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ARCHAIC DANCE: INITIAL FORMS AND MODERNITY

The purpose of the article is to consider genesis and specific peculiarities of certain traditions of the archaic and ethnic
dance forms, which have survived till the present. Scientific interpretation of the specific internal connections between different constitu-
ents of song-dance genres and mass ritual performances allows to ascertain prerequisites of formation of music and dance profession-
alism within them. The methodology. Historical and culturological, comparative and analytical methods have been applied to character-
ize archaic public song-music-dance forms, which in conjunction with various ritual tendencies anticipate the origin of phenomenon of
music and theatre performance. The scientific novelty of the work lies in understanding of the problems of preserving certain archaic
dance forms in modern household, ritual traditions of various peoples as a unique phenomenon of spiritual culture, implementing con-
tinuous connection of times and preservation of deep ethnic traditions. Conclusions. Consideration of different forms of archaic dance,
which have survived till the present in different genres and manifestations, allows to characterize their as a uniqgue means of human self-
knowledge and self-expression. Music, mimics, gesture and dance movements are the only elements of stage adaption of initial magical
ritual. Moreover, many forms of archaic dance continue to realize esthetic and even social and cultural function despite the processes of
globalization in modern world culture.

Key words: archaic dance; initial magical ritual; music and dance performance; syncretism; social and cultural function of
dance.

KasHavyeeea TemsiHa OnekcaHdpieHa, kaHOuOam mucmeymeosHaecmea, 8. 0. OoyeHma kaghedpu 3az2asibHO20 ma creuja-
nisosaHo2o hopmeniaHo OdecbKoi HaujoHanbHOI My3u4Hoi akademii im. A. B. HexdaHoeoi

ApxaiyHun TaHeub: nepBicHi opmMu i cyvyacHicTb

MeTa ctatTi. Po3rnsa reHeancy i cneumndivyHnx ocobnNMBOCTEN NEBHUX TPaAMLIN apxaidyHUX eTHIYHMX TaHuBanbHUX dopm,
Lo 36epernncs Ao Hawmx AHiB. HaykoBe OCMUCNEHHSA NMEBHUX BHYTPILLHIX 3B'A3KIB MiX Pi3HMMW CKNago0BMMU iHAMBIOYanbHUX MiCEHHO-
TaHLIOBamNbHWX XaHpiB i MacoBKX pUTyanbHUX AINCTB JO3BONSE KOHCTATyBaTW nepedyMoBu hOPMyBaHHSA B HUX MY3WYHOTO i TaHLIoBa-
nbHoro npodpecioHaniamy. Metogonoris. 3acTOCOBaHO iCTOPVKO-KyIbTYPONOriYHWI, MOPIBHANBHWIA | aHanNiTUYHUA MeToAM, 3a AOMOMO-
roto Skux 6ynu oxapakTepmnsoBaHi apxaidHi CycrifbHi MiCEHHO-MYy3NYHO-TaHLoBamnbHi OPMMU, SKi B MOEAHAHHI 3 PI3HUMW pUTyanbHUMK
TeHAeHUiAMM nepenbavaloTb 3apofKeHHs peHoOMeHa My3nyHo-TeaTpanbHoro giictea. HaykoBa HoBu3Ha poboTu nonsirae B oCMuUC-
NeHHi Nnpobnemun 36epexeHHs1 OKpeMMUX apXaivuHMX TaHLOBaNbHUX (OOPM Y Cy4acHWX NOGYTOBKX, PUTYyanbHUX TPaAMLIsSX Pi3HUX Hapogais
AK YHIKarnbHOro siBMLLA AYXOBHOI KynbTypH, IO 34IMCHI0E 6e3nepepBHMA 3B'A30K YaciB Ta 30epexXeHHs IMUOMHHNX eTHIYHMX TPaauLin.
BucHoBku. Po3rnsg pisHnx ¢opm apxaidyHOro TaHulo, Wwo 36epernncs Ao TenepilHbOoro Yacy B Pi3HMX XaHpax i mposiBax, [03BOMSE
oxapakTepusyBaTy iX SIK yHikanbHWUIA cnocib Nacbkoro caMoni3HaHHS i camoBupaxeHHsi. Myauka, Mimika, XecT i TaHuoBarnbHi pyxu
CTalTb EAUHUMY eneMeHTaMu TeaTpanisauii nepsicHoro mariyHoro putyany. Kpim uboro, 6arato ¢opm apxaidHoro TaHu, He3Baxato-
4M Ha Wo BiABOYyBalOTLCA B Cy4acHi CBITOBIM KynbTypi npouecu rnobanisadii, NpogoBXyTb peanizoByBaTH, KpiM €CTETUYHOI, e 1 co-
LiOKYNbTYPHY QYHKLT.

KnroyoBi cnoBa: apxaiyHuin TaHelb; NEPBICHUA MariYyHUA puTyan; My3M4yHO-TaHLUOBanbHe AiNCTBO; CUHKPETU3M; COLLiOKYb-
TypHa OYHKLS TaHLto.

KasHa4eeea Tambsina AnekcaHOpogHa, kaHOuOam UcKyccmeogedeHus, U. 0. doueHm Kaghedpbi obwe2o u creyuanu3upo-
8aHHo20 chopmenuaHo Odecckoll HayuoHanbHoU My3bikanbHOU akademuu um. A. B. HexdaHosou

Apxauyeckui TaHew: NnepBoHavYasbHbie POPMbl U COBPEMEHHOCTb

Llenb ctatbn. PaccmoTpeHve reHesnca u cneunduyecknx ocobeHHoCTel onpeaeneHHbiX Tpaguumuii apxamieckux aTHUYe-
CKMX TaHUeBamnbHbIX POPM, COXPaHMBLLMXCA A0 HalIMX AHeN. HayyHoe ocMbicnieHne onpedeneHHbIX BHYTPEHHUX CBA3EN Mexay pas-
JINYHBIMU COCTaBMNSAOLLMMU MHANBUAYANbHBIX NeCEeHHO-TaHLeBarbHbIX XaHPOoB Y MacCoBbIX PUTYanbHbIX AENCTB NO3BONSAET KOHCTaTU-
poBaTb MPeAnochIkA (QOPMMPOBAHWUA B HWUX My3blKarbHOro W TaHueBanbHoro npodeccuoHanuama. Metopgonorus. lNpumeHeHsl
NCTOPUKO-KYNbTYPONOrMYEeCKniA, CPaBHUTENbHBLIN N aHaNMUTUYECKUA METObI, C MOMOLLbIO KOTOPbIX ObINM 0XapakTepu3oBaHbl apxavye-
ckvie 0bLeCTBEeHHblE NeCeHHO-My3blKanbHO-TaHLeBarnbHble (OPMbI, KOTOPbIE B COMETaHWUN C Pa3NUYHBIMU PUTYaNbHBIMUA TEHAEHLMAMU
NpeABOCXMLLAIOT 3apoxaeHne deHoMeHa My3sblkanbHO-TeaTparnbHoro fgenictea. HayyHas HoBM3Ha paboTbl COCTOUT B OCMbICIEHUM
npo6nembl CoxpaHeHWs OTAENbHbBIX apXxan4yecknx TaHUeBanbHbIX POPM B COBPEMEHHbIX ObITOBBIX, PUTyanbHbIX TPAANLMAX PasnnYHbIX
HapoAoB KaK YHWKaNbHOro SBMEeHUst JYXOBHOMW KyNbTypbl, OCYLLECTBSIOLLEr0 HENPEpPbIBHYIO CBA3b BPEMEH U COXpaHeHue rryOuHHbBIX
3THUYecKkuX Tpaauumin. BeiBoabl. PaccMoTpeHne pa3nuuHbix hopm apXxanyeckoro TaHua, COXPaHMBLUMXCA [0 HacTOSILLEro BpeMeHu B
Pa3nuyHbIX XaHpax 1 NPosIBNeHUsIX, MO3BOSAET 0XapaKTepn3oBaTb UX Kak YHUKabHbIN Cnocob YenoBe4eckoro camono3HaHus u camo-
BblpaxeHus. My3blka, MUMUKa, KECT U TaHLeBarbHble ABWKEHUS CTAHOBATCH €AMHLIMU 3fieMeHTamu TeaTpanvsaummn nepBobbITHOrO
mMarumyeckoro putyana. llomumo 3T0ro, MHorme opMbl apxanyeckoro TaHua, HECMOTPS Ha MPOUCXOASALLME B COBPEMEHHON MUPOBOWN
KynbType npouecchl rnobanusauum, NpogomKatoT peanu3oBbiBaTb, TOMUMO 3CTETUYECKON, ELLE Y COLMOKYNMbTYPHYHO (OYHKLIMN.

KnioueBble crnoBa: apxavyeckuin TaHel,; NepBOOLITHBLIM Marnyeckuin putyan; My3blkanibHO-TaHLeBanbHoe AeiCTBO; CUHKpe-
TU3M; COLIMOKYTNbTYpHasa PyHKLUMSA TaHua.

Statement of the problem. There is no doubt that certain tendencies, characteristic of dance in its ini-
tial period of existence, have survived in various genres and manifestations in present. These tendencies
have taken new forms and, of course, have been significantly updated, adapted to the new existence in his-
torical time, countries and genres. Some types of the original forms of dance art exist also in the present.
These include archaic dances from different countries.

Studies analyzing genesis and nature of music, dance, ritual traditions and forms are of interest to
Western European and national science and art, making up the essence of the musicological ethno-
choreology discipline.
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The works of T. Buckland are characterized by the joint use of historical and ethnographic strategies
in the study of dance as an embodied cultural practice [11].

The monograph of L. Fedorova presents the results of observations of traditions, customs and rituals
of the dance folklore of Algeria, Benin, Guinea, Zambia, Kenya, Congo, Republic of Cote d’lvoire [8].

Ukrainian musicologist D. Sharikov analyzes the development and expressive forms of primitive and
ancient oriental dance [10].

Methods and problems of the analysis of oral and written sources about traditional dance in West Af-
rica are explored by J. Gore [12].

The article [4] is devoted to the phenomenon of syncretism of the archaic dance culture, the peculiar-
ities of the original dance traditions of the Vedda tribe. However, the need for a scientific comprehension of
the problem of preserving individual archaic dance forms in modern household, ritual traditions of various
peoples determines the relevance of appealing to this topic.

The purpose of scientific research is to consider genesis and specific features of certain traditions of
archaic ethnic dance forms that have survived to the present.

Presentation of basic materials. The study of the origins of formation of the dance art suggests that
the phenomenon of syncretism, characteristic of the initial period of the formation of music and dance as an
art form, also contains the beginnings of such a form of human spirituality as religion. Cultural and, as a
component of their structure, dance traditions are formed through religious and philosophical systems. The
original forms of basic spiritual beliefs include totemism, animism and magic. An essential part of every reli-
gion is a religious rite — the rite of faith.

The ritual performance is inextricably connected with the dance movement, music, the word spell,
“The primitive peoples still have dances and games that are an example, a plastic expression of their relation
to various natural phenomena, events and epochs of their own life, and eventually, to deity. For a savage
dance is not only sensual pleasure, but also a cult. In dance, as well as in song, they express their feelings,
the concept and those images that have struck their mind and imagination with something” [6, 5].

Let us turn to the sacred world of Trypillian civilization. For a magical practice, the use of archaic
language means consecrated by sacral tradition, well-regulated gestures were typical. The magician subor-
dinates them to a certain rhythm, as in dance. The unique artifacts of Trypillian culture are the undoubted
heritage of Ukraine. The anthropomorphic bitriangular figures from Aleksandrovka settlement and the paint-
ing on the Late Trypillian jars allow us to draw an analogy with the ritual dances [3].

A primitive man believed (or felt) in his ability to magically influence the surrounding world and sub-
ordinate the elements to his will (for example, the element of fire). In the musical and dance aspect, this was
embodied in the peculiarities of such constituent rites as rhythm, timbre, tempo, dynamics, and sound ex-
pression.

Mimic dances, imitating the surrounding nature, reproducing the movements of various animals were
widely spread among the inhabitants of such continents as Africa, Australia and America.

Even nowadays there is a magical practice, which ensures the successful start of hunting, fishing or
agricultural work and rainmaking. The spells use a word, singing, rhythmic ceremonial body movements,
playing musical instruments. In addition to the listed elements in such ceremonies, the graphic component is
also sometimes used (for example, the Australians before the hunt depict kangaroos on the sand and hit it
with spears).

The archaic forms of dance constitute a certain stage of development of a society, culture as a way
of human self-knowledge and self-expression. In Madagascar, until men return from the war, women and
girls do not stop dancing day and night. The dance, in their conviction, “inspires warriors with strength, gives
them courage and favors good luck” [9, 41]. Tribes of British Columbia, California, and the Indians Hyde
usually perform similar dance rituals. Usually these performances are accompanied by military songs, often
accompanied by various musical instruments. Musical instruments are considered as a dwelling or places of
deities, as charms against evil spirits. Instruments are used in vital rituals, such as those associated with the
rainmaking and obtaining of food.

Such performances indicate the preservation of dance traditions based on a special type of human
thinking — the archaic, which is based on mythology. For the mythological consciousness, as A. Losev
stresses, a myth is not fiction, but “the brightest and the most authentic reality. This is an absolutely neces-
sary category of thought and life” [5, 24]. All aspects of physical, moral and ethical reality are formed on the
basis of a holistic, dynamic mythological picture of the world, the connection between the primary elements
of nature, the elements (water, earth, air, fire) of forces, phenomena and man is manifested. The semantic
unity of ritual and myth was not violated even in those cases, when myths and rituals existed independently
of each other. French ethnographer and anthropologist Claude Levi-Strauss, who dealt with the problems of
mythology and folklore designates myth as “a fundamental content of collective consciousness, the basis of
the stability of social structures” [7, 200].

Collective games-dances of the Brazilian Indians of Taurepan, distinguished by a rich and peculiar
artistic-figurative and plot picture, are a reflection of such a kind of ideological ideas. Dances “tukui” (dance
of fish and birds) and “parishera” (dance of hunting game), accompanied by singing, are a complex song and
dance performance that amazes with its diversity. The main expressive means are various elements of ono-
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matopoeia. Besides the vocal component, the use of masquerade elements and traditional musical instru-
ments are characteristic features of these performances. Dance elements are characterized by freedom of
rhythm, while preserving the dance pattern of a circular dance, they are marked by stylized, intricate move-
ments and figured heaps. Reproduction of the process of hunting, the surrounding nature, flora and fauna
outside a real-life object indicates the formation of the artistic activity itself. The syncretic unity of sound, ges-
ture, word is realized within the framework of a synthetic mass performance.

At present bright, colorful theatrical performances on mythological scenes are preserved and are fur-
ther developed in the framework of festivals of traditional art. A. Alpatova notes that “as well as in the past, in
the traditional ensembles of Central African nations, each instrument accompanying the dance usually sym-
bolizes certain mood or character that are transmitted in the dance by a mask” [1, 118].

In the folk song-dance art of Venezuela, the genre of working, labor songs accompanying various la-
bor processes, is preserved. The songs of shepherds, plowmen, bull drovers driving the sugarcane wringing
mills are characterized by a systematized rhythm caused by repetitive, monotonous movements of measured
work. A purely production function of the dance is transformed into an aesthetic one.

An artistic practice of the ethnic group of Iroquois Indians living in the provinces of Ontario, Quebec
(Canada) and on the shores of Great American Lakes preserved the main ritual dance traditions of the tribal
sacred societies of their distant ancestors. For the formation of their ethnic identity, socialization ceremonies
(initiation of girls and young men) were essential, during which, training and educational dances, accompa-
nied by musical instruments and singing, were performed. In such myth-poetic performances of didactic con-
tent, an important socio-cultural function of dance was revealed. In addition to ensuring the activity of public
and social activities, song-musical and dance ritual performances contribute to the formation of musical pro-
fessionalism, they differentiate the functions of choir and dance groups, “We can often find dances among
the Iroquois, during which the performers do not sing themselves; this function is carried put out by the “chor-
isters”, who sit around and occupy seats set by the traditional ceremonial” [2, 90]. In the dance and choral
act, which was regulated by the leader, at the same time men and women took part. The use of noise in-
struments complemented this meaningful, perfectly coordinated, massive collective performance.

Considering the significant historical role of serious conflicts and an intensive process of conquest in
shaping the character of the Indian group of peoples, military songs began to play a special role, which
served to excite nervousness, increase military enthusiasm, and enhance patriotic feelings. The peculiarity of
these vocal and dance forms is the frequent use of an even size, a distinct rhythm of the marching step, and
the victorious intonations in the melodic figure of the melodies. It is these performances, where cyclicity be-
gins to form. It is possible to mark the signs of its origin due to the dramatically unfolding action that repro-
duces the battle, the pursuit of enemies, as well as the alternation of the functions of the soloist and choir. In
such actions, pantomimic dance and declamatory (chanting of heroic feats of outstanding warriors) are com-
bined.

Conclusion. Thus, various forms of archaic dance can be divided into the following: mimetic, imitating
the movements of animals (birds, animals, fish) and human (fighting, hunting); symbolic, religious (sacred
function of dance); household (reproducing labor activity). Many of them have survived to the present, are of
considerable anthropological interest, they can be considered from an aesthetic point of view. Music, mimics,
gestures and dance movements become integral elements of the stage adaption of initial magical ritual. The
archaic public song-musical-dance forms, combined with various ritual tendencies, anticipate the emergence
of the phenomenon of musical-theatrical performance. Ancient, archaic, but still relevant means of dance
expressiveness, as a phenomenon of spiritual culture, continue to exist not only as a system of artifacts of
the past, but also occupy a decent place in modern dance practice of the peoples of the world, carrying out a
continuous connection of times and preservation of deep ethnic traditions.
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XIHOYI MEPCOHAXI OMNMEP M. MYCOPICbKOIo I M. PUMCbKOIO-KOPCAKOBA
B KOHTEKCTI MPABOCJIABHOI AHTPONMONOTIi

MeTa po6oTn. CTaTTa NpMCBsSiMEHA PO3KPUTTIO OCOBNMBOCTEN BTINEHHS NPOBIOHWX XXiHOYMX 0OpasiB B onepHii TBopyocTi M.
Mycoprcbkoro Ta M. Pumcbkoro-Kopcakosa, ki po3KpuTi B KOHTEKCTi MpaBOCMaBHOI aHTPOMONOrii Ta nos'a3aHi 3 npobnemoto Bigobpa-
XEHHS AyXOBHOI eBONtoLii i iHBOMOLii B poCiicbkin My3uui Apyroi nonosuHn XIX ctonitta. MeTtogonorisa JOCHiMKEHHS nonsrae B 3a-
CTOCYBaHHiI KOMMNapaTMBHOIO, iCTOPUKO-KYTbTYPOSONiYHOro, My3UYHO-CEMAHTUYHOIO METOZIB, iIHTOHALUIMHOI KOHUeNuii My3ukn B CBITHi
Teopii b. AcadbeBa i Moro nocnigoBHUKIB. 3a3Ha4YeHNn METOAOMOMYHWN NiAXiA [O3BONSE PO3KPUTU Ta NiAAATU aHarni3y MCUXOMOriyHi
SIKOCTi FONMOBHMX ONEPHUX repoiHb onep «XoBaHWuHa» i «LlapeBa HapeyeHay, Aki 3adikcoBaHi B BOKanbHI NapTii KOXHOI B NOPIBHANb-
Hill XapakTepucTuLi i BUSIBNsOTb 0cobnmBocTi BUBOpY Wnsixy AyxoBHoi eBontouii (Mapda) abo iHBontouii (Jllobawa). HaykoBa HoBU3-
Ha JOCMiAXEHHs nonsrae B PO3KPUTTI AyXOBHOIO LUMSAXY repoiHb ONEPHUX TBOPIB POCINCHKUX KOMMO3UTOPIB B MOPIBHAMBHIN XapakTrepu-
cTuui MopanbHoro Bu6opy Mapdwm i Iliobalui B ix eBontoLiiHO/iHBONMIOTUBHOMY pYCi, LLO BiAGWUNOCS y BOKanbHil NapTii ACKpaBUX XiHOYMX
NnepcoHaxiB poCICbKOi onepHol Tpaguuii gpyroi nonosuHu XIX ctonitta. BucHoBku. BussnseTbca cneumdika My3nHHOro BTINIEHHS
3a3Ha4YeHOro MoparnbHOro BUOOPY ONEePHUX repoiHb Ha PiBHI XapakTepUCTUKV Nafo-rapMOHIYHOI, iIHTOHALLIMHO-PUTMIYHOT CTOPIH BOKasb-
HKX napTi Mapdwu («XoBaHLWmHa») i Mobawi («LlapeBa HapeyeHa»).

KnioyoBi cnoBa: xiHoui 06pasu; npaBocnaBHa aHTPOMONOrist; AyXOBHA €BONOLiA i iHBONoLiA; onepHa TBop4icTb M. Mycopr-
cbkoro Ta M. Pumcbkoro-KopcakoBa.

Kannyn Tambsina MuxatlinoeHa, kaHoudam uckyccmeosedeHusi, douyeHm, doueHm kaghedpbl meopemuyeckol u npuknad-
Hou Kynbmypomnoeauu Odecckoli HayuoHanbHOU My3biKarbHOU akademuu umeHu A. B. HexxdaHosou

XeHckue nepcoHaxu onep M. Mycoprckoro u H. Pumckoro-KopcakoBa B KOHTEKCTE NpaBOC/IaBHOW aHTPOMoOsiormm

Llenb paboTtbl. CTaTbsl NOCBALLEHA PACKPbITMIO OCOBEHHOCTEW BOMSIOLLEHUS BEOYLUMX XEHCKMX 06pa3oB B ONepHOM TBOpYe-
ctBe M. Mycoprckoro n H. Pumckoro-KopcakoBa, KOTOpPble pacKpbiTbl B KOHTEKCTE NMPaBOCMaBHON aHTPOMONOrun 1 CBA3aHbl € npobre-
MOV BOMMOLLEHNS AyXOBHOW 3BOMIOLMM U MHBOMIOLMM B PYCCKOW My3blke BTOpoOW nonosuHbl XIX Beka. MeToponorus uccnenoBaHus
3aKmnoYaeTcs B NPUMEHEHUN CPaBHUTENBHOIO, UCTOPUKO-KYIbTYPOOrM4eCcKoro, My3blkanbHO-CEMaHTUYECKOro MeToA0B, MHTOHALMOH-
Has KoHLUenuusa My3biku B cBeTe Teopun b. AcadbeBa 1 ero nocneposartenei. YkazaHHbIN METOAONOMMYECKUIA MOAX0 A NMO3BOMSAET pac-
KpbITb M MOABEPrHYTb aHanu3y rNcuxonornyeckMe KayecTBa rraBHbIX ONepHbIX repouHb onep «XoBaHLWWMHbI» U «Llapckas HeBecTay,
3anevyatrnieHHble B MX BOKanbHOW MapTuUM B COMOCTaBUTENbHOW XapakTepucTuke. HayyHasi HOBM3HA vCCrieoBaHUA 3aknovaeTcs B
PacKpbITUM [YXOBHOIO NMyTW rEPOMHb OMEPHbIX COYMHEHWI PYCCKUX KOMMO3UTOPOB B COMOCTaBUTENBHOW XapaKTePUCTUKE HPABCTBEHHO-
ro Belbopa Mapdbl 1 Jliobawm B Ux 3BOMOLMOHHO/MHBOMIOTUBHOM [ABWMXXEHUW, YTO OTPasUnocb B BOKaNbHOW NapTUN SIPKUX XEHCKUX
nepcoHaxew PyccKon onepHon Tpaavumm BTopoi nonosBuHbl XIX ctonetns. BoiBoAabl. BrisiBrisgeTcs cneundmka My3sbikanbHOro Bomno-
LLIEeHN yKa3aHHOrO HPaBCTBEHHOTO BblIOOpa OMEpHbIX FEpOMHb Ha YPOBHE XapakTepUCTWKW Nafo-rapMOHUYECKOW, WHTOHALMOHHO-
PUTMUYECKON CTOPOHBI BOKarnbHbIX napTuit Mapdbl («XoBaHwuHa») v Niobawwm («Llapckas HeBecTa).

KnioueBble crnoBa: xeHckve obpasbl; NpaBocnaBHasi aHTPOMOMOrus; AyXOBHAs 3BOSOLMSA U MHBOIMIOLMS; ONepHOe TBopYe-
ctBo M. Mycoprckoro n H. Pumckoro-Kopcakosa.
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Female characters of the operas of M. Mussorgsky and N. Rimsky-Korsakov in the context of Orthodox anthropology

Purpose of the article. The article is devoted to the disclosure of the features of the embodiment of the leading female imag-
es in the operatic works of M. Mussorgsky and N. Rimsky-Korsakov, which are revealed in the context of Orthodox anthropology and
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