V.1.Parosiu yc€ xpInué nparasay 3 npadeciiiHeiMi i amaTtapckimi XapaBbiMi KanekTeiBami. CtBapsry HaponHyro xapaByro
kamny MT3 (1960—-65), n3e 3 im pa3am xopmaiictapam npanasay Takcama simrud 3ycim mMananst ML.IT. [Ipsiaeycki. Kipasay Haponuait
xapaBoii kamamaii BJY (1961-66), xopam xmomusikay K MT3 (1964-67), Xopam naneckait mecui ¥ Ilincky (1988-1992),
MYXKUYBIHCKIM BakaJbHBIM akTaTaM (1990-2000-5). Ycsro s 6onpi sk 250 anparjoBak Oenapyckix meceHs 3pobiena Y.1.Parosiuam.

Pazam ca cBaimi csa06pami, 3HaHBIMI My3bIKaHTaMi-¢anpkiaapseicTaMi A.M.AnsxHosidam 1 M.B.Cipatoii, Y .I.Parosiu ctBapsry
ancaMOsb> HapomHail My3blki «Bempl». JlackaHamae BemaHHe TpambIIblii pPoO3HBIX pori€Hay bemapyci, MalicTapckae BajofaHHE
HapOJHBIMI MY3BIYHBIMI IHCTpPYMEHTaMIi Ja3BajsiIi CTBAapallb MiKaBEHINBIS, pasHACTaWHBIA mparpaMbl. Ymamsimip locidasiu BemaTHa
caripaBay y mecHsx «I Tyzbl rapa, i clogsl rapay, «Becenacip, Becénacuby, «lmoy xazak gaporaioy, «[1omos no xai padqymKi».

31a0bITKaM NUIAXY ¥ A3SCATKI Tamoy 1 THICAYBl KUTaMeTpay cTaja KaJeKIblsl 30ipaibHika, IITO HajiuBae OOJBII SK TPHI
THICAYBI OeNapyCcKiX HapOIHBIX MeceHb. ['3Ta YHikanpHas MeceHHas CraayblHa BBUTyYaella TapMOHIAN 1 BBICOKIM HAapPOAHBIM TyCTaM.
[lecHi Hacynb Oararmue i pasHacTaifHACIlb MEJOABIKI, YCIX ThHINAay HapoAHAra IIMaTrajoccs, BhICOKama’ThYHalf BOOpa3Haclli, Marolb
BBIKJIIOYHYIO MACTALKYIO0, HABYKOBYIO i IIPaKThIYHYIO 3HayHaclb. CiyxsHHe Y.].Paroiua BIcCOKaMy NMPBI3HAUBHHIO KYJIBTYpaTBOpUYai
aco0sI ¥ rictopsli benapyci, cranaBinacs IpbIKIagaM i CTEIMYJIaM Pa3Billlld MHOTIX BBIAATHBIX J3€A4ay HAIAi KpaiHbL.
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Florian Karoubi Liarticle  rappelle  ['Thistorie  des  danses
traditionnelles de différentes régions de France. On y
EVOLUTION DE LA DANSE TRADITIONNELLE FRANCAISE trouve une analyse sur le développement et la

transformation de la danse du Moyen Age aux temps
modernes. 1l y est aussi considéré l'influence mutuelle
des danses traditionnelles de différentes régions de
France et d'ailleurs. De plus, il est mis en avant la
forte probabilité de l'inter-influence entre la culture
citadine et la culture rurale.

Florian Karoubi The article tells about the historiography of
traditional dances in different regions of France.
EVOLUTION OF THE FRENCH TRADITIONAL DANCE There is an analysis of the development and

transformation of dance from the Middle Ages to
modern days. The mutual influences of traditional
French dances from different places are considered.
We consider the high probability of the inter-
influences between urban and rural cultures.

Traditional dances are dances passed down from generation to generation. They bring together a community in the collective
expression ofitsycultural identity. These dances have a living character, so they evolve according to the needs of the group. Tradition is
not necessarily a pure and perfect reproduction to infinity. It accompanies people's lives and changes with them. One could go so far as
to say that theqopulation dances as she lives. In most cases, traditional dances must be accessible to everyone, from the young to the
old, and then establish a time of sharing and conviviality. Each region brings a different style to dance in relation to its culture, its way
of bouncing on the floor according to a typical music. Dance styles are varied and are influenced by many factors including the natural
environment (climate, landforms, ...) and are extremely diverse. These traditions can also travel and get communicated between
regions. They transform and inspire each other to immerse themselves in a territory and build an identity.

Research and collecting on traditional dance, song and music begin at different times in different regions of France. From the
Second World War, the French government mandated several collectors in different regions to gather and keep a maximum of
information: 1941 — Berry, Bigorre, Bearn; 1945 - Brittany; 1960s — Landes, Auvergne, Vendee, Basque Country; 1970s — Country of
Rigodon, Normandy.

These researchers and collectors will go to the field, to rural areas to conduct their investigation and meet so-called
informants, those who remember an intangible heritage already disappearing by that time. Traditional circles have not written about
their own customs and traditions. To understand the context, it is necessary to study everything and thus trying to cross information to
be at the fairest. However, facing elderly informants and a soon-to-be forgotten heritage, it is difficult to be perfectly objective.

It is important to realize that we are in the near impossibility of dating traditional dance forms, which makes the study very
complex.
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In the first place, it is worth remembering that traditional dance is a means of expression and unity of a community that
evolves and develops according to the needs of the society in which it is created. Dance will, therefore, have various social and
spiritual meanings: initiatory or passing rites, favouring fertility (of soil, animals or men themselves), repelling disease, celebrating the
wedding or social events or even related to the changes of seasons...

It is used in connection with activities such as farming, hunting, even for practical purposes such as tamping the soil,
crushing a crop, or moving wild animals away. In this context, dance takes some movements of nature and animals. It could even be
related to war, to give oneself strength.

Some dances also bring the whole community together in a recreational function, for fun and entertainment, after work in the
fields for example, or at the livestock market.

Traditional dancers draw their know-how from the community. Learning is done by impregnation, by sensitizing from the
youngest age, by watching the adults. By entering in dance, young people immersed themselves in the world of adults and the legacy of
previous generations.

On the other hand, in the dominant society, dance seems to be the object of a technical education to be transmitted. Indeed,
the elite conceives dance much more like a show, consequently for an outside look. Aesthetics is an additional component to dance and
it becomes less and less doable for amateurs. Dance teaching and its shows is much rarer in traditional cultures and the further we go
back in time, the more it can be checked.

The sung round is a very old and universal dance form. The round gathers, puts everyone on an equal footing, it brews all
ages and genders. The round is turning its back on the outside, excluding non-dancers. All
do the same thing at the same time, on a monotonous and repetitive way. The round turns
on the spot and goes nowhere, opens to nothing. The individual blends in‘and feels a sense
of belonging. The round is at once narration, poem, melody, and song, lived as a
community communion of movement.

As time goes by, the round that we can”also call "closed chain" opens and
becomes an open chain. This new configuration will then distinguish two individuals: the
leader and the file-keeper who are both men. The leader can highlight, turn to his partner,
he decides the course of the chain and speed. Fhis form allows the movement of the
dancers instead of the communion of the round

The open chain ranks the¢ dancers so they are no longer equal. We take place
according to decreasing age, accordingto the age of the houses or according to the

Long.Opened economic importance thus we,canydistinguish the status or the members of one same
chain 10 p. family.

Circle dance /
Closed chain

Then, the historyhof societies goes on and the need to develop is stronger and
stronger. More and moresmenywant to be leaders, so we split the chain into several small
chains. Little by little, we are going towards the formation of open couples dancing. In
other words, the evolution of dance shows that we go from the most to the least
communitariang but itis noene the less social and collective (pic. 1).

Thelopen or glosed chain dance will also continue for a long time in the leading
circles tod, through thé sung or instrumental movements (17"-18% centuries).

Rigure dances arrived in France around the 17 century but did not develop until
the 18" and 19" centuries, and by then only concerned urban society. Thus, it seems that
French ‘traditional circles can find figures' dances developing only gradually in the 19
century (Jabadao, figures' Bourrees, Congos ...).

In the 19™ century, the arrival of the closed couple position really imposes itself
and modifies the relation to the other in dance in ruling societies. We are in direct relation
with our partner, eyes in the eyes, in the arms of one another. These dances spread through
cities (polkas, scottishes, waltzes, mazurkas). However, it is only during the 20" century
that the open couple comes to take its place in popular customs.

We must not forget that each region has evolved at its own pace. Thus, some
traditional communities kept the sung circle until the beginning of the 20" century. This
can be explained in particular in relation to the geographical and linguistic isolation of a
region, thus closed on its own.

Dance follows great changes in people's way of life and thus their history.

Paintings dating back to around 20.000 BC have been found, and already bear
witness to the practice of dance. Hunting is very well represented.

At the time of settlement, agriculture comes to the front, so dance starts to be
linked to land and crops, the work in the fields.

Middle Ages

Until the 12" century at least, dance is practiced and shared by the whole society
without real distinction. During the centuries that followed, especially in the 14™ century, a
clear separation appears between the so-called dominant society and the people. From
there, the practice of dance separates, on one side dances of the nobles and on the other
side, the peasant dances. At this very moment, we begin to have writings that speak about
dance but only from the dominant society. In spite of the little information that we have on
this period, we know that in the High Middle Ages, the round song (chorea) already
Picture 1 — Evolution of the different shapes existed.
of French traditional dance In the 14" century, balls appear at the court. The first ball documented dates
from 1385 at the wedding of Charles VI with Ysabeau of Bavaria.

Medium opened
chain 8-6 p.

Short opened
chain 5-4 p. /
quadrette

Opened couple

Closed couple
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The beginnings of dance writing

In the 15t century, it is the beginning of the writing of dance. One of the best-known writers on dance is Thoinot Arbeau at
the end of the 16™ century.

In the 17" century, Beauchamp, Louis XIV's master dancer, proposes five fundamental positions on which the aesthetics of
classical ballet will emerge. Following this, we try to describe more and more precisely the movements of dance in the ruling society
(De Lauze, Feuillet, Rameau).

To contemporary times

Industrialization ends little by little the peasant way of life with the rural exodus. The construction of communication routes
is opening up provinces more and more. Populations are becoming more and more urban and this brings a change in manners and
notions of work and leisure that are more and more dissociating.

The 18t century is the century of minuet and contredanse (country dance) that comes from England. We meet each other, we
cross each other, we leave and then come back.

In the 19™ century, we practice the following dances: contredanse, quadrille, waltz, cotillon, polka mazurka, scottish ...

Finally, in the 20™ century, it is considered that traditional dancing in France, linked to the pastoral environment, sees the end
of'its days at the dawn of the First World War.

A high probability suggests that there have been many exchanges throughout history between the people and the ruling
community. However, it is impossible to determine precisely when, what, how, why. On the other hand, there is never a true copy or
identical reproduction from one medium to another, there is always reappropriation, adaptation. Borrowing canyalso happen between
two regions, or villages, this is called neighborhood borrowing.

As an example, we can mention the patent of regimental dance of the 19™ century. Young men from all regions were granted
to retransmit at home the dance education received by the army. Thus, the repertory taught by the ruling,class was subsequently
integrated into traditional repertories such as Provence, Languedoc, the Basque Country (Soule) and:Bearn:

Traditional dancing, at the origin, is not made to be watched as one would watch a ballet. The interest of this dance lies on
the fact of feeling and experiencing the movement as a whole and thus feeling part of this ensemble, or even that the individual feels
part of, totally in the communion of the group such as a thread in a tapestry.

Teap Mauieycki Aymap, npul 86i6yusHHI Y3aemacysasi mpaowviybliinbx
¢hnelimasoix My3bluHbLIX KYALMYp JAimoyyay, Komi,

ATHATICTAPBIYHBIA ITPAABBI ¥ TPAJBIIIBIHHAH MY3bIUHA-, “Ykpainyayp i pyckix, npuiiuioy Oa 6biCHOGbL, WMo

THCTPYMEHTAJIbHAH KYJIbTYPBI YCXOTHIX CIABAH I ce0eacaoniebimi «NACAPIOHIKAMIN» namixc

BAJITAY nepaniuanbiMi MY3blUHbIMI KYIbMypami 3 aynsioyya
MeHagima 6enapycKis My3bluHA-2iCMAPbIYHbIS PIAI,
a maxkcama welpokae — nose  My3vlyHaed
IHCMPYMEHMAnizma, wmo UcHye na-3a MexHcami
wuvLninnelx i Ilan-ghnetimay.

Thar Macijeuski The author concluded the study of the traditional

flute musical cultures relationship of the Lithuanians,
ETHNOHISTORICAL EPRESSIONS IN TRADITIONAL Ukrainians, Komi and Russians, that is a sort of
INSTRUMENTAL MUSIC AND CULTURE OF THE EASTERN «intermediaries» between these musical cultures are
SLAVS AND BALTS exactly the Belarusian musical and historical

realities, as well as the wider field of musical
instrumentalism that exists outside aperture and Pan-
flutes.

TpanpIubliHbl My3bIYHBL iHCTPYMEHTAI3M IDYHBIX paori€Hay, y NpBIBaTHACILI, Sr0 CTPYKTYpHA-CTBUIABAas crenbl(ika
3'Tymsiernna BaKKiM CB@AYAHHEM, i ITAKa34bIKaM MSCIOBBIX MaKpa- i MIKpapaTiSHAIBHBIX ImHazeHemblunblX Tpanacay. Hapommsis
MY3BIYHBIS IHCTPYMEHTBHI @Ib00 1X PAIITKI, BRISYICHBI ¥ apXealaridHbIX PacKOMKaxX, 3HOWA3EHBII Ha CTAphIX TapblIIdax i ¥ afpblHax
BACKOBBIX XaT, LAJNKaM Hagfaonna oauipoyysi. CTapakbeITHBI MYy3BIYHA-IHCTPYMEHTAJBHBIA TPAsBBI eypaneliay (kapaHéBas
TYKaTBOPYACIh MSICLOBBIX JITAIYHIUBIX 1 JKBIBENABOJAY), CIHTAKTHIKA SKIX JacTaTKOBAa HE3ale)XHas aj BepOanbHara IadaTky, a
iHTaHaIpBI i TIMOp —jHeplianayaTkoBa CyIpanbIacTayIeHbls] yaniaBedyaMy rojacy i MayieHdai iHTaHalbli, — K MpaBijia, HaJ3BbYal
KancepsamulyHbisl. STHBI 370IbHBIS BENIbMI I0YTa 3aX0yBallb CTAPaXKBITHBI POJA-IUIEMSHHBI CyOCTpaT Mpbl 4aCTKOBail 1 HaBaT MoyHal
9THiYHaW acUnsineli [1]. Bsomas ayraHoMHacup My3blYHal JIEKCiKi 1 CIHTaKTBIKI My3bIYHara iHCTpyMEHTaJi3Ma, IiepaBara
9IMONEeMaThIYHBIX> CiMBajiay 1 3HaKkay HaJ IKaHIYHBIMI — yc€ TIITa CHpBLUIA CmpyKmyphaii cmadinbhacyi TpajpllbliiHaTa
IHCTpYMEHTapBhIs TYHBIX 3THIYHBIX acsapojkay, crmocabay irpbl, apTHIKYJALBI 1 CTBUIICTHIKI iX 1HCTpYMEHTAIbHAW MY3BIKi TPBI
(YHKIBITHATBHBIX MYTAlbISIX 1 HaBaT NPHI MOYHBIM 3HIKHEHHI 3 MOOBITY THIX I IHIIBIX (DYHKIBIA MSCIOBAil iHCTpyMEHTaJbHai
MY3bIKi ByCHall TpaJIbIIBIi.

Kani mamanp ma ratara yiaciiByro iHCTPYMEHTAI3MY TOHIPHIBIIO N1a MamIpuiAni3aubli my3siunaii ¢popmel (CTporo, namy,
TaHANbHACIII, PHITMY, KaMIas3ilpli i I.7.), MAaTAPBIUTI3albl, aATI0CTpaBaHail y KaHCTPYKIbI iHCTPYMEHTAa, irpaBbIX Ma3ilblsix, 3HAKaX-
ciMBanax, yIakJIaJAHEHHSX, TOPMiHAX, CTAHOBILIA 3pa3yMesbIM aJMbICIIOBae 3HAYIHHE IHCTPYMEHTANi3Ma CSAPOJI MYCIUHBIX
MacTalTBay JUIsl BBIBYYHHS IeHesicy i ricropsli aTHacay [2].

[likaBbl MaTApBILT Ui JacliefaBaHHs JayHiX ITHAKyJIbTYPHBIX claéy acspoakay Jakaji3albli YCXOIHIX ClaBsH i Oantay
ysyisie KylbTypa TPaAbIIbIHHBIX 3aKPBITHIX (3aKkapkaBaHbIX) (uieiiTay [3]. Hoyri yac (cmadaTKy — sIK pIAKAcIb, Hey3a0aBe — SIK PAIIKT
ricropelka-KynbTypHaii emmacui Hapomay CCCP) Ml yempeiManmi  ¢axkT acTpayHora iCHaBaHHS TpPamubIbll  aHncambnesaza
BBIKAHAJBHILTBA Ha 3aKpBHITHIX (uielTax (HeplianadaTtkoBa, BeparojHa, TPHICHATOBBIX) y IIIpary «3amaBeIHBIX» 30H Y CXOMHSIN
Eyponsl: y mitoyuay mayHouHa-ycXomHsAH AYKmraitel (skuduciai) (man. 1); Kypckait (kyeixner) (man. 2), Apnoyckaii i bpanckait
(xysixner) abnacusx Pacii; Yaprirayckaii (kyeuyi) — yacTipl YKpaiHbl; a TAKCaMa ¥ KOMi-TIepMSIKOY 1 KOMi-3bIpaH (nGsHbsC, NONAHHI3Z,
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