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Abstract

The musical folklore items use to have continuity of general changes in large scale
historically. We can seeitin theinstrumental folk music, singing folklore, traditional choreography
developments. It is not easy to make clear analysis of this process and we need a great number
of special studies based on it. We can show only the main points or directions of this object in
some different levels here.

Each tune of particular traditional folk song has a great number of its variations. Each
folklore performer does not want to make clear copy while singing the particular song the same
way, as he has heard it from the other performer. So, we are able to find hundreds of the same
folk tune variants, performed by particular singers in different times and various localities at
the folklore archives in Lithuania. We have a nice possibility to make a comparative analysis of
definite part (it is impossible to record all the performing variations) of this melody existing in
real folklore life this way. And all variants are both in melodic lines and in poetic texts there, as
arule.

On the other hand, we also can see the very clear stability of some the most important
intonations, motives or phrases in almost all the different recordings of the melody (and text, of
course). It shows us a sort of very clear non-written rules, known intuitively for all the traditional
folklore performers as the basic forms of all the oral tradition.

All sorts of music performance on the stage have their own specific standards. We have to
make a folklore program in clear time and sequence. We have to show the interesting things for
all the audience only. Therefore, traditional folklore performers have to make themselves as the
artists. They have to turn their faces right way, to speak, to sing and to play music enough loudly,
to smile and cry according to the stage program. What more terrible things we can ask them to
do? Is it the right perspective of the folklore evolution?

Thus, in this article we set the main goal — to define, theoretically and practically comprehend
the forms of modifications performed by musical folklore, meaning the definitions of its evolution
and variability. Methods — scientific analysis, historical, deductive and comparative methods,
generalization and hypothesis. The novelty of the research is primarily determined by applying
the experience of Lithuanian ethnomusicology in solving the general problems of the musical
features development in traditional singing folklore.
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Conclusions. All the situations presented in this article we would like to define as the
changeability, variability or at least developments of folklore (or in folklore). And some of them
we can find as development and evolution of all the art and culture history using the folklore
(musical, verbal etc.) essence or its elements.

Traditional folklore has its own basic laws. We are not allowed to force and to influence
them. We can use the traditional folklore elements as the copies of primary folklore items for
all the other purposes we need in the history of worldwide culture, but we will never be able to
make clear primary items from such copies. This is the essence of everlasting process of folklore
changeability in one hand and evolution in another one.

Keywords: changeability; stability; variability; evolution; musical folklore; traditional folk
singing practice

Introduction

It is well known that the musical folklore items use to have continuity of general
changes in large scale historically. We can see it in the instrumental folk music,
singing folklore, traditional choreography developments. It is not easy to make clear
analysis of this process and we need a great number of special studies based on
it. We can show only the main points or directions of this object in some different
levels here.

Analysis of recent researches and publications

The problems of changeability, stability, variability and evolution in the living
folklore music-making process are reflected in the works of J. Blacking (1973),
S. Feld (1985), M. Herndon & N. McLeod (1981), A.P. Merriam (1964), B. Nettl (1983),
W. Suppan (1998) etc. Some investigations in this field were also made by the author
of this article (Sliuzinskas 2004, 2009, 2010, 2012, 2013).

The purpose of the article

Thus, in this article we set the main goal — to define, theoretically and practically
comprehend the forms of modifications performed by musical folklore, meaning the
definitions of its evolution and variability.

Presentation of the main material

1. Variation and invariation cases of particular melodic tunes, phrases and
intonations. Each tune of particular traditional folk song has a great number of its
variations. Each folklore performer does not want to make clear copy while singing
the particular song the same way, as he has heard it from the other performer. So,
we are able to find hundreds of the same folk tune variants, performed by particular
singers in different times and various localities at the folklore archives in Lithuania.
We have a nice possibility to make a comparative analysis of definite part (it is
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impossible to record all the performing variations) of this melody existing in real
folklore life this way. And all variants are both in melodic lines and in poetic texts
there, as arule.

On the other hand, we also can see the very clear stability of some the most
important intonations, motives or phrases in almost all the different recordings of
the melody (and text, of course). It shows us a sort of very clear non-written rules,
known intuitively for all the traditional folklore performers as the basic forms of all
the oral tradition.

All these regularities we can show visually the following way (see: Picture No. 1.):

Picture No. 1.
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2. Traditional folklore variability in each performing process. Here we will pay
attention to the same folk melody, performed by the same performer, but in another
time and in another situation.

The role of personal feelings, tiredness, health, performing place, daytime, even
wet or dry weather conditions and many other subjective and objective factors can
have a sort of influence in the interpretation of the same tune by the same performer.
Hereby | would like to comment my personal experiment with one enough strong
75 year age traditional singer at my folklore fieldworks in Dzikija region (South
Lithuania). | asked her time to time to sing the one and the same song she liked
mostly herself. She did it with great pleasure among almost hundred other traditional
songs she knew. And it was very easy to see and to listen for the following changes
comparing those recordings of the same song.

a) In morning time, she used to sing the song in the same or approximately half
tone — whole tone below fixed tonality comparing with her singing in the evening
time. Moreover, the musical tempo often was slower in the morning time, and the
sound colors were also much darker as a rule here. And there were no opposite
regularities.

b) The same | can say about her singing after some hard and long agriculture
work in the fields or at her farmstead, taking care for all the family and cattle.

c) She was in great discomfort, when we tried to make video recordings of her
singing at home (some new people, lights, etc.). This discomfort was heard very
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clear in this way recorded variants. And | have the same confirming my remarks
information from my colleagues working with traditional folklore sound recordings
at LP or CD record studies in the 1980s (we hadn't possibilities to use some
portable equipment that time). Almost all performers were very afraid of the new,
sound isolated situation and some new strange microphones there. They used to
lose their free traditional ways of singing here as a rule.

d) All the over 60 year age singers used to say: "Oh, if | could be in my 20s now...
| remember all the songs from those times, but | cannot sing to You with my young
voice ...". Or: "Oh, I am not strong in my health right now... It is such a hard weather
today.. | am not able even to move... My legs are so heavy, and it is not easy even to
breathe for me... And yesterday it was ok everything for me, because the Sun was
shining so clear.."

It shows a sort of clear changes in the interpretations of the same tune and the
same singer, but in other his age and in the changed health possibilities.

So, let's see this situation on the Picture No. 2.

Picture No. 2.

Performing process

The same performer The same tune (melody)
Subjective conditions Objective conditions
(at a moment) < > (constantly)
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Tiredness Performing (day-jtime
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3. Individuality in folklore tradition. The role of individuality in folklore tradition is
also very important. We know traditional singers in Lithuania (especially in Dziikija
and Aukstaitija regions) as the great experts of their own local folk tradition. They can
sing for us some hundreds of traditional folk songs, and it is easy to see their own
personal innovations in melodies and in the poetry in their variants. It is very important
to note, that they will never make innovations out of their own local tradition. So, all
their individual creation fields are defined only inside the clear local tradition. This
way we can show the ties between tradition as the general background of individual
creation in folklore (see: Picture No. 3.):
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Picture No. 3.
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4. Local specific features of folklore changeability (or evolution). Admitting the
creation of individual innovations in the traditional folklore we have to clarify their
acceptance or non-acceptance by the people of the same society (the same together-
living relatives, village neighbors and at least — the same local tradition). In addition,
the time constant is the most objective factor to find the innovations as the real and
accepted (or not-accepted) part of the tradition. And just the most creatable and
the most traditional individualities can be accepted here by local society only. This
way the tradition can develop itself staying as very conservative, but open system.
Therefore, the local folklore tradition consists as a system of double-side society:
individual creatable performers (active part) and conservative performers (passive
part). Both those oppositions are the basic conditions of the process to select and
to accept (the same way strongly revising) all the local folklore traditions, including
stabile performing and possible innovations. In the case the main part of local people
would accept this innovation in the song, this way of music or this dance performing,
those revised folklore traditions would stay alive. It is not round-way process, it is
spiral-way process including some new and original innovations (see Picture No. 3.
above) every the repeating rebirth case. It is important to note once more — all this
folklore life is in the frames of the same local tradition. Let's look at Picture No. 4.:

Picture No. 4.
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5. The changeability of particular folklore genres. We have to pay attention
not for the situation of stability or mobility in the variants of the same song by the
same or another performer only. It is important to admit the reasons of appearance
or disappearance of the social situations, where all the particular folklore genres use
to remain or to change themselves in living tradition. Not all the innovations and
variations in folklore traditions generally are free from the main changes in the social
life of the locality and even in all the national and state formation. So, it depends
generally on two sources:

Subjective reasons. We would like to admit many personal and subjective local
people outlooks to the particular folklore genres in their personal and social life:
calendar, wedding, family etc. traditions and customs together with the particular
folklore genres here. This way the folklore genres can appear, stay in local tradition,
disappear at all or to be reborn in future.

Objective reasons. They depend on the technical — economical, historical and
political situation in the people social life.

a) The technical — economical reasons. Let us take a look for the following
example. There were old and strong sickle-way rye cutting rituals from (may be?)
the pagan times in Lithuania. All the women used to turn down to the Sun singing
special ritual folk songs in the fields at harvest time here. And all those ritual songs
disappeared from the rye fields (together with all the rituals) after the rising of new
technical possibilities — scythes, harvesting machines etc. here. We also remember
the nice traditions to have the collective (almost the all the village people) assistant
trashing the rye crop using the flails in the barns at every farm. The special ritual folk
songs used to sound here. The same we can admit about flax braking traditions. And
all the folk songs of those genres disappeared from the real life together with all the
traditions in the new technical and economical situation from the middle of the 20"
century.

b) The historical reasons. We have a great number of so-called war-historical folk
songs in Lithuania. Of course, they were actual in the deep past, at the times of the
historical battles with Tatars, Poles or Teutonic knights. We have many social protest
folk songs as well from the historical serfdom and soviet times. But they are not
important now, in completely new life with very new actualities and problems. We can
show there a lot of the same examples. So, those songs from the historical past times
are not living in natural folklore tradition any longer. Of course, Lithuanian people still
remember a number of them, but they will sing those songs only after special request,
as a rule now. Even the wedding ritual folk songs often can stay disconnected with the
disappearing wedding customs and ceremonies here.

c) The political reasons. Continuing the analysis of the historical reasons in all the
changes of folklore genres, we have not to forget the complicated state and political
situation in Lithuania all the last 4 or 5 centuries. From the Grand Principality of
Lithuania in 16™ century we came down to no state at all in the end of 18" century,
when Lithuanian lands were divided by German and Russian empires. This way
our lands were known as Lithuania-Minor and Lithuania-Major till the beginning of
20" century. Later on the Declaration of Independent Lithuanian State in 1918 and
Soviet occupation in 1940-1990 followed. All those great changes in people life were
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reflected in special folklore genres as social protest either patriotic style folklore. The
folklore of those genres was kept carefully in great secret in the times of occupations.
And, of course, it was not in danger to use it in folk life during independent times.
Therefore, those genres can also have their evolution this way.

During the ages, it is also important to note all the non-Lithuanian cultures and
their negative influences to the local folklore: both in melodic tunes and in poetry
(dialects).

Finally, we have to admit some different situations of the folklore genres evolution
(and de-evolution, of course) in the case of Lithuania:

a) Some folklore genres can disappear from the real folk (and social) life completely
after the important changes there. This way some of them can be founded in folklore
archives or still recorded in the folklore field-works using special questionnaires for
this purpose.

b) In other case, some folk songs can adapt their selves in new situation. This
way they will still stay in real folk life, but they will be used in another occasions. This
way some ritual wedding songs can become as simple (not-ritual) youth or love genre
songs, some other wedding songs can be used as common drinking parties’ songs, etc.
This way we have to certify the changes in our self created theoretical classification of
the folklore genres. The particular folk songs will still live in other, more fitted to them
situations and will represent another folklore genres, very often without any changes
in their melodies and poetry. Let's look at Picture No. 5.

Picture No. 5.
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6. The social life evolution and its reflections in folklore. We have in our mind all
the folk life and all the contemporary culture developments in general. Here we have
to comment the following points:
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Primary and secondary folklore. Those terms we use to show the difference between
the primary (old, not-written way distributed) rural folklore and all the other secondary
forms for contemporary people to learn and to continue the folklore traditions in urban
districts, usually somewhere out of some local ethnic regions. Important role in the
secondary folklore life have the folklore archives and all the sorts of printed folklore
literature, as well as special folklore studies in rural localities. It is important to note,
that all the main sources of Lithuanian traditional folklore are from rural districts with
their own dialects, customs and traditions. Secondary folklore we understand as the
special efforts to study and to continue as much as possible traditional way the not
native or other discontinued folklore traditions. This process is called as the folklorism
movement in Lithuania.

During the last 10—15 years, we can admit the decreasing tendency of primary and
the increasing number of secondary folklore performing groups in all the Lithuanian
ethnic localities.

Primary folklore groups use to continue and to preserve the local folklore the
conservative way. The secondary ones are on the same way, but some of them more
or less use to look for some innovations here at present times. Here we can admit the
some experiments as the new quality of contemporary folklore developments:

1. Connections with archaeo-musicology. They are popular in the dissemination of
traditional instrumental music as a rule. Some music instruments (like Jewish-harp,
called dambrelis in Lithuania, etc.) can be found in archaeological expeditions and it is
the supposition to use them in folk music some experimental way.

2. Various sorts of experiments on possible reconstructions of the very ancient
folklore interpretation. Nobody can help us with the clear documented sound materials
from the ancient times, and nobody can be sure about the really traditional way of
musical interpretations, performing the folklore from old manuscripts or other no-
sound historical sources. So, it is the only one way here — to have real subjective
experiments on musical folklore interpretation.

3. Some traditional folklore experiments with non-folklore music:

a) Folklore and jazz. Those connections should be quite natural, because the origin
of jazz music is a sort of folklore as well. Anyway, we can comment this sort of music
quite conservatively — as a sort of our local folklore experiments with the completely
new and unknown in our traditions musical material. Therefore, this music exists in
Lithuania as a sort of great number of contemporary music experiments.

b) Folklore and American style country music. The same comments might be
admitted here. We are able to find quite popular new tunes for the youth dancing parties.

c) Folklore and other pop-music formations. We have to note some experiments with
well sound-technical provided pop-music groups and traditional folklore performers in
Lithuanian musical life as well. The traditional folk music in those pop-music concerts
can be used this way:

- playing and singing together with some traditional folklore performers,

- traditional folk music sound recordings used as the parts of particular pop-music
tunes,

- pop-music as itself and all the possible forms of improvisations here on the basis
of traditional folklore tunes.
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d) Lithuanian and not-Lithuanian folklore. The connections like that are not popular.
The reason is very clear. Our own traditional folklore was one of the basic forms
to keep our national identity for the half a century Soviet occupation period. We find
our traditional folklore as very serious and important here and we prefer to preserve
it as clean as possible from all the foreign influences. So, we are angry at all sorts of
“world-music" or other forms of its “internationalization”. This is why we can be called
nationalists in folklore.

e) Folklore and professional (classical) music. Here we can speak about professional
music with folklore elements in it. The musical folklore we can find there as:

- the simple and clear quotations of our folk songs (especially sutartinés or not
complicated instrumental music tunes in symphonic, opera, ballet and chamber music
(piano, violin, string quartets etc.). It was popular in the scores of Lithuanian composers
in 1950s — 1970s;

- variations on the themes of folk melodies for orchestra and chamber music in
1950s — 1970s (approximately);

- national style classical music just with quotations of some typical folklore
intonations here, in 1960s — 1980s mainly;

- modern, experimental professional music with delicate way used the folklore style
music perception, since 1980s until now.

All this music is played on classical (not traditional) music instruments. And now we
have to comment the professional music, composed especially for the traditional musical
folklore instruments:

- quasi-folklore style professional music for the so called Orchestra of Lithuanian
Folk Music Instruments (since 1950s till 1990, mainly). It was the state (Soviet) culture
policy to stimulate new, developed (not “primitive" ancient) folk music with developed
symphonic-orchestra-way quasi-folk style instruments.

- professional Lithuanian or Soviet music arrangements to the same way developed
quasi-folklore instruments, ensembles or all their orchestras (1950s — 1970s mainly).

We would like to name last two (quasi-folklore) directions as the not natural and
forced moments in Lithuanian ethnic music development. Only the primary and secondary
folklore groups used to play on not developed traditional music instruments. And their
music is still devoted to the local musical folklore traditions.

7. Thetraditional folklore dissemination and propagation at present times. Traditional
folklore does not need some special audience. It represents the natural part of everyday
life for all the people in local society in the case of living folk traditions. Unfortunately,
we all are gradually losing those traditions in contemporary life. So, staying in hope to
preserve and to propagate them we use to put folklore on the stage. In addition, here we
have performers and audience, i.e. active and passive social parts in folklore performing
process. Only here, we started to use the special terms of primary or secondary folklore
groups, because both of them are already on deformed social situation making folklore
performance for somebody. It puts the folklore on completely new situation as a sort of
art object together with all the other forms of performing arts in culture life of society.

All sorts of music performance on the stage have their own specific standards.
We have to make a folklore program in clear time and sequence. We have to show the
interesting for all the audience things only. In fact, traditional folklore performers have to
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make themselves as the artists. They have to turn their faces right way, to speak, to sing
and to play music enough loudly, to smile and cry according the stage program. What
more terrible things we can ask them to do? Is it the right perspective of the folklore
evolution?

Those rhetoric questions, of course, we can give for all the contemporary folklore
institutions not only in Lithuania. They are actual for everybody and everywhere (I hope
so). Anyway, the times use to change the things irreversibly and we have no alternatives
to preserve the past traditions and the past folklore in the past, “frozen” life.

We have the following occasions and possibilities to propagate this sort of folklore
in contemporary Lithuania. There are:

a) Calendar folk fests and ceremonies, sill alive in local folk life. All the primary and
secondary folklore groups use to take active part in those actions. There is no clear
border between active and passive participants (especially — the common and mass
Shrove Tuesday, St. Johns night traditions) and everybody is free to sing, dance, romp etc.
in common crowd according the local traditions.

b) Traditional our local folk festivals. They are arranged in all the main ethnic regions
every 1-2 years (since 1980-ies mainly). It is a nice possibility to show your local folklore
programs and to see all the others. Local folk singers and instrumental music players
(not the members of particular primary or secondary folklore groups) are free to show
their repertoire here too. Sometimes the folklore groups from other ethnic localities use
to be invited to show their (different from this local region) folklore. Common folklore
evenings with free program also are popular in open air (local folk museums, squires) or
somewhere else here.

c) International traditional folk festivals. The same way people are interested to look
at some other folklore, quite exotic for them as a rule. Moreover, it is very attractive to
show yours folklore programs somewhere far away. To exchange the information and all
the possible forms of knowledge about traditional folklore is very important task for all
the people in contemporary times. We have the following main international traditional
folklore festivals in Lithuania:

- “Skamba skamba kankliai" (“The Kankliai Sounds") in Vilnius, each spring in May,
since 1975;

- "Baltica", every each three years summer in Lithuania, Latvia and Estonia
(in rotation), since 1987;

- "Daigelis" (“The Seedling"), international children folklore festival, in different
country-sides, since 1990;

- "Griezyné" (untranslatable, closed to “The place, full of music"), international
instrumental folk music festival, since 1991;

- "Parbég laivelis”" ("The Ship is Coming"), international sea-side folklore festival in
Klaipéda, since 1992, etc.

d) Possibilities to show our folklore abroad. They have been coming to Lithuania since
the late 1980s and their number is increasing each year. Personal contacts between
folklore groups between the neighboring and quite far away located countries helps to
hear, to see and to understand similarities and differences in folklore of each local and
national tradition. Each year 10-20 Lithuanian folk groups (mainly — secondary folklore,
as a rule) take part at the international folklore festivals worldwide.
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Here we have new folklore-on-stage problems: nobody can understand our old
native language and dialects. The folklore repertoire for the foreign performances we
have to select in special way, showing the attractive ancient singing folklore (sutartinés
etc.), instrumental music, traditional dances and games with short comments in
foreign languages.

e) Radio and TV broadcasting possibilities to propagate traditional folklore are
used constantly and occasionally this time. We have had some possibilities to do it
in Soviet times as well, but not so much. Now we can arrange special Lithuanian and
foreign folklore programs on state and local broadcasting service.

Conclusions

Where is the clear line between normal everyday folklore changeability, variability,
development and its evolution? Can we find some sort of objective and subjective
factors meaning evolution in folklore at all?

Do we need evolution in traditional folklore at all?

Allthe situations presentedin this article we would like to define as the changeability,
variability or at least developments of folklore (or in folklore). In addition, some of them
we can find as development and evolution of all the art and culture history using the
folklore (musical, verbal etc.) essence or its elements.

Traditional folklore has its own basic laws. We are not allowed to force and to
influence them. We can use the traditional folklore elements as the copies of primary
folklore items for all the other purposes we need in the history of worldwide culture,
but we will never be able to make clear primary items from such copies. This is the
essence of everlasting process of folklore changeability in one hand and evolution in
another one.
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BUAO3MIHN Y BUKOHAHHI MY3UYHOIO ®OJIbKJIOPY:
EBOJIIOLIA YN NMPOCTO BAPIATUBHICTb?

PimaHTac CnioXXxuHckac

JOKTOp ryMaHiTapHux Hayk (éTHOMy3uKO3HaBCTBO), Ipodecop, CTapLUmnii HayKoBuiA CriBPOGITHUK LIeHTpY Hayku;
ORCID: 0000-0003-4005-3652; e-mail: r.sliuzinskas@gmail.com
Akagemisi My3uku i TeaTpy JIntewm, BinbHroc, Jintsa

AHortayisa

MaTepianu My3u4Hol posibKNopHOT CrafWMHK B iCTOPUYHOMY MNJaHi MOCTIAHO i LIMPOKO
BUL03MiHIOIOTbCA. Lle HA0YHO BMOHO i Y TpaAULiMHIN IHCTPYMEHTAsbHIM My3uLi, i y HapogHo-
niceHHoMy boNbKIIOPI, | Y 3pa3kax TpaguuinHoi xopeorpadii. Henerko 3pobuTu YiTKuii aHani3
LibOro npotecy, i HaM B LbOMYy AornoMaratoTb 6e3niy crnewianbHUX [OCAIOXEHb MPUCBAYEHUX
JaHuM TeMaMm. Y cTaTTi BMKJIa[eHO OCHOBHi aKLeHTU Ta MpoBeAeHO FONIOBHI BEKTOpWU As
nofibHoro poay foChigXeHb Ha AEKISIbKOX PI3HUX PIBHSIX.

KoxHa Menopfis neBHOT TpaauLiHOT NicHi Mae 6e3niy Bapiayir. PoNbKIIOPHUIA BUKOHaBELb
He nparHe [0 YiTKOT KoniT NicHi, He MparHe BUKOHYBAaTU TakK, sIK BiH YyB 1T Bif, iHLIOro BUKOHaBLIS.
TakuM UYnHOM, y DOSIbKIIOPHUX apxiBax JIMTBU MM MOXEMO 3HaWTWM COTHI BapiaHTIB Tiel X
HapOLHOI MiCHi, BUKOHAHUX OKPEMMMM CriBakaMu B Pi3HUM Yac i B Pi3HUX Micusax. Y Hac
€ NpeKpacHa MOXJIMBICTb 3p0OUTH NOPIBHSNBbHUI aHasi3 BU3HAYeHOT YaCTUHM BapiaHTIB Tiel abo
iHWoT Menogii (yci if BapiaLil B XXMBOMY BUKOHAHHI 3anMcaTh HEMOXJIMBO), L0 iCHYE B peasibHOMY
onbKNOpHOMY XUTTI. | yci Taki BapiaHTW, 3a3BMYail, BUHUKAOTb SIK Y MeSIOAl, TaK i Y MOeTUYHUX
TeKCcTax.

3 iHWoro 60Ky, M1 TaKoX MOXeMO BauynTu JyxXe YiTKy CTabiNbHICTb AesKUX HanbinbLu
BaX/IMBUX iHTOHALii, MOTUBIB abo hpa3 Malixke B ycCix pisHMX 3anucax Menogii (i TekcTis,
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3BMYaiiHO). Lie eMOHCTpye HaM CBOro pody AyXe UiTKi HenucaHi NnpaBuna, iHTYITUBHO BigoMi
yciM TpaguLiiHUM BUKOHABLSIM hONbKIIOPY sIK OCHOBHI (hOpMM YCI€T yCHOT Tpaaumuii.

Yci BUOU MY3MYHOTO BMKOHAHHSI Ha CLEHi Tak camMo MarTb CBOI 0coOnMBI CTaHOAPTU.
Mig yac nigroToBkM OONLKIOPHOT MPOrpaMmn Ha CLEHI MM NMOBUHHI NifirHaTK yBecb penepTyap
B paMKM YiTKOrO Yacy i neBHOI NocnifoBHOCTI. My 3060B'A3aHi NokasyBaTyu TilbkK LikaBi s
rnapadie i cnyxadie TBopu. OTXe, TpaguuiviHi hosbKIOpHI BUKOHaBL NOBWHHI ysiBUTK cebe
apTucTamu cLeHu. BoHWM NOBUHHI MOBEPHYTH 06/IMYYs 32 NpaBUiaMu CLIEHW, FTOBOPUTY, CriBaTy
" BUKOHYBaTW My3WKY [,OCUTb FOJIOCHO, MocMixaTucs abo nnakaTu BignoBigHo [o 3asgjaneriib
3annaHoBaHoi nporpamu. AKi Le BinbLu XaxamBi A5t HAX 3aNUTU MU MOXEMO TM 3anponoHyBaTu?
Yu npaBunbHa e nepcrnekTmBa eBomoLii posbKiopy?

MeTa pocnigykeHHs — BU3HaYUTW, TEOPETUYHO i MPAKTUYHO OCMUCAUTU DOPMU BULO3MIH
Y BUKOHaHHI My314HOro chonbKII0pYy, Maroum Ha YBa3i BU3HAUYEHHS NOro eBosIoLii | BapiaTUBHOCTI.
Metoau pocnigkeHHs — HAyKOBWW aHanis, iCTOPUYHWIA, LEeQYKTUBHUWA | MOPIBHSANbHUNA
MeTOoM, y3aranbHeHHs i rinote3a. HaykoBa HOBU3Ha fJoCNifXeHHs nepeAyciM BU3HAYaeTbCA
3acTocyBaHHAIM AOCBIfY IMTOBCbKOIO eTHOMY3UKO3HABCTBA B PO3B'AI3aHHI 3arasibHUX npobnem
PO3BUTKY MY3UYHOT CNagLLMHM TPAANULIAHOT NiICEHHOCTI.

BucHoBkM. Yci cuTyauil, npefctaBneHi B LA cTaTTi, MM XOTiiM 6 BU3HAUMTU £K
BMAO3MIHIOBaHHS, BapiaTWBHICTb a60, MPUHaNMHI, po3BUTOK (hosibkaopy (Uv y Gosbkiopi).
| peaki 3 HUX MU MOXEMO PO3YMITU sIK BMA03MiHIOBaHHS abo po3BMTOK YCi€el icTopil TpaauLiiHoT
KYNbTypu Y BUrNAgi oonbknopHoi (My3nUYHOT, CIOBECHOT i T. MN.) CNaALLMHK.

TpaaumuinHuin honbknop Mae CBOi OCHOBHI 3aKOHWU. Ham He [,03BONIEHO BUMYLLIEHO BNIMBATU
Ha HUX. MU MOXEMO BMKOPUCTATU TPaauUiNHI DONIbKMIOPHI efleMeHTU AK KOrMil NepBUHHUX
hOoNbKNOPHUX NPeAMETIB ANS YCIX iHLIMX Linen, ki Ham NoTPibHI B pO3BUTKY KYNbTYPU Y BCbOMY
CBITi, ane M1 HiKOIM He 3MOXEMO 3HOBY MEPEBTINUTUCS B YiTKi NEPBUHHI 3pa3ku Takux KOMiM.
Y UbOMY CYTb BiYHOrO MpoLecy — K BuA03MiHM DONbKIIOPY, TaK i MOro eBosrouil.

KnioyoBi cnoBa: BUOO3MIHA; CTINKICTb; BapiaTUBHICTb; €BOJIOLiA; MY3UYHUI DONbKIIOP;
TpagumuiiHa npakTuka onbKIOPHOro cniBy

BUWOON3MEHEHUA B UCTTOJTHEHUWN MY 3bIKAJIbHOIO
®O0JIbKJIOPA: 3BOTIOLLUA UJTN NPOCTO BAPUATUBHOCTb?

PumaHTac Cnto)xuHckac

JOKTOP ryMaHUTapHbIX HayK (3THOMY3bIKOBEAEHNE), TPOGeCccop, CTapLLUMI Hay4YHbI COTPYAHMK LieHTpa Hayku;
ORCID: 0000-0003-4005-3652; e-mail: r.sliuzinskas@gmail.com
Akagemusi My3blku 1 Teatpa JInTBbI, BusbHioc, Jintea

AHHOTayusa

MaTtepuanbl My3blKanbHOrO (hONBbKIIOPHOrO Hacneauss B UCTOPUYECKOM TMJlaHe MOCTOSIHHO
M LIMPOKO BUAOU3MEHSIOTCA. ITO HarALHO BUAHO M B TPALULMOHHOW WMHCTPYMEHTasIbHON
MY3bIKE, U B HApOLHO-NeceHHOM hobKIIOpE, U B 06pasLax TpagMUMOoHHO Xopeorpadun. Henerko
chenatb YeTKU/ aHanu3 3TOro Mpouecca, U HaMm B 3TOM MOMOratoT MHOXECTBO CreLuasnbHbIX
uccriefoBaHUM Ha 3TU TeMbl. B cTaTbe Mbl MOXEM NOKa3aThb JIMLLb OCHOBHbIE aKLIEHTbI U IPOBECTU
rnaBHble BEKTOPbI 415 NOA06HbIX UCCNe[0BaHUM Ha HECKOSIbKMUX PasHbIX YPOBHSAX.
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Kaxpas menogus onpepefieHHON TPafULMOHHOW MECHW MMeeT MHOXeCTBO BapuaLuii.
®ONbKMOPHLIA UCMONHUTENb He CTPEMUTCS K YETKOW KOMUM OnpeferieHHOW MeCcHU Takum
Xe 06pa3oM, Kak OH chbllian eé oT ApYyroro UcnonHuTensi. Takum obpasoM, B hoSIbKNOPHbIX
apxuBax JIUTBbl Mbl MOXEM HaWTU COTHU BapuaHTOB TOW Xe HapOAHOW MECHM, UCMOJIHEHHbIX
oTAeNbHbIMU MEBLIAMY B pa3HOE BPEMSI M B pasHbIX MecTax. Y Hac eCTb NpeKkpacHasi BOSMOXHOCTb
clienaTb CpaBHUTENbHbIN aHanM3 onpefesieHHoW YacTu BapuaHTOB TOW WM MHOW Menoauu
(Bce eé BapuaLuM B XVMBOM WCMOSIHEHUM 3anMcaTb HEBO3MOXHO), CYLLLECTBYHOLLEN B peanbHOM
hONbKIIOPHON XU3HU. U BCe Takne BapuaHTbl, Kak NpaBuiio, BOSHUKAKOT KaK B MefIoANYeCcKnx
CTpOKax, Tak U B MO3TUYECKUX TEKCTAX.

C [pyrovi CTOPOHbI, Mbl TakXe MOXEM BULETb OYeHb YETKYH CTabuSIbHOCTb HEKOTOPbIX
Haunbonee BaXHbIX MHTOHALMIA, MOTUBOB UK hpas NoYTM BO BCEX PA3/IMYHbIX 3aMUCSX MEIOANUM
(1 TeKCTOB, KOHEYHO). ITO NMOKa3bIBAET HAM CBOErO POAAa OYEeHb YeTKMe HemucaHble NpaBuna,
WHTYUTUBHO W3BECTHble BCEM TPAfULMOHHbIM WCNOSHUTENAM (ONbKIIOpa KakK OCHOBHble
dopMbI BCe YCTHOW TpaguLuu.

Bce BUAbI My3bIKanbHOrO UCMOJSIHEHWUA Ha CLieHe TakXe UMET CBOM ocobble CTaHZapThI.
Bo BpemMsa noarotoBku (OOSbKIIOPHOW MPOrpaMMbl Ha CLEeHe Mbl LOMKHbl MOJOrHaTbh Becb
penepTyap B paMKK1 YeTKOro BpeMeHU 1 B OnpefesieHHON nocniefoBaTesibHoCTU. Mbl 06513aHbI
nokasbiBaTb TOJIbKO WHTepecHble [As 3puTenen W chywaTenen npoussefeHus. WTak,
TpagmLMOHHbIe (hOSbKIIOPHbIE UCMONHATENN JOJIXHbI MPeAcTaBUTb cebsi apTucTamm cueHbl. OHn
LOJXHbI NMOBEPHYTb NULA MO rpaBuiIaM CLEHbI, TOBOPUTb, NeTb U UrpaTb My3bIKy [OCTaTOYHO
rPoMKo, ynblBaTbCa UK MiakaTb B COOTBETCTBUM C 3apaHee HaMeuYeHHoW rporpammoii. Kakue
ewé Gonee yxacHble AJi HUX 3anpocbl Mbl MOXeM WM MpensiokuTb? paBusibHas v 370
nepcnekTBa 3BosroUMK GosibKaopa?

Llenb wuccnepoBaHuss — oOnpefenuTb, TEOPETUYECKM W MPaKTUYeCKM OCMbICIUTb
hopMbl  BUOVW3MEHEHWI A B UCMONIHEHUM My3bikanbHOro onbkyopa, UMess B  BULY
ornpepesieHUss ero 3BosOYMU U BapuaTuBHocTU. MeToAbl UCCNEeA0BAHUA — HayUHbI aHanus,
NCTOPUYECKUN, [efYKTUBHbIN U CPaBHUTENIbHbIN MeToAbl, 0600LeHe 1 runotesa. HayyHas
HOBM3Ha MCCNeAoBaHUs MpeXAe BCero onpefensieTcs NPUMEHEHWEM OnbiTa JIUTOBCKOro
9THOMY3bIKOBEleHUs1 B pelleHun Bceoblux npobnem pasBUTUS My3blKaJlbHOrO Hacnegus
TpaAULUMOHHOW NECEHHOCTM.

BbiBogbl. Bce cuTyaumu, npeacTaBneHHble B 3TOW CTaTbe, Mbl XOTenn Obl onpepenuThb,
KaK BWAOM3MEHSIEMOCTb, BapuaTMBHOCTb WAW, MO KpanHen Mepe, pa3sutue Hosbkiopa
(wnn B Gonbkiope). N HekoTOpble U3 HUX Mbl MOXEM MOHUMATb, KakK BULOU3MEHSEMOCTb UK
pasBuTME BCEW UCTOPUM TPAAMULMOHHOMN KymbTypbl B BuAe (DOSbKIOPHOro (My3bliKasibHOrO,
C/IOBECHOTO U T. M.) Hacnegus.

TpaAnuUMOHHBIN DONbKNOP MMEET CBOU OCHOBHbIe 3aKOHbl. HaM He paspeLueHo HacubHO
BNUATb Ha HUX. Mbl MOXeM MCMONb30BaTb TPAANLMOHHbIE (DONBKIIOPHbIE 3/IEMEHTbI B KayecTBe
KOMUI NepBUYHBbIX (PONbKNOPHBIX NPefMeTOB LS BCEX OPYruX Liene, KOTOpble HaM HYXHbI
B PasBUTUM KyNbTYpbl BO BCEM MUPE, HO Mbl HUKOrAa He CMOXeM 0BpaTHO NepeBOMIOTUTLCA
B YeTKMe MepBUYHble 0Opasubl Takux Komui. B 3TOM cyTb BeyHOro npouecca — Kak
BUAON3MEHAEMOCTHM hONBKIIOPA, TaK U €ro 3BOJIHOLMH.

KnioyeBble cnoBa: BUOOU3MEHAEMOCTb; YCTOWYMBOCTb; BapUaTUBHOCTb; 3BOMIOLMS;
My3bIKanbHbl (ONbKIOP; TPAAULMOHHAA NPaKTMKa ONbKIOPHOro NeHns
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