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Noeqa npoekTa

I[TpoekT «BocTok PyBuma Masesisi», cTaBIINii mobequreieM BToporo KoHKypca
MY3e/iHO-BbICTaBOUHBIX 'PAaHTOB Poccumiickoro eBperickoro KoHrpecca B 2020
rofy, NocBseH 130-1eTuio co [HS POXIEHMS BbIIAIOLEroCs XyL0KHMKA-0PU-
eHTanucra by (PyBuma) Mouceeuua Ma3zesst (1890-1967).

LlenTpasnbHas TeMa IpoekTa — namsims o Mepycanume u Cesimoti 3emne, yko-
peHeHHasl B TBOPUYECTBE XYIOKHIKA, — IIPOHM3bIBAET HUTHIO BCe COObITHMSI «He-
IleJIn eBpeiicKoro uckyccTa B T » — OT BBICTABKM U ITYOIMUHBIX JIEKLIVI
BEAYIIVX POCCUICKMX U 3apyOEsKHBIX ICKYCCTBOBEIOB, COIIPOBOXKAAEMbIX KOH-
LiepTaMu M3BEeCTHBIX MCITOMIHUTENEN KIacCUIeCKOi U TPaAUIIMOHHON My3bIKU
1o [lepBoit MexxayHapoaHOV MeKIUCUUTUIMHAPHONM CeCCUM TI0 eBPEiICKOMY
MCKYCCTBY.

Brixogmel 13 4epThl OCEIJIOCTHM, ChIH BUTEGCKOTO CKpUITava, OKOHUMBIIIA
Xezep U XyookecTBeHHYIo mKkosy F0.M. I1sna (1854-1937), PyBum Masesb Ipo-
11esn yepes Xy[0’KeCTBeHHbIe MacTepckue [epmMaHmy, OMHAKO PACKPBIICS KaK
TIOJIMHHBIN XyIOXKHUK, COMPUKOCHYBUIMCH MMEHHO ¢ BocTokoM. [TyCTbIHM U
kpacku TypkmeHun, a mo3gHee u KaBkasa BO36yIuIn B ero reHeTHUeCcKoii ra-
MsIT 06passl CBsTOl 3emun u Mepycannma, BIIOCTEACTBIM 3ariedaT/ieHHbIe
XYIOOXKHMKOM B 6MO/IEICKIX CIOKeTax Ha XOJICTe, B PUCYHKAX M aKBapesIsiX 1 Ie-
pelaHHbIe MHOCKA3aTeTbHO B 00pa3axX OObIUHBIX JIIOIEIT Uepes YKIa UX 5KIU3-
HU, Xy OXXeCTBEHHbIE TPaANLIVIN, BKIIIOUAIOIIVie KOBPOTKAaY€eCTBO U MY3bIKY.

Ha npoTskeHUM CII0KHO MCTOPUY [BAAIIATOTO BeKa BOCTOK Bceraa 661t
MPUOEKUIIIEM /TSI TOHMMBIX OT BOJH, [TOTPOMOB, HaCcuust 1 Tosoaa. OH ocTa-
eTcs1 6J1arofaTHONM KUTHULIEH, IPMHMMAIOIIEl ¥ COrpeBarolei TeraioM CBO-
eit 3eMJIn, Japsiiieii 1I060Bb BCEM, KTO MOXKET IIOUYBCTBOBATb U IIPUHSITH €e€.
Cepaiie XyIO>)KHMKA, HATTOJIHEHHOE PaJIOCThIO0 ¥ CUACTheM OT COMTPUKOCHOBEHMS
C TIPUPOJIOIt, 06pa3aMu ¥ MCKYCCTBOM BOCTOUHOTO Kpasl POJHO¥ CTpaHbI, Ile-
PO OTKJIMKHYJIOCH 6/1aroilapHbIM UyBCTBOM: «TYT Y MEHSI ITPOCHYIIACh TaBHSIS
CTpacThb K BOCTOKY, 1 MHe 10Ka3a/I0Ch, YTO $ HalllesI TO, YTO AABHO MCKAlL...»
(P. Mazensb. 3anucku. Pykonuce).

«BocTok PyBuMa Masejisi» — 9TO HapullaTeJIbHbI/ 00pa3 BEUHOI ITaMsi-
TU, IOMOTAIOIIE BHICTOSITh CKBO3b BeKa, COOMPAst U3 PacChITaHHBIX aTOMOB
MIPOLUIOTrO HACTOosILIee, MPUKIIAAbIBAasl KAMEHb K KAMHIO, )KePIOUYKY K >Kepou-
Ke B BOCCTAHOBJIEHMM YTPAaYeHHOV rapMOHNUy Beleit. HaTanbsg AmumHCKas
(1937-2014) — niepBbIit M €QUHCTBEHHbIN MCCIeA0BaTe/b TBOPUECTBa PyBrMa
Masernst — Ha3BaJja ero SIpKUM MpUMepPOM «eBpelicKoro XyA0KHMKa, CoXpa-
HSIIOIIET0 HAlMOHAIbHYIO MIEHTUYHOCTD M IIPY 9TOM BJII0GIEHHOIO B MHYIO,
XOTSI ¥ POACTBEHHYIO KYIbTYpy»™. B 93TOM — rapMoOHMUHOe efiHeHMe 3amaja
1 BocToKka, mogapusiiiee Mupy Jo6pbie, CBET/IbIE U ITO-CBOEMY YHUKATbHbIE
006pasIIbl Ma3eIeBCKOr0 MCKYCCTBA — MCKYCCTBA BUIETh CBOE CKBO3b UYKOe
" TIOOUTD YYKOe Kak CBOe.

* AnuuHckas H. PyBum Ma3sesb: o4epK Xu3HM ¥ TBopuecTBa. M.: [Tapannenn, 2004.

Project Idea

‘The East of Reuven Mazel’ is the project which became the winner of the
Second Competition of museum and Exhibition Grants of the Russian Jewish
Congress in 2020 year. It is dedicated to the 130th anniversary of the birth of
the outstanding orientalist artist Ilya (Reuven) Mazel (1890-1967).

The central theme of the project — the memory of Jerusalem and the Holy Land,
rooted in the artist's work, permeates all the events of the ‘Week of Jewish Art
in SIAS’ - from exhibitions and public lectures by leading Russian and foreign
art critics, accompanied by concerts of famous classical and traditional music
performers, to the First International Interdisciplinary Session on Jewish Art.

A native of the pale of settlement, the son of a Vitebsk violinist, who
graduated from the Heder and the art school of Yuri Pan (1854-1937), Reuven
Mazel passed through the art workshops of Germany, but revealed himself as
a true artist, having come into contact with the East. The deserts and colours
of Turkmenistan, and later the Caucasus, aroused in his memory images of
the Holy Land and Jerusalem, subsequently captured by the artist not only in
biblical scenes on canvas, in graphics and watercolours, but also transmitted
allegorically in the images of ordinary people, through their life, artistic
traditions, including carpet weaving and music.

Throughout the complex history of the twentieth century, the East has
always been a refuge for the persecuted from wars, pogroms, violence and
famine. It has been and remains a fertile granary, accepting and welcoming
with the warmth of its land, giving love to all who can feel and accept it. The
heart of the artist, filled with joy and happiness from contact with nature,
images and art of the Eastern edge of his native country, generously responded
with a grateful feeling: ‘Here I woke up a long-standing passion for the East,
and it seemed to me that [ found what I had been looking for a long time...” (R.
Mazel. Notes. The manuscript).

‘The East by Reuben Mazel’ is a common image of eternal memory, which
helps to survive through the centuries, collecting the present from the
scattered atoms of the past, applying stone to stone, perch to perch in restoring
the lost harmony of things. Natalia Apchinskaya (1937-2014) - the first and
only researcher of the work of Reuven Mazel, called him a bright example of
‘Tewish artist who preserves national identity and at the same time is in love
with a different, albeit related culture’. This is the harmonious unity of the
West and the East, which gave the world gracious, bright and unique examples
of Mazel’s art and reveals the skill to see your own through the other and to
love the other as your own.
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Hepens eBpencKoro nckyccrtea
B [ocyoapCTBEHHOM UHCTUTYTE
MCKYCCTBO3HaHUA

17-21 mas 2021

Jewish Art Week
in The State Institute for Art Studies
May 17-21, 2021

Hepens eBpenckoro MCKyccTBa OCYLLECTBASETCS Ha noLwaake focynapcTBeHHOro
MHCTUTYTa UCKYCCTBO3HaHMS KaK BEAYLLEro POCCUNCKOro LeHTPa Nno KOMIM/IEKCHO-
MY U3YYEHUIO UCKYCCTBa BCEX PEMMOHOB MNpa, CO3AaHHOro no pelueHunto MNpesnguny-
ma AH CCCP B 1944 roay TakMMmM BblAAOWMMUCS OEATENSAMM KYNbTYPbI U HAYKK, Kak
N.9. Npabapb, C.M. SnseHwTelnH, b.B. Acadpbes, B.H. Jlazapes u A.K. [I)kuseneros.

The Week of Jewish Art in The State Institute for Art Studies is held at the site

of the State Institute for Art Studies as the leading Russian centre for the comprehen-
sive study of art in all regions of the world, created by the decision of the Presidium

of the USSR Academy of Sciences in 1944 by such outstanding figures of culture and
science as |.E. Grabar, S.M. Eisenstein, BV. Asafyey, V.N. Lazarev and A.K. Dzhivelegov.

KomaHpa

MonbrekuH LWamunnnun

naes, pykosogmtenb

npoekTa (Poccus). [lokTop
MCKYCCTBOBEOEHWS, BEAYLLNN
Hay4HbIA COTPYAHUK
[ocynapcTBEHHOro MHCTUTYTA
MCKYCCTBO3HaHMS

Bnagucnas MiBaHoB
WCMONTHUTENb MPOEKTa
(Poccms). JokTop
MCKYCCTBOBEAEHUS,

BeayLLMI Hay4YHbIA COTPYAHUK
[ocynapCTBEHHOro MHCTUTYTA
WNCKYCCTBO3HaHUS

Jlngna YakoBckas
NCNONHUTENb NPOEKTa
(Poccus). KaHgnpat
NCKYCCTBOBEOEHMS,

CTapLUNI HayYHbIN COTPYAHUK
[ocynapCTBEHHOro MHCTUTYTA
WUCKYCCTBO3HaHUS

Nnbs Popos

WCNONHUTENb NPOoeKTa
(N3pannb)

[OKTOp UCKYyCCTBOBEAEHMS,
YHusepcutet bap-NnaH

Maprta LLiTenbmaxep
CoopraHns3aTop naHesnm
«Mwurpauun n TpaHchopma-
LN B EBPENCKOM MYy3bIKe»
MepBon MexayHapoaHon
MEXANCUUTMIMHAPHOWN
CeCccum no eBpeENCKOMY
nckycctsy (lfepmaHus).
Kananpat nckyccrtesoBeneHms,
CakcoHcKasi rocynapCTBeH-
Hasi U YHMBEPCUTETCKas
6ubnunoteka, lpesaeH.

Team

Giula Shamilli

idea, project director (Russia).
Doctor of Sciences (Arts),
Leading researcher

of The State Institute

for Art Studies

Vladislav Ivanov

project manager (Russia).
Doctor of Sciences (Arts),
Leading Researcher

at the State Institute

for Art Studies

Lidia Chak'ovskaya

project manager (Russia).
Candidate of Sciences (Arts),
Senior Researcher

at the State Institute

for Art Studies

llya Rodov

project manager (Israel)
PhD in Art History, Bar-llan
University

Martha Stellmacher
co-organizer of the

panel “Migrations and
Transformations in Jewish
Music” of the First
International Interdisciplinary
Session on Jewish Art
(Germany). PhD in Art History,
Saxon State and University
Library, Dresden.




BocTokK
PyBnma Masens

The East
by Reuven Mazel



My3bika 1 KOBep

My3blka TYPKMEH

He CYLUEeCTBYET KakK
caMoCToATeNbHOE
nckyccteo. OHa BKpanneHa
B KPaCO4YHbIN ObIT TYPKMEH,
B KOoBep TypKMeHUCTaHa,
HaMnoMMHaET CBOUM
3BY4YaHUEM CBET/I0€ MNATHO
cpenu CO4YHbIX KPacHbIX UNn
NCCUHA-YEPHbIX TOHOB.
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2. B topTe. bymara, ryauwb. 34,3 x 30 cm
Kapakannakckuin rocygapcTBeHHbIN My3ei nckyccts nmenun U.B. CaBuukoro, Hykyc

1. My3blkaHT. XoncT, macno. 62,7 x 54 cm
Kapakannakckuin rocyqapcTBeHHbIn My3ei UCKYCCTB
nmeHu U.B. Casuukoro, Hykyc
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NCcKyCcCTBO TYPKMEH — 3TO KOBED,
BOOGpaBLLUNIN B cebA BCe, YTO 6bIN10
MpeKpacHOoro B AyLle Hapoaa, — Npupoay,
ObIT, UCTOPUIO, KPpaCcKu HeBa N 3eMI.
TypKMeEH NOET O KOBPE, N B KOBPOBbIN Y30P
TaM criaraeTcs Bce XXuByllee,  CKBO3b
KOBPOBbIN y30P BCE CMOTPUT Ha MUP.

4. «lLlaxcen-Bakceii». [lom npopoka. 1921-1923 5. «lWaxcen-Baxcen». lonble cTeHbl. 1921-1923
PyBum Ma3zesnb Bymara, Tylb, nepo. 9,7 x 14,7 cm Bymara, Tywb, nepo. 10,4 x 14,7 cm
KapakannakcKkui rocynapCcTBEHHbIN My3en Kapakannakckuin rocygapcTBeHHbIN My3en
nckyccts uMmeHn W.B. Casuukoro, Hykyc nckyccts umenun U.B. Casuukoro, Hykyc

6. «LLlaxcen-Baxcemn». bBapa6aHumk. 1921-1923
Bymara, Tywb, nepo. 9,7 x 14,7 cm
Kapakannakckui rocyaapCTBeHHbIN My3en
nckycctB umeHn M.B. CaBuukoro, Hykyc

7. «lWaxcen-Bakceiy». Qaken. 1921-1923
Bymara, Tywb, nepo. 10,4 x 14,7 cm
Kapakannakckuni rocygapcTBeHHbINn My3en
nckycctB nmenn M.B. CaBuukoro, Hykyc

3. «LWaxcein-Bakceiny». 1920-e. Bymara, ryalub, akBapesnb, Tylb, KapaHgauw. 11,2 x 18,7 cm
Kapakannakckui rocyaapCTBeHHbIN My3er nckyccts umeHun W.B. Casuukoro, Hykyc



8. B TypkmeHun. PUcyHOK B KOBPOBOM CTUNE 9. TypkmeHus. 1933. bymara, Tywb, akBapenb

Bymara, akBapenb, Konnax, Tywb. 19 x 18,7 cm 13,8 x 13,3 cM. Kapakannakckuii rocynapCTBeHHbIN
Kapakannakckui rocynapCcTBEHHbIN My3el NCKYCCTB My3em nckyccts umeHn W.B. Casuukoro, Hykyc
nmenun U.B. CaBuukoro, Hykyc

BcmaTpuBasach B UICKYCCTBO TYPKMEH, ...
B NpoLEeCcC ero co3gaHus... BUamLlb

B HEM OJHY rMaBHYIO U NPUBJIEKATENIbHYIO
OCOBEHHOCTb — 9TO MY3blKa/IbHOCTb,
PUTMUNYECKNE KPAaCOYHbIE 3BYKM.

PyBum Ma3sesnb

10. Jopora k mopto. 1933. bymara, Tywb, akBapenb
23,8 x 15,6 cM KapakannakCcKuii rocygapcTBEeHHbIN
My3ei nckyccts nmenun M.B. Casuukoro, Hykyc

19

11. Basap y rop. 1933. Bymara, Tylb, akBapesnb, ryallb
25,8 x 16,6 cm Kapakannakckuii rocynapCTBEHHbIN
My3ein nckyccte nmenu M.B. Casuukoro, Hykyc
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B KoBpe My3blKanbHbIA PUTM 0 TOrO
BOMJIOLLEH B U306pa3nTesibHble GOpMbl,
4YTO KOBEP 3BYYUT TEMMU XKE MOTUBAMMU,
KaK U MecCHb...

PyBum Ma3zesnb

Ny,

A

12. UnntocTtpauusa ns anb6oma «Ctenb roBoput». N2 2. 1925-1926. Bymara, akBapernb, ryab. 5,3 x 17,3 cm 14. inntocTpaums nad anb6oma «Ctenb rosoput». N2 7.1925-1926. Bymara, akBapens, ryab. 5,8 x 17,6 cm
KapakannakcKuii rocygapcTBeHHbIN My3ei nckyccts nmenu U.B. CaBuukoro, Hykyc Kapakannakckui rocyqapcTBeHHbIn My3ein nckyccTts umeHun U.B. CaBuukoro, Hykyc

13. UnntocTpauns ns anbb6oma «Ctenb rosoput». N2 5.1925-1926. 5,2 x 17,4 cm. Kapakannakckui rocyaapCTBeHHbIN 15. Bo3BpalleHue ¢ Habera. PUCyHOK B koBpoBoM cTune. 1933. Bymara, Tywb, akBapens. 8,9 x 30,6 cm
My3ei nckyccts umeHn U.B. CaBuukoro, Hykyc Kapakannakckuin rocygapcTBeHHbIn My3ei nckyccts umenun U.B. CaBuukoro, Hykyc
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16. O6noxkka anb6oma «KoBpoBble ckadkuny. 1920-1930. bymara. AkBapensb, ryab. 35 x 26 cm
locynapcTBeHHbIN My3ei n3o6pasunTenbHbix UCKyccTB UMeHn A.C. MywknHa, MockBa

OpHaMeHT KoBpa — 3TO YydecHble
NMUCbMEHa, KOTOPbIMM PyKa Hapoaa
HayepTana CBOI XXU3Hb...

PyBum Ma3zesnb

23

17. PoxkxgeHune koBpa. N3 anbb6oma «KoBpoBble
ckaskuy». 1920-1930. bymara, Tywb. 7,5 x 8 cm
[ocynapCcTBEHHbIN My3el N306pa3nTeNbHbIX
nckycctB umenn A.C. MywkunHa, MockBa

18. PoxxaeHuve koBpa. Kaparay. I3 anb6oma
«KoBpoBsble ckaskn» 1920-1930. bymara,
akBapernb, ryawsb. 13,8 x 19 cm. locynapCTBEHHbIN
My3€el N306pa3nTeNbHbIX UICKYCCTB UMEHU
A.C. MywkunHa, MockBa

19. PoxxaeHue koBpa. N3 anbb6oma «KoBpoBble
cKaskmuy. 1920-1930. bymara, Tywb. 8 x 5 cm
[ocynapCTBEHHbIM My3en n306pa3nTenbHbIX
nckyccTtB umeHun A.C. MywkunHa, MockBa



20. Teke. N3 anb6oma «KoBpoBble ckadkn». 1920-1930. bymara, Tywb
34.8 x 23,2 cM. locynapCTBEHHbI My3€el M306pasnTesibHbIX MCKYCCTB
nmeHun A.C. MNMywknHa, MockBa

25
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21. NecHwu kagpipa. N3 anb6oma «KoBpoBble ckadku». 1920-1930. bymara, Tywb
[ocynapcTBeHHbIN My3ein n3obpasnTenbHbIX UCKyccTB UMeHn A.C. MywknHa, Mocksa

22. 3 anb6oma «KoBpoBble ckaskuy». 1920-1930. Bymara, Tywb. 8,7 x 21 cm
[ocynapCTBEHHbIN My3en n3obpasnTenbHbix McKyccTB MeHn A.C. MywkunHa, MockBa



23. Iknrnt. 1922 (?). bymara, akBapenb, kapaHgaul, ryawb. 21,2 x 16,7 cm
KapakannakcKkui rocygapCTBEHHbIN My3ein UCKYCCTB
nmenun U.B. CaBuukoro, Hykyc

DUTrypKU >XEHLLUH, CTPOSALLMNX KNOUTKY,
MacTyxoB, UrparoLLnX Ha CBUPENW,
IKUTUTOB, CTPENSAOLWMX HA CKaKy

N YMbIKaAIOLLNX HEBECTY, — BCE 3TO
CTaHOBUTCS YaCTblo KOMMaKTHOWN,
reoMeTpn3oBaHHOW KOMMO3ULUW.

Haranes AnumHckasi

27

24. BocTouHbIi MOTMB. 1930-e. Bymara, akBapenb
28,4 x 35,2 cm. Kapakannakckui rocyaapCTBeHHbI My3en
nckycctB umeHn N.B. CaBuukoro, Hykyc

25. XXeHwuHbl, naywme B 6aHto. 1930-e. bymara, akBapenb
15,6 x 24,5 cm. KapakannakCKuii rocygapcTBeHHbIN
My3ein nckyccte nmenun U.B. CaBuukoro, Hykyc

26. PyBuMm Magzenb. TypkmeH B topTe / fonoBa TypkmeHa. 1925.
Bymara, akBapens, ryaiub, Tywb. 6,3 x 12,3 cm. Kapakannakckunin
rocynapcTBeHHbIN My3en nckyccts umeHn U.B. Casuukoro, Hykyc
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27. O6noxka anbb6oma «Y30pbl Nepcuackoro ropogay. 1916-1918
Bymara, HakneeHasi Ha KapTOH, TyLb, akBapenb, kapaHpal. 19,8 x 15,6 cm
KapakannakcKkuii rocygapcTBeHHbI My3ei nckyccts nmenun U.B. CaBuukoro, Hykyc

28. WWawnbik. N3 anbb6oma «Y3opbl Nepcuackoro ropogay. 1916-1918
Bymara, akBapenb, kapaHpall. 7,5 x 8,8 cM. Kapakannakckuii rocynapCTBeHHbIN
My3ein nckyccte umenun U.B. CaBuukoro, Hykyc

29. bazap B Awxabage. M3 anb6oma «Y30pbl Nnepcuackoro ropoga». 1916-1918
Bymara, akBapenb. 10 x 9,9 cM. Kapakannakckuii rocyaapCTBeHHbIN My3eit
nckycctB umeHn W.B. CaBuukoro, Hykyc

30. Am6an Ha npucTtaHu. N3 anbb6oma «Y30pbl NEPCUACKOro ropogay. 1916-1918
Bymara, akBapenb, kapaHgall. 29,5 x 30,8 cm Kapakannakckuii
rocyfapCTBEHHbIM My3en nckycctB umern MN.B. CaBuukoro, Hykyc

29

Bckope g yBugen, 4to nepcuackme
KBapTanbl Alwxabaga - He rnaBHoe

B TypkMeHun. [epcunackas 4acTb
ropofa He TaK Y>X XapaKTepHa,

a BOT TYPKMEHbI C UX O6bITOM, 6bI1/TON
C/laBO KOYEBHMKOB-alaMaHLWMKOB -
caMoe CYLLECTBEHHOE B 3TOW CTPaHE...
# 66111 NOTPACEH KPacOYHbIM 6bITOM
TYPKMEH, YyaeCHbIMU KOBpPaMU,

B MMCbMeHaxX OpPHaMEHTOB KOTOPbIX
Bbl/I/1aCb BCA Aylla 3TOro Hapogaa.

PyBum Ma3sesnb

31. Teke. I3 anb6oma «KoBpoBble ckaskuy». 1920-1930
Bymara, akBapensb, Tywb. 17 x 14 cm. [ocynapcTBeHHbIN
My3eln n306pasnTenbHbiX NCKyccTB MMeHn A.C. MNywKnHa



buénenckmne ob6pasbl

Masenb He TObKO
ycMaTpuBan CXoOcTBO
TYPKMEH Ha4vana

XX BeKa 1 gpeBHUX
nyageen, HO NOPOU

MOYTU OTOXKOECTBNAN

nXx. 1 kaxxketca BrnosnHe
3aKOHOMEPHbIM, YTO

B NepBOW NOJIOBUHE
1930-X rogoB OH BbIMO/HAET
LUKN rpapmryecKmnx

N XKUBOMUCHbIX
npoun3BegeHn Ha CIOYXKETbI
Topbl, B34Tble N3 KHUT
bbiTna n icxopna.
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32. ABenb. 1932. bymara, kapaHgall, nactenb. 33,5 x 33 cm
Kapakannakckui rocynapCTBeHHbIN My3er nckyccts nmenu M.B. Casuukoro, Hykyc

33. KanH 1 Asenb. 1932. Bymara, akBapenb.
19,8 x 18,8 cm. Kapakannakckuii
rocyfapCTBEHHbI My3ei UCKYCCTB
nmenu U.B. CaBuukoro, Hykyc

33

B rpapunyeckunx nnucrtax, BbINOSIHEHHbIX
y>Xe He B KOBPOBOM, @ HEOK/TaCCUYECKOM
cTuUne, Mbl BUOMM ABesnsd ¢ NMLUOM
camoro Masens, onmueTBopStoLLLErO
MacTyLWeCKYo KynbTypy, 1 KanHa,

ee paspyunTens. 3ameyaresnibHo

KpacuB NTIUCT, OCBELLEHHbIN KakK 6yaTo

He CTO/IbKO a3naTCKMM, CKOJTbKO
UTaNbsIHCKMM COJTHUEM, C ABpaaMoM

n Cappo#n, NpUHUMaOLWLNMMN TPEX
aHrenos. lNepBocBsLWEeHHNK AapoOH NOJIOH
ayxoBHoro sennyuns. Mouncen gapyet
Hapoay ckpuxanu 3aBeta U YMUPaeT,
co3sepuas O6eToBaHHYIO 3eMJII0.

Hatanbs An4uHckas

34. ABpaam 1 Tpu aHrena. Havano 1930-x. bymara,
nactenb. 18 x 22 cm. locynapCcTBeHHbIN My3en
BocTtoka, MockBa



34 35
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37. MNacTyx n nayuas »eHwmHa [Moucen gapyet 38. PeBeka (BapuaHT). 1930. bymara, Tyuib, nepo
ckpwxanu]. 1931 bBymara, Tywb, Nepo 12,4 x 11,9 cm Kapakannakckum
14,3 x 13,1 cM. Kapakannakckuii rocyqapCTBEHHbIN rocyfapCTBEHHbIV My3eil UCKYCCTB
My3ein nckyccte umenun U.B. Casuukoro, Hykyc nmeHun U.B. CaBuukoro, Hykyc

35. Mpopok AapoH [MNepBocBaleHHNK AapoH]. 1932 . bymara,
KapaHgauw. 21,4 x18,4 cm. Kapakannakckui rocyfapCTBEeHHbIN
My3ei nckyccTts umeHn U.B. CaBuukoro, Hykyc

it

39. Ctapubl [Moucein nepen 3emneit O6eToBaHHOM]
1931. Bymara, Tyub, nepo. 16,2 x 16 cm
Kapakannakckuin rocynapcTBeHHbIn My3ein
nckyccts umenun M.B. Casuukoro, Hykyc

36. BeHnamuH. CioxxeT ns «ctopum Mocnda»
(HaxomaT yawy). 1938. bymara, kapaHgal. 35,8
x 28,3 cM. Kapakannakckum rocyaapCTBeHHbIN
My3el uckycctB nmenn M.B. CaBuukoro, Hykyc
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40. KapaBaH c Bep6ntogamu [BpydeHune aparoueHHocTen PeBekke]. 1933. Bymara, akBapesnb. 15 x 60 cm
[ocynapcTBeHHbIN My3ei BocToka, MockBa

Llenbin psg paboT nocBsLWeEH NCTOPUA
Nocuda, ntobnmoro 6Mbnemnckoro
nepcoHa)xa Masens; B rpadpuke

N B XXUBOMWUCK OTPaXKeHa Be4YHas

N OCOBEHHO XapaKTepHas aJi19 COBETCKUX
1930-x ronoB cuTyauus npenatesnbCcTBa

N cTpagaHnUsa HEBUHHOTO.

Hatanbs AnduHckas

41. Mpopaxka Mocunda. 1931. Bymara, akBapenb
26 x 26 cm [ocygapcTBeHHbIn My3ei BocToka,
MockBa
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42. BocTo4HbIt MoTUB [[popaxka Nocuda B pabeTeol. 1933. bymara, akBapenb
10 x 17 cm. NocynapcTBeHHbINn My3ei BocToka, MockBa

43. Mpopaxka Mocuda. 1933. bymara, akBapenb. 22 x 35 cm. [ocynapcTBeHHbIN
my3en Boctoka, MockBa
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44, MNepekoyeBka [bercteo Nakosa oT JlaBaHa]. Hayano 1930-x. XoncT, macno
80 x 124 cm. KapakannakcKkuin rocynapCTBeHHbI My3en UCKYCCTB
nmeHun U.B. CaBuukoro, Hykyc

45. BocTo4yHas cueHa ¢ Kyokom [[ocnaHubl Mocuda HaxooaT
yawy y BeHnamumHa]l. 1930. XoncT, macno. 85 x 57 cm
FocynapcTBeHHbI My3el BocToka, MockBa

46. OTeu n cbiH [Micaak 6narocnoensieT Makoea]. 1930. XoncT, macno. 60,5 x 125 cm
[ocypapcTBeHHbIN My3en BocToka, MockBa

39
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47. Ncxop. 1930-e (?). Bymara, HakneeHHas Ha daHepy, akBapesnb. 27 x 71 cMm. YacTHoe cobpaHue, MockBa

Y>xKe B rofibl BOMHbI XyOOXHUK

HanULWEeT OPEBHUX NYOEEB C KOBYETOM
3aBeTa, OAEeThIX B TYPKMEHCKME

oaexxabl N 3aK/IMHaOLWMX 3ByKaMm
OJIMHHbIX a3naTCKUX Tpy6 4EMOHOB

XX BeKka. /1 B 3TOM, 1 BO BCEX MPOYUNX
NPOM3BELAEHUNSAX CEPUN Mbl BUOAUM
CBOE0b6pa3Hyto TYpKMeHun3auuto bnénumu,
4YTO 6bI/10 CBA3AHO B paBHON Mepe

CO CTPEMNIEHNEM 3aKaMypINPOBaTb
6UBENCKUN CIOXKET B 3MNOXy
BOMHCTBYIOLLEN 60PbbbI C penurnen

N C XXeNnaHneM rnokasaTb POACTBEHHOCTb
nygansma m ucnam.

Haranes AnumHckasi
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48. bonbluasa gopora. Ackms pocnmucu O6koma napTum B Axabage. 1922
Bymara, akBapenb. 51,5 x 61 cm. locynapcTBeHHbIN My3en BocToka, MockBa

49. Y konogua. 1962. Xonct, macno 50. ApbidHuK. 1930-e. ®aHepa, Macno. 46,5 x 37,5 cm
78,7 x 57,5 cm. locynapcTBeHHas Kapakannakckuin rocynapCTBEHHbI My3en
TpeTbsakoBckas ranepes, Mocksa nckyccts umenmn M.B. Casuukoro, Hykyc
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51. C6opka topTbl. 1930-e. bymara, Temnepa. 30,8 x 29,5 cm
Kapakannakckuin rocynapCTBeHHbIN My3ein UCKYCCTB
nmenun U.B. Casuukoro, Hykyc

N B TYPKMEHCKUX, 1 B 6BLUBNENCKNX

Belwax Masenb cTpeMumics K noTaeHHOCTU
06pas3oB, a B psae cnyyaes -

K «COKPbITUIO NNKay», KaK 6bl NpOoAo/IKas

B N306pa3nTesibHOM TBOPYECTBE,

Mo Mepe BO3MOXXHOCTW, HE HapyLlaTb
BTopyto 3anoBeabs Mouces o 3anpete

Ha n3obpa)keHue... lNoBopavmBan GUrypbl
CMUHOMN K 3pUTENIO NN 3allndpoBbIBas

B y30pax KOBPOBOIro CTUNSA, PacTBOPSN
06BbEMBI B pacTyLLeBKax, OKYTbiBa AbIMKOW
NN, HA06OPOT, 3aMblKan B HEMNPOHULLAEMO-
YyeKaHHbIX dopma.

Hatanbsa An4uHckas

52. B topte. 1930. XoncT, macno. 95 x 92 cm
[ocynapcTBeHHbIN My3er BocToka, MockBa
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53. TypkMeHKa ¢ aeBo4koii. 1920-e. XoncT, macno. 17,2 x 22,6 cm
Kapakannakckui rocynapcTBeHHbIN My3en nckyccts umeHn U.B. CaBuukoro, Hykyc

54. Maxapb. 1922. Bymara, Tyuwb, nepo. 16,4 x 19,6 cm 55. TypkmeHka. 1922. bymara, Tyllb, Nepo
KapakannakcKkum rocygapCTBEHHbIN My3ei UICKYCCTB 12,3 x 8 cM. Kapakannakckuii rocyaapCTBEHHbIN
nmenu U.B. CaBuukoro, Hykyc My3ein nckyccts umeHn W.B. Casuukoro, Hykyc

45

56. Kauenun. 1920-e. XoncT, macno. 56 x 31,7 cm
Kapakannakckum rocyfapCTBEHHbIN My3€ein
nckyccts umenun M.B. Casuukoro, Hykyc

57 MekyT nenewku. 1930-e. Xonct, macno
33 x 32,5 cM. KapakannakcKkuii rocynapcTBeHHbIN
My3en nckyccts uMmenun U.B. CaBuukoro, Hykyc



[TopTpeThl N NEN3AXKU

Co3naBas
rcuxonornyeckume
NOPTPETHI, OH Noa4YepKmnBan
Hepas3ragaHHy TanHy
OYXOBHOW XXU3HW.
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58. MopTpeT Onbru Muarnpesoit. 1920-e. bymara,
akBapenb. 22,2 x 22 cm. [ocynapcTBeHHas
TpeTbsikoBckas ranepesi, Mocksa

59. MNopTpeT Monopgow ropsiHku B nnatke. 1930-e
Bymara, yronb, caHruHa, nactenb. 40 x 32 cm
[larectaHCKNin My3ei n306pa3unTesibHbiX UCKYCCTB
nmenu MN.C. NamsatoBoin, Maxaykana

49

60. MNopTpeT ubiraHkn LWapadar. 1936. bymara, yronb, nactenb. 41,5 x 30 cm
[larecTaHckuin My3ei n3o06pasaunTenbHbix nckyccTs menu M.C. Fam3aTtoBol, Maxaykana
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61. MopTpeT Banu6era (5 rogukos). 1936. bymara, yronb. 30 x 41 cm
[arecTtaHcKunii my3ei n3o6pasuTtenbHbix UckyccTB umenu N.C. lam3atoBon, Maxavykana

o1

62. MopTtpeT Mykanna CelisyxaHoBa. bymara, yrone,
KapaHpaw. 41 x 29,7 cm. [larectaHCKuUin My3en
M306pa3unTenbHbIX UCKyccTB MMmenu N.C. Namsa-
TOoBOW, Maxaukana

63. MNopTpeT My3bikaHTa (3ypHau). 1935. bymara,
yronb. 28,5 x 22 cm. [larectaHCKuUiA My3em
M306pasnTenbHbIX UCKyccTB UMeHu M.C. Nlam3aa-
TOBOW, Maxaykana
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64. MopTpeT My>k4nHbl. 1930-e. Bymara, yronb, UBETHble KapaHaawmn, 6enuna. 41,5 x 32 cm
[arecTtaHcKuin My3er n3ob6pasntenbHbix UCKyccTB uMeHu MN.C. Fam3aTtoBon, Maxaukana

65. MNopTpeT monogoro MyxuuHol. 19930-e. Bymara, caHrnHa,
nactenb. 32 x 27,7 cM. [larectaHCKuiA My3ein nsobpasmntenb-
HbIX UCKyccTB MMeHu IM. C. Fam3aToBon, Maxaykana



o4

66. lopsiHKka ¢ ocnukoM. Bymara, akBapensb. 41 x 32 cm. [larecTaHCKUIA My3ei
n3o6pasnTenbHbIX UCKycCcTB UMeHun N.C. Tam3aTtoBor, Maxaykana

955

67. Banxap. 1937. Bymara, akBapenb
39 x 32 cm. [larecTtaHCKuIn My3em
1M306pasnTesbHbIX UCKYCCTB
nmenun MN.C. famzatoBon, Maxaykana

68. C60p opexoB.. 1937. Bymara, akBapenb 69. TaHeu, 1930-e. bymara, akBapenb
34 x 27 cm. [larecTaHCKU My3ein 34 x 28 cm. [larecTaHCKUn My3en
M306pasnTeNbHbIX NCKYCCTB 1306pasnTeNbHbIX UCKYCCTB

nmenu MN.C. famzatoBoi, Maxaykana nmenu MN.C. NamaaTtoBoit, Maxaykana
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71. KonxosHbin cxon. 1930-e. Bymara, akBapenb. 41 x 30,7 cm
[arectaHCcKuin My3er n3o6pasnTenbHbIX UCKYCCTB
nmenu MN.C. NamsatoBoi, Maxaykana

70. Co6paHue. 1930-e. Bymara, akBapenb. 42 x 32 cM. [lareCTaHCKUN My3en
1n306pasnTenbHbIX UCKYycCcTB uMeHun N.C. amaatoBori, Maxadkana
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72. Menzax. 1930-e. bymara, kapangall. 20,3 x 26,5 cm
[arectaHCKnin My3ei n3o6pas3nTesibHbIX UICKYCCTB
nmenu N.C. lamsatoBon, Maxaykana

73.Y mocrTa. baszapHas nnowaab B cene Ky6aun. 1938
Bymara, akBapenb. 42 x 32 cM. [larecTaHCKUin My3ei nso6pa-
3UTENbHbIX UCKyccTB MMeHu INM.C. lam3aToBon, Maxaykana
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74. Cenbckas ynuua. 1930-e. KapToH, Temnepa. 34,5 x 25,5 cm. [larectaHcKkuin My3ein
1M306pasunTenbHbIX McKyccTB MMeHu M.C. lam3atosoir, Maxaykana



60 61

76. Cenbckunin nensax. KaptoH, Temnepa. 34,5 x 25,5 cm. [larecTtaHCKUn My3eit
n306pasnTenbHbix MCKyccTB nmenu MN.C. NfamaatoBon, Maxaykana

75. Ynouka B ayne. 1930-e. bymara, akBapenb. 41 x 32 cM. [larecTaHCKUI My3en
n3o06pasnTenbHbIX UCKyccTB UMeHun N.C. FamsaToBoi, Maxadkana
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B uenom, TBopyectBo Masens -
APKUN MpUMep eBPENCKOro
XYOOXXHUKaA, COXpPaHsoLero
HaUuMOHaNbHYO MOEHTUYHOCTb

N MPn 9TOM B/1IOBIEHHOIO B UHYIO,
XOTHA N POACTBEHHYIO KYNbTYPY.

Hatanbs An4uHckas

77. C6op xnonka B KazaxctaHe. 1930-e. XoncT, macno. 80 x 120 cm
[ocypapcTBEHHbIN LeHTpanbHbIA My3en nctopum Poccunmn
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78. Cenbckunt yuutens. 1950-e. XoncT, macno. 48,2 x 40 cm
KapakannakCcKkuii rocygapcTBEeHHbIN My3ei MCKYCCTB
nmeHn U.B. CaBuukoro, Hykyc
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[Mporpamma Hepenu
eBPEeNCKOro NCKyccTBa

B [ocynapCTBEHHOM UHCTUTYTE
MCKYCCTBO3HaHUA

17-21 mas 2021

Programme of the Jewish Art Week
in The State Institute for Art Studies

May 17-21, 2021

78. ABTonopTpeT. 1950. bymara, akBapenb. 61 x 55 cm
[ocynapcTBeHHbIN My3en BocToka, MockBa
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17 mas
OTKPbITUE BbICTaBKU
«BocTtok PyBnma Masensa»

BuoeonpencraBneHue npoekTta
MpuBeTcTBEHHbIE CNOBa
OpraHmM3aTopoB NpoeKTa
Bepnywas - MNonsteknH Lamunnnn

3HaKOMCTBO C BbICTaBKOW

TatbsHa Llaperpaackas, Muxann [ly6oB
MopToH ®engmaH. Pucysa asykamu
Jlekuusi-KkoHUepT

MepepbiB

Nngmnsa Yakosckas

XpamoBbI puTyan

KaK MICTOK EBPENCKOro NCKYCCTBa
Nekuunsa

18 mag

Mnbs Popos

«J1eTn, Halla MbIC/b».

Mcanom «Ha pekax BaBUTOHCKMX»

B TPaANLIMOHHOM EBPENCKOM UCKYCCTBE

Nekuns

«Ha pekax BaBUIOHCKUX»
CKBO3b TpagnuUun 1 Beka
KoHuepTt

19 mas
MonbteknH LWamunnnn
«Menoaun Ncxakay. EBpenckas Myasbika

o1 KopgoBbl a0 byxapbl
Nekuns

Menogunu ot Koposbl fo byxapbl
KoHuepTt

20 mas

09.45- MepBasa MexxayHapoaHas
18.30 MexancumnanHapHas ceccus

Nno eBPENCKOMY UCKYCCTBY.
dopmaT npoBeaeHNs: OHMalH

19.00 Bnapucnas ViBaHoB
ra6uma n rOCET: 1920-e roabl
Nekunsa

20.00 Mysblika eBpemnckoro Tearpa 1920-x

KoHuepT

21 mas
10.00- [MepBasa MexxgyHapogHas
19.00 wmexamncuunanHapHas ceccus

Nno eBPENCKOMY UCKYCCTBY
®dopmat npoBefeHns: oHNamH
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19.00
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Monday, May 171"
Opening of the exhibition
The East by Reuven Mazel

Giula Shamilli

‘The East of Reuven Mazel'”:
Idea of the Project
Video-presentation
Greetings

‘The East by Reuven Mazel’
Exhibition welcoming

Tatiana Tsaregradskaya, Mikhail Dubov
Morton Feldman. Drawing with sounds
Lecture-concert

Break

Lydia Chakovskaya
Temple Ritual as a Source of Jewish Art

Lecture

Tuesday, May 18

llia Rodov

‘Va, Pensiero’: Psalm ‘By the Rivers
of Babylon’ in Traditional Jewish Art
Lecture

Psalm ‘On the Rivers of Babylon’
through Traditions and Centuries
Concert

Wednesday, May 19t
Giula Shamilli

‘Melodies of Ishak’.

Jewish Music from
Cordoba to Bukhara
Lecture

Musical Necklace of the East
Concert
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Thursday, May 20t
09.45- The First International
18.30 Interdisciplinary Session

on Jewish Art

Online

19.00 Vladislav lvanov
Gabima and GOSET: 1920s
Lecture

20.00 Music of the Jewish
Theater: 1920s
Concert

Friday, May 215t
10.00- The First International
19.00 Interdisciplinary Session

on Jewish Art

Online




O630p nekuunmn
Lectures overview

Nnansa YakoBckada
XpaMoBbI pUTYana Kak UCTOK EBPENCKOI0 MCKYCCTBa

[ToxopgHas Cxkuaus 1 Mepycanmckmii XpaM HaxOAUMCh B LIEHTPE PeInrmuos-
HOTO OITbITa 6MOJIEICKOTO MyTAN3Ma, & UX OMMUCAHUS 3aHMMAIOT LIeHTPaTbHOe
nonoxkeHue B bubneiickux rekcrax. Vepycaaumckuit Xpam, oCTPOeHHbI 0KO-
710 950 roga 1o H.3., Kak Jitob0ii XpaM B UCTOPUM YeJIOBEUECTBA IIPeACTABIISIET
c0o6071 XyI0skKeCTBEHHOE 11eJ10e, OTPaskarolee B TOM YKCIIe CTAVIO0 3CTeTUYe-
CKOTO U TEXHWUECKOTO pPa3BUTHSsI yesnoBevecTBa. K X BeKy 10 H.3. B Xxpamax o6u-
TaeMOTo MUpa COUeTaanCh apXUTEKTYPa, CKYJIbITYPa, SKMBOIIMCh M My3bIKa.

Bubmneiickuii 3ampeT Ha M306pa3nUTeIbHOE VICKYCCTBO, COAePsKAIIMiicsS BO
BTopoii 3anoBeny, ctaBuiI TBOPLIOB XpaMa Iiepef, HelpocTon 3agaveii. [1po-
TUBOpeUNe MeXy Xy 0KeCTBEHHbIMM 3alauaMM XpaMOBOI'O CTPOUTENbCTBA
Y BBIHYKJIEHHOJ OTpaHNYEHHOCThIO XYIOKECTBEHHOTO SI3bIKa HEOOX0IMMO
6bUTO Pa3pelINTb.

Kak 3asBysieT 0 cebe B Xpame 6MbIeiiCKIi1 3a1IpeT Ha M300paskeHVe JKMUBBIX
cyrecTB? UemM OH KOMITEHCUPYETCS M Kak pelaeTcs B CBSI3U C 9TUM BOIIPOC
0 MIPUHIIUNIMATBHOM [IJIS1 IPeBHUX KYAbTYP CUHTE3e M300Pa3UTeIbHbBIX MC-
KYCCTB B XpaMOBOM IpocTpaHcTBe? Kak 1 ueM 3aIionHsIeTCs «IIyCToTa», BO3-
HMKaloIas 13-3a 3anpeta Bropoii samoBenu? 1 kakum obpasom Xpam fe-
MOHCTPHMPYeT CBOIO HEITOXOXKeCTb Ha JPyTye XpaMbl APEBHOCTU, TeM OoJiee,
YTO «IIUCAHUS U3PAUJIBTSIH C pAHHETO Mepyuoja MOCTOSIHHO MTOBTOPSIIOT TeMY
HETIOXOKECTH, ¥ POKIEHMS YeTO-TO HOBOTO U OTJIMYHOTO» 2

B Hayke aHanm3 TekcToB 0 CKMHMM U XpaMe, LeTalbHOE U3yYeHle UMEI0-
IIerocst 6VKHEBOCTOYHOTO KOHTEKCTA IPU3BAHO BOCIIONIHUTD HEJOCTAIOIIME
JlaHHble apxeonoruu. Eciy HeKoTopble BHelIHYe 4epThl XpaMma MMeIOT Iapai-
Jien B BAVDKHEBOCTOUHO TPAAMIINY, TO CIIeUPUUYECKNit CUHTe3 BHYTPEHHMX
puTyanoB Xpama 1 0cobast posib, KOTOPYI XpaM UIpaeT B KyJIbType Haposa,
SIBJISIETCS] YHUKAJIbHBIM 151 V3panis.

Iaske Germbiit B3misa Ha onvcanus Ckunum u VepycanmumMckoro Xpama zie-
MOHCTPUPYET, YTO Pa3HbIe BUIbI M300Pa3UTETbHbIX UCKYCCTB IIPEICTaBIeHbI
B HEM HepaBHOMEpPHO. BcriomMHMM, 4yTo 3HaMeHuTble xpambl Erunra u Me-
COMOTaMMM BKJTIOUAH B cebsl BeJIMUeCTBeHHYI0 KAMEeHHYI0 apXUTEKTYPY, 10-
TIOJTHSIEMYIO M300paskeHUSIMM OOSKECTB U POCIIUCSIMU: «...TPAHUITBI MEXKTY
HMMU (BUOAMMU UCKYCCTBA. — JLU.) ellle He OMpeeinch, CBoeobpasne Kax-
ZIOTO BYA eJle HAMETMIIOCH B IIPefie/iax OHOI0, eIMHOr0 IPOCTPAHCTBEHHO-
T'O MCKYCCTBA”, B KOTOPOM TECHENIIMM 06pa30M Ieperuieinch MeXIy co00it
3/1eMeHTbI apXUTEKTYPBI, CKY/IBITYPBI U XKUBOMUCH»2. TaK CO3aBaIOCh efIy-
Has KapTuHa oburanuina 60kecTB Ha 3eMite. lepycanumMckuii Xpam GOmKeH
6bUT TOCTUYD TOTO JKe CAMOTO XY OXKeCTBEHHOTO 3¢ deKTa, Befb KHMra Mcxon

! Hendel R.S. Israel Among Nations: Biblical Culture in the Ancient Near East // Cultures of the Jews.
A New History / Ed. by D. Biale. New York: Schocken Books, 2002. P. 147.
2 BpyHoe H.HM. ErumeTckas apxuTeKTypa 1 Ipo6eMa CHHTe3a MCKyccTB // Bpyros H.H. Borpocst

apxuTekTypsl. M.: M3orus, 1935. C. 13.
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TOBODPMUT, UTO eBpeu «IIOCTPosIT MHe CBSITMINIIE, U Oyny S TpeGbhIBaTh Cpeau
Hux» (Mcx. 25:8).

BaskHast ocob6eHHOCTh onvicaHysi CKUHUY COCTOUT B TOM, YTO CTPOUTENILCTBO
Kak IPOIIecc ¥ yyacTue B HeM Hapoya / CBSIeHHMKOB OKa3bIBAIOTCS Hbosee
BASKHBIMM, HEXKeTU Xy[I0>KeCTBEHHbI pe3yabTaT. Tak, AparoleHHble MaTepu-
aJibl, UCIOIb30BaHHbIE TIPU CTPOUTENBCTBE, TPEACTAIOT KaK IMOXKePTBOBAHNS
Bcex ChIHOB M3pawms (Mcx. 25: 3-7).

BTopast oco6eHHOCTb CBsI3aHa co crienduKkoit CKMHUM KaK TaKOBOIL: ee
apxXUTEKTypa Mpexe BCero «IOXoAHasi», 0Ha COTPOBOXKAaeT V3paniib pu
ucxope u3 pabcTBa, a 3HAUYNT, B HEll OTCYTCTBYIOT TaKMe TPUHIMITMATbHbIE
XapaKTepPUCTUKM, KaK IIPOYHOCTb, He3bIOIEMOCTD, MACIITAOHOCTD. JlaKe caM
MaTepuai, u3 KoToporo cgenasa CKuHMS, yKa3blBaeT Ha BDeMeHHbIV XapakTep
ee BHeIllHero oosuka. V3 TkaHe 1 KOBPOB CO3/1aeTCsl TOHKAsI, TPOHMIIaeMast
rperpaza MeXxay BHeIlIHMM MMUPOM U BHYTpeHHUM Mupom CkuHun. B CkuHmun
€CTb IIPOCTPAHCTBO, HO HEeT apXUTEKTYPHBIX XapaKTePUCTUK, eCTb MHTepbep,
HO HeT 3KCTepbepa: B ycTpoyicTBe CKMHMUM CYLeCTBYIOT TOJNBLKO TKaHM, HATSI-
HYTbIe MeXAY 1ectaMi. [IpocTpaHCTBeHHbBIE XapaKTePUCTUKM OyIyIero Xpa-
Ma TeM He MeHee 0(hOPMIISIIOTCSI MMEHHO TYT M OCTAIOTCSI HEM3MEHHBIMMU Ha
BCEeM IIPOTSIKEHMM €T0 CylecTBOBaHM: XpaMm Beien 3a CKuHMel Toxe 6ynet
MMETb CBSITasl CBSITHIX, CBSATAs ¥ ABOP. B CKMHMM BHYTpEHHEee IPOCTPaHCTBO
3aMeHsIeT co60ii IKCTepbeP, MPU ITOM 0cO6YI0 poib 6epeT Ha cebst 0Chb BOC-
TOK — 3ar1a/l, CUMBOJIMYECKHM yIof006stonas CKMHUIO IIPOCTPAaHCTBY B KHUTE
Borrust!, v ke Metadopudeckoe yropo6neHne CkyHum rope CuHaii (TO ecTb
OIHOBPEMEHHO ¥ 06pa3y BOCIIECTBYUS U TPUPOTHOMY heHOMeHY)?.

B xHure Vcxon mpoCTpaHCTBO MOCIEL0BATENBHO OMMChIBAETCS Uepes Belln
Ha IIPOTSDKeHUM Beeit 25 I71aBbl, ¥ TOMBKO B 26 IJ1aBe Mbl HAXOA MM, HaKOHell,
pacckas 0 ToOM, Kak ke caenaTh matep Ckunun. Korga ske 616/1eiicKkuii aBTop
ormuchiBaeT Xpam COlOMOHA, TO OH TaKsKe jaeT OOIIMPHOe OTMCaHMe ITpeame-
TOB, U3 KOTOPbIX cocTouUT Xpam (KoBuer, TPOH, CTOJI 1J1s XJIeO0B MPeJIOKeHNS,
CBETUJIbHIK, a/ITapb 6J1aTOBOHMIL, MeJHOe MOPe, aJITapb BCeCOXKEeHMIA, IBOD,
CBSIIIEHHMYeCKast OfeXa, IIPOLLeCC PYKOIIONIOXKEeHMSI), TO €CTh TeX JKe Ipe[-
MeTOB, uTO 6bUIM 1 B CKMHMY. K HUM MPUCOEIUHSIIOTCST KOJIOHHBI BXOa SIXMH
u Boas 1 pesHble 30/104eHble [TaHe), yKpallakoliye CTeHbl.

Tak, Mpo3pavyHOCTb ¥ HEYIIOBUMOCTb apXUTEKTypbl CKMHUYM KOMIIEHCUPY-
€TCs1 BeCOMOCTBIO ITPeAMEeTOB, ee 3aTONMHSIOIINX, ¥ 3HAUMMOCTbIO YIaCTHUKOB
puUTyasa — CBSIIeHHUKOB. [IepBOCBSIIIIEHHMK BOCIIPOM3BOLUT B OOTOCTYKEHUU
neiictBust Mouces 1 AapoHa. Ero nmyTs, kak y Mouces, a 3aTeM AapoHa, — 3T0
MyTh HaBepX (Ha ropy CuHaii u Bo CBsITast) U 3aT€M ITyTh BHIU3 K HAPOZALY, YTOOBI
BBICTYIIUTD [IOCPEIHMKOM Ayajiora yejoBeka ¢ boxkectsoM. Belyt BICTYIIAIOT
CBSI3YIOIMM MEXY NelCTBUSIMM CBSAIIEHHUKOB / Hapopa Vspauns un borom,
TOCKOJIbKY OHM CBUIETENbCTBYIOT O pa3IMUHbBIX acrektax bora-TBopia: Tax,

! Kubis A. A Review of ]. Daniel Hays The Temple and the Tabernacle. A Study of God’s Dwelling
Places from Genesis to Revelation. Grand Rapids, MI: Baker Books 2016. P. 283-287.

2 Morales M. Who Shall Ascend the Mountain of the Lord? A Biblical Theology of the Book of
Leviticus // New Studies in Biblical Theology. Vol. 37. 2015. P. 94.
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MeJHOe MOpe — 3TO CMMBOJIMYECKMe BOIbI TBOPEHMSI, MeHOopa — 3TO U IPEBO
CBeTa, M YKasaHue Ha mpoMbices Boskuit 06 Mspane (3ax. 4: 1-4; 10-11). Ha
HalllMX IVIa3axX BO3HMKAeT TeaTp Bellleil — Ha3BaHHbIN Tak H.B. Bparmuuckoii
0COBBIE TUIT apXandeckoro TeaTpa’. Bemy — 3T0 cOCTaBISIoNIMe PUTYaNa, IPU
9TOM KasK7asl U3 HUX UTPAeT He TOJIbKO MPaKTUUYECKYI POJib, HO U CUMBOJIN-
YyecKylo, oTchliast K pparmeHTaM CBsieHHOro ITrcaHmst.

O6upHOe 61bIeiicKoe OMMCcaHME HOJDKHO MTPOAEMOHCTPUPOBATD HETOXO-
skecTh CKMHMM Ha ApyTrye XpaMbl. TKAHU HE TOJIbKO CO3/1aI0T 060/10uKy CKu-
HUY, OHU — HeOOXOAMMasl YaCTb PUTYasIa: B HUX OLEThI CBSIIEHHUKY U JIEBUTHI.
AHZepCcoH TI0Ka3all, YTO CeMMUYaCTHbIE CTPYKTYPbI KHUTM Mcxon v KHUTY JIeBUT
JIeMOHCTPUPYIOT HEePa3PbIBHYIO CBsI3b MeXXy CKMHMEN 1 ee AeliCTBYIOIMMU
nmuuamu: «Vctopust cobupanus Ckuann (Mcx. 40) mpepronaraeT CBOEro posia
HaJIOKeHMe BpeMeHM Ha HavyaJio Ky/JIbTOBOTO CTyskeHus B JIeB. 8—9», a «cobu-
paHue OfesK]I SIBJIEHME TOTO Ke CTPYKTYPHOTO Psifia, YTO U COGMpPaHMe 1esIou
CKMHMM» TI0 BaKHOCTY €T0 ormcanusi B Bubmym?.

B Bubnuu ommchiBaeTcs BOCEMb BUIOB CBSIIEHHNYECKOM OeXIbI (3ITOMY
TTOCBSIIIEeHbBI 43 cTuxa Vcx. 28): yeThIpe HIDKHMX 00JIaueHMsI, KOTOPbIe HO-
CSIT BCe CBSIEHHUKY 0e3 UCKITIOUeHMs], M YeThIPe BePXHUX OLEXIbI, KOTO-
pble HOCUT TOIIbKO AapOH JJ1s COBeplieHus] puTyaaoB BHyTpy CkuHmu. Takum
06pa3oMm, ofiekibl, Kak rmokasan MeHaxeM XapaH, CBSI3aHbI C TEMM YaCTSIMMU
CKMHMM, TIe B HUX COBEPUIAIOT CTyskeHMe. OfeXXIbl CBSIIEHHUKOB 061afaroT
He TOJIbKO CBOeJl CeMaHTUKO, HO ¥ COOCTBEHHBIM 3ByYaHMeM (3BOHOM KO-
JIOKOJIBYMKOB).

Oneskma mepBOCBSIIeHHMKA JO/KHA ObTa 3BYYaTh («Ia0bI CJIBIIIEH OBLT OT
Hero 3BYK») — I10 TIOZ0TY ObLIY ITPUBSI3aHbI «[T03BOHKM 30JI0ThIe MEXIY HUMMU
Kpyrom» (Mcx. 28: 33), 4To6bI 3BYKOBOE COITPOBOKIEHIME OTIMIAJIO ITPUOIIVIKE-
HIe TTepBOCBAIeHHIKA. B CBOIO ouepelp, «peKBU3UT» — KoBuer 3aBeTa, omHa
13 Beleil CKMHMUY, — IPUHMMAaET YePThI CBAIEHHMKA: er0 CHauasa MOKPbI-
BAaIOT IIOKPOBOM CMHero 1BeTa (Yuc. 4: 6), a 3aTeM MMOKPHIBAJIOM 13 TOTYOO0I
mepct. ITocKoabKy 61bJeiicKuii 06pa3 co3aaeTcst CJIOBaMM M HUKOTIA He
TIpefosaraeT MpsiMoit WILTIOCTPALY, TO OH MaKCMMAaIbHO TIOAPOOEeH, a KaX-
JI0€ CI0BO He CTydaitHo: beged (23T) 03HAUAET MOKPHIBAJIO KAK JETab OLEXIbI,
HenapoM B CenTyarMHTe OHO MPeBPATUIIOCh B TMMAaTHit himation (judtiov) —
71aThe, HOCUBIIIeecs IoBepx XUTOoHA. U ceromus B cuHarorax CBuUToK Topbl
OIIeBAIOT B 0COOBIE «OHEXIbI», IT0 HM3Y KOTOPHIX OBIBAIOT, KaK MPaBUJIO, Ha-
LIMTBI KOJIOKOMBYMKK. My3bIka XpaMma MofguepKuBaeT TeaTpajbHYI0 IPUPOLY
nmerictBa XpaMma.

Heo6bI4aitHO 60OJIBIIOI BEC, TaKKMM 06pa3oM, IIprodpeTaeT MMEHHO Tea-
TpajbHbIl aCMeKkT pUTyana M My3bika. iIMeHHO puTyan MepycaaumcKoro

I Cm.: Bpazunckas H.B. Teatp usobpaskeHnii. O HEKIACCMUECKUX 3PETUITHBIX (HOPMax B aHTUYHO-
ctu // TeatpanpHOe IIPOCTPAHCTBO. MaTepuassl Hay4uHOit KoHbeperuny TMUN um. A.C. ITyikuHa
(1978). M.: CoBeTCKMit XygOXHUK, 1979. C. 35-58, 147.

2 Anderson G.A. Inauguration of the Tabernacle Service at Sinai // The Temple of Jerusalem: From
Moses to Messiah. In Honor of Professor Louis H. Feldman / Ed. by Steven Fine. Leiden; Boston: Brill,
2011.P. 4.
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Xpama CTaHOBMTCSI OCHOBOJA [I7Is1 OYIYIIEro CTPOUTENbCTBA XpaMa B XPUCTH -
AHCKOJi KYJIbTYype.

CKMHMIO, a 3aTeM 1 XpaM Kak 1ieJioe OPTaHM3yeT He TOJbKO M He CTOJIbKO
MPOCTPAHCTBEHHAS MHTYMUIIMSI, CKOJIbKO BpeMEHHAsI, OHa YITpaBJIsSeT BelamMu
Y PUTyaJlaMy, OHA OTIpeeNsieT IITyOMHHYI0 MHTYUIIVIO apXUTEKTypbl. Takoe
OTHOUIEHNE K BMECTU/IMIY PUTYyala COXPAHUTCS ITOCJIe pa3pylieHus Xpama.
ITo HabI0IeHNIO, CIeJIAHHOMY O CMHarorax 'pysum, «CMHarora — 3710, B [I€PBYIO
ouepenb, BpeMeHHas IpaMaTyprus; cBoeoOpasHas MU3aHCIeHa, a 30aHne —
GbyTasIp AJ1s1 CLieHbL. 3maHiue OJ1s MOJIUTBBI — [IJIs 3TO¥ 3aI0BeAy (MUI[BA) — 3TO
KOHKpETHasl, HO He eIMHCTBeHHast (hopMa; 60JIbliie MHTEPbED, UeM IKCTEPHED,
Gorblie comepskaHye, ueM (hopma, Gobliie CPeCTBO, UeM LIeTb» .

Xpam Kak Xy[0KeCTBEHHOeE 1[eJI0€ CTAHOBUTCSI 06pa3iioM, K KOTOPOMY €B-
peu 6yayT o6palaThCs B KasKAYIO ITOCTEIYIOIIYIO STIOXY.

! Bocmanaweunu III. Cunarory I'py3uu // CTpaHWUIIBI UCTOPYM U KYITYPBI eBpeeB I'py3uu (10 ciefam
akcnepyuyy 2013) / Pen. M. KynoBenkuii, B. Mouanosa, M. UneHoB (OTB. pen,.) u op. M.: UHCTUTYT
cnaBsiHoBeneHust PAH, 2014. C. 48.
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MNnbsa PogoB

«Jletn, Hawa MbIC/by.

MNcanom «Ha pekax BaBUIOHCKMNX»

B TPaAMNLMOHHOM €BPENCKOM NUCKYCCTBE

ITcanom «Ha pexax BaBmIoHCKUX» (137-7 B MacopeTckoit Bubmmmn; 136-ii B 1a-
TUHCKOJ BysibraTe 1 pyccKOM CMHOZQIbHOM IepeBojie) BKIIOUeH B MyAeiiCKyIo
Y XPUCTUAHCKYIO JIUTYPTUU U IIMPOKO U3BECTEH B TTOITUUYECKUX, MY3bIKaJIb-
HBIX U XyI0KeCTBEHHBIX 00paboTKax. Mol pacckas 0 TOM, Kak ITpeICTaBIsuIN
9TOT T1CAJIOM B €BPOTIEICKOM €BPeiCKOM UCKYCCTBE U BU3YAJIbHON KYJIbType
CpenHeBeKoBbsl 1 HOBOro BpeMeHM.

[Ncanom omuchIBaeT U3rHaHMe eBpeeB 13 3eMiu M3pansis B BaBuioH B VI Be-
Ke J10 H.3. VIITIOCTpaTOpOB eBpeiiCKUX PYyKOTMCelt, CMHATOTaTbHbIX XYI0KHN -
KOB 1 0pOpMUTEIElT TeYaTHON MPOAYKIIMIA, TPAaBIOP B OCHOBHOM ITPUBJIEKAIN
JIBe B3a/MOCBSI3aHHbIE TEMBbI, M3/I0KeHHbIE B ITePBbIX 1l1eCTH CTHUxax. [lepBast
Tema — CKOopOb 10 paspyuieHHOMY Mepycanyma («IJ1akaay Mbl, BCIOMMHAS
Cuon», 137: 1), BTOpas — ropeub u3rHanusi. O6pa3bl CKOP6Y 4aCTO COCEACTBO-
BaJIV C TPOPOUECKUMM BUAEHUSIMIU BOCCTAHOBIEHHOTO MepycannmcKoro xpa-
Ma. [TcasmoM pacKkpbIBaeT KOHIIEHTPUUYECKYI0 KapTUHY MMPa, CaKpaJIbHOE SIPO
KoToporo — CBsTast 3eMJis, a B ee cepatie — Mepycanum. MisrHaHue 3a pefesibl
LIeHTpa, OTMEUEHHOTr'0 0C000ii 6/11M30CThIO K TBOPITY, MBICIUTCS BoskecTBeH-
HBbIM HaKa3aHMeM, KOTOPOMY JIOJIKeH ITPUITY KOHeIl. DTy 06/1acTh M3THAHUS
CUMBONM3UPYyeT BaBuioH.

IMoaTUYeCKMit SI3bIK IICa/IMa MCII0Ib3YeT BbIpasuTelbHble 00Pa3bl KOJIIEK-
TUBHOV CKOPOM U MCTOPMYECKOi TamMsTi. OIVH U3 HUX CBSI3aH C BEPHOCTDIO
CBSAIIEHHO Teorpaduu: «Eciu 51 3a6yay Tebs, o, Mepycamum...» (137: 5). B ka-
YeCTBe 3aJ10Ta BBITTOTHEHMS 06€eTa ITCaJIMOIIeBEI] ITPeyiaraeT TeJieCHOe Iopy-
YUTETbCTBO. Peub uaeT o 3aore puU3NIECKUX CIIOCOOHOCTEN, HEOOXOIMMBIX
IIJISI UTPBI HA CTPYHHBIX MHCTPYMEHTAX — «... [TyCTb OTCOXHET IeCHUIIA MOSI»,
U TieHus — «J1a IPYINITHET SI3bIK MOJt K HEGY...» (137: 5-6). ITOT CJIOBECHBbII
06pa3 BIIeYaTIsIeT YUTATESI, HO XyIOKHIMKY HEIIPOCTO ITEPEBECTHM €T0 Ha SI3BIK
1306pa3mUTETbHOTO MICKYCCTBA: MHE HEU3BECTHBI M300paskeHUs TeX, KTO He
cIepsKal TAKOTO O0eIaHmMs M JINIIUIICS PYKY OO SI3bIKa. [IJIsT BU3YaTbHO-
r'O BbIpakeHMs evayIM XyA0KHUKY MTPefounTaau UUTIOCTPUPOBATh UHO,
6oJiee IpenMeTHBbII JINTePaTYPHbI 06pas — My3bIKaJbHbI€ MHCTPYMEHTHI,
BuUcsIMe Ha uBax (137: 2).

JITOTHM Ha BETBSIX AepeBa WIMICTPUPYIOT ricasom 137 B [Tapmckoii [can-
TUPU, MAHYCKPUIITE Ha UBPUTE, CO3TaHHOM B LleHTpanbHOI UTanum okono
1280 roma. B6imusu mepeBa, Ha 6epery peku CTOSIT ABa YeI0BeKa, JKeCThl KO-
TOPBIX BBIPAKAIOT OTUasTHYE U T1ad. [Tom06HasT YC/IOBHAS SKeCTUKY/ISIIMS U3-
BeCTHa I10 06pasam CKOPOSIIIMX aHTeI0B B pociucsx IkoTTo B Karneste genb
ApeHa, BBITIOJIHEHHBIX HECKOIbKUMU AeCSITUIeTUIMMU TT035Ke. be3rnacHbie
JIIOTHU U TUIavylIMe «Ha pekax BaBUIOHCKUX» JIIOIM OT/IMYAIOTCSI OT MHOTOUMC-
JIEHHBIX MY3bIKaJIbHbIX MHCTPYMEHTOB, MY3bIKAHTOB 1 TI€BIIOB Ha CTPaHMUIIAX
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9TO¥ pykomucu. Takme MUTIOCTpaLyiy HallOMMUHaIN €BPeJiCKMM YuUTaTesIM
0 TOM, UTO IICAJIIMBI CJIY>KUJIU JINTYPTUUECKMMY ITMMHAMU B MePYCAIMMCKOM
xpame. Ummoctpanus 137-ro rncajiMa HallOMMHAeT O pacCy>KIeHUsIX O JBO-
CTBEHHBIX MOPAJIbHbIX aCIIeKTax MY3bIKM ¥ PaJOCTU B CPelHEBEKOBOJ paB-
BUHUCTUYECKOI TUTepaType. Menoauu 1 eCHM BbIpaxkain pafoCTb, KOTOPast
OXBaThIBa/Ia 67IaT0UeCTUBBIX MMPeNAHHBIX JTIOel U TIpKIaBaia MM Hazjiexa-
LM SMOLMOHAJIbHBINA HACTPO AJI1 MUCTUUYECKOT0 efHeHMs ¢ boskecTBeH-
HbIM [IpucyTcrBreM. OMHAKO PaAOCTh MOTJIA OBITh BhI3BAHA U IPEXOBHBIMU
HacJTaXgeHMsIMU. B ywmioctpanmm K ricanmy 149 B [TapMcKkomM MaHYCKpUIITE
6raroyecTmBast My3bIKa UCIIOTHSIETCS XOPOM IIPaBeJHMKOB, TIOIOIINX XBAITY
" panyoumxcs BeeBbimHeMy (B COOTBETCTBUM C COLEPKaHMeM 3TOTO IICaaMa).
B x0pe yuacTBYIOT KeHUX 1 HEeBeCTa: PafOCTh BIIOOIEHHBIX HATIOMUHAET pa-
[IOCTh BepyIKX, Ipocaasisomyx Teopua. [Icasom 137 HamoMmMHaeT: MHast
pPaZoCTh ¥ My3blKa HEyMeCTHbI, II0Ka eBpey OCTaI0TCs «Ha PeKaxX BaBUJIOH-
CKMX» — Ha 9TO ¥ YKa3bIBAIOT JIIOTHY, pa3BelllaHHbIE Ha IePEBbSIX.

JlaHHas IcanMoIeBLeM KJISITBAa — XPaHUTb IIaMsITh O Mepycanyume B M3rHa-
HUY — JIeTr7la B OCHOBY IPOTMBOIIOCTABIE€HMS IBYX FOPOJOB B POCIINCH, BbI-
nonHeHHo B 1740 rogy Xanmom, ceiHOM Mcaaka Cerasia, B KyIloje JepeBsH-
HOI cuHaroru B Mormiiese Ha [IHernpe. Mepycanymy OH IIPOTUBOIIOCTaBUII
HeMeLKII1 ropog, Bopmc, KOTOPbIA, ciienyst ereHpe, rnouaraja eBporeickum
BaBunonom. Jlerenja riacuia, 4To eBpeiickas obiHa Bopmca 6b11a OCHO-
BaHa I'PYIIION M3THAaHHMKOB 13 Wyzmen, KoTopble 1ocie paspylienus Ilepso-
ro Mepycanmmckoro Xpama oTnpaBuianuch B Bopmc, a He B BaBuioH. CriycTs
CeMbJIeCsT JIeT BABWIOHCKMe IIJIEHHUKY BepHYINUCh B CBATYI0 3eminto. OgHako
eBpeu Bopmca noxkenanm octaTbCs B MU3THAHUM, YTBepKaast, 4To Bopmc cran
IUIS1 HUX YIOGHBIM IOMOM U «MajibiM Mlepycammom». 3a 3a6BeHne epycanu-
Ma Bor nmozBepr ux skeCTOKMM TIpeciefoBaHusIM. 3a rpex eBpeeB Bopmca 6putn
HaKa3aHbI 1 APYTHE eBPOIIelicKye eBpefickme oouHbl. Ha pocricy B cuHaro-
re BopMmc npencraet eBpomneiicKoii UIOCTachbio BaBuaoHa — apXeTUIIMYeCKOTo
CMMBOJIa €BPeNiCKOro M3rHaHusl, U rceBo-MepycanuMom, NocsiralouMm Ha
namsThb 06 ucTuHHOM CBsiTOoM ropoze. [Tox creHamu Bopmca Xaum Ceran u3o-
6pasuJI yskacarolero pakoHa, B KOTOPOM 3PUTEIU MOLJIX YCMOTPETb OpyIue
603kKeCTBEHHOT'O I'HEBA, KapaIolero epeTuKoB.

My3bIKa/IbHbIE MHCTPYMEHTbI, Ha KOTOPBIX BABUIOHCKME M3THAHHYKY OTKa-
3BIBAJIMCH UTPATD B 3HAK CKOPOY 110 C1OHY, 0OBITHO 1300 paskaiy PSIIoM WIn
HanpoTtus Buza Uepycanuma. Haumnas ¢ XVIII Beka yacTbIMM B BOCTOUHOEB-
POIIeiCKOM CMHArOraJibHOM MCKYCCTBE CTaJIM M306PakeHUsT My3bIKaIbHbIX
MHCTPYMEHTOB Ha JIePeBbSIX, 38 KOTOPBIMU IIPOLVISIAbIBAET FOPOLICKOI Meii3ax.
Cornocrasisist Basuios u Mepycanum, aTv pou3sBeneHus II0LYepKyBay aH-
TUTE3Y «M3THaHMeE — M306aBIeHNe». EBpelickoe MpefcTaBieHye 0 HeM30bIBHO
MaMsITV U3THAHHMKOB O MOKMHYTOM POAVHE KaK YCJIOBUM HAI[MOHATbHOTO
BO3POXKIEHMS CTal0 CO3BYUHBIM IyXy CTpeMJIEHNMS K HallMOHAAbHO He3a-
BUCUMOCTY VTanuu, OTUeT/IMBO BhIpaskeHHOM B omepe «Habykko» J[Ky3erime
Bepnu (1842), B 4aCTHOCTM B 3HAMEHUTOM XOpe IJIEHHUKOB, KOTOPbIii cofep-
JKUT MOTUBBI ITcayiMa «Ha pekax BaBMIOHCKMX». HeMelkuit akagemMmuyecKuin
XYLOKHVK €BPeJiCKOr0 IIPOVCXOKIeHMs Dnyaph beHeMaH TpakToOBasl TOT JKe
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nicasiom nHaue. Ero kaptuHa «CKop6siiime eBpen B u3arHaHUM» (1832) TpOHUK-
HyTa 4YyBCTBOM Oe3HaIesKHOCT. PasouapoBaHueM B UymausMe 1 HeBepueM
B €TI0 BO3POXKZIEHME XyIOKHUK OIIPaBIbIBa/I CBOE OOpallleHe B XPUCTUAHCTBO.
Hecmotps Ha 3T0, eBpelickue peMecaeHHbIe KOTIMM KapTUHbI beHaeMaHa 3a-
MeCTWIX ee TlepBOHauaabHOEe eCCUMUCTUYUECKOe MTOCTaHNe TPagULIMOHHOI
HaJeX0ii Ha UCKYTUIeHKe, IPOOMBAOIIEeNCsl CKBO3b CKOPOb M3THAHMSL.

CreHHast pocriich Hauama XX Beka «Ha uBax pa3Becyiiv Mbl apdbl...» B Bosb-
110} CMHAarore ropopa SIcchbl coBpmeliiaeT o6a MOTHUBa. Mepycannm BUIHEETCS
B IJTyOMHe KapTUHbI. BaBUIOHMS IPeCTaeT CTOPOHOI, C KOTOPOII eBpeiicKuii
3puUTesb B PyMbIHMY BIISIIBIBAETCS B Jajlb, B cTOpOoHY CBSTOM 3emun. PomaH-
TUYECKU-HAMOHATIbHOE BocnpusiTie CBITOV 3eMJIM KaK MUpPaka, BUTHOTO
13 IaJIeKOTO M3THaHMSI, ObUIO IIMPOKO 3HAKOMO €BPOTIeICKUM eBpesiM 671aro-
napsi paboram ddpamma Morite JInnneHa (HaumMHas € €ro WITIOCTPALIMK K CTU-
xoTBopeHuio Mopuca PoseHdenbna «EBpeiickuii maii», 1902).

ToBOpsI CJIoBaMM XOpa eBpeiickux paboB B «HaGyKKo», 1306pasuTebHOE
MCKYCCTBO BBIPAXKasIO «II0JIeT MbIC/IM» — MEHTa/IbHOE IyTelleCTBIE eBpeeB
JIMACIIOPbI M3 HECKOHYAeMOTO BaBMJIIOHCKOT'O M3THAHUSI B BO3POXKIEHHbIN
Hepycanum.
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MonbreknH lWamunnu
«Menoaguun Ncxakam.
EBpenckas my3sbika oT KopaoBbl oo byxapsl

HecMmoTpst Ha 6oraToe 1 caMOOBITHOE MY3bIKIbHOE Hac/Ie1ie eBPeiicKuxX
o6yt IepenHeit u LleHTpanbHOM A3UK U CTPEMJIEHME OMICATh STOT OIBIT
B MCCIEIOBAHMSIX Pa3IMUYHOrO POLA, CETOIHS HET HU OIHOI paboThl, 3a MC-
KIII0UeHMeM 0030pHO¥ cTaThy duBuHa Cepyccu (p. 1953)1, rae JaHHbIM de-
HOMEH MMUPOBOII KyJIbTYPbI ObLI ObI I[€JIOCTHO ITPeICTaBIeH, 0000IIEH U CI-
CTeMaTU3UPOBaH B CBOMX OCHOBHBIX MPOSIBIAEHMSIX. MeXay TeM cama TeMa
He TOJIbKO aKTyaJabHa, HO U KyJa boJiee comepikaTenbHa, YeM IMPOCTOe Tepe-
YMCIeHMe UMeH COTEH U ThICSIY M3BECTHBIX €BPeiCKMX My3bIKAHTOB U (ak-
TOB, CBSI3aHHBIX C UX JMUHOW U TTpodeccCuOoHaNbHO esITeIbHOCTbIO. JTa
TeMa IMpeACTaBsIeT CJIOKHbBIN y3esl UCTOPUKO-KYJIbTYPHBIX, COLMOIOTAYE-
CKMX U COOCTBEHHO MY3bIKOBEAUECKIX BOIIPOCOB, KOTOPbHIE CTABSIT UCCIE0-
BaTeJIs Mepej HeoOXOAMMOCTBIO TTeEPeCMOTpPA YCTOSIBIIIEHCSI TOUKM 3peHMST Ha
hopMynMpoOBKY IpeaMeTa 0OCYKIeHMSI.

[Tpobnema BUOUTCS Jake He B TOM, YTO 13-3a HAIIPSKEeHHOCTM Ha BivskHeM
Bocroxke eBpeiickas 1 uciaMckasi TpaauLum, Kak MpaBuio, BOCIPUHMUMAIOTCS
KaK HaxoAsIyecs B IOCTOSTHHOM CTOJIKHOBEHUM M YTO MOTUTUYECKUIA KOH-
(IUKT «CO3/1aJ1 IOKHOE OIIYyIIeHNe, YTO MYAau3M U MCIaM KaK PeJTUTUM Hax0-
IATCs B KOHmKTe» (3. Cepyccu). DTa JIOKHASI TOYKA 3peHMsI TOCTENIEHHO, HO
BEPHO ITPeo0/IeBaeTCs B paboTax MICTOPUKOB U KYJIbTYPOJIOTOB, OTKPBIBAIOIINX
JIJIS1 HAC MMPHOEe ¥ TapMOHMYHOE, 32 HEKOTOPbIM UCKJTIOUeHMEeM, COCYIIeCTBOBa-
HMe UyJleeB ¥ MyCy/IbMaH Ha MPOTSPKEHMUM MTOYTH MOTYTOPa ThICSY JIeT BIIOTh
[I0 HavaJia [Ba[IllaTOTO BeKa, KOT/ia MPOoLeCcChl pacraja KOJIOHUAIbHOM cucTe-
MbI, MMPOBbBIE BOJHBI, & 3aTeM U TTOC/IeN0BaBIIIee BO3POXKAEHNE TOCYAapCTBA
M3pansib MOCTaBUIM €BPeeB TaK Ha3bIBA€MOI'0 MCIaMCKOTO Mypa Iepes yrpo-
3011 MCUe3HOBEHMSI HA 3€MJISIX, OCBOEHHBIX MMM ellle B TITyOOKOI1 TPeBHOCTM.

Hacrasio Bpemst U3MEHUTb €BPOINIOLEHTPUUHYIO TOUKY 3pEHMSI Ha POJIb €B-
peeB «KaK HOCUTeseli My3bIKaJIbHbIX TPaAULINI 3eMenb uciaamar (3. Cepyccu)
Y OCMBICIUTh COOCTBEHHOE Hac/Ieue XOTS Obl 10 TOI 97IeMeHTapHOI U MPo-
CTO¥ IPUUMHE, UTO BOCTOUHBIE €BPEICKYE OOIIVHBI — MU3PAXUM Vi Chapadum —
IpOXMBanu Ha Tepputopun ot Kopmosel 1o byxapel, ¢ 3anaga Ha BocTok,
3a7,0/IT0 10 Hauaia UCIaMCKoii akcrnaHcuu. OLHaAKO U MOcjie TOTO OHM OCTaBa-
JIICh BEPHBIMM CBOMM TPAIUIIMSIM, afallTUPysi HOBOe KaK CBOe COOCTBEHHOe
1 BO3BPpalllasi yCBOEHHOE KaK He3bI6/ieMoe TPaaMIIOHHOe Hacleaye, KOTopoe
CerofHs 0OCyKIaeTcs B rpaHuIlax cTpaH [lepenneit 1 LieHTpanbHOI A3un.

[TpyHMMas BO BHMMaHMe YUIOBHOCTD PEJIMTMO3HOTO BAMSHMS Ha MPOLIeC-
CbI MHTOHMPOBAHMS U Tepeauy My3bIKaIbHOM MHMOOPMaIH, CBOVICTBEH-
HOJ UelIOBEeKY B er0 OCBOEHMU, TIO3HAHMUM OKPY>)KaloLero Mmupa, KOraa My3bl-
Ka COIPOBOKAAET BCE BUBI €T0 MeSITeTbHOCTM — OT MPUKIALHON QYHKIIUNI

1 Seroussi E. Jewish Musicians in the Lands of Islam // Tapasam: A Quarterly Journal of Kerala
Studies. 2006. N2 1/3. Pp. 596-609.
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J10 3CTETUYECKON — IOHSITHE «MCIaM» B JAHHOM KOHTEKCTE aKTyalu3upyeTcst
VCK/IIOUMTEIbHO B 3HAUeHUY MCJIaMCKOr0 ITpaBa ¥ 3aKOHOBeZ,0B, KOTOPbIe BbI-
HOCWIY CYKIeHVsI OTHIOZb He Ha IIpeJMeT CaMO My3bIKM MJIV MY3bIKaJIbHBIX
MHCTPYMEHTOB (K COKaJeHII0, 3TO OLIMOOYHOE Mpe/iCTaBIeHI e TTPYKIIIOCh
B My3bIKO3HaHMM). OHM OLIEHMBAIN JIeJiCTBYMS YesIOBeKa My3ULIMPYIOIero /
CTYLIAIOIIETO, IeJIast 9TO B CHeIMPUUECKO MITUWIEHHO HOPMaTUBHOJ C-
cTeMe, He CBOIMBILIENCS K IIPOCTO OMIO3UIIMK «61aro — 3/10». BepIyuKThI
[IPaBOBELOB PACIIPOCTPAHSIINCH IIPEeXAe BCero Ha MyCy/IbMaH, B MeHblIIeli
CTereHM — Ha 3THOKOH(peCCHOHATbHbIe MEHBIIMHCTBA, B YbJMX PyKaX cocpe-
JOTauMBasach GOJbIIAST My3bIKaIbHASI aKTUBHOCTh. EBpeiickyiie My3bIKaH-
ThI B OTIpefie/ieHHble IePUOAbl MUCTOPMM, BO BpeMeHa TOHEeHMII 1 3alIpeToB,
He TOJIbKO MCITOJTHSITU, HO ¥ COXPaHSIIM B CBOMX OOIIMHAX YCTHOE Ipodeccyo-
HaJIbHOe MY3bIKaJIbHOE Hac/le[e BCero pernoHa, Korjaa BO3HMKala ONaCHOCThb
MCUe3HOBEHMS TeX WK UHBIX GOPM MY3MLIMPOBAHMS. DTa UCTOPUUECKas JaH-
HOCTDb HYX,A€TCSl B Cepbe3HOM MeXAVCUUIIMHADHOM M3YUYeHUN.

Takum 06pa3om, CMeHa TOUKY 3peHNs] Hen30esKHO BiievyeT pazobiaueHne
CJTOSKUBIIMXCSI MUQOB O IKOOBI MICUE3HOBEHMI €BPEiCKOi My3bIKM ITOCTIE Pas-
pyiieHus Broporo Xpama, 0 TOM, UTO eBpey Mcjiama MOIT Ha UYy>KOM SI3bIKe,
4TO IOIOT HE CBOU, @ 3aMMCTBOBAaHHbIE MEJIOL MY, U VUICIIOTHSIIOT B UY)XKMX —
apabCcKyX WK MepCUACKUX — JalaX CMHATOTalbHble M BHECHHATOTAIbHbIE
Ky/IbTOBBIE MeJofuu. Takoe HarpoMoskaeHe MudOB, TOSIBUBIINXCS B Pe3YITb-
TaTe paclpoCTpaHeHNsI Ha MYy3bIKaJbHOE MCKYCCTBO MMIIOIOrMYeCKOTO YN
pPeIUrMo3HOTOo B3MISIAA Ha Bellly, a INIaBHOe — YHUBEPCAIMCTCKOrO MOAX0Aa
Y TeOPUM 3aMMCTBOBAHUS, TOMY/ISIPHOI Ha pybeske XIX-XX BeKOB, — IPUBO-
JIUT K TIPEeIeIbHOMY CXeMaTU3MYy U YITPOILIEHUIO CJIOKHbBIX TPpo6ieM. OmHaKko
MHOT[IA TIPO6IeMbI HAYKY pPelllaeT cama TPAIULIMSI, COXPAHSIIOIIAs B TAMSITU
Hapopa rpeJaHus 0 My3bIKaHTaX, MX CyAbbax, MOCTYIKax 1 MpodeccuoHamb-
HBIX HaBbIKaX, IOMOraIOIIVX BbIKUTh B HEIIPOCTHIX KM3HEHHDBIX CUTYaLSIX.

«Memomuu Mcxaka» — 3TO cOOMpaTeNbHbII 060pa3 aHOHMMHOTO VICKYCHOTO
eBPeNiCKoro My3bIKaHTa, IpeJaHys 0 KOTOPOM B CaMbIX Pa3HbIX BapMaHTax
COXPaHMINCh HA TEPPUTOPUH T1IepeHe- U LIeHTPaAbHOa3MaTCKOro peruoHa.
Bce oM 6e3 MCKITIOUEHYS TIepeIaloT YCTOMYMBBIN MOTUB G€IHOTO My3bIKaHTA
Y BJIACTHOTO MPABUTEJIST, KOTOPBIIA, Gyyun HeLOBOIbHBIM, IMOO HEOCO3HAH-
HO TIPUYMHSIST MY3BIKAHTY CTpafaHust 6e3 CrelajsbHOTO Ha TO HAMePeHMsI,
B KOHIIe KOHIIOB IPOIIAET ero, a B psifie CIydaeB Aaxe Lepo HarpakaaeT
30/10TOM. OIHO U3 TaKMUX MPeJaHuii, COXpaHUBLIEE U MMS My3bIKaHTa, U MMSI
MOHapXa, IOBeCTBYeT 0 VIcxake — II06MMOM MY3bIKaHTe TIePCHUJICKOTO 11axa
Hacep ap-Jlna Kamskapa (1848-1896). B mpenanuu 3apuKCMpoOBaH MeXaHU3M
TPaAHCMMCCUM MEeIOAVIKM €BPeliCKOVi CMHAroraJbHOM IUTYPIUY B YCTHYIO IIPO-
(heccroHATBHYIO MY3bIKAIbHYIO TPAOUIINIO, IBOPIIOBYIO MY3bIKY, U3BECTHYIO
KaK miisiqi-i motreban. VIcciienoBaHye 5TOV JiereHAbl B KOHTEKCTE MYMCbMeHHBIX
VICTOYHUKOB, B YaCTHOCTU «VICTOPUM MPAHCKOV My3bIKM» Pyxysbl Xaneru
(1906-1965), a Takke B KOHTEKCTe TUTYPrUUeCKOii IPaKTUKYU eBPeicKuX aya-
cniop [TepenHeit A3uu 1 ycTHO-IpodeCccroHaIbHO MY3bIKM TaHHOTO PETMO0-
Ha 1aeT BO3MOKHOCTb PEKOHCTPYMPOBATH O0iee IeTaabHO MyTU COXPaHeHNsT
€BPeJICKOro Hacaenys BCero peruoHa B LeJIoM.
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[TomH4 0 TOM, UTO TpagMUIMOHHAS MY3bIKa — SBJI€HME PerOHaIbHOe, BaXK-
HO OTMETUTD, UTO MMEHHO eBpelicKas TpaAuLMsl 3aKpelnusa YHBepcalbHble
IUIs TIepeIHea3aTCKOro peruoHa B 11e10M GopMbl MHTOHUPOBAHMS 3a OTIpe-
JeJIleHHBIMY 3HaKaMM-teamim. DTa KOHBeHIIMSI BbIPabaThIBaIach BEKaMu Ipu
pacrieBanuy KHUT TaHaXa. KoHBeHLIMSI 3HaKa 11 3By4aHMs CO BpeMeHeM MIpy-
Jlajia 3TOM CBSI3Ke CTPOro YIIOPSA0UYEeHHbIN XapaKTep, CKpervisiss UHTOHALV -
OHHbIE [TATTEPHbI B CUHTAKCUUYECKMe CTPYKTYPLI, KOTOPbIEe BbICTPauBaINCh
B OIIpefieJIeHHYIO IT0C/Ie4,0BaTeIbHOCTD. B KaKylo MMEHHO — 3TO 3aBUCeJIO OT
MPAaKTUUECKUX 33]a4: KaK MCIIOHUTENbCKUX, TAK M YIeOHO-IUIaKTUYECKIX.
BaxxHO, 4TO MeiofMKa PaciO3HAEeTCsI MHOIO B Pa3HbBIX CJIOSIX TPaAVLIVIOHHOM
MY3BIKM KaK CMHTaKCHUUYeCKMe CTPYKTYPhI CMHArorajJbHbIX PACIIeBOB.

[Tputo Bpemsi co6MpaTh KAMHM, CO3/aBast 10 KPYIIMIIAM [[eIOCTHYIO Kap-
TUHY eBPeiCKOl TpagMuIMIOHHOM My3bIKM Ha Tepputopuu [lepenueit u LleH-
TPaJIbHOV A3UM — OT IUTYPIUM O TOPOLCKOr0 My3MLIMPOBAaHMS, He Orpa-
HUUMBASICh HY BpEMEHHBIMU IIepMOAaMM, HY KaTerOPUYHBIM pa3ie/leHyeM
MY3bIKJIBHOT'O HacIeAysl Ha CBOe U UyKoe. DTOMY IIOMOXKeT MCC/IelOBaHNe
VHTOHAI[MOHHOTO CJIOBAPSI, aHAJN3 6a30BbIX 1 OpPHAMEHTAIbHBIX TATTEPHOB,
M3y4eHye Ipolecca TPAHCMUCCUY MHTOHALMI U3 OGHOIO BUA TPAAULIVIOH-
HOJ1 MY3bIKM B [PYTOJ, U3 KYJIbTOBOI — BO I BOPLIOBYIO, Ille KOHCTPYMPOBa-
JIVICb MHOTOYAaCTHbIE KOMITO3MLMY TaK Ha3bIBA€MOTI'0 MICKYCCTBA Maqam — rpo-
(eccyoHanbHOM MY3bIKM, M3yUyaeMoii U TiepejaBaeMoii U3yCTHO OT YUUTE st

YUEHUKY.
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Bnagucnas iBaHOB
«labuma» n FOCET:1920-e roabl

Tema eBpeiicKOro TeaTpa B AMacCIiOpe — Tparnvyeckas Tema, B KOTOpPOii eCTb
CYaCT/IMBbIE CTPAHUIIbI. DTO TOJIBKO IJ1s1 aHTUCEMUTOB €BpeeB BCeraa CJIMIIKOM
MHOTO. [IJ1sl TeaTpa Kak KyJbTyPHOTO MHCTUTYTA €BpeeB Bcerna CJIMIIKOM MaJio.

OTMeHa orpaHMYeHMI1 B IpaBax o MPU3HAKY «PeTUTUI, BepOUCIIOBEeIaHNS
¥ HALIMOHAJBHOCTM», CIyduBILasics: B 1917 rogy, OTKpbLIa JOPOTY HALlMOHAb-
HOJ Ky/IbTYPHOJ aKTUBHOCTM. HO B TO 3ke BpeMsi 0OCBOOOKAEHNE TTOIOKIIIO
HAayvaio MOUTHBIM aCCUMMJISIIIMOHHBIM ITPOIeCccaM, TUIIABIIMM MCKYCCTBO IT0-
4BbI U 3puTesis. 1920-e rofbl cTanu HegOJArUM UCTOPUIECKMM MOMEHTOM CO-
LIMaJbHOTO, MTOTUTUYECKOTO 1 KyJIbTYPHOT'O paBHOBeCHS Tiepe JIMILOM py-
G/IVKAIOIIErocst X0J0KOCTa M CTAIMHCKUX PEIIPECCHIt.

CylecTBEHHYIO POJIb B CyIbOe eBPEiiCKOTO TeaTpa Chirpasa npobiema IBy-
SI3BIYVST — OHA TOJIbKO Ha TePBbIii B3NS MIMEET Majioe OTHOIIEHME K COOCTBEH-
HO TeaTpaJIbHO Mpob/IeMaTHKe.

Ha npoTskeHuu coTeH JieT, BIUIOTh 10 XVIII Beka, UBPUT 00beAMHSIT eBpe-
€B BCeX CTpaH paccesiHUs ¥ COXPaHSIT CBOIO MCKIIOUUTENIbHYIO POJIb B CAMbIX
CYIIeCTBeHHbIX chepax eBpeiicKoii KyJbTypbl, BbIpaskasi 3CTeTUYeCcKye, MH-
TeJIJIeKTyabHbIe, COLIMAbHbIE, DEIUTUO3HBIE UAeaIbI.

Wanin Kak pa3roOBOPHBIN s13bIK eBpeeB LleHTpanbHOI 1 CeBepHOIT EBpoTbI
coxkmicst B oCHOBHOM B XVI Beke. ETo rpaMMaTnyecKkoli 1 JJIeKCUUeCKOii OcC-
HOBOJ CTaJl HeMeLKUIA SI3bIK.

OYHKIMOHATbHBIE PA3JINUMS SI3bIKOB BIIOJIHE YKIAABIBAINCh B GOPMYITY
«MOJIUTBCSI HA UBPUTE U TOPTOBATHCS HA UIUIII» U CJIeIOBaM Tororpadmumn
«BBICOKOTO» U «HU3KOTO», «<MI30PaHHOT0» U «MacCOBOTO».

B XIX Beke yCcyIMsIMU KPYITHBIX €BPEICKUX ITycaTesieil uani opopMumiI-
€S KaK JIMTePaTYPHbII SI3BIK, SI3bIK OOIEeHMSI €BpeeB 3amamgHoii ¥ BocTouHOI
EBporel. Ho monro eme, BIuioTs 00 XX BeKa, MPUXOAUIOCH JOKA3bIBATh, UTO
UOUILI — He «KaproH». [l mutepatopos XIX — Hauana XX BeKa BOIIPOC SI3bI-
Ka ObUI IeJIOM JIMYHOTO BbIOOPA, IMIIIEHHBIM KaK0ii-T160 OKOHUATETbHOCTH.
OHM Benu ce6s1 B 9TOM CUTYaIVY TIaCTUYHO, IIMCaIM KakK Ha MUBPUTE, TaK M Ha
VI, He aBCOMIOTU3UPYSI CBO BHIOOD.

[Tocite OKTI6PbCKOT PEBOTIOIMY TTPO6IeMa ABYSI3bIUMST OKa3a1ach pamy-
KaJIbHO MOMUTU3MpoBaHa. CKBO3b ITPU3MY KIaCCOBO 6OPHOBI MIMIIT BUIETICS
SI3BIKOM TPYISILIMXCS Macc, a UBPUT — OpyaueM 60pbObl OYpsKyasum IPOTUB
eBpelicKoro mpojeTrapuara.

Bb16Mpast MeXXIy MANII Y UBPUTOM, BHIOMPAJIM pPa3HOe MTOHMMAaHMe Kyilb-
TYPHO¥ TpaguLIMM U CyObObI €BPEIICKOTO Hapoa. Bubieiickuit sI3bIK TIpUBET
«['abumy» K upgee «61bJeiickoro Tearpa». Benb B Hauajge XX BeKa SI3bIK CO-
XPaHSIT CBOJ apXanvyecKuii XapakTep 1 6bI1 MajIo IIPUCIIOCOOIeH K Iepegave
COBpEeMEeHHbIX SIBJIEHUI 1 CMBIC/IOB. Viest TeaTpa Ha UBPUTE, alleUIUPYIOLIEro
K pyHZaMeHTaTbHbIM TyXOBHBIM I[EHHOCTSIM ¥ CITOCOGHOTO CTaTh MHCTPY-
MEHTOM KyJIbTYPHO-HaLMOHAIbHO MAeHTU(UKALIMM, CTala JBOHBIM aIo-
(eo3om mouBkI 1 6ecriouBeHHOCTH. CaMo cyIiecTBoOBaHME «['a6MMBbI» CTAIO
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POMaHTUYECKMM BbI30BOM IIPUHIIMITY PeasbHOTO 1 BO3MOKHOTr0. B 0TCyTCTBME
MTOUBHI «['abMMe» IPeICTOSIO CaMOJi CTaTh [IOYBOIA.

[TonHble 5HTY3Ma3Ma rabMMOBIIbI, ellle BYepa 00MTaTesn MecTevyek, He TOJb-
KO HMYETro He YMesy Ha ClieHe, HO 1, KaK ITpaBuJIo, TONKOM He BUJ ey TeaTpa
Y HUYEero o0 HeM He 3Hasu. VIM 4y[IMiIcst KaKoii-TO HeObIBaIbI MeCCHaHCKUI
MBPUTCKUI T€aTp, CIIOCOOHBIN BOOPATH ThICSUeIe THI €BPeIICKIIL OTIBIT U 06-
paTuTh ero B Oyayiiee. B cBeTe 3T0 Muccuu gaske MTYOMPOBaHMe a30B Clie-
HUYECKOi TEXHUKY CTAHOBMIIOCH CBSIieHHOAelicTBUeM. Takoit haHaTU3M Ipe-
Bpalllaj rab¥MOBIIEB, TI0 CJIOBAM OJHUX, B «PEJIUTMO3HbI OPJEH», IT0 CJIOBAM
IPYTUX, B «TPYIIITY JIYHATUKOB».

[TpakTyueckasi ke CTOpOHa Jiesia 6bu1a 6ojee yeM HesicHa. TeaTpasnbHbIe Me-
aJIbl BBIIVISIZEIN CKOJIb IJIAMEHHBIMM, CTOJIb XKE U CTeTUUYeCKM HeOTUeTIIN -
BbIMU. O6paienne kK CTaHMCIaBCKOMY 3a TIOMOIIbIO OCeHbio 1917 roma crano
MOBOPOTHBIM MOMEHTOM B ITPEBPAIeHNM IOy TF0OUTENTBCKO TPYIIIBI B TPO-
deccroHanbHbIl TeaTp. XoTs «['abuma» HUKOrIa opUIIMaTIbHO He BXOIM/Ia
B KPYT MXaTOBCKMX CTY[MIi, B MOCKOBCKOM TeaTpaJbHOM ObITY ee Ha3bIBa-
7 «6ubrneiickoit crymyeii» XynosxkeCTBEHHOTO TeaTpa. B cuimy Toro o6crosi-
TEJIbCTBA, YTO UBPUT NIOHITEH HEMHOIMM, pexxuccepsl (0T E. BaxtaHrosa 1o
B. Muegnenosa, b. Bepmniosa, b. Cymkesuya u camoro K. CTaHn1aBCcKoro)
C HeM36eXHOCTbIO TO/KHBI 6bUTM (POPCUPOBATH HEBepOaTbHbIE BO3MOXKXHOCTH
TeaTpa. iIMeHHO HeBepOaIbHbIN CLIEHNYEeCKUI SI3BIK SIBUJICSI OHUM U3 CJIa-
raeMbIX YHMBepCAIN3Ma, I03BOJISIBIIET0 TabMMOBI[AM TOBOPUTH He TOIBKO
C eBpesiMM, HO U CO BCEM MUPOM.

T'OCET, BoIOMpast MAMII, BHIOMpPAJT AMACIIOPY KAaK MCTOPUUECKYIO CYIbOYy
M )KM3Hb MeCTeuka Kak MaTepuas TBopuecTa. Bo3MoskHO, 1 He € TaKO¥ 0CTPO-
TO¥, Kak «[a6uma», TOCET cTa/JKMBajICsS CO CXOOHOI MpobiemMoit — mpobie-
MOJ1 3pUTETBHOTO 3aJ1a, CTOCOOHOTO ITOHMMATb SI3bIK, HA KOTOPOM I'OBOPSIT CO
cuensl. [Toatomy u pexxuccepy 'OCETa Anekcero I'paHOBCKOMY MPUXOAUIOCH
MCKaTbh CBOII HeBePOATbHBIN CIIEHUUECKMI SI3BIK, MUCTOKM KOTOPOTO KOPEHM-
JIVCb B HU30BOM 3peMIIHON KyabType. [[porpaMmMHOMY yHMBepcanusMy «l'a-
61MbI» OTITIOHMPOBAJ HEBOJIbHBIN XyHokeCcTBeHHbI yHUBepcaau3m 'OCETa.

A Mexxmy TeM Xy[0KeCTBEHHAs MPaKTUKa CIOXKHee U 6oraue Jr06bIX TTPO-
IPaMMHBIX YCTaHOBOK. Tak, «[agnb6yk» C. AH-cKOro B moctaHoBke E. BaxTaH-
roBa CTaJl CMMBOJIOM, CBOEro poja «Haiikoii» Teatpa «[abumar. MesKIy TeM OT-
HOIIIeHVe K CTIeKTAKITIO B TPYIIITe OBUIO CIIOKHBIM. Benib «ammnOyK», Ha TIepBbIit
B3IJISIZI, HE MMeJT HUKAKOTO OTHOIIeHNS K 61bieiickomy TeaTpy. MaTepuaniom
II7IS1 TIbeChI TTOCTY3KIIA Ta caMasi HeHaBUCTHAS XU3Hb eBpeiiCKOro MecTey-
Ka, KOTOPYIO ra6MIMOBIIbI XOTEJU «3a6bITh», BHITECHUTH BEJIKOI 616/1eiicKoi
UCTOpUEIL, TTe e/CTBYIOT eBpey C BhIIPSIMIIEHHOV CTIMHOM, MISAsII/e Top-
IO Tiepest cob0it, a He B 3eMJTI0. A MeKITy TeM BaXTaHTOBCKMIT «['amnbyK» 1mo-
CBOEMY ObLJT, BEPOSITHO, CAMBIM OMOIE/ICKMM CITEKTaKIeM, HO B HEIIpyeMJe-
MOM [IJ151 Ta6UMOBIIEB cMbIcsie. OH JOKA3bIBaJ, UTO B MCKYCCTBE BCE PELIaioT
He CIOKeTbl, He Bellll, a CII0Cob MX BUIETh.

«[agmbyK» — CIIeKTaK/Ib He 616/1eiiCKOTO CIOXKeTa, HO 61bI1eiicKoro Bue-
HusI, 616IeiicKoro 3peHus 1 61beiicKoit, eciy XoTuTe, 6011, Ha mpoTsskeHUM
MHOTUX JIeT «[agu6yK» 6bIT BUSUTHOI KapTOUKOI TeaTpa. B Kakoit 661 ropof,
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Hy npuessxana tpymna (bepaus, Ilapyk, Hbio-MopK 1 T.1.), TacTpOII OTKPbI-
BaJIVCh U 3aKPBIBATIVCh MUMEHHO «['afuOyKOM».

TOCETY 6bUTM UysKIbI TTOTIBITKYM 3a0bITHCS B 9K3aIbTUPOBAHHOM BU3MOHEP-
CTBe 1, TAKMM 06pa30M, OTPELINThCS OT TPEXCOT JIeT eBPeiCKoi JKM3HU. AGpam
ddpoc, omuH 13 1IE0IOTOB €BPEIICKOTO KyTBTYPHOTO BO3POSKAEHMUS U PYKO-
BomuTtesneii TOCETa, BRIABUMHYI CIEIYIONIYIO (OPMYJTY HOBOTO €BPEiCKOTO YC-
KyccTBa: «Halero acTeTnueckoro BO3poxkaeHus Uy He OyzeT BOBCe, WM OHO
B30JeT Ha TeX JKe ABYX KOPHSIX, Ha KOTOPBIX BCXOAUT BCe MMPOBOE UCKYCCTBO
COBPEMEHHOCTY — Ha MOJIepHM3Me ¥ HAapOAHOM TBOpUecTBe». Ha MpoTsikeHUM
JecstuiieTus: 'paHOBCKMIA ONMpascs Ha Hee, CPeCTBaMy MOAEPHUCTCKOTO
MCKYCCTBA GUKCUPYS KU3HD MeCTeUKa Kak YXOISIIYI0 HaTypy.

T'OCET OTKpbUI CBOIO CLUEHY IJISI BeIMKUX XYAOKHUKOB. OOUH 32 APYTUM
crona rpuiiy M. [larasn, H. AnbrmaH, Y. PabuHoBuY, P. ®@anbk. C 1X ITOMOIIHI0
«'paHOBCKUII JeICTBUTEILHO pa3Besl Ha cLieHe “skuma”. OH 6poCI1 3pUTeIsM
(opMbI, pUTMBI, 3BYKM, KDACKM TOTO, YTO HOCWJIO 3TY KJIMUKY. <...> OH XOTeJ,
YyTOOBI pa3BeleHHas MM raJJoCTh YTBEPXKAAIACh KaK OTPOMHAs, JOBJIEIOIAsT
cebe 11eHHOCTb. 'PAHOBCKMIA YITYOJISUT €€ TeaTpaibHble Y XyIOKeCTBEHHbIe uep-
TBI IO KAKOJ-TO BCe0OSI3aTeIbHOCTH, IO YHUBEPCAILHOTO 00001eHNMs» (A. -
poc). B LIeHTpe sKeCTKUX PEXMCCePCKUX KOMITO3ULMIA Haxoguinuch C. Muxoanc
n B. 3yckuH. Ecniy B Muxoaiice kuma cocpef0TOYeHHas! BOJISI HAllMOHAIbHOM
SKMU3HU, TO 3yCKMH IlepellaBajl ee IPyCTHLIN TperneT. KOHTpacTHbIe Xynoxke-
CTBEHHbIE JIMYHOCTH, AOTIONHSS APYT IPYra, Bejiyi HeCKOHYaeMblii AVallor.

B 1920 e rogp «T'abuMy» 9aCTO OOBUHSIIM B TOM, UTO T€ATP UTPAET Ha SI3bIKE
«peaKkUMOHHOM» U «<MEPTBOM», U IPOTUBOIIOCTABIISIIIM UBPUTY SKUBOIA SI3bIK
TPYASLIMXCS Mace MauiL. VIMeHHO M3-3a MBPUTA TeaTp [OLBePracs KecTo-
KV/M FOHEHUSIM CO CTOPOHBI BIUSITEIbHOTO L[eHTpabHOTO GI0PO €BPeiiCKUX
cexuyii. ['opbKast MPOHMS MCTOPUM 3aK/II0UAETCS B TOM, UYTO HbIHE UBPUT $IB-
JISIeTCSI )KVMBBIM SI3bIKOM Hapo[a, KyJIbTypbl ¥ TOCyAapcTBa. Torma Kaxk ManII
OKa3aJICs Ha TpaHy MCUe3HOBeHMsI. U 3TO ToKe KaTacTpoda, BeIb TMOHET 1e-
JIast KyJabTypa Ha UIUIIL.

Korma IIB EBcekimii He yaanoch 3aKpbITh «[ab1My», 0OHO JOOMIIOCH IIepeBofa
I'OCETa (torpa eme TOCEKTa) u3 [leTporpana B MOCKBY B KaueCTBe MPOTUBO-
Beca «KJIEPUKATbHO» Y «<KOHTPPEBOMIOLIMOHHO» «['abumex. 1y «TabuMBbI»,
1 y TOCETa 65110 60sbI1I0€ GymyInee. TeaTpbl OKa3aaCh HaBCETAA CBSI3aHbI
B IVTa3aX COBPeMEeHHMKOB U UCTOPUKOB. [IpaBaa, B 1920-e roapl 3Ta CBSI3b UC-
TOJIKOBBIBAJIaCh KaK aHTarOHUCTHUUECKAs], eCTECTBEHHBIM TBOPYECKMUM Pa3Jin-
YMSIM HaBSI3bIBAJICS TOIUTUYECKIIA Y KJIACCOBBII CMBIC/I. 3a/{HTEPECOBAHHBIE
CWJIBI TIBITAJINCD, TIOAUAC HeGe3yCIelHO, CTPABUTDb TeaTPhl. BCSI MHMMOCTD
9TOr0 aHTAaroHM3Ma JBYX eBpeiiCKMX TPYIII CTala O4eBUHOM I103Ke, KOrI-
nIa 'paHoBCKUii U «'abuma», CTaBlIMe «HeBO3BpallleHI[aMM», 00beIVTHUINCh
B pabote Hax «Ypuanem Aroctoii» K. ['yirkoBa B Bepnute (1930). B okTsiope
1937 roga crieKTak/Ib ObLT ITOKA3aH Ha TapysKCKoii BceMUpPHOI BhICTaBKe, Te-
aTpasibHas IporpaMma KOTOpoii cobpajia 3HaMeHUThbIe TPYTIbl. 13 MOCKBbI
6bu1 puranied MXAT co criekTakismu «AHHA KapennHar, «Bparu», «JIi060Bb
SIpoBas». [ToctaHoBKa I'paHOBCKOTO MoMy4ymsa ['paH-mpu 3a XyA0)KeCTBEHHOE
JIOCTVDKEHMeE.
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TaTbsiHa Llaperpanckas
MopTtoH ®engmaH. Pucys sBykamu

Mopron ®ennman (1926 —1987) — amepuKaHCKUIL KOMIIO3UTOD, ITPEIKN KO-
TOPOTO OBLIM BbIXOAIIAMM 13 Poccum, ceTomHS TIpeACTaeT mepes HaMu Kak
OIIMH 13 CAaMbIX HEOOBIUYHBIX XYIOKHUKOB U MBICUTENIEelt CBOETO BpeMeHM.
Ero TBOpueckue B3MIs bl GOPMIUPOBAINCH MO, BAUSHMEM BbIAAIOLINXCS OpU-
ruHasnoB anoxu: [IxkoHa Keiimxka, IxkekcoHa ITomnoka, Camioans bekkera. Ero
My3bIKaJIbHble IIPOM3BeLeHNs Y CerOLHS 3aCTaBIISIOT 3ayMaTbCsl O CYILIHOCTY
MY3bIKM U €€ BO3MOXKHOCTSIX.

JI106MMbIM MHCTpYMeHTOM PemMaHa 6b1710 POopTenaHo, HO 3TO He Mella-
JIO eMy MUCaTh U CTPYHHbIe KBapTeThl (KBapTeT N2 2 mopasxkaeTt BooGpaskeHme
CBOEJi IPOJO/DKUTENbHOCTBIO — IIeCTb YacoB!), M Ipou3BeeHMs IJ1 OpKecTpa
(HarmpuMep, CBoe MociefiHee courHeHue «KOMTCKNUi CBeT» KOMIIO3UTOP HaMu -
CaJl I107, BITleyaT/IeHeM OT BbICTaBKM [IPeMeTOB JeKOPaTUBHO-IIPUK/IaZHOTO
MCKYCCTBA, B YaCTHOCTY KOBPOB, ITPEACTABISIBINMX /IJIST HETO OCOOBIN MHTEpEC).
dopTenuaHo 1aBajo eMy BO3MOXHOCTh HaOMI0IATh 38 Pe30HAHCOM OTKPBITHIX
CTPYH, UTO IIpeLoIpesennio UCII0Ib30BaHNe MTPaBoyi efain — ee C1el0BajIo
HaXaThb U yIep>KUBATh HA BCEM IIPOTSDKEHUM MY3bIKaIbHOJ IIbeChl, KaK eCIn
6bI hOpTeNMaHo BAPYT CTAJIO YeM-TO GIM3KOPOICTBEHHBIM apde.

ViouBuTeNbHble Ha3BaHMs IIpou3Benenusi MoproHa ®enagMaHa OTpakarT
BCIO NTYOMHY er0 «MHOBUIeHVsI»: «I[louemy maTTepHbI?», «BepTuKambHble MbIC-
i, «IIpoexuus [1I», «[lepeceuenne I1», «YeTbipe MHCTpYyMeHTa» U T.1. [loHe-
BOJIE XOUeTCsI CIIPOCUTh: 3TO mucan dpunocod? XymoskHUK?

MoptoH ®engman 6611 1 HUI0COMDOM, U XyTOKHUKOM, ¥ KOMIIO3UTOPOM,
Y OPUTMHATbHENIIINM MBICTUTENIEM CBOEI 31OXU. B KpyTy ero obuieHus —
BCSI BE/TMKOJIEITHAS IIKOJIa HbI0-IOPKCKOTO abCTPaKTHOTO HKCITPECCUOHM3-
ma: [IxxekcoH [Tomnok, Mapk Potko, ®unwumn 'actoH, Bunnem ge KyHuHr (MM
[TOCBSILEHbBI OTAe/bHbIe MY3bIKaAbHbIe ITbeChl, KaXA0MY). OpUrnMHaIbHeNIINi
MYy3bIKaIbHbI bunocod Ixon Keiimpk — BeTpeun ¢ HUM HanonHsun OennmaHa
HOBBIMM TBOpPUECKMMM MMITy/IbcaMu. MeHbli1e Bcero B TBopuecTBe DenpmaHa
MOYKHO OILYTUTb KaKye-TO PaMKM, ¥ HEBO3MOKHO IIOHSITb, MY3bIKAHT JIX OH —
WIU «TPKIaHMH MUPa», MbICJIb KOTOPOTO T'YJISIeT, T e XOYeT.
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Lidia Chakovskaya
The Ritual of the Tabernacle as the source of Jewish art

The Tabernacle and the Jerusalem Temple played a crucial role in the religious
practices of Biblical Judaism, and their description was central to the Bibli-
cal texts. From the very start, there was a need to juxtapose the Tabernacle /
Temple and the surrounding religious cultures, for «Israelite writings from the
earliest period repeatedly stressed the theme of its unique character and the
birth of something new and different»!

Unlike other ancient temples, the Jews had to follow the Second Command-
ment, prohibiting mimetic art, such as sculpture or painting or any other form
of nature resemblance. The great temples of the ancient world used architec-
ture, sculpture and painting to convey an ideological message: “large buildings
were important, and important buildings were large. <...> ideological, politi-
cal, or social information could be conveyed by symmetry or by distinctive ar-
chitectural features, such as wall reliefs or niched and buttressed facades”?.
In 1935 the architectural historian Nikolai Brunov studied the Gesamtkunst-
werk in the ancient Egyptian temples, where architecture, sculpture and paint-
ing worked together to express the religious idea.

In keeping with the Second Commandment, the Tabernacle had to avoid
both painting and sculpture. This in itself made the Tabernacle different, but
as I will show in my lecture, even its architectural features were unusual. The
biblical description leaves its reader with the question of the substitute for
the absent figurative art, since God commanded, that Israelites will “make me
a sanctuary, that may dwell in their midst” (Ex. 25: 8).

The gathering of the people of Israel to build the Tabernacle is described
in greater details than the artistic result. The Tabernacle appears as a gath-
ering place without proper architectural features, such as exterior or inte-
rior. Its outer appearance is formed by the most vulnerable and perishable
media - not the stones or bricks, but poles with a cloth. The pieces of cloth
and poles are described in great details, while the artistic result as a whole is
not the focus of attention, space or its construction are of secondary value.
The exterior appears as unimportant, while the process of its constructing
is vital for the Tabernacle / Temple as a social gathering space. The tripar-
tite organization of the interior (courtyard, the Holy and the Holy of Holies)
which will stay unchanged in the Temple, is described through the priestly
ritual and objects.

The description of few objects in the Tabernacle are extent: the menorah,
the molten sea, the shewbread table and the altar are described in great de-
tails. Each of the objects has a practical function along with the symbolic one.

! Hendel R.S. Israel Among Nations: Biblical Culture in the Ancient Near East // Cultures of the Jews.
A New History / Ed. by D. Biale. New York: Schocken Books, 2002. P. 147.

2 McMahon A. Space, Sound, and Light: Toward s Sensory Experience of Ancient Monumental
Architecture // American Journal of Archaeology. 2013.Vol. 117, N2 2. P. 168.
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We have here the emergence of the archaic form of the theatre — the theatre
of things!.

The objects, the sound and the movements of the priests helped the ritual,
theatrical. Thus, the way of the High priest to the Holy of Holies and his de-
scent back mirrored the ascend of Moses to Sinai. Among other things, which
enhanced the effect of the priestly service were the priestly vestments. The
vestments helped to unite the structure of the Tabernacle with its main ac-
tors — the priests. Eight types of priestly vestments correspond to the parts
of the Temple, where the ritual took place. Music and singing substitute for
pictorial art and sculpture.

The organization of the Tabernacle, and the Temple as a whole, was deter-
mined not so much by spatial intuition, but by the time one, which governed
things and rituals. This attitude towards the sacred space as a receptacle of the
ritual will remain after the destruction of the Temple. According to a wise ob-
servation made about the synagogues of Georgia, “a synagogue is, first of all,
a temporary drama; a kind of mise-en-scene, and the building is a case for the
stage. The building used for the prayer - for this commandment (mitzvah) —
is a specific but not the only form; It is more interior than the exterior, content
than form, more means than purpose”?.

This theatrical aspect became the foundation for the future Christian church
development. The Temple as a symbolic unity in its turn became the everlast-
ing source of inspiration for future synagogue art.

1 See: Braginskaya N.V. Teatr izobrazhenij. O neklassicheskih zrelishchnyh formah v antichnosti //
Teatral noe prostranstvo. Materialy nauchnoj konferencii GMII im. A.S. Pushkina (1978). M.: Sovetskij
hudozhnik, 1979. S. 35-58, 147.

2 Bostanashvili Sh. Sinagogi Gruzii // Stranicy istorii i kul tury evreev Gruzii (po sledam ekspedicii
2013) / Red. M. Kupoveckij, V. Mochalova, M. CHlenov (otv. red.) i dr. M.: Ins-t slavyanovedeniya RAN,
2014.P.48.
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llia Rodov
“Va, Pensiero”: Psalm “By the Rivers of Babylon”
in Traditional Jewish Art

“By the rivers of Babylon” (Masoretic Ps. 137; Vulgate and Russian Synodal
Ps.136) is one of the better-known Psalms, due to the featured role of its vers-
es in Jewish and Christian liturgies, as well as in poetic, musical, and artistic
paraphrases. This lecture focuses on representations of this Psalm in medieval
and modern European Jewish art and visual culture.

Historically, Psalm 137 describes the Babylonian exile of Jews in the 6th cen-
tury B.C.E. Thematically, Jewish manuscript illuminators, synagogue painters,
and designers of prints referred mainly to the Psalm’s two interrelated topics
elaborated in the Psalm’s first six verses: the sorrow of exile and mourning
over the destruction of Jerusalem: “we wept when we remembered Zion” (verse
1). When appearing in wider settings, the images of sorrow were juxtaposed
with prophetic visions of the reconstructed Temple in Jerusalem. Conceptu-
ally, many images reveal the Jewish perception of the world as the sacred realm
of Jerusalem and the Holy Land, surrounded by the domain of temporal exile
associated with Babylon.

Poetically, Psalm 137 employs two powerful metaphors for collective sorrow
and historical memory. One, the bodily pledge for faithful adherence to the sa-
cred geography (“If I forget thee, O Jerusalem,” v. 5), is distinctly verbal. To the
best of our knowledge, the artists never visualized the vows relating to the hu-
man ability to play string instruments and to sing: “let my right hand forget
her cunning” and “let my tongue cleave to the roof of my mouth” (Vv. 5-6).
In contrast, musical instruments hung on willows (v. 2) have become a popular
visual representation of the exiles’ mourning.

A pair of lutes on a tree, aside weeping men, illustrates Psalm 137 in the He-
brew Parma Psalter produced in central Italy ca. 1280. Joining numerous depic-
tions of musical instruments, musicians, and singers in this manuscript, the
illumination implies the moralizing approach to music and joy in medieval Jew-
ish thought. The figures display conventional medieval gestures of lamentation
known to us from Giotto’s paintings of mourning angels in the Capella Arena
completed several decades later. The unused lutes indicate that their music
is inappropriate, so long as the people are staying “by the rivers of Babylon.”
The morality of playing music and singing — two interlaced faculties essential
in the Psalms and prominent in Psalter illuminations — met an ambivalent rab-
binical stance. Melodies and songs expressed joy, which could become either
a desired spirit of godly devotees and a proper mood for their mystical union
with the Divine Presence or a celebration of sinful delights. In the Parma Psal-
ter, music’s proper role is implied by the choir singing in praise and rejoicing
in God, as invocated by Psalm 149. The choir includes a bride and bridegroom,
whose gladness is reminiscent of the joy of the faithful glorifying the Creator.

The Psalm’s oath to not forget Jerusalem in the Exile inspired Hayim ben
Isaac Segal’s painting of Jerusalem and Worms in a synagogue in Mogilev on
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the Dnieper in 1740. The artist’s association of the German town of Worms
with Babylon relied upon a legend asserting the establishment of the Jewish
community of Worms by a group of Judean exiles from the Holy Land after the
destruction of the First Temple in Jerusalem, who fled to Worms instead of to
Babylon. When the Jews in Babylon were redeemed and resettled in the Holy
Land, the Jews of Worms did not leave the Diaspora, arguing that Worms had
become their comfortable home and a “lesser Jerusalem.” For those reasons,
the Jews of Worms were visited by harsh persecution; for their sin, the other
European Jewish communities were also punished. The synagogue painting
represents the town as a European Babylon, an archetypical figure of Jewish
exile; and a quasi-Jerusalem contesting the memory of the true Holy City.
Hayim Segal added the figure of a terrifying dragon before the town walls,
which acts as an agent of divine anger punishing the heretics.

Straightforward expressions of the antithesis “Jerusalem versus Babylon”
were implied by depictions of musical instruments hanging on trees, and in
the background of some of these images appears a cityscape. These were much
more frequent in east-European synagogue art from the 18th-century on. In
synagogue paintings, the depictions of musical instruments, which the Jews
in the Babylonian exile abstained from playing as a gesture of their mourn-
ing for Zion, became a common complement to the images of Jerusalem. The
Jewish perception of the exiles’ persistent memory of Jerusalem as a precon-
dition and prelude to national revival coincided with the spirit of Giuseppe
Verdi’s ‘Nabucco’ (1842), generally considered a forceful hymn of longing for
Italian national independence. The painting ‘Die trauernden Juden im Exil’
by the Jewish-born German academic artist Eduard Bendemann interprets
Psalm 137 differently — as the lack of hope in Jewish redemption. The despair
of Judaism was to justify the artist’s conversion to Christianity. Nevertheless,
the remakes of Bendemann’s painting in Jewish popular art overrode its origi-
nal pessimistic message with the traditional hope for redemption despite the
sorrow of the Exile.

The image of the Holy Land is moved further to the periphery in the early-
20th-century painting “Upon the willows...” by an anonymous artist in the
Great Synagogue of Iasi. The painting renders Babylonia as the side from
which the Jewish viewer in Romania observes the heart of the Holy Land. The
romantic-national perception of the Holy Land as a distant vision glimpses
from the depths of the Diaspora was made familiar to a wide stratum of Jews
through the works of Ephraim Moses Lilien, beginning with his illustration of
Der Jiidische Mai in 1902.

The visual arts promoted the mental reconnection of the Jews in exile to
the revived Jerusalem, or, in the words of famed Va, Pensiero chorus of Jewish
slaves in Verdi’s Nabucco, a “flight of thoughts.”
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Giula Shamilli
‘Melodies of Ischak'’.
Jewish music from Cordoba to Bukhara

Despite the rich and original musical heritage of the Jewish communities of
Near and Central Asia, on the one hand, and the desire to describe this expe-
rience in various types of research, on the other, until now, except for a brief
review article by Edwin Seroussi (b.1953), no work has been created in which
this phenomenon of the world culture would be holistically presented, gen-
eralized and systematized.! Meanwhile, the topic itself is not only relevant
but also much more meaningful than a simple list of the names of hundreds
and thousands of famous Jewish musicians and facts related to their personal
and professional life. This topic is a complex knot of historical, cultural, so-
ciological, and musicological issues that pose the researcher with the need to
revise the established point of view on the very formulation of the subject of
discussion.

The problem is not even that because of the tension in the Middle East,
Jewish and Islamic traditions are generally perceived as being in constant
conflict, and ‘this political conflict spilled over the religious divide, creating
a sense that Judaism and Islam, as religions, are in conflict too’ (E. Seroussi).
This false point of view is gradually but surely overcome in the works of his-
torians and cultural scientists, who reveal to us the peaceful and harmonious,
with some exceptions, the coexistence of Jews and Muslims for almost one
and a half thousand years until the beginning of the twentieth century when
the processes of the collapse of the colonial system, world wars, and then the
subsequent revival of the State of Israel put the Jews of the so-called Islamic
world in the danger of disappearing on the lands that they had developed in
ancient times.

It is time to change the Eurocentric point of view on the role of Jews ‘the role
of Jews as transmitters of the musical traditions of the lands of Islam’ (E. Se-
roussi) and to comprehend their heritage, if only for the elementary and sim-
ple reason that the eastern Jewish communities-Mizrahim and Sfaradim-lived
in the territory from Cordoba to Bukhara, from West to East, long before the
beginning of the Islamic expansion. However, even after that, they remained
true to their traditions, adapting the new as their own and returning the ac-
quired as an inviolable traditional heritage, which is now discussed within the
borders of the countries of Near and Central Asia.

Taking into account the conventionality of religious influence on the pro-
cesses of intonation and transmission of musical information inherent in a
person in his development, knowledge of the surrounding world, when music
accompanies all types of his activities — from applied function to aesthetic one
- the concept of ‘Islam’ in this context is actualized exclusively in the meaning

! Seroussi E. Jewish Musicians in the Lands of Islam // Tapasam: A Quarterly Journal of Kerala
Studies. 2006. N2 1/3. Pp. 596-609.
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of Islamic law and legal scholars who made judgments, not on the subject of
music itself or musical instruments (unfortunately, this erroneous idea has
taken root in musicology). They evaluated the actions of a person playing mu-
sic/listening, doing this in a specific five-part normative system, which was not
reduced to a simple ‘good - evil’ opposition. The verdicts of the jurists applied
primarily to Muslims, and to a lesser extent to ethnic and religious minorities,
in whose hands a extensive musical activity was concentrated. Jewish musi-
cians in specific periods of history, in times of persecution and prohibition,
not only performed but also preserved in their communities the oral profes-
sional musical heritage of the entire region, when there was a danger of the
disappearance of certain forms of music-making. This historical datum needs
serious interdisciplinary study.

Thus, the change of point of view inevitably leads to the exposure of the ex-
isting myths about the alleged disappearance of Jewish music after the destruc-
tion of the Second Temple, that the Jews of Islam sing in a foreign language,
that they sing not their own, but borrowed melodies, and perform synagogue
and extra - synagogue cult melodies in foreign — Arabic or Persian-modes. This
accumulation of myths, which appeared as a result of the spread of a philologi-
cal or religious view of things to the musical art, and, most importantly, the
universalist approach and the theory of borrowing, which was popular at the
turn of the XIX-XX centuries leads to extreme schematism and simplification
of complex problems. However, sometimes the issues of science are solved by
the tradition itself, which preserves in the memory of the people the legends
about musicians, their fates, actions and professional skills that help to sur-
vive in difficult life situations.

‘Melodies of Ishaq’ is a collective image of anonymous, nameless Jewish
musicians, whose legends have been preserved in various versions on the
territory of the Near-Central Asian region. All of them, without exception,
convey a stable motive of a poor musician and an overbearing ruler, who,
being dissatisfied, or unknowingly causing the musician suffering, without
any special intention, eventually forgives him, and in some cases even gen-
erously rewards him with gold. One of these legends, which preserved both
the name of the musician and the name of the monarch, tells about Ishaq,
the favourite musician of the Persian Shah Naser al-Din Qajar (1848-1896).
The tradition records the mechanism of transmission of the melody of the
Jewish synagogue liturgy into the oral professional musical tradition, palace
music, known as misiqi-i motreban. The study of this legend in the context
of written sources, in particular, the ‘History of Iranian Music’ by Ruhullah
Khalegi (1906-1965), as well as in the context of the liturgical practice of the
Jewish diasporas of Near Asia and the oral and professional music of this re-
gion, makes it possible to reconstruct in more detail the ways of preserving
the Jewish heritage of the entire region as a whole.

Keeping in mind that traditional music is a regional phenomenon, it is im-
portant to note that it was the Jewish tradition that secured the forms of in-
tonation that are universal for the Near-Central Asian region as a whole for
certain signs — teamim. This convention has been developed for centuries in
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the chanting of the books of the Tanakh. The convention of sign and sound
eventually gave this bundle a strictly ordered character, binding intonation
patterns into syntactic structures that lined up in a specific sequence. Which
one it was-it depended on the practical tasks, both performing and education-
al-didactic. It seems important that I recognize melodics in different layers of
traditional music as syntactic structures of synagogue chants.

The time has come to collect the stones, creating a complete picture of the
Jewish traditional music of the communities in the territory of Near-Central
Asian - from the liturgy to urban music-making, not limited to periods, nor
the division of the musical heritage into one's own and another's. This will be
helped by the study of the intonation vocabulary, the analysis of basic and
ornamental patterns, the study of the process of transmission of intonations
from one type of traditional music to another, from cult music to palace music,
where multi-part compositions of the so-called art of magam were construct-
ed-professional music, studied and transmitted orally from teacher to student.
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Vladislav lvanov
Habima and GOSET: 1920s

The history of Jewish theatre in the diaspora is a tragic theme with some happy
pages. Only for the anti-Semites, there are too many Jews. There are always
too few Jews for the theatre as a cultural institution.

The elimination of restrictions on the rights-based on ‘religion, belief and
nationality, which happened in 1917, opened the pass for national cultural ac-
tivity. And at the same time, liberation marked the beginning of powerful as-
similation processes that deprived art of ground and the audience. The 1920s
were a short-lived historical moment of social, political and cultural balance
in the face of approaching Holocaust and Stalinist repression.

The problem of bilingualism played a significant role in the fate of the Jew-
ish theatre — even if at first glance it looked like it had no relation to the actual
theatrical problems.

Hebrew united Jews from all countries of the diaspora and retained its ex-
clusive role in the most essential spheres of Jewish culture, expressing aes-
thetic, intellectual, social, and religious ideas for hundreds of years, up to the
18th century.

Yiddish as a spoken language of the Jews of Central and Northern Europe
developed mainly in the 16th century. German became its grammatical and
lexical basis.

The functional differences of the languages fit into the formula “to pray in
Hebrew and bargain in Yiddish” and followed the topography of “high” and
“low”, “chosen” and “mass”.

Yiddish took shape as a literary language, the language of communication
between Jews in Western and Eastern Europe only in the 19t century, thanks
to the efforts of major Jewish writers. And up to the 20 century, it was nec-
essary to prove that Yiddish is not “jargon”.

Choosing the language for writing was a matter of personal choice, devoid
of any finality for the writers of the 19™ and early 20" centuries. They were
flexible, wrote both in Hebrew and Yiddish, without absolutizing their choice.

After the October Revolution, the problem of bilingualism was radically
politicized. Through the prism of the class struggle, Yiddish was seen as the
language of the working masses, and Hebrew was seen as an instrument of the
struggle of the bourgeoisie against the Jewish proletariat.

Choosing between Yiddish and Hebrew, they chose a different understand-
ing of the cultural tradition and the fate of the Jewish people.

The biblical language led Habima to the idea of a «biblical theatre». Indeed,
at the beginning of the 20 century, the language retained its archaic char-
acter and was poorly adapted to the transmission of modern phenomena and
meanings.

The idea of a Hebrew theatre, appealing to fundamental spiritual values and
capable of becoming an instrument of cultural and national identification, has
become a double apotheosis of ground and groundlessness. The very existence
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of Habima became a romantic challenge to the principle of the real and the
possible. In the absence of ground, Habima was to become ground itself.

The enthusiastic people of Habima, just recently the shtetl inhabitants, not
only did not know how to perform on stage but, usually, did not see the thea-
tre and did not know anything about it. They fancied some kind of unprec-
edented messianic Hebrew theatre capable of absorbing thousands of years of
Jewish experience and turning it into the future. In the light of this mission,
even studying the basics of stage technique became a sacred rite. According
to some opinions, such fanaticism turned the actors into a «religious order»
or «group of lunatics».

The practical side of the matter was more than unclear. Theatrical ideals
looked as fiery as they were aesthetically vague.

Asking Stanislavsky for help in the fall of 1917 was a turning point in the
transformation of the semi-amateur group into a professional theatre. Although
Habima has never officially entered the circle of the Moscow Art Theater, in Mos-
cow theatrical life it was called the «biblical studio» of the Moscow Art Theater.

Because few people understood Hebrew, directors (from Eugene Vakhtan-
gov to Vakhtang Mchedelov, Boris Vershilov, Boris Sushkevich and Konstatin
Stanislavsky himself) inevitably had to force the non-verbal capabilities of the
theatre. It was the non-verbal scenic language that was one of the components
of universalism, which allowed the Habima actors to speak not only with Jews
but with the whole world.

Choosing Yiddish, GOSET (The State Jewish Theatre) chose the diaspora as
the historical fate and the shtetl as a material for creativity. Perhaps, and not
as acutely as Habima, GOSET faced a similar problem —lack of an auditorium
able to understand the language spoken from the stage. Therefore, the direc-
tor of GOSET, Alexei Granovsky, had to look for his non-verbal stage language,
the origins of which were rooted in the grassroots entertainment culture. The
programmatic universalism of Habima was opposed by the involuntary artistic
universalism of GOSET.

Meanwhile, artistic practice is more complex and rich than any program
setting. So, “Hadibbuk” by S. An-sky staged by Vakhtangov became a symbol,
a kind of “Seagull” of Habima. Meanwhile, the actor’s attitude to the play
was complicated. After all, at first glance, “Hadibbuk” had nothing to do with
biblical theatre. The material for the play was the very hateful life of a shtetl,
which the Habima actors wanted to «forget», to supplant with the great bibli-
cal story, where Jews act with their backs straight, looking proudly in front of
them, and not at the ground. Meanwhile, Vakhtangov's “Hadibbuk” was, in its
way, probably the most biblical performance, but in a sense unacceptable for
the Habimites. He proved that in art everything is decided not by plots, not by
things, but byways to see them. “Hadibbuk” is not a biblical play, but a bibli-
cal vision and biblical, if you will, pain. For many years “Hadibbuk” has been
the hallmark of the theatre. The tour was opened and closed with “Hadibbuk”,
whichever city the troupe came to (Berlin, Paris, New York, etc.).

GOSET was alien in attempts to forget itself in exalted visionary and, thus, to
renounce three hundred years of Jewish life. Abram Efros, one of the ideologists
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of the Jewish cultural revival and the leaders of GOSET, put forward the follow-
ing formula for the new Jewish art: «Our aesthetic revival will either not exist
at all, or it will rise on the same two roots on which all contemporary world art
is emerging — modernism and folk creativity». For a decade Granovsky relied
on it, using the means of modernist art to record the life of the little town -
“the shtetl” as a fading reality.

GOSET has opened its stage to great painters. Mark Chagall, Natan Alt-
man, Robert Falk came here one after another. With their help, “Granovsky
really threw a ‘Jew’ on the stage. He threw to the audience the forms, rhythms,
sounds, colours of what bore this nickname. <...> He wanted the nastiness that
he raised was asserted as a huge, self-sufficient value. Granovsky deepened
its theatrical and artistic features to some kind of universality, to universal
generalization” (Abram Efros). Solomon Mikhoels and Benjamin Zuskin were
in the centre of tough directorial compositions. If Mikhoels had concentrated
will of national life within, Zuskin conveyed its sad thrill. Contrasting artis-
tic personalities, complementing each other, conducted an endless dialogue.

In the 1920s, Habima was often accused of playing in a “reactionary” and
“dead” language, and as opposed to Hebrew, Yiddish was a living language of
the working masses. It was because of Hebrew that the theatre was severely
persecuted by the influential Central Bureau of Jewish Sections. The bitter
irony of history is that now Hebrew is the living language of the people, cul-
ture and state. Whereas Yiddish is on the verge of extinction. And this is also
a disaster because an entire Yiddish culture is dying.

When the Central Bureau of Jewish Sections failed to close Habima, it
achieved the transfer of GOSET (then GOSEKT) from Petrograd to Moscow as
a counterbalance to the “clerical” and “counter-revolutionary” Habima. Both
Habima and GOSET had a great future. The theatres were forever linked in the
eyes of contemporaries and historians. Really, in the 1920s, this connection
was interpreted as antagonistic; political and class meanings were imposed
on natural creative differences. The interested forces tried, sometimes quite
successfully, to play off the theatres. The entire pretence of this antagonism
between the two Jewish troupes became apparent later, when Granovsky and
Habima, who became “non-returnees”, united at work on “Uriel Acosta” by
Karl Gutskov in Berlin (1930). In October 1937, the play was shown at the Paris
World’s Fair, the theatrical program of which brought together famous troupes.
The Moscow Art Theater was invited from Moscow with the performances
“Anna Karenina”, “Enemies”, “Lyubov Yarovaya”. Granovsky’s production won
the Grand Prix for artistic achievement.
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Tatyana Tsaregradskaya
Drawing with sounds

Morton Feldman (1926-1987) — an American composer whose ancestors came
from Russia — today is considered as one of the most original and unusual
artists of the XXth century. His artistic ideas were formed under the strong
influence of outstanding thinkers of the epoch: John Cage, Jackson Pollock,
Samuel Beckett. His original music pieces oblige him to reinterpret the essence
of music and its hidden possibilities.

The piano was the favourite of Feldman's instrument but he wrote orchestral
and chamber music as well (Second Quartet is amazing in its duration — it lasts
for 6 hours!) His last composition — “Coptic Light” for symphony orchestra -
composer wrote being deeply impressed by the exhibition of Coptic textiles
and carpets which were of great interest for him. Piano gave him the possibil-
ity to observe the resonance of the open strings which was necessary to listen
to overtones. This fact was crucial for the pedal technique - the right pedal in
Feldman's piano pieces had to be held throughout all the length of music as
if piano somehow became something close to a harp.

The names of Feldman's musical pieces are astounding and reflect all the
profoundness of his unusual vision: «Why patterns?», «Vertical thoughts»,
«Projection III», «Intersection II», «In search of an Orchestration» etc. A ques-
tion arises: who wrote all these pieces? A philosopher? A painter?

Morton Feldman was a philosopher as well as an artist and one of the most
original thinkers of his epoch. Among his friends, we find all the outstanding
members of New York abstract expressionism school such as Jackson Pollock,
Mark Rothko, Philip Guston, Willem de Kooning (Feldman dedicated sepa-
rate musical pieces to all of them). The most original music philosopher John
Cage often met with Feldman and these meetings led to the composer’s new
initiatives and findings. In Feldman’s output, you cannot discover any limits:
his creative mind penetrates every pore of artistic life and it is impossible to
understand whether he is a musician or a “world citizen” because his thought
is free and this freedom lets him go everywhere and see everything in a dif-
ferent light.
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MepBas MexxayHapoaHas MeXXANCUUNINHapHas ceccusi o eBpencKoMy
nckycctBy B MoCkBe NpeacTaBnsieT cobou yHUKanbHoe cobbiTne

B POCCUNCKOMN HAY4YHOW XXN3HUN, 06beJMHUBLLEE OKOJI0 COPOKA YYEHbIX
M3 YeTblpHaALUaTK CTPaH MMpa - OT TUXOOKeaHCKoro nobepexxnbs CLLUA
0o Mockebl u CaHkT-leTepbypra.

YyeHble n3 Poccuun, benopyccun, YkpanHsl, JlnTtebl n AsepbanaxaHa,
a TaK)Ke eBpOnencKme 1 amepurKaHcKue nccnepgosartenu n3 Xopesatuu,
AscTpuu, lrepmanunmn, Hugepnangos, N3paunns, Typunmn, benbrum,

CLUA n Kanagpl co6panmcb, YTo6bl 06CYANTb aKTyasibHble MPOGAEMBI,
Kacaluwmecs eBpencKoro MCKyccTea B MHOroo6pasmnm ¢popm m XXaHpPOoBbIX
NposiBNEHUN - OT TPAAULIMOHHOIO 4O COBPEMEHHOIO.

[Ba gHs paboTbl o AnHHaaUaTn cekumn Ceccum BbiSSBUNM OCHOBHbIE
HanpaBneHusl oasi o6MeHa onbITOM U BbIpaboTKU MCCNefoBaTebCKnX
CTpaTerunm, cpegy KoTopbix:

- MOHATUE KEBPENCKOE UCKYCCTBOY» B My3blKe, M1aCTUYECKMX

MCKYCCTBax, TeaTpe, KMHO U T.4.;

— MECTO XyAOXXHMKa B €BPENCKOM UCKYCCTBE;

- €BPENCKOE UCKYCCTBO- 3TO TEMbI, OpMasibHble NPU3HaKKU

unu npyroe?

- €BPENCKOE UCKYCCTBO B MPOLUIOM U HAacToSILLEM;

- 3Ha4yeHue 1 nocneacTaus Bropor 3anoseam nyganama ons

€BPENCKOro NCKYCCTBA;

— orpaHnyeHuns n/mnm 6e3rpaHNYHOCTb EBPENCKOro NCKYCCTBA;

- GYHKLNM €BPENCKOro MCKYCCTBA B COLMANbHO-KY/IbTYPHOM

NMPOCTPaHCTBE;
- «TPaAOMLNOHHOE» U KHaUMOHaIbHOE» B €BPENCKOM UCKYCCTBE
u opyrve.

B paboTty ceccum BktoHeHa cneunanbHas naHenb «Murpaumm
1 TpaHchopMaLmn B eBPENCKOM My3bIKe», SIBNSIOLLASICS YaCTbio
OONrOCPOYHOro MeXXayHapOAHOro NpoeKTa No NoaroToBke
MeXxayHapoaHOro KOHrpecca no eBpenckon mysbike (2023)..
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Mporpamma 1 Te3nCHI
MepBas MexayHapoaHas MeXXancUmnnanHapHas ceccus o eBpenckomMy
nckycctey B MockBe npoxoauT B focynapCTBEHHOM UHCTUTYTE

NCKYCCTBO3HaHuA

dopmart npoBeaeHNs: AUCTAHLNOHHbIN

YeTtBepr, 20 mas
MpurnaweHne B Zoom

OTKpbITUE Ceccun

MonbtekunH LWamunnan
BocTtok PyBuma Mazsens: nges npoekrta

MpueeTcTBUSA:

Hatanbs Cunoeckas
avpekTop NocynapcTBEHHONO MHCTUTYTa MCKYCCTBO3HAHUSA

Anatonuu lony6oBCcKum
Poccunckni eBpemnckmnm KOHrpecc, Kypatop KOHKypca My3emnHbIX
VHNLUMATUB N BbICTABOYHbIX MPOEKTOB

IbxepanbavHa Ayap6ax
ampekTop NHCTUTYyTa eBpenckor My3bikmn JTOHOOHCKOro yHUBEpCUTETa,
BenukobputaHus

Mapk KnnrmaH (Bngeo3anmco)

onpekTop PoHOa amepuKaHCKoM eBpenckol My3biku Jloyanna MunkeHa,
LLIkona my3bikn KanndopHumckoro yHmBepcunteTa, Jloc-AHxkenec,
npodeccop aTHOMy3bikonorum, CLLA

CeMmeH [Mapwxckuin

«DLKONOT», NPOrpaMMHbIA ANPEKTOP,

Kadenpa nynankm NHctutyTta ctpaH Asumn u Appukn
MIY nm. JlomoHocoBa, JOLEHT
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Mwurpaunm n TpaHchopmaumm B eBPENCKON My3blKe

Cekums 1: MeToabl 1 noaxoabl
Beaywas - Mapta LLtensmaxep

KOouT ®purewn HupaH

YHuBepcutet bap-WnaH, N3pannb

YTO eBperncKoro B eBpencKom Menognmn?

JToxmap MOCBSILEH TPaAMULMOHHOV My3bIKaJIbHOM KyJIbTYPe BOCTOUHOEBPOIIeli-
CKMX €BPEeEB (Jajiee CJIOBO «EBPeV» U «€BPENCKMIT» OYIyT yKa3blBaTh Ha 3TOT
peruoH). 5 mosarao, YTo0 BOCTOUHOEBPOTIEICKIEe eBpeliCKye MeJIOAUN — TaKe
ecu oHM, 6yoyun 3aOUKCUPOBAHHBIMY B HOTALIMM / TPAHCKPUTIIIAM, KAXKYTCS
MOXOKMMM Ha MeJIOAMY OKPY>KaIOIIMX MYy3bIKaAbHbIX TPALULIMIA, — 3BYYaT I10-
PasUTENIbHO MHAYe B CTyXOBOM OIIbITe. «EBPEiiCTBO» MeJIOMMIi TPOSIBISIETCS BO
MHOTMX acIleKTax, HO, ITIOKajlyii, cCamMoe [TIaBHOE — B «’KeCTOBOV» KOHLIeIILIN
MeJIOLMY, PUTMa, MMIIPOBM3aLMM M KadecTBa rojoca. CTaHOBJIeHe M aKLeH-
ThI MEJIOAVY TTOPasKAIOT, OHM KaK OYATO «pacCKa3bIBAIOT MCTOPUIO». DTOT de-
HOMEH I1apajuiesieH TOMY, YTO MOKHO HaOMI0OATh B BOCTOUHOEBPOTIEiCKOM
eBpeiickoM TaHIle. Y BOCTOYHOEBPOIIEeICKMX eBpeeB GbI/I0 MHOKECTBO CTpaTe-
ruit GopMMUPOBAHMSI Pa3TUIHBIX MY3bIKaIbHBIX MaTEPUAIOB B CTUIUCTUIECKA
OIHOPOAHYIO €BPeNiCKYI0 MY3bIKaJIbHYIO KYJIBTYPY, M CPelM STUX CTpaTeruii
«KeCTyaau3alus», o-BUINMOMY, SIBJISIETCST Hanbosee BasKHOM. TOT acITekT
CBSI3BIBAET €BPENICKII MY3bIKATbHBIN CTWIIb C APYTUMY (GOPMaMM BbIpas3u-
TeIbHOCTH, TAKMMM KaK MHTOHALIMSI SI3bIKA UL, XKeCThI PYK / IBVDKEHMS Tera
B MOJIUTBE, MHTOHAIVS TIOBCEJHEBHOI peul, a Takke ¢ hopMamu BbIpa3UTeTb-
HOCTY B M306pa3uTeIbHOM MCKyCCTBe XX BeKa ¥ aBTOHOMHOI My3bIKe.

MonsteknH Wamunnm

locynapCTBEHHbIN MHCTUTYT UCKYCCTBO3HAHMUS

«Apabo-nepcunacKkne» KOpHM EBPENCKON MY3bIKU,

wnu K yemy BeeT Teopus 3aMMCTBOBaHUA?

HecMmoTpst Ha pacTyiiuii 06beM 3apyOesKHOM TUTepaTyphl O €BPESIX «He-
3aI1aJHOTO Mypa», BKII0Uast paboThl, TOCBSIEHHbIE OOIIMHAM, UMMUTPU-
POBABIIMM B AMEPUKY, COXpaHSIeTcs ITpobieMa ¢ KIUeBbIM CJIOBOM «He-
3aIaHbIli», B KOTOPOM MTPOCIEXMBAETCS YHUBEPCATMUCTCKUI MTOAXO0M, He
TOJIBKO K MY3bIKe, HO ¥ K HAaCJeAMI0 OJIMSKHEBOCTOUHBIX €BPeCKIX OOIITMH
B LleJIoM. MMKPOTOHOBAS J1aZioBas cucteMa (maqamat) 4pe3BblyaiiHO OT-
JIMJaeTcsl OT eBPOIeiiCKOi M BOCIPMHMMAETCS UCC/Ief0BaTeNsIMU KaK «He-
3aragHasi». EBpOITOLeHTPUCTCKIIT B3IJISII TEPEBOAUT ee B (heHOMeH abco-
JIIOTHO UYSKABIN eBpesiM, 3aMMCTBOBAHHbIN OT apaboB M aJarTPOBaHHbI
K eBpeyicKoii TuTypruu. IlapagoKkcanbHyI0 MbICIb BBICKa3a/Ia BOCTOKOBE, IMMU-
nust Bonbdeo (1909), myrermiecTBys o [lepcun: «...My3bIKa, TIeHME U TaHIIbI,
KOTOpbIE, TI0 BCeoOIeMy ITPU3HAHUIO, TAK JIIOOSIT €Bpen, TAKsKe CoCpeoToue-
HBbI 3[1eCh MCKTIOYMTEBHO B MX pPyKax; XOPOIIIO 3BECTHO, YTO BOCTOUHbIE Ha-
POIBI CUMTAIOT 3TU UCKYCCTBA YHU3UTETbHBIMU [IJI1 YeI0BEeKa, U ITepChl IPU-
JEPSKUBAIOTCS TeX ke B3IISILoB». XXuBs B Poccun, BonmbhcoH BocnipuHMMana
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eBpeeB KaK eBPOIeVCKMIA, WM 3allafHbllii HApOo[, IPOTMBOIIOCTABIISAS UX ITep-
caM Kak Hapony BocTouHOMY. COOTBETCTBEHHO TOMY, €BPEN UCTIOMHSIIOT SIKOObI
3aMMCTBOBAHHYIO [T€PCUICKYIO My3bIKY, TOT/Ia KaK I1epChl, Gyayun BOCTOUHBIM
Hapo[oM, I1pe3uparoT ee. MexXny TeM eBpey, KaK U Jpyrie Hapozbl STOrO peru-
OHa, C IpeBHEeMIINX BpeMeH MHTOHMPOBAIN B MMKPOTOHOBOI CUCTeMe, KOTO-
past b B Havaste XIV Beka Obl1a KOHIENTYaIM3MpoBaHa B TepMUHe maqam
B TpaKTaTe Ha [epPCUICKOM sI3bIKe, a paHee Cadu an-IvH anb-YpMaBu CUCTe-
MaTU3¥MPOBaJ JIaJpl B apabckoM TepMuHe shadd (MH. shiidud). Lenb gokia-
Ia — pa3paboTaTh MOAXO A7l KOHIIENTYaIM3al[My eBPeICKOTO MY3bIKaTbHOTO
Hacnenus [lepenneii n LleHTpanbHONM A3y, MUHYS TEOPUIO 3aMMCTBOBaHMS,
IIOIY/ISIPHYIO B KOHLe XIX 1 11epBoii nonosyuHe XX Beka. OCHOBaHMeM SIBJIsI-
€TCsI MBIC/Ib O TOM, UTO TPaAMLIMOHHASI MY3bIKa — SIBJIEHME He Hal[MOHAIbHOe,
a PerMOHANIbHOE, 06beIMHSIONIEe COMPEeIeNbHbIE HAPOAbI, ITPU 3TOM He JIUIIAsT
CaMOOBITHOCTU KAXKABIN U3 HUX.

Mnbs CanTtaHoB

NHCTUTYT coumanbHO-9KOHOMMYECKOoro npoekTuposanus HAY BLUO
TpaHcdopmaums uam o6beMHOE BUOEHUE:

€BPENCKNE MENOANMN N FPaHULLbI HAUWNOHANbHbIX KYNbETYD

OpHa ¥ Ta ke MeJIOAMS YaCTO ObITYET Y HECKOIbKMX HAPOAOB U B HECKOJIBKIUX
KoHTeKcTax. Hampumep, menonus nmomynasipHoro TaHia «Kaszauok» n3Bect-
Ha " eBpesiM, ¥ yKpauHIilaMm. Bojiee Toro, o6a Hapoma MpMMepPHO OJMHAKOBO
1oz, Hee TaHIyIoT. Ho 9Ty Mesioauio 3HAIOT Takke IPeKM, BEHTPbI, MOJIIaBa-
He U TaHIIYIOT 10/ Hee COBCeM ApyTHue TaHIbL... Menonus miecau Geyt a yold
in kapelush “3BecTHa C TEKCTaMM Ha JAECSITKe SI3bIKOB OT (MHCKOTO A0 VAL,
OT apMSIHCKOTO JI0 PycCcKOTO. [TpyueM MAUILICKUX TEKCTOB CYIIeCTBYeT MU-
HUMYM JIBa, PyCCKUX — MMHUMYM 11eCTb. Cielyst TEpMUHOIOTUM, TPEIJIO-
>KeHHOV M. JNIITEeiHOM (CTEPEOTEeKCTYaIbHOCTD), MOXKHO TOBOPUTD O «CTe-
pPeoB3IIsSiAe» Ha M3BECTHbIE peann3aluy MeJoAM KaK Ha CTOPOHBI eIVTHOTO
KOMIUIEKCHOTO 00beKTa 1 U3yJaTh 3TOT eIMHBII 00BEKT. ITO 0COOEHHO BasKHO
C yueToM (GaKTUUeCKOT0 COCYIeCTBOBAHMS M HOCUTENEeN TpaguLIum, U CAMUX
MeJIOIUi — 3/1ech HallMOHAIbHOE JleJieHMe YacTo MCKYyCCTBeHHO. Bosee Toro,
KpOME CTePEOB3IVIsIa Ha CO-ObITOBaHME B COCEIHMX TPAIUIIMOHHBIX KY/IbTY-
pax, MbI MOKeM 0OaBUTD K HAIIMM I€JIbIM KOHTEKCTaM ObITOBaHMS B KaXKI 0
U3 Ky/IbTYP JKAaHPOBbIE TpaHCHOPMAIMM MEJIOOUH, TAHIIA U TEKCTA, TPUIeM
He TOJIbKO B PaMKax TPaauUIIH, HO OT (GOJIbKIIOPA 10 MOMagaHMsI B aBTOPCKYIO
JIUTEPATYypPy Y KOMITO3UTOPCKYIO MY3bIKY, KWHO, TeaTp, MaCCOBYIO KYJIbTYpY.
Taxkoit moaxon TpedyeT COBMECTHOIO TPya KOMIIETEHTHBIX B PasHbIX Tpa-
IULIVSIX (M pa3HBIX 00JIACTSIX MCKYCCTBA) CITEMAMCTOB. Takke MOTpedyeTcs
pasBuUTHeE MOAJePKUBAIOIINX MHCTPYMEHTOB, TAKMX KaK KOPITYChI HAI[MOHAIb-
HBIX MY3bIKQJIbHBIX TEKCTOB, aHHOTMPOBAHHBIE CCHUIKAMM Ha X OBITOBAHME
B IPYI'UX KyJIbTypax " sKkaHpax.

11.30 O6cyxaeHune

11.50 TepepbiB
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Cekums 2: KpoCccKynbTypHOE B3aMMOAENCTBUE N MUTPaALINK
Benywmnin - Muxann JIlykuH

Hunbc ®anbx

YHuBepcuteT poHUHreHa, HuaepnaHapl

EBpencKo-pyccKmii My3blKkanbHbI CTWU/b B aMEPUKAHCKMX NONYASPHbIX
necHax 1892-1945 ropos

B nepBoii os0oBMHE ABaAIIATOrO BeKa eBpeiicKie MMMUIPaHThI U3 Poccun
Y VX TIOTOMKM KOJIJIEKTMBHO paspaboTasau eBpeiicKuii My3bIKaIbHbIN CTUTD,
KOTOPBINM M3MEHUJT aMePUKAHCKYIO TIOIMYJISIPHYIO MY3bIKY. Takye KOMIIO3M-
TOpbI, Kak ['aponbn Apnen, UpsuHr BepnuH, [Ixeii l'opan, Hlonom CekyHpaa
m JKopmKk I'epIuBMH onmpannch (CO3HATENbHO U MTOACO3HATENIbHO) Ha CTepe-
OTUITHBIE 3JIEMEHTbI 13 IIMPOKOTO CIIEKTPa eBPeiiCcKo-PycCcKoil My3biku. OHU
TIepeHecyIy 3JIeMEeHThI KaHTW/UISLIUN, CBaJieOHOM MY3bIKIM ¥ HAPOIHbIX TeCeH
CHayvaJia B MAMIICKIE TeaTpabHbIe TIECHY, a 3aTeM MPEBPATWIN UX B OPOII-
BeJiCKye MIO3VIKJIBI ¥ My3bIKaIbHbIe QubMbl. B TeueHne 1930-X romoB aBTo-
DBI [TeCeH MUCAIN XUThI, OTpakaloliye 3TOT eBPeiCKMii My3bIKaabHbIV CTUIIb,
BKyIouast Bei Mir Bist Du Schon, Blue Skies, Donna Donna, I Love You Much Too
Much, My Heart Belongs to Daddy v Summertime (KOTODPbIi ObUT TTOTy4YeH U3
CTapoii mecHM HUIIMX Ha uauii). OGHAaKO € TeX Mop 3TOT CTUJ/Ib He MO Beprasics
CUCTeMaTUUYEeCKOMY aHa/IM3y U He KOHLENTYaJIM3MPOBAC Kak UCTOPUUECKHU
3HAUVMMBbIII My3bIKAJIbHbIN CTWIIb C IPYTUMU CTYIIMCTUUECKMMY pa3paboTKa-
MM TIOITYJISIPHOV MY3bIKM. B TOKITIazie 1 CpaBHMBAIO YePThI €BPENICKO-PyCCKOM
MY3bIKM C aMepPUKaHCKUMY MOMY/ISIPHBIMY MTeCHSIMU, UCTI0b3YsI [lepuonnye-
CKYIO Tab/IUITY eBPeiCKIX MY3bIKaIbHbIX 3]IEMEHTOB, 0OCHOBaHHYIO Ha [Tepio-
IMYECKOii TabIIe XUMMUUYECKMX 9IEMEHTOB PYCCKOTO XMMMKA U M306peTaTess
Ivutpust MeHgeneeBa. Kpome Toro, s1 BBOXKY Takue TEpPMUHBI, KaK «€BPENCKMIA
MY3bIKaJIbHBIN CTUITb», «]Jew notes» (IpOTUBOITOCTaBIIsIs Blue Notes) 1 «c4acT-
JIVBBIVI MMHOD». B 3TOM KPOCCKYIBTYPHOM MCCJIENOBAaHUY S TAKKe BO3POXKIA0
KOHLIEIIMNIO «ITePEeKII0UeHMsT My3bIKaJIbHOTO KOZa». S1 yTBepsKAa, 4YTo U 1o
celi IeHb JIIOJM B 3aM1aJHOM MMpe CYIIA0T ITeCHU, He Beflasi CBOMX eBpeliCcKo-
PYCCKUX KOpHEL.

EBreHns XaspaH

HesaBucumbln uccnegosaTenb

Hay4HbI ANCKYPC KaK MPOCTPaHCTBO MEXKYNbTYPHOro AnManora

My3bIKa, Urparolas Ype3BbluaiiHO 3HaUMMYI0 POJIb B TPALULIVIOHHO KYJIbTY-
pe, TeM He MeHee BHYTPY eBPeicKoii OOIIVHbBI JOIr0e BpeMsI He CTAaHOBM/IACh
MpeiMeTOM UCCIeN0BaHMs U He BbIAEeNsaach B CAMOCTOSITENTbHYIO AVCLIUTIIN -
Hy. VI3yueHMe ITpakTUUIECKM KakIoi 13 0061acTeil eBpeiicKoil My3bIKaIbHOM
TpaguIIMM HAUMHAIOCh M3BHe. CaM MPOoIece M3yYeHVSI MOKET ObITh ITPeICTaB-
JIeH KaK MHOTOYPOBHEBBIIT TpaHCdep, B X0le KOTOPOTO KaK TeKCThI ¥ OTHE/b-
HbIE MX 3JIEMEHTBHI, TaK U YIOPSILOUMBAIOILMe X CTPYKTYPbI IPOELIMPOBAINCH
13 OJHOTO KYJIbTYPHOTO KOHTEKCTA B IPYTOJi, MOPOXAasi HOBYIO TEPMUHOJIO-
TUIO U TT03BOJISIS B3aMOZECTBYIOIMM CTOPOHAM MO-HOBOMY B3IVISIHYTh Ha
cobcTBeHHOe Hacenye. EBpomnesickme yueHbie XVI-XVIII BeKOB BbIOMpaIn

12.30

101

00BEKT M3YUEHMS U OMPEeLesIsiv €0 3HaUYMMOCTb, PYKOBOICTBYSICh HE MHTe-
pecamMmyu My3bIKaJbHO sTHOrpaduy, a CTpeMJIEHIEM BbISIBUTb OCHOBBI CO6-
CTBEHHOV KyIbTYpbI. [I7151 TOKO/IeHMS McceqoBartesiei [ackaibl eBponeiickue
CBeIEHMSI O MY3bIKE €BPeeB BBITVISIIENN yKe 00IenpM3HaHHbIMY (DaKTaMu.
VdeHble — BBIXOMIIbI U3 TPAAUIIMOHHO eBPeiicKoil OOIIMHBI — BOCIIPOU3BO-
IV OTY TaHHbIE B CBOMX TPYAaX, TAKMM 00pa3oM IpM3HaBas U MOATBEPsK-
Jlast X, HO ¥ OTYACTM KOPPEKTUPYSI, yCTpaHsIsl Hanbosee SBHbIE PacXOKIeHUsT
MeX]y HayYHbIMY JaHHBIMU U PeabHO CYIleCTBYIel mpakTukoii. Co BTO-
poii monoBuHBI XIX Beka eBperickasi My3bika epecTajia pacCMaTPUBaAThCS
JIVIIIb KaK MPEeIbICTOPUS €BPOTIEIICKOI MY3bIKaIbHOM KYIbTYPBI M 00pera ca-
MOCTOSITE/IbHYIO 3HAUMMOCTb. [Ipy 3TOM OHa OMMChIBAIACh B PAMKAaX JUCKypCa
eBPOTIeiiCKOl HayKM U TI0 ee TIpaBujiaM C UCIOIb30BaHMeM IPeIJIOKeHHOTO
€0 MOHSITUITHOTO ammnapata. [Ipu aHanu3e MoAXoa UCCienoBareneii, pabo-
TaBIIMX «M3BHE» U «U3HYTPU» TPAIULINK, CJIeIyeT YUUThIBATh IIOTPEOHOCTI
TIPUHMMAIOIIEN KyIbTYPhI, 00paIlaTh BHYMaHMe Ha pa3Inuys B IPUMEHEeHUN
TEePMMHOJIOTUY U B OTIPEAEeNIeHNY TPAHNULL MEXIY «CBOUM» U «UYKUM».

Mapta LUTenbmaxep

CaKCcoHCKasi rocyfapCTBEHHas 1 YyHMBEpPCUTETCKas 6M6mMoTeka,

OpesneH, Nfepmanums

Mpouecc TpaHchopMaLmm B IMTYPrMn eBPENCKMNX 06LLMH MNparn

(Ha maTepunane apxmBoB)

[Touste minhag ha-makom — MeCTHO TPAOUIIUK — SIBJIIETCSI OUeHb 3HAUM-
MbIM 111 nymansma. HecMoTpst Ha TO, UTO B OIpee/IeHHbIX O0IIMHAX He CY-
IIECTBYET MOJIHOTO COTJIacKsl OTHOCUTEJIbHO ero copepykaHmsl, JaHHbI/ KOH-
LIETIT MCITOJIb3YEeTCS B KAUeCTBe Cepbe3HOro apryMeHTa B CIIOpax, Kacatomyxcst
M3MeHEeHU B INTYPrUueCcKoM periepTyape Uiy UCITOMTHUTENbCKOM IMpakTUKe.
Meskay TeM My3bIKaJIbHbIe TPAAUIIUYM He SIBJSIOTCS YeM-TO pa3 ¥ HaBceraa
YCTAHOBJIEHHBIM U CTAOMIBbHBIM. Kak ITpaBmiio, MEeXIY OOIIMHAMM ITPOMCXO-
IUT 0OMEH MeJIOAUSIMMU ITOCPeACTBOM MX MMCbMEHHOI 1 YCTHOI ITepenayn.
BbI60Dp ompeneneHHbIX MeTOANI, M3MeHsieMast TpaKTMKa HOBOTO KaHTOpa MU
BBeIeHIME XOpa MOTYT ObITh ITPEIMETOM CEPbe3HBIX IMCKYCCHIi i KOHDIMKTOB
BHYTPM CO00OIIECTBA. B moKIame 6YmyT pacCMOTPEHbBI IIPOIECCHI 0OCYKIEHNS
JIUTYPIUIECKNUX Menofuii u ux ucronHenus B [Ipare B XIX n Havasme XX Beka.
MarepuasioMm JJIsT UCC/TeTOBAaHMS IJTABHBIM 00pa30M CTa/IM apXUBbI Pa3yiny-
HBIX €BPeiCKMUX OOIINH.

CTeHOoBbIV goknag,

Ncaak J16epaH

HesaBucumbii uccnegoBaTens, ABCTpUS

EBpelickas My3bika y conpeaesbHbiXx HapoaoB

B mporiecce c60opa Kine3MepcKoi My3bIky B MomniaBum 1 YKpanHe s CTOJIKHYJICS
C MHTepeCHbIM (PeHOMEHOM: 3aIMChIBATh €BPEVICKII perepTyap IMPUILIOCh
Y YKPauHCKMX ¥ MOJIIaBCKMX MY3bIKAHTOB, TaK KAK B HEKOTOPbIX ObIBIIMX Me-
CTax MPOXKMBAHUS €BPEIiCKOTO HaceleHUs eBpeu B pe3yJibTaTe X0J0K0CTa, MU-
Tpaiuu UiIu SMUTPALIMA Y3Ke He TTPOXKMBaiy. K Heo6bIYHOIT, HO Upe3BbIYaitHO
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IJI0I0TBOPHOI MeToAMKe sl 06paTIICs I10ce MHTePBbIo ¢ Mocudom Byprom —
[OCJIENHVM U3 YePHOBULIKMX ITMCaTeNe-uaANIINCTOB. B pa3roBope co MHO
OH IIpUBeJ IIpMuMep U3 rcaama «/H3caHe TOViKeB», KOTOPbI Xacu bl IIOKT
B VoM Kumyp (1eHb HOMMHOBEHMS yCOMIIMX), M 06paTUI MOe BHUMaHNe Ha
TO, 4YTO MEJIOAVS IICAZIMa II0YTM OLVH K OBHOMY CXOZHA C I'yLly/IbCKOM I1acTy-
LIECKO¥1 ITeCHeli. DTO HATOIKHYJ/IO MEHS Ha MbICJIb, YTO €CJIM I'YITy/IbCKas MacTy-
IIecKast MeJIofiMist OCTaBU/Ia CBOMA CJIe[] B €BPEIiCKOIi IUTYPIUH, TIOUeMy Obl He
[IOMICKATD CJIe[ibl eBPEJiCKOM MYy3bIKM Y MY3bIKaHTOB IPYIMX HAPOJLHOCTEI], CO-
CelICTBOBABLINX C eBpesiMN. [1eliCTBUTeNIbHO, HEKOTOPbIE U3 STUX MY3bIKaHTOB
OBJIA/IEeJTV eBPEeiCKUM perepTyapoM, Urpast Ha cBafbbax BMecTe C eBpeicKu-
MM My3bIKaHTaMU, APYTYe XKe I[I0Ty4MIV B HACJIe[,CTBO OT CBOMX OTLIOB, [1efl0B
" NIpazefoB, KOTOPbIe MTOMHOCTBIO afalTUPOBAIM U UTPAJIM 3TOT perepryap,
TakKe Ha YKPAaMHCKMX U MOJJABCKMX CBAAbbax Ha MPOTSKEHUIU CTOTIETUA.

O6ceyxaeHne
MepepbiB

Cekupa 3: Knaccmyeckas u coBpeMeHHas My3blka
Benyuias - EBreHus Xa3aaH

MHecca [OByxunbHas

MpoaHeHckuM MocynapcTBEHHbIM My3blKanbHbIA Konneaxk, MhogHeHCKun
rocynapCcTBeHHbIN YHUBepcuUTeT umeHn AHkn Kynansl, Benapycus

[MamATb 0 XONOKOCTE: KOHTaKT Ky/bTYp B My3blke Muxania bpoHHepa

B leHTpe BHMMaHMS — IPOM3BeeHMSI COBPEMEHHOTO0 MOCKOBCKOTO KOMIIO-
3uTopa M. BpoHHepa (pof. B 1952), B KOTOpPBIX OTpaskaeTcst TeMa X0JI0KOCTa.
B TBOpUYeCcKOM Hac/equy KOMIIO3UTOPa, pab0TaloIero B pa3HbIX KaHPax,
TPeTh COUMHEHNIT CBSI3aHbI C 00pa3aMy CakpaIbHBIX TEKCTOB BeTxoro 3aBera,
YTO 00YCIOBIEHO HAI[MOHAIBHOI MOeHTHbMKALIMel aBTOPa My3bIKHU. BaskHOT
I1s1 ceBst KOMITO3UTOP OTMeUaeT TeMy X0JI0KOCTa, yKas3bIBasl, UTO OHA BCerma
MBICITUTCS UM 9K3UCTeHLIMaabHO. Hepeko aBTOp JlaeT Ha3BaHMS MpOuU3BeLe-
HMSIM, YTOOBI [TOMOUD CJTYIIATETI0 BIOPATh aIeKBATHBIN BEKTOP BOCIIPUSITHS
MYy3bIKHM. B moKIame aHammM3upyeTcst TpobaeMa KOHTaKTa KyJIbTyp (€BpoTieii-
CKOI1, DYCCKOJ, €BPeIICKOIi) B 3TUX ITPOU3BEIEHUSIX, KOTOPBIN MPOSIBIISIETCS HA
Pa3HbIX YPOBHSIX: XyIOKECTBEHHOI'O COAepyKaHMs ; )KaHPOBOT'O OTpeeieHusI
(EBpeiickuit pekBueM, llloa-cumdoHMS); TeMaTU3Ma, ONIPeAesISIoNIero 3ByKo-
BYI0 aypy. [lok/az, BbIIBIISIET CIIeAYIONIMEe eBpeiicKMe UAMOMbI B KAMEPHO-MH-
CTPYMEHTAJIbHOM My3bIKe: TpafMLMs KiIe3MepOoB («EBpeii: )X13Hb U CMepTh»),
5/IeMEeHTbI CMHAroraJbHOro rnenus («Kaguir o yxogsuiemy Beky»). B Hem
0003HaUeHa MO3UIMSI KOMIIO3UTOPA B BHIOOPE SI3bIKA TEKCTA BOKAJIbHO-MH-
CTPYMEHTAaIbHbIX COUMHEHUI, aHAM3UPYETCSI COOTHECeHe MY3bIKM CO CJI0-
BOM: TEKCTbI UAUIICKUX IeCeH (XopoBas omnepa «Jlonroe Bo3BpaieHue. KHu-
ra meces»), uauil u uBput («EBpeiickuii pekBuem»: mosma Xauma HaxmaHa
banuka «[opog pe3Hu», nepeBefeHHble HA UM (JIOBA M3 JHEBHMKA AHHBI
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®paHK; [cajMbl Ha UBpUTE). MaTepuanoMm [Isl CC/IeOBaHMSI TIOCTYKUIN 6e-
cenpl ¢ komrosutopom (2014-2021), pykonucu, ayauo- U BUIe03anucu rpo-
u3BeneHmnii M. bponHepa.

Banepus ®egoTtoBa

FocynapCTBEHHbIN MHCTUTYT MCKYCCTBO3HAHMS

EBperickas Tema B TBop4ecTBe [MaH4yo Bnagureposa

Bonrapckuii kommnosutop [Tanuo Baagurepos (1899-1978) — aBTOp MHOTMX CO-
YMHEHMI B pa3HOOOPAa3HbIX JKaHPax: KAMEPHO-MHCTPYMEHTAa/IbHAas MYy3bIKa,
cuMbOHMUYEeCKYe TTPOU3BeeH NS, oTiepa, 6aneT. C mpuxomoM [MTaepa K BIacTu
BragurepoB 6bUT BEIHYKIEH MOKMHYTH [€pMaHMIO, ITOCKOIbKY MMeJ He TOTbKO
6osrapckime, HO ¥ eBpeicKre KOpHM: MaTyIIKa KOMITO3UTOpa, dnu3a [Tactep-
Hak, poguiack B Ofecce B ceMbe MaTeMaTHKa, a ee el CJIY>XKUJT PaBBMHOM
B JKutomupe — ropoje, CAMTaBIIEMCS IEHTPOM €BpPeiiCKOi KyJbTypbl B J10-
peBOMIOLIMOHHOI Poccun. B TeueHne cBoeii TBOpUYeCKOI xK13HM Bragurepos
TOYTY He KacajiCsl eBPeiiCcKOi TeMbl, 38 UCKII0UeHeM MY3bIKM K CIIEKTAKITIO
o nibece O. [IbimoBa «k031Kk», moctaBieHHOM M. Peiinxaparom ¢ M. YexOBbIM
B IVIaBHO¥ ponn. Ho B moc/ieBoeHHOe BpeMst KOMITO3UTOP OTAAJ faHb MaMsITU
CBOMM TIpeJIKaM U Tparnyecky MorMoIIMM COBpeMeHHMKaM BO BpeMst BTopoit
MMPOBOIt BOJHBI, co31aB «EBpeiickyto mosmy» (1950). CounHenne Bragurepo-
Ba CBSI3aHO U C IMYHBIMU TI€PEKUBAHUSIMU, TIOCKOIBKY B €r0 OCHOBY TOJIOKeHa
MeJIoA s MOTMTBEHHOTO KaAuIiia, KOT/Aa- TO HareTast eMy efoM, JleoHom [1a-
cTepHaKkoM. B crpoeHnmn «EBpeiicKoii Mo3MbI» MOSKHO BBISIBUTb U€PThl, CBSI3bI-
Balolye Tpon3BeeHNe Biagureposa c atMocdepoit, Tocief0BaTeTbHOCThIO
OTIIPaBJIEHNS PEIUTMO3HOr0 06PsIfia, ero ComepskaHueM, B KOTOPbIii BXOIUT
YyTeHMe Kaauiia, B JaHHOM cIydae KakK 3ayIOKOMHO MOJUTBBI.

NaBna-93pa OkoHcap

Bbptoccenbckasa Koponesckas KoHcepBaTopus,

Ctambynbckunii TexHonorn4yeckni yHmeepcuTteT, benbrus - Typuus
EBperickas coBpeMeHHas Kraccuyeckasi Mysblka CerogHs

Yro Takoe «eBpeiickas my3sbikar»? EBpeiickas kiaccuyeckasi My3bika aBTOPOB
Kak eBpeliCcKoro, TakK M HeeBPEeCKOro MPONCXOXKIEeHMS B HOBeiIei UCTOPUK
¢ kKoHna XIX u XX Beka? «Kaguii» Pasens, «Babuii p» [lloctakoBuya, «YBep-
TIopa» IIpokodbeBa Ha eBpeiickue TeMbl, «Illeomo» Biaoxa?.. IBnSioTCs n
YIIOMSIHYTBIE BbIIlIe ITIPOM3BeeHNs «eBPeliCKol My3bIK0ii»? Kakoe mecTo 3a-
HMMAaeT CeroHsI eBpeiickas Kiaccuyeckast My3bika? B mokmage 6ymet cdop-
MYJIMPOBAH MPM3bIB K CO3IaHNIO eIMHOI [106aIbHOI ¥ CTPYKTYPUPOBAHHOM
1aTGOPMBI, TIOAIEPSKUBAIOIIEN paCIIPOCTPaHEHVe eBPEeiiCKOi COBPeMEeHHOI
KJIaCCUYECKOI (XYIOKeCTBEHHOIT) MY3bIKM, YTOOBI BbIPAOOTATH OTIpeieeHe
" pabovyIo MOUTHUKY.

O6cyxoeHne

MepepsbiB
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Cekuusa 4: icTopmnyeckme CTpaHuLbl
Bepywas - NonetekmnH Lamunnm

Tamapa HOpkuny CBnbeH

3arpe6ckuin yHUBepCcuTeT, XopBaTus

Cnegbl 1 BIVSiHWE eBPENCKOM HaUWMOHaNbHOW LWKOJbl HA KOMNO3UTOPOB
XopeaTtuu B 30-e rogpl XX Beka

B TeueHMe TpuaLATHIX TOA0B XX BeKa CpeAy eBpeiiCKIMX My3bIKAHTOB U KOM-
mo3utopoB CeBepHOIT XOpBaTHM, OONIbIIEH YaCThIO POVCXOAMBIINX U3 IIeH-
TPaJIbHOEBPOITEICKMX alIKeHa3CKMX OOIIVH, YCUIIVIICSI MHTEpeC K COOGCTBEH-
HbIM KOpHSIM. C 1Ie/bI0 YITyOIeHMsI 3HaHWI O CBO€IT OOIIHE MY3bIKAHTBI U
KOMITO3MUTOPbI OPTraHM30BaI MHOTOUMC/I€HHBIE KYJIbTYpHbIE MEPOTIPUSITHS,
JIeKIIMM, KOHIIePThI U pajyoriepenaun, ocBsillleHHbIe eBpeiiCcKoii My3bIke,
KYJIbTYpE U PEJIUIMO3HbIM 06bIuasiM. VIIeosorom aToro IBVSKEH S 6bIT KOM-
TIO3UTOP ¥ OTIepHbIii IeBel; ApoH Mapko Pormiosiep. B razete «EBpen» 1 «EB-
perickuit aibMaHax» OH MTPOCBeIa IMPOKIe CII0M HaceJeHUsI CBOMMMU CTaThsI-
M T10 ICTOPUY eBPEICKOI My3bIKM C 6MOIe/ICKMX BpEMEH IO COBPEMEHHOCTA.
B menax nomnymnsipusanmm eBperickoil My3biky PoTMIoiep opraumu3oBall KOH-
LIepThI B IJTABHOM KOHIIEPTHOM 3ajie 3arpe6a — XopBaTCKOM MY3bIKaJTbHOM
MHCTUTYTe 1 3arpeOCKoii CMHArore, e 3ByJasa My3bIKa TaKMX KOMIIO3UTOPOB,
kak JI. CamHckuit, 1. AXpoH, A. KpeiiH, 1. CTyueBckuii, 5. JHrenb, a Takke ero
cobcTBeHHbIe TpousBenenus (. Kunop / A. Pormiosiep). Llenb gokiama — 3a-
(bUKCUPOBATH CJIeABI OTMEUEHHOI BhIIIIE ESTeTHbHOCTY B My3bIKOBETUECKIX
3aIMCKaXx ¥ KOHIIEPTHBIX 0030pax, a TakyKe B 0630pax JIeKIIMii ¥ paguorepenad
Ha OCHOBe M3YyuYeHMsI apX1MBOB U IOBOEHHBIX ITePUOANYECKUX U3TaHWUIA, OTTY-
OMMKOBaHHBIX B XOpBaTUy. AHA/IN3 aBTOPCKUX 3allyceii camoro PorMmiosiepa
10Ka3aj 0OCO3HAHHBI MHTEpeC K KOMIIO3UTOPaM eBPeliCKOl HallMOHAIbHOM
MY3bIKQJIbHOJ IIKOJIBI, TTOJ, BIMSTHMEM KOTOPBIX COUMHSIICH €r0 COOCTBEH-
Hble IPOM3BeleHVs, HallpaBJIeHHbIE Ha CO3/IaHMe HOBOV €BPelCKOI MY3bIKM.
Yro KacaeTcst obpa3oBaHus PoTMio/miepa B kiacce AinbbaHa Bepra, To crieny-
(bmueckoe coeHeHMe CIeJOB BTOPOJ BEHCKO IIKOJbI U eBPeiiCKO HallMO-
HaJIbHOJA IIKOJIBI B MY3bIKe OYIET MPOCIEXXEHO Yepes aHa/Iu3 HEKOTOPBIX ero
MIpOu3BeAeHMIA.

Tamapa CkBupcKas

locynapCTBEHHbIN MHCTUTYT MCKYCCTBO3HaHMS

EBreHus XasgaH

HesaBucumbln nccnegosaTtesib

EBperickas menoaus B 3anucu Mycoprckoro

(13 doHpoB PykonucHoro otgena MylkmMHckoro Joma)

B pykonmcHoM Hacimenuy Mogecta Mycoprckoro eCTb HECKOJIBKO JIECSITKOB 3a-
IACeli TTeCeH pasHbIX HAPOIOB. BO/bIIast YacTh STUX 3aIIMCeit Iy6IMKOBaIach
I.A. JTammom B 1939 rony B cocraBe [ToHOTO cO6paHust counHeHnit Mycopr-
cxoro. OmHaKo B 1osie 3peHust JlaMma 1 Ipyrux yueHbix XX Beka He 1orasa cie-
JaHHast Mycoprckum 3anuch eBpeiickoii mecHu. ABTorpad Mycoprckoro xpa-
HuTcs B PykommicHom otene ITymikuHckoro [Joma B [Tetep6ypre ¢ 1919 ropa, HO
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1o XXI Beka He IMyOIMKOBAJICS U He U3yJasics. 3a1aua JoKIaaa — MpeacTaBUThb
9Ty MeCHI0 B 3anucy Mycoprckoro, onpefennTb ee MUCTOYHUKM U SKaHPOBbIEe
ocobeHHOCTH. EBperickyio Menoanio Mycoprckuii 3amvican ot Uiby TMHIGYP-
ra. B aBrorpade crout mata 9 mas 1877 roma v momeTa Haf, HOTHBIM TEKCTOM:
«EBpejicKkasi». ITO BCETO MIeCTb TAKTOB, TEKCT IOATIMCAH PYCCKUMY OGYKBaMMU.
[TecHOTIEHME, 3aTIICAHHOE MYCOPICKIM, ITPEeACTaBIsieT c0607 TMMH «YO ribon»
Ha apaMeliCKOM $I3bIKE ¥ OTHOCUTCS K JKaHPY 3mupec (3Mupom) — cy660THUX
IMMHOB, KOTOpbIE UCIIOJHSIOTCS ;OMa BO BpeMsl ITpa3qHUYHO Tparne3bl. AB-
TOp TekcTa — Vicpasnb 6eH Morie Hamskapa. Mycoprckuii OAMIChIBAET 10/,
HOTaMMU JINIIb [TEPBYI0 CTPOdY r’MMHA, GUKCUPYST IPOU3HOIIEHME, XapaKTep-
HOe JIJIS1 TMTOBCKO-0e/I0PYCCKOTO MMaieKTa allkeHa30B. Meoaus He MMeeT
aHaJIOTOB Cpey OMyOIMKOBAHHBIX BAPMAHTOB I'MMHA «YO ribon», 1 aBTorpad
MyCoprcKoro — emMHCTBEHHbI MCTOYHMK JAHHOTO BapuaHTa. [MMH «Yo ribon»
B 3amucy Mycoprckoro BriepBbie Oy6/IMKOBaH aBTOpaMi JOK/Iaa.

MHHa MaHonoBa

MockoBckas rocynapcTBeHHast KoHcepBaTopus umeHun N.U. HYarnkosckoro
EBperickas TemMa B pyCCKOM NCMOJIHNTEIbCKOM UCKYCCTBE

(no HoBbIM JaHHbIM apxuBa [1HeBHUKa-XypHarna B.B. bopucosckoro)
EBpeijickast TeMa B Ky/IbType 3aHMMaeT 60jIbIlIoe MecTo. B Jokiiame oHa pas-
rpaHMYeHa Ha HeCKOJIbKO OCHOBHBIX JIHMIA. [TepBasi — eBpelickas Tema B TBOP-
yeCTBe PYCCKMX KOMITO3UTOPOB-KIACCUKOB XX cToneTusi. Bropas nmocssieHa
LIeJION TUIesifie €BPeCKMX KOMITO3UTOPOB. TpeThs — BBIAAIOLIMMCS My3bIKaH-
TaM-MCIIOJTHUTESIM, 3aBOEBABIIVM MUPOBOE IIpM3HaHMe KakK IpecTaBuTe-
s crpanbl CoBeToB. YeTBepTast — kuBble KoMMeHTapuu B.B. Bopucosckoro,
KOTOpbIE COfepsKaT HeM3BECTHbIE CBENEHMS KaK 06 X aBTOPE, TaK U O eBpeii-
CKUX IESATENSIX My3bIKaJTbHOTO 00pa30BaHMS Y KYJIbTYpbl. [[HEBHUK — JIETOIUCh
COBETCKOT'O MY3bIKaJIbLHOTO UCKYyCCTBa. lTHeBHMK-KypHas B.B. Bopucosckoro,
OCHOBATEJISI PYCCKOJA IIKOJIbI aJIbTa U Kadeaphl ajibTa B MOCKOBCKOI KOHCep-
BaTOPUU SBJISIETCS ITOMICTMHE KOLOM PYCCKOTO MY3bIKaJIbHOI'O MCKYCCTBA I1PO-
TSDKEHHOCTBIO 1osnBeKa (1923-1971). 9To He OObIUHBIN [THEBHMK, & XPOHMKA pa-
60TbI 3HaMeHUTOro KBapreTa MeHy BeTxoBeHa, yUaCTHUKOM U CEKpeTapeM
KOTOPOTO 6bIJT My3bIKaHT. JJAKOHMYHOCTD TEKCTA 3aK/II0YaeT B cebe OTPOMHYI0
nHudopmaronnyo chepy. [nan nccrenoanus: 1. EBpeiickas TeMa B TBOpUe-
CTBe BeJIMKMX PYCCKMX KoM1to3uTopoB C.C. ITpokodnesa u [1.[1. [llocTakoBuya.
2. M.®. TrecuH, A.M. Bernipux, A.A. KpeitH, M.C. BaitH6epr u gpyrue — miesiia
MU3BECTHBIX eBPeiiCKMX KOMITO3UTOPOB. 3. BriIatomnecst UCTIOIHUTENN U esiTe-
s kysbTypbl — A.B. Tonbaenseiizep, JI.M. Leiitaux, M.B. Onuna, 1.®. OiicTpax.
4. VluTepecHbie (GaKThl €BPEIiCKOi TEMBI B IMUHBIX KOMMeHTapusax B.B. Bopu-
COBCKOTO. 3aK/II0YEHNE : aHAIN3 MY3bIKaJIbHOM JIeTonucK JJHeBHMKA TPU3BaH
JIOTIONTHUTD OOBEKTMBHYIO0 KAPTUHY OTPOMHOTO BKJIafia €BPEICKOI COCTaBISI-
I0LIel B MMPOBOE 1 B TOM UYMCJI€ POCCUICKOE UCIIONHUTENbCKOE MCKYCCTBO.

O6ceyxaeHune

MepepbiB
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Cekuusa 5: TpagmumMoHHasa My3blka U TaHeLl, eBpeeB BocTo4Hom EBponbl
Benywas: FOgut ®purewwi HupaH

Banbtep 3es PengmaH

Hblo-Mopkekuii yHneepcuTeT, Kneamepckuit MHCTUTYT CLUA, CLLA - OAD
TaHeu 1 XeCT B Tpaamumm BOCTOYHOEBPOMENCKMX EBPEEB

AmrkeHasckuit TaHer] B BoctouHoit EBporie 06HapyKuBaeT ClusHE IBYX ITPefiesTb-
HO KOHTPACTHBIX MICTOYHUKOB Y KOHLIETILINIA, TEPBbIN U3 KOTOPBIX IPOUCXOINUT U3
paHHero COBpeMeHHOT'0 HEMeIIKOTO MOMYJ/ISIPHOTO GONIbKIOPHOTO TaHIla, a BTO-
POJi — U3 caMoii eBpeiicKoii 06IIMHbBI. He3aBMUCUMO OT IIPOMCXOKAEHNS TaHLe-
BaJIbHBIX GUTYD WIIH IaT0B, allIKeHa3CKast eBpeiickast TaHIleBaabHas ITPAKTHUKA
XapaKTepu30Baiach KecTaMy PyK M BepxHeli yacTy Tesa. [IBrkeHne B eBpeiCKOM
TaHIle OJYePKMBAIO BbIpa3UTEIbHOCTb PYK, KOTOpbIE, B CBOIO OUepe/ib, 4acTo
ObLTM CBSI3aHBbI C JKECTaMU, UCITONb3YEMBIMMU B sI3bIKE M uill. Hanbosee TUITMYHBI-
MU VIVIICKVMM JKECTaMU ObUTU «MIe0rpabuuecKier», TO eCThb «ITPOCIEKUBAIOIIE
B BO3[IyXe ITyTh M HAIlpaBJIeHNe MbICTI». JKeCTbl MOTYT OBITh KaK BhIpaKEHUEM
SMOIIMIA, TaK ¥ CPeACTBOM IPUBJIEUEHMSI PA3IMIHBIX CPEICTB BOCITPUSITUST TSI
YCUJIEHMSI CMBICTIA XyI0KeCTBEHHOTO AVICKYPCca. POCTBEHHBI SI3bIK KECTOB ObIIT
OCHOBOIIOJ/IATaIOIMM B COJIbHOM MJIM COPEBHOBATEIbHOM TaHIle tentser — OTbITHO-
IO TaHIIOpa cpey eBpeeB BocTouHot EBpOIIb. DTOT TaHel] 6bUT HEITOCPEeNCTBEHHO
CBSI3aH C 60Jiee pasBUTHIMY U BbIPA3UTEIbHBIMY SKaHPaMM MHCTPYMEHTAIbHOI
(klezmer) TaHIIeBaJIbHOM MYy3bIKM B TAKVX TPAIMUIIMOHHBIX GOpMax, Kak khosidl,
skotshne i makhetonim tants. B 3TVX CTy9astx OTIBITHBIN TAHIIOP BHIPAsKa CMbICT
MY3bIKQJIbHBIX a3 1 MX B3aMMOCBSI3Y [TOCPEACTBOM CBOMX TEJIECHBIX IBVKEHMUIA.

Mwxaanb JlykunH

NepycanumMcKunii yHUBEpPCUTET,

LleHTp nccnenoBaHus eBpenckom Mysblikn, M3pannb

My3blka xacracKOro xopoBoaa: MeX3THNUYECKUI Ananor?

[71s1 0ObsICHEHNSI TeHe3ICa JKaHPa XacUICKUX TAHIeBATbHBIX MeJIOAMI ObLTM Ipe-
JIO’KeHbI pa3ynyuHble runote3sl. B 1915 romy 10. SHrenb ykasan Ha OTIMYMSI 3TOM
MY3bIK!, COITPOBOXK/IABIIIEl MUCTUYECKUI PUTYaJT XaCUZ0B, OT YKPAaMHCKUX U [10JTb-
CKMX MEeJIOIMIf, Ha ee caMOOBITHBIN eBpelickuit xapakTep. B 1931 rony A.-11. nenb-
COH TIPeJIIONOKIAT, YTO Ha paHHe ! cTagyyi GOpMUPOBaHMSI JKaHPa, B CepeiyiHe
XVIII Beka, BaskHOJ €ro COCTaBJISIONIEN SBIISICS KOHTPAaKT — MCIIOIb30BaHMe
HeeBpeCKMX CBETCKUX MeJIOINIA B MYIeCKIX PeIUTMO3HBIX KOHTEKCTaX, Y UTO
MIPOTOTMUIIOM 3TO¥ IPAKTUKM SIB/SLTMCH KOHTpadakTsl XVI Beka eBpeeB OcMaHCKOI
uMIepun, B ocobeHHocty Mcpasns Hagskapsl. IIpy aToM VmenbcoH oTMeval, uTo
XaCMUICKMe MEJIOAMM, HATIOMUHAIOIIMEe HeeBPeiickKyie, 0ObIYHO SIBJISTIOTCS MMUTA -
IVSIMM, @ HEe 3aMMCTBOBAHVSIMIA: TIOCTETIEHHO Xacu Ibl chOPMMUPOBAIM CBOJ COO-
CTBEHHBII CTUJIb, OTIMYABLIMIACS OT COCEIHMUX TPAIULIA, ¥ TOJIIBKO Masiasi yacThb
CTapVHHBIX 3a/IMCTBOBAHHbIX HEeBPeCKIX MeJIOMIA COXPaHWIaCh. JTa TEOPUS
6bu1a BrioceacTBum yrpoiieHa M.-111. Terrypu (1937), KOTOpbIit yTBEPKOA, UTO
3a HeMMEHMEeM COOCTBEHHBIX MCTOUHMKOB PAHHSIS XacKCcKast My3bIKa OIypa-
Jlach B OCHOBHOM Ha BaJIAlIICKYI0, YKPAaMHCKYIO U «Ka3alKyo». HecMoTps Ha OT-
CYTCTBYE KaKMX-T1MO0 TOKa3aTeNbCTB, TUTIOTe3a [elrypy IpeBpaTuiIach B IIMPOKO
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pacIpoCcTpaHeHHbIlt HappaTuB, KOTOPbIN B 1990-e rofbl Hallien MofIep>KKy B Ha-
YUYHO-TIOMY/ISIPHOM bIIbMe 0 XaCHICKOM My3bIKe 1 B MoHOrpaduu A. IlInnoaxa
0 eBperickoii my3bike. M. Beperosckuii (1946) oTMeTMI TECHYIO CBSI3b XaCUICKUX
MeCHOMEeHMI C MHCTPYMEHTAJIbHO Kiie3Mepckoi My3bIKOiA. I1. @enToH (1997) yka-
3aJ1 Ha MHOTOUMC/IEHHBIE TTapaJIIei MEXKIY XaCHUACKM XOPOBOIOM M CYPUICKIMM
TaHLIAMM ¥ HA BO3MOXKHOCTb TeHeTUUECKOI CBSI3Y MeXAy HuMK. COBpeMeHHbIe JC-
C1ef,0BaHMS II0 UCTOPUM XaCUIM3Ma,  TAKKe CPAaBHUTENbHbII aHA/IN3 XaCUICKUX
MeJIofVii O3BOSIIOT CKOPPEKTUPOBATh HEKOTOPbIE M3 ITUX IMIoTe3. X KpuTnde-
CKMii TePecMOTP 1O0Ka3bIBaeT, UTO MEKITHUUECKMIT MYy3bIKaJIbHBIN IMaIOT UTPa
JIIIIb CKPOMHYIO POJTb B (DOPMMPOBAHMY XaCUICKOI TaHIIEBATBHOM MYy3BIKM.

XaBa LLmyneBun4-BaHHMKOBa

Xandckunm yHuBepcuTeT, N3pannb

K Bonpocy BocnpuaTtns n GyHKUMOHMPOBaHUSA

€BPENCKOro U HEEBPENCKOro B MUPE XaCUOCKOW My3bIK/

B xacuickom My3bIKalIbHOM perepTyape acCyMMUIMPOBaNIoCch MHOKECTBO MeJIONI
U TIeCeH U3 HeeBPEeCKIUX VICTOUYHVKOB. B HacTosIIEM I0KIazie 6YayT pacCMOTPEHBI
BOIIPOCHI €BPEJICKOTr0 ¥ HeeBPeJiCKOro B XaCKCKOM My3bIKe C TOUKM 3PeHNS YUeHMs
XacuayusMa u ¢ y4eTOM XaCUICKUX MpakTUK. CliefyeT OTMEeTUTD, YTO XacHIaMy da-
CTO TIPAKTUKOBAIUCH CTIEIU(BUIECKIE CTIOCOOBI AKKYMYJISIIMY MHOHAIVIOHATbHbIX
37IEMEHTOB, HECBOICTBEHHBIX (DOBKIIOPY APYIMX eBpeiickux obuyH. Tak, IecHu,
3a)MCTBOBaHHbIE XaCUIaMM U3 IPYroji HaLMOHAIBbHOM KY/IBTYPbI, KaK IIPaBuIo, CO-
XPaHSIOT MCXOMHBIN (HeeBPEeIICKMIN) SI3BIK, OMHAKO TEKCT UX MepepabdaThIBaeTCst 60
MIPOCTO PEUHTEPIIPETUPYETCS. 3aMMCTBOBAHHBIE MEIOIUY 0OBIYHO He MEHSIOTCS
MHTOHAIIMOHHO, HO 06PETAloT CrienMpuueckuit XacuacKuil KOIOPUT 3a CYET 0c060ii
ApTUKYJISILIMI; B HEKOTOPBIX XKe CIIydasix MOXKeT COXPaHSAThCS AaKe apTUKYIISILVS He-
eBpeICcKOro mepBouCcTOYHYKA. TakuM 06pa3oM, B CYITHOCTH, J1T06ast MeIOAMS B Xa-
CUII3Me MOKET BOCIIPYHMMAThCST €BPEFICKO PV OTIpe/ieleHHbIX 00CTOSITEbCTBAX.
V 9T0i1 MPaKTVUKM €CTh TEOPETUUYECKOe 000CHOBAHME, i OHO CBSI3aHO C KOHLIETIIIME,
B UeM-TO aHAJIOTMYHON MOHSITUIO PU30MOPGHO CTPYKTYPhL. Peub 0 BOCTIpUSI TN
MY3BIKY KaK TAKOBOJ B KAUECTBE PACCeSTHHBIX B MM pe (HhparMeHTOB XPaMOBBIX T1eC-
HOIIeHWI1 — CTPaHCTBYIOLIMX, MEHSIOIIMXCS 0 Hey3HaBaHUsl, CYLIeCTBYIOLIMX B OCKO-
JIOYHOM B [ie MeJIOL VA, JaBHO OTOPBAHHBIX OT CBOET'O IIePBOVCTOYHMKA. Ta TeOPUS,
CBsI3aHHASI C KOHIIETIIMel «M36aBIeHNs] MeIOOVN» U U3BJI€UeHVSI UCKP CBSITOCTH,
KaCaroIencs Kak MeJIOAVH, TaK U S13bIKa, [TOTy4YaeT CBOe IPAaKTUUYECKOe BhIPAKEHe
B OTHOILIEHMY XaCMUI0B K MYMPOBOI My3bIKe ¥ TPUBOLUT K aKTMBHOMY U Lie/leHaIpaBs-
JICHHOMY aCCUMMWIMPOBaHNIO HeeBPeyCKMX IeceH (TeKCTOB Y MeJIOAMIA) B XaCUICKOM
periepryape. Beib y KaX10¥i IeCHM M MeJIOAMY €CTh II0TEHLIMAI CTaTh €BPENCKOii —
6bITb 06pAIeHHO Ha CTykeHue Bory, MCTIOMHATD QYHKIVIO TPOBOTHMUKA MEKIY
YeJIoBeyecKoit Tymoi v BoskecTBeHHbIM HauaIoM, TPUOIMKATh HACTYTIIEHNE MeC-
CMAHCKOJ1 310X, EBpeicKmii XapakTep MecHM, CTAHOBUTCS, TAKUM 006pa3oM, CyOb-
€KTMBHbBIM [TaPaMeTPOM, OTPaKaIOIMM JIMYHBIN HACTPOVL €e UCTIOMHUTEIS.

O6ceyxaeHune

MepepbiB
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Cekuus 6: EBperickasg MAEHTUYHOCTb
rnasamu MysblKkaHTa U UCcniefoBaTens
Benywuin - Banstep 3eB GengmaH

Mapwa [y6pos

AmepuKaHcKas Teonornyeckas akagemusi, Hoto-Mopk, CLLA

OT MMMUrpaHTa K MHcangepy.

YHu1KanbHoe nyTelecTsre KoMnosunTopa v aupmxkepa Jlazapsa BanHepa
Iloxsiaz oCBsIeH aMmeprKaHCKOMY ITyTeniecTBuio JIazapst BaiiHepa, mporiies-
LIEero My Th OT MOAPOCTKa-UMMUTrpanTa n3 Poccuu Havana XX BeKka 10 MOYTeH-
HOTO JesITeJIST KYJbTYPhI B MUPe aMePUKAHCKOI €BPeiiCKOi OOIIMHHOI My3bI-
KU KaK PeJINTMO3HOM, TaK U CBETCKOI. Moe m1ccienoBaHne OCHOBAHO ITIaBHBIM
06pa3oM Ha MaTepuaax, COOpaHHbIX B apxuBax VIHCTUTYTa eBPeMCKMX MC-
cneposanuii B Holo-Mopke (YIVO), cBSI3aHHBIX C JAHHBIM €BPeiiCKUM MY3bl-
KaJIbHO-KY/IbTYPHBIM (peHOMeHOM. Kosutekiiusi, cobpaHHast B Te4eHme BCeit
XKM3HU camuMm BaiiHepom, 3aTem nogapeHHast YIVO B 1974 romy v Biocie[-
CTBMM KaTaJOTU3MPOBAHHASI MY3bIKQJIbHBIM apXuBapuycoM YaHoii MinoTek,
COIEPKUT PYKOITMCHU U OITyOIMKOBAaHHbBIE TPOM3BeIeHNs BajiHepa; pykomcyu
¥ U3JaHHbIe TIPOU3BeeHMS IPYTUX eBPefiCKUMX KOMIIO3UTOPOB, C KOTOPHI-
MM OH OOGII[AJICS ; OGIIMPHYIO IIEPEITMCKY Ha MOMII, PYCCKOM M aHTJIMIICKOM
s13bIKaX, B OCHOBHOM C €BPeiCKMMM KOMITO3UTOPaMU-3MUTPAHTaMMU, U — Ca-
MOe VIaBHOE — KOMIMY ITPOrPaMM BCeX MY3bIKaJIbHBIX MEPOTIPUSTU, KOTOPbIE
BaiiHep cosmaBan ¥ MPOBOAMIT; HAKOHEII, ITPOTPaMMBblI JIEKIIUIA ¥ KOHIIEPTOB
Ha 92-71 aBeHI0 1 Bceit ctpaHbl 1 KaHampl. Takske paHHME aTbOOMBI C BbIpe3-
KaMM, CofiepsKaliyMy GOJIbIIIOe KOJIMUECTBO cTaTelt M 0630p0OB KOHIIEPTOB,
60s1b1IIelt YaCThIO Ha SI3bIKe MAMIIL 5] TaKKe MpUBeIy COOCTBEHHbIE BbICKa3bI-
BaHMs BaliHepa 0 TOM, KaK OH IT03HaKOMMWJICS C €BPeiiCKMMM KOMIIO3UTOpa-
My CaHKT-ITeTepOyprcKoro o61ecTBa, PSIIOM POCCUIICKMX KOMIIO3UTOPOB,
BKuTIouas JIxko3eda AxpoHa, [Ixkoas durens, Anekcanapa Kpeitna u Mowucest
MubHepa, KOTOpbIe OKa3aiu ITyOOKoe BIMSHYE Ha TIPUBSI3aHHOCTD BajiHe-
pa K mpodeccroHaNIbHO eBpeiicKoit My3bike B AMepuKe. JJOKIIa, O TBEPXK-
JlaeT Mpoliecc MUTpaLuy U TpaHchopMalu eBpeitcKoit My3biky 13 Poccun
B AMepuKy B Hauaje XX BeKa, JeEMOHCTPUPYET HEOObITHBIN YHUKATbHbIN
TaJIaHT PyccKoro smurpaHTa Jlasapsi BaliHepa Kak KaTajn3aTtopa eBpeiicKo-
aMepMKaHCKOTO KY/IbTYPHOTO (heHOMEHA, OXBAThIBAIONIETO COBEPIIEHHO pa3-
HbIe MUPbI aMePUKAHCKOTO pe)OPMUCTCKOTO MyJan3Ma — OT My3bIKaJTbHOTO
pykoBoauTess LleHTpa/ibHOV CMHATOT'M, TOBOPSIIIEro Ha UANIIL, MU HOBOTO €B-
peiickoro uMmurpaHTa u3 Bocrounoit EBporibl M Poccuu g0 My3bIKaJIbHOTO
pyKoBoauTess Xxopa Pabouero Kpyskka.

HOanT KosH

Mopkckuin yuusepcuteT, TopoHTo, KaHaaa

Barnsag Ha eBpencKkyto MAEHTUYHOCTb CKBO3b aBTO6MOrpadmio

Ha npoTsbkeHUM BCeil Moeli MccieioBaTeIbCKO Kapbepbl, BBICTYIJIEHNS, TIpe-
MOJlaBaHe 1 ITyTEIIeCTBIUS ObUIV Hepa3pbIBHO ITePEIIETEHbI, 1JIST MEeHSI ObLIO
6Bl HEMBICIIMO JIeJIaTh UTO-TO OJHO 6e3 npyroro. S BeIipocsia B MoHpearte,
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KBebeke, KaHazie, B eBpeiickoM oMe ¥ OOIIMHe alllkeHa3!, B TOTIalIHeM 1Ipe-
MMYIIECTBEHHO (DPaHIIy3CKOM KaTOIMUYECKOM 001IecTBe. My3bIka CMHAroru,
C OIHOV CTOPOHBI, M MYy3bIKa HAllIeTO CBETCKOTO eBPeNiCKOTro JIeTHEro jiare-
ps1, C IPYTOii, 6BV YacThio GOPMMUPOBAHMS MOEI MY3bIKAIbHOI U JIMUHOT
UIEHTUYHOCTU. B jlarepe Mbl yUM/Iu KaK M3pauabCKue MecHu, Tak U eCHU
aMePUKaHCKOTO JBVDKEHMS 38 IPaKAaHCKME TIPaBa, a TAKKe JIerKue apogun,
KOTODBbIE eTU CO3JAI0T U eJISITCS UMY BAA/IM OT HaZ30pa B3POWIbIX. B TO ke
BpeMs 51 u3ydasia bpaHily3ckie KaHa[CcKye TTeCHM, CTapble TeCHU 13 AHIIUMU
u lloTnananm, a mo3xe cpegHEBEKOBYIO MY3bIKY ¥ MY3bIKY, YCIBIIIAHHYIO BO
BpeMs mmyTemiecTBuii o Vicrnanuu, [lopryranmum u bankanam. [1o3xe, y3HaB
0 cehapACKIX TIECHSX, ST TIOHSJIA, UTO B 3TOM perepTyape COYeTanCh MHOTHE
My3bIKaJIbHbIE 3JIEMEHTbI, KOTOPbIE yyKe CTaau YacTbl0 MOel TnyHoCTU: Mc-
nanus, [Topryranns, bankausl, CpenHeBekosbe, Typiyst, MapoKKo — 1 TO, UTO
51 6blIa €BPEiKOIt B KaTOMMUECKOIL cpene. B mokiaze st 06¢cyskaao rneperere-
HMe Moeii TMYHOI 1 TTpodecCcMoHaNbHOM, a TaKKe TMUYHO 1 My3bIKaJIbHOM
UAEHTUYHOCTU BMECTE C IpMMepaMy U3 MOUX UCUIeA0BAHNUI Y KPAaTKUMU
TIpMMepaMy VICTIONMHSIEMOT My3bIKM, KOTOPast chopMMUpoBaa 1 Bcerna oymeT
MIPOJOJIKATh GOPMUPOBATH MEHS Ha MPOTSKEHUY MOeI SKU3HM.

Ouckyccus
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MatHuua, 21 Mas
EBpenckoe nckycctBo. OT TeoOpumM K NpaKTuKe
MpurnawexHne B Zoom

Cekuumsa 6: MeToabl ¥ NOAXOAbl
Benywmnin - Bnagucnas iBaHoB

Mnbs Popos

YHuBepcutet bap-MnaH, N3pannb

MeHsto Teneckon Ha MUKPOCKoM,

nnn 3a4em onpenensaTb EBPENCKOE NCKYCCTBO?

PasBuBivch B XIX Beke, pPOMaHTUYECKOE TMpeficTaBieHre 06 0co60M TICK-
XOJIOTMYeCKOM XapaKTepe ¥ OTIIMYUTEIbHOM XYA,0KeCTBEHHOM SI3bIKe KaXK-
JLOJ HaMM 10 CUX T10P BJLOXHOBJISIET IIOVICKY YHMBEPCAIbHBIX KPUTEPUEB €B-
pevicKoro McKyccTBa. HayuHbIl MO3UTUBMU3M MOOYKIaeT BhIpaboTaTh YeTKOe
ompeziesieHMe U3ydaeMoro oobeKkTa. ViccienoBanys BU3yaJIbHOTO BhIPASKEHNS
€BPeicKOro caMOCO3HaHMsI B pa3Hble BpeMeHa 1 B Pa3HbIX CTPaHaX PacKkpbl-
BAIOT T’MOPUIHYIO ¥ MHAMWYHYIO IPUPOJY 3TOTO UCKYCCTBA. [J1s1 TOHUMaHUS
BU3YaJIbHBIX IIPOSIBIIEHNII eBPEJCKO KyJIbTYPhI B KOKIYIO SII0XY U B K&KLOM
MecTe, TpeOYIOTCSI BCSIKMI pa3 MHbIe aHATUTUIEeCKMe MHCTPYMEHTBI.

Nnausa Yakosckas

locynapCTBEHHbIN MHCTUTYT UICKYCCTBO3HAaHUS

Kak MeHsinca noaxon K eBperiCKOMY n306pasnTesibHOMY MCKYCCTBY?

Ha npotspkennn XX BeKa MEHSUICS ITOIXO[ K €BPeiiCKOMY 1300pasuTeIbHOMY
McKyccTBy. [IlaHOMepHbIe pacKOIKH, TPOBOAVIMbIe B V3pane, nesiTeabHOCTD
LlenTpa eBpeiickoro mMckyccta Mepycanmmckoro yuusepcureTta 1 EBpericko-
ro my3es B Mepycaime OCTOSIHHO MEHSIIM KaPTUHY eBPeliCKOT0 MCKYCCTBA.
B moxnaze s mocMoTplo, € Kakoi Iapagurmon n3ydeHue eBpeiickoro UcKyc-
cTBa nmojouwio K XXI BeKy 1 Kakoi MoAXo/, TOCIIOICTBYET B HACTOSIIIee BpeMs.

O6ceyxaeHne

MepepbiB
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Cekumsa 7: ICKyCcCTBO cuHaror n Mmkporpadmka
Bepywas - 'lngna YakoBckas

Mpuropun Wannpo

HOXHbIN defepanbHbIi YHUBEPCUTET

ApxuTekTypa cuHaror PoctoBa-Ha-[loHy 1 TaraHpora B acriekTe
06LLEeeBPONENCKMNX TEHOEHLUNI €BPENCKOro KyIbTOBOro 3044ecTBa

Iloxmap oCBsIeH KOMILJIEKCHOMY MCCIeJOBaHUIO TAKOTO MaIoM3yuyeHHOTO I1/1a-
CTa MaTepuaabHOM KyJAbTYPbI MyfeeB tora Poccuu, Kak 3ganns cuHaror. Jloknag oc-
HOBaH Ha IPOBEIEHHOM aBTOPOM apXMUTEKTYPHOM aHajM3e ABYX COXPaHMBIINXCS
Y IBYX YTPAY€HHBIX IaMSTHUKOB BTOPOJ T0NM0BMHBI XIX — Havana XX Beka, pac-
ToNoskeHHbIX B PocToBe-Ha-[loHy 1 TaraHpore. OCHOBHASI 11€JTh — BBISIBUTH 0COOEH-
HOCTY (OPMMPOBAHMS ¥ Pa3BUTHSI CMHATOTATbHOTO 30IUECTBA PETMOHA BTOPOI
mooBuHbI XIX — Hauasa XX BeKa B KOHTEKCTe 061eeBpOIIeiicKoit 1 061epoc-
CUICKOVi CMHAroraJbHO apXUTeKTYPbL. B 4aCTHOCTH, paCKPbIBAIOTCS TPUHIUTIBI
pasMeleHys 3IaHNIi CMHATOT B CTPYKType TOPOJCKON 3aCTPOIKM; ONIPeeIsTIOTCS
3aKOHOMEPHOCTY (GOPMMPOBAHNS TTAHVPOBOYHO-IPOCTPAHCTBEHHBIX, 00BEMHO-
KOMITO3UIIIOHHBIX I KOHCTPYKTMBHbIX pellleHnii TaMsITHUKOB. [IpejiaraeTcs ux
K1accubukanys. B mokiaze pacKpbIBalOTCs BOIIPOCHI BhIGOPA CTUMIMCTUUECKOTO
perreHus M GOPMUPOBAHUS aPXUTEKTYPHO-XYIOKECTBEHHOTO 06pasa B acIieKkTe
0011IeeBPOITENCKMX TeHIEHIIMI peOpMIMU3Ma U TeUeHMIT BhIOOPA HALMOHAIBHOTO
€BPeliCKOro CTUIIA, CyIeCTBOBABIIMX BO BTOPOI MosoBKHe XIX Beka B Poccuiickoii
uMIepun. AHaJI3 PoBeieH Ha OCHOBaHMM IpaduyecKuX U TEKCTOBBIX MaTepya-
JIOB, TIOJTyYEHHBIX aBTOPOM KaK B pe3ysbTaTe paboThl B apxuBax (TocymapcTBeH-
HbIii UICTOPUUECKUIT apXUB, apX1B POCTOBCKOI 061acTH, apxuB LleHTpa eBpeiickoro
uckyccTBa EBpeiickoro yHuBepcuTeTa Mepycannma), Tak U B pe3y/bTaTe MoaeBbIxX
paboT 1 aBTOPCKUX 0OMEPOB.

AHacTacus baykoBa

JTbBOBCKWIA HaLMOHaNbHbIM YHMBEpPCUTET MMeHM MiBaHa ®paHko, YkpaunHa
Mo3avkn cMHaror BOCTO4YHbIX PUMCKUX MPOBUHLINNA:

MeXay NCKYCCTBOM, NOJINTUKOWN N YTUINTAPHOCTbIO

OnHyM 13 BUIOB L,eKOpaTUBHO-TIPUKIIALHOIO MCKYCCTBA, KOTOPBIN LIVPOKO UC-
I10/Ib30BAJICSL B PUMCKOE BpeMs], SIBJISTIIOTCSI MO3aMKM. Pa3inuHble pUCyHKM, Op-
HaMeHTaJIbHbIE 1 CIOKeTHbIE KOMITO3UITMY YaCTO BCTPEYAIOTCSI B 0DOPMIIEHUN
BHYTPEHHET0 YOPaHCTBA IPasKIaHCKUX VI PEJTUTMO3HBIX 30aHNii BO BceM Cpeny-
3eMHOMOpbe. PacmipocTpaHeHme MO3aluK B per1MoHe 6bUI0 OGHUM M3 BIAVSIHUI
PMMCKOVi KYJIBTYPBI Ha HaceJleHyie BOCTOYHbBIX IIPOBUHILMIA ¥ TOMOTeHU3aLUI0
3CTeTUYECKUX BKYCOB. B 9T0 ke BpeMs1 TpomCcXoauT Hanboee akTMBHOE CMe-
IIeHYVIe Ky/IbTOB ¥ YXOBHBIX IIPAKTHK. PacpocTpaneHe Mo3anqHoro ohopm-
JIEHUS B CMHATOTaX Ha TePPUTOPUM IPOBUHITMIT A3ust 1 Vynest 6bIIO He TOJTb-
KO JIJaHbI0 MOJIbI. AHAJIM3 M300paskeHN T yKa3bIBaeT Ha UaCTO YTUIUTAPHBIIA,
a He CaKpaJIbHBIN MPUMHLINII ITog60pa M3obpaskeHMit. Byayun mamMsTHUKaMU
€BPeiCKOro CakpaJbHOI'0 MCKYCCTBa, MO3aMKM CMHArOT OLHOBPEMEHHO SIBJISI-
I0TCST TPEKPACHBIMM MCTOUHVKAMMY [/ U3YUeHUST aHTUYHON MUGBOIOTUN. ITO
06CTOSITENBCTBO MTOSHMMAET Mepes] UCCIIeI0BATeISIMY BOIIPOC 006 STHMYECKOM
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COCTaBe IeliCTBUTE/IbHBIX UJIM TUIIOTeTUYECKIX TTI0CeTUTeel cMHaroru. Benb
Ha TePPUTOPUM, HATIpUMep, A3y Takoe 0hopMIeH e, COTJIACHO PUMCKMUM 06bI-
yasiM, He TO YTOObI COMIeICTBOBAJIO MTPUBJIEUEHNIO HOBBIX ITOCBSIIEHHBIX, HO
YUUTHIBAJIO OCOOEHHOCTY CUTYaIMM B pervoHe. Hammume Mmudonornueckmx
CIOKETOB B 0D OPMJIEHMM CMHATOT TOBOPUT TaKkke 06 0CBeIOMJIEHHOCTY Ma-
CTEepPOB He TOJIBKO B 0COOEHHOCTSIX CBOEJ PEJTUTHM, HO ¥ B TOHKOCTSIX aHTUYHO
MUQOIOTHA. ITY ACTIEKTHI TO3BOJISIOT 00CYKIATh CUHKPETU3M eBPeiicKoro yc-
KYCCTBa Ha TEPPUTOPUM BOCTOYHBIX IPOBUHLINIA, IBVKYIIME MOTHBBI TTOSIBJIE-
HUSI PUMCKUX MUGPOIOTUUECKIX CIOXKETOB ¥ PUMCKMX ITPAKTUK B 0POPMIEHUU
CMHAror Ha TePPUTOPUY COBpeMeHHbIX Typuimu u U3pansis, ryoske MOHSITh
TIPOIIECCHI KYTbTYPHOTO B3aMMOEICTBIS B (hopMaTe «MMITEPHUSI — TIPOBVHIIVSI»
" QYHKIMM eBPeiCKOT0 MCKYCCTBA B COLMATbHO-KYIbTYPHOM ITPOCTPAHCTBE.

EkaTtepuHa benkuHa

MHCTUTYT BOCTOYHbIX pykonucen PAH, CaHkT-IMNeTepbypr

Mwuikporpadus 1 He-M1Kporpadpus B CpeIHEBEKOBbIX €BPENCKMX PYKOMUCHAX
(Ha Nnpumepe KoaekcoB U3 cobpaHua NBP PAH)

Muxkporpadusi B CpelHeBEKOBBIX €BPEViCKMUX PYKOITUCSIX BBITIONHSIET iBe (PyHK-
MU XYIOKeCTBEHHYIO — uepe3 JeKopaTuBHoe ohopMIeHNe OCHOBHOTO TEKCTa
nucTta — 1 1HGOPMaLMOHHYIO, TaK KaK caM JeKOP SIBJISIeTCSI TeKCTOM. Y eBpeii-
ckoro nepernucyyka B CpeHue BeKa He 6bU10 HEOOXOAMMOCTY UCIIONIb30BaTh
MMKpOTpaduio B KaueCcTBe eAMHCTBEHHO BO3MOXKHOTO 0(hOPMIIEHNST TEKCTA.
B omHOM KoZieKce Mbl BCTpeuaeM ee NnapauielbHo ¢ WITIOMUHUPOBAaHMEM CTPa-
Hutl (Codex Leningradensis 6ymeT caMbIM 3HAMEHUTHIM TOMY TIOATBEPKIEHUEM,
Ha Halll B3IJISIZ), TO3TOMY BPSII I MOXKHO TOBOPUTH O TOM, YTO MUKpOTpadms
CUMTANACh «BBIXOJOM U3 CUTyallu» B OTHOIIeHMM Bropoii 3anoBeau (Mcx. 20:
3). OgHako MUKporpadwust 6pu1a TeM BUIOM 0DOPMIIEHVS PYKOTIMCY, KOTOPBIi
6bIT JOCTYTIEH CAMOMY ITePENMCYNKY U He TPeGOBaJI OT HEero JOTOTHUTEIbHBIX
HaBbBIKOB U MIPUIIOKEHMS YCnii. MUKRporpadms — 3TO OTpeesieHHOe Hapy-
IIeHye KaHOHA PaboThI MUCIIA, TIOTyYaeMoe B pe3yJibTaTe M3MeHeHUs OYKB,
B 00513aTeIbHOM TOPSIZIKE C YMEHBIIIEHMEM UX pa3Mepa U OTXOAA OT CJIeI0Ba-
HUSI CTPOKE C M3HAYAJIbHOII 3a[yMKOJ 3TOr0 M3MeHeHus1 Mactepom. O6paTum
BHMMaHMe, UTO UCKITIOUeHVe JTI060TO 13 ITUX IBYX ITYHKTOB aBTOMATUUECKU
JIVIIAeT HaC BO3MOKHOCTY TOBOPUTH O MUKpOrpadum Kak XyJ0KeCTBeHHOM
odbopmaenuy pyromnmcu. Ecim peub 0 Mukporpadum Kak crocobe dukcanym
TeKCTa B PYKOMMCSIX Majioro hopmata, ToO OHa He MOKET CUUTATHCS CTI0OCOO0M
JIleKopupoBaHMsl. Eciy ke M3MeHeHMe CTPOKM He MOAKPEIIEHO U3MEHEeHEM
mpudTa uiam pazmepa 6yKB, TO Hanbosee KOPPEKTHO ObUIO Gl HA3BATD TAKOM
By Kanmurpacdueit. B mokiae Ha mpuMepe eBpeickuX pyKomuceit B KOJUIeK-
1y THCTUTYTa BOCTOUHBIX pyKomceii PAH GymyT mokasaHbl JaHHBIE VI3Me-
HeHMsI GUKCAIMU TEKCTA C TOUKYM 3peHMSI Iajieorpadui ¥ CIOKHOCTH B OTIpe-
JleJIeHM MUKPOTPaduy, ¢ KOTOPBIMY CTATKMBAETCS MCCIeIOBATEN.

11.30 O6eyxaeHne

11.50 TepepsbiB
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Cekums 8: EBpenckumin Teatp
Benywmnin - leHnc BupeH

Bnapucnas ViBaHoB

locynapCcTBEHHbIN MHCTUTYT NCKYCCTBO3HAHMS

Y70 3HAYUT BGbITb EBPENCKMM TEATPOM?

CyliecTBeHHYIO POJIb B CyIbO€e €BPeiicKOoro TeaTpa Chirpaia mpobaema ABysi3bi-
Yyl — OHA TOJIbKO Ha MePBbIii B3MIS]] UMEEeT Majioe OTHOIIEHME K COOCTBEHHO
TeaTpasbHON MpobieMaTnke. BoIGupast MesKLy UIAII ¥ UBPUTOM, BBIOMpAIU
pa3Hoe MOHMMAaHMe KyJIbTYPHON TPaguIMK U Cyab0bI eBpeiickoro Hapopa.
Vnest TeaTpa Ha MBPUTE, alleJUTUPYIOIIETO K QYHIaMeHTaTbHbIM JTYXOBHBIM
LIEHHOCTSIM ¥ CITIOCOOHOTO CTaTh MHCTPYMEHTOM KYJIbTYPHO-HaIVIOHATBbHOM
umeHTUdUKaIMM, CTaaa IBOMHBIM arodeo3oMm, MOYBbI 1 6ECITOYBEHHOCTH.
Camo cymiecTBoBaHye «[abyMbI» CTAJI0 POMAHTUUYECKMUM BbISOBOM MIPUHIIN-
Ty pPeaibHOTO ¥ BO3MOXKHOTO. B oTcyTcTBUE TTOUBBI «[abume» ITpefCcTosiio
CaMoJi CTaTh IIOYBOJi. [a6MMOBIIbI XOTEJIN «3a0bITh» O MECTEUKOBOJ JKM3HM,
T10 KOTOPOJi 6eCITpaBHbIN ¥ YHUKEHHDIN eBpeii OpeieT, IIsAs cebe 1o HOTH.
B 616eiickuX CloskeTax OHU BUe/IM BO3MOXKHOCTD BBIBECTH Ha CI[€HY eBpes],
TBEPJIO CTOSIIIEr0 HA CBOEI 3emiie, IVISIASIIEro B He6o, 6pocarolnero BbI30B
6ory. TOCET, BpIGMpast MOuII, BEIGMPAT AMACIIOPY KaK MCTOPUYECKYIO CYIb0Y
" XM3Hb MeCTeYKa Kak MaTepuas TBopuectBa. Abpam Idpoc, OovH U3 Ueo-
JIOTOB €BPEeNCKOro KyJIbTYPHOTO BO3poxkaeHus u pykoBoauteneii TOCETa, Bbi-
IBUHYJI CIEOYIONTYI0 (hOPMYITy HOBOTO eBPeiiCKOTo MCKyccTBa: «Harero scre-
TUYECKOTO BO3POSKAEHNMS UV He OyIeT BOBCE, UV OHO B30IIeT Ha TeX 5Ke IBYX
KOPHSIX, Ha KOTOPBIX BCXOAUT BCe MUPOBOE MCKYCCTBO COBPEMEHHOCTHM — Ha
MOJEepHM3Me ¥ HapOIHOM TBOpUecTBe». Ha MpoTsskeHun mecsstuietus [pa-
HOBCKMIt CPeJICTBaMU MOJIEPHMCTCKOTO MCKYCCTBA GUKCUPOBA XKMU3HB IITET-
J1a KaK YXOJSIIYI0 HAaTypy. A MeXIy TeM Xy 0KeCTBeHHasl [IPaKTHKa CJI0XKHee
1 6oraye JIIOOBIX IIPOTPAMMHBIX YCTAHOBOK. Tak, «I'agnbyk» C. AH-CKOTO B ITO-
cra”HoBKe EBrenys BaxraHrosa cTaja CMMBOJIOM, CBOEro pona «Haikoii» Teat-
pa «T'abumar». Mexxny Tem «'agubyK», Ha MePBbIii B3IVISIA, HE UMEJT HUKAKOTO
OTHOILIEHUSI K 61bIIeiicKoMY TeaTpy. MaTepuasiom Jjis beChl MOCTYKIIa Ta
camast JKM3Hb MeCTeuKa, KOTOPYI0 rabMMOBIIbI XOTEU «3a0bITh», BHITECHUTh
BeJIMKOII 616elicKoii uctopueit. «[agyubyK» — CIIeKTaK/Ib He 616/1e/iCKOTO CIo-
skeTa, HO 616/1eiiCKOro BUAeHMs 1 61106/1eiicKOoii 60u.

Onbra JleButaH

Tenb-ABUBCKUIN YHUBEPCUTET,

EBpenckumn yHneepcutet Nepycanuma, N3pannb

Ouanoru ¢ npownbiM: npob6aeMaTrka $opMnpoBaHms

HauMOHaNbHOro penepTyapa B U3paniibCKOM TeaTpe

[uanornyeckoe MbIlJIEeHNE — OGHA 3 COCTABJISIIOLINX €BPEeICKO MHTEeJIIeK-
TyaJabHON Tpasuuyn. JIoKiaz rnpejjaraeT aHaIn3 AByX pelrepTyapHbIX Ha-
MpaBJIeHNI U3PaUIbCKOTO TeaTpa KakK OIbITOB uaiora ¢ mpouuibiM. OqHO 13
9TUX HalpaBJIeHUI CBSI3aHO C IOCTAHOBKO UAMIICKON IpaMaTypruu, nepe-
BeJeHHOI Ha UBPUT, IPYTO€ — C TIOCTAHOBKO 6161eiicKoit Apambl. B mepBom
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cydae peub O Juajore ¢ «6imiKHel» HallMOHAIbHO MCTOPYel, BO BTOPOM —
C UCTOpUEN JaneKoii.

FannHa Snunacbepr

Poccuinckuni rocynapCTBeHHbIN ryMaHUTapHbI YHUBEPCUTET
HauvnoHanbHoe TeaTpanbHOE MCKYCCTBO B OTPaXXEHUN

«JlekcmnkoHa eBperickoro Tearpa» 3anmeHa 3unbbepupanra
[IlecTMTOMHBIN «JIeKCMKOH eBpeiickoro Teatpa» (Leksikon fun yidishn teatr,
1931-1969), My6IMKOBABIIMIACS Ha SI3bIKE MIMII Ha MTPOTSDKEHUM TPEX AeCs-
TUJIETHUIA, He TOJIbKO aBTOPUTETHBIN U 0 CUX MIOP HENPEeB30VJeHHbI ICTOUHMK
JL7IS1 VICCTIelOBaHMIt Kak TeaTpajabHOM UCTOPUN B LIeJIOM, TaK U JesTeTbHOCTU
OTZIe/bHBIX KOJJIEKTUBOB, IPaMaTyproB, akTEPOB, PEXXUCCEPOB, MY3bIKAHTOB,
XYIOKHUKOB, aHTPeNpeHepoB. ITO U3[aHMe CITYKUT Takke BaKHbIM MaTepua-
JIOM [1J1S1 MU3YyUeHMsI TIOAXOI0B ero [IaBHOTO peJakTopa 3ajMeHa 3uabbepiiBaii-
ra (1894, O3opxoB — 1972, Jloc-AH/Kenec) 1 ero Kojuler K MIOHMMAaHUIO TeaTpa
KaK MHTEerpaJbHOM 4aCTU €BPelCKOl HalMOHAJIBbHOM KYIbTYPBbI, €T0 UCTOKOB
B HAPOJHOM MCKYCCTBE. OTOT TPYJ, BO MHOTOM OTPa3wI IPeACTaBIeHNs 3. 3WIb-
6epIrBaiira 0 MMpPOBOM €BPEVICKOM TeaTpe, pa3BUBABIIEMCS B CTpaHaX EBPOIILI,
Awmepuku, ABctpannu 1 Mi3panse, MOHMMaHMe ero MHOTOSI3bIUHOTO XapaKkTepa;
B IIeHTpe onucaHus «JIeKCMKOHa» — UCTOpMS TeaTpa Ha UAMIIL M eT0 HeIPOoCTast
cymb6a B XX Beke, 0TpasuBIIIast CIOKHbIE MOIEPHM3AIVIOHHBIE ITPOLIECCHI ITep-
BbIX IecITuieTHii XX BeKa U Tparmyeckye coObITHSI X0JI0KOCTa; POsib TeaTpa
B COXpaHEeH!M HAl[MOHAIbHO UAEHTUIHOCTH. [IoaTBep>KaeHeM aKTyaIbHO-
CTU 9TUX MTOJIXOJIOB B HACTOSIIIIee BPeMS SIBJIIeTCST paboTa KOJUIeKTMBA TIOf, PY-
KoBoLcTBOM CTMBeHa JIacKu 110 nepeBofy craTtei «/IeKCMKOHa» Ha aHIVIUIACKMIA
s13BIK, pa3MelliaeMbIx Ha ropTtaje «Museum of Family History».

O6ceyxaeHne

MepepbiB

15.00

15.15
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Cekuumsa 9: VICKycCTBO 1 B3aUMOAENCTBUE KYIbTYP
Benywmnin - Unes Popos

[eHunc BupeH

locynapCTBEHHbIN MHCTUTYT UCKYCCTBO3HaHUS

CseTtnaHa lNaxomoBa

MockoBcKasi BbiCLUAs LLKOJa COLManbHbIX N SKOHOMUYECKNX HayK
EBperickne an66yku - NONbCKNE AEMOHbI

(0 dunbme «demoH» MapynHa BpoHb!)

Muctuueckuii puiabM «IemoH» (2015) CTOUT 0COOGHSIKOM B TIOJIbCKOM KMHO T10-
CIeHUX JeT. Bylyun BOOXHOBJIEHHBIM KJIaCCUUYeCKOM SKpaHM3al el bechl
C. An-ckoro «[In66yxk» (1937, pesk. M. BalmnMHbCKMIT), OH MOIHUMAET Ha HOBbI
YPOBEHb ITPO6IEMY TTAMSITV O XOJIOKOCTE U ITOJIbCKO-eBPEICKMX B3aIMOOTHO-
HIEHNSIX B 11eJI0M. KpoMe Toro, Bo MHOTOM 6/1arofapst MCIIOTHUTETIO [IaBHO
ponu Utato TupaHy, ieHTa BCTyNaeT B UHTPUTYIOIINIA AMAJIOT C aMepPUKaHO-
u3pamibCcKuM hubMoM «Beemporenne» (2006, pexk. Y. Anonn). [loknaz 6y-
JIeT TIOCBSIIEH XYIOKEeCTBEHHBIM CTPATETMSIM, K KOTOPBIM Mpuberan BpoHa,
a Takke KOHTEKCTaM ObITOBAHMS 9TOTO He3aypsiTHOTO GuIbMa.

TaTbsiHa EMenibSIHEHKO

Poccuinckum aTHorpadpuyeckunin mysen, CaHkT-lNetepbypr

McKyccTBO oeBaTbcs: 06 0CO6GEHHOCTAX TPAANLMOHHOIO KOCTIOMa
6yxapckux eBpeeB XIX - Ha4yana XX Beka

B mcTopuu sTHOTpadhuuecKoro n3yueHus 6yxapcKux eBpeeB UX TPAoUIIMOHHbI
KOCTIOM OOBIYHO He IIPMBJIeKajl BHMMaHMe 1CccIefoBaTesieit M3-3a CXOACTBa
C KOCTIOMOM OKPYKalOIllero HacejeHus: — TaIKUKOB U Y36€KOB, Y KOTOPBIX,
KaK CUMTAETCsI, OH ObLJ 3auMMCTBOBaH. CBeeHMs KacaaucCh TOIbKO «OTUYM-
TeJIbHBIX 3HAKOB» B MY>KCKOM KOCTIOME, TIPUHSTBIX 711 MHOBEPILIEB B MYCYJIb-
MaHCKOM Mupe: B CpepgHeii A3uy MM 3aIipenianoch HOCUTD YalMy, X BEPXHUE
XaJIaThl OOJ/IKHBI 6bIIII/I 6bITb TeMHOM pacuBeTKIM U OIIOSICbIBATBCSI BepeBKOﬁ,
YTO M COCTABJISIZIO 0COGEHHOCTD «BHEIIHEro» MY;KCKOT'0 KOCTIOMa OyXapCKMUX
eBpeeB, B KOTOPOM OHM TOSIBJISUIMCh Ha YIUIIAX CpeHea3naTCKMUX rOpofoB
u cpeayt mycyabMaH. OmHaKo B CBOEM KBapTasie, KyJia TOCTOPOHHME He 3aX0-
JIAJIV, B JOMAIIHel 06CTaHOBKE OHM MOIJIY Of,eBaThCS «KaK XOTe/I», i MMEHHO
9TOT «BHYTPEHHMT» KOCTIOM, 0COOEHHO ITpa3gHUYHbII, KOTOPBIA Y BCeX Ha-
poooB OGI)I‘IHO J0JIbIIe COXpaHseT STHMUYECKM BbIpa3MUTEe/JIbHbI€ YePThI, MOXKET
CUMTAThCS TPAOUIIMOHHBIM J1sI OyXapcKux eBpeeB. [Ipy 9TOM HU MYKCKOI, HU
SKEHCKMIT KOCTIOM He OT/IMYaINCh OT y36€KCKO-TaI)KMKCKOTO HY TI0 COCTaBY, HIU
T10 MOKPOIO OTJeTbHBIX 37IeMeHTOB. Ho Mpu 1X cOoCTaBIeHUY — IO XapaKTepy
¥ pacliBeTKe MCIIONb3yeMbIX TKaHel, BpeMeH! IMOSBIEHMS MU MICUe3HOBEHNS
3 KOCTIOMA TeX MJIY MTHBIX KOMIIOHEHTOB, I10 TeHOePHbIM OCOGeHHOCTSIM naopy-
I'MM IIpM3HaKaM, HaKOHeIl, [I0 MaHepe HOIIeHMA — OTKPbIBACTCSI LLG]II)If/i psan
criernduIeckux OTIINUMIA, XapaKTePHBIX /IS TPAAUIIMOHHOTO KOCTIOMa Oyxap-
CKMX €BPeeB I MIPUAAIOIIMX €My HEITOBTOPMMbIi 061K, Pe3y/bTaThl MOJ00HO-
T'O CPaBHUTEIILHOTO aHajI13a ITOKa3bIBAIOT, YTO OyXapCKye eBpeu, 3aIMCTBYS
KOCTIOM OKDY>KaIOIIero HaceleHusl, <I1ePeKOIMPOBaJIN» €er0 B COOTBETCTBUM CO
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CBOEJ1 ITHOTeHEeTNUECKO MCTOPUEN, PeIUTMO3HBIMY BO33PEHNUSIMU, 3CTeTH -
YeCKMMU MIPE/ICTaBIeHMSIMH, CO3[IaB COOGCTBEHHOE MCKYCCTBO Of1eBaThCsl. B mo-
Ki1aze GyayT pacCMOTPeHbI OTeNbHbIe TPUMEPBI CIIEIVPYKY TPAOUIIMOHHOTO
KOCTIOMa OyXapCKuX eBpeeB, a TAKKe METO/IMKA ee BbISBIIeHMS.

Pamu Meup

HesaBuncumbi nccnepoBatesb, XYOOXHUK,

Poccusa - Uspannb - AzepbangykaH

MckyccTBo ropckmx eBpees AsepbariaxaHa

B acrekTe B3anMOBINSHUSA TpaanLmmn

AsepbaiiiskaH — MECTO MCTOPUUYECKOTO TTPOKMBAHMS HAPOA Ky YPU, TIOTY-
UYMBIIErO Ha3BaHMe TOPCKMX €BPeeB B Pe3y/bTaTe MepPBbIX PYCCKMX STHOrpa-
uuecknx skcregmunii Ha KaBkas 1 B 3akaBKasbe. B mipoliecce MHOTOBEKOBO-
IO COCe/ICTBA TOPCKMX €BPEEB C HAPOAAMMU, TPOSKMUBAIOLIMMM Ha 3TUX 3eMJISIX,
MIPOVICXOANIIO B3aIMHOE 0OOorallleHye XyI0XKeCTBEHHbBIX TPaAUIIVii, HECMO-
TPsI Ha 060CO6IEHHOCTD ObITa TOPCKO-EBPEIICKOI OOIIMHBI U APYTUX HAPOLOB
KaBka3sa. BaskeH 11 TOT akT, uTo A3epbaiiikaH Kak OTHO M3 MeCT KOHIIeHTpa-
LMY TOPCKUX eBpeeB ObLT Ha TTPOTSDKEHMIM VICTOPUM apeaoM HallMOHAIbHOM
Y PeTUTMO3HO TePIMMOCTH K €BPesiM: 3/1eCh He MPEensITCTBOBA/I CTPOUTENTb-
CTBY CMHAror. PasBuBanuch TpaaUIMOHHbIE peMecyia U TPOMBbIC/IbI €BPeeB —
I0BEJIMPHOE /10, BKITI0YAst, MHKPYCTAIIMIO XOJIOMHOTO OPYsKMSI, TI0OMMOTr0 Ha-
pomaMu 3TOTO perMoHa, KOBPOTKAaueCTBO U IMPOYMe UCKYCCTBA, YKPEIISICh
COILMa/IbHO-3KOHOMMYECKYe OTHOILIEHVS COTIPeieIbHbIX HAapOIOB. B TBopue-
CTBe TOPCKO-eBPEeiCKMX XyJOKHIKOB XX BeKa, POIMBIIMXCS B A3epbaiimKkaHe
(McTOpUYECKM CaMbIMM HaceJeHHbIMM MecTamu 6p11y Baky u Ky6a), mpocie-
SKMBAETCS BIMSIHME COBETCKOI M a3ep0OaiiIisKaHCKOI XYI0XKEeCTBEHHBIX IITKOJI,
YTO MHTEPECHO PaCCMOTPETD Ha TIPMMeEPE TBOPUYECTBA TaKMX XYL,0KHUKOB, KaK
Mywmann Mymannos, Hucy Hucyes, Pamu Meup, Jlana Mnusaposa u ap.

O6cyxoeHne

[MNepepsbiB

16.30

16.45
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Cekuumsa 10: EBpenckas uaeHTUYHOCTb B UCKYCCTBE
Benywnin - Ffannna Snnacéepr

Hatanbs OropensiweBa

HesaBucumbii uccnepoBatenb

BukTopusa Kupunbuesa

EBponenckuin rymaHuTapHboin yHuBepcuTteT, benapych - Jintea
YTpayeHHOe 1 coxpaHumBLLeecs eBPenNCcKoe Hacneamne foMebLMHbI

Yyepes NpuU3My nccnenoBaTenbckoro duabma (Buaeo-acce)

B koHIIe ceHTsI6pst 2019 roma MbI OTITPABWIIMCD B MCCII€AOBATEBCKYIO SKCITEIN -
1o 1o Fomenbekoit obmactu (Besapych), 9TOOBI OTCHITH MaTepuas 00 yTpa-
YeHHOM ¥ COXpaHUBIIEMCSI MaTepraJbHOM eBpeiickoM Hac/ienuu (CMHarorax,
SKMJIBIX JOMaX, PbIHKAX U T.J.). MBI IToceTmim ropogckoe rnoceneHye Koratke-
BMUM, ropoga Mosbips, KamyHkoBuuy v T'omesib. B ropogax v GbIBIINX HITETIAX
HAacC TakKe MHTepeCcoBai HOCUTEIM eBPeiCKON KyJAbTypbl — IPefCTaBUTeNN
€BPENCKUX PETUTMO3HBIX ¥ CBETCKMX 00IIMH. OrpOMHOI yaaueit 6610 TO, YTO
HEKOTOpbIe 13 HUX ellle TTIOMHMIM ¥ TOBOPUIM Ha uaui! ITosTomy B Gpuib-
Me MbI ITbITAIMICh BOCCO3/IaTh YTpaueHHbIe IITeT/Ibl M ropoaa [omMmenbuHbI.
IIJ1s1 3TOTO Y HAC eCThb U ay[i10-, U BUAEOMHTEPBbIO, MaTepuaibl U3 CeMeHbIX
apxXnBOB MH(MOPMAHTOB ¥ HaIIM ayauo3anyucy. Camble TiepBbie 3BYKU BUIEO0
(KOTOpbIe CJIBIIINAT 3PUTENb) — 3TO 3ByKM MaTedoHa, IITyMbI ITPOUTPhIBAEMOTi
IUIACTVMHKYU ¥ peaibHO 3alMCaHHbIe B CMHATOTe MeCHM JII0el — MMEIOT CBO-
eif 11e/IbI0 TIPEAOCTAaBUTDb 3PUTEII0 HEOOXOAMMble BBOJIHbIE: paccKa3s OymeT
0 TMPOIIJIOM B KOHTEKCTe HaCTOSIIIEro, O JIIOASX U UX 1IeHHOCTSX, TpUHazJe-
SKalMX oTpeeneHHoi KynbType. C pbIHKA BCETAa CJIbIIAINCh IPOMKIE KPUKU
TOPTOBJIM, & U3 CUHATOTY — MOJIUTBEHHbIE HameBbl. [lanee — 3ByK Moe3a Kak
CUHOHUM <«IIPUOBITHUSI» B ONIPEIeIeHHbI YHKT; C KPUKOM IeTyXa 3pUTEJb
TIepEeHOCUTCS K OBIBIIIEMY €BPEiCKOMY TOMY. Bech rocieayronmii 3ByKOBO
JaHAIadT MPaKTUIECKM TOTHOCTHIO (32 ICKITIOUEHMEM PeabHO 3aImicy Te-
CeH JII0ZieVi B CMHArore) CO31aH M3 OTIe/bHBIX 3BYKOB (MX OKOJIO TPUALIATY).
MbI roiaraeM, 4TO HaIII OITBIT PAa6OThI CO3IaHMST MCCIeN0BaTENbCKOTO (pribMa
MOXKET ITOKAa3aThCsI MHTEPECHBIM U TTO/Ie3HBIM JIJIS1 YYaCTHUKOB KOHbepeHI UM,

AHHa BowMHYYK

Hesasucumbii uccnegoBatens, benapycb

PenpeseHTauns noBcegHEBHOW €BPENCKON KYNbTYpbI

B TBop4ecTBe KOpus KpyneHkoBa

(Ha npumepe umkna «famaTr MecTeyKa)

B moxname nipencTaBiieH aHaIM3 XMBOIIMCHOTO eBpeiickoro Lykia «[lamsTu
MeCTeuyKa» COBPEMEHHOTO 6e10pyccKoro XymoskHyKa F0pus Kpynenkosa. Tema
TIaMSITH SIBJISIETCSI OMHO 13 KITIOUEBBIX B TBOPUECTBE Xy OKHMKA, OH paboTaeT
HaJ Hell B TeueHMe NOCIeHUX OBaAlaTy IsITh jeT. Cepust COCTOUT U3 TPUL, -
1IaTY KMBOTIMCHBIX [TOJIOTE€H, KOTOPble MOXKHO pa3feuThb Ha IBe YacTU: OfHa
TOCBsIIeHA KM3HM JOBOEHHOTO MeCcTeuKa — HITeT/1a, BTopasi — XosokocTy. [Tep-
Bas cepus KAPTUH — 9TO eBpelicKye ObITOBbIE CLIEHKM, Ha KOTOPBIX M300paske-
HbI XapaKTepHble IePCOHAXKM (CAaTIOKHMK, TIOPTHOM, Kileii3Mephbl), CeMeliHbIe
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MpasgHUKHA, IPMApKA U T.JI. ABTOp BOCco3maeT aTMocdepy McUe3HYBIIero,
HECKOJIbKO UAealn31pyeMoro UM BeCbMa «JIMYHOTO», [IOBCEJHEBHOTO MMUPa,
B KOTOPOM 60K 0 OOK SKIJIV TIPEICTaBUTENM PA3HBIX HALIMOHATbHOCTEN U KOH-
(eccuit, co3maBast MyIbTUKYIBTYPHBIN HEIIOBTOPUMBIi KOJIOPUT 6eJI0PYCCKOTO
eBpericKoro Mecreuka. [Ipyras cepust paboT ocBsieHa X0MoKOCTY. XyIOKHUK
BOCIIPMHMMAET pabOoTy HaJl 3TO¥ TeMOil KaK CBOEBPeMEHHYIO U COLMATIbHO
3HauMMYyI0. [ToaTomy MK pabot «I[TaMsITK MecTeuka» — 3TO yBeKOBEUMBAHME
MaMsIT¥ 06 ICTOPUM U KYJIbType eBPEeiiCKOTO HaceeHus benapycu 1 BoCIon-
HeHMe Tpobesia B 6e/10pyCCKOi KMBOIMCH, B KOTOPOIi TPaKTUUYECKM OTCYT-
CTBYIOT pabOThI Ha AaHHYIO TeMaTUKy. LMK «[TaMsIT MecTeuka» He IIPOCTO
HOCTaJIbIM IO YTEPSTHHOMY €BPeliCKOMY MUPY, HO OHOBPEMEHHO ¥ TIOTIbITKA
PEKOHCTPYMPOBATh BaXKHYIO COLMOKY/IBTYPHYIO COCTaBIISIIOILYIO — €BPeiicKoe
MecTeuko. Vimes eBpeiickue KopHHU, IOpumii KpyrieHKOB yumscs y BbIIaIOLIerocst
6eJI0pyCcCKOro MacTepa, XyIoskHMKa Mast JlaH1iura, 4To, 6e3ycI0BHO, OKa3ajo
BJIMSIHME Ha TBOPYECKYI0 MaHepy aBTopa nykia. OcraBasich B pakax Tpaay-
LIMOHHOI SKUBOTIVICH, Xy OXKHMK CO3[IaeT CBO TUITepOOIM3UPOBAHHBIN SI3BIK,
VCIIOb3YS IIPU 5TOM YHMBEPCaabHble CMBOJIBI (KOJbI) eBPEVICKOM KyJIbTYDBI.

MpepncTtaBnexHune

Padasanb Hektanos, bopyx ba6aes, 305 Tag)KMKoB3,
Tamapa KaTtaeBa, Powwenb Pa6aes, CLLUA
MysbikanbHas Tpaanuns 6yxapcKnx espees

MN3anuin 3eMuoBCKUM

[Oom Ha Lenkosom nytn, Bepknun, KanndopHus, CLLIA

Mapk LLlaran: Tpuymd conpmn4acTHOCTH

He mipeTeHyst HM B KOelt Mepe Ha MCYepIIbIBAIOIIYI0 TIOTHOTY, JOKIAUMK
TIpenNpUHMMAET TIOTBITKY JaTh OAMH OOIIMIT OTBET Ha ABa CIOKHEMIINX BO-
Ipoca LarajoBeleHNs — UTO TaKOe «eBpeii» B IOHMMaHUM CaMOr'0 XYI0KHMKa
M UTO TaKOEe «JII0O0Bb» B €0 KOHIIEITIVN KUBOIMUCHU. ITOT HEOKMAAHHO CIIBO-
€HHBbII OTBET COCPEOTOUEH JJISI aBTOpa B 0OHOM (eHOMeHe — TITy6OKO, ecin
He TOTaJIbHO I11arajoBCKOM — heHOMeHe COMPUUYACTHOCTU. DTO He MapTUI-
nauys (bp. participation) JliocbeHa JleBu-Bprosst win K.-T. FOHTa, HO CKOpee,
€C/TY HeIIPeMEHHO UCKATh MapaJuieNin, KaboaamcTyeckoe IIOHMMaHMe COTPu-
YACTHOCTM KaK OCHOBBI KV3HM U JTF0OBU. VICXOmHBIMM [I7IST aBTOPA (M TpebyIo-
MMM Pa3BEePHYTOTO KOMMeHTapysI) BLICTYTIAIOT HIDKeIeaytoliye Mpu3HaHus
[larana: «$ yBepeH, 4To He Oyfb 51 eBpeeM (CO BCeMM OTTEHKaMM CMbICJIOB,
KOTOPBbIE 5T BK/Ia[IbIBAIO B 3TO CJIOBO), 51 160 BOOGIIE He 6bIT 6bI XYIOKHIKOM,
71160 GBI ObI COBCEM JIPYTUM»; «...HEBO3MOXKHO HaIMCaTh KAPTUHY 6e3 11068,
B ITOJIHOM CMBbICJIE 9TOTO CJIOBA...»; «SI Bcerma mycas Takye KapTUHBI, ITe BCe
KPAacKy 10 eAVHOI ObUIM epeIioHeHbI II0O0BbIO K JIIOAIM»; «106poaeTenb
1 JII060Bb — 10 MOE€J TEpPMUHOJIOTUM — 9TO LIBET U CBET». BceobbeMITIONmast
COMPUYACTHOCTD KYJIBTYPHBIX MMPOB Illarajia B paMKax ero yHMKaJabHOI 110
60raTCTBY «SI-Tpamuiumu» COITOCTaBMMa C KYJIbTYPHOI COMPUUACTHOCTHIO (e-
HOMeHa TaK Ha3bIBA€MOT0 XyIO’KeCTBEHHOTO UAUIITM3MAa, PACCMaTpUBAEMOT0
B €r0 MICTOPUYECKOI, TeorpaduecKoii M STHMIECKON AMHAMMKE.

18.00 O6cyxaeHne

18.30- Pe3sontoumns MNepson MexxayHapoaHOM MexxamncumninHapHom
19.00 ceccum No eBPENCKOMY UCKYCCTBY
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The First International Interdisciplinary Session on Jewish Art in Moscow Prog ramme and Abstracts

is a unique event in Russian scientific life, bringing together about forty

scientists from fourteen countries from the Pacific coast of the United The first International Interdisciplinary session

States to Moscow and St. Petersburg. on Jewish Art in Moscow is being held
Scientists from Russia, Belarus, Ukraine, Lithuania, and Azerbaijan, as at the State Institute for Art Studies

well as European and American researchers from Croatia, Austria, Germany,

the Netherlands, Israel, Turkey, Belgium, the United States, and Canada, Format of the event: remote

gathered to discuss current issues concerning Jewish art in a variety of
forms and genre manifestations — from traditional to modern.

The two days of work of the eleven sections of the Session identified Tuesday, 20 May
the main areas for the exchange of experience and the development of
research strategies, including: 09.45 Zoom-welcoming
- Jewish art in past and future;
- the history of the concept of ‘Jewish art’ and what meanings it is filled 10.00 Official opening introductions
within different art forms - such as music, plastic arts, theatre, cinema,
etc.; Giula Shamilli
- the meaning and consequences of the second commandment of The East of Reuven Mazel: Idea and Project
Judaism for Jewish art;
- what exactly defines Jewish art - themes, formal features, or something Greetings:
else?
- what place belongs to the artist in the concept of “Jewish art”? 10.08 Natalia Sipovskaya
- the limitations or limitlessness of Jewish art; State Institute for Art Studies, director
-the functions of Jewish art in the socio-cultural space;
- “traditional” and “national” in Jewish art, etc. 1015 Anatoly Golubovsky
The Session includes a special panel “Migrations and Transformations Russian Jewish Congress, curator of the competition
in Jewish Music”, which is part of a long-term international project for the of museum initiatives and exhibition projects

International Congress on Jewish Music (2023).
10.20 Geraldine Auerbach
Jewish Music Institute at the University of London, director

10.27 Mark Kligman (video message)
Lowell Milken Fund for American Jewish Music, director
Mickey Katz Endowed Chair in Jewish Music
The UCLA Herb Alpert School of Music, Professor of Ethnomusicology

10.35 Simon Parizhsky
Eshkolot Program director
Department of Judaics IAAS Lomonosov Moscow State University,
Associate Professor

10.40 Break



10.45

11.00

122

Migrations and Transformations in Jewish Music

Panel 1: Methods and Approaches
Chair: Martha Stellmacher

Judit Frigyesi Niran

Bar llan University, Israel

What is Jewish in a Jewish Melody?

This lecture will focus on the traditional music culture of the East-European
Jews, and therefore in the following, Jews’ and ‘Jewish’ will mean this milieu.
I propose that East-European Jewish melodies, even those which in notation/
transcription seem to be similar to melodies of the surrounding music cultures,
sound strikingly different in the auditory experience. The ‘Jewishness’ of the
melodies manifests itself in numerous aspects, but perhaps most importantly
in the “gestural” conception of the melody, rhythm, improvisation and voice
quality. The direction, flow and accents of the melody strike as if they were ‘tell-
ing a story’. This phenomenon parallels what can be observed in East-European
Jewish dance. The East-Ashkenazi Jews had numerous strategies to mould a
variety of musical materials into a stylistically homogeneous Jewish musical
culture, and among these strategies, ‘gesturalization’ appears to be the most
crucial. This aspect connects Jewish musical style with other aspects of Jewish
expression, art and behaviour, like the intonation of Yiddish language, the hand
gestures/bodily motion in prayer, the intonation of everyday speech, and also
aspects of the expressive forms in 20th-century visual arts and composed music.

Giula Shamilli

State Institute for Art Studies, Russia

The ‘Arab-Persian’ roots of Jewish music,

or What does the borrowing theory lead to?

The universalist approach organic to European culture usually is not correct
to Eastern cultures and sometimes lead us to strategic failure of
implemented theory . The methodology becomes particularly acute when we
examine the musical heritage of the Middle Eastern Jewish communities,
defined in such term as Mizrahi Jews. So I want to draw your attention to a
methodological problem, which, perhaps, is not even recognised as a
problem but covers not only the Jewish heritage involving all researchers
of traditional music with-out exception.

In Persians in Their Past and Present (1909), Emilia Wolfson unconsciously
expressed the universalist perspective. Describing the arts of Persia, she writes
that “music, singing and dancing, which, by all opinion, are so fonding by the
Jews, are also concentrated here exclusively in their hands. It is well known
that the Eastern peoples consider these arts humiliating to man, and the Per-
sians hold the same views.” Wolfson is correct in saying Persian music is con-
centrated in Jewish hands. But she is entirely wrong in opposing the Jews
to the Persians as non-Eastern people to Eastern ones. She does not think of
the Jews as the people who have been living in these lands for 2,500 years.
Living in

11.15

123

Russia, Wolfson perceives the Jews as a Western people, contrasting them with
the Persians accordingly that the Jews supposedly perform borrowed Persian
music, while the Persians, being an Eastern people, despise it.

Meanwhile, the Jews, like all the peoples of this region, since ancient times
have been intonating in a microtonal fret system. Only in the early 14th cen-
tury this microtonal system was conceptualized in the term of maqgam in the
Persian (not Arabic!) treatise on music (early Safi ad-Din theorized it in Arabic
term shadd (pl. shudid)). Traditional music not belonging to one people is a
regional phenomenon that brings together neighboring peoples. The purpose
of my report is to propose an approach for conceptualizing the Jewish
musical heritage of the Middle East, bypassing the borrowing theory that
was popular in the late 19th and the first half of the 20 century.

llya Saytanov

Institute of Social and Economic Planning of HSE, Russia

Transformation or Binocular Vision:

Jewish Melodies and the Margins of Ethnic Cultures

It is a common situation when the same melody is a part of two or more ethnic
cultures in several contexts. For instance, the melody of the popular ‘kazachok’
dance is known both to Ukrainians and the Jews. Moreover, they dance to it
similarly. But kazachok is also known to the Greeks, Hungarians, Moldavians
and they dance their dances to it... The melody of the ‘Geyt a yold in kapelush’
song is known with text in several languages — from Finnish to Yiddish and
from Armenian to Russian. And there are at least two different Yiddish and six
Russian texts. We can find several standard approaches to the analysis of such
complex phenomenon in the existing literature. The processes of borrowing,
assimilation or preservation, genre transformation are researched. There's
another possible optic. Following M. Epstein's terminology (stereo-text) we
can use stereo or binocular vision when we see and study this object as all
embodiments of one melody as the sides of one complex object. It's particu-
larly important considering the fact of co-existing musical traditions— often
the national division is artificial here. Moreover, we can add new dimensions
to our stereo/binocular vision of the complex musical object, considering the
contexts of its existing, genre transformations of melody, dance and the text.
We can also look at the same melody at a broad range of versions from oral
tradition to written literature and music, cinema and theatre. An approach like
this presumes a common work of specialists in different traditions and kinds
of arts. We need also supporting facilities, such as national music corpora
with links to the melody's appearances in other national traditions and other
genres. Binocular vision gives a possibility of a new vision of music, adds col-
ours to our perceptions, and I am going to share these colours with listeners.

11.30 Discussion

11.50 Break



12.00

1215

124

Panel 2: Cross-Cultural Interactions and Migrations
Chair: Michael Lukin

Niels Falch

University of Groningen, Netherlands

From Oy to Joy: Jewish-Russian Musical Style

in American Popular Songs, 1892-1945

In the first half of the twentieth century, Jewish immigrants from Russia and their
descendants collectively developed a Jewish musical style that would alter American
popular music. Composers such as Harold Arlen, Irving Berlin, Jay Gorney, Sholom
Secunda, and George Gershwin drew (consciously and subconsciously) upon stereo-
typical elements from the broad spectrum of Jewish-Russian music. They migrated
features from cantillation, wedding music, and folk songs, first into Yiddish theatre
songs, and later transformed them into Broadway musicals and musical films. During
the 1930s, songwriters wrote hit songs reflective of this Jewish musical style including
‘Bei Mir Bist Du Schdn, ‘Blue Skies, ‘Donna Donna,” ‘I Love You Much Too Much,” ‘My
Heart Belongs to Daddy, and ‘Summertime’ (which was derived from an old Yiddish
beggar song). However, since then, this style has not been systematically analyzed, nor
conceptualized as a historically relevant musical style with other popular music sty-
listic developments. In this paper, I compare traits of Jewish-Russian music to Ameri-
can popular songs using and coining the Periodic Table of Jewish Musical Elements,
which I based on the Periodic Table of Chemical Elements by the Russian chemist and
inventor Dmitri Mendeleev. Besides, I introduce terms such as ‘Jewish musical style,
‘Jew notes’ (versus Blue Notes), and ‘happy minor.” In this cross-cultural study, I'm
also reviving the concept of ‘musical code-switching. I argue that to this day people
in the Western world listen to songs without knowing their Jewish-Russian roots.

Evgenia Khazdan

Independent researcher, Russia

Jewish Music within Scholarly Discourse: Cross-Cultural Interactions
Although music plays a significant role in traditional culture, it has been not con-
sidered a subject of study within the Jewish community for a long time. The explo-
ration of almost every area of the Jewish musical tradition began from the outside.
The research process can be represented as a multi-level transfer, in which texts
and separated elements thereof, as well as structures that ordered them, were
grafted from one cultural context to another, creating new terminology and giving
both parties a new perspective on their heritage. European scholars of the 16" and
18t centuries chose the object of study and determined its significance, guided not
by the interests of musical ethnography, but by the desire to reveal the background
of their own culture. For a generation of Haskalah researchers, the information
about Jewish music presented in academic works looked at already generally recog-
nized facts. Scholars from the traditional Jewish community had been reproducing
these data in their works, thus accepting and confirming them, but also making
some adjustments to eliminate the most obvious discrepancies between writing
information and actual practice. From the second half of the 19t century, Jewish
music ceased to be regarded only as a prehistory of European musical culture and
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12.45

13.05

125

gained an independent significance. At the same time, the research devoted to it
continued within the framework of academic science, according to its rules and
using the conceptual apparatus proposed by it. When analyzing the approach of
scholars who worked ‘from outside’ the tradition or ‘within’ it, one should take into
account the needs of interacting cultures, pay attention to differences in the use
of terminology and in defining the boundaries between ‘own’ and ‘alien’.

Martha Stellmacher

Saxon State and University Library, Dresden, Germany

Negotiation of Changes in the Liturgy. A Case Study from Prague

Minhag ha-makom, the custom of the place, is given a high authority in Juda-
ism. Though in detail there is not always a consent about what it includes ex-
actly in a certain community it is a concept that is used as a severe argument
in negotiation processes about changes in the liturgical repertoire or perfor-
mance practice. However, traditions are not stable and usually, there could
be an exchange of melodies between communities through written material
and oral transmission. The choice of certain melodies, a changed practice by
a new cantor or the introduction of a choir can be the object of serious discus-
sions and conflicts within a community. This case study examines negotiation
processes regarding liturgical melodies and performance practice in 19t and
early 20 century Prague based mainly on research in community archives.

Preliminary video-presentation

Isaac Loberan

Independent researcher, Austria

Jewish Music in the Practice of Neighbors

While collecting klezmer music in Moldova and Ukraine, I encountered an inter-
esting phenomenon of recording the Jewish repertoire from the Ukrainian and
Moldovan musicians due to the lack of the Jewish population in the former typi-
cally Jewish towns as a result of the Holocaust, migration and emigration. This very
unusual but quite fruitful technique of research proved to be highly efficient after
I had interviewed the last of the Czernowitz author who wrote in Yiddish - Yosiph
Burg. When we talked, she referred to an example from the piyyut ‘Tnesane toikef”
sung by the Chasides on Yom Kippur (Atonement Day) and drew my attention to
the fact that the psalm’s tune was almost identical to that of a Gutzul shepherd
song. This gave me the following idea: ‘Since a Gutzul shepherd’s song is tracked
in the Jewish liturgy, there are chances that the tracks of the Jewish music could be
found in the music of the neighbouring with Jews ethnic groups as well.” Indeed,
some of those musicians mastered the Jewish repertoire when playing at wedding
parties together with the Jewish musicians, while others inherited it from their fa-
thers, grandfathers and great-grandfathers who had adapted and played it at the
Ukrainian and Moldovan weddings over centuries.

Discussion

Break
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Panel 3: Classical-Contemporary Art Music
Chair: Judit Frigyesi Niran

Inessa Dvuzhilnaya

State Music College,

Yanka Kupala State University in Grodno, Belarus

Holocaust Remembrance: Contact of Cultures in Music by Michael Bronner

The research focuses on the musical works of the contemporary Moscow com-
poser M. Bronner (born in 1952) which reflect the theme of the Holocaust. In
the creative heritage of the composer, who works in different genres, a third of
the compositions are associated with the images of the sacred texts of the Old
Testament, which is due to the national identity of the author of the music.
The composer notes the Holocaust theme as important for himself, pointing
out that he always thinks of it existentially. Often the author gives titles to
works to help the listener choose an adequate vector of music perception. The
report analyzes the problem of contact in these works of cultures (European,
Russian, Jewish), which manifests itself at different levels: artistic content;
genre definition (Jewish Requiem, Shoah Symphony); thematic that defines
the sound aura. The report reveals the following Jewish idioms in chamber
instrumental music: the klezmer tradition (‘The Jew: Life and Death’), ele-
ments of synagogue singing (‘Kaddish for the Leaving Century’). It outlines
the composer's position in the choice of text language of his vocal and instru-
mental works, analyzes the correlation of music with the word: the texts of
Yiddish songs (‘Long Return (Book of Songs)’ for chorus theatre), Yiddish and
Hebrew (‘Jewish Requiem’ - the poem of Chaim Nachman Bialik “The City of
Massacre’, translated into Yiddish words from the diary of Anne Frank; psalms
in Hebrew). The material for the study was conversations with the composer
(2014-2021), manuscripts, audio and video recordings of M. Bronner's works.

Valery Fedotova

State Institute for Art Studies, Russia

‘Jewish Poem’ by Bulgarian Composer Pancho Vladigerov

Pancho Vladigerov (1899-1978) was the author of numerous works in a variety
of genres: chamber and instrumental music, symphonic works, opera and bal-
let. With the rise of Hitler, he was forced to leave Germany because of his not
only Bulgarian but also Jewish origins: the composer's mother, Eliza Paster-
nak, was born in Odesa to a family of mathematicians, while her grandfather
served as a rabbi in Zhytomyr, the city's centre of Jewish culture in pre-revo-
lutionary Russia. Throughout his artistic life, Vladygerov barely touched on
Jewish themes, except for the music for the play “Yuzik’ by O. Dymov, staged
by Reinhardt with M. Chekhov in the title role. But in the post-war period, the
composer paid tribute to his ancestors and those of his contemporaries who
had tragically died during the Second World War by composing ‘Jewish Poem’
(1950). Vladigerov's work is also deeply connected to his personal feelings, as
it is based on the melody of kaddish — a prayer that his grandfather Leon Pas-
ternak had sung to him in his childhood. In the structure of The Jewish Poem
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one can identify signs that connect Vladigerov's work to the atmosphere, the
sequence of a religious ritual, and its content, which includes the recitation
of the Kaddish, in this case as a funeral prayer.

David-Ezra Okonsar

Brussels Royal Conservatory of Music,

Istanbul Technical University, Belgium / Turkey

Jewish Classical-Contemporary Art Music Today

The Jewish classical music by Jewish and non-Jewish composers in the recent
history, from late 19th to 20th century. Ravel’s Kaddish, Shostakovitch’s Babi
Yar, Prokofieff’s Overture on Jewish Themes, Bloch’s Shelomo... What is ‘Jew-
ish Music?’. Are the works mentioned above ‘Jewish Music’? What is the place
of Jewish ‘classical (art)’ music today? A call for the creation of a global, uni-
fied, structured Jewish contemporary-classical (art) music support and dif-
fusion platform. What could it be defined and which working policies should
it practice.

14.30 Discussion

14.50 Break
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Panel 4: From Historical Research
Chair: Giula Shamilli

Tamara Jurki¢ Sviben

University of Zagreb, Croatia

Traces and Influence of the Jewish National School to Music Composers

in the Croatian Territory during the Thirties of the 20! century

During the thirties of the 20™ century some musicians and composers of Jewish
origin in Northern Croatia, where Ashkenazi culture was dominating among
the members of the Central European Jewish Community, were empowering
their belonging to the Jewish origin. To raise awareness of their community
and domicile of the dominant Croatian population, musicians and composers
are organizing numerous cultural events, lectures, concerts and radio shows
regarding Jewish music, culture and religious customs. Spiritus movens of this
idea was the composer and opera singer Aron Marko Rothmiiller who through
the articles in the Jewish newspaper Zidov [The Jew] and Jevrejski pregled [Jew-
ish almanac] informs and educates the wide population about Jewish music his-
tory from Biblical times to modern Jewish composers in that time. To promote
Jewish music, Rothmiiller organized concerts in the main concert hall of the
Croatian Music Institute in Zagreb and the Zagreb Synagogue with the music
of the Jewish composers L.Saminsky, J. Achron, A. Krein, ]. Stutschewsky, J. En-
gel, as well as his works (J. Kinor / A.M. Rothmiiller). This paper aims to record
and prove traces of the mentioned activities in musicological records and con-
cert reviews as well as lectures and radio show reviews through the results of
archival research in pre-war periodicals published in Croatia. Through autho-
rial records of the composer Rothmiiller himself, interest and consciousness
of The Jewish National School of Music composers will be noticed, most of the
East European provenance under whose conscious impact composed his works
aiming the creation of new Jewish music based on biblical tropes. Regarding
Rothmiiller’s education in Alban Berg’s class, the specific compound of traces
of the Second Vienna School and The Jewish National School in Music will be
followed through the analysis of some of his works.

Tamara Skvirskaya

State Institute for Art Studies, Russia

Jewish Melody in Mussorgsky's Manuscript

(from the Institute of Russian Literature - Pushkin House)

Among the manuscripts of Modest Mussorgsky, there are several dozen musical
notations of songs of various peoples. Most of these notations were published
by P.A. Lamm in 1939 as part of the Complete Works of Mussorgsky. However,
the notation of a Jewish song made by Mussorgsky was not known to Lamm
and other scholars of the 20t century. Mussorgsky’s autograph has been kept
in the Manuscript Department of the Pushkin House in St Petersburg since
1919 but was not published or studied until the 215 century. The purpose of
the report is to present this chant and to determine its origin and genre fea-
tures. Mussorgsky wrote down the Jewish melody as sung by Ilya Ginzburg. The
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autograph is dated 9 May 1877, at the top, there is the inscription “Yevreyskaya”
(Jewish). The melody consists of only six measures; the lyrics are transliterated
in Russian letters under the staff. The melody Mussorgsky wrote down is an
Aramaic piyyut (hymn), a kind of zmires / zemirot (Chants to Sabbath). It was
sung by Jews during their Friday night meal. The author of the hymn is Israel
ben Moshe Najara. Mussorgsky wrote down only the first verse of the hymn,
capturing the Ashkenazic pronunciation (Lithuanian dialect). The melody is
unique among the published versions of the chant Yo ribbon’, and the auto-
graph by Mussorgsky is the only source of this variant. The manuscript of the
hymn ‘Yo ribbon’ notated by Mussorgsky was first published by the authors
of this report.

Inna Manolova

Moscow State Conservatory after Chaikovsky, Russia

Jewish Theme in Russian Performing Arts

(according to New Data from the Archive

of the Diary-Journal of Vadim Borisovskiy)

The Jewish theme occupies a large place in culture. The report is divided into
several main lines. The first is a Jewish theme in the work of Russian compos-
ers — classics of the 20™ century. The second is dedicated to a whole galaxy
of Jewish composers. The third - to outstanding musicians — performers who
have won world recognition as representatives of the country of the Soviets.
Fourth - live comments by Vadim Borisovskiy contains unknown information
both about their author and about Jewish leaders of musical education and
culture. Diary-chronicle of Soviet musical art. Diary-journal of Borisovskiy,
the founder of the Russian school of viola and the department of viola at the
Moscow Conservatory, is truly the code of Russian musical art spanning half
a century (1923-1971). This is not an ordinary diary, but a chronicle of the work
of the famous Beethoven quartet, of which the musician was a participant and
secretary. The conciseness of the text contains a huge informational sphere.
Research plan: I. The Jewish theme in the works of the great Russian composers
S.S. Prokofiev and D.D. Shostakovich. II. M.F. Gnesin, A.M. Veprik, A.A. Krein,
M.S. Weinberg and others are a galaxy of famous Jewish composers. III. Out-
standing performers and cultural leaders — A.B. Goldenweiser, L.M. Zeitlin,
M.V. Yudina, D.F. Oistrakh. IV. Interesting facts of the Jewish theme in the
personal comments of V.V. Borisovskiy. Conclusion: this analysis of the musi-
cal chronicles of the Diary is intended to supplement the objective picture of
the huge contribution of the Jewish component to the world, including Rus-
sian performing arts.

Discussion

Break
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Panel 5: Eastern European Jewish Dance and Music
Chair: Judit Frigyesi Niran

Walter Zev Feldman

New York University, Abu Dhabi; Klezmer Institute: UAE / USA

East European Jewish Dance and Gesture

Ashkenazic dance in Eastern Europe showed a confluence of two radically differ-
ent sources and concepts — one deriving from early modern German popular and
folkloric dance, and the other emerging out of the Jewish community itself. Regard-
less of the origin of dance figures or steps, Ashkenazic Jewish dance practice was
characterized by gestures of the hands and the upper body. Movement in Jewish
dance emphasized expressivity of the hands and arms, which were in turn often
connected with the gestures employed in the Yiddish language. The most typi-
cally Yiddish gestures were ‘ideo-graphic, i.e. ‘tracing out in the air the path and
direction of thought.” Gestures could be both an expression of emotion, and aid in
enlisting several means of perception in augmenting the meaning of discourse.
A related gestural language was fundamental to the solo or competitive dancing
of the tentser — the accomplished dancer — among the Jews in Eastern Europe. This
dancing was directly related to the more developed and expressive genres of instru-
mental (klezmer) dance music, in such traditional forms as the khosidl, skotshne or
makhetonim tants. In these cases, the expert dancer expressed the meaning of the
musical phrases and their interconnections, through his or her bodily movements.

Michael Lukin

The Hebrew University of Jerusalem, JMRC, Institute of Arts, Israel

The Music of the Hasidic Circle Dance: An Inter-Ethnic Dialogue?

Various hypotheses regarding the origin of the tunes that accompany the Hasidic
mystical dance ritual have been proposed. In 1915, Engel pointed out their dis-
tinctively Jewish character and divergence from Ukrainian and Polish melodies. In
1931, Idelsohn suggested that during its early stages — the middle of the eighteenth
century - the genre revolved around the contrafact (the use of non-Jewish secular
melodies in Jewish religious contexts), a practice inspired by early modern Otto-
man Jewish prototypes, especially the songs of Najara. Noting that when Hasidic
melodies resemble non-Jewish tunes the former are usually imitations rather than
borrowings, he maintained that Hasidism gradually formed its style, in which only
a small part of the old, borrowed non-Jewish melodies survived. Geshuri (1937)
later modified this argument, contending that, in the absence of its sources, early
Hasidic music rested primarily on Wallachian, Ukrainian, and ‘Cossack’ music. De-
spite the lack of any evidence, this theory became widespread, finding support in
the 1990s in an Israeli educational film about Hasidic music and Shiloah’s mono-
graph on Jewish music. In 1946, Beregovsky observed the close ties between Ha-
sidic chants and instrumental klezmer music. Much more recently, Fenton (1997)
has drawn attention to the numerous parallels between the Hasidic round dance
and Sufi dances, suggesting a possible genetic connection between them. Modern
studies of the history of Hasidism and comparative analyses of Hasidic melodies
serving as a framework within which to review earlier conjecture, critical revision
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evinces that inter-ethnic musical dialogue only played a limited role in shaping
Hasidic dance music.

Chava Shmulevich-Vannikova

University of Haifa, Israel

On the Question of Perceiving the ‘Jewish’ and the ‘non-Jewish’

in the world of the Hasidic Music

Many melodies and songs in the Hasidic repertoire were accumulated from non-
Jewish sources. Here we shall attempt to assess the problem of identifying the Jewish
and the Non-Jewish in the Hasidic music from the point of view of the Hasidic teach-
ings and taking into account Hasidic practices. In Hasidic milieux, there are specific
methods of borrowing foreign musical elements that differ from those used in other
communities. As a matter of course, songs borrowed by the Hasidim from another
national culture retain the original (non-Jewish) language, however, their texts are
being transformed or just re-interpreted. Borrowed melodies usually retain their in-
tonation but acquire the specific Hasidic couleur through the peculiar articulation.
Sometimes even the articulation of the non-Jewish source remains the same. In es-
sence, each melody might be interpreted as a Jewish one by the Hasidim, according
to the situational context. There is a theoretical framework for this practice and it is
somewhat similar to the modern idea of a rhizomatic structure. World music as such
is conceived as dispersed fragments of the music and songs performed in the Temple
and fallen into pieces after its destruction. There are vagabond melodies, cut off from
their source, that are travelling around the world and longing for a reunion. Accord-
ing to the Hassidic teachings, the non-Jewish music must be redeemed and turned
into the path of Divine service, sparks of Holiness in the non-Jewish languages and
melodies have to be released. This conception brought about the practice of active and
purposeful assimilating the non-Jewish songs (texts and melodies) into the Hassidic
repertoire. According to it, each gentile song or melody has a potential for Tewish-
ness’: It might become a part of the Divine worship, a means of connecting the hu-
man soul to the Divine and hastening the approach of the Messianic age. Thus, the
Jewish character of a song in the Hasidic interpretation is the subjective parameter
indicative of the personal mental state of the performer.

Discussion

Break
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Panel 6: Jewish Identity in Biography and Creativity
Chair: Walter Zev Feldman

Marsha Dubrow

Jewish Theological Seminary of America, NY, USA

From Immigrant to Insider:

Composer/Conductor Lazar Weiner’s Remarkable Journey

This paper will draw a picture of Lazar Weiner’s American journey from a teen-
age immigrant from Russia in his late teens in the early twentieth century to
an elder statesperson in the world of American Jewish communal music, both
religious and secular, much later in the century. My research is based primar-
ily on evidence culled from the Archives of the YIVO Institute for Jewish Re-
search in New York City, where the greatest bulk of archival material related
to this Jewish music cultural catalyst resides. The collection, assembled over
a lifetime by Weiner himself and then donated to YIVO in 1974 and subse-
quently catalogued by Music Archivist, Chana Mlotek, contains manuscript
and published works by Weiner, many manuscripts and published works by
other Jewish composers with whom the composer came into contact, exten-
sive correspondence in Yiddish, Russian and English, much of it with Jewish
émigré composers, and most important, copies of programs of all musical
events that Weiner created and conducted, along with programs of lectures
and concerts from the 92nd Str.Y and from around the country and Canada, as
well as early scrapbooks containing myriads of pertinent articles and reviews
of concerts in mostly Yiddish papers. I will also present first-person remarks
by Weiner of how he came to know the Jewish composers of the St. Petersburg
Society, a collection of Russian-based composers including Joseph Achron,
Joel Engel, Alexander Krein and Moses Milner, who had a deep and endur-
ing influence on Lazar Weiner’s commitment to a professional life in Jewish
music in America. The paper will affirm the ‘migration and transformation in
Jewish music’ from Russia to America in the early twentieth century, as well
as establishing and demonstrating the wide and accomplished talent of Rus-
sian émigré Lazar Weiner as a Jewish-American cultural catalyst, straddling
the distinct and different worlds of American Reform Judaism — as Music Di-
rector of the Central Synagogue - and the world of the Yiddish-speaking new
Jewish immigrant from Eastern Europe and Russia — as Music Director of the
Workmen’s Circle Chorus

Judith Cohen

York University, Toronto, Canada

Negotiating Professional and Personal Jewish Identity

through Musical Research and Performance

Throughout my career, research, performance, teaching and travel have been
interwoven, inseparably; it has been inconceivable to me to do any one of
these without the others. I grew up in Montreal, Quebec, Canada, in an Ash-
kenazi Jewish home and community, in a then predominantly French Catholic
society. Music of the synagogue on one hand, and music of our secular Jewish
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summer camp, on the other, were part of the shaping of my musical and per-
sonal identity. At the camp, we learned both Israeli songs and songs of the
American Civil Rights Movement, as well as the light, parodies children cre-
ate and share away from the supervision of adults. At the same time, I learned
French Canadian songs, old songs from England and Scotland, and, later on,
Medieval music and music learned from travelling in Spain, Portugal and the
Balkans. Later, on learning about Sephardic songs, I realized that this reper-
toire combined many musical elements which had already become part of my
identity: Spain, Portugal, the Balkans, the Medieval period, Turkey, Morocco —
and being Jewish in a Catholic setting. In this presentation, I discuss ways in
which my personal and professional, and personal and musical identities are
interwoven, with examples from my research and brief performed examples
of the music which has shaped — and will always continue to shape — my life.

Discussion
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Friday, 21 May
Theory and Artistic Practice of Jewish Art
Zoom-welcoming

Panel 6: Methods and Approaches
Chair: Vladislav Ivanov

llya Rodov

Bar-llan University, Israel

Telescope vs. Microscope or Why Should One Define Jewish Art?

From its onset in the nineteenth century until our days, the romanticist notion
of each nation's unique psychological character and distinctive artistic language
prompts inquiries for universal criteria of Jewish art. Scientific positivism en-
courages the search for a strict clear definition of this art. Recent investigations
of the visual expression of Jewish identities through ages and places reveal a
hybrid and dynamic nature of Jewish art. Each local set of visual manifestations
of Jewish culture requires its own ad-hoc defined analytical tools.

Lidia Chakovskaya

State Institute for Art Studies, Russia

The Changing Paradigm in the Discussion on Jewish Art

The perception of Jewish Art of late Antiquity has changed radically during
the XX century. What is the present consensus concerning Jewish Art? How
does archaeology affect scholarly perception?

Discussion

Break
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Panel 7: Art of Synagogues and Micrography
Chair: Lidia Chakovskaya

Grigory Shapiro

Southern Federal University, Russia

The Architecture of Synagogues in Rostov-on-Don and Taganrog

in the Aspect of the General European Trends of Jewish Cult Architecture
The report is devoted to a comprehensive study of such a poorly studied layer of
the culture of the Jews of the South of Russia, as the buildings of synagogues. The
report is based on the architectural analysis conducted by the author of two pre-
served and two lost monuments of the second half of the 19 — early 20 centuries,
located in Rostov-on-Don and Taganrog. The main goal is to identify the features
of the formation and development of synagogue architecture in the region of the
second half of the 19 — early 20 ccs. in the context of pan-European and all-Russian
synagogue architecture. In particular, the principles of the placement of synagogue
buildings in the structure of urban development are revealed; the regularities of
the formation of planning-spatial, volume compositional and structural solutions
of monuments are determined. Their classification is proposed. The report reveals
the issues of choosing a stylistic solution and forming an architectural and artistic
image in the aspect of the pan-European trends of reformism and trends of choos-
ing a national Jewish style that existed in the second half of the XIX century in the
Russian Empire. The analysis is based on graphic and textual materials obtained by
the author both as a result of work in the archives (the State Historical Archive, the
archive of the Rostov Region, the archive of the Center for Jewish Art of the Hebrew
University of Jerusalem), and as a result of fieldwork and author's measurements.

Anastasia Baukova

Ivan Franko National University of Lviv, Ukraine

Mosaics of Synagogues in the Eastern Roman Provinces:

between Art, Politics and Utilitarianism

Mosaic is one of the types of decorative and applied art, which was widely used
in Roman times. Various designs, ornamental and subject compositions are of-
ten found in the design of the interior decoration of civil and religious buildings
throughout the Mediterranean. The spread of mosaics in the region was one of
the influences of Roman culture on the population of the eastern provinces and
the homogenization of aesthetic tastes. At the same time, there was the most ac-
tive mixing of cults and spiritual practices. The spread of mosaic decoration in
synagogues in the provinces of Asia and Judea was not only a tribute to fashion.
Image analysis indicates an often utilitarian rather than a sacred principle of
image selection. As monuments of Jewish sacred art, the mosaics of synagogues
are at the same time excellent sources for the study of ancient mythology. This
circumstance raises before researchers the question of the ethnic composition
of actual or hypothetical visitors to the synagogue. After all, in the territory of,
for example, Asia, such registration, according to Roman customs, promoted not
that attraction of new initiates, but considered features of a situation in the re-
gion. Also, the presence of mythological plots in the design of synagogues speaks
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of the awareness of the masters not only in the peculiarities of their religion but
also in the subtleties of ancient mythology. These aspects allow us to discuss the
syncretism of Jewish art in the eastern provinces, the motives for the emergence
of Roman mythological plots and Roman practices in the design of synagogues
in modern Turkey and Israel, a deeper understanding of the processes of cultural
interaction in the ‘empire-province’ function in socio-cultural space.

Ekaterina Belkina

Institute of Oriental Manuscripts RAS, St, Petersburg, Russia

Micrography and Non-Micrography in Medieval Hebrew Manuscripts
(Jewish collection, IOM RAS)

Micrography in medieval Hebrew manuscripts has two functions: the decorative
function (design of the main text on the folio) and the informative function (be-
ing a text itself). There was no need for a Jewish scribe in the Middle Ages to use
micrography as the only possible decorating for a text. One can find it in parallel
with the illumination of pages (Codex Leningradensis must be the most famous ex-
ample of this), so micrography was hardly considered to be an inevitable ‘solution’
to the second commandment (Ex 20: 3). Micrography was the type of manuscript
decorating that did not require additional skills and efforts from a scribe. It was
a certain contravention to the canon of the scribe's work, resulting in a change in
letters, with a decrease in their size, and non-following the line of text, given that
it was a scribe’s original idea of this change. I argue that the exclusion of either of
these points automatically deprives us of the opportunity to talk about microgra-
phy as a decorating tool. When we view micrography as a way of text formatting
and fixing in small-format manuscripts, then it cannot be a way of decoration. If
the change in the line is not supported by a change in the font or the size of the
letters, then it would be most correct to call this type ‘calligraphy’. In my presen-
tation, using as examples Hebrew manuscripts in the collection of the Institute of
Oriental Manuscripts RAS (St. Petersburg, Russia), I will illustrate these changes
in the fixation of the text and point some difficulties in determining micrography
as a manuscript decorating tool.

11.30 Discussion

11.50 Break
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Panel 8: Jewish Theater
Chair: Denis Viren

Vladislav lvanov

State Institute for Art Studies, Russia

What does it Mean to be a Jewish Theater?

The problem of bilingualism played a significant role in the fate of the Jewish
theatre — it only at first glance has little to do with theatrical issues per se.
Choosing between Yiddish and Hebrew, they chose a different understanding
of the cultural tradition and the fate of the Jewish people. The idea of a Hebrew
theatre, appealing to fundamental spiritual values and capable of becoming
an instrument of cultural and national identification, has become a double
apotheosis of ground and groundlessness. The very existence of Habima was a
romantic challenge to the principle of the real and the possible. In the absence
of soil, Habima was to become ground itself. The actors of Habima wanted to
‘forget’ about the shtetl’s life, through which powerless and humiliated Jews
wandered, looking at their feet. In the biblical stories, they saw an opportunity
to bring a Jew to the stage, firmly standing on his land, looking into the sky,
challenging God. Choosing Hebrew, the actors chose the ‘land of the fathers’,
the return to which was originally included in the program. In the biblical
stories, the Habima saw an opportunity to speak not only with Jews but
also with the whole world. GOSET, choosing Yiddish, chose the diaspora as
a historical destiny and the shtetl's life as a material for creativity. Abram
Efros, one of the ideologues of the Jewish cultural revival and the leaders
of GOSET, put forward the following formula for the new Jewish art: ‘Our
aesthetic revival will either not exist at all, or it will rise on the same two
roots on which all contemporary world art is emerging - modernism and folk
art creativity’. In a decade, Granovsky, through modernist art, recorded the
life of the shtetl as a receding nature. Meanwhile, artistic practice is more
complex and richer than any program setting. So, ‘Hadibbuk’ by S. An-sky
staged by Yevgeny Vakhtangov became a symbol, a kind of ‘Seagull’ of the
theatre Habima. Meanwhile, ‘Hadibbuk’, at first glance, had nothing to do with
the biblical theatre. The material for the play was the shtetl, which the actors
of Habima wanted to ‘forget’, to supplant the great biblical story. ‘Hadibbuk’
was not a biblical play, but a biblical vision and biblical pain.

Olga Levitan

Tel Aviv University, Hebrew University of Jerusalem, Israel

Dialogues with the Past: Problems of the Formation

of the National Repertoire in the Israeli Theater

Dialogic thinking is one of the components of the Jewish intellectual tradition.
The report offers an analysis of two repertory directions of the Israeli theatre
as experiences of dialogue with the past. One of these areas is associated with
the production of Yiddish drama, translated into Hebrew, the other — with the
production of the biblical drama. In the first case, we are talking about a dialogue
with the ‘near’ national history, in the second-with the history of the distant.
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12.30 Galina Eliasberg, Russia

Russian State University for the Humanities

‘Lexicon of the Jewish Theater’ by Zalmen Silberzweig

and the Idea of National Theatrical Art

The six-volume Lexicon of the Yiddish Theater (‘Leksikon fun yidishn teatr’,
1931-1969), published in Yiddish for three decades, is not only an authoritative
but also still an unsurpassed source for researches of both theatre history
and activities of individual groups, playwrights, actors, directors, musicians,
artists, entrepreneurs. This publication also serves as an important material
for studying the approaches of its editor-in-chief Zalmen Zilberzweig (1894,
Ozorkov — 1972, Los Angeles) and his colleagues to the understanding of theatre
as an integral part of Jewish national culture and its origins in folk art. This
work largely reflected Z. Silberzweig's ideas about the World Jewish Theater.
The World Jewish Theatrical Art developed in Europe, America, Australia and
Israel. The Lexicon reflects his understanding of the multilingual nature of
Jewish theatre, even though the description focused on the history of Yiddish
theatre and its difficult fate in the 20th century. The history of Jewish theatrical
art reflects the complex modernization processes of the first decades of the
twentieth century, as well as the tragic events of the Holocaust. Silberzweig and
his colleagues understood the role of theatre in preserving national identity.
The relevance of this approach is confirmed now by the work of the team led by
Steve Lasky, whose task is to translate the articles of the lexicon into English
and post them on the Museum of Family History portal.

12.45 Discussion

14.05 Break
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Panel 9: Art in the Cross-Cultural Interactions
Chair: llya Rodov

Denis Viren

The State Institute for Art Studies

Svetlana Pakhomova

Moscow School for the Social and Economic Science, Russia

Jewish Dybbuks - Polish Demons

(about the Film Demon by Marcin Wrona)

The mystical film “Demon” (2015) has stood out in Polish cinema of recent
years. Inspired by the classic screen version of S. An-sky’s play “Dybbuk” (1937,
directed by M. Waszynski), it raises to a new level the problem of memory
of the Holocaust and Polish-Jewish relations in general. Also, thanks to the
leading actor Itay Tiran, Demon enters into an intriguing dialogue with the
American-Israeli film “Forgiveness” (2006, directed by U. Aloni). The speech
will be devoted to the artistic strategies that Wrona resorted to, as well as the
contexts of the existence of this extraordinary film.

Tatyana Emelyanenko

Russian Museum of Ethnography, St. Petersburg, Russia

The Art of Dressing: About the Peculiarities of the Traditional Costume of
the Bukharian Jews of the 19" - Early 20™" Centuries

In the history of the ethnographic study of Bukharian Jews, their traditional
costume usually did not attract the attention of researchers due to the simi-
larity with the costume of the surrounding population — Tajiks and Uzbeks,
from whom they borrowed it. The information concerned only the ‘distinctive
signs’in a man's suit, adopted for the Gentiles in the Muslim world: in Central
Asia, they were forbidden to wear a turban, their outer coats had to be dark in
colour and girded with a rope, which was a feature of the ‘outer’ male costume
of Bukharian Jews. in which they appeared on the streets of Central Asian cit-
ies and among Muslims. However, in their neighbourhood, where outsiders did
not enter, they could dress ‘as they wanted’, and it is this “internal” costume,
especially a festive one, which usually retains its ethnically expressive features
longer among all peoples, can be considered traditional for Bukharian Jews.
At the same time, neither the men's nor the women's costume differed from
the Uzbek-Tajik either in composition or the cut of individual elements. But
comparing them — by the nature and colour of the fabrics used, the time of ap-
pearance or disappearance of certain components from the costume, by gender
characteristics and other features, and finally, by the manner of wearing — some
specific differences characteristic of the traditional costume of Bukharian Jews
and giving it unique look. The results of such a comparative analysis show that
the Bukharian Jews, borrowing the costume of the surrounding population, ‘re-
coded’ it following their ethnogenetic history, religious views, aesthetic ideas,
creating their art of dressing. The report will consider some examples of the
specifics of the traditional costume of Bukharian Jews, as well as the method
of its identification.
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15.30 Rami Meir

Independent researcher, artist, Russia / Israel / Azerbaijan

The Art of the Mountain Jews of Azerbaijan

in the Aspect of Cross-Cultural Contacts

Azerbaijan is the ancestral homeland of the Juhuri people who were named
Mountain Jews during the first Russian ethnographic expeditions to the Cau-
casus and Transcaucasia. Though the Mountain Jews community and other
peoples of the Caucasus lived separately, their centuries-long proximity prede-
termined the cross-pollination of their artistic traditions. Not least importantly,
throughout history Azerbaijan, as a place with some of the highest concentra-
tions of Mountain Jews, has always been the centre of national and religious
tolerance to these people — they were not debarred from building synagogues.
Traditional arts and crafts of the Jews, such as jewellery, including inlay work
on cold weapons well-loved by the people of this region, rug making, etc., were
in continuous development, and socio-economic ties between the neighbour-
ing peoples kept on becoming stronger. The influence of Soviet and Azerbaijani
creative legacy is discernible in the art of Mountain Jews of the 20th century
born in Azerbaijan (historically the most populated areas have been Baku and
Quba). This is seen in the works of Mushail Mushailov, Nisu Nisuev, Rami Meir,
Lana Ilizarova, and other painters.

15.45 Discussion

16.05 Break
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Panel 10: Jewish Identity through Painting, Music and Research Film
Chair: Galina Eliasberg

Natallia Aharelysheva

Independent researcher, Belarus

Viktoryia Kiryltsava

European Humanities University, Vilnius, Lithuania

The Lost and Preserved Jewish Heritage of the Gomel Region

through the Research Film (video essay)

At the end of September 2019, we went on a research expedition in the Gomel
region (Belarus) to shoot material about the lost and preserved material Jewish
heritage (synagogues, residential buildings, markets, etc.). We visited Kopat-
kevichi, Mozyr, Kalinkovichi and Gomel. In the cities and former shtetls, we
were also interested in the bearers of Jewish culture-representatives of Jewish
religious and secular communities. It was a great stroke of luck that some of
them still remembered and spoke Yiddish! Therefore, in the film, we tried to
recreate the lost shtetls and cities of the Gomel region. For this purpose, we
have audio and video interviews, materials from the family archive of inform-
ants, and our audio recordings. We believe that our experience of creating a re-
search film may be interesting and useful for the participants of the conference.

Hanna Vashchynchuk

Independent researcher, Belarus

Representation of Everyday Jewish Culture

in the Work of Yuri Krupenkov: “In memory of the shtetl”

The report presents an analysis of the Jewish pictorial art cycle “In Memory of
the shtetl” by the contemporary Belarusian artist Yuri Krupenkov. The theme
of memory is one of the key themes in the artist's work; he has been working on
it for the past twenty-five years. The series consists of thirty paintings, which
can be divided into two parts: one is devoted to the life of the pre-war town -
the shtetl, the second - to the Holocaust. The first series of paintings are Jewish
everyday scenes, which depict popular characters (shoemaker, tailor, kleizmer),
family holidays, fairs, etc. The author recreates the atmosphere of a vanished,
a little idealized very «privat», everyday world, in which representatives of dif-
ferent nationalities and confessions lived side by side, creating a multicultural
unique flavor of the Belarusian Jewish town. Another series of his works is
dedicated to the Holocaust. The artist perceives the work on this topic as op-
portune and socially significant. Therefore, the cycle of works «In Memory of
the Town» is a perpetuation of the memory of the history and culture of the
Jewish population of Belarus and fill the gap in Belarusian painting, where
there are not many works on this topic. The cycle ‘In Memory of a Shtetl’ is not
just nostalgia for the lost Jewish way of life, but at the same time an attempt to
reconstruct an important socio-cultural component — the Jewish shtetl. Yuri
Krupenkov studied with his Jewish origin took painting lessons from the out-
standing Belarusian master artist May Danzig, which undoubtedly influenced
the creative style of the author of the cycle. Staying within the framework of
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traditional painting, the artist created his own hyperbolic style, using the uni-
versal symbols (codes) of Jewish culture.

Performance

Rafael Nektalov, Boruh Babaev, Zoya Tadjikova,
Tamara Kataeva, Roshel Rabaev, USA

Music of Bukharian Jews

Izaly Zemtsovsky
Silkroadhouse, USA
Marc Chagall: The Triumph of Co-Participation

Without making any claim to exhaustiveness, [ will attempt in this paper to
fashion a single comprehensive answer to two questions of the utmost com-
plexity in Chagall studies: what is the nature of the “Jew” for Chagall, and what
is the nature of ‘love’ in the artist’s conception of painting? The unexpectedly
interconnected answer I will put forth focuses on a single phenomenon, one
that is deep, if not Chagallian: the phenomenon of co-participation. This is not
the participation mystique theorized by Lucien Lévy-Bruhl or Carl Jung, but (if
we must search for parallels) something closer to the kabbalistic idea of co-par-
ticipation as the foundation of life, and love as the essence of co-participation.
My argument is based upon the following statements by Chagall, statements
that also require extensive commentary beyond the scope of this paper: 1) ‘I
am certain that if [ were not a Jew (with all the shades of meaning I attach to that
word), then I wouldn’t have been an artist at all, or I would have been a differ-
ent kind of artist’; 2) *...it is impossible to paint a picture without love, in the
full meaning of that word...”; ‘T have always painted pictures in which each and
every colour is overflowing with love for people’; ‘Goodness and Love—accord-
ing to my terminology, these are colour and light.”  The all-encompassing
co-participation that characterizes Chagall’s cultural worlds within the con-
text of his uniquely rich ‘I-tradition’ is akin to the cultural co-participation
that characterizes the phenomenon known as artistic Yiddishism, considered
in its historical, geographical, and ethnic dynamics. The works of Chagall are
a triumph of love and co-participation.

Discussion

Resolution of The First International Interdisciplinary Session on Jewish Art
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Mporpamma

17 mas, 17.30

MopToH ®enamaH.

Pucys 3Bykamu. Jlekumnsa-KoHUepT
TaTbsiHa Llaperpaackas (nektop)
Mwuxawnn ly6oB (popTennaHo)

18 masg, 20.00

Mcanom «Ha pekax BaBUIOHCKMX» CKBO3b TPaAMLUWN U BEKA

WcnonHutenu:

AnacTtacusa boHpapeBa (Bokan, WndoHN)

AHppec NamannoB (pomaHckas apda)

LOanunn Pa6umkos (untonb Xl Beka, untonb Xl Beka)

19 mas, 20.00

Ot KoppoBbl oo Byxapbl: My3blkasibHOe oxepesibe 3anaga n Boctoka

McnonHutenu:

AHHa lodmaH (Bokan)

leHHagun JlaBpeHTLEB (6e3nagoBas rmtapa, CKpunka)
Kupunn OwepoB (nepkyccus)

20 mas, 20.00

My3bika eBpenckoro Teatpa
NcnonHutenu:

AnunHa UBax n EBpenckuin opkectp nmeHu A.l. Yexosa:

AnvHa MBax (Bokan)

Mwuxawnn AnbTwynnep (KoHTpabac)
AnekcaHgp BpoHBenbep (ckpunka)
Nropb BypMmncTpoB (CKpunka)

Bopuc NukoBuny (cKpunka)

Anekcenn Po3oB (ckpunka, dopTenmaHo)
Mnbs CantaHoB (pnenita, cBUPEND)

Programme

Monday, May 17t". 17.30
Morton Feldman.

Drawing with sounds. Lecture-concert
Tatiana Tsaregradskaya (lecturer)
Mikhail Dubov (piano)

Tuesday, 181. 20.00

Psalm “On the Rivers of Babylon” through Traditions and Centuries

Performers:

Anastasia Bondareva (vocals, chiffon),

Andres Izmailov (Romanesque harp),

Danil Ryabchikov (tsitol of the XlI century, tsitol of the Xl century)

Wednesday, May 19t". 20.00

From Cordoba to Bukhara: Musical Necklace of the West and East
Performers:

Anna Hoffman (vocals)

Gennady Lavrentiev (fretless guitar, violin)

Kirill Osherov, percussion

Thursday, May 20'". 20.00

Music of the Jewish Theater

Performers: Alina Ivakh and the Chekhov Jewish Orchestra:
Alina Ivakh (vocals)

Michael Altshuller (double bass)

Alexander Bronweiber (violin)

Igor Burmistrov (violin)

Boris Itskovich (violin)

Alexey Rozov (violin, piano)

llya Saitanov (flute, pipe)
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Bocrok PyBuma Masens
BBICTaBOYHO-JIEKLIMOHHBIN TPOEKT

Cocrasutens I.B. llamunnn

Penaxrop H.A. Bopucosckas
Koppexrop I.A. MeniepsikoBa
OdopmieHre 1 KoMIbloTepHas BepcTka: E.A. CuBepc

Tommnucano B rmeuaTs 10.05.2021
Tapuutypsl PT Serif u Suisse Intl
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OpurnHai-MakeT IMOArOTOBJIEH
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