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political ideology, and the emergence of «Western
capitalist» economy can be envisaged as another form
of colonialism. The concept of «cultural colonialism»
continues to appear in different guises and shades
under the umbrella of «progress» and «modernization».
In turn, the European West subtly dominates and
imposes a form of «cultural hegemony» that threatens
the rapid disappearance of numerous indigenous
musical traditions. Hence, today newly independent
nation-states in the Malay Archipelago are now being
confronted question of authenticity. Musical changes
are constantly evolving and «traditional» practices are
now being challenged by immersing fusion or hybrid
musical traditions. This is the result of a «spiced up»
musical blend that is rapidly changing the soundscapes
in areas of Lautan Melayu.
Notes

1. The term Lautan Melayu (the Malay Sea)
refers to the Bahasa Melayu speaking areas of the
«larger» Malay Archipelago. Bahasa was the main
trade language in this region. This term also refers
to the ethnic communities living in the pasisir
district. During the European colonial era the Malay
Archipelago was divided by the warring European
powers particularly Portuguese, Dutch, Spanish and
the English. These territories were eventually divided
arbitrarily without the social and cultural consideration
of the native communities. These ethnic communities

have been living together as a single ethnic unit for
many generations but now separated by «political
boundaries» know today as new nation-states such as
Singapore, Malaysia, Brunei, Indonesia, Thailand and
the Philippines. Almost all these ethnic communities
share quite similar cultural values, customs and believe
systems. The national boundaries as we know today
were «politically» motivation by each European nation
as they carved out the territories and scrambled for
control of the lucrative «spice» trade in the East in the
early 16™ century.

2. Spices traded were mainly pepper, cloves,
mace, nutmeg and cinnamon. Europeans discovered
the value of spice which acted as a type of preservative
for the longevity of easily perishable fresh food when
refrigeration was not invented. Spices also enhanced
taste and they enriched cuisines. Hence spices were
regarded as «valuable» products and greatly desired in
the West. An analogy could be made to the discovery
of «spices» in the 16™ century to exploration oilfields
today to this present time.

P.S. My special thanks to ERC (European Research
Council) for their support on my research and Dr. Elena
Shishkina for having my work presented in Russia./Mos
ocobas dnazooaprocms k EHC (Eeponetickuti Hayu-
HbILL COBEM) 3a UX NOOOEPAHCKY MOE20 UCCLe008aHUs U
dokmopy Enene Llluwkunoti 3a npedcmasienue moet
pabomel 6 Poccuu.

JI. ®p. Xuapuan
Cuneanyp
Bausinue 3anmaHoi KOJOHU3AIHA
Ha My3bIKaJbHble Tpaguuuu Boctoka (Ha npuMepe Masaiickoro apxumnesara)

Pannue esponeiickue mopennasamenu XVI 6. npuuiiu Ha Bocmox 6 NoUCKax 803MOMCHOCMU 3apadbamvl8éams Ha
mopeoéie cneyusamu. B KoneuHom umoee 3mo npuseno K conepHuuecmasy u eeponeiickou konoHusayuu Manaiickoeo
apxunenaza (Lautan Melayu). B 0annoii pabome 6bisiCHAEMC, KAkoll clied e8POneLiCKasl KOOHU3AYUsL OCIMABUILA 6 MY-
3bIKANLHOU KYIbMype Hapo008-abopuzenos. B cmamve ucciedyromesi nociedcmsus nopmy2aibCKo2o, 20alaHOCKO20,
UCNAHCKO20 U AH2TUTICKO20 MY3bIKANbHO2O U KVILIMYPHO20 GIUAHUS HA 0OWUHBL KOPEHHBIX HAPOOOE.

Knroueswvie cnosa: Manaiickuil apxunenae, eponeiickas KOTOHU3AYUS, MY3bIKATbHAS K)IbMYPd HAPOO08-abopu-
2enos, Kynemyproe erusnue [lopmyeanuu, Tonnanouu, Ucnanuu, Anenuu.
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The topic of this work is to try to re-examine some of the already existing opinions about dance in Byzantium?.
The researching of dances in the Byzantine period is followed by many methodological difficulties. We need to draw
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Introduction: Many experts from different
fields have dealt with dance in Byzantium directly
or indirectly, mostly art historians, dance historians,
musicologists, theologians, historians, ethnologists
and anthropologists. To deal with it in the best possible
way and to avoid any wrong conclusions it is best to
use the multidiscipline approach to this problem. The
well-known Greek byzantologist Phaedon Koukoules
was the first to write about this issue?. After him many
experts from various fields started researching. The
topic of this work is to try to re-examine some of the
already existing opinions about dance in Byzantium.

The research on dance in the Byzantine period is
followed by many methodological difficulties. In the
first place, by the lack of written sources. Most available
written data is about the ecclesiastical prohibition of
dances®. However, if something is forbidden, it means
that it exists and that it is widely practiced. An important
source is a book of Constantine VII Porphyrogenitus
(945-959) The Book of Ceremonies in which dancing
ceremonies are described*. The most common sources
are miniatures in manuscripts, frescoes in churches,
icons, the works of applied arts, sculptures, etc’.
Presentations of dances on frescoes are useful sources
for researching, but one must be careful about them. If
a dance is presented in a temple, it does not necessarily
mean that they danced in this manner in the period when
the work was created, or that they used to dance in such
a manner in the place where the temple was. Craftsmen
mostly came from other parts, often very distant ones,
and they could have presented dances from their own
parts. Besides, an already existing dance may have
been used as a model. R. Pejovi¢ pointed to a similar
problem in the research on musical instruments which
are presented on frescoes®. However, the majority of
art contents on frescoes dates from the post-Byzantine
period’.

When we speak of dances in the Byzantine
period, we need to draw a parallel between them and
the presentations of dances created, in a wider sense,
in the Byzantine style in other Orthodox peoples, for
example in the Russian, Georgian, Serbian, Romanian
and Bulgarian people. One should keep in mind that
old arts of other nations in the Middle Ages had their
specific national characteristics which made them
independent even though they followed the style flows
in the Byzantine Empire. Therefore, they can not be
considered a pure Byzantine cultural inheritance and
they can be used in the comparative function in the
research.

Church questionnaires for confession can be
taken as a resource for a research. S. Bojanin gives
the example of church questionnaires as a part of the
Act of Confessing (which was in the Book of Needs)
which had questions related to dances. One such 14th
century questionnaire from the Serbian monastery of
Dechani has two groups of questions, one group was
for men, and the other was for women. The confessor
was supposed to ask a man if he «danced or sung in
a female fashion», and a woman if she «ever danced
or sung demonic songs»®. One monastic literary work
popular in the Byzantine period was Parenesis by St.
Ephraim the Syrian where he condemns all forms of
secular entertainment. The gusle, flutes, dances and
shrewd songs were considered the means of a devil’s
deception’.
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The attitude of the Church and the imperial
power towards dance

In bibliography on dance in the Byzantine era
one can often find the attitude: the Church was hostile
towards dances. But was this really true? To dance
(xopevm) in the language of the Church means to rejoice
spirituallly. Nevertheless, the Church did not look upon
dance graciously!®. Most written documents on dance
in Byzantium one can find in the canons of the Church,
and in the homilies and literary debates in which dances
were criticized. The Church Fathers, among whom
especially St. John Chrysostom in his Homilies and
St. Basil the Great, wrote a great deal on the theme. St
Gregory of Nazianzus, the Bishop of Constantinople,
(380-382) does not condemn dancing. In the song De
vita sua he recommends Julian to imitate the dances of
Prophet David.

We believe that neither were the Fathers of the
Church against dances as they were, nor were the
prohibitions effective. Namely, the writings of the Holy
Fathers condemned the unruly behaviour during dance,
debauchery, etc. In other words, they condemned sin
and the very dances which led to it. St. John Chrysostom
characterized the dance of professional dances as
infernal and regarded the word dancer (opynotic)
as offensive. The Church did not condemn humble
dance. On the other hand, neither the anathema of the
Church Councils nor the advice given in homilies ever
succeeded to uproot any human sin including the sins
connected to certain dances. The famous Byzantinist
George Ostrogorski warned that we must not overrate
the efficiency of such prohibitions**. As far as the
Byzantine rulers are concerned, some of them were
not inclined to dances, they even used to banish them.
Nevertheless, there were those who loved dance.

Julian the Apostate (Flavius Claudius Julianus)
during his short reign restored classical dance with
its idolatrous customs. He was the only polytheistic
emperor after Constantine. He is known as Julian
the Apostate because of his rejection of Christianity,
conversion to Theurgy (a late form of Neoplatonism),
and an attempt to rid the empire of Christianity®?.
A.H.M. Jones observes, «he had developed a passionate
interest in the art, literature and mythology of Greece
and had grown to detest the new religion which
condemned all he loved as pernicious vanity. He was
of a strongly religious temperament, and found solace
in the pantheistic mysticism which contemporary
Neoplatonist philosophers taught»'?. Livanius, a friend
of Julius the Apostate’s, wrote On Dancers (Ilepi
yopevt®v). The same author in 361 in his work ITpog
Aptoteldnv vép TV opynot®dv, supports dancers
and the art of dancing claiming that dancing has some
beneficial features for the spirit and that the rhythm
of the steps moves the body in the same way as the
celestial bodies move'“.

By his law emperor Theodosius I'* (379-395) not
only accepted women in the theatre (on the stage),
but also protected them believing that their work was
beneficial for the whole society'®. This attitude towards
dancing is shown on the relief that is carved on the
Theodosius’s obelisk which was raised in 390 in the
Hippodrome in Constantinople!’. Emperor Theodosius
is shown in the middle, among his sons and soldiers,
wreathing the winner. Underneath them there’s a



number of spectarors watching two groups of young
girls holding hands and dancing to the accompaniment
of musical instruments, among which there are two
special musical instruments that were kept in the
Hippodrome'®. But, in 393 emperor Theodosius
cancelled the Olympic games and dances which were
the inseparable part of them also stop.
Social position of dancers and sorts of dances

Byzantium was a multiethnic and densely
populated empire. One should bear in mind that most
data is related to Constantinople. This city of cities was
indeed the centre of the entire life of the empire, its very
artery. Constantinople could provide social ties and an
open social life only to aristocrats. They had dinners
in magnificent palaces, talked, got to know each other
better, drank and danced there (Goundiog yopevodong
Kot ™V Tpdmelom)’.

However, common people lived throughout the
empire. The farther they lived from the centre the
less they felt its influence — especially in rural parts,
far away from the roads. Needless to mention, there
were no means of mass communication in those times.
Common people, farmers, did not use to travel, and
therefore there were probably various ethnic groups
in distant places whose members danced in their
specific ways without paying attention to Emperor’s
prohibitions. Dance had the central role in the classical
Greek and Roman period, as well as in many cults of
other peoples that lived on the territory of the Eastern
Roman Empire.

Except for the ordinary people that had fun
dancing, there were also professional dancers. Together
with actors, dancers were on the lowest scale of the
society. They could not partake of the Holy Mysteries of
the Church and in that way they remained idolatrous. It
was widely accepted that dancers, actors and musicians
belonged to the same social level as prostitutes because
of their free sexual relationships®. Apart from this, Ruth
Webb thinks that fettering of a woman’s dance was a
way to control the presence of a woman in society and
her active sexual power over men?L,

Some miniatures that can give us a certain
idea what the dancers looked like are kept in books.
Certainly, one of the most beautiful surveys is that
on the crown of Constantine IX Monomachos, which
is now placed in Budapest. In some of them girls
dancing an oriental dance holding headscarves above
their heads are shown. A miniature from the famous
Chludov manuscript, which is located in Russia, is
very expressive. Dancing Mariam is presented in it.
It is necessary to underline that in most cases oriental
dances were shown in miniatures. Tamara Rice Talbot
concluded that skinny girls dancing with body moves
reminding to the art of Syria, Persia or India, were more
gladly seen, than dancing Greek or South European
dances?®.

Mimic, as a theatrical sort, was very popular
among Byzantines of all social layers and different
education levels*. In Byzantium mimos in Greek,
and mimus in Latin was a male actor who presented
different characters to provoke the audience to laugh.
Synonym for the mim is pegniotis (moryvidmg). A
lady actor Mimon (Mipwv) was being called mimas
(Greek: n ppdg, Latin: mima). This word also refers to
a prostitute. Mimaria (puudpia) was a name for public
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houses (1o mopveia) in Byzantium. A pantomimist
(Greek: o mavtoppog) refers to a person who imitates
everyone and everything. The mimic dancer presented
all characters and events without words «actsy. Besides,
he imitated animals, birds, natural phenomenon, etc.
accompanied by music. The pantomimist was a popular
kind of secular amusement. The Byzantine mimic dancer
(tpay®ddg) played accompanied by music following
the tradition of mimic dancer of Ancient Greece?.

As arule, during the Middle Ages, actors, mimics
and other sorts of entertainers belonged to the class
of tramps, people not having permanent residence. In
essence, they were rare people that travelled freely all
around the world, if we take into consideration that a
medieval man was very tied to his residence.

But, it happened that one dancer became a
Byzantine empress. It was Theodora (®@godmpa) who
was born in Constantinople or Paphlagonia 497. She
was allegedly one of the three daughters of Akakios,
an animal keeper of the Green faction. Theodora spent
some time as an actress in Alexandria and Antioch and
reportedly bore a son before she met Justinian [ 520. Her
beauty and spirit won the emperor’s heart. She married
him in 525 and was proclaimed Augusta in 527. She
became her husband-emperor’s counselor. Historian
Procopius believed that it was her, and not Justinian,
who was a true ruler. She vigorously participated in the
decision to resist Nika rioters, stiffening the resolve
of Justinian. Theodora had interest in the welfare and
the rehabilitation of former prostitutes. She died in
Constantinople on 28 June 548 and was buried in the
Church of the Holy Apostles. The best-known extant
representation of Theodora is the wall mosaic in St.
Vitale, Ravenna®.

The dance spread into the various genres and found
its own ways. There were performances of acrobats,
jugglers and ropedancers, which preserved from the
time of Egyptian Pharaohs, got to Greece over China
and India, and to Byzantium over Greece, were popular
among people. They gained curiosity of the audience of
the whole European continent, although persecuted by
the Christian clergy?.

The most common dances in Byzantine were circle
dances?’. That was related to ancient cult customs. There
were dances danced only by men or only by women, and
also those danced by men and women together, which
we mentioned in the sources®. St. John Chrysostom
gave us data about a dance leader (the first dancer)
that coordinated the others®. St. Basil the Great wrote
about lively dances in which the dancers stamped their
feet, which also happens nowadays. The most famous
circle dance was Syrtos (0 cvptdg), which is still being
played. Syrtos was presented in Serbian Psalter in
XV century®. A dance named Kordax (kdpdag) was a
Dionysian dance with shameless body moves. It derived
from ancient comedy and was persecuted by Church.
A dance named Pyrichios (muppiyn) was a sort of a
military training performed by armed soldiers. Dances
Ormos (6ppoc) and Geranos (yépavog) were also circle
dances. A dance called Mandilatos (pavimidrog), was
named after a word mandili which means kerchief in
Greek, because people danced it wearing kerchiefs. It
was usually danced by oriental nations. A game named
anastenaria is a kind of a survival of the dance with
kerchiefs in Thrace. It is connected with the orgiastic
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Dyonisian cult. A dance that belonged to the butcher’s
guild in Constantinople, danced on the day of celebration
of their patron Archangel Michael, was interesting.
Saksimo (to cd&o) was a dance that was danced
in the palace in front of the emperor on his birthday,
on the occasion of crowning or during the Brumalia
holiday. Soldiers, military leaders and representatives
of municipalities danced separately in sections named
taksis (t6&eig) or katastasis (katactdoeig)’!.

We have data for post-Byzantine period. In
1524 the Italian colony in Constantinople organized a
carnival. Women dancers danced in a «Moorishy» and
«Serbian» manner. Eyewitnesses say that «they were
admired and no one’s heart was left untouched by the
passionate desire including the old men»?2.

Places and occasions for dance

During the long period of reign of the Byzantine
Empire the function and significance of dance in
society gradually changed. Dance was present as a
phenomenon on many different levels: in private and
public life, during the annual cycle of festivities and
during the lifetime of an individual. As for the private
level, aristocrats used to invite dancers to their feasts to
entertain their guests. So, places for dancing could be
private (private houses) and public (the Hippodrome,
the Emperor’s palace, open spaces).

Those higher social stratums symposiums that
also contained musical entertainment, were also called
simbotika («ovumotikd») and they represented an
extension of Ancient tradition®. St. John Chrysostom
in his speeches related to the 51st Psalm, describes the
evil provoked at the symposiums by dancers/mimics in
a following way: those who bring mimics, dancers and
whores to symposiums by that are inviting demons and
devils and thousands of unrests to their houses*.

Every season had its own holiday. Spring arrival
was welcomed by many outdoor dancing celebrations.
There were women’s dances at Easter, nocturnal
satirical dances in disguise on the Kalends, dances by
itinerant bands of young men on the Roussalia®.

The Hippodrome of Constantinople was the
sporting and social centre of Constantinople. The word
hippodrome comes from the Greek hippos (inmoc),
horse, and dromos (8pdpog), path or way. Horse racing
and chariot racing were popular pastimes in the ancient
world and hippodromes were common features of
Greek cities in the Hellenistic, Roman and Byzantine
eras. Exotic animals, for example camels from Africa,
tigers and elephants from Asia, animal fights, folk shows
based on stories about Alexander the Great, dances
and horse races were showed on the Constantinople
Hippodrome?®. Tamara Rice Talbot informes us that in
the 10th century, many people coming from eminent
families, and even members of aristocratic families
came to compete at the Hippodrome. Constantine VIII,
not only watched horse races, but was also participated
in them and suffered defeats. He competed by the rules
applied to all, equal to other competitors. Mimics,
acrobats, actors, dancers that had various programs
appeared in the breaks during 8 races. On the occasions
of state holidays, theatre shows and competitions of
athletic groups were organized instead of Hippodrome
races. In the 11th century, Constantine, Michael V
and Constantine IX adored these amusing shows.
Constantine IX loved the sound of the flute, but didn’t
like other brass instruments?’.
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Picture 1. The Theodosius’s obelisk which was raised
in 390 in the Hippodrome in Constantinople
(photo by Gordana Blagojevi¢)

Citizens that didn’t work during the Bright week
(a week after The Bright Resurrection of Christ, The
Passover (Pascha) of the Lord) had the opportunity
to watch public shows. That wasn’t pleasant to the
Church Fathers, because believers were visiting the
Hippodrome instead of going to church. Synod canons
testify that it was forbidden to the believers to visit
fights at the Hippodrome during those days. The Fathers
asked from the emperor Theodosius II at the Council
in Carthage to ban Hippodrome shows on Sunday
and the other Christian holy days, including the week
after Passover, so that the crowds wouldn’t go to the
Hippodrome instead to church. Since people continued
going to the Hippodrome during the Easter week, that
question was asked again on the Council in Trull. It was
defined there by the Canon 66 that «from the day of
the Resurrection the Christ our Lord till the next week,
believers are going to church during the whole week. In
these days nobody should be visiting the Hippodrome
or similar shows»?®.

Not only that they danced during holidays, but
despite the prohibitions and protests of the Church,
people all over Europe in the Middle Ages danced
in churches and everywhere near them®. In 1425 it
was forbidden to dance in the cathedral church in
Dubrovnik*.

Dancing in church is mentioned in sources in
10th century, during the time of patriarch Theophylact.
Theophylaktos was the patriarch of Constantinople
(933-956). He was a son of Romanos I Lekapenos.
Byzantine chroniclers present patriarch Theophylaktos
asan irreverent man who cared only for his 2.000 horses.
He reportedly introduced theatrical elements into the
liturgy and appointed as domestikos of the church a
certain Euthymios Kasnes, who organized «satanical
dances» and singing of street songs during the liturgy*.
Church dancing later appears in the ethnographic notes
in 19" century®’. This, however, does not mean that it
was a rule in the Church, but it is more likely that it was
the exception to the canon.

A specific problem is the lack of written secular
music. The existing musical documents belong to the
sphere of religious Byzantine music, while secular
music was not documented. That secular music existed
in this period we can see on the presentations of musical
instruments and musicians on frescoes®.

Some researchers think that dance was accepted



to such a great extent that even St John Kukuzelis*,
the composer of Byzantine music, wrote one musical
piece for dancing®. However, the piece in question* is
the so called kratima, a musical form used in Byzantine
religious service music where certain syllables are used
instead of words. This musical form is usually sung
in faster rhythm. St John Kukuzelis wrote in the title
of every kratima in which manner the piece should be
performed. For one kratima he wrote that it is the so
called for dancing. This does not necessarily mean that
they danced to it, and for another he wrote that it is a
nightingale. Most likely, no one would think that this
piece was written for nightingales. In other words, this
piece was not written for nightingales, as well as the
former was not written for dancing.

Saint John Chrysostom stigmatized the presence
of professional dancers, entertainers and actors at the
wedding ceremony. We have seen that during the 4%
century at the Council of Laodikia the Church Fathers
tried to abolish dances in church wedding. They wanted
to minimize the wedding ceremony and to eliminate
every kind of amusement. The only thing they managed
to do was to force clergymen to leave the wedding when
that kind of amusement would start*.

Besides, some think that in Byzantium they used
to dance in church during the wedding ceremony. We
can come to this conclusion by observing the bride and
groom going inacircle when the priest takes them around
the soley three times, during which time the troparion
in which the Prophet Isaiah’s profecy of the birth of the
Son of the God by Virgin Mary is sung®. Towards the
end of the Sacrament of Marriage, the couple is led in
procession around the sacramental table on which there
is the Gospel — the Word of God. The circle is a symbol
of eternity and reminds us that marriage is a lifetime
commitment. Christ is at the center of it. During the
procession, three troparia are sung:

O Isaiah dance your joy, for the Virgin is with
child; and shall bear a Son, Emmanuel both God and
man! And Orient is His name, whom magnifying we
call the Virgin blessed.

Holy Martyrs, who have fought the good fight and
have received your crowns: entreat the Lord that He
have mercy on our souls.

Glory to You, O Christ God, the Apostles’

boast, and the martyrs’ joy, whose preaching was the
consubstantial Trinity.

The question is in which period in the Byzantine
Empire brides and grooms ‘danced’ in church? The
Sacrament of Marriage has always been connected with
the Holy Communion. Changes appeared with the laws
of Byzantine emperors, especially of Leo the Wise,
when in 893 church blessing of the marriage become
obligatory for all. The Church had to adapt to this change
and to form a church wedding ceremony according to
newlyweds’ dignity to take the Communion®. Until
then Christians had only civil marriages. The order of
the Holy Mystery of Matrimony went through several
changes. In the beginning the bride and groom were
accompanied by the wedding songs and dancing while
they were going from church to their home. The Church
Fathers suggested that religious songs should be sung
instead in order to preserve the sanctity of the rite.
Troparion Rejoice, o Isaiah was created in this way, but
it did not become the part of the church rite until 12*

91

century®'. If we take into consideration that Christianity
became the official religion in the Roman Empire at the
beginning of 4" century, and that the Byzantine Empire
broke down by the middle of 15% century, the period
without this troparion is much longer.

There is also something in every ritual which is
called the manifest and latent function of the ritual. For
an outside observer who is not familiar with the theology
of the Orthodox Church, walking in a circle three
times may look like a dance. However, one orthodox
theologian, Fr. John Meyendorff, writes: «The hymn
begins in fact by a call to execute a ritual khorodia, well
known both to the Jews of the Old Testament (David
danced before the Ark of the Covenant, II Samuel
6:14) and to the ancient Greeks; and the triple circular
procession of the bridal pair led by the priest around the
sacramental table can be seen as a proper and respectful
form of ‘liturgical dancing’»*>. However, in the typicon
of the Orthodox Church the instruction that the bride
and groom and the priest should dance is nowhere to
be found. They are taken three times in a circle as a
symbol of the Holy Trinity. It is the latent function of
the going in a circle, hidden for laymen.

The fresco Descendants of Cain (the middle of 14"
century) at the monastery of Dechani (Serbia) presents
the wedding ceremony with dance accompanied by
music®. Originally this scene appears in Serbian
medieval art**. There is no match for its contents in the
earlier Byzantine art. J. Markovi¢-M. Markovi¢ point
out that in the Old Testament Book of Genesis there is
no direct fulcrum for the iconographic solution chosen
by the Dechani artists. In between musicians and
dancers there is a couple embracing each other.

Picture 2. Descendants of Cain (the middle
of 14" century) fresco from the monastery
Dechani (Serbia)

The artistic presentation of the dancing of a kolo-
dance accompanied by musical instruments, in this
composition symbolizes the physical «mischief of
people» which provoked God’s anger and caused the
general Deluge (1 Mos. VI, 1-7)*. Two dancers at the
end of a kolo-dance hold a handkerchief. One of them,
probably the first dancer, is waving the handkerchief.
0. Mladenovic observed that the waving of a
handkerchief in a dance cannot be considered either a
regional or national characteristic, or a characteristic of
a certain epoch. As an example, she gives the classical
monuments where the corypheaus in an open kolo-
dance is waving a handkerchief as well as the leader
of'a Provencal farandole, or ghendbash (the head of the
circle) in the old Armenian ghends™.

Some think that the Byzantine society «evolved» to
such a great extent that they were allowed to sing laments
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(=moirologia) and danced in a circular movement in the
narthex of the church®. However, this form of singing
laments accompanied by movements which looked like
a dance was documented later by the folklorists, but
it did not represent the official ecclesiastical practice®®.
Besides, the narthex of a church is the entrance or lobby
area, located at the end of the nave, at the far end from
the church’s main altar. Traditionally, the narthex was
a part of the church building, but was not considered
the part of the church proper. It was either an indoor
area separated from the nave by a screen or rail, or an
external structure such as a porch. The purpose of the
narthex was to allow those not eligible for admittance
into the general congregation (particularly catechumens
and penitents) to hear and partake in the service. Even
if dancing had been allowed (there are no written
documents about it, though) there is a difference
between dancing in the narthex, in the nave and in the
altar of the church®. Saint John Chrysostom thought
that laments were real insults. He gave a description of
women howling, constantly hitting their chests, pulling
out their hair by movements like in a wild dance®.
Conclusion

During the long period of reign of the Byzantine
Empire the function and significance of dancing in
society gradually changed. Byzantium was a multiethnic
and densely populated empire. Apart from Greeks, the
other nations with their dancing practice lived there.
But, unfortunately most data we have are related to
Constantinople.

The usual viewpoint is that the Church fought
against dance and dancers. However, I would like to
point out the other possible viewpoint, i.e. that the
Church Fathers preached virtue, and that the dance
of professional dancers was something that led
people into sin. In favor of that is the fact that in the
church language the term for «the dance» is used to
metaphorically express the spiritual joy, therefore,
nobody fought against a humble dance. On the other
hand, in church rituals there are movements that may
look like a dance to an outside observer. I believe that
an anthropological approach is useful here and that it
is necessary to take into consideration the opinions
of the participants in these rituals. Besides, if people
really danced in some churches, it is necessary to point
out that it wasn’t regulated by church regulations but it
appeared as an exception.

After the fall of Byzantium, in the changed social
relations, Orthodox Church, except of its religious, got
the function of guarding the national identity among
orthodox people in the Balkans. Among the other
changes, this also changed attitudes to dance. The
priest who, as we have seen, had to withdraw before
the appearing of dancers, now got the role of the first
dancer.
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HccnenoBanns TaHueB B BU3AHTHHCKUI Mepuoa:
AHTPONOJOTHYECKHE MEPCHEKTHBbI

B oannoii pabome npednpunumaemcs nonvimka nepecmMompens HeKOmopble U3 yice Cyuecmayiouux MHeHuil o
ponu u pazeumuu manyee 6 Buzanmuu. H3yyenue manyes 6 6U3aHMULCKUL NEPUOO CEA3ZAHO CO MHOUMU MEMOO0-
Jlo2uteckumu mpyoOHocmsamu. [ uccied08anus Ham HyJICHO NPOBECMU NAPALIelb MeNCOY MAHYAMU IMO20 Nepuood
U NPOAHATUZUPOBAMb MAHYbL, CO30AHHbIE 8 GUAHMULICKOM CIMULE OpY2UMU NPABOCIABHBIMU HAPOOAMU, HANPUMED,
Poccuu, pysuu, a maxace manysi cepbCcKo2o, pyMbIHCKO20 U D0N2apcKo2o Hapooos. Paboma noceswena coyuanvroi
ponu manyes, m.e. paccmMampusaemcs OMHoOUeHUe YepKeu U UMREPCKOU 1ACMU K HAPOOHbIM MAHYAM.

Kniouegvie cnosa: Buzanmus, manyvl 8U3aHmMuiicko2o nepuood, npagociasue, COYUaibHas poib manyes, yep-

KO6b U mAaHybsl.

A.X. Toabaenoepr

Boneoepao, Poccus

CIOKET ®PAHIIY3CKOM HAPOJHOM INECHU
B MU®OIOITUKE PYCCKOM JIUTEPATYPbI
B cmamve ananuzupyemcsa ponv (ppanyysckou HapooHou nechu «ManoOpyk» 6 nosme «Mepmevie Oywiuy. Boiss-

asiemest ee c64a3b ¢ mugonozemori Yuuuroea xax nepeodemozo Hanoneona. Conocmaegnsiemes cneyuguka pasgumusi
crodcema necnu 6 pycckom goavkaope, «Mepmewvix oywax» Iozons, «Botine u mupe» Toncmoeo u «Ilpecmynaenuu u

HAKA3aHuuy» ﬂocmoeecmeo.

Kniouegwie cnoea: napoonas nechs, Mug)onodmuka, pycckas iumepamypa.

B ucropun eBponeickoidl My3bIKaJbHON KYJbTY-
PBI CYIIECTBYIOT T.H. «OpOASYHE CIOKETBD», K YHCIY
KOTOPBIX OTHOCHTCS HOmNyJsipHas (paHIy3cKas Ha-
ponras necHs «Malborough s’en va-t-en guerre». Dta
coJIIaTcKast meceHka Opura cosmana oxoiio 1709 r. Bo
BpemeHa JlronoBuka XIV Ha OCHOBE JIOKHBIX CIYyXOB
0 Tr0eNN aHNINHCKOTO BOCHAaJYaJIbHHKA Tepriora Maib-
6opo (1650-1722), oueHp ymadHO BOEBABIIETO B TO
Bpems ¢ @panuueil. B Hell oeTcst 0 TOM, YTO Halpac-
HO aHIIMYaHe OKMJAr0T BO3BpAILEHHs Teplora ¢ Boii-
uelL. [Ipomnra [Macxa, 3atem Tpoura, a Mams0Opyka (Tak
HasbIBaJIU repiora (paHiryssl) Bce HeT U HeT. Hakonen
SIBIISICTCSI MaK, KOTOPBIN U paccKa3blBaeT TepLIOTHHE O
rHOETM My’Xa U ero Morpe0eHnd — 0 TOM, KaK IPOBO-
KaJIM TIOJTIKOBO/ILIA B ITOCIIEHNH MyTh €T0 BEPHBIE OPH-
LEPBbI: OAUH HEC €ro JIaThl, APYroi — €ro LIUT, TPETUl
— ero OonblIyro cabio, a YeTBEpPThI HUYEro He Hec.

ITotom meceHka 3a0blIack W BHOBH BCIUIBLIA B
1781 r. B Bepcane — ee HameBaia HOBOPOXJICHHOMY
HaCcJIeHUKY (paHIly3CKOTO IPECTOoNa IPUBE3CHHA U3
DIyXOi MIPOBUHIIMK KOopMmIAIia noduHa. Benen 3a Heit
MIECHIO 3amena KopojeBa Mapusi AHTyaHETTa, 3aTeM
JIronoBuk XVI, norom Beck aBop u Best Opanuyst.

[MonynsapHyro Menoauto ucnoib3osan bomapiie B
poMance naxka u3 «Keuuts0s1 @urapoy» (Il ., ci. 4).
IlyTnuBas necHs, B KOTOPOH Ma)KOPHbIH MOTHB BO-
€HHOI'0 MOX0Ja MPUYY/UINBO COYETaNCs C JIUPUUECKON
TEMOH OXKHJIAHMS Teposi M MAPOJUHHBIM ONMHCAHHEM
TOXOPOH, pacnpocTpanuiiack 1o Bcei EBpomne. B ka-
YeCTBE CTPAHCTBYIOIIETO (DOJIBKIOPHOTO CIOXKETa OHA
6buta 3adukcupoBana B koHue XVII B. B [epmanun,
Hanwuu, Tomranouu, Anrmuu, Karamonwnw, ITbemoHTe
[9, c. 356-361]. T'ete mucan B THEBHUKE CBOETO UTa-
JIBSIHCKOTO TyTemecTBus: «ManbOpyK CibIIeH Ha
Bcex ynmunax» (Bepona, 17 centsiopst 1786 1.). HoByto
KHM3Hb OHA MOJIyYusia B 3MIOXY HANOJICOHOBCKUX BOWH
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cpenu (paHIy3CcKHX conar. [la u cam mmmeparop, 1mo
CBUJICTEJIbCTBY COBPEMEHHHKOB, JIFOOMII HAleBaTh ee,
OTHPABJISISICh B TIOXO/I.

BeTxoBeH BOCIIOIB30BAJICS STHM MOTHBOM JJISI My-
3BIKQTBHOM XapaKTEPUCTHKHU (PAHITy30B B CUM(OHU-
yeckoil moome «Ilobena Bemumurrona, i butsa npu
Burropum» (1813). B ee Hauane aHmmuane cTposiTcs
o Menoauio Mapia «IIpass, Bputanus»; dhpaniry3st
— o TeMy «MasbpOpykay, oHayasly He UMEOIIYIO B
ceOe HUYEero KapukaTypHOTO ¥ OTMEYEHHYIO pa3Be uTo
HEKOTOPHIM XBACTJIIMBBIM JIETKOMBICIHEM. 3aTeM Clie-
JIyeT BbI30B Ha OO M HAaUMHACTCS CaMO CPAKECHHE, B
KOTOPOM, ITOMHMO OPKECTPOBBIX CPEJCTB, HCIOJbB3Y-
I0TCS IIyMBI — IyIIeYHast ¥ py)KeifHas 6arapen. AHIIH-
JaHe OJIepKUBAIOT 1modeny, ¢hpaHiry3sl OeryT. Memoaus
«MaubOpyKka» HOSBISIETCSI B MUHOPE M C HEKOTOPBIM
«rpuxpamMbiBanrem». Kommosurop nucan «butsy» 1o
3aKa3y BEHCKOTO MIMAHKCTA U BBIJAIOLIETOCS n300peTa-
tens-camoyuku Moranna Menbnens. Cpenu uzobpe-
TEHHBIX UM MEXaHMYECKHX MYy3bIKaJbHBIX araparoB
ObUI TAHTAPMOHUKOH, JJIsi KOTOPOTO W IIpeJHa3Hada-
JOCh counMHeHHe beTxoBeHa. Ammapar NpeacTaBiIsul
c000i1 KpacKBO OT/ICIaHHBII MEXaHUYECKUI OpraH, yc-
TPOCHHBIN Hanoxo0ue mapManku. YToObI TPOIBUHYTH
cBOE n300peTeHne, MenbIieb OIPOCHII KOMIO3UTOpa
c/leNnaTh MepesioKeHue Uisi CUM(OHNYECKOr0 OpKeCT-
pa, KOTopoe cTalio /uisi beTxoBeHa HACTOAMINM TPHYM-
(oM. st NCTIOMHEHUS B KPYITHEHITNX MY3bIKaJIbHBIX
3amax BeHbl ObUIM NpUIVIAIIEHBI CaMble 3HAMEHHUTHIC
MY3bIKaHTbl, BETXOBEH BBICTYNUJI B POJU AUPHKEPA.
Orta GaranpHass CUM(OHUS, B KOTOPOH KOMIIO3UTOPOM
ObUT MCIIONB30BaH NENbIM apceHall HaTypaIuCTHUEC-
Kux I/I306pa3I/ITeHI)HBIX Cp€ACTB — ONIyHIUTECIbHAA
KaHOHaJa ITylIeK, CBHUCT siJiep, pa3pbIBbl IpaHaT, — HE
pa3 UCTIONHATACH C HEOOBIYaHBIM yCIIEXOM BO BpEeMs
Benckoro xonrpecca 1814 1. m mpuHecna ee aBTOpY
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MextyHapOoaHbIN STHOMY3BIKOJIOTHUYECKUM eproaudeckuil HayuHbli sxypHai «PAX SONORISy akky-
MYJIUPYET CTaTbU MO NpodIeMaM TEOPUH STHOMY3bIKO3HAHHS, TEOPHU MY3BbIKU M 3CTETHKU U KOTHUTHBHOTO
MY3bIKO3HAHHMSI, CTPYKTYpPHO-THIIOJIOTHYECKUX MCCIECAOBAHUN U BHEEBPONECHCKONW TEOPUN MYy3bIKU, MaTEepHU-
aJIpl M0 TPAAULMOHHBIM KYJIBTYpaM HapOAOB MHpPA, STHOTEHE3Y, STHOICUXOJIOIMH M STHOCOLMOJIOTHH, 3T-
HOWHCTPYMEHTOBEJICHUIO M UCTOPHH (DOIBKIOPUCTUKH, KPAEBEACHUIO M MPUKIAAHOW 3THOMY3BIKOJIOTHH,
MY3bIKaJIbHOW COLIMOIOTUH, MY3bIKaJIbHON JKypPHAIUCTUKU U BOIPOCAM MY3bIKaJIbHOIO 00pa30BaHusI.

B xypHaie nepecekaroTcs COBPEMEHHbBIE 3a/1a4l ¥ BOIPOCHI MYy3bIKaJIbHOM (DOIBKIOPUCTHKH, 3THOT-
paduu, GpuI0IOrUH, TUHIBOQOIBKIOPHUCTUKH, THAIEKTOJIOTHH, STHOICUXOJIOTMH U 3THOCOLUOIOTUH, 00-
LIEH aHTPOIIOJIIOTMH U aKaJeMUYECKOro My3blko3HaHus. brnaronaps aestensuoctu ¢ 2011 rona MexnyHa-
POAHOTO COBETA KypHaJIa POCCUMCKUN YUTATENb MOIYUYHII BO3MOXKHOCTb B VI BBIITyCKEe 03HAKOMUTHCS HE
TOJIBKO C IOCTHKECHUSIMH OTEUECTBEHHBIX STHOMY3BIKOJIOTOB, HO U ApYrux crpa: benopyccun, Kazaxcra-
Ha, Ykpaunbl, Cepbun, Cunranypa, TaiiBans, I epmannu u ABCTpHH.

Penkonnerun )xypHaja 0COOCHHO OiH3Ka pyOpHKa O (OJIBKIOPHBIX 3KCIEIUIMAX, KOTOPAs BKIOYAET
B ce0s1 HE TOJIBKO BOCIIOMHHAHUSI Pa3HBIX JIET, HO M PACCKa3bIBACT O 3HATOKAX HAPOAHBIX TPAAULMIA: T1EB-
Lax, MHCTpyMeHTanucTax. Kaxkapiii STHOMY3BIKOIOT XPaHUT B CBOEM JIMUHOM «IOMAIIHEM» apXHUBE Maccy
HEOIyOJMKOBAHHBIX MaTepHallOB, U XOTEJIOCh Obl MX YBUAETH XOTS Obl 4acTHUHO Ha cTpaHuuax «PAX
SONORIS».

JKypnan agpecoBan neparoram 1 CTyA€HTaM BBICIIMX M CPEAHUX MY3bIKAJIbHBIX yUCOHBIX 3aBEICHUI,
YUEHBIM, CHELHAINCTaM B 00JIACTH MY3bIKO3HAHMS, (OTBKIOPHUCTUKH, KPAeBEACHUS U TIEAArOTUKH, a TaK-
e [MIMPOKOMY KpPYyTy YMTaTeIel, HHTEPECYIOMNXCS Pa3BUTHEM MY3bIKaJIbHOTO HCKYCCTBA B IIETIOM.

Penakiust )kypHaia He BCEIia pa3ieNisaeT TOUKY 3peHuUs aBTopoB. [IpH nepenevaTke cehbliKa Ha )KypHAIT
00s13arelbHa.

The present edition considers the actual present-day issues of Art Studies.

Edition VI includes the following sections: «The Theory of Music and Aesthetics»,«East and West
Traditional Cultures Ethnic Identity in the Modern World: myths and reality», «East and West Traditional
Music Heritage: Dialogue of Civilizations and Culturesy», «East and West Current Traditional Cultures.
Mythology and Religion: Interference and Interpenetration» etc.

The target audience of this magazine are teachers and students of higher and secondary musical edu-
cational institutions, professionals in the field of musicology, folkloristics, regional ethnography and educa-
tion science as well as general readers who are interested in development of musical art.

The magazine editorial staff’s point of view may differ from that of the authors. The information con-
tained in this magazine cannot be reproduced without reference to this magazine.
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