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HCKYCCTBO BU3AHTHH THE BYZANTINE ART

Emmanoui St. Giannopoulos, Hellas, Thessaloniki

Essential components of the Psaltic Art (" Byzantine music") and adaptation
problems in non-Greek languages

In the Greek language the word “Psaltiki” expresses the unbreakable unity between the lyrics
and the melody in the services of the Orthodox Church. This unity is very strong in Greek-speaking
Orthodoxy and most of the time we can’t imagine a melody without the lyrics of the hymn or a hymn
without the music with which we chant it.

The long history of the Psaltic Art and the admirable creations of the musicians who have
practiced it over the centuries have distinguished this music as one of the most important
ecclesiastical arts. This art has permeated the whole ecclesiastical life and has given and still gives
strong musical inspiration to artists who belong to other musical currents.

We know for a fact that the ecclesiastical music developed and took shape within the Greek-
speaking environment of the so-called Byzantine Empire—first as an unwritten musical tradition
during the last centuries of the first millennium, , and then as a written musical creation from the 10th
century onward.

Already in the 10th-11th centuries, the poems of the great hymnographers had been
established to a large extent. These poems were the material which had been expressed musically by
the marvelous composers of the Empire and by their successors in the Post-Byzantine years.

Indeed, the Koniakia, the Heirmoi and the Kanones in general, the Stichera Idiomela (the
hymns which have their own unique melody), the Stichera Prosomoia (the troparia which are
chanted with the melody of another musical pattern) constitute the real Christian poetry. This poetry
was set to music in various ways by the ecclesiastical composers.

So, two fundamental musical collections formed: the Heirmologion (it contains the melodies
of the Heirmoi) and the Sticherarion (it contains the melodies of the Idiomels which are chanted in
the annual feasts and also the Easter Idiomels). In parallel, all the fixed hymns of the ecclesiastical
services, which proceed primarily from the Psalms of David, gradually formed a musical collection
which originally was named Akolouthiai but very soon took the name Papadike.

It is essential to know that these three basic musical collections were each set to music in a
different way, and consequently the melody in each one is different. We can observe that we have
different musical formulas in the Heirmologion, in the Sticherarion and in the Papadike (in Psaltic
Art theory we call these formulas Theseis)

If we estimate that in the diachronic evolution of the Psaltic Art each one of these collections
was set to music in a quick, half-slow, and slow way, we can understand very well the excellent
variety and the wealth of this art. This art developed originally in the Greek language, and the hymns
were written in Greek by ecclesiastical hymnographers and musicians who had a deep knowledge of
Greek culture.

We know very well that the main centres in which this art was cultivated were
Constantinople and Mount Athos. However, the Church’s longing to preach the Gospel to other
nations gradually brought the Psaltic art to these peoples.

The musical expression of Orthodox worship made a deep impression on these peoples and
many talented non-Greek musicians tried to adapt this music to their language.

We do have some samples of ecclesiastical melodies composed for other languages very
carly (at least as early as the 14th c. ms Great Lavra E-108). And we also have such compositions in
the following centuries too. This is a very important event because it shows that Byzantine
monophonic chant was extremely influential in all the nations to which the Orthodox faith spread.
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This influence led many non-Greek musicians to try to become familiar with it and adapt it to their
language as the appropriate tool for Orthodox worship in any language.

The other very important fact--which is well known but we are obligated to mention it here
again--is that the liturgical texts and the hymns ol the great hymnographers were translated from the
Greek language to the languages of the other Orthodox nations.

So, in most cases we don’t have new hymns, but translations. This is very very important
because we have to consider that when we translate to another language (even il we translate to a
modern form of the same language like modern Greek) we lose the ability to use the same music in
which the original hymn was chanted.

Therefore the subject in question is how we can adapt the traditional ecclesiastical music of
the Orthodox Church to hymns which have been translated into other languages.

This problem is caused because the translated hymns do not have the same metrical and
poetical stress, nor the same number of syllables. And of course the construction of the phrases and
meanings differs, too.

And we have this problem not only when we translate from another language (like from
Greek to Russian) but also with the various translations of the same hymns into the same language.

Many opinions have been expressed on this subject and many solutions offered. I would like
to mention some specific fundamental principles which one must know if he or she wants to set to
music hymns written in Greek or in any other language. And I would like to begin doing that while
setting out the basic components of the Psaltic Art.

a. The Word (which expresses glorification, or supplication, or devoutness, or derives from
the Holy Scriptures, or narrates some events). The hymnographers were inspired by various sources
and the composers and the chanters must try to express this Word (the lyrics of the hymns) in a
familiar and comprehensible way to the faithful. This is essential because in Orthodox worship all the
faithful pray to God.

The dilemma is whether we should be more concerned with the music or with the successful
expression of the Word. But this is a false dilemma.

The hymnographic Word must be expressed, must be comprehensible and must be
transferred as a prayer to the throne of the God.

This Word teaches the events of the New Testament, the Creed, and narrates the miracles of
God, the Virgin and the Saints. Its musical expression exists to emphasize these things more
forcefully.

Therefore it is necessary, when we chant the words, to separate the meanings exactly (just as
we do in grammar by using the full stop, the comma, and the semicolon) and to stress the words
correctly. This is the only way for the faithful to understand the hymns and to be conscious of the
words with which they pray to God.

b. The melody

The second basic element of the psaltic art is the monophonic melody with which the
hymnographic Word is expressed as the rational worship of human beings to their Creator (God).

The chant is sometimes simple and unaffected and in this case the composer’s only concern
is to express the meaning. In the handwritten tradition of the Psaltic art (in the manuscripts) we often
have the inscription “ecclesiastical” before such simple melodies, something that declare that it is an
appropriate melody for services like Vespers and Matins. But sometimes the melody of some hymns
is too extended and affected, technical and elaborated. In the terminology of the Psaltic art such a
composition is called “koloewvikd”, a word which means “very well composed and very good when
you chant it or you hear it”. The truth is that it is difficult to use these compositions in a parish, but in
the monasteries and especially in Mount Athos the monks often chant them.

The ecclesiastical melody has of course its diachronic evolution and its various forms. It is
essential for us to know the distinction of the ecclesiastical melodies into the two major categories |
have already mentioned: the Idiomels and the Prosomoia. The Idiomels have their own and unique
music each one regardless of their language. ‘
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In the first published theory book of the Psaltic Art (Theoritikon Mega, written about 1816
but published in 1832 in Trieste), the author Chrysanthos from Madytos clearly defined the way in
which we set to music the various hymns, like Idiomels, or the Heirmoi, or the hymns from
Papadike. Almost two centuries since its publication this book is still a valuable source of knowledge
for the psaltic art and every cflort should be made to publish it in all the languages in which
ecclesiastical music is cultivated.

Chrysanthos mentions that the Idiomels must be set to music according to their meaning: a.
their melody must conclude in a way that gives the feeling that it will continue in the places in which
the full meaning of a specific phrase is not complete and we have a comma, b. their melody must
conclude completely (in most cases in the tonal note of the mode) when the full meaning of the lyrics
is complete, and, c. finally, it must reach a conclusion at the end of the hymn.

All the efforts of the great ecclesiastical composers and the great chanters are focused on the
correct emphasis and division of the Word while setting it to music.

For the Idiomels this is because we base it on the way the older musicians composed them,
but in the Prosomoia that are written in the Greek language this is not always possible. Here we have
the Automelon, which is the metrical and musical model and all the Prosomoia must have the same
number of syllables and the stresses must be at the same points.

In many cases the hymnographers who wrote the Prosomoia did not manage to complete the
meaning of the lyrics at the points at which the melody of the Automelon stops in the tonal note.
When we chant some prosomoia in the Greek language this often results in the unsuccessful or even
completely wrong divisions of the verses of a hymn.

So, in the prosomoia we often adapt the Word and destroy its meanings because “we must”
conserve the melody of the Automelon. I believe that this problem is one of the most critical
problems in the psaltic art today and we must be very careful when we compose hymns in other
languages.

c¢. Rhythm and tempo.

In the Psaltic art we don’t have a stable rhythmical form from the beginning till the end of a
musical composition. Only rarely does something like this happen. On the other hand, we take care
to accent musically the syllables that are stressed grammatically. In this way all the strong parts of
the melody are at the same points with the stressed syllables and therefore we can understand what
we are chanting. In order to accomplish this we create various musical metres within the same
composition and we alternate them. This function is one of the most notable characteristics of
byzantine music and we call it “stressed rhythm”.

The various musical metres we create while composing a hymn are essential for the correct
expression of the hymn, the balance of the composition, and the overall impression it creates (in
Greek we say *“ EvpvOpio» which means “ the right and very good rythmical structure of the whole
composition). .

As an example, Chrysanthos talks about the emphasis that is created when a composition
matches harmonically the syllables of the lyrics with the metrical construction of the melody: if the
syllables always last the same number of beats (let’s say two or four beats) we preserve the emphasis
in the whole composition, otherwise we damage the emphasis and the balance and the beauty of this
musical work.

On the other side we have the tempo (how quick or how slow we chant a hymn, the number
of beats per minute). We can chant in a quick tempo, or in a semi-slow tempo, or even in a slow or in
a very slow tempo. We have to learn the traditional way of using these various functions of
Time/tempo, which are determined by the needs of the services and also according to the aesthetic
character of the specific composition.

In many cases a very quick, or a very slow chanting/performance of a composition could
make it lose its beauty and not serve the purpose for which it was written. The tempo (beats per
minute) of the compositions must be decided at the beginning.

In conclusion, the Rhythm and the tempo contribute decisively to the expressive power of the
Psaltic Art and in the way it highlights the Word.
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When we compose we must take care to protect the metrical balance of the wholc
composition and the strong relationship between the Word and the melody.

When we create a large unequal duration in the syllables we can’t say that we have been
successful.

And of course it is necessary to chant every composition in the appropriate tempo to preserve
its internal power.

d. In the long evolution of the Psaltic art the composers who created it formed many musical
formulas which we call theseis. The dominance of the theseis especially in the slow melodies, but
also in the semi-slow and the quick melodies, is obvious and it is clear evidence of whether or not the
composition has a traditional structure.

When a composition contains old theseis, then we can assert that it preserves many elements
of the old tradition and it is in continuity with the work made by the byzantine and post byzantine
composers, even if there are some new elements in it.

On the contrary, when we observe many innovations and new and not well-known musical
formulas we can’t speak about a traditional composition but rather about a new creation which is far
removed from the byzantine melodies.

The issue that is of great importance when we speak about theseis is that its use in many
particular cases is essential for the successful expression and emphasis of the lyrics.

Therefore, as an examlpe when the hymns have references to Paradise, to Heaven, joy, and
salvation, then the composer uses appropriate theseis with which he tries to express with the music
the meaning of these words. On the other hand when we have references to sins, hell, sadness, and
punishment then other appropriate theseis are used to express the feelings which these words and
their meaning produce.

The effort (by some people) to compose in other languages with the byzantine musical
system must consider very seriously and know very well the old and the traditional theseis as we use
them in the various musical genres in which we compose melodies (Heirmologion, Sticherarion,
Papadike). .

Today there are musicians who live in countries where they don’t speak Greek and they don’t
use Greek in their worship. Some of them try to collect and classify all the theseis in the three
musical genres of composing, in order to have a guide in the musical work in their language. We
have such works published on the internet, so that we can study which old formulas the old
ecclesiastical musicians used and then we can use them as a musical garment for hymns written in
non-Greek languages.

e. The melodic expression

We succeed in the melodic expression when we use the various modes and their musical
idioms, the various musical genres and their musical intervals, and also when we know how o
analyse the musical notation in the same way traditional chanters have taught us. All these elements
are strongly connected with the aforementioned components of the Psaltic art. We could say that
melodic expression is the crown of the Psaltic art, it is what we really try to achieve when we aspire
to create a perfect monument that serves the purpose of Orthodox worship and is in continuity with
an old and very important art which must be protected.

A deep knowledge of the theory of the modes and of the musical genres as they are preserved
in the old compositions is undoubtedly necessary for someone who wants to adapt them to another
language. And of course it is absolutely necessary to have an excellent knowledge of this language.

The function of the modes that dominate the melody, the existence of particular theseis in
every mode, and the alteration of the musical intervals when necessary are the fundamental tools for
someone who wants to compose any kind of hymn in any language.

After all these fundamental elements of the Psaltic art and what I have said about adapting
them to other languages I believe that it is useful to present some conclusions concerning our topic.

a. The adaptation of the melodies used in the Greek speaking Psaltic art to other languages
can’t be a simple copy of them and an effort to put the translated text on them. On the contrary, just
as the musical structure of the Greek language matches very closely with the moving of the melody,
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so also we must similarly create a strong relationship between the music and the lyrics in any other
language.

b. In any case, in this strong relationship and unity the first thing is the Word, the lyrics, while
the music tries to express it and to instil its power into the hearts of the faithful.

Of course in the Psaltic art we have also many extended melodies in which the music seems
to have priority, but in this presentation I am not dealing with these.

c. When we have Idiomels translated into other languages we can follow the general frame of
the melody in which the same hymns are chanted in Greek but only if the construction is the same
and the order of the phrases and meanings matches with the Greek text. If something like that does
not exist, then we have to use the old theseis of each mode in a new arrangement in order to express
the lyrics successfully.

d. In the Greek language the Prosomoia have the same number of syllables and the accents
(stresses) are in the same places, so it is easy to chant them with the same melody. When we translate
these hymns into other languages we can’t follow the same metrical and poetical form. Therefore, we
have to compose and chant these hymns not with the same melody but with a different melody, each
one according to its meaning.

We must, of course, follow the same mode and if it is possible some basic melodic formulas
of the original melody of the prosomoion, but it is impossible to have the same melody for all of
them.

e. When we manage to study deeply and to learn the harmonic relationship between the Word
and the music in the Greek speaking psaltic art, and when we make a systematic effort to create a
similar relationship in another language, we can then gradually write hymns which will follow a
musical pattern and its metrical structure.

Just as in Greek hymnography we have the Automelon (the pattern) and its Prosomoia (many
hymns which have the same structure and are chanted with the same melody) we could also create
the same in another language.

This presupposes that there will be inspired poets, with a deep knowledge of the theology, of
the works of the Fathers and of the Scriptures, who will also be familiar with the ecclesiastical music.
If we had something like that, we could have a number of hymns that many faithful could chant. In
all these things, we have to consider that the strong relationship between the Word and the melody
and the existence of the melody for the sake of the Word obligate us to understand and feel the truths
which we try to express with our musical work.

Ivmanyui 'mannonoyJyc, I'pennsi, @eccanonnkun
I'naenvie komnonenmoi UCKycemed UCnOJIHEHUA NCAIMOG SU3AHMUIUCKOU
MY3bIKU U I1[)()6Jl€.Mbl (10(1[’1/11(1!(”” ZPeUECKOCO CUMHA 8 KOHMEKCmE UHOU
A3LIKOGOU MPAOUUUU

B rpeueckom sbike cioBo [ICAJITUKHM Bolpaxkaer HepyliMMoe €IMHCTBO TEKCTa M
MEJIOJIMH € MPABOCIABHOM HEPKOBHOM Ci1y>xk00#. EMHCTBO 910 Ype3BBIYaifHO CHIIBHO B I'PEYECKUX
IIPABOCJIABHBIX TEKCTaX, U B OOJIBIIMHCTBE CIIyyaeB Mbl HE MOXKEM IIPEJICTABUTH ceOe Mesofuu Oe3
TEKCTa FTUMHA WIIM TMMHA 0e3 MY3bIKJIbHOTO COIPOBOXKICHHS.

Jloyirasi  MCTOpHSL MCKYCCTBA MCIIOJHEHMSI TICAJIMOB M BOCXWTHTEJIbHbIE TBOPEHUS
MY3bIKAHTOB, KOTOPbIE UCIOIHSUIM WX W3 BEKa B BEK, MO3BOJISIET BBIIENIATH 3TO UCKYCCTBO KaK OJHO
U3 BaXKHEHIIMX B Tpaauuuu [ IpaBocnasust.

OHO MOBIMSIIO HA MPOLIECC PA3BUTHSL AYXOBHOH Tpajuldy, ObUIO U OCTAETCS UCTOUHMKOM
TBOPUECKOrO  BJIOXHOBEHHS JUI MCHOJHUTENEH, IPEACTaBISIOIUX APYTHE MY3bIKaIbHbIE
HarpaBJleHHsL.
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3BecTHO, UTO JyXOBHAs My3bIKa pa3BUBaIach U (OPMHPOBAIACh B IPEKO-TOBOPSIILEH cpee
BU3aHTHICKON WMIIEPUM — YCTHas My3bIKaJbHas TPAMIMs TOCICIHUX BEKOB IEPBOTO
TBICSTUENETHS, a [To3/Hee, ¢ X BeKa U Jajiee, Kak MUCbMEHHas MY3bIKaabHasd TPaJHIHs.

Ve B X-XI Bekax MOITHYECKME TEKCThl TMMHOB, HallMCaHHbIE BEJHKMMH aBTOpaMH,
PaCIpOCTPAHWINCh B 3HAYMTENILHOH cTenenu. JTH IMOITHYCCKHE TBOPSHHMS CTalld MaTepHasiom,
BBIPKEHHBIM OJIMCTATEIBHBIMU KOMIIO3UTOpaMH BU3aHTHHCKON MMIICPHU U MX IOCTIEJOBATC/IAMY
B IIOCTBU3AHTHHCKYIO 3I0XY.

B camom nerte, Konoaru, Hpmocor m Kanonot, riaBEbIM 00paszom, Cmuxuper Houomena
(THMHBI, KOTOpbIE HMEIOT CBOKO YHUKAIBHYIO Menojuio), Cmuxupa Ipocomoiist (TAMHBL, KOTOpbIE
M3MEHSIOT CBOIO MEJOJMIO TOJ BIMSHHEM 06pasiia) COCTaBIAIOT MCTHHHYIO XPHCTHAHCKYIO
MOY3HIO. DTa 103Ms ObUla PadIMUHBIMH CIIOCOOAMH MOJIOKEHA HA MY3bIKY KOMIIO3HTOpaMH
JIYXOBHOH TpaIHIIMH.

Tak cOpMHPOBATHCH JIBE (PYHIAMCHTAIBLHBIC MY3bIKUILHBIC KOJUISKIMHU: FHpmonouon
(comepxut Menoguu upMocoB) u Cruxupapuon  (swnodaet wmenoguu  Mmmomena, kotopble
HCTIONHSAIOTCS. Ha exerofnpx (ecrupaisix, a tawoke [acxansnpsie Mumomena). Hapsny ¢ numun see
3aKPEIUIGHHBIE THMHBI CITYXkO lyXOBHOI TPAJHMIIK, KOTOPHIE BOCXOJUIT, IIPE/Ie Beero, K [lcamanm
JlaBujia, ¥ mocCTeneHio cPOPMUPOBATH MY3BIKAILIYIO KOJUICKIUIO, TEPBOHAYATBHO HMEHYEMYIO
Axonoymus (Iocnenopanue), HO BCKOPE NOJIYUHBLIYIO Hassanue [ananukn.

Bakio 0co3HaBaTh, UTO KaIIAs W3 STHX TPEX OCHOBOIOJIATAIONMX KOJUIEKIMH TOI0KEHA
Ha MY3BIKY Pa3HbIMU CIIOCOOAMH, H, CJIEJI0BATEIILHO, MENOJINS B KaXKI0H H3 HUX OTJIMYHA OT IPYTHX.
MBI MOXEM pAcCMOTPETh — Pa3iMdiibic  MYy3bIKaIbHBIC —COCTaBIsIOWME B Hpmonozuone,
Cmuxupapuone w [lanaouxu (B TCOpHM HCKYCCTBA MCIOJIHEHMS TICAIMOB 32 HUMH 3aKpEILIEH
eIMHBIN TepMuH Teseuc).

OueHuBasi KaXJ(ylo U3 KOJUICKIHH B JIMAXPOHHYECKOH DBOJIOLMK HCKYCCTBA HCIIOIHEHMA
[ICAJIMOB, MBI BHJIMM, YTO KAl U3 STHX KOJUICKIMH ObUIa MOJNOKEHa HA MY3BIKY, B OLICTPOM,
3aMEUICHHOM M MC/UICHHOM TeMIle, U 0co3uaéM BcE€  BelMKosenue, MHorooOpasue u
COCTOSATENBLHOCTD HTOr0 HekycerBa. OHO MEPBOHAUAILHO PA3BUBAJIOCH B IPEYCCKOM S3bIKE, 8 TEKCTHI
OB 3aITMCAHDI [TO-IPEUYECKH, aBTOPaMK TMMHOB L{epKBH, 1 My3bIKaHTaMH, KOTOPBIC [IlyOOKO 3HAIIH
IPEeYECcKyIO KyJIbTYpY.

MBI XOpOIIO 3HACM, YTO IJABHBIMH LIEHTPAMU PA3BUTHs NCAIMONEBYECKOTO MCKYCCTBA
6bum Koncrantiuonons 1 [opa Adon. Opaako, crpeMieHiIe IepKBH IPOIOBENoBaTh Eanree
JPYTHM HApOJIaM, IIOCTENEHHO JOHECIIO 3TO MCKYCCTBO | JI0 IPYTUX JHOJICH.

Mys3bIKaIbHAS  BBIPA3MTENBHOCT  [IPABOCIABHOM  IEPKOBHOI  CIIYKOBI  IIPOH3BO/ I
raybokoe BreYaTieHHe Ha HPeACTABHTENCH pasHbIX HANMOHAILHOCTCH, HOYTOMY  MHOIHC
TAAHTIMBBIE MY3BIKAHTBI MBITAIACH aJIAIITHPOBATE HTY MY3BIKY K CBOUM POJIIBIM S3LIKAM.

COXpaHHIMCH PUMEPBI PAHHEX MEsI0/ (ki LICPKBI, HAHCAtbX JUist HHOM s3bIKOBOTT ¢pe/bl

(1o KpaiiHeil Mepe, ecTh mpuMepbl, otHocsmecs k X1V B, Besmkast Jlaspa E-108). Fern 1101001 bIC
COUYMHEHHMs, OTHOCSIMECS K 0ojee MO3[HEMY BpPEMEHH. DTO BECHMA HPHMCUATELHO, TAK KK
[IOKa3bIBAET, YTO BU3AHTUHCKOE MOHO(OHUUECKOE TIEHHE OBLIIO YPE3BBIYANHO BIIHSITCILHLIM BO BCEX
WHBIX S3BIKOBBIX M KyJIBTYPHBIX Tpajuuusx, rae IIpaBociaBue momydmiio pacrpoctpatenie. Jro
BIIMSHHE TMPHBEIO K TOMY, YTO MY3BIKAHTBI, JUIA KOTOPBIX I'PEYECKHMH OBLT HCPOJAHBIM S3HLIKOM,
CTAapaluch WM3ydarh €ro, IepelaBarbh IpeYecKue TEKCTBI Ha CBOUX A3BIKAX; BOCIPHHUMAH
rpedeckyii KaK aleKBaTHbIA HHCTPYMEHT JUIs [IPABOCIIABHON LIEPKOBHOU CITYXkOBbI Ha JIOOOM SI3BIKE.

Fmé omuH BaxHBI (AKT, KOTOPBIA JOCTATOYHO M3BECTECH, HO CJEyeT O HEM 3JECh
HATIOMHHTB: JTATYPrHYecKHe TEKCTHl W THMMHBI BEJIMKMX aBTOPOB ObUIH MEPEBEEHBI C TPEIECKOro
S3BIKA Ha BCE JIPYTHE A3BIKH, MMEIOIIME OTHOIICHUE K [IPABOCIIABHIO.

ITo ykasaHHO# BbIIE PHYHMHE, B OONBIIMHCTBE CIy4aeB MbI HE HMEEM HOBBIX TMMHOB, HO
HMEEeM IepeBOIbI. JTO OYECHBb M OYeHb BAXKHO, TaK KaK MBI JJOJDKHEI CUMTATh, YTO NPU [IEPEBOZC Ha
JPYToif S3BIK (IaKe eCTi MBI [EPEBOIMM TEKCT Ha Oojiee COBPEMEHHBIH BAPUAHT A3bIKA OPUTHHAIIA,
HATIpEMeEp, HA COBPEMEHHBIH IPEUECKH A3IK) MBI TepsieM BO3MOYKHOCTD MCIIONB30BATH TY MY3BIKY,
KOTOPOH COTPOBOMKAANICS TEKCT MMHA B opuruHaie. [lostomy mpoOiiemMa (OpMYyIUPYETCS B
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BOIIPOCE! KaK MOXHO alarTHpoBaTh TPAIHMUMOHHYIO My3bIKy [IpaBociaBHO# 1epkBu ciyxkebHOI
TPaJMIMA K THMHaM, KOTOPBIC NePEeBe/ICHbI Ha JIPYTUe A3BIKH.

Paccmarpusaemas mpobsema BbI3BaHa TeM, YTO [EPEBOAHBIE TMMHBI HMEIOT HHOE
METPHYECKOE M TOITHYECKOE YJapeHue, M MHOE KOJIHYECTBO cJIoroB. Kpome Toro, Ge3ycnoBHo,
Pas3IMYHbI ¥ KOHCTPYKIMH MIPEUIOKEHAN U 3HAUEHHS CIIOB.

Jra npobemMa BO3HUKAET HE TOJLKO KOIJIa MBI IIEPEBOIMM C APYIOrO A3bIKa (HATIPUMEp C
IPEYeCKOro Ha PyCCKHi), HO M B ClIydae CPaBHEHUSI PA3IHYHBIX IEPEBOIOB OJIHOTO M TOIO JK€ THMHA
Ha KaKOH-JIMOO SI3BIK.

CyriecrByeT MHOXKECTBO TOYEK 3PEHHs! HA JAHHYIO MPOOIIEMY, MPEUIOKEHO MHOMKECTBO
PELLIEeHHH. :
Xorenoch Obl OTMETUTb HECKOJIBLKO CHElH(HUCCKnX (yHIaMEHTaIbHBIX IPUHIHAIOB, O
KOTOPBLIX HEOOXOJMMO 3HATh, BCEM, KTO IBITACTCS MOJIOKUTL HA MY3LIKY 'MMHbBI, HAITACAHHBIC HA
IPEYCCKOM sI3BIKE, UM Ha JMOOOM apyroM sisbike. Hauarh xorenoch Obl ¢ onpegeneHns 6a30BBIX
KOMIIOHEHTOB HCKYCCTBA ICAJIMOTICHHS.

1. CnoBo (k0TOpOE MMEET 3HAUEHHS: HPOCIasienue, MoibOa, HABOICHOCMDb) BOCXOIUT K
CBSALICHHBIM TEKCTaM, OITHCHIBAET T€ WM HMHbIE COOBITH). ABTOPHI T'MMHOB HAaxXOJMJIHCH O]
BIIMAHAEM DPa3sHBIX HCTOYHHKOB, a 3ajlaya KOMIIO3HTOPOB H HCHOJNHUTeNeH BbIpasuth CIOBO
(MOSTHYCCKUH TEKCT TI'MMHA) CrocoOOM, ONHM3KMM M IOHSTHBIM JJIi BCEX BEPYIOMMX. ITO
CYIIECTBEHHO, TaK KaK BO Bpemsi ciyxObl B [IpaBocnaBHoii niepkr ¢ MomuTBoiM Bory obpamaiores
BCE BEPYIOIIHE.

Ouenuna jwnemma:  Crepyer o Ooliblice  BHEMAHHC OOpaTHTL HAa  My3BIKY HIIH
1103a00THTBCs 00 aleKBaTHON TPaHCIAIMK TekeTa. Ho quieMMa sra jtosxHast.

Texer rumna nomwxeH ObITH JIOHECEH, IOHATEH, IEPEJ@H KaK MOJIMTBA, oOpaléHHas K
Hapcrsuro boxwuto.

9ro cnoBo Toskyer cobbitus Hosoro 3aBera, CrmBon Bepel, U nosecTByer o uynecax,
coropéunbiX 'ocrionom, Jlepoit Mapueit n CearbiMu. My3sbiKanbHas BEIPa3HTEIEHOCTD IpU3BaHa
CHJIbHEE IIPOSIBUTH BCE OTH BJICHHS.

CrenoBarenbHo, KOTa MCTIONHSETCS TOSTHYECKHHA TEKCT, HEOOXOMMMO TOYHO pasiHuaTh
CMBICIIBI (KAK 3TO TNPOUCXOJMT B IpamMMaTHKe OJarojaps MCIONb30BAHHIO TOYKH, 3allSTol,
JBOETOYHS) ¥ IIPABUIILHO PACCTaBIISITD Y IAPCHHS.

D10 €IMHCTBEHHBIH CII0CO0 JIOHECTH TMMH JI0 BEPYIOMIMX, TAK, YTOOBI OHM OCO3HAHHO
NPOU3HOCHIIM TEKCT, 00paui¢HHbI K bory.

2. Mesonnst

BTopbiM 6a30BbIM 2JIEMEHTOM MCHOJHCHIS TICATIMOB ABJISETCs MOHO(DOHMYECKAsT MeJIO s,
NOCPEJICTBOM  KOTOPOH TEKCT I'MMHA BBIDOKEH KaK OCO3HAHHOE IOKJIOHCHHE JHOJEH CBoeMy
Cosnaresno (bory).

llenne B UEPKBH HEPEJKO NPOCTOE, HEIMOLUMOHAILHOE, U B 3TOM CIy4ae eIHHCTBEHHAS
3a/1a4a KOMIIO3UTOPA COCTOMT B TOM, YTOOBI BBLIPA3UThL CMBICI. B pyKOTHCHOM TpasMumu MBI 4acTo
HaXO/IMM  YTOUHCHHC «LECPKOBHOE» IICpe]l TAKUMH TPOCTBIMH MEJOAMSAMHU, IJIe MEJIOaus
COOTBETCTBYCT TakuM Cily)x0am kak Beuepns u 3ayrpenst. Ho uHOrIa Menomust rumMHa npoTsiKHa,
SMOLMOHAJILHO  BbIpA3UTE/IbHA, TEXHHYCCKH ClIOKHA. B TepMUHONOrHM HCKYCCTBAa HCIIOJIHEHHS
NCAJIMOB MOZ00HOE COYMHEHHME Ha3bIBAETCA “KAAOQMVIKG™, YTO 03HAYAET «OYEHb XOPOLIO
COYMHEHHOE M OYCHb MPABUIILHOE, KOTJA HCIOJNHAETCA HIM BOCIPHHAMAETCA Ha CIYX».
JIeHCTBUTENBHO, JUIA HCTIONHEHU B NPUXOJE OTH COYMHECHHS CIIOKHBI, HO B MOHACTBIPSIX W,
0co0enHo, Ha rope AQOH MOHAXH YacTo 00paIlaloTcs K HUM.

HyxoBHas Menmomms, O€CCIOPHO, HMeET CBOIO O3BOJIONHMIO B JMAXPOHHH, KaK U
MHOrooOpasue (hopm. BaxHO BBIIENATH JIBe OCHOBHBIC KATETOPUH JyXOBHBIX METOJHIA, O KOTOPBIX
31eCh e ynomuHasocs: Minnomena u Ipocomoiis. Mauomena HMEIOT CBOIO YHHKaIBHYIO MY3bIKY,
BHE 3aBUCHUMOCTH OT TOT'O HAa KaKOM SI3bIKE HCITOJIHSIOTCS.

B nepBoii Teopetnyeckoii myOIMKalMK 1O HCKYCCTBY McHojHeHHs ncammos (Theoritikon
Mega, nanmcannoi oxono 1816, u HaneyaranHoit Tonbko B 1832 rony B Tpuecre) aprop Xpusant
Mazurckuii scHo onpezensieT, Kak HaxoIST CBOE My3bIKAalbHOE BBIPRKCHHE TAKHE TMMHBIL, Kak
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WNnwomena u Upmocel, wiu rumusl w3 [lanaauku. [loutn nBectu ner mponmio co JTHS Hardcarims
OTOH KHHUIM, HO OHAa M B HACTosUlee BpeMs OCTAaETcs IEHHbIM HCTOYHMKOM 3HAHHH y
TICAJIMOTIEBLIEB U BCE BO3MOJKHBIE YCHJIHSI JOJDKHBI OBITh IIPEJIIPUHSTHI, YTOOBI OMYOTHKOBATh 3Ty
KHUTY Ha BCEX SI3BIKAX, UIMEIONIUX OTHOILIEHHUE K Pa3BUTHIO JYXOBHOU MY3BIKH.

Xpu3zaHT oTMedaeT, yto Manomena ciieryer colpoBOXAaTh MY3bIKOH B COOTBETCTBHHU C HX
CMBICJIOM:

a) UX MEJIOJHA JI0JDKHA 3aBepllaThest TaKuM 00pa3oM, YTOOB! BO3HHUKAJIO YYBCTBO, YTO OHA
OyZeT UMETh MPOJIOJDKCHUE B TEX MECTaxX, B KOTOPBIX IOJHBIH CMBICI KaKOW-THO0 KOHKPETHOM
(hpazel He BBICKA3aH, YTO MOKA3aHO 3aISITOMH;

0) UX MeJIo/Ws JI0JDKHA 3aBEPUIATHCS [IOJHOCTHIO B OOJIBIIMHCTBE CJIy4YaeB Ha TOHAJTBHOM
YPOBHE UXO0Ca, KOI'/Ia MOJIHBIM CMBICII TEKCTa [IepeJiaH;

B) HAKOHeEIl, OHA JIOJDKHA JOCTUIaTh CBOET0 3aBEPIIEHHs] B KOHIIC TUMHA.

Bee ycunusi BEMKHAX KOMIIO3UTOPOB JYXOBHOH TpaJMIIMH M BEJIMKUX MCAJIMOIICBIICB
COCPENOTOYEHDBI HA HPABMJIBLHOM BBUICJICHHH W PA3/ICJICHUN TEKCTA, B IIPOLIECCE MOJIOKEHHS! ero Ha
MY3BIKY.

Yro kacaercs Mmomena, MbI HCXO/IMM U3 TOrO, KAK OHM ObUIM HAITUCAHBI KOMIIO3HTOPAMHU
rmpouutoro, Ho IIpocoMolist Ha rpeyecKoM sI3bIKE HE BCeryia LpenosiaracT Hamdue AyToMenoHa
(MeTpuuecKoi ¥ My3bIKAJILHOI MoJiesin); [Ipocomoiis oipKkHa HMETh OJIHO U TO XKE YHCIIO CJIOTOB U
YIAPEHHI.

Bo Muormx ciyuasix apropaMm I'MMHOB, Kortopble nucan l[lpocomoitn, ne ynaBanoch
IOJHOCTBIO  3aBEpIINTH [Iepejlayy TeKCTa B TeX €ro Todykax, IJe MeJnoaus AyToMmeloHa
OCTaHaBJIMBaJlach Ha ToHanbhHoW Hote. Mcenosmenue [Ipocomolin Ha rpedeckoM si3bIKE 4acTo
IIPUBOJIMT K HETOYHOMY M JIaXKE COBCEM HEBEPHOMY JieieHHIo yacTel rumua. Tak, B [Ipocomoiie Ml
aIanTUpysl TEKCT, 4acTO pa3pyliaeM €ro CMbICII, [IOTOMY YTO «MbI JIOJDKHBD) COXPAHUTL MEJIOIHIO
Aytomenona. OuecaBuano, sra 1poOsieMa SBISETCH OJIHOW W3 BAKHCHIIMX B COBPEMEHHOM
HCKYCCTBE HCITOJIHCHHS! [ICAJIMOB, MOYTOMY HCOOXOIMMO C JIOJDKHBIM BHUMAHHUEM OTHOCHUTBCS K
HallMCaHUIO TMMHOB Ha JIPYTUX sA3bIKAX.

3. Purm u Temi.

B uckyccTBe HCIOTHEHUS TICAJIMOB HET CTAaOU/IBHOM pUTMUYECKOH $OPMBL, ¢ CaMOro Hadasa
JI0 KOHIIa MY3bIKAJIbHOIO COUMHEHUS.

Penxo ymaéres noctids Takoi crabmisHocTH. C Ipyroif cTopoHbI, HEOOXOMMO 3a00THTLCS
O MY3bIKUIBHOM Iiepeflaye akLEHTOB, Ha MMEHHO Ha TeX CJIorax, KOTOpbIE BbIJCICHbI
rpaMMaTHuecku. TakuM 0Opa3oM, BCE CHIIBHBIC YacTH MEJIOAHH HaXOJSITCs B TOUKAX YAapHBIX
CJIOTOB, ¥ TTO3TOMY MOYHO 0€3 3aTpy/IHEHHH ITOHUMATh POM3HOCHMBIH TEKCT.

BhINMONHASL 9Ty 3a/1a4y, MBI CO3IaéM DPas3IMYHBIE MY3bIKAILHLIC MCTPLI BHYTPH OJIONO H
TOTO KE COYMHEHUSA U YepellyeM UX.

Dra (yHKIHs cocraB/sieT OJHY M3 HauOolee 3HAYUMBIX XapaKTEPUCTHK BH3aHTHHCKOH
MY3bIKH, IMEHYEMOH «aKIIEHTUPOBAHHBIH PUTM».

Paznuunpie My3bIKaJbHbIE METPbI, KOTOPBLIE MBI CO3JaéM B IIPOLECCE COYMHEHMS I'MMHA,
paBHOBECHE COYMHEHHsI, TO BIIEUATIICHUE, KOTOPOE OHO IIPOU3BOJMUT B LEJIOM, MHO-TPEUECKU
HazpiBaeTcsl «EvpuOpioy, 4ro o3HavaeT «IpaBWIbHAS U OYEHb XOPOLIAst PUTMUYECKas CTPYKTypa
COYMHEHHUS» (IBPUTMHUSL).

B kavectse npumepa XpuzanTt roBoput 00 sMpacuce (aKLUEHTE ), KOTOPBIH BO3HUKAET, KOIa
COUMHEHUE TAapPMOHMYHO COYETaeT CJIOIU TEKCTa ¢ METPUYECKUM IIOCTPOCHUEM MEJOIUU: €CIIH
CJIOTH BCErJa JUIATCA PaBHOE KOJMUYECTBO JIOJIEH (CKaXEeM J[BE, WM HYEThIpE), Mbl COXpaHAEM
AKUEHTBI B LIEJIOM, MHA4Y€ MBIl HAHOCHM BpEJ U aKUEHTaM, U PABHOBECHIO OJIEH, U Kpacore
MY3BIKQJIBHOIO [IPOU3BEICHHS.

C fpyroif CTOPOHBI, €CThb TEeMI (HACKOJIBKO OBICTPO HJIM HACKOJIBKO MEUIEHHO MBI
UCTIOJTHSIEM TMMH, T.€. KOJIMYECTBO ITyNIbCalldii B MUHYTY). MbI MOYKEM HCIIOIHATH €ro B OBICTPOM
TeMIle, WJIH B 3aMEIUICHHOM TeMIle, WIH JaXe B Me/UIeHHOM. HeoOxomumo HayduThes
TPAIUIIUOHHOMY  CIIOCOOY HCIOJIB30BAaHUS 3THUX BapbUPYIOUMKXCS (DYHKIMI BpeMeHH/TeMmIla,
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KOTOpBIC  OIPEACTIOTCA  HCOOXOMMMOCTBIO  CIyKObl, a TaKKe HCTeTHIECKHM XapakTepoM
KOHKPETHOTO COUHHEHHS.

Bo mHOmmx ciywasx oden» GwicTpoe mwim oueHpb MENJIEHHOE HCIIOJIHEHHE COYMHEHHS
TPHBOHT K TIOTEPE KPaCOThI MCHOIHAEMOrO, M He JIOCTATAET LENH, pasiy KOTOPOH IIpou3BesieHue
ObuI0 Hamucano. Temr (konMuecTBo mysbCammii B MHHYTY) B COYMHEHHSX ONPEHEIIIETCS B CAMOM

Hayae.

B saxmouennn Putv u Temm BroCAT PCLIAIOMHI BKJIaJ B BBIPA3UTEILHOCTD UCIIONHEHHIS
TicajiMa | B criocod Beliesnenust Texcra.

Korya Mpr mumem Mysbiky, MBI T0JDKHBI 3260THTLCS O COXPaHEHUH METPUYECKOro OanaHca
TEJOTO COMMHEHHUS U IPOYHON CBSI3H MEXTY TEKCTOM M MEJIOJUEiL.

Korna mer cosnaém samernoe pazimaue MEXIY JUIMTEIILHOCTBEO CIIOTOB, MBI HE MOXEM
FOBOPHUTH 00 YCHEITHOM HCIIOJTHEHMH. ,

M, xomeuno, HEOOXOMMMO MCHOIHATL KaKIOE COUMHEHME B COOTBETCTBYIOIIEM TeMIIE,
YTOOBI COXPAHHTH BHYTPEHHEE HANPSDKCHHE.

4. B nponecce e msnoii dBomonum MCKYCCTBA MCIIOHEHHS NCAIMOB KOMITO3MTODBL,
KOTOpbIC  Co3laBait MX, COOPMHUPOBAIM  MY3bIKAILHLIE MOJIEIH, KOTOphIE MBI OIpejeseM
TepMuHOM meseuc. VX npeobiiajanune, 0COGEHHO B MEJUICHHDBIX MEJO/IUSIX, KaK M B 3aM€UICHHbIX I
JKe B OBICTPBIX, OYEBHAHO, HYTO CBHJCTCIILCTBYCT O HAIMYHH TPAIMIMOHHON CTPYKTYphl B
KOMIO3UIMY COYMHEHHSL.

Korxa counnenme comepxur npesaue TE3CHUCBL, TOrga Mbl MOXKEM TPHU3HATH, YTO OHO
COXPAIACT MHOTHE SJIEMEHTBI PaHHEH TPAIMIMA M NPEOBIBACT B eMHOM HOTOKE C COYMHEHHBIM,
CO3/IAlHBIM -~ KOMIOSHTOPAMH ~ BU3aHTHHCKOH M MOCTBU3AHTHHCKOM SNOXH, JaXe €eClIH B
[TPOM3BEICHAM TIPHCYTCTBYIOT HEKOTOPBLIE HOBBIC YICMCHTDI.

M naobopor, xorza Mo naGmonaem namume Muormx WHHOBALMH, ¥ HOBBIX HE OYEHb
H3BCCTHRLIX TIOCTPOCHHH, MBI MOYKEM TOBOPHTD 1HE O TPAIHIMOHHOM COYHMHEHHH, & CKOPEE 0 HOBOM
TBOPCHIH, KOTOPOE BECHLMA OTIAICHO OT BU3AHTHHCKHX MEJIO,HIL.

CliesyeT OTMEeTHTD, YTO MBI TOBOPHM O Te3ence, Kak o sIBJICHUH, IPUMEHUMOM BO MHOIUX
OCOOCHHBIX CITyUasix, IMEIOIIEM TIPHHIMITHATBHO BAKHOE 3HAYEHWE IS YCIIEUTHOIO UCITOHEHHUS U
AKUCHTUPOBAHUSA IO3THIECKOI'O TEKCTA.

ITosTomy, HanpuMmep, KOT/a TUMHEI COACPKAT cChuikh Ha onucanne Hebec, Pas, panoctn u
CHACCHUA, TOINa KOMIIO3UTOP HCHOJIB3YeT COOTBETCTBYIONIHIA TE3EHUC, KOTOPBIHA IO3BOJSIET €My
TIepenaTh My3bIkoi eMbicibl Teketa. C pyroil cTopoHbl, Kora M HA0JII0JJaeM CCHUIKM Ha TaKue
SBJICHUSA, KaK Ipex, ajl, YHbIHME, Haka3auHe U T.IL. HCIIOJI3YETCS] MHOW TE3€HC, MPUHATBIA Ui
BLIDXKCHMSL 1yBCTB, KOTOPHIE BBLI3LIBAIOT 9TH CJIOBA U UX CMBIC)ILL.

Yeumst, npepunumaembie HCKOTOPLIMH  aBTOPAMH  TIPY  CO3MAHHU IIPOM3BEICHHH B
BU3AHTHACKOH MY3BIKUTBHON TPaJMIMH  Ha APYTHX  A3BIKaX, JOJDKHBI JIOCTATOYHO CEPhE3HO
YUHTBIBATEL XOPOIIO H3BECTHLIC CTapble M TPAJAMIMOHHBIE TE3CHCHI, TaK, KaK MBI UCIIOJIb3YEM UX B
PA3IMYHBIX MY3BIKAIBHBIX JKaHPAX, B KOTOPBIX KOMITO3UTOpPBI muIyT mMenouud (MpMostoruow,
Cruxupapuon, [Tanaguxm).

B naum nau ects myssikantbl, KUBYIHIHE B CTPaHaX, IJie HUKTO HE FOBOPHT IO-TPEYECKH U
I'PEYCCKUH SA3BIK B HEPKOBHBIX CJIyiuOax He ucnoesyercs. HexoTopble M3 HUX MBITAIOTCSI cobpats u
KJIACCH(UIMPOBATE  BCE ITH  TC3CHCHI, lIpHHAIVICOKAIME K TPEM  MY3BIKAJIBHBIM  JKaHPaM
MY3BIKJILHBIX COUMHEHHH, YTOODI CO3/1aTh CBOCOOPA3HEIN MyTeBOUTE/ b B NIPOM3BENIEHUSX Ha MX
POMHBIX a3bIKaX. EcTh npumepn Takux paGor, ony0nMKoBaHHBIX B MHTepHere, [I03TOMY
TPAJIMIMOHHDBIC (POPMYJIBI My3bIKAILHBIX TyXOBHBIX TNPOM3BEACHHH MOXHO H3y4aTh W NPUMEHSTH
TaK, Kak MX MPUMEHSIIM LEPKOBHbIE MY3BIKAHTBI B CTapble BpEMEHA; MOXXHO BBOJUTH HX KaK
MYSBIKILHOE «OZCHHHUE) THMHOB, HAIMCAHHBIM aBTOPAMH, He BIANCIONIHMH IPEYECKUM SI3BIKOM.

S. Mesloanyeckas BLIPA3HTEILHOCTH

Ycnexa B 1iane MenoHueckoi BBIPASHTCILHOCTH MOXKHO JIOCTHYB, IPUMEHSS PA3IHUYHBIE
BAPHAHTEI yCTOHYMBLIX MY3bIKAJIBHBIX ()pa3s, oOpamaschk k Pa3IMIHBIM MY3BIKAJIGHBIM JKAHpaM H
MYSbIKAJIHBIM MHTEPBAJIaM, PHCYIIHM UM; KpPOME TOro, NPaBWIBHO aHAM3UPYS MY3bIKATbHbIC
HOTAILMK, T.C. MMEHHO TakK, KaK 3TOMY 00yYalM HCIOJHHTEH TPaJMIIMOHHOTO HampaBiieHus. Bee
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9TH BJIEMEHTBI IPOYHO CBA3aHBI C y)KE YIOMHHABIIUMHUCS KOMITOHEHTAMHU UCKYCCTBA HCIIOJIHEHHS
[ICAJIMOB.

MOoXHO yTBepXkJIaTh, YTO MEJOJUYECKAst BHIPA3HTCILHOCT — BEHEI[ HCKYCCTBA UCITOIHEHUS
[ICAJIMOB, HIMEHHO 3TOrO M CJIeAyeT NOOMBATBCA, B HAJEKIE CO3/IaTh COBEPIICHHOE MY3BIKAIBHOE
TBOpEHHE, B YEM M COCTOUT Leib [IpaBocnaBHO# 1epKOBHOW CITy»KObI, KAK HEOThEMIJIEMOH YacTu
JIPEBHETO M YPE3BBIYANHO LHEHHOTO HCKYCCTBA, TPAJUIMU KOTOPOro HEOOXOAMMO XPAHHTh.

I'mybokoe 3HaHHME TEOPUH MXOCOB U MY3bIKAJILHBIX XKAHPOB, B TOM BHJIE, B KOTOPOM OHH
COXPaHWJIUCh B TPAAUIIMOHHBIX MY3bIKAILHBIX COYMHEHUSIX, BHE BCAKOIO COMHEHHMS, HEOOXOIUMO
JUISL KaXJI0ro, KTO HaMepeH ajalnTHpoBarb UX B JpyroMm s3bike. UM, konewno, comeprenHO
HCOOXO0TUMO OJIECTSIIIEe 3HAHUE ITOTO SI3bIKA.

QOYHKIMOHUPOBAHUE HWXOCOB, KOTOpBbIC JOMHHUPYIOT B MEJOJUH, CYIIECTBOBAHHE
OIpeJIENIEHHBIX TE3EUCOB B KAXKJIOM HXOCE, YEPEIOBAHHE MY3bIKAILHBIX HHTEPBWIOB, KOTJA 3TO
HeoOX0IUMO — BOT IJIABHBIE HHCTPYMEHTBI JIJISL T€X, KTO HOCTABWI LEIb CO3/IaTh TMMH Ha TOM HWJIX
MHOM SI3BIKE.

B nonosmuenune ko BceMy, 4ro ObUIO CKa3aHO O (YyHIAMCHTAIBHBIX COCTABJISIONIMX
IICAJIMOTIEBYECKOTO HMCKYCCTBa, M 00 HX aJanTalldd B KOHTEKCTE HWHBIX SI3BIKOBBIX TPAJUIHH,
MPENICTABIISETCS 1e1ecO00pa3HbIM PUBECTH HEKOTOPBIC BBIBO/BI, KACAIOLIMECS TEMbI JIAHHOTO
UCCTIEIOBaHUS:

1. Apanranus MeJIOIUH, HCHONB3YEMBIX MpPU Iepefade IpedecKUx ICAJIMOB Ha JPYTUX
A3bIKAX MOXKET OBITh UX IPOCTOM KOIIMEH U MOIBITKOHN TOJOKHUTH Ha HUX TeKCT nepeBona. C apyroi
CTOPOHBI, B CBSI3U € TEM, YTO MY3bIKaJbHAs CTPYKTYpa [PEYECKOr0 S3bIKa COOTBETCTBYET PA3BUTHIO
MEJIOZMHU, HEOOXOIUMO CO3/aTh CTOJIb )K€ NMPOUYHYIO CBSA3b MEXJIY MY3BIKOH M TEKCTOM Ha JAPYroM
SI3BIKE.

2. B moOoMm citydae, B 3TOM €/IMHCTBE, IIPHOPUTETHAS POJIb IPUHAIISKUT CIIOBY, CTHXaM, B
TO BpeMsI KaK MY3bIKa IPU3BaHa BBIPA3UTh UX CMBICII, JOHECTH UX CHILY JI0 CepJiel] BEPYIOUIHUX.

be3ycnoBHO, HCKYCCTBO ICAIIMOIICHHSI CBSI3aHO M C PaclpoCTpaHEHUEM MHOTHX MEJIOJNH, B
KOTOPBIX MY3bIKa BUIUTCS INIABEHCTBYIOIUM KOMITOHEHTOM, HO B AHHOM BBICTYIUICHMH OHHM HE
AHATU3UPYIOTCA.

3. Ananumzupys Mjmomensl, nepeBeJEHHBIE HA JPYTUE SI3BIKH, MBI MOJKEM CJIEJIOBATH OOIIEH
(popme MenoIMu, KOTOpas CBsi3aHa C UCIIOJIHEHHUEM TMMHOB Ha T'PEYECKOM SI3bIKE, HO JIMIIB TOT/Ia,
KOTJIa COXpaHEHBI MX CTPYKTypa, a IOCIENOBATeIbHOCTh ()pa3 U UX 3HAUCHUE COOTBETCTBYIOT
I'PEUYECKOMY TECKCTY.

Ecin omuH W3 nepeduciieHHBIX KOMIIOHEHTOB OTCYTCTBYET, HEOOXOJUMO HpPUMEHUTH
KOKIBIA BapUaHT CTApPBIX «TE3EUCOB» B HOBOH 00pabOTKE M MOMBITAThCS TaKUM 00pa3om
MaKCHMAaJIbHO MPHOIM3UTECS K CMBICTY OpUTHHAJIA.

4. B rpedeckom si3pike [Ipocomoiist UMeeT OJIHO W TO K€ YHMCIO CJIOTOB, @ YAapeHus
(AKIIEHTBI) paccTaBJICHbI B CTPOTO ONPECIEHHBIX MECTaX, MOATOMY €€ JISTKO HCIIOIHATL Ha TY K
mestoauio. Korzia Mbl IepeBOIMM TUMH Ha JIPYTHe sI3bIKU, MBI HE MOXKeM COOJIIOCTH T€ K€ pasMepsbl
i nosrudeckre Gopmbl. CreoBaTenbHo, HEOOXOMMMO TTHCATh U HCIONHATE 3TH THMHBI, HCIIOJIB3Ys
HE TY K€ MEJIOJIMIO, a IPYTYIO, B KAKJIOM CJIydae UCXO/I U3 CMbICIIA TEKCTA.

be3yci0BHO, BOYKHO CJIEJI0BaTh TOMY YK€ IJ1acy, U €CIM 3TO BO3MOXHO, HEKOTOPhIM 0a30BbIM
MeJtonudeckuM (popMysiaM OpUrMHAIBHON Menoauu B [Ipocomoiie, HO MPUMEHUTH OJHY U TY XK€
MCJIOJTUIO BO BCEX CIIYYasiX HEBO3MOMKHO.

5. Korma nHam ymaércs rryOOKO H3YYHTh TapMOHHYHBIC CBSI3H, CYILIECTBYIOIIHE MEXIY
('JIoBOM M MY3BIKOH B I'DEUECKHX IICaiMaxX, M KOIJIa MBI TOCJIENOBATENBHO IIBITAEMCS CO3/1aTh
110JI0OHBIE CBSI3M B KOHTEKCTE WHBIX SI3BIKOB, TOTJIA IMOCTEHNEHHO Mbl MOJKEM MEPEHTH K CO3MaHUIO
I'MMHOB, KOTOpbIe OyIyT JEHUCTBUTEIRHO CJIE€JIOBATH TPAIUIIMOHHONW MY3bIKANBHOM MOJIENHd U eé
MCTPHUYECKON CTPYKTYpE.

B rpeyeckoil rumHOrpaduu Mbl otMedaeM AyToMmenoH (Mojenb) u [Ipocomoiito (MHOTHE
I'MMHBI, KOTOPBIE UMEIOT Ty XK€ CTPYKTYPY M HUCITOJIHAIOTCS B COUYETAHUM C TEMH XKE MEJIOIUIMHU) U
MOJKEM CO3/1aTh 110/I00HBIE COYNHEHHUS Ha APYTHUX SI3BIKAX.
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CKasaHHOe Mpe/NoJaraeT, YTo IMO3TOB, IITYy0OKO H3YYAIONINX TEONOrHio, Hacaeme OTIOB
repksr, Ceaennoe [lucanne BIOXHOBHT M My3bIKa JyXOBHOM Tpamuimu. Ecim 310 MIPOU30HNIET,
MOI'YT HOSBUTBCSA THMMHBI, KOTOpbIC OYIyT HCHOJHSTH MHOIWMe Bepyiolue. B AHAIM3UPYEMOM
KOHTEKCTe HEOOXOJMMO IpuaBaTh 0coboe 3Havenme riuy6okoif ces3u CioBa u MEJIOINH;
CYIIECTBOBAHHE MENOAUY BO UMS pacKpbITUs cMbIcia CiioBa 00S3bIBAET HAC IILITATHCS TTOHHAMATE U
yBCTBOBATb HCTHHHBIC CMBICIIBL, KOTOPBIE MBI IIPM3BaHBI BBIPD&KATH B HAIlEM MY3BIKATHHOM
TBOPYECTRBE.

(ITepeon JLA. Axmpuiosckas. Penakimst exera — I.B. Anexceesa)

Neil K. Moran, Canada, Toronto
Wechselbeziehungen zwischen dem lateinischen, byzantinischen und
slavischen. Kirchengesang im friihen und hohen Mittelalter: Das Cherubikon fiir
Griindonnerstag TOY AEIIINOY XOY. Liturgiegeschichtliches

H.Mopan, Kanana, Topouro
Bzaumoommnowenus mexcoy namunckumu, eu3aHmuiickumu u
CAGAHCKUMU NECHONECHUAMU 6 paHHem U 3peniom Cpednesexosvbe: XepyeumcKasi
TOY AEIIINOY XOY. K sonpocy ucmopuu Jlumypzuu

Mspecrnpiit  kanapexkuii  yuenntii Huir  Mopan  pacemaTpuBaer cBsizm  Mesxay
JIATHHCKNM, BIBANTHIICKIM 1 CIABSIICKHM HEPKOBHLIM MEHHEM HA MaTepuaje XepyBHMCKOil
B Cpe/IHHE BeKa.

Die liturgische Gedichtnisfeier zur Einsetzung der Eucharistie (feria quinta in Coena
Domini) ist durch eine Anzahl alter Briuche gekennzeichnet, die die Praxis der frithen Kirche
widerspiegeln.[1] Unter diesen Riten sind die Wiederversshnung der BiiBer, die Weihe der heiligen

Ole und die Zeremonie der FuBwaschung. Auch verbunden mit diesem Tag ist das Troparion Tov
oeimvov cov. In Palidstina beheimatet, fand dieser Gesang bald Zutritt in die Riten etlicher 6stlicher
und westlicher Kirchen. In der byzantinischen Liturgie wird Tov deinvov cov am Griindonnerstag
anstelle des gewdhnlichen Cherubikon wihrend des ,GroBen Einzugs® vorgetragen. In der
Mailinder Liturgie erscheint eine wortgetreue Ubersetzung, Coenae tuae mirabili, als Ingressa bzw.
als Post-Evangelium zur Griindonnerstag-Messe.

Im folgenden werden Aufzeichnungen dieses Gesangs in der slavischen, byzantinischen und
lateinischen Uberlieferung in Betracht gezogen.[2]Die Darstellung moge als Beispiel fiir die
Méglichkeiten ,einer vom Orient ausgehenden vergleichenden Liturgieforschung® [3] dienen.

Die Aufmerksamkeit der Choralforschung auf das Troparion Tov Jeinvov cov wurde
zunichst durch die Ubersetzung, Coenae tuae mirabili, im ambrosianischen Ritus erweckt. Dom
Paul Cagin stellie in seiner Ausgabe des Codex Brit. Lib. add 34 209 die griechischen und
lateinischen Texte gegeniiber und veréffentlichte die Melodie in Quadratnotation.[4] Michel Huglo
ging auf das Troparion in sciner Studie der ambrosianischen Uberlieferung nochmals ein.[5] In einer
Untersuchung zum Cherubikon und dessen Parallelen erorterte Anton Baumstark den griechischen
Gesang.[6] Kenneth Levy hat in einem Artikel von 1963 die liturgische Geschichte des Gesangs
untersucht und legte eine Transkription nach dem Codex Lavra I. 3 vor[7] Zugang zu
kirchenslavischen Versionen wurde durch die Entzifferung der Kondakarien-Notation von
Constantin Floros er6ffnet.[8] Im Jahre 1965 entdeckte Linos Polites in der Kathedrale von Kastoria
ein griechisches Asmatikon, in dem das Troparion 700 deirvov gov mit einer einzigartigen Notation
aufgezeichnet ist.[9] Uber die regelméBigen Neumen in mittelbyzantinischer Notation wurde eine
Reihe Zeichen in groBem Format geschrieben, die der Notation der altslavischen Kondakarien aufs
engste dhneln. Nach Floros entstammten beide der verlorengegangenen Notation des
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