60bm b56godgomo
0emosl bobgemdfogzm mboggmbodado

®domobgm 35380b@ms bamzgmobdbsbaytm dnbozob
3mbani0s: 9db3960dgbGo s 3m33omsz0d

Loggobdm Lo@yggdo: bodsGmggmmm, 939689cmobdB-385380bB9d0, dstroem-
3000980 JHobB0sbmbs, crodmEgommo dnbogss

Fgbogsmo

LodomnggmmBo gbhrm-geo 36093bgemmzgeb Jeob@osbym gbmdobs-
305L 935639mobENM-d53@0b@Neo g3mgbos FotmBmawagbl, MmIgmogs
™m6030bsemmE0 Lodgommdmm 3Mogd@nz0m godmombgge.

Bgd0 B0dsbo 5mboBbmmo Mgmogon®o d0dobstrgmdols bodgsmmd-
mm 3605d@030L 0530LgdnEadgdal g5dme339359.

f0bo3gdotg 33mggs ho@smgdmmos mdomobob 9.§. (396@Gsmanto

(000l g35639moLGNEM-35380LGNM0 g3magbool mz0m0LALsbyEg-
3ol dobomodg oy bmdoom.

ogmtogm  RodBmgdse [omdmgomagh  (369d98L:  gMobGm-
B}96 LAmeol musicking-b;? mAsL GMGEbmL  Indoiomgdol (music
making) dmbsfommgmoom ©s36939bBs0mem &03gdl;® dgbmsem 3mwol

1 L3oMoEmb 3gmosl d. Nes.

2 Christopher Small, Musicking: The Meanings of Performing and Listening (Middletown, CT:
Wesleyan University Press, 1998), 1-29.

3 Thomas Turino, Music as Social Life: The Politics of Participation (Chicago and London:
University of Chicago, 2008), 28-33.
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30-d9bogommBsl;* 0mbgd gmMsbosl bmiosematmo IMsgsecmbdosbmdol
@9mM05b;° 3R N0 s3sNM0lL 0gHo Fomdmbsbzommdols mgmtosl;®

33380b@ Mo g3mgbos s Ismo Igbogs Ibmgzgmombs s
bagdoomggmmdo — obGmeonmo [sbsddmgemgde

Bdmagsesm, 3538obGnto g3mabool LsdBMdmm oo doGsbgmo
©5 boghmsbogdos. 306H39mo mgdol s8dssMmbgdmor sbgmoieb dds-
©053909mb, M6 LAoGL SLobgmgdgb (1609/1612 §.). XVII boyzmbolb Lg-
356580L@ 900l MAMSgmMabmdol dbgsgbo, 0bgmobgmads 3538 0Lgdgdds
Motyazalb 93mgbosdo L3gEoosmyMo gMbgdol s Lszeoggdol asdm-
9496909, dmgoghmds 3o Loghome Goto mdzs Lsddhggmm Lbodmgmol
360d&035d9.”

0bamobgmo 35380L@9d0 93mgbosdo gmbogdls s LogMoggddg dg-
17 Lo 3bol dmem3y MoMb 53dmMBdbgb. 3g-18 Lo 3mbol sbaFyolbdo
Mm3E03magbmdsd doomm LodGmggmm Lodmges.t 3g-19 boymzmbol 3othggm
bobggo63o 93mgbogdBo om3dzgl ambro, gommbhgmm, mMHmsbo, 0blid-
139690 3bbsddrmgd0;’ 93mabogdol 9IMegegbmdsBo dm3nmome-
mo gobos 53gMo39mo 3gmmeoli@gdol 3036gd0.

39-20 Lowambolb dofyeOrmeml dsmo IMLogs GMooEonmdg dg@ow
Jo0bdo@ e Foamdol 3o3ygzs, BmME93056mb Mebbmgdom. GEomo-
Gonmo 93mabogdo 3o s3cdgmgdobab 303b930bs s MM Mbol godmyg-
Bgdob.

39-17 LomgmbgBo RMormmgo 939603580 3o3M(39mgdnmo  oym
RLOMIMmEoMgds.

39-19 LongmbgBo d53@0LEJds o0FYygl Bmm3MmmOMm 30369ddg
394MEbmds. y3gmedg oo aogmgbs Mg3gM@notdy odmbos ambidg-
ol gob®3s, HmMIgmdsz Roobszgms Bmm 3mmtmmo 3036980. Foboomd-

4 Mental Hood, The Challenge of “Bi-Musicality”, Ethnomusicology, vol.4, no.2 (May, 1960).

0mbgd gmtosbos, “Interrogo Ergo Cogito” — g3odmggzo 8g300b398L, 35Bsbowsdy got-
Ladmd: MYL3MbLmGMmo LEBmgMs ©s ssdnsbnmo sBMMzbgdol Lofyobgde! 3g-
dmmBo: BBooionmo GHogommblosbmdol Jgmtrg LogthomsFm&abm bod3mdondo,
8mblgbg8980 (mdowmabo, Lagdotmggmm, 23-27 bgd@gddgto, 2004). mdormobo: G-
03090 IM035mbB0sbmdol 33mggol beghmoBmmabm (396&E0, 2005, 33-44.

6 Arjun Appadurai, “Disjuncture and Difference in the Global Cultural Economy. In
Anthropological Theory. An Introductory History, Fourth Edition. Eds R. Jon McGee and
Richard L. Warms, (New York: McGraw-Hill, 2008).

7 David W. Music, “Baptist Church Music” In Oxford Music Online. Grove Dictionary, 3
(7.11.2018). www.oxfordmusiconline.com

0dao-
0dsg, 3-4.
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©9amds 0ym, sbggg, 0bLEHNIgbG9dol gdm@ebody. mnds, 1810-0560
Pm9dowsb AthmommgmnBo Abogds gommmbRgmm s mémasbo. 5396030l
m39@ gL 353@obEYNO Godgddo bsbycmgdgddg dg-20 bomimbol dmmm-
56 g53dm0ygbgdmms mMmsbo, BMMHEg30sbm, dmaxgh mM3gb@®on, 3m3
3bbsddm0, ob FobobFot RoFgtomo 3md3sgd® obgo.

I 3bmmgemom m3ob Fgdgg d53&0LEGgdoL g3malogdds wsofygl Lode-
Bom sgomygdol gddbs Inbogol Jodstrommgdom. Ledbego 839603580
5391dbos Logamabom 3nbogol gdstr@edgbdo.

1970 frmosob 35380L@gdol Igbogs 939603580 oo IMsgsmmeg-
m™369800 babosmmgdms. Bmgoghmo Gadsto nygbgdwes bBsbosth&e-
o 3036930l 369d9mb, Jmeomgdl 56 0bl@EGO®3gbGnm dnbogsl; dmgo
amb3gmb, Lbggdo sdmdggmom Lodmgegdl, 3Hmgd@mEmgdl. Godnto
,dLbNE9d0L 3 9boo® 4-8 3m3mgMmobash goagdmms, Mmdgmbai Hod-
3o 53m335606930bgb 0bLEMHNIgb@omob@gda. sbggg LOYmMogdm-
©5 3m3 LGomol ,,dHobE0sbmmo Inbogs”

1960 0560 §engdosb Bbmagzmom d53@0b@ Nt gbmdobsogdl dmeal
fomImoddbs codm@mdos ,,@GoeoiEonmbs” s ,,msbsdgotmgg” Igbogol
Bmcob. 3936035 393&0LENMTs 93mabosd 53 Lodbgmggdol goamabgs
Lsos GMsogonmobs s 0bmgsgon®ol Fgimfydom, Lbgomabbgs be-
6obbol domsbbom. megobo ob@mMool 3obdogmmdsTo ds380LGgdL o6
39403050 93&MM0BIGNMO 0gMstdos, Hm3gmoi bESbIMEGIdL Losc-
39609, gb 3500 3@ NN obomodgs sobsbgdmes.

Lodomggmml 930689 u&-353@0LE G0 gamabos 150 Femolb ob-
&mME03L 0cgmob. mdomolbBo 1867 Fgmb Rogotms 3othggmo bsomemm-
35 — H9bgmoEsb godmbabmgdmmo doms3bgdols dodsdg, 3mEmMbobals
05mbbmdom. gb oym 3otggmo d53@oLENE0 Mmgdo sEH3sMGm Lodosto-
39mmBo, 565dgw dmgem MHabgmol 033g6H0sT0. 356Lbzs39dmmo 3gtlboom
LodohmggmmBo 3@ 0LGNEMo g3mgbos 39Mdsbgmads dobombgMhds om3sb
39603560 Mmb3963s ossmbs (1800-1884). 530l godm dbsbmmgdol dmbogs-
oo dbotg 39 dsbymo Logommdmagdom oym Fomdmmagbomo, bmmmm
&9dbdo Jotromm gbsdg 0motadbgdmes. 1919 Fgmb Jotrorymgbmgs-
bo g93mmgbool ss®lgdol dobos omos 3obogmsids 030L6Ms. Mebsdgr-
Om3z9md530 5mboboTbsgos g3obagmol@-8s3@obEmo g3mgbool Jows
asbbgmdomgds, Mol Jgogasms godmoym dombad Lmbmymsdzomals
ROmS. emgobomzgol ds3&obE G0 g3mabogdol dmdmahgds Lbgosbb-
35335600. Jgbodsdobow, dso I3oEE0 Mgmmmaondo hgamsdgbdo o6
355Rb0sm. Mdoemobol 9356839 NM-35380LE MM g3mgbos moz30L me-
356 3obos® MgmogosmImeol osmmaol, 3830mdolb s 3gmomasbf-

10 odag, 5.
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gmdolb ©889stgdsl ;mgmob.!! dmgsmam, 3538 0LGNM0g3mgbos 36 s6ob
339360 (396@63modbgdmmo, nghstrdoym 3M0b(303dg oxndbgdymmo
93gbos o 96 8g3b 3zoEMoe sagbomo modnMaoymmo gmMdgdo.
ma35begmo Jotromamo gzobagmn®m-3s3@ob@nto Gsdtol dusbneg-
359 0533063905 s IMg3emob Fg369dmab Bgdo 068 gemgomgdos o3 (339-
mMgdomMdSL LG NEMgAL. bobmEgdolol, Loddmmmgdol s Godéol
Bos Imfymdol gm®m3gddo sd@ommae asdmoygbgds GMawoEonmo,
356 mIs0gdmato Logimabom bgmmagbgdols dobslbosmgdmagdo: bad-
m3gemm Lsdmbo, ggoM-bs@gdo, Moi Lbgs d853&obane g3mabogddo o6
360l bgdostrmymo.

La3gbogm moBgMs@nal dodmbormgs

0@ nomob, magbobFonmol, 0wgbdmdal, dnbogsmmn®o dmbsfo-
mgmdob 0gdgdo asbbomammos @mdsl Gueobml Foabdo, Lowsi (3968-
Oom® mgdobsow godosmgdamos bdmmob musicking-ob 0gs. sdoc G-
60bm badL ¢bgsdl dnbogol bmEosmu® gmbdiEosl.!

&NH0bmbmSb dmbsfoemngmdomo 39EH5mEsbbo Labgemmabgdm 3tad-
&030L go3mMbgmmo o03os, OmMIgmBoi Bostrommmos Fgdbermemgdgemocs
5 310@MM0s3. dobo 30Mmzgmgbo Jodsbo 3gerxmMIsblol Gmmgd-
Bo M3 B90demagds 3g@0 5©s30560b Rotrngs, Jsmo MEMmoghnBgacdbgds
©5 domaomo botolbbol gmgMHomdss.® gnodmmd, dotmggmo g35b6a9-
mob@-353@0b@gdobsmgol 30gzmoals Rstrormmmdol dotomsmo dobsobo
9HOMBMomd0L 3ob(300s. LogdomggmmBo gommdsbmsb ghmew Jdgrg-
3ol mgombodMolioo bogmagdo 0b@geodios Bgobodbgds. 530l dodgdo,
Bgbodmms, Msooionm MHgmogosBo dg@ oo megosgdgtomo Jiagolb Fg-
Lgd0s. BoMrNMISOIBMNE MG WE305Ddg Faommdmado s IMHg3mo
960356900b356 g530%b9mos. BbobnEmgdobsl gommmdal symms, 3oty
35dmbs3mobol gotms, dmdMHomds, dmsob@ogs o6s 560l @odsbsbosmg-
dgmo Jotmzggm dotromemdsoegdgm dmmdnbgmomgol. 3GmEgl@sb-
&9080 Lsdmagmm Bubdios gdor bsformegds IMg3mdy (IMg3mo
Rotrommos bomgmobdbabydm J3ggd9330) — gb Bsmo 3G0b030s.

369896@ 9000 396H3mMHISbbobsb bgmmzgabgdol ghmo xango
ofo63mgdl IMLogsl IgmBrg xkamnobogolb — s6HSIMbsfomgmamgals.
Bm3nLocgds brogds 9d@ogmdol &oddg, Ibs@zcmrmm Mmmgddy, motg-

11 dyEed 303b6sdg, Mgw., ,939689mobENM-353&0bENMo g3mabos: Foabdo Hgemogngdo
bogs®omggmmTo (domabo: bobsmbm ©od(339mmsb sebgdnmo Gmmghmeb@mdols
396&60, 2008).

12 Turino, 26.
13 o0dag.
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dmmgdgddy, dodbgddg.!* dhggmo bmemme Igbgmol BmmBos. Jgb-
Omgdol 5mbodbmmo gm@3s JsOmmBooEgdma® ©s d53@0bEnm
Lomgmobdbsbyem IMbozsdo dbgsgbos.

Jotrmgzggmo 35380L@gdol dnbogsmato 3Msd@ogzs bogmgdoo L3mb-
&5b9M0s, 35830d6OMd, 530L dodgbo Ihgzmol IMbogsmyto dosdob, Tg-
dmddggdomo godmiEomgdol bodfotg — Mo Jsrmmdsogdemmo
3mb0(3000056 3m30bstrgmdl, Lsdgsmmdemm Mgdgem@msmol bszmgdsw
RBMBS S 33LoYOHMBSS, GO Jom INbozmBsTo Rotrogsl sxgMbgdl.

Joomggmo  g3obggmol@-85380b@gdol  gommdol  BgLeHrmmgdols
BmMIsl, Jgbadmms, 0mbgd gmesbosl doge mgmmodgdamo 9.§. ,Lm-
EoSmMNeo  IMHo35mbIosbmds ! dogmbomogmm. 53 (3693580 s3@™MO,
gbhomo Moz, ,00535mbIosbmdo” IMosdMHgdL RmEAsL, HmIgmBocs
65300960dg bIob FMbdoss aodmgzzgomomo s sbgzg, Medwgbodg Igdb-
Omgdmol dogh gho bdsBo dmgcsl, 569 bmosmato 3008 gMhondom
35350 5530560l BogH gbermemgdsb.

35mmd5To bmEosmnmo IBogombdosbmdol gm®mdoom Rstrmgs (IGrs-
35mb3dosb Bog@MHsTo HmIgmodg b3ol Ydmomgds) o3 Hgmogoydo
3030bstrgmdols 3606303900056 g5dmeols — nygmb IMggmobsmgol dogd-
Lodsma@oe dJobomgdo/dobsfgmdo. Bgemmdmgdol ambolb gormmdobsl
30%56d0dsrmnmo© Mghmgds 30 gamob bgdobdogto Fgzto, Mo, d9-
69060350, IMgzmol dnbogosmydo gonfoxsmdol godm, dgdmbgzgzom
398 9Omzmbosl Fothrdmdbal.

Joomnggmo g39639moL@-35380b@gdol Im3mgtmgddo sMbgdymmo
93m9d@at0 Hg3gm@nstol ,sdbsbamgdom” Fgdbermmadmgddo 9.7.
m63530 0096G™BS Yomodogds, Mo dgbmom 3nwol dgmMewo 9orbmb-
3960b rgmcosl gbosagds.’® gb gbsdmgdgmos, domosbo Jotromgg-
mgdol 0565dgmzg IMbogomnd sBOM36gdsDg3 gobgodmascmm,
o0a5b 80, §M0 9 33506m d9bozormmds 5©053056930L 3FMdmoyto
3nbogomuto sdOHmgbgdol Lbgs 3NMEMH0m g3oBsMNMYdsL ammolb-
3mdl. 83 3Mmgbl s Bgogal gemmdsmodszos — sbemgdmeo Hgmogo-
@60 sDOMZbgds 306530MmMB9dL. 53 ©L3gbsl 53ystrgdl demadal (36939,
6Om3 gmmdsmodozos bgmb NPymdl ,d039mENOHRmo 00gb@mdgdol”
(“bicultural identities”) Bodmysmodgdsls, Mm3gemo mm3sme ©d amm-
doemne doboboosmgdemagdl Bgoegl.”

14 odsg, 28.
15 gmésbos, 34.
16 Hood, 58-59.

17 Douglas W. Blum, National Identity and Globalization: Youth, State and Society in Post-Soviet
Eurasia (Cambridge: Cambridge University Press, 2007).
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SbneOHm3mmmy s6rxb s3sNMs0l mgmEoolb Jobgrogom, genmdsmo-
Bo300L 306MdgdTo sMLYdMBL MG NOYmo 5d&ogmdol Labg — bmzo-
se9Mo Fomdmbaobgzommds (social imaginary). dobo sdGMom, mgzsbogmo
36m39Lgdolb BmMbdg Jstrmgdmmo 0dbgds Imgmgbgdol FgbfFogms ots
MMISMNMS©, 53M3dgE 3MmbzMgdnm ,356M93mgdgda” (“scapes”).’ 53
3mobogo0Mgdosb Rgdmgol Lsobdgmhgbms Hgmogonmo 3ogdocmgdals
35565m0dgds 009960 Fomdmbobzommdom! dogsmomsw, s 3933060
Bgodmgds sMLgdmdegl Logstmggmmb/mdomobols s bbgs Jzgybgdol
935639m0bE-35380LGNE 93maLogdl Fmerols?

a5630b0mog LGB 0L, Loowsbs RsbL, HMA ds3@0bE-g396a9mabG-
0o 9hm-ghrom 93magbos 339300 3360080398L dbobnegdsdg mebsdgr-
6m39 IMLo 3ol 60dNTgdol Fgbermmgdsl.® dmmm Msdwgbody Femol gs6-
303mmds30 0d 3obLbbgeggdmmo @odolb dnbogs — JOobLE0sbMmo Hmgao,
§3os/bogMmamnmo 3m3o (sacred pop), mobsdgdmag gMob@osbanmo
d9bogs (contemporary Christian music - CCM=0gd) 05333006005. 53&m-
6ol sdMom, gb yzgmoxgho Imebos mdghmol owgdol, sdsmmgdmmo
3o650bmdoL gobol, Loddgomols s Mgmobdbobnmgdobogsb. 53 d¢-
Logob gbermemgds bobmErgdsdg GmGomae smadbgdsl ofgggb sbom-
30b6 09330, M55 IJooggdmols 3mbdgbols strmmmgdl.

OMLgmol 3538oLENE 93mgbosdo® gbgogdom GMoswogonm GMg-
moao9® dnbogsl. gb 339530g6Mgd0bgdL, MM yzgms Lobol dmbo ol dod-
09gdmmdol donbgosgsm, 853@oLENM mo@Nmaosdo 360836gmmgsebos
9hmzgbamo @Moozonmo 3nbogob 603sb-mgobgdgdol FgbscRmbgds
©5 bbgs @030l dnbogol 339600 dsmo Fgbermemagds. Hbo ds3@obGo
338MM3d0 530060 3MB3MBo(309880 bJoMoe 0ygbgdwbgb Gabmmo
356 mMIS0gdmMNE0 g35emmdol dobsbosmgdmgdl s 3odbmatozgonm
0369330 Ihogmoe ©939969d0bgb JotrmmIsmowgdmyé 303693L.

badgommdmm M939MGns60 s Jobo sbamodol/gmabogagsios:
Lodoomggmmlb 935639mMM-835380bE N0 y@s gzemgbool Lomg-

o0bdbobyem dNbogs Lozdome Lsobdghgbm, IMsgzomezgtmagsb Mgdgm-
&b BgoiogL.

18 Appadurai, 587.

19 Laurence A. Justice, “Should a Baptist Church Tolerate Contemporary Christian Music?”
Bethel Baptist Church, https://bbc-lawton.org/should-a-baptist-church-tolerate-contempor
ary-christian-music/ (16.08.2018).

20 Constantine Prokhorov, “Orthodoxy and Baptist Liturgy. Church Music and Singing” In
Constantine Prokhorov. Russian Baptists and Orthodoxy, 1960-1990: A Comparative Study
of Theology, Liturgy, and Traditions. Chapter 5 (Carlisle: Langham Monographs, 2013): 210-
215.
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bmxmomb 3s380LGNM 93tmgbogdBo gommds bbgswsbbgs bseogal
03bbmgdom LOYMMEgds. bogdotmggmmBo Logmozgdo Fmgdol gsbdsg-
mmd3To o6 35dm0ygbgdmes mE@ebol Lotrgdmb@m LodnTomgdols godm,
2018 Femob dmmmmesb 3o 3063399 Logommdmgdl m3zg sbemogh me-
@obo/xm& G g3056m.2 Logsmmdmgdol ¢dcezmgbmds Ihsgsmbdosbos.

9439 J39996530 35380d3L 03 g39460L 3MemBNEoLsmgol sdsbs-
Losmgdgmo gmaygho od3l. gobLognm®gdom mzomboRobms 35380L@ -
60 Mo@MHa00l 3MsgomRghmgbgds, IMsgsmb@omntmmds. bbgswsbbgs
6 9mogontco 3086980bodo Mosmds. 930L3M3mL Bombed Lmbmeymsd-
30m0b 0gdom, dsmo gamgbos JsrnmIsogdmado s 3OmEgLESb-
&mo Hgmoangdol Loddomdos.? ,LoddomdHOMIS” Jehmggmo 9356-
39mobG-35380bEgdol Lodgsmmdemm €Mg3ghGnocBoz gmoboagds. of
3b3gd00: o) Joronm GMsmogonm, M3g@gbow Jotrmm-zsbneo 3o-
b bogommdmgdl (3sy. oMb s®b G9ddsGoB o’ ,,dmzgmom moygzs-
bob 3Li390%); 3) aebmaédo (9dgdgbo agHdsbmmo) Hg3gM@&nsMowsb
»s6adbom bodmgMs-bogsmmdmgdl, OmIgmbsg Jooamo &gdu@o
0J3b sgdmmo (3sg. ,dMobGgs Bggbo Lobmgds] ,hggbomsb s®b mBgm-
00"), IgbogomyMo 30 93OM3Nmo, G9MEoNmo Godolb IMsgsmbdosbm-
3oL FomImowagbl; a) 0(8)gdagb Logosmmdmgdl — smomhsbsfgtgdols
©5 50a0mMMmd&MH030 ambool Jogth Bgbenmagdsl (dog. BLom3. 17: ,g35000-
©EM® y39msd 9hmom;? 6oLy aod0bbgbg®;) Imbogs Bms bowimbggdal,
dsm3mb LBomob gmgdgb@gdl Tgozegl, dofomomsw gehmo Lmmoab-
&0 5 Lom®3gbO™m b gmbrol (o 3039ems) Mbbmgdom;

©) bogmI3mboGmerm Jodommmo — 3m33mboGme Hdod 3gdnmotonsl
B99mddgegdsl; gb 6039Bgdo Jotrmemo 3Mmaxzgbonmo dnbogsmnto bgm-
mob, g6rmgbmmo 0bGmba30980Ls s ggtm3nmo gmobioznéo 3nbo ol bob-
0g9bom godmothggzs; g) 9db3960dgb@nmo Labol gmgd@Mmbam Inbosgsl
— 3935 d3dMbsBgz0mal dnbogsmmado 3ghgm®mdsblo; 3md3mdaiogdo gu-
mobbdmdl mg3@m3dg (ableton + max msp) s3OHN s LOMMos® 0I3GIM-
300530009 ©33gsMgdmmm 35Loggdl. Hdwgbodg Fobsbfst ImIdbswgdmm
3&Imbggh e ,oxodom Lobob® s sbggg do3@obEGnmo s dsthomdswo-
©9dmymo bsbnemgdol dnbogol dmEoggdol bgddmgdl.? 3) 3s@Mastrgel
bogommdm(9d)b — LHYmEgds Imemm ,fFdosm @dgEHom” Igemmmool
03033 5 3oenm-3s63mboss g3hm3nmo 3gLogsmado Godobss.

21 3o6owo dobaems, 08.2018.

22 Bombod Lmbmymsdgomo, bomdsGo Mgemognsdg, aswsoigdol sg3@mmMo s Fodygsebo
m9396 Lymody, odams, 30.10.2013 https://www.youtube.com/watch?v=]-L-972KEOw
(8.02.2018).

23 3abogol sg@mMo: gog dgmGogto.
24 3065000 06896309 dy3s d309bsTg0mmsb 8.01.2019.
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boggoMom Jotrommmgbmgseb dboba®mgdadyg, doomswsm, mMo anb-
0 dbobnemdL — ghgmmo (10-12 Fgztobasb Bgdwgston) s 335608 9-
&0 ,JmEsmo? 35@oMs ambo MIg@gbow odsd 39dMmotosl s omg-
Bgb Logommmdmgdl sbEInmgdl, bmmm oo — Jodhornm GMswoiEonm,
35@60oMmdols, sbggg bsmemgdb Logommdmagdl. dbobnegdol goczzgmm
dm3dgb® 3o (¢3g@gbow, Dosthgdol oFygdsedwmyg) 9.§. 0gdgb? Logsmmd-
madol BmbmAsbsFamo ymg®l. sbggg, 9d39603gb@olb Loboo ©s0Bzg-
35 9mgd&OHm-530LG03Nc0 INbogs. 0go RIORIOMI0m Immmme g,
L& modneaosdg FobEmmms. dobo Rsrmzs Mmdomobol ds3@ob@nco
93 gboob dbobnegdsdo 2016 Fgeml sbomasdéos gemgddHm-o3nLE03m-
Lo gm33mdbo@meol, dmzs dsdMbsdgomol 3mI3mbozool ,dgbibgemol®
Loboo Bggs.? 3mMI3mbodmEo 9dd0gbmBo¥ (Ambient music) 3nTomdl.
9m9d@OHMbmom 0886 g398mmo ,dNbogs” gmghws dmgmo Fomgol 3sb-
doemdg, 3mgemgdol Lomddgmol, Lobstgdol ombgol o (3bowos, go-
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Introduction

In Georgia, one of the most important Christian denominations is the

Evangelical Baptist Church," which stands out due to its original chanting
practice.

1

In general, the historical origin of the Baptist Church is in Great Britain and The Neth-
erlands. The Anglican preacher John Smith is often cited as the founder of the first com-
munity (1609/1612). Like most of the separatist believers of the 17th century, the English
Baptists refused to use special choirs and musical instruments in their churches, and some
of them totally rejected the practice of congregational singing (David W. Music, “Baptist
Church Music” In Oxford Music Online. Grove dictionary, 3. www.oxfordmusiconline.com
(7.11.2018). The Evangelical Baptist Church of Georgia has a 150-year history. In 1867, the
first Thilisi baptism took place in the community of the Molokans, who had been exiled
from Russia under the leadership of Voronin. This was the first Baptist community not only
in Georgia, but also in the whole of the Russian Empire. According to a separate historical
account, the Baptist Church in Georgia was founded by the German missionary Johann
Gerhard Onken (1800-1884). This explains why the musical part of the liturgy was based
on German chants, with their verbal texts translated into the Georgian language. In 1919,
Ilia Kandelaki undertook the mission of the foundation of the Georgian-speaking Baptist
Church. In modern times, it is worth mentioning a dispute within the Evangelical Baptist
Church, which led Malkhaz Songulashvili’s wing to establish itself independently. Today, the
teachings of the Baptist churches are quite diverse. Accordingly, they do not possess any strict
theological regulations. The Tbilisi Evangelical Baptist Church has adopted a mission of es-
tablishing dialogue between the churches, as well as peace and goodwill (Zurab Kiknadze,
ed., “Baptist-Evangelical Church” In Religions in Georgia. Tbilisi: Center for Tolerance at
the Public Defender’s Office, 2008, http://dspace.nplg.gov.ge/bitstream/1234/8483/1/Reli-
giebi_Saqartveloshi.pdf (10.07.2017)). In general, the Baptist Church is not strictly central-
ized or based on hierarchical principles, and it has no strictly established liturgical forms
(ibid). Observations made during contemporary Georgian Evangelical Baptist Church ser-
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The aim of my research is to analyze the chanting practices of this religious
stream.

To accomplish this goal, I examined the musical components of the divine
service of the Tbilisi Evangelical Baptist Church in Didube® (nicknamed
“central”).

As a theoretical framework, I draw upon Christopher Small’s musicking,?
Thomas Turinos music making and presentational types,* Mantle Hood’s bi-
musicality,” Joseph Jordania’s theory of social polyphony,® and Arjun Appadurai’s
theory of ideal representability.”

Literature Review

Themes of ritual, celebration, identity, and musical participation are
discussed in Thomas Turinos book, in which the idea of musicking is a central
thesis. With this formulation, Turino emphasizes the social function of music.?

With Turino, participatory performance is a distinct type of artistic
practice that includes both the performer and the audience. Its primary aim is
to involve the maximal amount of people in the performing roles, to achieve a
mutual sensibility and a high quality of sounding.’

vices, and my interviews with members of the congregation, attest to these diversities. In the
forms of liturgy, symbols, and internal design of the temple, elements of traditional Ortho-
dox ecclesiastical art are actively used: the priest’s vestments, crosses, and icons, which are
not allowed in other Baptist Churches.

The service consists of the following items: prayers of thanksgiving and supplication during
the introduction and conclusion, the Eucharist (sharing bread), chanting, Gospel, preach-
ing, reading, and blessing. In his prayers, the Bishop uses couplets from the famous Geor-
gian poem “Vepkhistkaosani” (“The Knight in the Panther’s Skin” by Shota Rustaveli) as
well as those from Jalal-ad-Din Rumi’s poetry.

Spiridon Kedia Street #5.

Christopher Small, Musicking: The Meanings of Performing and Listening (Middletown, CT:
Wesleyan University Press, 1998), 1-29.

4 Thomas Turino, Music as Social Life: The Politics of Participation (Chicago, IL: University of
Chicago Press, 2008), 28-33.

Mantle Hood, “The Challenge of ‘Bi-Musicality;” Ethnomusicology 4, no. 2 (1960).

Joseph, Jordania, “Interrogo Ergo Cogito” - “I am asking questions, therefore I think”: Re-
sponsorial Singing and the Origins of Human Intelligence” In Proceedings of the Interna-
tional Symposium on Traditional Polyphony (held in Tbilisi, Georgia, in 2004) (Tbilisi: Inter-
national Research Center for Traditional Polyphony of Tbilisi State Conservatory), 2005.

7 Arjun Appadurai, “Disjuncture and Difference in the Global Cultural Economy”” In Anthro-
pological Theory, An Introductory History, Fourth Edition (San Marcos: Texas State Univer-
sity Press, 2008).

Turino, 26.

Ibid.
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I think that for the Georgian Evangelical Baptists, the principal motivation
for including the congregation is to encourage a sense of unity. In the Georgian
Orthodox Church, there is less interaction between the congregation and the
chanters. This might be a result more of restrictive rules of conduct in the
traditional religion.

At the Orthodox liturgy, the chanters and congregation are separated
from one another. During the divine service, as a rule of thumb, it is not a
habit of Georgian Orthodox believers to join the chant or to move, with some
small exceptions.

Among Protestants, the functions of the priest are distributed among the
congregation to a greater extent. A fundamental principle is that of including
the congregation in liturgical actions.

During presentational performance, one group, the artists, produces
music for another group of non-participants (the audience). This form
focuses attention on the type of activity, artistic roles, values, and aims. '° The
congregation has only one role - that of listener. This form of performance is
similar in Orthodox and Baptist liturgical music.

The musical practice of Georgian Baptists is less spontaneous, perhaps
coming from the limited nature of the musical repertoire and the congregation’s
lack of creative experience. A weaker command of the chanting repertoire and
congregational passivity interfere with their ability to make music.

The form of chant performance by Georgian Evangelical Baptists can be
described as the so-called “social polyphony™! theorized by Joseph Jordania.
Under this conception, the author considers polyphony to be any form where
the functions of several voices are shaped, as well as the chant of several
performers in one voice, i.e., any performance where many people take part,
which puts attention on the social criterion.

The phenomenon of the congregation joining in the chant, in the form
of social polyphony (doubling any voice in the polyphonic texture), proceeds
from the principles of this religious stream: to be maximally acceptable/
accessible for the congregation. Therefore, during the chant, any member of the
congregation can join the choir of chanters, which naturally creates occasional
heterophonies due to the lack of musical skills among the congregants.

For Baptist chanters, owing to the existing eclectic repertoire, there forms
a so-called double identity that matches well the theory of secondary or bi-
musicality suggested by Mantle Hood."* It is possible to generalize this theory

10 Ibid., 28.
11 Jordania, 40.
12 Hood, 58-59.
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to the general modern musical thinking of Georgians, as bi-, tri- or quadri-
musicality, implying the widening of the native musical thinking of people as
they incorporate the musical systems of other cultures. This process and this
result are conditioned by globalization and novel forms of religious thinking.
This conclusion is further substantiated by Blum’s notion that globalization
supports the formation of “bicultural identities” which contain local and
global characteristics."?

According to the theory of anthropologist Arjun Appadurai, globalization
has given rise to a type of cultural activity influenced primarily by “social
imaginaries.” In his opinion, against the background of processes going on in
the modern world, it would be correct to study events not locally, but with
reference to concrete “circumstances” (scapes)." Out of this classification, I
find it interesting to analyze religious connections by “ideal imaginary” For
instance, what links exist between the Evangelical Baptist Church of Georgia
and analogical churches in other countries?

According to an article shared by a North American Evangelical Baptist
church, the performance of modern music at divine services is controversial.'®
In the past several decades, a new type of music has emerged, known variously
as Christian Rock, Sacred Pop, or Contemporary Christian Music (CCM).

According to the North American Baptist author’s opinion, all of this is
distant from the glory of God - the feeling of elevated eternity and calmness
that should characterize the divine service. The performance of this music at
the liturgy, the author claims, causes an excitement in the youth that makes it
difficult for them to listen to the preachers.

The Baptist Church of Russia'® has also debated the use of traditional
religious music. Despite the fact that the Baptist liturgy accepts all sorts of
music, it is still important to preserve the features of the national traditional
music and to perform such music besides other types. Russian Baptist authors
often use characteristics of Russian Orthodox chant in their compositions, and
they have published many Orthodox hymns in their hymnals.

13 Douglas W. Blum, National Identity and Globalization: Youth, State and Society in Post-Sovi-
et Eurasia (Cambridge University Press, 2007).

14 Appadurai, 587.

15 Laurence A . Justice, “Should a Baptist Church Tolerate Contemporary Christian Music”.
Victory Baptist Church, 2005. http://www.victorybaptist.us/show.wc?msgspec (16.08.2018).

16 Constantine Prokhorov, “Russian Baptists and Orthodoxy, 1960-1990: A Comparative
Study of Theology, Liturgy, and Traditions,” Chapter 5. In Orthodoxy and Baptist Liturgy:
Church Music and Singing (Carlisle: Langham Monographs, 2013): 210-215.
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Chanting Repertoire and Its Analysis

The liturgical music of the main house of worship of the Evangelical
Baptist Church of Georgia encompasses an interesting and diverse repertoire.

Chanting in Baptist churches all over the world is performed with
the accompaniment of various musical instruments. In Georgia, musical
instruments were not used for years due to prolonged repairs being undertaken
on the organ, but since the end of 2018, certain chants have been accompanied
by the organ/piano.'” Most of the chants are polyphonic. When different musical
instruments have been used (like the guitar), they have usually been played by
foreign guests. According to the Tbilisian Evangelical Baptist chanters, this is
because the harmonization uses a different system.

In every country, Baptist Christianity has a tint and hue characteristic
of the local culture. The Baptist liturgy’s diversity and polystylistic nature is
especially evident, as is the Baptist openness to various religious hymns. As
Bishop Malkhaz Songulashvili puts it, the Baptist Church is a symbiosis of the
Orthodox and Protestant religions.'

This “symbiotic” nature is also seen in the chanting repertoire of Georgian
Evangelical Baptists.

Here we encounter:

a) Georgian traditional chants, mostly, chants of the Kartlian and
Kakhetian mode (for instance, “Ghirs ars chesmaritad” - “Truly
worthy”; “Movedit takvanis vtset” - “We've come to adore”);

b) Chants translated from foreign repertoires, the lyrics of which have
been replaced by Georgian verbal text (e.g., “Vadidot kvelam ertad”
- “Let’s glorify all together”). In musical terms, this represents triadic
European polyphony;

c) Taizéchants,"” inthe form ofaudio recordings or performed by thelocal

17 Personal materials, 08.2018.

18 Talks on Religion, hosted by Levan Sutidze, invited guest: Malkhaz Songulashvili, TV pro-
gram Tabula, 2013 https://www.youtube.com/watch?v=]-L-972KEOw (8.02.2018).

19 Taizé is a small village in France, a place of pilgrimage for many people. In Taizé Monas-
tery, chanting has an important function, and is perceived as a sort of “social service” The
chants are performed by the choir of the congregation in a mondic form, accompanied by
classical wind musical instruments. Tourists and pilgrims, together with the brotherhood
of the monastery, make up the congregation. In order to create the chants, since 1948 the
brotherhood of the church has collaborated with the composer Francois Gélineau, and later,
with the composer Jacques Berthier. Taizé chants have spread not only into Europe but
also into Islamic countries. Taizé Community. 1996. Praying with the Songs of Taizé. Ate-
liers et Presses de Taizé¢, Communauté de Taizé, F-71250 Taizé. https://www.bing.com/vid-
eos/search?q=te ze+chant&view=detail&mid=9684A970B041337852249684A970B04133
785224&FORM=VIRE (8.07.2017).
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choir (e.g. “Christea chveni sasoeba” - “Christ is our hope”; “Chventan
ars gmerti” — “The Lord is with us”). This music is characterized by
Early Music, mostly Baroque style elements, mainly employing one
soloist accompanied by an orchestra or a cappella choir;

d) Georgian composed music, namely works by composer Ramaz
Kemularia; these samples stand out in their synthesis of the Georgian
professional musical school, national intonations, and European
classical music;

e) Electronic music of experimental type - the musical performances of
Zuka Babunashvili, whose compositions comprise passages played on
the laptop (ableton + max msp) and are based totally on improvisation.
These include several previously prepared atmospheric “digital synths”,
as well as samples of the motifs of Baptist and Orthodox liturgical
music.”

f) The Patriarch’s chant(s) - in fact, only “Tsmindao gmerto” (“O,
Sacred God”) is performed. Both the type and the mode-harmony of
the melody are European-influenced.

Two main musical groups serve at the Sunday Georgian-language liturgy:

a mixed one (consisting of 10-12 members) and a quartet called “Choral” The
small group performs mostly Ramaz Kemularia’s works and Taizé chants, and
the larger one sings Georgian traditional chants, the Patriarch’s chant, as well
as some translated chants. At a certain moment of the liturgy (namely, before
the start of communion), a recording of Taizé chants is played.

Electro-acoustic music is also admissible, but its use thus far has been

experimental — to date it has only been used for one complete liturgy. Its
inclusion in the liturgy of the Tbilisi Baptist Church took place in 2016, in the
form of Zuka Babunashvili’s composition “Zeskneli”*' The composer works
in ambient music.”* The electronically layered music sounded during the
entire process of the liturgy, during the preaching, gospel reading, and during
the chants too, creates background musical material. As Bishop Rusudan
Gotsiridze told us, their church allowed this experiment because for them art
is one of the ways to relate harmoniously with God.”

20 A personal interview with Zuka Babunashvili, 8.01.2019.

21 The most unusual transmission (1:30 min), Naja Orashvili (author and executive producer),
TV show, Public Broadcaster, 2016. https://www.youtube.com/watch?v=GOkmWC2ubsw
(2.07.2017).

22 This genre accents the atmosphere, space, acoustics, and tonality of the traditional structure
of the composition. Ambience represents an invisible background (ibid).

23 Personal interview, 22.06.2018.
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The general performing manner is simple and non-academic. Most of the
singers have not received any special education in music. Both of the Church’s
musical groups are inclined to polyphonization of the material. I think this
tendency is naturally conditioned by the principles of Georgian traditional
musical thinking, though we also encounter here the use of blended voices
harmonizing in thirds, characteristic of European music (Taizé Monastery
chants, Ramaz Kemularias chants, and the Patriarch’s chants). Unlike the
Orthodox or Catholics, Baptists don't sing the liturgical parts of the preachers
(ascension prayers).

Conclusion

According to the observations made about the Tbilisian liturgical music of
the Evangelical Baptist Church of Georgia, the principle of diversity proceeding
from their open attitudes is evident.

This principle is also revealed through other elements and symbols of a
ritual context. The stylistic and epochal diversity of the Church’s art, and the
form of the contemporary liturgy, all depend on personal factors. Its character
is determined by the acting Archbishop. The music used in the liturgy has
no regulating, defining canonic law. For divine services, Georgian musical
heritage is important in both traditional and professional styles, as is European
music, both in the direct and in the Georgianized form.

The use of electro-acoustic music as an experiment reveals that the Bishop
who rules the Church is inclined toward innovative attempts; towards new
audible experiences. The digital sounds layered upon live sung chants and
prayers create a special sounding space. These sonorities, which have no
thorough rational explanation, awaken transcendental feelings and emotions
in the praying congregation and incline them to a certain kind of meditation,
which is the general aim of a religious ritual. The music discussed in this
article inspires me to replace Mantle Hood’s notion of bi-musicality with
multi-musicality®* The congregation expresses a willingness to adapt to and
accept these experiments and the diverse “compilation” of music existing in
the Evangelical Baptist liturgy.

Proceeding from the aforementioned characteristics, the performance
framework of the Georgian Evangelical Baptist Church seems to be both
participatory as well as presentational, though the ideological preference is

24 At the end of his introduction to the concept of bi-musicality, Hood poses a question: is it
possible to use the terms tri- or quadri-musicality instead of bi-musicality when a student
studies the music of three or four foreign cultures? (58-59).

3owdmbo 10, 2018 93



Articles

for participatory performance, which, in frequent cases, gives birth to social
polyphony.

In terms of texture, the liturgical music of the Georgian Evangelical Baptist
Church is polyphonic.

Of the signs of globalization classified by Appadurai, one outgrowth
of social imaginary is the cultural activity of ideological similarities, which
enable us to make what I call distant links (N. N.) between the processes going
on in various countries under the conditions of globalization, particularly
when there are some common rules of ideology across vast distances. We
can consider the autonomous nature of Evangelical Baptist churches, their
openness, acceptance of local traditions and cultures, and introduction of new
musical and liturgical forms of ecclesiastic art, as such distant links. According
to Blum’s “bicultural identity,” we encounter certain localization parameters
under the conditions of globalization, when, together with the acceptance and
assimilation of foreign material, there is an active strengthening of national,
traditional signs, both in terms of sign-symbols and in rituals, as well as in
terms of musical material.

Proceeding from the ideological position of Baptist Christianity—namely,
its openness to new musical forms—we deal here with a new type of “bi/multi-
performance” (N. N.), which has connections with Hood’s notions of “bi/multi-
musicality” as well as with that of “bicultural identity.” In partial synthesis with
national, traditional musical values (with the musical examples themselves, as
well as with the performing manner and style), it forms an original Georgian
Evangelical Baptist experimental musical stream. The Georgian Evangelical
Baptists themselves do not forbid the use of chants of various Christian
traditions, according to the principles of admissibility and usefulness.

The role of music in the divine service can be background music, too (when
the bishop enters the church, or during communion), and independently
sounding music, when the music does not accompany any priestly activities
and all the members of the church just listen to the music or join the chant.
When foreign Baptists visit, foreign song-chants are sometimes performed as
a sign of respect (sometimes performed by the guests themselves). Proceeding
from the interviews, the congregation painlessly accepts such an eclectic form
of liturgical music, and it is perceived as an act of tolerance towards other
churches. It can be boldly asserted that, through experimentation, a liturgical
musical compilation has taken its place in the Tbilisian reality.
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