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STUKET KAK ®OPMA
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AHHOTALIUA

VI3yyeHne BHEMY3BIKATBHBIX IIPEIIOCHIIOK
W KyJIBTYpOTeHe3a TPagULIMOHHON MY3bIK/
ITO3BOJISIET IIPOHUKHYTb B [IIYyOMHHO-OHTO-
JIOTMYecKne OCHOBBI MHOTUX cdep XyJo-
’KeCTBEHHOT'O HapOJJHOTO TBOPYECTBa.

B ceBepoKaBKa3CKOM TPaguULIMM TAaKOBOM
TIpeJiCTaeT KyJAbTypa 3TUKeTa — OTpaska-
I0LAasT CUCTeMY HapOJHBIX HOPM U IIpeJ-
CTaBJIEHWUI B OTHOILIEHWUSIX NTpeJiCTaBUTeIeNn
STHWYECKOTO COLIMyMa, MOLIHO BO3en-
CTBOBABILIAs HA pa3Hble BUIBI MCKYCCTBA
HapopoB CeBepHoro KaBkasa.

DTuKeT Kak popMa TeaTpanamsalun cee-
POKaBKa3CKOM MTeBYECKON TPafgnLUn nccie-
IlyeTcst Ha MaTepuaile afpIICKUX, KapaJa-
€BCKMX 1 6askapcKux rneceH. OTmevaercs,
YTO YHUBepCaJbHbIe 6a30BbIe KATeTOpUmn

Y TIOHSITUSI KYJIBTYPBI 9TUKeTa (LiepeMo-
HUas, PyHKLUMOHAIbHAS MepapXus y4acT-
HWKOB KOMMYHMKALUWU, MUP INYHOCTU

¥ MUP COLIMyMa, MOHOJIOTMYecKas 1 Aua-
sornyeckasi GopMsl OOIIeHMs ), OCMBICIIEe-
HVe STUKEeTHOW CUTYyalUn KakK May3bl B OObI-
JIeHHO >KM3HU ITIepeceKaloTcsI C TeaTPOM.
BusyasnpHOe BOmIOLIeHME TAKUX I1epe-
CeYeHWN JeMOHCTPUPYeT TaHL|eBalb-

Hasl U UHCTPYMEeHTaIbHasl My3bIKa, OTMe-
YeHHasi MOBBILIEHHO-3MOLMOHATbHBIM
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ETIQUETTE AS A FORM

OF THEATRICAL
PERFORMANCE

OF THE NORTH-CAUCASUS
SINGING TRADITION

ABSTRACT

Studying the extra-musical background
and cultural genesis of traditional music
allows to penetrate the deep ontological
fundamentals of many spheres of folk art.
In the North-Caucasus tradition the cul-
ture of the etiquette appears to be one

of them; it reflects the system of folk norms
and ideas in the relationships of the ethnic
community and it has powerfully affected
different types of art of North-Caucasus
peoples.

The etiquette as a form of theatrical perfor-
mance of the North-Caucasus singing tradi-
tion is studied on the material of the Adyge,
Karachay and Balkar songs. It is registered
that the universal basic categories and
notions of the etiquette culture (ceremony,
functional hierarchy of the participants

of the communication, the world of an indi-
vidual and the world of the community,
monological and dialogical forms of com-
munication), the perception of the eti-
quette situation as a break in the routine
life, overlap with the theater. Dance and
instrumental music show the visual imple-
mentation of such overlapping; it is distin-
guished by an emotionally increased per-
formance tone, by the contrast in male
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TOHYCOM UCITOJTHEHUsI, KOHTPACTOM MY3>K-
CKO1 1 >KeHCKOM Xopeorpadumn, BO3ria-
caMU, KpMKaMi 1 BKITIOUeHWeM 3JIeMeHTOB
KOPITOPOMY3BIKU.

B oTcyTCcTBME BU3YaTbHOTO IIPOSIBIIE-

HWS TeaTPaJIbHOT'O Hayasa TPaguLMOH-
HBIe [TIeCHM, OBITh MOKEeT, CAMOe STUKETHOe
1 TeaTpaan3oBaHHOE UCKYCCTBO afbl-

r'OB, KapayaeBl|eB 1 6asKaplieB. 3ech 3Tn-
KeT 1 TeaTp «IepeBefleHbI» Ha SI3bIK BOKaJIa
" B rTunepTpodmnpoBaHHONM popMme 3are-
YaTJIeHBl Ha YPOBHSX ITpOliecca CO3TmaHus,
ITOCTaHOBKM 1 UCIIOJTHEHW [TeCeH, cofep-
>KaHMsI, My3bIKaJIbHOTO CIOXKeTa, My3Bl-
KaJIbHOW pe4y M CTPYKTYPhl aHTUPOHHOTO
" InadOHHOTO MHOTOTOJIOCHS TIeCEeH.

KJTKOYEBDIE CJIOBA: cesepokaskasckas
nesueckas mpaduyus, Kyabmypa smukema,
advieu, Kapauaesypl, 6ankapypl, MOHONOZ,
0uanoz, My3vikanvHwill cloycem, aHmugoHHoe
MHOz0z0N0CUe, OUAPoHHOE MHOZ0Z0N0CUE.

VIzydyeHMe BHEMY3BIKAJIIbHBIX ITPEJIIO0-
CBIJIOK M KyJIBTypOTeHe3a TPaguLin-
OHHOV1 MY3BIKU ITO3BOJISIET IIPOHMK-
HYTBb B INIyOMHHO-OHTOJIOTUYECKIE
OCHOBBI MHOTUX Cdep XyLOKeCTBEeH-
HOTO HAPOZHOTO TBOpYeCTBa. B cene-
POKaBKa3CKOWM TPaAgnLIMKU TAKOBOM
NpeJicTaeT KyJIbTypa dTUKeTa — OTpa-
JKaIoIIas CUCTeMy HapOZHBIX HOPM
W IIpeLICTaBIeHUI B OTHOIIEHUSIX ITpeJt -
CTaBUTeJIel STHUYECKOTO COLUMyMa,
MOIIIHO BO3Z,€/CTBOBABLIAS HA PA3HEBIE
BUJBI UCKyCCTBA Hapo#oB CeBepHOTO
KaBkaza. DTukeT Kak popma TeaTpanim-
3aLUM CeBepOKaBKa3CKO ITeBYECKOM
TpagULN UCCIIeRYeTC s Ha TpuMepe
aIbITCKUX, KapadaeBCKMUX M 6aTKapCKUX
receH. B nogo6HoM paxkypce nccuego-
BaHMe CeBePOKaBKAa3CKOW ITeBUYEeCKOM
TpaguULUU IPeSIIPUHMAETCs BIIepBEIe.
TpaguunoHHasI KyJIbTypa HApOLOB
CeBepHoro KaBkasa 6asupyeTcs Ha Lie-
JIOM psifie BUOB COLIMAaIbHO KOMMY-
HMKaLUN U aJafTalnmnmn B TIOBCEJHEBHO-
OBITOBOM, ITPA3HUYHO-3aCTOJIBHOMN,

and female choreography, exclamations,
shouts and the introduction of the elements
of corporal music.

In the absence of the visual manifestation
of the theater principle, traditional songs
may be the most etiquettical and theatri-
calized art of the Adyges, Karachays and
Balkars. Here the etiquette and the the-
ater are ‘translated’ into the language

of the voice, and are imprinted in an exag-
gerated form on the levels of the process
of the creation, staging and performance
of the songs, content, musical plot, musical
speech and the structure of the antiphonal
and diaphonic polyphony of the songs.

KEYWORDS: North-Caucasus singing tradition,
etiquette culture, Adyges, Karachays, Balkars,
monologue, dialogue, musical plot, antiphonal
polyphony, diaphonic polyphony.

The studying of extra-music
background and cultural genesis

of traditional music allows to
penetrate into the deep ontological
bases of many spheres of the folk

art. Such is the culture of etiquette

in the North Caucasian tradition.

It is reflecting the system of folk norms
and ideas in the relations between

the representatives of ethnic society.
It has powerfully affected various
types of art of the North Caucasus
peoples. Etiquette as a form of theatre
form of the North Caucasian singing
tradition is studied on the example

of Adyge, Karachay and Balkar

songs. Such direction of the study

of the North Caucasian singing
tradition is being undertaken for

the first time.

The traditional culture of the peo-
ples of the North Caucasus is based on
a series of social communication types
and adaptation in everyday life, festive,
ritual and ceremonial life. These are
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PUTYJIBHO-06PSLOBOM XU3HN. DTO Ta-
K/e YHUBepCaJbHble STHUYEeCKMe o6pa-
30BaHMs, KaK CeMbsl, pOZ,, OOLMHA, BOT-
YMHA, COBET CTapeNIInH, UHCTUTYTEI
ITOKPOBUTEJIBCTBA U KYHA4YeCTBa, I10-
6paTMMCTBA 1 aTaJIBIYeCTBa, Hae3IH-
YyecTBa M TXaMaAuama, — IIpuoéper-
1Ine, B CUITy OOIINX
aHTPOIIOJIOTUYECKMUX CBOVCTB, MHBAPWU-
aHTHO-HA3THUYECKOe ColepsKaHne

1 3HaYeHMe B TPASULIMOHHOM OBITe ce-
BEpOKaBKa3CKUX HaponroB. Yepramn
YHMUBepcaan3Ma XxapakTepusyeTcst

Y KyAbmypa 3mukema Kak OTpaskeHne
MeHTaINTeTa, CUCTEMBI TPaAULMOH-
HBIX HOPM U IIpeLCTaBlIeHnil — B Ha-
CTOsIIEN CTaThbe UCCIenyeMas Ha Ipn-

such universal ethnic formations as
family, community, patrimony,
council of elders, institutes of patron-
age and kunachestvo, twinning and
atalichestvo, horseriding and tkha-
madism. Due to common anthropolog-
ical qualities, they received an invari-
ant overethnic content and
significance in the traditional life

of the North Caucasian peoples. The
culture of etiquette is also characterized
by the features of universality as
areflection of mentality, a system

of traditional norms and ideas. This
article explores the example

of the Adyge! culture of etiquette
called “Adyge habze”, and Karachay-

Mepe afibIrCKON' KyIbTyphl dTHKeTa

«advize Xa633», M KapayaeBo-6aIKapCKom?

KYJIBTYPBI 3TUKETa «HAMbICY.
DTHUKeT yKa3aHHBIX HAPOL,OB

TIpesCcTaBIsIeT CO60V: CBOJ, HEeIN -

CaHBIX 3aKOHOB U MPaBUJI, >KeCTKUX

1 Alvieu — cynepamuuue-
CKAs 2pynna Kagkasos3vlu-
HbIX HApo0os (KabapouHypvl,
yepKecwl, wancyzu, abaosexu,
memupzoesupl, becreHees-
Upl U 0p.), NPOACUBAIOULUX

Ha meppumopuu CesepHo-

20 Kaskasa (Pecny6auxu
Aovizes, Kabapouno-Banka-
pus, Kapauaeso-Yepkecus)
u 8 pside 3apy6excHvIX CmpaH
(HauGonee kpynnas advieckas
duacnopa npocusaem

6 Typyuw).

2 Kapauaesup! u 6an-
Kapybl — MIOPKOS3blUHbIE
HapoObl, KOMNAKMHO NPo-
Jcusarwue 8 pecnyoauxax
CegepHozo Kasrasa (Kabap-
ouHo-Baakapus, Kapaua-
e80-Yepkecus), u pacces-
HO — 8 ObIBULUX COBEMCKUX
pecny6auKax u 3a py6eicom.

YCTaHOBOK ITOBe-
OeHus 1 ob1IeHns,
MOPpaIbHO-
HPaBCTBEHHBIX
pennncaHnm

1 popM peueBon
KOMMYHMKAaLINN,
YTO He MOTJIO

He OTPa3nUTbCsl

" B XyJIO’)KeCTBEH-
HOW KyJIBType.

B coBokymnHoO-
CTU IIepeYncyIeH-
Hble CBOMCTBA
3TUKeTa 0606-
LAIOT CYThb Ha-
POIHOV CUCTEMBI
camonzeHTUPun-
Kaunu (TIoHsI-
TS 4eJI0BeYHO-
CTW, MY>KeCTBa,

Balkar? culture etiquette “namyz”.

The etiquette of these peoples
is a set of conventions and regula-
tions, rigid guidelines for behavior
and communication, moral guidelines
and forms of verbal communication.

They should find
the reflection in

the artistic culture.

In combination all
the listed qualities
of etiquette gen-
eralize the essence
of the people’s sys-
tem of self-identi-
fication (the con-
cepts of humanity,
courage, respect,
honor, wisdom,
upbringing) —

in the Adyge ethics
Adygagye (Adyge),
and the Karachay-
Balkar eth-

ics of taululuk,

1 Adyge is a super-ethnic
group of Caucasian-speaking
peoples (Kabardins, Adyge,
Shapsugs, Abadzekbs, Temir-
goys, Besleneyevs, etc.) who
live in the North Caucasus
(the Republic of Adygea,
Kabardino-Balkaria, Kara-
chay-Cherkessia) and in a
number of foreign countries
(the largest Adyge diaspora
lives in Turkey).

2 Karachays and Balkars are
Turkish-speaking peoples
living closely in the Repub-
lics of the North Caucasus
(Kabardino-Balkaria,
Karachaevo-Cherkessia),
and separately in the former
Soviet republics and abroad.
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MMOYTUTEIBHOCTH, YeCTU, MYLPOCTH,
BOCITMTaHWSI) — B aIbITCKOV 5TUKe adbl-
2azv3 (aEBITCTBO) M KapadyaeBO-6aaKap-
CKOW 3TUKe mayaynyKv, Kvapauating (rop-
CKOCTB). JlpeBHee ITPOUCXOKIeHNE,
60JIBIIIOe 3HAaUYeHNE B O6IIIeCTBE U BbI-
COKasl CTeleHb CTPYKTYPUPOBAHHOCTM
TOPCKOW 3TUKN MTO3BOJINIIN UCCIeloBa-
TeJIsSIM CPaBHUBATb 3TUKET CeBepOKaB-
Ka3CKMX HAapOZJOB C 9TUKETOM KUTan-
LieB, AMOHLEB, GpaHIy30B [1]. DTuker
JLaJl CeMaHTUYECKYIO IIOAOIUIEKY XYLO-
’KeCTBEHHOTI'O TBOPYeCTBAa, MapKMUpOBaJ
JleKOpaTUBHO-IIPUKJIafHOe, YCTHO-IIO-
dTUYecKoe, a o3 Hee U JINTepaTypHoe
MUCKYCCTBO HaponoB. K mpumepy, xapax-
TEePHO OTHOIIEHNe CeBEpPOKaBKa3CKUX
rOpLieB K CAMOMY ITIPUMeYaTeIbHOMY
IJIACTY UX KYJIBTYPbl — K KpacoTe IIpu-
POZBI 1 MECTHOTO laHAmadTa. DTUKET
IIpeAInChIBaeT He JKMBOIIMCHO-JINPU-
YecKoe UX OInCaHne, a IpegMeTHOe
n306paskeHIe B UCKYCCTBE OPHAaMeHTa
Ha OCHOBe ITPUPOAHBIX (PaCTUTENb-
HBIX, 300MOP(dHBIX, TeOMETPUIECKIUX)
¢uryp. AHaJIOTMYHBIM O6Pa30M 3TN -
KeT OTpaHMYMBaeT ITO3TNYECKOe BbI-
Pa’KeHMe B HapOJHOM TBOpPYECTBe
JII060BHOW TeMBbl, KOTOpasi InilieHa
SPOTUUECKOW TeJIeCHOCTU B Ilepenaye
MHTUMHBIX YyBCTB, IIOCKOJIBKY, IO 3TU-
KeTy, OHM He JOJDKHBI OBITH IIPeIMeTOM
BceoOb11ero 0603peHus.

B XOHTeKCTe 9TUKN 1 STUKEeTHBIX
$opM obL1eHNs aKLIeHTUPYIOTCS ABa
«IIePCOHAaKaY, IPef oI peaeaNBIINX
TeaTpaan30BaHHOe BOCIPUSITIE MHO-
I'MX BULOB HAPOJHOTO TBOPYECTBA.
DTO Mup AuuHOCMU (MUP YeJTOBEKa)

" Mup obwecmea (Mnp 3THOCA), KOTO-
pBble 06ecreYnBaoT COLUATBHYIO UIeH-
TUYHOCTD WIEHOB COOOLIEeCTBa, BBI-
CTYIIalOT KOOPAMHATaMM IICUXOJIOTUN
CeBepOKaBKa3CKUX Hapomos [ 2, c. 167].

karachayla (gorskost). The ancient
origin, great importance in soci-

ety and the high degree of struc-

ture of the Gorski’s ethics allowed

the researchers to compare the eti-
quette of the North Caucasian peo-
ples with the etiquette of the Chinese,
Japanese, and French [1]. Etiquette
gave a semantic background to

the artistic creation, marked decora-
tive, oral poetry, and later literary art
of peoples. For example, the remark-
able attitude of the North Caucasian
highlanders (gortsi) to the most
remarkable layer of their culture —

to the beauty of nature and the local
landscape. Etiquette prescribes not

a pictorial and lyrical description

of them, but a subject image in the art
of ornament based on natural (plant,
zoomorphic, geometric) figures. The
same way the etiquette restricts poetic
expression of the love theme in the folk
art. No erotic physicality in the trans-
mission of intimate feelings is allowed.
According to the etiquette, they should
not be the subject of public viewing.

In the context of ethics and eti-
quette forms of communication, two
“characters” are emphasized. They
have predetermined the theatri-
cal perception of many types of folk
art. These are the world of the individ-
ual (the world of man) and the world
of society (the world of ethnos), which
ensure the social identity of commu-
nity members, and are the coordi-
nates the North Caucasian peoples

n
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MapxnpoBaHe INYHOCTU B 3TUKE

" 3TUKeTe CeBepPOKaBKa3CKMUX rop-

1LIeB COOTHOCUTCS C PUTYPOI1 BOXKIS-
Liapsi Kak LjeHTpa CoLMyMa 1 BCeJIeHHO
B IPeBHUX TPAAULINOHHBIX KYJIBTypax.
B aTuKe anpIroB, KapayaeBleB 1 6a-
KaplieB caKpasabHBIN LeHTP BOIJIOTUIICS
B TPaguLUM MOYNTaHMS CTapLINH-

crBa (CTapenunH), xo3snHa (mxa-
Maovl), B 5TUKETHBIX GOpMax MpeBo3-
HeCeHWs TaKOW CaKpaJIbHOM JINYHOCTN.
TakoBa, B YaCTHOCTU, TPAgULIVS ALBITOB
«CUAEeTDh — CTOSIThY — 0b6s3aTeNIbHOe
BCTaBaHWe IIPU IOSIBJIEHUN CTapen-
LUIVMHBI, TIOYNTAeMOM INYHOCTU, KOTO-
past, 10 MHEHMIO UCCIefoBaTelen, Ie-
pelia K JpyrMM KaBKa3CcKnUM Hapogam
[2, c. 163]. MapkupoBaHue o61ecTBa

B 3TMKe U DTUKeTe CeBepOKaBKa3CKUX
ropLeB 06yCIOBIEHO G6OIBLION POJIBIO
Pa3INYHOTO poJia COI030B B TPYAOBOM
LlesITeJIBHOCTM, IPYKMH B IIOXOIHO-
BOEHM3VPOBAaHHOMN ITOBCEHEBHOCTH,
LIeXOB B OpraHU3aLny IPa3gHUKOB, CO-
BeTOB (MHCTUTYTOB) B PEryINPOBaHUN
IIpaBOBO XM3HM coumyMa. Harmsnao
MOJIeJIbIO 3HaYMMOCTW KOJIJIEKTUBHOTO
Hayajia BEICTYyIIaeT TPagulMOHHOe 3a-
cTosbe (Tparesa), CUMBOJIU3UpYIolee
nleaJIbHbIN 06pa3 MMpa Kak KOHCOJIN-
JAalLnio O6LIecTBa.

PazHas cTerneHp 5TMKETHOTO BbI-
PasKeHUsI XapaKTepuayeT IOBCeJHEeB-
HBIN 1 LIepeMOHWAJIbHBIN TUII O611e-
Hust. JIro60o1 nepeMoHMan (puryan
" 06psIZ, BCTpeua 1 IIPOolaHne, IIpueM
TOCTsI 11 3aCTOJIbe, TO3TUYECKOe U My-
3bIKaJIbHOE TBOPYECTBO) OCO3HAETCs
COGBITHEM, TPEOYIOIINM COOIIOze-

HWs IIpaBWJI 9TUKeTa, HapylleHne KO-
TOPBIX «<MOXKET OKa3aThCsl BeCbMa He-
npusaTHBIM» [ 1, c. 9]. DTukeTHOE
ob1ieHne — 3TO cBoeoOpazHas «Tea-
TpajbHas» I1ay3a B OObII@HHOM XKMU3HMU,

psychology [2, p. 167]. The marking
of the personality in the ethics and eti-
quette of the North Caucasian high-
landers is correlated with the fig-

ure of the leader-tsar as the center

of society and the universe in ancient
traditional cultures. In the ethics

of the Adyge, Karachay and Balkars,
the sacred center was embodied in

the tradition of honoring seniority
(elders), the master (tkhamada), in eti-
quette forms of exalting such a sacred
personality. Such, in particular, is

the Adyge’s tradition of “sitting-stand-
ing” — compulsory standing up as

the elder one entering, a revered per-
sonality. This tradition, according to
researchers, passed to other Caucasian
peoples [2, p. 163]. The marking

of society in the ethics and etiquette
of the North Caucasian highlanders is
due to the high role of various unions
in labor activity, squads in militarized
everyday life, workshops while orga-
nizing holidays, councils (institutions)
inregulating the legal life of society.
A vivid model of the collective prin-
ciple significance is the traditional
feast (meal), symbolizing the ideal
image of the world as a consolidation
of society.

A different degree of etiquette
expresses the everyday and ceremonial
type of communication. Any ceremo-
nial process (ritual, meeting and say-
ing farewell, guest reception and feast,
poetry and music creativity) is rec-
ognized as an event requiring follow-
ing the etiquette. The violation “can
be very unpleasant” [1, p. 9]. Etiquette
communication is a kind of “theatrical”
pause in everyday life, giving identifi-
cation of participants in a communi-
cative act. In the context of theatrical

HAPOOHOE TBOPHECTBO
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Jaouas nieHTUOUKaLUIo Y4aCTHUKOB
KOMMYHMKAaTUBHOTO aKTa. B KoHTexk-
CTe TeaTpaJbHBIX IIPU3HAKOB dTUKETA
OLIeHNBAIOTCsI POPMBI OOLIeHWS TTap-
THepOB LiepeMOHMaa, TUII PeTysILnun
X OTHOLIEHWI B BUie TOBeleHYeCKUX
3HaKOB-CUMBOJIOB. TeaTpasbHOE BBI-
pa’keHNMe 3TUKeTa IIOBBILIAETCS B CIIy-
yasiX pa3HBIX TOYEeK 3peHNs IapTHEPOB
Ha OfIHY CUTYyaluIo: 3/leCh IIPOCTY-
TMaI0T TaKne YepPThl STUKETHOIO ob1ie-
HWs, KaK «paKT HepaBeHCTBay, He0O-
XOJMMOCTB IIOCTPOEHMS CBOeN peun
[1, c. 7]. Druker (unTait — Tearpamun-
30BaHHbIN llepeMOHNAJT) BBICTYTIaeT
MeXaHU3MOM c6aIaHCMPOBAHHOTO 06-
IIeHMsI HePaBHBIX TAapTHEPOB B dopMe
TaKOT'O ANAIOTa, KOTOPHIN aKTyaIn-
3UpYyeT pasanyns 1 HeMTpaansyeT co-
BriameHuUs: «4eM 60sIblIIe TPU3HAKOB,
10 KOTOPBIM YYaCTHMUKN OOLIeHNS

«He COBIIaZalOT», TeM OOBIUHO BHILIIe
CTeleHb 3TUKETHOCTU CUTyalun 1 06s-
3aTeJIBHOCTD COOTIONEeHMSI ITPaBII»
[1,c.7].

CremyeT OTMETUTBD, UTO KyJIbTypa
CeBepOKaBKa3CKOTO 3TUKETA CJIOXMN-
Jlach He cpasy 1 IIpoluIa pa3Hble CTa-
Iun s3Bomounn. ITonck, HakoIyIeHne
" «IIpOBepKa» pasanydHbIX POpM 06-
IIeHusI IPUCYILM apXanKo-MudoIorm-
YeCKOMY ITepUOJy C ero JO3TUKETHOMN
VMMIIPOBU3AaLIMOHHOWN HeoIpeeseH-
HocTblo. CTaguio peranaMeHTalum
MHO>XeCTBa IIPaBUJI U IIPeAINCcaHnNI
KOMMYHMKaLuUN B peomanbHO-POO-
BOM CTpO€ 3HaMeHYeT SIINYeCKN I1e-
pmog. OTKas oT n36bITOYHOCTU HOPM
" TIpaBUJI 9TUKETa, OOpeTeHNe YH-
BepcayM3Ma XapaKTepuU3yIoT KYJIb-
TYpy 3TUKeTa B UCTOPUYECKNI IIePUOT,
JKMU3HM CeBepOKaBKa3CKUX HAPOMOB.
Ka>kIpIil 13 OTMe4YeHHBIX [1epUOLOB
(Mud - Broc — dTMKeT) OCTAaBWI CBOM

signs of etiquette, the forms of com-
munication between the partners

of the ceremony are evaluated. The
same is with the type of regulation

of their relations in the form of behav-
ioral signs, symbols. Theatrical expres-
sion of etiquette increases in cases

of different points of view of the part-
ners on one situation. Thus such

traits of etiquette communication as
the “fact of inequality”, the need to
build your speech is revealed [1, p. 7].
Etiquette (read — the theatrical cer-
emony) is a mechanism of balanced
communication between the unequal
partners in the form of such a dia-
logue, which updates the differences
and neutralizes the matches: “The more
details on which participants do not
match, the higher degree of etiquette
of the situation it is. And the accuracy
of following the rules” [1, p. 7].

It should be noted that the culture
of the North Caucasian etiquette did
not take shape immediately. It went
through various stages of evolution.
Search, accumulation and “verifica-
tion” of various forms of communica-
tion are inherent in the archaic-myth-
ological period with its pre-etiquette
improvisational uncertainty. The stage
of regulation of many rules of com-
munication in the feudal sys-
tem sets the epic period. The rejec-
tion of the norms excessiveness and
rules of the etiquette, the attainment
of universality — all these character-
ize the culture of etiquette in the his-
torical period of life of the North
Caucasian peoples. Each of the marked
stages (Myth — Epic — Etiquette)
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«TeaTpaJIbHbIN Cllefl» B pOpMMUpPOBa-
HWUM KyJIBTYPBI 3TUKeTa. Ho nMeHHO
Ha UCTOPMUYECKOM (CO6CTBEHHO 3TN -
KeTHOM) 3Tarlle 3BOJIIOLNIN BO3ZHUKIIO
TTOHMMaHMe B3auMOJeNCTBUS KOJI-
JIEKTUBHOTO Y UHAUBUIYAIbHO-
JIMYHOCTHOTO HayaJl, M Ha IIepBOM
IJIaHe OKa3aJINCh He CTOJIBKO BHEUTHNe
MoBeJeH4YeCcKne HOPMBI, CKOJIBKO UCTO-
pryuecKn 06yCIOBIeHHOE MBIIIITIeHNe
oIpeJieJIeHHbIMU (KAHOHU3UPOBaH-
HBIMI) KaTeropusMu B 110601 cdepe
TPagULMOHHON XU3HU U KYJIbTYPEI
[3,c.11].

9TuxeTHas popma TeaTpanansanum
MIPOHU3BIBAeT pa3Hble IIJIACThl TPaJu-
LIMOHHOM CeBepOKaBKa3CKOM MYy3bIK!
" BU3YaJIbHO HanboJjee 4eTKO OLLyIa-
eTCsl B TAHL[€BAIBHBIX Y UHCTPYMEH-
TaJIBHBIX )KaHPaX — OTMeYeHHBIX I10-
BBIIIEHHO-5MOLIMOHAIBHBIM TOHYCOM
VCIIOJTHEHUST, KOHTPACTOM MY>KCKOM
1 >KeHCKOM Xopeorpadun, BosIriacamu,
KpMKaMM 1 BKIIIOYEeHNEeM DJIeMEeHTOB
KOpriopomy3siku [4]. B orcyTcTBMe B~
3yaJIbHOTO IIPOSIBIIEHNS TeaTPaJIbHOTO
Hayasla TPagULIMOHHbIe TIeCHI, ObITh
MOJKeT, caMOe 3TUKeTHOe 1 TeaTpan-
30BaHHOE UCKYCCTBO aJbITOB, Kapaya-
eBLIeB 1 6aIKaplieB. 371eCh STUKET
7 TeaTp «IlepeBeJleHbl» Ha A3bIK BOKaja,
B I'MnepTpodmpoBaHHOMN PopMe 3a-
reyaTJIeHbl Ha YPOBHAX TPagULIUU UC-
TIOJTHEHMsI, COJlepKaTeIbHOWM 1 CTPYK-
TYPHOM CIlelinUKN I1eCeH Pa3HbIX
JKaHPOB.

Tpagnimst UCITOTTHEHWUSI BCKPHI-
BaeT NepBOCTEIIeHHOe 3HaUYeHMe «I10-
CTaHOBOYHO ITpeaM6yJIbly — OIIpe-
IleJIEHHOTO liepeMOHMaIa POKIeHNs
TIeCHMU, ee «6JIarOCIOBeHUS» K UCIION -
HeHuo. IIpexxme Bcero, 3To Tpagn-
LIMsI CJIO’KEeHUSI IeCHM Ha 6a3e HapoJ -
HBIX COBETOB (MHCTUTYTOB) I1€B1]OB

left its “theatre mark” in the forma-
tion of the etiquette culture. But it is
exactly on the historical (etiquette
itself) stage of evolution there was

an understanding of the interaction
between the collective and individ-
ual principles. The external behavioral
norms were not at the foreground.
The first position was devoted to

the historically conditioned thinking
with certain (canonized) categories in
any field of traditional life and culture

[3,p.11].

The etiquette form of theatrical-
ity penetrates into the various lay-
ers of traditional North Caucasian
music, and is most clearly visu-
ally felt in dance and instrumental
genres — which have an increased emo-
tional tone of performance, the con-
trast of male and female choreography,
exclamations, screams and the inclu-
sion of elements of corporo-music [4].
Without any visual showing of the the-
atrical principle, traditional songs are
perhaps the most etiquette and theatri-
cal one art of the Adyge, Karachay and
Balkars. Here etiquette and theatre are
“translated” into the vocal language,
in a hypertrophied form they are cap-
tured on the levels of the tradition
of performance, content and structural
specifics of songs of different genres.

The tradition of performance
reveals the vital importance
of the “staged preamble” — a particular
ceremony of the song’s birth, its “bless-
ing” for the performance. First of all
it is the tradition of composing a song
on the basis of popular councils (insti-
tutes) of singers and musicians. Their
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" My3BIKaHTOB. V1X 0CO6eHHOCTbD CO-
CTOsIa B COLIMAIbHOM pasfieleHun
(ob1eHapoHbBIe U KHSTPKECKMe ITPU-
IBOpHbIe My3bIKaHTBHI), B HAJIMYNUX Lie-
XOBOW KOPIIOPAaTUBHOCTM, & TaKKe
npodeccMoHaJIbHON Cllelnaan3almnmn

n gnddepeHIMaMM My3BIKAHTOB (I1ec-
HeTBOpell, 1eBell-COJINCT, My3bIKaHT-
MHCTPYMEHTAJINUCT, IJISCYH, CKa30YHUK,
LlepeMOHUMMEICTED).

ITecneTBOpel (apxanyHO-APY-
>KUHHBIN TIeBel], POJCTBEHHBbIN pyC-
ckomy bosiny) — aTO «Mar u nesel,

He TOJIbKO UCIIOJIHSIeT IIeCHY JJIs

KHS351 M IPYKUHBL, HO. .. TaK)e BOC-
NeBaeT B CBOUX IIeCHSIX MOJBUIN, CJIa-
raeT ITOXOLHBIe ITeCHN, IPUHOCsLINe
yauy B 6010» [ 5, ¢. 57]. My3bIKaHT-
MHCTPYMEHTAJIINCT — CaMblil BOCTpebo-
BaHHBIN «aKTep» B IIPOCTPAHCTBeE Xauéuy,
(KyHa1Kas, MecTo AJIsl IpueMa rocTen,
3aCTOJINIA, IIPa3THMUKOB) 1 B TPagULIN-
oHHOM urputie. ITascyH gomkeH 6bU1
MIPUMHAAJIEKATh KIaHy TPoQpeCcCUOHAIb-
HBIX TaHLJOPOB, N306paKaIOIINX ITPO-
M3HOCMUMBIe TeKCThl. CKa304YHMK yCTpa-
MBaJI COCTSI3aHUS B OCTPOYMMUMN, CIaraju
1 CKa3bIBaJl HeGBUINILBI. OCO6BIM ITO-
JIOXKeHMeM U BJIaCTBIO HafleIsIcs 1ie-
PeMOHUINMEeNCTep — YCTPOUTEIb UT'P,
ILISICOK, OTIpeJleJISIIoOL il TOPSLOK BBI-
CTYIIJIEHUI My3bIKAaHTOB.

B HapomHBIX cOBeTax MeBLIOB
" My3BIKAHTOB 6OJIblIINE TPE6GOBAa-

HUS TIPeIbsBIISUINCD COJIUCTY, KOTO-
PBIV OJIKEH 6bL 0671a5aTh XOPOLIUM
CTyXOM, BOKaJIOM, IIaMSThIO 1 apTU-
CTNYeCKO CITOCOOHOCTBIO BBIIION -
HATDH PYHKLMIO Kopudest B IeBYeCKOM
a"cam6ie. CommcT (amgbITCKNM 0xcezy-
aKo, KapadaeBCKU 0xcblpubl M GanKap-
CKWUM XCblpyuU) — 3TO 3HATOK UCTOPUN
CBOero Hapofa, CIO’KeTOB BOCIIeBa-
eMBbIX COOBITUN U TepoeB. OH TakKe

peculiarity lays in social separation
(nationwide and princely court musi-
cians), in the presence of workshop
corporate work, as well as professional
specialization and differentiation

of musicians (songwriter, singer-solo-
ist, instrumental musician, dancer, sto-
ryteller, master of ceremonies).

Songwriter (archaic squad singer,
who is close to Russian Boyan) —
a “magician and singer, who not only
sings for the prince and his squad,
but... also sings in his songs the heroic
deeds, creates marching songs,
that bring luck in battle” [5, p. 57].
The instrumental musician is the most
needed “actor” in the hachesh space
(kunatskaya, a place for receiving
guests, feasts, holidays), and in the tra-
ditional games. The dancer was sup-
posed to belong to the clan of profes-
sional dancers depicting spoken texts.
The storyteller arranged competi-
tions in wit, composed and told fables.
The master of ceremonies had spe-
cial position and power. He organized
games, dances, determined the order
of musicians’ performances.

In the people’s councils of sing-
ers and musicians, great demands were
addressed to the soloist. He should
have good hearing, voice, memory
and artistic ability to perform the func-
tion of a head person in a singing
ensemble. The soloist (in Adyge cul-
ture — jeguaco, in Karachay — dzhirchi
and in Balkar — zhirchi) knows the his-
tory of his people, the plots of cele-
brated events and heroes. He is also
endowed with a function of a keeper
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HagessIcs QYHKIMe XpaHNUTes I1e-
CeHHOW Tpagnuunmn, yHKLMen Mma-
cTepa UCIIOJTHeHMsT, N60 (Kak TOBO-
PAT aIbII'N) TOT, KKTO IIJIOXO IIOET, ...
ITIOXOXX Ha MY>KYMHY, KOTOPBIV BMe-
CTO TOTO, YTOGBl OGHUMATD KEHIINHY,
6beT ee» [ 5, c. 60]. B urore, kak oTme-
4yaeT OMH U3 KPYITHENIINX UCCIIefo-
BaTeJIeN aJlbII'CKO HAPOAHOW MYy3BIK!U
3. Hanoes, «omunH 0%cezyako y>ke He MOT
COBMeLJATh JBe-TPU CIIeLMaIbHOCTY,
a )KU3Hb TpeboBajia pa3BUTuUA 1 obora-
LIeHMSI UCKYCCTBa. DTO IIPUBEJIO K CO3-
TIaHWIO 0)/Cezyako8ckux TPYIIII BO IJIaBe

c 0xcezyako-mxamaooi, T. e. kKopudeem»
[5,c.65].

VcnonmHuTenbcKas crieiuduka Tpa-
IVULMOHHBIX ITeceH (IIpexXIe BCero
aIbITCKMNX) OTPaXkaeT dTUKETHYIO PaH-
JKMPOBaHHOCTb BHYTPU L1eXOBBIX I'PYIIIL
Ha/lIn4neM JBYX IlepCOHaKel My3bIKalb-
HOTO elicTBa — mxamadvl-kopudest (MH-
IVBUAYaJIbHOM JUYHOCTU) U aHCaMOIIsI
(Hapoga). Txamada Ha6MpaJ IeBLOB,
pacrpenensii ux GyHKLnn (poan), op-
raHM30BBIBAJI 32aKA3bl HA COUMHEHMe TTe-
CeH 1 UX UCIIOJIHeHNe Ha NTPa3gHUKax,
IIOJIyYasl M ieni ronopap [6, ¢. 72].
AHcaM61b peasn30BBIBaJ TaK1e BUIBI
OBIIMHHOTO MY3ULMPOBAHM, KaK I1ec-
HEeTBOPYECTBO, [IeHNe 1 TaHel].

TeaTpasnn3oBaHHBIM IIPECTABIIS-
eTCsI M caM IPOLLecc CO3LaHmsI IIeCHU,
KOTOPBIN HepeJIKO IIPefCTaBIIsAI cO60T
COCTsI3aHMe-KOHKYPC Ha JIYYIINNA I103-
TUYECKUN TeKCT ITeCHU WIN 6JIaTOIIoXKe -
saHus (afBITCKMIA X0X, KapayaeBo-6aJi-
KapCKUM anzvblul),, IY4LIYI0 OCTPOYMHYIO
MMO3TUYECKYIO UMIIPOBU3ALMIO (a1 bIT-
CKMT1 alimplc, KapayaeBO-6aIKapCcKui
aumvlut), Iy4lee NCIIOJHeHWe IIeCHN.

B 3TOM IJIaHe TpUMeYaTeIbHO HabIIIo-
JleHWe 1cCIleloBaTes e afbIICKOM KyJIb-
TYPbl O TUTIOJIOTUYECKON 6IIM30CTH

of the song tradition, the func-

tion of singing master, because

(as the Adyge say) “he who sings bad...
is like a man who, instead of hugging
awoman, beats her” [5, p. 60]. Finally
as one of the main researchers of Adyge
folk music Z. Naloev says, “one
dzheguako could not combine the two
to three professions, while the life
required the development and enrich-
ment of the art. This led to the cre-
ation of the Dzbeguak groups led by

the Dzheguako — tkhamada, i.e. the head
one” [5,p.65].

The performance specifics of the tra-
ditional songs (primarily Adyge ones)
reflects the etiquette ranking within
the workshop groups by the pres-
ence of two characters of the music
action — tkhamada — head (individ-
ual person) and ensemble (people).
Tkhamada recruited singers, distrib-
uted their functions (roles), organized
orders for songwriting and their per-
formance at the holidays, received and
shared the fee [6, p. 72]. The ensem-
ble produced such types of community
musicmaking as songwriting, singing
and dance.

The process of creating a song
is also theatrical. It was often
a competition for the best poetic
text of a song or well-wishes (in
Adyge culture — dob, in Karachay-
Balkar — algysh), the best witty poetic
improvisation (in Adyge culture —
aitys, in Karachay-Balkar — aitysh),
the best performance of the song.

In thisregard, it is worth mention
the observation made by the Adyge
culture researches about the typo-
logical proximity of such contests
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ITOJLOGHBIX KOHKYPCOB COCTSI3aHMUSIM
IpeBHerpeYyecKux parncogoB, cpef-
HeBeKOBBIX eBPOIIeICKUX TPyoany-
POB 1 MeNCTep3uHrepoB [ 6, c. 93-94].
Ha onpezneneHHOM 3Tare MOJOGHBIN
STUKET CO3IaHMsI, UCTIOJIHEHUS 1 CO-
XpaHeHMsI IIeCeH BBISIBUII IIPU3HAKN
nmpodeccnoHanmnaanmnm, conmmKaplIme
CeBepOKaBKa3CKYIO My3bIKJIBHYIO Tpa-
INLINIO ¢ 6eCIMCbMeHHBIMIU KaHOHMYe -
CKuMU KynbTypaMn BocToka n 3anaga.
DTUKeTHBIe TPaBUJIa U IIPEAIIN -
caHms1 6bUIM OGpaleHBbl 1 K COZepiKa-
HUIO [TeCeH HeKOTOPBIX )KaHPOB. Taxk,
WUCIIOJIHEHWE NCTOPUKO-TePONYECKUX
TleceH 3allpelliao repolo IeTh O cebe
1 CBOUX NNOJBUraX. DTO GBUIO HeCco-
BMECTUMO C 06513aTeIbHBIMI JIJIST HETO
CKPOMHOCTBIO U BBIJIeP’KaHHOCTBIO, I10-
5TOMY O TaKUX IeposIX JOJIKHBI OBLIN
IIeTh Apyriue NeBLbl (aABITCKNe 0xcezy-
aKo, KapayaeBo-6aKapcKue 0icblpubl).
PrI11apcKmil 3TUKeT afbIroB 3arpe-
LIAJI CJIaraTh XBaJieGHBIe ITeCHU B afipec
Bpara. ODTUKeT CIIYKMUII MEXaHU3MOM
3aIIMUTHI B Q0BITCKMUX «OUUCTUTEITD-
HBIX» [TECHSX, TOCBSUIEHHBIX CHATUIO
c repos (TepOMHM) He3aCTy>KeHHOTO
O6GBMHEHMsI. DTUKeTHasl yCTaHOBKaA
Ha BEPXOBHOE IT0JIO’KEHE MY>KYMHBI
B COLIMAIBHOW Mepapxmn odlecTBa
1 Ha Ipeo6iiafjaHne MY>KCKIX COI030B
IIPOSIBUIIACH B TeHJIePHOV MaHepe 1C-
IIOJIHEHWSI TTIeCeH Pa3HBIX KaHPOB. Tak,
C MY>KCKMM aHCaMGJIeBBIM M COJIBHBIM
IeHneM CBsI3aH >KaHPOBBIN KOMILIIEKC
SNNYEeCKNX, UCTOPUYECKUX, Teponye-
CKUX, ITUIAYEeBHBIX U INPUUECKUX ITeCeH;
C >KEHCKMM COJIBHBIM ITeHUeM — KOM-
IIJIEKC KOJIBIOeIbHBIX, OOPSAOBBIX 1 He-
KOTOPBIX TPYAOBBIX ITeCeH.
DTUKETHYIO MapKUPOBKY YYaCTHM -
KOB I1€BYeCKOT'O aHCaMOJIsI 1 «IIPaBUII»
X B3aUMOJeICTBUSI OOHapYy’KuBaeT

to competitions of ancient Greek
rhapsodists, medieval European
troubadours and mastersingers [6,
p.93-94]. At a certain stage, such eti-
quette of the creation, performance
and preservation of songs revealed

the signs of professionalization, bring-
ing the North Caucasian musical tra-
dition closer to the unwritten canoni-
cal cultures of the East and West.

The etiquette rules and regulations
were applied to the content of songs
of some genres. Thus, the perfor-
mance of historical and heroic songs
forbade the hero to sing about him-
self and his deeds. This was incom-
patible with the obligatory modesty
and endurance, so the other singers
(Adyghe dzbeguako, Karachay-Balkar
dzhirchi) should sing about such heroes.
The knightly etiquette of the Adyge
forbade composing laudatory songs
addressed to the enemy. Etiquette
served as the protection mechanism
in the Adyge “purifying” songs dedi-
cated to remove the unfair accusation
of the hero (female hero). The etiquette
for the supreme position of the men
in the social hierarchy of society and
for the predominance of male unions
was manifested in the gender way
of performing songs of different genres.
Thus, a genre complex of epic, histor-
ical, heroic, deplorable and lyrical
songs is associated with male ensem-
ble and solo singing; while the com-
plex of lullabies, rituals and some labor
songs — with female solo singing.

The etiquette difference
of the ensemble members and
the “rules” of their interaction
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" COOCTBEHHO MY3BIKAJIBHBIN CIOXKeT
COJIBHO-TPYIIIOBBIX ITeCeH Pa3HbIX
>kaHpOB. TeaTpaspHO-UTPOBast OKpacka
MY3BIKaJIbHOTO CIOJKeTa 3aJaeTcs He-
CXOJICTBOM MY3BIKaJIBbHO-TI03TUYECKUX
XapaKTepPUCTUK IBYX OCHOBHBIX ITepCo-
HasKel MeCHM: COIMCTa M aHcaMOJd,
MapTust KOTOPOTO MOJIy4YnIa OGHO3BYY -
HOe HapOJHOe CaMOHa3BaHMe J(vbly

(B TpagnLmm ampIroOB) M bty (B TPagu-
LIMM KapayaeBlleB 1 6ayKaplieB).
[TapTns commcTa BoClieBaeT MUP YeJo-
BeKa, mapTust aHcaMobiIsi — MUP 3THOCA.
PazHoe My3bIKaIbHOE 1 IIO3TUYECKOe
comepykaHne 3TUX IIepcoHaXkel My3bl-
KaJIPHOTO CIO)KeTa JJaeT HeCOBIameHne
X MUPOB, CO3aeT OIIO3UIMOHHBIN
TUIT OTHOUIEHWM KaK 3HAK 3TUKETHOM
KYJIBTYPbI OOLIeHMSI.

HeCOBI'IaJ.IeHVle MY3bIKaJIbHBIX IT€P-

isalso revealed by the musical plot
of the solo-group songs of different
genres. The theatrical and playful con-
tent of the musical plot is determined
by the dissimilarity of the musical
and poetic characteristics of the two
main characters of the song: the solo-
ist and the ensemble, which received
the monotonous people’s name zbyu
(in the tradition of the Adyge) and
ezhiu (in the tradition of the Karachay
and Balkars). The soloist party cele-
brates the human world, the ensemble
party — the world of ethnicity. The dif-
ferent musical and poetic content
of these characters in the music plot
provides an opposition between their
worlds and creates an oppositional
type of relationship as a sign of the eti-
quette culture of communication.

The mismatch of the musical char-

COHa’Kel IIeCHU IIPOSIBJIEHO Ha pas-
HBIX YpoBHsX. Ha ypoBHe nosTuye-
CKOT'O TeKCTa — 3TO BepOaIbHOCTD

acters of the song can be found at dif-
ferent levels. At the level of the poetic
text, this is the verbality of the soloist

mapTmm coammncra n OTCyTCTBUE II03TN -

3 Caedyem ommemumo,
umo 8 OpesHUx 06p008bIX,
anuueckux (HaApmMcKux)
NecHsX 2pynnoseas napmus
IHCobLY-INHCHLY, HAPABHE

¢ hapmueli conucma, umena
noamuueckuti mexcm, 6no-
Cnedcmeuu 3ameHeHHbll
ACCOHAHMHBIMU pache-
gamu. ITodo6Has ambu-
8ANEHMHOCMb «Bbl0aems
meampanvHyto CyuHoCmb
2pynnosozo Hanesa — Cno-
C06H020 K HAPPAMUBHOU
mpaucpopmayuu [8],
JHCAHPOBOMY Nepesonoule-
Huto [9] u k cmpykmypHoi
«UMNPOBU3AUUU» 6 CO30AHUU
PA3HbIX MUN06 NECEHHO20
MH02020110CUS1.

YeCcKOT'O TeKCTa
B IPyINNOBOV IIap-
TN, pacIeBaro-
LIIer aCCOHAaHCEHI
(o, a, on, an, ovipa,
ompamanT. m.)°.
Ha memognueckom
YPOBHE — 3TO Jle-
KJIamalus IapTumn
coimcTa u pac-
MeBHOCTb I'PYII-
IIOBOVA ITAPTUN,
Jamlune, COOTBET-
CTBEHHO, LIMKJIN-
YeCKUM U LIeITHOM
TUITBI IBIXaHWUS

B Pa3HBIX I'OJIO-
cax aHCcaMOoJIsl.

Ha perncrposom

party, and the lack of a poetic text in
the group party singing assonances
(oh, ah, oh, ah, ohira, ohrada, etc.).
At the melodic level, this is the recita-
tion of the soloist part and the chant

of the group,
giving the cyclical
and chain types

of breathing in
different ensemble
voices. At the reg-
ister level, this is

a combination

of the high male
voice of the soloist
and the low male
voice of the ensem-
ble. The basic
melodic intonems
are different,

3 It should be noted that

in the ancient ritual, epic
(Nart) songs, the group part
zhyu - ezhyu, along with

the part of the soloist, had

a poetic text, which was later
replaced by assonant chants.
Such ambivalence “betrays”
the theatrical essence of the
group tune - capable of nar-
rative transformation [8],
genre reincarnation [9]

and structural “improvisa-
tion” in creating different
types of song polyphony.
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YPOBHEe — 3TO COYeTaHMe BBICOKOTO
MY>KCKOT'O TOJI0Ca COJINCTA M HU3KNUX
MY>KCKMX T'OJIOCOB aHCaM©OIsi. Pa3mnyuHbI
6a30Bble MeIoInYeckne MHTOHEMBI, J1a-
I0llIMe HeCOBIajarole BpeMs U pUTM
TepCOHa)Ke! My3bIKaIBHOTO CIOXKeTa.
Tax, My3bIKa IIapTUN COINUCTA LeMOH-
CTPUPYeT PUTMUYECKYIO AUHAMUKY,
MTOTIEBOYHYIO CTPYKTYPY MeJIofnyde-
CKOT'O TEeKCTa U IMCKPeTHOE BpeMs 3BY-
yaHus. VlHoe — B My3BIKe IPYIIIOBO
MapTun, HaCTPOEHHO Ha PUTMNYe-
CKYIO CTaTUKY B BUJe IIPOTSIXKEHHbIX
3BYKOB-JIOHT U MMeIOllell KOHTUHYAaIb-
HOe BpeMsI 3By4aHus. B urore myssl-
KaJIbHBIV CIO’KEeT IIeCHU PaCKphIBAeTCs

B IIPOCTPAHCTBE CMBICIOBOTO KOH-
TpacTa IIepCOHAKEN «MY3BIKAJIIBHOTO
TeaTpa», B KOTOPOM 5MOLMOHAIbHO-
TeMIlepaMeHTHast My3bIKa COJINCTa
MIPOTUBOCTOUT MY3BIKaJIbHO CAepyKaH-
HOMY ITeHUIO TPYIIITHIL.

B KOHTeKcTe 3TUKeTHOW «Ha-
CTPOVKN® OTHOLIEHUN JBYX IIepCOHa-
Kell TIeCHU pacKpbhIBAIOTCsI CYIIHOCT -
HBI€ YepPTBHI UX MY3BIKaJIbHOM peun.
3TO AMAJIOT KaK BakHOe yCJIOBMEe BO3-
HUKHOBEHMWS 3TUKETHON CUTyalun,

1 MOHOJIOT — KaTeTopus, BhIpaskaouas
9TUKETHOE IOHSITNE TaKOM «0a30BOM
JINYHOCTU», KOTOpasi IpMU3BaHa Co3Ma-
BaTb «IICUXOJIOTMYEeCKN KOMPOPTHYIO
cpeny» [2, ¢. 169]. [Inanor y4acTHUKOB
ITeBYeCKOTo aHCaMOJIsl CTAHOBUTCS Uje-
aJIbHOW HaJ3THNYEeCKON GOPMOVL BbI-
paskeHmsI STUKETHO-TeaTPaJIbHbIX OT-
HOIIeHUI B My3BbIKe. [Inasorndyeckas
dopMa ob1u1eHMs ITepefaeT yXOBHO-
HPaBCTBEHHBIN MUP JIMYHOCTU U OFHO-
BpEMEHHO I'OTOBA «ITOHSTB U IIPUHSTD
’KU3HEHHBIV MUP IPYTOTO YeJIOBeKay
[2,c.170]. C ncuxomormen «6a3oBoit
JIMYHOCTM» CBsI3aHa MOHOJIOTMYeCKast
$popMa My3BIKIBHON peun apTumn

giving mismatched time and rhythm
to the characters of the music plot. So
the music of the soloist’s part demon-
strates the rhythmic dynamics,

the singing structure of the melodic
text, and the discrete sound time. The
other is in the music of a group, tuned
to rhythmic statics in the form

of extended long sounds, and having
a continuous playing time. As a result,
the musical plot of the song is revealed
in the space of semantic contrast

of the characters of the “musical
theater”, in which the emotional and
temporal music of the soloist opposes
the musically restrained singing

of the group.

In the context of the etiquette
“tuning” of the relationship between
two characters of a song, the essen-
tial features of their musical speech
are revealed. The dialogue which
is an important condition for the emer-
gence of an etiquette situation,
and the monologue which is a cate-
gory expressing the etiquette con-
cept of such a “basic personality”,
which is designed to create a “psycho-
logically comfortable environment”
[2, p.169]. The dialogue of the mem-
bers of the singing ensemble becomes
an ideal over ethnic form of expression
of the etiquette and theater relations
in music. The dialogical form of com-
munication conveys the spiritual and
moral world of the individual and at
the same time is ready to “understand
and accept the life world of another
person” [2, p. 170]. The monologue
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conmncTa. MHOKeCTBO NPUBEJIeHHBIX
BBIIIIe MY3bIKaJTbHBIX XapaKTEPUCTUK
HaIeBa CONNCTa CBUIETETbCTBYIOT

O TaKoW ero 060CO6JIeHHOCTU, KOTIa
IapTus COJINCTA BOCIIPUHUMAETCS MO-
HOJIOTMYECKM CAMOCTOSITEIBHBIM KOM-
IIOHEHTOM ITeBYeCKOTO aHCaMOJIsI.

CocyuiecTBOBaHME [aora 1 MOHO-
JIoTa BOIUIOLAEeT CYLHOCTHBIE CBOVA-
CTBa KyJIBTYP KAHOHUYECKOI'O TUIIA,

B KOTOPBIX OHA UHJUBUAYIBHOCTD
Heo6xoxMMa I npyron 7, c. 17].

B xOHTeKCTe STMKeTHOT'O NCKYCCTBA
KOHTaKTOB U3BATIE OGHOTO U3 IIep-
COHa)kel TPagULMOHHOTO [TeBYeCKOTO
aHcaMO6J151 06eCKpOBINBAeT MYy3BIKY,
JINIIaeT ee OPMEeHTUPOB dTHOUIEHTN -
dukanmn. Tak, Ipn MCIIOTTHEHUN OHON
COJIBHOW MapTUN IIeCHSI He BOCIIPUHN-
MaeTcsi CBOe ITOJTHOV 3THNUYEeCKO Bep-
cuen, TIpeAIioaralleil aHcaMbJIeByIo
nopnepskky. OTenbHOe UCIIONTHEeH e
IPYIIIOBOTO HameBa (TIapTun Jcobly-
3%cbly) BOOOILe INIIEeHO CMBICIIA, ITO-
CKOJIBKY JJaHHBIN HaIleB BBIIIOTHSIET
$yHKLMIO OTBeTa Ha 3aIIpOC COJNUCTA.

C peueBBIM 3TUKETOM IIepeKINKa-
€TCsl My3BIKaJIBHBIN «CJIOBAPb» TPALU-
LIMOHHBIX ITeCeH aIbIrOB, KapadyaeBlieB
" 6asIKaplieB, IIpeke BCero Ha YpOBHe
COBNIAJAIOIINX IO CMBICTTY POPMYJI
«TIPUBETCTBUS® U IIPOLILAHNUSY, Map-
KUPYIOIINX BXOJ 1 BBIXOJ, U3 OIIpefe-
JIEHHOTO TUIIa O61eHns . DTO HanboJjee
IpeBHME 1 B PUTYaJIbHBIX KyJIbTypax
CeMaHTUYeCKM eMKne 3HaKM OOLIeHMUsI.
[IpuBeTcTBME — 5TO He IPOCTO 06pa-
LIeHne, HO CPefiCTBO IIPUBJIeYb BHI-
MaHwMe, CII0CO6 OpraHu3aLumn TpyLo-
BOVA [IesITeIPHOCTM, apXandeckas Bepa
B Marmio " CWIy cJ0Ba (IIPU3BIBA, BbI-
KpUKa, MeXIOMeTWsI-BOCKINLIAHUS).

form of the musical speech of the solo-
ist’s part is connected with the psy-
chology of the “basic personality”.
Many of the musical characteristics

of the soloist’s melody given above tes-
tify to its isolation, while the soloist’s
part is perceived as a monologically
independent component of the singing
ensemble.

The coexistence of the dialogue and
the monologue embodies the essen-
tial properties of the canonical type
cultures, in which one individual-
ity is necessary for another [7, p. 17].
In the context of the etiquette
art of contacts, the seizure of one
of the characters in a traditional sing-
ing ensemble bleeds music, deprives
it of ethno-identity symbolic. So,
in the performance of one solo part,
the song is not perceived by its full eth-
nic version, which assumes ensem-
ble support. Separate performance
of a group chorus (parts zhyu — ezhyu)
is completely meaningless, since
this chorus performs the function
of responding to a soloist’s request.

The speech etiquette is common
to the musical “vocabulary” of tradi-
tional songs of Adyge, Karachay and
Balkar, primarily at the level of match-
ing within the “welcome” and “fare-
well” formulas, marking the entrance
and exit of a certain type of commu-
nication. These are the most ancient,
and in ritual cultures semanti-
cally capacious signs of communica-
tion. Greeting is not just an appeal,
but the means of attracting atten-
tion, a way of organizing work, an
archaic belief in magic and the power
of aword (call, cry, interjection-ex-
clamation). A sign of achievement

HAPOOHOE TBOPHECTBO
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3HaKOM JOCTVM)KeHWUS pe3yIbTaTOB CO-
TPYyLHMNYECTBA BBICTYIIaeT NpOoIllaHne
KaK LJepeMOHWs IIPOBOMOB, BEIpaXkeHNne
pamocTn BCTpeYn 1 BpydeHe Iojap-
KOB Ha ITpa3gHMUKaX. SBJIssICh KaTero-
PMsIMM NTapasi3bIKOBBIX CUCTEM, LaHHbIE
cs10BecHble GOPMYJIbl HaJleISII0TCS Tea-
TpaJbHBIM XapaKTepoM UX IIpOou3Hece-
HWSI, B KPYT'y KOTOPBIX YePThl MUMUKH,
KMHEe3UKN (5KeCTHl, TeJIOABVKEHUS),
IIPOKCEMMKM (INCTaHLUs, 30Ha [Torpa-
HWYbS Y4aCTHUKOB OOIIeHN).

B recHsx afpIroB, KapayaeBlieB
1 6asikapleB GopMmysia «IIPUBETCTBUSIS
(3ames commcTa) 1 popMmysia «Ipoina-
HUs» (aHCaMO6IeBOe 3aBepllieHne Me-
JIOCTPOdBI) OTINYAIOTCS GPOCKOCTHIO
Y 3aIIOMMHAaeMOCTbIO, TOCKOJIBKY SIPKO
BBIJleJIeHbI CBOEI MHTOHALMeN U PUT-
MOM, IIPOCTPAHCTBOM M PETUCTPOM, 1je-
3ypON MeXXy 3alleBOM COJINCTa 1 OTBe-
TOM TPYIIIBI — KaK 3HAKOM IIOTPaHNYbs
" y3HaBaeMOCTM YYaCTHUKOB IIeBYe-
CKOTO aHCaMb6isl. «/IHULIMMPOBaHHBIE»
5TUKEeTHBIM CO3HAaHWEeM HapOJOB 1 M-
Irpupyloline 13 KaHpa B )XKaHp, JaHHbIe
popMyIIBI CIOCOGCTBOBAIN O6pa3oBa-
HWIO eIHOM CeBepOKaBKa3CKoOM [TleBye-
CKOV MO eNn.

BTuKeT Kak popma TeaTpanmnsalnmn
HanboJsIee «3pUMO» OLYIIAETCs
B CTPYKType MHOTOTOJIOCHUSI CeBepOKaB-
Kazckux receH. CyobeKT-06beKTHas
InddepeHLMaLINs HATIEBOB ITIepCOHA -
>KeVl My3BIKQJIBHOTO CIOXKeTa (CommncTa
W TPYIIIBL) BEMOHCTPUPYET UX pa3HOoe
UTPOBOE B3aUMOZICTBINE B CTPYKType
11eJ10ro Ha 6a3e aHTUPOHHOTO U ana-
$poHHOTO BMIOB MHOTOTONIOCUS. B KOH-
TEeKCTe Mayora-CcoCTs3aHUs,
Iuajora-60pb6obl TepcoHaxen (ConmmcTa
B POJIV CYO'BEKTA-TePOsI U IPYIIIIEL
B pOJIN OObEKTA) OCMBICIISIETCSI UTPOBOE
MIPOCTPaHCTBO aHTUGOHHOTO BUIa

of the cooperation — this is farewell as
a ceremony of closing, an expression
of the joy of the meeting and the pre-
sentation of gifts on holidays. Being
categories of para-language systems,
these verbal formulas are endowed
with the theatrical character of their
pronunciation, which includes facial
features, kinesics (gestures, body
movements), proxemics (distance,
border zone of the participants in
communication).

In the songs of the Adyge, Karachay
and Balkars, the “greeting” for-
mula (soloist’s chorus) and “fare-
well” formula (ensemble completion
of the melostrophy) are distinguished
by their catchiness and memorabil-
ity. They are clearly seen by their into-
nation and rhythm, space and regis-
ter, caesar between the soloist’s song
and the group’s response — as a sign
of the borderline and recognition
of the singing ensemble members.
“Initiated” by etiquette conscious-
ness of peoples and migrating from
genre to genre, these formulas contrib-
uted to the formation of a single North
Caucasian singing model.

The etiquette as a form of theatrical-
ity is most “visibly” felt in the structure
of North Caucasian songs polyphony.
The subject-object tunes differentiation
of the characters of the musical plot
(soloist and group) demonstrates their
different playing interaction
in the structure of the whole. It is pro-
vided on the basis of antiphonic
and diaphonic types of polyphony.

In the context of dialogue-competi-
tion, dialogue-struggle of the character
(the soloist in the role of the hero-
subject, and the group in the role

of the object), the playing space
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MHOTOTOJIOCHSI, IIPeICTABIISIONIETO Ye-
penoBaHMe (HepeaKo CTPeTTHOe) KOH-
TPACTHBIX ITO My3BIKe HalleBOB COJINCTA
W TPYIIIBL, M OCO6EHHO ITONYJISIPHOTO

B aIbIT'CKUX ITECHSX Pa3HBIX )KaHPOB.

B npumepe 1 npuBopunTCs nBa KyIuieTa
anbITCKOM (B YepKeCCKOV BepCun) repo-
nueckomt «ITecHn o KabapAMHCKOM HOY-
HOM HamnafeHUn» (IIeCcHs-IIay).
IToaTnyecKnm 1 My3bIKaJIbHBIN KOH-
TPacT HAIleBOB COJINCTA U )by, CTPeT-
THOe (Ha ¢OHe ellle He3aBePLIEHHOTO
3aIeBa COJINCTA) BTOPKeHMe TPYIIIO-
BOV ITapTUN, CO3HAI0T aHTU(DOHHBIN
TWUIT MHOTOTOJIOCHUSI, PACKPBIBAIOT MY-
3BIKAJIBHBIN CIOKET ITeCHM B KOHTEKCTe
IIVNAIOTa-COCTA3AHMS,

B xoHTeKcTe fnanora-coriacus nep-
COHa’KeM MpefcTaeT IIpeobIafaoumni
B KapayaeBO-06ayIkapCcKOM ITeBYeCcKom
Tpagnumm guadOHHBIN BUJ MHOTOTO-
JIOCUsI KaK HaJIOXKeHWe JIUANPYIolei
MMapTUN COINCTA U «aKKOMIIaHEeMeHTas
I'PYIIIIOBOTO HaneBa. TakoB mpuMep
2 — KapaJaeBCKasi Bepcus UCTOPUKO-
SIINYeCKOV ITeCHU-TIIava «buputuu
Amunar (IlepBas Yyma). 3mech HATIAgGHO
IepefaeTcsl MeJofn4YecKoe TIIaBeHCTBO
conpyoulent naptumn n GoHoBas poJib
COIPOBOKIEHMUS (Cbly) — CBOWCTB AN-
aOHHOTO MHOTOTOJIOCHSI, PACKPBIBA-
IOIIIETO MY3bIKAIBHBIN CIOXKET IIeCHU

I,  ° <oHTeKcTe Ana-

JIoTa-coryacus’.

of the antiphonic kind of polyphony

is represented. It shows the alternation

(often stretch) of the tunes of the solo-

ist and group, contrasting in music. It is

especially popular in Adyge songs

of different genres. Example No. 1

shows two verses of the Adyge (in

the Adyge version) heroic “Song

of the Kabardian night attack” (a cry-

ing song). The poetic and musical

contrast of the soloist’s tunes and

the ezhiu, the strett (against the back-

ground of the soloist’s incomplete

refrain) invasion of the group part,

create an antiphon type of polyphony,

reveal the song’s musical plot in

the context of dialogue-competition®.
In the context of the dia-

logue-agreement of the charac-

ters the diaphone kind of polyph-

ony as the imposition of the soloist

leading party and “accompaniment”

of the group melody becomes the pre-

dominant one in Karachy-Balkar

singing tradition. This is the follow-

ing example — the Karachay version

of the historical and epic lament song

“Birinchi Emin” (The First Plague). Here,

the melodic primacy of the solo part

and the background role of accompani-

ment (ezhiu) is showed — the properties

of the diaphonic

polyphony, reveal-

ing the musical 4 The example is borrowed

4 TIpumep 3aumcmeosan
uz [10,c. 225].

5 ITpumep npedcmasasiem
€060t a6MOpPCKy0 HOMHY0
pacuwugdposky ayouosanu-
cu necHu u3 GoH008 paouo
Kapauaeso-Yepkecuu (ed.

Cnoemaem
BBIBOJBI.
TpagnunoHHas
KYJIBTypa ceBepo-
KaBKa3CKMUX Hapo-
JIOB «3aMellIaHay

plot of the song in
the context of dia-
logue-consent”.

from [10, p. 225].

5 An example is an author's
musical decoding of the
audio recording of a song

xp. N2 17; 3anuce 60-x 20006
XX 8.). Conucm — Mazomed
Xabuues, 35wty — B. Xanu-

n06, M. Mamuyes, A. Xa6u-

yeg, M. Hozaiinues.

Ha MHO>XeCTBe

HOT'O 3JIEMEHTA,

MIpOSIBJIEHUI Tea-
TPaJIbHO-3PeJINI-

Conclusions. from the Karachay-Cher-
The tradi- kessia radio funds (unit of
tional culture art. No. 17; record of the

60s, XX century). The so-
of the North ")

loist — Magomed Khabi-
chev, Ezbiu — B. Khalilov,
M. Mamchuev, A. Khabichev,
M. Nogailiev.

Caucasian peo-
ples is “mixed”
on many
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Ipumep 1. Kv363poeti scauymeym u yap3o. IecHs 0 KabapOuHcKoM HOUHOM HanadeHuu (uepreccKas)
Example 1. Keberdey gheschteyem I uered. The song about Kabardin night attack (Cherkess)

IIpUCYLIero, Ipex e Bcero, puryasnam  manifestations of the theatrical-visual
1 06psifaM, BOGHHO-IIOXOOHOMY 6bITYy, element inherent in the rituals, military

HapOJHBIM ITpa3gHMUKaM U UTPULLAM. marching, public holidays and games.
TeaTpanusauum «rnopBepkeHbl» M He-  Some forms of the artistic creation
KOTopble GOPMEI XyJ[OKeCTBEHHOTO are also theatralized. The theater ele-
TBOPYECTBA, B KOTOPBIX TeaTpab- ment is presented indirectly, but no less
HBIN 3JIeMeHT IIpeJiCTaBJIeH OIIOC- clearly and expressively. Such, in par-

PenoBaHHO, HO He MeHee HaTJISTHO ticular, is the singing tradition
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ITpumep 2. Bupuruu Dmuna. [Tepsas Yyma (kapauaesckas necHs)
Example 2. Birinchi Emmina. First Plague (Karachay Song)

" BbIpa3uTenbHO. TakoBa, B YaCTHO-
CTN, TeBYeCcKast TpaguLns, B JaHHOM
cTaThe n3ydaeMas Ha MaTepuaie Ie-
CeH afpIrOB, KapayaeBlleB 1 6anKap-
LeB. B3 Ha X ITeBYeCKyIo KyJIb-
TYpy B KOHTEKCTe BHEMY3bIKaJIbHBIX
TpaAguLMi — HalpuMep, B GoKyce Tpa-
IUIIVOHHOW KYJIBTYPBI 9TUKeTa — gaeT
HeOXX1JaHHOe OTKPbITUE TTTyOMHHBIX
3aKOHOMEPHOCTEN TeaTpajbHOW! CO-
CTaBJISIIOLLEN TeBYeCKON TPaguLIUN.
ITomo6ue TeaTpy 06peTaIOT IIPOLIECC
TTIOCTAHOBKM [TeCeH U COJIbHO-T'PYII-
MTOBOW MCIIOJTHUTEIBCKON IPAaKTUKH,
TeMOpoBasi U yHKIMOHAIbHAS ne-
papxmsi IeBL,OB, MOHOJIOT 1 ANaJIOT

studied in this article on the material
of the songs of the Adyge, Karachay and
Balkars.

Alook at their singing culture
in the context of extra-musical tra-
ditions — for example, in the focus
of traditional etiquette culture — gives
an unexpected discovery of the deep
patterns of the theatrical component
of the singing tradition. The process
of staging songs and solo-group per-
forming practice, the timbre and func-
tional hierarchy of singers, monologue
and dialogue as the main etiquette-
theatrical forms of communication
of the characters in the songs show

HAPOOHOE TBOPHECTBO
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KaK OCHOBHbBIE 3TUKeTHO-TeaTpasb-
HBle POPMBI OOLIeHMSI [IeCEHHBIX I1ep-
coHaxkel. TeaTpanbHBIN KOA ge1mnd-
pyeTcs B My3BIKaJIbHOM TeKCTe ITeCeH,
KOTOPBIN MapKUPYeT BaskHbIe B peye-
BOM 3TMKeTe POPMYJIBl KITPUBETCTBUSIY
W «IIPOILIAaHNS», Yepe3 pa3Hble TUIIBI
MHOTOTOJIOCUS 3PMMO BOCCO37,aeT My-
3BIKQJIBHBIN CIOXKET.
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their closeness to the theater. The the-
ater code is decrypted in the musical 25
text of the songs, which marks the for-

mulas of “greeting” and “goodbye”
important in speech etiquette, visually
recreates the musical plot through dif-

ferent types of polyphony.
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