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ZOLTAN KODALY AND STANISLAV LYUDKEVYCH

There is a fairly rich base for comparing Kodaly (1882-1967) and Lyudkevych (1879—
1979). Both musicians were from one generation, shared their social background and received the
same education. They had the same areas of their professional implementation. Both musicians
represent ancient musical cultures that were freed from imperial influence in the early 20th
century. If Hungarian culture got rid of the German influence, then Ukrainian culture fell under
Soviet pressure, remaining colonial. This explains mainly the difference in the methods and results
of the implementation of folk, composer, pedagogical work of Kodély and Lyudkevych.

Key words: comparison, universal personality, Zoltan Kodaly, Stanislav Lyudkevych,
Hungarian and Ukrainian musical culture.

The connections of the creative activity of the outstanding Hungarian musician
Zoltan Kodaly with the Ukrainian musical culture can be studied both in genetic and in
typological aspects. In the first case, attention is focused on the impact that Kodaly has
had on Ukrainian composers and folklorists, on the impact of the Kodaly musical and
pedagogical system on the mass musical education in Ukraine. In the second — the
attention of the researcher is concentrated on possible parallels in the development of
national musical cultures, elucidation of their coinciding and differing features. Most
clearly such parallels, coincidences and differences are revealed in the comparison.

The very idea of comparing the two composers in musicology is far from new [1,
345-349; 8,12-13]. Common place here are comparisons of the creative figures of
contemporary composers, for example, Palestrina (1514-1594) and Orlando Lasso
(1532—1594); Bach (1685-1750) and Handel (1685-1759); Chopin (1810-1849) and
Schumann (1810—-1856); Tchaikovsky (1840-1893) and Mussorgsky (1839—1881) etc.
Each time, as a result of comparison, we find out what unites them. This, usually, lies on
the surface: the Renaissance polyphonic style of Palestrina and Lasso; the embodiment
of the principles of baroque in the music of Bach and Handel; the romantic essence of the
works of Chopin and Schumann; belonging to the first Russian classical composers'
school by Tchaikovsky and Mussorgsky. But, finding out the general, we clearly
understand the subtle differences. For example, comparing the legacy of Mussorgsky and
Tchaikovsky, we see not only the operation of the general principles of the Russian
composer school of the second half of the nineteenth century (democratism and
nationality), but also differentiate their specific manifestations in the work of the above-
named composers — supporters of the Russian imperial idea, Uvarov’s triad "orthodox-
ablosutism-nationality”, having a similar origin (impoverished nobles), a similar
biographical trajectory (the first non-music education, official / military service, the
subsequent concentration on music). With the general identification of democracy
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through the dominance of genres of "program" music, based not only on purely musical
(intonational), but also on the literary (verbal) semiotic organization. These are the
genres of opera, program symphonic opuses and romance. They constitute the genre
basis of the heritage of both Mussorgsky and Tchaikovsky. But, in the case of common
genres, their varieties are fundamentally different, characteristic for one and the other
composer. Tchaikovsky tends to lyric-psychological opera, generalized symphonic
programming and lyrical romance. Mussorgsky — to the historical epic opera, plot
program and theatrical romance. If we talk about the second coordinate — "nationality",
then the common for both composers relies on the orientation of the popular and speech
intonations Mussorgsky's orientation on the peasant song and common parlance, and
Tchaikovsky — on the urban romance and prosody, typical for the Moscow manor
nobility. The explanation of these subtle differences with a common foundation is the
task of the historian of music; in this case, much is due to the Slavophile ideological
orientation of Mussorgsky and the European — Tchaikovsky. The example given is a
dotted comparison of contemporaries composers belonging to one national culture. Such
comparisons are very fruitful when choosing contemporaries belonging to different
national schools. However, in this case, you need to very carefully justify the choice of the
pair for comparison.

Which of the Ukrainian composers — contemporaries Zoltan Kodaly — is the most
relevant figure for comparison?

Let's consider one of the possible options.

The activities and creativity of Zoltan Kodaly evokes numerous parallels, for
example, with the figure of Mykola Leontovych (1877-1921), an outstanding Ukrainian
musician of the first decades of the twentieth century, known throughout the world for
virtuoso processing of the Ukrainian calendar song Shchedryk. Just like Kodaly,
Leontovych devoted his entire life to the development of the national musical culture.
Just like Kodaly, he was an outstanding musician-teacher, folklorist, composer, public
figure. Parallel Leontovych / Kodaly can continue: the musical and pedagogical system
of both relies on national folklore and the idea of choral singing; one of the central genres
of composer creativity of both is the processing of folk songs; public activity, and Kodaly,
and Leontovych, his goal is to establish a broad musical education. His first collection of
folk songs ("Pisni z Podillya") Leontovych publishes in 1901, shortly before the
appearance of the collections Kodaly and Bartok (1906). However, despite such obvious
parallels, the comparison of the figures of Kodaly and Leontovych, in our opinion, is not
entirely correct. First of all, they belong to different layers of society: Kodaly is the son of
an official of the Hungarian state railways, only a part of the childhood lived in the village
(it is a multinational Galante, where Kodély lived for 7 years, until 1892, where there were
2 schools and 2 castles princes Esterhazy and an important railway junction on the
Budapest-Vienna line). Leontovych — the son of a village priest, spent his childhood in
the village of Shershni in Podillya. The village consisted of only 77 households, and to the
nearest railway station was 20 km. The difference in social origin has several
consequences. First, the level of preparation of Kodaly and Leontovych essentially differs:
the fundamental linguistic education received at the Budapest University and the musical
at the Royal Hungarian Academy of Music on the one hand, and the Theological
Seminary, as well as private lessons in music theory from Boleslav Yavorsky other.
Secondly, the working conditions of these composers were very different. Kodaly was a
professor at the Royal Academy of Music in the capital; Leontovych — a teacher of music
and singing in rural schools in Podillya (Vinnitsa region), railway — in the Donbass, as
well as in the diocesan women's school in the provincial Tulchyn. Short-term teaching in
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Kiev (Music and Drama Institute named after Lysenko) was interrupted by the
occupation of Kiev by General Denikin's troops, and Leontovych was forced to flee to the
province, to Tulchin. Thirdly, fate did not give Leontovych the opportunity to realize his
talent — only after he started working on the opera "Na Rusalchin Velikden" he was killed;
at the same time, Kodaly lived a long life and realized his talent to the fullest extent, being
part of the elite of Hungarian society, the President of the Hungarian Academy of
Sciences.

It is also possible to find parallels and convergence in the activities of Kodaly —
and Filaret Kolessa (folklorist, composer), Kodaly — and Alexander Koshyts (folklorist,
composer, choral conductor). But still the most obvious analogies arise when comparing
the figures of Kodaly (1882-1967) and Stanislav Lyudkevych (1879—1979).

The grounds for comparing precisely these personalities are numerous.

Both musicians belonged to the same generation, had a similar social origin and
received a similar education [2, 251-252; 11, 8-42]. Let us dwell on these questions in
more detail.

The most obvious are the facts connected with the social origin and
fundamentality of the academic education of Kodaly and Lyudkevych.

Kodaly is the son of a railway official, that is, a representative of the middle class;
the same can be said about Lyudkevych — the son of a gymnasium teacher. Both families
supported the traditions of home music making; both composers associate their first
musical impressions with home evenings when parents and their guests play music; both
their first music lessons were received from their mothers. The traditions of this social
stratum include aspiration and the opportunity to give children a good university
education. Here we come to another surprising parallel Kodaly / Lyudkevych: they both
received a brilliant education combining university philological and musical training.
Thus, having graduated with honors from the gymnasium in Nagyszombat (1900),
Kodaly, as is known, goes to the philological faculty of the University of Budapest and to
the State Hungarian Music Academy and finishes them brilliantly. Lyudkevych's fate is
similar: after graduating from the Gymnasium in Yaroslav (1897), he enrolled at the
Faculty of Philosophy (Department of Ukrainian and Classical Philology) of Lviv
University, where he studied from 1897 to 1901. In parallel, Lyudkevych studies at the
Conservatory of the Galician Musical Society (1897-1899), and later, from 1906 to 1908,
he improves at the Vienna University of Music and Performing Arts under the direction
of Guido Adler. Along with Adler, he is engaged in composition with Alexander Zemlinsky
and polyphony with Herman Gredener. Parallels are obvious; it is equally obvious that
both musicians realized their life purpose during the gymnasium years; both from the
gymnasium years took part in music making — the choral one first of all (this is a kind of
initium of their musical path) — and both complete the period of formal education with
the defense of doctoral dissertations: Kodaly on the Hungarian song strophic (1907),
Lyudkevych on the development of sound-image in music (1908). Here it is necessary to
mention that this thesis is not the first scientific study by Lyudkevych. Even while
studying at the university, he wrote several works, among which the study "Barshchina
and its abolition in the Russian-Ukrainian folk songs" (1898) should be mentioned. In
this work, Ukrainian musical folklore is considered as a national phenomenon, with the
identification of deep features of commonality between Galician-Ukrainian and Central-
Ukrainian peasant songs. Another Lyudkevych’s work of University period is the study
"About the basis and significance of song in the poetry of Taras Shevchenko" (1901). In
this study Lyudkevych comes to the conclusion that the stylistic features of Shevchenko's
poetry are based on the implementation of the features of the Ukrainian folk song — its
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stylistic parallels, alliteration, incomplete rhymes, inconsistency of grammatical and
rhythmic accents [9]. And the main link that unites poetry and music, Lyudkevych calls
rhythm. The direction of Kodaly’s scientific research is similar; we will quote a fragment
from the introductory chapter of his doctoral dissertation: "The vocal text of a folk song
really only lives in a sung song. A text without a melody is not a complete work. And from
two creative elements, the melody is even more important, because it is more primitive
and more stable ... To explore in folk songs requires first and foremost rhythm — based
on singing" [11, 34].

Analyzing the creative path of both musicians, we come to an obvious conclusion
about the complete coincidence of the spheres of their further professional realization.
At the same time, it should be emphasized that both Kodaly and Lyudkevych did not have
one — the dominant — sphere of musical interests. Different areas of their activities act as
complementary and mutually reinforcing. Such a breadth of professional interests
characterizes Kodaly and Lyudkevych as universal personalities. As is known, the core of
the personality, its "psychological profile" forms a hierarchy of activities. In this case, the
universal personality is one for which more than one leading activity is characteristic.
Both musician, Kodaly and Lyudkevych, equally successfully realized themselves in
folkloristics, composer creativity, musical pedagogy, music-critical and journalistic
activities.

As folklorists, both Kodaly and Lyudkevych became pioneers (each in their
national culture) in deciphering folk songs from phonographic rollers. Lyudkevych spent
4 years of his life from 1902 to 1906 — deciphering phonographic records made in 1900—
1902 by a member of the Shevchenko Scientific Society (NST), ethnographer and linguist
Joseph Rozdolsky (1872—-1945). For four years, Lyudkevych deciphered 1526 folk songs
recorded by Rozdolsky, edited them and published them in two volumes under the title
"Galician-Russian folk melodies". All the songs in this compendium are grouped
according to the genre principle, and in the middle of individual genre groups — according
to rhythm, as a common element of the musical and poetic structure of the song [9; 12].

Folklore activity is the foundation of compositional creativity Kodaly and
Lyudkevych. As composers, they concentrated primarily on vocal-symphonic and
orchestral genres, chamber-instrumental music, folk song processing. At the same time,
it must be recognized that Lyudkevych, having formed in the era of late romanticism,
remains faithful to "national romanticism" throughout his life. He did not accept stylistic
innovations of the early twentieth century; his main creative discoveries (cantata
symphony "The Caucasus", symphonic poems "Moses", "Kameniary", piano "Elegy", etc.)
were made in the early period of creativity (until 1919), and later his style is preserved —
and he remains a singer of the last century of romanticism in the twentieth century,
preserving the stylistic standards found at the beginning of his creative way.

Finally, it is necessary to name one more important sphere of activity of Kodaly
and Lyudkevych — musical pedagogy. Both musicians paid special attention to the
development of hearing through choral singing, they placed the emphasis on the
formation of a solfeggio musician, based on the material of national folklore — and this
unites them. At the same time, Kodaly devotes his life to the development of mass musical
education, creates an innovative method of teaching music, based on the Hungarian folk
song, its unique modal features. Lyudkevych also paid much attention to musical
pedagogy aimed at training professional musicians; from here — special attention to
academic disciplines (music theory, solfeggio, harmony), as well as a series of articles on
the problems of organizing the Ukrainian Conservatory in Lviv, on reforming the Higher
Musical Institute Lysenko and about the musical and pedagogical activity of his branches.
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Folklore for Lyudkevych is a material that must be selected to illustrate the commonly
used norms and rules of the "school" theory of music. If one compares his position with
Kodaly's position, then one can say that Kodaly's method grows from Hungarian folklore,
and Lyudkevych's position consists in adaptation, adaptation of national folklore to all-
European norms.

The point deserving a separate mention is the music-critical and journalistic
activities of both musicians. Both raised in the pages of the press the burning questions
of the current musical life; for Kodaly the most important topics are topics related to the
specific character of the Hungarian folk song, mass musical education, educational
materials. Lyudkevych in the pre-war Galicia is one of the chroniclers of the musical life
of Lviv — with a special emphasis on the Ukrainian component of it.

The most complex and ambiguous, in our opinion, is the thesis of Kodaly and
Lyudkevych's belonging to the same generation. Formally, they are peers: Lyudkevych is
three years older, and such a small age difference could be ignored. However, belonging
to the mental generation is determined not only by the physical age of the person, not
only by the year of his birth, but also by the phase, the stage of development of the culture
to which he belongs and which he creates.

It is generally recognized that Kodéaly, together with Bartok, became the founders
of the new Hungarian music. They have behind them the national-romantic Hungarian
musical culture of the nineteenth century: the romantic Hungarian opera of Ferenc Erkel,
the romantic instrumentalism of Franz Liszt and Mihai Moshony [6, 74-83]. They have a
developed national infrastructure of musical life of the European type behind them: in
1853 the Philharmonic Society was founded in Budapest, in 1875 — the State Musical
Academy was opened, and in 1884 — the Budapest Opera [6, 83-87]. Finally, they have a
national state behind them: after February 1867, the creation of a dualistic Austro-
Hungarian monarchy with its royal and imperial parts, Hungary gained real autonomy —
it was separated from Austria by a state structure, legislation and administration. Further
historical conflicts of the twentieth century (the Three Hungarian Republics, the
Kingdom of Hungary) did not change this situation — Hungary remained a truly
sovereign state with its own cultural policy. Thus, conditions were created for the
formation and development of a new national culture — it was this mission in the field of
music that was headed by Bartok and Kodaly.

The situation with Ukraine was completely different. Ukraine, its people and its
lands were divided among several states. Naddnipryanshchina was part of the Russian
Empire, then — the USSR. Galicia — in the Austrian part of Austria-Hungary, then —
Poland. Bukovina — in the composition of Austria-Hungary, then — Romania.
Transcarpathia — in the composition of Austria-Hungary, then — Czechoslovakia. Volyn
— as part of the Russian Empire, then — Poland [7, 135-247]. Such a tragic divorce, the
absence of state institutions that protect national interests, the lack of the infrastructure
of musical life, all set other tasks for Ukrainian musicians. First of all, the task of realizing
the national identity and preserving the national identity. It is the key one for Ukrainian
musicians of the Romantic era, to which Stanislav Lyudkevych belongs.

Very indicative in this regard is the comparison of two texts belonging to Kodaly and
Lyudkevych and created in 1906 — prefaces to the collections "Hungarian folk songs for voice
accompanied by pianoforte" and "Galician-Russian folk melodies". The main goal of the
collection, which Kodaly declares is familiarizing the public with the folk song, the creation of
a concert repertoire of Hungarian songs in the treatments: "We need to select the best and
bring it closer to the tastes of the audience with the help of some kind of musical processing"
[3, 22]. Lyudkevych sets other tasks: after discussing methodological issues of decoding,
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systematization, etc., he concentrates on the characteristic features of Ukrainian songs of
Galicia, their similarities and differences with the songs of Lemkovshchina and
Naddnepryanshchina, and other influences (primarily Polish ones) [4].

Concluding, I emphasize that both musicians — representatives of ancient national
musical cultures, at the beginning of the twentieth century emerged from under imperial
influence. And if the Hungarian culture in the conditions of an independent state thanks
to Bartok and Kodaly freed from German influence, the Ukrainian (in particular
Galician), "leaving" from Austria-Hungary, fell under the Soviet press and remained
colonial. This largely explains the differences in the ways of realization and concrete
results of folklore, composer, pedagogical and educational activities of Kodaly and
Lyudkevych, outstanding sons of their people.
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3oaraH Kogai Ta Craniciaas JIrogkeBu4a

AKTyaJIBHICTh JOCTII:KEHHSI 3yMOBJIOEThCSA KiTbKoMa ¢akropamu. Ilo-
mepiiie, HAyKOBOIO HEBIIPeJIEKTOBAHICTIO OCOOJMBOCTEN PO3BUTKY YKPAiHCHKOI Ta
YTOPChKOI My3UYHOI KyJIBTYPU Ha eTami iX 3BUIbHEHHS 3-IIiJi iMIlepchbKOro Tucky. Ilo-
Zpyre, HeOOXIHICTIO O/AJIBIIOTO PO3BUTKY KOHKPETHUX KOMIIAPATUBHUX JOCII/P)KEHb
y BITUMBHSAHOMY My3WKO3HABCTBi. Ilo-Tpere, HENOCTIMKEHICTIO THIIOJIOTIYHUX
napanenen «Kogait — JIrogkeBud ».

Merta mocCaiizKeHHsA — 3’scyBaTd 30ird Ta BiAMIHHOCTI TBOpYOi peastizarrii
BUAATHUX cydyacHUKiB — 3. Kozas ta C. JlrofikeBrya, MpoaHasli3yBaBIIN IXHI KOHKPETHI
MIPOSIBU.

MeToxoJI0TisAA AOCTiKEeHHA. Y JlaHid CcTaTTi 3acTOCOBaHO OiorpadiuHuit
METOJ] Ta THUIIOJIOTiIUHI IMOPIBHAHHA Ha PiBHI aHATI3y TBOPUOI peastidariii KOHKPETHUX
ocobucTOCTEH.
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[TincraBu mis nmopiBHAHHA came diryp 3. Kogasa (1882—-1967) ta C. JlrogkeBuua
(1879-1979) uucienHi. O6uABa My3UKAHTH HaJIEKATU JO OJHOTO IOKOJIIHHS, MaJu
Mo/1i0He CcoIliaJibHe ITOXO/KEHHSA Ta OTPUMAa/Id OJIHAKOBY OCBITY (OKpIM MYy3UYHOI,
o0uBa MaJId YHIBEPCHUTETCHKY (piyoJIoriyHy miAroroBky). OKpiM TOro, IOBHICTIO
cuiBnazamTh cdepu ix mpodeciiinoi peamizamii: GOTBKIOPHUCTUKA, KOMIO3UTOPCHKA
TBOPUiCTh, My3WYHA MEeAATOTiKa, My3UYHO-KPUTUYHA Ta MyOJIIIUCTUYHA AISUTBbHICTD. K
donbropuctu, Kogaii ta JlrogkeBud crajiu moHepaMu (KOKEH Y CBOIM HaIliOHAJIbHIN
KyJIBTYpi) y clipaBi po3minidpoBKH HAPOAHHUX IiceHb 3 (oHOrpadgiuHUX BaauKiB. fAK
KOMITO3UTOPU, BOHU KOHIIEHTPYBAJIHCSA IIE€pPeAyCciM Ha BOKaJIbHO-CUMQOHIUHUX Ta
OPKeCTPOBUX >KaHpaX, 00OpoOKax HApOJHUX MiceHb; PyH/IAMEHT IX IHAUBIAYaJIbHOTO
CTUJII0O YTBOPIOE OINOpA HA HAIiOHAJIBHUU (PosbKIOp. K My3u4Hi Ie/laroru, oduBa
MPUALISIN 0COOJIUBY YBary pO3BUTKY CJIyXy Uepe3 XOPOBHH CIIiB. K My3UJHI KPUTUKHU
Ta MyOJIIIUCTH — MiIHIMaJIX HA CTOPiHKAaX ITPecy HaraJbHi IUTaHHS IIOTOYHOTO My3HY-
HOT'O JKUTTS.

OCHOBHI pe3yJIbTaTH Ta BUCHOBKH gocaim:keHHs. 3. Konaii Ta C. Jlioake-
BUY — MPEACTAaBHUKU JIPEBHIX HAIlIOHAJIBHUX MY3UUYHUX KYyJIBTYD, AKI Ha MOYaTKy XX
CTOJIITTSI BUUINUIN 3-TIiJT iMIIEPCHKOTO BIUIMBY. | SIKIIIO yropchbKa KyJIbTypa B yMOBax
He3aJIexKHO1 Jiep:kaBu 3aBAsaku b. bapToky Ta 3. Kogaro 3BiibHMIACH BiJi HIMEIIBKOTO
BIUIMBY, TO YKpaiHChKa (30KpeMa rajiuibKa), «yXOAsS4m» Bii ABCTPO-YTOPIIUHHU, IOTPa-
NI i paITHCHKUH ITPeC 1 3aINIIIIIACh KOJIOHIATbHO0. 1{1M, 30KpeMa, OsSCHIOIOThCS
BiIMIHHOCTI CcITOCOOIB peastizalfii Ta KOHKPETHUX pe3yJIbTaTiB (OJIBKJIOPUCTUYHOI,
KOMIIO3UTOPCHKOI, IIeAarorivHol Ta MPOCBITHUIbKOI fisibHOCTI 3. Komasa Ta
C. JIrogkeBuYa — BUATHUX CUHIB CBOIX HAPO/IiB.

KiarouoBi coBa: mOpiBHAHHSA, yHiBepcasbHa ocobucrictb, 3osatadH Kopai,
Cranicias JlrogkeBu4, yropchbKka Ta yKpaiHChKa My3UUHa KyJIbTYpa.

YEKAH 10.1.
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30JITAH KOA 1 CTAHUCJIAB JIIOIKEBUY

AKTyaJIbHOCTH HCCJIEIOBAHUSA 00yCIOBINBAETCH HECKOJIBKUMHU (PaKTOPAMU.
Bo-nepBbix, Hay4YHOU HeOTped IeKTUPOBAHHOCTHIO OCOOEHHOCTEH Ppa3BUTUA YKpauH-
CKOM ¥ BEHrepCKOM My3BIKaJbHOU KyJbTYpbl Ha 3Talle UX OCBOOOXKAEHUS H3-TIOJ
HUMIIEPCKOTO BJIUSHUA. BO-BTOPBIX, HEOOXOIMMOCTHIO TATbHEHNIIIEr0 Pa3BUTHS KOHKPET-
HBBIX KOMITADAaTUBHBIX KCCJIEJIOBAHUN B OTE€UYECTBEHHOM MY3bIKO3HAaHHU. B-TpeThuXx,
HEWCCJIEIOBAHHOCTBIO THITOJIOTHUECKHX apayuiesed « Kogait — JIrogkeBud».

ITeap uccaexoBaHUA — BBIACHUTH COBHAJIEHUs U OTJIMYUSA TBOPUECKOU pea-
JM3anuy BbIAaoImuxces coBpeMeHHUKOB — 3. Kogasa u C. JlofikeBuya, mpoaHaIN3uU-
POBaB UX KOHKPETHBIE ITPOSBJICHUS.

MeToxos10TUSs MCCJIeOBaHUsA. B TaHHO cTaThe UCIOJIb30BaH Onorpaduyec-
KU METOJT ¥ TUIIOJIOTMYECKe CPaBHEHUS Ha yPOBHE aHAIN3a TBOPUYECKOU peaTn3aIiuu
KOHKDPETHBIX JINUHOCTEH.
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Personal dimension of music history

OcHoBanusda aja cpaBHeHus uMeHHo ¢uryp 3. Komaa (1882-1967) u C. Jlioxg-
keBuua (1879-1979) mHorouuciaeHHbl. O0a My3bIKAHTA MPUHAAJIEKATU K OJHOMY
IIOKOJIEHUIO, UMeJIU CXOJHO€ COLIMAJIbHOE MPOMUCXOXKJEHHe U MOJIYyYWIN OJUHAKOBOE
obpaszoBaHue (IOMHUMO My3bIKAJIBHOTO, 002 IM€eJIN YHUBEPCUTETCKYIO (PUIIOTIOTUUECKYIO
MOATOTOBKY). KpoMme TOrO, HOJTHOCTBIO COBHAZAIOT cdepbl UX TPodecCHOHATBHOMN
peanuzanyu:  (QOJBKIOPUCTUKA, KOMIIO3UTOPCKOE TBOPYECTBO, MY3bIKaJIbHAA
Me/JaTOTUKA, MY3bIKQJIBbHO-KPUTHYECKAasd MU IyOJHIIUCTUYecKas JleATeJabHOCTh. Kak
donpriopuctsl, u Koyaii, u JlrogkeBud cTanyu MUOHepaMu (KaKIbIH B CBOEN HAIHO-
HJIPHOW KYyJBTYpe) B Jiejie paciin@pOBKU HAPOAHBIX IeceH ¢ (OHOrpadHIECKUX
BaJIUKOB. Kak KOMIIO3UTOPBI, OHM KOHIIEHTPUPOBAJIUCH MPEXK/E BCEr0 Ha BOKAJIBHO-
cuM(OHNYECKUX U OPKECTPOBBIX KaHPaX, 00pab0TKax HAPOAHBIX IeceH; (PyH/ITaMeHT UX
UHAUBUAYAJIIBHOTO CTWIA oO0pasyeT omopa Ha HAIMOHAJIBHBIA ¢osbkiop. Kak
My3bIKaJIbHbIE IeZlaroru, oba yzessau ocoboe BHUMAaHUE DPa3BUTHIO CIIyxa uepes
xopoBoe meHue. Kak My3bIKaJbHblE KPUTHUKUA M IyOJUIUCTHI — IOAHUMAIN Ha
CTPaHMUIAX IIeYaTU KUBOTPEIIEIIYIIIEe BOIPOCHI TEKYIIIeH My3bIKaJIbHOM KU3HMU.

OcHoBHBIE pe3yJbTaThl M BBIBOABI HcciaeaoBaHuna. 3. Kogaii u C. Jlog-
KEBUY — MIPE/ICTABUTEHN IPEBHUX HAITMOHATBHBIX My3bIKaJIbHBIX KyJIBTYD, B Hauasie XX
BeKa BBIIIEAIINX W3-1I0J], UMIEPCKOro BiWAHUA. UM ecsim BeHrepckas KyJabTypa B
YCJIOBUSIX HE3aBUCUMOTO rocyzapcrsa 6iaroziaps b. baproky u 3. Kogato ocBoboauiiach
OT HEMEIKOTO BJIUSHUSA, TO YKPAUHCKAs (B YaCTHOCTH, TAJIUIIKAS), <YXOAA» OT ABCTPO-
Benrpuu, nomnasa noj COBETCKUU Mpecc M OCTaJach KOJOHUAJIBHON. DTUM BO MHOTOM
OOBACHAIOTCA OTJIMYMA CIIOcOOOB  peayim3allid ¥ KOHKPETHBIX  Pe3yJIbTaTOB
(pONTBKIIOPUCTUUECKON, KOMIIO3UTOPCKOM, TEJAaroruuyeckOol ¢ IPOCBETUTEIHCKOUN
nearenbHoctu 3. Komada u C. JliogkeBrUua — BBIAIOIIUXCA CBIHOBEN CBOMX HAPO/IOB.

KiroueBbie cjioBa: cpaBHeHHe, yHUBepcaJbHas JIMYHOCTb, JoisTaH Kopaiu,
Cranucias JlokeBUY, BeHTepCcKasA U YKpauHCKask My3bIKaJIbHAA KYJIBTYpA.
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