHY.

TysuHcKue MY3bIKAHMbL HAX00SAMCA 8 NOCMOSHHOM
meopueckom noucke. B camoti my3sike maxice Habio-
Jdaemcs pasHOCMopoHHee passumue. HHmepecHbsIM
aemop Ha3wvleaem u ONbIM UCNOJIHEHUS. X00Mesl HeHUU-
Hamu. Xoomeli uchoiHsiemcs smecme ¢ 3a0blmauLmu cma-
PUHHBIMU MEN00UAMU, CB0e06PA3HbI elje He U3BeCmHble
gapuanmel Xxoomes. B ciyuae ucnons3osanus xoomes 6
COUeMAaHUl ¢ CO8PEMEHHBIMU Popmamu My3Uuyuposd-
HUSL CywjecmeeHHo 8UJOU3MEHSIeMCs KOHMeKCm (hyHK-
UUOHUPOBAHUS camo20 Xoomes.. Tem He MeHee Y MHO2UX
COBPEMEHHBIX TMYBUHCKUX XOOMeLHU UCNOJIHEHUE ITO-
20 YHUKAIbHO20 UCKYCCmea cmanosumcs 6onee 00HO-
o0pastsim. C Kaxdbim 200om yseauuusaemcs u uucio
UHOCMPAHHBIX UCNOJIHUMEIEN X00Mesl.

Kntouesste cnosa: Tysa; mysuHcKas my3vika; SInoHus;
ANOHYbL; 20pN1080€ heHue; xoomell; XyH-Xypmy; TeHHa-
outi Tymam; My3bIKanbHblll hecmueav; mysuHckue my-
3bIKAIbHBIE UHCMPYMeHMbl; mysuHckue necu; Obuje-
CMB0 ANOHO-MYBUHCKOU OpyHCObl

BeedeHue

performers in Japan is constantly rising. Japanese
xo0mei performers invite Tuvan xo0meiji every year
to Japan and visit Tuva within the cultural exchange
programs.

Tuvan musicians are in lasting creative pursuit.
The music itself undergoes permanent versatile
evolution. The author also takes interest in the best
practices of women xdomei performers. Xdomei
is being performed together with half-lost ancient
melodies, the yet undiscovered variants of xo0omei
must be specific, as well. Performing xdomei in
combination with modern forms of music-making
significantly changes the context of x0omei’s
functionality. Nonetheless, many young xoomeiji
started rendering this unique art in more and more
monotonous way. Every year we also see an increase
in the number of foreign x6omei-performers.

Keywords: Tuva; Tuvan music; Japan; Japanese;
throat-singing; x66mei; Huun Huur Tu; Gennady
Tumat; music festival; Tuvan musical instruments;
Tuvan songs; Japan-Tuva Friendship Society

B coBpeMeHHOI1 SmOHNM, KaK U3BECTHO, HAO/II0IaeTCs MHOXKECTBO pasiny-
HbIX HalpaBjeHMI My3bIKaJbHOI KyJIbTYypbl, KOTOPbI€ aKTUBHO (DYHKI[MOHM-
PYIOT BO BCeM CBOeM MHOroo6pasuy (KpoMe TPaauIIMOHHON SIIOHCKOM MY-
3bIKM, KJIaCCUKA, OyKa3, POK, IMOI, XUII-XOII, P31l ...). C 1990-x romgoB HauaaoCh
3HAKOMCTBO SITIOHIEB U C TYBMHCKOI MYy3bIKOJ. BriepBble TyBMHCKAsI My3bIKa
NpuIia B SITIOHNIO B 3aMMUCSIX Pa3HBIX TYBUMHCKUX TPYIII HA KOMITAKT-IMCKAX
(CD). IlepBbIM TYBMHCKUM MUCIIOJTHUTEIEM X00Mesl, MOCeTUBIUM B 1994 rony
Simonuto 661 l'eHHaAMT TymaT, MACTEepPCKY MIPOAEMOHCTPUPOBABIINIL Tiepes,
SITIOHLIAMM X00Mell B )KUBOM UCITOHeHUU. Torga OH rpuexasa BMecTe C TYBUH-
ckoit nesuileit Hageskmoit Kyynap, ¢ KOTopoil IpuHMManu ydactue B pecTtu-
BaJie KyJIbTYypPbl, IPOXOAMBIIEM B I. Xakiiy. C Tex mop TYBMHCKAs My3bIKa Ha-
yajia BbI3bIBAThb OTPOMHBIN MHTEpEC y MMPOKOTO Kpyra SIOHIIEB, 0COOEHHO,
y SITIOHCKOM Mosnomexu. IIpuuem ¢ KakabIM rOgOM pacTeT UMCI0 He MPOCTO
TTOKJIOHHMKOB TYBMHCKOJ MY3bIKM, HO ¥ CTAHOBUTCSI OOJIbIIIe JTI0fIeli, peaibHO
OCBaMBAIOIIMX U CEPbE3HO UCITIOIb3YIONIX HEKOTOPbIE 37IeMEHThI TYBUHCKOI
MY3BbIK/ B CBOEM TBOpPUYECTBE.

B cBoeii cTaThe s MoJIeioch pe3yabTaTaMy CBOMX HaO/MIOIeH it ¥ cooOpaske-
HUSIMM O TOM, KaK BOCIIPMHMMAETCS TYBMHCKAsI My3bIKa B SITOHMM, a TAKKe O
TOM, KaK ¥ B KaKyl0 CTOPOHY pPa3BMBAeTCsI TYBMHCKAsI My3bIKa Ha COBpEMEH-
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HOM 3Tarle, OCHOBBIBASICh HA JIMUHBIX HAOTIOAEHUSIX IIPY MHOTOJIETHEM IIPO-
>skxuBaHuu B TyBe ¢ 2006 ropa.

B nouckax ecmecmeeHHOCmMu

[TpyuyH 60/IBIIOrO MHTEpeca SIIOHIIEB K TYBMHCKOM MY3bIKe, Ha Halll B3IJISI,
HeCcKojbKo. Kak m3BecTHO, AmoHMS — 3TO ypOaHM3MPOBAHHAS CTpaHa, Ihe
IIOYTYU HE OCTAJIOCh CeJIbCKOM MeCTHOCTU. CO BCeX CTOPOH Ue/ioBeKa OKpYyKaeT
MHIYCTPUAIbHBIN JaHAmadT. JKuTenab ropoga 06e/IeH M UCIIBIThIBAET gedu-
LIAT «<KMBBIX» BIleUaT/IeHNIi. Yesl0BeK 0Ka3ajiCsl OTOPBAH OT IIPUpOobl. JKM3Hb
B Merariojncax He 1aeT 4eJIOBEKY «Pea/ibHbIX, [OAJIMHHbBIX» IIPUPOIHbBIX OIIY-
IIEHUI U TIepexXUBaHNIA.

[Ipupoma TyBbl BreyaT/asieT SKUTEISI OTPOMHOrO SITMIOHCKOTO Merarioianca
CBO€I IepBO3TaHHOCTBIO M KPAcoToi. Takoe ke BIleUyaT/IeHMe OKa3bIBaeT U
TYBMHCKasi My3bika. OCOGeHHO xooMell opaxkaeT CBOeli eCTeCTBEHHOCTbIO U
«TeJIeCHOCTbIO». Ha Hall B3IIsi[i, UMEHHO 3TO SIBJISIeTCs Haubosee MHTepecC-
HbIM U [I€HHBIM.

B gpeBHOCTM B SMOHMUM TOXKe ObUIM MHCTPYMEHTHI ¥ HEKOTOPbIE >KaHPbI
YCTHOT'O HAapPOJHOTO TBOPYECTBA, 110 3ByYaHMIO MOXOAMBIIIME Ha 3BYKU X00Mes
(6YKB.: TOBOPMBIIIME TOJI0CAMM, TIOXOKMMM Ha xoomell). Hampumep, mykkypu
— 6aMOYKOBBIN BapraH, 6usa — ABYX-, TPEX-, VI MHOIJA YeThIPEXCTPYHHbIN
MHCTPYMEHT, Ha KOTOPOM aKKOMIIaHMPOBa/IN cebe UCTIOMHUTEIN CKa3aHuit U
CKa30K, CIKKEY — UTeHMe JaMoit Oyaauiickoit CyTpbl TOPTaHHBIMM 3BYKaMMU
(rO/IOCOM MOXOKMM Ha XooMmell), CaiMOH — CKasUTeNbCKas Tpaguuus, Koraa
paccKkasbIBAIONINI CKa3Ky TaKKe MCIO0Jb3yeT rOpTaHHbIE 3BYKU, HAHUBAOYUIU
— Oy3T CKa3uTesei, Koraa OayH pacCKa3biBaeT CKa3Ky, a APYroi eMmy akKoMIIa-
HMpYeT Ha MHCTpymeHTe. Celiyac 3T MHCTPYMEHTHI 3ByUYaT BCe peske U pexe,
a HEKOTOPbIe McUe3/Iu 13 ObiTa COBCeM, HaTIpuMep, 6uBa. B SImoHMMu moyTu He
OCTaJIOCh U cKa3uTeseit. OueHb peIKUM SIBJIEHMEM CTAJIO UTeHMe OYIIUiACKM-
MU JlTaMaMU CYTP T'OJIOCOM, [TOXOXXMM 10 3By4aHUIO Ha X00Mell.

B03MOKHO, HOCTQJIbI'MS 110 3TUM MMJIBIM CepALY, POAHBIM HAPOIHBIM UH-
CTPYMEHTaM U I10 XapaKTepHOMY, crenupuyeckoMy 3BYUYaHUIO CKa3UTEJIb-
CKOT'O WMCKYCCTBA 3aCTaBJISIET STOHILEB IMPENIIPUHATh MOUCK aHAJIOTUUYHBIX
3BydaHuit. Kak HaM IpeacTaBIsieTcsl, HAlll JIMIHBIN «IIPUXOI» K X00MeH ObLI
00yC/I0B/IeH MMEHHO 3TUM ITOMCKOM. Hala rpycThb 1o TemM CTapuHHBIM 3BY-
KaM KOMIEHCUPYeTCsSI 3ByKaMU XooMesl. DTUM MOXKHO, KaK HaM KaskeTCsl, 00b-
SICHUTD ¥ HaIlly BIIOOJIEHHOCTD B X00Meli.
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Kpome TOro, HaMm HpPaBUTCS U TO, UYTO TYBMHCKME II€CHU MOTYT BbIPa>kaTh
pa3HO0bOpa3Hble HaCTpOeHMs ueoBeka. ECTh Becesbie 1 3aI0pHbIe ITeCHM SKaH-
pa KoxamplK, a eCTh Y TUpUIeCKIe TTeCHI, KOTOpbIe BbIpaskaloT caMble ITyOuH-
Hble TepexXxMBaHus yejoBeKka. Harpumep, Takue nmecHu, Kak «OCKYCTYH, bIPbI»
(ITecHst cupoThl), «HYopymasn 6omym» (IlecHst myTHMKA), «KOHTYpaii» U T. 1.

[TopakaeT BooOpaskeHMe ¥ MHOroobpasye TYBUHCKUX MY3bIKaJIbHbIX MH-
CTpyMeHTOB. Hampumep, ueun (OBYXCTPYHHBINM CMBIYKOBBIM MHCTPYMEHT)
MMeeT TaKKe MHOTO T'0JIOCOB, KaK M xoomel. B SroHMM HeT TaKOro MHCTPY-
MeHTa. Xomyc (BapraH) 3By4MT KaK ueJIOBeueCcKuii roioc. 3BydaHue 0b/3aaHubl
(4eThIPEXCTPYHHOTO CMBIYKOBOI'O MHCTPYMEHTA) TOXKE MOX0XKe Ha yejioBeve-
CKUIi TOJIOC. DTOT MHCTPYMEHT ITOET KaK ueJIoBeK, YTO HaM 0COOeHHO HPaBUT-
cs. Ectb B TyBe U MHCTPYMEHTbI, ITOXOXKMe 10 BHEIIITHEMY BUAY Ha SIMOHCKMUE.
DTO — UAH3bl (OBYX-, I TPEXCTPYHHBIN IIUIKOBbIM MHCTPYMEHT) HAIIOMMU-
HaeT TaKue SITTOHCKME MHCTPYMEHTbI, KaK «IIaMMUCIH» U «CaHUIUH». YadazaH
(MHOTOCTPYHHBIV IIMUITKOBO-yAApPHbI/A MHCTPYMEHT) GJIM30K K TaKOMY MHO-
TOCTPYHHOMY SITIOHCKOMY MHCTPYMEHTY, KaK K0mo. Mbl Tepeuyncinin BCero
JINIIb MAJIYIO0 4aCThb TYBUHCKUX MY3bIKQJIbHBIX MHCTPYMEHTOB. Bce TyBUMHCKIE
MYy3bIKaJIbHble MHCTPYMEHTbI MMEIOT 60TraToe U CJI0KHOe 3ByUaHue.

Xoowmeli 6 SInoHuu

KosnuecTBO MCIonHuTenein xoomes: B SIMOHMM MMOCTOSIHHO pacTeT. SImoHCKMe
VCIIOJTHUTENIU X00Mesl KaKIbIV TOZ MPULIAIIAIOT TYBUHCKUX X00oMelbxu B SA11o-
HMI0. VI camu SITIOHCKMEe MY3bIKaHTbhI TakKKe MpueskarT B TyBy, B paMKax Ipo-
rpaMM IO KyJabTypHOMY 06MeHy. B 2001 1 B 2004 rT. B TOKMO COCTOSUIUCH ABa
KOHKYpPCa UCIIOJIHUTeJIel xooMmes1. B KOHKypce MpuHsIIU yuacTue 6osee 30 SITTOH-
CKMX UCIIOJIHUTeNe. BpeMs OT BpeMeHU SITOHCKME UCITOHUTENU TTPOBOLST
MacTep-KJIacChl IO X00Mel0, The B KaKIOM Kiaacce cobmpatoTces Ao 20 yueHUKOB.

OmHMM M3 CaMbIX aKTUBHBIX ITOKJIOHHUKOB TYBUHCKOM MY3bIKU SIBJISIETCS
Tomopuku Macaxmko, mepuoandecku rnocemrawinmnii TyBy B TeueHue yke He-
CKOJIBKMX JIET, KOTIa €My ITI03BOJISIIOT ero (hMHaHCOBbIe BO3MOXXHOCTH. ITo cre-
IMAJIbHOCTY 6110510T, TOZOPUKY CTaJ MOUTU CHELMAJIMUCTOM U 10 TYBMHCKOM
MYy3bIKe. ETo OIlbIT IMojieBoro c6opa TyBMHCKOM MY3bIKM OecIipeliefeHTeH I10
KOJIMYECTBY M KadyecTBY. OH He TOJIbKO COOMpPAET, HO ¥ caM aKTUMBHO M3y4yaeT
Y VICTIOJTHSIET TYBMHCKYIO MY3BIKY. M3 BCeX AMOHCKUX IMOKIOHHUKOB MMEHHO
Tomopuku Macaxuko SIBJISIETCS UCIIOJIHMUTEIeM TYBUHCKOM MY3BbIKM B €€ KJjlac-
CMUYEeCKOM BapMaHTe, B OT/IMUME OT APYTUX MY3bIKAHTOB, KOTOPbIE UCIIO/Ib3Y-
I0T 3ByYaHle X00oMesl B COUeTaHUM C IPYTMMU HallpaBIeHUSIMU COBPEMEHHOM
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My3bIkM. [Tpyuem T. Macaxuko 3aHMMaeTCsI COOPOM M 3aIMCbi0 HE TOJBKO
X0OMesl, HO ¥ TYBUHCKMX HAapOJHbIX [TeCeH BCeX KaHPOB, MHOTHE U3 KOTOPbIX
OH CaM MCIIOJIHSIET Ha OYeHb XOPOIlleM TYBMHCKOM $13bIKe. OH SIBJISIETCS TAKXKe
cosparenem Irpyinsl «TapbaraH» (B rmepeBofe ¢ TYBUMHCKOTO «CypoOK»), B KOTO-
poi1 BMecTe ¢ HUM BbIcTyIaeT Cara Xapuxuko.

OOHMM 13 aKTUBHBIX IIPONATaHAVCTOB xooMmesl B SIrioHuu saBisieTca Maku-
ramu Koynum, numep O6111ecTBa SIIOHO-TYBUHCKOI APYy>KObI. ET0 yueHUKaMu u
IOCIefOBaTeISIMU SBJISIIOTCS TaKye yKe CTaBlllve M3BeCTHbIMU B STIOHMM UC-
roHuTeN Xoomes SiImakaBa dyrwoku, Aosima Macaaku, O6ukyu Xupoiin, Okasi-
Ma lyymxu v gpyrue (B TOM UnCjie M aBTOP JAHHOWM CTaTbN).

Oxkagama lyymxu, pogom n3 ropona Kanazgsasa, BriepBbie 3aMHTEPECOBAJICS
Xoomeem, TIocse Toro, Kak B 1998 r. yuieian rpynny «XyH-XypTy». B 2000 1. B
TyBe 3aHs1 2-0e MeCTO B COCTaBe ANOHCKOM rpyIiIibl ucrosHurtenei. B 2001r.
roexasa B IHAMIO M TaM HAYyYMJICS UTPATh HA XOMyce. B HacTos1ee Bpems UC-
TIOJTHSIET X00Mell M UTPAeT Ha XOMYyce B COIIPOBOXKAEHNUMU 3JIEKTPOHHBIX UHCTPY-
MeHTOB. C 2012 r. HaYaa YUYUTHCS UCIIOIHATh POYKEKY — OTO TOXKE CKa3UTEb-
CKasl TpaguLMs, KOrAa CKa3uTellb TAKKe UCII0/Ib3yeT ropTaHHbie 3ByKN. Cejiuac
OH MMeeT 3BaHue «MacTep Poykéexky». 2 aripesist 2017 1. BO BpeMs TpeTbero KOH-
Kypca, IpoBeeHHOro o nuuiuatuse Yoaypsl Tymar B I. Tok1o, cpeny SIToH-
CKUX UCIIOJIHUTEeNel xoomes 3aHsin 1 Mmecto. Bo BpeMs 3Toro KoHKypca Okasima
[Iyyaosku MCIIOTHNUI X00Mell B COUeTaHUU C POYKEKY.

O6uKM XVpOIIM — TOKe OVIH M3 IIOKJIOHHMKOB X0oMmest. B 1999 1. ocHoOBas1 rpyTI-
1y «Baitonzy» (Vions), COCTOSIIIYIO 13 UeTBEPBIX PeOSIT 1 OTHOI IeBYIIKM. Takoke
O6uKkM Xupollu JaeT YPOKM I10 xoomero. B SIrionnm ects u3BecTHas pypmMa aHM-
M3 «Hairyms OmskmnHué». 3ByKoBOe opopmieHe OQHOTO U3 aHMM3 3TOV (GUpPMbI
6611 cennan O6MKYM XMUPOIIH, TIe OH MCIIOTb30Ba UTPY Ha XOMYce U VICTIOJTHEHe
xoomesi. Kpome TOro, OH IpMHUMAET aKTUBHOE yUacTHe B IeTCKUX Iepegadax 1o
TeJIeBUAEHUIO, THIe TaKKe UCIIONb3yeT xooMeli 1 xomyc. Takum o6pa3om, MOXKHO
CKas3aTh, YTO SITIOHLIbI CTAJIN CABILIATb X00Meli U B Tejerepenavax.

JlaypeaT mepBOro KOHKypca UCnoaHuTesnen xoomes sSimakaBsa @yroKu OTKPBLI
KJIaCC X00Mesi Vi IPOBOVT 3aHSITUS YKe B TeUeHMe HeCKOJIbKMX JIeT. B kaxkaom
KJlacce oGyueHMe xoomer MPOoo/KaeTCsl 0ObIUHO B TeueHle Tpex mecsiieB. B
2007 r., HaripuMep, u3 19 yueHKOB, 00y4aIOIIMXCsI B €ro Kiacce, 17 uemoBek
cocrasiisuiv geByiku. Kpome ®Oyroku fdmakassl B TOKMO MacTep-KIacChl 11O
X00Met TIPOBOLST ellle YeTbIpe UCIIOTHUTEIS.

SIMOHCKMX UCITOJIHUTEJIeN X00Mesl B OOJIbIIMHCTBE c/iydyaeB OT/IMYaA€T TO, UTO
xoometl IIpMBJIEKAET 1X B IIEPBYIO ouepedb KaK MCTOYHMK HOBBIX, H€O6quHbIX,
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9K30TMYECKMX, MHOTMA Oaxke IIOKUPYIONIMX 3BYKOB. SImakaBa ®Dyroku, Ha-
MpyMep, UHTEePeCHO MPUMeHSeT TeXHUKY MUCIIOTHEHUSI X0oMesl B COUeTaHUU
C UTPOI1 Ha ruTape. Bo Bcex 3TUX Caydyasix MHTepeC K X00MeH TIPOSIBIISIETCS B
OCHOBHOM C 1IeJ1bI0 BKIOUeHMs 3¢ddeKkTa 3ByuaHus xoomes: B QakTypy Ipo-
M3BelleHMi1 COBpeMeHHbIX BUIOB MY3bIKJIbLHOTO MCKYCCTBA. B 11e/10M MHTe-
pec UCIIOTHUTENIe-My3bIKAHTOB K X00Mer0 IpecyieyeT Cyryoo MpakTUUeCKyo
11eJIb U COMleJiCTBYeT Hambosiee TTIOTHOMY PaCKPBITHIO BO3MOXKHOCTE X00Mes B
ero HOBbIX ITpOsIB/IeHUSIX. HaripumMep, B coueTaHUM € IMTOHCKMMM HapOAHbIMU
TIeCHSIMM U HaAHU8abyuiu, VJIN B TIeperieTeHMM C TIOII, POK, aBaHTap/I sKaHpaMu
MU B COYETAHUM C TAKMMM MHCTPYMeHTaMM, Kak dudxcupudy, kapumoba u T.]1.
HeobxomuMo Takske OTMEeTUTb, YTO IIPUMMEPHO Takasl ke KapTuHa Habmona-
eTCS U MPU MPAKTUUECKOM «OCBOEHMM» XOOMes] MY3bIKaHTaMU U U3 APYIUX
CTpaH, HarpuMmep, u3 Amepuku, ®panunn, GuuagHaum, l'epmannn, l'oiaH-
oUW U T. [I.

Moe omkpostmue Tyewt

BriepBbie TYBMHCKYI0 MY3bIKY JIMYHO ¢ yCbliiaaa B 1999 r. Ha KoMnaxkT guc-
Ke B 3aMMCY BCEMMPHO U3BECTHOI IPyNbl «XyH-XypPTy». DTa My3bIKa [IOPa3u-
Jla MeHS CBOei MPUUYIJIUBOM IIPUPOSHON «AUKOCTHIO», KPACOTOM MeJIOOUN U
MHTEepeCcHbIM, HEOOBIUHBIM 3ByuaHMueM. OHa IpMBJIeKaaa BHMMAaHNMe He TOJIb-
KO KPacOTOJ CBOMX MEJIOAMIA, HO M 3araJlOYHOCTBIO 3ByUaHMs, T. €. B Hell ObIJIO
KaKoe-TO TaMHCTBO, 1 OblJIa KaKasi-TO 3arajka.

B 2003 r. g BriepBbIie Tipuexana B TyBY C IPYIIIION SAITOHCKUX UCIIOJTHUTENIEN
xoomest ojist yyactus B IV MeXOyHapoogHOM cMMMo3uyMe «Xoomeil — (eHo-
MeH KyJIbTYypbl Hapo#oB LieHTpanbHOI A3Mu» 1 Obljia ollieJIoOMJIEHA TeM, UTO B
TyBe 6b1JI0 CTOILKO MHOT'O UCTIOTHUTEIe Xoomesl, 0cCO6eHHO MosiofbiX. Kpome
TOTO, TIOPasuJio TaKXke U TO, YTO B TyBe COXpaHSeTCsI CTOJIbKO MHOI'O HapO/I-
HbIX IeceH. OcoObIii MHTepeC BbI3bIBaja TaKKe BbICOKAS MO0 TEXHUUYHOCTU U
OpUTMHAa/IbHAs UCIIOJIHUTEIbCKAs TEXHNKA TYBUHCKMX MY3bIKAHTOB, KOTOPBIE
VCIIOJIHSIIOT Cbl2blMm, X00Meli, Kapaulpad, 33eH2unddp, 60poaHHadsip U MHOTUE
Ipyryie pa3HOBUAHOCTY 3TOTO UCKYCCTBA JIETKO, UT'PAOuM 1 gaxe Becesno. [Ipu
BCEM IIpU 3TOM TPYAHO paccKa3biBaThb O TYBMHCKOJ My3bIKe 6€3 ee CBSI3U C
MpUPOa0Ti. My3bIKa TYBUHIIEB OTPaskaeT U «PUCYeT» UX XKU3Hb.

BTopoii pa3 B TyBy s nipuesxaina B 2004 r. gisg yyactus B dectuBaje «Cbl-
I'bIT, XOOMeJi Ha 3emye OBIOPCKOI», IOCBSIIIEHHOM 00MJIeI0 OJHOIO U3 MU3-
BecTHemux ucronuuresnei TyBbl, HapogHoro xoomeitku Pecrry6nku ThiBa
l'ennanus Tymara. [Tociie ero BusuTa B SIIoHMI0, BCe SATIOHCKME TOKIOHHUKUA
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TYBUHCKOJ MY3bIK/ XOPOIIIO €0 3HAKOT, X 10 CUX ITOP YTAT ero rmamMsithb. I103-
TOMY Ha ero 1o6uiei npuexana Torna u3 SIMOHMUM TOBOAbHO OOJbIlIasl TPYM-
T1a MOKJIOHHMKOB €ro TajaHTa, IMPSIMbIX M 3a0YHbIX €r0 YUYeHUKOB. [IpsiMbIMU
yYeHMKaMM CUUTAIOTCS JIIOAM, KOTOpbIe yCIean MOMyuYuTb XOTb 1-2 ypoka Ha
ero MacTep-Kjaccax, KOTopble OH Jla/ 3a ITepyuof, CBOero HelpoI0/IKUTeTbHO-
ro mpe6sIBaHMs B IMOHNUM. A 3a0UHBIE €0 YUeHUKM YIMUIUCh MaCTePCTBY MC-
TIOJTHEHMSI X00Mesl TIO ero 3aMMCsIM Ha ayauoKacceTax M Ha KOMITaKT-AMCKaxX U
YUUJIUCD Y €T0 MPSMbIX YUEHUKOB.

B TpeTuit pas s npuexasna B TyBy B aBrycte 2006 I. 1J1 TOTO, UTOObI OKUTD
3[,eCb M U3y4aTb TPAAULIUIO HA MeCTe.

Ceituac, mipokuB B TyBe yske 11 jieT, 1 Hab6/I01a10, UTO MY3bIKa/IbHAS JKI3Hb
TyBbI HE CTOUT HA MeCTe, a TIOCTOSTHHO Pa3BMUBAETCS.

Paszeumue xoomes 6 Tyee

TyBUHCKME MY3bIKAHTBI HAXOOSATCS B IIOCTOSTHHOM TBOPYECKOM IOMCKe. B
caMoit My3bIKe TaKKe Hab/io/laeTcsl pa3HOCTOPOHHee pa3BuUTHe (IuBepcudu-
Kalyusi) — 3TO TOKe BbI3bIBaeT 00/bIloii MHTepec. KpoMe ucromHeHMs Kiiac-
CUYeCKMX 00pa3lioB X0oMesl, MOJIOAble MY3bIKaHTbl HaXOOST OUeHb yaauHble
BapMaHTBI COYETAHUS X00Mesl C TAKMMM HallpaBIeHUSIMU COBPEeMEeHHOM MYy3bl-
KU, KaK 1non, pok, pan, 0xas3, Xun-xon u T. . B aToM KOHTeKCTe 0COObI MHTepec
BbI3bIBAJIO TBOPUECTBO O€3BpPeMEHHO YIIeIIero M3 sKM3HU X00oMelisku Asca
HaH3bIpbIHA.

VHTepeceH, HA MO B3IJISIA, M OIILIT UCIIOJTHEHMS X0oMmest skeHInyHaMM. Co3-
oaH Jake sKeHCKMi GONbKIOPHbI aHcaMobjb «TbiBa KbIi3bl» (Jouepu TyBbI)
riog, pykoBoacTtBoM Yomypel Tymar. OTo Tem 6ojiee MHTEPECHO, IIOTOMY UTO
B TyBe TpaAMIIMOHHO UCIIOJHEHME X00Mesl SIBJISIIOCh IPEPOraTUBO MY>KUMH.
MHOTr0 MHTepeCHbIX UCIIOJTHUTEIEN 1 B OCHOBHOM MCIIOJTHMUTEIbHUII B Hatimo-
HaJIbHOM OopKecTpe. KctaTtu, cpeivt IMOHCKUX MOKJTOHHMKOB TYBUHCKO MY3bI-
K TOXKe OUeHb MHOTO [1eBYIIIeK, KOTOPbIe TAK)Ke aKTMBHO MOCEIIAI0T 3aHSITUS
MacTep-KJIaCcCOB IO X00MeEHK).

Oco6blii MHTEepecC MpPeACcTaB/sSIOT 3a0biThie CTapMHHbIE MEJIOANM, CBOEO-
Opa3Hble, ellle He M3BeCTHbIe BApMAHTBI X0oMesl. B cyiydyae MCIoab30BaHMS X00-
Mesl B COUeTaHUM C COBpeMeHHbIMM (hopMaMy MY3UILIMPOBAHMS CYLIIECTBEHHO
BUIOM3MEHSIeTCSI KOHTEeKCT QYHKIMOHMPOBAHMSI caMoro xoomesi. Kpome Toro,
HeJIb3s1 3a0bIBATh ¥ O TOM, UTO XooMmeli B TyBe — 3TO He 9KCIIepUMEHTaIbHbIA
MaTepuas. To, 4ToO ObIJIO CO3IAHO UX ITPeaKaMM TYBUMHCKIME UCTIOMHUTEIN Oe-
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pPEXXHO pasBUBAIOT, M CTAPAIOTCS COXPAHUTDH TPAAUIIMIO Iepegayn 3TOrO UC-
KYCCTBA OT MOKOJIEHMSI K ITIOKOJIEHUIO: OT OTILIA K ChIHY, OT OpaTa K 6party u T. [I.
Hampumep, XyHamraap-oon Oopkak U ero CbIHOBbS baiibip-00s u BUKTOp;
opatbst TymaT I'enHagus — Omak u CasiH; ucrionuuTtenb u3 OBiopa I'epman
Kyynap u ero ceiHOBbsS MepreH u OTkyH; AHapeir Omneit n3 baii-Taiiru u ero
CbIHOBbSI AHIpUsH 1 CaiibiH-Xepes 1 4o4b Asicmaa U T. 1.

Tem He MeHee, 10 MOMM HAOJIIOAEHUSIM, Y MHOTUX COBpPEMEHHBIX TYBUH-
CKMUX XOOMeliHcU VCIIOJIHeHMe 3TOTO0 YHUKAJIbHOTO MCKYCCTBA CTAHOBUTCS 60-
Jlee 0IHO0OPa3HbIM. V3 KOXKYYHOB pecyOoyIMKy CTaau Majio Ipues3skaThb Takue
sIpKMe xoomelixcu, KakKuMyu ObLIM B CBOe BpeMs, Hallpumep, XyHallTaap-0oI
Oopskak manu Kapa-Can AK-00/1 M MHOTMe Ipyrue. X0Te/loCh Obl CJIBIIIATD SIP-
KX, CAaMOOBITHBIX, HY Ha KOTO He MOXOXUX MCIOJHUTENIeN cpely MOJIOIEKMN.
AKTYyaJIbHBIMM CTAHOBSITCSI M BOIIPOCHI ITPeIioaBaHms Xx0oMest C IpUMeHeHeM
pPa3sHOOOpPa3HbIX METOAMK 00yUeHMs, MAaKCMMaIbHO MTPUOIVIKEHHBIX K TPaIM-
LIMOHHOJI cucTeMe 00yueHMsI HApOJHbIX MY3bIKAHTOB.

B HacTod1Iee BpeMs ¢ KaKIbIM I'OLOM YBeIMYMBACTCS Y UMCI0 MHOCTPAH-
HBIX UCIIOJTHUTeNel Xxoomesi. KpoMe TOro, Mbl Habsogaem 1 GbIO>KH-TTPOEKTHI,
KOIa TYBMHCKME MY3BbIKaHTBI UI'PAIOT COBMECTHO C MY3bIKaHTAMM U3 pas-
HBIX CTpaH. 3HAUUTE/IbHBIV MHTepeC CeroqHs MpeiCcTaBsoT U Te M3MeHeHNs,
KOTOpbIe CBUIETEIbCTBYIOT O He3aypsSAHbIX TBOPUECKMUX MOTEHIMAX X0oMesl,
O ero CIOoCOOHOCTM KO BCe HOBBIM MPOSIBIIeHUSIM. MHOTOTPaHHOCTb X00Mesl
I103BOJISIeT TOBOPUTH O HEMCYepriaeMoCTM ero TBOPUYECKMX BO3MOKHOCTSX.
Ha Hai B3IVisif], MepCIIeKTUBHBIM SIBJISIETCSI TaKXKe pacCMOTpeHMe IMpobieM
«TPaHCKYAbTYpaLum» (MEXKYJIbTYPHOI'O B3aMMOIENCTBUS), MPU KOTOPOM
TpaIVLMOHHAas My3bIKa TyBbI «OCBaMBAETCSI» MY3bIKAHTAMU U3 Pa3HbIX CTPaH
1 TipeoOpa3yeTcsl B HOBbIe Xy 0XkeCTBeHHbIe (hOPMbI, paCIPOCTPaHSIOIIMeCS
110 BCeMYy MMUPY. DTOT MHTEPEeCHbII acIlieKT COBpeMeHHOro (hyHKI[MOHMUPOBA-
HYS TYBUMHCKOV MY3BbIKM paCCMaTPUBAJICSI aMePUKaHCKUM 3THOMY3bIKOBELOM,
npodeccopom Teomopom JIeBMHBIM B ero KHUTe «[Ie Topbl ¥ peKy IOI0T: 3BYK,
My3bIKa ¥ HOMaau3M B TyBe ¥ 3a ee IpenesaMu», HallMCaHHOW COBMECTHO C
TYBMHCKMM 3THOMY3bIKOBeoM B. 0. Cy3ykeit u usganHoi B 2006 r. B Amepu-
Ke, lepen3gaHHoi Ha pycCKoM sa3bike B 2012 r. (JIeBuH, Cy3ykeit, 2012).

B nanbHerliemM, aHaIM3UPYsI 9TU ABVOKYIIME CUIbI COBPEMEHHO KY/IbTYPhblI,
MOSKHO 00paTUTBHCS U K TaKMM TeMaM, KOTOpbIe TTPeICTaB/SIOT 0COObIN MHTe-
pec I CIelMaauCTOB B 00J1aCTU KYJAbTYPHOV aHTPOIIOIOTUM, STHOMY3bIKO-
BeleHUSI U COLIMOJIOTUY, U3YUalolNX U C SMIIMPUIECKOI, U C TeOpeTUIeCcKo
TOYEK 3peHMsI TIPOLIeCChl IJI00anM3aIuyM KyJbTYp B Pa3HbIX UaCTSIX MUPa.
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A Moe kejlaHMe — 3TO C/IBIIIATh TAKO )XKe pa3HO0OpasHbIii X0oMell, KOTOPbIi
OBLT IIpeaCcTaBIeH B MCKYCCTBE TYBMHCKMX MAacCTepOB 3TOrO MCKYCCTBA B IIPO-
IIIJIOM CTOJIeTUM. DTO Takue mmMmeHa, Kak Copykry Keipreic, Kapa-Can Ak-oor,
Makcum [lakrmait, XyHamraap-ooia Oopskak, Mapsxkeiman OHpap, MaHuakait
Cart, Angbia-oon Cesek, 'enHanuit Tymat, KoHrap-oon Onmap, Kaiirams-oon
XoBasieir, AHaTonuit Kyynap u eliie MHOTMe-MHOTHe apyrue. §1 Bepto, uto TyBa
borara elie He pacCKpbITbIMM TaifHaMM UCKYCCTBA XO0Mesl.
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SI3BIK ITOOTUYECKHUX
TEKCTOB
COBPEMEHHBIX
TYBUHCKUX
JCTPAOHBIX IIECEH

Owmaa M. Caas

TyBUHCKUIA MHCTUTYT I'YMaHUTAPHBIX
U MTPUKJIAAHBIX COLIMATBHO-
SKOHOMMYECKUX UCCIefOBaHUA,
Poccus

B cmamee npedcmasnieH JNuHz8UCMUYECKUN aHAIU3
noaImuuecKux mexkcmos CO8PeMeHHbIX MYBUHCKUX Ne-
ceH. HccnedosaHuss no amoti npobneme eaxcHol Onsi
NOHUMAHUS CO8PEMeHH020 hecHemaopuecmea Tyswl,
Heobxo0umo 8visleumMb, Kaxue s3blKosble cpedcmad,
(DYHKYUOHANbHBIE CMUIU U KAKYH0 IEKCUKY UCNOB3YIom
cospeMeHHble a8Mopbl ICMPAOHbIX NeCEHHbIX CMUX08;
uccnedogarue makice NO360aAUM PACKPbIMY GJIUSHUE
COBPEMEHHBIX MUPOBbIX MOOHDIX MeyeHUll Ha neceHHoe
UCKYCCMBO 8 JIUH28UCMUUECKOM OMHOUWEHUU.

Ce200Hs ¢ myBUHCKOLI acmpadsl 386yuam mpu 2pynnovl
neceH. Bo-nepeuix, 3o necHu, Kak npogeccuoHans-
HbIX 102108 U nucameneti, max u N031mMoe-neceHHUKo8
— HenpogeccuoHanos, Ho Xopouwo é1aderuux aume-
pamypHsim c102om. Tekcmol u mex, u Opy2ux umeiom
00HOPOOHBITI IUMEPAMYpHbIL CMUIb, OPUEHMUPOBAHDI
He Ha onpedeneHHo20 CYWAamens, a pacCuumansl Ha
WUPOKYI0 ayOumopuio, He COOEPHCAm XapzoHbl, MOO-
dexcHolli cneHe. Bo-emopulx, 0o cux nop akmyanbHsIMU,
JIOOUMBIMU HAPOOOM OCMAlomcss mak Hasvleaemble
«YOHHYH bIPAAPbI» — NECHU Hapodd. DmMo necHu, KOmo-
pble cuumaiomcsi HapoOOHsIMU, XOMS UX U He NPUUUCIS -
JIU K MYBUHCKOMY HapooHomy ¢oavkaopy. K amoti xee
2pynne npuUMbIKaiom asmopckue necHu, Hekoz0a Haxo-
dusuiuecs 8 3anpeme, a Makxe cOUUHeHHble ObIBLUUMU
3akoueHHsIMU. CIMUIUCIMUKA MeKCmMo8 Makux necew
pasuas. Ilo c108apHoMy cocmagy OHU Makxe pasHo-

THE LANGUAGE

OF POETIC TEXTS
IN CONTEMPORARY
TUVAN POP SONGS

Oyumaa M. Saaya

Tuvan Institute

of Humanities and Applied Social
and Economic Research,

Russian Federation

The article presents

a linguistic analysis

of lyrics of modern

Tuvan pop songs.

While studying

them is important

for understanding
contemporary
songwriting in Tuva,
it is also necessary
to  discover  what
linguistic means,
functional styles and
vocabulary are used by
modern authors of popular lyrics. The study can
also help identify how contemporary global trends
influence songwriting in means of linguistics.

Three groups of songs can be defined in Tuvan pop
music. The first of them comprises songs written
by both professional poets and amateurs with
good writing skills. Their texts have homogenous
literary style and are intended for general audience
(rather than specific groups of listeners). They do
not feature any jargon or youth slang. The second
group consists of “songs of the people” which are
still popular and relevant, but not classified as
folklore. This group also contains songs previously
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POOHBL, 8 HUX MO2Ym NpuUCymcmeosams CjieHe, CJ108d,
OMHOCAWUECS K NPOCIOpeUHOli 1ekcuke. B-mpemsux, 8
Tyse nod eauUsiHUEM MOOHBIX MeUueHulli Mupoeoii u poc-
cutickoti acmpadsl MyB8UHCKOE NecHemeopuecmso no-
JIYUUIO 3HAUUMeJIbHoe passuimue: nosiesisiemcst MHo20
asmopos, Komopwle Camu COUUHSIIOM U C108d, U MY3bl-
KY, UIU 803HUKAIOM CNOHMAHHblE MBOPUECKUE CO3bL,
coemecmHo co3daroujue necHu. OHU cmuaucmu4ecku
pasobujeHsl, 8 HUX MHO20 HeO0JI02U3MO08, 3auMcmeo-
8aHUll, ClleH2a, HAaAP2OHU3MO8, 8 HEKOMOPbLIX NPUCYM-
cmeym oaxce MakapoHu3Msl (CMEuaHHas peuy).

Aemop cheyuansHo pasdupaem neceHHsle MeKCMbl
mpemueli epynnol. VX MOMCHO pasdenums no uiecmu
memamuyeckum 2pynnam, Komopwle no coO0epiaHuro
JIeKCUUeCK020 HANOJNHeHUs, N0 CMmeneHu UCho/b308da-
HUsl IUmepamypHslx mponoe gecoma pasauuaromcs. B
OCHOBHOM, 513bIK COBPEMEHHBIX MYBUHCKUX NeceH npu-
ONUXMCEH K PA32080PHOLL peyuu co8peMeHHOLl MON00exH .
ocmamouHo akxmueHoe UCh0Ib308AHUE HAP2OHA 8
peuu monodsix ntodeli u odeti 6osiee cmapuiezo NoKo-
JleHUsl, 0COOEHHO 8 COBPEMEHHbBIX NeCeHHbIX MeKcmax,
gedem K NOCMeneHHOMY CHUMEHUI0 JumepamypHol
HOPMbl COBPEMEHHO020 MYBUHCK020 s13blKA. A8MOp 3a-
KJlouaem, umo ucciedo8aHus A3ulka N0IMuueckux ne-
CeH 8aMcHbl 0711 COXPAHEHUsl U pa3eumusl MyeUHCKOl
S13bIK08OUI KyNbmypbl, 07151 pa3eumusi mysuHcK020 A3bl-
Ka, dnst mozo, umoOsl HOCUMeENU MYBUHCKO20 $3blKA
OMHOCUNIUCH OepercHO K pOOHOMY 513bIKY.

Kniouegwie cnosa: Tysa; mysuHckas my3uika; acmpa-
da; mysuHcKue necHu; myeuHckue 3cmpadHsle necHu;
noamuueckue Mmekcmol; AUH2BUCMUYECKUT AHAIU3

BeedeHue

banned by censorship, and those written by
ex-convicts. Their lyrics differ in style, and the
vocabulary is also heterogenous: they can include
slang and contain vernacular language. The third
group includes songs following popular global and
Russian trends, which triggered rapid evolution in
Tuvan songwriting. There is significant humber of
authors or even creative unions, who write both lyric
and music. They are stylistically uneven, contain
a lot of neologisms, borrowed vocabulary, slang
and jargon words and sometimes even macaronic
(mixed) language.

The author provides a more in-depth analysis of
lyrics belonging to the third group of songs. They
can be divided into 6 thematic subgroups which
greatly vary in lexical content and the use of tropes.
The lyrics of contemporary Tuvan songs are quite
close to the everyday language young people use.
Active employment of jargon in the language of
young and middle-aged people, especially in lyrics
of modern songs, steadily decreases the literary
norms of Tuvan language. The author emphasizes
that studying the lyrics is important for preserving
and evolving the Tuvan lingual culture, for its
further development and for helping the speakers
of Tuvan language to be more attentive to how they
speak their mother tongue.

Keywords: Tuva; Tuvan music; pop music; Tuvan
songs; Tuvan pop songs; lyrics; linguistic analysis

BaskHerilIen COCTaBISIOLIEN KYJIbTYPHhI SIBASETCS UCKYCCTBO. OHO OTpaXkaeT ypo-
BEHb KYyJIbTYPHOTO Pa3BUTUSI ero cospgareneil. OMHUM M3 CaMbIX IMOIYJISIPHBIX U
BeChbMa MOOWMJIbHBIX BUIOB MCKYCCTBA SIB/ISIETCS TTeCeHHOe MCKYCCTBO. C IMHIBUCTY -
YeCKO TO3ULIMM MHTEPEC BbI3bIBAET KOHKPETHO-TIOHSATUITHOE HAIIOJIHEHME TT03TU -
YeCKUX TEeKCTOB TYBMHCKUX COBPEMEHHBIX 3CTPAAHbIX ITECEH, UX JIEKCUKA U CTUJIb.
HccnemoBaHus og0OHOTO pojia 0 MaTepuasiaM TYBUMHCKOTO SI3bIKa A0 CUX TIOp He
MPOBOAMIINCH. [10 X0y M3ydeHMsT TBOPUECTBA MJIM KOHKPETHOTO KaKOro-anbo mpo-
U3BeIeHUs NucaTesieli, IO3TOB JaHHAs TeMa 3aTparmBajiach JUIIb MUMOXOA0M, HO
aHaJIN3 TEeKCTA B SI3bIKOBEUECKOM acCIleKTe He TIPOBOLMIICS.

[le/1bi0 HACTOSIIIEI CTAThU SIBJISIETCSI TIMHTBUCTUUECKIT aHAIU3 TTOTUUYECKUX TeK-
CTOB COBpPeMEHHBIX TYBUMHCKMX TeceH. Bbi6op 0O0beKTa MccieqoBaHNus 00yCIOBIeH
HECKOJIbKMMM MpUUMHaMU. Bo-TiepBbIX, HayuHble M3bICKAHMS MO 3TOI Mpobiaeme
Ype3BbIUATHO BayKHBI 7151 IOHMMAaHUS CETOOHSIITHEN CUTyalluu B Pa3BUTUM COBpe-
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MEHHOTO ITeCHETBOPYECTBA. BO-BTOPBIX, HY)KHO BBISIBUTD, KaKie SI3bIKOBbIE CpeJi-
CTBa, GYHKIMOHATbHbIE CTU/INU U KaKyI0 JIEKCUKY MCIIOIb3YIOT COBPEMEHHBIE aBTOPbI
3CTPaHBIX TTIECEHHBIX CTUXOB. B-TpeThux, Momo6HOoe MccieqoBaHue MO3BOIUT pac-
KPBITh BJIVSTHME COBPEMEHHBIX MUPOBBIX MOIHbBIX TEUEHMUI1 HA ITECEHHOEe MICKYCCTBO
B JIMHTBUCTUUECKOM OTHOIIeHMK. Kpome TOro, moMoskeT aBTOpaM ITeCEeHHBIX TeK-
CTOB M CJTYIIATEI0 PACKPBITh JIJIsI ce0s1 60TaTCTBO POJHOTO SI3bIKA, PA3BUTh K HEMY
JII000Bb, YBAasKEHVE 1 COOTBETCTBEHHO OTHOCUTBCS K HEMY O6epesKHO. DTO TaKKe BasK-
HO JIJIST Pa3BUTHSI IECEHHOTO MCKYCCTBA — [IJIST TOTO, YTOOBI MMECHM, JOXOAMBILE 10
CTymaTesisi, ObUIM KaueCTBEHHBIMM M PO eCCHMOHATbHBIMM KaK B apTUCTUUECKOM
VICIIOJTHEHMM ¥ MY3bIKQJIbHOM O0(POPMJIEHNUH, TaK U B SI3BIKOBOM COJIE PsKaHMIA.

uUs ucmopuu u3yueHusi myBuHCKuUxX neceH

B 06111eM $I3bIKO3HAHUM JIMHTBMUCTHKA TEKCTA — OTHOCUTEIbHO MOJIOAast 00/1aCTh,
TIOATOTOBJIEHHAS M 00YC/IOBJIEHHAS Uaeei He0OX0AMMOCTY MPUHIUIIMAIbHOIO pas-
JIMYeHMs SI3bIKa U peun. JTa ujes M3BEeCTHA B I3bIKO3HAHMM CO BpeMeH B. ¢poH I'ym-
60sbpaTa, OHA OTpaykeHa B paborax X. K. T'abenenna, A. A. ITore6Hu 1 ¢ 0coboit Ha-
CTOVYMBOCTBIO chopmynmpoBaHa P. ne Coccropom.

B oTeuecTBEHHOM $I3bIKO3HAHMU 10 TeMe JIMHTBUCTUYECKOTO aHaIn3a U CTUIIN-
CTUKU TEKCTa, IIPOM3BeJeH I1caTe/el B HaCcToslee BpeMs MOXXHO HaTU JOCTa-
TOUHO JiuTepaTypbl. KpaTkasg xapakTepucTUKa OCHOBHBIX aCIIeKTOB €ro M3yyeHUs
B PYCUCTMKE TaKOBa: OLHM yUeHble PacCCMaTPUBAIOT CTUIMUCTUKY, TIO3TUKY TEKCTOB
XY OKeCTBEHHO JIMTepaTypbl, pa3roBOpHOM peun (BuHorpanos, 1963), HeKOTOpbIE
00BeKTOM HAOMIOIeHMST BRIOMPAIOT €ro KaTeropmu, OHTOJIOTUYECKMe TIPU3HAKU, U
KOHCTUTYHTHI (eguuu1bl) (Tanbrieput, 1981), npyrue yriyonsiioTcs B IMHTBUCTIYE -
CKUIi aHa/IN3 TUTepaTypHbIX NponsBenennii (Epumos, 1954; I'puukoBa, 1957).

B TyBMHOBeIeHUM TEKCThbI IMeceH Kak oO6pasiibl HApPOAHON JUTEpaTypbl HavaIu
TpUBJIEKaTh BHMMAaHME CO BTOpPOJN IMOJoBUMHBI XIX Beka: 3apyOekHble U pPyCCKUe
MccIeqoBaTeM HavyaIu cooupaTh MaTepuasbl M0 TYBUMHCKOMY SI3bIKY, (hOIBKIIOPY.
Camble paHHME 3aIlMCU TTOSTUYECKUX TEKCTOB TYBMHCKMX HApPOAHBIX MECeH Mpu-
HaJjiexxaT BUAHOMY TiOpkosiory B. B. PagjmoBy — ¢ HUX HauMHaeTCs Mepuop, COo-
6uparenbcTBa. Benen 3a HuM MoskHO HasBaTh I. H. IToranmua, I1. C. OcTpoBCcKoOro,
[.E.I'pyma-I'pxxumaiiio, A. B. AHoxuHa, @. 4. KoHa, H. ®. BecenkoBa (cm.: Keipreic,
1992: 6-8). bonbllioe KoaMuecTBO, 60jiee UeThIPEXCOT TEKCTOB MeCeH M KOsKaMbIK
(uactymiku) 6bi1M 3anucanbl H. @. KatanossiM (KaTaHos, 1907). Ha aTom aTartie mo-
3TUYECKME TeKCThI IOABEPraaiCh JIUIIb TeMaTUIeCKOM Kaaccudurauyn.

B 1937, 1939 u 1947 rr. B TyBe ObLIM OyOJIMKOBAHbI TPU COOPHMKA, COmEpKaIIe
3aMyMCy MO3TUYECKMX TeKCTOB HaponaHbiX meceH (Cbbndb cogaaldar, 1937; Cbbndb
cogaaldar, 1939; UbibiHABI bipaap, 1947). IToce 3TOro repmoayuecky BbIITYyCKaaIUCh
rogo0HbIe U3IaHNSI, HEKOTOPbIE M3 HUX COAep>KaT HOTHOE TIPUJIOSKEHIe.
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[TepBbIM HaYUYHBIM TPYIAOM, OCBSIIIEHHbBIM [TECEHHOMY MCKYCCTBY TYBUHIIEB, SIB-
nsietcst moHorpadusi A. H. AkceHoBa «TyBUMHCKasi HapogHasi My3bIKa», M3IaHHAs
1964 r. (AKceHOB, 1964). C TMHIBUCTMUUECKOI TOUKM 3PEHMSI MHTEpPECHaA B 9TOi pabo-
Te TPeThs IVIaBa, BKIKYAIIIas UCCIeJoBaHMe PUTMUUYECKOTO CTPOsI TeCeHHOM Me-
JIOOMKM BO B3aMMOCBSI3M C pPUTMMUECKUM CTpPOeM IleCeHHOro crtuxa. Kpome Toro,
aBTOP, KakK IMPUHSTO, K1accuULMpyeT TeMaTUKY TEKCTOB.

9Ty Temy mpomokuiaa moHorpagust «[leceHHast KyabTypa TYBMHCKOTO Hapoa»
3. K. Keipreic, Boimepias B 1992 r., rae BoKalbHOE MCKYCCTBO PacCMaTpuUBaEeTCs C
MY3BbIKOBELUeCKOM TOUKM 3peHus. Bo BTOpOi1 I71aBe aBTOp OTMevaeT Hajinuue 3BY-
KOTO/IpakaTe/IbHbIX 37IEMEHTOB B TEKCTe P BOKAJIbHOM TeMOPOBO-pPUTMUUECKOIA
umutauuu B menogun (Keipreic, 1992: 21-63).

TYBUMHCKMM HapOAHBIM MeCcHSIM MocBsieH HanucaHHbiii C. b. ITiop6io pasmen
«blpnap» KO/IEKTUBHOTO Tpyaa «ThIBa YIYCTYH aac yoraaabl». ABTOp pacCMaTpuBa-
eT ITO3TUYECKMEe TeKCTbl HAPOAHBIX [eCeH KaK JIMTEPATYyPOBE[, U TakKe JaeT TeMaTu-
yeckyo knaccudukauuio (ITropbro, 1976: 84—100).

B HacTos1ee BpeMs B TYBMHCKOM puitonorum mpeobiagaeT aHaau3 TeKCTa B OCHOB-
HOM C TOYKM 3peHUst auTepatypoBeneHus. O6beKTaMu UcCaeq0BaHNs BbIOMPaAICh
Mpou3BeIeHys IucaTesieit — CTUXU, IIPo3a, a Takxke TYBMHCKUI ¢oibKIop. B uncie
OCHOBHBIX aBTOPOB TaKMX PabOT MOKHO Ha3BaTh YUEHBIX: IMTEPATypPOBEIOB, (DOJIb-
knopuctoB A. K. Kanzana, [I. C. Kyynapa, 3. b. Campaan, C. M. Opyc-oou, Y.A.JIOHTaK,
A. C. lonrak, B. C. Camuaka, JI. C. Mukut, iucartesneii 3. b. Mmwkut, H.III.Kyynapa,
C.C. Komby (TriBa muTepartypa ..., 2006).

JIMHTBUCTUYECKMUM aHATN30M TBOPEHUI TYBUMHCKUX TMCATeNeN C TTIO3ULIUN SI3bI-
KoBena 3aHuMaeTtcs K. B. lopxky. OHa M3y4aeT JieKcuueckue, rpaMmmMaTnIecKme 0Cco-
6eHHocTyU rmpousBenenmnit (Jopxky, 2006: 33—-47), KpoMe TOro, II0J] ee PYKOBOJCTBOM
MIUIIYTCSI KYPCOBBIE M OUIIJIOMHbIE PabOThl Ha Kadeape TyYBMHCKOTO si3bika TyBUH-
CKOTO IOCYAapCTBEHHOI'O YHMBEPCUTETA.

KpamKaﬂ Xapakmepucmuka COBpEMEHHbIX 3cmpa0ublx MYBUHCKUX NeCeH

C 1980-X IT. TOMUTUYECKUIT PEKUM B CTPaHe CTajl MEHSAThCS, YTO BO MHOTOM CI10-
CcOOGCTBOBAI0O PACKPBITUIO HALMOHAJBHOTO KOJOPUTA MAaJIOUMCIEHHBIX HApOJIOB.
Co cueH cTany CIbIIIHbBI 3arpellaBlirecs paHee MecHU. B pesyibraTe mepecTpoii-
ki, pacraga CCCP, pocta HallMOHAJIbHOT'O CAMOCO3HAHMS Ha BCEM ITOCTCOBETCKOM
TIPOCTPAHCTBE, a TAKKE B POCCUICKUX PernoHax, B TOM 4yucie B TyBe, a Takke IOf,
BJIMSIHMEM MOJHBIX TEUEHUI1 MUPOBOI U POCCUIACKOI 3CTPajibl IIECHETBOPUYECTBO B
TYBUHCKOM $I3bIKE MOJIYYMJIO 3HAUNTE/IbHOE Pa3BUTHE: TIOSIBJISIETCSI MHOT'O aBTOPOB,
KOTOPbIE€ COUMHSIIOT U CI0Ba, U MY3BIKY, MM BO3HMKAIOT TBOPUYECKME COIO3bI, CO-
BMECTHO CO3Jalolye eCHN!.
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[To mpenBapuTebHBIM HAOTIOAEHNUSIM, MOSKHO CKa3aTh, UTO CETOIHS C TYBUMHCKOIA
3CTpajibl 3ByYaT MeCHU, BO-TIepPBbIX, KaK MpodeccroHaIbHbIX IO3TOB U MUcaTeNei,
TaK U MO3TOB-TECEHHMKOB — HeIpo(eccroHaaoB, HO XOPOIIO BAae0lNX JIUTepa-
TYPHBIM CJIOTOM. TeKCTBI U TeX, U APYTUX UMEIT OTHOPOIHbIN TNTEPaTyPHbIV CTUIIb,
OPMEHTMPOBAHBI HEe Ha OIpele/IeHHOI0 CJIYLIATe s, a paCCYUTAHbI HA LIMPOKYIO ay-
OIUTOPUIO, HE COLepKaT KaproHbl, MOJIOAEXKHBIN CJIeHT. B UX uncie MOXXHO Ha3BaTh
«BasraspIHHBIH, Keska3mepu» B. Caraan-oona, «33up-Kapa» Y. Kapa-Kycke, «Xbip6a-
ya» M. Caag, «Illaraa siper» H. Kyynapa, «TbiBbI3bIKTaIl OiiHaanbiHap» O. CyBakmu-
Ta, «/laa KoxXyyH UeeH-XeMuuK», «IymITyH bipbi3bl» M.-X. MOHTrY1Ia, «DpPUHHEPUH,
omkasbpiM3a» 3. [loHrak, «MenuH yopraap yHy» b. YUam6nbiTa, «Ormym» O. MoHryIia u
T. I. K 3TOM KaTeropmuu Takyke MOKHO OTHECTU TIeCHU I'PYIIIbI « Yep».

Bo-BTOpBIX, TIOMMMO 3TOTO, OO CUX IIOP aKTyaJbHBIMM, JIOOMMBIMM HapPOIOM
OCTaIOTCS TaK Ha3blBaeMble «YOHHYH, bIpJapbl» — MECHM Hapoma. ITO MeCHU, KOTO-
pble CUMTAIOTCS HAPOAHBIMM, XOTSI MX U HE TIPUUYUCISUIV K TYBUHCKOMY HapOAHOMY
donbkiaopy. K aT0i1 ke rpymie MpMMbIKAIOT aBTOPCKME MeCHM, HEKOTIa HaXOmouB-
1Iuecs B 3arpeTe (He IMOJyYMUBILINE «BM3y» BO BpeMeHa COLMa/IM3Ma), a TaKKe COUM-
HEHHbIe ObIBIIMMM 3aK/II0UEHHBIMMU, MMEHYeMbIe «UaKITbIbLI bIpJap» — 6eCX03HbIe
necHy. CTUIMUCTMKA TEeKCTOB TaKMX IeceH pa3Has. [Io cjioBapHOMY COCTaBy OHM TaK-
’Ke pa3HOPOIHBI, B HUX MOTYT IIPUCYTCTBOBATh CJIEHT, CJIOBA, OTHOCSIIMECS K IIPO-
CTOpeYHOI 1eKcuke. K HuM, Haripumep, OTHOCSITCS TaKue MeCHU Kak «XbIpaaJlaHraH
Ta/JbIThIp/ia KbllITarma», «HoraaH TepekTep», «KycKy TepeKkTep», U MeCHU TI'PYIIIIbI
«AmbIip-CaHaa».

B-TpeTbux, B HacTosiiee BpeMs B TyBe 1OJ BAUSHMEM MOLHbBIX TeUEHU MUPO-
BOW U POCCUIMCKOM 3CTPaAbl TYBUHCKOE MeCHETBOPUYECTBO IMMOIYUMIIO 3HAYUTEIbHOe
pa3BUTHE: TIOSBJISIETCS MHOI'O aBTOPOB, KOTOPbIe CaMy COUMHSIOT U C(JIOBA, U MY3bI-
KY, I BO3SHUKAIOT CIIOHTaHHbIE TBOPUYECKME COI03bl, COBMECTHO CO3Ja0lMe [TeCHN.
OTU TEKCThI YCIOBHO MOKHO BbIIEIUTh B TPETHIO TPYIIITY ¥ HA3BATb «MOJIOEKHbIMU
3CTPaSHBIMM MTECHIMMUY».

OHM CTUIUCTUYECKU p8.306]J_LeHbI, B HMX MHOTO HE€OJIOT'M3MOB, BaI/IMCTBOBaHI/Iﬁ,
CJIeHra, >XaprouimM3mMoB, B HEKOTOPBIX ITPUCYTCTBYIOT Oa>Xe MaKapOHM3MbI (CMeIlIaH-
Had peqb). B HacTosmiee BpeMs aKTyaJIbHO l'[O,ZLpO6HO€ pacCMOTpeHMe ITeCeHHbIX
TEKCTOB, OTHOCAIIMXCA K IIAaHHOM KaTeropmum.

Jlekcuko-memamuueckoe npocmpaHcmeo MOJI00€HCHBIX acmpaaublx neceH

IlecHn TpeTbeﬁ T'PYIIIIbI MOJXHO Pa3ae/aInTb Ha dieayronye TeMaTiMYeCKye I'pyIIribl:

a) necHu 00 usmeHe Wiu 0 Hecuacmuolii 1066u: «CeHue yeke Uypyk oTTYp Keep
MeH aMm» (ucrt. Jaui-XypeH Teryc-oomn), «CeH yorygaa» (ucr. boiay Capsiriap), «bu-
Jun aptap MeH» (ucr. AHuYbl Canuak), «CeH gasu» (ucn. Jam-XypeH & darap), «3p-
MM 4opaaH Kbic» (ucIt. [llopaan & losypai), «kuH meHu» (uct. [lllopaan & [1o3y-
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pai), «ACKaH uyypek» (ucn. AHUbI Jopxky), «Hyre cenu» (ucr. AHYbI Casiuak) " T. 1.

B 9TuX mecHsIX caMbIMM YaCThIMMU JIEKCUYECKMMM €IVHULIAMU SIBJISIIOTCS IJIaro-
JIbI 9MOILIMOHATbHOTO COCTOSIHMSI, BbIpaskaloll[iie yTHeETEHHOE COCTOSIHME : MyH2apaap
‘mevanuThes’, Kyoapaap TPYCTUTh, CKY4aTh, TOCKOBATE, XoMydaap ‘06uKaThCs’, aad-
pbin wopyyp ‘601auT (0 AayIie)’, cakmsip ‘BCIIOMMHATD, CKyYaTh ; [71ar0JIbl IBVKeHNS
Yopyyp ‘YXOOUTE ; [JIar0JIbl MEHTAIbHOM [eSTeJIbHOCTI: Ounbec ‘He 3HATH, 0pui3I6ec
‘He MPOILATH ; IJIAr0JIbl IIOBEAEHMS: Me2e133p NIraTh’. YaCTOTHBIMM TaKsKe SIBJISIIOTCSI
BOIIPOCUTE/IbHbIE MECTOMMEHMS: Kaiida ‘The’, uyze ‘Tiouemy’.

Baiisipnvie, 6atisipnoie, o csudanwvs, 00 c6UIAHbSI.
Yopynmym ceHOeH. Viuen s om meobs.

Yazaa 6uxcun apmmuipbac MeH, IMuceMo Hanucas, He 0CMasJiio 1,
BbodyH bunun apmap ceH. Cama 3Has1, ocmaeulbcs.

(«bomyH 6uaumI aptap ceH», ucr. AHUbI Caayak).

JIuTepaTypHbIX TPOIIOB, TAKMX KaK CpaBHeHMe, SMUTEThl B 3TUX IECHSIX Majo.
JIekcuKa 3TUX TEeCeH He OTAMYaeTcss 60raTCTBOM, OPUTMHAIBHOCTHIO. XapaKTepu-
CTUKA 3TUX MMeCeHHbIX CTUXOB OTPAKAIOTCS B TAKMX TUTIMYHBIX BbICKA3bIBAHUSIX, OT-
3bpIBax CymiaTeneii: «Kak s 3ameTus1, 60IbIIMHCTBO COBPEMEHHBIX TTeceH O JIIoOBU
(s1 He TOBOpIO 000 BCEX) COMEPsKAT OJHU U Te JKe CJI0Ba: yMUpalo, IpoIiaiai, Thl He
obpaTui(a) Ha MeHs BHMMaHMsS». T. e. OHM OUueHb OJJHOOOPa3HbI;

0) necHu o eécenoziouwiarouleti 1066u: «blHakmbLT» (Mct. AHYbI Canuak), «blHaK-
BT YOK YypTTaiara 4ok» (UCI. besa), «ApbIr bIHAKIIbLI» (UCIH. AViAbIH, ApBIT),
«blHaKMIBLI-ABIP 01» (Ucr. Xepen Mekrep-00m), «Haribipas, bIHAKIIbUT» (UCIT. AJi-
nbic, DHepe), «bIHaKIIbLI-0uIe» (Mci. UIIKUH ory), «bIHaKIIbIIbIM» (MCIT. APThIIII-
oo, llIbIHrbIpaa).

B 9TUX meCcHSIX YaCTOTHBIMM JIEKCMUECKUMM eOUHUIIAMMU SIBJISTIOTCSI MMEHA Cyle-
CTBUTEJIbHbIE, YIIOTPeOIsieMble KaK IMTePaTypPHbIe TPOIIbI — MeTadOPbI: UblPblMKbIM
CeH ‘Tl MOJi CBET’, Cbl/I0bI3bIM CEH “ThI MOSI 3Be3/a’, XyHYM CeH ‘Tbl MOE COJIHIIE’, AlibiM
CeH “Tbl MOSI JIVHA’, as/12aM CeH “Thl MOSI MeJIOA Vs’ M T. JI. A TaKyKe Haubosiee yroTpeon-
TeJIbHBI 0OpaIeHNs: blHAAM JII00VMAas MOS’, 3p2UMUM ‘[OPOTrasi MOs’, 4apawnaisim
‘KpacaBuiia MOSI’ U T. .

B coBpeMeHHBIX TYBMHCKMX 3SCTPAOHBIX TIECHSIX TIOSIBWINUCH CJIeAyIoliue
06paleHsI-HeoJIOrU3Mbl: UanMaauika ‘yMUIuTeIbHas, Muias’ (BM. TPaIULIMOH-
HOTO YanmaHus126aii), YaccblblHA ~ YACCbIbIHA ‘HEKHAsI, TaCKOBast’. YMEHbIIUTEIbHO-
JackaTenbHble (OPMbI OOBIYHO OBIBAIOT y MMEH CYIIeCTBUTEIbHBIX, HO CIOBO
yanmaawika 0eauTcs Ha MopdeMsbl, Ihe uanma- — I1aroji JjaackaTy u ad. -awka —
TpaHchopMupoBaHHast Gopma 3aMMCTBOBAHHOI'O U3 PYCCKOTO SI3bIKa Cy(d. IMMUHY-
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TuBA -ywka (CemywKa). To ke camoe cjieyeT CKa3aThb U O JIeKCeMe UACChbIHS < TJIaroy
Yaccyl- TIACKATHCS’ + -Hb — BEPOSATHO, TPAHCHOPMMPOBAHHDIN BAPMAHT OT PYCCKOTO
-eHb (bameHbKa, MameHvKa) + -a — 3aMMCTBOBAHHbBIN U3 PYCCKOro si3bika addukc,
00pasylolNii COGCTBEHHbIE JXeHCKIEe MMeHa.

M3 mnpuiaaraTeabHbIX 4acTO BCTPEYAIOTCS JIEKCEMBI apblz UMCTBINA(As1)’, WbIHUbI
‘BepHbIii(as)’, 6y3ypesduz ‘HamesKHbI(ast) .

[TosIBWITMCH HEOOBIYHBIE, V1 BOBCE He JIMPUYHbIE TPOIIbI: CPABHEHME — CA/IOHY KU Ma-
WuHa Oez KolC TIEBYIIIKA, CJIOBHO aBTOMOOW/Ib C XOPOIIUM CaJIOHOM’, STIUTET — KbLIAH
UM ‘GrrecTsiias mogpyra Most’, metacdopa — 600a10ap MaHybL1Aap ‘MbIC/IV TAaHIYIOT .

B 3THX MecHSX Takke OUeHb MHOT'O HEITOITUYHBIX CTPOK, COBCEM He IOIXOISIINX
IJIS1 TIOOOBHO IMPUKY, TAKMX KaK, HAIIPUMED: OYUKAHbIBBIC 0J1 000D bITIHAAH ‘TIYCKaii
9TO Hallleil BCTpeueir’, Kexuaanepde opyn anzaul ‘Bedepamy YCeBIINUCE, MeHU MAHAan
01yp2ambly 3N40K 6010y ‘HEYI0OHO ObIIO, UTO Thl MEHS JKIaja’.

B 3TUX mecHSX JOMyCKalTCS CTPOKM, Hapylllaloliyie rpaMMaTUdeCcKye HOPMbI Ty-
BUHCKOTO sI3bIKa, HaTIpuMep, necHst «CareIHAbIM», B MCIIOTHeHUM AHUbI Camyaxk.

B IIpuUIieBe IMoeTcAd:

Yacmel2 XyHOEH ceHue YMKYLi Hop MeH. C 0ox0nueozo OHs mebe Hascmpeuy uoy 1,

Apanaxcein ueoun K3p MeH. Obwascs, 5 npudy.

[iaron apanaxoin geemnp. hGopmMa OT IJIArosia apanaxcslp ‘061aThCs, oA Ae PXKUBATH
CBSI3b (0 ABYX M OoJiee oAsX)’ 34eCh CTOUT B hopMe B3aMMHOTIO 3ajI10ra, a Bo gpase
1oKasaTesib Jinilia B 1 jiuile u ef. unciie: MeH. B3auMHBIi 3a/10T YKa3bIBAaeT Ha TO, UTO
IeiCTBYEe BBIMIOJIHIETCSI ABYMS MM Oojiee JIIAbMM [0 OTHOIIEHUIO APYT K APYTY;
YKa3bIBaeT Ha TO, UTO JEiCTBYME BBIMOJHSIETCS HECKOJIbKMMMU JIMLIAMM pa3aeabHo,
HO C OFHOI1 LIeJIbI0, ONVHAKOBBIMM CIIOCOOaMU, HAIIPUMeEp: Uy2aalaxslp Pasroba-
PUBATE, Xypexcup ‘00pOThCS’, CyMeNexHcup ‘COBeTOBaThCs’. 3a/10roBas (opMma rarosna
apaaxcpln yKasbpIBaeT HA TO, YTO CYObEKTOB IEeVICTBUSI JOJIKHO OBITh IBOE 11 0DOpM-
JIITHCS TIOKA3aTesIeM JIMIIa BO MHOMX. YMC/Ie: 6UC ‘MbI’ WIN Cujiep ‘Bbl’.

Yecmek-Kam 3puHHepuH 3emasiHuuHble 2y6bl MEouU
Yuinuisblp mymkaui, 0WKa3sim3d, IIpuxcas, xomen Obl A Ue08aMb,
Xvipaananzau coHzamea MeH Ha 3auHdesesuiem 0KHe C80eM £
KbicmotH adelH uanman OUXCUUTIH JlegyuwKu umsi, 1ackas, Hanuwy

(«Hanraamika», ucr. MIukuH orny).

Hy>KHO OTMEeTUTBb, UTO B CTMXAX 3TOI KaTeropmu receH Majao OpUTUMHATbHBIX JIN-
PUYHBIX JIMTEPATYPHBIX TPOIIOB, U3 OAHON MEeCHU B APYIYI0 KOUYIOT OOHU U Te Ke
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(bp&BbI, BCTpeUarTCd cbpasm, Hapymawuyue rpaMMaTUKY TYBMHCKOI'O A3bIKa,

8) necHu 0 POOHbBIX J1I00AX (MATepu, OTLE, IEeTIX U Ip. POACTBEHHMKAX): «M23H
yr6am» (ucr. PonyoH u besnekmaa), «Yré6amra» (ucrm. Asic Oopykak), «KAKbIMra» (MCII.
AinpiH Apsir), «Ormym» (ucr. Urops n AiigbicMaa KomkeHnpeii) Ha ciioBa Onyart-ooma
MomHry1ia, «AKbUIapbIM, yrOasapbiM» Tp. «YTy/I3a» U 1p.

B 3TUX IecHsIX YaCTOTHBIMMU JIEKCUYECKUMU eIUHULIAMU SBJISIOTCS MMeHa Ipu-
JarateibHble: asbipandviz ‘OGaaromeTebHbI (as)’, sHependuz ‘MUIOCepAHbIA(as)’,
AXCOLI-ULIYU “TPYKEHUK’, Ipec ‘CMeJIblit, YN0, Kex#33 ‘“TPyaoar06MBbIiL’; MMeHA Cy-
IeCTBUTE/IbHBIE : U0P2aAAPAIbIM ‘TOPIOCTb MOST, U6IeH2UUNCUM ‘OII0pa MOST’ U T. 1.

XeH3Ur yallTaH CeHU, aBan C mytameHuecTBa TeOS 51, Mama,
Xepeaur XyH bILIKaIll CAKThIII, BocnpuHMMalo Kak JyuyncToe COolHLe,
ApbIH-1IBIpai, Mara-6ogym W nuiio, n Teno moe

Auam ostap yasiar 6epauH, Ha oT1ia moxoxkumu co3pgaja Thl.

ABai1, aBaii, akCbIM-KeXXnM 00AyH, aBaii! | Mama, MaMa, Tl MO€ CUYaCThe.

ABai1, aBail, ceH Jer Kwku depse 4Ok |Mama, MaMa, Ha TeOS ITOXOKEro UuejoBeKa
600p. HeT.

(«ABait», ucr. UIKUH Orny).

I[aHHbIe TIeCeHHbIe CTUXM CTUIUCTUUYECKM Oosiee OOHOPOAHBbI, B HUX HET HeOoObIU-
HbIX HEOJIOTM3MOB, CTPOKHM ITO3TNYECKN 6oJiee 1IN MeHee 6J'IaI‘03By‘leI, B HUX OO-
CTaTOYHO OPUTMHAJIBHBIX 1 KPAaCUBbBIX TPOII,

2) necHu o poduHe: «TbiBa Pecrryonuka» uct. C. Upui, «TbiBa UypTyM» UCIT. AHUBI
Canuaxk, «TypaH xoopait» uci. Xepen Meknep-oosn, Opnan Camoyy, «T33/1m cyypym»
uctn. AnnbiH-baiibip Xeprek, «Capsbir-Cen» ucii. MepreH Mowryii, «Yaa-Xej Koxy-
yH» uct. CasgH [IoHrak, «baii-Xaak cyypym» uct. OTtyk Oopskak, «KbI3bla Xoopani»
uct. BanenTH XyHa3biH, «MoHryH-Taiira» ucr. Kan-Xynep Caast, «KbI3bUIbIM» Tp.
«Yep», «Jlaa KOXXyyH — UeeH-Xemuunm» ucIl. Keskuk Kapa-Can n T. 1.

B 9TMX MEeCHSX YaCTOTHBIMM JIEKCUMUECKMMM eAVHULAMM SIBJISIOTCS CYILEeCTBM-
TeJIbHbIE BO MH. U.: daziap ‘TOpbI’, XeMHep ‘PeKI’, CbiHHAp TOPHBIE XpeOThl’, CyIle-
CTBUTEJIbHBIE B €[I. U. ma’iiza ‘BbICOKAsI TOpa’, Xoopati ‘TOPOX’, Kawinaa ‘yiienbe’ — B
OCHOBHOM JIEKCHKA, OTpaskaloiias ocobeHHoctu tanamadra TyBbl.

B mecHsIX 3TO¥ TPYIIbI YIIOTPeOIIsieTcsl oueHb MHOTO TpoIoB. Hambortee yrioTpe-
OuTeIbHbIE U3 HUX: ObiH2bLI0atiiaan Teiéa uypmym ‘VICTIONHSIONAS MeJIOAVIO TOPJIO-
BOTrO IeHus poauua most TyBa’, uypymanosiz Teiea uypmym SKUBOIIMCHAS POOVHA MOSI
TyBa’, anependuz vidvik Toisam ‘MusiocepaHast cBsTast TyBa Most’, cati3aHak dez uapaiu
yypm ceH ‘Thl KpacuBasi CTPaHa, KaK UTPYIIEUYHbII JOMUK'.
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Tepasu ThiBam 6edMK gariapsl, PomHoit TyBbI BBICOKME TOPBI,

Iepne caagaaH Tenern-4oamayT skep spiep | CIOBHO [OCTOVHbIe H00pble MOJIOAIIbI,
JIeT, BOCCeIalollye Ha [TI0YeTHOM MeCTe I0PThI,

YoHYBYCTY, UypTYBYCTY KapaKTar kepyn, |Hapon Halll, poayHy Halry obeperasi,

Yopraap ObDKBIT Typa-COpPYyH xaiiblpsaln | [opabIM, TBepABIM AyXOM CBOMM OZLapsi-
Typap. IOT.

(«benuk marmap, apbIr XeMHep» ¢10Ba 3. Muskuta, uci. A. bapbiHmaa).

B meceHHbIX CTUXaxX 3TOM I'PVYIIIIbI MOJXHO YCJIbIIIATh MHOI'O 3JIEMEHTOB, Xapak-
TE€PHbIX OJId JIMTePpaTyPHO-XYOO0KeCTBEHHOI'O CTUJISI, OHM IIOSTUYHBI, B HUX MHOI'O
OPUTHMHAJTIbHBIX U KPACUBBIX TPOII,

0) necHu punocopckozo codeprycauusi, HaA COUUAILHO-HPABCIMBEHHbIE MeEMbl.
Crozia BK/IIOUEHbBI TTECHM O CMBbICJT SKM3HM, aKTyaIbHBIX ITpo6aeMax o01ecTBa, TakKuX
KaK aJIKOTOJIN3M, MOPa/IbHO-HPAaBCTBEHHbIE LIeHHOCTU U T. II.: « Tomapran mbiH», «Jla-
Jait Balkel y3yH Ha3bU1a3blH!», «XapaamaBar, «AK JTapuitrn», «<Kamsl 6uc, myHMaii»,
«Kexxuk memn uyin», «kMoHosor», «Cancapa» bysina CeTkuna; «Mereun epremueii» Xe-
pena Mekriep-00i1a; «AXbII 3pTep yyae» ucil. bysH Oomak; «KapsKel caJbIM» MUCII.
bysH Oomnak, Bukrtop Cenru, Makap; «AHbISIK ThIBa» UCI. UnHruc-XaaH, AyibiH, be-
Jiek TaMabIH; «KAMBIABIPAJI-UyPTTAITa» UCI. ApThIll Super, «COOK capbIr OpTeMyuein»
uct. AHApusH O10H U «XOerKyMuy».

B 3TUX MeCHSIX 4aCTOTHBIMM JIEKCUUYECKUMU eIVHULIAMU SIBJISIIOTCS CYIIeCTBU-
TeJIbHbIE: Me2e-Xon ‘KIeBeTa’, adc-KeXcUuK ‘C4acTbe’, uypmmasiza SKU3HE, CalblM-UoJl
‘cynpba’, apsiH-HYyp ‘COBECTE, a TAKKe YCTOMUMBLIE CJIOBOCOUYETAHMS, XapaKTePHbIe
IJIsI TYBMHCKO SI3bIKOBOJ KapTMHBI MUpa: ak opyK ‘0east Jopora’, opmaaksl opaH
‘cpemHMIT MUp (B TPEXCTYIIEHYATOlM KapTUHE MUpa)’, Mezeuu epmemueli ‘UIII030P-
HBII MUD’, WblH OPYK ‘VICTUHHBIN IyTH, asga dosap ‘ObITh HACTUTHYTHIM BO3ME3AEM,
OYKB. — yaliia ero rnepemnoyiHeHa’.

VrnoTpebisieTcs TakKe JIeKCMKa OTPaHMUEHHOTO yIoTpebieHs — KaproHHas JieK-
CMKa M aproTu3Mbl (BbIpaskeHMe UM 000pOT peur, CBOMCTBEHHbIE SI3bIKY JeK/ac-
CMPOBAHHBIX I'PYIII 06IIecTBa (BOPOB, 6POASAT U T. 1.)): 6ydansip ‘COUTHCS C IIyTIA,
wiaHuap, y3ep ‘HaTbIKATHCS, 6azap ‘WAT, uawnax 0yp6yyp ‘KataThb PyUYHMK (HapKO-
TUK)’, WUMYEHUD ‘TeliCTBOBATE U T. [, Jake 3aMMCTBOBAaHMS U3 aHIVIMIICKOTO SI3bIKa:
MAHU-MAHU ‘TeHbIn’,

Bo MHOTMX IeCHSIX, OTHOCSIIIMXCS K 3TOV IpyTiIie, HalmMcaHHbIX bystHoM CeTKUIoM,
dbunocodckast mMpMKa BhIpaskaeTcs yepes GMHapHbIe OMITO3UIMIA: WbH VUCTUHA —
Mmeze ‘TIOXKE , XyHOymKeJ1 ‘yBaxkeHue — dopamubLian ‘YHUKeHNUE’, yu2up3uz ‘Cnagkuin’ —
dycmye ‘conenplit’. Hy>KHO OTMETUTb, UYTO OTPasKeHMe XyI0KECTBEHHOM PeasbHOCTI
TPV IOMOIIM Pa3BEeTBIEHHO CUCTeMbl OMHAPHBIX OIIIIO3UIINIA, IBJISIETCS XapaKTep-
HOJ1 0CO6EHHOCTbI0, 00beIMHSIIOIIEN MUPOBYIO pPOK-KYAbTYpY (I'puropnena, 2008).
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Kapakmapuim xepe wiutiun anzauu, 3akpble nowupe 21a3a,
KapanzvioaH usipsikmet ouneoum — Huy 8 memHome ceem —

Katizamusikmoiz uyse uepne 6on6ac-motp. | Huuezo yousumenvHozo He npoucxooum.

Ilak 60 uypmmanzada B amoti #u3Hu Kaxoolii 0eHb 00HU U me Hce

XYHHYH-He 0/1-11a 60NYYWKYHHAP: cobblmusi:

Xynoymxken aswet dopamuslian, YEWHEHUE UMU YHUNEHUE,

Meumwst maxk u ocmarwmcs meumamu, ece

Kysendep ky3endep 6Gonyn apmein Kansip,
pasHo MoKy Hem.

uepJie XOPHOK.

(«Kampr 61c, myHMmait», cioBa bysiHa CeTkuia).

CraTuCTMKa MeCeHHbIX CTUXOB 3TOWM TPYNIbI pa3HOPOAHA, HAPSAY C IUTepaTyp-
HBIMM TPOIIAMM IMO3TUYECKOTIO0 XapaKTepa, B HUX MOXHO YC/IBIINIATh TaKkKe C/I0Ba
Pa3roBOPHOTO S3bIKA, JKAPrOHHYIO JIEKCUKY.

€) MeCHU CaTUPUIECKOro, OMOpUCTMIECKOro xapakrepa: «Can» ucn. bysH Cet-
kw1, UiukuH orny, luun; «Tenkanap» ucn. Ainbsig Apeir, ApTeiin Super, «Ilak kari-
ThIp» UCIH. bysH CeTkmi, AMut; «IlIbiHrau» ucm. bysga Cetkui, AmMut, «CeH 4yoryHia
nucKoTeka 6apbac MeH», «He 60 KaHABIT KOHUYT Oepre KKy CeH aaH, Xoii» BysHa
CeTtkuna, «bamrak ®ummnm» uch. baii-bek, «Mary Key» Unmaum Cam6b1, «Kpegut»
ucr. KelpraH-aBaaiap NpogaKiiH M T. [I.

OepywKym MeH33 uyene MHmeptem, Padocmw most monvko MHmeptem,
Bepedunze bax;cvimoa — npocmo Hem. Yuebwl 8 201086 — npocmo Hem.
blpnan-xeznen 600yMHYH-HA YOPAAHBIM. C necHeti gecenblii s1 cam OvLn no cede,
bInuan3a-daa wiak on KvlCKa OYWKaHbIM. Ho scmpemun amy degyuwky

(«IHak kaum-Teip» uct. bysa CeTkna u AMUT).

B HUX, KpoMe 06I1eyIIoTPeOUTEeIbHOI JIEKCUMKY, MHOI'O KaproHa: meJkaniap ‘Tej-
KIf', UannalHAatiHelp ‘TIPUCTaBaTh, 0OpaIATh Ha CeOs BHMMAaHME', ueumuHep pasHe-
SKUTBCS, PACTPOTaThCs, JOBEPUTHCS’, X0li ‘9i1 (oOpalieHne)’, dezbec-mup ‘He KaTUT’,
yatieik ‘cymacIieqiyin’ u T. 1. JJoBOJbHO YaCTOTHBI JIEKCMUECKME eIVIHULIBI, CBSI3aH-
HbIe C COBPEMEHHBIM TEXHUYECKMUM IIPOrpeccoM, ¢ IHTepHeToOM: saiikma ‘naikan’,
bI3bIPBIN KAAH 0710K0 ‘OTKYILIEHHOE 16JI0K0’, a Takke Mucmazpam, Ok, I'yyan, atighom,
menegoH, cmc, xoHda, motioma W T. [i.

Kpome TOro, B HEKOTOPBIX MECHSIX OUeHb MHOT'O MaKapOHU3MOB — PYCCKUX, MH-
TePHALMOHAIbHBIX (JIOB, CIIELMATIBbHO MCIO/JIb30BAHHBIX BMECTO TYBMHCKUX KBU-
BaJICHTHBIX JIEKCEM, HaIIpMMep: B ITecHe «He 60 KaHIbIT KOHUYT Oepre KKy CEeH aaH,
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XO0li»: cekcu-00ti, dymaro, nopa domoli; B mecHe «KbI3bUI-LIEHTP»: 2aHzcmep-pen, 6pa-
maw, mosap, ankaul, UHcnekmop, B rnecHe «IlIbIHrad 6013a MEH33»: OUYenc, MmpeHu-
posKka, menesusop, 0usaH, cnopm, gezeHoa, npomeuH, 2etinep, CMaouoH.

B 31011 KaTeropmuy BCTPeuaroTCs [IeCHU U C UCIIOIb30BaHMEM HelleH3YPHbIX CJIOB U
BbIpakeHMi1. K HUM OTHOCATCS Takue necHu Kak «Teikanap» uUCI. AiiabiH ApbIT, Ap-
ThIII Super, «bamrak @unurm» uct. bai-bek, «bpatrTapra» ucr. Aiigam bapsiHnMmaa,
necHu ot «KpIpran-aBaiiap npogaKkiiuH» u T. [I.

U ciemyeT OTMETUTD, UTO ITOA00HbBIE ITECHY OY€Hb OBICTPO PACIIPOCTPAHSIIOTCS Cpe-
oy monoaexxku. OMmopuctuueckme Uianu caTupuueckye CTUX B OCHOBHOM mpecyieny-
10T OOJIMUUTENBHYIO 11€JTb, MCIIO/Ib3YSI B KAUeCcTBe OCHOBHOTO Xy 0’KeCTBEHHOTO ITPY -
éma 1oMop 1 MpoHuto. CaTMpudeckasi IMpuKa ToXe J0/IKHA MMEeTb Xy 0XXeCTBEHHYIO
LIeHHOCTb, 3aBUCSIIYI0 OT JIMPUUECKOTO MOAbEMA U MacTepcTBa ee aBTopa. OJHAKO
COBpeMeHHbIe 3CTpajJiHble TIeCeHHbIe CTUXM ITON TPYIIIbI CTMIIMCTUYECKU OIU3KU K
pa3roBOPHOJ peuu, 31eMeHTOB Xy[0KeCTBEHHO-TTO3TUYeCKOTO CTWISI MaJlo, MHO-
ro ¢pa3s, MOCTPOEHHBIX C HapyllIeHeM rpaMMaTUYeCKX HOPM SI3bIKa, >KaprOHHOIA
JIEKCUKU, UHOSI3bIUHBIX CJIOB.

3akiroueHue

Takum 06pa3oM, COBpeMeHHbIe 3CTpajiHbie MeCeHHbIe CTUXM MOXHO pa3aenTb
I10 IIeCTU TeMaTU4YeCKMUM I'PYIIIIaM, KOTOpPbIe 110 CoAae P KaHMIO JIEKCMUYECKOTO HalloJI-
HeHUsI, TI0 CTeNeHM MUCII0Ib30BaHMSI IUTePaTyPHBIX TPOIIOB BeChMa pa3inyaioTCs.

[TepBble nBe KaTeropyuu MeceHHbIX CTUXOB, a 3TO B CTUXU O JII0OBM, COZlepsKaT Majio
JIUPUYHBIX TUTEPATYPHBIX TPOIIOB, IEKCUKA ITUX ITIECEH HE OTIMUYAETCsI 60raTCTBOM,
OPUTMHAIbHOCTBIO, 3 OJHOJ MEeCHM B APYTYI0 KOUYIOT OGHU U Te Xe dhpa3sbl, BCTpe-
yaroTcs dhpasbl, Hapylawliye rpaMMaTUKy TYBUMHCKOTO SI3bIKa.

[TeceHHBIE CTUXM O POIHBIX JIOASIX OTAMUAIOTCS 60j1ee OMHOPOAHON CTUIVCTUKON,
B KOTOPOI1 ITpe0b1aJaioT 3JIEMEeHThI TUTEPATYPHO-XYI0KECTBEHHOI'O CTUIISI, CTPOKMU
IO9TUYECKM Oosiee MM MeHee 0/1aro3BYYHbI, B HUX JOCTATOYHO OPUTMHAIbHBIX U
KPaCUBBIX TPOIL.

[To cTunmucTuyeckon BbIAEP>KaHHOCTU, OJHOPOAHOCTU U ITO3TUYHOCTMH, BBICOKO
YPOBEHD ITOKA3bIBAIOT IT€CEHHbIE CTUXM O pOAMHE, TIe MMEIOTCA O0JIbIIIEe 3JIEMEHTOB
JINTEPATYPHO-XYIOOKECTBEHHOI'O CTUJISL, MHOTO OPDUTMHAJIBHBIX U KPACUBBIX TPOII.

CraTucTyKa reCeHHbIX CTUXO0B (110cohCKOTo copepskaHysI pa3HOPOIHA, eCThb ITIeCHM
¢ 6oraToii JIEKCUKOIA, C IMTepaTypPHbIMM TPOIIAMM II03TUUYECKOT0 XapaKTepa, HO TaKKe
HeMaJIo MeceH, CoepsKallllX, JIeMeHTbl pa3rOBOPHOTO SI3bIKa, SKapTOHHYIO JIEKCHUKY.

Ctuxmu 1eceH CaTUpMUIEeCKoro, IOMOPUCTUYECKOTO XapaKTepa CTUINCTUYECKU
ONMM3KMU K pa3r0B0pH0171 peun, 3JIEMEHTOB XYOOXXECTBEHHO-ITO3TUYECKOI'O CTUJIA
MaJIo, MHOTO ¢)pa3, ITOCTPOEHHBIX C HAPpYHIEHMEM I'paMMaTUMYECKMX HOPM A3bIKa,
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)K&pI‘OHHOIZ JIEKCUKN, MHOA3bIYHbIX C/IOB. B sTon KaTeropmm BCTpeUyaroTCd IeCH " C
UCITOJIb30BaHMEM HEIIEH3YPHbIX CJIOB M HEIITPUJIMUYHDBIX Bblpa)KeHMﬁ.

TakuMm 06pasom, sI3bIK COBpeMeHHbBIX TYBMHCKUX IeCeH, II0 HallleMy MHeHMIo, B
OCHOBHOM IIpPUOIMKEH K Pa3rOBOPHOI peuy coOBpeMeHHOi monomexu. OgHoit u3
Ba)KHEMIIMX 0COOEHHOCTe pa3TOBOPHOI peun SIBJISIETCS TO, UYTO OTAeIbHbIe (OPMbI
CYILLeCTBOBAHMS SI3bIKA B €T0 COCTAaBe He pa3TpaHUY€eHbl, a aKTMBHO CMEIIMBAIOTCS B
TIOBCEAHEBHOJ peueBoii NMpakTuKe. «OTKPbITOCTb» TAKMUX SI3BIKOBBIX 00pa30BaHUIA,
KaK 00MXOTHO-OBITOBAS PeUb HOCUTEJIEH IMTepaTypPHOTO SI3bIKA M POCTOpeUNe CO3-
AT YCIOBMS IJIsT IPOHUKHOBEHMS B HUX SKaproHu3MoB. [Ipo6mema yroTpebaeHnst
JKaPTrOHHBIX eVHUL], OTHOCSTCS CEerofHs K UYMUIY aKTyaJbHENIINX BOIIPOCOB SI3bI-
Ka U KyJbTypbl. JJOCTaTOYHO aKTUBHOE MCII0JIb30BaHME >XKaproHa B peuyr MOJIOJbIX
JIIofeii U JItofielt 6osee cTapiiero MOKoJIeHMsI, 0COOEHHO B COBPEMEHHBIX ITeCeHHbIX
TEKCTax, BeJeT K MOCTeIIeHHOMY CHUYXKeHUIO TUTepPaTyPHO HOPMbI COBPEMEHHOTO
TYBUHCKOTO SI3bIKa.

M3 cka3zaHHOTO a1eayeT, 4yTo MCCIeJ0BaHM A3bIKd ITIOSTMYECKMX IMeCeH Ba’KHbI
He CTOJIbKO OJisI TYBMHOBEAEHNA, CKOJIBKO OJISI COXPAHEHMS M Pa3BUTHUA TYBI/IHCKOﬁ
SI3BIKOBOM KYJIbTYDPbI, 4JIs1 Pa3BUTUS TYBMHCKOI'O S3bIKa, OJIS TOTO, YTOOBI HOCUTENIN
TYBMHCKOTO A3bIKad 3HAJ/IN CBOJ SI3bIK HE ITPOCTO Ha OBITOBOM YPOBHE, a BJIaae/I UM
Ha 1O0CTAaTOYHO BbICOKOM YPOBHE M OTHOCUMJIMCHb K HEMY 6ep6)KHO.
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IICUXOJIOTUYECKUE
OCOBEHHOCTHU
IMPO®ECCUOHAJIBHOM
NEATEJIBHOCTU
TYBUHCKUX
MVY3BIKAHTOB

AnHa /I-b. Canowlii
Pecriy6auKaHCKUIA LIEHTP Pa3BUTHUS
npodeccruoHaaIbHOro 06pa3oBaHusl,
Pecniy6iuka ThiBa, Poccus

B cmamuwe npedcmasnsiemcs uccnedogaHue ncuxoo-
2uyeckux ocobeHHocmetl npogeccuoHanvHoll desmeio-
HOCMU MYBUHCKUX MY3blKaHmos. Paccmampueaemcs
8IUSIHUE NCUXO0I02UUECKUX Xapakmepucmuk Ha Qop-
MuposaHue YeHHOCMHbIX ACNeKIMo08 NpodeccuoHanu3-
Ma. Aemop aHaIu3uposan (pakmopwl, mMopmossujue
npoyecc pazeumust UCNOJHUMENIbCK020, UMNPO8U3a-
YUOHHO020 Macmepcmea u 00pa3oeamensHoz0 ypoeHsl,
paccmompen 80npocsl hpogeccuoHanbHol 20MoHO-
Cmu MYBUHCKUX MY3bIKAHMO0G K HOBAYUSIM.

B 2016 2. 6b1u onpouieHst My3sikaHmel Llenmpa pas-
sumusi mpaduyuoHHOT MYBUHCKOL KYN1bmypbl U peme-
cen, HayuonanvHozo opkecmpa Pecnybnuku Teiea u
camodesimenvHble ucnonHumenu xoomes. Obujee Koau-
1ecmeo pecnoHoeHmMo8 cocmasuio 31 uen. 8 go3pacme
om 16 do 54 nem, 8ce — myxcuuHsl. Ficnonv3o08axa me-
moduka axkmeosiozudeckux uccnedogauuti. IpumeHs-
JIUCh Makie Memoouxu mecmuposaHus, Oecedvl, Ha-
O1100€eHUs, UHMeP8bIo, ONPOCOB.

AHAMU3 NOJNYYEHHbIX pPe3ylbmamos hnoKasau, umo
UCNOJTHUMENbCKAST 0esimenbHOCb MYBUHCKUX MY3bl-
Kanmos umeem ocobeHHocmu. OHU CKIadbI8amcs u3
KOMNJIeKCa pasHulx Xapakmepucmuk, ycnoeuil, ¢ax-
mopos. CamviMu 8axcHbIMU CPeOU HUX 6JISII0MCS Hep-
Mbl HAYUOHATILHOZ0 Xapaxkmepa mysuHyes, mpaouyuul
MYBUHCKOTI MY3bIKAILHOU Kyasmypsl. IIpogeccuona-

PSYCHOLOGICAL
FEATURES

OF THE PROFESSIONAL
ACTIVITIES

OF TUVAN MUSICIANS

Anna D.-B. Sandyi
Republican Center for Professional
Education Development
Republic of Tuva, Russia

Article presents the study
of psychological peculiarities
of professional activities of
Tuvan musicians. It reviews
the effect of psychological
characteristics on growth
of value aspects of
professionalism. Author
analyzes the factors that
retard the development
of performance and
improvisation  skills and
level of education, discerns
the openness of Tuvan
musicians for innovation.

In 2016 musicians of the Center for Development
of Traditional Tuvan Culture and Crafts, National
Orchestra of the Republic of Tuva and amateur
khoomei performers were interviewed. Total
number of those surveyed was 31 aged from 16 to
54, all - male. Method of acmeological research was
employed. Survey also relied on methods of testing,
conversation, surveillance, interview, polling.

Analysis revealed that performing activities of
Tuvan musicians have some peculiarities. They
consist of the complex of different characteristics,
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HaJIbHOTO 00Pa30BaHMs, IpecenaTeNb PermoHaabHOro otaeneHus ®egepannm MCUxX0I0roB 06paso-
BaHus Poccun. Agpec: 667000, Poccus, . Kpi3bu, yia. Canuaka Toka, 1. 3a. Ten.: +7 (933) 314-49-56.
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JIU3M MYBUHCKUX MY3bIKAHMO8 opmupyemcs 0aneko
He 3a cuem CheyuanbHo20 MY3bIKAIbHO20 00pPA308d-
Hus. Camoobpasoeatue, KOMopoe uei08exk noayuaem
MpaduyuoHHsIM nymem nepedauu UCNOJHUMENTbCKUX
NPAakmuk, Moxcem umems He MeHbliee 3HAUeHUe.
IModobGHoe uccnedosaHue asmopom yxe Npouseo-
Junocy No omHouLeHuw K dpyzoti npogeccuoHaIbHOL
2pynne npedcmasumerneli My8UHCKO20 IMHOCA —
nedazozos 6 2015 2., 8 cea3u ¢ uem denaemcs cono-
cmasJieHue NonyuyeHHslx OaHHbIX. Asmop evldensiem
NeMeHmbl MEHMANbHOCMU, Yepm HAYUOHAILHO20
xapakmepa, Komopsle npucywu u mem, u opyaum 8
CUTy IMHUUecKoll udeHmuguxkayuu, u Komopsvle 6
onpedesieHHOll cmeneHU CNOCOOHb! 8AUAMb HA NPO-
(eccuoHanusm mex u opyeux. Ilpensmcmayrouiumu
NpPopeccuoHaNbHOMY pa3sumuio uepmamu s18asH0mcs
NACCUBHOCMb, HU3KASL KOMMYHUKAOEbHOCMb, CO3ep-
yamesibHOCMb, 3AHUNEHHAS CAMOOUEHKA, a Maxxce
HexcesiaHue 0blCMpo2o npuHamus Hosayuti. Tem He
MeHee CUbHASL MPaduyuoHHOCMb, NOHUMAeMAs KaK
YHUKAJIbHOCM®b, CAMOOBIMHOCMb, NOHUMAEMCS Kak
(pakmop, ykpenastowuii npogeccuoHanusm.
Knioueevie cnosa: Tyea; myBuHcKas My3sviKd; My3bl-
KaHm; akmeosiozuueckuii Memod; akmeozpamma; ak-
MeoJl02uUecKue UHBAPUAHMbl NPOPECcCUOHANUZMA

BeedeHue

conditions, factors. The most important among
them are the traits of national character of
Tuvans, traditions of Tuvan musical culture.
Professionalism of Tuvan musicians shapes by no
means only through the special musical education.
Self-education that one receives by traditional ways
of passing the performance practices can have no
less important value.

Author has already conducted such a research
in relation to another professional group of Tuvan
ethnos - in 2015 with pedagogues, so this time
she has a chance to compare the data. Author
distinguishes the elements of mentality, traits of
national character that characterize the either
group by virtue of ethnic identification and, in some
degree, affect the professionalism of both. Dampers
for professional growth are inertia, low sociability,
meditativeness, self- depreciation and reluctance
to innovations. Nonetheless, strong traditionalism
conceived as uniqueness is perceives as a factor
that promotes professionalism.

Keywords: Tuva; Tuvan music; musician;
acmeological method; acmeogram; acmeological
invariants of professionalism

B cratbe MpecTaBisieTcss UccaeqoBaHMe MCUX0NIOTMYeCcKuX 0co0eHHOCTel mpo-
dbeccroHaNIbHOM NeSITeTbHOCTM TYBUHCKMX MY3bIKAHTOB BO B3aMMOCBSI3U C OCO-
OeHHOCTSIMM TYBMHCKOI'O HAIlMOHAJIbHOTO XapaKTepa U BIMSHME ICUXO0JIOrMYeCKIX
XapaKTepUCTUK Ha GOpMUPOBaH/e aKMeOJIOrMUeCcKMX MHBApMaHTOB MpodeccroHa-
aM3Ma. ABTOP aHAJIM3MPOBAI IMPOTUBOPEUNS, TOPMO3SIIINE TTPOIEeCC Pa3BUTUS WC-
TTOJTHUTEIbCKOTO, MMITPOBU3AI[MOHHOTO MacTepPCTBa 1 06pa30BaTeIbHOTO YPOBHS B
KOHTEKCTe ITpodeccroHaIbHO TOTOBHOCTY MOJIOABIX TYBUHCKMX MY3bIKAHTOB pea-
JIM30BBIBATh HOBYIO MTAPAZUTIMYy B KYJIbTyDE.

Borpoc BAMSHMS UepT HallMOHAIbHOTO XapaKTepa Ha pa3BuUTye npodeccruoHatn3-
Ma MY3bIKAaHTOB paHee HMKeM He 3aTparuBajics. PelieHue 5Toi nccienoBaTeabCKOi
3a7la4M SIBJISIETCS AKTYaJIbHBIM M HOBBIM, I MOKET ITPUOTKPBITh «3aBeCYy» HEMOHMMa-
HUS — TI0YEMY B OFHMX CJIydasiX TYBUHCKME MY3bIKAaHTbI aKTUBHBI, ¥ TIPOOYKTUBHBI
OTHOCUTEJIbHO peann3aluyu KOHIEPTHOM U TacTPOIbHON AesTEeIbHOCTU U y4aCTUSsI
B KOHKYpCax pasHbIX YPOBHEI. A B IPYyTUX CIydasix HAOIIOAAeTCS] UX MacCMBHOCTbD,
MeIJIUTebHOCTb, HEMOTUMBMPOBAH~HOCTb Ha MpOodeccoHalIbHbIi POCT, HA PaCII-
peHue ux 06I1e006pa30BaTeILHOrO YPOBHS M KPyro3opa u T. [i.
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[Tomo6HOe ¥cciemoBaHue aBTOPOM YKe MPOM3BOAMIOCH M0 OTHOIIEHUIO K Y-
roii nmpodeccroHaabHO TpyIIIe MpeacTaBuTeNeil TyBUHCKOTO 3THOCA — MeJaroros
B 2015 r. (Cangprit, 2015), B CBSI3U C UeM TaKKe MHTEPECHO COIIOCTaBJ/IeHMe ITOTyUYeH-
HbIX TAHHBIX.

IIpo6nemol npoheccuoHanusma my8uUHCKUX MY3bIKAHINOG

MysbIkajbHas KyabTypa B TyBe 3a mocjiegHue ABAAIATD JIET CTaja OOHUM U3 IIPU-
OPUTETHBIX U MEPCIIEKTUBHBIX HAIIPaBJIeHNUI pa3sBUTUS KYIbTYPbI pecyomku. Of-
HAaKO, Hallli HAOII0AeHMs TTI0KA3bIBAIOT, UTO B TAKMX OpraHmM3anysx, Kak TyBuHCKas
rocygapcrBeHHast punapmonust, HarmonanbHbIi oprectp Pecrry6miky ToiBa u LleHTp
PasBUTHSI TYBUMHCKOM TPAAUIIMOHHOM KYJIBTYPbI U peMeceJl, Tae paboTaloT Bce HAIlU
npodeccruoHaIbHbIe MY3bIKAHTBI, HE TOBOPS O He MpodeccuOHaTbHbIX My3bIKAaHTAX,
OTCYTCTBYET HOPMAaTUBHO-IIPaBOBasl JOKYMEHTALMs, Iie ObUIM Obl YETKO ITPOITMCa-
HbI OCHOBHbIE KPUTEPUM U TTapaMeTPhl M0 UX IMPodhecCMOHATbHOMY POCTY U Ipodec-
CMOHAJIbHOMY Pa3BUTHUIO.

Kpome Toro, mpodeccroHasibHble My3bIKaHTbI, B TOM UMC/Ie Y UCTIOTHUTENN TOp-
JIOBOTO TIeHMSI, He YUYaCTBYIOT B pa3paboTKe MPOrpaMM MOBBIIIIeHNS KBaaUbUKaIum
" yue6HO-MeTOAMUeCKMX MaTepMaioB 10 BOIIpocaM pasBUTUS CUCTeMbl 0O0pa3oBa-
HUSI B cpepe TYBMHCKOJM HApOAHOI MY3bIKaJIbHOM KyJIbTYpbl. DTa MpobaemMa CTaHO-
BUTCSI TeM 00jiee OCTPOIA, MOCKOJIbKY Ha TJIeuy BeIyIIMX MY3bIKAHTOB PeCITyoauKu
JIOXKATCSI U Takue 3a7aui, Kak o0ydyeHye MpeeMHMKOB. [IpuyemM, obyyeHne TOIKHO
OBITH B TPAAUIINSIX CBOOOIHOM MMITPOBM3ALINM, XapaKTEPHOI [/ TpebIAyIINX I10-
KOJIEHUI1 HOCUTeJIel TYBUHCKOM TPAAULIMOHHOM MY3bIKaJbHOM KYJIbTYpPhI. B 3TOM 1
3aKJII04aeTCss HAPOLAHOCTb, YHUKAIbHOCTb, TPAAULIMOHHOCTDb TYBMHCKO KYJIbTYpPHI. B
9TOJ CBSI3U pab0OTa COBpeMEeHHbIX TYBMHCKUX I1e€larOroB-MYy3bIKAaHTOB, UCITOTHUTE-
Jieil HapoJHO¥ MY3bIKM, JO/IKHA ObITh HallpaB/ieHa Ha Co3[laHle CBOeoOpa3HbIX UC-
TIOJTHUTEIbCKUX IIKOI.

3. K. KeIpreic cunrtaer, uTo B TyBe paHblile CYIIeCTBOBAJIM AEBATh LIKOJI TOPJIOBOIO
TeHMs1, KOTOpOoe OHa Ha3biBaeT TepMUHOM XOpeKT33p (Kbipreic, 2002: 118), Torma Kak
HaunboJsIee M3BECTHBIM TEPMMHOM B MUpe cTaa — XooMeii. OHa ruiieT: «CBUIeTeNb-
CTBOM YCTOMUYMBOCTYU TPAOUIIMIA CTUJISI XOPEKTI3P B 3anagHou u LlentpanbHoit Tyse
CJTYSKUT U ITpodecCcMOHaTIbHOE MAaCTEPCTBO €0 MCIIOJTHUTENIe: CBOOOIHOE BIaeHe
OCHOBHBIMM (hopMaMM 3BYKOBOJI peanu3alnym, ocobast meceHHas MaHepa, pa3BuUTas
UCIIOJTHUTEIbCKAsI TeEXHUKA, TO3TUYECKUIT Aap, MOApa3yMeBaoIuii UMITPOBU3ALIIO
VICTIOJTHUTEJISI» (TaM 3Ke).

To ectb mpodeccMoHaIM3M TYBUMHCKMX MY3bIKAHTOB B 3HAUMTEbHON CTEIeHM
IOJKEH OMMPaThCsl HA MHOTOBEKOBBIE TPAAMIIMM VCIIOJHUTEIHCKOTO MacTepCTBa,
KOTOpPbIE TeCHO B3aMMOCBSI3aHbI C MMPOBO33PEHUYECKMMY YCTAHOBKAMM TYBUHCKO¥
KYJIbTYPbI, C 0COGEHHOCTSIMM HAI[MOHAJIBHOTO BOCIIPUSTHUS OKPY’KaIOUIEero Mupa, To
€CTh C 0COOEHHOCTSIMM HAI[MOHAJIbHOTO XapaKTepa TYBUHIIEB.
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[log BausiHMeM psiga (GakTOpoB (MCTOPUUYECKOTO, COILMATbHO-TIOUTUYECKOTO,
X03S1ICTBEHHO-9KOHOMMUYECKOTO U Ap.) Y TyBMHIIEB CPOPMUPOBATUCH TaKMe TICUXO-
JIOTUYECKMe XapaKTEePUCTUKM, KaK TePHUMOCTb, CIVIOYEHHOCTb, HEIIPUXOTINBOCTD,
CaMOCTOSITEIbHOCTb, HACTONUMBOCTb, HE3ABUCUMOCTb U CIIOCOOHOCTb TEPEHOCUTD
JIAILIEHNSI, TOCTEIIPUMMHOCTbD, YYyTKOCTb, YBasKEHME K CTAPIIMM M MJIaf UM, yBayKeHe
IOOCTOMHCTBA U UeCTU ApyTux itofeli v ap. [IpupogHo-KaMMaTniyeckye GakTopbl TAKXKe
MOBIMSIIV HAa GOPMUPOBaHMeE TaKMX XapaKTePUCTUK, KAK CAMOOPraHM30BaHHOCTb, Ca-
MOOTpaHuYeHle, CaMOYCIIOKOEHHOCTb, yMEPEHHOCTb BO BCEM, CTpeMJIeHe K 6asaHCy
¥ TApMOHMY BO BCEM, YpaBHOBEIIIEHHOCTb, OepesKHOe OTHOIIIeHYE K ITPUpPo/ie, KO Bce-
MY OKpyKarouieMmy mupy (Jlamaskaa, 2013: dnexkrp. pecypc). Y. K. Jlamaskaa maske oripe-
neJisieT TYBUHCKMI HallMOHA/IbHbIN XapaKTep B 11eJI0M «Pe3KO-KOHTMHEHTAIbHBI» 110
TOMY, KAKOB KJIIMAT B PETMOHE ¥ KaKOBO IMPUPOTHO-KIMMaTUIYECKOe pa3HooOpasue B
Hei1 (Jlamaxkaa, 2004: OnexTp. pecypc; 2011: 110-136).

B uncsie KOHCTAHT TYBMHCKOM KYJIbTYPbI TAKKE OTHOCSTCS YCTOMUMBBIE POACTBEH-
Hble OTHOIIIeHUSI B 60JIbIIIOI CceMbe POACTBEHHMKOB. BOMBIITMHCTBO COBPEMEHHbIX TY-
BMHIIEB OPMEHTMPOBAHO HAa COXpPaHEeHMe CEMEeNHbBIX LIeHHOCTEN U TpaauLiuii CBOero
Hapoza (Tosyy, 2001).

Ecnu ke Mbl pacCMOTPUM TNPUBEPXKEHHOCTb K TPAAULIMOHHOCTU B [JEHHOCTHOM
acrieKkTe, TO C MO3UIMMY aKMeOoJIOrMM MPodeCcCMOHaMN3M IMYHOCTY My3bIKaHTAa — €CTh
ero KaueCTBeHHas XapakKTepUCTUKa, OTpakarolasi BbICOKUI ypoBeHb C(hOPMUPOBAH-
HOCTU TPOdeCcCMOHATbHO BaXKHBIX JIMYHOCTHBIX KaUeCTB, MPEX/e BCero KpeaTUuBHO-
CTU, TIpodeCCUOHaATbHO-OPUEHTUPOBAHHO MOTUBALIMM U IIEHHOCTHOTO OTHOIIEHUST
K CaMOCOBePIIeHCTBOBAHMIO ¥ TBOPYECKOI caMopeanu3alum B mpodeccuu (AKmeo-
sorust, 2002: 77). Takum 06pa3oM, Mbl He paccMaTpuBaeM IpodeccrMoHaIM3M C TOU-
KU 3peHMs] HaJuuusl AUIUIOMA O CIeUaJIbHOM MPOdeCcCMOHAIbHOM MY3bIKaJIbHOM
obpaszoBaHuu. [IpodeccruoHanaM MOHUMAETCS 3eCb HaMU C TOYKY 3peHMST pa3By-
TUS Y MY3bIKAHTOB aKMeOJIOTMYEeCKMX MHBAPMAHTOB — OCHOBHBIX KaueCTB M YMEHU,
obecreunBaIIMX UCIIOTHUTEISIM CTaOMIBHOCTD U 3(PHEKTUBHOCTD BBITIOIHSIEMOIA
IesTeIbHOCTY — MY3bIKQJILHOTO MCIIOJIHUTEILCKOTO TBOPYEeCTBa.

Pe3y11bmamb1 akmeozpammuuecKkozo uccjiedosaHust

JIJIs1 HaIero MccjieoBaHusl, KOTopoe Ob110 IpoBefeHo B 2016 ., MbI MCIIOIb30Ba-
JI1 METOAMKU aKMeOJIOTMYEeCKUX UCCIeN0BaHMil, KOTOPbIE OMMCaHbl B TPydaX U3BeCT-
HbIX crenannucToB: A. A. bomaneBa (bogaines, 1995), A. A. Ilepkaua ([epkau, 2000),
H.B.Ky3pmuno1i (Ky3bmuHa, 1990) 1 gp. Kak 0CHOBHO# MeTOZ, aKMeOIOrMYeCKOTO I10/I -
XOJIa JIJISt HAC BBICTYIIA/ METOJl aKMEeOrPaMMbI, KOTOPbIi ITPeICTaBIISIeT COO0 CUCTe-
My TpeboBaHMI, YCIOBUI 11 (haKTOPOB, CITOCOOCTBYIOUIMX ITPOTPECCMBHOMY Pa3BUTHIO
rpodeccruoHaIbHOTO MacTepCTBa U IMYHOCTH crielanucta (Akmeosnorus, 2002).

Bo BpeMms McciemoBaHMSI M OUATHOCTUKM T'PYIIIBI TYBMHCKUX MY3bIKAHTOB MBI
MIPUMEHSUIM TaKye MeTOIMKM cOopa JaHHBIX, KaK TeCTMpoBaHue, becena, Habmome-
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HMe, MUHTePBbIO, OTIPOCHI U IIp. 1JIs1 TPYIIIibl My3bIKAHTOB Mbl METOAMKY IlepeBe/iu Ha
TYBUHCKMI SI3bIK (Uero He Aenanu st ucciaemoBanus nmegaroroB 2015 r. (CaHabIii,
2015), yTO B UTOTE JAJI0 CPABHUTEIBHO 00jIe€ OTKPBITHIE U IIMPOKME OTBETHI HAIINMX
PEeCIIOHIEHTOB).

Cpeny HalllMX UCCIeAyeMbIX ObIM MY3bIKaHThI LleHTpa pa3BUTUS TPAIUIIMOHHOIM
TYBUHCKO1 Ky/IbTYpbI 1 peMecesi, HalimoHanbHOro opkectpa Pecrryonuku ThiBa 1 ca-
MogesiTe/IbHble UCTIOMHUTENN xooMes. OOliiee KOIMYECTBO PeCIOHIEHTOB COCTaBU-
70 31 yenoBek (100%) B Bo3pacTte oT 16 mo 54 neT, Bce — MYKUMHbBI. B cpaBHeHUM
C OIPOIIEHHbBIMM TYBMHCKMMM MefaroraMu ypoBeHb X 06pa3oBaHMs ObUT HIDKE: Y
pecIioHJIeHTOB-TIefaroroB 77,2% umenu Bbiciliee 00pa3oBaHKe, a Y My3bIKAHTOB Ta-
KOBBIX OKa3ay1ioCch TOJbKO 10%. Cpeny caMofiesiTe/IbHbIX My3bIKAaHTOB ObUIV IIpeCTa-
BUTEJIM CAaMbIX pa3HbIX Mpodeccuii, B TOM uncie yabaHbl ((KMBOTHOBO/IbI), CTYIEHTHI,
BOCITUTATENb IOUIKOJIBHOTO 00pa30BaTe/IbHOTO YUpeXaeHus (AeTCKOro cajia), MeTo-
oUCT U T. I. KBanudukalMoHHble XapaKTePUCTUKY BbIOOPKM MCC/IeOBAHHbBIX ObLIN
cienymwoiue: cpeau mpodecCcMoHaTIbHBIX MY3bIKAHTOB BBICIITYIO KBATU(DUKAIMOHHYIO
KaTteroputo umenu 6 uvein. (6,2%), nepsyro — 3 yven. (1,8%), Bropyro — 3 vein. (1,8%).
MMmeroniue 3BaHMS «3acTy>KkeHHbIV apTuCT Pecrryonku ToiBa» — 2 yerl.; «HapogHblii
X0OMeIKu» — 2 4den. Y HempodecCMOHa/TbHbIX MY3bIKAHTOB KBaM(bUKAIMOHHbIE
KaTeropmu OTCyTCTBOBaIM. OUeBUIHO, UYTO BOIIPOC MOBbIIIIeHMS KBaTUPUKALIUU MY-
3bIKAHTOB SIBJISIETCSI OUeHb BasKHbIM. EC/IM y Ie1aroros MoBbIllleHMe KBaTU(UKaLun
BO3MOKHO Ha 6a3e TYBMHCKOTO MHCTUTYTA MEPEIOATOTOBKY U TTOBBIIIEHNST KBaJIM-
dbuxary MuHncTepcTBa 06pa3oBaHms M Hayku Peciry6imyiky ThiBa, TO y My3bIKAHTOB
TaKOTO CIIeLMaJIbHOr0 YUpPEeXAeHNS HeT.

Kypcol nepenodzomosku u noswliieHus K8aaugpuxkauuu cpeny orpoIIeHHbIX MY3bl-
KaHTOB IpodeccroHaoB rmpouuii 29%. B ocHOBHOM KBa/IM(UKAILMIO OHY TTOBBIIIA-
Jin B LleHTpe TpaAUIMOHHOM TYBUHCKO KYJIBTYPBI U pemecerl, a Takke B KbI3bIICKOM
KOJUIe[IKe VICKYCCTB. Y OCTaJbHBIX 71% My3bIKAHTOB-IIPO(eCccoHaNIOB OTCYTCTBUE
IOMOJIHUTEILHOTO 00pa30BaHMsl, MOBBIIIEHNS KBATMMUKALMM CBI3aHO C HEXBATKOIM
BpemMeHU. Kpome TOro, My3bIKaHTbI CETYIOT Ha TO, YTO AJIS HUX MTOYTU OTCYTCTBYIOT
MpakTUYecKye 1 TeopeTuyeckie Kypchl MOBbILIEHMS KBaIUPUKAIUA.

Hapsimy ¢ 3T, IOATBePXKaAaeTcsl MHTepeCcHbI (akT O TOM, UTO B OCHOBHOM MY3bI-
KaHTbI HEIpodecCcroHaIbl YIMINCh CAMOCTOSITETbHO C TIOMOIITbI0 CAMOOOPa30BaHMS
— 11 yenoBeK AOCTUIIM TTPOGeCCUOHATBLHOTO UCIIOTHEHMSI HApOIHOM MY3bIKI, IMesI
HACTAaBHMKOB, CTYIIAs BBICTYIIEHMSI HAPOOHBIX apTUCTOB, UJIU IIPOCTO TaJTaHT/IUBBIX
POZICTBEHHMKOB, OTI1Ia, OpaTa, a Takke u3ydast ayJ1o- M BUIe03amCu.

B HalieM uccaeqoBaHUM METOAOM aKMeorpaMMbl Mbl pacCMaTPUBAIM CTPYKTY-
Py CITOCOOHOCTY U MHAMBUIYAIbHOCTY Y MY3bIKAHTOB, YUMTbIBAsI KagpoOBOe JBIKe-
HIe, KypChl TTOBbIIIEHMS KBaaMUKalu, akageMuyeckoe oopazoBaHne. B utore Mol
oIpenie/IIN, YTO Y My3bIKAHTOB IpodeccoHaIoB UMeeTCsl 06pa3oBaHMe Ha YPOB-
He aKajgeMuueckoro. OcTajabHbIe ke HalllM PeCIIOHIEHTbI, @ X O0bIINHCTBO, C 3TO
TOYKM 3peHMsI MMEIOT CaMOCTOsITeJIbHOe 06pa3oBaHue, UTO COOTBETCTBYET TPaAULIV-
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OHHO1 hopMe 06yueHMs. [Ipy 3TOM, ITOCKOIBKY He MpodecCcoHaIbl 1eMOHCTPUPYIOT
ypOBeHb 1 TPodheCcCHOHATBHOTO UCITOIHUTETLCKOTO MacTepCTBa, 3TOT MyTh 00pa3o0-
BaHMS MOKET CUMTAThCS BIIOJIHE IIPMEMJIEMBIM M COIJIACYeTCS C HapOIHBIMM METO-
mamu oOyueHMs U Ilepemauy 3HaHUIA.

B xone mccnenoBaHusl MOACTPYKTYPbI HAIIPaBA€HHOCTM JIMYHOCTU U crieliduue-
CKMX MHBApMaHTOB PO eCcCMOHaIM3Ma PECTIOHIeHTaM ObLIIO ITPeIJIOKEHO BhIOPATh
He MeHee TpeX XapaKTepoJoTMUeCKMX 0COOEHHOCTEN ¥ HPaBCTBEHHBIX KAUeCTB, KO-
TOpbIe OTJIMYAIOT UX OT APYIUX YWIEHOB MY3bIKaJbHOIO KOJIekTuBa. I1o xapakrepo-
JIOTUYECKMM OCOOEHHOCTSIM ¥ HPaBCTBEHHBIM KayecTBaM HaIIMX PEeCIIOHIEHTOB,
MY3bIKQHTOB ITpodeccuoHalIoB U HempogeCcCMOHaI0B OT/INYAIOT OT MpeicTaBUTeNeil
opyrux rpodeccuii, o UX MHEHMIO, CJieflylolliiie KauecTBa: TBOpuecTBO — 61,2%;
0COOEHHOCTM MOTMBALIUMYM U TIOTPEOHOCTY B NOCTMKeHUSIX 54,8%, olleHKa camopea-
nu3anuu 51,6%, kpeaTuBHOCTD 50%.

Taxkske MbI BUAMM, UTO B TPYIIIie My3bIKAaHTOB IpodeccroHanoB 1 Hermpodeccuo-
HAaJIOB BbISIBJIEHBI ¥ KDUTEPUM C HU3KMMMU T10Ka3aTe/ISIMIU, KOTOPbI€ OHM OTMEYaloT Y
ce06s1: cCaMOOILIeHKa, IIeHHOCTHBIE OpUeHTalM, MHTepechl — 6 uel. (19,3%); oopas «SI»
M MHTEJIJIEKTYaJIbHOCTb — 110 8 ues. (25,8%). [Io maHHbIM KpUTEPUSIM OLIEHKM Halllu
pecCIIOHAeHThbI He BUIST CBOM XapaKTepoJoruyecke 0COOeHHOCTY 1 HPpaBCTBEHHbIE
KauecTBa, KOTOpbIe ObI OT/IMYAJIN UX OT APYIUX IIpodeccruoHaIbHbIX U Hermpodeccuo-
HaJIbHBIX MY3bIKAaHTOB U M1earoros. Mbl 0OTMe4aeM y My3bIKAHTOB BbICOKYIO CTEIIEHb
CKPOMHOCTM, KOTOpasi BbIpaskaeTcsi B (opmyaax YHUUMKUTEIbHOV CaMOOLIeHKU
«MeH 6arait Kimku» («$I — 1maoxoi (HMYTOXKHbBIN, MeJIKuit) yeloBeKk»). [lomobHas ca-
MOOLIeHKa IIPUCYTCTBOBA/IA U Y UCC/IELOBAHHBIX HAMU [1€1aroroB-TYBUHIIEB.

ITo HanieMy MHEHHMIO, IO KOHIa XX Beka TYBUMHCKAs HapOOdHas MY3blKa/JIbHAA
KYJIbTYpa pa3BUBaJdaCb CMJIaMU OTAE/TIbHbIX TaJIAHTIMBBIX JIMYHOCTEe. MBI ceituac Ha-
6]IIO,I18.€M TEeHACHINIO IIPOIrpeCCMBHOI'O PAa3BUTHUA MY3bIKAHTOB B CTOPOHY npod)ec—
CMOHAJIbHOI'O MacCTepCTBd, ITO3TOMY BbISCHSIM aKMEOJIOTMUYEeCKIMe MHBAPUAHTbBI UX
HpOd)ECCI/IOHaI[I/IBMa. [Toxg 3TMM TMOHSITHMEM dBTOD IIogpa3yMeBdeT OCHOBHbIE CBOJ-
CTBa, KaueCTBa 1 YMEHUA HpOCbeCCMOHaHa, O6€CH€‘-II/IBaI-OH_U/Ie BBICOKYIO SCb(beKTI/IB-
HOCTb ¥ CTaOMIBHOCTD JeATeJIbHOCTU HE3aBUCHMMO OT €€ COAEeP>KaHNA U CHELU/I(bI/IKI/I.

AKmMeosornueckue MHBapMaHThI MpodeccroHaa3Ma 6bIBaloT: a) OOIIMMM, TO €CTh
He 3aBUCSIIMMMU OT CIelUPUKM OesiTeTbHOCTY U TIPUCYIIMMU BceM MmpodeccroHa-
Jam (pasBuUTas aHTUIIUIIALIVSI, BBICOKMIA YPOBEHb CaMO-PeTry/siiuy, CUIbHAsT MOTHU-
BallMs JOCTYKeHMIH); 6) crielinbuyecKMM, OTPpaskaloIMMK coflepskaHue U TpeboBa-
HMSI TIpOdeCcCOHATbHOM esITeIbHOCTY (HarpyumMep, cuia BOJIN, IPOHUIIATEeTbHOCTD,
CTPeCCoyCTOMYMBOCTD U M1p.) (AKmeosiorus, 2003).

Ha Ham Bompoc: «Kakue akmeonozuueckue UHeapuaHms! npogeccuoHaiusma om-
JUYam umeHHo Bac?» Mbl moayumwiIn cienyiouie oTBeThbl: 50% pecroHIeHTOB (Kak
rpodeccroHaoB, Tak U He MPodecCMOHAIOB) OTMEUAlOT y cebst Haauuue o0IIMUX UH-
BapuaHTOB, 100% — crienupuuecKkux.
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Ha nHary rmpocb0y «Bobipa3ume omHouleHue K gawieti desmenpHocmu Ha pabome» Mbl
TTOTYUYM/IU CIeOYIONIYI0 KapTUHY MHEHMI1: paboTOoli C BbICOKOI MTOTPe6HOCTHIO B JI0-
CTUKEHMSIX Ha3Ba/IM CBOIO paboTty 61,2% pecrioHIeHTOB, paboToi C BLICOKOI MOTH-
Baimeit — 58%. Y 6omnbimHCTBa MTpodeccuoHaIbHbIX MY3bIKAHTOB CaMOpean3alys
HaXOIMUTCS Ha BbICIIIEM YPOBHE, B TOM ulCjie U Y HermpodecCrMoHaIoB Toxe. B xome
IOTIOTHUTEILHOTO OITPOCa C TYBUHCKMMM My3bIKaHTaMM BBISIBJIEHO, UTO ITpodeccuo-
Ha/IM3M MacTepCTBa CUUTAETCSI MepOii OTBETCTBEHHOCTH U OKHA COOTBETCTBOBATD
3Ta/I0HAM TPASULIMOHHON MY3bIKQJIbHOM KY/IbTYPbI.

AHanu3upys OTBeThI PeCIIOHIEHTOB Ha Borpoc «OuyeHume “y3kue mecma” Bauwe-
20 npogpeccuoHanu3ma», Mbl IOMBITATUCH PACCMOTPETh, KaK/e YCIOBUS M (PaKTOPBI
MeNIalT POCTy MpodeccuoHaiM3Ma TYBUHCKMX MY3bIKaHTOB. MbI MMOTYUYMIN CIIMCOK
c/IenyoIMX MpobyieM: He3HaHMe PYCCKOTO SI3bIKa, I3bIKOBOI 6apbep; OTCYTCTBME CO-
OTBETCTBYIOIIEro 06pa3oBaHys 110 HAaIIPaBAeHUIO; OTCYTCTBME CTYAMM 3BYKO3AIINCH;
OTCYTCTBME METOIMUYECKOIO COMTPOBOXKAEHMS; OTCYTCTBYME 3HAHUI IO MEeHeIKMeH-
Ty, OTCYTCTBME 3HaAHMII IO MHGOPMALMOHHO-KOMMYHUKATUBHBIM TEXHOJIOTUSIM
(KOMIIBIOTEPHBIM IIPOrpaMMaM I10 BUIAE0-ayau0 MOHTaXY, HOTHOM oludpoBKe, me-
yaTaHUIO U Jp.); HECOBMECTMMOCTb MMEIOIIMXCS yUeOHBIX ITPOrpaMM ¥ HOPM Tpaau-
IIMOHHOM MY3bIKM; ITPO6JIeMbl MEXJIMYHOCTHBIX OTHOIIIEHMI 1 1p. Bce 3T0 Bocmpu-
HMMAaeTCsI OCHOBHBIMM (paKTOpamMu, MeIIaloMMM poCTy IpodeccroHanm3mMa.

MpI TaksKe MOMPOCUJIN HAIIUMX PECIIOHAEHTOB IOOEIUThCS «/[0N0JIHUMENbHOU UH-
popmayueti o cneuuguxe ucnonHumens (apmucma) sauleti dessmeavHocmu». Iloayunan
cenyrole OTBEThI 110 HallpaBIeHUSIM :

— passumue 8 0p2aHuU3ayUOHHOM HaAnpaeeHuu: TpebyeTcsl exkeTHeBHas perneTy-
1IMs, BHMMaTeIbHas MOATOTOBKA, CUCTeMHas paboTra Haj cob6oit 1 «ObITh Bcerma B
dbopme»; apTUCT Bceraa NO/KeH ObITh OPTaHM30BaHHBIM, 3HATh, KAK OPraHM30BaTh
COJIbHBIN KOHLIEPT, 3apaHee IPOBECTU MePeroBOpbl C OpraHu3auuUsIMU, Ihe MpPoBO-
IUTCS KOHLIEPT UM BBICTYIIJIEHME ; CBOEBPEMEHHO IMOATOTOBUTH KOHLIEPT, yMEThb Ha-
CTpauBaTh CBOJ MY3bIKaJIbHbII MHCTPYMEHT, UMEeTb COOTBETCTBYIOIIVIT NYIIeBHBIN
HaCTPOI apTUCTa;

— 8 Op2aHU3aYUU NPOYeCcca CYyeHU1Uecko20 80NJ10UIeHUS : VICTIOTHEeHe TTeCHU AO/IKHO
OBITH OT AYIIN; HAJIO MMETh OIBIT BBICTYIIJIEHUI Ha CIIeHe; NO/KHA OBITh XOpOIIast
pexxuccypa; HaJo yuecTb KOCTIOMMPOBaHMe, TPUM, paboTy BM3akKMCTa M KOCTIOMEPa;
Ha/I0 MMeTbh CaMOOPraHUM30BaHHOCTb; HAJ0 1IEeHUTh I'OJI0C, Pa3BMBATh CIIEHNUYECKYIO
KYJIbTYPY, UMeTb CUTy BOJIM U TICUXOJIOTMUECKNUIT HACTPOIi; HAaJlo TIeTh OT AYIIN, Be-
PUTH B CBO€ UCIIOTHEHIE;

— 60 83aUMO0eLiCMBUL CO 3pumeMu: BasKHO XOpOIllee MCIIOJIHeHe, Hafo ObITh B
xapakTepe” 1 O6bITb XapM3MaTUUHBIM; HaZ0 METh C YYBCTBOM, ITOAAEPKMUBATh CBSI3b
CO 3pUTEJISIMMU;

— 880npocax eocnumamesbH020 NPoyecca: HaJio IOHMMAaTh, YTO My3bIKa [TO3UTUB-
HO BJIMSIET Ha IyIITy UeJI0BeKa, pa3BMBAET Ky/IbTYypYy, 00yuaeT 6epeskHOMY OTHOILIEHUIO
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K TIpUpoJie, K TPAAULIMSIM CBOero (TyBMHCKOTO) Hapoza, UCIIOJIHUTEJIb TOPIOBOTO Te-
HUSI He TOJIbKO apTUCT, OH ¥ HaCTaBHMK MOJIOJIOTO TOKOJIeHNS; BA)KHO BHyTpeHHee
IyXOBHOE OuuIlleHNe.

Ha Borpoc o IMYHOM ITOHMMaHMUM TOTO, UTO €CTh BepilirHa ImpodeccruoHann3ma,
OBLIM TTOJTyYeHbI CIeAylolye oTBeThI: «[IpodeccrnoHanu3M — 3TO KOTA KEMUYKUHY
TYBMHCKOM KYJIbTYPbI ITIepefaelll oyayImm IoKoaeHusIM», «IIpodeccroHan — 3To uc-
TIOJTHUTEb, 3aCTY>KUBILNIA YBaKeHMe CBOero Hapoaa», «3HaHMe, yMeHMe U HaBbIK BO
BCeX MATU CTUJISIX TOPJIOBOTO IEeHUSI», [OCTUYD 3BaHUS «3aCTy>KeHHbIN apTUCT Pecy-
6Ky ThiBa», «BbITh C My3bIKOV BOEAMHO», YMEHME UCIIONHSATh MY3bIKY CBOOOTHO U
Ha BbICOKOM YPOBHE, BUPTYO3HO BJIAJIEThb UTPOI Ha HECKOJIbKUX MY3bIKJIbHbBIX UH-
CTPYMEHTaxX U T. [I.

3akiroueHue

AHanu3 no/syyeHHbIX pe3yabTaTOB Halllero MCCIegoBaHMs IOKasaj, YTO MCIION-
HUTENbCKAs AesITeTbHOCTh TYBMHCKUX MY3BIKAHTOB MMeeT 0COOeHHOCTM, KOTOpbIe
CKJIaIBIBAIOTCSl U3 KOMILIEKCA Pa3HbIX XapaKTePUCTUK, YCIOBUIA, (aKTOPOB, Cpean
KOTOPBIX Ba&XKHBIMU SIBJISIFOTCS Ye€PThl HALMOHAIIbHOTO XapaKTepa TYBUHLEB, TPaAu-
LI TYBUHCKOI MY3bIKaJIbHOI KyJIbTYphI. [IpodeccrnoHanu3m TyBUHCKMUX My3bIKaH-
TOB (hopMUpyeTCs Jaqeko He 3a cueT CIelyaJbHOr0 MY3bIKaJIbHOTO 06pa3oBaHus,
caMoob6pa3oBaHMe, KOTOPOe UeIoBeK MoydyaeT TPAAUIIMOHHBIM ITyTeM Iepeaadn Mc-
TOJTHUTE/IbCKUX TTPAKTUK, MOKET MMeTb He MeHblliee 3HaueHue. VIMeHHO 0 BasKHOCTU
HapOAHBIX METOIMK 00yUeHMsI My3bIKaHTOB FOBOPSIT 3STHOMY3bIKOBeIbI B.10.Cy3ykeii,
3. K. Keipreic (Cysykeit, 2007; Keipreic, 2002) u gp.

Ecii, KoTopbie 06001TUTh Pe3ybTaThl OMPOIIEHHBIX HAMM MY3bIKAHTOB C TaHHbI-
MM TeJaroraMu, TO Mbl BUIMM HEKOTOpPbIE 37IeMeHTbl MeHTa/IbHOCTH, UepT HalMO-
HaJIbHOT'O XapaKTepa IMPUCYIIN U TeM, M APYTUM B CWJTY STHUUYECKOM naeHTUGUKaLUN
" KOTOpbIE B OIIpeIeIeHHOI CTeleHM CITOCOOHBI BIAMSITh Ha MPOo(eccuoHaan3M TexX 1
npyrux. B cryuae ¢ 06emMy rpymniamy aBTOPOM BbISIBJIEHO, UTO MPENSITCTBYIONIMMMA
npodeccoHaIbHOMY Pa3BUTUIO YepTaMM SIBJISIIOTCS] TTACCUBHOCTb, HU3Kask KOMMY-
HIKa0eTbHOCTD, CO3eplaTeTbHOCTD, 3aHIKEHHAsI CAMOOILIEHKa, a TakKe HeXelaHye
OBICTPOTO MPUHSATHS HOBaluii. TeM He MeHee, CUJIbHAST TPAAUIIMOHHOCTb, TOHMMa-
eMasl Kak YHUMKaJIbHOCTh, CAMOOBITHOCTD, TPAKTYeTCs KaK (PakTop, YKPeIvIsSIommii
npodeccruoHann3M.
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O COCTABHOCTH
JIAJOBBIX CTPYKTVP
TYBUHCKUX
TPAIUIINOHHBIX ITECEH

Ascmaa [1.-b. bapanmaa
TYBUHCKMI UHCTUTYT I'YMaHUTAPHbBIX
M IIPUKJIAOHbIX COLMaJIbHO-
9KOHOMMYECKUX MUCCJIeJOBaHUI

BHacmosujee epems 8 my8UHCKOM MY3blKO3-
HAHUU 00HA U3 8AXCHBIX CMOPOH MY3bIKANIbHO-
20 s13blKA NECEHHO020 (honbKaOopa mysuHyes —
nadogasi — u3yueHa HedocmamouHo. Aemop
cmasum yenvlo paccmompeHue deticmaust
NpUHYUNa cocmasHocmu 68 J1ado38yKops0ax
MYBUHCKUX HAPOOHbIX heceH. B kauecmae
Memodoio2uu aHaIUu3a evlcmynaem meopust
MoHOOuliHbix nados (C. II. T'anuykas, E. B.
TI'epyman, IO. I. KoH, X.C.Kywnapes u dp.).
Mamepuanom 011 aHanu3a NOCAYHCUNU Hom-
Hble pacwugposku mpaouyuoHHbsIX MY8UH-
CKUX neceH, onyonuKo8aHHole 8 pside u3oauti
poccutickux my3vikoeedos (A.H.AkceHosa, 3.
K. Keipzwic u dp.).

B pe3ynvmame aHanusa 8vis1871eHO, UMO MYBUHCKUE
mpaduyuoHHsle necHu 6asupyomcs 06bIUHO HA 08YX-
UIU MPeX38eHHbIX COCMABHBIX 36YKOPSOHBIX CMPYKINY-
pax. Omo cywjecmaeHHo 060zauiaem codepicamensHbli
acnekm npoyecca: yCJI0MCHAI0Mcs munsl cési3eti Mexicoy
38yKamu, mamepuan cmavosumcs ewe 6onee 2ny6o-
KUM, KOMNAKMHbIM U YelbHbIM. BoisieneHsl 1adosole
38€Hbs U CY038eHDBS, KOMOPbIE COEOUHSIOMC MENOY
coboti uemsipoMs cnocobamu (pasodenbHbviM, CIUMHBIM,
yenHolm, ekauarwum). IpuHyunst coeduHeHus no-
Ka3aMsl HA npuMepe HeckKObKUX HapOOHbIX neceH. 3a-

ON THE COMPOSITION
OF MODAL STRUCTURES
OF TUVAN
TRADITIONAL SONGS

Ayasmaa D.-B. Baranmaa
Tuvan Institute

of Humanities and Applied Social
and Economic Research

One of the most important
aspects of musical language of
song folklore of Tuvans — the scale
- is as yet underinvestigated in
contemporary Tuvan musicology.
The author is studying the effect
of structural principles in scale
and sound gamut of Tuvan folk
songs. The theory of monodic scales
(S. P. Galitskaya, E. V. Gertsman,
Yu. G. Kon, Kh. S. Kushnarev, etc.)
forms the methodological basis
for the analysis. The object of our
studies are manuscripts of traditional
Tuvan songs published by Russian musicologists
(A. N. Aksenov, Z. K. Kyrgys, etc.) serves as material
base for analysis.

The analysis revealed that traditional Tuvan songs
are usually based on two- or three-part composite
gamut structures. This significantly enriched the
substantial aspect of the process by complicating
types of links between the sounds, making the
medium more profound, compact and complete.
Scale links and subscales were detected that can
interconnect in four manners (discrete, monolithic,
catenary, inclu-sive). Conjunction principles are
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MemHo npeobaadarom uenHotl u exauanwul 8udst illustrated by a few folk songs. Catenary and in-
coeduHeHull. BvlsigneHo 02poMHOe pasHoobpasue co- clusive manners of conjunctions have been noticed
uemauti pasiudHblx 38eHve8. UIMeHHO 8 3MmMom npo- to be dominating. A vast variety of different link
aensem cebs Heucuepnaemocms UHMOHAYUOHHO20 combinations has been detected. This is a point
60zamcmea (onvKI0pHO020 Menoca. where intonational abundance of folklore melos
Kniouessie cnosa: Tysa; mysuHubl; mysuHcKuii ne- reveals its inexhaustibility.
CeHHblll (honvkaop; n1ad; MOHOOUS; AHZEMUMOHUKA; Keywords: Tuva; Tuvans; Tuvan song folklore;
NeHMamoHuKa; 1adoevle 36eHbs; NPUHUYUN COCMAB- scale; monody; anhemitonism; pentatonism; scale
Hocmu links; structural principle
Beedenue

HapO,H,HbIe TIeCHM — YacTbh O0OraToro MY3bIKaJIBHOT'O cboannopa TYBUHIIEB, Tpe6y—
omasd 0CO0EeHHO B HacCTosd1iee BpeMsd 6epe>KHoro K Helt oTHolueHus . MccienoBaTtenn
OTMEUalOT, 4YTO C Ka’KAbIM I'oaOM UMCJIO I/IH(bOpMaHTOB — 3HATOKOB MY3bIKaJIbHOT'O
(boannopa — YMEHbIIAETCA. Me>1<,£[y TeM, IJId CIIeMaJIMCTOB STHOMY3bIKOJIOTOB Tpa-
OULIVIOHHBbIE ITeCHM OCTAal0TCsI I/IHTEpECHOI‘/JI 41 HpMBJ’[EK&TEHbHOf/I 00/1aCThIO JI UcCie-
JOBaHMs C pa3HBIX TOUEK 3PpEHN.

B HacTosiee BpeMs B TYBUHCKOM MY3bIKO3HAHMUM O HA U3 BaXHBIX CTOPOH MY3bI-
KaJIbHOTO sI3bIKa MeceHHOTo (G o/bKIOpa TYBMHIIEB — JiaJloBasi — M3y4yeHa HeooCTa-
TOYHO. AHTEMUTOHMKA KaK JIaf0Basi OCHOBA He TOJIbKO MeCEHHOr'0, HO Y MY3bIKaJlb-
Horo ¢o/ibK/IOpa TYBMHIIEB B 11€JIOM MCC/IelOBaHa TakKe JlaJieKo He B IMOJTHO Mepe.
JIamoBble U T1ag03BYKOPSIAHbIE ITApaMeTPhbl TYBUHCKOTO (OIBKIOPA YACTUYHO ObIN
n3y4deHbl A. H. AkceHOBBIM (AKCeHOB, 1964), 3. K. Kbipreic (Kbiprsic, 1992), B.1O. Cy3y-
keit (Cysykei, 1989). ABTOpOM JaHHOV CTaTbM B paMKax OTIEJIbHOTO MUCCIeN0BaHMS
OCYIIIeCTBJIeH JIaIOMHTOHALIMOHHBIN aHa/IN3 TPAAULIMOHHOTO MeceHHOro GoIbKIopa
B KOHTEKCTaxX TeOPUM MOHOAUN U aHTeMUTOHUKM (MoHryi, 2013).

Ype3BbIuaitHO BaYKHOM CTOPOHO TYBMHCKOTO [IECEHHOTO MeJIOCa SBJISIeTCS J1af03-
BYyKOpsii. TepMUH «3BYKOPSIZ» («JIag03BYKOPSIZI») TPAKTYeTCS HaMM KakK Cyryoo KOH-
KpeTHasl «raMMOoOOpasHO YIIOpsioueHHasl CUCTeMaTHKa TOHOB Jafia» OTHEeIbHOTO
TeCeHHOT0 KOHKpeTHOro HameBa (Xosornos, 1991). TeopeTudeckue pa3paboTKu, Ha-
LieJIeHHbIe Ha UCC/Ief0BaHMe KaK TAKOBBIX JIaJ03BYKOPSAHBIX [TapaMeTPOB TPaaAULIV-
OHHOTO (B YaCTHOCTU, [IECEHHOT0) MeJjioca CleayeT paclieHMBATh B KaUeCTBe aKTyaJlb-
HOM 3THOMY3BIKOJIOTMYECKOI 3aJauy, B TOM 4YUCie U 11 TYBUHCKON MY3bIKaJIbHOM
(DOMBKIOPUCTUKIA.

B IaHHOV CTaThe aBTOP CTAaBUT Lie/IbI0 PACCMOTPEeHMe AeCTBUS MPUHLINUIIA COCTAB-
Hoctu (TepmuH C. I1. l'anuuxoi, cm.: l'anuuxkas, 1981) B 1ago3ByKOpSAAAX TYBUHCKUX
HapOAHBIX MeceH. [IjIs1 pacKpbITHS BOIIPOCA CTAHOBUTCS HEOOXOAMMBbIM oOpalieHye
K MEeTOJIOJIOTUY aHa/M3a MOHOAMUITHOM MYy3bIKYM, KOTOpAast JOCTaTOYHO pa3paboTaHa B
paboTax oTeueCTBEeHHbIX MCC/IeloBaTeNel.
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CocmaeHoCmb Kak 6a3o060e ceolicmeo MOHOOULIHOTI 1a00801i cucmemol

Kak 13BeCTHO, COCTaBHOCTb KacaeTcs Ipeskie BCero Cyryoo BHyTpeHHUX MOHOI M-
HbIX JIAAOBBIX CBsi3eii. CT0BOCOYETaHME KITPUHIIUIT COCTABHOCTU», UCIIOJIb3yeMOoe IIJIsl
0003HaUeHMs KapAMHa/IbHOTO MMMAaHEHTHOI'O CBOJCTBA J1a[I0BO¥ (M JIa03BYKOPSI/I-
HOI1) chepbl MOHOAMITHOV opranm3anum, mpuHamaeskut C. I1. Taaumkoi (Fanmikas,
1981; l'anuukas, [1naxosa, 2013). CyTb ke IMIPUHLIMIIA COCTABHOCTHU, KaK CIIpaBeajinBO
rmiiet A. 10. [TnaxoBa, «3aK/aouaeTcs B criel@nuueckoir aBTOHOMHOCTH, CAMOCTOSI-
TebHOCTY (GYHKIIMOHMPOBAHMS YaCTel B KOHTEKCTe JIaJIOBOTO 11e/I0T0 ¥ — B CBSI3M C
3TUM — B CBOeoOpa3Hoi1 mpupoe 3toro enoro» (Ilnmaxosa, 2000: 104).

BHYTpeHHSISI CYITHOCTD SIBJIEHUSI COCTaBHOCTHM, TAKMM 00pa3oMm, Haubosiee OTUeT-
JMMBO OOHapyKMBaeT cedsl B cepe Tak HA3bIBAEMbIX CYMMAapHBIX JadOBbIX 3BYKO-
PAZOB, Ie MOCAeNHMe MBICTSITCS B BUIE «CIOKEHHBIX» U3 3BYKOPSIAHBIX OTPE3KOB-
MMKpOsiueeK — 3BeHbeB. OHM KaK 4acTU 0OIero 3ByKOPSIAHOIO 1IeJIOTO MPU 3TOM
COXPAHSIIOT SIBHYIO MEePBUUYHOCTb, 00eCIeunBaoIlyl0 MM aBTOHOMHOCTD, TOT/Ia KaK
CYMMapHbIi1 3BYKOPSII, CyTy00 BTOPUYEH.

B uccnemoBaHuSIX OT€UECTBEHHbBIX YUYEHbIX J1al03BYKOPSAHbBIV MTPUHIIMIT COCTAB-
HOCTM yOenuTeabHO MMOKa3aH Ha MaTepuase pa3anyHbIX TPAAUIIMOHHbBIX MY3bIKajlb-
HbIX Ky/bTyp. TakoBbl paboTsl M. B. BpakuukoBa (bpaskuukos, 1972), E. B. l'epiimaHa
(TepiimaH, 1986), 10. I. Kona (Ko, 1979), X. C. KymnHapeBa (KymrHapes, 1958). ITpu-
MEHUTEJIbHO K TPAAULIMOHHOM MYy3bIKe Pa3/IMUYHbIX HAPOAOB 3TOT BOIIPOC PacCMO-
TpeH Takke H. C. CeperrHoil (IpUMEHUTENbHO K PYCCKOM TPAaOUIMOHHON MY3bI-
Ke) (CeperuHa, 1975), 10. I. Konom (Ha maTepuase y36ekckoit My3biku) (KoH, 1979),
C.P.XucamoBoi1 (Kapakaarakckoit) (Xucamona, 1984), C. ArsamxokaeBoit (mamup-
cKoii) (ArzamxomxkaeBa, 1985), A. 10. [TnaxoBoii (apa6ckoit) (Tlnaxosa, 2000), A. AH-
IpeeBbIM (IPUrOpMaHCKOro xopania) (Augpees, 2004) u ap.

B CBSI3M C IPUHIIUIIOM COCTaBHOCTM BCTAaeT BOMPOC O B3aMMOEVICTBUM MEXKIY 3Be-
HbsIMI. B HacTosiIiee BpeMsi M3BECTHO YEThIpe CIIocoba MX COeMMHEHMSI: pa3ode/ibHblll
(pasdenumenvHolii), CIUMHBbLL, YenHoU U ekaoUaouuli. B ceoeM 13BeCTHOM MUcCIeqoBa-
HUMU, TIOCBSILIEHHOM apMSHCKOM TpaauLMOHHOM My3biKe, X. C. KyiitHapeB yka3biBal Ha
CITOCOOBI COeIMHEHMST 3BeHbEB, KOTOPbIe Ha3bIBA/ CUeneHUeM u pasoeneHuem, i Ko-
TOpbIEe, TI0-BUAMMOMY, TOCIIOJICTBOBA/IM B apMSIHCKOI MoHOoAuu. [1o cripaBeminBoMy
MHEHMIO YUeHOT0, OHM ObLIM M3BECTHBI ellle npeBHMM rpekaM (KymiHapes, 1958: 358).

CyensieHue 06003HaYaeT CIMSTHME BEPXHETO 3BYKa HYDKHETO 3BeHa C HIMKHUM 3BY-
KOM BepXHEro (TO eCTb C/IUMHoe COeIHeHVIe 3BeHbeB ITPOVCXOIUT Yepe3 001 TOH).
Pa3zdenvhplii criocob6 He TpeAIionaraeT HaJuumsi o6IMX 3ByKOB. Eciu coenyHsieMbie
3BEHbSI MMEIOT He MeHee JIBYX OOIIMX 3BYKOB, TO COeIMHEeHVe HAa3bIBAETCS LEeNHbIM.

Kpome 3Toro, 11e1ecoobpa3Ho MMeTh B BUAY ellle OAVH CIOCO6 COeAVMHEHUS] —
gkouaroujuii. Kak caMmo 3To siBjieH1e, Tak ¥ COOTBETCTBYIONIMIT TEPMUH ObL/I BBEJIEH B
HayuHbIi1 060poT C. I1. T'anuiikoit B Kypce «Teopuss MOHOOUM», unTaemom B HoBocu-
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61PCKOI TocyIapCcTBEHHOV KoHcepBaTopuu (akagemun) um. M. U. Tnurku. OH 060-
3HavaeT TaKoe B3aMO/IeliCTBME 3BeHbEB, KOIIa 6oJiee y3K0e 3BeHO MOTHOCThIO BXO-
IUT B cOCTaB 6osiee mypokoro. [Tomo0HbIi CII0C06 coeauHEeHNSI OTpaskaeT He CTOJIbKO
dbopMasbHbIe MOMEHTBI CTPOEHMSI JIaJ03BYKOPSIIOB, CKOJIBKO BayKHbIE MHTOHALIVIOH-
Hble 3aKOHOMEPHOCTM MeJIOAMUYEeCKOTO IIpoliecca.

OTxenbHBIN BOIIPOC — O KOHKPETHBIX aHATUTUYECKUX TIpYeMaXx BbISIBJIEHUS 3Be-
HbEB BHYTPU CYMMapHBIX 3BYKOPSIOB. ClieayeT OTMeTUTD, UTO B M3BECTHOI aBTOPY
JIUTEepaType OTCYTCTBYIOT CKOJIbKO-HMOYIb OIlpeaeieHHbIe CBeHMSI 10 STOMY IT0BO-
ny. ITo-BuauMoMy, Ha TaHHOM 3Tarle C JOCTaTOUYHO YBEPEHHOCThIO MOXKHO YTBEPK-
IaTh, UTO BhIUJIEHEHME 3TO HEe HOCUT MeXaHMUECKOro XapaKTepa; OHO JO/DKHO YUM-
ThIBaTh OCOOEHHOCTM M Pe3y/bTaThl MHTOHAIMOHHO-MEJIOAMYECKOTO IBVKEHMS, B
TOM YMCJIe KOMITO3UILIMOHHBIE U (h)OPMOOOpa3syIoIIye.

Hapsizy co crmoco6amy coeiiHeHMS 3BeHbeB B COCTaBHbIX JIaI03BYKOPSIAHbBIX CTPYK-
Typax HeoOXOAVMO MMeThb B BU]Ty HEKOTOPbIE IpyTiie 0COOeHHOCTH. BIlo/iHe MOHSTHO,
UTO MHTEPBAJIbHOE CTPOEHME 3BEHbEB 3aBUCUT B KaXKA 0V STHUUYECKON TPALULIUU OT
ee MHTOHAIMOHHOro 06/11Ka. KonnuecTBO 3BeHbEB B OTHEIbHbBIX JAJOBbIX CTPYKTY-
pax MOKET ObITh pa3JIMYHO — OT OJHOTO A0 HEeCKOJIbKUX (IBYX, TPEX, MHOTIa Oosee).
B vactHOoCTH, X. C. KylllHapeB pa3zessieT CyMMapHble 3BYKOPSiZIbl HA OOHO3BEHHbIE,
IBYX3BEeHHbIE, TPeX3BEeHHbIE, UeThIpeX- U Jaxke MsiTu3BeHHbIe (KyiiHapes, 1958: 357).

Kpome storo, kak BepHo cuurtaet C. I1. l'anuikas, MpUHIUI COCTaBHOCTY ITOPOXK-
IaeT MOBBIIIIEHHOE pa3HOOOpa3ye JIafoB B KOHTEKCTe KasKIoi TaHHOM 3THUYECKOA
JIaJIOBOJ CUCTEMBI, UTO IIPSIMO COTIPSIKEHO C ee MHTOHAIIMOHHBIM CBOeoOpasueM u
6oraTcTBOM. B camoM pmese, 3ByKOPSIZIbI OTHOTO M TOTO K€ MHTEePBAJIbHOI'O COCTaBa U
amMbuTyca, Taske caMble MaJ03ByUHbIe, 1AIOT BeCbMa ¥ BecbMa pa3HO0Opa3Hble Bapy-
aHTBI JIAZIOBBIX CTPYKTYP (ITogpobHee 06 aToM cMm.: lanuiikas, 1981).

IMpuHuyun cocmasHocmu 8 1a0038yKoOpsA0ax my8uHCKUX
mpaoutyuOHHbIX NeceH

Onupasicb Ha MeTOH0JIOTHI0, pa3paboranHyio B Tpyaax C. I1. lamuiikoit, Hamu
ObLIM MTPOaHaIN3MPOBAHbl 00pa3Ilbl MeCEHHOTro (OIbKIOpa TYBUHIIEB, OIMYOIMKO-
BaHHbIe B psifle u3maHuit (AkceHoB, 1964; Kviprsic, 1975, 1992, 2002; TriBa yIyCTYH
bIpJIapsI ..., 1973; Kpyriny, 2005, 2006). B pe3ynbraTe aHa/n3a BbISIBJIEHO, UTO B Ka-
yecCTBe JIaJOBbIX 3BeHbEB M/ CYO3BEHBEB B JIa[I03BYKOPSAAX TPAOUIIMOHHBIX TTeCeH
GUrypUpyIOT TPUXOPIbI pa3HOi CTPYKTYpPhI (Ha3BaHHbIe A. H. AKCEHOBBIM JIaJlOBbI-
MU siueikaMu, CM.: AKCeHOB, 1964: 42, 44) — B Buie TPUXOPAOB B KBapre (3—-2; 2-3),
6osbiieTepiioBoro Tpuxopaa (2—2).. Kpome 3Toro, cunraem 1eaecooopasHbIM Kak
Ha OIHY U3 crelPUUecKuX CTPYKTYpP yKa3aTb Ha TPEX3BYUHbI TPUXOPH, B KBUHTE

! lIndpamu 0603HaUEHbI PACCTOSIHUSI MEKIY 3ByKaMM: 2 0003HaUaeT MHTEPBa
0010} CEKYHIbI, 3 — MaJIOi TepLUA, 5 — UMCTOI KBUHTHI.
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(5-2), MOCKOIBbKY CTPYKTYPbI C HYDKHEN CYOKBApPTOi BCTPEUaIOTCs JOCTATOYHO YacTo:
OHU QUTYPUPYIOT B COCTaBe U CaMMX JIaJI03BYKOPSIIOB, aKTMBHO ITPOCMaTPUBAIOTCS
" B MHTOHALMOHHOM Pa3BUTUM HAIleBOB. B KauecCTBe J1aJOBbIX 3BEHbEB MOTYT TAKXKe
BBICTYIIATh: aHT€eMUTOHHbIE TETPAXOPbl B 00beMe UNCTOI KBUHTHI (3—-2-2; 2-3-2;
2-2-3), yBenMUeHHOI KBapThl (2—-2-2), TeTpaxopn, ¢ cybkBapToit (5-2—-2) B o6beme
OO0} CEeKCThI.

[Ipu ycTaHOBJIEHUY CITOCOOOB COeIMHEH NS JIAMOBBIX 3B€HbEB MPEKIE BCEro Heoo-
XOIMMO OTTAJKMBATbCSI OT KOHKPETHOTO MHTOHALIMOHHOTO CTPOEHMSI KOHKPETHOTO
o6pasua. [ToguepkHEM 0c060, YTO TOMMUMO HAa3BAHHBIX UEThIPEX TUTIOB COeMHEHUS
IOPYTrUX — HOBBIX — BAPMAHTOB TPU aHaJIM3e TYBMHCKOTO (POIBKIOPHOTO Meloca He
6b1710 06HAPYKEHO.

TyBUHCKME TpaAUIIMOHHBIE TIeCHM — Aaske MPU OTHOCUTEIbHO HeOOJbIIOM Jua-
ra3oHe — 6a3UpyTCs 0ObIYHO Ha ABYX- UJIM TPEX3BEHHBIX COCTABHbBIX 3BYKOPSIAHbBIX
CTPYKTYypax, YTO BeCcbMa CyIlleCTBEHHO oboraiiaeT cofepskaTe/bHbIli acIleKT JIaloNH-
TOHAI[MOHHOTO Mpoilecca. Beapb ¢ yBenuueHeM KOIMUECTBA 3BEHbEB YCIOKHSIIOTCS
TUIIBI CBSI3€H MEKIY 3ByKaMU, 32 CUET Yero MHTOHALIMOHHBIN MaTepuasl CTAaHOBUTCS
erie 6osee IITy0OKMM, KOMIIAKTHBIM U IeTbHbIM. TaK, Ha/lmuye HeCKOIbKMX JIaJOBbIX
3BEHBEB OTUETIMBO ITIPOCMATPUBAIOTCS Y3KE B UEThIPEX- U MSITU3BYUHbBIX 3BYKOPSIIAX,
TeM 0OoJiee B MHOTO3BYYHbBIX. JIaloBble 3BEHbSI MIPEACTaBAeHbl BCEMIM PA3HOBUIHO-
CTSIMM IVMXOPIOB, TPUXOPAOB, TETPAXOPI0B, IEHTAXOP/IOB C pas3IMUYHBIMM CITOCOOaMMU
UX coenviHeHMsI. VI3 HUX CKIa[IbIBAIOTCST 60sIee CJI0KHbIE 3BYKOPSITHbIE 00pa30BaHMSs
— IeCTU-, CEMMI-, BOCbMMU3BYUYHbIE CTPYKTYPbI, CBSI3aHHbBIE C pacIIMpeHeM O0IIero
nuara3oHa HaIlleBOB, UTO MTOPOKIAeT MHTOHALIMOHHbBIE XObl Ha IMIMPOKME MHTEepBa-
nbl. Kak mpaBmio, oHM 0003HAualT KpaliHue IpaHu y3KOOObEeMHbBIX JIaJIOBBIX 3Be-
HbEB U CTYXKAT UX 00beITHEHUIO B €ITHYIO CTPYKTYPY.

AHanM3 1MoxkasbIBaeT, UTO B JIaJI03BYKOPSIAax TYBUHCKMX TIeCeH MmpeobsaaloT yen-
HOUl M eKtouaowuli TUITbI COeIMHEHMsI, KOTOpble CBUIETEIbCTBYIOT O crienuduye-
CKOM Hepa3pbIBHOM MHTOHAIMOHHOM eIMHCTBE B Xo/e (QYHKIMOHMPOBAHMS TIPUH-
LIMIIa COCTAaBHOCTY B TYBMHCKOM [IECEHHOM MeJioce.

B pesynbraTe aHanau3a ObUIO BBISIBJIEHO TAaKXKe OIPOMHOE pa3HOOOpasyue coyeTa-
HUIT pas/IMYHBIX JaJ03BYKOPSIHBIX 3B€HbEB, O-BUAMMOMY, He ITOAJA0Ieecs Of-
HO3HauHOV AuddepeHanyum. IMeHHO B 9TOM, Ha HAIl B3IVISII, ITPOSIBIISIET CeOsI
MO/ IMHHAS HEMCUePIIaeMOCTh MHTOHALIMOHHOTO 60raTcTBa (DOIBKIOPHOIO MeJoca,
COMIPSDKEHHOIO Takke ¢ (PyHJaMeHTaJIbHbIM IPUHIIUIIOM BapUMaHTHOCTU, KOTOPbIA
XapaKTepu3yeT BCe aCIeKThI CYIIeCTBOBAHMSI MY3bIKaJIbHOTO (OJIBKIOPA, B TOM UMC-
JIe ¥ ero JIaA03BYKOPSITHOTO acIleKTa.

OG6paTumMcst HeIroCcpeICTBEHHO K MYy3bIKaJbHbIM ITPUMepaMm C MO3ULMA GYHKIIMO-
HUPOBaHMS B HUX MPUHIINIIA cCOCTaBHOCTU. Hanbosee HaMISIAHO COCTaBHOCTD J1aJ10-
BbIX CTPYKTYP ITPOSIBJISIETCS] B MaJIO3BYUYHbBIX 00pas3iiax.
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HarieB n3BecTHOI necHu «XaHdazatlimsl» 6a3UpyeTCcs Ha YeThIPEX3BYUHOM 3BYKO-
psifie C MUHTePBaJIbHOM CTPYKTYpOM 3—2—2. [loM1MO I71aBHOTO JIalOBOTO 3B€HA B IPU-
Mepe IPeICTaB/IeHO O0/IbIIETEPIIOBOE CYO3BEHO 2—2, KOTOPOE MOJHOCThIO BXOAUT B
OCHOBHOE€ 3BE€HO, TI03TOMY TUII CBSI3U MEXAY HUMMU SKIOUAIOUWUTI.

«XaHoazatimol»
Hotuposka A. H. AkceHoBa (AKkceHOB, 1964: 86—-87).
A B
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OCHOBHOE J1ag0BO€ 3B€HO 3—2—2 SIPKO IPeACTaBIeHO yKe C CaMOro Havasia Harle-
Ba; HEKOTOpPAasi CAaMOCTOSITe/IbHOCTb OOJIbIIIETEPIIOBOTO CyO3BeHa 2—2 3aMeTHa TakKe
y)Xe B IIepBOil MenocTpoKe. KoHell BceX yeTbhIpex MeJIOCTPOK IOCTPOeH Ha OCHOBE
9TOTO Cy03BeHa; OTAeIbHO OH IIpeJicTaBjIeH B TpeTheil MelocTpoke. Takum o6pasom,
BHYTPU OOJIbIIIEro JaloBOTO 3BeHa 3—2—2 60JbIIeTepIOBblii TPUXOPH, MPOSIBISIET
CBOIO 000COOIEHHOCTh M IOKA3bIBAET COCTABHYIO CTPYKTYPY JIaJI03BYKOPSIIA TIeCHM.
HarieB B skaHpe KbICKA blp VICIIOJIHSIETCSI B YMEePEeHHOM TeMIIe, YTO caMo I10 cebe CIIo-
co6cTBYeT (OPMUPOBAHMIO TTOIVOIIOPHOCTH.

O6paTumcs K CyielyiolneMy IpumMepy, YToObI TOKa3aTh CIUMHbLI CTIOCO6 coeiHe-
HUSI MEeXXAY ABYMSI CyG3BEHbSIMM B UEThIPEX3BYUHOM JIaZ03BYKOPSIe TO ke MHTep-
BaJIbHO CTPYKTYPbI 3—2—2 KBMHTOBOI'O 0O0beMa:

«Kypye uepze KypyH uexcun»
Hotuposka 3. K. Keipreic (Ksipreic, 1975: 21).

IlaHHbIN 06pasell, B KaHPe KOXamblK, UMeeT IIIyTOuHoe copepykaHne. O011ast KoM-
MO3MIIMOHHAs CTPYKTypa rnecin — A B A| C. EIMHCTBO OCHOBHOTO JIa[JOBOTO 3BE€Ha
d!-f'-g!-a' mocTaToOuHO SIPKO OTpakaeTcs ellle B HaUa/IbHOV MeJIoCTpoke A. 31ecCh ke
3aMeTHO HEKOTOpOe IMPOTUBOIIOCTaB/IeHe Cy63BeHbEB: OOBIIETEPIIOBOTO TPUXOP-
na fl-g'-a' u nuxoppa d!-f'. CoenyHsII0TCS OHM Uepes ofguH 061Iuit 3BYK f! ciumuosim
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criocobom. Ha Hamn B3I, MMEHHO IepeK/IIoueHe C OJHOro Cy03BeHa Ha Apyroe
IIpUIaeT UTPOBOJ XapaKTep BCeMY HalleBY, ITOCKOIbKY MeJIOoCTpOoKM B 1 C TaKKe I10-
CTPOEHBI Ha 3BYKaX OOJIbIIETEPLIOBOTO TPUXOPIA M HEe BHOCST CYIIIECTBEHHBIX M3Me-
HeHM1 B MHTOHAI[MOHHO-IaJJOBbIN IIPOIIecC.

OO6paTuMCsl K YeTbIpeX3ByUYHOMY 00pa3ily C MHTepBaJbHOM CTPYKTYpoit 3—-2-2 C
Tpems cy63BeHbsIMU. OH 1€ MOHCTPUPYET ABa BKIIOYAIOMINX U OUH LEITHOM CII0COo-
ObI CBSI3€i1 Mekay Cy63BeHbSIMU. PacCMOTPMUM MYy3bIKa/IbHbIN IIPUMeEp:

«Kapa-6opa xapban mypda»
Hotuposka 3. K. Keiprsic (Keipreic, 1975: 29).
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OTa MecHs B )KaHpe KOMAMbIK VIMEeeT CBEeT/IbI U Becesblli XapaKTep, UCIIOTHIeTCS
B MOJBVKHOM Temre. OCTMHATHBI PUTM BCEro HalieBa CIOCOOCTBYET UeTKOCTU U
YIIPYTOCTY 3By4YaHMs. ETO KOMITO3UIIMOHHYIO CTPYKTYPY MOXXHO TIPEICTaBUTD B BULE
cxembl A B C A|. MesToCTpOKM OTIMPAIOTCS Ha 3BYKM TPEX PasHbIX TPMXOPAOB. Tpuxopn
B kBapTe c!-es!-f! (3-2) npencrasiieH B Me€pPBOii U YeTBEPTOI MeIoCTpokax (A Al);
Tpuxopn B kBuHTe c!-fl-g! (5-2) — Bo BTOpOIi (B); 60/blIeTEPIIOBbIN Tpuxopy, es!-f!-
g! (2-2) — B TpeTneii (C). 3ByKM MEJIOCTPOK A 1 B 06pa3yioT OCHOBHOE JIaIOBOE 3Be-
HO c!-es!-f'-g!. BosnbIetepiioBsiit Tpuxops es!-fl-g! mpepcrasisieT co60i, TOKATYIA,
Hauboiee caMOCTOSITeIbHOE Cy03BeHO. OMHAKO M OHO ITOJTHOCTBIO BXOAUT B COCTAaB
OCHOBHOTO 3B€HA B8KJIIOUaWUM CIIocOO0M, Kak M Jpyrue aBa cyo3BeHa. OTMeTUM
TUTIbI COeIVMHEHMSI MEXIY cyo3BeHbsIMU. Bombliee cy63BeHo 5-2 (c!-f'-g') nBa pasa
BKJIUAIOWUM CTIOCOOOM COEIVHSIETCSI C MEHbIIMMM Cy03BeHbsiMU 3-2 1 2-2 (c!-es!-f!
u es!-fl-g!). JIsa MeHbIIMX Cy63BeHA MEXKIY CO00i CBSI3aHbI LIEITHBIM CIIOCOO0M, TO
ecTb yepes aBa 001X 3ByKa es!-fl.

B aToMm mpumepe, Kak U B MMPeAbIAYIINX, BHOBb OTMETUM OCOOYIO JIaJOBYIO 3Ha-
YMMOCTb Ka)XIOTO TOHA HalleBa, ITOCKOIbKY BCe OHM SIBJISIIOTCSI OTIOPHBIMM 3BYKaAMMU:
r71aBHas oropa — es!; mobouHsie oropsl — f1, g, momyomnopa — c'. IIpu Bceit mpocToTe
1 JIETKOCTY 3TOTO HareBa KoXamblK, B HEM HaJIUIIO 60raTCTBO JiaJioriepeMeHHbIX CBSI-
3eit, KOTOpoe CI0COOCTBYET KPACOUHOCTHU U SIPKOCTU MY3bIKaJIbHOTO 3BYy4YaHMSI.
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3akiroueHue

Takum 06pa3oM, MPUHIIAII COCTABHOCTY XapaKTepHbIi /11 MOHOAUHOV My3bIKI
B L1€JIOM HaXOOUT OTPakeHMeE U B JIaJO3BYKOPSIaX TYBMHCKUX TPAAUIMOHHBIX [T€CEH.
Kak mokasan aHa/u3, BecbMa 3aMeTHO 00lilee MpeobafaHue yenHoz20 U KanUarnule-
20 BUJIOB COeIVHEeHMS TaJOBbIX 3BeHbeB. [lymaeTcsi, 3TO 06CTOSITeTbCTBO CBUETENb-
CTBYET O TOM, YTO B JIa[IO3BYKOPsIIaX TYBMHCKUX TeCeH JIafioBble 3B€HbsI 0COOEHHO
IyOOKO B3aMMOIIPOHMKAIOT APYT B Apyra — 6yarogapsi 3HaUMTeIbHOMY UUCTY 06-
IIMX 3BYKOB MeXay HUMM. CIYKUT M 3TO OOCTOSITENbCTBO Creluuiyeckum mpu-
3HAKOM JIaJJO3BYKOPSIIHOTO aClleKTa MMEeHHO TYBMHCKOTO IECEHHOI0 Meoca Kak B
STHUYECKOM, TaK U B )KaHPOBOM IJIaHaX, MOTYT MTOKa3aTh JIUIIb AaJbHeiilIne, Mpu-
yeM LIMPOKNE U JeTa/IbHble, CDaBHUTE/IbHbIE UCC/IeOBAHNS.
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IMMECEHHBIN ®OJIBKJIOP
TYBUHIIEB-
TOOXUHIIEB:
COBUPAHUE,
IIVYBJIUKAILIUU,
VUCCJIIELIOBAHUA

Examepuna JI. TupoHn
VHCTUTYT GUIIONIOTUA
CHU6MPCKOro OTaeeHUs
Poccuiickoii akagemMmnu HayK,
Poccus

B cmamuve npedcmasnexa ucmopus cobupaHus u
nybauxayuu moo#uHCK020 neceHHo20 (oJIbKI0pa,
0Xapakmepu308aHo COCMOsIHUE HAYUHBLX UCCed0-
eauull npedmema K Hacmosiuwemy epemeHu, om-
MeueHsl pe3ylbmamsl agmopcKux ucciedosaHull,
Komopule npogodusucs ¢ 2003 2.

Hcmopus  usyueHuss neceHHozo  (onvkaopa
mysuHyes-moodxuHyes HauuHaemcs ¢ koHya XIX
8. — c mamepuanos skcneduyuu I1. E. Ocmposckux
u M. Y. Patikosa. B 1930—-1950-e 22. modxcurckue
necHu ¢ukcuposanucs om npedcmasumerneti my-
BUHCKOU uHmennuzeHyuu. ITybnuxayus Hanesos
MOOHUHCKUX heceH enepevle O0CyuecmesieHa 8
1956 2. M. M. MyH3ykom. Bozameitiuiuii mamepuan
no ¢onsknopy mooxcuHyes cobpan 8 apxuee TysuH-
CK020 UHCMUMYMa 2yMAaHumapHslX u nNpukadoHblx
COYUANbHO-IKOHOMUUECKUX Uccriedosaruil. CompyoHu-
Kamu uHcmumyma npogedeH pso skcneduyuti K moo-
HUHYAM, KPOME M020, 3anNUCU NEeCEHH020 (PonbKa0pa
8e/1UCh Ha ciemax ckazumenelii u nesyos Tyswl. [Tepgvie
ayouo3anucu moo*CUHCK020 (oJbkKI0pa 0MHOCAMCS K
1973 2. Pacwiugposku neceHHblx MeKCMo8 8KI0U€eHbl 8
Mmonozpaguu C. H. Batinwmetina u 3. b. Yadamba, mek-
cmeal ¢ menodusmu — e mpyosl 3. K. Keipzsic. Ommemum
3HaueHue pabomol MecmHozo kpaeseda T. T. Kywikauu,
onybnukoeasuieti 8 1996 2. neceHHvle mekCcmol, 3anu-
CaHHble 0m HocumeJeti MoOMCUHCKOTU mpaduyuu.

THE SONG FOLKLORE
OF TOZHU TUVANS:
COLLECTION,
PUBLICATION,
RESEARCH

Ekaterina L. Tiron
Institute of Philology,
Siberian Branch,

Russian Academy of Sciences,
Russian Federation

The article explores the history
of collecting the Tozhu song
folklore, summarizes the current
state of research on the topic, and
presents the results of author’s
investigations conducted since
2003.

History of Tozhu Tuvans’
song folklore studies began in
19th century with the materials
of PE. Ostrovskikh and M.I
Raikov expeditions. In 1930-
1950’s Tuzhu songs had been

being collected by the Tuvan
intellectuals. Tunes of Tuzhu songs have been first
published in 1956 by M.M. Munzuk. The richest data
on Tozhu Tuvans’ folklore is stored in the archive of
Tuvan Institute of Humanities and Applied Social
and Economic Research. The contribution of the
Institute’s research fellows included a number of
expeditions to Tozhu and recording song folklore
at the convents of tale-tellers and singers of Tuva.
First audio records of Tozhu Tuvans are dated to
1973. S.I. Vainshtein and Z.B. Chadamba included
transcriptions of song texts into their monographs,
and Z.K. Kyrgys, transcriptions of texts with
melodies. We should also note the significance of

Tupox Examepuna JleoHudosHa — KaHOMUIAAT MCKYCCTBOBEMEHMs, HAyUHbI/i COTPYIHMUK CEKTOpa
donpknopa Hapomo Cubupy Muctutyta dunonornu Cubupckoro otmeneHus Poccuiickoit akame-
My HayK. Agpec: 630090, Poccus, 1. HoBocubupcek, yii. Hukomnaesa, a. 8. Tes.: +7 (383) 330-14-52. 1.
anpec: folklor@philology.nsc.ru

Tiron Ekaterina Leonidovna, Candidate of Arts History, research fellow, Sector of Folklore of the People
of Siberia, Institute of Philology, Siberian branch of Russian Academy of Sciences. Address: 8, Nikolaeva
street, Novosibirsk, 630090, Russia. Tel.: +7 (383) 330-14-52. E-mail: folklor@philology.nsc.ru
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Hoeblii sman damupyemca pybexcom XX-XXI as.,
Ko20a nod pykoeodcmeom HOB0CUOUPCKO20 YUEHO20
I. B. Cbiuetiko 80300H08110mcs1 akcneduyuu 8 Tooxcy.
Ha 6a3e sxkcneduyuoHHsix mamepuasos 6 Hogocubup-
CKe 803HUKAIM nepevle IMHOMY3bIKOTI02UHeCKUe UC-
C1e008aHUs MOOHCUHCKO20 (POIbKIOPA.

CneyuanvHoe uccnedo8aHue MooOHUHCKUX NeCeH, Ha-
npasneHHoe Ha JugdepeHyuayuo *Haupos vip U Ko-
HAMBIK, 8Nepeble 0CYUecmeaieHo agmopom Cmamou.
JKampel, cocmasnsiowjue a0po neceHHoli mpaduyuu,
o6pasyiom cgoezo poda onnosuyur u npedcmaesus-
tom dea cnocoba peanuzayuu aupudeckoti mpaduyuu
y myeuHyes-modxcuHyes. Hecmomps Ha obujemuno-
J02UUecKoe cxo0cmaeo, Kaxcovlli U3 #aHpos obiadaem
8bIPAXCEHHOL cneyuguxoti, Komopass hposieisiemcs
KaK Ha CemMaHmuueckom, maxk u Ha CMpyKMypHOM
YPOBHSX. ABMOPOM NPOAHANUIUPOBAHbI hpedcmas-
JleHust Hocumerieti mpaduyuu, HapoOHAas MepMUHOJI0-
eust, daHa memamuueckasi Xapakmepucmuka no3mu-
YecKux meKcimos, ONUCAHa CUcmema CmuxoCnoxeHusl,
C1020pummuueckas U 38yK08blICOMHAsL 0p2aHu3ayus
HAapoOHblX NeceH MYBUHUE8-MOJHCUHUEB.

YnomuHnaromcs ocyujecmesieHHble U NAaHUPYOUUecs
npoekmol, HANPasaeHHvle Ha U3yUeHue, COXpaHeHue u
nonyaapu3ayuio YHUKaasH020 neceHHozo (onvkaopa
My8uHyes-mooxcuHyes.

Kniouesvie cnosa: Tyea; Todwca; myeuHubl-
MOOXCUHUbL; HAPOOHbBIE NECHU; NeceHHass mpaduyust;
onvknopucmuka; IMHoOMYy3vlKogedeHue; UCMOpuUs
cobuparus; ITamsamuuxu ¢oaskaopa Hapodos Cubu-
pu u [lanvHezo Bocmoka

BeeodeHue

works of regional ethnographer T.T. Kushkash, who
in 1996 published the song texts transcribed from
representatives of Tozhu traditions.

A new stage began at the turn of 20th and 21st
centurieswhen Tozhu expeditionsresumedunderthe
lead of G.B. Sychenko, a scientist from Novosibirsk.
First ethnomusicological studies of Tozhu folklore,
which were published in Novosibirsk, were based
on the expeditionary data.

For the first time ever, a special investigation of
Tozhu songs to distinguish between the “yr” and
“kozhamyk” genres was conducted by the author.
Genres which form the core of song tradition come
as a kind of opposition and represent two ways of
implementingthelyrical traditions of Tozhu Tuvans.
Despite overall typological similarity, each of the
genres has high-profile unique features that emerge
both on semantic and structural levels. The author
analyzed the worldviews of the representatives of
traditional culture and the folk terminology they
use, defined thematic characteristics of poetic texts,
depictedthe system of prosody, rhythmosyllabic and
pitch organization of folk songs of Tozhu Tuvans.

The article also lists the accomplished and
future projects aimed at studying, preserving
and promoting the unique song folklore of Tozhu
Tuvans.

Keywords: Tuva; Tozhu; Tozhu Tuvans; folk songs;
song tradition; folkloristics; ethnomusicology;
history of collection; folk landmarks of the people
of Siberia and Far East

AKTYanbHOCTD TTOSIBJIEHMSI CTAaThU, TTOCBSIIIEHHOM MCTOpUYM COOMpaHus, IMy6/ImKa-
LMY U U3YUYEHMS HAPOLHBIX [IeCeH TYBUHLEB-TOKMHIIEB, HECOMHEHHA. /1eJio B TOM,
UTO B HAYUYHOI JIUTepaType OTCYTCTBYIOT TPYAbI, CIIeMaJbHO ITOCBSIIEHHbIE JaH-
HOMY BOITPOCY, HECMOTPS Ha TO, UTO UCTOPUM COOMPAHMS TOIKMHCKOTO MeCeHHOT0
donbkIOpa HACUMTHIBAETCS yKe Oosee cTa jeT. ViMeeTcs nuillb CTaThs, B KOTOPOIA
MCTOPMS COOMPaHMS U ITyOIMKAIIMY TeCEHHOTO (OTbKIOPA pACCMaTPUBAETCS B KOH-
TeKCTe Bcelt QoNbKIOPHOI Tpaauiiuu TomkuHieB (TupoH, 2014b). [TepBbie My3bIKO-
Be[luecKue HabMIooeHs U MCC/IeTOBaHNSI TTIeCEHHOM TPaaUIMM TOIKUHIIEB TIOSIBJISI -
IOTCSI TOJIBKO B KOHIIe XX BeKa.

[lesbI0 HACTOSIIIEN CTATby SIBJISIETCS U3JIOXKEHMe VICTOPUM COOMpPaHMsT U ITyO/Iu-
KallMM TOIKMHCKUX TI€CEH, a TaKKe OIMCAHME VICTOPUU MU3YYEHUST TOIKMHCKOIO
1eceHHOro (oJIbKIopa. B Kpyr 3a7au cTaTby BXOAUT, II0 BO3MOKHOCTH, IIOAPOOHOE
omMcaHue cCOGPaHHOI0 MaTepuasa Mo TOMKMHCKUM ITeCHSIM, XapaKTepPUCTUKA OITy-
OMKOBAHHBIX IMOITUUYECKUX TEKCTOB ¥ HOTUPOBOK, a TaKKe 0030p MOCAeIHMUX JC-
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CHGILOB&HI/IIZ, IOCBSII€HHbI/ Ha3BaHMUSIM HaY4YHbIX pa60T, X XapaKTepucrmke, mc-
ITIO0JIb3OBAHHBIM MeTOOOJOTVSAM M Ba>XKHbIM BbIBOOAM.

CmpaHuusl ucmopuu

[TepBble 3amucy HAPOIHBIX IT€CEH TYBUHIIEB-TOMKUHIIEB, ITO-BUAMMOMY, ObLIN
coenansbl I1. E. OctpoBckux u M. U. PaiikOBbIM, NPEATIPUHSBILIMUM IE€PBYIO CIIElM-
aJIbHYIO 3THOrpadMuecKyo dKCIeAUIMI0 K TOAKMHIIAM B 1897 T. mo HampaBIeHUIO
Pycckoro reorpaguueckoro obuiecrBa (masee — PI'O). Ot 3aBenyromieii HayuHbIM
apxuBom PI'O M. ®. MaTBeeBOJi MbI ITOTYYMIN MHGOPMALIMIO O TOM, UTO B ApX1Be
xpauuTtcsa pykonuch I1. E. OctpoBckux «IToe3nka B TOIKMHCKUI XOLIYH YpsSTHXal-
ckoit 3eman» 1897 1., cocrosias u3 58 nucros (APT'O. Paspsig 90, omych 1, N2 29).
Mapus ®emopoBHa COOOIIMIA O TOM, UTO PYKOIIMCh IVIAHMPYeT M3aaTh TYBUHCKUIA
MHCTUTYT TYMaHUTAPHBIX U MPUKIAAHBIX COLMATbHO-3KOHOMMUYECKUX UCCIef0Ba-
Hui (manee — TUITIN).

06 atoii pykomycy B 1898 1.11. E. OcTpoBCcKuX nuiieT B cBoeM «KpaTKom oTyeTe...»:
«B reorpaguueckoe 0011eCTBO S [TOKa IpeICTaBU/I IMHIBUCTUUECKMIT maTepuai (06-
pasiibl peun, mecHu, 10 30 cOGCTBEHHBIX MMeH, c1oBapb B 900 ciioB) ... [To3gHee Ha-
Ie10Ch IIPeACTaBUTh: ... 00pa31ibl HareBOB» (OcTpoBckux, 2014: 156). CocTosIOCh Tn
HaMepeHMe coOupaTesisi MpeaCcTaBUTb HOTUPOBKY MeCeH, elé MPeICTOUT BbISICHUTbD.
Eciy HOTHBIE 3anucy MeceH OTCYTCTBYIOT B HayuHom apxuse PT'O, ToO OHM mMoOryT
HaXOAUTBCS B ATHO/IOTMUecKoM My3ee B bepnuHe (Hem. — Ethnologisches Museum,
1o 1999 r. — Museum fiir Volkerkunde). B atoT my3eii I1. E. OcTpoBckux 6Gbla repe-
maHa sTHorpaduvecKkast KOJUIeKIVsI, COOpaHHasl B X0/le TOMKMHCKOI aKcrieauiium. B
2010 r. g BpICTYIIAJ/IA C OKIAA0M O TOIAKMHCKMX MecHsIX Ha II-m CumIiio3nyme mccie-
noBaTesibckovi rpymnribl «Music of the Turkic-speaking World» ICTM, npoxoayBiieM
B bepnuHe. B pamkax KoHdepeHIMM ObIIO OPTaHM30BAHO ITOCeIeHe DTHOMIOTYe-
CKOro My3esl. BbIsICHMIIOCH, 4TO KosuteKuus I1. E. OCTpOBCKUX AeMICTBUTEBHO COLEP-
SKUTCS B XpaHWIMILE My3esi, OGHAKO IJ1s AOCTyIIa K peecTpam M CamMoOil KOJJIEKUIUA
BO3MOXHOCTY B TOT MOMEHT He IPeACTaBUIOCh.

K HacToseMy MOMEHTY 13 IIepBO¥ TOMKUHCKMI SKCIIeAULINM OTyOIMKOBaHHbI-
MM SIBJISIIOTCSI BCETO TPU TeceHHbIe CTPOodbI C IePeBOIOM Ha PYCCKUIt SI3bIK, comep-
)kaumecs B «Otyere ...» M. U. PaiikoBa (Paiikos, 2014: 201).

B 1930-e — 1940-e rogbsl HEKOTOPbIe TOIKMHCKME TEeCHU (TEKCThl U MeJIOOVIN)
61 3aduKcupoBaHbl M. M. MyH3yKOM. DTO bIp «AHubl apam» (M03Kke — «OdyzeH-
Taiiea»), 3anmucaHHas B 1938 r. OT HEM3BECTHOI'O MCIIOJTHUTENIS; bip «Yawnwsi-Xem»,
3adukcupoBaHHas B 1943 r. oT apTucTta B. MoHrans6mm mocse ero rmoesnaku B TOmKY;
u Mmenoaus, ucrionHeHHasi O. H. buue-oonom B 1948 1., pacripocTpaHeHHasi, 10 MHe-
HMIO COCTaBUTeseN, B OCHOBHOM, B TOmkKMHCKOM paiioHe (TbiBa y/IyCTyH bIpaphbl,
1973:18-19, 86, 131-132). BiepBble OHM ObUTM OITYGIMKOBaHbI B 1956 I. B COOpHUKE
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HapOAHBIX ITeceH «blpnap», cTaBIllieM B HaCToOsIIee BpeMs Ouomorpaduyeckoii pe-
KOCTBIO (2-e IOTIOJTHEeHHOe U3JaHue COOpHMKA BBIIIO B 1973 1.).

MHOTMX COBpeMeHHbIX JII0OUTeNeli 1 3HATOKOB TYBMHCKOJ HApOMHOV MY3bI-
KM MOXeT yIUBUTD IOsIBJIeHMe OLHOI 13 Hauboee pacrpocTpaHeHHbIX B TyBe bip
«Yawnol-Xem» B psARYy TOOKMHCKUX IeCeH. B HacTosliee BpeMsi MeCTHOM ee CUnTa-
10T 1 B TomsknHCKOM, 1 B baii-Taiirmackom paiioHax TyBbl. Peku Yamirbi-Xem meii-
CTBUTEJILHO MMEIOTCS B IBYX YKa3aHHBIX paiioHax. TOIKMHCKAsA peka Yalurmbi-Xem
SIBJISI€TCS JIEBBIM IIPUTOKOM peKu ChICThIr-XeM. O TOIKMHCKOM IMPOUCXOXKIEeHUM
[IeCHU CBUIeTeNbCTBYeT yKkazanue M. M. MyH3yKOM Ha TO, UTO OHa 3amucaHa 1mnocjie
niocemienust Tomku. A. H. AkceHoB B MoHorpaduu «TyBuMHCKass HapOAgHasi My3bIKa»
1964 r. B npuMmevaHuu K rnecHe «Yawnsl-Xem» TakKe IUILIET O TOM, YTO 3TO «MecCT-
Has rnecHs1 TOAXMHCKOro parioHa» (AKceHOB, 1964: 101).

B nocieqyommx HOTHBIX ITyOIMKAIIMSIX TYBUHCKMX TT€CEeH TOSIBISIIOTCS Te SKe TOI-
SKMHCKMe necHU «Yawnsi-Xem» n «O0dyzen-Tatiea» (BrepBble IecHsI ObLIM Ha3BaHA
Tak y A. H. AkceHoBa). B MmoHorpadgmu AKceHOBa IaHHbIe TECHU IIpe/iCTaB/IeHbl B
IBYX BapMaHTax, 3anucaHHbiX B 1956 1. B Kbi3biie ot M. M. u K.-K. H. MyH3yK 1 OT
Hekoro K. BysiaToBa — eIMHCTBEHHOTO IIPeCTaBUTESI CeBEPO-BOCTOUYHOI TyBBbI, C
KOTOPbIM yAaa0Cch mopaboTtathb cobupateio (Tam ke: 209). K sip «Hawnsi-Xem» mpu-
jlaraeTcs elje OAVMH BapUaHT TOAKMHCKOTO TEeKCTa, KOTOPbIN, [0 HAallleMy MHEHMIO,
6J1VKe SKaHPY Ko#ambiK. VICTIOTHUTEIb TaHHOTO TEeKCTa He yKa3aH.

KpoMe Toro, B KHUT€ OITyOJIMKOBAH TOMKMHCKII BAPUAHT eCHY «/[33H-033H», 3a-
dukcupoBaHHblit A. H. AKceHOBBIM B 1944 I. OT TyBMHCKOTO KoMIto3uTopa A. C. Jlat-
TaHa. [I03TMYeCcKuit TeKCT IeCHM BKJIOYaeT BCEro ABa cTuxa (T. €. II0JIOBUHY CTPO-
dbI), B3SIT B KBaJpaTHble CKOOKM, 32 MCK/IIOUEHMEM BCTABHBIX CJIOB 033H-033H. DTO
MOKET 03HauaTh, uTo A. C. JIanTaHOM ObUI MCITOJTHEH JIMIIb ITPUOIU3UTEIbHbIN T10-
STUYECKUIA TEKCT. [IJIs1 Hero BasKHbIM ObIIO TlepefaTh HareB, KOTOPBIi, IT0 ero MHe-
HMIO, XapaKTepeH /1 TOIKMHIIEB (Tam ke: 157). B pasgese neceH «0 HOBO KU3HU»
MoHorpadun «TyBMHCKasE HapogHasi My3bIKa» COMEPKUTCS TeKCT 0 TOHTyTuyKe —
nociaenHeM TOOKMHCKOM HOVOHe (Tam ke: 133).

Takum obpa3oM, cpeay MepBbIX OMYOGIMKOBAHHBIX HAIIEBOB TOMKMHCKUX TeCeH
IpenCcTaBeHbl BAPUAHTDI, 3allMCAHHbIE B OCHOBHOM OT IIpeLCTaBUTelIeil TYBUHCKON
uHTe/ureHuun. ckimrouenne cocrasiseT iuiib K. bynaTtos, «MaHepa MCIOTHEHUS
KOTOPOTO MOIJIa ObITh He XapaKTepHa JJisi MeCTHOTO CTUJIST» (TaM ske: 232).

HoBblit aTamn B coope ¢Gobkiopa TYBUHIIEB-TOIKMHIIEB CBSI3aH C pab0TO COTPY/I-
HUKOB TYBMHCKOTO Hay4YHO-UCCIEA0BATE/IbCKOIO MHCTUTYTA SI3bIKa, TUTEPATyPhl U
uctopuu (mo3xke — TYBUMHCKUIT MHCTUTYT TYMaHUTAPHbIX UCC/IeAOBaHMI, B HACTO-
siree Bpems — TYBMHCKUIA MHCTUTYT T'YMAHUTAPHBIX U TPUKIAAHBIX COLMATIbHO-
SKOHOMMYECKUX uccaenoBanmit). B 1955 r. cocrosiiach neppas skcreaniys B TomKy
riof, pykoBoacTBoM A. K. KasizaHa, 0CHOBHOJ 11€J1bI0 KOTOPOJ SIBJISIIICS CO0P CKa30YHO-
ro ¢onbkiaopa. [IBe cka3Ku, 3amucaHHble Toraa oT basiHa ban6beipa u Aka Yonaypb6eHa,
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B 1994 r. 6pUIM U3IaHbI B TOMe «TYBMHCKME HapOaHbIe CKa3Km» cepum «[IaMSITHUKA
donbkmopa HaponoB Cubupu u anbHero Boctoka» (TyBMHCKME HApOAHbIE CKA3KM,
1994: 306-320, 372—375). [TomyTHO B 3KCIIeAMUIIM ObLIM 3aIl/ICAaHbl M HEKOTOPBIE ITe-
ceHHble TeKCTbl (PykonucHbli poun TUTTIA — nanee PO TUITIN, T. 154, 0. 604).

B 1950-e rogbl TOMKMHCKYE HAPOHBIE ITeCHM 3anMCchIBaIch sTHOrpacdom C. 1. BaitH-
mrTeitHoM. TprHaALaTh IEeCEHHBIX TEKCTOB C ITePeBOAOM Ha PYCCKUIA SI3bIK BKIIIOUEHbI B
ero MoHorpaduio «TyBUHIIBI-TOIKMHIIBL MIcTOpUKO-3THOrpadmyuecKie ouepkim» (BaitH-
mTeiid, 1961: 149-152). Kak rnuiieT aBTop, «3aIicy CAeIaHbl OT JIMIL CTapIlero IoKojie-
HISI M XapaKTepU3yI0T JOPEBOIOLIMOHHbIN HObKIOP» (Tam ske: 149).

HccnenoBaTesib JaeT KPaTKYIO0 XapaKTepUCTUKY MeCeHHOTro (oyibKIopa TOAKUH-
11eB. OH yKa3bIBaeT Ha 60JbIlIOe 3HAaUeHMe MeCcHM B TOIKMHCKOM dosbKiIope. B ka-
yeCTBe HapOAHOIO TepMIMHA, 0603HAUAOIIEro MecHI0, UM YITOMMUHAETCS TOIbKO bip.
OTMeTHuM, YTO U OIMMCaHMe TeMaTUKU MeCeH, ¥ CaMy TeKCTbI O/IM3KM COBPEeMEHHBIM
3amucsiM o6pasioB Koxcamsik. Kpome Toro, omHaxabl C. . BajtHiTeltH ynoTpeoiis-
eT TEpMMH «YaCTYIIKa», KOTOPbIM B JIUTepaType LOBOJILHO YaCTO MUCIIONb3YIOT LIS
riepeBojia TYBMHCKOI'O TepMMHA «KoxambviK» (TaM ke: 151). McciemoBaTenb mogyep-
KMBaeT JIMPUUYECKYIO IIPUPOY ITECEHHOTO XaHpa, B KOTOPOM OTPaKalOTCS «JIMUYHbIe
YyBCTBA, HACTPOEHMSI, MUPOBO33peHMe YeJI0BEKa ... BOCIeTa X3Hb OJIEHEBOJIOB U
CKOTOBOJ0OB, €e TPYAHOCTU U PafocTu, ipupopa Tomxku» (Tam xxe: 149). OTHOCUTEb-
HO CTPYKTYPHBIX XapaKTePUCTUK IeCeH aBTOP YKa3bIBaeT HAa PaCIIPOCTPAHEHHOCTD
YeThIPEXCTUIITHOM opMbl. CCTEMY CTUXOCTOKEHNS TTeCeH TOIKMHIIEB OH CUMTAeT
0011eii ¢ TYBMHCKOJ, oTchlIasi K HaomomeHusam A. C. Toryii-oona. C TOUKM 3peHUs
MY3bIKaJIbHOM CTUINCTUKY C. Y. BaliHIITelIH OTMeuaeT 3HaUeHe IIeHTAaTOHUKY 151
TOIKMHCKOM (M TYBMHCKOW) MY3bIKU, OOHOTr0/I0CKe (M OTCYTCTBME XOPOBOIO MeHMsI),
MIPOTSKHOCTh MEJIOAVI IMPUUYECKUX MeCeH, BO3MOXHOCTb COIIPOBOXKIEHUS TIeHUS
Ha MY3bIKaJIbHOM MHCTPYMEHTeE.

B KOHIIe pa3aena «YCTHOe HapogHoe TBopuecTBO» C. U. BaliHIITelH fe/laeT BbIBO-
IIbI O TOM, UTO «MEXAY OJIeHEBOAUECKMMM ¥ CKOTOBOAUECKMMM IPYIIIIaMy CYILeCTBO-
BaJIM INTyOOKME CBSI3Y B 00/1aCTH JYXOBHO KYJIBTYPhI», UTO «CKa3KM, ITIECHU, 3aTaIKM,
TTOCJIOBUIIBI ¥ TTIOTOBOPKYM TOMKMHIIEB B OCHOBHBIX YepTax OJIM3KY ITPOU3BEAEeHUSIM
9TUX )KaHPOB, PaCIPOCTPAaHEHHBIX B APYTUX paiioHax TyBbi». KpoMe TOro, uccieno-
BaTeJib CUYMUTAET, UTO «IIPOM3BEAeHMSI HAPOAHOI'0O TBOpUECTBAa MOHTI0/IOB, JapXaToOB,
OypsT 1 TodanapoB TakKe momnaganau B TomKy 61aromapst B3aMHBIM IepeMelleHM -
saM» (Tam xe: 152).

B 1959, 1960 un 1968 rr. 3. b. Yamamba Bo BpeMsI TpeX AMaaeKTOJIOTUUECKUX IKC-
neguuuii B TOIKMHCKUIA pailOH IIPOU3BOAMIIA HEKOTOPbIE PYKOIIMCHbIE 3aIIUCU TeK-
croB mnieceH (P® TUITINU, n. 815, 837-839). Tpu nmeceHHBIX CTPOdBI, MCIIOIHEHHbIE
Yonmak CepeHOM, B KauecTBe 00pa3lioB peuy TOMKUHIIEB IMPUBOISITCS B pasfesie
pIpsiap ‘TecHn’ MoHorpadum «TOmKMHCKNI OMaaeKT TYBUMHCKOrO s3bika» (Yamamoa,
1974: 115-116). OT™MeTUM, UTO MO3TUYECKME TEKCThbI, onmybakoBaHHbIe 3. b. Ya-
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,U,aM6a KaK TEKCThI bipiap, 110 HallleMy MHEHHNIO, ITO TeEMaTUYEeCKOMY COOEeP>XaHUI0 U
CTMJIMCTUKE OJIVIKe K JKaHPY KOXHAMbIK.

[TepBble ayamMo3anmcy TOAKMHCKOTO (PObKIOpa MOSIBASIOTCS TOMBKO ¢ 1970-X IT.
OTO mMmaTepuasbl TOMKMHCKON akcnenuuum 3. K. Keipreic 1973 r. (PO TUITINU, 1. 82—
84, 1. 202, . 812), komnekuun O. K.-Y. Tapsima, M. llanreip-oona u O. [lemep-ooma
1974 1. (P® TUITIN, . 131, T. 225, 1. 915-917), K. O. Oopskaka u B. B. OxoTHMKOBa
1975 r. (P® TUITIN, 1. 98), 3. b. Camman 1982 1 1989 r. (P® TUITIN, 1. 415, 1. 258,
n.1057), MaTepuasibl COBETCKO-aMepuKaHCKoi skcrenuym T. JleBuHa, 3. E. Anekcee-
Ba, 3. K. Keipreic 1988 r. (P® TUITIU, ma. 607, T. 303, n. 2166) u 3anucu C. M. Opyc-

oon 1990 u 1991 rr. (P® TUITIN, . 687, 790, 791,

il U g 2 T. 301, m. 2157-2158, T. 303, 1. 2166).

f 5_%, - g B ommcaHmax K MarepuagaM —KOJIJIEKIIUU
appe . EF ;44:.&5 ” 1973 IIPUBOMSTCS IBa HaMMEHOBAHMS ITeCEeH-

3 Ko léest GP I Ml Aoy . ‘
? Y fo.c4] HBIX JXKaHPOB: 3p2u Wda2HblH blpbl CTAPMHHAS Ha-
K b~ % pOOHAs TeCHS’ U KOMAMBbIK as/12a3bl ‘Me)IO,ZLI/IH KO-

S EGnctgess . T
¥ Al /;:r q”k, Aidier >KaMbIK’. O6pa3ub1 Ap2u WA2HbIH blpbl 3aIIVICAHBI

\l.

/"'?

Hf Y menaqf | or b. M. banbipxar, O.-1II. T. Ak, C. T. YooxyHaii,

et B Licadoc i g 3. Kon, X. C. Cokonosa u JI. YUucrsaxkoBa. O6pa3s-
(e _ {, ; LBl KOoxcamoslk ucrionHeHbl Y. B. baiibip-oomnom,
'K"')n WG~ 0 ""‘/“"" C. K. Baiibip-oon un K. Jlopxky. Bocemb HOTMpPO-

+ BaHHBIX 00Pa31[0B KOMAMbIK, 3aIIMCAHHBIX B 9KC-
= v neauuyu ot tomkuHia Y. B. baibip-oona u ero
Puc. 1. Konsepm nenxu N° 82 PO TUTTIY, KE€HBI — TiepecesieHky 13 Yiyr-XeMcKoro painoHa
codepxcauyeli nepssie ayouosanucu C. K. Baitbip-oon, onyonukoBaHbl 3. K. Kbiprbic
moa)fgﬂ-;gkllgl ;zze;liHI(;gg”zl;ame”b (Keiproic, 1975: 42-45, 64-67). IIpu obpaiieHUn
’ . K apXMBHBIM IVIEHKAM OKa3aJoCb, UYTO [IaHHbIE
TecHM B Opollope IpeacTaBjieHbl HETOYHO. OT
C. K. Baitbip-007 3ammcaHo Tpu ayamuoobpasiia neceH, B KHUre omy0aMKOBaHbI ye-
ThIpe TeCHU, U TOJIbKO O HA 13 HMUX HAaXOAUT aHAJIOT Ha ayAM0, XOTS U C HEKOTOPBIMM
M3MeHeHUsIMU (TlepecTaBiieH MOPSI0K c/ieIoBaHMs CTPOd, MMEIOTCsI MeJIoandecKe
pacxokaeHust). HameBbl, 3anmcaHHble oT Y. B. Baiibip-0o0s1a, omy6MKOBaHbI C APYTH-
MW TeKCTaMMU, [IPOUCXOXKIeHMEe KOTOPBIX OCTAIOCh HEBbISICHEHHBIM. TOJIbKO B OLHOM
Clydae HaM yaaja0Ch YCTAHOBUTb UCTOUHUK TeKCTa (Tam xe: 44; PO TUITIHN, . 82,
13.37-14.30"). lim okasascs neceHHbIi obpasel, ucroaHeHHblit O.-111. T. AK Ha apy-
roit HarieB (P® TUITIN, . 82, 4.15-4.59).

B kHure «TyBUMHCKMEe HapOAHble TeCHU U 00psIoBasi MO33USI» COAEPKUTCS TPU
MeceHHbIX TeKkcTa, aTpubyTupoBaHHble 3. K. Kpipreic Kak 3amnucaHHble B c. Toopa-
Xem (Ksoiproic, 2015). [IBa 3 Hux 6butn ucronHedsl C. K. Baiibip-oon B 1973 1. (B

! 3mech 1 Jajnee yka3aHo BpeMs 3By4aHMs o6pasiia Ha MarHMTHO TIJIeHKe.

259



HOBbIE HCCNEAOBAHUA TYBbI THE NEW RESEARCH OF TUVA

www.nit.tuva.asia Ne2

Novye issledovaniia Tuvy

KOMMEHTapusX K OJHOM 13 MmeceH omnbouHo yka3aH 1978 r.). B pasmesne meceH o
MaTepu 1 00 OTIe IMPUBOIUTCS TEKCT «Andsibl, Ycmyy bliimaamsinap», B pa3gene Jau-
pUUecKux meceH — «3dep xekmun asnassi» (Keipreic, 2015: 230, 283-284, 352, 368). B
KOMMEHTapUsIX K TPeTheMy IM03THUUecKoOMY 00pa3iy «Catibiz-XeMHUH 0axcblHaH2a»,
MO-BUAMMOMY, COIEPKUTCS OTledaTKa, MOCKOAbKY YKa3bIiBaeTcs Ha T. 39, A. 168 PO
THUWSIIA (Ksiprbic, 2015: 230, 352), omHaKo, Cy/s 10 peecTpaM apxuBa, B 9TUX Ma-
Tepuasax ComepsKaTcsi MOHTYH-TarMHCKYe 3anucy 1958 1., T. e. OTCYTCTBYIOT 3aMMCH,
niponsBeneHHbie A. K. Kasnzanom B c. Toopa-Xem ot K. M. Momb6yxkas (1938 r. p.).

B tomxxuHckoin kowtekuumu O. K.-Y. dapbi-
ma, M. lllanreip-ooia u O. [lenrep-ooina 1974 r.
VIMEETCSI TeCHS «AHUbl KUMUHUH bIpbl» B VIC- [N

BCTaADSATL @ HAE SAC TS WarHry

nonHenun JI. Ak. B 1975 1. K. O. Oopkakom u
B. B. OxoTHMKOBBIM OT 3. AKa 3amucaHbl ABa
obpasia Koxampvikmap. boree MHOTOUMCIIEHHO @ :
IIpefCcTaB/IeHbl IIeCHY B MaTepuaiaX COBETCKO- R

aMepMKaHCKoi okcreguuyy 1988 r.,korma Oblim - A

samucanbl or I. B. Xeprek, A. [I. Ko, T. T. Kym- BN, iorent

ka, IT. X. Opait-oon, X. 1. Bapaaw, LI III. Cay- | fo frese Snssis

yak, JI. . JyrnuyH TOmXUHCKUE blp «OdyzeH- | i b Fusigor B A i
Tatiea», «Hexknenue» v «Tomama» i MHOXKECTBO | 1 fuwr Mo v Vovsigist o
KOHCAMBIK. beruts, bhits.as, thitor

B i it i it bt Wi, IR Aes ks

B 1989 r. B Kbisbuie 3. B. CamzaH OT TOA-

kuHIa A. B. HyryypaKa 3aTIMCaHbI O6p&3LU)I Puc. 2. Mamepuanst cosemcko-amepukaHcKotl
akcneduyuu 1988 a.

koxcamsikmap. B 1990 r. Tam >xe HEOOHOKpAT-
HO TIpoBOAMach pabora ¢ B. M. Xwopbekom.
Tak, C. M. Opyc-oos OT Hero 3apuKCUpPOBaHO IiecTb neceH, b. K. BonaT-oonom u
A. K. KykyreT — 16 KyIieToB Koxcamsikmap u sip «H9awnsi-Xem». B 1991 1. A. K. Ky-
xxyreT 1 C. M. Opyc-oon nipoBefeHa skcreauius B TOIKMHCKNUIA paiioH, B XOZe KO-
TOPOJi coOOpaHbl 06pasIbl sip «Ueknenuz» or M. B. Kyynap u sip «O0dyzen» ot [l. T. UaH-
ynbait, a Takke koxcamoik ot M. b. Kyynap, U. U. Bangan u C. M. Caas.

Takum obpasom, B apxuBe TUITIM HakomaeHO OOJbIIOE KOJIMYECTBO 0OpasioB
TeCeHHBIX KaHPOB TyBMHIEB Tomku. K HacTos1ieMy MOMEHTY 13 BCEro 3TOro Mac-
CMBAa OITyOJIMKOBAHO C MeJIOAMSIMU TOJIbKO BOoceMb rneceH. [ToaTuueckue TEKCThI 1e-
CeH IpeACcTaBIeHbl HEMHOTMM B 00JIbIIIEM UMC/Ie — MeHee IBalaTH.

B aTOM cMbIc/ie Gobliioe 3HaUeHVe B MCTOPUM COOMpaHUsT U MyOaMKauu TO-
KMHCKOTO (hOJIbK/IOpa MMeeT paboTa TOMKMHCKOTO KpaeBeda, OMPEKTopa 3THO-
rpaduyeckoro Mysesi mpu cpefHeii 1mikose c. Aapip-Kexur TomKMHCKOro paiioHa

'YuactHuku sxcrienyuuii: O. B. Tonaymnosa (1997 r.), H. M. CkBopuoBa (1999 r.). MaTepuasbl
XpaHSATCS B ApXMBe TpaguUIIMOHHOI My3bIKi HOBOCMOMPCKOIE rOCyIapCTBEHHO KOHCEPBATOPUH,
Kotekuum A129 n A141.
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T. T. Kymikar. Exo B 1996 r. B He60/1b111071 6poI1iIrope Ha TYBUMHCKOM $I3bIKe Oy6/IMKO-
BaHO 00JIbIlIOe KOJIMYECTBO MeCeHHbIX TeKCTOB, 3allMCAHHbIX OT MECTHOTr'0 Haceje-
HMs1 TOIKMHCKOTO paitoHa: 3To vip «Toxwama» (IyOMUKyeTCsl BIiepBbie), «deknenuez»,
«O0dyzen-Tatiea» ¥ OKOJIO TPUALIATU TEKCTOB Koxcamuik (Kymikar, 1996).

HccnedosaHus HOB0CUOUPCKUX YUEHBIX

[TlepBasi My3bIKa/IbHO-3THOTpadmueckas skcreauivss HoBocubupckoit KoHcepBa-
TOpUM B TOOKMHCKUIT painiOH COCTOSIaCh BO BTOPOM MmoyioBuHe 1980-X IT. 1oz pyKo-
BoaCcTBOM acriMpaHTKu P. b. Hazapenko. /1o 1993 r. maTepuabl 3TO 3KCIIeAULIM Ha-
XOOUIUCH B ApXMBe TPaaULIMOHHOM MY3bIKM KOHCEpPBATOPUM, OOHAKO B HACTOSIIEe
BpeMs X MeCTOHAXOXAeHVe HeM3BeCTHO. BO3MOXXHO OHM XPaHSTCS B IMYHOM apXuBe
0. U. lllerikuHa, B Te TOABI SIBISBILErOCsI HAy4HbIM pykoBoauTesneMm P. b. HazapeHko.

B kon1ie XX B. — B 1997 1 1999 rr. — nmox, pykoBoacTBoMm I. B. ChiueHKO BO30OHOB-
JISTFOTCST MY3bIKaJIbHO-3THOTpaduueckue skcreaniiny HoBocmbmpckoit KOHCepBaTo-
puu B Tomky, 0003HAUMBIIIE HOBbIV 3Tal B IieJieHarIpaBJieHHOM cO0pe U U3y4eHUn
TOIKMHCKOI'O My3bIKajabHOTO dobkiaopa (CbiueHko, TupoH, Kan-oom, 2011)L

B 2003 r. gy obecrieueHus: MaTepuasaMu IIaHUpylolierocsi Toma «®DobKiaop
TYBUHIIEB-TOIKMHIIEB» cepui «ITaMSITHMKM dhonbKiaopa HapomoB Crbupy u JlanbHero
Bocroka» MHcTUTyT bunonorunu CO PAH u TyBUHCKMIA MHCTUTYT F'yMaHUTapHbBIX UC-
cJleloBaHMI TPOBEM COBMECTHYI0 KOMILIEKCHYIO (POIbKIOPHO-3THOTrpaduueckyio
IKCIIeAULMIO K TOIKMHIaM. PykoBoauTensiMu skcneanuyy HasHaueHsl I b. CbiueH-
Ko 1 C. M. Opyc-oosn'. [ToBTOpHbIe 3KCHIeAUIIM 3a(PUKCUPOBAIN BO MHOTOM CXOXKUIA
MaTepuaa: BApUAHThI IeceH, 00PSIAOB, a TaKKe PsiA, HOBbIX NTPOM3BeNeHMIi2.

Ha 6ase JAaHHDBIX SKCITeAVMITMOHHBIX MaTepMaJIOB B HOBOCI/I6I/II)CK€ BO3HUMKAIOT IIEP-
BbI€ 3THOMY3BIKOJJIOTMUYECKME MCCIedOBaHMA TOIKMHCKOI'O MY3bIKAJIbBHOT'O (bOJ'Ib-
KJIOpa, MMpoBOAVMbIE COTPYOAHUKAMM U CTYOEHTAaMM KOHCEPBATOPUMN. HOCKO)’IBKY
3HaueHMe JaHHbIX STHOMY3bIKOJIOTMYECKUX MCCIIeqOBAHUIA SIBJISIETCS qpestlqaﬁHo
Ba>XHbIM, JaJVM UX ITOCJIEJOBATEJIbHYIO XapaKTepPUCTUKY.

B crarbe O. B. [IoHIy110B0# «O HEKOTOPBIX MHTOHALMOHHBIX TPAAULMSIX TYBUHIIEB-
TOIKMHIIEB», TTOCBSIIIIEHHOM OMMCAHUIO Pe3ylbTaTOB 3Kcrenuuumu 1997 r., maercs
KpaTKasi XapaKTepUCTUKA TOMKMHCKIX ITeCEHHbBIX SKAaHPOB bIp U KOXAMbIK, CBaTeOHBIX
" KonblbenbHbIX neceH (oHayrioBa, 1998). MccnenoBartesieM BIiepBble YKa3bIBaeTCs
Ha TPOTUBOIOCTABJI€HNE HOCUTEISIMU TPAOULIVM TOMKMHCKUX MEeCEeHHbIX >XaHPOB

U YuactHuku sxcneguumu: E. JI. Kpynuu (Tupon), K. A. Caranaes, Y. C. YoHgas,
O. K. Isrerparn, K. M. 011a. MaTepurasbl JaHHO SKCITeaUIMy HaxoasaTcsi B HoBocubmpcKoii
rocynapcTBeHHOM KoHcepBatopum, B MHcTuTyTe dummomornu CO PAH u B TyBUHCKOM
MHCTUTYTE TYMaHUTAPHbBIX U TIPUKIAAHBIX COLMATbHO-3KOHOMMYECKMX UCCIeAOBaHUIA.

2 KonmyecTBeHHBI M )KaHPOBBIN COCTAB 3alMCaHHbIX MaTepuaioB cM.: CbiueHKO, TMPOH,
Kan-oou, 2011.
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blp U Koxcambik. K Hanbosiee cylecTBeHHbIM XapakTepucTukam rneceH sip O. B. JIoH-
IYyII0Ba OTHOCUT: 3aKpeIUIEHHOCTb HalleBa 3a TEKCTOM, CBSI3b Ha3BaHMS bIp C reorpa-
(burueckM HaMMeHOBaHMEM MeCT, MHOTOCTPO(HOCTb, YeThIPEXCTPOUHOE CTPOEHMEe
cTpodbl, «MeJIeHHbIe TEeMIIbI, 00M/IMe PacIieBOB, OOJbIIAs MPOTSHKEHHOCTb CTPOK,
a Takke MEeHTAaTOHHBIN 3BYKOPSI, aMOUTYC KOTOPOTO IPEBbIIIAeT OKTaBy» (TaM Ke:
81). B kaHpe koxcamuiK, TI0 HAOMIOAEHMUSIM MCC/IeIoBaTes, OTCYTCTBYET sKeCTKasl 3a-
KpeIrIeHHOCTb HarleBOB 38 KOHKPETHBIMM TEKCTAMM, 3TO «KKOPOTKIME YeTBEePOCTUIINSI-
MMIIPOBU3ALIMI», IJISI KOTOPBbIX «XapaKTepeH CUUIabuJecKuit MPUHIUIT B3auMO-
IEeCTBUSI MEJOOUN C TEKCTOM ..., BBIPa&KEHHOCTb U PETY/ISIPHOCTb PUTMUYECKUX
aKIIeHTOB» (TaM ke). ABTOp CITpaBeIJIMBO MPeAIoiaraeT, YTo «pUTMOPOPMYIbHOCTb
SIBJISIETCSI OMHUM 13 MY3bIKQJIbHBIX MapKePOB >KaHpPa KOXHAambvlK» (Tam xe: 82).

CpaBHeHMe IeCeHHbIX Tpa-
IULNI TOIKMHILIEB U Todaa-
poB fenaetcs B. B. Ma3zerycom
u H. M. CKBOpII0BOI1 B CTaTbe
«Todanappl ¥ TOIKMHIIbI:
MY3bIKaJbHO-TIO3TUYECKUE
napauienn». B 4YacTHOCTH,
TIeCeHHbI TEPMUH blp BCTpE-
yaeTcsl B 000MX KyJbTypax
MaJIOUMCIIEHHBIX  THOPKOSI-
3bIYHBIX 3THOCOB BOCTOUHBIX
CasiH, pOICTBEHHBIX IT0 SI3bIKY,
X03511ICTBEHHO-KYJIbTYPHOMY

TUITLY, AHTPOIIOJIOrMM M [OP. p 3 CO PA

_ Puc. 3. Vuacmnuxu cosmecmmoti skcneduyuu M®JI Hu THUIH 8
HOU MHEHMIO  MICCAEN0BATE Todxcurckuii pation Pecnyonuxu Tetea (2003 2.). Cresa Hanpago
Jien, TOIKMHCKME bID M KO- [ pad: K. A. Cazanaes, E. JI. Kpynuu, I'. B. Coiuenxo, b. A. Moiuinssyes,

>KaMbIK «CXOOHBbI II0 CBOEMY 2 pso: C. M. Opyc-oon, O. K. Ilsistpan, JK. M. FOwa.
rpaMMaTHUUYeCKOMY  YCTPOM-

CTBY U IIPUHAJIEXAT OGHOM CTpaTe, Ha3bIBAeMOI1 ... IeCeHHOoM cTpaToi» (Maseryc,
CkBopiioBa, 2003: 91), koTopas, UMeeT YepThl OOIITHOCTM C aHAJIOTUMUHOI CTpaTOi y
TodanapoB. [leiicTBUTEIbHO, HECTpOrasi IMIPUyPOUYEeHHOCTh, CUTyalM MCIIOTHEHUS
[IeCeH U 3alpeTsl Ha [IeHMe, [TOJI0BO3PACTHAS CTPYKTYpPA UCIIOTHUTEJIeN, OTCYTCTBUE
TpeboBaHMs TpodeccroHann3Ma, MpeuMyIleCTBEHHO ceMeliHas mepemaya Tpaau-
LM, HE3HAUYMUTEJIbHOCTb BOIIPOCA aBTOPCTBA, JOMMHUPOBAHME JIMPUUYECKUX TTeCeH
— YepThl, XapaKTepHbIe [IJIsI TeCeHHbIX CTPaT TOIKMHIIEB U TO(aTapoB.

B nimane BbIpa>keHud 60JIbIIIE 06H.[€I‘O YTOd)aJ'IapCKI/IX blp U TOOKMHCKUX KOHAMBbIK:
OTCYTCTBME 3aKPEIIJIEHHOCTHM TEKCTA 3d HAIIEBOM, HeOO0JIbIII0e KOJIMYECTBO TUITOBBIX
HaI1eBOB, npeo6na11aHme COJIbHOI'O IT€HMd, BO3MOXXHOE I‘ETepO(bOHHOQ aHcambe-
BOe€ U IMaJiormyeckoe MCIIOJTHEHHMe. KpOMe TOI'0, CXOOHBbI HEKOTOPbIE CTPYKTYPHbIE
JJIEMEHTbI: HaUa/IbHada 1 KOHeUYHasd pI/Id)Ma, CeMaHTUKO-CUHTaKCUUYEeCKUIT Imapauie-
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JIU3M, HaJIM4Me OUCTUIIHBIX 00pa30BaHMii, mpeobnagaHue 8-c/I0KHbBIX CTPOK, Jaeje-
HMe CTPOK Ha MOJIyCTPOKM, COBMAleHMe IpaHUIl MeJIOCTPOK U MO3TUUECKUX CTPOK,
HaJuMuyue YCTOMYMBBIX PUTMODOPMY/, M30TeMIIOpa/ibHOe BbIpaBHMBAaHME CTPOK,
TUIIBI 3BYKOBBICOTHBIX KOHTYPOB, CyllepCerMeHTHbIE TeMOpPOBBIE MPU3HAKU U IP.
MccnemoBaTesn OTMEUAIOT, UTO «HaMOOJIbIIee KOJIMUECTBO Mapasuieneit Habmona-
eTcsl B )KAHPOBOI XapaKTepPUCTHUKe IeceH, B MT03TUUEeCKOl OpraHM3aly rmeceHHbIX
TEeKCTOB, TUIIAX 3BYKOBBICOTHBIX KOHTYPOB M TeMOPOBBIX MpMU3HAKaxX» (TaM ke: 93).

CxoficTBa, 0 MHEHMIO aBTOPOB CTaThM, MOTYT OObSICHSITHCSI TeHETUUYECKUM POJI-
CTBOM KYJIBTYP, KYJIBTYPHO-UCTOPUUYECKMMU KOHTAKTaMM [BYX 3THOCOB, a TaKXKe
KYJIbTYPHO-UCTOPUUECKMMM KOHTAKTaMU C Apyrumu sTHocamu Cubupu, B TOM UiC-
Jie HeTIOPKCKOTO ITPOUCXOXKIEHUS (TaM Ke).

H. M. CkBop110BoJi B cTtaThe «Habmomenus Han M3MeHeHUSIMU (QOHETUKM pac-
IeTOTO CTUXA B TOMKMHCKMUX MECHSIX bIp» Ha IIPMMEpe BapMAHTOB IeCHU «OdyzeH-
Tatiza», 3anmcaHHbIX B 1999 I. OT NSTU TOIXKMHCKUX UCIIOJHUTEIEN, cae/laH aHa/In3
ponetnuecknux nsmenenuit (Ckopiona, 2005). ABTOpOM CTaTby IOJUYEPKUBAETCS,
YTO OHM OOYCJIOBJI€HBI BOKAJbHBIM TUIIOM MHTOHMPOBAHUS M CPEICTBAMM MY3bI-
KaJIbHOM BbIPa3UTENbHOCTU. BbiaesnsieTcsi HeCKOMbKO TUIIOB apTUKYJISILIMOHHbBIX U3-
MeHeHMii. B KauecTBe Haubojee pacrpoCTpaHeHHOTO MPU3HAETCS KIacTepu3alys
IJTaCHBIX (hoHEM («paclieruieHue» IacHoi oHeMbl B BUE IOCAeI0BATEbHOCTU
Pa3HbIX BOKAJIMYECKUX apTUKY/ISIINIA, T. €. Ipeobpa3zoBaHue MOHO(PTOHTOB B Aud-
TOHTU U TPUDTOHTH). [IOBOJILHO YaCTO MCIOJb3YIOTCS OOIOTHUTEIbHbIE CJIOTH, 00-
Pa30BaHHbIE B PE3Y/IbTATE OIVIACOBKM COHAHTOB «P», «M», «H», «JI», «¥» B MO3ULIUN
KOHIIa ¢yiora. Bojee peiko 1CIO/Mb3YIOTCSI CBEPXHOPMAaTMBHbIE [0 OTHOILIEHMIO K 6a-
3MCHOMY TEKCTY BCTaBHbIe (JIOTU CO «CTPYKTypou CV (cornmacHbIil + IJIACHBIN), TIPU
5TOM B KauecTBe COIJIACHOTO BBICTYIAeT COHAHT j WIM 3aMHesI3bIUHbIN IeeBoii h,
a apTUKYJISLMS TTOCAeAYIOLEero IJIaCHOTO COIIacyeTcs C apTUKYIISLMeN 1acHOro
MpeIlecTBYIONIEro ¢yiora» (TaM ske: 47). CpaBHeHMe C ITeceHHO Tpaauiueit Toda-
JIapOB TTOKa3bIBaET, UYTO TOMKMHIIBI ¥ TOdasapbl UCIIONIb3YIOT OJMHAKOBBIE TTPUEMbI
(doHeTHUeCKOro BapbMpPOBaHMS PacleToro CTuxa, HO paclipeeieHbl OHU B KYJIbTY-
pax o-pasHoMmy.

Paszmen mo My3bIKaJIbHOM KYJIbType TYBUHLEB U TOIKMHLIEB, MIOATOTOBIEHHBIN
H. M. KoHapaTbeBoit uMeeTcs B yueObHMKe «My3bIKajabHas KyabTypa Cubupm». 3gech
omy6iukoBaHa BbinosiHeHHass H. M. CKBOpIIOBOJ HOTMPOBKA TOMKMHCKOV TeCHU
«O0yeen-Taiiea», 3anucanHas B 1997 r. ot [I. Y. baanubiH (My3bIKa/JibHas KyJIbTypa
Cubupu, 2006: 73). Aynmo3saniuch 3TO¥ IeCHM MOMeIleHa Ha JMCKe, IIPUIaraeMoMm K
yUeOHMKY, U SIBJISIETCS TIepBOI1 ayAMoITyOIMKalieii rmeceH TOIKMHIIEB.

! Onmcanne «Mwudonornueckme IpeacTaBIeHNsl, 0OpsmoBasi IMPAKTMKA M TMECHOIEHMS
TOmMKMHCKOro mamMaHa 4. M. bapaana», moarorosieHHoe I. b. CbIueHKO COmepyKUTCSI HAaTTIOpTasie
Kynprypa.pd [URL: http://www.culture.ru/objects/412/mifologicheskie-predstavleniya-
obryadovaya-praktika-i-pesnopeniya-todzhinskogo-shamana-ch-m-baraanal.
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VHuKanbHast Gopma TOIKMHCKOTO HappaTuBa — aHeK0Ta C MO0Ieiicsl BCTaBKO
Oawmaz uyzaa ‘WyTIUBbIN pacckas’ onycana I. B. ChIueHKO B CTaThe «AHEKIOT O Ha-
XOIUMBOI HEBEPHOI XKeHe: aHa/In3 CaramCKoro M TOOKMHCKOro BapuaHTOB» (CbI-
yeHko, 2016). lanHas opma HappaTuBa C MOIIIMMUCSI BCTaBKaMM BCTpeUaeTcs y
MHOTUX CMOMPCKUX HApOAOB B sKaHPaX CKa3KM M HECKa30YHO ITPO3bl, OITHAKO B IT0-
cyleIHee BpeMsi, T0 MHEHMIO aBTOPa, 0HA CTPEMUTEIbHO Mcue3aeT. B ctaTbe ommyosim-
KOBaHa M ITPoaHa/IM3MPOBaHa Iy TAMBast KOIbIOeIbHAS SKEeHIIVHbI, UCITOJTHSIeMasI €10
IJIS1 TIpeAYTIPEsKIeHMsI CBOEro JII0O0BHMKA O BHE3AITHOM BO3BpaIleHUM MysKa. DTOT
ciokeT 3aUKCHMPOBAH He TOJIbKO Y TOIXMHIIEB U TYBUHIIEB, HO TAKKe Y XaKacOB U
OypsT. B cTaThe TOMKMHCKMUIT BapyMaHT CPaBHUBAETCS C CaraiiCKMm BapyaHTOM I10
CIO’)KETHOM KOMITO3ULIMM U TIO3TUKE TEKCTa, aHAIU3UPYIOTCS CTUXOBbIE, pUTMUYe-
CKMe, JIaIoBble ¥ MeIoauuecKyie 0CO0eHHOCTM MY3bIKaJIbHOTO 31130/a. B pe3ynbTa-
Te aBTOP MPUXOIUT K BbIBOZY O COBMeLeHUM KaHPOBBIX IPU3HAKOB IIeCHU U KOJIbI-
6e/IbHOI B caraiiCKom ¥ TOIKMHCKOM 0Opa3Iiax.

[[TamaHCKMe TIeCHU XaM blpbl TYBUHILEB-TOIKMHIIEB B CPABHEHUMN C IUPUIECKUMMU
rnecHIMu IpoaHanmsupoBaHbl B cratbe E. JI. Kpyninu u I. b. Ceiuenko «Cakpaim-
3alMs cpelibl OOUTaHUS B MECHSIX bip/ap TYBUHIIEB-TOMXMHIIEB» (Kpynuu, CbhrueH-
KO, 2007). [IBa pa3/MUYHBIX >KaHPOBBIX SIBJIEHUS : TIMPUUYECKME U IIaMaHCKue eCHU
OIpeNeNAOTCS B TOOKMHCKONM KYJIbType OJHUM TePMUHOM bipsidp. B cTaTbe BIriep-
Bble JaHa XapaKTePUCTUKA MOITUKU TPEX MIAMAHCKUX TIeCEeH XaM blpbl, 3aTIMCAHHBIX
ot Y. M. bapaana'. OTu nmecHu ObLIM UCIIOJTHEHBI HA OOMH U TOT ke HameB. CTaThs
COAEP>XKUT HOTHYIO 3allMCh 3TOTO HareBa Ha MpuMepe OJHOI U3 IIaMaHCKUX TTeCceH
(pacmdposka BbinonHeHa I. B. CbrueHKo). OTMeTUM, YTO 3TO IepBasi HOTHas IMy-
OMMKaLNS Xam blpbl TYBUHIIEB-TOMXMHIIEB. [10o comepskaHMI0 BepOaJbHOIO TEKCTa B
IBYX 00pa3Iiiax MmpeacTaBJIeHbl ITyTEIIeCTBMS IIIaMaHa, B TPEeThel OMMChIBAETCS II1a-
MaHCKMii 6yoeH. [laHHbIe TTPOM3BeIeHMSI, [T0 MHEHUIO aBTOPOB, CUJIBHO OT/IMYAIOTCST
OT COOCTBEHHO MECEeHHO TMPUYECKOi Tpaauium. [Io3TUuecKkmii TEKCT Xam blpbl 10-
BOJIbHO (parMeHTapeH U TpebyeT CIIelMaTbHOrO BXOXKIEHMS B €ro 3aKOAVPOBaH-
HbI CMBICI. OTMETMM, YTO TEKCThI IIaMaHCKMX KaMJIaHUI TOIKMHIIEB C I€PeBO-
IOM Ha PYCCKMI SI3bIK OmyOmMKoBaHbl B MoHorpaduu C. WM. BajiHiuTeiiHa, Toe OHU
MIPUBOMASITCS C STHOTpadmueckMMy KoMMeHTapusiMu (BaiiHireitH, 1961: 179-191).
B 3TMX TeKCTax Takke MMEIOTCSI OMMCAHMS ITyTeIIecTBUS IllaMaHa 1 obpalieHus K
ImaMaHCcKomMy OyoHy. HallmoHasibHOe >KaHpOBOe OIlpejiesieHNe JaHHbIX TEeKCTOB Y
C. U. BayHiuTeiHa OTCYTCTBYET, OH Ha3bIBAeT UX «IIaMaHCKUM KaMJIaHeM».

C 2003 r. uccimenoBaHMeM IleCeH TYBUHIEB-TOIKUHIIEB M0, PYKOBOACTBOM
I. b. ChIYeHKO 3aHMMAaeTCs M aBTOP HACTOsIIel cTaTby. MHOIO C COQBTOpPaMM IO -
TOTOBJIEH PSIJI CTATbeN 10 ITeceHHOMY (QOJIbKIOPY TOIKMHIIEB. Tak, MMeIOTCS CTaTbU
10 TOIKMHCKUM TecHsIM bip (Kpyrnu, CerueHko, 2007; Tupon, 2014c¢), koxcamsik n
CBSI3aHHOMY C HUM (eHOMeHY TUIOBbIX HareBoB (TupoH, 2015e, 2016), KosbI6Eb-
HbIM necHsiM (Tupon, 2009) u np. B psanme crateit nmpoBoauTtcst nuddepeHIanys
SKAaHPOB blp U KOXAMbIK TIO pa3inuHbIM napamerpam (CeiueHko, TupoH, KaH-oor,
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2011; Tupon, 2011, 2013, 2014a). B HEKOTOPBIX CTAThsIX OMYyOIMKOBaHbI HOTHbIE pac-
b poBKY MeCeH, 3alMMCaHHbIX B SKCIIeAUIINSIX KOHIIAa XX B.

HTorom paboThl cTaja 3aliuMTa KaHAMAATCKOM myuccepraiuyu Ha Temy «[lecHu
TYBUHILEB-TOKMUHIIEB: JKAHPbI bIP VI KOXKAMbIK», B KOTOPOJ BIIEpBbIE JaeTCs 1e/T0CT-
HOe U CUCTEMHOe OIMCaHMe TIeCEHHOM TpaaAulM TYBUHIEB-TOIKMHIIEB B aCII€KTe
CPaBHUTEIbHOIO U3YUEHMS SKaHPOB bIp U Koxcamwik (TupoH, 2015cd). [TanHas orrio-
3UIMST aHAJIU3UPYETCSI KOMITJIEKCHO, C BbISIBJIEHMEM CUCTeMbI Iu(depeHITPy0mnx
MIPU3HAKOB Ha YPOBHSIX (YHKIIMOHMPOBAHMUS, CEMAHTUKU, TTIOITUKMU, CTUXOCIOKE-
HUSI, CJIOTOPUTMUYECKON, TEMITOBO, J1alO3BYKOPSIIHOM U J1aJg0byHKIIMOHAIbHOM
OpraHM3alyuy KaxkKaoro 13 XKaHpPOB.

MatepuanomM Ijs UCC/IeIOBaHUS TOCTYKUIN OMM3KMe 10 BpeMeHU (puKcaum
3armmcy 1997 mn 1999 rr., mosBossitolie NpeacTaBUTh TPAAUILIMIO B OIpene/ieHHbII
MOMEHT BpeMeHU, B CMHXPOHHOM Cpe3e. JTO IO3BOJIWJIO HAlPaBUTh BHUMAaHUE
Ha nuddepeHIMaLNI0 IBYX MTeCEHHbIX XKaHPOB, 6e3 BHeCeHMS TOMOJHUTEIbHOTO
MCTOPMUYECKOro cpe3a. B muccepranmum MPUBOOSATCS MOITUYECKME TEKCThI 116 Tom-
SKMHCKUX TIeCeH (blp, KOXAMbIK, Oneli vipbl, Kyoa vipsl), BbiTloaHeHHbIE 3. b. Uamamba
n orpemaktupoBaHHbie XK. M. lOma un E. JI. Tupos. I[IpunoxkeHne gucceprauun Co-
OepsKUT aHATUTUUYECKMEe HOTHbIe pacim@poBKu 21 obpasia Koxcamsik, 4 TIeCeH aip,
KOJIBIOETIbHOM TeCcHM onell bipbl ¥ KOIbIOeIbHOTO yKaunBaHus. Kpome Toro, B mpu-
JIOKeHUM MMeeTcst MHQopMalnsi 0 HOCUTEISIX TOJIKMHCKOTO ITeCeHHOTOo (oJIbKIIopa,
C KOTOPBIMM YHAI0Ch MopaboTtats cobupartensm (TupoH, 2015d).

ITecennblii honvKka0p MysuUHUE8-MOOHCUHLES

[TeceHHbI1 HOMBKIOP TYBUHIEB-TOMKMHIIEB B HACTOSIIIlee BpeMsl SIBJISIETCS 1IeH-
TPaJIbHBIM 3JIEMEHTOM MHTOHALIMOHHOM KYJIbTYpbl 3THOCA, BK/IIOUAIOIIEH B 11€JI0M
HappaTUBHYIO, TAPeMUOJIOTMUECKYIO, OOPSIOBYIO, TUPUUYECKYIO U XO3SCTBEHHO-
TIPOMBICJIOBYIO XKaHPOBbIe cdepbl. SApo MmeceHHOV TPaaUIIUMM COCTAB/SIOT JKaHPbI
blp VI KOXAMbIK, KOTOpble 00pa3yloT CBOEro poja OMIMO3UIINIO U TIPeCTaB/ISIOT IBa
criocoba peann3alyy IUPUUECKON TpaauLMK Y TYBUHIIEB-TOIKMHIIEB. KpoMe TOTO,
HEKOTOpbIe TleCeHHbIe JKaHPOBbIe PA3HOBUIHOCTY OKa3bIBAIOTCSI COMPSIKEHHBIMU C
OpyTUMM KaHPOBbIMU chepamu. Tak, Bblillle ObLIM OTMeUEHbI TeCeHHble BCTAaBKU B
HappaTuBax. IMeloTcs skaHpoBble 0003HaUeHMS, B HA3BaHMUM KOTOPbIX GUTYpPUPYET
TepMMH bip. [llaMaHCKMe TTIeCHU XaMm bipbl, CBageOHbIe TTIeCHU Kydd blpbl i KOJIbIOeb-
Hble oneli bipbl B OOJIbIIIEN MM MeHbIllel CTelleH) CBsI3aHbl C 00pSiIOBOI cdhepoii.
Crozia >ke OTHeCeM HEMHOTOUMCJIEeHHbIe 00pas1ibl 0limyaail slpsL Vi OUmyaaaul Koxa-
MblK, CBSI3aHHbIE C BECEHHUM MOJIOAEKHbIM KaJleHIapHBIM MTPa3aHNKOM.

B ImpeacTaBJIeHUAX HOCUTeJIen CylIeCTBYET ITPOTUBOITIOCTAaBJIEHME IBYX OCHOBHBIX
JKaHpPOB TIeCeHHOM Tpagnunmn. XapaKTepI/IBYH TEeMAaTUKY IMOITUYECKUX TEKCTOB, OHU
TOBOPAT O TOM, UTO blp TTI0ETCSA O pPOOHBIX MeCTaX U IIpupoae, KOHadmbslK — O )'IIO6BI/I, ¢}
CBOe€I1 JKU3HH, O CBOe€I1 ayiie. 151 Korcamoik CylieCTBEHEH IOMOpI/ICTI/I‘-IeCKI/Iﬁ Xapak-
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Tep: «4eM COJIEHee, TOKpemnye, ITIoCMellTHee, TeM jyuiiie». OTMedaeTcs TaKKe pasyin-
ylie UCIIOTHUTEIbCKOM MaHepPbl: KOMAMbIK VICTIOHSIETCST «ObICTPO, KOPOTKO», blp —
«IJIMHHO, CKy4HO». TOIKMHITbI CUMTAIOT blp OOIIMMM ITEeCHSIMM, KOTOPbIe BCe 3HAIOT,
a BOT KOMAMbIK — 3TO TIeCHU, KOTOPbIe KaKIbli1 MOKET COUMHUTD. B ITIepBoM ciydae
aBTOPCTBO ITeCHM blp OJ151 HUX HeCYIeCTBEHHO U, TI0-BUIVIMOMY, 3a0bITO: «KKTO COUM-
HSIeT — He 3HaeM», BO BTOPOM — MMeeTCs BBUIY MMIIPOBM3MPOBaHMeE MO3TUUECKO-
rO TEKCTA KOMAMbIK B MOMEHT UCIIOMHeHMSI. bIp 1 KoxcamulK, TIO CJIOBaM HOCUTeJel
TpaauLIM, He MOTYT UCIIONHSATBCS Ha ONHY U Ty ke Menonuio. Kpome Toro, 3aduk-
CHPOBAaHbI ITPeJICTaBJIeHMSs O JIOKAIbHOM ObITOBAaHUY U O POAOBOI IMTPUHAIIEXHOCTU
HaIleBOB KOMAMbIK.

I/IHTepeCHO OTMETUTDb, UTO CTpOTMe IIPOTUBOIIOCTABJIEHNA 110 CUTYATUBHbBIM 00-
CTOATEJIbCTBAM MCITIOJIHEHMSA JKAaHPOB OTCYTCTBYIOT. CyI.L[eCTByeT o6mee nmpencraB-
JIEHMEe O MeCTaX 1 CUTYyaliaX, KOrga MOXXHO IIeThb M KOora IteH1e CTpOoro 3arpenieHo
(HeKOTOpre CaKpaJiIbHbI€ 30HbI, HOYHO€E BpeMs, IOXOPOHbI UJIN ITIOMMWHKU U ,I[p.).

B cBOeM McCieOBaHMM Mbl OTTAJIKMBAINCh OT MPEACTaBIeHMII HOCUTeIel To-
SKMHCKOM TPaguIIMy O MPOTUBOIIOCTABIEHUM OBYX IECEeHHBIX JKaHPOB, HAXOIS UM
MOATBEPKIEeHMEe, YTOUHEHME U TOTOJHEHME TOCPeICTBOM aHaIM3a MMeIIerocs
II0JIeBOTO MaTepuaJia.

Cpenu meceH blp MECTHBIMM CUUTAIOTCSI TOJIBKO UeThIpe: «OdyzeH-Tatiza», « Hawinwl-
Xem», «Toxcama» vt «Toopa-Xem» («Uexknenuz»). OTMeTUM Ha/IMuMe Ha3BaHUS TI€CHU.
Jlyis1 Ha3BaHMS MeCHM M30MpaeTcsl HaMMeHOBaHMe MeCTHOCTU TOMKMHCKOIO paiio-
Ha. /IJis JaHHOTO KaHpa XapaKTepHa YCTONYMBAs CBSI3b TEKCTA U MeJIoauu rmecHu. B
IO9TUYECKOM TEKCTe JIeJiICTBUTEIbHO ITOETCS O POMHOI 3emJie, IpeobsiasaeT TeMa-
TUKA MaJIO POAVHBI. B JkaHpe KoxambiK 3Ta TeMa TakXKe IPUCYTCTBYET (MMEHHO Ta-
K1e 00pa31ibl MOTYT Ha3bIBATHCS TEPMUHOM blp, XOTSI [0 CTUJIMCTUKE OHU OTHOCSITCSI
K KOM(AMbIK), HO He SIBJISIeTCS eIMHCTBEHHO 1 Beayiueit. Haubomnbiilee 3HaueHMe B
MMO3TUYECKUX TEKCTAX KOMAMbIK UI'PaeT ColLMajibHas TeMaTMKa — B3aMMOOTHOIIIe-
HMSI YeJIOBEKa C JIIDOMMBIMM, C POACTBEHHMUKAMMU, IPY3bSIMU U T. Ji., KPOME TOTO, Hau-
60J1€e 3HAUMMBIM SIBJISIETCS] YIIOMMHAHME Peajnii, CBI3aHHBIX C TPAAUIIMOHHBIM XO-
351/ICTBOM — OJIEHEBOJ,CTBOM, CKOTOBOJICTBOM, OXOTO¥ ¥ PhIOOJIOBCTBOM.

CucremMa CTUXOCTIOKEHMUS TTOITUUECKMUX TEKCTOB MeceH BYX >XKaHPOB MMeeT 00-
e TUIOJOTMYEeCKe U OTIUYUTE/IbHbIe XapaKTepUCTUKU. B 1iesiom, 3TO cuiia-
O6uyeckasi cuCTeMa, OCHOBaHHAs Ha TMOBTOPe 8-CIOKHBIX CTUXO0B. CTpodsl cocTo-
SIT U3 YeTbIpeX M30TeMIIOPaIbHbIX CTUXOB, 00beIMHEHHbIX HauaabHOM pudMOii 1
CeMAaHTUKO-CMHTAKCMYECKMM Tapajieim3MoM CTUXOB. Kpome TOro, BO3MO’KHBI
OUCTUIIIHBbIe 0O0pa3oBaHMs (6oee XapaKTepHbI IS bIp), @ TaKKe MapHOCTb CTPOd.
Bba3oBasi CTpyKTypa CcTuxa — 4+4 — DOMUHUPYET B KOMAMbIK U TIPe0bsaiaeT B bIp
(85% 1 57% CcTUXOB).

AHann3 gertajieil CUCTeMbl CTUXOC/IOXEHMS TT03BOJINUII BbISIBUTD Cl'[eU,I/I(bI/IKY Ka’K-
OOT0 13 >KaHPOB. Tak, HeCMOTpsA Ha I/IMHpOBI/IBS.I_[I/IOHHbH‘/JI XdpaKTep TEeKCTOB Kox}ca-
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MblK (VI 6y1arogapsi eMy), OTKJIOHEHMI OT CTPOTO¥i CHMIIabMKM 3[,eCh HEMHOTO, TIpe-
06s1amaioT 7-cyoxkHbie cTPokM (12 13 15% cTuxoB). B sip OTKIOHEHUI CYIIIECTBEHHO
6oblile (43% CTUXOB), HAIIpaBJe€HbI OHU B CTOPOHY YBeJIMUEHMS KOJIMUECTBA CJIOTOB,
IIPAKTUUYECKM B PaBHOI Mepe TpencTaBieHbl 9-; 10-, 11- u 12-c/ioskHbIE CTPOKMU.

B meHunu Bce HEHOpPMATMBHbIE CTPYKTYPbl BbIPABHMUBAKOTCS C HOPMATUBHBIMMU.
OTO NMPOUCXOOUT 6aromapst HATMUNIO UAEHTUYHBIX IT0 CJIOTOPUTMMNYECKOMY COCTa-
BY CTPOK B IIpefesiax cTpodsl (HarieBa). [Ipy 9TOM y Kak[0ii IeCHY blp IMEeeTCsI CBOJ
VHOVBUAYAIU3UPOBAHHBIN CIOTOPUTMUYECKUIA TUI CTPOKU, COOTBETCTBEHHO, B
TpagULIUU UX YeTbIpe. ISl KoxamslK 3HaUeHNe UMEeIOT ISTh APYTrUX CJIOTOPUTMUYe-
CKUX TUITIOB CTpoK. C/iemoBaTeabHO, BAXKHOM (DYHKIIMEN CTIOTOPUTMUYECKUX TUIIOB
sBnsieTcst AuddepeHmanus xxaHpos. [Ipy 3ToM poACTBO CIOTOPUTMMUUECKOI opra-
HU3ALUY bIP i KOHAMbIK OOHAPY>KMBAeTCsI Ha cerMeHTHOM ypoBHe (TupoH, 2013).

[Ipy aHamM3e Temia MUCIOJIHEHUSI TOOKMHCKUX IeCeH Mbl UCIIOIb30BaIi HOBYIO
MeTO/I0I0THI0, pa3paboTaHHyI0 B HoBOCMOMPCKOI KOHCEpBAaTOPMM C OMOPOI Ha
KOHIIEIIINI0 BpeMeHHOro Temria M. KonmHcku (Tupon, 2011). B pe3syibpraTe aHanmsa
KOMILJIEKCA TEMITOBBIX TIOKa3aTesieil 0Ka3aloCh, YTO METPOHOMUYECKUIT TeMII He T10-
3BOJIMJT YeTKo AuddepeHLIpOBaTh bip U Koxambik. Haubosee TouHOe oripeienieHue
pasIMunii XKaHPOB JAJI0 PaCCMOTPeHMe JIOTOPUTMMUYECKOT0 TeMIla (KOJIM4eCTBa CJI0-
TOPUTMUYECKUX eOUHULL B MUHYTY), apXUTEKTOHMUYECKOTO TeMIla (KOJIMYyecTBa CTPOK
B MMHYTY) U CTPOKOBOM IIJIOTHOCTU (KOJIMYECTBA PUTMUYECKUX 5JIEMEHTOB B CTPO-
Ke). Kpome TOro, Mbl IpUILIM K BBIBOLY O ITPUOIM3UTEIBHO PABHOM HACBIIIEHHOCTU
PUTMUYECKUMMU JIEMEeHTaMU eqVHULIbI BpEMEHU B blp U KOHamblK. VIHTepeCcHOoe Ha-
6/1I0IeHie OTHOCUTETBHO SKaHpa bIp KacaeTCs BbIIeIeHNS IBYX IPYIIII IIeCeH C pa3Hoii
MIPOAO/DKUTEILHOCTBIO CTPOK. [TecHu «Odyzen-Taiiza» n «Hawnsi-Xem» MeloT 6osee
MIPOTSIKEHHbBIE CTPOKY (CpenHee 3HaYeHue 8 CeKYH]I), a TiecHu «Toopa-Xem» v «Toxca-
Ma» — MeHee TIPOTSKeHHbIe CTPOKM (CpelHee 3HaueHue — 6 ceKyHn). [Io cTpoKoBOii
IVIOTHOCTU BbIJleJIeHHbIE TPYIIIbI [TIeCEH Pa3inyaloTCsa B CpefHeM Ha 1-2 enyHUILIbL.

BaxkHeriliee CuUCTeMHOe IPOTUBOIIOCTAB/IIEHME IIeCEHHBIX >XAaHPOB TYBUHIIEB-
TOIPKMHIIEB CBSI3aHO C TUIIOM MeJIOANYECKOr0 YCTPOICTBA MmeceH. [IJisi HarleBOB Kax-
IOV M3 UYeThIPEX TMeCeH blp XapaKTepeH COOCTBEHHbIV MHAVBUIYAIN3UMPOBAHHbIN
MeJioguueckuii TuIl. Koxcamolk MCIIOMHSIIOTCST Ha TUMOBbIe HatieBbl (TupoH, 2015e). B
orpeneseHHbI/ i MOMEHT BpeMeH! B MleCeHHO Tpaaulivy TyBUHIIEB-TOIKMHIIEB ObI-
TyeT HEKOTOpPOe KOJIMUeCTBO TUIIOBBIX HAIleBOB. Tak, Ha MOJIeBOM MaTepuase KOHIa
XX B. uX BbISBUJIOCH 19, Ha apxuBHOM MaTepuaie 1970-x—-1980-x — toxke 19. OnHako
TOJIBKO 5 13 HUX ObUIM 3apMKCHMPOBaHbI B pa3HOe BpeMsi, YTO TOBOPUT 06 0COOeHHO-
CTSAX pa3BUTUS TIECEHHOM Tpaguuuu. Ha Kakgom ararie B periepryape colmuyma umMe-
I0TCs1 60/Iee WJIM MeHee paclpoCcTpaHeHHbIe TUIIOBbIe HareBbl. HeKOTOpbIe 113 HUX SIB-
JISTIOTCSI M3/TF00IEHHBIMY M COXPAHSIIOTCS, IPYTYie BOSHUKAIOT U 3a0bIBAIOTCST. BmecTe ¢
TeM, TUIIOBasl OpraHM3aIus CTPYKTYPbI (TIpekae BCero, CTMxXa M puTMa) 1 0COOeHHO-
CTU TO3TUKM OCTAIOTCSI HEM3MEHHbIMM Ha TIPOTSDKEHUM IJINTEIbHOTO BpEMEHN.
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CpaBHeHMe 3BYKOBBICOTHOM OpraHM3alM IBYX IMECEeHHbIX >XKaHPOB TYBUHIIEB-
TOIKMHLEB BBISIBWJIO NOBOJILHO 3HAUUTEJbHbIE pa3inuns. JIagoBbie CUCTEMBI blp U
KOXaMblK OCHOBAHbI HA aHTEMUTOHHOM TE€HTAaTOHMKeE, KOTOPasi B blp UCIIOIb3YeTCs
B UMCTOM BU[E, B KOMAMbIK HAPSIAY C HE MPUCYTCTBYET TaK Ha3blBaemMas «IOpuii-
CKas rneHTtaToHMKa» (TepMuH A. H. AKCéHOBA). BUibl aHT€eMUTOHHO MEeHTATOHUKN
COBITAJAIOT JKIIb B ¢yiydyae € jagom I. OctanbHble BUIBI YETKO AMdGepeHINpYIOT
[IeCeHHbIe KaHPbI: OJIS1 KOXamblK XapakTepHsl 11 u V| nng sip — IV nap.

QOYHKIMOHA/IbHbIE CUCTEMbI XaHPOB TaKXKe CYIeCTBEHHO pasianvarorcs. Cym-
MapHbIi 3BYKOPSII, KOHAMbIK COCTOUT U3 11 cTyreHeli: e g* a” h* d e g a h cis?/d? e°.
3BYKOpSI, TIeCHM BKJIIOUAEeT OT 5 0 7 CTyIeHei, M3 HUX 00s13aTe/bHbIMU SIBJISIIOT-
Cs CTYIIEeHM e, g, a v h. [laHHbIe CTyIleHU TOMMHMPYIOT Takke 10 BpeMeHHOI Ipo-
TSKEHHOCTH, 3aHUMas 86% BpeMeHM necHU. OYHKIUU [VIaBHbIX OMOP BBIMIOIHSIOT
nBe crynenu E u G («oropHas Tepuus»). Cryrnenu h* d e g a h cocTaBsIIOT J1a10-
OTIOPHBIN KOMIIJIEKC, BBITTOJIHSISI apXUTEKTOHNYeCKMe QUHATbHYI0 M MHUIIMATbHYIO
(GYHKIMM Ha BCeX MepapxmMuecKux ypoBHSIX (MecHs, cTpoda, CTux, rmomyctux). He-
KOTOpbI€ AOTMOJHUTEIbHbIE XapaKTePUCTUKU JTaAOMEeIOANUYECKOr0 CTPOEHUS TO/I-
SKUHCKUX KOMAMbIK copepskaTcsi B MoHorpadum «TyBUMHCKMI ITeceHHbIV (HOTbKIOP:
JTIag03BYKOPSAAHBIV acriekT» A. I.-b. MoHry1, rae pUBOISTCS U aHATU3UPYIOTCS
TPU HOTMPOBAHHBIX aBTOPOM JaHHOM CTaTby TOMKMHCKUX 06pa3iia (Monryi, 2013:
95-97, 138-139, 147-148).

CyMMapHbIii 3BYKOpSIZ, bIp COCTOUT U3 8 cTyrieHeit: h* d e g a h d? €2, Mo cpaBHEeHUIO
CO 3BYKOPSIAOM KOM(AMbIK B HEM OTCYTCTBYIOT TPU HVDKHME CTYIIeHU (KOTOpbIe U B KO-
HAMbIK TIOSIBJISIIOTCSI KpaiiHe PeIKo) U TOH Cis?. 3BYKOpsII, TIeCHYM BKJIOUaeT IPMMEPHO
TaKOe ke KOJIMYECTBO CTyIeHe: 6 win 7 cryrneHnei. OmHaKo 110 BpeMeHHO ITPOTSKEeH-
HOCTU BbIIe/ISIeTCS 60jIee IMIMPOKasi OKTaBHasI 30Ha 3ByKopsiga d e g a h d?, c mpeobnana-
HMEM CTyIleHU g (MeJIoAMYEeCKUIA TOH), UTO CBUAETENIbCTBYET O TEHIEHIIMM K LIeHTpa-
au3anuy aaga. [maBHbBIMM OoImopaMum Jiaaa sIBasiioTes crynenu G unu D. [Ipeobnagaior
OKTaBHbIE ¥ KBAPTO-KBUMHTOBbIE COOTHOILIEHMSI MHULIMAIbHBIX U (DMHATbHBIX TOHOB.

[IpOTUBOIOMIOKHBIE 3aKOHOMEPHOCTY OTMEUEHBI M B MEJIOAMYECKOM YCTPOIICTBE
bIp V1 KoxcamoiK. Tak, B KOXHamoslK IpeobaamaeT 6oj1ee HU3KOe pacIoIosKeHe MHUIIN-
aJIM 1O OTHOIIEHUIO K GUHAJINCY, B bip — 32 UCKIIOUeHMeM «Yawinosi-Xem», COOTHO-
IIeHVS MTHULIMAIbHBIX U (PMHAJbHBIX CTYII€HEe Ha BCeX KOMITO3UIIMOHHBIX YPOBHSX
VMMEIOT HUCXOISIIYI0 HalTPaBJI€HHOCTb.

WTak, MOKHO CHe/iaTh BbIBOJ, O TOM, UTO MECTHbIE€ TOAKUHCKME TIECHU blp SIBJISI-
I0TCS1 Hambosiee CTabMIbHBIM TIJIACTOM IECEeHHOM TPaAULIY TYBUHIIEB-TOKMHIIEB.
Menoausi M MO3TUUECKNI TEKCT ITUX MeCeH COXPaHSIOTCS UCIIOTHUTEISIMU Ha MpPO-
TSDKEHUM MHOTUX AecaTuieTui (Kak MMHUMYM, ¢ 1930-x rr.). JKaHp Koxmamoik y
TYBUHIIEB-TOKMHIIEB OKa3bIBaeTCsl 60/iee MOOMIbHBIM. TeKCThI MMEIOT MMITPOBU--
3alMOHHYIO IPUPOLY U CO3OAI0TCS B MOMEHT UCIIOJIHEHUS TIeCHU. TUIOBbIe Harle-
Bbl, 0COOEHHO MX TUTIM3UPOBAHHbIN CJIOTOPUTM, SIBJISIIOTCS Haubosiee CTaGMUIbHBIM
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9JIEMEHTOM I1€CHM, 3BYKOBBICOTHBINI IapaMeTp, HalIpoTuB, 6osiee moaBuskeH. Ero
MOOMJIBHOCTb ITPOSIBJISIETCSI HEe TOJIBKO B CMHXPOHHOM Cpe3e TPaauLIVM, HO U B YICTO-
pPUUECKOi MepCreKkTuBe, IMOCKOJbKY TOJbKO HeOObIIass 4acTh TUIIOBBIX HAIleBOB
oKasaJiach ob1et mist koxcamsik 1970-x 1 KoHIa 1990-X IT., CJIOTOPUTMUYECKIE SKe
TUIIbI HAIIEBOB COXPAHSIIOT IPeeMCTBEHHOCTD.

Takum 006pa3oMm, sKaHPbI blP VI KOMAMbIK COCTABIISIIOT €IMHYIO ITIECEHHYIO CTPaTy
M TOBOJIBHO O/M3KM ApyT Apyry. OMHAKO aHaAIM3 XapaKTepa COOTHOIIEHUS ITOITH-
YyeCKOro TeKCTa M HalleBa, CTeIeHM MMIIPOBU3ALMOHHOCTH, JeTaleil CUCTEM CTU-
XOCIOKEHMSI, TIOITUKM, PUTMUUECKOTO ¥ 3BYKOBBICOTHOTO CTPOEHMS IOKa3bIBaeT
crielindUKy KaxkAoro >kaHpa, B KOTOPO¥ IPOSIB/IsSIeTcs1 60raTCTBO M CBoeobOpasye
TOIKMHCKOI'O IIeCeHHOro (oIbKIopa.

3akiroueHue

B 3aKkaO4YeHNM CTaTbyM YIIOMSIHEM O PeaJiM30BaHHbBIX U TUIAHUPYIOIIUXCS MPO-
eKTax, HallpaBJIeHHbIX Ha M3yUueHMe, COXpaHeHMe U MOMY/ISIpU3alui0 YHUKAJIbHOTO
receHHOro (GoIbKI0Opa TYBUHIEB-TOMKMHIIEB. B 2013 1. m1st moptana Kynbrypa.pd
Ha OCHOBE 3KCITeIUIMOHHBIX MaTepuanoB 1997, 1999 u 2003 rr. HaMu OBLIM MOATO-
TOBJIEHbI OMMCAHUS, [TOCBSIIEHHbIE TeCEHHBbIM >XKaHPaM blp U KOHAMbIK TYBUHIIEB-
tomkuHieB (TupoH, 2015ab: AnekTp. pecypc). Pasmerienme B IHTepHeTe 1MO3BOJISI-
eT OTPOMHOJI ayIUTOPUM TT0JIb30BaTe el He TObKO Y3HATh O crieluduKe MeceHHbIX
’KaHPOB TOIKMHIIEB, HO ¥ MMETb BO3MOXXHOCTb IPOC/IYILIaTh HAPOAHbIE MMECHU U
yBUAEeTh hoTorpaduu 1 BUIEO UX UCTIOTHUTEEI.

MHOI0 TOTOBUTCS K IMyOIMKaALIN
T MoHorpadus «I[lecHu TyBUHIIEB-
ol mmonesoao-—.  TOMKMHIIEB: SKAHPBI blp U KOMNCA-
MbIK», B KOTOPOJi IOAPOOHO OymyT
TIpe/iCTaB/JIeHbl Pe3y/abTaThl MCCIIe-
JOBaHMUSI HApPOOHBIX IIeCeH KOH-
ma XX B. KHura 6ymeT BK/IIOUaTh
TOSTUYECKME TEKCThI U MepeBOIbl,

Sy a TakKke aHAJIUTHUUYECKNUe HOTHbIe
o M =EE=ss= pacumMbpOBKY OJIEBOTO TIECEHHO-
= 7] e e e e e o e e ro marepuana. Kpome Toro, mia-

1 i el A i il phniil e sl g A i
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sl S s P, TR S R Y A e HUPYETCA CHeL[I/IaJIbeIﬁ BBIITYCK
Puc. 4. blp mysuHues-moodiuHues Ha nopmaie HOTHOTO C60pHI/IKa, B KOTOPOM
Kynemypa.pg. 3KCIIeIMIIMOHHbIE MaTepuasibl II0
TeCeHHOM Tpaguluu TYBUHIIEB-

TOMXVHIIEB OYIYT IpeicTaB/IeHbl B 60jIee ITOJITHOM BapMaHTe.
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B 2016 1. B paMKax IpoekTa «IleceHHble Tpaauuyuyu HapomoB Cubupu: Teope-
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TUYeCKue IpobaeMbl KaHPOBO-CTUIEBON KiaacCUbUKALUU U TUTIOJOTUMN» (PYK.
I. b. Ceruenko; rpant PTH® N? 14-04-00171; 2014-2016 rT.) mOArOTOBIEHA PYKO-
uch MoHOrpaduu, B KOTOPOJ MOAPOOHO 131araeTcsi MeTOI0MOTHSI CPaBHUTEIbHO-
TUIIOJIOTUYECKOTr'0 U3yUYeHMs [TIeCeHHbIX Tpaauuuii. YuacTHuKamu rnpoexra T. B. [Taii-
Heko, H. B. JleonoBoit, I. B. Ceruenko, E. JI. Tupon 1 JK. M. FOmia pa3paboraHa egmHast
KapTa OMMCaHUS JTOKAIbHO MeCeHHON Tpaauliuu, 1o KOTOPO¥ ObIM BbITIOJIHEHBI
OTIMCaHMs TeCeHHbIX TPaaUIINii pa3IMUHbIX CMOMPCKMX HApOOOB (a/lTaiilleB, XxaKa-
COB, TYBUHIIEB, PYCCKMX CTAPOXKUIIOB 1 6eJTI0PYCCKUX MepecesieHIieB), a TaKxKe mpe/-
CTaBJIEHbl HEKOTOpble pe3ylbTaTbhl CPABHUTEIbHO-TUIIOJIOTUYECKOTO U3YYEeHUSs
POIICTBEHHBIX M HEPOACTBEHHbIX MmeceHHbIX Tpaauuuii. E. JI. Tupon mn XK. M. Oma
IOATOTOBJIeHA I1aBa «TyYBUMHCKME TeCeHHble TpaaULMN: CeBepO-BOCTOYHbBINA U 3a-
MaJHbII apeasbl», MOCBIIEHHAs UCCIeL0BaHUIO IBYX IeCeHHBbIX TPAAULIUIA TYBUH-
1IeB: TYBUHIEB-TOMXMHIIEB U 0aii-Talir’MHCKUX TYBMUHIIEB.

B pamMKkax Hay4YHO-TIOMY/SIPHOI MYJIbTUMeAUITHOM cepum «My3bIKaabHbIN (OTbK-
JIOp TYBUHCKUX KOXKXYYHOB» . b. Cbruenko u E. JI. TupoH roToBUTCS U30aHME BbI-
mycka «My3bIKa/IbHbIN QobKIOp TOMKMHCKOTO KOKyYHa». JTa CepUsl MOXKET ObITh
3HAKOMa UMTATEeJTI0 IO BBITYCKY «My3bIKaabHbIN GONBKIOP IP3UHCKOTO KOKYYHA»,
MosIBUBIIIEMYCsT 6yaromapst rnoamepskke rpaHTta IIpencenatenst IIpaBuTtenbcTBa Pe-
crryonuky TeiBa (CbrueHko, TupoH, Kan-oos, 2012). OgHO¥ 13 OCHOBHBIX 3a/1ay I10-
SIBJIEHMSI TAHHOJ CepUM SIBJISIeTCS OpraHu3alinus «00paTHO CBSI3U» MEKIY YU4aCTHMU-
KaMU HaYYHBIX SKCIIeAULIUIA U HOCUTeNIIMU Tpaguuyu. CTPpyKTypa OMUCKA BKIKOYaeT
co6CTBEHHO 00pa3iibl My3bIKaJIbHOTO (POJIbKIIOPA, CBEIeHNST 00 UCIIOTHUTENISIX, 9KC-
neauiMoHHbie oTorpadun 1 B1UIE0, a Takke KPaTKYyI CIIPaBOUYHYI0 MHGOPMAIIO
0 paiioHe, XapaKTepPUCTUKY sI3bIKa U 3THOrpaduy, OCHOBHYIO HAYUHYIO TUTEpaTypy
1 T. 1. Cpeayt ApyrMx >KaHPOB MY3bIKaJIbHOTO (DObKIOPa TYBMHIIEB-TOMKMHIIEB, Ha
IoucKe OyneT MpeAcTaBieHa U IeceHHas Tpaguiiysl.

Hanbonee macmrTabHyi ITyOIMKAIMIO TOAKMHCKOTO (DOJBKIOpA ILIAaHUPYETCS
OCYILEeCTBUTD B TOMe «DOIbKI0P TYBMHIIEB-TOIKUHIIEB» cepul «[TaMSITHUKY (Ob-
KJiopa HapomoB Cubupu u IanbHero BocToka». CocTaBUTENSIMM TOMA SIBJISIIOTCS
C. M. Opyc-oou, I. b. Ceiuenko u E. JI. TupoH. [leceHHas Tpaguiusg B TOMe MOXKET
OBITH IIpeCTaBJIeHa 00pasiaMy, 3ancaHHbIMM ¢ KoHIIa XIX Beka u o Hauayio XXI
BeKka. B HacTosIee BpeMsi TPOBOAMUTCS HOTHAsI paciin@poBKa U aHa/IM3 apXMBHbBIX
MaTepuasoB, KOTOPBIN MO3BOJIUT BBITIOJIHUTH CPABHUTEIbHO-UCTOPUYECKOE UCCIIe-
IOBaHMe MeCeHHOM TpaauIIuM TOIKUHIIEB.
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