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ALIMENTATIA TRADITIONALA

Grigor GRIGOROV

MYSTIQUE AND RITUAL OF THE EARLY MODERN MEDICAL AND
CULINARY RECIPES IN BULGARIA

I am going to talk about the body on the ba-
sis of some empirical materials from XVII'" - XIX®
centuries; it is a period that, because of the unique
historical development of Bulgaria, is considered as
the period of the late Middle Ages. Bulgaria, being a
Slavic and a Balkan country, was strongly influenced
by the Byzantine culture during the Middle Ages. In
the IX™ century Bulgaria adopted Orthodox Christi-
anity as its official religious cult. Gradually, the Bul-
garian culture turned into a certain Slavic version of
the Byzantine culture, like in some other countries
like Serbia and Russia. In the period of the IX™"-
XIV*™, after adopting the new religion, the Bulgarians
became part of the Slavic-Byzantine world in which
there existed almost no differences among the vari-
ous spheres of knowledge philosophy, religion, sci-
ence. In 1396 Bulgaria lost its sovereignty as a result
of the Islamic invasion on the Balkans. In a situation
of a demographic collapse and an alien ethnical pre-
dominance, Bulgarian culture couldn’t break out of
the state of stagnation. In the XV-XVIII" centuries,
none of the historical and cultural processes typical
for the western countries could be found in Bulgaria.
That is why, what Bulgaria experienced at that time
was the so-called extended Middle Ages, a phenom-
enon which also seriously affected the medical prac-
tice and sphere of knowledge.

During the Middle Ages in Byzantine one all-
embracing and harmonious philosophical-religious
system claimed to have the answers to all the ques-
tions. According to the Christian-Orthodox doctrine,
all physical phenomena, the material world in all its
projections, is hierarchically subdued to the divine
world order, and simply represents its reflection. The
material world has been created in the image of the
heavenly world. All themes related to the natural sci-
ences are being very systematically discussed in the
books, each one of them consisting of six texts com-
menting on Genesis, Book One, and telling the story
about the creation of the world in six days. Beside the
wide variety of information these books give, they
also provide a full and logical description of the hu-
man body. Along with the adoption of Christianity,
a massive translation activity from Greek into Old-

Slavic took place in Bulgaria. Well-educated clerics
were involved in the translation of the theological
books. In the X century, John Ekzarh, an outstand-
ing Bulgarian scholar, translated Hexameron from
sent Basil, which became one of the most widespread
books telling about the technical chievements of the
Antiquity in the form of a theological treaty. Ac-
cording to the philosophical and religious ideas em-
braced by the Eastern Orthodoxy, the human body
is a God's creation; God created man in His own im-
age and man is what man is exactly because he was
meant to be in service of his creator, i.e. God. Soul
redemption and physical recovering are inextricably
bound up with the moral endeavours of the religious
model of lifestyle. The healing power of holy remains
and icons are among the attributes of the Orthodox
miracle. The recovery is the process of recognizing
the healthy body as a model, analogous to the icons
of the saints, that is to be closely followed.

Together with the formal, highbrow culture, there
exists another one - the popular culture, in which
the image of something vivid is prescribed to illness;
sometimes it is even personified. Anyway, however, it
is viewed as something that has its life totally sepa-
rated from that of the human being. The human body
itself is not able to “give birth” to the illness, for sick-
ness always comes as a result of somebody‘s immoral
or incorrect actions. It is at this point where we can
see culture as a syncretic whole — the behaviouristic
stereotypes function as a firm guarantee within the
system of moral values. Besides, these stereotypes are
the ones that set the rules for an adequate corporal be-
haviour, which is in connection with the basic bodily
needs. Illness belongs to a world of demons. The iner-
tia of thinking into binary oppositions has placed into
this world everything that is ascribed a negative con-
notation: hostility, bestiality, and dirt... That is why, all
the rituals aiming at protection from sickness, and the
therapeutic act itself include a complexity of symbolic
actions which, when accurately performed, are sup-
posed to divert the illness from its way, to take it out
of the body and out of the house.

In medieval culture, knowledge functions as a
certain entirety. Being inherited by the generations,
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it transforms itself in the process of daily routine and
is being differentiated according to the social and age
status of the person. It is possible for several “pic-
tures” of illness to exist simultaneously in a person's
mindset. The illness could come as a result of a com-
mitted sin; it can also be personified by some raptile-
like or female demonic creature. Culture, being one
total world-reproducing model, a life-programme
that is both individual and philosophical by nature,
has a strong influence upon some special conditions
and phenomena, like illness and body, thus trans-
forming them into pure knowledge. For centuries, it
has been handed down orally from one generation
to another, constantly enriched and further extended
by the experience of the healers. The written tradi-
tion started in the XVII" century. Some of the medi-
cal books that have survived till our days are geneti-
cally and functionally connected to the Middle Ages,
although they were written in new-Bulgarian. These
are collections of recipes, imperative instructions
for effective acts concerning the whole body. From
contemporary point of view, we may classify them
as written records containing considerable knowl-
edge in the sphere of medical treatment, diagnos-
tics, therapy, hygiene, dietology, and even veterinary
medicine. These books appear as a natural outcome
of the accumulated knowledge of other peoples’
medical tradition, the pharmacological experience
of the folk medicine, and the ancient medical trea-
tises. Each recipe is abundant with foreignisms; a real
conglomerate of practical knowledge, faith in the re-
covery, and empirical practice. There aren't a lot of
culinary recipes in these books. They are not so com-
mon and are mainly recipes about different kinds of
making preserved food like jam, pickles and others.
Mainly because the making of food is something
done by women and it’s verbal, not written knowl-
edge. By the end of the XIX™ century there were very
few women who could read and write, and medicine
is something done every day so there was no need to
be written down. Besides, in the premodern culture
there weren't a lot of types of meals. Most of the time
the main food was just bread. The first Bulgarian cu-
linary book was published in 1870 in the capital of
the Ottoman empire, Istanbul, called Tsarigrad by
the Bulgarians. The author of the book is a Bulgarian
poet, teacher and revolutionist Petko R. Slaveikov.
The book “Medical Guidebook™ is written by
hand. The first written prescriptions that reached us
are handwritten and were added in the fields of litur-
gical books. Even though the medical prescriptions
are written, they began as a marginal text. The old-
est manuscript is known as “The Samokov Medicine
Guidebook” and is copied from another manuscript,

which has been lost. The copy is personally dated in
1800 A. D. by a famous copyist and carries the signa-
ture of Anaki Tumparov. From that same year there
is another medical guidebook, that of the priest Gri-
gori. A third medical guidebook from the Danube
City Svishtov carries the date of 1804 A. D. From the
same epoch there are two medical guidebooks by un-
known authors. They are known as “Medical Guide-
book from Rila monastery” and “Medical Guidebook
Number Three from the Bulgarian National Muse-
um”. The peoples healer Lazar Kefalov is from the
city of Teteven. He left a medical guidebook with the
date of 1848 A. D. All medical guidebooks are the
work of men - at that time the Bulgarian intelligence
— teachers, and priest. The spreading of these books
coincides with the active book translating and copy-
ing centers and trade centers of the Bulgarians in the
Ottoman Empire. These are the monasteries, moun-
tain cities, and the cities on the Danube River (Mil-
tenova, Kirilova, 1944, 5-13). Naming body problems
and formulating different diseases denote the atti-
tude of a certain cultural epoch towards the bodies of
the culture-bearers. The recipes contain information
about the circumstances of the therapeutic act being
viewed as an encounter of two unequal bodies. Here
are some examples of how some of the problems of
the sick person are described:

“When one loses his voice and cannot talk;
When one cannot pee; When one's intestines have
spilled over (umbilical hernia); When one has stayed
too long in bed and cannot find piece; When one's
body is too swollen: Eyes that hurt so much one can-
not see a thing; For a bad breath” (Sprostranov, 1906-
1907, 1-106; Bakalov, 1895, 349-358).

Those examples speak for the diagnostic’s termi-
nology - Illness gives evidence of itself through out-
ward signs covering the body. Those changes are to be
identified more as deformities in proportions; modi-
fications of the usual color, losts of some abilities, etc.
Illness is, in fact, an alteration of the body. The corpo-
ral inadequacy dooms the body to passivity and in-
ability to perform any control over its physical func-
tions. This is the body of a tied up, agonizing person:
deaf, mute, swollen, with chaotic gestures. The recipe
is a special kind of activity consisting of separate acts
that explain how the instructions should be followed
in order, so that the body could be healthy again.

The authoritative character of the medieval cul-
ture is present in the form of a recipe. The recipe
represents an activity meant for a special procedure.
Besides, each recipe is also a religious rite; it involves
mystery. The Middle Ages is a period that produces
very many recipes, instructions and recommenda-
tions for a successful, pious and moral living. In or-



XKYPHA/ 5THOAOTUN NN KYABTYPOAOIUMN Tom XVI 7

der to be allowed in Heaven, one should follow very
strictly those instructions and to be aware of all the
procedures concerning lithurgy, prayers, and fasting.
The medical recipe is a norm, a standard procedure
and God himself is both its original author and pri-
mordial reader. The recipe is related to God through
the imperatives and the unequivocal guidelines of a
power which authority is beyond question.

The Christian conception of the world as God's
finer “handiwork” suggests the notion of complete-
ness and divinity of the final “product” of this pro-
cess of creativity. Each activity is therefore only an
interpretation of the world, duplication of the origi-
nal. The recipe is a story about how to do things. And
the way of doing things is expressed through words;
event and speech are bound together. The prescrip-
tive actions: take, put, tie up, measure, stir, etc., are
ritualistic and mystical by nature. To prepare a medi-
cine means to recreate the speech act, to perform the
mystical act of becoming an object. Any work is sa-
cred because it is a projection of the divine model of
creation, and because it was preceded by the verbal
act explaining exactly what, how, and how much. The
medical recipe is an action and a religious rite at the
same time. The healer's gestures are firmly set and
encoded; the healer is supposed to fulfil the function
of a body that performs all the necessary procedures;
it takes, puts, ties up, measures, stirs, and so on. These
are not only simple manipulations; they create the
iconic image of a craft. The healer's body is a body
of a healthy, skilled, actively working person. Two
bodies implicitly exist in the medical books. One is
the body of the sick person. This miserable man is
incapable of any action: neither to move, nor to eat
or work. He is a burden for his family and for himself
too, because of his inability to work, the unbearable
pain he is going through, and the multiple corporal
deformities. The body of the sick is uncontrollable —
movements are chaotic, the skin colour is changed,
the smell is repulsive, and finally the communication
is totally broken. The physical body is disintegrated.

The other body is the body of the healer. It is
disciplined and involved in the productive and so-
cial systems; it is gender-marked and age-defined.
The body of the healer is affected by the rhythm of
the culture; thus, it becomes a divine stereotype, an
icon. It is also mystical and initiated into shamanistic
sphere of competence; it is the body of a healthy per-
son — a sign for prosperity and superiority. The two
bodies are in contradiction and mutually excluding
each other. The sick can find salvation in abandon-
ing the physical body; this becomes possible through
the mediating functions of the healthy person. The
healthy body on the other hand needs the sick one as

a necessary counterpoint to distinguish itself from.

Here are some more typical examples from the
medieval medical recipes:

“For black jaundice: One shall drink his own
urine in the morning for forty days; then, one shall
mix some white wine with raw eggs, two pieces of lem-
on to be put inside his clothes together with a piece of
bread. Then, one shall go to bed with a thick blanket
over his head and stay there until one becomes all in
sweat; afterwards, one shall drink the mixture of wine
and eggs. One shall not eat anything that is salty or
sour, pork, or carp, neither one shall go in bed with a
woman for forty days”.

“For bruises: One shall take the gall-bladder of
a sheat-fish, soot from a discharged bullet and some
holy water, and mix them all. The mixture should stay
through the night and be consumed at three portions
in the next morning.”

“For the proper growth of hair, moustache, and
beard: One shall take some lard from a bear, a hoof
from a black cow, and an excrement from a rabbit,
chop them together, smear them, and then spread the
substance on the problematic spot.”

These examples are representative for the ex-
istence of a bipolar suffering. Bruises and jaundice,
toothache and beardlessness form a wide range of
misfortunes. My intention, however, is not to ex-
pand the sphere of the diseases described in the
medical books, but rather to show that misery can
have different causes. The recipes for curing jaundice
(icterus) are most numerous. In modern Bulgarian,
the term zhaltenica (sounds like a yellow illness) for
jaundice is still used to name the different types of
hepatitis. The colour of the sick is a distinctive sign
for the character of the illness. When the colour of
the person's complexion is drastically changed, this
also causes changes in the whole standard outer ap-
pearance. In this respect, the recipes aim at model-
ing the unaesthetic body, too. Black and yellow are
the skin colours, which are always associated with a
certain morbid state of the organism in the medical
books. Diagnostics is done on the basis of the colour;
the colour is, in fact, the main element in diagnos-
tics. The sick has lost the natural colour of his com-
plexion and as a result, he has become either black or
yellow. It is interesting to know that black and yellow
are also used very often when describing foreigners,
representatives of other ethnic groups. In Bulgarian
folklore, there are some standard combinations lik-
ethe following ones: black Arabs, black Gypsies, yel-
low Latinos, yellow Jews, etc. These epithets are not
that much an indication of a certain ethnic recogni-
tion, but are more an allusion for describing an ele-
ment that is alien to the social system. The colour of
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the sick is not only a sign of difference, but is also a
“device” for evaluation; it is ascribed the status of a
marker indicating the position of a person in the so-
cial environment. In our case, it is again the colour of
the ill person’s skin that speaks for the way the body
is being perceived; the archaic cultural rules turn the
sick person into an outsider who is dangerous for the
society.

White and red are opposed to black and yel-
low. Here, again, the analogy of these two colours in
folklore is more than obvious. The white-red combi-
nation is widely practiced in the spring and matri-
monious rituals. In all folk songs, physical beauty is
stylistically marked with red and white. The medical
books use the same system of stereotype meanings
and apply them to the phenomena they deal with.
The final purpose of each treatment is described as
achieving the normal, natural colour of the skin.

The therapeutic act is a kind of painting in a
way. In the medical books there are plenty of reci-
pes for different ointments and creams. The frequent
use of the verb “smear” also suggests that the pro-
cess of healing is in fact a process of changing the
colour. The medicines are often described in terms
of paints: white ointment, yellow ointment, red oint-
ment. There are even cases when the medicine is said
to have become identical with a paint. This type of
perceiving the medicine as a paint is to be found in
the very contents of the medical books where, besides
the recipes for preparing medicines, there are also all
sorts of instructions about how to dye yarn and how
to make ink. Thus, we may conclude that a certain
colour is not at all a result of a subjective perception;
it is very real and in a close relation to the very nature
of the objects. It has substance, and is not fictitious
in any way. Human body also has its own colour that
is socially marked. Illness inevitably changes the co-
lour; illness itself is a colour. The colour in the medi-
cal books functions as a mediator between what is
real and what is desired; it is an active agent leading
towards the ideal state of existence.

The recepies for cures consist of many products
coming from the flora and the fauna. These products
are also used in the traditional cuisine, such as differ-
ent types of food and spices. Herbs are used the most.
Many of the recommended plants in the recepies are
used as flavouring. At the same time no medicine can
be used for food. Such products as honey, vinegar,
animal fat, salt, milk, wine, sugar, pepper, cinnamon,
olive oil, flour, eggs and so on are often used in reci-
pes, but any medicine can't be used for food. The rea-
son for lies in the combination of the food products
in the recipes. In every recipe we find out an ingre-
dient which is something gross and disgusting. The

knowledge about food divides the flora and the fauna
into two groups - eatable and not eatable. Together
with the things that can be eaten, in the recipes we
always find products, that the culture claims not eat-
able. In the cures we find a lot of poisonous plants
and products from animals, which are not killed for
food. One of the most common ingredient is the ani-
mals’ gall. The cure looks a lot like food, but it’s not
nutricious.

All what has been already said about the colours
is also fully valid for numbers. In medieval medical
science a number is used as a symbol. The numbers
3,6,7,9, 12, 40, 100, etc. fulfil the function not only
of figures measuring quantities and time, but are
also very symbolic because can be linked to the Holy
Scripture or the folklore ritual practice. The medical
dosage is symbolically determined in order to unifi-
cate the values.

Illness is a real human suffering and its elimina-
tion depends on the exploitation of all possible pow-
ers that influence man's life in one way or another.
In the therapeutic act one can see culture in its com-
pleteness. The synthesis of theology and folklore is
then not that accidental and astounding as we may
think; these are both standardized symbolic ways of
behaviour and social systems. Now, this explains the
healing power of such weird combinations like “the
gall-bladder of a sheat-fish, soot from adischarged
bullet, and holy water”

The protection of the society results in the pro-
tection of the body, so it is very often that a picture
of a body is socially determined to be found in the
records from the late Middle Ages. The act of curing
is a procedure aimed at eliminating the disturbances
that prevent the body from getting adequate social
information. Curing is not intended for the physical
body, or the organism, as we call it nowadays. On the
contrary, the medical books repeat the act of initia-
tion into society of the bodies that have been already
socialized. Thus, it becomes clear that the purpose
of the act of curing is not the long-lasting elimina-
tion of the pain but the introduction of body into the
“corpse” of the society.

Literature

Bakalov I. Materiali iz oblastpta na balgarskata
narodna medicina // Sbornik za narodni umotvorenia,
nauka i knijnina. Ne XII. Sofia, 1895.

Miltenova A., Kirilova A. Srednovekovni lekovnici i
amuleti. Sofia, 1994.

Sprostranov E. Narodni lekovnici // Sbornik za
narodni umotvorenia, nauka i knijnina. Ne XXII and
XXIII, part 3. Sofia, 1906-1907.

Rezumat
In articol este analizatdi evolutia istorici a
cunostintelor despre corpul uman din Bulgaria in peri-
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oada Evului Mediu si ocupatiei otomane. Se sutine cé in
Bulgaria in secolele XVII-XIX erau cunoscute culegeri
scrise ce contineau diferite recete medicale, retete de bu-
cate, norme igienice, diete etc. Prin prisma gandirii religi-
oase, aceste recete capdta sens de text ce simuleaza un act
ritual. Astfel, produsele de origine vegetala si animala din
care se extrigea remediu, se considerau necomestibile, iar
medicamentul - antipod al hranii. Articolul mai contine si
o analiza a simbolismului culorilor si numerelor intlnite
in recete.

Cuvinte-cheie: istoria culturii, medicina perioadei
moderne timpurii, recete, ritual, simbolism actantial, ali-
mentarea.

Pesrome

B craThe paccMaTpuBaIOTCA MCTOPUYECKass SBOJIIO-
VA 3HAHUI 0 YelToBedeckoM Tenne B bonrapni co BpemeH
CpenneBexkoBbsa 1 Ocmanckoro mepmopa. OTmedaercs,
uto B Bonrapun XVII-XIX BB. 6bIIM U3BECTHBI PYKOIIIC-
Hble COOPHUKY, COTEpIKallfyie Pa3NIHbIe PELeIIThI IT0 Me-
IULVHE, KyTMHapuM, TUT1eHe, fueTonoruu u ap. Peren-
TBI B CBETE PEIUTMO3HOTO MBIIIIEHU PacCMaTPUBAIOTCA
KaK TEeKCT, KOTOPBIil BOCHPOM3BOAUT PUTYa/nbHOE IIOBe-

menue. IIpogyKThl pacTUTENBHOTO U YKMBOTHOTO IIPONC-
XOXKJIEHMA, 3 KOTOPBIX ITO/TyYaOT IEKAPCTBO, CIUTAIOTCS
HENPUTOSHBIMU JI/IA IUTAHNA, A IEKAPCTBO BOCIIPUHMMA-
eTcA KaK IPOTUBOIONOXKHOCTh IMuTaHuio. Vccrenobana
TaK)Ke CMMBO/MKA IJBeTa U YUCENT B pellenTax.

KnioueBpie cmoBa: ucTopusA Ky/AbTYpbl, MeAMIIVHA
IeproJia paHHETO MOJIEPHA, PELIEIIThI, pPUTYaJl, CUMBOJIN-
4YeCKoe MOBEeJeHNe, KOPMIEHUE,

Summary

The text is about the evolution of knowledge about the
human body in Bulgaria during the Middle ages and the
Ottoman period. There are written books from 17-19th
centuries with different content about different recipes
for medicine, culinary, hygiene, dietology, nutrition, etc.
There is a recipe reviewed in the religious way of thinking
which leads to the understanding of a text that simulates
ritual behavior. Products of vegetable and animal origin
as a source for medicines are not appropriate for eating,
and they are perceived as the opposition to medicines. The
symbolic of the colors and numbers is also reviewed.

Key words: cultural history, Early modernist
medicine, recipes, ritual, symbolic behavior, feeding.

Alexandra FROLOVA

HERBS USED IN FAVORITE BEVERAGES PINEZHYE
AND MEZEN DWELLERS

(basrd on tye materials on the Arhangelsk Region)

This paper is based on the field materials gath-
ered by the author in towns and villages of Pinezhsky
and Mezensky districts of the Arkhangelsk Region
in 2003-2008; factual materials, local periodicals,
archival documents from the Archangelsk Region
State Archives (GAAO), Mezensky Local History
and Economy Museum and the Fund of E. Podnebe-
snikova, a local historian, were used as well.

Pinezhye and Mezen conventionally stand for
the area in the basin of the Pinega and the Mezen Riv-
ers with multiple affluxes that run along the modern
Pinezhsky and Mezensky district of the Arkhangelsk
Region. Unusual vitality of the traditional culture in
this area, its distinctiveness is astonishing and even
nowadays is a research subject. The Russians started
colonization of the land along those rivers in the XII
century. Gradually reclaiming different terrains of a
new region the back-settlers from Novgorod, Ros-
tovo-Suzdalsky and then Moscow Lands kept find-
ing new useful plants. The components of the herbal
combinations and time of their seasonal gathering
were gradually formed conforming to the natural
environment (I'pombiko, 1975, 227).

Herbs, flowers, branches, various greenery in
different forms and to a different extent were pres-
ent in the ceremonies of all seasonal cycles (Tokapes,

®unmumonoBa, 1983, 154). These plants were widely
used in the folk customs and rituals and were en-
dowed, based on the people’s apprehension, with a
special effective force, they not only fostered good
health, but could favour family harmony, secure
good harvest and cattle breeding power. Plants that
protected people, their houses and households from
the insidious influence of the ill-wishers and, espe-
cially, from the evil spirit played an important role.

The use of herbs for remedial and culinary rea-
sons was, no doubt, based on their intrinsic nature
and centuries-long observations of people. Being
well-aware of real and imaginary properties of herbs,
people tried to use plants to the largest extent possi-
ble in their daily life. Naturally, the traditional selec-
tion of food and beverages of each people was based
on the available feedstock in the area and was closely
connected to the economic and natural type.

Ivanov den’ (the Nativity of St John the Baptist,
Midsummer Day), Ivan Kupala (June 24 /July 7), one
of the most important folk annual holidays in Mezen
and Pinezhye, is related to gathering and stocking up
herbs. It preserved and developed features of baptiz-
ing rituals in a peculiar way. The primary reason was
the day of the ceremony - the day of summer solstice,
the longest day in a year. Specifically at night on the
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Ivanov den’ peasants gathered herbs, which were en-
dowed, in the opinion of the peasants, with special
force, if gathered on that day (®ponosa, 2010, 23). Ini-
tially the herbs were gathered for treatment and divi-
nation/fortune-telling (the names used in Mezen and
Pinega are plakun-trava, izgon-trava). But, already at
the beginning of the XX century the herbs gathered
by young women and ladies were used not for cure,
but for ‘charming’, ‘putting a spell on’ the beloved (for
example, vyazel-trava) '.

There were certain places, unknown to the un-
informed, where the herbs were gathered. “It is bet-
ter to pick up Juniper berries, feres >as we call it, in
the Shotogorka village, gather grushanka in the field
above the Suluga (the river - A. F.), near the Vai-
musha village” °. The timing of herb gathering is also
very important. “All herbs are ripe by the Ivanov
den’ (the Nativity of St John the Baptist, Midsummer
Day): zveroboi, ochanka, grushanka, kalgan, izgon,
tysyachelistnik, bogorodska travka *, or better known
as creeping thyme, but we call it bogorodska travka.
All herbs should be gathered in July from the Ivanov
den’ and after the day of Apostil Peter (Petrov den’).
You certainly can gather them before but it is better
to do that after Petrov den’, while they are blooming.
Once the flowers fall off, the herb has no strength,
and the longer you wait, the worse it is” °.

Local residents have superstitious beliefs related
to herb gathering: when one gathers herbs, he shade
should not fall on the herb; pick the herb with the
prayer, so that it does not lose its strength .

Many dwellers of Pinezhsky and Mezensky vil-
lages even nowadays continue to gather herbs, ber-
ries, roots and know everything about their curative
effect: Ochanka is a remedy for indigestion, head-
ache, stomachache and leg numbness; izgon, bogoro-
dska travka are to cure any disease; grushanka has
the same effect as izgon, which cures any cold-related
diseases; branches of juniper and juniper berries are
to be taken for cold, cough and many other diseases.

The belief that some herbs have curative proper-
ties, even if they have never had any (based on the
medical science data) is still alive nowadays. Thus,
several absolutely different plants are called bogoro-
dskaya travka in the Pinezhsky region. “It is called
bogorodskaya because it is from the God (Rus. Bog).
It has small blue flowers, a striking and very pleasant
smell. It is to be plucked with the root. It grows like it
was planted, even more abundant in the mountains,
where there is travertine, trug’. Others think that bo-
gorodskaya travka is a plant with the flower in the
form of a purple cone.

Kalgan or tormentil (lapchatka) was called
sheptukha, mogushchnik in some places. This plant

was mentioned in one of the legends about Ilya Mu-
romets. Before his final battle he crouched on the
ground, where sheptukha grew, smelled its roots,
and it helped him to conquer the enemy (Koporaes,
1998, 30). Zveroboi (St John>s wort) was considered
a curative and magic herb. Young men and women
used its stalk to read fortune, zveroboi guarded from
sickness and voodoo spells (KysHerjoa, Pesunkosa,
1992, 86). The northerners believed that anything
growing on the land should be treated with respect.
People, who knew that, tried to cut the plant careful-
ly without damaging the roots or ripping the weeds
if they saw that the plant was scarce in a certain area
(Omutpmena, 1999, 769).

Gathered herbs, roots and berries were used to
make actual bitters, alcoholic infusions on different
herbs, roots, seeds, leaves and other medicinal and
technical raw materials (AJKOro/NbHBIE HAIUTKI,
1994, 205) and were used as balms: “You just need
a tiny bit, a tea spoon and add some water”. Vodka
and wine had always been expensive beverages for
peasants, therefore many of them knew both how
to brew beer and make homemade herbal balm. The
recipe is still the same nowadays. It is rather easy to
make Pinezhsky and Mezensky infusions: chap the
herbs by hand or mince them using a mincer, put the
herbs in small jars and pour spirit or vodka over them.
As a rule, one favorite herb is used for the infusion:
grushanka, ochanka, bogorodskaya travka, sometimes
a herbal blend is used. The colour of the prepared in-
fusion is surprisingly beautiful: maroon, auburn with
a specific spiced and bitter smell that absorbed the en-
tire range of herbs of Pinezhia and Mezen.

Evgeny Stepanovich, the native resident of the
Vaimusha Village in the Pinezhsky district, does
not trust modern medicine and treats himself with
herbs, tea made of them and infusions and helps his
fellow villagers in the same way. “Everybody comes
to me for help and asks for remedies from a head-
ache, stomachache, or leg numbness...” 8.

Tea has always been a favorite beverage of the
northerners. Although back in the days they used to
brew shelf fungus from the birch tree, red bilberry
leaves, stalk and leaves of wild raspberry, briar ber-
ries and even roots instead of natural leafy tea. Briar
was one of the favorites of the Pinega and Mezen
dwellers, tea made of briar roots if drinking it after
banya (Russian sauna) was considered to prevent a
cold disease. For beverages each household gathered
herbs, roots and stalks and dried them; the skin of
unripe fen berry, leaves of current and mint etc. were
also dried. In the Pinezhsky parish people went “into
the fields” once a year, particularly, on the Ivanov
den’ (the Nativity of St John the Baptist, Midsummer
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Day) to gather flowers that did not have any effective
force on any other day. People gathered them on the
Ivanov den’, dried them and in case of any disease
they made herbal teas of them and drank infusions
(Konmaxkosa, 1975, 143). Later on, they started to add
imported tea leaves in those herbal blends.

On holidays people drank a lot of tea. A. V. Te-
reshchenko, the Russian ethnographer, wrote with
certainty that even in the 1* half of the XVIII centu-
ry the tea “had become commonplace” and most of
all, men, merchants and all the workers took to tea
(Tepemrenxo, 1848, 283). In the north of Russia tea-
drinking was an agreeable pastime: sitting at the table,
talking and drinking tea “with a sugar cube, showing
such mastery that a small sugar cube was enough for
half a dozen glasses of tea” (Tepemenko, 1848, 284).
By the end of the XIX century, leafy tea had grown
popularity all over Russian North (Boponnna, 2001,
392). However, P.S. Efimenko wrote on that topic:
“The consumption of tea is spreading rather slow
here: only one tenth of 250 household in the parish
(Ust-Puya) has tea sets, which is a special luxury, and
the samovar owners are unconsciously called ‘the rich’
and during the treating they are given priority over
the others, although the luxury of the rich man is only
limited to holidays and tea consumption of somewhat
1/2 pound or even less” (Edbumenko, 1877, 32).

Tea has always been an expensive beverage, and
drinking it in the morning and at night was consid-
ered a luxury. Grooms, who were not too well-off,
were cautious about marrying tea lovers and coffee,
they would say: “That girl will blow all money drink-
ing tea and coffee”’.

The neighbors would frequently ask each other
to borrow some tea: “Please, just a cup-worth (na-
poechka)!” '* Melodically pronounced word - the
cup-worth (napoechka) stood for a pinch of tea, just
a little bit less than a tea-spoon. The elderly and the
single would more often come to drink tea to their
neighbors as guests.

If the guest or the neighbor came after a long
road, the host had a politeness duty to treat him to
tea. The guests, on their part, could not criticize the
host, if the tea was served without sugar or milk, or
just with dried barley bread. The wheat did not get
ripe in this area, and not everyone could afford the
imported sweets. If the guest was too modest and
tried to retreat from sitting down to drink some tea
with the hosts, they would tell him out loud: “Do not
be afraid, we are not going to come to drink all your
teal” It was unaccepted to decline the invitation to
drink some tea. Drinking tea with pleasure is not
working without measure.

If the hostess did not offer tea, the guests criti-

cized the hostess for being stingy and would say:
“She will never even offer a cup of tea”.

The kind host always asked the guest: “Would
you like some tea? I will be more than happy to get
the samovar ready, it is really good after a long road, it
will warm you up and the fatigue will pass away”. And
the host would get the samovar ready while saying it.

Tea with milk was one of the favourites of the
northerners. Of course, those who had 2-3 cows
could afford that favourite beverage. The holiday
table would have milk steamed out in the Russian
stove served in an expensive porcelain milk jug, on
weekdays the samovar was served together with the
steamed milk in a milk jar with a table spoon, so that
everyone could add some milk in their tea.

Just as everywhere else in Russia, the northern-
ers preferred to drink hot, strongly brewed tea. Tea
lovers would always make sure that the samovar is
not “dead” (cold — A. F.), would add coals in it, so as
to hear the samovar whistling and making noise. The
dwellers of Pinega would say: “Drinking cold tea is
like kissing the dead person” ''. Weakly brewed tea
was fairly criticized and condemned. If the brew was
weak, light in colour, they would say disapprovingly:
“That’s some tea: I can see Moscow through the cup!”

This tradition gave rise to superstitious beliefs
related to tea-drinking. Tea foaming in a cup was a
sign of getting richer. People observed how the tea
leaves swam in the cup. If the leaves were upright,
that meant the enemy was going to inflict some harm
on you, if the leaves were laying on the bottom of the
cup that meant that nobody had any evil against you.

Sugar had always been an expensive treat for the
peasants. People used to describe small income by
saying, that it would be not enough to buy some tea
or some sugar. A polite guest, when seeing the hosts
drinking tea, would wish them: “Tea with sugar!”
Although more often than not they would drink tea
without sugar. And the hosts would respond without
any hesitation: “I wish it was with sugar, but we are
just thankful to have some tea at all!” 12

Tea-sets were different for men and women.
Glasses and deep saucers were for men, whereas
women were supposed to drink out of small wide
cups, or as the locals used to call them, “poured out”.

Samovars were also a luxury. If there was no
samovar in the village, they used copper pots (chu-
gun) and mess-tins to boil water in stoves or a special
pole (shestok) used to put copper pots on the coals or
kindling-wood. People used to brew tea in clay pot-
ties or other dishware before the porcelain teapots ap-
peared. The elderly grumbled at the young people that
samovars led to a chain of other expenses: teapots for
brewing, sugar bowls, teaspoons, cups for everyday
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use and for holidays. A copper samovar needed to be
cleaned, because nobody wanted to drink tea from a
dirty samovar. The “neatnik” hostess would prepare
bread juice pulp or slightly salted curdled milk every
Saturday to make the samovar clean and shiny.

In Central Russia cones were used to fire up the
samovar. Kindling-wood was prepared and stored
up in Mezen and Pinega for that purpose. That re-
quired taking the bark off the birch stalk, which was
used to start the fire in the stove, then the stalk was
sawed into logs and split into kindling-wood. Peas-
ants who did not have horses, begged the ones who
were going to the woods to get firewood, to bring
them a birch tree or two, otherwise they would have
nothing to heat up the samovar with.

The role and value of herbs in life of Pinega and
Mezen peoples, as, admittedly, of many other ones
has not decreased in time. Even nowadays, they are
used for their curative, magical and culinary proper-
ties. The people’s knowledge and tradition of gath-
ering herbs is being passed from one generation to
another. Tea is still a favorite beverage both for the
northerners and for the Russians in general. Nowa-
days tea-drinking is a staple of every holiday meal.

Notes

! Mezensky Local History and Economy Museum
(hereinafter MIKM). D. 1105. Mezen Folk Art and Ritual-
ism. P. 15.

*Feres (Rus., Pinega) — local name of the Juniper in
the Pinezhsky district of the Arkhangelsk region.

3 Author’s field materials (hereinafter AFM). Re-
corded in 2003 according to oral information provided by
A. A. Kozmina, year of birth: 1931, Shotogorka Village in
the Pinezhsky district.

* Ochanka, grushanka, kalgan (sheptukha, mo-
gushchnik), izgon, bogorodskaya travka (Rus., Pinega) -
local names of meadow grass in villages of the Pinezhsky
district of the Arkhangelsk region.

> AFM. Recorded in 2004 according to oral informa-
tion provided by A. E. Klevakina, year of birth: 1927, Za-
surie Settlement of the Pinezhsky district.

¢ AFM. 2004-2005. Pinezhsky, Mezensky districts.

7 AFM. Recorded in 2003 according to oral infor-
mation provided by Evgeny Stepanovich Lystsev, year of
birth: 1929, Vaimusha Village, Karpogorsky village coun-
cil, Pinezhsky district.

8 AFM. Recorded in 2003 according to the oral in-
formation provided by E. S. Lystseva, year of birth: 1929,
Vaimusha Village, Karpogorsky village council, Pinezhsky
district.

% Archive of the Dogorodsky Culture Center of the
Mezensky District. Fund of E. Podnebesnikova, the Local
Historian (hereinafter ADP). Copybook 1. Sheet 3.

' AFM - Copybook 1. Sheet 5.

""" AFM. 2005-2006. Pinezhsky district, Karpogory
town.

12 Archive of the Dogorodsky Culture Center of the
Mezensky District. Fund of E. Podnebesnikova, the Local
Historian.
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Rezumat

Inacestarticol, in baza materialelor de teren si arhivi,
colectate de autor in satele din raioanele Pinjensk si Me-
zensk a regiunii Arhanghelesk, se analizeaza specificul
utilizarii plantelor in ritualuri si obiceiuri, dar si traditiile
de servire a ceaiului. Potrivit rezultatelor cercetarii, aceste
traditii au continuitate temporald si un specific local.

Cuvinte-cheie: materiale de teren, specific local,
plante, calendar popular.

Pesrome

B naHHOJ cTaTbe Ha OCHOBE IIOJIEBBIX M apXMBHBIX
MaTepuasoB, COOpPaHHBIX aBTOPOM B JIEPEBHSX M Celax
[TuHe>xckoro 1 Me3eHCKOro p-HOB ApPXaHTIenbCKOl 00-
JIACTY PAacCMATPMBAKOTCSA OCOOEHHOCTY UCHONMb30BaHNUA
TpaB B HAPOJHBIX 00bIUAAX U 00pANaX, a TAaKXKe Tpamu-
iy yaermtysA. Kak mokasaio mcciefoBanue, mogo0OHbie
TPAfULINY JOCTATOYHO YCTOIYMBBI 11 0O/IA/IAI0T IOKAIIb-
HOII criennuKoiL.

KnroueBble cnoBa: rojeBble MaTepyasibl, T0KaJIbHaA
crienuuKa, TpaBbl, HAPOJHBII Ka/leH/Iapb.

Summary

In this article on the basis of the field and archival ma-
terials collected by the author in the villages of Pinezhsky
and Mezensky districts of the Arkhangelsk region, pecu-
liarities of using of herbs in folk customs and ceremonies,
as well as traditions of tea drinking are considered. As the
research showed, similar traditions are rather steady and
have local specifics.

Key words: field materials, local specifics, herbs,
national calendar.
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Auana HKOI0

DOTHOKYAbTYPHBIE B3AVUMOBAVSIHUS B TPA AVITVSIX ITMTAHMSI
HACEAEHMSI IOTA PECITYBAUKN MOA40BA
(aexcuko-sTHOTrpadUIecKme peaani)

Tema STHOKY/IBTYPHBIX B3aVMOBIVSIHUI He
TepsAeT CBOEN aKTYaTbHOCTU M B COBPEMEHHBIX 3T-
HOJIOTMYeCKMX MCCIejoBaHuAX. B mocnennee BpeMs
OHa TeCHO CBsI3aHA C OYeHb BOCTPeOOBAHHOI IIPO-
671eMOlI M3ydeHMsI 3THOKY/IbTYPHOTO IIOTPAHUYBSI.
ObpaieHre y4eHbIX K MEXITHUYECKMM KOHTAK-
TaM He C/IYYaliHO, TaK KaK MCCIefOBaHye TaHHOTO
BOIIPOCA IIOMOTAEeT BBIABUTH B KY/IbType TOTO VN
MHOTO HAapoJia HAIUIACTOBAaHMA Pas3/IMYHBIX 3IIOX,
omnpenenutb 0olee TOYHO XapaKTep M MHTEHCUB-
HOCTb MEXITHUYECKUX KOHTAaKTOB U OODBACHUTDH
OCHOBHBIE TEHJEHIINY Pa3BUTHUS COBPEMEHHBIX IT-
HOKY/IBTYPHBIX ITPOLIECCOB.

I[To cmoBaM M3BECTHOTO POCCHUIICKOTO YYEHOTO
C. A. ApyrioHOBa, «Oyay4un MHGOPMALMOHHO OT-
KPBITBIMM CUCTEMaMM, KY/IbTYyPbl Pas3IN4HBIX 00-
I[eCTB HEM3MEHHO BCTYIAIOT BO B3aMMOJECTBUE
MeXy cob0il BCIOAY, I7ie TOMBKO MMeeT MeCTO He-
HOCPEICTBEHHBII MM OIOCPEJOBAHHBI KOHTAKT
MEXy TIPeACTaBUTEAMU COLMYMOB — HOCHUTeIeN
9TUX KYNbTyp» (ApyTiOHOB, 1989, 148).

B mccnemoBaHum mporecca 3THOKY/IBTYPHBIX
B3aVIMOBJIVISIHUII Ha IEPBBI IUIAH BBIXOGUT OIIIIO-
3ULMA  «Tpaguiysi-MHHOBaLus». COOTHOIIeHNue
KOMITOHEHTOB JaHHOJ OIIIO3ULMI Harbosiee TOYHO
ompepenun 3. C. Mapkapsn: «...JIrob6as Tpagunys
6bl/Ia KOITA-TO MHHOBaLMeN, mobasd MHHOBALMA B
IPVHINIIE MMeeT BCe LIAHCBHI CTaThb TPafyILue, 1
MIMEHHO B CIIOCOOHOCTY yCBauBaTh MHHOBALINN U 3a-
K/TI0YaeTCs KUBYYeCTh, aKTUBHAs TaOMIBHOCTD Tpa-
munyn» (Mapkaps, 1981, 34).

BospericTBre KOMIIZIEKCA OFHOM  KYJIbTYPBI
Ha JPYTYI0 MIPOMCXOAUT TeM ObICTpee U JIerde, 4eM
«67myKe HaXOAATCSA APYT K APYTy KOHTAKTUPYIOLue
KY/IBTYPBI B CTa[{YIa/IbHOM, TUIIOJIOTYECKOM, MCTO-
PUYECKOM ¥ TPOYNX OTHOIIEHUSX...» (APyTIOHOB,
1989, 171).

[Ipy BocpuATUY 3aMMCTBOBAHNI, KaK IIPaBu-
710, HPOUCXOAMUT MOAMGUKALMA MHHOBAIVOHHBIX
37IEMEHTOB. DTHOC-PELIUINEHT «IIPOIYCKaeT» IHHO-
Bally Yepe3 IIPU3MY CBOEI Ky/IbTYPBI U IPUCIIOCA-
OnuBaeT ux K Heit. [Ipy BpacTaHUY B MECTHYIO KY/Ib-
TYPHYIO Cpefly MHOTV€ 3a/IMCTBOBAaHHBIE OBITOBBIE
37IEMEHTBI TIOTy4YaloT CTAaTyC MUCKOHHBIX U TPaMI-
OHHBIX U IIepeCTal0T BOCIPMHUMATLCA KaK VHOIT-
HIUYHbIe. B pesynbrare aTux TpaHchopmanmit pop-
MMpYeTCcs OOTIbIION IIACT TUIIOJIOTMYECKN CXOFHBIX
SIBTICHMI B PAa3HBIX KY/IbTYPaX U OFHOBPEMEHHO CO-

XpaHsAeTCs CaMOOBITHBIN 0OMMK KaXKIOM, OTHAEIbHO
B3ATON Ky/nbTypbl. CaMO 3THOKY/IBTYpPHOE B3aJIMO-
TECTBYE ABIAECTCA OFHNUM U3 BaXKHENIINX YCIOBUI
UL YCIEIIHOTO PasBUTYA TI000I KYIbTYpPbl U 1A
MIOfilep)KaHus ee B [IOTTHOM OObeMe.

Llenbio Hamre’t paboTHI ABIAETCS BbIABICHUE
3/1eMEHTOB, KOTOPbIe MIOSABUNCH B Pe3y/IbTaTe 3THO-
KY/IbTYPHBIX B3aIMOBJIMAHNIL B 00TACTH TPagMIVIiL
INUTaHWs y HaceneHus tora Pecniy6nukn Momjosa.
IIpn 3TOM OCHOBHOE BHMMAaHNE aBTOP yAeNAET 3a-
MMCTBOBAaHMAM B JAaHHOM cdepe MaTepraabHOI
KyabTypbl. CiefyeT OTMETWUTDb, YTO B HACTOSIIEN
craTbe OyleT IpefCTaBIeHO 3aVMCTBOBaHME He
TOJBKO OTJIE€/IbHBIX BI/IOB IINIIY, HO U HA3BaHMIA, NX
0003HaAYaIOIINX.

Xorenoch OB HMOAYEPKHYTDb, UYTO M3ydaeMOil
TeppUTOPUEI SABIAETCS He TONbKO I)KHAA 4acTb Pe-
crry6nmky MosnjioBa B HbIHEIIIHNUX ee TPaHNIax, HO 1
ucropuyeckas oonmactb — Oxxnas beccapabus (byz-
xak). Kpome Toro, aBTOp CTaTbhyt HEOCPENACTBEHHO
cobupas sTHOrpapUIeCKuit MaTepyuas B raray3cKux
¥ 6OITapCKyX cenax YKpauHbl. VIMEHHO pe3y/ibTaThl
IIOJIEBDIX MCC/IEJOBAHNUIL, B TOM 4NCTIe IPOBENEHHbBIX
B YKpamHe, ABWINCD TOil 6a30i1, KOTOpas Ieria B Oc-
HOBY JJAHHOJ1 pabOTHI.

B ToVI MM MHON CTeneHu 3Ta TeMa 3aTparusa-
Nach B TPyZlaX MOJIIABCKUX U YKPaMHCKUX 3THOIPa-
¢oB: B monorpadusax C. C. Kyporno u M. B. Ma-
pyHeBnd, B pabore A. B. Illabamosa (MapyHeBuy,
1988, 149-173; Kyporno, Hukorno, 1995, 15; Illa6a-
moB, 2002). Haubonee monHoe ocBeleHe Tpaau-
MM NUTAHYA Taray3oB MOMY4MIN B MOHOTpadum
I. E. Huxorno u B pspe ee crareit (Hukormo, 2004;
Huxorno, Aposas, 2000, 105-109; Hukorno, 2003,
105-110). Opxako 060611aoLIero TPyAa IO JAHHO-
My BOIIPOCY /IO CUX IIOP HeT.

Hacrosmias craTbsa 6asupyeTcs Takke Ha MaTe-
pManax cioBaps MONJABCKUX TOBOPOB «JIMKIIMOHAp
AUaleKTan aj JMMOeil MOJIIOBEHEIITb» M Ha OITy-
O/IMKOBaHHBIX paHee paboTax M IO/EBBIX Marepua-
JlaX aBTOpA, COOPAHHBIX B Taray3cKux, 60IrapcKix,
MO/IIABCKUX M YKpaMHCKMX cenmax fora IIpyro-JlHe-
CTPOBCKOTO MeXAypeubs. VI3 6omrapckux cenm O6bim
uccnenosansl [oponnee (Unmitums), Kupunuky, Kop-
teH, TBapania; 3 Monpasckux — Crnobosns-Mape,
Koimmnua-ITpyT, Tapakms-ge-Camune, AnekcaH-
npy-Moan-Kysa, Yykyp-Munxup, boporanp, bam-
Ka/ns; U3 YKpaMHCKNX — Mycant, DepanonTbeBKa.
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ITpencraBieHHbli MaTepuas pelpe3eHTaTUBeH TOb-
KO /I YKa3aHHDIX HACE/ICHHDIX ITyHKTOB.

ITpexyie 4eM IepeiiTy HeMOCPeNCTBEHHO K 13-
JIOKEHVUIO pe3y/lbTaToOB JCCIeNOBAHNUA, PACCTaBUM
HEKOTOpbIe MeTO[0NIOTMYeCKIe AKI[eHTBI.

ObenssectHo, uto Teppurtopus KOxHoit bec-
capabuy u3apeByIe CYNTANACh STHOKOHTAKTHO 30-
HoI1. MonpaBsckuii apxeornor B. A. [lepraues B ojHOI
U3 cBouX paboT oTMevaeT, 4To B apeane IOro-Boc-
TouHoy EBponel (kyga Bxoput u IOxnas beccapa-
Ous), HaYMHAsA C 3TIOXM PaHHEro SHEONUTa BIUIOTDb
J10 TIEpMOZIA TTO3/JHETO CPEHEBEKOBb, IIPOUCXO/-
JI0 B3aMOJIeICTB)E IBYX Ka4eCTBEHHO PA3/IIIHbBIX
[0 KYIbTYPHOMY M COLMATbHO-3KOHOMUYECKOMY
yKJIay OOLIHOCTel: CKOTOBOZYECKOTO HaCeTeHMs
VYpano-IlofHenpoBbs U ApeBHETO 3eM/Iefie/IbIeCKOr0
Hacenenus [IpaBobepexxHoit Ykpannsl n Kapmato-
[TopyHnasbs (depraues, 1990, 187).

[na mccnemoBaHMA 3THOKY/IBTYPHBIX KOHTAK-
T0B B pernone Fxnoit beccapabuu merogonornye-
CKV BEPHOII NpPeACTaB/IACTCA ale/UIALNNA K TeOpUN
XO3A/ICTBEHHO-KY/IbTYPHBIX TUIIOB M WCTOPUKO-
sTHorpadmueckux obnmacreit (Jleun, Yeboxcapos,
1955, 3-18; Yeboxkcapos, Yebokcaposa, 1971, 169-
215). Ucropuxo-sTHorpaduueckas obmacts Fzo0-
Bocmounas Eépona B cuIy O4eHb pasHOOOpPa3HBIX
TUIIOB IIPUPOIHO-TeorpapuIecKmx yCIOBUI BMeIa-
eT B ce6s nenmbiii psag XKT B Tom uncie XKT namren-
HO-TTY>KHOTO 3eMJIefiefusl B COYeTaHMM C JIOMall-
HVM >KMBOTHOBOZICTBOM, KOTOPBI XapaKTepeH i
PaBHMHHBIX 00/IacTell 9TOr0 OOLIMPHOTO pervoHa
(Ho6pymxa, [Togynasbe, BocTounoe Ilpukapmatse,
3anapgHo-IIpryepHOMOpCKIUE CTEIHBIE ¥ JIECUCTbIE
patitons! (VBanoBa, 1994, 41-56).

ITo MHeHuto poccuiickoro aTHorpada 0. VBa-
HOBOJI,  MCTOpPMKO-3THOTpadmyeckas  001acTb
(M90) - cucrema otkpbitas. Ee reorpapuueckue
TPaHMLbI HEYETKM M B CWIY IOJABIDKHOCTHU 4YeIoBe-
YeCKMX OOLIHOCTEll MOTYT M3MEHATHCS, BKII0Yas B
ce0s1 Bce HOBBbIE IIPOCTPAHCTBA. B 9TOM OTHOLIEHUN
MHTepec IpefICTaB/IAeT pacliupeHne apeana 6anka-
HO-JIYHa/ICKOTO BapMaHTa TpajulLMil IIalIeHHOTO
semnegenus (ogaoro n3 XKT MO Oro-Bocrounoin
EBpomner) uepes Hioknee Ilogynasbe, Beccapabuio
(B ToMm uncrne bymxkak), fajee — Ha BOCTOK B CTOPOHY
Cesepo-IIpnuepromopckux u IlprasoBckux crem-
HbIX pernoHos (VBaHoBa, 1994, 41-56).

JlaHHOE 0OCTOATENBCTBO /IS HAC BECbMa BaXK-
HO, TaK KaK MMEHHO 3TOT eCTeCTBeHHO-Teorpadu-
YeCKUIT M UCTOPUYIECKUI «KOPUZOP» 00O03HAUMIT
B3aIMOOOMEH CTENHBIX a3MaTCKMX XO3SIICTBEHHO-
KY/IBTYPHBIX TPaJULUI C XO35ICTBEHHO-KY/IbTYP-
HpiMu TpapuiuaMn XKT mry>keHHO-IIaleHHOTO
3eMJIefieNnisA B COUYeTaHNUNM C JOMAIIHUM XXMBOTHO-

BoficTBOM bankano-[lyHaiickoro apeana. OgHUMM
13 HOCKUTeJIeN M TeX U PYIUX B COOTBETCTBYIOIIME
ucropudeckue nepronsl (B XI B. — ¢ BOCTOKA Ha 3a-
mag 1 B XVIII-XIX BB. — ¢ 3amajia Ha BOCTOK) SIBU-
JIMCh OMIDKaIINe IPeIKY - eYeHer , Y3bl ¥ KyMa-
Hbl (XI B.) u y>xe cam atHoc — rarayssl (B XVIII B.)
(Huxorro, 2004, 34).

Teppuropust HOxxHoit Beccapabum Bxoput B
VICTOPMKO-KY/IbTYpHYI0 06mactb IOro-Bocrounas
EBpoma (Yeboxkcapos, Yebokcaposa, 1971, 206-
215). B arom apeane (FOxwnoit beccapabum) mpo-
JKUBAIOT MOJIlaBaHe/PYMbIHDI, YKPAMHIIbI, Taraysbl,
Oonrapsl, 4exu, a TakXxe nuIoBaHe. VI3 Bcex BUIOB
XO3s/ICTBEHHOI JesATeIbHOCTU npeo6nanaeT XJie-
OomamecTBo B COYeTAaHUN C JOMALIHUM CKOTOBOJ-
crBoM. CrieffoBaTenbHO, OONBUIMHCTBO TPV
3TUX 3THUYECKUX OOIHOCTeil 00/1a/jaloT MHOXe-
CTBOM OOIIIVIX YepT.

Monpasane B Bymxake B pasHoe BpeMsA KOH-
TaKTUPOBAIN C TYpPKaMM-OCMaHAMM, HOTAMILAMIMI,
raraysamu, Oonrapammu, ykpamHuamu. Hambonee
MHTEHCUBHBIMM Ha Tepputopum IOra MomnjgoBsl
ObUIN MX cBA3M ¢ 6onrapamu. [IpuMepoM 3THX KOH-
TAaKTOB CJIY)KUT CMeLIaHHOE MOJIJJaBCKO-00/IrapcKoe
cenno Bama-Ilepxeit Tapaxnuiickoro paitoHa. 9THO-
Ky/JIbTYPHBIE CBSI3N C Taray3aMim OCYILeCTB/LUINCDH
yepe3 COCEACTBO Cel C MONAABCKUM U raray3cKUM
HaceneHueM. Tak, MonpaBckoe ceno boporasp pac-
TI0JIOXKEHO T10 COCENICTBY € raray3CKMMM HacelleHHbI-
mu nyHktamu Kompar u Konrazunk. Ceno barmka-
ms - pagoM ¢ AppapMoili, ¢. Anekcanapy-Voas-
Kysa - ¢ Erynueit. MexxKynbTypHblit 0OMeH daiie
BCETO IIPOMCXOAWI ITyTeM eCTeCTBEHHBIX KOHTAKTOB
— 3aK/II0YeHVeM MeXITHUYECKIX OPaKoB.

Yexn nossBumnch B Peciy6nmke MonjoBa Tob-
ko B cepenuHe XIX B. OcoOeHHOCTM MX NMUTAHUSA
OCHOBBIBA/IUCh TaKXXe Ha TeX TPAOMULMAX, KOTOpble
OBV IPUCYINNU UM ellje IIPY MIPO>KMBAHUY HA CBOMX
VICKOHHBIX 3THIYECKIX TePPUTOPILIX.

Tarayssl 1 6onmrapel IpuOBIIM Ha TEPPUTOPUIO
Bypmxaka ¢ yXe CIOXMBIIMMCA KOMIUIEKCOM Tpa-
IUIVIOHHO-OBITOBOI KYJIBTYpPBI, KOoTOpas copmu-
poBanach Ha bankanax. B pasnumyHoe BpeMsa OHM
KOHTaKTMPOBA/IN C HOTAIIIaMM, MOJIJaBaHaMM, OOJI-
rapamu 1 ykpanHiamu. Hanbonee "HTeHCUBHBIMM B
3TOM peruoHe ObUIM KOHTAKTHI ¢ 6onrapamn. Kpome
TOTO, B 3THOKY/IBTYPHOM OO/NKe raraysoB cOXpa-
HIINCD YePThl, MMEIOLIJe apalenn C KyJIbTypoil
KOUYeBBIX CKOTOBOYECKMX HapofoB. [laHHble are-
MEHTBI I0BOJIbHO MOJIPOOHO PACCMOTpPEHbI B MOHO-
rpadun [I. E. Hukorno (Huxormno, 2004). B IOxHoit
Beccapabum KynpTypa raray3os IpeTepliesia HeKO-
TOpble M3MEHEHNs, OTPA3UBIINECA B 3a/IMCTBOBA-
HUAX OT/Ie/IbHBIX 37IEMEHTOB Yy MECTHOIO MOJIJaB-
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CKOTO Hace/leHMsA. BiusHue ykpanHies ObUIO 3Ha-
YUTETbHO MEHbIIIe, IOCKOTIbKY KOHTAKTbI C HUMMI He
OBLIM CTOTIb MHTEHCYBHBIMIL.

Insi toro 4tobbl GONee YeTKO MpPenCTaBUTDH
pe3y/IbTaTbl 3THOKY/IbTYPHOTO B3aMMOJIEVICTBUA,
MBI COYIN 1Ie/IeCOOOPasHbIM pasie/inTh (YCIOBHO)
pasMYHbIe 3THOKY/IbTYpPHbIE TPAajMIVIM, PacCIpo-
CTpaHEeHHbIe B M3y4aeMOM PeTMOHe Ha TPY IPYIIIBL:
BOCTOYHOPOMAHCKIE, HOCUTE/SIMI KOTOPBIX BBICTY-
AT MOJIIaBaHe/PyMbIHbI, BOCTOYHOCTIABSHCKIE B
JnIe YKpauHIIeB, PYCCKMX, OalKaHCKMeE, IIPefiCTaB-
JIeHHBIe 60/ITapaMy U raray3aMil.

Bocmounopomanckue snemenmvi CTamy He-
OTBEMJIEMOII YaCThI0 TPAAULINII IUTAHNA Iaray30B,
Oonrap, yKpamHIeB, 4eXOB. Tak, IHOJ BIMSHMEM
MOJIJABCKYUX TPAAULMIL B INTAHUE YKPAWHIEB, de-
XOB, a TaKoKe JIMIIOBAH BOIIA TaKas IPUIIpaBa Kak
JICYLITSH, He CBOVICTBEHHAsA M3HAYa/JbHO 3TUM 9T-
HMYECKMM OOIJHOCTAM. YKpauHIbI B YKpauHe He
YIOTpPeO/IAIOT €ro B MUILY M3-3a JOBOIBHO CUIBHO-
ro 3amaxa. OfHaKO, MOCENMBIINCh HA TePPUTOPUN
IO>xHo1 Beccapabun, B mpoljecce akKy/nIbTypanun,
YKPaMHIIBI CTaayu AOOaBIATH JIEYIITAH B KUJKNE
6mona, HarpuMmep B 3amy. Uexu us c. Xynyboast Tak-
Ke BK/IIOYVIN JIEYLITSH B CBOKO KYXHIO U IIPUIIPaB-
0T UM 3aMy 1 60pi. OfHAKO B ICKOHHO YeIICKIe
6mropa (cymer) ero He gob6asmsior (Hukormo, 2007,
37). Bo Bpemsa npe6biBanuA B ¢. Xynyboas Karymb-
CKOTO P-Ha B OIHOJ M3 YeLICKMX ceMeli o paMuim
VpuneBny s crajma cCBUAETe/IeM HEOONBIION Iepe-
HaJKM MY)Xa U SKeHbl. X03siKa CIeVaNbHO I
MeHsI IPUTOTOBN/IA HALIMOHAIbHOE YelICKoe OIII0f[0
«II07IeBKa» — CYII Ha KYPMHOM OY/IbOHE, K KOTOPOMY
HOJJaeTCsT SKapeHHble B Macjle KYCOUYKM TeCTa, pas-
Pe3aHHOTO Ha KBaJpaTUKI. DTU KyCOUKM TecTa Kla-
AYT B CyII U eiAAT ero 6e3 xme6a. X03511H BO3MY TH/ICS
TeM, YTO eTro CYIpyra fo6aBuIa B CyIl neyumtss. [Ipu
3TOM OH BOCK/INKHY: «Mapus! CKonbko pas s1 Tebs
HPOCWI He HOPTUTB JIeYLUITSHOM 1071eBKY! JleymTsx
K/Iafiil B 3aMy, OOpIIl, HO He B ONEBKy!»

Taraysbl 1 60/rapbl BK/IIOYMIN B CBOV Pal[VIOH
YeCHOYHBIII COYC «MYK/ieil», KOTOPBIiT He OBLI XapakK-
TepeH I/l HUX BO BpeMs IpebbiBanys B borrapun.

B 6orbrert cTeneHn MONIIaBCKOE BIMSHME OT-
pasmIoch B JIeKCUKe rarays3os u 6onrap. Hamumep,
B raray3cKuil sI3bIK BOLIIM TaKye MOJIJAaBCKIe 3a-
UMCTBOBaHMA, Kak placinta (pym. pldcintd). dtum
C/IOBOM Traraysbl Ha3bIBalOT MY4HOE M3JIeVie C Ha-
YMHKOI M3 TBOpOra WM U3 THIKBBIL. Kak IpaBuiio,
JlaHHAsl JIeKCeMa BCerfja COYeTaeTcsl C APYTUM CTIo-
BOM, 0003HAYaIOINM 9Ty HAUMHKY: kabakli placinta
(mmaymHTA C TBHIKBOI), kaymakl placinta (mnaunnTa
CO cMeTaHoI1). VI3 pyMBIHCKOTO A3bIKa ObIIN 3aMM-
CTBOBAHBI TaKXe c/10Ba gogolos (moH4mK), turta (me-

nemka). [leppoe mspenue y raray3oB IpeficTaBILANIO
co00it >KapeHHble B OOIBIIOM KOMMYECTBE Mac/a
KpYI/Ible IIApUKU U3 TeCTa, a TypTa — JICHeIIKY, UC-
IeYeHHYI0 Ha MOAY y yCTbs meun. OfHAKO crefyeT
IOAYEPKHYTb, YTO, YTO JaXKe eC/U B KaKOM-In6o
ABJIEHUM, CBA3aHHOM C INMIIEBBIMU TPafuIVA-
MI Tarays3oB, MMEIOTCS 3aMMCTBOBAHNA U3 IPYTUX
S3BIKOB, B Taray3CKoOM SI3bIKe IPOJO/DKAIOT COXpa-
HATbCSA TEPMMHBI, ABJIAIOIINECS UX CHHOHUMAMIU:
lokum (gogolos), ¢orek (pita, turta), pidd, kiurma,
kerdi (plaginta). B 1ienom >ke TepMMHOIOTHUS MSC-
HBIX OJIIOJI, yTBapM U OCY/bI, @ TAK)KE APYTYX BUIOB
NIV B OCHOBE CBOEI TIOPKCKAA ¥ HOCUT JJOBOTIBHO
ycrorumBbll xapakrep (Hukormo, 2004, 165). Yro
KacaeTcsl MACHBIX BUIOB NIV, TO POMaHCKOE BJIM-
SIHMe OTPa3NIOCh B 3aMIMCTBOBAHMM TAaKMUX Ha3Ba-
HWIT, KaK jambon, racitura. Ilpu aToM cnoBo racitura
6 3HAYEHMI «XOJIOfeI» He ABJIAETCA IIMPOKO pac-
npocrpaHeHHbIM. OHO 3aMKCUPOBAHO HAMMU B C.
Aspapma KoMpartckoro parioHa.

JHTepecHOe AB/IeHNe HaM YAaI0Ch 3apUKCUPO-
BaTb B raraysckom cene ETynus u B cocefiHeM ¢ HUM
MOJIJJaBCKOM cenle Anekcanapy-Jloan-Kysa (6biBuree
CyBopoBo). TpaiIOHHBIM JyIsI POX/ECTBEHCKIX
IIPa3HUKOB raray3os, 60/irap 1 MOJIJaBaH SBJIAET-
Cs1 OOPSIOBBIIT CBIPHBII MUPOT KPYITIOH (POPMBI, 11O
KOTOPOMY Tajia/ii HelloCpeACcTBeHHO Ha HoBblit rop,.

B aToT nmpor 3amnekann pasmMyHble IpefMeTH,
0603HayaIIe HAa3BaHUA NOMAIIHUX XMBOTHBIX:
KOPOBBI, JIOLIafM, OBLEI U T. fi. Ilo moBeppio, KTO
HallIeT B CBOEII MOPIN KAaKOW -0 IPeMeT, «TOT
OyzeT cyacTIMB Ha oO/afaHMe KaKUMU-TNO0 XKU-
BOTHBIMM U T. .». bapaHbs KocTo4ka 0603HaYama
IPUIUIO, OBell, BUHOTPaJHAas BETOYKA — XOPOLINII
ypoxXait BuHOrpaza u T. . Kpome Toro, B mmpor
3anekamm MoHeTy. Ee obmaparenio mpempekanoch
pasboraretp. ITo Tpaguumm cTapiias >KeHIVHA B
ceMbe, a MHOIZIA ¥ MY>KUNHA, B Ha4asie [[BIDKEHVeM
PYKM Bpalaiy IMPOL, a 3aTeM paspes3anyu ero Ha
YacTy U paspfaBany joModazanaM. JaHHbIT mupor
1MeeT HeCKOIbKO Ha3BaHMIL, B 3aBUCUMOCTH OT OCO-
OeHHOCTeIT TOKa/IbHOM IekcuKy. Hampumep, B cemax
Komparckoro Yagprp-JIyHrckoro paitoHOB — dalle
BCETO BCTPEYAIOTCs IeKceMbl dosema u piinirli, B c.
Yummukeit 3apuKCHPOBaHO CIOBO pide. ITOT arte-
MEHT II0f] TAKUM >Xe Ha3BaHueM (d0semd) xapakTe-
peH u Jy1A raray3os bonrapum.

B cocegnem c ETynueit MongaBckoM cene Ajek-
canzpy-loan-Kysa (CyBopoBo) m B ApyrMx Mom-
IaBCKIUX CeJIaX, PACIOIOKeHHBIX Ha lore Pecrry6nu-
K MonpoBa, #mst 0603HauYeHNUs] JAHHOTO NUpOra
VICIIOZIb3yeTcsl TepMUH pldcinta cu noroc (6yKB. mu-
por cyacTbs). B oTmdune or Apyrux raray3ckux cen
B Erynmuu ananormunbiii nupor HasbiBaetcs kismet
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pidesi (6YKB. «IIMPOT CYACTbA»), 4TO, HA HAII B3IJIAJ,
ABJISAETCS KaJIbKOI MOJIABCKOTO pldcintd cu noroc .
Brionse Bo3MoXkHO, uT0 B ETy/mmum panee mis 060-
3HAYEHMsI ITOrO OOPSLOBOrO MMPOra MCIOIB30Ba-
mach nexkcema pide. OgHAKO CO BpeMeHeM, C yCTa-
HOBJICH/EM Hanbojee VHTEHCUBHBIX STHOKYIIb-
TYPHBIX KOHTAKTOB C MOJIJaBaHAMU U3 COCEHETO
CeJIa, Taraysbl 3aMMCTBOBA/INM Y HUX Ha3BaHue kismet
pidesi (6YKB. «IIMPOT CYaCTbs»), KOTOPOE B OOTIbIIIe
CTeleH! OTpPaKaeT CUMBOJIMKY PUTyaaa TafjaHus.
AHanornyHblit nupor 6onrapbl bymkaka HasbIBa-
foT «MuanHa» (Monposa, c. Kopren, c. TBapaua;
Ykpauna, c¢. Kupunuku) (Ouepkn, 1998, 101)? wmm
«bannna» (Ykpansa, c. loponnee) (Illabamos, Hu-
korno, Kpicca, 2003, 319)°.

BriosiHe BO3MOXXHO, 4TO HOf BIVSIHUEM MOJIIAB-
CKMX TPaJVILIUii y Taray3oB 1 60rap nosBuiIcs oobl-
Yall BBIIIEKAHMA PUTYATIbHBIX Kaladell TPEYroabHOI
¢dbopmbl (ITOXOPOHHO-TIOMUHAJIBHBIN IIMK/I) IIOf, Ha-
3BaHmeM kapite, OT pyM. cap. JJaHHBII 9/IeMEHT He
Ob171 3apUKCUPOBAH HAMU BO BpeMsi c60pa II0/IEBOTO
MaTepyasnay raray3oB bonrrapuu. YiiomnHaHue o HeM
OTCYTCTBYeT B MICC/IEIOBAaHMAX OONTapCKUX STHOTpaA-
¢os (Taraysnure, 2007). POMaHCKMMY 3aIMCTBOBAHU-
AMU y 6ONIrap ¥ raray3oB SIBJLIOTCS Ha3BaHNA KPY-
IJIOTO MaJIeHbKOTO IePEBSHHOTO CTOJIA, HATIOMIHAIO-
I[ero LUIAIY: Y Taray3oB — paraliya/sofra paraliya, y
6onrap — napans. B 1o >xe Bpemst 4jis1 0003HaYeHMS
TAHHOTO BUJa KYXOHHOJ Mebenu y 6oirap u raray-
30B CYIL|eCTBYeT ICKOHHBII TEPMUH sofra/cydpa, Ko-
TOPBIIT IIMPOKO PACIPOCTPaHEH B 00UXOfeE.

HekoTopble MOniaBCcKue TpaguLuy ObIIN 3a1M-
CTBOBaHbI YKpaMHI[aMy 11 dexamu fora Pecry6mmkm
MornpoBa. B 1ekcKy yKpaHCKOTO Hace/leHMsI BOLI-
JIM TaKVie TEPMUHBL, KaK ypoa (pyM. urdd), nnauunma
(pym. plicintd), sama (pym. zamd) (Nicoglo, 2012, 15-
18). B xyxHe 4exoB cena Xymy6oas cTaj1 IOIMY/IPHBIM
cyn 3ama (pym. zamd) (Hukormo, 2007, 37).

Tiopxckue u 6ankanckue snemeHmol

Ba’kHO OTMETHUTD, YTO aHA/IN3 TEPMUHOB U BbI-
BOJIbI ITO 3TOI YaCTM B3aMMOBJIMSHUI He BCeTa Off -
Ho3HayHbl. Hampumep, Tpaguummn ocoboro crocoba
BSUIEHMA MsAca (nacmpama) M 3aTOTOBKY €T0 BIIPOK
(kaypma), cBOVICTBEHHbIe TIOPKCKMM Hapopam Ile-
penueit u CpenHeit A3uu 1 CTEHBIM KOUEBHUKAM,
HOMTY4YWIM PacpOCTPaHeHNe y MO/IIaBaH He 00s13a-
TE/IbHO B CBSI3M C 3THOKY/IBTYPHBIMM KOHTAKTaMU
TOJIBKO C raray3aMiy, HO ¥ C IPYTMMU TIOPKOA3bIY-
HBIMM HAapOflaMI: TypKaMu, HOTAlLlaMI, CpeJHeBe-
KOBBIMU 3aIa[HOTIOPKCKMMU I/IeMEHaMI IeveHe-
OB, Y30B, KyMaH.

Ha manHoM aTame mccienoBaHUSA HaM CIOKHO
BBIWICHUTDb YUCTO raraysckue aneMeHTsl. [loaTomy

MBI MOIBITAEMCS IPEACTABUTh TPafULIUY, Xapak-
TepHBle /IS TIOPKOS3BIYHBIX HapopoB (u 6omrap),
KOTOpbIe ObUIN BOCIIPYHATHI MECTHBIM HACe/IeHUEM.
B aT0i1 cBsA3M, KpOMe OOLIMPHBIX ITOJIEBBIX MaTepu-
aJ10B, COOpaHHBIX aBTOPOM He TOJIbKO B Iaray3ckKix,
HO ¥ B MOJIIaBCKMX, OONTapcKuX, YKPamHCKUX ce-
nax 1ora beccapabum, B HacToOAIIEM MCCIETOBAHNUMN
MCIO/IB3YIOTCSA MaTepyaybl [AYATeKTOTOIMIeCKOTO
croBapsi MOIAaBCKUX roBopos (dukimonap.., 1985-
1986). CnepyeT OTMETHUTD, YTO TIOPKCKYE 3aMIMCTBO-
BaHUA MOITIM TIOSABUTBCA B TPAAMIMAX HUTAHMA
MOJIJJaBaH 1 B CBA3YU C MX KOHTAKTaMI He TOJIbKO C
raraysaMmiu, HO 1 ¢ 6o/lrapamu, Tak Kak 3a JAJIATeNb-
HBIII IIePUOJI OCMAHCKOTO TOCTIOACTBA Ha bakaHax B
OOMrapCKuit sI3BIK MPOHUKIIO GO/IBIIIOE KOTNIECTBO
TYPELKMNX C/IOB.

Tpaguuuy nutaHMA MONJABaH M YKpauHIEB
TaKOKe IIpeTepIiey OIpefie/IeHHbIe M3MEHEHNUs 110
B/IMSHMEM Traraysos (u 6oirap), 4To OTpaswIoch 1
B TEPMUHOJIOTUY U1 3aVIMCTBOBAHMM OT/eTbHBIX MX
37IEMEHTOB.

Iaeana [ eatieana (rar. gaygana) — efia, IPUrOTOB-
JleHHas 13 )apeHbIx ant (Opecckas o671, c. Op/oBKa,
YTroHOCOBKa) ([lmkioHap, 1985), raiirana — B TOM e
sHaueHym (Monposa, Karynbcknii p-oH, c. Kprnma-
IIpyT)*. ¥ raray3oB c7ToBOM rajiraHa Ha3bIBalOT ANY-
HUIy, IPUTOTOB/ICHHYIO 13 B3OUTBIX NI CMEIIaH-
HYIO C TBOPOTOM.

byneyp/ 6yneyp oe nanywioti (rar. bulgur) — Kyky-
pysHas kpyma (Momngosa, Karynbckuit p-oH, c. Anek-
canppy-Moan-Kysa® c. Yobpyun, c. Kopkmas)
(Juximonap, 1985). CpaBHUTD OONL. 6B/2yp U Tar.
Oyneyp — MIIeHWYHAs Kpyma, OMIOK0 U3 MIIeHNY-
Houi kpyns! (Illa6amos, Hukorno, Keicca, 2003, 322;
Konpos, 2005, 65; Ouepku, 1998, 102).

I"o3nomenu (rar. gozlemd) — My4HOe U3feNe U3
IPECHOTO TeCTa C HAYMHKOII 13 OpbIH3bI (VI3Manib-
ckmit p-H, ¢. Opnoska; Ennnenknit p-H, c. Kopmaw)
(Ouxumonap.., 1985). ["03nomenu — B TOM >Ke 3Haue-
v (Tapaxmmusa-pe-Camune, Anekcanppy-loan-Ky-
3a, Yykyp-Mumxup, boporaus, bamkamus). Cpas-
HWUTD Tar. 2€371eMs — MYYHOE M3Je/Ne 13 IIPECHOTo
TeCTa ¢ HAYMHKONM U3 OPBIH3BI, KapeHHOe B 60/b-
IIOM KOJIMYEeCTBe PACTUTETBHOTO Mac/ia 1 >kupa. B
6onrapckoMm cene Kopren ucnonbayercs (pegko) Ha-
sBanue 2usn am’'a (Konpmos, 2005, 72) 6.

Lymaov: powivt (B TaHHOM CTy4ae 3aMIMCTBYeTCA
He TepMIH, a 5JIeMeHT) — IIaCTa 13 KPacHOTo Ieplia,
nosuyto (Karynbckuit p-H, ¢. 3pIpHeNITD; YKpanHa,
c. Huxomaesxka; Egunenkmii p-u, c. Yerus; y6occa-
pol) (Aukipmonap.., 1985). Jymads — B TOM >Ke 3Ha-
YeHWM pacIpOCTPAHEHO B psAfie APYTUX MOMAABCKIX
cen (Monpgosa, cema JxypmxynemTs, Kommia-
[TpyT, Tapakmusa-pe-Camune, bypnaku). CpaBHNUTB:
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6ynuon (c. boporaun), poways / poways de 6ubep
(bamkanms). bonmrapel Ha3pIBAIOT HAaHHYIO NIPUIIPa-
By uepser cnadvk nunep (Ykpauna, c. [opopHee),
raraysbl — oymamu (BynkaHemrsr), Koipmoisvt OU-
6ep (Erynus), 6ubep nosuonacv (cenma Komparckoro
u Yappip-Jlynrckoro p-ua) (Illabamos, Hwuxoro,
Ksicca, 2003, 328)”. BeposiTHO, 9Ta npunpasa 6buia
3aMIMCTBOBaHa y raray3oB u 6onrap. Ilo cBegeHMsM
PECIIOH/IEHTOB, B IIeHTpe U Ha ceBepe MOoJIJ0BBI JaH-
HbIT 97IEMEHT IHOSIBUICS CPAaBHUTEIBHO HEJABHO U
He IOJTy 4N IIMPOKOTo pacnpocTpaHenns. Kak npa-
BIJIO, €T0 SKBMBAJICHTOM B 3TOM apeajie SABJIAETCA
TOMAT-IacTa. bbITOBaHMe TaCThI U3 KPAaCHOTO Heplia
B 9TUX PErMOHAX CJIefyeT CBA3BIBATH C BHYTPEHHIU-
MM MUTPALVISIMU HaCe/eHI.

Kupoene (rar. kerdd) — MOHYMKM U3 IPOXOKe-
BOTO TECTa, XKapeHHbIe B Mace wmm xupe (Karymb-
ckuit p-H, ¢. Taprayn-ge-Camune)®. CpaBHKUTB: Tar.
kerdd, B TOM ke 3HauYeHUU U B 3HAUYEHUU «CHIPHDII
HMPOT U3 POXCKEBOTO TECTa, 3a/UThIII CMETAHOI»
(Ykpauwna, c. Iumutposka) (Hukormo, 2004, 82).

Kopb6anyn (rar. kurban) 6ucepuuuti — Ha3BaHue
xpamoBoro mpaspuuka (c. bamkanmsa)®. Tepmun
kopban (kypb6aH) 3aMMCTBOBAaH MOJIJaBaHAMM Y
6omrap, KOTopble MPOXXMBAIOT 37ech ¢ 1830 1. B T0 ke
BpeMsI MO/IIaBCKoOe cento boporanp, pacnonokxeHHOe
Heqazieko ot KoMparta, sIB/Ise TCs1 MOHOTHUYHBIM 110
cocraBy HaceneHus (o cpaBHeHuIo ¢ bamkanuerr).
[Tostromy 3pech ymorpebnaeTcss oOlLIeNpUHATOE B
pymbIHCKOM si3bike HasBaHue (hramul bisericii) .
Tarayspl 1 Gonrapsl jeKceMOll KypOaH Has3bIBaIOT
Omroffo 13 GapaHNHBI, IIPUTOTOBIEHHOE Ha XPaMo-
BBII IIPA3[{HIK, @ TAKXKe CaM IIPa3IHIK.

Kasapma (rar. kurban) — >xapeHoe 1 BapeHoe
MICO, IPUTOTOBIEHHOE I /IUTEIbHOTO XpaHEeHNA
(Karynbckmit p-H, c. [lepuneit, Banens) (Jukimo-
Hap, 1986). Kagapma — B ToM >xe 3HaueHuH (c. bamka-
mud, Keimmmmna-IIpyT, [bxypmxynemrs, Tapakmms-
ne-Camune, Boporanp, bamkanus). AHanormunas
nekceMa (Kkasapma) ¢ TeM >Ke 3HaYeHUeM PacIpo-
CTpaHeHa y raraysos u 6omrap''. BepostHo, 6b110
3a/IMCTBOBAHO MOJIJaBaHAMU Y TYPOK, IIOCKOJIBKY
B TYPELIKOM BapuaHTe (Typ. Kasypma), TaKxe, Kak
U B MOJIJABCKVX TOBOPAX MPUCYTCTBYET IIPOTETHYe-
CKMII «B», KOTOPOTO HET B Taray3CcKoM TepMIHe (rar.
kaypma). Ho Hallle TpeAnono>xeH e elje HyXXAaeTcs
B yrouHeHVn. ToT ¢akT, 4To Ha ceBepe U B IIEHTpe
aHaJIor JAHHOTO O/fofia He 3adUKCUPOBAH HU aBTO-
paMy MOJIJTaBCKOTO MMaIeKTOJIOTMYECKOTO CIOBa-
psl, HU HaMy, HO3BOJISAET MPEAIIONIOXKNUTD, YTO ITOT
9/IEMEHT M TEPMUH, ero 00OO03HAYAIOLINIT, B TAKOI
)Ke Mepe MOI/IM OBITh 3aMMCTBOBAHBI 11 y Iarays3os.
BcrpedaeTcs 9TOT BMZ NUINV TaKXe Yy YKpaMHIEB
Bymxkaxka (Nicoglo, 2012, 18).

Kaiimax (rar. kaymak) — cmerana (Karymbckmit
p-H, c. Cmo6osua-Mape, c. Anexcanppy-Voan-Ky-
3a; Ykpauna. ¢. [InaBuy, c. Opnoska) ([Jukunonap..,
1986). Cp.: rar. katimax — «cMeTaHa». BeposTHo, 3a-
VIMCTBOBAHO Y TYPOK.

Matwee (rar. manca) — 1) bmogo us msica ¢ kap-
todenem mm 6e3 Hero; 2) Iomxapka 13 Hape3aHHBIX
osomeit ¢ maykoMm (Karympckmit p-H, c. Crmkoaca);
3) Coyc 13 nomuopoB ¢ TykoMm 1 nepuem (Opecckas
06m., c. Kambrmoska; Karynbcknit p-H, ¢. bagukyin-
Monposeneck) (Iukunonap.., 1986). Mawsce — Bo 2
u 3 sHavyeHnsx (c. boporaus, c. bamxkams) 2. Cp. y
yKpanHIleB fora MOIIOBBI: MAH#a — BO 2-M 3Hade-
Hyn (c. Mycanrt, c. @epanonrtbeBka) (Nicoglo, 2012,
18). B tpagunmax 6eccapabckux 6onrap u raray-
30B JIeKCeMa MaHOxa 0603Ha4aeT O/II0f0, C MACOM
Ha coycHolt ocHoBe (MonpoBa, cc. TBappuma, Kop-
TeH; YkpauHa, cc. fopopnee, Kupanuxn) ? (Ouepkun,
1998, 39; Ila6awmos, Hukorno, Ksicca, 2003, 324).
Ha ceBepe u B 1eHTpe MO/JIOBBI JaHHDI TEPMUH
He 3aUKCHPOBaH. BeposTHO, sIB/IAETCS 3aMMCTBO-
BaHMeM y raraysos 1 6onrap. Hambonee mogpo6no
TeHe3VIC JJAHHOTO 3/IeMEeHTa IPeJCTaBIeH B CTaTbe
C. C. Kypormno u [I. E. Huxorro, a Tak’ke B MOHOT'pa-
¢un JI. E. Hukorno (Kyporno, Hukormo, 1995, 15:
Huxkormo, 2004, 88-90).

Moacyuya / macyua 0e moiHkam (3aMMCTBYeTCs He
TEPMUH, a 3JIEMEHT) — HU3KMIA, KPYIJIbIi1 IepeBsAHHBII
CTONMNK Ha TpeX HOXKax ([mkionap.., 1986). Macy-
142 — B TOM )K€ 3HAYeHNY MCIIO/Ib3YeTC S B MOJIJIABCKIX
ceJlax 1ora pecny6m/u<1/[ (Pamkanmns, Kpimmnna-IIpyr,
Ibxypmxynemrs, Tapakmma-pe-Camume, Yyxyp-
Mumxnp, boporans, bamrkamms), a Takxe Ha ceBepe
u B IleHTpe (Mapkay1ipl, bpanewTs) . 9toT npepgmer
Mebenu 0003Ha4YaeTCs y raraysoB TepMUHOM sofrd, ¥
6onrap - cygpa (Ykpauna, c. lopoxnee, c. Kupumd-
ku) (HIa6amos, Huxorno, Keicca, 2003, 117) wmn
napans (Monpnosa, c. Kopren) (Konzos, 2005, 122).
BBuzy TOro, 4TO OBITOBAHNE JAHHOTO J/IEMEHTA He
OTpaHMYMBAETCS TONBKO IoroM Beccapabun, a oxBa-
ThIBaeT BeChb PETMIOH, MOYKHO IIPEIIONOXNUTD, YTO OH
OBUI 3aMMCTBOBAaH y TYpOK. BO3MOXHO, 4TO KOrza-
TO KPYIVIbIIT CTOUK 06/1afia/l 3HAKOBO-TIPECTVKHBIM
3HaYeHNeM, II09TOMY U ITOJTY4NI CTO/Ib IIMPOKOE pac-
IpocTpaHeHre. VIHTepeceH TOT aKT, YTO B MOJIIAB-
CKUX TOBOpax MCCIefoBaTesAMI He 3apUKCUpPOBaH
TIOPKCKUIT TepMMH (sofra). OgHaKO 0O6Ien3BecTHO,
YTO B JINTEPATYPHOM PYMBIHCKOM SI3BIKE CYLIECTBY-
eT JIeKceMa Sufragerie ¢ IOJOOHBIM KOPHEM, KOTOpas
3a/IMCTBOBaHa y TypoK. UTo KacaeTcst yCTONIMBOCTI
JIAaHHOTO 97IeMEHTA, TO CTIEyeT OTMETUTb, YTO B OO/Ib-
1Iell CTENIeH) OH COXPAaHseTCsl B HACTOsIee BpeMs
Ha 1ore MosnjjoBbI (B OCHOBHOM Y raray3os, 6onrap u
B KaKOJ1-TO Mepe y MOJI/JaBaH) 11 BBIIIOJIHAET CBOIO OC-
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HOBHYIO QYHKIIMIO — CTy)KUT MeOeIbIO /11 IPUHATAA
. Ha ceBepe 11 B IIeHTpe OH yoKe IIPaKTIYeCKN He
MPUMEHSIETCS IS 9TUX Liesieit . ITOT dakT mo3Bos-
€T HaM TMPEeMOIOXKNUTD, YTO JAHHOE CTIOBO SIB/ISETCS
Pe3y/IbTaTOM KOHTaKTOB He C rarays3aMmu, a ¢ JpYTMu
TIOPKOSI3BIYHBIMI HApOAMIA.

Hananeomu (Tapaxnus-pge-Camum, Ajnekcan-
npy-Moann-Kysa) / mananevumu (boporaus) / na-
NiaHevimesnie — My4HOeE M3Je/ue U3 )KUAKOTO TecTa B
Bupe omaanit (Hukormo, 2013, 181). B ceBepHoit u
LIeHTpa/IbHOI YacTy MonioBbI He 3apMKCHPOBAHO.
BeposiTHO, 3aMMCTBOBaHO y raray3oB. TpagnijmoH-
HBIM JUII HUX U /IS TYPOK OJTIOIOM SIBJISIOTCS O71a-
bV IO Ha3BaHMeM lalang.

Capanuu - 1) MyuHoe uspenve (IJIa4MHTA) C
OpbIH3011, KAaIycTON WM ¢ ThIKBOIT (Pacnonens, Pe-
3uHa, Kpuynausl); 2) My4yHoe uspene (IU1adyHTa)
c opexamn (YkpanHa, c. YTKOHOCOBKa, ¢. IIpnosep-
Hoe) (JuxnyoHap.., 1986). BeposiTHO, 3auMcTBOBa-
HO Y TYPOK, TaK KaK pacIpOCTPaHEHO IO BCeil Tep-
puropun beccapabun. B raray3ckoM sA3bIKe JaHHBIN
TepMUH He 3adukcuposan. Y 6onrap c. Kopren ana-
JOTMYHasA JlekceMa (capanus) o603HadaeT 0coOBIi
Buy mmpora (Konzgos, 2005, 139).

Capmanu / capmanu (rar. sarma) — TOmyOLbI
(YkpauHa, r. TaTap6yHapbL.); capmau — B TOM Xe 3Ha-
yenuu (Yxpamna, . Kmmms) (Jukimonap.., 1986);
capmane — B ToM >xe 3HadeHuu (Keimmua-ITpyT,
Ixypmxynemtsl, Anexcanppy-Voaun-Kysa) (Hu-
Korno, 2013, 185). B apyrux HaceleHHBIX ITyHKTax
fora Mo/joBbl TomyO1pl 0603HAYAIOTCS JIEKCEMOII
eanywmo (Tapaxma-ge-Camane, Yykyp-Mumxup,
Boporans, bamkanus) (Hukorno, 2013, 185). au-
HBIIl TEPMUH, BEPOSITHO, ObIT 3aMMCTBOBAH MOJIfIa-
BaHaMU 13 TYPEILKOTo s3bIKa. Y raray3oB JieKceMa
capma ynotpebseTcs: B 3HaYeHUM «roayoIpl». Cp.
6onr. capmanu (Ykpauna, c. Kupanuxn) (Ouepkn,
1998, 103), eywku (Mongmosa, c. TBapanma, c. Kop-
TeH; YKpauna, c. [opopnee) (Illab6amios, Hukorro,
Kpicca, 2003, 322).

YxpanHiis! fora MosjjoBbI TaKXXe BBEJIN B paljyi-
OH CBOETO NMUTAHNUSA NPUIPABY U3 KPACHOTO Iepla.
B yKpaMHCKUX ce/laX OHa Ha3bIBACTCA: KPACHbLU NI-
paup (c. Mycant), uepsoruino (c. PepanoHThEBKA)'
(Nicoglo, 2013, 14). B ®epanoHTbeBKe XpaMOBBII
Mpa3gHIUK M OCHOBHOE 00ps10BOe O/TI0/10 Ha3bIBAET-
cs1 kypban V. BBUIy TOTO, 4TO B TAHHOM HaCeTIeHHOM
IYHKTE MMEIOT MeCTO MHTEeHCUBHbIE KOHTAKTBI rara-
y30B U YKPaMHI|EB, MOXXHO C YBEPEHHOCTHIO T'OBO-
PUTD O 3aMMCTBOBAHUY YKPAaMHIIAMM 9TOTO T€PMU-
Ha y raraysosB. B pesy/bTaTe KOHTaKTOB C raray3aMu
u OoJrapaMu y yKpamHIIEeB HOSB/AETCS IOfKapKa
U3 CBeXero msca «kasapma» (c. Mycaur, c. Pepa-
noHTbeBKa) (Nicoglo, 2012, 18).

Bocmounocnasanckue anemenmvl, COTTACHO
HAIIUM TIpefBapUTEIbHbIM HAOTIOfEeHNAM, TOpas-
10 MEeHee pacIpOCTPaHEeHBbl B TAaHHOM PETrVOHe, 110
KpaiiHell Mepe, B paMkKax lora Pecnybnukm Mon-
moBa. TpajguiyoHHble [UId YKpauHIEB BapeHMKU
BCTPEYAIOTCSA B INUTAaHMM MoOJjaBaH. laraysel n
Oonrapbl TOTOBAT MX OYeHb pefKo. MojjaBaHe nc-
HO/MB3YIOT JIeKceMy chiroste (OT C/aB. HMMPOXKOK)
it 0603HAYeHMsI OFHOI 13 Pa3HOBYU/JHOCTeI JTall-
IIeBHO-TAJIYIIEYHBIX OJI0f] — OTBAapHBIX KYCOYKOB
TeCTa, CIeIIeHHBbIX B Byje 6antuka (Nicoglo, 2013,
181). BOCTOYHOC/IABSAHCKOI JIEKCEMON ABJIAETCA
c11oBo blinele — 6nyHbL, M3KenNe U3 KUHKOTO TECTa
(Kemmmma-IlpyT,  Yykyp-Mumxkup, bamkamms).
IIpu sTOM B JApyrMX MONAABCKMX cemax fora Mom-
IOBBI PAacIPOCTPaHEHO CIOBO cldtite B TOM ke 3Ha-
genyn (Nicoglo, 2012, 181). Hexotopsle raraysbl
YHOTpeO/IAT B peun clIoBo kauia. Hanpumep, rar.
«mesmer/dsmer kasas» M [Pyroil BapuMaHT Ha3Ba-
HIA — mesmer/Osmer mancast. B A3bIk Taray3oB Bo-
1o c¢noBo povidla (mosupno). Kak mpaBumo, oHO
ynorpe6siercs s 0603HaueHNA TOBYIA Y TTACTHI
U3 KpacHoro nepua — biber povidlasi. B. A. Momkos
B CBOMX OYepKax YIOMMHAeT O MYYHOM M3JeNny B
BUJIe TIMPOXKKOB IIOJi Ha3BaHMeM pirojka (Morkos,
2004, 43). IlepeuncnenHble Ha3BaHUA HOSABWINCDH Y
rarays3oB 1 60Jrap y>ke IIOC/Ie X MOCe/IeHNs Ha 3eM-
nsax KOxxHoit beccapabum B pesynbrate KOHTaKTOB €
PYCCKMMIU 1/VIN YKPaMHIIAMIL.

CnemyeT OTMETUTD, TO TIPOIECC 3aMMCTBOBA-
HIISA, BEPOATHO, IIPOTEKAJI JOBOJILHO IVIABHO U JIETKO.
OO6DBACHAETCA 3TO TEM, UTO Y Taray3os 1 6omrap, mpu-
OBIBIINX ¢ ba/IKaHCKOTO MOTyOCTPOBA, C OFHOI CTO-
poHBI, 1 MonzaBaH u ykpanHies IOra beccapabu,
C JIPYTOM, CIOXWICA €NVHDIN XO3AMCTBEHHO-KY/Ib-
TYpPHBI/I TUI (IAIIEHHOTO 3eM/IefeNsA U HOMallHe-
r0 CKOTOBOJZICTBA). VX obbennHsiia eguuas KoHgec-
CUOHA/IbHAs IIPYHAJIOKHOCTb U OOIIMe 37IeMEeHTBI
MIPOBO33peHNsA. VIMEHHO 9TM aCIIeKThI OIpPefe/II0T
O/M30CTb MX KY/IBTYP M IUIACTMYHOCTb KKHOI 13
HIX B TIpOIiecce 3aMCTBOBAHI, @ TAK)Ke OTCYTCTBIUE
(bakTOB OTTOpKEHMA. 3aUMCTBOBAHNA, KaK IIPaBUIO,
BBIAB/IAIOTCSA KaK B BOCIIPUATHN OTHEIbHBIX 9/1eMeH-
TOB, TaK U B 00/1aCTI TEPMUHOIOTHIL.

B pesynbrare B3aMMOJENCTBUA TpeX TUIIOB
STHOKY/IBTYPHBIX TpafuImii — «bankaHcKoi» (c ee
HOCUTE/LAMM raray3aMu 1 6onrapammn), «BOCTOYHO-
POMaHCKOI» (¢ HOCUTEIAMY MO/IIaBaHAMU) U «BOC-
TOYHOC/IaBSHCKON» (C YKpaMHIIaMU 1, B MeHbLIe
CTelleHM, pyccknmu) K KoHIy XIX B. Ha TeppuTOpUM
IOsxHoit Beccapabun chopmupoBanach 10xHOOeC-
capabckasi MOJe/b MUTaHMsA, KOTOpas B CBOIO Ode-
penb ABIAETCA COCTABHOI YacThIO I0KHOOeccapab-
CKOTO 3THOKY/IBTYPHOTO KOMIUIeKca. Pemraromryio
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POJIb B 3TOM IIpOLecce ChIrpamy «OalKaHCKue» Je-
MEHTBI, KOTOpPble He IIPeNCTAaBIeHbl B CEBEPHOM I
IIEHTPAIbHOM PEroHaxX CTpaHbl. B HMUX HabmomaeT-
sl Ha/IM41e IBYX TUIIOB TPAUIVIL — «<BOCTOYHOC/IA-
BSHCKOI» U «BOCTOYHOPOMAHCKOI». Ilo mpensapu-
TE/IbHBIM HaO/MIOIeHNAM, OCHOBHBIMM MapKepaMmu,
OT/IMYAIOIVMIY IyiieBble Tpagyuuy FOra MongoBer
OT TaKOBBIX, OBITYIOIIVX B CEBEPHOII VI LIeHTPaTbHOI
30He, ABJIAIOTCA: T1aCTa M3 KPACHOTO MepIia, Cocoo
XpaHeHMs MsAca (kaypma), My4yHble usgenus (rése-
M, JIaJIaHT'bl), OJII0I0 HA COYCHOM OCHOBE C MACOM
VIV KapTOLIKOM (MaH/pKa).

BesycnoBHO, 3Ta MHOTOTpaHHasA TeMa HE MO-
>KeT ObITh OCBElljeHa B TAKOM HEOOJBLIOM 10 00b-
emy mccnefoBanyu. Kpome Toro, s manbHeNIImMX
M3bICKaHUI B 3TOI 06/macT HEOOXOMUMO MPOBO-
IUTb KOMIITIEKCHBIE SKCIIEIUINY COBMECTHO CO CIIe-
IVaIMCTaMU [0 CMEXHBIM HayKaM. TO/IbKO B 3TOM
CTy4ae pe3y/lbTaThl paboThl MO Obl OBITH Oontee
ToyHbIMU. Hallla cTaThs ABIAETCA OTHUM U3 9TAIIOB
VICC/IE[IOBAHNA B JaHHOI 00/1acTu.

IIpumeyannsa

'TI3A (¢ Erymusa, Bynksnemrckmit paiton, Pecry-
6nuka Monposa).

2T1I3A (c. Kopren, Pectiy6nuka Monposa).

*TI3A (c. Ynitumst, bonrpanckmit paiion, Opecckas
obmactb, Ykpansa).

*TI3A (c. Kpimunnia-IlpyT, Pecriybnuka Mongosa).

*II3A (C. Tapaxmusa-pe-Camdne, Anexcannpy-Joan-
Kysa, Uykyp-Munxup, boporansl, bamkanms).

TI3A (c. Kopren, Pectiy6nuka Monposa).

"TI3A (c. Erymua).

8 TI3A (c. Taprayn-me-Camunme, Karympckmit paii-
OH. VIHpopMarms 3ammcaHa co C/IOB XUTETbHNUIIBI Cea
Tapaxmus-pe-Camane).

°TI3A (c. bamkanus, Pecry6mika Monyosa).

'°TI3A (c. boporauny, Pecniy6nuka Monposa).

"TI3A (c. bamxamusa, Kemmnma-ITpyT, [bxypmxy-
newth, Tapakms-ne-Camune, boporans, bamkanms).

2TI3A (Boporaus, Barkanus).

BII3A (c. TBapauua, Kopren).

MTI3A (bamkamusa, Kemmnna-IlpyT, Ixypmxyne-
wth, Tapakma-ge-Camane, Yykyp-Mumxnp, boporass,
bamrkama, Mapkayub, bpanemTs).

S TI3A (Mapkay1ip, Bpaneuits).

1$TI3A (c. Mycanr, QepanoHTbeBKa).

TI3A (c. DepanonrbeBka, Komparckuii paiion, Pecry-
6mka Monposa).
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Rezumat

Sistemul alimentar sud-basarabean ca parte com-
ponentd a complexului etnocultural sud-basarabean,
s-a format la sfarsitul secolului al XIX-lea, in rezultatul
interferentelor culturale dintre purtétorii traditiei ,,balca-
nice” (gagduzii si bulgarii), ,est-romanice” (moldovenii) si
»slavilor de est” (ucrainenii, mai putin - rusii). Rolul deci-
siv in procesul de formare I-au avut elementele ,,balcanice’,
care nu se intalnesc in Nordul si Centrul térii; acolo pre-
dominand doua tipuri de traditii culturale: est-romanica
si est-slavona.

Cuvinte-cheie: obiceiuri de alimentare, géigiuzi,
bulgari, moldoveni, traditia romanica de rasarit, slavona
de réasarit, balcanica, turcica.
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Pesrome

B pesynbrare B3auMOfeCTBUSA TpeX TUIIOB ITHO-
KY/IBTYPHBIX TPaiLInii — «6anKaHCKoil» (C ee HOCUTeNA-
MM TaraysaMy ¥ 6onrapamiu), «<BOCTOYHOPOMAHCKOI» (¢
HOCUTEIAMI MOJIJABAHAMM) U «BOCTOYHOCIABAHCKOI» (C
YKPanHI[aMI ¥, B MEHbIIIEN CTEIIeH, PYCCKIMIL) K KOHILY
XIX B. Ha Tepputopuu IOsxHoit beccapabun chopmupo-
BaJIach IKHOOeccapabckas MOfienlb MUTaHMsA, KOTOpas B
CBOIO O4Yepefib AB/IAETCA COCTABHOI YacCTBIO I0XKHOOeC-
capabCKOro 9THOKYIBTYPHOIO KOMIUIEKCa. Pelraronryio
POJIb B 9TOM IIpOLiecce ChIrpany «6amKaHCKUe» STIeMEeHTHI,
KOTOpbIe He IIpefiCTaB/IeHbl B CEBEPHOM U LIeHTPAIbHOM
perroHax CTpaHbl; 3[,eChb HAOMIOaeTCs Ba TUIIA TPafy-
LWL — «<BOCTOYHOC/IABSIHCKAS» U «BOCTOYHOPOMAHCKAST».

KrmroueBple cmoBa: Tpayiyy MUTAHNUS, raraysbl, 6071-
rapbl, MOJIfjaBaHe, BOCTOYHOPOMAHCKas, BOCTOYHOC/IABSIH-
cKast, 6a/IKaHCKast, TIOPKCKas TPAJLIIL

Summary
South Bessarabia eating pattern as a part of the South-
Bessarabian ethno-cultural complex was formed as a re-
sult of the interaction of three types of ethnic and cultural
traditions — “Balkan” (with its bearers — Gagauz and Bul-
garians), “East-Roman” (with bearers - Moldovans) and
“East Slavic” (with the Ukrainians and to a lesser extent
Russians) by the end of the XIX century in South Bessara-
bia. Decisive role in this process was played by “Balkan”
elements that are not displayed in the northern and central
regions of the country where are two types of traditions:
“Eastern Slavic” and “East-Roman”
Key words: eating habits, Gagauz, Bulgarians, Mol-
dovans, Roman East, Eastern Slavic, Balkan, Turkic tradi-
tions.

I'yseao MAKAPOBA

COBPEMEHHAUJI ITPA3AHVNYHASI KYXHS TATAP
U PYCCKUX PECITYBAUKU TATAPCTAH !

VIsyuenne IpasgHIYHO KYXHU OCYIIECTBIISIET-
Cs1 YYEHBIMI B PasIMYHBIX pakypcax. OfHu aHamu-
3upyroT ee (Hapsmy ¢ MOJON, 3allaxaMu, IIpeMeTa-
MM OBbITa U T. JI.) KaK 4acTh Ky/IbTYPbl IOBCEHEBHO-
CTY, B KOTOPOJI IPOAB/IAIOTCA LVBWIN3AIVOHHBIE
pasmmumsA M MCTOpUYeCKas 9BOJIOLMA 06IiecTsa.
Jlpyrue cocpefoTOYMBAIOT CBOe BHMMaHNE Ha IIO-
JICKe COXPAHSIONINXCS U TPaHCHOPMUPYIOLINXCS B
COBPEMEHHON CEe/IbCKOM U TOPOJCKON KyNbTYPHOI
Cpefie 37IEMEHTOB TPAAVLIMOHHON NIV HAPOJOB.
Tperby paccMaTpuBaIOT XapaKTepHbIe /IS ePUOJA
r106anusanuy MpoLecchl YHUPUKALNU U PeTATH-
BU3AL[MY, KOTA MECTHBbIE TPAfULIMY IIPUTOTOBIIE-
HISL ¥ YIIOTPeO/IeH s LY, BBICTYIIAIOIII/e COCTAB-
HOJI YacThIO IOKA/IbHBIX MPAKTUK CUMBOINYECKOTO
nosefenuss u camoBbipaxenus (OK.-®. JInotap),
CBOOOJTHO COCYIIECTBYIOT ¥ POXKAAIOT Pa3HOTO poja
rUOpUABL ¢ TPagULVAMU U O/TI0faMY, XapaKTepHbI-
MM [UIs5 MHBIX HAlMOHAJIbHBIX KYIBTYp, 3aMMCTBO-
BaHHBIMI I7I00ATbHONM KYIBTYPOJl M CTABLUIMMMU €€
COCTABHOI1 4aCThIO.

[le/npr0 MacCOBBIX COLMOTIOTMYECKUX OIIPOCOB
2001 1 2010 rr. 2 6BUIO MCCIELOBAaHNE STHUYECKNX
UJEHTUYHOCTel, OTHOCAIIUX ces K TaTapaM U pyc-
CKMM B OJHOM 13 pernoHoB Poccun - Pecriy6muxke
Tarapcran (PT) °, u mpex/ie Bcero BbIsACHEHNE KY/Ib-
TYPHBIX aCIEKTOB STHOVMAEHTU(NKAIVOHHBIX MPO-
11eccoB. B cBA3M ¢ 3TMM, TOMUMO BOIIPOCOB, Kaca-
IOIIVXCA YCTAaHOBOK PECHOHJEHTOB 110 OTHOIICHUIO
K CBOEII U COCEICTBYIOLIEl STHUYECKOII OOLIHOCTH,
VHTEHCUBHOCTY MIPOSIB/ICHVS] 9THUYECKOTO CaMOCO-

3HAHMA, aHKeTa BK/II0YajIa /10K BOIIPOCOB, HAIIPaB-
JIEHHBIX Ha YTOYHEHME PO/ TPaJVIMOHHBIX KY/Ib-
TYp B UX [IOBCEJHEBHBIX IIPAKTUKAX, VX KY/IbTYPHBIX
opuenTtanuii. [loaTomy, 3agaBas B OTKpbITOI popme
Bonpoc «Kaknme 6mofa daiie Bcero roroarcs B Ba-
IIell ceMbe B IIPa3HNYHbIE U BBIXO[HbIE JHI?», MbI
TaK)Ke CTPEMIINCDH Y3HATh, HAXOAUT Y STHUYeCKas
UEHTUYHOCTb TaTapCTaHIleB OTPayKeHNeE B UX KY/IN-
HapHBIX IIPe/IIOYTEeHNAX.

[Ipm 006paboTke MONy4EeHHBIX pe3y/IbTaTOB
HaM1 ObIIO MOHAYaIy 3aMKCUPOBAHO BCE MHOTO-
obpasue OTBETOB M BBbIIe/ICHO 127 HaMMEHOBAaHMWII
B 2001 1. m 142 — B 2010 1. [Janmee >ke MbI TOTBITA-
JIMCb CBeCTU 3TU JAaHHbIE B HECKOJIBKO OCHOBHBIX
TPYIIL: a) TPAAVIIMIOHHbIE PYCCKUE U IPaBOC/TIaBHbIE
KyIIaHbs; 6) TpafMIVOHHbIe TaTapckue O/I0fIa; B)
61101, B TOV MM MIHOTI Mepe XapaKTepHbIe KaK s
TPAJIUIIMIOHHOM PYCCKOJ, TaK U TaTapCKOI KyXHU; T)
coBpeMeHHble 0/TI07ja, CTaBlINe OOLIMMI Il Hace-
JIeHVsI PeTMOHa, CTPaHbl; JI) 3aKaBKa3CKue 1 a3yar-
CK1e sACTBa (OKa3aBlIMecs BeCbMa HMOIY/IAPHBIMU Y
HaceJIeH!s U TI03TOMY BblJle/leHHble HaMM B OT/ie/Ib-
HYIO Tpymmy); ) 6/I0fja eBPOIEIICKOI KYXHU, IIPY-
mepnnie B Poccnio B mocnenHue AeCATUICTNS; XK)
ApyTue OTBeTHI.

BaxHO, OTHAaKO, OTMETUTD, YTO IPAHNIIBI MeX-
Iy HasBaHHBIMU IpyIIIamMu OoTHOCUTeNbHBL K mpu-
Mepy, Xonofen (CTyeHb) XapaKTepeH, KOHEeYHO Ke,
B IIEpBYIO Ouepeb [l PYCCKUX 3aCTOJINIL, OIHAKO
€ro M3/jaBHa Bapin (13 TOBARMHBL U ITUIIBI) U Ta-
Tapbl. [10aTOMy OH OBUI OTHeCeH HaMM K TpeTbell
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U3 0003HaYeHHBIX Ipymil. To >ke MOXKHO CKas3aThb O
ONMHaX ¥ ONafbsX, CUNTAIOUIVIXCS TPAJULIMOHHDI-
MU PYCCKMMM KYIIAHBSIMM, HO TaKXe M3[jaBHA IIe-
KYIUXCA TaTapaMy, B TOM YNC/Ie Ha PeIUTMO3HbIe
IPa3JHUKY, ¥ UMEIIMX CBOE TaTapCKOe Ha3BaHMe
Kotimak. B cBoI0 o4epesib, MHOTME BOLIELINE B CO-
BpPeMEHHBIII 00MXOJ 1 CTaBIlINe 001ePOCCUICKUMM
Omofa, Harpumep 3uMHMI canatr (wm «Onusbe»),
COOTBETCTBEHHO BK/IIOYEHHbIE HaMU B YETBEPTYIO
TPYIITy, HaBepHAKa MMEIOT TO WIN MHOE, YacTo yKe
3a0bITOE STHIYECKOEe IpoucXoX eHne. Takum obpa-
30M, 0003HaUEHHOE pasJie/ieHle TOCTATOYHO YCIOB-
HO 1 HY>KHO OBUIO HaM JJISl TOTO, YTOOBI BBISBUTH B
Hanboree oOIieM IUTaHe Hanmu4dme/OTCYTCTBUE OCO-
OeHHOCTeil IOBefleHNsI B JAHHOI KY/IbTYPHO-OBITO-
BOIT cepe pycckux u Tatap Tatapcrana. Hike npu-
BemeM 06001eHHble rTokasaTeny o 2010 r.
Ob6paraer Ha cebst BHMMaHNUe TO, YTO HaXKe IIpK
¢dopmyMpoBKe, He CBA3BIBAIOLIEN KY/IMHApHBIE
MPENNOYTEHNA PECTIOH/IEHTOB C VX OTHOLIEHMEM K
TOJM WY VHOM STHUYECKOI TPYIIE U C TPAAUIIVIOH-
HOI1 Ky/IbTypOIi, K IpuMepy, B uccneposanum 2010 r.

[IpuBepXEHHOCTP K CBOMM HAI[VIOHAJIbHBIM
KYLIaHbSIM, XapaKTePHBIM MMEHHO I HUX U OT-
JIMYAOLINMM UX OT TaTap, Y PYCCKUX CKa3bIBaeTCs B
OILYTMMO MEHbIIIeil CTelIeH . 31eCh B COBOKYITHOCTI
Oortee 4eTBepTH ONPOLIEHHBIX (28%) ykasamu B 2010
I. PycCKue, a TakxKe IpaBoc/IaBHble O6mona. B To ke
BpeMs JIBe TPETY PYCCKUX Ha3BaIy TPAiUIVIOHHBIE
6110712, CBOVICTBEHHBIE U PYCCKOIL, M TATAPCKOI KyX-
He. Cpeny nepBbIx: my u 6opiy ¢ — 12% (7% B 2001
I.), romyO61sl — 4% (3%); pacCOMbHMK M COMAHKA — 6%
(1%), xynmy, macxa, macxaapHble sita ’ — 5% (5%), a
TaKXXe OKpOIIKa, pUOHOII CyII, yXa, kBac u fip. Cpe-
M BTOPBIX mpeobnmaganu: nenbmenn — 30% (49% B
2001 r.), mupory, MUpOKKM, KypHUK — 36% (44%),
OmuHbl, OnuHYMKYu, onmambu — 9% (12%), xomoperls
wm cTyfieHb — 4% (5% B 2001 1.) n ap.

KoneyHo, BbIOOp IMIIY Yallje ABIATCA HEOCO3-
HaHHBIM ¥ He CBUJIETE/IbCTBYET O IPEJaHHOCTY BbI-
JeTIEHHBIX IPYIII PECIIOHIEHTOB CBOEN STHUYECKON
obHOCTH. OH CKOpee TOBOPUT O TOM, YTO 3TI O71I05a
JUIs1 HUX IIPUBBIYHBI, TO €CTh CTA/IV COCTABHOI YaCThIO
ux 6bITa, 06pasa xxu3Hu. Ho MMEeHHO [I09TOMY OHU B

BapuanTs! oTBETOB Tarapsl Pycckue
TpanuimoHHBIe pycCKUe U TPaBOCIaBHBIC OIona 4,4 28,0
TpanuimoHHBIe TaTapckue Omona 79,5 12,7
TpanuumoHHbBIE pyccKue n TaTapckue Onmona 37,7 66,0
CoBpeMeHHbIe 001He Orona 14,9 45,9
Kaskazckue Omtona u 6mona Cpenneid Azun 29,8 22,0
3apy0OexHslie Omona 0,7 3,1
Hpyroe 3,5 6,2
Het orBeta 3,2 53

Bnwoa, komopote omossmes mamapamu u pycckumu PT 6 npasoHuunvie u 8vixooHvie OHu (2010 1.), %

oko710 80% TaTap Ha3BaIM CPeM APYIUX OIIOf, TOTO-
BSIILVIXCSI B MIX CEMbe B [IPA3IHIIHbBIE Y BBIXO[JHBIE JIHIA,
TPAIMIIMOHHO TAaTAPCKIME %, @ TPETh PECIIOH/IEHTOB-Ta-
Tap — OJII0ja, CBOVICTBEHHbIE OJHOBPEMEHHO 1 TaTap-
CKOIl, 1 pyccKoll KyxHe. JIujiepamy B 1iepBOil TpyTie
OKa3/INCh: YIo4YMaK (TpeyronbHuk) — 48% (53% - B
2001 r.), 6anent (6amar) — 48% (50%°), roomus (ryda-
mus) — 21% (32%), yok-uok (wak-yak) — 13% (15%),
TokMay (cymn-nmamma) — 16% (15%), KeicTeIObIit — 10%
(14%), mopamau (mepemsd) — 5% (9%); Bo BTOpOIL
rpymie — menbMenn — 16% (28% B 2001 r.) n omagpu
(koitmak) — 10% (13% B 2001 r.). Xots1 cTrout obpa-
TUTh BHMMAHIE Ha TEHJEHLMIO K HEKOTOpOMY (He-
0O/BIIOMY) CHVDKEHMIO Ha mpoTspkeHun 2000-x IT.
HPOIL[EHTA CeMeil, B KOTOPbIX TOTOBATCS Ha3BaHHBIE
TpaAVLMOHHbIE O/TI0/1a, O YeM CBUETEe/IbCTBYIOT KOH-
KpeTHbIe TIpVBeJieHHbIe T0KA3aTeNN.

HEKOTOPOJI CTeIleHM OKAa3bIBAIOTCSA I HUX U Ooree
OmusKkuMM, popHbIMU. TeM caMbIM 00O3HA4YeHHbIE
IPEIOYTeHNs], IyCTh I KOCBEHHO, HO BCe )K€ yKa-
3BIBAIOT Ha CBA3b COLMAIBHBIX CYOBEKTOB CO CBOVIMI
«KOPHSIMW» ¥ IPY OIIpPefie/IeHHbIX 00CTOSTEeIbCTBAX
MOTYT BBICTYIIaTb, HapsANy C APYTMMMU KY/IbTyPHBI-
MM TIpM3HAKAMU, B Ka4eCTBE MapKepOB 9THIYECKIX
rpanut (Bebep, 2002, 34). IIpudem, Kak OKa3bIBaeT
BBIIIENIPYBE/IEHHBIIT aHAJIN3, TAKOTO POJiA IVIIEBO
TpauIMOHANMN3M OOJIbllle CBOJICTBEHEH TaTapaM,
HeXXeu PyccKuM. VI 3To MoXeT ObITh 00BSICHEHO UX
MeHbIIIell M He CTO/b JaBHell ypOaHusareil, 60/b-
LIeN JOJIeN CPeNy HUX CeJIbYaH M TOPOKAaH IIEPBOIO
¥ BTOPOTO IIOKOJIEHMII, @ TaKXKe, COOTBETCTBEHHO,
0O7IbIIIell TIPUBEP>KEHHOCTBIO TaTap TPAAMUIVIOHHBIM
IIEHHOCTAM J MOJIE/IAM IIOBEJeHMA.

K ToMy >xe Takoro poja MX OpMEHTALUM Ha-
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XOJAT J[JONIOTHNUTENIbHYIO <IIOAINTKY» B IIOIUTHU-
Ke BracTeit TaTapcraHa IOCTIENHMX [eCATHICTHIL
OHM crapaloTcs KynbTUBUPOBATb STHOKYIbTYPHYIO
crienpuKy pecryOnuky, KOTOPyIo, B OTIMYME OT
IPYIUX PETMOHOB Poccum, COCTaBIAET TPAgULIOH-
Has Ky/lbTypa Tatap. IIpu sToM B Heli, B TOM 41ciie
C LIeJIbI0 CO3/aHVs KOHKYPEHTOCIIOCOOHOI B ITaHe
PasBUTMA TYPUCTUYECKOTO OM3Heca Ky/IbTYpPHOI
Cpenibl, aKLIeHT Jie/laeTcs, MpeXK/le BCEro Ha TaKle
37IeMeHTbI, KaK HallOHaJIbHas OfeX/la, HapO#HbIe
XyJO>KeCTBEHHbIE IIPOMBICTIBI, HAl[MOHA/bHAA KyX-
H#, B KOTOPBIX Ha3BaHHasA CrielnKa HaXOAUT Hau-
Oor1ee sIpKoe BHEIIHee BhIpasKeHNe.

OpHOBpEMEHHO OTBETHI HA IIPMBEJICHHBIN BO-
IPOC TMOATBEPAWIN ¥ (aKT IPOFO/DKAIOIET0Cs B3a-
VIMOJIEVICTBMA OBITOBBIX KY/IbTYyp PYCCKMX M TaTap
perroHa. O6 3TOM TOBOPUT He TONBKO yKa3aHMe
PECIIOHIEHTaMI KyLIaHMIl, KOTOpble CUUTAIOTCA Ce-
TOJHA TPAAMLIMOHHO XapaKTEPHBIMI U /ISl PYCCKUX,
U [JIA TaTap, a Ha Jefe, IO-BUAUMOMY, €llle paHee
HepeHATBIX HApOflaMU IPYT y ApYyTa (UX, KaK OTpake-
HO B IIpUBeJIeHHOI Tabmuie, HazBam B 2010 T. B co-
BOKYIIHOCTM OKOJIO JIBYX IIATBIX TaTap U [Be TPeTu
pycckux). CBUIETeTbCTBOM TAKOTO B3aVIMOB/IUAHMNA
OKa3bIBaeTCsA U TO, YTO 13% OIpPOIIEHHBIX-PYCCKUX
B 2010 r. yKasanu, 9YTO OHM IOTOBAT B CEMbE TaTap-
ckue 6rmofa (4% — 6orert, 3% — TPEYTONBHUKIA 1 T. [1.),
a 4% Tarap — pycckue.

B T0 >Xe BpeMs oLjyTUMasA JO/A HaceleHus, 1o
JaHHBIM OIIPOCA, TPOJOIKAET MIPULEPKMBATHCA KyX-
HI, CTaBLIEV B HAIlIElT CTPaHe, 0COOEHHO B COBETCKMUIT
Hepmof, NPUHATON 1A BCEX, BHE 3aBMCUMOCTM OT
UX 9THUYeCKol camonpenTndukanumu. B 2010 r. Ta-
KOBBIX OKa3a/IoCh: MOYTH IOJIOBMHA PECIIOHJEHTOB-
pycckux (46%) m mecras yacth tarap (15%). Onnu
Ha3bIBA/IU TaKye, 0OBIYHO TOTOBAIINECS U3 TIPOCTHIX,
[IOCTYIHBIX KXXJOMY VIHTPE[IIEHTOB (XOT, IIOPOIt, 1
BeCbMa OpUTMHA/IbHbIE) O/TI0/1a, KaK: XKapKoe, KOTIe-
TBI, ©KVKI, pary, KeKcbl, TOpT «Hamnoneon», MemoBblit
TOPT, Pa3HOro pofia canathl — «OnuBbe», cenefKa nof
mry60it, BuHerpet u ap. * [Ipy 3ToM 1 CTO/Nb MOMyJIAp-
HbIe IIe/IbMEeHM, a TaKXXe O/IMHbI, OTHECEHHbIe HAMU K
TPAfVLIMOHHON U JIA PYCCKUX, U JyIA TaTap efie, 0
CYTM TOXe JaBHO CTa/IM y HAC OOIeHaPOHBIMI.

BecbMa pacmpocTpaHEHHON Cpely OTHOCAIIMX
cebsi K 00eMM M3y4aeMbIM STHMYECKMM TIpPYIIIaM
OKasajach U KynumHapusA Hapojos CpenHeil Asun u
3akaBKa3bsl (XapaKTepHble /s HUX OJIIOfia yKasaan
30% ompomeHHbIX-TaTap u 22% pycckux). [Tpuaem
37leCh Cpefy MOMIOMBIINXCS TaTapCTaHLIAM sICTB He
TOBKO JABHO BOLIEAIINE B MX pallliOH IUIOB, MaH-
TBI U IIAIIIBIK, HO ¥ CTaBIIME PACIPOCTPaHEHHbIMA
B IIOC/IefiHee BpeMsA (BO MHOTOM B pe3y/IbTaTe MHO-
STHMYHOI MUTPALMM U OTKPBITUA B Topofiax Tarap-

craHa Kade ¥ pecTOpPaHOB y30eKCKOIL, TPY3MHCKOIL,
a3epOailKaHCKOI1 U IIpoYert KyXHM) JTarMaH, 106uo,
JaxoXOWmm, oIMa, /aBam u ap. Hakowern, 6marozma-
Ps I7100a/IbHBIM KY/IBTYPHBIM IIOCPEHMKAM, IIPEXe
Bcero, CMUVI, TypareHTcTBaM U Jp., TIOAM B IIOCTIEN-
Hee BpeMsI Y3HA/IM U Hay4WIVCh TOTOBUTD Psify OO
MHOCTPaHHOTO (3aI1a/fHOro) MPOUCXOKAeHNs. B maH-
HYIO TPYyIIIy Mbl OTHEC/IN NpHIlefuyo B Poccuio B
HOCTIefHNE JeCATIIeTNA MUY, a TAKXKe IITPY/eb,
3CKAJIOII 1 JIp.

Takum 06pa3oM, aHa/MN3 OTBETOB PECIIOH/IEHTOB
Ha IIPEeII0>KEHHBIN M B OTKPBITOIT popMe BOIIPOC O
npeobafjatoliel B ceMbe IPa3aHNYHOI KyXHe IIOKa-
347 ee Pa3HOPOJSHOCTD U COYETaHMe 37IEMEHTOB Tpa-
AUIVIOHHOI TaTapCKOM, PyCcCKOT KY/IMHApUU U O/TI0f,
APYTMX HApOZIOB (KaBKAa3CKUX M a3MATCKUX, C OJHOI
CTOPOHBI, 11 3alIaJHBIX, C APYTOIi), @ TAKXKe BOCIPO-
U3BOJAIINXCA B TOBCEIHEBHBIX ITPAKTUKAX POCCUAH
/1101, TIOJTyYMBILINX PACIPOCTPAHEHNE B COBETCKUIT
nepuof. V 3To cBA3aHO C TeM, 4TO CKA3bIBAIOIASICS
B TOM 4ucre 1 B cepe MUTaHNs IPUBEP>KEHHOCTD
3THUYECKOI Tpapuiuu (B 6OMblieil Mepe XapaKTep-
Has B TaTapcraHe 11 TaTap) BHICTYIIAET XOTS M BaXK-
HBIM, HO He eIMHCTBEHHBIM O0CTOSATEIbCTBOM, BIIV-
SIOIM Ha OBITOBOE MOBefjeHNMe TaTapcranies. Ha-
PAMY C HUM JeICTBYIOT TAaKXXe CIefylomye paKTophl:

- TIpOJOJDKalolleecss B3aUMOZENCTBME Ha Off-
HOJI TepPUTOPUU KYIbTYP Pa3INYHBIX STHUYECKUX
Tpym;

— IIpeeMCTBEHHOCTD HAIllero o0IecTBa C COBET-
CKIM, B TOM YMCJI€ C er0 OBITOBOI KYJIbTYPOIT;

— IIOCTCOBETCKAsI MUTPALINS;

— XapaKTepHas /s I7I00aIM3aLuN peATUBM3a-
LA

IIpumevannsa

! ABTOp BBIpaXkKaeT nmpusHaTenbHOCTh Payde Kapu-
MOBHe YPa3MaHOBOJ, KOTOpas MOMOINA KIaCCUPUIN-
poBaTh OOIIMpPHbIE TaHHbIE OTKPBITHIX BOIIPOCOB aHKET
2001 1 2010 rr., Kacarouyecs IPasAHIMYHON KyXHU TaTap
u pyccknx Pecrry6muku Tatapcras.

*Tlepssrit ompoc oxBatma 1000 genoBek (moce BbI-
OpaKoBKM OCTaBaIOCh 957 aHKeT), BTOpoit — 1003 veso-
BeKa B BO3pacTe OT 16 o 74 neT. B uccnefoBaHmMAX 1C-
[10/Ib30Ba/IaCh MHOTOCTYIIeHYaTasg CTpaTuULUpOBaH-
Hast BBI6OpKa. VI3 roposioB 6putn mpepictaBnensr: Kasaub,
Hab6epexunte Yennsl, Yncronosnb, AsHakaeso (8 2010 r.
K HuUM ObU1 06aBIeH AbMeTbeBCK). OMpOCHl OXBaTH-
mm cenbuaH Apckoro, AkcybaeBckoro, banracnHckoro,
Bepxneycnonckoro u KykMopckoro paiioHoB.

? ITo manHBIM Beepoccuiickoil epenucy HaceleHns
2010 r., k TaTapaMm orHecin cebs 53,2%, K PYCCKUM —
39,7% nacenenusa Tatapcrana.

* AHKeTupyeMble MOIJIM BIIMCAThb B OTBEJCHHbBIE
IJIs1 3TOTO CTPOKM /TI060e 4ncio 6710f, I03TOMy obIiee
KOJIMYECTBO OTBETOB COCTABM/IO OKOJIO TPEXCOT IPOIIEeH-
TOB. Tex ke, KTO BOOOIIe He OTBETWI, Ha JAHHBII BOIIPOC
6p110: B 2001 1. — 7% Tarap u 9% pycckux, B 2010 r. — 3%
TaTap U 5% PYCCKMX.
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> Torma OTMETUBILINE «OJJIENI» CIYUTAIUCH BMECTE C
TeMU, KTO Ha3Bajl IIMPOTH.

¢ Brropo, cumTarleecs YKpauHCKUM II0 IIPOMCXOXK-
IeHMIO, BeCbMa XapaKTepHOe /IS PYCCKOI KyXHU, KaK 1
TSI KYXHU Psifia APYIUX CIaBSHCKIX HAPOJOB.

7 TakoKe Ha3bIBA/IUCD KYThs U KVCETb.

8 Dtu 6rmI0Ka OOBIYHO MMEIT pasHOe MPOUCXOKe-
HIe, 0 KOTOPOM, KaK IIPAaBI/IO, MAJI0 KTO 3ayMbIBAETCSL.

JIureparypa
Bebep M. OrHouIeHus aTHIYIECKOIT 0611HOCTH // Ab
Imperio, 2002, Ne 3.

Rezumat

In articol se descrie bucitaria festivi contemporani a
locuitorilor tétari si rusi din Republica Tatarstan (Rusia).
Ea se compune din bucatele traditionale ale tatarilor,
culinaria rusd si a altor popoare (caucaziene, aziate,
europene), de asemenea, din bucate devenite populare in
timpul perioadei sovietice. Atasamentul fata de bucétaria
etnicd proprie le este specific mai mult tatarilor. Ei sunt
mai traditionalisti, constituind cel mai numeros procent
al ordsenilor proveniti din sate, dar si cea mai mare parte
a populatiei rurale.

Cuvinte-cheie: bucate festive, practicarea traditiilor
in mod uzual, identitate etnicd.

Pesrome

B craTbe mpesicTaB/ieHa COBpeMeHHas MpasHUYHAA
KyXHSA TaTap U PYCCKMX OJHOTO U3 pernmoHoB Poccum —
Peciy6muku Tarapcran. OHa ckimagblBaeTcsa U3 OO
TPaJMLIMOHHONM TaTAPCKOM, PYCCKOM KyJIMHApUM U Ky-
MIAaHNI OPYTUX HapojoB (KaBKa3CKIUX, a3MaTCKUX, eBPO-
HENICKIX), a TaKkXKe 13 OJII0f], CTABLINX IIOMY/ISAPHBIMU B
coBeTckmit nepuog. [TpuBep keHHOCTD CBOEl ITHMYECKOI
KyxHe OoJIblile CBOJICTBeHHa TaTapaM. [ HuX Gornee
XapaKTepeH TPaUIIMOHaNN3M, B UX Cpefie OOJblile TOss
ceslbYaH U MPUOBIBIINX 13 Cela TOPO>KaH.

KnroueBble cnoBa: mpasgHIYHAA KYXHs, TIOBCETHEB-
HBbI€ KY/IbTYpHbIe IPAKTUKY, STHUYECKasA MeHTUIHOCTD.

Summary

The article presents the contemporary holiday cui-
sine of Tatars and Russians living in one of the regions
of Russia — the Republic of Tatarstan. It consists of tra-
ditional Tatar and Russian dishes, dishes of other ethnic
groups (Caucasian, Asian, European) and dishes that have
become popular in the Soviet period. Tatars are more de-
voted to their ethnic cuisine, because they are more tradi-
tional and there are more villagers and townspeople who
came from the village among them.

Key words: holiday cuisine, everyday cultural prac-
tices, ethnic identity.

Victoria LIPINSKAYA

THE FOOD OF RUSSIAN URBAN INHABITANS IN XVIII - XX CENTURIES
(traditions and loan)!

The data on the food of Russian townspeople in
XVIII-XX centuries were being gained during the entire
period. The main sources of the study are: a) published
and unpublished descriptions of cities; b) replies to
the questionnaires, distributed over the country by
several scientific institutions, which contained the
question on food; c¢) short-term registration of the
family budgets, carried out in some cities, and, final-
ly, d) numerous cookery-books. Despite the variety
of available data, until recently they were not sys-
tematized or analysed. It was just during last decade,
when Russian ethnologists paid attention to this im-
portant aspect of urban way of living (Lipinskaya,
1981; Rabinovich, 1988; Budina, 1989).

The main question, which arises in the study of
urban culture, concerns its connection with tradi-
tional culture of rural inhabitants. As to the food,
common source of agricultural products - local
farming - has become a reason for the community of
main traditions and caused the formation of similar
tastes. Since the country spreads over several climate
bands, the agriculture, and, consequently, the tradi-
tional food were different in different zones. Other
peculiarities arose in the areas, where Russians were
placed in a close contact with non-Russian inhabit-

ants. Due to indicated reasons, the traditional food
of Russian people was quite various.

The urban environment had additional specific
features: development of crafts and trade, establishing
intestine and international relations, heterogeneous
ethnic and social composition of people — all these
features have influenced the food of urban inhabitants.

This paper deal with common national, as well
as specific features of the food in Russian cities,
which reflect the role of cities in development of tra-
ditional cookery. The meal traditions are connected
closely to the history of the people and the state. By
the end of XVIII century ethnic territory of Russians
has taken its final form, extending over 2 continents.
The state has established trade relations both in the
West and in the East; specialists were invited from
European countries for development of science and
industry. All these circumstances had their effect on
food. However, novelties were met in different man-
ners in city and in village.

In the complex field-crop/stock-breeding econ-
omy of Russians field-crop growing of the grain-
growing type played a leading role. This determined
the predominance of flour and cereals products and
dishes made of them. Rye was the main grain crop,
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in the North substituted by barley, in the South - by
wheat. Bread made of leavened rye dough, so-called
black bread, was the most important food in both
city and village. In the North barley or oats were usu-
ally added to the rye flour. Wheat flour was used only
for holiday baking. Although Russia has become the
most significant wheat supplier at the world market
in XIX century, wheat bread, which was called white,
was the food of only medium - and top-level city
inhabitants. It was served for breakfast and supper,
while the black one was used at dinner.

The acquaintance with eastern spices stimulated
the appearance of a special sort of tough and baking -
gingerbread. Traditionally, figure cakes in the form
of animals, birds, or geometrical figures (circles, spi-
rals) were baked in Russia for several annual holidays.
Town craftsmen have saturated the paste with spices,
added honey, made a jam layer. They have invented
special carved boards, which helped to quickly form
(print) cakes — they were called printed gingerbreads.
Such cakes became extremely popular in towns in XIX
century. Besides previous forms, they began to display
town symbols (insignia, towers etc.), symbols of family
and civil holidays, the words of greetings. Village peo-
ple used to bring gingerbreads from city as presents.

Unleavened dough and products of it (scones)
are known all over the world. Russian specialists
in cookery improved the taste of scones by adding
curds and vegetable filling (open pies, bent scones).
In XVIII century, due to development of metallurgi-
cal industry, new cookery utensils appeared. For in-
stance, two- or three-fold frying pans for scones and
large ones for pancakes were made of cast iron. In the
indicated period pancakes have become the favourite
dish for Shrove tide days.

The method of drying dough, cut into narrow
strips (lapsha), has been loaned Russians from Turks.
This was used for cooking holiday sweets — waffles.
Dough strips were placed between hot embossed
cast-iron plates. The waflles originated from cities,
where metallurgical plants were situated (the Urals,
Siberia etc.).

Thus the development of crafts and industry
did a favour to the flour cookery. New products and
baking forms first appeared in cities and then were
brought to villages.

Zonal peculiarities had even stronger effect on
usage of cereals, than on flour cookery. Porridges
were made of all cereals, but mainly of barley, oats,
buckwheat and millet, in cities - also of imported
rice. In the North of European part and in Siberia
fine-barley porridge was the most popular one. Oats
was used for making oatmeal (special flour-like in-
termediate product). The oatmeal was then diluted

with any liquid to obtain a number or different dish-
es. In the south of Russia millet was preferred to all
other cereals. It was used for cooking various dishes,
different in thickness and additions. Porridges were
traditional second-course dishes, they were served at
almost every dinner. In village porridges were boiled
in water, with adding of vegetable oil, sometimes us-
ing berries as ingredients. In towns the taste of por-
ridge was improved by using milk or remainders
of churning butter, or by adding berries, fruits, any
sweetmeats. Both in town and in village cereals dish-
es were divided into several sorts: actual porridges,
semi-fluid porridges and liquid soups.

Vegetable dishes were much more rare than
of grain-crops. Peas, turnip, cabbage and beetroot
were the vegetables of Russian meal; they were
supplemented with hot onions and garlic, radish
and horse-radish. Cucumbers, carrot, dill and other
greens were grown in towns or in their vicinity for
trade. Vegetable meals show clearly zonal differences
in Russian cookery.

Russian dinner traditionally consisted of a soup
(shchi) and a porridge. The word shchi now means
cabbage soup. In XVIII-XIX centuries it designated
any liquid meal, while the ingredients were quite vari-
ous. In the North shchi was cooked of barley; such
“soup” was rather thick. It was only at the end of XIX -
beginning of XX century, when vegetables began to be
added to it. In the middle Russia shchi was cooked of
cabbage, as it is common nowadays. There were many
kinds of it, different sorts of cabbage were used, both
fresh and pickled (salted) one. Further into the south,
beetroot, pickled beforehand, was added to that soup.
A liquid meal of cabbage and beetroot was given
another name - borsch. Vegetables were also used
for “thick” dishes. The traditional cookery preferred
steamed (stewed in own juice) vegetables.

The XIX and beginning of XX century was
marked by a significant growth of role of vegetables
and various greens, that was especially noticeable in
the food of city inhabitants. Potatoes have made a
revolution in all the vegetable ration. The new crop
was brought to Russia from the West, and has slowly
conquered its place. It was being introduced by or-
der of the Government. The seeds were purchased
in cities from where they were sent to villages to-
gether with the instruction on cultivation. Peasants
distrusted the novelty. First, potatoes were cultivated
as a garden crop. Little by little they came in fields,
driving back the turnip. By the beginning of XX cen-
tury there was almost no dish in Russian meals, not
containing potatoes.

Russian garden used to be mainly a place for
growing vegetables. The fruit gardens were elements
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of urban life (except southern parts of Russia). Vil-
lage people usually gathered wild fruits. Urban
gardens were rather test grounds, through which
southern fruits and vegetables made their way to the
North. For example, in Moscow of XVIII century not
only fruits typical for that region have been ripening
(apples, pears, plums, cherries), but also grape and
gourds (melons, water-melons).

The attitude to meat food was different in Rus-
sian meals, depending on the ecological situation. In
the middle part of a European region meat played
less important role than vegetable food did. This was
mostly connected to the religious ideas, but the price
of meat was also of certain significance. Economists
have calculated that at the beginning of XX centu-
ry in Moscow region 24-40% of family budget was
spent on vegetable food, while stock-breeding prod-
ucts took about 12-15%. On the contrary, pre-Rus-
sian inhabitants of Siberia practically did not grow
any field-crops. The products of field-crop growing
were brought from the European part of the country
for rather long time. Thus animal food became the
main one in some regions. In addition, food rich in
calories was necessary during long and severe win-
ters, and Russians had to make use of experience of
local inhabitants. Russians learned to eat frozen veni-
son, raw kidneys, marrow. Any fat was considered to
be of high value: that of domestic and wild animals,
whales, ringed seals, any fish.

Fish was of great significance in the meals of lake-
and seashore inhabitants. In the North, where climate
did not admit any field-crop growing, pounded fish
and caviar was used for baking scones, which were
used instead of traditional bread. At city markets fish
was cheaper than meat and more often became the
meals of the urban poor. Dried and salted fish was
the cheapest product. The poorest people used even
fish pickle-water. The richest citizens preferred fresh
fish. Central cities were supplied with fresh sturgeons
from Siberia.

The geographical position of a city determined
the food of its inhabitants, due to the abilities of envi-
ronment. However, the status of the city, the histori-
cal composition of inhabitants also played an impor-
tant role.

Russian cities, developed from ancient settle-
ments, were in close contact with surrounding vil-
lages. Urban inhabitants, to a certain extent, were in-
volved in gardening and stock-breeding themselves.

They also obtained the products of local agricul-
ture through market and family relations. The situa-
tions were different in the new cities, appearing in bor-
derlands. Petersburg in the North, or Siberian cities did
not have their own agricultural base. In XVIII century

first inhabitants of such cities got “bread wages” — a set
of necessary products. Later the main role in food-
supply has transferred to the market. For example, at
the beginning of XX century only 20% of Petersburg
workers kept relations with rural agriculture (Pro-
kopovich, 1908; Davydovich, 1912). Due to these
reasons the food of inhabitants of two Russian capi-
tals — Moscow and Petersburg — was quite different.

Moscow was situated in the middle of Russian
market and was to a certain extent its origin. In con-
sequence, it became a guardian of Russian cookery
traditions, it was considered the most hospitable city
in the country.

The food of the majority of Petersburg inhabit-
ants was scantier than in Moscow. For instance, in
workers” families dinner was not cooked every day.
The main food of many inhabitants was bread, not
only black one, but also white. Slice of bread and
butter with tea became a usual breakfast in modest
families. Fresh cow milk, called chukhon butter (after
Finnish tribe) has come into use, while traditional
baked butter was given the name Russian butter.

Social differences were stronger in Petersburg.
Rich citizens were the first to apprehend foreign in-
fluence. The founder of the northern capital, Peter I
has orientated Russian nobility towards perception
of German culture. However, the perception of food
traditions was selective.

Thus, sausages and other meat products have
quickly come into everyday life. They turned out to
be in accordance with national taste and had ana-
logs in traditional cookery. On the contrary, coffee
was considered to be disgusting. Traditional Russian
drink was sweet and had mild flavour: kvass, diluted
honey, grass brews. The tea appeared in Russia in
XVII century, first in Siberian cities, then in Mos-
cow, from where it has spread all over the country.

Due to its similarity to the traditional grass
brews, it was readily accepted by both urban and
rural inhabitants. Coffee did not conform with na-
tional taste and was the “drink of prestige” of urban
nobility up to XX century.

At the beginning of XIX century, after the victory
over Napoleon’s troops, Russians became acquainted
with the cookery of France and other European coun-
tries. The activity in perception of experience of other
nations, which was typical for Russians, allowed to
choose several dishes from every national cookery
and enrich Russian meals. During XIX and the begin-
ning of XX century the influence of French cookery
gradually increased. It was first taken up by city.

The conductors of its influence were French
cooks employed by rich citizens. The other force of
that “invasion’ were foreign craftsmen from Europe,
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who opened restaurants, confectioneries, food stores
in cities. The novelties were spreading through family
contacts, but mainly due to the cookery books, which
were brought from abroad, translated and contained
various recipes of multinational, first of all French
dishes. Those directories were permanently modified,
reflecting Russian experiments in foreign style. Thus
the cookery of other nations was being adapted to
Russian traditions, merging with traditional cookery.

The acquaintance of Russians with the cook-
ery of various nations was even more important: it
has stimulated creative activity of Russian gourmets.
Improvement of traditional recipes and invention of
new dishes became the passion of both specialists and
amateurs, men and women. The most favourite reci-
pes were given the names of their authors, spreading
sometimes all over the country (anzchkov cake, gurzev
porridge, beef stroganoff etc.) Sophisticated gourmets
from prosperous strata formed appreciative audience
for investigators in the field of cookery. V. A. Levshin,
a Russian landowner, has compiled the Dictionary
of known dishes, which was published in 6 volumes.
It contained more than 1000 recipes from European
cuisine and about 300 ones taken from traditional
Russian cookery (Levshin, 1795-97). Besides, numer-
ous directories were published, which advised on how
to choose products, preserve them and prepare for
cooking various dishes. If one takes into account, that
only part of known recipes was published, and every
experienced housewife also had the manuscripts of
favourite recipes, one can form a conception of Rus-
sian cookery of those days. The end of XIX - begin-
ning of XX century can be called the period of blos-
soming forth of national cuisine.

Note
! The article was first published in: The City: To-
day, Yesterday, and the Day Before (edited by Grazyna
Eva Karpinska. University of Lodz - Chair of Ethnology,
1995) (pp. 241-247).
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Rezumat

Sistemul alimentar al populatiei urbane ruse a fost
mai putin studiat decat cel al locuitorilor rurali. Dar cele
céteva articole publicate la acest subiect, reflecta caracte-
rul popular pronuntat al alimentatiei. In articol este re-
prezentatd traditia utilizarii alimentelor de bazi, tipice
pentru regiunea Est-Europeand in secolul al XIX-lea si
la inceputul secolului al XX-lea. Este remarcat faptul ca,
bucitéria ordsdneascd a fost mai diversa decat cea rurala,
deoarece se completa pe parcursul dezvoltirii istorice si in
rezultatul contactelor interstatale cu térile din Europa si
Asia. Astfel de imprumuturi precum si inventiile bucata-
rilor profesionisti sau amatori, raspandite in forme adap-
tate prin cartile de bucate si colectii de retete, au favorizat
dezvoltarea traditiilor alimentare nationale ruse.

Cuvinte-cheie: hrana orasenilor, substrat popular,
imprumuturi, adaptare, dezvoltare.

Pesrome

[InraHue pycckoro rOpofcKOro HACEeTeHNUS U3Y4eHO
3HAUNUTENIBHO CMabee, 4eM cenbckoro. OfHAKO [jaxe He-
MHOTHe 04ePKOBBIE CTAaTbJ OTPAXKAIOT €ro APKO BbIPAXKEH-
HYI0 OOIIeHApOJHYIO CYIIHOCTD. B cTaTbe mpefcTaBIeHbI
TPaILMM VCIIONb30BAaHMA OCHOBHBIX IIPOYKTOB IINTA-
HYISA, XapaKTEPHBIX J/11 BOCTOYHOEBPOIIRJICKOrO perMoHa B
XIX - navazne XX BB. OTMe4€HO, YTO TOPOAICKAsA Ky/MHA-
pust 6bUTa pasHOOOPa3Hee CeNbCKOIL, TaK KaK MOIO/THS/IACh
0 XOIy MCTOPUYECKOTO PasBUTIA MEXXIOCYAPCTBEHHBIX
KOHTaKTOB co cTpaHamy EBponbl n Asuu. B ajantupo-
BAaHHOM BIJe 3a/IMCTBOBAHV, a TaKKe IIepCOHAJIbHBIE
HAXOJIKY CIIeLMA/INCTOB 1 JTI0ONTeNIell pacpoCTpaHAINCh
B CTpaHe 4epe3 IMyO/MKaLuY PeLelITOB, CIIOCOOCTBYS pas-
BUTHIO OOIIIEHAPOFHOI TPASUIINY INTAHNL.

KiroueBbie cnoBa: muia ropo>kaH, HapofiHasA OCHO-
Ba, 3aMCTBOBaHNA, aJJAIITALUA, Pa3BUTHE.

Summary

The traditional food of Russian urban inhabitants is
studied less as compared with the food of country people,
although a few published articles describe it as completely
ethnically based. This paper examines the traditional use
of the foodstuffs that were typical for Eastern Europe dur-
ing the 19th and the first quarter of the 20th centuries. In
comparison with peasants’ food the Russian town dwell-
ers cooking was more various due to borrowings of in-
gredients and meals from different European and Asian
cuisines. Such borrowings and inventions of professional
and amateur cooks, through their spread in adapted forms
in cookery books and recipe collections, favoured the de-
velopment of the Russian national food traditions.

Key words: food of townspeople, traditional basis,
loans, adaptation, development.
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Tamvana BOPOHVHA

NCIIOAb30OBAHVME ECTECTBEHHBIX PACTUTEABHBIX PECYPCOB B
TPAAVNIIMMOHHOM IIMTAHUN XKUTEAEU PYCCKOI'O CEBEPA
(XIX —mauaao XX BB.)

JKusHeneATeIbHOCTh 4YeIOBeKa U3JaBHA Oblla
TECHO CBsI3aHA C PAIVIOHAJIBHBIM JCIIONb30BAHMEM
npupopHoit cpesbl. OCOOeHHO BaKHBIM 3TO CTAHOBU-
JIOCh B CUTYALV}, KOT/Ia TINIIEBOII PALIVOH IO TeM MIN
MHBIM [TPUYMHAM He BKTIOYA/T JOCTATOYHOTO KOJIIIe-
CTBA BUTAMMHOB ¥ IIUTATe/IbHbIX BEIECTB, HEOOXO-
MBIX /IS TIOfiiepXKaH sl >)KU3HI. B aTOM crtydae Hepep-
KO MCTOYHVKOM IUTaHMsI CTAHOBUTCS BHEIITHSIS Cpefia
3a cueT c60pa CheOOHDBIX TMKOPACTYIVUX PACTEHUIT,
JIECHBIX STOJL U1 TPUOOB.

Pasnuune KIMMaTu4YecKux, MOYBEHHBIX U [PY-
TUX TPUPORHBIX YCIOBUIAL, pasHble UCTOPUKO-KYIIb-
TYPHBIE TPaJVLIUY HATIOXKWIV OTIIEYaTOK Ha 0COOEH-
HOCTM XO3SIICTBa BOCTOYHOC/IABSIHCKVMX HapOJOB B
OT/Ie/IbHBIX 30HAX UX MPOXXMBaHWS. Bmecre ¢ Tem,
IIsI MHOTMX M3 HUX B IPOLUIOM 0BT XapaKTepeH
c60p IPUTOAHBIX B NIy PAaCTEHNI, IpuYeM cobupa-
TENLCTBO [IAPOB IPUPOJIBI B BUJIE INCTHEB, CTEOIEN,
COLIBETMII IMKOPACTYIIMX paCTEHNI, KOPbI IEPEBLEB,
Arof U rprbOB MPAKTMKOBANIOCh M3JJABHA U ITOYTHU
noBceMectHO. Uto Xe Kacaercsa Pycckoro Cesepa,
TO OCBOEHNE 3TOIl OTPOMHOIT TEPPUTOPUN OBITIO CO-
HPSDKEHO CO MHOTMIMM TPYAHOCTSIM, IIPEXe BCETO, C
OTCYTCTBMEM >KU3HEHHO HEOOXONMMBIX IPOAYKTOB
nurtanus. [loatomy, camo co6oit pasymeeTcs, IepBble
HaCeIbHMKI JICIIO/Ib30Ba/I BCe JIydlllee, YTO MOIJIA
laTh MM OKPY>Kalollas IpuUpoaa. Apxeonorndeckue
MaTepyasIbl CBUAETENbCTBYIOT, YTO O Lie/leOHBIX CBOJI-
CTBax JIECHBIX SITOJ| 3HaMN B npeBHeM Hosropope. Vx
3aracas BIPOK [OCPEICTBOM CYLIEHNS Y KBAIIEHsI
(JIunuuckas, 1997, 355).

Tema Takoro >KM3HEHHO BaXKHOIO BMJA XO3sii-
CTBEHHOII esATeIbHOCTY, KaK UCIIOTIb30BaHME €CTe-
CTBEHHBIX PACTUTEIbHBIX PECYpCOB B TPafUILIMOH-
HOM mmTaHuu xuterneit Pycckoro CeBepa, Ioka elrje
He CTajia TPEeIMETOM OTMIE/IbHOTO WCCIENOBAHNS.
[TosToMy Ha TaHHOM 9TaIle 1}eJIeCO0OPa3HO XOTS ObI
0600muTH Te cBefieHNA 00 YHOTpeOIeHNN B NIy
lapOB IIPUPOJBI, KOTOPBIE y>Ke ObUIN OITyO/IMKOBa-
HBI B HECKO/IbKMX PaboTax, a TaKXXe MCIIOIb30BaTh
UX B KaYeCTBe ICTOUHMKOB.

Cpenyt o1y 6/1MKOBaHHbBIX MICTOYHIKOB XOTENTOCH
ObI OTMETUTD, IPEXe BCero, paboThl M3BECTHOTO
sTHOorpada u 6oranmka H. A. VBauuikoro (1847-
1899), KOTOPBIIL, 6y,uyq1/[ B CCBIIKE Ha ceBepe, 3a-
HSUICS TIPUBBIYHBIM 711 Hero jienoM. PesynpraTamu
€ro MIOJOTBOPHBIX MIOMCKOB CTaia paboTa o ObITe 1

HpaBaX CelbCKOro HaceneHus: Bomoropckoit rybep-
Hur B KoHIje XIX B. [IpupaBas 6osbloe 3HauYeHMe
CbefOOHBIM JJapaM IPUPOJBI, OH OT/E/NT CBEfIeHNs
0 IAMKOPACTYLIMX PAcTeHMAX, SITOflax 1 rpubax ot
OCHOBHOJ PacCTUTENbHON NIV, NPUTOTOBIEHHON
B JOMAIIHNX YCJIOBUAX, Ha3BaB 3TOT pasfen «llo-
CTOPOHHSS pacTUTeNbHAS NUIIa». B 3Ty ke pabory
BOIIM JaHHble 0 (rope Bomoroxckoit rybepHun,
cobpannble H. A. VIBaHunkum Bo Bpems ero 6ora-
HIYecKuX aKckypeuit (VBanunxwit, 1890). Onnako
UCCIe0BaTe/lb BKIIOUWI B Hee CBeJeHN A TONbKO I10
Bonoropckomy n KapHukosckomy yesgam Bonorop-
CKOI1 TY0., T0O9TOMY He MeHee I[eHHOI MOXKHO CYM-
Tath eie ofHy pabory H. A. VBanuukoro — «Cosb-
BBIYETOICKII KPECTbSIHIH, er0 00CTaHOBKA, XU3Hb
u festenbHOCTh» (VBanumkmii, 1898).

B kauecTBe elle OFHOTO Ba)XHOTO JMCTOYHU-
Ka B CTaTbe MCIIO/Ib30BAaHbl ApXVBHbIE MaTepua-
7bl DTHOTpadMYeCKOro OI0pO, CO3AAHHOTO KHA3EM
B. H. TennmresbiM B CaHkT-Iletepbypre B 1890-e TT.
B nHacToAmmee BpeMA OHUM COCTABIIAIT KOJUIEKIIVIO
Ortpena pykommceli apxuBa Poccuiickoro stHorpa-
¢uyeckoro myses (manee — APOM, donp 7). Oun
IPEACTaB/IAIT COOO0I OTBETHI Ha Pa3/IMYHbIe BOIIPO-
bl pasocnanHoil B KoHLe XIX B. «IIporpaMmbl 5THO-
rpaduyecKux CBefieHnit 0 KpecTbsiHax LleHTpanbHOI
Poccrm». B HUX oT9acTy cOOOIaeTCs, YTO B KOHI[E
XIX B. cOOMpaTeNbCTBO AMKOPACTYIINX PaCTEHMI
Cpeny KpecTbsIH CeBEPHBIX TyOepHMil ObIIO IIMPOKO
PasBUTO 1 B OTHEIbHBIX ye3/laX fake CTaI0 Ba>KHBIM
U JOXOIHBIM IIPOMBICTIOM.

CypoBble KIMMaTH4YeCcKMe yC/IOBMS Ha cCeBepe
Poccyn orpaHmumBaii, a B HEKOTOPBIX TYOepHMAX
Jake He IIO3BOJIAUIM BBIPALIVBATL B JOCTATOUHOM
KOJIYeCTBE 3epHOBBIE U OBOLIHbIE KY/ILTYPbL, CTONb
HeoOXOfMble [I SKU3HENEATEeNbHOCTI YeJloBe-
ka. [ToaTomMy He cnydaitHO cOOMpATENTBCTBO JApOB
IPUPOADI, IPUTONHBIX JIA YIOTpeOlIeHns B MUILY,
CTAJIO pacIpOCTPAHEHHBIM 3aHATVIEM CEIbCKOTO Ha-
ceneHus ApxaHrenbckoil, Bonoropckoit, Hosropop-
ckoit, Ononenkoit, Cankr-Ilerepbyprckoit u fpy-
rux ryoepuuit. Cbego6HbIe MUCThS, Obern, cTebmm
AMKOPACTYIIMX PACTEHUIT, SITOABI M TPUOBI BBULY
MX GOJIBIION MUTATEIbHOI LIEHHOCTY CTAaHOBUJINCH
OOJIBIINM TOACHOPbeM B MUTAHUU MECTHBIX JKUTe-
neit. K coxanennio, ata 06/1acTb 3HaHMIT IOYTY He-
3HAKOMa MHOTVIM HAIlIM COBPEMEHHIKAaM, II03TOMY
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B MOIO 3a/jaqy BXOAMIO BOCCO3/jaTh XOTs ObI OTYa-
CTU TPAJMLIMIO MICIIO/Ib30BAHNSA JaPOB IPUPOJIbI KaK
€CTeCTBEHHBIX PAaCTUTEIbHBIX PECYPCOB B TPaiuIIy-
oHHOM nmTaHuy xutenei Pycckoro Cesepa B XIX -
Havase XX B. B 60/bIIMHCTBE CTyYaeB IPUBOANTCS
Hay4YHOE I HapPOJJHO€ Ha3BaHNsA JUKOPACTYyIUX pac-
TEeHUIT, 0COOEHHOCTY UX HPUPOSHO-TAHAIIADTHON
TIOKaNM3alMy, yKasaHMe Ha 4acTU JIMKOPOCOB, JC-
HO/Ib3yeMble B MUY ¥ IJI OPYTUX HYXJ, KpaTKas
XapaKTepUCTUKA IIPUMEHEeHM)s B IMIIeBOM pallioHe
U T. II. B MeHblIIeil cTeleny JaHO OIMCaHNUe ATOJ U
rpr6OB, TOCKOIBKY O HMX M3BECTHO OOJIbIIIE, YeM O
IMKOPOCaX.

1. JTuxopacTyupie pacTeHUs

B XIX - nHauase XX BB. cOOp AMKOPACTYIVX pac-
TeHMit (ZMKOPOCOB) OBUT TPAAUIMOHHBIM I MHO-
TUX CebCKUX JKUTeNIell CeBepHOro pernona Poccum.
Kak nokaspiBaioT Matepuaibl TeHniieBckoro 6:opo,
OffHVM U3 CaMbIX YIIOTPeO/IsIeMbIX B NIy PaCTEHWIT
6p11 morteBoit xBoi (Equisetum arvense L.). B Hapoge
OH IIOJI4)/I HasBaHME «IECTVKN», IMCTUKI», «IIe-
CTYLIKM». BeCHOI, KaK TOJIbKO COJIET CHET, IIOJIE€BOI
XBOIIl NOABJIANCA HA IAILIHAX, HOMAX, OKOJIO KaHAaB
U Ha oOpbIBaX. B mumly It miofoHOCHbIe cTe6/m
U JIUCTDA, KUC/IbIe Ha BKYC, IIOCKO/IbKY B HUX COfiep-
JKUTCS MHOTO 1IIaBe/IeBOl KUCITOTBL. XBOII cOOMpa-
IV LIe/IBIMM KOP3MHAaMU U TIO€ja/iu B CBIPOM Bujie. B
NI LIV TaKoKe MOfi3eMHble KTy OHM I0JIEBOTO XBO-
1113, Be/IMYMHOKI C BUIITHIO, YEPHOTO 1[BETA, a MIMEH-
HO Oefast c1afKoBaTast MsAKOTb, IO BKYCY HAIlOMU-
Harolas opex. B Benbckom yespe Bonoropckoit ry6.
KITyOHM Ha3bIBa/IM «3eM/ITHBIMM OpPelLIKaMI» U COOu-
pa/m uX LeNbIMM MEUIKaMM, TIIATeTbHO XPaHWIN U
ynoTpebnsmm B MUy Kak 1akoMcTBo (VIBaHMIIKMIA,
1890, 25). B xBoIIe COTEPKUTCSI MHOTO KPEMHIEBOII
KVICTIOTBI, 671arofjapsl 4eMy OH JMHOIZIa YIIOTpeObancs
LA YVICTKY JKEIe3HOM U IIMHKOBOI IIOCY bl

To, 4T0 ynoTpebneHne B MnIy AMKOPACTYIIVIX
pacTeHMiT HaYMHAIOCh C BECHBI, BIIOJIHE IOHATHO:
VMIMEHHO B KOHIIe 3MIMbl TIOAXOAM/IN K KOHITY Clie/laH-
Hble Ha 3IMY 3aIachl 1 Hanbojiee OCTPO OIIYIIAIach
HeXBaTKa HeOOXOIMBIX 4e/I0BEYeCKOMY OPTaHU3MY
BUTaMMHOB, 0c06eHHO BuTaMuHa C, H03TOMY [j0/A
AVKOPACTYLIMX PACTEHUII B IUIIEBOM PALMIOHE KU~
teneit Pycckoro Cesepa Bo3pacrana.

B ronogHble rofibl AUKOpPACTYIMe pacTeHNA He-
PEZIKO BOCIIOIHS/IN HEOCTATOK MYKM, HeOOXOAMOII
1151 BbIneyky xe6a. [1o coob1ieHn o KoppecioH/jeH-
ta TeHnieBckoro 6topo, B KaguukosckoM yesne Bo-
JIOTOCKOM TY0. «MHOT/AA B IPOIO/DKEHE BCEVl BECHBI
1je7Ible CeMbJ MUTAIOTCS MCKIIOYNATENIbHO MeCTYIIKa-
M1 32 HeuMeHueM xie6a» (APOM, ¢. 7, om. 1, 1. 334,
1.9).

VI3BeCTHO, YTO C 3TOII 11eJIhI0 TIOIEBO XBOIII CO-
Oupanu u B cocefHux rybepumsx. Tak, Hampumep,
B Havaze XIX B. B [lepmcKoit Ty6. B Heypo>KaliHbIe
TOZ{bI KPECTbsIHE MIPUMEIINBAIU K MYKe «IIeCTUKI»,
a TaKoke MUXTOBYIO Kopy 1 nebeny. Takum xe 06-
pasoM moctymanu u B Barckoit ry6., rae B ronop-
HbIe TOJ[b KPeCTbsIHE K MyKe HOOABIIA/MN «IIeCTbI»,
a TakKe je6efy, BBICYIIEHHYIO ¥ Pa3MO/IOTYIO Kap-
TOQEeIbHYI0 O0TBY, «KMCTEHKY KOPOBbIO» (IljaBeb)
VIV ee CeMeHa, KPAluBY, KMbIX 1 IPYyTHe IPUMeCcH
(ITommos, 1804, 96; Macnosa, Cranokosud, 1960,
144-145).

B ceBepHBIX IybepHIAX coOMpay TakxKe JATNIb,
wm gypHuK (Archangelica officinalis Hoffm.), — TpaBs-
HIICTOE pacTeHMe ceMelICTBa 30HTMYHBIX. B MupoBoit
¢nope HacunThIBatoT 10 BUIOB AATWIS, U3 HUX 5 TPO-
M3PACTAIOT B Halllell cTpaHe. B mumy num ero oun-
jeHHbIe cTe6m. Ero ocob6eHHo yacTo pBajm BeCHO
IIpM HelOpOfie X/Ie00B, a IETOM OH 3aMEeH/I OBOLINL.
Jlo cux mop MHOTUe MOXXU/IbIE IOV IOMHST, YTO B
[eTCTBE OHM COOMPanu MHOTO JISITUIsA, OTIPABISSACH
C POUTEIAMM 32 HIPefIeNbl POHOI IePEBHIL.

C/IoBO «JATM/Ib» B CIABSIHCKMX SI3BIKaX BOC-
XOIMT K TOHATHUIO «3[OPOBETb», «OBITh CUTBHBIM»
(Crpwxes, 1977, 97). B Bonoroackoii ry6., moMumMo
Hanbosee pacCIpOCTPAaHEHHOTO HA3BAHUA MNATUIA —
«IyAKM», BO MHOTHX Ye3[laX BCTPEYaINCh ellle TaKue
Ha3BaHNA, KaK «€TUIbSA», «AUNEIb», «IATUIb», «Iy-
nynb» u T. I. (CroBapb BOJIOTOACKUX FOBOPOB. Bpim.
2,27,70). OpHoit n3 poHeTHYeCKUX Mapasiesne sB-
JISIZIOCH CTIOBO «AT€/b» U €r0 IPOU3BOJHbIE — «sire-
Jibe», «ArebHUK» (CroBapb BOJOTOJCKUX FOBOPOB.
Beim. 12, 128). PaccMaTpuBast IpoucXoXKaeHMe C/10-
Ba «IATUIb», guanekrosnor JI. IT. Muxainosa o6Ha-
PYKIIa CXOfHbIE C HM Ha3BaHVA, OBITOBABIINE BO
MHOTVX ye3laX ApXaHIe/IbCKOil Iy0., a TaKXKe B Tep-
PUTOPMANIBHO OMU3KUX HOBTOPOACKMX, IHCKOBCKUX
U APOC/IABCKUX TOBOpax. «B urore, — mumer oHa, —
0OHapy>KMBaeTCs Lie/ast Cepysl CJIOB, IPeCTaBIIA-
X CO00II JIeKCMKANMN30BaHHbIE MEX/JaNeKTHbIe
BapUaHTBl OOILIEM3BECTHOTO “[Arenb  — “Hefienb
“mupens’, “rerenp’, “srenp’, “erennp’, 6e3 ydyera mpo-
VI3BOZJHBIX». ITO MO3BOJIMIIO €ii CAeIaTh BBIBOJ, YTO
«BOJIOTOJICKVIE TOBOPBI, C OAHOI CTOPOHBI, COXPaHsI-
0T IpeBHeIIIINe CTaBsSHCKIe JIeKCUYeCKIe J/IeMeH-
ThI Pa3HBIX ICTOPUYECKIX NTEPUOTIOB, C APYTOI — CO-
llep>KaT 3HAYMTEIbHBIN IIACT CTI0B CYyOCTPATHOTO
nponcxoxaenus» (Muxaitnosa, 2008, 32-33, 39).

Ha ceBepe 6b1a M3BeCTHA ellle OffHA PA3HOBMJI-
HOCTb T071eBOTO XBoIa — Angelica silvestris L. — xkpym-
HOe pacTeHMe, 1O TPeX MEeTPOB BBICOTOM, C LIM/INH-
IAPUYECKUM TONCTBIM CTeOrmeM, OONbIINMM Iepu-
CTBIMM JIMCTBAMY, IIPOM3PACTABIIEe Ha OTKPBITHIX
IOJIIHAaX ¥ Ha Oeperax pyubeB. Mojiofible He>KHbIe
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YepeLIKI, OYNMIeHHbIE OT KOXKYPBI, ObUIM CheTOOHDI
B CBIPOM BUJIE.

B Bomnoropckoii ry6., HOMUMO AATUIIA, HOBCe-
MeCTHO COOupany CoyHble CTebmM OGOMbIINX 30H-
TUYHBIX pacTeHUN Heracleum sibiricum, a Taxxe
u crebenpb KpecrorBeTHoro Bunias orientalis (VBa-
HuuKuii, 1890, 25).

Ceiiyac yXe Malo KOMY WU3BECTHBI «CBU-
Hble OpeHIKM» — KJIYOHM 3O0HTUYHOTO pacTeHUs
Chaerophyllum bulbosum. Kak mucan H. A. VBa-
Huukmii, B koHue XIX B. B HukonbckoMm, YcTior-
ckoM, CombBbrueronckoM 1 fpenckom yespmax Bo-
JIOTOACKOI Ty0. 9TO pacTeHye IPOU3PACTANIO CTO/b
0OM/IbHO Ha 3a/IMBHBIX JIYTaX, YTO €r0 MPUXOAUIOCH
Ja)ke BBIKAIIMBATh. B muiy ynorpebnsamm kirybeHb
BEIMYMHOI C BUIIHIO. TakKe BBIKAIIBIBAINA U €I
KTyOHY HOSB/ISIBILIETOCS BECHOI ellje OffHOTO pacTe-
Hus - Corydalis solida.

Hepocratok Butamuna C 3acTaBisa >KUTeeil
CEeBEPHBIX PETMOHOB OTIPABJISATHCS Ha MOUCKYU pac-
TEeHWI1, COIePKAINX IaBeIeBYI0 KUCTIOTY, Ipexye
Bcero masensd. lasenp (Rumex Acetosa L.) — sto
MHOTO/IETHee TPAaBSHICTOE pacTeHNe ceMelicTBa
rpeyniinbix. [To menbureit mepe 150 BUIOB maBensa
IPOU3PACTAIOT B YMEPEHHBIX 110 KIMMAaTUYeCKUM
YCTOBUAM pailoHaX CEBEPHOTO MOMyMIapus. Y >Ku-
Teneit Kapromonbckoro yesga ApxaHrenbckoit ryo6.
TaKye AMKOPACTYyIIVe pacTeHus, KakK IiaBenb (Kuc-
ML) U 3eTIeHbIiT YK (TyKoBasi TpaBa), ObIIM 06bIY-
HBIM JIOTIOJIHEHMEeM K VX HuiieBoMy paiyony (Iy-
pacos, 1986, 89-90).

Kak mmucan H. A. VIBauuuxuii, B Bomoropckoit
ry0. «BECHOI0 K€ COOMpAIOT IIe/IBIMM KOpP3UHAMMU
MOJIOfibl€ TUCThSI AUKOTO IIABENS U eIsIT UX ChIPbI-
MM, 0COOEHHO fieTu». VI3 1aBens rOTOBWIN CYIIBI,
ero B OOJIBIIOM KOJMYECTBE 3arOTAB/IMBA/IN BIIPOK
(VBaunuxkmii, 1890, 25-26). A B CONbBBIYETOICKOM
yesfie, Kak coo6111an KoppecroHjeHT TeHnIIeBCKoro
610p0, cOOp 1IaBess OBUT UCKTIOYUTETBHO 3aHATIEM
meTelt, IPUHOCUBIINX €T0 JOMOIT Ie/IbIMI KOP3UHa-
M. JICThS 1IaBe/s OYMIAINM OT COPHAKOB, KN
B IJIVHSHBII TOPIIOK ¥ CTaBU/IN B I1€Yb, I7ie IaBeyb
pasoIpeBas 1 fienancs o4eHb BKycHbIM. Korpa B ce-
penvHe yleTa LaBeb 3aliBeTasl, U3 HETO BBIPACTAl
IUVIVHHBIN TIAfKUil crebeb C MMCTOYKAMY, a Ha-
BepXy IOSB/IAJICA IMY4OK CeMsAH. MeCTHbIe XXUTeIN
HasbIBa/M CTeOeNb 1iaBerst «cTomnom». CobpaHHbIe
CTOTIL[BI €/IV, IPOCTO OYMCTUB C HUX HOTTSMU KOXKY-
1y. Ho mociie >KHUTBBI CTOIILIBI IIepepacTaIy U CTa-
HOBWINCD y>Ke HEBKYCHBIMU ISl YIOTpeO/IeHNs UX
B iy (APOM, ¢. 7, om. 1, 1. 334, 1. 8).

B nmecax cobupanu eliie 0HO, OU€Hb TIOXOXKee Ha
masesnb, pacteHne Oxalis Acetosella. Ero muctbs — ux
B HapOJie Ha3bIBa/IU «KICETIb», a TAKXKe IIBETHI («MO-

JIOYKO») KPeCTbsIHE C YJOBOIBLCTBUEM €/IM, IIOTOMY
YTO 10 BKYCY OHM OBUIVM TaKVIMU )K€ KVC/IBIMM, KaK 1
masendb (MBauumkuii, 1890, 26).

3HAYUTE/IBHBIM MOJCIIOPbEM B MUTAHUM ObUIA
kpanusa (Urtica diolica L.), u3 xoTopoit roToBum
BKyCHbIe 3erenble my (VBanuukmit, 1890, 153).

Ha ceBepe cobupanu m Takoe pacTeHMe,
KaKk «Oopip, Wi «OOpIIeBUK», «OOPIIEBHUK»
(Heracleum sibiricum L.), XoTs 3mech OH BCTpedar-
Csl peXe, 4eM B APYTUX MecTax. BecHOII 1 1eTOM BbI-
CYILIEHHBIE ¥ pa3MOJIOThIE TUCTbs OOpIIeBMKa Yalle
BCero Jo0aB/IsIM B MYKY, @ B CBeXKeM Blfie Oopiie-
BUK 3aMEHI KaIlyCTy B T€X MeCTaXx, I7ie OHa He IIpo-
M3pacTasa, ero TakXKe 3acalyBaji Ha 3UMY Le/IbIMM
kagkamu (JIunuuckas, 1997, 378-379).

B Bonoropckoit ry6. HOBCEMECTHO e/ B CBIPOM
BUJIe PacTyLINIl IO 3a/IMBHBIM Oeperam pek U I0¥i-
MeHHBIM ayraM aykuit nyk (Allium Schoeniprasum),
KOTOpPBI/l Ha YCTIOTe€ HasbIBalIM «IMKWUI BIUVIBUK».
9T0 6bITa IEVICTBUTENIBHO BKYCHAsI IPUIIPaBa K yxe
U IpyruM OnmiofiaM, HarpuMep, K TIOpe M OKPOIIKe.
JIyk et mpocTo ¢ X71e60M U COMbI0, HO 0COOEHHO
MHOTO B IIeTpoB I10CT, OKOHYaHMEe KOTOPOTO BCer/a
IPUXOJMIOCH Ha JIeHb CBATBIX arnoctonos Ilerpa n
[TaBma (29 urons/12 urons) (MBanuuxmnii, 1890, 25).

B ConbBBIUETOACKOM Yye3fle, KaK ¥ IOBCIONY
B Bomoropckoit rybepuum, mpy goMax MMeNuCh
OrOpOMIbI — «OTOPOMLbI», HA KOTOPHIX PasBONVIIN
KaIycTy, KapTodenb, TyK, MOPKOBb, 000BI, CBEKITY,
penbKy, xpeH. Ho 4ecHOK He caxkay, IIOTOMY 4TO
Ha 3aJIMBHBIX JIyTaX B M300WINM HPOU3PACTAN [y-
kuit yecHOK (Allium angulosum): «Ero cobuparor,
TOJIKYT, 0O/IMBAIOT KBACOM ¥ B 9TO KyILIIaHbe “MadyT
KYCOK, TO €CTb 0OMaKMBAIOT YEePHBIIl X/1e0 U egsaT»
(MBanuuxwmit, 1898, 6). OH poc B TakoM M3006MINM,
9TO JIs ero cbopa Ha Jryra co6Mpanuch AeBYIIKA 13
OMVDKHUX U JATbHUX JiepeBeHb: «J[eBKMU 9TI TaM 30-
ByTCA “dgecHOKoBKamu » (VBanunxmit, 1890, 25).

ConbBBIUETOMICKIE KPECTbsIHE COOMPAIN [IMKO-
pacTy1IMe pacTeHVs M3-3a TOTO, YTO OHY ObL/IV GOraThI
CaXapMUCTBIMU BelleCTBaMy, CTONb HEOOXOAVMBIMM
IUIsL OpraHu3Ma, 0COOEHHO JeTCKOro. B 6orblieit cte-
[eHy UMM OBl 60raThl MIOOHOCHbIE CTEOIM 30H-
iyHbIX (Angelica silvestris, Heracleum sibiricum),
a TaKKe KpecTolBeTHOro Bunias orientalis, xBormeit
(Equisetum), mmecTsl — «BOPOHBV» U «UeelIHbIe» (T10-
CTIeTIHYE CUNTAIOTCS 007Iee BKYCHBIMM), OPEILIKY ITOfI-
3eMHBIX KIyOHel, HarpuMmep, Ha KOPHSIX IOJIEBOTO
xBoma u 3oHTM4YHOro Chaerophyllum bulbosum,
1BeTouyHble cTeOm («cTombmkm») masensa (Rumex
Acetosa) (VM Baunukmit, 1898, 7).

B muuiy ynoTpe6ssiin B ChIpOM Bufie TYKOBKU
U KOpHeBulle ropua >xusopopsmero (Polygonum
viviparum L.) - He6O/IBIIOr0 TPAaBIHUCTOTO pacTe-
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HMSA C Y3KMMM IIPOJIO/ITOBATBIMY JIUCTBSIMU U MeJI-
KUMM O€IBIMI VTV PO30BBIMM [[BETAMM, BBITAHY ThI-
MM Ha JJINHHOM cTe6Ie B BUJie KO/IOCa.

MHorre BOJIOTOfICKME KpecTbsiHe cobupa-
M U eV CHOPOBbIe CTeOENTbKM MaJeHbKUX IIaIlo-
poraukoB - Botrychium Lunaria m Botrychium
rutaefolium, 13 KOTOPBIX ITOC/TETHMII, IPMHAJ|IEXKA-
VT K YMCTTY PeAKOCTHBIX BUOB B APYTUX I'yOepHU-
AX, B Bormoroyckoit ry6. MOXHO ObIIO BCTPETUTD B
00/IBIIIOM KOTIMYECTBE Ha MECTaX, Ijje BhIIIAcay 0-
MaIIHWIT CKOT. B Hapope 9Ti jBa pacTeHbMIA Ha3bl-
BaJll «TPaBKOI-MYpaBKoOJi». B BONOrofckux ecax
IIOBCEMECTHO COOMpamy «MydKy» — MOJIOAbIE IO-
Oery e, UMeIOLYe TIPECHBII, TPABSHUCTBIN BKYC
(VBauuuxkwmii, 1890, 25-26).

Ha ceBepe ObL1 OUeHDb pasBUT TAKOJI IIPOMBICET,
KaK cOOp Kef[pOBBIX OPeX0B, a B YCTb-ChICONMbCKOM
yeszie Bomoropckoit rybepHuu, rjje 00MIBHO IpOu3-
pacTan Kefip, ynorpeOisanm B MMUILy MOJIOfbIE, elle
MATKYe Kef[poBble MIMIIKM. VIX 3ammeKkan B 3071e, Ha
BKYC OHU ObUIM IIpeCHBIe U TEpIIKMEe U3-32 CMOJIBI
(VIBauuuxmii, 1890, 25).

B mummy men Taxoke CBIpOl KaMOVaIbHBII
707t Kopel cocHoBoro aepeBa (Pinus sylvestris L.),
COIpaHHBI B BUJe JIEHT. B JaHHOM cilydae pedb
UJeT O TaK Has3bIBaeMoil «3a00moHm» («OOIOHD),
npezcTaBsAoIell coboit, kak muitet B. V. [arnp,
«Hapy>KHBIe, MOJIOfible, HE OTBEpJieBIINe elle CIOU
IpeBECVHBI, TIOJ, KOPOJi, MM BepHee IOJ OIOHbIO,
Me3rol. 3abomoHb o00pasyeT [BOIHON  CIIOV,
BELIIHETO U OCEHHETO HapOoCTa, 1 00a [0 CIefyIoLeit
BECHBI JIEPEBEHEIOT; a €C/N, B XIJIOM JiepeBe, VIN OT
PaHHUX MOPO30B, BBIIIET B 9TOM 3aCTOI, TO ObIBaeT
IBOIHasE 3ab0MOHb, TOJCTHINM, MAPSOMbIL  CION
I pEBECYHHDI» (Danb, 1989, 1. 1, 553).

B Bonoropckoit rybepunn KamoOuit HasbplBaIu
«COKOM», €ro cobupanyu Hosciony: «BecHoit 6a6bl,
IeBKM U J€TH, @ YaCTO ¥ MY>KUKY, 3aIaCILINCh Tye-
camit, UAYT B JieC, OOHAXKAIOT [IePeBO OT KOPBI, HaJi-
PEe3BIBAIOT JIEXKALINII MOf, KOPOIO C/IO¥, IPOIUTAH-
HbII CBET/IBIM, KaK BOJIa, CTTAIKUM COKOM, CAMPAIOT
€ro JIeHTaMu, K/IafyT B Tyeca, YHOCAT JJOMOJi, U TaM
JIAKOMATCS CaMU Y Hafie/AI0T Apyrux» (VBaHumkmii,
1890, 25).

B 6osbi0oM KOMMYecTBe KpecThsiHe I Gepe-
30BbIII COK («Oepe30BuIia», «6epe3oBKa»), KOTOPHIM
lefipo ofiapuBana ux npupopa. H. A. Visanuikmit
mcan o cbope coka KpecTbsHamu Bomoropckoit
ry6. tak: «[IploT U 6Gepe3oBblil COK, KOTOPBI CO-
6upator B 6yThUIK1» (VBanmikuii, 1890, 25, 154).
Co/bBBIYETOACKME KPECTbsIHE TAaKXXe C Y/IOBOJIb-
CTBMEM JIAKOMWIVCh COCHOBBIM U Oepe3OBBIM CO-
KOM, cOOMpaeMbIM BecHOIT mmoBceMecTHO (VIBaHui-
xuit, 1898, 7).

I. K. 3enenun mucan, 4to B Poccum 06bI9HO
s cbopa coka Ha CTBOJIe Gepesbl, He BbILIE YeM B
80 cM OT 3eMJIH, fleany Hajpes ITy61HOI 0Ko/o 20
cM. CoOK, KOTOpBIl CKaIUIMBAJICS B 9TOM YITyOre-
HIU, BBIYEPIIBIBAIN JIOKKOIL. B ipyrom ciydae B Ge-
pese mpoOypaB/IuBamy OTBEPCTHE, IO CEPHLeBIHDI
WIM MeHee ITyb6oKoe, WV >Ke Hafipybasn AepeBo B
IBYX MeTpax TOIOPOM BJO/b JPEBECHOTO BONOKHA,
a MeXJAy 9TUMM 3apyOKaMy [e/any IHOIepedHbIit
Hajpes. B cenanHOe oTBepCcTIe BCTAB/IAIN TPYOKY
13 OY3MHBI VIN JPYTOTO fepeBa WM XKe IPUCTpan-
BaJIM Ke/I00, MOf, HUMM CTaBWIM VUIM HOJBEIINBa-
mu cocyp,. VIHoraa o6py6any cyk 'y o6py6neHHOTO
KOHIIA Of{BeIIMBaIy cOCyA. TakuMu xe crocobammn
HOOBIBaIM M KIIEHOBBIN COK («KimeHoBuIa»). Cokm
VIV He TOJIBKO B CBEXKeM BIJie, HO U B BIJIe KBaca.
[l 3TOTO KUTENMM CeBEPHOPYCCKMX TyOepHMil 3a-
KBAIlIMBa/M 6epe30Bblil COK COMOIOM («CYC/IO») VN
IMBHOI ryeit (3enenny, 1991, 153).

Hexortopble AMKopacTyliye pacTeHUS Hepen-
KO 3aBapyMBaIM BMECTO OOBIYHOTO ITOKYITHOTO Yas
wm [o0aB/IAIN UX K YoKe 3aBapeHHOMY 4aro. Yaie
BCETO 3aBapMBa/IM KPYThIM KUIIATKOM JIMCTbS MATBI
(Mentha arcensis L.). C aroi1 xe 1jen1bto cobupanu u
IpefBapUTe/IbHO BBICYLIMBAIM Ha CONHIIE JUCTbA
3Bepo6os1, a Taroke gymnnsl (Origanum vulgare L.),
MIMeBIIeil B Hapofie Ha3dBaHIe «IaJjaHKa» VI «60ro-
porckas tpaBa» (MBauuukuii, 1890, 153). Tak wacto
IIOCTYIA/N, He MMes CPe[iCTB Ha Yail MM B Ie/AxX
5KOHOMMUM, HanpyuMep, 6efjHble KpecTbsiHe Briterop-
ckoro yesza OmoHenxkoit ry6. (APOM, ¢. 7, om. 1,
n. 878, 1. 8; m. 889, 1. 2).

[TpnunHoit cObMpaTenbCTBa CheTOOHDBIX JUKO-
PacTyIUX pacTeHUI HePeAKO CTAHOBVIINCD IITI0Xast
TII04Ba, HEYPO>Kau, BbI3BaHHbIE XOTOJHOI 1 TTPOJIOTI-
JKUTENIBHOI 3MIMOJA, a TAK)Ke IPyTe SKCTPeMajIbHbIe
curyanyn. VIMEHHO B 9THX CTy4YasiX UCTIONb30Ba/INCh
Te TPaAVILIVMOHHbIE 3HAHNUA, KOTOPbIE IepefaBalicCh
OT OJHOTO HOKO/IeHMs K Apyromy. ITockonbky x1e6
U x/1eOHble M3/ 3aHMMAaIY B IIMIIEBOM palliOHe
xureneit Pycckoro CeBepa 0CHOBHOE MeCTO, MKO-
pacTyue pacTeHNs BOCIOMHANN HEIOCTATOK MYKI
B rojofiHble rofpl. Ha ceBepe 910 6b1/10 Yale Bcero
CBA3aHO C MO3JHNMMU IV PAaHHVMI OCEHHVMIU 3a-
Moposkamu. B xonne XIX B. cy4asnoch MHOTO He-
ypOXaeB, 4TO 3aCTaB/IA/IO 3aHUMAThCs COOMpaTeb-
CTBOM yallie.

Kak coob1ian ofyH 13 KOppecrnoHieHToB TeHn-
IIEBCKOTO OI0pO, MPUYMHOI obpaleHus: K cobupa-
TE/IbCTBY [ApPOB IIPUPOABI XXNUTemaAMu j. Huxuruno
Hosomagosxckoro yespga Cankr-Iletepbypckoit ry6.
OBUIM HEYJOB/IETBOPUTE/IbHbIE YPO)Kay, BbI3BaHHBIE
HeJl0CTaTKOM ypobpenus (APOM, ¢. 7, om. 1, 1. 1468,
7. 3-4). B 1890-€ IT. B 9KCTpeManbHOM CUTYALUN O4Y-
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TWIVICh KpecTbsiHe [. JIonmnHo MuxaiinoBcKoli BOIo-
ctu Cankr-IlerepOyprckoii ry6., Kora B X MECTHO-
CTU CIy4MICcs HeypoxKail: «OcTancs ofyH MAKUHHbIN
xned, — u TOMY 6butn papptl.. Bumsr MY>XUKHU, 9TO
x71e6a He JOOBITH € IO, CTA/IU COOMPATh, IIOKa ObITIO
BpeMs, BCAKIE IPUOBIL, ATOJBI, @ C OTOPOJIOB — BCE TOJ-
Hoe 11 efibl». [Tpuimnock rononaTs u B [Pyrom Ciy-
Jae, KOT/[a 13-3a JOJIIVX IPO/IMBHBIX Hoxpeit (c ViBa-
HoBa AHA 0 [TokpoBa) NPUXOAMIOCH >KaTh MOKPYIO
POXb, CYIINTb B M30SHBIX IIeYax ¥ MOJIOTb Ha >Kep-
HOBaX, HO MyKa IIOJTy4a/iach CbIpasd, a B Xyiebe ObIo
muoro cnopeiaby (Lecalt cornutum). Ho npuxopu-
JIOCh, €CThb U TAaKOW «IIbSHBI X1eO»: «Iloempb 3ToT
x1e6 — 3a60/IUT TOJI0Ba, CHEMACHIbCSA KAK IIbSHBIN».
Tpetnit TsoKenblit crydart ObUT CBA3aH € 3aCyXOl, Ha-
yyHasdA ¢ «BelrHero Hukomnbl» o YcneHnbeBa oHA: «...
Karmu goxps He Bbinaso. 3epHo 6bU10 Menkoe. Toxke
6encTBOBa/I MHOTO B TOM Tofiy» (APOM, ¢. 7, om. 1,
m. 1471, 1. 9 06.-11).

VI3BecTHO, 4TO I/IMTeNIbHbIE MOPO3HBIE 3UMBI,
YacThle JIETHME JIOKAM, IIOCTOSIHHAs CBIPOCTD, Oes-
HOpOXbe, He0OO3pVMBIe TaeXKHbIE /leca BBIHY>KA/IN
xureneit OMOHeIKo Iy6. BbIIIEKaTh IIPeCHBIN Xy1e.
Ero 3acymmBanu u 61arofapsi OTBEpPCTUIO B LIEHTpe
TaKOI1 JITIELIKY IO/ITO XPAHW/IN B IOMe Ha CIIeLMalb-
HBIX JKepJsX Iepeq IedKoll. A KOIZIa He XBaTalo CBO-
ero x/1e6a, KapesIbl IPYMeLINBaIY K MyKe pas3/IidHbIe
Cypporarsl — COCHOBYIO 3a00/IOHb, MOX, TPaBYy «BaxX-
Ky» (T10-BUJIMOMY, J/IHHBII TOJICTBIN KOPEHb BaX-
TBI TPEX/IVCTHOM, MU TPUQO/IN), SIMEHHYIO COTOMY.
Il 3arOTOBKM COCHOBOJI KOPBI ¥ IPUTOTOBJIEHNA
u3 Hee MyKu y Kapen eme B XVIII B. umenuch crienm-
aJIbHbIE HOXKI 13 OJIEHBETO POra 1 HOJI0IeHbIe CTYIIBL.
JlecHble ATOABI ¥ TPUOBI 3aTOTOBJIA/A BIIPOK KaXKzast
cembs (Kapensr.., 1983, 130-131).

Korga B 1891-1892 rr. B Kemckom yespe Ap-
XaHTe/IbCKON TY0. CIIY4MINCh HEypoXKau, Kapessl,
COCTABJ/IABIINE OOMBIIYIO YaCTb HACETeHNUs, BbIIIe-
Ka/Il P>KaHOU X/1e6 C NpUMeChI0 COCHOBOI KOpBHI,
MXa, COTIOMBI U APYIuX cypporaros. [IoObiBaBImit
3flech apxaHrenbckmit rybepHarop A. II. OHremb-
rapfar oTMedasl, YTO 4acTo x1e6 Ha 50-70% cocTosn
U3 [peBEeCHOII KOPBI, a KOT/ja He ObIIIO PXKaHOI MK,
TO KpeCTbsHE e/ IPOCTO «COCHOBYIO» Kamry (OH-
renprapar, 1897, 36).

Cxox1e TpafuIyy ynoTpebieHns B UILy Ape-
BECHOJT KOPbI COXPaHAIM U Apyrue GMHHOA3BIYHBIE
Hapopbl. KoMy B HeypoyKaliHble IOfjbl IOBCEMECTHO
ynorpebnsamm xne6Hble Cypporatsl ¢ fo6aBIeHneM
[IpEBECHOI KOpBI, IPEUMYIIeCTBEHHO MUXThL. s
IPUTOTOB/IEHVI MYKM C IVIXTOBBIX JiepeBbeB (IIpef-
HOYTHUTE/IbHO MOJIOABIX) CHUMAJIM KOPY, COCKaO/Iu-
BajIJi BEPXHIOK CEPOBATYIO KOXKMILY, BBICYIIMBAIN,
a 3aTeM TOJIK/IM €€ B CTYIle M/IM MOJIO/IM Ha PYYHbIX

YKepHOBax. VI3 IpOCesIHHOIT CKBO3b PEIIETO 1 pa3Be-
JEHHOV CBIPOJ BOZOI NUXTOBOW MYKU Je/aln Ipe-
CHOE TeCTO I IeK/n u3 Hero jenemkn. He cryvaitHo
y KoMy OBITOBaJIa TaKas IOroBopka: «B 6ecxmeOHbIi
rOff ¥ IMMXTOBOII Kope paj». Ho mHOrma nuxtoByo
MYKY 100aB/IsI/IN B KBallleHHOE SIYHEBOE TECTO IS
9KOHOMMM MY4YHBIX 3amacos (BbyHakos, 1858, 166).
Komu nobapmsiim Takxe B x1e6 KOpy psOMHBL, JN-
CTbsi MQJVHBI U JIMIBI, CEMEHA AMKOI TOPYMIIBI,
OopieBuK. SI3bBMHCKIE KOMM-TIEPMSIKU MCIIOTb-
30BaJIy JUIsL 9TOIL Lie/IV KJIeBep U TOM4YeHYIo Jiebeny
(Bermuuep, 1958, 230-231). Komu-niepMsakm K pxa-
HOJT MyKe JOOaBJIA/IN CYLIEeHbIe WV 3aMOPO>KEHHbIE
Aroppl yepeMyxu. B komnekiun Myses anTpomosno-
ruu u stHorpauu PAH (Canxr-Iletep6ypr) coxpa-
HWIVCh YHUKAJIbHbIE 00pasIibl CyppOraTHOro xneba,
VICIEYeHHOTO 13 MYKMU C fobaB/eHueM 60IOTHOTO
MXa, IMXTOBOM KOPbI, COJIOMBI, COCHOBOM KOPBbI,
nuctbeB pa6buHbl 1 yepemyxu (Pougsr MAD, Ko
476-2,4,6,8,9, 13, 14, 15).

B 06bIuHBIE TO/BI B BECEHHUIT MEPUON KOMU-
IEPMSKN U KOMMU-3BIPsIHE YIOTPeOsUIN B IMILY
COCHOBBIIT KaMOuii, GOpIeBMK, MOJIOfble IMOOern
xBolja. B Hauase Mo medopckue KoMy cobmpa-
7 COYHble cTeO/I OOpIeBUKa ¥ 3aKBALIMBAIN UX
BIIPOK. B TeueHme ropa KBaIeHslii 6OpIeBUK 3aMe-
HSUI MM KaIIYCTY ¥ PyTiie OBOLIM IIPK eXXeJHEBHOM
nuranuu (Orver 1867, 21-22). VI3 moneBoro xsoia
[enamy Ha4MHKY /I IMpOroB. [leTy BecHOI enu
MY>KCKJe COLIBETHS eIy, CTeOIN IATUIIS, MBIIIVHBII
TOpOIIEK, AUKYI0 MOPKOBb, BHYTPEHHIE YacTy CTe-
61eit nomyxa (Koros, 2000, 110).

Ynorpebnenre B NNy AUKOPACTYIIMX pac-
TeHMI1 OBIIO TeM 0ojiee Ba)KHO, YTO BOJIOTOJCKUM
KpecTbsiHaM ObUIM HE3HAKOMBI Ipyrue (GpyKThl 1
oo, 6orarsie ButaMnHoMm C, HampuMep, TMMOH.
H. A. VIBarMKnit IpMBOAKUT CMEIIHO CIy4aii C Ofi-
HVYM COJIbBBIYETOICKUM KPECTbSHMHOM, KOTOPBIit
BIIEpBbIe TIOCETUI TPAKTUP B ApXaHTelTbCKe U 3aKa-
3aj1 cebe 4Yail C IMMOHOM, O KOTOPOM Y Ke CIIBIIIaI:
«Bo3Bparach Ke TOMOIL, CTal CMEATbCS HaJ TeMU,
KOTOpBbIe HAaXOfAT BKYC B Yal0 C IMMOHOM, IIpyYeM
[/l TIOHATD, YTO JIMMOH 3TOT ObUI coneHblit. Kor-
[la ero pacCIpocunu MoppobOHee, 0Ka3amoCh, UTO
OH CMellIasl Ba HE3HAKOMBIX €My IUIOAA U, BMECTO
JIMMOHA, CIIPOCUJI OTYPIIa, KOTOPBIIL €My U IOJAJIN.
My>KUK 3TOT OBLI JOITO OOIIMM HOCMEIINIIEM B Jie-
peBHe» (VBauuikmit, 1898, 6-7).

2. JlecHbIE ATOTBI
[ToMyrMoO cOOCTBEHHO AVIKOPACTYIIUX TpPaB Ha
ceBepe BO MHOXKeCTBe COOMpaJ JieCHbIE STOMIBI, 1ie-
NleOHbIe CBOJICTBA KOTOPBIX ObII M3BECTHBI JABHO.
ITpumepno 90% Bcex yIIEBOJOB ATOJ, COCTABIIAIT
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JIETKOYCBOsIeMBIe Caxapa, IIABHBIM 00pa3oM, ppyk-
To3a M rmoko3a. OHu copepxar Takxke ot 0,9 mo
2,0% cBOOOIHBIX OpraHMYecKUX KUCIOT (BUHHAs,
MMOHHas1, s167104Has, 6eH30/HasE U [p.) U, TaKUM
06pasom, Bcerja ObIIM HaJle)KHBIM CPeICTBOM IIPO-
TUB LIMHT.

Hamnbomnee pacrmpocTpaHeHHOI Aromoit Oblrta
kmokBa 6omorHas (Oxyycoccos palustris Pers.) —
HOJI3Y4NMil KyCTapHMK C BEYHO3€/IEHBIMI OBa/IbHBIMU
mucroukamn. bpycauka (Vaccinium vitisidaea L.) -
ATOa KYCTapHUKA CeMelICTBa BePeCKOBbIX, 0COOEH-
HO 6orara IMIEBBIMM BOJOKHAMM, CBOOOIHBIMU
OpraHMYecKVMH KucnotaMu. B 6pycHuke cpaBHU-
tenbHO MHoro Butammua C (15 mr %), Gmaromaps
Ha/IM4YMi0 OeH301HOM KUCTOThI OPYCHUKA XOPOIIO
COXpaHseTCs Ha BO3AyXe U B Bofie. braropaps aTo-
MY ATOJbI KITIOKBBI ¥ OPYCHMKM €I/ B CBIPOM BUJeE.
OnHu 61N HACTOALIMM JTAKOMCTBOM, OCOOEHHO [IJIsd
meteil. VI3 OpyCHUKY Jieany KUCemu, MOpC, XeJe 1
BapeHbe, a JINCTDS 3aBaPUBA/IN U VIV BMECTO Jasl.

B cyxux cocHOBBIX 60pax BeCHON ¥ 0COOEHHO
OCEHBIO — B CEHTA0pe KpecTbsiHe COOMpanyu TOMOK-
HAHKY (Arctostaphylos uvaursi Spr.), wmm «mMepBexxbe
YUIKO». SITO/IBI TOTIOKHSHKY — >KeCTKIE, MYYHUCTbIE
C HECKO/IbKVMU KOCTOYKaMM BHYTPH, M3-33 MAJION
CheOOHOCTH UX U Ha3bIBA/IN «MeIB&KbUMI». CaMo
Ha3BaHMe TOJIOKHSHKY IIPOMUCXOUT OT C/IOBA «TO-
JIOKHO». /I3BeCTHO, YTO BBICYIICHHBIE TOMbI TOTKIIN
B CTYIIE, a 3UMOJT JOOAB/IANN K MyKe JJI BBIIEYKN
x/1e6a. BoT moyemy 1 3aKpemnmnaoch 3a TOMOKHAHKOM
TaKoe IIPO3BIIIIE, KAK «MYYHNIIA», KTOTOKOHHWK».

Yepunka, wm yeprnua (Vaccinium Myrtillus L.), -
OfIHa M3 CaMbIX PAaCIPOCTPAHEHHBIX ATOJ] HA CEBepe.
B mumy ymorpe6snm CylleHble SITOABI, X TaKKe
HPVIMEHAIN KaK BAXKYILee CPEICTBO IIPY KMIIEUHbIX
paccrpoiictBax. Yepenoseukne xkpectbsaine Hosro-
POJCKOIT IyOepHMY TTOTyJaIy BKYCHBIN VI TTO/IE3HBII
COK U3 SITOJ YePHUKMU, WM «TOHOOOIO», KOTOPDII
3[1eChb HA3BIBAICA «IeX», Wi «umk» (lepacumos,
1898b, 398).

B 60moTHCcTBIX MecTax pouspacTana MOPOIIKa
(Rubus Chaemaemorus L.) - TpaBsiHucroe pacre-
HIfe, IUIOfIBI KOTOPOTo O0IafaloT IPOTUBOLVHIOT-
HbIMU cBoicTBaMu. Ee cobmpany 0co6eHHO MHOTO
B Pycckoit Jlannangun, Hanpumep, B KonbckoM yes-
e Ononerkoit ry6., rjje IPORO/DKUTENbHAS 3UMa U
IJI0Xasg MOYBa IPEIATCTBOBAIN 3eMIIEMeTbUeCKIM
3aHATHUAM U pasBefleHNIo oBouleil. JleiiteHaHT Peii-
Heke, mo6wpiBaBmmii B 1830 1. B T. Kosa — OKPY>KHOM
ropoze Konbckoro yesna, mucan: «CobcTBeHHOE Xe
nponspacrenue JlammaHaum CyTb TpuObI ¥ pa3HOTO
pozia Arofbl, U3 KOMX MOPOIIKA 3aHMMAET IepBOe
MeCTO, IO OOJIbIIOMY ee KOMYECTBY U IOJb3e, Ka-
KOBYIO OHa MOXXET IIPUHECTY >KUTEJIAM Cell CTPaHbI,

COCTABJISAA 3[l0POBOE TAKOMCTBO ¥ HEKOTOPYIO YaCTh
UX poMblnUieHHOCTN» (Onucanue.., 1830, 23, 26).

C6op 7ecHbIX ATOX OBUI J[OXOIHOI CTaTbeil
CeJIbCKOrO X03siicTBa ureneil HoBomagosxckoro
yesga Cankt-Iletepbyprckoit rybepuun bombire
BCETO OHM COOMpamM MOPOIIKY, «IJIaXy», KOTO-
PYIO IIpOfiaBajIi B TOPOJ Ha HACTONKY, «OPyCHUILY»
(6pycHUKY), KIIIOKBY, PAOJMHY BO3VIN Ha IPOAXY B
[Terep6ypr (APOM, ¢. 7, om. 1, f1. 1471, 1. 7).

H. A. MBaauiikuit nuca, 4To B COIbBBIYETO]] -
ckoM yeszie Bomorofckoit rybepHUm «us ATOFHBIX
TpaB 110 6eperam [IBuHBI U Bpryeripr mponspacramoT
OpycHUKa, YepHMKa, TOTyONKa, ITa/leHNKa, MOPOILIKa
1 oTYacTy exxeBuka» (VMBauuukuii, 1898, 6).

Tony6buxy (Vaccinium uliginosum L.) - xpym-
HYIO SITOZY CMIHEBATOrO I[BETa /1M B CBIPOM Y CYyIlle-
HOM BUJe, U3 Hee Jenamu Kucenu. B paitoHax Pyc-
ckoro CeBepa moTpebieHue roMyOUKM CUUTATIOCH
3pPEKTUBHBIM CPECTBOM HpPeAyIpPeXJeHNUs TH-
noasutammnuosa C. «Camo co6010 pasymeeTcs, 4TO
TaKMe SATOMIbI, KaK OPYCHMKA, YepHUKA, TOMyOuKa 1
MOPOIIIKA, IOeAAI0TCS B CHIPOM BHJIe, KaK TOBOPUT-
¢, CKONIbKO Bje3eT», — mmcan H. A. VIBanumkmnii
(MBaunnxmii, 1890, 26).

[Tonsiamka (Rubus arctisus) Toxxe 6p11a pacmpo-
CTPAHEHHOI1 ATOJOI U K TOMY YK€ OY€Hb LIeHHOM 110
CBOMM Ka4ecTBaM, OTTOTO OHA BCEIZa MMe/a XOpo-
it cOp1T. Enn mectamn 1 Boponuky (Empertrum
nigrum), HeCMOTpA Ha ee CUIbHOe MOYErOHHOe
CBOJICTBO, OTTOTO B HAPOJie OHA ITOTyYN/Ia Ha3BaHuUe
«cyKa», wm «Malka-nocukamka». Cobupam n
3eMJIAHMKY, 60raTyio 6eH30IHOI KUCIOTOIL.

Aroppr yepnoit cmopopmubl (Ribes nigrum L.)
ObUTM OYeHb NMOOMMBI B HApPOfe, CUUTANIOCH, UTO
IIOYKY, COOpaHHBIe BECHOJ ¥ 3aBapeHHbIe C MOJIO-
KOM, XOPOIIO OYMIIAIOT KPOBb.

I[ToBcropy yHOTpeO/Is/Ii B MY SATOABI YepeMy-
xu (Pranus Radus L.), koTopble eu U B CBeXKeM BUJe,
U 3aBapMBa/M Kak 4ail. YepeMyXOBblil IICT K/Ia/Iu B
YajlHMK C YaeM UL 3aIlaxa, a U3 4epeMyXOBOIl MyKU
K/ IIUPOTN.

[ToBcemecTHO enu B CbhIpoM Buje psbuny. Ee
OOLINIIBIBAIM KUCTAMU OCEHBIO, KOTa ATOAbI Y-
XBaTBIBA/IO MOPO30OM U OHU CTAHOBMINCH CrIafi-
KoBaTeIMI. Kuctu psi6uHbI CBs3pIBanu 6GedeBKOIL,
Bellla/M Ha TIOBETH 1 3VMOJ YHOTPeO/IsIIN B ULy
KaK JIaKoMCTBO. B Co/lbBBIYETOfICKOM ye3fie TakKue
CBA3KM PAOMHOBBIX KUCTENl Ha3bIBaIM «KYKIIMHA-
vu» (MBanuukmii, 1890, 25).

B mymyy mom u siropget Mazmae! (Rubus idacus L.,
6oraToil TMMOHHOJ KNC/IOTOM, II0O9TOMY €€ el B
ceipoM Bupe. Ho 04eHb 4acTo 1{BeThI MaJIMHBI 1 CY-
IIeHbIe ATO/bI 3aBapMBA/IN VI IIVJIV IIPYU TIPOCTYAE U
OT KallUIA KaK IIOTOTOHHOEe CpeicTBO. B3Bap us cy-
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IIEHBIX SITOJ C KPACHBIM MeJ[OM I/ TIPY KOKJIIOIIIe
(ViBaunuxmii, 1890, 152).

Kpecrbsine Bonoropckoii ry6. cobupanu Bepec,
win MoxoKeBenpHUK (Juniperus communis L.), siro-
Jibl KOTOPOTO Ha3bIBaIM «MOX/10Xa». CIIOBO «MOX-
JKeBE/IbHMK» B Hapope Obl1o HemsBecTHO (VBanmiy-
kuit, 1890, 154).

B Bornorogckoit ry6. srofpl 3aroTaBaMBaIM Ha
3UMy BIpPOK B 6osblioM kommuecTBe (BopomnmHa,
1992, 86). ManuHy, YepHMKY, TOTyOUKY CYIIVIN, MO-
POILIKY ¥ K/IIOKBY CTapajliChb COXPAaHUTb B CBEXEM
Buje. KIIoKBy iep>kasy B Kaikax B XOJIOfHOM MecCTe,
OPYCHUKY XpaHWIN B MOYEHOM BUJe, a pAOVMHY — B
MOPOXXEHOM. SIrofpl ObUIM HEOTHEM/IEMBIM KOMIIO-
HEHTOM ITOBCEIHEBHBIX, MIPA3IHIUYHBIX 1 00PSTOBBIX
6711071, ¥ TIpeXX/ie BCEro OCHOBHOM HAYMHKOI JI/ISI TN~
POroB. VIX mek/ paKkTUuecKyl IIOBCeMeCTHO — B Ap-
XaHTenbcKoi, Bomoropckoit, OnoHerkoim ry6epHI/mx
(BepHiuram, 1983, 68). C sirogamy roTOBMIM KBac,
KVCeMU. A CONMbBBIYETOJICKYIE KPECThSIHE €U KUCENTb
U3 COTIOAA, B KOTOPOM pasBapuBaI SITOfbI KaTMHbBI
(ViBanumxwmit, 1898, 7). OnoHerkue KpecTbsiHe 6pyc-
HMKY TOJIK/IM IIeCTaMM ¥ BBIHOCI/IV Ha MOPO3, a 3U-
MOJ1 YaCTh OTAE/IANIM OT 3aCThIBIIE MAcChl ¥ Pa3Bo-
munu siropiel Bogoit (APOM, &. 7, om. 1, 11. 886, 1. 3-5).

B orpenbHbIx paiioHax Pycckoro Cesepa c6op
STOR, BeJCs 0COOEHHO MHTeHCHBHO. KpecThsiHCKUe
coo01iecTBa, OCO3HABAsA, YTO 3TO MOXKET HeraTVB-
HO CKa3aTbCsl Ha YPOXKasAX MMOC/TIEAYIOMUX JIeT, BBO-
AWK 3aIpeT Ha UX cOOp B TeUeHIe OIpefelIeHHOTO
BpeMeHu. Takoil OObIYail «3aIOBEbIBATb» SITOMIBI
cymectBoBan 1 B YepenosenkoMm yesze Hosropos-
cKoit ry6., Iie mIoxue ypokau xae6a, BCIE[CTBUE
IIeCYaHol OYBbI U NTpeobnajanns 6010T 0COOEHHO
B IOKHOJI YacTV ye3Jja, 3aCTaB/IIA KPeCTbsH 00-
pamath Gonblllee BHYMaHME Ha «IECHOV Xapd» U
3aTOTOBJIATb €r0 IIOMHOIY BIIPOK, KaK IIOACIOpbe
K IPOYVM HNNIIEBBIM IPOAYKTAM, a U3/IUIIKA ATO
IyCKaTh Ha IPOZaXy. Tak 4TO, KOHTPOJIb 32 X COO-
POM, BpeMeHHBIil 3arpeT ObUI LielecoobpaseH U ¢
TOYKM 3peHMsI 9KOHOMMYECKO! BBITOAbL. BoT 4TO
nycan o6 3TOM CoOBpeMeHHMK: «B mpenynpexpenne
BBIOOpA SITOL ellle HeCHeTbIMU U ISl PABHOMEPHO-
TO pacIpefie/IeHNs UX MeX/Y BCelo lepeBHeI0, Aro-
Ibl OPYCHMKY M K/TIOKBY “3amoBenyioT’. [lyis aToro
B Hayajie jieTa COOMpaeTcs B JAHHOI JepeBHE CXOJ
Y IIOCTAHOBJIAIOT IIPUTOBOP HE COOMPATH ATOBI O
M3BECTHOTO BpeMEeHM, a OCIYIIHMKAM OIpefes-
eTcsl HakasaHue. B meHp “pacrioBefpiBaHUS’ ATOf,
OTIIPABJIAIOTCS MOYTY IOTONOBHO Jyisi cbopa, U B
ypOXKaliHble TOfbl OPYCHUKY HAaOMpaloT, a 3aTeM Ha-
Ma4MBAIOT U HATIAPUBAIOT Iiefble KamgKu. KTIoKBbI Jke
HEKOTOpBIe CeMbJ HabMpaIoT 10 YeTBepTu 1 Horee,
YacTb ee MPOJAETCs MPHe3KALVM, HAPOUHO IS

3TOro, CKymIuKaMm. [lake Takyue HEBKYCHbIE, Kak,
HalpuMep, MOXK)KEBETOBbIe, I TO 3arOTOBJISIOTCS
II0 HeCKO/IbKY Mep. B mpopo/mkeHue 3UMBbl U3 HUX
BapsT MPa3gHUYHBIN HAUTOK IOJ] Ha3BaHWeM “Be-
PecoBOro Cyc/ia Wiy MMBA’, KOTOPbIIi MIbeTCsI BCEMU
C YIOBO/IbCTBYEM, 32 HEMMEHVEM HUYETrO JTy4ILIero»
(Tepacumos, 1898a, 122-123).

3. Ipu6sI

3HauYNTeNPHOE MOACIOPbEM B TPAAMIIOHHOM
INTaHUY CeNbCKOTO HaceneHmsa Pycckoro Cesepa
COCTABJISI/IV TPUOBI, KOTOPBIMY M300M/TOBANN 3Jiell-
Hue neca. B. V1. [lanp B cBoem «TonkoBoM croBape
XKMBOTO BETMKOPYCCKOTO SI3bIKa» OTMeYas, 4TO B
qrcie Hanbomee TUIMYHBIX OO XKUTENeil ceBepa
Poccyn 6bu11, HanpuMep, noxne6Ka 13 KOHOIJISTHO-
IO COKa C IPY3/AMMI, CONEHbIe TPY3/I, IUPOTY C IPU-
6amu wiu sirogamu u fip. (Hanb, 1990, 1. 3, 345-346).

B Bomoropckoit rybepHuy Bce TpuOBI, WK
«Ty0Obl», MU MeCTHbIe Ha3BaHUs: «CEAKI», «BO-
MEHeIbl», «BOJNIAHKN», «HaHb» (Oenbie rpubbi),
«KpacHble IpuObI» (0OPOBUKN), «OBIYKI», <KKyOapm»,
«KyOapukm» u T. fi. VI3 Tpu60B MpUTrOTOBIAMN pas-
Jn4Hble KylraHbs. CylleHble IpObI MCIIOTb30BaIN
IU1s1 TTOX/1e00K: 13 BapeHbIX Oe/bIX IpuOOB MM PbI-
XKMKOB € 100AB/IEHMEM SNUL] TOTOBU/IN «TOTIOMY/IKY »;
CYII U3 CyXMX IpUOOB, OTBAPEHHBIX C OBCSHON KPY-
11011, Ha3bIBaiCsA «ryOHuna» (Boponmna, 1992, 86).
[l 3aconKy LM TPY3[Y, PbDKUKM, BONBAHWIIBI
(BONHYIIKM), Ty THY, @ «KPACHBIE TPUOBI» — ITOJOCK-
HOBUKY, «06a6k1» (mmog6epe3oBukm), 6ebie rpuoObI
(«KOpOBEHHMKI») CYIIVJIN, YKapVIU U BapyJIL.

Kurenm Hosomagoxckoro yesgma CaHKT-
[TerepbOypckoit rybepHun rpubbl 4yaije cobmpanm
He Ha TIPOfIaXy, a Ji/IA JoMalIHero obuxopa (APOM,
. 1471, n. 7). B Yepenosenxom yesze HoBropozckoii
ry6. TpMOBI ITO/IBEPTaNCh COTIEHNIO U CYIIEHNIO, a Cy-
1IeHble Oefble TPMOBI LM UCKTIOYNTEIBHO Ha MPO-
maxy Ha KpemjeHckoit sspmMapke B I. Becberoncke mo
3HAYMTENbHOI IleHe — oT 40 K. 1o 1 py6. 3a GyHT, cMO-
Tps 10 ypokaro. CTapbiii 6esblii rpub Ha3bIBaIM «KO-
HOBSAII» WM «KOHOBATUK» («KoHOBsIIEN HaHecmm»)
(Tepacumos, 1898, 122-123, 395).

[pu6sI 6BUIM HEOTHEM/IEMOI YaCThIO IMIEBO-
ro pauuoHa OJIOHELKMX KpecTbsH. KoppecronaeHt
Tennmmenckoro 61opo mucan: «KpecTpsiHuH Harueit
manekoit v xomopHoy OnoHyym He mM3banoBaH Nu-
1[e10, KOTOpas OTIMYAETCA Y HUX OfHOOOpasueM 1
MaJIOl0 IUTATeIbHOCTDIO. [I1IeBbIe IPOAYKTHI Kpe-
CTBSIHCKOJ CeMbM OOJIBIIEI0 YaCTHIO PACTUTEIBHOTO
CBOJICTBA I 3aTOTOBJISIIOTCS KPECThsIHAMM BO BpeMs
neTa Ha Bech rof». OCeHbI0 3ar0TaBIMBaIU IPUOBI
BIIPOK. VIX CyIIMIN LIe/IbIMM MEIIKaMy ¥ TOTOBWJIN
KPYIJIBI TOfI, 0coOeHHO GenHsiku. [pubpr oTBapn-
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Ba/IM C OBCAHOII 3aCIION B BUJE MTOX/IEOKI, HO Yalle
BapIIN COJIEHbIE PBDKVKU C AYMEHHOI KPYHoiL. PbI-
KUK 1 SITOfIBI enu ¢ 6mmaamu u Kaiamu (APOM, ¢. 7,
om. 1, 1. 886, 11. 3-5).

Yro e KacaeTcsl HapOJOB KOMIU, TO OHM I'PUOBI,
KaK I SITOABI, Yallle CYLIVI/IN, & CONIVIIN peXXe — 13-3a
nexsarku conu (Koros 2000, 110).

* * *

Tpapuumsa cobuparenbcTBa COXpaHAIACh U B CO-
BeTcKuit nepuop, (1917-1991), xorga ynorpebnenne
B IIVIIY STOfI, TPUOOB U AMKOPACTYLIUX pacTeHMIL,
KaK U Npexfie, IOIep>KIUBaIo JTOfieil B TPYHbIE U
ronofHble rofipl. Vi3BecTHblit yuenslit [I. A. 3omora-
peB, 00cIenys ceBepHble U pyrue rybepaun B 1919-
1925 rr., oT™MEYAN, YTO «HEOCTATOK PXKAHOM MYKU
BBIHYK/]a/1 IpubOeraTh K 9KOHOMUM ¥ CypporaTam».
Ha ceBepe misa mpuroropneHus xmeba MCIONB30-
BaJII COCHOBYIO KOPY ¥ COJIOMY B OT/IM4YJ)E OT [ora
u IToBO/DKbBA, Ifle B MYKy A00aB/siin daie nebeny,
XXMBIXU, 60TBY 0T oBo1el: «OHNM OYeHb YacTO 3aMe-
HsUIU X71e6 B TsDKeIble TOfbI TOMofia 11 Ge3BpeMeHbsl.
Hacenenne BepHy/IoCh K TOMY, YTO ObIZIO OOBIYHO B
HaTypaJbHOM XO3SI/ICTBE IJIOXO 00eCIIeYeHHBIX XK -
Te/ell epeBHM B OTHAJIEHHOM IpourioM» (3oora-
pes, 1926, 149).

ITocne Bemukoit OTedecTBEHHOV BOMHBI B
1946-1947 1. BHOBb paspasucA TONOJ, IO3ITOMY
KapTOYHas cucreMa OblIa He TOJIBKO He OTMEHEHa,
a ycyrybmnach 3a c4eT COKpalljeHUsI HOPM BBIfJa4uM
x7me6a. ITO KOCHYIOCh 1 CeBepHBIX obmacteit Poc-
cuu (ITomos, 1993, 79, 91). MHorMe OKMJIbIE BOJIOL-
YKaHe HaJIO/ITO 3aIIOMHIIIN TsDKeIble ITOC/IeBOCHHbIe
TOZIBI, KOTZ]a C LIe/IbI0 BBDKVMBAHUSA VIMEIOIecs 3a-
Iachl MKV CMEILIVBA/IV C OBCSHOV MAKVHOI Y TIeK-
7V MAKVHHBI X/1e0, a IpU ee OTCYTCTBUU €/ TO-
JIOBKU KJIeBepa («KOKIIa»), 1ebeny, KpanuBy, Oesblit
00TOTHBII MOX, KapTodenpHyw 60TBy. Hepenmko
BMeCTO X/1e6a YyIIOTpeOIsIIN IIOOHOCHBIE TOTIOBKM
I0/IEBOTO XBOIIIA, KOTOPbIe CMELINBAIN C TOJIOBKAMMU
JIbHA, OCTABIIVIMMUCA IIOCTIe X 0OMOIOTa («KyI/Iu-
Ha»). B ToreMckoM p-He M3 HUX >Xe Bapyiyu Kaury.
JIromu eyt MUCTbsI JIUIIBL, TIepeTepThie ¢ KapTodeneM
" MyKOI1. VI3 Mep3/10¥i KapTOKY TeK/In Kanaun. Ho
0COOEHHO TSDKEJION NOOaBKOI K IuIe ObUIM KOCTU
JKVBOTHBIX, PaCTOTYEHHBIE B CTYIIE, WU Oepe3oBble
OIIVJIKM: MHOTVE He BBbIAepXUBamyu u ymupamu. JJo
CUIX TIOp JIIOIY C OCYXK/IeHJMeM BCIIOMMHAIOT, YTO He
pasperany cobupaTh Ha KOIXO3HBIX ITOJISIX KOTOCKNU
U 3epHa, OCTaBlMecs mocie ybopku ypoxas. Ha-
Ka3aHUIO MOABEPTra/INICh He TONbKO B3POCIIbIE, HO I
netn. He paspemranocs, eCTb fake K/IeBepHbIE IV
KU, TIOCKOJIBKY B TOJ[bl BOJHBI K/IeBep OBbLI IOYTU
eIVHCTBEHHOI QypaxkHOil KynbTypoil (BoponuHa,
1992, 80-81). ITo Mmoemy MHeHMI0, TeMa yroTpebie-

HMA B IUILY AMKOPACTYIIVX PACTEHUI! C IIe/IbI0 BbI-
XKMBaHMs B COBETCKMIT EPUOJ], HACTONBKO BaXKHA 1
o6LIMpPHa, YTO 3aC/TY)KMBAET OT/e/IbHOTO BHUMAHSL.

B saxsmoueHme ciegyer cKasaTb, 4TO, CYAs IO
VICTIOZIb30BaHHBIM B paboTe MarepuanaM, cobmpa-
TE/IbCTBO CBeJOOHBIX JUKOPACTYLIMX PpacTeHMIL,
ATOJ, U1 TpUOOB ObIIO 3HAUYUTETIBHBIM IOJICIIOPbEM B
TPaULIMIOHHOM IIUTAHUA CEBEPHBIX PETUOHOB CTpa-
HbI, XOTsI ¥ HOCWUJIO BCIIOMOTATe/IbHBIN XapakTep.
Victounukm mokasanu, 4to B XIX - Hauame XX BB.
xurennu Pycckoro CeBepa cucteMaTiyecky 3aHMMa-
JMCh cOOPOM JapOB MPUPOADI ¥ BKTIOYA/IN B IINIIe-
BOJI PALVIOH ATOABI U1 IPUOBL, @ TAKXKe IVIOfbI, KOPHI,
JIyKOBMIIBI, MOJIOfble TI06€TH, CTeO/II, TUCTh, TO0Y-
KU, IIBETHI, KOPY MHOTYX IPUTOHBIX B IUILY [MKO-
pacTymux pacreHuit. [Ipudem ynoTpebmsiim ux B
NIy 110 Mepe UX CO3PeBAaHNA B Pa3IN4HOE BpeMs
rofia B CHIPOM BUJie WIN IIOC/Ie IPeBapUTENIbHON
06pabOTKM [Is1 IPUTOTOBJICHNS PA3/INIHBIX OMTION.

Hernp3st He YUUTHIBATb OTPOMHYIO IO/IB3Y pac-
TEHWII, COTEP>KAIX MHOXXECTBO HaTyPajbHBIX BU-
TAMIHOB, YTO COXPAHS/IO 1 TOAJEPKMUBAIO 3[{0PO-
Bbe He OJJHOTO ITOKOJIeHNA /Iofiell. YioTpebneHue B
NIy AMKOPACTYIIVX PacTeHMIl U ATOJ MO3BOJIAIO
6OpOTbCA C TAaKOI PacIpOCTPAHEHHOI OOJIe3HbIO,
KaK aBUTAMVHO3, VIV LMHIA, IPefOTBpalas He-
XBaTKY >KM3HEHHO BaKHOTro BuTamyHa C.

B roppr HeyposKaeB, CBA3aHHbIX C Pas/INYHbIMU
3KCTpPeMa/IbHbIMU CUTYaLUAMI, Japbl IPUPOJIBI KaK
€CTeCTBEHHbIE PACTUTE/IbHbIC PECYPChI CYIeCTBEH-
HO BOCIIOJIHS/IN HEJOCTATOK X/1eba MM OTCYTCTBUE
B IMIEBOM palVIOHe XTeOHBIX IMPOAYKTOB, 3aHU-
MaBIIMX B IMINEBOM paIjfiOHe XKTenmeit Pycckoro
CeBepa OCHOBHOE MeCTO, ¥ CIACaay OT TOJOHOM
CMEpTU HEMAJIO )KM3HeIl.

CobupatenbCcTBY ObUT IPUCYIL KOMTEKTUBHBII
XapakTep, B cOope HapoB IIPUPOAbI IPUHUMA/IN Y4a-
CTHe ITOYTH BCe BO3PACTHBIE IPYIIIIDI, HAUMHAS C Jie-
teit. TakuM 06pasoM, IPOMCXOAMIA COLMATM3AIINA
IO PACTAIOIIETO MOKOJIEHNUS, YTO COOTBETCTBOBAIO
TpPaIULIIVIOHHBIM HOPMaM ITOBEeHIA.

Co6op siron 1 rpubOB MO-TIPEKHEMY BefIeTCs BO
MHOrMX obmactsax Pycckoro CeBepa, HO Helb3sl He
COXKAJIETh O TOM, UTO TPaJVLIUA COOMPATENbCTBA V-
KOPACTYILIMX PACTEHWII C IIe/Ibl0 yIOTpeOIeHns ux
B IIMINY K KOHIJy XX B. CTaja MOCTEIIEHHO yracaTb.
KoneuHo, ecTb ellle MecTa, Ijje UX IIPOJO/DKAIOT CO-
Oupatb, OJIHAKO B CBA3M C 3aTPA3HEHMEM IIPUPOHOI
Cpefibl IIPOCTPAHCTBO, HA KOTOPOM IIPOM3PACTAIOT
3TU >KU3HEHHO HEOOXOAMMbIEe pacTeHMs, CTalo CO-
KpaIarbcsi. MeCTHBIE XXUTENN C COXKa/IeHIEM OTMe-
YaI0T, YTO HEYpPOXKay JUKNX STOJ ¥ TPpUOOB MOBTO-
pAIOTCA BCe 4Yalle. BbIsbiBaeT TpeBOry CTpOMUTENb-
CTBO aTOMHBIX CTaHI[UII, HECYLIMX YIPO3y IPUPO-
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nme. IloTpebnTenbcKoe OTHOIIEHVE K OKPYKAOLIel
HAaC NpUPOJe IPUBEIO K TOMY, YTO 3a0bITHI MHOTHE
IleHHbIe U HOJIE3HBIE YIS 3J0POBbs JUKOPACTYIIUe
pacTenus. BMecte ¢ Tem, mporpaMma o u3yd4eHmo
9KOJIOTUM OKPY’KAIOII[eil CpefIbl C TPAKTUIECKIM OC-
BO€HVEM O/IVDKAIIIIero >KM3HEHHOTO POCTPAHCTBA
BIIOJIHE MOITIM ObI CTaTh YacThIO IIKOTBHOTO Kypca
00y4eHMs.

VcTopust IOKa3bIBAET, YTO IKCTPEMAIbHAS CH-
Tyauus, KOrja IPOMCXOAUT HeXBaTKa IMPOAYKTOB
IUTaHUS, MOXKET HEOXKU/JAHHO OBTOPUTHCS, U KTO
3HAeT, MOXKeT OBITh, HAM BHOBB IIPU/IETCSI OOPATUTh-
51 K MHOTOBEKOBOMY OIIBITY HAIIVX IIPEJKOB.
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Rezumat

In articol se analizeazi rolul si locul resurselor ali-
mentare vegetale la locuitorii din nordul Rusiei in secolul
al XIX-lea - inceputul secolului al XX-lea. Se remarca, ca
plantele silbatice aromatice, fructele de padure si ciuper-
cile, contin multe vitamine naturale, ceea ce a contribuit
la mentinerea starii de sanatate a mai multor generatii de
oameni. Folosirea lor in alimentatie a ficut posibild lupta
impotriva avitaminozei sau scorbutului, a prevenit defi-
citul vitaminei C, esentiala pentru viata. In anii secetosi,
aceste plante acopereau substantial lipsa painii sau produ-
selor din cereale, salvind multi oameni de la foame.

Cuvinte-cheie: plante silbatice, pomusoare, ciuperci,
nordul Rusiei, avitaminoza, scorbut, ration alimentar.

Pesrome

B craTbe paccMaTpuBaeTcsA POIb M MECTO ecTe-
CTBEHHBIX PACTUTEIbHBIX PECYPCOB B MUTAHUY XKUTETIEN
Pycckoro Cepepa B XIX - mavane XX BB. OTMedaeTcs,
9TO JIUKOPACTYIIE TPaBbl, IECHbIE ATOMBI U TPUOBI CO-
Hep>Ka/yi MHOXKECTBO HATypa/JIbHBIX BMUTaMIUHOB, YTO
COXpaHANO M TOAJEep)KUBAIO 3OPOBbe HE ONHOIO IO-
KOJIEHN JIofiell. YIOTpebIeHne X B IUILY MO3BOJIAIO
60pOTbCA € TaKOJ PacIpOCTPaHEHHON 60JIe3HDI0, KaK
aBMTAMIHO3, WIN I[VHTA, IPEOTBPAIllas HeXBaTKY KI3-
HeHHO BakHoro BuTaMuHa C. JJaHHBIe PaCTEHNA B TOJBI
HeypoyKaeB CYLIeCTBEHHO BOCIIONHAIN HEJOCTATOK XJIe-
6a MM OTCYTCTBME B IMIIEBOM PAaLiOHE X/IeOHBIX IPO-
IYKTOB U CIIaca/ii OT TOJIOLHON CMepTV HeMAJIo XKI3HeIL.

KmioueBble cmoBa: IMKOpacTyliye TpPaBbl, T€CHbIE
Aropel, rpu6sl, Pycckmit CeBep, aBUTAMUHO3, IIVIHTA, II1-
L€BOJI PallVOH.

Summary

The article deals with the role and place of natural
plant resources of nutrition of inhabitants of the Russian
North in the XIX - early XX centuries. It is noted that the
wild grasses, wild berries and mushrooms contain many
natural vitamins that preserve and maintain the health of
many generations. Their eating allowed to deal with such
a widespread disease as hypovitaminosis or scurvy, pre-
venting shortage of vital vitamin C. These plants in lean
years substantially compensate for a shortcoming of bread
or a lack in the diet of grain products and saved from star-
vation many lives.

Key words: wild grasses, wild berries, mushrooms,
Russian North, beriberi, scurvy, diet.
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Esdoxusa COPOYIHY

XAEB B CBAAEBHOM OBPSIAHOCT TATAY30B

O6psmoBble x/1eObl TaraysoB LOCTATOYHO pas-
HooOpasHbl: kolag, balli corek, pita, paska, kovrik,
pticka, guguscuk, sekizlik v np. OHM UMeIOT pasmmd-
HYI0 QYHKIOHA/IBHYIO HAPABIE€HHOCTD, CEMAaHTH-
KY ¥ CUMBOJINKY, PasHyto GpopMy U IpefHa3HAYEHE.

Csape6Hnblit xn1e6 (diiiin kolaci), 6ynyuu cpeno-
TOYMEM O0PSTOBOIT CEMAHTUKIY 1 CUMBOJIVIKIA, SIBJISI-
eTCsl CaMbIM (PYHKIIMOHA/IPHO 3HAUMMbIM CPEfIU CBa-
IeOHbBIX MPEIMETHBIX CMBOJIOB, OH ITPOXO/IUT Yepes
BeCh «TeKCT» cBafbObl. Kakmplit atam cBagbObI OT-
MeYeH IPUCYTCTBUEM X1e6a, KOTOPBII UTPAET CBOIO
pONb B CTPYKType 00Opsfa, IIpUYeM «TeKCT Xmeba»
CYILECTBYeT MapaelIbHO «TeKCTyY» CaMoro obpsja
U MHTepIIpeTUpyeT 06psis cBouM s3bIKOM (Y3eHeBa,
2010, 85). IIpopynupytomas GyHKuys x1eba craHo-
BUTCSI JOMMHUpYHoleit. [Ipurorosienne o6psgoBo-
ro x71e6a, 1efiCTBMS C HUM B ITPOLjecce BCell CBaibObI
HPU3BAHBI 00ECIIEYUTD [JETOPOXK/EHNUE 1 TIOOPO-
e B LIMPOKOM CMBbIC/Ie. AHAIUSUPYS CUMBOJIUKY
x71e6a B 6bonrapckoit cBagbbe, B. Hukonmosa rosoput
O TECHOJI CBsI3M MEXJy 3aMellBaHueM Xj1e6a, Kou-
TYCOM 1 3a9aTVieM Y€/T0BeKa I O CXOHOM IIPeICTaB-
JIEHNU B HAPOJHOIL KY/IbTYPe O IIOOPOUI IPUPO-
mel u mwiogosutocty mopeit (Hukomosa, 1997, 34).
ITopTBep)KAeHIe TOMY Mbl HAXOAUM U B CUMBOJIUKE
x7eba B raraysckoit obpsapHocTi. ETo OCHOBHBIMU
CMBIC/IAMU SIBJISIIOTCSL TIEPEXO]I, COeNMHEHNE, OIS,
IJIO{OPOJiNeE.

Ha raraysckoit cBagpbe M3roTaBIMBaIOCh He-
CKO/IBKO BUJOB X/1e00B: 1) TO/NCTBIE TpecHbIe Jie-
nenky, HamasanHble MenoM (balll gorek/ balli pita);
2) KpyI/ible TIpasgHUYHBIE X/1e0bl, kapaBayu (diiiin
kolac1 n ero pasnoBugHOCTH); 3) X71€6 17151 CBajiel-
HOII Tpanessl. [IpuroroBrenne Kucieix xme6os (Ha
3aKBacKe) IepefaeT MPOAYLUPYIOLIY CEMAaHTUKY
Bcero cBageOHOro o6psza. CocoO6HOCTD FPOXOKe-
BOTO TeCTa IOJHMMATHCS, PACTH, YBEIMIMBATLCS B
obbeMe CUMBOIM3NPYET POCT OIarococTostHUA Oy-
iyleil ceMby, YBenu4ueHne 60raTcTa, MOBBIIIEHNE
IUIO{OPOJIVSL.

BriepBbie 00psioBBIil X/1e6 MOSIB/IAETCS B y3-
JIOBOJI MOMEHT CBajjbObl — Ha IIOMOJIBKE: CEMbMU
OOMEHUBAIOTCS UM B 3HAK 3akpensnieHusi 00cmue-
Hymozo 002080pa o0 xeHumvbe. [ PUTYanbHOTO
Top>kecTBa Emis x71e6 svinexanu 6 ob6oux domax: co
cmoponvt xenuxa — soz kolacy/ kaniska (6onvuioii
Kapaeati, ceéepxy séapenas Kypuua unu 2ycv) u ball
kolag (kapasati, Hamazannwviii medom), a co cmopo-
Hbl Hesecmbl — goda kolaci (kapasail, yKpameHHbIi
KOJIOCKaMI U I{BETaMI U3 TeCd, Ha KOMOPbLil Kanu

nodapxu 07 seruxa). Xne6 om Hesecmul 0apunu ie-
HUXY, 4 OM HeHUXa — Hesecme. IMOom x1e6 cumeonu-
3uposan camy Hesecmy. Meodoswiii kanay (balli kolag)
HpefHa3HavaIcs 0714 paszdayu. Marb >KeHuxa pas-
llaBajIa YYaCTHMKAM TOP>KECTBA 110 KYCKY MeJJOBOTO
KaJlaya 1 U3I0M, YTO CMBO/IM3UPOBA/IO HOXKeIaHe
3I0poBbs U Omarononydus monopoxeram (Kypor-
1o, 1980, 51). CuMBO/IMKa BUHOTPa/ja PacCKpbIBAeT
PaffOCTb CO3/JaHMs HOBOJT CEMBIL.

[IJ1s1 KaXX/10T0 U3 PUTYaJIOB raray3cKoi cBajibObI
BBIIIEKA/IMICh Pa3/INYHbIe IT0 KaYeCTBEHHOMY COCTa-
By, opMe, ykpaiieHusaM o6psoBble xmebbl. Tor-
crole nenemkn (balli gorek/ balli pita) roroBmmmcs
HaKaHyHe CBaJibObl, B 4eTBEPT, 1 CUMBO/IM3MPOBA/IN
Hayvaso CBafbObl. B aBHME BpeMeHa B 9TOT [ieHb CO-
BepIIancsi 0co0bIil 06psiz «hamur — GyKB. ‘TecTo’»,
omycaHHbll B. A. MOIKOBLIM B Havajie IIPOIIIO-
ro Beka'. Moozible TapHM 1 [IEBYIIKU B YeTBEPT C
MY3BIKOI U TaHIIAMJ COIPOBOXAAIM K peke (W
VICTOYHMKY) [ABYX PSDKEHBIX [IeBYIIEK — «KeHMXa»
Y «HEBECTY», KOTOpbIE JO/DKHBI ObUIM B IIOTHOM
MOTYaHMU HabpaTh BOABI /1A 3aMEIINBAHNA TECTa.
JleBy1ka, n3o6pakaBlIas >KeHUXa, HafieBala MyX-
CKYI0 LIIAIIKY ¥ B pyKu Opaja TOIop?, epeBs3aHHbIi
IIOJIOTEHIIEM, a IIPe/CTaB/IABIIAs HEBECTY OIMyCKasa
IUTATOK Ha I7Ia3a ¥ 3aKpbIBaia UM IIOYTU BCe JNUIIO.
[IpuHeceHHYI0 BOAY Ipenu IOJ 3BYKM CBafeOHOI
menonuu (gelin havasi - ‘menopgus HeBecTs!'), a psi-
JKEHbIe «KEHUX» U «HeBeCTa» IPOCEeMBANIN MYyKy B
KBalllHEe OJHOBPEMEHHO 4epe3 Tpu cuta. B obpsge
TaK)Ke y4aCTBOBA/IM MA/IbUVK U EBOUYKA, Y KOTOPBIX
ObUIM KMBBI poAuUTenu. B TedeHme Bcero obpspa
IPOCENBAHNS [IeTV CTOSIM Ha IIPOTUBOIOIOXHBIX
KOHIIaX KBAIHM ¥ Jiep>KalM B PyKax 3axOKeHHbIe
cBeull. BpeMs oT BpeMeHN psKeHble 3asB/IAIN, YTO
B CUTe eCTb IIpOpexa 1 ero HeoOXOMMO 3aMEeHUTb.
9TO 03HA4YaN1o, YTO B HEro Hafo OpocaTh AeHbIN,
KOTOpbIe IIOTOM PacClpefe/sUINCh MeXAY MCIONHY-
Tensmu obpsifa. I[IpuroToBuB mpecHoe TeCTo, Kia-
mm ero B medb. [Tocne Bbimeukn xme6 (Kpyribii u
wiockuit) cmassiBamu MegoM (balli ¢orek, ball pita)
¥l Ie/IWIY Ha KYCKY, KOTOpbIe IeBephb B CEHsAX, Ky/a
BBIXOZIM/IO YCTbe IIeYN, pasfaBal y4acTBYIOLIMM B
XOpOBOJie TAPHAM 1 AeBYLIKaM, a 3aTeM U CTapu-
KaM, KOTOpbIe B 9TO BpeMs HAXOAWMINCDH B JalbHUX
koMHatax (Momikos, 1901, 107-109). 3mecp MyKa,
TECTO U MCIIEYEHHBIN CIIafKuii X/1e6 CMBOM3UPY-
10T OpakocodeTaHMe, COeIMHEHIe )KeHNXa C HeBe-
CTOIi, @ XOPOBOJ, SIB/IAETCS 3ALIUTHBIM CPENCTBOM,
00YCTIOB/IEHHBIM CUMBOJIMKOJ 3aMKHYTOTO KpyTa.
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ITo muennro P. ViBanosBoI1, 06p;{110135117{ KOMIITIEKC
IPUTOTOBJIEHNSA CBafleOHOTO X71eba IMOBTOPSAET MO-
iefb CBSILIEHHOTO Opaka MeX[y 3emyeil u HeboM
(MBanoBa, 1997, 25). MbIcib 9Ta TOATBEP)KAAETCS
CUMBOJIMKON 60Nrapckoro obpsma «3aceBKy» U ra-
ray3ckoro obprdas «Hamur».

I[Tocre 06psOBOTO HMPUTOTOB/IEHNS XIeba MO-
JIOfeXXb OTIIPAB/IANIACH K HEBECTe ¢ KYCOYKOM 3TOTO
x71e6a 11 KyCKOM CBIPOTO TeCTa, YTOOBI IIPMOABUTD €ro
K TOMY TeCTY, 13 KOTOPOTO B JJOM€ Y HEBECTBI 3TN XKe
00ps/iOBbIe JIMIIA BBIIEKAIM TAKOl >Ke X/1eb, coBep-
masi aHaJIOTM4YHble 00psioBble HevicTBus. Hesecre
JaBa/ KyCOK X/Ie0a, MCIIeYeHHOTO B JJOMe JKEHIXa,
a YKeHUXyY IPMHOCUWIN KYCOK X/Ie6a, UCIeYeHHOTO B
JIOMe HeBeCThL. B Ka)k7oM [oMe TOTOBM/IN 10 OHOIA
JIeTIellIKe, X 0OMasbIBIM MelOM, — YTOObI HeBecTa
Obl/Ia «C/IagKo», YTOOBI XKIM3Hb MOTOABIX TIPOXON-
Jla B COITIacuy 1 Mupe. JIeTenky CMBOIM3NPOBAIN
JKEHMXa 11 HEBECTY — KyCOYKOM TOTOBOTO X71e0a, Ipu-
TOTOBJ/ICHHOTO 3bl16aMU Y >K€HIXa, YTOIAN TONTbKO
HEBECTY, B CBOIO OYepefib, KYCOK IIUTBHI, IIPUHECEeH-
HBIIl OT HEBECTHI, Chefan ToMbKo xeHux". Balli corek
(ball pita) mo xycoukam pasgaBaics B 000UX JOMAaX,
YTO CHMMBOJM3MPOBATO HPUOOIIEHME K «CYACTHIO»
U, TaKuM 00pasoM, ero mpopyuyposaHue. bonbinoe
KO/IYeCTBO PUTYaTbHBIX HENCTBUIT 9TOr0 00psAfa
JO/DKHO OBUIO OIarOIPUATCTBOBATH 3a4MHY HOBOTO
COI03a, 3aPO>K/IEHUI0 HOBOJI ceMbl. Tak, cBagmeOHbII
X71e0, IPUTOTOB/ICHHBIN B IOMe JKeHMXa U B ToMe He-
BECTBI C COBEpILIEHNEM OJHUX U TeX JXe 00pPsTOBBIX
IeViCTBUII OHVUMMU U TeMM XKe OOPSI/IOBBIMU JINL[AMU
IpY CMeLIeHNN OOpsZOBOrO TecTa U3 [IBYX AOMOB,
ABJIS/ICS CUMBOJTIOM OpaKOCOYeTaHMs, COeNUHEHIs
JKEHJXa C HeBeCTOI (3aMellBaHe TecTa MeTadopu-
YeCKN IepefiaeT MPOLecC COUTIS), CUMBOJIOM ITOPOJ-
HEHVISI IBYX POZIOB (KyCOUYeK TeCTa, IPUrOTOB/ICHHBII
B JJOMe Y XKeHMXa, JJ0OaB/IA/ICA B TECTO, IPUTOTOBJICH-
HOe B ioMe y HeBecTbl)*. CaM 00psiy SIBJIATICS OTHUM
U3 Y3/I0BBIX MOMEHTOB PUTYaJIBHOTO «IIePEXOfja» MO-
JIOJBIX U3 OTHOTO CTaTyCa B JPYTOIL.

[IpocessHHYIO Yepe3 TPy CUTA MYKY HOOABILANN
B 001IyI0 MyKy, 13 KOTOPOJ TOTOBWIN pas/inyHbIe
cBajieOHbIe X/1eObI, CIO/NIb3yeMble B Te€X WV MHBIX
OOps/IOBBIX aKTaXx B Te4eHME BCETO CBafeOHOro
npouecca. CriennagbHO NPUITIALICHHbIE SKEeHIIVHDI
(as¢iykalar) B TeyeHme IMATHUIBI M CYOOOTHI MEK/IN
pasHble BUJbI X7e00B: OfHU NpefHasHAYAINCH IS
IpUITAlleHns Ha CBafb0y, Apyrue — IjIs paspauu,
TPeTbU — JyIsl CBafeOHOII Tparesbl, YeTBEPThIE BbI-
CTyIa/my Kak aTpuOyThI CBaJieOHBIX PUTYATIOB.

CBajiebHble Ka/a4yy raraysbl BbIIIEKaIy TONBKO
B (popme kapaBas — 60nbluNe, BBICOKNE, IICTEHbIE,
C YKpalIeHUsAMM, YTO HO/DKHO OBUIO CUMBOJIU3UPO-
BaTb XKemaeMoe u3obume u 6marononydne. Kpyrnas

dbopma KapaBasi CUMBOMM3UPOBaIa OPAYHBIl COI03,
HOpOJHEHME [BYX POJOB, POXKAEHUE IMOTOMCTBA,
ceMeltHOe 61aronoy4ine, IOKOpoye 3eMan. MHO-
T¥e MCCIIeOBATeNN YKasbIBAIOT Ha CBs3b KPYITION
¢dopmbl x11e6a ¢ consapHbIM KynbToM (Cymiios, 1902,
133; SInesa, 1989, 57; CII, 2, 404). CBepxy cBajieOHbII
KapaBall yKpaIajcs purypkamm us Tecra. YKparie-
HIisI BAPBUPYIOTCS B 3aBUCHMOCTH OT IIpeJiHa3Hayue-
HVSI KapaBasi, OT ero ajjpecarta, a Tak>Ke OT 00psIo-
BoI1 ¢pyHKIVM. KapaBaiiHble X1e0bl ObUIN CIAIKUMU
u Hecnagkumu. Crankne kapasau (balli kolag/ tath
kolag) mpepgnasHavamuch s >KeHMXa M HEBECTH,
HaJl TO/IOBaMM KOTOPBIX X IPEIOM/ISUIA B MOMEHT
PUTYaIbHOTO MPOLIAHNS C XOIOCTAIIKOI/He3aMyX-
Hell )KM3HBIO U Pa3IaBaii TOCTAM, YTO CMBOJIVM3M-
POBaJIO ejHEHVIEe YYaCTHUKOB 00psiza (Bepuiy, 4To
MarmndecKye CBOJICTBA Kajlaya IepeiiyT Ha KaX/Joro
u3 Hux). [Ipenomienne cosepiuan jeBepb, OHO 3Ha-
MEHOBAJIO cO00J1 OYepeHOI ITAIl «IIepeXOfia» MO-
TOMIBIX B HOBBIN craryc. Kapasaii Mecnnu 1 nexkmm
Marepyu >KEHMXa VM HEBECTBl. YKpalleHWsI Ha ITUX
KapaBasix Jie/lalich, COOTBETCTBEHHO, C MY>KCKOI 11
YKEHCKOJI CEMaHTHMKOJI — Ha KapaBae >KeHuxa ObUin
3Ur3arm u3 Tecra (CUMMBOJ MY>KCKOil (hepTHIbHO-
CTH), @ HEBECTHI — 0OOMIOK B BUJIE IUIETEHOI KOCHL. B
Pas3IMYHbBIX Cemax OOpsf MPeTOMIEHNUs Kalmada HaJ
rO/IOBAMI >KEHMXA U HEBECTHI COBEPIIA/ICS HA pas-
JINYHBIX 3TANaX CBAfbObI, HO CMMBOIU3UPOBAT OH
OIHO U TO >Ke: O/aroIojyyne, c4acTbe, JOCTATOK,
wiopoposue. O6psif pasmaMbIBaHNs Kajada Xapak-
TepeH He TOJIbKO /IS TaraysoB, HO M JyIA BCEX CO-
CeHMX HApOfOB: OO/Mrap, yKpauHIEB, MOJIJaBaH
(Aptiox, 1987, 149; 3enenuyk, 1959, 33; Buzila, 1999;
Huxkorno, 2005, 184). Pasmaua xime6a Ha cBagbbe
ITyOOKO CUMBOJIMYHA: €T0 TOTOBWIN U3 IPOJYKTOB,
COOpaHHBIX BCEM CE/OM, — 001Iell MYKY, 3aKBAaCKIL.
Teneps, momydas Kycok obIjero kapasas (CMMBOJ
o611elt 0/u), KaXAbIl yIaCTHUK IIpasfHeCTBa I10-
JTy4aJl CBOIO OJIIo c4acThbs (Y3eHesa, 2010, 86).

B Hacrosiiee Bpemst 0Opsifi MpeTOM/IEHNS Ka-
Jlada B 3HAK Ilepexojja MOJIO[IbIX U3 OJHOTO CTaTy-
ca B zipyroii ocymectsiaercsa B 3AI'Ce mocrne nop-
IMCaHNUA TOKYMEHTa O 3aKmodeHnu 6paka. [leBepb
[epXXUT KapaBail HaJ| TOIOBaMU MOJIOJ0XEHOB,
KOTOpBIE €r0 Pa3pbIBAIOT Ha [Be 4acTu. [1o morsim
rajiaioT, KTo B ceMbe 6y/eT rimaBHbIM. [Toce ompere-
JIeHVsI «IIepPBEHCTBa» X/1eh pasfenseTcs Ha MenKue
KYCKV ¥ Pa3[aeTcsi IPUCYTCTBYIOIVIM.

Kucrnple xapaBay BbINIEKaaUCh U3 MIIEHUYIHON
MYKI, B T€CTO HEpelKO HOOAB/IAINM MyKy, IpUHe-
CEHHYIO POJICTBEHHUKAMM, cocefsamM (00mas goss).
Ha oznHy cBanp6y BbIlIeKamy MapHOe YMCIO KapaBa-
eB (8-12). Oy oTmyanuch no Gopme, BeIMUINHE,
YKpalIeHNUsM 1, cCaMoe ITTaBHOe, 110 CBOeMy IIpejHa-
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3HaueHNn0. Bce cBageOHbIe KapaBay TOTOBUINCD 13
OJIHOTO TeCTa, HO B KPYIIyI0 (OpMY /sl BBIIEYKN
TECTO YK/Ia[bIBA/IOCh MO-pasHoMy. Tak, Ajst moca-
JKEHBIX U JIJISI COBEPIIEHUST HEKOTOPBIX CBa/[eOHBIX
00psAnoB (HampyMmep, NPOBOABI HEBECTHI, BCTpedya
MOJIOJIOXKEHOB B JIOMe >KeHMXa, pasjada Io/japKoB)
KapaBail COCTABIS/ICS 13 OOMBIINX ITeperIeTeHHbIX
MOJIOC TECTa, a I pasfadu — M3 MaEHbKUX «3a-
BUTKOB», KOTOpPbIE OBUIM TIOXO0XM Ha SIOMIOYKU U B
TOTOBOM BHJie IeTKO pBaIich. B BynkaHerax aTot
Kajlad TaK M HasblBaloT — sA61ounbii (alma kolaci).
SI6moko B cBageOHOIT OOPSALHOCTH SIB/ISETCS CUMBO-
710M /TI00BY, OpaKa U IIOZOPOSL.

B Yanpip-JIyHre /it cBafbObI eKyT 8 KapaBaes:
Ha BeHYaHIEe — Kajlad OT MaTepy HEBECTDI; J/Is1 COBEP-
meHus obpsaa «soletmik» — Kamay oT MOCaXKEHDIX;
KaJIa4, Ha KOTOPBIl MOMEIA/ICS TTOAAPOK Il Ioca-
JKEHOTO OTIIA, ¥ Kajia4, KOTOPBI pas3jiaMbIBaly Haf
TOJIOBOJI HEBECTBI IIOC/IE Mpoliecca OfeBaHus B CBa-
neOHBIT Hapsy, — OT Oesepku (XkeHa OpaTa >KeHMXa);
ocTajbHble 4 Kajaya IeK/Ia MaTh >KeHuxa (IIojieBble
sarmmucyu C. CramoBoii). B Bynkanemrax Bce 12 cBa-
leOHBIX KapaBaeB TOTOBSAT B IOMe >KeHNXa.

CrefiyeT OTMETHTb, UTO JJISl Taray3cKoii CBab-
ObI He XapaKTePHbI MUPOTYU C HAYMHKOI, IPECHDII
(6e3 3akBacku) xye6, KpyIyible Xe0bl C OTBEPCTIEM,
AQHTPONOMOPQHBIE U SUTUIICOBUIHBIE XT€OIIBI, 1IN~
POKO pacipocTpaHeHHble B TPAMUIIIN COCEHIUX Ha-
POZOB.

Kapasaitnas ¢popma xye6a xapakTepHa He TOJIb-
KO JUIsI CBafibObl, HO U /ISl KaleHJapHbIX 00PsIOB,
BK/IIOYAOIINX OpadHble MOTKBBL. Hampumep, B Ko-
JISIOBAHMM: KapaBail BBIIIEKA/IN TOBKO B JIOME, 1€
Obl/Ta JeByILIKa Ha BbIJaHbe, U MPeJHA3HAYANCS OH
JUIs ee JI0OMMOTO, OCTaIbHBIM JK€ KONMARYIOIM
flaBa/M Kajauy. YKpAUIEHUSMI POKAECTBEHCKOTO
Kapasas ObUIM QUIYPKYU U3 TecTa: IUIeTEHbIl 000,
1[BeThI (CUMBOJIBI IeBUYECTBA), KOTOCKU (ITIOFKOPO-
fivie) 1 KPyT (Ky/IbT COMHIA).

OCHOBHBIM CBafjleOHBIM KapaBaeM y rarays3oB
apysiercs kaHucka (kaniska). 9to 6onbInoit kapasait,
Ha KOTOPOM CBepXy pacIioyiaraeTcsi BapeHas Kypuia
(B HEKOTOPBIX Ce/ax — C KPaCHBIM OCTPBIM IepIieM
BMeCTO Tro/oBbl). OH BbINEKa/ICs BMeECTe C APYyTUMMU
KapaBasiM) 13 IIIEHNYHON MYKV BBICOKOTO Kade-
CTBAa CIELMATIBHO TPUIJIAIIEHHBIMYU SKEHIIVHAMI.
Hexorpa MyKy i cBajieOHBIX KapaBaeB COOMpan
BCEM CeJIOM: INPMHOCWINM POACTBEHHUKMU, COCENN,
py3bs — BCe, KTO OBbUI IIpMIIaleH Ha cBanp0y. Ka-
paBait s Kaumcku Obut wiereHsiM (Orild kolag),
BbIIIeKa/cs B Kpyrnoit popme (kolag), vame 6e3 mo-
HO/THUTE/IbHBIX Y30POB, CBEPXY CMAa3bIBA/ICS SIIIOM.
OTMM4YNTENbHBIM IPU3HAKOM KaHUCKM SIB/IAETCS Ba-
peHast Kypuua (siilis tauk). A. B. Momkos B «CroBa-

pe sA3bIKa beccapabCKUX raray3oB» JaeT CIefyolee
omnpepeneHne s obpsagoBoro Kamada: «Kanmcka —
Kajlad ¢ BOTKHYTOI0 B HErO HOTaMJ BapeHOI0 Kypy-
1jeit (ymoTpe6isieTcs Ha cBafibbax B KauecTBe IOap-
Ka); y 60/1rap KaHUCKa — 3a3bIBHOE SICTBO, KOTOPBIM
npurnamaoT B KymoBbs (CroBapp [JloBepHya)»
(Momkos, 1904, 52). B mpomtoM BMECTO KypUIIbI
MOT OBITb KyCOK BapeHOr0 Msica WM BapeHas pbiba
(Momkos, 1901, 111), rycs (Kyporo, 1980, 50). Ta-
KOe pa3HooOpasie, BO3SMOXKHO, CBS3aHO C TeM, 4YTO
VI3HAYa/IbHO CTIOBO «KaHMCKa» O3HAYAJIO ey U M-
The, C KOTOPBIMY IIPUI/IAIIAIOT Ha CBafibOy (006 aTOM
CBUJIETEIbCTBYET aTPUOYTIKA IPEYeCKOil CBafbObI 11
nekceMa, ee orpaxkatomas) (HI'PC, 1993, 629). Kak
IIOKa3bIBaeT 3THOTrpapuUYecKmii MaTepuasi, B rara-
Y3CKOM Tpammiuy oOpsifoBble (QYHKIMM KaHUCKU
3aMeTHO pacumpstorca. Hapany ¢ dynkiueit npu-
I7IallleHNs] OCHOBHBIX OOPSAMIOBBIX JIUIL Ha CBajbOy,
KaHJCKa 3aHUMaeT IIeHTPa/JIbHOe MeCTO Ha IJIaBHOII
cBajieOHOI Tparese, B 00psijie KOPM/IEHNUS HEBECThI
(gelini konuklamak), B 06psgoBoM 61arocoBennn
MOJIOOKEHOB TTocaykeHbIM (soletmik/ tuz-ekmek/
proska), mpu BeH4yaHuwu, npu paspade (oOMeHe) fa-
poB 1 fip. B Bynkanernrax u3 12 cBaje6HbIX KapaBa-
€B BOCeMb 0pOPM/LAIICD KaK KaHMCKIL.

PsjioM ¢ KaHMCKOI BCeria PUCYTCTBYET BUHO,
JUTs KOTOPOTO Ha CBajibOe UCIIONb3yeTCsl flepeBsHHas
6akara — qotpa (¢otra). Kanmucka u qotpa sBIsoT-
CA eIVHBIM CTIOKHBIM CBafIeOHBIM aTpUOYTOM, CUM-
BO/IM3UPYIOIIMM HOBYIO ceMblo. CodeTaHye BUHA
1 x1e6a ¢ BapeHOl Kypulieil IpeACTaB/IAeT CeMbIO
KaK HepaspbIBHOE IBYeAUHCTBO, I7le X/Ieb 1 BapeHas
KypUIia CUMBOJIM3UPYIOT XEHCKOe Ha4Yaslo, a BUHO —
My>KcKoe. ['araysbl KaHMCKOJ Ha3bIBAaIOT TOBKO Ka-
paBaii C BapeHOl Kypulleil, a He «efy U IIUThe», KaK
3TO IePBOHAYATBHO OBIIO B IPeYecKOil 0OPSLHOCTH.
371ech IPOUCXOANT CY>KeHMe CJIOXKHOTO aTpubyTa, a
BMeCTe C 9TUM U CMellleH/e CEMAaHTUKI eT0 KOMIIO-
HEHTOB, a IMEHHO: X/1e0 — )KeHCKOoe Hayasio, Kypuiia
— MY>XCKOe.

ITo muenmnto JI. Hukoro, Ha x/1eb6e M3Ha4aabHO
ObU1 1eTyX. BoT 4yro oHa mmmer: «Xyeb ¢ BapeHOI
Kypuueil (M3Ha4alIbHO C IETyXOM) CUMBOIM3MPYET
COefMHEeHNe BYX HayalL X7e0 — JKeHCKOe, MeTyX —
Mmyxckoe» (Hmkormo, 2003, 107). Viconb3oBanue B
HAaCTOsiIee BpeMsI BMECTO TO/IOBBI KYPUIIbI KPacHO-
ro Iepla ABJIAETCA TOMY NOATBepXKeHMeM. [Ipyrue
aTHorpaduyeckue GakThl IOKA3BIBAIOT, YTO KypUIa
O/IMIIETBOPSIET He TOJIBKO HEBECTY, HO 1 >KEHNXa, Ha-
IpyMep, Tepefiada jeBeplo KYPULBL Yepe3 JbIMOBYIO
Tpy6y. KBununkosa E. H. saduxcuposarna B rarays-
CKIIX cerax oOpsifi, KOTOPBI y>Ke He COBEpIIaeTCst, HO
COXpaHeH B IMaMATH NHPOPMaHTOB: «JleBepio, Impef-
CTaBJIAIOIIEMY OIHO M3 BaXKHBIX JINI] CBafieOHOIT 06-
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psHOCTH, epefaBanu depes fpiMoxof (bacaliktan)
OyTBUIKYy BOAKM, Kypuiy 1 kamad. OH IpuMHMMA
HOJJHOLIIEHNE, CTOSI Ha KPBbIILIE, ¥ TaM >Ke YTOIajICsi»
(KBummnkoBa, 2010, 354-355). B janHOM cy4ae ibl-
MOXOJI CMBOJIM3MPYeT >KeHCKOe HaydasIo, a KaHMCKa
U BOJKA — MY)XCKoe. 3/iech Hab/IIofjaeTcsi coBMeliie-
HI1€ MY>KCKOJ U )KEHCKOJ CMMBOJIVIKY B OTHOM IIpe-
MeTe, ¥ CBSI3aHO 3TO C TeM, YTO Ha Pas/IMIHBIX dTallax
00pAIOBOTO «IIepeXOofia» MOTOMbIX B HOBBII I/IsI HUX
CTAaTyC KaHUCKA MMeeT pasIMIHyl0 CUMBOMUKY (cp.:
KapaBail B CIaBSIHCKOJ OOPSATHOCTU MOXKET COOTHO-
CUTBCA KaK C HEBECTOIL, TAK I C KEHUXOM) °.

OTmeTuM Takxe, 4To x71eb ¢ BapeHOIl Kypuien
C KPacHBIM OCTPBIM IIeplieM BMeCTO TOJIOBBI, KOTO-
PBIIl BPY4aloT MOJIOJO>KEHAM IIepefi OTIIPaB/IeHUEeM
B OIIOYMBAIBHIO, VIMEET 9POTUYECKYI0 OKPACKY: IO
KypHuIieil Iofipa3yMeBaeTCs caMa HeBecTa, a KPacHbIi
OCTPbIit ITeper] BBICTYTAeT KaK (a/uimdecKmii CUMBOJL.
OpOTHYECKMM MOMEHTOM SIBJISIETCSI M OIMCAHHOE
BBIILIE 0OP5II0BOE KOPMIIEHNE IeBePsI Ha KPBILLIe JoMa
Ha BTOPOI1 JleHb 1OC/e CBafibOBbI. JJaHHBIIT 00ps 11O
CeMaHTMKe aHajorndeH oopamy «kirmizi/tath raki» —
‘KpacHas/ciaikas BofKa ¥ CUMBOJIMSMPYET IOTEpIo
IeBrdecTBa (MOMEHT KOMUTYCA) 1 IIEPEXOJ] HEBECTHI B
CTaTyC 3aMy>KHel KEHIIVHbL.

CoueraHye My)CKOTO 1 >KEHCKOTO Hada/la XapakK-
TEPHO U /151 CUMBOJIMKY CBafieOHOTt 4oTpsl. HoTpa — me-
peBsiHHAs 6ak/Iara ¢ pesHbIMM y30paMy — OJIVIIETBO-
psieT HeBeCTy, BUHO B Hell — My>KCKoe Havao. [Toka
uzeT cBazibba, YOTpa BCerja B PyKax y feBepsi, OH
CTpOro ee GepexxeT, U eC/ii BAPYT OHA OKa3bIBaIach
B YYXKUX PyKaX, [ieBepb OTKYIAJICs BeAPOM BUHA.
Ecmu e HeBecTy «Kpamm» — IPUXOJUIOCH OTKY-
[IaThCA JeHbIaMIL

Xi1e6 ¢ Kypuueli BCTpeyaeTcst B CBajjeOHOI 00-
PAAHOCTY MHOTMX HapojoB. OH M3BecTeH BCeM CO-
CeHMM 9THOCAM. B CraBsHCKOI cBameOHO Tpajy-
LMY KYpUILA/TIeTyX HaielleHbl OpavHO-3POTUYECKOI
CUMBOJIVIKOJA, BBICTYIIAIOT MapKepPOM «IIE€PEXOJHBIX»
cocrostamii, mporeccoB (CI, 3, 60). OcobeHno 3To
XapaKTepHO IS I0>KHBIX M BOCTOYHBIX C/aBsH. Lle-
JIble KYpUIa, ETYX WM JKapeHas: KypsATWHA, Kypu-
Hasl janiia — o6s13aTe/IbHbIe 00psIIOBbIe OO Ha
crmaBsHcKoit cBapbbe (ClI, 3, 63). BHyTpb KapaBasd 3a-
IEeKAI0T KYPUILY WIN TIeTyXa, TOTOBST IMPOT C Kypsi-
TUHOJ, KpeHJie/leK C MOJI0KEHHON Ha HETO BapeHOM
kypuneit (ClI, 2, 463). Ha Pycu monoppix B onoun-
BaJIbHE KOPMWWIN X71e00M B popMe KypHUIibl, BapeHOI,
HIeYeHOI VI >KapeHoi Kypumell (wm meryxom). B
DBonrapum B 3HaK coOBepIlleHsI OpayHOTO aKTa U 4eCT-
HOCTJ HEBECTBI KEHVX BBIHOCUT YKPAILIEHHOTO I1eTY-
xa ¥ myckaert ero B KypsATHuK (ClI, 3, 63).

YnomuHaHye o x1e6e ¥ BapeHolt Kypulie y Ty-
pox HaxoguM y B. A. Topanesckoro: «Ha ocmaHckoii

cBazipOe Tparesa )KeHNXa Y HeBECThI, IPOXOAMBIIAsT
B X CIIa/IbHe, COCTOsIIA 13 JieTtelieK, GMHIMKOB U Ba-
PEeHOI KypUIbl, KOTOPYI0 KTO-HMUOYAD U3 OIU3KUX
JKeHMXa CIyCKal B KOMHaTy 4epe3 Tpyby» (Lopp-
neBckmit, 1968, 101, 113) (cp.: y raray3oB obpsgoBoe
KOpMJIEHUe JieBepsl Yepes IbIMOXO).

B Bonrapmm cMpBICTIOBOE COfiEp KaHME TIEKCEMBI
KAaHUCKa HECKObKO cMelleHo. B Pogonax u B KapHo-
0aTCKOM Kpae KaHVCKOT Ha3bIBAIOT Kajlay, B KOTOPBII
BTBIKAIOT CBajieOHOe JepeBlie, CUMBOIM3MpYIOLIeEe,
KakK )1 KaHUCKa B raray3ckoii cBazibe, IIoTepIo ieBy-
JecTBa U 3aKmodeHue 6paka. HasBanme cBage6HOrO
IepeBla y 6omrap o6pasoBaHO OT HaVMEHOBAHMA
x71eba, CIIy>Kallero /i Hero ocHoBaHyeM (Y3eHeBa,
2010, 141-142). B paitone Pyce Ha Top>KeCTBEHHOI
Tparese repes KYMOBbsIMIU /IeXKaT [Ba Kajada — Ha
OIIHOM JiepeBlle, Ha APYroM — KapaBaii, Ha KOTO-
POM CBepXy IoMelljeHa BapeHasi Kypulia ¢ KpaCHBIM
CTIaKUM IlepleM BMecTo ronosnl (Y3eHesa, 2010,
93). K coxanennto, E. C. Y3eHeBa He KOHKpeTN31-
pyeT faHHBIe OOps/IOBbIe Ka/mady OTAENbHBIMU Ha-
3BaHMsAMU. BO3MOXXHO, MX TEPMUHONOTHUS OTCYT-
crByerT. B bsna CratuHa MO/IOJ0XeHBI IIPY TePBOM
IIOCEIeHNI POJUTeNIeil HeBECThbl MOC/e BeHYaHMUs
[PUHOCAT «IIPOIIAIBHBIN» X/1e6 («IIpoLaieH em»),
Ha KOTOPOM CBEpXy pacIIOJIO>KeHa 3alledeHHas Ky-
punia n BuHo (Y3enesa, 2010, 94). ITocre cBagbOBI
MOJIOZO’KEHBl B 3HAK YBKEHUS XOAWINM K KyMO-
BbSIM Ha NOKJIOH. BeHennua MapuHoBa, omuchbIBas
cBoit [lobpymxanckuit Kpaii (c. ['apBancku) yrnomu-
HaeT O KaHUCKe, C KOTOPOJ XOAWIN K KYMOBbAM Ha
HOK/IOH — Ije/Iask Kypulla, UTa, BUHO 1 pakus (Ma-
puHOBa, http://www.paralel44.com). B IIupnnckom
Kpae COCTaBHBIM KOMIIOHEHTOM KaHWCKU BMECTO
Kypu1ipl 66110 516710K0 (cMBon HeBecTs!) (ITomoBa,
2009, 66), a Ha ITacxy — Kpamienble Aiila — CMMBOJI
wiogopoayst: «<Hocu ce NOKIIOH, KAHUCKaA, BPb3Ka —
Oosiucann siia v BelmMKAeHCKu Kpasai» (http://
archive-bg.com). O6psanoBoe feiicTBMe (IIOCeIeHNE
KYMOBbBEB) U B OO/TapCKOM, 1 B Faray3CcKOM sI3bIKax
OTMeYeHbI CJIOXKHBIM TEPMUHOM, B COCTaB KOTOPO-
ro BXOIUT JIeKCeMa KaHMUCKa: XOHAT Ha KaHMCKa /
kaniska gezmdd (http://bg.wikipedia.org/wiki /Bpe-
crounja_O6nacr ITnoBaus).

Hagno ormeruts, 4To B pacckasax H. Xaiitosa,
B KOTOPBIX OTpakaeTcst >km3Hb B Pogomax ¢ (Xaii-
TOB, 1969), ImUANEKTU3IM KAHUCKA y1'[0Tpe6IIHeTCH
B €ro IepPBOHAYAJbHOM 3HAYEHWUM — efla U IUTbe,
C KOTOPBIMM IIPUXOAAT NpUITALIATH Ha CBagboy,
KpeleHne («KaHMCKa/KaHUIIKA — SICTUE U TIUTHE, C
KOETO XOMIAT Jla KaHAT 3a KPbljaBaHe, 3a CBaTOa»)
(chetohkniga.blogspot.com/.../blog-post_6613.h..).

B raraysckoii 0OpsAZHOCTY KaHUCKa KaK CUMBOJT
CeMbH, TIPOJO/DKEHNS POJja BCTpeYaeTcsi He TOIbKO
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B CBafieOHOI OOPSHOCTH, HO 1 B 00psifax, CBs3aH-
HBIX C POXX[IEHMEM U BOCIUTAHMEM peOeHKa — Ka-
HICKY ¥ BMHO JapWIM >KEHIIVHe, MpUHMMABIIei
ponsl (Hukormo, 2003, 107)7, a TakXe B KaleHgap-
HBIX 00BIYasAX — IpY OOPAZOBBIX MOCELIEHUAX MO-
JIOMO>KEHAMM IVIABHBIX CBaZeOHBIX YMHOB (IMocaXke-
HBIX 1 fieBeps) Ha Hosbiit rox, Macnennny n ITacxy
(Soroganu, 2006, 28; Huxkormo, 2007, 48). B 3axio-
JYeHVe MPUBElEM ellle OJVH MHTEePeCHbIT GaKkT u3
TPaUIMOHHOTO OBITA rarays3oB: IO JOPOre B TOCTU
JKEHII[MHA HeceT KaHVCKY, My>K4lHa — IpaduH ¢ BU-
HOM (KEHII[MHA ¥ KaHVUCKa CUMBOIU3UPYIOT 3eMJTIO,
MY>KYMHA U BUHO — He60).

ITpumevanus

' O6psip mpocenBaHMsI MyKH 1 IPUTOTOBJIEHIIST CBa-
HebHBIX X/1e60B M3BECTEH MHOIUM €BPOIENCKMM Hapo-
maM. Y MONaBaH OH HasblBaeTcs cernutul fdinii, pornitul
sitelor (Hokany, 2011, 366; ®onknopyn obuderopunop...,
1979, 27), aluat (Cojocaru, 1998, 58).

B Illymenckom okpyre bonrapum «monopas» Hecma
KOPOMBICIIO C BeflpaMit, a «Mosofoit» — torrop (COHY, 42,
286).

*Bo Opakui >KeHUX 1 HeBeCTa JO/DKHbI OBUIN B OfH-
HOYeCTBe CheCThb IIOC/TAaHHBII APYTOil CTOPOHO X1e6, He
mens ero ¢ gpyrumu (Bakapencku, 1935, 335).

*B ¥0ro-Bocrounoit bonrapun (o6macte Kaproobar,
c. leBeTnHun) myist x1e6a HEBECTHI IIPUHOCI/IN HEMHOTO
KIC/IOTO TeCTa U3 I0Ma >KeHIXA, [T0CTIe BBIIEKAHISI KOTO-
POro TOBOPMIIN, YTO «fIBa pofia 3aMemranuck» (Bacuesa,
1993, 215).

> CoyeTaHme MY>KCKOTO M XKEHCKOTO Hadasa Xapak-
TEPHO Uil CMBOJIMKM CBafeGHOro KapaBas y BOCTOY-
HBIX CJIaBSIH, YTO B 3HAYNTE/IBHOI CTEIIeHN 00YCIOBIEHO
9TUMOJIOTHEN C/I0BA KOPO6Ail, CBSI3AHHOIO C Ha3BAHIEM
kopoBsl (korva), cMMBONMYECKM ONMULIETBOPSIOLIE He-
BecTy, Torga Kak cypduxc -(a)jp, obopMIsIOLINIL Ipo-
u3BofHOe Kkorvajb, I0O3BO/sAET BUOETb B KapaBae CUM-
BONMYECKOe BoIioleHne Obika-xeunxa (DCCSH, 1984,
115). KopoBbe-ObIYbi0 CUMBOJIMKY KapaBas IPOSCHAET
cage6usIt ponpkop [CH, 2, 462].

6 Popomisl HAXOAATCS B HETIOCPEACTBEHHOI OMM30CTI
c Ipenneri.

7V crmaBsiH HOBCEMECTHO II0C/Ie POLOB, Ha KPECTUHBI
pebeHKa pOXKeHNIle TIPUHOCAT XKAPEHYI0, BAPEHYIO VN
XKUBYIO Kypuny, x1e6 n BuHo (ClI, 3, 64).
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Rezumat
Articolul este consacrat cercetdrii painii de nunta (diitin
kolaci), care constituie una dintre cele mai importante ima-
gini simbolice a culturii traditionale gagduzesti. Incircitura
simbolica pronuntatd a painii tine de semantica comund a ce-
remoniei de nunta, sensurilor ei de baza — trecerea tinerilor
intr-un nou statut social, soartd noud, inrudirea intre doud
neamuri, fertilitate. Pentru fiecare rit nuptial gigduzesc se
coceau paini ceremoniale diferite dupa forma, continut si
decor: ball: corek, balli pita, ball: kolag, tatl kolag, alma
kolaci, oriilii kolag, sinidd kolag. Un loc deosebit il ocupa
péinea de nuntd cu cea mai sofisticatd semanticd, kaniska
(paine impletita, peste care se pune un pui fiert, uneori cu
ardei iute in loc de cap), utilizatd in etapele distincte ale
nuntii, cu simbolism variat si indeplinind diferite functii
ceremoniale.
Cuvinte-cheie: gagauzi, nunta gigiuza, ceremonial
de nuntd, paine de nunti, kaniska.

Pe3rome
[laHHas craThs MOCBAlleHA CBajeGHOMY Xiely
(ditin kolact), ogHOMY U3 Ba)KHENIINX CUMBOJIOB B Tpa-
IMIVOHHON Ky/nbType raray3oB. Ocobast cuMBoImIecKast
HArpy>XeHHOCTh x/eba CBsi3aHa C OOIIell CeMaHTUKOI
cBameOHOTrO O6psi/ia, TAKMMIM €r0 OCHOBHBIMU CMBICTIA-
M1, KaK [IePeXOf] MOJIOfbIX B HOBBIIT COLJMA/IBHBII CTATYC,

HOBasI OIS, COENUHEHNE JBYX POLOB, IUTofopoxue. s
KKIOTO I3 PUTYAJIOB raray3cKoii cBajb0Obl BHIIIEKAIIChH
pasmMYHbIe II0 Ka4eCTBEHHOMY COCTaBy, popMe, yKpalie-
HUAM 06pspoBble xnebbl: balli corek, ball: pita, ball kolag,
tath kolag, alma kolaci, ériilii kolag, sinidd kolag. Ocoboe
MECTO 3aHUMaeT C/IOXKHBI cBanebHbl xmeb kaniska
(TIeTeHbIiT KapaBaif, CBepXy KOTOPOTO pacIojiarajin Ba-
PEHYIO KYPHUIIY, MHOT/a C KPACHBIM OCTPBIM II€pLieM BMe-
CTO TOJIOBBI), MICIIONIb3Y€EMbIil Ha PasHbIX 9TalaX CBagbObI
C Pa3/IMYHON CMMBOJIMKOV ¥ BBITTOTHAIOLIVIA T€ VIV IHbIE
006psoBbIe QYHKIINNL.

KrroueBble croBa: raraysel, raraysckas cBajb0a,
cBafie6Hast 0OPSIHOCTD, CBafieOHBII X71e6, KaHUCKA.

Summary

The article is dedicated to wedding bread (diiiin
kolac1), one of the most important symbols in traditional
culture of Gagauz. Special symbolic meaning of bred is
connected with common semantics of wedding ceremo-
ny, its basic meanings - passage of young people in a new
social status, new share, connection of two clans, fertility.
There were baked different by the qualitative composi-
tion, shape and decoration wedding breads: balli ¢orek,
ball: pita, balli kolag, tatli kolag, alma kolaci, ériilii kolag,
sinidd kolag — for each of rituals of Gagauz weddings. A
special place takes wedding bread kaniska (‘braided loaf
with boiled chicken up on it, sometimes with red spicy
pepper instead of its head), used on different stages of the
wedding with different symbols and fulfiling various wed-
ding functions.

Key words: Gagauz people, Gagauz wedding, wed-
ding ceremony, wedding bread, kaniska.
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Olga SAVOSTYANOVA

THE FOOD TRADITIONS OF PEASANTS IN MOSCOW REGION
AT THE FIRST HALF OF THE 20™ CENTURY
(the villages of Kolomenskoe and Sadovaya Sloboda)

Materials for the article were collected by the au-
thor during the fieldwork and consist of interviews
with the inhabitants of the villages and data from the
documents of the Russian central archives and the
scientific archive of the Moscow State Integrated Art
and Historical Architectural and Natural Landscape
Museum-Reserve (Kolomenskoye)'.

Since the second half of the 18" century it had
become profitable for the peasants of Moscow region
to orient their farms to the needs of the capital. That
orientation influenced specialization of agriculture
and particularly correlation of the cultivated crops.
The capital markets’ nearness moved the traditional
arable farming to the background. The local peasants
cultivated cereals only for family needs and bought a
lot of baked goods in Moscow.

The peasants of Kolomenskoye oriented their
work to vegetable growing because of rich soil and wa-
ter meadows in the flood plain of the Moscow river.
Besides cabbage and cucumber that used to be the most
popular vegetables in Russian markets, the locals culti-
vated potato, carrot, swede, fodder beet, pea and bulb
onion. In homesteads peasants planted different sorts
of greens for family consumption: dill, tarragon, gar-
lic, horseradish, turnip, carrot and cucumber as well.
I. I. Kvashnin, a peasant, informed: “Every industrious
market gardener brought 10-15 carts loaded with dung
to his plot or as we called it — delok™, and besides it,
every year garden soil was fertilized with silt during
the river flood.

At the end of the 19" century there were 1068
orchards in Nagatinskaya volost (barammu, 1883,
24-25). The village of Sadovaya Sloboda, situated on
the right bank of the Moscow river, was famous for
them. The inhabitants preferred cultivated apple-
trees, but an owner could have some orchards and
one of them was with apple-trees and in the others he
could grow cherry trees and strawberries, either cur-
rants or gooseberry bushes. The peasants also grew
pear trees, plum trees, raspberry canes. The locals
bred a particular winter-hardy variety of raspberry
that became widespread then.

By the end of the 19" century in Nagatinskaya
volost there had been big commodity farms that
were oriented towards delivery of their gardening
produce to the capital and other cities of the country.

Peasants used only one part of the reaped har-
vest for their families and sold another bigger part.

Trade in sauerkraut was the most profitable business
and peasants prepared it in great volumes, gather-
ing almost 8000 heads of cabbage from one plot (de-
lok) (XTI, O. 10. 144 06.) and making sauerkraut
(not less than 850 000 buckets) in oak vats (doshniki)
(bamanun, 1883, 19). Only F. M. Sorokin, a peas-
ant of Sadovaya Sloboda, prepared and sold sauer-
kraut in amount of 1333 metric centners a year (Ha
Bapwaske 1999). Apart from sauerkraut the inhabit-
ants pickled cucumbers and soused apples.

Traditional conditions of sauerkraut and pickle
sale were the following: a local greengrocer and a
peasant entered into a contract according to which
vats (doshniki) and barrels with the produce were
sealed, but stored at the peasant’s place and delivered
to the shop as necessary. Various military organiza-
tions contracted for sauerkraut and pickled cucum-
bers with the local peasants who sent them in large
amounts to Kronstadt and Murmansk for the navy
because sauerkraut was considered a good remedy
for scurvy. The wholesale of the local produce was
also carried on at the market place near Ilyinskaya
square. And those peasants who had small or me-
dium farming retailed their harvest at Smolenskiy
and Serpukhovskoy market places, at Zatsepskaya
square and Tishinskiy (Gruzinskiy) market place.
The trade especially went up in winter and during
the fasts when the peasants retailed green-stuff and
pickle at the ‘Fast market’ (‘postnyy torg’ or ‘na Bo-
lote’) near the Big Stone bridge (Bolshoy Kamennyy
Most) across the Moscow river. All the year round
the locals delivered greens, fruits and berries to res-
taurants, shops, institutions and factories of Moscow.
And some of the peasants were personal suppliers to
such famous people as S. Morozov, a merchant, or
M. Gorkiy, a writer.

Additionally in the ravines adjacent to the vil-
lages the inhabitants gathered berries and nuts both
for family use and sale. And some of the peasants,
who had a special permission, could keep bees and
sell surplus of honey (LIXJ, [I. 56 120-120 06.; Ceno
1870, 92; Casocmwsarosa, 2010, 96). There were also
many lakes along the old bed of the Moscow river,
where the inhabitants fished roach, perch, burbot,
gudgeon, pike and zander. For needs of lenten fare
some people had smoking sheds.

The peasants stocked fresh, pickled, soused and
dried food items, cellared potatoes and other vege-
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tables. At Moscow markets they bought mushrooms
and then dried or pickled them for everyday and
lenten meals. Berries were used for drying and pre-
serves. Soused apples were the most widespread sort
of home conservation. In the village of Kolomen-
skoye the local old believers provided themselves
with traditional home-made alcoholic and non-alco-
holic beverages such as kvass, beer and home brew
(braga), various liqueurs, trying to have them ready
for patronal festivals.

Until the 1920s the peasants sowed rye for bak-
ing home bread and making home brew of rye malt
and honey. Animal husbandry generally served the
purpose of family needs, although the peasants of-
ten sold milk, curds and sour cream at Moscow mar-
kets * (LIXI, [I. 476 1). Benefitting from carrying on
business in their farm products the local people had
to buy some goods such as cereals, flour, sugar and
oil in the capital. Also they bought some more fish,
fruits and sweeties.

The most part of the peasantry population in
the villages under discussion belonged to the move-
ment of the Russian Old Believers confession that re-
tained the role of priests (Popovtsy). That’s why their
food traditions met the requirements of the Orthodox
Church calendar and canon, and according to them
people ought to keep the fast for most days of the year.

The strictest fast was kept during the first and
the Holy Week of the Great Lent when the peasants
ate only bread with boiled water. The rest of the days
they made noodle soup (lapsha) or cabbage soup
(shchi) with mushrooms. It was allowed to use oil
only on Saturday and Sunday. Visitors noted that
old believers of Kolomenskoye village kept very strict
fast and there were special days when they did not
cook and eat at all (the first two days of the Great
Lent and the two days on the eve of Easter, also they
could abstain from eating on Friday fast-day).

The basic ingredients for cooking lenten food
were rye flour (JIunmuckas, Boponuna, 2005, 362),
cereals, dried mushrooms and vegetables. The most
popular dishes were sauerkraut soup (shchi) and rye
noodle soup (lapsha) with mushrooms, millet and
buckwheat porridges (kasha), pea jelly and porridge.
Among the favourite dishes there were also mushroom
paste and stewed cabbage. For making the mushroom
paste, which was eaten with cucumber and horse-
radish, some dried overripe porcinis (zheltyak) that
were boiled and crumbled with chopping knives in a
little wooden bowl. The peasants of Sadovaya Sloboda
also made ‘Russian borsch’ of cucumber prickle with
boiled grated beet. The main dishes for the holidays
that took plase during the Great Lent (such as the An-
nunciation Day, Palm Sunday, etc.) were either boiled

or fried fish and zander aspic.

The feature of the Annunciation Day meal was
shaped pastry ‘zhavoronki’. A. Koshkina recollects
that having baked that pastry in the form of a bird,
her mother always went out to the yard and handed
out the ‘zhavoronki’ to children.

By the day of beheading of St. John the Baptist (11
September) vegetables and fruits had ripened, and as
it was also considered a fasting-day, the peasants en-
joyed a hearty meal of lenten food seasoned with oil.

During the Non-Lenten seasons the Old Believ-
ers cooked using meat, milk, butter, eggs and fish.
Everyday meal consisted of cabbage or noodle soup
with meat, ‘drochyona’ (baked potato mash with milk,
eggs, chopped onion and cracklings), solyanka (dish
of stewed sauerkraut, mushrooms and cracklings).

Pies and buns were considered the main festi-
val dish, and housewives baked them with different
fillings such as cabbage with onions, cabbage with
onions and eggs, mushrooms with onion and eggs,
apples. The favourite fillings of Sadovaya Sloboda
housewives were cherries and raspberries or home-
made fruit jelly. At the end of the 1930s a new kind of
pies appeared and became widespread. The peasants
called those pies ‘poddymyshnye’, filling them with
chopped meat and onion and fried using sunflower
oil or melted butter.

At dinner table members of old believing fami-
lies behaved according to strict patriarchal tradi-
tions: prayed before and after eating, children could
be punished with blow of a spoon to a head for mis-
chievousness.

Christmas was honoured as the most impor-
tant day among the religious holidays, and the local
people prepared a lot of meat for the whole period
that called ‘Svyatks’, that lasted till Epiphany. They
slaughtered pigs, piglets, calves and baked hocks.
One of the favourite fried dishes was ‘rubets’ that
was made of washed pig guts filled with buckwheat
or millet porridge and onion. For Christmas table
housewives cooked meat jelly, cabbage soup with
meat, stewed meat with carrot and onion, baked a
piglet in oven. Guests were also treated with liqueurs,
soused apples and pies.

The last week before the Great Lent was consid-
ered preparing period for starting to keep the fast,
so meat products were prohibited. But the peasants
compensated it with abundance of pancakes, dif-
ferent kinds of baked goods and dairy foods. Some
of the interviewees recollect that during the festival
drive several men put little iron stoves on sledges
and their wives fried pancakes on the run. Those
women often attached a pancake to the heads as a
decoration.
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For Easter the peasants also slaughtered a goose
or a pig because during all the Renewal Week there
were no fasting days. The special dishes of the fes-
tival were ‘paskha’ (Easter cheesecake of pot cheese
mixed with sugar, butter, and raisins), big Easter
cakes ‘kulichi’, eggs that were dyed with onion skin
or coloured rags and threads.

The local feature of Trinity Sunday meal was
home-made ice-cream. Apart from different kinds of
pies and mushroom paste, housewives cooked two
sorts of puddings. The first one, called ‘kalashnik’,
was made of wheat bread soaked in milk, frothed egg
whites and sugar. The second one, called ‘pshonnik’,
was made of millet or rice porridge with sugar and
milk. It was considered that those puddings would
go better with sour cream.

Some of the rituals of the traditional wedding-
cycle were also celebrated with feasts. For instance,
during the ‘lady’ (an acquaintance party of relatives
of abride and a bride-groom) the guests were treated
with nuts, sweets, gingerbreads and figs.

After the church wedding ceremony newlyweds
accompanied by their relatives arrived to the bride-
groom’s house where they were met by his parents
holding an icon and a loaf of bread with salt on an
embroidered towel. There was a popular sign that the
bigger piece of a wedding loaf a newlywed took, the
more powerful he or she would be in their married
life. But the main wedding-day dish was considered
‘kalashnik’ that was formed and baked like a big pie
in an oven.

When a member of the community died, his or
her relatives had to make funeral repasts for the third
day after the death (i.e. just the funeral day), the 9
and the 40" days, and at for anniversary of the burial.
The ritual dishes for all the funeral repasts were pan-
cakes, ‘kutya’ (of boiled wheat and honey) and kissel.
A hearty dinner with abundance of different kind of
dishes was a custom for all those ritual dates, but the
composition of ingredients and dishes depended on
the fast and non-fast season and days. The pancakes
were served with red and black caviar, sturgeon,
salmon, boiled and smoked or salted fish, cabbage
soup and at the end of the repast guests were treated
with pies, compote and kissel that was made of wheat
(or buckwheat) flour and boiled water. On the 40®
day’s repast there were cabbage soup with meat and
chicken noodle soup. While making the lenten vari-
ants of funeral dishes, the local housewives substi-
tuted mushrooms for meat, and in Sadovaya Sloboda
village there was a special lenten dish, called ‘kalya’,
that was a variant of borsch with pickled cucumbers,
mushrooms and horseradish.

The organized system of growing and selling

farming produce destroyed by the October revolu-
tion was followed by decrease of usual foodstuff con-
sumption. The beginning of 1920s and 1930s, the
years after the Civil war and collectivization. Were
very difficult periods for the local peasantry. Being
short of products and goods, housewives gave up
making home bread and simplified recipes of the
traditional dishes. The soviet variant of home brew
was made of slices of Borodinskiy bread with sugar
and yeast. After arrival of migrants from the Kursk
region who brought black chokeberry, the locals
started to make liqueur of these berries for sale and
home use. In Sadovaya Sloboda village the tradi-
tional wheat flour for the ritual kissel was substituted
with purchased starch and vinegar. After the imposi-
tion of the food card system in 1930 family kitchen
gardens became the only salvation from famine. The
abrogation of the card system in 1936 enabled the
peasants to improve their position and restore some
of the food traditions.

The food traditions of the peasants of Kolomen-
skoye and Sadovaya Sloboda villages, on the whole,
were based on the nationwide Russian traditions of
keeping all the fast-seasons of the Russian Orthodox
Church canon and customs of festival and ritual re-
pasts. However, nearness of the capital influenced
farming of the local peasantry, orienting it towards
serving the needs of Muscovites.

The market fruit and vegetable gardening with
subsequent processing of the produce for sale was
followed by emergence of new local original dishes
based on sauerkraut and pickled vegetables. The
nearness of Moscow markets also made purchase of
town goods and food items easier for the local in-
habitants and let them approximate their food to ur-
ban standards. In the Soviet epoch cultivation and
processing of vegetables and fruits were continued in
collective farms, organized on the lands of the local
communities during the collectivization in 1930. The
conditions of the peasantry life were dramatically
changed in the second half of the 20* century, when
those lands were included in the city area of Moscow
and the inhabitants had to move from their cottage
houses to different apartment buildings. However,
despite turning into city-dwellers, the former peas-
ants of Kolomenskoye and Sadovaya Sloboda villag-
es and their children have been following the local
traditions and recipes of cooking and pickling.

Notes

! Tlonespre Matepuainel aBTopa (IIMA): samucu Ge-
cept co ctapoxunamu cena Kormomenckoro u gepesHu Ca-
moBHUKM MockoBckoit o6macty. 1998-2012 rr. MTOMS3:
CBO,EL JAaHHBIX apXeOHOFO-3THOI‘pa(1)I/I‘{eCKI/IX OIIpOCOB

)xuteneit cenma JIpakoBckoro u pepeBHu CaJoOBHUKOB,
NPOBEJIEHHbIE HAay4YHO-IIPOM3BOJCTBEHHBIM ITPEIPH-
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ATneM «PecTaBpalioHHbII 11eHTp» B 1986-1991 rr. Pon-
el LIX]T o 1917 1.: MOCKOBCKOJ TYXOBHOJ KOHCHUCTO-
pun, YnpapneHns MOCKOBCKOTO reHepasn-rybepHarTopa,
MocKOBCKOro ryb6epHCKOro IpaBjieHusA, MOCKOBCKOrO
Ye3[IHOTO TONMIENCKOro ymnpapneHus, Haratunckoro
BOJIOCTHOTO TIpaB/IeHNsl, MOCKOBCKOI ye3IHOI 3eMCKOM
yrpaBbl, MOCKOBCKOTO I'yOepHCKOrO IO KPeCTbIHCKUM
nenaM IpPUCYTCTBMA; crlefcTBeHHble fiena TAP®; IITA-
MO: ¢onp JIeHMHCKOr0 BOTTOCTHOTO MCIIOIKOMA.

2 3anuch Oecenpl ¢ Vibenn ViBanosuyem Ksainnu-
HbIM 1906 T.p., ceno JIpsAKoBcKoe, ynuiia JIbAKOBO TOpo-
nute. Tom 90. (MI'OM3: 1. 21, 73).

* 3ammcn Gecen ¢ I. C. Bepesunoit, 1924 rp. u
B. 4. Topoxosoit 1938 r.p. (IIMA-5 2011).
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Rezumat

In acest articol se examineazi traditiile alimentare
ale credinciosilor de rit vechi, locuitori ai suburbiilor din
Sudul Moscovei. Perioada cronologica propusi spre ana-
liza dateazd cu sfarsitul secolului al XIX-lea - inceputul
secolului al XX-lea. Modul de a se alimenta al tiranilor a
fost influentat de urmatorii factori: activitatea economica,
confesiunea religioasi si stabilirea in imediata apropiere
de capitala.

Cuvinte-cheie: tarani instiriti, credinciosii de rit
vechi, traditiile alimentare, ustensile, ospéturile festive.

Pesrome

B HacTosmel craTbe paccMaTpuBaeTCA KyIbTypa In-
TaHWUsI KPECThSIH CTApOOOPsIALIeB I0OKHOTO I10{MOCKOBBSI.
Amnanusupyetcs nepuop, konna XIX — Havama XX BB. Ha
KYJIBTYPY IIMTaHUsA OKa3bIBa/IM BIVISHIE CTIefyomie Bak-
TOPBI: XO3AICTBEHHAA JIeATeNTbHOCTD, KOH(EeCCHOHATbHASA
IIPUHAIOKHOCTD Y O/IM30CTh CTOMNUIIBL.

KitroueBble c10Ba: 3aKITOYHbBIE KPECThsIHE, CTAPO0O-
PAALBL, KYIbTypa IMTAaHNA, yTBaphb, 3aCTONbS MPa3JHIKOB.

Summary
The article examines the food traditions of old be-
lieving peasants in southern part of Moscow region. The
researcher analyses the period from the end of the 19*
century to the 1940s. The food traditions in the region
were influenced by peasants’ economy, the confession and
proximity to the capital.
Key words: well-oft peasantry, old-believers, food
traditions, utensils, holiday meals.

Axexcandp KOXKO/AAHKO

IIUIITIA B CEMEVIHOM OBPSIAHOCTU YKPAMHIIEB BYKOBVIHBI

Ba)kHOVI cocTaBAOIIENl 4YacThI0 CeMeTHbIX
HpPasgHUKOB U 00psimoB (cBazpba, MTOXOPOHBI, IO-
MMHaJIbHBIE JHM) OblTa MNIIA.

B Hay4HOII /UTEpaType BOIPOCHI MCIIONIb30Ba-
HMA NMIIEBBIX HPOAYKTOB M IMIY TOJHMMAJNCh
eme B XIX — Hauase XX BB. OnpefiesieHHble JTaHHBIE O
Il ¥ MUTaHUN YKpayHIieB ByKOBMHbBI MOXKHO Hali-
TU B YKPAaWHCKNX, POCCUIICKNX, HMONbCKUX, PYMBIH-
CKIX, aBCTPUIICKMX VCTOPUKO-3THOTPAIUECKIX 13-
HaHMAX, COOPHMKAX, XKypHa/IaX, MOHOTpadusx.

PaboTbl aBCTpUiiCKO-OYKOBMHCKMX 9THOTPAadOB
P. ®. Kaitapna «'ynynel», «bykoBuHa — lammunza
- Bepxuasa Benrpusa»', JI. Cumurnnosnda-IllTay-
¢e «bykoBuna. Obuiee KpaeBefeHMe»?, IMOTbCKO-
ro stHorpada O. Kombbepra «Kapmarckas Pycp»’,
ykpanHckux asTHorpados B. IlyxeBmua «I'ymymb-
myHa»?, ©. BoBka «ITHOrpadmyeckie 0co6eHHOCTI
YKPaMHCKOTO Hapopa»®, PYMBIHCKMX 3THOrpadon

1. Tana «Pyrensl BykoBunbi»®, C. . Mapnana «Cssi-
Ta pyMyH»’ 1 Ip. COfiep>KaT OTZe/IbHble MaTepIasIbl O
HIle ¥ IUTaHUY HaceJleHs byKOBMHBL

PasnmuuHble acmeKkTbl HApPOAHON IMIIM OYyKO-
BVHI[EB YaCTUYHO OocBemarorca B padore I'. Koxko-
naHKo «JrtHorpaduma Bykosunbl»®. HapogHoe mu-
TaHue ykpauHies uccnefosam JI. Apriox’, T. ['on-
tapp'® u gp. OZHAKO LBl Psij, BOIPOCOB, Kacarw-
IIMXCsA HAPOJHOTO IMUTAHUSA YKpalHIIEeB ByKOBMHBI
B ceMeliHOI (cBafleOHOI, MOXOPOHHOIT) 00psTHO-
CTH, OCTAIOTCA HEMUCCTIEOBAaHHBIMM 3THOJIOTAMM.

Cpeny ceMeiflHBIX IIPa3HMKOB Hanbosee Bax-
HOe MeCTO 3aHMMaJIa cBafibba. K Heil roToBmmnCh 3a-
panee. IToce coBepleHHONETI HOYePU MM ChIHA
TOTOBWIM CIIMPTHBIE HANUTKY (BOAKY M BMHO), 3a-
[ACa/INCh MYKOJ, MACHBIMU 1 OBOIJHBIMU IIPORYK-
TaMM, CyLIeHbIMY GPYKTaMU U ATOIAMU.

Epa, cmagocty, HaIMTKY, KOTOpPble TOTOBMINCDH



46 REVISTA DE ETNOLOGIE SI CULTUROLOGIE  Volumul XVI

K CBafibOe, MOIePKMBAIY 3HAYMMOCTD 9TOTO COOBI-
TVA B )KU3HU MOJIOJbIX U MX POACTBEHHMKOB, IIPOY-
HOCTb CEeMEITHBIX Y3, HAKOHell, CBU/IeTe/IbCTBOBA/IN O
3QKUTOYHOCTHU CeMbI. 3a)XUTOYHbIE KPeCThbsiHE [I0
cBafibOBI 3a6MBaNIV Te/eHKa, CBUHBIO (Ha ['yiymbiy-
He U B IIpefiropbe — oBell). Y OeHIKOB IpasHIY-
HBIJT CTOJI MOT OBITD 1 6e3 Msca. []/11 IpUroToBIeHns
CBafieOHbBIX YTOLIEHWII IPUIIALIAIN IYYIINX B Celle
KYXapoK — «KyXapbok», «xo03seK». KomdaecTBo cBa-
ieOHBIX 0TI TaK)Ke 3aBICEIO OT 3AKUTOYHOCTH XO-
3anHa. CYNTANIOCh, YTO Ha CTOJIE 005A3aTeTIbHO OTIK-
HBI OBITH TPM OMIOfA: XOTIO/EL]-«CTyAeHel», KIelKN
u cyn («3ymay, «a3sima»). Ho y kpectbsinuHa-6eHs-
Ka 4acTo U 3TOro He 6bU10. Torga roroBum mpyrue
07110712 — KaIycTy, TOPOXOBBIII CYII, KPACHYIO CBEKITY C
cajlaMaxoll MM «IBYUK/IN» C XPEHOM.

Ha bykoBunckoit I'ynynbiyse u B Ipearopbe
006s13aTe/IbHBIMM CBafieOHBIMY O/TI0[aMy ObLIN KaIy-
cTa, OpbIH3a, MaYaHKa, 10 BO3MOXXHOCTI Oy>KeHMHa
¥ COJIOHMHA.

B paBHMHHOIT MECTHOCTY Kpast — 6OPII € raymymI-
KaMI, 3alleKaHKa — «MaKapaH», Manait. Kypsl u siiia
B CBaJieOHOM pUTyale WUIpalu OOPAZOBYIO POJb.
OHM CYMTANIUCh CUMBOJIOM 3apO>KIAEHNUA >KU3HU 1,
II0 HAapOJHBIM IIOBEPbAM, JO/DKHBI ObUIM Obecrie-
YUTH IPOLOJDKEHNE POfia MOJIOZOI IAPHI.

Kyp mapwn MOTOABIM rocTy, IPUXOJs Ha CBafb-
0y. Tak, mouTy Kakasi X03syiKa, Ufis Ha CBafip0y, He-
C7la B PyKaX >KUBYIO KypUIy WIN TIeTyxa. BapeHbIx
Kyp Hapwin — «KIOHWIN» — B XOfie CBajieOHOro 06-
psAfa KPeCTHBIM U CBaJieOHBIM POAUTEIISIM MOJIOABIX.
CBapeHHbIe sJilla JJaBaIM CHECTb MOJIOABIM IIOCIIE
BeHuaHys1. Takue e 06psmoBbIe 0ObIYAN 1 [eICTBUS
C siL[aMy ¥ KypaMy OTMeYeHbl y MHOTYX eBpOIIeii-
CKIMX HapoJioB'', YTO CBUJETENbCTBYET 00 MIHI0EBPO-
HEVICKMX KOPHAX 9TOTO PEMKTOBOTO SB/ICHMA.

Maruyeckas cuma B cBafjeOHOM oOpsfe Ipu-
nucbIBanach Mefy. CBajieOHast BeHYaIbHAs «<MaTKa»
Y MaTepy MOJIOJJ0’KEHOB YTOLIA/IN MOJIOJBIX METOM
Cpasy 1mociie BeHYaHUs — «94TOOBI XXM3HD ObLIA CTIaf-
KOJ1 ¥1 60TaTol1 B M0OBM Ha IO/ITME TOAbI». YTOIeHNe
MeJIOM OCYLIECTB/IA/IOCH CBAIIEHHNKOM 1 B XOJIe ca-
MOTO BeHYaHusA. MeJloM ¢ Ka/la4oM YTOIIaI TaKxKe
O/IM3KyI0 POJIHIO, COCefiell — T0 OKOHYaHMY 00psiaa
BEHYaHMsI MOTIO/bIX.

Maruyeckasi cumma MPUIMCHIBATACH ¥ 3€PHY
HIIEeHNIIBI, CaXapy, YeCHOKY, Bofie. MaTb Iochinana
OpavHbIi IyTh MOJIOABIX HIIEHNUIIEI C CaXapoM — Ha
eApyIo CyAbOy, Ha 60TaTyIo U CIafIKyI0 KU3Hb.

Martepu >KeHNXa U HeBECTBI KPOIWIN BOLOI C
caxapoM 0OapBMHOK IIepefi ero cOOpOM MOJIO[BIMM
K BEHKY. BMmecTe ¢ 6apBMHKOM B BEHOK HEBECTHI I
IIBETOK JKEHNXa BIUIETaIM 3yOOK YeCHOKa Kak obe-
per OT KOI0BCTBA'2.

O6s13aTenbHBIMY CBafIeOHBIMM TIPA3[HIIHBIMIA
My4YHBIMU M3TeMusMU Ha BykoBuHe, kpome xieba,
ObUTH Kamaun («KOIaun») ¥ IUPOry («3aBbIBAHIIBI» ).
Haubonee pacnpoctpanentoit ¢hopmoii Kapasast
OblTa BBICOKAs IA/ISTHUILIA, YKpallleHHas: pUrypKamm
13 Tecra (ITUYKY, IIUIIKY, I[BETHI).

[l BBILIEKaHUS Kajadeil TOTOBWIN IPOXOKe-
BOE TeCTO, JOOAB/IAIN MACIIO, SAIA, A7 BKyCca COJIb
(pe>xe caxap). Beimekanu kamay us Tpex, WeCTU UK
BOCBMU BalNKOB TecTa. YTOOBI BHYTpeHHME Kpas
TeCTa He COENMHSINACH, BHYTPb Kajadya BCTAB/ISUIN
IepeBsiHHYI0 GOpPMY MM CTakaH, CMasaHHbIE XKU-
poM. CBepxy ero ykpaluaayu JIUCTbSAMM, LIBETaMIU,
TPO3[bSIMM BUHOTPaja, TomyOKammu, Qurypkammn
JKUBOTHBIX, CIETAHHBIMU 13 IPOXKEBOTO WM Ipe-
CHOTO TecTa. JTO, [0 HAPOIHBIM BEPOBAHWISIM, CUM-
BOJIM3MPOBAJIO O/Iar0I0Ny4ne, 60TaTCTBO, IVIOKOPO-
[ivie, CYIPY>KeCKyI0 BEPHOCTH .

Kapasait B popme Kamaya ¢ OTBepCTUEM ITOCe-
penmHe ObUT pacmpocTpaHeH B IlpupgHecTpoBbe, B
3akapmatbe'.

Ha bykosunckoii I'yniynbmyne usrorasimpanm
IUISI MOJIOZIBIX MaJIeHbKJe Ka/lauMKI 13 TeCTa 1 TBO-
pora, KOTOpble MPUIINBANUCH K IIPAa3IHUIHOI CBa-
nebHOI ofiexxe 1 ObUIM €€ COCTABHBIM 3/IEMEHTOM.

3aBBIBAHIIBI [I€/IAIN U3 TAKOTO XK€ TeCTa, YTO I
KaJIa4n, TObKO ¢ BobaBienneM caxapa. Ha «posraya-
HbIil» JIACT TeCTa KTa/I HAYMHKY U3 KaIyCThl, ChIPa,
OpeXOB, MaKa, s107I0K, C/IMB, SITOI, CBOPA4YMBaJIY €T0 B
pyer u 3amekanu B meun. [TogaBanm «3aBbIBaHel» K
CTOJIy Ha JieCepT IIOPe3aHHbIM Ha KPYIJIble KyCOUKIL.

113 6e3a/1KOrO/IbHBIX HAITUTKOB Ha CBafib0e yIIo-
Tpe6/IsUIY KOMIIOTBI 1 HACTOU U3 PPYKTOB, BOAY.

AJIKOTOJTBHBIMU HAIIUTKAMU ObIIV BOJIKA, BUHO
u uBo. Vicrionp3oBaHme MuBa Ha CBafibbax pacupo-
crpanserca ¢ 20-30-x IT. AJIKOTO/IbHbIE HAaIUTKMA
Ha cBajbOe (BOAKY, BIHO) IWIN U3 OFHON PIOMKM
(«IOPUMITKBI», «IIOPLUI»), KOTOpas MepeaBanach
10 Kpyry BOKpyT cromna. Ecmu cTon 61 60/b11107],
TO 32 OJIHO 3aCTOJIbe TOCTIO YZIaBaJIOCh BBINUTH HE
6o7blIe 1-2 PpIOMOK.

BaxHoe MecTo B cBameOHOM 00psife 3aHMMAI
Mmen. B HapopHOM cBajie6HOM 00psize Me[ CTaBUIN
B KepaMIIeCcKOil MICKe B BOPOTAX, I HeBeCTa C JKe-
HMXOM JIOJDKHBI OBUIN IIEPECTyIUTD Yepes3 Mef, Ha-
IPaB/SSICh B IOPOTY K MECTY 3aK/I04YeH s Opaka.

B moxpucruaHckme BpeMeHa Ipy HPOBeREHUN
OpakocoyeTaHMsI BOJIXB OIJIAIIAJI CJIOBA:

Taxx60>xbu BHykn Bornenana u Csarorop (Ha-
3vi6a71 umeHa bpauyrouiuxcs)!

Beimeiite 9TOT Me[| Ha 3HAK TI0OBU

" equHCTBa ¢ PomubiMu boramu,

xuByuMu B CBapre

¥ C BaMJ TIBIOIVIMM 32 CYacThe Bae!
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JKenux, fonus Mep, pasbuBal KPy>KKy 0 KaMeHb
co cnoBamu «Ha cuacrbe!». HeBecTa rosopua 3aku-
HaHue: «Kak 13 9Toil yalm HUKTO He CMOXeT IUTb,
TaK YTOOBI Halll OpaK HUKTO He MOT PasouTb!»'.

Bo BpeMeHa XpMCTMAHCTBa, IO IIpUMEpPY J0-
XPUCTUAHCKOTO 00psAa, CBALICHHUK B KOHILE Liep-
KOBHOTO OpavyHOro oOpsfia faBa >KeHUXY M HeBecTe
CbecTb Kycok x/meba ¢ MegoMm. IIpu atom vacro s
Bece/Ibsl MMOJHOCUI X1e6 C MeloM KO PTY >KeHuxa
WM HEBECTBHI, a 3aTeM ObICTPO 3a0upart, n HOBOOpay-
HbI€ OCTABA/INCh C OTKPBITBIM PTOM, YTO BbI3BIBA/IO
CMeX y IPUCYTCTBYIOLIMX.

CMmepTb 4enoBeKa TaKXXe COIPOBOXKAA/IACh Iie-
JIOV CHCTEMOIT 0OPSOB C UCIOIb30BAHUEM HAPOJ-
HOW IIUIIHA.

B ppeBHME HOXpUCTMAHCKNE BpeMeHa Ha IIO-
XOPOHAX Ha MOTWJIe CIIPAB/IA/NACh TPU3HA — JABHMIA
YKPauHCKUI >KepTBeHHbI 00e. OCHOBHOI XXepT-
BEHHOII InIIeil OblTa KyThbs 13 OTBAPHOI MIIEHNY-
HOJ MM AYMeHHON Kpynbl. OJJHaKO HasBaHUeE OHA
UMeJla OT/Ie/IbHOE — «KOJIBIBO». Takoe 6/rof10 cumra-
JIaCh eJ0J MOKOMHMKOB.

[Tpu TpusHe ynoTpe6/ 1M XMeIbHON MeJJOBbIi
HanmuUTOK iy BuHO. COOTBETCTBEHHO, B IIpoliecce
obepa Tpayp IO yCOIILIEMy IepeXOAMI B PafocTb
JKU3HI Te€X, KTO OCTA/ICA SKNUTb.

Takum o6pasom, TpusHa O6bl1a 4epToil, 3a KOTO-
PoOit poHBIE OTMEXEBBIBA/IUCH OT CMEPTH, IOCETUB-
el ux cemblo. BecensAck mpy TpusHe, MIOAM NbITA-
JIUCD OTIIYTHYTH AYIIY YMEpIIero, 4ToObl OHA He Ha-
HOCwIa yiep6a >kuBbIM. Beceroit TpU3HOI YelIoBeK
CTPeMWICS YTBEPAUTD 100y )KMU3HY HaJl CMEPTHIO.

Yxpanncknit ucropuk M. I'pymieBcknit B cBA-
3u ¢ atuM ormevarn: «[lomyHanbHOE GorocTyKeHne
He BpalllaJioch B Ipefle/laX CaMOro OIIaKMBaHMA
yMepILero, a MepexofuIo K Pa3HbIM IIeCHSIM ~ caTa-
HUHCBKUM , TO €CTh, [JOXPUCTUAHCKOTO XapaKTepa,
U TIeJajbHas 4acTh NOMVHOK CMEHs/IAch 3a0aBoii,
KOTOpasi NepUOANYecK BO30OHOBIIA/NA ITOXOPOH-
HYIO TPU3HY»'C.

B XIX B. B cenax bykosuHckoro IIpegropoa n
Bepxnero bykosunckoro ITonpyTbs Ha BTOpPOIi IeHb
IIOC/Ie TIOXOPOH CeMbsI IIOTPeOEHHOTO 1 COCeNY CO-
Oupanuch Ha «I1apy» — IOMIHAIbHBII 00elt 6e3 cBe-
veit n Kamadeit. K xonny XX B. 06psp cobuparbes
Ha «Hapy» ele coxpanmicsa B cene CyxoBepxoB Ha
Kunmanmmue!’.

[ToMuHanbHbI 00€f — TPU3HA — CIPABJIANICA B
IEHb IIOXOPOH, Ha [EBATHI, COPOKOBOI [I€Hb, IO-
TOBLIMHY CMEpPTU ¥ B IIOMMHA/IbHBIE THIU, KOTOpPbIE
MMEIOT JOXPUCTUAHCKYI0 OCHOBY — JHM ITIOYMTaHNS
npenkoB. JT1o PoxpectBo-Komspa, Ilacxa, Ilpo-
BofiHOe BocKpeceHbe (IIpoBopbr), Pycammm, Cmac,
ImutpueBckas cy66oTa 1 fp.

M. TI'pymeBckuii OTM€dYan, 4TO y YKpaWHIIEB
€CTb TpY OOJIBIIVX TOMIHAIBHBIX AHA: « TaKux gHet
HACYMTHIBAETCSI TPM B TOAY: BECEHHUIT B 4eTBepr
(Benukomumit), TeTHNIT — KOTZIA IIBETET POXKb, U ~Ha
Craca”. B aTu [HU MepTBelbl ONACHBI /IS XKUBBIX,
OHU MMEIT OGOJBIIYIO CUTY, I IPOTUB HUX HY>KHO
IenmaTh pasHble 3allUTHbIE HeiicTBUs <...> Tpamesa
0OBIYHO MIPOUCXOANT Ha ~TPOOKaX”, N 3TO, OUEBU]I-
HO, — peBHelIIIasA, IepBOHaYa/IbHasA (OpMa; HO Me-
CTaMI 9Ta LiepeMOHMs yXe IpeTepIieBaeT M3MeHe-
HUIT — MEX]Iy 1IePKOBBIO, KyZIa IPUHOCATCA ~MIUCOY-
K~ 3a yMepIiye AYIIN U TyT e CIPaB/IsieTcst 001as
Tparesa, — ¥ KIafouieM, rje, KpoMme )XepPTBbI CBOUM
yMEpILIMM POJCTBEHHMKAM, IPOUCXORAT U 00IIie
TpaIe3bl, IepeXOo;IIVe 3aTeM B Pa3HbIe Becerlble 3a-
6aBbI — 0cOOeHHO B 6abby TTecHM 1 XOPOBOBI (“6a6-
cxuit Benmukmenp”)»8,

ITo XpUCTMAaHCKOMY BEpPOBAaHMIO Ha TpPeTUIl
IeHb, IO IpuUMepy BockpeceHma Vmcyca Xpucra,
BCsIKasl XPUCTUAHCKasA AyIIa JO/DKHA MOAHATHCA Ha
He00 mrsa moknoHenms Crmacurento. B aToT feHs,
KpoMe ITOMUHOBEHMsI AYIIN IIOKOIHOTO B LI€PKBIH,
IPOMCXOAUT IIOMMHOBeHME U JjoMa. PojcTBeHHM-
KU, py3bsi U O/IM3KuMe 3HAKOMbIE TIPUXOJAT B JIOM,
I7ie VX YTOILAI0T 60raThiM 06€fJoM, B KOHIIe KOTOPO-
TO KaXK/IBIl IO/Ty4aeT Kajad co CBedyoil. B ormerns-
HbIX cenax Bykosunbl (Hemob6oesisl, Tomoposis,
KimuuikoB1ipl) BMecTe ¢ KaladyoM JAIOT YTO-HUOYAb
U3 TTOCY/IbI WM TIO/IOTeHIe".

B XIX - nepsoii nonosune XX BB. Ha bykoBu-
He MMeJI MeCTO 00bIuail HeCT! B [[epPKOBb Ha [JieBsl-
TBIIT JIeHb [IOCTIE CMEPTH «IIOMUHAIBHYIO eBATUHY»
(macro, colp, cano, OpbIH3Y, caxap, $paconp, TOpox,
KyTblo, Kanay). Taxxke o 40 mHell eXeHelelnbHO
POZICTBEHHMKM YMEPLIETO NOOYEPETHO MPUHOCYIN
B 1[epKOBb Kajlauy 3a Ayury 1mokoitHoro. Yepes tpu
MeCSIIIa, TIO/IT0fa [IOC/Ie CMEPTH OBIIO IIPUHSTO IIPU-
HOCUTb Ha MOTWIY IOKOJHNMKA PUTYalbHOE KyIla-
Hbe — KYTbIO, X/1e0 1 IIMCAHKY.

B cenmax Bepxnero Bykosmnckoro Ilompyrbs
eXeHeJle/IbHO B TeYeHMe LIeCTU HefleNlb HOoC/e IOo-
XOpOH HeC/IM HNOMMHAIBHYIO IUIY — «MUCOYKY».
B naBHue BpeMeHa 3TO ObUIO puUTyaabHOE OJIIOZO
- KyTbs, a B XX B. OHa OblIa 3aMeHeHa TpeMs He-
OOJIBIIVIMI KaTauMKaAMM, XOTsI Ha3BaHMe «MUCOYKA»
OCTa/I0Ch U N0 KoHIIa XX B.%,

[TomuHOBeHME Ha TPeTUIl IeHb MMeeT pacIpo-
CTpaHeHue IperMYIeCTBEHHO B cenax BepxHero n
Hwoxuero bykosunckoro IlompyTss, a MoMuHOBe-
HII€ Ha JeBATHIN JIeHb PacCIPOCTPAHEHO BO BCEX 30-
Hax ByKOBMHCKOTO Kpast 1, CKopee BCero, bepeT cBoe
Hayajlo ellje C APeBHUX JJOXPUCTMAHCKMX BpeMeH,
KOTJIa JIIOAY B 9TOT J€Hb COBEpIIANN >KePTBEHHYIO
TPU3HY.
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Yepes rof, ceMb U IBEHA/ILATD JIET IIOC/IE CMEp-
T TPOMCXOJUT IOMMHOBEHJE IOKOIHNMKA IIOMU-
HAJIbHBIM 00eIoM.

Bo Bce ykasaHHbIe Bblllle JHV IIOMUHOBEHUS
PONCTBEHHMKM 3aKa3blBaIOT B IjepKBM JInTyprumo 3a
YIIOKOJ1 AyLIM yMepUIero; Kak IpaBuiIo, TAaKXKe IIpU-
IJIALIAI0T Ha IIOMUHA/IBHBIA O0el CBAIIEHHNUKA U
IVaKOHA.

Ha mommHKy nopaBanm Takue e 6711071, Kak
U Ha CBafib0y VIV KPeCTVMHBI, HO TOJIBKO €Cy II0-
XOPOHBI IPUXOJVINCH Ha MACOE], a He Ha TocT. ['o-
TOBWIN Psifi OJIIOf, XapaKTePHBIX ¥ 00s13aTe/IbHbIX
JUI1 TIOMIHAJIBHOTO 00psifia. ITO Kallla U3 MIIeHNIIbI
(«KONBIBO», «KYTs1», «IIIIEHNUIIa»), TOM4eHas $aconpb
C cajlaMaxoii, rpu6sl, Kamycra. O6s13aTe/IbHBIM OBLIIO
BbITIeKaHe IOMIHATbHBIX Ka/aunkoB. Kamay u cee-
4y JlaBay KaKIOMY Y€/IOBEKY, IPUCYTCTBYIOLIEMY
Ha IIOXOPOHAX, II0C/Ie OKOHYaHWUA IIOMMHATIbHON
Tpamesbl Iepefi NIPOU3HECEHNEM 3aKIIOUUTETbHON
MONUTBBI «OTYe Hall».

Bpydas kamau u cBedy, POACTBEHHUKM IIO-
KOJHOTO TOBOpMIN: «3a AyLly yMmepluero». B orser
3By4Yaau CloBa: «HpOCTbI6I/I>>, «[Ipoctn, I'ociopgm»,
«IIyctp Bor nmpumer».

VI3 HannUTKOB Ha IOMMHKAX, KaK IIPaBUJIO, YIIO-
Tpeb/s/IoCh BMHO, @ TMopoit 1 Bopka. OfHAKO, IO
HpeABapUTeNbHON HMPVDKU3HEHHON IMpocbhbe ycom-
II€TO, AJIKOTO/IbHbIE HAIIUTKY MOITIN OTCYTCTBOBATh
Ha IOMIHA/IbHOM obefie.

besajkoronbHble HAIMTKM Ha IOMUHAJIBHOM
cTosie ObUIM TaKMMIU e, KaK U B IpyTue o0psgoBbie
IHI VIV IIPA3JHUKIL.

Kymanbe «KOnbIBO» BapuIM U3 MUIEHUIIBI, J10-
6aBisAs I BKyca caxap, MHOT/A — Mefl, OPeXU, pexxe
- xoHdersl. Ha I'ymynpmuze 6epmHble KpecTbsaHe
U3-33 OTCYTCTBUSA IIIEHMIIbI B OT/Ie/IbHBIX CIyda-
X 3aMEHS/IM «KOJIBIBO» M3MeNbYeHHBIM XIe00M,
CMOYEHHBIM BOJIOI U CIOOPEHHBIM CaXapoM, — «II0-
KylKkoii». B koHne XX B. B IpUJHECTPOBCKUX U
HOPUIIPYTCKMX Ce/laX MMeIM MECTO C/Iydau 3aMeHbI
TPAZIMLIMOHHOTO TIIEHUYHOTO «KOJIbIBa» PUCOBOI
Kalllell ¢ caxapoM 1 OpexaMi.

I'pubbI rOTOBMIN C MOJOYHO-CMETaHHBIM CO-
YCOM — «COCOM», «3aIIPABKOTI».

O6s13aTenbHBIM ObUT KOMIIOT 13 CyXO(pPYKTOB.

B noMmHanbHbIE JHM 33 AYIIYM YMepIIUX JaBain
Ha KIaiéuie Kajay 1 cBedy. Bo MHOTUX cemax mo-
MMHA/IbHBIM JIHEM BECHOJT OBUI II€PBbIIT WV BTOPOIA
neub [Tacxu mnbo depes Hepemo mocie [Tacxm — B
BOCKpeceHbe 1 HoHemenbHNK («IIpoBogHOE BOC-
KpeceHbe», «[IpoBogHOI MOHenebHNK» ). HasbiBa-
TN ellie 3TOT JieHb IIpocTo «IIpoBopbl».

3a HeCKOIbKO JiHei o aTux «IIpoBofioB» ceMbA
noceraer Kragouie, youpaer TEppUTOPUIO BOKPYT

rpo6OB (YMCTUT MOTMIY OT JINCTBEB M OCTaTKOB
IPOLUIOTOJHEN TPaBbl, OJPABHMUBAET MOTV/IbHBII
XOJIMMK, TOIKPAIIMBAET KPECThI MM BBITUPAET OT
IpsI3Y HaATPOOHbIE TAMATHUKN).

B nenp «IIpoBomoB» KaXKpmasi ceMbsi, Y KOTO-
POIi ecTh yMeplIre Ha KIafouiie, KIageT B CYMKY-
«TpaiicTy» («TailcTpy») Kamaum u macouku. Ha mpu-
TOTOBJIEHHYI0O HOBYIO IIOCYAly (TOPILIOK, KOHOBKA,
BefIPO) MOJBELIVBAIOT Ha HUTKe KOH(DETBHI, pa3HOoo-
6pasHoe MeyeHbe, MeIOBUKN B BHJE CBSI3KI. BMecTo
3TOJI IIOCYZbI MOTYT OBITH MUCKQ, «PBIHKa», «paxBay,
B KOTOpbIe K/IafyT KOHQETHI, Me[OBble IPSHUKU U
00513aTe/IbHO OJJHO M/IM HECKOJIbKO SIMI[-«TaTyHOK»
(s171110, OKpallleHHOe B OJVIH LIBET, — KPACHBII, XKel-
TBIN, 3€JIEHBIN, CUHUI, TE€MHO-KOPUYHEBBI WIN
ILpyTOIt).

B nepkBu B 3TOT JieHb npoucxoaut borocmysxe-
HMe 3a Ay yMmepiinx. [To ero okoHYaHUM CeMbM
[IOCELAI0T MOTU/IbI Ha Kiaagouie. Ha Morumax BbI-
K/Ta/[bIBAIOT M3 TPANICT Kalady WIN CBSI3KMU, KOHe-
THI U TIe4eHbe, «TATYHKI», 3AKUTAIOT CBEYY U yCTa-
HaB/IMBAIOT ee Ha MOTWIe y KpecTa. Pa3moxus Bce
3TO, MOJIATCA Y CAJIATCS WIU CTOSAT PSJOM C MOTH-
7011 HEKOTOpPOe BpeMs, OTHaBasi JaHb CBOUM IIpef-
KaM, KOTOpPbIe OTOLIY B BEYHOCTb.

IToMuHOBEHME yMepIIEro MpOJODKaeTcsa 2-3
vaca. [JoToM HaunMHaeTcs fapeHne «IIOMaHbI» — BCe-
O TOTO, YTO IIPMHECEHO B TpalicTax (pybauku, mo-
JIOTeHIIa, KPYXXKM, MUCKM). [lapsAT cocensaM, 3HAKO-
MBIM, KOTOpbIe ObUIM Ha KIafbuile, 1 Jake He3Ha-
KOMBIM JIIOIAM B IIaMATh 06 ymepiueM. IIpu mape-
HUU «IIOMaHBI» TOBOPAT: «3a fiefa ViBana» mmm «3a
Bylika Ilerpa», «3a 6a6y Mapuio».

Hekotopble 13 pPOJCTBEHHMKOB YMepIINX
ycTpaMBanyu Ha Kinagouige obel Ha MOTWIE YCOII-
X WIX 32 CTOJIOM, yTOLasi efoil ¥ HAIMTKaMM
POZHBIX, 3HAKOMBIX. YTOCTUBIINCH 1 3a0paB C CO-
00if MOJAPOK-IIOMaHY, TIOAY PACXOAWINCH MO JO0-
MaM, a Ha MOTWIAX OCTaB/I/IM KYCOK Xy1eba, Aio-
«KpalllaHKy» («TaJyHKy») ¥ cBedy. B oThenbHBIX
cemax XortuHiuHbl (Bragerana, [lnposusr u gp.),
HOKMzas KIafouiie, Xo3sieBa IPUI/IALIaIN IPUCYT-
CTBYIOIVIX Ha IOMMHKAaX 3HAaKOMBbIX U POJICTBEHHM-
KOB JJOMOJI Ha IIOMUHAIbHBIN 06€e].

Ha «IIpoBompi» mexknu HeGomblIme Xm1edIpl
C CBIPOM U 3e/leHbI0 (/Temernku), Opaau Ha Kaafi-
Ouie BapeHble sJilla, CBUHUHY, OpbIH3Y, Kedup-
«TYCIISHKY» — PaCK/Ia[ibIBa/I/ HA MOTVJ/IAX M YTOLIAIN
CBOMX POJICTBEHHUKOB, COCEJiell.

OOblvail me4yb JeNemKy A IIOMUHOBEHUS
yMepunx OblI pacIIpPOCTpaHeH U B APYIUX CIaBsH-
CKMX HapOJIOB, B YaCTHOCTY, y Oenopycos .

B sapy6exxnoit (pycckoit) bykosune (cenma Pe-
BaKOBIIbI, PbIHray, 3enensit rai, ['posnnns:, Hepo-
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6O0€BIIbIL U Ip.) B IIOMUHA/IbHBIE JHY BBIHOCHIA Ha
KTaiouiie 1 paccTaB/sUIM Ha MOTM/IAX PasHOOOpas3-
HYIO efly: Ka/lauy, siilla-IMCcaHKy, HO ee He yIOoTpe-
6715 Ha Kimabuilie, 3a6upanu 3ateM OMOIA.

POfCTBEHHNMKN U COCERM JApWIM APYT APYTY
BBIHECEHHYIO Ha IOMMHKY [IOCYALY, KaTauu, CBEYN.

Taknm o6pasom, B ceMertHOI 06psifHOCTH (CBa-
IeOHOIT U IOXOPOHHOI) MCIIOIb30BANCh PA3HO-
obpasHble muIeBble MPOAYKTHI 1 Omofa. OgHAKO
Cpefy MMIIEeBbIX IPOYKTOB I/IABHYIO POJIb 3aHMMAIT
xe6-kanad. bes Hero He 0OXOAW/ICA HU OAVH 3TAIl
cazie6bHOI ob6psimHOCTH. C X/Ie60M-KamadoM Hpo-
BOXKQ/IM YMEPIIEr0 B MHOJ MMp, IIOMVHAIN B IIO-
XOPOHHOJI Tpalese, a Tak>Ke B IIOMUHA/IbHbIE JHU
KaJIeH/JAPHOTO IKJIA.

IIpumevanusa
Kaindl R. F. Bukowina-Galizien-Oberungarn.
Wien, 1902.

? Simiginowicz-Staufe L. Die Bukowina. Eine
allgemeine. Heimatkunde. Wien, 1899.

* Kolberg O. Rus Karpatska. Wroclau-Poznan, 1876.

* lllyxesuu B. I'yuynpuynaa. T. 1. Y. 1. JIbBiB, 1899. T.
L. Y. 2. JIeBiB, 1901. T. V. 4. 3. JIpBiB, 1908.

> Bonkos ®. K. OrtHorpadpuyeckue 0cobeHHOCTU
YKPaMHCKOTO Hapoja. YKPaMHCKUII Hapofi B €ro Ipo-
oM 1 Hactosmem. I1Ir., 1916.

¢ Dan D. Rutenii din Bucovina. Cernauti, 1913.

7 Marian S. F. Sdrbatorile la roméni. Bucuresti. Vol.
1-3,1898-1901.

8 Koxomsuko I. ErHorpagis Bykosmum. T. 1.
Yepnisui, 1999.

° Apriox JI. ®. VkpaiHcbka HapopHa KyJliHapid
(Icropuko-etHorpacdiune gocnimxenns). Kuis, 1977.

' Tontop T. O. Hapopue xapuyBaHHS YKpaiHIiB
Kapmar. Kuis, 1982.

! Gajek J. Kogut w wierzenich ludowjc. Lwow, 1925.
C. 82-83.

' Marepnaibl sTHOTpadmdeckoil saxkcrnegyuuy Yep-
HOBMI[KOTO HAIMOHATbHOTO yHUBepcuTeta uM. FOpus
DepproBuya. ITHorpaduueckmit myseit (MO39 UHY),
1989.T. 1. C. 3.

3 3noposera H. V. Ouepkn HapopHOIt cBamgeOHOI
obpsipHOCTH Ha YKpanHe. M., 1974, C. 83.

1

" bopucenko B. Ykpainceke Becimra. Tpapumii i
cyuacHicTb. Knis, 2010. C. 34.

' Jlosko I'. BivanHs 3a 3Buuaem mpepkis // Ceapor,
2001, Ne 11-12. C. 24-25.

'S I'pymeBcbkmmit M. IcTopis ykpaiHcbKoi niTepaty-
pu. T. 1. Knis, 1993. C. 47.

7”M323 YHY, 1996. T. 12. C. 12.

'8 T'pyuresckuit M. Ykasaunas pa6ota. C. 180.

¥ Koxonsauko I'. Ykasannas pabora. C. 394.

2 M33 YHY, 1996.T. 12. C. 13.

>t Sawiska I. Zwycwaje dziadow w Minszczyznie.
Ziemia, 1912. C. 765.

Rezumat

In lucrare se cerceteaza utilizarea produselor alimen-
tare in ritualurile de familie ale ucrainenilor din Bucovina.
Sunt analizate, in special, apecte ce tin de intrebuintarea
painii si produselor de panificatie, pregatirea variatelor
bucate traditionale, folosirea biuturilor ricoritoare si al-
coolice in timpul nuntii, inmormantarilor si ceremoniilor
de pomenire.

Cuvinte-cheie: nunta, funerarii, paine, magie, ritual,
traditie.

Pesiome

B crarbe McClIeoOBaHO MCIONb30BaHME MUIEBBIX
IIPONYKTOB B CeMeIfHOM 0OpAFHOCTM yKpauHIeB by-
KOBMHBL. B wacTHOCTH, M3y4eHO NpuMeHeHue xaeba u
X/1€60IIPOAYKTOB, IPUTOTOB/IEHNE Pa3sHOOOPa3HBIX Tpa-
AUIMOHHBIX Oniofl, ymoTpeOneHue Oe3alKOTONbHBIX I
aJIKOTOJIBHBIX HAIIUTKOB BO BPeMs CBaJ[bObI, IOXOPOH 1
IIOMVHAJIbHO 0OPSAIHOCTIL.

KnioueBble cmoBa: cBagpba, MOXOPOHBI, X/1ed, Ma-
1, 00, TPAUIIVIAL

Summary

The use of food products in the family rites of Ukrai-
nians of Bucovina is studied in the paper. In particular, the
use of bread and bakery products and cooking a variety of
traditional dishes is studied. The article also deals with the
use of non-alcoholic and alcoholic beverages during the
wedding, family and memorial ceremonies.

Key words: Weddings, funeral, bread, magic, ritual,
tradition.
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Examepuna KO2KYXAPD

AOKAABHBIE OCOBEHHOCTV HA3BAHUI ITUIIIV U IINTAHWST B
YKPAMMHCKOM I'OBOPE C. BYZAEIITHI OPTEEBCKOI'O PAMOHA
PECIIYBAUKN MOAAOBA

TpamnunoHHOe INMTaHNE YKpaWHIEB aKTMBHO
MCCTIEIOBAIOCh U JOCTATOYHO OCHOBATEIbHO OINMCa-
Ho atHorpagamu (Mapkesuy, 1860; Cymiios, 1885;
JleBuenko, 1875; Bonkos, 1916; [lanbpkiBcbka, 1926;
Aptiox, 1977, 1987 u gp.). 3HaunTeNbHASA YaCTh pa-
60T MMOCBsIIleHa PErMOHAIBHBIM 0COOEHHOCTSIM T10-
BCEJIHEBHOI M PUTYANbHON NUILIU (ApTIOX, 1982,
1994; bopucenko, 1997; By6psxk, 1993; TonTap, 1979,
1983, 1987; Koxkomauko, 1999; MaHne6ypa, 2003
U 1p.). JIMHIBUCTBI Hava/lu MCCIe[OBaTh Ha3BaHMs
NI ¥ IPOAYKTOB MUTAHMA He TaK JABHO, U B I10-
CrefHee BpeMs HaOMOaeTcsl BCIUIECK MHTepeca K
Ha3BAaHHOM TEMATUYECKOI TPyIIIe JIEKCUKHU CO CTO-
POHBI STHOMMHTBUCTOB 1 A1aeKTonoros (Bomorm-
HOBa, 2011; lanyzens, 1980, 1987; Iona, 2010; Kapa-
ceBa, 2004; KospipeBa, 1984; Kprpkxko, 1997; Heso-
nT, 1986; TyquH, 1990; fAuenko, 2009 u np.).

Taxoe BHMMaHMe K TeKcuKe roBopoB 1. I'puien-
KO OOBACHSET TeM, YTO HEOOXOAUMO «0bOeCIeunTh
HAJIe)KHBIM MATepUasoM OOTacTi SI3BIKO3HAHMS U
CMEXXHBIX HayK, HEITOCPe[CTBEHHO CBJ3aHHBIX C pe-
KOHCTPYKIMEI IPEBHETO COCTOSHMA MaTePUaTIbHON
U JTyXOBHOM Ky/IbTYpbl HOCHTeNel A3bIKOB» (I'pu-
1eHko, 1984, 3)!. CefeHus1 0 HApPOJHOM ITUTAHUU
YKpanH1eB MonIoBbl, B TOM YIC/IE ¥ O HOMEHK/IATY-
pe HasBaHUII IPOAYKTOB NMUTAHMS, OJIOf], TOCYABI U
yTBapy, MO>KHO HalITV B MaTepuanax MOJIJaBCKUX U
YKpauHCKIMX uccrefoparenei (Apriox, Sposas, 1987;
T'omy6, Copounuckuii, 2001; B. Koxxyxaps, 2004; B.
Koxxyxapp, E. Koxyxapp 2004, 2005; E. Koxxyxapb,
1995, 1996, 2000, 2012, 2013, 2014 a, 2014 6; Hukor-
7110, 2012; SIpoBas, 1990).

bynaemtel - cTapuHHOEe YKpauHCKOe IIocesie-
HIe, pacIloyIo)KeHHOe B KOZIpOBOIL 30He Mo/IoBEL B
OKPY>KeHIN MOJJABCKIUX cefl. Vccnenosaremn A. Po-
maHuyk u V. Tamy, onmpasch Ha IpefaHusa MecT-
HBIX )KITeTIel, JOKYMEHTBI M apXMBHbIE MaTepUabl,
BBIIBMHY/IU IIPEAIIONIOXKEHNe, YTO Celo ObUIO Oc-
HOBaHO He No3fHee XV B., @ BO3MOXXHO, I paHblile
(Pomanuyk, Tamm, 2010, 14-92)2 IlbiTasce ompe-
[T Iy TH MUI'PALiUM OCHOBaTesnell . bymaemrsr,
aBTOPBl 3HAYMTE/IPHOE BHUMAaHUE YHEIUIN aHa/IN-
3y A3BIKOBBIX (PaKTOB, B YaCTHOCTY JIEKCUYECKUM
Hapa/ule/iIM MEeCTHOTO TOBOpa € OYKOBMHCKMMI,
TYL[Y/IbCKMMH, OOJKOBCKMMIU U Jp. TOBOPaMI I0TO-
3allaJHOTO Hapeuns YKPaMHCKOTO A3bIKA, KaK BaXK-
HOMY MICTOYHMKY MICTOPMYECKOIT, STHOrpadIecKoit
U IMHTBUCTIYeCKON nHpopmanun (41-67). B omy-

O/IMKOBAHHBIX MPUIOKEHNUAX 3HAYMTE/IbHAS YaCTb
NEeKCUKM — 270 JIeKceM — OTHOCUTCA K Ha3BaHUAM
vy v nutanua (102-140). Ot marepuarsbl, Ha-
PAAY € ayV03aNMUCAMY, CAETAHHBIMU B CeJle, CTajIN
VICTOYHMKaMM JAHHOTO MCCTIeJOBaHNA.

Ilenb cTaThy — MpPOAHAIM3MPOBATb U OIMCATD
HaVMEHOBAHVs, OTHOCAIMECS K IIOBCETHEBHOI
Iylle ¥ MUTAaHUIO KuTenell cena c. bynmaemrtsr Opre-
eBCKOro p-Ha Pecry6rmku MonpioBa, a Takke OT/ieTb-
Hble 0COOEHHOCT IIUTAHNUA YKPaHIIEB STOTO CeJla.

Kaxk 13BecTHO, crcTeMa MMTaHNA — 9TO COBOKYII-
HOCTD OIIpeJie/IeHHBIX ITPU3HAKOB, KOTOPBIE XapaKTe-
PUSYIOT TPaJMIMOHHO-OBITOBYIO Ky/IBTYpPY /H060T0
3THOCA: PAIOH IWUTAHVS, COOTBETCTBYIOLVII KOH-
KPETHBIM TeorpaduyecKyM YCIOBMAM, TUIIBI ONIIof,
HaOOp IUIIEBBIX IPORYKTOB M CIIOCOOBI X 06paboT-
KU 151 OBICTPOTrO MOTpebIeHNs U JJINTENbHOTO Xpa-
HEHNs, MYIIeBble OTPAHIYEHNsA U 3alIPeThl, a TakKe
IMIeBbIe TIPEIIOYTEHNsI, PEKUM MUTAHNA, TIPaBUIa
006bIYaeB ¥ PUTYATbHOTO ITOBENEHNS IPU IIPUTOTOB-
JIEHVIV1 U1 IOTpe6/IeHV M IIVIIY, TOBCeHeBHASA MNIIA 1
puTyanbHble Orofia (ApyTIoHOB, 1981, 5).

OcCHOBY cucTeMbl IUTaHNA YKpauHIeB c. byma-
emthl OpreeBCKOro paifoHa COCTABIAIOT MPOXLYKTBI
TPaiULIMIOHHOTO 3eM/Iefle/Iisi ¥ CKOTOBOJCTBA, 4TO
CBOJVICTBEHHO €IVMHOMY KOMIIIEKCY 3eMIiefie/ibue-
CKO-CKOTOBOJYECKOTO THIIA XO3SAMCTBA, XapaKTep-
HOTO KaK JI/ISl 9TOTO PETVMOHa, TaK U JJIA YKPauHIeB
B 1ie7ioM. [IpyMeyarebHO, YTO 10 HACTOALIETO Bpe-
MeHI Ha MOBCEJHEBHYIO NMUINY Oy/IaellTIeB Cylile-
CTBEHHO BJIMSIOT BCIIOMOTaTe/IbHbIe (POPMBI XO35111-
CTBEHHOIT IeATeTBHOCTI — 0XOTa (B 6omee paHHMe
BpeMeHa) 1 COOMPATENIbCTBO, BElb CEI0 HAXOAMUTCA
B CaMOM CepAlie MOIIABCKMX KOZIP, B BEKOBBIX JIecax
¢ 6oraroii ¢ayHoI1 1 HIOpPOIL.

Ob6uee HazBanue iy — ii'oa’. CrioBo cm'pasa
MECTHBIMM YKpauHI[aMy YIIOTPeO/IseTCs B 3HaYeHUM
«100as efja, KOTOpas TOTOBUTCS K IIPAsHHUIHOMY
crony (K cBajipbe, IOMMHKAM U T. IL.)».

B moBceHeBHOM NUTAaHMM >KUTENU C. Byma-
eIlTHI, KaK MPaBIIO, NIPUHUMAIT IMILY TPU pasa
B jeHb. OOlieyKpalHCKOe Ha3BaHMEe 3aBTpaka
«CHi0AHOK» B TOBOpe OTCYTCTByeT. BMmecTo Hero
ynorpebnseTcs cnoso 'ympe“'n’a. [Ina o6o3nadenus
npyeMa Uiy B o0efleHHOe BpeMs YIOTpebsaercs
HOMeH 0'0 'i0, y>xuHa — 8e“'v’ep’a. Y10 KacaeTcs yek-
ceMbl 11 'i06€"/4'ipok — TIOTFHNK, TO MECTHbIE YKIUTEIN
YIOTpPeOIAIOT ee B 3HAYEHNN «HAJIBEUepbe», TO €CTh
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BpeMsI CyTOK, KOT/Ja COMTHIIE IIPAKTUYeCKIU CKPbIIOCh
3a TOPM30HTOM.

XapakTepusyst ce30HHbIe 0COOEHHOCTI MUTAHVIS
OJfHOCeTIbYaH, peclIoH/ieHT B. PoMan4uyk oT™MeTwIa: ui0
"thin u?/ wo '6yn’o / mo "tiin vt/ 20'n 00n’i He* ce'Tin u’
/]y / 0o'nycmu‘m / tiax 'sapu‘s / y map'moeuc // '3apu‘3
ui'n’e HO'wo2o He''v’oe0 He''ma // 3e'n e 'y 1 e ilakoeo
/1 y'c’o cma'pe 'iiin " w¢/ pa'cyn’i / kap'mopn’y / ka'nycmy
/ namn’'ax’en’i * kea'weni / i cn'e’yx’e" cy'uien’i
ea'pun ' u/ K’ice'n " uuy 3 'nu‘x / 0'co6 'in:o me“'nep /
y'n'icm // 'my / ko'n po'6u‘n u¢ ean yw'x’e*’ / ko'n u¢
Mmaii nananu‘a’x’e" © // wo '6yn’o y xo'saicme’i /
'mo 1 'in'u¢ // a '3apa“s notiay'n aice" 3e‘n’e"'ney /
no'mom n'i’i'pucy’i ’// ... 'max i'r’e 'in"o yne“'pem
// wio ea'pun’u’ 3e“’moy / mo i 'n’imom // wo ma'x’e
0'co6 in:0 'man u?// wi’w’e 3emoy py'ban u iia'xy
'kypky // a 'n’imom ne* py'6an ut ky'pei // 'max y'ue
X’i'6a Ha 'nempa tia'k’e kyp'wa py'6an’u’ // maii
woce'nu® y'ue py'6an u® 'moxe no xyp'wosu// a
'max / x'mo 'wo 'may.

Kax Bugum, IOMUMO CE30HHBIX 0COOEHHOCTEI,
CYILIeCTBEHHO BV Ha opMMpoOBaHUe palyoHa
yKpanHIleB KO#p 00bIuan, OrpaHIYeHN i 3aIIPeThI.

[ns obo3HaueHMs: HEMICTBMII M IIPOILIECCOB
IPUTOTOBJIEHNS IMINM KPeCTbsHE NCIOJIb3YIOT
TaKMe JIEKCEMBL: 6a'pu‘mu’ — TOTOBUTbH MY, Ba-
puUTh; 3aka'nape'mu’ — Baputh emy (mepen.) (114),
3ama'n’anamu® — 6HICTPO, KaK-HUOY/b IPUTOTOBUTH
nvty (115), 3’2 ynilysamu® — 04nCTUTL OT 0007104~
K1 (Kykypysy, daconnp) (116), 37 e“samu® — cmuBaTh
(116), Ha'n"azode*mu’ — naroToBuUTh (122), Hame“'nep
— HEeMHOTO, Ha OfVH pas: 38a'pu<na ui'ou® 'n u‘u’
Hame“'nep (123), na'npaxe'mu’ — Haxxaputb (123),
ob'npance*mu’ — nomxaputsb (124), n'id'npaxce mu®
- poxaputb (125), cka'nape*mu’ — caputp (132),
‘cnpance*mu® — 3aneun (133), Hapy'6amu’ - 1) Ha-
pesatb; 2) Hapyoutb (123), nepe'6abpamu’ — 1) 3a-
MECUTb /I Hadala TecTo (IIMHY); 2) pacKOBBIPATD,
HO He cbecTb mumy (129), ne“pe'n’y'nemu’ — mepe-
9nucTUTh (KYKypysy, dacomb) (129), pos'6oymamu’ —
pasbonrars, pasmewats (130), posn 'y'ne“mu’ — CHATD
0007104Ky ¢ KyKypy3bl 1 T. 11. (130), ‘ce*namu® — mutb
(134), yse“’xamuyu’® — 1) MHOTO TOTOBUTb (K CBafibOe,
Ha ITIOMUHKN); 2) X03SiTHU4YaTh (136).

JleficTBUsT M TPOLIECCHl YHOTpeONeHMs NI
'flicmu® - KylLlaTtb, eCTb; no'Kywamu’ - UCIpobo-
BarTb, NMOKyuarb (127), sr'a'kamu’ - >xeBarp (113),
ne“pe‘smnakamu’ - nepexesarb (129), kpanamu -
xparb (119), n'ur - tnorox (121), 7 'u“eamu’ /
auramu’ — rnorars (121), 06’1 onamuyu® — 06beCThb-
cs (124), 'nany, na'namu’ - ectb, Kymatb (geTckoe):
'eai 'nany, na'nai (126); 'copbamu’ — xnebarp, npu-
xnebpiBath (132), 'xpynamu’ — IienkaTb CeMeYKI,
ectb cyxapu (138), 'xpycmamu® — ectpb (1jenkarsb)
cemeuku (138),'1’ amxamu® — yaBkartb (138).

XapaKTepucTiKa BKYCOBBIX U JPYIMX KadyecTB:
3’iy'k’u‘i — HeBKYCHBI, HENIPUATHBI Ha BKyc (114),
ko' ow'inuti - tomuennn (119), ma'ui’:ena, 'oo-
6pe ma'uwiena ii'da — XMUpHas, O4eHb KUPHAA efla,
Ha'py6anu‘i — 1) HapesaHHbIIL; 2) HapyOneHHb1 (123),
00'n ynanu‘i — ounienuslit (124), ne“p's’enu‘i (128),
n'ic’Hu‘l — mocTHbIA, 1 'icHa ti'da (125), nyx'x ‘ud -
IIBIIIHBI, P (0 TecTe) (128), cepu‘i — coipoi,
cko'pomna tii'oa (132), cmaw'nut — Bxycubii (132),
'emawno - BkycHo (132), 'cnpasce*nu‘ii — >xapeHHbI
(132), ‘'cmyxn 'ui - 3arxmbiit (133), y'kycHu‘t — BKyc-
Hblit (136), ‘cume m'H’aco — XupHoe MsICO U '7n1"ew’ase
M/'H’aco — XUINCToe, OCTHOE MSICO.

XapaKTepuCTUKa Ye/I0BeKa 1 er0 OTHOLIEHNS K
YIOTpeONeHN o NI Hicmo'6U‘muil — TOT, KTO eCT
C aNIeTUTOM.

Kak u B ipyrux pernonax Monznossl, B c. byna-
elITh Haubosee pacpoCTpaHeHHbIMM Obln O71rofa
PaCTUTEIBHOTO MIPOVCXOXK/IEHNS, TIPeX/e BCEro 13
3€PHOBBIX, CPEMIM KOTOPBIX MECTHBIE KPECThsIHE Yallle
BCETO0 MCIIO/IB30BA/IN OCTUCTYIO MIIEHNIY — Wo'C’int ' Hy
ne'we' Hu‘yy, oBec — 0'eec, a Tak>Ke pOXKb — 'IHUMO.

[Tmennynbiit xme6 — x7'in ne‘we" HuwHu'i -
BUIIEKA/IN 110 Mepe HeoOXOAMMOCTH, HaXke B BOC-
KpeceHbe: tax ce''konyu’iy 'xn’in // 'max i n’ix'n u’//
n'ik'’n vt i j ne''rin’y / 60 ne* 'man u¢ ko'n u.

ITporjecc BbImeukn xmeba ObUT  TPagMUIMOH-
HBIM: COOpaHHOe 3epHO HEOOXOMMMO OBIIO CMOTOTH
— ymcop'nu‘mu’ (136) — jincop'Hery my'ky IpocesaTb de-
pes ‘cu‘mo M B IepeBSHHOM KOpbiTe — ue'0'posu’ (H.
&. — ue'6ep) (138) 3amecursp omapy — po'usury (130).
Pow:i'Henut xm’in — omapy — TOTOBWIM U3 JPOXK-
Keil JJOMAIIHero IpousBoAcTBa — Oom'kan’iy (H. .
— 6om'xan’i) (111), B cOCTaB KOTOPBIX BXO[UI XMEJTb —
xm in’, keac'ne® 'k’icmo — EpoXOKeBOe TECTO U KYKYpy3-
Hasi MyKa — Ky'py3'ana my'xa. Xneb BbiekaioT B Qop-
Max — ma'sax (H. . — ma'ea, ma'suu’xa).

[l 0603HaYeHMsT pa3sHOOOPA3HBIX MEVCTBUIA,
IPOL[ECCOB ITPUTOTOB/IEHISI TECTA, U3TE/INIT U3 HETO 1
VX COCTABJISIOINX, TOCYABL U T. [ MECTHBIE XKUTE/N
VICTIIOZIb3YIOT TaKJie JIEKCEMBI: MECUTD, 3aMeCUTDb TeCTO
- m'i'cutmut, 3am i'cumu’; MECUTDb TeCTO Ha CKOPYIO
PYKy — 3a'6abpamu’, MeCUTb pefKo — ma'n anamu’
(134), mepekucarp — 6yx'x’imu’ (111), 'we“crymu® —
HPOKUCHYTH (0 X/1ebe, MamasbIre, 6oplile, HO He O BUHE,
ée"'no xeac't’iite) (118), n'id'nykHymu® — moTpecKkaTbcst
(125), py'6amu’, napy'6amu’ — pesarb TecTo, X6 (410
651 TO HY 0b1710) (123), ma'v’amu’ — packaTbIBaTh TECTO
(134), 'mavajxa — ckanka i tecta (134), 'mav’ane —
packaraHHoe TecTo (134), ka'n yn — Kycok TecTa, OpbIH-
3bl (118), wabamy'samu’ — xpounts (x71€6) (139).

ITepBblit TOMOTD, OTPE3aHHBII OT L[eIOT0 X/1eha,
Ha3bIBAIOT ok'patiox (125]; momotp xmeba — '6aioa,
6y'xama, 'ep’inka (111); 6onbiIO TOMOTH X7Teba —
eée'n ' u‘ka '2p’inka, 'wimaba; 3a'2n’im — pyMsHas Ko-
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pouka Ha xnebe (114); 'kpu‘uwka — xpouka (xn1e6a)
(119); mH’a’kywika — MAKMII, MATKAsA 4acTh Xy1e0a;
'kyc’in’ — HaJIKYIIEHHBIN KYCOK 4ero-mi6o, B TOM
gncie u xneb6a. HeymadHblil, HeBbIIIeUeHHBIN X/1e6 B
ceste Has3bIBAIOT ‘K71 ook (118).

B noBOeHHBIE M IOCTEBOEHHBIE TOMBI B Celle
cestlu OOJIbLIE PXKM, HEXEM IILICHUIIBI, TOCKOIIb-
Ky poxb Obita 6onee ypoxaitHoi. B. Pomanuyk
BCIIOMVHAET, YTO Yallle BbINeKaau PXKaHO! Xy1e6 —
e m'nui xX'n’i6: 'ilax ne'we" nu‘y’i ne '0yxce '6yn o/
n'iK'n’ut 3 'wuma // 'Kinw’e'n ut dii'20 / no'mom
cy'wutn v/ n'ik'n'u¢ 'xn’i6 3 'mezo // 3 'mu‘mm’oeo
'xn’iba po'6u‘n u¢'6paey.

[ posxxxeBoe TecTo — k8ac've 'k’icmo, unu 'x’icmo
Ha 6om'kan’ax, VCIIONb30BAIN IJIS1 Pa3HOOOPAsHOIN
BBITIEYKN: '60xany’ie (H. ¢. — '6oxamey) — xmeOul,
ucnedenHsle Ha 'eampi’ (111); namnyw'x’e* (126)
(H. ¢. - nam'nywxa) ¢ pasHOOOpa3HOV HAYMHKOIL:
no'e‘ion "o, '6punsa’®, x’itia'/ xmo ¢ 'wim; kHU" UL
(8. §. - kHu‘w’) (119), KOTOpBIE MOTOOE MTOKOJIEHIIE
CerOfIHsI Has3bIBaeT nasn a'u‘y’i, nan anu‘y’x’e" (H. .
- nan’a'nu‘ya, nan’ a'Hu‘y’xa) — IIOCKe IMPOTY Kpy-
171071 GOPMBI C pa3HOOOpas3HoIl HaunHKoI (126), KO-
TOpBIe BBIIIEKA/IM B ITeY) Ha KaITyCTHBIX JIMCTBAX VN
B ma'sax, a Takke se'p'mymu’ (H. §. — se“p'myma)
- cmapgkue pynersl. CekpeT Oy/laemITCKuX BEpTYT B
uX penente: 'kn’dn v’ 'caxap’// "taiu’i // ea'pu‘n u¢
Hinma'pucw’™?/ 'iiywiky 3 'Heeo 'cu‘nan u¢ y po'ud’ury
/ w06 'naxn’a ee'p'myma. HaunHka — rperkme opexu
U HOBMJIO: aliBOBOE, CIIMBOBOE, abpukocoBoe. Bep-
TyTa TOTOBUTCS B BUJie Py/IeTa 11 Ha3bIBACTCH /i iyd.

V3 mpecHoro Tecta — co'n’ omkozo 'k’icma — Bu-
meKanu pa3HooOpasHble MUPOTH: nasn aHu‘u'k e’
eapsa'p’i, can’ a'p’iiii.

Ilan anu‘y’K’e" — KpyIIble IZIOCKYE MMPOTY C Ha-
YUHKOI U3 KapTOodess, KalyCTbl, TBOPOTa I T. II., KO-
TOpbIe BAIIEKa/IM 1 B IIeYy ', 11 Ha IUIUTe B CKOBOPO-
Kax. BecHoi1, korma nosBisAmach 3e71eHb — 3e'71 e Hel,
ee JOOAB/ISUIN B HAYMHKY: nan anuy’x’e n'ik'n u® i y
n'i'’i /1y mu'rdi’ // nap'sews o'xanky 'kpony /'n’ip’a
3e“'1"enoeo 3 ue"'6yn’i/ ma i' moxcra my'oa 0o6ay' n’amu’
'6pu‘n3’i / me* i po'oumu’ nan anu‘u’x’e* / a 'mosxna
Kap'mowxy 1 moii 3e'n’e“ney / mo 'moxce 'moxcHa
po'6u‘mu® nan anu‘y’x’e".

Bapsa'p’i (. ¢. - eap'sap’) - nan’'anu‘yi
C «IeTHeil HAYMHKON»: 3e/leHb, (PYKTBI, SATOMBI:
sapsa'p’i — nan amu‘y’i ¢ we'pewsr’amu’ / 3 ' itioy
/ 3 '3apsap’amu '/ 3 'ilabn ykamu® / xmo 'tiak /c
o' uy'kamu® 'pobiia // mo'mo eapsa'p’i ce*nasu’'eaitym
// mo 'ue y n’i'v’i n'i'v"ymuyu® // 60 na m’u’rai 'ilix
He" '200e"n n'i'vu // wo'nu® me*'w’ym / i moti wo'n’it
eo'pu‘m / '6pucckaite.

Ewe opuu Bup nan a'nu‘y’iy - can’ a'p’ii. Cana-
PUU OT/IMYAIOTCA OT BEPTYT T€M, YTO BEPTYThI BUIIE-

KaloT B (popMe py/era — 'x’iyd, a camapuu — BepTy-
ThI, 3aKPY4eHHbIe 110 CIUPAIU B BUJe Kpyra: 'ia 'yi
can’a'p’ii 'po6iiy / 60 'mpe* ce''en’ase y m'uraily /a
nan’ a'muy’i 1" u‘u wod'na /y my ma'y.

ITexyT TakKe Kop>xu — xop'x#’i (H. ¢. — Kopac)
M3 Pa3HOTO TecTa: Ha Wo'r'i / K’iun'a'koeu’ / i Ha
bom'kan’ax// y n'i'v’u’ /i na nn’e"'x’i.

Ji3BecTHbIe 1 MOOVMbIE Ha BCEX «MepMIMAHAX»
IPO>KMBAHMSA YKPAaUHIEB BapeHVKM >KuTemu C. by-
JIaeIlThl HA3bIBAIOT ne'po’ze’. VIX TOTOBAT ¢ pasHO-
obpasHoil 'Hav'unkoy — '6pu‘nza / 'xc’itia / 'eewin’i /
no'e ‘ion "o / ka'nycma / m'n’aco //. MAco iyt HAdMHKN
He IIPOIYCKa/IN Yepe3 MACOPYOKY, a M3Me/Ib4aji Bpyd-
Hy10 VI3 3TOTr0 YKe TecTa TOTOBAT 8apa’He'yi // co'n omk’e
'K’icmo py'6an’u’ 'kon ue'xom '° // y wox'p’in //
no'mom mac'mun’ u* wo'n’itiom.

Jlammry fOMaIIHero MpUTOTOB/IEHVA HAa3bIBAIOT
'k’icmo. Ee TOTOBAT HECKONBbKUMMU CIOCOOaMM: OT-
BapMBAaIOT B BOJe 1 3aIIPaBJIAIOT MOJPKAPEHHbIM Ha
TIOJICO/THEYHOM MacJIe MO0 >Ke Ha CBMHOM TOIIEHOM
KMpe JIyKOM, OffHAaKO Yallle yIIOTPeO/IAI0T C MOTOKOM,
a TaKkXKe JOOAB/IAIOT B IlepBble Oofa — 6oput. VI3 te-
cTa — 'K’icma TOTOBAT TaKXKe NPa3THUYHOE O/II0fI0 —
'6a6y (H. d. - '6a6a).

Beimexkanu m 6muubl - 671 °e“nuc. Tlogropes-
1IVIe CHAPYXX1, HO CBIPbIe BHYTPY O/IMHbI Ha3bIBAIOT
napmo'n’en’i (126).

TpamIMOHHbI B IMTAHWN XKITeTIel cena O/oia 13
KYKYPY3HOJ MYKJ ¥ KpyIIbL [l HOMMHAIN KYKypY-
3bI VICTIOTIBb3YeTCsI /ieKceMa Ky'pysu’ (120), KyKypysHOTo
3epHa — '3epHo (117); KyKypysHOIL Kpymbl — Ky'py3’an’i
kpy'nu; '67in’i ky'pysu’ — CHeIMambHBIA COPT Ky-
KYPY3bl Il «IIeTYLIKOB» — KOKO't4'ij; KyKypy3HOI
MYKI — KY'py3’ana my'xa.

B Gomee otpaneHHble BpeMeHa, NPYIMEPHO JiO
60-X IT. IPOLIOTO BeKa, Ma'71’'ai — KYKypy3HbIil X/1e6
(121), B om/mM4me OT MIIEHNYHOT0, OBII TOBCETHEBHBIM
B NMTAHUM MECTHBIX >KuTeneil. Kak u Ha ocTambHO
TEpPUTOPUI CTpPaHbI, HanboIee PacIpoCTPaHEeHHBIM
O/TI07I0M 13 KyKYPY3HOII MyKJ ObUIa ¥ OCTaeTCs MaMa-
JIBITa — MA'71 U°Td, KOTOPYIO B CeJie TOTOBAT CIIEYIOLIM
obpasoM: 'cunu‘us 'wody / mai 'c’in’ / mai my'xy / mai
// xo'n’e* wo'na 30y'saice" / noce“'naiwi 1 'u‘wt my'xoy
iii'i no'sep’x’u / a no'mom / ko'n"e" wo'no ce“coy'saiie/
K’ 0ddiiu 'opyay my'xy // i '006pe m "i'waiiia.

ToTOBYI0 MaMajbIry BUK/IAbIBANTU WM HEIO-
CPEfICTBEHHO Ha CTOJ, MM XK€ CTEIVIN IOJIOTEH-
Ile, VI BBIK/IQ[IBIBA/IY HA CIELVATbHYIO HOLIEYKY
u py'6an u’ 'numroy... // y 'ueeo 'nauwozo cmo'n’a
mox'p’itie '3’icnody / me*i 'tia 'cmen’y me*'paynex // a
'opye i 'npamo ma 'ck’iy // 'nomu’y y 'mamu no'koinoi /
'K’iko ea'pu‘n ut// 'npamo Ha 'ck’iy 'knan"ut // a'n’e
'Opye i kn'a'0ym na'dowou’y.

Mawmaneiry ynotpebmsimu ¢ ga'cynamu® / ic
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kap'mogn’oy / ic cmyoe'n'yom ¥ / ic 6op'uiom / ic
'6purnsoy // 'tiax 'xmo wo 'may. Ho 60mbiue Bcero smo-
O ¢ 'wksapkamu® u cme''mamoy.

J3KyKypy3HOIt MyKUTOTOBWUIN HA'Zl U CHU K€"
(H. &. - Ha'n u‘cHe'k) — KOPX Ha K e“uin’a'kosu’
(122).

I mpuroTtoBnenus 'kaud’iy (1. . — 'kawa) nc-
HONb30BAIA KpY'ny Ky'pys’any, 3'6 in u‘x xky'pys’iy,
us puca - wo'p'esy (H. ¢. - wo'p’es), mureHnIp —
ne“wie" nu‘y’i. IleHnyHas Kpymna uMeeT Clelyaib-
Hoe HasBaHume — 6y71 'ryp. Kpome Toro, pacnpocrpa-
HEHHOVI Obl/Ia TaK)Ke ThIKBEHHaA Kallla — 3 0ouma’na.
OTBapeHHDIIT HA'2ym MeCTHbIE JKUTEJA TakoKe Ha-
3piBafoT Kamreir. Kamy cpabpusamn wo'n’itiom /
'mack’oy *°/ wu wik'eapx’i k’e"'0an u¢ y 'n’y.

Yro KacaeTcs Ha3BaHWIl MEPBBIX OIIOf, TO MBI
3auKCcUpoBaMyu Clefyoolie HoMeHsl: 6opus (111),
"ttywika, cyn, 6yn’iion.

B cenme pas3mmyaoT HECKONMBKO BUIOB OOp-
ma: 6opwt ea'pu‘n’u’/ tiak i '3apu‘c eape“mo //
kap'mogn’a/’'e" 'mam do'6asen vt 'mpox’u pa'cyn’iy
// a'we / 'mpox’ut ka'nycmu/ 'mpox’u¢ ¢pa'cyn’iy /
'mpox’u® kap'mogn’i // a'we // 6y'pax w’ip'wonu‘t
3 kap'mogn’oy / npe“'npaxc’yean u’ tii'eo / mai 6'i3
'mi’aca / 3 wo'n’itiom // na wo'n’iiowu* 'npaxcen .

CoOCTBEHHO TOBOpPS, PECIIOHEHT W3JIOXKII
TpU pelienTa NPUTOTOBIeHUs 60p'uty. Kpome Hux,
xutenn bBymaemr Ha3pIBaIOT elle TPU BUAA ITOTO
6mropa: 1) ‘2on ' u'i '6opus // 'ue 30 'ck’ika kap'mogn’iy
/ 1 'mpox’ut kpy'nut / ue6yn’y 3a'npaxcysan u‘ /
ywitly; 2) '6opw ¢ pa'cyn’iy // 'max i ka'zan u /
'60puws ¢ gpa'cyn’iy // cma'p’i ea'pu‘n’u® 'max / 'tiax
ic ca'mu‘me" pa'cyn’ame’; 3) '6opus ¢ kap'mogpn’oy
// a 'dak 'n'utw’ ca'my xap'mopn’y / 'smav’u‘m c
kap'mogpn’oy ca’moy // kap'mon’y 'n uwi /6 in we
H’i't’020 He" K'e"'0an "u y 'neeo // 'kn an u’ 'ueeo 'kpo-
ny kwa'uienozo // a'w’i / cy'wienozo / 'sakpu‘uik’u
/ wut ne'm'pywik’u’ kea'uienoi / 60 'keauwe'sn u’
n'im'pywixy. BecHoit B 60pI HOB/IAIOT KpammBy —
kpo'nuy (H. . — kpo'nu‘sa), u ui’’ay’'Hu’K — MaBeNb.

Bce HasBaHHBIE BUABI 60p'uly o06sA3aTeNDb-
HO 3alpaB/IsA/M  CIeNMaZbHOM  3aKBACKOW -
sax'séacr’yean e‘ca (115) 6op'wom (111), 3ax’sackoy —
KICION Ha BKYC XUAKOCTBIO (H. . — 3ax’sacka), u3
3abpoauBinx oTpybeit — 'ip’icy (1. . — 1p’ic) (112].
[l mpurotoBieHuss 60p'uty MCHONMB3YIOT CIIELU-
QJIBHYIO TIOCYY — 60YOHOUYEK, KOTOPBIN TaK I Ha3bl-
BaeTcs — 60p'ui’iyka (111).

CrycTku xupa B 6oplie HasbIBatoT ckan ke (132).
Cym, cOracHO OOBACHEHUAM PeCIOHJCHTOB, Mak
'camo / tiax '60pus / 'n " utusen’ HeV'cu‘nan u¢ 6op'uty,
TO eCTb He nopkycmuBau. OBoiuy xureny bymraemt
YIOTPEONAIT eXKeTHEBHO U KaK OT/e/IbHBI IPO-
IYKT, ! B COCTaBe IPYTUX OTIION.

Hassanusa osowmein: 6oud/'man — teika (111),
'cun’i — Gaxmaxkansl, 6ypka'Hoca ne“p'nu‘ya — cnap-
kuii eper (111), roro'wiap — KpyI/Iblii Iepels, pOTyH-
ma (112), xa'nycma; xanyc'mu‘n’a — MACTbS KaIIyCThI
(119), xpe“sayka — TONOBKA KBALIEHONM KaIyCThI
(119), kap'mogpn’a (118), xy'n’anopa - KopuaHgp
(120), ny'6u‘cmox, 'mopxosa, namn a'x’en’i — mo-
mugops! (H. ¢. — namn a'xm’en’a) (126), ne'p'v'u‘ya,
ne'p'v'uv’xa - ropbkmit mepern (128), u’ip'sone'l
6y'pax — cBexna (138), 6ypa'vw'u’n’a — cBeKo/IbHAA
60TBa, kp’in — ykpom, ne‘m'pywika / n'im'pywka,
Xp’iH — XpeH, ue“'byn'a — nyx, 'n’ip'a 3 ue“'6yn’i —
MoJiofible IMCTbsA nyKa (125), ‘uen’ina — cenbpepeit,
ye'e“pox, ye'e'p'x’e" — oryper, Orypupl, 40c'HOK —
vecHOK (138), 'n’ip’a ¢ w'ocHe"'ky — MOIOZbIE TUCTHA
vecHoKa (125), wi:ay'ne'x — masens (139).

[Ina  o6osHaueHMs [eVICTBUA «pPa3TaBUTb»
4TO-TO (KaKOJ-TO OBOI) YIOTPeOIsAeTCs ITIaroj
pocd'm’aw’imu® (130). A paspaBlIeHHBIN OBOLL WJIN
bpyKT — pocd'n’aq’inu.

OBouM KpecTbsiHe YHOTPeO/IsANMM 1 yHOTpe-
O/IAI0T CHIPBIMY, BapeHbIMIU, )KapeHbIMH, 3alledeH-
HBIMM, TYIIEHBIMHU. DTO, KaK IIPaBUIIO, IPOCTbIE B
IIPUTOTOB/IEHNN 1 TO/e3Hble Omiopa. Hampumep,
M3 TBIKBBI — 00UiMa'HA-TOTOBWIM TaKue Oyroma:
6ow'man ea'penui |/ 'max iii'20 ea'pu‘n’ut | ma
"in ue /] ¢ xkpy'namu® ea'pu‘n v’ | xa'san u’ / 'kawa
3 bowma'nom /| bow'man n’i'venui // n’ik'n u
ii'20 / ko' u¢ nik'n vt 'xn’i6 / me'i 'nepuo we'n’om
keoan u* 6ow'man / ma ce“n’ik. Vicnonp3oBa-
U THIKBY M B KadeCTBe HAYMHKI I NMPOTOB: 3
6owma'na po'ou‘n u* nan a'mu‘yi.

BaxHOe MecTO B pariyioHe 3aHMMAJI ¥ KapTOderib,
KOTOpBIiI J0OAB/Is/IM B IepBble Omofa: ¢ Kap'mogn’i
sa'pu’n ' u’ '6opus. VI3 Hero rOTOBWMIM CaMOCTOSATEIb-
Hble O/mofa, Haybosee HOMY/SpHBIE — KapTodenb
JKapeHBlil, KOTOPBIIl B Cele HA3bIBAIOT 'mp’ajxe“Ha
mmbo 'wape‘na kap'mogna, a Taxke xap'modn’a
ko'n’'ou’e'na (maBHee HasBaHme), n’y'pe (coBpe-
MeHHOe Has3BaHue): xa'san u® mo'ou’ | kap'mogn’a
ko'n'ou’e'na // me“nep 'xaxym n’y'pe. ToToBum
TaKKe IePYHBI — Kapmo'gn’ane x ue.

PecrioHfieHT OTMETWM/IN, YTO CETORHS M3
CBEKJIBI TOTOBSIT MHOTO pPa3HOOOpasHbIX Omof, a
paHblile ee NCIOIb30BAMN INIABHBIM 00pasoM s
IPUTOTOBJIEHNsI OOpINA, a TAKXKe XpeHa — X'poHy 3
6ypa'kom, BUTAMUHHOTO O/1I0fja B 3VIMHe-BeCeHHUIT
nepuon: x'p’in me*'can’ u® mo'nen’xo / i 6y'pax 'moi
/i 006ay'n’an u° my'oa po'c:on’ y 'mezo // 0'co6’e"H:0
¥ 'uei 'n’icm / do 'mack’u’ // xa'san vt/ wo 'nepud’ii
"mutwcoe'n’ 'dicmu® / wob 671 ox’e He' Ky'can u’
// nocmo'tian:o 'mama 'mam po'6u‘n’a // po'cin’ ¢
ka'nycmu’ / i 6y'pax w’ip'eone"i / i 'xp’in.

[ToueTHOE MeCTO B paumoHe Oy/aelnTiies, Kak
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U JPYIMX SKUTeNeil peciyOnuKy, 3aHuMaT 6060-
Bble, XapaKTepHble I INUTaHNUsA MOJJaBaH. B cenme
OBITYIOT CrIefiylole HasBaHMA 600OBBIX: T0'pOX,
da'cyri (137), 6a'6ane* — xpynHas Oemas Qaconb
(111), 'z e“nma — nuuTa (Hadyanu ceATh HENABHO, B
otnune ot Ha'eymy) (121), Ha'ey0 — HaryT, GapaHuit
ropox (122), nac'me‘ixa — crpy4ok ¢acomu, 6mono u3
cTpyukoBoit dacomu (126), nacme’i’k’e" — TylieHble
ctpyuku aconw; 6 in’i, rapa'tos ‘i, woym’i, ce''een’x’i
¢a'cyn’i — MeCTHBIe Ha3BaHUA COPTOB (HacoMuL.

HasBanusa Omon u3  6060BbIX:  ¢pa'cyn’i
ko'n'ow’e'n’i (mope u3 Oemoit dacomu), @a'cyn’i
éa'per’i (MCIONB30BA/MN LIBETHYIO (pacomb U He U3-
MeTIbuan ee); Oa'baue’: § ocHoy'Hom ea'pu‘n u’ /
¢ 'kopwoy ?' // 6a'6ane* ko'n ow'en’i // '0o6pe max
sa'p’avya/ n"y'nu‘n v / fiak kon o'mu‘n v’/

[IInpoko  MCHONB3YIOT — CTPYYKOBYIO  (Hacomb:
nacme'ix’e’// '6pan’ut 3en’eni / edpunut diix /
‘npane'n w2 /in'w // a xon'u oospiean u /
30e"'pan w3 'mux pa'cyn’i // 'iia me“nep 'pobiiy mai
i'nade // 'kn'ady 'ue y uayne'... // a cma'p’i 'nepsucii
pas?®' ea'pu‘n’u’ 'tiix / me“i 'cyy’io’ywan u¢ 'iiywxy /
a no'mom 'npaxce‘n v’ // 'tia yue me*'nep / mai 'npa-
wy ue'oyn’y / me“oaily my'ou nacme'i'x’e” / me'i
'mpowir’e* wo'ou* / me'i wo'oa ee’'x’intiyiie / me“i
wo'nu® ea'p’aya / mai 'mpaxyy:a 'cpazy // a 'max
no'ka tiix 'ssape‘wi / a no'mom no'xa 'npasce*wi / me'i
epo’'maoda 'epemn’a y'xooe.

U, xak MbI yXe oTMedanyu, Gpaconb f06aBIA-
JIM, KaK OTHE/IbHBIN MHTPEAMEHT, B 60pIL, TOTOBIIN
'6opI ¢ pa’cyn’iy, a TaxKe yIOTPeOIAIN ee C MaMa-
JIBITOVL — pa’cyn’i ¢ ma'n u‘roy.

Ha 3umy oBoum 'keauenu’, 3acanusanmm u cy-
myiy. KBaleHble IOMUIOPBI HA3bIBAIOT Mapa'myp’i
(111), xea'wen’i jyee'p'x’e’; xea'wena xa'nycma;
Kpe'scayka — TONOBKAa KBalleHo Kamyctel (119);
po'ciy — paccon (130); can’a'mypa - (131), m’ack -
KaMeHb, KOTOPBI/I NpKUAABINBAET KBALIEHYIO Ka-
nycry, rHeT (135); y/cyea — mleceHb Ha IOBEPXHO-
CTH KBAllIeHbIX OBOIIeil (a TaK)ke KIC/IOrO0 MOTOKA)
(136); y'cysnce muye* — mnecHesets (136).

Commnum TakXKe Ha 3UMY U 3e/leHb: tak K'p’in /
mak i ne*m'pywxy co'n u‘n u¢ om'd’en "no // me“'nep
'ile '6anx’e" / mo y '6ankax / a mo'ou y 36a'nou’x e
/ eopur'x’e” en’e“'n’an’i. Kpome IpUBBIYHBIX yKpOIIa
U TeTPYLIKW, 3acalMBany MOJIOAbIE JIMCTbsI CBe-
KIIbL: Oypa'«’in’a mon o'den’x’e/ ili'zo 'moxce 'max /
iak 'kp’in // 'moxce '0o6pe //. Hexotopble x03siikn
3aca/lMBalOT Ha 3MMY TaK)Xe U LIaBe/Ib — Ul :ay'He'K.
OTHenbHO TOTOBAT 3UMHIOIO 3€/IEHYI0 3alIPaBKy: 'kp in
/'nip’a ¢ ue’6yn’i / i ne‘m'pywka // i yc'o ymecm’i
'con’e"ui // 'ue y'xycre on'a 6op'uty / i on'a nan a'nu‘y, iy
'006pe. Obs3aTeNIBHO COMMIY Ha 3MMY U JIUCTbSI BUHO-
rpajga — 'x’itii, KOTOpble TOTOM WCIIONb30BAIN IS

IIPUTOTOBJIEHNA TOMy61ieB. bakmaxkaHsl — 'cu’n’i — Ha
3MMYy CyLIVIY, HAHU3BIBAsI HAa HUTKY TOHKO Hape-
3aHHBbIe I/TACTUHKI, @ 3UMOJT U3 HIX TOTOBM/IN 'cOYC.

[TpnbmusutensHo mo cepemuuu 60-X IT. mPO-
IIJIOTO BeKa Oy/IaellTIbl MCIONb30BaIM B IINMTA-
HUM U KOHOIUIAHOE ceMs — n/p’ade“wo: Ha'c’'in’a
3 'mp’ade*wa mo'wun'ut / 'mepn’u / po'ou‘n u’
mon o'ko // ka'san u* / mon o'xo 3 'cCimn’a / 'tiin u
ii'20 ' oxcxame” ¢ 'xn’ibom / w'e* 3 ma'n uroy.

Kak MBI OTMe4anu, celio HaXOAUTCS B KOAPAX,
B OKDPY>XCHMIU JIECOB, IIOSTOMY TaKO}l BCIIOMOTa-
TeJbHBI BUJ XO3AMCTBEHHON eSTeIbHOCTU, KaK
COOMPATeNbCTBO, UTPAET BAKHYIO POJIb B MUTAHUN
MECTHBIX KPEeCTbsIH [0 HACTOSIIETO BpeMeHN. B ux
palyioHe Ba)KHOE MeCTO OTBOAUTCS Ipubam, KOTo-
pble yIoTpeOIsoT B TedeH1e Bero roga. B ce3on —
CBEXXUMI, Ha 3MIMY CYIIAT, COJIAT, B IIOC/IEIHEE Bpe-
Ms MapUHYIOT: 6a'pun 'u® / 'npasxce'n " u® / cy'wun "u’
// 3e“'moy ea'pu‘n uf cy'uien’i.

A. PomaHuyK 3auKCHMpOBan ClIemylye JIo-
KaJIbHble Ha3BaHVsI IPUOOB: 2071y'6 'iHKa — ChIpOeXKa
(111), epe'6e — 6embit Tpub (111), ‘eybxa, 'nopxajxa
(Bup rpmba, KOTOpBIN NPUKIAAbIBAETCS K paHe)
(111), ko3a'p’i (H. &. — ko'3ap’) — mombepe3OBUKU
(119), kona'x’e* (1. d. — ko'nax) (119), 'n ‘ione*nx’e* (H.
&. - 'n’ione*nox) — orara (125), 'n “icadx’e* (1. &. - 'n "icadok)
- Buy, rpubOB, pacTyumx nop 6epe‘c’mamu (125),
cmop'sc’i (H. §. — cmops) «CbefoOHbIe TPYUObI, KOTOPbIe
THOSIB/IAIOTCS CaMbIMU TIepBbIMI» (132), ce“H'ax’e” (H.
¢. - ce“'r’ak) (134), ce*po'tiioe” (1. . — ce*po'1iio) — BUL
Oenbix rpu6os (134), wmapka's’i (1. d. — wmap'xau’)
(139), ua'iiewne'x’e (u. &. - ua'tiewne'x) (140).
O6uee HasBaHme rpubos - n'iveuw'puyi (H. ¢. -
n'iv’e"puya) (125).

Kpome rpn6oB, KpecTbsHe COOMpPaN B 1€CY TaK-
xe: 'tiacode — semysiHuKy (139); cee“p'6u’yc — mmmoB-
HYK (131); 'Oepe*n — xmswn (113); 2'iud'v’'u‘ny — nec-
HOIT opeX, nopom6'pen’i — tepu (127), kpo'nu‘sy (H.
¢. - kpo'nu‘ea). YHUKaNIbHBIM BUIOM COOMpaTe/b-
CTBa cunMTaeM JOObIBaHVE Mefa AUKIX IT9er — 'Medy.

BoMbIIMHCTBO (QPYKTOB ¥ ATOf, BbIpAIlUBa-
M Ha TIpUyCaieOHBIX y4acTKaX, BMHOTPAJHNUKI Ke,
KaK IpaBIIo, OblM 3a cenoM. Ilepeuncmim pacrpo-
CTpaHeHHbIe B TOBOpe C. By/aenitsl Ha3BaHMsA ATOx 1
(bPYKTOB U IepeceKaroLyecst C TV TPYIIION TeKCEMBL:
6y'myx — kyct BuHorpana (111); 60'r’iya — BuHOTpagiHa
(111]; 'wodowe"i — counit (137); 2ap'6ys — ap6ys (111);
'epywa; eo'p’ix; 'rora — siropa (112); r'pora — rpo3pp Bu-
Horpazia (112); ry'meiia — aitBa (112); '3apsap’i — abpu-
KOChI-andKy (115);/30p imu — cospeBats, '30p’in ‘u‘i —
cospesumit (¢ppykr, osomr) (116); 3e*s enyx — 3ene-
HbI1 oBowl, pyKT (117); ‘xc’itia — BuHOTpan; 'nancka
"xc’itia — cvoponyHa (126); 'kopaca — Kopa, Kypka (119);
KypKy Oyus’i — Mernkvie crmBbl (120); '7’yuiHe x — TpenKmit
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opex, HOYTH 3periblif, HO ellje B 3e7ieHo oboouke (121);
Maln'€'Ha — MaIHa, no'7T i — TIajiayALa, GPyKThl, B 60/Ib-
ILIOM KO/IYECTBE, TYCTO JIeXKAIIiye TIOf [iepeBoM (Harpu-
Mep, SOMOKN); 2) BCe, YTO IEKUT B OOTBILIOM KOMIMYECTBE
(commarsr) (127); cn'ey'x'e* — crmBbL '¢pnax’i — pasyas-
nennble ¢pyxrel (137); 'diabn ‘yxo, 'tiabnyn’ka; 'ilazooe” —
Ki1yOHuKa (139); 'tiarycme* — kpbbkoBHUK (139).

DpyKTHI YHOTPeO/ISIN IPeXK/ie BCETO B CBEXXeM
BU/JIe, VICTIONIb30BA/INM KaK HAYMHKY I pa3HOOOpas-
HBIX MPOTOB, CYLININ Ha 3UMY U U3 CY'uleHUX Ba-
pwm Kucenb — kice’'n u‘yy (1. §. — k’ice'n u‘ya).

K cnoxusim 6mrofam, TpeOyromuM 60sbiie-
ro KO/MNYEeCTBA IPOAYKTOB ¥ COOTBETCTBYIOLIEI
TEXHOJIOTMU IIPUTOTOB/ICHNS, B IIEPBYI0 OYepenb,
CIeflyeT OTHeCTV M3BECTHBbIE BCEM YKpauHI[AM TO-
MyOLbL. 3aMeTM, 4TO ¥ MOJJaBaHe, U OOMrapsl, u
raraysbl, 1 pOMbl MOJIJOBBI CYMTAIOT TOMTYOLbI CBO-
MM HAIMOHAJbHBIM OIIOIOM: MOJIABCKIe sar'male,
raraysckue sar'ma, 6onrapckue 'tyuik’i, cap'm’i v 1pl-
raHckue sar'male. YkpauHisl ¢. BymaeuTsr romy61ipt
Has3bIBAIOT 2asn yul'x’e" (H. ¢. — ea'n ywxa (111). Oc-
HOBOIJI J/Is1 HAYMHKM Tony61eB ObI1 6y71 'Typ — Kama
U3 KyKYPYy3HOIl KPYIIbI, KOTOPYIO 3aBOpa4MBaIyi B
JIMCTbsI BUHOTPAZIA — "¢ itii MIM KaITyCTBhl.

Iha'mutna:  po'ou‘n’'ut j n’y'be 'spemma /
3e“'moy wo'cob un:o // Hacmpy'ean u® xap'mogn’y /
kpe'wu‘n u/ tiax na'6oput/ i no'mom 'mm’an ut'x’icmo
/'max y py'kax // m”e"0an u* my'ou y'n’iii / 'mopxosa
/ue" 6yn’xy 'npaxncen vt / i po'6u‘n ut eHa'mucHy.

'"Tu‘pba - 6mMIO0 U3 KYKYPY3HOI MYKU, SINII,
OpbiH3bl ¥ 1IKBapoK (135): 'kz’ade‘ws 'mpox’u’
my'x’e" ky'pys’anoi / ue“'6yn’y 'cnpance*mu’ /mai 'tiax
'iie 'wikeapr’e" / 'kn ade"ui 'wikeapk’e" / a tiak ne“'ma /
mo m’e"oatiu‘u '6pu‘nsy my'oa / mai ne'pe'x’i'nu‘m
/ '30 dsa iiai'ya. B cene 'mu‘pby HasbIBaloOT elie
6an arn'oa (111).

Cka'sym (131) — 61010 13 BapeHOI KBAILICHON
KaITyCThI C MSICOM (IIPEAIOYTUTENIBHO C YKUPHOI CBU-
HIHOJT) W/IM CO IIKBapKaMI, MHOT/A JOOABIIAIOT Kap-
Todenp, HEMHOTO MOPKOBY, >KapeHsblit TyK. B moct
3TO OJTI0fI0 TOTOBUTCA HA TOJCOTHEYHOM Macile.

To'kana — cmoXxHOe OO0 13 BapeHOro Kap-
TO(e/s ¥ KpalMBBbl, 3alIPaB/IeHHBIX MO/PKAPEHHBIM
Ha IIOCTHOM MacJie TyKOM 1 YecHOKoM. [Toxoxee Ha
TOKaHy Omofio - ‘coyc 3 kpo'nu‘eu’: 3a'npaxcyean u
'mpox’u® my'x’e" /kap'mowxy / i kpo'nu‘ey // 3 wod'ny
namna'xc’en’y 3e“'n ey on’a y'xyca.

BcriomuHasA TspKenble BpeMeHa TOIO0BKM, B.
PomaHuyK pacckasaia, YTO KpecCTbsiHe BBDKVBAJIN
3a CYeT AUKMX pacTeHuit — Oyp’a’n’iy // n'060'0y /
kpo'nusy /'bepe‘cm / kn'e“ nucyy 'tiin ‘u¢// ea'pun u
/ me“i ne'x'n " u 'kopue'x’u // a 'bepe‘cm cy'wiu‘n’ u
/ ma xop'Hu‘n ' u¢ / me'i 'mose ne'x'n u’ 'opice'x’u
// 60 '6'in max we"p'wase‘it / wob ea'pumu’

ie“'20 // n°'060'0a / kpo'nucea / kn'e“nu‘ya / mo 'ye
mHa'kon’K’i / a '6epe'cm / max we'pcm'i’e i / 'max
He" '200HU°tl tie'20 'tiicmu’ // dobay'n’an ut 'kanou’xy
my'xe" / ma'ko 3 wo'de“n ky'n"ax...//.

I3 xmbixa (Makyxmu) rotoBunu ‘sygy (1. ¢. —
"mypa). Ee Tak u HazbiBamm —xypa 3 ma'xyxy. Ham
pacckasamy O ABYX ee PasHOBUJHOCTAX: Ma'Kyxy
posme“'pan’u’ / me“i 6 ‘imc’i'eanu’ mo me'my 'kopay
/60’6 in'maiie 'kopxcy // me'i ea'pu‘n uc 3'neeo 'ucydy
// K’in’a'mok 3ax’i'n iy // § 'wody / ma my'oa iie“eo
k'eoan u’/ i's’'in Haby'xay... // a 'v’i / 3 mon o'xom
ea'pun’u’ // ma 'moxce 'xyda xka'zan u // 'xmyda 3
mon "o'kom.

B mocneBoeHHOe BpeMs HaXKe >KMBIX CUMTa-
MM JIAKOMCTBOM: mo'ou’ 'man’o 'kopowcu® '6yn‘o y
ma'kyxoseu®/ a me*'nep 'cama 'kopxca // 'w’e3y* 'man o
// 60 mo'ou* ma'kyx’e"'6yn u ma'x’i mee“p'r’i/ i'kopx’i
'man’o 'man u // 'mu® 'max '2pu‘sn ' u° // woz ' mem no
ky'cou’xy / mai 'epusn u’ ite“'e0 'npamo / He" 8a'perui
/ e 'nape*nuci /i y'xycnu‘i //.

ITpoRyKTBI KMBOTHOTO IPOMCXOX[EHMs YIIO-
TPeO/IANN TOMBKO TOI/JA, KOTZja He OBbITIO COOTBET-
CTByIOIMX 3ampeToB. COOCTBEHHOE HATypalbHOE
XO3AICTBO 00eCIeunBano KpecTbsSH MOJOYHBIMU
NPOAYKTaMM, MACOM JOMAIIHEN ITULbI, CBMHIHONM
¥ IPOLyKTaMI OBLI€BOJICTBA.

KopoBbe MO/IOKO yHOTpeO/Isiin KaK OTHe/TbHbII
IPORYKT, @ TAKXKe C MOJIOYHBIMY CYIIaMU U C KaIllaMIL.
13 Hero roToBM/M KMCIOMOJIOYHBIE TIPOJYKTHI — TBO-
POr, MacIo u T.1L.: 'xmo 'may xo'posy / mo 'iiy / i '6pun-
3y /i ecme'many / i mon ' o'ko / i K’iw'nax / i xeac'ne
mon'o'ko // ea'pu‘n’u¢ / i x’e’oan’u’ cme’manu’
my'da / me“i po'6u‘n oce* no'mom mon o'xo keac'He.

[TpuBeneM Ha3BaHMS MOJTIOYHBIX IPOAYKTOB, B
TOM YJCJIe ¥I3 OBEYbETO MOJIOKA, Vi POLIeCCOB MX IIPU-
TOTOBJICHNSA: CBEXXEBBIIOCHHOE MOJIOKO — €071 omK’e
MO7'0'K0; KUIIATUTD MOJIOKO — 8a'pu‘mu’ mon o'ko;
PsDKeHKa — Moz 0'ko keac'He, unu 'k’'e“cn’e” (mexcema
«psDKaHKa» OTCYTCTBYeT B TOBOpE); KICTIO€ MOJIOKO
— Kew'n’ax; CIMBOYHOE MACIO — 'MAC 0; KUK
IPOAYKT, KOTOPBII OCTAaeTCA MOCIe COMBAHMA Mac-
ma, — cko'71 ome Hu’; ekceMa 'OpuH3a ynoTpeobser-
CA B IBYX 3Ha4eHNsAX: 1) TBopor, 2) 6pbiu3a (111); 6y3
— Gompmoit Kycok 6pbHsbI (111); 6y'kama — Kycok
6pbiussl (111); 1'ar — BelecTBO, COfiep)Kaliieecs: B
I71°a'Ty WK i, ICTIONb3YeTCs LA 171 a'Tan :a, 3a1n a'Tan’:a
— CTBOP@XMBaHMA MOJIOKA BO BpeMsdA IIPUTOTOBIIE-
Hyst 6pbiasbl (112); 1°a/Tywka — BBICYLIEHHBI JKe-
JIyJi0¥eK TPeXIHEeBHOro ArHeHka (112); sayoa'samu’
- 106aBIATh B MOJIOKO CMETaHY, YTOObI IIOTy4INTD
'k’e“cn’e" mon o'ko (115); 371 0'6u‘mue” — IPOKUCHY T
(o monoke) (116); 3ep — cpiBopoTKa (M3 M060T0 MO-
noka) (117); ky'n’acmpa — 6mropo n3 Monosusa (120);
'ypoa — 6pbIH3a, ONTydYeHHAs U3 '3epa IyTeM yBapu-
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BaHusA (136); 'ypoe“mue” - cBepHyTbCS (0 MOJIOKE)
(136); y'cyea — mmeceHb Ha TIOBEPXHOCTH KBAIIEHBIX
oBolIelt, Kicoro Moynoka (136); c'y’ir’yeame” — cue-
>kuBathb (133); 14’i'0u’n 0 — TKaHb IJIs1 IPOLIEKMBAHUS
MOJIOKa, OTLeXXMBaHus TBopora (138); ‘cy’aname” —
CHOUTH He“717anKy — KOPOBY, OTEIMBLIYIOCS Ha BTO-
pom ropy xu3Hn (133).

TBopor ymorpebmsanu co cMeTaHoO — 'OpuH-
3a ¢ cme''manoy // 3’6 i'pan’u¢ cme“'mawny / me'i
'kn'an'u® my'oa '6pu‘nsy 'ce ixy / me*i m'i'wan u¢
y'co yxyny / me't ma'n uty // a 'w’i / ¢ 'xn’ibom ...
Kpome TOrO, TBOpOr MCIIONB30BaMM KaK HAYMHKY
JUIsl IPOTOB, BAPEHNKOB U TOTOBU/IN U3 HETO CBIP-
HUKI — 'cU‘pHe K U,

Yro KacaeTcs Ha3BaHUI JOMAIITHEN IITHUIIbI, KM -
BOTHBIX, VIX OPI'aHOB U OJIIO]] 13 3TUX HPOLYKTOB, TO
9TO pa3BeTBJIEHHBIE JIEKCUKO-CeMaHTUYeCKIe TPyII-
nbl. [IpuBeeHHbIT HAMM CIIMCOK He SIB/ISETCS MCUep-
IbIBAIOIVIM: 6 iy el4a — OBLIA; iae'H’a — ATHEHOK; '2y-
CKa — TYCBIHA, 2Y'caK — TyCb, 2yce’’ H’a; ky'eym, ky'eyme'x
- meTyx, netymox (120); ‘’kypka - Kypuna, 'kwou’xa —
HacefKa, Kyp'«’a — UBIIIEHOK; 'Kau’ka — yTKa, 'Kau’yp
— ceneseHb; 'mawika — ntuna (134); 'mpywka — vH-
nevika (135); mpy'xan — uHpIOK; tiai'yo (MH. 'tiaiy u®);
cmance nu‘ya — omet (132); 'moxn’adox — Tyxioe
sitno (127); ce* 'pedera — BHyTpeHHUe opraHbl (134);
'ywia - 306 Kypuipl, nuoka (112); de*’i'na — gudp
(113); srco'n "yoox — xenypok (113); 'x’e“wxa, '2py6 i
n mor'x’i Ke'ul'x’e" — TONCTble M TOHKME KUK,
nyx'n'o - nruanit xxenynok (128); ‘pensa — 10 Xe,
qto u nyx'n’o (131); ek - ObIK, K0'posa, '8’imi’a —
BbIMs, '71°exk’i — nerkue (121); n'i'v’inka — 1e4eHb
(125); nopo'c’a — mopoceHok; pe“6'n o — pebpo (131);
cée'n’a — CBUHDBS; me'pebyxe’ — BHYTPeHHUeE Op-
TaHbl; mo'éap — KPYIHBII poraTblil CKOT; ¢ ‘icm —
xBocT (137); 'xayka — mexa (137); xy'0o6a — goma-
HIe JKUBOTHBIE, 'cu‘me"i — >XMpHBIT (0 )KUBOTHBIX,
msice) (134); 'nev’ase m'n’aco — XUMUCTOE, BOIOK-
Hucroe Maco (121); xe'p — xup (BOLIIO B TOBOP B
TevyeHue nocnenuux gecartuneruin) (114); mack’ — 1)
JlaBHee Ha3BaHMe CBUHOTO, KyPUHOTO M T. IL. KUPA;
2) maspb (121); ‘can’o; can''He'x — CBUHOI HYTPSHO
xup (131); 'c’emka — xwp, cetka cBunas (131); me“n'a
— TeJIeHOK; me“ ' ame Ha — TOBANMHA.

Msico, KaKk Mbl OTMeYas, He BXOOWIO B IIO-
BCeIHEBHDII panyoH. CBUHe, KaK IPaBUIO, pe3an
3UMOJ1, K POX/IeCTBEHCKVUM IIpasHMKaM. Tpapmiy-
OHHO TOTOBWIN €8 ‘ie ' HuHy (H. d. — c6 ixne" HuHa)
(131), kan'vw’onky (H. §. — Kan'v’onxa) — 3alledeHHOE
B meun MsAco (118), moMaurHow KpOBSAHYIO KOIba-
cy - kpoe'tianky / kpos'n’anky (H. &. — kpoe'tianka
/ kpo'n’amka), can me“'con — 61070, KOTOPOE TOTO-
BUTCA U3 OTBAPHON CBMHOJ TOJIOBbI, KOTOPOJI, Ha-
pe3aHHOI HeOOBIIMMY KYCOYKAMU U TIPUIIPABIICH-

HOJT crenysAmMy, GapuIMpyIOT OUNUILEHHBIN U BBIMO-
YEHHDIJI CBUHOI JKETY[OK: 3alUIMBAIOT, 3all€KAI0T B
1e4, a I0CjIe IPUTOTOBIEHVSI IIOMEIIAIOT [IOf] THET;
'mu’aco y 'nap’i — Tymenoe Msco, ‘wikeapx’e” (H. ¢.
- wix'8apox). VI3 TOHKMX KUIIOK § ma'sax / y n'i'u’i
'po6iia xoy6a'cy. Toncteie mubo ne“pen'pascyitym, To
€CTb XapAT, 100 >ke HabMBAIOT PUCOM — Wo'p’e3om
¥ 3aIleKaloT B eun. K mpasgHuIHbIM 6/110aM OTHO-
CUTCS XONMOfien] — cmyde*'ne"y. Mao ynorpe6smm
ce/lb4aHe TOBSAVHBI U PHIOBL.

AHau3 TeMaTI4ecKol IPYIIIbI IEKCUKM, 003Ha-
JaroIIell MOBCEHEBHYIO MUY 1 IIPOJYKTHI IUTAHNA
B roBope c. bymaermsl Opreeckoro p-Ha Pecry6mu-
Ku Mo7njioBa, OKa3aj, YTO OCHOBY JIOKA/IbHOII JIeK-
CHKV COCTaB/IsIeT YKPAMHCKMII cyOcTpar. IT0 HOMe-
Hbl (C XapaKTepHBIMMU Il TOBOpa (HOHETUUECKNMI
0COOEHHOCTAMI ), U3BECTHbIE BCEM HOCUTEILAM 0011ie-
HapOJHOTO YKPAaMHCKOTO A3bIKA, OOJIBIINHCTBY €ro
[VATIEKTOB U JIMTEPATyPHOMY A3BIKY: X71i0, X1imo,
cdno, cmemdna u gp. Takue HOMeHbI, Kak 60pus, 06i0,
MAcno, MSCO, CUp, MOTIOKO, MyKd, micmo, wkedpka,
cupbésamxka, Cinb V3BECTHBI BCeM /MO0 OONbIINH-
CTBY CTaBSHCKMX SI3BIKOB, IIOCKOJIBKY MMeEIOT Ipac-
JIABSTHCKOE WM OOIIeC/IaBAHCKOe IMPONCXOXKEHNE.
K BOCTOYHOCTAaBSAHCKMM HasBaHMAM OTHOCATCS:
X07100€éUb, depyHil, HAuUHKa, po3cin u ap. B Gymaemrr-
CKOM TOBOpPE€ COXPaHM/IOCh MHOXKECTBO apXamMuHbIX
Ha3BaHMil 1 GOpM: 'MOpKo6a, 4’0c'HOK, 'xayka u ap.
BecoMblil N/IaCT MECTHBIX Ha3BaHMII COCTABIIAET 3a-
VIMCTBOBaHHas JIEKCVIKa, IIPEXKJie BCETO BOCTOYHOPO-
MaHcKast: 6y'kama, 'xiya, sy'meiia, '3ap3yp’i, eap'sap’,
can’a'p’itia, cka’sym v MH. 1p.”. HasBanus, ymorpe-
Or1sieMble B 30HE YKPaMHCKO-MOJIABCKO-PYMBIHCKO-
IO HOTPAHUYbsL: MAZdil, Mamantied, ypoa v MH. ip. MbI
KBUIMPUIVPYeM KaK PerMOHaIN3MBbl, XapaKTepHbIe
nna Kapmarto-JlHeCTpOBCKOTO permoHa. BbIABIeHbI
MHOXXeCTBEHHbIe Iapa/UieNu ¢ OYKOBUHCKUMM, Ty-
LY/IbCKUMM, OOMKOBCKMMM, 3aIafHOIIOOIbCKIMIA
rOBOpaMM IOr0-3alafHOTO [MaeKTa YKPAMHCKOTO
s3piKa. K y3KO JIOKaIbHBIM MOXXEM OTHeCT! Cie-
Aytoliyie HasBaHW: 'ympe'n’a, ena'mu‘nua, 'mu‘péa,
cKa'3ym v MH. 1p.*.

OmnncaHHass TemMarudeckas TpYIIA JIEKCUKM,
coOpaHHII B YKpanHCKoM c. Bynaemmrtsr OpreeBckoro
p-Ha Peciy6rmikn MongoBa, oTpaskaeT MHOTOBEKO-
Bble MEXKY/IBTYPHBIE ¥ MEXbs3bIKOBbIE KOHTAKTBI
B palioHe MO/IABCKMX KOJIP, AB/IAETCS LIEHHBIM JC-
TOYHMKOM A3bIKOBOI1, STHONOTMYECKOI U UCTOpIYe-
ckoit HpopManuy 1 TpebyeT HanbHeNIIero ry6o-
KOTO 1 BCECTOPOHHETO M3YUeHS.

IIpumevyannsa
!'3mech u fanee nepeBox ¢ ykpauHckoro E. Koxxyxaps.
*[lamee B KPYIVIBIX CKOOKAX yKa3aHbI TOJIBKO CTPaHU-
11 paborsr Pomanuyxa A. u Taugu V. «Panusist ncropus
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YKpamHCKOro cena bBymaemTsl. B KoHTeKcTe mcTOpUM
Monpossl (XIV - navano XVIII BB. ot P. X.)».

> DOHOMOTUYECKYI0 CUCTEMY YKPaMHCKOTO TrOBOpa
¢. bynaemrtsr Opreesckoro p-Ha onucana . Topodsniok
(Topodsmiok, Y. 1-7). OTMeTUM, YTO OCHOBHBIMU (pOHe-
TUYECKMMU 0COOEHHOCTSMU 9TOrO FOBOPA SIBJISIIOTCS: 1)
TaK Ha3bIBaeMoe «3KaHIe», TO €CTh MPOU3HOIIEeHNe /u/,
HpUOIKEHHOTO K /e/ > /e"/ B yIapHOIt 1 6e3ygapHoii 1mo-
SUIMAX; 2) Hajamdme OumabuanbHOro /w/; 3) HeCII0roBOro
/y/; 4) HecnmoroBoro /i/; 5) cpefHero mojynanaTaabHOro /
n'/;6) /r/ Ha mecte /K] 5 7) /x’/ Ha MecTe /m’/ w1 mp.

* namn " a'x’eni — TOMUJOPBIL.

>ean yuw/'x’e" — TOMyOITBL.

¢ nan anu‘y’K’e" — TUPOTIL.

" n'iv’i'pe"yy’i — rpubbL.

$xeac'ne 'K’icmo — GPOXOKEBOE TECTO.

°lgampa — 1IOf, eYM.

9'6pe*n3a — 1) TBOpOT; 2) OpbIH3a.

"is’ifia — BUHOTpaZ.

2 winma'pe*us’ — pasHOBUIHOCTD MSITBL

3 [lo HeZaBHUX TIOP B MECTHOM rOBOpe OblIa YeTKast
mnddepeHumanyss HasBaHWIL: KHUW'I — U3 K8ac'HO20
'Kicma, a nan a'Hu*ya - U3 co'n’omkozo.

"B c. bymaemrs! otmmyatot # iy’ u 'niv’ky. I’ -
9TO TeYb, a 'n'iu’ka — neup ¢ winrtoit (125). Ilpubnusn-
TenbHO 10 60-X IT. XX B. nan ane4’xe" BUIIEKAIU B OC-
HOBHOM B II€YIL.

> Eme 20-30 seT Hasaj IpOM3HOCWIN me'latia ¢
TBEPABIM /m1/, ceifdac 4yaile IPOU3HOCAT C MATKUM /m1’/
- m’e"ratia.

16 Bap'sap’ > pym. varzd — Karrycra.

'713apsap’i — abpUKOCHI-ANIKIA.

'8 'Kon 'ye“x > pyM. colt — yrom; cp.: colfunas — Bape-
HVIK.

¥ Cmyde'ney, — xomnoper.

2 Mack’ — )X1p CBUHOIL.

2 'Kopsca — KoXypa, Kopa.

2/TIpasce“me" — >KapUTb.

2 '[Tepee“il pa3 — cHavaIA.

* H'e3 — Apo ceMedka MOJCONHYXa, IPELIKOrO opexa
U T.IL

» BoCTOYHOpOMaHCKNe 3aMIMCTBOBAHUA B YKpauH-
ckux roBopax Pecmybnuku MonmoBa paccMOTpeHBI B
ctaTtbax aBTopa: Koxyxapp E. C. BocTouHopomaHckuit
KOMIIOHEHT B YKPaMHCKMX TOBOpax ceBepa MonpmoBsl //
CraBsiHCKMe KYJIbTYPBI B MHOHAIIMOHAIBHOM cpepe. Ku-
mmHeB, 1995. C. 154-157; Koxyxapsp E. C. Ykpannckui
rosop cena [lany // B seme namm xopau (Vcropus, Tpa-
autyn u ponbkiaop cen Jany, Hukomaeska n Kamenky-
1a Imogenckoro p-na. Kumnues, 1996. C. 117-132; Ko-
Kyxapp E. C. Ykpannckue rosops! cesepa Monjossr //
Exxeropgnuk VIHCTUTYTa MeXITHUYECKNX MCCIELOBAHMI
Axanemyn Hayk Pecrry6mmxy Monposa. T. 1. Kumunes,
2000. C. 112-127; Ee >xe: BocTOYHOpOMaHCKME 3auM-
CTBOBAaHMA B Ha3BAHUAX IMIIM U IIPOAYKTOB IIUTAHUA B
yKpanHcKux rosopax Pecriy6mmkn Monposa // CraBsiH-
ckue yreHnA. Kumnnes, 2014.

6 PaMKU CTaTby He IO3BOJIAIOT IIPOAHAIM3MPOBATD
Ha3BaHWsI PUTYA/IbHBIX OIIIOf, a TAaKXe 3aUKCHPOBAH-
Hble JYHAMITYeCcKIe IPOLIeCCHI, IEKCIYecKe apasule,
sIBJICHUS] CHHOHUMUMY U T. [i., KOTOPbIe OY/yT OIMCaHbI B
APYTUX MaTepuaax.
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Rezumat
In articol sunt analizate si descrise numele dialectale
ale alimentelor si bucatelor, frecvente in graiul ucrainean
al satului Buldiesti, raionul Orhei din Republica Moldova,
precum si specificul anumitor obiceiuri de hrand a locuito-
rilor acestui sat.
Cuvinte-cheie: graiul ucrainean, nume de alimente si
bucate, imprumuturi, Buldiesti, Republica Moldova.

Pesome

B craTbe mpoaHamMsMpOBaHbI ¥ OMNMCAHBI AMANIEKT-
Hble Ha3BaHMA MU ¥ NUTAHUA, OBITYIOLIME B YKPauH-
ckoM roBope c. bymaemrtsr Opreesckoro pariona Pecrmy-
6mku MoJoBa, a TakXKe OT/ie/IbHbIe 0COOEHHOCTH IINTa-
HILA JKUTEJIEN 3TOTO Cea.

KnroueBble crmoBa: yKpaMHCKMII TOBOpP, HasBaHUA
MMM VM TUTaHNA, 3a¥IMCTBOBaHMsA, Bynaemrsl, Pecrry6mu-
ka Mongosa.

Summary
In article are analyzed and described dialect names food
and nutrition, which are prevalent in the Ukrainian dialect
of v. Bulaeshty of Orhei district of Republic of Moldova,
and also the individual habits of the residents of this village.
Key words: ukrainian dialect, the names of foods, nu-
trition, borrowing, Bulaeshty, Republic of Moldova.
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Exena BOAVMHYAP,
Ilemxo XPMCTOB

HECKO/bKO HITPUXOB K U3YYEHUIO 10KAABHOTO.
OBBbIYAN «HEPKYBAHE 3A IT'OCIIOA» B C. TOPOAHEE, BOAT'PAACKOTI'O
PAMIOHA, OAECCKOMN OBAACTN (YKPAVIHA)

BroxHoBeHMe 1A 3TOTO MCCIENOBaHMUA [Jajio
HaM OfHO M3 3HA4YEHMI1 JTAaTMHCKOIO C/I0Ba traditio —
«TIepefayar», «pacckas», MOHMMAEMOIO U KaK «yde-
HUe», «IperofiaBaHue». llpmHuMMasA, 4T0 MMEHHO
Ky/IbTypa (M KOHKpeTHee — KyJIbTYpHas TPaaMIA)
JIeT7ia B OCHOBY UAEHTUYHOCTH, KaK 9TO IIOHMMAeT
COBpeMeHHas 9THOJIOTNA, TO IOCIe bosiee YyeM mecs-
T JIET TIO7IeBbIX pabot B bonrapym u beccapabu, a
TaK)Xe B pas/IMYHbIX perMoHax Ha bankanax mbl Bce
Jalle CrpamnBaeM ces, 4YTO eCThb «Tpajyliusi» I, B
JaCTHOCTH — TI00MMas KJIaCCUYeCKOl aTHOrpadmet
«TPafiNIMIOHHAs KY/IbTypa», BOLIEAIIast B y4eOHUKM
KaK OJIVH U3 OCHOBHBIX VICCTIEfJOBATE/IbCKMX 00BeK-
TOB 3THOJIOTUI.

Kpome Hamrero o6mjero mIpoMCXOXAEHUA U
VICTOPUYECKON CYAbObI, OTMEYEHHOI B IOC/IeHNUE
IBa Beka KOHQIMKTaMy, IepeceleHNAMI, CMeHOM
TpaX/IaHCTBA, CYLIECTBYeT /M BCe ellje Hallla 0Omas
Oonrapckas TpaguIMs M KaK OHa JO/DKHA OBITH MC-
ClleloBaHa U IpeACTaBIeHa B IyOMMKAIVIAX, YHU-
BEPCUTETCKUX KypcaX, Ha MYy3eHBbIX BBICTaBKax?
Yro npoucxomnT C HAIVIOHA/IBHOI UIEHTUYHOCTBIO
B 9py «rmobanmmsanun» (Roudometof, 2005), B ycro-
BISIX COBPEMEHHOJI NMaHbeBPOIEIICKOI MOOMIBHO-
CTM — 32 KOTO HAaC IIPVHMMAIOT «TaM» U KaKMMU cebs
3HaeM MBI, IIOCTOSIHHO CTPEeMALIMECS «Tyfla» U B TO
e BpeMsA Pery/IApHO BO3Bpallaoliuecss 06paTHO B
poxubie Mecta — borapuio n beccapabuto.

B koHTeKkcTe Bompoca o Murpamym 6onrap bec-
capabuy, 4acToit CMeHbI TOCYAAapCTBEHHON IIPMHA/J-
JIKHOCTY obO7macTy (ieBATh pa3 B TedeHMe MOCTef-
HUX JIBYX CTOJIETHIT) J/Is1 MCCIefoBaTeselt 60/bIIo
MHTepeC IMPeJiCTaB/IAeT U3yYeHUe PA3IMYHbIX ACTIeK-
TOB X Ky/JbTYPHOM MAEHTUYHOCTH, OCO3HABAEMON
KaK «O0/IrapcKoi» 1 «ux». B OCHOBHOM 3TO CBSI3aHO
C TeM, YTO, HECMOTPSl Ha UCTOPUYECKNE U3MEHEHNA
U oTHOrpadmyeckye OCOOEHHOCTM PEeTMOHa C €ro
KY/IBTYPHBIM pPasHOOOpasueM, B 0O/IrapckoM co-
ob1iecTBe MpopomkaeT (PyHKIMOHMPOBATb BO Bpe-
MeHM crernyduaeckuit T 6OATrapcKoil TPALULINN.
B aTOM CMBIC/IE 0COOEHHOCTH IMOJIEBBIX MaTepUajIoB
CTaBSAT MCCIIEIOBATENIA Mepefl HeOOXOAMMOCTBIO pac-
CMOTpeTb Ha YPOBHE JIOKQJIbHOJ OOIIVHBI IOHATHE
«TpafiUIMIOHHOe OOrapcKkoe» B KayecTBe Ba>KHOTO
(dakTopa B MOJIe/IMPOBAHUM TPYIIIIOBOI/KOMIEKTUB-
HOJ CIVTOYEHHOCTH 1 CTaOV/IBHOCTY BO BPEMEHIL.

B pmanHOII paboTe memaeTcs MOIBITKA HA IIPU-

Mepe o0ObIvyast, CBSI3aHHOIO C KOIGKTVIBHOM PUTY-
aJIbHOII JKEPTBOII 1M IPUTOTOBJIEHNMEM OOPAJOBOTO
Omona Kyp6aH, BBILEMUTb ONHY U3 PUTYaIbHbBIX
CUTyaluii, B KOTOPOJM HEMOHCTPUPYETCA YYBCTBO
IPUHAIOKHOCTY K OIpefie/IeHHOI MeCTHOIL 00Iu-
He, a TaKKe IPOC/IeANTb MOTUBALIUIO U CIIeIUKy
B IIPAKTUKE 3TOV PUTYAIIbHON I€ATEIbHOCTI CETO/I-
HA. [Ipu 5TOM MBI MOXKEM C OCHOBaHMEM T'OBOPUTD
0 TIepeHeceHHOI! ¢ ba/lkaH pealbHOCTY — pUTYyase C
006s13aTe/IbHBIM JKEPTBOIPMHOIIEHNEM, Ha3BaHHBIM
cpeay Bcex 6alTKaHCKMX HAapOJIOB CIOBOM TYPEIKO-
ro (TouHee apaMeriCKOro — sA3bIKa BeTxoro 3asera)
npoucxoxaenus kurban. Ox coBepiuaeTcs 10 Tpa-
munyy Ha bankaHax cpefu paslInyHbIX STHUYECKIX
¥ KOH(ECCHOHAIbHBIX IPYIII — Vi CPeAy XPUCTUAH, U
cpenu mycynbMal (Popova, 1995, 145-147). Tpapgu-
LIIOHHO >XePTBEHHBII pUTyan (QyHKIMOHUPYET Ha
Pa3NMYHBIX COLMATIBHBIX YPOBHAX — MHAVBULYaIb-
HOM U KOJUIEKTVBHOM.

C o3Iy 3THONOIMYECKOTO MU3yYEHMA Celb-
CKOTO «KypbaHa» KaK COLMA/JIbHOTO IIPa3JHUKA, TO
€CTb He TO/IbKO B CBA3M C IIOAAEPIKKOIL CBA3Y MEXY
COOOIIECTBOM 1 €TO CBATBIM-IIOKPOBUTEIEM, HO 1
KaK PUTYaJbHOTO aKTa, YCIOBMA I (CaMo)Ipons-
BOJICTBA TPYIIIOBOM VJIEHTUYHOCTU M CIUIOYEHHO-
ctu (Assmann, 1997, 143), od ABnsgeTcsa 0COOEHHO
aKTya/JIbHBIM B KOHTEKCTE ITOCTCOLMAIMCTUYECKOTO
BO3POX/ICHVS OHVX VM PeIyLIMPOBAHVA JPYTUX MO-
MEHTOB PUTYaIbHOTO Ipolecca B cene. KomnekTus-
Hble PUTYaJIbHbIE )XePTBONPMHOIIEHN (KypOaHbI)
Y CONYTCTBYIOLIVME VMM IIpasfHUYHbIE COBMECTHBIE
TpaIe3bl CETOIHA ABIAOTCA OFHUM M3 Ty YIINX IPU-
MepOB VIHTETPAaTUBHON U KOMMYHMKaTUBHOI (B co-
IIVIa/IbHOM IUIaHe) CTOPOHBI PUTYa/OB CPelu Xpu-
CTMaHCKUX HapogmoB Ha bankanax (Xpucros, 2004,
172), a TakXKe, Kak OyZIeT ITI0Ka3aHO B JaHHOM HCCTIe-
moBaHuy, — u B beccapabun.

O 11oKanpHOI 001HE

Ha ceropuAIHMit ieHb 60rapckas fuactopa B
OmecckoM permoHe SABAAETCA CaMOV MHOTOYNC/IEH-
HOIT 11 cOCTaBsAeT 73% BcexX Go/rap, IMpO>KMBAIOIIIX
B YkpanHe (€BTyX, 2004, 56). TenpeHuMM pasBUTHA
KaJIeHIApHOI 0OpsAmHOCTM 6o/Mrap YKpauHBI oIpe-
IeTSI0TCS Kak opMMpoBaHMEM HEKOTOPBIX OOIUX
4epT, NPUCYLIMX JPYTMM HapojaM, TaK M COXpaHe-
HIeM psifia sTHOCIIennduaecknx 4ept. Hanbonee sp-
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KUM IOATBEP)XK/EHMEM CKa3aHHOTO MOXKHO CUMTATb
pUTYa/IbHbIE >KePTBOIPMHOLIEHNs, KOTOpble 6o/ra-
PBI TIPA3AHYIOT «II0-CBOEMY» — 3a CYeT COXPAHEHUs
TPaJIILIMIOHHO OOPSAMOBOJ KaHBBI OHM OCTAIOTCA
CTa6M/IbHBIM KOHCONM/VIPYIOLIIM 3BEHOM B CYIIe-
CTBYIOILe/l CXeMe OOIIeCTBEHHbIX MepOIPUATHII B
CeTIbCKOJ MeCTHOCTH. PuUTyanbHbII (OKyC TaKux
OO1IIeCTBEHHBIX/ CeMEIHbBIX/ TMYHBIX TOPXECTB, KaK
U paHblIle, COCTAB/IAET KPOBHOE KePTBOIPUHOLICHNE
- kypban (Ilerposa, Xpucros, 2013, 265-278).

He ynuBuTenbHO, YTO HEKOTOpbIE MCCIIEfIOBA-
Tenu 6onrapckoit o6muHbl B beccapabum BBIBOIAT
MIMEHHO OObIYall COBepIIaTh KOJIEKTMBHOE JKepT-
BOIIPUHOLIIEHNE Cpefyt 6oMrap Kak BaXXHYIO /I UX
KY/IbTYPHOJ WJAEHTUYHOCTU OCOOeHHOCTDb. Ilpu-
HeceHHas ¢ bajkaH B monMaTHUYeCKyIo cpeny bec-
capabum, 3Ta TpagULUA CTaaa STHOOIPENe/AIIIM
3HAKOM UX «baqKaHCKOro» (60Irapckoro) mpomuc-
xoxxgenns ([Iprxanos, 1999; Keicca, 2002, 308).

OTHOIOIMYeCKOe IPOYTeHNe O/IeBOTO MaTepu-
ajIa MOKas3bIBaeT, YTO Ha (pOHEe MHOTMX OOIrapcKux
JiepeBeHb C TUIMYHBIMM MECTHBIMM HIOQHCaMM B
KY/IbTYpe, 0COOEHHO BbIfierAeTcA ceno Unmitmms'. 9to
OTMeYaeTcsl KaK MCCIefoBaTe/IsIMY, TaK 1 Oorapamm
Beccapabun. Bo BBefjeHMM K KOJUIEKTUBHOJ MOHO-
rpadyyt «Uninms: o4epKy MICTOpUM U 3THOTpadun
6onrapckoro cena I'oponnee B beccapabum» ormeda-
ercs crefyolee: «YHUKTbHOCTh 9TOTO IOCeTIeHNs
<...> 3aK/II0YAeTCA He TOMBKO B €r0 BE/IMYMHE <...>,
He TOJIbKO B CAMOOBITHOCTY KY/IBTYPBI €TO >KUTeJIelt,
CKOJIbKO B CO€[VIHEHU) B HEM [BYX, Ka3aJoch OBl
IPOTYMBOIIONIOKHBIX, IIPOTMBOPEYAIVX APYT APYTy
Hayajl: C OJHOV CTOPOHDI, YPE3BbIYANHO CTOMKOIO
COXpaHEeHUs TPAAUIVOHHON KY/IbTYpbl (apXauHBIX
obbryaeB, 00psAOB ¥ (ONIBKIOPA), BBIETIAIONIETO
Yuitimmio faXke cpeiy APYTUX, TAKXKe TPaAUIMOHHO
KOHCEPBAaTUBHBIX OeccapabCcKo-O0NMrapcKmx mocerte-
HMI <...>, @ C IPyTOil — BBICOKOI 0OPa3sOBaHHOCTY,
COLMA/IBHOI MOOWIBHOCTY U aKTUBHOCTH €T0 KOPEH-
HBIX JKUTeJIel, OT/IMYAIOIIVXCs HEKOET! IICUXO0Iornye-
CKOJ1 ypOaHM30BaHHOCTBIO. ..» (Umitmus, 2003, 7).

Takue OIeHKM OTpaXKeHbI U B 3asBJIEHUAX OOI-
rap n3 cocefHux Umitnmm gepesenb: «ITok ¢ Yuii-
wiuil, muii 6v2apu, muii 2ynsamy ceny, Npasm crmpaui-
Hy ademu! Vima myxe mauacmup 2ynam, nycrmpos
uepKyea, a vu Kymy uoum ym ee4ap, a 4 mam Hyusy-
samu. A 4y mee Yulimutiyy Kymy ca coupem, packas-
eam, packaseam — cy4ky 3Hasm 3a abuuaumu! Huii
6 Jusumnuii ce 6vn2apu, HO UMa yxe MAnadvox ca
eapoeem, Huwem 0a crywam mea eoscu»* (AEVIM,
669-111, 39). VIX MOXXHO CPaBHUTb C CAMOOL[EHKOI
JKUTeTIelt 3Toro cena: «Mou 00Hocenvuane U3secHol
ceoetl Kpatieti 60n2apckoti MpaouyuoHHOCMvI0 <...>
“I1pa3oHuk nu ceco0HA?, — cnpauiuearm ceos noou

U3 coceOHUxX cen u camu cebe omeaeuarom: ~Voume u
nocmompume 6 Hutivauu. Ecnu onu cudam Ha 1a6ou-
kax, mo npazoxux™»* (Bogunruap, 2004, 165).

O6b1vaii «<YepkyBaHe 3a Tocmogy» *

B c. Ynitums cymectByet obbruait Yepkysate 3a
Iocnod, KOTOPBIII MECTHBIE YKUTEM PacCMAaTPUBAIOT
KaK TPafLIMOHHBIA. DTOT PUTYa/IbHBIN KOMIUIEKC
CBSI3aH C >KePTBOIIPYHOIIEHNeM 110 KBapTagaM. Co-
BeplIaeTcsi Bcera B mepBblil Bemmkuit YeTsepr mo-
cne Jua Csaroro leoprua. «Yepkysane 3a Iocmozn»
BKJIIOYAeT B Ce0S HECKONIBKO OOPANOBBIX MOMEHTOB:
IOKYIIKY ATHEHKA, YXePTBOIIPUHOLIEHNE I IIPUTOTOB-
JIeHVe pUTYanbHOI muuy (KypbaH), OcBslleHue 1
Tpamnesy. OYHKIMOHNPOBAHNE ITUX MEMEHTOB KaK
€/IVIHOTO KOMIUTEKCA OT/IMYAETCs CTAOWIBHOCTBIO BO
BPeMeHM — TPaJMIVA K1Ba U B HACTOSIIee BPEMS.

CoracHO TpafMIMOHHBIM HOPMaM OpraHM3a-
IVl PUTyala XKePTBOIPUHOIIEHNS ABIAETCA 005-
3aHHOCTBIO CTapelinX MyX4WH: cOOpaTh JEeHbIN
C K@X/O0I CeMbl, KYIIUTh SITHEHKA ¥ IPUHECTI €0
B XKEPTBY. Y4YacTye IPUHUMAIOT U )KEHIIVHBI — TO-
TOBAT O/MIOA0 «KypOaH», OCBAILIAIOT €r0 B IEPKBU
Y pacHpefenAnT nuuly Mexpay ceMmbsamiu. Ilo cmo-
BaM MH(QOPMAHTOB, OOpsARHOCTh «YepkyBaHe 3a
l'ocriof» MMeeT CrIefyIonlyio MOCTe0BaTeTbHOCTD:
«Cakp ynuys uopkyss 3v Locnyo, 0v 0a6s mup u ypy-
Hat... Ho COUPpeM NBPU U Kb CU KYNUM UHO e2HlU...
demy ums 0vpeemsd UNU UPAH MAM I Co KOMU U
eomeu. omeum 2y no-cmapumu xuHu, Ho Kypoa,
6 eynieMu 4ABYHU... HAKYIL Ho U3HUCE Ny Yeud BUHY,
Ho nyuepnu. I'a 0ot mpu 4ace nona 2u C6UMA6s...
CUNUM 6 UHD COOUHD MATIKY YM KypoaHs, SN unu
Kpyny Kpoeatiuu, 6UHy U UHD HUHA 2y HOCU 6 4ep-
Ky6®. ['a 001i, UCUNUM C6UMEHAD KYPOAH 6 CUUKYMY,
nyosp mea xov 2y PoCCUNUM HD CeKU 6 NDHUUA UTU
mam 6 0py2e CoOUHA U CeKU KD CU 2y UOe 8 CUMAM DY’
(AENM, 587-111, 43).

LlepKOBHO-XPUCTMAHCKIUIT MOMEHT B PUTYaje
o0si3aTe/leH ¥ COOTHOCUTCSI C YTBEP)KIEHHBIM, CO-
IJIACHO TPaJMIVM, PUTYaTbHbIM BpeMeHeM. DTO WI-
JIIOCTPUPYET B3aMMOCBA3b MEX[Y apXaldecKUMU 1
XPUCTMAHCKMMM 9/IeMEHTaMy B OOpsifie ¥ IpUAAeT
(HapoOIHYI0) NPABOCTABHYIO 3HAYMMOCTD (YHKIVN
KePTBOIIPUHOIIEHNSA — MOJbOA O JIOXKJe U XOpo-
ueM ypoxkae. CamraeTcs, 4TO €C/lV He COBEpIIUTD
06pAx >KepTBOIPHMHOIIECHNA, iePeBHE I'PO3UT 3acy-
xa. OTciofa clefyeT 1 3Ha4YeHue pUTYaTbHOro yoos
ATHEHKa-KypOaHa — JyiA obecliedeHNs IIOROPOAs
II0CEBOB 4Yepes3 YMIIOCTUBJIEHNE BBICIINX CYJI, KOH-
KpeTU3MPOBAHHBIX B 00pase XpuctmaHckoro bBora.
B aToil cuTyanum TpaHCUEHJEHTHOTO OOLIeHNus,
(bYHKIVIOHVPYIOIIIETO B 3HAYEHNN COLVIAIBHOTO 00b-
eIMHUTEIA, OCYIIECTB/IACTCA PUTYasIbHAsA Iepefadya
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coobennit/nudopmaryn, obecreynBaroIiel Kak
eIMHCTBO B OOIeCTBE, TaK U CBA3b MEXY JIOAbMMU 1
60xxecTBenHoI chepoit. Vimu, kak otmevaetT Mapcenb
JleTbeH 1o c/ry4alo MpasfiHyKa C XKePTBOIPMHOLICHN-
eM «kourbani» B Iperyn, nepedpasupys TpajuLnoH-
HO IIPUHATYIO B 9THOMOTMY GOPMYITY O SKepTBe KakK O
CBA3YU MeXJY IPO(daHHBIM VM CAKPAIbHBIM MUPOM (T10
ompeneneHno, npusefeHHoMy B: Hubert and Mauss,
1968, 97), B KO/JIEKTUBHBIX >KEPTBEHHBIX puTyanmax
Ha bankaHax coumanbHas OOIIHOCTh «HAXOMUT IIO[-
TBEp)KZIeHNe eMHCTBA IPYIIBI U afleKBaTHOCTD II0-
HATUA COOOILIECTBA IIOf B3IIALOM OO0XKECTBEHHBIX
cuwn» (Detienne, 1979, 25).

OcHoBHble mapaMeTpsl «Uepkysane 3a [ocony»
U €ro MeCTO B KaJIeHJApPHOI OOPSITHOCTU YETKO
MOJYEepPKMBAOT B3aMIMOCBS3b 3TOTO PUTYaa, C Of-
HOJI CTOPOHBI, C UJIEVHBIM COlepXKaHMeM KypOaHOB
B [lenp CB. [eoprus u oObr4aeB BHI3BIBAHVS JOXK/A,
a C IPyToii, — C CUCTEMOJI MMOYNTAHNA Benmknx get-
Bepros. TyT HaZlo OTMETNTD, YTO B 3T YeTBEPIM (a
ux ceMb — oT Benukoro yeTrBepra go Crnaca), 6omnra-
pbI . Unitiumst cCOOTIONAIOT 3apeT HA BBIMTOTTHEHNE
mo6oit moneBoit paboTbl. V 9TO BBI3BaHO Bepoil B
YIpo3y YPOXKalo B 9TI JHI: MO>KET OOUTH Ipaj MIn
Pa3pasuTbCs Ipo3a, MMBEHD.

Tpapuumsa npuHOCKUTb >kepTBY locmopmy mpo-
JojDKanach U Bo BTopoii nmosmosuHe XX B. Opranusa-
[[MIOHHAasI POJIb CHOBA OTBOJM/IACH CAMBIM ITO>KUJIBIM
MY>KUMHaM 1 )KeHIIHaM B kBapTase. [Ipogomxannu
COOMIONATHCS BCe TUIIMYHbIE I 0Opsifia 9/1eMEeHTHI.
B ycnoBmAX conyanmmcTHYecKux IpeobpasoBaHMil
XPUCTMAHCKAsA CTOPOHA PUTYajna CBOAMUIACH K MIU-
HUMYMY — 33 CEMEJHBIM CTOJIOM CaMasl IIOXXWJIast
JKeHIIJHA B CeMbe YMTaeT MOIUTBY «OTue Hall» 1
KaZiUT TPM pasa PUTYaJbHYI0 NNy «KypbaH». B
90-e rr. XX B. OcBslljeHMe «KypOaHa» CHOBa CTasO
BO3MO>KHBIM B LIEPKBH, U T€M CaMbIM 00brvait «ep-
KyBaHe 3a locmon» 3aHOBO Hadanm (pyHKIIOHMPO-
BaTh B CBOEM II€/TOCTHOM BHU/IE.

O6bIyaii B JUCKypce
CeMeiTHO-POIOBBIX OOPSIOB

[ToHATHO, 4TO OOBIYAL «Yepkysane 3a Iocrop»,
3aHMMAIOIIMIT BUJIHOE MECTO B JIeTHE-OCEHHEN 00-
PARHOCTY, BBIABUIAET HA IIEPENHMII IUIAH «KypOaH»
VI BBIITONIHEHMS BaXKHOM 1A COOOILEecTBa 3aady —
MOJIUTb OOXKECTBEHHYIO CUIy O IIOKPOBUTENbCTBE.
Kpome npencraBieHHOCTI B TEPMUHOJIOTUM TIAIIIe-
BOTO KOJIa, PUTYa/IbHAs IIPAKTUKA ABJIAETCA Y BaXK-
HBIM COL[MA/IbHBIM MAapKepOM: HEBO3MOXXHO He 3a-
MEeTUTh IPUCYTCTBIE OOPSALOBOIL TPAIe3bl KaK BaX-
HOTO YC/TOBYS IS [IEMOHCTPALINY TIPYHA/IEXKHOCTI
K TpyIlilie B 0OpsJ0BOIl peabHOCTH. 3/iech OHA 3a-
HYMaeT MO3UIMI0 OCHOBHOTO (aKTOpa, MMEIOLIEro

GYHKUMIO 00BEVHNTD WICHOB CEMbU 1 JIOKaJIbHOTO
coobuiectBa. Cp. MHTEpPIpeTAl[MI0 MECTHOTO Ha-
celieHMst BOXHOCTU putyana: «Opmv uepkyswsm 3o
Tocnyo; mea co y6ucuass Ho Tocnyo <...> moo y6uc-
uasn mea, yHoo 0pyezy, Nk HAULY cey 4epKy8amu cvC
kyp6an 3v [ocnyo; 0o Ho 36ap0o06s ym 2pad, 0v 046
oo, ypyxait. AmMu moil Co 35NM06HUNU HAUWU MATIKU,
Hawu 050y6U U Mol 2y Npasvm u cuea» °.

B aTux aprymeHTax, IOTHOCTHIO 060CHOBAHHBIX
JUTs 4eoBeKa TPAAMIIVIOHHO KY/IbTYPBI, BULHBI pe-
IJIaMeHTUpyeMble Tpajuliyell B3aMOOTHOIIEHNUs
MeX/[Ty COLMaIbHOI 1 60xecTBeHHOI cdepoit. [Tox-
HOCUTCSI Iap, [eaeTCsl KeCT MOYTEHMsI IT0 OTHOIIIe-
Huo K bory n cBATBIM. Bce 3TH moxepTBoBaHHBIE
MarepuajbHble [[EHHOCTY U 6/1ara He TOMBKO GUK-
CUPYIOT MOpab ¥ 9KOHOMIUKY coobuiecTa (6omee
noxpo6Ho cM.: Mocc, 2001, 176-189), HO u B 3Ha-
YNUTETBHON CTeIeHN CTPOST CUCTEMY MHTEHCUBHBIX
KOHTAKTOB KaK B TOPM3OHTAIbHOM (001[eCTBO) TaK
¥ B BePTUKATbHOM (MUP XXVBBIX 11 60TOB) IIAHE.

Takum 06pasom, B Xofle pUTyasa MeCTHOE CO-
006111eCTBO Uepe3 >KepTBY-fap CTPYKTYpUPYeTCs B
CBOEJT IIEIOCTHOCTY M IO IYTU CUMBOJINYECKOTO
KOHCTPYMPOBAHUsI BOCIPUHMMAETCS KaK HeYTO
KOHKPETHOE, €JMHOe 1 IIOJTHOCTBI0 0003p1MOoe.
Kaxgplit 13 xuteneit coobiiecTBa M IpUIIEIIINIA
Ha IPa3fHNUK TOCTb MONyYaeT YacTb HPa3fHUYIHO-
ro KypbaHa M pUTyanpHOTo xja1e6a; TaK, COBMECT-
HOe BKYIIEHMEe PUTYa/IbHOI €fbl, B TOM YICIIe U
JKEPTBEHHOI1, HeceT Ha cebe OTIEYaTOK OOIIEro
npuyacTusi («communio», cMm.: Bebep, 1992, 360)
" XpuctuaHckorn esxapuctuu (Popova, 1995, 160).
KomnextnBHOe  xepTBompuHOlIeHMe  (KypOaH)
GYHKUMOHMPYET B KadecTBe UAeHTU(PUKAIVIOHHOTO
puTyana s coobllecTBa, sBIAACH MapKepoOM CO-
Hepe)XMBAHNUA U €IMHCTBA WICHOB Japslleil IpyIl-
mbl. JTO JeaeT KOMMYHUKATUBHBI (Ha COLMAb-
HOM, «TOPU30HTA/IbHOM» YPOBHE) aCIIEKT CETTbCKOTO
IpasgHMKA TAaKUM CYLIECTBEHHBIM, YTO, IOAYep-
KHeM, nepedpasupys T. VIB. JKuskoBa, npeBpariaer
«06psaz B mpasgHuk», (JKuskos, 1977, 70).

Opraumsaums kypbaHa, MOZOOHO MOJHOIIeE-
HMIO JJapa BO BpeMsI IIPa3[{HIKA, SABJISAETCA B IIEPBYIO
oYepelib YTBEP)KJEHHOI HOPMAaTUBHOCTBIO, OT CO-
OJTI0fieHNsT KOTOPOIT 3aBUCUT OIarOIIONyYne B CEMbe,
B CeJle, a TaK)Ke BBDKJBaHMe/CylleCTBOBaHMe c006-
IjecTBa BO BpeMeHU. B To ke BpeMs, IMEHHO 37ieCh
BOKPYT CTOJIa, BCTPEYAIOTCs YIEHBI CEMbU M MeCT-
HOe COOOIIeCTBO, PEOPTaHN3YIOTCA VX OTHOLICHMSA
KaK MeXJy co00if, TaK ¥ ¢ HEKOTOPBIMM UIeHAMM
cenbcKoro Konektusa (Atanacosa, 1994, 67).

9Ty KOMMYHMKATUBHYIO POJIb Tpales3a BBIIOJI-
HSEeT 4Yepe3 CBOJI OCHOBHOJ KOMIIOHEHT — IIMINLY.
OO6WM/IPHYIO WM HET, )XMPHYI WM HOCTHYIO, C Xa-
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PaKTEepHBIMU /ISl TPAfULUK TPeOOBAaHMAMU WIN
IOTEePSABIIYIO CBOIO 0OPATOBYIO CYLIHOCTD ¥ OO/MK
BO BpeMeHI, OHa, NI, CTAHOBUTCS HOBOJIOM JiIsi
4ero-To 60/iee BaKHOTO, MIMEIOIEr0 CMBICT U L{eTb.
Takum 06paszoMm, B 00I[eM IMUTAHUY IPOCIEKUBA-
€TCsA pasBUTHE UJIEN O CEMEITHO-POJOBOI BCTpeye, a
TaM U O PeKOHCTPYKILMHU POJia.

Bo BTopoit nonosune XX B., Korga B ¢. Yuitmmsa
IPOBOASATCS COLMANCTUYECKNUE IIpeobpasoBaHms
U TPAIMIMOHHDI TUIT MBILIIEHVS 3aMEHSETCS T10-
VICKOM JIOTMYeCKOTO OTBeTa Ha IIPUYMHBI IIpasf-
HOBaHMsI KOHKPETHOTO OOBIYasi MM COOJIOfeHMs
OIIpe/ie/IeHHbIX TPALMUIMOHHBIX HOPM, YKEPTBOIIPH-
HoleHne «isi [ocmoga» CTaHOBUTCSL He 0COOEHHO
HpUBJIEKATENbHBIM I MOJIOAbIX MOKO/MeHuit. Tpa-
[ULVOHHAsI IPAKTUKA, OFHAKO, MPOJO/DKAET BbI-
NONMHATBCA: «HonpewkoHa 2y 20meas Ho noms, a cs
3ew y HAKYU 6 080pa U 2y 20Meam CMapumu 0ps, JHu-
Humu. CeKu cu 2y HOCU 6 KoU4U U CB COUPA CUMAMA
u 2y udom... npasvm xsepmaea Ha locnyo»’.

OpraHusanus U IpUTOTOBIEHMe KypbaHa 3a-
MBIKaeTCs B paMKax 6osiee IIO>KV/IbIX/TIEHCMOHEPOB,
a caMo JIeVICTBYE C Y/IUIIBI ITepeMelaeTcs B IOM Ka-
KOTro-HMOYZb cocena.

Ha npaxTuke cosgaercss CUTyalus, B KOTOPOI
HapyIIaeTCsl eAMHOMBIC/INE HA YPOBHE TpPajuULVN,
TPa/IULIMOHHBIX HOPM, HO B TO )K€ BpeMsI HUKTO He OT-
KasbIBaeTCsl OT BKYLIEHVs PUTYyanbHON mmiy. byab
TO B KayeCTBe HaO/IoaTese Iy acCUBHbIX YYacT-
HJKOB, BCe JKe MPeCTaBUTEIN MOJIOJIOTO TIOKOJIEHNs
(GUKCUPYIOT B CBOell IaMATY Halu4ye IHOJOOHOI
JIOKa/IbHOM Tpaguuun. B akre BceoOlero mmraHus
HPOCTIOKMBAIOTCS U MEXaHM3MBbI, CIIOCOOCTBYIOLIE
00beINHEHNIO U KOHCOMMAALINY CeMEIHBIX TPYII U
JlaKe 11e7I0oro KoJUIeKTyBa. boyee TOro, Kak Obl HY CTy-
Ija/Iach AHTUPEIUTMO3Hast aTMOCdepa B 0011ecTBe BO
BpeMsI COL[MAN3Ma, He/Ib3s1 OTPULIATH I B 9TOT IIePH-
Off Ha/IM4Ne TAKUX PUTYaIbHBIX IIPAKTHK.

C odunmanbHpIM IpusHaHKeM Liepksu (B 90-e
rT. XX B.) B 60/rapckoit o0myHe IpoucxopaT QyH-
JlaMeHTa/IbHble V3MEHeHMsI B OTHOLIEHWM XPUCTU-
QHCKOJ CTOpOHBI KajleHAapHoro mpasgHuka. 06
3TOM CBUAETENIbCTBYET ydacTye ObIBIIVX YMHOBHU-
KOB ITapTUM, YYUTE/IeN, MOIOABIX JIIOJEN U JieTeil B
HPasgHNYHBIX 1[ePKOBHBIX OOTOCTY>KeHMsX (KpecT-
HbI€e XOf[bl U KypOaHbI), B IIEPKOBHOM XOpe I, KOHed-
HO, B opranmsaryu puryana «Yepkysate 3a [ocromy.

BmecTo BBIBOIOB
KonnekTvBHBIe pUTya/IbHbIE >KEPTBOIPUHO-
1IeHNs, M3BecTHble Ha bankaHax u B Beccapa61/m
KaK Kyp0OaH, MOIyT OBITb IPeIMETOM 3THOJIOTH-
YeCKOr0 ¥ aHTPOIIONIOTMYECKOTO aHaau3a C TOYKU
3pEeHNsT PA3IMIHBIX MOJeNell MHTepIpeTaluu: u
KaK puTyanbHbIi oOMeH mopapkamu (9. Teitnop),

¥ KaK CaKpajbHas «coTparesa» ¢ 6oramu (P. Cvnr),
Y KaK KOMMYHMKAIVs MEXAY CaKpalbHBIM U IIPO-
danubIM MUpoM mocpencTBoM kepTBbl ([Mbbepr,
M. Mocc), 1 KaK MUCTUKO-COI[aIbHOE BOCCTAHOB-
JIeHVe eIMHCTBA, MOOVIN3UPYIOliee MEHTA/IbHbIE U
HpaBCTBEHHbIE CUIBI coobiecTBa (I. [JIopKreiim), n
KaK [epUoiuecKas pereHepanis CBSIIIeHHO CUIIbI
(M. Onuagpe), n T. 1. (6omee mogpo6bHO cM.: Detienne,
1979, 24-35). B 10 ke BpeMs KypOaH MOXXHO pac-
CMAaTpMBaTh M KaK «CUMBOJI OJApPMBAHUA», NOHU-
MaeMblil KaK CBSI3b MEXAY 3TUM M «IIOTYCTOPOH-
HUM MUPOM» (Popova, 2000, 91); JKepTBa Kak jap,
IaHb Wy wTpad, BHIUIAYMBAEMBbIil 60raM, a CBATbIE
YKepTBEHHbIE MeCTa — KaK MaTepua/I30BaHHbIE «I10-
CpefHIYeCcKyie MOCTbI» MEeX/Y ABYMS MUpPAMH, de-
pe3 KOTOpble peanusyloTcs IOTPeOHOCTI IpefcTa-
BUTE/IA TPAAUIIVIOHHOTO 00IeCTBa B yCTAHOBJIEHUN
cBs13u ¢ «HbIM» MypoM (Leach, 1976, 71.83).

K maHopame BblllenepedncieHHbIX UCCIENO-
BaTeJIbCKMX PaMOK MOXKHO JO0aBUTb ellle OffHY He-
MaJIOBOXHYI0 TeMy. Peub ujer 006 MAEHTUIHOCTH.
AHanus paccMaTpuBaeMoro oObpryas OKasaj, YTo B
OoJblIIell CTeNeH OH UAEeHTUUIMpYeTcs ¢ obIe-
6o/rapckoit KypOaHHOI Tpajyuieit 1, 9TO BCs 1M0-
C/IeOBATE/IbHOCTb €r0 UCIIONHEHMsI He IIepecTaeT
TEpATh BO BPEMEHN CBOe 3HaueHMe KaK HOCUTes
UJEHTUYHOCTU MCC/IEyeMOil JIOKaIbHONM TPYIIIBL.
Kpome Toro, mpupep>XuBasch 910l TPaguIum, IT-
HIYecKasi OOLIHOCTb JIeMOHCTPUPYET CBOIO MMIEH-
TUYHOCTb Pa3/JIMYHBIX YPOBHEN — CEMENHYIO, POJO-
BYIO, CEJIbCKYI0, TOKA/IbHYIO.

ITpumevyanus

' Ceno Umitmuit 0cHOBaHO GoJrapaMum-IepecesieH-
namu ¢ bankan B 1813 1. 3a 200-71€ THIO UCTOPUIO CEIO
IPOJO/DKAET OCTABAThCSI OOMTAPCKMM B STHUYECKOM U
KyJIbTypHOM ITaHe. CerofjHs OHO BXOJJUT B COCTAB IOCY-
JapcTBa YKpanHa.

2 «B Yuitmnit Toxxe 60mrapsl, 3T0 60IbLIOE CENO U
06psAIbl COOMIONAIT OYeHb CUIBHO! 37ech ecTh 6Ob-
IOl MOHACTBIPD, LIEPKOBb IIOCTPOWIN. Tak BOT, KOrza
MBI TyJla €fleM — TaM ¥ HOYY€eM. .. ¥ 9TU YMIALINIAIBI, KaK
cobepeMcsl, PacCKasbIBAIOT, PACCKA3bIBAIOT — BCE 3HAIOT
o tpapuuyi! Mer B JIuBUT/INM TOKe GO/Mrapel, HO eCTh
MOJIOZIbIe, KOTOPBIE CIIMIIKOM TOpfble, He XOTAT C/IBIIIATh
060 BceM aTOM» (IIepeBoJ € OOJIT. — aBT.)

* [Togpo6HO O TPAANIIMOHHBIX Ka/IeHAAPHBIX IIPa3Ji-
HIUKaX B c. Yuiimmsa cm.: Bogunyap, 2005.

* «Cny>xenne Tociony» (mepeBog ¢ 601r. — aBT.).

> «Kaxpas ymna cryxut Tocmony, 4To6s! OH fa-
BaJI MUP U YPOXKail JeHbIY, U OKyNaeM ATHEHKa <...>,
I7ie eCTb IepeBO WM KOJIOfELl, TaM ero 3a0MBaIOT I ro-
TOBST. [OTOBAT U3 Hero KypOaH HOXKWJIble YKEHINHBL, B
OO/BIINX KOT/IAX <...>, KTO-TO BBIHECET BUHO, YTOCTHUT.
B Tpu waca fHA CBAILIEHHMK COBEpLIaeT GOTOCTY)KeHIe
<...> HOMOXVM B HEOOJIBLIYIO IIOCYAY KypbOaH, HEMHOTO
x71e6a, BIHa, U BCe 3TO OJjHA U3 XKECHIIVH HeceT B IIePKOBb
Wi ocBslenud. Iloce TOro Kak oHa BEPHETCS, OCBA-
II[eHHbIIT KypOaH BBICBIIIAEM B 0OLINIT 11 yyKe OCTIe 9TOTO
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packiajiplBaeM ero I0 Tapenkam, s Bcex. Kaxpnit o1-
HOCKT O7II07I0 B CeMbIO I TaM BCe BMeCTe efsAT KypbaH»
(mepeBop, ¢ 607T. — aBT.).

¢ «JIropu cryxar Tocmony, marorca obetnl Tocropy
<..> 9TOT Oofelljasl OfHO, APYroil — ApPyroe, a B HalleM
celle CIY>KUM COBeplIeHneM KypbaHa B uecTs [ocmopa
<..> 4TO6BI HaC obeperas OT rpaja, YToO HaBas JOKED U
yposkait. Tak 3allOMHM/IV Hallly MaTepH, Jefibl, TAK fesa-
I0T i cettyac» (mepeBoy ¢ 6oir. — aBT.). VIH®. E. Paiiuesa,
1942 r.p., c. Ywitmms, bonrpazgckuii paiion, Opecckast 06-
JIaCTb, YKpaMHa.

7 «PaHbpllle KypbaH TOTOBMIM Ha Y/ulle, a ceifyac
CTa/M TOTOBUTb BO [IBOpPe YV KaKOTO-HMOYIb XO3SMHA.
ToToBAT MOKM/IbIE TIOAW, KeHIINHBL. KaXkablil OTHOCKT
eny K cebe oMoIt, cobepeTcs BCA ceMbs, CARYT U eHAT. ..
menaioT xeptBy locmomy» (mep. ¢ 6onr. - aBt.). VH(.
M. KoncTanTNHOBa, 1985 r.p., c. [oponHee.

ApxuBHBIE MaTepyaIbI

AEVIM, 669-111. O6uyan u o6peny OT XUSHEHNS U
KaJIeHIAPHUA LUK'DBIT; )KUTEICKI ICTOPUY; IIeCeHeH (ot-
Kop ot c. [leBnerarau ([lenen), Apunscku paiion, One-
cka obracr, YkpaitHa. 3anucan I. Teoprues.

AEWNM, 587-111. Kanengapun mpasHuny u obmdan
ot ¢. Yepsonoapmeiickoe (Kybeit), Boarpagcku paiios,
Opecka obmacr, YkpaitHa. 3amucana E. Bogundap.
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Rezumat

Kurban-ul (jertfirea) poate fi vazut ca un ,simbol al
daruirii’; inteles ca o relatie intre lumea de aici si ,,lumea
de dincolo’, sacrificiu ca dar, amenda sau tribut adus zeii-
lor, iar locurile sfinte de jertfire — ca ,treceri” materializate
s4 medieze intre doud lumi, prin care se realizeaza nevoia
reprezentantului comunitétii traditionale de a stabili lega-
turi cu ,,altd” lume. Analiza obiceiului a demonstrat ca, el
se identificd cu traditia comund bulgarilor ,Curban’, iar in-
treaga secventa de executie nu-si pierde valoarea de purta-
tor al identitatii grupului local. Mai mult ca atat, respectand
traditia, comunitatea etnicd isi demonstreaza identitatea la
diferite nivele — familia, neamul, satul, localitatea.

Cuvinte-cheie: curban, sacrificiu, dar,
familie, neam, familial, genetic, local.

daruire,

Pesrome

Kypban (okepTBOMpMHOILIIEHIIE) MOXXHO paccMarpu-
BaTh U KaK «CMMBOJI OflAPMBaHMs1», IOHMMAEMBbIil KaK CBA3b
MEXJy 3TUM U «IIOTYCTOPOHHMM MUPOM», KEPTBY — Kak
ap, AaHb WM WTpad, BEIIUTAYMBAEMBbIiT 60TaM, a CBThIE
JKEPTBEHHbBIE MECTA — KaK MaTepMa/M30BaHHbIE «IIOCPE]I-
HIYEeCKIe MOCTBI» MEXJY IByMsI MUPaMI, 4epe3 KOTopble
peannayoTcs HOTPeOHOCTH TIPefiCTaBUTENA TPAIULINOH-
HOTO 00II[eCTBA B YCTAHOBIEHUY CBSI3Y C <MHBIM» MUPOM.
AHanmys paccMaTpuBaeMoro o6blyasi IOKasal, 9To B 60/Ib-
IIIeli CTereHy OH UAeHTH(UIUpPyeTcs ¢ 061e60/1rapcKoit
Kyp6aHH0171 TpajguLMell M 94TO BCA IOC/IENOBATENIbHOCTD
€ro MCIIONTHEHNS He IIepecTaeT TepATb BO BPEMEHM CBOe
3HaueHMe KaK HOCUTENS WUIEHTUYHOCTU MUCCIefyeMoi
NoKanbHOM rpynnbl. Kpome Toro, npupep>XuBasch 9Tou
TPafMLIVH, STHUYECKas OOIIHOCTD IEeMOHCTPUPYET CBOIO
MJAEHTUYHOCTDb PA3/IMYHBIX YPOBHEN — CEMEHYI0, POfIO-
BYI0, CETIbCKYIO, IOKAIbHYIO.

KrroueBble crmoBa: Kyp6aH, >KepTBOIPMHOLIEHNE,
Iap, OflapUBaHMNeE, CEMbs, POJ, CEMEIHBIN, pOJJOBOIL, JIO-
KaJIbHbII.
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Summary
The analysis of considered custom showed that it is
identified closer to Bulgaria-wide Kurban tradition and
that the entire sequence of its execution does not lose its
importance as a bearer of the local identity of the studied

group. Besides that by practicing this tradition the ethnic
community demonstrates its identity at various levels —
family, lineage, village, local.

Key words: Eid, sacrifice, gift, gifting, family, genus,
lineal.

Eausasema KBM/AVIHKOBA

PASHOBUAHOCTU OBPAAA «KYPBAH» Y TATAY30B
N CITIOCOBBI EI'O ITPUT'OTOBAEHMS

O6psp kypbar — >KepPTBOIPUHOLICHNE XXMBOT-
HOTO — SIB/IAETCS HEOTheM/IEMOI YacTbI0 HAapOf-
HO-PE/IUTMO3HOI OOPSIHOCT Taray3oB 1 OGHUM 13
Hanbosee 3HAYMMbIX MAPKEPOB VX STHOKY/IBTYPHOI
upeHTn9HOCTH. HecMoTps Ha To, uTO 1O opme 1
COTepYKaHMIO JTAaHHBIN OOPSZ MPOTMBOPEYUT HOBO-
3aBeTHOMY Y4Y€HMIO, TeM He MeHee, I B HacTosllee
BpeMs OH B 3HAYUTE/IbHOI CTEIIEHN COXPAHAET CBOKO
3HAYMMOCTD B PE/IUTUO3HBIX TPEACTABIEHVSIX 1 YKU3-
HeJIesITeNIbHOCTY raray3oB. B ocHOBe HammcaHus JjaH-
HOJI CTaTby JIeXKaT T0JIeBble MaTepuabl, COOpaHHbIE
aBTOpoM B 1994-2013 IT. B raraysckmx cenax rora Pe-
ciry6mkn Monposa, Opecckoit o6mactu YkpanHsl 1
Cesepo-Bocrounoit bonrapuuy, a Takke cofepxaiu-
ecsi B vicToprorpaduu cBefieHust. SIBAACD, 10 CYTH,
[IPEBHUM CeMeITHO-OOIMHHBIM PUTYATIOM XXEPTBO-
IPVHOLIEHNS XUBOTHOTO, «KypOaH» COXPAHIII CBOIO
CBSA3b C PE/IUIMO3HON OOPSITHOCTIO B HEMAJION CTe-
HeHM O/1arofiapsi JIOSUIBHOMY OTHOLICHUIO JJyXOBEH-
crBa (KBummukosa, 2013).

OTMeTHM, 9TO CaM TEPMUH KypOaH umeet apad-
ckoe mpoucxoxenne (TopmreBckuii, 1962, 61, 63) u
O3HauaeT KepTBa, >KepTBoHpuHoueHue. O6psy ¢
aHaJIOTMYHBIM Ha3BaHMEM U COfiep)KaHMeM U3BeCTeH
MHOTYM HapoJaM MIpa B pasnyHble UCTOPUYECKIIE
amoxu: fApeBHuUM eBpesm (korban), accupmiinmam
(kurbanu), apamesM, apabaM, Typkam, anbaHIiam
(kurban), snauHMUCTMYeCKOMY HaceneHMo Maoit
Asum n Bocrounoro CpenmsemHoMOpbs (kopPav,
KopPavag), cepbam, MakefoHIaM, bonrapam, raray-
3aM (kypbaH, korban), dyBaimam (xapraH), yaMyp-
TaM (KypOoH). «Bo MHOTUX feTa/lsx 3TOT 0Opsj y
apMsaH (Mafax) COBIafaeT ¢ OONMrapcKyMM M rarays-
ckuM Bapmantom» (IIpixanos, 1999, 284; CammuH,
1990, 43; Manait, 1875, 834). ITosgHee 06psy sxeprT-
BOIIPMHOIIEHNsI >KUBOTHBIX ObUI MHTETPUPOBAH B
MYCY/IBMaHCKYIO PEUTMO3HYIO KY/IbTYpPY U IIpHo6-
pen crenyudeckne 4epTsl (popMa perurno3HOro
HIpuyacTus, 06s13aTenbHas 4711 BCEX).

B Hacrosiiiee BpeMsi Heb3sl JaTh OffHO3HAYHBII
OTBET OTHOCUTETIBHO IIPOVICXOX/ICHVSI TepMUHA U
camoro ob6psia «kypban» y raray3oB. MHorue mpep-

CTaBUTE/M MECTHOTO IyXOBEHCTBA 11 HEKOTOPbIE JIC-
cneposareny XIX — nepsoit monoBuHbI XX BB. BBUJY
CXOJICTBA TEPMIHOB U COfiepyKaHMs1 0OPsII0B BUE/N
B HEM pe3y/bTaT TYPELKOTO B/IVSIHUS Ha XPUCTUAH-
ckoe Hacemenne OcmaHckoit nmmepun. IIpu sTom
OHJI OTMeYaJIN, YTO CaMM raray3bl OObACHSAIOT €ro Ha-
J4ye B CBOE KYIbType COXpaHEeHVeM BeTX03aBeT-
HOJI TPaMLINY — IpMHeCeHneM ABPaaMOM B XKePTBY
Vcaaka (Manait 1875, 834). IIporouepeit M. Yakup,
Jienasi aKI[eHT Ha CXOJCTBe 3HaYeHMIt KypbaHa y rara-
Y30B C BETX03aBETHBIM )XEPTBOIIPUHOIIECHIEM, B Ca-
MOJ TpafyL yCTPauBaTh XKEPTBEHHbBIN P BULET
npesHerpedeckye Kopau (Ciachir, 1934, 6).

Cpeny cOBpeMeHHBIX YYeHBIX 110 JAHHOMY BO-
IPOCY MMEIOTCS Be TOYKM 3peHus. A. AMamXo-
710B, M3y4aBIIMil raray3os Kasaxcrana, mmcai, 4to
«PeNUTMsA y raray3oB IPaBOC/IaBHAsA, C 3aMETHBIMU
clefaMy BIMAHNA JC/IaMa, HAIpUMep, B HEKOTO-
PBIX Ha3BaHMAX OOPSAJOB U UX OTIHpaBIeHUIl (Kyp-
6an-6aiipaM, ypasa-6aiipam). B momax mepskar nko-
HBIL...» (AMamxonoB, 1964, 260). Ipyrue ydeHble
CBA3BIBAIOT IIPOUCXOX[eHNe o0psga «KypbaH» y
raraysos (11y 60/1rap) ¢ BOCTOYHO-CpeiI3eMHOMOP-
CKMM KYJIBTYPHBIM KPYyIOM U €ro Ipoobpas BUEAT
B BETX03aBETHON TPafULIUN (OIprxanos, 1999, 285;
Xpuctos, 2004, 51, 64-65; [TobpeBa, 1994, 57-69).
B03MO)XHO, JTaHHAasI TOYKA 3peHNs He TaK YK Janeka
OT MCTVHBI, YYUTBIBASI Pa3IMIHOE [IPOVCXOXKIEHIE
VI TePPUTOPUIO0 IMPOXXVMBAHNA HAPOJOB, Y KOTOPBIX
3auKCcupoBaH NOfOOHDI 0O,

1 B HacTosi1jee BpeMsI CeMeiTHO-001eCTBeHHas
VI peUTMO3HAs KU3HDb raray3oB 06CTaB/IeHa TaKOTO
pona >KkepTBOIIpUHOLIeHNsIMI. YTO KacaeTcsi caMoro
TepMuHa kurban, OTMETUM, YTO y Taray30B OH MIMeeT
MHO>KeCTBO 3Ha4eHMIL: 1) KpoBaBasi >kepTBa; 2) 06psi-
moBoe 611i0710; 3) 00psITOBast Tparesa ¢ XEPTBEHHBIM
JKUBOTHBIM; 4) HPasgHUK C 0OPsZOBOI Tpamesoi u
YKEePTBEHHBIM >KMBOTHBIM (B 4eCTb KaKOT0-/160 CBsI-
TOTO, Ha XPaMOBBII1 IeHb 1 fIp.); 5) )KUBOE KUBOTHOE,
IIO>KePTBOBAHHOE KOMY-TN00, — «<KypOaH MUTOCTI».

Ha ocHoBe cOOGpaHHOrO IOZIEBOTO, APXMBHOTO
¥ YICTOpYOrpaM4eckoro Marepuana Mbl, UCXOHA 13
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IIpe/IHasHAYEHMA JKEePTBBbIL, YCIOBHO Bbijem 18 pas-
HOBUJIHOCTeT 00psAzia «<kypOaH» y raraysos (mogpo6-
Hee cM.: KBunmukosa, 1997, 15; Ksunmnukosa, 2007,
476-516). Ecn xnaccuunyposaTb Kyp6aH, MCXOMs
U3 IIPUHIUIIA OIIpefieNIeHN s JKePTBOBaTeNsA, TO MOX-
HO BBIIETIUTD C/IeIyIOIe Pa3HOBUJHOCTH: 1) OT MMe-
HU BCeil CeMbH, 2) OT KOHKPETHOrO 4enoBeKa (Vim
JUIsI KOHKPETHOTO 4eoBeKa), 3) obiiecenbckuit (0T
JKUTeNelt offHoro cema). OfHAKO CTPOro NpUAEP>KU-
BaThCs TOV VIV MHOM K/IacCuUKALVIY HEBO3MOXKHO,
TaK KaK MHOTHE >KePTBOIPUHOLIEHNSA MOKHO ObITO
OBl BIIOJIHE IIPAaBOMEPHO OTHECTV OJHOBPEMEHHO K
HECKO/IbKUM pasHOBUAHOCTAM. Kpome Toro, >xepr-
BOIIPMHOLIECHNA Pa3/INYaioTCs MO ey («II0 IpefHa-
3HAYeHNIO»), 0 (opMe (KpoBaBass M 6ecKpOBHasA
JKEepTBa) 1 10 KPaTHOCTY VICIIOJIHEHM s (OIHOKPAaTHO/
MHOTOKPATHO — €XKerofHo). JI/I1 HeKOTOPBIX pasHo-
BUJTHOCTeil KypOaHa IOJXONUT TONbKO OIMCATeNlb-
HbIJl TIPUHIINIIL, IOCKO/IBKY B Hapofe /i UX 0603Ha-
YeHJIS1 HeT CIelVa/IbHbIX Ha3BaHNUIL.

ITo uem Kyp6aHbI MOTYT OBITH YCTIOBHO pas-
Ie/IeHbl Ha CJIeflyloliyie BUABL: 1) KepTBOIPIHOLIe-
HIA, COBEpIIABIINECA IS TOTO, YTOObI «3apPy4YNTh-
Cs1 IOMOIIIBIO U TTOAEPXKKoi» bora u «obecrednTh»
3[I0pOBbe ¥ O1aromnony4ne; 2) yMUIOCTUBUTEIbHbIE
XepTBBI (CTpeM/ieHne KOOUTbCs 6T1ar0CKIOHHOCTH
Bora); 3) 6marofapcTBeHHbIe )KepTBbI (BBIIOTHEHNE
00s13aTe/IbCTBA 4YeJIOBEKOM, HaHHOe MM BceBblmi-
HeMy); 4) MCKYIMTeIbHbIE KEPTBBI «IJIS CIACeHMA
nyumm». IlepBblie Tpy Busia He CBA3aHbI C IPOCTYIIKA-
MM 4eJIOBeKa, B TO BpeMs KaK IIOCTIe[IHMII CoBepIla-
JIN C Te/IbI0 MICKYIUIEHNS TPeX0B, I B OO/IbIINHCTBE
CTy4aeB OH He BK/IIOYAJI B ce0s 3aKIaHue )KMBOTHO-
ro (4TO OTpa’kaeT HOBO3aBETHYIO MEI0 XKEPTBOIIPH-
HOIIeHNs — 6eCKPOBHAs )KEPTBA).

JKeprBonpuHoIleH1e B HAPOJIHO-PETUTMO3HbIX
BO33PEHNAX raray3oB SBJIANIOCh OHNM U3 CIOCOO0B
HOK/IOHEeHMsI BCEBBIIIHEMY U «CPeICTBOM IIpUOIIN-
xernA K Ero mmunoctn». Vsyuenue maHHOro o6ps-
Ia II0Ka3aso, 4YTO BIUIOTH KO0 XX B. COXpaHANACh He
TONBKO (pOopMa OOPATHOCTU, HO U ee COfiep)KaHue.
Tak, npuHLIMIIMANbHOE OT/IMYME KEePTBEHHOI Tpa-
Hespl OT IMPOCTOrO MUpPA 3aKII0YAETCS B TOM, YTO
MACO NIPMHECEHHOTO B XePTBY >XMBOTHOIO Me/N-
JIOCh MEXJY BCEMU IPUCYTCTBYIOIIMMIU 33 CTOJIOM
HOPOBHY: «Ka)X/IbII1 IIOJTy49aeT ITOPIINIO >KapeHolt 6a-
PaHMHBIL, a TIOTOM U APYTUE BUJIbI €Ibl ¥ HAIIUTKOB»
(Ciachir, 1934, 5).

Ha ocHoBanum cpemanHbix B. A. MoIKOBbIM
3ammcell BUAHO, YTO KypOaH SBJIAICA COCTaBHOI
YaCcTbIO PEIUIVO3HOTO MIPOBO33peHns Hapopa. OH
IJICAJI, YTO B TeYEHNE BCErO IOfja raray3bl MUTAIOTCA
«KOe-KakK 1 Koe-4eM», BO MHOTOM ce0e OTKa3bIBaIoT,
HO IIPY 3TOM KaXK[jasl CeMbsI CTPEMUTCSA YCTPOUTD 110

TOMY WV JPYTOMY BaKHOMY COOBITHIO KypbaH. I
Jlasiee CIeAyeT ero cOOCTBEHHOE 0OBSCHEHIE TOTO
sBneHns: «Bce fieo 3akouaeTcss B TOM, YTO y HUX
BBIPab0TAIOCh, BEPOSITHO, MHOTMMI BeKaMu ry6o-
Koe ybexjeH1e B TOM, YTO, yCTpayuBas YroOIleHu,
OHM yroxpamoTr bory, a, BO3JepXMBasCb OT HMX,
PUCKYIOT BbI3BaTh 'HeB boxknmit u HaBjeub Ha cebs
kapy» (Momkos, 1901, 18).

Haunbonpuiyo ycTOMIMBOCTD EMOHCTPUPYET
«BeHYa/IbHbIIT Kypban» (steunoz kurbani/ steunozluk
kurbani), KOTOpBIIl fenancs OT MMEHM BCEl CeMb:
YKEPTBOIIPMHOLIEH)E >XMBOTHOTO (WM JOMAIIHel
ITHUIIbI), COBEPIIABIIEECs eXKErOfHO B IeHb KaKOTro-
b0 CBATOrO, BBIOpaHHOro cympyramu (0OBIYHO
PV BEHYaHUM B LIEPKBIU) B KadecTBe IIOKPOBUTEIIS
ceMbll. 3a4acCTyl0 «IIATPOHA» BBIOMPAIM 1O VMEHMN
Myxa. Takum o6pa3oM, BeHUaNbHBIN (MM ceMmeli-
HBII) KypOaH HepegKo COBNAfan C VIMEHHBIM (B
decTb aHrena-xpanutens). «Ha Takoit KypOaH KOIIOT
OapaHa 1 CO3BIBAIOT POACTBeHHMKOB. Cobpasiine-
Cs1 TOCTH €fISIT, NBIOT, IOIT ¥ TaHIYIT» (MoIIKoB,
1901, 17). Vindopmaropsl akueHTUpOBaIM BHUMA-
HJe Ha TOM, 4TO /IS y4acTuA B 0OPAZIOBOI Tpariese
C/Ie[{OBAJIO IPUIIACUTD KOTO-HMOYADb 13 9y>KuX (Ha-
IIpUMep, cocereit).

ITo >xemaHMIoO >KepTBOBATE/sI KypOaH MOT OBITH
0ecKpOBHBIM («Kypb6aH MMIOCTI»), KOTAA >KMBOT-
HOe WM ITUIY (MY>KCKOTO I1071a) KEPTBOBAIN XKI-
BBIMI, IIOC/IE COBEPLICHNA HaJ| HUMJ HEOOXOMMBbIX
puryanoB. K poXXKy ArHeHKa IPUKPEIUIAIN CBedy
Yl 3KNUTA/IN ee, Ha IIel0 MOBA3bIBaIU 0enoe Ioyo-
TeHIIe MY IIATOK. 3aTeM JKepTBEHHOE KUBOTHOE I
x71e6 (Kama4y) OKpOIISIN OCBSIIIEHHON BOJON, YUTa-
m MomnTBY («OTdYe Hall») U, B IPUCYTCTBUM BCEl
cemby, gapwmn. [IpeaBapuTenbHO B LiepKBY 3aKa3bl-
Ba/IM MOJIeOEH O 3[[paBUM KaXJOro ee 4wieHa. B oc-
HOBe «KypOaHa MUIOCTH» JIEKUT XPUCTUAHCKIUIL 1
COLIMAJIbHBII TIPMHIINII, YTO SIBJISIETCS Pe3yIbTaTOM
TpaHchOpMaLNy M CBUAETEIbCTBYET O MEPEOCMBbIC-
JIeHUY APEeBHET0 HAPOIHOro 00psifia B CBETe XPUCTH-
aHCKOTO MMPOBO33PEHNA.

K ocobpiM Bupam kypbaHa, COBEpLIABIINMCS,
KaK IIPaBIJIO, X03s5€BaMI KPYIIHBIX CTafl oBell B [leHb
Cs. qumutpust / KaceiM ¢ nenpio «06ecreduTsb» 3710-
pOBbe CKOTa 1 CIIOCOOCTBOBATD YBETMYEHNIO MIPU-
mIofa, otHocuTca «Amnaxnbik» (Allahlik), To ecthb
«IOCBsiLeHHbI bory». OnHako Takoit Kyp6aH fena-
I Y TO IPYTUM 0CO00 BXXHBIM B JKM3HU CITydasM
B KaKoJi-HMOY/b OOJIBIIOI PeIUIMO3HbII Pa3HIK.
B. A. MomKoB OTMeYas, YTO €ro COBepLIaIN Ipu
BBI3IOPOB/IEHN OT TSDKKOI M NPORO/DKUTENbHOM
007e3HN, eCTIM He POJSITCS IeTU B CeMbe, TIPU BCete-
Hyu B HOBBIN oM (Morkos, 1901, Ne 2, 17). Muorue
MH(MOPMATOPbI OTMEYa/IN, YTO €ro AeIa C LeIbIo
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«MMeTb ycuex (ymady) B COOCTBEHHOM Jefe», «3a
3[I0pOBbE OMOYAJLEB 1 Oaromnonyydne ceMbu». Bo
BpeMs >KEPTBEHHOTO TIMPa TOCTY XKeJIalu 3[OPOBbS,
6oraTcTBa 1 ycIexa X03sMHY U BCeM WIeHaM CeMbI:
Allaa kabletsin da ilerlesin senin isin! / «Ilyctp Bor
npuMeT (KepTBY) U 4TOOBI ThI MIMeTT YCIIEX B CBOEM
nenel» (IIMA, c. Ixxonrait); Allaa versin uzun omiir! /
«ITyctp Bor mact gonryio sxxusab!» (IIMA, c. baypun).

Jlns atoro BuAa KypbOaHa MCIIONb30BaIM ObI-
koB (Mor1ukos, 1901, 17), o 4amie 6apanos (Ciachir,
1934, 7; TIMA). Ilo oxoHYaHuu Tparesbl TocTen
OflapMBaM IMIEPCTSHBIMU KOBPUKAMU 1 ABYMsI CBe-
YaMM, M3TOTOB/IEHHBIMU U3 JKMPa )KUBOTHOTO. DTOM
TKAHBIO XO35I/IKM TOKPBIBAIN TECTO MPU IIPUTOTOB-
nernu xae6a. Oco6eHHOCTbI0 KypbaHa « ATTaX/IbIK»
SIBJISIETCSL TO, YTO OH O05I3aTENbHO COMPOBOXKAAICS
JKEPTBEHHBIM NMPOM (IIpasgHMYHON Tparmesoir) u
OflapMBaHMeM BCeX IPUIJIAIIEHHBIX OJfHOCETbYaH
elloit, TKaHblo, cBedamy ¥ fp. Ilpu coBepuieHUn
OCTa/IbHBIX BUJIOB KypbOaHa He OfjapuBany, 1 faxe
OpUIIallieHe ToCTell I 0OpsIOBOIl Tparmesbl He
cunranoch obs3atenpupiM (IIMA, c. Taiigap).

B crmydae mamexa HOMAIIHUX >KMBOTHBIX CO-
Bepiiamy «Kypb6aH 3a 3m0poBbe ckoTa» (kurban
ayvannarin saali igin). II0aTOMy OH MOT OBITb OfHO-
Pa30BBIM MM €KETOHBIM, B 3aBIUCUMOCTH OT IaH-
HOT'O XO3MHOM OOelaHus.

B crmenmanbHO YCTAHOBIEHHBI IPA3fHUK —
neub CsB. Ilerpa u IlaBna (29 wrons / 12 wmrons)
Kyp6aH COCTOsUI U3 HeTYyIIKa HOBOTO BbIBOJA 1 Ha-
spiBancsa «IlerpoBckuit kKypban» (Petro kurbani).
O puryaspHOM XapakTepe >XePTBOIPUHOLICHMUS
CBIUJIETeNIbCTBYET OBITYIOIIee Y raray3oB bomrapun
BpIpaxkeHue: «Ederlezdi - kuzu kesilir, Petrofta - pili¢
kesilir» («Ha Epepnes — srHeHOK pexxercs, Ha Ile-
TPOB IeHb — LBIIUIEHOK pexxercsi») (KBmmmukoBa,
2005, 71). Llenbio 06psAKOBOrO 3aK/IaHNUA IETyXa B
aTOT JieHb (Petro pilici — «eTPOBCKUI LBITJIEHOK»)
OBIIO 3apYYUTHCS HA HEPUOJ, XKATBbI ITOAAEPIKKOI
yMepIIVX POACTBEHHNKOB (B 00/ee paHHNe BpeMeHa
— BepOATHO, IyX0B Iofopopus). B nenp Hukomnas-
3MMHero Kyp6aH IPUTOTOB/IS/IN U3 PBIOBI, TaK KaK
NPa3IHUK TPUXOAWICS Ha POXXIeCTBEHCKMII MOCT.
JlaHHBIT BUJ ceMeiHOro KypbaHa 0coOeHHO pac-
IpOCTpaHeH y raray3os bomrapun.

[To cmy4aro OCBsIleHMsI HOBOIIOCTPOEHHOTO
JIOMa JleTay CIenManbHblil «<KypOaH foMa» / «Kyp-
6aH 1o cayyawo KpeuieHus gomar» (ev kurbani / ev
vaatizlik icin kurban (IIMA, c. IMuUTpoBKa), Ha KO-
TOPBII MPUITIALIaIY CBsILIeHHUKa (OCBALIAT IOM),
POZICTBEHHMKOB 1 cocefieil. VI3 Msca )KepTBEHHOTO
JKMBOTHOTO HPUTOTOB/LUIN «KypOaH ¢ Oyarypom»
Y TaK Ha3bIBaeMyI0 «KOJIMBY» — Cepplie M Ie4eHb
JKMBOTHOTO paspesanu Ha KyCOYKM, BApUIM U BBI-

K/Ia/IbIBa/IV B OTHEIbHYIO TapenKy. Kakaplil rocTs,
IPUXOASALINIT Ha TOPXKECTBO, BHAYajle YIOIIAICA
IaHHBIM 67110710M. [10-BUAMMOMY, B HAPOJHBIX MTPef-
CTaBJIEHMSIX, 9TU OPTAHbI ABJIAIOTCA MECTOM CPEMO-
TOYMS KUSHEHHBIX cyil. [lo ciydato cTponTtenbcTBa
KOJIOfLIA fetamy «KypbaH kononua» (pmar kurbani).

V13 sxepTBONpHHOIIEeHNIT (MO OBITH «KpOBa-
BBIMI» WM «O€CKPOBHBIMI»), IPUHOCUBILUXCS OT
MMEeHM KOHKPETHOTO Ye/l0BeKa, Hambomee pacmpo-
CTpaHEHHbBIM OCTAeTCsI «MMeHHOI Kypban» (kurban
kendi adina - nocn. «kyp6as 3a cBoe ums»). OH co-
BepIIaeTcs B IeHb aHTe/la-XPaHUTEN «3a COOCTBEH-
HOe 3/]0pOBbe». B Ipe>xHIe BpeMeHa ero CoBepuIam
€XKErOJHO: OH SIBJISIICS CBOErO POfia «IHEM POXK[e-
HMsI», TIOCKOJIbKY HACTOSILINII JIeHb POXKAEHMs He
OTMeYau.

B rex cembax, rge Takeno 60en 4enoBek,
KTO-TO U3 €ro POAHBIX MM caM OO/NbHON oberar
B C/ly4ae BBI3JJOPOBJICHV CeNaTh KypOaH B 4eCTb
OIpeJe/IeHHOIO CBSITOTO — «O0eIaHHbI KypOaH»
(adamak kurbani / adanmis kurban). Takoit >xe Kyp-
0aH fIeamm Ipy «IyAeCHOM» CIIAaCeHNN OT CMEPTHU 1
T. I. Ecu mpaspHMK IpUXOAM/ICS Ha IOCT, HAIPU-
Mep, Ha JieHb brarosemienus, To o6psoBoe 61070
rotoBwmm 13 peobl. IIpy «obermaHnHOM KypbaHe»
HepeJKo >KMBOe >XMBOTHOE (KEHCKOTO II0JIa) Mpu-
HOCWIM B [[ePKOBb B XPaMOBBIN MIPa3THUK [isi 00-
1IeCEIbCKON TPAIIE3Bl.

B cmenuanbHO YCTAQaHOB/IEHHBIN IPa3gHUK —
«[Jenp manbankoB» (Cocuk giinii) / «JleHp metTyxa»
(Horoz giinii) — 20 siHBaps / 2 ¢eBpans coBepla-
mm KypbaH «3a 310poBbe CbIHOBel» (¢ocuun saalik
icin). HapogHoe HasBaHWe Ipa3[gHMKA yKa3bIBaeT
Ha POJi IPUHOCKUMOIT )KepTBbI — IeTYX. JJaHHBII BUJ
YKEPTBOIIPMHOLIEHV IIVMPOKO PACIIPOCTPAHEH Y ra-
ray3oB un y 6onrap CeBepo-Bocrounoit Bomrapun
(Hukonosa, 1973, 153-181) u cBA3bIBaeTCA C ABYyMs
JIETeHJAMIL: C TYPeLKUM pabCTBOM U ¢ 616eiicKoit
nereHzioin 06 n3bueHun apem Vipomgom MiasieHIeB
(KBunmuukosa, 2005, 39-40). Ecnu B ceMbe MMENNChH
meTu 060€ero IOja, TO «3a ChIHA» pe3any MeTyxa,
a «3a JJOYKy» — KypHILy, ellle He HAYaBIIYI HECTH
stitiga (yarka). O6pr4ait 0OpsIOBOro 3aKIaHMs IITHU-
LBl YKEHCKOTO IO71a «3a 3[I0POBbE J[0Yepeil» OTHO-
CUTCSI, TIO-BUIIMOMY, K 60/Iee I03IHEMY BpeMeHM 1
00BsICHsIETCS €ro TpaHchopMaLeit.

I[Tpu npyrHeceHNN B XKePTBY NTUILBI COOMIOATN
OIIpeyie/IeHHbIe IIPABI/IA: e pe3aiy PaHO YTPOM Ha
CrlenasbHOM ITHe, KPOBb C KOTOPOTO He CMBIBAIN
o camoro Bedepa. [leTyxa Bapuiu L{e/IMKOM C IIIIe-
HuyHOi Kpymoit (bulgur). IlpuroroBnamm Taxxe
crienyanpHble Xme6ubl (pitka), KOTOpbIMU BMecTe
C 0OpsANOBBIM OJIIOJOM YTOLIAIM IIPUITIALIEHHBIX
cocefieit ¥ popcTBeHHUKOB. YacTp Omropa m o6ps-
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moBoro xje6a pasfgaBamy B TPU COCETHUX AoMa. Y
raraysoB MoJjjoBbI aHaJIOTMYHBIIT 00bIYall OBLI 3a-
¢uxcupoBan b y raray3os c. Kupcoso (I'y6oro,
2006, 99), B KOTOPOM OHI TIPOKUBAIOT COBMECTHO C
6onrapamn.

Ipyroit KypbaH, TakKe IOCBSILIEHHBIN 3710-
POBBIO JieTeil, COBEpLIAICS PORUTEIAMU peOeHKa,
KOTJ]a MaJIbILIY MCIIONHAETCS OAMH TOf, — «KypbaH
passutus» (ilerlemdk kurbani). Ero, nmo-supnmomy;,
JieTTa TONIBKO B T€X CEMbSIX, B KOTOPBIX YaCTO yMU-
pa HOBOPOXX/ICHHBIE JIETH.

Oco6plit Bupt KypbaHa, yIIoMUHaHME O KOTOPOM
3aMKCHPOBAHO HAMU TOJIBKO Yy OFHOTO 13 MHOP-
MaropoB-raray3os (IIMA, Ykpansa, c. IMutpoBka),
COBepIIAETCs CTapbiM, 0e3Ha/Ie)KHO OO/MBHBIM Ye-
JIOBEKOM B CJIy4ae JO/TOM ¥ MY4YUTEIbHOM CMEpPTHU
C Lenblo, 4ToObI bor ormyctun emy rpexu, 3abpain
€ro AyIIy ¥ TeM CaMbIM M30aBIJI OT TSDKE/IBIX MYK —
KypOaH /i1 HpolueHus rpexoB. B maHHOM crmydae
XepTBa ObTa 6€CKPOBHOIL, TO €CTh SITHEHOK, OapaH
VIV TIETYX >KePTBOBA/INCDH XXMBBIMI, 4TO IO opme
npescraBisieT coboit «KypbaH MmIocTu». Y raray-
30B Bonrapun coBepiiany «oMIHAIbHBIN KypOaH»
(Ha 40 pHeit, o mcTeyeHuu 1 ropja mocie cMepTu
O/IM3KOTO POACTBEHHMKA), YTO, BEPOATHO, CBA3AHO
C BO33peHNEeM O MPOLIEHNN IPEXOB.

/13 ob1ecenbckux KypOaHOB, COBEPIIAEMbBIX OT
VIMEHV >KUTeeil BCETO Cefla, IIOBCEMECTHO COXPaHsi-
eTcst «kypbaH uepksw» (klisdnin kurbani) — obiue-
CENIbCKUI IIPA3IHIK, OTMEYAIOIINIICA B YE€CTh CBATO-
ro-TIIOKPOBUTE/A XpaMa. Ero COCTaBHBIMM 4YacTAMMU
ABJIAIOTCSA: MOJIEOEH, OCBsIllleHNe pefHa3HAYeHHOTO
VI KEPTBONIPUHOIIEHVS CKOTa, IPUTOTOBJIEHNE
obpsiioBoro 6mona, KOIEKTMBHasA Tpamesa (Tps-
MO B I|ePKOBHOJI OTpajie WM OTAEIbHO Ha KaXIoil
y/nuiie), TaHipl, Becenbe. B konne XIX B. mpu ocBs-
IeHNN LiepkBHU B C. BemasiMa, HampuMmep, 6bU10 3a-
ko7moto 1o 30 6bkoB u 0 300 6apanoB (Morkos,
1901, 17), B Hacrosiiiee BpeMs MacIITabbl CTamu
3HAYUTENTBHO CKpoMHee (20-30 6apaHOB, JOMAIIHSS
nTuna). B HEKOTOPBIX ceax 3ak/IaHMe >KepTBEHHbIX
XKVMBOTHBIX IPOU3BOJAMUTCSA B COCEIHEM C IIEPKOBbIO
nBope. B kaxxmoMm ceste moMuMo «kyp6aHa ILiepKBI»
B CIENMAIbHO YCTAQHOB/ICHHbIE NHU Y MCTOYHMKOB
WIM KOJIOALIEB YCTpauBany KO/UIEKTMBHbBIE IPasf-
HOBaHMsI C )KePTBOIPMHOIIEHNSMI — «KypOaH cera»
(kiiii kurbant). O61ecenbckuit «KypbaH 1o TpeboBa-
HII0» (OfHOKPATHOE >KePTBOIIPUHOIIEHE) eI C
«IIpeRyIIpeAUTeIbHO» LIeIbI0 — [IA IPefoXpaHeHNs
CeJla OT SIMEMUIT U TIPUPOJHBIX KaTaK/IU3MOB — OT
qyMBI, XO/Iepbl, Th(a, capanyn, 3acyxu (Ciachir, 1934,
6). Eme cro ner Hasap y raraysos (1 6onrap) 6bum
IIVPOKO PACIpPOCTPAHEHbI ¥ MEXCeNbCKUe Ipasf-
HVKM, TaK HasbiBaeMble «COOpbI»/Sbor, o dpopme u

COZIEpXKaHMIO BO MHOTOM CXOXKIe C 00IIIeCeTbCKIIMIL

Kyp6au nHa npasnuuk Xeoepnes /| Edepnes ([leHnb
Ca. Teoprust) OTHOCUTCST OTHOBPEMEHHO K 0011IecerTb-
CKUM 1 K CeMelfHbIM. B HapoiHOM KaseHape mpasy-
HMK Xefiepyie3 CYNTAIICA Hada/IoM JIETHET'O CKOTOBOJI-
YeCKOTO Ce30Ha, C HACTYIUICHMEM KOTOPOTO Hadu-
Ha/Ii OTTOH CKOTa Ha JIeTHYe nacTouia. B npexxuue
BpeMeHa, He3aBUCUMMO OT MaTepuajbHOro 6/1aroco-
CTOSTHMS CeMbl, KYpOaH B 9TOT [ieHb Je/Ialn B KaX-
IOM JiOMe, TI0C/Ie 4ero OOBeNVHAMUCD /IS KOJUIEK-
TMBHOTO ITpasgHoBaHuA. JKepTBoIpuHOIIeHe ObIIO
IPM3BAaHO CIIOCOOCTBOBATh PAa3MHOXKEHWIO CKOTa B
[PECTOAIEM Ce30He U «00eCIIeYnTh» BIaroCcoCTos-
HIIe CeMbJ1 B HOBOM X03sicTBeHHOM rofiy. B lenn CB.
Teoprusi B 5KepTBY HMPMHOCKUIN CaMOTO JIYYIIETo SI-
HeHKa MY)XCKOTO I1071a 113 HOBOTO IpuIyiofa (00brd-
HO POAMBILETOCA IIEPBBIM); O STOTO JHA 3ampela-
JI0Ch YHOTpeO/1ATD UX B numty. TiatensHo cMoTpeny,
4TOOBI Y HEro He ObUIO HMKAKMX (U3NYECKMX Hefo-
cratkoB. Ileper 3ak/aHMeM >XVMBOTHOE OCBSAIIA/IN
(kagum alaHoOM, OKPOIUISI/IN YKePTBY OCBAIIEHHOI
B 1IePKBI BOJIOI, YATA/IM HAJ| Hell CIIel{aTbHy0 MO-
muTBy — kurban duast win «OT4e Hau), mepekpe-
myBamyu u pesamu. JaHHble 0OpANOBbIE [elCTBUA,
COBEpIIABIINECS CTAPILINM B JOMe MY>KIMHOI B IIPY-
CYTCTBUM BCEX WIEHOB CEMbM, CBUJETEIbCTBYIOT O
POIOBOM XapaKTepe >KepTBOIpuHOLIeHus. [lo3nHee
JKepPTBY CTa/Mi IPMHOCUTD OT MIMEHM CeMbil. BenHbie
ceMbl cO001Ia OKYTIa/I OFHO KMBOTHOE, TOTOBYJIN
Kyp6an 1 morom femmnu noposny (Ciachir, 1934, 6).

Ha Xepepres sirHeHKa 3ariekanu B Ie4n o6si3a-
TE/IbHO LIeIMKOM, IIPEBAPUTEIBHO HANOMTHNUB BHY-
TPEHHIOI0 [TOJIOCTH IIIEHNYHOI KPYIIOit, 4YTO CHMBO-
NUSMPOBATIO OCBSIIEHVE 3€PHA C Le/IbI0 MOTyYeHsI
xopoero ypoxas (Ciachir, 1934, 5). CocraBHoit
JacThI0 OOPSATOBOIT Tpamesbl ObII CHEIVaNbHO IPU-
TOTOBJ/IEHHBIII «KepTBeHHbIT X/1e6» (kurban ekmid)
(Momikos, 1902, 45). ITocne 6orocmys>xeHuss BHyTpu
LIePKOBHOJI OTpafibl YCTpaMBaIy >KEPTBEHHBIN IHp.
OO61uiecenbCKuit MPasgHUK COIPOBOXKMIANCS MAacCo-
BBIMU TY/IAHVAMIY, COCTA3AHNUAMM, Pa3INIHbIMU pas3-
B/IedeHVsIMY (KauyaHueM Ha KadesisiX, TaHI[aMu (Xopy)
u 1p.). Takum o6pasom, Kyp6aH B [lens Cs. Teoprusa
HOCIJI CeMeTHO-OOIMHHBIN XapaKTep, IOCKOIbKY
JKEPTBOIPYHOIIEHNE COBEpPIIAMN OT MMEHM BCETo
0611ecTBa M OT KQKIO0Il CEMbM B OT/Ie/IBHOCTIA.

B c. Kasaxmma >kepTBYy HPUMHOCUIN OT VIMEHU
KaXX/IOVl CeMbl, HO 3aleKamyu ArHAT coobmja. He-
CKOJIKO XO03$51eK JJOTOBapMBaINCh MEXJY CO0O0IL, y
KOTO B 9TOM Oy OYAYT Ie4b, IPUHOCUIU C COOOIT
[pOBa U TOTOBWM/IN KypOaH B OfHOI meun (B OFHOM
nome). ViMeHHO mopo6Has ¢gopmMa KO/UIEKTUBHOTO
IPUTOTOBJIEHNA IPU3HABANIACh HPABUIbHON, APY-
rasi >xe ocyxganach [[IMA, c. Kasaxnus]. ¥ raraysos
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Bonrapun npu ogapuBaHnu oOpsALOBBIM OIIOIOM B
TapesKy Kmamm u Monopoit yecHok (IIMA, c. Kuue-
B0). JKutemu c. bonrapeso u r. KaBapna ormevann
Ha Xefiep/ie3 MeXCe/IbCKMII Mpa3gHMUK, KOTOpbIl B
Hapojie HasbIBAICS panayir («6asap», «apMapKa»).

[To MHEHNIO MHOTMX YY€HBIX, BECEHHIE JKepT-
BOIIPVHOIIEHN, IINPOKO PACIPOCTPAHEHHBIE KaK
y 3eM/Iefie/Ib9eCKNX, TaK ¥ Y CKOTOBOJYECKMX Ha-
POMOB, CBA3aHBI ¢ KynbToM npenkos (KarengapHbre
obpryan u 06psmbL.., 1983, 180; KanengapHsie 00bI-
qau 1 06psAbL.., 1977, 317; [Ipixanos, 1999, 179).

B mpoutom raraysel ycrpamBamyu KypOaH He
TOJIKO B JJHJ Hanbosee 3HAUMMBIX CBATBIX, HO M Ha
[Tacxy. CBefieHns o coBepuieHNN GPaKMitCKIMNI Ta-
raysamu KypbaHa Ha BTopoii fieHb [Tacxu npuserne-
HBI 60nmrapckuMm uccnenosatenem H. Po6espim (Po-
6eB, 1988, 40). ITomumo 3TOTO, B clrydae JIINTeNb-
HOIT 3acyXy KypOaH COBEpILIaIN OT BCETO CETbCKOTO
obectBa. OH SIBISTICS YaCThIO 0OpPsifia BBI3BIBAHMS
noxaa — lepMaHdy, 0 4eM MMEIOTCS CBeJeHNS 3a
nepsywo nonosuHy XIX B. ([eATenbHOCTb apxme-
nuckona Vpunapxa.., 1911, 1148-1150), xoTopsle
HO/ITBEPKIAIOTCA BBICKA3bIBAHMAMIU COBPEMEHHbIX
undopmaropos (IIMA, r. Bynkanenrrsr).

O6 apxam4HOCTM caMOro obpsifa «KypbaH» u
€ro 3Ha4YMMOCTM B HapOJZHO-PETNTMO3HBIX BO33pe-
HIAX Taray3oB CBUJETEIbCTBYET He TOIbKO MHO-
JKECTBO €ro PasHOBUAHOCTEN, HO U COOMofeHMe
OIpefe/IeHHbIX IpPaBWI NPV BbIOOPE >XMBOTHOTO
JUIsE YKEPTBOIIPMHOLIEHNsSI — «KypOaHa KPOBU»: OHO
JIOJDKHO OBITh ITAPHOKOIBITHBIM, YXBaYHBIM (SITHe-
HOK, 6apaH, OBbIK), My)XCKOTro mona u 6e3 ¢usnde-
CKIX HeJJOCTAaTKOB. IIpy 6eCKpOBHOM >XepTBOIPU-
HOILIEHNY MY>KYMHA OfjapuBas 6apaHOM VU IIeTY-
XOM, a >KEeHII[VIHA — OBLON WM Kypuueii (1o cBeze-
HyAM M. Yaknpa, MO/ ofjapuBaTh TaK>Ke CBUHbEN
wu xo3oit) (Ciachir, 1934, 8), uTo He foIycKanOCh
Ipy «KypbaHe KpOBI!».

Br160p >kepTBBI /11 3aK/TaHVSA OIPeeTIsICS CO-
filep>KaHyeM IIpasiHIKa Y XO3A/ICTBEHHBIM Ce30HOM:
Ha Xegziepnes / Jlenp Cs. [eoprus — ATHeHKa U3 BHOBb
poxuBIINXCs (Ha4yamo CKOTOBOJ[YECKOTO Ce30Ha); Ha
[Tacxy - sArHeHka (mospgHee u 6apana); Ha Kacpim /
Hens Cs. Imutpus - 6apana (KOHeL, CKOTOBOJYeE-
CKOTO Ce30Ha); Ha 001IIece/TbCKIe TIPA3IHUKN — ObI-
KOB 1 6apaHOB. B ceMelHbIX MM MHAVBUYaIbHBIX
JKEPTBOIPMHOLIEHNAX TPV BbIOOpE BMIA >KEPTBBI
YHUMbIBATIOCH COUUATIbHOE NO/I0NHEeHUe THAVIBUTYY-
Ma. B ceMbsx ¢ MasbIM HOCTAaTKOM /I KEPTBOIIPH-
HOIIEHNA JCHO/Mb30BAIM IeTyXa WIN cene3HA. B
KypbaHe «AJTax/IbIK», KOTOPBIil COBEPIIA/IN COCTO-
ATeTIbHbIE X035€Ba, B )KePTBY IPUHOCUIN 7-JIETHETO
Obika (1o3[Hee 5-7eTHero0) MM 3-JIeTHEro KacTpu-
poBaHHOrO 6apana. Hekotopsie Kyp6aHbl, Ipuypo-

JeHHble K KOHKPeTHBIM KaJIeH/JapHbIM JaTaM — [leHb
Cs. EBtumus / «[lenn neryxa» (Horoz giinii), [leHb
Css. Iletpa u IlaBna (Petro giinii), cBA3aHbI C 3a-
K/IaHMeM TONIbKO oMalnHei ntuubl. Ecin «kypban
IIepKBY» MIPUXOANUTCS HA CPely WIM IIATHULLY, Y Ta-
ray3oB Mo/IJIOBBI TOTOBST pbIOHBIN Kypban (balik
kurbani). CornacHo pesynbraraM HaIllero OIPOCa,
MHOIVe MHGPOPMATOPbI raraysckmux cenm MoOmmoBbI
He CYUTAIOT XEPTBOIPUHOIIEHVE U3 PbIOBI «HACTO-
AMUM» KypO6aHOM.

Koctu u KpoBb )XepPTBEHHOTO YXMBOTHOTO Ha-
IesIICh 0c06011 Marmdeckoit cuoii. C X MCIIOoNb-
30BaHMeM CBSI3aHBI COBEpIIABILINECS apXamdecKie
puryanbl. [ mpefoxpaHeHMs OT BO3AEHCTBUA
37IBIX CUJI U C LIE/IBI0 «HAJIeIEHISI 3TOPOBbEM» JETAM
iesiam KPOBBIO KPeCThl Ha JIOY, IjeKax, Hof60pos-
Ke, a TaKXKe YepTWIM KPeCTbl Ha KOCsAKax JBepeit
moma. CornacHo cBefieHmsM M. Yakupa, B Kypba-
He «AJUTIaxXjIbIK» KPOBb >KEPTBEHHOTO >XMBOTHOTO
CKUTaIy Ha KocTpe («BbUtMBanyu B oronb») (Ciachir,
1934, 5), BepOATHO, IO aHAJIOTUU C BETXO3aBETHOI
tpaguiueit. [locrme o6uiecTBeHHON Tpamessl (Ha
npas3gHuK Xeziepsie3) KOCTYU >KePTBEHHOTO STHEHKA
0OBIYHO YHOCU/IN JJOMOIL U 3apbIBajiy B 3eM/ti0. [1pn
IPUTOTOBJIEHNY U TOoefjlaHny KypbaHa Ha Xezepres
KOCTM >KepTBEHHOTO XVBOTHOTO He PasjaMbIBay,
«4TOOBI He HaHeCTV (PU3MYECKUX YBEUMIl OBL[AMY.
OTUM KOCTAM MPUINCHIBATIN CIOCOOHOCTD BIUATDH
Ha yBe/IMYeHMe IOTOMCTBA y JIOfeNl U IPUIUIOfA
Y SKMBOTHBIX. VIMU JIeTKO yHapsiii MOJIOJ0>KEHOB,
«4TOOBI Y HMX ObIO MHOTOYMCIIEHHOE ITOTOMCTBO
U BCAKoe n300umnme B xo3aiictee» (Morkos, 1902,
45). B ocHOBe OOpSIIOBBIX HEVCTBUIL C KOCTAMU U
KPOBbBIO >KEPTBEHHOTO XMBOTHOTO, COBEPIIABIINX-
s B IpasfHUK Xefepes, TeKUT KOHTAKTHas Marus
IUIsL YBeIMYeHNsI IUIOMOPOAMsS 3€M/IM, IIOOBUTO-
CTU CKOTA U JIIOfIEN.

OcHOBHBIM OT/IM4MeM 00psifia KypbaH y raray-
30B MO/IIOBBI OT aHAJIOTMYHBIX OOPSOB Y APYIUX
HapOJOB SIBJISIETCS. OTCYTCTBUE «IIOMWHAIBHOTO»
(KOTOpBIT TOTOBAT Ha IOXOPOHAX M IOMMHKAX) U
«BapeHOro» Kypbasa (Oy/1boH ¢ MsCOM). DTU BU/BI
YKEPTBOIPYHOILIEHNII LINPOKO PACIpPOCTPAHEHBI Y
TIOPKCKMX HApOJIOB, @ TAK)Xe Yy XPUCTMAHCKUX Ha-
ponoB bajkaHCKOTO MOTyOoCTpPOBA, B TOM YUCTIE U Y
raray3os borrapun (Keumukosa, 2007, 508-515).

HesaBucumo ot croco6a >kepTBONPUHOIIEHNS
Kyp0OaH y raray3oB sIB/IICS GOPMOIT COLMAIBHON TI0-
Moy 1 comipapHocti. Bo Bropoii nmonosnue XX B.
npy KypbaHe «MWIOCTV» >XMBOTHOE WIM ITHUILY
JKEPTBOBA/IM XXMBBIMU U JjaXKe >KEHCKOTO IOJIa Jiis
YKpeIUIeHNs X035IICTBA Ma/lo0becriedeHHbIX CeMelt,
a mpu «KypbaHe KpOBM» IIKYPY, TOJIOBY 1M HOXKMN
JKMBOTHOTO OTHaBamyM OOBIYHO OefHSAKY. AKT CO-



XKYPHA/ 5THOAOTUN NN KYABTYPOAOIUMN Tom XVI 69

JIMIAPHOCTY M eIVMHEHVs B €VHBIN COLVIaTbHBIN
OpraHN3M MMeJI MeCTO B XOfie OOPs/IOBOIL Tpallessl,
I7ie BMeCTe 3a OJHUM CTOJIOM CHUJenu u Ooratble, 1
OeHbIe OfHOCETIbYAHE.

/13 mpepcTaB/IeHHBIX B JAHHOI CTaTbe PasHoO-
BUJHOCTEN KypOaHa BUIHO, YTO OHM SIBJISUIUCD CO-
CTaBHOJI YacTbI0 PEINUTMO3HO-HPABCTBEHHBIX BO3-
3peHMiT Hapofia U COBEPILIATUCD IO CTyYalo KajeH-
[ApHbIX, CEMEIHBIX U OOIIeCeIbCKUX IPa3FHUKOB.
Ananmus ¢opMbl 1 coiep>kaHMs «KypOaHa 1IepKBI»
CBUJIETETIbCTBYET O €T0 3HAYNTENIbHOI TpaHchOopMa-
. B HacToslee BpeMs, 10 HACTOAHUIO CBAIICH-
HIKA, IIPUXOXKaHe, XKeJIAIoll/e COBEPILINTD >KePTBO-
IPVHOIIEHNE HAa XPAaMOBBI NPa3gHUK, IPUHOCAT
B I[ePKOBb /MO0 XX1MBOE XXMBOTHOE, MO0 yKe 3a-
pesaHHOe (OCYILIECTB/IsAsI JOMa BCe HEOOXOMVMBIe
putyansl). «CeMeilHble» U «MMEHHBIE» KypOaHbI
BCe yYallle CoBepIIalTcsa B popMe «KypbaHa MUIIO-
ctu». [Ipeanourenne, oTnaBaeMoe 9TOMy KypOaHy,
00DBsACHSETCS He TONMBKO BIusiHMeM [IpaBociaBHOI
LIepKBI. B ompefeieHHO CTeleHu 3TO CBS3aHO C
obefHeHMeM Ce/lbYaH, /Il KOTOPBIX TaKOil CIIOCO0
YKEPTBOIPMHOLIEHNA ABIAETCA 60JIee MOAXOAAIINM
BBUJIY CBO€II 9KOHOMUYIHOCTH, IIOCKO/IBKY He TpeOy-
eT JOIIOTHUTE/IbHBIX 3aTpaT Ha YCTPOVICTBO IIpasf-
HIYHOI Tpamne3bl. OFHAKO B HAPOJe CUUTAIOCH, YTO
KypOaH MUIOCTM He MOXeT IIOJTHOCTbIO 3aMEHUTD
KpPOBaBOe >KePTBOIIPMHOLIEHNe. B 3Toil cBsA3K MH-
(dbopMaTopbl OTMeYasIN, YTO HepuofndecKy (Hampu-
Mep, KaXK/iple TpU roja) HeoOXOIMMO COBepLIATh
«Kyp6aH KpOBW».

B saxoueHme OTMETHM, 4TO M B HAcTOsIlee
BpeMsi 00psifi «KypOaH» IIPOJO/DKAET COXPAHSATDH
CBOIO 3HAYMMOCTbH B PeIUTMO3HO-HaPOIHBIX BO33pe-
HMAX ¥ B OOPAZHOCTYM raray3oB (HapofgHOe IIpaBo-
CIaBUe), AB/IAACH BaKHBIM KOMIOHEHTOM UX 9THO-
Ky/IbTypHOTo Kofa. OfHaKo He Bcerza coOmofaercs
TPaiYILINOHHBII CIIOCO0 IIPUTOTOBIEHNSI OOPALOBO-
ro 6711075, HAIIpUMep: MHOTZA U3 MsICa XEPTBEHHOTO
>KMBOTHOTO TOTOBAT IMAIUIbIK. Ha o61ecenbckui
KypbaH (XpaMOBbIiI HpPa3gHUK) NPUXOXKaHe IIPU-
HOCAT ITUIIY He TOTBKO MY)XCKOTO, HO 11 YKEHCKOTO
HOJIa 1 T. J.
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Rezumat
In articol se analizeaza ritualul «kurban», care se pre-
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zintd ca unul dintre cei mai importanti markeri etnocultu-
rali ai culturii traditionale spirituale a gigauzilor. In baza
datelor de teren, culese de autor este identificat scopul per-
formdrii ritualului, diferentele de forma si de continut, ti-
purile de animale sacrificate etc. Acest articol examineaza,
de asemenea, semnificatia functionald a ritualurilor de sa-
crificare, metode de preparare a mesei rituale etc. Pe par-
cursul cercetarii autorul a inregistrat mai mult de 18 specii
ale ritualului gdgduz Kurban. Autorul ajunge la concluzia,
cd si la etapa actuald gagauzii pastreaza modul arhaic de
perfectare a ritualului kurban, potrivit ciruia animalul
este sacrificat («kurban de sdnge»). Transformarea ritualu-
lui, care a avut loc sub influenta Bisericii Ortodoxe, consta
in daruirea animalelor vii. In concluzie este subliniat fap-
tul, ca pana astazi ritualul kurban la gagéauzii n-a pierdut
din semnificatia sa functionala.

Cuvinte-cheie: ritual kurban, gdgiuzii din Republi-
ca Moldova si Bulgaria, cultura traditionald, procesul de
transformare.

Pesrome

B pmaHHOI cTaThe MccmenyeTcsa o6pAn «KypbaH», Ko-
TOPBIIL BBICTYIIAET B Ka4eCTBE OJHOTO 13 3HAYMMBIX 9THO-
KY/IBTYPHBIX MapKepOB TPAfULIMOHHOI JYXOBHOI Ky/Ib-
Typbl raraysoB. Ha ocHOBe cOOpaHHOrO aBTOPOM IIOJIe-
BOTO MaTepyasa PacCMaTPUBACTCA IIe/b €r0 COBEPIICHNM,
pasmrunst GopMblL U COfep>KaHMsA, BUADL MCIIOMb3yeMBIX
IU1A1 YKepPTBOIIPUHOLIEHV >KUBOTHBIX 1 Ap. Taroke aHasm-
3upyetcs GyHKUMOHAIbHAA 3HAYMMOCTD OOPSAOBBIX Heil-
CTBUII TPV 3aK/IAHNI )KEPTBEHHOTO XMBOTHOTO, CIIOCOOBI
IIPUTOTOBJIEHNA 0OPsTOBOro O/iofa 1 T. . B xoze mccre-
IOBaHNU aBTOPOM OBLIO 3adpuKcHpoBaHo 6oree 18 pasHo-
BUJJHOCTelT 00psifia «kyp6aH» y raray3oB. ABTOp feaer

BBIBOJ, O TOM, YTO ¥ B HACTOsIlee BpeMsl y raraysos co-
XpaHseTCsl apXaudHbIl crnocob coBepiueHys KypbaHa,
IIPY KOTOPOM >KMBOTHOE IIPMHOCUTCA B KepTBY («KypbaH
KpoBW»). Tpanchopmareit 06psaia, IpousoLIeLIe Iog
BiuAHMeM [IpaBOCTIaBHON LiePKBM, ABIAETCA OffApUBa-
HIle KVBBIM >KVBOTHBIM. B 3aK/II0ueH e OTMedaeTcs1, 4To
VI B COBPEMEHHBbIII IIepyof;, 06psif; KypOaH B 3HAYNTETBHOI
CTeIleHN He YTPATII Y Taray3oB cBoeil QYHKIMOHAIBHOI
3HAYMMOCTIL.

KmroueBpie cmoBa: o6psay, «xyp6aH», rarayssl Mor-
nosbl u bormrapun, TpaguuMoHHasA 0OPASHOCTD, IPOLECC
TpaHchOopMaLIL.

Summary

This paper deals with the ritual of “Eid”, which is one
of the most important markers of ethnic and cultural tra-
ditional spiritual culture of the Gagauz. On the basis of
field data collected by the author the purpose of its com-
mission, the differences between its form and content, the
types of animals used for sacrifices are examined. This
article also examines the functional significance of ritual
actions in the slaughter of a sacrificial animal, methods of
preparing ritual meals, etc. During the study the author
has recorded more than 18 varieties of ritual Eid in the
Gagauz tradition. The author concludes that the Gagauz
still keep up the archaic way of committing Kurban, when
the animal is sacrificed (“Eid of blood”). This ceremony
has transformed under the influence of the Orthodox
Church,and now it is gifting alive animals. In conclusion
the author claims that Qurban ritual still has its functional
significance in the modern period for the Gagauz.

Key words: Eid ritual, Gagauz of Moldova and Bul-
garia, Traditional culture, the process of transformation.

Irina SHIHOVA

JEWISH FOOD TRADITIONS IN BESSARABIA

Traditional cuisine is a very important part of
Jewish self-identification. It feeded the Jewish people
not only literally, but symbolically as well, separating
it from their neighbours.

Speaking about traditional Bessarabian Jewish
meal, we should understand few basic things. First
of all, Bessarabian Jewish cuisine, as any traditional
Jewish cuisine, combines general food requirements,
common for Jews all over the world, and regional
specifics of the local food customs.

Jewish food requirements, known as kashrut,
are rather simple generally, but complicated in de-
tails. Kashrut is an important part of halakha, a col-
lective body of Jewish religious laws derived from
the Written Torah (Scriptures itself) and Oral To-
rah (corpus of commentaries), a kind of Jewish cus-
tomary law, but much more strictly codificated and
mostly recorded in writing. It includes, first of all,

the 613 mitzvot (commandments, taken from Torah,
beginning with the First one: Be Fruitful And Multi-
ply, Gen. 1:28), talmudic and rabbinic laws and com-
mentaries, and the customs and traditions compiled
in “Shulchan Aruch”, Code of Jewish Law.
Generally, kashrut implies dividing everything
edible to prohibited and non-prohibited. Strictly for-
bidden are, for example, pork, shellfish etc. The di-
viding to permitted and non-permitted is biological-
ly, “taxonomically” justified: for example, allowed are
mammals, that both chew the cud and have cloven
hooves. Thus, pork is restricted, as pigs don’t chew
the cud (while having cloven hooves). Between birds
are restricted birds of prey and scavengers; between
water animals — those that do not have both fins and
scales; reptiles, amphibians and insects are all forbid-
den, except a particular type of locust and bee honey.
In its turn, allowed is allowed conditionally. All
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permitted food is divided into three larger classes:
basar (meat), halav (milk) and pareve (everything
else: fish, vegetables, bread, eggs etc.). The general
law is not to mix meat and milk (nor their products)
nor in eating, neither in the process of cooking.

The most complicated laws are devoted to meat
meal (that’s why a Jew, who keeps Kosher, that found
himself outside of the Jewish community with institu-
tions, providing kosher meal, has to become vegetar-
ian - that ensures at least “kosher style”). First of all,
the animal (the requirement applies to allowed mam-
mals and birds) should be slaughtered according to a
process known as shechita by a special person, called
shochet (or shoychet in Yiddish pronunciation).
Then, the meat meal shouldn't contain any traces of
blood (this is explained with symbolical relationship
between blood and life spirit). By the way, this item is
the most powerful argument against blood libel: the
meal, even ordinary, becomes uncosher with at least
a drop of blood - not speaking about Pessakh (Pass-
over) meal, that implies special requires to Kashrut,
and about human sacrifice, that is forbidden in Jew-
ish law from Bible times (in fact, the biblical story
of Akeda, sacrifice of Isaac, is the story of the pro-
hibition of human sacrifice for all further times). In
order to deprive meat of any blood traces, it has to be
thoroughly soaked, salted out and roasted.

In reality, keeping Kashrut differs from commu-
nity to community: the required time between eat-
ing basar and halav may vary from 2 to 6 hours; the
most orthodox Jews don’t eat meat together with fish,
while conservatives do, and so on.

On the other hand, we should keep in mind, that
so called “Jewish traditional cuisine” had taken shape
in the two thousand years long process of Galut -
Jewish Diaspora. Thus, there is no “Jewish cuisine” as
a single staff, there is a complex of sub-ethnical meal
traditions — just as, more generally, there is no single
“Jewish culture”, but a complex of sub-ethnical cul-
tures, with their relationship, interdependencies and
mutual influences.

For the most part, the Jews of Eastern Europe
were poor, and so the Jews who lived in the shtetls of
this region ate peasant food.

The exact type of peasant food reflected a num-
ber of factors: geography and geographical shifts, the
unique international nature of the Jewish commu-
nity, and, of course, the Jewish dietary laws.

Early in the Middle Ages, most Jews living on
the European continent lived in Western Europe,
particularly in Germany. In the thirteenth century,
however, the Germans became more antagonistic to
the Jews, and many Jews headed eastward to Poland
and Russia. The foods of Polish and Russian Jewry
reflect this German base. Horseradish, rye bread,

and pickles are all German foods eaten by the Jews of
Germany and passed on to later generations in East-
ern Europe.

Once the Jews arrived in Poland and Russia, they
built upon this German foundation and adopted local
food customs. Because of the harsh winter climate of
this area, Polish and Russian Jews ate a lot of grains,
root vegetables, and stews. Fruit was readily available,
and it was used in almost everything, including soups
and sauces. Perhaps the most famous “Jewish” food
of all, bagels, also originated in Poland. The Jews of
Poland had a communal sweet tooth, and they added
sugar to vegetable dishes and fish. Sweet gefilte fish
with beet-sweetened horseradish, chrain, originated
in Poland. Whereas the Polish Jews used a lot of sugar,
the Russian Jews opted for peppered and sour foods.

The Jews of medieval Europe were active mer-
chants, and they often came into contact with Jews
from other regions. Through these meetings, foreign
elements entered Jewish cooking. Noodles, though
not widely eaten in the general German population,
became a staple of German Jewish cooking after be-
ing introduced by German Jewish merchants who
had traveled to Italy.

In the Middles Ages, Jewish dietary laws were
strictly observed, re-enforced by logistics and com-
munal pressure. Most shtet! Jews did not have private
cooking facilities. Each community had a communal
cooking house, baking house, and slaughterhouse.
The cooking and baking areas had separate sections
for meat and dairy. The dietary laws were also respon-
sible for pushing Jews into the food trade. Jews had
to produce their own foods because the preparation
of kosher food must be supervised by Jews. In addi-
tion, wine produced by gentiles was also off-limits to
Jews, and so Jews had their own vineyards. Some lo-
cal governments encouraged these food production
and trading activities. Many Jews living in the Polish
provinces managed the agricultural lands of the Pol-
ish nobility. In exchange, the Jews were given flour
mills, dairy production facilities, and exclusive rights
to produce certain alcoholic beverages.

The Jews of Eastern Europe had special eating
habits for Friday night and Saturday, the Shabbath
(Shabes, Shobes). The Friday night meal was the
most luxurious of the week. A typical meal might
include sweet and sour fish, chopped goose liver,
pickled meat, and kugel (a sweet noodle pudding).
Braided challah bread would be served as well. On
Saturday,cholent - a slow-cooked meal made from
meats, grains, and beans — would be served along
with cold left-overs from the night before.

Emancipation changed the social and economic
position of European Jewry, and that affected Jewish
eating as well. Ashkenazi food, which had until this
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point been peasant food, became more refined in cer-
tain places. Austria-Hungary, with its large assimilat-
ed, middle-class Jewish population, developed a range
of well-made doughy products and pastries, and the
Jews there began cooking with wine and paprika.

The Bessarabian Jewish cuisine represents a
southern sub-type of traditional for European Jewry
Ashkenazi cuisine. The hearty cuisine of Ashkenazi
Jews was based on centuries of living in the cold cli-
mate of Central and Eastern Europe, whereas the
lighter, “sunnier” cuisine of Sephardic Jews was af-
fected by life in the Mediterranean region.

The most “classical” Ashkenazi cuisine is pre-
sented by Central-European Jewish cuisine: Ger-
man, Polish, Belorussian and so on. In comparison
with this “classic” Ashkenazi cuisine, the Bessarabian
Jewish meal is in some case on half-way to Sephardic
one. That can be explained either by typological rea-
sons (Moldova’s geographical position and climate
conditions determine the meal structure), or by
Sephardic influence (Sephardic communities were
rather powerful for centuries on this territory); and
most likely — both. Thus, Bessarabian Jewish cuisine
traditionally had such “northern” Ashkenazi dishes,
as forshmack (chopped hering with butter); lotkes
(potato pancakes), youkh (chicken soup), usually
with mondalekh (kroutons), kreplakh (dumplings)
or kneidlakh (matsoballs); helzale (stuffed chicken);
essig fleish (meat in acid-sweet tomato sauce); gefilte
fish (stuffed fish); varnitchkes (pasta with buckwheat
and fried onion); kigel (pudding, e.g. motsekigel from
motsemehl); lokshn (noodles, home pasta); shmaltz

(melted goose or chicken fat with fried onion); tzimes
(sweet dish based on steamed vegetables and honey),
shtrudl (sweet roll); and, at the same time, is famous
with its salads and stewed vegetables.

Literature

Shulchan Aruch, Yorekh Dé’ah.

Jewish Encyclopedia, 1906. Article “Dietary Laws”
(quoted  after  http://www.jewishencyclopedia.com/
articles/5191-dietary-laws).

IToxne6xun B. B. HanyoHnampHble KyXHY HAIINX Ha-
ponos. M.: llentpnonurpad, 1978.

Rezumat

Articolul dat este consacrat traditiilor de alimentare
ale evreilor basarabeni, care au fost impuse de legea evre-
iascd dieteticd (kashrut) dar, in acelasi timp, manifesta
specific local, manifestandu-se ca varianta de Sud a buca-
tariei Ashkenazi.

Cuvinte-cheie: evrei basarabeni, obiceiuri alimenta-
re, kashrut, Ashkenazi.

Pesrome
Cratbs mocBsileHa 6eccapabCKyM eBpeiicKiM Tpa-
OMIVAM IMTaHUA, KOTOpbIe IPOAVKTOBAHBI COOMIOze-
HUEM KallpyTa U B TO K€ BpeMs OTAMYAIOTCS MECTHOM
crien KON, IeMOHCTPUPYS FKHBII BapUaHT TPaJyLiN-
OHHOJ1 allIKEHa3CKOM KY/IbTYPbI.
KroueBble cmoBa: 6eccapabcekite eBpen, TpaguInm
NUTaHUsA, KAIIPYT, allKEeHA3N.

Summary
The article it devoted to the Bessarabian Jewish food
traditions, which grow from Jewish Dietary Law (kashrut)
and at the same time demonstrate local specifics: South-
ern variant of European traditional Ashkenazi cuisine.
Key words: Bessarabian Jewish, food, kashrut, Ashke-
nazi.
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Ludmila FULEA

_ SPATII DESTINATE PREGATIRII
SI PASTRARII PRODUSELOR ALIMENTARE

Gospodaria tirdneasca este elementul funda-
mental al peisajului cultural al asezdrii omenesti tra-
ditionale (Vladutiu, 1973, 123). Ea reflectd in modul
cel mai elocvent, caracteristica ocupationald, capaci-
tatea de organizare si potentialul material si spiritual
al unei familii (Florescu, 2011, 36).

Locuinta, fiind principalul element al complexu-
lui gospodaresc, a jucat permanent un rol important
in viata omului prin complexitatea si varietatea func-
tiilor sale. De rind cu functia de adédpost si atelier de
elaborare a creatiilor autentice, reprezenta locul sa-
cru de rugiciune, de odihna si de preparare a hranii.

Preparare hranii se realiza in mod obisnuit in
camera de locuit (cdmard, casoaie, casd de la vale etc.).
Camara, insuma toate functiile necesare activitatii
zilnice (Paler, 1990, 24), unde se desfisura viata in-
tregii familii. Modul de organizare a interiorului aces-
teia era bazat pe sistemul de incalzire si preparare a
hranii, care ocupa locul central in camera de locuit si
facea parte din categoria obiectelor fixe ale interiorului
(Ciocanu, 2007, 61). Acest sistem, purtdnd numele de
vatrd sau cuptor cu vatrd, care ocupa % din camera
de locuit. Potrivit etnografului Ion Vladutiu, vechimea
vetrei in spatiul carpato-danubian este pe deplin
atestata in siturile arheologice (V1ddutiu, 1973, 176).

Prin urmare, cuvantul vatra (fig. 1) este un
termen autohton stravechi, cu o semanticd largd si
profundd, cu puternice rezonante in constiinta fi-
ecarui gospodar. Este simbolul prezentei si al locu-
intei omului, al statorniciei si al vitalititii neamului
(Florescu, 2011, 71). Vatra, insuma in sine cuptorul
de paine, hornul de gatit, cotlonul, cotruta si cahla.
In cuptor, focul se facea in dreptul gurii cuptorului o
dati in saptamani la coptul painii, la horn zilnic. In
jaraticul din vatra hornului, se punea oala sau cea-
unul pentru prepararea diferitor bucate. In timp ce
mancarea era gata, cimara si cotlonul unde dormeau
membrii casei se incalzea. Hornul avea rolul de eva-
cuare a fumului din vatrd, printr-un orificiu taiat in
tavan, iar spatiul dintre horn si perete, numit cotrutd,
era utilizat pentru péstrarea lingurilor si strachinilor
(Ciocanu, 2007, 61), dar si un spatiu in care se do-
seau unele lucruri de ochii copiilor sau a oaspetelui
(Ciubotari Aurelia, a. n. 1945, s. Drochia, r. Drochia).
Mai tarziu blidarul confectionat din lemn cu rafturi
suprapuse, creand posibilitatea de a addposti intr-un
spatiu restrans, diferite obiecte de bucatarie, in spe-
cial blide si oale (Lisii Iulia, a. n. 1936, s. Cinisduti, r.

Rezina), inlocuieste rolul cotrutei, aceasta din urma
pastrandu-si doar rolul de loc dosit. In Zona de Sud
al spatiului cercetat cotruta era destinatd pentru de-
pozitarea lemnelor pana acestea erau puse pe foc, sau
a ceaunului fierbinte (Cavruc Eudochia, a. n. 1941,
s. Crihana Veche, r. Cahul).

De rand cu functia utilitara evidentiata anterior,
vatra casei constituia una dintre dimensiunile con-
textuale, cu o diversificati valoare culturala. Intre foc
si vatrd exista o comuniune de semnificatii. Vatra fi-
ind spatiul legat de marea comunitate a satului, dar si
centrul casei, polarizeaza activitatea familiei (Coma-
nici, 2004, 97-103) si protejeaza cdsatoriile (Ghinoiu,
2013, 300).

Nu putem omite faptul cd vatra devine un spa-
tiu privilegiat al casei prin prezenta focului, care avea
functia de purificare si revigorare prin comprehensi-
une, dar si de iluminare si incalzire. Odaté ce soarele
era considerat generatorul vietii, omul s-a simtit in
stare de dependenta si pe calea ritului a dorit sd-si
asigure protectia. Cand puterea soarelui scade, inde-
osebi in cadrul solstitiului de iarna, oamenii au in-
cercat sd intervind pentru redobandirea echilibrului
universului. Singurul element ce producea un efect
asemdnator era focul (Comanici, 2004, 97-103).

In a doua jumitate a secolului al XIX-lea - ince-
putul secolului al XX -1ea vatra, cu toate elementele
ei traditionale dispare din interiorul casei, din cauza
suprafetei mari ce o ocupa in cdmara, fiind inlocuitd
cu soba din ciardmida (Florescu, 2011, 72) sau fier cu
plita si rola (Fulea Maria, a. n. 1932, s. Zirnesti, r. Ca-
hul); iar locul sacru al vetrei a fost preluat, treptat, de
peretele de rasarit unde se aseaza icoana si se invocd
divinitatea crestind (Ghinoiu, 2013, 301).

In zona de sud a spatiului cercetat, se intalnesc
case cu sobd oarba, cu gura aflatd in incdperea veci-
na. In restul zonelor soba este aliturata plitei, o placi
de tuci pe care oamenii, gatesc, incdlzind atét plita,
cét si soba. Uneori sobele sunt construite astfel incat
sd formeze perete intre doua incaperi. Prin urmare,
pregitirea mancarii si incélzirea celor doua incéperi
se fdcea in acelasi timp.

In perioada caldd a anului pentru a nu supra-
incélzi spatiul locuit (Negoita, 1987, 45) si in scopul
mentinerii curdteniei casei (Florescu, 2011, 102), mai
ales in timpul verii, cdind marea parte a indeletnici-
rilor casnice se pot desfasura in exteriorul locuintei
permanente, hrana se pregatea afara.
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Cuptorasul pentru pregatirea bucarelor si cupto-
rul de copt paine erau construite in curte, fie sub ce-
rul liber, dupd acelasi sistem vechi, fie adapostit sub
un acoperis intr-o singurd apd si trei pereti ridicati
din materiale usoare, aflate la indemana gospodaru-
lui, numit sopron. Acest adapost special apara vatra
focului de vant si ploi.

Mai tarziu, s-au ridicat niste incdperi de vara
pentru pregdtirea mancarii, precum bucdtdria de
vard (fig. 2), numita surd, cdsoaie, sopron, scat etc., in
prelungirea acoperisului casei din dreapta, din stanga
sau din spatele ei. De asemenea intalnim cazuri in
care bucataria din timpul perioadei calde a anului era
o incapere aparte de casd, dispusa in unghi drept sau
paralel cu casa. Materialele si tehnica de constructie
a anexelor de acest tip si a casei erau aseménatoare.
In mijlocul acestor incaperi se afla cuptorul construit
din pdmant, lut cu paie, cdraimida sau piatrd, periodic
lipit si varuit, ilustrand permanenta grija a gospodi-
nei pentru curitenia gospodariei.

Un alt loc de pregatire a produselor alimentare
era loznita (lojnitd, losnitda) (Sofransky, 2012, 182),
un cuptor de uscare si afumare a fructelor de livada
(Sofransky, 2006, 67). Era compusé din trei elemen-
te diferite: vatra, afumatura si leasa. Mai demult, se
sdpa o groapa mare, din circa 2 x 1 x 1 m, la capitul
cdreia o altd groapd mai mica, consolidatd cu o bolta
din piatrd, unde se facea focul. Fumul era dirijat, prin
canale din cele doua gropi, in afumétoare, deasupra
cdreia se fixa leasa din nuiele, pe care se asezau fruc-
tele, ce se uscau in citeva zile. Loznitele mai noi se
construiesc la suprafata solului (Florescu, 2011, 116),

Fig. 2. Bucitarie de vard din s. Saharna, r. Rezina

in formd de cuptor (Ciocanu, 2007, 64-65) cu peretii
scunzi din chirpici sau ciramida, pastrand vatra si
leasa veche. Dupa folosire, gropile se acopera pentru
a fi folosite si in toamnele viitoare.

In cadrul complexului gospodiresc de rand cu
adaposturile de preparare a bucatelor se mai inscriu
si cele de pastrare a produselor alimentare.

Gropile de bucate au fost primele constructii in
acest sens. Se cunosc doud tipuri de gropi: pentru ce-
reale si pentru alte produse alimentare. Cele pentru
cereale erau arse, uscate, lutuite si sdpate in locuri mai
uscate, in unele cazuri chiar in interiorul locuintei
(Iarovoi, 2007, 92). Aceste gropi erau de regula de di-
mensiuni mici pand la 2 metri adancime si 1-2 metri,
largi la fund si stramte la gura. Dupd ce se sapd, se ard
cu paie ca sd li se intdreascd peretii si sd le fereascd de
prea multd umezeald. Odata umplute cu cereale gura
li se astupa cu paie si cu pamant spre a nu se deosebi
de locul invecinat (Pamfile, 1913, 217). Astfel, aceste
gropi, usor de construit si foarte incipatoare aveau
si avantajul de a ascunde produsele (Stahl, 1968, 47).

Gropile pentru legume sau zarzavaturi (cartofi,
sfecla de zahar, sfecld rosie, morcovi etc.) se sdpau
mai departe de casd. Aveau forma cilindrica, lungu-
iatd, nu erau arse si nici unse cu lut si aveau forme di-
ferite. Gropile de cartofi trebuiau s aiba rasuflatoare
in capacul cu care se astupau. Atunci cand gropile nu
mai puteau fi utilizate erau transformate in gropi de
gunoi (Gorodenco, 1997, 16). Gropile de bucate mai
pot fi intalnite si astazi in gospodaria rurala, care are
surplusuri de produse.

Moldovenii mai folosesc gropile cu gheatd pen-
tru depozitarea produselor alimentare (carnea, pestele
etc.) in lespezile mari de gheata, folositd la pastrarea
alimentelor in timpul verii (Niculita Nelu, a. n. 1945, s.
Zirnesti, r. Cahul). Aceste gropi aveau forma cilindrica
sau dreptunghiulard, cu o adancime de pani la 4 me-
tri, se captusau, la inceput cu paie, apoi rind pe rand se
depozitau lespezile de gheata (Iarovoi, 2007, 93).

Fig. 3. Beci din s. Drochia, r. Drochia
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Atat in spatiul pruto-nistrean, cat si in intreg
arealul roménesc gropile pentru provizii au antici-
pat aparitia beciurilor. Cele mai primitive si cele mai
simple dupa constructie gropi pot fi confundate usor
cu zamnicul sau bordeiul. Cel mai frecvent zamnicul
apare in nordul Republicii Moldova, in localitétile
situate de-a lungul Prutului, mai rar in centru si in
partea de sud (Ieseanu, 2007, 108).

De-a lungul secolelor racoarea beciului a stat la
indemana oricui. Beciul, pivnita, zimnicul si borde-
iul sunt denumirile constructiilor specializate desti-
nate pastrarii fructelor, legumelor si produselor ob-
tinute din prelucrarea lor (muréturi, conserve etc.),
a vinului cét si a altor alimente (Iarovoi, 2007, 95).
Aceste anexe erau construite cu o intrare speciald
prevdzutd cu scdri, numita garlici. Ca reguld, con-
structia garliciului era o usa exterioara si alta interi-
oard, in unele cazuri astfel adaptatd, cé la necesitate,
sa poata fi demolatd, pentru a permite introducerea
sau scoaterea butoaielor si poloboacelor (Ieseanu,
2007, 109).

Zamnicul este o groapa de bucate mai evoluatd,
are dimensiuni mai mari, pentru a permite intrarea
omului, cu ajutorul unei scari mobile, cu peretii con-
solidati cu lemne si cu un acoperis orizontal sau in-
clinat, in care se afld usa (Florescu, 2011, 113).

Bordeiul, reprezinta ca si zamnicul o groapd sa-
patd in pAmant, acoperitd cu lemne asezate in forma
acoperisului de la casd, deasupra carora se punea
pamant. Alteori, el era format dintr-o groapa sapa-
ta special, in ungherele careia se bateau patru furci
din lemn §i doua la locul gurii, lisandu-le mai inalte
ca peretii cu un metru. Pe cricanul furcilor se situa
barna, peste care se intindeau jos latunoaiele (scan-
durd plana pe o parte si convexd pe cealaltd), ale ca-
ror capete se afundau in pamant (Ieseanu, 2007, 108).
Acest tip de constructie este intalnit in satele ampla-
sate pe malul Nistrului si in unele localitati din partea
centrald, cu mai mare extindere in partea de sud.

Beciul (fig. 3) reprezintd o constructie solidd, care
necesita antrenarea mesterului pietrar (Florescu, 2011,
113). Acest tip de anexd, marcheazd o profunda di-
mensiune a spatiului care ,,vorbeste” despre gradul de
implicare a oamenilor in conexiunea evenimentului
personal cu cel colectiv (Xenofontov, 2007, 102). For-
ma si amplasarea lui s-a schimbat de la o etapd la alta.
Beciurile vechi prezentau niste gropi adanci cu trepte.
Cu timpul, mai ales in zonele de centru ale Republi-
cii Moldova, beciurile au fost sépate si construite din
piatra. Aceastd tehnica fiind practicatd si in prezent.
Piatra tine rdcoare, este ecologica, podeaua rimane a
fi din pamant, ca beciul sé respire.

Dacid groapa de cartofi si zimnicul erau adapos-
turi ingropate integral, rdspunzand si unor necesitati

strategice, din perioadele de restriste, beciul a devenit
un element arhitectonic vizibil, prin constructia ex-
terioard, de la intrare. Caracteristica principala a be-
ciului este pietruirea interiorului, prin realizarea unei
bolti lungi de 3-8 metri, inalta de 2 m si acoperitd cu
pamant (Florescu, 2011, 113).

Pentru a péstra mai bine produsele, beciurile
trebuia sa aiba ,,rasuflatoare” - o gaurd in ,,podul be-
ciului’, pentru ca peretii sd nu-i mucezeasca si sa nu
se strice lucrurile ce se pastreazi in el (Madan, 2011,
2009). In interiorul beciului se pitrundea print-o usd
scunda, pe trepte, care erau la numar incepand de la
sase trepte si mai mult.

Referindu-ne la locul unde erau sépate si con-
struite beciurile, putem constata, cd de obicei in
Republica Moldova acestea se construiau aparte,
dar deseori se sapau sub case (fig. 3) sau sub grajd
din partea inferioara a curtii. IntAlnim cazuri cand
aceste adaposturi erau construite sub bucatiriile de
vard sau sub surd. In beciurile mai vechi se ficeau
cotloane speciale pentru pastrarea produselor, iar in
cele contemporane se fac polite din fier, pe care se
péstreazad borcanele cu conserve, lazile cu mere etc.
Un loc aparte in beci il ocupa butoaiele cu vin, jos in
ldzi sau chiar pe pimant se péstreaza cartofii, sfecla,
morcovii (fig. 4). Aici sunt depozitate si putinele cu
murdturi. Vara, in beci se pun si oalele cu lapte sa se
prind4 mai bine (Iarovoi, 2007, 95). In unele cazuri,
la intrarea in beci se mai construia un adapost format
din acoperis si stalpi, folosit pentru a pastra inventa-
rul agricol, in special cel vinicol, cu preponderenta
in zona centrald si de sud. Aici erau amplasate cézile
pentru prelucrarea strugurilor, teascurile, lingurile
etc. (Ieseanu, 2007, 109).

Cat priveste arhitectura si decorul exterior al
beciurilor de astizi, ele sunt parte din intregul gos-
podiriei. Se evidentiazd cele din zona Orheiului,
partea exterioard fiind realizatd in piatra prelucrata
artistic. Astfel, prezenta, mdrimea si calitatea beciu-
rilor depindeau de starea materiald a proprietarului,

Fig. 4. Interiorul beciului din s. Horodiste, r. Rezina
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de mérimea plantatiilor. Aspectul general si deose-
birile arhitectonice ale beciurilor in multe cazuri
erau determinate de conditiile geografice, prezenta
materialului de constructie, traditia locului si pro-
gresul social. Alimentele puteau fi tinute si in pivnite
construite sub nivelul solului sau, la casele cu etaj, la
parter (Stahl, 1968, 47).

Pivnita, termen intilnit preponderent in zona de
sud a spatiului cercetat, este o constructie mai veche
decét beciul si se deosebeste de acesta prin corpusul
principal. Potrivit datelor etnografice de teren, ma-
joritatea pivnitelor se construiau sub case si aveau
peretii din pamant, adeseori unsi cu lut si in putine
cazuri acestia erau din piatra. Odata ce viticultura s-a
dezvoltat in mod deosebit in zona subcarpatica con-
structia pivnitelor aparea mai mult la plantatorii de
vita-de-vie. Constructia acestui tip de adapost nu se
facea strict in cadrul gospodariei, deoarece terenurile
cu vita-de-vie nu se gaseau intotdeauna in imedia-
ta apropiere, aceasta a determinat construirea unor
pivnite la hotarul satelor (Budis, 2004, 41). Functia
de bazd a acestui tip de constructie era de prelucrare
a strugurilor, pastrarea vinului i a instrumentarului
viticol dar si a altor produse alimentare. Frecvent in-
talnite sunt pivnitele cu planul gropilor in forma de
dreptunghi alungit (Ieseanu, 2007, 109), cu acoperis
plat ori putin ridicat la mijloc, ficut din pdmant, iar
pe dinafara lipit cu lut, cu pleava si baliga.

Ca plan, pivnitele erau compuse dintr-o singura
incédpere, cel mult din dous; in cel din urma caz cu un
perete despartitor din barne. Au existat si pivnite sdpa-
te in pamant, dar cele mai multe erau la nivelul solu-
lui (Budis, 2004, 42). Comparate cronologic beciurile,
sunt constructii aparute mai tarziu, fiind ca volum mai
masive decat pivnita. La sfarsitul secolului al XIX-lea,
beciurile reprezentau constructii solide, de mare capa-
citate pentru depozitare in gospodariile viticultorilor.
Considerata tari a vitei-de-vie si a vinului, Moldova,
indeosebi partea de sud si centrald concentra gospo-
dérii taranesti, care toamna deveneau microfabrici vi-
nicole. Specifica acestor zone era si crama.

Crama, este o constructie amplasaté in interio-
rul gospodariei, fiind construitd din scanduri groase
sau impletitura din nuiele, cu acoperis in doud sau
patru scurgeri. In aceastd constructie se gdseau unel-
te pentru zdrobirea strugurilor, zdrobitoarele si teas-
curile, precum si vasele de dimensiuni mari, pentru
depozitarea vinurilor. Prin urmare, nu toti isi permi-
teau sa aibd constructii specializate si pastrau unel-
tele de prelucrat via, dar si alte unelte in scat, in sura
sau hambar (Iarovoi, 2007, 96).

Cdmdruta, era o alta incdpere pentru depozita-
rea produselor alimentare. Situatd in locuinta, aldturi
de tindd la tipurile arhaice de case tardnesti, repre-

zentand o incdpere ingusta si neluminatd, ori o con-
structie separatd, asezatd in curte, nu departe de casa.
In ambele cazuri este vorba despre un spatiu izolat
de depozitare a unor alimente. In unele regiuni poar-
td numele de cdsoaie sau bascd (Ieseanu, 2007, 108).
Nelipsite in acest tip de addpost erau vasele mari de
ceramica, aga numitele gavanoase, sau vase din metal
in care se pistra uleiul. In vasele de ulei se adiuga
sare ca acesta si nu se amarascd. In cimiruti sau ci-
mard, mai atdrna pe o coarda varza cu radécini, afu-
maturile (sunca, jambonul). Tot in camard isi aveau
loc putinile cu muréturi, mai ales in gospodariile care
nu aveau beciuri.

Podul casei apartinea locuintei traditionale, dar
era spatiul destinat unor vase, in care se pastrau pro-
dusele alimentare puse la afumat (in special iarna). In
zona de centru in pod se péstra si putina cu branza
(Tarovoi, 2007, 92). Deasemenea, se pastrau cerealele
in cantitati mai mici (graul, porumbul, floarea-soa-
relui). Tot aici se pastrau merele, prasadele proaspete
puse in grau, dar si strugurii aranjati pe o funie. Cea-
pa si usturoiul isi gaseau locul tot in pod, insé trebu-
iau iarna invelite ca si nu inghete. In prezent podul
casei e mai putin folosit din motiv cé in gospodariile
tardnesti se construiesc incdperi speciale alaturi de
casd pentru pastrarea cerealelor si alimentelor.

Sub influenta schimbarii conditiilor economice,
sociale si culturale, gospodaria taraneasca a inregis-
trat o evolutie continui. In dorinta de imbunititire si
infrumusetare a vietii, fiecare generatie a contribuit
la desavarsirea ansamblului gospodariei, prin schim-
barea sau addugirea unor elemente.

Conform investigatiilor de teren, numérul ada-
posturilor mentionate mai sus se reduc din consi-
derentul avansdrii nivelului de trai, potrivit ciruia
omul este capabil sa riceasca orice produs, utilizind
combinele frigorifice, unde legumele, fructele si car-
nea congelate isi pastreazd aproape in intregime sub-
stantele nutritive, culoarea si aroma. Prepare hrana se
efectus la aragaze, plite si cuptoare electrice.

Etnografic, aceste innoiri au urmari de-a dreptul
spectaculoase. Trecerea treptatd de la tipurile de casa
traditionala din localitatile rurale — proces ce se afla
in continud intensificare — a schimbat in mod sub-
stantial infdtisarea satului, nu rareori intr-o asa mare
masurd, incat vechea infitisare a locuintei sd-si piar-
da total amprenta in favoarea celei noi.
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Rezumat

In articol se face o sintezd a materialului factologic
in raport cu sursele bibliografice, care au ca scop tipologi-
zarea addposturilor de preparare si pastrare a produselor
alimentare si explicarea semnificatiei acestora. Elucidarea
problemei este posibila prin raportarea acesteia la aspec-
tele etnografice si antropologice.

Cuvinte-cheie: locuinta, vatra, cuptor, horn, foc, ali-
mentatie, beci.

Pe3rome

B cTaTbe OCyLIecTBIIsIeTCS CUHTE3 MATePUAJIOB (ak-
TOJIOTMYECKOTI'O U IIOZIEBOTO MCIE€OOBaHIIA, C06paHHbIX B
COOTBETCTBUM C OubMMorpadmdecKuMm MCTOYHUKAMIA,
CBSI3aHHBIMU C TUIOJIOTYEN IOMEIeHU I/Is1 IPUTOTOB-
JICHUA "N XpaHeHI/IH I U X 3HA4YCHUE. BbIHCHeHI/[e
3TOIT IIPO6/IEMBI BO3MOXXHO IIyTeM CPaBHEHUS 9THOTPaA-
buYecKuX 1 aHTPOIIONIOTMIECKNX ACIIEKTOB.

KnroueBbie c1oBa: xuibe, KAMIUH, [1€4b, JbIMOXO,
OI'OHb, €Jia, II0JBal.

Summary

The article provides a synthesis of the collected data
according to the existing bibliographic sources. They are
aimed at categorizing the shelters for food preparation
and storage and explaining their meaning. The elucida-
tion of this issue is possible by comparing ethnographic
and anthropological aspects.

Key words: housing, hearth, oven, chimney, fire,
food, cellar.

COTLONUL

GURAR

Fig. 1. Vatra casei din s. Popestii de Sus, r. Drochia (Ioan Manascurtd)



ETNOLOGIE

Iulia BEJAN-VOLC

IMAGINEA UNUI SAT NISTREAN: REPERE ISTORICO-CULTURALE SI SOCIALE
(in baza materialelor de teren din s. Molovata, r-1 Dubasari)

Tot mai multi savanti din diferite domenii cad
de acord ca sociologia comunicé practic cu toate sti-
intele despre societate si om. Prin urmare, in acest
context, din punctul de vedere al autoarei, cheia suc-
cesului in stiintd este o invatare, care conexeazi la
situatii anumite ,,portiuni de cunostinte” din diverse
domenii. Astfel rezultatele stiintifice se integreaza in
cadrul unor discipline de sinteza. Acest proces contri-
buie la crearea unui limbaj comun usor de transferat
dintr-un domeniu de cercetare in altul, in scopul de a
elabora ,,instrumente” de cercetare interdisciplinara.
Intr-un cerc larg de cercetitori din stiinta mondiald
de mai multi ani se promoveazd ideea ca studierea
socio-umanului face obiectul de preocupiri al soci-
ologiei, demografiei, etnografiei, psihologiei sociale,
sociolingvisticii, antropologiei sociale si culturale, is-
toriei sociale etc.

Prin ajunsurile stiintei mondiale este evident cd
sub presiunea cresterii rapide a cunoasterii sociolo-
gice evolutiv fiecare disciplind se desparte de ramu-
ra mama, cd expansiunea patrimoniului unei stiinte
este urmatd de un progres de fragmentare in cadrul
cdreia cea mai mare parte a segmentelor se transfor-
md in noi sectoare de cercetare independente, creAnd
astfel noi subdiscipline si chiar sub-subdiscipline,
subliniazd savantii M. Dogan si R. Pahre (Dogan, Pa-
hre, 2002, 58, 60)

In aceasti ordine de idei revenim la afirmatia
poetului - filosof Lucian Blaga, ca ,vesnicia s-a nds-
cut la sat”, pentru a ne alege subiectul de cercetare
- noi in imaginarul rural. Astfel incercdm un model
de studiu, privit in viziunea lui Dm. Gusti - cercetare
etnograficd pe un teren sociologic si cercetare sociolo-
gicd intr-un context etnografic.

Pentru o astfel de cercetare comunitatea rurald
ramane a fi o sursd temeinica de neinlocuit in pro-
cesul dezvoltirii istorice a societdtii moldovenesti,

Eu acasd am ldsat Nistru, apele
Neamul ce nu mi-a uitat nume, numele.
Si-am plecat numai cu dorul -

Dorul caldgtor ca norul

Si mai pldnge ploaia orul,

Dorul dupd sat...

(Cantec popular)

in realizarea Programelor Nationale, detine ,,un pa-
trimoniu national” care cere permanent si cu multd
grija a fi valorificat i pastrat pe toate cdile posibile
pentru generatiile urmatoare.

In acest context imaginea satului, in care m-am
ndscut $i mi-am petrecut copildria, este pentru mine
imaginea tarii mele in ansamblu, pagini de dor, toate
se suprapun cu ,,cine sant eu si stramosii mei” - acest
obiectiv influenteaza ,,genetic” asupra vietii mele ori-
cand si oriunde, imi dd o puternicd doza de optimism
si incredere in ziua de maine, alimentandu-ma cu
respect si adanca recunostinta fatd de neamul meu,
fata de bastina.

Cele relatate mai sus ne impune cu cea mai impe-
rioasd necesitate si aducem la cunostinta consatenilor
mei (pentru prima datd) de unde provine denumirea
satului Molovata — aceasta fiind o versiune transmisd
din strdmosi: Antoni Stavinski (82 ani) si Ionas Sta-
vinski (55 ani) - locuitori ai satului Molovata.

Din materialele de teren aflam cd sute de ani
aceste asezdri (azi s. Molovata din partea dreaptd si
partea stangd a Nistrului) s-au aflat pe doua maluri
ale unui raulet, pe care il putea trece oricine, dat fi-
ind cd aceste locuri seménau cu o insuld mica, cu un
prundis. Oamenii treceau de pe un mal pe celdlalt la
cotitura rauletului, intre stancile inalte de piatra -
aceste asezdri fiind numite ,,malul vad”.

In graiul populatiei bastinase de pe ambele ma-
luri se spunea, ,,la/pe/langa/malul vad”.

In prezent, oamenii in varsta isi amintesc feno-
menul de utilizare in graiul localnicilor a regionalisme-
lor: malul/vad, malu-vad, malu-vat, moluvad3, moluva-
ta, molovata. Aceste forme de exprimare, caracteristice
numai localitatilor date, le foloseau locuitorii pe ambele
maluri ale raului Nistru. Astfel, presupunem, ci au api-
rut pe malul drept si pe malul stang al raului Nistru doud
sate cu aceiasi denumire — Molovata.
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Cu peste doua decenii in urmd, in rezultatul di-
verselor restructuriri administrativ-teritoriale, satul
Molovata de partea dreaptd a raului Nistru din ra-
ionul Orhei a fost transferat in lista satelor raionului
Dubdsari, iar pentru a evita diverse incomoditati de
ordin administrativ organele decizionale au precizat
nereusit denumirea acestor doud sate in: Molovata
Veche (de partea dreaptd a rdului Nistru) si Molovata
Nouad (de partea stanga a raului Nistru).

Istoria a pastrat un document de mare valoare,
semnat de domnitorul Ion Voda cel Viteaz, referitor
la vatra stramoseasca Molovata de pe Nistru. Actul
domnesc este pastrat in original si este datat cu 10
mai 1574 (dupa mine aceste sate sunt mult mai vechi).
Documentele in vigoare atesteazd cd satul Molovata
peste patru secole a fost un sat domnesc —proprietatea
mandstirii Golea. Dictionarul statistic al Basarabiei,
editat la Chisindu in anul 1923, ne informeazi ca
Molovata (de partea dreaptd a Nistrului) enumara:
locuitori — 6612 (3259 - barbati si 3353 - femei); in-
semndri economice: gradina de zarzavat, gospodarii
boieresti, banca populard, cooperativd de consum,
cooperativa agricold, o moara de aburi, 2 mori de cai,
9 mori de vant, fabrica de carimida, doua fabrici de
uscat prune, 2 cariere de piatrd; insemnadri adminis-
trative: 4 scoli primare mixte, scoala primard mixta
evreiasca, biserica ortodoxd, sinagoga, posta rurala,
primdrie, 8 carciumi... (Bejan-Volc, 2000, 6, 10)

Acest suport demografic si aceastd infrastruc-
turd social-culturala a constituit ,,forta de pornire” a
dezvoltirii economice si culturale a satului Molovata
in anii urmatori.

In tot complexul vietii satului pe parcursul ani-
lor casa, gospodiria si pamantul au fost si raman a fi
sursa si sensul vietii consdtenilor mei.

Gospodaria pentru ei a fost si riméne a fi nu nu-
mai un cadru material de creare a valorilor vitale prin
munca i prin amintirea permanenta de stramosi, dar
aceasta a format un complex tainic de norme moral-
spirituale traditionale trecute prin contextul valorilor
contemporane. Aceastd teza si argumentarea ei poar-
td un caracter novator si reflectd actualitatea cerce-
tarilor noastre.

Relatirile de mai jos atestd originalitatea con-
ceptului de viatd a béstinasilor, care in permanenta
dau viata obiectelor din zestrea neamului si care au o
viziune luminoasd, echilibrata si armonioasa asupra
lumii acestor obiecte, ce determina orientirile valo-
rice ale oamenilor din partea locului.

Investigatiile de teren ne-au ajutat sa argumen-
tdm raportul dintre valorile materiale si cele spiri-
tuale prin intelepciunea si autoafirmarea sitencei in
constientizarea ,,frumosului” si ,,binelui”

Aceste doud ,,dimensiuni umane” in viziunea si-

tencelor constituie un intreg si nedespartit de auten-
tic. In mentalitatea minunatelor mame si fiice auten-
ticul se gaseste la polul opus - ele fiind mereu cu ochii
pe acesta. Autenticul are o contributie speciald in via-
ta rurald: nazuieste sd unifice, si ordoneze obiectele,
materialele haotice ale naturii, si formeze un sistem
inchis si armonios - o realitate empirica ce subliniaza
o punte de apropiere a trecutului de prezent prin rela-
tii armonioase intre semeni (Stan, 2004, 89-90).

Un indiciu ce argumenteaz cele relatate mai sus
serveste raspunsul a peste 60% de respondente din
satul Molovata Veche, care pledeaza pentru revenirea
la valorile material-spirituale de alta data, prin ,,cum-
secidenie’, fiindca valorile materiale devin existenti-
ale, iar valorile spirituale rimén strict functionale nu
numai in realitate, dar si in mintea oamenilor si sunt
transmise din generatie in generatie (Materiale de te-
ren.., 1962, 1985, 1996, 2004).

Pentru consitenii mei valorile material-spiritu-
ale sunt raportate la o dozd puternicd de patriotism
local, care perpetueazi prin fenomenele ce au loc si
in limba vorbitd a localnicilor.

In aceastd lucrare ne vom opri la ,.cdteva perle”,
acestea, dupa parerea noastra, vor argumenta norma-
tive ale intelepciunii poporului, a eticii caracterului
acestuia, modelul folosirii inteligentei emotionale si
nu in ultimul raind modelul esecului valorizat.

Convingerea proprie ma indeamna si apreciez,
cd normativitatea bunelor relatii intre oameni o con-
stituie regulile comportarii si obtinerii impresiei de
agreabilitate prin tinutd, limba si port.

Decodificand aceste dimensiuni specifice satu-
lui Molovata Veche autoarea propune o modalitate
informald pentru autocunoasterea oamenilor in ca-
litate de agenti sociali (informatori).

Indemnul autoarei tine de necesitatea a releva
»rddacinile ce hrinesc adevirata fericire si succesul
autentic” si presupune ca dacd fiinta umana de pre-
tutindeni si din totdeauna a nutrit/nutreste aspiratia
de a fi fericitd si de a reusi, atunci nizuinta amintita
s-a derulat/se deruleazd in cAmpul autenticului, al
adevarului, al esentei si nu in cel al improvizatiei, al
falsului, al aparentelor (Ralea, 1972, 29).

O modalitate paradigmatica de autoafirmare a
femeilor din satul Molovata Veche se structureazi
la nivelul formelor de constatare a opiniilor comu-
ne larg utilizate in grai. Pentru cd in sufletul fiecirui
bérbat si in sufletul fiecarei femei se ascunde o co-
moara de valori moral-spirituale. Pentru cunoasterea
realitdtii in prezent ne asumdm responsabilitatea de
a prezenta un orizont ideatic de paradigme, o ima-
gine de locutiuni verbale, configuratii psihologice,
sociale, cultural-valorice inedite in contextul carora
se evidentiaza caractere, temperamente, individuali-
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tati, oportunitati obiective etc. — acestea identificind
fenomenul de perpetuare a valorilor nationale.

Dar, ca o valoare si devind traditional-sociald
trebuie sd depdseasca nevoile strict individuale, pen-
tru a satisface nevoile colective, adica ale grupelor
sociale de femei si barbati.

Astfel, valorile, dupi toate determinativele soci-
al-psihologice, includ fenomenul succes — acesta fiind
un model de lauda a oamenilor de la sate care deter-
mind o tendinta a acestora spre a se autorealiza si a
se autoafirma in sfera privat/public. Aceste teze sunt
argumentate de relatarile respondentilor (informa-
torilor) din satul Molovata-Veche.

Studii de caz. Cu multd méandrie §i nestdvilitd
dragoste de neam vorbeste Ana Bejan (65 ani).

- Cand am crescut mai mare, aveam, undeva, 16
ani, imi doream mult ca mama si-mi deie voie ca sa
imbrac hainele ei de sarbétoare. Foarte mult imi plicea
lipampirca - o haind extraordinar de frumoasd. Era o
scurteicd caldd, avea un luciu (prin care parea scumpa)
si o culoare neagra-fumurie, cu cheutori/ganaf, sucit
in formd de sfintisori (criciunei), care se incheiau cu
5-6 bunghi (nasturi) mari, lucitori si cu incrustatii. Era
aceastd lipampircd cu blana inauntru sau cu altfel de
dosala, cu guler rotund, iar de-a lungul ménecii serpu-
ia o danteld/ganaf, asemanitoare cu cea a cheotorilor,
poate oleacd mai groasa si mai latd. In josul manecii
atarnau doi bunghi (nasturi) lucitori, asemenea cu acei
din partea din fatd a lipampircii, numai ca acestea erau
mai mici, — terminase vorba cu mine aceasta femeie cu
multa méndrie de sine.

Ana-Maria Izman (67 ani) ne povesteste:

- Lipampirca se cosea din material scump adus
de departe. Purtau lipampirci scumpe numai fetele si
femeile avute. Aceastd haind o imbracam la sarbatori:
la biserica, la nunti si cumatrii, la joc in sat, la Hram.
Era primit ca fetele sirace sa imprumute lipampir-
ca de la cineva, mai cu seamd atunci cand plecau la
Hram in alt sat. lar dacd imprumutau lipampirca la
joc in sat, apoi toatd lumea cunostea a cui este haina,
dar nu cleveta fata.

- Efimia Stavinski (75 ani) ne spune, ca atunci
cand s-a maritat, tine bine minte cd la raspuns périn-
tii i-au juruit mai multa zestre si intre toate primise si
»lipampirca méacai Catinca” pe care a pastrat-o pen-
tru fiica sa Liza.

Cat priveste regionalismul ,,sfartuh’, care se in-
talneste foarte rar in graiul nostru, citim mai jos.

— Eram foarte bucuroasi, caind imbricam cele
mai frumoase haine - acestea fiind bluza si sfartu-
hul (cusute din aceeasi panzd) de culoare verde sau
murd (cafenie), — ne informeaza Liuba Piciriga (59
ani). Imbricam aceste haine mai des la sirbitoarea
»Sfanta Maria”, ,Mucenica Varvara’, ,Maria Magda-

lina”. Dacéd vremea era rece mai imbrdcam deasupra
lipampirca sau burnusul (pentru femeile in varstd).
Dupa ce cantam cantece bisericesti si alte cantece, in-
deosebi de jale incepeam a ne lauda - cine si ce haine
si-a cusut, ce si-a impletit, ce a tesut, cui si ce culoare
a hainelor ii place mai mult...

Sfartuhul, din marturisirile informatoarei Ilea-
na Mantu (67 ani) este o fustd creatd si lungd pana la
glezne, care poate atinge célcaiele din mers, are o bata
ingustd de care se agata creturile in ldrgimea sfartuhu-
lui. La poale se coase o panglica lucitoare de culoarea
sfartuhului (albastrd, verde, murd) pe toatd largimea
»fustei”. $fartuhul in partea stanga are un prohab in-
cheiat cu un bumb (nasture). Acesta ajuta femeii sd
imbrace mai usor haina peste cap. In partea dreapti a
sfartuhului, putin mai jos de bata, induntru, intre cre-
turi atarna un buzunar lung cam de vreo 10-12 cm.

— In buzunarul acesta purtam basmiluta cu bani
si 0 bucitica de ,,nafurd’, - cu multd grija fata de alege-
rea frazei ne povesteste Ana Stavinski (62 ani). Cand
ne intorceam da la nunti, cumatrii sau de la Hram, -
continua povestea informatoarea, — aduceam in acest
buzunar bomboane, covrigi, prajitei, diferite dulciuri.
Imi amintesc ci era foarte rusinos si fii lacoma, s te
vada cineva cu ,tasula” (buzunarul plin).

Foarte atent §i cu o deosebita grija fata de ceea
ce spune intretine dialogul nostru Tamara Stavinski
(64 ani):

- Bluza si sfartuhul intr-o culoare imi placea
foarte mult. Hainele de culoare murd si verde-pa-
mantiu le imbracam mai des la sdrbétorile mari.
Daci era vremea rece deasupra imbracam lipampirca
de aceeasi culoare. Aritam foarte bine, daca inciltam
tufle cu podvor (pe toc) si sosonii (incaltiminte de
cauciuc calitativ, ce se incheia cu nasturi deosebiti).
Fetele si femeile imbricate astfel erau foarte fudule,
aveau un mers firtiit ,,de fugeau ochii barbatilor dupa
ele”. Nu prea bine se uitau la toate acestea fetele ci-
rora le lipseau aceste haine: mie imi era jale de ele
si odatd ne-am sfituit cu fina Liza (mama autoarei)
sd mai dam din imbracamintea noastra cu imprumut
unor fete alese (care erau bune gospodine) - termi-
nase povestirea informatoarea.

Apreciem, cd in relatiile dintre consatenii mei
formele de imprumut completeazd continutul notiu-
nilor de ,,frumos si bine”, de ,,cumseciddenie” etc.

Amintim, ca fiecare dintre noi obigsnuim si acor-
dam o importantd unor fenomene, poate cu totul
pentru unii oameni lipsite de temei. De data aceasta
o facem cu toata insistenta pentru ca acest gest sd fie
primit si cultivat de béstinasii mei, si nu numai, pand
cand nu este prea tarziu. S credem ca va fi anume asa,
dar este bine sa ne amintim de sfatul lui G. Galeleo, cd
nu poti sa inveti pe nimeni nimic. Tot ce poti face este
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sd-1 ajuti sd se regdseascd prin launtricul sufletului sdu.
Pentru noi este evident cd ,,limba sufletului” este limba
unei comunitéti (sociolingvistica) si face parte din ca-
tegoria valorilor capabile sa retind atentie atunci cand
se materializeazd propriu-zis.

Sfatul lui G. Galeleo este foarte actual in perioada
de tranzitie la relatiile de piatd. Cercetarile de teren
imbratiseazd categorii de izvoare nationale, ce permit
recompunerea tabloului social-psihologic al satului in
prezent, deschid noi teritorii de cercetare a realitatii
rurale, prezintd noi particularitéti privitor la traditiile
legate de viata familiei contemporane, a comunitatii.

O caracteristica a paradigmei ,gender rural’,
care explicd ,,metehne” omenesti, subiectul careia este
ales din ,,zestrea” satului natal si care se raporteaza
la fenomenul migrational universal, este redata in
versurile de mai jos — acestea constituind construc-
tii lexicale de gender local autentic raportate la valori
sociopsihologice ajustate la imperativul timpului.

Oare satul meu ce face
Intr-o perioadi grea

Dece satul, oare, tace

Tace chiar de-a binelea.

Ce faci, omule, cu satul
Ce-i aceasta, Doamne Sfinte,
Unde este, Doamne, Statul,
Unde-i Domnul Presedinte?
Oare ce s-a intdmplat?

M intreb atdtia ani,
Unde-s oamenii din sat? -
Au plecat sd facd bani..,
Dar copiii si batrdnii,
Care-n sat mai sunt rdmasi,
Ii asupresc nu doar strdinii
Pusi la muncad-s de “nanasi”.
Doamne, este vrerea ta

Sa le ceri lor socoteald.
Doampne, te rog nu-i ldsa
Ei sd-si batd joc de tard.
Neamule curata satul

De tristete si nevoi,

Ca femeia si barbatul

Sd fie mereu in doi.

Sd vind vreme mai bund
Ca sd scape toti de chin,

Cu copiii impreund

Sd-si ducd viata din plin...

Cele expuse mai sus oferd noi fatete ale imagi-
narului rural, ne ajuta si codificim reprezentarile
social-psihologice si istorico-culturale, ne sustin in
efortul de autoorganizare spre o responsabilitate fatd
de patrimoniul national, fatd de bastind si fata de cei
scumpi si dragi. Prin utilizarea metodelor descrip-
tive si explicative, prin adoptarea unor perspective
de cercetare, alegerea de metodologii si metode ne

orientam spre o noud disciplind in evolutie ce are ca
obiect de studiu miscarea social-culturald rurala si
relatiile de gen - aceasta fiind genderologie (stiinta
despre genuri).

Astfel, pe cat e posibil am argumentat cadrul
conceptual dintre diverse discipline (etnografie, isto-
rie sociald, sociolingvistica, psihologie sociala etc.),
care initiazd o polemicd ce vizeaza statutul episte-
mologic si metodologic al sociologiei cunoasterii in
contextul imaginar rural. Din aceastd perspectivd
cercetdtorul va avea o largd posibilitate sa coreleze
momente majore din viata satului, implementand
valorile trecutului in imaginarul cotidian.
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Rezumat

Textul articolului prezinta o imagine a satului natal,
ce reflecta realititi istorico-culturale si sociale. Trecutul si
prezentul satului este o pagina din biografia autoarei si a
consitenilor ei, este o etnograﬁe a comunitatii, un proiect
de cercetare bazat pe realitatea umand si cea geografica.

Cuvinte-cheie: sat natal, imagine, pagina biografica,
proiect de cercetare, realitate geograficd, etnografia co-
municarii.

Pesrome

TeKCT cTaThy IPECTAB/SIET 3ePKA/IBHBII 00pas poj-
HOTO Cefla, OCHOBAHHBII Ha MCTOPMKO-KY/IBTYPHBIX 1 CO-
[M/IBHBIX pea/nsix. IIpomutoe u HacTosIee Cela — 9TO
CTpaHUIIBI U3 Guorpaduu aBTOpa 1 OZHOCEIBIAH, ITO IT-
Horpadus coobIecTBa, MCTOPUKO-KYIbTYPHBIIT 1 COL-
aJIbHBII IPOEKT VICCIeTOBaHMs Ha OCHOBE Ye/I0BeYeCKOit
1 reorpauuecKoii peabHOCTIH.

KiroueBsle coBa: pogHoe ceno, 06pas, cTpaHuIa
Ouorpaduu, IPOEKT UCCIeT0BAHIS, Teorpadudeckas pe-
aJIBHOCTD, aTHOrpadus coobiiecTna.

Summary

The text of the article is the mirror image of his nati-
ve village, based on historical, cultural and social realities.
Past and present of the village is a page from the biogra-
phy of the author and her fellow villagers, this is ethno-
graphy of communication, research project, based on the
human and geographical realities.

Key words: native village, image, biographies, pro-
ject studies, geography realities, ethnography of commu-
nication.
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Tamvana 3AVMMKOBCKAZI,
Aymunuya APYMII

CBAAEBHAS OBPSIAHOCTD B PYCCKUX CTAPOOBPIAAYECKUX
CEAAX PECIIYBAMKN MOAAOBA

OpHyM U3 caMbIX SApKUX 00Pa3LOB CeMeiTHOI
06psAHOCTY pycckux B MonjoBe ABAeTCA cBafie6-
HbIT 00psAx. OH COCTOMUT U3 C/IO)KHOTO KOMILIEKCa
97IEMEHTOB TPAJIULIMIOHHOM ObITOBOI KY/IbTYpBI:
UTPOBBIX, CUMBO/INYECKNX VI PUTYa/IbHBIX HeICTBIIL;
CTIOBECHOTO U MY3BIKQ/IbHOTO (DOTIBK/IOpA; Pa3HOO-
OpasHbIX KOMIIOHEHTOB MAaTepMalbHOIN KY/IbTYpbI
(cBamieOHbBIE KOCTIOMBI, CBajleOHbIe TIOBO3KM, YKpa-
IIeHVe KIWINIIA U T. A.). Ha mpoTsbkeHnn MHOTMX
7eT MccraefoBaTeny AKajeMuy HayK MosjoBbl u
Ipyrue y4yeHble, IIperofaBaTe 1 CTygeHTel Mo-
[IAaBCKOTO TOCYHAAPCTBEHHOIO YHUBepcuTera, locy-
JapCTBEHHOTO IeJJaTOTMYeCKOr0 YHUBEPCUTETA VM.
U. Kpsanrs B pamMkax (ONbKIOPHBIX 1 STHOrpadu-
YeCKMX 9KCHeAUINIT GUKCUPOBAIN UHTEPeCHEIIe
06pasLbl pyccKoro cBafie6HOro o6psizia, B TOM YNCIIe
conpoBox/asiune mecHu. Cpeny omy61MKOBaHHbIX
pabot - c6opHukM mecen P. A. boromornbroit «Pyc-
ckass HapopmHas mecHs B MonpaBum» (Kumnues,
1968), H. M. CaBenbeBoit «HapomHble ecHM PyCCKUX
nocenenuit Mongoel u Ykpaunsl» (Beim. I. ITecan un
xopoBopsl ¢. Eroposka. M.: Pogauks, 1998) u ap.

Ham ypmanoch Bo BpeMs J€THUX IIOJIEBBIX MC-
cnepoBanmii 2011 u 2012 IT., IpOBEIEHHBIX B Celax
Kynnua, ITokposka, Eroposka u Crapas [lo6pymxa,
IPOSICHUTD U JOTIOIHUTD PsAJ; MOMEHTOB, CBA3aHHbBIX
o cBajieOHOIT OOPATHOCTHIO.

YacTp Tpapuuuit, CBA3AHHBIX CO CBagbOOIL,
orouun B mpouutoe. Ho HeKoTopble COXpaHUINCDH
J10 HAIIVX JIHeil, IpUHAB U HOBble ¢popMbl. Hampu-
Mep, IO YTBep)XJeHUAM MH(OpMaropos, B 1968 r.
BIIEpBble ITOKPOBCKAs HEBECTA BBIXOAM/IA 3aMYXK B
¢are. C Tex Op TaK U MOBENOCH.

B crapoobpsmdeckoit cpefe pycckuit cBafie6-
HbIIT 00psiy, cOXpaHWICs Hambosee MOMTHO, B CBOEII
KJTaCCUYeCKoil (opMe, MMOCKONIbKY, B CUITY PeIUTH-
O3HBIX YOeX/IeHMIT ¥, OTYACTH, ONpele/IeHHBIX CO-
IMa/IbHBIX YC/IOBUIA, CTApPOOOPANLBI XXWIM BecbMa
3aMKHYTO. VI XOTA Janeko He Kaxjas cBajbba B
CTapOOOPASIECKOM Cejie COfiep>Kasia BCe 3I/IeMeH-
Tbl CBafeOHOrO puUTyana, BCe >Ke KaK IPaBUIbHO
«UTpaTh CBafibOY», TO €CTh COMPOBOXK/ATh €€ MeHM-
eM, U KaK «CIPaB/IATb CBaibOy», TO eCTb COOMIONATh
00psyi, 3HAIOT U TIOMHAT MHOTMe (0COOEHHO >KeH-
IVHBI), XOTS ¥ He BCE TOYHO M IIOC/IENOBATEIBHO
MOTYT U3JIOKUTD BCe ieTam. B cBaje6HOM puryaie
CTapoOOPs/LeB SICHO IPOCIEKNBAIOTCS IBE Pas/iy-
YaIOIIMecs 4acTU: IIePKOBHBIN OOpsAJ BeHYaHMS U

COOCTBEHHO CBafibba, NMpas3gHMK, Becelbe — ceMeli-
HbIJI 00PN, KOTOPBINI CBOMMM KOPHAMU YXOFUT B
IajieKoe IpOIIIOoe.

B 0co60 BepymoIuX ceMbsAX 3HAKOMCTBO IIPO-
VCXORUT B IiepkBu. OIHAKO 0OBIYHO MOJIOfbIE IO
3HAKOMMJIMCD ¥ 3HAKOMATCA B HACTOsIIee BpeMs Ha
BEYEPNHKAX, BO BpeMs IIPOBEEHS IPA3IHIKOB.

B nepuop ocyuiecTBieHNsA IONIEBBIX MCCIENO-
BaHUI1 MbI NTOTIBITA/IVICh BBIACHUTD Y CAMUX HOCHUTe-
et GoMbKIOpa, KaK MPOMCXOANT BBIOOD HEBECTH,
3HAKOMCTBO MOJIOfIBIX TIOfieNl, C KaKOTO BO3pacTa
HEBeCTa CYMUTAIACh TOTOBOM K CEMENHON >XMU3HI.
OTHOCUTENTPHO BO3pacTa JeBYIIKM, KOTOpas, Kak
CYMTANIOCh, TOTOBA K CEMEITHOI XM3HM, Habofa-
IOTCA IpOTUBOpeuns: To 17-18 jer, To 23-25 net, a
B HacTosAllee BpeMs 4yThb /M He 14 j1eT, KaK Iopoi
ObIBaeT, MO paccKasaM >KUTEENl Pas3IMYHBIX Cell.
Crporo y4muTbIBanach CTeNeHb POACTBA. Y CTapo-
00psAZLIeB CUNTACTCS, YTO POACTBO II0 Bepe CUIbHee
KpoBHOTo popcTsa. Ilo cBuperenbcrBaM MHPOpMa-
TOPOB, €C/IM Y TIApHA U JIeBYLIKM M3 PasHBIX ceMeit
OIHM KpPeCTHble, MX IIOTOMKM He MOLYT CO3[1aBaTb
CEMBM IO CENbMOTO KOJIEHa, a KPOBHbIE POICTBEH-
HUKI — JI0 YeTBEPTOTO.

B nepuop BcTpey [ieBYIIKYM TafaloT Ha CyAboOy,
U TaJJaHNsA Yallle BCeTo MpoucxopAT noy Hosbiit rog.
OnHVM U3 CaMBIX BEPHBIX CUMTAETCS TafjaHMe B 6aHe,
TaK KaKk OaHHVIK, X03AMH 6aHM, II0 HAPOJHOMY IOBe-
pbIo, — JOOPBIT AYX CeMbM, KOTOPOII IIPUHAIEKUT
Oans1. [leByIka BXOAUT B OQHIO ¥ IIPOCOBBIBAET PYKY
B TpyOy, obpamiasich Kk 6aHHMKY: «/laxmaH, JlaxmaH,
nopait pyuky!». Ecim nouyautca Bosmocaras pyka, To
My>X OyaeT 6oraTbIM, eciv IIafKast — 6egHbIM. Takue
NeICTBUSA B AeMICTBUTEIbHOCTY Jake 3aKaHYMBAICh
¢arampapIM ucxopoM. [IpuBenem ¢parmMeHT Harueit
Gecenpl Ha 3Ty TeMy ¢ MHpopMaTopamu u3 ¢. KyHmya:

«— A peByniku B 6aHe rafanm?

- Oit, meBKM raganu, Jja ofHa NOMEPIa, NEeBKU
raganu mof, HoBblil Tof B 6ane, 310 MHe HaHA (BbI-
IeJIEHO HAMU — aBT.) MOS rosopuina. ,,Jlaxsao, Jlaxso,
nofjail pydky. A XJIONIbI NOACTYIIaN, YTO BOT B
3TO BpeMs OHU NOMAYT B OaHIO rafiaTh, ¥ OUH KaK
JIATIIHYTI IOXMATOM PYKOIA, C3KaJl €l PYKY, ¥ OHa TaK C
cKaroil pykoit u nomépna» ([loHmosa Ajnekcanupa
BacunbeBHa, 1941 r.p., c. Kynnua, 2011).

Ecmn mexpy MONOpbIMM /MIOAbMU BO3HUKAET
CHMMIIATI, ¥ OHY HAYMHAIOT BCTPEYAThCS, TO fIeBYII-
Ka MOXKeT NPEeIOKUTD MapHIO IOCU/IETh Ha CKaMeli-



XKYPHA/ 5THOAOTUN NN KYABTYPOAOIUMN Tom XVI 83

Ke BO3JIe Ka/IMTKY cBoero goMa. Cajsich Ha CKaMmeli-
KY, OHa paspelaeT IapHIO NPUCECTb Ha Kpayl CBOel
100K, 4TO SABJIACTCA CBUIETEBCTBOM TOTO, YTO €ro
yXaXuBaHus npuHuMarorcs. [lapeHb Ha mpoljaHbe
JApUT JeBYLIKe HeOObIIOT MOAAPOK U KPACHYIO JIEH-
TOUKY, a JIeBYIIKa, CO CBOEII CTOPOHBI, JAPUT NAPHIO
wiaTok. Ilepes TeM Kak IOJApUTh IUIATOK, JIeBYIIKA
BBITHPAET JIM CBOM TyObI M TyOBI IIAPHA, @ 3aTeM Iie-
JIyeT CBOero M36paHHNUKa. DTOT 37IeMeHT 00psi/ia IO -
YepKMBAET, YTO CBSI3b MOIOBIX YICTA Y He BOSHUKIIA
B pesynbrate BOPpOXObI. Ilepenada mmaTka JieByIIKM
HapHI0 (AaKTUYECK! ABJIACTCSA CBUJETEIbCTBOM MX
pelIeHNs CBA3aTh CBOIO JKM3Hb OpavyHbIMU Y3aMIU, U
3TO pelIeHNe BIIOCTEACTBIMN TOBOSUTCS IO CBEIeHVIA
poxnutereit. B ToM cydae, e/ OIMH U3 HOMOJIBJIEH-
HBIX PelLIN/ OTKA3aThCs OT CBAAbOBI, TO IIPOUCKOUT
clefyoliee: TTapeHb BO3BpAllaeT IUIATOK JNapUTeNlb-
HMIe Yepe3 CBOETO JIPYra, a JIeBYIIKa BO3BpalljaeT
KPACHYIO ICHTOUKY Yepe3 CBOIO IIOfIPYTY.

Emre ¢ meTcTBa ieByLIKY rOTOBMIN cebe mprjia-
HOe, YTOOBI, IO CJIOBaM MH(OPMATOPOB, HE OIO030-
PUTB CBOIO CeMblo Iepef BceM ceoM. OHM BbIIIMBAIN
HOJYLIKY, TIOKPbIBa/Ia, caeTKy, IOTOTEHIIA, TKa/IN
KOBpBI, HabMBamyu IyXoM HepuHbl. IlogroroBkoit
IPUIAHOTO JEBYLIKM 3aHMMA/INCh Ha IOCHJIENKAX,
KOTOpbIe ITPOBOMVIINCDH 3VIMOJL M TIO3[{HEil OCEHbIO,
Korja He O6bUI0 paboThL. B mocupenkax aepskanu pAam:
Ka)XX[Ible IPYTIie MOCUETKY IIPOBOAVIIVCH B IOME, ITie
€CTb MOJIOfiasA JIeBYIIKa W apeHb. Ha mocupenkax
cobupanach MOIOfieXb. 37iech OHU paboTas, Bece-
JIMTNCD, BAIOOISINCD... BOT Kak roBoput 06 stom
ofivH u3 MHPOPMATOPOB: «ITO MPOMCXOANIO HAKe
eme B 70-e IT. mporwioro Beka. Hanumanu gom y ka-
KOTO-HUOYAb X0351MHA, XO3SIMHY IIATH/IN, IPUIIALIA-
M TapMOHMCTA, IPYXOAWIN AeBYaTa. <...> KoHeuHo
xe, 6e3 coera ¢ popuTesAMI. To eCTh eciy MapHIo
HOHPABUIACh JIEBYIIKA, OH 0053aTe/IbHO COBETOBAJI-
¢ ¢ poputensamu: “BoT s mpucMoTpen, IpUIIALeN,
BOT OHa.... Hy, a oTerj c MaTepbIo He TO, YTOObI 671ar0-
CJIOBJISI/IN, OHY KaK OBl JaBajM COITIACKE, YTO Jia, 3TO
xopomras. CMOTpe/ 1o pofy: A3, 34ech BCe XOPOlIIo,
0 BCeMy BUAHO. VI 9Ty oy monmydamy (HeracHoO
BHauasie) O6marocnosenne» (Cemen Bacuibesuy [Tpu-
IIOPO>KHOB, 1951 r.p., c. KyHmua, 2011).

IIpencBageOHbIiT CTOBOP

IIpencBaneOHbIl CrOBOP BK/IIOYAET B cebst CBa-
TOBCTBO, CMOTPMHBI U 3apydeHbe /3apy4mHbl. Bo
BpeMsI CBATOBCTBA HA3HAYAIOT [IEHD 3aPYUNH I JAPSIT
JKEHNXY IUIATOK B KayecTBe 3apoka/3anora. Ha 3apy-
YMHAX CO CTOPOHBI HEBECTHI BBIOMPAETCS CTapiuast
IPY>XKKa, CO CTOPOHBI )KeHuXa — OOsIpUH, a U3 Hau-
60s1ee TIOYETHBIX TOCTEN — IIOCa)KEHHbIe MaTh U OTell,
KOTOPBIX B HEKOTOPBIX Ce/laX HAa3bIBAIOT HAHAIIIAMIL.

CBaTOBCTBO M CMOTPHMHBI

CBaTOBCTBO ¥ CMOTPUHBI IPOMCXOAAT B JJOMe
ponuTeelt AeBYIIKY, KyAa TapeHb IPUXOAUT 1160 CO
CBOVIMU POUTE/SIMHU U ONIM3KUMIU POACTBEHHMKAMI,
mmbo ¢ 6nuskumu apysbsamu (B c¢. Kynmua, Hampu-
Mep, 110 CBUJIETEIbCTBAM NH(POPMATOPOB, — TOIBKO C
POICTBEHHMKAMU, Asfell, KPeCTHBIM U T. [I., FPy3bd
K 9TOMY He JOIYCKa/much). [/l HUX HaKPBIT CTOT C
3aKyCKOJ ¥ BMHOM. [OCTHU KIaHSIOTCSA PORUTEIISIM
HEBECTDI, U HaYMHAETCsT Oecefia MeX/Y POMUTENIsI-
MM TapHA ¥ XO03f€BaMU IO IIOBOAY BO3MOXKHOI
cBafibOBI. [IVanor MeXxmy cBaTaMy U pOAUTENIAMM
HEBECTbl 110 TPAAMIVM BeJeTCA MHOCKA3aTeIbHO
(«Y Bac TOBap - y Hac KyIIell...», «Y Hac ObIY0K — y
BacC TelOYKa...», «Y Bac — I[BETOYEK, Y HAC — Cajjo-
YeK, paspellnTe Ball [[BETOYEK [IepecajuTh B Hall
CajIovyeK») MIN COBEPLICHHO OTKPBITO: («Y Hac >ke-
HMX, Y BaC HEBECTa, HEIb3S /M UX CBECTU BMeCTe
la HaM MOPORHUTHCAA»). Camraercsi, 4To 3TO 0be-
peraet OyAyIIyI0 CeMbI0 OT BHELIHUX BPa>KHAeOHBIX
cut. JleByInka pu 9Toit 6ecefie He IpUCYTCTBYeT. Ee
IPUITIAIIAIOT TOJIBKO B TOM C/Iyd4ae, eCli COIacue
MEXTy ee POAUTEIAMY ¥ O7M3KUMM XKEeHMXa JOCTUT-
HyTO. HeBecTa mosBiAeTcs nepey roctsAMMm, Hecs Ha
nonoreHue x1e6. [lomoreHIe ykpalieHo KpacuBbIM
KPY>K€BOM U 60raToil BBILINBKOIL, M306pa>i<a10me171
1BeThl, GUTYPKM JIIOfiel, TeTyXoB. Bo Bpemst cBa-
TOBCTBA Ha3HAYAIOT [I€Hb 3aPY4MH U HAPAT SKEHUXY
IUTATOK B KaueCTBe 3apOKa/3aora.

ITpu cBaTOBCTBe MOIOXKEHO OBIIO MIPOIITH B 130y
VI CECTb Ha JIaBKY, CTOSIIYIO BJO/Ib IIOJIOBUL], CTapa-
sICb 3aXBATUTh HOTaMI KaK MOXXHO OOJIblIle TIOIOBMUII,
4TOOBI HEBeCTa He YCKO/Mb3HY/a. UTOOBI CBaTOBCTBO
OBUIO Y/Ja4YHbIM, CBAThI JO/DKHBI OBUIN KOCHYTHCS PY-
Koit nmeuykn. K Heit 5ke IIPUCIOHATACh HEBECTa, NaBasd
IIOHATD, YTO OHA COIVIACHA Ha 3aMY’KECTBO.

3apy4nHbI

3apyuuHsl — 4acTb cBafie6HOrO 00psiza, B X0f€e
KOTOPOJ JJOCTUTIaNach OKOHYATelbHasl JTOTOBOPEH-
HOCTb II0 TIOBOAY CBafbObl. MeX/y CBaTOBCTBOM I
3apy4rHaMy 0ObIYHO IPOXOAUT OKOIO Hemenn. 3a-
PY4MHBI IPOUCXOAAT B JoMe HeBecThl. Ha Hero co-
OUPAIOTCA TONMBKO caMble OIM3KIIE POICTBEHHUKY C
o6enx cTopoH. B 3apyunnax, no cnoam nHdpopma-
TOPOB, YYaCTBYIOT «yXe C JeCSTOK Yel0BEK CO CTO-
POHBI YKEHIXa ¥ HEBECTHI, I OHM KaK Obl 3apydaior:
BOT MbI [JOTOBAapUBAEMCSI O Bac». Bee, KTO y4acTByer
B 3apy4MHaX, CYMTAIOTCS CBATAMI, @ BIIOC/IECTBI,
C poxjeH1eM pebeHKa, — KyMaMIL.

YT06bl NPOHMKHYTH B JIOM HEBECTHI, YKEHMX
JIOJDKEH TIPOSIBUTDH CMEKAJIKY ¥ HaXOJYMBOCTD, IO~
CKOTIbKY HeBecTy mpsiayT. O6bIuait mpsTaHbs HeBe-
CTBI — OTPaXKEHME [PEBHMX IIPECTAB/IEHNIT HAPOTIa,
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CBS3aHHBIX C IIPEIOXPAHEHNEM OT «[YPHOTO I/Ia3ar.
Ecnu xo3s€Ba «COMHEBAIOTCA», YTO TOCTY IPHIIIN
IO afIpecy, TO VIM ITOKa3bIBAIOT 3aPOK — IIATOK.

Tak, BHawajIe rocTeil CO CTOPOHBI )KeHMXa CIIpa-
myBaoT: «Kro BbI? MBI Bac He 3HaeM». Te oTBevaoT,
[IOKa3bIBas MOJTYYeHHBIN paHee 3a/I0T: «IJTO Bale?»
Korpga >keHUX ¢ pojHeil ONAJA0T B IOM HEBECTHI,
UX IpUIIAIIAIOT 3a cTon. CHadazla yromamoT poj-
CTBEHHMKM >KEHMXA — TeM, 4TO IPUHEeCIN ¢ co0oil,
a 3aTeM CTOJI HAKPBIBAIOT POICTBEHHVKY HEBECTHI.

[Tocne B3a¥MHOTO YroOLIeHMsA POJCTBEHHUKU
JKEHMXa IIPOCAT IIOKa3aTh HeBeCTy. JJaHHBIN MOMEHT
TaKXKe COIPSDKEH C IPOSB/ICHUEM JpPeBHEro PUTY-
a/la, KOTOPBIl ABJISAETCSA OFHOI M3 POpM rajaHms
o Oymymeit cympy»xeckon >xu3Hn. JKeHux Tpmx-
JIbI JO/DKEH OTrafiaTh, KTO €r0 HACTOsIas HeBeCTa.
Ecnu oH ommbeTcss — 3HaYNT, )KU3HD ero OyneT He-
CYACT/IMBOI, TaK KaK OH OepeT He CBOKI CYXXEHYIO.
(9TOT 27MEMeHT cBameOHOI OOPSHOCTM OTpaXkeH
BO MHOTMX BOJIIIEOHBIX CKa3Kax, I7le MOIOALY Hafj0
BBIOPATb CBOIO HEBECTY M3 HEKOETO YMCTIA JIeBNUI], B
TOM 4MC/Ie 0OpallleHHbIX B TOMTyOOK, KyHUI] U T. I1.).

Ha sapyunHax popuTeny »XeH1xa 1 HeBeCTHI JI0-
rOBapUBAIOTCA O JHE CBafbObl 1 0 pupaHoM. [Tpu-
JlaHOe HeBeCTbl HasbIBaeTcs «ybopom». B «ybop»
BXOJJUIT IOCTEe/IbHOE Gefibe, MOCyAa u Mebenb — Bee,
4TO He0OXOAMMO, YTOOBI 0OCTaBUTb KOMHATY U HOf-
TOTOBUTD ee [/isi pokuBaHus. JKeHnx mpegocras-
NAeT caMo noMeleHe. [IpugaHoe IpuBO3AT B JOM
JKEHMXA 32 HECKOJIBKO JIHel 1O CBaIbOBI.

JHorma B KayecTBe LIYTKM CHadaaa K TOCTAM
BBIBOIM/IU CTapylo 0aOyILIKy, Haps)KeHHYIO HeBe-
croii. CnpammBawT: «3JTa?» V mMomy4aT OTBET:
«Her, He aTa». IloTOM HapsXalOT HEBECTON MajeHb-
KYIO IeBOUKY. VI OIIATH TOT >Ke pUTya/lbHbIl 0OMeH
BOIIpOCaMM 1 oTBeTaMM. TO/IbKO MOC/Ie 3TOT0, HAKO-
Hell, BbIBOJAT HEBECTY.

HeBUYHMK

B xaHyH cBaibObI IPOVCXOMUT BaXKHBIII PUTYAIT —
IeBUYHMK, KOTOPBIIl Ha3bIBaeTCs TaKXKe BeYepPUHKIU.
IIpsamo ¢ yTpa K HeBecTe NMPUXOAAT IMOAPYTHU, ¥ OHU
BCe BMeCTe OTIIPAB/IAIOTCA I'YIATD 110 CeNy, paclieBas
MIeCH O MIPEACTOosIIelT CBafibbe, 0 HeBecTe U YKeHUXe.

IToToM meByIIKM NPUXORAT Ha YIUILY, Te >KI-
BET >KEHUX, I HAYMHAKOT MeTh MEeCHU CIIeaabHO
I SKeHUXA, XKeNaloT eMy CYacTbsA U MPOCTIaBIIAI0T
Kpacoty 1 gobpoty peByuiku. [Toce aToro Bce upyT
B JIOM HeBeCThI. [I/11 Be4epIHOK MeKYT IedeHbe (KO-
TOpOe, HanpuMep, B ¢. KyHnda HasbIBaeTCs #amKu)
u 6muuel. IIploT TOMBKO Yait. Ha meBuuHMKe mpomc-
XOAUT 0OpsAM 3ammeTaHuss Kocbl. Brmkarimie mop-
PYIM HeBeCTbI pacuyechIBAIOT €l BONIOCHI, BIIETAIOT
B KOCY pPa3HOIIBETHBIE aT/IACHbIE IEHTHI.

Bce BMecTe 1OIOT II060OBHBIE U LTy TOYHbIE I1EC-
HI («Y BOCKpeCeHNUs Be4epoM Ty/Ana 5 B Cafy...»,
«TpaByIKa-MypaByILKa, 3e/I€HbII TYXOK, / A ITe X
IPOXaXKasICs, MOV MUJIBIN IPYXKOK...», «Ilo camouxy
XOfiM/Ia, BaCUJIEYKM pBaja...», «Ilo Mopo BLob 110
CHHEMY...», «Y BOPOT COCHA pacIaTanacs...» «BpI-
mmBana Karenbka...» u ip.).

Cpenu meceH, KOTOpble IOIOT Ha JIEBUYHMKE,
6p1a mecHA «HaBema oHa KpacHBIX JIeBYIIEK...», B
KOTOPOJI IIPOCNIAB/IAETCA KPacoTa HEBECTHI I €€ Ha-

pAana:

Hapesa oHa KpacHBIX JIeByIIEK

ITonHbIiT OM, bl IIOTHBIN JOM.

Kak 1 feByIIKY BBICOKO CUTAT,

A 51, MTaia, ibl BBIIIE BCEX, bl BBIIIE BCEX.
Kak Ha feBymkax py6anredku 6enble-6enble,
A Ha MHe, M/IafiOi1, IbI Oesteit Bcex.

Kak Ha [ieByILIKaX )KeMYy KVHbI

I po6Hble-npo6HbIe,

A Ha MHe Bl IpOOHeTT Beex, [pOoOHeIl Beex.

(Ilep6axosa H. JI., Benpuenkosa V. M., Jla-
termesa 1. V., Peinbckas M. K. u gp., c. IlokpoBka,
2011)

V3m10671€HHOII TIECHE, MICIIOTHAOMEIICS Ha Jie-
BUYHIIKE, AB/IAETCS CIAEKYIOIa:

Bormmbarna KaTeHbka KuceliHble pykaBa,

Kuceiinble pykasa.

ITpucsarancs k Katenbke

Co MockBbI-Trpajia Kymet,

C MockBbI-Topofa KyTel,.

- O %, 18I, Karsa-Karenbka,

orimemb 3aMy>k 3a MeHA? (2 pasa)

Ectb y mens, Katenbka,

[Tontopacta Kopabeii. (2 pasa)

Ecnu mano kaxercs,

S i TpucTta mpuKyIo. (2 pasa)

- Bo 5K TBI, TATA-TATEHDKA,

S 3a eraBa He Jify.

IIpucparanca x Katenbke

Co nepeBHM macTyuok. (2 pasa)

- Bo x T8I, Kats-Karenbka,

Tosinems 3amMy>x 3a MeHA? (2 pasa)

Ectb y Mens, KateHbka,

Basanarika meii nadyx. (2 pasa)

Ecnu mano xaxercs,

S e MIOMBKY IPUKYIUIIO. (2 pasa)

— Bo X TbI, TATA-TATEHDbKA,

S 3a eTpIBA IIOVALY.

(benbuenkosa VM. M., 1978 r.p., ¢. [lokpoBka,

2011)

Eue opHOII mecHelt, KOTOPYI0 OOBIYHO Ie/IN Ha

IeBUYHMKe, OblIa mecHs «beXXuT pedeHbKa»:
Bexxur peyeHbka, 6&>XUT OpICTpast
Ckouy-nepeckduy. (2 pasa)

Ortpail, MaMeHbKa, OT/jall, pojjHas,
3a Koro s cxouy. (2 pasa)

3a KOro A cXoy.

B3sma mamenbka,
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Bssana popHas,

Bssima mpiit otgana. (2 pasa)

- Y06 TbI, ZOYEHDKA,

Yro6 ThI, pOfHas,

Cewmpb et He OpiBaia. (2 pasa)

Tepnena ropox,

Tepnena gpyroit,

Tpetnit He cTepriena. (2 pasa)

[Tepexunynacho

B Ty 303yneHbKy,

Bssina it monerena. (2 pasa)

Jlecom nerena,

Berku nmomana

ITpaBoto pykoro. (2 pasa)

[Tonem nerena,

ITone xponuna

ToppKkoto cre3omw. (2 pasa)

Jletena-nerena u B caj 3ajeTera,

Ha xanuny cena, (2 pasa)

Crana KyKoBaTH.

Cerna Ha KanuHy,

Ha camy Bepmuny,

Crana xykosaruy,

Crana xykosaru,

YKamro sagaBatu (2 pasa)

Csoeit pogHoit Matu. (2 pasa)

Mars y>xe crapa,

Cupur y okHa,

Pymrauk BbinmBaer. (2 pasa)

Cawmblit MeHbLINIT OpaT

Cupur Ha mopose,

Py>xbe 3apsixaer. (2 pasa)

— ITo3Bonb, MaMeHbKa,

ITosBonb, popnHasd,

Ty 303ymio B6WTH. (2 pasa)

- Ty 303y/110 BOUTH

He nmossonmo, cpiny,

He nosBorto, poaHbIii,

Ty 303ymo BOUTH. (2 pasa)

Toit 303yneuxn,

Kak moeit goukun,

Ha uy>x6une >xurtn. (2 pasa)

(BenpuenkoBa V. M., 1978 r.p., u fp., c. IlokpoBka,
2011)

OxonuiHasn

OO6BIYHO B pyCCKOil cBaibbe aTOT 00psif, co-
IPOBOXK/AIOLINIICS 0CO00I TIeCHel, MPOUCXOUT
y>Ke BO BpeMs [BIDKeHUs cBageOHoro moesga. He-
JKeHaTble pebsiTa COOMPAIOTCs B HA3HAYEHHOM MeCTe
U C IIeCHsAMU IIepPeKphIBAIOT OpPOry cBajbbe. OHM
IPOCAT y )KeHNXa BeApo BuHa. [Iporecc mepexsarsl-
BaHMs CBaJbOBI MMEHYETCS OKOMUUHAS (BEPOSTHO,
U3 COYeTAHWIT «OKOJIVMIIHAS MOfJaTh» VIJIN «OKOJINII-
Has IOLUINHA»), €CThb ellle BhIpaKeHNe «IIePeHATb
cBagbOy» (Cp. yKp. Ha3BaHIe «IleperiMar»). ITO CBA-
3aHO ¢ TpeOOBaHNMEM BBIKYIIA 32 IPABO IPOeXaThb/
HPOIITH K JOMY, Iie Oy/ieT IPONCXOANUTD CBafleOHbII
mp. IToroTcs 0cobble MecHN — OKOMILIHBIE.

B crapoobpsjueckux cemax 3TO IPOUCXOAUT
HECKO/IbKO MHaue. BedepoM Toro fHA, KOIZa IIPOBO-

IUTCSL IeBIYHIK, K JeBYLIKAM IIPVCOENIHSETCS XKe-
HUX C Apy3bsivu. HexxeHatole pebsita cobmpaioTcs B
Ha3HAYeHHOM MeCTe 1 C eCHAMU MOAXOMAT K AOMY
HEBECTBI, I7le B 9TO BpeMs HaXOAUTCs KeHUX. Pebsi-
Ta IPOCAT y KeHMXA BepO BUHA. ITO 1 Ha3bIBACTCSA
«oxomuuIHas». Hao oTMeTnTb, YTO «OKOJIMIIHAS»
OPTraHM3yeTCs] OYeHb YETKO, COITIACHO TPajMINL.
[Tocrme TOro Kak >XEHMX PACCUUTBIBAETCS CO CBOM-
MM [IPY3bsIMU, OHU C IIeCHeil YXOMSAT, TaK KaK eC/n
B 9TOT [leHb HAMEYEHO HECKOIbKO BEYePIHOK, OHM
OyayT y4acTBOBaTh BO Bcex. IIo ompeneneHuio nH-
bopMaTOpOB, «OKONMUILIHYIO IIe/N, KOorja TpeboBa-
JIV BBIKYII Y JKEHJXa 3a TO, YTO yYBeJl y HUX HEBECTY:
IPUXOAW/IN IAPHU, CTAHOBU/INCH B KPY>KOK I IEJIV».
[IprMep OKOMMIIHO TTeCHI:

Kak c-mog rpy1un, c-1mog 607bI10i1,

C-nop KyapABOIt 3€/1eHO, [i-Ka/lMHa, Ji-MalnHa.
OH TaKoi1, TaKoi, TaKoJ1,

He >xeHaTpIi1 — XO/TOCTOVA, JI-KanMHa, J-MaJanHa.
OH TOKPOBCKMIT (€TrOPOBCKMUIL U T. I1.) KyIIel,
OH TaKoi1 MOJIOZELl, f-KaalHa, I-MalinHa.

Beuep 6bu1, mpuxomu,

INomapoyex NpMHOCKL, [i-Ka/INHA, [-MajJHa.
ITogapoyek HenpocToii,

C pyuKu nepcTeHb 30/10TOIA, fI-Ka/lIMHa, -Ma/luHa. ..

(benpuenkosa 1. M., 1978 r.p., u ap., c. [Tokpos-
Ka, 2011)

B npouutom yaie Bcero cBajb0y IpasgHOBAIN
TPY JJHs — II0 BTOPHUK BK/IIOUMTENbHO. CBsI3aHO Ta-
KOe [Tpa3JHOBaHNE OIATh-TAKM C TPAULIMSAMI: B Cpe-
Iy ¥ IIATHNITY IIOCTHBIE AHN. Tak 4TO0, KaKoit Xopomurer
HI OblTa CBafibOa, BO BTOPHUK BeYepOM OHa 3aKaH-
YMBaach. B HAPOIHOM IpeNCTaBIEHNN CUUTAETCS,
4TO Opak OyzeT TeM cyacT/vBee, YeM HOIbIIe JIUTCS
cBazipba. B rmepBblii [ieHb YTPOM Iepef; BeHYaHVeM
HOJPYTM OfleBAIOT HEBECTY K BEHIY, BIUIETAIOT B ee
KOCY pa3HOIIBETHbIE JIEHTHI I MOIOT. JIEHT BIIETAIOT
CTO/IBKO, CKOJIBKO TTOZIPYT Y HeBecThl VIHpopMaTopsl
607ee TIOXKMIOTO BO3PACTa, BUJIEBIIINE B CBOE BPeMs
3TO BOOYMIO, BCIOMMHAIOT: «V] KOCy MOIOfible 3aruie-
TAIOT, ¥ JIEHTBI, JIEHT 6 BIIETAIOT, ¥ B 9TOI KOCE MO-
JI0fiast UAET VI TOf], BeHell. JIEHTBI [0 CaMyI0 3eMJTIO — I
KpacHble, 11 OeIble, ¥ CHHIE, CUPEHeBbIe JIEHTBI B KOCY
IUTeNN, pasHble. A TIOTOM OHa IIUIa TOJ BeHel] C TOi
KOCOJ1 U € JIEHTaMU, ¥ KOTZIa TaM y>Ke VX 0OBEHYAIOT,
JIEHTBI 9TU 3a0MPAIOT 1 iBe KOCHI I1eTyT. Knuky one-
BaoT» ([Jonnosa A. B., 1941 r. p., c. Kynnua, 2011).
JHpopMaTOpbI HOAYEPKMBAIOT, YTO IIOTOM 3Ty KIU-
Ky >KeHIIVHBI HOCAT IIOCTOSHHO MOf, ITaTKoM. [1o3-
e, KOTJla HeBECTY By T IIOf] BeHell, IOAPYTY HOIOT:

He B Tpy6y1uky Tpy6umo
Pano Ha 3ape, oit,

Pano Ha 3ape.
Bocnmaknyna fa AHHyIIKa
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ITo pycoit xoce, oii.

He B 1jBeT MOIO KOCBIHBKY
Mawmenbka 11ena, oit,
Pycyro nnena.

[[IénkoByo MIETOUKY
BonnérwiBana, oii.
IToBepx TOII K& KOCBIHBKM
30/10TOM /1T, OJA.
IToepx ToOro 3o10Ta
Cnsaspmu 061113, 0.

He Bex Tebe, MaMeHbKa,
Co MHOIT BEKOBATh, OIf,
[Tocnepnion HOYYIIKY

C 106011 HOYEBATD, OI1,
[TocnepHI00 3UMYIIKY

C 1060i1 3MMOBAaTh, OI1.

(lepemerneBa T. I., 1951 rp., Kynbmexuna
B. [I., 1943 1. p., Opuakosa 3. T., 1946 r.p., c. Eropos-
Ka, 2012)

ITocne BeHYaHUsA CBEKPOBb PACIUIETAET KOCY
HEBECTDbI, CHMMAET BC€ Pa3HOLIBETHbIE JIEHTHI U 3a-
IUTeTaeT JBe KOChl. JTO OYeHb Ba)KHBII MOMEHT
Iepexofa M3 OfHOV COLMAIbHON KaTeropum B
APYTYI0 — JIEBYIIKA PAaCCTAETCA C «JeBbeil BOTbHU-
LIeil», C )KU3HDPIO B POAMUTENIBCKOM JOME, CTAaHOBUT-
CA MY>KHEN >KEHOI U JIOJDKHA XXUTh B IOMe MYXKa.
MapxkepoM 3TOro nepexofia ABISIETCS U ee OfeXa, B
YaCTHOCTY TOIOBHOIT yoop. Ha ronoBy HeBecTsI cBe-
KPOBb HaJieBaeT KIUKY, KOCSK (IUIaTOK, 3aBsi3bIBae-
MBII Ha 3aTBUIKe) U IUTATOK, KOTOPBIIl IO KA/IbIBAIOT
Oynaskoit nog nmop6oponkoM. C 9TUX HOP, COrIac-
HO TpajyuLNy, >KeHINVHA He JO/DKHA IOABIATHCA B
00I1IeCTBe C HEMOKPBITOI TOIOBOI. B 3TOT MOMeHT
IIPOMCXOIUT PUTYaJIbHbII I/Ia4 HEBECTDI ¥ TOXKeE I10-
IOTCA 0COObBIE ITECHI.

He vasma meHe MamMeHbKa
Jla M3)KUTb, N30BITH MEHS.
Coxnma-cOpina pogumasi,
Oromia — 3amaxkara:

— Jlute > ThI MO€ MUJIOE,
Tl KOrza B roctu Oymenn?
- Byny, 6yny, mameHbKa,
Yepes TpuauaTh Tpu roja.
Ha yerBepToM Ha ropy

S xykyuixoii npuneuy,
CAny A bl BO CaJjOUKY
byny kykoBaru.

(ITpnmopoxkHoBa E., 1959 1. p., c. Kynuua, 2011)

Monopblx BCTpeyaloT poAuUTeNny >KeHuxa Xiie-
60M f1a CO/BIO Y BOPOT CBOETO JIOMa. DTUM Ke XJIe-
60M C COMBI0 O/1aTOCTIOB/ISIOT MOJIOBIX CYIIPYTOB.
Xe6 ¢ CObi0 UrpaeT BaXKHYI0 PO/Ib B CBafeOHOI
0OPATHOCTH, TTIOCKO/IbKY WCIIONb3YeTCsA B KadecTBe
obepera MpOTMB KO/NIOBCTBA M CPENCTBA, CIIOCOO-
CTByIOLIEro Iogopopuio. Vingpopmarop Vuna Mu-
TpodaHoBHa benbuenkona, 1978 1. p. (c. Ilokposka,

2011) ormeyaeT: «Y Hac IEPBBII CTON UJET YUCTO
nepkoBHbiit. Oben. To ects moenn, “Muoras nera”
CIIeM, TaM MAYT LepKOBHBbIE IecHN. YTOObI Takylo
cBagb0y OCYLIECTBUTb, HEOOXOAMM II€PKOBHBII
npuuét. O6s3aTenbHO. To ecThb mepBbIil CTON UET —
1iepKoBHbIe TlecHoneHns1. Korpa 6aromika jaet 6ma-
TOC/TIOBEHNE Ha BTOPOII CTOJI, BOT TOT/IA YK€ MOYKHO
U IpyTYe IeCHN TeThb». LlepKOBHBIIT IIpUYeT — B C/I0-
BapAX MPUBOJATCA CBENEHUA O TOM, YTO 9TO KIUP,
CBSIEHHMK], B JAHHOM C/Iydae 3TO 3HA4YeHUe He
MOAXOANT. YHanoch Hantu y B. [Jana: «npuyeraTs-
Csl — TIPUYETUTHCA KOMY, COEJVIHWUTLCS YeTOlo, B
4eTy, COCTABUTh C KeM 4eTy». To eCTb BBIXOJNT, YTO
LIepPKOBHBII IIpUYeT — 9TO COEAMHEH)Ee B CEMEIHYI0
Hapy B COOTBETCTBUM C LIepKOBHBIMI 3aKOHAMIL.

IMomumo mpouux 6711071, TPaAUIMOHHBIE OTTIOfIA,
HofjaBaeMble Ha cBafibbe — OOpII, /Tamma u Msco C
CONIEHBIMM OTypLamy (pelent 3Toro HeoOBIYHO-
ro GOmoza mpuBOAUTCA HiDKe). [OTOBUTDH JIamumry K
cBajipOe — ellle OffHa MCKOHHas Tpaguuus. Jlammry
«KaTaloT» B JIOMe HEBECTHI, IpMYeM CBaxa M KpecT-
Hasl PUXOJSAT CO CBOEV KaTalIKOM — TOXKe TPaiNLIMsL.

[TpuBeneM penenT Msca C COIEHbIMI OTYpLIAMIL:
COJICHbIE OTYPLbI IUVHKYIOTCS ¥ IPOMBIBAIOTCS, 3a-
TeM MX OTKV/IBIBAIOT B Iy PIIUIAT, YTOOBI CTEK/Ia JINII-
HASA KMJKOCTb. MsCO TeM BpeMeHeM OTBapUBAETCA.
Ha >xmpy nopxapuBarwTcs TOMAT, MOPKOBb I JIYK.
[Mocnennero momkHO O6bITH 0OYeHb MHOTO. [TomKapka
HepeMellnBaeTCsA OTAENbHO C MACOM Y OTHENbHO C
orypuamu. [ToToMm B ka3aHe BBIK/IAIbIBAIOT HECKO/Ib-
KO CJI0€B, Yepelysa MACO — OTYPLBL, ! TAaK — CKOJIBKO
HOTYYUTCS. 3aTeM BCe 3aIMBaeTCs OY/IbOHOM U TY-
IIUTCS Ha MEIJIEHHOM OTHE.

Bosne popurernei xeHuxa CTOUT CBSIIEHHUK C
VIKOHOJ1, KOTOPOJI OH 6/1ar0C/IOB/IsAeT MOMOAbIX. Mo-
JIofble MOJIATCS U LienyloT uKoHy. IToce atoro Bee,
KTO OBUIN B L[ePKBH, CAfIATCS 32 IPA3THUIHBII CTOTL,
paccaXmBasCh B 3aBUCUMOCT OT CTEIIeHN POAICTBA:
yeM OV>Ke POCTBEHHUK, TeM OJVDKe OH CUIUT U
TeM 6osbllie ero gap monopbiM. Ha crtore, psmoMm ¢
MOJIOfIOKEHAMM, Ha MOJIOTeHLe TeXNUT KpecT. Kom-
HaTa, IJje CTOUT NPas[HUYHbIA CTON, 6OraTto ykpa-
eHa nBeTaMu ¥ rupisHpamu. Cpeny rocreit pop-
CTBEHHMKOB HeBeCThl HeT. [loce 3acTonbs Bce To-
CTV UAYT B JJOM PORUTEJIEl HEBECTHI, ITe UX TOXKe
BCTPEYAIOT XIe00M C COBIO M YCAKUBAIOT 33 CTOJIBL.

Y HeBecThI B JoMe TOXe (KaK 11 Ha 3apydyyHax,
I7le TOXKe BHA4ajle IPSYyT HEBEeCTY, YTOOBI Ipefo-
XpaHUTD OT JyPHOTO I71a3a) YacTO IIPOVCXOANT pH-
TyasI IpsATaHbs HeBecTbl. OJHAKO ec/n He yAaeTcst
YKpacTb caMy HEBECTY, TO IIPSYYT XOTA Obl ee Ty-
¢enbky. 3a BO3BpaT HEBECThI JKEHUX JJO/DKEH IIIa-
TUTH BBIKYII JeHbIaMI.

ITocrne aToro BCe MAYT B IOM >KEHUXA, IJie IIPO-
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Io/DKaeTcs IpasgHIYHOe Becenbe. Korga roctu Bxo-
TAT B JOM, IOIOT IecHIo «Haexaso, Haexaso MoTHbIi
IOBOP TOCTEN. .. »:

Haexano, Haexano NOHbII IBOP TOCTEI,
Bce HesBaHbIe.

HesBanble, He3BaHBbIE,

HesBamnble, HecoOpaHHbIe.

[Toxxamyiite, moXamyJirte,

Toctu munbie,

[ToxxanyiiTe ja KO MHE U B [IOM. ..

(Ilep6axosa H. JI., Benpuenkosa V. M., Jla-
teimesa 1. V., Peinbckas M. K. u gp., c. ITokpoBka,
2011)

3a cBafjeOHBIM CTOTIOM MCIIONHAETCSI MHOTO
Hapof#HbIX HeceH: «KyKyil, KyKylIKa, He CMOJKaIi.
Heponro te6e KyKoBath...», «3a HALIMMU 3a BepPb-
MI...», «O11, Ha Tope KanuHa...», «OIi, nenu, Tol fy-
OpaBa Mos...», «XOANUT ieBULA II0 TEPEMY...» U JIP.
Beuepom popiCTBEHHMKY HEBECThI HAUMHAIOT OJJAP-
BaTh, «BfA3aTb» POJCTBEHHNUKOB >XeHMXa. «BsxyT»
HOJIOTEHIIA, OTPe3bl TKaHY, pybauky 1 wiaTku. [To-
CJIe 9TOTO JapBI IIOTYYai0T MOJIOOXKEHBI.

[TepBBIMU OfApMBAIOT MOJIOABIX CBAaT M CBaxa,
a IOTOM II0 CTapIIMHCTBY Bce roctu. Ilomapku co-
OupaloT cBaT, CBaxa U ApyxKa. Bor kakue nmogpo6-
HOCTH 0 «Japax» coo0IIa OfHa U3 NHPOPMATOPOB
u3 c. [Tokposka: «Korya 51 6p11a HEBeCTOI, 2 MO Jie]]
ObLT KEHUXOM, OBIZIO TaK: KOTMa TOPUTCS, MOJIOfbIE
CTOAT 3a CTOJIOM, IIPK Aapax, a TOCTU HOAXORAT K
HUM ¥ JOPIOT, OffapsioT. VI BOT mapmim HaM IOJ-
PY>KKU IO TpU pyO1s, 110 AT, pyOalIKy KaKyo-HU-
Oynb 3a 3 py6/is, MeTp MaTepuasa — BOT TaKue Obln
Hapsl. A MBI Ka)X/IbliT pas, KOTZja HaM Aapuin, CTaHO-
BIJIMCH Ha KOJTEHM 1 roBopunut: ,,Crnacn60, Xpucroc,
OaTiomKa-Marymka’!».

BenbuenkoBa VIHHa MutpodaHoBHa 13 TOro
JKe Ce/ia IOTIOHSIET ee BOCIOMIHAHISI, B TOM YNUCTIe
CBeJICHMSIMU O TOM, KaK HEeKOTOpbIe IO|BBIINBIINE
TOCTY TIOPOIt O6elany TOMONTHUTENBHO TTOAAPUTD
(«momapuTh») 4TO-HUOYAb CYLIECTBEHHOE YXKe II0-
crne cBanpobl: «Hy, 6ptn u 6orarsie. I1pu ofapusa-
HUM KOKIOMY TOCTIO IOJHOCWIM BUHA; B 4YeTbIpe
HOTY IIOAXOMAT, B YeTbIpe PYKMU IOJHOCAT, TO €CTb
MY>K C JKeHOIL. ,KTO 4apouKy BBIIMBaeT — TOT Ofia-
psieT’, — 3TO CBAThI TOBOPSIT. KTO BBIMTMBILINIT U3PSI]-
HO, KTO OOTaThlil, IO 3HA/IN, KTO KaKOi1, TAK TOMY
TOBOPMIN: ,,MOXeT, ThI ellje HOfOPUIIb — Iy IIle-
HUIBI TaM, gBa’. ,A 4T0? Vl-nonépfo”. B o61wmem, Ha
APYTOii IeHb 3alpAram Jouaeil u cobupamm Beé
obemaHHOe, Bce 00elaHHbIe TOTAPKIL».

[Tocre BpydYeHMs1 HApoOB ¥ YTOLIEHWs TOCTEN
cienyeT cBajeOHas oOpsAmoBas 6GrmarofapcTBeHHAs
necHs: «BuHorpaz 1o ropam pacrer».

Bunorpap o ropam pacrer, (2 pasa)

A sropa, sirofa mo myraM 1BeTeT. (2 pasa)

Bunorpap pacueraert, (2 pasa)

A sropa, sirofa nocrieBaert. (2 pasa)

Bunorpap — AHipeii-CybIpb,

Bunorpap - ViBaHoBuY,

A Aropa, Arofia — cBeT 1 MapbIOIlIKa,

A gropa, srofia — cBeT JIeOHOBHA.

A ¢ Hux nmropu guBoBanucs, (2 pasa)

Xopouuye, IpUroxye cHapspKamucs. (2 pasa)

O x BB, JIIOAY, He AuUBYyiiTecs, (2 pasa)

Camu cebst JOPOXKUTE, XOPOIIEHBKO >KUBIUTE.

brarogapum, AHpipeit-cyabIpy,

bnarogapum, VIBanosuy.

A MBI Tebe TIECHIO CIIEIH,

A MbI X Tebe 4ecTb OTHAN,

brarogapum, 6marogapum!

(IHepemernesa T. I., 1951 r.p., Kynbneknna
B. ., 1943 1. p., Opuakosa 3. T., 1946 r.p., c. Eropos-

Ka, 2012)

OO6BIYHO TIO 3aBepIIEHMN PUTYajla JapeHus
Ha TpasfHIKe OCTAIOTCs OMM3K1e POCTBEHHMUKA 1
MOJIOJeXKb, IOCKOJIbKY IIO>KM/Ible TOCTI YXomAT. Ofi-
HaKo, [0 CBUIETENBCTBAM MH(GOPMATOPOB, elle 10
ux yxopna nemu necHwo «Oif, BB, CBaIlIKM, Ha/IMBail-
Te...». «Ee NCIIOMHAIN, KOTHa CUenN 3a CTOJIOM BCe
TOCTY, KOT/Ia Y>Ke 00e]l 3aKOHUMJICS, Y X03sieBa TIPH-
/1AL — IO TPAJVLIAY OHM 0053aTeNbHO JOIKHBI
OBV TIPUTTIACUTD — TOCTENT BBIIIUTD.

Of1, BbI, CBAIIKM, Ha/uBaiiTe, (2 pasa)
Ilp1 BBITIMBAIITE, IBI BBIMIMBAIITE.
Moto fodeuky rnoxsasiite (2 pasa)
IloxBansiiTe, moXBassiiTe.

[Is1 MOs1 mo4yeuka Momopasi, (2 pasa)
Monopast, MOIofas.

Kaxk s16/1049K0 HanmuBHOE, (2 pasa)
HanusHnoe, HanuBHOe.

(benpuenkosa V1. M., 1978 rp., c. ITokpoBka,
2011)

[Tocne momyHOYM IPOMCXOAUT OOPSAN CHATUA
darpl. PaTy ¢ HeBECTHI CHMMAeT CBaXa M HaJ/ieBaeT
€e Ha M/IaJIIIyI0 CECTPY HEBECTHI W/IM Ha IPYIYIO He-
3aMY>KHIOIO JIeBYLIKY. 3aTeM HaJleBaeT Ha HEBECTY
w1aToK U GpapTyk. C 9TUX IOp OHA CYMTAETCS KEHO
U XO3SI/IKO B IOMe.

Bropoit fieHb cBajgbObI Ha3bIBAETCS «OTBOJU-
HbI» U TOXKE IPa3gHYeTCs B NOME JKEeHMXa. Y TPOM
K MOJIOZIBIM IIPUXOAMUT CBaXa M/IM HAaHAIIKA, YTOOBI
IIPOBEPUTD JEBCTBEHHOCTb HEBECTHI. Ecm HeBecTa
OKa3aslach YE€CTHOI, TO €€ YrOLlaloT BMHOM U CIajio-
cramu. Ilocne sToro Bce UAYT B JOM K pOJUTELAM
HEBECTBI, YTOOBI II0O/IaTOAPUTH 332 XOPOILIYIO TOYb.
B xauecTBe nnogapKa pofgCcTBEHHMKY JKE€HMXa IPUHO-
CAT ¢ c000i1 )KUBYIO KYPUILY, KOTOPYIO IIepeBA3bIBa-
I0T KpacHOI1 leHTO4YKOoI. IIpy aToM 4acto ucnonHs-
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eTcst HapopHas ecHs «Kypouka-psibymka». B pspe
CTy4aeB KPAaCHYIO JICHTOUKY IIPUKAJIBIBAIOT HA CBOIO
ofiexiy HaHauy. KpacHBIil 1[BeT B JaHHOM CrTydae
SIB/ISIETCS] CUMBOJIOM JI€BCTBEHHOCTH HEBECTHI.

Tpetnit neHb cBafibObI OTMEYAETCS B JOME PO-
muTeneit HeBecTbl. Ha IpasgHMK IPUXOAAT TOTBKO
camble O7IM3Kue POJCTBEHHVKI I PY3bsl.

CBagpba B PyCCKUX CTApOOOPAAYECKUX Celmax
Pecrry6nuku MonpoBa 70 COBCeM HeaBHETo Bpe-
MeHM (IpuMepHO 710 KoHIa 70-x — Havama 80-X IT.
IPOIIOTO BeKa) MPAKTUYeCKV IOTHOCTBIO COXpa-
Hs/Ia CTPYKTYPY JipeBHEro cBageObHOro obpsifa, He-
CMOTpsI Ha [/INTE/IbHOE IPOKMBAHIE B MOIIABCKOI
STHOKY/IBTYpHOM cpefie. B HexoTophix cemax (ITo-
KpoBKa, KyHn4a u fip.) Hab/II0/{aloTCs1 IOMBITKY BOC-
CTAQHOBUTb II0 MEHDIIIEI Mepe HeKOTOPbIe 3/IEMEHTHI
cBafie6HOI OOPAJHOCTH, ellle He TaK HaBHO OBITO-
BaBIIeIl B IPAKTNYECK TIOTTHOM 0OBeMe.

CoracHO oduuyaIbHBIM JAHHBIM, IIEPBBII 32
200 ¢ muIIHUM JIeT CyIeCTBOBAHMA Cela Pa3BoOj, B
[ToxpoBke cryuncs B cepefune 50-x. Bpianu mo-
TOM ellje — HO PeKo. B 0CHOBHOM, 113-3a TOTO, 4TO B
Opak BCTymas He C eAMHOBEPIIAMI — «He Ta TPaiu-
1151, He TaK IOHMMAIH [PYT APYyTa MOJIOMBIE».

CrapyHHBIe IIECHN, B TOM 4YiCiIe CBafebHBIe,
HepefaloTCsl OT MOKOJMEHNs K IOKOTeHu. Mojo-
JieXb, YJaIecs: CeIbCKYX IIKO/ BOCIPUHUMAIOT OT
CTapIINX 9/IEMEHTBI OOPSTOB 1 TPALULINIL, @ TAKXKe
COITPOBOXK/IAIOIIVIT X IIECeHHBIIT (POTBKIIOP.

Ecmu kpaTko 0603HAYNTD CUMBOJIVKY II€CEH, CO-
IPOBOX/AIOIINX CBafieOHYI0 OOPANHOCTD, TO, Ipe-
XJie BCero, HeoOXOAMMO BBIIETUTb Te CBafieOHbIE
CUMBOJIbI, KOTOpble OTPAXKAIOT €JMHCTBO MOJIOMBIX:
CeJie3eHb I YTHUIIA, BUHOTPA/{HbIe BeTBM, BUHOTPAJ, 1
ATOfKA, COOOTIDb ¢ KYHULIet, ABa s0/104YKa U T. 1. Viges
0 ToTepe «/IeBbell KPACOThI», OTIYXKAEHNN OT HOJ-
PYT ¥ [€BUYbUX PA3B/IEYEHNIT BBIPAKAETCS B CIIe-
AYIOLINX PasBEPHYTBIX CUMBOJAX: pasOUTh 4apKy,
IPOUTD BUHO; CTIOMATh, CPyOUTH OepesKy, AOIOHb-
Ky; KOHb MOJIOJiIIa BBITOITA CaJj, BOPBA/ICS B OrO-
Pof; MOJIOZeL] pacTperIas, pacuecan KOCy HeBYIIKe;
pacchlmasics XeMIyT 1 Jp.

CyMBOIaMM CaMmoit >KeHUTBODI, TOXKe pasBep-
HYTBIMY, BBICTYNAIOT C/IeAYyIOLIMe: MpUdYecaTb Ky-
[P MOJIOALY; TepeBeCTH JAEBYLIKY 4Yepe3 pPeduKy
[0 MOCTY, >KepPHOUYKe, TECOBBIM HOCKAM; MOJIOJbIM
INTb U3 OJHON YaIIKV; OfapyBaHMe MOfapKaMu 1
T. 1. CUMBO/IMKA II€CeH, KOTOpPble COOTHOCSTCS B
Pas/IMYHBIMY dTalaMy CBafe6HOI 0OPSTHOCTH, CO-
CTaB/IsieT 0COOyI0 IpobIeMy 1 TpebyeT OTHETbHOTO
Y1y 6/IEHHOTO YICCTIeIOBAHSL.
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Rezumat

In acest articol sunt relatate rezultatele cercetarilor de
teren referitoare la obiceiurile nuptiale ale credinciosilor
de rit vechi, ce locuiesc in satele rusesti din Republica Mol-
dova. Aceste obicee sunt alcétuite dintr-o gama complexa
de elemente a culturii traditionale: actiuni ludice, simboli-
ce si ritualice; folclor verbal si muzical; componente vari-
ate de culturx materiald (vestimentatie si carute nuptiale,
bucate, decoruri ale casei, etc.). Sunt prezentate diferite
etape ale obiceiurilor nuptiale, cintecele, care le insotesc,
precum si marturiile informatorilor. In articol se abordea-
za succint §i problema simbolismului cantecelor nuptiale.

Cuvinte-cheie: satele rusesti din Republica Moldova,
credinciosi de rit vechi, culturad traditionald, obiceiurile
nuptiale, cAntecele nuptiale, actiuni ludice.

Pesrome

B maHHOI CTaTbe M3/I0XKEHBI PEe3Y/IbTAThl ITO/IEBBIX
VICCTIeOBAHMII CBafieOHOI OOPSITHOCTI B PYCCKUX CTapO-
obpsigueckux cenax Peciy6mkn Mongosa. OHa cocTonT
U3 CTIOXKHOTO KOMITTIEKCA 97IeMEHTOB TPaJUILIOHHOI ObI-
TOBOJI Ky/IbTYPBL: UTPOBBIX, CMBOTMYECKUX U PUTYaTIb-
HBIX JIeVICTBUIL; CTIOBECHOTO 1 MY3BIKa/IBHOTO (POTIBKIIOPa;
PasHOOOPA3HBIX KOMIIOHEHTOB MATepUajIbHOM KY/IbTY-
pbl (cBajieOHBIE KOCTIOMBI, CBafieOHBIE TOBO3KY, OTIOfiA,
yKpallleHVe XU u T. 1.). [IpeficTaBeHs! pasinyHble
3TamBbl CBafie6HOr0 00psaa, COMPOBOXK/AIOLINE €TO TIec-
HIL, a TAK>Ke CBUJIeTeNIbCTBA MHPOPMaTopoB. B cTaTbe 3a-
TPOHYyTa 1 ITpob/IeMa CUMBOJIVKY CBa/ieOHBIX ITECEH.

KiroueBbie cmoBa: crapoobpsifueckie cema Peciy-
Ok MongoBa, TpafUIMOHHAsl OBITOBAsI KY/IBTYPA,
cBafieOHast 0OPATHOCTD, CBaleOHbIe IECHN, UTPOBbIE fieil-
CTBUSL.

Summary
This articleis about the results of the field trips deal-
ing with the wedding ritual in the Russian old-believers
villages in the Republic of Moldova. This ritual consists of
the complex set of the elements of the traditional culture:
gaming activities, symbolic and ritual activities: verbal and
musicalfolklore; different elements of the material culture
(wedding dress, wedding carts, dishes, home decoration,
etc.). This article presents the different phases of the wed-
ding ritual, wedding songs, and also the additional materi-
als of the informants.The article analyses the problem of
the symbolism of the Russian songs.
Key words: Russian old-believers villages in the Re-
public of Moldova, traditional culture, wedding ritual,
wedding songs, gaming activities.
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Zina SOFRANSKY,
Ludmila MOISEI

POMUL VIETII - PARALELE EUROPENE

Aspect definitoriu al unui popor sunt elementele
ornamentale, inspirate din intreaga viatd cotidiana,
sugerate deseori de mediul inconjuritor, adaptate,
stilizate, trecute prin filtrul fanteziei mesterilor po-
pulari si transmise din generatie in generatie pana in
contemporanietate.

Unul dintre cele mai raspandite ornamente din
arta populard cu un profund simbolism este pormul
vietii. Fiind motiv universal, cu functii multiple po-
mul vietii poate fi abordat interdisciplinar: ca element
decorativ pe tesaturile de interior, ca ornament ar-
hitectural, ca arhetip imagologic al multor popoare.
Celebrul savant R. Vulcanescu in prestigioasa lucrare
»Coloana cerului” mentioneazi trei functiuni etno-
culturale ale arborelui vietii: o functiune magicd, o
functiune mitologica si una artisticd” (Vulcanescu,
1972, 165).

Scopul prezentului studiu este de a explica aceste
functii prin exemple concludente, de-a analiza ima-
ginea pomului vietii pe diverse piese etnografice, in
special pe tesdturi. Este o incercare de-a evidentia
unele asemanari, deosebiri de la o zona la alta, de la
un popor la altul, datd fiind stravechea traditie ce re-
leva influenta reciproca, principiile artistice unitare.
In elaborarea articolului ne-am axat atét pe literatu-
ra de specialitate din Estonia, Scandinavia, Lituania,
Danemarca, Albania, Romania, Republica Moldo-
va, dar si pe materialele culese in regiunea Alsacia
(Franta), in ordselul Stadel (Austria) etc.

Urmarindu-i geneza, vom remarca cid pomul
vietii intruchipeazd unul dintre cele mai strivechi
mituri pre-crestine ale ,vietii fira de moarte” Isi ia
inceputul in credintele neolitice, ddnd nastere Cultu-
lui agrar al fertilitatii si fecunditatii, iar apoi Cultului
solar (Sofransky, 2010, 19). Ca simbol apare inca din
arta mileniului al IV-lea in Mesopotamia, iar in mi-
leniul al II-lea este intalnit in tot Orientul Apropiat,
inclusiv in Egipt, Grecia, dar si in civilizatia hindusa
(Kepinski, 1982, 82).

Pentru arta populard europeana, literatura de
specialitate mentioneazd 2 tipare plastice fundamen-
tale ale pomului vietii: elenic si iranian.

Etnograful roman P. Petrescu, in lucrarea Moti-
ve decorative celebre, mentioneaza, insa, ca in spatiul
roménesc s-au inrddécinat trei tipuri ale pomului
vietii, cu influenta reciproca tipul traco-dacic, re-
prezentat de brad sau crengi de brad, tipul medite-
ranean, reprezentat de vase cu torti cu o plantd sau

o floare in el si tipul oriental, reprezentat de copacul
cu radécini si animale de paza (cerbi, iepuri, berze)
(Petrescu, 1971, 37).

Din punct de vedere al frecventei, in spatiul ro-
manesc se intalnesc in egala masurd toate cele trei
tipuri sus-mentionate. Deseori observam tiparul ele-
nistic al arborelui vietii, asa numitul vas cu flori. Pre-
domind insa, tiparul iranian ce incadreazd o planta
cu radacini cu doud pasiri afrontate.

O redare complexa a pomului vietii de tip iranian
intdlnim pe o scoartd din satul Plop Stiubei raionul
Causeni. Scoarta este decoratd cu motivele pomul
vietii, romburi si coarnele berbecului. Compozitia
reda toate elementele strivechiului simbol: radicina,
din care ies mai multe increngaturi, tulpina dreapta
cu crengi oblice, inegale si asimetrice, incdrcate cu
frunze, flori si fructe de mari dimensiuni.

Pe diverse piese textile pomul vietii ca stravechi
motiv tripartit apare in combinatie cu alte motive de-
corative (cavalerul trac, zeita mamd, rombul, coarnele
berbecului) etc. In cultura traditionali romaneasci
este insotit si de imaginea cupei (ghiveciul, paharul,
vazonul, cana etc.). Consideram cd explicatia o pu-
tem gasi in legatura cu momentele cruciale ale vietii
omului, cum ar fi nunta (inceput de viatd noua), sau
constructia unei noi locuinte, ocazii insotite si de pa-
harul cu vin.

In combinatie cu alte motive decorative pomul
vietii este rispandit si in alte tari. In Rusia, de exem-
plu, pomul vietii se intalneste in compozitie tripla (de
gen): zeita-mamd, cdldreti, larg raspandita si in seco-
lul al XIX-lea (Sofransky, 2010, 26).

In arta populard europeand, pomul vietii impo-
dobeste obiecte de diferite genuri (piese de mobilier,
broderii, piese de port etc). Pe tesdturile elvetiene,
estoniene, lituaniene, germane $i austriece motivul
este infatisat in diverse variante, iar una reprezentati-
va ar fi o tufa mare de frunze si pasari (Kuma, 1976,
23). In arta populara pitrund si ecouri ale stilurilor;
»culte”, exemplu in acest sens fiind o ladd de zestre
elvetiana (1776), in care floarea este reprezentatd ca
un buchet de pe timpul rococo-ului. De un deosebit
interes sunt cazurile in care motivul pomul vietii este
incadrat in decorul geometric din Balcani. Pe manta-
lele femeiesti din Albania ca si pe piesele de costum
din Dalmatia, vasul si pasdrile sunt geometrizate, iar
uneori floarea din virf este inlocuitd cu o rozeta asa
cum se intimpld si in unele zone din spatiul romé-
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nesc. Comparand reprezentarea pomului vietii de pe
piesele romanesti, alsaciene, lituaniene, estoniene, cu
usurintd observim o multitudine de aseménari ex-
primate prin forma pomului, pasarile care-1 insotesc
cat si alte elemente adiacente (fig. 1).

In Franta de exemplu, regiunea Alsacia, imagi-
nea pomului vietii este frecvent intalnita att in pie-
sele de ceremonial cét si in cele de uz casnic, repre-
zentarea acestuia fiind diferitd. Etnograful francez
Annick Abrial mentioneaza asa numitul ,,Stub” cen-
trul polifunctional al vietii sociale si de familie, unica
sursa de incélzire a casei in timpul rece, in jurul care-
ia iarna se intalnesc femeile pentru a croseta, broda
(Abrial, 2010, 23). Daca e sd comparam, putem afir-
ma cd ,,Stub” la alsacieni este cum ar fi la noi vechea
locuinta traditionala cu soba si cuptor. Dacd la noi
loc de pastrare a tesiturilor (prosoapelor) este casa
mare, atunci, la ei toate astea se pastreazd deasemena
in acest loc, dar intr-un dulap ,,special’, pe usa caruia
atrnd o piesd de ceremonial care dupa traditie este
ddruitd miresei de prietenele din copildrie. Daca ana-
lizam piesa (fig. 2) observdm cd frizele transversale
separd piesa in 4-5 pérti care contin motive traditi-
onale, animale fatd in fatd, chipri de femei stilizate,
inimi ornate, dar si arborele vietii de tip iranian. Fiind
expusa in vazul tuturor este un simbol al artei popu-
lare destinat a aduce protectie si prosperitate in casa,
dar si un sentiment de dragoste, caldura si confort.

Dacd e sa vorbim de reprezentarea pomului vie-
tii in Estonia, Lituania atunci observim o aseména-
re uimitoare cu tipul traco-dacic, specific tesaturilor
romanesti (fig. 1). Ca si in Franta, predomina ele-
mente cu figuri antropomorfe (calul si calaretul),
motive astrale, geometrice etc. In Germania, Spania
intalnim mai mult tipul mediteranean si iranian (fig.
3). Comun pentru tdrile mentionate sunt motivele
zoomorfe si aviomorfe, care insotesc pomul vietii.
Mentionam cé acestea sunt diferite, in dependenta
de specificul local. Mai frecvent intalnim pdunul, co-
costarcul, cerbul etc.

Tangente cu arborele vietii o are si practica den-
dolatriei. Sunt unele locuri in care practica dendrola-
triei se manifesta prin agatarea in anumite specii de
copaci a panglicilor colorate si pomelnicelor. Imagi-
nea unui astfel de arbore impodobit a pétruns si in
arta populard basarabeand pe un covor moldovenesc
din a doua jumadtate a secolului al XIX-lea péstrat la
mandstirea Suruceni pe care este infatisat un arbore
de ale carui ramuri atarna flori, panglici de hartie si
panza colorata.

Daca pomul vietii, ca element decorativ, a stra-
bétut toate epocile istorice, supravietuind pand as-
tdzi, in decorul tuturor domeniilor reprezentative
ale artei populare, semnificatiile magice si religioase,

incarcaturile simbolice, care i s-au atribuit in cadrul
diverselor culturi, s-au modificat. Aceasta ne impune
sd facem o trecere in revistd a continutului simbolic
al pomului vietii, analizand simbolismul de-a lungul
timpului, in cadrul diverselor culturi si la diferite
popoare. In aceasta ordine de idei putem afirma cu
certitudine cd din timpuri ancestrale, oamenii inspai-
mantati de neputinta si sldbiciunea lor in fata naturii,
au considerat ca peste tot existd factori determinanti,
care influenteaza benefic sau malefic viata oamenilor.
Astfel, s-a nascut religia animistd. In incercarea de a
gasi raspuns la multitudinea de intrebari fara raspuns,
au atribuit o functie simbolicd cu caracter mistico-
religios, fenomenelor naturale, plantelor, animalelor,
obiectelor, toate avand semnificatii magice, fiecare ju-
cand un rol anume in aceastd dramd cosmica.

Arborilor si copacilor, datoritd staturii lor mare-
te, impozante, li s-a atribuit o semnificatie cosmica,
au devenit cele mai reprezentative simboluri ale di-
namicii ciclului neantrerupt al succesiunii anotimpu-
rilor (similar cu cel al vietii omenesti), a mortii si a
reanvierii naturii.

Istoricul si filozoful roman Mircea Eliade menti-
oneza cd arborele vietii inlesneste comuniunea intre
cele trei niveluri ale cosmosului: cel subteran, prin
rddicini ce rascolesc adancurile; suprafata piméntu-
lui, prin trunchi si crengile de jos; inaltul, prin ramu-
rile dinspre varf, atrase de lumina cerului” (Eliade,
1994, 93). Arborele vietii adund toate elementele vi-
tale: pamant, foc, apa: ,Apa circula cu seva lui, pa-
mantul i se incorporeaza printre rddicini, frunzele i
se nutresc in aer, iar prin frecarea lemnului se obtine
focul” (Chevalier, 1999, 163).

Abordand simbolistica motivelor ornamentale
pe textile etnograful Sofransky Z. mentioneaza ca
»motivul pomul vietii este o reflectare a mitului ar-
borelui miraculos, purtétor de fructe ale vietii fara de
moarte si avind la radécini izvorul cu apa vietii” (So-
franski, 2002, 70). Despre semantica si simbolistica
pomului vietii, autorul mentioneaza ca: ,reprezintd
inchipuirile stramosilor nostri despre ciclul vietii si
legatura cu viata... de viata arborilor se leagd struc-
tura cosmosului (arborele cosmic) si soarta omului
(arborele vietii)” (Sofransky, 2010, 19).

Psihologul elvetian C. G. Jung, numit de Mircea
Eliade ,,profet al secolului XX” a considerat copacul
ca o imagine arhitipala: ,,...simbol al eului in sectiu-
ne transversald prezentat in procesul de crestere ale
carui radacini reprezintd inconstientul, trunchiul-
constientul, iar apexul lupta pentru individualitate”
(Jung, 1994, 72). In viziunea autorului, coloana ver-
tebrala este considerata stalpul central al corpului
omenesc care este sanctuarul sufletului.

Pe teritoriul tdrii noastre, cea mai interesantd
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reprezentare a pomilor s-a realizat pe tesdturi, mai
ales in campurile ldicerelor si a scoartelor. In putine
cazuri insd, se poate identifica specia pomului, de-
oarece printr-o combinatie de linii drepte si frante a
fost redatd doar ideea de pom. Cel mai bine insa, se
distinge bradul prin forma lui desévarsita si perma-
nenta frunzelor verzi care au determinat alegerea lui
ca simbol al simetriei si vesniciei. Etnograful roman
Romulus Vulcénescu in lucrarea Coloana cerului a
evidentiat ca ,bradul este considerat de popoarele
din sud-estul Europei ca arborele vietii”, iar la traci
»bradul este prezent in toate manifestarile rituale si
ceremoniale ce tin de adorarea astrelor, de ciclul vietii,
nastere, nunta, moarte, de ciclul calendaristic - zile de
munca si zile de sarbatori, solstitiale si echinoctiale”
(Vulcédnescu, 1972, 46).

Daca la poporul nostru arborele vietii este con-
siderat bradul, atunci in cazul altor popoare trebuie
sd mentionam stejarul celtic, teiul germanic, frasinul
scandinav, maslinul din orientul islamic, zada sibe-
riand, arbori remarcabili prin dimensiuni, longevita-
tea, sau in cazul mesteacdnului prin albul luminos al
scoartei. In China, simbol al eternititii este copacul
Qianmou care semnifica calea pe care urca si coboara
suveranii, mijlocitori intre cer si pamint. La indieni,
arbore al lumii si pom al vietii este Boddhi (specie
de smochin) sub care Budha a cunoscut iluminare,
formuland una dintre cele cinci religii esentiale, ca o
tilozofie de viatd, egiptenii venereaza ca pom al vie-
tii palmierul si smochinul. El reprezintd un curmal,
plin de fructe, pe ramurile cédruia stau cinci pésari,
de dimensiuni diferite, patru dintre ele cu tot corpul
indreptat spre est, cea de-a cincea spre vest. Vestul
este considerat teritoriul mortii, Valea regilor - adica
locul unde sunt mormintele faraonilor, pe malul ves-
tic al Nilului. Pasarile reprezinta varstele omului: nou
ndscutul, copildria, adolescenta (pe ramura cea mai
inalta a viselor si sperantelor), pasarea cu aripile larg
desfdsurate reprezintd maturitatea, iar cea indreptata
spre vest, este bitranetea, avind pe cap coroana inte-
lepciunii, dar privind spre moarte.

In mitologiile, credintele popoarelor, arbore-
le ocupé un loc deosebit de important, de la naste-
re pand la moarte si chiar si dupa aceea. Cercetand
mitologiile popoarelor, se constatd ca multe zeitati
isi au originea in arbori diferiti. Pentru aceasta, unii
pomi erau taiati cu mare fricd. Danezii de exemplu,
scuipa de trei ori inainte de a tdia un arbore. Daca
cineva care deoache se uita la un arbore, acesta se
usca (Chevalier, 1999, 94). In mitologia roménd, in
trunchiul arborilor si-au gasit salas spiritele padurii:
Muma pédurii, Paduroiul, Fetele padurii.

Pentru popoarele germanice, padurile erau locul
preferat al demonilor, oamenilor péadurii si alte per-

sonaje benefice sau malefice, care influentau in bine
sau in rau viata oamenilor. In mitologia unor popoa-
re din Asia Centrald, Japonia, Coreea si Australia, co-
pacii reprezentau forma de viatd a strimosilor mitici,
care s-au intors pe pamant sub forma de vegetatie.
Se credea ci ciocanind si imbratisind trunchiul unui
arbore, oamenii capitau ceva din intelepciunea si pu-
terea lui (Tolstov, 1959, 372).

Grecii si romanii antichititii construiau tem-
plele lor - Sacella pe langa padurile de smochini,
considerati arbori sacri, sfinti. In secolul al XI-lea,
credinciosii din Lituania, nu aveau voie sa paseascd
pe teritoriul Padurii Sfinte, deoarece se considera
ca profaneaza si jignesc zeitatile si duhurile ce locu-
iau aici. In Evul Mediu, aceste Paduri sfinte erau de
fapt teritoriul de vandtoare al regilor si monarhilor
(Dramba, 2008, 83).

In folclorul romanesc este cunoscuti Biserica de
brazi, loc cu valente magico-religioase, aseménatoa-
re Padurilor Sfinte. Aceasta era constituitd dintr-un
palc de brazi plantati in cerc, sau asamblati in acest fel
prin defrisarea padurii. In aceasti bisericd de brazi,
péstorii batrani sau chiar preotii, oficiau logodnele
sau cdsatoriile péstorilor (atunci cand périntii fetelor
nu acceptau mirele ales si ceremonia nu putea avea
loc in sat) (Vuia, 1983, 92).

Intersante sunt si obiceiurile legate de anumi-
te credinte si superstitii. In Anglia, Belgia, Franta si
Italia, se sadeste la nasterea fiecarui copil un pom in
gridini (Tolstov, 1959, 182). In tirile germanice pen-
tru béieti se sadeste de obicei un mar, iar pentru fete,
un par. Dacd moare un bdiat, la inmormantare i se
pune in mana un mar, pentru ca sd se poata juca si
in Paradis. In multe tiri (si la romani) exista traditia
ca sd predai virtual, simbolic, boala de la om la ar-
bore, astfel sufletele arborilor sufera in locul omului
(Coman, 1980, 83). La popoarele germanice, exista
obiceiul ca un copil bolnav s fie trecut prin scorbura
sau printre crengile unui copac, crezindu-se astfel ca
boala rimane copacului (Tolstov, 1959, 291). In unele
regiuni din Belgia se crede cd durerile de dinti trec,
dacd-i atingi cu un cui, pe care il bati apoi intr-un co-
pac. In unele tiri din Europa, tinerii casatoriti sidesc
in apropierea noului lor cimin doi stejari. Atata vre-
me cat acestea cresc viguroase, este semn bun, ca dra-
gostea este inca puternica si cdsnicia este temeinicd.

Motivul pomul vietii ca schema decorativd va
trai inca multd vreme, impreuna cu intreaga arta
populara, care se dezvolta si se transformd potrivit
noilor conditii, ducand mai departe stravechile ima-
gini. Am insistat pe prezentarea pomului vietii pen-
tru a sublinia ponderea lui deosebitd in ornamentica
traditionala, a evidentia bogatia si valoarea lui natio-
nald, universald in plan interdisciplinar: etnografic,
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istoric, arheologic, simbolic, mitologic, estetic, ima-
gologic. Facand o paralela europeand putem afirma
cu certitudine cd indiferent de tiparul ornamental, de
cromatica si specificul local, pomul vietii este prezent
la popoarele europene ca un argument de continui-
tate prin artd.

Literatura

Abrial A. TCAlsace en rouge et blanc. Alsacia, 2010.

Chevalier J., Gheerbrant A. Dictionar de simboluri.
Tasi, 1999.

Coman M. Mitologie populard romaneasca. Vol. I-II.
Bucuresti, 1980.

Dramba O. Istoria culturii si civilizatiei. Bucuresti,
2008.

Eliade M. Imagini si simboluri. Bucuresti, 1994.

Jung C. G. In lumea arhetipurilor. Bucuresti, 1994.

Kepinski C. L’Arbre stylisé en Asie occidentale au 2
millénaire avant J. C. Paris, 1982.

Kuma H. Esstirahvavaibad. Tallinn, 1976.

Petrescu P. Motive decorative celebre. Bucuresti,
1971.

Sofransky Z. Reminiscente traco-dace in arta deco-
rariva rusd // Revista de Etnologie si Culturologie, Vol. VI.
Chisinau, 2010.

Sofransky Z. Semne sacre ancestrale revalorificate in
cultul ortodox // Datina. Periodic constatean de culturad
traditionala. Anul XIV, nr. 49. Constanta, 2008.

Sofransky Z. Stergarul traditional moldovenesc. Bu-
curesti—Chisindu, 2002.

Tolstov S. P, Levin M. G., Ceboksarov N. N. Etno-
grafia continentelor. Studii de etnografie generala. Vol. IL.
Bucuresti, 1959.

Vulcédnescu R. Coloana cerului. Bucuresti, 1972.

Rezumat
In articolul ,Pomul vietii — paralele europene” au-
torii incearca sa abordeze imaginea pomului vietii din

punct de vedere interdisciplinar: etnografic, istoric, mito-
logic, simbolic. Articolul reprezintd un studiu comparativ
al ornamentelor roménesti, in special al pomului vietii, cu
cele din spatiul european. In acest fel demonstram ci or-
namentele sunt adevérate elemente de continuitate, care
si-au pastrat originialitatea in pofida interferentelor cul-
turale si timpului.

Cuvinte-cheie: arbore, pomul vietii, ornament,
tesaturi, simbolism, mitologie, culturd traditionala, arhetip.

Pesrome

B crarpe «JlpeBo >xmusHu — EBpomneiickue mnaparie-
7M» aBTOPbI NPEAIPUHIMAIOT IIONBITKY HOONTU K U30-
Opa)keHNIO ipeBa KU3HM C MeX/VCIUIUIMHAPHON TOYKN
3peHusA: 9THOrpayuecKo, NCTOpUIeCcKoy, MugOnIoru-
4YeCKOJ, CMMBONINYECKON. B cTaThe mpefcTaBieHo cpaB-
HUTE/IbHOE NCC/IeOBaHNe PYMBIHCKMX OPHAaMEHTOB,
0COOEHHO JIpeBa >KUSHM U [PYTUX OPHAMEHTOB, CyIIe-
CTBYIOIIMX B €BPOIIEICKOM IpOCTpaHCTBe. bymyun of-
HUM U3 YHUBEPCATIbHbIX apXETUIIOB, OHO XapaKTepu3y-
eTcs IIMPOKUM PAaCIHpOCTpaHEHMEM ) BBINONHSAET pas-
HOOOpa3Hble QYHKIMN: MaTN4eCKyIo, MU(POIOINIeCKYI0
U Xy[0XEeCTBEHHYIO0, YTO apTyMEHTVPOBAHHO OTPa’keHO
B JaHHOJ CTaThe.

KnioueBbie cnoBa: fiepeBo, [peBO >XM3HM, OpHa-
MEHT, TKaHb, CMMBOIU3M, MUQOJIOINsA, TPaAULMOHHASA
Ky/ZIbTYPa, apXeTHIL

Summary

In the article “Tree of Life — European parallel” au-
thor is an attempt to approach the image of the tree of
life from an interdisciplinary point of view: ethnographic,
historical, mythological and symbolic. This article repre-
sents a comparative study of Romanian ornaments, espe-
cially the tree of life with that from European space. In
this way we prove that ornaments are truly elements of
continuaty, which save originality despite interferences
and the time.

Key words: tree, tree of life, ornament, fabric, sym-
bolism, mythology, traditional culture, archetype.
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Fig. 1. Reprezentarea pomului vietii pe teséturile Fig. 2. Piesa de ceremonial
romanesti, alsaciene, lituaniene, estoniene din Alsacia (Franta)

Fig. 3. Reprezentari ale pomului vietii, or. Stadel (Austria)
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Cgemaara IIPOKOII

IIBITAHCKIMN U EBPEMICKUI KOAOPUT
B ITPOM3BEAEHUSIX B. AAASI!

KaprtuHa npescTaBieHnii o IjplraHaX, OTpaKeH-
Has B XYyIO)KECTBEHHOI IMTepaType, CBA3aHa KaK C
VICTOPMEN BCEMUPHON TUTEPATYPDI, TAK U C UCTOPU-
€l ¥ 9THOJIOTMEN PACCENIMBIINXCA II0 BCEMY MUPY
IbITaH.

LIpiraHcKas murepaTypa, CyleCTBYIOIasA B paM-
Kax MUPOBOJ TUTEPATYPBb, 10-CBOEMY ITpeJCTaB/IAeT
YUTATE/AM XapaKTep ¥ MEHTAUTET 3TOTO Hapofa, B
Hell OTPaXKaloTCH, NPEXTe BCEro, aBTOCTEPEOTUIIBI
HpeICTaBIeHNII CaMUX PoMa o cebe.

B Hacrosmee BpeMsA He CyIECTBYET JTYdILETO
MCCTIENOBAHMA TI0 IBITAHCKON IUTEpaType, YeM TO,
aBTOpaMM KOTOPOTO SABJIAIOTCA O€NIOpPYyCcCKuUil poma
u3 Jlonpona Banbpemap Kanuuun n Anexcaugp Py-
CaKOB.

B nx «O630pe LIbITaHCKOTI TUTepaTypsl ObIBIIIE-
ro Coserckoro Corosa, ctpan CHI' u bantun» - ge-
CATKU MMEH, Cpefiy KOTOphIX: Ayekcanap I'epmano
(mact. bammnms Fepman), Huxonait [Tankos, VBan
Pom-Jlebenes, ViBan Xpycranes-Tumocgees, Onbra
ITankoBa, Muxann besmonckuii, Jlekca Cseryios, I'e-
opauc Kantsa, Anekcannp bemnyrun, Visan Ilanden-
K0, Muxann Kasumupenko, Pauca Habapuyk, Enena
Mapuyx, Onbra CamyneBud u fip.

CerofHs Tak Ha3bIBAEMYIO «IIBITAHCKYIO TEMY»
B /uTeparype GOpMUPYIOT IB€ COCTABIAIONLINE, OIHA
13 KOTOPBIX OCHOBaHA Ha IIBITAHCKOII JIMTEpPaType,
HAaIlJMICAHHOJ CaMMMI NIMCATE/IIMY POM4, BTOPYIO JKe
IpeZCTaBIAeT MUPOBasA KIacCU4ecKas JIMTepaTypa,
B KOTOPOJI MacTePCKM BBIIMCAHBI He TOIBKO IICUXO-
JIOTMYeCcK1ie XapaKTepYCTHUKM I[bITaH, HO 1 UX 06pa3
XKVM3HU, TPAAMIVIN U OObIYANL.

B KOHTeKcTe IpefcTaBlIeHHOIO MCCIefoBa-
HIUs OTpaHMYMMCS TBOpuYecTBOM Brapmmmpa [ans
(1801-1872) — pycCKOTO Y4eHOTo, IycaTess, 3THO-
rpada u nexcukorpada, cocraButens «Tomxosoro
C/I0Baps YKMBOTO Be/IMKOPYCCKOTO A3bIKa», a TOUHEE,
IPOU3BENEHNAMM, B KOTOPBIX OH pa3pabaThIBasl I[bl-
TaHCKYIO M €BPEICKYI0 TEMATUKY. B aTOII TnTeparype
Mbl OOHAapyXXMBaeM STHUYECKME TeTepOCTEePeOTH-
bl OBITOBABIINE B TAHHBII MCTOPUYECKUIT TIEPUOT
B pycckoM obmectse. V. C. TypreHes o HeM mucan:
«I'-H [lanb, JOMKHO OBITH, IPOBE/I HEKOTOPBIE TOJIbI
CBO€I1 >KM3HM Ha Iore U Ha BocToke Poccum... fa,
BIIpOYeM, I7ie OH He ObiBa! MoyaBaHe, XWUBI, IbI-
rate, 6onrapb1, KMPIU3bl — 3TO BCE €My 3HAKOMBII
Hapof. BeIT ux, 06b4an, ropofa u ce/ieHus, pasHo-
ob6pasHyio npupopy Haieit Pycu pucyer oH macrep-
CKJM, HEMHOTVIMY, HO MeTKUMU depTamu. Y T. [lans

ropaszo 6ojee maMsTIL, 4eM BOOOPaXKeHNsT; HO TaKast
BepHasi U ObICTpasi MaMsATh CTOUT JIF0O0T0 BOOOpaske-
HYsI. MBI, TIOXKaTyif, TOTOBBI COI/IACUTBCS, YTO, IPO-
JKVBM T. [Tajib BeCb CBOII BeK B OJJHOM rOpPO/ie, TATAHT
€ro He pa3BIICA Obl 1 BIIOJIOBUHY; HO MAJIO JIM JIIO-
Tieil, KOTOpble U3bE3UIN BCE POCCUIICKOE TOCYAp-
CTBO BJJO/Ib U TIONEPEK ¥ — HUYErO He BUA/IN, HU-
Yero He C/IbIXa/IV 11 HUYero He IIOMHST, VU TIOMHSAT
COBepLIeHHbIe MyCTsKM. PasBe He TalaHT — yMeHbe
OIHUM B3IJLIIOM IOJMETUTbh XapaKTePUCTUYECKue
4epThl Kpasi, HAPOJOHACETIEH s, YIOBUTD MajIeliiiye
BBIPOKEHNUST PAa3HBIX — TOBOPsSI BBICOKMM C/IOTOM —
JIMYIHOCTE U, CPEMIV BCIKOTO POJia APSI3TOB Y METTKUX
XJIOIIOT, COXPAHUTb HEV3MEHHYIO, HeIIPUHYK/JCHHYI0
Bece/ocTh? 3aMevaTeNnbHO, 4To TI. Jlanb, BepoOATHO,
CO3HaBas CBOIO COOCTBEHHYIO PE3KO BBIPAXKEHHYIO
OPUTMHAIBHOCTD, He [JAeT €l CIMIIKOM Pas3bIrPaThCsi
¥ pelIKO BIIafjaeT B MaHepy, He Tak, KakK, Halpumep,
r. BetbT™MaH, ¢ KOTOPBIM Y HETO, BIIPOYeM, ZOBOIBHO
MHOTO 061uX YepT» (Typrenes, 1846, 5).

Ba’kHO Tak>ke OTMETUTb, YTO CETOMHS TaK Ha3bl-
BaeMasl «IIbITAHCKasl ¥ eBpeiiCcKast TEeMaTUKa» MOXKeT
OBITb pacCMOTpPEHA He TO/IBKO IO YITIOM 3PEHMs IT-
HOJIOTYM, HO ¥ Ha MeXAVCLIUIIIVHAPHOM YPOBHe: Ha
CTBIKE 9THOIOTMY Y TICUXOJIOTUY (3THOIICUXOTIOTHI),
a TaK>Ke 9THOJIOTVM U puytonoruy (3THOMIONOTN).

Wccneposatens Jlapuca Baranosa, ccbutasch Ha
kuury Hapexxppr lemerp, B cratbe «llpiraHe (mHTe-
pecHbIe paKTBhl)», NI3HAYATIBHO BbIE/IACT C/IEAYIOLIe
MUQBI U CTEPEOTHUIIBI O LIBITAHAX, CPENU KOTOPBIX:

— BPOX/IEHHAsI CIIOCOOHOCTH XXUTh 3a CUET JPy-
TUX;

- MOHAT/IMBOCTD, MATKMII XapakTep, JoOpoTa u
YCTYIYMBOCTD OT IPUPOABI, IIPUCYIIAS JTeHb;

— XUTPOCTb;

- Ha/IN4yie BHEIHEl KPAaCOThI;

- MOXMII[EHNE JIeTeNt;

- OpOMSsKHMYECTBO OT IPUPOABL, HEYCUITUM-
BOCTb Ha OJTHOM MeCTe;

~ HeCIocOOHOCTb XUTh 6e3 0OMaHa U IpecTyII-
HBIX JIeJICTBUII (4allle BCEro 0CoOble 0OCTOATENLCTBA
BBIHY)K/JAIOT MX U/JTYU Ha IPECTYIUICHE);

- I[pITaHe CTAPAIOTCsI He OpaTh B PYKU OPY)Kue 1
He CITy’>KaT B apMUY;

- UL CKPBITHOCTH LibITaHe 6epyT cebe IMpo3Bu-
1a.

W B TO xe BpeMs:

— HEeT HU OJJHOTO aHTUIIBITAHCKOTO 3aKOH3;

— OHU TPU3HAHBI HACTONBKO IOJIE3HBIM HAPO-
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TIOM, 4TO B pAfe MeCT VX BOXKaKaM Jal0TCs OIpefie-
JICHHbIE IPUBIIETNN (TPAMOTBL);

- IbITAaH HMKOTZA He IpeciefioBajia MHKBU3U-
U, TaK KaK OHM OBUIM CIUIIKOM OeITHBbI, 4TOOBI
OIUIATUTH CyHeOHBIe PACXOHbl, OHM He BCTPEYaNCh
Cpeny >KepTB BelbMOBCKIX ITPOLIeCCOB;

— IIpITaHe He COCTOS/IN HI B KaKUX epeTUIeCcKUX
CEeKTax;

— MICKOHHO LIBITAHCKOE B TaHI[e — 5TO 3HAMEHI-
TOe YMeHMe IOBOAUTDb IIeYaMy B OBICTPOM TeMIle
(Baranosa, 2008).

3aTpoHyTas TeMa JOCTATOYHO OOIIPHA 11 MHTe-
pecHa. IIpuBoMMBle CETONHA TUTEPATYPHBIE (PAKThI
— JIMIIb Majasi 9acTh aiicbepra, pasmMepsl KOTOPOTO
IIPOCTO HEBOOOPA3UMBL.

IIpegnpunATOe HaMM UCCIAefoOBaHNME IpU3Ba-
HO TIOATBEpAMUTb MM OIPOBEPTHYTH YCTOSABIINMECH
MU(BI ¥ TIPEACTAB/IEHNS O LbITAaHAX U eBpesX, OIN-
pasch Ha IUTepaTypHble NCTOYHMKY, aBTOPaMI KO-
TOPBIX ABIAIOTCA U3BECTHBIE pyccKue mucarenu XIX
B. [To 6obIIOMY CYeTy I pelleHus 3TOV 3afjadun
HEOOXOIIMO TIPOCTIENNTh, KAK MEHSIUCh 3TU Tpef-
crasienuA HaunHasA ¢ XVIII B. o Hacrosuiee Bpems,
OT Yero OHM 3aBVCE/IN 11 B KAKOJI Mepe 00I1[eCTBEHHO-
HOMUTIYECKasi 0OCTAHOBKA B CTPaHe MPefOIIpe/ierisi-
na 1 GopMUpOBaIa UX.

[TpencraBnenns o IpIraHax, cGopMmUpoBaBIIe-
Csl B PYCCKOII TUTepaType, MO>KHO MOApPa3fenTb Ha
Te, KOTOpBIe OBUIY OTPaXKEHBI B II093UM, U HA T€, YTO
copmupoBanuce B mpose.

Ha opHOII 13 HefaBHO MpOIIeUINX KOH(pepeH-
LUJi, TIOCBSILEHHOM IBITAHCKOI TeMaTMKe (ampesnb
2014, Kumunes), MBI yXe paccKasblBai 0 GpopMu-
pOBaHUY IIPEACTABIEHNII O LIbITAHAX Ha OCHOBE T103-
TUYECKUX NPOU3BENEHNI PyCCKUX nTepatopos XIX
B. CerofHst pedpb moiifer 0 GOpPMUPOBAHUM Ipef-
CTaBJICHUI O LIBITAHCKOM VM €BPEICKOM HaCelIeHUM,
OTpa’KeHHBIX B pyccKoli mpose XIX B., a KOHKPETHO
B Tex nmpoussefieHnaAx B. [land, B KOTOpBIX Urypu-
PYIOT IIpeCTaBUTENN JaHHBIX STHOCOB.

B 3TOM KOHTEKCTe YMEeCTHO OTMETUTb, YTO, Ha-
PANY ¢ IpefcTaBIeHNAMY, KOTOpbIe Mbl IIO/TyYaeM O
TOM WJIM MUHOM 3THOCE, B IpousBefeHN:Ax B. [lansd 3a-
YJaCTYIO IaHbI (€C/IV He B COIIOCTABJIEHNUM, TO TIapal-
JIeJIbHO) XapaKTePUCTUKY ¥ MHOTUX APYTUX STHOCOB.

MsBectHO, yTo Brnagumupom ViBanosuuem [la-
JIeM CO3[laHbl KOJIOPUTHbIE 3apMCOBKM HAI[MOHA/Ib-
HOTO XVI3HEHHOTO YK/Ia/ja, ObITa ¥ HDABOB, OIVICAHNE
BHEIIIHOCTY, YK€CTOB, OJIeXKAIbI V1 IIPUBBIYEK, VCTIONb-
3oBaHa Gpas3eonorus, XapakTepHas Jis1 nusobpaxae-
MOJi cpefibl He TONbKO PYCCKUX, HO U NpeJCTaBUTe-
el MHOTMX JIPYTMX HaIlIOHa/JIbHOCTEM, COCEeNCTBO-
BaBLIMX ¢ HUMU B XIX B.: yKpanHIies, 6onrap, MOJI-
IaBaH, LIbITaH, eBpeeB, MOJIAKOB, BEHI'POB, I'PEKOB,

HeMIieB, GPaHIy30B I MHOTUX IPYTUX.

OpHMM U3 W3BECTHBIX COBpPEMEHHBIX MCCTIe-
moBaTeneil TBopuecTBa Brmagumupa Jamnsa ¢ TOYKM
3peHnst ero 3THOrpaduyIecKoil COCTABISIONIEN SIB-
nsgeTcss KauaupaT Qumonormyeckux Hayk Harambs
JleonnposHa IOran, Hay4yHbIT COTPYAHUK JIyraHcKo-
IO HAIMOHAJIbHOTO IEJarornyeckoro yHUBEPCUTETa
uM. Tapaca IlleBuenko. 3amutus B 2004 r. uccep-
Tanuio Ha TeMy «KaHpoBo-cTmIeBble 0COOEHHOCTH
,boutert u He6putuIy” B. V. Hans» (XapbKoBcKuii
TOCYINApCTBEHHDBINI Mefarormyeckmii  yHUBEPCUTET
uM. I. C. CKoBOpOJibI), aBTOP psifia CTaTeil Ha TeMy
HAI[MIOHATIBHOTO KOJIOPUTa, (HONBKIOpU3MA HMPOU3-
Begenuit B. [lans, uccnenosatens, 1o CyTi, paboTaer
Ha CTBIKE JIByX HayYHBIX HAIpaBJIeHMil: (PUIOTOTH-
YEeCKOT'O ¥ STHOIOTUYECKOI 02,

Pacckaspl, HanMcaHHbIe B )KaHpe ObUINYEK U He-
opummn Kazakom JIyraHckuM (IMTepaTypHBIil IICEB-
mouuM B. [lans), sBumnuch cpeforodneM aBTo- 1 re-
TE€POCTEPEOTUIIOB IIPEJCTAB/ICHUI O TOM WIX MHOM
Hapoje. Llenb npeAnprMHATOrO UCC/IelOBAaHNUS — BbIY-
JIeHUB U3 Bcero TBopuectsa B. [lans mpoussenenus,
B KOTOPBIX IIPUCYTCTBYeT TaK Ha3bIBaeMblll «I[bITaH-
CKMIT ¥ €BPEIICKUIT KOIOPUT», 0003HAYNTH STHOTPaA-
buueckue fetam M STHUYECKNE XapaKTEPUCTUKI,
BBIfIe/ICHHBIE TIICaTeNIeM, B pe3y/ibTaTe KOTOPBIX Oy-
IYT OIpeZeNeHbl TeTepPOCTEPEOTUIIBI IIPE/ICTaBIEH NI
0 1jpIraHax 1 eBpesax B Poccun XIX B.

IlepBasa moBecTb, HamedyaraHHad B 1830 r. B
«MockoBckoM Ternerpade», ObpUIa MOCBALIEHa MOJI-
TABCKUM ITbITaHaM 1 Ha3bIBanach «L]pirankar. [1osxe
OHa IOSBWIACHh B COOpHMKe U3 4-X KHNUT — «bbIm n
HeObymnIpl Kasaxa Jlyranckoro» (CII6., 1833-1839),
B paspene «KapTuHbl U3 pycckoro 6biTar.

«Ecnu ceMbs1 3TUX IPUPOJHBIX KOBasIell, Ky3He-
II0B, HaliIeT B JiepeBHe MHOTO pabOThI 1 3a3UMyeT
TaM, TO M MHOTZIa OTBOJAT IIOPO>KHIOK 1130Y; 1IbIra-
He OT 9TOTO B IypHYIO ITIOTOAY He OTKa3bIBAIOTCA, HO
TOTYAC >Ke JIe/IAI0T B XaTe HEKOTOPble XO3AICTBEH-
Hble VI3MEHEHVs, IS OOJIBIINX SKUTEICKUX YHOOCTB:
OKHA I JIBepM BBICTABIIAIOTCS BOH, KaKoBa Obl HM
Obl1a Orof1a; 6€3 9TOTo L[bITaHy AYLIHO», — IUIIET B.
Hanp (Janp, 1848, 1-2). [Janee aBTOp ONNCHIBALT IO~
XOIHYI0 Ky3HMI[Y, KOTOpas «pa3buBaeTcsi OOBIKHO-
BEHHO B YICTOM II07I€, 3a CEJIOM, I, 3aK/II04asi B cebe
TaK)Ke 00lIilee KIM/Ibe BCEro IIBIFAHCKOIO CEMENICTBA,
COCTOUT U3 BETXOTO IIaTpa, KOTOPbII OFHUM KpaeM
IIPUMBIKaeT BIUIOTb K 3eMJIe, MeXXy TeM, KaK JpyToil
He TOXOJUT 0 3eM/IM Ha apIIH: 3afi 3aTOPOXKeH I10-
BO3KOI1, a mepep oTKpbIT. Illatep 3TOT cTaHOBUTCA
IJIOTHOM CTOPOHOI, CMOTps IO BPEMEHU TOfia, TO
IIPOTUB COJIHIIA, TO MPOTUB JOXAS U BeTpar. [Ipo-
TY/IUBAsICh MEX/Y CelleHMeM 1 KabakoM, pacCKas34mK
3aMeyaeT IBa IIaTpa M3 «3abIMJIEHHOTO, YE€PHOTO
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orpenbsi» ([lanp, 1848, 2). IT0 6bUIO B IOHE/EIBHIIK,
KOTOPBIII, «KaK YBEpAIOT, NPa3fHYeTCs IbIraHaMMu
BMeCTO BOCKpeceHbsi» ([Jamp, 1848, 3).

Brpyr B iBepsIX INUTEHOTO 3aBefieHs], «pa3Ma-
XUBasl PyKaMyl ¥ HAaK/IOHSA B PasfgyMbe TOJIOBBI, He
3HasA caMy, KyJja OHM UAYT WIM HaMepeHbl UATH, B
IIVHOK JIV, VUIM U3 LIMHKa», [TOMIATHIBASICH, [IOSBU-
JIUCh TPU LbIraHa. Bckope ABMINCH TPM LIBITAHKIH,
VX JKEHBI, a 32 HUMU «Ile/last TOJIA peOATHIIeK, 13
KOTOPBIX OOJIbIINe TAIVIM MEHBUINX HATUIIOM, U
IPUTOM He TaK, Kak OOBIKHOBEHHO HOCAT Ha PyKax
TPYZHBIX JIeTeil, a IlepeBaiB UX yepes ceOs, Kak HI
TOIIAJIO, U IPUIEP>KUBAs UX TAKXKe 3a YTO HM IIOIIa-
710, 32 PYKy W/IA 32 HOTY» (Manp, 1848, 3). Ha uncrom
BO3JyXe OJHNUM W3 IIbITaH OBJIafie/la OXOTA IUIACATD;
KaK IMIIET aBTOP, «OH CTPSIXHYII C Ce6s1 HaBA34YNMBYIO
6aby 1, IPUIOAHSAB PYKM, HOITO MPUITAKUBAICS U
HPUMepSICA, HO KaK-TO He MOT CIIPaBUTLCA C HO-
ramn». Becenbe mepenyio 1 Ha ero TOBapuILeit, Ko-
TOpBIe TAK)Ke MYCTUWINCh B IUIAC, @ UX YKEHBI CTajN
XBaTaTh CBOMX MY>Keil TO 3a YKy, TO 3a OfieX/y, Opa-
HSICh U PACTacKMBasl MX.

OcobeHHOE BHUMaHMe paccKa34yKa IpUBJIeKIa
opHa u3 nbiraHok. OHa 6b11a 6emokypoit. «Oesxzia Ha
Hell Obl/Ia TaK Ke, KaK U Ha IIPOYNX, U KaK HOCAT BCe
BOJIOLICKME ¥ OeccapaOCcKiue LIBITAaHKM: LIEPCTSHAS,
nosocatas 100Ka, TaKoil >Ke IOsIC, B JIaflOHb IIUPU-
HbI, Ha TOJIOBE IUIATOK, HOBSI3AHHBII MO-I[BITAHCKI,
TO €CTb, CBUCILINIT OJHVM YIJIOM ITO0 CIIMHE; Ha IJIeYax
pybaiika, Horu 60Cble, a U3-TIOf, IIaTKa PaccTHIa-
I0TCS1 BCK/IOUEHHbIe KOCMBI, — HO BOJIOCHI 3TN ObIIN
CBET/IO-PYChIe, TOTZla KaK BCAKOMY M3BECTHO, 4TO Y
L[bITaH BOJIOCHI YepHbIe, KaK cMonb» ([lanb, 1848, 4).

Ha cnemyrommit feHb, IPOXOAs K MOPI0 MUMO
HeOOJIBIIIOTO IIBITAHCKOTO Tabopa, paccKa3dymMkK 3a-
IJIAHY 1I0f, IWAaTpel. BoT uTo OH yBUgmen: «B riry6u-
He, TIO/IJIe TeJler, Obl/Ia BBIPbITa HEOOIbIIAs KPYT/Iast
AIMKa, HaJl KOTOPOIO CTOSII CTOJIMK, BCETO B YETBEPTD
BBIIIVHDI; pycas MOJIOfIast XO3siKa CO CTapyXoli, Ha-
CTosIIel BeIbMOI, CUJIEN 33 9TUM CTOJIOM, IIOCTa-
BUB HOTY B SIMKY, I KDOWJIM YTO-TO U3 PSANHBL, €CTIN
He M3 CTaporo Memka. HoxxHuipl, 6e3 coMHeHus,
JIOMAIIIHETO M3Je/sA, ObUIM BpOJe TeX, KOTOPBIMMU
CTpuUryT oBel. B cropone, 6onee Hamepeny, apyras
sIMKa, Ky3HEYHBIII TOPH, C Hapoo OeCKOHeYHO-3a-
JIATAaHHBIX MEXOB, C KOTOPBIMI paboTaja [ieBKa, I0-
Ka4yMBasCh U3 CTOPOHBI B CTOPOHY, MEX/Y TeM, KaK
X035AMH KOBAJI 4YTO-TO Ha HAKOBA/IbHE, IOCTAB/ICHHOI
B caMoil cepefuHe matpa. [Io cropoHaM Basamnch
PeOATUIIKY, 13 KOTOPBIX OFVH UTPaJl IPUBA3AHHOIO
Ha HUTKe MepTBOIo 4aiikoi» ([Janp, 1848, 5).

[Ipuxox B IIaTep Yy>KMX M3MEHMI MOBefleHMe
1birad: «babbl cTamy HAT/IO KSTHINTD M KAHIOUUTD U
TOTYAC JKe BBITHAIM BCeX peOATHIIEK B IUIACKY: 3a-

MedaTe/IbHO, YTO Y BCeX ObUI XOPOIINIT CIIyX, AUKMe
IeCHM MX He OCKOpOmsmm yxa. TONbKO HOXXWIIble
MY>KUUMHBI, X0351€Ba, COXPAHWIN MIPU 9TOM I1030PU-
1je CTEIIEHHOCTD CBOIO, II0fiaBast BUJ, OyATO He 3a00-
TWIACh O TOM, YTO BOKPYT UX JIe/Ialioch; a 6emokypast
IIbITaHKa ObUIa MOJYaIMBee M CKPOMHee IIPOYNX»
(Tanb, 1848, 6).

Beuepom crapas 1pIraHKa BMecTe ¢ OeJIoKypoi
CTalmm OOXOFUTH BCe HBOPBI, COOMpas IOJasHIE.
B ocHoBHOM, mpocmia crapuras, MOJOfas HOCWIA
HOIITY, HABbIOYEHHas IIePCTIHOIO, IT0I0CATOI0 TIepe-
METHOI0 CyMOIi, HabuUToil KapTrodeneM 1 XaeOOM.
Kak samermn aBTOp, CTapas IbITaHKa TOBOpMIA 3a
TPOMX, BBIIPALINBAs BCE, YTO IOTA/JA/IOCh €lf Ha I71a-
3a, Pacchlnasich B MOXBanax U MOXKemaHusax: « [logait
MWWIOCTMHKM, XPUCTa pafint’, TOBOPIIA OHA C Pe3KUM
yHapeHyeM CBOVMM Ha KaKioM crore: VI 6orat 6y-
Jielllb, ¥ XOPOIL, U fieTu 6yayT 60sbIiNe... TOAal, 1o-
Opa maHs, 0O6pOK IOAYILIHBII [IATUTD, BOT Y Hee”, —
yKasbIBasi Ha MOJIOZYIO — ,,iBa MaJIeHbKMX O/IV3HAT-
Ka...” Y BceX IIbITaHOK, KaK M3BECTHO, eCTh O/IM3HATA;
II0 KpaifHeil Mepe, OHM B TOM YBepsIOT Bac, KOTfa
npocat nopasuus» ([anp, 1848, 7). Pacmonoxus kK
cebe cTapyxy, a 3areM U O€/OKypYyIO I[bITaHKY, aB-
TOp BCe-TaKV pasysHall, 4TO OHa pogoM 13 [Tompum.
Beuta coBceM MasbiM pebeHKOM, KOTTIa BO BpeMsi BO-
eHHBIX JelicTBuiT Ha Teppuropun [lonbim, mpomnc-
XOAMBIINX IOO/IM30CTI OT ee POJHOTO JJOMa, OCTa-
J1ach OJJHA BO IBOpPE PaspylIeHHOTO OTYEro JoMa, Oe3
ponHbIX. bpopshkHMYas 1 rosofasi, oHa Habpena Ha
IIBITAHCKIIT TAbOP, I7le ee IPUIOTIIN U IPUHSIIN KaK
CBOIO, @ 3aTeM IIOB3POCTIEBIIYIO y)Ke 1 3aMY>X BbIfla-
7 3a cBoero. « MHMMast» [[pIraHKa 3Banach IOnBucs.

Ha stom MbI npepBeM cBOIt pacckas o «Llpiran-
Ke» B. [land, moromy 4To manee aBTOp, yKe He BJia-
BasChb B 9THOrpadmyecKkyie MOAPOOHOCTH, Iepefat
TPYCTHYIO VICTOPMIO O IIOJIbCKOJL I€BOYKe, IOTepsIB-
1iell CBOMX POJHBIX.

Takum 06pa3om, y)xe Ha IpUMepPe ITOTO paccKa-
3a MBI MOXKET BBIJIETUTD T€ CTEPEOTHUIIbI VIV YCTOI-
qyBBIe MTPEICTAaB/IEHISI O [[bITaHaX, KOTOpble 0003Ha-
411 B JaHHOM ITpoussefeHnyu B. [lanp:

- KakoBa OBl HM ObUIa IIOTOfA, <...> IbITAaHY
YILIHO;

— IOHeJ|eIbHUK TIPa3HYeTCs LbIraHaMI BMECTO
BOCKpECeHbs;

— peOATUIIKM XOMAT TONIAMMU, U3 KOTOPBIX
OoblIVe TAallaT MEHBIINX HArMLIOM, ¥ IPUTOM He
TaK, Kak OObIKHOBEHHO HOCAT I'PYIHBIX JIeTeil Ha Py-
Kax, a [lepeBa/IiB UX Yepe3 cebsi, Kak MOMajo, Mpu-
Iep>X1Bas X TaKXKe 3a 4TO MOMNAJIO0, 33 PyKy MIN 3a
HOTY;

— Ha YMCTOM BO3JyXe LIbIFaHOM MOYXET OBJIA/IETh
0XOTa IUISICaTh, KaK OJJHUM U3 FePOeB PaccKasa;
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- IPUXOJ B LIATEpP IyXXMX U3MEHI OBeIeHue
1biraH: «babbl cTa/my HAT/IO KIAHYNTD M KAHIOUUTD U
TOTYAC YK€ BBITHAIM BCEX PeOSATHUIIEK B IUIACKY»;

- Y BCex L{pITaH 0BT XOPOLINIT CIIyX, AUKYE Iec-
HY VIX He OCKOPOJISA/IN yXa;

- HOXWIble MY>KYMHBI-LIbITAaHe, XO035€Ba, CO-
XPaHSIOT IIPY 9TOM «I1030puILe» (KOrfa B IIaTpe Mo-
ABJIAIOTCA Yy>KIUe Y IeTY Ha4MHAIOT IUIACATD 1 IIeTb,
a SKEHIVHBI-IIBITAaHK) IONPOIIAHIYATb) CTEIeH-
HOCTb, TIOfaBasi BUM, OYATO He 3a00TUINCH O TOM,
YTO BOKPYT HMX JI€/IanoCh;

- BBINpAIIMBas BCe, YTO IOIAJANOCh CTapoil
I[bITAHKe HA I7Ia3a (a rOBOpMIA OHA 3a TPOMX), OHA
paccelnazach B IOXBalmax M noxkemaHuAx: «Ilopaii
MWIOCTUHKY, XpucTa papu <...>. VI 6oraT 6yzems, u
xopol, 1 fiety 6yAyT 6o/bILINe... IOAATL. .. »;

— KOT/ja L{BITAHKY TIPOCSAT TO/JasiHIs, OHM YBepsi-
I0T, YTO Y HUX €CTb «OM3HATa»;

- B Tabope Xuma 6enoKypas Ipiranka. Bo Bpe-
MsI BOEHHBIX jelictBuii B [Tonmbiie oHa Habpena Ha
LBITAHCKIIT TabOD, T/ie ee IPUIOTIIN U IIPUHS/IA KaK
CBOIO, @ 3aTeM IIOB3POC/IEBIIYIO BBIJAIN 3aMYXX 3a
CBOETO.

Otyacty B 9TOM parMeHTe 1oay4daeT 00bscHe-
HIe «JIOKHBII» MU} O IIbITaHaX KaK O TeX, KOTOpbIe
(KaK lyMaeTcsi MHOTMIMM) BOPYIOT fieTell IV ITOA0M-
pAIoOT B pa3HbIX CTPaHaX.

B atom ke u3gaHUM, COCTOSIIEM U3 4-X KHWT,
— «bpumn n HeOpUMIBI Kasaka JIyranckoro» (CII6.,
1833-1839) - yBupena cBer apyras ckaska: «Ckas-
Ka IIPO XK¥/ja BOPOBATOrO, IIPO LibIraHa 60POIaTOro»
(1935, ku. 2. C. 81-194). Ckaska 6bl1a ory6/1KoBaHa
B 1848 n 1861 rT.

«B ckaske "ITpo skmpma u ipo upirana” (Peus upmer
0 «Cka3Ke Ipo >K1jja BOPOBATOTO, PO IIbIraHa 60po-
patoro» — C. I1.), — ormevaer H. JI. IOran, — mose-
CTBYIOIIEII O HEITPOCTBIX B3aVMOOTHOIICHNAX NIpef-
CTaBMTeIell pa3HbIX HAPOIHOCTeEN, STHOTPapIIecKN
JOCTOBEPHO OIMCAH BHEUIHWIT OOMK, IPMBBIYKIY,
HallMOHaTbHbIe 00bIYan, 0COOEHHOCTU OBITA, S3BIKA
eBpeeB, LIbITaH 1 yKpauHies [logonbs. IIpu aTom B
TEKCTe [IOC/IeIOBATE/IbHO Pean3yeTcsl yCTaHOBKA Ha
COTIOCTaB/IeHNe KY/IbTYPHBIX HAIMIOHATbHBIX TPAJy-
. Takoe comocTaB/ieH1e KIafieTCsl B OCHOBY 3aHI-
MaTenbHOI ucropun. Hanpumep, B “TloxoxpeHMsAX
10 - 11”7 cmy>kaHka eBpes (Moofast MaToOpOCCUSAH-
Ka) IpUIacaa Jyig CBOETO BO3MIOOTEHHOTO KYCOK
caja — JIIOOMMBI YKPaMHCKMII IPOAYKT IMTAHUA,
U CIpsATajIa ero B X03sicKoM moaBate. Crnacasch OT
HOTOHWU, I[pITaH 3a0eraeT Cofia ¥, CTPEMsICh JTI00bI-
MM CPefiCTBaMM CIIACTVCh OT OCK/AIOLINX YKPBITHE
“HerpuATenell, >KUJOBCKOTO Karama~, pasjeBaeTcs,
obMasbIBaeTCsl CalloM M BblOeraeT U3 mopBaaa. EB-
peu, BbIMa3aB O LIbITaHa CBOM PYKI Ca/IOM,  OCKOPO-

MWIKCH . OT 9TOTO OHM IPUXOJAT B OOJIbIIIee OTYasI-
HIte, 4eM OT Ge3HaKa3aHHOTO MCYe3HOBEHMsT OOMaH-
myka u Bopa» (FOram, http://tomb-raider6.narod.ru).

HerpynHo 3amerutsp, 4to y Jlams 4acTto BCTpe-
JaeTcs C/I0BO «kup». He yrny6nssace B mogpo6Ho-
CTM STYIMOJIOTMY 3TOTO CJIOBA, /INIIb 3aMETVM, YTO B
cnoBape camoro Jlajs MpUBOAATCA CIeAyIoIIue ero
3HAYeHNUA:

la) Crap. HapoffHOe Ha3BaHIe eBpest;

16) IIpe3pur. Ha3BaHue eBpess;

2) CKymoii, CKpsra, KOPBICTHBIN CKyTIeLy;

3) Kisikca Ha Gymare.

B pycckoM s3blke C TedeHVNeM BPeMEeHU 3TO
CTI0BO MPUOOPETIO IpeHeOPE>KUTENIbHBII OTTEHOK, B
TO BpeMs KaK B IPYIMX CTaBSIHCKUX SI3bIKaX (IIO/Ib-
CKOM, C/IOBAlLIKOM, YeIlICKOM) OHO COXPaHWIO CBOE
3HaueHMe «eBpei» 6e3 Kakoro-mibo mpeHeOpexxu-
TE/IbHOTO HIOAHCA.

9TO HMKAKMM 00pa3oM He CBSA3aHO C IMPUIINCHI-
BaeMbIM B. [lamo aBTOpcTBOM «3aIlMCOK O PUTYaIb-
HbIX y6uiicTBax» (1913), OTHOCHUTEIBHO KOTOPBIX
POCCHMIICKMIT  VICCTIef0BaTeNb-PUIONOT  AJleKCaHAp
[TaHueHKO OTMeyaeT: «T'ak win Have, st He CTal Obl
06BuHATD [lana B KakoM-1160 0c060 BBIpaKEHHOM
aHTHceMuTU3Me. B koH1le KOHIOB, ~Pospickanmue...”
IpefICTaB/IsAeT o0l JOOPOCOBECTHYIO, XOTA U JO-
BOJIPHO HEYKJIIO)KYI0 KOMIWIALMIO TTOIbCKOVL 1 He-
MEIKOl ~HaBEeTHON J/MTepaTypbl , KHUTY MOHaxa
Heodmnra, a Takke MaTepuanoB “Be/IVKCKOTO Jie/a’ .
Boo6uie rosopsi, u Hepxasun, u [lanb, paccyxpias
0 eBPEeJICKOM PUTYaIbHOM YOUIICTBe, Be/u cebs Kak
HefJaHTUYHbIe YMHOBHUKY, CTOIKHYBIINECS C OIIpe-
JIeJIEHHOI COLMA/IBHO MPO6/IEMOI U IIPUBJIEKA0-
I[yie JOCTYIIHbIE MM MCTOYHMKY JJIs €€ OCMbIC/IEHNs
¥ pasperteHust. VICTOYHMKY XKe 9TH, KaK U caMa Ipo-
67mema, ObUIM 3aMMCTBOBaHbI U3 amapHoit u Llen-
TpalbHOI EBpOIBI, 4TO, HAfl0 AyMaTh, IMIIb MOBBI-
IIaJI0 VX TIPEJIIOIaraeMylo JOCTOBEPHOCTD B ITIa3ax
aBTOPOB U YMTATe/Iel! 3aIIafHNUECKOI OPMEHTALINI»’.

Ckaska coctouT n3 16 4dacreii, HasBaHHBIX [lo-
XOX/JeHUsAMIU. Bo BTOPOM IOXOXXZEHMU OfVH U3
I7IaBHBIX IepoeB — IbiraH 6opoparbiit. Ha apmapke
IIbITaH Hava/l IPUCMATPUBATBCA K €Bpelo, KOTOPbII
IpuOBLUT Ha APMapKy Ha cBoelt kobbuie. OHa MpuUI/I-
Hy/1ach 1pirany. Bor kax nuuier 06 atom [lane: «Ha
BepandeBckuit spMapoK * Che3KAITCS KUABI U T10-
JISIKH, IIbITaHe M MOCKA/IN, TATaphl M KATIMBIKI; Che3-
xartca ¢ [logony u ¢ Ykpaiinsl, ¢ Kpeimy 1 ¢ Yep-
HOMOpbs, ¢ Bonru u ¢ [Tnenpa, ¢ Jony u ¢ Ilogmo-
CKOBbBS, 13 Beccapa6m/1 u ¢ JInTBbI, U3 HOTPAHNYHON
HeMeuMHbl, 13 ['amunum, us ropopa JIbBoBa, 4TO IO
uxHeMmy Jlembepr. A IpOJAIOT TaM BCSKYIO BCSIYNMHY,
KaK TOBOPSIT: ¥ BETYMHY U P>KaBUMHY; U ITOKYIIAIOT
TO e, ¥ BOPYIOT TO )K€, BCAKYIO BCAYMHY, 2 UMEHHO:
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4To momnagercs. IIpuexan Tysa BepXoM Ha KpajeHoil
KOObUIeHKe I[piran 6opopatelit. OH POAsACh Ha CBO-
VX JIOLIAJIAX He e3KaJl J/IA TOTO, YTO Y HeTO CBOUX He
6b1Baso. "MHe, — TOBapMBan OH, — He 13 Yero ob3a-
BOIUTLCA CBOMMIM JIOLIA/IbMY, Ja U XJIONOT C HUMM
MHOT0; 2 BOPOBAaHHYIO He TaK XaJlb, XOTb 1 6€3 KopMy
JIeHb-IPYTOJl IPOCTOUT, Ja U NPOJATH-TO €€ MOXKHO
IOCXOfiHee; 3a KYIUIEHOI0 HaJloOHO XOAMTD, HAZIO ee
Oepedb, 11 XONMUTDb U KOPMUTB, 1A ¥ IeHbIM BBIPYYUTD
— OHa He B IIpMMep JOpo>Ke KpageHoit oboiiercs!”»
(Tanp, 1861, 7-8) °.

Pemvn npirad KynmuThb y eBpest JIOLIa b, fia TIOfe-
miessie. JVInTepecHo onmcanue B. J[laneM BHeMIHOCTU
eBpes, KOTOPBIil TOTOBACh K ApMapKe, «HAflel dep-
HBIJ Xa/laT, KOTOPBIN IPO3BIBAJICA: JIATKA HA JIaTKe
JIATKOJI IIOTOHSAET; HaJie/l YepHble, KOPOTKME JIOCKH-
Hble IIAHTaJIOHbI, KOTOPbIe OJHOBEpel] ero, CKOPHAK
Bepka, BbIfiesTal eMy L[e/IMKOM M3 Te/Adell IIKYpbl;
HATAHY/I HUTSHHBIE YYJIKM, CTONTaHHbIEe OalIMaKu,
epMOJIKY, 3 KOTOPOIT HOObIBa/I Ha BBIBAapKe, IO /iBa
pasa B rofj, pyHTOB IO MATK Cajla, HAXIOOYIIT MOX-
HATYIO IIAIKy, IUIMCOBBI BepX, KOTOPBIN JABHBIM-
TAaBHO MOJIb Che/la ¥ KPbICHI Ha THE3[ja PacTacKalIm»
(Manb, 1861, 9).

Ckaska «ITpo >xuja BOpoBaTOro U 1ibIraHa 60po-
JIaTOrO», Ha CaMoM ferte, 6onbinas. Ha nporsxennn
BCell CKa3KII ee aBTOP IIBITAETCS MIOKA3aTh He TO/IbKO
XapaKkTep OIMCBHIBAEMbIX STHOCOB, MX MEHTAJIUTET
U 3THOTpadMdecKue JeTaln: UX OfieX/y, Mo0MMble
Omof1a M IpeAIoYTeHNsI, HO U OOBSCHSET MCIO/Ib-
30BaHMe TeX MU MHBIX C7I0B. Tak, Hampumep, Korja
OH TOBOPHUT O «X0XJIe» V/IBaHe, KOTOPBIII CITY>KUT y €B-
pes, B [UajIorax MeXX/ly TeM 1 [PyTUM OH JjaeT YKpa-
MHCKYI0 peub. [0BOps 0 eBpee, Te WM MHBIE IIpef-
MeTbI Jlab Has3bIBaeT Tak, KaK ObUIO NPUHATO B TO
BpeMA. UyTb MO3)Ke aBTOP IOSCHUT, II0YEeMy eBpen
3a4aCTYIO MCIO/Ib30BA/IM B CBOEII pednt CJIOBa HeMell-
KOTO ITIPOMCXOXJIeHnA. B ommcbiBaeMoil cuTyarum
eBpeil, TOJKI/as IIOKyaTeIst Ha spMapKe, BHIPyOu
(eitepy, 3aKypyI KPaKOBCKYI0, IePeBsSHHYIO TPYOKY,
B3BA/IICA Ha KYL[YIO KIA4y U HOBE Iapy, PhDKYIO
Jia yajyio, B OfIBOJAX, Ha Bogoroit (Janp, 1861, 9).
«BpIpybuThb deriepy» — He 03HAYaJIO TN BBICEYb, Pa3-
Kedb OToHb? VI NelficTBUTENbHO, PYCCKO-HEMELKIIT
C7I0Bapb JlaeT IepeBof, coBa «Feuer» Kak OTOHB,
IJ1aMs, KOCTep, IoXKap, CTpenboa, xKap.

O6paruM Taxke BHUMaHME Ha IIOBEJieHMe IIbl-
raHa, KOTOPBII 3alyMan 00BeCTH eBpes: «A ILIbITaH
60po;[aTbn71 3a HUM, 33 HUM, JaBall yIaXuUBaTb U
BIJLA/IBIBATHCS B KJISY OKMIOBCKMX, OYATO KOTOpas
U3 HUX eMy II0 MacTy, He TO IO CTaTSAM IPUIJIAHY-
nack. "YUTo THI Ha 4y»XK0Oe J0OPO 3apUIIbCS, — CIIPOCIIT
XK1, 3aBUIHO 4TO /it Tebe? — [Tpopait! — ckasan mpl-
raH. — Kynu, — otBevan >xup, — y MeHA 1A fobparo

HapH:, KAKOB Tbl, 3aBeTHAT0 HeT, IIPOfiaM, TIOXKayI,
u pasBuHa!”» ([lanp, 1861, 9-10). Mexay TeM LibIraH
IIOJOILIETT K JIOLIAZsAM, CTa/l OCMAaTPUBATh 3Y0BI, «60-
JKIJICA, YTO OJHA callaTas ¥ ¢ MOKPeL|OM, Apyras 3a-
IajleHa ¥ pa3buTa Ha IepefHIe HOTY, TPEThs Ha 3a-
IOHMSA», a CaM TeM BpeMeHeM OJJHOI 13 HUX OO
B yXO 4eCHOK. V3-3a 4ero oHa cTajzia MOTaThb rOJI0BOIL,
JIATaTh 33aOM U TIOHEeCTach. 1'eM BpeMeHeM I[bITaH
CXBaTW OJHY M3 OCTaBIIMXCA JIOIIAfiell M yTHAI.
Hanee B. [lanb onmcbiBaeT CBOEro pofa LIbITAHCKME
MPAKTUKY TI0 Mepefie/IbIBAHNI0 «KMIOBCKON KIIT4M»
U TIO TIOATOTOBKE ee K Ipofaxke. «OH MOKOBBI CO-
TPl I CXOPOHMI B MEIIOK CBOIJf, Ha CTapoe >Keneso,
Ha JIOM, XBOCT 0OpPYOWI BIUIOTh IO CaMylO PeINKy 1
IIpOfaN XUAAM Ha TpeHaflepcKie Cy/ITaHbl, MEeTKN U
VIO OCTPUT, KOIIbITAa HNOFYVCTWI, CMOYM/I IIPaBbIil
OKOPOK BOJ[010, B3bE€POLINI IIEPCTh ¥ OCTaBUI Te-
IUIBIM JKejTe30M (ajIbLINBOE TaBPO, Ha Of001e TOTO,
KakK Haly 6apbIlIHy, ObIBAJIO, KY/pYU 3aBUBAJIN, & T10-
TOM CBJIIJI €€, CIUCTII TEPIYTOM 3yObl, Ha KOTOPBIX
JYepHBIe JaIIeYKV O3HAYA/IN 110 OOJIbIIIe [IBEHA[IIATH
TOZIOB, ¥ TIOCTABWJI JKETajioM, pacKajieHHbIM >Kejle-
30M, HOBBIE, KOTOPbIS MOKasbpIBamy InecTb» ([lanb,
1861, 11). OTBe3 1pIraH jo1manb Ha 6asap 1 Mpojal
eBPeI0 ero >Ke JIOIIa/b, B KOHIIe KOHIIOB. CuacTmm-
BBIV ¥ OBOJIBHBII €Bpeil IPUBEN JIOWafb JOMOIL, a
eMy ero 6aTpak VIBaH, KOTOPBII TYT >Ke MOHSII, YTO
IIPOM30IIIIO, II0 IPMMeTaM Cpa3y Paclo3Ha I0IIajb
xo3sAnHa Vupbku. EBpeit Haval IpOK/IMHATD LbITaHA
3a TO, YTO TOT €TO JIOLIAAb YKPaI 1 eMy e IIpOofial.
Barpak, «x0x0/» — «ObUI OO/BIION OXOTHUK [0 caa
U BOJIKM», KaK et Jlanb, Hadasl yTelaTh X035MHa,
XapakTepusys o0pas >KM3HU LIbITaH: «Y HETO U XaThl
He OBIBasIO, He TO YTO KPBUIbI[A, — CKa3aJl, pacCMesIB-
IINCD, VIBaH, — OH IPOXKMBaET TaM, KyJa Jlerkas Hora
€ro 3aHeceT; ITO/IJHNYAeT, I7ie C JIeTKOM PyKU JIaKo-
MBIl KyCOK CTSIHET; HOUyeT IIOf, TeM ThIHOM, Ifje HOUb
HACTUTHET Jja COH OJ0JIEET: a TPOITY CaM BO BCE YEThI-
pe cropons! npoknagsiBaet!» (Janp, 1861, 14).

PaccmarpuBas ckasky o 1pirae u espee, Hata-
nbst JleonnpoBHa I0ran oTMeuaert: «B nmponssefeHnn
OTpa>KeHbI 0COOEHHOCTY BOCIIPUATHS PYCCKUM CKa-
30YHMKOM YY>KZIOJ I HETO HAllMOHA/IbHOM KY/IbTY-
PBbL, YTO 3aKPEIUIEHO B TEKCTe MPOTUBOIOCTAB/IEHN-
eM “cBon - “4yxue’, "Haml - ,ux <...>. Mexpay
TeM, B MPUCKa3Ke 00pa3 CKa30YHMKAa KOHKPETU3M-
pyerca. 9TO PycCKuUil IPOCTOHAPOHBIN CKa30YHMK-
foMopucT cBaT [lembsn. Kaszax Jlyranckuii roBopurt,
4TO BO BpeMs paccKasa cial u leMbsAHy He MelIasl.
3asB/IeHHBIT 00pa3 CKa304YHMKa 3aCTaBJIseT UCKATh
B TeKCTe HAIMOHA/IbHYIO (POTBKIOPHYIO OLIEHKY re-
poeB-nHo3eMIieB» (FOran).

Heob6xommumMo OTMeTHTh, YTO Ha IPOTSHKEHUM
BCell CKa3KM B 16-TV MOXOXIEHNAX IPYDKMMICTOTO
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u 6oratoro eBpes VIIjbKy 0OMaHBIBaeT BCE TOT XKe XV~
TPBIJ IJbITaH, Y KOTOPOTO B CKa3Ke ¥ MMEHM-TO HET.
M3navyanpHO aBTOP AaeT VIjbKe CIefyIONIYIO XapaK-
TepUCTUKY: «Ham >x1 BopoBaTblii HOPOBOM TaKOB:
JIaIly MPOTATMBaeT 3a KapOOBaHIIEM, 32 IIe/IKOBBIM,
He OTCTYNUTCS OT YePBOHILA, He IobOpesraeT u rys-
JVIKOM, T. €. OJIOBAHHOJ ITyTOBKOJI» (Danw, 1861, 2).
CTONKHYBIINICH CHOBA C I[BITAHOM, KOTOPDIiI IIPOJja/
YKPaJieHHYIO Y Hero Ke JIoIlajb, eBpeil moTpeboBas
BEPHYTb €My JIeHbIH, 4TO U cenan pirad. OgHako
OH BEepHYJI €Bpel0 «IOJJe/laHHYI0 ACCUTHAIMIO» B
50 py6mneit u monpocun cpaun. «Kupg BopoBaTslit, —
muuer [lanb, — CBeTy He B3BUJE/, KOIja Oe/eHbKas
MeJIbKHY/Ia Y Hero B Imasax. OH BBIHY/I IIOCKOpell 13
MOILIEHKN <...> ISTh KapOOBAaHHBIX, T. €. TISATD L[efI-
KOBIKOB, I I0/ITO TOPTOBAJICH, TOKYAa pelICcs, KakK
CTIe[IOBAJIO 10 KYPCY, 06aBUTD YeTBepTadok» ([lab,
1861, 20). B pesynbraTe, B 06MeH Ha (aymbIINBYIO
OaHKHOTY OH OTJA/I LIbITaHy Cfjady «IIATb LIe/IKOBY-
KOB OJIOBSIHHBIX, Ia Y€TBEPTA4OK HACTOAILINI, FOCY-
IapCTBEHHBI, cepe6pHan71!» (Tanb, 1861, 21).

Hetpynno 3ameTnts, 4yTo B TBOpYecTBe B. [lana
npy  U300paKeHUM TIOBEleHMs IIpefiCTaBUTeNel
Pa3HBIX HalMil HepeceKaTcsi (GOIbKIOPHAs CaMo-
XapaKTePUCTUKA HAPOJHOCTY (ABTOCTEPEOTUI) U
MHEHMEe PYCCKOTO 4e/I0BeKa, 3aKpeIVIEHHOE B HallM-
OHAJIbHOM YCTHOM HapOJHOM TBOPYECTBE: IIOTOBOP-
Kax, aHeK/J0TaX, IIOC/IOBUIIaX.

OpHMM M3 BaKHBIX MOMEHTOB, OTMeYaeMbIM
uccnefoBaTensaMn B TBopuectse B. Jlans, aBnaerca
OTpakeHMe MPOoOIeMbl B3aMMOOTHOLIEHVS HAINO-
HajbHOCTel1. B pmanmorax, sagukcupoBanubix B. [Ja-
JIeM B pe3y/IbTaTe TMIHBIX HAOJIO/IeHIIT, OTPaXKaloT-
Cs1 KaK CUMITIATUY, TaK U aHTUIIATUM K TOM WIM MHOM
Hal[MOHATbHOCTU. Pyicys 06pa3 kakoro-nmmbo aTHU-
4eCcKoro npepcTaButes, B. [Jamp nemaer ocobbIit ak-
LIeHT ¥ Ha BHELIHNMX YepTax ero o0/ImKa: BHEUTHOCTH
U OJeXKIe, YTO ABJAETCA, IO CYTH, ellje OTHOM 9THO-
rpaMIecKoil TeTa/IbIO K eT0 XapaKTepUCTHIKe.

B ckaske «IIpo mpaa BopoBaroro u mpiraHa 6o-
poparoro» Impo6iemMa B3aMMOOTHOLIEHWIT pPasHBIX
3THOCOB, CBOe0Opa3Hasi CUMIIATIsI aBTOpa CKasKy, B.
Jasns, K IbIFaHCKOMY 3THOCY M HEKOTOPOe MPOHNY-
HOe OTHOILEHIE K «CTaboCTsIM» eBPeIiCKOro 9THOCA
He MOTYT He OCTaThCsl He3aMeUeHHBIMIL.

«BpImAuMBasA» XagHOCTb eBpes VIbKu, aBTOp
CKa3KM IIOIyTHO PaccKa3bIBaeT O TPAVIIMAX U O0bI-
Yasgx 9TOT0 3THOCA. BOT Kak OH ONIChIBaeT TakK Ha3bl-
BaeMblil mabat (ot fp.-eBp. mabbar — cy66ota): «A
BbI 3HA€ETE, YTO KU/l TPa3IHyIOT He BOCKPECEHbE, a
Cy060Ty; 4TO 9TO Ha3bIBAETCsI y HUX CIIPAB/IATD IlIa-
6Oam, nmabamieBaThb, ¥ YTO OHU-TO [a HUYETO B PYKU
He OepyT, HI K KAKOMY Jie/Ty He IIPUCTYIAIOTCS U [O-
POroIo exaTh He MOTYT; @ Ha4MHAeTCs 1Iaball B IAT-

HMUIIY C Bedepa, IMIIb TOTbKO COTHBIIIKO 3aKaTUTCH,
a OKaHYMBAETCS C 3aKaTOM >Ke COJIHIIA, B CyOOOTY»
(danb, 1861, 15).

B uerBepTroM moxoxpenuu B. [lamb maer eme
OfIHy fieTajb, PACKPBIBAIOILIYI0 MEHTATUTET eBpeli-
CKOTO 9THOCA TOTO BpeMeH: «VIBaH JOCTaBIIT OPBIKY
CBOIO K JI3pamneBoii KOpuMe 3aCBET/IO, U KAKOW-TO
IIPOE3’KNIT BeceTbYaK OO 1 Ha4asl CIUTATD JKI-
OB B OpBIKe, yKa3blBas HA HUX Ia/blleM: OAMH, /IBa,
TPY, YeThIpe 1 MPOoY. ITOTO KUl CTPax He /M00T;
OHM BCe KaK IIMe/IN 3alIyMe/Iy ¥ Ha4ajy BblIe3aTb I
BaJINTHCA € OPBIKYU BO BCE CTOPOHBI, Ype3 Kpail 1 4pe3
Bepx» (Hass, 1861, 17).

Kaxk y>xe oTmedasnoch Bbile, 06 9TOM myiret B.
[lanb, eBpen ymnoTpeOnsm B CBOEil pedn B Te Bpe-
MeHa MHOTO C/IOB MHOCTPAHHOTO IPOVICXOXXIEHMS.
Tax, HarmpuMep, oH oTMevaet «[lo/mbcKue, mpycckie
VI aBCTPUIICKIIE KUJIBI TOBOPAT MCKa>KEeHHBIM HeMell-
KUM S3bIKOM, B KOTOPBIII BMEILIMBAIOT U BCTAB/IAIOT
MHO>KECTBO eBPEeNICKUX ¥ 00/IaCTHBIX TOIbCKIX, PYC-
CKMX ¥ MATOPOCCUIICKUX C/IOB; IVIIYT OHM €Bpeli-
CKMMM OYKBaMI: a eBPENICKIIT 3bIK M3BECTEH TOJIb-
KO paBBMHAM U yueHbIM. JKuppl 3anagnoit EBporsr,
HaBOJIHMBIINE laxKe TypLuio, FOBOPAT MCKaKEHHBIM
VICIIAHCKVIM SI3BIKOM. J[IOBOJIBHO CTPaHHO, Y4TO CIyXa
IIPUMEePOM YIOPHOTO IIOCTOSIHCTBA BO BCEM POJHOM
¥l HAPOJJHOM, €Bpey YTPaTUIM OOLNIT S3BIK CBOJI!»
(Oane, 1861, 18-19). JI. C. Bepr B pabore «beccapa-
6us. Crpana — Jlrogn — Xo3siicTBo» yTBepKpan: «B
Poccuu eBpen roBopAT Ha TaK Ha3bIBAEMOM >Kap-
TOHe, [VMaJIeKTe CpeIHEeBEPXHEHEMEI[KOTO Hapedns
¢ OO/IbIIOI TPUMeChI0 ApeBHeeBperickux (20%) u
CIaBSAHCKIX (T. €. HO/IbCKIX, O€TIOPYCCKIUX, MaTIOpycC-
ckux) cnos» (bepr, 1918, 136).

VnTepecHa napasnens, nposefienHas H. JI. I0ran,
BBIABUBIIAA CBSA3b STHOIPaUUECKON COCTABIIAIO-
wieit ¢ HOBKIOPHOI IMHMEN B PacCMaTPUBaeMOit
ckaske B. [Tans: «B camoMm perte, cBat [leMbsiH fgemaeT
[7IaBHBIMM IIEPCOHAXKaMM eBpesi U IIbIlaHa OTHIOAb
He CIy4aiiHo. B pycckux morosopkax mx cOmmkaer
Ke/laHue oboraileHMs He BCErfia YeCTHBIM ITyTeM:
"HACKOYM/ IpITaH Ha >KMIOBMHA , ~TOPTyeTCs Kak
XKMJI, KaK I[pITaH , ~flaeT 00T ¥ >XMAY, U 3I0MY Iibl-
rafy’, KTO upiraHa (kupa) oOmaHeT (mpoBeper),
TpexX JHell He NMpOXXMBeT U Jip. Becbma HenmecTHas
XapaKTepMUCTUKA IIBITAHCKOTO HApOfa OTPaswmIach B
IIEPEHOCHBIX 3HAYEHVSX C/I0Ba ~IbITaH B PYCCKOM
sA3bIKe: “OOMaHIIVK, IUTYT, OApPBIIIHIK, TePeKYIIINK;
HOIPOIIAiiKa; OOWJHBI HACMEIIHNMK , M PYCCKUX
HIOCTIOBMIIAX: ,,HAa BOJIKA IOMOJIBKA, a I[bITAaH KOOBLTY

» »

yKpan, "LIbITaH UIIET TOTO, KaK ObI 0OMaHyTb KOTO
»LIpITaHy 6e3 0OMaHy IHA He IPOXKUTD , IIbITaH Jja-
pom MyMo He mpoiiger” u fp. O ero HeoOBIYAHO

CMET/IMBOCTH IIPEUMYIIECTBEHHO IIPY Kpaykax U IIe-
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penpofaxkax Jolafel paccKasblBalOT HAIMOHAIb-
HbI€ LIbITAHCKIMEe aHeKTOoThI» (FOran).

B. lajeM ommcaHa elle OfiHa JeTajab, OTHOCH-
[AsICsl, OJHAKO, K TPaAMIMOHHOMY IVUTAaHWIO €B-
PpeiicKoro 3THOCa, MOMYYMBIIAsA OTPakeHMe B TON
ckaske: «Kupipl eiAT TOMBbKO CKOTUHY M KMBHOCTD,
KOTOPYIO pe3an MX, KMIOBCKMIl, Pe3HUK, a Ipo-
Yyee MACO M AVYVHY Ha3bIBAIOT TPe(HBIM, WIN He
KOILIVMPHBIM, 11 He efAT ero. Tak e Ha3bIBAlOT OHU
TpedHOI0, 110 IPUMepPy HAIIUX PACKOIBHMUKOB, Ty
HOCYZly, U3 KOTOPOIl HOAT M KOPMAT COOaK CBOMX
U uMHOBepleB. barpauka mwim pabOTHMIA, XPUCTH-
aHKa, KOTOPBIX, HECMOTPS HAa CTPOTOe 3aIlpeleHne
YKa3oM, Y XIJ0B MHOXXeCTBO, PAOOTHMUIIBI 3TN AT
U3 Of[HOII YallIKV ¢ KOPOBOIO, KOTOPYI0 KOPMUTD I
mouthb 06s3aubl» (Janb, 1861, 24-25). PesHuk — Kak
IpefiCTaBUTeIb 0C000II Ipodeccuyt y eBpeeB — ObIT
JIOCTaTOYHO pacHpoCTpaHeH Ha Tepputopun becca-
pabun u IlogHectpoBesi. Bot, 4T0 06 3TOM mHUIIET
JI. C. bepr: «PaspemieHHble K yIIOTpeOIeHNIO KU-
BOTHBIE JO/DKHBI OBITH 3ape3aHbl [0 TOP/Y CaMbIM
OCTPBIM HOKOM 1 IO BO3MO>KHOCTH OBICTPO, YTOOBI
KMBOTHOE KaK MOXKHO MeHee CTpapano. [lid artoi
Ie/IN CYLIECTBYIOT CPeliyi eBpeeB 0coOble Pe3HMKM
(woitxer), KOTOpble Ha NPaBO PabOTBHI MOTYYAIOT
yHocToBepeHue ot paBBuHa» (bepr, 1918, 138).

[IpuBeneHHBII B KayecTBe IIpMMepa OTPBIBOK
U3 CKa3KV IOATBepKAaeT MH(OPMALUIO O TOM, 4TO
«T10TaHaA MMOCy/a» [ MHOBEpIleB MIMe/ach 1 'y eBpe-
€B, II0 KpalfHell Mepe, B PErMOHE, 0 KOTOPOM IIMIIET
B. Tanb. B opHOIT U3 craTeil O TpafiULIIOHHONM JKI3-
HI eBpeeB B «Ouepkax [lHectpa» A. C. AdaHacbeBa-
Yyxo6muckoro B. I1. CrenaHoB oAgTBepANI Ham4me
TaKOJ1 CIEI[VaTIbHOI ITOCY/bI /I IHOBEPLIEB Y CTa-
poobpsAnLeB (4TO JOKA3bIBAETCA SKCIEVLIMOHHBIMU
MaTepyazaMy CaMOTO aBTOpPa M 3HAYMTENbHBIM KO-
JINYECTBOM MCTOYHVKOB), BBICKAa3bIBasi B TO >Ke Bpe-
MsI COMHEHMe O ee Hanmuuuin y eBpeeB beccapabun®.

B npyrom oTpbiBKe [lanb nepeyncisaeT onpepe-
JIeHHbIe TPA/IUIMIOHHbIE O/T10/ja, KOTOPbIe TOTOBU/IN-
espen B XIX B. B Poccun: «MupknHa >xeHa Xaiika u
noub Ilnre HakOPMWIM €ro JOKIIaHAMMY, JIAIIIep-
JlaKaMM, HAIleK/IM eMy KyJIell; HO IIpUIIOMIHas cebe
yrpaty MUbKy, 4acTO MOKPMKMBANIMU: Oil Ball Mup!
U HaKOHel| BCe OHM YJIeT/INCh, Ha IIyXOBMKAX U IO
IYXOBMKaMM >Ke, Ha IJIMHSAHOM IIOJy, B TPS3HOIL,
TECHOJI, YeCHOKOM HaNMTaHHOJ KoMHaTe» ([lanb,
1861, 28).

BeipaxxeHue «oii Bait Mup» MHOTAA umeet Gop-
My «Baif MUp, TBaIT» I, KaK 00bscHseT B. [lanp, mpo-
MCXOMNUT 13 HeMelKoro «weh mir Gewalt», 4To 03Ha-
qaeT «Kkapay/». B. I1. CtenaHoB Ha mpuMepe 04epKoB
A. C. AdanacpeBa-Uyxo6unckoro nuuret: «{oBo/Ib-
HO eBpeI0 Ha y/IMIe 3aKpUYaTh ~TBAIT , PABHOCU/Ib-

HOe HalleMy ~Kapayq - KaK B HECKOIbKO MVHYT
cobepercss MOPsAZOYHAS TOJINA €fVHO-IIEMEHH-
KOB...» (Cremanos, 2014, 14).

JIF0OOTIBITHBIM TIPEACTAB/IACTCSA OTMETUTD, YTO
B OMIMCaHHBIX B. Jla/ieM «IIOXOXKIEHMAX» LIbITAHA
eBpes Vubky 1 Ha3BaHHBIX UM «CKa3KoIi PO >Knpa
BOPOBATOTO I IIbIIaHa OOPOJATOrO», Yallle BCEro BO-
pYeT 1 MOIIEHHNMYAeT IIbITaH, a eBpeit Vbka oKasbl-
BAeTCs )KepTBOII ero obmana. OfHaKo, Ha3BaB CKasKy
TaK, a He MHaye, ee aBTOp oOpallaeT BHYMaHME YU-
TaTesd, YTO BOPOM MOXXHO Ha3BaTbh He TONBKO TOTO,
KTO SIBHO BOPYeT, HO U TOTO, KTO, CIUIETas XOPOIIO
IPOJfyMaHHYI0 CXeMy OOMaHa, CBOETO pofja COBpe-
MEHHBIX NUPaMIJ, Je/laeT TO JKe caMoe — OOMaHbI-
BaeT u Kpager. [lanp mmmiet: «J/I3BecTHO, YTO BO BCexX
JKUIOBCKMX MeCTeUKax 1 TOPOAMIIKAX KUbI fIe/IaloT,
YTO XOTAT. 3a ONHMM TOJIbKO >KMIbI He TOHATCA — 3a
TOTYKOM: VX He ObeT, KTo He xoueT. Ho 3a To, BO Bcsi-
KOM MHOM OTHOIIEHNUN, )XVJOBCKasA BOJIA B/IA/IBIKA, 11
Ka>KZIpIil 000pBaHel] 1 obLIapIIaHel] pacropsKaeTcst
Balll¥M KapMaHOM, C/IOBHO CBOUM, U JiellaeT 3TO, Ka-
JKeTcs, ¢ MOMOIbI0 MarHeTusMa. OH BUIMT IO IJIa-
3aM BaIllUM, CKOJIBKO Y Bac eCTb JIeHeT, CKOJIbKO ObIIO
¥ Oy/ieT: 9yTheM CTIBIIINT, KAKO IMEHHO MOHETOI0; C
IIepBOro B3ITIAJA CMEKAET, 4eM MOXKHO CTy>KUTb BaM,
4YeM YTOIUTD U HalyTh; C IIEPBOTO 3allpOca Y3HaeT, Ha
CKOJIbKO MO>KHO Bac orutectyt. OH yCTyTiaeT BaM Belljb
B IIOJILIEHbI COOCTBEHHOIA, ¥ TeM BBIHYX/JaeT TOBapy-
IIla BallleTo 3all/IaTUTh 3a APYTyIo BABoe. Kak oH aTo
Ienaer? TMOANTe, U TIOCMOTPUTE; A TOBOPIO, UTO TIO-
MOIIbI0 MarHeTusMa» ([anb, 1861, 45).

O HeyTOMMMOIT IpeATIPUHIMATENbCKOM XBaTKe,
IPUCYILIell eBpesiM-KOMMePCaHTaM, 00 UX TOPrOBBIX
IpreMax ¥ KOMMEPYEeCKOM JyXe «CbIHOB V3pansa»
mucan AdanacbeB-UyXOMHCKUIL, O 4eM HOBefal
yprareno 3THonor BayeciaB Cremanos (CremaHos,
2014, 11). Mpbic/ieHHO IIEPEHOCACh M3 CPefbl, OIN-
cpiBaeMolt AdaHacbeBbIM-Uy)XOMHCKUM, K KapTu-
HaM ObITa, OTpaXXEHHbIM B CKaske [laid, 3ameTnm,
YTO B HAOTIOJEHNAX 9TUX aBTOPOB MHOTO CXOJICTB.
Tax Hanpumep B. [Janb B «Iloxox/eHnn BOCbMOM»
OMMCBIBAET AUANIOT VIIbKM CO CBOEN >KEeHOII: «...CTal
Vpka paccripalyBarh: 4eM OHA, B OTCYTCTBME €ro
IPOMBILIIAIA M MHOTO /I yTOprosana? Xaiika pac-
CKasaja eMy: Kak OHa o0cuMTaja XOXJIa, 3aCTaBMB
€ro CHATh eil cO 37I0TOrO CHAYM TpM TpoOlId, KOTO-
pble IO pacyeTy IPUXOAUIOCH IOTYYUTD eMy C Hee;
[I0Ka3ajla HEOIIeHEHHBINl CTaKaH 3€/IeHOTO CTeKIIa,
KOTOPBIN IIpUBE3 €J1 CBOJ 4ell0BEK, YyTb /1M HE U3
camoro bpsHcka; cTakaH, B KOTOPOM, He CMOTpPsI Ha
IIVPOKMIL PacTpy0 WM pa3Basl Kpas, IOMIOCTb OKaH-
4)Ba/IaCh PIOMOYKOIO ¥ THO OBIIO B JOOPBIX YeThIpe
IepcTa TOJIIMHOIO; MOKa3ajla HOBBIN XO3AMCTBEH-
HBII1 CII0C00, €10 M300peTeHHBIN, HI3aTh MOHICTO, &
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MIMEHHO: 3aKMIBIBast IIOCTIe KXXI0il OYCHI 10 J0Opo-
My Y371y, YeM BbITaJjbIBa/la HA HUTKY OT ILITU 10 CeMMU
0yc; HO BEpPXOM HeOOBIYAITHO JAPOBUTON CMET/IN-
BOCTH ee ObII0 M300peTeHNe, IpoaBaTh, B IIOJPHIB
BCEM IIepeKyIIKaM, T. €. TOPrOBKaM, IOKyIlaeMble €10
y WMHOCTPAaHHOTO HEMELKOTO IIeKapsi NpsHWYHbIE
opexu, fiellleB/ie CaMOTO XO3SIMHA, ¥ MIMETh C 9TOTO
oboporta 6apbiui! Hemer mpogaBan ux o 80 Komeek
¢ynuT; Xalika IIOKynaja X y Hero ¢ Bedepa, CTaBuIa
B CBIPOIA JIEX, T. €. B TIO[{BA/I, OT Y€r0 OHM HAIIUTHIBA-
JINCh BJIATOI0 M CTAaHOBWIUCH TSDKeJlee; 1, IpofaBast
VX IIO 3JI0TOMY M TpOILIEil CeMb, TO €CTb, 110 74 KO-
neviky GpyHT, BBIpydajIa OHa YMCTaro 6aphlia 110 /jBa
rpoura ¢ gpynTa» ([lanp, 1861, 35-36).

B «Iloxoxmenun peBsAToM» Jlalb OIMCHIBAET
elile Of{MH MPUMeP TPOSIBIEHVISI IPEATPUHIMATE/Tb-
CTBa y eBpeeB. SIBHO CMIIaTU3MPYs «ILbIraHy 60po-
Jaromy», B. [lajib TaKk HAUMHAET OYEPEJHOE «IIOXO0XK-
meHue»: «Mexqy TeM, HedasHHOE U HEOXMIAHHOe
00CTOSITE/IBCTBO JIMIINMIO HALIETO LIbiraHa Gopofa-
TOTO POBHO IIO/IOBMHBI BCETO HATMYHOTO VIMYII[eCTBA
€ro, COCTOSIBILIETO B 3BOHKOI MOHere. QOCTOSITEb-
ctBO 3T0 Tpebyer moscHenus. JKupsr ITogomna, Bo-
NBIHY, JINTBEL M Y KpaliHbl IpeAIPUHAINA HECKOTIBKO
JIeT TOMY Hasaj] HeOOoIbIIOoi 060pOoTel], KOTOPBII UM
YAQJICS COBEPIIEHHO U UL GOJIBILIYIO YaCTh JKIU-
Tesell, a 0COOEHHO HeMMYIINX, 3HAUUTEIbHOI 4acTy
MajIoro ux gocrosHus» (Jams, 1861, 39).

[leno B TOM, 4TO, YCIIOBUBIUNCD, €BPEU Havdajn
IyCcKaTb B 00OOpPOT, BMECTO PYCCKMX TpOIIeli, KO-
HEVKY, [eHEeXKY, pasiMIHble CTApUMHHbIE MEJHBbIE
MOHETBI, «JI IaXKe IIerern». ITo ObUIO YE0OHO OCy-
I[eCTBUTD, IIOCKOIbKY MECTHBIE JKUTEIN 9TUX MeCT
HPUBBIK/IN, YTO B XOAy PasHOPOJHbIE MONbCKUE U
aBcTpuiickue rpoun. Bece om xopmmu mnop o6umyum
MIMEHeM TPOII 1 IIeHOI0 B pyccKuii rpomt. I1ate mef-
HBIX MOHET COCTaB/Is/IM TPUBHY. B KOpoTkoe BpeMs
u3 ITogona u BonbiHu eBpen ycrenu BBIBe3TH BCe
TPOIIM ¥ 3aMEHUTh UX KOIENKAMU, «ILeTeraMu U
nonymkamn». Hacran 1821 rof, «u Bce TOprosoe co-
CTIOBYI€ TIO/IBCKOI YKPayHBI, TO €CTb BCe HbIHEIIHee
IIOKOJIEH€ >KIJIOB, OOBSBUIO eAMHOMYIIHO U efy-
HOIJIACHO, YTO TPOII COIEPXXUT B cebe [Be KOIeIK,
KOIIeliKa JiBe IEHbI, IeHbIa JIBe MTOTYIIKY, YTO MHO-
CTpaHHas Me[jHasi MOHeTa He XoauT B Poccuuy, a 1ire-
JIErV HUKAKOI IieHbI He uMeroT» ([lanb, 1861, 40). Bor
Takas IeHexHas peopMa IpOBOpAYNBAIACh, 110 Ha-
6mopenuio B. [Tans, B 9TOM pernoHe.

HecmoTpst Ha TO, YTO eBpeu CIbUIA 1 B Te Bpe-
MeHa MpPeJIPUUMINBbIMU KOMMEPCAHTAMMU, TOPTO-
BaTh MM MO>KHO OBUIO He BO BCex 3aBeleHMsxX. Tax,
Harpumep, B. [la/ib omuchiBaeT OX0XK/IEHNS IIbITaHa
(«IToxosK/ieHMe IecsATOe»), KOTOPBIl B pe3y/nbTaTe
«IeHeXHOI pedopMbI» TOTepsT Le/IbIil TIMHIHBII

KyBILINMH MeJIKoii Meg. IlocnenHeMy Hudero He ocra-
BajloCh, KPOMe KaK IPOBEPHYTb OYEPENHOE JIENO C
KyIlIeii-ipofaxeli-nepenpogaxert nomaan. Ilocne
yHAuyHO peany30BaHHOI Ollepaly «HeOCTOPOKHBII
IIbITaH» TY/AT Ha VIIBKMHBI IEHeXXKM U «repebpa-
HUBAJICA C HIMHKAPKOIO, KOTOPas XOTe/la eMy CJlaTh,
II0 CTApOMY KYPCY, KOIleJIKaMI 1 JieHe>KKaMu, BMe-
cTo rporeii. EBpesM JaBHO y>Ke YKa30M 3alpelieHo
IIHKOBATB, T. €. IJe/IOBA/IbHIYATD B KabaKax U KOp-
YMax; HECMOTPsI Ha 3TO, BO BCeX HIMHKAX Y KpaliHbl
CUTAT >KUABL U KumoBKu» (Janb, 1861, 44-45).

B pabore B. C. 3enenuyka «Hacenenne Becca-
pabun u IToguecTpoBbsi B XIX B.», CO CCBIIKOM Ha
C. [I. VpycoBa’, 06 3TOM TOBOPUTCA ClIeAyIolIee:
«Bpemsa OoT BpeMeHM €BpeliCKOMY KyIled4ecTBY Yha-
BaJIOCh HOOMBATBHCA s ceb6s1 HEKOTOPBIX IIPaB, HO
3aTeM I0J] laB/leH/ €M VHOHALMOHA/ILHOI TOProBo-
IPOMBILIIEHHOV Oyp>Kyasuy BHOBb IIPMHVMAJINCh
3aKOHBI, OTPAHMYMBABILNE €I0 AKTVBHYIO [leATelb-
HOCTb. 9TO 00YC/IOBI/IO IIPOTUBOPEUMBBIIL XapaKTep
3aKOHOJIATe/IbCTBA O eBpesAX. Tak, HalpuMep, B Ha4a-
ne XIX B. eBpesiM B UepTe 0CeIyIOCTI OBUTO paspelite-
HO 3aHMMATbCA BUHOJENMEM U JlepKaTh Ha OTKyIle
NMTEIHbIE 3aBefleHNs, a B cepeinHe XIX B. 3anpelne-
HO» (3emenuyk, 1979, 203).

B yxxe ynomsanyrom nccnegosanuu B. I1. Cremna-
HOBa Ha OCHOBe 04epkoB AcaHacbeBa-UyKOMHCKO-
ro OomncaHo «(hakTOPCTBO» KaK ellje OJWH BU Tpa-
IVILIVOHHOTO €BPEVICKOTO 3aHATUA (Cremnanos, 2014,
9). B «IToxoxxmennn TpuHaaatoM» ckasku B. [lans
OIHJM I3 PacIpPOCTPAHEHHBIX CPeil eBpeeB 3aH:A-
TIUII TOTO BPEMEHM TAaKXKe YIIOMUHAETCs «(PaKTop»:
«Y Hac 3TO JenaeTcad OYeHb IPOCTO: HAaHMMAIOTCA,
3a M3BECTHYIO IIIATy, IOJEeHHO, IOMEeCAYHO, CITyXKaT
VI paboTaIoT. Y SKU0B He TO, 1 He TaK. V1bka Bo-
poBaTblil <...> mycTwicad B ¢akropbl. YTo Takoe
Xnp-HaKTop? 3TO TPYSHO OOBACHUTD; YCTYXKINBOE,
HaBA34YMBOE, HaXa/JIbHOE U TPYCIMBOE, HEOTCTYIIHOE
TBOpEHIIe, KOTopoe Oeraer, cIoMs rOJIOBY, Becb bo-
XKWIT JIeHb 110 TOPOAY, II0 MECTeUKY, ¥ JOOBIBAET IS
Bac (POPMEHHOII IMYTOBKM; [/I1 MEHA CYyXOil BaKChbl;
IUIsI MHOTO 30710TO00OpasHoi OGymaru, mjisi Apyroro
KaKoJ1-HMOYIb IPUXOT/INBOI MaTepyM Ha XaJIarT, [
TPEThEro rUTapy, 11 Y€TBEPTOr0 IOMa/IKM JJ1 YCOB,
U 7151 APYTYX IPUYMH — CIOBOM, 3TO IIOCPENHMUK, I/
BCETO, YTO TOJIbBKO TEPIUT IIOCPESHUYECTBO, <...>
OHM B OCOOEHHOCTM) TOJIIATCA B TPAKTMPAX U 3ae3-
KUX JloMaX. Bam, mpoes)emy, CTOUT 3/leCb TOJIbKO
3aMKHYTbCA M CIPOCUTD KaKyl-HUOY[b BeIVIy,
4TOOBI HAK/IMKATh Ha ce0s1 11 3aHMMaeMblil BAMI HO-
Mep Liejloe Mope, IieJioe HaBOJHEHMe >KMIOB-(ak-
TOpoB. Ecy >ke BbI HEYMONMMBI, €CTIM CepALie ¥ Bac
KaMeHHOE€ 1 Bbl OTHIOfIb HE XOTUTE HUYETO HU 3aKa-
3aTb, HY KYIIUTb, HU IIPMKA3aTh; €C/IU IIEPCTEHbKU U
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CEPEeXXKM, 3alIOHKM ¥ 3aCTeXXKM, KAMHU U TI€YaTKI,
TpyOKU, 4yOyKy, TpeOHU U IepUaTKu He MOTYT Bac
TPOHYTb U IPEIbCTUTD — TOTZIA OTYasHHbIE PaKTOPBI
OOBIKHOBEHHO PEIATCs Ha KpailHee CPefiCTBO: OHU
Ha/loeJalT BaM HEOTBA3YMBOCTHIO U HAXaJbHBIM
6ecCTBIICTBOM CBOMM JIO TOTO, YTO BBIBEAYT U3 Tep-
HeHVsA U HEIIPEMEHHO 3aCTaBAT BBIKVHYTb OJHOTO U3
HIX B IBepb WIM B OKHO, a TIOTOM OHM BBIHY/AT 3a
3TO 4TO-HMOYAb HA BOAKY» ([Janb, 1861, 63-64).

B 1861 r. B iByX TOMax BbIllIa KHUTa «KapTuHp!
u3 pycckoro 6bita Bragumupa Jamsa» (CII6.), B ko-
TOpOIT BIlepBble Hame4yataH «l[piran» (mycrobaiika)
(T. 1. C. 207-216). B npuBeneHHOIT B KauecTBe MPU-
Mepa mycTrobaiike «llpiraH», B AMamore pyccKoOro
My>KMKa ¥ IIbITaHA, Mbl OOHAPY)X/BaeM C/IefYHOLVIT
JIOXKHBIII CTEPEOTHII, CIOKUBIINIICSA O LibIraHax. Pyc-
CKMII MY)XVMK TOBOPUT IIPUXBOPHYBIIEMY IIbITAHY:
«BblI )Ke caMyt 3HaXapy U BOPOXKeM, TaK 1 3TO HOJDK-
HBI 3HaTb». Ha 4To 1piran emy orsedaet: «/la, MbI Bo-
pOXKeu s Bac, a He s cebsi» ([Janp, 1861, 2).

B mpyrom ciydae 1jpiraH, IO/Iy4nB Ipoll ot 6a-
pUHA, KOTOPbI CKAMWICA HAJ HUM, OTIIPABUICI
Ha PBIHOK. T'aM, HaCMelINB JTI0fieil U 1103a0aBNB X,
OH TIPOJiaJI JIONIA/b, I[BITAHCKYIO COPYIO M Te/IeXKY,
OCTaBLINCH 0e3 eJMHCTBEHHOTO MMYLIECTBa, KOTO-
poe B3si1 ¢ co60i1. EnMHCTBeHHBIM yTeleHneM Obi1a
TO/IBKO MBIC/Ib: «XOTb HaeJIcA BocbiTa». Ho 1pirany
B TOpPOJie ¥ Ha TOPry TeCHO; OH IIPOAAJI, YTO HAL0
OBbITO, KYIIMJI, 4YTO MOXKHO OBbIIO, ¥ BBIOpA/ICS B M-
CTOE TIOJIE...

MHoOrO elje pasHbIX MCTOPUIl HMPOUCXORUT C
[[BITAHOM, HO KQXKJIBIil pa3 Oarofapsi CBoeil Haxoj-
YMBOCTY, CMEKATKe M XUTPOCTU OH OCTAETCS IPU
CBOEM MHTepece.

B 1862 r. B cbopHuKe «/IBa-copoka ObIBa/IbIIN-
HOK /151 KpecTbsiH» (CII6.), cocrosiiem U3 2-X KHUT,
ony6/MKoBaH pacckas «Kup 1 ripiran Ha yacax» (4. 1.
C. 166). DTOT CroXKeT IPUCYTCTBYET I B IIPEAbITYIIIel
nycrobarike 1, KaK y>ke TOBOPUIOChH, IIOATBEPXK/aeT
CTepPeOTHII O IIbITaHaX KaK O JIIOZIAX OCTPOTO yMa, CO-
00pasuTeNbHBIX, HAXOXYMBBIX ¥ CMEKA/TUCTBHIX.

Pacckas «EBpen u upirane» (1848, 1861) omy-
61mKoBaH Takxke B IIoTHOM coOGpaHMM COYMHEHMI
B. Mana B 8 Tomax (CII6., 1861, T. 2, 278-287). He-
CMOTps. Ha TO, 4TO B 3TOM pacckasze B. [lanb cHoBa
OOBITPBIBAET M3BECTHBIE CIOYKETHI C JIOMIANBIO eBpest
U IIbITaHa, IPOBeJieHNe HEKMX COIIOCTAaB/IeHMII B Xa-
paKTepax 3TUX [BYX 9THOCOB JieJlaeT ero 0COOeHHO
copepskaTe/IbHbIM: « KW/IbI 11 [{bITaHbI, HABOHSIBIIIE
for 1 3amay Poccnn, u 6ecipepbhIBHO CTATKMBASICh HA
3TOM IIPOCTPAHCTBE, HUKOTZA He MOT/IN OBITh IPYT K
[PYTy PaBHOAYIIHBI, @ MEXAY HUMMU BCET/ja CMeHsI-
JTach Bpa)k/ja U TeCHast IPY>k6a, 1000Bb ¥ HEHABVCTb.
Besikoro uja MOXKHO Pa3fgpaKUTh IIOXBAJIOK IIbI-

TaHy, BCAKOTO IIbITaHa MOXKHO YTeLINTb 3a0aBHBIMM
pacckasamu o Xupgax. JKuByun mocTosHHO Ha cueT
APYIMX, IJVIEMEHa 3TU CMOTPSAT BCETfja C 3aBMUCTDIO
IpPYT Ha IPyTa, KaK OYATO OIacasich, YTO MOIICHHU-
4ecTBO OJHOTO OTOOBbET HAKOHel| JOBEPEHHOCTb K
IPYTOMY, YTO OIIBIT HaJIOyMUT JIETKOBEPHBIX I CKOPO
HeKoro OypeT HagyBaTb. Kakercs, 4To onaceHue 3To
He OCHOBAaTe/IbHO. V IbITaH M XXIJ JOBOIbCTBYIOTCS
MasiblM, OOBIKHOBEHHO He 3HAIOT HaKaHyHe, 4To Oy-
IyT 3aBTpPa eCTh, TO €CTb KOMY IIPUJETCs KOPMUTD KX,
HO CKOJIbKO JiHelt y bora, cronbko n mypakos. 3ato
eBpell Hepelko borateet, IIOTOMY YTO OH IIPefIpy-
VIMYUB, IIPOJJJOIUINB, IPEAIPUATIS U 0OOPOTHL €T0
Ie/IaloTCs Mpe, TI0 Mepe CPefCTB; LIbITaH HaBCerza
OCY>KJIeH, 110 HalllUM HOHATHAM, K HUIIEHCTBY, XOTs
OH 1 cunTaer cebst 60raThIM, KOT/ja Y HETO 3aBeRyTCs
HOBBIE CAIOTM. <...> Y 000MX HET CBOETO OTEYeCTBa,
006a XVIBYT TaM, Ifie XXMBYT PYTUe IO/, IOTOMY YTO
XKVBYT Ha CYeT UX; HO Y I[bITaHA eCTb CIMJIbHAS IPU-
BA3aHHOCTDb K POJHOMY Kpalo, OH B KOUeBOI >KU3HU
CBOEJI YaCTO B HETO BO3BPAIIAETCA U PA/IyeTCs STOMY;
eBpeil 3TOr0 YyBCTBA, II0-BUAVMOMY, He 3HAeT BOBCE,
TI0 KpaifHeil Mepe, OHO BIIOJTHE 3aI/TyIlaeTcss KOpPbI-
CTBIO: y eBpesl OTYM3HA TaM, I7ie OH IPUBWUICA Vi TIPU-
XWICA. <...> Y LbITaHa BCAKOMY Ipeo6pa3soBaHMIO
U YIy4IIeHWIO TTOJIOXKEHVS eT0 MPOTUBUTCA IIOTD,
y eBpes — JyX; Y IIepBOTO B JieJie 9TOM IPUHMMAET,
KpOMe IIOTH, HPaB 1 00bIYail HEeKOTOpOe y4acTue, —
y BTOpOro, 60jIee BCETo, CBOVICTBA YMCTBEHHbIE: TaM
ceppiie, 3mech ronosar» ([lanp, 1861, 15-18).

Pacckas « My>XMK U LjbITaH» OITyO/IMKOBaH BIlep-
BbI€ y>Ke TI0CTIe CMepTH ero aBTopa B 1874 r. Croxer
pacckasa 3aBs3aH Ha MCTOPUM O TOM, KaK I[bITaH
pern1 nopaboTaTh 0 HANIMY Y XO3AMHA U YTO U3
3TOTO BBIIUIO, YYUTBIBAsA OBITOBABLINII B TO BpeMs
CTepeoTUII O IIbITAHAX KaK O Hapoje, KOTOPBIl He
mo6uT paboTats.

B KOHTeKCTe M3/I0KEHHOTO MaTepuana Ipef-
CTaBJIAETCS YMECTHBIM BBIJIS/IUTD OAVH BaXKHBIN MO-
MEHT: IPeJiCTaBIeHNs O IIbITaHaX, VIMEBIINE MeCTO
B pycckoMm obmectBe XIX B., CyIecCTBEHHO OT/IN-
YaJIICh OT TeX, YTO CPOPMMPOBATNCH YXKe TOPa3L0
no3xe, B XX B. DT IpefCcTaBIeHNA 3a4aCTYIO OIIpe-
IeJISAIICh TOM OOLIeCTBEHHO-IIOIUTNYECKOI 00CTa-
HOBKOI, YTO CK/IafjpIBaack B Poccum u mpuseras-
IINX K Heil cTpaHax. B ropbl oTHOCKTENBHOTO O71a-
TOTIOTY YN, KOTZIa U I[bITaHaM XM/IOCh BOJIbIOTHEe,
IPeNCTaB/IeHNA O HUX ObUIM 3HAYUTEIBHO JIydlle,
J4eM B Te TOJ[bl IMXOJIEThS U HeB3TOJI, KaK HaIlpyMep,
B IIOCTIEPEBOTIOLVIOHHbIE VIV ITOC/IEBOEHHBIE IIepH-
OfIbI, KOT/Ia I[bITaHe, 0COOEHHO KOouyIolye, ObIIN 10-
CTaBJIEHBI B 60JIee KeCTKIe YCTIOBUA.

Pasymeercs, 111 00beKTUBHOTO MHOTOCTOPOH-
HETo MOCTYDKEeHVs HallMOHAIBbHOMN CIely(pUKI TOTO
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VIV MHOTO Hapofia, afleKBaTHOM OLIEHKM XapaKTepa
ee TIpelCTaBUTesell HeOOXOAMMO BOCIIPOV3BEIeHIE
PasHBIX OLIEHOK U B3ITIALOB Ha COCEACTBYIOLINE B
OHOM 001leM TPOCTpaHCTBe Hapopbl. Hembss He
OTMEeTUTDb, B 3aBeplleHMe, TATAHT INMCcaTeNsA-3THO-
rpacda B. V. [Jlass HaXo#NUTh AeTamu B OMMCAHWM, 110
KOTOPBIM JIETKO IIONY4YUTh L[€TIOCTHOE BOCHPUATHE
obpasza. OTMevascsi MHOTMMU UCC/IETOBATESIMU 1
IIpM3BaH BOCIIO/IHUTD HAIIY 3HAHMUS O LBITAHCKOM U
eBpeliCKOM 3THOCAX, X XapaKTepax ¥ MeHTaIuTeTe.

IIpumevanusa

! Bece mpoussenenust B. V1. ans B andaButHOM 1
XPOHOJIOTMYECKOM IIOPAZIKE JOCTYIIHBI J/IA YTeHNUA 1 CKa-
YyBaHMA Ha caiiTe BOCTOYHOYKPaMHCKOTO HAI[MOHA/Ib-
HOTO yHMBepcuTeTa MMeHu Bragummpa Hams — http://
www.dal.in.ua/creatio/25-trudy-v-alfavitnom-poryadke,
a TaKKe B XPOHOJIOTMYECKOM IopsAfiKe Ha caiite Ilerpo-
3aBOACKOTO yHMBepcutera — http://philolog.petrsu.ru/
dahl/html/texts.htm B TexcTax coxpaHeHa aBTOpCKas op-
¢dorpadusa u DyHKTyaunus.

2 CMm. moppobHee paboOTHI, OMYOIMKOBAHHBIE IO
teme muccepranuu H. JI. ¥Oran: Ilorpe6ennas H. JI. K
TBOpueckoit uctopun nosectu B. V. ana «[Iviranxa» //
Bicuuk JIJITY im. Tapaca lllepyenka: ®inonoriuni Hay-
ku. JIyrancok: «Anbma-marep», 2000, Ne 5 (25). C. 133-
140; IOran H. JI. IIpo6nemMa KOHTaMMHALMK ¥ OCOOEH-
HOCTM VIHTepIIpeTanuy (GOIbKIOPHOTO CIKeTa B CKa3Ke
B. Mana «O Hyxpe, o cyacTuy u o mpaspe» // BicHux
JIOITY im. Tapaca lleBuenka: ®inomoriyni Hayku. Jly-
raHcpK: «AjbpMa-marep», 2002, Ne 3 (47). C. 163-168;
IOran H. JI. CBage6ubIit 06psan B «BpIIsax 1 HeObUIUIIAX»
B. V. Hana (Kasaka JIyranckoro) // Hayxosi sammcku
XHOITY im. I. C. CxoBopopu: Cep. miTepaTypO3HaBCTBO.
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Rezumat
In prezentul articol autorul incearci si identifice in
creatia scriitorului si etnografului rus Vladimir Dali, lu-
crari in care este prezent asa-numitul “colorit tiganesc si
evreiesc’, detalii etnografice si caracteristicile etnice ale
evreilor si tiganilor in secolul al XIX-lea, descoperite de
scriitor, in baza carora vor fi determinate reprezentirile
populatiei ruse despre aceste etnii.
Cuvinte-cheie: tigani, evrei, reprezentéri despre et-
nii, specificéri etnografice si colorit etnic.

Pesrome

B mpepncraBneHHol cTaTthbe MpeANpUHMMAETCA IIO-
TIIbITKA 0003HAYNTD, BBIYICHUB 13 TBOPUECTBA PYCCKOTO
mcarena u stHorpada Bragumupa Jlana nmpounssenenus,
B KOTOPBIX IPUCYTCTBYET TAK Ha3bIBAEMbIil «IIbITAHCKIUII
U eBPENICKIIT KOJIOPUT», dTHOrpaduduecKue feTanu u ot-
HIYECKIE XapaKTepUCTNKY eBpeeB U npirad XIX B., onn-
CaHHbIE aBTOPOM, KOTOpbIE CIIOCOOCTBYIOT BBIABICHUIO
NpeNCTaBAeHNiI PYCCKOTO YeTOBEKa YKa3aHHOTO IIepyO-
a 06 STUX 3THOCAX.

KmioueBble coBa: 1ibIrane, eBpen, MpeficTaBleHns
06 9THOCAX, 9THOrpadUIeCcKIe TeTaIu 1 STHUIECKUIT KO-
JIOPUT.

Summary

In the present article, the author attempts to identify
from creativity Vladimir Dali, Russian writer, ethnogra-
pher, works in which there is a so-called “Gypsy and Jew-
ish flavor”, ethnographic details and ethnic characteristics
of Jews and Gypsies in the XIX century, which was found
a writer, on the basis of which will be determined by sub-
mission Russian population in specified period about
these ethnic groups.

Key words: Gypsies, Jews, notions of ethnic groups,
ethnographic items and ethnic flavor.
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Tvan DUMINICA

DATE NOI DESPRE MITROPOLITUL DE SILISTRA ANTIM (1778-1836)

In prima jumitate a secolului al XIX-lea Basa-
rabia a devenit un adapost pentru emigranatii din
Peninsula Balcanica si in special din pdménturile
bulgaresti. Acest proces a fost cauzat in mare parte de
situatia grea a populatiei din cadrul Imperiului Oto-
man. In afara represiunilor in domeniul economic si
social, populatia a fost supusa persecutiilor religioase
si islamizarii violente. Bulgarii din Balcani au con-
tribuit la sustinerea substantiald a Imperiul Rus, care
pe parcursul secolelor XVIII si XIX a participat la
razboaiele duse impotriva Portii de noua ori. Aceaste
conflagratii au intrat in istorie sub teminul "rdzboa-
iele ruso-turce”. Prin urmare populatia tarilor, ce se
aflau sub jugul otoman sustineau armatd rusa prin
furnizarea cu cereale, nutret si luau parte la actiuni
in calitate de voluntari. Lucrul acesta nu a fost trecut
cu vederea in Constantinopol, care de obicei dupa fi-
nisarea razboaielor se raizbunau pe oamenii simpli.
Drept consecinta taranii erau supusi de dari duble,
iar unii din ei au fost persecutati fizic. Din aceasta
cauzd multi din supusii Imperiului gaseau salvare
prin parasirea locurilor natale si stabilirea la nord de
Dundre in special in Basarabia, unde autoritatile ta-
riste le-au creat o atmosfera prielnica prin acordarea
anumitor inlesniri de drepturi si privelegii.

In cercetirile noastre antirioare am aritat, ci
din masa taranimii si negustorimii, ce s-a stabilit in
teritoriul dintre Prut si Nistru trebuie de evidentiat
si o categorie aparte — reprezentatd de fetele duhov-
nicesti. Cu ajutorul materialelor de arhivd am reusit
sd stabilim soarta unora din ei, care erau de rang
inalt — episcopi si mitropoliti. Acestia au emigrat
din Bulgaria. Este vorba de episcopul de Ruse Neofit
(IlymnHuka, 2014, 95-101) si mitropolitul din Silistra
Antim (Jymnnanka 2013, 53-64).

In articolul de fatd publicim documente noi re-
feritor la mitropolitul Antim. Ele se referd la averea
acestui duhovnic. La inceput consideram necesar de
a arata preistoria compunerii acestor liste cu averea
pe care acesta o detinea. Asa dar, amintim ca Antim
inainte de stabilirea sa in Basarabia, in Bulgaria con-
ducea eparhia de Dristor (Silistra) si Preslav (martie
1821- septembrie 1836). Aceastd perioada s-a soldat
cu razboiul ruso-turc din 1828-1829. Atunci cand la
19 iunie 1829 armata tarista a intrat in orasul Silistra
el impreund cu enoriasii séi i-a intAmpinat pe ei ca
eliberatori. Fiind rugat de comandamentul rus, mi-
tropolitul ordona ca moscheea orasului sa fie trecu-
td ca bisericd ortodoxd Sf. Nicolai. Aici puteau s se

roage soldatii rusi. Acest fapt a nemultumit-o pe co-
munitatea turcd Silistrei, care s-a plans Constantino-
polui. De acolo au ordonat ca Antim si fie expulzat
peste hotare. Dupa sfarsitul razboiului si ca urmare a
semndrii Pécii de Adrianopol (14 septembrie 1829)
orasul Silistra cu satele inconjurate pentru sapte ani
au rimas sub conducerea administratiei rusesti. In
aceasta perioadd mitropolitul continud si indepli-
neascd functiile sale duhovnicesti. Sub initiativa si
supravigherea sa aici se construieste o alta biserica
care urma si poarte numele de Sf. Gheorghe. Lucra-
rile nu au fost terminate din cauza cd armata tarista
dupd trecerea termenului de sapte ani a fost nevoi-
ta in iulie 1836 sa pédraseasca orasul. Mitropolitul
temandu-se cd turcii o sd-1 ucida pentru sustinerea
rusilor si construirea bisericilor, pardseste Silistra ur-
mand trupele tariste. Din documente aflam, ca el s-a
stabilit in Basarabia in orasul Ismail unde a fost atasat
de biserica greceasca Sf. Dimitrii. El a murit la 16 de-
cembrie 1836 si a fost inmormantat in biserica unde
el a petrecut ultimele sale servicii duhovnicesti '.

Dupa regulile stabilite de Sinodul Sfant toata
averea ramasa trebuia sa fie inventariata, ca mai apoi
sa fie datd mostinitorilor sau si rimani bisericii. In
comisia speciald pentru inventariere au intrat functi-
onarul politiei orasului Ismail, executorul judecéto-
resc privat Cartati, procurorul Judecatorie de Comert
Visnovski si preotul Bisericii ,, Acoperamantul Maicii
Domnului” din Ismail Petr Morgunov. In februarie
1837, inventarierea a fost terminatd si la datd de 10
februarie inventarul era trimis in Consistoriul Du-
hovnicesc din Chisindu 2. Acest inventar la inceput
era integral si continea numerotarea fiecarui obiect,
denumirea lui si metalul din care era ficut (aur, ar-
gint, staniu), era indicat si numdrul fiecirui obiect
si valoare lui in ruble rusesti. Tabelul indica aparte
hainele si obiectele bisericesti si din viata cotidiand,
cirti si diferite documente. Iar acesta ultirior a fost
impdrtit in trei parti.

Dupd verificarea inventarului averii mitropoli-
tului, tot ce erau ale lui, in afara obiectelor de cult
ce apdrtineau altarului, s-au transferat verisoarei sale
Dialleta conform dorintei lui Antim. (Tabele Ne 1-2).
in acelasi timp obiectele, care nu erau declarate in
testamnet, dupa legeslatia rusa trebuiau s fie trimise
la Patriarhia din Constontinopol. Asta a si facut, pen-
tru ca proprietarul lor nu era supusul Imperiului Rus
si nu apdrtinea ierarhie duhovnicesti ruse. Pentru
obiectele transferate in Constantinopol s-a facut un
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alt registru (Tabel Ne 3). In continuare anexim cele
trei inventare in limba rusa (normele ortografice s-au
pastrat).

Note

! Arhiva Nationala din Republica Moldova (ANRM).
Fond 208 [Consistoriul Duhovnicesc din Chisinau], in-
ventar 2, dosar 1787, fila 5.

2 ANRM. E 208, inv. 2, d. 1787, {. 66.

* Acoperamant al capului de formd sfericd sau conica.

*Vesmant arhieresc de matase, lung pana la genunchi
si cu méneci largi.

>Banda, care este acoperita cu aur sau argint.

¢Tesatura de matasa.

7Vesmant bisericesc in forma unei esarfe, pe care ar-
hiereul il poarta pe umeri in timpul serviciului.

8 Material lucios.

°Sunt un fel de mansete cu care se string manecile
stiharului.

1 Vesmant preotesc atarnat de grumaz.

" Sfesnice, din care unul cu doud luméndri si altul cu
trei, cu care arhiereul binecuvanteaza pe credinciosi.

12 Pleduri cu care se acopera vasuri liturgice.

Y Piesd de artd pe un substrat metalic facutd din praf
de sticld si emailu.

" Iconita cu chipul Fecioarei Maria, purtatd de ie-
rarhi pe piept.

1> Corp metalic acoperit cu un strat subtire de argint.

6 Acoperamant liturgic pe care sunt reprezentate
punerea in mormint si patimile lui Hristos si cei patru
evanghelisti, in cele patru colturi.

'7Un val atagat de potcap (peste camilafcd) care co-
boari peste spate.

'8 Se are in vedere Mineie — carte bisericeascd orto-
doxd in care sunt indicate, pe luni si pe zile, slujbele re-
ligioase.

1 Carte rituald crestind cuprinzind cantdrile si ruga-
ciunile din cele zece saptamani dinainte de Pasti.

0 Carte care cuprinde rugiciuni si cantari religioase
pentru diferite ceasuri ale zilei.

1 Stofd de lana.

2 Panzid de matasa din Asia.

#Tesdturd de bumbac persan.

**Unitate de masura a lungimii, de provenienta rusd,
egala cu 71,12 cm.

» Unitate de masurd a greutdtii 27 de funti este egal
cul2 kilograme.

¢ Obiect folosit la fumat, avand o parte ingrosata cu
o cavitate induntru, in care se pune tutunul, si alta in for-
ma de tub, prin care se trage fumul.

¥ Unitate de masurd utilizata in Rusia pentru expri-
marea greutdtii pana la trecerea la sistemul metric egala
cu 16,38 kg.

# Ulcior mare.

*Moneda de origine turca.
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Rezumat

In articolul de fati sunt publicate date necunoscu-
te despre mitropolitul de Silistra si Preslav Antim. Dupa
plecarea armatei Ruse, in 1836, de frica represiunilor din
partea otomanilor, a evadat in Basarabia. A locuit in ora-
sul Ismail, unde scurt timp a slujit in biserica ,,Sf. Dimi-
trii”. A fost inmormaéntat in acelasi licas, unde a slujit. La
fel, in articol se vorbeste despre averea, care a rimas dupa
el. Conform investigatiilor, partea de avere ce nu era indi-
cata in testament, a fost trimisa la Patriarhia din Constan-
tinopol, o altd parte ins3, el a lasat-o conform testamentu-
lui verisoarei sale Dialleta.

Cuvinte-cheie: Silistra, Anfim, Ismail, testament,
avere, imigratie.

Pesrome

B mpepncTaBleHHO cTaTbe IYONMKYIOTCA HeM3-
BecTHbIe flaHHble 0 Cumcrpuiickom u IIpecrmaBckom
mutpononute Audume. ITocme yxona B 1836 r. mapckux
BOJICK, OIIaCasiCh PEIpPecCuii CO CTOPOHBI OCMaH, Oexxast
B Beccapabuo. IIpoxuBan B I. VI3mMaws, rie KOpOTKoe
Bpemsa cnyxun B Cearto-JJumurpuesckoit nepksu. Io-
CIe KOHYMHBI ObUI IIOXOPOHEH IIpU TOM XKe LiepKBuU. B
CTaTbe TaK>kKe PacCcKa3bIBaeTcs 00 ero MMyIecTBe, KOTO-
poe octamoch nocie ero cmepti. [loce pasbuparenscTs
YaCTb MMYIECTBA, He OTMEYEHHOTO B 3aBeljaHmy, OblIa
oTnpaBreHa B KOHCTaHTMHONONbCKYIO MaTpUAPXUIO, A
Ipyras 4acTb OblTa IepefiaHa ero ABOIPOJHON cecTpe
Huannere.

Kniouessie cnoBa: Cuncrpa, Audum, Vismanr, 3a-
BelllaHNe, UMYIIeCTBO, MMMUIPAIIVIAL.

Summary

In this article are published some unknown data on
Metropolitan of Silistra and Preslav Anthimos. For fear
of reprisals by the Ottomans after the departure of tsarist
troops he fled in the 1836 to Bessarabia. Resided in Ismail,
where for a short period of time served in the Church of
St. Dimitry. After his death was buried at the same church.
The article also the assets that remained after his death.
After the trials the part of the property not marked in the
will was sent to the Constantinople Patriarchate, and the
other part was transferred to his cousin Dialleta.

Key words: Bulgarian lands, Silistra, Anthimos, Is-
mail, testament, assets, immigration.
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Tabelul 1. Inventarul obiectelor ce apdrtineau mitropolitului Antim
(Ouenounas onucv seujeti mumpononuma Angpuma)

ANEXE

CBAIIEHHOTO OOIaYeHIs

Ne Hanmenosanne Bemeit
= N
5} [
= = Q
= O <) =
25 |& |2
[
7 om
1 Mumpa® ¢ npusuH4eHHbIM KPecmom, cepeOpsAHas No30704eHHAS U OCbinana 1
NPOCMbIMU KAMHAMU, U3 KOUX 25 BbINABUWUX XPAHAMCT 6 0C060M MeuiKe
Obleue20 HA HeM NPU 2PeOHU U NOCTIe CHATNOM
2 Tpu mocoxa ynorpe6nsgeMbIX Ipy CBALIEHHOCTY>KeHnu. OfuH cepeOpsHbIil 3
C IIO30/I0YEHHBIMI KaMeIlIKaMl, HabaIJallHIKOM U KOPOHOIO, 3ajIe/IaHHOIO
B 3Meitke. JIpyroit mocox ObUI BBUIOXKEH IEPIaMyTPOM U Ueperaxor ¢
cepeOpPsHBIMIU BbI30JIOUEHHBIMY KOMBIIAMI ¥ KOPOHOIO TAKOBOIO )K€ 3MEVIKOIL,
Yl TPETUIL — 3 YE€PHOTO JiepeBa C KOCTAHBIMIU KO/IbLIAMM U TAKOBOIO YK€ KOPOHOI0
3 Caxxoc* >KelToll Imapuym ¢ KpacHbIMM OapXaTHBIMU I[BEeTaMy OOIOXKEHHBIN 1
II0/IOCATOI ITOTYIIAPYOIL C AECATHIO METHBIMY OO E/Ie/IBIMIU KOTOKO/IBIMKAMI
4 Cakkoc DKeNTOMl IapyM, C KpacHO-3€MeHbIMU I[BETaMU OOIOKEHHBII 1
cepeOpsIHBIM IIO3YMEHTOM® C BEHA/[LIATI0 CepeOPAHBIMY KOMTOKOIbYMKAMMU
5 CakKoC 4epHOII MaTepuu, ¢ KPacHO-3eJeHbIMM ¥ TI030I09€HHBIMI IIBeTaMI 1
067111 TOIT 6€/1010 MUIIYPOIO C CEMbIO MEFHBIMI TT00€/eIbIMI KOTOKOIBIMKAMI
6 [MoppusHUK CTapoil IIENKOBOM Tomyboil MaTepum ¢ KpacHbBIMU-OeIbIMU U 1
307I0TBIMM IJBETAMU
7 [TogpusHUK KpacHOro urroda’ 1
[NopmpusHMK KpacHOTO LIBETA, CTAPOJ IPOCTON LIETKOBOI MaTepuu 1
9 Tpu omodopa’: OpyH >kenTor Mapyun ¢ KPaCHBIMM, (HDMOTIETOBBIMY 11 3€/IeHBIMU 3
1[BeTaMIt, 00/I0)K€eH IIeTEHBIM OpHAMEHTOM. Bropoii — 6emoro riagkoro rmasera®
C KpaCHBIMY LINTHIMY 30/I0TOM MKOHKaMu. TpeTuit — 6e10ro I1afgKoro riasera
C 30/I0TBIMIU KPAaCKaMM ¥ KUCTAMM
10 JIBa cTapbIx Majblx oMo opa IOTyIapuOBbIX
11 JIBe maps! mopyueii® IMUTHIX T030/1049eHHbIM cepebpom. OfHa mapa KpacHOro,
Ipyras — 4epHoro bapxara
12 JIBa emaTpaxmisa'®: OOMH LIMTBIN M3 CepeOPSHBIX IMO30TOYEHHDBIX IIMPOKUX 2
II03YMEHTOB, a ;PYTOJ CTAphIii IO/IyIIapYeBoi
13 Opna MaHTHs crapas (uoIeToBOro arnaca, ¢ 3 MeJHBIMU I100e/IebIMu 1
KOJIOKOTTbYMKAMU
14 Kpect — KumapucHblit pe3HOII B cepeOpsAHO-BbI30/I0YEHHOI! OIIpaBe, C TAKOBBIM 1
)K€ TIOTHOXKMEM, YKEMYY)KMHAMU U JBYMs IPOCTBIMU 3€I€HBIMI KaMHAMM U
KPACHBIM (QyT/IIpOM
15 JIBa KpecTyKa — [ePeBsSHHBIX Pe3HbIX B cepeOPsHO-BBI3OTIOYEHHOI OIpaBe C 2
YKEMUY>KMHAMU, KOpa/llaMy, 6e3 TOHOXK NS, CTapble.
16 Opno ukupue u opxo Tpuxmpue'!, cepebpsinbie B QyT/sipax, 0OTSIHYTHIX 2
KPacCHOIO KOXKEI0
17 JIBa cTapbIx Bo3ayxa '’ MIeJIKOBOI MaTepun 2
18 OpnHxo EBaHrenue Ha rpedecKoM fUajIeKTe B CEpPeOPsIHO-TI030/I049eHHOI] OIIpaBe, 1
00710)keHHO€E KpacHBIM 6apxaToM ¢ puundTamm
19 JIBa MOJHOXXHBIX MUTPOIMONUTCKUX OpJelia, CTAapblX, OfJMH Ha KPacHOM a 2
IOPYrol Ha 3€JIEHOM CyKHe
20 OpHa maHarus'* porosas, pesHasi B cepeOpsiHO oIpaBe U C CepeOpsHOI 1
LIEITOYKOI
21 Tpu 6yMa>KHBIX IPOCTHIX IIOKPBIBa/IA, HOOUTHIX XOJICTOM, i1 0OBEPTHIBAHMA 3
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22 OpHa fepeBsAHHasA KOpoOKa C PasHBIMU MelovYaMM, YHOTPeOIAeMbIMU HpH 1
OCBAIIIEHNY LIepKBelt

23 OpHa Mamasd mITyKa, OTIOMaHHAsA OT MUTPHI C 3€JIEeHHBIM KaMYIIKOM C TpeMs 1
JKEMUY>KMHAMU

24 OpuH TOFHOC B amIUIMKe  MaleHbKWil, YIOTpeOsieMblil  IIpu 1
CBALEHHOCTYKEHUY

25 AHTUMUMHCH ', HalleyaTaHHbBIE Ha 6€10M XOJICTe 20

26 [IIkaTy/Ka fepeBsHHAS C YeperaxoBOo0 00KIafKO0 1

27 | llxarynka cepebpucras

28 [Tanka yepHOTO HepeBa, Ha KOHIe ¢ 6€1010 KOCTSIHICTO FOIOBOIO 1

29 Knobyx " rpedeckuit, 4epHbIII CYKOHHBI B BETXOM COCTOSHUN 1

30 | O6pasok boromarepu B MeneHbKOIT cepeOpsIHOIT OIpaBe HU3KOTO cepebpa 1

31 Vixona Cestbix Apxuctparura Muxana u CaBBbl 6e3 oKtaja 1

Kuurn

32 Mecsaynbix '® 11 muctos 11

33 LIseTHoit Tpnox 1

34 Tpudoneit 1795 . 1

35 Yacocnos® 1832 . 1

36 MonuTBeHHNK 1

37 A6apusiofKaBys B 2-X TOMaX 2

38 Counnenre Edtrmus 3 Toma, cofep>xnt 45 11cToB 3

39 IIpaBenbHMK Ha PYCCKOM M TPEYECKOM A3bIKaxX 1

40 Pasrosop 1

41 KyTakongpomuon 5

42 Tonkosanme MoanHa 3matoycta Ha IlcanMbl ¥ Ha KHUIM IpOpOYecKMe, Ha 1
Ipe4ecKOM U JTAaTMHCKOM JIMaeKTax

43 Counnennsa Oykuanpa o IlenomonHecckoit BoiiHe 7

44 MoneOHMK Ha MOJABCKOM SA3bIKE 1

45 Hosermmit IeKCUMKOH SIJIMHCKOTO ¥ TPEYeCKOro A3bika 1836 1. 3

46 Ienocur 2-it Tom 1

47 JlexcukoH 1786 T. rpedecKuii, TAaTUHCKUI ¥ UTATbAHCKUI 1

48 Maremartuka Apxumesa B 3-X TOMax 3

49 Counnenns Kcenodonra B 2-x Tomax 2

50 Hotnpix EpMomnaiiankos 2

51 Y1cTONOMOKEeHHNK CIyXXeHIs ApxuepericKoro

52 IIpaktnyeckaa putopuka Epmorena [Jumurpua Kapakoca, Meguiunckas 1

1795 1.
53 Crapblil ICANThIPb Ha TPEeYeCKOM IMAeKTe 1
Bemn

54 IlTy6a HoBas nmu JJxo6a 13 co60/eBBIX ANIOK O€Ioro IjBeTa 1 70

55 IMonyury6ok mmu Koruserika. ITo 60kam 13 co60/1eBbIX JIATIOK, IIepef U CIIIMHA 1 30
U3 OPIOLIIEK, LIJIKOBAst TEMHO-3€/ICHOTO 1{BETa, HOBAs

56 [lly6a 13 mIepCTH PBDKMX JUCHUI, HOKPBITasd TOHKMM CYKHOM 6MpPI030BOTO 1 80
11BeTa, HOBas

57 IMonyury6ox way KoHparyHu, IOHOIIEHHBI 13 IOJ IIeeK COOOEBBIX, II0 1 25
6oxam 6bLIa TOKPBITA COOOIEBBIMMU OO PIOMMHHAMIL. [TOKpbITa 61PI030BBIM
MEpPMHOCOM
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58 Takas >ke IIOHOLIIeHHas cobomeBast my6a 1 25

59 IMonyury60oK MOZOUT U TIOHOIIEH, IOKPBIT MIKYPOil G€I0K, HOKPBIT TOMYOBIM 1 15
Ipagenamom !

60 [ly6a u3 nucbMX IOAOPIOLIEK, OMylleHa BOKPYT XPUCTOBBIMM JKEITHIMMU 1 30
JIMCUIIAMH, IOKPBITA TUPMYTOM, CBET/IO-IMKOTO IIBETA, Ma/IOHOLIEHAS

61 Kadran neTHUI U3 TypenKkoil KyTHI, 9epHOTO LIBeTa M3 TYPeLKOi KyTHU >, 1 20
nopbuta 6enbiM KoneHkopoM. Hosbiit

62 Kadran marepmm >KenTo-IepraMyTpPOBOrO IBeTa M3 TYPELKOH KyTHH, 1 12
nopi6uTa Oe/bIM KoeHKOpoM. IToHoLIeHHDbI

63 Karan maTepumy 3e/IeHOrO IBeTa M3 TYPELKONl KyTHM, MOROUT OerbiM 1 15
KoneHKOpoM 2. [ToHOMLIeHHbII

64 Kadran n3 nepcupckoit marepun uwa Llutepy, TeMHO-CIEIION ¢ KpacHbBIMA 1 15
MEJIKMMY ITaJI0YKaMM, HOfOUT Oe/IbIM KonmeHKOpoM. IToHOLIe HHbI

65 Ka¢ran us nepcuyckoit marepun win Llnrepu, ¢puoneroBoro 1sera, mogbut 1 2
6empIM KoneHKOpoM. [ToHOIIeHHbII

66 Kadran cyKOHHBIIT, TEMHO-CYHETO LIBETA, HOFOUT KOPMYHEBBIM KOJIEHKOPOM 1 20

67 Ka¢ran n3 nepcupckoit marepun miu Llutepn, TeMHO-CHHETO [[BeTa, IIOXOUT 1 13
6ermpIM KoneHKOpoM. [ToHOIIeHHbII

68 Maposappl mmu IlmxmapusA, KalleMupoBble, KPAacHOTO IjBeTa, IOAKIafKa 1 8
6erast KOJEHKOpOBas

69 [Taposapst nu Lluxiapus, KalieMnpoBble, 4ePHOTO CYKHA, TOAKIafKa Gemast 1 8
KOJIEHKOpOBas

70 Maposapsl mmn Lluxuapusa, nonyTnberoBble, CBeTIO-(pUOIETOBOIO IIBETA, 1 1 50
nopkaaka 6emast KomeHKoposast. Crapble

71 Paca wmm bemmc, cykoHHas, TOPBKOrO IBeTy, IOAKIAfKa IIEIKOBasA 1 40
¢uonerosoro 1seTa

72 Psca mnu benic, TeMHO-CUHETO 11BeTa, IIPOCTOrO CyKHA 6e3 IOgKIaiKu 1 20

73 Omesno Ha Bare, IIONYIIENKOBOE M IIOJIOCATOE, OOIOXEHO IOMYKPYTroM 1 25
3€JIEHOI0 KYTHOI0, TOXOMUTO OYMaXKHBIM O€/bIM TONCTBIM XOJICTOM

74 IManp Oarpmapckas, TEMHO-3€/IEHOrO I[BeTa C [BYMs KOVMaMu — OJHOIO 1 20
LIMPOKOIL Y APYTOIL — Y3KOII

75 [ToxpsiBana cutieBble mofouThIe 6€1biM X0mcToM. OFHO — TOI0CaToe, BTOPOE 3 1 20
— KPacHOTrO 11BeTa, a TPeThe — ToNyHoro IBeTa

76 Komrenex - mosmocarslif, MIETKOBBIN C I[BETAMU U 30/IOTBIMU ITBETKAMU U 1 5
KJMCTOYKaMMI

77 Py6axu - 6enble, OypyHIyKOBbIE 3 15

78 YrupanpHuky — 6yMa)kHble, Oeble ¢ KaliMaMI U3 TYPeLIKOro OypyH4yKa WIn 11 15
Oy/NIrapcKux MeHbIIeil pyKu

79 YTupanbHUK — 6yMa)KHBII, JUIMHHBIA C KailMaMI U3 TYPeLIKOro 6ypyHYyKa ¢ 1 1
HOJIOCKaMM 11 6axpoMoit

80 YrupanpHuk — OyMaXKHbIT, y3kuit 1,5 apIinHa® ¢ BBIIMTBHIMMA 11O SKEITOMY 1 20
10Ty KaliMamMu

81 YTypanbHUKM — 6yMa)kHbIe, Ha KPalo BBIIIMTHIE LIBEThI I MUIIypa U3 IIeTKa 14 4
U 30710Ta

82 YypansHuKy — 6yMajkHbIe, C Pa3HbIMI IIECTPBIMI KaeMKaMuU 5 1 50

83 PyxoB1pbI - 1eTHMe, KOPOTKME, OTOCAThIe 1 40

84 CangeTku — Typenxue, 6yMaXKHbIe 3 2

85 Tabakepku — 6yMakHbIe B MEJHOII OIIpaBe 6 40

86 MarnenbKue 3Upapbl — TypelKiue, MefHble 9 50

87 JIoXXKM — KepOBble, IepeBAHHbIE 4 20

88 Kopka c mocoxa cToHOBOII KOCTI 1 80
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89 Bornrapcknit HOX — IIPOCTOIT, 06/I0XKEHHBIIT MEJ[BIO0 1 20

90 Buiky n HOXXM — >KeniesHble, TPOCThIe 4 60

91 Oukn B yepenaxoBoii oIpase 1 40

92 CepeOpeHHble KapMaHHbIe 4Yachl, B ABYX (PyT/IApOB cepeOpsSHbIX U OTHOM 1 25
YepenaxoBoM

93 CepebpenHble modTany, OfHA TIOMEHbIIIE C IOSICOM, Apyrue 6e3 OHOro, HO 2 30
no6orblie

94 TTogHoc 1 5

95 CepebpenHoe Masoe 6II0feIKOo 1 4

96 Crynba - 14 u3 xoxu, 10 ¢ mogymkamu 1 4 ¢ IieTeHKaMn 14 16

97 ITonTopa ¢pynTa” yas 8

98 [[Tanp - aHDIMIICKas, TeMHast ¢ OOIBIIMMY Pa3HOLBETHBIMM KaiiMaMu 1 40

99 Pscpl — cyKOHHBIe, 1Be YepHOTO IiBeTa IIOA0MTa LIeIKOBOJ MaTepuell, OfHa 1 2 70
Ipyras (pUoIeTOBOrO LiBeTa

100 | Paca - yepHOro y1acTuKa, 3arpaHNYHOrO LIEPCTEHHOTO 1 30

101 | JKectsnas kopobka 1 20

102 HaBomnouka — 60/b1ast cuTieBast o 60/IbIIOMY IIOIIO C I{BETAMNI 1 40

103 | IllapoBaps! KodeitHOro 1IBeTa € HOMYCAIOKKAMU 1

104 | Kpy>XKM ¢ XpyCTaJIbHBIMM KPOIIKaMU 4 4

105 CrakaH - XpyCTa/IbHBIIl, TIaIKIA 1 2

106 | Promo4knu — XpycTanbHble, MaleHbKIe 2 40

107 | Kpyxxka ¢astacoBast ¢ 060509KOM 1 PUrypKamu 1 80

108 | Hamka c KppIIIKON — XpycTaabHas, IPAaHEHHAs 1 40

109 | ComoHOK — cepeOpAHBIIL, BHYTPYU BbI30/IOYEHHDII 2 13

110 | Kagmmandxa — goMarnHsis, cepebpsiHast yrapaarast 1 16

111 Tabakepkn — omHa (paHIfy3cKas 30710Tas HEMHOTO MCIIOpYEHHas, Apyras 2 50
cepebpeHHas

112 ByTbUIouka — cepeOpeHHast ¢ KPUBBIM TOPIIOM 1 10

113 18 cepebpeHbIX YallleK, 13 KOTOPBIX 6 ITTAfKUX U 12 pesHBIX, YIOTpeOIsaeMbIX 18 25
Ist Kode

114 | Yepmayok — OOBAHHBIN, MaJIEHbKUI C Y€PHOI Py4KON 1 60

115 | ITadTanu B cepebpsiHOIL OMpaBe, KUPIMIHOTO [[BETA 2 10

116 | KodeitHn4uok — cepeOpsHbIIL, BHI3OTOYEHHBII 1 12

117 | CronoBble TOKKH — cepebpucTbie 6 30

118 | CepebpeHHbBIe TOXKKY /15 Yast 2 2

119 | 6 HOXXelt ¥ 6 BUJIOK C cepeOpsHbIMYU YepeHKaMu 12 30

120 | Dy1/sIp — epeBsHHBII OOTAHY THIN KPACHOI MaTepueit 1 1

121 [ToxsopHas Tpy6a — Masiast B MESHOI! OlIpaBe 1 12

122 | HIxarynka ONMOBAHHAA 1 25

123 | MyurrykoB — 10 ssHTapHBIX U 3 KaMEHHBIX O€/IbIX 13 50

124 | Yepeunessle uy6yku®, 3 Mannle u 1 60/1bII0I 4 10

125 | YepemrHeBble 4y6yKu — IpOCTbIe 2 80

Mepnas nocypa

126 | PyKOMOJHUK — 30/10TOJ Mefint 1 12

127 | YMbIBanbHMUIA 1

128 C1oOMaHHBIN ITOACBEYHUK 1
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129 | JIoXKM — CTONOBDIE, XENTON Mefu 20 2
130 | PyKOMOJHMK — KPaCHOJI IOMY>KEHHOJ M€ C TAKOBOIO )K€, YMbIBaTIbHUIIEIO 2 10
131 Pa3HoIl MeIHOT! OCYMBL, TYPELKOI paboThI 1 POPMBI, 113 KOTOPBIX CTapble — 79 150
79 WITyK, BecoM: 6 myfoB* 27 ¢GyHTOB
132 TlomgHOCHKOB — M1 pr601<, MaJIbIX, Ke/ITON Mein 13 1 20
133 | IBa opestsia, OJHO IOJYIIETKOBOE TEMHOE, a APyroe OGyMaKHOe IIPOCTOE, 2 25
06LINTBI OeTbIM KOTEHKOPOM
134 | KoBpsl - rony6sle, KOCMaThble, Masible, 2 CTAPBIX M 2 HOBBIX 4 20
135 | KoBep — 1mepcTAHON, B pa3HOLBETHBIX KIMHBIIIKAX, 3 METpa B JUIMHY, U 4 — 20
LIV PVHBI
136 | Tpn mokpbIBaza — [Ba IONOCATBIX C CHHUMM HONTOCKaMU U KPacHBIMMI 3 15
6axpoOMKaMI, a TPeThe CUTI[EBOE C CMHEI0 6AXPOMOI0
137 | lllaBapm — $Hpm0OmIETOBOTrO 1IBETA, CTAPbIe 1 40
138 TrosAk Wiy MaTpar — IeCTpoBOIt, HAOUTBIII BaTOM 1 3
139 | Tiodsixu — HabUTBIE COTOMOIT 3 1 50
140 | Crennbix mopyuiek — 10, u3 KOTOpbIX 8 Ha6KUTbIe BaTOI, 1 MOKPHITa TEMHO- 10 8
3€JIEHBIM CYKHOM U 1- I107I0CaToll ImecTpelo, a 2 cTapoil OyMa>KHOI, KpacHO!
C IIOJIOCKOJI IECTPEI0
141 | IBe HeGoMbIIMe ITYKYU CYKHA YePHOTO LiBeTa J/IMHOI B 9 apIIMH
142 | IBepHBIe 3aHaBeCKM — IPOCTOrO CYKHA, OJJHA YEPHOTO — ApYyras romyboro 2
1BeTa
143 Hapomouku — mecTpble /1711 HACTEHHDIX IO yIIEK 4 1 20
144 | IlyxoBas Gemasi MOAYIIKA, CUTLeBasI C 6€I0il HABOTOYKOI 1 1
145 | Meuku — X0/ICTsAHbIE HOBbIE 3 40
146 | MywTyK — TypeUKuii, TOIIaJUHBIA C METHBIM YKPAIIeHNEM M HATPYTHUKOM 1 1
147 | Mono4Huku — ¢assHCOBbIE 2 80
148 | Yaruku pasHOro copra ¢ 4 pasOuTbIMu O/IIOfieIKaMI 4 40
149 | Yamku - Typenkue, s kode 6e3 6monedex 3 20
150 | CyHpyku — 2 OOTAHYTBbI MaTepyell M OKOBaHbI XKelIe30M 13 KOTOPBIX, OffUH 4 12
60JIbIIONL a {PYTOli IOMEHbIIIE, OAVH IePeBAHHDI Y3 OKPEMHEHHOI HEeXXHO
OKOBBI, PYTOil Ma/IeHbKII1, TAKO K€ OKOBbI
151 | Ilorpeber; — mepeBsiHHBIN, OOMUT Keme3oM OIS yKaanky mrtodoB? u 4-ms 1 1 50
mrodamu
152 Kapera pByMecTHas Ha 4YeTbIpeX KO/Iecax, BCsA OKOBAHHAA JKEITON TEMHO- 1 250
KO(erTHOI KpacKoit
153 | Ilapa momrafelt MacT¥ BOPOHOIL, POCTY CpeHero 13 KOTOPLIX OfjHa MMena 6 2 100
JIET, a IpyTad C TPUBON PACIIONIOXKEHHOI Ha IIPABYIO CTOPOHY MMera 5 jeT
154 | XoMyTBI — pa3Hble, MOTAABCKIE CO BCEMI HAIIEXAINMI IPpUOOpamMu 1 5
155 | XoMyTbI — pasHble, PyccKye O BCeMU HaIjIeXalnMiy Ipubopamu 1 2
156 | XoMyTbI — IPOCTHIe He KOBaHHbIE B OIVIOOTIAX 1 2
157 | HacrenHble 4acpl — cTapble ¥ UCIIOPYEHHbIE 1 5
158 | Kncer — 0OLINT LIIEIKOM U 30I0TOM 1 20
159 | IuBaH — IUIIOBOTO [iepeBa IIOf [AIUTPY, HOTEPThIl C HAOMBHBIM TIO(AKOM, 1 10
MIOJYLIKAMU 13 IIEPCTH, TIOKPBIT CTaPbIM IIOBAPHBIM CUTLEM
160 | IlIxadsr — 2 13 TMIOBOrO fiepeBa HOJ, MATUTPOIL, U3 KOUX 1 ¢ 4-Ms AMMKaMI, 2 50
¢ 4-MA cTeK/1aMU, BHYTPEHHMMH 3aMKaMI U 3a/IBVDKKaMM
161 [IBa ropuouka BapeHbs: 1 — anbBsl (aitBel — 1. D.) u 1 — HermonHOe BUIIHEBOE 1
162 | BapeHbs pa3HOro B CTEK/IAHHBIX GaHKaX 4
163 | ITomyiuku HacTOMbHbBIE — 12 IITYK TYPELIKOro nomybapxara 12
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164 |Ilpspkka ¢ ogHMM OGOMBIIMM M MaJeHbKUM 3€TeHBIMU KaMHAMMY, 00I0>KeHa 1 5
BBI30JIOYEHHBIM CepeOPOM 1 Ha KOHILIE C IIPOCTON 3€/ICHOI CePEeXKKOI

165 Hab6anmamHnk 6e1oit KocTu 6e3 maaku 1 50

166 | Typeuxe OynaBbl, CTOMaHHbIE 2 1

167 | Menkoro cepebpa Ha 2 py6iist cepebpoM u 1 deTBepTak 8 60

168 | MoHeTs! - cTapble MefHbIe 1 1 cepebpsiHast 4

169 | ABcTpuiickuii Tanep 1427 r. u rpedeckas MOHeTa py6/1eBOoro JOCTOMHCTBA

170 Pacmucka msmanmabckoro 2-1 runmbayvy Kynua Huxomas Kopmamm Ha 600 1
py6reit cepebpom

171 | Ocobo 3ameyaTaHHbIE B OJTHOM CYHAYKe OyMary, Kak MmicbMa, pUpPMaHBI 1
IpyTUe — Ha pasHbIX A3BIKAX, KOTOPbIe TPeOYIOT MOLPOOHOTO PacCMOTPEHMA

(ANRM. E. 208, inv. 2, d. 1787. ft. 53-63).

Tabelul 2. Inventarul de documente gdsite in casa mitropolitului Antim
(Onucv 6ymae, Haii0eHHbIX 8 0oMe Mumpononuma Angpuma)

HasBanne 6ymar Yucno
OHBIX

MHoOecTBO nnceM Pa3HbIX TOAOB I INIT HA PYCCKOM, MO/ITAaBCKOM, TYPE€KOM U 60/bIIEI0 YACTHIO Ha | -
TpE€IECKOM INA/IEKTE

ITopBaHHBIX JEHCOPHBIX PACHMCOK PA3HBIX JINI] 51

Pacmmcok Ha KOMX ITIOMETOK 00 yIUIaTe HU KOMX He C/Ie/TaHO Pa3HbIX JIMIL M B Pa3HbIX rofjoB Ha 22, 061 19
nesos u 30 map

CTaprX AOMAIIHMX M OPYTUX, NEHE)KHDIX CIE€TOB Ha Pa3HbIX JIOCKYTKaX I IB€ TETpagu C pacdeTaMI -

Pasuble pupMaHbI ¥ JOKYMEHTBI Ha TYPELIKOM IVa/IeKTe 11
To »e Ha TpeyecKoM uanexTe 13
To >xe Ha craBAHO-cepOCKOM 1
JlyxoBHOe 3aBelaHe COOCTBeHHOPYYHO MuTtpononutoM nucanHoe 12 ¢espast 1830 r. Ha rpedeckoM 1

IMajeKTe 3a IMOAIICEM €r0, HO HU ITie He 3aCBU/IeTeIbCTBOBAHHOE, I7ie BCE €r0 MMYILECTBO 3aBellaeTCs
IBOIOPOMHOI cecTpe [Tuanerre.

(ANRM. E. 208, inv. 2, d. 1787. ff. 53-63).
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Tabelul 3. Lista obiectelor ce apdrtineau mitropolitului Antim, transferate Patriarhiei din Constantinopol
(Cnucox seujeti mumpononuma Auduma, nepedannvix Koncmanmunononockomy nampuapxy)

Ne HaumMenoBanme Bemen Yucno Bemiei

1 Mutpa ¢ DPUBMHYEHHBIM KPECTOM, cepeOpsiHasi MO30/I0YeHHas M OCBIIaHa IPOCTBIMI 1
KaMHSIMIL, 113 KOMX 25 BBIIABIINX XPAHITCS B 0COO0M MellIKe OBIBIIEro Ha HeM Ipu rpebeHn
1 TIOCJIE€ CHATOM

2 Tpu mocoxa ymoTpebnsAeMbIX TpM CBAlMleHHOCTyXeHrn. OpuH cepebOpsHbBIL ¢ 3
I1030JI04€HHBIMY KaMeIlKaMMi, Haba/IalllHMKOM ¥ KOPOHOIO CHeIaHHOIO B 3Melike. [[pyroit
[IOCOX OBUI BBUIOXKEH MEPIAMyTPOM I UYePEraxol0 C CePeOpSHBIMIM BBI3OTOYEHHBIMI
KO/IbIJaMI ¥ KOPOHOIO TaKOBOIO )K€ 3MEIKOI U TPETUIL — 13 YEPHOIO iepeBa ¢ KOCTAHbIMU
KOJIbLIaMJ ¥ TAKOBOIO K€ KOPOHOIO

3 CakKoC >KeNToll Hmap4yy C KPacHbIMU OGapXaTHBIMMU LiBETaMM OOTOXKEHHBINI MOyIapyero 1
[IOJIOCATYIO C [JeCSTHI0 MEIHBIMI [T00€/IEHHBIMY KOTOKO/IBIVKAMI

4 Cakkoc O>KeNTONl IapuM C KPAaCHO-3€/IEHBIMU ILIBETaMU OOIIOKEHHBIT cepeOpsiHbIM 1
IIPO3YMEHTOM C IBEHA/[IIATbI0 CepeOPSIHBIMIU KOMTOKOIBIMKAMI

5 CakKoC YepHOil Marepuy C KPACHO-3€JIEHBIMU J IT030JIOYEHHBIMM ILIBETAMM, OOIUTBII 1
671010 MUIIYPOIO C CEMbIO MEIHBIMIL IT00€/IEHHBIMI KOTOKO/IBIVMKAMI

6 [MogpusHUK CTApoOli IIENKOBOI TOMy0Oil MaTepuu C KpPacHbBIMU-OEIBIMU 1 30I0TBIMMU 1
I[BeTaMI

7 IMoxpusHuK KpacHOro 1mTodha 1

IMoppu3HNK KpacHOTO IIBeTa CTapoli IPOCTOI IeIKOBOI MaTepyun

9 Tpu omocdopa: OauH >kenTolt mapyuy ¢ KPacHBIMM, (PUONIETOBBIMU 1 3€/IEHBIMU 1IBETaMMU 3
00671a)KeH IJIeTeHbIM OpHaMeHTOM. BTopoit — 6e10ro I1ajKoro riasera ¢ KpaCHBIMM IV THIMU
30710TOM MKOHKaMu. TpeTuii — 6e10ro I7TaKoro I7a3era ¢ 30JI0TbIMU KpacKaMM ¥ KUCTAMU

10 [IBa cTapbIx MaibIX OMOGOpa MOMyIaPIeBbIX 2

11 [IBe mapbl HOpydYell MIMTHIX [TO30/I0YeHHBIM cepebpoM. OnHa mapa KpacHOro, Apyras — 2
YepHOro 6apxara.

12 JIBa emmTpaxuia: ONUH IIUTBIA U3 CepeOPSAHDIX MTO30TOYEHHBIX IIMPOKNUX IIPO3YMEHOB, a 2
APYTOJ CTApBIii IO/TyIapYeBoi

13 Opnna MaHTHS cTapast GMOIETOBOTO aT/Iaca ¢ 7 MeIHBIMI IT0OeIEHHBIMY KOIOKO/IBIMKAMI 1

14 Kpect — KnmapucHbIl pesHONl B cepeOpsIHO-BBI3OJIOUEHHOI OIpaBe C TaKOBBIM JKe 1
MIOJHOXKMEM, >KEMUYY>KMHAMM U JABYMS IPOCTHIMM 3€/IEHBIMM KaMHAMM ¥ KPacHBIM
dyTtiapom

15 JIBaKpecTHKa — IepeBsAHHBIX PE3HBIX B CepeOPAHO-BbI30JI0YEHHO OTIPaBe C JKEMYUYKIHAMIL, 2
KOpatami, 6e3 TIOIHOXIS, CTaphble.

16 Opuo Muxupue n ogao Tpukupue, cepebpsiable B Gy T/IIpax, 0OTAHYTHIX KPACHOIO KOXKEI0

17 JIBa cTappIX BO3yXa II€/IKOBO MaTepUM

18 Opnmo EBaHresne Ha rpedecKoM UajIeKTe B cepeOpsIHO-I030/I04€HHOII OIIpaBe, 0OTI0KEHHOE
KpacHbIM 6apxoToM ¢ puHnbTAMU

19 JIBa IOIHOKHBIX MUTPOIIOUTCKIX OPJIEla, CTaphIX, OfIMH Ha KPACHOM a [PYTOJ Ha 3€7IEHOM 2
CyKHe

20 Opnna ITanarust porosas, pesHasi B cepeOpsIHOIL OIpaBe 1 ¢ CepeOpsIHOI [eTI0YKOIl 1

21 Tpu 6yMa>kKHBIX IIPOCTBIX ITOKPBIBAIA, IOLOUTHIX XOICTOM, JLs1 00BEPThIBAHMS CBSAIIEHHOTO 3
obmageHns

22 Opnna fiepeBsiHHAsE KOPOOKa C PasHBIMM MeIOYaMM, YHOTPeO/IsIeMbIMI HPY OCBSIILEHNNI 1
LiepKBell

23 Opna Majas MTyKa, OT/IOMAaHHAA OT MUTPBI C 3€/IEHHBIM KaMYIIKOM U TPeMs KeMJy >KITHAMUI 1

24 OnuH NOfHOC B aIUIMKe MajIeHbKUIA, ynOTpe6}IH€MbI]7I IIPY CBAIEHOCTY KEHU 1

25 AHTUMMHCHI HalleYaTaHHbIe HA 6€TOM XOTICTe 20

(ANRM. E. 208, inv. 2, d. 1787. ff. 148-148v.).
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Liliana CONDRATICOVA

FORJAREA ARTISTICA IN CREATIA MESTERILOR AUTOHTONI
DIN SECOLELE XIX-XX

Contextul bibliografic privind evolutia artei
metalului in Basarabia, RSS Moldoveneascd si Re-
publica Moldova ne sugereaza o serie de constatari
cu referintd la piesele de feronerie si podoabele din
spatiul vizat. Pe baza materialului acumulat autorul
are intentia de a prezenta unele obiecte din metale
nobile si comune, realizate in tehnica forjarii metalu-
lui - o tehnici bine cunoscutd mesterilor autohtoni.

Sursele de cercetare a subiectului enuntat sunt
cele mai diverse, de la dosare de arhiva si literatura de
specialitate la colectii muzeale, private si bisericesti.
In filele dosarelor consultate la Arhiva Nationald a
Republicii Moldova (ANRM) au fost documentate
piese din patrimoniul bisericesc si podoabe laice, re-
alizate in tehnica forjarii artistice a metalului. De ase-
menea, dosarele de arhivd ne furnizeaza informatii
valoroase privind numele mesterilor care au profe-
sat prelucrarea artistica a metalelor, fapt ce permite
realizarea unui studiu etnologic privind provenienta
mesterilor, datele genealogice si numérul mesterilor
de o anumitad etnie. Astfel, documentarile noastre au
condus spre concluzia ci in secolele XIX-XX argin-
taria si confectionarea bijuteriilor era profesatd cu
predilectie de catre mesteri de origine evreiasca, iar
prelucrarea metalelor comune (fier, alama, tinichea,
aramd) era profesatd in mare parte de catre mesteri
romi (tigani), bulgari, moldoveni (romani).

Ponderea cea mai mare constituie piesele din
custodia Muzeului National de Istorie a Moldovei
(MNIM)!, unde au fost documentate atat piese de
orfevrarie, cat si podoabe din metal forjat. Totoda-
ta, pe baza colectiilor MNIM pot fi stabilite interpa-
trunderile si relatiile culturale intre diverse regiuni,
importurile obiectelor din metale nobile din tarile
cu traditii la acest capitol (Polonia, Rusia, Ucraina).
Un loc aparte revine pieselor de podoaba din colectia
Muzeului National de Istorie si Etnografie a gagiuzi-
lor ,,D. Cara-Ciobanu” din satul Besalma?, care vin sa
confirme prezenta mesterilor care prelucrau metalul
si confectionau diverse piese de podoabd (de regu-
14, bratéri, paftale, catarame) si obiecte de feronerie,
satisfacand astfel cerintele populatiei din sudul Basa-
rabiei. Nu putem trece cu vederea nici piesele de po-
doabi din custodia Muzeului National de Etnografie
si Istorie Naturala din Chisindu, care vin sd confirme
prezenta unor piese de podoaba specifice portului
populatiei din sudul, centrul si nordul tarii.

Se cuvine sd mentionam si piesele de feronerie

atestate in orasele si in licasele de cult din spatiul
actual al Republicii Moldova: crucile bisericilor si
clopotnitelor lucrate de fierarii localnici, ferecaturile
de carte si de icoana, la fel grilajele ferestrelor, bal-
coanelor, feroneria usilor, diverse copertine, console,
colonete etc., in mare parte rodul muncii fierarilor
localnici.

Un loc aparte in cercetarea noastra revine si fo-
ilor de zestre, in care figureaza piesele de podoabd si
vase, lucrate inclusiv in tehnica forjarii, a stemuirii
metalului. Din foile de zestre studiate stabilim piese-
le de larga circulatie, care vin sa demonstreze tabloul
general al evolutiei culturii materiale i spirituale a
populatiei din Tara Moldovei, statutul posesorului in
societate. De exemplu, conform diatei din 6 august
1805, stolniceasa Safta Kogélniceanu lasd urmasilor
sdi mai multe bunuri, iar nepoatei sale Catinca lasa
icoana cu chipul Maicii Domnului in ferecatura de
argint, iar din podoabe lasi ca zestre sase siraguri de
mdrgaritare mari, sapte siraguri de mérgaritare mai
mdrunte, o pereche de cercei de mdrgaritar, doua
inele de aur, o pereche de paftale de argint, o tabld
de argint, o strachinutd cu doua lingurite de argint,
o stropitoare de argint, o afumditoare de argint, 2
solnite de argint s.a. (Ghibanescu, 1930, 115-116).

In asa fel, data fiind multitudinea surselor de
studiu, am stabilit ca obiect de cercetare piesele de
podoabd si cele de feronerie (de cult si laice) lucra-
te prin tehnica forjarii artistice a metalelor nobile si
comune.

Costumul national si bijuteriile specifice prezin-
ta un izvor important de studiu al istoriei poporului,
tiind de domeniul interesului istoricilor, etnografi-
lor, criticilor de artd si expriménd valori estetice au-
tentice. Evolutia costumului national din Basarabia,
RSSM si Moldova este analizatd minutios in istori-
ografie, insd podoabele specifice au fost mentionate
doar fragmentar, doar in contextul studierii acceso-
riilor vestimentatiei populare. Practic in toate mono-
grafiile pe subiecte istorice si artistice se mentionea-
za costumul national brodat cu margele marunte de
sticld colorata, care fac parte din categoria podoabe-
lor ieftine (MckycctBo, 1971, 14). De 0 mare cautare
erau si firele de aur si argint, fluturasi si margele, care
integreazd broderia, acordandu-i un aspect de stofd
grea, scumpd (IToptyrn, 1960).

Podoaba prezinta o decoratie pentru corp sau
vestimentatie, fiind o relatare a modului de viati si a
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pozitiei in societate. Moda la anumite piese este un in-
diciu de dezvoltare a societatii, a fiecarei personalititi
in parte si este conditionatd de conflagratii, indus-
trializare, multiplicarea articolelor, concurenta etc.
Tréasaturile fundamentale care definesc o piesd de
patrimoniu sunt vechimea si importanta ei istorica,
raritatea §i unicitatea ei, originalitatea si executarea
intr-un singur exemplar, de unde si imposibilitatea
reproducerii, legdtura cu epoca istorica sau anumite
personalitati, valoarea financiara inestimabild si cea
artisticd.

In cele mai dese cazuri podoabele par a fi niste
mesaje si credinte din indepartata istorie, arta neoli-
tica si geto-daca. Fiecare podoabd si bijuterie in An-
tichitate si Evul Mediu era confectionatd in mod in-
dividual, cu un anumit sens simbolic purtat, ceea ce-i
conferea expresie si semnificatie simbolica, putere si
energie respectivi. In credinta populara practic pAna
acum persista ideea precum ca nenorocirile ii oco-
lesc pe cei ce poartd podoabe de metal, consideran-
du-se ca metalul respinge relele si blestemele. Astfel,
o batrand mdrturisea: ,,la gat port mdrgele si in ureche
cercei, cd dacd blestem copiii, sd cadd blestemele pe
margele si pe cercei, nu pe copii’. Continuam subiec-
tul printr-o veche intelepciune populara: ,cine nu
poartd mdrgele la gat, pe lumea cealaltd poarta serpi,
iar in ureche cine nu poartd cercei, poartd broaste”
(Ciobanu-Turcanu, 2005, 26).

Pe baza colectiilor muzeale si a surselor plastice,
a materialului arhivistic si literaturii de specialitate
a fost restabilit setul de bijuterii specifice portului
populatiei din Basarabia, desi suntem constienti de
faptul ca o atare reconstituire nu este una emina-
mente definitivd, intrucit este imposibila studierea
tuturor surselor la acest capitol. Populatia Basara-
biei in limitele cronologice studiate era constituita
de moldoveni/roméni (populatia predominanta) si
intr-un numdr esentialmente mai redus - de ucrai-
neni, rusi (in nordul si centrul tdrii), de bulgari si ga-
gduzi (in sudul Basarabiei). Din aceste considerente
vom reliefa cateva podoabe mai elocvente, specifice
portului populatiei basarabene.

O atentie deosebita in raioanele de sud se acorda
impodobirii cu inele, cercei, mérgele, catarame me-
talice ornate cu ozoare, colane, bratiri, alte elemente
decorative din monede de argint si de aur. In zilele de
sarbatoare fetele purtau fruntare sau cordele cu bani
si lefti (o salbd de monede) (Costumul, 1990, 11).

Una din podoabele preferate ale bulgarilor si
gigauzilor din sudul Basarabiei au fost bratarile.
Un model de asa fel descoperim in custodia MNIM.
Provine din satul Slobozia, raionul Vulcanesti, si este
realizat din aliaj metalic, cu dimensiunile de 18 x 2,5
cm (MNIM. FB 22924). Are o forma circulard, pre-

zintd doud parti fixate cu ajutorul unor nituri meta-
lice. Pe partea superioard a bratarii poate fi deslusit
un ornament vegetal-floristic, aplicat prin gravare.
Centrul bratarii este decupat in forma rotunds, cu
aplice de forma picéturii. Se incheie bratara cu ajuto-
rul unei licitele speciale.

Tot in sudul Basarabiei, la Vulcidnesti, au fost
documentate brétdri metalice si salbe de monede de
la sfarsitul secolului al XIX-lea, care denota produc-
tie localda mestesugareascd, fiind un argument incon-
testabil privind activitatea bijutierilor in Moldova in
secolul al XIX-lea (3enenuyk, 1985, 84). Doamnele si
domnitele din familiile mai instérite purtau podoabe
din coral, granat, chihlimbar, care constituia o sub-
liniere a statutului social-economic al posesorului
detinut in societate. Asemenea podoabe erau purtate
de doamne in timpul festivitatilor: la nuntd, cununie,
sarbatori religioase s.a.

Dacd ar fi si compardm ambele britari — din
colectia MNIM si cea din Muzeul de Istorie si Etno-
grafie al satului Besalma, stabilim cd ambele piese au
fost realizate in metal alb, in tehnica forjarii meta-
lului. Poseda o forma practic identicd a piesei — un
semicerc cu partea centrald mai latd, ingustandu-se
spre capetele, care se unesc prin intermediul unor
licédtele speciale, prin nituri. Bratérile sunt decorate
prin gravare, folosind motive vegetal-floristice, cen-
trul compozitional fiind dominat de o floare stilizata
in formi de ,crin” (,,lalea”). In ambele cazuri vor-
bim de o productie locala mestesugdreascd, despre
care fapt a atentionat in cercetérile sale si Valentin
Zelenciuc (3emenuyk, 1985, 84). Prezenta unor si-
militudini in vederea aplicdrii ornamentului ne con-
duce spre asertiunea cd ar fi existat un atelier local,
capabil sd indestuleze cerintele populatiei din sudul
Basarabiei. Britara din colectia MNIM, reiesind din
tehnica de executie, este superioara celei din Muzeul
satului Besalma, dat fiind stilul realizarii ornamen-
tului gravat - fin, subtil, desi pe alocuri rudimentar.
Cat priveste bratara din custodia Muzeului din satul
Besalma, ea repeta practic desenul aplicat prin gra-
vare asupra piesei din colectia MNIM, doar cd este
executatd mult mai stingaci, denotand sau lipsa ma-
iestriei mesterului, sau lipsa unui instrumentar nece-
sar acestei tehnici de prelucrare artistica a metalului.

Un alt accesoriu important, parte componentd
a portului bulgarilor, sunt altdnchi (anteiakn) - o
podoabd executati manual, prin asamblarea mai
multor detalii, inclusiv si din metal ciocidnit (MNIM.
FB 17989). Exemplarul asupra caruia ne-am oprit
atentia a fost realizat in 1892, din metal alb, are o
lungime de 85 cm, fiind colectat din satul Tvardita,
raionul Ceadar-Lunga. Cerculetele de metal alb, for-
jat, sunt asamblate intre ele impreuna cu margele de
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sticld coloratd (de culoare rosie, verde). Considerate
podoabe pentru cap, asemenea piese erau purtate de
mirese in ziua cununiei.

Costumul de doamna din localitatile sudului
Basarabiei era completat cu bréie de catifea cu paftale
(catarame) din metal. Exemplarul despre care discu-
tam face parte din portul femeilor din satul Tvardita,
raionul Ceadar-Lunga. Este datat cu anul 1892, are
o lungime de 75 cm si litimea de 3,5 cm (MNIM.
FB 17990). Firi a ne referi la tehnica de executare a
colanului, subliniem ca paftaua (catarama) cu care se
fixa colanul era ficutd din metal galben, in tehnica
forjarii.

Un exemplar similar ne-a fost amabil oferit
pentru cercetare de citre colaboratorii Muzeului de
Istorie si Etnografie din satul Besalma. Placa lucratd
de metal prin forjare a fost decorata in tehnica gra-
varii artistice, ambelor parti ale cataramei (paftalei)
si aplicelor fiindu-le aplicat un decor ornamental
identic: motive vegetal-floristice cu o floare stilizatd
in centrul compozitiei.

Un loc aparte in cercetarea noastrd revine po-
doabelor specifice portului femeilor din stinga
Nistrului, satul Podoimita, raionul Camenca fiind
un areal destul de elocvent la acest capitol. Astfel,
portul femeilor instdrite (intrucat un sirag de coral,
sidef sau chihlimbar era destul de pretios si nu fie-
care gospodar isi putea permite procurarea acestor
piese), includea urmatoarele piese de podoaba: cer-
cei traditionali, de metal, iar la git margele - siraguri
in céteva fire de coral de diferite dimensiuni, sidef si
mai rar, chihlimbar.

Atentia noastra se indreapta astfel spre cerce-
ii specifici portului feminin in limitele temporale
enuntate. De reguld, asemenea cercei traditionali,
cunoscuti si ca ,,cercei moldovenesti”, sunt realizati
din metale comune sau din aur cu titlu 385 (in ca-
zul unor familii instérite). Prezintd forma stilizatd a
unei inimioare sau lunule, avand gravate pe fatetele
cerceilor diferite motive vegetal-floristice, simple sau
compuse. Se prind de ureche printr-un carlig, iar de-
taliile carligului sunt unite cu ambele parti ale cerce-
ilor prin cuie de nituire, cu gamalie rotunda. Urme
ale instrumentului i prelucrarea uneori grosolana
demonstreaza cd aceste piese de podoaba sunt pro-
dus al mesterilor locali, fiind lucrate deseori la co-
manda, dovada servind gravarea pe fata cerceilor sau
pe niturile de fixare a monogramelor, initialelor pro-
prietarului, un simbol al persoanei pentru care sunt
predestinati cerceii (MNIM. FB 15758). Ulterior,
deja in a doua jumadtate a secolului al XX-lea, acest
motiv al cerceilor traditionali a fost explorat cu suc-
ces de mesterii uzinei de bijuterii din Chisinau (fon-
datd in 1972) si era foarte cdutat la finele secolului al

XX-lea in randurile populatiei din Republica Moldo-
va, Belarus, Kazahstan, mai ales in mediul rural.

In seria podoabelor de infrumusetare a femei-
lor aristocrate din Basarabia intrau si piese decora-
tive cu cea mai diferita utilizare, dupa cum ar fi, de
exemplu, pudriera de metal, care a apartinut Euge-
niei Crusevan, prima femeie avocat din Basarabia
(MNIM. FB 23387). Piesa este realizata din metal, la
inceput de secol XX, are forma rotunda si diametrul
6,8 cm. Partea exterioard a pudrierei, pe margini, are
aplicat un ornament vegetal, avand in centru o pasa-
re stilizata pe o crenguta.

Erau nelipsite in portul feminin si inelele de
damd (MNIM. FB 24157). Simple, din placa rigidd de
metal, cu o bordurd simpld de metal, avand in cen-
tru, in calitate de saton, un motiv decorativ in for-
ma de inimioar3, in centru cu un motiv circular cu
numeroase raze si o0 monograma AK, iar pe latimea
inelului avem gravat numele ,,Karerina”, cu litere in
grafie chirilica si latina. De reguld, pentru realizarea
unui asemenea model de inele de dama era uzuald
de asemenea tehnica forjarii metalului. Sau continud
seria podoabelor atestate inelul de damd, produs al
unui atelier din Romania, realizat in argint, stantare
(taiere sau deformare plasticad prin presare a unui
material, folosind in acest scop o stanta speciald), da-
tat cronologic cu a doua jumatate a secolului al XIX-
lea (MNIM. FB 24157).

Printre brosele solicitate de femeile basarabene
mentiondm podoaba de metal cu elemente vegetale
(frunzulite stilizate) cu doua insertii de piatrd alba
fatetata briliant, care conform tehnologiei de reali-
zare si a modelului, se incadreaza in prima jumatate
a secolului al XX-lea, reprezentdnd o producere de
fabricd (MNIM. FB 23713).

Cat priveste realizarea obiectelor din metale co-
mune, in acest domeniu au activat numerosi mesteri
- fierari, tinichigii, aldmari, ardmari, unele speciali-
zdri devenind o carte de vizita a etniei care a exce-
lat in acest domeniu. Astfel, potrivit lui N. Iorga, in
Romania fierdria era profesatd, de regula, de tigani
(romi), doar in Ardeal piesele de metal erau realiza-
te de mesteri de alte nationalitati, de mesteri strdini
(Iorga, 4). Anume tiganii ursari, care duceau un mod
de viatd nomad, practicau meseria de fierar. Catre
inceputul secolului al XIX-lea majoritatea tiganilor
ursari au trecut la modul sedentar de viatd, ocupan-
du-se cu fieraria (Tomulet, 2013).

La finele secolului al XVIII-lea un loc aparte
detineau fierarii tigani si sarbi, ultimii venind din
Bulgaria, fiind balcanici de origine (Iorga, 1927,
154). Printre obiecte realizate din fier, alamd, arama,
tinichea, cositor, tombac mesterii tigani realizau ade-
sea si diferite obiecte lucrate artistic: cutite, felinare
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de trasuri, sfesnice, timaiernite (cidelnite) de arama,
veseld etc. (Iorga, 1927, 51-52). Acesti mesteri erau
uniti sub termenul de ,faur” (a fauri), care a derivat
cu timpul in fierar, hierar, adica mester al fierului.

In spatiul pruto-nistrean un loc aparte detin
fierarii, cei care cu o deosebitd maiiestrie au realizat
diverse piese de feronerie - usi cu feronerie pentru
licasele de cult, crucile bisericilor, grilele ferestrelor
etc. Asemenea lucrari au fost mentionate inca de Ste-
fan Ciobanu, care a subliniat valoarea crucilor forja-
te de pe bisericile vechi, lucrate de fierarii localnici
(Ciobanu, 1924, 16).

Despre prezenta in satele moldovenesti si buco-
vinene a fierarilor, care cu iscusintd au lucrat fero-
neria originald a ferestrelor si crucile de fier pe aco-
perisurile bisericilor de lemn, indica cercetétorii in
studiile sale recente (Ichim, 1999, 20; Condraticova,
2014). Numeroase piese sunt pastrate in fondurile
MNIM - cuie de fier, fragmente ale imprejmuirilor
metalice ale bisericilor basarabene etc. (MNIM. FB
19471). Informatii sporadice gasim si in filele do-
sarelor de arhiva - fierarii care au reparat utilajul si
au realizat intreaga feronerie in timpul constructiei
havuzului ordsenesc (1828-1838), amplasat in pro-
ximitatea bisericii Médzédrache din Chisinau (ANRM.
F.2,inv. 1, d. 1777); la fel cei 9 fierari din orasul So-
roca, documentati in legatura cu deschiderea Depar-
tamentului Meseriilor, in 1878-1879 (ANRM, f. 6,
inv. 5, d. 149, f. 12) s.a. mentiuni privind activitatea
fierarilor.

Un loc aparte in cercetarea noastrd revine pro-
blemei stabilirii numelui mesterilor care au lucrat
feronerie in unele lacase de cult. Astfel, pentru 50 de
zile lucrate la acoperirea cu tabld zincatd a ambelor
cupole a bisericii mare de vard a mandstirii Curchi
au fost achitate cate 800 de lei pe zi, in total 40000 lei,
unui oarecare cetdtean al Chisinaului, Pavel Soloviov
(ANRM, f. 1135, inv. 2, d. 1884, f. 163). In aceeasi or-
dine de idei se inscriu si alte mésuri incadrate in tota-
litatea operatiunilor de reparatie a manastirii Curchi
din anul octombrie 1943, anume transportarea de
niste locuitori ai satului Mana, judetul Orhei, a 2992
kg de tabld zincatd, la un pret de 2 lei pentru un kg,
tabla fiind folosita la acoperirea bisericii de iarna
(ANRM, f. 1135, inv. 2, d. 1884, f. 79). Acoperirea
bisericii cu tabla a fost ficutd de mesterii fierari din
orasul Chisindu: Gheorghe Danilov, Vasile Userenco
si Simion Crélov.

Tot la manastirea Curchi gasim un fierar local,
care a executat patru cruci de fier la cupolele mici de
la biserica de iarna aflata in constructie (ANRM, f.
1135, inv. 2, d. 1884, f. 728). Contra sumei de 1200
de lei locuitorul comunei Vatici, judetul Orhei, Petru
Cuculescu a realizat patru cruci de fier, demonstrand

abilitatile sale in materie de prelucrare artistica a fie-
rului, dar si prezenta fierarilor in Basarabia, care rea-
lizau comenzi la solicitarea comunititilor monahale
si consiliilor parohiale.

Un oarecare losif Cusinov, domiciliat la
Chisinau, str. Maresal Averescu, nr. 35, a fost achi-
tat in ianuarie 1944 cu suma de 160000 de lei pentru
acoperirea cu fier zincat a acoperisului bisericii de
iarnd a mandstirii (ANRM, f. 1135, inv. 2, d. 1884,
£.791).

Atentie deosebitd in ierarhia meseriilor detin
mesterii care prelucrau tinicheaua, obiectele fiind
solicitate atat in mediul laic, urban, cét si in cel bi-
sericesc. Amintim cd primul tinichigiu cunoscut
in spatiul roménesc a fost un oarecare Stan din
Bucuresti, in 1669 (Iorga, 1927, 53). Pentru Basara-
bia secolului al XIX-lea au fost atestati 5 tinichigii
in orasul Soroca, in 1878-1879 (ANRM, f. 6, inv. 5,
d. 149), iar in Chisindul interbelic M. Bragar, E. Caci-
chis, N. Tucinschi, A. Polonschi s.a. confectionau
din tinichea cununi simple, vase de cult, ferecaturi
de icoane, care si astazi pot fi vazute in parohiile din
Republica Moldova. Si in perioada sovietica existau
mesteri care profesau realizarea pieselor din fier, ti-
nichea, doar cd nivelul miiestriei si uzualitatea piese-
lor se reduceau la diferite ornamente pentru fantani-
le din satele moldovenesti etc., fara a pretinde astazi
la vreo importanta istoricd sau artistica.

De mentionat cd si la expozitiile de artd din pe-
rioada sovietica au fost prezente numeroase articole
realizate in tehnica forjarii metalului. Din numdrul
destul de mare al acestor piese vom mentiona doar
cateva plici decorative din metal forjat, cum ar fi Iz-
vor si Familie realizate prin anii 1968-1969 de Simi-
on Odainic (BsicraBka, 1970, 16); panourile decora-
tive din fier forjat Roadd si Masca realizate de Alexei
Novicov in 1968 (BeictaBka, 1970, 16); panourile
decorative realizate de Ludmila Odainic din alama
forjatd Pdun, din cupru forjat Primdvara si Porum-
bel (Dosar UAP) s.a. Piesele lucrate de artistii plastici
autohtoni reprezinta subiecte inspirate din traditiile
populare si obiceiuri, transmit prin intermediul me-
talului unele aspecte legate de dansurile populare,
portul national (Igor Nifasev, Moldoveancd; Ghe-
orghe Guzun, Miorita si Perenita; Ludmila Odainic,
Dans). De regula, perioadei sovietice ii sunt specifice
atat lucréri profund ideologizate, cum ar fi proslavi-
rea vietii frumoase din colhoz (Gh. Guzun, Tracto-
ristul, aramd forjatd, 1966; Dimineata tractoristului,
1968; 1. Nifasev, Crescdtoarea de tutun), cit si unele
peisaje neutre, simple si modeste ca idee (I. Nifasev,
Toamna) etc.

Tehnica forjérii a fost uzuala de mesterii din
RSSM si in confectionarea articolelor de bijuterii.
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Astfel, mesterul popular Ovidiu Alexeenco a reali-
zat in 1977 din argint forjat podoaba cu un generic
sugestiv Sonata lunii. In 1980 bijutierul Vladimir
Kalagnikov a confectionat din argint forjat un set de
bijuterie (o bratard si un inel), de asemenea, un colier
din argint forjat s.a. Maestrul Gh. Cojusneanu a fo-
losit tehnica forjarii pentru realizarea setului Primele
flori (brosa si inel).

Dupa 1991, in domeniul forjarii artistice a meta-
lului continua sa activeze bijutierul Gh. Cojusneanu,
realizdnd schite pentru feroneria gardurilor, schite
de felinare pentru Teatrul National , V. Alecsandri”
din orasul Bélti (Condraticova, 2011) sau simbolica
creatie din fier forjat Asteptare, cu indltimea de 50 cm
(Bienala, 2012, 27; Condraticova, 2011).

Si in confectionarea diverselor vase de cult si
laice forjarea artisticd si stemuirea sunt de nelipsit.
In aceasti ordine de idei vom mentiona cateva cupe
realizate de bijutierii Gh. Cojusneanu (pocale de vin
pentru Colegiul de viticultura si vinificatie din Stdu-
ceni, anii 1982-1983), Iuri Leonov (Cupa jubiliard,
1984) s. a. Astdzi, asemenea cupe, la realizarea carora
este explorata de mesterii autohtoni si forjarea artis-
ticd, pot fi vazute in cadrul expozitiilor bienale de arta
decorative, organizate de Uniunea Artistilor Plastici
din Republica Moldova. De exemplu, bijutierul Va-
sili Sochin bucura specialistii din domeniul artelor
vizuale cu renumitele sale cupe, in executarea carora
un loc aparte revine forjérii: cupa pentru vin expusa
in cadrul Bienalei internationale de artd decorativa,
editia a IT-a (Chisindu, 2012) si cupa expusd in cadrul
celei de a I1I-a editii a Bienalei internationale de arta
decorativa (Chisinau, 2014).

Dat fiind faptul ca anterior s-a discutat des-
pre piesele din metale nobile si comune realizate
in tehnica forjérii artistice a metalului, consideram
oportund creionarea unei succinte schite istorice a
evolutiei tehnicii vizate. Forjarea metalului (baterea,
ciocanirea), fiind utilizata pentru confectionarea bi-
juteriilor si monedelor vechi, reprezintd o tehnicd
bine cunoscuta din cele mai vechi timpuri, in care
au excelat mai ales egiptenii, etruscii §i grecii antici.
Ajunse din vechea Antichitate, vasele de fructe si
de flori, obiectele de orfevririe, cristelnite, candele,
pocale si candelabre, confectionate in tehnica viza-
ta, frapeaza prin maiestrie artisticd si executie, fiind
péstrate in majoritatea muzeelor din tara. Este o teh-
nici de decorare a metalelor pretioase prin ciocanire
la rece a foii de metal pe revers, motivul aparand in
relief pe fata obiectului. Prezintd desenul reliefat, in
volum, baterea se efectueaza prin mai multe metode
cu ciocanul respectiv, o varietate fiind imprimarea
facturii granulare pe suprafata obiectului in scopuri
decorative. Ciocidnirea la rece a metalului poate fi de

cateva tipuri: ciocanirea conturului pentru formarea
desenului conturat (relief concav, convex, pentru
email); tehnica a jour, cand se formeaza desenul ase-
mdnator filigranului; ciocdnirea suprafetelor obiec-
telor turnate pentru obtinerea desenului necesar.

Astazi tehnica de lucru se afla in permanentd
cdutare de solutii noi, metode de lucru eficiente, fo-
losind realizarile tehnologice si materialele sintetice
contemporane. Pentru executarea operatiilor tehno-
logice de stemuire a metalului se utilizeazd aluminiu,
alama, otel cu continut redus de carbon, fier. Plasti-
citatea acestor metale permite intinderea metalului
in diferite forme si crearea reliefului de orice com-
plexitate.

Baterea metalului se efectueaza cu ajutorul unor
ciocane speciale, poansoane, deosebindu-se prelu-
crarea manuald si mecanica, adicd executata cu aju-
torul stantelor respective. Baterea automata a redus
cu mult timpul de ciocénire a metalului si practic a
exclus folosirea metodelor manuale de prelucrare a
metalului. Pentru articolele de dimensiuni mici se
folosesc foi de metal cu grosimea de 0,3-0,8 mm. La
baterea metalului se foloseste ciocanul de stemuit
din otel, cu lungimea de 90-120 mm pentru forme
mici. Forma ciocanelor de stemuit pentru baterea
metalului este special predestinatd pentru executarea
numeroaselor operatii intr-un timp indelungat. De-
osebim ciocan de conturare in forma de stilou ascu-
tit pentru trasarea imaginii necesare pe metal, ciocan
pentru conturare si prelucrare punctata a suprafetei
metalice. Pentru corectarea si indreptarea suprafe-
tei metalice, ,ridicarea” si ,coborarea” fragmentelor
plate ale imaginii se folosesc ciocane cu fata plata.
Pentru obtinerea urmei strilucitoare se foloseste
ciocanul de polizare, iar pentru obtinerea luciului
opac - ciocanul cu fata necizelata, cu asperitati. Pen-
tru executarea adanciturilor de formé necesara se
folosesc ciocane stemuitoare cu fata concava de di-
ferite marimi si forme, ele servind pentru reliefarea
imaginii ciocanite. Ciocanul de crestare este folosit
la realizarea unor crestituri pe suprafata metalicd, la
fel pentru conturarea imaginii sau fonului metalic.
Pentru amplasarea figurilor identice se folosesc stan-
te-poansoane cu imaginea executata.

In sens restrans procesul tehnologic de confec-
tionare a obiectelor din metal prin ciocanire suporta
urmatoarele operatii: imaginea este trasatd pe piesd,
actualmente pe larg folosindu-se resursele graficii
la calculator. Se fixeaza semifabricatul metalic si se
contureazd imaginea pentru prelucrare. Sub influen-
ta ciocanelor de diferite forme si dimensiuni, metalul
se intinde, ce necesitd o ardere speciald. Pe metalul
incilzit este efectuat desenul in interior si in exterior,
ajustarea piesei fiind efectuatd la temperaturi inalte.
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Operatiile de ciocanire a metalului se efectueazd in
ordine strictd cu respectarea regimului tehnologic.
Dupa modul de realizare, ciocdnirea metalului, ca si
gravarea poate fi plat reliefata, cind imaginea se afla
la acelasi nivel cu fonul obiectului, reliefatd - cAnd
imaginea se ridica de asupra fonului placii metalice
si ciocanire in volum, cdnd imaginea obtinuta nu
depinde de fonul obiectului si persista in mod inde-
pendent, fiind astfel o imagine sculpturald. Tehnica
de ciocénire prin care se realizeaza motive decorati-
ve in adancime, cu ajutorul unor poansoane relativ
elastice este cunoscuta ca tehnica au repoussé. Intr-o
compozitie de proportii detaliile ciocanite aplicate
se confectioneazd in mod individual si sunt fixate pe
placa metalica prin sudura sau nituire.

O varietate aparte reprezintd ciocanirea ajura-
ta a placilor de metal, care necesitd conditii specia-
le pentru executare. Initial este realizatd compozitia
datd pe hartie cu respectarea unor reguli stricte: or-
namentul ajurat trebuie s fie unit in mai multe lo-
curi pentru a evita destrdmarea intregii compozitii.
Fonul este tdiat dupd executarea imaginii reliefate
ciocanite, folosindu-se ferestraul de traforaj, foarfece
pentru metal.

Prelucrarea finala este efectuata dupa ciocanirea
fonului si reliefului obiectului cu scopul acordarii
aspectului decorativ si acoperirea cu substante an-
ticoroidale. Suprafata metalica se slefuieste bine cu
ajutorul hartiei fine abrazive, fira afectarea imagi-
nii reliefate si schimbarea formei detaliilor conca-
ve. Deseori cu ajutorul prafurilor abrazive suprafata
metalica forjatd obtine efectul decorativ in forma de
scoicd. Obiectelor executate prin forjare artisticd li se
pot acorda nuante de culoare doritd, printre cele mai
solicitate raimé4nand a fi opacizarea, brunarea si pati-
narea. lar cu ajutorul lacului de protectie se acorda
pieselor din metal forjat aspectul metalelor nobile.
Actualmente obiectele forjate sunt foarte solicitate,
mai ales tinand cont de aspiratiile populatiei si in-
teresul pentru obiectele create sub ,antichitate” sau
,modern”.

In concluzie vom mentiona ci in creatia bijuti-
erilor forjarea artistica a metalelor nobile si comune
ocupd un loc distinct, aceastd tehnicd concurand cu
tehnica turndrii artistice in vederea realizarii diver-
selor piese de podoabd, orfevririe si feronerie. Arti-
colele analizate reprezinta doar cateva din cele mai
reprezentative opere de artd, argumentind prezenta
in spatiul pruto-nistrean a mesterilor care profesau
forjarea artisticd a metalului. Totodatd, numeroase
piese din fondurile muzeale si patrimoniul bisericesc
(ferecaturi de icoane si carti, potire, sfesnice etc.) vin
sd confirme stransele legéturi cu atelierele din regiu-
nile limitrofe (Polonia, Rusia, Ucraina).

Note

! Exprimdm si pe aceastd cale multumirile noastre
doamnei Nadejda Botea pentru amabilitatea de a ne pune
la dispozitie materialele din fondurile Muzeului National
de Istorie a Moldovei.

2 Autorul exprimd recunostintd doamnei Ludmila
Marin pentru amabilitatea de a ne prezenta imaginile din
arhiva Muzeului National de Istorie si Etnografie a gdgau-
zilor ,,D. Cara-Ciobanu” din satul Besalma.
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Rezumat

In paginile articolului autorului vine cu informatii
noi privind obiectele din metale nobile si comune lucrate
de mesteri autohtoni in tehnica forjarii metalului. Pe baza
pieselor de podoabd (paftale, inele, catarame etc.) si a pie-
selor de feronerie (crucile bisericilor si ale clopotnitelor,
ferecaturi de icoane si cérti, panouri decorative etc.) este
prezentata evolutia domeniului in spatiul pruto-nistrean
in secolele XIX-XX.

Cuvinte-cheie: piesd de podoaba, piesd de feronerie,
bijutier, fierar, etnie, metale nobile, metale comune, for-
jare, traditie.

Pesrome

B dbopmare mpeficTaBieHHO CTaThy aBTOP MPUBO-
IVIT HOBBIE JAHHBIE O IIPeMETaX, BBIOTHEHHBIX MECTHBI-
MI MacTepaMIi B TEXHIIKe Xy/JO>KeCTBEHHOIT KOBKM O/1aro-
PORHBIX M IIBETHBIX MeTa/UIoB. Ha mpumMepe 1oBemupHBIX
yKpauteHnit (IIpsOKKY, KOIbLIA, 3ACTEXKM U T. A.) U TIpef-
METOB XyHOXXeCTBEHHOII KOBKM MeTa/ia (KpecTbl, BO3-
BBIIIAIONIMECS HaJ| [IePKBAMU U KOJIOKOIBbHAMY, OK/TaJIbl

MIKOH VI KHUT, TeKOpaTVBHbIE IIAHHO 1 JIp.) PACCMOTPEHO
pasBUTHUE XY[0>KeCTBEHHOI KOBKY MeTasia B JlHecTpoB-
cko-IIpyTckom Mexxaypedbe B XIX-XX BB.

KnioueBpie croBa: yKkpalleHNs, KOBaHble IpefiMe-
THI, [OBEINp, Ky3HeL, HAI[MOHA/IbHOCTb, OIarOPOJHbIE
MeTasUIbl, IIBETHbIE METAJUIBl, XYLOXKeCTBEHHas KOBKA,
TpagMIuA.

Summary

In the present article, the author provides new data
on the items made by local craftsmen in the technique of
forging precious and non-ferrous metals. On the example
of jewelry (buckles, rings, clasps, etc.) and the objects of
artistic forging (crosses towering over the churches and
bell towers, the salaries of icons and books, decorative
panels, etc.) the development of the forging art, in the
area between Prut and Nistru rivers, during the XIX-XX
centuries, is examined.

Key words: decoration, forged items, goldsmith,
blacksmith, nationality, precious metals, base metals,
Metal Art, tradition.

Galina LESNIKOVA

THE ISSUE OF DEFINING «THE EXIT AREA»
OF EASTERN ROMAN POPULATION FROM SOUTHERN BESSARABIA
(on the example of the Cristmastide ritual masking tradition)

Introduction. A rite is a marker of ethnicity on
the level of ethnic and ethnographic groups. Variabil-
ity (regionality) of its functioning is testified by both
structural and attribute content and speech plan of
expression. A comparative analysis of the systems of
the traditional culture of ethnic groups of the Dias-
pora as a whole, and its separate elements in the con-
text of the historical-ethnographic regions of the me-
tropolis gives us the information about the area of its
exit. On the territory of modern Southern Bessarabia
as a part of the Moldavian Principality, the Ottoman
Empire, the Romanian Kingdom, the Russian Em-
pire Eastern Roman population had migrated from
different parts of the then Moldavian and Wallachian
principalities, partly from Transylvania and Dobro-
gea, which suggests the variability of the Eastern Ro-
man cultural traditions in southern Bessarabia.

The analysis of ritual practices of mummering,
considering the process of its historical evolution
and cultural adaptation, will enable us to determine
a dominant regional tradition of «exit area» in the
context of historical-ethnographical areas of modern
Romania and Moldova—Muntenia, Olten, Transylva-
nia, Banat, Maramures, Krishny, Bukovina and his-
torical and ethnographical region of Moldova, which
today belongs administratively to the two countries

- Romania and the Republic of Moldova, and at the
same time to highlight local elements in the structure
and attribute content of the ceremony, which had
been formed under the influence of socio-cultural
conditions in the Southern Bessarabia.

Historiography of the problem. The study of the
traditions of authentic Christmastide mummering,
and in particular the tradition of “Capra” among the
Eastern Roman of the region is a poorly studied issue.
For instance, one of the first notions on these rites of
the population of Bessarabia is found in Kishinevskie
eparhialnye vedomosti. T. Efimov, describing the
Christmas crawls of Moldovan and Ukrainian popula-
tion Khotyn district, notes that in the structure of the
Christmas rituals of the population of the region there
is a rite of “caroling with a goat”, highlights the genesis
of this rite according to the existing historiography,
and, what is important, takes note of the fact that while
this rite tradition in the countries of the West (mean-
ing the countries of Western Europe - G. V.) is rep-
resented at Christmas, in this area this action takes
place at New Year (Epumos, 1906, 1561-1668). The
researcher does not make a comparative analysis of
ethnic markers rites of the Ukrainian and Moldovan
population, showing them as a single unit.

The study of A. Matiyevich «About the New
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Year Holidays of Moldovans», which is placed in the
same periodical, describes another authentic tradi-
tion of caroling by Moldovans «the plough and the
bull», (MareeBuy, 1913, 1325-1346) which is defined
by genetic root by the Balkan academic A. N. Vesel-
ovsky (Becenosckmit, 1833, 115).

A number of articles by A. Matiyevich and
P. Sirke on the rituals of celebrating the Christmas-
tide, provide a general description of religious rites,
which have become traditional for the Moldovan
population along with the pagan ones (Mareesny,
1911; MareeBny, 1913; Ceipky, 1874). It is indica-
tive that in the work of A. Zaschuk, despite a detailed
description of ethnographic features of this ethnic
group in the area of Bessarabia, the mentioning of
traditional crawls of mummers at Christmas and
New Year is sporadic (3amyxk, 1862).

A scholar of Moldovan ethnos V. S. Zelenchuk
also fixes rituals of Christmastide mummering. The
most thorough exploration in this direction is the
study «Moldovan New Year holidays» by P. Popovich
(ITormoBuy4, 1974), in which he describes in details the
variability of ritual masked crawls at Christmas and
New Year («Capra», «Ursu» and others), which are
presented among the population of the modern Re-
public of Moldova and Eastern Roman population of
Budjak where only the village Furmanovka of Kiliya
district became the subject of the researcher.

L. Antohiy explores the traditions of the Christ-
mastide mummering among the Moldovan popula-
tion of Northern Bessarabia (Antoxin, 2009, 191-
198) with such a rite as «Malanka» existing on the
Moldovan-Ukrainian borderline, which is not Mol-
dovan but Ukrainian by origin. The works by Mol-
dovan researcher G. I. Spataru are written on the
same empirical basis. He explores the types of inver-
sion of folk dramas «Goat» and «Malanka» among
the Moldovan population of Dniester area (Cratapy,
1982, 54-58). A contemporary Ukrainian researcher
Moisey Anthoniy explores the carnival traditions of
the Eastern Roman population of the Bessarabian
part of Bukovina (Moiicesi, 2008, 42-52; Moiiceit,
2011, 247-257; Moricei, 2011a, 37-47), focusing on
holiday rituals of both Romanian and Moldovan
population of Bukovina, which was formerly part
of Bessarabia. A number of articles on the study of
the winter calendar rites of Moldovan population
belongs to the famous Russian researcher A.V Ku-
rochkin (Kypouxmn, 2010, 168-174). Comparing
them with the Ukrainian winter holidays, he points
out ethnodifferentiating and ethnointegrating fac-
tors. When comparing the specifics of making masks
by Ukrainians and Moldovans, the author notes that
the Moldovan New Year masks were more conven-

tional and decorative. It is not the authenticity of this
or that attribute which is important here but and its
brightness and colour range. For example, the mask
of «a goat» (Capra) among Moldovans (village Bal-
asineshti Brichensk district) was decorated with co-
loured paper ribbons, beads made of corn cobs, arti-
ficial flowers, while among Ukrainians in most cases,
the traditional clothing of goats is a turned out sheep-
skin coat» (Kypouxus, 2010, 173). Accordingly, the
depictive code of a festive ritual with «Capra» is eth-
nodifferenting in the Ukrainian-Moldovan frontier.

In general, the description of the Christmas tra-
ditions of Moldovan population of the metropolis is
represented in the collective monograph «Moldovans»
(MonmaBane, 2010). Traditions of ritual Christmas-
tide crawls of Romanian population of the metropo-
lis can be found in the works of M. Y. Salmanovich
(Canmanosuy, 1973, 284-299), N. Golanth, O. Ha-
deshen (Xememan, 'omanr, 2010, 300-310), A. A. Plot-
nikova and others (ITmorankoBa, 1999) who come to
the conclusion that each region of settlement of East-
ern Roman population has its own local version of
the functioning of Christmastide ritual mummering
with a zoomorphic masked character, depending on
the name, a depictive code of Christmastide decora-
tion and attribute-functional filling.

Empirical base of the research of ritual Christ-
mastide crawls with the mummers on the territory of
Southern Bessarabia consists of the following:

— field materials of the author, obtained as a re-
sult of a pilot research in villages where Eastern Ro-
man population constitutes the majority and recog-
nizes its “Moldovan”/ “Romanian” identity:

- Anadol, Lymanske, Novosilske villages;

— Dmitrijevka, Furmanovka villages;

- Bogatoje, Kislitsa, Larzhanka, Ozerne,
Pervomajskoje, Utkonosovka, Kamyshovka villages;

- Novosjolovka village;

- Novije Kaplany village;

- Vysochanskoje village;

- Nadrichne village.

Also for the analysis of the borders of spread-
ing and differentiation of the ritual tradition in the
territory of the historical and ethnographical region
of Moldova, thematic ethnographic materials from a
number of villages and towns such as Beshalma vil-
lage, Vulcaneshty, Congaz, Kopchak, Cajracliya and
Tvarditsa were used'.

For structural-attribute-functional analysis of
the modern tradition of ritual crawls of mummers
on the territory of Moldova and Romania video ma-
terials from more than 40 Romanian/Moldovan vil-
lages were used. They are stored on the Internet on
the website youtube.com and were uploaded by the



122

REVISTA DE ETNOLOGIE SI CULTUROLOGIE  Volumul XVI

authors-participants of these ritual crawls or, rela-
tively speaking, “the audience”?.

The main part. Thus, in general, it can be not-
ed that each historical and ethnographic region of
Romania and Moldova according to the function-
ing of ritual practices “Capra” and of its derivatives
are characterized by regional filling in such modes
as the name of a zoomorphic mask - character, the
same name of the ritual; technology of producing the
mask - character; the participants of the ceremony;
the plot of execution of ritual actions; figurative and
attribute codes.

Thus, for the historical and ethnographic region
of Moldova is characterized by the ritual Christmas-
tide crawl «Capra» which is the most popular among
other traditional practices of mummers involving
zoomorphic masked characters as the main partici-
pants of the ceremony («Plugusorul», «Ursu»). It is
represented by three types in the region. The first is
archaic, it functions initially in the most southern
part of the region, it is characterized by a three — or
two member structure: a goat — a reader — a musi-
cian/ a goat — a musician. The plot of the ceremony
the following: the goat dances, beating the rhythm
with the jaws. Upon completion of the dance the
hosts put money into the goat’s mouth funds and give
kolatch to the others carolers and musicians. Above
all, different kinds of dishes (lids, which beat against
each other, pots, spoons, imaginary drum etc.) are
used as musical instruments °.

The second type, a transitional one, is presented
in the area between the boundaries along the lines of
— Onesti — Byrlad - Congaz - Cheadar-Lunga - the
upper bound; Covasna — Fluid - Cahul - Burlacheni
— the bottom line (See map 1). It characterized by the
existence of masked mummers, anthropogenic and
zoomorphic characters who are accompanying the
goat, but without playing theatrical performances
with their participation*.

The third type is modern or theatrical; it is pre-
sented in the Central and Northern parts of the his-
torical and ethnographic region. It is characterized
by playing performances with the participation of
carolers in masks - a grandmother, a grandfather, a
doctor, a merchant® (See Foto 2, 3).

The generalised plot of the story is the following:
a grandfather sells a goat, a merchant buys it, the goat
does not want to go with the new owner, it beats by its
horns, the grandfather starts to beat it, the goat falls
onto the ground and pretends to be dead, the grand-
mother and the grandfather lament about the goat,
they are call the doctor, he comes to treat the goat
with different methods - he gives injections, gives an
enema etc., the goat turns up alive and dances. This

version began to be popular in the region because of
the influence of the Ukrainian population, among
which this option of the interlude was widespread on
the whole territory of Ukraine back during the nine-
teenth century.

In historical and ethnographical region of
Transylvania, the Christmastide ritual crawls with
zoomorphic masked character is called «Tur-
ka» (IlmorHukoBa, 1999). At the same time, under
this denomination two masks are used simultane-
ously, which differ by the method of manufacturing
and their appearance - theses masks of «Turka» and
«a deer». It can be assumed that the mask of «Turka»
is a transformed mask of a deer, since the latter one
is distinctive for the Hungarian population, which at
a certain time constituted the majority in this region
(T'posnosa, 1979, 200).

The specificity of manufacturing the masks, also
confirms this, and in particular its head, which is made
with a large triangular construction on top, that is like-
ly to imitate the horns of a deer. At the same time, it
is possible that previously there functioned two sepa-
rate masks — a deer and «Turka». The common feature
of the both masks is that their basis is made with the
extended frame line along the body, that is why the
posture resembles a four-legged animal® (See Foto 5).

As for the plot options, on the territory which
borders the historical and ethnographical region of
Moldova there operates a dramatized variation with
a play performance, while on all the other area there
is an archaic simpler version of mummering.

In historical and ethnographical region of Walla-
chia Christmas ritual mummering is called “Brezaia”.
This zoomorphic mask is likely to be (as the Tran-
sylvanian character “Turka”) a transformed version
of the Hungarian “deer” because the construction
contained on the head of the mask is similar to the
transformed antlers’.

Historical and ethnographical region of Do-
brudja does not have a distinctive regional version of
Christmastide ritual mummering with a zoomorphic
masked character. Several traditions of Christmas-
tide ritual crawling are presented there: Moldavian
archaic, Ukrainian and Moldavian modern variants
of «Capra» and «Brezaia». Such variability of tradi-
tions is caused by the diversity of the population and
also the location of this area on the borderline of two
historical and ethnographic regions - Moldavia and
Wallachia, whose population used to migrate from
time to time to the territory of Dobrudja®.

The original version of the Christmas ritual
mummering can be found the region of Banat, where
two names, «cerbul» and «klocalica» present a fes-
tive ritual detour with the same zoomorphic masked
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character - a goat. The double name was caused by
the ethnic composition of the population of the re-
gion - Romanians and Serbs. Among the first ones the
rite functions with the name of «cerbul», among the
second ones the name is «klocalica». The manufac-
turing technique of the mask generally corresponds
to the «capra» in its North-Moldovan version. The
main difference of these ritual crawls is that Banat
mummering is performed with masked mummers
dressed in sheepskin, smeared with ashes and with
dishes instead instruments (ITmoTHMKoBa, 1999, 93).

In the regions of Maramures and Bukovina be-
cause of the presence of a significant percentage
of the Ukrainian population living in these areas
since the Middle Ages, there function contaminated
Ukrainian-Moldovan options of rite (Maramures)
and also a polyphony of various ritual practices from
other regions (Bukovina)®.

In Bessarabia this ritual practice is presented in
four local variants: a «clean» South-Moldovan archaic
variant caroling with a goat (1); in particular trans-
formed in the conditions of the influence on the tradi-
tion of the ethnic factor, in particular (2) (See map 2).

— the factor of biethnicity within the limits of
one settlement contributes to a better preservation
of tradition (v. Pershotravneve, v. Kyslytsia of Izmail
district, v.Furmanivka of Kilia district) than in mo-
no-ethnic villages (v.Komyshivka of Izmail district,
v.Dmytrivka of Kilia district) if the fact of transmis-
sion of tradition is not present (v. Utkonosivka of Iz-
mail district) '

- in the conditions of biethnical settlement the
tradition operates in the conditions of ethnic contro-
versy (v.Bagate of Izmail district), ethnic contamina-
tion (v.Kyslytsia of Izmail district), ethnic accultura-
tion (v.Larzhanka of Izmail district) '%;

— transitional (3) and modern/theatrical version
(4), which was formed under the influence of the
Ukrainian traditions on the territory of the Dnies-
ter borderland and was spread in Budzhak together
with the later migrations of Moldovan population '
(See Foto 8).

Despite the common traditions of Moldovan
population of the metropolis and the region, there
have to be highlighted the markers that were formed
directly on the territory of the region and are typical
for all ethnic groups which have the rite «Capra» in
the structure of the masked Christmastide (Bulgar-
ians, Gagauzs, Moldovans):

— the basis of the masked character «Capra» on
the whole territory of southern Bessarabia is made
using authentic materials (sheep/goat skin or arti-
ficial fur), unlike the Moldovan ethnic traditions,
where «Capra» is usually colourful;

- in the distribution zone of contemporary /dra-
matized version of the rite of «Capra» in Northern
Bessarabia the masked character «goat» even among
the Moldovan population of the region is manufac-
tured according to the principles of Ukrainian tradi-
tion - without a wooden movable lower jaw, which in-
dicates the initial impact of the Ukrainian locus in the
context of forming a modern version of ritual variant.

Conclusions. Comparing the Bessarabian vari-
ant «Capra» in the context of the traditions of his-
torical-ethnographic regions of resettlement of the
Eastern Roman population, it can be noted that
the region presents Christmastide ritual practice of
mummering that is typical for the historical and eth-
nographic region of Moldova. This gives grounds to
state that the majority most of the Eastern Roman
population of Budjak comes from the historical and
ethnographical region of Moldova and by their eth-
nographic characteristics they are carriers of Moldo-
van culture.

Notes

! Field materials of the author, Republic of Moldova,
2013.

* Video on youtube.com

? Field materials of the author, Republic of Moldova,
2013 (Cairaclia, Vulcénesti, Cismichioi).

* Field materials of the author, Republic of Moldova,
2013 (Copceac).

> Field materials of the author, Republic of Moldova,
2013 (Congaz).

¢ Video, https://www.youtube.com/watch?v
=oKhFzr EPOyYS;

’Video, http://www.youtube.com/watch?-
v=0-vQdsjTT4E; phttp://www.youtube.com/watch?-
v=kSpLEmo7ThU$

$Video, http://www.youtube.com/watch?v=5M_
btorQQdM;phttps://www.youtube.com/watch?v=
wMIXiUL6zwI; http://www.youtube.com/
watch?v=85108jFoLUQ; http://www.youtube.com/watch?
v=pjwRL60q6dk;

®Video, https://www.youtube.com/results?search_
query=capra%20din%20maramures&sm=1

10 Field materials of the author, Republic of Moldova,
2013.

! Field materials of the author, Republic of Moldova,
2013.

12 Field materials of the author, Republic of Moldova,
2013.
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Rezumat

In acest articol se investigheaza conceptul de “zona
din afard” (zond de iesire) a populatiei Est-romanice din
sudul Basarabiei, avand ca baza principiul precum ca
fiecare rit are markerii sai regionali. Ca exemplu sunt
obiceiurile de mascare (ritualul "Capra”) din timpul
sirbatorilor de Criciun. Rezultatele studiului au aritat
ca populatia est-romanica din Bugeac reprezinta ritualul
“Capra” conform traditiilor istorico-etnografice ale
Moldovei in variantele sale locale, ceea ce sugereaza de a
defini aceastd regiune ca "zona din afard” pentru populatia
romanica de Résérit din sudul Basarabiei.

Cuvinte-cheie: sdrbétorile de Craciun, mascati,
,Capra’, popoarele romanice de risarit, Basarabia de Sud.

Pesrome

B paHHON cTaTbe, YYUTHIBASA, YTO KKIBIA 00PN
MMeeT CBOM peroHajbHble MapKepbl, Ha IpuMepe Tpa-
AULMU CBSITOYHOTO PsDKeHbsi (00psif «Kalpa») mayda-
eTcs mpobieMa «30HBI BBIXO[ja» BOCTOYHOPOMAHCKOTO
Hacenenns IO>xnoit Beccapabum. PesynpraTnl uccneno-
BaHMA MOKA3a/M, YTO Y BOCTOYHOPOMAHCKOTO Hacere-
Hud bymxaka o0pAxn «kaIpa» COOTBETCTBYeT TPajULiNu
JCTOPUKO-9THOrpaduaecKoit 06actu MosoBsI B ee J10-
Ka/IbHbIX BapMaHTaX, YTO JaeT OCHOBAHMSA OINpENeNNTh
TAHHBI PErMoH KaK «30HY BBIXOfla» BOCTOYHOPOMAH-
ckoit rpynnsl FOxuoit beccapabun.

KnioueBbie croBa: CBATKH, psKEHbIE, «KaIlpay, BOC-
TOYHO-POMaHCKoe HaceneHue, IO>xnas beccapabus.

Summary

The paper studies the problem of the exit area of East-
ern Roman population of Southern Bessarabia, based on
the principle, that every ritual has its regional markers on
the example of the tradition of the Christmas ritual mask-
ing (rite «Capra»). The results showed that the Eastern
Roman population of Budjak represents the ritual «Cap-
ra» according to the tradition of historical-ethnographic
region of Moldova in its local variants, which suggests to
define this region as en exit area for Eastern Roman popu-
lation from Southern Bessarabia.

Key words: holidays, masks, «Capra», Eastern Ro-
man population, Southern Bessarabia.
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Irina DUSACOVA

MEDIA ANALYSIS IN AN ETHNOLOGICAL RESEARCH:
THEORETICAL APPROACHES

Media studies are an important addition to the
methods of traditional ethnography today. Accord-
ing to western experts, ,,anthropologists have tradi-
tionally studied myths, folktales, and other oral tradi-
tions for the same reason [because they may contrib-
ute to cultural patterns and attitudes]; the media have
often now come to replace or supplement this kind of
traditional storytelling” (Bird, 2007, 132). From the
perspective of Thomas Eriksen, a Norwegian profes-
sor of social anthropology, the interests of journal-
ism and anthropology increasingly overlap, because
“anthropologists investigate many problems in which
media take higher interest: these are the problems of
multiethnic societies and migration, national culture
and cultural changes, kinship structures, new condi-
tions of work, tourism, consuming” (9pukces, 2012,
123-124). He also claims that “from anthropologists’
point of view, mass-media have latent possibilities as
leverages over circulation of very difficult ideas and
notions” (9puxceH, 2012, 124). Traditional ethnog-
raphy cannot cope with all the aspects of an ethno-
graphic research under these conditions (Wolfe, Ha-
gen, 2007, 151).

The change of option limits of the traditional
ethnography is tightly connected to other tendencies
in the development of modern society. As E. Bird and
J. Barber note, “the concept of community has long
interested anthropologists, who have often been es-
pecially concerned with communities having a geo-
graphic base - the villages or territories of the tradi-
tional peoples who were the focus of anthropological
research until relatively recently” (Bird, Barber, 2007,
140-141).

The development of Internet - a new channel
of communication - as well as the enhancement of
possibilities and application of traditional types of
mass-media reduced the relevance of representations
about communities as a whole based on territory.
Moreover, due to the idea of transformation of “real
communities” into “virtual communities” scholars
suggest the idea of changing the focus of anthropo-
logical researches, so now a community can deal with
any category, including specification, preferences in

music, movies, etc. (Bird, Baber, 2007). Thus one can
explore a great amount of communities, based on
common interests or jobs.

It is obvious that this type of researches cannot be
carried out only by means of methods of traditional
ethnography and on the basis of traditional sources.
This is the reason why some anthropologists switch
from real field researches to the analysis of Internet,
considering it a phenomenon close to the “tradition-
al” field, if not the same (Paguenxo, 2014, 129).

This kind of researches can be classified as a part
of visual anthropology, media anthropology and vir-
tual anthropology. This subdivision of anthropology
assumes that “national identity is already one type of
community, but in the “real world” it may be hard
to maintain once people become geographically dis-
persed” (Bird, Barber, 2007, 141).

It is mass-media that maintains it under
these conditions. For example, Italian television
became a uniting cultural power that made the
population of Italy switch from many dialects to
literary  language  (http://www.eu.spb.ru/index/
news-archive/2014/13672-etika-jurnalista, —quoted
10.06.2014). Thus, Internet and other types of mass-
media can be considered one of important powers
maintaining communities of new formation.

Except the issue of subdivision of ethnology that
includes this type of researches, scholars raise the
problem of choice of the method in researches on
media analysis.

The main methods of text analysis are content-
analysis and discourse analysis. Content-analysis is a
method, traditionally used in sociological research-
es, at that it is often used in ethnology (see TaBayoB,
2010, 24-25). This established approach of referring
content-analysis to ethnology is practically assured,
because application area of this method depends
on the chosen categories of analysis. Though, as for
discourse analysis, the question of application of
this method to an ethnological research and, to be
more specific, to the studies of identity formation or
maintenance is quite appropriate. J. Sherzer empha-
sized that “the process of structuring of discourse is
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a locus of interaction of language and culture <...>
Just as discourse is embodiment, filter, creator, recre-
ator and a transmitter of culture, so to get to the root
of culture one should study myths, legends, stories,
talks and verbal duels produced by the society and its
members that make verbal life of this society” (Sher-
zer, 1987, 306). Nowadays we can add mass-media to
the forms that make verbal life of the society.

Application of these methods is connected with
some difficulties. The main problem of content-analysis
usage is the construction of categories of analysis — “the
concepts, according to which units of analysis will be
sorted” (Ocunos, 1977, 295). Since in all the works
on content-analysis scholars accept the fact that cat-
egories are chosen by intuition, this part of applica-
tion of the method is the most debatable. Moreover,
the decision on the choice of the categories is individ-
ual for each research and depends on the goal of re-
search. In the meantime there are some requirements
to the categories of analysis. They must be exclusive
and reliable (they must show a high level of agree-
ment about the reference of parts of content to the
definite category) (Ocunos, 1977, 295).

In the usage of discourse analysis, tradition-
ally applied in this kind of researches, there is also a
problem of the search of so called “nodal points” of a
discourse. The authors of one of the theories of dis-
course analysis E. Laclau and Ch. Mouffe claim that
“discourse is formed by virtue of partial fixation of
meanings around some nodal points. Nodal point is
a privileged sign, around which other signs become
ordered and significant” (Moprencon, ®unrc, 2008,
57). As an example of such nodal point they suggest
the concept of democracy for political discourse and
the concept of people for the national one (ibidem).

But in case of media analysis the researcher
should realize that many different discourses over-
lap in mass-media and the construction of “nodal
points” is problematic and heuristic at the sane time:
it is obvious that text analysis has many options and
the choice of categories of analysis and nodal points
influences the line of research and its priorities.

To resolve the problem in both methods, the
choice of categories of analysis and nodal points
should be made on a theoretical level and be based
on other researches on the topic of text analysis. It
is to be emphasized that theorists of content-analysis
affirm that constructed categories must be checked
with analyzed texts, as during the practical work
their efficiency is tested and new categories that were
not taken into consideration are added.

The results of quantitative content-analysis that
reveal the most frequent words in analyzed texts can
be a solution of the problem in case the construction

of categories is difficult. This procedure is widely used
by Cardift School of Journalism, in which research-
ers use computer programs to count the frequency
of utilized words. All the most frequent words are
divided into groups by parts of speech. It helps limit
the general list of the most topical concepts (through
nouns) and their characteristics (through adjectives)
for the analyzed texts at the first stage.

As for the nodal points of discourse, this proce-
dure doesn’t erase a problem of their construction,
because frequency not necessarily correlates with the
importance of a sign. Thus, the word democracy can
be unused in a certain text that belongs to political
discourse, but this very concept will influence the
discourse and even its interpretation.

The possibility of the fact that not all the con-
structed categories of analysis will be represented in
mass-media must be taken into consideration. It is
topical in case of usage of media texts content-anal-
ysis. For instance, the analysis of images of Islam in
the UK showed that “media tend to be confined to a
rather narrow framework of understanding” (Moore,
Mason, Lewis, 2011, 5). Our research of the image
of Moldova in Russian mass-media showed that
analyzed press covered only five aspects represent-
ing peculiarities of the image of the country from
twelve possible ones. Our analysis elicited seven
“empty signifiers” — seven topics, important for the
image of Moldova but not covered in Russian press
(Oymakosa, 2013b).

Thus, one of the most important peculiarities of
work with media information is intention of mass-
media to create a narrow framework of comprehen-
sion forming the image of a group or covering an
event. Within discourse-analysis this phenomenon
can be explained through the notion of “field of dis-
cursivity”, introduced by E. Laclau and Ch. Mouff.
This notion means “a reservoir for «additional mean-
ings», appearing in articulation practice, i.e. mean-
ings that have or had every sign but that were ex-
cluded by a certain discourse to create the unity of
meanings” (VIopreHCOH, Ounurc, 2008, 57). The nar-
rowing of understanding of covered event or group
is determined by including this event or group into
a discourse. As S. Hall writes in his article “Encod-
ing / decoding”, an event cannot be broadcasted in
its initial form, it becomes significant only when it is
transmitted in discursive forms, typical for this me-
dia channel ! (Hall, 2005). That’s why it is necessarily
limited by discourse.

Practically these limits define categories that will
become the basis of content-analysis and the con-
struction of which is the most debatable part of appli-
cation of this method. When passing from theoretical
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level to the practical one, the described tendency to
narrow and simplify the images of represented ethnic
groups become apparent. But the choice of some cat-
egories and the omittance of others reveal the “empty
signifiers”, i.e. missing, un-shown categories in the
text. On the other hand, these categories don’t ap-
pear in relation to a list of topics created by a scholar
(constructed by him / her before and based on other
researches). It means they don't appear in relation to
a researcher’s (or researchers’) point of view and can
be judgmental.

The whole tendency to create a narrower under-
standing should be analyzed by taking into consider-
ation the type of media source, because mass-media
can vary by being inclined to show the truth, to do
a political put-up job or to create some marketing
texts.

It is obvious that this knowledge doesn’t belong
right to the text analysis but it is tightly connected
to it and the lack of this knowledge can lead to cru-
cial mistakes in the results of research. Traditionally
this problem is not raised within content-analysis;
discourse analysis considers discourse as a text in
its social representation (Pomanos, Ille6manoBa,
Apckas-CmupHoBa, 2003). Context analysis will at
least be one of the most important parts for a correct
interpretation of a message, if not the key one.

The context can be described in the introducing
part of an issue (so called lead or lead-in) as a news
hook or in its concluding part. But the true reasons
for covering the event can be concealed. For example,
the research of images of British Muslims carried out
in 2011 showed that changes in the content cannot
be understood if a researcher is not aware of the facts
that there was a terrorist attack in London in 2005
with Muslim participation. More generally these
changes in the image of British Muslims couldn’t be
analyzed without the information about terrorists’
activities in New-York in 2001, in Madrid in 2004,
in London in 2005, in London and Glasgow Airport
in 2006 (Moore, Mason, Lewis, 2011, 5). To give an
example closer to our territory, we can say that the
average amount of publications about Moldova after
April, 7%, was higher than seven years before dur-
ing five months in Russian newspaper “Izvestia” (for
more details see [lymaxosa, 2013a).

There is another aspect of the problem: some
ethnic groups can use mass-media for their purpos-
es. Thus, western researchers trained definite groups
of ethnic minorities to use video cameras to docu-
ment their culture and struggle against innovations
(it was an attempt to promote self-representation of
these groups). But later scholars realized that these
minorities “used footage shot of negotiations and

other events to make their case to the government
and to gain attention and sympathy through the news
media” (Bird, 2007, 131).

This example shows that text analysis should
consider the text not as an isolated finished unity but
as a part of communicative act in which the peculiari-
ties of the addressee (the edition that sends a message
in our case) are one of the key characteristics of the
context. The understanding of the type of analyzed
edition helps to evaluate adequately the transmitted
information. The researcher should be well informed
about the policy of the edition, its history, its culture
and its position among other editions in the analyzed
region. It’s also very important to know the source
of financing of the edition. For instance, there is a
long established division in British press: it is divided
into the quality press (broadsheets) and the popular
press (tabloids). They have a certain line of separa-
tion - the year of their foundation, 1896 (when Daily
Mail was open), but they also differ by the content.
Broadsheets “contain political, industrial and cul-
tural news and devote pages to finance matters and
international news” (Ps6oBa, 2004, 10). The popu-
lar press “contains the sensational stories and aim to
excite the reader” (Ps60Ba, 2004, 11). These types of
press differ even by size and style: tabloids are half
size of broadsheets and they use very large headlines
and photographs (ibidem).

The tendency to create a narrower framework of
understanding outside the discursive forms can be
connected to the characteristics of the edition. The
work experience in a local newspaper showed that
the reader can be unprepared for complicated analyt-
ical articles. So we can say that the level of the read-
ers background can considerably limit the editor’s
possibilities. As in the case with this local newspaper,
to publish an article about tolerance we had to write
an article explaining the notion of tolerance and then
write one more article explaining the topicality of the
problem. Only after these two articles we could ex-
pect that the reader was prepared for an analytical
article on a topic like this.

It is worth mentioning that this motive of limita-
tion may not be the most frequent. The problem of
credibility of the given information is more relevant
for entertaining editions, because they often try to
cause a sensation. Within media analysis the ques-
tions of mass-media functions and the objectivity
of information transmitted by them initially drew
researchers’ attention. Today the researchers claim
that “mass-media note the processes of aberration of
cultural and educational functions, exaggeration of
function of relaxation and the development of new
marketing and PR functions” (CaBnHoBa, 2010, 88).
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The requirement of neutral position can serve a
limiting power in informational agencies. They can-
not openly criticize politicians, so they just ignore
them. Thus, for the readers of this edition a political
actor is excluded from the space where he or she fights
for electorate’s support. We can see the same situation
with ethnic groups: the fact of their existence can be
ignored, so a definite ethnic group can be excluded
by an informational agency or another type of edition
from the cultural space it belongs to. If some types of
“empty signifiers” are debatable, because they can be
judgmental, then such an “empty signifier” as ignor-
ing an ethnic group is beyond doubt. In our opinion,
the more ethnic groups have the possibility to rep-
resent themselves, the better and more harmonious
interethnic relationships are in the society. Not only
the fact of representation of a definite group but also
its possibility to represent itself, to make self-repre-
sentation is one more criterion to be mentioned here.
This statement can be illustrated by a project on self-
representation implemented British group “Media
19”7 in the UK and Hungary. According to a Hungar-
ian researcher who participated in the project, “there
exists negative context about minority group in the
media. These negative approaches are strengthening
the common prejudices against Roma origin people,
refugees, homeless people, and are inhibiting the pro-
cess of their integration. The negative effect of these
paternalistic, platitudinous reports could be reduced
by media actions built on the active participation and
self-representation of the stakeholders, where the edi-
tors use a minority approach and avoid the majority
viewpoint” (Meszaros, 2013, 51).

Readers’ reactions to the issued message can
serve a part of self-representation. Within the work
with internet media this aspect is quite transparent,
because sites can count the number of visitors of a
landing page or the number of visits of each item
published on the site. Working with printed media,
we can only speak about issued readers’ responses or
comments. The problem of feedback is the key prob-
lem of limits of text analysis that only allows iden-
tifying the information the texts transmit. But both
content-analysis and discourse analysis cannot deter-
mine if the text transmits information successfully or
not or if the readers’ opinions coincide with the view
transmitted by edition, because “people respond to
media in very different ways” (Bird, 2007, 132).

That’s why the research of audience reception
should involve surveys, interviews or focus group
methods. It can help verify data and compare the re-
sults of content-analysis and discourse analysis with
the efficiency of images created by mass-media and
their reception. Besides that, the combination of

these methods can show how mass-media influence
everyday life. The comparison of data of public opin-
ion poll with the results of content-analysis of image
of an ethnic group is a simplified method. But in this
case we cannot identify the readers of the analyzed
edition, so the comparison can be quite rough.

In conclusion we can say that today media
analysis plays an increasing role in ethnological re-
searches where the focus is shifting from traditional
communities to virtual ones, including communi-
ties based on reading the same book or watching the
same series. To construct the categories of analysis of
mass-media, we can use two approaches: based on
the content of texts (i.e. on the frequency of words
in analyzed texts) or on the researcher’s view (i.e. on
categories representing the social context). The prob-
lem of feedback given by readers to media shows the
necessity to combine methods of content-analysis
and discourse analysis with traditional methods used
in ethnology (participant observation, in-depth in-
terview, survey, etc.).

Note
'S. Hall investigates the processes of encoding and
decoding in terms of television, so, describing discursive
forms, he writes about audio-visual form of TV discourse.
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Rezumat
Articolul descrie problema de aplicare a metodelor
de analiza a mass-mediei intr-o cercetare etnologica. Au-

torul analizeaza limitele metodelor de content-analiza si
de analizi a discursului ca metode principale de analiza a
textelor in mass-media.

Cuvinte-cheie: mass-media, analiza discursului,
analiza contentului, texte in mass-media, sursa etnogra-
fica.

Pesiome

B craTbe paccMaTpuBaeTcs ImpobieMa IpUMeHeHNsA
MmeTtopoB aHamm3a CMJVI B 9THOIOTMYECKOM MCCIENOBA-
HUM. ABTOp NOJHMMAET BOIPOC I'PAHNUI] BO3SMOXKHOCTEN
KOHTEHT-aHa/IM3a U IUCKyPC-aHa/I3a Kak OCHOBHBIX Me-
TOJIOB aHAJ/IM3a MEIUATEKCTOB.

KnroueBbie cmoBa: CMVI, puckypc-aHanms, KOH-
TEHT-aHaJIi3, MEIMATeKCT, STHOrpaduiecKmii UCTOYHNK.

Summary

The article considers the issue of application of me-
dia analysis methods in an ethnological research. The au-
thor raises the problem of limits of content-analysis and
discourse-analysis as the main methods of media texts
analysis.

Key words: media, discourse-analysis, content-anal-
ysis, media texts, ethnographic source.



RECENZII

C. II. ITpokxon «Oco0eHHOCTN PYCCKOM COCTaBAAIONIeN AUTepaTypHOIO Iporecca
Moagossl BTOpOIt noaoBuHbI XX B.» (Kummues, 2014, 208 c.)

BHyMaHMIO 4uTaTenA NpefCTaBIEHO OPUIH-
Ha/JIbHOE MCCIefOBaHMe JIUTEPAaTypHOro Ipoliecca
Pecny6m/11<1/1 MonpoBa BTOpoit nonosuHsl XX B., a
VIMEHHO €T0 PYCCKOJ cocTaB/AoLIeil. [JaHHasg MOHO-
rpadus ABAAETCA IVIOOM MHOTOJIETHETO TPY/a aB-
topa. C. IT. IIpokomn yeTko 0603Ha4MIa LIe/IN 1 3aj1a-
Y1 UCCTIEOBAHNA, YTO MPEeJOIpeNeIIo IoCIefoBa-
TE/IbHOCTD U JIOTMKY caMol paboTel. OgHMUM U3 [10-
CTOMHCTB MOHOTpaduu AB/ISAETCA TO, YTO B HE Oc-
BelleHa KaK CYyTb CaMOr0O ITOHATUA «IUTepaTypHbIi
HpOlLecc», TaK ¥ OCOOEHHOCTM €ro KOMIIOHEHTOB:
XyJOOXKeCTBEHHAasl JMUTepaTypa, aBTOPbI, KPUTUKA,
VICTOpUA TUTEPATyphl, TBOpYECKME HAIpaBIECHMNS,
NepUOAYKaA, U3IaTENbCKOE JIENI0, IepeBOoIecKasd Jie-
ATeNIBHOCTD U T. Ji. Bce oHM 06cTOsATENIBHO paccMo-
TPEHBI B MCCIE0OBAaHNM. B 3TOM 1 3aK/I04aeTcs ero
TeOPeTUKO-MeTONO/IOrNYeCKas IIeHHOCTb.

VInTepec BbIsbIBaeT BTOpas I7NaBa, B KOTOPOIL
paccMaTpyMBaOTCA TpaHCHOPMALVOHHBIE IIPOILieC-
ChI B MOITUYECKOM BOCIIPUATUM 0Opas3a pOAUHBI B
TBOPYECTBE PYCCKUX IMO3TOB MOJIOBBI YKa3aHHOTO
nepuoza. Y 4nuTaTesd MoXKeT BOSHUKHYTb BOIIPOC O
TOM, HaCKOJIBKO 11eJIeCO00pasHO MOMeIaTh JAHHbII
pasfen mocse IepBoii I71aBkl, a He B (prHAIBHOI Ya-
ctu paboTbl. OfHAKO MOCTIe IPOYTEHNA BCell MOHO-
rpaduy CTaHOBUTCS IIOHATHO, II0YEMY aBTOP IIOCTY-
I MMEHHO Tak. Jlefio B TOM, YTO pyccKiue nuTepa-
TOPBI PeCITyOIMKY >KUIN M TBOPVIN B COBEPIIEHHO
VHOV 3THUYECKOI Cpefie, a HEKOTOpbIe U3 HUX — 3a
IpefieNlaMi CBOEN UCTOpMYeCKOoli poanHbL. IlosTomy
BeCbMa BaXXHO OBbIIO NPEICTaBUTh UX COOCTBEHHbIE
OLIYILIleHNs, BIeYaTJeHUs, MbICTH, KOTOpbIE, HECO-
MHEHHO, OTPasWINCh B UX TBOpYecTBe. I[IpeObIBa-
HIUE€ B VMHO3THMYHOM M MHOSA3BIYHOM OKPY>KEHMI,
TaK WIM VMHAde, IOB/MAIO Ha BeChb OOMIMK PYCCKOI
yuTepaTrypsl B pecrybnukax 6piBurero CCCP. Vn-
TEPeCHBI B 9TOM KOHTEKCTe BBIBOZBI 110 (HOPMUPO-
BaHMIO 3THMYECKON MEHTUYHOCTU PyccKMX Morn-
TOBBI, KOTOPas, 3apOUBIINCh B MHTEIEKTYa/IbHOM
cpefie B cepe/iiHe IPOLIOTO BeKa U IIPeX/ie BCETO B
KpYrax TBOPYECKOI! 3/IUTbI, B II€pPEIOMHbIE MOMEH-
TBI MICTOpUY 0OpeTaeT 6osee YeTKMe KOHTYPBI.

He MeHee 3HauMMBIM ABIAETCA BOINPOC Ha-
JINYUS TATEPATYPHOI KPUTUKU B 3TOV cpefe, 6e3
KOTOpOJI HEBO3MOXKHO ITIO/IHOLIEHHOE pa3BUTHE XY-

TO>KECTBEHHO INTEPaTyPhbl. ABTOP COBEPIIAET IKC-
KypC B MCTOPMIO PYCCKOA3BIYHON JIMTEPATYPHON
KpuTUKM MONIOBBI, YKa3blBas Ha IPUYMHBI €€ KPU-
suca. C. II. IIpoxon npuBoAuUT MHTEPECHDIE TIpUMeE-
PBI IOZIEMUKY U BUCKYCCHUIA, pasTOPaBLINXCS B KOH-
e 80-x — Hauaste 2000-X IT., CBUAETEIbCTBYIOLIE 00
VHTEHCUBHOCTY NPOSIBJIEHN A COLIMATbHO-9KOHOMM-
YeCKMX U MONMUTUYECKUX (PAaKTOPOB, BIMAIIINX Ha
JMTEepaTypHbIii mporecc. Tpancopmanus B obma-
CTH LIeHHOCTHOJI CHCTeMbI HeM30eXHO CKa3bIBaIach
U Ha JINTEpaType.

B 5TOM KOHTEKCTE yMECTHO IOZYEPKHYTD, YTO
aBTOp He 006Ole/T BHUMAHUEM OfVH U3 HEMHOTUX
JIUTEPATYPHO-XYI0XKECTBEHHBIX JKYPHAJIOB Ha pyC-
ckoM sA3bike «Kofpbl», KOTOpPBIl BBIOMHAN PAJ,
Ba)KHBIX (YHKLNIL: ITpONaraHfia MOJIJABCKOI JINTe-
paTyphl 1 KyIbTypbl Ha TEPPUTOPUN BCETO MTOCTCO-
BETCKOTO IIPOCTPAHCTBA; (hOpMMpOBaHUE OTPsfA
MIepEeBOJYMKOB, 00eCIeuNBAIOMNX KaueCTBEHHbIe
HepeBOfibl NPOM3BEEHNII MONIABCKUX aBTOPOB; B
paMKax IPOCBETUTENIbCKON MUCCUU — IIepeBOJ, U ITy-
O/MMKAIWA 1IeleBPOB MMPOBOI JINTEPaTypPbl, BKIIIO-
Yasg Aydllye IPOU3BESeHNA PYMBIHCKMX U MOJIAB-
CKMX Iycareneil. B menax ¢opmmpoBaHusA IIKOMIBI
JIUTEPATYPHOTO MACTEPCTBA OCYIIECTBANACH IIy-
OnMKanus KPUTHIECKUX cTaTell 1 0630poB mpodec-
CHOHA/IbHBIX KPUTMKOB; /IS MOAAEPKKM MECTHBIX
IOAPACTAIOLIMX MOJIOABIX JTUTEPATYPHBIX JapoBa-
HUIT — DyOnMKanys [eOTHBIX IIPOM3BEIEeHNIT OT-
IeTIbHBIMM O7I0KaMM B )KypHaJIe ¥ BbIe/IeHVe OfjVIH
pas B TOfly >KypHaIbHOI IUIOIAV MOJIOJBIM, Ha4ul-
HaIOLIVIM aBTOPaM; B LeIAX MOAJEPKKU TUTEPaTyp
HAI[VIOHA/IbHBIX MEHBIIVHCTB PecIry oKy — my6m-
Kalyis NepeBeNEeHHbIX Ha PYCCKUI A3bIK IIPOU3BETE-
HUIT YKPaMHCKUX, OONTapCcKMX, raray3ckux, eBpeii-
CKMX ¥ LIBITAaHCKVIX IVICaTenell; B pycie GopMupo-
BaHMA «MOJIJABCKOI NMyIIKMHMAHBI» — IyOIMKanus
IIPOV3BEIeHNII YIeHbIX 1 IUCaTeNell pecIyOMmuKy Ha
temy «Ilymknn B Mongasumn»; B paMKax HOAgeP>KKI
¥ GOPMUPOBAHMA OTPA/IA MECTHBIX IMTEPATOPOB —
Iy O/IMKAIVA HOBBIX CTUXOB U IIaB U3 HOBBIX KHUT;
IpoIlaraHjga pPOCCUICKOM COBPEMEHHON M KJIacCu-
4eCKOJI INTePaTypbl; MPUOOLIeHNe YNTATENA K Tyd-
myM 00pasljaM PyMBIHCKOJ COBPeMEHHOI K/IacCh-
YECKOJI TUTepaTyPhl.
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JKypnan pacpocTpaHscs He TOIbKO B pecIry-
6muxke, Ho 1 1o BceMy CCCP, 4T0 aBajo BO3MOX-
HOCTb 3HAKOMUTBCS C PYCCKOI M PYCCKOS3BIYHON
JIMTEpaTypoil MOIJOBLI IA/IEKO 3a ee Ipefe/iaML.

OO611en3BecTHO, YTO IpOo6IeMa IUTepaTypHOI
KPUTHUKY Bcerza ObIIa aKTyaabHOI, 0COOEHHO s
MJIa[IONVICbMEHHBIX JIUTEPaTyp, B YaCTHOCTM, [IA
raraysckoif, He 00/1afjafoneit 9TMM BaKHBIM KOMIIO-
HEHTOM JIMTepaTypoBefieHNs. be3 KpUTUKM HeBO3-
MOYKHO ITOJTHOLIeHHO€E Pa3BUTIE HAI[MOHA/IbHBIX JIU-
TepaTyp U COXpaHeHNUe STHMYECKON UIeHTUYHOCTH
B IHOSTHUYHOMN Cpefie.

BepHbIM 11 000CHOBAaHHBIM IIPENCTABIACTC U
TO, 4TO aBTOP, pasfenad TOUKy 3peHusa A. Yarmna
0 TOM, YTO PYCCKYIO JINTEPATypy B CyObeKTax ObIB-
mero CCCP MOXXHO oXapakTepu3oBaTb KaK «OfHA
NUTepaTypa U Ba INTepPaTypPHBIX Ipolieccar, mpef-
JaraeT 3Ty MOJeNb CIPOEIMPOBAaTh HA MECTHBIN
KOHTEKCT.

B HbIHe He3aBUCUMBIX IOCY[apCTBaX, HEKOIZa
BxopuBiux B coctaB CCCP, pycckuit pakrop, mpo-
SBIIAIOIIUIICS B PYCCKOM KY/IBbType M JYXOBHOCTH,
HauMHaeT ocnabeBaTb. HacKo/IbKO OH COXpaHUTCA B

HajIbHelIeM, IIOKaXeT BpeMs. 3acayra aBTopa Mo-
HOrpauy B TOM, 4TO €if YAa/I0Ch 3aleYaTIeTh OTHY
U3 VHTEPECHENMINX CTPaHUIl] B MICTOPUM PYyCCKOIl
MUTepaTypsl MOOBBl M IIOKa3aTb I€IOCTHOCTD
JIUTEPATYPHOro IpoLEecca B YKa3aHHBIN MCTOpUYeE-
CKUII TIepUOJ, a TaKXKe BKJIAJ| PyCCKUX/PYCCKOA3bIY-
HBIX JIMTEPATOPOB B COXPaHEHME CBOEN KYIbTYPHON
UJEHTUYHOCTI.

Ha nam B3miap, fjaHHas pabora He ABIAETCA
9ICTO JIMTEPATYPOBENYECKOI, TOCKONIbKY, OTpaXKast
B OCHOBE CBOE€J IMHAMIKY U COCTOSIHIE, KOMIIOHEH-
TBI XY/IO)KECTBEHHOTO IIPOLIECCa PYCCKOA3BIYHBIX
nycaresieli BTopoli nonoByHbl XX B., aBTOP HEMPO-
U3BOTBHO BOCCO3Ma/l MCTOPUYECKMIT KOHTEKCT, B
paMKax KOTOPOTO MMEIM MECTO 3THONOIUTHYE-
CKIe KOIM3MM YKa3aHHOTO IIepMOfia, NpuUBefINe
K COLMAIbHO-TIONATUYECKMM ¥ TEOIONUTUIECKUM
TpancopmanysaMm.

JJaHHBIII TpPyZH, HECOMHEHHO, BBI3OBET >KM-
BOJ MHTEepec He TONbKO Y NUTEPaTypOBENOB, HO I
y UCTOPUKOB, STHOJIOTOB, COIIMO/IOTOB, TO €CTb U Yy
BCeX TeX, KTO 3aHMMaeTcsA U3y4eHMeM UIeHTUYHO-
CTH B TpaHCHOpMUPYIOLIeMCs 001IecTBe.

doxm. Auana HUKOI/10



XKYPHA/ 5THOAOTUN NN KYABTYPOAOIUMN Tom XVI

135

IIYTb NCCAEAOBATEAS B AABUPVIHTAX ITOBCEAHEBHOCTU

Penjensus na monorpagumo M. H. I'y6orao «<AHTpOIIoa0rusi moBce AHEBHOCTI»
(M., 2013, 752 c.)

OpHaXIbl MHe MPUIIIOCH OOIIATHCA C OTHUM
13 3HaKOMBIX Xy[JO)KHUKOB — EBrenmem Ocepenuy-
KoM. V], BOCIIO/Ib30BaBIINICh CIIy4YaeM, A 3afaJl IPO-
(deccronany BOIpoc, KOTOPBIiL JaBHO MYYWI MeHs
Kak gyteraHTa: «OT4ero MHOTVIE YKaHPbI COBPEMEeH-
HOTO XYyJOKECTBEHHOTO MCKYCCTBa BBI3BIBAIOT He
TOJIBKO MacCy BOIIPOCOB, HO ¥ OTKPOBEHHO TPeOyIoT
MosICHeHUIt...?» OTBeT NMpo3BydYas BIIONHE MCUYep-
npiBaroluit: «Kaxblil XyJO)KHUK MIET CBOM 0cCo-
Oblil, paHee He CYILIeCTBYIOMNIT Iy Th. TOT, KOMy IO-
Be3eT ero HailTU, CTAHOBUTCA M3BeCTHBIM. OTcofa
MOSIB/IAIOTCA KaPTUHBI U3 IIeCKa Ha CTEK/Ie UJIU Ta XKe
dbnopucTuka...».

Hayka Bcerzia oTmmyaeTcs cBoell KOHCepBaTUB-
HOCTbIO, HO ¥ OHa BpeMsA OT BPEMEHU II03BOJIAET
M30paHHBIM PACUIMPUTD CTPOTME aKajeMudecKue
PaMKH U JOIOJHUTb UX COfep>KaHUe OTHEe/TbHBIMU
HOBAaTOPCKUMU UAEAMU, HOBBIMU METOJOJIOrMYe-
ckMu nopxopaMu. S y6exaioch B 3TOM, KOTAia fiep-
XY B pyKax MOHOTpaguio U3BECTHOTO POCCUIICKOTO
y4eHoro-sTHocouuonora Muxanna Hwuxonaesmya
Iy60rno co 3ByYHBIM Ha3BaHNUEM «AHTpPOIOIOIUA
MOBCEJHEBHOCTI».

KHura npencrapisdeT MHTEpeC B CUIY LIEIOTO
pama npuunH. Bo-mepBbix, OHa HeceT B cebe 3apsif
IIyOOKOrO MCTOPU3Ma, BO-BTOPBIX, YAVB/AET V-
pOTOI1 aBTOPCKOI'O B3I/IAA, KOTOPBI TPaHCINPYET-
Cs1 YATATEII0 IOCPECTBOM A/IbTEPHATMBHOIO K/Iac-
CUYECKOM 3THONOTMM MOAXOfAa — CaMOaHalINM3a, B
HoC/IeflHee BpeMs MPefiCTAB/IAEMOr0 KaK «aHTPOIIO-
JIOTM3alLMs AaBTOPCTBA» WM, KaK IUIIET CaM aBTOp B
OJTHOI M3 CBOMX CTaTell, HOCPeACTBOM TPAHCALN
¥ u3ydeHus cebs mo Ty «cam cebe aTHOMIOM .

ITaexko He Bce U3 oObIBaTesIell BOOOIE 3HAIOT,
4TO Takoe sTHonoruA. Ho, TeM He MeHee, 3a49acTyIo
He TI0lo3peBasd O CyLeCTBOBAHMM 3TOM HayKM, OHI
BBICTYIAIOT KaK HOCUTEM KYIbTYPbl IIOBCEJHEBHO-
CTU, C OFHOI CTOPOHBI, U KaK XpaHUTEIU KYIbTyp-
HOTI'O HaCIeus — C JPYTO, ABNIAACH, KTO B 6onpler,
a KTO B MEHBIIEN CTENIeHN OTPakaTeIsAMMU, TPAHCIIA-
TOpaMU 1, KOHEYHO, ITO/Ib30BATEIAMI STHOKY/IBTYP-
HOTO 3HaHU.

Cua mpo¢eccroHaTIbHOTO 9THOJIOTA 3aK/II0Ya-
eTCsl B TOM, YTOOBI CYMeTb OTPA3UTh ¥ TPAHCIIUPO-
BaTb HapOJHble 3HAHV, IIPONYCTHB Yepes ceOsl.

He cMmoTpsa Ha OrpOMHBINI CKa4OK Iporpecca,
HayKa IIPOfIO/KaeT OCTaBaThbCA YHENIOM JOCTaTOYHO

OTPAaHMYEHHOTO IO YMC/IEHHOCTM YYEHOro Iiexa, I
OIHVMM 13 OCHOBHBIX TPaHCIATOPOB IIeHHOCTEIl B
Macchl BBICTYIAIOT MCCTIE0BATeN-9KCIIEPThI.

VIMeHHO 1103TOMY, IOMMMO JPYTYX JOCTOMHCTB,
KHura Muxanna I[y6orio BakHa B KadecTBe STHOMO-
OMIM3MpYIOLIIeli COCTABIAIONIEN, — 9TO OCOOEHHO Ka-
CaeTcs MOCIEHNUX Pa3fie/ioB paboThl, HOCBSAIEHHBIX
OCMBIC/ICHUIO (3THOCOLMA/NBHBIX peanil POJHOTO
aBTopy bymkaka u cybObI CO9THUKOB-Taray3os).

OpuuMm u3 TpebGOBaHMIT TyMaHUTAPHON HAyKM
HACTOAIIErO SBJAETCA OBICTpOE pearvpoBaHMe Ha
BBI3OBBI BPEMEHU, yMeHMe MOOMIN30BAaTbCA U BO-
BpeMsA pearupoBaTb Ha IpoucxofdAuee. VIMeHHO
3TUM U OT/INYAETCS TBOpUYeCKas cyAbba mpodecco-
pa M. Iy6orno, BBIIYCTUBIIErO 3a HOCHIEIHUE [BA
JecATWIETHs ILeblil psAR IMyOoKux MoHorpadu-
YeCKUX UCCIeOoBaHmit: «JHeprus mamatu» (1992);
«Mo6un3oBaHHbI TMHIBULU3M» (1993); «PasBu-
BaloLuiica sneKkropar Poccun. STHOMOMUTIIECKITT
pakypc» (1995); «fI3plkm sTHMYeCKOil MoOMIM3a-
>y (1998); «MoxkeT /U [IBYITIaBBIl OPEN /IeTaTb
C ofHUM KpbUToM? PasMmbllllieHns 0 3aKOHOTBOpYe-
CTBe B cpepe 3THOTOCYHAPCTBEHHBIX OTHOLICHMIT»,
2000); «VMpentnbukanus mpeHTHIHOCTH» (2003);
«Pyccknii 13bIK B 9THOIIOTUTUYECKON CTOPUM Tara-
y30B» (2004); «/ImMeneM s3bika. O4epKy 3THOKYIIb-
TYPHOM ¥ 3THOIIOIMTUYECKOV MCTOPUM Taray3oB»
(2006) u gp. B aTo e BpeMs MCCIeROBaTeNb PYKO-
BOZIMJI Cepbe3HBIM IIpoeKToM «HamnmoHanbHbIe ABU-
ey B CCCP u mocTcoBeTckoe NMpOCTPAHCTBOY,
Pe3y/IbTaTOM KOTOPOro cTano usganue 130 TomMoB
VICCTIEJOBAHMIA, Cpey KOTOPBIX 12 TOMHBIA TPYH,
HOCBSAIIEHHBI 9THOCOLMA/IbHBIM IIpolieccaM B Yf-
Myprtun, u 10 TomHas pabora «Kypcom pasBusao-
1ericss MosmoBaI».

Axagemuk B. A. TumkoB, HammcaBIIMiI IIpe-
mucnoByue K MoHorpaduyu Muxamna Hukonaesnya,
CIIpaBeNINBO OTMETHUJI, YTO «OIIOPA Ha MMYHbIE BOC-
IIOMMHAHMs IpefCTaBisieT coboil He OYHT 3THO-
COIIMOJIOTa, a IIONOHEHNE apceHasla HOBOJ HayKU
TOIIOTHUTE/IbHBIMI BO3MOXKHOCTSIMY, He OIpOBep-
JKeHMe, a IOATBEp)K/IeHNE STHOCOLMONIOTMM Kak
YacTM aHTPOIOJOTMM U €€ INOTEHLMATbHBIX BO3-
MO>KHOCTeII B Jlefie OCMBICTICHMSI UICTOPUIU U COBpe-
MEHHOII IIOBCESHEBHOCTI» 2,

Muxann Iy6orno cupaseninso ormevaet: «Co-
BPEMEHHBIN CIenuIecKnii NHTepeC K MHAVBULY
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HpelCTaB/IsAeT, IpeXJie BCEro, MHTepeC K aHTpO-
HOJIOTMM YeJIOBeKa KaK HOCUTeNsA M3MEHSIOLerics
KY/IBTYpPBl U KaK CyObeKTa CaMOMAeHTU(UKALNI.
OTBeTOM BBICTYIIAIOT MHTUMHBIE MCbMA, JTHEBHU-
Kku (mns ce6s), aBToOmorpaduy, B KOTOPBIX Jena-
eTCs TIOIBITKA, M3BECTHAsA C AHTUYHOCTH, YACHUTD
caMoMy cebe, KakiM 0Opa3oM pearupyroT Ha BbI-
30BbI BHEIIHElT Cpebl AyLIa U MOCTYIKM YeloBeKa
Ha Pa3HBIX JTAlaX >KU3HEHHOro Lukia. [Ipu sTom
HPeIoNaraeTcsi, YTo, BO-IePBBIX, XapaKTepHbIe [/is
»KaHpa aBTobyorpaduy “dertHble” coOBITHA U daK-
ThI He MEHee BaYKHBI J/IA YUTaTeJIell U MCCIeloBaTe-
neit, veM “HudeliHble”» °. B. B. Kapnos, paccyxpjas
00 OSTHOHALMOHANBHOI pedIekcun IMOAYePKHYI
B)XHOCTD (P epeHIInaTbHOTO IOXO0/a B aHAJIV3e
TEKCTa, CPABHMB TPY/bI ABYX KPYMHENIINX UCTOPH-
orpados Haykn — A. H. ITeimuna u C. A. Tokapesa.
OH o6parn BHMMaHMe Ha TO, YTO NEPBbIT HE TOMb-
KO, a BepHee CKasaTb, He CTO/IbKO CTaBWJI 3ajadeil
TPaHCIMPOBATh IOAXOMBI YUEHBIX HA Pa3BUTHE IT-
HOrpaduUIecKoit HayKu, CKOTIbKO CTapajICsi OTPAsUThb
Yl OCMBICTIUTD COCTOSIHVIE «Pa3BUTHSI OOI[eCTBEHHBIX
B3IJISA/IOB Ha ~HapOJHOCTD ..., KOIA B CTPYKType
3TOrO CO3HAHMA CaMU PAa3HOBUJHOCTY pedeKcun
elle HegoCTaTOYHO AnddepeHIPOBaANNCh U HPO-
dbeccuonanu3upoBanuch» *.

Kunra M. H. [y6orno nogpo6HO npencTapiser
BechbMa IIVPOKMII CIEKTP aBTOPCKUX HaO/IIOfeHMiT
u BredarTieHWii. OHa BBIMTPBIBAET CBOEN 3MOLM-
OHAJIBHOCTBIO ¥ Te€M 3aps/iOM POMaHTU3Ma, KOTO-
pble IpUCyIIu U caMoMy aBTopy. Te, KTO 3HAKOM C
Muxaunom HuxonaeBudyeM, 3HaIOT O TOM, YTO OH
HEeVCIPaBUMBIIl MeuTaTe/b ¥ pOMaHTHK. [loatomy
ero KHUTY HOMYYaITCs TaKUMM OOpasHbIMU U Ha-
CBILIEHHBIMM IIPMMEePaMU 13 KY/IbTYpPbl OBCETHEB-
HocTu. IIpu 3TOM BaKHO OTMETUTb, YTO INIEMEHTBI
TPafMLOHHOI KY/IbTYPbl, M3y4aeMOii aBTOPOM, He
ABJIAIOTCS AJISL HETO Iy>Koil. B MoHorpadum ymeno
IPOBOJVTCA aHa/IN3 OOJIBIIO COBETCKON KY/IbTYPBI
4yepe3 NpuU3My aBTOOMOrpadudecKoil 3THOIOTWN.
[IpuMepoM TOMY ABIAIOTCA pPaslINYHble BEKTOPBI
Ky/IbTYPHOTO pPa3BUTHUA M aJalTalu, KOTOPbIe
HpOLLIeTT aBTOP, B T€UEHNE XXI3HU U KOTOPbIE OCTa-
BIIV HEVI3ITIAZAVMBIIL CTIe]I B €ro CyAbOe.

I[TepBast 4acTh KHUTY IMOCBsIIEHA aHAN3Y IO-
BCEJHEBHOJ >KM3HM CKBO3b ITPU3MY aBTOOMOrpadmm.
ABTOp TOfPOOHO OCTaHABNMMBAETCA Ha COOCTBEH-
HbBIX BIIEYATJICHMAX M OCMBICIEHUM TOTO KPYrOBO-
poTa coOpITMil U TpaHCOpMALMIL, KOTOpbIE YTro-
TOBU/IA €My IIOC/IeBOEHHas CyfbOa. 37ech HaIUIM
CBO€ OCBelleHIe XPYIIEBCKasi «OTTEIe/Ib» 1 «M37I0M
HOBCEHEBHOCTN» IIyTeM MW3JIOKEHNsI YBUAEHHOTO
rIasamm crernnepecenenia. Crofa ke MOXHO OT-
HeCTM QaHAM3 IOBCEJHEBHOCTY, IPOU3BEICHHDII

aBTOPOM B TOJBI «OTTEIIENIN M 3acTos». B mpomecce
CTAQHOBJIEHNA NpPOQeccHoHaa — 3THOCOIMOJIOTA
M. H. Ty6orno noBenoch MO3HAKOMUTLCA U HOO0-
IIATbCS C MACCON SIPKMX, HEOP[MHAPHBIX CIIeluai-
CTOB, KOTOPbIe IOMOIJIV aBTOPY pelieH3MpyeMOoli KHI-
T CO3[aTh TY 0COOYI0 MHAMBUAYATbHOCTD, KOTOpAs
CBOJiCTBEHHa nepy sToro uccnegonarend. A. C. Pynp,
C. B. Kynemos, IO. b. Cumuenko, 0. V1. Mkyprym™msH,
I0. C. bpomeit - BOT fajieKo He IMOMHBIN CIIUCOK TeX,
C KeM IlepeceKyIach Cyibba aBTOpa U KTO IIOB/IMSI Ha
CTAHOBJICHYIE U Pa3BUTIE €TI0 HAYYHBIX B3ITIA0B. 06
3TUX JIIOfAX 1, CAMOe ITIABHOE, O TOI cpefie, KOTOPYIO
bopMupoBay OHM BOKPYT ce6st M KOTOpasi CK/Iajbl-
BaJIach B OIPEJENIEHHONM COLMAIBbHONM CUCTEME, TIOJI-
pO6HO muIIIeT aBTOP.

VIHTepecHa 1 HacblllleHa BTOpas 4acTb JCCIIe-
TOBaHMA «AHTPOIIONIOI Y TIOBCETHEBHOCTI». ABTOP
BBITIO/IHAET PO/Ib IIPOBOJIHMKA KYIBTYPBl MaIOUNC-
JIEHHOT'0 9THOCA — raraysos. biarogaps TBop4ecTBy
Muxanna Hukonaesnda, MHOTOYKCIEHHOE MTOTUIT-
HIYeCKOe PyCCKOA3bIYHOe HacesieHne Poccun u ipy-
TUX TOCYHAPCTB Y3HA/IO U ITO3HAKOMMIOCDH C SIPKOI
KYJIBTYpPOIl 3TOTO TIOPKCKOTO Hapofja. B Hemaroit
CTeNeHN YCUIMAMU aBTOpPa YTPAaTWI aKTyaabHOCTD
aHEKIOT-OblIb, POAUBIINIICS B KOHIe 50-X — Haya-
ne 60-X TOfOB M MOJYepKMUBAIOMINII CTaby0 OCBe-
JOMJIEHHOCTD OT/Ja/ICHHON MacChl JIIOfieil BOOO1Ie 0
CYILeCTBOBAHNY TAKOT'O HApOJa, KaK raraysnl: «Pyc-
CKas JleBylIKa ¢ Ypaja BBbIIIUIA 3aMY>K 3a raraysa u
yexasia C HUM B ero pogHoe ceno B Monpasuto. Ye-
pes rof Mosoas JKeHIMHA INIIeT M/ICbMO MaMe Ha
Ypan: “3ppascTByiiTe, foporas Mama! Y MeHs Bce
XOPpOLIO, My JTIOOUT, )XMBEM JIQf{HO, ... HO BOKPYT
OJ{HM Tarayssl .

Martp mpucnana oTBeT: ~3[paBCTBYIL, foporas
TOYKa, BCeM CEeJIOM YMTAJIV TBOE MICbMO, PAJbI, YTO
y Tebs1 Bce xopoo... [IpocuM TONMbKO, Py OKa3uu
BBIIIUIM IIAPY IIKYPOK 3TUX CAMBIX Iarays3os, y Hac
JKe Takue He BogAaTcs!.”».

ABTOp He TO/NBKO IepefiaeT 3MOILVOHAIbHbBIE
HepeXXNBaHUsA CBA3aHHbIE C OTPa)KeHMeM KY/IbTYpbl
CBOMX CO3THUKOB, HO U CaM BBICTyIaeT B KadecTBe
TPAHC/IATOPA 3TON KY/IbTYPBHI, €€ MOMy/LIpU3aTopa 1
OTHOBPEMEHHO aHAIMTUKA. ITO 0COOEHHO OLIYIIa-
eTcs1, KOTZIa aBTOP PacCy>kJaeT O B3aIMOOTHOLICHNI
OOJIBIIIOTO PYCCKOKY/IBTYPHOTO IIPOCTPAHCTBA C €T0
POJHBIM raray3ckUM 3THOCOM. Bcrieck 3THMYHO-
CTV Taray3oB B HEMAJIOil CTETIeHM CBA3AH C OIpefie-
JIEHHBIMM 3aKOHOMEPHOCTAMM, C/IOKVBIIVMUCS B
KY/JIbTYPHOM KOJie Taray3os, I7Tie OHIM U3 YCTONYN-
BBIX (DAaKTOPOB COXpAHEHVS STHUYECKON VMEHTUY-
HOCTY BBICTYIIaeT PYCCKUI A3BIK ¥ OpMEHTAlVA Ha
OOJIBIIYIO PYCCKYIO KY/IBTYPY KaK albTepPHATUBY Ha-
BA3BIBAEMOMY PYMBIHU3MY °.
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ITocne mpourennsa kuurm Muxawra Iy6ormo
JIMIITHUI pa3 yOeKIaelIbes B €0 ITyOO0KOI TI00BY K
COOCTBEHHOMY HapoOJy — raraysam, TOpJio HeCYIM
CBOe MM B CTelAX bymxkaka.

31ech BCIIOMMHAIOTCA CTPOKY raray3cKoro Io-
ata Ilerpa YeboTraps, OMeCTUBILETO CBOE MPOM3-
BeJleHNe B pasJiefie, IOCBALEHHOM TBOpYeCTBY Mu-
xamna Hukonaesnda Iy6orno, B cOopHMKe crarei
«9THOCOIMOTIOTYA M STHOCOIVIONIOTY»®:

Eute Bo BpeMeHa manm

Hac nputotun bymxax,

W TpynyuMcs MBI OT yIIN,
W nnsmem npocTo Tax.
Bcerzma roToBb! BBIIIOTHATD
KomaHppI «6ei» U «I1eii»!
Ham mpocTo Heuero TepATb,
Kpome cBoux cremeit.

B 3TOM 1IyTOYHOM NpOM3BENEHUM OCTPO YyB-
CTBYETCS SHEpPreTMKa Hapoja, ero AuHamusM. Kax
YeTKO 3TO CyMeJl IlepefiaTh 03T, TAK ¥ aBTOP PeljeH-
3MPyeMOJi KHUTU CyMe/l TOHKO, B O4€PKOBOM CTHIIE,
NpeNCTaBUTh pas3IN4Hble CTOPOHBI KYIBTYPBI Ta-
ray3CKOro Hapoja, ero CUCTeMY IIeHHOCTEl TpaHC-
MPOBATh IIOBCEJHEBHOCTb HApOJa B TBOPYECTBE
raraysckux nucareneii — Crenana Kyporno, [Imu-
tpus Kapa Yabana. VIHTepeceH u 1mo-cBoeMy HOBa-
TOPCKY IPEACTaB/ICH pasfierl, OTPaKAIOLVIT 00pasbl
MOBCEJHEBHOCTH Taray3CKoOro Hapoja B TBOPYECTBE
IOmutpua CasactuHa, Ilerpa ®@asnsl, Mutpusa Aii-
orny, @enopa Jymorno, Onbru YHIypAHY M pyTux
IpefiCTaBUTEIell Taray3CcKoil TBOPYECKOI CyAbObI.

B TBOpuecTBe mpOdECcCHOHANBHBIX MacTe-
POB Il€épa M KNUCTY, IPOXKMBAKIINX Ha IEPEKPecT-
Ke BOCTOYHOPOMAHCKOI, BOCTOYHOC/IABAHCKON W
TIOPKCKOJM KY/IbTYp IPU COXPAaHEHUV 3THUYECKOTO
CTEpKHA OJHOBPEMEHHO OLNYIAETCA 3Ta camas He-
MOBTOPMMas 3THOKYIbTYPHas XapusMa, KOTopasd,
MIOJYEPKUBas TECHOE NEpeIIeTeHNe KYIbTyP OfHO-
BPEMEHHO I103BOJIsIeT 6e3 TPy/a y3HATh U OLIyTUTD
MHOTOTPAHHYIO Taray3cKyk caMOOBITHOCTb.

Kunury M. H. I'y6orno «AHTpononorus noscey-
HEBHOCTV» YUTATh MHTEPECHO, OHa OY/IUT MBIC/Ib. ..
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IN MEMORIAM

CONSTANTIN POPOVICI (1924-2010) - 90 DE LA NASTERE

S-au implinit 90 de ani de la nasterea celui, pe
care cu toate justificarea il putem plasa in constela-
tia personalitdtilor din epoca Renasterii, dupa atitu-
dinea sa fatd de viatd si de munca. Om de actiune,
Constantin Popovici a creat un intreg Univers stiinti-
fic prin abnegatia si talentul sdu stralucitor de savant,
ganditor si indrumator stiintific. Nascut la inceputul
secolului trecut, ar fi putut sa fie mandria oricérei ge-
neratii de oameni ilustri din trecut.

Numele lui Constantin Popovici - om de stiinta,
academician, celebru critic literar, eminescolog, isto-
ric literar, folclorist i scriitor, este cunoscut nu numai
consatenilor, care au numit in cinstea academicianu-
lui cea mai frumoasi stradd, nu numai locuitorilor
din Cernduti, care au deschis la Centrul International
Cultural si Stiintific a diasporei ucrainene un Muzeu
dedicat vietii si creatiei, dar si in afara Republicii
Moldova si Ucrainei.

Constantin Popovici s-a manifestat intr-un larg
diapazon stiintific de investigatie teoretica si aplicata
in domeniul literaturii universale, afirmandu-se mai
ales in eminescologia postbelica si in comparativisti-
cé la nivelul literaturilor est-europene. Este autor al
50 de cirti si peste 600 de publicatii, scrise in limbile
romand, rusd si ucraineand.

In anul 2008 apare primul volum al ,Scrierilor
alese” din cele XV volume, pregitite pentru tipar
printr-un enorm efort si munca asidui a academici-
anului. Pe parcursul acestor aproape trei ani, cind la
sfarsitul fiecdrui an Institutul Patrimoniului Cultural
al ASM se bucura cu o serie de carti, ca si autorul
acestora, Constantin Popovici lucra, cain timpul raz-
boiului: fira repaus, intr-un ritm intens. In ultimele

luni, cAnd boald insidioasi a devenit prea puternicd,
Constantin Popovici a reusit sd pregiteascd pentru
editare ultimul, cel de-al XVI-lea volum, care nu era
de la bun inceput previzut in planul editérii. ,,Scri-
erile alese” ale regretatului academician Constantin
Popovici abordeaza nu numai toatd problematica sti-
intifica a savantului, dar au inclus toate operele artis-
tice ale scriitorului Constantin Popovici, publicate in
trei limbi: romAan4, rusi, ucraineana.

Monografia ,Eminescu. Viata si opera” din vo-
lumul I - e in a saptea editie, fiind nevazutd si com-
pletata cu date si materiale noi. In anexi e reprodusa
corespondenta autorului cu eminescologi de vaza,
inclusiv cu Gheorghe Eminescu - ultimul descendent
din neamul barbatesc din celebra dinastie. Volumul
IT al ,,Scrierilor” prezinta cartea a doua ,OMuHecky.
JKusub 1 TBopuecTBo” (in limba rusa) intr-o varian-
ta prescurtata a originalului. Sunt in fond reproduse
aceleasi capitole si probleme, accentuindu-se mo-
mentul legaturilor literare moldo-ruse. Monografia
»lon Creangd si basmul est-slav’, care face parte din
cel de-al I1I-lea volum, abordeazi problema afinitatii
basmelor marelui humulestean cu motivele folclorice
ale slavilor de rdsarit. Volumul IV prezinté reeditarea
monografia ,, YKpaiHCbKMil TeaTp Ha KUIIVHIBCHKIil
creni» (in limba ucraineani). In baza materialelor de
arhiva autorul restabileste istoria teatrului ucrainean
in Basarabia de la sfarsitul secolului al XIX-lea - in-
ceputul secolului al XX-lea. Tot in limba ucrainea-
nd este editat volumul V - ,Hapucu yxpaincpkoro
¢bonbKIOpY Ta XyHOXKHBOI niTeparypu Monmosn’.
Pentru prima datd in Republica Moldova, care a des-
chis in ultimele decenii calea pentru dezvoltarea cul-
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turii etniilor conlocuitoare, a aparut o monografie,
unde sunt generalizate si studiate lucrdrile artistice
ale scriitorilor de limbé ucraineand, a fost scrisd o
istorie a literaturii ucrainene din Moldova, care, ca
urmare, este consideratd de autor ca o componenta
a procesului literar republican. A doua componen-
td esentiald este considerata si literatura rusi locala,
cireia 1i este rezervatd altd lucrare din ,,Scrierile ale-
se”: volumul VI - ,,Pycckas nmureparypa B Momngose”.
Literatura rusa din Republica Moldova are o istorie
destul de indelungatd. Inca la inceputul secolului al
XX-lea apdreau cérti in limba ruséd. Acest proces s-a
intensificat semnificativ in anii 50 ai secolului trecut.
Astfel in componenta Uniunii scriitorilor din Moldo-
va activa o sectie speciald de scriitori de limbad rusa.
In carte sunt analizate si apreciate diferite genuri si
tematici aparute in ultimii zeci de ani. Tot in contex-
tul legéturilor literare sunt prezentate in volumul VII
»Relatii literare moldo-ruso-ucrainene”. Lucrarea se
inscrie intr-o tematica fireascd, intrucét relatiile lite-
rare moldo-ruso-ucrainene au o istorie indelungata
si un suport substantial.

Urmatoarele volume ni-1 reprezintid pe acade-
micianul Constantin Popovici ca scriitor talentat,
care domina la perfectie trei limbi, fiind autor al
romanelor: ,Benrexxunit ceiranok” (in l. ucrainea-
nd, vol. VIII), ,CkpuBmxeni gomn” (in 1. ucrainea-
nd, vol. IX), ,Ha kpyrux meperonax” (in 1. rusa,
vol. X), «TpeBoxusrit paccBet» (in 1. rusa, vol. XI),
»Ipynuble cynposr” (in 1. rusd, vol. XII), ,Ha xpyTeix
neperonax’ (in 1. rusd, vol. XIII).

Unul din ultimele volume (cel de-al XIV) inclu-
de o serie de materiale legate de amintirile militare
ale autorului despre Artiom Lazarev ,,Kusup otgana
Hapopy . Cartea e bazatd pe amintiri, documente si
materiale de arhiva, prin care este restabilita calea de
creatie si viata academicianului Artiom Lazarev (fos-
tul ministru al invitamantului, Presedinte al Consiliu-
lui Suprem, fost ministru al culturii, rectorul Univer-
sitdtii de Stat, vicepresedinte al Academiei). Volumul
XV - ,,Academicianul Constantin Popovici. Savant,
scriitor, om” include materiale bibliografice, aprecieri,
date biografice ale academicianului C. Popovici.

In mare masura tot diapazonul amplu al tema-
ticii stiintifice a lui Constantin Popovici si-a gésit
continuitate in lucrdrile discipolilor sdi, care au fost
multi ani la rdnd indrumati de un conducitor inte-
lept si grijuliu. Patriarhul domeniului ,Literatura
universald si comparatd” pe parcursul anilor a crescut
o intreaga generatie de savanti, lucrérile cdrora se in-
scriu in mare masurd in domeniul literaturii romane,
ruse, ucrainene, bulgare, gigduze, evreiesti, fapt ce
ne permite s constatdm ca sub egida academicianu-
lui Constantin Popovici s-a format si s-a dezvoltat o

scoald stiintifica de pregatire a cadrelor de inaltd ca-
lificare. Pe parcursul activititii acestei scoli au fost
pregatiti doctori in stiinte: S. Pinzaru (Tsopuecmso
M. Iopvkoeo 6 Monoasuu, 1968), A. Matcovschi
(Bonpocvl mondasckoii Kynbmypvl u Aumepamypol
Ha cmpanuyax pycckoti newamu /1880-1905 z2./,
1972), T. Botnaru (Mondasckas cogemckas noasus
6 oueHke pycckoil numepamyproti kpumuxu /60-70-
e 2./, 1980), L. Birladeanu (Sentimentul naturii in
poezia eminesciand, 1982), R. Kleiman (Ckso3nuvle
momuev. meopuecmea OD. M. [ocmoesckoeo 8
KoHmeKkcme numepamypHoix césseil, 1983), 1. Su-
hareva (IIpobnema zepos 6 meopuecmee pycckux
nucameneii Mondasuu, 1984), T. Mitracova (Bonpocwt
COBPEMEHHO20  IMUHECKOBEOEHUST  /NOCIe80eHHDLIL
nepuod/, 1985), L. Bostan (Cmanosnenue u pazeéumue
monoasckoii numepamypot 6 Cosemckoii byxosute,
1987), M. S§leahtitchi (OKanposo-cmunesvie noucku
6 mon0asckoti npose ong demeti /60-80-e 2./, 1990),
G. Topor (Mondasckas memamuka 6 meopHuecrae
A. @. Benommana, 1997), M. Lemster (Opera fabulis-
tului Eliezer Steinbarg in contextul literaturii evreiesti
din Basarabia in anii 20-30 al sec. al XX-lea, 1999),
I. Sihova (Kapnasanvro-mennunetinas mpaouyus
6 muposoti numepamype XX eexa, 2003), S. Procop
(Caracterul eroului liric si evolutia lui in poezia rusd
din Moldova din jumdtatea a 1I-a a secolului al XX-
lea, 2003), N. Sporis (Cercetdrile literare ale lui A.IL
Iatimirschii in contextul dialogului dintre culturile sla-
ve si romdnd, 2003), D. Apetri (Receptarea literaturii
ucrainene in Republica Moldova intre anii 1924-1984,
2005); si doctori habilitati: S. Pavlicenco (Receptarea
literaturii spaniole in spatiul cultural romdnesc, 1998),
E. Prus (Reprezentarea romdneascd a parizienilor in
literatura francezd din a II jum. a sec. XIX-lea, 2005).
Majoritatea temelor au fost discutate pentru prima
data in istoria literaturii si au obtinut apreciere inalta
in mediul stiintific din tard si peste hotare. Multi din
fostii discipuli ai scolii au devenit cunoscuti savanti
si apreciati pentru lucririle realizate de comunitatea
stiintifica mondiala.

Depasind boald severa, care ii rdpea fulgerator
putinele forte ale vietii, Constantin Popovici a prega-
tit pentru publicare ultimul sau volum din ,,Scrierile
alese”, pe care l-a asteptat atat de mult...

Patru ani au trecut din ziua cand a pérasit aceas-
ta lume trecatoare, dar in memoria celor care l-au cu-
noscut, s-a intiparit pentru totdeauna forta lui titani-
cd de vointa, care nu l-a ldsat pand la ultima suflare.

In ziua alba si rece, de mare tristete, la 5 decem-
brie 2010 ne-a pérésit un om de stiinta remarcabil, care
aintrat in analele literare ca un Luceafdr moldovenesc.

dr. Svetlana PROCOP
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I. Etnomuzicologia de ieri si de astazi:
obiect, concepte, metode, abordari

1. Argument

A fost suficient sa treacd nu mai mult de trei de-
cenii, situate la limita dintre secolele XX si XXI, ca sa
intelegem, cu o evidentd intarziere fatd de savantii din
Occident, ca vechile concepte despre muzica zisd po-
pulara (de regula, asociatd cu sensul romantic al epi-
tetelor folclorica, orald, traditionald, taraneascd, din
popor, a poporului), aflate in instrumentarul etnomu-
zicologilor din estul Europei, nu mai sunt lucrative si
relevante in noul context social si cultural, unul sub-
stantial schimbat, sub imboldul proceselor de moder-
nizare, globalizare economica, culturalad si tehnologi-ca,
ce s-au inregistrat dupa caderea ,,cortinei de fier” 1n anii
1989-1990, care despartea, abuziv si totalitar, doua
lumi: Estul de Vestul batranului continent.

Ne-am dumerit, dintr-odata, ca nu stim cu des-
tula claritate care este adevaratul obiect de studiu al
etnomuzicologiei, ce reprezintd muzica traditionala
de astazi in raport cu cea de ieri, ce autenticitate si
identitate culturala simbolizeaza, cum se integreaza
ea in structurile, mereu dinamice si fluide ale so-
cietatii moderne si care-i sunt resorturile si formele
actuale de manifestare 1n arealul estic al romanitatii
culturale, respectiv, Republica Moldova/Basarabia
si nordul Bucovinei.

Pentru a identifica si a face sesizabilad aria pro-
blemelor de interes ale cercetarii de fata, vom ape-la,
inainte de toate, la o scurtd trecere in revistd a
traiectului evolutiei principalelor conceptii privind
obiectul de studiu al disciplinei cunoscute, dupa
etichetarea lui Jaap Kunst din 1950, sub denumirea de
»etnomuzicologie”. in vederea atingerii acestui
obiectiv, vom 1incerca sa dezviluim teme si abordari
noi, sa traducem, sa relevam si sa explicdm sensul
unor concepte si taxonomii operationale, utilizate in
lucrarile de specialitate (antropologie cultura-1a,
etnologie, etnomuzicologie) ale unor cercetatori vest-
europeni, est-europeni i americani, care pot fi
aplicate In studiul fenomenelor culturii populare si
traditionale actuale din spatiul autohton.

In contextul prezentei lucrari facem diferenta de
nuantd si de sens ce existd intre notiunile ,,muzica
populard” si ,,muzica traditionald”. Desi ambele noti-
uni trimit la ,,muzica poporului”, ele nu sunt, totusi,
identice in continut. Fiecare din ele se referd la cultu-
ra muzicala a diferitor segmente sociale ale poporu-
lui. Poporul este reprezentat de ele la o scara diferita.
Intrucat ambele notiuni au ca bazi semanticd comu-
na cultura sau arta provenita ,,din popor”, deseori ele
au fost tratate ca si sinonime, ceea ce a creat seri-

oase probleme de identificare a domeniului de cer-
cetare. Confuzia acestor doua notiuni are insa des-
tule premise istorice. Se cunoaste, spre exemplu, ca
romanticii din perioada formarii statelor nationale
asociau notiunea de ,,popor” exclusiv cu taranimea,
cu traitorii de la sate. Ideologii de stdnga, socialistii
si marxistii — cu clasa muncitoare, cu proletariatul
de la orase, cu actiunile de populism
propagandistic. Liberalii extindeau sensul notiunii
de ,,popor” la toa-te clasele sociale.

Termenul ,,muzica populard” (pop/popular mu-
sic) a fost produs si promovat intens de mass media
din perioada interbelica, in special, in scopuri co-
merciale. El a devenit insd inadecvat descrierii dia-
lectice a realitdtilor culturale din societatile vestice.
Situatia este resimtitd inca din perioada celei de-al 11-
lea razboi mondial. Muzicile populare au deschis noi
circuite mecanice intre oralitate si scriere, fiind
puternic marcate de hegemonia tehnologiilor elec-
troacustice, de interventia inginerului si operatoru-lui
de sunet. Ele nu mai puteau fi asociate exclusiv cu
contextul satelor, cu cultura rurald, cu oralitatea, cu
traditiile si obiceiurile rurale, asa cum procedau
inaintasii folcloristi din perioada romantica.

O delimitare clard a notiunilor de ,,muzica po-
pulard” si ,,muzicad traditionald” s-a impus, in etno-
muzicologia occidentald, in deceniul opt al secolului
al XX-lea. Astfel, cand vorbesc de ,muzica
populard”, antropologii si etnomuzicologii se vor
referi la cul-tura populari a intregii societati. Muzica
populard este tratatd de ei ca fiind expresia culturii
comune a societatii moderne, privitd in ansamblul ei,
o culturd produsd, agreatd, promovata, difuzatd si
consumata pe cale orala si scrisa de cétre toate clasele
sociale din mediul urban si rural. in opinia lui John
Blacking, aceastd muzicd isi meritd apelativul de
»populard” tocmai datoritd faptului, ca este ,,cea mai
apreciatd de majoritatea poporului”. Ea este, de fapt,
0 muzica a tuturor, este ,,muzica comunicarii” dintre
toti oa-menii ca membri ai unei societati (Blacking,
1981, 13). Fiind o emanatie a culturii urbane, muzica
po-pulara se distinge prin limbajul sdu global, prin ca-
racterul cosmopolit, transetnic si transnational.

Spre deosebire de aceasta, notiunea de ,,muzica
traditionald” (asimilata, pana la sfarsitul anilor 1970,
cu domeniul ,,folk music”, adica cu ,,muzica folclo-
ricd”, cu muzica poporului din clasele urbane infe-
rioare, utilizatd — in opinia lui Lothaire Marbu, — si
,»CU sens parcimonios §i dezavantajos 1n etnomuzi-
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cologie” (Marbu, 2007) a fost redusa strict la cultura
orald taraneascd, la traditiile si practicile muzicale ale
micilor comunitati rurale, altidatd neinstruite si
analfabete, astdzi scolarizate §i integrate marii socie-
tati nationale. In contextul societitii moderne urba-
nizate, muzica traditionald constituie un segment al
muzicilor populare. Ea se distinge 1nsa prin stilul sau
ancestral, prin amprenta istorica, locala, etnica, regi-
onala, orala si comunitard. Aceastd muzica reflecta
norme, valori, viziuni, tehnici, forme de expresie si
repertorii culturale specifice grupurilor umane din
mediul rural. In textul Conventiei UNESCO (Paris,
2003, art. 2.1), muzica traditionald e recunoscuta ca
parte importanta a patrimoniului cultural imaterial al
umanitatii.

Intre muzica traditionala, ca exponenta a cul-turii
micilor comunitati rurale, si muzica populard, ca
exponentd a culturii marilor societéti nationale, exista
relatii stranse si indisolubile ca dintre parte §i intreg.
»Folk” in muzica traditionald — precizeazd Te-lef
Kvifte, — reprezinta astdzi o notiune ce construies-te
era romanticd nationald, referindu-se, de regula, la
tarani, la traitorii izolati n naturd, in timp ce ,,folk” in
muzica populard este mai mult un construct al so-
cietatii urbane si moderne (Kvifte, issue 4). Asadar, in
contextul societatii contemporane, muzica tradi-
tionald trebuie privitd ca un aspect si ca element dis-
tinct al culturii populare. Ea nu poate fi studiata si
nici inteleasa pe deplin in afara sistemului sincretic al
muzicii populare globale.

Data fiind aria extrem de vastd a bazei con-
ceptuale in etnomuzicologia contemporana, ne-am
indreptat atentia asupra unui numadr restrins de
notiuni §i taxonomii cu valoare teoreticd i metodo-
logica, apte a incadra paradigmatic §i a sistematiza
fenomenele complexe ale culturii muzicale populare
actuale din Republica Moldova su nordul Bucovinei.
Ne vom concentra atentia speciala asupra proceselor
de evolutie si de transformari derulate de-a lungul a
trei perioade importante ale modernizdrii cultura-le:
perioada plasata la sfarsitul secolului al XIX-lea si
inceputul celui de-al XX-lea, perioada interbelica si
asa-numita ,,perioadd de tranzitie postcomunistd” de
la raspantia secolelor XX—XXI.

2. Obiectul de studiu:

un concept in migcare

Cu peste un secol si jumatate in urma a aparut
termenul folklore, propus de arheologul englez J. W.
Thoms in anul 1846, pentru a desemna productiile
culese din popor, adica creatiile emanate din ,,tiin-ta
sau Intelepciunea poporului” simplu, neinstruit.
Treptat, acesta 1i va Inlocui pe cei aflati in uz, pre-
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cum antichitati populare (la englezi), traditii popula-
re (la francezi, italieni, romani), laografie (la greci),
demopsihologie sau etnopsihologie (la diverse popoa-
re) etc. (Oprea, 1983, 7). Sensul initial al termenului
folklore se referea strict la cultura orald a comuni-
tatilor tardnesti, non-literate, analfabete, neinstruite
sau ,,inculte”, considerate a fi mostenitoare directe a
traditiilor, obiceiurilor, datinilor, practicilor rituale si
artistice cele mai vechi, specifice societatilor pre-
moderne si preindustriale. Romanticii timpurii au
pornit de la premisa ca anume comunitatile rurale au
capacitatea de a conserva un mod de viatd ances-tral,
in perfectd armonie cu natura, un mod lipsit de
constrangerile civilizatiei moderne. Ei credeau ca
ceremoniile si traditiile milenare continua la sat intr-0
manierda imuabild si  indestructibila. Cultura
tardneascd era investita, asadar, cu functia de depo-
zitar §i exponent principal al trasaturilor originale ale
natiunii. In cultura taranilor, ei vedeau expresia fidela
si pura a sufletului national al poporului.

Acest sens i s-a atribuit si termenului german
Volkskunde (cu derivatele sale: Volkslieder, Volks-
musik), care fusese acreditat cu circa sapte decenii
inainte de aparitia termenului Folklore, gratie ilumi-
nistului Johann Gottfried Herder, autorul a doud vo-
lume de cantece populare (Volkslieder, 1778 si 1779),
pe care le adunase, in calitate de pastor, din graiul viu
al poporului ,,natural”, neinstruit (Naturvolk), de la
sate. Romanticii germani de mai tarziu nu se vor
multumi nsd cu sensul ingust, restrictiv, al ter-
menului acreditat de Herder. Ei vor extinde aria de
cuprindere a notiunilor ,,popor” si ,,popular” la sca-ra
intregii natiuni, pentru ca astfel sd poatd valida
productiile literare si muzicale ale intelectualilor, ale
oamenilor culti, instruiti, productii create pe intele-sul
poporului si puse in circulatie pentru consumul
tuturor (Vrabie, 1970, 37).

In literatura de specialitate, pot fi identificate
peste 21 de definitii ale folclorului, la care si-au dat
concursul filologii, folcloristii, etnologii, antropo-
logii si filozofii culturii. Astfel, in sfera notiunii de
»folclor”, unele definitii includ doar creatia spiritua-
13, iar altele — Intreaga creatie, inclusiv pe cea materi-
ala a poporului. Firul rosu, care uneste insa diversele
definitii constd, cum mentioneazd Sabina Ispas, in
ideea ca ,.folclorul este traditie, culturd, bun colectiv,
transmis pe cale orala” (Ispas, 2003, 15). Definirea
fixd si imuabild a folclorului, valabila pentru toate
culturile si perioadele istorice, nu este insd posibi-la.
Dificultatea conceptualizarii decurge, dupd Ben-
Amos, din insdsi natura evolutivda, schimbatoare a
fenomenului folcloric si din particularitatile istori-ce
specifice fiecarei societati generatoare de folclor.
Autorul releva importanta unui principiu cu valoare
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metodologica in abordarea acestei probleme, care se
rezuma la ideea, ca definirea folclorului nu poate fi
realizata ,,in afara contextului social, timpului isto-ric
si a modului de transmisie. Folclorul nu poate, deci, fi
conceput in afara culturii unui grup social structurat”
(Ben-Amos, 1971, 4-5). De aceea, nu ar trebui sa para
deloc surprinzator faptul, ca din epoca romantica pana
in prezent, termenii folclor muzical, muzica populara
si cultura populard au inregistrat o formulare
multipld, in care fiecare variantd notiona-1a apare, in
mod obiectiv, ca reflex al unei realititi sociale si
culturale concrete, schimbatoare de la un popor la
altul, de la o cultura la alta, de la o societate la alta, de
la o epoca la alta.

Din a doua jumatate a secolului al XIX-lea, ter-
menul folclor procura o dubla semnificatie. Pe de o
parte, el se refera la productiile de arta, cultura si lite-
raturd populard, iar pe de alta — la domeniul de cerce-
tare stiintifica, la obiectul de studiu al unor discipline
umaniste precum folcloristica, etnografia, etnologia,
antropologia, etnopsihologia s. a. Notiunea de folclor
a devenit, pentru cercetatorii din domeniu, un ,,con-
cept tehnic, deschis mereu perfectiondrii, ajustarii la
realitatea sociald”, care se preteazd redefinirii, re-
formularii si revizuirii succesive (Ispas, 2006, 34). In
anul 1871, antropologul englez Edward Burnett Tylor
ofera, in antologica lucrare ,,Primitive Culture”, una
dintre cele mai profunde si cuprinzatoare definitii ale
culturii, cunoscute pana acum, din care se desprinde
rolul important al folclorului inteles ca artd, credinta,
obicei si ca element al sistemului cultural. Astfel, au-
torul precizeaza: ,,Cultura sau civilizatia, inteleasa in
sensul larg etnografic, include cunostintele, credinte-
le, arta, morala, legile, obiceiurile si alte capacitati si
tatii” (trad. n.) (Tylor, 1871, Vol. I, 1).

De la sfarsitul secolului al XIX-lea se discutd in-
tens problema identitatii i autenticitatii in folclor. S-
au impus doud platforme conceptuale divergente.
Prima vede in folclor oglinda antichitatilor, expresia
perfectd a unui trecut revolut, icoana unor societati
mitice, imaginare, in timp ce a doua — o arta vie, dina-
mica, mobild, actuald, puternic implicata in procesele
sociale si culturale prezente. Astfel, s-au profilat doua
mari directii in abordarea fenomenului folcloric.

Prima directie se axeazd pe o viziune ingus-ta,
conservatoare, reductionistd, oarecum staticd §i
imuabila, care leagd folclorul exclusiv de identitatea
rurald, de cultura taranimii, de traditiile si obice-iurile
rurale vechi, orale, nescrise, colective, native,
genuine, care sunt considerate a fi unicele ,,pure” si
»autentice”, perene, constante §i reprezentative pen-
tru memoria, istoria §i cultura unei natiuni. Aceasta
viziune esentialista postuleaza preeminenta concep-

tului de autenticitate primara, inteles ca aderentd la
formele vechi, ancestrale, patrimoniale ale culturii.
Ea pune accentul pe formele vietii rurale, pe com-
ponenta etnicd, tirdneasca a poporului, carora li se
prezuma un rol crucial In devenirea natiunii. Viata
urbana este privita cu rezerve, ca fiind una cosmo-
politd, impura si strdind sufletului national, demna
de a fi neglijata, marginalizata sau chiar eludata din
procesul constructiei nationale.

A doua directie instrumenteazd o viziune mai
largd, dinamicd, holisticd, atotcuprinzatoare, care
extinde aria folclorului la cultura intregului popor. Ea
include atat formele vechi, ,,primare”, orale, isto-rice,
regionale, parohiale, rezidente la sate, cat si pe cele
mai noi, ,,secundare”, evoluate, moderne, urba-ne,
cosmopolite, de largd circulatie la orase si datora-te
progresului tehnic, schimbarilor culturale, dialo-gului
dintre rural si urban, vechi si nou, oral si scris, naiv si
savant, regional si national, local si global, national si
international, etnocultural si intercultu-ral. intre
viziunea Ingustd si cea largd a folclorului au existat
dintotdeauna relatii dialectice de comunicare i
excomunicare, atragere §i respingere, suprapunere §i
sinteza, ele influentdndu-se reciproc i continuu, sub
imboldul conceptiilor estetice si ideologice (de
dreapta sau de stanga), dominante in societate.

Bifurcarea directiilor de abordare a folclorului isi
are originea in controversele legate de ideologia
identitatii nationale a popoarelor, aparutd inca in
epoca Luminilor si care a dominat epoca romantica si
post-romantici. Fenomenul s-a accentuat mai cu
seama in perioada formarii statelor nationale in Eu-
ropa (a doua jumatate a secolului al XIX-lea—prima
jumatate a secolului al XX-lea), cand orice aspect al
culturii se lovea de chestiunea identitara. Folclorul era
puternic angajat 1n constructia nationald, iar
consecintele acestui fenomen repercuteazd pana in
zilele noastre la nivel practic si stiintific. Aceas-ta
stare de lucruri nu constituie insd o ,meteahna”
exclusiva a unor culturi sau tari separate din estul
Europei, ci reprezintd un proces istoric obiectiv, cu
caracter universal, in intreaga lume.

Printre primii promotori ai viziunii inguste,
reductioniste a folclorului in cultura romaneasca s-
au evidentiat scriitorii pasoptisti moldoveni Ale-cu
Russo, Costache Negruzzi si Vasile Alecsandri.
incepénd cu deceniul cinci al secolului al XIX-lea,
acestia au publicat masiv creatii orale taranesti, cu-
lese de ei Insisi in unele comunitati izolate, n spe-
cial, de la munte. Un numar impresionant de texte
de cantece, doine, balade, povesti, istorii orale etc.,
considerate a fi veritabile monumente ale nobletei
sufletului romanesc, a constituit obiectul antologa-
rii, sistematizarii, publicarii si popularizarii la nivel



Chiselita Vasile. Genurile muzicii populare instrumentale ...

national si international. In procesul fixarii si publi-
carii, scriitorii vremii au operat Insd anumite inter-
ventii personale si modificari in textele culese, ceea
ce contravenea principiului respectarii autenticitatii
si veridicitatii obiective a materialului, un
principiu, pe care, teoretic, il idealizau. Astfel, spre
exemplu, insusi Vasile Alecsandri, conform
propriilor mar-turisiri, s-a folosit intens de metoda
prelucrarii, in-dreptdrii, 1Intocmirii, corijarii,
redactarii originalului taranesc, crezand ca astfel ii
poate reda stralucirea de altadata, 1i poate recupera
autenticitatea istorica pierduta, eclipsata sau ofilitd
prin circulatia orala (Alecsandri, 1991, 52-54). Mai
mult, dorind sa re-stituie cite ceva din comorile
pierdute ale tezaurului folcloric, el insusi a creat
numeroase poezii originale ,,in ton popular”, pe
care le-a inclus in colectiile sale ,,populare”, cum a
fost, de pilda, si cazul renumitei poezii ,,Doina”.

Sub imperativul edificarii unei culturi nationa-le
originale, tendinta confundarii literaturii culte in stil
popular cu creatia genuind tirdneascd se accen-
tueaza, mai cu seama, incepand cu a doua jumatate a
secolului al XIX-lea. Observand acest fenomen de
derutd si dorind sa introduca o claritate in disocierea
sensului ingust de cel larg al folclorului, B.P. Hasdeu
propune doi termeni distincti, cu rol identificator: cel
de cdntec poporan — pentru folclorul creat si folo-sit
de insisi taranii, si cel de cdntec popular — pentru
folclorul creat ,,pe gustul poporului” de exponentii
tuturor péturilor sociale, care intrd in larga circulatie
orald, este raspandit si ,,iubit de popor” (Etimologi-
cum Magnum Romaniae).

Studierea fenomenului muzical popular a luat o
turnurd surprinzatoare, odatd cu inventia fonogra-
fului. Patentat in anul 1877, de catre inginerul ame-
rican Th. Edison, acest aparat a oferit cercetétorilor
posibilitatea captarii, inregistrarii pe disc, audierii,
analizarii §i compararii muzicilor orale ale diferitor
popoare de pe intreg globul pamantesc. Rezultate-le
utilizarii fonografului nu s-au lasat prea mult as-
teptate. In articolul On the Scales of Various Nations
(1885), Alexander J. Ellis fundamenteaza teoria ma-
surdrii intervalelor sonore in centi, pe care o si aplica
analizei muzicilor native ale diferitor popoare. Teo-
ria centilor prefigureaza aparitia unei noi discipline,
numitd muzicologia comparatd, in germana — Vergle-
ichende Musikwissenschaft, conceptualizata de cer-
cetatorul vienez Guido Adler, in faimosul sdu articol
Umfang, Methode und Ziel der Musikwissenschaft
(1885) (Meyers, 1992, 4). Inteleasd ca ramuri auto-
noma a muzicologiei clasice, muzicologia comparata
se va axa prioritar pe metoda studierii in situ, in me-
diul natural de existenta, a muzicilor zise ,,primitive,
autentice, exotice, extra-europene”, distante geogra-
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fic si cultural de Europa Occidentala.

Prin anii ‘30 ai secolului al XX-lea se impune
insd o noud directie a disciplinei, numita folclorul
muzical, ale carei baze sunt trasate de savantul ro-
man Constantin Bréiloiu, In cunoscuta sa Schitd a
unei metode de folklore muzical (1931). Noua disci-
plina isi trage seva din mai vechea folcloristica mu-
zicala de la sfarsitul secolului al XIX-lea, o stiinta
claditd pe metoda culegerilor de teren si pe analiza
sumard, istorico-comparatista a formelor regionale ale
culturii orale romanesti. Ea a fost promovati in
preocuparile stiintifice a doi mari precursori: Teo-dor
T. Burada si Dumitru Georgescu Kiriac (Oprea, 1983,
30). Acesta din urma este considerat a fi ,,pro-motorul
unei noi metode de respectare a identitatii folclorice”,
adept al culegerii creatiilor folclorice In mediul lor
natural, cu ajutorul fonografului inventat de Edison
(Cosma O. L., 1984, 357). Obiectul noii discipline
folclorul muzical se centreaza, conform lui Brailoiu,
pe muzicile orale, taranesti, vernaculare, locale,
privite ca fenomen social, viu si dinamic, con-
temporan, care ,,se face si se reface mereu” (Bréilo-iu,
1998, 33). Folclorul muzical reprezinta, in opinia
savantului, ,,un soi de muzicologie rurald, o stiinta a
mugzicii taranesti” (Brailoiu, 1969, 21-130), care s-a
bucurat de o atentie speciald in preocuparile mare-lui
compozitor maghiar Bela Bartok. Cercetatorii romani
din perioada interbelica, puternic influentati de ideile
Scolii Sociologice de la Bucuresti, conduse de Prof.
Dimitrie Gusti, au pornit de la premisa, ex-trem de
inradacinata in constiinta publica inca de la Inceput de
secol XX, ca doar satul e leaganul a tot ce e de
valoare, in timp ce orasul e un loc al Instrainarii,
falsificarii, denaturdrii, pierzaniei §i compromiterii
specificului national. Astfel, pana in anii 1980, in
tarile din estul Europei, dar si in Franta, domeniul
folclorului muzical va ramane strans legat de mediul
rural, agricol si preindustrial, in timp ce in alte tari
occidentale disciplina se va Indrepta si spre zona
muzicilor populare urbane din Europa, Asia, nordul
Africii si America Latina.

in anul 1950, cercetitorul olandez Jaap Kunst
boteazd denumirea disciplinei in etnomuzicologie,
care inlocuieste eticheta mai veche de muzicologie
comparata, datd cu aproape sapte decenii in urma de
Guido Adler. Spre deosebire de muzicologia compa-
speciile de muzica non-academica, ne incluse in mu-
zica culta de traditie vest-europeand, adica spre ace-le
muzici, care au fost constant si metodic ,,ignorate si
neglijate de savantii occidentali” (Bruno Nettl). In
perioada anilor *50—"80, etnomuzicologia se afld insa
in cautarea febrilda a propriei identitati, alaturi de
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elitista ,,muzicologie istorica”. La inceputuri, cum
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noteaza James Porter (Porter, 1995), ea este frecvent
marginalizatd in ciclurile academice, pe motiv ca ar
reprezenta un domeniu mult prea minor, dedicat ex-
clusiv studiului muzicilor exotice, non-occidentale,
apartinand Lumii a Treia. Treptat, insa, ea va fi ac-
ceptatd pe doud cai: pe cale ideologica — ca instru-
ment de abordare a noilor realitati culturale si mu-
zicale din marile centre urbane ale Vestului; pe cale
metodologica — ca domeniu de testare a tehnicilor de
fertilizare interdisciplinara.

O premisd importantd 1n favoarea acceptarii
etnomuzicologiei ca disciplind academicd si univer-
sitard au constituit schimbdrile demografice drama-
tice in lumea occidentald si, respectiv, promovarea
noilor muzici populare emanate din emigratie, exil si
din marile ghetouri urbane, care devenise deja
obiectul predilect al promovarii in mass media si in
industria inregistrarilor. Socul culturilor, rezultat din
coabitarea stransa a diverselor diaspore in cuprinsul
marilor metropole nord-americane si europene, lup-ta
ideologicd, schimbarile economice, saracia, imi-gratia
a creat un mozaic al idiomurilor muzicale din intreaga
lume. In tesitura densi a acestora apireau deseori
forme si stiluri vechi de cultura. Studierea acestora a
cdzut anume in sarcina etnomuzicologiei, chemata sa
ofere un tablou veridic al situatiei, apt a fi luat drept
baza pentru elaborarea unor politici cul-turale
adecvate de catre guverne.

Astfel, noile muzici urbane, emanate din cultura
minoritatilor de imigranti, se impun in atentia studiu-
lui etnomuzicologic. Ele sunt tratate ca parte indis-
pensabila si atribut al culturii populare globale a me-
tropolelor, ca produs al societatii contemporane si ca
element al interactiunii dinamice cu alte domenii ale
vietii moderne (Ben-Amos, 1971, 12-13). Etnomuzi-
cologia, pana atunci un domeniu stigmatizat de fol-
cloristi si ignorat de muzicologi, adopta o platforma
conceptuald mai largd, de anvergurd interdisciplinara
si interculturald, si ocupa un loc important in randul
disciplinelor universitare si de cercetare academica.

Cercetatoarea Helen Meyers atestd, cd etnomu-
zicologia si-a canalizat atentia spre trei directii de
baza: 1) studiul muzicilor folclorice, 2) studiul mu-
zicilor culte orientale si 3) studiul muzicilor contem-
porane de traditie orald. Printre subiectele de top ale
disciplinei se evidentiaza cele legate de originile mu-
zicii, transformarile in muzica, relatia dintre muzica si
simbol, universaliile Tn muzicd, functiile muzicii in
societate, compararea sistemelor muzicale, substra-tul
biologic al muzicii si dansului. ,,Traditiile artistice
occidentale nu sunt excluse” din lista de preocupari
ale etnomuzicologiei (Mihu, 2002, 3).

Incepand cu deceniul sase al secolului al XX-
lea, apar insa noi abordari ale fenomenului muzical

popular, iar etnomuzicologia isi largeste cadrul sdu
conceptual. Astfel, in anul 1964, savantul american
Alan Merriam, animat de ideile colegului sdu Mel-
ville Herskovits, care lucra la proiectul stiintific in-
titulat ,,Bazele antropologiei culturale” (Herskovits,
1967), elaboreaza un nou concept privind studiul
muzicii, pe care-1 denumeste antropologie a muzicii.
Prin acesta, autorul prefigureaza o noud metoda de
cercetare in domeniu, axatd pe principiul combina-rii
a doud perspective asupra obiectului: muzica este
privitd ca parte a unei culturi (,,music in culture”) si,
respectiv, ca sistem cultural (,,music as culture”).
Savantul precizeaza, cd muzica nu este numai sim-plu
sunet, ci si ,,expresia unui comportament social”. Prin
urmare, muzica este ,,sunet In actiune sociald”, iar
actiunea muzicii implicd nu numai pe creatori, ci si pe
utilizatori §i ascultitori deopotrivd. Din aceas-ta
relatie obiectivd rezultd un principiu metodologic
fundamental, si anume acela, cd muzica nu poate fi
disociatd de agentii sai sociali §i de contextul sau so-
cial. Data fiind puternica integrare in cultura, mu-zica
nu poate fi Inteleasd decdt in cadrul sistemului de
valori si credinte, pe care aceasta se sprijini. In
virtutea faptului ¢a ,,nici o culturd nu scapa dinami-cii
schimbarilor in timp”, muzica are si ea un carac-ter
dinamic. Ea se supune legii obiective a evolutiei
(Baron, 2008, 303). Conceptul lui Merriam a avut un
impact considerabil asupra dezvoltirii etnomuzico-
logiei ca ramura a antropologiei culturale.

In anul 1960, muzicologul Mantle Hood intro-
duce in etnomuzicologie conceptul de bi-muzicalita-
te (bi-misicality) (Hood, 1960, 55), prin care incear-
ca sa descrie tendintele moderne de deschidere si
dialog intre culturile din Orient si cele din Occident.
Drept exemplu, autorul aduce tari ca Japonia, Chi-na,
India, Persia, inclusiv insula Java, unde educatia
traditionald se realizeazd pe o platformd culturala
duala: tinerii invaticei sunt initiati simultan 1n cul-
tura muzicala materna si In cea clasica occidentala.
Principiul enculturatiei bi-muzicale se soldeaza cu un
impact pozitiv, in primul rind, asupra dezvoltarii
propriilor traditii. El contribuie, in opinia autorului, la
o mai bund cunoastere si Tmbogatire a culturii ma-
terne si la o deschidere cétre comunicarea cu Cei-lalti,
o abilitate culturala importanta in lumea globa-lizanta
de astizi, demnd de a fi preluatd de sistemul
educational muzical din Occident.

Fenomenul bi-muzicalitatii poate fi observat,
credem noi, si in unele tari ale Europei de Est, unde
muzica folclorica este studiata, alaturi de cea clasica,
in licee, colegii muzicale i conservatoare. Un impact
pozitiv are acest fenomen si in Republica Moldova,
unde principiul dualitatii culturale, exprimat in for-
mula ,,muzica folclorici-muzica academica”, se apli-
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ca cu succes in educatia speciald institutionalizata.
Acest principiu favorizeazd enorm cresterea nive-
lului de performanta al muzicienilor populari, con-
tribuie la revigorarea stilurilor si genurilor vechi ale
muzicii traditionale pe o noud platformd de creatie,
predispune la rafinarea formelor de expresie instru-
mentald, vocala si orchestrald a muzicii vechi in con-
textul societdtii contemporane, elemente demne de
atentia speciald a etnomuzicologiei.

Pand spre deceniul opt al secolului al XX-lea,
etnomuzicologia din West punea accentul pe auten-
ticitatea primard a muzicii studiate, inteleasa ca ex-
presie a puritdtii originare a societatii lipsite de teh-
nologiile moderne sau de influenta semnificativd a
acestora. De pe la sfarsitul anilor 1980, 1nsd, aceasta
viziune a fost intens criticatd sub influenta proceselor
de globalizare care se intensificase peste tot in lume.
Conservatismul europenilor, fixatia pentru ,,pur”,
»aborigen”, . nativ”’ in cultura ,,salbaticiei nobile”, a
,societatilor anistorice”, ignorarea schimbarilor con-
temporane 1n culturd era considerata drept deficien-ta
metodologica grava. Etnomuzicologii de viziune
veche nu erau preocupati sd reflecte cum poporul
incearcd sa schimbe modalitatile de pastrare a muzi-
cii sale pure, nealterate, prin inevitabila raspandire a
stilurilor rock and roll, jazz si a altor forme de muzici
populare occidentale, in special, nord-americane.
Chestiunea privind obiectul de cercetare, problema
selectdrii, includerii sau excluderii creatiilor in/din
campul de cercetare al etnomuzicologiei era pusa in
relatie cu problema autenticitatii istorice, primare,
originare. Etnomuzicologii preferau sa studieze doar
creatiile considerate vechi, antice, primare, pure, hto-
nice, apartinand unui stil vechi, iar cele ale lunii lor
proprii erau excluse, din motive ca ele ar fi fost efe-
mere, noi, artificiale si corupte (Taylor, 1997, 24-25).

in ultimele doud decenii ale secolului al XX-lea
si la inceputul celui de-al XXl-lea, in muzica popula-
ra din Vest si din tarile aflate sub influenta puternica
a acestuia, au loc insa transformari radicale la nivelul
esteticii, tehnologiilor si principiilor de creatie. Noul
context al globalizarii impune un nou tip de identi-
tate si autenticitate culturald. Pentru a surprinde si a
conceptualiza aceste procese de transformare, antro-
pologul american Mark Slobin propune termenul de
identitate muzicala multipla (musical multiplicity), un
termen menit sd descrie noile trasaturi ale creatiei
moderne: hibriditatea, eclectismul, bricolajul, ames-
tecul si ,manipularea cu multiple surse culturale”.
Muzica populara se transforma intr-un domeniu al
activitatilor economice. Ea se supune legilor econo-
miei de piatd. Produsul ei se comercializeaza. Creati-
ile de muzicd populara sunt inregistrate pe disc, sunt
prezentate in scend, in spectacol, concert, festival,
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concurs, sunt intens promovate mediatic in spoturi-le
publicitare si In emisiunile muzicale de la radio si
televiziune. Muzica populara este puternic implicata
in industria turismului i a distractiilor. Toate aces-te
premise de natura economica constituie elemente ale
unei afaceri mult mai rafinate, multidimensiona-le si
volatile decat in trecut (Slobin, 2007, 108-116).
Simbolul hibriditatii, eclectismului si bricolajului in
arta muzicald popularad il reprezintd formatiile de tip
klezmer. Gratie afacerii culturale tip klezmer, muzica
populard a intrat intr-un joc intens al schimburilor,
contactelor si intAlnirilor culturale transnationale. In
rezultat, identitatea culturald a muzicii populare ,,se
cameleonizeaza”. Acest fenomen repercuteaza si in
muzicile populare din estul Europei. El vine sa nu-
anteze si sa aprofundeze mai vechile forme de acul-
turatie si de transformari culturale.

Analizand noua categorie de muzicd populara,
numitd ,,world music” (muzica lumii), aparuta pe la
sfarsitul anilor 80 ai secolului trecut, muzicologul
Martin Stokes releva noi dimensiuni ale conceptu-lui
de hibriditate in cultura contemporana. Cu acest
prilej, autorul constata ca in muzica populara de tip
world music, ,hibriditatea se instituie ca forma noua
de autenticitate” (Stokes, 2004, 60). in consecinta,
autenticitatea istoricd este pusa in paranteze, iar hi-
briditatea - ridicata la rang de lege. Aceasta stare de
lucruri constituie o normd, un principiu estetic si
tehnic al modernitatii actuale. Lucrérile recente de
etnomuzicologie sunt predispuse sd confere muzici-
lor hibride tip world music un anumit soi de autenti-
citate. Se porneste de la ideea ca ,,toate muzicile sunt,
prin natura lor, hibride” si ca fiece muzicad comporta
amprenta interactiunii i schimburilor dintre culturi.
Incercarea de a nega acest fapt este criticati vehe-
ment si taxati sub stigmatul absurdititii. in opinia
ideologilor world music, puritatea expresiei muzicale
nu este posibild in principiu, chiar si in societitile in
care s-a militat secole de-a randul pentru diferenta si
originalitate sociald, culturala i istorica. Drept
exemplu, se citeaza tarile din estul Europei, in care, in
ciuda luptei inversunate contra influentelor turcesti, s-
a mentinut pana astizi popularitatea sonoritatilor si a
unor genuri de derivatie culturald turceasca.

Hibriditatea constituie insa si o marca a post-
modernitatii. Mari blocuri de stiluri muzicale mixte,
create prin fragmentarea §i recombinarea vechilor
forme de cultura, sunt si ele, In esenta, hibride. ,,Daca
e sd avem ceva autentic astdzi — continua Stokes, —
acelea sunt tocmai genurile hibride, organic conec-
tate la viata sociald si la aspiratiile culturale ale unor
localitati concrete” (Stokes, 2004, 60). Ideologia mi-
litanta si protectionista anti-hibridizare, promovata de
nationalistii moderni, se opune insa acestui mod
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de tratare a problemei. Chiar si editorii prestigioa-sei
lucrari ,,Routh Guide to World Music” sunt mai putin
sau mai mult univoci in ostilitatea fata de ,,tra-ditiile
nationale inventate” de ideologii world music.
Etnomuzicologii si cercetatorii muzicii populare se
debaraseaza si ei uneori de pozitia ambivalenta si-si
exprimd ostilitatea fatd de ideologia imperialismului
cultural, comercial §i economic, sustinutd de promo-
torii muzicii zise world music, ca ramurd a marilor
industrii culturale.

Pe parcursul ultimelor doud decenii de la ras-
pantia secolelor XX-XXI, muzicile populare din
spatiile mediatice ale Europei urbane de Vest si ale
Americii de Nord au bulversat totalmente modul de
percepere a modernitatii globale in termenii obisnu-iti
de ,,occidentalizare, modernizare si urbanizare”.
Noile provocari provin din modul mult mai expan-
sionist al industriei si al presei muzicale, preocupate
exclusiv de cresterea vanzarilor de inregistrari si de
acapararea a noi piete, dincolo de zonele traditiona-le
de operare. In contextul acestor preocupiri, world
music vine sa legifereze un moment de schimbari ra-
dicale in relatia dintre West si restul lumii.

Erik Hobsbawn si Terence Ranger atrage aten-tia
asupra unui alt subiect de actualitate in studierea
culturii moderne, si anume, acela al inventarii tradi-
tiilor. in demersul lor analitic, intitulat ,,The Inven-
tion of Traditions” (1983), autorii argumenteaza ne-
cesitatea delimitdrii metodologice clare a notiunilor
de ,.traditie” si ,,obicei” in procesul studierii culturii
populare, precizand cd acestea nu sunt identice in
continut, aga cum se credea in trecut. Astfel, obi-
ceiurile sunt specifice societdtilor traditionale, dar
sunt, in acelasi timp, ,,flexibile, variabile si schimba-
toare, precum schimbatoare este viata insasi 1n astfel
de societati”. Spre deosebire de obiceiuri, traditiile,
inclusiv cele inventate recent, nu sunt schimbatoa-re,
fiindca se sprijind pe o forme ritualizate, impuse,
prescrise de repetare a unor evenimente din trecut. E
important, precizeaza autorii, de deosebit traditia de
rutind §i de conventie, care nu au functie rituala sau
simbolica. Traditiile sunt mai rezistente la schimba-
rile modului de viatda decat obiceiurile. Traditiile nou
inventate opereaza cu legi vechi, Insd cu noi functii
culturale si intr-un context social nou. Noile traditii
impun noi ritualuri, noi locatii si noi forme de desfa-
surare ale culturii, printre care festivalul si sala mo-
derna de expozitic (Hobsbawn, 1983, 2-6).

Un alt punct de vedere asupra fenomenului
traditie” exprima Gerard Leclerc. in acord cu an-
tropologul Singer Milton, care 1n anul 1972 studiase
starea actuala a culturii indiene, el sustine ideea, ca
inovatiile moderne pot deveni parte a traditiei. De
reguld, inovatiile sunt introduse, incercate, testate,

acceptate sau respinse aga cum sunt §i noii veniti,
»strainii” sau imigrantii. De aceea — recomanda au-
torul, — traditia nu trebuie tratatd ca fenomen opus si
strdin modernizarii, fiindcd orice traditie implica
schimbare si ,,clement strain”. In studierea traditiei e
mai bine sd acceptdm teza ca existd doud feluri de
schimbari: ortogenetice (minore, secundare, putin
vizibile) si heterogenetice (mult mai vizibile), per-
cepute ca strdine §i periculoase, pentru ca ameninta
traditia, viata sociald si culturali normala. in princi-
piu, toate elementele straine de import sunt progre-siv
adoptate si asimilate traditiei prin medieri, faze
intermediare §i factori mediatori. Procesul adoptarii
noului parcurge, de obicei, patru faze: 1) segregarea,
neutralizarea si enclavizarea ritualica a noului, asoci-
erea lui cu mediatorii culturali, cu strainul si moder-
nul; 2) elementul strdin devine o optiune posibild in
cadrul culturii, iar imaginea lui nu mai este asociata
neapdrat cu strdinul si modernul; 3) inovatia strdina
intrd in sfera indigena, este recunoscutd ca $i mo-
derna, dar originea ei strdind este uitatd; 4) inovatia
devine traditionala, adica se transforma in element al
traditiei, devine veche, se conformeazd normelor
traditionale. Prin traditionalizare, orice inovatie de
import procurd legitimitate si devine autohtond in
cadrul culturii gazda (Leclerc, 2003, 249-250).

Cultura romana modernd manifestd, in opinia
culturologului Mona Mamulea, o puternicd deschi-
dere catre inovatie. Conceptul deschiderii nu se rezu-
ma insd la un simplu imprumut cultural, ci reprezin-ta
un proces dialectic complex, care se compune din trei
etape de baza: 1)— selectarea noului, 2)— tradu-cerea
in idiomurile culturii-gazdd si 3) transforma-rea
imprumutului, prin actul hermeneutic, intr-un loc
cultural. Ajuns la aceastd etapd, elementul nou se
integreazd si functioneaza ca model de impact, in-
fluentand cultura de adoptie (Mamulea, 2007, 13). De
acum 1nainte, elementul nou introdus intra intr-un joc
hermeneutic al interpretarilor si evaluarilor succesive.
El devine obiectul circulatiei, functionarii si
negocierii contextuale in cadrul culturii-gazda. Ne
aflaim in momentul, cand traditia a realizat deschi-
derea culturala. Conceptul deschiderii culturale si cel
al asimildrii noului au un rol important in stu-dierea si
intelegerea fenomenelor de modernizare a muzicii
traditionale autohtone.

Studiind evolutia muzicii populare in societa-
tea americana contemporana, Larry Starr §i Chris-
topher Watermann pun in evidentd caracterul ei
caleidoscopic, principiul fertilizérii interculturale a
stilurilor, amestecul dintre sursele culturale europe-
ne, amerindiene si afroamericane. Autorii ajung la
concluzia, ca in contextul actual al SUA nu poate fi
vorba de o singurda muzicd americana, ci ,,de 0 con-
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stelatiec de muzici populare americane mutual
imbo-gétite” (Starr, 2006, 3).

Pentru a descrie pozitia ierarhicad mediana, rolul
de liant si de barometru social al muzicilor populare
din America Latind, muzicologul Carlos Vega in-
troduce in circulatie notiunea de meso-musics (me-so-
muzicile). In aceasta categorie, autorul include , toate
productiile pentru recreare, dans social, tea-tru,
ceremonii si actiuni publice, scoald, jocuri, care sunt
adoptate si acceptate de publicul cultural larg al
natiunilor moderne”. Meso-muzicile ,,coexistd 1in
mintea grupurilor urbane aldturi de muzica culta, dar
participa si la viata grupurilor rurale alaturi de muzica
traditionala” (Vega, 1966, 3). Aceastd cate-gorie
culturald reprezinta ,,muzica tuturor”. Ea este unicd in
orage, dar este primita si in mediul folcloric al satelor,
unde coexistd cu muzica locald. Meso-mu-zicile sunt
straine insa popoarelor primitive. Forma principala de
propagare a meso-muzicilor este mica orchestra, cu
sau fard solist vocal. Productiile meso-muzicilor
coexistd cu creatiile culte. Ele sunt admise sau
tolerate 1n diverse functii complementare ,,pen-tru a
satisface placerea, fara mare efort intelectual”. Rolul
meso-muzicilor se manifestd plenar doar ,,in armonie
cu recrearea, distractia, sociabilitatea, intal-nirea
oamenilor, cu afacerea, elemente ce-i asigura
consumul si publicul necesar”.In evaluarea meso-
muzicilor sunt importante nu atat aspectele pur es-
tetice, cat cele sociologice si economice. Fiindca sati-
sfac necesitatile permanente ale oamenilor din toate
paturile sociale, meso-muzicile pot exista doar prin
conservarea, renovarea sau adaptarea diferitor stiluri
istorice si contemporane, care se integreaza armoni-0S
in repertoriul lor (Vega, 1966, 17). Aceasta descri-ere
a muzicologului uruguaian concordda perfect cu
caracteristicile muzicilor populare urbane din Euro-pa
de astazi.

Utilizand teoria lui Carlos Vega, cercetatoarea
Speranta Rédulescu identificd in peisajul muzical
romanesc din secolul al XX-lea cel putin paisprezece
categorii de ,,meso-muzici”. Printre acestea, autoarea
citeazd: muzica de operetd, muzica corald, muzica de
fanfard militard si/sau de promenada, romanta, mu-
zica populard occidentald, muzica de revista, mu-zica
de café concert, muzica usoara sau ,slagarele”,
muzica de cinema, muzica de reprezentare statala,
muzica categoriilor defavorizate, muzica lautareasca a
mahalalelor suburbane, muzica lautireascd a ma-
halalelor semi-rurale si muzica lautareasca a satelor
(Rédulescu, 2002, 35-45).

Subiectul revigorarii vechilor stiluri ale muzicii
populare din Occident deschide noi cai de cercetare n
etnomuzicologie. Numit folk revivalism, la moda in
perioada anilor 1950-1980, acest fenomen este
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studiat si conceptualizat de pe pozitiile etnomuzi-
cologiei de catre Tamara Levinston. Desi ignorat de
savantii muzicologi, pe motiv ca ar fi o specie infe-
rioard a limbajului muzical, folk-revivalismul se in-
stituie ca trasatura importanta a peisajului muzical din
secolul al XX-lea. El a favorizat o ampla misca-re
sociald, al carei scop era de a restitui un sistem
muzical aflat pe cale de disparitie sau complet rimas
in trecut, in beneficiul societdtii contemporane. Re-
vivalismul s-a situat in opozitie cu moda muzicilor
populare din epoca, incercand sa ofere o alternativa
culturala, in care patrimoniul muzical sa fie axat pe
autenticitate si fidelitate istorica (Livinston, 1999,
66). Inspirat de o viziune pastorala, el a fost exploatat
politic ca si curent al rezistentei ideologice la muzica
pop nord-americand. in etapa de inceput, revivalistii
respingeau cu vehementd inovatiile tehnologice mo-
derne, instrumentele electrice si influentele stilistice
contemporane, pleddnd in favoarea instrumentelor
acustice, naturale si a stilurilor muzicale istorice, re-
gionale. Cu toate acestea, in practica de mai tarziu, ei
s-au dovedit a fi nu tocmai vizionari si profeti in-
tegri. In stradania de a simti traditia resuscitata, re-
vivalistii au incercat ,,sa creeze un ethos, un stil mu-
zical §i un cod estetic nou, in consens cu ideologia si
competenta lor personald de moment, amenintand
astfel sa transforme traditia” (Livinston, 1999, 70).
Printre factorii importanti ai acestei miscari de
resuscitare a trecutului muzical s-au aflat revivalis-
mul klezmer (1984), revivalismul muzicii vechi, re-
prezentat de grupul ,,Noii vagabonzi oraseni” (The
New Lost City Ramblers) a lui Mike Seeger si John
Cohen (1985), contributia enorma a lui Cecil Sharp in
revivalismul englez, munca indispensabila a lui Alan
si John Lomax 1n revivalismul american. Spre finele
anilor ’80 ai secolului trecut, miscarea revi-valistica
din Occident a sucombat in ambiguitate estetica, in
pendulare intre autenticitate, fidelitate is-torica si
inovatie tehnologica, intre comercialism si avantaj
economic (Livinston, 1999, 76-80). Un ecou al folk-
revivalismului occidental I-a constituit misca-rea de
revigorare folcloricd din fosta URSS, de mare
amploare in anii 70’80, care a dat un impuls extra-
ordinar promovarii publice, In spectacole, concerte,
festivaluri, a traditiilor etno-folclorice din republicile
unionale. Simbolul acestui fenomen in RSS Moldo-
veneasca l-a constituit in epocd ansamblul etno-fol-
cloric ,,Talancuta”, creat in 1983, in cadrul Societatii
corale republicane, de catre Andrei Tamazlacaru.
Cercetdtoarea americand Kirshenblatt-Gimblett
atrage atentia asupra unor categorisiri gresite (,,mis-
taken dihotomies™) ale folclorului in societatea capi-
talistd contemporand. Drept exemplu, se mentionea-
za doud notiuni cu rol de marker social: folclorul zis
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»hativ, pur” si folclorul ,,aservit, aplicat, scenarizat™.
In opinia autoarei, aceasta dihotomie a fost puternic
»obscurizatd ideologic, politic, economic” in lun-ga
istorie a practicilor reprezentationale cu caracter
aplicativ (citdndu-l pe Richard Dorson), prin popu-
larizarea comerciald si exploatatoare a folclorului,
generatoare de ,,fakelor”, de contrafaceri sau pseudo-
folclor. Un rol important in postularea acestei viziuni
l-a avut si instrumentarea didacticd a folclorului in
disciplinele academice universitare, migcarea folk-
revivalistica, prezentarea publicd a cantecelor folclo-
rice in concerte, cafenele, sili, studiouri radio si TV
(Kirshenblatt-Gimblett, 1988, 140-142).

Spre sfarsitul anilor *70, In etnomuzicologie se
impune termenul de muzicd traditionala, prin care
savantii Incearcd sd delimiteze domeniul muzicilor
rurale, vechi, orale, de cel al folclorului contempo-
ran, urbanizat, prelucrat de profesionisti. incepand cu
anul 1975, se prefigureazd si o noud ramurd a
disciplinei, numitd etnomuzicologia urband, al carui
obiect de studiu se va centra pe procesele de moder-
nizare si de transformare a muzicilor populare in me-
diul contemporan al oraselor. In 1987, apare notiu-
nea de World Music (muzica lumii), amintitd mai sus.
Initial, ea s-a impus drept etichetd de piata pentru in-
registrarile de muzica populara din diferite parti ale
lumii, care, ulterior, a devenit simbolul globalizarii
culturale de la cumpana secolelor XX—XXI. Din anul
1991, notiunea World Music este inclusa ca si cate-
gorie distincta in revista muzicii populare Billboard.

Evolutia fulminantd a tehnologiilor, industriilor
culturale si formelor mediatice de diseminare, in-
corporarea culturii populare in marea afacere capi-
talistd, a favorizat procesele de schimbare radicald a
aspectului sonic, a stilului i caracterului muzicilor
populare, folclorice, traditionale. In etnomuzicologia
occidentald, acest fenomen de deviere de la originalul
muzical a fost conceptualizat prin notiunea de schi-
zofonie, propusd in 1994 de cercetitorul american
Steven Feld (Feld, 1994), Termenul schizofonie pune
in evidentd, in principal, practicile si formele artistice
noi, provenite din inspiratia acusticd transculturala.
Schizofonia reprezinta, asadar, ,,procesul de separare
a sunetului muzical de sursa §i contextul original al
emiterii sale, prin mijlocirea tehnologiilor electroa-
custice” (Feld, 1996, 7, 13, 14). Inventia fonografului
lui Edison, cu peste 137 de ani In urma, a plasat ire-
mediabil tehnologia inregistrarilor sonore ca inter-
mediar intre interpret si publicul ascultator, caruia i s-
a oferit posibilitatea audierii ulterioare a materialu-lui
(playback). Altadata eluzive si eterice, sunetele fi-zice
au putut fi captate pe un dispozitiv material spe-cial,
pentru ca ulterior sd creeze una din cele mai pu-
ternice industrii ale lumii — industria inregistrarilor.

Astfel, metoda schizofoniei a oferit tehnologiei pute-
rea de a avea un rol determinant in crearea aspectu-lui
sonor al muzicilor lumii. Ea a identificat mijlocul prin
care marile corporatii de inregistriri au putut sa
castige si sd mentind controlul cvasi absolut asupra
modului cum se concepe, interpreteaza, transmite §i
recepteaza sunetul de catre un anumit public, intr-un
anumit timp si loc al lunii.

Tehnologiile continud sia defineasca si astazi
calitatea sonicd a muzicii. Majoritatea muzicilor lu-
mii sunt audiate prin mijlocirea tehnologiei: caseta,
CD-ul, boxa audio, computerul, MP3, radioul, fil-
mele muzicale, sistemele de sonorizare, utilizate in
silile de concerte, de petrece si de divertisment, in
mijloacele de transport, la domiciliu etc. Tehnologia
reprezintd principalul concept care permite cerceta-
torului contemporan sa inteleagd modul cum inter-
pretii, compozitorii, producatorii $i vanzatorii muzi-
cii populare globale folosesc sunetul pentru a inocula
ideile lor despre autenticitate, identitate si culturd in
constiinta consumatorului de masa. Prin anii 1980,
tehnologiile au alimentat aparitia unor noi filosofii si
stiluri de creatie. Astfel a apdrut orientarea estetica
Rusted Root, care se va axa pe principiul impletirii
diferitor origini culturale, juxtapunerii sonoritatilor
muzicale din tarile cele mai diferite cultural si dis-
tantate geografic. Sub aspect sonic, orientarea Rusted
Root a prefigurat aparitia cvasi simultand a curentu-
lui numit ,,world beat” (,,ritm, puls, batai ale lumii”),
lansat de muzicianul texan Dan Del Santo. Acest cu-
rent a promovat un nou principiu de creatie In mu-
zica populara contemporana: totalizarea mixturilor de
ethnic-pop, fuziunea muzicilor de dans, evolutia
hibrizilor muzicali din toatd lumea. World Beat re-
prezintd un proces de asimilare sonica globala, care a
precedat, la randul sau, fenomenul numit World
Music. Internationalizarea aspectului sonor (sound) al
muzicii, Incurajatd de noile tehnologii muzicale din
anii 1980, a favorizat cresterea tendintei generale de
globalizare si a creat o foarte mare tentatic de a
descoperi pop-ul international sau World Music, ca
noud categorie a muzicii populare mondiale, intens
mediatizata in spatiul public contemporan.

Pe masura ce industria inregistrarilor exploreaza
noi piete, mai multe tehnici de marketing sunt folosi-
te pentru a vinde conceptul de traditie si autenticitate.
Muzica World se concentreaza pe sentimentul exoti-
cului, pe eul Celuilalt muzical, ca simboluri primiti-
ve, primare, de conceptie etnocentricd. Piata World
Music exploateazd din plin conceptia etnocentrica
mai veche asupra culturilor strdine si incurajeaza o
utilizare inadecvatd a notiunilor de ,traditional” si
»autenticitate” in profitul asimilarii moderne.

In muzicologia sovieticd postbelica, procesele
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de modernizare si transformare a folclorului sunt
tratate, in fond, sub prisma conceptului de folclo-
rism. Esteticianul Viktor Gusev evidentiazd, ca
exemplu negativ, tendinta speculdrii, contrafacerii si
mistificarii romantice a folclorului, intervenitd pe
valul ,,noii unde folclorice”, ce incepuse in perioa-da
dezghetului ideologic hrusciovist de la mijlocul anilor
’60 (TI'yces, 1977, 7). De pe pozitiile ideologiei
marxiste, unica si totalitard in acea epoca, autorul se
referd la unele conceptii moderne despre folclorism,
atestate in lucrarile savantilor din Vest. Astfel, de la
H. Moser retine ideea cd folclorismul exprima inte-
resul special pentru folclor In epoca industrializarii si
nivelarii traditiilor locale, ca acest fenomen expri-ma
tendinta de resuscitare a vechilor traditii prin imitatii,
inventii, interpretari aproximative, la mana a doua.
Citandu-1 pe H. Bausinger, apreciaza cd, in conditiile
actuale, folclorul isi pierde din functiile de odinioara
si se foloseste in noi scopuri si cu noi func-tii, drept
consecinta a iesirii din mediul local ingust si intrarii
intr-un mediu mai larg. De la R. Dorson preia ideea,
cd in capitalism, folclorul este doar con-trafacut si
falsificat, speculat §i comercializat, prin intermediul
industriei turismului si distractiilor. In socialism, din
contra, lucrurile ar sta mult mai pozi-tiv, unde
folclorismul constituie, in opinia autorului, un
»element al adevaratei culturi populare, de masa”, o
forma de ,,valorificare creatoare a traditiilor folclo-
rice” (I'yces, 1977, 12, 25).

Luand in dezbatere problema privind noile tra-
saturi si forme de manifestare ale creatiei populare in
perioada sovietica (institutionalizarea, ideologi-zarea,
etatizarea culturii populare, interpretarea sce-nica,
impunerea noilor obiceiuri, traditii si sdrbatori
sovietice, implementarea noilor tipuri de formatii si
coruri populare, amplificarea miscarii artistice de
amatori), muzicologul Yzaly Zemtsovski aduce in
centrul atentiei importanta delimitérii metodologice a
doua categorii de fenomene contigue: 1) fenome-nele
folclorului  propriu-zis, specifice vietii culturale
interne a comunitatilor rurale si 2) fenomenele fol-
clorismului, adica produsele rezultate din ,,arta pre-
lucrarii, stilizarii, valorificarii si prezentarii publice
largi a elementelor de folclor in contextul evoludrilor
scenice urbane” (3emoBckuii, 1984, 4).

Dorind s ofere o caracterizare ampla a fol-
clorismului, autorul noteazd ca fenomenul nu este
nou, ci-si are originile in epoca primelor prelucrari
de folclor verbal din secolele XVIII-XIX. in con-
temporaneitate, folclorismul a dezvoltat noi forme,
unele foarte prolifice si prezente in viata sociala.
De aceea, stiinta de astdzi ,,are de a face atat cu fol-
clorul genuin, cit si cu fenomenele folclorismului”
(3emmuoBckwuit, 1984, 5). Intre domeniile folclorului
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si folclorismului existd relatii stranse de reciproci-
tate. Influenta folclorului asupra folclorismului este
intotdeauna pozitivd, pe cand, in ecuatia inversa, ea
poate fi atdt pozitiva, cat si negativd. Folclorismul
presupune dezvoltarea si conservarea folclorului. Ca
fenomen estetic, folclorismul reprezinta un factor de
consolidare a artei nationale, inclusiv a genurilor
culte, academice si a celor de estrada, usoare. Ca si
fenomen social, folclorismul este un factor al noii
vieti sociale. Formele contemporane ale folclorismu-
lui se manifesta in arta profesionista de toate tipu-rile,
in stiintd si pedagogie, 1n spectacolul scenic, in
festival, sdrbatori si obiceiuri noi, in mijloacele mass
media. Prelucrarea de folclor reprezintd un gen al ar-
tei profesioniste. ,,Folclorul nu suportd constrangeri-
le, pe cand folclorismul nu poate fara constrangeri”
(3emmoBckuii, 1984, 10).

A. Koposov se adreseazd la subiectul privind
autenticitatea folclorului in asa numitele ,,coruri po-
pulare”, o forma extrem de prolificd a folclorismului
socialist. Analizdnd programele unor colective cele-
bre pe scena sovieticd, precum corul ,,Piatnitki” sau
Ansamblul de Stat, condus de Igor Moiseev, autorul
ajunge la concluzia ca majoritatea se axeaza pe ,,for-
me, stiluri si maniere de interpretare pseudo-folclo-
rice” (Komocos, 1964, 16). Ele creau iluzia
prezentarii folclorului autentic in scena, iar stilizarile
maiestrite erau receptate ca si creatie populara, ceea
ce crea mari confuzii in randul publicului privind
esenta folclorului. Metoda de creatie in astfel de
colective se baza comportamente striine folclorului:
eludarea cu surselor autentice, veleitarismul si
compozitio-ma-nia conducatorilor, teatralizarea falsa
a materialului si orientarea spre divertisment. De
aceea — conclu-zioneaza autorul, — ,.tipul acreditat al
ansamblurilor de stat de cantec si dans nu putea fi
tratat ca etalon al poporaneitatii si ca unic model al
folclorismului” (Komocos, 1964, 23).

Muzicile populare din Republica Moldova tra-
verseazd astazi un proces de profunde schimbari,
mutatii §i reconfigurdri, dictate de noile conditii
socioculturale din perioada tranzitiei post-sovieti-ce
de dupa 1990. Este perioada, in care s-a produs o
fracturd profunda in viata culturald, caracterizatd prin
repozitionarea  actorilor  sociali, restructurarea
pivotilor culturali si transformarea vechilor para-
digme. Este perioada, in care s-au ingemanat post-
comunismul cu globalizarea, o situatie comparabila
cu cea a omului raticit intr-o padure. Este perioada
marcatd de conflictul si pluralismul valorilor pro-
band o stare specificd de haos axiologic. Societatea
rurald, altadata principalul focar, generator, depozi-tar
si furnizor de valori ale culturii orale (spirituale,
intangibile, imateriale), se afla astdzi intr-o evidenta
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derutd si desuetudine. Fenomenul sugereaza semne-le
unei crize sociale si identitare. Declinul ruralitatii
spirituale autohtone s-a accentuat dramatic inca din
epoca colectivizarii comuniste fortate din a doua ju-
matate a secolului al XX-lea. Brutalitatea si intensi-
tatea ,,transformdrilor socialiste” au afectat, in opinia
specialigtilor, ,valorile fundamentale ale spatiului
rural: proprietatea funciard si gospodiria privata,
moralitatea, coeziunea familiei, mare parte a tradi-
tiilor, a obiceiurilor si a culturii populare” (Otiman,
2007, 11). O noua turnura in procesul de revizuire,
renegociere, reasamblare §i ,reasezare dinamica” a
valorilor se remarca in asa numita ,perioada de
tranzitie”, de la hotarul secolelor XX—XXI. Circulatia
intensa a inovatiilor tehnologice, a bunurilor si pro-
duselor de pe piata mondiala, a favorizat penetrarea si
asimilarea tot mai rapida, in conditiile unei socie-tati
libere si deschise, a diverselor forme ale culturii
urbane occidentale de consum. Satul patriarhal nu
mai constituie astazi unicul focar, depozitar si cadru
de referinta al culturii populare. Sociologii constata ca
insdsi ,,configuratia de tip taranesc a intrat in re-cul”,
iar intregul sistem de articulatii, care lega intr-un tot
functional existenta colectiva si individuald in spatiul
ruralitatii istorice, ,,s-a prabusit” (Badescu, 2006).
Normele si valorile culturii orale, traditiona-le, incep
sd resimtad impactul puternic al globalizarii economice
si al revolutiei tehnologice.

In noile conditii de viata sociald, se impune o
noud arta populard, axatd pe mecanismele economi-ei
de piata si aflatd in relatii complexe cu vechea arta
traditionald. Repertoriul si stilurile populare devin tot
mai dinamice. Noii lutari pun mare pret pe asi-
milarea ingenioasd a inovatiilor tehnologice. A fi un
bun muzicant inseamna astazi, mai mult ca oricand, ‘a
stapani eclectismul, competenta tehnicd si expe-
rienta” (Perrenoud, 2003, 684). Modelele culturii
traditionale sunt antrenate intr-un “joc hermeneutic al
interpretdrilor si evaluarilor succesive” (Mamulea,
2007, 14). Apar noi forme de muzica, bazate pe com-
binarea elementelor populare, traditionale si etnice,
pentru a raspunde necesitatilor societatii in tran-zitie.
Genurile vechi nu mai au un raspuns artistic adecvat
momentului de schimbari in viata culturala, sociala,
politicd si economica din perioada tranziti-ei post-
comuniste. Se impune tot mai mult genul de muzica
comerciald pop ca derivatie modernd a for-melor
muzicii etnice locale, ,,0 artd populara legatd de
valorile economice, un teren fertil de modelare a
noilor comportamente in contextul tranzitiei de la
comunism la capitalism” (Rice, 2002, 35). Avem de a
face cu un potpuriu de influente ale muzicilor lumii.
Fuziunea dintre traditional si modern favori-zeaza
aparitia unor stiluri populare hibride: popfolk,,

rockfolk, ethnopop, ethno-jazz, ethno-rock etc.

Incd pe la inceputul anilor ’90, muzicologul
Gruia Stoia, redactor de emisiuni la radioul din Bu-
curesti, semnala faptul, ca sferele notiunilor ,,traditi-
onal” si ,,popular” sau ,,folcloric” au ajuns si se intre-
patrunda puternic, fara a fi insad identice in continut.
Se invoca, agadar, existenta unei acute probleme de
terminologie, resimtitd inca din perioada interbeli-ca,
care crea serioase piedici in identificarea cultu-rala
corectd a creatiilor populare difuzate de mass media.
Autorul cerea etnomuzicologiei sia contribuie la
clarificarea acestei probleme, printr-o noua reeva-
luare si delimitare cat mai precisd a ,.traditionalului”
fatd de restul muzicilor ,,populare” aflate in circula-tia
folclorica (Stoia, 1994, 212). Se cunoaste insa ca,
mult timp, sintagma ,,muzicd populard” a fost con-
fiscatd de romantici, pentru a desemna metaforic doar
folclorul satesc, desi, in realitate, ea cuprindea mult
mai multe genuri de muzicd, inclusiv pe cele de
circulatie urbani. In conditiile, in care notiunile de
»popular” si ,.folcloric” isi diversificasera masiv co-
notatiile, termenul de ,traditional” aparea nu numai
necesar, restrictiv si limitativ, dar si ca fiind defini-
toriu pentru atributul fundamental al unui domeniu
distinct, dedicat muzicilor cu radacini in cultura orald
taraneasca.

Discrepanta dintre sensul atribuit termenului
popular si starea de fapt a culturii populare devine tot
mai evidentd astdzi. Noua muzicd populard este, prin
forta lucrurilor, oglinda tuturor demersuri-lor
globalizante ale societdtii. Pentru a fi inteleasa, e
necesard, deci, o noud abordare. Etnomuzicologia nu
poate sd ramana fixatd in tiparele conceptelor si
metodelor depasite, inguste, reductioniste. Ea tre-
buie, in primul rdnd, sd-gi extinda campul de vizu-
alitate la scara intregii societati, s adopte o viziune
holistica, sd apeleze la bogata experienta teoretica si
metodologica a scolilor europene si americane. Ea
trebuie sa trateze muzica populara ca fenomen so-cial
global, dinamic, in care se reflectd modul cum este
creatd de fortele sociale din mediile din care face
parte. Ethomuzicologia inceputului de secol XXI nu
poate ignora perspectiva holistica, cuprinzatoare,
sistemica, imaginea intregului, in care interactiunea,
interdependenta, relatia, osmoza partilor determina
autenticitatea §i identitatea culturii muzicale popu-
lare moderne. Ea trebuie sa studieze, asadar, toate
categoriile culturale implicate in functionarea popu-
larului muzical in societate.

3. Categorii ale popularului muzical
in Republica Moldova
In conditiile socioculturale actuale distingem
patru categorii (=genuri sau tipuri) si totodata do-
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menii principale de manifestare ale popularului mu-
zical: 1) muzica traditionald, 2) muzica folclorica, 3)
muzica neo-traditionald si, 4) muzica populard
modernd. Aceste categorii sunt in stransa relatie si nu
pot fi disociate decat la nivel analitic. in dome-niul
public, ele interactioneazd pe multiple planuri, se
influenteazd si se induc reciproc. Sunt parti com-
ponente ale sistemului sincretic al culturii muzica-le
populare contemporane. De aceea, ele nu pot fi
intelese si nici studiate separat. Fiecare categorie
reprezintd deopotrivd un anumit pattern (model)
social, un comportament de grup si un stil distinct de
muzica, axat pe norme estetice, genuri $i forme de
creatie specifice, pe modalitati proprii de produ-cere,
transmisie §i circulatie, agreate si promovate in
anumite segmente ale societatii, mai restranse sau mai
largi, fiind recunoscute ca si valori ale culturii
imateriale, cu functii sociale si psihologice coerci-
tive, unificatoare si educative, cu rol de mediator si
liant social, in calitate de obiect de schimb si consum
social. Categoriile muzicale reflectd un anumit tip de
stratificare sociala a culturii populare contempora-ne,
un barometru al diferentierii sociale, capabile sa
producd elemente de particularitate pentru diverse
grupuri sociale. In plus, categoriile popularului mu-
zical sunt menite a ilustra cum societatea actuald se
raporteaza la traditia folcloricd mostenita si la con-
sumul genurilor de popularitate Le vom schita pe
scurt, fara a intra in detalii.

Mugzica traditionald — un termen mai nou, acreditat
in muzicologie pe la mijlocul anilor *70, care vine sa se
substituie celui mai vechi de muzica folclorica sau
populara, inclusiv  calificativelor  folosi-te  de
antropologie (muzicd exoticd, primitivd,
analfabetd) — reprezinta domeniul culturii muzi-cale
orale a comunitatilor rurale, altddatd analfabete, ale carei
norme de generare si functionare se axeaza si astazi pe
traditie, adicd pe transmisia orald din ge-neratie in
generatie, din gurd In gurd, fard scriere, in baza
practicarii, co-participarii, invatarii, asimi-larii si
interpretarii vii. In virtutea circulatiei orale, creatiile
muzicii traditionale se fac si se refac mereu, in functie
de context si circumstante, fiind produse anonime,
colective, spontane, improvizatorice, vari-ationale,
puternic integrate obiceiurilor §i traditiilor culturale
locale, etnice, comunitare. Muzica tradi-tionald se
manifestd in forme vechi instrumentale, vocale si vocal-
instrumentale, in genuri specifice, precum muzica de
dans (tipuri locale, nationale si interculturale de dans),
muzica pastoreascd (cantece, balade, poeme pastoresti,
melodii de fluier, tilinca, cimpoi, semnale de bucium,
complexe sonore natu-rale de talanca, clopotel etc.),
muzica festivi §i cere-moniald de nuntd (cantece,
melodii, dansuri rituale,
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repertoriul de delectare pentru banchetul nuptial),
repertoriul calendaristic de Craciun si Anul Nou
(colinde, cantece de stea, piese de teatru popular),
muzica de inmormantare (bocete, cantece funebre,
melodii rituale de fluier si de taraf), cantecele de joc
ale copiilor, cantecele de leagan, cantecele lirice non-
rituale, doinele, cantecele de pahar, cantecele epice,
baladele etc. Muzica traditionald constituie un
element important al patrimoniului cultural imate-rial,
parte a istoriei si memoriei culturale nationale. Astazi,
in epoca globalizdrii, odatd cu destramarea
comunitatilor rurale traditionale, ea a intrat Intr-un
proces accentuat de desuetudine si recul. Multe ge-
nuri ale muzicii traditionale sunt amenintate cu dis-
paritia si necesitd protectie si documentare speciala,
asa cum prevede Conventia UNESCO din 2003.
Mugzica folclorica reprezintd domeniul activita-
tii de restaurare, resuscitare si valorificare a elemen-
telor de muzica traditionala (tdraneascd) veche intr-un
context sociocultural nou, mai larg, diferit de cel
nativ: scend, festival, concurs, concert, serbare po-
pulard, turneu artistic, radio, televiziune, mass me-
dia, educatie, industrie discografica, campanie turis-
ticd etc. Promotorii acestei categorii de muzica sunt
ansamblurile folclorice amatoricesti si profesioniste,
aparute la oras, prin anii *70, drept ecou intarziat al
migcarii folk revival (de revitalizare) din Occident
(1950-1980), dar si ca simbol al ,,noii unde folclori-
ce” din spatiul sovietic, ce luase avant pe la mijlocul
anilor ’60, in contextul tendintei de emancipare si
afirmare nationala, controlatd politic, din perioada
dezghetului ideologic hrusciovist. Agentii principali
ai miscarii de revitalizare sunt folcloristii practicieni,
cantdretii amatori si profesionisti, intelectualii, tine-
retul studios, carturarii, in general, oamenii in majo-
ritate proveniti de la sat, dar instruiti la oras, al caror
scop este sa redescopere §i sd popularizeze in randul
marelui public urban si al turistilor straini autentici-
tatea, valoarea estetica, istorica, national-identitard a
creatiei taranesti din anumite regiuni, deja apuse sau
date uitarii. In arena scenei urbane, militantii acestui
curent tind sa reinvie o realitate culturala rurald, pre-
industriald, revoluta, cvasi muzeald, pretins antica,
patriarhald, medievala sau, cel mult, de secol XIX. La
afirmarea demersului folcloristic a contribuit si
reteaua mesterilor de instrumente §i costume popu-
lare, catedrele de etnologie, de educatie muzicald si
de canto popular, deschise, prin anii *’60—80, in ca-
drul unor institutii de invatdmant din RSS Moldove-
neasca §i alte republici ale fostei URSS. Folcloristii se
axeazd pe metoda culegerii in Situ, inregistrarii audio
si/sau notarii, auditiei, selectiei, invatarii, cul-tivarii
manierei i stilului de interpretare al surselor si
prezentarii in spectacolul scenic. Accentul estetic
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se pune, de obicei, pe imaginile culturale paseiste, pe
repertoriul pastoral (instrumente vechi, cantece, jocuri
pastoresti). Exigentele spectacolului conduc 1insa
uneori la anumite devieri de la normele traditiei
(rupere din context, selectie arbitrara, scenarizare,
dramatizare, teatralizare, intonare exagerata, modi-
ficarea cadrului cronotopic al creatiilor), iar alteori

— la inventarea, mistificarea, prezentarea fragmen-
tara si trunchiatd a traditiilor si repertoriilor mu-
zicale. Unul din modelele emblematice ale muzicii
folclorice din Moldova este reprezentat de
ansamblul ,,Talancuta” din Chisindu, fondat in
1983 si condus de Andrei Tamazlacaru. Acesta a
creat, de-a lungul a peste 30 de ani, o veritabila
scoald folcloristica, devenind o puternica sursa de
inspiratie si imitatie pentru zeci de ansambluri de
profil din Republica Moldova.

Muzica neo-traditionald — un termen propus de
cercetitoarea americand Donna Buchanan in 1995
(Buchanan, 1995), - desemneaza o noua cate-gorie de
muzici populare, promovate de orchestrele populare,
ansamblurile de muzica si dans popular, profesioniste
sau amatoricesti, sponsorizate si patro-nate de stat,
apdrute 1n perioada sovieticd postbelica si prolifice
pana in prezent, fiind un simbol al profe-sionalizarii,
standardizarii nationale si institutiona-lizarii formelor
si stilurilor de muzicd traditionald, in contextul
hegemoniei culturale si controlului  gu-verndrii
politice. Muzica neo-traditionala tinde sd reprezinte
un ctalon de modernizare a mostenirii muzicale de
secole in sensul alinierii culturii orale la modelele si
practicile profesionalismului muzical occidental.
Infrastructura sociald si principiile de creatie si
diseminare a acestei muzici se axeaza pe:
standardizarea structurilor, rolurilor si competente-lor
in cadrul orchestrei populare; standardizarea ve-chilor
instrumente populare (cobzd, fluier, tambal, nai);
interpretarea In grup; gruparea instrumentelor dupa
modelul simfonic; cooptarea (in locul lautari-lor) a
muzicienilor scoliti; diferentierea functiilor de dirijor,
solist vocal si instrumentist; scrierea, notarea
materialului muzical sub formad de stima, partitura,
compozitie, prelucrare §i aranjament; afilierea insti-
tutionald a ansamblurilor la filarmonici, studiouri
radio si TV, case de culturd, universitati etc. Stan-
dardizarea instrumentelor, augmentarea componen-tei
si structurarea orchestrei populare dupa modelul
simfonic a favorizat tratarea simfonica a surselor de
muzicd traditionald. in schimb, forma scrisa, parti-
tura muzicald a redus puternic sau a eliminat carac-
terul spontan, improvizatoric, variational, specific
interpretarii orale, lautaresti. O evolutie fulminanta au
avut genurile concertistice (suita, potpuriul, hore-le si
sarbele de concert), cantecele si melodiile in stil

sau pe motive populare (traditionale), scrise de au-
tor (compozitori, poeti, dirijori, aranjori), fenomen
cunoscut in muzicologia balcanica, sub notiunea de
muzicd populard nou-compusd (novokomponovana
narodna muzica).

Muzica popularid modernd reprezintd dome-niul
recontextualizarii §i valorificarii surselor de muzica
traditionald locala in albia culturii popula-re globale,
constituind un sub-gen al categoriei de muzica
comerciald World Music (muzica lumii). Ne mai
gasindu-si un raspuns adecvat momentului de
schimbari radicale in viata socioculturald, politica si
economicd, muzica traditionald este nevoita astizi sa
accepte noile forme de modernizare tehnologica, de
incorporare electronica si digitald, in baza noilor sti-
luri ale culturii populare occidentale, venite pe valul
deschiderii si globalizérii de dupa 1990. Destinul ei
depinde, in mare masura, de calitatea de a fi resursa
economicd, un produs comercializabil pe piata locala
si regionala. In valorificarea vechilor genuri de mu-
zica traditionald, noua muzicd populard pune accent
pe utilizarea instrumentelor electronice, keyboard-ul
(sintetizatorul), calculatorul, mijloacele multimedia.
Schimbari substantiale se produc la nivelul calitatii
sonice a muzicii: culoare, intensitate, timbru si ritm.
Sunetul muzical nu e pur si simplu emis de instru-
mente sau de vocea umana, ca in trecut, ci e de-con-
struit, re-modelat, ,,pus pe fire”, difuzat puternic de
diverse maginarii, regizat si reintonat dupa parame-trii
noilor tehnologii electronice. Adoptind noile
schimbari de infrastructura, genurile vechii muzici
locale de dans (hora, batuta, brau, sarba), cantecele si
melodiile de nuntd, de petrecere, de dragoste etc.
capatd o noud viatd pe scena lumii moderne, fiind
vehiculate de numeroase formatii artistice ce valo-
rifica stilurile de fuziune culturald, aflate in topul
muzicilor world: ethno-pop, ethno-jazz, ethno-folk,
ethno-rock, pop-folk, balkan-ethno s. a.

Muzica populara moderna exprima sinteza din-
tre formele muzicii vechi traditionale din regiune,
gandirea muzicala occidentald si noile tehnologii
electronice de producere si diseminare a sunetului.
Aceastd categorie culturalad leagd muzica locala, in-
cetatd a mai fi parohiald i imuabila, de o alteritate
globala, mult mai profitabild in termeni economici.
Creatiile muzicii traditionale locale sunt selecta-te,
revizuite, prelucrate, reinterpretate, reinventate,
copertate tehnologic, prezentate pe marile scene si
comercializate de gigantii industriilor culturale. Se
impune astfel o noud forma de negot cu marfuri et-
nografice la cumpéna secolelor XX—XXI. Sustine-
rea practicilor artistice locale in declin, fixatd drept
obiectiv al politicilor culturale guvernamentale si al
recomandarilor emise de forurile UNESCO, se
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transforma facil in comercializarea alteritatii cultu-
rale hibride, prin festivaluri, concursuri internati-
onale, prin posturi de radio si TV, prin Inregistrari si
vanzari discografice de proportii cu muzicii de
metisaj pan-balcanic, pan-european si global. In acest
sens, muzica popularda moderna devine un element al
sistemului economic mondial, prin care marile
companii operatoare de preleveazd si trans-fera
plusvaloarea produsului cultural de la o zona, mediu
social, tard sau grup social la altul. Autentici-tatea
creatiilor populare, adesea clamatd si invocatd de
promotori, devine un simplu element al strategiei de
marketing, prin care se mobilizeaza interesul ma-relui
public consumator de pretutindeni. Dominatia
etnocentrismului in cultura populard de altadata se
transforma in dominatia world music, axatd pe prin-
cipiul hibridizarii, metisajului si schimbului cultural.
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Fenomenul muzicii populare moderne din Re-
publica Moldova se inscrie intr-un trend cultural
mai larg din regiunea Europei de Est si Sud-Est,
ex-primat in stilurile ¢alga la bulgari, rebetiko si
laika sau laiko-pop la greci, turbo-folk la sarbi s.a.
El meri-ta atentia sporita si studiul serios din partea
muzico-logilor, asa cum o demonstreaza si ramura
speciald a muzicologiei populare, fundamentata in
paginile re-vistei internationale electronice Popular
Musicology Online (PMO).

In concluzie, putem spune, ¢i etnomuzicologi-
ei de astdzi i se cere sa studieze traditiile culturale
in starea lor actuald. Sa dezviluie raporturile muzi-
cii populare cu sursele antice si cu realitatile
sociale moderne. Sa elucideze cum elementele de
culturd ale Altora sunt adoptate, asimilate si
transformate 1n bun cultural propriu.

II. Genurile muzicii populare instrumentale de dans din
Moldova/Basarabia si nordul Bucovinei.
Inovatie si dialog european in epoca modernd

1. Premise, contexte

in ultimul timp se vorbeste tot mai mult despre
necesitatea abordarii problematicii legate de contac-
tele, schimburile si dialogul cultural dintre popoare si
civilizatii. De o mare amploare in epoca moderna,
mai cu seamd, incepand cu perioada cruciald, plasa-ta
la raspantia secolelor XVIII-XIX, contactele intre
popoare si culturi au favorizat o intensificare fara
precedent a fluxului de valori europene pe arii geo-
grafice tot mai extinse. Revolutia Franceza de la 1789
si, mai tarziu, revolutiile democratice de la 1848 au
accelerat avansul civilizatiei occidentale inspre Est.
Marile framantari sociale de la mijlocul secolului al
XIX-lea au consacrat ascensiunea politica a bur-
gheziei, afirmarea natiunilor suverane, emanciparea
individului, triumful ideilor de democratie si liberta-
te, trecerea la industria capitalistd (dupd model bri-
tanic) si abandonarea definitiva a sistemului feudal de
productie manufacturiera in favoarea celui de fa-brica
(factory system) (Gaillard, 2001, 29-30). Eve-
nimentele revolutionare din acea epoca au schimbat
profund si relatiile culturale dintre popoarele batra-
nului continent. Pentru térile, popoarele si tinerele
natiuni din regiune Europei de est si de sud-est, in-
cepe grandioasa epoca a modernizdrii vietii pe toate
planurile: economic, social, politic si cultural.

In prezentul studiu ne propunem si analizam
impactul cultural al proceselor de modernizare si
occidentalizare asupra evolutiei muzicii traditiona-
le instrumentale de dans din arealul estic al roma-
nitatii: Moldova de la est de Prut, cunoscuta si sub

denumirea de ,,Basarabia”, inclusiv nordul Bucovinei
(actuala regiune Cernauti, Ucraina). Ne vom referi la
fenomenele, faptele si tendintele culturale ce tin de
perioada modernitatii numita ,,clasicd” (cuprinzand
perioada anilor 1789-1900) si ,.tarzie” (de la 1900
pana la raspantia secolelor XX—XXI), in acceptiunea
data de istoricul britanic Erik Hobsbaum (Sarbu,
2013, 49-50). Anume in aceastd perioadd a moder-
nitatii, sub imboldul marilor interese economice §i
politice, tendinta internationalizdrii si sincroniza-rii
dialogului cultural european creste exponential. Acest
fapt a determinat o adevaratd expansiune a
paradigmelor culturii occidentale spre diferite zone
ale lumii si, In primul rand, spre regiunea de Est si
Sud-Est a Europei.

Deja pe la 1848, realmente, ,,nimic nu se mai afla
in calea cuceririi occidentale” (Hobsbaum, 2002, 11)
si a expansiunii acesteia spre restul lumii. Am putea
spune, ca din a doua jumitate a secolului al XIX-lea,
tarile din estul si din sud-estul Europei, care formau
pand atunci o lume culturalda distinctd si relativ
autonomd — lume, puternic marcata de sub-stratul
oriental, greco-otoman, bizantin, ortodox si balcanic —
au ajuns sa fie influentate substantial de impactul
exploziv al noilor forte ce emanau din Oc-cidentul
revolutionar si, mai cu seama, din modul capitalist de
producere si comercializare a valorilor si bunurilor
culturale. Ajunse la suprasaturatie, la un exces de
redundanta, ca sd spunem asa, paradigmele, valorile si
produsele culturii  vest-europene se vor in-
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drepta, pe calea comertului, exportului institutional
si a antreprizei capitaliste, spre noile piete de desfa-
cere din estul si sud-estul continentului.

Istoriceste, primele lastare de culturd europeana
in mediul latinitatii orientale apar inca pe la raspan-tia
secolelor XVII-XVIIL, cand sunt mentionate do-
cumentar asa-numitele ,,muzici” (orchestre, formatii
instrumentale de camerd) ,,nemtesti” sau ,.evropie-
nesti” (Alexandru, 1956, 16), angajate pe la curtile
domnitorilor si ale unor boieri locali. Printre expo-
nentii culturii muzicale occidentale se aflau atunci si
trambitasii ,,lesesti”, i turnerii ,ardeleni” (Ghir-
coiasiu, 1992, 24). Din secolul al XIX-lea contactele
culturale europene iau insa o noua turnura. Ele sunt
promovate pe mai multe cdi: Invatamant, institutii de
cultura, artd, mijloace mass media, noile forme de
productie si de consum cultural. Astfel, la Bucu-resti
si la lasi, spre exemplu, ia nastere invatdimantul
muzical particular, care va fi sustinut de dascdlii ve-
niti din Europa. In casele nobililor locali se dau lectii
de pian si de vioara, iar in saloanele aristocratice se
organizeazd concerte de muzica europeand si se dau
reprezentatii de teatru. Dupa modelul european, in
ambele capitale ale Principatelor se infiinteaza si pri-
mele societati filarmonice (1827 si 1833). Pe langa
stabul militiilor din Iasi (1830) si Bucuresti (1833), se
instituie primele §i ,,muzici”, cum erau numite pe
atunci fanfarele autohtone. Se deschid primele teatre
si conservatoare.

Incepand cu anul 1821, si Chisindul cunoas-te
prezenta constantd a fanfarelor militare rusesti,
apartinand unor garnizoane, stationate 1n capitala noii
provincii a imperiului tarist. Fanfarele interpre-tau
marsuri, imnuri, cantece si dansuri europene pe la
diferite procesiuni, receptii oficiale, serbari publi-ce,
reprezentatii teatrale. Acest fapt ne indreptateste sa
credem, ca in prima fazd a modernitatii din seco-lul al
XIX-lea, rolul de avanpost al influentelor euro-pene
in cultura Principatelor Roméane, a Basarabiei
(Moldova de la este de Prut) si a Bucovinei i revine
anume la doud forme de baza: teatrul si fanfara.

Premisele unor mutatii cardinale in viata po-
poarelor din regiunea balcanica si din sud-estul Eu-
ropei apar deja din ultimele decenii ale secolului al
XVIll-lea, odata cu erodarea si diminuarea domina-
tiei politice, economice si militare a Imperiului Oto-
man. In Principatele Roméne, in special, in capitala
Moldovei, la curtea domneasca din Iasi, sunt con-
semnate tot mai frecvent spectacole si petreceri cu
muzicd, teatru si dans occidental, sustinute de trupe
din Europa si din Rusia. Trupele ambulante de ac-
tori, cantaretii, instrumentistii, impresarii, profesorii
de muzica, dirijorii, fanfarele, coregrafii, maestrii de
ceremonii §.a. 1si propun oferta cu noile forme de

cultura europeana (Cosma V., 2007, 237). Tot ceea ce
insemna, in trecut, traditie culturald mostenita, de tip
parohial sau regional incepe sa aiba o naturd con-
tigud. Trans-localul european ,,se impune ca dimen-
siune importantd de asupra localului oranduitor de
altd datd” (Totelecan, 2008, 164). Pentru natiunile si
popoarele din estul Europei, modernizarea va echi-
vala, in fapt, cu procesul occidentalizarii graduale a
sistemului de valori si institutii culturale mostenite.
Noul avant economic, generat de modul de produc-tie
capitalist, a creat un context favorabil reinterpre-tarii
si actualizarii traditiilor locale seculare.

Astfel, de la debutul secolului al XIX-lea si pana
in prezent, popoarele din regiune vor cunoaste, fieca-
re in parte, intr-un ritm si grad diferit, efectele com-
binate ale modernizarii economice si culturale in mai
multe valuri. Specialistii considerd ca in estul Euro-
pei au avut loc cel putin doua valuri de modernizari:
primul — din a doua jumatate a secolului al XIX-lea
pana in perioada interbelica, iar al doilea — din anii
postbelici pana in prezent. Istoricul Constantin Schi-
firnet, spre exemplu, opineaza ca ambele valuri de
modernizare au avut insa un caracter tendential si nu
s-au realizat pand la capat, cel putin, iIn Romania.
Altfel spus, modernizarea a fost mai mult un proces si
nu o stare de facto (Schifirnet, 2009). Situatia este
valabild, credem noi, si pentru spatiul dintre Prut si
Nistru, numit initial, de noii stidpanitori, in etapa de
tranzitie politicad de la 18061812, ,,Zadnestrovskaia
oblasti”, iar ulterior — dupa 1818 — ,,Bessarabia”.

Cu toate acestea, efectele modernizarii s-au ma-
nifestat deosebit de propice pe tardmul muzicii in-
strumentale traditionale din regiune. Fiind o arta di-
namica, de contact, de largd deschidere spre relatio-
narea interculturald, muzica instrumentald de dans, in
special, a favorizat asimilarea 1n repertoriul siu a
noutdtilor provenite din pluralismul cultural euro-
pean. Ea va comporta, cel putin, doud dintre con-
secintele majore ale fenomenului internationalizarii
formelor de culturd europeana: 1) influenta contac-
telor interetnice, ca element al ascensiunii capitalis-
mului clasic occidental, cu efectele sale economice,
demografice, migrationiste si urbanizante, 2) imixti-
unea tot mai pregnantd a paradigmelor culturale eu-
ropene, ca rezultat al cresterii antreprizei capitaliste
pe piata produselor si serviciilor culturale.

In functie de contextul creatiei, circulatiei si al
consumului, traditia muzicii instrumentale pune in
evidenta doud tipuri de pluralism cultural: 1) — un
pluralism endogen, zonal sau regional, marcat de
schimbarile ,,ortogenetice”, minore, mai putin vizi-
bile, generate de contactele culturale intre comuni-
tatile etnice locale, din interiorul natiunii, §i 2) — un
pluralism exogen, european, marcat de schimbarile
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»heterogenetice” (Leclerc, 2003, 249), mai vizibile
si perceptibile ca si straine, schimbadri, rezultate din
contactele mediate Intre comunitatile culturale dis-
tante, indepartate, transnationale. Ambele tipuri de
pluralism cultural favorizeaza asa-numitul ,,concert
al natiunilor §i popoarelor” europene, al carui debut
isi are originea in epoca Luminilor. Noile genuri de
artd populard europeand, venite din Occident, sunt
percepute in tarile din Est ca si mesaj al societtii
contemporane, dar si ca manifestare a tendintelor
culturale hegemonice, exprimate de fenomenul mo-
dei europene.

Cel mai propice teren al modernizarii §i occi-
dentalizarii culturale 1-au constituit marile centre ur-
bane. Anume in orase, modul de viatd a suferit cele
mai rapide si mai profunde schimbari. Astfel, in Bu-
curesti, spre exemplu, din a doua jumatate a secolului
al XIX-lea, specialistii remarcd frecventa manifesta-
rilor si petrecerilor cu dans european. Era in floare
epigonismul dupa tot ceea ce venea din Occident.
Pana si interiorul caselor nobiliare tindea sa fie mo-
bilat in stil european. Calatorind in Europa, boierii
aduceau cu ei diversele obiceiuri, conduite si manie-
re de socializare din Franta, Italia, Austria si Germa-
nia. Aidoma convivilor lor din restul Europei, boierii
locali au Inceput sd organizeze si la ei acasd baluri
dansante. In perioada carnavalului, spre exemplu, pe
platoul Sutu din Bucuresti au inceput sa se desfasoare
baluri publice cu costume speciale si cu masti. Balu-
rile din saloanele aristocratice incepeau pe la ora 22 si
urmau toate regulile adoptate in Occident. Astfel,
supeul de la ora unu noaptea era precedat de o serie
de dansuri europene la moda: valsul, polca, mazur-ca,
cadrilul, lancierul, iar renumitul dans francez de
salon cotillon se dansa pani la orele 3-4 dimineata. in
timpul desfagurdrii acestui dans se ofereau diverse
cadouri, obiecte aurite sau de argint, flori artificiale,
bineinteles, toate procurate sau aduse spre comerci-
alizare de pe piata vest-europeand. O parte din cei
prezenti la baluri se distrau cu jocul in carti sau cu
jocul in biliard (Zemani, 2008, 20, 30). Moda gavotei,
mazurcii, cadrilului, polcii, lancierului si cotillon-
ului, dar si obiceiul balurilor mascate i a celor cos-
tumate va domina lumea roméaneascd mondend pana
la raspantia secolelor XIX—XX (Bulei, 2006, 33-34).

Dezvoltarea mass media, a tehnologiilor informa-
tionale in secolul al XX-lea (s ne amintim de aparitia
radioului, apoi a televiziunii, iar prin anii 60 — a Inter-
netului), va inlesni i mai mult circulatia rapida si efi-
cienta, la scara nationala si internationald, a mesajelor si
discursurilor culturale de origine si de destinatie di-
ferita. Acest fenomen va pune in evidentd, si mai preg-
nant, schimbarea, diferenta, diversitatea si pluralismul
simbolic si discursiv al lumii in care traim.
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Toate aceste premise de ordin cultural, social si
economic au avut un impact covarsitor asupra men-
talului colectiv. Ele au determinat o noua turnura in
procesul de revizuire, renegociere, reasamblare si
»reagezare dinamica” a valorilor culturii populare si a
celei traditionale, fenomen perceptibil, mai cu sea-
ma, in faza actuald a modernizérii din asa-numita
»perioada de tranzitie” spre capitalism, de la raspan-
tia secolelor XX si XXI. Normele si valorile culturii
traditionale, mostenite pe cale orala din trecutul is-
toric, Incep sa resimta tot mai mult influenta globali-
zarii economice §i a revolutiei informationale.

Importul si asimilarea unor forme de cultura
populard pan-europeana devine o realitate palpabi-la
deja catre mijlocul secolului al XIX-lea, epoca de varf
a ascensiunii geopolitice a Europei. Fiecare grup etnic
sau national intrd in contact direct sau indi-rect cu
Altii, descopera similitudini si diferente, isi testeaza
si-si stabileste propria identitate culturalda prin
raportare la cultura Celorlalti. Tendinta racor-darii
propriului discurs cultural la un spatiu cultural mai
larg devine tot mai manifestd anume in perioada
modernitatii clasice (secolul al XIX-lea). Afirmarea
identitatilor nationale, Inceputd incd din epoca ro-
mantismului european, se accentueaza ,,prin dialo-gul
spiritual cu celalalt, prin raportarea la wvalorile
culturale ale acestuia, In functie de care se precizeaza
contururile propriei identitati” (Mitu, 2000, 180).

Are loc astfel un proces de apropiere si de in-
trepatrundere a culturilor aflate in dialog, fenomen
deosebit de pronuntat si in sfera conexa a artelor
populare, inclusiv in cea a muzicilor traditionale.
Treptat, se vor configura anumite identitati cultura-
le partajate, reprezentate de genuri si specii comune
muzicii diferitor popoare europene. Schimburile si
comunicarea culturalda cu Ceilalti va determina
rein-terpretarea si modelarea continud a traditiilor,
in pa-ralel cu crearea de noi institutii si practici
culturale pe baza cunostintelor acumulate.

Un gen de textualitate interculturald, bazata pe
imprumuturi, influente, adaptari stilistice, pe pro-
ductii hibride si forme de metisaj, isi face un loc tot
mai pregnant in muzicile traditionale. Un set de
»culturi si structuri de contact”, reprezentdnd genuri,
creatii, melodii, forme de expresie, procedee stilisti-
ce, instrumente muzicale etc. este asimilat propriilor
tipare culturale, in conformitate cu propriul sistem de
valori i norme comportamentale.

2. O noud categorie culturala: muzica
populard de circulatie internationald
In procesul schimburilor culturale dintre Est si
Vest, un rol esential le-a revenit genurilor popula-
re de circulatie internationala si, in special, celor ce
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reprezintd muzica de dans. Astfel, beneficiind de o
deschidere fenomenald catre dialogul intercultural,
Mmuzica instrumentald, apanajul muzicantilor profe-
sionigti de traditie oralad (lautarii), a stimulat un au-
tentic proces de Innoire §i transformare a traditiilor
culturale din Moldova/Basarabia si Bucovina.

Evolutia galopantd a capitalismului in secolul al
XIX-lea a stimulat dezvoltarea profesionalismului
muzical, ceea ce a condus la o adevaratd explozie a ar-
telor. Astfel, in opinia muzicologului american Skott
Derek, in lumea occidentald s-au produs, ,,patru mari
revolutii ale culturii populare. La Londra a aparut mu-sic
hall-ul, la Paris — cabaret-ul, la New York — muzica
menestrelilor (minstrelsy), iar la Viena — muzica de dans
popular pentru cuplu”. Favorizate de transfor-marile
sociale si de incorporarea muzicii in afacerea capitalista,
»aceste patru genuri au supravietuit i in secolul al XX-
lea” (Skott, 2008, 3-4) (trad. n.).

Fenomenul a determinat o diferentiere accen-
tuatd in sanul culturii occidentale. A aparut muzica
populard ,,de divertisment” (cu caracter comerci-al),
care se va situa tot mai mult in opozitie cu arta numita
,,serioasd”, de facturd academica. Criticii nu ezitd sa
vorbeasca chiar de ,,marea schisma” (Henry Raynor)
sau de ,,odioasa prapastie” (Th. Adorno), care s-a
aprofundat pe parcursul modernitatii tar-zii (secolul al
XX-lea). Dominatia comercialului si a afacerii
capitaliste In muzicd s-a consolidat si cu aportul
artistilor populari, care vor promova stilurile moderne
rock, pop, folk. Revolutia popularului mu-zical
european din secolul al X1X-lea a stimulat un amplu
proces de simbiozd, de re-elaborare si valori-ficare a
unor creatii $i genuri populare mai vechi, de origini
culturale diferite. In scena dialogului cultural pan-
european au intrat asa genuri, precum contra-dansul
englez si schottis-ul boemian, cadrilul si ga-lopul
francez, ldndler-ul austriac si german, polca cehi,
valsul vienez, mazurca si cracoviacul polonez,
ceardasul maghiar si altele.

Impusd sa intre in dialog cu cultura populara
europeana, incepand cu a doua jumatate a secolului al
XIX-lea, muzica traditionald autohtond se moder-
nizeaza treptat, reconfigurandu-si intregul sistem de
genuri. Limbajul si formele ei de expresie se perfec-
tioneaza, iar ofertele repertoriale si solutiile stilistice
se adapteaza la gusturile §i preferintele noului public
urbanizat si cosmopolit. Unele dansuri de salon, al-
tadatd accesibile doar paturilor aristocratice, intr,
gratie contributiei noilor paturi de functionari si
intelectuali, in circuitul democratic al claselor mij-
locii de la orase. Modelele de salon devin obiectul
perceptiei, imitarii, interpretarii i creatiei lautarilor
locali. O contributie importantd in procesul difuzarii
noilor modele de dans european le-a revenit si maes-

trilor coregrafi. Ghidati de interesul afacerii comer-
ciale, ei nu au ezitat sa se inspire din modelele mai
vechi ale dansului de salon, pentru a crea si
promova pe baza lor modele coregrafice noi, care
se vor afir-ma sub denumiri diverse, precum
grossfather, tam-peta, ecoseza, schottis, cotillon,
lanteta, padespani, vengherca s. a.

Deschise pentru a fi ,,rostite” in diferite dialecte
si cu diverse accente culturale, modelele europene au
penetrat destul de lejer frontierele culturale, geogra-
fice, politice, etnice si lingvistice ale continentului. In
mediul autohton, muzica populara europeana va fi
perceputd ca mesaj al societdtii contemporane si ca
factor al progresului, iar in mediul rural — ca muzica
de curiozitate folclorica.

Incd din a doua jumitate a secolului al XVIII-lea
si pe parcursul celui de-al X1X-lea, In sanul muzicii
savante din Occident s-a dezvoltat o categorie dis-
tincta de creatii, scrisa pe intelesul celor multi si des-
tinata publicului larg. Ea a fost categorisita de speci-
alisti ca fiind muzica de popularitate. La patrimoniul
acesteia au contribuit multi compozitori celebri ai
vremii. Printre numele sonore la tema se plaseaza, de
pilda, Wolfgang Amadeus Mozart, cu opera ,,Flautul
fermecat” (Die Zauberflote), Jacques Offenbach, cu
renumitul sau Cancan din opereta ,,Orfeu in infern”,
Rodrigo Martinez, cu concertul sau pentru chitara,
tratat in stilul modern blues pe 12 masuri i multi
altii. Muzica populard europeand de dans a oferit o
excelentd platformd pentru creatia clasicd si roman-
ticd de concert. Landlerul, menuetul, valsul, polca,
poloneza, cracoveacul, ceardasul etc. au inspirat cre-
atia unor compozitori consacrati, ca Joseph Haydn,
Karl Maria Weber, Franz Schubert, Johann Brahms,
Ferenc Liszt, Friderik Chopin, Joseph Lanner, Emile
Waldteufel, Piotr Ilici Ceaikovski s.a.

Cresterea fabuloasd a popularitatii muzicii eu-
ropene de dans in secolul al XIX-lea se datoreaza, in
primul rind, compozitorilor din dinastia vieneza
Strauss. Membrii acesteia au devenit celebri ca si in-
temeietori si dirijori ai vestitelor orchestre de dans de
salon din Viena, o metropola-simbol a noii lumi
dansante, focar de iradiere a muzicii populare eu-
ropene pe toate meridianele. Compozitorii Strauss
senior (1804-1849), Strauss junior (1825-1899) si
succesorii lor — Joseph Strauss (1827-1870) si Edu-
ard Strauss (1835-1916) — au scris peste 500 de ca-
podopere in diverse genuri ale muzicii populare de
top: operete comice, valsuri, polci, galopuri, numite i
»polka-schnell”, cadriluri, polci-mazurca, marsuri etc.
Vastul repertoriu popular, creat de acesti maes-tri, a
constituit premisele aparitiei unui nou concept in arta
muzicala. El va fi exprimat prin eticheta ger-mana de
Unterhaltungsmusik, cu sensul de ,,muzica
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usoard, de divertisment, Intretinere, distractie, con-
versatie”, sau prin cea de Leichte Musik,
insemnand ,,muzicd usoara, frivola, accesibild”, in
acceptiunea data de critica muzicala a vremii.

Vastul creatie straussiand a oferit noii lumi
burgheze, posedate de moda dansului de societate,
celebrele valsuri si polci. Axate pe melodii gratioa-Se,
pe armonii diafane, pe orchestratii transparente si
voluptoase, ele au marcat o noua epoca in istoria
muzicii universale. Geniul dinastiei Strauss a revo-
lutionat muzica profesionista de dans in asa masu-ra,
incat nimic nu-i mai putea sta in cale. Lucrarile lor s-
au bucurat de un succes atat de mare, incat au produs
o adevarata senzatie pe cele mai mari scene ale lumii.
Popularitatea le-a adus compozitorilor be-neficii
materiale fabuloase. Cel mai prosper in acest sens a
fost Johann Strauss junior, care a avut parte de o
carierd internationald fulminantd. Comentatorii 1l
considera a fi printre primii muzicieni-milionari ai
vremii sale, dupa ce, In anul 1872, dirijase la Boston
si Philadelphia o orchestra gigantica, compusa din
1087 (') muzicieni (Schonberg, 1997, 298).

Muzica de dans si de divertisment se transfor-ma
intr-un bun de larg consum. Ea devine o marfa cu mare
valoare pe piatd. Arta popularad europeand se converteste
in resursa economica si este tratatd de catre antreprenorii
privati ca si factor de plusvaloare si profit. Editorii
concura 1n acest proces cu o ploaie de albume muzicale.
Ei publica cele mai populare arii §i piese instrumentale
pentru pian, majoritatea axate pe ritmurile la moda de
dans. Ia nastere o adevara-ta industrie a tiparului si a
distributiei comerciale a muzicii. in marile centre urbane
se Infiinteazd retele de magazine, specializate in
vanzarea instrumentelor muzicale europene si a editiilor
de note. Creste presti-giul marilor scoli europene de
balet (din Paris, Stutt-gart, Viena, Sankt Petersburg,
Londra), unde sunt pregatiti cei mai buni artisti-
coregrafi, disponibili sd concureze pe cele mai diverse
piete culturale ale lumii.

In viata culturald a marilor orase, marcati de o
continud migcare si efervescentd, se impune o noud
categorie profesionalad - maestrul de ,,dans modern”,
numit §i ,.coregraf’, si caruia i se atribuie functii
speciale in organizarea petrecerilor cu dans si in
gestionarea salonului de bal. O mare popularitate
procura spectacolele teatrale, in special, cele de larga
audientd i impact social, precum vodevilul, come-
dia, teatrul de revistd, drama cu cantec etc. In pro-
gramele acestora sunt introduse selectii din cele mai
populare dansuri ale timpului. Tonul si directia in arta
teatrald europeanda de divertisment le va da insa
opereta, cade a devenit un adevérat ,,aspirator” al in-
vestitiei publice financiare si sentimentale. Simbolul
acestui fenomen il reprezinta Opera bufd din Paris
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(Bouffes-Parisiens), institutie de prima importanta
in domeniu, fondatd in anul 1855, cu contributia
direc-ta a compozitorului Jacques Offenbach.

Opereta, sansoneta, cantoneta, romanta sau lie-
dul, barcarola, serenada, cantecul napolitan — genuri
non-elitiste, desconsiderate i marginalizate pana de
atunci — atrag interesul profesional al unor mari
cantareti de opera. Revolutia muzicii populare din
secolul al XIX-lea, despre care vorbea Skott Derek
mai sus, a schimbat radical atitudinea publicului fata
de artistii muzicii populare. Burghezia mercantila si
industriald a inceput sa aprecieze si sa sponsorizeze
evoluarea lor. Pentru a satisface cererea mare din ca-
drul diverselor serbari si petreceri publice, muzicie-
nii din orchestrele simfonice s-au trezit a fi nevoiti sa
cante, dincolo de repertoriul obignuit al muzicii cla-
sice, si valsurile vieneze la moda. Institutiile cultura-
le, artele performative In general, teatrul de comedie
si de varietdti, opereta, orchestra de dans, fanfara si
circul, In special, se transformd in agenti importanti ai
muzicii populare europene. In mai toate centrele
urbane mai mari sau mai mici din intreaga Europa se
infiinteazd fanfare comunale sau de promenada,
considerate a fi simbolul prestigiului cultural si al
modernitatii. Conservatoarele isi dau concursul la
pregdtirea unui numar impunator de dirijori §i in-
structori muzicali, chemati s gestioneze procesul de
organizare §i evolutie al fanfarelor, tot mai solicitate
pe la petrecerile mondene cu dans (baluri, serate,
carnavaluri, promenade, serbari, petreceri, repre-
zentatii teatrale etc.).

Marile descoperiri ale gandirii umaniste euro-
pene din epoca Luminilor au creat, ele insele, pre-
misele deschiderii culturilor spre comunicare. Sa ne
amintim, 1n acest sens, de ideile occidentale univer-
saliste si misionare (secolul al XVIlI-lea), de impac-
tul conceptiilor de imperialism §i nationalism din
epoca romanticd (secolul al XIX-lea). Puse in fata
unei ofensive frontale (economice, tehnologice, ide-
ologice si culturale) fard precedent din partea Vestu-
lui, civilizatiile si popoarele numite ,,exotice”, fie ele
din lumea proxima est-europeand sau din cea mai
indepartatd (Orientul apropiat, Orientul Mijlociu,
Extremul Orient, Asia, Africa, Oceania), au fost for-
tate sd se deschida prin constrangere unele altora si, in
primul rand, marilor puteri europene.

Asadar, evolutia rapida a relatiilor capitaliste pe
intreg continentul european a stimulat faza deschi-
derii culturale maxime a popoarelor aflate in con-tact,
inclusiv prin oamenii de artd ca importanti actori
sociali: muzicienii, cantaretii, pictorii, actorii,
scriitorii, dansatorii etc. Tendintele pluri-culturale si
cosmopolitismul isi va ldsa amprenta in struc-tura
repertoriilor muzicale, in special, in cele lega-
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te de dans. Expansiunea europeana va influenta in
primul rind anume acest sector al culturii populare,
ilustrand prin fapte ca ,nu sunt vii decat
civilizatiile capabile sa-si exporte bunurile la mare
distanta, sa iradieze” (Leclerc, 2003, 25).

Secolul al XX-lea marcheaza o noua expansi-une
a genurilor populare. Dialogul cultural se ex-tinde la
scard intercontinentald. Muzica europeand intra in
contact cu cultura latino-americand si cea nord-
americand. Rand pe rand, in tarile europene se impun,
modelele in voga: pe de o parte, genuri-le originare
din America Latina (tango, rumba, cha cha cha,
samba, passo doble si bossa nova, uneori percepute
ca si muzicd de ,,jazz”), iar pe de alta, cele venite din
America de Nord (foxtrot, ragtime, two-step, one-
step, dixie-land, boogie-woogie, disco s. a.). Intens
mediatizate §i comercializate pe calea tiparu-lui,
radioului si productiei discografice, acestea sunt
adoptate de clasa mijlocie din orase si de patura in-
telectualilor. Ele sunt percepute ca noud muzica de
salon, ,,echivalentul valsului vienez din secolul ante-
rior” (Radulescu, 2002, 38-39). Cu o intensitate mult
mai redusa, unele modele patrund si in repertoriul
muzicantilor rurali autohtoni. Pentru multd vreme,
acestea au conservat un nucleu relativ stabil de ge-
nuri noi, din care nu lipsea valsul, polca si tangoul.

Astfel, putem spune, cd muzicile populare din
centrul si estul Europei au evoluat continuu, in func-
tie de tendintele culturale dominante in societate.
Orice aspect nu am analiza — constatd antropologul
american Alan Merriam, — ,,schimbarea este prezen-ta
ca o constantd a experientei umane, iar proportiile
schimbarii sunt diferite de la o cultura la alta si de la
un aspect la altul” (Merriam, 1969, 303) (trad. n.).
Din aceastd constatare putem deduce un principiu
metodologic important, si anume acela, cd muzicile
populare, in virtutea naturii lor dinamice, nu pot fi
caracterizate in termeni statici §i impietriti, ci, mai
curdnd, 1n termeni conventionali, de naturd fluida.
Directia si amploarea proceselor de evolutie In mu-
zica populard pot fi cel mai bine exprimate, credem
noi, prin asa termeni, precum globalizare culturala
regionald, occidentalizare culturald, expansiune sau
rezonantd culturald europeand. Acesti termeni au
darul de a pune 1n evidentd mecanismul dialogului
cultural, perceput ca anticamera a globalizarii sau
mondializarii culturale din zilele noastre.

3. Basarabia si Bucovina:
o europenizare culturali bipolard
Zonele etnografice ale Moldovei de la est de Prut

(Basarabia) si Bucovina, regiuni istorice importante
in configuratia spatiului cultural romanesc, nu vor
ramane in afara proceselor de expansiune culturala

europeand, de modernizare si occidentalizare. Se cu-
noaste, cd lupta acerba pentru hegemonia geopoliti-ca
in zona Europei Centrale si de Est s-a soldat cu
anexarea Bucovinei la imperiul habsburgic (in 1775)
si a Basarabiei la cel tarist (in 1812). Astfel, factorul
geopolitic a determinat o ,,disjunctie” a traiectoriei
evolutiei moderne a acestor doud regiuni estice ale
romanitatii culturale orientale. Pe parcursul secolu-lui
al XIX-lea si pand la inceputul celui de-al XX-lea,
procesul modernizarii in teritoriile vizate va lua, ca sa
spunem asa, aspectul unei ,,europeniziri bipola-re sau
bifurcate”. Bucovina, partea de nord a vechii
Moldove, va fi conectatd la dialogul cultural pan-eu-
ropean prin filiera administrativad austriacd (germa-
nofild), iar Basarabia — prin cea ruseasca (slavofila).
Puterile politice imperiale din aceste regiuni vor juca,
fiecare in mod diferit, rolul de mediator al dialogului
dintre Vestul european si cultura locald. Bucovina se
va apropia tot mai mult de cultura Europei Centrale,
iar Basarabia — de cea a Europei Orientale.
Documentele privind viata culturala din Basara-
bia releva o intensificare a circulatiei formelor occi-
dentale, incepand cu secolul al XIX-lea, dupa anexa-
rea partii de est a Moldovei la imperiul tarist, in 1812.
Se remarca, in acest sens, concertele i seratele susti-
nute de fanfara militard ruseascd la Chisindu (1818,
1823), frecventa reprezentatiilor de teatru cu ,,dan-
suri costumate” (Boldur, 1939, 746; Danila, 1995, 14)
dupd moda europeana, atmosfera dansanta a balurilor,
seratelor si meselor familiale din casele no-bililor
locali, de la care nu lipseau diferitele formatii de
muzica populard, inclusiv cele lautaresti. Turneele
trupelor teatrale straine (italiene, franceze, rusesti,
germane, inclusiv romanesti), tot mai frecvente din a
doua jumatate a secolului, vor deveni o constantd a
vietii culturale locale, dar si un factor de populari-
zare in mediul autohton a dansurilor occidentale la
moda. Catre sfarsitul secolului al XIX-lea, la Chisi-
nau functioneaza deja un local special de distractii
(cazinoul) si doua séli de spectacole (Ypycos, 1907,
197). La inceputul secolului al XX-lea sunt atestate
mai multe sdli private pentru lectii de dans modern,
printre care si cele din incinta Clubului nobilimii din
Chisinau si din vecindtatea acestuia (beccapaberr,
1905, 1). Concomitent, creste si numarul instructo-
rilor de dans modern. In mediul rural din Basarabia,
evolutia rudimentard a dansului occidental a fost
consemnata deja pe la 1862. Fenomenul penetrarii
elementelor occidentale in mediul rural basarabean va
fi favorizat, pe de-o parte, de dezvoltarea legaturi-lor
comerciale, de influenta culturii urbane si a celei
oficiale (imperiale, functiondresti, militare), in plind
expansiune catre sfarsitul secolului al XIX-lea, iar pe
de alta — de factorul demografic si cel al migratiei, de
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afluxul puternic de noi populatii, venite inclusiv
din Europa Centrala si din cea de Vest.

Cat priveste Bucovina, profesorul Liviu Rusu
releva rolul functionarilor austrieci, pe de o parte, si a
fanfarelor militare, pe de alta, care au fost, in opi-nia
autorului, ,,primii mesageri ai culturii occiden-tale” in
perioada ce a urmat anexarii din anul 1775 (Rusu,
1939, 799). In orasul Cerniduti se organizea-zi
frecvente serbari si procesiuni publice cu muzica
europeand, unele prilejuite de vizitele imparatesti si
de intrunirile oficiale din capitala Bucovinei. Baluri-
le nobilimii, foarte populare in epoca, erau asistate de
fanfarele militare ce interpretau marsuri si dan-suri
europene la modi. In randul elitei intelectua-lilor
locali apare interesul fatd de muzica clasicd si de
divertisment. Viata culturald din Bucovina este
animata tot mai mult de noile forme de culturd eu-
ropeand: spectacolul muzical-dramatic, concertul,
serbarea publicd, serata muzicald, balul, muzica de
promenada. Se intensifica dialogul cultural cu noile
comunitdti de colonisgti germani (svabi), polonezi si
slovaci, stabiliti in mai multe valuri, dupa anexarea
din 1775, inclusiv in unele zone rurale din Bucovina
(Ceausu, 1998, 72-73; lacobescu, 202, 177-226; Gri-
gorovici, 1998 si 2002; Grigorovitd, 1996; Morariu,
1998). Elementul demografic central-european este
mai consistent insd in mediul urban, unde patrunde
mai usor noile forme de culturd europeana.

Astfel, conjunctura economica, politica, socia-
13 si demografica a ultimelor doud secole a deschis
larg usile unui autentic proces de innoire §i trans-
formare a traditiilor culturale locale. Aidoma unui
flux al modei, tendintele culturale europene domi-
nante vor rezona si in arta lautarilor, a muzicantilor
profesionisti de traditie orald. Repertoriul lor se va
imbogati cu elemente ale textualitatii interculturale.
Vor fi afectate, cu predilectie, doud dintre cele mai
importante domenii ale practicii lautaresti: muzica
instrumentald de dans si muzica festivad de nunta.
Prin intermediul ldutarilor, ca profesionisti ai cultu-
rii, noile forme muzicale de dans european isi vor
face loc tot mai pregnant 1n viata publica. Muzica
traditionald din Moldova/Basarabia si Bucovina se
va deschide, progresiv si selectiv, catre dialogul cu
genurile culturii populare europene. Acest proces
va determina, in mod legic si obiectiv, o revizuire
si adaptare a formelor si mijloacelor vechi de
expresie, o reasezare a repertoriului in albia
necesitatilor cul-turale in continua miscare.

Modernizarea, perceputd drept europenizare
sau occidentalizare, va afecta intregul sistem de ge-
nuri al muzicii traditionale de dans. Se va accentua
tendinta de hibridizare si de utilizare ,,eteronoma” a
limbajului muzical, pentru a raspunde la evolutia
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gusturilor si a modei. Mutatiile intervenite pe scena
Europei i1n secolul al XIX-lea pun in miscare diver-
sele paradigme culturale ale societatii — muzica lau-
tdreasca, psaltica, orientald, folclorica §i occidentala
(Ghircoiasiu, 1992, 221-231). Ele vin in contact, in-
trd in competitie, se ciocnesc si se influenteaza reci-
proc, realizand astfel un dialog simbolic continuu, un
schimb de mesaje si de valori estetice.

Consultarea documentelor fonogramice si a
surselor bibliografice disponibile, ne permite sa
avansam ipoteza cd, intr-o prima etapa, ce se extin-de
pe durata ultimelor decenii ale secolului al XIX-lea
pana in deceniile doi-trei ale secolului al XX-lea,
procesul de modernizare a muzicii traditionale din
Basarabia si Bucovina a afectat, in principal, dome-
niul muzicii instrumentale de dans. Fiind apanajul
predilect al lautarilor, acest domeniu s-a imbogatit
treptat, gratie importului, adoptarii, folclorizarii si
indigenizarii, cu precadere in mediul urban si mai
putin in cel rural, a unor modele, genuri si creatii ale
muzicii de dans populare europene la moda.

4. Genurile muzicii traditionale de

dans: probleme de clasificare

Desi importantd In cunoagterea muzicii de dans,
problema inovérii, modernizarii si restructurarii di-
namice a sistemului de genuri a fost, in majoritatea
studiilor autohtone, fie subestimatd sau eclipsata, fie
marginalizata sau chiar ignorata. Abordarea teoretica
a conceptului si notiunii de gen s-a dovedit a fi una
extrem de dificilda, ambigua si controversata, ceea ce a
si determinat probabil o oarecare retinere, reticenta si
limitare a interesului din partea cercetatorilor.

Problema genului in muzica, in general, si in cea
traditionald, folclorica si populara, in particular, ridica
aspecte destul de dificile. Pe cat de des utili-zat in
limbajul curent de specialitate, conceptul de gen
muzical ramane pe atat de controversat, ambi-guu,
insuficient de clar formulat la nivel notional. Existd —
in opinia lui Valentin Timaru ,0 vinovatd
complicitate In manifestarea unei «ingaduinte» de a
nu defini cu exactitate nici termenul si nici aria sa
semanticd. De aici, o adevaratd mezaliantd dintre
forma si gen, ajungand la diversificarea neingaduit de
mult a formelor muzicale pe seama unor genuri”
(Timaru, 1998, 62).

Acest fapt i-a determinat pe unii etnomuzico-logi
sd abandoneze notiunea de gen, ca marcher al
identitatii socio-functionale a creatiei, In favoarea
celei de categorie folclorica, propusa si fundamentata
teoretic de Ghizela Suliteanu (Suliteanu, 1991, 178-
184). Unii cercetatori asimileazd sensul notiunii de
gen cu cel al notiunilor de repertoriu si specie. Co-
mutarea derutantd de sens al conceptului in cauzd
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este prezentd, spre exemplu, si in prestigiosul volum
didactic universitar, intitulat Folclor muzical roma-
nesc (1983), avandu-i ca autori pe Gheorghe Oprea si
Larisa Agapie (Oprea, 1983). Astfel, intr-un loc al
lucrari, autorii vorbesc despre ,,genuri §i specii inte-
grate obiceiurilor” (Oprea, 1983, p. 156), iar in altul

— despre ,,repertorii” legate de obiceiurile calenda-
ristice, familiale, de varsta, profesionale etc. (Oprea,
1983, p. 158-280). Totusi, notiunea de gen, credem
noi, nu poate fi abandonati. Ea reprezintd un con-
cept-cheie al etnomuzicologiei si totodatd un instru-
ment indispensabil cercetdrii aspectelor tipologice,
sociologice si semantice ale muzicii traditionale.

In acceptiunea clasicd, notiunea de gen (prove-
nitd din latinescul genus, cu sensul de neam, rasa, fel,
mod de a fi) desemneazi ,,0 clasd de fenomene mu-
zicale reunite prin consensul datelor de structurd si
finalitate estetica” (Firca, 1984, 204). Cu alte cuvinte,
aceastd notiune desemneaza un grup de creatii ce au
in comun scopul comunicdrii, mijloacele de expresie
si modul de executie muzicald. Genul exprima, pe de
o0 parte, relatia artei muzicale cu functia sa sociala, cu
contextul si modalitatile interpretarii si perceptiei
publice, iar pe de alta — cu particularitatile de conti-
nut si de forma ale creatiilor (Masens, 1979, 18). Sis-
temul de gandire artistica al unui individ sau al unui
grup social implicd relatia dialectica a trei factori de
bazi: limbajul, genul si forma de expresie. Aceste no-
tiuni ,,nu sunt insa simple fatete ale artei muzicale, ci
nivele interdependente ale sistemului unitar de
gandire, in care limbajul tine locul celui mai mobil
component, iar genul — locul celui mai conserva-tor si
stabil”. In opinia muzicologului A. Aranovsky,
problema genului tine, de fapt, de aspectele privind
Htipul de creatie” (Apanosckwuii, 1987, 6-7). Mihail
Bahtin crede ca genul incifreaza ,,memoria creatoare
a artei” (Apanosckwuii, 1987, 6), ansamblul de norme
de creatie si circulatie.

Se poate spune, asadar, cd genul muzical repre-
zintd un cod de legi si procedee de creatie. El reprezin-ta
insasi modalitatea de existentd a artei. Factorii de gen
stabilesc acel complex paradigmatic, care deter-mina
locul si sensul creatiei in cadrul general al cultu-rii.
Fiind o categorie plurivalenta si pluridimensiona-la,
genul nu poate fi epuizat de cétre o singura epoca, un
stil, o scoald, directie, curent sau personalitate ar-tistica.
Fiecare dintre acesti parametri nu pot decat sa releve
genului, care, prin asociere §i comparatie, ilustrea-za
lungul traseu de continuitate istorica a artei.

Prin notiunea de gen folcloric, etnomuzicolo-
gul Emilia Comisel intelege ,,0 categorie estetico-
istorica, avand trasaturi muzicale si literare proprii
si o functie specifica in cadrul colectivitatii” (Co-

misel, 1992, 84). Cercetarea sistemica a genurilor are
in vedere — dupa Yzaly Zemtsovsky — ,reflecta-rea
folclorului ca fenomen viu, integru si dinamic”
(3emmoBckuii, 1971, 24). In delimitarea stiintifici a
genurilor folclorice muzicale, specialistii evidentiaza
importanta principiald a trei criterii de baza: criteriul
structural, criteriul functional si criteriul semantic.
Cunoscutul cercetator rus Evgheni Ghippius a redat
esenta acestei notiuni printr-0 formulare destul de
laconica, dar foarte clard in continut. Genul — afir-ma
autorul, — reprezinta functia sociald realizatd in
structura muzicala.

Functia sociala a genurilor folclorice nu este insa
una statica si izomorfa. Fiind ,,un semn al actiunii
culturale in timp i spatiu social” (Deely, 1997, 11),
ea comporta consecintele schimbarii sociale §i istori-
ce. De aceea, unul si acelasi gen folcloric poate avea
mai multe functii, in baza carora se poate manifesta in
contexte sociale diferite. Specialistii vorbesc des-pre
caracterul multiplu, pluridimensional si pluri-modal
(nu se scrie impeuna?) al functiilor, pe care le
incumba genul folcloric. Functia creatiei trimite,
agadar, la un larg cdmp semantic, capabil a cumula un
spectru variat de semnificatii culturale. Diversele
accente sociale si culturale ale functiei se dezvaluie in
mod diferit pe parcursul evolutiei istorice. Caracterul
functional multiplu asigurd posibilitatea manifestarii
autonome a genului in diverse contexte sociale.

Fenomenului plurifunctionalititii genului fol-
cloric se traduce in practica vie prin amestec de
repertorii, prin migratie de la un gen la altul, prin
contaminare, preluare si transfer de idei, teme §i mij-
loace de expresie etc. (Comisel, 1986, 65-66). Data
fiind aceasta particularitate ontologicd obiectiva, de-
limitarea clard si univoca a genurilor folclorice de-
vine uneori foarte anevoioasd, iar alteori — aproape
imposibild. Limitele labile §i incerte, zonele bivalen-
te, de contact, de fuziune si tranzitie intre campuri
semantice diferite constituie o norma de existentd a
artei populare aflate in proces viu de evolutie. Prin
manifestarea plurifunctionald, viata instituie un ,,di-
alog intens Intre genuri”, dand glas astfel unitatii sin-
cretice originare a artei (3emuorckuii, 1971, 26).

Caracterul plurifunctional al genurilor folclori-ce
determina caracterul mobil si difuz al clasificarii.
Genurile dezvaluie capacitatea de a migra in interi-
orul sistemului si de a stabili o anumita relatie, ordi-
ne, ritmicitate si corespondentd intre partile lui. De
aceea, orice sistem de clasificare nu poate sa reflecte
decét o anumitd stare de fapt la momentul concret al
evolutiei muzicii traditionale. Sistemul clasifica-
tional reproduce, ca sa folosim expresia inaripata a lui
Johan Huizinga, ,,armonia functiilor culturale”. El
este reflexul unei ordini, al unui stil sau ,,ritm vital
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al societitii” (Xeitsunra, 1992, 259), in care muzicii i
se atribuie un rol de mediator cultural. in opinia lui
Const. Briiloiu, sistemele ,,se recunosc dupa ca-
racterul natural al principiului lor” (Brailoiu, 1969,
219), adica dupa relatia functionala fireasca cu via-ta
unei societdti concrete. Genurile folclorice isi pot
conserva potentele expresive, functia sociald si con-
tinuitatea istorica, dand nastere unor suprapuneri de
straturi culturale stilistice.

Analiza structurii tipologice a materialului nos-
tru se axeaza pe doud seturi de criterii de departajare:
1 — criteriile socio-functionale (care tin cont de spe-
cificul functionarii sociale a genurilor) si 2 — criteriile
structurale (care tin cont de organizarea morfologica,
de melodie, de ritmul si arhitectura creatiilor).

Un exemplu relevant al aplicarii criteriilor struc-
turale il ilustreaza studiul Ghizelei Suliteanu despre
muzica de dans din zona Muscel-Arges. Luand drept
element distinctiv modul de organizare al ritmului si
masurii muzicale, autoarea delimiteazd patru tipuri
(cu sensul de genuri, modele) muzical-coregrafice de
baza: brau, hora, sarba, de doi. Cercetatoarea con-
chide, ca in albia acestor patru tipuri de dans con-verg
majoritatea creatiilor traditionale locale, care se aflau
in circulatie la data colectarii — anii ’60-70 ai
secolului al XX-lea. Totodata, in raport cu tipurile de
baza, autoarea distinge si o serie de dansuri ,,mo-
derne orasenesti”, ,,de provenientd mai noud in timp”
(Polca, Hoira, Polca pe furate, Valsul, Tangoul), care
au patruns in repertoriul folcloric muscelean treptat,
incepand cu finele secolului al XIX-lea. Aceste dan-
suri se caracterizeaza prin formule speciale de acom-
paniament, numite ,,tiituri nemtesti”. Se apreciaza ca
sub aspectul functionalitatii sociale la sate, dansurile
populare de circulatie internationald ar avea o pon-
dere redusa si ca s-ar situa ,,la periferia repertoriu-lui”
(Suliteanu, 1976, 40-41, 130).

Sistemul de partajare tetra-partitd a reperto-riului
de dans a fost preluat de muzicologul Elena Florea,
care a incercat sa-1 aplice analizei muzicii traditionale
de dans din RSS Moldoveneascd, aflatd in circulatie
prin anii ‘70-80 ai secolului trecut. Ast-fel, intregul
repertoriu a fost delimitat in patru tipuri coregrafice
de bazd, printre care: sdrba, batuta-hora,
(h)ostropatul si hora mare (®@mopst, 1983). Din paca-
te, metoda s-a dovedit a fi una neconforma cu boga-
tia stilistica si diversitatea functionala a materialului
aflat in circulatie folclorica. O seama de modele mu-
zical-coreice de larga popularitate, precum cele ,,de
doi”, cuprinse in clasificarea Ghizelei Suliteanu, sau
cele rezultate din dialogul cultural pan-european, spre
exemplu, au ramas, pur si simplu, ignorate, ca i cum,
in realitate, acestea nici nu ar fi existat.

Viziunea restrictiva si oarecum statica, conform
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careia, in plin secol XX, putem vorbi de o traditie
culturala purd, inchisa, opaca, lipsitd de comunicare si
schimburi cu Ceilalti, ferita de imixtiunea influ-
entelor din afara, s-a dovedit a fi una excesiv de li-
mitatd, ingustd si ineficientd. Se cunoaste insa ca, in
esenta ei, muzica traditionald reprezintd un fenomen
social dinamic, aflat mereu in schimbare, datorita
contactelor si comunicarii cu elementele culturale din
afard, fie ele transregionale, transnationale sau
transfrontaliere, determinate de factorii de naturd
sociald, politici sau demografica. In continutul sau,
ea nu este §i nici nu poate fi in Intregime o muzica
strict locala sau pur nationald. Existd mereu o relatie
si tensiune dialectica intre local si national, intre re-
gional si continental, intre national si transnational,
mai cu seamd, in secolul al XX-lea, epoca intensifi-
carii contactelor dintre popoare si culturi.

Tinand cont tocmai de caracterul dinamic al
evolutiei artei populare, care presupune diferen-
tierea si ,,segmentarea universului corespunzator
epistemei (cunoasterii — n. n.) diferitor epoci” (Eco,
1982, 106), in scopul ordonarii adecvate a sistemu-
lui de genuri ce caracterizeaza patrimoniul muzicii
traditionale de dans din Moldova/Basarabia si
Buco-vina, am considerat necesara adoptarea unei
duble perspective de abordare a repertoriului: una
sincro-nica si alta diacronica.

Prin notiunea de ,perspectivd sincronica” de-
scriem procedeul ordonarii simultane, pe verticald a
culturii muzicale locale, adica ,,listarea” tuturor ge-
nurilor specifice traditiei folclorice dintr-o anumita
etapa istoricd a evolutiei, abordabila prin date, infor-
matii §i materiale concrete. Procedeul este completat
prin compararea listelor tipologice si evidentierea
unitatilor stabile, de continuitate, In structura intre-
gului sistem de genuri. Perspectiva sincronicd per-
mite diferentierea mai multor straturi istorice sau
paliere de evolutie a culturii muzicale traditionale.
Astfel, vom putea sa intelegem cum traditia orald
descinde din lumea indepartatd a medievalititi, cum
transmite §i permanentizeazd valori, unitati si re-
pertorii de semne la nivelul matricei culturale, cum
acumuleaza, asimileaza si indigenizeaza treptat noi
valori, unitdti si repertorii culturale de-a lungul pe-
rioadelor istorice succesive, din medievalitatea tarzie
pana in epoca moderna §i contemporana.

Prin notiunea de ,,perspectivd diacronica” de-
scriem procedeul ordonarii consecutive a culturii
muzicale locale, adicd expunerea pe orizontald a tu-
turor genurilor muzicale ce caracterizeaza repertoriul
diferitor etape, stadii sau paliere istorice de evolutie.
Procedeul permite compararea listelor si evidentierea
unitdtilor noi n structura sistemului de genuri. Astfel
privind lucrurile, vom putea intelege, odatd in plus,
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ca fiecare gen isi are propria traiectorie de evolutie, ca
este chemat sd raspundd unor mutatii economice,
sociale si culturale particulare intr-un spatiu cultural
si istoric concret, cd serveste unor necesitati culturale
dinamice, mereu in schimbare de la o anumitd etapa
istorica la alta, de la o societate sau comunitate umana
la alta. Perspectiva sincronica ne permite sa vizuali-
zam si sa Intelegem rolul si locul fiecarui gen muzical
nou-adoptat ca unitate autonoma, integrata si corela-
td 1n cadrul sistemului de valori ale culturii muzicale
traditionale de dans la nivelul etapelor, stadiilor sau
palierelor istorice de evolutie.

5. Stratificarea istorica culturali a repertoriului

Aplicarea perspectivei diacronice permite deli-
mitarea a trei stadii principale de evolutie istorica a
artei muzicale traditionale. Primul stadiu corespun-de
epocii medievale tarzii (secolele XVI-XVII), al
doilea — epocii premoderne sau preindustriale (seco-
lul al XVIll-lea — inceputul secolului al XIX-lea), iar
al treilea — epocii moderne si contemporane (a doua
jumatate a secolului al XIX-lea — secolul al XX-lea si
inceputul celui de-al XXl-lea). Astfel, axdndu-ne pe
aceastd cronologie tripartitd, in cultura muzicala
traditionald de dans din Moldova/Basarabia si Bu-
covina putem distinge trei straturi istorice culturale de
bazd, pe care le vom numi conventional: a) stratul
fundamental, b) stratul median si, c) stratul superior.
Acestea corespund celor trei stadii de evolutie istori-
ca. Fiecare strat istorico-cultural se bazeaza pe anu-
miti factori de naturd socio-economicd, functionala,
estetica si stilistica.

Straturile istorice culturale au capacitatea de a se
suprapune si/sau interfera in repertoriul muzical
actual, demonstrind astfel o strinsa relatie de com-
plementaritate si de continuitate a genurilor muzicii
traditionale de dans de-a lungul unei perioade isto-
rice de duratd considerabild. Straturile istorice cul-
turale reprezintd, in acelasi timp, marca identitatii
culturale si a memoriei colective in actiune. In albia
celor trei straturi istorice culturale de baza se gru-
peazd doudsprezece genuri reprezentative, fiecare
situdndu-se intr-un anumit punct al evolutiei isto-rice
ca unitdti culturale cu un anumit statut social,
functionalitate, particularitati de limbaj, forma si stil
specifice. Structura genurilor muzicale reprezentati-
ve poate fi ilustrata in felul urmator (vezi fig. 1).

A. Stratul fundamental cuprinde cinci genuri
sau categorii de dans, emblematice pentru cultura
traditionald autohtond (Hora mare, Hora batuta, Ba-
tuta-brdu, Sarba si (H)ostropdtul). Acestea constituie
,firul rosu”, elementul istoric de continuitate, nucleul
sau radacina sistemului tipologic, simbolul autenti-
cului, traditionalului si primarului arhetipal, matri-

Straturi istorico-
culturale

Genuri muzical-coregrafice

A. Fundamental 1. Hora mare
(medieval, cu rol 2. Hora batuta
integrator) 3. Batuta-brau
4. Sarba
5. (H)ostropat
MEDIAN (premodern, |6. Jocul de pahar
cu rol intermediar) 7. De doi tardnesc
B. SUPERIOR 8. De doi apusean, in ritm
(modern si binar, sau Polca

contemporan, cu rol
auxiliar)

9. De doi apusean, in ritm
ternar, sau Valsul

10. Cadangea/Cadancasca
11. Ciclul binar conglomerat

12. Suita

Fig. 1. Straturi istorico-culturale

cea stilisticd sau creuzetul in care s-au cristalizat ima-
ginea, personalitatea, idealul estetic, caracterul ritmi-
co-motoric si destinul istoric al muzicii de dans din
Moldova/Basarabia si Bucovina de astazi, ca parte a
romanitatii culturale orientale. Acest strat poate fi
identificat cu notiunea asa-numitor ,,genuri etnice”,
specifice, mai cu seamd, culturii genuine a comuni-
tatilor rurale, in care traditia, transmisia §i continui-
tatea se manifesta plenar la nivel valoric, creational si
practic. Genurile citate au o adincime istorica consi-
derabila, ele fiind cristalizate, ca si unitati culturale cu
functii sociale specifice de comunicare, cel putin, din
epoca evului mediu tarziu (secolul al XVI-lea). Bu-
curdndu-se de o transmisie sociald continud, pe calea
traditiei orale, genurile din stratul istorico-cultural
fundamental au evoluat si s-au conservat in variate
forme si specii locale de joc in forma de cerc inchis
sau deschis pana in zilele noastre. Avand un caracter
centripet, aceste genuri reprezinta nuclee destul de
stabile si rezistente ale sistemului muzical autohton,
fiind active si deosebit de prolifice de-a lungul unei
perioade indelungate de timp. Sistematizarea genu-
rilor in schema de mai sus este in strinsa relatie cu
notiunea psihologica de stereotip dinamic, propusa de
Ghizela Suliteanu (Suliteanu, 1980, 85). Stereoti-pul
dinamic reflectd impulsul primar chinestezic si ritmul
muzical specific unui anumit tip de dans, cris-talizat
in cultura coreica locald, retinut si transmis in
memoria colportorilor de-a lungul secolelor.

Genurile reprezentand startul fundamental sunt
raspandite pe o arie geografica relativ extinsa, cuprin-
zand, cu intensitdti variabile, aproape toate zonele
locuite de grupurile etno-geografice ale poporului
roman din perimetrul carpato-danubiano-pontic. Ele
au semnificatia de iconi ai comportamentului cultural
tipizat In mediul rural de existentd al comunitatilor



Chiselita Vasile. Genurile muzicii populare instrumentale ...

umane. Sunt un fel de ,,engrame” ale modului speci-
fic de comunicare culturald. Sunt forme de exprimare
umane. Sunt paradigme ale socializarii prin muzica si
dans. In jurul genurilor fundamentale s-au canalizat
principalele energii creatoare ale indivizilor si comu-
nitatilor rurale. Ele au servit deopotriva drept sursa de
inspiratie, nucleu de convergentd culturala, pol de
atractie si de comunicare cu Ceilalti. Genurile stratu-
lui fundamental au catalizat schimburile, imprumu-
turile, asimildrile §i contactele culturale cu exteriorul,
cu lumea din jur.

B. Stratul median inglobeazd doud genuri muzi-
cal-coregrafice cu rol intermediar (numite conventio-
nal joc de pahar si joc de doi tardnesc), ambele repre-
zentand un fel de versiuni interpretative ale modelelor
coreice din stratul fundamental, adaptate insa contex-
tului ritual si functional specific meselor nuptiale si
jocului traditional, institutii cu functii importante in
organizarea vietii culturale in societatea traditionala
preindustriala si moderna timpurie. Perioada de cris-
talizare a acestor genuri coincide cu epoca premo-
derna (a medievalitdtii tarzii) in cultura romanitatii
orientale (secolul al XVIll-lea — inceputul celui de-al
X1X-lea). Astfel, jocul de pahar constituie un gen de
bricolaj, de ,,stransurd”, un model de creatie neomo-
gen si compozit, in jurul caruia se grupeaza diversele
productii lirice de divertisment cu caracter dansant,
preluate din repertoriul vocal si/sau din muzica in-
strumentala de dans, toate axate insa pe melodii 1n stil
de hora, de batuta, de sarba si de (h)ostropat.

Genul dat reprezinta, ca sa spunem asa, un mod
special de adaptare a continutului tipurilor funda-
mentale de dans la conventiile culturale specifice
petrecerilor nuptiale si jocului duminical, ca institu-tii
culturale majore din cadrul comunitatilor rurale,
patriarhale, taranesti. Perioada sa de efervescenta
coincide cu perioada infloririi genului vocal-instru-
mental popular, numit cdntec de lume, in secolul al
XVIlll-lea, cand se inregistreaza varful conlucrarii
artistice dintre poetii anacreontici cu dascalii si la-
utarii vremii din mediul urban. Ca si forma de ex-
presie lirica melo-poetica, cantecul de lume circula cu
diferite etichete culturale, precum cdntec de masa,
cdantec de pahar, cantec de sotietate, arie de joc §i de
delectare (Filimon, 1993, 213), toate facand trimitere
la destinatia estetica si sociala a creatiilor de acest tip.

Expresie a ,,vechiului sentimentalism” de tip
oriental, acest cantec de lume a fost, pana spre anii
1830, foarte popular printre clasele inalte si medii ale
societatii, printre nobili, aristocrati si orasenii (Opri-
san, 1973, 155). Céntecul de lume a fost un gen liric
foarte atractiv, la moda pana spre mijlocul secolului
al X1X-lea, cand va fi contopit si asimilat de noul gen
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de romantd, venit pe aripile influentei culturii apuse-
ne. Axat in jurul tematicii erotice si bachice, cantecul
de lume a servit drept laborator de creatie, in care au
experimentat cei mai activi agenti culturali ai vre-mii:
poetii, cantdretii bisericesti, lautarii, diletantii literari
si muzicali. Acest cintec a sintetizat valente-le
expresive a cel putin patru filoane de creatie din
societatea medievald tarzie de tranzitie: arta vocala
psalticd, muzica populara orientald urbana cosmo-
politd, de substrat pan-balcanic, inclusiv muzica in-
strumentald a lautarilor autohtoni si arta populara de
sorginte europeand occidentald. Promovat intens in
arta lautarilor, mai putin in mediul rural, cantecul de
lume a constituit o excelentd sursd de primenire
stilistica a repertoriului liric urban si a celui de dans
din prima jumatate a secolului al XIX-lea, cand s-a
produs o simbioza originala a elementelor de limbaj
turco-greco-oriental, pan-balcanic, autohton si occi-
dental. Continutului originar al melodiilor de dans i s-
a adaugat si alte continuturi culturale, exprimate in
functiile i mesajele particulare, specifice contex-tului
de interpretare si comunicare. Functionalitatea acestui
gen ne demonstreazd faptul ca in cadrul ace-leiasi
culturi, una si aceeasi unitate culturald (in ca-zul
nostru — genul muzical) poate evolua in campuri
semantice diferite, fiind conectata la mai multe ,,axe
semantice” (Eco, 1982, 108-109), cum ar fi divertis-
mentul, delectarea si dansul.

Un alt gen de bricolaj constituie tipul De doi
Htaranesc”. El cuprinde o multitudine de melodii tra-
ditionale in caracter de hord, batutd, sdarba si (h)os-
tropat, utilizate de lautari ca si suport muzical pentru
dansul taranesc de cuplu. Genul reprezintd un mo-del
coreic de imitatie, care a preluat forma dansului de
perechi aristocratic. S-a inrddicinat in traditia
autohtond cu eticheta de doi, care il delimiteazd de
partea majoritard a repertoriului mai vechi, repre-
zentatd de dansurile de grup, executate in forma de
cerc. In opinia specialistilor, geneza acestui model in
folclorul roménesc incepe incd din secolele XVI-
XVII, sub influenta modei renascentiste a dansului
apusean de salon (Costea, 1992, 87).

C. Stratul superior reprezinta, ca s spunem asa,
varful sau ramurile exterioare ale sistemului tipolo-gic,
amprenta contactelor interculturale din epoca moderna.
Acest strat e caracterizat, in principal, de o serie de sub-
genuri si modele coreice de rezonanta central- si vest-
europeana, printre care Polca, Craco-viacul, Cadrilul,
Galopul, Vengherca, Valsul, Mazurca, Padespani,
inclusiv unele creatii compozite, precum ciclul
conglomerat si suita coregraficd. Toate aceste genuri au
fost apropiate, traduse si asimilate traditiei locale treptat,
incepand cu a doua jumatate a secolului al XIX-lea, in
rezultatul dialogului intens cu formele
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culturii europene, promovat prin agentii si institutiile
culturale din Occident si din Rusia, care se
manifestau ca mediator dintre Est si Vest. Genurile
nominalizate au consolidat puternic ,bransa
occidentala” a dansu-rilor de doi, infiripate, cum am
demonstrat mai sus, inca din epoca premoderna.

Desi, la origine, fiecare in parte reprezenta o
inovatie de import european, pe parcursul ultimilor
150-180 de ani, intrand in repertoriul muzicantilor
populari profesionisti (lautarii), genurile europene de
dans s-au ,,naturalizat” si s-au ,,legitimat” ca produs al
culturii autohtone, procurdnd astfel semnificatia de
elemente indispensabile ale patrimoniului cultural
national. Ele au devenit ,,obiectul circulatiei, functio-
narii $i negocierii contextuale” (Mamulea, 2007, 14),
tinzand astfel sa exprime anumite calitati si simboluri
pertinente ale identitatii etnice si culturale locale. Din
atare motive, genurile de inspiratie europeand nu pot
fi nici ignorate si nici eludate, ca in trecut, din studiul
culturii muzicale traditionale de dans. Unele genuri s-
au integrat atat de bine traditiei muzicale nationale
incat au dat nastere, dupa cum vom vedea 1n continu-
are, mai multor specii, cu denominari, variante inter-
pretative si structuri morfologice locale.

Cronologic, stratului stilistic superior i apartine,
in mod paradoxal, si genul Gaddngea, cunoscut si sub
denumirea locald Caddneasca. Rod al dialogului cul-
tural interetnic din secolele XIX-XX, acesta simbo-
lizeaza ,,vectorul oriental” sau balcanic in repertoriul
muzicii de dans din Moldova de la est de Prut, venind
oarecum in opozitie cu vectorul occidental (vezi fig.
1). Genul respectiv e reprezentat de un joc ritual de
nunta, In metru cuaternar asimetric (9/16), cu valoa-
rea alungitd pe timpul al patrulea (2+2+2+3). El se
bucuri de o circulatie speciala in zona sud-basarabea-
na, fiind preluat de bastinasii romani moldoveni de la
grupurile etnice ale gagauzilor si bulgarilor, strimuta-
te din Balcani (Bulgaria, Grecia, Macedonia, Turcia)
si din regiunea Dobrogei. Fugind din calea persecu-
tiillor si discriminarilor religioase otomane, aceste
grupuri etnice s-au stabilit, in mai multe valuri, ca si
colonisti, in sudul Basarabiei, majoritatea, pe vetrele
fostelor asezari (casle) tataresti, pustiite si parasite in
dezordine de acestia, sub presiunea ocupatiei rusesti
de la raspantia secolelor X VIII-XIX.

De religie crestind ortodoxa, gagauzii si bulga-rii
au beneficiat de protectia speciala a autoritatilor
militare rusesti, mai cu seama, in timpul si 1n perioa-
da imediat urmatoare rdzboiului ruso-turc din anii
1806-1812, cand Basarabia a fost rupta de la Moldo-
va istoricd si incorporatd imperiului tarist. Odata cu
infiintarea agezarilor compacte de etnici gagauzi si
bulgari (perceputi, initial, sub numele de ,,bulgari”),

in sudul teritoriului dintre Nistru si Prut se dezvolta
un intens proces de contact si de schimb cultural cu
populatia autohtond moldo-romana, mai cu seama, cu
cea reprezentand grupul socio-profesional al oie-rilor,
cunoscuti sub denumirea de ,,mocani” si age-zati, in
secolele anterioare, de-a lungul cursului infe-rior al
Prutului si al Dundrii. Contactele interetnice s-au
soldat cu imprumutul, adoptarea, asimilarea si
incorporarea dansului Caddngea si a altor obiceiuri,
modele si practici culturale bulgare si gigauzesti in
traditia culturald a bastinasilor. Procesul s-a soldat cu
efecte reciproce, care au determinat asimilarea unor
forme si modele culturale moldo-roménesti in traditia
bulgarilor si gagauzilor.

6. Genuri si sub-genuri de rezonanta europeand

In regiunea Moldovei/Basarabiei si a Bucovinei,
de o circulatie intensa se bucura astazi un grup im-
portant de dansuri executate in perechi. Perceptia
populara identificd acest gen coreic prin termenul
generic de doi, cu rol de marcher cultural, prin care
i se confera un statut autonom in cadrul culturii co-
reice traditionale, delimitdnd-0 simbolic de catego-
ria majoritard a dansurilor de cerc inchis. In cadrul
categoriei de doi, se evidentiazd mai multe modele
coreice de rezonanta central- §i vest-europeana, asi-
milate repertoriului traditional in epoca moderna.

Luand ca baza elementul coregrafic distinctiv, si
anume, tinuta in perechi, precum si vectorul cul-tural
de import, vom identifica categoria culturala sau
genul in cauzd cu termenul conventional De doi
apusean. Muzica ce Insoteste aceste dansuri se axea-
za pe un melos de naturd tonal-armonica, similara
celei din culturile vestice, de asemenea, pe 0 orga-
nizare sintagmaticd simetricd i pe un ritm muzical
»drept”, divizionar, incadrabil masurilor clasice de
2/4 si 3/4 (sau 3/8). Toate aceste particularitati stilis-
tice ale melosului pun in evidentd cristalizarea unui
stereotip dinamic distinct in cultura muzical-coreica
autohtona, diferit de cel al dansurilor vechi.

Conform criteriilor masurd muzicala si organi-zare
arhitectonica, in genul dansurilor de doi apusean pot fi
evidentiate trei grupdri de sub- genuri: 1 — sub-genuri in
masura binara, 2 — sub-genuri in masura ternara si, 3 —
sub-genuri de factura compozita. Dupa criteriul masurii
binare se disociazd cinci sub-genuri muzicale de
rezonantd europeana: Polca, Cracoviacul, Cadrilul,
Galopul, Vengherca. Dupa criteriul masu-rii ternare se
disting trei sub-genuri: Valsul, Mazur-ca, Padespani, iar
dupa cel al structurii arhitectonice
— doua sub-genuri: Ciclul binar conglomerat si Suita.
Tabloul general al categoriei tipologice de rezonanta

europeand poate fi redat in felul urmator (fig. 2):
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Stratul istoric cultural superior

GEN: DE DOI APUSEAN

Sub-gen

I. Sub-genuri axate
pe masuri binare 2/4

Specii si denominari locale

Polca

Polca din batrani
Polca batraneasca
Polca moldoveneasca
Polca inchinata
Polca in batai
Crait-polca
Snel-polca

Ziben

Sapte pasi

Soticu

Sotisa

QOira

Hora pe schimbate s.a.

Cracoveacul

Ruseasca

Cadrilul

Cadrilas
Cadrelul
Lanteta

Ceredinca

Galopul

Trap batut
Trandafirul
Zaveriuha
Trei lemne

Sarba s.a.

Vengherca

Vengherca
Vangherca
Ungurica
Ungureasca

I1. Sub-genuri axate
pe méasuri ternare 3/4

Specii si denominiri locale

Valsul

Valet

Valet serpantin
Vals-romanta
Vals sentimental
Vals nemtesc

Landler s.a.

Mazurca

Polca-mazurca
Polmaz

Vals-mazurca s.a.

Padespani

Padespanet
Pospant
Pagspant

I11. Sub-genuri de
factura compozita

Specii si denominari locale

Ciclul binar
conglomerat

Copécelul
Oira
Viscolul
Jumatate joc
Hora furata
Galiof/Galop

Perinita s.a.

Suita

binara
ternara

pentanara

Fig. 2. Stratul istoric cultural superior
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De cea mai mare frecventa in repertoriul traditi-
onal se bucurad grupul de sub-genuri axate pe masura
2/4, in cadrul caruia rolul principal ii revine polcii.
Categoria dansului ,,de doi” e desemnatd deseori cu
denumiri populare speciale, care trimit la unele par-
ticularitati morfologice, de structurd cinetica sau la
modul de desfisurare. La acest capitol, cercetatorii
consemneazd frecventa termenilor ,maruntisuri”
(Popovici, 1939, 129), ,invartite”, si ,,batute pe loc”
(Stanescu, 1971, 113). In general, termenul ,,polca” se
identifica, 1n perceptia populard din Moldova si
Bucovina, cu un complex foarte larg de modele co-
regrafice si muzicale de origine occidentala, axate pe
masuri binare.

7. Polca: patrimoniu european gi traditii locale

Istoria dansului Polca isi are originea in cultu-
ra populara ceha. Numele siau deriva din cuvantul
pulka sau piil kroku, ceea ce inseamna ,,jumatate de
pas”, sensul dat facand trimitere la elementul morfo-
logic de bazd al dansului. Unele etimologii trateaza
cuvantul ceh polka si in sensul de ,,dans cu batdi la
sol” sau ,,dans de tard” — ,taranesc”. Opiniile specia-
listilor converg in ideea ca polca a fost inventatd in
una din localitdtile rurale din Boemia Orientald, in
jurul anilor 1830-1834. Bazat pe succesiunea unor
figuri de cuplu inchis, la origine acompaniat de mu-
zica instrumentelor vechi si de cantecul vocal, acest
dans era destinat divertismentului si amuzamentului
pe la petrecerile taranesti, pe la jocul comunal sau
prin tavernele satelor.

In anul 1835, polca este descoperitd de muzi-
cianul ceh Josef Neruda, care o prelucreazd, o rafi-
neaza si o introduce in saloanele de dans din Praga
(I0xompauKOB, 1966, 13). Pe valul comercializarii
traditiilor de distractie populara, polca este preluata si
promovatd de cétre coregrafii si compozitorii vre-mii
in mediul claselor superioare. Printre primii cre-atori
de polci pentru uzul saloanelor burgheze a fost
compozitorul Franz Hilmar. In anul 1840, coregraful
praghez Raab ,.exportd” modelul ceh de polca si il
prezinta la Teatrul Odeon din Paris, unde se invred-
niceste de un succes rasunator. Este perioada cand in
mediul popular al saloanelor incepe, dupa Egil Bakka,
o adevaratd ,nebunie a polcii” (Bakka, 2001, 39).
Dansul este preluat cu entuziasm si admiratie de catre
celebrii maestri parizieni de dans, Cellarius si Coralli,
pe atunci reprezentantii a doua mari sco-li rivale de
coregrafie. In baza modelului de import ceh, acestia
elaboreaza o serie intreagd de versiuni ,,franceze” sau
»pariziene” ale polcii (Polca frangaise, Polca
parisiénne).

In virtutea caracterului siu exuberant, vioi si
saltaret, axatd pe melodii vesele si impulsive, articu-
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late in masura de 2/4, gratie afinitatilor stilistice cu
vechiul contradans, dar si cu legendarul cadril eu-
ropean, polca dobandeste o popularitate fulminan-ta.
Prin anii 1840-1850, incepe marsul triumfal al
acestui dans. Polca se raspandeste cu repeziciune in
mai toatd Europa, in marile centre culturale, la Lon-
dra, Paris, Viena, Stuttgardt, Sankt Petersburg s.a.,
animand atmosfera ludicd a saloanelor burgheze, a
salilor de dans, teraselor, parcurilor, restaurantelor,
localurilor de petrecere si loisir, de unde va iradia cu
intreaga sa fortd de seductie in toate directiile lumii,
ajungand pana dincolo de ocean, la New-York, in alte
orage ale SUA, Canadei §i Americii Latine. Nu dupa
mult timp, polca urbanizata se va strecura si in casele
mai mici de la sate.

Asadar, pe la mijlocul secolului al XIX-lea, so-
cietatea occidentald pare a fi dominata totalmente de
frenezia polcii. Incepuse polca-mania. Simbolul
acestui dans patrunde peste tot. Numele polca este
atribuit hotelurilor, frizeriilor, editiilor de presa,
modelelor de coafura, de vestimentatie, de mobila,
bucatelor de restaurant etc. Burghezia manifestd un
adevarat cult pentru formele de distractie si delec-tare
cu dans, obicei preluat incd de pe vremea cand
cadrilul, grossfather, tampeta, ecoseza, cotillonul,
lanteta, galopul, mazurca faceau legea in saloanele
buneilor. Valsului si, In special, polcii ii revine un loc
aparte printre preferintele publicului burghez, posedat
de o veritabila ,,danso-manie”. Ascensiunea acestor
dansuri a fost atat de puternicd, incat a reusit sa
detroneze dominatia vechiului menuet, simbolul
suprematiei clasei aristocratice de pana atunci.

Fenomenul polca-maniei tine pasul cu schim-
barile majore din sanul noii societati capitaliste de
la inceput de secol XIX, cand se realizeaza ascensi-
unea si suprematia politica a burgheziei. Valsul si
polca au reusit sa surprindd, cum nu se putea mai
bine, ritmul, temperamentul si sufletul romantic al
acelei epoci de transformari radicale. Aceste dan-
suri au produs o adevarata revolutie in coregrafia si
muzica vremii. Ambele modele au consacrat o
noud filozofie a dansului modern de societate,
detasata de rigiditatea si formalitatea vechilor
dansuri de sa-lut, de promenada sau ,,de curtoazie”
aristocratica. Polca reda cel mai bine deschiderea
romanticd catre comunicarea liberd, sincerda si
directa a partenerilor, egalitatea rolurilor in dans.
Coregrafia ei pune in prim plan naturaletea si
spontaneitatea miscarilor de cuplu inchis. Dintr-un
fenomen local si national, de origine ceha, polca se
transforma intr-un fenomen continental si global.

Un factor important al difuzarii polcii 1-a con-
stituit afacerea capitalista. Polca, aidoma valsului la
vremea sa, a devenit marfa. Chiar si cei mai mari

compozitori ai secolului al XIX-lea nu s-au putut
es-chiva de la oportunititile materiale flatante,
lasdnd mandria la o parte (Schonberg, 1997, 207).
Prece-dentul se crease de mult timp, cu cel putin un
secol Tnainte. Istoria muzicii cunoaste, ca i cei mai
mari maestri, precum Haydn, Mozart, Schubert,
Weber s. a. au scris la comanda multe creatii de
dans. Traditia comerciala in compozitie a fost
continuata de ma-estrii din celebra dinastie vieneza
Strauss (Johann — tatal, fiii — Johann si Joseph). Pe
valul cererii enorme pe piata, acestia au creat sute
de melodii de vals si de polca. Recordul absolut ii
revine 1insi lui Johann Strauss-fiul, dirijorul
renumitelor orchestre de dans de la Redutensaal si
Sperlsaal din Viena. in palmare-sul componistic al
acestuia figureaza nu mai putin de 163 de polci.

La Paris, o altd mare capitald a dansului euro-
pean, eroul polcii, cadrilului si al cancanului a deve-
nit Napoleon Musard, si el — dirijor al unei orchestre
vestite de dans din capitala Frantei. Animati de renta-
bilitatea economica, in promovarea genului de polca
concurd mai toti agentii culturali ai vremii: compozi-
torii, editorii, maestri de dans, operatorii de sili etc.
La popularizarea acestui dans contribuie si fanfarele,
teatrul, formatiile de local, maestrii de dans, reteaua
de magazine muzicale, comertul cu albume muzica-le
si manuale de dans. In a doua jumdtate a secolului al
XIX-lea, popularitatea polcii a ajuns la cote atat de
inalte, ncat a eclipsat marsul victorios al valsului.
Pentru a face fatd concurentei acerbe pe piata cultu-
rala a timpului, multe dansuri noi, create pe parcur-
sul secolului al XIX-lea, erau atasate de simbolistica
polcii. Iau nagtere o serie de genuri hibride, de in-
terferenta stilistica cu polca, precum cotillon, polca-

Fig. 3. Polca-mazurca de J. Offenbach (1867)
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galop, polca-vals si polca-mazurcd. O creatie celebra
de acest gen hibrid a fost polca-mazurca din opereta
,»Robinson Crusoe” de Jacques Offenbach, jucatd in
premierda la Opera Comique din Paris in anul 1867,
publicatd intr-un tiraj impresionant, in aranjamentul
lui Johann Strauss (vezi fig. 3).

Sub umbrela populard a polcii, devenita in-tre
timp simbolul identitatii claselor de mijloc, s-au
dezvoltat o multitudine de specii locale si regionale.
Polca a intrat in folclorul diferitor popoare ale lumii.
Ea s-a modificat,s-a ajustat traditiilor locale si ,,s-a
colorat etnic”, ca si spunem asa. In literatura de spe-
cialitate gasim o mare varietate de polci, a caror titu-
latura revendicd deseori o anumitd origine nationala:
francezad, poloneza, germanda, suedezd, finlandeza,
americand, braziliand, peruani, mexicani etc. In Ta-
rile Baltice, spre exemplu, majoritatea dansurilor tra-
ditionale se axeazi pe melodii de polca. in categoria
acestora intrd Subatele letond, Sudmalinas lituaniana
si lanka belorusa. In folclorul suedez, polca formeaza
un gen distinct de dans, evoluand alaturi de schottis,
rheinlander, two-step si foxtrot. Ea simbolizeaza viata
rurala, fiind categorisitd deseori cu apelativul local
,bonnjazz”, ceea ce inseamna ,,distractie a taranilor”
sau ,,distractie a fermierilor” (Edstrom, 1999, 27-41).
Sub denumiri ca Hamborgar, Skotsk, Hoppvals
si Galop, polca se raspandeste si in folclorul norve-
gian (Bakka, 2001, 37-47), iar sub numele german
Schottische, ea a fost asimilata, prin anii 1870-1880,
in folclorul finlandez (Talve, 1997, 262). O mare di-
versitate de polci cunoaste muzica traditionald aus-
triacd. Aceste melodii constituie specialitatea forma-
tillor populare de fanfard si a muzicii de acordeon.
Polcile austriece au un caracter teatral, comic si foar-
te distractiv. Unele melodii se disting prin denumiri
speciale, al caror sens trimite la anumite aspecte de
continut: figuri-cheie, tempo de executie sau origi-nea
creatiilor. Astfel, Krebspolka este ,,polca racilor, un
dans cu miscari indarat”, Kreuzpolka — polca cu figuri
in forma de cruce, Kuckuckspolka — polca cu scandari
la comanda ,,cu-cu”, Polka-schnell — polca in tempo
rapid, Studentenpolka — polca studentilor 5. a. In
cultura Statelor Unite, cercetatorul Charles Keil
evidentiaza sase stiluri principale de polca, printre
care: doud ,,slave” (polca poloneza si slovend), doud
»germane” (polca germana si cehd) si doud ,,sud-ves-
tice” (polca mexicand si papago-pimani). In opinia
autorului, polcile americane tind s retind in titula-
tura lor ,,anumite calitati persistente ale identitatii
etnice” (Keil, 1992, 3) a comunitétilor reprezentate.

Din cele relatate mai sus putem conchide, ca pe
parcursul secolelor XIX—XX, polca a avut o raspan-
dire geografica transnationala si transcontinentala. Ea
a fost adoptatd de multe popoare si culturi ale lu-
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mii. Dintr-un fenomen local, traditional si national
ceh, polca s-a transformat intr-un fenomen global,
modern si universal. Ascensiunea globald a polcii nu
putea sd ocoleasca spatiul cultural romanesc si sa nu
aibd nici o influentd asupra muzicilor traditionale,
inclusiv asupra celor din spatiul Bucovinei si al Ba-
sarabiei, zone traditionale de contact intercultural.

7.1. Istoria polcii in cultura autohtona

Istoria raspandirii polcii in cultura autohtona di-fera
de la o regiune etnografica la alta. Astfel, in Bu-covina,
incorporatd Imperiului Habsburgic in anul 1775, primii
mesageri ai culturii europene au fost functionarii
austrieci. Un rol important in populari-zarea muzicii
europene le-a revenit fanfarelor milita-re, numite
»capelle” (Rusu, 1939, 799). Muzica euro-peana se
impune in cadrul diverselor serbari si pro-cesiuni
oficiale din Cernauti, devenita capitala noii provincii din
sud-estul  Austro-Ungariei. Un context favorabil
popularizarii muzicii europene il ofereau si saloanele
muzicale, balurile, restaurantele, cafene-le, terasele din
Cernduti, de unde, fireste, nu puteau sa lipseasca
renumitele valsuri, polci si galopuri vie-neze la moda. in
jurul 1807, incepe importul regulat de
instrumente muzicale europene, ceea ce stimuleaza
interesul publicului local pentru educatia muzicala.
incep si se organizeze turnee si concerte, se deschid
magazine muzicale, se comercializeaza editii muzicale,
se dau lectii particulare de pian si vioard cu profesori
veniti de la Viena si din alte centre culturale ale Europei.
Oragul Cernauti Apar noi edificii,
constructii edilitare, magazine, piete si strazi moderne,
acoperite cu pavaj din piatra prelucratd. Capitala
Bucovinei tinde sa imite tinuta metropolei. Din a doua
jumatate a secolului al XIX-lea, orasul Cernduti devine
un important centru cultural si eco-nomic. El procura o
mare faima in centrul Europei, fiind supranumit ,,mica
Viena”. Trupe de actori, mu-zicieni si profesori din
Occident vin sa-si etaleze aici maiestria. Istoricii i
amintesc pe renumitul virtuoz al pianului Franz Liszt
(1847), violonistul Karl Lipinski, profesorii de pian
Knapp, Konopasek, Rowinski, Skral s. a. In anul 1862,
ia nastere Societatea filarmonicd, se inaugureaza Teatrul
muzical-dramatic din Cernd-uti, construit dupa modelul
celui din Viena. Aceste institutii oferd un nou imbold
difuzdrii formelor de cultura occidentald. Muzica
europeand la modd sund in spectacolele de teatru,
vodevil, comedie si operetd. Melodiile de dans vieneze
sunt interpretate de fanfa-re in salile de spectacol,
saloanele de dans, in parcuri, pe terase, la serbari,
procesiuni, promenade etc. Lau-tarii bucovineni au
prilejul sa le asculte si sa le preia la auz. Pe aceasta cale,
vor fi asimilate in repertoriu polcile austriece si
foarte populare in epoca:

anului

se renoveaza.

germanc,
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Snel-polca, Crait-polca, Clazir, Ziben, Sotisa, Oira s. a.
Procesul imprumuturilor culturale este favorizat si de
factorul demografic, de contactele cu comunititile
colonistilor germani (svabi), polonezi si slovaci, aduse
cu generozitate in Bucovina, in valuri succesive, dupa
anul 1800, de catre autoritatile austriece.

in Basarabia, contactul cu formele occidentale de
culturd se intensifica din deceniile doi-trei ale secolu-lui
al XlIX-lea, odatd cu anexarea teritoriului la impe-riul
tarist (1812). Printre primii mesageri ai muzicii
europene in regiune sunt fanfarele militare rusesti. Un
rol important in diseminarea formelor de dans european
il procura balurile, spectacolele cu ,,dansuri costumate”,
petrecerile dansante, organizate regulat la Clubul
nobilimii din Chisindu, seratele particulare duminicale,
gazduite de casele boierilor locali Catargi, Cantacuzino,
Kesso, Krupenski, Moruzi, Donici, Ka-tacazi, Rascanu-
Derojinski, Cristi, Suruceanu, Russo §. a. (Bezviconi,
1943, 237). Alaturi de vals, polonezd, mazurcd, cadril si
lancier, de o popularitate furibunda se bucura si polca.
in anul 1877, la Chisindu se inau-gureazi Teatrul lui
Grossman, care enorm
spectacolelor, concertelor si reprezentati-ilor cu dans
modern. Cu timpul, aici se inrddacinea-za traditia, ca
dupa fiecare spectacol, publicul sa fie delectat cu muzica
de fanfarid, cu serate de dans, cu jocurile-concurs
»serpantina” §i ,,confetti”, cu scenete comice de mare
atractie, Hupta florilor”, ,pos-ta” s. a.
(Beccapabckast xu3nb, 1906, 1).

Receptivi la noutatile muzicale ale vremii, 13-
utarii preiau la auz unele melodii europene, in pri-mul
rand, valsul, polca, mazurca, vengherca, mar-sul,
astfel incat sa fie pe gustul tuturor. Dorind sa se puna
in acord cu preferintele noului public urban,
repertoriul lor se indreapta spre ceea ce noi am numi
azi ,,demers globalizant” (Radulescu, 1984, 42-43).
Polca, valsul si mazurca se interpreteaza mai intai pe
la petrecerile, chefurile, nuntile, jocurile urbane, iar
peste putin timp — si in mediul rural. Deja pe la 1862,
ofiterul rus Aleksandr Zasciuk semnaleaza
patrunderea polcii §i valsului, ,,in forme caricatura-
le”, pe la horele satesti din Basarabia (3amyk, 1862,
489). Relatari in acest sens sunt prezente si in pagi-
nile Buletinului eparhial din Chisindu. Intr-un articol
din anul 1878, spre exemplu, preotul paroh din satul
Isacova-Orhei consemneaza faptul ca la jocul dumi-
nical tinerii preferd nu numai dansurile vechi mol-
dovenesti, executate in grup si in cerc, ci si pe cele ce
sunt practicate de ,,paturile civilizate”, ficand alu-zie
la dansurile moderne din epocd (Kumunuésckue
enapxuaibHble Begomoct, 1878, 490).

Cercetarile etnografice din perioada interbeli-ca,
efectuate in comuna Cornova-Orhei (1931), spre
exemplu, au relevat faptul, ca dupa mai mult de 70

favorizeaza organizarea

numite

de ani de circulatie orald, polca se folclorizase. Ea in-
trase profund in sfera traditiei rurale din Basarabia gi nu
mai facea obiectul unei segregdri, delimitiri, mar-
ginalizari sau respingeri culturale. Polca era ,inter-
nalizatd” in asa masurd, incat constituia un element
indispensabil al repertoriului. Sociologul Anton Go-
lopentia mentioneaza faptul, cd localnicii cornoveni
tratau deja modelele europene, printre care Polca
(,,polica”) Valsul (,valitu”) si Cadrilul (,cadrelu”), ca
fiind dansuri vechi, autohtone, mostenite din ,,riz-bunei”
(batrani — n.n.). Ele fusese asimilate atit de bine in
repertoriul local, incat ficeau corp comun cu dansurile
locale mai vechi: Sdrba, Bulgdreasca, Jocul mare,
Chiriacul, Ca(va)raselul, Saierul s.a.
,»Vechile” dansuri europene vor fi urmate, in perioa-da
interbelica, de asaltul noilor genuri populare, ve-nite de
peste Ocean: din Caraibe, America de Nord si America
Latina. in ritmul alert al schimbirilor, tiranii nici nu
reuseau si retind corect denumirile noilor dansuri.
Bulversati de situatia creatd, ei se ve-deau nevoiti sa
aplice LHintrusi”
aproximative, cum ar fi, spre exemplu, ,,ci-misul” pentru
Chymmy, ,,donstep” pentru One-step, ,,foxtronul” pentru
Foxtrot, ,croiala” pentru Creola etc. La Cornova —
conchide autorul, — repertoriul sa-tului era ,,cu danturile
aproape ca la oras” si se modi-fica de la un an la altul
(Cornova, 2000, 192). in baza cercetirilor rurale in zona
de Centru, in Campia So-rocii si in Valea Nistrului de
Jos, folcloristii Petre Ste-fanuca (Stefanuca, 1938, 537-
543) si Vasile Popovici (Popovici, 1939, 7-9) atesta si ei
faptul, céd polca ajun-gea sa depédseasca cota de 20-23%
din totalul pieselor solicitate ldutarilor pe la hore.
Alternanta dansurilor de perechi cu cele de cerc
constituia deja un princi-piu in desfasurarea jocului
duminical de la sate.

Opiniile cercetatorilor roméni converg in ideea
ca geneza dansurilor de cuplu in cultura nationa-Ia se
datoreazd evolutiei comune in contextul cen-tral-
european ,,de-a lungul a cel putin trei secole” (Dejeu,
2000, 335-356). Astfel, traditia coregrafica
romaneasca a fost predispusa sa integreze o serie in-
treagd de dansuri central-europene, reprezentate de
tipurile locale Polca dreaptd, Invértita dreapti si Ho-
ra-polca. Ponderea acestora in repertoriul coregrafic
national constituie, in opinia Iui Andrei Bucsan, cir-ca
12,7 % (Bucsan, 1971, 79). De o frecventa sporita se
bucurd polca in zonele etnografice ale Moldovei si
Bucovinei, unde ea circuld in paralel cu tipurile mai
vechi ,,de doi” taranesc, precum Ciobanasul, Atica,
Baraboiul, Polca schioapa s. a. (Bucsan, 1967, 181).
Rolul important al jocurilor de doi este atestat in lu-
crarile lui Const. Costea (Costea, 1992, 63-89), An-
drei Ciornei, Gheorghe Radasanu Mures (Ciornel,
1981) si altor cercetatori. Ca si categorie coregrafica

Sasdiacul,

noilor denumiri sau etichete
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distincta, Polca roata figureaza in volumul special,
dedicat patrimoniului cultural imaterial din Roma-nia
(Patrimoniul, 2009, 62-77). Dictionarul jocurilor al lui
G. T. Niculescu-Varone pune in valoare o mare varietate
de termeni populari la tema, printre care: polca
batraneascd, polca dreapta, polca mare, polca Iui
Gulia, polca din Cabesti, polca din Lazareni, polca
lamdita, polca lipoveneascd, polca mare, polca-n doi
pasi, polca nemgeascd, polca-n mars, polca pe bata-ie,
polca pe furate, polca pe mintite, polca sapte pasi,
polcuta s.a. (Niculescu-Varone, 1979, 140). Prezenta
bogatei terminologii in vocabularul popular consti-tuie
in sine un indiciu clar al circulatiei, functionarii,
localizarii si asimilarii profunde a acestui dans in ti-
parele culturii traditionale. Diversele denumiri scot in
prim plan marea varietate de figuri, tinute, forma-tii de
joc, versiuni locale, lautari interpreti, origini etnice, cu
care se identifica functionalitatea polcii.

Investigatiile actuale de teren in Republica
Mol-dova si nordul Bucovinei (regiunea Cernauti,
actu-ala Ucraina) releva faptul ca oamenii simpli
de la sate recurg, de obicei, la o clasificare binara a
reper-toriului de dans, luand drept criteriu ,,forma
jocu-lui”, adica modul in care se prind partenerii in
joc. Astfel, prima clasd formeaza ,horele”
dansurile de cerc comun, in care partenerii (de sexe
opuse sau nu) sunt prinsi de maini sau de umeri, iar
a doua — ,,pol-cile”, simbolul dansului de cuplu, in
care partenerii de sexe opuse sunt prinsi cate doi.

Melodiile de polca se bucurd de o mare viabili-
tate si diversitate tipologicd. Dupa numar si frecven-
td In contextul jocului duminical, polcile egaleaza pe
alocuri melodiile vechi de dans tiranesc: hora, sarba
si batuta. Gratie circulatiei sporite, polca a dezvol-tat
o mare diversitate de modele, in care se reflectd
variatele functii coregrafice, influente culturale si
tendinte stilistice de naturd endogend si exogend. Pe
parcursul a peste 150 de ani, polca s-a ,,legitimat” si
S-a ,,naturalizat” ca produs al culturii muzicale au-
tohtone. Ea reprezintd astdzi un exemplu clasic de
adoptie si integrare profunda a unui gen muzical po-
pular european in traditia locala.

7.2. Specii si stiluri de polcd locala

Din a doua jumatate a secolului al XIX-lea si
pana in prezent, polca a fost supusd unui joc dinamic
si continuu al interpretarilor si evaluarilor succesive
in baza normelor traditiei locale. Astfel, acest sub-gen
de import european s-a ciocnit de paradigmele culturii
locale, de experienta si stilul de interpretare al
muzicantilor (lautarilor) locali. Analiza a peste 100 de
specimene de polca, culese in mediul rural din te-
ritoriul de referinta, o parte din ele — inedita, alta —
publicata in diverse culegeri speciale, ne permite sa

173

Studii interdisciplinare. Etnomuzicologie

observam faptul, cd din contactul celor doud culturi
relatante (donatoare/europeand si receptoare/locald), a
rezultat douda modalitati principale de preluare a surselor
originare in repertoriu: 1) preluare integrald, uneori sub
etichete noi, localizante, fara interventii si transformari
majore in structura melodiilor; 2) prelu-are partiala,
selectiva, criticad sau improvizatorica, cu interventii §i
transformari semnificative in structura melodiilor,
mergand deseori pana la substituirea par-tiald sau totald
a materialului muzical sau a concep-tului cultural de
imprumut cu material muzical local. Materialul releva
doua situatii distincte: a) In cazul preluarii integrale a
surselor de contact cultural, re-pertoriul conserva o
categorie distinctd de melodii, axata pe specii originare
de polcd, care dezvolta un stil autentic de interpretare,
identic sau foarte apropiat ce-lui din cultura donatoare
europeand; b) in cazul prelu-arii partiale a surselor de
contact cultura, repertoriul conserva specii hibride,
secundare sau ,,de impact”, axate pe metoda prelucrarii,
imitatiei, hibridizarii sau substituirii modelului european
de polca. Speciile se-cundare, destul de ponderabile in
repertoriu, se carac-terizeaza printr-un stil hibrid de

interpretare, rezultat din amalgamul gradual al
elementelor (conceptuale si de limbaj) locale si
europene.

A. Speciile originare de polca se caracterizea-
74 printr-o forma arhitectonica simpla, patrata, de
structurd binara si ternard, care se repetd, cu sau
fard mici variatii improvizatorice sau ornamentale,
da capo. Succesiunea frazelor in cuprinsul formei
urmeaza logica contrastului tonal-armonic, avand
ca bazd intonationald, aproape in exclusivitate, mo-
dul major. In formele binare, succesiunea frazelor
se axeaza pe principiul alternarii functiilor tonal-ar-
monice in trei variante: T-D, T-T si T-S, iar in
forme-le ternare — in cinci sau mai multe variante:
T-D-S, T-T-D, T-D-T, T-S-T, T-T-S etc. Melodica
pune in evidentd mecanismele tonalitatii apusene.

Pentru ilustrarea speciei de polca originara in
forma binard, ddm mai jos o melodie intitulata
,Pol-ca moldoveneascd”, denumire ce trimite
expres la aria de circulatie a piesei (Anexa, fig. 4).

Putem observa, cd melosul acestei polci se sprijind
pe: masura 2/4, modul exclusiv major, ritmul ,,drept”,
divizionar, desene melodice simple, clare, deloc sau
putin ornate, pe structuri frazale fixe, patrate, pe con-
trastul tonal binar al frazelor, de tip T-D, pe repeta-rea
neschimbatd a cadrului arhitectonic, pe articulatia
preponderentd non-legato si staccatto, in consens cu
caracterul sprinten si saltaret al dansului. Rareori mu-
zicienii apeleaza la ornamentarea liniei melodice si la
imbogdtirea aspectului acustice a pieselor, utilizand, in
proportii moderate, apogiatura simpla, trilul, morden-tul
simplu, glissando, presarind melodia, pe ici-colo,
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cu artificii de tipul flagioletului de octava, sau cu
sune-te duble. Maniera tardneascad de realizare
coregrafica a polcii se reflecta, nsa, pe plan muzical,
in procedeul accentudrii speciale in contratimp a
optimilor divizio-nare, dar si in procedeul anticipatiei
sincopate a sune-telor de pe reperul prim al masurii.

Un alt exemplu de polcd europeand oferda me-
lodia din repertoriul ansamblului ,,Dorulet” din
Pelinia-Rascani (Anexa, fig. 5), care este, de fapt,
prototipul celebrei creatii, cunoscute sub titulaturile
»Polca batraneasca” si ,,Polca moldoveneasca”, opera
ingenioasei prelucrari a violonistului si dirijorului
Nicolae Botgros, inclusd, prin anii 1970, in reper-
toriul orchestrei ,,Lautarii”. Melodia este compusa din
doud fraze nemodulante si se sprijina pe mo-dul
major, pe un ambitus de octava, pe repetarea da capo
a cadrului arhitectonic, pe alternarea simpld a
functiilor tonal-armonice de T si D, elemente ce pun
in valoare trasaturile specifice stilului autentic (eu-
ropean) de polca. Desfasurarea coregraficd a acestei
piese include insa strigdtura si fluieratul emis de in-
sisi partenerii de dans, ceea ce constituie elemente
noi, de inspiratie locala, nespecifice modelului origi-
nar de polcad. Imixtiunea acestor elemente inlesneste
apropierea polcii de limbajul jocului autohton mai
vechi (hora sau batuta), in care strigatura si fluieratul
sunt parte a tesaturii melo-ritmice.

Accentuarea in contratimp a optimilor, prin
sincopare de tip anacruzic, dar si prin modul spe-
cific de plasare a ligaturilor in interiorul motivelor
melodice, constituie deseori o trasatura importanta
a stilului individual de interpretare a polcii europe-
ne, asa cum se poate observa in exemplul urmator
(Anexa, fig. 6).

Proeminenta si frecventa semnificativd a
sinco-pelor in executarea polcii de catre lautarii
autohtoni reprezintd un element al strategiei de
apropiere §i integrare a acestui gen de sorginte
europeana in ti-parele traditiei locale.

Preluarea integrala a sursei originare este ilus-
tratd de mespdia Snel-polca, intratd in repertoriul 13-
utarilor din Bucovina pe la sfarsitul secolului al XIX-
lea, sub influenta muzicii populare austriece de fan-
fard (Anexa, fig. 7). Caracterul si structura melodiei
contureaza un gen hibrid de polcéd-galop, introdus in
muzica europeand de dans de catre compozitorii
dinastiei vieneze Strauss. El se distinge prin tempo-ul
mai accelerat de executie si prin imixtiunea unor
subdiviziuni ritmice ternare a patrimii in cuprinsul
madsurilor binare. Din perspectiva culturii autohto-ne,
aceste elemente morfologice favorizeaza asocie-rea
semantica a speciei Snel-polca cu jocul ,,sarba”, gratie
carui fapt ea a si capatat o larga circulatie in re-giune.
Diverse alte melodii de polcd europeand, axa-

te pe coregrafii teatrale, incluzdnd miscéri, gesturi si
comenzi speciale, au fost asimilate in repertoriul de
dans din Bucovina si Basarabia, fie cu titulaturile lor
originare, precum Crait-polca, Ziben, Claizir, Oira,
fie cu denumiri locale, traduse, precum Polca in bd-
tai, Hora pe schimbate, Hora in trei s.a.

O specie intermediara de polca-cadril a intrat in
repertoriul local sub denumirea de Sotisa, in versiu-nile
dialectale Soticu sau Sotca, raspandite prepon-derent in
Tinutul Hertei (partea de nord a fostului judet Dorohoi,
astazi — reg. Cernduti). Istoria acestui dans incepe in
Europa prin anii 1850, imediat dupd ascensiunea
fulminantd a polcii. El este consemnat, mai intdi, in
versiuni folclorice, in landurile germane Boemia si
Bavaria, unde circula sub denumirea de Schottische si
Rheinlander. A fost cunoscut in epoca si sub eticheta de
Polka bavarese, care desemna o versi-une mai lenta a
polcii europene. Dansul a fost preluat, prelucrat, rafinat
si introdus de coregrafii vremii in saloanele princiare, de
unde a descins, mai apoi, si in saloanele burgheze din
toatd Europa. Diverse variante de polca-schottische s-au
raspandit rapid in diferite tari ale lumii, sub denumiri
locale: Xote, Choti¢ a — in Portugalia si Brazilia, Chotis
— in Spania §i Argentina, Jenkka — in Finlanda,
Reinlander — in Norvegia, Schot-tis — in Danemarca si
Suedia etc. Denumirea dansului provine din limba
germana §i nu trebuie confundatd cu ideea de ,,dans de
origine scotiand”, cum 1Incearcd si acrediteze unele
surse. Schottische a fost cunoscut si sub denumirea de
Polka tremblante, adica ,,polca scuturatd”, denumirea
invocand caracterul miscari-lor sale. Versiuni cu numele
de Sapte pasi (Sieben) au circulat in Franta, Spania,
Germania, Austro-Ungaria, Transilvania si Bucovina.
Intr-un studiu asupra muzi-cii romanesti, T. Burada
afirma, cu o anumita doza de exagerare, ca dansul Sotis
ar fi facut parte din marea galerie a celor mai vechi si
mai nobile dansuri de la curtea domnitorilor §i a
boierilor pamanteni [Burada, 1974, 307]. In traditia
folclorica locald, Sotisa a des-cins probabil din saloanele
urbane, circuland in doud versiuni cinetice:una, axata pe
un tempo moderat, iar alta — pe un tempo accelerat. Una
din versiunile acce-lerate o ilustraim mai jos (Anexa, fig.
8).

In structura melodiilor de Sotisd in miscare ac-
celeratd putem observa pregnanta unor subdiviziuni
ritmice ternare sub formad de triolet. Acest element
morfologic instituie o punte de legatura dintre mo-
delul european si stereotipul dinamic al dansului local
»sarba”. Gratie afinitdtii cu caracterul acestui dans,
preexistent in stratul de profunzime al reperto-riului,
a fost posibild, credem noi, receptarea, prelu-area,
adecvarea si integrarea mai ugoara a melodiilor de
schottische in tiparele si normele traditiei cultura-le a
comunitatilor rurale locale.
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B. Speciile hibride de polcd, asimilate in reper-
toriu sub impactul viziunii europene si a celei locale
asupra genului, prezintd interesante aspecte morfo-
logice si de stil. Evoluand pe tdrdmul traditiei loca-le,
modelele originare de polcd au fost percepute si
tratate in mod diferit de catre agentii culturali. Ele au
fost supuse In permanentd actului hermeneutic de
interpretare, selectie si evaluare, in rezultatul caruia s-
a produs simbioza, intrepdtrunderea si reinsertia
elementelor ce proveneau din culturile relatante (eu-
ropeand si locald). Astfel, in procesul imitarii, pre-
lucrdrii i recredrii speciilor originare de imprumut, in
repertoriul local s-au cristalizat specia hibridd de
polca, care se deosebeste de prototipul sdu european
printr-o serie de transformari de ordin calitativ, care
vizeazd doud aspecte ontologice importante ale cre-
atiilor: a) — morfologia, stilul si limbajul muzical, b)

— cadrul conceptual al genului. Transformarile mor-
fologice se refera la modul de organizare a melodiei,
la ritm, accente, articulatia sunetelor, baza modala,
ornamentatie, continutul formei muzicale. Transfor-
mdrile conceptuale se refera la schimbarea statutului
functional al genului ,,polca” in cadrul culturii gazda.

A. Cele mai mari afinititi morfologice si stilis-
tice le-a descoperit polca in genul local de bituta.
Masura binard 2/4, tempoul miscat, ritmul saltaret si
vioi constituie acel complex de elemente, care a
pledat in favoarea interconectarii stilistice a polcii cu
batuta. Astfel, caracterul dansului polca a identificat o
relatie puternica cu stilul de batuta, precum si cu
speciile inrudite de Tardneasca si Ruseascd.

Una dintre modalitatile tipice de transformare
si hibridizare a polcii consta in procedeul asocierii
contrastante a doua fraze melodice, fiecare din ele
reprezentand genurile polca si batuta, dupa cum se
poate vedea in exemplul de mai jos (Anexa, fig. 9).

Fraza A, preluatd din batuta, se axeaza pe modul
minor de tip doric cu treapta a IV mobila si intens
ornamentata, ceea ce constituie un element de nouta-
te in raport cu polca autentici. In general, principiul
contrastului modal (minor-major) al frazelor in cu-
prinsul formei binare constituie trasatura definitorie a
stilului hibrid de polca. Pe acest principiu compozi-
tional se sprijind multe polci de elaborare locala.

O altda modalitate de hibridizare a polcii consta
in aplicarea stilului bogat ornamental, specific me-
lodicii autohtone de hord si batuta, cu folosirea la
scara larga a apogiaturilor, mordentului, grupetului,
broderiei, cu alterarea ascendentd a treptelor, pre-
cum si cu amplificarea formei originale binare, prin
aditionarea unei fraze melodice noi (C), cu rol de
trio, axatd pe o structurda modald contrastanta, de
tip minor. Iustram acest procedeu in exemplul de
mai jos (Anexa, fig. 10).
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B. in foarte multe cazuri, mai cu seami in nor-
dul Bucovinei, melodiile de batuta sunt vehiculate
sub titulatura de polca. Avem de a face cu o substi-
tuire de functii culturale, cand conceptul european de
polca se aplica stilului local de batutd. Materialul
muzical autohton, apartinand stratului cultural stra-
vechi, este etichetat cu ,,marci” culturale europene,
inventate in epoca moderna. Polca a preluat, in mare
parte, prerogativele culturale si sociale ale vechiului
dans batuta. Aceastd substituire de functii simboli-
zeaza, de fapt, fenomenul similitudini morfologice si
cinetice ce existd intre modelul de imprumut (polca)
si cel de schimb (batuta). Pentru ilustrare propunem
exemplu de mai jos (Anexa, fig. 11).

Trasaturile stilului autentic de batuta sunt clar
evidentiate in structura ritmica a melodiei, motivele
careia se axeaza pe formule de tip dohmiac si amfi-
brahic.

Deseori, sub titulatura genului polca sunt vehi-
culate melodii vocale 1n versiune instrumentala, de
reguld, interpretate in stil de batuta. Avem de a face,
si In acest caz, cu fenomenul substituirii functiilor
culturale, cand conceptul european de polca este fo-
losit in calitate de vehicul pentru exprimarea calitati-
lor estetice a unui produs cultural local. Un astfel de
procedeu ilustram mai jos (Anexa, fig. 12).

Compusa din doud fraze asimetrice (de 6 si 8
masuri), melodia cantecului pune in evidenta preg-
nanta formulelor sincopate de tip dohmiac,
specifice stilului de batuta.

La finalul acestui subcapitol, putem conchide, ci
premisele de ordin semantic si structural au favorizat
asimilarea si profunda penetratie a polcii europene in
sistemul muzicii traditionale din Basarabia si Buco-vina.
Multe variante de polca s-au inrddacinat atat de puternic
in mentalitatea bastinasilor, incat au ajuns sa fie marcate
cu apelative patrimoniale de tipul: ,din batrani”,
,veche”, , batraneascd”, ,,moldoveneasca” etc. Prestigiul
deosebit in mediul muzicii de dans i-a asi-gurat polcii un
acces larg la toate clasele sociale si gru-purile etnice din
regiune. Interferand cu elementele limbajului folcloric,
polca a influentat totodatd evolu-tia acestuia, declansand
anumite procese de fuziune si hibridizare a stilurilor
muzicii de dans, care au favo-rizat, la randul lor, diferite
forme de amestecuri cre-ative, bricolaje, creolizari si
transgresari. Fenomenele de schimb cultural in baza
modelului de polcd s-au amplificat in epoca moderna a
globalizarii.

8. Cracoviacul
Un alt dans european, axat pe masura 2/4, il re-

prezintad Cracoviacul, al cdrui nume trimite la regiunea
Cracovia (sudul Poloniei), din care provine. La origi-ne,
el era un dans simplu tdrdnesc, care putea fi vazut
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pe la nunti, botezuri, jocul duminical, prin tavernele
satesti. Unii autori cred ca aparitia acestui dans poate
fi pusa in legatura cu imitarea miscarii galopante a ca-
lului, un animal adorat si divinizat de polonezi (Rinal-
di, 2010, 47). Prin secolule XVII-XVIII, cracoviacul
a fost preluat de nobilimea poloneza, care a dezvoltat
si Tmbogatit miscarile initiale de galop cu alte figuri,
mai rafinate. Aldturi de Poloneza si Mazur(ca), Cra-
coviacul face parte din categoria ,,dansurilor mari”, ce
reprezintd canonul cultural, emblema caracterului na-
tional, simbolul vitejiei militare poloneze.

Gratie prelucrdrii coregrafice profesioniste si
promovarii intense in mediul nobiliar i burghez, in
secolul al X1X-lea acest dans s-a raspandit in mai tot
spatiul Europei, ca si model de salon. Dupa ocu-patia
taristd si dezmembrarea Regatului Polonez (1792),
cracoviacul devine simbolul simpatiei euro-pene fata
de poporul polonez. Prin anii 1835, el este introdus in
saloanele din Paris, Londra si Viena. In anul 1839,
balerina vieneza Fanny Elssler creeazi o noud
versiune de salon a dansului, sub denumirea
Cracoviénne, la moda in epocd, cu care a efectuat un
turneu de mare succes in America. Compozito-rul
Frideric Chopin include acest dans in lucrarea sa
timpurie Rondo a la Krakowiak, op. 14 (1828), iar
Mihail Glinka 1l valorifica in dramaturgia operei lvan
Susanin (1848). In cultura rusi, dansul patrun-de inci
de la inceputul secolului al XIX-lea. Primele descrieri
in limba rusa ale miscarilor de cracoviac figureaza in
manualul coregrafului L. Petrovski, inti-tulata
L IpaBuiia Juist 6J1aropoAHbIX OOLIECTBEHHBIX TAHIEB”
(Harkov, 1825).

Favorizat de factorul demografic, gratie contac-
telor culturale cu comunititile de colonisti polonezi,
dar si cu aportul functionarilor si intelighentiei lo-
cale, din a doua jumatate a secolului al XIX-lea, cra-
coveacul se raspandeste in Basarabia si Bucovina, ca
si in ftreg spatiul romanesc. Teodor Burada il atesta
sub denumirea de Cracoviauca (Burada, 1974, 307),
iar G. T. Niculescu-Varone — Cracovianca (Nicules-
cu-Varone, 1979, 50).

In traditia folclorica locala, Cracoviacul s-a im-
pus 1nsd cu un numar redus de tipuri muzicale. Ma-
terialele noastre de teren ilustreaza pregnanta a doua
modele coreice de bazd: unul de structurd cinetica
bipartitd, cu alternarea a doud miscari (moderata si
vioaie) si altul — de structurd mono-partitd, execu-tat
intr-o miscare moderatd. Ca trasatura distinctd a
structurii sale ritmice apare sincopa specifica, plasa-ta
pe reperul prim al masurii a doua din cadrul mo-
tivului muzical. Modelul cinetic bipartit este redat in
exemplul din anexa (vezi Anexa, fig. 13).

De regula, melodiile de cracoviac se brodeaza pe

modul major, dar nu sunt excluse si imixtiunea fraze-

lor minore. Forma binara se axeaza pe doua fraze fixe
a cate opt masuri. In executia coregraficd, schimba-
rea tempoului corespunde cu schimbarea figurilor de
dans, coordonata de un comandant al jocului.

In unele localitati, melodiile de cracoviac
circuld si sub denumirea improprie de Ruseascd,
fenomenul facand trimitere la sursa originard de
contact, aloca-ta comunitatilor rutene, cunoscute, in
estul si nordul Moldovei istorice, sub termenul
medieval ,,rusi” sau ,,rusnaci”. Exista insé si o serie
de variante melodice identice in continut cu
melodia dansului bielorus Li-avoniha, precum se
poate vedea in exemplul urma-tor (Anexa, fig. 14).

Pregnanta aspectului sincopat al motivului mu-
zical concordd cu caracterul saltaret al dansului,
ma-nifest si in aceasta variantd melodica.

Lipsa unei diversitati variationale a melodiilor de
Cracoviac constituie un indiciu al existentei lor
folclorice stagnante sau impietrite in teritoriul cultu-
ral de referintd. Cauza probabild a acestui fenomen
constd in originea cultd a modelului insasi. Dansul a
fost promovat preponderent in mediul aristocratic si
nobiliar, in special, cu concursul functionarilor, in-
telectualilor si al fanfarelor militare. Fiind preluat de
lautari pe cale orald, intr-o forma mai mult sau mai
putin trunchiatd si standardizatd, modelul s-a ras-
pandit si in mediul folcloric, ca si element de specta-
culozitate §i ca simbol al diversitatii culturale.

9. Cadrilul

Este un sub-gen de circulatie folclorica din cate-
goria dansurilor de doi, preluat de lautarii autohtoni din
repertoriul fanfarelor si al orchestrelor de salon, pe la
sfarsitul secolului al XIX-lea. La origine, un dans
folcloric, Cadrilul era cunoscut in Spania si Franta, inca
din secolul al XVI-lea. Numele sdu deriva din re-gula
principald a jocului: participarea a patru persoa-ne sau,
mai exact, a patru perechi de dansatori, dispu-se in
formd de cruce, pe un ring ingust de dans, care obliga
partenerii s se miste strict pe linia unui patrat. ,,Cuadro”
in spaniold inseamna ,,patru”. Prin secolul al XVIII-lea,
dansul folcloric spaniol si provensal Cua-drilla este
preluat de coregrafii francezi de curte, care il
prelucreaza, rafineazd si il Tmbogétesc cu o serie de
figuri noi, codificate in denumiri speciale. Pe la 1740,
sub numele Quadrille, dansul intrd in protocolul cur-tii
regale din Paris, plasandu-se, aldturi de mai vechiul
Contradans, in categoria dansurilor vesele, umoristi-ce,
teatrale, aflate in contrast evident fatd de seriozita-tea
Menuetului, un dans erotic de curte, expresia core-
graficd a unui ceremonial greoi s§i rigid, care guverna
societatea aristocratica de pand atunci. Introducerea
cadrilului la curte coincide cu declinul menuetului in a
doua jumatate a secolului al XVIII-lea, iar feno-
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menul insdsi simbolizeaza declinul rigiditatii vietii de
curte. Format din cinci figuri de contradans, cadrilul
devine foarte popular in toata Franta, iar in perioa-da
lui Napoleon I se raspandeste in mai toata Europa, ca
si dans popular de societate. Ritmul acestui dans a
devenit atit de posesiv in epocd, Incat muzicienii se
vazura nevoiti sa transforme n cadril diverse melodii
cunoscute de opera si operetd. Pe valul popularitatii
cadrilului, dupa 1840, au aparut o serie de genuri hi-
bride, de combinatie sau de sinteza, precum Cadril-
polca, Cadril-mazurca si Cadril-vals.

Prin intermediul maestrilor-coregrafi, gratie
muzicii de fanfara si teatrului melodramatic, care
promovau noile forme de dans european, din a doua
jumatate a secolului al XIX-lea cadrilul se afirma si in
mediul aristocratic §i monden din Principatele Uni-te.
Dupa Razboiul de Independenta din 1877-1878, acest
dans este intens popularizat prin intermediul
tipariturilor muzicale. Cadrilul devine marca ma-rilor
schimbiri sociale din noua Romanie, simbo-lul
ascensiunii politice a regalitdtii, a protipendadei
aristocratice, a marii burghezii si a democratiei euro-
pene de inspiratie franceza. Printre cei mai prolifici
compozitori de cadriluri ,,nationale” se distinge Lou-
is Wiest, faimos violonist, profesor si compozitor de
origine austriacd, multi ani — dirijor al orchestrei Tea-
trului Mare din Bucuresti. Sustinut de editorul Alexis
Gebauer, furnizorul Curtii Regale, acesta publica mai
multe lucrari de gen, unele dedicate marilor artiste si
cantarete din epocd: Candon-Quadrille, Kadoudja-
Quadrille, Fanelly-Quadrille, s. a. (Anexa, fig. 15).

Structura tipica a cadrilului evidentiaza sase
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Fig. 15. Louis Wiest. Fanelly Quadrille, foaia de titlu
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parti, cinci dintre care sunt axate pe succesiunea fixa
a unor figuri coregrafice codificate, iar ultima avand
rol de final. Cadrilul wiestian valorificd deseori me-
losul unor sansonete franceze la moda, simbolul
triumfului european din perioada numitd ,belle
epoque” (sfarsitul secolului al XIX-lea — primul de-
ceniu al secolului al XX-lea). Astfel, spre exemplu,
suita Fanelly-Quadrille de L. Wiest (Wiest, Fanelly-
Quadrille) contine urmatoarele parti tipice pentru
cadril: 1 — Pantalon, 6/8 (chansonette: Ne me chan-
touillez pas); 2 — Eté, 2/4 (chansonette: Il est caporal);
3 —Poule, 6/8 (chansonette: La Tartine de Beurre); 4
— Pastourelle, 2/4 (chansonette: La venus de Marseil-
le); 5 — Trenis, 6/8 (chansonette: Il est caporal); 6 —
Finale, 2/4 (chansonette: Voila la marchand de Cres-
son). Diverse cadriluri ,,nationale” de imitatie au fost
compuse de catre compozitorii amatori, dirijorii de
fanfare, lautarii scoliti in conservatoare, unele fiind
publicate de editorul bucurestean Leopold Stern.

In traditia folclorici din Basarabia si Bucovina,
cadrilul circuld in variante destramate si simplificate
ale versiunilor clasice, sub denumiri populare, pre-
cum Cadrilag, Cadrelul, Lanteta si Ceredinca (tradu-
cerea ruseasca a lantetei). Se cunosc insa doud versi-
uni cinetice principale de cadril folcloric: una — axata
pe miscarea moderata, amintind de caracterul polcii,
alta — pe misgcarea vioaie, tumultuoasa, de tipul ga-
lopului, care consuni cu stilul sarbei. Prezentim mai
jos un exemplu de cadril in tempo moderat, publicat
in colectia lui Petru Stoianov ,,500 melodii de jocuri
din Moldova” (Stoianov, 1972, 250) (Anexa, fig. 16).

Trebuie de mentionat, insa, ca aceastd melodie
poate fi tratata si in stil de sarba, scinddnd masura
de 2/4 in doud, dubland durata reald a sunetelor si
interpretandu-le de doud ori mai repede, ca In ma-
sura 4/4, versiunea alla breve. Procedeul dublarii
tempoului de executie al pieselor se aplica deseori
in practica lautareasca.

10. Galopul

Un alt dans de inspiratie europeand, patruns in
repertoriul folcloric local, il reprezintd Galopul. Isto-
ria acestui dans incepe concomitent cu ascensiunea
fulminanta a polcii in Europa secolului al XIX-lea.
Specialistii trateaza galopul ca fiind, de fapt, o specie
mai veloce i mai impetuoasd a polcii boeme, de la
care s-ar fi desprins prin anul 1830, intrdnd in saloa-
nele din Paris, de unde s-a si difuzat rapid in toatd
Europa. Denumirea franceza ,,galoppe” reflecta toc-
mai caracterul pasului de baza al dansului: imitarea
miscarii saltate a cailor. intr-o prima fazi a evolutiei
sale, galopul figura ca parte finala a suitei de cadril.
Treptat, el s-a desprins si s-a cristalizat ca si dans au-
tonom, procurdnd o mare popularitate in saloanele
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vremii. Axat pe succesiunea unor pasi simpli si sal-
tati, pe combinarea migcarii galopante pe cerc cu ro-
tirea perechilor, galopul ofera o interpretare coreica
destul de facila, avand ca nota particulara vivacitatea,
dinamismul si caracterul vesel, teatral. Din familia
galopului face parte si specia Snel-Polca sau Polca-
Schnell austriacd, introdusa in muzica europeana de
Johann Strauss, cunoscuta si sub denumirea de Pol-
ca-galop. Ritmul muzical al galopului se incadreaza
masurii 2/4, iar aspectele sale divizionare combind
formulele binare cu cele ternare.

Se intilnesc 1nsd si variante de galop In masu-ra
de 6/8, divizatd in doud grupuri ternare, ceea ce face
ca prin ritmul sdu, executat intr-un tempo ac-celerat,
sd se Inrudeasca puternic cu genul de sarba. Aceasta
trasaturda morfologica a si facilitat, credem noi,
asimilarea galopului in tiparele traditiei folclori-ce
locale. Printre primele mentiuni ale galopului, ca si
»dant national” romanesc, figureaza melodia nr. 8 din
colectia ,,Souvenire de Moceanu”, aparutd la Bu-
curesti, dupa 1900 (Cosma O. L, 1984, 365). Pe la
raspantia secolelor XIX—XX, cu concursul lautarilor,
galopul accede si in repertoriul rural din Bucovina si
Basarabia, fiind acceptat ca si model teatral, agasant
si haios, preluat din repertoriul fanfarelor militare.

Dictionarul lui G. T. Niculescu-Varone descrie
,»Galopu” ca specie folclorica hibrida, axatd pe com-
binarea coregrafiei de hord cu cea de galop. in Mol-
dova — afirma autorul — acest joc incepe ,,cu pasi de
hora, apoi flaciii si fetele se schimba in crucis. Se in-
vartesc asa de doud-trei ori dreapta si stanga, revin la
loc si joacd hora” (Niculescu-Varone, 1979, 39). Tot
acolo, cercetatorul constatd si faptul, ca unele specii
de galop sunt asociate, in terminologia populard, cu
semnificatia dansurilor Saeru si Sdrba (Niculescu-
Varone, 1979, 64). Caracter de galop au multe sarbe
incluse in colectia ,,500 melodii” a Iui P. Stoianov,
unele fiind inregistrate In regiunea transnistreand
(Stoianov, 1972, 85, 90). Sub umbrela stilului de sar-
ba au fost asimilate in repertoriul de la sate variate
melodii de galop, a céror structurd ritmica trideaza
imixtiunea subdiviziunilor ternare (Anexa, fig. 17).

Sub-genul galop este reprezentat si de speciile
Trandafirul, Sotisa si Trap batut, ultimele doud cu-
noscute 1n traditia din Tinutul Hertei, ca extensie a
repertoriului din judetele Dorohoi si Botosani ale
Moldovei de dincolo de Prut. Pentru ilustrare, pre-
zentam un exemplu de Trap batut (Anexa, fig. 18).

Si in aceastd melodie pot fi sesizate subdivi-
ziunile ritmice ternare, specifice stilului de sarba.
Elementele morfologice semnalate, dar si afinitatea
tempoului si a pasilor de dans constituie o premisa
importanta in favoarea adoptarii galopului in siste-
mul culturii populare locale.

11. Vengherca

De larga circulatie in regiunea Basarabiei se
bucurd o specie de Ceardas unguresc stilizat, cu-
noscut indeobste sub numele de Vengherca sau Un-
guricd. Elaborat la sfarsitul secolului al XIX-lea, de
catre coregraful rus V. Tarman, Vengherca (din
rusa=,,ungureasca’) s-a raspandit in calitate de dans
de salon, in forme academice, standardizate. Pe la ras-
pantia secolelor XIX—XX, prin intermediul lautarilor
din Basarabia, modelul dat s-a folclorizat. Melodia de
vengherca, intratd in circulatia folclorica, graviteaza
in jurul unui tip standard, pe care il gasim fixat In mai
multe publicatii de specialitate (Benrepka, 1950).
Acest tip melodic a generat, pe calea traditiei orale, o
serie de variante si imitatii locale.

Tipul standard de Vengherca se sprijind pe o
forma ciclicd binara, insiruind doud figuri de baza:
una — in miscare rapida, de tipul sarbei (cu
invartiri), iar alta — lentd (de promenada), asa cum
prevede Ceardasul obignuit. Tempoul variaza intre
90(100) si 180(200) pulsatii pe minut, iar ritmul
melodiilor, incadrat masurii de 2/4, evidentiaza
diverse aspec-te divizionare, de structurd binara si
ternara simpla (Anexa, fig. 19).

Acest procedeu ritmic favorizeaza posibilitatea
contaminarii cu diferite modele folclorice locale,
precum hora si sdrba. Unele exemple se canta si
vo-cal, cu cuvinte, ceea ce denotd tendinta de
asimilare mai profundad a dansului Vengherca in
tiparele tradi-tiei orale (Anexa, fig. 20).

Melodiile de vengherca apar deseori contami-
nate cu fraze muzicale de Sotisa si Trandafir. Ele se
interpreteaza uneori si in grup, pe melodii cu text si
strigaturi, procedeul amintind de sincretismul speci-
fic dansurilor vechi de cerc (Blajinu, 2002, 755).

12. Valsul

Un compartiment distinct al repertoriului il
constituie categoria dansurilor europene in ma-suri
ternare, pe care le vom numi conventional cu
termenul tehnic ,,vals”. In jurul acestei categorii se
grupeaza trei sub-genuri coreice de baza: 1) Valsul
propriu-zis, 2) Mazurca si 3) Padespani. Din a
doud jumatate a secolului al XIX-lea si pand in
prezent, valsul, alaturi de polca, a constituit nucleul
cel mai stabil al dansurilor de imprumut european
in reper-toriul local din Bucovina si Basarabia.

Istoria valsului incepe din a doua jumitate a
secolului al XVIll-lea, cand este atestat ca si dans
folcloric in landurile austro-germane. Pana la 1825, el
era desemnat prin uzul alternativ al termenilor
Ldndler, Deutch si Waltz, care se refereau la modelele
rustice ale dansului. Axat pe un ritm ternar rotativ,
inscris in masura de 3/8, 3/4 sau 6/8, valsul folcloric
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austro-german conoteazd anumite asemuiri tipolo-
gice cu predecesorii sdi din cultura europeana: Ale-
manda (=,,dans german”, inclus in suita instrumen-
tala preclasicd), Courante (=,,dans insiruit, curgitor”,
model francez, inclus in suita instrumentald precla-
sica), Volta (=,,dans rasucit”, cunoscut in folclorul
italian si francez), Sousedka (dans folcloric ceh), Ku-
jawiak (dans polonez din regiunea Kujawie), Mazur-
ca (dans polonez din regiunea Mazowie), Léindler
(=,,dans taranesc” austro-german). Valsul circula
si sub denumiri ce exprimau apartenenta geogra-
fica si structura morfologica a dansului, precum
Weller, Spinner, Dreher, Schleifer, Tiroler, Steirer s.a.
Termenul Waltz este pentru prima data utilizat

in jurul anului 1750, in comedia Bernarden, scrisd de
clovnul vienez Felix von Kurz (Simpson-Candelaria,
1976, 14). Predecesorii valsului sunt cantecele rura-le,
acompaniate la vioard si la instrumentele alpine de
suflat, care insoteau munca taranilor si a pastorilor
austrieci sau germani. Cel mai relevant simbol al vietii
rurale reprezinta insa Landler-ul, un dans vioi, vesel si
saltaret, In metru ternar, care se juca pe la petrecerile
rustice, prin tavernele situate de-a lungul drumurilor, la
bordul vapoarelor ce circulau pe Dunare, pe tera-sele
restaurantelor vieneze, unde renumitii Lanner si Strauss
si-au inceput cariera de muzicieni. Pe parcur-sul
secolului al XVII-lea, Landler-ul a fost adoptat de curtea
vienezd, unde va contrasta cu Alemanda, un dans mai
domol, cu caracter ceremonios. Landler-ul era jucat si in
cadrul carnavalurilor vieneze, unde aristocratii, travestiti
in tarani, dansau si se distrau. Se juca acest dans si pe la
balurile mascate de la curte, accesibile tuturor paturilor
sociale. Natura feodald a Austriei favoriza stransele
relatii dintre clasele sociale, pregitind astfel terenul
pentru vals. De la inceputul secolului al XVIII-lea,
Alemanda cade intr-un con de umbra, iar Landler-ul se
dezvolta tot mai viguros in cadrul curtii vieneze, unde
este acceptat sub diferite denumiri ce reflectau caracterul
miscarilor si al figu-rilor coregrafice la moda. De pe la
1750, valsul-ldndler devine la fel de popular ca si
menuetul. Spre sfarsitul secolului al XVIII-lea, valsul
imparte popularitatea cu contradansul. Valsul si
contradansul (englezesc la origine si francez prin
adoptie) se amestecd pentru a cuceri Europa sub
denumiri alternative, ca Strassbur-gheza,
Stiriana.

Tiroleza,

Era europeanad a acestui dans incepe in jurul anu-
lui 1780, cand primele variante prelucrate si rafinate
ale modelului austriac sunt introduse in protocolul
curtilor regale engleza si franceza. Ascensiunea efec-
tiva a valsului, ca si dans de primd importanta in re-
pertoriul burghez de salon, se produce insd ceva mai
tarziu: in prima jumatate a secolului al XIX-lea, cand
este acceptat in randul noilor clase urbane. Aceasta
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perioadd coincide cu capitalizarea si comercializarea
intensad a traditiilor populare, in special, a dansurilor
taranesti, preluate de prin taverne, de pe la diverse-le
petreceri rustice. Valsul se transforma in marfa de mare
succes. El devine cel mai potent simbol cultural al asa-
numitei epoci ,,Biedermeierzeit” din Austria, cand
compozitorii Joseph Lanner, Johann Strauss si Franz
Schubert pun fata in fatd publicul capita-lei habsburgice
cu temperamentul si spiritul vremii, transformand
vechiul Léindler rustic in noul Vals vie-nez. Confuzia
termenilor ldndler si vals a durat, totusi, citeva decenii.
Se cunoaste ca Insusi F. Schubert con-tinua sa-si
semneze lucrarile de gen cu termenii al-ternativi
Léandler, Deutche si Waltz. Astfel, cunoscuta lucrare, ce
cuprinde doudsprezece dansuri germane, spre exemplu,
el o numeste tot Landler, op. 81/D.790.

Sfidand o anumita inertie culturald a societatii, in
primele decenii ale secolului al XIX-lea, valsul de
conceptie vieneza invadeaza, practic, mai toate ge-
nurile de creatie muzicala, devenind ceva mai mult
decat expresia unei simple distractii populare tara-
nesti. Valsul vienez patenteaza astfel suprematia cul-
turald si imperiala a Austriei habsburgice din epoca
respectiva. El se impune ca gen director al muzicii
usoare sau populare europene. Schimbarile majore 1n
structura societdtii capitaliste si ascensiunea po-litica
a burgheziei la inceputul secolului al XIX-lea au fost
marcate, in arta coregraficdi si muzicala, prin
capitularea menuetului si adoptarea noului dans —
valsul. Caderea menuetului si ridicarea valsului este
contemporand cu izgonirea operei seria de la curte si
adoptarea operei bufa, care proclamd ascensiu-nea
romantica a ariilor italiene de origine folclori-ca.
Valsul a detronat etica diferentierii si segregarii
sociale, care domina lumea dansului pana atunci.
Potentialul sau erotic a facut sd cada toate barierele
vechii societati aristocratice si sa dea frau liber no-
ului spirit romantic in artd. Cand fusese introdus la
curtea din Berlin in 1794, el a creat un adevarat soc
cultural acolo. Rezistenta la vals in mediul curtilor
europene nu a putut sa dureze decat, cel mult, doua
decenii. Valsul intruchipa, cum nu se poate mai bine,
acel spirit democratic, care fusese proclamat de
Revolutia Franceza de la 1789. La nivel coregrafic,
principiul egalitatii, simplitatii, individualismului si al
spontaneitdtii a fost incarnat, realmente, de wvals.
Simplitatea, accesibilitatea si atractivitatea valsului se
manifesta atat in coregrafie, cat si in muzica. Pe la
mijlocul secolului al XIX-lea, acest dans se rdspan-
deste, alaturi de polca, in toatd Europa, intrand in
traditia folclorica a multor popoare.

Din a doua jumatate a secolului al XIX-lea, sub
impactul muzicii de fanfara, a teatrului de opera si a
orchestrelor de salon de tip european, valsul patrunde
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si in cultura autohtond, ca si gen distinct, mai mult
sau mai putin ponderabil, in repertoriul lautarilor au-
tohtoni. Incd pe la 1864, in schita ,Liutarii si com-
pozitiunile lor”, criticul-muzicolog Nicolae Filimon
constata aparitia in repertoriul muzicantilor orageni a
unui melanj ciudat de forme orientale si occidentale,
un fel de ,,galimatias”, bazat pe vals, tampeta, mazur-
cd, polca, melodii de opera, pe de o parte, si pe muzi-
ca turceasca si jocuri nationale, pe de alta. Un soi de
»~muzica de inspiratie si imitatie europeand”, axatd pe
creatii hibride, pe ,,productii mixte” sau ,,compoziti-
uni-amfibie”, se impune in perioada anilor 1830-
1858, cand se introduce muzica europeand in armata
(fan-fara militard) si teatrul de opera la Bucuresti si
lagi. Orizontul de imitatie al ldutarilor tarii se mari
con-siderabil. ,,Compozitiunile lautaresti incepurda a
lua caracterul european, amestecat cu cel turcesc;
prima §i secunda parte a horelor incepurd a se
compune din imitatiunea vre-unui vals sau mazurca,
iar finalul era luat din muzica orientala”. in astfel de
creatii, observa autorul, ,,elementul european este pus
in lupta cu cel oriental” (Filimon, 1993, 431-434).

In Bucovina, prin intermediul repertoriului
fanfarelor militare §i a celor comunale austriece,
raspandirea intensa a valsului incepe pe la mijlocul
secolului al XIX-lea. Cercetirile statistice i etnogra-
fice, Intreprinse in Basarabia de catre ofiterul rus A.
Zasciuk, atestd faptul, cad pe la 1862, valsul patrunse-
se ,,in forme caricaturale” si pe la sate (3amyk, 1862,
489). Teatrele particulare, teatrul municipal ,,Gross-
man”, Clubul nobilimii din Chisindu, restaurantele,
localurile de café chantant, salile de concert, orches-
trele de salon ale boierilor locali, silile municipale si
particulare de dans, cursurile particulare de core-
grafie i muzicd, tipariturile si magazinele de note si
instrumente muzicale, existente cu generozitate in
acest oras, au constituit o largd platforma de lansa-re
a valsului si de educare a gustului public pentru
formele europene de dans. Presa locala din a doua
jumatate a secolului al XIX-lea si de la inceputul se-
colului al XX-lea semnaleaza numeroase manifestari
cu dans european. Valsul a inspirat puternic creatia
lautarilor basarabeni din aceastd perioadd. Una din
creatiile de gen, numitd valsul ,,Aza”, scrisd de lauta-
rul Gheorghe Heraru, era pusd spre vanzare, dupa
cum anuntd ziarul Drug din 1905, in magazinele
muzicale din Chisinau (Hpyr, 1905, 4). Cercetarile
etnografice de teren, efectuate In perioada interbeli-ca
de catre Petre Stefanucd si Vasile Popovici, atesta
faptul, cd in repertoriul horelor duminicale satesti,
valsul avea deja o pondere de circa 9-14% din totalul
creatiilor dansate, ocupand locul doi, dupd polca, in
categoria dansurilor de salon, preluate ,,din vremea
stapanirii rusesti” (Stefanuca, 1991, 124-125; Popo-

vici, 1939, 7). Ghizela Suliteanu identificd in arta
lautarilor din Muscel-Arges o categorie speciala de
formule ritmice de acompaniament, numita ,.tiiturd
nemteasca”, cristalizatd sub influenta modelelor eu-
ropene de vals si polcd, care se diferentiaza stilistic de
categoria formulelor locale de acompaniament,
numitd ,tituturd tardneasca” sau ,,maruntd”. Astfel,
dihotomia ,,stil european-stil local” s-a dovedit a fi
operantd si la nivelul structurilor de acompaniament
al dansurilor, promovate in repertoriul lautiresc
(Suliteanu, 1976, 111, 114). Ca si dans popular, val-
sul este mentionat in dictionarul lui G. T. Niculescu-
Varone. Autorul citeazi trei surse de teren: Vals, joc
cantat la muzicuta in com. Greci-Tulcea; Valsul ,, Di-
mineata” din com. Gropeni-Briila si Valsul il mare,
tot acolo (Niculescu-Varone, 1979, 189).

Desi de largd circulatie populard si de manifes-
tare incontestabild in repertoriul lautarilor din Ba-
sarabia §i Bucovina, valsul a fost perceput, in mod
paradoxal, chiar in randul cercetétorilor si promo-
torilor culturii populare, ca fiind un element ex-clusiv
,,strain”, ,,academic”, ,,de salon”, ,,urban”, ceea ce a
constituit un impediment serios in studierea rolului,
pe care l-a avut acest dans european, in is-toria
evolutiei muzicii traditionale autohtone. Dans
eminamente de cuplu inchis, valsul a deschis o noua
perspectiva in coreutica traditionala. El a introdus o
notd aparte in estetica si practica dansului tdranesc,
dominat de formele miscarilor in cerc inchis si de
principiul superioritatii masculine. Valsul a prefatat,
pentru prima datd in fata dansatorului rural, ideea de
emancipare a relatiilor interumane, de afirmare a
personalitatii libere, de egalitate a partenerilor, pu-
nand in prim plan poetica, plasticitatea, supletea, di-
namismul si armonia miscarii rotative in cuplu.

Trasaturile de continut i de forma ale melosu-lui
de vals, aflat in circulatia folcloricd in regiunile de
referintd, conduc spre ideea conturarii mai multor
surse de inspiratie, tendinte culturale si coordona-te
stilistice. In linii mari, putem distinge trei mari branse
stilistice si culturale in evolutia acestui sub-gen al
repertoriului traditional de dans din Bucovi-na si
Basarabia: a) valsul vienez, cu precursorul sau
— ldndler, b) valsul sentimental rusesc si ¢) romanta
nationald in ritm de vals.

A. Pe coordonatele stilistice ale valsului vienez
se Inscriu creatiile bazate pe un melos cu caracter
optimist, maiestuos, aerian §i transparent, pe o can-
tabilitate deosebitd, de tip instrumental, precum si
pe intonatii pregnant majore, reflex al colportajului
mediat de fanfarele occidentale. Dinamismul tu-
multuos, tempoul vioi §i ritmicitatea contrastanta a
dansului mostenesc trasaturile precursorului sau
folcloric — Léindler-ul austriac. Bransa stilistica, re-
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prezentata de valsul vienez, o ilustrdm in exemplul
anexat (Anexa, fig. 21).

Multe creatii de gen prezintd forme intens poe-
tizate in baza creatiei profesioniste. Un exemplu re-
levant constituie celebrul vals ,,Valurile Dunarii”, cea
mai cunoscutd lucrare a compozitorului si dirijoru-lui
de fanfara roman losif Ivanovici (1845-1902), scrisa
pe versurile poetului Carol Scrob. Creatd in anul
1880, aceasta lucrare exprima stilul valsului vie-nez,
in vogd, la acea vreme, in toatd Europa. Valsul lui
Ivanovici include o serie de compartimente arhi-
tectonice cu rol de interludiu, care trimit la atmosfe-ra
modald majora, specificdi melosului vienez. Dupa
lansarea la Expozitia Universald de la Paris din anul
1889, In aranjamentul semnat de Emile Waldteufel,
aceastd lucrare s-a bucurat de un succes atit de mare
in Europa, incat a fost atribuitd uneori lui Johann
Strauss-junior, simbolul sacru al valsului vienez. Pu-
blicul identifica ,,Valurile Dunarii” cu imaginea fai-
moaselor sale valsuri ,,Dunarea albastra” si ,,Padurea
vieneza”. Axat pe un melos cantabil, liric, de larga
respiratie, valsul Iui Ivanovici s-a raspandit rapid in
toate regiunile etnografice ale romanititii si s-a fol-
clorizat. In primele decenii ale secolului al XX-lea, el
a devenit parte integrantd a repertoriului ldutaresc. Se
interpreteazd deseori in versiune vocald, sub titlul
popular ,,Barca pe valuri pluteste usor”.

Prin intermediul fanfarelor militare rusesti,
bransa stilistica vieneza a valsului a fost popularizata
si in Basarabia. Drept marca a filierei rusesti de ras-
pandire in teritoriu a acestui dans european serveste
forma rusificatad a expresiilor populare valet sau valit,
care provin de la cuvantul german waltz. O versiune
populard a valsului vienez circuld in Basarabia sub
eticheta de valet serpantin (Anexa, fig. 22).

B. Pe la raspantia secolelor XIX-XX, in reperto-
riul ldutaresc din Basarabia au patruns aga-numitele
,valsuri melancolice rusesti”. La origine, opera unor
celebri compozitori si dirijori de fanfare din Rusia si
din alte tari, specia valsului melancolic a pus bazele
unui curent estetic distinct in lumea muzicii popula-re
de dans european. Metafora ,,valsuri melancolice
rusesti” a aparut pe la mijlocul secolului XIX-lea, in
legaturd cu creatia romanticilor rusi (Glinka, Dar-
gomdjski, Ceaikovski s. a.). Ea conoteaza caracteris-
ticile unui stil melodic de profunda facturd lirica si
sentimentald, un stil axat pe intonatiile esentializate
ale modului minor, pe cantabilitatea, flexibilitatea si
fluenta deosebitd a liniei melodice instrumentate.
Accentul pus pe intonatiile modului minor face ca
bransa stilisticd orientald-ruseasca a valsului sa se
distingd, sub aspect sonic si coloristic, de cea occi-
dentala-vieneza, axata pe intonatiile modului major.

Cel mai bine au exprimat bransa orientald-ru-
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seasca compozitorii de valsuri pentru fanfara. Stilul de
vals melancolic se reflectd in asa creatii, precum ,,Na
sopkah Mancjurii” de [. Satrov (o evocare lirico-
dramatica a razboiului ruso-japonez din anul 1904),
,,Beriozka” de G. Dreizin, ,,Skazki lesa” de B. Bekker,
»Vospominania” si ,,Osennii son” de A. Djois (Joyce),
,,Orhideea” de V. Andreev, ,,Amurskie volni” de M.
Kiuss (Kuess), ,,Ojidanie” de H. Kittler, ,,Siniaia noci”
de V. Agapkin, ,Sud’ba” de A. Bajnis s. a. Prin
intermediul tipariturilor, pe la inceputul secolului al XX-
lea, o serie de valsuri sentimentale rusesti cele-bre au
intrat in circuitul international. O marturie in acest Sens
constituie faimosul volum de muzica, intitulat
International Hebrew Wedding Music, edi-tat la New-
York, in anul 1914, de violonistul Wolf Kostakowsky,
care include valsurile ,,Toska po rodi-ne”, ,Razbitaia
jizni” si ,,Toska” (International, 1914, 182-185). Unele
creatii de vals melancolic, compuse de compozitorii
occidentali, au fost preluate si vehi-culate de fanfarele
militare rusesti, pierzandu-si cu timpul paternitatea si
devenind parte a culturii mu-zicale din Rusia. Astfel,
faima de ,,vals vechi rusesc” au procurat, pe aceasta
cale, multe melodii celebre, printre care, spre exemplu,
si valsul ,,Sirene”, opera compozitorului francez Emile
Waldteufel.

Valsul melancolic a fost preluat de cétre fanfa-
rele taranesti din Basarabia, care se infiinteaza pe la
sfarsitul secolului al XIX-lea, cu aportul bastinagilor
demobilizati din armata tarista, instruiti in muzici-le
militare. Un rol important in raspandirea valsului
melancolic rusesc in Basarabia l-au avut si muzici-
enii evrei, care detineau o pondere considerabila in
componenta tarafurilor de lautari. Printre factorii
popularizarii valsului melancolic rusesc se aflau si
muzicantii de café chantant, scolile de muzica, tea-
trele, saloanele de dans, balurile aristocratice, scena
marilor restaurante si localuri de petrece etc.

C. In sfera adiacenta valsului sentimental se pla-
seaza si romanta nationald in ritm de vals. De regu-1a,
in mediul folcloric, acestea circuld sub forma de
melodii instrumentale de dans. Pot fi citate, in acest
sens, romantele: Mai am un singur dor de Giulelm
Sorban, Pe ldnga plopii fard sot de lancu Filip, Sa-mi
cdnti, cobzar batrdn, ceva de Isidor Vorobchievici,
Te duci acum (Ceaicovschi-Meresanu, 1990, 89, 94-
96, 170) s. a. In special, melodiile lui G. Sorban,
simple si integre, extrem de cantabile, tandre si
gratioase, scildate in atmosfera sonicd a modului
minor, pun in evidentd pregnanta ritmului ternar, usor
leganat, cu ecouri venite parcd din vals. Unele
romante-vals au devenit adevérate slagare, fiind
nelipsite din re-pertoriul traditional al lautarilor.

Valsul a avut un impact important asupra siste-

mului de genuri al muzicii instrumentale locale. Ca
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si model de ritm in masura ternard, valsul a favorizat
un proces de restructurare si reformatare a anumitor
elemente de limbaj muzical. Astfel, in anumite zone
folclorice, putem observa tendinta transformarii sti-
lului de acompaniament de hord lenta in stil de vals.
Masura de 6/8 se scindeaza in doua celule ternare, iar
unitatea de masurd devine patrimea. Noile celule
ternare devin entitdti autonome si procurd rolul de
masura la 3/4. Astfel, noua masura de 3/4, rezultata
din scindarea masurii de 6/8, se transforma in suport
metro-ritmic al melodiilor de hord lenta. Formu-la
ternara de vals acompaniaza interpretarea horei lente.
Un principiu similar de reformatare stilistica se atesta
si in cazul dansului folcloric (#)ostropatul. Structura
ternara asimetricd a masurii specifice de 7/16, cu
ultima valoare alungita (2+2+3:0ptime-op-time-
optime cu punct) se transforma in structurd ternara
simetrica de 3/8 (sau 3/4). in rezultat, melo-diile de
hostropét se transforma in melodii hibride de vals-
hostropat, uneori circuldnd chiar sub denu-mirile
folclorice originare, precum putem observa in
exemplu aexat (Anexa, fig. 23).

Trebuie de mentionat si faptul, ca in conturul
unor melodii de vals-hostropat, uneori persista, to-
tusi, forma subdivizionara ternara a timpului trei,
fenomen ce marcheaza reminiscenta, la nivelul
mor-fologiei ritmice, a vechiului stereotip dinamic
CU Va-loarea alungita, transformata in triolet.

13. Mazurca

In comparatie cu valsul, sub-genul Mazurca a
avut o circulatie mult mai redusd ca intensitate si
diversitate tipologicd in teritoriul studiat. Dans de
salon, introdus pe la finele secolului al XVIlI-lea pe
la curtile nobiliare europene, inclusiv in Rusia, acest
model a valorificat elementele prototipului sdu fol-
cloric polonez. Coregrafii profesionisti au creat insa o
serie de versiuni standardizate, unele sub forma de
dans hibrid: Vals-mazurca, Polca-mazurcd, Polone-
za-mazurca. Unele melodii de polca-mazurca, nu-
mite pe alocuri ,,polmaz”, se afla in circulatia folclo-
rica din Basarabia si Bucovina (Anexa, fig. 24).

Putinele melodii de mazurcd, incluse In unele
colectii de folclor (Blajinu, 2002, 131; Birleanu, 1990,
495), ilustreazd prezenta unui tip melodic de baza,
aproape standardizat, In jurul caruia se centreaza trei
sub-tipuri de mai mica intensitate. Structura melodiilor
de mazurca este, cel mai adesea, bifrazald, modulanta.
Alternarea frazelor muzicale contureazd un ciclu
inchis, cu sens rotativ, care se reitercazd pe durata
desfagurarii dansului. Frazele pot evolua una din alta,
prin usoare variatii melodice, sau pot con-trasta, fie in
plan tonal (prin modulatia de tip T-S, T-D), fie in
plan modal (prin alternarea de tip ma-

jor-minor). De obicei, lautarii trateaza melodiile de
mazurca in tiparele stilului de vals.

14. Padespani

Modelul Padespani (din  francezd=pas
d’espagne, dans spaniol) este de origine aristocratica
si a co-bordt in mediul rural basarabean pe la
inceputul secolului al XX-lea, din cercurile oficiale
rusesti, prin intermediul functionarilor, intelectualilor
si maestrilor de dans. In opinia lui L. Skolnikov, vari-
anta ruseasca a dansului a fost creatd de coregraful si
artistul Teatrului Bolsoi din Moscova A. Tarman
(IoxompauKOB, 1956, 24), valorificind elementele
specifice ale coregrafiei populare spaniole de Bolero
si Cachucha, la moda in acea epoca. A existat insa si
o variantd franceza a dansului. Padespani s-a trans-
format in dans de salon, foarte gratios si interesant,
amintind de caracterul valsului. Acest dans a pa-truns
in cultura multor popoare europene si a celor din
cadrul fostului imperiu tarist. In arealul culturii
romanesti, sub denumirile alternative de ,,padespa-
net”, ,,pospant” sau ,,paspant”, dansul circula doar in
regiunea vechii Basarabii, semn al filierei rusesti de
diseminare in teritoriu. Cercetarile de teren si pu-
blicatiile de folclor atestd prezenta a unui singur tip
melodic de padespani, ceea ce constituie un indiciu al
originii sale culte (Anexa, fig. 25).

in structura ritmica a dansului, se remarca sin-
copa specifica, plasatd pe timpul 2 al masurii terna-
re de 3/8. Melodia aminteste de caracterul dansului
spaniol, reflectat in tema principald a fanteziei
,Jota aragoneza” de Mihail Glinka.

15. Ciclul binar conglomerat

In procesul interactiunii cu cultura occidentala,
in muzica traditionala s-a impus un grup distinct de
creatii de dans, care contureaza un gen muzical-Co-
reic specific, bazat pe principiul contrastului cinetic i
stilistic, pe care l-am numit conventional ,,ciclu bi-nar
conglomerat”. Acest sub-gen muzical se axeaza pe o
forma bipartitd, contrastantd in continutul sdu
semantic si tematic. Modelul pare a avea radacini in
dansurile de salon, de tipul Cadril-ului si Cotillon-
ului francez, care se axau pe combinarea diferitor
figuri si miscari coregrafice, respectiv — pe succesi-
unea diferitor ritmuri, tempo-uri si teme muzicale.
Forma muzicala a ciclului binar se sprijind pe prin-
cipiul juxtapunerii unor genuri si stiluri diferite de
dans, din care motiv l-am si identificat cu termenul
»conglomerat”. Fenomenul amestecarii, juxtapunerii
si combinarii elementelor apartindnd diferitor cul-turi
este larg raspandit in practica folclorica a po-poarelor
lumii. Astfel, studiind structura tipologica a
folclorului bielorus, spre exemplu, cercetatoarea
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Iulia M. Ciurko atesta prezenta unor ,,conglomerate
coregrafice” si ,,imitatii-variante” ale dansurilor oc-
cidentale, cristalizate sub forma de ,,melanj” multi-
cultural, care reprezintd rodul unor procese
specifice de ,,sinteza lexicografica si morfologica”
in baza pol-cii cehe si a cadrilului anglo-francez
(Yypxo, 1990, 246-251, 316).

in muzica traditionald din Basarabia si Bucovi-
na, ciclul binar conglomerat evidentiaza pregnanta a
doua tipuri de contrast stilistic: 1) contrastul de tem-
po in executarea aceleiasi teme muzicale si 2) con-
trastul cumulat de tempo si de teme muzicale. Pri-mul
tip, mai putin raspandit, se axeazd pe principiul
reluarii integrale a melodiei in tempo-uri contras-tante
(de regula, moderato si vivace), simbolizdnd
alternarea a doua miscari coregrafice: una promena-
da alta de galop. Acest procedeu caracterizeaza sti-lul
melodiei ,,Viscolul”, probabil, o replicd folclorica a
celebrului dans de salon ,,Tampeta” (din franceza
Tampéte =, furtuna”), care, in perioada anilor 1800—
1850, s-a raspandit in toatd Europa (Anexa, fig. 26).

Al doilea tip de dans conglomerat se bazeaza pe
alternarea a doud fraze melodice distincte, desfasura-te
in tempo-uri contrastante. in Moldova de la vest de Prut,
acest tip se mai numeste si ,,jumatate de joc” (Sarbu,
2003, 150, 156), eticheta simbolizdnd carac-terul hibrid,
rezultat din jonctiunea a doud jumatati, decupate din
jocuri diferite. Printre exemplele cele mai relevante ale
acestui tip in Basarabia se evidentia-za Copdcelul, care
circuld sub forme hibride de sarba-polca sau sarba-vals.
Versiunea hibrida de sarba-polca o redam in exemplul
de mai jos (Anexa, fig. 27).

Repertoriul lautarilor din Basarabia si Bucovina
include si alte specii de dans binar conglomerat, care
circuld sub diverse denumiri: Oira (o combinatie de
polca-hostropat sau cadril-hostropat, in care seg-
mentul de hostropat este interpretat uneori in ritm de
vals), Hora furatd (o combinatic de polca-sarba),
Zaveriuha (o combinatie de cadril-sarba) sau Sarba in
vals (o combinatie omonima), (fig. 28).

16. Suita de dans

Un compartiment destul de insemnat in reperto-riul
actual de dans il reprezinta melodiile interpretate intr-0
anumitd succesiune. Procedeul dat contureaza un gen
muzical-coregrafic ~ distinct, pe care-l numim
conventional ,suitd”. Interpretarea Inlantuitd a dansu-
rilor, succesiunea unui anumit numar de unitdti core-
grafice i intr-o anumita ordine reprezintd un prin-cipiu
de formalizare muzicald, cunoscut mai multor culturi. in
muzica occidentala preclasica, spre exem-plu, suita
instrumentald constituie un gen distinct, care capata un
contur desavarsit, canonic, consacrat, in creatia lui
Johann Sebastian Bach (1685-1750). Su-
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ita la preclasici cuprinde un ciclu de dansuri emble-
matice de curte, specifice epocii premoderne, unite intr-
instrumentald ampld dupd principiul
contrastului de caracter, ritm, tempo si miscare. For-ma
standard a suitei preclasice se axa pe succesiunea fixa a
patru dansuri de baza: Alemanda, Couranta, Sa-rabanda
si Giga. Intre partea a treia si a patra puteau fi incluse
insa si altele dansuri, precum menuetul, bour-re, gavota,
loure, rigoudon, siciliana s.a.

In traditia coregrafica autohtona, sub-genul de
suitd capatd o dezvoltare deosebita in epoca moder-
na, sub impactul culturii populare europene. Vechile
forme locale de suitd tardneascd, se imbogatesc cu
teme, idei si material nou, preluat din dansurile po-
pulare europene. Cercetarile de specialitate atesta
faptul, ca formele taranesti de suita s-au bucurat de o
evolutie istoricd mai Indelungatd in regiunea Tran-
silvaniei, unde circuld sub denumirile de ,,Purtata” si
Jinvartita” (Costea, 1992, 189-201). Sub aspectul
structurii compozitionale, muzica de dans din Ba-
sarabia si Bucovina evidentiaza trei tipuri de suite:
binare, ternare §i pentanare. Structura tematica si
ordinea succesiuni dansurilor in suitd poate varia de
la o regiune la alta, de la o traditie locala la alta. Cea
mai raspandita forma este suita binara. Prezentam mai
jos un exemplu de suitd binard, in versiunea Ru-
seasca-Saier (Anexa, fig. 29).

Fiecare unitate constituentd a suitei este marcata
de un caracter propriu, exprimat in melodie, ritm si
tempo. De regula, elementul de legatura dintre parti-
le componente ale formei il reprezinta fie o scurta pa-
uza intre melodii, fie o strigatura de comanda sau/si o
formuld introductivdi de acompaniament. Ordinea
succesiunii dansurilor 1n suita binard se realizeaza in
dublu sens. Cel mai adesea, ordinea de succesiune a
partilor realizeazd un dinamism ascendent, cand o
melodie in tempo mai lent sau moderat este urmata de
una in tempo mai accelerat sau rapid. Versiunile
tipice ale suitei binare se axeaza pe combinatiile din-
tre: Hora si Sarba, Sarampioi si Tropotica, Juravel §i
Sdrbd. Mai putin frecventa este ordinea care realizea-
za un dinamism descendent, cand o melodie in tem-
po mai rapid este urmata de alta in tempo mai lent.
Versiunile binare descendente se axeaza pe combina-
tia dintre Sarba si Hord, Ruseasca si Saier.

o lucrare

ordonare a melodiilor: 1) pe o traiectorie ascenden-ta
continud, cu accentul de intensitate motorica pe
ultima parte, ca in Hora-Bataile-Ruseasca; Hora-
Ciuleandra-Sarba etc.; 2) pe o traiectorie boltita, cu
accentul de intensitate dinamica pe partea de mijloc,
ca in Ciurul-Rata-Saierul. O prioritate estetica i se

Suitele pentanare par a fi rodul unei evolutii mai
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recente a coregrafiei populare in contextul reprezen-
tarilor scenice. Ordinea succesiunii dansurilor, ca si
caracterul lor motoric apare diferita in aceste suite. Se
impune nsd tendinta finalizarii ciclului pentanar cu
un dans de maxima intensitate dinamica, repre-zentat,
de reguld, de Sdrba. Printre exemplele de su-itd
pentanara pot fi citate cele constituite din dan-surile:
Coasa-Alunelul-Hora-Copdcelul-Sdrba sau Alunelul-
Vivat-Polca-Hora-Sarba.

Concluzii

La finalul acestui studiu, putem observa faptul,
ca dialogul cultural european a avut o influenta sem-
nificativa asupra structurii §i diversitatii tipologice a
sistemului de genuri al muzicii traditionale de dans
din Moldova/Basarabia si Bucovina. Acest fenomen
poartd un caracter istoric, obiectiv si legic, din care
motiv nu poate fi neglijat de catre specialisti in stu-
diul stadiului actual de evolutie a muzicii traditiona-
le, folclorice si populare.

Dialogul cultural european constituie o dimen-
siune relevanta, in acelasi timp, o premisa metodolo-
gicd si un aspect important in abordarea muzicii fol-
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Anexa. Exemple muzicale
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Dangeel regitor cu alainl de SE Vasile, Crasra-Storojinef, reg. Cerndufi (2003)
La joc, Casa de Culturd (1965)
Hora mirilor (2009)
Toc de nuetd, Glurgiadesti, Caleel {2009}
Dhans in perechi (2009). Foto: arhiva personald V. Chiselitd
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