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PRIEKÐVÂRDS

Mûzikas zinâtnieka darbs pirmâm kârtâm, kâ zinâms, ir pacietîbas
un rûpîbas darbs. Vienalga, vai tas saistîts ar vçsturiskâs faktoloìijas
vâkðanu, vai noðu teksta analîzi, vai iedziïinâðanos audioierakstu skanç-
jumâ, vai lauka pçtîjumiem, vai novçrojumiem mûzikas izglîtîbas laukâ.
Bez tâ nav iespçjama pçtnieka darba otra – patîkamâkâ, bet grûtâkâ
daïa: materiâla izvçrtçðana, apjçgðana, jaunu koncepciju veidoðana. Vaja-
dzîgas ir abas, un to parasti uzskatâmi pierâda uz augstskolu konferenèu
materiâliem balstîtie zinâtnisko rakstu krâjumi. Lîdzâs pieredzçjuðiem
zinâtniekiem tajos debitç maìistranti un doktoranti. Lîdzâs rakstiem,
kas atspoguïo konceptuâlu, pabeigtu pçtîjumus rezultâtus, ir ziòojumi,
kas izgaismo tikai kâdas pçtâmâs problçmas atseviðíu ðíautni.

Izòçmums nav arî ðis krâjums. Arî tajâ ievietoto rakstu zinâtniskais
svars ir daþâds. Tomçr pamatlînijâs visos tekstos ir saglabâta krâjuma
virsrakstâ minçtâ ievirze – Mûzikas zinâtne ðodien: pastâvîgais un mainî-
gais. Pastâvîgais ir saistîts ar iestrâdâtâm, laika pârbaudi izturçjuðâm
mûzikas pçtniecîbas metodçm. Bet mainîgais liek ieslçgt kritisko domâ-
ðanu un pârbaudît gan vecâs, gan jaunâs zinâtniskâs paradigmas. To
analîze un nepârtraukta pârskatîðana ne tikai veido pçtniecisko diskursu,
bet arî palîdz izprast nozares attîstîbas gaitu un virzîbu ilgâkâ laikposmâ,
raksta Anda Beitâne tradicionâlâs mûzikas pçtniecîbas sakarâ. Un daudzç-
jâdâ ziòâ ðo atziòu atspoguïo arî vairâki citâm mûzikas jomâm veltîtie
raksti, kuri izvirza, formulç un risina mûsdienu mûzikas zinâtnei aktuâlas
problçmas.

T r a d i c i o n â l â s  m û z i k as pçtniecîbai veltîtajâ sadaïâ ievietotie
raksti skar plaðu problçmu spektru. Romualdu Apanavièu arvien vçl
nodarbina jautâjums par etniskâs mûzikas bûtîbu. Autora izvirzîtais
globâli augstais skatupunkts (etniskâs un akadçmiskâs mûzikas salîdzinâ-
jums) gan izraisa virkni diskutçjamu jautâjumu. Taèu atziòa, ka tradi-
cionâlâ mûzika jâpçta ar savâm, atðíirîgâm metodçm, ir nenoliedzami
svarîga. Latvieðu etnomuzikoloìijâ ðî pozîcija kâ aksioma pieòemta un
uz lauka pçtîjumiem balstîtajos muzikâli antropoloìiskas ievirzes darbos
kopta jau kopð 20. gadsimta 90. gadiem. Taèu ðobrîd sevi pieteikusi jauna
paradigma – atkal aktualizçta starptautisko sakaru pçtniecîbas ideja.
Priekðstatu par tâs iedzîvinâjumu latvieðu un baltkrievu etnomuzikologu
kopîgi veiktos pçtîjumos Baltkrievijas pierobeþâ sniedz Anda Beitâne,
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savukârt par situâciju Klaipçdas un Kurðu kâpas reìionâ, kur kopð seniem
laikiem dzîvo gan lietuvieði, gan latvieði, stâsta Lina Petroðiene. Pçtniecisku
domu rosina un lîdzîbas meklçt aicina Vidas Palubinskienes raksts par
reliìisko dziesmu iekïâvumu Lietuvas kankïu spçlçtâju repertuârâ. Mçríi,
pçc kura mums, latvieðiem, vçl centîgi jâtiecas, iezîmç Kristîna Apana-
vièûte, vçstot par lietuvieðu tautas mûzikas instrumentu muzeja rosîgo
darbîbu.

Daþâdu kultûru krustpunktu un mijiedarbes pçtniecîba, pârredzot
Eiropas kultûrtelpu kopumâ, tiek uzskatîta par îpaði svarîgu mûsdienu
paradigmu arî m û z i k a s  v ç s t u r es pçtîjumos. Trîs ðîs tematiskâs kopas
raksti sniedz vçrtîgas liecîbas par vâcbaltu pilsonîbas aprindâs vçrojamâm
aktivitâtçm 18. gadsimta beigâs un 19. gadsimtâ. To vidû ir Lîgas Pçter-
sones pçtîjums par klavieru trio muzicçðanas tradîciju attîstîbu ðî perioda
Rîgas vâcu vidç un Ilmas Grauzdiòas vçstîjums par Rîgas Doma lielçrìeïu–
vâcu firmas Walcker & Cie.  bûvçtâ instrumenta – vçsturi. Þannas Kòa-
zevas rakstâ lasâmi interesanti fakti par Pçterburgas Liedertafel biedrîbu
un tâs kora viesoðanos Rîgas vâcu dziedâðanas svçtkos 1861. gadâ. Nozî-
mîgu problçmu risina Zane Prçdele, meklçjot atbildi uz jautâjumu, kâ
latvieðu sabiedrîbâ atgrieþas vâciskâ vidç auguðais, krievu vidç studçjuðais
un Pçterburgâ ilgus gadus strâdâjuðais Jâzeps Vîtols. Un nedaudz citâ
rakursâ, caur latvieðu spçlfilmâm rakstîto Marìera Zariòa mûziku raugo-
ties, par daþâdu laikmetu un kultûru saskarsmi raksta arî Zane Saulîte.

Tematiski plaðu spektru piedâvâ m û z i k a s  e s t ç t i k a s  u n
t e o r i j a s  sadaïa. Vairâku autoru uzmanîbu rosinâjuði kâdi specifiski
mûzikas þanri: sonata da chiesa (Olga Savicka), kora koncerts (Gaïina
Cmiga), sakrâlas tematikas lielformas kompozîcijas (Violeta Tumaso-
niene), mûzikas... (Ilona Bûdeniece). Jaunâs paradigmas neapðaubâmi ir
saistîtas ar skatpunkta paplaðinâðanu gan Rietumu, gan Austrumu vir-
zienâ, kas sasaucas ar postmodernisma atvçrtajiem nepârskatâmi plaða-
jiem apvârðòiem mûzikas filozofijas un estçtikas, tâpat arî stilu, þanru un
formu mijiedarbç. Ðajâ ziòâ vçrîgam lasîtâjam vielu pârdomâm sniegs
gan Jeïenas Ïebedevas raksts, gan baltkrievu kolçìu Nellijas Macabe-
ridzes, Tatjanas Mdivani un Allas Subotòajas apceres. Bet lietuvieðu
kolçìis Sergejs Okruðko ar savu publikâciju noslçdz iepriekðçjos krâjuma
laidienos aizsâkto sarunu ar lasîtâju par mûzikas ìençzi un par instrumen-
tâlâs sâkotnes lielo nozîmi tajâ.

Patîkami atzîmçt, ka pçdçjos gados muzikologu interesi arvien bieþâk
saista a t s k a ò o t â j m â k s l as izpçte, jo ðajâ jomâ nepadarîta vçl daudz.
Te noderîgi gan monogrâfiska tipa raksti (Leonîds Meïòiks par diriìentu
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Sauïu Sondecki) un analîtiskas apceres (Irina Gorbuðina par klavier-
mûzikas notogrâfijas problçmâm), gan iedziïinâðanâs kâda þanra specifikâ
(Vladimirs Babariko  par intonçðanas iespçjâm akordeona spçlç) un dþeza
improvizâcijas daudzveidîgajâs iespçjâs (Çvalds Daugulis). Katrâ ziòâ
jaunais ðajâ jomâ saistâms ar nesaraujami cieðu praktiskâs muzicçðanas
un teorçtiskâs apceres mijiedarbi.

Par mûsdienîgâm paradigmâm pastâvîgi tiek runâts izglîtîbas nozarç,
un tas, protams, skar arî m û z i k a s  p e d a g o ì i j u. Klasiskais trijstûris
Skolotâjs-Skolçns-Mûzika ietver daudzus pçtâmus jautâjumus. Vairâkus
no tiem risina poïu mûzikas pedagogi Pavels A. Tðoss, Riðards J.Pjotrov-
skis, Macejs Kolodzejskis, Margareta Pðibiða-Zaremba. Esmu pârliecinâta,
ka jaunâs paradigmas ðajâ jomâ galvenokârt vçrstas virzienos, kuros gâjuði
gan poïu kolçìi, gan krâjumâ pârstâvçtie Latvijas autori – ar nopietniem
zinâtniski eksperimentâliem pçtîjumiem (Valdis Bernhofs) un mûzikas
pedagogu radoðâ potenciâla un uzskatu plaðâku izzinâðanu (Aleksandra
Ustjaòivska).

Tâ nu 2012. gada zinâtnisko rakstu krâjums ir izveidojies krietni
biezs apjomâ un ïoti daudzveidîgs tematikâ. Ðis fakts, pirmkârt, izteiksmîgi
stâsta par DU Mûzikas un mâkslu fakultâtes regulâri rîkotâs zinâtniskâs
konferences arvien pieaugoðo prestiþu. Otrkârt, autoru vidû lasâmie jaunie
vârdi apstiprina, ka mûzikas zinâtnei ir nodroðinâts turpinâjums nâkotnç.
Un, treðkârt, tas pârliecina, ka lielâ daïâ krâjumâ publicçto rakstu skaidri
iezîmçjas jauno, mûsdienîgo paradigmu pârliecinoða apguve mûzikas
zinâtnes jomâ.

Ilma Grauzdiòa
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I. TRADICIONÂLÂ MÛZIKA

Ýòíè÷åñêàÿ è àêàäåìè÷åñêàÿ ìóçûêà:
ñõîäñòâî è ðàçëè÷èÿ

Ãàáèëèòèðîâàííûé äîêòîð ýòíîëîãèè
Ðîìóàëüäàñ Àïàíàâè÷þñ

Ïðîôåññîð Óíèâåðñèòåòà èì. Âèòàóòàñà Âåëèêîãî (Êàóíàñ)

Ââåäåíèå

Âîïðîñ ñîîòíîøåíèÿ ýòíè÷åñêîé è àêàäåìè÷åñêîé ìóçûêè íå
òîëüêî íå ðåø¸í, íî ïðàêòè÷åññêè è íå ðàññìàòðèâàëñÿ. Ýòíè÷åñêàÿ
ìóçûêà è â ïðîøëîì, è â íàñòîÿùåå âðåìÿ â îñíîâíîì âîñïðèíè-
ìàåòñÿ êàê ìóçûêà  â ïîëíîì ñìûñëå ýòîãî ñëîâà è ñ÷èòàåòñÿ ÷àñòüþ
ìóçûêàëüíîãî èñêó ññòâà. Äëÿ èññëåäîâàíèÿ è îöåíêè ýòíè÷åñêîé ìó-
çûêè ïðèìåíÿþòñÿ òå æå ñàìûå ìåòîäû è ïîíÿòèÿ, êîòîðûå ïðèìå-
íÿþòñÿ è äëÿ èññëåäîâàíèÿ è îöåíêè àêàäåìè÷åñêîé ìóçûêè. Ýòî
îáñòîÿòåëüñòâî ñîçäà¸ò ïðîáëåìó íå òîëüêî äëÿ èññëåäîâàíèÿ, íî è
äëÿ îöåíêè ñàìîé ýòíè÷åñêîé ìóçûêè, îñíîâíûå ñâîéñòâà êîòîðîé,
ïî ìíåíèþ àâòîðà, çàìåòíî îòëè÷àþòñÿ îò ñâîéñòâ àêàäåìè÷åñêîé ìó-
çûêè.

Àâòîðîì åù¸ â 2001 ãîäó áûëà âûñêàçàíà ìûñëü, ÷òî îñíîâíûå
ñâîéñòâà ýòíè÷åñêîé ìóçûêè, à èìåííî – ñòèëè è ëàäû – íàâåðíÿêà
âîçíèêëè íàòóðàëüíî, áåç âìåøàòåëüñòâà ÷åëîâåêà, íà îñíîâàíèÿ åñ-
òåñòâåííûõ çàêîíîâ ôèçèêè è ìóçûêàëüíîé àêó ñòèêè. Áûëî îáðàùå-
íî âíèìàíèå òàêæå è íà òî, ÷òî ñàìà ýòíè÷åñêàÿ ìóçûêà è äî íàøèõ
äíåé ñîõðàíèëà ÿâíûå ïðèçíàêè ïåðâîáûòíîé êóëü òóðû, îò÷åãî àâ-
òîð ñ÷èòàë, ÷òî ýòíè÷åñêàÿ ìóçûêà äîëæíà ðàññìàòðèâàòüñÿ êàê ÿâ-
ëåíèå ïðèìèòèâíîãî èñêóññòâà, à äëÿ å¸ èññëåäîâàíèÿ è îöåíêè äîë-
æíû ïðèìåíÿòüñÿ ñîîòâåñòâóþùèå ìåòîäû è ïîíÿòèÿ (Apanavi èius
2001). Ýòè ìûñëè àâòîð áîëåå îñíîâàòåëüíî ðàçâèë â ñâîèõ ïîñëåäó-
þøèõ ïóáëèêàöèÿõ (Àïàíàâè÷þñ 2007; Apanavi èius 2009; Apanavièius
2010), îäíàêî îñòàëñÿ åù¸ îäèí, ïî ìíåíèþ àâòîðà, ñàìûé ñóùåñòâåí-
íûé âîïðîñ – ñîîòíîøåíèe ýòíè÷åñêîé è àêàäåìè÷åñêîé ìóçûêè, òî
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åñòü – ïðîáëåìà íå òîëüêî ñõîäñòâà, íî è ÿâíûõ ðàçëè÷èé. Ýòîò âîï-
ðîñ àâòîð òàêæå âûäâèãàë â 2001 ãîäó, îäíàêî îñíîâàòåëüíî åãî íå
ðàçâèë, íàìåòèâ ëèøü ãëàâíûå ÷åðòû ýòîé ïðîáëåìû.

Ö å ëü – èññëåäîâàíèå ñîîòíîøåíèÿ îñíîâíûõ ñâîéñòâ ýòíè÷åñ-
êîé è àêàäåìè÷åñêîé ìóçûêè.

Ä à í í û å – ïðèìåðû çâóêîçàïèñåé è íîòíîãî ìàòåðèàëà ýò-
íè÷åñêîé è àêàäåìè÷åñêîé ìóçûêè: îêîëî 300 çâóêîçàïèñåé è 200
íîòíûõ ïðèìåðîâ ýòíè÷åñêîé ìóçûêè, õðàíÿùèõñÿ â ñîáñòâåííîì àð-
õèâå àâòîðà, è ïðèáëèçèòåëüíî òàêîå æå êîëè÷åñòâî çâóêîçàïèñåé è
ïðèìåðîâ àêàäåìè÷åñêîé ìóçûêè.

Ì å ò î ä û – àíàëèç, îáîáùåíèå, ñèíòåç.
Ð å ç ó ë üò à òû – âûäâèãàåòñÿ ìûñëü î òîì, ÷òî îñíîâíûå ñâîé-

ñòâà ýòíè÷åñêîé è àêàäåìè÷åñêîé ìóçûêè èìåþò íå òîëüêî ñõîäñòâà,
íî è ñóùåñòâåííûå ðàçëè÷èÿ, ÷òî äàëò îñíîâàíèå ïðèìåíèòü ðàçëè÷-
íûå ìåòîäû èõ èññëåäîâàíèÿ è îöåíêè.

Ê ë þ ÷ å â û å  ñ ë î â à – ýòíè÷åñêàÿ ìóçûêà, àêàäåìè÷åñêàÿ ìó-
çûêà, ñõîäñòâî, ðàçëè÷èÿ.

Ôîðìàëüíûå ïðèçíàêè

Åñëè ñðàâíèì ýòíè÷åñêóþ (ÝÌ) è àêàäåìè÷åñêóþ ìóçûêó (ÀÌ)
â ñàìèõ îáùèõ ÷åðòàõ, òî î÷åâèäíî, ÷òî îíè èìåþò òå æå ñàìûå îñ-
íîâíûå ïðèçíàêè, áëàãîäàðÿ êîòîðûì è ýòíè÷åñêàÿ, è àêàäåìè÷åñ-
êàÿ ìóçûêà ñ÷èòàåòñÿ ìóçûêîé  â ïîëíîì ñìûñëå ýòîãî ñëîâà. Ýòèìè
îñíîâíûìè ôîðìàëüíûìè ïðèçíàêàìè, ïî ìíåíèþ àâòîðà, ÿâëÿþò-
ñÿ ìåëîäèÿ, ðèòì è ôàêòóðà. Êîíå÷íî, ïðèçíàêîâ ìîæíî íàçâàòü è
áîëüøå, îäíàêî èìåííî ýòè òðè ÿâëÿþòñÿ ñàìûìè çàìåòíûìè è çíà-
÷èòåëüíûìè â îïðåäåëåíèè íå òîëüêî ñòèëåé è ëàäîâ – î ÷ëì ãîâîðè-
ëîñü â ïðåäûäóùèõ ïóáëèêàöèÿõ àâòîðà, – íî è â îöåíêå ñõîäñòâà è
ðàçëè÷èé ýòíè÷åñêîé è àêàäåìè÷åñêîé ìóçûêè.

×åëîâå÷åñêèé ñëóõ è ñîçíàíèå â ïåðâóþ î÷åðåäü âîñïðèíèìàþò
ìåëîäèþ, ïðè ïðîñëóøèâàíèè êîòîðîé îïðåäåëÿåòñÿ å¸ ðèòì è ôàê-
òóðà. Ïîýòîìó ìåëîäèÿ ÿâëÿåòñÿ ñàìûì ïåðâûì è îñíîâíûì ôîðìàëü-
íûì ïðèçíàêîì, íà îñíîâàíèè êîòîðîãî ìîæíî îïðåäåëèòü è äðóãèå
ñâîéñòâà ìóçûêè. Ðèòì – òàêæå âàæíîå ñâîéñòâî, à ôàêòóðà îòðàæàåò
ñîñòàâ èñïîëíèòåëåé è ðàñïîëîæåíèå âîêàëüíûõ ãîëîñîâ èëè èíñò-
ðóìåíòàëüíûõ ïàðòèé.
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Tàáëèöà 1.
Ñõîäñòâî è ðàçëè÷èÿ ÝÌ è ÀÌ

ïî îñíîâíûì ôîðìàëüíûì ïðèçíàêàì (ÎÔÏ)

ÎÔÏ ÝÌ ÀÌ
Ìåëîäèÿ Çàíèìàåò âàæíîå  ìåñòî, íî ìîæåò è Î÷åíü

îòñóòñòâîâàòü ñóùåñòâåííà
Ðèòì Çàíèìàåò âàæíîå  ìåñòî, íî ìîæåò áûòü è Î÷åíü

íå ñòîëü ñóùåñòâåííûì ñóùåñòâåíåí
Ôàêòóðà Íå  ñòîëü ñóùåñòâåííà Î÷åíü

ñóùåñòâåííà
Îöåíêà ÎÔÏ Çàíèìàþò âàæíîå  ìåñòî, íî ìîãóò áûòü è Î÷åíü

íå ñòîëü ñóùåñòâåííûìè âàæíûå

Â òàáëèöå ïîêàçàíî, ÷òî äëÿ ÀÌ âñå ÎÔÏ ÿâëÿþòñÿ î÷åíü âàæ-
íûìè, à äëÿ ÝÌ îíè èìåþò  çíà÷åíèå, íî ìîãóò áûòü è íå  ñòîëü ñóùå-
ñòâåííûìè. Ìåëîäèêà â ÝÌ, íàïðèìåð, ìîæåò ñîâñåì îòñóòñòâîâàòü –
äîñòàòî÷íî è îäíîãî òîëüêî ðèòìà, âîñïðîèçâîäèìîãî áàðàáàíîì èëè
êàêèì ëèáî äðóãèì ïðåäìåòîì. Äëÿ ÀÌ êëàññè÷åñêîé òðàäèöèè îä-
íîãî ëèøü ðèòìà ìîæåò õâàòàòü òîëüêî â ñïåöèôè÷åñêèõ ýïèçîäàõ,
èçîáðàæàþùèõ êàêîå -ëèáî äåéñòâèå èëè ðàññêðûâàþùèõ îñîáåííî-
ñòè ÝÌ îïðåäåë ëííîãî ðåãèîíà. Ïðèìåðàìè ìîãóò ñëóæèòü èçëþá-
ëåííûå êîìïîçèòîðàìè ðîìàíòèêàìè XIX âåêà èñïàíñêèå ìîòèâû
(çâó÷àíèå êàñòàíüåò) èëè àôðèêàíñêèå ìîòèâû (èñïîëüçîâàíèå áàðà-
áàííûõ ðèòìîâ) ñåðåäèíû XX âåêà . Îäíàêî ïðîèçâåäåíèé ÀÌ êëàñ-
ñè÷åñêîé òðàäèöèè, â êîòîðûõ ìåëîäèÿ îò íà÷àëà äî êîíöà âîâñå áû
îòñóòñòâîâàëà, à å ̧ìåñòî çàíÿë áû ðèòì, íåò . Â òî æå âðåìÿ ïðèìåðû
èñïîëüçîâàíèÿ îäíîãî ëèøü ðèòìà ìû ìîæåì íàéòè íå òîëüêî â ÝÌ
òàê íàçûâàåìûõ ýêçîòè÷åñêèõ êóëüòóð, íî è â ìóçûêå åâðîïåîèäîâ.
Íåðåäêî îäíèì ëèøü ðèòìîì, áåç âñÿêîé ìåëîäèè, ñîïðîâîæäàþòñÿ
èñïàíñêèå è øîòëàíäñêèå òàíöû, à òàêæå è òàíöû íàðîäîâ Êàâêàçà ;
ïîäîáíûå ïðèìåðû ìû ìîæåì íàéòè è â òàíöàõ íàðîäîâ Öåíòðàëü-
íîé è Âîñòî÷íîé Àçèè.

Çíà÷èòåëüíóþ ÷àñòü ÝÌ ïî÷òè âñåõ êóëüòóð çåìíîãî øàðà çàíè-
ìàþò èìïðîâèçàöèè  – êàê èíñòðóìåíòàëüíûå, òàê è âîêàëüíûå. Èõ
ðèòìè÷åñêàÿ ñâîáîäà è âàðèàíòíîñòü íàñòîëüêî âåëèêè, ÷òî ãîâîðèòü
î êàêîé -òî îïðåäåë¸ííîé ðèòìè÷åñêîé îñíîâå ýòèõ ìåëîäèé íåò íè-
êàêîãî ñìûñëà. Â ÀÌ ñâîáîäíàÿ ðèòìèêà â îñíîâíîì ñâÿçàíà ëèøü ñ
àëåàòîðèêîé XX âåêà, â ðàìêàõ êîòîðîé èçâåñòíàÿ ñâîáîäà ïðîÿâëÿ-
åòñÿ íå òîëüêî â ñôåðå ðèòìà, íî è â ñâîáîäíîì ñóáúåêòèâíî-èíäè-
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âèäóàëüíîì ïîíèìàíèè èñïîëíèòåëÿìè çàìûñëà êîìïîçèòîðà, à òàê-
æå â âàðèàòèâíîñòè  èñïîëíåíèÿ òàêèõ ïðîèçâåäåíèé.

Âàæíûì ïðèçíàêîì ÀÌ ÿâëÿåòñÿ ôàêòóðà, ïîñêîëüêó óæå ñ ýïî-
õè êëàññèöèçìà óñòàíîâèëñÿ ïðèíöèï ÿñíîãî è ïîñòîÿííîãî ñîñòàâà
íå òîëüêî âîêàëüíûõ è èíñòðóìåíòàëüíûõ ãîëîñîâ, íî è ñàìèõ èñ-
ïîëíèòåëåé. Äëÿ ÝÌ ôàêòóðà ÿâëÿåòñÿ ñîâñåì íåçíà÷èòåëüíûì ïðè-
çíàêîì. Íàïðèìåð, îäíîãîëîñíóþ ïåñíþ ìîæåò èñïîëíÿòü êàê îäèí
ïåâåö, òàê è ãðóïïà ïåâöîâ, à èñïîëíÿåìûé îäíèì ïåâöîì âåäóùèé
ãîëîñ â ìíîãîãîëîñíîé ïåñíå ìîæåò áûòü ñ ó ñïåõîì äîïîëíåí âòî-
ðûì ãîëîñîì, à òàêæå è äâóìÿ, è òðåìÿ, è äâàäöàòüþ, è òðèäöàòüþ, è
åùë áîëüøèì êîëè÷åñòâîì ïåâöîâ, îò÷åãî ýòè ïåñíè íå ïîòåðÿþò íè
êàïåëüêè ñâîåé êðàñîòû. B îòíîøåíèè ôàêòóðû ÀÌ è ñåãîäíÿ ñ÷èòà-
åòñÿ íåæåëàòåëüíûì èñïîëíåíèå ðîìàíñîâ è àðèé èç îïåð ãðóïïîé
ñîëèñòîâ (õîòÿ òàêîå èñïîëíåíèå â êîíöåðòíîé ïðàêòèêå äëÿ øèðî-
êîé àóäèòîðèè ñ öåëþ ïðîïàãàíäèðîâàíèÿ øåäåâðîâ ÀÌ âåäóùèìè
ìèðîâûìè ïåâöàìè óæå ó ñïåøíî ïðèìåíÿåòñÿ), è, íàîáîðîò , ñòðàí-
íîé áûëà áû ñèòóàöèÿ, ïðè êîòîðîé ãîëîñà ñîïðàíî, àëü òîâ, òåíîðîâ
è áàñîâ áîëüøîãî àêàäåìè÷åñêîãî õîðà âî âðåìÿ êîíöåðòà èç-çà ýêî-
íîìè÷åñêèõ ñîîáðàæåíèé èñïîëíÿëè áû ëèøü ÷åòûðå ïåâöà.

Èç òàáëèöû 1 òàêæå âûòåêàåò, ÷òî ÎÔÏ, íåñìîòðÿ íà ñóùåñòâó-
þùèå ðàçëè÷èÿ, âñ¸-òàêè îáúåäèíÿþò ÝÌ è ÀÌ. Î÷åâèäíî, ÷òî âñå
ÎÔÏ ÿâëÿþòñÿ çíà÷èòåëüíûìè è äëÿ àêàäåìè÷åñêîãî, è äëÿ ïðèìè-
òèâíîãî  ìóçûêàëüíîãî èñêó ñcòâà; îíè äîêàçûâàþò , ÷òî ÀÌ âîçíèêëà
íà áàçå ÝÌ è áûëà ïîäâåðãíóòà ðàöèîíàëüíîìó âîçäåéñòâèþ ÷åëîâå-
÷åñêîé âîëè íà ïðîòÿæåíèè âñåé èñòîðèè êóëü òóðû ÷åëîâå÷åñòâà.
Ïîäîáíîãî âìåøàòåëüñòâà ÷åëîâåêà ïðàêòè÷åñêè íåëüçÿ íàáëþäàòü â
ôóíêöèîíèðîâàíèè ÝÌ âïëîòü äî íàøèõ äíåé, è ýòî îáñòîÿòåëüñòâî
íàâîäèò íà ìûñëü, ÷òî ÝÌ âîçíèêëà åñòåñòâåííî è ðàçâèâàëàñü íàòó-
ðàëüíî êàê çàêîí ïðèðîäû.

Íåôîðìàëüíûå ïðèçíàêè

Íåñìîòðÿ íà òî, ÷òî ïî ÎÔÏ è ÀÌ, è ÝÌ äîâîëüíî òåñíî
ñoïðèêàñàþòñÿ, ñóùåñòâóåò è öåëûé ðÿä íåôîðìàëüíûõ ïðèçíàêîâ,
ïî êîòîðûì ýòè äâà âèäà ìóçûêàëüíîãî èñêó ññòâà âñ¸-òàêè çàìåòíî
ðàçëè÷àþòñÿ. Ýòî – ðåãëàìåíòàöèÿ â ïðîäîëæèòåëüíîñòè çâó÷àíèÿ,
îáú¸ì ìåëîäèêè, çàòàêòû, ñåêâåíöèè, äèíàìèêà, àãîãèêà è, íàêîíåö,
îñîáåííîñòè èñïîëíåíèÿ. Ò àêèõ ïðèçíàêîâ ìîæíî íàéòè è áîëüøå,
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îäíàêî íàçâàííûå îñíîâíûå íåôîðìàëüíûå ïðèçíàêè (Î ÍÏ), ïî
ìíåíèþ àâòîðà, ÿâëÿþòñÿ ñóùåñòâåííûìè äëÿ äàëüíåéøåãî ðåøåíèÿ
âîïðîñà î ñõîäñòâå è ðàçëè÷èÿõ ýòíè÷åñêîé è àêàäåìè÷åñêîé ìóçûêè.

Tàáëèöà 2.
Ñõîäñòâî è ðàçëè÷èÿ ÝÌ è ÀÌ

ïî îñíîâíûì íåôîðìàëüíûì ïðèçíàêàì (Î ÍÏ)

Î ÍÏ ÝÌ ÀÌ
Ïðîäîëæè- Íå ñòîëü ñóùåñòâåííà Î÷åíü
òåëüíîñòü ñóùåñòâåííà
Îáú¸ì Óçêèé Ðàçíûé
ìåëîäèêè
Çàòàêòû Â äðåâíåéøèõ ñëîÿõ  oòñóòñòâóþò Î÷åíü

ñóùåñòâåííû
Ñåêâåíöèè Â äðåâíåéøèõ ñëîÿõ  oòñóòñòâóþò Î÷åíü

ñóùåñòâåííû
Äèíàìè÷å- Â äðåâíåéøèõ ñëîÿõ oòñóòñòâóþò Î÷åíü
ñêèå íþàíñû ñóùåñòâåííû
Àãîãè÷åñêèå Â äðåâíåéøèõ ñëîÿõ oòñóòñòâóþò Î÷åíü
èçìåíåíèÿ ñóùåñòâåííû
Îñîáåííîñòè Íå ñòîëü ñóùåñòâåííû Î÷åíü
èñïîëíåíèÿ ñóùåñòâåííû
Îöåíêà Î ÍÏ Íå  ñòîëü ñóùåñòâåííû, îòñóòñòâóþò Î÷åíü

ñóùåñòâåííû

B òàáëèöå 2 ïîêàçàíî, ÷òî äëÿ ÀÌ âñå Î ÍÏ ÿâëÿþòñÿ î÷åíü âàæ-
íûìè, à äëÿ ÝÌ îíè íå ñòîëü ñóùåñòâåííû èëè äàæå âîâñå îòñóòñòâó-
þò. Íå ñóùåñòâåííà äëÿ ÝÌ óæå ñàìà ïðîäîëæèòåëüíîñòü èñïîëíå-
íèÿ. Â êàæäîì îòäåëüíîì ñëó÷àå ïðîäîëæèòåëüíîñòü îäíèõ è òåõ æå
îáðàçöîâ ÝÌ ìîæåò áûòü ñîâåðøåííî ðàçíàÿ â çàâèñèìîñòè îò êîíê-
ðåòíûõ îáñòîÿòåëüñòâ: îò óìåíèÿ è çíàíèÿ òåêñòà ïåñåí, èñïîëíåíèÿ
ôèãóð òàíöåâ, îò èñïîëüçîâàíèÿ ìóçûêàëüíûõ èíñòðóìåíòîâ è ò . ï.
Ñîâåðøåííî î÷åâèäíî, ÷òî çâó÷àíèå ÝÌ ìîæåò áûòü ïðåðâàíî â ëþ-
áîì ìåñòå áåç âñÿêîãî óùåðáà èñïîëíÿåìîìó ïðîèçâåäåíèþ. Îíî è
ïðåðâàííîå, ò . å. çàêîí÷åííîå â ñâÿçè ñ êîíêðåòíûìè îáñòîÿòåëüñòâàìè
è êàæäûé ðàç èçìåíÿþùåå ñâîþ ïðîäîëæèòåëüíîñòü, âñåãäà áóäåò
èìåòü ïîëíîñòüþ çàâåðøåííûé âèä. Çíà÷èò , ñìûñë è êà÷åñòâî èñïîë-
íÿåìîãî ïðîèçâåäåíèÿ ÝÌ íå ñòðàäàåò îò èçìåíåíèÿ ïðîäîëæèòåëü-
íîñòè åãî çâó÷àíèÿ è òåì ñàìûì íå çàâèñèò îò ðåãëàìåíòàöèè.
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Ïðîäîëæèòåëüíîñòü èñïîëíåíèÿ ïðîèçâåäåíèé ÀÌ, íà÷èíàÿ ñ
ýïîõè êëàññèöèçìà, ñòðîãî ðåãëàìåíòèðó åòñÿ. Ëþáîå ñî÷èíåíèå ÀÌ
êëàññè÷åñêîé òðàäèöèè èñïîëíÿåòñÿ ñîãëàñíî óêàçàíèÿì àâòîðà .
Ïðîäîëæèòåëüíîñòü èñïîëíåíèÿ îáû÷íî ó ñòàíàâëèâàåòñÿ íîòàìè è
óêàçàííûì òåìïîì. Åñëè, äîïó ñòèì, èñïîëíÿòü ïðîèçâåäåíèå ÀÌ â
èíîì òåìïå, ÷åì ïðåäëàãàåò  êîìïîçèòîð , ìåíÿåòñÿ íå òîëüêî ïðîäîë-
æèòåëüíîñòü çâó÷àíèÿ, íî è èñêàæàåòñÿ ñóòü ñàìîãî ïðîèçâåäåíèÿ:
èñïîëíÿÿ ïðîèçâåäåíèå áûñòðîãî òåìïà ìåäëåííî, îíî ñòàíîâèòñÿ
çíà÷èòåëüíî äëèííåå, è íàîáîðîò . ×òî êàñàåòñÿ èñïîëíåíèÿ îáðàç-
öîâ ÝÌ, òî ïðîäîëæèòåëüíîñòü èõ çâó÷àíèÿ íèêàêèìè óêàçàíèÿìè
íå ðåãëàìåíòèðóþòñÿ – ýòè îáðàçöû ìîãóò  áûòü è áîëåå äëèííûìè, è
êîðîòêèìè, à ïðèáëèçèòåëüíûé òåìï èñïîëíåíèÿ, êàê ïðàâèëî, ó ñ-
òàíàâëèâàåòñÿ ñîãëàñíî âåêîâûì òðàäèöèÿì áûòîâàíèÿ.

Áðîñàåòñÿ â ãëàçà, ÷òî äëÿ ïðèìåðîâ ÝÌ áîëåå õàðàêòåðíà äëèí-
íàÿ ïðîäîëæèòåëüíîñòü çâó÷àíèÿ: ìèíèàòþðû â ÝÌ îòñóòñòâóþò . Â
òî æå âðåìÿ ïðîäîëæèòåëüíîñòü ïðîèçâåäåíèé ÀÌ ÿâëÿåòñÿ î÷åíü
ðàçíîé â çàâèñèìîñòè îò æàíðà. Ñóùåñòâó åò îãðîìíîå êîëè÷åñòâî êàê
î÷åíü äëèííûõ, òàê è î÷åíü êîðîòêèõ ïðîèçâåäåíèé. Îäíàêî ïðîäîë-
æèòåëüíîñòü ïðîèçâåäåíèé ÀÌ, â êîòîðûõ âûäâèãàþòñÿ ãëóáîêèå
èäåè èëè îáñóæäàþòñÿ ïðîáëåìû ÷åëîâå÷åñêîãî áûòèÿ è ìîðàëüíûõ
öåííîñòåé, âñåãäà áûâàåò áîëüøîé. Ýòèì êà÷åñòâîì äëèííûå ïðîèç-
âåäåíèÿ ÀÌ ñòàíîâÿòñÿ â îäèí ðÿä ñ ïðîèçâåäåíèÿìè ÝÌ, ïîñêîëü-
êó ñàìà ÝÌ ïî ñóòè äåëà âûäâèãàåò ãëóáîêèå, îò äðåâíåéøåãî ïðî-
øëîãî èñõîäÿùèå ïðîáëåìû ÷åëîâå÷åñêîãî áûòèÿ, ñîçíàíèÿ, ñâÿçè ñ
ïîòóñòîðîííèì  ìèðîì, êîíå÷íî, ïðèáåãàÿ ê ñâîèì, ïåðâîáûòíûì
ñðåäñòâàì õóäîæåñòâåííîé âûðàçèòåëüíîñòè. Â ïðîèçâåäåíèÿõ ÀÌ
âñå ýòè âîïðîñû ðåøàþòñÿ ïóò ëì ïðèìåíåíèÿ ñðåäñòâ îïðåäåëåííîé
ýïîõè.

Äëÿ ìåëîäèé ÝÌ, êàê ïðàâèëî, âñåãäà ñâîéñòâåíåí íåáîëüøîé
äèàïàçîí. Ìåëîäèè áîëåå øèðîêîãî îáú¸ìà õàðàêòåðíû ëèøü äëÿ
ìóçûêè ïîçäíåãî ïðîèñõîæäåíèÿ. Ñîçäà ëòñÿ âïå÷àòëåíèå, ÷òî îáú¸ì
ìåëîäèêè äðåâíåéøåé ÝÌ îãðàíè÷èâàåòñÿ èíòåðâàëàìè êâàðòû è
êâèíòû, à ïîñëåäóþùèå ìåëîäè÷åñêèå ñêà÷êè åù¸ óâåëè÷èâàþò îáú¸ì
ìåëîäèêè è äî ìàëîé (íî íå äî áîëüøîé – ýòî ÷åðòà ïîçäíåé  ÝÌ!)
ñåïòèìû, êîòîðàÿ ñîãëàñíî çàêîíàì íàòóðàëüíîãî èíòîíèðîâàíèÿ,
ïî ñðàâíåíèþ ñ òåìïåðèðîâàííûì ñòðîåì, áûâàåò çíà÷èòåëüíî – íà
31 öåíò – óæå (Bièiûnas 1988: 22, ïðèì. 13).

Ìåëîäèêà ÀÌ áûâàåò î÷åíü ðàçíîé: è äîâîëüíî óçêîãî, è øèðî-
êîãî îáú¸ìà. Âïðî÷åì, ìåëîäèêà óçêîãî îáú¸ìà ñâîéñòâåííà ýïîõàì
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ÀÌ, ïðåäøåñòâîâàâøèì êëàññèöèçìó , òàêàÿ æå ìåëîäèêà â ÀÌ îïÿòü
óêîðåíèëàñü â XX âåêå, âìåñòå ñ óòâåðæäåíèåì â 1960-õ è 1970-õ ãî-
äàõ ìèíèìàëèçìà, îñíîâíûå ïðèíöèïû êîòîðîãî êîðåíÿòñÿ èìåííî
â ýñòåòèêå ÝÌ.

Â ìåëîäèÿõ ÝÌ  äðåâíåéøåãî ñëîÿ çàòàêòû îòñóòñòâóþò. Íà ýòó
îñîáåííîñòü åù¸ â 1969 ãîäó îáðàòèëà âíèìàíèå èçâåñòíàÿ èññëåäî-
âàòåëüíèöà ëèòîâñêèõ íàðîäíûõ ïåñåí, ïðîôåññîð ßäâèãà ×þðë¸-
íèòå: Îñîáàÿ ÷åðòà ðèòìèêè ëèòîâñêèõ íàðîäíûõ ïåñåí – îòñóòñòâèå
çàòàêòà. Ýòî ñâîéñòâåííî è ñëàâÿíñêèì ìåëîäèÿì  (Èiurlionyt ë 1969:
253). Àíàëèç çàïèñåé ïðèìåðîâ ÝÌ, õðàíÿùèõñÿ â àðõèâå àâòîðà , è
íîòíûõ îáðàçöîâ â îïóáëèêîâàííûõ òðóäàõ ïîçâîëÿåò ñ ïîëíîé óâå-
ðåííîñòüþ óòâåðæäàòü, ÷òî ýòî ïðàâèëî ðàñïðîñòðàíÿåòñÿ è íà âñþ
äðåâíåéøóþ  ÝÌ ÷åëîâå÷åñòâà. Çàòàêòû â òî æå âðåìÿ îñîáåííî ñâîé-
ñòâåííû äëÿ ìåëîäèêè ÀÌ, îäíàêî ñóùåñòâó åò äîñòàòî÷íî ìíîãî ïðè-
ìåðîâ, ãäå îíè îòñóòñòâóþò . Êñòàòè ñêàçàòü, çàòàêòû êàê îòëè÷èòåëü-
íàÿ ÷åðòà îáëåã÷àþò ðàñïîçíàâàíèå ìåëîäèé òàê íàçûâàåìîé ïîçäíåé
ÝÌ, â îñíîâíîì – ëèòåðàòóðíûõ ïåñåí è áàëëàä, ïîñêîëüêó çàòàêòû
â ýòèõ ïðîèçâåäåíèÿõ âñòðå÷àþòñÿ äîâîëüíî ÷àñòî.

Â äðåâíåéøèõ ìåëîäèÿõ ÝÌ îòñóòñòâóþò òàêæå è ñåêâåíöèè.
Èñêëþ÷åíèåì ñëóæàò ëèøü ìåëîäèè ÝÌ þæíûõ åâðîïåîèäîâ – îò
Áàëêàíîâ äî Èíäîñòàíà, ãäå ñåêâåíöèè â ÝÌ çàíèìàþò äîñòàòî÷íî
çàìåòíîå ìåñòî. Ñëåäó åò îòìåòèòü è äðóãèå èñêëþ÷åíèÿ èç îáùèõ
ïðàâèë ìóçûêè þæíûõ åâðîïåîèäîâ, ïîñêîëüêó èìåííî äëÿ èõ ÝÌ
õàðàêòåðíû è ëàäû ñ óâåëè÷åííûìè ñåêóíäàìè, è ñ íàòóðàëüíûì ðàç-
äåëåíèåì òîíîâ íà ÷åòûðå è äàæå íà  âîñåìü ÷àñòåé (Apanavièius 2001),
êîòîðûå ïðàêòè÷åñêè íå âñòðå÷àþòñÿ â ìóçûêå äðóãèõ êóëüòóð èëè
âñòðå÷àþòñÿ êðàéíå ðåäêî. Ñåêâåíöèè â ÀÌ çàíèìàþò îñîáîå ìåñòî,
îíè ñëóæàò íåçàìåíèìûì ñðåäñòâîì äëÿ ðàçâèòèÿ ìåëîäèé, óòâåðæ-
äåíèÿ ìóçûêàëüíîé ìûñëè, ñîçäàíèÿ áîãàòîé ìóçûêàëüíîé òêàíè. Èç
íåáîëüøîãî ìîòèâà ïóò¸ì åãî ðàçâèòèÿ ñ ïîìîùüþ ñåêâåíöèé ñîçäà-
þòñÿ âíóøèòåëüíûå ìóçûêàëüíûå ïîëîòíà, íàïðèìåð, ïåðâàÿ ÷àñòü
Ïÿòîé ñèìôîíèè Ëþäâèãà âàí Áåòõîâåíà è äðóãèå øåäåâðû ìèðîâîé
êëàññèêè.

Êñòàòè ñêàçàòü, ñåêâåíöèè, êàê è âûøåóïîìÿíóòûå çàòàêòû, ÿâ-
ëÿþòñÿ õàðàêòåðíîé ÷åðòîé ïîçäíåé  ÝÌ è ìîãóò ñëóæèòü êëþ÷îì äëÿ
å¸ îïðåäåëåíèÿ.

Â ÝÌ ñîâåðøåííî íå èñïîëüçóþòñÿ äèíàìè÷åñêèå âîçìîæíîñòè
èñïîëíåíèÿ. Ìîæíî äàæå ñêàçàòü, ÷òî è äèíàìèêà êàê òàêîâà äëÿ ÝÌ
íå ÿâëÿåòñÿ õàðàêòåðíîé ÷åðòîé. Âî âñ¸ì ìèðå, âî âñåõ áåç èñêëþ-
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÷åíèÿ êóëüòóðàõ ÝÌ (èìååòñÿ â âèäó ÝÌ ëèøü äðåâíåãî ïðîèñõîæ-
äåíèÿ) çâó÷èò ãðîìêî è äàæå î÷åíü ãðîìêî – êðè÷à, âûêðèêèâàÿ,
ïîëíûì ãîëîñîì, ãðîìêî èãðàÿ íà ìóçûêàëüíûõ èíñòðóìåíòàõ, øóì-
íî èñïîëíÿÿ òàíöû è õîðîâîäû. Äàííîå ñâîéñòâî èñïîëíåíèÿ ÝÌ
ïîðàçèòåëüíî òî÷íî õàðàêòåðèçó åò èçâåñòíîå âûðàæåíèå èãðàåò õî-
ðîøî è ãðîìêî , èñïîëüçó åìîå â ëèòîâñêîé ýòíè÷åñêîé êóëü òóðå äëÿ
îöåíêè õîðîøåãî ìóçûêàíòà. Îäíàêî íà âîïðîñ – ïî÷åìó ÝÌ âî âñ¸ì
ìèðå èñïîëíÿåòñÿ èìåííî ãðîìêî? – îòâåòèòü íåëåãêî. Äàííîå ñâîé-
ñòâî ìîãëî áûòü íàñëåäèåì òåõ îòäàë¸ííûõ ýïîõ, êîãäà ñàìà ÝÌ ñëó-
æèëà ñðåäñòâîì ïåðâîáûòíîé êîììóíèêàöèè ( Æîðäàíèÿ 1989 : 296–
297), îäíàêî êîíå÷íûé àäðåñ ýòîé êîììóíèêàöèè îñòà¸òñÿ íåÿñíûì.
A èìåííî , íåÿñíî, ìåæäó êåì – ìåæäó æèòåëÿìè ýòîãî èëè ìåæäó
ïðåäñòàâèòåëÿìè òîãî  ñâåòà – ïðîâîäèëîñü ñîîáùåíèå, è ýòî äà¸ò îñ-
íîâó äëÿ âûäâèæåíèÿ ìûñëè, ÷òî ÝÌ èçäàâíà ìîãëà ñëóæèòü òàêæå è
ñðåäñòâîì äëÿ îáùåíèÿ ñ ïîòóñòîðîííèì  ìèðîì ïðåäêîâ. Åñëè ýòî
äåéñòâèòåëüíî òàê, ìîæíî ïðåäïîëîæèòü, ÷òî ãðîìêîå èñïîëíåíèå
íàâåðíÿêà ìîãëè ëó÷øå ó ñëûøàòü ïðåäêè è äðóãèå ïðåäñòàâèòåëè
èíîãî  ìèðà. Êàê áû  òàì íè áûëî, íî ñîâåðøåííî î÷åâèäíî, ÷òî
íèêàêè e äèíàìè÷åñêè e íþàíñû  – ãðîìêî, òèõî, ïîñòåïåííî óâåëè-
÷èâàÿ èëè óìåíüøàÿ ãðîìêîñòü çâó÷àíèÿ – â èñïîëíåíèè äðåâíåé-
øåé  ÝÌ íå èìåþò çíà÷åíèÿ. Âñÿ îíà, ìîæíî ñêàçàòü, èñïîëíÿåòñÿ ,
ëèøü ïðèìåíÿÿ îäèí è òîò æå äèíàìè÷åñêèé çíàê – ãðîìêî è î÷åíü
ãðîìêî.

Íàîáîðîò , äèíàìèêà â ÀÌ ÿâëÿåòñÿ ÷ðåçâû÷àéíî ñóùåñòâåííûì
ñðåäñòâîì õóäîæåñòâåííîé âûðàçèòåëüíîñòè. Ïîñðåäñòâîì äèíàìè-
êè ìîæíî ñîçäàòü äàæå âïå÷àòëåíèÿ ïðèáëèæåíèÿ è óäàëåíèÿ øå-
ñòâèÿ, õîòÿ âñå èñïîëíèòåëè â ýòî âðåìÿ íàõîäÿòñÿ íà ñöåíå. Êñòàòè,
äèíàìè÷åñêèå íþàíñû, øèðîêî ïðèìåíÿåìûå â ÀÌ, òàêæå íå âîç-
íèêëè ñðàçó: äî ýïîõè êëàññèöèçìà â îñíîâíîì ïðèìåíÿëàñü òàê íà-
çûâàåìàÿ êîíòðàñòíàÿ  äèíàìèêà, êîãäà ñðàâíèòåëüíî íåáîëüøîé
ãðóïïå èñïîëíèòåëåé çíà÷èòåëüíî ãðîì÷å ïîñòîÿííî îòâå÷àëà äðó-
ãàÿ, áóëüøàÿ ãðóïïà. Ýòèì äèíàìèêà ÀÌ ïðîøåäøèõ ýïîõ âî ìíî-
ãîì ïåðåêëèêàåòñÿ ñ ïðèíöèïîì èñïîëíåíèÿ ÝÌ, ïîñêîëüêó ïîäîá-
íûé êîíòðàñò âî âñåõ ìèðîâûõ êóëü òóðàõ ñóùåñòâóåò è ïî ñåé äåíü:
ïåñíþ, íàïðèìåð, çàâîäèò îäèí èñïîëíèòåëü (ðåæå – íåáîëüøàÿ ãðóï-
ïà), à åìó ïîñòîÿííî è çíà÷èòåëüíî ãðîì÷å îòâå÷àåò áîëüøàÿ ãðóïïà
ëþäåé.

Óòâåðäèâøèéñÿ â ÀÌ c ýïîõîé êëàññèöèçìà ïîñòåïåííû e äèíà-
ìè÷åñêèå íàðîñòàíèÿ  è óáûâàíèÿ  ñîâåðøåííî íå ñâîéñòâåííû äëÿ
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èñïîëíåíèÿ ÝÌ. Ò àêàÿ äèíàìèêà, âïðî÷åì, íå õàðàêòåðíà è äëÿ ïî-
çäíåé ÝÌ è ñëóæèò äîêàçàòåëüñòâîì òîãî, ÷òî èñòîêè äàííîãî ñëîÿ
ÝÌ âîñõîäÿò ê ýïîõàì, ïðåäøåñòâóþùèì êëàññèöèçìó .

Â ÝÌ, çà èñêëþ÷åíèåì ìóçûêè þæíûõ åâðîïåîèäîâ, íåò ó ñêî-
ðåíèé è çàìåäëåíèé òåìïà. ÝÌ ïóëüñèðó åò ðàâíîìåðíî, à â ñëó÷àå
èçìåíåíèÿ òåìïà (õîðîâîäîâ, èãðîâûõ òàíöåâ è ò . ï.) îí ìåíÿåòñÿ ðåç-
êî, íî íå ïîñòåïåííî. Íèêîãäà íå çàìåäëÿþòñÿ è îêîí÷àíèÿ ïðèìå-
ðîâ ÝÌ – çàìåäëåíèåì òåìïà îíè íå ïîä÷¸ðêèâàþòñÿ. Èñïîëíåíèå
ÝÌ ïðåðûâàåòñÿ âíåçàïíî, íåðåäêî ïîñëå ïîäà÷è ñîîòâåòñòâóþùåãî
çíàêà âîñêëèöàíèåì (íà ýòî, êàê ïðàâèëî, âîñêëèêàìè îòâå÷àþò îñ-
òàëüíûå èñïîëíèòåëè), êèâàíèåì ãîëîâîé èëè äðóãèì äâèæåíèåì
êîão-ëèáî èç èñïîëíèòåëåé. Ïðàâäà, íåðåäêî çàìåäëÿþòñÿ îêîí÷à-
íèÿ ïðèìåðîâ ïîçäíåé ÝÌ, íî ýòî – âëèÿíèå ìàíåðû èñïîëíåíèÿ ÀÌ.
Êàê óæå áûëî ñêàçàíî, èñêëþ÷åíèå ñîñòàâëÿåò èñïîëíåíèå ÝÌ þæ-
íûõ åâðîïåîèäîâ, ãäå î÷åâèäíûå ó ñêîðåíèÿ âñåãäà áûâàþò ðàâíîìåð-
íûìè, îäíàêî îêîí÷àíèÿ ìåëîäèé çàìåäëåíèåì òåìïà òîæå íèêîãäà
íå ïîä÷¸ðêèâàþòñÿ.

Óñêîðåíèÿ è çàìåäëåíèÿ òåìïà – îáû÷íîå ñâîéñòâî ÀÌ, òàê íà-
çûâàåìàÿ àãîãèêà – îñîáåííî õàðàêòåðíû äëÿ èñïîëíåíèÿ ìóçûêè
êîìïîçèòîðîâ ðîìàíòèêîâ. Äî ýòîãî ÀÌ òàêæå íå îòëè÷àëàñü îñîáîé
ñâîáîäîé  òåìïà. Îäíàêî â ÀÌ ïî÷òè âñåõ ýïîõ îêîí÷àíèÿ ïðîèçâåäå-
íèé î÷åíü ÷àñòî çàìåäëÿþòñÿ. È ëèøü â XX âåêå êîìïîçèòîðû ÀÌ –
ìèíèìàëèñòû – îïÿòü âåðíóëèñü ê ïðèíöèïó ðàâíîìåðíîé ïóëüñà-
öèè òåìïà, õàðàêòåðíîé äëÿ èñïîëíåíèÿ ÝÌ âñåõ ìèðîâûõ êóü òóð.
Âïðî÷åì, äëÿ ÀÌ âñåõ ýïîõ, êàê è äëÿ ÝÌ, òàêæå ñâîéñòâåííî ðåçêîå
èçìåíåíèå òåìïà.

ÝÌ è ÀÌ ðåçêî îòëè÷àþòñÿ è ïî ïðèöèïó ñàìîãî èñïîëíåíèÿ è
ñîñòàâà èñïîëíèòåëåé. Äëÿ èñïîëíåíèÿ ÝÌ, êàê óæå áûëî ñêàçàíî,
ñîñòàâ èñïîëíèòåëåé íå ñòîëü ñóùåñòâåí, â òî æå âðåìÿ â ÀÌ, íà÷è-
íàÿ ñ ýïîõè êëàññèöèçìà, ñîñòàâ èñïîëíèòåëåé ÷¸òêî óêàçûâàåòñÿ.
Íåñóùåñòâåííîé äëÿ èñïîëíåíèÿ ÝÌ ÿâëÿåòñÿ è êâàëèôèêàöèÿ èñ-
ïîëíèòåëåé – å¸ ìîæåò ó ñïåøíî èñïîëíÿòü ëþáîé ÷ëåí îáùåñòâà,
èìåþùèé ïðèðîäíîå äàðîâàíèå. Äëÿ èñïîëíåíèÿ ÀÌ íóæíà ñïåöè-
àëüíàÿ êâàëèôèêàöèÿ. Ñîîòâåòñòâóþùèé óðîâåíü íåðåäêî òðåáó åòñÿ
è äëÿ ñëóøàòåëåé ÀÌ. Òàêèì îáðàçîì, ìîæíî ñ óâåðåííîñòüþ ñêà-
çàòü, ÷òî ÝÌ ïî ñâîåé ïðèðîäå ÿâëÿåòñÿ äåìîêðàòè÷åñêîé, â òî âðåìÿ
êàê ÀÌ ñ äðåâíîñòè è äî íàøèõ äíåé îñòàëàñü ýëèòàðíûì âèäîì èñ-
êóññòâà.
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Èòîãè ñðàâíåíèÿ

Èç ïðèâåä¸ííîãî ñðàâíåíèÿ îñíîâíûõ ñâîéñòâ ÝÌ è ÀÌ ñëåäó-
åò, ÷òî êàê ïî ÎÔÏ, òàê è ïî Î ÍÏ ÝÌ ÿâëÿåòñÿ âî ìíîãîì áîëåå ó ñ-
òîé÷èâîé, å¸ çàìåòíî íå çàòðîíóëî âîçäåéñòâèå ÷åëîâå÷åñêîé ðàöèî-
íàëüíîé óïîðÿäî÷åííîñòè. Â òî æå âðåìÿ ÀÌ ôóíêöèîíèðó åò ñîãëàñ-
íî ÿñíûì è ÷¸òêèì ïðàâèëàì å¸ ñî÷èíåíèÿ è èñïîëíåíèÿ, êîòîðûå
íà ïðîòÿæåíèÿ âåêîâ ìåíÿëèñü. Îäíàêî òàêæå áðîñàåòñÿ â ãëàçà òî,
÷òî, íåñìîòðÿ íà î÷åâèäíûå ðàçëè÷èÿ, îáà âèäà ìóçûêàëüíîãî èñêó ñ-
ñòâà âî ìíîãîì ñõîäíû â îòíîøåíèè èõ çàêîí÷åííîñòè, ñîâåðøåí-
íîñòè. ÝÌ ÿâëÿåòñÿ ñîâåðøåííîé, èçûñêàííîé, ìîæíî ñêàçàòü, èäå-
àëüíîé, íå òðåáóþùåé íèêàêèõ óëó÷øåíèé. Å¸ ñòðóêòóðà è îñîáåí-
íîñòè èñïîëíåíèÿ îòëàæåíû ìíîãîâåêîâûìè òðàäèöèÿìè áûòîâàíèÿ.
Òî æå ñàìîå îòíîñèòñÿ è ê ÀÌ. Ëó÷øèå å¸ ïðîèçâåäåíèÿ ÿâëÿþòñÿ
òàêèìè æå îòëàæåííûìè, ñîâåðøåííûìè, ìîæíî ñêàçàòü, èäåàëüíû-
ìè, êàê è ïðèìåðû ÝÌ. Ýòè ïðîèçâåäåíèÿ òàêæå íå íóæäàþòñÿ íè â
êàêèõ óñîâåðøåíñòâîâàíèÿõ, ïîñêîëüêó òàêèì ïóò¸ì ìîæíî èñêàçèòü
èõ ñóòü. È, õîòÿ íà ïðîòÿæåíèè ïî÷òè âñåõ ýïîõ ïðîèçâåäåíèÿ ÀÌ
ïîäâåðãëèñü ðàçíûì òðàíñêðèïöèÿì, îäíâðåìåííî âñåãäà ñóùåñòâî-
âàëî ñòðåìëåíèå êàê ìîæíî ìåíüøå îòîéòè îò èõ îðèãèíàëà.

Êñòàòè ñêàçàòü, ïåðåðàáîòêàì ïîäâåðãàëèñü è ïî ñåé äåíü ïîä-
âåðãàþòñÿ è ïðèìåðû ÝÌ. Íå ñ÷èòàÿ öèòàò ÝÌ â ïðîèçâåäåíèÿõ ÀÌ,
ñàìàÿ çàìåòíàÿ âîëíà òàêèõ ïåðåðàáîòîê íàáëþäàëàñü, íà÷èíàÿ ñ 20-õ
ãîäîâ XIX âåêà, êîãäà íà ïåðâûõ ïåñåííûõ ïðàçäíèêàõ â Øâåéöàðèè
(1826) è Ãåðìàíèè (1827) çàçâó÷àëè íàðîäíûå ïåñíè, èñïîëíÿåìûå
àêàäåìè÷åñêèì ñâîäíûì õîðîì; òàêèì îáðàçîì íàðîäíûå ìåëîäèè
áûëè ïîñòàâëåíû íàðÿäó ñ ïåñíîïåíèÿìè, èñïîëíÿâøèìèñÿ â êîñ-
ò¸ëàõ ýòèõ ñòðàí âo âðåìÿ ëþòåðàíñêèõ îáðÿäîâ (Gudelis 2009). Ýò-
íè÷åñêèå ïåñíè, îáðàáîòàííûå äëÿ èñïîëíåíèÿ àêàäåìè÷åñêèì õî-
ðîì, ïðåâðàòèëèñü â ïðîèçâåäåíèÿ ÀÌ. Ïðèìåðû ÝÌ ïîäâåðãëèñü
ðàçíûì àðàíæèðîâêàì è â äðóãèõ åâðîïåéñêèõ ðåãèîíàõ, ñî âòîðîé
ïîëîâèíû XIX âåêà òàêæå â Ëèòâå è â äðóãèõ Áàëòèéñêèõ ñòðàíàõ. Â
íàøåì ðåãèîíå âàæíûì ïîâîäîì àêàäåìèçàöèè ÝÌ ñëóæèëà òðàäè-
öèÿ ïåñåííûõ ïðàçíèêîâ, à ñ ñåðåäèíû XX âåêà – è áûòîâàíèå àíñàì-
áëåé íàðîäíûõ ïåñåí è òàíöåâ, îñíîâó ðåïåðòóàðà êîòîðûõ ñîñòàâëÿ-
þò èìåííî ðàçíûå àðàíæèðîâêè ÝÌ. Îäíàêî ïîäâåðãíóòü ïðàâèëàì
ÀÌ ìåëîäèè ÝÌ è ñåãîäíÿ íåëåãêî, ïîñêîëüêó ýòîìó ìàëî ñïîñîá-
ñòâóþò âûøåíàçâàííûå è ðàññìîòðåííûå ðàçëè÷èÿ íåôîðìàëüíûõ
ïðèçíàêîâ ýòíè÷åñêîé è àêàäåìè÷åñêîé ìóçûêè. Â ðàçíûõ ïîëüçóþ-
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ùèõñÿ ïîïóëÿðíîñòüþ îáðàáîòêàõ è àðàíæèðîâêàõ êëþ÷åâûìè ïðèí-
öèïàìè ÝÌ ïðåíåáðåãàëîñü. Ìîæíî ëèøü ðàäîâàòüñÿ, ÷òî ýòè ïðèí-
öèïû çàíîâî âîññòàíîâëåíû â ôîëüêëîðíîì äâèæåíèè, êîòîðîå â
íà÷àëå XX âåêà çàðîäèëîñü â Åâðîïå è â 60-ûå– 70-ûå ãîäû áûëo
ïîäõâà÷åío è Áàëòèéñêèìè ñòðàíàìè. Î÷åâèäíî, îäíàêî, ÷òî è â ýòîì
äâèæåíèè çàìåòíî âëèÿíèå ïðèíöèïîâ ÀÌ, íå ñïîñîáñòâóþùåå ïîë-
íîé ïåðåäà÷è âñåé êðàñîòû ÝÌ è èñêàæàþùåå å¸ ñóòü.

Íåñìîòðÿ íà òî, ÷òî â ðàìêàõ ÝÌ êàê ïåðâîáûòíîãî , à â ðàìêàõ
ÀÌ êàê  ýëèòàðíîãî  èñêóññòâà èñïîëüçóþòñÿ ðàçíûå ñðåäñòâà õóäî-
æåñòâåííîé âûðàçèòåëüíîñòè, êîíå÷íûé ðåçóëü òàò â îáîèõ âèäàõ èñ-
êóññòâà îäèíàêîâ. Èñïîëíåíèå êàê ÝÌ, òàê è ÀÌ ïðîèçâîäèò íà
ñëóøàòåëåé (è ñàìèõ èñïîëíèòåëåé) áîëüøîå âïå÷àòëåíèå. Ñîçäà¸ò-
ñÿ èñêëþ÷èòåëüíîå íàñòðîåíèå, îáúåäèíÿþùåå ñëóøàòåëåé è èñïîë-
íèòåëåé. Ýòèì ÀÌ ïåðåêëèêàåòñÿ ñ ÝÌ, ïðåäíàçíà÷åíèå êîòîðîé ñ
äàâíèõ âðåì¸í íàâåðíÿêà áûëî ìàãè÷åñêîå è îáðÿäîâîå. Ñàìî ìóçè-
öèðîâàíèå áûëî è åñòü îñîáûé îáðÿä, îäíàêî â îòíîøåíèè ÝÌ íå
ñîâñåì ïîíÿòíà öåëü è íàçíà÷åíèå ýòîãî îáðÿäà. Îáðÿäíîñòü â ÀÌ
ïðîÿâëÿåòñÿ áîëåå ÿñíî, ïîñêîëüêó çíà÷èòåëüíàÿ ÷àñòü øåäåâðîâ ìè-
ðîâîé êëàññèêè ïðåäíàçíà÷àëîñü äëÿ ðåëèãèîçíûõ îáðÿäîâ. Íàêîíåö,
ëþáîé ñîâðåìåííûé öåðåìîíèàë íåìûñëèì áåç ñîïðîâîæäåíèÿ ìó-
çûêè. ×àùå âñåãî çâó÷èò ÀÌ, îäíàêî íåðåäêî, ñ öåëüþ ïîä÷¸ðêèâà-
íèÿ íàöèîíaëüíoão õàðàêòåðà îáðÿäà, èñïîëíÿåòñÿ è ÝÌ. Ïîýòîìó
ôîëüêëîðíûå êîëëåêòèâû ñâî¸ èñêó ññòâî ïîêàçûâàþò íå òîëüêî âî
âðåìÿ êîíöåðòîâ è ôåñòèâàëåé, íî è â ðàìêàõ òîðæåñòâåííûõ ãîñó-
äàðñòâåííûõ ïðàçäíèêîâ. Ñåãîäíÿ òàêîå áûòîâàíèå ÝÌ õàðàêòåðíî
íå òîëüêî äëÿ Ëèòâû è ñîñåäíèõ Áàëòèéñêèõ ãîñóäàðñòâ, íî è äëÿ
ìíîãèõ åâðîïåéñêèõ ñòðàí, ïîñêîëüêó îáùåñòâåííîñòü æåëàåò ãëóá-
æå îñâîèòü ñâî¸ äàâíåå êóëüòóðíîå íàñëåäñòâî, êîòîðîå àññîöèèðó åò-
ñÿ ñ å¸ ýòíè÷åñêèì èäåíòèòåòîì.

Âûâîäû

Ñðàâíåíèå îñíîâíûõ ôîðìàëüíûõ ïðèçíàêîâ ÝÌ è ÀÌ äà¸ò
îñíîâàíèå äëÿ óòâåðæäåíèÿ, ÷òî ÀÌ âîçíèêëà íà ïî÷âå ÝÌ è áûëà
ïîäâåðãíóòà ðàöèîíàëüíîìó âîçäåéñòâèþ ÷åëîâå÷åñêîé âîëè.

Ïîäîáíîãî âìåøàòåëüñòâà ÷åëîâåêà ïðàêòè÷åñêè íåëüçÿ íàáëþ-
äàòü â ôóíêöèîíèðîâàíèè ÝÌ âïëîòü äî íàøèõ äíåé, è ýòî îáñòîÿ-
òåëüñòâî íàâîäèò íà ìûñëü, ÷òî ÝÌ âîçíèêëà åñòåñòâåííî è ðàçâèâà-
ëàñü íàòóðàëüíî – êàê çàêîí ïðèðîäû.
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Îñíîâíûå íåôîðìàëüíûå ïðèçíàêè è èõ ñðàâíåíèå ïîçâîëÿþò
óòâåðæäàòü, ÷òî ÝÌ è ÀÌ èñïîëüçóþò ñîâåðøåííî ðàçíûå ñðåäñòâà
õóäîæåñòâåííîé âûðàçèòåëüíîñòè, îäíàêî äîñòèãàþò îäèíàêîâûé
êîíå÷íûé ðåçóëü òàò.

Ñðàâíåíèå  îñíîâíûõ  ïðèçíàêîâ  äà¸ò òàêæå îñíîâó äëÿ óòâåðæ-
äåíèÿ, ÷òî ÝÌ ïî ñâîåé ïðèðîäå ÿâëÿåòñÿ äåìîêðàòè÷åñêîé, â òî âðå-
ìÿ êàê ÀÌ ñ äðåâíîñòè è äî íàøèõ äíåé îñòàëîñü ýëèòàðíûì âèäîì
èñêóññòâà.

Ethnic and Academic Music: Connections and Differences

Romualdas Apanavièius

Summary

According to the researches carried out by the author it is evident
that ethnic music (EM) is the kind of the primitive art and must be
evaluated using the different methodology from the methodology which
is used for the researches of academy music (AM). Conclusion is made
according to the comparison of the main formal features (table No. 1)
and main non-formal features (table No. 2) of EM and AM. The table
No. 1 shows that both kinds of the musical art have connections and
differences. The melody and manner of execution, for example, which
are very significant features of the AM, could be petty in the examples of
EM. As it is evident in the table No. 2, differently from the AM, the EM
usually is not limited by the specific duration, it has not the sequences,
expressional dynamic and other features, which were formed and mostly
stabilized since the time of the Classicism. Only the trends of the con-
temporary music of the 20th century adopted main qualities of the EM,
because in the EM the features were found similar to indications of the
post-modern art as well. It is mostly evident in the aesthetic of the
minimalism of the 60-ies of the 20th century.

According to the comparison of the main features of EM and AM,
the author came to the conclusion that EM, most probably, could appear
and be performed being naturally based on the laws of the acoustics.
AM was indeed developed from the EM, because its main features show
the noticeable influence of the human rationality. It is also evident, that
both kinds of the musical art, using different means of musical and art
expression, reach the same final result – a very suggestive impression.
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Paradigmu maiòa Latvijas etnomuzikoloìijâ:
atgrieðanâs pie latvieðu un cittautu

mûzikas sakariem

Dr. art. Anda Beitâne
Jâzepa Vîtola Latvijas Mûzikas akadçmijas profesore

Jebkuras jomas pçtniecîba balstâs uz izpçtes paradigmâm. To analîze
un nepârtraukta pârskatîðana ne tikai veido pçtniecisko diskursu, bet arî
palîdz izprast nozares attîstîbas gaitu un virzîbu ilgâkâ laikposmâ. Latvieðu
mûzikas zinâtnç joprojâm nav pârâk daudz darbu, kas bûtu veltîti
paradigmu izvçrtçjumam. Rezultâtâ nereti tiek apzinâti vai neapzinâti
aizmirsts vai ignorçts iepriekðçjo zinâtnieku paaudþu veikums, tâ vietâ
mçìinot izgudrot divriteni katru gad’ no jauna.

Ðî raksta centrâlâ ass vçrsta uz paradigmu analîzi Latvijas etnomu-
zikoloìijâ, pçc ilgâka laika atkal pievçrðoties latvieðu un cittautu mûzikas
sakariem (Goldins 1972). Pirms tam noteikti jâatzîmç, ka arî pati Latvijas
etnomuzikoloìija, par kuras aizsâkumiem tâ îsti varam runât tikai kopð
pagâjuðâ gadsimta 90. gadiem, ir pçtniecisko paradigmu maiòa, ja salîdzi-
nâm ar to, kâda bija tradicionâlâs mûzikas pçtniecîba iepriekð. Îsi vispâ-
rinot, tâ pamatâ bija vçrsta uz mûzikas materiâla analîzi ar profesionâlâs
jeb akadçmiskâs mûzikas analîzç aprobçtu instrumentâriju vai arî pçtîja
daþâdu tradicionâlâs mûzikas fenomenu vçsturisko izcelsmi un senumu:
piemçram, mçìinâja atrast latvieðu burdona saknes Balkânu reìionâ
3. gadu tûkstotî pirms mûsu çras, kâ to 20. gadsimta 70. un 80. gados
darîja Kârlis Brambats (Brambats 1973, 1974, 1983) un Vilis Bendorfs
(Bendorfs 1988), balstoties uz lingvistikas datiem. Jau racionâlâk lîdzîgu
tçmu risinâjis Mârtiòð Boiko, kurð savâ rakstâ Ýòíîèñòîðè÷åñêèå àñ-
ïåêòû ëàòûøñêîãî áóðäîííîãî ìíîãîãîëîñèÿ  (Áîéêî 1990), pamatojoties
uz fiziskâs antropoloìijas atklâjumiem, burdondaudzbalsîbas ienâkðanu
paðreizçjâs Latvijas teritorijâ datç ar mûsu çras 1. gadu tûkstoða otro
pusi un raugâs pavisam citâ virzienâ – uz Baltkrieviju un Krieviju, no
kurienes, saskaòâ ar viòa rakstîto, ðeit toreiz ieceïoja un apmetâs uz dzîvi
platsejaino austrumbaltu ciltis (Áîéêî 1990: 86–87).

Tikai gadu vçlâk top kâds Latvijas etnomuzikoloìijai ïoti nozîmîgs
manuskripts. Tas ir joprojâm nepublicçtais Mârtiòa Boiko pçtîjums Zie-
meïlatgales burdondaudzbalsîba: konteksts un struktûras (Boiko 1991),
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kas pavçrð visu Latvijas etnomuzikoloìiju – cik nu tâ liela vispâr tolaik
ir – gluþi atðíirîgâ virzienâ, liekot pamatus lokâlo tradîciju izvçrtçjumam
antropoloìiskâ kontekstâ un balstoties uz lauka pçtîjumiem. Kâdâ no
saviem agrâk publicçtajiem rakstiem esmu atïâvusies ðo Boiko manus-
kriptu dçvçt arî par Rietumu paradigmâs sakòotas etnomuzikoloìijas
sâkumpunktu Latvijas mûzikas zinâtnç (Beitâne 2009: 10). Zîmîgi, ka
manuskripta tapðanas laiks vçsturiski sakrît ar Latvijas valstiskâs neatka-
rîbas atguvi un atbrîvoðanos no t. s. dzelzs priekðkara. Tagad, kad pagâjuði
jau vairâk nekâ divdesmit gadi, varam konstatçt: lokâlo tradîciju pçtnie-
cîba ar izteiktu lauka pçtîjumu dominanti atspoguïojas teju visâs ðajâ
periodâ Latvijâ izdotajâs etnomuzikoloìiskajâs publikâcijâs. Tomçr jâat-
zîst, ka esmu kïûdîjusies attiecîbâ uz Latvijas etnomuzikoloìijas sâkum-
punkta noteikðanu, jo lîdzâs jau minçtajam ir vçl kâds pçtîjums, kas,
neraugoties uz savu cienîjamo vecumu, uzrâda pârsteidzoði modernas
etnomuzikoloìiskâs tendences. Runa ir par jau 1957. gadâ pabeigto
Jçkaba Graubiòa darbu Grievaltas dziesmu lizda, kas dienasgaismu pub-
licçta teksta veidolâ ieraudzîja tikai 2010. gada nogalç. Ðeit atrodamas
gandrîz visas tâs paðas nostâdnes, kâdas Latvijas etnomuzikologi centuðies
îstenot savos uz lauka pçtîjumiem balstîtajos muzikâli antropoloìiskas
ievirzes darbos laikâ kopð 20. gadsimta 90. gadiem lîdz mûsdienâm.

Lokâlo tradîciju izpçtes nozîmîba, protams, ir likumsakarîga – seviðíi
situâcijâ, kad tas tikpat kâ nav darîts vai arî ir darîts visai fragmentâri.
Tomçr, nonâkot starptautiskâ zinâtniskâ apritç, neviïus saskaramies ar
nepiecieðamîbu izvçrtçt savu tradicionâlâs mûzikas materiâlu un tâ pçt-
niecîbas paradigmas plaðâkâ diskursâ. Viens no ðî diskursa aspektiem ir
daþâdu tradîciju un daþâda repertuâra savstarpçjo attiecîbu jautâjums,
un nâkas konstatçt, ka pçdçjo divdesmit gadu laikâ Latvijas etnomu-
zikologi tam tikpat kâ nav pievçrsuði uzmanîbu. Ðis tad arî bûs rakurss,
kura ietvaros turpinâjumâ centîðos iezîmçt galvenâs pçtnieciskâs para-
digmas un to izmaiòas Latvijas etnomuzikoloìijâ, atgrieþoties pie latvieðu
un cittautu mûzikas sakariem – kâ jau zinâms, tâ bija viena no centrâlajâm
tçmâm Makða Goldina mûzikas folklorista darbîbâ 20. gadsimta 50.–
70. gados. Savulaik ne viens vien no viòa kolçìiem mçdza raukt degunu,
runâjot par ðo tçmu, jo ðíita, ka tas nebût nav pats svarîgâkais jautâjums,
kam pievçrst uzmanîbu latvieðu tradicionâlâs mûzikas pçtniecîbâ. Iespç-
jams, ka sava loma ðeit bija arî tîri politiskiem aspektiem. Tomçr patlaban,
kad jau ir pagâjis pietiekami ilgs laiks ne tikai politiskâs neatkarîbas
statusâ, bet arî Latvijas etnomuzikoloìijas kâ nozares attîstîbâ, ðíiet
vilinoði pievçrsties ðiem jautâjumiem nu jau no citas laika distances. Un,
kâ parasti, izrâdâs – jo dziïâk meþâ, jo vairâk malkas.
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* * *

Tradicionâlâs mûzikas vâcçjiem un pçtniekiem daþâdos laikos ir bijusi
atðíirîga attieksme pret cittautu mûzikas ietekmçm latvieðu tradicionâlajâ
mûzikâ. Sistemâtiskas latvieðu tautasdziesmu un instrumentâlâs mûzikas
vâkðanas un pçtniecîbas pamatlicçjs Andrejs Jurjâns savâ Latvju tautas
mûzikas materiâlu piektajâ grâmatâ skaidri norâda, ka nelatviskas izcel-
smes melodijas ðeit apzinâti netiek publicçtas un arî vairâku publicçto
melodiju latviskums varçtu bût apðaubâms. Viòð raksta: Te nu tûliò jâpie-
zîmç, ka laba daïa no ðîm dejâm nav tautas dejas, bet patapinâtas no
citâm tautâm, kâ tas redzams no sabojâtiem nosaukumiem un izveðanas
veida. [..]  Ievçrojot visu to, ðaubîjos, vai pavisam ðâdas dejas uzòemt
krâjumâ? Ja tomçr to daru, tad nevis tâdçï, lai viòas tiktu uzskatîtas par
tautas dejâm, bet tikai lai râdîtu, kâdas dejas latvji savâ laikâ dejojuði, jo
vçsturiska nozîme viòâm nav noliedzama. Viòu starpâ nav uzòemtas tâs,
kuras vispârîgi pazîstamas kâ cittautu raþojumi (Jurjâns 1921: 5). Tâdçjâdi
jau latvieðu tradicionâlâs mûzikas vâkðanas un pçtniecîbas sâkumposmâ
radies pieòçmums, ka ðîs mûzikas vçrtîgâkâ daïa ir tâ, kas brîva no jeb-
kâdâm – gan cittautu, gan jaunâku laiku – ietekmçm.

Pçc divdesmit gadiem cits pçtnieks, Jûlijs Sproìis, somu mûzikas
folkloristikas skolas iespaidâ savâ darbâ Jâòu dziesmu melodijas (1941),
gluþi pretçji, meklç vairâku latvieðu tautasdziesmu patieso izcelsmi un
atklâj, ka tâs ir intonatîvi tuvas daþâdu citu tautu melodijâm. Jûlija Sproìa
motivâciju ilustrç viòa rakstîtais, ka visâ pasaulç nu ir sakrâts milzîgs
daudzums mûzikas folkloras materiâlu gan fonogrammâs, gan rakstîtâ
veidâ un atrodas daþâdu tautu îpaðumos. Tâdçï rodas interese tos sagrupçt
un rast kâdu kârtîbu, rodas interese noskaidrot pamattipus (pamat-
motîvus) un viòu variantus daþâdâs zemçs un tautâs, lai tâlâk noskaidrotos
ðo materiâlu îstâ piederîba, to îstie pirmcçloòi (pirmvietas) un tâlâkie
veidojumi, jo daudzu melodiju pirmcçlonîba, pirmvieta, tagad (allaþ tikai
pavirði salîdzinot daþâdu tautu tautas mûzikas materiâlus) ir kïuvusi
diezgan apðaubâma (Sproìis 1941: 25). Jûlijs Sproìis arî atzîmç, ka,
rokoties pa vairâku tautu mûzikas folkloras materiâliem, var redzçt, ka
lielâkâ vai mazâkâ mçrâ lîdzîgi materiâli (tuvâki vai tâlâki varianti) ir
nevien tuvâkâm, bet arî tâlâkâm tautâm (Sproìis 1941: 25). Lai arî ðíiet,
ka paða izvirzîto uzdevumu – noskaidrot materiâlu îsto piederîbu vai
pirmvietu – autoram tâ îsti sasniegt neizdodas un viòð arî netiek daudz
tâlâk par paða kritizçto pavirðo salîdzinâðanu, ðis tomçr ir pirmais mçìi-
nâjums meklçt kopîgo un atðíirîgo latvieðu un cittautu mûzikas materiâlâ.



25

A. Beitâne. Paradigmu maiòa Latvijas etnomuzikoloìijâ: atgrieðanâs pie..

Ilgi nav jâgaida arî nâkamais radniecîgas ievirzes darbs. Astoòus
gadus vçlâk pabeigts Jçkaba Graubiòa pçtîjums Paralçles starp latvieðu
un krievu tautas dziesmâm (1949). Tâ manuskripts glabâjas Latvijas
Mûzikas akadçmijas Jâzepa Vîtola Piemiòas istabâ. Pçtîjuma ievadâ
lasâm: Katras tautas mûzikas folkloristika stâda sev uzdevumu – izpçtît
savas tautas mûzikâlo gaºamantu îpatnîbas, t. i. – kas tajâs pilnîgi atðíirîgs
no citu tautu mûzikâlajâm gaºamantâm. Atðíirîbas iepazît iespçjams tikai
salîdzinâjumâ. Tâdçï latvieðu tautas mûzikas îpatnîbas pçtot, nepiecieðami
to salîdzinât ar citu tautu mûziku – pçc iespçjas ar daudzu citu tautu
mûziku, lai bûtum droði, ka tas, kas râdâs mums vieniem piederîgs, tâds
patiesi arî bûtu, nevis tikai maldîgi noturçts par mûsu îpatnîbu, citu tautu
mûziku nepazîstot, un varbût ðî “îpatnîba” ir tikpat “îpatnçja”. Tas ir
milzu darbs, saistîts ar rakòâðanos un iedziïinâðanos folkloras materiâlu
blâíos, ar rûpîgiem salîdzinâjumiem daþâdos elementos no daþâdiem
viedokïiem. Mûzikas folkloristika vçl jauna zinâtne un paveikusi salî-
dzinâmâ laukâ ïoti maz. Daþâdu tautu mûzikas îpatnîbas tâlu no noteik-
tiem formu lçjumiem, pavirðîba, pârsteidzîba un kïûdas konstatçjumos
redzamas ik uz soïa. Bet – nekïûdâs tikai tas, kas nekâ nedara (Graubiòð
1949: 1–2). Nav ðaubu, ka ðî manuskripta publikâcija ne tikai pavçrtu
jaunas iespçjas pçtniecîbai, bet arî apliecinâtu: ja vien Graubiòa dzîve
bûtu ritçjusi citâdu ceïu, Latvijas etnomuzikoloìija ðodien jau atrastos
pavisam atðíirîgâ brieduma pakâpç. Paradigmu sakarâ bûtiski atzîmçt,
ka Graubiòð tâdçjâdi liek pamatus ne tikai lokâlo tradîciju pçtniecîbai,
bet arî tradicionâlâs mûzikas starptautiskâ diskursa jautâjumiem.

Interesanti, ka viens no savulaik vadoðajiem Latvijas mûzikas folk-
loristiem, jau pieminçtais Maksis Goldins, kurð latvieðu un cittautu mû-
zikas sakaru problemâtikai pievçrsies vairâkos darbos (1958–1972), savâ
grâmatâ Latvieðu un cittautu mûzikas sakari konstatç: Komponista un
folklorista Jçkaba Graubiòa pçtîjums par latvieðu un krievu tautas dziesmu
paralçlçm nav devis cerçtos rezultâtus (Goldins 1972: 42). Ðî izteikuma
argumentâcija vçl sîkâk jâpçta, tomçr varam arî pieòemt, ka Goldins
sava laika pçtniecisko paradigmu kontekstâ nespçja (vai negribçja) novçr-
tçt Graubiòa pçtîjumu. Arî paða Goldina zinâtniskais veikums vçl tikai
gaida savu izvçrtçjumu. Katrâ ziòâ viòa darbi par latvieðu un cittautu
mûzikas sakariem ir labs atspçriena punkts turpmâkai pçtniecîbai.

2009. gada vasarâ ðo rindu autorei radâs iespçja realizçt vienu no
saviem sapòiem – piedalîties lauka pçtîjumos Baltkrievijâ kopâ ar Balt-
krievijas Valsts Mûzikas akadçmijas kolçìiem. Tie ilga desmit dienas un
tika veikti Latvijas pierobeþâ, Mioru rajonâ.
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Îsumâ vispârinot ðo lauka pçtîjumu rezultâtus, jâsecina: Baltkrievijâ,
netâlu no Latvijas robeþas, vçl arî mûsdienâs ir iespçjams dokumentçt
plaðu gan senâ, gan jaunâ slâòa tradicionâlâs mûzikas repertuâru, kas
atspoguïo vairâkas kopîgas iezîmes ar latvieðu materiâlu. Jâpiekrît Mak-
sim Goldinam, kurð savâ 1958. gadâ publicçtajâ rakstâ Latvieðu un
baltkrievu tautu mûzikas sakari norâda: latvieðu un baltkrievu saites
dziesmu daiïradç ir sena parâdîba, un bûtu maldîgi domât, ka tâs raduðâs
tikai pçc Latgales pievienoðanas Krievijai vai pçc krievu un baltkrievu
masveida ieceïoðanas Latgalç. Autors raksta par senu intonatîvu kopîbu,
kas vieno Baltkrievijas ziemeïrietumu (seviðíi Molodeèno un Polockas),
lietuvieðu (Dzûkijas), latgalieðu un igauòu (Petserimas

, 
resp., Petserimâ

rajona) dziesmas. Viòaprât, lîdzîba ðeit izpauþas skaòkârtâs, ritmikâ,
melodiskajâ zîmçjumâ un intonatîvajâ uzbûvç (Goldins 1958: 105). Gol-
dins arî salîdzina latgalieðu un baltkrievu dziesmu stilistiskâs pazîmes:
Brîva, taktî neiekïaujama ritmika, kas izraisa bieþu metra (taktsmçra)
maiòu pierakstîjumos; ritmiska izrotâtîba, sinkopu, trioïu pârpilnîba.
Latgalieðu gadskârtu dziesmu ritmika visumâ vienkârðâka nekâ balt-
krievu. Tajâ samçrâ maz melizmu un stieptu skaòkârtas balstu – pagari-
nâta tiek galvenokârt strofas pçdçjâ skaòa. [..]  No skaòkârtâm jânosauc
minora un maþora tercas skaòkârtas ar kvartas gâjienu no apakðas vai
bez tâ (tercas atbalsts – apakðçjâ skaòa); minora un maþora kvartu skaò-
kârtas, aizpildîtas un neaizpildîtas, nereti ar apakðçjo palîgsekundu.
Dominç lejupejoða melodiskâ kustîba, bet bez glissando. [..]  Stiepta into-
nçðana latgalieðu gadskârtu dziesmâs, lai arî tiek praktizçta, sastopama
nesalîdzinâmi retâk kâ baltkrievu dziesmâs (Goldins 1958: 107).

Pçc Makða Goldina domâm, seviðíi tuvas intonatîvâ ziòâ ir latgalieðu
siena pïaujas un baltkrievu labîbas pïaujas dziesmas (Goldins 1958: 106).
Viòð arî sniedz konkrçtus piemçrus.

1. piemçrs. Latgalieðu siena pïaujas dziesma (Goldins 1958: 107)
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Interesanti, ka tieði Goldina rakstâ citçtâ Latgales siena pïaujas dzies-
ma bija pirmâ, kas ienâca prâtâ ðo rindu autorei, klausoties baltkrievu
teicçjas dziedâjumu Mioru rajona Djaòisovas ciemâ:

2. piemçrs. Baltkrievu teicçjas dziedâjums
Faina Maroèka (1927). Ieskaòots JVLMA un Baltkrievijas Valsts

Mûzikas akadçmijas mâcîbspçku un studentu kopîgajâ ekspedîcijâ 2009.
gada 6. jûlijâ Mioru rajona Djaòisovas ciemâ (Baltkrievija) teicçjas mâjâs

Autores transkripcija

Kâ redzams, minçtajos piemçros ir daudz kopîga gan skaòkârtas,
gan metroritma aspektâ. Abos gadîjumos dziesmu skaòkârtisko pamatu
veido eoliskais tetrahords apvienojumâ ar raksturîgo kvartas intonâciju
otrâs melostrofas sâkumâ (abos piemçros – 6. taktî), kas tâdçjâdi pievieno
eoliskajam tetrahordam vçl arî minora dominantes skaòu, kuras izcelsme,
iespçjams, saistâma ar jaunâku laiku skaòkârtiskâs domâðanas ietekmi
(dominantes skaòa uztaktî). Ðâdas dziesmas, kur sâkotnçji modâlâm
ðaurapjoma melodijâm (to skaòurindu veido daþâdi trihordi vai tetra-
hordi) pievienojas minora vai maþora dominantes skaòa, gan Latgalç,
gan Baltkrievijâ sastopamas samçrâ bieþi.

Abu piemçru metram raksturîgs brîvs plûdums, un to ir ïoti grûti
ietilpinât noteiktos taktsmçros, citiem vârdiem, dalîjums taktîs ðeit var
bût visai nosacîts. Transkripcijas abos gadîjumos râda daudzveidîgu
nevienmçrîgi mainîgu metru. Makða Goldina rakstâ minçtajâ latgalieðu
dziesmâ tâdçjâdi redzam 5/8, 5/4, 3/2 taktsmçru, savukârt baltkrievu
piemçrâ metra maiòa ir vçl daudzveidîgâka – nevienmçrîgi mijas 4/8, 5/
8, 6/8, 7/8, 4/4, 6/4, 7/4 taktsmçrs.

Ðeit nepiecieðama maza atkâpe, kas saistîta ar latgalieðu siena pïaujas
dziesmas transkripciju. Ir acîmredzams, ka Maksis Goldins savâ rakstâ
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izmantojis Emiïa Melngaiïa 1941. gadâ Bukmuiþâ pierakstîtâs melodijas
transkripciju, kas publicçta Jçkaba Vîtoliòa sastâdîtajâ sçrijas Latvieðu
tautas mûzika pirmajâ daïâ Darba dziesmas (Vîtoliòð 1958: 77). To-
mçr Vîtoliòa transkripcijas versija râda nelielas atðíirîbas taktsmçru
lietojumâ salîdzinâjumâ ar Goldina rakstâ minçto. Proti, Vîtoliòð izmanto
smalkâku diferenciâciju nekâ Goldins, jo sadala piemçrâ redzamâs trans-
kripcijas 3., 4., 8. un 9. takti sîkâkâs vienîbâs, lietojot 2/4 un 4/4 takts-
mçru. Vçl interesantâka aina paveras, aplûkojot oriìinâlu  – Emiïa Meln-
gaiïa transkripciju (Melngailis 1952: 166), kur redzam vien divus viòam
tik raksturîgos taktsmçrus – 15/8 un 9/2. Tâdçjâdi Melngailis, sadalot
dziesmas melodiju tikai èetrâs taktîs, iespçjams, ir bijis vistuvâk patiesîbai,
jo nav centies mâkslîgi konstruçt melodijas metrisko dalîjumu, kas at-
karîbâ no dziedâtâjas individuâlâ stila u. c. aspektiem varçja tikt pa-
kïauts mazâkâm vai lielâkâm svârstîbâm. Jâòem arî vçrâ, ka Melngailis
dziesmu pierakstîðanai neizmantoja skaòierakstu tehniku, un ðî trans-
kripcija patieðâm ir vienîgais avots, kas liecina par dziesmas kâdrei-
zçjo skançjumu. Izskatâs, ka Goldins savâ transkripcijâ mçìinâjis ap-
vienot gan Melngaiïa, gan Vîtoliòa pieeju metriskajam dalîjumam,
tomçr ir arî skaidrs, ka tas jebkurâ gadîjumâ ir jâpieòem kâ nosacîts.
Ievçrojot iepriekð teikto, vçl tikai paliek jautâjums: pçc kâdiem kritçrijiem
Goldins ir izvçlçjies tempa apzîmçjumu situâcijâ, kad nav dziesmas
audioieraksta?

Lîdzîgi veidots arî abu dziesmu ritma zîmçjums, kas, pateicoties dau-
dziem locîjumiem, punktçjumam un brîvdalîjumam (trioles), rada brîvu
melodijas plûdumu – Goldina vârdiem runâjot, taktî neiekïaujamu ritmiku
(Goldins 1958: 107). Uzmanîgi aplûkojot abas melodijas, var pat rasties
iespaids, ka tâs ir viena melodiskâ modeïa divas variâcijas, no kurâm
viena – Latgales versija – mûsdienâs dzîvâ veidâ vairs nav sastopama.
Tâs transkripcijas atrodamas tikai tautasdziesmu publicçjumos un manus-
kriptos, kas liecina par tradicionâlâs dziedâðanas situâciju, kâda tâ bija
Latgalç 20. gadsimta pirmajâ pusç. Tâpçc ðo rindu autorei ðíita visnotaï
iedvesmojoði un pat fascinçjoði konstatçt ðâda veida dziedâðanas eksistenci
vçl arî 21. gadsimta sâkumâ netâlu no Latvijas robeþas – Baltkrievijas
pusç.

Pierobeþas reìioni, kâ zinâms, allaþ bijuði îpaði spilgti tradicionâlâs
mûzikas repertuâra lokalizâcijas un tradîciju dzîvotspçjas ziòâ. Ðeit vçro-
jama ne tikai daþâdu tautu mûzikas tradîciju saplûðana vienâ veselumâ,
bet arî labâk saglabâjies spilgts repertuârs un tâ atskaòojuma veidi. Pie-
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robeþas tradicionâlâs mûzikas materiâls ir arî ïoti pateicîgs izpçtes objekts,
lai analizçtu attiecîbas starp to vai citu tautu kultûrâm.

Latvijas un Baltkrievijas gadîjumâ ir interesanti vçrot, kâ ðîs attiecîbas
izpauþas gan senajâ, gan jaunajâ mûzikas slânî. Latvieðu un baltkrievu,
kâ arî turpat kaimiòos esoðâs Lietuvas pierobeþas reìionu senâ slâòa
melodijas pârstâv kâdreiz vienotu tradicionâlâs mûzikas areâlu, tâpçc
nav nekas pârsteidzoðs, ka seno ieraþu melodijas daudzos gadîjumos ir
lîdzîgas. Cita lieta, ka, laikam ejot, to attîstîba ritçjusi savrupu gaitu,
mijiedarbojoties ar daþâdâm – gan vietçjâm, gan ârçjâm ietekmçm.
Rezultâtâ mûsdienâs varam konstatçt lîdzîbu paðâs melodijâs, taèu to
teksti un pat funkcionâlâ piesaiste daudzos gadîjumos atðíiras. Tâdçjâdi
senais latvieðu un baltkrievu tautasdziesmu slânis liecina par kopîgo tâlâ
pagâtnç, turklât liecinieka statusâ ðajâ gadîjumâ ir nevis dziesmu tek-
stuâlais vçstîjums vai kopîgas funkcionâlâs niðas, bet gan melodiskâs
konstrukcijas un dziedâðanas veidi.

Citâdi ir ar jaunâ slâòa tradicionâlo instrumentâlo mûziku. Bûtîbâ
ðeit jârunâ par kopîgu Latgales un Baltkrievijas repertuâru, ko tikai gadî-
juma pçc mûsdienâs atdala administratîvâ robeþa starp divâm valstîm.
Tâ ir deju mûzika, kas vçl 20. gadsimta pirmajâ pusç gan Latvijas, gan
Baltkrievijas teritorijâ eksistçja tradicionâlâ veidâ. Lauka pçtîjumu gaitâ,
tiekoties ar baltkrievu muzikantiem, izdevâs fiksçt arî Latgalç labi pazîs-
tamu deju mûziku, piemçram, deju Gailîtis , kas visâ Latvijâ pazîstama
kâ dziesma Kur tu teci, gailîti mans, dejas Padespaò un Krakovjaks, kâ
arî Latgalç izplatîto Kâzu marðu, kas ir dokumentçts arî Lietuvas teritorijâ.
Ðis mûzikas veids izceïas ne tikai ar lokâlo, bet arî individuâlo versiju
lielu daudzveidîbu, kur katram muzikantam raksturîga sava atskaòojuma
maniere, melodiskâs konstrukcijas un improvizâcijas modeïi. Turpinâjumâ
sniegtais kâzu marða piemçrs râda tâ baltkrievu versiju, kas ir visai tuva
Latgales materiâlam:
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3. piemçrs. Kâzu marðs
Ivans Kaðpurs (1950). Ieskaòots JVLMA un Baltkrievijas Valsts

Mûzikas akadçmijas mâcîbspçku un studentu kopîgajâ ekspedîcijâ
2009. gada 5. jûlijâ Mioru rajona Povatjes (Baltkrievija) kultûras namâ

Autores transkripcija

Sîkâka instrumentâlmûzikas analîze, kâ arî Latgales, Baltkrievijas
un Lietuvas materiâla salîdzinâjums ir plaðâka pçtîjuma uzdevums; Balt-
krievijai tajâ bûtu atvçlama ïoti svarîga vieta, jo tur ðâda veida mûzikas
repertuâru tradicionâlos apstâkïos iespçjams fiksçt arî mûsdienâs.

Jâatzîmç, ka strikta robeþa starp Latviju un Baltkrieviju novilkta
tikai 1991. gadâ lîdz ar Latvijas valstiskâs neatkarîbas atguvi. Iepriekð
satiksme starp latgalieðiem un baltkrieviem noritçja bez lielâm grûtîbâm,
un nebija îpaðu ðíçrðïu arî kopîgai muzicçðanai. Tâdçjâdi jâsecina, ka
lîdz pat 20. gadsimta pçdçjai desmitgadei latvieðu un baltkrievu tradi-
cionâlâs mûzikas dzîvç bija iespçjama mijiedarbe, kas sekmçja kopîga
jaunâ slâòa repertuâra nostabilizçðanos ilgstoðâ laikposmâ.

Latvieðu etnomuzikologu lauka darbs Baltkrievijâ veikts gandrîz
divdesmit gadus pçc robeþas novilkðanas starp Latviju un Baltkrieviju.
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Tâ kâ ðî ir Eiropas Savienîbas ârçjâ robeþa un lîdz ar to tiek stingri kon-
trolçta no abâm pusçm, tâs esamîba bija pilnîbâ pârtraukusi abu valstu
pierobeþas iedzîvotâju savstarpçjo satiksmi, dodoties vienam pie otra,
kâ arî kopîgi dziedot vai spçlçjot. Ðíçrsojot ðo robeþu 2009. gada vasarâ,
pçtnieku uzdevumi bija fiksçt tâbrîþa situâciju baltkrievu tradicionâlajâ
mûzikâ, kâ arî meklçt paralçles baltkrievu un latvieðu mûzikas repertuârâ.
Veicot pirmo no minçtajiem uzdevumiem, konstatçjâm, ka baltkrievu
tradicionâlâs mûzikas repertuârs 21. gadsimta sâkumâ apliecina salîdzi-
noði labâku dzîvîguma stadiju, nekâ tas vçrojams robeþas otrâ pusç.
Teiktais attiecas gan uz senâ slâòa dziedâjumiem, gan it îpaði uz jaunâkas
cilmes instrumentâlo deju mûziku. Lauka darba ietvaros izdevâs doku-
mentçt plaðu repertuâru, kas ietver gan senas, gan jaunâkas cilmes mûziku;
liela tâ daïa arî mûsdienâs vçl funkcionç apstâkïos, kas tuvi tradicionâ-
lajiem. Meklçjot paralçles baltkrievu un latvieðu tradicionâlajâ mûzikâ,
izdevâs atrast kopîgu repertuâru un lîdzîgus tâ atskaòojuma veidus;
vairâkos gadîjumos tas palîdzçja precizçt informâciju par 20. gadsimta
sâkumâ pierakstîtajâm latvieðu melodijâm, kas mûsdienâs pieejamas vairs
tikai noðu formâtâ.

Interesants ir jautâjums par attiecîbâm starp baltkrieviem un lat-
vieðiem tautasdziesmu tekstos. Lielâ daïâ latvieðu tautasdziesmu piemi-
nçtas daþâdas tautîbas – vâcieði, krievi, lietuvieði, igauòi, ebreji, romi
(èigâni) u. c. – atðíirîgu notikumu kontekstâ; bez tam daudzâm dziesmâm
raksturîgi arî vairâk vai mazâk izvçrsti refrçni, kas kompilçti no nereti
kïûdaini lietotiem citvalodu vârdiem, tomçr baltkrievu vârds neparâdâs
ne vienâ, ne otrâ gadîjumâ. Taèu, ja pieòemam, ka arî mûzika ir valoda,
tad varam secinât, ka mûzikas valodas konstrukcijâs attiecîbas starp
latvieðiem un baltkrieviem izpauþas vistieðâkajâ veidâ, liecinot par to
piederîbu vienai mûzikas valodu grupai.

Atgrieþoties pie latvieðu tradicionâlâs mûzikas pçtniecîbas paradig-
mâm jautâjumâ par latvieðu un cittautu mûzikas sakariem, jâsecina: tâs
visos laikos ietekmçjis laikmeta konteksts. Raksta sâkumâ sniegtais lat-
vieðu tradicionâlâs mûzikas vâkðanas un pçtniecîbas pamatlicçja Andreja
Jurjâna piemçrs, kas pçtniecisko domu orientç virzienâ uz savas tautas
tradîcijâm un iespçju robeþâs cenðas ignorçt citu tautu ietekmi, jâvçrtç
nacionâlâs atmodas laika kontekstâ (vçl pirms valstiskâs neatkarîbas
pasludinâðanas un nacionâlâs mûzikas folkloristikas paðâ sâkumâ), kad
uzmanîbas centrçðana uz nacionâlo folkloras mantojumu ir likumsakarîga
un vairâk nekâ saprotama. Savukârt somu mûzikas folkloristikas skolas
ietekmçtâ Jûlija Sproìa darbs, kas vçrsts uz daþâdu tautu mûzikas salîdzi-
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nâjumu, norit laikâ, kad pirmâ Latvijas neatkarîba ilgst jau vairâk nekâ
divdesmit gadu (un diemþçl tûlît arî beidzas), taèu ir acîmredzams, ka
politiskas neatkarîbas apstâkïos attieksme pret savas un citu tautu attie-
cîbâm folklorâ kïûst brîvâka no aizspriedumiem. Nepârprotamas pçdas
daþâdu tautu mûzikas sakaru pçtniecîbâ atstâjis arî padomju okupâcijas
konteksts, kas vienâ no minçtajiem gadîjumiem (Jçkabs Graubiòð) pçt-
nieku motivçjis pretoties virspusçjiem salîdzinâjumiem un turçties pie
Andreja Jurjâna nospraustâ kursa uz savu tradîciju îpatnîbu apzinâðanu
un izcelðanu, citâ (Maksis Goldins) vedinâjis uz latvieðu folkloras salîdzi-
nâjumu ar visu iespçjamo tautu mûzikas parâdîbâm. Laikmeta konteksts–
nacionâlâ atmoda un valstiskâs neatkarîbas atguve –, protams, ietekmçja
arî 20. gadsimta 90. gadu publikâcijas Latvijas etnomuzikoloìijâ; gan ne
tik daudz metodoloìiskâ plânâ, taèu pçtîjumu objektu izvçles ziòâ gan,
jo uzmanîba galvenokârt tika pievçrsta konkrçtu lokâlo tradîciju pçt-
niecîbai. Taisnîbas labad jâatzîmç, ka tolaik to prasîja gluþi objektîva
nepiecieðamîba, jo iepriekð ðajâ laukâ darîts gauþâm maz.

Vçsture atkârtojas. Pçc otrreizçjâs valstiskâs neatkarîbas atguves
atkal ir pagâjuði divdesmit gadi, un Latvijas etnomuzikoloìija vçlreiz
pievçrðas salîdzinâjumam. Lîdzâs attiecîbâm starp latvieðu un baltkrievu
tradicionâlo mûziku, kas daïçji portretçtas ðajâ rakstâ, bûtu detalizçtâk
jâpievçrðas arî latvieðu – lietuvieðu, latvieðu – igauòu, latvieðu – vâcu,
latvieðu – krievu un citu tautu mûzikas sakariem, ko daþâdos laikmetos
ietekmçjuði visdaþâdâkie ìeogrâfiskie, vçsturiskie, politiskie, funkcionâlie
konteksti. Lielisks ieguldîjums ðâda veida attiecîbu analîzç ir kopîgi lauka
pçtîjumi, kuru rezultâtus iespçjams izmantot abâs pusçs.

Paradigm Changes in Latvian Ethnomusicology:
A Return to Relations Between Latvian and

Other Traditional Music

Anda Beitâne

Summary

Academic study in any field is based on research paradigms. The
analysis and constant revision of these paradigms not only creates scientific
discourse, but also helps to understand the development of the field and
its direction over a longer period of time. The central axis of this article
is the analysis of paradigms in Latvian ethnomusicology, and after a
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long break, returning to questions of the relations between Latvian music
and that of other cultures. It should be noted that even Latvian ethno-
musicology, which was really established only in the 1990s, has also
undergone a shift in research paradigms, when compared to the study of
traditional music in earlier periods. In short – the study of traditional
music was based on the analysis of musical material using methods of
professional musical analysis; or by working with questions related to
the historical origins and dating of various phenomena in traditional
music.

In 1991 a significant manuscript for Latvian ethnomusicology was
written. This still unpublished study by Martin Boiko, Ziemeïlatgales
burdondaudzbalsîba: konteksts un struktûras (Drone Multipart Singing
in Northern Latgale: Context and Structure), turned the whole field of
Latvian ethnomusicology in a completely different direction, laying the
foundations for the study of local traditions in an anthropological context,
based on fieldwork. Today more than 20 years have passed since this
event, and we can conclude that the study of local traditions, with a
large emphasis on fieldwork, is reflected in practically all of the ethno-
musicological publications which appeared in Latvia during this period.

The significance of the study of local traditions is natural, of course,
particularly in a situation where this has had little attention, or has been
done in a fragmentary way. Nevertheless, when coming into international
scientific circulation, we unexpectedly encounter the necessity to evaluate
traditional music material and its research paradigms within a wider
discourse. One aspect of this discourse is also the question of inter-
relationships between traditions and repertoires, and it seems that this
has not been touched upon in Latvian ethnomusicology in the last 20
years.

The aim of this article is to outline the main research paradigms and
their changes in terms of Latvian ethnomusicology, returning to the
relations between the music of Latvia and other cultures, which, as is
known, was one of the central themes in the work of Latvian music
folklore specialist Maksis Goldins (Max Goldin ).

Collectors and scholars of Latvian traditional music have had
differing attitudes to the relationship between Latvian folk songs and the
folk music of other nations. The founder of the systematic collection and
study of Latvian folk songs and instrumental music, Andrejs Jurjâns in
one of his compilations of traditional music clearly stated that melodies
of non-Latvian origin  were purposely not published, and that the
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Latvianness of a number of published melodies was doubtful (Jurjâns
1921: 5). That is why during the initial period of the collection and study
of Latvian traditional music, the assumption was made that the most
valuable part of Latvian traditional music was that which was free of
any other kinds of influence – be that the music of other nations, or that
of music of a more recent era.

Twenty years later, another scholar, Jûlijs Sproìis, who was in-
fluenced by his training in Finnish musical folklore studies, dedicated his
study of Latvian folk songs to precisely the opposite – to uncover the
true origin of a large part of Latvian folk songs, that is, how they had
stemmed from melodies originally from other nations (Sproìis 1941). It
was not long before the next study. Eight years later the study Paralçles
starp latvieðu un krievu tautas dziesmâm (Parallels Between Latvian and
Russian Folk Songs, 1949) was finished. Its author was the contemporary
of Jûlijs Sproìis, Jçkabs Graubiòð. The manuscript of the study is kept in
the Jâzeps Vîtols Latvian Academy of Music and remains unpublished.
During the time of Soviet occupation one of the leading Latvian folklore
specialists, Maksis Goldins, also dedicated a number of voluminous works
(1958–1972) to the problems of relationships between Latvian folk music
and that of other nations. Goldins has many detractors, who criticize his
focus on a search for international relationships in traditional music,
which in the context of the occupation was interpreted as a national
symbol.

In the summer of 2009 I achieved one of my dreams – to collect
folklore in Belarus together with colleagues from the Belarusian Academy
of Music. The fieldwork lasted for 10 days and was undertaken in the
border zone with Latvia. To make a brief generalization, the results of
the fieldwork, show that in Belarus, not far from the Latvian border, it is
still possible today to document a wide range of both ancient and more
recent traditional musical repertoire, which demonstrates a number of
common traits shared with Latvian material.

Latvian ethnomusicologists conducted fieldwork in Belarus almost
20 years after drawing the border between Latvia and Belarus. When
crossing the border in the summer of 2009, the tasks of scholars were to
record the situation at that time in Belarusian traditional music, as well
as to look for parallels between the musical repertoires of Belarus and
Latvia. In response to the first of these tasks, it was possible to establish
that the Belarusian traditional musical repertoire in the early 21st century
displays a comparatively better stage of liveliness than what can be
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observed on the other side of the border. This relates to both ancient
songs, and particularly to more recent instrumental dance music. During
fieldwork it was possible to document a wide range of both ancient and
recent musical repertoires, of which a large part still functions in con-
temporary conditions, which are close to the traditional context. When
searching for parallels between Belarusian and Latvian traditional music,
we were successful in finding a unified repertoire and similar performance
styles, which in a number of cases helped to clarify Latvian material
recorded in the early 20th century, which today is only accessible in written
scores.

History repeats itself, and 20 years have passed since the regaining
of Latvian independence, and Latvian ethnomusicology is again turning
its attention to comparison. Alongside the relationship between Latvian
and Belarusian traditional music, which is partly portrayed in this article,
it is just as possible to create a broader description of Latvian–Lithuanian,
Latvian–Estonian, Latvian–German, Latvian–Russian and the music of
other nations, which during various eras have been influenced by a wide
range of geo-historical, political, functional and other contexts. A
wonderful contribution to the study of these kinds of relations is
collaborative fieldwork, the results of which could be used by both parties.
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Âçàèì îäåéñòâèå ìåëîäèêè íàðîäíûõ ïåñå í
êóðøèíèíêîâ è ëåòóâèíèíêîâ

Dr. art. Ëèíà Ïåòðîøå íå
Äîöåíò Êëàéïåäñêîãî óíèâåðñèòåòà

Ââåäåíèå

Äî ñåðåäèíû XIII âåêà áàëòèéñêîå ïîáåðåæüå Çàïàäíîé Ëèòâû è
Çàïàäíîé Ëàòâèè îò Ê óðøñêîãî çàëèâà äî Âåíòñïèëñà áûëî òåððèòî-
ðèåé äðåâíåãî ïëåìåíè êóðøåé. Â êîíöå XII âåêà â ðåçóëü òàòå ñòîëê-
íîâåíèé ñ Ëèâîíñêèì îðäåíîì êóðøè áûëè çàâîåâàíû èëè âûíóæ-
äåíû îñâàèâàòü äðóãèå çåìëè (Zinkevièius 1984: 344–347; Butkus 1995:
11–19). Áîëüøèíñòâî æèâøèõ íà Áàëòèéñêîì ïîáåðåæüå êóðøåé ïî-
ãèáëî, à èõ êðàé, çàõâà÷åííûé Ëèâîíñêèì îðäåíîì, ïî÷òè îïó ñòåë.
Íà þæíûé Ê óðø (Öåêëèñ, Ìåãóâà, Ïèëñàòñ) ïîñëå 1400 ãîäà ñòàëè
ïåðåñåëÿòüñÿ êîëîíèñòû èç ñåâåðíîãî Ê óðøà, à ïîçæå – íåìöû, ëè-
òîâöû. Íà ýòîé òåððèòîðèè (ñåâåðíàÿ ÷àñòü Êëàéïåäñêîãî êðàÿ, Ê óð-
øñêàÿ êîñà) äðåâíåé êóðøñêîé ïëåìåíè ëåòóâèíèíêè ( lietuvininkai –
æèòåëè Ìàëîé Ëèòâû) è êóðøèíèíêè ( kurðininkai – èììèãðàíòû ñ
òåððèòîðèè Ëàòâèè) æèâóò ðÿäîì ïðèìåðíî ñ XV–XVI âåêîâ.

Êàê ïîëàãàþò àðõåîëîãè, â XIV–XVII âåêàõ ýòè çåìëè áûëè ìà-
ëîíàñåëåííûìè, íî ýòíè÷åñêèé ñîñòàâ æèòåëåé îòëè÷àëñÿ ðàçíîîá-
ðàçèåì, êàê è â ýïîõó âèêèíãîâ (IX–XI âåêà), êîãäà ýòîò êðàé áûë
ìóëü òèýòíè÷åñêèì ðåãèîíîì, è, ïî ñëîâàì àðõåîëîãîâ, äàæå ïðîâèí-
öèåé Ñêàíäèíàâèè: ñåâåðíûé Ê óðø èñïûòàë øâåäñêîå âëèÿíèå, à
þæíûé – äàòñêîå ( Þulkus 2003: 148). Ìèãðàöèÿ êóðøåé èç Êóðçåìå
(Ëàòâèÿ), à ïîçæå ëàòûøåé íà ëèòîâñêîå âçìîðüå äëèëàñü ïðèìåðíî
äî ñåðåäèíû XX âåêà. Ïåðåñåëåíöåâ ìåñòíûå æèòåëè íàçûâàëè ïî-
ðàçíîìó: êóðøè, êóðøèíèíêè, êîïèíèíêè (îò ëèò . kopa – äþíà, ò . å.
æèâóùèå íà äþíàõ Ê óðøñêîé êîñû). Áîëüøèíñòâî èç íèõ ãîâîðèëî
íà ëàòûøñêîì íàðå÷èè, êîòîðîå äàëåêî îò äðåâíåãî êóðøñêîãî ÿçû-
êà ïëåìåíè êóðøåé, à òàêæå íà ëèòîâñêîì è íåìåöêîì ÿçûêàõ
(Zinkevièius 1999: 55; Kiseliûnaitë 1996: 33; Kiseliûnaitë, Simutytë 2005:
12–13).

Âåñü XX âåê áûë ïîëîí ðàäèêàëüíûõ èñòîðè÷åñêèõ, ïîëèòè÷åñ-
êèõ, äåìîãðàôè÷åñêèõ ïåðåìåí. Â ñîçäàâøåéñÿ ìóëü òèêóëüòóðíîé
ñðåäå îáðàç æèçíè, ÿçûê, îáû÷àè, êóëüòóðà è, ñîîòâåòñòâåííî, ýò-
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íè ÷åñêàÿ ìóçûêà êóðøèíèíêîâ è ëåòóâèíèíêîâ ìåíÿëèñü ïîä âîç-
äåéñòâèåì ñîöèàëüíûõ ó ñëîâèé, îðèåíòèðîâ ãîñóäàðñòâåííîé ïîëè-
òèêè, öåðêâè, ó÷åáíûõ çàâåäåíèé.

Î á ú å ê ò  è ñ ñ ë å ä î â à í è ÿ – ìåëîäèè íàðîäíûõ ïåñåí êóðøè-
íèíêîâ è ëåòóâèíèíêîâ. Àíàëèç è ñðàâíåíèå ìåëîäèêè îïèðàåòñÿ íà
îòíîñèòåëüíî íåìíîãî÷èñëåííûå, êà÷åñòâåííî è êîëè÷åñòâåííî íå-
ðàâíîìåðíûå, íî èñêëþ÷èòåëüíî öåííûå ä à í í û å: èç ðàçíûõ èñòî÷-
íèêîâ ñîáðàíî 148 ìåëîäèé ïåñåí êóðøèíèíêîâ è 718 ìåëîäèé ïå-
ñåí ëåòóâèíèíêîâ. Áîëüøóþ ÷àñòü ïåñåí êóðøèíèíêè ïåëè íà ÿçûêå
êóðøèíèíêîâ (ëàòûøñêîì íàðå÷èè), ïîýòîìó âîçíèêëà íåîáõîäè-
ìîñòü ìíîãîàñïåêòíîãî ýòíîìóçûêîëîãè÷åñêîãî àíàëèçà (ëàä, ðèò-
ìèêà, äèàïàçîí, ìåòð) ëàòûøñêèõ ìåëîäèé. Áûëî ïðîàíàëèçèðîâàíî
754 ëàòûøñêèõ òðóäîâûõ ïåñåí (LTM I 1958). Â õîäå àíàëèçà óñòàíàâ-
ëèâàëîñü ñîîòíîøåíèå ìåëîäèé êóðøèíèíêîâ è ëàòûøñêèõ ïåñåí,
îñîáåííî òåõ, êîòîðûå çàôèêñèðîâàíû â Ê óðçåìå (Ëàòâèÿ). Ö å ëü –
èññëåäîâàòü îáùíîñòü è ðàçëè÷èå ìåëîäèêè êóðøèíèíêîâ è ëåòóâè-
íèíêîâ, âûÿâèòü èõ âçàèìîäåéñòâèå. Â èññëåäîâàíèè èñïîëüçîâàëèñü
ì å ò î ä û àíàëèçà, ñòàòèñòèêè, ñðàâíåíèÿ, ñèíòåçà, îáîáùåíèÿ.

Îáçîð èñòî÷íèêîâ ïåñå í êóðøèíèíêîâ è
ñîñòîÿíèå èõ íà ó÷íîãî èññëåäîâàíèÿ

Íàðîäíûå ïåñíè êóðøèíèíêîâ ñîáèðàòåëè ôîëüêëîðà íà÷àëè
ôèêñèðîâàòü â ïåðâîé ïîëîâèíå XX âåêà. Ïî ðàçëè÷íûì îáúåêòèâ-
íûì ïðè÷èíàì ýòà ðàáîòà íîñèëà ôðàãìåíòàðíûé õàðàêòåð. Ëèòîâñ-
êèå ôîëüêëîðèñòû ñòàëêèâàëèñü ñ ðàçíîãî ðîäà òðóäíîñòÿìè, íàïðè-
ìåð, ñ âîçðàñòíîé çàñòåí÷èâîñòüþ ðåñïîíäåíòîâ ( ñòàðîìó  [÷åëîâå-
êó – Ë. Ï .] íåêðàñèâî [íåñîëèäíî – Ë. Ï .]), áîÿçíüþ îñóæäåíèÿ ñî
ñòîðîíû ñîñåäåé è äîìî÷àäöåâ ( áóäóò ñìåÿòüñÿ, áóäåò ðóãàòüñÿ æåíà),
ðåëèãèîçíûìè óáåæäåíèÿìè ( è ñëàâà Ãîñïîäó Áîãó , ÷òî ñâåòñêèå ïåñ-
íè çàáûòû èëè òå, êòî èõ ïîìíÿò, íå ñìåþò çàèêíóòüñÿ ), oïàñåíèåì
ñàíêöèé âëàñòåé (áîÿòñÿ, ÷òî áóäóò íàêàçûâàòü “ñâûøå” ) èëè ÿêîáû
íåïðèåìëåìîé ñðåäû ( äîìà ïåòü íå ìîæåò , òîëüêî â äþíàõ, ãäå íèêòî
íå óâèäèò è íå óñëûøèò) (TD III 1937: 90). Î÷åâèäíû îáùèå íåáëàãî-
ïðèÿòíûå îáñòîÿòåëüñòâà äëÿ ñóäåá ïåñåííîãî ôîëüêëîðà êóðøèíèí-
êîâ è ëåòóâèíèíêîâ: åñòåñòâåííîå îñêóäåíèå èëè ñîçíàòåëüíî ôîð-
ìèðó åìîå ïèåòèñòàìè îòíîøåíèå ê íàðîäíîé ïåñíå êàê ê ÷åìó-òî
ïîçîðíîìó , ïðåäîñóäèòåëüíîìó , íåñîâìåñòèìîìó ñ îáëèêîì ïîðÿäî÷-
íîãî, íàáîæíîãî ÷åëîâåêà. Íóæíî îáÿçàòåëüíî îòìåòèòü, ÷òî ñòðî -
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ãèõ ïèåòèñòñêèõ óñòàíîâîê ïî ïîâîäó íàðîäíîãî òâîð÷åñòâà ïðèäåð-
æèâàëèñü ëåòóâèíèíêè è êóðøèíèíêè, æèâøèå íà Êëàéïåäñêîì êðàå
è íà Ê óðøñêîé êîñå. Ê óðøèíèíêè Øâåíòîéè, ñóäÿ ïî èìåþùåéñÿ
èíôîðìàöèè, ñòðîãèõ ïèåòèñòñêèõ îãðàíè÷åíèé íå ïðèäåðæèâàëèñü.

Ôîòîñíèìîê 1. Dieviòð Ôîòîñíèìîê 2. Ïîãðàíè÷üå
(ð. 1874 ã.) ñ æåíîé, Ðóöàâû. Õîçÿéñòâî ëàòûøåé
Øâå íòîéè, Ëèòâà íà Ëèòîâñêîé ñòîðî íå

Â íà÷àëå XX âåêà ëàòâèéñêèé êîìïîçèòîð è ôîëüêëîðèñò Ýìè-
ëèñ Ìåëíãàéëèñ 1 (1874–1954), ñîáèðàâøèé ôîëüêëîð íà Ê óðøñêîé
êîñå, ïèñàë, ÷òî ÿçûê [ëàòûøñêîãî äèàëåêòà – Ë. Ï. ] çäåñü åù¸ æèâ,
íî ïåñíè óæå ïî÷òè çàáûòû 2. Íî â ìåæâîåííûé ïåðèîä â îêðåñòíîñ-
òÿõ Øâåíòîéè Ìåëíãàéëèñ è äðóãèå ôîëüêëîðèñòû îáíàðóæèëè íå-
ìàëî ïåâöîâ, ïîþùèõ ëàòûøñêèå ïåñíè (Me þas 2010: 81–82). Ôîëüê-
ëîðèñòû Ëàòâèè XXI âåêà ïèøóò î ïîëîæåíèè òðàäèöèîííîé êóëü-

1 Ìåëíãàéëèñ ïåðåäàë Aðõèâó ôîëüêëîðà Ëàòâèè [ Latvieðu folkloras
krâtuve] êîëëåêöèþ èç 46 ôîòîñíèìêîâ, ñäåëàííûõ â 1921–1931 ãîäàõ. Â íåé
èìåþòñÿ äâà ñíèìêà (ñì. 1, 2), çàïå÷àòëåâøèå æèòåëåé Øâåíòîéè, èõ áûò .

2 Kurðu kâpâs, kas valodâ bagâtas, bet dziesmâ jau nabagas. Rakst. E. M.
1927 (Vanags).
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òóðû æèòåëåé Øâåíòîéè íà÷àëà XX âåêà êàê î ïåðèîäå ïðîöâåòàíèÿ
(SvDz 2010: 77). Ïîäîáíîå ìíåíèå âûðàçèë è ëèòîâñêèé êîìïîçèòîð
è ôîëüêëîðèñò Þîçàñ Æèëÿâè÷þñ, óòâåðæäàâøèé, ÷òî â íà÷àëå XX
âåêà ïåñíè êóðøåé (òî÷íåå ñêàçàòü, æèòåëåé ëàòûøñêîãî ïðîèñõîæ-
äåíèÿ), ïðîæèâàþùèõ â Ëèòâå, â åñòåñòâåííîé ñðåäå áûëè åùå æèâû
(ñì. cíîñêó 6).

 Çàìåòêè ëèòîâñêèõ ôîëüêëîðèñòîâ î ñîñòîÿíèè ÿçûêà, ôîëüê-
ëîðà êóðøèíèíêîâ, ïðîæèâàâøèõ íà Ê óðøñêîé êîñå â ñåðåäèíå XX
âåêà, íå îòëè÷àþòñÿ îïòèìèçìîì (ñì. ñíîñêó 4). Îíè ïðàêòè÷åñêè
ñîâïàäàþò ñ ïðèâåäåííûì âûøå ìíåíèåì Ìåëíãàéëèñà. Îäíîé èç
ïðè÷èí, îáó ñëîâèâøèõ òàêîå ìíåíèå ëèòîâñêèõ ôîëüêëîðèñòîâ, ìîã
ñòàòü ÿçûêîâîé áàðüåð. Íà ýòî óêàçûâàëè è ñîáèðàòåëè ôîëüêëîðà
(KTR 6), è ñàìè ðåñïîíäåíòû – êóðøèíèíêè 3. Ñ äðóãîé ñòîðîíû, ïî
ñðàâíåíèþ ñ Øâåíòîéè, íà Ê óðøñêîé êîñå è ñåâåðíîé ÷àñòè Êëàé-
ïåäñêîãî êðàÿ ÷èñëåííîñòü íàñåëåíèÿ ëàòûøñêîãî ïðîèñõîæäåíèÿ
çíà÷èòåëüíî ìåíüøå, íåæåëè ëèòîâöåâ. Ïîýòîìó ïîääåðæèâàòü ñòà-
ðèííûå òðàäèöèè áûëî ãîðàçäî ñëîæíåå.

Ñðåäè ïåðâûõ òåêñòîâ ïåñåí êóðøèíèíêîâ, çàôèêñèðîâàííûõ
ëèòîâñêèìè ôîëüêëîðèñòàìè, áûëè äâå ïåñíè, çàïèñàííûå â 1936 ãîäó
â Ïðåéëå (Ê óðøñêàÿ êîñà) Èîíàñîì Áàëèñîì. Ìåñòíûé æèòåëü Ìàð-
òèíñ Åðöíèåêñ ñïåë ïî-ëèòîâñêè Aukðti kalnai lygios lankos (ðàñïðîñò-
ðàíåííóþ ïåñíþ ëåòóâèíèíêîâ, èìåþùóþ 14 ìåëîäè÷åñêèõ âàðèàí-
òîâ) è ïî-ëàòûøñêè Es kâpu uz aukstiemi [augstiem – Ðåä.] kalniem (TD
III 1937: 90). K ñîæàëåíèþ, îíè, êàê è âåñü ïåñåííûé ôîëüêëîð, ñî-
áðàííûé ýòèì çíàìåíèòûì ó÷¸íûì-ôîëüêëîðèñòîì, ïðåäñòàâëåíû
òîëüêî ñëîâåñíûì ìàòåðèàëîì – ìåëîäèè íå çàôèêñèðîâàíû.

Â 1955 ãîäó ñîòðóäíèêè Êàáèíåòà íàðîäíîé ìóçûêè Ëèòîâñêîé
ãîñóäàðñòâåííîé êîíñåðâàòîðèè (â íàñòîÿùåå âðåìÿ – Ëèòîâñêàÿ
àêàäåìèÿ ìóçûêè è òåàòðà) çàïèñàëè íåñêîëüêî òåêñòîâ è ìåëîäèé
ïåñåí êóðøèíèíêîâ. Ôîëüêëîðíàÿ ýêñïåäèöèÿ, âîçãëàâëÿåìàÿ Ã åíî-
âàéòå ×åòêàóñêàéòå, áûëà îðãàíèçîâàíà íà Ê óðøñêîé êîñå è â Øè-
ëóòñêîì ðàéîíå. Â îò÷åòå ýêñïåäèöèè îòìå÷åíî: Äðåâíèå æèòåëè ýòèõ

3 Â òî âðåìÿ  [ñåðåäèíà XX âåêà – Ë. Ï. ] â Øâåíòîéè íà÷àëè ïîÿâëÿòüñÿ
ñîáèðàòåëè ôîëüêëîðà. Ñ ëèòîâöàìè Êðèñòèíå [Àëáóæå – Ë. Ï. ] íå ñâÿçûâà-
ëàñü– íåóæåëè áóäåøü ëîìàòü ÿçûê, íî ëàòûøàì äâåðè å¸ äîìà âñåãäà áûëè
îòêðûòû  (Ap to laiku uz Sventâju sâka braukt folklora vâcçji. Ar lietavieðis
Kristîne neieselaide – neiesi mçli lauzît, bet latvieðamis viòas mâjas dures vienmçr
bi vaïa (SvDz 2010: 13).
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ìåñòíîñòåé – êóðøè. Èõ îáíàðóæåíî ìàëî. Áîëüøóþ ÷àñòü æèòåëåé
ñîñòàâëÿþò ëþäè, ïåðåñåëèâøèåñÿ èç äðóãèõ ìåñòíîñòåé ðåñïóáëèêè. Ïî
ýòîìó ïåñåí â èñïîëíåíèè ñòàðîæèëîâ çàïèñàíî î÷åíü ìàëî. Îíè ïîêà-
çàëèñü çàìêíóòûìè, íåðàçãîâîð÷èâûìè. Áîëüøèíñòâî èç íèõ – ïðîòåñ-
òàíòû, ëþáÿùèå ñâîè ðåëèãèîçíûå ïåñíè, íî èì ïî÷òè íå èçâåñòíû ïåñ-
íè ñâåòñêèå. Ìû ïûòàëèñü çàïèñàòü ó ìåñòíûõ æèòåëåé íå òîëüêî ëè-
òîâñêèå, íî è êóðøñêèå ïåñíè4 (KTR 6).

Ôîòîñíèìîê 3. Ýêñïåäèöèÿ ôîëüêëîðèñòîâ Ëèòîâñêîé
ãîñóäàðñòâåííîé êî íñåðâàòîðèè (Àäåîäàòàñ Òàóðàãèñ,

Àíòàíàñ Âåíöêóñ) íà Êóðøñêîé êîñå â 1955 ãîäó

Àðõèâ Ýíöèêëîïåäèè Ìàëîé Ëèòâû. Îðèãèíàë ôîòî õðàíèòñÿ â àðõèâå
Èíñòèòóòà ýòíîìóçûêîëîãèè Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà.

Ïåñåííûé ôîëüêëîð êóðøèíèíêîâ Øâåíòîéè è Ïàëàíãè â 1977–
1996 ãîäàõ ôèêñèðîâàëè ñîáèðàòåëè ôîëüêëîðà èç ðàçíûõ èíñòèòó-
öèé Ëèòâû è îäèíî÷êè-ýíòóçèàñòû, íî êîëè÷åñòâî åãî íåáîëüøîå
(Mukait ë 1997: 43–44). Oäíàêî äî ñèõ ïîð ëèíãâèñòó Äàëå Êèñåëþ-
íàéòå, èçó÷àþùåé äèàëåêò êóðøèíèíêîâ, óäàåòñÿ çàïèñàòü ïåñíè èëè
èõ ôðàãìåíòû â èñïîëíåíèè ïîæèëûõ êóðøåé. Íåñîìíåííî, ïî çà-
ìå÷àíèþ Èëìàðñà Ìåæñà, åñëè áû ýíåðãè÷íûõ ýíòóçèàñòîâ-ñîáèðà-
òåëåé ôîëüêëîðà áûëî áîëüøå, òî è êîëè÷åñòâî ïîäîáíûõ ìàòåðèà-
ëîâ è èõ èçäàíèé ìîãëî áû ñóùåñòâåííî âîçðàñòè (Me þas 2010: 8, 82).

4 Ðiose vietovëse senieji gyventojai – kurðiai. Jø rasta maþa. Didesnæ gyventojø
dalá sudaro ið kitø respublikos vietø atsikëlæ þmonës. Dël to ið senøjø gyventojø
buvo uþraðyta labai maþa dainø. Jie mums pasirodë uþsidaræ nekalbûs. Daugumas
jø – protestantai, mëgstà savo religines giesmes, bet maþai þinà svietiðkø. Bandëme
uþraðyti ið vietiniø gyventojø ne tik lietuviðkas, bet ir kurðiðkas dainas (KTR 6).
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Ïåðâûå ïîïûòêè èçó÷åíèÿ ìåëîäèêè ïåñåí êóðøèíèíêîâ, êî-
òîðûå îñíîâàíû íà êîíêðåòíîì ìóçûêàëüíîì ìàòåðèàëå, ïðèíàäëå-
æàò ýòíîìóçûêîëîãó Ëîðåòå Ìóêàéòå. Â åå ñòàòúå Ðventosios kurðininkø
liaudies dainø ypatumai (Mukaitë 2000: 33–35; 2001: 9–11) èññëåäóåòñÿ
òåìàòèêa è ìåëîäèè ïåñåí êóðøèíèíêîâ è ñîäåðæèòñÿ ìûñëü î íå-
êîòîðîì èíòîíàöèîííîì ïîäîáèè ìåëîäèêè êóðøèíèíêîâ è ëåòóâè-
íèíêîâ, æèâóùèõ â ñåâåðíîé ÷àñòè Êëàéïåäñêîãî êðàÿ, íî îöåíèâàòü
èõ âçàèìîäåéñòâèå ïðåäëàãàåòñÿ îñòîðîæíî. Îáîáùåíèå îïèðàåòñÿ
íà ìåëîäèè ïåñåí Êåðñòà Áàë÷þñ, Àíäðåéø Áàë÷þñ, Êåðñòà Áàëöåðå .
Âíèìàíèå àâòîðà ñîñðåäîòî÷åíî íà ïåñíÿõ, êîòîðûå ïåëèñü íà ëè-
òîâñêîì ÿçûêå, íî î âëèÿíèè ëàòûøñêîé òðàäèöèè àâòîð ñòàòúè íå
ñîìíåâàåòñÿ.

Î íåêîòîðûõ óïîìèíàíèÿõ ñóáñòðàòà ìåëîäèêè êóðøåé, î âîç-
ìîæíîì âëèÿíèè íà ìåëîäèêó æÿìàéòîâ èëè î ìåëîäèÿõ êóðøèíèí-
êîâ ïèñàëè è êëàññèêè ëèòîâñêîé ìóçûêîëîãèè ßäâèãà ×þðë¸íèòå
(Èiurlionyt ë 1969: 311)5 è Þîçàñ Æèëÿâè÷þñ ( Þilevièius 1958: 261)6. Ho
èõ ïîëîæåíèÿ íåäîñòàòî÷íî àðãóìåíòèðîâàíû è íå ïîäòâåðæäåíû
ïðèìåðàìè ìåëîäèé.

Måëîäèêó êóðøèíèíêîâ è ëåòóâèíèíêîâ ñðàâíèâàëà è èçó÷àëà
àâòîð íàñòîÿùåé ñòàòüè (Petroðienë 2006: 89–107; 2007: 169–183).
Âåðíóòüñÿ ê ýòîé òåìå, ïðîâåðèòü ðàíåå âûäâèíóòûå ïðåäïîëîæåíèÿ
âäîõíîâèëî íîâîå öåííîå èçäàíèå ïåñåí êóðøèíèíêîâ Pa vçjame es
dziedâju (SvDz 2010).

5 ×þðë¸íèòå, ïèñàâøàÿ î ìåëîäèêå ïåñåí æÿìàéòîâ, âûäâèíóëà ïðåäïî-
ëîæåíèå, ÷òî â íåäðàõ ìåëîäèêè ýòîãî êðàÿ  [Æÿìàéòèè – Ë. Ï. ] êðîþòñÿ
ðîäñòâåííûå èì îñîáåííîñòè êóðøåé.  [..] Âåðîÿòíî, ÷òî áëèçêîå ñîñåäñòâî êóð-
øåé îñòàâèëî ñëåäû è â ìåëîäèêå æÿìàéòîâ (..ðio kraðto melodikos paèiose gelmëse
slypi jiems giminingø kurðiø ypatybës. [..] Galimas dalykas, kad artima kurðiø
kaimynystë paliko pëdsakø ir þemaièiø melodikoje) (Èiurlionytë 1969: 311).

6 Èçâåñòíî, ÷òî áîëüøèíñòâî êóðøåé, õîòÿ è íå ïîíèìàÿ ñâîåãî ñòàðîãî
ÿçûêà, âñ¸ åù¸ ïîþò íåìàëî ñâîèõ ñòàðûõ ïåñåí, òåõ ñàìûõ, êîòîðûå èçâåñòíû
è áðàòñêîìó ïëåìåíè – ëèòîâöàì. Ìåëîäèè êóðøåé ñî ñòàðèííûìè òåêñòàìè
ïðèíàäëåæàò ê ñàìûì àðõàè÷íûì èç äî ñèõ ïîð ñîõðàíèâøèõñÿ ìåëîäèé Ìàëîé
Ëèòâû. Â íà÷àëå XX âåêà òàêèõ ìåëîäèé áûëî çàïèñàíî ìíîãî  (Yra taip pat
þinoma, jog daugelis kurðiø, nors ir nebesuprasdami senosios savo kalbos,
tebedainuoja nemaþa senøjø dainø, tø paèiø, kurios þinomos ir tos paèios gentës
broliams lietuviams. Kurðiø melodijos su senoviðkais savo tekstais priklauso prie
paèiø archaiðkiausiø iki ðiol uþsilikusiø Maþosios Lietuvos melodijø. XX amþiaus
pradþioje tokiø melodijø buvo daug uþraðyta) (Þilevièius 1958: 261).
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Ëàòûøñêèå ó÷¸íûå, èçó÷àþùèå èñòîðèþ, ÿçûê, ôîëüêëîð Ê óð-
çåìå (Ëàòâèÿ), ÷àñòî îáðàùàþò âíèìàíèå íà êóëü òóðíîå íàñëåäèå
êóðøèíèíêîâ, æèâóùèõ â Ëèòâå. Äî Âòîðîé ìèðîâîé âîéíû ñîòðóä-
íèêè Àðõèâà ôîëüêëîðà Ëàòâèè ïðîâîäèëè çäåñü ýêñïåäèöèè (1927,
1931, 1932), è ýòà ðàáîòà ïðîäîëæàåòñÿ äî ñèõ ïîð (1957, 1961, 1987–
1991, 2004, 2006) (Vanags; Mukaitë 1997: 43; Meþas 2010: 81–82). Íî ñ
íåìàëîé (îñîáåííî ðàííåé) ÷àñòüþ ýòèõ ìàòåðèàëîâ, èññëåäîâàíèÿ-
ìè ìåëîäèêè ïåñåí êóðøèíèíêîâ ëàòûøñêèõ ýòíîìóçûêîëîãîâ, îçíà-
êîìèòüñÿ ïîêà íå óäàëîñü. Â äàííîé ðàáîòå àíàëèçèðóþòñÿ ìåëîäèè,
êîòîðûå çàïèñàëè Ýìèëèñ Ìåëíãàéëèñ â Áóòèíãå, Ïðåéëå (1927),
Ïàëàíãå (1931), Øâåíòîéè (1933, 1934), Ðîáåðòñ Ìàëâåññ â Íèäå
(1932), Àðòóðñ Ñàëàêñ â Áóòèíãå (1934) (LTM I 1958) è çâóêîçàïèñè
àëüáîìà Pa vçjame es dziedâju (SvDz 2010). Ýòî ñîñòàâèëî îêîëî ïîëî-
âèíû âñåãî èçó÷åííîãî ìàòåðèàëà, äðóãóþ ïîëîâèíó îáðàçîâàëè ìàòå-
ðèàëû, ñîáðàííûå ëèòîâñêèìè ôîëüêëîðèñòàìè (L TR; KTR; KUTRF
Ðventoji 2000).

Àíàëèç ìåëîäèêè

È ëåòóâèíèíêè, è êóðøèíèíêè ïî âåðîèñïîâåäàíèþ – ëþòåðà-
íå. Ïî ýòîé è ïî äðóãèì âûøåóêàçàííûì ïðè÷èíàì, êàê ãîâîðèëè
íåêîòîðûå ðåñïîíäåíòû, ïåëè çäåñü íå÷àñòî è íåìíîãî  (Mukaitë 2001:9)
Áîëüøèíñòâî æèòåëåé Áàëòèéñêîãî ïîáåðåæüÿ çàíèìàëèñü ðûáîëîâ-
ñòâîì, à â ìîðå íå ïåíèåì çàíèìàþòñÿ  (Mukaitë 2001: 9), âåäóò ñåáÿ
òèõî, íå ïîþò è íå øóìÿò  (SvDz 2010: 86).

Âðåìÿ, ðåëèãèîçíûå óáåæäåíèÿ è æèçíåííûå èçìåíåíèÿ íå ñìîãëè
ñòåðåòü íàðîäíûå ïåñíè èç ïàìÿòè ëþäåé. Íåêîòîðûå èç íèõ çíàëè
íå òîëüêî ñâîè ïåñíè: ëåòóâèíèíêè ïåëè òå èëè èíûå ïåñíè êóðøè-
íèíêîâ, è íàîáîðîò; ðåïåðòóàð îáåèõ ýòíè÷åñêèõ ãðóïï ñîäåðæèò
íåñêîëüêî ïåñåí, èñïîëíåííûõ ïî-íåìåöêè.

Ïðè ñðàâíåíèè ìåëîäèêè íàðîäíûõ ïåñåí ëåòóâèíèíêîâ è êóð-
øèíèíêîâ â ïåðâóþ î÷åðåäü áûëè îïðåäåëåíû îñîáåííîñòè ìåëîäèé
êóðøèíèíêîâ, à çàòåì âûÿâëÿëèñü è àíàëèçèðîâàëèñü ïàðàìåòðû
îáùíîñòè è ðàçëè÷èÿ. Ìàòåðèàë ïåñåí êóðøèíèíêîâ ïîçâîëÿåò óòâåð-
æäàòü, ÷òî èìååòñÿ ëàòûøñêèé (îêîëî 80%) è ëèòîâñêèé (îêîëî 20%)
ñëîè. Ëåòóâèíèíêè ëàòûøñêèõ ïåñåí íàïåëè ãîðàçäî ìåíüøå (ìåíåå
0,5%), õîòÿ, âîçìîæíî, íåêîòîðûå èç íèõ ëàòûøñêèõ ïåñåí çíàëè è
áîëüøå, íî èõ íèêòî îá ýòîì íå ñïðàøèâàë è íå çàôèêñèðîâàë.
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Ðåïåðòóàð êóðøèíèíêîâ äâîéñòâåííûé – ñòàðèííûå ïåñíè
(êëàññè÷åñêèé êðåñòüÿíñêèé ôîëüêëîð) è íîâûå ïåñíè ëèòåðàòóðíîãî
ïðîèñõîæäåíèÿ, íàçûâàåìûå ziòì e. Ìåæäó ñîáîé èõ ðàçäåëÿþò íå
òîëüêî ñòðóêòóðà è ñåìàíòèêà ïîýòè÷åñêèõ òåêñòîâ, íî è ñâîéñòâà ìå-
ëîäèêè. Ìåëîäè÷åñêèé êîíòóð íîâûõ ïåñåí – äîâîëüíî âû÷óðíûé,
íàïîìèíàþùèé ñåíòèìåíòàëüíûå ïðîèçâåäåíèÿ êîìïîçèòîðîâ. Î÷å-
âèäíû ïðîñòûå, èíîãäà ïðèìèòèâíûå ãàðìîíè÷åñêèå ñâÿçè, õîòÿ
ìíîãîãîëîñèå íå ïðèñóùå òðàäèöèîííîìó ïåíèþ êóðøèíèíêîâ (è
ëåòóâèíèíêîâ). ×àñòî âñòðå÷àåìàÿ ôîðìà – ýêñïîçèöèÿ è ïåðèîäè-
÷åñêè ïîâòîðÿþùèéñÿ ðåôðåí – íå òèïè÷íà êàê äëÿ ñòàðèííîãî ëà-
òûøñêîãî, òàê è äëÿ ëèòîâñêîãî ôîëüêëîðà.

Íåêîòîðîé ÷àñòè ëàòûøñêèõ ïåñåí êóðøèíèíêîâ ñâîéñòâåííû
ïðîñòûå ðå÷èòàòèâíûå ìåëîäèè: ïîâòîðÿåìîñòü çâóêîâ, ñêà÷êîîáðàç-
íàÿ, îñíîâàííàÿ íà èíòåðâàëàõ òåðöèé, êâàðò , ñåêñò, ìåëîäè÷åñêàÿ
ëèíèÿ, òèïè÷íûå êàäåíöèè (ïðèìåð 1, òàêòû 7–8), äîâîëüíî áûñò-
ðûé òåìï, ðîâíûé ðèòì. Õàðàêòåðíûé ïðèìåð – ïåñíÿ, íàïåòàÿ Ìè-
êàñîì Ýíãåëèíàñîì, Kad mës mencems strikti grieziam (KTR 6 (14)). Ýòà
ìåëîäèÿ èìååò ïîõîæèe âàðèàíòû, êîòîðûå ïîþòñÿ íà äðóãèå òåêñòû
Tçvis tçvis, tais’ man laivu (LTM I 1958: Fricis Glins, Preila, 1927), Tçvenc,
tçvenc, taið man laiven (LTM I 1958: Dore Kalniðkis, Nida, 1932).

Ïðèìåð 1.  Âÿíòå (Ëèòâà), 1955. KTR 6 (14)

Áîëüøèíñòâî òàêèõ ìåëîäèé èìåþò òàê íàçûâàåìóþ êâàäðàò-
íóþ  ñòðóêòóðó, êîòîðóþ îò÷àñòè îïðåäåëÿåò ñïåöèôè÷åñêèé ïðèçíàê
òåêñòîâ ëàòûøñêèõ ïåñåí – ñèììåòðè÷íûå ÷åòâåðîñòèøèÿ ÷åòûðåõ-
ñòîïíîãî õîðåÿ. Ïðåäïîëàãàåòñÿ, ÷òî îïðåäåëåííàÿ êîíñòðóêöèÿ ïî-
ìîãàåò ëó÷øå çàïîìíèòü òåêñòû, ñîõðàíèòü èõ íåèçìåííûìè ïðè ïå-
ðåäà÷å èç ïîêîëåíèÿ â ïîêîëåíèå (Butkus 1995: 129–130). Ïî ýòîé æå
ïðè÷èíå ñîçäà¸òñÿ ïðåäïîñûëêà äëÿ ïåíèÿ ðàçíûõ ïîýòè÷åñêèõ òåê-
ñòîâ íà îäíó è òó æå ìåëîäèþ. Ýòî çàìåòíî ïðè ïðîñëóøèâàíèè çâó-
êîçàïèñè, àíàëèçå ïåñåííûõ ìàòåðèàëîâ è ïîäòâåðæäàåòñÿ ñàìèìè
ðåñïîíäåíòàìè.
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Âòîðóþ ïîëîâèíó ïåñíè Kad mës mencems strikti grieziam (ïðèìåð
1) ñîñòàâëÿåò áåññìûñëåííûé íàáîð ñëîãîâ ei up sa sa, ei rid la sa, trad
rud, ra la la. Ïîäîáíûå ðåôðåíû – ei stram strûdi, lia lia lia, rai rai rai
ritam, tralia lia lia lia, ei, jukum jukum, ups ra la la, fidi rala, fidi rala, ei,
pumpin pumpin, fol dri, fol dra, fol dra la la – ïðèñóùè íåìàëîé ÷àñòè
(îêîëî 30%) ìåëîäèé êóðøèíèíêîâ. Ïî÷òè áåç ñîìíåíèÿ ìîæíî óò-
âåðæäàòü, ÷òî ýòî ïðèçíàê ëàòûøñêîé òðàäèöèè, òî÷íåå – õàðàêòåð-
íàÿ ÷åðòà ðûáàöêèõ ïåñåí Êóðçåìå, òàê êàê ïîëîâèíà èõ (ñóäÿ ïî ïðî-
ñìîòðåííîìó ìàòåðèàëó) òàêèå ðåôðåíû ñîäåðæèò . Ñ äðóãîé ñòîðîíû ,
ìîæíî ãîâîðèòü î íåêîòîðîì âëèÿíèè ãåðìàíñêèõ ïåñåí, îñîáåííî,
åñëè ñëîãè, èç êîòîðûõ ñîñòàâëåíû ðåôðåíû, íà÷èíàþòñÿ ñîãëàñíû-
ìè ô , ã (h), íàïðèìåð, fol dri, fol dra, ho la ry, ho lia ra, ho lia ra lia è ò. ï.

Â ïåñíå ëåòóâèíèíêîâ Eisem, sesi, á darþelá (Bj 1997: 84) è â åå âà-
ðèàíòàõ åñòü àíàëîãè÷íûé ëàòûøñêèì ðåôðåí huria, huria, zing fal
dralia. Èçâåñòíàÿ ïåâèöà ëåòóâèíèíêîâ Àííà Ìàæåéâà òàêîé ðåôðåí
èäåíòèôèöèðîâàëà êàê íåìåöêèé 7. Ïîäîáíûå ðåôðåíû âñòðå÷àþòñÿ
è â äðóãèõ ïåñíÿõ ëåòóâèíèíêîâ (Bj 1997: 54), æÿìàéòîâ (LLD X 1995:
393), ñóâàëêèéöåâ (LLD X 1995: 390), àóêøòàéòèéöåâ (LLD X 1995:
392), íî èõ íåñðàâíèìî ìåíüøå, ÷åì â ïåñíÿõ êóðøèíèíêîâ, à òåì
áîëåå â ëàòûøñêèõ ïåñíÿõ. Òåìï ïåñåí ñ òàêèìè ðåôðåíàìè áûñòðåå
óìåðåííîãî, ïîþòñÿ îíè îòðûâèñòî, èíîãäà øòðèõîì staccato.

Ìåëîäèÿì ïåñåí êóðøèíèíêîâ, íàïåòûõ ïî-ëèòîâñêè, ïðèñóù
øèðîêèé äèàïàçîí, èçâèëèñòîñòü ëèíèè (ñêà÷êè êâàðò , êâèíò, ñåêñò
ñìåíÿþò ïîñëåäîâàòåëüíîå äâèæåíèå ñåêóíä), ìåòðîðèòìèêà íå-
ñêîëüêî ñëîæíåå, íåæåëè â ëàòûøñêèõ ïåñíÿõ. Ìåëîäèè êóðøèíèí-
êîâ, íàïåòûå è ïî-ëèòîâñêè, è ïî-ëàòûøñêè, ïîêàçûâàþò , ÷òî â ñòè-
ëèñòèêå ïåñåí ýòîé ýòíè÷åñêîé ãðóïïû ïðåîáëàäàåò ìîíîôîíèÿ. Ýòî
óòâåðæäåíèå ñïðàâåäëèâî è äëÿ òåõ ñëó÷àåâ, êîãäà ìåëîäèÿì ïðèñóù
ãîìîôîííûé ñêëàä: òàêèå ïåñíè êóðøèíèíêè ïîþò â óíèñîí. Ïåñ-
íÿì ëåòóâèíèíêîâ òîæå ïðèñóùà îäíîãîëîñàÿ ïåñåííàÿ ôàêòóðà.

Ìîíîôîíèÿ, òðàäèöèè óíèñîííîãî ïåíèÿ – îáùèå îñîáåííîñ-
òè ìåëîäèêè ïåñåí ýòèõ ýòíè÷åñêèõ ãðóïï. Ò å æå êà÷åñòâà ïðåäîïðå-
äåëèëè è äðóãóþ îáùóþ îñîáåííîñòü ìåëîäèé – øèðîêèé äèàïàçîí.
Äèàïàçîí ïðèìåðíî 80% ìåëîäèé êóðøèíèíêîâ äîñòèãàåò èíòåðâà-
ëîâ ñåïòèìû–óíäåöèìû, î÷åâèäíî ïðåîáëàäàþò äèàïàçîíû îêòàâû
(îêîëî 37%) è íîíû (20%), íåìàëàÿ ÷àñòü ïåñåí ïîåòñÿ â ðàìêàõ ñåê -

7 Íî ãåðìàíñêèé ðåôðåí  (Bet vokiðks priedainis) (KUTR 30, KUTRF 96).
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ñòû (14%) è äåöèìû (12%). Ñîâñåì íå çàôèêñèðîâàíû ïåñíè, êîòî-
ðûå ïåëèñü â ðàìêàõ ïðèìû–òåðöèè. Î÷åíü áëèçêà ê ýòèì äàííûì
äèôôåðåíöèàöèÿ äèàïàçîíà ìåëîäèé ëåòóâèíèíêîâ: äèàïàçîí ñåê-
ñòû–íîíû ïðèñóù 90% ìåëîäèé ïåñåí ëåòóâèíèíêîâ, òàêæå ïðåîá-
ëàäàþò äèàïàçîíû îêòàâû (32%), íîíû (22%), ÷óòü ìåíüøå ìåëîäèé
â ðàìêàõ ñåêñòû (19%) è ñåïòèìû (17%). Íåñêîëüêî äðóãèå äàííûå
ïðåäñòàâëÿþò ðàáî÷èå ïåñíè Ëàòâèè – çäåñü äèôôåðåíöèàöèÿ äèà-
ïàçîíîâ ìåëîäèé áîëüøå, ïðåîáëàäàþò ìåëîäèè â ðàìêàõ êâàðòû–
íîíû, íî êîëè÷åñòâî ìåëîäèé â ðàìêàõ îêòàâû òîæå íå ñòîëü ìàëîå
(îêîëî 20%).

Ïðåîáëàäàþùèé âèä ëàäà ìåëîäèé êóðøèíèíêîâ – ìàæîð äèà-
òîíè÷åñêîãî è ãîìîôîííîãî ñêëàäà; ìèíîð è ïåðåìåííûé ëàä ñîñòàâ-
ëÿþò îñòàëüíóþ ÷àñòü ìåëîäèé (ñì. òàáëèöó). Ñîïîñòàâëåíèå äàííûõ
ïî âèäó ëàäîâ ïåñåí êóðøèíèíêîâ è ëåòóâèíèíêîâ ïîêàçûâàåò , ÷òî
èõ ïðîïîðöèè áëèçêè.

Ïðîïîðöèè ëàäîâ

×èñëî ìå- Ìàæîðíûå Mèíîðíûå Ïå ðåìåííûå
ëîäèé (øò.) ëàäû (%) ëàäû (%) ëàäû (%)

Ëåòóâèíèíêè 718 72 13,6 14,4
Êóðøèíèíêè 148 84 13 3
Æÿìàéòû 285 99 – 1
Ëàòûøè (âñå ðåãèîíû) 754 60 34 6
Êóðçåìå (Ëàòâèÿ) 233 63 30 7

Èìåþòñÿ è íåêîòîðûå ðàçëè÷èÿ, îáó ñëîâèâøèå âûøåóêàçàííóþ
íåðàâíîöåííîñòü àíàëèçèðó åìîãî ìàòåðèàëà. Ìåëîäèè ïåñåí ëåòó-
âèíèíêîâ íà÷àëè ôèêñèðîâàòü â íà÷àëå XIX âåêà, ìåëîäèè êóðøè-
íèíêîâ – ñòîëåòèåì ïîçæå. Â XIX âåêå íà þãå Ìàëîé Ëèòâû áûëî
çàôèêñèðîâàíî áîëüøèíñòâî ìåëîäèé ëåòóâèíèíêîâ ìèíîðíîãî è
ïåðåìåííîãî ëàäà. Â XX âåêå òàêèõ ìåëîäèé íàéäåíî ãîðàçäî ìåíü-
øå. Ñëåäóåò ó÷èòûâàòü è òî, ÷òî â ýòî âðåìÿ ïåñíè ëåòóâèíèíêîâ ñî-
áèðàëèñü òîëüêî â ñåâåðíîé ÷àñòè Ìàëîé Ëèòâû, â Êëàéïåäñêîì êðàå,
ãäå ïðåîáëàäàeò ìåëîäèêà ìàæîðíîãî ëàäà (P etroðienë 2004: 139–142).
Òàêèì îáðàçîì, äàííûå èìåþùåãîñÿ ìóçûêàëüíîãî ìàòåðèàëà ïîêà-
çûâàþò, ÷òî ïåñåííîìó ôîëüêëîðó êóðøèíèíêîâ è ëåòóâèíèíêîâ
Êëàéïåäñêîãî êðàÿ ïðèñóù ìàæîðíûé êîëîðèò . Ñëåäóåò ïîìíèòü è
èñêëþ÷èòåëüíî ìàæîðíóþ ìåëîäèêó æèâøèõ ïî ñîñåäñòâó æÿìàéòîâ,
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âëèÿíèå êîòîðîé çàñëóæèâàåò îñîáîãî âíèìàíèÿ, ò . ê. çäåñü èìåþòñÿ
èíòåðåñíûå ïðîòèâîðå÷èÿ.

Âîïðîñ î âçàèì îäåéñòâèè ìåëîäèêè êóðøèíèíêîâ,
ëåòóâèíèíêîâ è æÿìàéòîâ

Òàê ÷üè æå ëèòîâñêèå ïåñíè – ëåòóâèíèêîâ èëè æÿìàéòîâ – ïåëè
êóðøèíèíêè? Èíôîðìàöèÿ, ïîëó÷åííàÿ îò ðåñïîíäåíòîâ, ïðîòèâî-
ðå÷èâà. Íåêîòîðûå èç íèõ ðàññêàçûâàþò , ÷òî ëèòîâñêèå ïåñíè îíè
âûó÷èëè, ñëóøàÿ ïåíèå ìåñòíûõ æÿìàéòîâ. Áûëè òàêèå âðåìåíà, êîã-
äà êîíòðàáàíäà øëà, æÿìàéòû âåçëè òå æåñòÿíêè  [ïîñóäà ñî ñïèðò-
íûìè íàïèòêàìè – Ë. Ï. ]. Çäåñü ïèëè è ïåëè. Îò íèõ ñòàðûå ëþäè è
íàøè îòöû âûó÷èëèñü ïåòü ëèòîâñêèå ïåñíè. Ñàìè êóðøèíèíêè òàêèõ
ïåñåí íå ñòðîèëè8 [íå ñî÷èíÿëè – Ë. Ï. ], ðàññêàçûâàë Àíäðåéø Áàë-
÷þñ. Ïîíÿòèå î ïåñíÿõ æÿìàéòîâ äîâîëüíî ñâîåîáðàçíîå, íè÷åãî îá-
ùåãî íå èìåþùåå ñ õàðàêòåðîì ìóçûêè: Îíà  [ìàòü À. Áàë÷þñà – Ë. Ï. ]
òàêèå æÿìàéòñêèå ïåëà – îäíî ñëîâî ëèòîâñêîå, äðóãîå ëàòûøñêîå
(Mukait ë 1997: 47; 2001: 10). Ýòî ñïðàâåäëèâî, ò. ê. ñòèëèñòèêà ìåëî-
äèé ïåñåí êóðøèíèíêîâ, íàïåòûõ ïî-ëèòîâñêè, èõ ëàäû ñîâåðøåííî
÷óæäû ìåëîäèÿì æÿìàéòîâ. Õîðîøî èçâåñòíûå ïåñíè æÿìàéòîâ –
Dar gaidelis negeiduojå, Visas daineles es iðainiavau, Labs ryts, labs vakars,
Oi, oi, Dieveli – êóðøèíèíêè íàïåëè ìèíîðíûìè ìåëîäèÿìè.

Äëÿ ñîïîñòàâëåíèÿ íèæå ïðèâîäÿòñÿ ïåñíÿ êóðøèíèíêîâ Dar
gaidelis negeiduojå (ïðèìåð 2) è ïåñíÿ æÿìàéòîâ Dar gaidelia negyduoje
(ïðèìåð 3), êîòîðûå îòëè÷àþòñÿ íå òîëüêî ïî ëàäîâûì îòòåíêàì, íî
è ïî ñàìîé ïðèðîäå ìóçûêàëüíîãî ìûøëåíèÿ. Ìåëîäèÿ ïåñíè êóðøè-
íèíêîâ èçâèëèñòà, äîâîëüíî ñëîæíà èíòîíàöèîííî è ðèòìè÷åñêè,
íåñîìíåííî ìîíîôîííàÿ, íàòóðàëüíûé òðàäèöèîííûé ïîäïåâ íåâîç-
ìîæåí. Ìåëîäèÿ æÿìàéòîâ – òîæå èçâèëèñòàÿ, íî ïîâòîðÿþùèåñÿ
ñòóïåíè (I, III, V) ñîçäàþò âîçìîæíîñòü ó ñëûøàòü ãàðìîíèþ è ïîäïåòü
òðàäèöèîííûì ñïîñîáîì, õîòÿ çàôèêñèðîâàí òîëüêî âåäóùèé ãîëîñ.

8 Buva tokie laikai, kai ðmukulis ejë, þemaièiai veþë tas skardines. Èia gierë ir
dainiava. Ið jø seni þmuonis i mûsa tievai lietuviðkai iðmuoka dainiuot. Patys
kurðininkai tuokiø dainø nestatë (Mukaitë 1997: 47; 2001: 10).
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Ïðèìåð 2.  Kåðñòà Áàë÷þñ, Øâåíòîéè

Ïðèìåð 3  (Gale lauko vienasëdis 1989). Tàóðàãñêèé ð.

Î÷åâèäíî, ÷òî ïîëíîñòüþ äîâåðÿòü ñëîâàì êóðøèíèíêîâ î òîì,
÷òî ëèòîâñêèå ïåñíè îíè âûó÷èëè, ñëóøàÿ ïåíèå æÿìàéòîâ, íåëüçÿ.
Ñðàâíèâàÿ ïîýòè÷åñêèå òåêñòû ïåñåí êóðøèíèíêîâ è æÿìàéòîâ, îñî-
áåííîñòè äèàëåêòà, ìîæåò ñîçäàòüñÿ òàêîå âïå÷àòëåíèå. Îäíàêî íå-
ñîìíåííî, ÷òî ìåëîäèÿì íå ñâîéñòâåííû èíòîíàöèîííàÿ ñòðóêòóðà
è êîëîðèò ïåñåí æÿìàéòîâ. Ýòî ïîäòâåðæäàþò è ñàìè ïåâöû, óêàçûâà-
þùèå íà ðàçíîîáðàçèå ìàíåðû ïåíèÿ æÿìàéòîâ: Ðàçíèöà åñòü, âèäèøü.
Ìû íå äîëæíû òàê äîëãî òÿíóòü îäíî ñëîâî 9. Èíîãäà ïðèñóòñòâóåò è
ðåçêàÿ îöåíêà: À êàê [æåíùèíû – Ë. Ï. ] æÿìàéòèéêè ïîþò – íå ìîãó
ñëóøàòü10 (Mukaitë 1997: 47). Êàê ñëåäóåò ïîíèìàòü ýòè ïðîòèâîðå÷èÿ?

9 Skirtumas yra, matai. Mes jau neturim iðtraukt teip ilgai vienø þuodá (Mukaitë
1997: 47).

10 Vuo kaip þemaites dainiuo – negaliu klausytis (Mukaitë 1997: 47).
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Èç äàííûõ òàáëèöû Ïðîïîðöèè ëàäîâ (cì. âûøå)  î÷åâèäíî, ÷òî â
Ëàòâèè, â òîì ÷èñëå â Êóðçåìå, ìàæîðíûõ ïåñåí ìåíüøå, çäåñü íåìàëî
ìåëîäèé ìèíîðíîãî è ïåðåìåííîãî ëàäà. Îáÿçàòåëüíî ñëåäó åò îòìåòèòü,
÷òî äàííûå äëÿ ñðàâíåíèÿ âçÿòû èç ñáîðíèêà ðàáî÷èõ ïåñåí, çàôèê-
ñèðîâàííûõ íà âñåé òåððèòîðèè Ëàòâèè, ãäå, êàê è â Ëèòâå, èìååòñÿ
îïðåäåëåííàÿ äèôôåðåíöèàöèÿ æàíðîâ, ëàäîâ, ñòèëåé ïåíèÿ è ò . ï.
Ðàáî÷èå ïåñíè, êàê ïðàâèëî, îòðàæàþò äðåâíèé ñëîé ìóçûêàëüíîãî
ôîëüêëîðà, îäíîâðåìåííî è ðàçíîîáðàçèå ëàäîâ. Âïîëíå âîçìîæíî,
÷òî ìèíîðíûé ëàä íå ÷óæä è àðõàè÷åñêîìó ìóçûêàëüíîìó ìûøëå-
íèþ êóðøèíèíêîâ Ëèòâû, íî ñêðûâàåòñÿ ãëóáîêî â ïàìÿòè è âíåçàïíî
ïðîðûâàåòñÿ, êîãäà îíè íà÷èíàþò ïåòü ïåñíè æÿìàéòîâ. Âîçìîæíî,
ýòî ñâÿçàíî ñ ìàíåðîé ïåíèÿ, èíòîíàöèåé, õàðàêòåðîì îòäåëüíûõ
ïåâöîâ 11; ê ñîæàëåíèþ, îòñóòñòâóåò âîçìîæíîñòü ñîïîñòàâëåíèÿ, òàê
êàê íåò âàðèàíòîâ, íàïåòûõ ðàçíûìè ïåâöàìè.

Ìåæäó òåì, ïî÷òè âñå ïåñíè êóðøèíèíêîâ, íàïåòûå ïî-ëèòîâñêè,
èìåþò ñîîòâåòñòâèÿ ïåñíÿì ëåòóâèíèíêîâ. Ïî÷òè èäåíòè÷íû ïåñíè
Ai, dûda dûda (K. Áàë÷þñ) è Ei, dû dû dû dû (Bj 1997: 14, 83), Kalni pakalnë
(K. Áàë÷þñ) è äåâÿòü âàðèàíòîâ ðàçíûõ ïåâöîâ ëåòóâèíèíêîâ Lëki
vol’ungi (Bj 1997: 1, 7, 60 è äð.), Stiklelá gerdams dûmuojau (À. Áàë÷þñ) è
Stiklëlá gerdams dûmojau, Këlëliu jojau vandravau (Bj 1997: 52, 54).

Ïðèìåð 4.  Kåðñòà Áàë÷þñ, Øâåíòîéè

11 Êåðñòà Áàë÷þñ – íåçàóðÿäíàÿ ëè÷íîñòü, ýòî òâîð÷åñêàÿ, èìïðîâèçèðóþùàÿ
ïåâèöà. Êîãäà áûâàåò õîðîøåå íàñòðîåíèå, â òîò æå äåíü, òó æå ñàìóþ ïåñíþ
îíà ìîæåò ñïåòü íåñêîëüêî ðàç è âñå ïî-äðóãîìó  (Kersta Balèius – neeilinë
asmenybë, tai kûrybinga, improvizuojanti dainininkë. Bûdama geros nuotaikos,
tà paèià dienà tà paèià dainà ji gali padainuoti kelis kartus vis kitaip) (Mukaitë
2001: 10).
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Ïðèìåð 5.  Êëàéïåäñêèé ð. (Bj 1997: 54)

À. Áàë÷þñ ðàññêàçûâàë, ÷òî ïåñíþ Stiklelá gerdams dûmuojau ïåë
åãî îòåö, êîãäà ïèë ìàãàðû÷. Îòåö èìåë äâå ëîäêè, ñäàâàë èõ â àðåíäó
äðóãèì ðûáàêàì. Ïðèäóò ðûáàêè, ïðèíåñóò áóòûëêó âîäêè, âîò òîãäà
áûë ïðàçäíèê. Òîãäà âñå òðîå áóäóò ïèòü, ãîâîðèòü è ïåòü. Âîò òîãäà è
áûë ïðàçäíèê ðûáàêîâ. Íà Íîâûé ãîä, êîãäà ýòè äîãîâîðû çàêëþ÷àëè,
ñ÷èòàëîñü, ÷òî áóäóò ïèòü ìàãàðû÷12 (KUTRF 363). Ñóäÿ ïî ñòèëèñ-
òèêå ìåëîäèè (ïðèìåð 6), óïîìÿíóòûå äðóãèå ðûáàêè äîëæíû áûëè
áûòü ëåòóâèíèíêàìè. Ïåñíÿ æÿìàéòîâ çâó÷àëà áû ñîâñåì èíà÷å:

Ïðèìåð 6.  Ñêóîäàññêèé ð. (LLD X 1995: 393)

Íåêîòîðûå ìåëîäèè ïåñåí ëåòóâèíèíêîâ è êóðøèíèíêîâ, íàïðè-
ìåð, Visas daineles es iðdainavau (À. Áàë÷þñ) è Dvi tris naktelis, Oi, vainiki
vainikëli  (Bj 1997: 73, 75), Eikem, sesres, á darþelá (À. Áàë÷þñ) è Eisem,
sesi, á darþelá (Bj 1997: 84), èìåþò îïðåäåëåííûå îáùèå èíòîíàöèîí-
íûå ýëåìåíòû, õîòÿ îíè è íå âïîëíå ñîâïàäàþò .

12 Ateis þvejai, atsineð buonki ðnapðis, vuo tad bova ðventi. Tad visi trys gers,
ruodas ves i dainiuos. Vuo tad vis ta þvejø ðventi buv. Ant Nauju metu, kumet
tas sutarts sudarys, skaities magaryèes sugers (KUTRF 363).
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Ëàòûøñêèå ïåñíè êóðøèíèíêîâ çíàëè è ëåòóâèíèíêè. Èçâåñò-
íàÿ ïåâèöà ëåòóâèíèíêîâ Àííà Ìàæåéâà, ðîäèâøàÿñÿ è äîëãîå âðå-
ìÿ æèâøàÿ â ïðèìîðñêîé äåðåâíå Êàðêëèíèíêàé, çíàëà íåñêîëüêî
ëàòûøñêèõ ïåñåí èëè èõ ôðàãìåíòû. Ïî-ëèòîâñêè îíà íàïåëà ëàòûø-
ñêóþ ïåñíþ Tëti, tëti, dirbk man l’aivà (Bj 61). Ýòó ïåñíþ îíà, êàê ñàìà
ðàññêàçûâàëà, âûó÷èëà â øêîëå13.

Ïîõîæèé âàðèàíò Tëvin, tais man laiva íà òó æå ìåëîäèþ â 2000
ãîäó íàïåëè ïåâèöû èç Øâåíòîéè Àííà Ê óðøèíå, Àëìà Ôëàêñà,
Ìàðèÿ Ïóòðó ñ (KUTRF Ðventoji, 2000). Â Êóðçåìå (Ëàòâèÿ) ýòà ìåëî-
äèÿ òîæå õîðîøî èçâåñòíà (ïðèìåð 8).

Ïðèìåð 7.  Êëàéïåäñêèé ð. (Bj 1997: 61)

Ïðèìåð 8.  Òàëñèíñêèé ð., Ëàòâèÿ (LTM I 1958: 306)

Îáîáùàÿ ñîâîêóïíîñòü èçó÷àåìîãî ìóçûêàëüíîãî ìàòåðèàëà,
ñîïîñòàâëÿÿ àíàëîãè÷íûå ïðèìåðû ïåñåí ëåòóâèíèíêîâ, êóðøèíèí-
êîâ, æÿìàéòîâ, ìîæíî ïðåäïîëîæèòü, ÷òî ìåëîäèêà êóðøèíèíêîâ
áëèæå ê ìåëîäèêå ëåòóâèíèíêîâ, íåæåëè ê ìåëîäèêå æÿìàéòîâ. Ñêî-
ðåå âñåãî, ëèòîâñêèå ïåñíè êóðøèíèíêè ïîçàèìñòâîâàëè íå ó æÿìàé-

13 Êîììåíòàðèé ïåâèöû: [Ýòó ïåñíþ] êîðîòêóþ  ïoëó÷èëà (âûó÷èëà –
Ë. Ï .)] â øêîëå ([Ðià dainà] ta trumpâ tik ið mokyklâ buvau  [gavusi]) (KUTR 30,
KUTRF 96). Ê. Áàë÷þñ òîæå âñïîìèíàëà, ÷òî ïåòü ëèòîâñêèå è ëàòûøñêèå
ïåñíè åå è äðóãèõ äåòåé ó÷èëà ó÷èòåëüíèöà èç Ëàòâèè (Mukaitë 1997: 47).
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òîâ, à ó ëåòóâèíèíêîâ, êîòîðûõ ïî ïðè÷èíå ñõîäñòâà ÿçûêà êóðøè-
íèíêè ìîãëè ñ÷èòàòü è íàçûâàòü æÿìàéòàìè.

Áîëüøèíñòâî ðîäñòâåííûõ ìåëîäèé ëåòóâèíèíêîâ è êóðøèíèí-
êîâ çàôèêñèðîâàíî â ãåîãðàôè÷åñêè áëèçêèõ ìåñòíîñòÿõ: Øâåíòîéè,
Êàðêëèíèíêàé, Ã èðóëÿé – òàì, ãäå îíè æèëè â áëèçêîì ñîñåäñòâå.

Êîììåíòàðèè ðåñïîíäåíòîâ ñâèäåòåëüñòâóþò , ÷òî çàèìñòâîâàíèå
÷óæîãî ÿçûêà, ôîëüêëîðà øëî åñòåñòâåííûì ïóòåì: â ñîâìåñòíûõ
äåëàõ ðûáîëîâñòâà, ïîäòâåðæäåíèè äîãîâîðîâ, ïîäðàáîòêå íàåìíû-
ìè ðàáî÷èìè â Êëàéïåäå è õîçÿéñòâàõ êðàÿ, ïðîæèâàíèè â ñìåøàí-
íûõ áðàêàõ.

Âûâîäû

Ðåïåðòóàð íàðîäíûõ ïåñåí êóðøèíèíêîâ – äâóõñëîéíûé. Îñíîâó
åãî ñîñòàâëÿþò ìíîãî÷èñëåííûå ëàòûøñêèå ïåñíè; ëèòîâñêèå ïðåä-
ñòàâëåíû ãîðàçäî ñêðîìíåå. Ñðåäè ïåñåí ëåòóâèíèíêîâ ëàòûøñêèõ
ïåñåí êóðøèíèíêîâ î÷åíü ìàëî.

Ñîâîêóïíîñòü îñîáåííîñòåé ìåëîäèêè êóðøèíèíêîâ ïîêàçûâàåò ,
÷òî â íåé ïðîñëåæèâàþòñÿ ëàòûøñêèå, ëèòîâñêèå è îáùèå êà÷åñòâà
ïåñåííîãî ôîëüêëîðà îáîèõ íàðîäîâ. Ñòèëèñòèêà ìåëîäèêè ïåñåí
îáåèõ ýòíè÷åñêèõ ãðóïï òàêæå ïîêàçûâàåò, ÷òî ñóùåñòâóþò äâà ñëîÿ
ïåñåííîãî ôîëüêëîðà – àðõàè÷åñêèé è íîâîãî âðåìåíè.

Ïî îñíîâíûì ïàðàìåòðàì ìåëîäèêè – ñòèëèñòèêå (ìîíîôîíèÿ,
ãîìîôîíèÿ), ëàäàì, äèàïàçîíó , ìåòðîðèòìèêå – ïåñåííûé ôîëüêëîð
êóðøèíèíêîâ è ëåòóâèíèíêîâ ðîäñòâåíåí. Ðàññìàòðèâàÿ âîïðîñ î
âëèÿíèè ìåëîäèêè ëèòîâñêîãî (ëåòóâèíèíêîâ èëè æÿìàéòîâ) ïåñåí-
íîãî ôîëüêëîðà íà ïåñíè êóðøèíèíêîâ, ñëåäó åò ïðèçíàòü, ÷òî ãîìî-
ôîííîå ìíîãîãîëîñèå æÿìàéòîâ ÷óæäî ìóçûêàëüíîìó ìûøëåíèþ è
ïåñåííîé òðàäèöèè êóðøèíèíêîâ.

Â ìóëüòèêóëüòóðíîì ïîãðàíè÷íîì ðåãèîíå ëèòîâñêîãî ïðèìî-
ðüÿ, ãäå ñòîëåòèÿìè â äîáðîñîñåäñòâå æèëè ëåòóâèíèêè è êóðøèíèí-
êè, ïðîèñõîäèë åñòåñòâåííûé âçàèìîíàïðàâëåííûé, õîòÿ è íåðàâ-
íîìåðíûé, îáìåí ìóçûêàëüíûì ôîëüêëîðîì. Ó ñëîâèÿ äëÿ òàêîãî
ïðîöåññà áûëè áëàãîïðèÿòíûìè: áëèçêîå ñîñåäñòâî, ñìåæíûå áðà-
êè, îáùèå òðóäîâûå èíòåðåñû, ðåëèãèîçíûå óáåæäåíèÿ, ñèñòåìà ïðî-
ñâåùåíèÿ.
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Ôîòîñíèìîê 4. Êóðøñêàÿ êîñà â 1944 ãîäó.
Àðõèâ Ýíöèêëîïåäèè Ìàëîé Ëèòâû

Ôîòîñíèìîê 5. Íèäà â 1959 ãîäó.
Àðõèâ Ýíöèêëîïåäèè Ìàëîé Ëèòâû
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Interaction of the Folk Song Melodics of
Kursininkai (Curonians, Immigrants from Latvia) and

Lietuvininkai (Residents of Lithuania Minor)

Lina Petroðienë

Summary

In the lands of the Curonian tribe – in the northern part of Klaipëda
Region, on the seacoast, and in the Curonian spit – Lithuanians and
Curonians lived by side since approximately the 15th – 16th century. The
migration of Curonians, who were later assimilated by Latvians, from
Latvian Kurzeme to the seacoast of Lithuania took place till approximately
the mid-20th century. Local residents called the newcomers by different
names: kurðiai, kurðininkai, dune dwellers; most of them spoke Curonian,
Lithuanian, and German, and sang Latvian and Lithuanian songs.

The research object of the article is the folk songs melodies of
Curonians and Lietuvininkai . Their analysis and comparison are based
on the m a t e r i al which was relatively sparse and different in terms of
quality and quantity, however, exceptionally valuable: 148 Curonian
and 718 Lietuvininkai  song melodies were collected from various sources.
A significant part of the Curonian songs were performed in Latvian;
therefore, Latvian songs were thoroughly studied. T h e  o b j e c t i v e  of
the research was to look into the similarities and differences of the melodics
of Curonian and Lithuanian songs in order to reveal the impact of
interaction of the musical folklore.

Folk songs of the Curonians residing in Lithuania were first recorded
by Lithuanian and Latvian folklore collectors in the early 20 th century.
Due to different objective reasons, the recording was done in a rather
fragmentary way: song presenters felt shy because of their age, the opinion
of the neighbours and family, religious beliefs, the allegedly unsuitable
environment, or fear of the authorities’ sanctions. That reveals one of
the circumstances of the common fate of the Curonian and Lithuanian
singing folklore: decline/destruction and a deliberately inculcated view
of a folk song as something disgraceful, reprehensible, and incompatible
with a virtuous person’s life typical of practicing Evangelicals (both
Lietuvininkai  and Curonians).

From the scientific viewpoint, the Curonian musical folklore has so
far been hardly studied by Lithuanian scholars.



55

Ë. Ïåòðîøåíå. Âçàèìîäåéñòâèå ìåëîäèêè íàðîäíûõ ïåñåí êóðøèíèíêîâ..

The repertoire of the Curonian folk songs has two layers: a more
abundant Latvian (80%) and a scantier Lietuvininkai  (20%) ones. The
Lietuvininkai  songs include one or two occasional patterns of Latvian
Curonian songs.

The character of the Curonian melodics reveals two – an archaic
and a more modern – layers. They differ in both the structure and
semantics of their lyrics and in the character of melodies.

The totality of the characteristics of Curonian melodies exposes the
qualities typical of Latvians, Lithuanians, and ethnic groups of both
nations. However, the melodics of the Curonians and the Lietuvininkai
are related by their principal parameters: stylistics (monophony, homo-
phony), harmonies, ambits, and metro-rhythmics.

To answer the question which folk songs of the Curonians’
neighbours – Lietuvininkai  or Samogitians – made a greater impact on
the Curonian songs, one has to admit that the Samogitian heterophony
is alien to the Curonian musical thought. The melodies sung by Curonians
in Lithuanian were learnt from Lithuanians: almost all of them had
identical or very close versions in the Lietuvininkai  repertoire.

In the multi-cultural border region – Lithuanian seacoast – where
Curonians and Lietuvininkai lived side by side for seven centuries, natural,
although not equal, interchange of musical folklore took place. The
interchange was predetermined by a number of circumstances: close neigh-
bourhood, common work, mixed marriages, similar religious attitudes,
and school.
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Performance of Religious Songs on the Kanklës
in Lithuania in the 19 th–21st Centuries

Dr. ethnology Vida Palubinskienë
Associate Professor at the Lithuanian University of

Educational Sciences, Faculty of Education

In the 19th–21st centuries, religious songs gained a significant position
in the repertoire of Lithuanian kanklës (zither) players, next to dance
tunes, secular songs and improvisations. Historical, archival data and
the latest materials from ethnic instrument research expeditions indicate
that religious songs were accompanied with music of the traditional
kanklës as early as in the 16th century: in Samogitia, such songs were the
archaic chantbook songs called Kantièkinës, the Mountains of Þemaièiø
Kalvarija (Samogitian Calvary) and the Way of the Cross songs; in
Sudovia, they would accompany the Hours of St. Mary the Virgin; mean-
while, in western, southeastern and southern Aukðtaitija and in southern
Sudovia – Mournful Whining .

Introduction

The issue analysed in the present article is still-existing absence of
specialised research related to performance of religious songs (hymns)
on the kanklës (Lithuanian traditional zither) in Lithuania during the
19th–21st centuries. Researchers of our country’s ethnic culture (i.e.
Zenonas Slaviûnas, Jadvyga Èiurlionytë, Jonas Ðvedas, Pranas Stepulis,
Vladas Bartusevièius, Marija Baltrënienë, Romualdas Apanavièius,
Alfonsas Motuzas, the author of the present article, etc.) have presented
the history of traditional instruments as well as their classification,
repertoire and customs related to playing such instruments. Nevertheless,
their works nearly lack analyses of religious song performance on the
kanklës or the position they occupy in ethnic culture.

T h e  o b j e c t  o f  t h e  r e s e a r ch is performance of religious songs
on the kanklës in Lithuania.

T h e  a i m  o f  t h e  r e s e a r ch is to make an overview on perform-
ance of religious songs on the kanklës in Lithuania in the 19 th through
the 21st century.
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M e t h o d s  a p p l i ed: typological, analytical, comparative, gener-
alisation.

Traditional Lithuanian musical instruments and music that was
performed on them is mentioned rather seldom in written historical
sources. Archival historical sources contain quite a number of descriptions
regarding cases of performance on the kanklës in Lithuania Minor. They
contain not only descriptions of playing manners or related customs, but
also drawings of musical instruments. The number of drawings is not
large; they are repeatedly included in numerous works.

Martin Luther, the initiator of the Reformation provided the fol-
lowing description of East Prussian chanting in the 16th century: Therefore
have the holy fathers and the prophets not in vain employed the Word of
God in various songs and playing of instruments [..]  and in stringed
instruments (quoted after Lietuvos evangelikø baþnyèios kalendorius
1990: 100–102).

The ritual custom of accompanying hymns with the kanklës is related
to pre-Christian period rites. The Masurian-born collector of Lithuanian
ethnographic data, Eduard Karol Samuel Gisevius, also known by the
pseudonym Keliauninkas (the Traveller) (1798–1880), not only recorded
collected materials, but also drew landscapes and rural people dressed in
festive garments. In 1846, he also described the look of the kanklës used
by Prussian Lithuanians and the manner of playing and indicated that
the instrument was employed in harvesting festivities, weddings and
funerals (cf. Gisevijus 1970: 106–140).

In 1897, German ethnographers Franz Oskar Tetzner (1863–1919)
and Helene Tetzner (?) published their work Lietuviø dainos. Litauische
Volksgesange (Lithuanian Folk Songs). The authors say, The Burckhkardt
Church Book of 1666 contains a mention of the kanklës that people of
the Nida settlement would make by themselves (Tetzner 1897: 59). The
authors also notice that historical sources of the 17th–18th centuries contain
frequent mentions of the kanklës and treat it as an instrument to ac-
company songs and hymns (Tetzner 1897: 59).

The Lithuanian musicologist Juozas Þilevièius (1891–1985) analysed
the interrelations between the kanklës of the Baltic nations and their
folklore and mythology. On the basis of folklore, he drew a conclusion
that the kanklës is an instrument of not only Baltic, but also Lithuanian
origin. Þilevièius is likely to be the first to pay attention to the fact that
not only there are kanklës made on the occasion of a human’s death, but
their production always requires water (Þilevièius 1937).
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The researcher Zenonas Slaviûnas (1907–1973) would also give
priority to Lithuanian origin of the kanklës in the first scientific study
work Lietuviø kanklës (The Kanklës of Lithuania) published in 1937
(Slavinskas /Slaviûnas/ 1937). He observed that kanklës were only known
in the western and northern parts of Lithuania and were part of the
Baltic-Finnish kanklës cycle that may have formed due to the impact of
both: the two nations’ affinity, geographical situation and historical cir-
cumstances (Slavinskas /Slaviûnas/ 1937: 291). Accompaniment of sacred
hymns with the kanklës in the region of Samogitia is also featured in the
works of the ethnologist Alfonsas Motuzas (1993: 8). Some data exist
that kanklës, and, later, violins were used in Sudovia to accompany the
Hours of St. Mary the Virgin  and Mournful Whining  (Palubinskienë
1997a).

Sources for religious songs (hymns) are found as early as at the
beginning of the 17th century. In 1637, the Samogitian bishop Jurgis
Tiðkevièius invited Jacobin monks to now-Samogitian Calvary (Þemaièiø
Kalvarija) that was called Gardai at that moment and belonged to the
rural district of Alsëdþiai. He established 19 chapels of the Cross there to
commemorate the passion of Christ, and Gardai was granted a feast day
by Pope Urban VIII in 1639 (Palubinskienë 1997b). Since then, the settle-
ment had been called Gardai Calvary, and later – Samogitian Calvary.

At the behest of bishop Tiðkevièius, priests created the Mountains of
Samogitian Calvary songs and prayers. In the opinion of Prof. Mykolas
Birþiðka, they were written by Jurgis Kasakauskis, Pranciðkus Ðrubauskis
and Juknevièia (cf. Motuzas, Virbaðius 1994).

Lithuanian traditional kanklës

Lithuanian traditional kanklës (zithers) are musical instruments
typical among Balts, Baltic Finns and northwestern Russians. Supposedly,
the kanklës could have been a magical and ritualistic instrument the
version of whose origin from a boat, sledge or coffin is presented in
works of Romualdas Apanavièius (Apanavièius 1986): According to
ethnographic and linguistic data it seems likely that the origin of the
kanklës must reach back to the times of the first post-glacial period inhab-
itants. The instrument was used not only for communication, but also
for ‘travel to the other world’  (Apanavièius, Alenskas, Palubinskienë,
Visockaitë, Virbaðius 1990: 28). In Lithuania, the kanklës is only spread
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in the western and northern parts of the country that were, in the opinion
of Apanavièius, the limit from which the ‘kanklës’ cultural zone extended
as far as Finland and Karelia (Apanavièius 1992: 7).

Throughout the entire territory of the kanklës, three types of this
instrument are known, spread approximately in geographical zones
extending from the south to the northeast. Quite a number of common
material and spiritual culture features have been distinguished in every
zone among nations and ethnic groups living here, according to the
archaeological, ethnological, linguistic, anthropological and folklore
research data (Apanavièius, Alenskas, Palubinskienë, Visockaitë, Virbaðius
1990: 12).

Given that Lithuanian traditional kanklës were spread only in the
kanklës area (type 1 in northeastern Aukðtaitija, type 2 in western Aukð-
taitija and Samogitia, and type 3 in Sudovia), modified and zither-type
kanklës, on the contrary, could be found in a great diversity of locations
throughout Lithuania.

Here we present different examples (types) of instruments that were
used and are still used presently to perform religious songs (hymns).

Figure 1. A northeastern Aukðtaitian kanklës (type 1).
IEM EM 2974. Year 1924.

Figure 2. A western Aukðtaitian and Samogitian kanklës (type 2).
Year 1988.
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Figure 3. A Sudovian kanklës (Type 3).
TMM 26265. Year 1900.

Figure 4. A modified Sudovian kanklës (Type 3
a
).

Year 1996.

Preconditions that resulted in modification of traditional kanklës
were influence of the common European culture (including lands where
related instruments were used) and confessional differences among
Christian beliefs (Apanavièius 2000: 35).

To sum up, we can state that although different-type instruments
that were used in Lithuania in the mid-19th through the 20th century have
retained their traditional shapes, their construction elements and ways
of production have more or less deviated from folk traditions. This could
be explained as an impact of Western European musical culture.

The tradition of making music on the kanklës, the most archaic of
the old Lithuanian instruments began fading in the second half of the
19th century through the first half of the 20 th century, when overall spread
of whole-nation entertainment instruments started. Meanwhile, it was
barely alive around the mid-20th century. The same should be said about
modified variations of the kanklës that ceased to be used in the traditional
culture around the middle of the 20th century.
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Lithuanian kanklës players having performed or
still performing religious songs

Written and archival sources provide very scarce knowledge on
kanklës performers, and the information is about players of the first half
of the 20th century only. It is rather difficult to establish a full view of
performers’ personalities on the basis of that knowledge. The authors
who were in a hurry putting their efforts to describe obsolescent kanklës
performance would attribute their utmost attention to registering inform-
ation on the very instrument and music performed on it. Thus their works
contain comparatively little information about performer personalities.
Materials obtained from expeditions complement and bring accuracy to
knowledge on kanklës performers of the past and the present and the
course of their lives.

The present chapter is dedicated to presenting kanklës performers
of the 19th through the 21st century who played or are still playing religious
hymns.

Alvina Aiðparienë-Lapienytë (born in 1909), a resident of Kiluèiai
(district of Birþai) and a daughter of Petras Lapienë (1865–1962, see
Figure 5) as well as his nephew Kostas Lapienë (a son of Jonas, Lapienë’s
brother), a resident of Birþai born in 1927 who were visited during III
EED EIA1 1989 told the expedition members that Lapienë was very fond
of chanting hymns besides his activity of performing glees on the kanklës.
According to his nephew Kostas, he would say while playing after having
put the kanklës on the table: Apply your ear to the table and listen, it
sounds better (Materials from EED EIA 1989).

Throughout his entire life he would only play glees, one dance and,
as is known, one religious song on a five-stringed kanklës. Lapienë was a
good performer of glees and songs, a great storyteller and a very good-
tempered man who knew a lot of ancient songs, glees and religious hymns.

Performer Pranas Dargis (1908–1990, see Figure 6) residing in the
township of Barstyèiai (district of Skuodas) was visited during I EED
EIA in 1987. He said he was born in a family of an organist. His father
had constructed an organ and three harmoniums by himself. He also
made a horn and a clarinet with wooden keys for his son. The family was
wealthy, but, as the eldest son studied at the University of Oxford, nothing
else remained for Pranas but to stay in his father’s farm and do agricultural

1 EED EIA – here and below abbreviatur from Ethnic-instrumental expedition –
the facts. Archives of the Ethnic Music Institute.
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work. He accomplished a four-year primary school course in Barstyèiai
as well as a farming course conducted by the school. Prof. Juozas Þilevièius
from Klaipëda Conservatoire noticed his talent and offered Dargis to
study music, but he refused due to the aforementioned reasons.

Dargis used to sing in a church choir and accompany it with a
harmonium. The choir of Barstyèiai was strong: they would perform not
only two-voiced, but also four-voiced masses. It sometimes performed
together with the orchestra located in Ðatës that ran in 1922–1940 (artistic
director – J. Andrijauskas) and was accompanied with an organ. All of
the choir singers chanted from score. Dargis was fond of playing melodies
of the Mountains of Samogitian Calvary, Mournful Whining, the Hours
of St. Mary the Virgin and other hymns (Materials from EED EIA 1987).

Performer Stanislovas Kruèas (born in 1922, see Figure 7) residing
in the village of Gëluva (eldership of Ariogala, district of Raseiniai) accom-
plished the Mechanic School of Raguvëlë and worked as a mechanic in
Ariogala. He learned to play the modified Sudovian kanklës at the age of
12–15 from his sister Stanislava Þvingelienë-Kruèaitë (1918–1965) who
played in the Krekenava kanklës ensemble directed by Stanislovas Rudys.

Kruèas mostly played the kanklës in solo; meanwhile, he played the
violin in bands. He intensively played the kanklës up to 1946. Around
1965, when his sister died, he took over her instrument and resumed
playing more intensely. He has been performing mostly different religious
songs for the last 20 years (Kruèaitë 2009).

Leonas Puskunigis (1910–1994, see Figure 8) shared not only mem-
ories of his father, but also of himself when visited in 1992. In 1931, he
accomplished Kaunas Teacher Seminary, and in 1936 – the Higher Course
of Physical Education. He was a coach emeritus of Lithuania. Up to
1943, Puskunigis was the head of Marijampolë Sports District. In 1943–
1945, he was a prisoner at Stutthof Concentration Camp. After the Second
World War, he worked as a senior lecturer and coach for athletes at the
Institute of Physical Education. He learned playing the kanklës from his
father Pranas Puskunigis.

In 1977–1979, he directed the Skriaudþiai kanklës ensemble and
was an active ensemble member later, often invited to play solo. Puskunigis
would popularise his father’s creative heritage and willingly share his
memories. After retirement, Puskunigis lived in his parents’ homestead in
Skriaudþiai and eagerly played various religious songs (Puskunigis 1985).

In 2003–2005, when the author spoke with organist and kanklës
player Jonas Gregoravièius (born in 1912, see Figure 9), the latter told
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her he had moved to Merkinë, a Dzûkian settlement of exceptional beauty
from Sudovia (rural district of Sasnava). He worked as an organist for
42 years. In his words, he had paid a visit to Pranas Puskunigis, father of
the kanklës to learn playing. He later taught others to play the instrument
(Gregoravièius 1995).

Among his disciples, also, was his future wife Kleofa Gavorskaitë
(1911–1999). Gregoravièius is a good drawer and carver as well as creator
of religious songs accompanied with the kanklës. Seven years ago,
Gregoravièius also bid my sister Daiva a graceful farewell with his hymns
accompanied with the kanklës in her last journey to the Better World.

In 1952, a kanklës quartet (Lungienë 1999) assembled in the village
of Juodonys (district of Rokiðkis) whose members were Paulina Tumienë-
Gikytë, Julë Starkuvienë-Baltuðkaitë, Adelë Niauraitë and Liucija
Niauraitë (see Figure 10). Following some short joint rehearsals, it started
performing in various events in the district of Rokiðkis.

A great supporter of kanklës performance was Lionginas Neniðkis
(1915–1989), a parson of Duokiðkis and enlightened person, as if he
were a second Strazdelis (Motuzienë 2002: 20) who could play the
kanklës, liked, highly valued and esteemed kanklës music. Therefore, he
supported in every way possible the Juodonys kanklës quartet that was
fond of performing hymns.

Figure 5. P. Lapienë in Kviriðkis
Grange (Birþai county).

Photo by B. Buraèas, 1937
(KIM neg. 3722).

Figure 6. P. Dargis in
Barstyèiai (district of Skuodas).

Photo by N. Visockaitë-
Lungienë, 1988.
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Figure 7. S. Kruèas in Gëluva
Recreation Centre (Eldership of
Ariogala, district of Raseiniai).
Photo by A. Auðkalnis, 1987.

Figure 8. L. Puskunigis in
the village of Skriaudþiai
(Marijampolë county).

Photo by V. Alenskas, 1990.

Figure 9. J. Gregoravièius with
his wife Kleofa. Merkinë.
Photo by E. Virbaðius, 1990.
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Figure 10. The kanklës quartet of Juodonys in Juodonys village
(district of Anykðèiai), 1954 (Lekavièienë 2002: 21).

Religious songs were and are still performed on different occasions
in the majority of Lithuanian cities, towns and smaller settlements:
Kaunas, Klaipëda, Krekenava (district of Panevëþys), Laukuva (district
of Ðilalë), Panevëþys, Skriaudþiai (district of Prienai), Ðiauliai, Uþpaliai
(district of Utena), Vilnius, etc.

We hereby present a table of data on kanklës players who have
performed religious hymns in all Lithuanian regions at different periods.

Table 1.
Solo performance of religious songs in Lithuania

in the 19th through the 21st century

Number of Type of
performers Average age Period kanklës Hymns

18 80 1865–2011 1, 2, 3, 3a Various

The kanklës had been regarded in Lithuania as an instrument to be
played by men since the oldest times, yet the tradition of male music
making dwindled in the 20 th century, as one third of kanklës performers
were already women. Religious songs are mostly accompanied using the
Sudovian (type 3) kanklës that spread all over the country as a symbol of
national identity after the declaration of Lithuanian independence.

Table 2 presents data on ensembles performing religious songs on
the kanklës in Lithuania in the 20 th through the 21st century.
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Table 2.
Ensemble performance of religious songs in Lithuania

in the 20th through the 21st century

Number of ensembles Period Type of kanklës Hymns
11 1906–2011 2, 3, 3a Various

As few as eleven kanklës ensembles performing religious songs could
be found throughout the period analysed. In 1996, when materials were
collected for the article (Palubinskienë 1996: 45), quite a number of still
existing ensembles accompanying various hymns with the traditional
kanklës were recorded.

Unfortunately, the situation has strongly changed over the recent
15 years – and it has changed not for the better. Regrettably, the old
ethnic instruments are rapidly substituted with imported ones: guitars,
electric instruments, etc.

Religious songs performed on the kanklës

The antique cultural heritage and attitude towards the surrounding
world did not fade out even after total entrenchment of the Christian
religious ideology. This is reflected in usage of national musical instruments
in funeral and church rituals. In northern and eastern Aukðtaitija, the
kanklës was used to accompany hymns performed in evangelical protestant
community masses and religious meetings of the community. Emilija
Èigienë (1898–?) remembers that in her childhood chanting used to be
accompanied with the kanklës during community worshiper assemblings
when they were organised at villagers’ homes instead of the church (Trapu-
lionytë 2001: 29). In Birþai county, kanklës music used to be performed
in the last eve at funerals, before escorting the dead to the cemetery
(Motuzas 1989: 20). Although scarce, facts of religious song performance
reflect that hymns were nonetheless accompanied with the kanklës, despite
the informants not presenting the manner of performance.

Supposedly, the manner of performance having developed since the
oldest times could also be impacted by ecclesiastical musical culture.

Relatives of Petras Lapienë living in Birþai mentioned that he used
to play the evangelical reformat hymn Dieve Tëve nielas (O’ God, Our
Dear Father). The daughter remembered that her father was very fond
of playing the kanklës and chanting for his relatives (Materials from
EED EIA 1989).
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Lapienë’s brother, organist Povilas Lapienë (1908 –?) claimed that
Petras would play religious songs for certain. E.g. the northeastern Aukð-
taitian manner of performance is used when playing the hymn Dieve
Tëve mielas (O’ God, Our Dear Father ) (see Example 1): touching one
string with the fingernail of the second finger of the right hand and using
an anticipated stable position of left hand fingers (Materials from EED
EIA 1989).

Reinholdas Moras (born in 1956), an evangelical reformat vicar of
Birþai remembers to have heard hymns performed on the kanklës in the
church and the churchyard of Nemunëlio Radviliðkis in his childhood.
Instruments would be hung around performers’ necks. This was the way
people played while walking to church feasts from faraway villages, having
hung their kanklës (Materials from EED 1989).

The Catholic priest S. Ikamas (beginning of the 20st century) who
resided in the village of Gervelënai (rural district of Papilys, Birþai county)
as well as his mother Valerija Jokubënytë-Ikamienë (1888–1961) and
grandfather Gabrielius Jokubënas (born in the 19th century) used to per-
form religious songs on the Sudovian-type kanklës.

During ethnic instrumental research expeditions of 1989, 1990, 1998
and 2002, the informants Morta Roþanskaitë-Miknevièienë (born in
1918), Juozas Laðas (1912–2005), Egidija Makuðkaitë-Lekavièienë (born
in 1960) and others mentioned a 10–12 player ensemble of Svëdasai
(district of Anykðèiai) directed by Petras Vinkðnelis (? – around 1978)
that used to perform the hymn Ave Maria, etc.

In 1989, the performers of the Rozalimas township (district of
Pakruojis) Morta Roþanskaitë-Miknevièienë (born in1918), Morta Ro-
þanskaitë (1943–1979), Ona Roþanskaitë (born in 1921) and K.Roþan-
skas (?) performed the psalm Dievas mûsø prieglauda ir stiprybë (God is
Our Shelter and Strength), etc. They used to participate in different events
and play in the church of Rozalimas.

In 1989, Agota Paukðtytë-Tamulaitienë (born in 1917) living in
Seredþius (district of Jurbarkas) remembered a kanklës ensemble consisting
of 6–7 girls existing in Antalieptë School of Agriculture and Craft (Anta-
lieptë, Zarasai county) during her studies around 1935–1937. The en-
semble was headed by Sister Stanislava, a nun housemother. Next to
various ancient songs and dances, religious songs made a constituent
part the repertoire.

Leonas Puskunigis who lived in Skriaudþiai (district of Prienai) used
to perform the following carols and hymns on the kanklës: Sveikas, Jëzau
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gimusis (Glory to the Newborn King ), Bernelis gimë Betliejuj (A Boy is
Born in Bethlehem), Uþgiedokime linksmai (Let Us Sing and Rejoice),
Linksminkis, þeme (Rejoice, World!), Ateik, Dvasia Ðventoji (Come, O’ Holy
Spirit), Jëzau, geriausias mano globëjau (O’ Jesus, My Best Protector),
Garbinkime ðirdá Jëzaus maloningà (Praise the Gracious Heart of Jesus),
and O skaisèiausia, o graþiausia (O’ the Most Virgin and Beautiful ).

A number of Sudovian kanklës performance facts were encountered
in Dzûkija. J. Gregoravièius (born in 1912) originating from Sasnava
(district of Marijampolë) has been performing religious and self-created
hymns throughout his entire lifetime, next to folk and national songs as
well as ancient dances.

The violin player Pranciðkus Jankauskas (1908–?) from Ðilalë and
Teodora Èepauskaitë-Ðeputienë (born in 1915) recalled performance of
songs and sacred hymns by player Adomas Èepauskis (1879 – around 1950)
from the village of Balsiai – the ones that he performed in long winter
evenings. He used to play songs from the Mountains of Samogitian Calvary
cycle: Jëzø Kristø Judoðius (Judas Sold Jesus Christ), Atmink, krikðèioni
(Remember, O’ Christian!), etc. and accompany them with the kanklës.

Another performer of religious songs who accompanied them with
the kanklës was Vaikasaitë-Burbienë (?) from the village of Avyþliai (dis-
trict of Akmenë).

It is a must to mention that a position of special significance in
Samogitian, southern and western Aukðtaitian, southern Sudovian (and
Dzûkian in the mid-20 th century) repertoire of the kanklës belonged to
religious hymns. Samogitia is famous for its songs and folk dances and
the most famous for its oldest kantièkinës (chantbook songs) and hymns
of the Mountains of Samogitian Calvary cycle. They are Catholic religious
songs praising St. Mary the Virgin and narrating Jesus Christ’s Way of
the Cross. The Calvary Mountain Cycle consists of 20 prayers and songs.
The Mountains (Stations of the Cross) are walked not only on 2–9 July
by visiting special places (chapels established specially during the solemn
feast of the Visitation of the Blessed Virgin Mary), but are also chanted
at homes during funerals and commemorations of the dead, and during
the Holy Week in churches. Presently, on the contrary to the old times,
people perform the ritual of walking the Mountains all the year round
(Motuzas 1993: 9). Kanklës music still sounded with religious hymns as
late as approximately in the mid-20th century. Pranas Dargis (1908–1990),
a chanter and kanklës player from Barstyèiai village (district of Skuodas)
used to accompany the Mountains songs with the kanklës (Motuzas 1993:
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8). In Samogitia, songs of the Way of the Cross are chanted using one
melody and are characterised by great variability (Palubinskienë 2009:
340) (see Example 2).

Religious songs accompanied with the kanklës could be compared
with Lithuanian folk songs. Their accompaniment is quite simple: the
instrumental tune is the same as the melody sung or chanted. Usually
two voices are performed in parallel thirds (see Example 3).

To accompany a hymn, the plectrum manner of playing is used: left
hand fingers cover strings unnecessary for the accord and touch strings
to get sixteenth notes, while the plectrum held in the right hand is pulled
away from the player across the strings. Sometimes performers decorate
melodies with single sixteenths or chords.

Such accompaniment of religious songs depends on the musician’s
technical possibilities as well as on the will and ability to improvise.

Songs of the Hours of St. Mary the Virgin, sometimes called Gadzin-
kos or Adynos in the folk mode are performed in early morning hours
during Advent and the month of May. In the 19 th century, especially
widely did they spread in Sudovia. Eventually, The Hours became a
mandatory part of prayers blessing St. Mary the Virgin. They were chanted
with accompaniment of traditional musical instruments, either in the
church or at home, and, in the case of Samogitia, even outdoors (Motuzas,
Virbaðius 1994). Based on the tradition, all of the songs constituting the
Hours are chanted using one tune (see Example 4).

Shrovetide is followed by Lent (Fast) – the time for concentration,
repentance and meditation intended to remember the passion of Christ
and to get ready for the feast of resurrection, i.e. Easter. Lent is charac-
terised by performance of songs called Mournful Whining . Mournful
Whining is supposed to have come to Lithuania with Jesuits. In the second
half of the 19 th century, they were already performed in almost every
church or home. They became a part of Lent prayers, especially in south-
eastern and southern Aukðtaitija as well as southern Sudovia. The cycle
of Mournful Whining  songs consists of three parts. The tunes are authentic
and peculiar to every individual region of Lithuania. They are performed
in either one or two voices. Based on the tradition, religious songs were
accompanied in the region of Sudovia with the kanklës, and later – with
the violin (Palubinskienë 1994: 244, see Examples 5–62).

2 Abbreviatures used in Examples 1–6: AMAA – Personal archive of Alfonsas
Motuzas; IEM EM – National Museum of Lithuania; KIM – Personal negative
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Example 1. The hymn Dieve Tëve mielas (O’ God, Our Dear
Father)*

Performed by Petras Lapienë. VPAA, transcribed by Povilas Lapienë.

Example 2. An excerpt from the hymn Garbinkime Ðvenèiausiàjá
Sakramentà (Praise the Holy Eucharist) performed at the beginning and
the end of the Mountains of Samogitian Calvary during the Feast of
St. Mary the Virgin

Performed on the kanklës by Pranas Dargis. Transcribed by Alfonsas
Motuzas (1993b: 88).

Example 3. The hymn Marijos vardas (The Name of Mary) – the
final hymn of walking the Mountains of Samogitian Calvary

Performed on the kanklës by Pranas Dargis. Transcribed by Alfonsas
Motuzas (1993a: 44).

record book of Balys Buraèas at Vytautas the Great War Museum; Kr. Ðv. A
RIA – Archive of Kretinga St. Anthony Institute of Religious Studies; Ðvè. MMV–
Hours of St. Mary the Virgin; TMM – Lithuanian Theatre, Music and Film
Museum; VPAA – Personal archive of Vida Tarnauskaitë-Palubinskienë.

* The hymn is chanted one octave higher.
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Example 4. Auðrinë (Morning Star – an anthem)
Performed on the kanklës by Pranas Dargis. Ðvè. MMV, AMAA,

transcribed by Alfonsas Motuzas.

Example 5. Initial hymn
Performed on the kanklës by Pranas Dargis. Kr. Ðv. A RIA, tran-

scribed by Alfonsas Motuzas.

Example 6. Short final hymn
Performed on the kanklës by Pranas Dargis. Kr. Ðv. A RIA, tran-

scribed by Alfonsas Motuzas.

According to Motuzas, a researcher of Christian ritual music, local
customs and music having existed in parallel with the Church’s liturgy
allowed envisaging inheritance from pre-Christian religious culture
(Motuzas 2003: 253). This fact allows supposing that the manner of
playing the kanklës having developed since the old times may have also
been influenced by musical culture of the Church. The ancient cultural
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experience and world outlook did not disappear even after total entrench-
ment of the Christian religious ideology. This is reflected in usage of folk
music instruments in funerals and church rituals. Although somewhat
scarce, facts of performing religious songs on the kanklës reflect that this
instrument was still used to accompany religious songs, yet the informants
do not indicate the manner of playing (Palubinskienë 2011: 106).

The second half of the 19th century through the first half of the 20 th

century was characterised in the tradition of kanklës music by entrench-
ment of performance of religious songs on the kanklës, next to playing
dance tunes and songs in the regions of western, southeastern and southern
Aukðtaitija, Samogitia and Sudovia.

Conclusions

The analysis of written sources, published research materials and
data obtained from ethnic-instrumental expeditions conducted in relation-
ship with the kanklës indicates the following:
1. Religious songs were performed in Lithuania using different types

of the kanklës. The spread and existence of ethnic-type kanklës was
determined by tradition. The modification of traditional kanklës de-
pended on the common European cultural influence as well as confes-
sion differences among Christian beliefs in the lands where kanklës
were used.

2. In the 19th–21st centuries, religious songs gained a significant position
in the repertoire of Lithuanian kanklës players, next to dance tunes,
songs and improvisations.

3. Historical, archival data and the latest materials from ethnic instrument
research expeditions indicate that religious songs were accompanied
with music of the traditional kanklës as early as in the 16th century:
in Samogitia, such songs were the archaic chantbook songs called
Kantièkinës, the Mountains of Samogitian Calvary and the Way of
the Cross songs; in Sudovia, they would accompany the Hours of
St. Mary the Virgin; meanwhile, in western, southeastern and
southern Aukðtaitija and in southern Sudovia – Mournful Whining .

4. The songs of the Mountains of Samogitian Calvary and the Way of
the Cross are chanted in one melody and are not characterised by
high variation. Presently, on the contrary to the old times, people
perform the ritual of walking the Mountains all the year round; the
Hours of St. Mary the Virgin are also chanted in one melody. They
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were chanted with accompaniment of traditional musical instruments,
either in the church or at home, and, in the case of Samogitia, even
outdoors. The tunes of Mournful Whining  are authentic and peculiar
to every individual region of Lithuania. Based on the tradition, religious
songs were accompanied in the region of Sudovia with the kanklës,
and later – with the violin.

While performing religious songs, kanklës players have retained the
most important melodic features of western Aukðtaitians, Samogitians
and Sudovians: domination of the major, homophonic polyphony, simple
rhythmic composition and non-complicated metre. It is true to say that
religious songs performed on the kanklës have remained identical to those
performed vocally. Therefore, we may state that they have not become
independent instrumental pieces from the repertoire of the ‘kanklës’
(Palubinskienë 2009: 245).

Reliìiskâs dziesmas lietuvieðu kanklçtâju repertuârâ
19.–21. gadsimtâ

Vida Palubinskiene

Kopsavilkums

19.–21. gadsimta lietuvieðu kanklçtâju repertuârâ lîdzâs deju
melodijâm, laicîgâm dziesmâm un improvizâcijâm nozîmîgu vietu ieòem
reliìiskâs dziesmas. Vçstures, t. sk. arhîvu dati un jaunâkie etnisko instru-
mentu izpçtes ekspedîciju materiâli liecina, ka jau 16. gadsimtâ reliìisko
dziesmu pavadîjums tika uzticçts tradicionâlajâm kanklçm: Þemaitijâ
ðâdas dziesmas bija Kalvarijas kalnu un Krustaceïa dziesmas, kas iekïautas
senajâs dziesmu grâmatâs (t. s. kantièkinë); Sudovijâ kanklçtâji spçlçja
pavadîjumu Svçtâs Jaunavas Marijas stundu dziesmâm; bet Augðtaitijas
rietumos, dienvidos un dienvidrietumos, kâ arî Sudovijas dienvidos
skançja t. s. sçru raudas jeb raudu dziesmas.

Pçtîjuma p r i e k ð m e ts ir lietuvieðu reliìisko dziesmu atskaòojums
kankïu versijâ. Pçtîjuma m ç r í i s ir raksturot ðâda atskaòojuma daþâdas
versijas 19.–21. gadsimta Lietuvâ. Pçtîjuma m e t o d es ir tipoloìizâcija,
analîze, salîdzinâjums un vispârinâjums.

Kristîgo rituâlu mûzikas pçtnieks profesors Alfons Motuzs pamatoti
norâda, ka vietçjâs paraþâs un reliìiskajâ mûzikâ, kas eksistçjusi paralçli
baznîcas liturìijai, saskatâma saikne ar pirmskristietîbas reliìiskâs kul-
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tûras mantojumu (Motuzas 2003: 253). Tâdçjâdi varam pieòemt, ka arî
kopð senatnes pazîstamo kankïu spçli, iespçjams, ietekmçjusi baznîcas
mûzika. Senâ kultûras pieredze un pasaules uzskats neizzuda pat pçc
pilnîgas kristîgâs reliìijas iesakòoðanâs Lietuvâ. Tas atspoguïojas tautas
mûzikas instrumentu izmantojumâ bçru un baznîcas rituâlos. Lai gan
liecîbu par reliìisko dziesmu atskaòojumu kankïu versijâ nav daudz, tomçr
tâs pierâda, ka ðos instrumentus lietoja reliìisku dziesmu pavadîjumam;
tiesa, spçles veids pieejamajos informâcijas avotos nav aprakstîts.

Atskaòojot reliìiskâs dziesmas, kanklçtâji saglabâjuði vissvarîgâkâs
Rietumaugðtaitijas, Þemaitijas un Sudovijas melodijâm tipiskâs iezîmes:
to vidû ir maþora prioritâte, homofoni polifons izklâsts, vienkârðs ritms
un metrs. Mûzikas materiâls reliìisko dziesmu vokâlajâs un instrumen-
tâlajâs versijâs ir identisks. Tâdçjâdi varam secinât, ka kankïu versijas
nav kïuvuðas par autonomu, no vokâlâ pirmvarianta neatkarîgu reliìiskâs
mûzikas atzaru.

Atslçgvârdi: tradicionâlâs lietuvieðu kankles, kankïu mûzika, reliìis-
kâs dziesmas, Þemaiðu Kalvarijas kalni, Svçtâs Jaunavas Marijas dzies-
mas, sçru raudas.
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Introduction

In this article the phenomenon of Povilas Stulga Lithuanian folk
music instrument will be analyzed. The main m e t h o ds are interview
and analysis of documents.

O b j e ct is the ethnic musical movement in Povilas Stulga Lithuanian
ethnic music museum. There is the need to bring up a p r o b l e m – can
museum be also scientific and musical movement centre? The a i m is to
find out, what are the functions of this musical museum. In order to
achieve the aim there are 3 t a s ks raised:
— to analyze, what are the main activities in the museum and find out,

how, functioning as a museum, it interacts with musical and academ-
ical activities;

— to research, whether museum and its activities can be regarded the
part of phenomenon of folklore movement;

— to research, what are the practical and public benefits from the
museum activities in the light of the ethnic culture propagation.

S o u r c es used for the research are interviews with museum staff,
students of Vytautas Magnus University and professional ethnologists.
Data is kept in personal archives of the author.

On April 26, 1985, in Kaunas old town in L. Zamenhof Street the
Museum of Lithuanian Folk Instruments was opened1. From March 1983
it functioned firstly as a part of National Ethnic Museum in Rumðiðkës
(also called Open Air Museum of Lithuania) – ethnic music instruments
sector, which was opened in the year 1985 for the public expositions.

1 Decision of LSSR MC Nr. 330, 1985, April 26. LSSR MC – here and further
abbreviation of Lithuanian Soviet Socialistic Republic Minister of Culture.
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Even not having official status of museum, this exposition from 1988
already had Ethnic Music School Tututis, established as an additional
part of the museum (which at the moment didn’t exist yet) in the order
stressing, that this school was established as a part of the museum2. This
name already showed future plans of municipal power to establish se-
parate Museum of Lithuanian Folk Instruments.

From 1st September, 1990, Kaunas municipality decided to establish
a separate Ethnic Musical School of Tututis 3, which functioned till 1999.
Later on it became children’s folk theatre Tututis 4. Principal Vaidotas
Stulga decided to reorganize Tututis  cutting off finances5.

This exposition which is collected in the museum was not the only
one in the whole Lithuania – Museum of Theatre, Music and Cinema
(Lietuvos teatro, muzikos ir kino muziejus) and Lithuanian Art Museum
in Vilnius ( Lietuvos dailës muziejus) also exhibit ethnic instruments of
Lithuania. The exhibits of Music section contain music instruments,
phonoteque, personal exhibits and the exhibits of music groups and music
theatres (Lietuvos teatro, muzikos ir kino muziejus).

In the same manner, as in Povilas Stulgas’ Museum of Lithuanian
Folk Instruments, there is a huge range of music instruments of 18th–20th

centuries, which are the origin of mechanic music instruments. There are
also exhibits of ethnic musical instruments – accordions and concertinas,
cymbals, etc. – as in P. Stulga museum.

Exhibits in the P. Stulga museum are devided into separate parts.
First part of exposition is of the Lithuanian wind-instruments. There are
pan-pipes (lith. skuduèiai), bagpipes, birbynë, lamzdelis, clay instruments,
daudytë and other samples exhibited.

In the section of the string instruments there are Lithuanian kanklës
of different ethnografical regions exhibited. Violins are placed together with
world instruments – accordeons and concertinas according to the historical
and geografical classification. This exposition is in the different building,
showing visitors, that some of the folk instruments firstly belonged to
the popular world instruments, later on becoming part of Lithuanian folk
music culture. In the exposition of the world music instruments there are
organs, pianos, violins, accordeons, concertinas, drums being exhibited.

2 Decision of LSSR MC Nr. 04/3-10-1168, 1988, October 11
3 Kaunas City Mayor decree Nr. 294, 1990, August 30
4 Kaunas City Council, decision Nr. 130, 1999, September 23
5 Principal Vaidotas Stulga, decision Nr. 17-k, 2003, November 24
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There is also one room of world ethnic musical instruments for the
comparative goal. These exhibits show to visitors, that in general folk
music instruments are very similar all over the world, expressing the
need for magic rites, celebration of feasts. Also it is showed, that Lithu-
anian kanklës is unique in the Baltic region, as similar instrument exist
only in Latvia, Estonia, Finnland and Russia.

As summing up, all the exhibits are prepared on the hard scientific
background. Museum’s specialist Dalia Augustaitienë admits, that for
her it was always very important to do different scientific works while
working in the museum and preparing permament exhibits, and also
temporary exhibitions  (Augustaitienë 2011, 8 March). She admits, that
for her Romualdas Apanavièius, Marija Baltrëniene and other scientists
were always very important. It is an impression, listening to complaints
of the museum staff, that previous principal because of his personal low
scientific knowledge and ambitions didn’t recognize scientists’ opinion.
In Vaidotas Stulga – previous principal – period it was difficult to reveal
personal skills and scientific knowledge; also tell other specialists of the
museum, who want to remain anonymous, but at the period starting
from year 2008, when new principal Aurelijus Stunþënas was elected,
museum started flourishing, as new ideas based on the strong scientific
basis are being recognized and welcomed in the everyday life of the
museum.

Education

In the museum visitors can explore exhibits by themselves, but it is
also possible for bigger groups to get a real educational programme.

In the museum educational programmes have been organized for
several years. Educational programmes became popular also in many
other museums in Lithuania, because of the need to represent museum as
an interesting and useful institution, attract children, who have the stereo-
type, that museum is something boring. Educational programmes are
also organized in Open Air Museum in Rumðiðkës, district of Kaiðiadorys,
Museum of Kipras Petrauskas in Kaunas (museums connected to music),
in the Museum of Genocide and Resistention in Kaunas and in many
other museums.

The educational programme is usually organized for bigger groups
of school students, who attend educational programmes together with
their teachers. Teachers usually organize one day off the school, students
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come relaxed and in a different from school atmosphere there is an
educational programme being tought.

For very small children all the programme can consist of 10–15
minutes intensive teaching and 30 minutes of playing folk games, singing,
playing folk instruments, later on reflecting on what has been tought.
Bigger schoolchildren choose active teaching of 45 minutes, asking different
questions and answering the questions, that the museum theacher asks.

Previous principal Vaidotas Stulga liked to teach himself, but as a
student of Vytautas Magnus University of Department of Ethnology and
Folkloristic admitted, it was more similar to theatre, but not to theaching.
Students actually liked the excursions, but there was very little scientific
approach. Students came with their proffesor, Romualdas Apanavièius,
and he was giving a lecture. But the principal took this initiative away
and organized a real theatre performance, but not education (Anonymous
student 2001).

At the moment, the new principle Aurelijus Stunþënas demands, that
education should be of high scientific knowledge, combining with humour
and theatre elements because children like to spend time laughing. Thus
modern pedagogical methodics are being used teaching children. On the
one hand, children spend time pleasantly, on the other – they also gain
some basic skills of ethnic culture, ethnoinstrumentology and traditions
of Lithuanian shepherds, so that their teachers can develop them later on
during music lessons in the school after education given in the museum.

The museum principal sticks to the opinion, that in the museum
there must be hight scientific level guaranteed, that is why educational
programmmes are given by Doctor of Ethnomusicology Laura Luken-
skienë and a doctoral student of ethnology, the author of this article.

Folkloristic and musical activities in the museum

The museum is characterised not only by its expositions and active
education, but also for the activities proposed in the museum.

Music school Tututis stopped functioning in the year 2008 solely
because of legal issues. As it was mentioned in the museum documents,
Tututis wasn’t reregistered because of the fault of the previous principal,
because there had to be documents prepared for the registration of the
separate juridical organization, as according to the new law, the school
couldn’t remain in the museum. The principal decided to close Tututis  at
all.
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At the moment, the previous Tututis  building is newly reconstructed
and mostly children folk groups give concerts there. Mostly on Saturdays
everyone can come and listen to different concerts – even the concert of
guitars. Traditionally, the group, which gave the concert, goes to visit
the museum and learn something new about ethnic culture.

 The strong ethnomusical basis and staff competence of the museum
made it possible that at the moment musical activities are being proposed
in the museum. There are accordion lessons in the gothic cellar of the
museum organized. There are also ethnic dance lessons organized. Both
activities are proposed by teachers of high competence. As the museum
has won a project together with Lithuanian community in Poland, in the
Lithuanian region of Punsk, there are concerts and events of Lithuanian
community of Punsk being organized. Punsk region has very specific
dialect and culture, as being separated from the geographical Lithuania
after World War II, Lithuanian community has kept ancient dialect of so
called skersdzûkiai – that means, that of people of Punsk on the edge of
the two Lithuanian regions: Sûduva and Dzûkija. Two folklore groups
(one – adult group, another – children’s folk dance group) represented
their Punsk Lithuanian community. They sang songs, that where preserved
in the politically separated region, in this way keeping up old traditions
of the region. This cooperation has double meaning: for the Kaunas people
it is quite exotic to meet Lithuanians from Poland, who can fluently
speak Lithuanian and sing, dance following ethnic traditions, and for
Punsk community those events are very important, when museum staff
together with folk groups are coming to Punsk, representing living Lithu-
anian tradition. Thus the museum through this project has become a
cultural bridge between two communities, from which one is Kaunas
city people, seeking for the authentic of ethnic traditions, and Poland’s
Lithuanian people, who have preserved authentic regions’ traditions
through violent political isolation. This cohabitation of two different
cultural communities, being theoretical of the same national character,
is also very interesting field of the research in the museum.

On February 2, 2011, Punsk community members came with child-
ren’s folk ensemble Ðalèinukas and youth folk ensemble Alna, there was
a concert in the museum organized; it was a part of the project of EU
fund of regional developement Active Neighbourhood.

The festival Graþi mûsø ðeimynëlë (Our nice family) has been
organized for several years from 2006 in the museum. This festival started
when the museum won a project. First years it was of a local meaning
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and there took part 10 families. There come folklore groups and there is
all day long activities being organized. There are also competition between
families organized (competing who plays better). And in the year 2010 it
became international – there came families not only from Lithuania, but
also from Punsk (Poland), also Lithuanians from Latvia, Russian families
from Visaginas (Lithuania).

In the year 2010 the name of the festival was changed into the name
Ðauni mûsø ðeimynëlë (Our nice family). Festival of families Ðauni mûsø
ðeimynëlë in 2010 lasted 3 days and was an international event. Families
that came sang, danced. There where concerts at the end of the day. Also
there was exhibition organized of folk art. One family is preparing their
compositions for this autumn feast (Lukenskienë 2011b).

During the spring 2011 there were already concerts of ensemble
Ainiai and Kadujo (a women singing group) organized. The concerts
took place on the day when international Hansa Days started in Kaunas.
Ainiai  also participated in the opening ceremony of the international
Hansa Days.

The museum also proposed the project Skambantis muziejus (Mu-
seum full of sounds) during Hansa Days 2011 – till late hours in the
night, visitors could hear different instruments played and also make
themselves folk instruments as skuduèiai. The author of this article joined
ethnic instrument master Egidijus Virbaðius and helped him to educate
people during all Hansa feast days: tought, how to play folk instruments
and told different stories about the ethnic culture. In the internet analyzing
reflections about Hansa feast, there are data, where young people ad-
mitted, that the most interesting part of the whole feast was folk instrum-
ents section in the Medieval town (Velne 2011). The practice in the Povilas
Stulga museum made it possible, that during 3 days there were thousands
of people educated while assisting and helping Virbaðius, who admitted,
that to participate alone in such an event it is very hard, and the help is
very welcomed (Virbaðius 2011b). As in the museum there are not enough
instruments for education – mostly there is the lack of signal instruments,
which are very expensive, that is why for the education teacher it was
very interesting to broaden experience of teaching. The atmosphere of
the museum, when everyone is inspired to research and seek for more,
gave this idea to assist and help instrument master Virbaðius, member of
ancient club Pajauta.
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Permanent and temporary exhibitions in the museum

In the museum there work 4 museum specialists who care about
permanent exposition, renewing it and transforming it into more scientific
manner. But the number of the museum specialists can change. As Laura
Lukenskienë admits, the museum exhibits are exhibited strongly following
scientists’ classifications (Lukenskienë 2011c). Lukenskienë, analyzing
exhibits of kanklës and accordions, pointed to scientifically based instrument
classifications, which can be found in research works (Baika 1994; Apana-
vièius, etc. 1994).

Also the museum building complex lets to organize temporary
exhibitions of very different fields. The most popular place for temporary
exhibitions is the small gothic hall in the cellar. There were already
organized art exhibitions of paintings, also progressive artists of modern
art introduced Kaunas’ community with their progressive art pieces of
painting.

There were always temporary exhibitions from the museum funds
organized. Sometimes there were exhibited one type of the instruments,
sometimes there were solely instrument-cases exhibited (Lukenskienë
2011b).

International festivals, concerts, get-togethers, meetings with folklore
collectives are organized in the expansion of the museum. Also all kinds
of exhibitions from museum collection and from other sources are very
often organized as well as the introduction of photo artists or private
person’s creative work – it is stated in the official website of the museum
(Povilo Stulgos Lietuviø tautinës muzikos instrumentø muziejus)

.

Summer and autumn activities

As the museum is situated in Kaunas Old Town, it joins all Old
Town activities. The most popular festival of the Old Town is Hansa
Kaunas, when in the period of 3 days a lot of activities are being opened
and shown for Kaunas people and the guests of the city. Hansa Kaunas
is the feast of medieval character, and such kind of Hansa feasts take
place all over Europe in different Hansa cities, where Hansa cities are,
celebrating Hansa cities establishment through very characteristic
medieval programme.

Summer camps, used to be organized for children lasted only for 4
years. But children could learn dancing, singing and painting, playing
theater.
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Museum being of the character of the ethnic music is also opened
for the world music. Several years in a row there was organized the festival
of the singing poetry Senamiesèio þiogas (Old Town Grasshopper). There
were also summer concerts such of as popular singer Jurga Ðeduikytë
organized (2010, 30 Juny). In 2010, Georgian musician Irakli Kojava
gave a concert together with Kadujo – a women’s group of sutartinë
singing6 of museum education teacher Laura Lukenskienë (Povilo Stulgos
Lietuviø tautinës muzikos instrumentø muziejus: 3). Thus the place and
the atmosphere of the Old Town and folk instruments attract musicians
of very different background and styles. Sutartinës is quite rare in Lithu-
anian folklore ensembles repertoire. Stasys Paliulis was very concerned
for the sutartinës is being propagated only among old people. Youth
don’t know and don’t learn it anymore , he wrote about sutartinës singing
in Lithuania  (Sutartiniø ir skuduèiø keliais.. 2002: 26). Luckilly, he was
a bit wrong – Kadujo women are quite enthusiastic about sutartinës
singing.

At the moment some Lithuanian group of folk-rock as Thundertales,
group of blues Senas Kuinas and also the men’s group of war songs Karuþë
are getting interested in the opportunity organizing concerts in this
particular museum because of its good atmosphere and positive and wide
opened view to all musical activities. As the museum director Aurelijus
Stunþënas stresses, it is planned to buy a summer tent and summer chairs
for the museum for this particular aim – concert activities that are, on
the one hand, very awaited from the citizens, on the other, very welcomed
by the museum staff (Kaunas in Your Pocket: 36).

Reflections of folk movement in Lithuania in the museum

In the museum there is one exposition, which is linked with the
folklore movement in the Soviet Union’s period in Lithuania.

There are instruments and photoes of the Lithuanian Folklore Theatre
being exhibited This theatre was established by Mataièiai family – Dalia
and Povilas – in 1968 and functioned till 1990 as folklore theatre with
theatre plays, but with an aim to preserve ethnic culture and traditions.
Lithuanian instrument kanklës, and different signal instruments exhibited

6 Sutartinë is Lithuanian contrapunctal polyphonic song. As researchers state,
sutartinë’s name originated from the Lithuanian word sutarti, which means to
get on well (Raèiûnaitë-Vyèinienë 2000).
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in one small room in the museum, used during Soviet period, have been
produced in authentic manner following the authentic exhibits, books
and the most famous Lithuanian folk instrument master Juozas Laðas.

Other instruments used in the theatre – citra, cymbals, skuduèiai –
also express the aim to preserve and cultivate ethnic Lithuanian culture.
Although the museum is situated in small area there are very informative
expositions placed there, and analyzing this room of Lithuanian folklore
theatre, it becomes clear, that visitors can be introduced to very significant
phenomenon of Lithuanian folklore movement during Soviet period, and
the museum staff can prepare further expositions and scientific articles
based on the museum materials. The museum specialists already published
book based on the exhibits of the museum (Lukenskienë, Augustaitienë
2010). Another book connected to accordions, was prepared by
ethnologist Martynas Vingrys, and published not long time ago.

Photoes in the room of the world instruments show the most
spectacular moment from the life of Lithuanian folklore theatre. It is
evident, that this theatre based his activities and even national clothing
strictly on the data of researches and scientists of ethnography, as it is
seen from the photoes that very typical clothes of one or another
Lithuania’s region were selected according to the strict manner of national
tradition, that is already lost during the period of independence, when
for example some folklore ensembles of the region of Aukðtaitija dresses
in a total eclectics – the mix of the clothes from 2–3 different regions7.

Mataièiai for their significant activities were granted national grant
in the year 2010. The museum with this exhibition introduces visitors to
a significant part of the folk movement during Soviet period.

Some reflection of Lithuania ethnography is the place of Lithuanian
dolls, dressed strictly in Lithuanian ethnographical clothes, playing
traditional folk instruments. This room is mostly loved by little children.
For them dolls are very good introduction to the lesson-long educational
programme.

7 The folklore ansamble of Ðvenèionys in Aukðtaitija, called Aukðtaitija is
dressed with clothes, presented by Polish friendly community, and the clothing
is from the region of Mozuria in Poland – dark colours, when in Aukðtaitija
colours of the clothing used to be yellow, green, red and violet (Apanavièiutë
2010/2011).
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Approaches of academic life in the museum

Museum is wide opened for the universities. University lecturers plan
their lectures in the territory of the museum. Not only Vytautas Magnus
University lecturers organize their lectures – also Vilnius University
situated in the Old Town bring their students to learn about structure of
the museum, exhibits and other specific things. Vilnius University usually
bring student of the Cultural studies, and Vytautas Magnus – students of
Ethnology.

In the autumn of 2010 the cooperation document between the
museum and Vytautas Magnus University Department of Ethnology and
Folkloristic was signed. According to this document, students started to
go for work experience into the museum – for example, the first year
student of ethnology Ugnë Gumuliauskaitë already practiced in the
museum in January. She likes all the experience that she gained during
her practice period: What did I do in the museum? I was introduced to
the expositions, to the instruments that are in the funds and also I have
learned everything about museum’s documentary cards – that was the
most interesting. The atmosphere in the museum is just fantastic (Gumu-
liauskaitë 2011). Two students from the Department of Ethnology and
Folkloristic have planned to practice in the museum in summer time.
Why do I choose this particular museum? Because it is in the Old Town,
in Kaunas, I shouldn’t go anywhere else, and I have already heard many
good things from my course colleague about this museum – that all young
people are welcomed, and there are lots of interesting activities to learn,
explains second year student of ethnology (Dzevaltauskaite 2011).

A student of ethnology Martynas Vingrys works in the museum
together with the museum specialists. For him it is not only the job – as
very active member of Vytautas Magnus University folklore ensemble
Linago, he can also develop his wide abilities of musical skills, consulting
other colleagues, while preparing expositions, offering lessons of ethno-
music and helping in education.

Even museum secretary Daiva Vyðniauskaitë is an ethnology
specialist, graduated from Vytautas Magnus University. It happens that
she also helps in education, when groups of schoolchildren are big, and
both teachers are busy and are not able to give activities to children. It is
evident, that for secretary job it is not necessary to be a graduate of
ethnology studies, but the whole idea of this museum – as not only cultural,
but also scientific research centre – works also on choice of director,
when he forms his staff.
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As secretary Daiva admits, she lives active ethno-cultural life, she
likes concerts of folk music and attends different events of ethnic culture
(Vyðniauskaitë 2011). Teacher of education Laura Lukenskienë joins
telling that for her it is very important not only to open herself as the real
specialist – she likes to give all her to other people, so that they could get
some more skills and learn some more about ethnic culture (Lukenskienë
2011a). Laura during education plays kanklës, sings and even shows to
children, how to produce skuduèiai. Laura is a graduate of Vytautas
Magnus University, Department of Ethnology and Folkloristics, and not
long time ago she became the doctor of ethnomusicology in the Lithuanian
Academy of Theatre and Music. She admits that she is also into scientific
researches. As already mentioned, not long time ago together with another
museum researcher, she published a book about exhibits of the museum.
The book is small, but very significant and one of the first such books in
Lithuania – admitted professors Rimantas Sliuþinskas (Sliuþinskas 2011)
and Romualdas Apanavièius (Apanavièius 2011b), giving their opinions
about the book.

Laura Lukenskienë participates also in the folk group of women
singing folk songs (sutartinë) Kadujo. As in the museum there is quite
good atmosphere, Kadujo women prefer meeting for repetitions in the
museum, as there is enough room for all us to meat, and nobody disturbs
(Lukenskienë 2011b).

Laura Lukenskienë also teaches traditional dances in the museum.
As she points out, some time there are folk groups invited, and there are
folk music evenings. Sometimes there are only simple lessons of dances.
There come different aged people (Lukenskienë 2011b).

Ethnologists’ opinion on the museum

That a museum is not solely organized and managed like a simple
museum, is stressed by master of folk instruments Egidijus Virbaðius.
This museum is exceptional, there is no one like this (Virbaðius 2011a).
When ethnoinstrumentalist and one of the most active folk movement of
9th decade organizator (Virbaðius together with group of scientist started
ethnomusical summer courses in Kelme), he stresses: How did I start? It
all started when in the year 1986, when I finished birbynë studies, we sat
into the car with R. Apanavièius and went to Petersburg and Petroza-
vodsk, and we touched instruments from museum’s funds. When you touch
instruments with your hands, you know, it is a different thing  (Virbaðius
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2011a). At the moment this instrument master is one of the most known,
and he participates in different ancient feasts, introducing people to
traditional Lithuanian instruments. His hand works are also exhibited in
the museum – for example, bagpipe exhibited is made by Virbaðius. He
admits, that it is very important to teach people about traditional instrum-
ents: Where could they see those instruments? Only in the museum. But
they can’t touch them that is why I go to feasts and I show people
instruments, they play and they get to known about folk instruments.
Education through real practice – that is the point (Virbaðius 2011a). In
other words, specialist of folk instruments justifies museum activities,
when real practice during education and during active excursions using
real instruments are practiced in the museum. As Virbaðius stresses, only
facing living ethnic culture – at those times hidden deep in the museum
funds – he got to understanding, that he must became a real propagator
of Lithuanian ethnic culture. That is why the museum activities can change
people’s lives, even if the museum is situated in the city centre, thinks
Virbaðius (Virbaðius 2011a).

Romualdas Apanavièius stresses, that this museum is unique because
of its practical approaches. He also says: As to Virbaðius – I made totally
the same, what my teacher Baltrënienë did – she showed me funds in the
museums. While touching original instruments, facing ethnic culture, the
ethnic revolution starts from the inside. Museum – as for example men-
tioned – also can be the inspiration for people, who have no opportunity
to touch the history, the ethnic culture (Apanavièius 2011a). Apanavièius
is an active member of the museum’s community. I am actively helping
this museum to keep the scientific character. The museum principal is
quite enthusiastic. This museum has a future view, and that is a guarantee,
that it will work even more actively than before (Apanavièius 2011).

Virbaðius and Apanavièius are the authors of very signifficant
scientific book Senosios kanklës ir kankliavimas (Playing Old Kanklës)
according to which in the museum of Povilas Stulga kanklës are being
classified in exhibitions (Apanavièius, etc. 1994: 44–49).

Conclusions

— Povilas Stulga’s Museum of Lithuanian Folk Instruments functions
not only as a museum, but works as a scientific and research centre.

— In the museum there are a lot of folklore events being organized, so
that the museum functions also as part of the folklore movement.
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— The museum works also as educational centre of ethnic culture, so
that people can be introduced not only to traditional instruments,
but also to the whole view of ethnic culture, history and the present
phenomenon of ethnic and folklore movement.

Povila Stulgas lietuvieðu tautas mûzikas instrumentu muzejs:
etniskâs mûzikas un kultûras saglabâðana un popularizâcija

Kristîna Apanavièûte

Kopsavilkums

Rakstâ analizçta Povila Stulgas lietuvieðu tautas mûzikas instrumentu
muzeja darbîba. Sâkotnçji (1983) tautas instrumentu muzejs dibinâts kâ
daïa no Brîvdabas muzeja Rumðiðíçs, Kaiðadores rajonâ. Vçlâk (1988)
lietuvieðu tautas mûzikas instrumentu muzejs kïuva par atseviðíu, patstâ-
vîgu institûciju, kas îpaði aktîvu darbîbu izvçrsusi pçdçjâ laikâ. Muzejs
ietver apmçram 7000 eksponâtu un 2000 grâmatu. Daþâdi pasâkumi,
izstâdes, izglîtojoðas programmas ïauj uzlûkot ðo institûciju kâ etniskâs
kultûras centru, kura durvis arvien plaði atvçrtas apmeklçtâjiem un kura
darbîbâ skaidri jûtama nâkotnes perspektîva. Blakus parastajam ikdienas
darbam muzeja lîdzstrâdnieki izstrâdâ zinâtniskus pçtîjumus, organizç
koncertus, izstâdes, ir paði iesaistîjuðies tradicionâlâs mûzikas (sutartiòu)
ansambïa darbîbâ.

Tieði izglîtojoðajâm programmâm muzejs veltî îpaðu uzmanîbu:
ikviens, sâkot ar bçrnu un beidzot ar senioru, te var ne vien apskatît, bet
arî aptaustît un uzspçlçt autentisku tautas mûzikas instrumentu, iepazît
etniskâs kultûras pagâtni un tagadni. Ðî pieredze, kâ atzîmç tautas mûzikas
instrumentu meistars Egidijs Virbaðs, spçj sniegt iedvesmu visai dzîvei
(Virbaðius 2011a).

Tâdçjâdi Povila Stulgas muzejs izceïas ar patiesi rosîgu kultûras dzîvi,
mudinot cilvçkus gan izprast etnisko kultûru, gan izkopt tâs tradîcijas.
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II. MÛZIKAS VÇSTURE

Klavieru trio muzicçðanas pirmsâkumi
Rîgas vâcbaltu vidç

Mag. art. Lîga Pçtersone
Jâzepa Vîtola Latvijas Mûzikas akadçmijas doktorante

Ievads

18. gadsimta rîdzinieku vidç arvien valdîjusi dzîva interese par teâtri
un operas þanru – to norâdîjuði vairâki vâcbaltu mûzikas pçtnieki, viòu
vidû Vita Lindenberga (2004b: 14). Savukârt simfoniskâs un kamermû-
zikas attîstîbai jo seviðíi labvçlîga bijusi Mûzikas biedrîbas izveidoðanâs
1760. gadâ, kâ arî Pilsçtas teâtra dibinâðana 1782. gadâ. Ðo institûciju
paspârnç turpmâkajâs desmitgadçs regulâri notikuði koncerti, kuri, kâ
trâpîgi atzîmç Lindenberga, nereti sasniedza dieviðíus garumus tajos iekïau-
to skaòdarbu daudzuma dçï. Parasta parâdîba bija vienâ vakarâ atskaòot
divas simfonijas, kâdu koncertu, par apjomâ nelielâku skaòdarbu klâstu,
kâ variâcijas, ârijas u. tml., nemaz nerunâjot (Lindenberga 2004c:52)1.

Kâda vieta ðajos koncertos bijusi daþâdâm ansambïa muzicçðanas
formâm? Ðo tçmu plaðâk pçtîjuðas Lolita Fûrmane (raksts Instrumentâlâ
kamermûzika Latvijâ 19. gadsimtâ, 1997) un Inese Þune (promocijas
darbs Vijole Latvijas kultûras vçsturiskajâ attîstîbâ, 2011: 141–144). Abos
darbos izsmeïoði raksturota mâjas muzicçðanas nozîme Rîgâ, savukârt
koncertdzîves aspektâ galvenâ vçrîba veltîta stîgu kvarteta þanram, jo
îpaði Rîgas stîgu kvarteta darbîbai (Fûrmane 1997: 148; Þune 2011: 142–
143). Ðî paða ansambïa lomu Rîgas koncertdzîvç îsi ieskicçjis arî Joahims
Brauns (2002: 82). Tomçr nevienâ no pieminçtajâm publikâcijâm nav
skartas cita kameransambïa veida – klavieru trio – muzicçðanas tradîcijas
vâcbaltu vidç 19. gadsimtâ. Vai tâdas vispâr pastâvçjuðas? Zinâms, ka

1 Rîgas Pilsçtas teâtra afiðu un programmu kolekcijâ Theaterzettel atrodam
daudzus ðajâ ziòâ raksturîgus piemçrus. Tâ 1789. gada 25. februârî kâda koncerta
programmâ bijusi simfonija, ârija, vijoïkoncerts, èella koncerts, vijoïsonâte,
simfonija, koncerts un nobeigumâ vçl viena simfonija (Theaterzettel).
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Eiropâ klavieru trio þanrs tâ klasiskajâ veidolâ attîstîjies jau kopð 18.gad-
simta pçdçjâm desmitgadçm – piemçram, Jozefs Haidns ðajâ jomâ no
1766. lîdz 1797. gadam radîjis 45 darbus, Volfgangs Amadejs Mocarts
no 1786. lîdz 1788. gadam – seðus. Vai varçtu bût, ka ðo þanru atðíirîbâ
no stîgu kvarteta lîdz pat 19. gadsimta pçdçjâm desmitgadçm Latvijâ
tomçr nepazina? Lai rastu atbildi uz ðo jautâjumu un reizç ienestu jaunu
niansi lîdzðinçjos priekðstatos par vâcu mûzikas dzîvi Rîgâ, raksta ietvaros
plânots izsekot klavieru trio þanra pirmsâkumiem Rîgas atskaòotâj-
mâkslâ. Iespçju veikt ðâdu pçtîjumu sniedza Rîgas Pilsçtas teâtra prog-
rammu un afiðu kolekcija (Theaterzettel), kura saglabâjusies lîdz mûs-
dienâm un pieejama Latvijas Akadçmiskâs bibliotçkas Rokrakstu un reto
grâmatu nodaïâ. Protams, tâ neaptver gluþi visus 18. gadsimta beigâs un
19. gadsimtâ Rîgâ skançjuðos vâcu mâkslinieku koncertus, tomçr vismaz
galvenâs tendences atspoguïo – tieði Pilsçtas teâtra oríestra dalîbnieki
ðajâ laikâ dominç arî vietçjâ kamermûzikas dzîvç.

Izrâdâs, ka klavieru trio Rîgas mûziíu repertuârâ ienâcis pat ïoti
agri – tikai daþas desmitgades pçc tâ pirmo klasisko paraugu tapðanas.
Pirmais ieraksts Theaterzettel kolekcijâ datçts ar 1790. gada 10. novembri,
un 18. gadsimtâ rîdzinieki ðâda ansambïa spçli varçjuði baudît vçl seðos
koncertos 1794., 1796. un 1797. gadâ. Tâtad klavieru trio 18. gadsimta
beigâs piesaistîjis uzmanîbu kâ viena no jaunâkajâm, modernajâm ansambïa
muzicçðanas formâm. Taèu par turpmâkajâm gandrîz èetrâm desmit-
gadçm (1798–1834) informâciju Theaterzettel kolekcijâ neatrodam: nav
gan pamata apgalvot, ka klavieru trio ðajâ laikâ Rîgâ nebûtu skançjis,
tomçr pagaidâm nav izdevies uziet arî avotus, kas liecinâtu par pretçjo2.
Savukârt no 1835. gada Theaterzettel kolekcija jau sniedz visai regulâras
ziòas par daþâdu trio uzstâðanos – tâs notikuðas vismaz reizi piecos gados,
bet daþkârt rîkoti pat vairâki koncerti gadâ (1847 – èetri, 1853 – pieci,
1869 – septiòi, 1872 – trîs, 1877 – divi). Turpretî, raksturojot trio muzi-
cçðanu laikposmâ kopð 80. gadiem, acîmredzot jâmeklç citi informâcijas
avoti, jo kamerkoncertiem veltîtas afiðas ðî perioda Theaterzettel kolekcijâ
tikpat kâ nav iekïautas3.

2 Ðî perioda koncertprogrammâs, kas apkopotas Theaterzettel kolekcijâ,
dominç simfonija un koncerts. Kamermûzikas opusi atðíirîbâ no citiem gadiem
minçti ïoti reti.

3 Sniegtas ziòas tikai par diviem trio koncertiem 80. gados (1880, 30. janvâris,
1889, 18. novembris), savukârt 90. gadu kontekstâ ðis þanrs Theaterzettel ietvaros
vispâr nav pieminçts. Taèu zinâms, ka tolaik Rîgâ kamermûzikas dzîve bija ïoti
intensîva, tajâ iesaistîjâs jau arî pirmie latvieðu mûziíi.
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Raksturojot tâ vai cita þanra vietu sava laika koncertdzîvç, îpaðu
uzmanîbu arvien pelna trîs aspekti:
— galvenâs repertuâra tendences un to saikne ar laikmetu, vidi kopumâ;
— atskaòotâjmâkslinieku raksturojums;
— rezonanse laikabiedru vidç.

Repertuâra kopaina

Ir kâds apstâklis, kas nedaudz apgrûtina repertuâra pçtniecîbu. 18.
gadsimta beigu (retâk arî 19. gadsimta) koncertprogrammâs novçrojams:
lai arî komponistam ir vairâki viena þanra darbi (kâ tas ir pârsvarâ
gadîjumu), programmâ netiek norâdîta ne skaòdarba tonalitâte, ne opuss,
ne numurs, tâ liedzot mûsdienu pçtniekiem iespçju precîzi restaurçt
pagâtnes ainu. Tomçr galvenâs tendences ir nepârprotamas.

Redzams, ka 18. gadsimta beigâs Rîgas koncertdzîvç klavieru trio
jomâ visai âtri ienâkusi laikmetîgâ mûzika – tobrîd populâru komponistu
skaòdarbi. Viòu vidû bijis, piemçram, mûsdienâs mazpazîstamais èehu
izcelsmes Vînes komponists L e o p o l d s  K o þ e l u h s (Kotzeluch, arî
Kozeluch, 1747–1818) – 63 klavieru trio autors. Nav zinâms, kurð no
ðiem opusiem skançja Rîgâ 1790. gada 10. novembrî Melngalvju nama
zâlç (pirmâ liecîba par klavieru trio uzstâðanos!4), taèu katrâ ziòâ rîdzinieki
varçja baudît mûziku, kurâ mûsdienu pçtnieks Milans Poðtolka saklausa
Bçthovena traìiski patçtiskâ stila ieskandinâjumu (Poðtolka).

Savukârt klavieru trio neseno priekðteci – sonâti klavierçm (vai
klavihordam) ar vijoli un èellu – pârstâvçjusi cita èehu cilmes komponista
J a n a  D u s e k a (Dussek, 1760–1812) daiïrade. Iepazîðanâs ar viòa dar-
biem (sonâtes klavierçm, vijolei un èellam op. 21 u. c.) ïauj secinât, ka
Duseks rakstîjis graciozu, dzîvespriecîgu mûziku agrînâ klasicisma tradî-
cijâs, kur visai iezîmîgs ir finâlu tautiskais raksturs (piemçram, Sonâtes
op. 21 nr. 1 beigu daïâ valda polkas ritms); iespçjamas asociâcijas ar
Jozefa Haidna daiïradi. Vienlaikus Rîgas klausîtâjus Duseka skaòdarbos
droði vien varçja saistît klavierpartijas virtuozais spoþums – vismaz tâlaika
izpratnç: bieþi izmantotas dubultoktâvas, lai sasniegtu oríestrâlu efektu,
straujas gammveida pasâþas finâlos u. tml. Pçtnieks Hovards Alens Krovs
atzîmç, ka ðis komponists jau priekðvçstîjis romantiski briljanto kla-
vierstilu (Craw). Ðajâ aspektâ interesanti, ka viòa sonâðu klavierpartijas

4 No atskaòotâjiem programmâ minçts vienîgi pianists Hartknoha kungs (Herr
Hartknoch ). Plaðâk par viòu sk. raksta nâkamajâ apakðnodaïâ.
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atskaòotâja Rîgâ, sprieþot pçc programmas, nav bijusi profesionâla
pianiste, bet kâda no augstâko aprindu mûzikas mîïotâjâm – Frau Doc-
torinn Sommer5 (doktora Zommera kundze; uzstâjusies koncertâ, kurð
notika Melngalvju nama zâlç 1796. gada 8. janvârî).

Jozefa Haidna trio mçs Rîgas koncertafiðâs ðajâ laikâ nesastopam,
lai arî viòa citu þanru mûzika Rîgâ tobrîd bijusi pazîstama – par to plaðâk
raksta Vita Lindenberga (2004a). Toties parâdâs Haidna skolnieka
Ignaca P le i je la (Pleyel, 1757–1831) vârds: viòa trio izskançjis 1794.gada
18. novembrî Zilâs pilsoòu gvardes (Haus der blauen Bürger-Compagnie)
zâlç6. Ðis mûsdienâs mazdzirdçtais autors 18. gadsimta beigâs bijis ârkâr-
tîgi populârs – pçtniece Rita Bentone norâda, ka tûkstoðiem viòa mûzikas
manuskriptu kopiju pildîja arhîvu, bibliotçku, baznîcu, piïu un privâto
mâju plauktus un tûkstoðiem izdevumos izplatîjâs Eiropâ un Ziemeï-
amerikâ (Benton). Tâdçjâdi Rîga ðajâ gadîjumâ nav atpalikusi no pasaules
mûzikas dzîves tendencçm. Pleijela klavieru trio (piemçram, B. 471–473)
ietvaros klavieru hegemonija, to virtuozais spoþums izteikts vçl vairâk
nekâ Duseka darbos, tomçr harmoniski intonatîvâ valoda neiziet ârpus
klasicisma ietvariem.

Vienlaikus ar atzinîbu jâmin, ka jau ðajâ periodâ Rîgas interpreti un
koncertpublika ne tikai seko modei, bet spçj novçrtçt arî mûziku, kurai
vçlâk lemts visspoþâk izturçt laika pârbaudi – proti, jau 18. gadsimta
beigâs (kopð 1794) Rîgâ klavieru trio þanru visbieþâk pârstâv nesen miruðâ
V o l f g a n g a  A m a d e j a  M o c a r t a (1756–1791) daiïrade. Pretstatâ
iepriekð minçtajiem komponistiem, kuru vârdi programmâs parâdâs katrs
pa reizei, Mocarts 18. gadsimta pçdçjâ desmitgadç pieminçts trîsreiz –
diemþçl nav zinâms, kurus viòa trio Rîgas mâkslinieki bija izraudzîjuðies7.

5 Acîmredzot tolaik Rîgâ praktizçjoðâ doktora Karla Benjamîna Zommera
(Sommer, 1769–1815) dzîvesbiedre Vilhelmîne, dzimusi fon Briknere (Brückner)
(Deutschbaltisches biographisches Lexikon [..]  1970: 740). Interesanti, ka tikai
pâris dienas iepriekð, 1796. gada 5. janvârî, viòa atskaòojusi kâdu Volfganga
Amadeja Mocarta trio vçl ar pirmslaulîbas uzvârdu (Theaterzettel).

6 Klavierpartiju spçlçjis jau pieminçtais Hartknoha kungs.
7 Interpreti bijuði Aumaòa kungs (Herr Aumann, Zilâs pilsoòu gvardes zâle;

1794, 1. decembris), fon Briknera jaunkundze (Fräulein von Brückner, Melngalvju
nama zâle; 1796, 5. janvâris), doktors Latrobe, Feiges un Dennemarka kungi
(Herr Doktor Latrobe, Herr Feige und Herr Dännemark, Melngalvju nama zâle;
1797, 18. aprîlis). Par pçdçjo trio sastâvu plaðâk sk. raksta nâkamajâ apakðno-
daïâ. Savukârt fon Briknera jaunkundze ir jau pieminçtâ Vilhelmîne, kas vçlâk
kïûst par doktora Zommera kundzi .
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Katrâ ziòâ arî ðajâ aspektâ vçrojama sasaukðanâs ar vispârçjâm pilsçtas
mûzikas dzîves tendencçm. Ne velti pçtnieks Mikus Èeþe, rakstot par
operas Burvju flauta iestudçjumu, atzîmç, ka Rîgâ tâ parâdîjusies ïoti
âtri – 1797. gadâ, turklât publikas interese bijusi milzîga – Mocarta opera
tiek izrâdîta piecas reizes pçc kârtas (14.–17. un 19. aprîlî), un tas ir
Rîgai tobrîd netipiski liels skaitlis (Èeþe 2007: 277). Ðajâ sakarâ interesanti
atzîmçt, ka viens no Mocarta trio Rîgâ izskan tieði Burvju flautas zîmç –
1797. gada 18. aprîlî, resp., dienâ starp divâm izrâdçm (iespçjams, ap-
zinâta interpretu izvçle laikâ, kad ðî komponista vârds vietçjo mûzikas
mîïotâju vidû dzirdams bieþâk kâ jebkad agrâk!).

19. gadsimta gaitâ gan Mocarta vârds Theaterzettel koncertprog-
rammâs parâdâs tikai vienreiz (1853, 5. februârî). Tagad jau priekðplânâ
izvirzâs ðî laikmeta meistaru darbi. Blakus daþiem mûsdienâs mazâk atska-
òotiem opusiem8 regulâri dzirdamas arî kompozîcijas, kuras joprojâm
veido klavieru trio zelta repertuâru. Proti, stabilu vietu programmâs ieòem
Ludv iga  van  Bç thovena (1770–1827) trio, kuri izskan vismaz desmit
koncertos9. Vçl publikai ir iespçja klausîties arî abus F r a n è a  Ð û b e r t a
(1797–1828) trio 10. Interesanti, ka absolûts favorîts 19.gadsimta trio
dalîbnieku vidû Rîgâ bijis F ç l i k s s  M e n d e l s z o n s - B a r t o l d i (1809–
1847). Viòa darbu sarakstâ ir divi ðî þanra paraugi. Pirmais trio (d moll
op. 4911) tapis 1839. gadâ, bet otrais (c moll op. 66) – 1845. gadâ. Viens
vai otrs Mendelszona trio atskaòoti kopskaitâ astoòpadsmit (!) koncertos
no visiem 42 apzinâtajiem laikposmâ no 1843. lîdz 1877. gadam12.

8 Johana Nepomuka Hummela Trio E dur op. 83 (pirmoreiz 1846, 12. ok-
tobrî), Karla Gotfrîda Reisigera Trio (pirmoreiz 1840, 21. jûlijâ), Kamila Sensânsa
Trio F dur op. 18 (1877, 27. novembrî) un Antona Rubinðteina Trio g moll
(pirmoreiz 1860, 4. aprîlî).

9 Trio G dur  (nr. 2) un c moll (nr. 3) op. 1 (attiecîgi, 1853, 2. februârî, un
1869, 8. aprîlî), B dur op. 11 (1862, 15. aprîlî), D dur  (nr. 1) un Es dur (nr. 2)
op. 70 (1853, 5. februârî, un 1859, 17. decembrî), B dur op. 97 (1853, 8. februârî,
un 1869, 6. aprîlî), kâ arî vairâki trio atskaòojumi bez konkrçtas tonalitâtes vai
opusa norâdes.

10 Otrais klavieru trio Es dur op. 100 skançjis 1853. gada 2. un 8. februârî,
savukârt Pirmais klavieru trio B dur op. 99 – 1869. gada 20. novembrî.

11 Roberts Ðûmanis ðo skaòdarbu ierindojis starp laikmetîgo trio ðedevriem
(Worbs 1958: 194).

12 Trio d moll skançjis trîsreiz (1847, 14. septembrî, 1859, 23. oktobrî un
1873, 6. decembrî), savukârt Trio c moll – piecreiz (1853, 5. februârî, 1869, 13.
oktobrî, 1871, 28. februârî, 1872, 17. februârî, un 1877, 4. decembrî). Bez tam
vairâkos gadîjumos nav zinâms, kurð no abiem Mendelszona trio atskaòots (1843,
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Kâ gan lai izskaidro ðâdu Mendelszona trio popularitâti 19. gadsimta
otrajâ treðdaïâ? Varbût gan interepretus, gan klausîtâjus valdzina pirmâm
kârtâm mûzikas melodiskums, kurð, lai arî sakòots klasiskajâs tradîcijâs,
vienlaikus ieved romantiskas pacilâtîbas, skumju, mîlestîbas un atmiòu
labirintâ? Varbût tomçr izskaidrojums jâmeklç saiknç ar Mendelszona
trio noðu izdevumiem un to pieejamîbu spçlçtgribçtâjiem 19. gadsimta
Rîgâ? Ðie jautâjumi acîmredzot pagaidâm vçl paliek kâ intriga turpmâkai
izpçtei.

Atskaòotâjmâkslinieku sniegums un tâ rezonanse presç

Par agrînâko trio dalîbniekiem ziòas ir visai skopas. Tomçr jâatzîmç
vairâki uzvârdi, kas piesaista uzmanîbu. Tâ, piemçram, pirmajâ apzinâtajâ
koncertâ (1790, 10. novembris, Melngalvju nama zâle, jau minçtais
Koþeluha trio) kâ vienîgais no mûziíiem programmâ nosaukts pianists
Hartknoha kungs jeb K a r l s  E d u a r d s  H a r t k n o h s (Hartknoch ,
1775–1834)13 – tobrîd piecpadsmitgadîgs jauneklis, taèu nâkotnç, kâ
atzîmç Morics Rûdolfs (1890: 87), spilgts pianists, viens no Johana
Nepomuka Hummela (Hummel, 1778–1837) labâkajiem audzçkòiem.
Tâdçjâdi viòð neapðaubâmi ienesis Rîgâ laikmetîgâs Eiropas vçsmas, jo
pats Hummels (Mocarta skolnieks un draugs, kâ arî Mendelszona sko-
lotâjs) savulaik uzskatîts par vienu no Eiropas diþâkajiem komponistiem
un, iespçjams, diþâko pianistu (Sachs).

Ne ðî, ne otra Hartknoha atskaòotâ trio sakarâ (Ignaca Pleijela trio,
1794, 18. novembris) vijolnieka un èellista vârdi programmâs nav minçti.
Izskaidrojums acîmredzot ir tâds, ka agrînajos þanra paraugos klavieru
loma tieðâm bijusi daudz nozîmîgâka nekâ vijoles un èella partija. Bçtho-
vena trio pçtnieks Ïevs Mironovs norâda, ka vçl lîdz 19. gadsimta sâku-
mam koncertprogrammâs no visiem trio dalîbniekiem bijis pieòemts
atðifrçt tikai pianista vârdu; ja arî partneri minçti, tad vienîgi, lai atzîmçtu,
ka viòi pavada pianistu (Ìèðîíîâ 1974: 105). Savukârt muzikologs
Kristofs Bîls ðajâ sakarâ min interesantu citâtu no kâdas recenzijas par
18. gadsimta otrâs puses komponista Luî Gabriela Gilmçna (Guillemain)

23. februâris, 1850, 2. aprîlis, 1853, 14. marts, 1860, 30. novembris, 1864, 16.
februâris, 1869, 5. aprîlis, 1872, 10. februâris). Turklât ir trîs koncerti, kuriem
nav norâdîts ne datums, ne izskançjuðâ trio tonalitâte.

13 Jaunâkais no pazîstamâ Rîgas grâmatizdevçja Johana Frîdriha Hartknoha
dçliem.
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vijoïsonâðu vakaru, ko pârfrâzçjot varçtu attiecinât arî uz agrînajam
klavieru trio raksturîgo balsu sadalîjumu: Vijole pârklâja klavesînu mazliet
par daudz, kas neïâva îsti uztvert îsto melodiju [..] Ja ir vçlçðanâs, ðîs
sonâtes var spçlçt ar vai bez pavadîjuma. T â s  n e z a u d ç s  n e k o  n o
m e l o d i j a s ,  j o  t â  v i s a  i r  k l a v e s î n a  p a r t i j â (izcçlums mans –
L. P.) (Biehl 2010: 8).

Pirmajâ mirklî mulsumu rada kâds koncerta pieteikums, kurâ ziòots,
ka 1797. gada 18. aprîlî Melngalvju nama zâlç Mocarta trio atskaòos
Latrobes, Feiges un Dennemarka kungi: visi trîs – ievçrojamas personîbas
tâlaika Rîgas mûzikas dzîvç. Tikai viena nianse – starp viòiem nav neviena
èellista. K a r l s  F e i g e (Feige, 1757–1818) ir tolaik labi pazîstams vijol-
nieks (Rudolph 1890: 59), Johans  Dennemarks (Dännemark, 1751–
1837) – vijolnieks un arî altists (Breìe 2001: 38), bet J o h a n s  F r î d r i h s
B o n e v â l s  d e  L a t r o b e (de La Trobe, 1769–1845) – pianists, kompo-
nists, mûzikas skolotâjs (Rudolph 1890: 133; Deutschbaltisches biog-
raphisches Lexikon [..]  1970: 441). Ðajâ gadîjumâ gan diemþçl nezinâm,
par kuru Mocarta trio ir runa, un atliek vien minçt, kâ kungi savâ starpâ
sadalîja trio partijas. Acîmredzot tas skaidrojams tâdçjâdi, ka klavieru
trio attîstîbas pirmsâkumos patiesi bija vçl cieði saistîts ar citâm amatier-
muzicçðanas formâm, un ansambïu sastâvi varçja mainîties visai brîvi –
kâ raksta trio pçtniece Rûta Blûme (Blume), 1780.–1800. gadâ sastâvs
“klavieres, vijole un èells” bija kïuvis par vispârpieòemtu muzicçðanas
formu, [..]  tomçr kompozîcijas nebija tikai speciâli ðâdam sastâvam
iecerçtas, un bija iespçjams atskaòot tâs arî tikai klavierçm vai tikai,
piedaloties citiem instrumentiem (citçts pçc: Biehl 2010: 17). Saknes ðâdai
atskaòotâjpraksei meklçjamas ap 1760. gadu, kad Johans Ðoberts
(Schobert, 1729–1767) Parîzç aizsâka diletantu aprindâs iemîïoto ad
libitum tradîciju. Proti, trio varçja veidoties kâ klavierdarba ad libitum
versija, kur pavadoðâs balsis varçja gan spçlçt, gan izlaist. Kristofs Bîls
norâda, ka Ðoberta daiïrade iespaidojusi arî Mocarta agrînos darbus,
piemçram, sonâtes klavierçm, vijolei (vai flautai) un èellam K. 10–15
(Biehl 2010: 8); iespçjams, kâda no tâm bijusi Rîgas ansambïa repertuârâ,
kurð lîdz ar to savdabîgi îstenojis ad libitum principu, èellu aizstâjot ar
otru vijoli vai altu.

Vislielâko ieguldîjumu trio muzicçðanâ devuði Rîgas Pilsçtas teâtra
oríestra mûziíi. Lîdzîgi visiem oríestra cunftes pârstâvjiem, arî viòiem
dabîga nepiecieðamîba paðizpausmei bija kamermuzicçðana – zinâms
atsvars oríestra spçlei, kur iespçjas apliecinât savu individualitâti ir daudz
mazâkas. Populârâks oríestra mâkslinieku vidû gan ðajâ ziòâ bijis stîgu
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kvartets – domâjams, praktisku apsvçrumu dçï (nav nepiecieðamas
klavieres), tomçr bieþi viòu uzmanîbu saistîjis arî klavieru trio. Par to
liecina fakts, ka daudzi no Pilsçtas teâtra oríestra koncertmeistariem
savâ kamermûzikas repertuârâ iekïâvuði vismaz vienu klavieru trio14.
Vislielâko uzmanîbu ðajâ aspektâ pelnîjis E d u a r d s  V e l l e r s (Weller,
1820–1871)15, kurð piedalîjies vismaz 12 klavieru trio atskaòojumos
laikposmâ no 1859. lîdz 1871. gadam. Joahims Brauns, pçtot vijoïmâkslas
agrîno periodu Latvijâ, atzîmç, ka Vellera spçle kritikâs izpelnîjusies
atzinîbu ne vien par tehnisko meistarîbu, bet arî par sirsnîgo un apgaroto
priekðnesumu (Brauns 2002: 83); un tâs ir îpaðîbas, kas kamermuzicçðanas
laukâ, ðíiet, var atklâties vçl plaðâk nekâ solospçlç. Rigasche Zeitung
recenzents atsauksmç par Vellera atskaòoto Mendelszona Vijoïkoncertu
(atgâdinâsim, ka viòð bieþi izpildîjis arî ðî komponista trio!) kâ raksturîgas
vijolnieka spçles iezîmes min maigu spçku, dziïumu un atturîgu kvçli
(citçts pçc: Fûrmane 1997: 148). Îpaði tuva sadarbîba Velleram bijusi ar
èellistu A u g u s t u  G r o s e r u (Grosser16) ar kuru muzicçts kopâ gan
oríestrî, gan stîgu kvartetâ, gan arî klavieru trio. Tieði ðis duets bijis
visilglaicîgâkais daþâdu klavieru trio kodols. Theaterzettel kolekcijâ
atrodamas ziòas par turpat vai divpadsmit gadu ilgu sadarbîbu, no 1859.
gada 1. novembra lîdz 1871. gada 28. februârim – tâtad gandrîz lîdz
Vellera mûþa beigâm (viòð ðíîries no dzîves nepilnus trîs mçneðus pçc
pçdçjâ trio koncerta – 1871. gada 6. maijâ).

14 Koncertu datumi: Karls Heinrihs Feige (Feige; trio koncerts 1797, 18. aprîlî),
Francis Lçbmanis (Löbmann; 1835, 27. oktobrî), Peregrins Feigerls (Feigerl; 1840,
21. jûlijâ), Karls Loce (Lotze; 1843, 23. februârî), Eduards Vellers (Weller; 1859,
23. oktobrî, 1. novembrî un 17. decembrî; 1860, 4. aprîlî un 30. novembrî; 1862,
11. februârî un 15. aprîlî; 1864, 16. februârî; 1869, 23. martâ, 6. aprîlî un 20.
novembrî; 1871, 28. februârî), Aleksandrs Vilhelms Drehslers (Drechsler; 1868,
19. martâ), Jûliuss Rutharts (Ruthardt ; 1872, 17. februârî, un 1873, 6. decembrî)
un Karls Noseks (Nossek; 1873, 10. martâ).

15 Vâcu vijolnieks, komponists. Lîdz 1845. gadam strâdâjis par vijolnieku
Berlînes galma operas oríestrî. 1845. gadâ pârcçlies uz Rîgu, kur pçc Pilsçtas
teâtra oríestrantu streika tika meklçti mûziíi jaunam oríestrim, un kïuvis par
koncertmeistaru. No 1849. gada spçlçjis Rîgas stîgu kvartetâ; diriìçjis Rîgas
Mûzikas biedrîbas koncertus, uzstâjies kâ solo vijolnieks, pasniedzis mûzikas
stundas (Rudolph 1890: 261).

16 Vâcu èellists. 1856.–1877. gadâ bijis Rîgas Pilsçtas teâtra oríestra èellu
grupas koncertmeistars, Rîgas stîgu kvarteta èellists. Koncertos uzstâjies arî kâ
solists, t. sk. kopâ ar Antonu Rubinðteinu un Klâru Ðûmani vieskoncertu laikâ.
Pasniedzis èella spçli (Rudolph 1890: 78).
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Pie klavierçm, muzicçjot kopâ ar ðiem kungiem, sastopama visai
raiba kompânija. Pirmkârt, piesaista uzmanîbu bieþi pieminçtâ diletantu
(jo îpaði sievieðu dzimuma pârstâvju) lîdzdalîba. Diletantu lomu 19.
gadsimta Eiropas mûzikas dzîvç akcentçjuði jau daudzi pçtnieki, piemç-
ram, Inese Þune: viòa atzîmç, ka Rîgâ koncertos nereti uzstâjuðies arî tâ
saucamie profesionâlie diletanti – diþciltîgo ìimeòu pârstâvji, kuriem
piemitusi muzikâlâ apdâvinâtîba un izglîtîba, bet kuri sociâlu apsvçrumu
dçï nav izvçlçjuðies mûziíu ceïu kâ profesiju (Þune 2010: 95). Diemþçl
diletantu vârdi programmâs lielâkoties netiek atðifrçti, tâ liedzot uzzinât
vairâk par ðiem koncertdzîves dalîbniekiem. Viens no nedaudzajiem izòç-
mumiem ir 18. gadsimta beigâs vairâkkârt pieminçtâ Briknera jaunkundze
(Fräulein von Brückner), kas pâris dienas pçc savas debijas trio jomâ
pârtop par doktora Zommera kundzi Vilhelmîni Zommeri; kâ jau norâ-
dîts, viòa iepazîstinâjusi rîdziniekus gan ar Mocarta (1796, 5. janvâris),
gan Duseka skaòdarbiem (1796, 8. janvâris). Vçlâkajâs desmitgadçs arî
Vellera un Grosera kungi mçdza muzicçt kopâ ar kâdu cienîjamu diletanti
(piemçram, 1860, 30. novembrî, un 1862, 15. aprîlî).

Citu polu pârstâv vairâkas Eiropas mçroga personîbas, kuras rîdzi-
niekiem demonstrçjuðas savu mâkslu klavieru trio jomâ. Viòu vidû bijusi,
piemçram, K lâ ra  Ðûmane, kura savâ koncertâ Rîgâ 1864. gada 16.feb-
ruârî spçlçjusi arî Mendelszona trio (nav norâdîts, kuru; partneri –
vijolnieks Vellers un èellists Grosers), arî A n t o n s  R u b i n ð t e i n s, kura
autorkoncerts 1860. gada 4. aprîlî sâkas ar viòa paða Trio g moll (partne-
ri – kapelmeistars Karls Ðûberts (Schuberth) no Pçterburgas un koncert-
meistars Vellers; vçlâk Rubinðteins ar citiem partneriem uzstâjies Rîgâ
atkârtoti). No mazâk pazîstamiem vârdiem var atzîmçt H u g o  A d e l -
b e r t u  Z e i d e l u  (Seidel, ?–1890; vâcu komponists, diriìents, pianists,
1867–1869 Rîgas Pilsçtas teâtra I kapelmeistars un kora Rigaer Liedertafel
vadîtâjs), kura sacerçtais trio viòa paða, Grosera un Vellera sniegumâ
izskançjis 1869. gada 23. martâ.

Diemþçl ne viòu, ne arî vairuma citu trio dalîbnieku spçles rezonansi
toreizçjo rîdzinieku vidç pilnîbâ atklât nebûs iespçjams. Lai gan Theater-
zettel kolekcija glabâ ziòas par paðiem koncertiem (tâs lielâkoties rodamas
arî laikraksta Rigasche Zeitung sludinâjumos), tomçr recenzijâs ðie notiku-
mi atspoguïoti vien retos izòçmuma gadîjumos – no 54 apzinâtajiem kon-
certiem îstas recenzijas izpelnîjuðies vien divi, un tie bijuði nevis vietçjâ
ansambïa, bet tobrîd Eiropâ slavena trio vieskoncerti. Ðajâ ansamblî spç-
lçjuði pazîstami Berlînes mûziíi: pianists un komponists K a r l s  A l b e r t s
L e ð h o r n s (Loeschhorn, arî Loschhörn, 1819–1905) un brâïi Â d o l f s
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(1813–1887) un Jû l i uss (1817–1892) Ð tâ l kneh t i (Stahlknecht). Sâkot
no 1846. gada, trijotne uzstâjusies Rietumeiropâ, bet 1853. gadâ Krievijas
koncerttûres ietvaros ansambïa skançjumu divos koncertos bijusi iespçja
novçrtçt arî Rîgas publikai (Fifield). Pirmais no tiem izskançjis 2. februârî
Melngalvju nama zâlç17, un recenzija publicçta Rigasche Zeitung 3. februâra
numurâ. Mûzikas kritiíis, kura personîba slçpjas zem iniciâïiem C. A.,
uzsver, cik svarîgi, ka programmâ iekïauti Haidna trio; pçc viòa vârdiem,
daudzi klausîtâji un arî mûziíi tolaik varçja pat nezinât, ka tâdi vispâr
pastâv (C. A. 1853a). Vai tas nozîmçtu, ka Haidna trio pirmatskaòojumu
Rîgâ piedzîvojuði tikai 1853. gadâ? Ðis jautâjums pagaidâm paliek atklâts.
C. A. rakstâ ansambïa skançjums tiek raksturots kâ ïoti vienots. Autors
îpaði norâda, ka stîgu instrumentu un klavieru saliedçta kopspçle prasa lie-
lâku meistarîbu nekâ èetru stîgu instrumentu apvienojums. Recenzija vçsta:

[..] klavieru skaòas zem Leðhorna kunga rokâm bija vienmçr maigas
un plastiskas, tâpçc, kur vien tas nepiecieðams, tâs ar èellu un vijoli saplûda
viscieðâkajâ asinsradniecîbâ. Ðtâlknehtu kungu stîgu instrumenti îsâs,
straujâs figûrâs tuvojâs klavieru kodolîgajai spçlei. Skaòas nepârtrauktais
plûdums, no vienas puses [stîgu instrumenti – L. P.], un acumirklîgums
[klavieres – L. P.], no otras, izpaudâs abpusçji – tas bija veselums, kurâ
atseviðías daïas tikai tâpçc parâda savu iezîmîbu, lai trâpîgâk atklâtu
ideju. [..] Visas pasâþu grûtîbas tika skaisti pârvarçtas, patiesi pacilâjoði,
ar visapgarotâko izteiksmi, kas ir brîva no jebkura personiskâ egoisma
(C. A. 1853a).

Programmas nâkamais numurs bijis Bçthovena Pirmais trio Sol
maþorâ op. 1 nr. 2; tâ skançjums atklâjis vçl nedzirdçtas ðíautnes ðajâ
publikai visai pazîstamajâ opusâ. Savukârt par vakara naglu kïuvis Ðû-
berta Trio Es dur op. 100 – ðis saldi smarþojoðais brînumpuíu pilnais
puðíis ar nopietnâm tehniskâm grûtîbâm. Tas ietvçra ne tikai nepârspç-
jamu priekðnesuma akurâtîbu, atseviðías skaistas vietas [..] , bet arî dabiski
patiesu poçzijas dvesmu (C. A. 1853a).

1853. gada 7. februârî Rigasche Zeitung slejâs lasâma atsauksme
par otro vâcu mûziíu sniegto trio koncertu 18. Recenzijâ atzîmçts, ka mâk-
slinieki ïoti precîzi un rûpîgi atskaòojuði Mocarta trio. Visu triju interpretu
it kâ ar vienu roku spçlçts, tas savâ cçlajâ vienkârðîbâ un melodiskajâ

17 Programmâ: Haidna Trio Es dur, Bçthovena Trio G dur , op. 1 nr. 2 un
Ðûberta Trio Es dur op. 100.

18 Programmâ: Mocarta Trio G dur , Mendelszona Trio c moll op. 66, kâ arî
Bçthovena Trio D dur  op. 70.
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piemîlîbâ atstâja tik burvîgu, tik varenu un jaunu iespaidu, ka to nebûtu
iedomâjies neviens, kas agrâk to ir dzirdçjis parastajâ priekðnesuma
manierç. Mâkslinieki viegli pârvarçjuði arî Mendelszona un Bçthovena
trio lielâs tehniskâs grûtîbas. Katra atskaòotâja individuâlâs izteiksmes
virtuozitâtes bagâtîba tikai paspilgtinâjusi daiïo kopskaòu, ko baudîjuði
ðî koncerta klausîtâji (C. A. 1853b).

Ðie arî bijuði vienîgie koncerti Rîgâ, kuru programmâ iekïauti tikai
klavieru trio. Citos gadîjumos trio skançjis jaukta rakstura koncertos, tur-
klât interesanti, ka bieþi ðis þanrs uztverams kâ savveida uvertîra (sk. 2. attçlu).

2. attçls. Afiða no Theaterzettel
kolekcijas 1859. gada

23. oktobra koncertam, kurð
sâkas ar Mendelszona Pirmâ

klavieru trio d moll pirmo daïu

1. attçls. Afiða no Theaterzettel
kolekcijas 1845. gada 1. septembra

koncertam, kurâ Reisigera trio
pirmâ daïa izskan koncerta sâkumâ,

bet cikla turpinâjums ieskandina
jau koncerta otro daïu

Zîmîgi arî, ka trio cikls vçl netiek vçrtçts kâ vienots veselums: bieþi
koncerta dalîbnieki atskaòo tikai vienu tâ daïu vai arî sadala ciklu, radot
savveida stilistisku un þanrisku refrçnu visam koncertam: pirmo trio daïu
atskaòo programmas sâkumâ, otro un treðo – koncerta vidû (sk. 1.,
2. attçlu).
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Ðâda atskaòotâjprakse liecina, ka klavieru trio kâ ciklisks skaòdarbs
ar viengabalainu, mçrítiecîgi plânotu dramaturìiju tomçr netiek pienâcîgi
izprasts – ðíiet, koncertdzîves organizatori ðajâ ziòâ vçl aizkavçjuðies 18.
gadsimta nogales mâjas muzicçðanas tradîcijâs, kurâs dominçja svîtas
tipa cikli un vairâkdaïu skaòdarba vienotîbai netika pievçrsta liela uzma-
nîba. Tas gan attiecas ne tikai uz trio: ir gadîjumi (tomçr daudz retâki),
kad koncertâ tiek atskaòota stîgu kvarteta vai simfonijas tikai viena daïa
(piemçram, 1853. gada 26. janvârî koncerts Melngalvju nama zâlç sâkas
ar kâda Mocarta kvarteta pirmo daïu, un pârçjâs neseko).

***

Noslçgumâ daþi secinâjumi. No vienas puses, klavieru trio þanrs 18.
gadsimta beigâs un 19. gadsimta gaitâ rîdzinieku vidç vçl netiek pienâcîgi
novçrtçts. To apliecina gan iepriekð minçtâs atskaòojuma îpatnîbas (bieþâ
trio saskaldîðana atseviðíâs daïâs, atskaòojot tâs daþâdos koncerta brîþos),
gan arî ïoti niecîgâ rezonanse mûzikas kritikâ. Jâatzîmç, ka recenzijas
par operizrâdçm (kâ arî teâtri vispâr) un atseviðíu virtuozu koncertiem
ðî laika Rîgas presç parâdâs daudz bieþâk.

No otras puses, klavieru trio þanram Latvijas atskaòotâjmâkslâ jau
no paðiem pirmsâkumiem bijis savs uzticamu interpretu un klausîtâju
loks. Iespçjams gan, ka tas bijis samçrâ ðaurs, bet Rîgu arî nevar salîdzinât
ar kâdu no lielajâm metropolçm – Parîzi, Berlîni, Londonu, kur rezonanse
ðim visnotaï elitârajam þanram varçja veidoties jau citâ mçrogâ. Ðobrîd
apzinâti 54 koncerti, kuros ir ziòas par 18. gadsimta beigâs un 19.gad-
simta pirmajâs septiòâs desmitgadçs Rîgâ atskaòotajiem trio, bet tie
noteikti nav vienîgie. Kopumâ redzam, ka klavieru trio muzicçðanas
pirmsâkumi atspoguïo tâ laika mûzikas dzîves tendences visâ to daudz-
veidîbâ – gan mâjas un amatiermuzicçðanas auglîgo ietekmi (îpaði 18.gad-
simta beigâs, bet arî vçlâk), gan visumâ diezgan strauju ðî þanra klasikas
ienâkðanu repertuârâ – praktiski visu vçrtîgâko, kas klavieru trio jomâ
ðajâ laikâ Eiropâ radîts, rîdziniekiem arî bijusi iespçja noklausîties.
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The Beginning of Piano Trio Musicianship
in the Society of Baltic Germans in Riga

Lîga Pçtersone

Summary

The founding of the Riga City Theatre (Rigaer Stadttheater) in 1782
was a very significant factor for the development of opera and theatre
art, as well as for the promotion of concert life in Riga: since the end of
the 18th century musicians of the theatre and orchestra were organising
symphony and chamber music concerts regularly. Former scientific researches
on Baltic Germans’ musicianship from the end of the 18th century and
during the 19th century include the questions of opera repertoire and its
main tendencies, the role of various famous composers’ music in Riga
(such as Joseph Haydn, etc.). In the sphere of chamber music researchers
have studied mainly the traditions of amateur musicianship, as well as
the role of the string quartet in the concert life of Riga. But there has
been no attention towards the musicianship of the other form of chamber
music – piano trio – in the society of Baltic Germans during the 19th

century. The position piano trio genre holds in concert programs; the
most remarkable musicians in this sphere; the main repertoire tendencies–
these are the questions which have been addressed within this study.
Admittedly, such research is possible due to the preserved collection of
advertisements and programs of the Riga City Theatre (Theaterzettel),
which can be found in the Rare Books and manuscripts collections of the
Academic Library of the University of Latvia.

It is still possible to follow the leading tendencies in Riga’s concert
life regardless of the fact that information about the music and musicians
presented in programs of above mentioned period is frequently incomplete.
It has been found that the piano trio genre has entered the concert reper-
toire of Latvia quite early though – just some decades after the first
examples were composed. The first note about the presence of the piano
trio found in Theaterzettel is dated with 10th of November, 1790.

The contemporary piano trio pieces are common in Riga at the end
of the 18th century. In programs we can find such composers’ names as
Leopold Kozeluch, Jan Dussek, Ignac Pleyel, Johann Nepomuk Hummel
etc. However, summarizing the programs of the 19th century allows us to
infer that the audience of the day were familiar also with such composers
as Joseph Haydn, Wolfgang Amadeus Mozart, Ludwig van Beethoven,
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Franz Schubert, Felix Mendelssohn-Bartholdy, the authors of trios that
nowadays make the basis of the repertoire of the genre.

Information about the musicians of the very first trio ensembles is
really insufficient due to the limited data available in the collection. Up
to the beginning of the 19th century the only musician from the whole
ensemble mentioned in the program, in most cases, is the piano player.
Still in the course of time attitude of concert organizers and the audiences
towards musicians changes, and more concrete and complete information
about trio ensembles appears. A key role in developing the genre belongs
to the musicians of the Riga City Theatre. Almost all concertmasters of
the orchestra have included at least one piano trio piece in their chamber
music repertoire. However, especially remarkable are the activities of
the duo of violinist Eduard Weller and cellist August Grosser – collection
programs show that their cooperation has lasted for 12 years (1859–
1871) in different member combinations of trio.

As a result of the research the following conclusions can be drawn –
piano trio genre was underestimated in Riga in the period of the end of
the 18th century and during the 19th century. Very often the idea of the cycle
of the composition was avoided; the first movement was separated from
others; in some cases the other movements even did not follow. Another
proof of the underestimation of the genre is also lack of concert reviews
in the press. Just some of them can be found in Rigasche Zeitung columns
(the 3rd of February, 1853, the 7th of February, 1853). At the same time,
there are plenty of regular reviews about opera and theater, as well as
virtuoso’s solo concerts in the press of Riga.

On the other hand, there was a circle of interprets and audience in
Latvia which were loyal to the piano trio genre in its very beginning. For
now there are collected data about 54 concerts which included a piano
trio performance, based on the collection of Theaterzettel. But those
definitely are not the only ones! In general the beginning of the piano trio
musicianship in Riga gives insight into the principal tendencies in all
their varieties of the aforesaid period – the notable influence of the amateur
musicianship (especially at the end of the 18th century, but also later), as
well as in quite impetuous expansion of the classics of the repertoire of
the piano trio genre – the audience of Riga was able to listen to practically
everything most valuable that was created in Europa during that time.
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Ïåòå ðáóðãñêèé ïåâ÷åñêèé êðóæîê Liedertafel
â ãîñòÿõ ó ðèæñêèõ êîëëåã.
Èñòîðèÿ îäíîãî ñïàñå íèÿ

Dr. art. Æàííà Êíÿçåâà
Ñòàðøèé íàó÷íûé ñîòðóäíèê Ðîññèéñêîãî Èíñòèòóòà

èñòîðèè èñêóññòâ, Ñàíêò-Ïåòåðáóðã

Â ïðåäëàãàåìîé ñòàòüå ðå÷ü ïîéäåò î âçàèìîäåéñòâèè êðóïíûõ
öåíòðîâ Áàëòèéñêîãî ðåãèîíà, à èìåííî, Ïåòåðáóðãà è Ðèãè. Ñåãîä-
íÿ â åâðîïåéñêîé èñòîðè÷åñêîé íà óêå àêòèâíî îáñóæäàåòñÿ ñëîæíûé
êóëüòóðíûé ãåíåçèñ òàêèõ ðåãèîíîâ, êàê, íàïðèìåð, öåíòðàëüíàÿ
Åâðîïà, âîñòî÷íûå ïðîâèíöèè Àâñòðî-Âåíãðèè; â ñàìîå ïîñëåäíåå
âðåìÿ ïîÿâèëèñü ôóíäàìåíòàëüíûå ïóáëèêàöèè ïî ýòîé òåìå (cì.,
íàïðèìåð: Cs áky 2010). Èçó÷åíèå ìàòåðèàëîâ ïî èñòîðèè Áàëòèêè –
âî âñåì åå óäèâèòåëüíîì ìíîãîçâó÷èè –  äàåò íå ìåíåå öåííûé ìàòå-
ðèàë äëÿ ïîíèìàíèÿ öåëîñòíîé êàðòèíû åâðîïåéñêîé êóëü òóðû. Â
ïðåäëàãàåìîé ñòàòüå ïðåäñòàâëåí ôðàãìåíò èñòîðèè ïåòåðáóðãñêîãî
ïåâ÷åñêîãî îáùåñòâà Liedertafel êàê êîíêðåòíûé òîìó ïðèìåð.

Ïåòåðáóðãñêîå îáùåñòâî ìóæñêîãî ïåíèÿ  Liedertafel (St. Peters-
burger Liedertafel) áûëî îñíîâàíî 21 ÿíâàðÿ 1840 ãîäà è ñóùåñòâîâàëî
äî ëåòà 1914 ãîäà. Ïåòåðáóðãñêèé Liedertafel ñëåäîâàë îáðàçöó ïîäîá-
íûõ íåìåöêèõ îáùåñòâ ìóæñêîãî õîðîâîãî ïåíèÿ. Èõ íàçâàíèå ïðî-
èñõîäèò îò íåìåöêèõ ñëîâ Lied (ïåñíÿ ) è Tafel (ñòîë ). Îñíîâàòåëåì
ïåðâîãî, áåðëèíñêîãî, Liedertafel ñòàë êîìïîçèòîð è äèðèæåð, ìíî-
ãîëåòíèé ðóêîâîäèòåëü áåðëèíñêîé Singakademie Êàðë Ôðèäðèõ
Öåëüòåð (Zelter). Ïî åãî çàìûñëó , êðóæîê íàñëåäîâàë îáðàç êðóãëîãî
ñòîëà êîðîëÿ Àðòóðà (îòñþäà è ñëîâî Tafel â íàçâàíèè): ÷èñëî èçáðàí-
íûõ íå äîëæíî ïðåâûøàòü 25 ÷åëîâåê (ýòî 24 ïåâöà ïëþñ îäèí ðóêî-
âîäèòåëü). Êàæäûé èç ó÷àñòíèêîâ êðóæêà – íåïðåìåííî ïîýò , ïåâåö
èëè êîìïîçèòîð. Ñîáèðàëèñü ÷ëåíû ïåðâîãî, áåðëèíñêîãî, Liedertafel
ðàç â ìåñÿö, ïî âòîðíèêàì (ïåðåä ïîëíîëóíèåì èëè ñðàçó ïîñëå íåãî)
çà äðóæåñêèì íåáîãàòûì ñòîëîì è íàñëàæäàëèñü ïåíèåì íåìåöêèõ
ïåñåí ñîáñòâåííîãî ñî÷èíåíèÿ èëè óæå èçâåñòíûõ. Ó çêèé êðóã èç-
áðàííûõ ïîíà÷àëó ñîñòàâèëè èñêëþ÷èòåëüíî ÷ëåíû áåðëèíñêîé
Singakademie (Staudinger 1913: 63); äàìû íå äîïó ñêàëèñü.
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Íåñìîòðÿ íà íåêîòîðóþ ïðåòåíöèîçíîñòü, èäåÿ ïîëó÷èëà áîëü-
øîé ðåçîíàíñ, è ñêîðî ïîäîáíûå êðóæêè çàïîëîíèëè ìóçûêàëüíûå
ãîðîäà Åâðîïû: Ëèäåðòàôåëè ñäåëàëèñü ñðåäîòî÷èåì íåìåöêîãî ïàò-
ðèîòèçìà â ýïîõó óãíåòåíèÿ âñåãî íåìåöêîãî , ïèøåò Ãóãî Ðèìàí
(Riemann), èìåÿ ââèäó íàïîëåîíîâñêóþ îêêóïàöèþ íåìåöêèõ çåìåëü
(öèò ïî: Ðèìàí 2004). Ïî÷òè îäíîâðåìåííî ñ áåðëèíñêèì âîçíèê
àíàëîãè÷íûé êðóæîê â Øâåéöàðèè (1810), â 1815 ãîäó â Ëåéïöèãå è
Ôðàíêôóðòå, à â 1819 ãîäó – ìëàäøèé Liedertafel â Áåðëèíå è äð.

Õîòÿ ïåðâîíà÷àëüíûå îãðàíè÷åíèÿ (ïî ÷èñëó ó÷àñòíèêîâ, ÷àñ-
òîòå ñîáðàíèé) áûëè ñêîðî ïðåîäîëåíû, õàðàêòåð áðàòñòâà â êðóæêàõ
ñîõðàíÿëñÿ: ÷ëåíû âñåõ ëèäåðòàôåëåé òðàäèöèîííî íàçûâàëè ñåáÿ
Liederbrüder (áðàòüÿ ïî ïåíèþ ), ïðåäñåäàòåëÿ – Liedervater (îòåö â ïåâ-
÷åñêîì èñêóññòâå), äèðèæåðà – Liedermeister (ìàñòåð ïåíèÿ ). Ïåòåð-
áóðãñêèé Liedertafel äàæå îïåðåäèë ïîÿâëåíèå ïîäîáíîãî êðóæêà â
Âåíå (ãäå òàêîâîé âîçíèê òîëüêî â 1843 ãîäó).

Îñíîâàòåëü ïåòåðáóðãñêîãî îáùåñòâà Liedertafel — íåìåöêèé êîì-
ìåðñàíò è ëþáèòåëü ïåíèÿ Ýðèõ Ò åîäîð Ìþëëåð ( Müller). Â îïóáëè-
êîâàííîì â 1868 ãîäó îôèöèàëüíîì ó ñòàâå êðóæêà åãî ðóêîâîäèòåëè
îïðåäåëèëè öåëü îáùåñòâà â óïðàæíåíèè è óñîâåðøåíñòâîâàíèè â êâàð-
òåòíîì ìóæñêîì ïåíèè  è êîíöåðòíûå âûñòóïëåíèÿ, êàê â êðóãó ÷ëåíîâ
îáùåñòâà, òàê è ïóáëè÷íî, íî ñèå ïîñëåäíåå ñ ñîáëþäåíèåì êàê ïðàâèë,
çàêëþ÷àþùèõñÿ â âûñî÷àéøå óòâåðæäåííîì [..]  ïîëîæåíèè î ïóáëè÷íûõ
óâåñåëåíèÿõ (Óñòàâ ñàíêò-ïåòåðáóðãñêîãî îáùåñòâà ìóæñêîãî ïåíèÿ
(Liedertafel) 1868: 2).

Þáèëåéíîå èçäàíèå ïåòåðáóðãñêîãî êðóæêà Liedertafel (Festschrift
zur Feier des Fünfzigjährigen Bestehens der St. Petersburger Liedertafel, äà-
ëåå: Festschrift [..]  1890) ñîõðàíèëî äëÿ íàñ âàæíåéøèé äîêóìåíò: ñïèñ-
êè ó÷àñòíèêîâ êðóæêà çà ïåðâûå 50 ëåò åãî ñóùåñòâîâàíèÿ (Poehl 1890).
Òàì, ñðåäè 24 ïî÷åòíûõ ÷ëåíîâ øåñòåðî (ò . å. ìíîãî: îäíà ÷åòâåðòàÿ
÷àñòü) ðèæàí: Ê à ð ë  ô î í  Ô ¸ ð ñ ò å ð  (von Förster; äàòîé èçáðàíèÿ ïî-
÷åòíûì ÷ëåíîì ïåòåðáóðãñêîãî Liedertafel óêàçàí îêòÿáðü 1862 ãîäà),
äîêòîð ìåäèöèíû, ãîñóäàðñòâåííûé ñîâåòíèê â Ðèãå, ïðåäñåäàòåëü
êîìèòåòà ( Präses des Festkomität) ïðàçäíèêà ïåñíè 1861 ãîäà; Ãó ã î
Ï ð à é ñ  (Preis; èçáðàí â îêòÿáðå 1862 ã.), êîìïîçèòîð è Musikdirektor;
É î ã à í í  Ø ð à ì å ê  (Schramek; îêòÿáðü 1862 ã.), Musikdirektor1; À ë ü -
á å ð ò  Á å ð í ä ò (Berndt; 26 àïðåëÿ 1876 ã.), ãëàâà (Musikdirektor) ïåâ-

1 Ïðî Øðàìåêà Ï¸ëü ñîîáùàåò , ÷òî òîò ñêîí÷àëñÿ â îêòÿáðå 1875 ãîäà â
Ìîñêâå (P oehl 1890: 173).
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÷åñêîãî îáùåñòâà Liederkranz â Ðèãå; Ô ð è ä ð è õ  Ï è ë ü ö å ð  (Pilzer;
26 àïðåëÿ 1876 ã.), ðåäàêòîð, ïðåçèäåíò ðèæñêîãî Liederkranz’à; Ð î -
á å ð ò  Á ð àó í  (Braun; 11 ôåâðàëÿ 1890 ã.), ïðåçèäåíò ðèæñêîãî
Liederkranz’à.

Íåñêîëüêî ñëîâ î æèçíè ïåòåðáóðãñêîãî êðóæêà 2.
Ïåòåðáóðãñêèì Liedertafel’åì ðóêîâîäèëè ñ 1840-ãî ïî 14 íîÿáðÿ

1844 ãîäà ïåòåðáóðãñêèå íåìåöêèå ìóçûêàíòû, ó÷èòåëÿ ìóçûêè è ïå-
íèÿ Êàðë Ôðèäðèõ Âàéòöìàí ( Weitzman, Weitzmann)3 è Ãåíðèõ Øâåäå
(Schwede). Ñ 1847 ãîäà ïî 13 íîÿáðÿ 1850 ãîäà êðóæêîì ðóêîâîäèë
çíàìåíèòûé ïèàíèñò , äèðèæåð è ìóçûêàëüíûé êðèòèê Áåðòîëüä Äàìêå
(Damcke). À â 1844–1847 ãîäàõ è çàòåì ñ 20 íîÿáðÿ 1850 ïî 1 íîÿáðÿ
1876 ãîäà, êàê ñîîáùàåò Ï¸ëü (P oehl 1890: 173), âî ãëàâå êðóæêà ñòîÿë
Ýðíñò Ìåéåð ( Ìàéåð , Meyer; 19 ìàðòà 1814, Àëüòîíà — 1 ìàÿ 1886,
Ïåòåðáóðã; ïîõîðîíåí íà Âîëêîâîì ëþòåðàíñêîì êëàäáèùå. Ñì.:
Ïåòåðáóðãñêèé íåêðîïîëü 2006: 85). Îá ýòîì ìóçûêàíòå, äîëüøå äðó-
ãèõ ðóêîâîäèâøåì ïåòåðáóðãñêèì Liedertafel’åì, èçâåñòíî ñëåäóþùåå.

Ýðíñò Ìåéåð ðîäèëñÿ â Àëü òîíå (Ãåðìàíèÿ, íûíå ýòî ïðèãîðîä
Ãàìáóðãà) è â þíîñòè ïîïðîáîâàë ñåáÿ âî ìíîãèõ ìóçûêàíòñêèõ ñïå-
öèàëüíîñòÿõ: áûë äèðåêòîðîì ñòðàíñòâóþùåé îïåðíîé òðóïïû, îðãà-
íèñòîì, ó÷èòåëåì ìóçûêè. Èç ðîäíîé Àëü òîíû Ìåéåð ïåðååõàë ñíà-
÷àëà â Ñòîêãîëüì (âìåñòå ñî ñâîåé òðóïïîé), à çàòåì â 1840 ãîäó , óæå
èçâåñòíûì ìóçûêàíòîì, â Âûáîðã , ãäå ïîëó÷èë ìåñòî îðãàíèñòà. ×å-
òûðå ãîäà ñïóñòÿ Ìåéåð ïåðåáðàëñÿ â Ïåòåðáóðã è îñòàëñÿ òàì äî êîíöà
ñâîèõ äíåé. Çà ñîðîê äâà ãîäà ïðîôåññèîíàëüíîé ðàáîòû â ðîññèéñ-
êîé ñòîëèöå Ìåéåð ïðîÿâèë ñåáÿ âî ìíîãèõ îáëàñòÿõ: â ðàçíûå ãîäû
îí ðóêîâîäèë ïåòåðáóðãñêèìè ïåâ÷åñêèìè îáùåñòâàìè Singakademie,
Liedertafel è Ïåâ÷åñêèì îáùåñòâîì ëþòåðàíñêîé öåðêâè Câ. Åêàòå-
ðèíû ( St. Katharienen-Gesangverein). Â 1872–1886 ãîäàõ îí ïðåïîäàâàë
â Ïåòåðáóðãñêîé êîíñåðâàòîðèè, ãäå âåë êëàññ îáÿçàòåëüíîãî ôîðòå-
ïèàíî. Ñïèñêè ó÷åíèêîâ êëàññà Ìåéåðà ïîêàçûâàþò , ÷òî â êîíöå
1870-õ ãîäîâ ó íåãî ó÷èëèñü çíàìåíèòûå â áóäóùåì ìóçûêàíòû,
îáó÷àâøèåñÿ îñíîâíîìó ïðåäìåòó â îðãàííîì êëàññå Ëþäâèãà Ã îìè-
ëèóñà – Ñîôüÿ Æèëèíñêàÿ (ïåðâàÿ â Ðîññèéñêîé èìïåðèè äèïëîìè-
ðîâàííàÿ îðãàíèñòêà æåíùèíà) è Àíäðåé Þðüÿí (ëàòûøñêèé êîì-
ïîçèòîð, îðãàíèñò , âàëòîðíèñò è õîðîâîé äèðèæåð). Êðîìå òîãî, â

2 Ïðèâîäèìûå äàëåå ñâåäåíèÿ âçÿòû èç î÷åðêà Ýìèëÿ Øìèäòà, îïóáëè-
êîâàííîãî â òîì æå þáèëåéíîì ñáîðíèêå  Festschrift [..] . (Schmidt 1890).

3 Ýòîò ìóçûêàíò îêîí÷èë ñâîè äíè â Áåðëèíå â 1880 ãîäó (P oehl 1890: 173).
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1880-å ãîäû Ìåéåð ñîòðóäíè÷àë ñ ìóçûêàëüíîé ðåäàêöèåé íåìåöêî-
ÿçû÷íîé ãàçåòû St. Petersburger Zeitung: ïóáëèêîâàë íà åå ñòðàíèöàõ
îò÷åòû î êîíöåðòàõ è ìóçûêàëüíûõ ñîáûòèÿõ ãîðîäà (Ernst Mey er 1886:2).

 Â 1842 ãîäó ïåòåðáóðãñêèé Liedertafel íàñ÷èòûâàë òîëüêî 15 ÷å-
ëîâåê àêòèâíûõ ó÷àñòíèêîâ-ïåâöîâ; êðîìå íèõ â êðóæîê âõîäèëè ó÷à-
ñòíèêè-ñëóøàòåëè è ïî÷åòíûå ÷ëåíû îáùåñòâà (Schmidt 1890: 4). Ê
1849 ãîäó ÷èñëî ïîþùèõ ÷ëåíîâ Liedertafel âîçðîñëî äî 46 è çàòåì êî-
ëåáàëîñü â çàâèñèìîñòè îò îôèöèàëüíîãî ñòàòó ñà îáùåñòâà (Schmidt
1890: 27).

Ñîáèðàëñÿ ïåòåðáóðãñêèé Liedertafel ñíà÷àëà äâà ðàçà â ìåñÿö, à
çàòåì åæåíåäåëüíî. Âñåãî ïðîõîäèëî îêîëî 15 ñîáðàíèé â ñåçîí; ïî-
çäíåå áîëüøå, äî 29–31. Âñòðå÷àëèñü ïîíà÷àëó íà êâàðòèðàõ ó÷àñò-
íèêîâ. Ïîòîì ñòàëè ñíèìàòü íåáîëüøèå çàëû. Âñòðå÷àëèñü âå÷åðîì,
ïî ïåòåðáóðãñêîé òðàäèöèè ïîçäíî: ñ 20.00 äî 23.00. À ñ 1845 ãîäà ïî
âñåîáùåìó æåëàíèþ âðåìÿ ñîáðàíèé áûëî åùå ïðîäëåíî: äî ïîëîâè-
íû âòîðîãî íî÷è (Schmidt: 1890: 16). Çà äèñöèïëèíîé ñëåäèëè ïî-
íåìåöêè ñòðîãî: êàæäîãî îòñóòñòâîâàâøåãî íà çàíÿòèè çàïèñûâàëè â
ñïåöèàëüíóþ êíèãó , è ïîçäíåå îí îáÿçàí áûë ïðåäîñòàâèòü âåñîìûå
äîêàçàòåëüñòâà óâàæèòåëüíîé ïðè÷èíû îòñóòñòâèÿ. Íà êàæäîì ñîáðà-
íèè ó÷àñòíèêè êðóæêà èñïîëíÿëè îò 20 äî 28 âîêàëüíûõ êâàðòåòîâ
(Schmidt 1890: 8): è òåõ, íàä êîòîðûìè åùå ðàáîòàëè, è, äëÿ îòäûõà è
ñîáñòâåííîãî óäîâîëüñòâèÿ, ðàçó÷åííûõ ðàíåå. Çàòåì ñëåäîâàëî äðó-
æåñêîå çàñòîëüå: ÷àé, ïóíø è áóòåðáðîäû. Ïèòü øàìïàíñêîå è êó-
ðèòü çàïðåùàëîñü äî 22.00. Íàðóøèòåëåé ñíà÷àëà êàðàëè øòðàôîì â
10 ñåðåáðÿíûõ êîïååê çà êóðåíèå è 50 êîïååê çà ïðåæäåâðåìåííîå
íàñëàæäåíèå øàìïàíñêèì (Schmidt 1890: 4). Ïîçäíåå äåíåæíûå ñàí-
êöèè îòìåíèëè, íî øàìïàíñêîå ñòàâèëè íà ñòîë òîëüêî â ñàìûõ îñî-
áûõ ñëó÷àÿõ (Schmidt 1890: 4).

Â ïåðâûé ïîíåäåëüíèê êàæäîãî ìåñÿöà (ñî âðåìåíåì ðåæå) íà
çàíÿòèÿ êðóæêà äîïóñêàëèñü ãîñòè: ïðèãëàøåííûå ó÷àñòíèêàìè
êðóæêà èõ çíàêîìûå – ñëóøàòåëè-ìóæ÷èíû, à îäèí èëè äâà ðàçà â
ïîëóãîäèå äàìû. Íà òàêèõ ñîáðàíèÿõ çâó÷àëè óæå âûó÷åííûå ïðîèç-
âåäåíèÿ: â âèäå íåáîëüøèõ êîíöåðòîâ äëÿ óçêîãî êðóãà ïðèãëàøåí-
íûõ. Ðàç â ñåçîí ó÷àñòíèêè ïåòåðáóðãñêîãî Liedertafel óñòðàèâàëè ñå-
ìåéíûé âå÷åð (Familienabend), à âåñíîé ïîåçäêó çà ãîðîä: âå÷åðîì, â
íàñòóïàþùóþ áåëóþ íî÷ü, îãëàøàÿ îêðåñòíîñòè êâàðòåòíûì ïåíèåì
â íåìåöêîì ðåïåðòóàðå, îòïëûâàëè íà íåñêîëüêèõ ëîäêàõ êóäà-íè-
áóäü â áëèæàéøèå äà÷íûå ïðèãîðîäû (ìîæíî ñåáå ïðåäñòàâèòü, êàê
äèâèëèñü ïðè ýòîì æèòåëè îêðåñòíûõ ïîñåëåíèé è äà÷íèêè…).
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Äëÿ óñîâåðøåíñòâîâàíèÿ ÷ëåíîâ êðóæêà â ïåâ÷åñêîì èñêó ññòâå
(êðóæîê ñîñòîÿë èç ëþáèòåëåé: òîëüêî ðóêîâîäèòåëè åãî áûëè ïðî-
ôåññèîíàëüíûìè ìóçûêàíòàìè) ðóêîâîäñòâî îðãàíèçîâàëî ëåòîì
1845 ãîäà íà÷àëüíóþ øêîëó ïåíèÿ; åå âîçãëàâèë Ýðíñò Ìåéåð.

Ñóäÿ ïî î÷åðêó Ýìèëÿ Øìèäòà, ðåïåðòóàð ïåòåðáóðãñêîãî
Liedertafel íà÷àëà 1840-õ ãîäîâ áûë âûäåðæàí â ñòèëå Liedertafel (Lieder-
tafelstil4). Ïîòîì èñïîëíèòåëüñêèé óðîâåíü, âèäèìî, ñòàë ðàñòè, è â
ðåïåðòóàð âîøëè áîëåå ìàñøòàáíûå ïðîèçâåäåíèÿ: â 1846 ãîäó ÷ëå-
íû êðóæêà ðàçó÷èâàëè Antigone Ôåëèêñà Ìåíäåëüñîíà, à çàòåì Ìåññó
Ñ dur Ëþäâèãà âàí Áåòõîâåíà, Ïñàëì  ¹ 100 Ã åîðãà Ôðèäðèõà Ãåíäå-
ëÿ, Rheinweinlied Ôåðåíöà Ëèñòà, îäíó èç ìåññ Éîçåôà Ã àéäíà è õîðû
èç åãî îðàòîðèè Schöpfung, Requiem Ëóèäæè Êåðóáèíè, ñî÷èíåíèÿ
Ôðàíöà Øóáåðòà, Ðîáåðòà Øóìàíà. Ïîÿâèëàñü â ðåïåðòóàðå è ðó ñ-
ñêàÿ ìóçûêà: îäà Àíàêðåîí Âëàäèìèðà Ôåäîðîâè÷à Îäîåâñêîãî è êâàð-
òåò Ìèõàéëà Þðüåâè÷à Âèåëüãîðñêîãî.

Çàìûñëû è íàìåðåíèÿ ó ÷ëåíîâ ïåòåðáóðãñêîãî Liedertafel’à áûëè
ñàìûå ñåðüåçíûå è ìàñøòàáíûå. Îäíàêî äëÿ èõ ðåàëèçàöèè â íèêî-
ëàåâñêóþ ýïîõó áûë íåîáõîäèì îôèöèàëüíûé ñòàòó ñ. Èìïåðàòîð
Íèêîëàé I, êàê èçâåñòíî, íå âûíîñèë ñàìîäåÿòåëüíîñòè : íàêàíóíå
ðåâîëþöèîííûõ ïîòðÿñåíèé â Åâðîïå ëþáàÿ ÷àñòíàÿ èíèöèàòèâà,
ñàìàÿ áëàãîðîäíàÿ, êàçàëàñü åìó ïîäîçðèòåëüíîé. Ïî ìûñëè ñàìî-
äåðæöà, âñå äîëæíî ôóíêöèîíèðîâàòü â ðàìêàõ ïåðôåêòíî ðàáîòàþ-
ùåé ãîñóäàðñòâåííîé ìàøèíû. Ò àê, âîïðîñ î ïîëó÷åíèè îôèöèàëü-
íîãî ñòàòóñà ñòàë âàæíåéøèì â èñòîðèè ïåòåðáóðãñêîãî Liedertafel’à
íà áîëåå ÷åì äîëãèõ 15 ëåò: ñ ñåðåäèíû 1840-õ äî íà÷àëà 1860-õ ãîäîâ.
Îñòàíîâëþñü íà ýòîì ñþæåòå ïîäðîáíåå. Îí ïðèîáðåòàë, ïî îáñòîÿ-
òåëüñòâàì, ïîðîé òðàãè÷åñêèå, ïîðîé êîìè÷åñêèå ÷åðòû. À ñàìîå ãëàâ-
íîå, îí èìåë íåïîñðåäñòâåííîå îòíîøåíèå ê èñòîðèè êîíòàêòîâ ïå-
òåðáóðãñêîãî Liedertafel ñ Ðèãîé.

Âïåðâûå âîïðîñ îá îôèöèàëüíîì ñòàòó ñå êðóæêà âîçíèê åùå â
ìàðòå 1845 ãîäà (Liedertafel äóìàë ïðèñîåäèíèòüñÿ ê ïåòåðáóðãñêîé
Singakademie). Çàòåì â 1848 ãîäó, êîãäà ñ íà÷àëîì âîëíåíèé â Åâðîïå
ðîññèéñêèå âëàñòè óæåñòî÷èëè êîíòðîëü, â òîì ÷èñëå è çà ÷àñòíûìè
íåìåöêèìè îðãàíèçàöèÿìè. Â ôåâðàëå ýòîãî ãîäà ó÷àñòíèêè ïåòåð-
áóðãñêîãî Liedertafel ðåøèëè ïî÷òèòü ïàìÿòü ñêîí÷àâøåãîñÿ Ìåíäåëü-

4 Liedertafel âêëþ÷àë òåõíè÷åñêè íåñëîæíûå (äîñòóïíûå ïåâöàì-ëþáèòå-
ëÿì) ïðîèçâåäåíèÿ ñîâðåìåííûõ íåìåöêèõ êîìïîçèòîðîâ âòîðîãî ïëàíà  è
íåïðåìåííî ñî÷èíåíèÿ ñàìèõ ó÷àñòíèêîâ êðóæêà (Dahlhaus 1980: 39).



114

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – IV

ñîíà ñïåöèàëüíûì ìóçûêàëüíûì ñîáðàíèåì. Îäíàêî íà òî ïîñëåäî-
âàë çàïðåò ãîðîäñêîãî ðóêîâîäñòâà. Òîãäà, íà ñîáðàíèè 14 àïðåëÿ
1848 ãîäà, ÷ëåíû Liedertafel ïîñòàíîâèëè ïðèñîåäèíèòüñÿ ê èìïåðà-
òîðñêîìó Ñèìôîíè÷åñêîìó îáùåñòâó è íàçûâàòüñÿ îòíûíå Ìóæñ-
êîé õîð èìïåðàòîðñêîãî Ñèìôîíè÷åñêîãî îáùåñòâà  (Männerchor der
Symphonie-Gesellschaft) (Schmidt 1890: 22–23). Îáúåäèíåíèå ìóçûêàëü-
íûõ îáùåñòâ ñîñòîÿëîñü 27 ñåíòÿáðÿ 1848 ãîäà. Ñîòðóäíè÷åñòâî ïðè-
íåñëî ìíîãî ðàäîñòè îáîèì îáùåñòâàì – è ìíîãî ïîëüçû ìóçûêàëü-
íîìó Ïåòåðáóðãó . Îäíàêî 12 ôåâðàëÿ 1850 ãîäà Ñèìôîíè÷åñêîå îáùå-
ñòâî, ïðèþòèâøåå ïåòåðáóðãñêèé Liedertafel, ïðåêðàòèëî ñóùåñòâîâàíèå.

Ýòî îçíà÷àëî âîçâðàùåíèå òðóäíûõ äëÿ Liedertafel âðåìåí. Â
1852 ãîäó è äâàæäû â 1853 ãîäó åãî ðóêîâîäèòåëè ïîäàâàëè ïðîøåíèÿ
ïåòåðáóðãñêîìó âîåííîìó ãåíåðàë-ãóáåðíàòîðó îá îôèöèàëüíîì óò-
âåðæäåíèè îáùåñòâà Ïåòåðáóðãñêèé íåìåöêèé ìóæñêîé õîð (St.Peters-
burger Deutscher Männerchor) (Schmidt 1890: 32). Îíè óêàçûâàëè, ÷òî
ïîäîáíûå îáùåñòâà óæå ñóùåñòâóþò â ãðàíèöàõ Ðîññèéñêîé Èìïå-
ðèè: â Ðèãå è Äåðïòå, ãäå èõ óñòàâû îôèöèàëüíî óòâåðæäåíû ìèíè-
ñòåðñòâîì. Îäíàêî âñå òùåòíî: ïðîøåíèÿ áûëè îòêëîíåíû. Íà äâà ñ
ïîëîâèíîé ãîäà – ñ êîíöà 1852 ïî âåñíó 1855 ãîäà – ïåòåðáóðãñêèé
Liedertafel âûíóæäåí áûë ïðåêðàòèòü âñÿêóþ ïóáëè÷íóþ äåÿòåëüíîñòü.

Ïîñëå ïåðåæèòûõ ó ñïåõîâ òàêîé óäàð òðóäíî áûëî ïåðåíåñòè.
Îáùåñòâî ïî÷òè ðàñïàëîñü. Åãî ÷ëåíû ñîáèðàëèñü îò ñëó÷àÿ ê ñëó-
÷àþ èñêëþ÷èòåëüíî êàê ÷àñòíûé (è âñå áîëåå óçêèé…) êðóã äðóçåé.
Øìèäò ðàññêàçûâàåò, ÷òî ñàìûå ñòîéêèå ó÷àñòíèêè ïåòåðáóðãñêîãî
Liedertafel, âñòðå÷àÿñü íåêîòîðîå âðåìÿ (íåëåãàëüíî, êàê íàñòîÿùèå
ïîäïîëüùèêè!) â çàëå ó÷èòåëÿ ãèìíàñòèêè Ý. Øóëüöà, ðåãóëÿðíî ñòàë-
êèâàëèñü ñ ïîëèöèåé: ïîëèöåéñêèå ðàçãîíÿëè ñîáðàíèÿ êðóæêà, êàê
íå èìåþùåãî îôèöèàëüíîãî ðàçðåøåíèÿ. Ïðè ïîÿâëåíèè ñëóæèòåëÿ
âëàñòè ïåâöû ïðÿòàëè íîòû è êèäàëèñü ê ãèìíàñòè÷åñêèì ñíàðÿäàì,
äàáû ïåðåâåñòè êîëåáàíèÿ ãîëîñîâûõ ñâÿçîê â êîëåáàíèÿ ìûøö ðóê è íîã
(Schmidt 1890: 37). Âñêîðå ïîëèöåéñêîå íà÷àëüñòâî (âåðîÿòíî ïîíè-
ìàÿ âñþ àáñóðäíîñòü ñèòóàöèè) ñæàëèëîñü íàä íåñ÷àñòíûìè íåìöà-
ìè – ëþáèòåëÿìè êâàðòåòíîãî ïåíèÿ, è èõ îñòàâèëè â ïîêîå.

Âîçðîæäåíèå ïåòåðáóðãñêîãî Liedertafel íà÷àëîñü ëåòîì 1857 ãîäà
ñ ïðèãëàøåíèÿ åãî Ðåâåëüñêèì, à çàòåì Ðèæñêèì Liedertafel’àìè äëÿ
ó÷àñòèÿ â Ïåðâîì è Âòîðîì Áàëòèéñêèõ ïðàçäíèêàõ ïåñíè (Schmidt
1890: 38–43, 49–52; [Einige Teilnehmer des Sängerfestes] 1857). Ðàäîñòü
îò ýòèõ ïîåçäîê áûëà áåçìåðíîé, à ó ñïåõ âûñòóïëåíèé ïîëíûé. Ïîä-
ðîáíîå îïèñàíèå ðèæñêîãî ïðàçäíåñòâà (ëåòî 1861 ã .) ìû íàõîäèì â
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î÷åðêå Øìèäòà. Ïîñêîëüêó ýòîò äîêóìåíò íèêîãäà åùå íèãäå íå ïóá-
ëèêîâàëñÿ, ïðèâåäó ñîîòâåòñòâóþùèé åãî ôðàãìåíò ïîëíîñòüþ
(Schmidt 1890: 49–52). Ñëåäóåò äîáàâèòü ÷òî èç Ïåòåðáóðãà â Ðèãó
ïîåõàëè 27 ÷åëîâåê âî ãëàâå ñ Ýðíñòîì Ìåéåðîì; ê íèì ïðèñîåäèíè-
ëèñü íåñêîëüêî ÷ëåíîâ ìîñêîâñêîãî Liedertafel. 30 èþíÿ âñå îòïëûëè
íà êîðàáëå èç Ïåòåðáóðãà (Schmidt 1890: 49)5.

[..]  Íà ñëåäóþùåå óòðî ïðè÷àëèëè â Ðåâåëå è áûëè âñòðå÷åíû òàì
ïåíèåì è âîçãëàñàìè “óðà!”. Âçÿëè íà áîðò âñå ïåâ÷åñêèå îáùåñòâà Ðå-
âåëÿ è íàïðàâèëèñü äàëüøå. Íà íåáîëüøîì êîðàáëå öàðèëî ðàäîñòíîå íà-
ñòðîåíèå. Âñå îáùåñòâà – è ïî îòäåëüíîñòè è âñå âìåñòå – ïåëè ñâîè
ñàìûå ëó÷øèå ïåñíè, ïðè ýòîì ñîëüíûé êâàðòåò ïåòåðáóðæöåâ (ïî ñòî-
ðîííåìó íàáëþäåíèþ) âûäåëÿëñÿ ñðåäè ïðî÷èõ. Ïðåæíèå äðóæåñêèå ñâÿçè
âîññòàíîâèëèñü, âîçíèêëè è íîâûå. È êîãäà â ÷åòâåðã 29 èþíÿ â 10 ÷àñîâ
óòðà â íàèëó÷øåì ðàñïîëîæåíèè äóõà ïðèáûëè â ïîðò Ðèãè, èõ âñòðå-
òèëè òàì îðãàíèçàòîðû ïðàçäíåñòâà. Ê êàæäîìó ïåâ÷åñêîìó êðóæêó
ïðèêðåïèëè ïî ÷åòûðå êóðàòîðà, è âñå íàïðàâèëèñü ê äîìó ×åðíîãîëî-
âûõ, ãäå ñîáðàëñÿ êîìèòåò ïðàçäíèêà. Ïîñëå âûäà÷è êàðò íà ïðîæèâà-
íèå è áèëåòîâ íà ñàì ïðàçäíèê, à òàêæå ïåâ÷åñêèõ çíà÷êîâ è ïðîãðàìì
êîíöåðòîâ, âñå ïîøëè ðàññåëÿòüñÿ, äàáû â 6 ÷àñîâ âå÷åðà ïðèñîåäèíèòü-
ñÿ ê ïðàçäíè÷íîìó øåñòâèþ. Èìïîçàíòíàÿ ïðîöåññèÿ äâèíóëàñü ïî ãî-
ðîäñêèì óëèöàì ê çàëó ïðàçäíåñòâà: â öåëîì îêîëî 800 ïåâöîâ. Ïî ïðè-
áûòèè íà ìåñòî ðèæñêèå ôåðàéíû Liedertafel è Sängerkranz ïîäíÿëèñü
íà òðèáóíó è ïðèâåòñòâîâàëè ãîñòåé ïåñíåé, ñïåöèàëüíî äëÿ òîãî ñî÷è-
íåííîé ãîñïîäàìè Ô¸ðñòåðîì è Øðàìåêîì. Ïàñòîð Èêåí ñêàçàë íåñêîëü-
êî ïðèâåòñòâåííûõ ñëîâ. Çàòåì ïðîçâó÷àëà âòîðàÿ ïðèâåòñòâåííàÿ
ïåñíÿ (Ðèêõîôôà è Ïðàéñà). Äðóæåñêîå çàñòîëüå çàâåðøèëî äåíü.

Â ïÿòíèöó (ïåðâûé äåíü ñàìîãî ïðàçäíèêà) â 9 ÷àñîâ óòðà ïðîøëà
ãåíåðàëüíàÿ ðåïåòèöèÿ, à â 6 ÷àñîâ âå÷åðà â Äîìñêîì ñîáîðå ïðîçâó÷àë
êîíöåðò ïîä óïðàâëåíèåì ãîñïîä Ïðàéñà è Øðàìåêà. Âîò åãî ïðîãðàììà:

1-å îòäåëåíèå (ïîä óïðàâëåíèåì êàïåëüìåéñòåðà É. Øðàìåêà):
Õîðàë “Ãîñïîäü íàø îïëîò” è Ðåêâèåì Ë. Êåðóáèíè;
2-å îòäåëåíèå (ïîä óïðàâëåíèåì äèðåêòîðà Ã. Ïðàéñà):
9-é ïñàëì Ìàðøíåðà, ìîòåò “W ie lieblich ist dåine Wohnung” Á. Êëÿé-

íà, ãèìí “Jehovah, dir frohlocket” Ô. Ôèøåðà.
Ïîñëå êîíöåðòà ïåâöû ñîáðàëèñü ïåðåä äîìîì ×åðíîãîëîâûõ, âûñò-

ðîèëèñü â ïðîöåññèè è äâèíóëèñü ñî çíàìåíàìè è ÿðêèìè ôîíàðÿìè ïî ãî ðî-

5 Øìèäò ïðèâîäèò çäåñü ïîèìåííûé ñïèñîê ÷ëåíîâ ïåòåðáóðãñêîãî
Liedertafel, îòïðàâèâøèõñÿ â Ðèãó.
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äó ê çàìêó: ê ãåíåðàë-ãóáåðíàòîðó êíÿçþ Ñóâîðîâó, êîòîðûé íà ñëåäóþ-
ùèé äåíü ïðàçäíîâàë ñâîé äåíü ðîæäåíèÿ. Ïî ýòîìó ñëó÷àþ áûëà èñïîë-
íåíà ñåðåíàäà. Â ñóááîòó âñå ñîáðàëèñü íà òîðæåñòâåííîå ïèðøåñòâî, â
êîòîðîì ïðåêðàñíàÿ, áëàãîðîäíàÿ èäåÿ ïðàçäíèêà ñîåäèíèëàñü ñ èçûñ-
êàííîñòüþ âèí è ïðèâåëà âñåõ â âîçâûøåííîå ðàñïîëîæåíèå äóõà, ïî ñëó-
÷àþ ÷åãî áûëî ïðîèçíåñåíî íåìàëî âäîõíîâåííûõ ðå÷åé.

Íà òðåòèé äåíü ïðàçäíèêà, â âîñêðåñåíüå 12 èþíÿ, ïðîöåññèè ñíîâà
ïðîøåñòâîâàëè îò äîìà ×åðíîãîëîâûõ ê ïðàçäíè÷íîìó çàëó , ãäå â 13.30
ïðîçâó÷àë ñâåòñêèé êîíöåðò â ÷åòûðåõ îòäåëåíèÿõ:

1-å îòäåëåíèå (äèðèæåð Ã. Ïðàéñ):
1) Êðåéöåð, “Schäfers Sonntagslied”, 2) Ìàóðåð, “Der Gesang”, 3) Àáò,

“Waldlied”, 4) Øíàéäåð, “Herz voll Mut”, 5) Êþêêåí, “Normanns Sang”;
2-å îòäåëåíèå (äèðèæåð É. Øðàìåê):
6) Áåòõîâåí, “Die Ehre Gottes”; 7) Àáò, “Mainacht”, 8) Ôèøåð, “Rös-

lein im Wald”, 9) Îòòî, “Deutscher T rost”, 10) Êóíö, “Hymne an Odin”;
3-å îòäåëåíèå (äèðèæåð Ã. Ïðàéñ):
11) Ìàðøíåð, “Lied”, 12) Ô. Å. Áåêêåð, “Das Kirchlein”, 13) Ìåí-

äåëüñîí, “Jägers Abschied”, 14) Ðàéõàðäò, “Des Deutschen Vaterland”;
4-å îòäåëåíèå (äèðèæåð É. Øðàìåê):
15) Ìåíäåëüñîí, “Festgesang an die Künstler”.
Âî âðåìÿ ïîñëåäîâàâøåé çàòåì ñîâìåñòíîé òðàïåçû öàðèëî âåñåëîå

íàñòðîåíèå, è â ðå÷àõ íåäîñòàòêà íå áûëî. Îò ïåòåðáóðæöåâ âûñòóïèë
ó÷èòåëü [Oberlehrer] Ôðåé [Frey], êîòîðûé ïîñâÿòèë ðèæñêèì ïåâöàì
ñåðäå÷íóþ, ïîëíóþ þìîðà çàñòîëüíóþ ðå÷ü, à òàêæå ïîñëàë ïðèâåò
Ï. âàí äåð Áååêó [P. van der Beek] â Íþðíáåðã, ãäå â ýòè äíè òîæå ãîòî-
âèëèñü ê Ïðàçäíèêó ïåñíè. Íàêîíåö âñå ïîøëè ê êîðîëåâñêîìó ñàäó
[Kaiserlichen Garten], ãäå â 8 ÷àñîâ âå÷åðà áûëî íàçíà÷åíî ïîî÷åðåäíîå
âûñòóïëåíèå âñåõ õîðîâ. Îãðîìíàÿ òîëïà ñîáðàëàñü â ïàðêå; ÷èñëî ñëó-
øàòåëåé ñîñòàâëÿëî ïðèìåðíî äåñÿòü òûñÿ÷; âñå ñòóïåíüêè è êàðíèçû
áûëè ïëîòíî çàíÿòû. È äàæå ñàìè ïåâöû ñ óñèëèåì ïðîáèðàëèñü ê òðè-
áóíå. Ïåòåððáóðãñêèé Liedertafel èñïîëíèë äâå ïåñíè: “Wer ist unser Mann”
Ö¸ëëüíåðà è “Waldlied” Ì¸ðèíãà. Ïîñëåäíÿÿ ïðîçâó÷àëà ñ âåëèêîëåïíûì
ñîëî áàðèòîíà, èñïîëíåííûì ïîëíîçâó÷íûì ãîëîñîì ã-íà À. Áð¸ììå
[A. Brömme]; ýòà ïåñíÿ âûçâàëà âîñòîðæåííûå è íåñêîí÷àåìûå ðóêîï-
ëåñêàíèÿ, è áûëà ïîâòîðåíà “íà áèñ”.

Ñëåäóþùèé äåíü áûë çàïëàíèðîâàí äëÿ îòäûõà, îñìîòðà ãîðîäà è
åãî äîñòîïðèìå÷àòåëüíîñòåé. Ñàìûì ìèëûì îáðàçîì ðèæàíå ïðîâåëè
ñâîèõ ãîñòåé ïî ðèæñêèì öåðêâàì, îáùåñòâåííûì çäàíèÿì, ñîáðàíèÿì
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æèâîïèñè, ïî ñàäàì è ïàðêàì. Âå÷åðîì áûëà âå÷åðèíêà ñ òàíöàìè â îáî-
èõ êîíöåðòíûõ çàëàõ.

Íà ñëåäóþùåå óòðî â 12.00 âñå ñîáðàëèñü â äîìå ×åðíîãîëîâûõ, äàáû
çàáðàòü ñâîè çíàìåíà. Õîçÿåâà óñòðîèëè íåáîëüøîé ïðîùàëüíûé ôóðøåò
[Abshiedstrunk] è áûëî ñêàçàíî íåìàëî òåïëûõ ïðîùàëüíûõ ñëîâ. Ñðåäè
îòâåòíûõ âûñòóïëåíèé ñëîâî îò èìåíè îòúåçæàâøèõ ïåòåðáóðæöåâ
âçÿë ã-í Ôðåé; â òðîãàòåëüíîé è çàõâàòûâàþùåé ðå÷è îí âûðàçèë áëàãî-
äàðíîñòü ãîñòåïðèèìíûì õîçÿåâàì. Çàòåì íà ðûíî÷íîé ïëîùàäè ñïåëè
íà ïðîùàíèå “J ägers Abschied” è âîçãëàñèëè ãðîìêóþ ñëàâó ãîðîäó Ðèãå.

Âìåñòå ñ ðåâåëüöàìè è ìîñêâè÷àìè íà ñëåäóþùåå óòðî íàøè ëèäåð-
òàôåëüöû ïîäíÿëèñü íà êîðàáëè, êîòîðûå äîëæíû áûëè äîñòàâèòü èõ
äîìîé. Ã îñòåïðèèìíûå õîçÿåâà è åùå îñòàâàâøèåñÿ â Ðèãå ôåðàéíû ïðî-
âîäèëè èõ äî ñàìîãî ïîðòà. Íî íå òîëüêî ïåâöû ïðèíÿëè ó÷àñòèå â ðàñ-
ñòàâàíèè: âî ìíîãèõ îêíàõ áûëè âûâåøåíû ïëàòêè â çíàê ïðîùàëüíîãî
ïðèâåòà, è áóêåòû öâåòîâ ïàäàëè â ðóêè îòúåçæàâøèõ, ñîïðîâîæäàÿ
ñâîèì òîíêèì àðîìàòîâ èõ ïóòü äîìîé. Ñ ïå÷àëüíûì ñåðäöåì îòúåç-
æàâøèå âçîøëè íà êîðàáëü è ïðîïåëè “Wohlauf noch getrunken”. Îíè
îòïëûëè è äîëãî åùå ñëûøàëè îòçâóêè ïðîùàëüíûõ ïåñåí è âîçãëàñîâ
ñòîÿâøèõ íà ïðè÷àëå ðèæàí (Schmidt 1890).

Êàê âèäíî èç ýòîãî òåêñòà, íå òîëüêî ïîïåòî , íî è ïîïèòî-ïî-
êóøàíî  â Ðèãå áûëî íà ñëàâó è îò äóøè. Ùåäðîå ãîñòåïðèèìñòâî
õîçÿåâ, äóìàåòñÿ, çàïîìíèëîñü ãîñòÿì íàäîëãî.

Liedertafel âåðíóëñÿ â ðîäíîé Ïåòåðáóðã ñ ñîâñåì èíûì, ÷åì ïðåæ-
äå, íàñòðîåíèåì. Èõ çíàëè, ëþáèëè; ó íèõ áûëè êîëëåãè è åäèíîìûø-
ëåííèêè. Äà è âðåìåíà òîæå èçìåíèëèñü: Àëåêñàíäð II áûë íàñòðîåí
ê êðóæêàì è ñîáðàíèÿì ãîðàçäî áîëåå ëîÿëüíî. Ïîñëå ó÷àñòèÿ â Ïåð-
âîì Áàëòèéñêîì ïåâ÷åñêîì ïðàçäíèêå (Ðåâåëü) â êîíöå ñåíòÿáðÿ 1857
ãîäà ðóêîâîäñòâî Liedertafel ðåøèëîñü âíîâü ïîäàòü ïðîøåíèå íà÷àëü-
íèêó ïåòåðáóðãñêîé ïîëèöèè ãðàôó Ïåòðó Àíäðååâè÷ó Øóâàëîâó . È
íà ýòîò ðàç ðàçðåøåíèå áûëî ïîëó÷åíî. Îíî ïîñëåäîâàëî 7 îêòÿáðÿ
1857 ãîäà. À 10 àïðåëÿ 1861 ãîäà ÷ëåíû Liedertafel îáðàòèëèñü ê ïåòåð-
áóðãñêîìó âîåííîìó ãåíåðàë-ãóáåðíàòîðó ñ ïðîøåíèåì îá óòâåðæäå-
íèè ó ñòàâà îðãàíèçàöèè ïîä íàçâàíèåì Îáùåñòâî Ñàíêò-Ïåòåðáóð-
ãñêîãî ìóæñêîãî ïåíèÿ “Liedertafel”  (St. Petersburger Gesellschaft für
Männergesang) (Ïåòðîâñêàÿ 1999: 194–195; Schmidt 1890: 54). 22 èþíÿ
1861 ãîäà óñòàâ Liedertafel áûë íàêîíåö óòâåðæäåí.

Ñåçîí 1861/1862 ãîäà íà÷àëñÿ êàê ïåðâûé îôèöèàëüíûé  â (ê òîìó
âðåìåíè óæå íåìàëîé) èñòîðèè ïåòåðáóðãñêîãî Liedertafel. Íà÷èíàë-
ñÿ íîâûé ïåðèîä åãî äåÿòåëüíîñòè.
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The Society Liedertafel
from St. Petersburg Visiting Colleagues in Riga:

The Story of Unexpected Rescue

Janna Kniazeva

Summary

This report concerns the history of German vocal society Liedertafel,
in particular it’s interaction with colleagues from Riga and Reval.

The vocal society Liedertafel was founded in year 1840 in St.Peters-
burg. The main aim of the society was a progress of men’s quartet singing
in the Russian capital. Liedertafel was organized in the same way as
many German vocal societies, which resembled common friendly com-
panies. The name came from two words: Lied that means song and Tafel –
table. The first and most important problem was the obtaining of official
status. Liedertafel appeared in the time of Nicolas the First as a private
circle. Its members’ plans and intensions were very serious and extensive,
so they urgently required an official approval.

The Russian emperor Nicolas the First could not stand any will-
fulness. The leaders of Liedertafel entered an application for recognition
of the societies’ official status for many times, but they were refused
constantly.

Trying to solve that problem they joined their circle to the Imperial
Symphonic Society, but that society got eliminated shortly afterwards,
Liedertafel got almost broke up. The support came unexpectedly from
the Baltic Region.

Since its foundation the Liedertafel was closely connected with the
culture of the region (Riga, Reval and some of the German provinces).

Many musicians from Riga were members of Liedertafel: Hugo Preis
(a composer and musical manager in Riga, 1862), Johann Schrameck
(a musical manager in Riga, 1875), as well as some leaders of the Riga
Vocal Society Liederkranz: Friedrich Pilzer (an editor from Riga, 1875),
Robert Braun (1890) (Festschrift zur Feier des Fünfzigjährigen Bestehens
der St. Petersburger Liedertafel 1890).

The revival of Liedertafel commenced in 1857 when a similar vocal
society from Reval invited colleagues from St. Petersburg to a vocal
festival. In summer of 1861 the Petersburg society took part in a vocal
festival in Riga. The satisfaction from those journeys and successful
performances was complete.
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The detailed reports about those festivals were published by the
newspaper St. Petersburg Zeitung. But just at that time the power changed
and new emperor Alexander the Second was more loyal to the private
initiative. In the summer of 1857 the vocal circle gained its official status,
in the summer of 1861 all of its regulations were confirmed.

In 1861–1862 the first concert season in the new history of Liedertafel
took place.

Ëèòåðàòóðà è èíûå èñòî÷íèêè

Csáky, M. (2010). Das Gedächtnis der Städte. Wien [u. a.]: Böhlau Verlag
Dahlhaus, C. (1980). Die Musik des 19. Jahrhunderts. Neues Handbuch der

Musikwissenschaft. Bd. 6. Wiesbaden: Laaber
[Einige Teilnehmer des Sängerfestes] (1857). Das Baltische Sängerfest in Reval.

Sankt Petersburger Zeitung. 31. Juli (14. August), 653–654; 1. (13.) August,
657–658

Ernst Meyer † (1886). Sankt Petersburger Zeitung. 3. (15.) Mai, 2
Festschrift zur Feier des Fünfzigjährigen Bestehens der St. Petersburger Liedertafel

(1890). St. Petersburg: Typographie H. Schlacht & Co

Poehl N. (1890). Mitglieder der St. Petersburger Liedertafel. Festschrift zur Feier
des Fünfzigjährigen Bestehens der St. Petersburger Liedertafel. St. Petersburg:
Typographie H. Schlacht & C o, 173–200

Schmidt, E. (1890). Die St. Petersburger Liedertafel: 1840–1890. Festschrift zur
Feier des Fünfzigjährigen Bestehens der St. Petersburger Liedertafel. St.Peters-
burg: Typographie H. Schlacht & C o, 1–169

Staudinger, H. (1913). Individuum und Gemeindschaft in der Kulturorganisation
des Vereins. Jena: E. Diederichs

Ïåòåðáóðãñêèé íåêðîïîëü (2006). B 4 ò. / Ñîñò. Â. È. Ñàèòîâ. Ðåïðèíòíîå èçäà-
íèå 1912–1913 ãã. Ò. 3. Ñàíêò-Ïåòåðáóðã: Àëüôàðåò

Ïåòðîâñêàÿ, È. (1999). Ìóçûêàëüíîå îáðàçîâàíèå è ìóçûêàëüíûå îáùåñòâåí-
íûå îðãàíèçàöèè â Ïåòåðáóðãå: 1801– 1917. Ýíöèêëîïåäèÿ. Ñàíêò-Ïåòåð-
áóðã: Ïåòðîâñêèé ôîíä

Ðèìàí, Ã . (2004). Liedertafel. Ìóçûêàëüíûé ñëîâàðü, òîëêîâûé ñ èëëþñòðàöèÿ-
ìè . Èçäàòåëüñòâî ÝÒÑ, Å. À÷åðêàí. http://www.ets.ru/pg/r/dict/rimm_1.htm
(25.02.2012.)

Óñòàâ Càíêò-Ïåòåðáóðãñêîãî îáùåñòâà ìóæñêîãî ïåíèÿ (Liedertafel = Statut
der St. Petersburger Liedertafel (1868). Ñàíêò-Ïåòåðáóðã: Buchdruckerei v.
Julius Stauff



120

Jauni fakti par Valkera çrìelçm Rîgas Domâ

Dr. art.  Ilma Grauzdiòa
Jâzepa Vîtola Latvijas Mûzikas akadçmijas profesore

Kopð pirmâs, ðo rindu autores rakstîtâs, Latvijas çrìeïkultûrai veltîtâs
monogrâfijas Tûkstoð mçlçm çrìeles spçlç (Rîga: Liesma, 1987) izdoðanas
pagâjis gadsimta ceturksnis. Daþâdas un bûtiskas izmaiòas skâruðas
Latvijas Baznîcu, kâ arî baznîcu çrìeïu likteòus aizvadîtajâ cçlienâ. Daudz-
viet ir atjaunotas draudzes, notiek regulâri dievkalpojumi. Virknç Latvijas
dievnamu ir iebûvçtas jaunas çrìeles, kuras galvenokârt pârvestas no
Zviedrijas, Anglijas, Vâcijas. Vairâkâs citâs baznîcâs izremontçti esoðie
instrumenti. Aizvien vçl daudz ir tâdu çrìeïu, kuras tikai gaida savus
remontçtâjus un restaurçtâjus. Taèu nemainîgi ierindâ ir Rîgas Doma
çrìeles, kuras savu intensîvo mûzikas dzîvi turpina arî ðobrîd – gan
piedaloties liturìiskajâs norisçs, gan skanot koncertos.

Rîgas Doma baznîcas vçstures izpçtç vienlîdz ieinteresçti ir daþâdu
profesiju pârstâvji – vçsturnieki, arhitekti, skulptori, restauratori un, pro-
tams, arî çrìeïmeistari. Tâdçï vispusîgi un nopietni tiek pçtîti daþâdi arhîvu
materiâli – Doma administrâcijas dokumenti, kases grâmatas, valdes un
daþâdu komisiju sçþu protokoli. Ir uzkrâjuðies jauni fakti par Rîgas Doma
vçsturi kopumâ, paplaðinâjusies arî informâcija par ðîs baznîcas çrìeïu
vçsturi 19. gadsimta otrajâ pusç.

Ðî raksta mçríis ir dalîties ar lasîtâju jauniegûtajâ informâcijâ, papil-
dinot monogrâfijâ iezîmçtos faktus ar bûtiskâm vai vienkârði interesantâm
detaïâm, kas ïauj spilgtâk izgaismot Valkera çrìeïu bûves laiku un instru-
menta dzîves pirmâs desmitgades Rîgas Domâ1.

No Jâkoba Râba lîdz Valkera firmai

Pirmâs lielâkâs çrìeles Rîgas Domâ, kâ zinâms, iebûvçtas 16. un 17.
gadsimta mijâ, kad pçc lielâ ugunsgrçka (1547) atkal tiek sakârtotas

1 Jaunâ informâcija smelta galvenokârt no Latvijas Valsts arhîva materiâliem
(Rîgas Doma baznîcas fonds 1426), kuru apguvç ðobrîd intensîvi piedalâs Latvijas
çrìeïmeistari Viesturs Ilsums, Mikus Dzenîtis, Alvis Melbârdis u. c. Ar çrìelçm
saistîtie fakti ir sadrumstaloti un izkliedçti pa daþâdiem aprakstiem un lietâm,
tâpçc ðajâ rakstâ nav norâdîta katra avota konkrçtâ lappuse un dokumenta nosau-
kums. Lietu nosaukumi ir sniegti raksta beigâs, izmantoto avotu sarakstâ.
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iekðtelpas un atjaunots baznîcas tornis. 1601. gadâ katedrâlç sâk skançt
jauns trîsmanuâïu instruments ar 42 reìistriem. Izcils renesanses stila
piemineklis ir Lîbekas meistara Jâkoba Râba darinâtais ðo çrìeïu pros-
pekts, kas ðobrîd veido Doma çrìeïu prospekta vidusdaïu. Tiesa, nu jau
vairâkus gadus tâ vietâ ir koka stalaþas, jo prospekts tiek restaurçts.
Darbi ir ieilguði, taèu cerams, ka pacietîgo gaidîðanu vainagos lietpratîgi
un kvalitatîvi veiktas restaurâcijas rezultâts.

17. un 18. gadsimta gaitâ Doma çrìeles vairâkkârt ir pârbûvçtas un
paplaðinâtas. Ðajos darbos piedalîjuðies daþâdi meistari, tostarp Barto-
lomejs Ðûmanis (Schumann), Gotfrîds Klosens (Clossen), Heinrihs An-
dreass Konciuss (Contius/Konzius; Domâ strâdâjis 1773–1776), vçl virkne
citu çrìeïbûvçtâju. 19. gadsimtâ Doma administrâcijas protokolos regulâri
parâdâs ieraksti par lîgumiem ar çrìeïu kopçjiem un viòiem izmaksâtâm
summâm – par skaòoðanu, laboðanu, mazâkâm vai lielâkâm pârbûvçm.

Îpaða vieta ðo lietpratçju vidû ir Rîgas çrìeïbûvçtâjam Augustam
Martinam ( Martin , 1808–1891). Laikabiedru vidû viòð baudîjis krietna
amatmeistara cieòu un savâ mûþâ uzbûvçjis ap 70 daþâda lieluma instru-
mentus, no kuriem lîdz mûsu dienâm saglabâjuðies ap divi desmiti. Mar-
tina instrumentus labi zinâjis un augstu vçrtçjis arî toreizçjais Doma çrìel-
nieks (no 1848) Johans Kristofs Agte (Agthe, 1814–1868). Ïoti atzinîgi
viòð izteicies, piemçram, par 1857. gada maijâ Martina veiktajiem Doma
instrumenta paplaðinâðanas darbiem. Pçc gadiem divpadsmit, 1869. gada
martâ, balstoties uz Martina veidoto kalkulâciju, valde atkal pieðíir naudu
çrìeïu remontam (1180 rubïus). Remonts acîmredzot notiek, tomçr ko-
pumâ arvien vairâk çrìeles, kuru senâkâ daïa nokalpojusi jau 280 gadus,
sâk atgâdinât cauru maisu – ber iekðâ cik gribi, viss krît ârâ. Regulâri
izskan prasîba instrumentu atjaunot, daudzas detaïas un konstrukcijas
daïas nomainît ar jaunâm, veikt nopietnus remontdarbus, bez kuriem
skaòot instrumentu vispâr nav jçgas.

Par kritisko robeþu un notikumu risinâðanas reâlu aizsâkumu kïûst
1881. gada 4. septembris. Ðajâ dienâ Doma administrâcijas inspektors
Rîgas pilsçtas râtes kungus informç, ka 1601. gadâ bûvçtâs, 1710., 1781.,
1824., 1869. un 1879. gadâ paplaðinâtâs un remontçtâs çrìeles kïuvuðas
pilnîgi nelietojamas. No 51 skanoðas balss tîrskaòojamas ir tikai septiòas.
Proti, tâs, kuras pçdçjâ pârbûvç çrìelçm pievienojis Augusts Martins.
Konsultçjoties ar lietpratçjiem, Doma administrâcija nâkusi pie slçdziena,
ka savu laiku nokalpojuðo instrumentu remontçt vairs nav vçrts. Rîgas
Domam nepiecieðamas jaunas çrìeles.
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Jau ðajâ dokumentâ tiek pieminçta slavenâ vâcu çrìeïbûves firma E.
F. Walcker & Cie . Kâ ziòo inspektors, draudze vçlçtos instrumentu pasûtît
tieði tai. Grûti pateikt, kas pasûtîtâjiem lika izðíirties par Valkera firmu.
Otrs nopietnâkais pretendents varçja bût Vilhelma Zauera (Sauer) firma,
kura nedaudz vçlâk Latvijâ patieðâm arî iebûvç virkni teicamu instru-
mentu. Tomçr pilsçtas râte draudzes izvçli akceptç un uzdod Baznîcu
virsvaldei nodroðinât pasûtîjumu Valkera firmai, ðim mçríim paredzot
30 000–40 000 rubïu lielu summu.

Tâ, protams, ir milzu nauda! Tomçr laimîgi sakrît vairâki labvçlîgi
apstâkïi, kuru rezultâtâ lîdzekïi jauna, liela instrumenta bûvei tiek atrasti.
Pirmkârt, Rîgas pilsçtai 19. gadsimta 80. gadi ir saimnieciski un jo îpaði
rûpnieciski stabils laiks – Rîga ir rosîgs un plaukstoðs Baltijas centrs.
Otrkârt, Doma baznîca ir luterticîgo Rîgas vâcieðu galvenâ baznîca. Vâcu
iedzîvotâju skaits Rîgâ ir ïoti liels; turklât arvien vçl tieði viòi nosaka
gaisotni Rîgas pilsçtas turîgajâs un kulturâlajâs aprindâs. Tâdçï atbalstît
jauna instrumenta iebûvi Domâ – tas ir vâcu pilsoòu goda un prestiþa
jautâjums. Ðajâs aprindâs uzticîbu vieð arî fakts, ka Doma administrâcija
cieði sadarbojas ar Rîgas galveno arhitektu Johanu Danielu Felsko (Felsko,
1813–1892). Viòam regulâri tiek pasûtîti daþâdu Doma remontdarbu
un pârbûvju izmaksu aprçíini un darba zîmçjumu sagatavoðana. Savukârt
treðais nozîmîgâkais aizsâkto notikumu dzinçjspçks ir Rîgas Doma çrìel-
nieks Vilhelms Bergners juniors (Bergner, 1837–1907).

Doma çrìelnieka amatâ viòð stâjies jau 1868. gadâ, nomainot savu
skolotâju un priekðgâjçju Johanu Kristofu Agti. Aizvadîtajâ cçlienâ Vil-
helms Bergners – vâcu izcelsmes çrìelnieks, kantors un komponists jau
vismaz treðajâ paaudzç – ir iemantojis rîdzinieku cieòu un uzticîbu. Viòð
taèu savu muzikâlo izglîtîbu ir papildinâjis Eizenahâ un Drçzdenç, no
1861. gada bijis çrìelnieks Rîgas Anglikâòu baznîcâ, bet – galvenais – ir
1865. gadâ Rîgâ dibinâtâs Baha biedrîbas (Bach-Verein) dvçsele. Viòa
diriìçtie vâcu meistaru vokâli simfoniskie darbi vienmçr piesaistîjuði
mâkslas cienîtâju uzmanîbu. Manuskriptâ jau ir arî Bergnera sastâdîtâ
korâïu un prelûdiju grâmata (Choral- und Präludienbuch nebst Modula-
tionen und Interludien mit liturgischen Beilagen), kas dienas gaismu ierau-
dzîs 1883. gadâ.

Bergneru ciena un viòa domas respektç arî Doma administrâcija.
Saskaòâ ar tradîcijâm un lîgumu çrìelnieks saòem vienu treðdaïu no viòa
organizçto koncertu ienâkumiem, turklât baznîcas valde viòam apmaksâ
arî dienesta dzîvokïa îri (piemçram, 1883. gada martâ Bergneram ðim
nolûkam atvçlçti 200 rbï.). No baznîcas kases tiek apmaksâti arî vairâki
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Bergnera braucieni uz tolaik iecienîto Karlsbâdes kûrortu veselîbas nostip-
rinâðanas labad. Ðis uzòçmîgais vîrs nu ar visu sparu iesaistâs jaunajâ
pasâkumâ.

No 90 lîdz 124 reìistriem

1881. gada rudenî sâkas sarakste starp Rîgas Doma administrâciju
un Ludvigsburgas çrìeïbûves firmu E. F. Walcker & Cie.  1881. gada 10.
novembrî inspektora kungs tuvâk informç Doma administrâciju par ðîs
firmas iepriekð veiktajiem darbiem. Viòð iepazîstina arî ar Valkera firmas
Rîgai piedâvâto dispozîciju un tâs sastâdîto tâmi çrìeïu jaunbûvei ar 90
balsîm, 4 manuâïiem un 2 pedâïa nodalîjumiem. Vairâkâs nâkamajâs
sanâksmçs lieta tiek virzîta tâlâk. Runasvîri un Doma kases turçtâji uzzina,
ka skaòojuma kamertonis bûs t. s. oríestra skaòojums (Pariser-Normal-
Orchester-Ton). Norit debates par mûra nojaukðanu aiz vecâ instrumenta,
lai iegûtu vietu jaunajam, apjomâ krietni lielâkajam. 1882. gada pirmajâ
pusç tiek veiktas pirmâs naudas operâcijas, uzrakstîti garantijas raksti,
uz Valkera firmas bankas kontu tiek pârskaitîta pirmâ iemaksa – 25 tûk-
stoði reihsmarku.

Bet – apetîte rodas çdot. 1882. gada 14. jûnija sanâksmes protokoli
saglabâjuði, lûk, kâda satura vçstuli, kas adresçta Valkera firmai: Çrìel-
nieks Bergners izteicis vçlçðanos Jums pasûtîtâs çrìeles ar 90 skaòu balsîm
paplaðinât lîdz 102 balsîm. Administrâcija piekrît ðim ierosinâjumam un
uzòemas samaksât noteikto summu 3000 marku apmçrâ ar noteikumu
16./18. novembrî 1881. gadâ noslçgtajâ kontraktâ minçto izgatavoðanas
termiòu nenovilcinât. Vçstulei pievienota arî papildinâtâ çrìeïu dispozîcija
(Doma administrâcijas protokoli : 469–475).

Te jâpiezîmç, ka 19. gadsimta vidû lîdz ar t. s. romantiskâ stila çrìeï-
bûves sâkumu Eiropâ vçrojama tieksme bûvçt arvien lielâkas çrìeles. Pat
sâkas tâda kâ sacensîba starp pasaules redzamâkajâm firmâm, kuru vidû
ir arî Ludvigsburgas meistari. Jau ar 102 balsîm Rîgas Doma çrìeles
bûtu pârspçjuðas citas tolaik lielâkâs: Leipcigas Nikolaja baznîcas (Frîdrihs
Ladegasts, 1862; 85/IV, P), Lîbekas Marija baznîcas (Johans Frîdrihs
Ðulce, 1854; 86/IV, 2P), Bostonas Music Hall  (E. F. Walcker & Cie. ,
1863; 89/IV, 2P), Ulmas katedrâles (E. F. Walcker & Cie. , 1857; 100/
III, P) instrumentus. Tomçr sacensîbas gars ir atmodinâts: 1882. gada
14. septembrî inspektors ziòo, ka çrìelnieks Bergnera kungs ir ierosinâjis
Doma çrìeles bûvçt vçl par 18 balsîm lielâkas, nekâ lîdzðinçjâ kontraktâ
teikts. Valde nolemj nosûtît Valkera firmai lûgumu par bûvçjamo çrìeïu
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paplaðinâðanu no 102 lîdz 120 reìistriem . Papildus apmaksu 6300 rubïu
apmçrâ garantç privâtpersonas.

Firmai acîmredzot nekas nav bijis pretî. Vçl vairâk – lai pasaules
lielâko çrìeïu bûvçtâja gods bûtu garantçts ar uzviju, tâ no savas puses
vçl pievieno èetrus reìistrus, lîdz ar to oficiâlais reìistru skaits, kas figurç
atklâðanas laika dokumentos, ir 124 reìistri .

Tâ nu reâli 1882. gada nogalç Ludvigsburgâ sâkas jauno çrìeïu bûve,
bet Rîgâ Doma administrâcijas sçdçs regulâri tiek pârrunâtas çrìeïu lietas.
Piemçram, 1882. gada 15. novembrî sanâkuðie apsprieþ jautâjumu par
prospektu. Apcerçjuði Valkera piedâvâjumu nojaukt veco un bûvçt jaunu
prospektu pçc Ulmas Doma parauga, runas vîri tomçr nolemj paturçt
veco çrìeïu fasâdi. Un labi, ka tâ – ja bûtu nomainîts, tad mçs nevarçtu
vairs lepoties, ka Rîgas Domâ saglabâts çrìeïu prospekts, kura pirm-
sâkumi datçjami ar 1594. gadu!

1883. gada pavasarî aktuâls kïûst jautâjums par veco çrìeïu nojauk-
ðanu, lai atbrîvotu vietu jaunajâm. Doma administrâcijas uzticîbas persona
ir jau pieminçtais Augusts Martins, kura darbu tobrîd turpina viòa dçls
un amata mantinieks Emîls Martins (1848–1922). 1883. gada 22. martâ
valde nolemj veco çrìeïu nojaukðanu uzticçt viòam. Nolemj arî, ka septiòi
Doma çrìelçm nesen pievienotie, vçl lietojamie Augusta Martina reìistri
tiks nodoti Rîgas pilsçtas meiteòu ìimnâzijai, lai tâs aulas balkonâ varçtu
uzbûvçt mazas çrìeles, kas nedaudz vçlâk arî tiek paveikts. Veco çrìeïu
detaïu piederîbas jautâjums vçl paliek atklâts, taèu Emîls Martins darbo-
jas – to apliecina ieraksti par viòam izmaksâtajâm algas summâm Doma
kases grâmatâ 1883. gada pavasarî.

1883. gada aprîlî Baznîcas valde Vilhelmam Bergneram apmaksâ
ceïa izdevumus braucienam uz Ludvigsburgu – acîmredzot, lai viòð uz
vietas redzçtu, kâ rit darbi, un precizçtu turpmâkâs sadarbîbas plânu.
Savukârt Rîgâ 1883. gada jûlija sçdç, kurâ pieaicinâti Rîgas labâkie
arhitekti, kâ arî Domam piesaistîtais inþenieris, uzvârdâ Bekers, vîri sprieþ
par steidzami veicamajiem uzdevumiem. Tiek norâdîts, ka putekïus radoði
darbi pçc jauno çrìeïu uzstâdîðanas vairs nebûs iespçjami, tâdçï tie jâveic
tûlît, vasaras mçneðos.

Jaunbûvçtâs Rîgas Doma çrìeles 1883. gada vasarâ tiek uzstâdîtas
publiskai apskatei firmas darbnîcâ Ludvigsburgâ, kur Eberharda Frîdriha
Valkera (Walcker, 1794–1872) dibinâto uzòçmumu tobrîd vada viòa
pieci dçli: Eberhards Heinrihs, Johans Frîdrihs, Kârlis, Pauls un Hermanis.
Pauls Valkers (1846–1928) atbild par instrumenta tehnisko montâþu.
Fricis (t. i., Johans Frîdrihs) Valkers (1829–1895) ir specializçjies stabuïu
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intonçðanâ, bet Kârïa Valkera (1845–1908) ziòâ ir arî visas menedþmenta
lietas. Ludvigsburgâ uzceltâ çrìeïu montâþas zâle ir patiesi grandioza –
80 m gara, piecstâvu mâjas augstumâ. Pçc tam instruments tiek demontçts,
sapakots un no Lîbekas ostas ar tvaikoni Livland  pârvests uz Rîgu. Ne-
parastâ krava sasniedz tagadçjo Latvijas galvaspilsçtu 20. augustâ. Ierodas
arî Kârlis un Pauls Valkeri. Sâkas instrumenta montâþas darbi Domâ.

Sagadâs, ka vienai no aktîvâkajâm vâcu amatierbiedrîbâm Rigaer
Liedertafel 1883. gada rudenî aprit 50 gadi un tâ vçlas sarîkot jubilejas
koncertu Doma baznîcâ. Administrâcija dod atïauju, tomçr stingri nosaka,
ka jaunâs çrìeles pirms to iesvçtîðanas spçlçt nedrîkst. Acîmredzot jubi-
lâriem jâiztiek ar pavadîjumu, kuru çrìelnieks spçlç uz harmonija. Te nu
jârçíinâs ar Paula Valkera izvirzîtajiem noteikumiem. Arî 1883. gada
10. decembra sçdç ar viòa lîdzdalîbu tieði runâts par çrìeïu lietoðanas
noteikumiem lîdz jaunbûves pilnîgai pabeigðanai.

Tâ kâ Vecrîgas ielâs 80. gadu sâkumâ jau ir ierîkots gâzes apgais-
mojums, Valkeri nolemj gaisa piedziòai izmantot gâzes motoru ar turbînu.
1883. gada decembrî Doma tornî uzstâda gâzes motoru, ierîko pievadu,
uzbûvç îpaðu skursteni sadeguðo gâzes daïu izvadîðanai un íeras pie into-
nçðanas darbiem, bet janvâra sâkumâ nosprauþ nu jau galîgo çrìeïu nodo-
ðanas datumu un laiku. Nosaka, kuras personas bûtu jâaicina uz instru-
menta pieòemðanas ceremoniju. Nolemj, ka no firmas puses tas bûs Kârlis
Valkers. Sprieþ par pirmâ koncerta rîkoðanu un ielûdzamiem viesiem.

Nun danket alle Gott ...

Çrìeïu iesvçtîðana notiek 1884. gada 19. janvârî (pçc vecâ stila).
Sîkâki apraksti par tâs norisi gan nav saglabâjuðies, bet koris noteikti
piedalîjies, jo katram kordziedâtâjam par dalîbu çrìeïu iesvçtîðanas cere-
monijâ samaksâti 14 rubïi.

Vakarâ, pirmajâ koncertâ, spçlç Doma çrìelnieks Vilhelms Bergners,
Jelgavas çrìelnieks Rûdolfs Postelis (Postel, 1820–1899) un Pçterburgas
Konservatorijas çrìeïklases vadîtâjs Luijs Homiliuss (Homilius , 1845–
1908). Viòu ar Rîgu vieno îpaða saikne – Homiliusa çrìeïklasç spçles
prasmi apguvuði vai visi Pçterburgâ studçjuðie latvieði. Svçtku programmâ
iekïauts arî Ferenca Lista veltîjums Rîgai – korâïa fantâzija Nun danket
alle Gott (Lai Dievu visi teic) çrìelçm, vîru (vai jauktam) korim, divâm
trompetçm, trim tromboniem un timpâniem. Par ðo darbu, kas sacerçts
1883. gada maijâ, Lists 20. maija vçstulç Karolînai Vitgenðteinai raksta:
Ðoreiz man nav þçl, ka apsolîju sacerçt korâli “Nun danket alle Gott”,
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kas kalpos 120 000 marku vçrto milzu çrìeïu atklâðanai Rîgâ. Ðis mans
skaòdarbs ilgst desmit minûtes, bet prasîja man vairâk kâ nedçïu darba,
jo izmaiòu dçï nâcâs pârrakstît to divas reizes. Toties tagad man ðî kom-
pozîcija liekas gana izdevusies (Franz Liszt’s Briefe 1898: 380). Jaundarbs
izskan simboliski – ar pateicîbu Dievam, kurð sekmîgi ïâvis lielo darbu
pabeigt. Tas veidots lietpratîgi, jo Ferencs Lists, iepriekð noskaidrojis,
kâdas iespçjas piedâvâ Valkera jaunais opuss, savas kompozîcijas vidus-
daïâ tieði paredzçjis un notîs norâdîjis, kâdu reìistru izmantojums kurâ
posmâ vçlams. Un, protams, tas izskan diþeni un svinîgi – jo skaòdarba
noslçgumâ tutti  çrìelçm pievienojas ne vien kora un metâla pûðaminstru-
mentu, bet arî zvanu gaviles.

Taèu svçtki paiet âtri, un jau 1884. gada 24. janvârî draudzes padome
velk kopâ rçíinus: runâ par bûvdarbiem baznîcâ, kuru dçï novilcinâjusies
çrìeïu pabeigðana un pasûtîtâjiem raduðies finansiâli zaudçjumi. Sprieþ
par gala norçíiniem ar Valkera firmu, kam vçl jâsavâc nolîgtâ naudas
summa. Tiesa, lîdzekïi jau vâkti visus beidzamos gadus – Doma baznîcas
kases grâmatâs lîdzâs tâdiem kontiem kâ Remontdarbi, Algas, Apkure,
Îres maksas, Gâzes apgaismoðana, Apsildîðana, Nabadzîgo aprûpe, Doma
draudzes skola, Doma kora/svçtku mûzikas konts pastâv arî aile Çrìeïu
konts. Tajâ tiek iegrâmatoti gan ziedojumi, gan koncertienâkumi. Ir
vispârîgi dâvinâjumi, bet ir arî ziedojumi konkrçtiem mçríiem: piemçram,
kâds Rihards Pole (Pohle) ir ziedojis balkona aprîkojumam nepiecie-
ðamajiem èuguna balstiem. Te tiek atzîmçti arî ikdienas ienâkumi, pie-
mçram, no kâzâm un bçrçm, tostarp arî no bçru ratu izîrçðanas.

Detalizçti izkalkulçtas arî ar kâzu ceremoniju rîkoðanu saistîtâs sum-
mas. Te baznîcas ienâkumus veido gâzes apgaismojums – 10 rbï., lielâ
tepiía noklâðana – 3 rbï., çrìeïu spçle – 5 rbï. Pçc klientu vçlçðanâs var
pasûtît nevis pilnu, bet pusapgaismojumu, tas maksâ uz pusi lçtâk. Ja nu
kâzinieki pavisam knapinâs, tad ceremonijai var pasûtît nevis pilnu çrìeïu,
bet tikai çrìeïu pozitîva spçli. Tomçr arî ðajâ gadîjumâ kaut kas iekrît
Çrìeïu kontâ .

Lielâkâs cerîbas lîdzekïu ieguvei saistâs ar koncertienâkumiem, jo
koncertu ir daudz un jauno çrìeïu slava vilina gan spçlçtâjus, gan klausî-
tâjus. 19. gadsimta beigâs un 20. gadsimta sâkumâ Domâ notiek intensîva
koncertdzîve, turklât regulâri koncertcikli un muzikâli vakari te sâkuðies
tûlît pçc çrìeïu uzbûvçðanas. Sâkumâ koncerti notikuði pat vidçji divreiz
nedçïâ. 1884. gada janvâra koncertu ienâkumi (tîrâ peïòa) Çrìeïu kontâ
ienes prâvas summas – 1890,57 rbï. 1092,25, rbï., 160.00 rbï. Marta
koncerti jau mazâk – 74,28 rbï., 94,12 rbï., tad 74,40 un 60.00 rubïus.
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Maijâ katrs sarîkojums vidçji dod 40–50 rubïu peïòu. Zinâmu atspaidu
draudzei sniedz arî ieòçmumi no Rîgas-Dinaburgas dzelzceïa akcijâm –
ne velti viens no koncertiem (1886. gada 28. februârî) tiek sniegts I Dzelz-
ceïa grupas darbiniekiem.

Rûpes par karalisko audþubçrnu

Bet naudiòa ir vajadzîga, jo par karalisko audþubçrnu rîdziniekiem
nu vajag pienâcîgi rûpçties! Tâ piemçram, 1884. gada 22. februârî par
maðînistu gâzmotora apkalpoðanai tiek pieòemts darbâ kâds mehâniíis,
vârdâ Frîdrihs Augusts Ketners (Kettner). Savukârt Jozefam Mateckim
(Matetzky) par çrìeïu skaòoðanu no 1. janvâra lîdz 1. aprîlim izmaksâti
75 rbï., tikpat arî par nâkamajiem trim mçneðiem. Taèu 1884. gada
20. martâ inspektors ziòo, ka saòçmis no Valkera firmas vçstuli, kurâ
teikts, ka firma vçlçtos uzticçt jauno çrìeïu skaòoðanu savam darbiniekam,
kurð dzîvotu Rîgâ un par darbu saòemtu gada honorâru 300 rbï. apmçrâ.
Vçlçðanâs tiek akceptçta, un 18. maija sçdç inspektors prezentç ar Valkera
firmu noslçdzamo çrìeïu apkopes lîguma projektu. Lîgums bijis spçkâ
vairâkus gadus, jo vçl 1888. gadâ par çrìeïu skaòoðanu 75 rbï. ceturksnî
maksâti Hermanim Valkeram (1850–1926) – jaunâkajam no pieciem
brâïiem Valkeriem.

Padârgas, bet nepiecieðamas izmaksas saistîtas ar çrìeïu apdroðinâ-
ðanu pret ugunsgrçku. Pirmais ðâds lîgums slçgts 1888. gada 22. septembrî
uz gadu par 45 000 rbï, iemaksâjot 126,88 rbï. Vçlâkajos gados apdro-
ðinâjums noslîd uz 30 000 rbï., bet iemaksa uz 85,05 rbï.

Lîdzekïus prasa arî daþâdas sadzîviskas akcijas. Piemçram, 1895.
gada 5. augustâ dekoratoram un tapsçtâjam V. Jansonam samaksâti
10 rbï. par çrìeïu, kanceles un citu vçrtîgâko interjera priekðmetu apseg-
ðanu ar drçbes pârklâjiem, lai baznîcas remonta laikâ tos aizsargâtu no
putekïiem. Savukârt 1897. gada oktobrî 10 rbï. prasîjusi þurku izdzîðanas
akcija no çrìeïu apbûves un plçðu telpas.

Tomçr to visu atsver muzikâlais ieguvums – bieþi un regulâri tâ laika
lielâko vâcu avîþu Rigasche Stadtblätter, Rigaer Tageblatt un Zeitung
für Stadt und Land slejâs parâdâs sludinâjumi par koncertiem Domâ.
Visaktîvâk to spçlçðanâ un rîkoðanâ lîdzdarbojas pats Vilhelms Bergners.
Taèu it regulâri pie jaunajâm çrìelçm sçstas arî citi. Piemçram, 1884.
gada 29. septembrî notiek jau treðais çrìeïkoncerts ar franèu komponista
Aleksandra Gilmâna (Guilmant ) piedalîðanos (pirms tam jau izskançjuði
divi ðî ievçrojamâ atskaòotâjmâkslinieka koncerti Domâ), bet 1887. gada
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29. septembrî uzstâjas latvieðu çrìelnieks Rûdolfs Grîviòð (Griwing ). Bieþi
koncertu rîkotâji Domâ ir Rîgas Baha biedrîba. Un, kâ teikts dokumentos,
îres maksa ðâdiem sarîkojumiem (für die Oratorium ) ir 75 rbï. par çrìeïu
lietoðanu un 22 rbï. par apgaismoðanu.

Svarîgi atzîmçt, ka Valkera meistardarbs – Rîgas Doma çrìeles –
jau tolaik guva plaðu rezonansi Eiropas çrìeïspeciâlistu aprindâs, tâs tika
pieminçtas daudzâs çrìeïbûves grâmatâs. Karla Lohera grâmatâ par çrìeïu
reìistriem Erklärung der Orgelregister mit Vorschlägen zu wirksamen
Register-Mischungen Rîgas Doma instruments pieminçts 21 reizi (Locher
1887). Hugo Rîmaòa grâmatâ Katechismus der Orgel sniegta Doma
çrìeïu pilna dispozîcija un izvçrsts apraksts (Riemann 1888). Arî presç
sastopamas jûsmîgas atsauksmes – gan klausîtâju, gan çrìelnieku rakstîtas.

20. gadsimta sâkuma pârveides un jauninâjumi Rîgas Domâ

Rîgas Doms, tâpat kâ pati Rîga, nekad nav bijis lîdz galam uzcelts
un nemainîgs. Visu laiku tur ticis kaut kas uzlabots, remontçts, pârbûvçts.
Plaði izpçtes un rekonstrukcijas darbi Domâ notikuði 19. gadsimta beigâs
un 20. gadsimta sâkumâ arhitektu Karla Neiburgera (Neuburger), Vil-
helma Neimaòa (Neumann) un profesora Karla Mormaòa (Mohrmann)
vadîbâ. Mûsdienâs katram pazîstamais, skaistais jûgendstila vestibils ir
izveidots 1896.–1897. gadâ. Bet kâpnes, kas ved uz çrìeïu luktu, ir papla-
ðinâtas un izbûvçtas 1906.–1908. gadâ. Tad pat arî dokumentos pieminçta
mazâ balkona nojaukðana un Valkera bûvçto çrìeïu ceturtâ manuâïa
vçjlâþu un stabuïu pârcelðana uz lielo balkonu. Tâs vispirms novietotas
augðçjâs luktas ziemeïu arkâdç, bet vçlâk, kad vçjlâdes pârveidotas par
pneimatiskâs sistçmas vçjlâdçm un prospekts par pusotru metru pabîdîts
uz priekðu, ceturtâ manuâïa stabules pârvietotas çrìeïu paðâ augðçjâ stâvâ.
Ðajos pârbûves darbos galvenais meistars bijis Emîls Martins.

Bûtisks jaunums ir 1906. gadâ pilsçtas padomnieka K. Hartmaòa
(Hartmann) izteiktais priekðlikums: ugunsdroðîbas apsvçrumu dçï nomai-
nît gâzes motoru pret elektromotoru, kas tuvâkajos gados tiek izdarîts,
samaksâjot par to 300 rbï.

Ðîs pârbûves un pârveides piesaka moderna, tehniski jaunu sasnie-
gumu zîmogota laika sâkumu, bet reizç arî visai bûtiski maina Valkera
oriìinâlieceri. Tâ, protams, ir sakritîba, bet tieði ðajâ laikâ Vilhelms Berg-
ners, kurð bijis Doma çrìelnieks gandrîz 40 gadus (no 1867) un Valkera
jaunbûvei atdevis tik daudz savas sirdsdegsmes un enerìijas, sâk slimot.
1906. gada 16. septembrî Bergners lûdz administrâciju atbrîvot viòu no
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amata un pieðíirt pensiju. Bet pçc gada pensiju jau saòem çrìelnieka
atraitne Katrîna Bergnere...

Par Doma çrìelnieku pçc Bergnera nâves kïûst Haralds Kreicburgs
(Kreutzburg/Creutzburg, 1875–1948), kurð pçdçjos gados jau ne reizi
vien aizvietojis savârguðo Bergneru. Koncerti notiek, taèu arî paðam
Kreicburgam katru reizi jâraksta lûgums Doma administrâcijai ïaut sarîkot
mûzikas vakaru. Un nosacîjumi mainâs atkarîbâ no daþâdiem apstâkïiem:
visbieþâk to rîkoðanu atïauj, atlîdzîbai prasot vienu treðdaïu no koncert-
ienâkumiem vai vismaz 100 rbï. par telpu îri, apgaismojumu un pârçjiem
pakalpojumiem.

* * *

Nâkamie lielâkie çrìeïu remonta un restaurâcijas darbi Domâ noti-
kuði 20. gadsimta 50. un 60. gadu mijâ, pçc tam – 80. gadu sâkumâ.
Doma draudzes pçdçjais çrìelnieks no 1955. lîdz 1958. gadam bija Niko-
lajs Kaèalovs (1911–1996), Latvijas Konservatorijas absolvents, Jâzepa
Vîtola skolnieks. Tad dievnamu pâròçma valsts un tajâ tika ierîkota kon-
certzâle. Çrìeïu remontu un atjaunoðanu tobrîd veica vâcu firma Hermann
Eule. Savukârt 80. gados, Valkera çrìeïu simtgadi sagaidot, instrumenta
restaurâciju veica holandieðu firma Flentrop Orgelbow B.V.-Zaandam,
piedaloties Latvijas çrìeïmeistariem Gunâra Dâlmaòa vadîbâ. Pçc ðîs
restaurâcijas pastâvîgajiem çrìeïmûzikas apmeklçtâjiem nâcâs pierast pie
instrumenta cita ârçjâ veidola: no jauna atkal tika uzbûvçts mazais balkons
un uz tâ novietotas IV manuâïa vçjlâdes, stabules un mazais spçles galds.
Tâ, kâ tas bija Valkera bûves pirmveidâ.

Nu jau atkal pagâjuði trîsdesmit gadi. Un speciâlisti, tostarp çrìeïu
vçsturnieks un restaurators Mikus Dzenîtis, sprieþ, ka atkal jâdomâ par
nâkotnç veicamiem darbiem. Par pamatîgu tîrîðanu, jo pilsçtâs, kur pu-
tekïu cirkulâcija ir daudz lielâka, instrumenti âtrâk piesâròojas. Viòð arî
uzskata, ka agrâk vai vçlâk vajadzçtu tâs stabules, kas paðlaik neatbilst
Valkera oriìinâlmenzûrâm, nomainît ar tâm atbilstoðâm. Ðtutgartç ir
“Walcker” arhîvs, kurâ varçtu meklçt oriìinâlos izmçrus. Vai arî par
paraugu òemt kâda cita Walcker instrumenta stabules no tâ laika perioda,
sprieþ Mikus Dzenîtis (2011: 25).

Viòð ðobrîd ir viens no rosîgâkajiem un zinoðâkajiem çrìeïlietu spe-
ciâlistiem Latvijâ un tam apliecinâjumi nav tâlu jâmeklç. Vien jâatver
tîmekïa vietne www.music.lv/lek, kur atrodams Latvijas çrìeïu katalogs,
kuru Dzenîtis veido kopâ ar çrìeïmeistaru Alvi Melbârdi un datorgrafiíi



130

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – IV

Kasparu Putriòu. Savukârt par Rîgas Doma çrìelçm tuvâka informâcija,
kâ arî tuvplâna vizuâls priekðstats ir iegûstams, ieskatoties Doma baznîcas
mâjas lapâ, kurai informâciju sagatavojis çrìeïmeistars Viesturs Ilsums
un Mikus Dzenîtis. Bet par ðî mûsu unikâlâ vçlînâ romantisma laika
çrìeïbûves pieminekïa skançjumu varam pârliecinâties Domâ regulâri
notiekoðajos koncertos.

Doma baznîcas mâjas lapâ lasâm: Rîgas Doma un Vînes Votîva
baznîcas çrìeles [uz pusi mazâks instruments par mûsçjâm – I. G. ] ir
vienîgie no 19. gs. Valkera lielajiem instrumentiem, kas saglabâjuðies
nepârbûvçti (Rîgas Doma çrìeles). Tâ ir daïa no Latvijas kultûrvçstures
mantojuma, par kuru esam atbildîgi arî nâkamo paaudþu priekðâ.

New Facts about Walcker Organ in Riga Cathedral

Ilma Grauzdiòa

Summary

A quarter of a century has passed since a monograph dedicated to
Latvian organ culture Tûkstoð mçlçm çrìeles spçlç (Organ Plays with a
Thousand Tongues; Rîga: Liesma, 1987) written by the author of this
article was issued. Significant changes have touched the life of organs of
Latvian churches. New facts are gathered considering the history of both
Latvian organ culture in general and our pride – the organ of Riga
Cathedral (Rîgas Doms). In a scattered fragmentary way they are kept
in materials of Latvian State Archives (Latvijas Valsts arhîvs) – documents
of administration of Riga Cathedral, accountants’ books, minutes of board
meetings. Serious research of these documents is being carried out, with
participation of organ masters Viesturs Ilsums, Mikus Dzenîtis, Alvis
Melbârdis et al.

The aim of this article is to share the acquired information with the
reader, add new details to the facts drawn in the monograph, which lets
to illuminate the time when Walker organ was built and the first decades
of the instrument’s life in Riga Cathedral.

The first bigger organ was built in Riga Cathedral at the turn of 16th

and 17th centuries. In 1601 a new instrument with 3 manuals and 42
registers started to sound there. The prospect of that instrument at the
moment fills the middle part of the prospect of the organ of Riga Ca-
thedral. In the following centuries the organ was rebuilt and enlarged
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several times. In the documents of Cathedral administration, entries about
contracts with organ caretakers and sums of money paid to them occur
regularly. Along with foreign masters also the contribution of Riga organ
builder August Martin (1808–1891) is considerable in the history of the
Cathedral instrument.

The starting point for the new organ built by E. F. Walcker & Cie.
is September 4, 1881, when the inspector of Cathedral administration
informs Riga town councillors that the organ built in 1601 has fallen
into disuse. A decision is taken to build a new organ and in fullfilment of
it an active part is taken by Riga Cathedral organist of the time Wilhelm
Bergner (1837–1907). Due to his direct participation during the period
from autumn 1881 till autumn 1882 the number of planned registers
grows from 90 to 124. At the opening – January 19, 1884 – this is the
largest organ in the world.

The article discloses different events which took place in Walker
workshop in Ludwigsburg and Riga: it reads about five Walker brothers
who worked in the company during the period when Riga organ was
built, about how Riga townsmen themselves had to make the cathedral
ready, how the succession of works was planned (because all work creating
dust had to be done before the instrument was installed), about the
decision to use gas motor with turbine for air feeder (as there was gas
light in Old Riga in early 80-ies of the 19th century!), about Franz Liszt’s
choral fantasy Nun danket alle Gott , which was specially composed for
the consecration ceremony of the organ. Eloquent facts are kept in
Cathedral accountants’ books. Different expenses connected with the
organ are recorded there. For example, ensurance against fire, hiring of
permanent caretaker, payment of different repairs, even getting rid of
rats in the swell-box of the organ. Also income is recorded: from wedding
and funeral ceremony customers, from donations and contributions. But
most of all – from concerts which in the first years of existance of Walker
organ were very many and moreover – they were well-attended.

Briefly marking a few facts from later periods of the instrument’s
life (reconstruction at the beginning of the 20th century, repairs in late
50-ties, restoration in the original variant in early 80-ties) the conclusion
is emphasized that the organ of Riga Cathedral is a unique instrument.
At the moment it is one of the most expressive and stylistically pure
monuments of romantic organ building in the world.
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Jâzepa Vîtola ienâkðana latvieðu sabiedrîbâ:
raksti latvieðu periodikâ lîdz 1918. gadam

Mag. art. Zane Prçdele
Jâzepa Vîtola Latvijas Mûzikas akadçmijas doktorante

Jâzepa Vîtola (1863–1948) Pçterburgas dzîves periods tâ îsti iesâkas
1886. gadâ, kad viòð ar mazo zelta medaïu absolvç Pçterburgas konser-
vatoriju un uzreiz tiek uzaicinâts par tâs pedagogu; ðâdu godu jaunais
latvieðu mûziíis konservatorijas nekrievu absolventu vidû izpelnîjies pir-
mais. Vecumdienâs Vîtols raksta savâ autobiogrâfijâ: Tie bija divi: Rim-
skis-Korsakovs un Davidovs, kas ar vienu vârdu man atvçra darba un
goda pilnas nâkotnes vârtus, man – latvietim! (citçts pçc: Vîtols 1988:83)

Savukârt Jâzepa Vîtola iekïauðanâs latvieðu sabiedrîbâ ir sareþìîts
process, jo bçrnîba aizvadîta Jelgavas vâcu kultûrvidç un studijas nori-
tçjuðas jaunkrievu skolas ietekmes sfçrâ Pçterburgas konservatorijâ.
Raksta gaitâ ieskicçti komponista izraudzîtie tuvinâðanâs ceïi latvieðiem.
Aplûkota arî viòa tautisko ideju dinamika preses avotu liecîbâs lîdz brîdim,
kad 1918. gadâ Vîtols apmetas Rîgâ uz pastâvîgu dzîvi.

Atgriezîsimies 19. gadsimta 80. un 90. gadu mijâ. Ðajâ laikâ Vîtols
kopâ ar Andreju Jurjânu Rîgas Latvieðu biedrîbas Mûzikas komisijas
uzdevumâ piedalâs folkloras vâkðanas un seno instrumentu iepazîðanas
ekspedîcijâs. Kopð 1888. gada viòð iesaistâs Vispârçjo latvieðu dziesmu
svçtku kustîbâ – vispirms kâ komponists, vçlâk arî kâ virsdiriìents un
svçtku Rîcîbas komitejas loceklis. Kopð 1891. gada augusta nâkamais
Latvijas Konservatorijas rektors regulâri piedalâs Mûzikas komisijas
organizçtajos Rudens koncertos kâ atskaòotâjmâkslinieks.

Latvieðu sabiedrîbas apziòâ Vîtols ienâk caur ïoti daþâdiem periodi-
kas avotiem, jo skar plaðu sabiedriski aktuâlu tçmu loku. Jau 1892. gadâ
komponists þurnâlâ Austrums1 regulâri publicç savas profesionâli vçrîgâs
recenzijas par tobrîd aktuâliem noðu izdevumiem. Otrs Vîtola iecienîts
medijs, kurâ viòð 1895. gadâ detalizçti un arî kopumâ slavç Jelgavas
Dziesmu svçtku (1895) kvalitâti, ir Rîgâ izdotais Baltijas Vçstnesis – poli-

1 Maskavas latvieðu dibinâts þurnâls, kas tapis ar mçríi veicinât literatûras,
valodas un sabiedriskâs dzîves attîstîbu Latvijâ; tâ izdevçjs un redaktors bija jaun-
latvieðu ideju pârmantotâjs Jçkabs Velme (1855–1928) (Grigulis, Treijs 1992:82).
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tisks, sabiedrisks un literârs laikraksts2. Treðais preses izdevums, kurâ
komponists kopð 1908. gada regulâri publicçjas, ir Latvieðu konstituci-
onâlâs demokrâtiskâs partijas laikraksts Latvija  – turîgâs pilsonîbas ide-
oloìijas veidotâjs un vadîtâjs (Grigulis, Treijs 1992: 249). Tajâ Vîtols
nav vairîjies atklâti runât par mûzikas mâkslas angaþçtîbu politiskiem
mçríiem un savu iecerçto apolitisko nostâju.

Zîmîgi, ka bieþi vien publicçtajos rakstos, vçstulçs un skaòdarbu
manuskriptos Vîtols norâda daþâdas savas tâbrîþa atraðanâs vietas – Pçter-
pili, Zareèji, Krimas kûrortu Sakos un Koreizâ, Lisièansku, Arhangeïsku
u. c. Tomçr komponista biogrâfijas izpçte liecina: fiziska atraðanâs ârpus
dzimtenes periodâ lîdz 1918. gadam viòam netraucç bûtiski veicinât naci-
onâlo elementu attîstîbu latvieðu mûzikas kultûrâ; galvenâ loma te ir Vî-
tola daiïrades estçtikai un uzsaukumiem presç. Interesanti, ka 1911. gada
5. novembrî, Pçterburgas konservatorijas Lielajâ zâlç atzîmçjot skaòraþa
25 gadu darba jubileju, svçtki vainagojas ar ziedojumu vâkðanu; ðo ieceri
latvieðu sabiedrîbas pârstâvji îsteno, lai iegâdâtos zemes îpaðumu Latvijâ
un dâvâtu to komponistam viòa atpûtas brîþiem brîvlaikos un vecum-
dienâs (Tâlivalds 1911). Vîtols ir latvieðu inteliìences sabiedrîbas zenîtâ
jau 1911. gadâ, un ðis augstsirdîgais þests no tautieðu puses norâda uz
viòam adresçtu aicinâjumu bût Latvijâ starp savçjiem. Acîmredzot cçlâ
ideja nevar vçl realizçties, un uz Vîtola lauku mâjâm krietni jâgaida, jo
Latvijas valdîbas pieðíirtajâs Gaujienas Anniòâs Vîtoli pavadîja vasaras
un svçtku brîvdienas no 1922. lîdz 1944. gadam.

Turpinâjumâ plaðâk pakavçsimies pie atseviðíiem Jâzepa Vîtola
rakstiem latvieðu periodikâ. Ðajâ laikposmâ to kopskaits nedaudz pâr-
sniedz trîsdesmit, un þanru loks ietver polemikas, problçmrakstus, recen-
zijas, rakstus par mûzikas darbiniekiem un Vîtola pateicîbas.

Polemikas þanru autors nav seviðíi iecienîjis, tomçr daþkârt 19. un
20. gadsimta mijâ viòð tam pievçrsies. Iesâkums meklçjams 1895. gada
vasarâ laikrakstâ Baltijas Vçstnesis. Vîtols reaìç uz Nikolaja Alunâna
nepatiku par viòam adresçto, lai gan visai saudzîgi pausto kritiku; tâs

2 Viens no nozîmîgâkajiem latvieðu pilsoniskajiem izdevumiem; tâ izveidotâjs
un pirmais redaktors bija jaunlatvieðu kustîbas dalîbnieks Bernhards Dîriíis
(1831–1892). Baltijas Vçstnesis dibinâts 1868. gadâ. Ðis laikraksts, lîdzîgi kâ
pirmâ latvieðu dienas avîze Rîgas Lapa (sâka iznâkt 1877 Dîriía izdevumâ un
redakcijâ, 1880. gada 1. jûlijâ redakciju pâròçma Baltijas Vçstnesis), par galveno
uzdevumu izvirzîja tautisko centienu aizstâvîbu (Konversâcijas vârdnîca 1911:
3426–3427).
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objekts ir Alunâna tobrîd vien divâs burtnîcâs izdotais mâcîbu lîdzeklis
Kora dziedâðana. Pamâcîba kâ kora dziedâtâji izglîtojami (1. burtnîca
1894, 2. burtnîca 1895). Vîtols savas teorçtiía piezîmes atïâvies, apzi-
noties, ka piecu gadu gaitâ jau pats uzkrâjis pietiekamu pieredzi koru
vadîðanâ. Ðî polemika, iespçjams, kïûst arî par pirmo diskusiju solfedþo
pedagoìijas jomâ latvieðu kora kultûrâ. Alunâns visai kategoriski aicina
Vîtolu daþas no publicçtajâm piezîmçm atsaukt (Alunâns 1895). Savukârt
Vîtola atbilde iezîmç mazliet plaðâku problçmas kontekstu:

Pateicoties ðâdam prasîjumam, esmu piespiests atkâpties no lîdz ðim
ieturçta principa, nekad atklâtâ debatç jeb polemikâ neielaisties jebkâdu
presç manai personai izsacîtu pârmetumu dçï. Tamdçï arî Alunâna kgs
mani atvainos, ja ðoreiz visus principus un pedagoìiskus jautâjumus
atstâju neievçrotus [..]. Ka ðinî mums visiem dârgajâ darbu laukâ ego-
ismam vai citâdâm personîgâm interesçm vietas nedrîkst bût, no tam,
domâju, esam visi pârliecinâti arî bez drukâtiem vârdiem (Vîtols 1895).

Cita polemika risinâjusies pçc septiòiem gadiem – tâ aizsâkusies 1902.
gada 18. decembrî. Kreisâ laikraksta Dienas Lapas redakcijai Vîtols
adresçjis piezîmi par kâdas çrìelnieces Tijas Tîpaines jaunkundzes kon-
certa afiðâs piesavinâto titulu Pçterburgas konservatoriste. Autors infor-
mç, ka jau kopð 1898. gada februâra Tîpaine ir atskaitîta no konservato-
rijas studentu rindâm nepietiekama talanta dçï, un paskaidro, ka tâdçjâdi
viòð aizstâv Pçterburgas konservatorijas mâkslas godu (Vîtols 1902a).
Uz ðo rakstu 20. decembrî reaìç çrìelnieks un komponists Oskars Ðepskis,
kurð Vîtolam aizrâda: pçdçjos astoòos gados Rîgâ bijuðas trîs brîvas
çrìelnieku vietas, taèu neviens Pçterburgas konservatorists tâs nav ieguvis,
jo visi zaudçjuði sacensîbu cîòâ ar Irlavas seminâristiem. Oskara Ðepska
atbilde ðíietami apliecina brîvmâkslinieku – Pçterburgas konservatorijas
absolventu – apðaubâmo konkurçtspçju mûzikas dzîvç, ar ko saskârâs
latvieðu sabiedrîba (Ðepskis 1902). Drîz Vîtols adresç atklâtu vçstuli
notikumâ iejauktajai çrìelniecei Tîpainei (Vîtols 1902b) un spoþi argu-
mentçti atbild Ðepskim, atklâjot iemeslus, kâpçc Pçterburgas konserva-
toristi netiek pieòemti çrìelnieku amatos Sv. Jçzus baznîcâ Rîgâ un
Sv.Annas baznîcâ Liepâjâ: piemçram, kandidâts Pauls Jozuus pat nav
ticis ielûgts uz ðâdu noklausîðanos un jaunie konservatoristi nemaz
negribot strâdât Liepâjâ par zemu samaksu. Pieminot nevçlçðanos ðo
polemiku turpinât, Vîtols ironiski secina:

Jûs tikai gribçjât izteikt savas domas par konservatorijâm, konser-
vatoristiem un varbût arî konservatorijas profesoriem. Es varçtu Jums
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atbildçt, izstâstîdams, ko domâju par mûzikas skolâm, kritiíiem un liet-
pratçjiem provincç. Lai nu ðoreiz paliek (Vîtols 1902c).

Oskara Ðepska atbilde mazliet kavçjas Jaungada brîvdienu dçï, taèu
1903. gada 3. janvârî viòð Vîtolam adresç tikpat mçrítiecîgi vçrstas iebil-
des iepriekð skartajos jautâjumos. Ðeit Vîtols publiski saòem arî vienu no
personiskâkajiem aizrâdîjumiem:

Jûs, profesor, nosodiet Tîpaines jkdzi, kad viòa latv. laikrakstos
saukta par “konservatoriste” un ne “bijusî konservatoriste”. Kâdçï Jûs,
profesora kgs, pie sevim lietojat citâdu mçru kâ pie cita cilvçka? Priekð
Jums un Sv. Pçterburgas konservatorijas Tîpaines jkdze sagrçkojusies,
kad viòa sev titulu devuse, kuru viòai nest vairs nepienâcâs. Bet kad Jûs
latvieðu laikraksti jau daudz gadus par “profesoru” dçvçja, kamçr Jûs ðo
tituli tikai beidzamos gados dabûjât, kâpçc tad Jûs cietât gluþi klusu?
(Ðepskis 1903)

Uz ðo piezîmi Vîtols publisku atbildi nesniedz. No savas puses tomçr
gribçtu piebilst: profesora grâds Vîtolam pieðíirts 1901. gadâ un, pçtot
viòa rakstus latvieðu presç lîdz 1902. gadam, nav nâcies ievçrot, ka autors
parakstâ izmantotu profesora nosaukuma pagodinâjumu vai kâds cits
presç to pârsteidzîgi lietotu.

Treðâ zîmîgâ polemika Vîtolam izvçrðas ar Emili Melngaili par dziesmu
svçtku programmas izvçli un svçtku komitejas ekspertu darbu 1904. gadâ.
Uzskatu sadursmes veidojas sakarâ ar Melngaiïa pârspriedumu Piekto
dziedâðanas svçtku dziesmas, kas publicçts mçneðraksta Austrums 7. burt-
nîcâ, ilgajâ diskusiju starpposmâ starp IV un V Vispârçjiem latvieðu dzies-
mu svçtkiem (Melngailis 1904a). Vîtols lîdzâs daudzâm citâm piezîmçm
laikrakstâ Rîgas Avîze 1904. gadâ raksta: [..] koris labi dzied, ko viòð
l a b p r â t dzied; esmu pârliecinâts, ka no M. kga nopaïâtâs dziesmas,
Èaikovska “Leìenda”, Baha “Ak galva asiòaina”, Cimzes “Maza biju”
paudîs mûsu dziedâtâju tautiòas slavu, cildinâs izpildîtâjus un klausîtâjus
vairâk nekâ diez’ kâda patentçta, bet mûsu spçkiem nepiemçrota mûzika
(Vîtols 1904a).

Melngailis atbildç kritizç Vîtola, viòa vârdiem, tçviðíi joviolo  rakstî-
bas stilu un pauþ savu rûpîgi sagatavoto pozîcijas aizstâvîbu desmit apakð-
punktos. Vienâ no punktiem viòð bilst: [..] prof. Vîtola kungs lieto vecveco
frâzu: “dziedâtâju tautiòa”. Nu, es nezinu, kas Latvieðiem par seviðíu
monopolu uz dziedâðanu un mûziku? Ðitai paðlielîbai – “Latvju tauta
dziedâtâja” – u. t. j. pr. – mûsu tagadçjâ laikâ nav taèu vairs vietas.
Romantiskâ laikmetâ teikts daudz jauku un tukðu vârdu, kuri tagad vairs
neskan (Melngailis 1904b).
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Melngaiïa aizrâdîjumus Vîtols lietiðíi turpina atspçkot un pieklâjîgi
pieòem pat kritiía aizrâdîjumus par savâm godalgotajâm kompozîcijâm
iepriekðçjos dziesmu svçtkos – dziesmai Karaïmeita Melngailis pârmetis
grûti uztveramu tekstu, Krîvu krîvam vienmuïîbu un simfoniskajam
opusam Lîgo svçtki neveiklu formu  (Melngailis 1904a: 551). Atbildi uz
jautâjumu, vai apzîmçjums dziedâtâju tautiòa uz latvieðiem vçl attiecas,
Vîtols atstâj katra paða ziòâ – lai domâ, kâ grib. Tomçr viòð aizskarts
atzîstas: [..] es labprât sev uzglabâju mazu daïiòu, lai arî varbût diezgan
maz pamatota, romantisma (Vîtols 1904b).

Un patiesi: jau aizejoðajâ tautiskâs atmodas laikmetâ Vîtols atrod
visai daudzpusîgas iespçjas darboties latvieðu kultûras interesçs. Argu-
mentçjot ðo tçzi, vispirms maza atkâpe.

19. gadsimta nogalç latvieðu valodâ parâdâs pirmâs enciklopçdijas,
kuru nosaukumos dominç apzîmçjums Konversâcijas vârdnîca, un tâs
pakâpeniski tiek izdotas burtnîcâs, broðûrâs, krâjumos vai sçjumos. Jau
ðajos mazajos izdevumos iekïauti nâcijas raksturojumam veltîti ðíirkïi –
piemçram, latvju tauta vai latvieði, Rîgas Latvieðu Biedrîba u. tml.  (Kon-
versâcijas vârdnîca 1908: 2191–2304; 1911: 2305–2353, 3427–3452).
Savukârt Rîgâ Anða Gulbja apgâdâ no 1927. lîdz 1940. gadam izdota
Latvieðu konversâcijas vârdnîca; lai arî neizstrâdâta lîdz galam, tâ ar
savu 21 sçjumu tomçr uzlûkojama kâ tolaik nopietnâkais akadçmisko
spçku radîtais izziòas literatûras avots. Galvenais redaktors ir profesors
Arveds Ðvâbe (1888–1959), un zinâms, ka redaktoru un lîdzstrâdnieku
rindâs bijis Latvijas Konservatorijas rektors profesors Jâzeps Vîtols, kurð
piedalîjies ar mûziku saistîto ðíirkïu tapðanâ. Zîmîgi, ka mûzikas ðíirkïu
sagataves viòam bija jâiesniedz arî jau divdesmit gadus iepriekð – Rîgas
Latvieðu biedrîbas Zinîbu komisijas gatavotajam èetrsçjumu izdevumam
Konversâcijas vârdnîca (1906–1921). To apliecina fragmenti no divâm
vçstulçm Andrejam Jurjânam.

Pirmâ vçstule:
[Pçterburgâ 1907. gada 30. aprîlî]

Un man viens lûgums: konversâcijas vârdnîca paìçr rakstu par
“kokli”, instrumentu, kuru Tu gan labi pazîsti – seviðíi no vçsturiskâs
puses, bet es nemaz. Esi tik labs, saraksti vajadzîgo un nosûti taisni
vârdnîcas redakcijai.

Un otrâ vçstule:
[Pçterburgâ 1907. gada 29. oktobrî]

Man jâraksta konversâcijas vârdnîcâ par latvieðu mûzikas vçsturi,
vispârîgi par latvieðu mûziku. Ïoti maz par ðo priekðmetu zinâdams,
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baidos uzrakstît nederîgu bleíi; nâc talkâ! Vismazâk aizrâdîdams uz to,
kas jâievçro, runâjot par mûzikas attîstîbu pie mums (vçstules citçtas
pçc: Zâlîtis 1928: 178–180).

Jâzepa Vîtola bibliogrâfijas sastâdîtâjs Kârlis Egle atzîmç, ka nav
iespçjams norâdît, kâdus rakstus sacerçjis Vîtols, jo Konversâcijas vârdnîcâ
par mûziku rakstîjis arî Andrejs Jurjâns, bet 1921. gadâ – Ernests Brusu-
bârda (Komponists Jâzeps Vîtols 1963: 75). Tomçr ðîs Pçterburgas vçstules
liecina, ka 1907. gadâ Vîtols ir uzticçjis konkrçtu ðíirkïu rakstîðanas
pienâkumus par sevi erudîtâkam kolçìim. Uzmanîbas vçrta ir arî profesora
nevairîðanâs lûgt padomu, spçja sadarboties ar daþâdu sfçru pârstâvjiem,
pçtot latvieðu mûzikas attîstîbas tendences.

Pçc pieciem gadiem, 1912. gadâ, Vîtols jau patstâvîgi sagatavo pâr-
skatu par latvieðu mûzikas stâvokli, kas nolasîts Rîgas Latvieðu biedrîbas
Zinîbu komisijas vasaras sapulces laikâ; tâ notikusi 1912. gada 19. un
20. jûnijâ, un to apmeklçjuðas 300 lîdz 400 personas (R. L. B. Zinîbas
Komisijas vasaras sapulces 1912). Pilnîbâ referâts publicçts vçlâk, Rîgas
Latvieðu biedrîbas Derîgu grâmatu nodaïas izdotajâ daiïrakstniecîbas,
zinîbas un mâkslas mçneðrakstâ Druva  (Vîtols 1912). Ðis literâri sabied-
riskais izdevums galvenokârt adresçts sabiedrîbas labçjam spârnam.
Tomçr Jâzepa Vîtola analîtiskais raksts Pârskats par tagadnes latvieðu
mûzikas literatûru nav ziòojums ðauri politiskâm aprindâm. Runa ir par
vçsturiski izðíiroðo cîòu starp konservatîvistiem un progresistiem mûzikâ
jaunâ gadsimta sâkumâ, un ðî laikmeta vçsmas jût arî Vîtols.

Kâ vadmotîvu savam referâtam autors izvçlas retorisko jautâjumu–
kur acumirklî esam? Formas mçs lietojums jau apliecina viòa dziïo emo-
cionâlo piederîbu latvieðu sabiedrîbai. Pârskata ievadâ Jâzeps Vîtols
raksta:

Arî pie mums, mûsu darbinieku skaitam pieaugot, raduðies daþu
ticîbu apustuïi un viòu draudzes; bet ne viscaur uz tiem paðiem pamatiem
kâ citâ pasaulç. Seviðíi nelaiíis Dârziòð stâvçja savos rakstos “tautiskajam
mçrauklim” kûmâs; un patlaban tas tiek rûpîgi piemçrots pie mûsu kom-
ponistu darbiem – lai gan pagaidâm ar diezgan neskaidriem panâkumiem.
Gan izdibinâjuði, ka Vîtols – siltumnîcas stâds no sveðâm zemçm Latvijâ
pârstâdîts3; bet ja Zâlîts ceï Kalniòa tautiskumu Jurjânam pâri, tad tas
atkal Melngailim nepatîk, kurð no savas puses atzîst tikai no tâ paða

3 Ðî teikuma daïa raksta pârpublicçjumâ Vijas Muðkes sastâdîtajâ krâjumâ
Jâzeps Vîtols. Raksti (1964: 169) ir izòemta.
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Zâlîða viòam, Melngailim, dziedâto slavu u.t. pr. [..] Vai mûsu Glukisti
un Pièînisti drusku nepârsteidzas? Kur acumirklî esam? (Vîtols 1912: 839)

Savâ referâtâ Vîtols skaidri iezîmç latvieðu mûzikas eksistencei nepie-
cieðamos þanrus – paðu komponçtu operu un simfonijas. Autors atzîst to
par paradoksu, tomçr katras tautas muzikâlâs nozîmes lîmeni nosaka
tâs pârstâvju radîtâs partitûras (Vîtols 1912: 839). Piesaucot zviedru un
norvçìu mûzikas panâkumus, Vîtols secina, ka latvieðiem vçl ïoti maz ir
plaðâk ievçrojamas instrumentâlliteratûras. Viòð raksta: [..] gandrîz viss
mûsu lepnums – kori a cap[p]ella, dziesmas, kuras mums paðu mâjâs
ienes lçtus laurus (Vîtols 1912: 839–840).

Ðî raksta kontekstâ svarîgi atzîmçt vçl divus aspektus. Pirmkârt, Vîtols
inventarizç un kritiski aplûko mazâk nozîmîgu skaòraþu, piemçram, Jûlija
Sproìa, Kârïa Zigmunda devumu, faktiski atsijâjot to pavisam. Otrkârt,
viòð kritiski izvçrtç arî Emîla Dârziòa, Emiïa Melngaiïa, Jâòa Zâlîða,
Harija Ores, Andreja Jurjâna, Pâvula Jurjâna un Alfrçda Kalniòa kom-
pozîcijas. Vîtols pauþ uzskatu, ka 20. gadsimta sâkumâ no latvieðu kom-
ponistiem visvairâk progresçjis Alfrçds Kalniòð, un autors saskata dum-
pinieciskus un spçcîgus jaunos skaòraþus Jâòa Zâlîða un Harija Ores
personâs (Vîtols 1912).

Sanktpçterburgas periodâ tapuðo problçmrakstu sçriju Vîtols noslçdz
1916. gada rudenî, politiskajâ dienas avîzç Baltija publicçjot argumentçtas
pârdomas par latvieðu lielkoncertiem un paredzamo Maskavas latvieðu
mûzikas vakaru. Netâlu no Pçterburgas esoðajâ Sestroreckas pilsçtâ vasarâ
diriìenta Vîtola vadîbâ notikuðais latvieðu simfoniskais koncerts naci-
onâlajâ un arî krievu presç bija izsaucis galçji pretçjus viedokïus. Savâ
rakstâ, atspoguïojot sabiedrîbas atðíirîgâs nostâjas, Vîtols turpina paust
uzskatu, ka latvieðiem joprojâm nav mâkslas resursu veselas virknes sim-
fonisko koncertu rîkoðanai, viòiem vajadzîgs oríestris un augsti pro-
fesionâli kapelmeistari (diriìenti), kas ârzemju koncertzâlçs spçlçtu
nacionâlo mûziku, kâ to dara, piemçram, somu diriìenti. Kâ îpaðu prob-
lçmu raksta autors iezîmç latvieðu instrumentâlistu trûkumu; gaidâmajâ
Maskavas koncertâ viòð grib redzçt tikai latvieðu mâksliniekus – solistus
(Vîtols 1916a), kas tâbrîþa apstâkïos praktiski nozîmç pazîstamâkos vo-
kâlistus.

1916. gada 20. novembrî laikrakstâ Dzimtenes Vçstnesis ievietota
Jâzepa Vîtola atsauksme par 12. novembrî Maskavâ notikuðo mûzikas
vakaru. Savu kopumâ pozitîvo vçrtçjumu autors papildina ar secinâju-
miem:
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Maskavas koncertam trejâda nozîme. Tas stiprinâja mûsu paðapziòu,
mûs modinâja uz jaunu, rosîgu darbîbu; tas lauza mûsu mâkslai durvis
uz ârieni, atvçra tai jaunus redzes aplokus; tas gatavoja mûsu mâkslai
jaunus tirgus, lai arî varbût vçl ne tuvâkâ nâkotnç. Un ðie trîs mçríi
mums vienmçr jâpatur cieði acîs.

Pçterpilî J. Vîtols (1916b)

* * *

Jâzepa Vîtola skats uz latvieðu tautu un tâs kultûras attîstîbu nav
raksturojams ðauri lokâli. Jau pirms Latvijas valsts dibinâðanas viòa rûpes
par latvieðu mûzikas kultûru izpauþas tieksmç celt tâs profesionalitâti un
prestiþu citu nâciju kultûrvidç – gan Rietumu, gan Austrumu virzienâ
lûkojoties. Vîtola pieaugoðo nacionâlo patosu apliecina raksts jau minçtajâ
Pçterburgas politiskajâ avîzç Baltija  1916. gada 30. oktobrî. Publikâcija
noslçdzas ar vecajâ drukâ izceltiem vârdiem: J o  –  k a t r a  t a u t a  i r
s a v a s  m â k s l a s ,  s a v u  m â k s l i n i e k u  v ç r t a! (Vîtols 1916a)

Ðâda uzskata pauðana laikâ, kad latvieðu tauta vçl nav ar paðnoteik-
ðanâs tiesîbâm savâ valstî, stimulçja kultûras darbinieku un mâkslinieku
vienoðanos kopîgâ kustîbâ, vienas nâcijas apziòu arî akadçmiskâs mûzikas
jomâ. Kâdam akadçmiskâs vides pârstâvim ðâda preses rupora loma
latvieðu mûzikas problçmu diagnostikai, nacionâlo ideju aizstâvîbai bija
jâuzòemas, un Jâzeps Vîtols laikâ lîdz 1918. gadam bija viena no ðajâ
ziòâ visietekmîgâkajâm personîbâm.

Jâzeps Vîtols Entry in Latvian Society:
Publications in Latvian Periodicals till 1918

Zane Prçdele

Summary

The paper focuses on Jâzeps Vîtols activity during his life period in
Saint Petersburg, when he came from German cultural and social environ-
ment in Jelgava and from the young Russian school’s zone of influence
to Russian capital. There the young composer was able gradually to start
research for his nationalism (Latvian character in music). Already in Saint
Petersburg his contacts with Latvian musicians were close. The paper
looks closely at his participation in Song Festivals and his collaboration
with Music Comm íttee of Riga Latvian Society. The paper distincts Vîtols’
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collaboration with Andrejs Jurjâns collecting folk songs and writing the
academic articles for Konversâcijas vârdnîca (Latvian Encyclopedia). Till
1918 Jâzeps Vîtols wrote not so often in Latvian periodicals (from 1897
till 1914 he worked as music reviewer for the daily paper St.Peterburger
Zeitung), but he didn’t hide his opinion about Latvian culture tendencies
at all, he wrote his articles for growing Latvian cultural public. His articles
about Song Festivals, about education and music aesthetics were published
in Latvian periodicals of his time. The paper researches the personality
of Jâzeps Vîtols as being an objective expert in the view of Latvian society,
although he lived far away for a long time. The paper shows his contr-
oversy and polemics with Riga St. Gertrude Church organist Oskars
Ðepskis and composer, conductor and folklore collector Emilis Melngailis
in the beginning of the 20th century.

The second part of the paper discusses publications on Jâzeps Vîtols
by Latvian professional musicians, where they do not tell about and
describe the daily concert life with his participation till 1918, but create
intentional view and estimation of Jâzeps Vîtols as composer and music
critic in Latvian society. Among the first pioniers who created mythology
of the composer Jâzeps Vîtols are both his colleagues and his students –
Nikolajs Alunâns, Atis Kauliòð, Emîls Dârziòð and Jânis Zâlîtis.

The paper’s aim is to make clear why and how already at the begin-
ning of 20 th century the view about the prominent authority of Jâzeps
Vîtols was born in Latvian society – even before he settled in Riga in
1918.

The paper proposes the thesis that till 1918 Vîtols’ creative work
and his aesthetics promoted the development of national elements in
Latvian music culture, although his home still was in Saint Petersburg,
Zarechie, health resort Saki in Krima etc. Despite the lack of home in his
homeland, representatives of Latvian society regarded him with favour
already in 1911.
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Marìera Zariòa spçlfilmu mûzika:
daþi radoðâ rokraksta aspekti

Mag. art. Zane Saulîte
Jâzepa Vîtola Latvijas Mûzikas akadçmijas doktorante

Komponists un rakstnieks Marìeris Zariòð (1910–1993) savulaik
guvis spilgtus panâkumus gan mûzikas, gan daiïliteratûras jomâ; ðajâ
ziòâ viòu var uzskatît par unikâlu personîbu latvieðu kultûrvçsturç. Lite-
rârâ nerva izjûta neapðaubâmi noderçjusi Zariòam arî filmu mûzikas
þanrâ. Ne velti latvieðu kinokritiíi un reþisori uzskata viòu par vienu no
interesantâkajâm personîbâm ðajâ laukâ; piemçram, laikraksta Rîgas Balss
slejâs Zariòð jau 1969. gadâ raksturots kâ ïoti kinematogrâfisks kom-
ponists (Makarova 1969).

Pagaidâm viòa spçlfilmu mûzika nav sîkâk pçtîta. No tâ arî izriet
mana raksta mçríis – sniegt vispârçju ieskatu ðajâ komponista radoðâs
darbîbas jomâ. Òemot vçrâ, ka tas ir pirmais plaðâkais apcerçjums par
ðâdu tçmu, liela uzmanîba veltîta faktu apkopojumam, taèu veiktas arî
daþu spilgtâko mûzikas piemçru analîzes; tâs ïauj ieskicçt Zariòa filmu
mûzikas radoðâ rokraksta îpatnîbas, kuras nâkotnç bûtu iespçjams pçtît
jau detalizçtâk.

Marìeris Zariòð sacerçjis 16 filmu mûzikas partitûras, no kurâm
vairâkas guvuðas kritiíu un skatîtâju augstu atzinîbu. Ikvienam skatîtâjam
atmiòâ iespieduðies spçlfilmas Pie bagâtâs kundzes (1969) galveno varoòu
muzikâlie portreti – ironiskais Kurmja kungu pavadoðais fokstrots un
Emmas Kârkls smeldzîgais tango, Nâves çnâ (1971) dramatiskâ atmos-
fçra, kâ arî Cepïa (1972) muzikâlais noformçjums, kas savu kulminâciju
sasniedz Margaritas Vilcânes dziedâtajâ dziesmâ Es sirdi izrauju un aiz-
metu to suòiem.

Komponists uzskatîja, ka filmu mûzika nedrîkst bût paðmçríîga
(Zariòð 1976: 108). Savâ daiïradç viòð izcçla èetras galvenâs filmu mûzikas
funkcijas: radît laikmetu, pasvîtrot pamatdomu, radît atmosfçru, pasvîtrot
kontrastus. Bieþi vien tîri muzikâlas vçrtîbas filmas kopiespaidam neko
nedod, vçl sliktâk – tâs novirza skatîtâju uzmanîbu tikai uz skaòdarbu,
un tad mçs sakâm: komponists X uzrakstîjis ârkârtîgi vçrtîgu skaòdarbu,
vajadzçtu izveidot svîtu un atskaòot koncertos, bet ðajâ filmâ labâk, ja
tâs nebûtu, tad vieglâk varçtu sekot kinoreþisora domai un aktieru saspçlei
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(Zariòð 1976: 108). Jâpiezîmç, ka ðis Zariòa deklarçtais princips dau-
dzçjâdâ ziòâ sasaucas ar mûsdienâs filmu mûzikas pçtnieku vidç domi-
nçjoðajiem uzskatiem. Piemçram, amerikâòu kinozinâtniece Klaudija
Gorbmena (Gorbman) atzîmç, ka filmu mûzikai ir jâbût nedzirdamai un
sauc to par nesadzirdçtajâm melodijâm, jo mûzika nedrîkst nomâkt uz
ekrâna notiekoðo darbîbu (Gorbman 1987: 34).

* * *

Rakstot mûziku spçlfilmâm, komponists balstîjâs uz Dailes teâtrî
uzkrâto pieredzi, ko bija guvis, strâdâjot par Muzikâlâs daïas vadîtâju
(1940–1950) un sacerot mûziku 44 lugâm. Lijas Krasinskas monogrâfijâ
par Marìeri Zariòu lasâm: Kâ zinâms, teâtrim nepiecieðams rakstît lako-
niski, bet spilgti, pârliecinoði. Radot skatuves mûziku, M. Zariòð ir noslî-
pçjis un pilnveidojis savas komponista raksturotâja spçjas (Krasinska
1960: 29). Vienlaikus Zariòð ar dziïu interesi pçtîjis vçsturi, lai piemeklçtu
katram laikmetam visatbilstoðâko mûziku. Ðo principu komponists izman-
tojis ne tikai teâtra, bet arî filmu partitûrâs. Viòð tik veiksmîgi sintezçjis
visdaþâdâkos stilus un þanrus, ka bieþi vien grûti izðíirt, kur beidzas pa-
rodija un sâkas oriìinâlmûzika. Jau agrâ bçrnîbâ Zariòð aizrâvâs ar pasa-
kâm un sengrieíu mitoloìiju, un, domâjams, tieði vçstures pârzinâðana
ïâva komponistam nodoties viòam tik raksturîgajâm stilu spçlçm. Zîmîgi
ir viòa vârdi: Cilvçks, kas domâ, ka viss sâkas tikai ar viòu, ir noþçlojams.
Atziòas ir izkristalizçjuðâs gadu simtos, mûsu senèi ir radîjuði to, ko sauc
par civilizâciju. Tâpçc vçsture ir jâmîl, un, kas to nespçj mîlçt, nespçj
mîlçt ðodienu (Zariòð 1975: 22).

Marìera Zariòa pirmais kinodarbs bija reþisora Pâvela Armanda
1957. gadâ uzòemtâ spçlfilma Kâ gulbji balti padebeði iet, bet pçdçjâs
kino partitûras tapa 1978. gadâ – Adas Neretnieces Vârnu ielas republika
un Çrika Lâèa Ìimenes albums . Nepilnu divdesmit gadu laikâ komponists
sadarbojies ar daudziem reþisoriem. Pârsvarâ ðî sadarbîba risinâjusies
vienas vai divu filmu ietvaros: radoðo partneru vidû bijuði Varis Krûmiòð
(Atbalss, 1959), Arkâdijs Koïcatijs un Anatolijs Markelovs ( Mâjiòa kâpâs,
1963), Nikolajs Rozancevs (Sûtòu sazvçrestîba, 1965), Voldemârs Pûce
(Mçrnieku laiki , 1968), Gunârs Piesis (Nâves çnâ, 1971), Rolands Kalniòð
(Vçtra, 1960, Ceplis, 1972) un Oïìerts Dunkers (Uzbrukums slepenpoli-
cijai, 1974, Vîrietis labâkajos gados, 1977).

Marìerim Zariòam raksturîgâ pieeja kinomâkslai pirmoreiz skaidri
iezîmçjas jau 1957. gadâ tapuðajâ spçlfilmâ Kâ gulbji balti padebeði iet .
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Reþisors Pâvels Armands1 aizrâvâs ar Latvijas vçsturi, un filmas tapðanas
laikâ viòa fantâziju rosinâja liecîbas par Jonatâna biedrîbas2 darbîbu.
Spçlfilmâ galveno varoòu – Mârtiòa (Voldemârs Zandbergs) un Daces
(Vija Artmane) – attiecîbas atainotas uz Dþutas dumpja3 (1899) fona;
notikumu interpretâcijâ, kâ jau tolaik neizbçgami, jûtama arî padomju
ideoloìijas klâtbûtne. Scenârija autori Jûlijs Vanags un Semjons Nagornijs
izmantojuði leìendârâ karavadoòa Jâòa Fabriciusa (1877–1929) dzîves-
stâstu, lai izveidotu diloìiju (Mârtiòa Ventas gaitas vçlâk turpinâs spçl-
filmâ Latvieðu strçlnieka stâsts, 1958, komponists Âdolfs Skulte).

Kinooperators, reþisors un scenâriju autors Mâris Rudzîtis filmas
koncepciju raksturo ðâdi: Kopâ ar Marìeri Zariòu reþisors galveno siþeta
dominanti sabalsoja ar izvçrstu Mârtiòa un Daces mîlestîbas lîniju, par
kuras faktisko kulminâciju kïuva dziesma “Kâ gulbji balti padebeði iet”
ar Eduarda Veidenbauma tekstu (Rudzîtis 1974: 21). Ðî Zariòa komponçtâ
dziesma scenârija veidotâjiem ðíitusi tik spilgta, ka filma no tâs pat aiz-
guvusi savu nosaukumu, jo pirms tam eksistçjuðas divas citas nosaukuma
versijas – Dzelzs Mârtiòð un Liesmainie gadi (Rudzîtis 1974: 21). Spçlfilmâ
reþisors radîjis ïoti kolorîtu epizodi – sarîkojumu Rîgas Jonatâna biedrîbâ,
kurâ Dace uzstâjas ar dziesmu Kâ gulbji  [..]. Filmâ uz skatuves dzied
Vijas Artmanes varone, un viòu uz klavierçm pavada Mârtiòð (Voldemârs
Zandbergs), taèu patiesîbâ ðo dziesmu iedziedâjusi savulaik pazîstamâ
filharmonijas soliste – mecosoprâns Çrika Tipaine.

Dziesmâ vçl neatklâjas Marìerim Zariòam vçlâk raksturîgâs stilu
spçles, toties jo bagâtîgi izmantoti romantiskâs vokâlâs mûzikas atribûti
(pat ar nedaudz salonisku pârspîlçjumu, kas acîmredzot saistâms ar vçlmi
uzrunât iespçjami plaðu skatîtâju loku). Pretstatîtas divas izteiksmes sfçras:
pirmo pârstâv gaisîgi kâpjoði arpedþo plaðâ diapazonâ (ievads) un sap-

1 Krievu reþisors, 1928. gadâ beidza Borisa Èaikovska kino kursus Maskavâ.
Pçc kursu beigðanas strâdâjis daþâdâs kinostudijâs: Gosvojenkino (Ãîñâîåíêèíî ),
Sojuzkino (Ñîþçêèíî ), Armenkino un Ïenfiïm  (Ëåíôèëüì ). Otrais reþisors spçl-
filmai Mâjup ar uzvaru (1947), kopð 1954. gada strâdâja Rîgas kinostudijâ.
Reþisçjis spçlfilmas Salna pavasarî (1955), Kâ gulbji balti padebeði iet (1957),
Latvieðu strçlnieka stâsts (1958), Velna ducis (1961).

2 Rîgas Latvieðu strâdnieku un amatnieku savstarpçjâ palîdzîbas biedrîba,
kas dibinâta 1869. gadâ un savu darbîbu beigusi 1938. gadâ.

3 Notikumi Pçterburgas (Vidzemes) priekðpilsçtâ 1899. gada 5. maijâ, kas
vçsturç ieguvuði Rîgas (Dþutas) dumpja nosaukumu, satricinâja Latviju un visu
carisko Krieviju; par tiem rakstîja arî vâcu, franèu un angïu prese. Plaðâk sk.,
piemçram, Valda Rûjas rakstu (Rûja 2004).
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òaina, kantilçna melodija lîgani ðûpojoðâ 6/8 metrâ; savukârt otrâ sfçra
saistîta ar marðveida tçmu, kas atbilstoði dzejai mûzikâ ienes kareivîgu
niansi (tekstâ rûgtums – Kam veltîgi laimîbu kâro tu, sirds, / Met projâm
reiz cerîbas tumðajâ kapâ..). Atðíirîbâ no agrâk tapuðajâm ðîs dziesmas
versijâm (Kârïa Kaþociòa kordziesma, Jâòa Zâlîða un Alfrçda Kalniòa
solodziesmas) Zariòð vienîgais izturçjis visu dziesmu minorâ, turklât iz-
mantojis visu tekstu, neaprobeþojoties tikai ar pirmajiem diviem pantiem;
tas, iespçjams, saistîts ar vçlmi akcentçt nevis romantisko sapòojumu,
bet tieði cîòas garu, kas visskaidrâk atklâjas treðajâ pantâ (kur dzelþi un
cirvji bez apstâjas klaudz; pçc maizes, pçc pârtikas vergi kur sauc..). Cîòas
gars izpauþas kâ krass melodramatisks lûzums – par to liecina tempa
kâpinâjums (un poco più agitato) un daþas harmoniskâs krâsas, piemçram,
eliptiskâ secîba èetras taktis pirms allargando, kas lîganâ plûduma un
kantilçnâs melodijas kontekstâ rada patçtiskas kulminâcijas efektu4.
Tomçr ðajâ gadîjumâ cîòâ, ðíiet, drîzâk izpauþas nevis komponista patiesa
vçlme atmaskot ðíiras ienaidniekus, kas acîmredzot bija filmai tolaik
nepiecieðams ideoloìiskais akcents, bet viòa spçles azarts, varbût pat viegli
zobgalîga attieksme. Jâpiekrît Ingai Godunovai: [..] spçles, apzinâtas
distancçðanâs pozîcija viòam palîdzçja arî padomju varas apstâkïos, ja
vajag, maksâjot nodevas valdoðajam reþîmam (Godunova 2008).

Spçlfilmas mûziku ieskaòojis Latvijas PSR Radio simfoniskais oríes-
tris Edgara Tona vadîbâ. Interesanti, ka tieði ar instrumentâcijas palîdzîbu
komponists ir skaidri diferencçjis filmâ Kâ gulbji balti padebeði iet darbo-
joðâs personas. Tautas apspiedçjus – vâcu baronus un fabrikantus – ataino
metâla pûðaminstrumenti. Savukârt galveno varoòu attiecîbas spçlfilmâ
raksturo tçma stîgu instrumentu sniegumâ.

Filmai veltîtajâs preses atsauksmçs slavçta Marìera Zariòa mûzika,
kas izceï un pasvîtro vajadzîgas noskaòas. Neilustrç, bet raksturo un lîdz

4 Izvçrtçjot ðo dziesmu paða Zariòa stilistikas kontekstâ, iederîgs ðíiet salîdzi-
nâjums ar mazliet agrâk, 1952. gadâ, tapuðo viòa vokâlo kamerciklu Sudrabota
gaisma (Raiòa vârdi). Jâatzîst, ka tas kopumâ jau atklâj krietni plaðâku stilistisko
spektru – paliekot romantisma ietvaros, tomçr nepârprotami jûtama tieksme uz
daudz krâsainâku harmonisko valodu (piem., pirmâs dziesmas harmoniskâs se-
cîbas maþorminora trijskaòu blakusnostatîjums). Daces dziesmâ tomçr harmo-
niskâ attîstîba paliek pirmâs radniecîbas tonalitâðu ietvaros. Tikai viena dziesma
ciklâ Sudrabotâ gaisma daïçji lîdzinâs Daces dziesmai – tâ ir treðâ, kas veidota
lîdzîgâ lîganâ plûdumâ (9/8), ar kantilçnu melodiju, tiecoties uz kulminâciju ar
vairâkkârtçjiem tempa kâpinâjumiem (poco più mosso, pçc tam ancora più mosso)
un kulminâcijas zonu iezîmçjot ar II zemo pakâpi melodijâ.
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ar to palîdz aizvadît lîdz skatîtâjam domu (Ribova 1957). Mâris Rudzîtis
savukârt atzina, ka Marìeri Zariòu vispâr nevar tik vienkârði ataicinât
uz filmu, lai viòð “apaudzç” ar mûziku kaut kuru “skeletu”. Zariòð pats
mîl uzðíilt idejas. Ja komponists nâkamajâ filmâ tâdas neredz, viòam
nav interesanti strâdât (Rudzîtis 1974: 22).

* * *

1957. gadâ tapa Zariòa otrâ kino partitûra – mûzika spçlfilmai
Nauris, kas turpinâja komponista ilggadçjo sadarbîbu ar reþisoru Leonîdu
Leimani jau ârpus teâtra robeþâm. Abu iepazîðanâs notika krietni senâk–
1940. gadâ Dailes teâtrî, kad Leimanis uzaicinâja jauno komponistu strâ-
dât par Muzikâlâs daïas vadîtâju. Zariòð îpaði izceï ðîs personîbas lomu
savâ izaugsmç: Leonîds Leimanis ievadîja mani teâtra pasaulç. Tik lielu
ieinteresçtîbu, tâdu draudzîgu attieksmi pret sevi nekad nebiju izjutis,
mani pat baidîja pârliekâ labvçlîba (Zariòð 1975: 149)5.

Zariòa un Leimaòa sadarbîba kino jomâ vainagojâs ar trim spçlfil-
mâm – blakus jau minçtajam Naurim  (Leimaòa scenârijs) to vidû bija
Purva bridçjs (1966, scenârija autori Jânis Sîlis un Antons Stankeviès)
un Pie bagâtâs kundzes (1969, Leimaòa scenârijs). Komponists stâstîja,
ka Leimanis vienmçr iepriekð izdomâjis, kâdai mûzikai filmâ jâskan un
no kura lîdz kuram kadram. Reizçm pat atnesis skaòu plati un nospçlçjis
priekðâ – lûk, tâda mûzika te vajadzîga! (Matîsa 2005: 28).

Visspilgtâk savu komponista raksturotâja talantu Zariòð izvçrsa
spçlfilmâ Pie bagâtâs kundzes – pçdçjâ kopdarbâ ar Leimani. Ðîs filmas
scenârijam izmantotas atseviðías Andreja Upîða româna Smaidoðâ lapa
nodaïas. Filma veidota sociâlâs komçdijas þanrâ, un vairâki pçtnieki
(Matîsa 2005 u. c.) uzskata to par reþisora labâko filmu. Recenzente
O. Makarova (kâ jau atzîmçts, viòa atzîst Zariòu par kinematogrâfisku

5 Tikpat liela loma jaunâ komponista radoðâs personîbas veidoðanâs procesâ
bija reþisoram Eduardam Smiïìim. Savâ grâmatâ Optimistiska dzîves enciklo-
pçdija Marìeris Zariòð raksta: Vienpadsmit gadus nodiençju Dailes teâtrî par
Smiïìa mûzikas konsultantu. Tie trakie kavaliera gadi dod man tiesîbas rakstît
atmiòas. Un, tiklîdz gremdçjos atmiòâs par “veco labo Dailes teâtri”, tâ dvçseli
pâròem maigas un pavasarîgas trîsas. Tas taèu bija mans vçtru un dziòu laiks,
mani mâcekïa gadi, manu mâksliniecisko uzskatu formçðanâs. Viss notika fasci-
nçjoðâs Smiïìa personîbas ietekmç, pat viòa cilvçciskie vaibsti un îpaðîbas manî
inducçjuðâs. Sâcis divdesmit deviòu gadu vecumâ, pavadîju Dailç visus savus
trîsdesmit (Zariòð 1975: 155).
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komponistu) norâda, ka Leonîds Leimanis [ir]  ïoti muzikâls reþisors.
Filmas panâkumu atslçga esot komponista un reþisora apbrînojamâ
jaunrades vienprâtîba (Makarova 1969).

Spçlfilmas Pie bagâtâs kundzes mûzika visos tai veltîtajos raksturo-
jumos vienmçr vçrtçta kâ ïoti izdevusies. Piemçram, kino vçstures pçtniece
Silvija Lîce raksturo to kâ vienkârðu, ïoti emocionâlu, ar filmu organiski
saauguðu (Lîce 1977: 94). Viòa arî atzîmç komponistam raksturîgo vçstu-
risko precizitâti, spçju neuzbâzîgi niansçt laikmeta daþâdâs noskaòas (Lîce
1977: 94).

Muzikâlajam noformçjumam Zariòð izmantojis 20. gadsimta 20.–
30. gados Eiropâ un Latvijâ populârâs dejas fokstrotu un tango, kâ arî
valsi un marðu. Katrs no ðiem þanriem sniedz ne tikai laikmeta raksturo-
jumu, bet arî portretç kâdu noteiktu varoni, rada noskaòu vai paspilgtina
kâdu ideoloìisku akcentu. Fokstrots saistîts ar inteliìento bezdarbnieku
Kurmja kungu (Edvards Pâvuls), tango ar Emmu Kârkls (Lîga Bçrziòa),
valsis – ar sapni par laimi un laimes ilûziju, marðs – ar priekðvçlçðanu
kampaòu un Saeimas vçlçðanâm.

Fokstrota tçma aizgûta no senas èigânu ziòìes, ko komponistam
bçrnîbâ iemâcîjusi aukle. Auklîte man uz savu roku iemâcîja âriju – “Èi-
gâns blauc no tilgut mâjâ, èetliem zilgiem blauc!” [Èigâns brauc no tirgus
mâjâ, èetriem zirgiem brauc!] Mâjiens mûzikas zinâtniekiem (no turienes
maestro izcilâ gaume un eksotiskâs intonâcijas, kas atspoguïojas virknç
sacerçjumu, kuri sarakstîti piecdesmito gadu sâkumâ), ar humoru raksta
pats Marìeris Zariòð (1975: 12).  Fokstrots trâpîgi ataino inteliìentâ
bezdarbnieka Kurmja kunga ironisko dzîves uztveri. Jâpiezîmç, ka ðî deja
jau savos pirmsâkumos bijusi ar slçptu protesta garu – vienu no tâs
paveidiem, lçno fokstrotu, pçtniece Paulîna Nortone raksturo kâ sacel-
ðanos pret.. augstâkâs sabiedrîbas dejâm (Norton 2001: 135). Filmâ gan
izmantots âtrais fokstrots – kviksteps, kas attîstîjies tieðâ dþeza mûzikas
ietekmç.

Fokstrota solo uzticçts saksofonam – instrumentam, kura brîvi plaðais
un smeldzîgais skançjums savukârt labi raksturo 20.–30. gadu laikmeta
atmosfçru. Tieði ðajâ periodâ tas iemantojis îpaðu popularitâti saiknç ar
dþezu. Komentçjot dþeza ienâkðanu Latvijâ, Indriíis Veitners norâda, ka
pirmo nozîmîgo uzplaukumu tas guvis tieði skaòu kino laikmetâ: lielai
sabiedrîbas daïai, kas materiâlu apsvçrumu dçï nav atïâvusies apmeklçt
teâtra un operas izrâdes, kino bijusi vienîgâ saskarsme ar kultûru . Tâ
bijusi populâra un plaðai sabiedrîbas daïai pieejama izklaide, kas noteikusi
valdoðo modi (Veitners 2009: 37).
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Spçlfilma Pie bagâtâs kundzes sâkas un noslçdzas ar smeldzîgu tango.
Kâ jau zinâms, ðî deja savu popularitâtes kulminâciju Eiropâ piedzîvoja
tieði 20. gadsimta 20.–30. gados, t. i., laikmetâ, kurâ risinâs filmas darbîba.
Leìendârâ tango komponista un interpreta Karlosa Gardela (Gardel,
1887–1935) darbi skançja visâ pasaulç, un tango no vienkârðas dejas
pârtapa par sociâlkulturâlu fenomenu, kas sasniedza arî Latviju (atcerç-
simies Oskara Stroka6 fenomenu).

Filmâ pretstatîts augstâkâs sabiedrîbas dzîves spoþums un nabadzîbas
posts. Lîdzâs Emmas necilajam mâjoklim atrodas restorâns, pa kura
atvçrtajiem logiem dzirdama izklaides mûzika (fokstrots, tango), kas ir
kliedzoðâ pretrunâ ar galveno varoòu dzîves realitâti. Tango raksturîgâ
smeldze tâdçjâdi simbolizç mazâ cilvçka ilgas pçc laimes, brînuma, ðajâ
gadîjumâ – Emmas Kârkls sapni par izrauðanos no nabadzîbas.

Galvenâs varones pârdzîvojumus komponists atklâj, variçjot instru-
mentâciju vienas tçmas ietvaros. Divu veidu tango – majestâtiski skarbs
oríestra sniegumâ un liriski sapòains kamerversijâ, fantazçjot par iespç-
jamo laimi (galvenokârt saiknç ar materiâlâm vçrtîbâm) – vçsta par
Emmas Kârkls personîbu, viòas skatîjumu uz pasauli un paðas vietu tajâ.

Pirmajâ tango modelî (oríestra versija) priekðplânâ izvirzâs lielâ-
koties instrumenti, kas saistîti ar tâ laika sadzîves muzicçðanas tradîcijâm.
Vçrojot bagâtnieku dzîvi un apsverot iespçjamo zâdzîbu, Emmâ cînâs
pretrunîgas jûtas, un ðo cîòu savdabîgi ataino vijoïu un saksofonu saspçle
minorâ. Abu instrumentu grupu minorîgâ kantilçna savâ ziòâ iemieso
sapòojumu par laimi, bet vijoïu tembri pauþ to vairâk introvertâ, intîmi
liriskâ rakursâ, kamçr saksofoni – ekstravertâ, uzstâjîgâkâ versijâ. Ïau-
joties mirkïa kârdinâjumiem (desu zâdzîbai), tango piedziedâjumâ priekð-
plânâ izvirzâs vienvârda maþors un akordeons – acîmredzot tâ tembrs
komponistam ðíitis visatbilstoðâkais ðâdam siþeta pavçrsienam.

Otrs tango modelis skan kamerversijâ: Emmai lûkojoties spogulî,
viòai uzsmaida krâðòi tçrpti ïaudis no þurnâla izgriezumiem (tie
piestiprinâti pie spoguïa ietvara). Vijoïu spçle klavieru pavadîjumâ atkal
pauþ smeldzîgas ilgas pçc ðîs viòai nepieejamâs pasaules.

Arî valða pamatâ ðajâ spçlfilmâ ir tango tçma. Ðoreiz tâ raksturo
galvenâs varones laimes izjûtu, priecâjoties par jauniegûtajâm mantâm –
viòa pastaigâjas jaunajâs kurpçs un kleitâ, apmeklç juvelierveikalu.

6 Oskars Stroks (1893 Daugavpilî – 1975 Rîgâ) ir 20.–30. gadu Latvijas mû-
zikas dzîvç nozîmîga personîba, pasaulslavenâ tango Melnâs acis autors. Plaðâk
par viòu sk., piemçram, grâmatâ Ëàáèðèíòû ðóññêîãî òàíãî  (Äðàãèë¸â 2008).
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Ceturtais spçlfilmâ Pie bagâtâs kundzes pârstâvçtais þanrs ir epizo-
disks marðs, kas raksturo studentu bravûru un priekðvçlçðanu kampaòu.

Tomçr tieði tango tçmas izteiksmîgâs pârvçrtîbas daþâdos veidolos
daudzi skatîtâji un kritiíi uztvçruði kâ vienu no spçlfilmas interesan-
tâkajâm iezîmçm. Piemçram, Silvija Geikina 1969. gadâ raksta: Variçjot
vienu melodiju, panâkta liela noskaòu bagâtîba, kas vienmçr iedarbo-
jas ïoti trâpîgi. Turklât mûzika atbilst attçlotajam laikmetam (Geikina
1969).

* * *

Seviðíi spilgti Zariòa raksturotâjtalants izpaudâs 1971. gadâ pçc
Rûdolfa Blaumaòa noveles motîviem tapuðajâ spçlfilmâ Nâves çnâ
(reþisors Gunârs Piesis, scenârija autori Jânis Kalniòð un Gunârs Piesis).
Mûzikai ðeit ir liela dramaturìiskâ slodze. Reþisors Zariòa ieguldîjumu
filmas kopveidolâ novçrtçjis ïoti augstu: Viòu uzskatu par vienu no inte-
resantâkajâm personîbâm ðodienas komponistu vidû. Viòa izteiksmîgâ
mûzika palîdzçja kaldinât filmas panâkumus, tâ lieliski papildina drama-
tisko atmosfçru, bagâtina tâs noskaòu nianses (citçts pçc: Ðaitere 1972).

Laikraksta Rîgas Balss atsauksmç Zariòa mûzika slavçta kâ mâksli-
nieciska vçrtîba, kas nenomâc darbîbu un organiski iekïaujas filmâ, tomçr
vienlaikus uzdots jautâjums: [..] vai reþisors, filmu ieskaòojot, nav mazliet
par daudz aizrâvies ar komponista piedâvâto smalkjûtîgo muzikâlo tçmu
atkârtoðanu, ir lentç vietas, kur ilgâks klusuma brîdis, ðíiet, bûtu vçl
iedarbîgâks (Piesis 1971). Vismaz daïçju atbildi uz ðo jautâjumu varçtu
sniegt filmas mûzikas sanalîze, kas ir viens no nâkotnes pçtniecîbas
uzdevumiem.

* * *

Viena no þanriski un stilistiski sareþìîtâkajâm Zariòa kino partitûrâm
ir mûzika spçlfilmai Ceplis (1972, reþisors Rolands Kalniòð, scenârija
autors Viktors Lorencs). Tâs pamatâ ir 1928. gadâ izdotâ Pâvila Rozîða
româna Ceplis motîvi.

Interesanti, ka filma sâkas un beidzas ar svçtku parâdes tçlojumu,
veidojot apïa kompozîciju. Savukârt mûzika tajâ tapusi kâ ironisks un
psiholoìisks komentârs. Filma nav iedomâjama bez Marìera Zariòa mû-
zikas, kas atbilstoði ekranizçjuma koncepcijai palîdz trâpîgi raksturot
laikmeta atmosfçru, [..] atseviðías personas, darbojas [..] kâ psiholoìisks
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vai ironisks komentârs, pieðíir situâcijai vçlamo emocionâlo noskaòu un
poçziju, atzîmç Silvija Lîce (1972).

Atminoties filmas tapðanas procesu, komponists stâsta: Sâkumâ, kad
mans uzdevums bija arhîvâ sameklçt tâ laika ðlâgerus skaòu platçs, izteicu
priekðlikumu, lai reþisors (tâ reize man likâs pienâkusi) visu filmu balsta
uz dokumentâlâs skaòu pasaules, kas tik lieliski raksturo visu. Reþisors
tam nepiekrita, tomçr bija jâraksta oriìinâlmûzika (Zariòð 1976: 108).

Ðoreiz komponists filmâ meistarîgi îstenojis caurvijattîstîbu, kas savu
kulminâciju sasniedz Margaritas Vilcânes atskaòotajâ restorâna dziesmâ
Es sirdi izrauju un aizmetu to suòiem (Pâvila Rozîða vârdi no cikla Sarunas,
1936). Tâ reizç ir arî paðas filmas dramatiskâ virsotne, kurâ atklâjas
Cepïa patiesâ daba. Dziesmas melodija filmas gaitâ izskançjusi daþâdos
veidolos – kâ barokâla kâzu epizode baznîcâ, arî kâ jaunâ pâra pirmais
valsis, kas pâriet Edmunda Sausâ mâtes izmisuma pilnajâ dejâ. Klausîtâji
zemapziòâ tiek gatavoti atrisinâjumam – restorâna dziesmai uz ðîs paðas
tçmas pamata, kurâ ar teksta palîdzîbu pausts viss lîdz ðim vârdos neiz-
teiktais7.

* * *

Iepazîðanâs ar Marìera Zariòa filmu mûzikas partitûrâm ïauj formu-
lçt vairâkas viòa radoðâ rokrasta iezîmes. Vispirms – komponists nav
vairîjies no saloniskuma un populârâs mûzikas daþâdiem þanriem, tâ
tuvinot mûziku varoòu reâlâs dzîves videi8.

7 Es sirdi izrauju un aizmetu to suòiem, / Jo sirdî nemiers mît, kas mîlai allaþ
vçlîgs. / Es sirdi izrauju un aizmetu to suòiem, / Lai krûtîs mâjotu vien ienaids asi
dzçlîgs. / Ko vçl lai mîlç sirds, kas nievâta un smieta? / Tâ savâs cieðanâs jau top
kâ akmens cieta. / Ja pienâks kâdreiz laiks, kad sirds vairs nebûs lieka, / Es
strauji vairîðos tad projâm tâda prieka. / Bet tagad atïaujat bez sirds bût dzîvç
brîvam / Un ilgi kvçlot vçl kâ naida sârtam spîvam, / Jo nîst vislabâk spçj tâds,
kam nav krûtîs sirds, / Tam acu skatieni kâ naida zobens mirdz. / Bij’ sirdî nedie-
nas un sâkums visam postam, – / Kâdçï man dzîvot vçl, ðîs negausîbas joztam? /
Nu esmu brîvs no tâ, kas mani postâ râva, / Kas mani plosîja un nâves glâstiem
skâva. / Es sirdi izrâvu un aizmetu to suòiem, / Lai suòi plosa to, kas plosîja reiz
mani. / Es brîvi noskatos, kas prieku dara suòiem, / Lai ðausmas gavilç kâ baigi
posta zvani.

8 Ðo îpatnîbu neredzam, piemçram, Marìera Zariòa laikabiedra Jâòa Ivanova
simfonizçtajâ partitûrâ – mûzikâ spçlfilmai Salna pavasarî; arî komponists Pauls
Dambis intervijâ raksta autorei atzinis, ka savâ filmu mûzikâ vairâs no tâda
sadzîves þanra kâ dziesma (Dambis 2011).
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Îpaðs Zariòa meistarstiíis ir tçmas þanriska transformâcija (tango
filmâ Pie bagâtâs kundzes) un arî stilistiska variçðana: piemçram, filmâ
Ceplis tçma, kas barokâli ietonç laulîbu ceremonijas fonu, vçlâk pârtop
gan par romantisku valsi, gan 20. gadsimta pirmâs puses restorâna dzies-
mu. Radoðâ mûþa gaitâ komponists savu variçðanas meistarstiíi izkopj
arvien virtuozâk. Agrînajâs filmâs (Kâ gulbji balti padebeði iet, Nauris)
izmantoto tçmu skaits ir lielâks, taèu vçlînajâs (Ceplis, Purva bridçjs,
Mçrnieku laiki ) bieþi visas partitûras pamatâ ir tikai viena tçma, uz kuras
pamata virknçjas visdaþâdâkâs metamorfozes. Tâdçjâdi komponists aplie-
cina tieci uz arvien izteiktâku lakonismu, kodolîgumu tematiskâ materiâla
izvçlç.

Un vçl: aplûkotie filmu mûzikas paraugi daþâ ziòâ sasaucas ar Zariòa
akadçmisko þanru skaòdarbiem, kuros stilistiski kontrasti tverti loti daudz-
veidîgi; ne velti Tatjana Kuriðeva savâ monogrâfijâ par komponistu ðai
tçmai veltîjusi pat îpaðu nodaïu – No stilizâcijas uz polistilistiku (Êóðû-
øåâà 1980: 89–130).

Marìeris Zariòð reiz rakstîjis, ka viòa kredo bijis radît mûziku kâ
kontekstu filmai, kas nav spçlçjama koncertos; viòam neesot vçlmes no
filmu mûzikas veidot svîtu9 (Zariòð 1976: 108). Kritiski atskatoties uz
savâm 16 filmu mûzikas partitûrâm, viòð norâda: [..] daþu no tâm negribas
ne atcerçties, bet ar daþâm lepojos. Ne jau kâ komponists, bet kâ filmas
lîdzautors, kâ mûzikas reþisors. [..] mani sajûsmina kinoskatîtâji, kas
atzîstas – brîniðíîga filma, nemaz nejutu, bija mûzika vai nebija, tikai tâ
viena dziesma, tâ nu gan tur iederçjâs, iesita kâ ar bomi pa pieri (Zariòð
1976: 108).

Varam secinât, ka komponists ïoti veiksmîgi ievçrojis paða formulçtâs
nostâdnes. Viòa mûzika vienmçr ir organiski saskaòota ar reþisora ieceri,
tâpçc nekad nenonâk pretrunâ ar filmas attîstîbas loìiku. Idejas, ko Mar-
ìeris Zariòð paudis gan kâ filmu mûzikas teorçtiíis, gan praktiíis, ir
aktuâlas arî mûsdienâs.

9 Domâta Jâòa Ivanova Svîta no mûzikas kinofilmai Salna pavasarî.
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Marìeris Zariòð’ Film Music:
Some Aspects of his Creative Individuality

Zane Saulîte
Summary

Composer and writer Marìeris Zariòð (1910–1993)  gained brilliant
success in both musical and literary fields and is considered a unique per-
sonality in Latvian culture history. His literary sense has been undoubtedly
useful in film music genre. Latvian film critics and directors consider
Zariòð as one of the most interesting personalities in this field and describe
him as a very cinematographic composer (Makarova 1969).

Marìeris Zariòð wrote 16 film scores, many of them are well acclaimed
by critics and viewers. The composer thought that film music should not
be self-sufficient (Zariòð 1976: 108). He mentioned four main functions
of film music: the creation of the historical context, emphasizing the key
lines, creating an atmosphere and highlighting contrasts. Very often purely
musical values are not helping films general impression, even worse – it
directs the viewer’s attention only on the track, and then we say: the
composer X has written a very interesting track, he should create a suite
which could be played in concerts, but this movie would be better without
it though, so we could easier follow film director’s idea and actors play
(Zariòð 1976: 108). It should be noted that Zariòð’ highlighted film music
functions are similar to some modern film researchers thoughts. For
example, American film music scholar Claudia Gorbman writes that the
film’s music has to be unheard, and calls it an unheard melodies, noting
that the music should not affect the on-screen action (Gorbman 1987:34).

In film music scores Marìeris Zariòð was using his experience as a
stage music writer, which he gained while working as a Director of the
Music Department in the Daile Theater (1940–1950) and composing
scores for 44 plays (Krasinska 1960: 29).

Marìeris Zariòð once wrote that his motto was to create music as a
context for the film, he did not wish to create suite which would be
played in concerts (Zariòð 1976: 108). Critically looking back at his 16
film music scores, he pointed out: [..] some of them I do not want to
remember, but some other I am proud of. Not as a composer, but as a
co-author of the film, as a music director. [..]  I just love to hear viewers
admitting – great movie, I did not feel at all, if there was music or not,
but it’s just that song that belonged there, and hit like a pole on the head
(Zariòð 1976: 108).
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We can conclude that the composer very successfully followed his
own formulated film music guidelines and his film music scores are always
organically coordinated with the director’s intentions, so they never come
in conflict with the logic of the film development. The ideas Marìeris
Zariòð expressed both as a film music theorist and practitioner, are still
very valuable today.
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III. MÛZIKAS ESTÇTIKA UN TEORIJA

Î ñîîòíîøå íèè èíñòðóìå íòàëüíîãî è
âîêàëüíîãî â ãåíåçèñå ìóçûêàëüíîãî èñêóññòâà.

Ìóçûêàëüíûé çâóê è ãîëîñ 1

Dr. art. Ñåðãåé Îêðóøêî
Ïðîôåññîð Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

Ââåäåíèå

B ïðîöåññå  àíàëèçà ïðîáëåìû ñîîòíîøåíèÿ èíñòðóìåíòàëüíîãî
è âîêàëüíîãî â ãåíåçèñå ìóçûêàëüíîãî èñêó ñcòâà ôåíîìåí ïåíèÿ ðàñ-
ñìàòðèâàåòñÿ íå òîëüêî êàê ñóãóáî ìóçûêàëüíîå, íî è êàê ñîöèàëü-
íîå ÿâëåíèå. Àâòîð êîíöåíòðèðó åòñÿ íà âîïðîñå î òîì, êàêèì èìåííî
îáðàçîì ïðîèñõîäèò ïðèâíåñåíèå ñîöèàëüíîãî ñîäåðæàíèÿ â èíòî-
íàöèîííóþ äåÿòåëüíîñòü ÷åëîâå÷åñêîãî ãîëîñà. Ðàññìàòðèâàåòñÿ ðîëü
ìóçûêàëüíîãî èíñòðóìåíòà â ïðîöåññå ïðîèñõîæäåíèÿ ôåíîìåíà
ïåíèÿ.

Ö å ë ü  ñ ò à ò üè – ðàññìîòðåòü ñîöèàëüíóþ îáó ñëîâëåííîñòü âîç-
íèêíîâåíèÿ ôåíîìåíà ïåíèÿ è åãî ñîîòíîøåíèå ñ ìóçûêàëüíûì çâó-
êîì è ìóçûêàëüíûì èíñòðóìåíòîì.

Ä à í í û å – ìíåíèÿ è âûñêàçûâàíèÿ èçâåñòíûõ èññëåäîâàòåëåé,
ñîäåðæàùèåñÿ â îïóáëèêîâàííûõ òðóäàõ, à òàêæå íàáëþäåíèÿ è îïûò
àâòîðà.

Ì å ò î ä û – àíàëèç, îáîáùåíèå, ñèíòåç.

1 Çàêëþ÷èòåëüíàÿ òðåòüÿ ñòàòüÿ. Ïåðâàÿ ñòàòüÿ: Îêðóøêî, Ñåðãåé (2010).
Î ñîîòíîøåíèè èíñòðóìåíòàëüíîãî è âîêàëüíîãî â ãåíåçèñå ìóçûêàëüíîãî
èñêóññòâà. Ïîñòàíîâêà ïðîáëåìû.  Mûzikas zinâtne ðodien: pastâvîgais un mai-
nîgais, II. Daugavpils: Daugavpils Universitâtes Akadçmiskais apgâds Saule, 16–
26. Âòîðàÿ ñòàòüÿ: Îêðóøêî, Ñåðãåé (2011). Î ñîîòíîøåíèè èíñòðóìåíòàëü-
íîãî è âîêàëüíîãî â ãåíåçèñå ìóçûêàëüíîãî èñêó ññòâà. Ìóçûêàëüíûé çâóê è
ìóçûêàëüíûé èíñòðóìåíò . Mûzikas zinâtne ðodien: pastâvîgais un mainîgais,
III. Daugavpils: Daugavpils Universitâtes Akadçmiskais apgâds Saule, 9–24.
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Ð å ç ó ë üò à òû – âûäâèãàåòñÿ ìûñëü î òîì, ÷òî ôåíîìåí ïåíèÿ
åñòü ðåçóëüòàò ïðîöåññà, ïðè êîòîðîì èíòîíàöèè ãîëîñà â îáùåñòâåí-
íîì ñîçíàíèè íàäåëÿþòñÿ ñâîéñòâàìè ïðåäìåòà, âîâëå÷¸ííîãî â ñî-
öèàëüíî îáó ñëîâëåííûå ôîðìû äåÿòåëüíîñòè. Ðåøàþùàÿ ðîëü â ýòîì
ïðîöåññå ïðèíàäëåæèò ïðåäìåòíîìó ìèðó ÷åëîâåêà.

* * *

Â òðåòüåé, çàêëþ÷èòåëüíîé ñòàòüå çàäóìàííîãî öèêëà, ãëàâíîå
âíèìàíèå óäåëÿåòñÿ ôåíîìåíó ïåíèÿ. Ñîöèàëüíàÿ ñóùíîñòü ïåíèÿ –
îáùåïðèçíàííûé ôàêò . Îäíàêî, ïî ìíåíèþ àâòîðà, íåîáõîäèìî óòî÷-
íåíèå â ïîíèìàíèè èñòîêîâ è ïðè÷èí ýòîé ñóùíîñòè. Ñòàíîâëåíèå
ëþáîãî çíà÷èòåëüíîãî ñîöèàëüíîãî ÿâëåíèÿ âñåãäà åñòü ï ð î ö å ñ ñ,
âîçíèêàþùèé è ïðîòåêàþùèé â íåðàçðûâíîé ñâÿçè ñ ïðîáëåìàìè
æèçíåäåÿòåëüíîñòè ÷åëîâå÷åñêîãî êîëëåêòèâà. Èìåííî ñòðåìëåíèå
óÿñíèòü ñàì ïðîöåññ ïðåâðàùåíèÿ äåÿòåëüíîñòè ãîëîñà â òàêóþ ïðè-
çíàííóþ îáùåñòâîì ôîðìó , êàêîé ÿâëÿåòñÿ ïåíèå, îïðåäåëèëî ïðî-
áëåìàòèêó ïðåäëàãàåìîé ñòàòüè.

Ñîöèàëüíàÿ îáóñëîâëåííîñòü ïå íèÿ

Ñóùåñòâóþùåå ðàçíîîáðàçèå ìóçûêàëüíûõ êóëü òóð è ìàíåð ïå-
íèÿ íå ñâÿçàíî ñ êàêèìè-ëèáî ðàçëè÷èÿìè â ñòðîåíèè ãîëîñîâîãî èëè
ñëóõîâîãî àïïàðàòà ó íàðîäîâ, ïðåäñòàâëÿþùèõ ýòè ðàçíûå êóëü òó-
ðû. Â òî æå âðåìÿ, åñëè áû ôåíîìåí ìóçèöèðîâàíèÿ áûë çàëîæåí â
÷åëîâåêå ïðèðîäîé, òàê ñêàçàòü, èçíà÷àëüíî, òî åäèíîå àíàòîìè÷åñ-
êîå ñòðîåíèå ãîëîñîâîãî àïïàðàòà äîëæíî áûëî áû ïîðîäèòü åäèíóþ
ìóçûêàëüíóþ êóëü òóðó è åäèíóþ ìàíåðó ïåíèÿ ó âñåõ íàðîäîâ. Îäíàêî
ýòîãî íåò . Åñëè æå ïðè îäèíàêîâîì ñòðîåíèè ãîëîñ ÷åëîâåêà ïðîÿâ-
ëÿåòñÿ ñàìûìè ðàçëè÷íûìè ìàíåðàìè ïåíèÿ â ñàìûõ ðàçíîîáðàçíûõ
ëàäîâûõ ñèñòåìàõ, òî ýòî çíà÷èò, ÷òî íè îäíó èç ýòèõ ìàíåð ïåíèÿ, íè
îäíó ëàäîâóþ ñèñòåìó íåëüçÿ îïðåäåëèòü êàê ïðèñóùóþ ÷åëîâåêó
âèäîâóþ ôîðìó äåÿòåëüíîñòè ãîëîñà. Ïîýòîìó ïðè÷èíó âîçíèêíîâå-
íèÿ ïåíèÿ ñëåäó åò èñêàòü íå â áèîëîãè÷åñêèõ è ôèçèîëîãè÷åñêèõ
ïðåäïîñûëêàõ è ïåðâîèñòîêàõ, à â çàêîíîìåðíîñòÿõ ñîöèàëüíî îáó ñ-
ëîâëåííîé äåÿòåëüíîñòè.

Íàëè÷èå ñëóõà, ãîëîñà, çðåíèÿ è ò. ä. íå ÿâëÿåòñÿ èñêëþ÷èòåëü-
íîé îñîáåííîñòüþ ÷åëîâå÷åñêîãî îðãàíèçìà – âñ¸ ýòî åñòü è ó æèâîò-
íûõ. Îäíàêî êîðåííîå îòëè÷èå ÷åëîâåêà îò æèâîòíîãî ñîñòîèò â òîì,
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÷òî æèâîòíîå íå ñîçäà¸ò ÷åãî-ëèáî ïîäîáíîãî òîìó ïðåäìåòíîìó ìèðó ,
êîòîðûé ñîçäàë ÷åëîâåê, è ïîýòîìó âçàèìîäåéñòâó åò èñêëþ÷èòåëüíî
ñ îáúåêòàìè, âîçíèêíîâåíèå êîòîðûõ íå çàâèñèò îò åãî äåÿòåëüíîñ-
òè. Â òî æå âðåìÿ ÷åëîâåê âñòóïàåò â êîíòàêò íå òîëüêî è äàæå íå
ñòîëüêî ñ ïðèðîäíûìè îáúåêòàìè, ñêîëüêî ñ ïðåäìåòíûì ìèðîì,
ñîçäàííûì ñàìèì ÷åëîâå÷åñêèì ñîîáùåñòâîì. Â ñîîòâåòñòâèè ñ ýòèì
ïîëó÷åííûå îò ïðèðîäû âîçìîæíîñòè âîñïðèÿòèÿ è äåÿòåëüíîñòè
îðãàíèçìà ïðèîáðåòàþò ñîöèàëüíî è êóëü òóðíî îáó ñëîâëåííûå ôîð-
ìû, êîòîðûå âûçâàíû íåîáõîäèìîñòüþ ðåçóëü òàòèâíîãî èñïîëüçîâà-
íèÿ â ïîâñåäíåâíîé æèçíè ñîçäàííîãî ïðåäìåòíîãî ìèðà. Ïîýòîìó
ñòàíîâëåíèå ÷åëîâå÷åñêè âèäÿùåãî ãëàçà, ÷åëîâå÷åñêè ñëûøàùåãî
óõà, òàêæå êàê è ïðåâðàùåíèå äàííîãî ïðèðîäîé ãîëîñîâîãî ñèãíàëà
â ñîöèàëüíî è êóëü òóðíî îáó ñëîâëåííóþ äåÿòåëüíîñòü ÷åëîâå÷åñêîãî
ãîëîñà – âñ¸ ýòî íåðàçðûâíî ñâÿçàíî ñ âîçíèêíîâåíèåì è ñòàíîâëå-
íèåì ïðåäìåòíîãî ìèðà ÷åëîâåêà.

Â îðãàíèçìå ÷åëîâåêà ïðèðîäîé íå çàëîæåíî ñîöèàëüíî çíà÷è-
ìîå ôóíêöèîíèðîâàíèå äâèãàòåëüíûõ ëèáî âîñïðèíèìàþùèõ îðãà-
íîâ. Ñòàíîâëåíèå òàêîãî ñîöèàëüíî çíà÷èìîãî ÿâëåíèÿ êàê ïåíèå íå
èìååò âîîáùå íèêàêîãî îòíîøåíèÿ ê áèîëîãè÷åñêè íåîáõîäèìûì
ôîðìàì ðåàêöèè îðãàíèçìà íà îêðóæàþùåå.

Ïåíèå ÷åëîâåêà îòíþäü íå âûòåêàåò èç ôèçèîëîãî-àíàòîìè-
÷åñêîãî ñòðîåíèÿ åãî ãîðòàíè. Ó ÷åëîâåêà íåò êàêîãî-ëèáî îòäåëüíîãî
îðãàíà, ñïåöèàëüíî ïðåäíàçíà÷åííîãî äëÿ ïåíèÿ, è ïåâ÷åñêèé ïðîöåññ îáåñ-
ïå÷èâàåòñÿ ñîâìåñòíîé ðàáîòîé îðãàíîâ è ñèñòåì, áèîëîãè÷åñêè ïðåä-
íàçíà÷åííûõ äëÿ âûïîëíåíèÿ òàêèõ æèçíåííî íåîáõîäèìûõ ôóíêöèé, êàê
äûõàíèå, ïðè¸ì è ïåðåðàáîòêà ïèùè, äâèãàòåëüíàÿ àêòèâíîñòü è ò. ä.,
ïðè÷¸ì â ïåíèè âñå ýòè îðãàíû è ñèñòåìû ñòàíîâÿòñÿ ôóíêöèîíàëüíî
âçàèìîçàâèñèìûìè ÷àñòÿìè îäíîãî öåëîãî – ïåâ÷åñêîãî èíñòðóìåíòà,
ðàáîòàþùåãî êàê åäèíàÿ ôóíêöèîíàëüíàÿ ñèñòåìà (Þøìàíîâ 2007: 14).
Òîãî æå ìíåíèÿ ïðèäåðæèâàåòñÿ Ðà óëü Þññîí ( Raoul Husson), êîòî-
ðûé ïèøåò: Â ïåðâóþ î÷åðåäü îòìåòèì, ÷òî íå ñóùåñòâóåò îðãàíîâ,
êîòîðûå â ñòðîãîì ñìûñëå ìîæíî áûëî áû íàçûâàòü îðãàíàìè ôîíàöèè.
Åñëè ó ÷åëîâåêà ñóùåñòâóåò ñïåöèàëüíûé îðãàí çðåíèÿ, ïðåäíàçíà÷åí-
íûé òîëüêî äëÿ çðåíèÿ, åñëè â óõå èìååòñÿ ñëîæíîå àíàòîìè÷åñêîå óñò-
ðîéñòâî, ïðåäíàçíà÷åííîå òîëüêî äëÿ ñëóõà, òî íåò íè÷åãî, ñîçäàííîãî
ñïåöèàëüíî äëÿ ãîëîñîîáðàçîâàíèÿ. Âñå îðãàíû, ó÷àñòâóþùèå â ôîíàöèè,
ïðåäíàçíà÷åíû äëÿ ïåðâîî÷åðåäíûõ è áîëåå âàæíûõ ôóíêöèé ÷åëîâå÷åñ-
êîãî îðãàíèçìà: ôîíàöèè îíè ñëóæàò êàê áû ñëó÷àéíî è âûïîëíÿþò
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äî ïîëíèòåëüíóþ, âòîðè÷íóþ ôóíêöèþ. [..] Ñîâîêóïíîñòü òàê íàçûâàå-
ìûõ çâóêîîáðàçóþùèõ îðãàíîâ: ë¸ãêèå, ãîðòàíü, íàäãîðòàííûå ïîëîñòè –
íå ïðåäñòàâëÿåò, òàêèì îáðàçîì, îðãàíà ÷óâñòâåííîãî èëè äâèãàòåëü-
íîãî, ïðèñïîñîáëåííîãî ñïåöèàëüíî äëÿ çâóêîîáðàçîâàíèÿ, à ëèøü ÿâëÿåòñÿ
÷óâñòâåííî-äâèãàòåëüíîé àññîöèàöèåé, èñïîëüçóåìîé ïðè íåîáõîäèìîñ-
òè äëÿ öåëåé çâóêîîáðàçîâàíèÿ, è âñ¸ ýòî áëàãîäàðÿ íåðâíûì ñâÿçÿì, äî-
ïîëíÿþùèì îñíîâíóþ àíàòîìè÷åñêóþ ñòðóêòóðó  (Þññîí 1974: 214–215) .
Èìåííî ýòè íåðâíûå ñâÿçè, äîïîëíÿþùèå îñíîâíóþ àíàòîìè÷åñêóþ
ñòðóêòóðó è ÿâëÿþùèåñÿ ïî îòíîøåíèþ ê ìîðôîëîãèè òåëà ÷åëîâå-
êà ÷èñòî âíåøíèìè ó ñëîâíîñòÿìè, è ñîçäàþò îòëè÷èå ìåæäó ïåíèåì
÷åëîâåêà è ìóçûêîïîäîáíûìè ïðîÿâëåíèÿìè äåÿòåëüíîñòè ãîëîñà
æèâîòíûõ. Âîò ÷òî ïèøåò îá ýòîì îòëè÷èè Âèêòîð Þøìàíîâ: Â îò-
ëè÷èå îò “ïîþùèõ” ïòèö è æèâîòíûõ, àðòèñò ïî¸ò è ðàáîòàåò íàä
òåõíèêîé ïåâ÷åñêîãî ãîëîñîîáðàçîâàíèÿ íå òîãäà, êîãäà ó íåãî âîçíèêà-
åò íåïðåîäîëèìàÿ ôèçèîëîãè÷åñêàÿ ïîòðåáíîñòü â ïåíèè, à òîãäà, êîã-
äà ñ÷èòàåò ýòî íóæíûì, è äåëàåò ýòî òàê, êàê ïî åãî ïðåäñòàâëåíèÿì
è ïîíèìàíèþ ýòî íàäî äåëàòü (Þøìàíîâ 2007: 12).

Ôîðìèðîâàíèå â ÷åëîâå÷åñêîì ìîçãó íåéðîäèíàìè÷åñêèõ ñòðóê-
òóð, äåòåðìèíèðîâàííûõ ñîöèàëüíûìè ó ñëîâèÿìè æèçíåäåÿòåëüíî-
ñòè è îáùåñòâåííî çíà÷èìûìè ðåçóëü òàòàìè êîëëåêòèâíîãî òðóäà â
ôîðìå ïðåäìåòíîãî ìèðà, è îïðåäåëÿåò âîçíèêíîâåíèå ñïåöèôè÷åñ-
êèõ ñïîñîáíîñòåé, îòëè÷àþùèõ ÷åëîâåêà îò æèâîòíîãî. Ýòî îòíîñèòñÿ
êî âñåì ôîðìàì ïðîÿâëåíèÿ ÷åëîâå÷åñêîé äåÿòåëüíîñòè, â òîì ÷èñëå
è ê ïåíèþ. Ã îëîñ ïðèîáðåòàåò ñïåöèôè÷åñêè ÷åëîâå÷åñêîå, íàäáèî-
ëîãè÷åñêîå çíà÷åíèå, îòëè÷àþùåå åãî îò ãîëîñà æèâîòíîãî ëèøü ïî-
ñòîëüêó, ïîñêîëüêó îí ñâÿçàí ñ ðåçóëü òàòàìè êîëëåêòèâíîé àêòèâíîñòè
÷åëîâåêà ïî ïðåîáðàçîâàíèþ îêðóæàþùåãî ìèðà, ïîñêîëüêó î ò ð à -
æ à å ò  è  à á ñ ò ð à ã è ð óåò ïðèñóùèì åìó ñïîñîáîì ýòó òâîð÷åñêè-
ïðåîáðàçóþùóþ äåÿòåëüíîñòü. Âíå ñîçèäàòåëüíîé îáùåñòâåííîé
àêòèâíîñòè è âíå ïðåäìåòíîãî ìèðà, ñîçäàííîãî ýòîé àêòèâíîñòüþ,
ãîëîñ ÷åëîâåêà íå ìîæåò ïðèîáðåñòè êà÷åñòâ, îòëè÷àþùèõ åãî äåÿ-
òåëüíîñòü îò áèîëîãè÷åñêè îáó ñëîâëåííîãî ãîëîñîâîãî ñèãíàëà æè-
âîòíîãî.

Èòàê, â ñâåòå âûøåèçëîæåííîãî ãëàâíûé âîïðîñ íàøåé òåìû
ìîæíî ñôîðìóëèðîâàòü òàê: êàêèì èìåííî îáðàçîì ïðîèñõîäèò ïðè-
âíåñåíèå íàäáèîëîãè÷åñêîãî ñîöèàëüíîãî ñîäåðæàíèÿ â èíòîíàöè-
îííóþ äåÿòåëüíîñòü ÷åëîâå÷åñêîãî ãîëîñà?
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Ãîëîñ è ñëóõ

Çâóêîîáðàçóþùàÿ ôóíêöèÿ ãîðòàíè, ïðèîáðåò¸ííàÿ íà îïðåäå-
ë¸ííîì ýòàïå ðàçâèòèÿ æèâûõ îðãàíèçìîâ è äîáàâëåííàÿ ê âîñïðè-
íèìàþùåìó ñëóõîâîìó àïïàðàòó , äåëàåò çâóêîâîé êîíòàêò ñ âíåøíèì
ìèðîì äâó ñòîðîííèì: ñëóõ ÿâëÿåòñÿ ïðè¸ìíèêîì, à ãîëîñ – ïåðåäàò-
÷èêîì çâóêîâûõ ñèãíàëîâ. Ïåðâîíà÷àëüíîé è ãëàâíîé ôóíêöèåé ãî-
ëîñà åñòü âûðàæåíèå ýìîöèîíàëüíîãî ñîñòîÿíèÿ ïåðåäàþùåãî
ñóáúåêòà â ñâÿçè ñ òåì èëè èíûì ñîáûòèåì (ôàêòîì, îáúåêòîì), à çà-
îäíî è ïåðåäà÷à èíôîðìàöèè î ñàìîì ñîáûòèè (ôàêòå, îáúåêòå), ïðå-
ëîìë¸ííîì ÷åðåç âîñïðèÿòèå ïåðåäàþùåãî.

Îäíàêî äëÿ òîãî, ÷òîáû ñôîðìèðîâàòü ñèãíàë â âèäå îïðåäåë¸í-
íîãî çâó÷àíèÿ ãîëîñà, íåîáõîäèìà öåëåâàÿ ó ñòàíîâêà è êîíòðîëü,
êîòîðûå îñóùåñòâëÿþòñÿ öåíòðàëüíîé íåðâíîé ñèñòåìîé. Âñå ìûø-
öû ãîðòàíè ïîïåðå÷íî-ïîëîñàòûå (ñêåëåòíûå) è ôóíêöèîíàëüíî íàõî-
äÿòñÿ ïîä êîíòðîëåì ñîçíàíèÿ ÷åëîâåêà  (Êðàåâ 1978: 393). Îíè îêàçû-
âàþò ðåãóëèðóþùåå âëèÿíèå íà íàïðÿæåíèå ãîëîñîâûõ ñâÿçîê è øèðèíó
ãîëîñîâîé ùåëè, ÷òî ñîçäà¸ò îïðåäåë¸ííóþ èíòîíàöèþ è íþàíñû çâóêîâ
(Êðàåâ 1978: 398).

Íå âûçûâàåò ñîìíåíèÿ, ÷òî âàæíåéøóþ ðîëü â ñîçäàíèè öåëå-
âîé óñòàíîâêè è â îñóùåñòâëåíèè êîíòðîëÿ íàä äåÿòåëüíîñòüþ ãîëîñà
èãðàåò ñëóõ: [..] ôèëîãåíåòè÷åñêè ðàçâèòèå çâóêîîáðàçóþùåé ôóíêöèè–
âî âñÿêîì ñëó÷àå ó âûñøèõ ìëåêîïèòàþùèõ – ïðîèñõîäèëî ïîä êîíòðî-
ëåì ñëóõà. Îòñþäà íàëè÷èå îïðåäåë¸ííûõ ñâÿçåé, îñîáåííî òåñíûõ ó ÷åëî-
âåêà, ìåæäó ôèçèîëîãèåé ñîáñòâåííî ãîðòàííîãî âèáðàòîðà è ôèçèîëî-
ãèåé âíóòðåííåãî óõà. [..] óõóäøåíèå ñëóõîâîãî âîñïðèÿòèÿ êàêèõ-ëèáî
çâóêîâûõ ÷àñòîò îòðàæàåòñÿ íà êîëåáàíèÿõ ãîëîñîâûõ ñâÿçîê, à â íå-
êîòîðûõ ïàòîëîãè÷åñêèõ ñëó÷àÿõ ïðèâîäèò ê ïîëíîìó èñ÷åçíîâåíèþ êî-
ëåáàíèé íà ýòèõ ÷àñòîòàõ (Þññîí 1974: 217). Çàâèñèìîñòü ãîëîñîâîé
äåÿòåëüíîñòè îò ñëóõà ïðîÿâëÿåòñÿ òàêæå è â òîì, ÷òî âðîæä¸ííàÿ
ãëóõîòà âëå÷¸ò çà ñîáîé íåìîòó. Óòðàòà ñïîñîáíîñòè ãîâîðèòü íàáëþ-
äàåòñÿ è â òîì ñëó÷àå, êîãäà ãëóõîòà âîçíèêàåò â ðàííåì äåòñòâå, òî
åñòü â ïåðèîä íàèáîëåå áëàãîïðèÿòíûé äëÿ îâëàäåíèÿ ðàçãîâîðíûìè
íàâûêàìè. Â ýòîì ñëó÷àå íà ó÷èòü ÷åëîâåêà ãîâîðèòü ìîæíî òîëüêî ñ
ïîìîùüþ ñïåöèàëüíîé ìåòîäèêè. Åñëè æå ÷åëîâåê ïîòåðÿë ñëóõ óæå
ïîñëå òîãî, êàê íà ó÷èëñÿ ãîâîðèòü è ïåòü, òî îí ìîæåò â òîé èëè èíîé
ñòåïåíè ñîõðàíèòü ðå÷ü è ïåíèå, ðóêîâîäñòâó ÿñü óæå ñôîðìèðîâàí-
íûìè âíóòðåííèìè îùóùåíèÿìè.
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Ãîëîñ è îêðóæàþùàÿ ñðåäà

Îäíàêî õàðàêòåð çâóêîïðîÿâëåíèé ãîëîñà çàâèñèò íå òîëüêî îò
íàëè÷èÿ è âîçìîæíîñòåé ñëóõà, íî òàêæå è îò çâóêîâûõ õàðàêòåðèñ-
òèê îêðóæàþùåé ñðåäû, âîçäåéñòâóþùåé íà ñëóõ. Èíûìè ñëîâàìè,
âàæíî íå òîëüêî òî, êàê ñëûøèò óõî, íî è òî, ÷òî èìåííî îíî ñëû-
øèò, êàêèå çâóêè ïðåäîñòàâëÿåò åìó äëÿ âîñïðèÿòèÿ âíåøíèé ìèð.

Çàâèñèìîñòü çâóêîïðîÿâëåíèé ãîëîñà îò ñëóõà è îò çâóêîâûõ õà-
ðàêòåðèñòèê âíåøíåãî ìèðà ïîäòâåðæäàåòñÿ òàêæå îïûòàìè Àëüô-
ðåäà Òîìàòèñà ( Alfred Tomatis), êîòîðûå ïîäðîáíî îïèñûâàåò Ðà óëü
Þññîí â ñâîåé êíèãå Ïåâ÷åñêèé ãîëîñ. Ââèäó âàæíîñòè ðåçóëüòàòîâ
ýòèõ îïûòîâ äëÿ ïðîáëåìàòèêè äàííîé ðàáîòû ïðèâåäó èõ îïèñàíèå
áîëåå ïîäðîáíî. Â 1954 ãîäó ñ Òîìàòèñîì íàìè áûë ïîñòàâëåí ñëåäóþ-
ùèé îïûò: ïåâåö, ïåâøèé ïåðåä ìèêðîôîíîì, ñíîâà ïîëó÷àë ñâîé ãîëîñ,
íî íå èç âíåøíåãî ïðîñòðàíñòâà, à ÷åðåç ãîëîâíûå òåëåôîíû. Èç ìèêðî-
ôîíà ïåðâîíà÷àëüíûå çâóêîâûå êîëåáàíèÿ ïðîõîäèëè ÷åðåç óñèëèòåëü,
ñíàáæ¸ííûé ñèñòåìîé ïîëîñîâûõ ôèëüòðîâ, ïîçâîëÿâøèõ èçìåíÿòü èí-
òåíñèâíîñòü ãàðìîíèê ïåðâîíà÷àëüíîãî ñïåêòðà ïåâ÷åñêîãî çâóêà, ïî-
ñòóïàâøåãî â ìèêðîôîí. Ò àêèì îáðàçîì ýêñïåðèìåíòàòîðû ìîãëè âîç-
äåéñòâîâàòü íà ñëóõ ïåâöà òåìáðîì, èçìåí¸ííûì ïî èõ ïðîèçâîëó . Ïðè
íåêîòîðûõ èçìåíåíèÿõ ñïåêòðà áûëî îáíàðóæåíî, ÷òî ïåâåö, íåçàâèñè-
ìî îò  ñâîåãî æåëàíèÿ, èçìåíÿåò êà÷åñòâî çâóêîîáðàçîâàíèÿ. [..] ïåâåö
ñîçäà¸ò ñïåêòð Õ, êîòîðûé òðàíñôîðìèðóåòñÿ ôèëüòðàìè â ñïåêòð Õ 1;
ïîñëåäíèé âîçáóæäàåò ñëóõîâûå çîíû êîðû, çàõâàòûâàåò çîíû èíòåã-
ðàöèè, ãäå ôîðìèðóåòñÿ âîêàëüíî-òåëåñíàÿ ñõåìà ïåâöà, è îíà â ñîîò-
âåòñòâèè ñ óñòàíîâèâøèìèñÿ îáðàòíûìè ñâÿçÿìè ïåðåõîäèò â ñõåìó Õ 1

ñ ïåðåñòðîéêîé óñòàíîâîê ãîëîñîâîãî àïïàðàòà, ïðèñïîñîáëÿÿ åãî ê ñî-
çäàíèþ íîâîãî ñïåêòðà Õ 1 (Þññîí 1974: 118–120). Â 1957 ãîäó Òîìàòèñ
[..]  óñòàíàâëèâàåò ïðÿìóþ çàâèñèìîñòü ìåæäó ÷àñòîòîé, ïîäàâëåííîé
(åñòåñòâåííî èëè èñêóññòâåííî) è íå äîñòèãàþùåé ñëóõà ïîþùåãî, è
ïîëîñîé ÷àñòîò, êîòîðàÿ  à â ò î ì à ò è ÷ å ñ ê è  ï î ä à â ë ÿ å ò ñ ÿ  â ãîëîñå
ïåâöà. Ýòè ïîëîñû, âèäèìî, âñåãäà òîæäåñòâåííû. Ïîëó÷åííûé ðåçóëü-
òàò ìîæåò áûòü òàê êðàòêî ñôîðìóëèðîâàí: “Ã îëîñ ïåâöà ñîäåðæèò
òîëüêî òî, ÷òî âîñïðèíèìàåò åãî ñëóõ”. [..] ðåçóëüòàòû Òîìàòèñà óêà-
çàëè íà ñóùåñòâîâàíèå ôóíêöèîíàëüíîé ñâÿçè ìåæäó ÷óâñòâèòåëüíîñ-
òüþ óõà ê ðàçëè÷íûì ÷àñòîòàì è ïðèñóòñòâèåì â ãîëîñå ñîîòâåò-
ñòâóþùèõ èì îáåðòîíîâ  (Þññîí 1974: 209). Îäíàêî îïûòû Àëüôðåäà
Òîìàòèñà ïîäòâåðæäàþò åù¸ îäèí íå ìåíåå âàæíûé àñïåêò . Oíè óêà-
çûâàþò íà ñóùåñòâîâàíèå çàâèñèìîñòè ìåæäó íàëè÷èåì â îêðóæàþ-
ùåé ñðåäå îïðåäåë¸ííûõ ÷àñòîò è ïðèñóòñòâèåì â ãîëîñå ñîîòâåòñòâó-
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þùèõ èì îáåðòîíîâ: åñëè ñëóõ äàæå âîñïðèíèìàåò òåìáð Õ, íî ýòîò
òåìáð îòñóòñòâóåò â îêðóæàþùåì ïðîñòðàíñòâå, òî íèêàêîãî âîçäåé-
ñòâèÿ íà ãîëîñ áûòü íå ìîæåò . Òàêèì îáðàçîì, ñëóõîâûå öåíòðû êîðû
ãîëîâíîãî ìîçãà, ñâÿçàííûå ÷åðåç ñëóõ ñ âíåøíèì ìèðîì è ïîäâåðãà-
åìûå âîçäåéñòâèþ âíåøíåãî ìèðà, âëèÿþò íà ôîðìèðîâàíèå çâó÷à-
íèÿ ãîëîñà îïðåäåë¸ííîãî êà÷åñòâà.

Ãîëîñ è ïðåäìåòíî-ñëóõîâàÿ ñõåìà

Èòàê, êîíêðåòíîå çâó÷àíèå ÷åëîâå÷åñêîãî ãîëîñà äåòåðìèíèðî-
âàíî ñëóõîâûì âîñïðèÿòèåì ÷åðåç îñîçíàííîå èëè íåîñîçíàííîå ñî-
ãëàñîâàíèå äåÿòåëüíîñòè ãîëîñîâîãî àïïàðàòà ñî ñëóõîâûìè îùóùå-
íèÿìè. Îäíàêî ýòî ñîãëàñîâàíèå, êàê è ñàìè ñëóõîâûå îùóùåíèÿ,
íîñèò õàðàêòåð íå õàîòè÷íîãî, íî îïðåäåë¸ííûì îáðàçîì îðãàíèçî-
âàííîãî ïðîöåññà. Ñëóõîâûå îùóùåíèÿ, âîçíèêàþùèå ïðè êîíòàêòå
ñ îêðóæàþùèì ìèðîì, ñîçäàþò òî, ÷òî ìîæíî íàçâàòü ñëóõîâîé ñõå-
ìîé âîñïðèÿòèÿ îêðóæàþùåãî ìèðà. Ýòà ñõåìà ïðåäñòàâëÿåò ñîáîé:
1) îòðàæåíèå â ñîçíàíèè ñîâîêóïíîñòè çâóêîâûõ ïðîÿâëåíèé îê-

ðóæàþùåé ñðåäû,
2) ñèñòåìó âçàèìîñâÿçåé ìåæäó çâóêîâûìè ñèãíàëàìè è èñòî÷íè-

êàìè ýòèõ ñèãíàëîâ.
Åñëè ñëóõîâîå âîñïðèÿòèå íàïðàâëåíî íà êîíòàêò ñî çâóêàìè

îáúåêòîâ è ÿâëåíèé, êîòîðûå äàíû ïðèðîäîé, êàê ýòî ïðîèñõîäèò ó
æèâîòíûõ, òî äåÿòåëüíîñòü ãîëîñîâûõ ñâÿçîê îïðåäåëÿåòñÿ ïðèñóùåé
äàííîìó âèäó áèîëîãè÷åñêè îáó ñëîâëåííîé ñõåìîé ñëóõîâîãî âîñïðè-
ÿòèÿ îêðóæàþùåãî ìèðà. Åñëè æå ñëóõ íàïðàâëåí íà êîíòàêò ñî çâóêî-
âûìè ïðîÿâëåíèÿìè ïðåäìåòîâ, òî åñòü îáúåêòîâ, ñîçäàííûõ òðóäîâîé
àêòèâíîñòüþ ÷åëîâå÷åñêîãî ñîîáùåñòâà, òî äåÿòåëüíîñòü ãîëîñîâûõ
ñâÿçîê îïðåäåëÿåòñÿ è íàïðàâëÿåòñÿ ñëóõîâîé ñõåìîé, êîòîðóþ ìîæ-
íî íàçâàòü ïðåäìåòíî-ñëóõîâîé  ñõåìîé. Ïðåäìåòíî-ñëóõîâàÿ ñõåìà
èìååò ñîöèàëüíóþ îáó ñëîâëåííîñòü è çàêðåïëÿåòñÿ áëàãîäàðÿ íåðâ-
íûì ñâÿçÿì, äîïîëíÿþùèì áèîëîãè÷åñêóþ ñòðóêòóðó îðãàíèçìà. Íà-
ëè÷èå òàêîé ñîöèàëüíî îáó ñëîâëåííîé ïðåäìåòíî-ñëóõîâîé ñõåìû è
åñòü ïðè÷èíà òîãî, ÷òî ìó ñêóëüíàÿ ñèñòåìà ãîðòàíè ñîáàêè è îáåçüÿíû
èäåíòè÷íà ÷åëîâå÷åñêîé, îäíàêî îíè íå ãîâîðÿò, íå ìîäóëèðóþò, íå ïîþò.
×åëîâåê æå ñïîñîáåí ïðîèçâîäèòü ñâîåé ãîðòàíüþ òîëüêî øóì; ïî¸ò îí
è ãîâîðèò òîëüêî ïîñðåäñòâîì ñâîåãî ìîçãà (Þññîí 1974: 215).

 Ñëåäîâàòåëüíî, ñëóõ, îïðåäåëÿÿ íàëè÷èå è êîíôèãóðàöèþ ïðåä-
ìåòíî-ñëóõîâîé ñõåìû, èãðàåò âàæíåéøóþ ðîëü â ôîðìèðîâàíèè ñà-
ìîé öåëåâîé ó ñòàíîâêè ïðîöåññà ïåíèÿ.
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Ïðåäìåòíî-ñëóõîâàÿ ñõåìà è
çâó÷àùèå ïðåäìåòû – èíñòðóìåíòû

Êàê óæå óïîìèíàëîñü âûøå, â ïðîöåññå âîçäåéñòâèÿ âíåøíåãî
ìèðà íà ñëóõ (à ÷åðåç íåãî è íà ãîëîñ) ãëàâíîå çíà÷åíèå äëÿ ÷åëîâåêà
êàê ñóùåñòâà ñîöèàëüíîãî èìåþò íå ñòîëüêî äàííûå ïðèðîäîé îáúåê-
òû è ÿâëåíèÿ, ñêîëüêî ïðåäìåòíûé ìèð, ñîçäàííûé ÷åëîâå÷åñêèì
ñîîáùåñòâîì è èñïîëüçó åìûé â ôîðìàõ îáùåñòâåííî-çíà÷èìîãî ôóí-
êöèîíèðîâàíèÿ. Íî îñîáîå çíà÷åíèå ïðèîáðåòàþò ïðåäìåòû, çâó÷à-
íèå êîòîðûõ ÷åëîâåê íàäåëÿåò îñîáûì ñòàòó ñîì – ñòàòóñîì ìóçûêàëü-
íîãî çâóêà, è êîòîðûå ñïåöèàëüíî ñîçäàþòñÿ ñ öåëüþ äàëüíåéøåãî
âîñïðèÿòèÿ èõ çâóêîîáðàçóþùèõ ñâîéñòâ, òî åñòü – ìóçûêàëüíûå
èíñòðóìåíòû.

Ïðîöåññ ñ î ö è à ë ü í î ã î êîäèðîâàíèÿ ôîðì ÷åëîâå÷åñêîé äåÿ-
òåëüíîñòè, â òîì ÷èñëå ôîðì èíòîíàöèîííîé àêòèâíîñòè ãîëîñà, ïðî-
èñõîäèò â ðåçóëüòàòå âçàèìîäåéñòâèÿ ñ ïðåäìåòàìè è ÿâëåíèÿìè, ïî-
ðîæä¸ííûìè ñ î ö è à ë ü í î é àêòèâíîñòüþ ÷åëîâåêà. Ïîýòîìó ìóçû-
êàëüíûé ñëóõ è ïîþùèé ãîëîñ, áóäó÷è ñðåäñòâîì ìóçèöèðîâàíèÿ è
ÿâëÿÿñü ñîöèàëüíî çíà÷èìîé ôîðìîé äåÿòåëüíîñòè, ñàìè ïðåäñòàâ-
ëÿþò ðåçóëüòàò âçàèìîäåéñòâèÿ ÷åëîâåêà ñî çâó÷àùèìè ïðåäìåòàìè,
âîâëå÷¸ííûìè â ïðîöåññ îáùåñòâåííî çíà÷èìîãî ôóíêöèîíèðîâà-
íèÿ. Âíå òàêîãî âçàèìîäåéñòâèÿ èíòîíàöèîííàÿ äåÿòåëüíîñòü ãîëî-
ñà íîñèò íå ñîöèàëüíî è êóëü òóðíî, à áèîëîãè÷åñêè îáó ñëîâëåííûé
õàðàêòåð.

Ñîçäàâàåìûé çâó÷àíèåì êîíêðåòíûõ èíñòðóìåíòîâ (íàáîð êî-
òîðûõ ðàçëè÷åí â ðàçíûõ ñòðàíàõ è êóëüòóðàõ) ñïåêòð ÷àñòîò âîçäåé-
ñòâóåò íà ñëóõ ÷åëîâåêà è îáðàçóåò õàðàêòåðíóþ êîíôèãóðàöèþ ïðåä-
ìåòíî-ñëóõîâîé ñõåìû, ÷òî, â êîíå÷íîì ñ÷¸òå, îïðåäåëÿåò çâó÷àíèå
ïîþùåãî ãîëîñà è îñîáåííîñòè âîêàëüíîé èíòîíàöèè. Ýòîò ïðîöåññ,
èíèöèèðó åìûé âîçäåéñòâèåì êîíêðåòíîãî ìóçûêàëüíîãî èíñòðóìåí-
òàðèÿ, êàê ïîêàçûâàþò îïûòû Àëüôðåäà Ò îìàòèñà, íå ôèêñèðó åòñÿ è
íå îñîçíà¸òñÿ ÷åëîâåêîì.

Îäíàêî â èñòîðèè ìóçûêè âñòðå÷àþòñÿ ñëó÷àè ñîçíàòåëüíîãî ïîä-
ðàæàíèÿ çâó÷àíèþ èíñòðóìåíòîâ. Îäíèì èç ïðèìåðîâ òàêîãî ñîçíà-
òåëüíîãî ïîäðàæàíèÿ ìîæåò ñëóæèòü ìàíåðà äæàçîâîãî ïåíèÿ, íàçû-
âàåìàÿ ñêýò. Â ñïðàâî÷íîé ëèòåðàòóðå ìîæíî ïðî÷èòàòü ñëåäóþùåå:
Ñêýò (scat) – ñïåöèôè÷åñêèé èìïðîâèçàöèîííûé ñïîñîá äæàçîâîãî ïå-
íèÿ, ïðè êîòîðîì èñïîëüçóþòñÿ îòäåëüíûå ôðàçû, ñëîâà è çâóêîñî÷åòà-
íèÿ, íå èìåþùèå êàêîãî-ëèáî îïðåäåë¸ííîãî ñìûñëà. Ò åõíèêà ñ. ïåíèÿ
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âåä¸ò ñâî¸ íà÷àëî èç íåãðèòÿíñêîé âîêàëüíîé ìóçûêè. Â äæàçå ñ. óïîò-
ðåáëÿåòñÿ êàê èìèòàöèÿ èíñòðóìåíòàëüíîãî èñïîëíåíèÿ è âïåðâûå ïðè-
ìåí¸í Ëóèñîì Àðìñòðîíãîì â 1926 ã.  (Ñèìîíåíêî 1981: 72–73). Èñïîë-
íèòåëè, ïîþùèå â ìàíåðå ñêýò , ñîâåðøåííî ñîçíàòåëüíî ïîäðàæàþò
èìïðîâèçàöèÿì äóõîâûõ èíñòðóìåíòîâ. Èçâåñòíû âûñêàçûâàíèÿ
âûäàþùåéñÿ äæàçîâîé ïåâèöû Ýëëû Ôèòöäæåðàëüä ( Ella Fitzgerald)
î ñîçíàòåëüíîé ó ñòàíîâêå íà çâó÷àíèå èìïðîâèçàöèé äóõîâûõ èíñò-
ðóìåíòîâ âî âðåìÿ ïåíèÿ ñêýò . Àâñòðèéñêî-íåìåöêèé êîìïîçèòîð
Àíäðý Àçðèë (Andre Asriel) â ñâîåé ðàáîòå, ïîñâÿù¸ííîé äæàçó , îáî-
çíà÷àåò òàêîé âèä ïåíèÿ òåðìèíîì Instrumentalgesang (Asriel 1985: 386).

Ðå÷ü è ïåíèå – âèäû ãîëîñîâîé äåÿòåëüíîñòè

Íà ñàìûõ ðàííèõ ýòàïàõ ðàçâèòèÿ ÷åëîâåêà åãî ãîëîñîâîé ñèãíàë ,
ïîäîáíî ãîëîñîâîìó ñèãíàëó æèâîòíûõ, ñîäåðæàë â ñèíêðåòè÷åñêîé
ôîðìå êàê ñàìó èíôîðìàöèþ î âíåøíåì ìèðå, òàê è îòíîøåíèå ê
ïåðåäàâàåìîé èíôîðìàöèè. Âîò ÷òî ïèøåò îá ýòîì Ìèðîí Õàðëàï:
Ïî ìåðå òîãî êàê ìû óãëóáëÿåìñÿ â ðàííèå ñòàäèè ðàçâèòèÿ ìóçûêè,
îáíàðóæèâàåòñÿ âñ¸ áîëåå òåñíàÿ ñâÿçü å¸ ñ ðå÷üþ. [..]  Íàáëþäåíèÿ íàä
äåòüìè ïîçâîëÿþò òàêæå ñîñòàâèòü ïðåäñòàâëåíèå î áîëåå ðàííèõ
ñòàäèÿõ, íà êîòîðûõ ñëîâ åù¸ íåò, è çà÷àòêè ðå÷è ìîãóò áûòü ïðèçíà-
íû ñ òåì æå ïðàâîì çà÷àòêàìè ïåíèÿ.

È òî, è äðóãîå êîðåíèòñÿ â âûðàçèòåëüíûõ äâèæåíèÿõ ãîëîñà, â èí-
òîíàöèÿõ, êîòîðûå ñâîéñòâåííû íå òîëüêî ÷åëîâåêó , íî è æèâîòíûì
(Õàðëàï 1972: 263–264).

 Ýòî íåðàçðûâíîå åäèíñòâî ïîíÿòèéíîãî è îáðàçíî-÷óâñòâåííîãî,
åäèíñòâî êîíñòàòàöèè ñîáûòèÿ èëè îáúåêòà è ýìîöèîíàëüíî-÷óâ-
ñòâåííîãî åãî âîñïðèÿòèÿ, ïðèñóùå íå òîëüêî ðàííåé æèâîòíîé ñòà-
äèè ðàçâèòèÿ ãîëîñîâîãî ñèãíàëà, íî åñòü âîîáùå åãî íåîòúåìëåìîå
ñâîéñòâî. Ñâÿçàíî ýòî, âèäèìî, ñ òåì, ÷òî îáúåêò èëè ôàêò ñóùåñòâó-
åò äëÿ ÷åëîâåêà (êàê è äëÿ ëþáîãî æèâîãî îðãàíèçìà) ëèøü â òîì ñëó-
÷àå, åñëè ÷åëîâåê êàê-òî îòíîñèòñÿ ê íåìó , ÷óâñòâóåò è îöåíèâàåò åãî.
Áåç îöåíî÷íî-çàèíòåðåñîâàííîãî îòíîøåíèÿ (íåâàæíî – ïîëîæè-
òåëüíîãî èëè îòðèöàòåëüíîãî) ê îáúåêòó (ôàêòó) îí äëÿ ÷åëîâåêà íå
ñóùåñòâóåò. Òàêèì îáðàçîì, ãîëîñîâîé ñèãíàë âñåãäà ïåðåäà¸ò èíôîð-
ìàöèþ íå òîëüêî â å¸ ÷èñòîì  âèäå, îáîçíà÷àÿ íàëè÷èå îáúåêòà èëè
ôàêòà, íî è â âèäå îöåíî÷íîãî îùóùåíèÿ äàííîãî îáúåêòà (ôàêòà).

Îäíàêî òî, ÷òî íà ðàííåé ñòàäèè ïðåäñòàâëÿëî ñîáîé íåðàñ÷ëå-
íèìîå åäèíñòâî, â äàëüíåéøåì ðàçâèòèè ðàçäåëèëîñü, è ðàçäåëåíèå



164

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – IV

ïðîÿâèëîñü â ñòàíîâëåíèè äâóõ âèäîâ äåÿòåëüíîñòè ãîëîñà – ðå÷è è
ïåíèÿ. Îáðàçíî-÷óâñòâåííûé (âûðàæàþùèé) è ÷èñòî èíôîðìàòèâ-
íûé (îáîçíà÷àþùèé) àñïåêòû ãîëîñîâîé äåÿòåëüíîñòè íàñòîëüêî
âçàèìîñâÿçàíû, ÷òî çà÷àñòóþ òðóäíî îïðåäåëèòü ãðàíèöó ìåæäó íèìè.
Âñïîìíèì, íàïðèìåð, îáðàçöû ïåâó÷åé ðå÷è ó ðÿäà ïëåì¸í è íàðîä-
íîñòåé, à ñ äðóãîé ñòîðîíû – õîðîøî íàì èçâåñòíûé ðå÷èòàòèâíûé
ñòèëü ïåíèÿ, èëè ïåíèå ãîâîðêîì , ëèáî ïîïóëÿðíóþ ñåé÷àñ ìàíåðó
ïåíèÿ ðýï (rap). Ïîýòîìó ïðàâèëüíåå áûëî áû ãîâîðèòü íå î ãðàíèöå,
à î ïðåîáëàäàíèè òîãî èëè èíîãî àñïåêòà. Âèäèìî, ïî ýòîé ïðè÷èíå
÷åëîâåê âîñïðèíèìàåò ðå÷ü è ïåíèå êàê ïåðåñåêàþùèåñÿ, âçàèìîäî-
ïîëíÿþùèå äðóã äðóãà è ïîäâåðæåííûå âçàèìîâëèÿíèþ ôîðìû ãîëî-
ñîâîé äåÿòåëüíîñòè, ìåæäó êîòîðûìè íåò ÷¸òêîé, ÿâíî âûðàæåííîé
ãðàíèöû. È ïî ýòîé æå ïðè÷èíå èíòîíàöèè ðå÷è ÷àñòî ðàññìàòðèâà-
þò êàê îñíîâó è èñòî÷íèê ïåñåííîé ìåëîäèêè: Ïåñåííàÿ ìåëîäèêà, ïî
ñóùåñòâó, íåîòäåëèìà îò ñëîâåñíîé ðå÷è , ïèøåò Ýäóàðä Àëåêñååâ
(Àëåêñååâ 1976: 23) è äàëåå óòî÷íÿåò: Èç âñïîìîãàòåëüíîãî ñðåäñòâà
âûðàçèòåëüíîñòè ðå÷åâàÿ èíòîíàöèÿ, ïåðåõîäÿ â ìóçûêàëüíóþ, ïðåâðà-
ùàåòñÿ â îñíîâíîé, ñîäåðæàòåëüíûé ôàêòîð, è ïðè ýòîì ñâÿçóþùèì
ìîìåíòîì, ïåðåíîñÿùèì ñîäåðæàòåëüíîñòü ðå÷åâîé èíòîíàöèè â ïåíèå,
ñëóæèò å¸ ðèòìè÷åñêàÿ ñòðóêòóðà (Àëåêñååâ 1976: 24). Ýòà òðàäèöè-
îííàÿ òî÷êà çðåíèÿ îáû÷íî ïðèíèìàåòñÿ áåç âîçðàæåíèé, îäíàêî îíà
ïðîòèâîðå÷èò ðàñïðîñòðàí¸ííîìó â ðàííèõ êóëü òóðàõ ÿâëåíèþ èñ-
ïîëüçîâàíèÿ òåêñòîâ ðàçëè÷íîãî ñîäåðæàíèÿ íà îäèí íàïåâ. Ïðè ýòîì
â óãîäó ñòðóêòóðå íàïåâà ñëîâà ìîãóò êîâåðêàòüñÿ äî íåóçíàâàåìîñòè,
è íåðåäêî ñëó÷àåòñÿ, ÷òî ñî÷èíèòåëü íîâîé ïåñíè ñíà÷àëà íà îáû÷íîì
ÿçûêå ïîÿñíÿåò ïóáëèêå è õîðó ñîäåðæàíèå ïåñíè (Áþõåð 1923: 257).
Ïîýòîìó èíòîíàöèîííî-ðèòìè÷åñêàÿ ñòðóêòóðà íàïåâà ïðåäñòàâëÿåò
ñîáîé áîëåå ó ñòîé÷èâîå, ñòàáèëüíîå îáðàçîâàíèå ïî ñðàâíåíèþ ñî
ñòðóêòóðîé ðå÷åâîé èíòîíàöèè. ×àñòî ìîæíî íàáëþäàòü ïîëíîå ïîä-
÷èíåíèå èíòîíàöèîííîé è ðèòìè÷åñêîé ñòðóêòóðû ðå÷è ñòðóêòóðå
íàïåâà.

Âèäû ãîëîñîâîé äåÿòåëüíîñòè è ïðåäìåòíûé ìèð

Òàêèì îáðàçîì, åñëè ðå÷ü – ýòî äåÿòåëüíîñòü ãîëîñà ñ ïðåèìó-
ùåñòâåííûì ïðåîáëàäàíèåì ïîíÿòèéíî-èíôîðìàòèâíîãî, îáîçíà÷à-
þùåãî àñïåêòà, òî â ïåíèè ïðåèìóùåñòâåííî ïðåîáëàäàåò âûðàæàþ-
ùåå îáðàçíî-÷óâñòâåííîå íà÷àëî. Ñàìî æå ðàçäåëåíèå äåÿòåëüíîñòè
ãîëîñà ìîãëî âîçíèêíóòü ëèøü òîãäà, êîãäà ôîðìû âîïëîùåíèÿ ÷å-
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ëîâå÷åñêîé äåÿòåëüíîñòè, à òàêæå, ñîîòâåòñòâåííî, îòðàæåíèå ýòèõ
ôîðì â ñîçíàíèè ÷åëîâåêà ðàçäåëèëèñü ïî ýòèì æå ïðèçíàêàì: íà
1) îáúåêòû, ïðåäíàçíà÷åííûå äëÿ ïðåîáëàäàþùåãî èíôîðìàòèâíî-

ïîíÿòèéíîãî àñïåêòà âîñïðèÿòèÿ,
2) îáúåêòû, ïðåäíàçíà÷åííûå äëÿ ïðåîáëàäàþùåãî îáðàçíî-÷óâ-

ñòâåííîãî âîñïðèÿòèÿ.
Êàê âîçíèêíîâåíèå ðå÷è ñâÿçàíî ñ âîçíèêíîâåíèåì ïðåäìåòíîãî

ìèðà, ñîçäàííîãî è èñïîëüçó åìîãî ÷åëîâåêîì â êàæäîäíåâíîé æèç-
íè, òàê è îñîçíàííîå ìàíèïóëèðîâàíèå èíòîíàöèÿìè ãîëîñà – òî åñòü
ïåíèå – âîçíèêàåò òîãäà, êîãäà âîçíèêàþò ïðåäìåòû, ñïåöèàëüíî
ïðåäíàçíà÷åííûå äëÿ îñîçíàííîãî ìàíèïóëèðîâàíèÿ èõ èíòîíàöè-
îííûìè âîçìîæíîñòÿìè çâóêîîáðàçîâàíèÿ è äàëüíåéøåãî ñîöèàëü-
íî çíà÷èìîãî âîñïðèÿòèÿ ýòîãî ìàíèïóëèðîâàíèÿ. Â ñîîòâåòñòâèè ñ
ýòèì ðàçëè÷èåì öåíòðàëüíàÿ íåðâíàÿ ñèñòåìà ÷åëîâåêà îïðåäåëÿåò
õàðàêòåð è ôîðìó óïðàâëåíèÿ ãîëîñîì. Â êîíå÷íîì ñ÷¸òå, èìåííî
äèôôåðåíöèàöèÿ ïðåäìåòíîãî ìèðà, ñîãëàñíî óïîìÿíóòûì âûøå
ïðèçíàêàì, ïðèâåëà ê âîçíèêíîâåíèþ äâóõ òèïîâ ãîëîñîâîé äåÿòåëü-
íîñòè – ðå÷è è ïåíèÿ, êàæäûé èç êîòîðûõ íàèëó÷øèì îáðàçîì îñó-
ùåñòâëÿåò âçàèìîäåéñòâèå è îðèåíòàöèþ ÷åëîâåêà â ñâÿçè ñ ñîîòâåò-
ñòâóþùåé ñîâîêóïíîñòüþ îáúåêòîâ è ÿâëåíèé.

Ðàçëè÷èå ìåæäó ðå÷üþ è ïåíèåì

Òàêîå ðàçëè÷èå âî âíåøíèõ îïðåäåëÿþùèõ ôàêòîðàõ ñòàíîâëå-
íèÿ ðå÷è è ïåíèÿ åñòü ïðè÷èíà òîãî, ÷òî ãîëîñ ðàçãîâîðíûé è ãîëîñ ïåâ-
÷åñêèé ÿâëÿþòñÿ äâóìÿ ñîâåðøåííî ðàçëè÷íûìè ñïîñîáàìè èñïîëüçîâàíèÿ
÷óâñòâåííî-äâèãàòåëüíîé çâóêîîáðàçóþùåé àññîöèàöèè, êàê ïàðàäîê-
ñàëüíî ýòî íè êàæåòñÿ . [..] ðàçãîâîðíûé è ïåâ÷åñêèé ãîëîñ, èìåÿ îäèí
îáùèé ìåõàíèçì, ïðèâîäÿòñÿ â äåéñòâèå ñîâåðøåííî ðàçëè÷íûìè íåðâíû-
ìè êîîðäèíàöèÿìè, íàïðàâëåííûìè â îäíó è òó æå ÷óâñòâåííî-äâèãà-
òåëüíóþ àññîöèàöèþ (Þññîí 1974: 217–218). Ðàçëè÷èå ìåõàíèçìîâ,
ðóêîâîäÿùèõ ïåíèåì è ðå÷üþ, îáåñïå÷èâàåòñÿ òàêæå è òåì, ÷òî ðå÷üþ
óïðàâëÿåò îäíî ïîëóøàðèå ìîçãà, à ïåíèåì – äðóãîå. Ýòèì æå ìîæíî
îáúÿñíèòü è òîò ôàêò, ÷òî ó ëþäåé ñ ïðîáëåìàìè ðå÷è (çàèêàíèå) ïðè
ïåíèè ýòè ïðîáëåìû íå ïðîÿâëÿþòñÿ.

Èññëåäîâàíèÿ ñâèäåòåëüñòâóþò, ÷òî ïåíèå è ðå÷ü – ýòî ðàçíûå,
ïî ñóòè, âèäû äåÿòåëüíîñòè, êîòîðûå ïðè îäíîâðåìåííîì èñïîëüçî-
âàíèè íóæäàþòñÿ â äîïîëíèòåëüíûõ ó ñèëèÿõ, ñâÿçàííûõ ñ âçàèìíîé
êîîðäèíàöèåé. Ïåðåä ãîëîñîâûì àïïàðàòîì â ïðîôåññèîíàëüíîì ïåíèè
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ñòàâÿòñÿ èíûå çàäà÷è, ÷åì â ðå÷è, è ïîòîìó ïðèñïîñîáëåíèÿ äëÿ ïåâ÷åñ-
êîé ôóíêöèè áóäóò ñîâåðøåííî èíûìè ïî ñðàâíåíèþ ñ ðå÷åâûìè (Äìèò-
ðèåâ 1968: 474). Åñëè ñðàâíèòü ïîëîæåíèå àðòèêóëÿòîðíûõ îðãàíîâ ïî
ìîìåíòàëüíûì ðåíòãåíîâñêèì ñíèìêàì, ñäåëàííûì íàìè âî âðåìÿ åñòå-
ñòâåííîãî ïðîèçíåñåíèÿ ñëîâà â ðå÷è è â ïåíèè, òî âèäíî, ÷òî  ï å â ÷ å ñ -
êèå  ïðèñ ï îñ îáëå íèÿ  àðòèêóëÿò îð íûõ  îðãà í îâ  è  ã îðòà íè
î ò ë è ÷ à þ ò ñ ÿ  î ò  ð å ÷ å â û õ (Äìèòðèåâ 1968: 475). Íà îñíîâàíèè
èññëåäîâàíèé Ëåîíèä Äìèòðèåâ äåëàåò ñëåäóþùèé âûâîä: Ïåíèå –
ðåçóëüòàò îñîáîé êîîðäèíàöèè â ðàáîòå ãîëîñîâîãî àïïàðàòà, ýòî êà-
÷åñòâåííî èíîå ÿâëåíèå ïî ñðàâíåíèþ ñ ðå÷üþ.

Îñîáåííî íàãëÿäíî ýòà ðàçíèöà ðå÷åâûõ è ïåâ÷åñêèõ êà÷åñòâ ãîëîñà
ìîæåò áûòü çàìå÷åíà â ÷àñòî âñòðå÷àþùèõñÿ â æèçíè ñëó÷àÿõ íåñîâïà-
äåíèÿ õàðàêòåðà ðå÷åâîãî è ïåâ÷åñêîãî ãîëîñà ó îäíîãî è òîãî æå èíäè-
âèäóóìà, î ÷¸ì ìû óæå ïèñàëè  (Äìèòðèåâ 1968: 474). Äëÿ âñåõ, êòî êîãäà-
ëèáî îáðàùàë âíèìàíèå íà ÿñíîñòü ïðîïåâàíèÿ òåêñòà â âîêàëüíûõ
ïðîèçâåäåíèÿõ, î÷åâèäíî, ÷òî âíÿòíîñòü ïåðåäà÷è òåêñòà ïî÷òè âñåãäà
ïðåäñòàâëÿåò ñïåöèàëüíóþ îòäåëüíóþ ïðîáëåìàòèêó . Â ñâÿçè ñ ýòèì
æå âîïðîñîì Âèêòîð Þøìàíîâ ïèøåò: [..] ñòðåìëåíèå ïåâöà ê ðå÷åâî-
ìó ïðîèçíîøåíèþ ãëàñíûõ, êàê ïðàâèëî, îòðèöàòåëüíî ñêàçûâàåòñÿ íà
òåìáðàëüíîì çâó÷àíèè åãî ïåâ÷åñêîãî ãîëîñà (Þøìàíîâ 2007: 34).

Ïî ñðàâíåíèþ ñ ðå÷üþ ïåíèå â áîëüøåé ñòåïåíè îáó ñëîâëåíî
ïðåäìåòíûì ìèðîì ÷åëîâåêà. Ýòà îáó ñëîâëåííîñòü ïðîèñõîäèò áëà-
ãîäàðÿ íàëè÷èþ ñïåöèàëüíûõ ïðåäìåòîâ – ìóçûêàëüíûõ èíñòðóìåí-
òîâ, âîçäåéñòâóþùèõ íà ñëóõ. Çâó÷àíèå ìóçûêàëüíîãî èíñòðóìåíòà
âîñïðèíèìàåòñÿ ÷åëîâåêîì êàê îòëè÷àþùååñÿ îò âñåõ îñòàëüíûõ çâó-
êîâ è íàäåëÿåòñÿ îñîáûì ñòàòó ñîì, ïîëó÷èâøèì íàçâàíèå ìóçûêàëü-
íûé çâóê. Ìóçûêàëüíûé çâóê çâó÷àùåãî èíñòðóìåíòà, íåïîñðåäñòâåííî
âîçäåéñòâóÿ íà ñëóõ, ïðèíèìàåò àêòèâíîå ó÷àñòèå â ñîçäàíèè ïðåä-
ìåòíî-ñëóõîâîé ñõåìû, êîòîðàÿ îïðåäåëÿåò õàðàêòåð óïðàâëåíèÿ äåÿ-
òåëüíîñòüþ ãîëîñà ñî ñòîðîíû öåíòðàëüíîé íåðâíîé ñèñòåìû è âëèÿåò
íà åãî çâó÷àíèå è èíòîíèðîâàíèå. Ýòèì ìîæíî îáúÿñíèòü òîò ôàêò ,
÷òî íàðîäíîñòè ñî ñõîæåé ìàòåðèàëüíîé êóëü òóðîé è, ñîîòâåòñòâåí-
íî, ñõîæèì èíñòðóìåíòàðèåì îáëàäàþò ñõîæåé ìóçûêàëüíîé êóëü-
òóðîé, âçàèìîïîíÿòíîé äëÿ ýòèõ íàðîäîâ. Â òî æå âðåìÿ, ÷åì áîëüøå
ðàçëè÷èÿ ìåæäó ìàòåðèàëüíîé êóëüòóðîé íàðîäîâ, òåì, ñîîòâåòñòâåí-
íî, áîëüøå ðàçëè÷èÿ â èõ èíñòðóìåíòàðèè, è òåì ìåíåå âçàèìîïî-
íÿòíîé ÿâëÿåòñÿ èõ ìóçûêàëüíàÿ êóëü òóðà. Àíàëîãè÷íîãî àêòèâíîãî
âîçäåéñòâèÿ ñî ñòîðîíû ïðåäìåòíîãî ìèðà íà ðå÷åâóþ ôîðìó ãîëîñî-
âîé äåÿòåëüíîñòè íåò.
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Íàëè÷èå îñóùåñòâëÿåìîé ñëóõîì ñâÿçè ìåæäó ÷åëîâå÷åñêèì ãî-
ëîñîì è çâó÷àùèì ïðåäìåòîì-èíñòðóìåíòîì ïîçâîëÿåò îáúÿñíèòü
ñàìî âîçíèêíîâåíèå ôåíîìåíà ïåíèÿ. Ñ áîëüøîé äîëåé âåðîÿòíîñ-
òè ìîæíî òàêæå ñäåëàòü ïðåäïîëîæåíèå î ç à â è ñ è ì î ñ ò è ðàçâèòèÿ
âîêàëüíîé ìóçûêè îò èìåþùåãîñÿ èíñòðóìåíòàðèÿ, â êîíñòðóêöèè
êîòîðîãî, áëàãîäàðÿ íàëè÷èþ êîíêðåòíîé òåõíîëîãèè èçãîòîâëåíèÿ,
î ä í î ç í à ÷ í î,  â îòëè÷èå îò ãîëîñà,  çàôèêñèðîâàíî îïðåäåë¸ííîå êà-
÷åñòâî çâó÷àíèÿ. Â êîíñòðóêöèè èíñòðóìåíòà ôèêñèðó åòñÿ íå òîëüêî
õàðàêòåðíûé òåìáð çâó÷àíèÿ, íî è ïðèñóùèé êàæäîìó êîíêðåòíîìó
èíñòðóìåíòó õàðàêòåðíûé íàáîð èçäàâàåìûõ çâóêîâ. Â ãîëîñîâîì
àïïàðàòå íè÷åãî ïîäîáíîãî íå ôèêñèðó åòñÿ, ïîòîìó ÷òî åãî êîíñò-
ðóêöèÿ âîîáùå íå ïðåäïîëàãàåò îäíîçíà÷íîé ôèêñàöèè êàêîãî-ëèáî
êîíêðåòíîãî òåìáðà, èëè êîìáèíàöèé çâóêîâ – òîíîâ.

Çàâèñèìîñòü âîêàëüíîãî èíòîíèðîâàíèÿ îò èíñòðóìåíòà íå âñå-
ãäà î÷åâèäíà è â áîëüøèíñòâå ñëó÷àåâ ÷åëîâåêîì íå îñîçíà¸òñÿ. Ò åì
áîëåå ÷òî â ñîçíàíèè ëþäåé ïåíèå ïðåâðàòèëîñü â íå÷òî âñåöåëî ñà-
ìîñòîÿòåëüíîå, îáðàçó ÿ, êàçàëîñü áû, äîñòàòî÷íî íåçàâèñèìóþ îò
ìóçûêàëüíûõ èíñòðóìåíòîâ îáëàñòü, ãäå ÷åëîâåê íåïîñðåäñòâåííî è
ýìîöèîíàëüíî ìîæåò âûðàæàòü ñâîè ÷óâñòâà.

Ïðèìå ðû ïðåäëàãàåìîé èíòå ðïðåòàöèè ñîîòíîøå íèÿ
èíñòðóìåíòà è ãîëîñà

Ïðèâåä¸ì ïðèìåðû âîçäåéñòâèÿ èíñòðóìåíòà íà çâóêîïðîÿâëå-
íèÿ ãîëîñà.

Ïðèìå ð 1. Ñòàñèñ Ïàëþëèñ ( Stasys Paliulis) â ñâîåé ñòàòüå Âîçäåé-
ñòâèå äàóäèòå íà ìóçûêó ñóòàðòèíåñ, îñíîâûâàÿñü íà äîêóìåíòàëü-
íûõ èñòî÷íèêàõ è àíàëèçèðó ÿ íàðîäíûå ìåëîäèè, ïðèõîäèò ê âûâîäó ,
÷òî [..] òðóáû äàâàëè ñóòàðòèíåñ ìåëîäèþ. À ñâåäåíèÿ Ñ. Äàóêàíòàñà,
÷òî îäèí êóïëåò ñóòàðòèíåñ èñïîëíÿëñÿ íà òðóáàõ, à äðóãîé – ïåëñÿ,
åù¸ áîëåå ïîäòâåðæäàåò âëèÿíèå òðóá (äàóäèòå) íà ìóçûêó ñóòàðòè-
íåñ. Âåäü â òàêîì äóýòå òðóáà÷åé è ïåâöîâ, î êîòîðîì ðàññêàçàë èñòîðèê,
ìîãëè çâó÷àòü òîëüêî ìåëîäèè, îñíîâàííûå íà íàòóðàëüíîì çâóêîðÿäå.
Ïåâöû ñîçäàâàëè ñëîâà (òåêñò), à òðóáà÷è òðóáèëè ê ýòîìó òåêñòó
ìåëîäèè â ñîîòâåòñòâèè ñ âîçìîæíîñòÿìè ñâîèõ èíñòðóìåíòîâ, åñòå-
ñòâåííî, òîëüêî ïî èíòåðâàëàì íàòóðàëüíîãî çâóêîðÿäà. Ê ýòîìó ïðè-
âûêàëè ïåâöû. Íà èõ ñëóõ âîçäåéñòâîâàëà èíòåðâàëèêà çâó÷àíèÿ òðóá,
è, èçëèâàÿ ñâîè ÷óâñòâà è ìûñëè â ìóçûêàëüíûõ çâóêàõ, îíè âåëè ìåëîäèè
ïî çâóêîðÿäó äàóäèòå. Òàê, ïî ìîåìó ìíåíèþ, â ñóòàðòèíåñ óòâåðäè -
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ëèñü èíòåðâàëû íàòóðàëüíîãî çâóêîðÿäà; ïåâöû îò íèõ íå îòñòóïàëè è
òîãäà, êîãäà ñîçäàâàëè è ïåëè ñóòàðòèíåñ óæå áåç èíñòðóìåíòàëüíîãî
ñîïðîâîæäåíèÿ (Paliulis 1984: 95). Èññëåäîâàòåëü ïðèâîäèò ñâèäåòåëü-
ñòâà ôîëüêëîðèñòà è èñòîðèêà Ñèìîíàñà Ñòàíÿâè÷þñà ( Simonas
Stanevièius) î òîì, ÷òî òåñíàÿ ñâÿçü ìåæäó ñóòàðòèíåñ è òðóáàìè äàó-
äèòå ïîä÷¸ðêèâàåòñÿ åù¸ è òåì, ÷òî äëèííûå òðóáû, íà êîòîðûõ èã-
ðàëè ïðè ïåíèè, òàê æå, êàê è ïåñíè, íàçûâàëèñü ñóòàðòèíåñ (Paliulis
1984: 94). Êðîìå òîãî, Ñòàñèñ Ïàëþëèñ ïðèâîäèò ñâèäåòåëüñòâî Ñè-
ìîíàñà Äà óêàíòàñà (Simonas Daukantas), â êîòîðîì ãîâîðèòñÿ î òîì,
÷òî, ñîãëàñíî çàïèñàííîìó èì â 1834 ãîäó ðàññêàçó 137-ëåòíåãî ìó-
çûêàíòà, íà òðóáàõ èãðàëè æåíùèíû, à ìóæ÷èíû ïåëè. Èññëåäîâà-
òåëü òàê êîììåíòèðó åò ýòîò ôàêò: Åñëè æåíùèíû èãðàëè ñóòàðòèíåñ
íà òðóáàõ, à ìóæ÷èíû èõ ïåëè, òî, âèäèìî, ïîòîìó , ÷òî èõ áîëåå íèçêèå
è ñèëüíûå ãîëîñà èìåëè áîëüøåå ñõîäñòâî ñî çâó÷àíèåì òðóá. È íà âîñ-
òîêå Ëèòâû æåíùèíû íå èçáåãàëè èãðàòü íà òðóáàõ – ýòî îòðàæàåò-
ñÿ äàæå â ñëîâàõ ñóòàðòèíåñ:

Òè-òè-òè òà-òà-òîé,
Êòî òàê êðàñèâî òðóáèë?
Òè-òè-òè òà-òà-òîé,
Äåâóøêè èç Îáåëàóê¸

(Paliulis 1984: 95).

Ìîæíî, ñëåäîâàòåëüíî, êîíñòàòèðîâàòü, ÷òî ïåâöû ïåðåíèìàëè
íå òîëüêî èíòîíàöèè è èíòåðâàëû ìåëîäèêè ó òðóá äà óäèòå, íî è ñòðå-
ìèëèñü ïîäðàæàòü èõ òåìáðó. Ýòî ñòðåìëåíèå ñîõðàíèëîñü äî íàøèõ
äíåé, è êàæäûé, êòî ñëûøàë ñóòàðòèíåñ â àóòåíòè÷íîì èñïîëíåíèè
íàðîäíûõ ïåâöîâ, íå ìîã íå çàìåòèòü ñâîåîáðàçíûé æ¸ñòêèé òðóá-
íûé òåìáð ãîëîñà, èñïîëüçó åìûé ïåâöàìè.

Ñòàñèñ Ïàëþëèñ êîíñòàòèðó åò òàêæå øèðîêî ðàñïðîñòðàí¸ííóþ
ïðàêòèêó èñïîëíåíèÿ ñóòàðòèíåñ íà ñêóäó÷àé, ëàìçäÿëåñ, êàíêëåñ;
ïðè÷¸ì ïåðåä èñïîëíåíèåì èíñòðóìåíò òùàòåëüíî ïîäáèðàëñÿ èëè
ñîîòâåòñòâóþùèì îáðàçîì íàñòðàèâàëñÿ; òî åñòü çâó÷àíèå èíñòðóìåí-
òà äîëæíî áûëî áûòü ìàêñèìàëüíî áëèçêèì ê òîìó , ÷òî óæå áûëî çà-
ôèêñèðîâàíî â ïåíèè. Åñëè âçÿòü îáîñîáëåííî òîëüêî ýòîò ôàêò , òî
äåéñòâèòåëüíî ñîçäà¸òñÿ âïå÷àòëåíèå, ÷òî ñóòàðòèíåñ ñíà÷àëà âîç-
íèêëè â âîêàëüíîé ñôåðå, à çàòåì óæå ñòàëè èñïîëíÿòüñÿ íà èíñòðó-
ìåíòàõ. Îäíàêî âñÿ ñîâîêóïíîñòü ôàêòîâ, ïðèâîäèìûõ â ñòàòüå èññëå-
äîâàòåëÿ, îäíîçíà÷íî óêàçûâàåò íà òî, ÷òî ìóçûêà ñóòàðòèíåñ âîçíèê-
ëà ïîä âëèÿíèåì è áëàãîäàðÿ íàëè÷èþ èíñòðóìåíòà äà óäèòå, ïîòîì
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óòâåðäèëàñü â âîêàëå, à çàòåì óæå å¸ ñòàëè èãðàòü íà äðóãèõ èíñòðó-
ìåíòàõ. Â ðåçóëüòàòå ïîëó÷èëîñü òàê, ÷òî èíñòðóìåíò , îïðåäåëèâøèé
çâó÷àíèå ñóòàðòèíåñ, ñòàë îäíèì èç ìíîãèõ èíñòðóìåíòîâ, íà êîòî-
ðûõ èñïîëíÿþòñÿ ñóòàðòèíåñ. Èíûìè ñëîâàìè, â ñîçíàíèè ëþäåé íå
çàôèêñèðîâàëîñü òîãî ôàêòà, ÷òî ýòîò âèä ïåíèÿ ñâÿçàí èìåííî ñ äàí-
íûì èíñòðóìåíòîì. Ñóòàðòèíåñ íà÷àëè èñïîëíÿòü òàêæå è íà äðóãèõ
èíñòðóìåíòàõ, êîòîðûå, åñòåñòâåííî, â îòëè÷èå îò äà óäèòå, íàäî äëÿ
ýòîãî ñïåöèàëüíî ïîäáèðàòü (ñêóäó÷àé, ëàìçäÿëåñ), ëèáî ïåðåñòðàè-
âàòü (êàíêëåñ) (Paliulis 1984: 87–88).

Ïðèìå ð 2. Â èññëåäîâàíèÿõ, îïèñûâàþùèõ ïåñíè àíäàìàíöåâ
(àíäàìàíöû – êîðåííûå æèòåëè Àíäàìàíñêèõ îñòðîâîâ, ò . å. àðõèïå-
ëàãà â Èíäèéñêîì îêåàíå ìåæäó Èíäèåé è Ìüÿíìîé) ìîæíî ïðî-
÷åñòü, ÷òî èõ ïåñíè ñîñòîÿò èç ðèòìè÷åñêè ñëåäóþùèõ äðóã çà äðóãîì
ïîâòîðåíèé îäíîé è òîé æå íîòû. Èíîãäà, ïðàâäà, îíà íåñêîëüêî ïîâû-
øàåòñÿ èëè ïîíèæàåòñÿ; íî ýòè èçìåíåíèÿ óêëîíÿþòñÿ îò îñíîâíîãî
òîíà (îáû÷íî å) òîëüêî íà ÷åòâåðòü òîíà. [..]  Ó àíäàìàíöåâ ñàìîñòîÿ-
òåëüíîãî ïåíèÿ âîîáùå íå ñóùåñòâóåò. Îíî ÿâëÿåòñÿ ñîïðîâîæäàþùèì
ëèáî ðàáîòó, ëèáî ïëÿñêó; â ïåðâîì ñëó÷àå îíî, âìåñòå ñ äâèæåíèÿìè è
øóìîì ðàáîòû, ñîñòàâëÿåò ðèòìè÷åñêîå öåëîå; âî âòîðîì ñëó÷àå îíî
ñî÷åòàåòñÿ ñ äâèæåíèåì ïëÿñêè, ñ õëîïàíüåì â ëàäîøè è ñî çâóêàìè ïó-
êóòû – ýëåìåíòàìè ÷èñòî ðèòìè÷åñêîãî õàðàêòåðà, è ïðè ýòîì ìà-
ëåíüêèå óêëîíåíèÿ ãîëîñà èñ÷åçàþò (Áþõåð 1923: 253–254). Íà òîé æå
ñòðàíèöå â ñíîñêå ÷èòàåì, ÷òî ïóêóòà áûëà åäèíñòâåííûì ìóçûêàëü-
íûì èíñòðóìåíòîì àíäàìàíöåâ, à åãî êîíñòðóêöèÿ ïîçâîëÿëà ìàíèïó-
ëèðîâàòü òîëüêî ðèòìîì. Ò àê êàê ïðè ïåíèè â ñî÷åòàíèè ñî çâóêàìè
ïóêóòû óêëîíåíèÿ ãîëîñà èñ÷åçàþò , òî óáåäèòåëüíî âûãëÿäèò ïðåä-
ïîëîæåíèå, ÷òî èìåííî ìóçûêàëüíûé èíñòðóìåíò ïóêóòà îïðåäåëÿë
ñòàáèëüíîñòü ïåñåííîé èíòîíàöèè â ãîëîñå.

Ïðèìå ð 3. Îïèñûâàÿ ìàíåðó èñïîëüçîâàíèÿ ãîëîñà â ÿïîíñêîì
òåàòðå Íî, Âåðà Ìàðêîâà ïèøåò: Àêò¸ðû (êàê è âñþäó â òåàòðàõ Äàëü-
íåãî Âîñòîêà) ãîâîðÿò è ïîþò ãîëîñîì îñîáîãî èñêóññòâåííîãî òåìáðà,
íàïîìèíàþùèì íèçêîå èëè âûñîêîå çâó÷àíèå äóõîâûõ èíñòðóìåíòîâ
(Ìàðêîâà 1989: 16). Ñ áîëüøîé äîëåé âåðîÿòíîñòè ìîæíî ïðåäïîëî-
æèòü, ÷òî îñîáûé òåìáð çâó÷àíèÿ ãîëîñà íåïîñðåäñòâåííî ñâÿçàí ñî
çâó÷àíèåì òåõ èíñòðóìåíòîâ, òåìáð êîòîðûõ îí íàïîìèíàåò . Â îäíî-
çíà÷íî çàêðåïë¸ííîé êîíñòðóêöèè ýòèõ äóõîâûõ èíñòðóìåíòîâ è
ìîãëà ïðîèçîéòè ôèêñàöèÿ õàðàêòåðíîãî òåìáðà, êîòîðûé çàòåì îò-
ðàçèëñÿ â çâó÷àíèè ãîëîñà.
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Ïðåäìåò-èíñòðóìå íò è ïå íèå

Ðåøåíèå âîïðîñà î ñîîòíîøåíèè èíñòðóìåíòàëüíîãî è âîêàëü-
íîãî çàêëþ÷àåòñÿ, òàêèì îáðàçîì, â âûÿâëåíèè äâóõ àñïåêòîâ, îïðå-
äåëÿþùèõ äåÿòåëüíîñòü ãîëîñà â ïðîöåññå ïåíèÿ. Ñ îäíîé ñòîðîíû,
ýòî îáó ñëîâëåííîñòü ñòðîåíèåì è ôèçèîëîãèåé çâóêîîáðàçóþùåãî
àïïàðàòà – òî åñòü òî, ÷òî äàíî ïðèðîäîé. Ñ äðóãîé ñòîðîíû, ýòî îáó ñ-
ëîâëåííîñòü ôîðìàìè îáùåñòâåííîé äåÿòåëüíîñòè, êîòîðûå â ïåíèè
ñïåöèôè÷åñêèì îáðàçîì àáñòðàãèðóþòñÿ – òî åñòü òî, ÷òî ïðèðîäîé
íå äàíî, à íàâÿçàíî çâóêîîáðàçóþùåìó àïïàðàòó è çàêðåïëåíî â ôîð-
ìå ïåíèÿ.

Ïåíèå, ñîáñòâåííî, è âîçíèêàåò òîãäà, êîãäà äåÿòåëüíîñòü ãîëî-
ñîâûõ ñâÿçîê ñîðàçìåðÿåòñÿ è ïîä÷èíÿåòñÿ – îñîçíàííî èëè íåîñîç-
íàííî – íåêîòîðîìó çàêîíó , òðåáîâàíèþ, íàëàãàåìîìó èçâíå. Ò îãäà
òîëüêî è âîçíèêàåò ïåíèå êàê îñîçíàííàÿ äåÿòåëüíîñòü ãîëîñîâûõ
ñâÿçîê, íåâåäîìàÿ æèâîòíîìó . Ñâîéñòâà è õàðàêòåðèñòèêè, ïðèñóùèå
ïåíèþ è îòëè÷àþùèå åãî îò íå-ïåíèÿ, ïðèâèâàþòñÿ, íàâÿçûâàþòñÿ
ãîëîñó èçâíå ïðåäìåòíûì ìèðîì ïðè ïîñðåäñòâå îñîáîãî ðîäà çâó÷à-
ùèõ ïðåäìåòîâ. Ò àê æå êàê è ëþáîé ñîçäàííûé ÷åëîâåêîì ïðåäìåò ,
òàêîé çâó÷àùèé ïðåäìåò ïðåäñòàâëÿåò ñîáîé îâåùåñòâë¸ííóþ ôîð-
ìó ÷åëîâå÷åñêîé äåÿòåëüíîñòè. Ñôîðìèðîâàâøèéñÿ â îáùåñòâå êîì-
ïëåêñ ñìûñëîâûõ çíà÷åíèé òàêîãî ïðåäìåòà ñíèìàåòñÿ è ïðèñâàèâà-
åòñÿ åãî çâó÷àíèåì, êîòîðîå â ðåçóëüòàòå ýòîãî ïðîöåññà íà÷èíàåò
âîñïðèíèìàòüñÿ ÷åëîâåêîì êàê îáëàäàþùåå îñîáûì ñòàòó ñîì, îäíî-
çíà÷íî è íåñîìíåííî îòëè÷àþùèì åãî îò ëþáîãî äðóãîãî çâó÷àíèÿ,
íå îáëàäàþùåãî ïîäîáíûì ñòàòó ñîì. Ñòàòóñ ýòîò îïðåäåëÿåòñÿ êàê
ì ó ç û ê à ë ü í û é  ç â ó ê.

Â ñâîþ î÷åðåäü, îñîçíàííî ëèáî íåîñîçíàííî, ñìûñëîâûå çíà-
÷åíèÿ, íåðàçðûâíî ñâÿçàííûå ñî çâó÷àíèåì òàêîãî ïðåäìåòà-èíñòðó-
ìåíòà, êîïèðóþòñÿ, ñíèìàþòñÿ è ïðèñâàèâàþòñÿ ãîëîñîì â ôîðìå
õàðàêòåðèñòèê åãî çâó÷àíèÿ. Òàê èíòîíàöèîííàÿ äåÿòåëüíîñòü ãîëî-
ñà ïðèîáðåòàåò ñâîéñòâà, íå ïðèñóùèå åé îò ïðèðîäû, íî âëîæåííûå
â íå¸ â ðåçóëüòàòå ñëóõîâîãî êîíòàêòà ñî ñïåöèôè÷åñêèì îáúåêòîì –
çâó÷àùèì ïðåäìåòîì-èíñòðóìåíòîì. Êîãäà ãîëîñ ñ ïîìîùüþ ñëóõà
óñâàèâàåò ýòè íàâÿçàííûå åìó õàðàêòåðèñòèêè è òðåáîâàíèÿ, åãî äåÿ-
òåëüíîñòü ïðèîáðåòàåò êà÷åñòâà, ñîâîêóïíîñòü êîòîðûõ è îïðåäåëÿ-
åòñÿ êàê ïåíèå.

Èìåííî ýòîò ñóáúåêòèâíî ÷åëîâåêîì íåîñîçíàâàåìûé ïðîöåññ
íàâÿçûâàíèÿ ãîëîñó ôîðì è ñïîñîáîâ ïðîÿâëåíèÿ ñ ïîñëåäóþùèì èõ
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çàêðåïëåíèåì è ïðåâðàùàåò èíòîíàöèîííóþ äåÿòåëüíîñòü ãîëîñà â
ïåíèå. Êîãäà ôîðìû ïåíèÿ ñôîðìèðîâàëèñü, îíè âîñïðèíèìàþòñÿ
÷åëîâåêîì è îáùåñòâîì êàê ñàìîñòîÿòåëüíîå ÿâëåíèå, íåçàâèñèìîå
èëè ìàëî çàâèñèìîå â ñâîèõ ïðîÿâëåíèÿõ îò èìåþùåãîñÿ èíñòðóìåí-
òàðèÿ. Ïðèçíà¸òñÿ íåñîìíåííàÿ âàæíîñòü ñàìîãî ôåíîìåíà ïåíèÿ
äëÿ îáùåñòâà: ïðèëàãàþòñÿ ñîîòâåòñòâóþùèå óñèëèÿ äëÿ ñîäåéñòâèÿ
åãî ðàçâèòèþ è ðàñïðîñòðàíåíèþ, îðãàíèçó åòñÿ ïðîöåññ îáó÷åíèÿ
ïåíèþ ïîäðàñòàþùåãî ïîêîëåíèÿ. Âàæíîñòü ýòîãî ïðîöåññà äëÿ îá-
ùåñòâà ïîäòâåðæäàåòñÿ íàëè÷èåì ñîõðàíÿåìûõ òðàäèöèé, à òàêæå
ðàçðàáîòêîé ìåòîäèê îáó÷åíèÿ ïåíèþ. Ò î, ÷òî ñàì ïðîöåññ íàâÿçû-
âàíèÿ ãîëîñó ïðèíÿòûõ â îáùåñòâå ôîðì ïåíèÿ ñëîæåí è äîñòàòî÷íî
äëèòåëåí, ìîæåò ïîäòâåðäèòü êàæäûé, êòî ïðîáîâàë ó÷èòüñÿ âîêàëü-
íîìó èñêó ññòâó.

 Â îäíîé èç ðàáîò , ïîñâÿù¸ííûõ òåîðèè ïåâ÷åñêîãî èñêó ññòâà,
÷èòàåì: Èìåííî â ñèëó ïðèðîäíîé “íååñòåñòâåííîñòè” îïåðíîãî ïåíèÿ
îñâîåíèå åãî òåõíèêè, ñâÿçàííîå ñ ñîçäàíèåì íîâûõ, íå çíàêîìûõ ïåâöó è
åãî ïîäñîçíàíèþ óñëîâèé ðàáîòû ïåâ÷åñêîãî èíñòðóìåíòà, ÷àùå âñåãî
îêàçûâàåòñÿ äîñòàòî÷íî äîëãèì ïðîöåññîì, òðåáóþùèì òåðïåíèÿ è âîëè
(Þøìàíîâ 2007: 101). Äëèòåëüíûé è ñëîæíûé ïðîöåññ íàâÿçûâàíèÿ
ãîëîñó îïðåäåë¸ííûõ ôîðì èíòîíèðîâàíèÿ ìîæíî âñòðåòèòü íå òîëü-
êî â ðàìêàõ ñîâðåìåííîé òðàäèöèè åâðîïåéñêîãî îïåðíîãî ïåíèÿ.
Âñïîìíèì, íàïðèìåð, òàêóþ ñïåöèôè÷åñêóþ ôîðìó åâðîïåéñêîãî
âîêàëüíîãî èñêó ññòâà, êàê ïåíèå ïåâöîâ-êàñòðàòîâ, ãäå äëÿ äîñòèæå-
íèÿ îïðåäåë¸ííîãî çâóêîâîãî ðåçóëü òàòà ïðèìåíÿëñÿ äîñòàòî÷íî ðà-
äèêàëüíûé ìåòîä. Ò î æå íàâÿçûâàíèå ãîëîñó ôîðì ïåíèÿ íàõîäèì è
çà ïðåäåëàìè Åâðîïû. Âîò ÷òî ìîæíî ïðî÷åñòü î ãîðëîâîì ïåíèè áàø-
êèð, êîòîðîå íàçûâàåòñÿ óçëÿó: Ïðåæäå âñåãî íàäî îòìåòèòü íååñòå-
ñòâåííîñòü ñàìîãî ïðîöåññà èñïîëíåíèÿ “óçëÿó”: íååñòåñòâåííî, ÷òî
÷åëîâåê áåð¸ò ñðàçó äâà çâóêà îäíîâðåìåííî; íååñòåñòâåííû ñàìûå òåì-
áðû “óçëÿó”, êàê îñòèíàòíîãî íèæíåãî îðãàííîãî ïóíêòà, òàê è çâóêîâ
âåðõíåãî ðåãèñòðà; íååñòåñòâåííà íåîáõîäèìîñòü äëèòåëüíî çàäåðæè-
âàòü äûõàíèå. Îâëàäåíèå òàêèìè ïðè¸ìàìè ïåíèÿ òðåáóåò áîëüøîé è
äëèòåëüíîé – ìíîãîëåòíåé – è ïðè ýòîì ñîâåðøåííî îñîáîé òðåíèðîâêè
äûõàíèÿ, ãîëîñîâûõ ñâÿçîê, ãîðòàíè, íîñîâûõ, í¸áíûõ, ëîáíûõ è ãðóäíûõ
ðåçîíàòîðîâ è ò. ä.  (Ëåáåäèíñêèé 1948: 50–51).
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Î ñîîòíîøå íèè èíñòðóìå íòàëüíîãî è âîêàëüíîãî

Óòâåðæäåíèå, ïðèíèìàåìîå áåç äîêàçàòåëüñòâ è ïðåâðàòèâøåå-
ñÿ â àêñèîìó èç-çà ñâîåé êàæóùåéñÿ î÷åâèäíîñòè, ñîñòîèò â òîì, ÷òî
èìåííî èíòîíàöèÿ ÷åëîâå÷åñêîãî ãîëîñà ðàññìàòðèâàåòñÿ êàê ïåð-
âàÿ – è ïî ñóùåñòâó, è âî âðåìåíè – ôîðìà ïðîÿâëåíèÿ ôåíîìåíà
ìóçèöèðîâàíèÿ. Ìóçûêàëüíûé çâóê ðîæäàåòñÿ òóò êàê áû ñðàçó – â
âèäå îñìûñëåííûõ óïîðÿäî÷åííûõ êîëåáàíèé âîçäóøíîé ñðåäû,
âûçâàííûõ äåÿòåëüíîñòüþ ãîëîñîâûõ ñâÿçîê. Îøèáî÷íîñòü òàêîãî
ïîäõîäà çàêëþ÷àåòñÿ â òîì, ÷òî âîêàëüíàÿ ôîðìà âûñòóïàåò êàê ôîð-
ìà èçíà÷àëüíàÿ è íå íóæäàþùàÿñÿ íè â êàêèõ âíåøíèõ ïðåäïîñûë-
êàõ è ïðè÷èíàõ. Â òî æå âðåìÿ íàëè÷èå ñîçäàííîãî ÷åëîâåêîì ïðåä-
ìåòíîãî ìèðà, êîòîðûé, ñîáñòâåííî, è ïîðîæäàåò ìóçûêàëüíûé çâóê,
ìóçèöèðîâàíèå è ïåíèå, íå ó÷èòûâàåòñÿ.

Òàê êàê äåÿòåëüíîñòü ãîëîñà îïðåäåëÿåòñÿ è êîíòðîëèðóåòñÿ ñëó-
õîâûìè öåíòðàìè êîðû ãîëîâíîãî ìîçãà, òî ñòàíîâëåíèå è ðàçâèòèå
÷åëîâå÷åñêè èíòîíèðóþùåãî ãîëîñà íåðàçðûâíî ñâÿçàíî ñî ñòàíîâ-
ëåíèåì è ðàçâèòèåì ÷åëîâå÷åñêè ñëûøàùåãî óõà. Ýòî, â ñâîþ î÷å-
ðåäü, ñòàíîâèòñÿ âîçìîæíûì òîëüêî â òîì ñëó÷àå, åñëè ñëóõ ÷åëîâåêà
íàïðàâëåí íà êîíòàêò íå ñòîëüêî ñ îêðóæàþùèì ïðèðîäíûì ìèðîì,
ñêîëüêî ñ òåì ìèðîì, êîòîðûé ÷åëîâåê ñàì äëÿ ñåáÿ ñîçäàë, è â ôîð-
ìå êîòîðîãî âîïëîòèëàñü åãî òâîð÷åñêè-ïðåîáðàçóþùàÿ äåÿòåëüíîñòü.

Ïðè îñóùåñòâëåíèè òàêîãî êîíòàêòà ðåøàþùåå çíà÷åíèå ïðè-
îáðåëî çâó÷àíèå òåõ ïðåäìåòîâ, êîòîðûå, ÿâëÿÿñü ñâÿçóþùèì çâåíîì
ìåæäó ïðåäìåòíûì ìèðîì è ñëóõîì, â ïðîöåññå äàëüíåéøåãî ðàçâè-
òèÿ ïðåâðàòèëèñü â îñîáóþ ãðóïïó ïðåäìåòîâ – ãðóïïó ìóçûêàëüíûõ
èíñòðóìåíòîâ. Ìóçûêàëüíûå èíñòðóìåíòû, ÿâëÿÿñü ïî ñâîåé ñóòè
ïðåäìåòàìè, îñóùåñòâèëè âîçäåéñòâèå ïðåäìåòíîãî ìèðà íà ñëóõ ÷å-
ëîâåêà, à ÷åðåç ñëóõ – íà ãîëîñ.

Îáðàòíîå ïðåäïîëîæåíèå, òî åñòü, ÷òî ÷åëîâåê îòêðûâàåò  èëè
íàõîäèò (íåïîíÿòíî ãäå è êàêèì îáðàçîì) òåìáð ïåíèÿ, õàðàêòåðíûå
èíòîíàöèîííûå îáîðîòû, ôèêñèðó åò èõ â âîêàëüíîé ìóçûêå, à ïî-
òîì, ñîîáðàçó ÿñü óæå ñî çâó÷àíèåì ãîëîñà, èçîáðåòàåò èíñòðóìåíò –
ýòî ïðåäïîëîæåíèå ìíå ïðåäñòàâëÿåòñÿ â êîðíå îøèáî÷íûì. Îíî
çàïóòûâàåò äåéñòâèòåëüíîå ïîëîæåíèå âåùåé è íå ìîæåò îáúÿñíèòü
íàëè÷èå êîíêðåòíûõ êà÷åñòâ è õàðàêòåðèñòèê âîêàëüíîãî íàïåâà, à
òàêæå ïðè÷èíó åãî ïðîèñõîæäåíèÿ. À íå ìîæåò èìåííî ïîòîìó , ÷òî
ïîíèìàåò ïðåäìåòíóþ  ôîðìó ïðîÿâëåíèÿ ìóçèöèðîâàíèÿ – ïîäëèí-
íóþ ïðè÷èíó âîçíèêíîâåíèÿ ïåíèÿ – êàê åãî ñëåäñòâèå.
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Èòîãè èññëåäîâàíèÿ

Âîçíèêíîâåíèå ïåíèÿ, òî åñòü îñîçíàííîãî óïîðÿäî÷åííîãî èí-
òîíèðîâàíèÿ ãîëîñà, îòëè÷àþùåãîñÿ îò æèâîòíîãî, íå-÷åëîâå÷åñêî-
ãî èíòîíèðîâàíèÿ, ïðîèñõîäèò ëèøü òîãäà, êîãäà èíòîíàöèè ãîëîñà
ïðèîáðåòàþò ñïåöèôè÷åñêè-÷åëîâå÷åñêîå çíà÷åíèå, ñòàíîâÿòñÿ îá-
ùåñòâåííî çíà÷èìûì ÿâëåíèåì ñ ÿâíî âûðàæåííûìè ñâîéñòâàìè
ïðåäìåòíîñòè (ïîíèìàÿ ïðåäìåòíîñòü êàê ñîçíàòåëüíîå èçìåíåíèå
÷åëîâåêîì îáúåêòà – â äàííîì ñëó÷àå ãîëîñà – äëÿ âîâëå÷åíèÿ åãî â
ñôåðó îáùåñòâåííî-çíà÷èìîé äåÿòåëüíîñòè). Ïðèîáðåñòè æå òàêîå
çíà÷åíèå èíòîíàöèè ãîëîñà ìîãóò â òîì ñëó÷àå, êîãäà íà ôîðìó èõ
çâóêîïðîÿâëåíèÿ îêàçûâàåò âëèÿíèå ñîçäàííûé ÷åëîâåêîì ïðåäìåò-
íûé ìèð.

×åëîâå÷åñêèé ãîëîñ, îñîçíàííî, ëèáî ÷àùå íåîñîçíàííî, îñâà-
èâàÿ ÷åðåç ñëóõ õàðàêòåðíûå îñîáåííîñòè çâó÷àíèÿ ìóçûêàëüíûõ
èíñòðóìåíòîâ, òåì ñàìûì ñíèìàåò è ïðèñâàèâàåò çíà÷åíèÿ, ïðèñó-
ùèå ìóçûêàëüíîìó èíñòðóìåíòó êàê ïðåäìåòó . È åñëè íàëè÷èå ñìûñ-
ëîâîé ñâÿçè ìåæäó ñôîðìèðîâàâøèìñÿ â îáùåñòâå çíà÷åíèåì ïðåä-
ìåòà è èçäàâàåìûì ýòèì ïðåäìåòîì çâóêîì ïîðîæäàåò ñàìî ÿâëåíèå
ìóçûêàëüíîãî çâóêà, òî ïðèâíåñåíèå â èíòîíàöèîííóþ äåÿòåëüíîñòü
ãîëîñà õàðàêòåðèñòèê è êà÷åñòâ, ïðèñóùèõ ìóçûêàëüíîìó çâóêó, îïðåä-
ìå÷èâàåò çâó÷àíèå è èíòîíàöèè ãîëîñà.

Òàê ãîëîñ ïðèîáðåòàåò çíà÷åíèÿ, íå ïðèñóùèå åìó îò ïðèðîäû, à
êàê áû âçÿòûå, ñíÿòûå  ó çâóêà ìóçûêàëüíîãî èíñòðóìåíòà. Ïðîèñõî-
äèò îïðåäìå÷èâàíèå èíòîíàöèîííîé äåÿòåëüíîñòè ãîëîñà. Ìàíèïó-
ëÿöèè èíòîíàöèÿìè ãîëîñà â îáùåñòâåííîì ñîçíàíèè íàäåëÿþòñÿ
ñâîéñòâàìè ï ð å ä ì å ò à, êîòîðûé îáëàäàåò íàáîðîì ñìûñëîâûõ çíà-
÷åíèé, ïðèçíàâàåìûõ ÷ëåíàìè ÷åëîâå÷åñêîãî ñîîáùåñòâà.

Ñëåäîâàòåëüíî, èìåííî ïðîöåññ ïðèîáðåòåíèÿ êà÷åñòâ è çíà÷å-
íèé ïðåäìåòà ïðåâðàùàåò èíòîíàöèîííóþ äåÿòåëüíîñòü ãîëîñà â îá-
ùåñòâåííî çíà÷èìûé ôåíîìåí – ïåíèå. Â òî æå âðåìÿ íàëè÷èå ñïåöè-
ôè÷åñêè ÷åëîâå÷åñêîãî îáúåêòà – çâó÷àùåãî ïðåäìåòà-èíñòðóìåíòà,
êîòîðûé ïðåäñòàâëÿåò ñîáîé îâåùåñòâë¸ííóþ ôîðìó ÷åëîâå÷åñêîé
äåÿòåëüíîñòè – åñòü óñëîâèå âîçíèêíîâåíèÿ âîêàëüíîãî ìóçèöèðî-
âàíèÿ.

Â ñâîèõ íèçøèõ æèâîòíûõ ôîðìàõ ïðîÿâëåíèÿ ñïîñîáíîñòü èí-
òîíèðîâàíèÿ ãîëîñà ñóùåñòâó åò äî è íåçàâèñèìî îò ïðåäìåòíîãî ìèðà
è ïðåäñòàâëÿåò ñîáîé òó áèîëîãè÷åñêóþ îñíîâó , íà êîòîðîé, ñîáñòâåí-
íî, è âîçíèêàåò ìóçûêàëüíîå èñêó ññòâî. ßâëÿÿñü íåîòúåìëåìîé ÷àñ-
òüþ ïðåäìåòíîãî ìèðà ÷åëîâåêà, ìóçûêàëüíûé èíñòðóìåíò , îðãàíè-
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çóÿ ÷åðåç ïðåäìåòíî-ñëóõîâóþ ñõåìó ôîðìû  ñëóõîâîãî âîñïðèÿòèÿ,
ðåøàþùèì îáðàçîì îïðåäåëÿåò õàðàêòåð èíòîíèðîâàíèÿ ãîëîñà.
Êîãäà æå ýòè ôîðìû âîñïðèÿòèÿ è õàðàêòåðèñòèêè èíòîíèðîâàíèÿ
ñëîæèëèñü, îíè ÷àñòî âîñïðèíèìàþòñÿ êàê çàëîæåííûå ïðèðîäîé
îñîáåííîñòè ÷åëîâåêà. Èìåííî ïîýòîìó â íåêîòîðûõ ìóçûêîâåä÷åñ-
êèõ ðàáîòàõ ìîæíî íàéòè ïðèìåðû, êîãäà ïóòàþò ìóçèöèðîâàíèå
÷åëîâåêà ñ ìóçûêîïîäîáíûìè ÿâëåíèÿìè æèâîòíîãî ìèðà, àíàòîìî-
ôèçèîëîãè÷åñêèå ïðåäïîñûëêè è ó ñëîâèÿ âîçíèêíîâåíèÿ ìóçûêè è
ïåíèÿ ñ ïðè÷èíàìè èõ âîçíèêíîâåíèÿ, áèîëîãè÷åñêîå äîñîöèàëüíîå
â ñàìîì ÿâëåíèè ìóçèöèðîâàíèÿ ñ íàäáèîëîãè÷åñêèì ñîöèàëüíûì.

Îáùåèçâåñòíàÿ è òðàäèöèîííî ïðèíÿòàÿ òðàêòîâêà ñîîòíîøå-
íèÿ èíñòðóìåíòàëüíîãî è âîêàëüíîãî â ñòàíîâëåíèè è ðàçâèòèè ìó-
çûêè ìîæåò áûòü óñëîâíî ïðåäñòàâëåíà â âèäå òàêîé ñõåìû:

÷åëîâå÷åñêàÿ äåÿòåëüíîñòü  Ò   êóëüòóðà Ž  ðå÷ü  Ò   ïåíèå

ìóçûêàëüíûé èíñòðóìå íò

Ñõåìà I

Ïðåäëàãàåìàÿ â äàííîé ðàáîòå òðàêòîâêà ìîæåò áûòü ó ñëîâíî
îáîçíà÷åíà ñëåäóþùåé ñõåìîé:

÷åëîâå÷åñêàÿ äåÿòåëüíîñòü

ïðåäìåòíûé ìèð ðå÷ü

çâó÷àùèé ïðåäìåò çâóê ïðåäìåòà

ìóçûêàëüíûé èíñòðóìåíò ìóçûêàëüíûé çâóê
ìóçûêàëüíîãî èíñòðóìåíòà

ñëóõ

ïðåäìåòíî-ñëóõîâàÿ ñõåìà

öåëåâàÿ óñòàíîâêà ãîëîñîîáðàçîâàíèÿ
ïîä êîíòðîëåì ÖÍÑ

ãîëîñ            ïåíèå

Ñõåìà II

Ò Ò

Ò
Ò

Ò
Ò Ò

Ò
Ò
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Òîëüêî òàê èíòîíàöèè ãîëîñà ìîãóò ïðåâðàòèòüñÿ â ïåíèå, îáî-
ãàòèâøèñü çà ñ÷¸ò àáñòðàãèðîâàíèÿ âñåãî êîìïëåêñà ñïåöèôè÷åñêè
÷åëîâå÷åñêèõ çíà÷åíèé, çàëîæåííûõ â çâóêå ìóçûêàëüíîãî èíñòðó-
ìåíòà, â ñàìîì ìóçûêàëüíîì èíñòðóìåíòå êàê ïðåäìåòå è â ñàìîì
ïðåäìåòå – êàê ôîðìå âîïëîùåíèÿ ÷åëîâå÷åñêîãî òâîð÷åñêîãî äóõà.

Âûâîäû

— Ôåíîìåí ïåíèÿ åñòü ðåçóëü òàò ïðîöåññà, ïðè êîòîðîì èíòîíà-
öèè ãîëîñà â îáùåñòâåííîì ñîçíàíèè íàäåëÿþòñÿ ñâîéñòâàìè
ïðåäìåòà.

— Ðåøàþùåå çíà÷åíèå â ïðîöåññå ïðîèñõîæäåíèÿ ïåíèÿ èìååò
ïðåäìåòíûé ìèð ÷åëîâåêà.

— Íàëè÷èå ñïåöèôè÷åñêè ÷åëîâå÷åñêîãî îáúåêòà – çâó÷àùåãî ïðåä-
ìåòà-èíñòðóìåíòà – å ñ ò ü  óñ ë î â è å  â î ç í è ê í î â å í è ÿ  â î -
ê à ë ü í î ã î  ì ó ç è ö è ð î â à í è ÿ.

— Çâó÷àùèå ïðåäìåòû-ìóçûêàëüíûå èíñòðóìåíòû âîçäåéñòâóþò íà
ñëóõ è îïðåäåëÿþò õ à ð à ê ò å ð  ç â ó ÷ à í è ÿ  è  è í ò î í è ð î â à -
í è ÿ  ã î ë î ñ à.

On the Problem of the Interaction of Instrumental and
Vocal in the Genesis of the Musical Art: 3.

Musical Sound and Voice

Sergejus Okruðko

Summary

The human voice, despite the common anatomical structure of
people, is manifested through very different singing styles in most different
musical modes. This means that none of these singing styles and no one
of musical modes can be defined as a form of voice activity of human
species. So, we should seek the cause of the origin of singing in conformities
of social life. Outside of the creative social activity and outside of the
subject world, created by that activity, human voice cannot gain the
qualities, distinguishing it from biologically based voice signals of animal.
Therefore, the main issue of our topic is: how the social content is brought
in the intonation of the human voice.
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The process of s o c i al coding of various forms of human activity,
including forms of intonation voice activity, occurs as a result of inter-
action with objects and phenomena which come into existence because
of the s o c i al activities of man. In the public mind, the manipulations of
intonations of voice were given a set of special semantic meanings that
were recognized by members of the human community. Singing arises
when the intonations of voice acquire specific human meaning and change
into phenomenon of significant social status with obvious features of the
object that was transformed by human activity. Intonations of voice are
acquiring the specific human meaning when are influenced by objects
made by man.

The sound of certain objects is assuming a special importance and
status – the status of the m u s i c a l  s o u nd. Such objects are created
specially to further the perception of their properties of sound formation.
These objects are being called musical instruments. In contrast to the
voice, the structure of the musical instrument, thanks to presence of
concrete manufacturing technology, produces defined sound with concrete
fixed characteristics.

Auditory centers of the cerebral cortex are connected through the
hearing with the outside world. They are exposed to influence of the
outside world, and largely are influencing the formation of sounding
voice a certain quality. Properties and characteristics inherent for singing
and distinguishing it from non-singing, are imposed the outside world
with means of the objects that have the special sound – musical sound –
with means of the musical instruments. Musical instruments by their
nature are man-made objects. They affect human hearing, and through
hearing – they affect voice. So intonations of voice acquire meanings
that are not inherent them by nature. These meanings were taken from
man-made object – i.e. from the sound of musical instrument. Thus, vocal
intonations are dependent upon the musical instrument, but it is not
always obvious, and in most cases, man does not realize it.

The influence of hearing upon the sound of voice and the presence
of constant exposure to a sound of object – musical instrument – by ear
allows explain the origin of phenomenon of singing.

Musical instrument is an integral part of the man-made object world.
It’s sounding influences upon organizing the forms of auditory perception
and affects the characteristics of intonations of voice.
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Par formu un tâs funkcionâlo aspektu mûzikâ

Dr. art.  Jeïena Ïebedeva
Jâzepa Vîtola Latvijas Mûzikas akadçmijas profesore

Mûzikas formas funkcionâlai izpratnei ir senas vçsturiskas tradîcijas,
kas attîstîjuðâs pakâpeniski – vispirms kompozîcijas mâcîbas ietvaros,
skaòdarba radîðanas procesâ (te vietâ atgâdinât kaut vai retorikas teorijas
spçcîgo ietekmi uz baroka laika mûziku), bet vçlâk, sâkot ar 19. gadsimtu,
jau paðâ mûzikas formas mâcîbâ. Neiedziïinoties visâs procesa vçsturis-
kajâs detaïâs, ðajâ rakstâ uzmanîba vçrsta uz divâm galvenajâm attîstîbas
ievirzçm: viena no tâm saistîta ar krievu (padomju) skolas tradîcijâm,
otra – ar Rietumu mûzikas formas teorçtiskajâm nostâdnçm.

Vispirms par krievu skolu, kurâ formas mâcîbas pamati lîdz ar tul-
kotajâm grâmatâm sâkotnçji patapinâti no vâcu skolas. Pirmâs krievu
valodâ tulkotâs formas mâcîbu grâmatas ir vâcu muzikologa Ludviga
Buslera (Bussler) Musikalische Formenlehre (1878; tulkota 1883–1884)
un 1901. gadâ Krievijâ publicçtâs angïu zinâtnieka Ebenîzera Prauta
(Prout) mâcîbu grâmatas Musical Form (1891) un Applied Forms (1895),
kas savukârt balstâs uz Âdolfa Bernharda Marksa darbiem (Marx 1837–
1847, 1868). Adaptçjot jau zinâmo, formas mâcîba Krievijas teorçtiíu
vidç sâka ïoti intensîvi attîstîties, tostarp formas funkcionalitâtes jomâ.
Pirmkârt, to apliecina daudzu ðai problçmai veltîtu darbu raðanâs, otrkârt,
specifiska pçtnieciskâ rakursa izstrâde, kurâ funkcionalitâtes izpausmes
mûzikas formâ izceltas jo îpaði.

Krievijas autoru darbiem ir kopîga sâkotnçjâ platforma – Borisa
Asafjeva formas teorija, kurâ ietvertâ triâde imt (initio – motus – terminus)
attiecinâma uz jebkuru kompozicionâlo procesu (Ìóçûêàëüíàÿ ôîðìà
êàê ïðîöåññ; Àñàôüåâ 19711). Ðajâs trîs funkcijâs koncentrçjas ne tikai
ikviena procesa, t. sk. mûzikas procesa, bûtîba, bet arî savveida priekðstats
par skaòdarba formu kâ mâksliniecisku veselumu, kurð organizçts saskaòâ
ar noteiktu loìiku un kuram ir pabeigts, noslçgts veidols. Pat t. s. skolas
mûzikas formas kursos2 stabili iesakòojusies jçdziena kompozicionâlâ
funkcija izpratne un pats priekðstats par mûzikas formas funkciju sistçmu.

1 Abu daïu pirmizdevumi, attiecîgi, 1930. un 1947. gadâ.
2 Te jâmin tâdi darbi kâ Ivana Sposobina Ìóçûêàëüíàÿ ôîðìà (Ñïîñîáèí

1947), Sergeja Skrebkova Àíàëèç ìóçûêàëüíûõ ïðîèçâåäåíèé (Ñêðåáêîâ 1958),
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Vispilnîgâk ðî sistçma atspoguïota Viktora Bobrovska (Áîáðîâñêèé)
darbâ Ôóíêöèîíàëüíûå îñíîâû ìóçûêàëüíîé ôîðìû (1978). Bobrovskis
mûzikas formu pçta kâ daudzlîmeòu sistçmu, kuras elementiem piemît
divas cieði saistîtas îpaðîbas – funkcionâlâ (funkcija ir saiknes vispârçjais
princips) un strukturâlâ (struktûra ir konkrçts veids, kâ îstenot vispârçjo
principu) (Áîáðîâñêèé 1968: 13). Raksturojot skaòdarba funkcionâlo
loìiku, tiek nodalîtas daþâda veida funkcijas un izceltas piecas funkciju
grupas, starp kurâm galvenâs ir trîs – vispârçjâs loìiskâs funkcijas, vispâ-
rçjâs kompozicionâlâs funkcijas un speciâlâs kompozicionâlâs funkcijas.
Protams, visplaðâkâ no ðîm grupâm ir pçdçjâ. Tajâ definçta katras formas
funkcionâlâ bûtîba, tâdçï Bobrovska darbâ tai veltîta galvenâ uzmanîba3.
Svarîgi atzîmçt, ka iztirzâtas ne tikai klasiskâs pamatformas, bet arî brîvâs
un jauktâs formas. Arî ðajâ gadîjumâ analîzes rakurss ir funkcionâls, tas
ïauj autoram izvirzît mainîgo funkciju koncepciju un noteikt mainîgo fun-
kciju veidus. Tâdçjâdi mûzikas formas funkcionâlâs izpratnes ziòâ pat ïoti
virspusçjs Rietumeiropas un Krievijas autoru darbu salîdzinâjums ïauj
saskatît ievçrojamas atðíirîbas – Krievijas muzikoloìiskâs skolas ietvaros
mûzikas formas teorija piedzîvojusi vçrienîgu evolûciju un daudzveidîgas
pârmaiòas. Ðîs attîstîbas sâkumpunkts, kâ jau minçts, ir Asafjeva noteiktâ
izejas pozîcija: skaòdarba analîzes pamatâ ir mûzikas formas procesuâlâ
uztvere un katras attîstîbas fâzes loìikas pamatojums (Àñàôüåâ 1971).

Ne tik plaði pazîstama, mâcîbu procesâ reti iztirzâta ir Krievijas mû-
zikas zinâtnieka Anatolija Milkas izstrâdâtâ mûzikas formas kompo-
zicionâlo funkciju teorija, kas nedaudz atðíiras no iepriekðaplûkotâs.
Nenoliedzot formas funkcionâlâ traktçjuma nozîmîbu un katra formas

vçlâk Ïeva Mâzeïa Ñòðîåíèå ìóçûêàëüíûõ ïðîèçâåäåíèé (Ìàçåëü 1979, pirmiz-
devums 1960), Ïeòingradas autoru mâcîbu grâmata Jurija Tjuïina (Òþëèí ) redak-
cijâ Ìóçûêàëüíàÿ ôîðìà  (1965), Ïeva Mâzeïa un Viktora Cukermaòa mâcîbu
grâmata Àíàëèç ìóçûêàëüíûõ ïðîèçâåäåíèé (Ìàçåëü, Öóêêåðìàí 1967), Valen-
tînas Holopovas Ôîðìû ìóçûêàëüíûõ ïðîèçâåäåíèé (Õîëîïîâà 1999), Tatjanas
Kjuregjanas Ôîðìà â ìóçûêå XVII–XX âåêîâ (Êþðåãÿí 2003), Vsevoloda Zade-
racka Ìóçûêàëüíàÿ ôîðìà (Çàäåðàöêèé 1995, 2008).

Sposobina grâmatâ (Ñïîñîáèí 1947) pirmoreiz izklâstîta mûzikas formas
funkciju sistçma, kura ir plaðâka par to skaidrojumu, kâds piedâvâts Rietumu
autoru grâmatâs; tâ saglabâjusi savu nozîmi arî mûsdienâs.

3 Grâmatâ pirmâm kârtâm aplûkotas klasiski romantiskâs tradîcijas formas,
t. i., tonâli homofonâs formas, tomçr hronoloìisko ierobeþojumu nav – autora
uzmanîbas lokâ iekïauti gan Johana Sebastiâna Baha, gan Kloda Debisî un
Dmitrija Ðostakovièa skaòdarbi.
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posma bûtisko lomu skaòdarba kopçjâ attîstîbâ4, Milka darbâ Òåîðåòè-
÷åñêèå îñíîâû ôóíêöèîíàëüíîñòè â ìóçûêå  izgaismo citu ðîs problçmas
izpratnes rakursu: viòa pçtîjumâ funkcija interpretçta kâ a t t i e c î ba starp
daïu un veselumu, t. i., lîdzîgi atseviðío pakâpju tieksmçm skaòkârtiskâs
sistçmas ietvaros (Ìèëêa 1982). Lîdz ar to analîzes pamatuzdevums,
pçc autora domâm, ir noteikt un izcelt funkcionalitâtes galveno koor-
dinâti, kuru veido formas funkcionâlo elementu tieksmes. Elementi var
bût jebkâdi, lîdz ar to var veidoties ritma funkcionalitâte vai motîvu
funkcionalitâte, stila parametru funkcionâlo grupu (skaòkârtas, metra,
formas) funkcionalitâte vai komponista individuâlâ stila konkrçtu aspektu
funkcionalitâte (piemçram, kanoniskâ attîstîba Palestrînas mûzikâ, har-
monijas un metra funkciju attiecîba Bçthovena skaòdarbos, funkciona-
litâtes izpausme Èaikovska radoðajâ procesâ)5. Analizçjot skaòdarbus
pçc Milkas ieteiktajiem principiem, nepiecieðams izmantot vismaz elemen-
târas matemâtiskâs analîzes metodes jeb, kâ tâs formulç autors, varbûtîbas
statistiskâs pçtniecîbas metodes (Ìèëêa 1982: 9). Iespçjams, ka tieði tâdçï
ðî koncepcija nav kïuvusi îpaði populâra un Krievijas mûzikas zinâtnç
praktiski nav guvusi tâlâkattîstîbu. Taèu jâatzîst, ka tâ sasaucas ar dau-
dzâm 20. gadsimta Rietumu komponistu formas matemâtiskâs analîzes
koncepcijâm – piemçram, ar Jana Ksenaka izstrâdâto (Xenakis 1971).

Visos aplûkotajos gadîjumos par bûtiskiem, savstarpçji saistîtiem
un nosacîtiem uzskatâmi formas abi aspekti – l o ì i s k a i s (funkcionâlais)
un s t r u k t u r â l a i s (pati struktûra). Klasiski romantiskâs tradîcijas
mûzikâ tie izpauþas pietiekami pârliecinoði, un ðo aspektu izpratne bûtiski
veicina skaòdarba uztveri.

Rietumu mûzikas teorijâ formas funkcionâlâs izpratnes pamati, kâ
zinâms, veidojuðies jau izsenis, tomçr koncepcijas lîmenî tie formulçti
tikai 19. gadsimta vâcu zinâtnieka Âdolfa Bernharda Marksa darbos
(Marx 1837–1847, 1868). No vienas puses, viòð izveidojis skaidru siste-
mâtiku funkcionalitâtes jomâ – definçjis galvenâs funkcijas un attiecinâjis
tâs uz formveides procesa konkrçtâm situâcijâm. No otras puses, Marksa
piedâvâjums pieïauj arî augstâku abstrakcijas pakâpi, jo skar ne tikai
vienu, konkrçtu formas lîmeni, bet aplûko problçmu formas vispârçjâ

4 Tieði tâ formas funkcionalitâte traktçta iepriekðminçtajos krievu muzikologu
darbos.

5 Autors raksta, ka funkcionalitâte tiek aplûkota kâ vispârmuzikâla parâdîba,
tâs darbîba demonstrçta saiknç ar tâs daþâdiem veidiem; resp., funkciju Milka
traktç nevis ðî vârda ierastajâ plaðâkajâ izpratnç – kâ lomu, nozîmi vispâr, bet
gan kâ specifisku mûzikas formas dinamisko faktoru (Ìèëêa 1982: 9).
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lîmenî. Tieði Markss ieviesis apritç slaveno, mûzikas pçtîjumos neskai-
tâmas reizes pieminçto formulu HS–Gang–SS–ScS (Hauptsatz–Gang–
Seitensatz–Schlussatz; Marx 1837–1847, 1868). Tâ norâda uz èetru pa-
matfunkciju secîbu: idejas/tçmas izklâsts – pâreja/attîstîba – jauna ideja/
tçma – pçdçjais posms/tçma. Minçtâ formula ir attiecinâma uz visâm
iespçjamâm struktûrâm un atgâdina nedaudz paplaðinâtu imt (t. s. Asafje-
va triâdes) versiju: i

1
–m–i

2
–t (Àñàôüåâ 1971)6. Tomçr jâatzîst, ka nâkamo

paaudþu Rietumu teorçtiíu intereses vairâk vçrstas uz ðîs funkcionâlâs
sistçmas strukturâlo îstenojumu, nevis uz paða funkcionâlâ aspekta attîs-
tîbu vai pilnveidi. Tâdçï daudzos Rietumu autoru pçtîjumos lîdz pat mûs-
dienâm Marksa funkciju sistçma izmantota vien savâ sâkotnçjâ veidolâ7.

Interese par mûzikas formas funkcionâlo organizâciju pieaug 20.gad-
simtâ, un tam ir vairâki iemesli. Viens no tiem saistîts ar mûzikas teorijas
imanento attîstîbu, tâpçc virzîba uz funkcionalitâti ir likumsakarîga. Cits
rodams paðâ laikmetîgajâ mûzikâ – tajâ lietotâs jaunâs kompozîcijas teh-
nikas likuðas daudziem pçtniekiem pievçrst pastiprinâtu uzmanîbu tieði
ðim skaòdarba aspektam. Viens no muzikâlâs domâðanas ierasto tradîciju
pirmajiem iznîcinâtâjiem bija Arnolds Ðçnbergs, bet – un to nedrîkstam
aizmirst – viòð arî kïuva par vienu no pirmajiem, kurð teorçtiski mçìinâja
izvçrtçt un pârvçrtçt klasiskâs mûzikas formas funkcionâlo loìiku, lai to
pielâgotu jaunajiem apstâkïiem (Schoenberg 1954, 1967). Interesanti,
ka arî paðus jçdzienus mûzikas formas funkcionalitâte un formas funkci-
onâlâ analîze Rietumos (Bent 2001) interpretç nedaudz savâdâk nekâ
Krievijas muzikoloìijâ. Piemçram, par vienu no galvenajiem vâcu/britu
muzikologa Hansa Kellera (Keller) ieguldîjumiem mûzikas zinâtnç tiek
uzskatîta viòa izstrâdâtâ bezvârdu funkcionâlâs analîzes metode (Wordless
Functional Analysis) – t. i., skaòdarba îpatnîbu skaidrojums ar paðas
kompozîcijas palîdzîbu. Ðîs metodes bûtîba, pçc tâs autora vârdiem, ir
centieni analîzes gaitâ izprast, kâ skaòdarbâ ietvertâs kontrastçjoðâs tçmas
un tematiskie komponenti veido organisku vienotîbu, veselumu. Savukârt
universâla atbilde uz minçto jautâjumu ir ðâda: dziïâkajâ lîmenî pat kon-
trastçjoðâm viena skaòdarba tçmâm ir kopîgs pamats, tâdçï ir iespçjams
radît mûzikas tekstu, kurâ ðî vienotîba tiktu uzskatâmi demonstrçta.
Kellers ir veicis vairâkas ðai teorijai atbilstoðas skaòdarbu analîzes – tâs
veltîtas Baha, Mocarta, Haidna, Bçthovena un Britena kompozîcijâm.

6 Interesanti, ka Marksa atklâjums veikts 19. gadsimta 30.–40. gados, un
Asafjeva koncepcija faktiski parâdîjâs pçc 100 gadiem (20. gadsimta 30.–40.gados).

7 Atkal veidojas paralçles: grûti pat iedomâties kâdu formai un tâs funkciona-
litâtei veltîtu krievu teorçtiía darbu bez atsauces uz Asafjeva koncepciju.
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Daþi no ðiem analîtiski atvasinâtajiem tekstiem ir atskaòoti; tos translçjusi
BBC raidstacija, kurâ Kellers strâdâjis (Wintle 2001).

Pçdçjâ laikâ, t. i., 20. gadsimta beidzamajâ ceturksnî un vçlâk, formas
funkcionâlais aspekts atkal nonâcis vairâku Rietumu muzikologu uzma-
nîbas lokâ, turklât daþkârt tas tiek traktçts kâ inovatîvs, pat revolucionâri
jauns skatîjums. Teiktais pilnâ mçrâ attiecas uz diviem Viljama Kaplina
(Caplin)8 darbiem – Classical Form: A Theory of Formal Functions for
the Instrumental Music of Haydn, Mozart, and Beethoven (1998) un
What are Formal Functions? (2009).

Pirmais darbs ir monogrâfija, kas veltîta ïoti konkrçtam vçstures
periodam (1780–1810); tajâ analizçti triju Vînes klasiíu instrumentâl-
opusi. Tie ir Haidna darbi, t. sk. 62. simfonija D dur  (1781), stîgu kvarteti
op. 33 un 35.–39. klaviersonâte (Hob. XVI, 1780), Mocarta sacerçjumi,
t. sk. 34. simfonija C dur (K 338), klavierkoncerti F dur un C dur (K 413,
415), Haidna kvarteti  (K 387) un klaviersonâtes (K 330 C dur, K 331 A
dur, 1781–1783), kâ arî Bçthovena opusi, t. sk. Sestâ simfonija F dur
(1808), visi klavierkoncerti, stîgu kvarteti op. 16, 59, 74, 95, klaviersonâte
op. 81 Es dur (Caplin 1998).

 Kaplina koncepcija, no vienas puses, attîsta Arnolda Ðçnberga (Fun-
damentals of Musical Composition, 1967), kâ arî viòa skolnieka un pçc-
teèa Ervîna Raca (Ratz 1951) paustâs idejas. Abu minçto autoru pçtîjumos
forma aplûkota tâs procesuâlajâ attîstîbâ, vçsturiskâ aspektâ raugoties –
no Baha lîdz Bçthovenam (Ðçnbergs skar arî iepriekðçjo polifonâs daudz-
balsîbas periodu)9.

No otras puses, Kaplins cenðas paplaðinât paðu funkcionâlo attiecîbu
sistçmu, tiecas noskaidrot funkciju darbîbu daþâdos lîmeòos – gan visa
skaòdarba formas, gan kompozîcijas posmu iekðçjâs attîstîbas lîmenî.
Funkcija Kaplina pçtîjumâ definçta kâ noteikta posma (autors to sauc
par mûzikas teksta grupu vai fragmentu) specifiskâ loma skaòdarba ko-
pçjâ organizâcijâ (Caplin 1998: 9). Ðâdâ aspektâ viòð aplûko gan atsevið-
ías tipveida formas, gan vçrð uzmanîbu uz formas atðíirîgu interpretâciju
Mocarta un Bçthovena mûzikâ, t. i., skar stila jautâjumus, tiesa, tikai
viena stila – Vînes klasicisma – ietvaros.

8 Viljams E. Kaplins ir Makgila Universitâtes (Kanâda) docçtâjs un mûzikas
teorijas problçmu pçtnieks.

9 Starp citu, atcerçsimies, ka Ðçnberga mûzika formas ziòâ ir samçrâ tradici-
onâla; nav nejauðîba, ka viòð sacerçjis tikai þanros, kas vçstures gaitâ jau aplieci-
nâjuði savu stabilitâti (opera, oratorija, koncerts, simfoniskâ poçma, simfonija,
kvartets u. c.).
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Tomçr, kâ pats autors atzîst vçlâk tapuðajâ rakstâ What are Formal
Functions?, 1998. gada monogrâfijâ viòam vçl nebija izdevies pietiekoði
pârliecinoði raksturot savu formas izpratnes koncepciju. Strâdâjot pie
grâmatas glosârija, viòð secinâjis, ka koncepcijas pamatjçdzieni tekstâ
nav pilnîbâ atklâti. Turpretim jaunajâ publikâcijâ, pçc viòa domâm, tie
ir definçti precîzâk, tâdçï jaunâs idejas iezîmçtas skaidrâk (Caplin 2009).

Teorçtiski aprakstot formu, autors piedâvâ vairâkas shçmas un
tabulas, kuru mçríis ir koncentrçtâ veidâ atspoguïot formas bûtîbas
izpratni. Pievçrsîsimies daþâm no tâm.

Viena no ðîm tabulâm piedâvâ terminu sistçmu (savâ ziòâ vienlaikus
arî mûzikas analîzes loìikas sistçmu), kas aptver skaòdarbu kopumâ un
raksturo to no daþâdâm pozîcijâm. Ðajâ sakarâ Kaplins atgâdina, ka
formas raksturojumâ iekïaujas gan daudzi vispârçji jçdzieni – piemçram,
organizâcija, struktûra, segmentâcija (sk. jçdzienu 1. grupu), gan arî –
mazâkâ skaitâ – abstrakti jçdzieni, piemçram, dziesmu forma, sonâtes,
rondo forma un koncerts (sk. jçdzienu 4. grupu) (Caplin 2009: 22).

Piedâvâtajâ shçmâ izceltas èetru lîmeòu jçdzienu grupas. Pirmajâ
lîmenî ietverti paði vispârinâtâkie termini, kas korelç ar kompozîcijas
vispârîgâkajâm likumsakarîbâm. Nâkamajos lîmeòos jçdzieni pakâpeniski
saðaurinâs lîdz tiem formu pamatveidiem, kuri praksç pazîstami jau kopð
seniem laikiem. Ðîs grupas terminus Kaplins apzîmç kâ universâlus (Caplin
2009: 21–22).

1.
organization structure pattern shape temporality
organizâcija struktûra modelis, forma, veids, temporalitâte

paraugs tçls

2.
process function hierarchy narrativity rhetoric
process funkcija hierarhija izklâsts retorika

3.
forms genre style

forma kopumâ þanrs stils

4.
song sonata rondo concert

dziesma sonâte rondo koncerts

Š

Š

Š

Š
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Kaplina shçmas pirmajos divos lîmeòos ietverti jçdzieni, kuriem,
mûsuprât, nepiecieðami komentâri. Kâ redzams, pirmajâ lîmenî sarindoti
apzîmçjumi, kuri akcentç skaòdarba formas vispârçjo raksturu un
uztverami kâ savveida sinonîmi. Ðo virkni varçtu papildinât vçl ar daþiem
jçdzieniem, piemçram, organizâcija – struktûra – modelis Ž  skaòdarba
kompozîcija – uzbûve... Un, lûk, to visu noslçdz termins temporalitâte.
Pçc Kaplina skaidrojuma, temporalitâtes izjûta rodas, pamatojoties uz
skaòdarba shematisko aprakstu – tâ analîzes shçmu (Caplin 2009: 23).
Tâ kâ tematiski, harmoniski vai citâ ziòâ lîdzîgi procesi shçmâ tiek apzî-
mçti identiski, tad shçma sniedz priekðstatu arî par paða procesa temporâlo
raksturu (nedaudz vçlâk autors piedâvâ arî ðâda veida shçmu: Caplin
2009: 26). Turpretim mûsu ierastajâ izpratnç temporalitâtes jçdziens nav
lîdzvçrtîgs citiem ðajâ virknç minçtajiem terminiem; drîzâk tas norâda uz
konkrçtu lîdzekli, kas palîdz klausîtâjam uztvert skaòdarba struktûru.
Proti, tempa maiòa – tas ir viens no elementârâkajiem paòçmieniem, kas
ïauj skaidri parâdît formas sastâvdaïas, tâs dalîjumu posmos (tiesa, rakstâ
ir runa tikai par klasisko formu).

Otrâ lîmeòa termini jau vairâk vçrsti uz formas procesualitâtes skaid-
rojumu, un ðajâ grupâ uzmanîbu piesaista jçdziens retorika. Uzsverot, ka
skaòdarba atrises procesam jâbût pârliecinoðam un loìiskam, jçdziens
retorika te uztverams kâ sinonîms vârdam loìika . Ðâdâ skatîjumâ, jâatzîst,
minçtais apzîmçjums pilnîbâ attaisno savu atraðanos ðajâ lîmenî.

Nelielu komentâru rosina arî tabulas ceturtajâ lîmenî nosauktâs èetras
konkrçtâs formas (dziesma, sonâte, rondo, koncerts). Trîs pirmâs pilnîbâ
sasaucas ar Marksa klasifikâcijâ (Marx 1837–1847, 1868) noðíirtajâm
piecâm pamatformâm: dziesma atbilst 1. un 2. formai, rondo – 3. formai,
bet sonâte – 4., 5. formai. Turpretî koncerts ðajâ sistçmâ neiederas. Tas
pârstâv vai nu sonâtes formas variantu (ar divkârðu ekspozîciju, kâ
klasiíiem), un lîdz ar to ir radniecîgs 4.–5. formai, vai arî rondo variantu
(t. s. ritornelformu, kâ baroka koncertformu pieòemts dçvçt Rietumu
mûzikas teorijâ) un lîdz ar to piederas 3. formai. Arî kopumâ Kaplina
rakstâ nosauktâs formas mûsu izpratnç vairâk gan asociçjas nevis ar for-
mâm, bet ar þanriem. Taèu interesanti atzîmçt vçl kâdu îpatnîbu: kaut
arî þanru grupu autors savâ shçmâ nav ietvçris un atseviðíi neaplûko,
tekstâ atzîmçts, ka viòa minçtajâm formâm daþâdos vçstures periodos
bijis raksturîgs atðíirîgs þanriskais saturs un nozîme (Caplin 2009).

Aplûkojamâs koncepcijas terminu otrajâ blokâ ir ietverti formas daïu
jeb elementu (parts of form) apzîmçjumi. Ðî terminu grupa nav tik daudz-
veidîga kâ iepriekðçjâ, bet arî neprasa speciâlus komentârus. Skaòdarba
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formas sakarâ Kaplins norâda: runâjot par formas sastâvdaïâm, mçs bieþi
lietojam tâdus terminus kâ frâze, ideja, izklâsts, atkârtojums u. c. (Caplin
2009: 22). Tiesa gan, arî ðajâ gadîjumâ jâatzîmç, ka piedâvâtajâ virknç
ir sarindoti nozîmes ziòâ daþâdi apzîmçjumi (piemçram, frâze, sekcija
attiecas uz struktûrâm, bet atkârtojums, sekvence – uz attîstîbas paòç-
mieniem):

phrase idea statement repetition sequence section
frâze doma izklâsts atkârtojums sekvence sekcija, posms

Visbeidzot, treðâ terminu grupa (Caplin 2009: 22), kas, salîdzinot
ar pirmo, skaita ziòâ arî ir pieticîga, raksturo formas pakïautos parametrus
(ancillary parameters). Tajâ autors ietvçris ðâdus jçdzienus:

motive melody cadence harmony rhythm texture
motîvs melodija kadence harmonija ritms tekstûra/faktûra

Arî ðeit uzmanîbu pievçrð virknes sastâvs: no vienas puses, tajâ
iekïauti mûzikas valodas lîdzekïi (melodija, harmonija, ritms, faktûra),
bet, no otras – struktûras elementi (motîvs, kadence). Ðâdam apvienoju-
mam varçtu bût savs pamatojums: motîvs un kadence tieði veic strukturç-
ðanas funkciju, turpretim mûzikas valodas lîdzekïiem (melodijai, harmoni-
jai, ritmam un faktûrai) strukturçðanas funkcija ir tikai viena no vairâkâm,
kas turklât ne vienmçr atklâjas pietiekami skaidri, ne vienmçr ir primâra.

Interesanti, ka Kaplins piedâvâ arî binâru opozîciju grupu, kurâ ko-
relçti daþâdi ar formu saistîti termini, un piebilst, ka ðîs terminoloìiskâs
svârstîbas atspoguïo problçmas, kas rodas analîzes procesâ, cenðoties
teorçtiski precîzi aprakstît konkrçtas skaòdarbâ novçrotâs parâdîbas. Lûk,
opozîciju pâru virkne:

forma 1 saturs stabilitâte 1 nestabilitâte/mobilitâte
veselums 1 daïa grupçðana 1 sadalîðana/segmentçðana
iekðçjâ forma 1 ârçjâ forma kontrasts 1 lîdzîba
noslçgtîba 1 atvçrtîba divdaïîba 1 trijdaïîba

tradicionalitâte/parastums 1 individualitâte 10.

10 Arî ðajâ gadîjumâ veidojas tieðas paralçles ar vairâku krievu mûzikas pçtnieku
koncepcijâm. Piemçram, attiecîba forma 1 saturs vispâr uzskatâma par mûzikas
teorijas un formas mâcîbas stûrakmeni, kontrasts 1 lîdzîba – tâ ir Borisa Asafjeva
ideja (Àñàôüåâ 1930, 1947, pârpublicçjums 1971). Iespçjami arî citi lîdzîgi pret-
statu pâri.
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Visi ðie jçdzieni, pçc autora domâm, asociçjas ar mûzikas formas
vispârçjo izpratni (Caplin 2009: 22).

Tomçr, analizçjot klasicisma stila mûziku, Kaplins savâ monogrâfijâ
lieto arî daudzus citus, jaunus terminus, lîdz ar to paplaðinot strukturâli
funkcionâlo jeb strukturâli loìisko formas izpçtes spektru. Turklât, tâpat
kâ Viktors Bobrovskis, arî Kaplins formas attîstîbu un funkcionâlo saturu
raksturo kâ divu lîmeòu parâdîbas. Katram no ðiem lîmeòiem pçtîjumâ
ir veltîta sava izvçrsta daïa, kurâs aplûkotas intertematiskâs (t. i., iekðçjâs,
iekðtematiskâs) formas un intratematiskâs formas, t. i., kopçjâs formas,
likumsakarîbas (Caplin 1998).

Par formveides pirmâ lîmeòa struktûrâm tiek uzskatîts teikums (sâ-
kumfrâze, turpinoðâ frâze), periods (galvenâ frâze, sekojoðâ frâze, atkâpes
no normas), saliktâs vai sastattçmas, vienkârðas divdaïu un trijdaïformas.
Tâs aplûkotas grâmatas II daïâ Tight-Knit Themes. Savukârt monogrâfijas
III daïa ir veltîta formas brîvâko zonu izpçtei (daïas virsraksts – Looser
Formal Regions). Tâm autors pieskaita ðâdus formas posmus: blakuspar-
tijas tçma, saite jeb pâreja, izstrâdâjums, reprîze, koda. Otrajâ lîmenî
piedâvâta situâciju diferencçðana saiknç ar attiecîgo formas posmu fun-
kcijâm (Caplin 1998) 11.

Pçc Kaplina domâm, formas posmu funkcionâlâs diferenciâcijas
pamatâ ir harmonijas funkcionalitâte, tâdçï harmoniskâs, tonâlâs attîs-
tîbas loìika kïûst par kompozicionâli diferencçtâ procesa cçloni. Tieði
tâpçc autors visâ monogrâfijâ tik lielu uzmanîbu – gan teorçtiskos apgalvo-
jumos, gan analîtiskos fragmentos – ir pievçrsis harmonijas aspektiem.
Pçc viòa pârliecîbas, skaòkârtas pakâpju funkcionâlâs tieksmes uzska-
tâmas par skaòdarba mikro- un makropasaules formas posmu attiecîbu
prototipu (Caplin 1998).

Lai uzskatâmi parâdîtu, kâ saskaòâ ar piedâvâto teoriju skaòdarba
formâ izpauþas temporâlâs un kompozicionâlâs funkcijas un kâ tâs sav-
starpçji mijiedarbojas, raksta autors detalizçti aplûko Bçthovena Pirmâs
simfonijas pirmo daïu. Kaplins piedâvâ divas shçmas, kuru struktûra ir
vienâda. Taèu, kâ viòð uzsver, ðîs shçmas atklâj formas daþâdus aspektus
(Caplin 2009).

Pirmâ shçma (skat. 188. lpp.) reprezentç formas temporâlo aspektu.
Tâ atspoguïo formas dalîjuma sistçmu daþâda lîmeòa posmos un apakð-
posmos, kuri apzîmçti ar burtiem vai, precîzâk, vârdu saîsinâjumiem.
Pârtulkojot  ðos apzîmçjumus ierastajâ imt  funkciju sistçmâ, situâcija,

11 Monogrâfijas IV daïâ ir aplûkotas daudzdaïu formas (Caplin 1998).
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ðíiet, bûtu vçl skaidrâka. Shçmâ uzskatâmi ir redzama gan lîmeòu hierar-
hija, gan arî starplîmeòu sakari, resp., lîdzîgu principu darbîba daþâdos
formas lîmeòos. Tomçr temporalitâte izpauþas tikai kâ princips: ir gan
norâdîta nozîmes ziòâ daþâdu posmu mija, to sistçma atainota shçmâ,
bet nav atklâta shçmas saikne ar partitûru. Proti, norâde uz konkrçtâm
taktîm (77.–80. t.) sastopama tikai vienu reizi. Autors acîmredzot païaujas
uz dzirdes pieredzi, uz savu un lasîtâja uztveres priekðstatu lîdzîbu. Tomçr
jâatzîst, ka daþviet nav îsti skaidrs, kur iesâkas un kur noslçdzas shçmâ
attçlotie formas posmi (Caplin 2009: 26).

Kâdas funkcijas autors uzskata par temporâlâm? Tâs pârstâv ðâdi
apzîmçjumi: veselums (whole), pirmsikts, pirmsâkums (before-the-
beginning Ž  iI  shçmâ), sâkums (beginning Ž  i vai I), vidusposms (middle Ž
m vai M ), beigas, kadence (end Ž  t vai T), pçckadences posms/papil-
dinâjums (after-the-end Ž  tt ) (sk. 1. shçmu). No tâ izriet, ka shçmâ no-
sauktas formas loìiskâs funkcijas, kas atspoguïo izmaiòas attîstîbas
procesâ, iezîmç paða ðî procesa stadijas. Tâpçc tâs labi saskan ar Asafjeva
triâdi ( Àñàôüåâ 1930, 1947, pârpublicçjums 1971) un daïçji arî ar
Bobrovska definçtajâm loìiskajâm funkcijâm ( Áîáðîâñêèé 1978).

Otrajâ shçmâ (skat. 189. lpp.), saglabâjot ðo paðu hierarhisko sistçmu,
ir mainîti apzîmçjumi – tie tagad norâda uz skaòdarba formas posmu
kompozicionâlajâm funkcijâm. Arî tâs veido visai sazarotu sistçmu un
apzîmçtas sekojoði: sâkumizklâsts/teikums (antecedent), turpinoða uzbûve
(continuation), nobeigums/kadence (cadential), (jauns) izklâsts (present-
ation), apstâja uz D/pirmsikts (stand on V), blakus materiâla izklâsts
(consequent), pirmskodols (pre-core), kodols (core), transponçðana (MT /
transposition), atkârtots izklâsts/papildinâjums (retranslate) (Caplin 2009:
28). Kâ izriet no ðîs otrâs shçmas, Kaplina traktçjumâ sonâtes formas
ekspozîcijas uzbûve saglabâ savu funkcionâli loìisko veidojumu, posmu
secîbu. Svarîgâkais jaunais akcents saistâms ar pamatpartiju iekðçjo fun-
kcionâlo dalîjumu. Un atkal ðajâ funkcionâlajâ diferencçðanâ priekðplânâ
izvirzâs procesuâlais (galvenokârt!) un jçdzieniskais princips.

Tiesa gan, jautâjumu par funkcionâlo procesu un skaòdarba struk-
tûras korelâciju autors ir iztirzâjis tikai pamatvilcienos – kopçjâs formas,
t. i., sonâtes formas, lîmenî, òemot vçrâ tâs dalîjumu posmos (ievads,
ekspozîcija, izstrâdâjums, reprîze, koda) un ekspozîcijas dalîjumu divâs
pamatpartijâs. Detalizçtâki atseviðío partiju vai tçmu uzbûves jautâjumi
ir skarti tikai analîzes gaitâ, vai arî izraudzîtajâ analîzes rakursâ nav
ðíituði autoram principiâli svarîgi.
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1. shçma. Bçthovena Pirmâs simfonijas pirmâ daïa: temporâlais aspekts
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Tâdçjâdi, lai gan Kaplins ne vienmçr detaïâs izskaidro un argumentç
savu pozîciju (tas gan attiecas galvenokârt uz monogrâfijas tekstu), svarîgi
uzsvçrt: kopumâ viòa koncepcija piedâvâ pçtniekam interesantu klasiski
romantiskâ stila skaòdarbu formas funkcionâlâs analîzes variantu. Ðî
pieeja kardinâli nemaina priekðstatu par mums zinâmo formas funkci-
onâlo izpratni, bet vienlaikus ïauj iedziïinâties atseviðíu skaòdarbu proce-
suâlâs attîstîbas zîmîgâs un savdabîgâs niansçs. Tas savukârt liecina par
formas funkcionâlâs izpratnes tâlâkattîstîbu un, iespçjams, par jaunu
stadiju ðî mûzikas formas aspekta pçtniecîbâ.

On the Form and Its Functional Aspect in Music

Elena Lebedeva

Summary

Functional notion of the musical form has a long historical tradition
but took shape gradually – at first within the bounds of teaching compos-
ition, namely composing musical works (for instance, theory of rhetorical
disposition), then later on beginning from the 19th century already within
the limits of teaching musical forms.

In this abstract two main directions of functional analysis of the
form in a musical composition are considered – one is connected with
traditions of Russian (Soviet) school and the other – with tendencies of
Western theory of the musical form.

Adapting already known (due to translation of textbooks about the
form by Ludwig Bussler (1878), Ebenezer Prout (1893, 1895) based on
the form conception by Adolf/Adolph Bernhard Marx) in the Russian
environment, teaching of the form started very intensively to be developed
including the attitude to the problems of functionality in the form. First
of all this was connected to appearance of a sufficiently great quantity of
works devoted to the given problem (these were investigations by Boris
Asafyev, Lev Mazel, Viktor Cukkerman (Zukkerman), Viktor Bobrovsky,
Valentina Holopova, etc., besides, original textbooks on the form were
developed) and secondly – to forming specific aspect of its consideration,
choosing definite characteristics of functionality in the musical form. As
the principal characteristics basic theses of theories by Asafiev (Àñàôüåâ
1971), Bobrovsky (Áîáðîâñêèé 1968) and Anatoly Milka ( Ìèëêa 1982)
were considered.



191

J. Ïebedeva. Par formu un tâs funkcionâlo aspektu mûzikâ

Interest in proper functional organization of the form, so strikingly
displayed in theory of the musical form by A. B. Marx (1837–1847, 1868),
in the Western musicology was also stirred up in the 20th century due to
several reasons. One is in the immanent development of theory that is
why gradual appeal to functionality is quite natural. The other is in the
development of musical art itself since new compositional techniques
make many musicologists think about this aspect of a musical work.

In some works of Western authors of the last time (i. e. the last
quarter of the 20th century and later) functional aspect of the musical
form once again appears in the centre of attention, and what is more, in
criticism it is taken for rather innovatory. This refers first of all, to works
by William E. Caplin Classical Form: A Theory of Formal Functions for
the Instrumental Music of Haydn, Mozart, and Beethoven (1998) and
What are formal functions? (Caplin 2009).

In his monograph Classical Form: A Theory of Formal Functions
for the Instrumental Music of Haydn, Mozart, and Beethoven (1998)
Caplin aspires to expand the system of functional relations itself, retracing
it both in separate forms and in different levels – an integral form and its
internal structure and development. And what is more, the function is
defined as a specific role of a certain musical section in organization of
the form of a composition. The author pays attention both to separate
typical forms and to peculiarities of Wolfgang Amadeus Mozart’s or
Ludwig van Beethoven’s interpretation of the form, that is he concerns
problems of a style though within the limits of only one formation – the
Vienna Classics. Besides, a special place is taken by explanation and
systematization of terms, used in the forms analysis and this is basically
what the Caplin’s article is devoted to.

In spite of the fact (this refers in the first instance, to the monograph)
that Caplin does not always explain or argue his position, it is important
that on the whole, his conception proposes one of variants of a form
functional analysis for compositions in a classical-romantic style, on the
one hand, without changing essentially conception about it, but, on the
other hand, allowing to extend in interesting and distinctive details of
processional development of separate compositions. And this is an
evidence of development in a functional comprehension of the form and
a sort of revival of this aspect in investigation of the form of a musical
composition.
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Òðàäèöèè sonata da chiesa â
êàìåðíî-èíñòðóìå íòàëüíîì òâîð÷åñòâå

Ãåíðè Ï¸ðñåëëà

Dr. art. Îëüãà Ñàâèöêàÿ
Äîöåíò Áåëîðóññêîé ãîñóäàðñòâåííîé àêàäåìèè ìóçûêè

Sonata da chiesa ïðèíàäëåæèò ê ÷èñëó èíñòðóìåíòàëüíûõ æàíðîâ
è ôîðì, ïîëó÷èâøèõ íàèáîëåå äèíàìè÷íîå ðàçâèòèå â èòàëüÿíñêîé
ìóçûêå âòîðîé ïîëîâèíû XVII âåêà. Â öåíòðå ðàçíîíàïðàâëåííûõ
èñêàíèé ïðåäñòàâèòåëåé âåíåöèàíñêîé, áîëîíñêîé, íåàïîëèòàíñêîé
øêîë ñòîÿëà ôèãóðà Àðêàíäæåëî Êîðåëëè – êîìïîçèòîðà, óòâåðäèâ-
øåãî â ñâîåì èñêó ññòâå ñàì ýñòåòè÷åñêèé ïðèíöèï ñòàðèííîé ñîíàòû
êàê êîíöåðòíîé ìóçûêè ñàìîñòîÿòåëüíîãî õóäîæåñòâåííîãî çíà÷åíèÿ
(Ëèâàíîâà 1983: 560). Èìåííî â åãî òâîð÷åñòâå ñëîæèëàñü è çàêðåïè-
ëàñü òèïè÷íàÿ ôîðìà öåðêîâíîé ñîíàòû èç ÷åòûðåõ êîíòðàñòíûõ ÷àñòåé:
Grave (ãîìîôîííîå èëè èìèòàöèîííîå, Ñ) – Allegro (ôóãèðîâàííîå, Ñ) –
Adagio (ãîìîôîííîå, 3/2) – Allegro èëè Presto (ôóãèðîâàííîå èëè ãîìî-
ôîííîå, Ñ èëè 3/2 ) (Ursprung 1931: 217). Ñî÷èíåíèÿ Êîðåëëè çàâîåâà-
ëè ïîäëèííî ìèðîâóþ ñëàâó . Â êîíöå XVII – íà÷àëå XVIII ñòîëåòèé
åãî èìÿ äëÿ åâðîïåéñêèõ ñîâðåìåííèêîâ ñèìâîëèçèðîâàëî íå òîëüêî
íàèâûñøèé ó ñïåõ, íî è ñàìó ñïåöèôèêó èòàëüÿíñêîé ìóçûêè 1.

Ñ 80-õ ãîäîâ XVII âåêà òâîð÷åñòâî Êîðåëëè, à òàêæå òàêèõ èçâåñ-
òíûõ èòàëüÿíñêèõ ìàñòåðîâ, êàê Äæîâàííè Áàòèñòà Áàññàíè, Äæóçåï-
ïå Òîðåëëè, Àíòîíèî Âåðà÷èíè, Ò îìàçî Àëüáèíîíè, Ò îìàçî Àíòîíèî
Âèòàëè, Ýâàðèñòî Ôåëè÷å äàëë’Àáàêî è äð., áëèñòàòåëüíî âîïëîòèâ-
øèõ â ñâîåì èñêó ññòâå íîâûå æàíðîâî-ñòèëåâûå òåíäåíöèè ðàçâè-

1 Îñòðîóìíîå è òî÷íîå âûñêàçûâàíèå ïî ïîâîäó èòàëüÿíñêîé êóëü òóðíîé
ýêñïàíñèè ïðèíàäëåæèò Þðèþ Ëîòìàíó: Ïåðèîä Ðåíåññàíñà è, îò÷àñòè, áà-
ðîêêî ìîæíî íàçâàòü “èòàëüÿíñêèì ïåðèîäîì” åâðîïåéñêîé êóëüòóðû: èòàëü-
ÿíñêèé ÿçûê ñòàíîâèòñÿ ÿçûêîì äâîðîâ è ùåãîëåé, ìîäû è äèïëîìàòèè [..].
Èòàëèÿ ïîñòàâëÿåò Åâðîïå õóäîæíèêîâ è àðòèñòîâ, áàíêèðîâ, þâåëèðîâ, þðè-
ñòîâ, êàðäèíàëîâ, ôàâîðèòîâ êîðîëåâ. Î ìîùè ýòîãî âòîðæåíèÿ ìîæíî ñóäèòü
ïî ñèëå àíòèèòàëüÿíñêèõ íàñòðîåíèé, âñïûõèâàþùèõ â Àíãëèè, Ãåðìàíèè è
Ôðàíöèè [..],  è ïî òîìó , ñ êàêîé ýíåðãèåé èòàëüÿíèçèðîâàííàÿ åâðîïåéñêàÿ êóëü-
òóðà áóäåò ñòðåìèòüñÿ âìåñòî îäíîãî ÷óæîãî îáðåñòè ìíîæåñòâî ñâîèõ “íà-
öèîíàëüíûõ ëèö” (Ëîòìàí 2000: 271).
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òèÿ èíñòðóìåíòàëüíîé ìóçûêè, íà÷èíàåò îêàçûâàòü èñêëþ÷èòåëüíîå
âëèÿíèå íà êîìïîçèòîðîâ åâðîïåéñêèõ ñòðàí.

Îäíèì èç ïåðâûõ ñâèäåòåëüñòâ èòàëüÿíñêîãî âëèÿíèÿ â Àíãëèè
ñòàëè 22 àíñàìáëåâûå ñîíàòû Ãåíðè Ï¸ðñåëëà, îïóáëèêîâàííûå â äâóõ
ñáîðíèêàõ 1683 è 1697 ãã. (Twelve Sonatas of Three Parts, Ten Sonatas of
Four Parts)2. Èõ àâòîð, êàê îí ñàì ïîâåäàë â ïðåäèñëîâèè ê ïåðâîìó
ñáîðíèêó , èñêðåííå ñòðåìèëñÿ ê ïîäðàæàíèþ ïðîñëàâëåííûì èòà-
ëüÿíñêèì ìàñòåðàì (öèò . ïî: Ó ýñòðåï 1980: 39) è â òî æå âðåìÿ îêà-
çàëñÿ ñîâåðøåííî ñàìîáûòåí.

Âñå ñîíàòû Ï¸ðñåëëà ïðèíàäëåæàò ê òèïó sonatà da chiesa. Êîì-
ïîçèòîð îïèðàåòñÿ íà êîðåëëèåâñêóþ ñõåìó , îäíàêî äàëåêî íå âñåãäà
íåóêîñíèòåëüíî ñëåäó åò åé. Îäíèì èç õàðàêòåðíûõ äëÿ íåãî ïóòåé
óñëîæíåíèÿ áàçîâîé ìîäåëè ñòàíîâèòñÿ ââåäåíèå äîïîëíèòåëüíîãî
ìåäëåííîãî ðàçäåëà, âûïîëíÿþùåãî ôóíêöèþ âñòóïëåíèÿ ê ñëåäóþ-
ùåé áûñòðîé ôóãèðîâàííîé ÷àñòè. Â ðåçóëü òàòå âíóòðè öèêëà îáðà-
çóåòñÿ êîíòðàñòíî-ñîñòàâíàÿ ôîðìà, ñîîòíîøåíèå ðàçäåëîâ êîòîðîé
íàïîìèíàåò ñîîòíîøåíèå ïðåëþäèè è ôóãè (Ñîíàòà Es-dur Z 803)3:
Adagio – Canzona /Allegro/ – Àdagio – Largo – Allegro; Ñîíàòà D-dur Z
811: Adagio – Canzona /Allegro/ – Grave – Largo – Allegro). B äðóãèõ
ñëó÷àÿõ âîçíèêàåò íàðóøåíèå ïîðÿäêà è ïåðèîäè÷íîñòè ÷åðåäîâàíèÿ
ìåäëåííûõ è áûñòðûõ ÷àñòåé (Ñîíàòà a-moll Z 804: Grave – Largo –
Adagio – Canzona /Allegro/ – Grave; Ñîíàòà F-dur Z 810: Allegro –
Adagio– Canzona /Allegro/ – Grave – Allegro; Ñîíàòà d-moll Z 805:
Adagio– Allegro – Adagio – Vivace – Largo). Âàðèàöèîííûé öèêë íà
áàññî-îñòèíàòî (44 âàðèàöèè) ïðåäñòàâëÿåò ñîáîé Ñîíàòà g-moll Z 807
ïîä íàçâàíèåì ×àêîíà , èòàëüÿíñêèìè ïðîîáðàçàìè êîòîðîé, ïî-âè-
äèìîìó , ìîæíî ñ÷èòàòü Ñîíàòó Romanesca Ñîëîìîíà Ðîññè è Ñîíàòó
d-moll Follia Àðêàíäæåëî Êîðåëëè.

Ïðèíöèï êîíòðàñòà ÿâëÿåòñÿ îñíîâíûì öèêëîîáðàçóþùèì ôàê-
òîðîì â ñîíàòàõ Ï¸ðñåëëà. Ïðè÷åì òåìïîâûé êîíòðàñò – ëèøü îäèí

2 Â íàñòîÿùåé ðàáîòå èñïîëüçó åòñÿ èçäàíèå The Works of Henry Pursell:
— Vol. 5: Twelve Sonatas of Three Parts (1883). London & New York: Novello,

Ewer & Co
— Vol. 7: Ten Sonatas of Four Parts (1896). London & New York: Novello,

Ewer & Co
3 Íóìåðàöèÿ ñîíàò äàåòñÿ ïî Àíàëèòè÷åñêîìó òåìàòè÷åñêîìó êàòàëîãó

Ôðàíêëèíà Á. Çèììåðìýíà (Zimmerman, Franklin B.  Henry Purcell, 1659–
1695: An Analytical Catalogue of His Music (1963). London: Macmillan; New
York: St. Martin’s Press).
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èç ýëåìåíòîâ öåëîé ñèñòåìû ÿðêèõ, ìíîãîîáðàçíûõ, ðàçíîïëàíîâûõ
ï¸ðñåëëîâñêèõ êîíòðàñòîâ: ôàêòóðíûõ, òîíàëüíûõ, æàíðîâûõ, òåìà-
òè÷åñêèõ. Âàæíåéøóþ ðîëü èãðàåò ñîïîñòàâëåíèå ãîìîôîííî-ãàðìî-
íè÷åñêîé è ïîëèôîíè÷åñêîé (èìèòàöèîííîé è íåèìèòàöèîííîé)
ôàêòóðû. Ïðè ýòîì ñîáñòâåííî èíñòðóìåíòàëüíîå íà÷àëî íàèáîëåå
ðåëüåôíî ïðîÿâëÿåòñÿ â áûñòðûõ ôóãèðîâàííûõ ÷àñòÿõ. Ìåäëåííûå
æå (êàê ãîìîôîííî-ãàðìîíè÷åñêèå, òàê è ïîëèôîíè÷åñêèå) ÷àñòî
âûçûâàþò àññîöèàöèè ñî ñòàðîé òðàäèöèåé èíñòðóìåíòàëüíîãî ïå-
ðåëîæåíèÿ âîêàëüíûõ ïðîèçâåäåíèé.

Îäíèì èç îñíîâíûõ ïðèíöèïîâ öèêëè÷åñêîãî êîíòðàñòà ÿâëÿ-
åòñÿ êîíòðàñò òîíàëüíûé, âîçíèêàþùèé â ðåçóëü òàòå ïðîâåäåíèÿ
öåíòðàëüíîé ìåäëåííîé ÷àñòè â íîâîé ëàäîòîíàëüíîñòè. Ò àê, â Ñî-
íàòå Es-dur Z 803 òîíàëüíûé ñäâèã â g-moll ïîä÷åðêèâàåò ëèðè÷åñêèé
õàðàêòåð âòîðîãî Adagio; â Ñîíàòå D-dur Z 811 íàñûùåííîå ýêñïðåñ-
ñèâíûìè ìàëîñåêóíäîâûìè èíòîíàöèÿìè äåêëàìàöèîííîå Grave
ïåðåêëþ÷àåò ðàçâèòèå â ïàðàëëåëüíûé h-moll; â Ñîíàòå F-dur Z 810
òîíàëüíîå åäèíñòâî öèêëà íàðóøàåòñÿ äâóìÿ êîíòðàñòíûìè ìåäëåí-
íûìè ÷àñòÿìè – Adagio f-moll è Grave d-moll.

Òàêèì îáðàçîì, ñîíàòû àíãëèéñêîãî êîìïîçèòîðà óáåäèòåëüíî
ïîäòâåðæäàþò ìûñëü Òàìàðû Ëèâàíîâîé î òîì, ÷òî áàðî÷íûé ïðèí-
öèï êîìïîçèöèè â öåëîì âûðàæàåòñÿ áîëåå â èäåå êîíòðàñòà è ìíî-
ãîîáðàçèÿ, íåæåëè â èäåå êðåïêîãî åäèíñòâà (Ëèâàíîâà 1948: 52–53).
Âìåñòå ñ òåì è èäåÿ åäèíñòâà îêàçûâàåòñÿ äàëåêî íå ÷óæäîé ï¸ðñåëëîâ-
ñêîé êîìïîçèöèîííîé ëîãèêå: îñíîâíûì ñðåäñòâîì åå ðåàëèçàöèè
ñòàíîâèòñÿ âûäåëåíèå îïîðíûõ òî÷åê öèêëà  (Ëèâàíîâà 1948: 106–107).

Â ñîíàòàõ Ï¸ðñåëëà âñåãäà îò÷åòëèâî âûðàæåí öåíòð òÿæåñòè –
ñàìàÿ ðàçâèòàÿ ïîëèôîíè÷åñêàÿ ÷àñòü, êàê ïðàâèëî, íàçûâàåìàÿ êîì-
ïîçèòîðîì êàíöîíîé. Êàíöîíû ðàçíîîáðàçíû ïî õàðàêòåðó: îæèâëåí-
íî-òàíöåâàëüíûå, èíòðàäíî-ôàíôàðíûå, êàíòèëåííûå. È òåìàòèçì
èõ îòíþäü íå îäíîòèïåí: åìó ïðèñóù êàê æàíðîâî-òàíöåâàëüíûé
(çäåñü îùóòèìû ðèòìû æèãè, ãàëüÿðäû, õîðíïàéïà), òàê è èíñòðóìåí-
òàëüíî-êîíöåðòíûé (ñêðèïè÷íûé èëè îðãàííûé) îáëèê. Ìíîãî-
îáðàçèþ êàíöîí ñïîñîáñòâó åò è ñòðóêòóðíàÿ èçîáðåòàòåëüíîñòü, ïî-
çâîëÿþùàÿ âûäåëèòü íåñêîëüêî èõ íàèáîëåå ðàñïðîñòðàíåííûõ
òèïîâ:
— î÷åíü õàðàêòåðíàÿ äëÿ Ï¸ðñåëëà òðåõ÷àñòíàÿ ôóãà ñî ñâîåãî ðîäà

äåïîëèôîíèçèðîâàííîé  ðåïðèçîé, ãäå ïðîèñõîäèò ðàññåèâàíèå òå-
ìàòèçìà, ðàñòâîðåíèå åãî â ãîìîôîííî-ãàðìîíè÷åñêîì êàäàíñè-
ðîâàíèè;
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— ïîëíàÿ òðåõ÷àñòíàÿ ôóãà;
— ôóãà â ñòàðèííîé äâóõ÷àñòíîé ôîðìå.

Ãëàâíîå â öåíòðàõ òÿæåñòè ï¸ðñåëëîâñêèõ ñîíàò – äâèæåíèå,
àêòèâíîñòü ðàçâèòèÿ, ìàêñèìàëüíî çàîñòðÿþùèå êîíòðàñò ñ ìåäëåí-
íîé (öåíòðàëüíîé) ÷àñòüþ, êîòîðàÿ ñòàíîâèòñÿ ïîäëèííûì ëèðè÷åñ-
êèì öåíòðîì  öèêëè÷åñêîé êîìïîçèöèè.

Íåîáû÷àéíî ìíîãîîáðàçíû æàíðîâûå èñòîêè ëèðè÷åñêèõ öåíò-
ðîâ. Îñîáûé èíòåðåñ ïðåäñòàâëÿþò òå ìåäëåííûå ÷àñòè, â êîòîðûõ
òðàäèöèè ñòàðûõ âîêàëüíî-õîðîâûõ æàíðîâ ïðåëîìëÿþòñÿ ñêâîçü
ïðèçìó ï¸ðñåëëîâñêîé èíñòðóìåíòàëüíîñòè, à òàêæå îáðàçöû, ñâè-
äåòåëüñòâóþùèå î âëèÿíèè íîâîé ìóçûêàëüíî-òåàòðàëüíîé ñòèëèñ-
òèêè. Äóõîì ñóðîâîé àðõàèêè, óõîäÿùåé êîðíÿìè â ìíîãîãîëîñèå
àíãëèéñêîãî ñðåäíåâåêîâüÿ, ïðîíèêíóòû ïðåäåëüíî íàñûùåííûå
ðàçíîîáðàçíûìè èìèòàöèîííûìè ïðèåìàìè èíñòðóìåíòàëüíûå õîðû
Ï¸ðñåëëà. Îäíèì èç óíèêàëüíûõ äëÿ æàíðà àíñàìáëåâîé ñîíàòû ïðè-
ìåðîâ èñïîëüçîâàíèÿ ñëîæíåéøåé, èçîùðåííîé ïîëèôîíè÷åñêîé
òåõíèêè ÿâëÿåòñÿ ïåðâàÿ ÷àñòü Ñîíàòû C-dur Z 795, êîòîðàÿ îõàðàê-
òåðèçîâàíà Âëàäèìèðîì Ïðîòîïîïîâûì êàê êàíîíè÷åñêàÿ ôîðìà,
âûñòóïàþùàÿ  âî âñåì áîãàòñòâå ñâîèõ âîçìîæíîñòåé (Ïðîòîïîïîâ
1985: 92).

Âàæíûì èñòî÷íèêîì õóäîæåñòâåííîé âûðàçèòåëüíîñòè ñëóæèò
äëÿ êîìïîçèòîðà è ãîìîôîííî-ãàðìîíè÷åñêàÿ õîðàëüíîñòü. Ò àê, ïðÿ-
ìûå àññîöèàöèè ñ õîðàëîì âûçûâàåò I ÷àñòü Ñîíàòû D-dur Z 811.
Ìóçûêà Adagio ñ åãî ñòðîãî âûäåðæàííîé àêêîðäîâîé ôàêòóðîé ïðå-
äåëüíî ïðèáëèæåíà ê ñîñðåäîòî÷åííîìó àðõàè÷åñêîìó çâó÷àíèþ.
Èíñòðóìåíòàëüíûé àíñàìáëü ïîäðàæàåò  ïåâ÷åñêèì ãîëîñàì, ïî÷òè
íå âûõîäÿ çà ïðåäåëû èõ åñòåñòâåííîãî äèàïàçîíà. Áëèçîñòü ê ñòà-
ðèííîìó õîðàëó ïîä÷åðêèâàåò è èñïîëüçîâàíèå ïåñåííîé ôîðìû bàr.

Ãåíåòè÷åñêàÿ ñâÿçü ñ æàíðîì è ôîðìîé õîðàëà îáíàðóæèâàåòñÿ
è â Largo, ïðåäñòàâëÿþùåì ñîáîé ïåðâûé ðàçäåë êîíòðàñòíî-ñîñòàâ-
íîé êîìïîçèöèè ôèíàëà ýòîé ñîíàòû. Ñîõðàíÿÿ ñòðóêòóðó bar, Ï¸ð-
ñåëë óñëîæíÿåò ìíîãîãîëîñíóþ ôàêòóðó: â ïåðâîì ðàçäåëå îíà äèô-
ôåðåíöèðó åòñÿ íà äâà ïëàñòà – óòîëùåííûé  òåðöîâûìè óäâîåíèÿìè
ìåëîäè÷åñêèé ãîëîñ è áîëåå ñàìîñòîÿòåëüíûé, ñîçäàþùèé ãàðìîíè-
÷åñêóþ îñíîâó áàñ; âî âòîðîì ðàçäåëå êîìïîçèòîð èñïîëüçó åò ýëåìåí-
òû èìèòàöèîííîé ïîëèôîíèè.

Åùå áîëåå îðèãèíàëüíîå ïðåëîìëåíèå ïîëó÷àåò õîðàëüíûé æàíð
â ïîñëåäíåé ÷àñòè Ñîíàòû d-moll Z 805. Ïîñêîëüêó ýòà ÷àñòü ÿâëÿåò-
ñÿ ôèíàëüíîé è çàâåðøàåò îáðàçíî-ñìûñëîâîå ðàçâèòèå âñåãî öèê-
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ëà, Ï¸ðñåëë îáðàùàåòñÿ çäåñü ê ñèíòåçó æàíðîâûõ ïðîîáðàçîâ è íå-
ñêîëüêî âèäîèçìåíÿåò ñòðóêòóðó bàr. Largo âûçûâàåò àññîöèàöèè óæå
íå òîëüêî ñ õîðàëîì, íî è ñ áîëåå ñëîæíîé õîðîâîé êîìïîçèöèåé, â
êîòîðîé èñïîëüçóþòñÿ ïðèåìû ýõà. Îñîáåííî âûðàçèòåëüíû îíè â
çàêëþ÷åíèè ÷àñòè, ãäå çà ñ÷åò äèíàìè÷åñêèõ è ðåãèñòðîâûõ ñîïîñ-
òàâëåíèé âîçíèêàþò ýôôåêòû, íàïîìèíàþùèå î òðàäèöèè ìíîãî-
õîðíîãî ïèñüìà.

Èíûå æàíðîâî-èíòîíàöèîííûå èñòîêè âûÿâëÿåò III ÷àñòü ýòîé
Cîíàòû ( Grave). Òåðïêîñòüþ è èçûñêàííîñòüþ ãàðìîíèè, òîíêîé âÿçüþ
ìíîãîãîëîñíîé ôàêòóðû îíà íàïîìèíàåò õðîìàòè÷åñêèå ìàäðèãàëû
Êàðëî Äæåçóàëüäî äà Âåíîçà, Ëóêè Ìàðåíöèî. Â ýòîé íåáîëüøîé ÷àñòè
(14 òàêòîâ) êîìïîçèòîð èñïîëüçó åò â ðàçíûõ ãîëîñàõ âñå 12 õðîìàòè-
÷åñêèõ çâóêîâ in d, ÷òî ïðèäàåò ìóçûêå îñîáóþ ýêñïðåññèâíîñòü. Ëîãè-
êà äâèæåíèÿ ãîëîñîâ ñâèäåòåëüñòâóåò î õàðàêòåðíîì äëÿ ìàäðèãàëüíîãî
ñòèëÿ êîíöà XVI âåêà ïðèìàòå àêêîðäà, ïîèñêå êðàñî÷íîé ãàðìîíèè è
âòîðè÷íîñòè ïðîèñõîæäåíèÿ ñîáñòâåííî ìåëîäèè  (Ñèìàêîâà 1985: 143)

Ìåäëåííûå ëèðè÷åñêèå öåíòðû ï¸ðñåëëîâñêèõ ñîíàò îáíàðóæè-
âàþò ñâÿçü íå òîëüêî ñî ñòàðèííûìè âîêàëüíî-õîðîâûìè æàíðàìè,
íî è ñ íîâûìè, ìóçûêàëüíî-òåàòðàëüíûìè, ÷òî ïðåäñòàâëÿåòñÿ ñîâåð-
øåííî åñòåñòâåííûì â ñâåòå íåèçìåííîãî èíòåðåñà Ï¸ðñåëëà ê òåàòðó .

Ñêðèïè÷íîé êàíòèëåíå â Grave èç Ñîíàòû a-moll Z 804 îñîáåííî
çíà÷èòåëüíûé, òîðæåñòâåííûé õàðàêòåð ïðèäàþò ÷åðòû ñêîðáíîé
àðèè. Âûðàçèòåëüíàÿ ìåëîäèÿ ñ ñåêóíäîâûìè èíòîíàöèÿìè è íèñ-
õîäÿùåé íàïðàâëåííîñòüþ äâèæåíèÿ ïîääåðæèâàåòñÿ ñêóïûì ñîïðî-
âîæäåíèåì â ïàðòèè basso continuo. Äèàëîãè÷íîñòü ãîëîñîâ, âîçíèêà-
þùàÿ â çàêëþ÷èòåëüíîì ðàçäåëå, ó ñèëèâàåò ñõîäñòâî ñ âîêàëüíûì
äóýòîì.

II ÷àñòü (Àdagio) Ñîíàòû F-dur Z 810 (îäíà èç ñàìûõ ÿðêèõ ìåä-
ëåííûõ ÷àñòåé ñîíàò Ï¸ðñåëëà, ïîäëèííàÿ ëèðè÷åñêàÿ ñåðäöåâèíà öèê-
ëà) äàåò ïðåäñòàâëåíèå î òèïè÷íî ï¸ðñåëëîâñêîì ìåòîäå ïðåòâîðå-
íèÿ ðàçëè÷íûõ æàíðîâûõ èñòîêîâ, ãàðìîíèçóåìûõ  èíäèâèäóàëüíî-
ñòèëåâûìè ÷åðòàìè. Ìåðíàÿ ïîñòóïü, ðàçìåð 3/2, âåëè÷åñòâåííûé
õàðàêòåð ïîçâîëÿþò ïðîâåñòè ïàðàëëåëü ñ ñàðàáàíäîé. Äèíàìè÷åñ-
êèå, ðåãèñòðîâûå, òåìáðîâûå ïåðåêëè÷êè âûçûâàþò àññîöèàöèè íå
òîëüêî ñ ïðèåìàìè ýõà, íî è ñ òåàòðàëüíûìè äèàëîãàìè. Ñâÿçü ñ îïåð-
íûìè lamento ïîä÷åðêèâàþò íèñõîäÿùèå ñåêóíäîâûå èíòîíàöèè. À
â îñíîâó ãàðìîíè÷åñêîé âåðòèêàëè õîðàëüíîé ôàêòóðû ïîëîæåíû
ïîñëåäîâàòåëüíîñòè ñêîëüçÿùèõ àïïîäæèàòóð, ñòîëü õàðàêòåðíûõ äëÿ
âîêàëüíîãî ñòèëÿ Ï¸ðñåëëà.
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Ïðåäñòàâëåíû â òâîð÷åñòâå êîìïîçèòîðà è äðóãèå ìåäëåííûå
÷àñòè – áîëåå ëåãêèå, ñâåòëûå, â äóõå ìåíóýòîâ èëè ãðàöèîçíîé [..] ëèðèêè
(Ëèâàíîâà 1983: 564).

Ôèíàëüíûå ÷àñòè ï¸ðñåëëîâñêèõ ñîíàò , êàê ïðàâèëî, íàïèñàíû
â áûñòðûõ èëè î÷åíü áûñòðûõ òåìïàõ è îïèðàþòñÿ íà òåìàòèçì æàí-
ðîâîãî õàðàêòåðà. Òàêîå äðàìàòóðãè÷åñêîå ðåøåíèå öèêëà äîïó ñêàåò
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äàæå ôèíàëû â äóõå ìåíóýòà, ñèöèëèàíû èëè æèãè, íàïîìèíàÿ î òðà-
äèöèÿõ sonata da camera, íî â òî æå âðåìÿ è ïåðîäîëåâàÿ èõ òèïè÷íû-
ìè èìåííî äëÿ sonata da chiesa ïðèåìàìè ïîëèôîíè÷åñêîãî ðàçâèòèÿ
è òåìàòè÷åñêîãî ñòàíîâëåíèÿ (Z 798, Z 810).

Òàêèì îáðàçîì, ìîæíî êîíñòàòèðîâàòü, ÷òî â ñîíàòàõ Ï¸ðcåëëà
â öåëîì îïðåäåëèëèñü è ñòðóêòóðà, è ôóíêöèè ÷àñòåé öèêëà. Îäíàêî
â ðàìêàõ ýòèõ òèïèçèðîâàííûõ îòíîøåíèé âñÿêèé ðàç âîçíèêàþò
íîâûå ðåøåíèÿ, è íè îäíà èç ñîíàò íå ïîâòîðÿåò ñõåìó äðóãîé. Â ñðàâ-
íåíèè ñ öåðêîâíûìè ñîíàòàìè Êîðåëëè ï¸ðñåëëîâñêèå ñî÷èíåíèÿ
ïðåäñòàâëÿþòñÿ áîëåå ðàçíîîáðàçíûìè â ïëàíå òðàêòîâêè êîìïîçè-
öèîííûõ âîçìîæíîñòåé öèêëà. È, áåçó ñëîâíî, îñîáîå ñâîåîáðàçèå
ïðèäàåò èì èíòîíàöèîííî-òåìàòè÷åñêîå è æàíðîâîå ñîäåðæàíèå,
ïèòàåìîå ñàìîáûòíîé ñòàðîàíãëèéñêîé òðàäèöèåé è íåïîâòîðèìîé
èíäèâèäóàëüíîñòüþ ãåíèàëüíîãî êîìïîçèòîðà.

Àíñàìáëåâûå ñîíàòû Ï¸ðñåëëà – îäíà èç íàèáîëåå ÿðêèõ, ñâîå-
îáðàçíûõ ñòðàíèö àíãëèéñêîé êàìåðíî-èíñòðóìåíòàëüíîé ìóçûêè,
íåðàçðûâíî ñâÿçàííîé ñ êîðåííûìè òðàäèöèÿìè íàöèîíàëüíîãî èñ-
êóññòâà. Îäíàêî, êàê èçâåñòíî, íàìå÷åííûå êîìïîçèòîðîì òåíäåíöèè
ðàçâèòèÿ êðóïíîé èíñòðóìåíòàëüíîé ôîðìû íå ïîëó÷èëè ïðÿìîãî
ïðîäîëæåíèÿ â òâîð÷åñòâå ñîîòå÷åñòâåííèêîâ. Â êà÷åñòâå èñêëþ÷å-
íèÿ, ïîæàëóé, ìîæíî íàçâàòü ñîíàòû áðàòà Ã åíðè Ï¸ðñåëëà – Äàíè-
ýëÿ. Ãåîðã Ôðèäðèõ Ãåíäåëü, ìíîãèå äåñÿòèëåòèÿ òâîðèâøèé íà àíã-
ëèéñêîé çåìëå è ñîçäàâøèé çäåñü ñâîè âûäàþùèåñÿ îðàòîðèàëüíûå
ñî÷èíåíèÿ, â òðèî-ñîíàòàõ, â öåëîì, îðèåíòèðîâàëñÿ íà êëàññè÷åñ-
êóþ ìîäåëü áàðî÷íîé öåðêîâíîé ñîíàòû, ñîõðàíÿÿ ïðèâåðæåííîñòü
èòàëüÿíñêèì è íåìåöêèì îáðàçöàì.

 Âìåñòå ñ òåì òðèî-ñîíàòû Ï¸ðñåëëà ñîñòàâëÿþò çíà÷èòåëüíûé
ýòàï â îáùååâðîïåéñêîé èñòîðèè ñòàíîâëåíèÿ è ýâîëþöèè æàíðà
sonata da chiesa. Îòìå÷åííûå ïå÷àòüþ íåïîâòîðèìîãî èíäèâèäóàëü-
íîãî è íàöèîíàëüíîãî ñâîåîáðàçèÿ, ìíîãîîáðàçèåì êîìïîçèöèîí-
íûõ ðåøåíèé, ÿðêîñòüþ è âûðàçèòåëüíîñòüþ òåìàòèçìà, îíè îðãàíè÷-
íî âõîäÿò â êðóã ñî÷èíåíèé âûäàþùèõñÿ ìàñòåðîâ – Àðêàíäæåëî
Êîðåëëè, Ôðàíñóà Ê óïåðåíà, Ãåíðèõà Áèáåðà, Äèòðèõà Áóêñòåõóäå,
Èîãàííà Ñåáàñòüÿíà Áàõà, Ãåîðãà Ôðèäðèõà Ãåíäåëÿ è äð., òâîð÷å-
ñòâî êîòîðûõ âî ìíîãîì îïðåäåëèëî êàê îáëèê èíñòðóìåíòàëüíîé
ìóçûêè ýïîõè áàðîêêî â öåëîì, òàê è ñòðåìèòåëüíî ðàçâèâàâøèõñÿ â
ýòîò ïåðèîä íàöèîíàëüíûõ è ðåãèîíàëüíûõ êîìïîçèòîðñêèõ øêîë.
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The Sonata da chiesa Tradition
in Henry Purcell’s Instrumental Chamber Music

Olga Savitskaya

Summary

The article is dedicated to the trio-sonatas by Henry Purcell, whose
genre and composition peculiarities are considered through the prism of
an individual author’s style and traditions of the Baroque Sonata da chiesa.

The author notes characteristic of Purcell’s Sonatas variety of
compositional structures (cyclic, contrasting compound structures, basso
ostinato variations). Considers the system of diverse contrasts (textural,
tonal, genre), acting as a major factor in cycle formation. Identifies
patterns of compositional and dramatic functionality of the Purcell’s cycle.

Much attention is paid to the polyphonic writing problems, is signed
out a tendency to polyphonization of both fast and slow movements of
the sonata. The role of the mixed homophonic-polyphonic texture as the
focus of the ensemble music-making specifics is also singled out.

 The article analyzes various polyphonic forms, i.e. a fugue with a
non-polyphonized reprise in ternary form, a compound ternary form, a
fugue in old binary form, a canonical form.

 It considers a wide range of genre sources of the thematic material,
demonstrating its close and inner relationships with the old English
tradition of instrumentalism, vocal forms of the Renaissance and the
new musical-theater stylistics. In this regard, there are examined the
original samples of instrumental implementation of the poetic and musical
bar form, the polyphonic ricercar and the operatic lamento. The diversity
of dancing rhythm elements (hornpipe, jig, galliard, sarabande, siciliane,
minuet, and others) makes the music theme particular and expressive.

In conclusion the author emphasizes that the trio-sonatas by Purcell
are a bright and impressive event of British instrumental chamber music
of 17 th century, which is inextricably linked with national tradition and
marked with individual stylistic innovation. Purcell’s sonatas reflect the
process of active formation of national and regional schools of com-
position, represented in the sonata da chiesa genre through the works of
great masters of the Baroque epoch – Arcangelo Corelli, François
Couperin, Dietrich Buxtehude, Heinrich Biber, Johann Sebastian Bach,
George Frideric Handel and others.
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Åâðîïåéñêèé õîðîâîé êî íöåðò:
âîïðîñû æàíðà, ñòèëÿ, ôàêòóðû

Dr. art. Ãàëèíà Öìûã
Èíñòèòóò èñêóññòâîâåäåíèÿ, ýòíîãðàôèè è

ôîëüêëîðà èìåíè Êîíäðàòà Êðàïèâû
Íàöèîíàëüíîé àêàäåìèè íàóê Áåëàðóñè

Õîðîâîé êîíöåðò – îäèí èç âåäóùèõ æàíðîâ õîðîâîé ìóçûêè: ê
íåìó îáðàùàëèñü çàïàäíî- è âîñòî÷íîåâðîïåéñêèå êîìïîçèòîðû íà
ïðîòÿæåíèè ïîñëåäíèõ ÷åòûðåõ âåêîâ. À ìåæäó òåì åãî æàíðîâîé
ôåíîìåíîëîãèè, â îòëè÷èå îò ôóíäàìåíòàëüíûõ ðàçðàáîòîê èíñòðó-
ìåíòàëüíîãî êîíöåðòà, âíèìàíèå â íà ó÷íîé ëèòåðàòóðå íå óäåëåíî.
Òàê, ðàçëè÷íûì àñïåêòàì êîíöåðòà â èíñòðóìåíòàëüíîé ìóçûêå óäå-
ëÿëè âíèìàíèå Áîðèñ À ñàôüåâ (1971), Åâãåíèé Äóêîâ (2003), Èãîðü
Êóçíåöîâ (1977), Ëåâ Ðààáåí (1967), Ìèõàèë Òàðàêàíîâ (1988) è äð. Â
èññëåäîâàíèÿõ æå ïî õîðîâîé ìóçûêå Íèíû Ã åðàñèìîâîé-Ïåðñèäñ-
êîé (1983), Èðèíû Äàáàåâîé (2001), Þðèÿ Ïàèñîâà (1987) è äð. ðàñ-
ñìàòðèâàåòñÿ èíäèâèäóàëüíûé êîíöåðòíûé ñòèëü îïðåäåëåííîãî
êîìïîçèòîðà èëè èñòîðè÷åñêîãî ïåðèîäà. Äëÿ ðàçðàáîòêè âîïðîñîâ,
ñâÿçàííûõ ñ õîðîâîé êîíöåðòíîé ôàêòóðîé, ìû îáðàòèëèñü ê òðóäàì
Ìèõàèëà Èâàêèíà (1980), Ìàðêà Êîïûòìàíà (1971), Ïåòðà Ëåâàíäî
(1984), Ìàðèíû Ñêðåáêîâîé-Ôèëàòîâîé (1985) è äð., ãäå ôàêòóðà â
öåëîì àíàëèçèðó åòñÿ êàê âàæíåéøàÿ ñòîðîíà ìóçûêàëüíîãî ÿçûêà â
åäèíñòâå ñ æàíðîâûìè, òåìàòè÷åñêèìè, ôîðìîîáðàçóþùèìè, äðàìà-
òóðãè÷åñêèìè ïðèíöèïàìè. Ïî íåèçâåñòíûì ïðè÷èíàì è â ñîâåòñ-
êîì, è â ñîâðåìåííîì áåëîðó ññêîì è ðîññèéñêîì ìóçûêîçíàíèè äî
ñèõ ïîð ñïåöèàëüíî íå ðàññìàòðèâàëèñü âîïðîñû î ñòèëåâûõ è êîì-
ïîçèöèîííûõ îñîáåííîñòÿõ âåíåöèàíñêîãî õîðîâîãî êîíöåðòà, î ïóòè
åãî äâèæåíèÿ ñ Çàïàäà íà Âîñòîê , à òàê æå è î ïðååìñòâåííîñòè â æàíðå
ñîâðåìåííîãî õîðîâîãî êîíöåðòà. Çàðóáåæíûå èññëåäîâàòåëè (Arnold
1977; Kenton 1967 è äð.) îáðàùàþò âíèìàíèå íà ðàçíûå àñïåêòû âå-
íåöèàíñêîãî õîðîâîãî êîíöåðòà, âêëþ÷àþò ñâåäåíèÿ î íåì è â èçäà-
íèÿ ïî èñòîðèè ìóçûêè. Âìåñòå ñ òåì, íè â îäíîé èç ðàáîò èçâåñòíûõ
íàì çàðóáåæíûõ èññëåäîâàíèé æàíð õîðîâîãî êîíöåðòà ñïåöèàëüíî
íå ðàññìàòðèâàåòñÿ: íå èçó÷åíû íè ïðèíöèïû êîíöåðòíîñòè (â òîì
÷èñëå è âîêàëüíî-õîðîâîé), íè ñòèëåâûå è êîìïîçèöèîííûå îñî-
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áåí íîñòè âåíåöèàíñêîãî õîðîâîãî êîíöåðòà, íè åãî äàëüíåéøåå ðàç-
âèòèå, â òîì ÷èñëå íà âîñòî÷íîåâðîïåéñêèõ òåððèòîðèÿõ. Èñêëþ÷å-
íèå ñîñòàâëÿþò ìíîãî÷èñëåííûå âûñêàçûâàíèÿ î âëèÿíèè âåíåöèàí-
ñêîé ìóçûêè, ìóçûêè âåíåöèàíöåâ è âåíåöèàíñêîé øêîëû  íà òâîð÷åñòâî
ãåðìàíñêèõ (Ãåíðèõ Øþòö, Ñàìóèë Øåéäò), ïîëüñêèõ (Íèêîëàé Çå-
ëåíñêèé, Ìàðòèí Ìåëü÷åâñêèé) è äðóãèõ êîìïîçèòîðîâ 1. Âñå âûøå-
ñêàçàííîå îïðåäåëÿåò àêòóàëüíîñòü äàííîé ñòàòüè è ïîñòàâëåííóþ
íàìè öåëü – ñîçäàòü öåëîñòíîå ïðåäñòàâëåíèå î çàïàäíîåâðîïåéñêîì
õîðîâîì êîíöåðòå êàê î æàíðîâîì ôåíîìåíå ïîñðåäñòâîì ðàñêðû-
òèÿ âîïðîñîâ, ñâÿçàííûõ ñî ñïåöèôèêîé æàíðà, ñòèëÿ è ôàêòóðû.

Èñõîäÿ èç õîðîâîé ñïåöèôèêè æàíðà, â ïðîöåññå èññëåäîâàíèÿ
íàì ïðèøëîñü âûÿâèòü îñîáåííîñòè äåéñòâèÿ óíèâåðñàëüíûõ êîíöåð-
òíûõ ïðèíöèïîâ â ó ñëîâèÿõ âîêàëüíî-õîðîâîé ìóçûêè, îïðåäåëèòü
ñîáñòâåííî õîðîâûå è îáîçíà÷èòü ñèíòåç ñ ï å ö è ô è ÷ å ñ ê è  õ î ð î -
â û õ  è  ó í è â å ð ñ à ë ü í û õ ïðèíöèïîâ, ëåæàùèõ â îñíîâå ñîáñòâåí-
íî õîðîâîé êîíöåðòíîñòè. Ê î í ö å ð ò í î ñ ò ü (â õîðîâîé ìóçûêå) çèæ-
äåòñÿ íà îðãàíè÷íîì ñèíòåçå ñîáñòâåííî õîðîâûõ (îáó ñëîâëåííûõ
ñïåöèôèêîé õîðà êàê âîêàëüíîãî èíñòðóìåíòà ) è óíèâåðñàëüíûõ
(ïðèñóùèõ òàêæå è èíñòðóìåíòàëüíîé ìóçûêå) êîíöåðòíûõ ïðèíöè-
ïîâ. Â îñíîâå êîíöåðòíîñòè ëåæèò ôåíîìåí àíòèòåçû. Êîíöåðòíûå
ïðèíöèïû èíñòðóìåíòàëüíîé è õîðîâîé ìóçûêè âî ìíîãîì ñõîæè,
íî åñòü è îòëè÷èÿ. Îáùèìè ÿâëÿþòñÿ 2:
1) ï ð è í ö è ï  ñ î ñ ò ÿ ç à í è ÿ (ñîðåâíîâàíèÿ) – ïðîÿâëÿåòñÿ â êîí-

òðàñòíîì âçàèìîäåéñòâèè äâóõ è áîëåå àâòîíîìíûõ íà÷àë: ðèò-
ìè÷åñêèõ, èíòîíàöèîííûõ, ãàðìîíè÷åñêèõ, ôàêòóðíûõ è ò . ä. íà
îñíîâå èõ ïðîòèâîïîñòàâëåíèÿ (ñîïîñòàâëåíèÿ);

2) ï ð è í ö è ï  ä è à ë î ã è ÷ í î ñ ò è – ïðîÿâëÿåòñÿ â äèàëåêòè÷åñêîé
ñâÿçè ïîëÿðíûõ íà÷àë, íàõîäÿùèõñÿ â êîìïëåìåíòàðíîì (áåñ-
êîíôëèêòíîì) âçàèìîäåéñòâèè (èñïîëíèòåëüñêèõ ãðóïï, òåìà-
òèçìà, ðèòìèêè è äðóãèõ êîìïîíåíòîâ ìóçûêàëüíîé ôàêòóðû);

3) ï ð è í ö è ï  è ã ð û – ïðîÿâëÿåòñÿ â äåìîíñòðàöèè èñïîëíèòåëü-
ñêîãî ìàñòåðñòâà ìóçûêàíòîâ (âîêàëèñòîâ) è êîìïîçèòîðñêîé õî-
ðîâîé òåõíèêè.

1 Îá ýòîì ñì., íàïðèìåð, â òðóäàõ Àíòîíà Ïðåîáðàæåíñêîãî (1924), Íèíû
Ãåðàñèìîâîé-Ïåðñèäñêîé (1983), Âàëåíòèíà Èëüèíà (1985) è äð.

2 Ìû âîñïîëüçó åìñÿ èçâåñòíûìè òåðìèíàìè, â ÷àñòíîñòè, ïðåäëîæåííû-
ìè Ìèõàèëîì Ò àðàêàíîâûì (1988), è íàïîëíèì èõ ñîäåðæàíèåì, îïòèìàëü-
íûì äëÿ õîðîâîãî êîíöåðòà.
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Êîíöåðòíàÿ ìóçûêà îòëè÷àåòñÿ îñîáûì ê î í ö å ð ò í û ì  ñ ï î ñ î -
á î ì  ñ ò ð ó ê ò ó ð è ð î â à í è ÿ: ðàçâèòèå ìóçûêàëüíîãî ìàòåðèàëà òèïà
ïðîðàñòàíèÿ (ïî Bëàäèìèðó Ïðîòîïîïîâó 1962) – áåç äîñòèæåíèÿ
íîâîãî êà÷åñòâà; àíòèòåòè÷åñêîå (ïî Ìèõàèëó Ò àðàêàíîâó 1988) – ðàñ-
÷ëåíåíèå ïî ïðèíöèïó êîíòðàñòà è äð. Äëÿ õîðîâîãî êîíöåðòà õàðàê-
òåðíî: äåòåðìèíèðîâàííîñòü òåêñòîì ìóçûêàëüíîé ëîãèêè, ÷àñòîòû
ôàêòóðíûõ ñìåí; êîíòðàñòíîå ñîïîñòàâëåíèå ÷àñòåé; ñóãóáî êîíöåð-
òíûå (îñíîâàííûå íà óíèâåðñàëüíûõ êîíöåðòíûõ ïðèíöèïàõ) ñïî-
ñîáû öèêëîîáðàçîâàíèÿ è îðãàíèçàöèè ìóçûêàëüíîãî ìàòåðèàëà;
îðãàíèçóþùàÿ ðîëü ôîðìû âòîðîãî ïëàíà  (ïî Âëàäèìèðó Ïðîòîïî-
ïîâó 1962).

Â õîðîâîé êîíöåðòíîé ìóçûêå âûäåëÿþòñÿ: ïàðèòåòíîñòü ñëîâà
è ìóçûêè; îïîðà íå òîëüêî íà ñëîâî, íî è íà îáðàçíî-ñìûñëîâóþ,
ñîäåðæàòåëüíóþ ñòîðîíû ëèòåðàòóðíîãî òåêñòà â öåëîì; ïîâòîðåíèå,
ðàñ÷ëåíåíèå è ñâîáîäíàÿ (â ñîîòâåòñòâèè ñ àâòîðñêîé èíòåðïðåòà-
öèåé) ãðóïïèðîâêà ñëîâåñíîãî ìàòåðèàëà; àâòîíîìíîñòü ìóçûêàëü-
íîãî ðÿäà è äð. Èìåííî òàêîå âçàèìîäåéñòâèå ñëîâà è ìóçûêè îáåñ-
ïå÷èâàåò ñîáñòâåííî ê î í ö å ð ò í î - õ î ð î â ó þ  â î ê à ë è ç à ö è þ
ò å ê ñ òà.

Êîíöåðòíîå íà÷àëî â õîðîâîì êîíöåðòå ïðîÿâëÿåòñÿ è â ó ñèëå-
íèè ðîëè ò å à ò ð à ë ü í î ã î  ô à ê ò î ð à, ò. å. â îñîáîé êàðòèííîñòè ,
çðèìîñòè  ìóçûêè è åå îáðàçîâ; â ïðèñóòñòâèè ýëåìåíòîâ ñþæåòíîñ-
òè; â äðàìàòóðãè÷íîñòè õîðîâûõ òåìáðîâ (ôàêòóðû) è èíñòðóìåíòàëü-
íîãî ñîïðîâîæäåíèÿ; â ñîïîñòàâëåíèè ìàññîâîãî è èíäèâèäóàëüíîãî ;
â ïðîñòðàíñòâåííûõ ýôôåêòàõ è äð.

Ïðèíöèïû êîíöåðòíîñòè â õîðîâîì êîíöåðòå ðåàëèçóþò ñåáÿ â
ê î í ö å ð ò í û õ  à í ò è ò å ç à õ, à èìåííî:
1) à í ò è ò å ç à  è ñ ï î ë í è ò å ë ü ñ ê è õ  ñ î ñ ò à â î â (êîëè÷åñòâåííûé

ôàêòîð, õîðû ñîïîñòàâëÿþòñÿ ïî ïðèíöèïó ìàëî-ìíîãî , ñîëî-
òóòòè , ñîëî-àíñàìáëü ). Åñëè ñîïîñòàâëÿåòñÿ íå ïîëíûé èñïîë-
íèòåëüñêèé ñîñòàâ, à åãî ÷àñòü, òî òàêóþ àíòèòåçó íàçîâåì à í -
ñ à ì á ë å â î é, à ïðè íàëè÷èè ñ î ë î – ñ î ë ü í î - à í ñ à ì á ë å â î é;

2) à í ò è ò å ç à  è ñ ï î ë í è ò å ë ü ñ ê è õ  ñ ð å ä ñ òâ (òåìáðîâûé ôàê-
òîð, ñîïîñòàâëåíèå ðàçíûõ òåìáðîâ èëè õîðîâ  â ïðîöåññå èçëî-
æåíèÿ ìóçûêàëüíîé ìûñëè: âîêàëüíîãî, èíñòðóìåíòàëüíîãî è
âîêàëüíî-èíñòðóìåíòàëüíîãî).
Êîíöåðòíîå êà÷åñòâî ìóçûêè îáåñïå÷èâàåò ïðåæäå âñåãî ï î ë è -

õ î ð í î ñ ò ü (Malinowski 1981), êîòîðàÿ âûñòóïàåò è ïðèíöèïîì ñòðî-
åíèÿ ôàêòóðû. Ïîëèõîðíîñòü ñîçäàåòñÿ ñ ïîìîùüþ ïðèåìà õîðîâîãî
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èçëîæåíèÿ cori spezzati (Arnold 1977). Îíà ñâÿçàíà ñî ñïåöèàëüíîé
äèôôåðåíöèàöèåé õîðà ïî òåìáðîâî-ðåãèñòðîâîìó ïðèíöèïó – â
îòëè÷èå îò òåõíèêè divisi, ïðåäïîëàãàþùåé ëþáîå åãî ðàçäåëåíèå.

Èììàíåíòíûì àòðèáóòîì êîíöåðòíîñòè ÿâëÿåòñÿ õ î ð î â à ÿ
â è ð ò óî ç í î ñ ò ü – ñîâîêóïíîñòü ñðåäñòâ ìóçûêàëüíîãî ÿçûêà, îáåñ-
ïå÷èâàþùèõ êîíöåðòíûé õîðîâîé ñòèëü. Âèðòó îçíîñòü â õîðîâîé
ìóçûêå îòëè÷àåòñÿ îò èíñòðóìåíòàëüíîé, ïîñêîëüêó åå èíñòðóìåí-
òîì  ÿâëÿåòñÿ ÷åëîâå÷åñêèé ãîëîñ, âîçìîæíîñòè êîòîðîãî îãðàíè÷å-
íû. Ïîýòîìó âèðòó îçíîñòü â õîðîâîì êîíöåðòå åñòü è ñîâîêóïíîñòü
ñïåöèôè÷åñêèõ êîíöåðòíûõ ïðèåìîâ âîêàëüíî-õîðîâîãî èñïîëíè-
òåëüñòâà (êîíöåðòíîé õîðîâîé èñïîëíèòåëüñêîé òåõíèêè). Õîðîâî-
ìó êîíöåðòó ïðèñóù îñîáûé, â è ð ò óî ç í û é  ò è ï  õ î ð î â î é  ô à ê -
ò ó ðû, êîòîðûé îñíîâûâàåòñÿ íà êîíöåðòíîé ñïåöèôèêå õîðîâîãî
èçëîæåíèÿ ìóçûêàëüíîãî ìàòåðèàëà. Äëÿ âèðòó îçíîé õîðîâîé ôàê-
òóðû ñâîéñòâåííî:
1) èíñòðóìåíòàëüíàÿ òðàêòîâêà õîðà êàê àíñàìáëÿ âîêàëèñòîâ-âèð-

òóîçîâ ñ áîëüøèì èñïîëíèòåëüñêèì ïîòåíöèàëîì;
2) èñïîëüçîâàíèå âñåãî äèàïàçîíà êàæäîé èç õîðîâîé ïàðòèé;
3) øèðîêîìàñøòàáíîå èñïîëüçîâàíèå âûðàçèòåëüíûõ âîçìîæíîñ-

òåé ñîñòàâà èñïîëíèòåëåé;
4) àêòèâèçàöèÿ èçëîæåíèÿ ñàìîãî òóòòè;
5) ôàêòóðíàÿ ïåðåìåííîñòü è ïåðåäà÷à ìóçûêàëüíîãî ìàòåðèàëà èç

îäíîãî ãîëîñà (ãðóïïû) â äðóãîé;
6) ïîñòîÿííûå òåìáðîâûå ïåðåìåíû, òàêèå êàê ïðèìåíåíèå ðàçëè÷-

íûõ ñîñòàâîâ õîðà, íåòðàäèöèîííûå òåìáðîâûå ñî÷åòàíèÿ è êîì-
áèíàöèè ãîëîñîâ.
Êîíöåðòíûå ÷åðòû ìóçûêè è ñâÿçàííàÿ ñ íèìè êîíöåðòíîñòü

ôàêòóðû ñôîðìèðîâàëèñü â íåäðàõ âåíåöèàíñêîé êîìïîçèòîðñêîé
øêîëû XVI âåêà (Ëóäîâèêî Áàëüáè, Äæîâàííè Áàññàíè, Àäðèàí Âèë-
ëàðò, Àíäðåà è Äæîâàííè Ã àáðèåëè, ×èïðèàíî äå Ðîðå, Êëà óäèî Ìåðó-
ëî, Äæîâàííè Êðî÷å è äð.) è çàòåì ïðîÿâèëèñü â ìóçûêå Ã åðìàíñêèõ
ãîñóäàðñòâ è Ðå÷è Ïîñïîëèòîé (XVII âåê); â Ðîññèéñêîé èìïåðèè
(XVII – íà÷àëî XX âåêà); â ÑÑÑÐ (XX âåê) è â ñîâðåìåííîé áåëîðó ñ-
ñêîé õîðîâîé ìóçûêå. Â ñâÿçè ñ ýòèì îáðàòèìñÿ ê èñòîêàì æàíðà –
âåíåöèàíñêîìó õîðîâîìó êîíöåðòó .

Âå íåöèà íñêèé  õ îð îâ îé  ê î í öåð ò – ýòî âîêàëüíî-èíñòðó-
ìåíòàëüíàÿ êîìïîçèöèÿ. Â ñèëó ïîä÷èíåííîñòè èíñòðóìåíòàëüíîé
ïàðòèè âîêàëüíîé (õîðîâîé) ìû íàçûâàåì âåíåöèàíñêèé êîíöåðò
õ î ð î â û ì. Â çàâèñèìîñòè îò èñïîëíèòåëüñêîãî ñîñòàâà è ñïîñîáîâ
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ãðóïïèðîâêè ãîëîñîâ õîðîâîé êîíöåðò äåëèòñÿ íà òðè æàíðîâûõ òèïà,
ñôîðìèðîâàâøèåñÿ â òâîð÷åñòâå âåíåöèàíñêèõ êîìïîçèòîðîâ:
— ìàëûé  õîðîâîé êîíöåðò , ïðåäíàçíà÷åííûé äëÿ âîñüìè (è ìåíåå)

ãîëîñîâ, êîòîðûå ìîãóò äóáëèðîâàòüñÿ èíñòðóìåíòàìè ( a cappella
èëè colla parte ad libitum);

— áîëüøîé  õîðîâîé êîíöåðò äëÿ âîñüìè è áîëåå ãîëîñîâ, êîòîðûå,
êàê ïðàâèëî, äóáëèðóþòñÿ èíñòðóìåíòàìè ( colla parte ad libitum);

— õîðîâîé ãðàíä-êîíöåðò  (ãðàíäèîçíûé , ñàìûé áîëüøîé) äëÿ äâå-
íàäöàòè è áîëåå ãîëîñîâ; âêëþ÷àåò èíñòðóìåíòàëüíûå ïàðòèè,
âûïèñàííûå îòäåëüíî ( colla parte è obligato).
Ðàçëè÷èÿ ìåæäó îïðåäåëåííûìè âûøå òèïàìè õîðîâîãî êîíöåðòà

ëåæàò ïðåæäå âñåãî â îáëàñòè ñïîñîáîâ ãðóïïèðîâêè ãîëîñîâ (ñòðîå-
íèÿ õîðîâîé ôàêòóðû). Âñå òðè òèïà âåíåöèàíñêîãî õîðîâîãî êîíöåð-
òà – ýòî ïîëèõîðíûå êîíöåðòíûå êîìïîçèöèèè. Âìåñòå ñ òåì ïîëèõîð-
íîñòü âûñòóïàåò â êàæäîì òèïå â ðàçíûõ ñâîèõ âèäàõ. Â ìàëîì – ýòî
ñêðûòàÿ è ìîáèëüíàÿ  ïîëèõîðíîñòü  â ñèëó ïîñòåïåííîãî âûÿâëåíèÿ è
èçìåíÿþùåãîñÿ ñîñòàâà êîíöåðòèðóþùèõ ãðóïï (âðåìåííûå cori
spezzati). Çäåñü íàìå÷àåòñÿ òåíäåíöèÿ ê ãðóïïèðîâêå ãîëîñîâ â êîí-
öåðòèðóþùèå ãðóïïû, ñîñòàâ êîòîðûõ íîñèò âðåìåííûé õàðàêòåð. Â
áîëüøîì  – ýòî îôîðìèâøèéñÿ òåìáðîâî-ðåãèñòðîâûé ïðèíöèï ðàç-
äåëåíèÿ èñïîëíèòåëüñêîãî ìàññèâà íà ñòàáèëüíûå ãðóïïû ( ÿâíàÿ ïî-
ëèõîðíîñòü ), ãäå ïðèåì cori spezzati ïðåäñòàâëåí â íàèáîëåå êëàññè-
÷åñêîì ñâîåì âèäå. Ïðè÷åì, â îòëè÷èå îò ãðàíä-êîíöåðòà , ãäå ñîñòàâ
òåìáðîâûõ êîìïëåêñîâ âûÿâëÿåòñÿ íå â íà÷àëå, à â ïðîöåññå ðàçâåð-
òûâàíèÿ êîìïîçèöèè ( ìîáèëüíàÿ ïîëèõîðíîñòü ) – â áîëüøîì õîðîâîì
êîíöåðòå ãðóïïû èñïîëíèòåëåé îïðåäåëåíû è ïîêàçàíû óæå â íà÷àëå
ñî÷èíåíèÿ.

Àíñàìáëåâûé âèä àíòèòåçû èñïîëíèòåëüñêèõ ñîñòàâîâ ñâîéñòâå-
íåí è ìàëîìó  è áîëüøîìó , è ãðàíä-êîíöåðòó . ×òî æå êàñàåòñÿ ñîëüíî-
àíñàìáëåâîé àíòèòåçû èñïîëíèòåëüñêèõ ñîñòàâîâ, òî îíà ÿâëÿåòñÿ
ïðåðîãàòèâîé ãðàíä-êîíöåðòà . Àíòèòåçà èñïîëíèòåëüñêèõ ñðåäñòâ
(òåìáðîâàÿ) â áîëüøîì  õîðîâîì êîíöåðòå ïðåäñòàâëåíà õîðîâûì è
ñìåøàííûì òåìáðîì ïðè âçàèìîäåéñòâèè âîêàëüíî-õîðîâîãî è èí-
ñòðóìåíòàëüíîãî íà÷àë íà îñíîâå äóáëèðîâêè. Â ãðàíä-êîíöåðòå  – ýòî
àíòèòåçà èíñòðóìåíòàëüíûõ è ñìåøàííûõ (âîêàëüíî-èíñòðóìåíòàëü-
íûõ) òåìáðîâûõ ãðóïï íà îñíîâå äóáëèðîâîê, êîíòðàñòèðîâàíèÿ è
êîððåñïîíäèðîâàíèÿ. Â ìàëîì  – àíòèòåçû èíñòðóìåíòàëüíîãî è âî-
êàëüíîãî íà÷àë â ïàðòèòóðå íå çàôèêñèðîâàíî.
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Ìàëûé  õîðîâîé êîíöåðò (íàïðèìåð, Cantate Domino Äæîâàííè
Ãàáðèåëè) îáðàùàåòñÿ ê ìîòåòó è ìàäðèãàëó, âêëþ÷àÿ ñâîéñòâà ýòèõ
æàíðîâ â àðñåíàë êîíöåðòíûõ ñðåäñòâ. Òèïè÷íûå ïðèçíàêè êîíöåð-
òíîãî æàíðà èìåþò çäåñü óòîí÷åííûé, êàìåðíûé  õàðàêòåð â ñèëó äå-
òàëèçàöèè, èñêóñíîé ðàçðàáîòêè òåìàòè÷åñêîãî ìàòåðèàëà, òîíêèõ
ãðàäàöèé â îáëàñòè ýìîöèîíàëüíîãî íàïîëíåíèÿ. Áîëüøîìó  õîðîâî-
ìó êîíöåðòó (íàïðèìåð, Buccinate Äæîâàííè Ã àáðèåëè) ñâîéñòâåííû
÷åðòû, âïîñëåäñòâèè ïðèñóùèå îðàòîðèàëüíûì æàíðàì. Ò àê, ñþäà
îòíåñåì ìîíóìåíòàëüíîñòü, ýïè÷íîñòü, îáúåêòèâíîñòü âûñêàçûâà-
íèÿ; ñþæåòíîñòü; ïîìåùåíèå òóòòèéíûõ ( omnes) ðàçäåëîâ â óçëîâûõ
òî÷êàõ ôîðìû, ÷òî â îïðåäåëåííîé ñòåïåíè íàïîìèíàåò êîìïîçèöè-
îííóþ ñòðóêòóðó îðàòîðèè, è äð. Õîðîâîé ãðàíä-êîíöåðò (íàïðèìåð,
In ecclesiis Äæîâàííè Ã àáðèåëè) áëèçîê ê êàíòàòå, ÷òî ïðîÿâëÿåòñÿ â:
— öèêëè÷íîñòè ôîðìû;
— ñî÷åòàíèè ÷àñòåé ïî ïðèíöèïó êîíòðàñòà èëè ðåïðèçíîñòè;
— îáîáùàþùåé ôóíêöèè ôèíàëüíîãî ðàçäåëà;
— òåìàòè÷åñêèõ è òîíàëüíûõ ñâÿçÿõ, ñïîñîáñòâóþùèõ åäèíñòâó

öèêëè÷åñêîé ôîðìû.
Êîíöåðòíàÿ ìóçûêà áûëà èñòîðè÷åñêè íîâûì òèïîì ìóçûêàëü-

íîãî òâîð÷åñòâà, îáó ñëîâèâøèì äàëüíåéøåå ðàçâèòèå ìóçûêàëüíîé
êóëüòóðû. Ñôîðìèðîâàâøèñü â Âåíåöèè, îíà áûñòðî ðàñïðîñòðàíè-
ëàñü ïî ñòðàíàì Åâðîïû, âêëþ÷àÿ è âîñòî÷íóþ åå ÷àñòü, ãäå è çàíÿëà
âàæíîå ìåñòî â ïðèäâîðíîì èñêó ññòâå (Áýëçà 1954). Èìïîðòèðîâàíèå
ñëîæèâøèõñÿ â åå íåäðàõ âûøå óêàçàííûõ êîíöåðòíûõ ïðèíöèïîâ  ïðè-
âåëî ê åå ðåàëèçàöèè â íîâûõ óñëîâèÿõ íà íàöèîíàëüíîé ïî÷âå äðóãèõ
íàðîäîâ. Ñïåöèôèêà æå ðàñïðîñòðàíåíèÿ è àäàïòàöèè áûëà îáó ñëîâ-
ëåíà è òåì, ÷òî õîðîâàÿ êîíöåðòíàÿ ìóçûêà â ïðîöåññå ïðîäâèæåíèÿ ñ
çàïàäà íà âîñòîê íåñëà ñ ñîáîé ôóíäàìåíòàëüíûå îñíîâû êîíöåðòíîé
ñòèëèñòèêè æàíðîâîãî ôåíîìåíà. Õîðîâîé êîíöåðò , êàê âåäóùèé
æàíð, âîçíèê äëÿ ðåàëèçàöèè íîâîé äëÿ öåðêîâíîé ìóçûêè, ðåâîëþ-
öèîííîé ïî ñâîåé ñóùíîñòè, ôóíêöèè – ýñòåòè÷åñêîé. Ïîòðåáíîñòü
ýñòåòè÷åñêîãî îôîðìëåíèÿ áîãîñëóæåáíîãî ðèòóàëà ñâèäåòåëüñòâóåò
î ðàñøàòûâàíèè äîãìû öåðêîâíîãî êàíîíà è ôîðìèðîâàíèè íîâîãî
õóäîæåñòâåííîãî ìèðîâîççðåíèÿ, ãäå ñâåòñêîå ïðèîáðåòàëî íîâûé
ñòàòóñ è åùå ãëóáæå îòäåëÿëîñü îò öåðêâè (Øåñòàêîâ 1975). Îñîáûé,
âîñòî÷íîñëàâÿíñêèé òèï õîðîâîé êîíöåðòíîé ìóçûêè – ïàðòåñíîå
ïåíèå  (îò ëàò. partes – ãîëîñà, ìí. ÷èñëî îò ëàò . pars – ÷àñòü, ó÷àñòèå)
ïîÿâèëñÿ âî âðåìåíà ñòàíîâëåíèÿ íîâîãî ïåðèîäà ðó ññêîé èñòîðèè,
â ïðîöåññå ôîðìèðîâàíèÿ ðó ññêîé íàöèè è ó ñèëåíèÿ ãîñóäàðñòâåí-



208

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – IV

íîñòè, ÷òî ïðèâåëî ê îáúÿâëåíèþ ñòðàíû èìïåðèåé â öàðñòâîâàíèå
Ïåòðà I. Ýòî áûë ïåðèîä ïåðåëîìà â èñòîðèè ïðàâîñëàâíîãî êóëü òî-
âîãî èñêóññòâà, â ðàìêàõ êîòîðîãî ïðîèçîøëà ñìåíà ñòèëèñòè÷åñêèõ
ôîðìàöèé (Ã åðàñèìîâà-Ïåðñèäñêàÿ 1983). Ïàðòåñíûé êîíöåðò çàïîë-
íèë âàêóóì ýñòåòè÷åñêèõ ïîòðåáíîñòåé, êîòîðûé âîçíèêàë â ñâÿçè ñ
êðóòûì ïîäúåìîì ìóçûêàëüíîé êóëü òóðû ïðè êðàéíå îãðàíè÷åííîé
ðàñïðîñòðàíåííîñòè èíñòðóìåíòàëüíîé ìóçûêè â òî âðåìÿ â Ðîññèè.
Ïî àâòîðèòåòíîìó ìíåíèþ À ñàôüåâà, èìåííî â ýòî âðåìÿ ðîëü êîí-
öåðòèðóþùåãî ñòèëÿ (Àñàôüåâ 1971: 322) â ïåðâîì ýòàïå åâðîïåèçàöèè
ðóññêîé êóëüòóðû (Àñàôüåâ 1980: 12; Ïðåîáðàæåíñêèé 1924) âåñüìà
âåëèêà. Ïðîöåññ àäàïòàöèè åâðîïåéñêîãî õîðîâîãî êîíöåðòà íà ðó ñ-
ñêîé íàöèîíàëüíîé ïî÷âå  ïðèâåë ê ïðîÿâëåíèþ ñïåöèôè÷åñêèõ ðóññêèõ
÷åðò â æàíðå. Òàê, â îòëè÷èå îò ìóçûêàëüíûõ òðàäèöèé â êàòîëè÷åñ-
êîé êîíôåññèè, êîòîðûå ïðåäïîëàãàþò íàëè÷èå èíñòðóìåíòàëüíîãî
çâó÷àíèÿ â ðàìêàõ áîãîñëóæåíèÿ, ðóññêèå êîìïîçèòîðû â ñèëó íåïðè-
ÿòèÿ ïðàâîñëàâíîé öåðêîâüþ ìóçûêàëüíûõ èíñòðóìåíòîâ ïèñàëè ñâîè
êîíöåðòíûå, â òîì ÷èñëå è ñâåðõìíîãîãîëîñíûå êîìïîçèöèè äëÿ õîðà
áåç ñîïðîâîæäåíèÿ. Çàïàäíîåâðîïåéñêàÿ èíñòðóìåíòàëüíîñòü ïåðåøëà
ê õîðîâîìó ïåíèþ è ïðèîáðåëà âèä âîêàëüíî-õîðîâîé âèðòó îçíîñòè.

Îáðàòèìñÿ ê áåëîðó ññêîìó õîðîâîìó êîíöåðòó . Â öåëîì, äëÿ ñî-
âðåìåííîé áåëîðó ññêîé õîðîâîé êîíöåðòíîé ìóçûêè õàðàêòåðåí ñèí-
òåç ñòèëåâûõ îñîáåííîñòåé ðîìàíñêîé è ñëàâÿíñêîé ìóçûêàëüíûõ
êóëüòóð è âîçäåéñòâèå ýòîñà ðàçëè÷íûõ åâðîïåéñêèõ – çàïàäíûõ è
âîñòî÷íûõ – õðèñòèàíñêèõ êîíôåññèé. Ò âîð÷åñêîå îñâîåíèå ñîá-
ñòâåííî æàíðà õîðîâîãî êîíöåðòà áåëîðó ññêèìè êîìïîçèòîðàìè õà-
ðàêòåðèçóåòñÿ åãî íàöèîíàëüíîé ñïåöèôèêàöèåé.

Ñëîâî îïðåäåëÿåò ñòèëèñòè÷åñêèé îáëèê ïðîèçâåäåíèÿ – ïóòü,
ïî êîòîðîìó íàïðàâëÿåòñÿ ñàìîáûòíàÿ òâîð÷åñêàÿ èíäèâèäóàëüíîñòü
àâòîðà ìóçûêè (Ïàèñîâ 1987). Çàìåòíóþ ãðóïïó ñîñòàâëÿþò êîíöåðòû,
ñîäåðæàùèå ôîëüêëîðíóþ ñòèëèñòèêó è íàïèñàííûå íà íàðîäíûå
òåêñòû (íàïðèìåð, Ïðûìõi  Àíäðåÿ Ìäèâàíè; Êîíöåðò äëÿ ñîïðàíî, áà-
ðèòîíà è õîðà a cappella íà íàðîäíûå òåêñòû  Ýäóàðäà Êàçà÷êîâà; Óïà-
ëiíêà Øóøàíî Èñõàêáàåâîé è Âÿ÷åñëàâà Øëååíêîâà; Ìåñÿöåì-ñîëí-
öåì Ëàðèñû Ñèìàêîâè÷ è äð). Â ýòèõ ñî÷èíåíèÿõ ïðîöåññ âêëþ÷å-
íèÿ ýòíîñèìâîëîâ  áåëîðóññêîé ìóçûêè â ñòèëåâîé àíòóðàæ XX âåêà
(Àíòîíåâè÷ 2003: 193) âçàèìîñâÿçàí ñ êîíöåðòíîñòüþ êàê ñòèëåîá-
ðàçóþùåé êàòåãîðèåé.

Ñîâðåìåííûé áåëîðó ññêèé õîðîâîé êîíöåðò ñâÿçàí è ñ îáðàùå-
íèåì àâòîðîâ ê ðåëèãèîçíîé òåìàòèêå è ïðèâëå÷åíèåì ìóçûêàëüíîé
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ñòèëèñòèêè ðàçëè÷íûõ ïëàñòîâ ìíîãîâåêîâîé òðàäèöèè öåðêîâíîãî
õîðîâîãî ïåíèÿ. Ýòî êîíöåðòû íà ñòàðîñëàâÿíñêèå òåêñòû, òàê èëè
èíà÷å èñïûòûâàþùèå âîçäåéñòâèå öåðêîâíîé òåìàòèêè (íàïðèìåð:
Ïîõâàëà âåëèêîìó êíÿçþ Âëàäèìèðó Ñâÿòîñëàâîâè÷ó íà ñðåäíåâåêîâûé
òåêñò èç “Ñëîâà î çàêîíå è áëàãîäàòè Èëëàðèîíà, ìèòðîïîëèòà Êèåâñ-
êîãî”  äëÿ ñîëèñòîâ è ñìåøàííîãî õîðà 3, Âå÷åðíÿÿ ìîëèòâà Àíäðåÿ
Áîíäàðåíêî; Áëàãîñëîâè äóøå ìîÿ, Òåáå ïîåì , Âåëè÷àé äóøå ìîÿ Ëþä-
ìèëû Øëåã è äð.).

Áåëîðóññêèé õîðîâîé êîíöåðò íà íàðîäíûå òåêñòû âîçíèê íà
ãðåáíå Íîâîé ôîëüêëîðíîé âîëíû  (Õðèñòèàíñåí 1972), à íà ñàêðàëü-
íûå – âñëåäñòâèå îáðàùåíèÿ êîìïîçèòîðîâ ê âîïëîùåíèþ ìóçûêàëü-
íîé ñòèëèñòèêè ðàçëè÷íûõ ïëàñòîâ ìíîãîâåêîâîé òðàäèöèè öåðêîâ-
íîãî õîðîâîãî ïåíèÿ.

Åñòü è õîðîâûå êîíöåðòû áåç ñëîâ (âîêàëèçû), êîòîðûå îáðàçî-
âàëèñü â ðåçóëüòàòå îñîáîé êîíöåðòíîé ñïåöèôèêè âçàèìîäåéñòâèÿ
ìóçûêàëüíîãî è âåðáàëüíîãî ðÿäîâ, êîððåëÿöèîííûõ ïðîöåññîâ â
ñôåðå ñèíòåçà ñëîâà è ìóçûêè, âûñîêîé ñòåïåíè âîçäåéñòâèÿ èíñòðó-
ìåíòàëüíîãî íà÷àëà ñ åãî îáîáùåííî-ýìîöèîíàëüíûì ìóçûêàëüíûì
ñîäåðæàíèåì, à òàêæå ñâîáîäû â âûáîðå ïóòåé âîïëîùåíèÿ ñëîâà (â
òîì ÷èñëå è îáðàùåíèå ê òàêîìó òèïó âîêàëèçàöèè, ïðè êîòîðîì ñå-
ìàíòè÷åñêîå çíà÷åíèå òåêñòà ïðèîáðåòàåò îáîáùåííûé ñìûñë).

Äèàïàçîí èñïîëíèòåëüñêèõ ñðåäñòâ è ñòðóêòóðà èñïîëíèòåëüñ-
êîãî ñîñòàâà â êîíöåðòíûõ êîìïîçèöèÿõ ñîâðåìåííûõ áåëîðó ññêèõ
àâòîðîâ èãðàþò çíà÷èòåëüíóþ ðîëü â ïðîöåññå âîïëîùåíèÿ êîíöåðò-
íîãî íà÷àëà. Â îñíîâå òåìáðîâîé øêàëû èñïîëíèòåëüñêèõ ñðåäñòâ
ëåæèò ñìåøàííûé õîð áåç ñîïðîâîæäåíèÿ. Õîðîâîé ýëåìåíò äîïîë-
íÿåòñÿ èíñòðóìåíòàëüíûì è ñîëüíûì âîêàëüíûì òåìáðîì. Êîíöåðò-
íûé ïðèíöèï ðàçäåëåíèÿ çâó÷àíèÿ ïî òåìáðîâî-ðåãèñòðîâîìó ïðèí-
öèïó óíàñëåäîâàí ñîâðåìåííûìè êîìïîçèòîðàìè îò ïðåäøåñòâåííè-
êîâ. Êîíöåðòíîå íà÷àëî â áåëîðó ññêîì õîðîâîì êîíöåðòå âûðàæàåòñÿ
â ðåàëèçàöèè îñíîâîïîëàãàþùèõ êîíöåðòíûõ ïðèíöèïîâ è êà÷åñòâ
âèðòóîçíîñòè . Õîðîâàÿ êîíöåðòíàÿ ôàêòóðà ÿâëÿåòñÿ íîñèòåëåì òèïî-
ëîãè÷åñêèõ êîíöåðòíûõ êîìïîçèöèîííûõ ïðèåìîâ, îðèåíòèðóþùèõ
íà òîò èëè èíîé ñòðóêòóðíûé òèï: ìàëûé  õîðîâîé êîíöåðò , áîëüøîé
õîðîâîé êîíöåðò è ãðàíä-êîíöåðò .

Êîìïîçèöèè áåëîðó ññêèõ àâòîðîâ ïðåäñòàâëÿþò ñîáîé ïîëèõîð-
íûå ñòðóêòóðû, â êîòîðûõ âîïëîùàåòñÿ êàê àíòèôîííûé òèï ñòðîå-

3 Â äàëüíåéøåì Ïîõâàëà [..].
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íèÿ õîðîâîé ôàêòóðû, ñâîéñòâåííûé âñåì òðåì æàíðîâûì òèïàì õîðî-
âîãî êîíöåðòà, òàê è ðåñïîíñîðíûé, ïðèñóùèé ñîáñòâåííî ãðàíä-êîí-
öåðòó. ßðêèì âîïëîùåíèåì òèïîëîãè÷åñêèõ êîíöåðòíûõ ñâîéñòâ ãðàíä-
êîíöåðòà  ÿâëÿåòñÿ õîðîâîé êîíöåðò Àíäðåÿ Áîíäàðåíêî Ïîõâàëà [..].
Çäåñü êîíöåðòíàÿ òåìáðîâàÿ àíòèòåçà è àíòèòåçà èñïîëíèòåëüêèõ
ñîñòàâîâ âîïëîùàþòñÿ ïóòåì ïðèåìà cori spezzati, âûðàæåííîì â ðàçäå-
ëåíèè ìàññèâà èñïîëíèòåëåé íà òðè ãðóïïû (êîòîðûå èìåþò àâòîðñ-
êîå îïðåäåëåíèå: 1-é àíòèôîí, 2-é àíòèôîí, õîð). Ïåðåä íàìè, õîòÿ
è â òðàíñôîðìèðîâàííîì âèäå, íî âñå æå ñòàðèííûé ñïîñîá ðàçäåëå-
íèÿ õîðîâîãî àìáèòó ñà çâó÷àíèÿ ïî òåìáðîâî-ðåãèñòðîâîìó ïðèíöèïó
íà cappella (çäåñü – õîð), coro grave (çäåñü – âòîðîé àíòèôîí) è coro
superiore (çäåñü – ïåðâûé àíòèôîí).

Áîëüøîé  õîðîâîé êîíöåðò ïðåäñòàâëåí, íàïðèìåð, êîíöåðòîì Àí-
äðåÿ Ìäèâàíè Ïðûìõ³ . Ñî÷èíåíèþ ïðèñóùè ñâîéñòâà õîðîâîé êîí-
öåðòíîé êîìïîçèöèè, ñ ðàçäåëåíèåì ìàññèâà èñïîëíèòåëåé íà ãðóïïû
ïî òåìáðîâî-ðåãèñòðîâîìó ïðèíöèïó ( cori spezzati). Âåäóùèì ñïîñî-
áîì âîïëîùåíèÿ êîíöåðòíîé àíòèòåçû ÿâëÿåòñÿ àíòèôîí, ñðåäñòâà-
ìè âîïëîùåíèÿ êîíöåðòíîé àíòèòåçû – âçàèìîäåéñòâèå õîðîâîãî è
quasi-èíñòðóìåíòàëüíîãî íà÷àë, à òàêæå àíñàìáëÿ è òóòòè.

Õîðîâàÿ êîíöåðòíàÿ ôàêòóðà â ñîâðåìåííîì áåëîðó ññêîì õîðî-
âîì êîíöåðòå âûñòóïàåò è êàê îñîáàÿ ñèñòåìà, îðãàíèçóþùàÿ õóäî-
æåñòâåííîå ïðîñòðàíñòâî êîíöåðòíîé êîìïîçèöèè. Îñîáîå ìåñòî
ïðèíàäëåæèò êîëîêîëüíîñòè . Áåëîðóññêèå êîìïîçèòîðû ïðèìåíÿþò
òðàäèöèîííûé äëÿ âîñòî÷íîñëàâÿíñêîãî õîðîâîãî êîíöåðòà ïðèåì
èìèòèðîâàíèÿ ñðåäñòâàìè ñîáñòâåííî õîðîâîé çâó÷íîñòè êîëîêîëü-
íîãî çâîíà (ñîíîðíî-çâóêîâîãî ýôôåêòà). Ñðåäè íèõ: çàòóõàíèÿ äèñ-
ñîíèðóþùèõ êîìïëåêñîâ è divisi, ïðèäàþùèå îáåðòîíîâîñòü ÿðêîé
çâóêîâîé ïàëèòðå (íàïðèìåð: Áëàãîñëîâè äóøå ìîÿ Ëþäìèëû Øëåã);
âíåçàïíûé óäàð ïîñëå ïà óçû âî âñå êîëîêîëà (Ïîõâàëà [..]  Àíäðåÿ  Áîí-
äàðåíêî); ïëîòíîìàññîâûå çâóêîâûå ïÿòíà , îáðàçîâàííûå çâóêàìè â
íèçêîì ðåãèñòðå è èìèòèðóþùèå ãóëêîå çâó÷àíèå áîëüøîãî êîëîêî-
ëà (Êîëîêîëüíàÿ ôðåñêà Ëþäìèëû Øëåã). Ñîâðåìåííûì ñïîñîáîì
ïðåòâîðåíèÿ êîëîêîëüíîñòè ÿâëÿåòñÿ èìèòàöèÿ ñîáñòâåííî òèïîâ
çâîíîâ, àêöåíòèðó åòñÿ èõ ñìûñëîâîå íàïîëíåíèå, ýìîöèîíàëüíîå
ñîäåðæàíèå (áëàãîâåñò, ïåðåçâîí è äð.). Ò àê, íàïðèìåð, ïðàçäíè÷íûé
ïåðåçâîí êîëîêîëîâ ñî ñâîéñòâåííûì åìó ðàçíîîáðàçèåì õàðàêòåðíî-
ãî ðèòìà è øèðîêîé ïàëèòðîé òåìáðîâûõ êðàñîê ïðåäñòàåò â ðåôðåíå
êîíöåðòà Àíäðåÿ Áîíäàðåíêî Ïîõâàëà [..].  Ýòî ïðèäàåò ïðîèçâåäåíèþ
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â öåëîì è äàííîìó ðàçäåëó ôîðìû â ÷àñòíîñòè õàðàêòåð ïðàçäíè÷íî-
ñòè, à çâó÷àíèþ îñîáûé ïàôîñ.

Êîíöåðòíûå êà÷åñòâà â îáëàñòè ôîðìîîáðàçîâàíèÿ â õîðîâûõ
êîíöåðòàõ áåëîðóññêèõ àâòîðîâ ïðîÿâëÿþòñÿ â âèäå âîïëîùåíèÿ
ïðèíöèïà öèêëè÷åñêîãî êîíòðàñòà: ïðîèçâåäåíèÿ ïðåäñòàâëÿþò ñî-
áîé ìíîãî÷àñòíûå êîìïîçèöèè, ïîñòðîåííûå ïî ïðèíöèïó ÷åðåäî-
âàíèÿ ðàçäåëîâ, ïðè áîëüøîé ôîðìîîáðàçóþùåé ðîëè êîíòðàñòíîãî
ñîïîñòàâëåíèÿ ôàêòóðû, òåìïà, ìåòðà, ãàðìîíèè, òåìàòèçìà è äðó-
ãèõ àñïåêòîâ ìóçûêàëüíîé ôîðìû. Íàðÿäó ñ èíòîíàöèîííûìè, òå-
ìàòè÷åñêèìè è òîíàëüíî-ãàðìîíè÷åñêèìè ñîîòíîøåíèÿìè ìåæäó
÷àñòÿìè õîðîâîãî êîíöåðòà âàæíåéøåé ÷åðòîé êîíöåðòíîé öèêëè-
çàöèè ÿâëÿåòñÿ òî, ÷òî çà÷àñòóþ ôóíêöèîíàëüíóþ è òåìàòè÷åñêóþ
îïðåäåëåííîñòü ÷àñòÿì ïðèäàåò òàêîé àñïåêò ôîðìû, êàê ôàêòóðà:
ñïåöèôèêà êîíöåðòíîé öèêëèçàöèè âûðàæàåòñÿ â íàëè÷èè êîíòðàñ-
òíûõ ôàêòóðíûõ ôîðì, à òàêæå ôîðì âòîðîãî ïëàíà. Ïåðå÷èñëåííûå
âûøå ÿâëåíèÿ íàáëþäàþòñÿ åùå â âåíåöèàíñêîì õîðîâîì êîíöåðòå,
à íà ñîâðåìåííîì ýòàïå îíè âûñòóïàþò â êà÷åñòâå ðåïðåçåíòàíòà êîí-
öåðòíîñòè â ïðîèçâåäåíèÿõ áåëîðó ññêèõ êîìïîçèòîðîâ. Íàïðèìåð, â
êîíöåðòå Àíäðåÿ Ìäèâàíè Ïðûìõ³ èìååò ìåñòî ïîñëåäîâàòåëüíîñòü
äåâÿòè êîíòðàñòíûõ ÷àñòåé, êîòîðûå ìîæíî îáúåäèíèòü ïî æàíðî-
âîìó è ñåìàíòè÷åñêîìó ïðèçíàêàì â òðè áîëüøèõ ðàçäåëà (ôîðìà
âòîðîãî ïëàíà), ãäå êàæäûé âûïîëíÿåò ñâîþ ôóíêöèþ. Ò àêèì îáðà-
çîì, èç ìíîãî÷àñòíîãî ïîñëåäîâàíèÿ êîíòðàñòíûõ ôðàãìåíòîâ êîì-
ïîçèöèè âûñòóïàåò êîíòðàñòíî-ñîñòàâíàÿ ôîðìà ñ ôóíêöèîíàëüíûì
îïðåäåëåíèåì ÷àñòåé.

Ñóùåñòâåííûì ïðèçíàêîì êîíöåðòíîñòè â áåëîðó ññêîì õîðîâîì
êîíöåðòå ÿâëÿåòñÿ ò å à ò ð à ë ü í î ñ òü, êîòîðàÿ ïðîÿâëÿåòñÿ: â ñþæåò-
íîñòè è íàëè÷èè ã ë à â í û õ ïåðñîíàæåé, ÷üè äåéñòâèÿ êîììåíòèðó-
þòñÿ õîðîì â äóõå àíòè÷íîé òðàãåäèè. Íàïðèìåð, â êîíöåðòå Ýäóàð-
äà Êàçà÷êîâà ðå÷ü èäåò î ñóäüáå æåíùèíû (ãëàâíàÿ ãåðîèíÿ), à êðîìå
òîãî åñòü è äðóãèå ïåðñîíàæè  (ñîëèñòû – ñîïðàíî è áàðèòîí). Ò åàò-
ðàëüíîñòü ïðîÿâëÿåòñÿ òàêæå è ïîñðåäñòâîì òàêèõ ÿâëåíèé, êàê ïðî-
ñòðàíñòâåííûå ýôôåêòû è òåìáðîâàÿ äðàìàòóðãèÿ. À â ñòðåìèòåëüíîé
êîíòðàñòíîé ñìåíå îáðàçíûõ êàðòèí  î÷åâèäíî âîçäåéñòâèå êàäðîâî-
ñòè, ñâîéñòâåííîé êèíåìàòîãðàôó .

Ïîäâåäåì èòîãè. Âàæíåéøèå ÷åðòû è ïðèçíàêè æàíðà õîðîâîãî
êîíöåðòà çàðîäèëèñü è ïðèîáðåëè æàíðîâóþ ó ñòîé÷èâîñòü â òâîð÷å-
ñòâå âåíåöèàíñêèõ êîìïîçèòîðîâ XVI âåêà, çàòåì ïîñëåäîâàòåëüíî è
â ðàçíûõ ôîðìàõ ðàñïðîñòðàíèëèñü â ñòðàíàõ Çàïàäíîé è Âîñòî÷íîé
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Åâðîïû – Ã åðìàíèè, Ðå÷è Ïîñïîëèòîé, Ðîññèéñêîé èìïåðèè, îáðå-
òÿ â XX âåêå â ñîâåòñêîì ìóçûêàëüíîì èñêó ññòâå êà÷åñòâåííî íîâîå
ñòèëåâîå ñîäåðæàíèå ïðè ñîõðàíåíèè æàíðîâûõ ïàðàìåòðîâ. Áåëî-
ðóññêèé õîðîâîé êîíöåðò êàê õîðîâàÿ ìóçûêà êîíöåðòíîãî êëàññà
ñêîíöåíòðèðîâàë â ñåáå çàïàäíî- è âîñòî÷íîåâðîïåéñêèå, ñòàðèííûå
è êëàññè÷åñêèå òðàäèöèè, à òàêæå è âïèòàë ÷åðòû ñîâåòñêîãî õîðî-
âîãî êîíöåðòà. Ò àê ñôîðìèðîâàëèñü åãî æàíðîâî-ñòèëåâûå îñîáåííî-
ñòè, ñóùíîñòü êîòîðûõ çàêëþ÷àåòñÿ â ïåðåîñìûñëåíèè íàñëåäèÿ ïðî-
øëîãî è â èíäèâèäóàëüíîé èíòåðïðåòàöèè êîìïîçèòîðîì èñòîðè÷åñêè
ñëîæèâøèõñÿ ãåíåàëîãè÷åñêèõ îñíîâ æàíðà (æàíðîâûõ èäèîì).

The European Choral Concerto:
Matters of Style, Genre, Texture

Galina Tsmyg

Summary

In the article genre and stylistic peculiarities of European choral
concerto are revealed, phenomenology of vocal-choral concertivity is
examined, Venetian choral concerto is described, the way of advancement
of the choral concerto of the 16th century is disclosed, genre-stylistic charac-
teristic of the contemporary choral concerto, including the Belarusian
one, is given.

The specificity of the choral concerto style is determined by the
phenomenon of concertivity (synthesis of the inherent choral principles
and the universal concert principles), namely: principles of Contest,
Dialogue, Play and concerto type of musical and verbal lines coordination.
At the heart of the inherent vocal-choral type of interaction between
concert principles lays the contrast of comparison realized as choral
concerto antithesis.

The formbuilding principles of the choral concerto are: concerto
type of the development, polycontrast, determination of the musical logic
by the text, frequency of texture changes, structural variability, contrast
comparison of the parts, functional interpretation of the form sections,
organizing role of the second plan form. The essence of concertivity in
the choral concerto shows itself in strengthening of the role of theatrical
factor. Concertivity of choral vocalization of the text and vocal-choral
virtuosity are the determining features of music of coral concerto. Con-
certivity of choral texture is expressed in: polychorality as a principle of
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its structure (cori spezzati technique); antithetic cooperation of specific
vocal-choral types of choral texture structure (antiphony, responsoriality)
and kinds of polichorality ( hidden and mobile); as well as techniques of
choral voice grouping; a concert way of choral instrumentation intended
for creation of spacing effect.

All these features are to be found in Venetian choral concerto of the
second half of the 16th century. A historically new type of musical creative
work was formed in Venice, which determined the further development
of the choral concerto genre (Andrea and Giovanni Gabrieli). Three genre
types had also set in (the small choral concerto, the big choral concerto
and the choral grand-concerto), which later on became the basis for choral
concerto compositions in western (West-European choral concerto) and
eastern (East-European choral concerto) Europe.

Creative mastery development of choral concerto by representatives
of different national composers’ schools is characterized by their national
specification. So, demand for the choral concerto in Eastern Europe was
the reason for its advance from West to East. À choral concerto a cappella,
Eastslavonic (Russian) choral concerto was formed.

The contemporary choral concerto (Belarusian as well) was formed
at the heart of East-Slavonic type in the Soviet choral musical culture
context (Andrey Mdivani, Andrey Bondarenko, Ludmilla Schleg). Having
inherited the typical attributes of the genre it shows itself in a new way
under the influence of the complex modern ideas. It is expressed in:
revaluation of the historical heritage in the area of stylistics; formation
of genre types and as a special one – folklore; individual composer’s inter-
pretation of the historically set genealogical genre bases (genre idioms);
specification of the ancient technique of voice grouping cori spezzati
(personification of timbre-register complexes leading to dramatic art of
timbre); concertivity of cyclization way (choral concerto cycle).
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íà ïðèìå ðå ìóçûêè Èãîðÿ Ñòðàâèíñêîãî

Dr. art. Íåëëè Ìàöàáå ðèäçå
Xóäîæåñòâåííûé ðóêîâîäèòåëü

Âèòåáñêîé îáëàñòíîé ôèëàðìîíèè

Ñòèëü ìîäåðí – îäíî èç ñëîæíûõ è äàæå çàãàäî÷íûõ ÿâëåíèé â
èñòîðèè êóëüòóðû. Ñóòü åãî íåîáû÷íîñòè áûëà ïîíÿòà èññëåäîâàòåëÿ-
ìè íå ñðàçó, à ïðîöåññ âûÿâëåíèÿ ñòèëÿ ìîäåðí â êà÷åñòâå ñàìîñòîÿ-
òåëüíîãî èñòîðè÷åñêîãî ÿâëåíèÿ áûë äîñòàòî÷íî äëèííûì è âûçûâàë
äîëãèå ñïîðû.

Ìîæíî êîíñòàòèðîâàòü, ÷òî â íà÷àëå XXI âåêà íàáëþäàåòñÿ ó ñ-
òîé÷èâûé èíòåðåñ ê ñòèëþ ìîäåðí. Ïðè÷èíà ýòîãî èíòåðåñà êîðå-
íèòñÿ â åãî îñîáåííîñòÿõ, îðèãèíàëüíîñòè õóäîæåñòâåííî-ýñòåòè÷åñ-
êîé êîíöåïöèè è äâîÿêîé ôóíêöèè – èòîãà ïî îòíîøåíèþ ê ïðåäøå-
ñòâóþùèì èñòîðè÷åñêèì ñòèëÿì è ïðîçðåíèÿ â áóäóùåå, èñêó ññòâî
ÕÕ âåêà. Ýòà äâîÿêîñòü ïîðîäèëà è ñóòü ýñòåòè÷åñêîé êîíöåïöèè ñòèëÿ
ìîäåðí, êîòîðàÿ êîðåíèòñÿ â äèàëåêòèêå ñòàðîãî è íîâîãî, ðîìàíòè-
÷åñêîãî è ðàöèîíàëüíîãî, â øèðîêîì ñìûñëå äåêîðàòèâíîãî è ôóíê-
öèîíàëüíîãî.

Åñëè ñðàâíèâàòü ñòèëü ìîäåðí â âèçóàëüíûõ èñêóññòâàõ è â ìóçû-
êå, òî ìîæíî âûÿâèòü ïðÿìûå àíàëîãèè. Ïðåæäå âñåãî, îíè ïðîÿâëÿ-
þòñÿ â îáùåýñòåòè÷åñêèõ ïðèíöèïàõ è àäàïòèðîâàííûõ ê ñïåöèôèêå
ìóçûêàëüíîãî èñêó ññòâà õóäîæåñòâåííûõ ñðåäñòâàõ âûðàçèòåëüíîñòè.
Çäåñü èìååòñÿ â âèäó ïðèíöèïû äåêîðàòèâíîñòè è îðíàìåíòàëüíîñòè ,
ýìàíñèïàöèÿ ìåëîäè÷åñêîé ëèíèè è ðåëüåôíûé ðèñóíîê ìåëîäèêè,
êóëüò äåòàëåé, ñòèëèçàöèÿ è ìíîãîå äðóãîå. Ýòè ïîçèöèè ñîñòàâèëè
íåïðåëîæíûå ïðàâèëà ñòèëÿ ìîäåðí â ìóçûêå, êîòîðûå îïðåäåëèëè
òèï îðãàíèçàöèè è õàðàêòåð îòáîðà ñðåäñòâ ìóçûêàëüíîãî ÿçûêà.

Ìóçûêàëüíî-çâóêîâîé òåêñò ïðîèçâåäåíèé ðåïðåçåíòèðóþò êîí-
êðåòíûå ñòèëåâûå èäèîìû, ïî êîòîðûì îïðåäåëÿåòñÿ ïðèíàäëåæ-
íîñòü ñî÷èíåíèÿ ê òîìó èëè èíîìó ñòèëþ. Ê ñòèëåâûì èäèîìàì ìî-
äåðíà îòíîñÿòñÿ

1 Èäèîìà (îò ãðå÷. idíîma – îñîáåííîñòü, ñâîåîáðàçèå) – îòëè÷èòåëüíîñòü
èëè îñîáåííîñòü ÿçûêà (Äàëü 1905: 10–11).
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— äåêîðàòèâíîñòü ìóçûêàëüíîé òêàíè è îñîáûé õàðàêòåð ìåëîäè-
êè, êîòîðàÿ ïðîÿâëÿåòñÿ â âèäå îðí áìåíòíîé ëèíèè;

— àðòèêóëÿöèîííûå îñîáåííîñòè ïîñòðîåíèé (òî÷íàÿ ðåàëüíîñòü
ôîðìû ïðîèçâåäåíèÿ è ó ñëîâíîñòü òðàäèöèîííûõ âûðàçèòåëü-
íûõ ñðåäñòâ ìóçûêàëüíîãî ÿçûêà);

— ñïåöèôèêà ðèòìè÷åñêîé îðãàíèçàöèè (âçàèìîäåéñòâèÿ îñòèíà-
òî è âàðüèðîâàíèÿ);

— ïðèíöèïû ñîîòíîøåíèÿ ðåëüåôà è ôîíà; ñòðåìëåíèå ê íîâèçíå
ãàðìîíè÷åñêîãî ÿçûêà è îñëàáëåíèþ ëàäîôóíêöèîíàëüíîñòè;

— ýìàíñèïàöèÿ ðèòìà, òåìáðà è ôàêòóðû.
Îñòàíîâèìñÿ íà ñòèëåâûõ èäèîìàõ ìîäåðíà ïîäðîáíåå, îïèðà-

ÿñü â ñâîèõ äîêàçàòåëüñòâàõ íà ñî÷èíåíèÿ âåäóùåãî àäåïòà ñòèëÿ ìî-
äåðí Èãîðÿ Ñòðàâèíñêîãî.

Ìåëîäè÷åñêîå âîïëîùåíèå â ïðîèçâåäåíèÿõ ìóçûêàëüíîãî ìî-
äåðíà îòðàçèëîñü â ñòðåìëåíèè ñîçäàòü íåïðåðûâíî èçâèâàþùóþñÿ
âûðàçèòåëüíóþ ëèíèþ ìåíÿþùåéñÿ àìïëèòóäû, èçûñêàííî èçãèáàþ-
ùóþñÿ èëè íåîæèäàííî ëîìàþùóþñÿ, ìàíåðíóþ è õðóïêóþ. Ìåëî-
äè÷åñêàÿ ëèíèÿ, ïîñðåäñòâîì ñâîåîáðàçèÿ ñâîåãî êîíñòðóêòèâíîãî
çàìûñëà,  ðàñêðûëà äåêîðàòèâíûé õàðàêòåð ñòèëÿ ìîäåðí. Îíà ÿâëÿ-
åòñÿ çàòåéëèâûì óçîðîì  ìåëîäè÷åñêîãî îðíàìåíòà  è îïðåäåëÿåòñÿ êàê
îðí áìåíòíàÿ ëèíèÿ , îáðàùåííàÿ ê íîâîìó òèïó îðãàíèçàöèè íà îñ-
íîâå ëèíåéíî-ãðàôè÷åñêèõ ïðèåìîâ.

Òåìà â ïðîèçâåäåíèÿõ Ñòðàâèíñêîãî ïðåäñòàâëÿåò ñîáîé ýíåð-
ãè÷íûé ñãóñòîê ïëàñòèêè, êîòîðàÿ íåïðåðûâíî ïåðåðàñòàåò èç îäíîé
ôîðìû â äðóãóþ. Ïîýòîìó â ñâîåì ïåðâîíà÷àëüíîì âèäå îíà ïðåä-
ñòàâëÿåò ñîáîé ëàêîíè÷íóþ ïîïåâêó , â êîòîðîé ñîäåðæàòñÿ âñå èëè
áîëüøèíñòâî ñòðîèòåëüíûõ ýëåìåíòîâ ôîðìû. Îäíàêî â ýòîé ïîïåâêå
íåò êîíñòðóêòèâíîé ðàçâåðíóòîñòè. Ðàçâèâàÿñü íà äîñòàòî÷íî ïðî-
òÿæåííûõ ó÷àñòêàõ ôîðìû ïîñðåäñòâîì ñèñòåìû ïîâòîðÿåìûõ ìîòè-
âîâ, êîòîðûå èìåþò âàðèàíòíîå âûðàæåíèå, îíà îáðåòàåò êîíñòðóê-
òèâíóþ çàâåðøåííîñòü, ïîðîæäàÿ ýôôåêò âèçóàëüíîãî ñàìîðàçâèòèÿ.
Ïðèìåðàìè òàêèõ òåì ó Ñòðàâèíñêîãî ìîãóò ñëóæèòü ëåéòòåìà ãóëÿ-
þùåé óëèöû èç áàëåòà Ïåòðóøêà  èëè íà÷àëüíàÿ òåìà èç áàëåòà Âåñíà
ñâÿùåííàÿ  è äð.

Çäåñü óñìàòðèâàåòñÿ ïðÿìàÿ àíàëîãèÿ ñ èçîáðàçèòåëüíûì îðíà-
ìåíòîì. ×åòêàÿ ðèòìèêà èçîáðàçèòåëüíîãî ìîòèâà îðíàìåíòà âûçû-
âàåò àññîöèàöèþ ñ ìîòèâíî-ïîïåâî÷íîé ñòðóêòóðîé ìåëîäèè; ïðèí-
öèï îñòèíàòíîñòè äåëàåò àêöåíò íà àðõèòåêòîíèêå ñèììåòðè÷íûõ
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ãðóïï; âàðèàíòíîñòü ìîòèâíîãî ðàçâèòèÿ â ìóçûêå ñîçäàåò âïå÷àòëåíèå
ïëîñêîñòíîãî èçîáðàæåíèÿ , à îòêàç îò ïåðñïåêòèâû è ðàâíîöåííîñòü
ïåðåäíåãî è ãëóáèííûõ ïëàñòîâ ãðàôè÷åñêîé ïëîñêîñòè èçîáðàçèòåëü-
íîãî îðíàìåíòà àíàëîãè÷íû äóàëèçìó ðåëüåô-òåìà è ôîí-ôàêòóðà .
Òàê îñóùåñòâëÿåòñÿ îðãàíèçàöèÿ ìóçûêàëüíîãî öåëîãî íà îñíîâå ëè-
íåéíî-ãðàôè÷åñêîãî ïðèåìà.

Îñíîâîé ðàçâèòèÿ îðí áìåíòíîé  ìåëîäèè ñòàíîâèòñÿ ìîòèâíàÿ
âàðèàíòíîñòü. Ôîðìèðîâàíèå çâóêîâîãî ïðîñòðàíñòâà âàðèàíòíî-
ìîòèâíûìè ñðåäñòâàìè îñóùåñòâëÿåòñÿ ïî ãîðèçîíòàëè è ïî âåðòè-
êàëè, ÷òî îáåñïå÷èâàåò âðåìåííóþ ïðîòÿæåííîñòü ìîòèâó , ñîçäàâàÿ
òåêó÷èé êðèâîëèíåéíûé ðèñóíîê. Èíòåíñèâíàÿ âíóòðåííÿÿ æèçíü
ïîïåâêè îáåñïå÷èâàåò åé ïîâòîðíîñòü áîëüøîå êîëè÷åñòâî ðàç, ñî-
çäàâàÿ ñâîáîäíóþ âíóòðèìåëîäè÷åñêóþ îñòèíàòíîñòü. Â òàêîì òèïå
îñòèíàòíîñòè çàëîæåíà öåëüíîñòü, åäèíñòâî îáðàçíîãî ñìûñëà, ðàñ-
öâå÷åííîå â ïðîöåññå ðàçâåðòûâàíèÿ ðàçëè÷íûìè íþàíñàìè çâóêî-
âûñîòíîãî, ðèòìè÷åñêîãî, ñòðóêòóðíîãî èëè òåìáðîâîãî êà÷åñòâà.
Ïðè÷åì ýòî êàñàåòñÿ â ðàâíîé ìåðå, êàê òåìàòè÷åñêèõ ðåëüåôîâ, òàê
è ôîíîâûõ  ïëàñòîâ.

Ñâîåîáðàçèå îðí áìåíòíîé ëèíèè  âûðàæàåòñÿ è â ôîíîêîëîðèñ-
òè÷åñêèõ ñâîéñòâàõ å¸ ìîòèâíî-èíòîíàöèîííûõ ýëåìåíòîâ. Îíè õà-
ðàêòåðèçóþò ñèñòåìó äåêîðà, ïîñòðîåííóþ íà ñî÷åòàíèè ðàçëè÷-
íîé öâåòîâîé  ïàëèòðû äëÿ ïîëó÷åíèÿ ñèíòåòè÷åñêîãî æèâîïèñíîãî
ýôôåêòà. Ýòî ïðîÿâëÿåòñÿ â ðàçëè÷íîì âàðüèðîâàíèè îêîí÷àíèé ìî-
òèâîâ, íàñûùåíèè ìåëîäè÷åñêîé ëèíèè øèðîêèìè è óãëîâàòûìè
èíñòðóìåíòàëüíûìè èíòåðâàëàìè (ñåïòèìû, òðèòîíû, íîíû) è âñëó-
øèâàíèè â íèõ. Íàñûùåíèå ïåðâîíà÷àëüíîãî ìîòèâà (÷àùå âñåãî äè-
àòîíè÷åñêîãî ñîäåðæàíèÿ) ðàçíîîáðàçíûìè îñòèíàòíûìè ôîíàìè
âûçûâàåò ýôôåêò èíòîíàöèîííîãî çàðàæåíèÿ (òåðìèí Âèêòîðà Öóê-
êåðìàíà; Öóêêåðìàí 1975: 125) çâóêîâ ìîòèâà èíîðîäíûìè çâóêî-
ðÿäàìè. Â ðåçóëüòàòå ëàêîíè÷íàÿ ïîïåâêà íà÷èíàåò äèññîíèðóþùå
ìåðöàòü, îáðàñòàÿ íåîæèäàííûìè ïðèçâóêàìè, ïðèäàâàÿ ìåëîäèè
êðàñî÷íóþ âûðàçèòåëüíîñòü. Ýôôåêò äèññîíèðóþùåãî ìåðöàíèÿ  äå-
ìîíñòðèðó åò, íàïðèìåð, âñòóïëåíèå ê áàëåòó Âåñíà ñâÿùåííàÿ (ö. 1–
4). Ñóòü ýòîãî ïðèåìà ñîñòîèò â íàëîæåíèè ðàçëè÷íûõ ìåëîäè÷åñêèõ
ëèíèé äðóã íà äðóãà íà ôîíå îñòèíàòî.

Ñòðåìëåíèå ê èçëîæåííîìó ïðèíöèïó ìåëîäè÷åñêîãî ðàçâåðòû-
âàíèÿ ðàñêðûâàåò ðàöèîíàëüíûé, àíàëèòè÷åñêèé ïîäõîä â ñòèëèñ-
òèêå ìîäåðíà. Îí ïðîÿâëÿåòñÿ
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— â ñîçäàíèè âûðàçèòåëüíîé èçîãíóòîé ëèíèè, êîòîðàÿ îðãàíèçó-
åòñÿ â ñâîåì âíóòðåííåì ïðîñòðàíñòâå ïîñðåäñòâîì òåñíåéøèõ
èíòîíàöèîííûõ ñâÿçåé è, îäíîâðåìåííî, êîíòðàñòà;

— â òÿãîòåíèè ê ëàêîíèçìó èäåè, åå ýêñïðåññèè è ÿðêîé äåêîðà-
òèâíîé îòäåëêå äåòàëåé.
Âàæíà ðîëü ñàìîãî ìîòèâà, êîòîðûé, êàê ïðàâèëî, ïðåäñòàâëåí

êðàòêèì, ìåòàôîðè÷íûì âûñêàçûâàíèåì. Ëàêîíè÷íîñòü îòïðàâíîé
èäåè, ïîìåùåííàÿ â ðàìêè êîðîòêîãî ìîòèâà èëè ïîïåâêè, îïðåäå-
ëÿåò ñóùåñòâî ìåëîäè÷åñêîãî ñîäåðæàíèÿ âñåãî äàëüíåéøåãî ðàçâè-
òèÿ ãîëîñà íà îñíîâå âàðèàíòíî-îñòèíàòíûõ êîìáèíàöèé, îäíàêî
ñàìà ñóòü ýòîãî ïðèåìà èäåò îò ðóññêîé íàðîäíî-ïåñåííîé òðàäèöèè.
Ìóçûêàëüíûé æå ìîäåðí, ïðèìåðèâ  åãî ê ñåáå, ñæèâàåòñÿ ñ íèì è îñ-
ìûñëèâàåò åãî ñ íîâûõ ïîçèöèé.

Ïðèìåðîì îðíáìåíòíîé  ìåëîäè÷åñêîé ëèíèè ìóçûêàëüíîãî ìî-
äåðíà ìîæåò ñëóæèòü âòîðàÿ òåìà Èãðû äâóõ ãîðîäîâ èç áàëåòà Âåñíà
ñâÿùåííàÿ  (ö. 61 è ö. 64). Îðãàíèçóþùåé ìåëîäè÷åñêîé ñèëîé ÿâëÿ-
åòñÿ ìîòèâíàÿ âàðèàíòíîñòü è ìåæìîòèâíàÿ ðèòìè÷åñêàÿ àñèììåò-
ðèÿ â óñëîâèÿõ ñâîáîäíîé îñòèíàòíîñòè.

Ñòèëü ìîäåðí ïîñòîÿííî ïðåáûâàåò ìåæäó äâóìÿ èçìåðåíèÿìè –
ðåàëüíîñòüþ è óñëîâíîñòüþ, à òâîð÷åñêèé ìåòîä õóäîæíèêîâ ìîäåð-
íà ðàñïîëàãàåòñÿ íà òîé ñàìîé òî÷êå, ãäå ñòàëêèâàþòñÿ ðåàëüíîñòü è
âûìûñåë, íàòóðà è ñïîñîá åå ïðåîáðàæåíèÿ (Ñêâîðöîâà 2009). Ñèì-
áèîç ðåàëüíîãî è âûìûøëåííîãî ñîñòàâëÿåò ñóòü åãî ìûøëåíèÿ. Îñ-
ìûñëèâàÿ ýòîò ìåòîä ñ ïîçèöèé ñïåöèôèêè ìóçûêàëüíîãî ìîäåðíà,
ìîæíî ïðåäïîëîæèòü, ÷òî îñîáåííîñòü åãî îïðåäåëÿåòñÿ ÷ å ò ê è ì
áàëà íñ î ì  ì åæäó  ò î÷ í î é  ðåàëü í î ñòüþ  ô îð ìû  ï ð î èçâå -
ä å í è ÿ  è  ó ñ ë î â í î ñ ò ü þ  ò ð à ä è ö è î í í û õ  â û ð à ç è ò å ë ü í û õ
ñ ð å ä ñ ò â  â  ì ó ç û ê à ë ü í î ì  ÿ ç û ê å . Óñëîâíîñòü ñðåäñòâ ïðîñìàò-
ðèâàåòñÿ â èçìåíåíèè èõ ñîîòíîøåíèÿ â îðãàíèçàöèè ìóçûêàëüíîé
ôîðìû. Êàê îòìå÷àåò Âàëåíòèíà Õîëîïîâà, [..] â ôîðìå ÕÕ âåêà ðèò-
ìè÷åñêèå è ìåëîäèêî-ëèíåàðíûå ñðåäñòâà ñîñòàâèëè ñàìîñòîÿòåëüíûå
ñèñòåìû ôîðìîîáðàçîâàíèÿ  (Õîëîïîâà 1999: 189). Çäåñü óñìàòðèâàåòñÿ
êîðåííàÿ îñîáåííîñòü õóäîæåñòâåííîãî ÿçûêà ìóçûêàëüíîãî ìîäåð-
íà, ïîñêîëüêó ìîäåðí – ñòèëü, îçíàìåíîâàâøèé òîðæåñòâî ëèíåéíîãî
íà÷àëà, äåêîðàòèâèçìà, ïðåîáëàäàíèÿ ðèòìè÷åñêîé êîíöåïöèè  (Ñàðà-
áüÿíîâ 1989: 217). Åâãåíèÿ Êèðè÷åíêî  ñïðàâåäëèâî óêàçûâàåò, ÷òî
ðèòìè÷íîñòü, ìóçûêàëüíîñòü ëèíèé è ôîðì íàðÿäó ñî ñòèëèçàöèåé  ïðè-
îáðåòàåò â ìîäåðíå çíà÷åíèå ñòèëåîáðàçóþùåãî ïðèçíàêà (Êèðè÷åíêî
1978: 194).
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Ðèòìèêà â ìóçûêàëüíîì ìîäåðíå íå çíàåò ãàðìîíè÷åñêè-óðàâ-
íîâåøåííîãî ðàñêðûòèÿ òåìû, åé íå ñâîéñòâåííû çàìêíóòûå ðèòìè-
÷åñêèå ïîñòðîåíèÿ. Ðèòìû òî çàìåäëÿþòñÿ, òî äîâîëüíî òåêó÷è, òî
ñòðåìèòåëüíî áûñòðû, íåðâíû è íàïðÿæåíû. Äâèæåíèÿ ñòàëêèâàþò-
ñÿ, ðàçáèâàþòñÿ äðóã î äðóãà, êîìïîçèöèè èçíà÷àëüíî íåçàâåðøåííû ,
àñèììåòðè÷íû è îäíîâðåìåííî çàìêíóòû.

Äëÿ õàðàêòåðèñòèêè ð è ò ì à â ñòèëå ìîäåðí â ìóçûêå îáðàòèìñÿ
ê òåðìèíîëîãèè Âàëåíòèíû Õîëîïîâîé, êîòîðàÿ, èññëåäîâàâ òâîð-
÷åñòâî Ñòðàâèíñêîãî, îïðåäåëÿåò ïîíÿòèå ðèòìà êàê âðåìåííîå âàðü-
èðîâàíèå íà ôîíå îñòèíàòî (Õîëîïîâà 1971: 197). Äàííûé òåðìèí
ðàñêðûâàåò ñóòü ïðîèñõîäÿùåãî ÿâëåíèÿ, äàåò îñîçíàíèå ñóùíîñòè
âðåìåííîãî íà÷àëà â ìóçûêàëüíîì ìîäåðíå , ôîðìèðó åò äèàëåêòèêó ðàâ-
íîìåðíîãî è ðàçíîìåðíîãî, õðîíîìåòðè÷åñêîãî è õðîíîàìåòðè-
÷åñêîãî. Â ýòîì æå ðÿäó íàõîäèòñÿ âîïðîñ î âçàèìîäåéñòâèè äâóõ
ðàçíîíàïðàâëåííûõ ìåòîäîâ – îñòèíàòî è âàðüèðîâàíèÿ.

Ñòðàâèíñêèé ïèøåò:  Ïîòðåáíîñòü â âàðüèðîâàíèè âïîëíå çàêîí-
íà , íî íå ñëåäóåò çàáûâàòü, ÷òî åäèíîå ïðåäøåñòâóåò ìíîæåñòâåííîìó .
Èõ ñîñóùåñòâîâàíèå, îäíàêî, íåîáõîäèìî, è âñå ïðîáëåìû èñêóññòâà, êàê,
âïðî÷åì, è ëþáûå äðóãèå, âêëþ÷àÿ ïðîáëåìó ïîçíàíèÿ è áûòèÿ, ãîëîâîê-
ðóæèòåëüíî äåéñòâóþò âîêðóã ýòîãî âîïðîñà. [..] Òîëüêî çäðàâûé ñìûñë
è âûñøàÿ ìóäðîñòü çàñòàâëÿþò íàñ ïðèçíàâàòü è òî, è äðóãîå (Ñòðà-
âèíñêèé 1971: 28). Ìåòîä âàðüèðîâàíèÿ ïðåäñòàâëÿåò ñîáîé òåêó÷å-
ìíîæåñòâåííîå ñòàíîâëåíèå, êîòîðîå âûðàæàåòñÿ â ôåíîìåíå âàðè-
àíòíîñòè èëè âàðèàöèîííîñòè è îòâå÷àåò ïðèíöèïó ðàçíîîáðàçèÿ
âíóòðåííåé ñóùíîñòè õóäîæåñòâåííîãî îáðàçà ìîäåðíà.

Êîìïîçèòîð òàêæå ñ÷èòàåò: Îñòèíàòíîñòü – ýòî ñòàòèêà, òî
åñòü àíòèðàçâèòèå, à ìû èíîãäà íóæäàåìñÿ â ÷åì-òî ïðîòèâîïîëîæ-
íîì ðàçâèòèþ  (Ñòðàâèíñêèé 1971: 233). Îñòèíàòíîñòü ïðîíèçûâàåò
òêàíü ìóçûêàëüíûõ ïðîèçâåäåíèé êîìïîçèòîðà íà ðàçíûõ óðîâíÿõ,
ïîñêîëüêó îòðàæàåò îäíî èç ñóùåñòâåííûõ ïîíÿòèé ìîäåðíà – ñòðî-
ãîñòü, êëàññè÷íîñòü àðõèòåêòîíèêè.

Òàêèì îáðàçîì, ðîëü ðèòìèêè â ìóçûêàëüíîì ìîäåðíå îïðåäå-
ëÿåò ñîçäàíèå äèíàìè÷åñêè ðàçâèâàþùåãîñÿ ïðîñòðàíñòâà íà îñíîâå
ðàâíîìåðíîé ñòàòèêè (îñòèíàòíîñòè) è åå ðàçëè÷íîãî ïðåîäîëåíèÿ,
òî åñòü âíóòðåííåãî èçìåíåíèÿ êëàññè÷íîñòè ôîðìû.

Ó÷èòûâàÿ ïåðâîñòåïåííîå çíà÷åíèå ðèòìà â ìóçûêå Ñòðàâèíñ-
êîãî, à òàêæå çíà÷èòåëüíóþ ðîëü, êîòîðóþ èãðàåò ðèòì â ñòèëå ìî-
äåðí, ðàññìîòðèì åãî ñóùíîñòü ñ ïîçèöèé äåêîðàòèâíûõ ïðèíöèïîâ
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ìóçûêàëüíîãî ìîäåðíà è îïðåäåëèì çàêîíîìåðíîñòè åãî êàê îðãàíè-
çóþùåé ñòðóêòóðíîé åäèíèöû ìóçûêàëüíîãî îðíàìåíòà .

Êàê îòìå÷àþò Âåðîíèêà Áåðñåíåâà è Èñààê ßãëîì â ñâîåé ñòàòüå
îá èñêóññòâå îðíàìåíòà, â èçîáðàçèòåëüíîì èñêó ññòâå ïðèíöèïèàëü-
íîå îòëè÷èå ðèòìè÷åñêîé îðãàíèçàöèè æèâîïèñè îò îðíàìåíòàëüíûõ
ðèòìîâ ñâÿçàíî ñ íàðóøåíèåì ñòàòè÷åñêîãî ðèòìà, ñîçäàâàåìîãî ðàç-
ìåùåíèåì èçîáðàçèòåëüíûõ ýëåìåíòîâ â ïëîñêîñòè êàðòèíû  [..]. Àñèì-
ìåòðè÷íûé, äèíàìè÷íûé ðèòì ñâÿçàí ñ âïå÷àòëåíèåì îá èððåãóëÿðíîì
äâèæåíèè èçîáðàçèòåëüíûõ ôîðì â ïëîñêîñòè, îòëè÷àåòñÿ ðàçíîèíòåð-
âàëüíîñòüþ ïîâòîðîâ ëèíèé, ïÿòåí è ò. ä. Îðíàìåíòàëüíûé ðèòì èìå-
åò ðåãóëÿðíûé õàðàêòåð è äèêòóåò âåñü ñòðîé îðíàìåíòà (Áåðåñíåâà,
ßãëîì 1974: 280). Îäíàêî ñóùíîñòü îðíàìåíòà â ïðîèçâåäåíèÿõ ñòè-
ëÿ ìîäåðí ðàñêðûâàåòñÿ èìåííî â èñêàæåíèè ÷èñòî ñòàòè÷åñêîãî
ðèòìà ýëåìåíòàìè äèíàìèêè, êàê, íàïðèìåð, â êàðòèíàõ Ìèõàèëà
Âðóáåëÿ, à òàêæå â ðàçëè÷íûõ âèäàõ ðèòìè÷åñêîãî âàðüèðîâàíèÿ â
ïðîèçâåäåíèÿõ Ñòðàâèíñêîãî.

Ìîæíî ïðåäïîëîæèòü, ÷òî ðèòì â ìóçûêàëüíîì ìîäåðíå îáîçíà-
÷àåò ñòðóêòóðíóþ çàêîíîìåðíîñòü ìóçûêàëüíîãî îðíàìåíòà , ò. å. åãî
êàíâó, òîãäà êàê ìåëîäè÷åñêàÿ ëèíèÿ îïðåäåëÿåò óçîð ñîçäàâàåìîãî
îðíàìåíòà .

Ðàññìîòðèì, êàêèìè ñðåäñòâàìè ñîçäàåòñÿ êàíâà. Îãðîìíûå âîç-
ìîæíîñòè ýòîãî ïðîöåññà òàèò â ñåáå ðàçíîãî ðîäà âàðèàíòíîñòü. Âî-
ïåðâûõ, ýòî ìåòðè÷åñêàÿ âàðèàíòíîñòü, êîòîðàÿ ïîçâîëÿåò èçëàãàòü
îäèí è òîò æå ìîòèâ â ïåðåìåííûõ ìåòðàõ, êàê, íàïðèìåð, ýòî ñäåëà-
íî â ýïèçîäå Âåëè÷àíèå Èçáðàííîé èç áàëåòà Âåñíà ñâÿùåííàÿ (ö. 104–
120). Â ýòîì ôðàãìåíòå âñòðå÷àþòñÿ 50 ïåðåìåí ìåòðà. Èãðàÿ âîçìîæ-
íîñòÿìè ðàçíîîáðàçíîãî ìåòðè÷åñêîãî âîïëîùåíèÿ, êîìïîçèòîð
äîáèâàåòñÿ îùóùåíèÿ ïîñòîÿííîé âíóòðåííåé æèçíè ìîòèâà è ýô-
ôåêòà íåïðåðûâíîãî åãî äâèæåíèÿ. Äàëåå, àêöåíòíîå âàðüèðîâàíèå,
êîòîðîå â òâîð÷åñòâå Ñòðàâèíñêîãî óòâåðäèëîñü áëàãîäàðÿ ðèòìèêå
ðóññêîé ðå÷è, ñ åå íåçàêðåïëåííûìè óäàðåíèÿìè è èãðîâûìè îáîðî-
òàìè â ðóññêîé íàðîäíîé ïåñíå. Àêöåíòíîå âàðüèðîâàíèå ïðåäïîëà-
ãàåò ñîõðàíåíèå îáùåãî ìåòðè÷åñêîãî ðàçìåðà è èçìåíåíèå òàêòîâî-
ãî ïîëîæåíèÿ îòäåëüíûõ çâóêîâ ìîòèâà, êàê ýòî ñäåëàíî â Ïëÿñêàõ
ùåãîëèõ èç Âåñíû ñâÿùåííîé . Çäåñü óäàðåíèÿ ñìåùàþòñÿ íà ðàçíûå
äîëè òàêòà, ñîçäàâàÿ ÷åòêèìè âûâåðåííûìè ñðåäñòâàìè ñòèõèéíîñòü,
ñïîíòàííîñòü ïðîèñõîäÿùåãî.

Ñëåäóþùèì âàæíûì ýëåìåíòîì ñòàáèëüíîé ïëîñêîñòíîé äåêî-
ðàòèâíî-îðíàìåíòàëüíîé è äèíàìè÷åñêè ðàçâèòîé ôîðìû ñòèëÿ ìî-



221

Í. Ìàöàáåðèäçå. Ñòèëåâûå èäèîìû ìó çûêàëüíîãî ìîäåðíà íà ïðèìåðå ìó çûêè..

äåðí â ìóçûêå ìîæíî ñ÷èòàòü ïðèåì ïîëèìåòðèè , êîòîðûé ïðèíÿë ñâîé
çàêîí÷åííûé âèä â òâîð÷åñòâå Ñòðàâèíñêîãî. Â ýòîì ïðè¸ìå íàøåë
îòðàæåíèå ýñòåòè÷åñêèé ïðèíöèï ìíîæåñòâåííîñòè âîñïðèÿòèÿ õó-
äîæåñòâåííîãî îáðàçà. Ò èïè÷íîé ïîëèìåòðè÷åñêîé ôàêòóðîé ñòàëè
äâóõ- è òðåõñëîéíûå ïîñòðîåíèÿ. Ïðè ýòîì ñîõðàíåí êëàññè÷åñêèé
ïðèíöèï ïîñòàíîâêè òàêòîâîé ÷åðòû, êîòîðàÿ âûñòàâëÿåòñÿ íà îñ-
íîâå ãëàâíîãî ìåëîäè÷åñêîãî ãîëîñà, à èçûñêàííî ïðîòèâîðå÷àùèå
ñëîè âûðèñîâûâàþòñÿ ñòðóêòóðîé è âåëè÷èíîé ñîñòàâëÿþùèõ èõ
ìîòèâîâ. Ñîçäàííîå äèññîíèðóþùåå ïðîòèâîðå÷èå ìîòèâîâ ïîëèìåò-
ðèè íàïðàâëÿåòñÿ ëîãèêîé ðèòìîâðåìåííîé ñòðóêòóðû. Îñíîâíîé äëÿ
Ñòðàâèíñêîãî ñòàíîâèòñÿ ñëåäóþùàÿ ôàêòóðíàÿ çàêîíîìåðíîñòü:
áàñîâûé ñëîé – ýòî ðèòìè÷åñêîå îñòèíàòî ñ íåèçìåííîé ñòðóêòóðîé
ìîòèâà, â òî âðåìÿ êàê ìåëîäè÷åñêèé ñëîé îïðåäåëåí ðèòìè÷åñêîé
ïåðåìåííîñòüþ, âðåìåííûì âàðüèðîâàíèåì ìîòèâà. Ò àêîå íàëîæå-
íèå ðåëüåôíûõ äåòàëåé ñîçäàåò ñëîæíûå öâåòîâûå ñî÷åòàíèÿ, î÷åíü
âàæíûå äëÿ ñòèëèñòèêè ìîäåðíà.

Îáðàçöîì òðåõñëîéíîé ïîëèìåòðèè ìîæåò ñëóæèòü ïåñíÿ Ïàðà-
øè èç îïåðû Ìàâðà . Òðåõ÷àñòíàÿ ôîðìà ïåñíè öåëèêîì îñíîâàíà íà
ïîëèìåòðè÷åñêîì ïðîòèâîðå÷èè ãîëîñîâ. Â ïåðâîé ÷àñòè ïåñíè (1–
10 òò.) ìåòð áàñà íåèçìåíåí íà 4/4, àêêîðäîâûé ìîòèâ âåëè÷èíîé â 6/
4, ñîäåðæèò âñòàâêó è ðàñøèðåíèå (íà 3/4, 7/4), ôðàçû ãîëîñà âàðüè-
ðóþòñÿ êàê 10/4, 7/4, 5/4. Ïîëèìåòðèÿ âåäåò ê íàìåðåííîé ãàðìîíè-
÷åñêîé ôàëüøè, ðàñêðûâàÿ ñëîæíûå ðàêóðñû ðàññìîòðåíèÿ îáðàçà.
Ïðè ýòîì â ñòðóêòóðå ïîëèìåòðèè êîìïîçèòîð ñòðåìèòñÿ èçáåæàòü
ïîâòîðîâ è îäíîâðåìåííûõ ðàñ÷ëåíåíèé, ïîñêîëüêó äëÿùååñÿ íåñîâ-
ïàäåíèå ñëîåâ ñïîñîáñòâó åò äèíàìè÷åñêîìó íàïðÿæåíèþ ôîðìû.

Òàêèì îáðàçîì, ïðèâåä¸ííûå âûøå ïðèìåðû äåìîíñòðèðóþò
ÿâíîå òÿãîòåíèå ìóçûêàëüíîãî ìîäåðíà ê íåîäíîçíà÷íîé òðàêòîâêå
îáðàçà, êîòîðîå ñêëàäûâàåòñÿ èç ìíîæåñòâà ìåëêèõ ñòðóêòóðíûõ ÿ÷ååê,
îðãàíèçîâàííûõ êîíòðàñòíî. Îíè ñëóæàò ó ñëîâíîé êàíâîé ìóçûêàëü-
íîãî îðíàìåíòà, íà êîòîðóþ íàíèçûâàþòñÿ, ïåðåñòàâëÿþòñÿ ðàçëè÷íûå
ïîïåâêè, ñîçäàâàÿ íåïîâòîðèìûé óçîð è õàðàêòåðèçóÿ âàæíåéøèé
ñòèëåâîé ïîêàçàòåëü ìîäåðíà.

Ì å ë î ä è ÷ å ñ ê à ÿ  ë è í å à ð í î ñ ò ü ïðèîáðåëà ó Ñòðàâèíñêîãî
çàêîí÷åííóþ ñèñòåìó ôîðìîîáðàçîâàíèÿ. Â îñíîâå ñèñòåìû ëåæèò
ãàììîîáðàçíàÿ ëèíåéíîñòü, îáåñïå÷èâàþùàÿ ìåëîäè÷åñêóþ ñâÿç-
íîñòü òîíîâ ãàììû áëàãîäàðÿ ñåêóíäîâîìó ïåðåòåêàíèþ , è èõ íàïðàâ-
ëåííîñòü ê êàêîìó-ëèáî çâóêó-öåíòðó . Ñâÿçóþùàÿ ñèëà ëèíèé-ãàìì
îñîáåííî çíà÷èìà äëÿ ó ñëîâèé äèññîíàíòíîãî ÿçûêà. Ëîãèêà íàïðàâ-
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ëåííîãî ãàììàìè äâèæåíèÿ âîçìåùàåò îòñóòñòâèå òîíàëüíî-ôóíê-
öèîíàëüíîãî ïîðÿäêà T SDT, ÷òî òàêæå çàôèêñèðîâàíî â ýñòåòèêå ñòè-
ëÿ, êîãäà ëèíåéíûé êîíòóð [..] “ïðèâÿçûâàåò” ôèãóðó èëè ïðåäìåò ê
ïëîñêîñòè, ñêðàäûâàåòñÿ ïåðñïåêòèâà, à ïðîñòðàíñòâî ðàçâîðà÷èâà-
åòñÿ íå â ãëóáèíó, à âäîëü ïëîñêîñòè õîëñòà (Ñàðàáüÿíîâ 1980: 220).
Ïðèìåðîì ëèíåàðíîñòè ìîæåò ñëóæèòü ðàñòÿæåíèå ãàììû íà äëè-
òåëüíûå ó÷àñòêè ôîðìû, êîãäà îíà ïîñòåïåííî íàðàùèâàåòñÿ, îáðà-
çóÿ äâèæåíèå ñ ñîïðîòèâëåíèåì , êàê, íàïðèìåð, â ôèíàëå Ñèìôîíèè in
Ut Ñòðàâèíñêîãî.

Áëàãîäàðÿ ìîìåíòó ñòàòèêè, êîòîðûì îáëàäàåò îñòèíàòíîñòü,
ñîçäà¸òñÿ ýôôåêò ñèììåòðèè, ëåæàùèé â îñíîâå ñòðóêòóðû îðíàìåíòà .
Èñõîäÿ èç ýòîãî, ïðèíöèï îñòèíàòíîñòè ðàñïðîñòðàíÿåòñÿ, ïîìèìî
ìåëîäèè, è íà äðóãèå ýëåìåíòû ìóçûêàëüíîãî ÿçûêà (ðèòì, ãàðìî-
íèþ, ëàäîòîíàëüíîñòü, òåìáð).

Îñòèíàòíîñòü – îäíî èç îñíîâîïîëàãàþùèõ êà÷åñòâ ìóçûêàëü-
íîãî ìîäåðíà. Áîðèñ ßðó ñòîâñêèé â ñâîåé ìîíîãðàôèè î Ñòðàâèíñ-
êîì îòìå÷àåò: Ñ ë¸ãêîé ðóêè Ñòðàâèíñêîãî îñòèíàòíûé ïðèíöèï ðàç-
âèòèÿ ïðèø¸ë â ñîâðåìåííóþ ìóçûêó íà ñìåíó ïðè¸ìàì ñåêâåíöèîííîãî
ðàçâèòèÿ [..].  Â íåì åäâà ëè íå ÿð÷å âñåãî ïðîÿâëÿåò ñåáÿ àíòèðîìàíòè-
÷åñêàÿ íàïðàâëåííîñòü, ïîä÷¸ðêíóòûé îòêàç îò âîêàëüíîãî, “÷óâñòâåí-
íîãî” ðàñïåâà âî èìÿ “ãðàôè÷íîé” èíñòðóìåíòàëüíîñòè, ìåõàíè÷åñêè-
ìîòîðíîé ðèòìèêè  (ßðóñòîâñêèé 1982: 74).

Â öåëîì ô à ê ò ó ð í ó þ  ò ê à í ü ïðîèçâåäåíèÿ ìîæíî ïðåäñòàâèòü
êàê øèðîêî ðàñïîëîæåííûå ãðàôè÷íûå ãîëîñà ñ ðàçëè÷íîé ïëîòíîñòüþ ,
ðåçêèå àêöåíòû (sforzando) íà ïðåèìóùåñòâåííî ñèíêîïèðîâàííûõ
ðèòìàõ â ñî÷åòàíèè ñ îñòèíàòíûìè, ïîâòîðÿþùèìèñÿ çâóêîâûìè
ôîðìóëàìè, êîòîðûå è îïðåäåëÿþò ñóùåñòâî äåêîðàòèâíîñòè ñòèëÿ
ìîäåðí.

Îïèðàÿñü íà ñèñòåìó êëàññè÷åñêèõ âûðàçèòåëüíûõ ñðåäñòâ, îñ-
òèíàòíîñòü ðàñïðîñòðàíÿåòñÿ íà âñþ ñèñòåìó ôîðìîîáðàçîâàíèÿ,
êîòîðóþ ìîæíî îïðåäåëèòü òåðìèíîì ïîëèîñòèíàòíîñòü . Ïîëèîñ-
òèíàòíîñòü – ôàêòîð ñëîæíûé è ìíîãîñîñòàâíûé, äåéñòâóþùèé êàê
â âåðòèêàëüíîì (ëàäîãàðìîíè÷åñêîì), òàê è â ãîðèçîíòàëüíîì (ìå-
ëîäèêî-ðèòìè÷åñêîì) ïàðàìåòðå. Ýòî ñîåäèíåíèå â êîíòðàïóíêòå
ðàçëè÷íûõ îñòèíàòíî îðãàíèçîâàííûõ ëèíèé è ïëàñòîâ, à òàêæå ÷å-
ðåäîâàíèå ðàçíûõ îñòèíàòíûõ ïåðèîäîâ â ïðîöåññå ðàçâåðòûâàíèÿ
ìåëîäè÷åñêèõ ëèíèé è ôîðìû â öåëîì.

Ïîëèîñòèíàòíîñòü âáèðàåò â ñåáÿ è êîíñòðóêòèâíûå îòëè÷èÿ
îñòèíàòíûõ ëèíèé è ïëàñòîâ: îíè ìîãóò áûòü îðãàíèçîâàíû ïî êëàñ-
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ñè÷åñêèì ïðèíöèïàì íåèçìåííîé ïîâòîðÿåìîñòè, à ìîãóò ñîäåðæàòü
â ñåáå ýëåìåíòû ìîòèâíîé âàðèàíòíîñòè (îñîçíàâàåìîé â ïðîöåññå
ìíîãîêðàòíûõ ïîâòîðåíèé), ëèáî ðèòìî-ñòðóêòóðíîé ðàçðàáîòêè
(ò. å. îñòèíàòíûå ëèíèè ìîãóò ïîäðàçóìåâàòü ðàçâèòèå).

Îñòèíàòíîñòü òðàêòó åòñÿ êîìïîçèòîðîì î÷åíü øèðîêî, è ýòî
ðàñøèðåíèå ïîíÿòèÿ åñòü îäèí èç ýëåìåíòîâ ïðèäàíèÿ êëàññèêå
èçûñêàííîñòè, ïîñêîëüêó ñàìó èäåþ ðàçâèòèÿ ïî ïðèíöèïó îñòèíà-
òî êîìïîçèòîð ïî÷åðïíóë èç èñòîðèè åâðîïåéñêîãî èñêó ññòâà. Ñòðà-
âèíñêèé ñî ñâîèì ñòðåìëåíèåì ê íåîáû÷íûì çâóêîâûì ñîîòíîøå-
íèÿì, íîâûì äåêîðàòèâíûì ôàêòóðàì ñîåäèíèë îñòèíàòî ñ íîâîé
èíòîíàöèîííîñòüþ. Ýòî íåèçáåæíî ïðèâåëî ê äåôîðìàöèè êëàññè-
÷åñêîãî ïðèíöèïà, åãî íîâàòîðñêîìó ó ñâîåíèþ è ðîæäåíèþ íîâûõ
âèäîâ îñòèíàòíîñòè.

Ñòðóêòóðó îñòèíàòíîãî îáðàçîâàíèÿ, êîòîðîé ïîëüçó åòñÿ Ñòðà-
âèíñêèé, ìîæíî îáîçíà÷èòü êàê ñâîáîäíîå îñòèíàòî (òåðìèí Âñåâî-
ëîäà Çàäåðàöêîãî; Çàäåðàöêèé 1985: 22), èëè äèñêðåòíîå îñòèíàòî. Â
äàëüíåéøåì ýòî îáîçíà÷åíèå îñòèíàòíîñòè ìîæíî îïðåäåëèòü êàê
îñòèíàòî Ñòðàâèíñêîãî , è îíî ìîæåò ñ÷èòàòüñÿ âåäóùåé èäèîìîé
ìóçûêàëüíîãî ìîäåðíà. Ïîä îñòèíàòî Ñòðàâèíñêîãî  ïîäðàçóìåâà-
åòñÿ òàêàÿ ñèñòåìà ïîñëåäîâàòåëüíûõ ïîâòîðåíèé ìàòåðèàëà, êîòî-
ðàÿ ïðåäóñìàòðèâàåò âêëþ÷åíèå ðàçëè÷íîãî ðîäà âàðèàíòíîñòè âíóò-
ðè îñòèíàòíî ðàçâåðòûâàåìîé ëèíèè èëè ïëàñòà. Èìåííî òàêîé òèï
îñòèíàòî îòâå÷àåò ýñòåòèêå ìîäåðíà âîçìîæíîñòüþ ñîçäàâàòü ïðîèç-
âîëüíûå òðàíñôîðìàöèè ìíîãîñòóïåí÷àòîãî îáðàçà è âñåãî ïðîñòðàí-
ñòâà. Ýòà âîçìîæíîñòü îñóùåñòâëÿåòñÿ, áëàãîäàðÿ ìîìåíòó îæèäàå-
ìîãî  è íåîæèäàííîãî âïå÷àòëåíèÿ ïðè äâèæåíèè öåëîãî.

Êîñí¸ìñÿ âîïðîñà ñ ò ð î å í è ÿ  ô î ð ì û ìóçûêàëüíîãî ìîäåðíà.
Ñðåäè ãëàâíûõ êîíñòðóêòèâíûõ ïðè¸ìîâ ïîñòðîåíèÿ êðóïíûõ ôîðì
ñòèëåâîé ðàçíîâèäíîñòè íà ïåðâûé ïëàí âûõîäèò îáîãàùåííàÿ ðèò-
ìèêà è îáíîâëåííûé êîíòðàïóíêò (êàê ïðèíöèï ëèíåàðíîñòè ìûø-
ëåíèÿ), à ïîçèöèè ëàäîãàðìîíè÷åñêîãî ôàêòîðà îñëàáåâàþò . Ïî ìíå-
íèþ ßðó ñòîâñêîãî, èìåííî Ñòðàâèíñêèé âûäâèíóë íà ïåðâîå ìåñòî,
êàê êîíñòðóêòèâíî-êîíôëèêòíûé ôàêòîð ìóçûêàëüíîé äðàìàòóðãèè,
âìåñòî òðàäèöèîííîé äèàëåêòèêè óñòîé÷èâîãî è íåóñòîé÷èâîãî – äèà-
ëåêòèêó óäàðíîé è íåóäàðíîé, ðàâíîìåðíîé è ðàçíîìåðíîé  [ñòðóêòóðû]
(ßðóñòîâñêèé 1982: 244).

Ãëàâíîé ñòèõèåé âûðàçèòåëüíîñòè ñòàíîâèòñÿ êîíôëèêò ìåòðî-
ðèòìà, êîòîðûé äåéñòâó åò ïî ãîðèçîíòàëè (ïîëèìåòðèÿ) è âåðòèêàëè
(ïîëèðèòìèÿ). Âèðòó îçíîå ìåòðîðèòìè÷åñêîå âàðüèðîâàíèå ìîòèâà,
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äàþùåå åìó àêòèâíóþ æèçíü, ÷àñòî îáîñòðÿåòñÿ ñëîæíîñòüþ ìåòðî-
ðèòìè÷åñêîãî âçàèìîäåéñòâèÿ è ïî âåðòèêàëè. Èñïîëüçîâàíèå ðèòìà
(êàê âåäóùåé êîíñòðóêòèâíîé îñíîâû) â ïîñòðîåíèè ôîðìû ìîäåð-
íà ïîçâîëÿåò ïðî÷óâñòâîâàòü äèíàìè÷åñêîå íàãíåòàíèå ðàâíîìåðíî-
ãî, óñòîé÷èâîãî, ñòàòè÷íîãî (êàíâà) è èñêó ñíîå, ðàçíîîáðàçíîå åãî
ïðåîäîëåíèå (èíäèâèäóàëüíûé æèâîïèñíûé ñòèëü õóäîæíèêà). Âñå
ýòè ïðèåìû íàïðàâëÿþò ìóçûêàëüíóþ äðàìàòóðãèþ â îáëàñòü ãèïå-
ðèçîáðàçèòåëüíîñòè è óñèëåíèÿ âíåøíåé ýôôåêòíîñòè, à ôîðìà ïðî-
èçâåäåíèÿ ïðèîáðåòàåò ãðàôè÷åñêóþ ðàñïëàíèðîâàííîñòü, êîòîðàÿ
âåäåò ê óïîðÿäî÷åííîñòè öåëîãî è êîíñòðóêòèâíîé ÿñíîñòè è ôîð-
ìèðó åò èäèîìàòèêó ìóçûêàëüíîãî ìîäåðíà.

Ïðèìåðîì ïîñòðîåíèÿ ôîðìû ìóçûêàëüíîãî ìîäåðíà ìîæåò ñëó-
æèòü è Âåëèêàÿ ñâÿùåííàÿ ïëÿñêà (ö. 142–146) èç Âåñíû ñâÿùåííîé .
Íà÷àëüíàÿ òåìà (33 òàêòà) ïîñòðîåíà êàê öèêë âàðèàöèé íà ìèêðîòå-
ìó . Âàðèàöèè ÷èñòî ðèòìè÷åñêîãî õàðàêòåðà. Èçìåí÷èâàÿ âåëè÷èíà
ìèêðîâàðèàöèé ïîä÷èíåíà àðèôìåòè÷åñêîé ïðîãðåññèè, ñíà÷àëà
óáûâàþùåé, ïîòîì âîçðàñòàþùåé. Ïðîòÿæ¸ííîñòü ìèêðîòåìû – 12
äîëåé, ïðîäîëæèòåëüíîñòü âàðèàöèé – 12, 11, 10, 11, 12 äîëåé. Ó÷àñ-
òèå ðåãóëÿðíîñòè àêòèâíåå âñåãî â íà÷àëå è êîíöå ôîðìû, â ñòðóêòóðå
ìèêðîòåìû. Îñîáåííîñòü ìèêðîòåìû â òîì, ÷òî îíà, ñ îäíîé ñòîðî-
íû, îñòðî ñèíêîïè÷íà è íåðåãóëÿðíà, à, ñ äðóãîé, áëàãîäàðÿ íàëè-
÷èþ 12 åäèíèö, äîïó ñêàåò äåëåíèå íà 4, ò. å. ïðîÿâëÿåòñÿ ñêðûòàÿ,
çàâóàëèðîâàííàÿ êâàäðàòíîñòü â ìèíèàòþðå. Ò àêèì îáðàçîì, äèíà-
ìèêà ôîðìû ðàñêðûâàåòñÿ â ÷¸òêîé çàêîíîìåðíîñòè – îò ìåíüøåé
ðåãóëÿðíîñòè ê áîëüøåé, è ñíîâà – ê ìåíüøåé. Äâèæåíèå ýòîé ôîð-
ìû îñóùåñòâëÿåòñÿ òîëüêî ïî ïëîñêîñòè , èñêëþ÷àÿ ïîíÿòèÿ îáú¸ìà,
ïðîñòðàíñòâà. À áëàãîäàðÿ îòòî÷åííîìó , ÷¸òêî âûâåðåííîìó ñòðóê-
òóðíîìó ïðèíöèïó ðàçâèòèÿ, å¸ ìîæíî êëàññèôèöèðîâàòü êàê ãðàôè-
÷åñêóþ.

Îãðîìíîå çíà÷åíèå ñðåäè ýëåìåíòîâ ìóçûêàëüíîãî ÿçûêà ïðè-
îáðåòàåò ò å ì á ð êàê àêòèâíîå ñðåäñòâî ðàñêðûòèÿ íåèñ÷åðïàåìîãî
çâóêîâîãî ( öâåòîâîãî ) áîãàòñòâà è êàê ïðèåì ñòèëèçàöèè. Ãëàâíàÿ
ëèíèÿ òåìáðîâîãî ÿçûêà ìîäåðíà íàïðàâëåíà íà ïîä÷åðêèâàíèå ãðà-
ôè÷íîñòè  îðêåñòðîâîãî ïèñüìà, êîòîðîå äîñòèãàåòñÿ ó ñèëåíèåì ðîëè
êàæäîãî êîíêðåòíîãî òåìáðà. Îñîáóþ ðîëü â òàêîì âèäåíèè èãðàþò
ãðóïïû äóõîâûõ è óäàðíûõ èíñòðóìåíòîâ, êîòîðûå îòëè÷àþòñÿ ïîä-
÷åðêíóòîé òåðïêîñòüþ. Ò åìáðîâàÿ æå äðàìàòóðãèÿ â öåëîì ïîä÷èíå-
íà ãðàôèêå ðàçâèòèÿ ìåëîäè÷åñêèõ ëèíèé.
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Ãðóïïà óäàðíûõ èíñòðóìåíòîâ âûäâèãàåòñÿ íà ïåðâûé ïëàí, áëà-
ãîäàðÿ åå òåñíåéøåé âçàèìîñâÿçè ñ ìåòðîðèòìè÷åñêîé ñòîðîíîé îðí á-
ìåíòíîé  ìåëîäèè. Äîñòàòî÷íî ÷àñòî óäàðíî  òðàêòóþòñÿ è äðóãèå èí-
ñòðóìåíòû, íå âõîäÿùèå â ãðóïïó óäàðíûõ, íàïðèìåð, ôîðòåïèàíî,
öèìáàëû è äð. Íåòðàäèöèîííîå èñïîëüçîâàíèå èíñòðóìåíòîâ âíî-
ñèò â ìóçûêàëüíóþ òêàíü ýëåìåíò íåîæèäàííîñòè, èãðû, ïîä÷åðêè-
âàÿ ïàðàäîêñàëüíîñòü âûðàçèòåëüíîñòè. Óäàðíûé òåìáð  íåñ¸ò íå òîëü-
êî àêöåíòíóþ íàãðóçêó èëè ôóíêöèþ ó ñèëåíèÿ ðèòìè÷åñêîãî ïëàñòà
ôàêòóðû, íî è îïðåäåë¸ííóþ ïñèõîëîãè÷íîñòü ïðè õàðàêòåðèñòèêå
îáðàçîâ: ñì., íàïðèìåð, ëåéòìîòèâíóþ õàðàêòåðèñòèêó îáðàçà Æàð-
ïòèöû ( Æàð-ïòèöà ), èëè ðàñêðûòèå îáðÿäîâîé ñóùíîñòè âûòàïòû-
âàíèÿ Çåìëè (Âåñíà ñâÿùåííàÿ, ö. 72–75), èëè ÿðêóþ òåàòðàëèçàöèþ
êàðòèíû ñìåðòè Ïåòðóøêè ( Ïåòðóøêà ).

Íåìàëîâàæíóþ ðîëü â ïðîöåññå óòâåðæäåíèÿ èäèîì ìóçûêàëü-
íîãî ìîäåðíà çàíèìàåò ç â ó ê î â û ñ î ò í à ÿ  î ð ã à í è ç à ö è ÿ  ï ð î è ç -
â å ä å í è é, êîòîðàÿ âûòåêàåò èç ìåëîäè÷åñêîãî (ëèíåàðíîãî) ïî-
íèìàíèÿ ëàäà êàê ïðîñòðàíñòâåííî-ãðàôè÷åñêîãî ðàçâåðòûâàíèÿ.
Ñóùíîñòü ìåëîäè÷åñêîãî ïîíèìàíèÿ ëàäà ñîñòîèò â òîì, ÷òî ïîïåâ-
êè îðãàíèçóþòñÿ âîêðóã îñòèíàòíîãî çâóêà, êîòîðûé â ñèëó ïîâòîð-
íîñòè ïðèîáðåòàåò òîíèêàëüíûå ñâîéñòâà. Öåëüíîñòü ìåëîäèè îá-
ðàçóåòñÿ, áëàãîäàðÿ âçàèìîñâÿçè ñ ýòèì îïîðíûì òîíîì.

Òàêîé ïðèíöèï îðãàíèçàöèè ìàòåðèàëà â ñòèëå ìîäåðí îïèðà-
åòñÿ íà ñèñòåìó ìåëîäè÷åñêîé ñâÿçè òîíîâ â äîãàðìîíè÷åñêóþ  ýïîõó è
ïîä÷åðêèâàåò ïðååìñòâåííîñòü òðàäèöèé. Ïðè ýòîì ïðèíöèï ìåëî-
äè÷åñêîãî ïîíèìàíèÿ ëàäà ðàñïðîñòðàíÿåòñÿ íå òîëüêî íà ñèñòåìó
äèàòîíè÷åñêèõ ëàäîâ, íî è íà ëþáîé çâóêîðÿä, îðãàíèçîâàííûé ïî
îïðåäåëåííîìó ïðèíöèïó (íàïðèìåð, òîí-ïîëóòîí).

Ñðåäè îñíîâíûõ ïðèåìîâ çâóêîâûñîòíîé îðãàíèçàöèè â ñòèëå
ìîäåðí âûäåëèì
— áèôóíêöèîíàëüíîñòü ãàðìîíèè;
— ïðèìåíåíèå àðõàè÷íûõ ëàäîâ (ïåíòàòîíèêà, óçêîîáúåìíûå

ëàäû);
— ïîñëåäîâàòåëüíîå èçáåãàíèå äîìèíàíòíîñòè â êàäåíöèÿõ;
— òîíàëüíóþ ïîäâèæíîñòü;
— îòêàç îò òåðöîâîãî ïðèíöèïà ïîñòðîåíèÿ àêêîðäîâ.

Âñå ýòè ïðèåìû ðàñøèðèëè îùóùåíèå ëàäà, ñîäåéñòâîâàëè îò-
õîäó îò íîðì ìàæîðî-ìèíîðà è ïðèíöèïîâ ôóíêöèîíàëüíîé ãàðìî-
íèè. Îáðàùåíèå ê íîâûì ëàäîâûì ïðèíöèïàì áûëî ñòèìóëèðîâàíî
ïîèñêàìè íåîáû÷íîãî õóäîæåñòâåííî-èçîáðàçèòåëüíîãî êîëîðèòà è
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ñòðåìëåíèåì îáîãàòèòü ìóçûêàëüíóþ ôîðìó ïðèíöèïîì äåêîðàòèâ-
íîñòè.

Ëàäîãàðìîíè÷åñêàÿ ñòðóêòóðà ìóçûêàëüíîãî ÿçûêà ñòèëÿ ìîäåðí
ïðè ýòîì îïèðàåòñÿ íà òîíàëüíîå ìûøëåíèå, ðàçâèâàÿ êëàññè÷åñêèå
íîðìû. Îäíàêî ñòðåìëåíèå ïðåîäîëåòü òðàäèöèîííóþ ñòðóêòóðó ïðè-
âîäèò ê òîìó , ÷òî â äèàòîíèêó, êîðíÿìè óõîäÿùóþ â ãëóáü âåêîâ, âïëå-
òàþòñÿ  ýêñòðàâàãàíòíûå ñîâðåìåííûå ïðèåìû òèïà ñèììåòðè÷íûõ
ëàäîâ èëè íîâîé êîìïîçèòîðñêîé òåõíèêè. Ó êàçàííûå ïðèåìû ñïî-
ñîáñòâóþò ñîçäàíèþ êðàñî÷íîé äåêîðàòèâíîñòè çâóêîâîãî ïðîñòðàí-
ñòâà. Áîëüøîå çíà÷åíèå ïðè ýòîì ïðèîáðåòàåò îñîáàÿ àêêîðäèêà êàê
ñàìîñòîÿòåëüíîå âûðàçèòåëüíîå ñðåäñòâî.

Âûäåëèì îñíîâíûå ñïåöèôè÷åñêèå çàêîíîìåðíîñòè à ê ê î ð ä î -
â û õ  ñ ò ð ó ê ò óð ìóçûêàëüíîãî ìîäåðíà â ñî÷èíåíèÿõ Ñòðàâèíñêî-
ãî. Äëÿ àêêîðäèêè åãî ïðîèçâåäåíèé òèïè÷íà ñìåøàííàÿ ñòðóêòóðà –
íàëè÷èå â èíòåðâàëèêå àêêîðäîâ íåîäíîðîäíûõ èíòåðâàëîâ: òåðöèé
è ñåêóíä, êâèíò è ñåêóíä è ò. ä. Ïðåîáëàäàþùèì æå îñòàåòñÿ òåðöî-
âûé ïðèíöèï ñòðîåíèÿ àêêîðäîâ, ãîñïîäñòâóþùèé â ìîíî- è ïîëè-
òîíàëüíîñòè. Áîëüøèíñòâî àêêîðäîâ ñìåøàííîé ñòðóêòóðû èìåþò
òåðöîâóþ îñíîâó . Âìåñòå ñ òåì, âîçðîñøàÿ ðîëü ñåêóíä è êâèíò êàê
ñàìîñòîÿòåëüíûõ ñòðîèòåëüíûõ  åäèíèö ãàðìîíèè ïðîÿâëÿåòñÿ â
âîçíèêíîâåíèè ñåêóíäîâûõ è êâèíòîâûõ ñîçâó÷èé (íà÷àëî òðåòüåé
êàðòèíû Ñâàäåáêè).

Ëèíåàðíîñòü ìûøëåíèÿ êîìïîçèòîðà, ñòðåìëåíèå ê îáùåé ïîëè-
ôîíèçàöèè ìóçûêàëüíîé òêàíè ïðèâîäÿò ê èñïîëüçîâàíèþ ãåîìåòðè-
çèðîâàííûõ ðÿäîâ àêêîðäîâ, ñîñòîÿùèõ, êàê ïðàâèëî, èç êîíòðàïóí-
êòèðîâàíèÿ íåñêîëüêèõ ìíîãîãîëîñíûõ ìåëîäèé, èëè ìíîãîãîëîñ-
íîé ìåëîäèè ñ âåäóùèì ìåëîäè÷åñêèì ãîëîñîì. Â êà÷åñòâå ïðèìåðà
ïðèâåäåì õîðîâîé ýïèçîä íà÷àëà ÷åòâåðòîé êàðòèíû Ñâàäåáêè. Â í¸ì
ïðèñóòñòâóåò ïîëèòîíàëüíàÿ îðãàíèçàöèÿ öåëîãî, â ôàêòóðå êîòîðîé
ñîåäèíåí âîñõîäÿùèé òåòðàõîðä b-ces-des-es, àêêîðäîâûé ðÿä, îáúå-
äèíåííûé Ges-dur è (â òðåòüåì ïëàñòå) óâåëè÷åííûé ëàä ñ òîíàëü-
íûì öåíòðîì ces. Îáúåäèíÿÿñü, îíè äàþò ñëîæíóþ àêêîðäîâóþ âåð-
òèêàëü, ðàñêðûâàþùóþ ñòðåìëåíèå ìóçûêàëüíîãî ìîäåðíà ê ÿðêîé
ñàìîáûòíîñòè âûðàæåíèÿ, êðàñî÷íîñòè è íåîáû÷íîñòè çâóêîâîé àò-
ìîñôåðû.

Îðíàìåíòàëüíûé ïðèíöèï îðãàíèçàöèè öåëîãî ñ åãî ÷åòêîé ðèò-
ìè÷åñêîé ïîâòîðíîñòüþ îòðàæàåòñÿ è íà äèññîíàíòíîì ãàðìîíè÷åñ-
êîì ÿçûêå. Îí íàõîäèò ïðèìåíåíèå â èñïîëüçîâàíèè ïðè¸ìà ïîâòîð -
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íîñòè ãàðìîíè÷åñêèõ îáîðîòîâ. Â ýòîì ñëó÷àå íà ïðîòÿæåíèè öåëîãî
ïîñòðîåíèÿ òîíèêà ïåðèîäè÷åñêè âîçâðàùàåòñÿ ïîñëå ñîïîñòàâëåíèÿ
ñ íåñêîëüêèìè íåó ñòîé÷èâûìè ãàðìîíèÿìè. Ò àêèå êðàòêèå è òîíàëü-
íî çàìêíóòûå ãàðìîíè÷åñêèå îáîðîòû ñïîñîáñòâóþò âûÿâëåíèþ è
óêðåïëåíèþ òîíàëüíîãî öåíòðà è çàâåðø¸ííîñòè ìîòèâà ìóçûêàëü-
íîãî îðíàìåíòà . Òàêèì îáðàçîì, ðàñ÷ëåíåííîñòü ãàðìîíè÷åñêîãî ðàç-
âèòèÿ íà ôàçû, êàæäàÿ èç êîòîðûõ ïðåäñòàâëÿåò ãåîìåòðèçèðîâàí-
íûé (ãðàôè÷íûé) ðÿä àêêîðäîâ èëè ñåðèþ ïîâòîðåííûõ (òî÷íî èëè
âàðèàíòíî) êðàòêèõ ãàðìîíè÷åñêèõ îáîðîòîâ, îïðåäåëÿåò ñïåöèôèêó
ñòèëÿ ìóçûêàëüíîãî ìîäåðíà è ïðèâîäèò ê ìíîãîñîñòàâíîñòè ôîðìû,
ñîòêàííîé èç ìíîæåñòâà êàëåéäîñêîïè÷íûõ ìîòèâîâ-òåì.

Ðàññìîòðåâ ñòèëåâûå ýëåìåíòû (òåìàòè÷åñêèå è ôàêòóðíûå)
ìóçûêàëüíîãî ÿçûêà ñòèëÿ ìîäåðí, îòìåòèì âåäóùóþ òåíäåíöèþ ê
âçàèìîäåéñòâèþ ýòèõ ýëåìåíòîâ ìåæäó ñîáîé. Åå ìîæíî îõàðàêòå-
ðèçîâàòü êàê ñîçäàíèå ñâîåîáðàçíîé ãðàôè÷åñêîé öåëüíîñòè äåêîðà-
òèâíî-îðíàìåíòàëüíîé ñòèëèñòèêè òêàíè ñî÷èíåíèé. Ñðåäè èäèî-
ìàòè÷åñêèõ ÷åðò ñòèëÿ âûäåëÿþòñÿ ñëåäóþùèå:
— ïîäâèæíîñòü, ðàâíîïðàâèå ôóíêöèé ôîíà è ïåðåäíåãî ïëàíà

(ðåëüåôà) ïðèâîäèò ê òîìó , ÷òî ñâÿçü ìåæäó òåìàòè÷åñêèìè è ôàê-
òóðíûìè ýëåìåíòàìè, ìåëîäè÷åñêèì è òåìáðîâûì òåìàòèçìîì
îïðåäåëÿåòñÿ ãîìîãåííîñòüþ ïðåäìåòà è ñðåäû ;

— àêöåíòû ãëàâíîãî è âòîðîñòåïåííîãî ïîñòîÿííî ìåíÿþòñÿ. Âàæ-
íûì ñòàíîâèòñÿ ñêðåùèâàíèå è ïåðåñå÷åíèå ëèíèé, èõ íàëî-
æåíèå, ðàññëîåíèå. Âñëåäñòâèå ýòîãî ïðîèñõîäèò âíåäðåíèå
òåìàòè÷åñêèõ ýëåìåíòîâ â ôàêòóðó, à òàêæå ñîçäàþòñÿ êîíòðà-
ïóíêòè÷åñêèå ëèíèè â ãîëîñàõ îðêåñòðà, êîòîðûå íàðÿäó ñ âî-
êàëüíîé ïàðòèåé âûäâèãàþòñÿ íà ïåðâûé ïëàí. Ñïëåòàÿñü ñ íåé
â åäèíîå öåëîå, îíè ñïîñîáñòâóþò ýôôåêòó ìíîæåñòâåííîñòè
êîíöåïöèé äåêîðàòèâíî-îðíàìåíòàëüíîãî ìóçûêàëüíîãî ïî-
ëîòíà.

Âñå ýòî ãîâîðèò îá îãðîìíîì çíà÷åíèè îðíàìåíòàëüíûõ ïðèåìîâ
ïèñüìà â ìóçûêàëüíîì ìîäåðíå. Ðèòìè÷åñêàÿ âçðûâ÷àòàÿ ýíåðãèÿ è
íåðåãóëÿðíàÿ àêöåíòíîñòü îòðàæàþò ïóëüñ ýïîõè, çàìåíÿÿ ñèììåòðèþ
äèíàìè÷åñêèì ðàâíîâåñèåì, à ñòðåìëåíèå ê íåïîâòîðèìîé èíäèâèäó-
àëüíîñòè ôîðìû, â êîòîðîé ìåíÿþòñÿ òðàäèöèîííûå ñîîòíîøåíèÿ
ýëåìåíòîâ ìóçûêàëüíîãî ÿçûêà, ïðèâåëè ê óòâåðæäåíèþ ÿçûêîâûõ
íîðì, îòðàæàþùèõ ýñòåòè÷åñêèå ïðèíöèïû ñòèëÿ ìîäåðí â ìóçûêå.
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Style Idioms of a Musical Modern Style
on the Example of Igor Stravinsky’s Music

Nelly Matsaberidze

Summary

In the beginning of the 21st century a steady interest to modern style
is observed. The reason roots in its original art-aesthetic concept and its
double function – the result in relation to the previous historical styles
and discernments in the future art of the 20th century. This duality has
generated an essence of the aesthetic concept of the modern style which
is based on the dialectics of the old and new, romantic and rational,
decorative and functional.

Comparing the modern style in visual arts and in music, it is possible
to find direct analogies in aesthetic positions and adapted for a matter of
musical art expressive means, such as a decorative effect, ornament,
emancipation of a melodic line, a special parity of relief and background,
a cult of details, multi stylishness and stylization, etc.

These positions have made immutable rules of the modern style in
music which has defined the type of the organization and the character
of selection of the musical language means, comprising the modern style.
The musical-sound text of compositions is represented by the concrete
style idioms on which the belonging of the composition to a particular
style is defined.

The modern style idioms concern a special character of a melodic
line which is shown in ornament lines; articulation features of construc-
tions (the exact reality of the form of the composition and the convention
of traditional expressive means of the musical language); the specific
features of the rhythmic organization (the interaction of ostinato and
variations); the principles of the parity of relief and background; the
aspiration to the novelty of a harmonious language and the easing of
functionality; the emancipation of rhythm, timbre and invoice.

The modern style idioms are revealed from Igor Stravinsky’s compos-
itions of Russian period. The general tendency to the interaction of
thematic and impressive elements between themselves for creation of the
original graphic integrity of decorative-ornamental stylistics is observed
in them.

On the basis of this the modern style idioms will be considered the
following:
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— the equality of functions of background and foreground (relief) which
lead to the close connection of thematic and impressive elements,
and melodic and timbre themes are defined by the homogeneity of
the subject and environment;

— the change of the attention to the main and minor, constantly sub-
stituting each other, weaving and crossing of lines, their laying, that
leads to introduction of thematic elements in the invoice and the
creation of diverse contrapuntal lines. Weaving together they create
the effect of the plurality of the concepts of the decorative ornamental
musical cloth.
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Èíñòèòóòà èñêóññòâîâåäåíèÿ, ýòíîãðàôèè
è ôîëüêëîðè èì. Ê. Êðàïèâû

Íàöèîíàëüíîé àêàäåìèè íàóê Áåëàðóñè

Ïîñòìîäåðíèçì 1 êàê ñîñòîÿíèå ñîâðåìåííîãî ìèðà, îñíîâàííî-
ãî íà ïàðàäèãìå ìíîæåñòâåííîñòè, ïðîÿâèë ñåáÿ â ðàçíûõ âèäàõ õó-
äîæåñòâåííîé äåÿòåëüíîñòè. Â ìóçûêå 2 îí óòâåðäèëñÿ â êîíöå 60-õ
ãîäîâ ÕÕ âåêà â âèäå íîâîãî êà÷åñòâà êîìïîçèòîðñêîãî ìûøëåíèÿ,
ñîñòàâèâøåãî îïïîçèöèþ åâðîïåéñêîìó ìóçûêàëüíîìó ðàäèêàëèç-
ìó , îñíîâàííîìó íà èäåÿõ ðèãèäíîãî ðàöèîíàëèçìà. Â ãðàíèöàõ ïî-
ñòìîäåðíèçìà àêòèâíî ïðîÿâèëè ñåáÿ ðàçëè÷íûå ñòèëåâûå äâèæåíèÿ
àêàäåìè÷åñêîé ìóçûêè – Âòîðîé ìóçûêàëüíûé àâàíãàðä, Íîâàÿ ôîëü-
êëîðíàÿ âîëíà , íåîñòèëè  (ò. í. íåîêëàññèêà, íåîðîìàíòèçì), êîòîðûå
èíòåðïðåòèðîâàëèñü ñîîáðàçíî àâòîðñêèì ó ñòàíîâêàì, à òàêæå ñòèëè-
çàöèÿ. Öåíòðèðóÿ íà ñåáå ïðîáëåìû ñîâðåìåííîé êóëü òóðû è íåêëàñ-
ñè÷åñêèé, âêëþ÷àÿ ïîñòíåêëàññè÷åñêèé âçãëÿä íà ìèð, ìóçûêàëüíûé
ïîñòìîäåðíèçì ïðîÿâèë ñåáÿ íà óðîâíå ñîäåðæàíèÿ, îáðàçíîé ñèñòå-
ìû, æàíðà, ñòèëÿ, ôîðìû, êîìïîçèöèîííîé ëîãèêè è ñâîéñòâ ìàòå-
ðèàëà, àïåëëèðóÿ ê ìîçàè÷íîé êàðòèíå ìèðà, ýêëåêòèêå è ïîëèñòè-
ëèñòèêå, òî åñòü ê ïàðàäèãìå ïîëíîòû è øèðîòû. Óñëîâèåì áûòèÿ
ìóçûêàëüíîãî ñîäåðæàíèÿ ÿâèëñÿ ôåíîìåí èçìåíåíèÿ, èíòåðïðåòà-
öèè, ÷òî èíñïèðèðîâàëî ïîèñê èíäèâèäóàëüíîãî ðåøåíèÿ âî âñåõ
àñïåêòàõ ìóçûêàëüíîé êîìïîçèöèè. Ò î åñòü ìóçûêàëüíî-õóäîæå-
ñòâåííàÿ öåëîñòíîñòü ïðåäñòàëà êàê ðåïðåçåíòàíò ñàìîäîñòàòî÷íîãî

1 Òåðìèí ïîñòìîäåðíèçì  óòâåðäèëñÿ â ñòàòóñå ôèëîñîôñêîé êàòåãîðèè,
ôèêñèðóþùåé ìåíòàëüíóþ ñïåöèôèêó ñîâðåìåííîé ýïîõè â öåëîì  (Ìîæåéêî
2002: 812).

2 Ïðèâîäèì ìíåíèå àâòîðèòåòíîãî ðîññèéñêîãî ìóçûêîâåäà: Ñóòü ìóçû-
êàëüíîãî ïîñòìîäåðíèçìà çàêëþ÷àåòñÿ â ïðåäåëüíî øèðîêîì ïîëå âçàèìîäåé-
ñòâèé âñåõ êîìïîíåíòîâ ìóçûêàëüíîãî ìûøëåíèÿ, íàêîïëåííûõ ìíîãîâåêîâîé
èñòîðèåé ìóçûêè. Ïî ñóòè, ðå÷ü èäåò îá ó í è â å ð ñ à ë ü í î ì  ì ó ç û ê à ë ü í î ì
ñ ò è ë å  (Ãðèãîðüåâà 2005: 24).
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èíäèâèäóàëüíîãî  ïðèñóòñòâèÿ â ìèðå, äàííîãî êàê â ñâîåé ïðåäåëü-
íîñòè, òàê è óíèâåðñàëüíîñòè. Â öåíòðå íàøåãî âíèìàíèÿ íàõîäèòñÿ
ìóçûêàëüíûé àâàíãàðä Âòîðîé âîëíû 3, êîòîðûé êîðåëëèðîâàë ñ èäå-
ÿìè ïîñòìîäåðíèçìà è âûñòóïàë îäíèì èç åãî ìóçûêàëüíûõ ðåïðå-
çåíòàíòîâ 4.

Èçâåñòíî, ÷òî èñêó ññòâî åñòü óìåíèå âûðàçèòü ñåáÿ ïî ïðèçíàêàì
êðàñîòû, ÷òî ñîäåðæàíèå õóäîæåñòâåííîãî ïðîèçâåäåíèÿ îáó ñëîâëåíî
ìèðîâîççðåíèåì è ÷òî êîìïîçèòîðñêîå òâîð÷åñòâî õàðàêòåðèçóþò íå
òîëüêî ìóçûêàëüíûé ÿçûê, ñâÿçü êîìïîíåíòîâ öåëîãî, ìàòåðèàë ìó-
çûêè â öåëîì, íî è îñîáåííîñòü ìèðîîùóùåíèÿ è ìèðîïîíèìàíèÿ
òâîðöà. Â òå÷åíèå âñåãî XX âåêà êîìïîçèòîðû îñòðèÿ ïðîãðåññà ñòðå-
ìèëèñü âûðàáîòàòü ñâîé ñîáñòâåííûé ýñòåòè÷åñêèé èäåàë, èñõîäÿ èç
èäåè ñàìîâûðàæåíèÿ, à íå ïîäðàæàíèÿ (ìèìåçèñà) è îòîæäåñòâëÿÿ
íîâîå ñ õóäîæåñòâåííî öåííûì. Êàê ïèøåò Íàòàëèÿ ßñòðåáîâà, XX
âåê âçîðâàë ïðåæíèé ìèìåçèñ. Ïðèíöèï ïîäðàæàíèÿ îêàçàëñÿ áåññèëüíûì
â îáúÿñíåíèè íîâûõ “âèäèìîñòåé”, êîòîðûå ïðåäúÿâèëî íàì… èñêóññòâî
(ßñòðåáîâà 2001: 561). Îòñþäà íåèçáåæíàÿ îñöèëëÿöèÿ öåííîñòíûõ
îðèåíòèðîâ, êîòîðàÿ ïðèâîäèëà è ê èíåðöèè íîâèçíû, è ê ïàðàäîê-
ñàì âîñïðèÿòèÿ. Ò àê, ìóçûêà, áàçèðóþùàÿñÿ íà äâåíàäöàòèòîíîâîì
ðÿäå, âîñïðèíèìàëàñü è ñëûøàëàñü êàê… àáñòðàêòíûé áåñôîðìåí-
íûé íàáîð çâóêîâ, îòðàæàþùèé ñóìáóðíîå ìóçûêàëüíîå ìûøëåíèå  (Ðó-
áèí 1959: 179), êàê íåêàÿ àíîìàëèÿ, àíàìîðôîç, íè÷åãî îáùåãî íå
èìåþùåå ñ èñêó ññòâîì, èëè êàê êàêîôîíèÿ,  ðåïðåçåíòèðóþùàÿ ìèð
èððàöèîíàëüíîãî – çàïðåòíîãî, íàðóøàþùåãî ïðèâû÷íîå  ìóçûêàëü-
íîå ñëûøàíèå è îùóùåíèå êðàñîòû.

Òàêîå íåïðèÿòèå íîâîãî õàðàêòåðèçó åò è äðóãèå ïåðèîäû ïåðå-
õîäà îò òèïîâîãî ê èíäèâèäóàëüíîìó , îò îáùåãî ê ëè÷íîñòíîìó , íà-

3 Ìóçûêàëüíûé àâàíãàðä äåëèòñÿ íà Ïåðâûé àâàíãàðä, èëè Íîâóþ ìóçû-
êó (Àíòîí Âåáåðí, Àëüáàí Áåðã è Àðíîëüä Øåíáåðã) è Âòîðîé àâàíãàðä, èëè
Íîâåéøóþ ìóçûêó (Ïüåð Áóëåç, Äæîí Êåéäæ, Êàðëõàéíö Øòîêõà óçåí).
Ïîñëå Âòîðîãî àâàíãàðäà ñëåäó åò Ïîñòàâàíãàðä (Ñòèâ Ðàéõ, Ôèëèï Ãëàññ).

4 Ñèñòåìà è òàáëèöà ýëåìåíòîâ àâàíãàðäíîé ìóçûêè áûëà ñìîäåëèðîâàíà
ê 20-ì ãã. ïðîøëîãî âåêà, è ïîñëåäóþùèì ïîêîëåíèÿì îñòàâàëîñü çàïîëíèòü åå
ïóñòóþùèå êëåòî÷êè èëè âíåñòè íåêîòîðûå ïîïðàâêè  (Ïîëåâîé 1991: 30). Îò-
ñþäà äîâîåííûé ìóçûêàëüíûé àâàíãàðä ïðåäñòàåò êàê îñíîâà, èëè êëàññèêà
ñîâðåìåííîé àâàíãàðäíîé ìóçûêè, òîãäà êàê ïîñëåâîåííûé ìóçûêàëüíûé
àâàíãàðä – êàê äâèæåíèå â ãðàíèöàõ ïîñòìîäåðíèçìà, ðàñøèðÿþùåå è îï-
ðîâåðãàþùåå êëàññè÷åñêèé àâàíãàðä, ÷òî ðåçîíèðîâàëî ñ öèâèëèçàöèîííû-
ìè ïðîöåññàìè è ìèðîâîççðåíèåì ýïîõè.
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ïðèìåð, ìàíüåðèçì, ðîìàíòèçì. Â ýïîõó ïîñòìîäåðíèçìà íà÷àëñÿ
íîâûé îòñ÷åò âðåìåíè, êîãäà ðåâèçèè ïîäâåðãëèñü íåäàâíèå ïåðåäî-
âûå èäåè, îïðåäåëèâøèå ïðîãðåññ ìóçûêè. Âîò ÷òî ãîâîðèë ÿðêèé ïðåä-
ñòàâèòåëü Âòîðîãî àâàíãàðäà: Ïåðåîöåíèâàåòñÿ âñå, ÷òî ñîçäàíî â íà-
øåì ñòîëåòèè. ß âåðþ, ÷òî øàíñ âûæèòü èìååò ìóçûêà, íàïèñàííàÿ â
åñòåñòâåííîé ìàíåðå, ñèíòåçèðóþùàÿ âñå, ÷òî ïðîèçîøëî çà íåñêîëüêî
ïîñëåäíèõ äåñÿòèëåòèé (öèò. ïî: Ñîêîëîâ 2005: 20).

 Ìóçûêàëüíûé ïîñòìîäåðíèçì â àâàíãàðäíîé âåòâè ïðîÿâëÿåò
ñåáÿ â ðàçëè÷íûõ àñïåêòàõ ìóçûêàëüíîé êîìïîçèöèè. Â îáëàñòè ñå-
ìàíòèêè, òî åñòü ìóçûêàëüíîãî ñîäåðæàíèÿ, äîìèíèðó åò ñèëà èäåè è
êîíöåïòà êàê ñâåðíóòîãî ñìûñëà. Ýòî îáó ñëîâèëî:
1) àêòóàëèçàöèþ íîâîé ïðîãðàììíîñòè – òàéíîïèñè, èëè êðèïòî-

ôîíèè (Cîôèÿ Ã óáàéäóëèíà, Âÿ÷åñëàâ Êóçíåöîâ), ñèìâîëèêè
(Ýäèñîí Äåíèñîâ, Âèêòîð Åêèìîâñêèé), ðåìàðîê è êîììåíòàðè-
åâ, ðàñøèôðîâûâàþùèõ èñòèííûé, ëàòåíòíûé ñìûñë ìóçûêè
(Äúåðäü Ëèãåòè, Âÿ÷åñëàâ Êóçíåöîâ), çàêëþ÷åííûé â íåîçâó÷åí-
íîì òåêñòå (Äæîí Êåéäæ);

2) àïåëëèðîâàíèå ê íîâîé ðåëèãèîçíîñòè, ôåíîìåíó òèøèíû
(Êåéäæ), ñàêðàëüíîñòè ÷èñåë (Ãóáàéäóëèíà) è ìèñòèöèçìó
(Êåéäæ, Âëàäèìèð Ìàðòûíîâ, Åâãåíèé Ïîïëàâñêèé).
Â îáëàñòè îáðàçíîé ñèñòåìû àêòèâíî ïðîÿâèëè ñåáÿ ìåòàôîðèêà

(Êóçíåöîâ), îáðàçû ñòàðèíû, ìèôîëîãèçì (Àíäðåé Ìäèâàíè), ñïåöè-
àëüíûé èíòåðåñ ê íååâðîïåéñêèì êóëü òóðàì, Âîñòîêó (Êåéäæ, Ñåðãåé
Áåëüòþêîâ), êîòîðûå ÿâèëèñü èíòåðïðåòàöèåé êóëü òóðíîãî òåêñòà â
êîíòåêñòå èíîãî ëîãè÷åñêîãî ðàçâ¸ðòûâàíèÿ è åâðîïåéñêîãî ñòèëÿ
ìóçûêàëüíîãî ìûøëåíèÿ. Â îáëàñòè ôîðìîîáðàçîâàíèÿ ïðåîáëàäà-
åò íåëèíåéíîñòü, ñòàâøàÿ îñíîâîé íåêîòîðûõ íîâûõ ôîðì. Â èõ ÷èñ-
ëå – ðàçîìêíóòàÿ , íå èìåþùàÿ çàâåðøåíèÿ; îòêðûòàÿ è àëåàòîðè-
÷åñêàÿ, ñâÿçàííûå ñ ïðèíöèïîì ñëó÷àéíîñòè, èìïðîâèçàöèîííîñòè
(Áóëåç, Øòîêõàóçåí, Êåéäæ, Ìàðòûíîâ, Ê óçíåöîâ) 5. Íåëèíåéíàÿ ïðî-
öåññóàëüíîñòü, èëè íåëèíåéíàÿ ëîãèêà áåðåò íà÷àëî â íååâðîïåéñêèõ
ïðèíöèïàõ ñòðóêòóðèðîâàíèÿ ìóçûêàëüíîé ìàòåðèè (â ÷àñòíîñòè, â
èíäèéñêîé ðàãå): êðóã, ñïèðàëü, äëåíèå êàê ìîíîòîííàÿ ñòàòèêà

5 Â ìóçûêå Íîâîãî âðåìåíè â îñíîâå ïðîöåññà ðàçâåðòûâàíèÿ êîìïîçè-
òîðñêîé ìûñëè ëåæàëà ë è í å é í à ÿ  ë î ã è ê à  ï î - ð ÿ ä ó  (7-ñòóïåííîìó çâó-
êîðÿäó),  ôîðìèðóþùàÿ äèíàìè÷åñêèé òèï ñòðóêòóðû ñ õàðàêòåðíîé äëÿ íåå
íàïðàâëåííîñòüþ ê öåëè è ñ êóëüìèíàöèåé â òî÷êå çîëîòîãî ñå÷åíèÿ (â çàê-
ëþ÷èòåëüíîì ðàçäåëå ôîðìû).
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(Øòîêõà óçåí, Ëèãåòè), ãäå ìóçûêàëüíîå òåëî  ñàìîâûñòðàèâàåòñÿ,
ñàìîîðãàíèçó åòñÿ, ñîçäàâàÿ ýôôåêò íàïðàâëåííîñòè íà â î ç í è ê à þ -
ù å å öåëîå. Çäåñü èìååò ìåñòî âûñøèé òèï äåòåðìèíèçìà – äåòåðìè-
íèçì ñ ïîíèìàíèåì íåîäíîçíà÷íîñòè áóäóùåãî è ñ âîçìîæíîñòüþ âûõîäà
íà æåëàåìîå áóäóùåå (Êíÿçåâà, Ê óðäþìîâ 2002: 48). Íà ñòèëèñòè÷åñ-
êîì óðîâíå ôîðìèðó åòñÿ óíèâåðñàëüíûé ìóçûêàëüíûé ÿçûê, âûðàæà-
þùèé ìíîãîçíà÷íóþ êàðòèíó áûòèÿ è íåóëîâèìûå îòòåíêè ÷åëîâå-
÷åñêîé äóøè: àññîöèàöèè ðåàëüíîé æèçíè – öâåòà, ñâåòà, ëåãêîãî
äâèæåíèÿ âîçäóõà, ñîçäàâàåìûõ ñ ïîìîùüþ ñîíîðíîñòè ( Lontano Ëè-
ãåòè), ìàãèþ çâóêîâîãî âîçäåéñòâèÿ íà âíóòðåííèé ìèð ÷åëîâåêà
(Stimmung Øòîêõà óçåíà), ýñòåòè÷åñêóþ ñàìîöåííîñòü çâóêà (ìèíè-
ìàëèçì), êîòîðûé ïðèîáðåòàåò íåáûâàëóþ ðàíåå àâòîíîìèþ è ðàñ-
ñìàòðèâàåòñÿ êàê íîñèòåëü èñòèííîé ðåàëüíîñòè.

Àêòóàëèçèðîâàëèñü â ìóçûêàëüíîì ïîñòìîäåðíèçìå â àâàíãàðä-
íîé âåòâè è èäåè èíòåðòåêñòóàëüíîñòè, ïîëó÷àÿ âîïëîùåíèå â ðàç-
íîîáðàçíûõ, ïðèíöèïèàëüíî íîâûõ ìóçûêàëüíûõ æàíðàõ, à òî÷íåå,
ïàðàìóçûêàëüíûõ èëè ïàðàìóçûêàëüíî-òåàòðàëüíûõ æàíðîâûõ ôåíî-
ìåíàõ – õýïïåíèíãå, ïåðôîìàíñå, êîìïîçèöèè , àêöèè, èíñòàëëÿöèè,
ìóçûêå äëÿ…. Îíè ÿâèëèñü ñâèäåòåëüñòâîì òîãî, ÷òî ìèð, ñîçäàííûé
ïî ïðàâèëàì ÷åëîâå÷åñêîãî ðàçóìà (Âàñèëüêîâà 1999) åñòü òîëüêî ÷àñòü
ðåàëüíîãî ìèðà, ÷òî çíàêîâîå ìîäåëèðîâàíèå ðåàëüíîñòè åñòü ïðîèç-
âîëüíîå ñîåäèíåíèå ñìûñëîâ  (Âàñèëüêîâà 1999: 44) è ÷òî ñîçíàíèå ÷å-
ëîâåêà âèäèò è âîñïðèíèìàåò ìèð õîëèñòè÷íî, àêòèâíî èñïîëüçó ÿ
äóõîâíîå çðåíèå. Â öåëîì, âåäóùåé èäååé ìóçûêàëüíîãî òâîð÷åñòâà â
XX âåêå ñòàëà íåêëàññè÷íîñòü, êîòîðàÿ òðàêòîâàëàñü ìíîãîîáðàçíî:
è êàê ñòèëü ìóçûêàëüíîãî ìûøëåíèÿ (íàïðèìåð, äîäåêàôîííûé), è
êàê òåõíèêà êîìïîçèöèè (ñåðèéíàÿ, ñîíîðíàÿ è ò . ï.), è êàê ñðåäñòâî
âûðàçèòåëüíîñòè (òèøèíà), è êàê ñïîñîá îñâîåíèÿ ìèðà (íàïðèìåð,
èíòóèòèâèçì). Êðàòêî îñòàíîâèìñÿ íà ïîíÿòèè íåêëàññè÷íîñòü ïî
îòíîøåíèþ ê ìóçûêå ÕÕ âåêà â åå ðàäèêàëüíîé âåòâè.

Àâàíãàðäíîå ìóçûêàëüíîå ìûøëåíèå, íàõîäÿùååñÿ â òåñíîé ñâÿ-
çè ñ èíòåíñèâíî ðàñøèðÿþùåéñÿ êàðòèíîé ìèðà è ñóùåñòâåííî îò-
ëè÷àþùååñÿ îò òðàäèöèîííûõ ïðåäñòàâëåíèé î íåì, à çíà÷èò , è îò
ìåòîäîâ ñî÷èíåíèÿ ìóçûêè, íàäåëÿëî íåêëàññè÷íîñòü çíà÷åíèåì âå-
äóùåé ìèðîâîççðåí÷åñêîé ïàðàäèãìû è îïðåäåëÿþùåé ýñòåòè÷åñêîé
íîðìû. Â ýïîõó ïîñòìîäåðíèçìà â àâàíãàðäå Âòîðîé âîëíû íåêëàññè÷-
íîñòü îáëàäàëà ñ î á ñ ò â å í í û ì è, ñóùíîñòíûìè ÷åðòàìè, ïîñêîëü-
êó áûëà ñâÿçàíà ñ íîâîé èíòåðïðåòàöèåé ðàöèîíàëüíîãî, íåðàöèî-
íàëüíîãî, öåëîñòíîñòè. Ïðè÷èíîé òîìó ÿâëÿåòñÿ, ïî ñïðàâåäëèâîìó
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çàìå÷àíèþ Êîíñòàíòèíà Çåíêèíà, óíèêàëüíîñòü ñèòóàöèè àâàíãàðäà
â èñòîðè÷åñêîì ïðîöåññå, íèêîãäà è íèãäå ïðåæäå íå âîçíèêàâøàÿ, ò. å.
ñèòóàöèÿ, êîãäà èñêóññòâî ïðèõîäèëî ê ñâîåìó îñîçíàííîìó ñàìîîòðà-
æåíèþ è ñàìîîòòîðæåíèþ . Êàê ñ÷èòàåò àâòîð, èìåííî ýòî îáñòîÿòåëü-
ñòâî ñäåëàëî âå÷íûé âîïðîñ î ñóùíîñòè èñêó ññòâà æèâîòðåïåùóùåé
ïðîáëåìîé ñàìîé æèçíè è õóäîæåñòâåííîé ïðàêòèêè  (Çåíêèí 2001: 592).
Â ïîñòìîäåðíèçìå, â ïåðâóþ î÷åðåäü, ìîæíî ãîâîðèòü î íåêëàññè÷-
íîñòè ñîäåðæàíèÿ ìóçûêè Âòîðîãî àâàíãàðäà, ãäå íà ïåðâîì ïëàíå
îêàçûâàåòñÿ ñóáúåêòèâíî-ëè÷íîñòíîå íà÷àëî, à íå îáîáùåííî-òèïî-
âîå: íå ïðèðîäà è ìèð äëÿ âñåõ, íî ñâîé ñîáñòâåííûé ìèð è ñâîé, èíäè-
âèäóàëüíûé Êîñìîñ. Íåêëàññè÷åñêîå ìèðîâèäåíèå äàëî âîçìîæíîñòü
ðàññìàòðèâàòü èíäèâèäóàëüíîå êàê ñàìîäîñòàòî÷íûé öåííîñòíûé
ôåíîìåí, âûÿâëÿþùèé íå îáùåçíà÷èìûå ñìûñëîâûå îðèåíòèðû, à
ñóãóáî ëè÷íûå èíòåíöèè – ýâðèñòè÷åñêîå, ÷åëîâå÷åñêîå, òâîð÷åñêîå.
Àêöåíò íà èíäèâèäóàëüíîì, êîòîðîå åñòü íå òîëüêî ñóáúåêòèâíîå
ïðîÿâëåíèå ß, åãî ñâîáîäà, íî è ìèð â öåëîì, îïîñðåäîâàí â èíäèâè-
äóàëüíûõ ìóçûêàëüíûõ ñòðóêòóðàõ (íàïðèìåð, â ôîðìàõ â âèäå ñîáî-
ðà èëè øàðà), ìîäó ñàõ (íàïðèìåð, ëàäû Îëèâüå Ìåññèàíà), àêêîðäàõ
(êëàñòåðû Ãåíðè Êîóýëëà), ôàêòóðíûõ ðèñóíêàõ (ìèêðîïîëèôîíèÿ
Ëèãåòè) è ò. ï., êîòîðûå êàê àáñîëþòíî íîâûå è óíèêàëüíûå ÿâëåíèÿ,
ðàíåå íå ñóùåñòâîâàâøèå è ñîçäàííûå èìåííî àâàíãàðäíûìè êîì-
ïîçèòîðàìè, ðåïðåçåíòèðîâàëè íåêëàññè÷åñêèé âçãëÿä íà ìèð è íî-
âóþ ìèðîâîççðåí÷åñêóþ ïàðàäèãìó 6. Â öåëîì, ñóùåñòâåííî íîâûìè
ôåíîìåíàìè ìóçûêàëüíîãî ïîñòìîäåðíèçìà, ñâÿçàííîãî ñî Âòîðûì
àâàíãàðäîì, ÿâëÿþòñÿ:
— ìèêðîòîíîâûé ìàòåðèàë ìóçûêè,
— íåëèíåéíûé õàðàêòåð ñîïðÿæåíèÿ åå ýëåìåíòîâ,
— ìíîãîïàðàìåòðîâîñòü,
— àäèíàìè÷åñêàÿ ïðîöåññóàëüíîñòü.

Âñå ýòî ñâèäåòåëüñòâîâàëî î íîâèçíå è íåêëàññè÷íîñòè ìóçûêàëü-
íîé ëîãèêè è, ñëåäîâàòåëüíî, î íîâîé êîíöåïöèè ìóçûêè.

Ìåæäó òåì, èñòîêè ñîâðåìåííîãî àâàíãàðäíîãî ìóçûêàëüíîãî
ìûøëåíèÿ, îñíîâàííîãî íà èäåÿõ ïîñòìîäåðíèçìà, âèäÿòñÿ â àêòóà-
ëèçàöèè èíäåòåðìèíèçìà, êîòîðîå ñîñòàâèëî îïïîçèöèþ çàïàäíîìó

6 Ìíîãîîáðàçèå òèïîâ ýñòåòè÷åñêîãî ìèðîâîñïðèÿòèÿ â êóëüòóðå äâàäöà-
òîãî ñòîëåòèÿ ñòîëü âïå÷àòëÿþùå, ÷òî  [..] ìîæíî ãîâîðèòü î âçðûâå òâîð÷åñ-
êîé ýíåðãèè, ðàñêîëîâøåì ïðèâû÷íûå ïðåäñòàâëåíèÿ î êðàñîòå (Ìàðòûíîâ 1999:
267–268).
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ðàöèîíàëèçìó â ìóçûêàëüíîì ìûøëåíèè ïåðâîé ïîëîâèíû ÕÕ âåêà 7.
Îáúÿñíåíèå óìíîãî èððàöèîíàëüíîãî , òî åñòü èíäåòåðìèíàíò â ìóçû-
êå, îñîáåííî ñëîæíî, èáî ýòîò âèä èñêó ññòâà íå èìååò îáùåóïîòðå-
áèòåëüíîãî ïîíÿòèéíîãî àïïàðàòà, àïåëëèðó ÿ ê çâóêîâîé ôîðìå; íî,
êàê ïèñàë Àðòóð Øîïåíãà óýð, ìóçûêà ãîâîðèò î ñóùåñòâå è ìîãëà áû
ñóùåñòâîâàòü, äàæå åñëè áû ìèðà âîâñå íå áûëî (Øîïåíãà óýð 1998:
266). Òåì íå ìåíåå, ìóçûêà ïîñòèãàåòñÿ è îáúÿñíÿåòñÿ, õîòÿ îíà è ãî-
íèò íàóêó è ñìååòñÿ íàä íåé, îòðèöàÿ æåëåçíûé ñòðîé ïîíÿòèé è ñóæ-
äåíèé (Òàõî-Ãîäè 1997: 93), è åé íåò íåîáõîäèìîñòè ñâîäèòü ñåáÿ íè
íà êàêîå äðóãîå áûòèå. Äëÿ íåå õàðàêòåðåí âìåñòî çàêîíà îñíîâàíèÿ –
çàêîí ñàìîîáîñíîâàíèÿ, ñàìîäåÿòåëüíîñòè, ñàìîñòîÿòåëüíîñòè  (Òàõî-
Ãîäè 1997: 442), ò. å. íàëè÷èå ÷èñòîãî – ìóçûêàëüíîãî – áûòèÿ 8.

Óìíîå èððàöèîíàëüíîå  ïðîÿâèëî ñåáÿ è â êîìïîçèòîðñêîé ïðàê-
òèêå Âòîðîãî àâàíãàðäà, óñòàíàâëèâàÿ íîâûå ìóçûêàëüíûå çàêîíû,
ïîñêîëüêó ðàöèîíàëèçì (äâåíàäöàòèòîíîâîñòü è ëèíåéíàÿ ëîãèêà)
Ïåðâîãî àâàíãàðäà îêàçàëñÿ íåñîñòîÿòåëüíûì ïðè ñîçäàíèè è âîï-
ëîùåíèè çâóêîâîãî îáðàçà ìèðà â ó ñëîâèÿõ ãèïåððåàëüíîñòè è îáúåê-
òèâèðîâàííîé òåêó÷åñòè, ëèøåííîé êîíöåïòóàëüíîãî åäèíñòâà è
ñìûñëîâîé ñòðóêòóðû (Ìàðòûíîâ 1999). Ïîñëåäíåå âûðàçèëî ñåáÿ
÷åðåç ôåíîìåí íåîïðåäåëåííîñòè  â âèäå ðàçìûâàíèÿ ãðàíèö ôîðìû
(et cetera-ôîðìà), ðèòìà è âðåìåííûõ ñâÿçåé (àëåàòîðèêà ðèòìà), ìåæ-

7 Îáúÿñíåíèå ÿâëåíèé, â ÷àñòíîñòè, æèçíè êàê îðãàíè÷åñêîãî ïðîöåññà,
ïîëîæèëà ñíà÷àëà ôèëîñîôèÿ èððàöèîíàëèçìà: À. Øîïåíãà óýð â ïðîòèâî-
âåñ êëàññè÷åñêîìó ðàöèîíàëèçìó ñîçäàåò êîíöåïöèþ âîëè ê æèçíè (Øîïåí-
ãàóýð 1998), Àíðè Áåðãñîí – òâîð÷åñêîãî ïîðûâà, ãäå àêöåíòèðó åò íåïðå-
ðûâíîå êà÷åñòâåííîå èçìåíåíèå, äëåíèå, êîòîðûå íåïðåäñêàçó åìû â ñâîåé
ñóùíîñòè, îñíîâàíû íà èíòóèöèè (Áåðãñîí 1990); Ýäìóíä Ã óññåðëü – ãåðìå-
íåâòèêè, ïîíèìàÿ ïîä ôåíîìåíîì ÿâëåíèå, ïîñòèãàåìîå íå ÷óâñòâåííûì
îïûòîì, íî ñîçíàíèåì (Ã óññåðëü 1998).

8 Íîâîå îòíîøåíèå ê óìíîìó èððàöèîíàëüíîìó  â ïîñòìîäåðíèñòñêîì ìè-
ðîâîñïðèÿòèè ñîâðåìåííîãî åâðîïåéöà ôèêñèðó åò Íàòàëüÿ Àâòîíîìîâà,
ââîäÿ åãî â êîíòåêñò ñîâðåìåííîãî ìèðîïîíèìàíèÿ: èððàöèîíàëüíîå ñòàëî
âîñïðèíèìàòüñÿ íå êàê íå÷òî, àáñîëþòíî ÷óæäîå ðàçóìó , íî êàê íå÷òî òàêîå, ñ
÷åì âîçìîæåí è äàæå íåîáõîäèì êîíòàêò è äèàëîã  (Àâòîíîìîâà 1988: 99). Àâ-
òîð âûäåëèë íåñêîëüêî òåíäåíöèé â çàïàäíîì ìûøëåíèè, îäíà èç êîòîðûõ
íàøëà ñâîå âûðàæåíèå â äàëåêî çàøåäøåì ïðîöåññå èððàöèîíàëèçàöèè êóëü-
òóðû. Ïîñëåäíåå îïðåäåëÿåòñÿ åþ êàê àêöåíò íà íåâûðàçèìîì, ñëîâåñíî íåôîð-
ìóëèðóåìîì , ñâÿçàííîì ñ èíòåðåñîì ê ìèñòè÷åñêîìó (ñëîâåñíàÿ íåâûðàçè-
ìîñòü – ãëàâíîå è ñîáñòâåííîå îïðåäåëåíèå ìèñòè÷åñêîãî îïûòà), ê ðåëèãè-
îçíîìó – äî ïîãðóæåíèÿ â âîñòî÷íóþ ýêçîòèêó  (Àâòîíîìîâà 1988: 53).
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äó ïðåäìåòàìè èëè ÿâëåíèÿìè (íàïðèìåð, ìåæäó çâóêîì è íå-çâó-
êîì), à òàêæå â âèäå òîæäåñòâà ïðîòèâîïîëîæíîñòåé (íàïðèìåð,
ñóáúåêòà è îáúåêòà â õýïïåíèíãå). Íå îñòàíàâëèâàÿñü íà ãðàäàöèÿõ
óìíîãî èððàöèîíàëüíîãî  â ðàçëè÷íûå ìóçûêàëüíî-èñòîðè÷åñêèå ýïîõè ,
â ò. ÷. è â XX âåêå, çàìåòèì, ÷òî â òâîð÷åñòâå àâàíãàðäíûõ êîìïîçèòî-
ðîâ ýïîõè ïîñòìîäåðíèçìà îíî ïðîÿâèëî ñåáÿ ìíîãî-ðàçíîîáðàçíåå,
ñïåöèôè÷íåå, ãëóáæå è âûñòóïèëî íå ñòîëüêî õóäîæåñòâåííûì ïðè-
åìîì, ñêîëüêî ôàêòîðîì êîìïîçèöèè, òåìîé  è ïðåäìåòîì  òâîð÷å-
ñòâà9. Óìíîå èððàöèîíàëüíîå  ïîçèöèîíèðîâàëî ñåáÿ è êàê ñâîåãî ðîäà
îáðàç íàäìèðà  èëè çâóêîâîé àíàëîã ñâåðõ-ðåàëüíîñòè (íàïðèìåð, Ñëû-
øó… óìîëêëî  Ãóáàéäóëèíîé, Ïðèçðàêè Ëèãåòè, Òðàíñ Øòîêõà óçåíà).
À ïîñêîëüêó ìóçûêà â öåëîì è ïî ñâîåìó ïðåèìóùåñòâó íàïîëíåíà
ñâîåîáðàçíîé èíòåëëåêòóàëüíîé ÷óâñòâåííîñòüþ , òî äóìàåòñÿ, ÷òî
àêòóàëèçàöèÿ óìíîãî èððàöèîíàëüíîãî  îáóñëîâëåíà è êîìïîçèòîðñêèì
ñîçíàíèåì, è õóäîæåñòâåííûìè çàäà÷àìè è ïîèñêàìè íîâîãî. Ìåæäó
òåì, ìíîãîîáðàçíî ïîçèöèîíèðó ÿ ñåáÿ â ìóçûêàëüíîì ïîñòìîäåðíèç-
ìå â âåòâè Âòîðîãî àâàíãàðäà, óìíîå èððàöèîíàëüíîå  îáðåëî ðàçíûå
ôîðìû. Ò àê, ñëó÷àéíîñòü è èíäåòåðìèíèçì â Íîâåéøåé ìóçûêå åñòü
íåðåäêî ìåðà ñîãëàñîâàíèÿ, èëè ãàðìîíèçàöèè ïðîòèâîïîëîæíîñòåé,
â ÷àñòíîñòè, ýëåìåíòîâ ñèñòåìû, êîòîðûå ïîòåíöèàëüíî ñðàâíèìû
ïî ìåðå. Èõ ñîäåðæàíèå îïðåäåëÿåòñÿ íà ìàêðî- è ìèêðîóðîâíÿõ êîì-
ïîçèöèè: ìàêðîäåéñòâèå, íàïðèìåð, ñóïåðôîðìóëû ìîæåò ïðèâåñòè
ê åäèíñòâó âñå ñëó÷àéíîñòè è àïïðîêñèìàöèè 10. Îòñþäà ìåðà â âåðî-
ÿòíîñòíîé ôîðìå åñòü âûðàæåíèå íîâåéøåé ìóçûêàëüíîé ëîãèêè
(íàðÿäó ñ äðóãèìè), åå íàèáîëåå ðàäèêàëüíûé òèï, âîçíèêøèé â ãðà-
íèöàõ íîâîãî íåêëàññè÷åñêîãî ìèðîîòíîøåíèÿ. Àêòóàëèçàöèÿ óìíîãî

9 Áîðèñ Àñàôüåâ ïèñàë: Ïðåäìåò ìóçûêè íå åñòü çðèìàÿ èëè îñÿçàåìàÿ âåù-
íîñòü, à åñòü âîïëîùåíèå, èëè âîñïðîèçâåäåíèå, ïðîöåññîâ-ñîñòîÿíèé çâó÷àíèÿ,
èëè, èñõîäÿ èç âîñïðèÿòèÿ, – îòäàâàíèå ñåáÿ ñîñòîÿíèþ ñëûøàíèÿ. ×åãî? Êîìï-
ëåêñîâ çâóêîâûõ â èõ âçàèìîîòíîøåíèè, èáî ìóçûêà íèãäå íå èìååò äåëî ñ ñóììîé
÷àñòåé, íî ñ îòíîøåíèÿìè èëè ñîïðÿæåíèåì ýëåìåíòîâ  (Ãëåáîâ 1923: 19–20).

10 Òàêîå ñîñòîÿíèå ìóçûêàëüíîé êîìïîçèöèè îáúÿñíÿåòñÿ ñèíåðãåòèêîé
â ñâÿçè ñ âîñòî÷íîé èäååé îòêðûòîñòè ñèñòåìû è åñòåñòâåííîñòè , ãäå ìèðî-
âîççðåí÷åñêè çíà÷èìûì ñëåäñòâèåì ÿâëÿåòñÿ ïîíèìàíèå áûòèÿ ëèøü â ïðî-
öåññå. Â öåëîì æå äèíàìèêà äâèæåíèÿ àâàíãàðäíîãî òâîð÷åñòâà âòîðîé ïîëî-
âèíû XX âåêà ïðåäñòàåò êàê î÷åðåäíîé ýòàï äóõîâíî-ïðàêòè÷åñêîãî îñâîå-
íèÿ ìèðà, íàïðàâëåííûé îò ðàöèîíàëèñòè÷åñêîé îäíîñòîðîííîñòè ê öåëîñò-
íîñòè â êà÷åñòâå âðåìåííîé ìàíèôåñòàöèè Íåáûòèÿ (íàïðèìåð, ó êèòàéöåâ).
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èððàöèîíàëüíîãî  è ïðèîðèòåò îáúåêòèâèðîâàííûõ èíäåòåðìèíàíò ñâè-
äåòåëüñòâîâàëè î íîâîì êà÷åñòâå íåêëàññè÷åñêîãî ñòèëÿ ìóçûêàëü-
íîãî ìûøëåíèÿ 11, èëè î íîâèçíå íåêëàññè÷íîñòè. Â öåëîì, ëîãèêî-
êóëüòóðíîé äîìèíàíòîé ìóçûêàëüíîãî ïîñòìîäåðíèçìà, êóëü òóðíîé
íîðìîé åãî àâàíãàðäíîé âåòâè è, ïî ñóùåñòâó , óñëîâèåì âêëþ÷åííî-
ñòè åå â ñèñòåìó àêòóàëüíîãî ìèðîïîíèìàíèÿ è ìèðîîòíîøåíèÿ, ÿâè-
ëàñü èäåÿ íîâîãî  ñèíòåçà, îñíîâàííàÿ íà ïðè÷óäëèâîì ñáëèæåíèè
— ìóçûêàëüíîãî è âåðáàëüíîãî ( Sará, dolce tacere Ëóèäæè Íîíî),
— ìóçûêàëüíîãî è òåàòðàëüíîãî ( Aventures Äü¸ðäÿ Ëèãåòè),
— ìóçûêàëüíîãî è æèâîïèñíîãî ( Æèçíü â êðàñíîì öâåòå Ýäèñîíà

Äåíèñîâà, ðèñîâàííûé çâóê ßíèñà Êñåíàêèñà).
Òåì ñàìûì ìóçûêà íàøëà ñâîå ïðîäîëæåíèå [..] âî âíåìóçûêàëü-

íîì, â äåéñòâèè (Çåíêèí 2003: 96) – â ñëîâå, æåñòå, èãðîâîì êîíöåð-
òèðîâàíèè, âèçóàëèñòèêå, ÷òî îáóñëîâèëî óòâåðæäåíèå è øèðîêîå
ðàñïðîñòðàíåíèå íîâûõ ñèíêðåòè÷åñêèõ (íî íå ñèíòåòè÷åñêèõ) æàí-
ðîâ, ñîåäèíÿþùèõ â åäèíîå öåëîå – íà ðàâíîïðàâíûõ íà÷àëàõ – òå-
àòðàëüíîå, õîðåîãðàôè÷åñêîå, âèçóàëüíîå è ìóçûêàëüíîå íà÷àëà.
Ñèíêðåçèñ (æàíðîâûé) ôîðìèðó åòñÿ â óñëîâèÿõ ðàâíîïðàâèÿ òàêèõ
êîìïîíåíòîâ, êàê ìóçûêà, ñëîâî, æåñò , äâèæåíèå, öâåò, ñâåò è ïðî÷.

ßðêèì âûðàæåíèåì íîâîãî æàíðîâîãî êà÷åñòâà ÿâëÿþòñÿ íîâûå
èãðîâûå æàíðîâûå ðàçíîâèäíîñòè, ïðåäñòàâëåííûå ïàðàìóçûêàëü-
íûìè èëè ïàðàìóçûêàëüíî-òåàòðàëüíûìè êîìïîçèöèÿìè – õýïïå-
íèíãîì, ïåðôîìàíñîì, ìóëü òèìåäèéíûì ïðîåêòîì, àêöèåé, èíñòàëëÿ-
öèåé. Îíè ïîçèöèîíèðóþò ñåáÿ íåçàêðåïëåííûìè â ñâîèõ ãðàíèöàõ
ýëåìåíòàìè, òåêñòîì è ñàìîé ôîðìîé, ãäå äîìèíèðó åò âåðîÿòíîñòü
îòäåëüíîãî ñîáûòèÿ. Ò àê, â õýïïåíèíãå êîìïîçèòîð è èñïîëíèòåëü
ðàâíû ïî çíà÷åíèþ, èñïîëíèòåëü äåéñòâó åò ïî çàêîíàì ñàìîñòðóê-
òóðèðîâàíèÿ, ñàìîäîñòðàèâàíèÿ, ïðèðàâíèâàÿ çíà÷åíèå ìóçûêè ê
ñëîâó, äâèæåíèþ, æåñòó. Âîò ïî÷åìó â èãðîâûõ æàíðàõ ìíîãî àëåà-

11 Äëÿ îáúÿñíåíèÿ òàêîãî ðîäà ïðîöåññîâ è ÿâëåíèé ìóçûêè öåëåñîîáðàç-
íà ñèíåðãåòè÷åñêàÿ ìåòîäîëîãèÿ. Ïðèëîæåíèå ñèíåðãåòèêè ê ñëîæíûì ïðî-
öåññàì êîìïîçèòîðñêîãî òâîð÷åñòâà ïîçâîëÿåò ðàñêðûòü ïðåæäå âñåãî ôå-
íîìåíîëîãèþ íåëèíåéíîñòè è ñàìîîðãàíèçàöèè êàê ïðèðîäíûõ äàííîñòåé
è òåì ñàìûì äîêàçûâàåò èñêó ññòâåííîñòü, íåïðàâäîïîäîáíîñòü ëþáîé îä-
íîñòîðîííîñòè. Ïðè ýòîì îñîáåííî öåííûì ÿâëÿåòñÿ ïîçèöèîíèðîâàíèå
ñèíåðãåòè÷åñêîé èäåè ñëèÿííîñòè ñóáúåêòà è îáúåêòà (òî åñòü óñèëåíèå ðîëè
÷åëîâåêà â òâîð÷åñòâå), ãäå îáúåêòèâèðóåòñÿ ñâÿçü ìåæäó öåëîñòíîñòüþ òâîð-
÷åñêîãî ñîçíàíèÿ è öåëîñòíîñòüþ ìóçûêè.
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òî ðèêè, àïïðîêñèìàöèé (â àêòèâíîì ïðèâëå÷åíèè âíåìóçûêàëüíîãî
– äåéñòâèé, ÷òåíèÿ, õîæäåíèÿ ïî ñöåíå – îí áëèçîê ïåðôîìàíñó),
òåñíî ñâÿçàííûõ ñ ôåíîìåíîì èíòåðïðåòàöèè è òâîð÷åñêîãî çàìûñ-
ëà, è ìèðà â öåëîì. Ò àêîé æå ìåðîé â ìóçûêàëüíîì ïîñòìîäåðíèçìå,
àïåëëèðóþùåì êî Âòîðîìó àâàíãàðäó , âûñòóïèëî âíóòðåííåå ÷óâñòâî
ïîðÿäêà, ñôîðìèðîâàííîå îïûòîì ñëûøàíèÿ ìóçûêè, ïðîñòðàí-
ñòâåííûå êîîðäèíàòû è ãðàôè÷åñêèå ïëîñêîñòè, êîòîðûå â ñóùåñòâå
ñâîåì åñòü íåçàêðåïëåííûé òåêñò , òî åñòü îáúåêòèâèðîâàííàÿ èíäå-
òåðìèíàíòíîñòü èëè ðàöèîíàëüíî òðàêòîâàííàÿ íåó ñòîé÷èâîñòü. Áå-
çóñëîâíî, íîâûå ïàðàìóçûêàëüíûå  æàíðû – ýòî öåëîñòíûå êîíñòðóê-
öèè, ãäå åñòü èäåÿ è åå êîíêðåòíîå, èíäèâèäóàëüíîå âîïëîùåíèå â
òåõ ôîðìàõ, â êàêèõ åå ìûñëèò àâàíãàðäíûé êîìïîçèòîð. Íî ýòî óæå
Íîâàÿ öåëîñòíîñòü. Â åå îñíîâå ëåæèò íîâûé îáðàç äåòåðìèíèçìà,
òîæäåñòâî ïðîòèâîïîëîæíîñòåé (à íå ñóáúåêò-îáúåêòíûå îòíîøåíèÿ,
×èñëî, Ãàðìîíèÿ) è òâîðÿùàÿ  ïðîöåññóàëüíîñòü (äåòåðìèíèðîâàííûé
õàîñ ïî Åëåíå Êíÿçåâîé 1995: 51), èëè ïðîöåññ ðîæäåíèÿ ñìûñëà â
åãî íåîïðåäåëåííîñòíîñòè è íåçàâåðøåííîñòè.

Òàêèì îáðàçîì, â ðåçóëü òàòå ðàñøèðåíèÿ ñôåðû äåéñòâèÿ óìíîãî
èððàöèîíàëüíîãî  ïðîèçîøëî ðàñøèðåíèå ãðàíèö ìóçûêè è ìóçûêàëü-
íîãî, âïëîòü äî òîæäåñòâà è çàìåíû ìóçûêàëüíîãî âíåìóçûêàëüíûì,
à òàêæå óñèëåíèå ðîëè òàêèõ ôàêòîðîâ êàê íåîïðåäåëåííîñòü (àïï-
ðîêñèìàöèÿ ýëåìåíòîâ, ôîðìû – â âèäå et cetera-ôîðìà), ñëó÷àéíîñòü
(íàïðèìåð, àëåàòîðèêà ôîðìû), íåëèíåéíàÿ, èëè âåðîÿòíîñòíàÿ ëî-
ãèêà (äåòåðìèíèðîâàííûé õàîñ ), à òàêæå ôðàêòàëüíîñòü, ïðîÿâèâøàÿ
ñåáÿ ïðåæäå âñåãî íà êîìïîçèöèîííîì óðîâíå (êîëëàæ, îðòîãîíàëü-
íàÿ ôîðìà, à òàêæå ãðàôè÷åñêàÿ êîìïîçèöèÿ). Âñå ýòî ñòàëî ïðèìå-
òàìè íå òîëüêî ðàñøèðåíèÿ ñôåðû ìóçûêàëüíîãî, íî è óòðàòû ìóçû-
êîé ñâîåé àâòîíîìíîñòè, ÷òî ïîòðåáîâàëî äîïîëíèòåëüíûõ ñðåäñòâ
ñòðóêòóðàöèè. Òàêîâûìè ñòàëè ìóçûêàíò-èñïîëíèòåëü, ÷üå ÷óâñòâî
ïîðÿäêà è ïðåäñòàâëåíèå î öåëîì è öåëîñòíîñòè âûñòóïèëè â êà÷å-
ñòâå ôîðìîîáðàçóþùåãî íà÷àëà (íîâûå èãðîâûå æàíðû), êîìïîçè-
òîðñêèå êîììåíòàðèè (ó Ëþ÷àíî Áåðèî, Ëèãåòè, Øòîêõà óçåíà), âè-
çóàëüíî çàôèêñèðîâàííîå âðåìÿ (Øòîêõà óçåí, Êåéäæ).

Â ñèëó òîãî, ÷òî:
1) àâàíãàðäíàÿ ìóçûêà Âòîðîé âîëíû äàåò ìàòåðèàë, ãäå êîìïîçè-

öèÿ äåìîíñòðèðó åò åäèíñòâî íå ïðîòèâîïîëîæíûõ íà÷àë, à íå-
êîå íîâîå (îñîáîå) öåëîå ñ í å ç à ê ð å ï ë å í í û ì è  ã ð à í è ö à -
ì è  è  í å ç à ê ð å ï ë å í í û ì  ò å ê ñ ò î ì (íàïðèìåð, â âèäå íàáî-
ðà ìîòèâèðîâàííûõ  òâîð÷åñêèì ñîçíàíèåì ñëó÷àéíîñòåé è ò. ï.),
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2) åñòü ïðîèçâåäåíèÿ, ãäå äëÿ öåëîñòíîñòè ñîçäàþòñÿ óñëîâèÿ ïðè
òîæäåñòâå ïðîòèâîïîëîæíîñòåé (íàïðèìåð, çâóêà è òèøèíû â
4’33’’ Êåéäæà),

3) íîâûå öåëîñòíîñòè  ñóùåñòâåííî îòëè÷àþòñÿ îò êëàññè÷åñêîé
ìîäåëè, íî âìåñòå ñ òåì îíè îðãàíèçîâàíû è íåðàöèîíàëüíîå (ñëó-
÷àéíîñòè, èíäåòåðìèíàíòû, íåîïðåäåëåííîñòè) îôîðìëåíî,

4) ÷àñòî íàáëþäàåòñÿ íåëèíåéíàÿ ïðîöåññóàëüíîñòü (àëåàòîðè÷åñ-
êèé ïðîöåññ, ôðàêòàëüíàÿ íåëèíåéíîñòü, âåðîÿòíîñòíàÿ ëîãè-
êà), âîçíèêàåò îñòðàÿ íåîáõîäèìîñòü ïîñòàíîâêè âîïðîñà î ñóòè
ìóçûêàëüíîãî ïîñòìîäåðíèçìà, ðåàëèçóþùåãî ñåáÿ â àâàíãàðä-
íîì êîìïîçèòîðñêîì òâîð÷åñòâå Âòîðîé âîëíû.
Ìîæíî ñêàçàòü, ÷òî Íîâàÿ è Íîâåéøàÿ ìóçûêà áûëà îäóõîòâî-

ðåíà íåó ñòàííûì ïîèñêîì êàêîé-òî îñîáîé ôîðìû èíôîðìàöèîí-
íîé ïëîòíîñòè â çâóêî-ñåìàíòè÷åñêîé âûðàæåííîñòè, êîòîðàÿ ìîã-
ëà áû ñòàòü îïòèìóìîì äëÿ íîâîãî ìóçûêàëüíîãî ñîäåðæàíèÿ, ñôîð-
ìèðîâàâøåãîñÿ è ïîä âîçäåéñòâèåì íåáûâàëîãî íà ó÷íî-òåõíè÷åñêî-
ãî ïðîãðåññà (ýëåêòðîííàÿ ìóçûêà, èëè àêó ñìàòèêà) è îñâîåíèÿ íî-
âûõ äóõîâíûõ êîíòèíåíòîâ, ãäå öàðñòâóþò ñâîáîäà, âíåðàöèîíàëüíûå
îáðàçû ïîðÿäêà è ñóùíîñòè, íàõîäÿùèåñÿ çà ïðåäåëàìè ôèçè÷åñêîé
ðåàëüíîñòè (ìåäèòàòèâíàÿ è èíòóèòèâíàÿ ìóçûêà). ßâëÿÿ ñîáîþ è
íåñÿ â ñåáå íîâîå îòíîøåíèå ê ìèðó , ìóçûêàëüíûé ïîñòìîäåðíèçì
ïðîäåìîíñòðèðîâàë íàïðÿæåííîñòü è áåçûñõîäíîñòü òâîð÷åñêèõ ó ñè-
ëèé, èáî ðåçóëüòàòîì òâîð÷åñêèõ èñêàíèé ñòàëà ðûõëàÿ è àìîðôíàÿ
íåîïðåäåëåííîñòü, òèøèíà , èëè Íè÷òî  (Indeterminacy, Lecture on
Nothing, 4’33’’ Êåéäæà, Xi Øòîêõà óçåíà).

Íà íàø âçãëÿä, âåñü äðàìàòèçì ñèòóàöèè çàêëþ÷àåòñÿ, âî-ïåð-
âûõ, â îòñóòñòâèè ñòðóêòóðû è êðèòåðèåâ ýñòåòè÷åñêîãî ïî îòíîøå-
íèþ ê àâàíãàðäíîé ìóçûêå, ÷òî íå ïîçâîëÿåò äàòü ïîëíûé è îáîñíî-
âàííûé îòâåò î åå õóäîæåñòâåííîé öåííîñòè. È â ýòîì ìû ñîëèäàðè-
çèðóåì ñ ìíåíèåì Ñâåòëàíû Ê óðáàòñêîé (Êóðáàòñêàÿ 1996). Âî-âòî-
ðûõ, ëþáîå íîâîå â èñêó ññòâå, âûõîäÿùåå çà ïîðîã ñòàðîé ýñòåòè÷åñ-
êîé íîðìû, åñëè è íå âîñïðèíèìàåòñÿ êàê ðàäèêàëèçì, òî ïî ìåíü-
øåé ìåðå, íå èìååò ñîîòâåòñòâóþùèõ öåííîñòíûõ êðèòåðèåâ ââèäó
íåïîäãîòîâëåííîñòè ñëóøàòåëÿ ê ïîíèìàíèþ íîâîé (íåêëàññè÷åñ-
êîé) ìóçûêàëüíîé ðåàëüíîñòè. Ñ ýòèõ ïîçèöèé ìîæíî ñêàçàòü, ÷òî
ìóçûêàëüíûé àâàíãàðä êàê èñòîðèêî-ýñòåòè÷åñêèé ôåíîìåí äî ñèõ
ïîð äî êîíöà íå ïîíÿò , à çíà÷èò, è íå èìååò áîëüøîé à óäèòîðèè. Â-
òðåòüèõ – äâèæóùèì ñòèìóëîì ñîçèäàòåëüíîãî ïðîöåññà ïðåäñòàâè-
òåëåé ìóçûêàëüíîãî ïîñòìîäåðíèçìà áûë êóëü ò íîâèçíû, êîòîðûé
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çàìåíèë ñîáîþ çíà÷åíèå õóäîæåñòâåííîé öåííîñòè. Ïîäìåíà èíòå-
ðåñà ê èñòèííîìó , ìåðíîìó , ãàðìîíè÷åñêîìó , öåëîñòíîìó èíòåðåñîì
ê íîâûì òèïàì êîíñòðóèðîâàíèÿ, ê íîâèçíå êàê ñìûñëó òâîð÷åñòâà
ïðèâåëà ê áàëàíñèðîâàíèþ àêàäåìè÷åñêîãî ìóçûêàëüíîãî èñêó ññòâà
îñòðèÿ ïðîãðåññà íà ãðàíè àêñèîëîãè÷åñêîãî êðàõà (Ìàðòûíîâ 1999).

Musical Postmodernism: The Problem Definition

Tatsiana Mdivani

Summary

Musical postmodernism (1951–1990) has most fully manifested itself
in the music of the Second avant-garde as opposed to the European musical
radicalism, which is based on the concepts of rigid rationalism. Appealing
to the mosaic world view, to eclecticism and polystylistics, that is, to the
paradigm of fullness and breadth. The musical content is dominated by
the concept of folded meaning, with the phenomenon of change and
interpretation being the necessary condition of existence; the image system
is dominated by methaphorics, images of the old times, by mythologism,
and by a particular interest in non-European cultures; the field of form
generation – by nonlinearity which has became the basis for several new
forms: the open endless form and the open aleatoric form connected
with the principle of randomness and improvisation; the stylistics – by a
universal musical language expressing the multi-meaningful world view
and the subtle shades of the human soul; and the genres – by the ideas of
intertextuality embodied in fundamentally new genres which are repre-
sented by such compositions as happenings, performances, acts and
installations. Taken as a whole, the logical cultural dominant of the avant-
garde branch of musical postmodernism is the idea of a new synthesis
based upon a fanciful combination or continuation, prolongation (by
Konstantin Zenkin – Çåíêèí 2003: 96) of music in verbal expressions
(Sará, dolce tacere Luigi Nono), theatrical play ( Aventures György Ligeti ),
paintings (Iannis Xenakis’s painted sound) and Silence-music (John Cage’s
4’33’’).  Thus, music has been put into words, gestures and play con-
certizing which has resulted in strengthening and wide-spreading of new
syncretic (but not synthetic) genres.

In the Modern music (the beginning of the 20th century) the basis for
composer’s concept disclosure was linear logic creating the dynamic
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structure with its inherent orientation towards the climax at the golden
section point. In the Contemporary music the priority is given to non-
linear logic originating from non-European principles of musical material
structuring (from Indian raga, in particular): circle, spiral, monotone static
division (Ligeti , Karlheinz Stockhausen), where the body of a musical
composition is self-aligned and self-organized producing the effect of
orientation towards the e m e r g e nt integrity  (Êíÿçåâà, Êóðäþìîâ
2002: 37).
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âòîðîé ïîëîâèíû ÕÕ âåêà

Dr. art. Àëëà Ñóááîòíÿÿ
Äîöåíò êàôåäðû ìóçûêè Âèòåáñêîãî

ãîñóäàðñòâåííîãî óíèâåðñèòåòà èì. Ï. Ì. Ìàøåðîâà

Åâðîïåéñêàÿ ìóçûêà âòîðîé ïîëîâèíû ÕÕ âåêà ïðåòåðïåëà ñó-
ùåñòâåííûå èçìåíåíèÿ íà óðîâíå àðõèòåêòîíèêè, ÷òî íàøëî ñâîå
îòðàæåíèå â íîâûõ ïðèíöèïàõ ôîðìîîáðàçîâàíèÿ è òèïàõ ôîðì:
îòêðûòàÿ , ñòàòè÷åñêàÿ, ðèòìè÷åñêàÿ, ìîìåíò-ôîðìà. Îáðàùåíèå
çàïàäíûõ êîìïîçèòîðîâ ê ôèëîñîôñêî-ìèðîâîççðåí÷åñêèì èäåÿì
áóääèéñêîãî Âîñòîêà  îïîñðåäîâàëî îáîãàùåíèå è îáíîâëåíèå êîì-
ïîçèöèîííîé òåõíèêè èíäèâèäóàëüíûõ ñòèëåé, ñïîñîáñòâîâàëî âîç-
íèêíîâåíèþ íîâûõ êîíñòðóêöèé è ôîðì, ñòèëåâîìó ðàçíîîáðàçèþ.
Íàèáîëåå ÿðêî ýòè ïðîöåññû ïðîÿâèëè ñåáÿ â èñêó ññòâå ïîñòìîäåð-
íèçìà (âêëþ÷àþùåãî Âòîðîé ìóçûêàëüíûé àâàíãàðä), èëè Kunst-
wollen1.

Ìóçûêàëüíîå èñêó ññòâî ýïîõè ïîñòìîäåðíèçìà ñâîáîäíî èí-
òåðïðåòèðóåò ñàìûå ðàçíûå òðàäèöèè, â òîì ÷èñëå è íååâðîïåéñêèå,
îïèðàÿñü íà èäåþ ìåòàôîðû è ñîçäàâàÿ èç òðàäèöèé ñâîåîáðàçíûé
àðõèâ. Ìíîæåñòâåííîñòü òðàäèöèé ïðåäïîëàãàåò âîçíèêíîâåíèå äè-
àëîãà ìåæäó Âîñòîêîì è Çàïàäîì  êàê ôîðìû âçàèìîäåéñòâèÿ â ìóçû-
êàëüíîì èñêó ññòâå. Îòñþäà âîçíèêàåò ñòèëèñòè÷åñêîå ðàçíîîáðàçèå,
çàêëþ÷àþùååñÿ â ïðèìåíåíèè ðàçëè÷íûõ ìåòîäîâ, ïðèåìîâ, ôîðì,
àïåëëèðóþùèõ ê íååâðîïåéñêîé êóëü òóðíîé òðàäèöèè. Ñòèëåâîé
ïëþðàëèçì (èëè ìíîæåñòâåííîñòü) ïîñòìîäåðíèñòñêîãî ìóçûêàëü -

1 Ïîíÿòèå  Kunstwollen (â ïåðåâîäå ñ íåì. õóäîæåñòâåííàÿ âîëÿ) ââåë Àëîèç
Ðèãëü, ñ÷èòàâøèé Kunstwollen äâèæóùåé ñèëîé ìèðîâîãî èñêóññòâà. Ïðåäñòà-
âèòåëè íåìåöêîé øêîëû ïðèíÿëè â èñêó ññòâîâåä÷åñêóþ òåðìèíîëîãèþ ýòî
íîâîå ïîíÿòèå â íåñêîëüêî èíîé òðàêòîâêå. Íàïðèìåð, Ýðâèí Ïàíîôñêè
ïðåäëàãàë çàìåíèòü åãî õóäîæåñòâåííûì íàìåðåíèåì , êîòîðîå, ïî åãî ìíå-
íèþ, áîëåå ïðèñïîñîáëåíî ê êàíòèàíñêîé òåîðèè íà ó÷íîãî ïîçíàíèÿ. Ó ì-
áåðòî Ýêî ñ÷èòàë Kunstwollen ïîäõîäîì ê ðàáîòå, ñïîñîáîì òâîð÷åñêîãî ïðî-
öåññà (Ëåêñèêîí íîíêëàññèêè [..] 2003: 354).
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íîãî èñêó ññòâà, îò÷àñòè èíñïèðèðîâàííûé âîñòî÷íûì ïðèíöèïîì
âñå âî âñåì, îðãàíè÷íî óâÿçûâàåòñÿ ñ ïîñòóëàòîì èíäèâèäóàëüíûé õó-
äîæåñòâåííûé ñòèëü.

Ïåðåñìîòð êëàññè÷åñêèõ ïðåäñòàâëåíèé î ñîçèäàíèè è ðàçðóøå-
íèè, ïîðÿäêå è õàîñå, ñåðüåçíîì è èãðîâîì â èñêó ññòâå ñâèäåòåëüñòâî-
âàëè î ñîçíàòåëüíîé ïåðåîðèåíòàöèè ñ êëàññè÷åñêîãî ïîíèìàíèÿ
õóäîæåñòâåííîãî òâîð÷åñòâà íà êîíñòðóèðîâàíèå àðòåôàêòîâ ìåòî-
äîì àïïëèêàöèè. Íà ïåðâûé ïëàí âûäâèíóëèñü ïðîáëåìû ñèìóëÿêðà ,
ìåòàÿçûêà, èíòåðòåêñòóàëüíîñòè, êîíòåêñòà – õóäîæåñòâåííîãî, êóëü-
òóðíîãî, èñòîðè÷åñêîãî, íà ó÷íîãî, ðåëèãèîçíîãî. Ñèìóëÿêð çàíÿë â
ýñòåòèêå ïîñòìîäåðíèçìà ìåñòî, ïðèíàäëåæàâøåå õóäîæåñòâåííîìó
îáðàçó â êëàññè÷åñêîé ýñòåòèêå, è îçíàìåíîâàë ñîáîé ðàçðûâ ñ ðåï-
ðåçåíòàöèåé êàê îñíîâîé êëàññè÷åñêîãî çàïàäíîåâðîïåéñêîãî èñêó ñ-
ñòâà. Ñèìóëÿêð – îáðàç îòñóòñòâóþùåé äåéñòâèòåëüíîñòè, ïóñòàÿ ôîð-
ìà , àðòåôàêò, îñíîâàííûé ëèøü íà ìåòàôîðå ñîáñòâåííîé ðåàëüíîñ-
òè (Ëåêñèêîí íîíêëàññèêè [..] 2003: 409). ßðêèì ïðèìåðîì ñèìóëÿêðà
â ìóçûêàëüíîì èñêó ññòâå ýïîõè ïîñòìîäåðíèçìà ìîæåò ñëóæèòü Ìåðà
âðåìåíè è òèøèíû  (Wymiary czasu i ciszy) äëÿ õîðà è îðêåñòðà (1960)
Êøèøòîôà Ïåíäåðåöêîãî, â êîòîðîé ãåíåðèðóþùåé èäååé ÿâëÿåòñÿ
ìóçûêà, ðàñòâîðÿþùàÿñÿ â òèøèíå . Ìóçûêàëüíûé ìàòåðèàë çâó÷èò ó
ñîðîêà ñîëèñòîâ è äëèòñÿ 14’30’’ ìèíóò . Ïüåñà íå èìååò ôèíàëüíîãî
àêêîðäà è çàêàí÷èâàåòñÿ íà îòêðûòîì diminuendo, óõîäÿùåì â íèêó-
äà– ñâîåîáðàçíûé ìèêñò ñöåíè÷åñêîé àêöèè õîðà è ñèìôîíè÷åñêî-
ãî êîíöåðòà. Íåçàâåðøåííîñòü, îòêðûòîñòü , ïóñòîòà  ó Ïåíäåðåö-
êîãî ñèìâîëèçèðó åò êîñìîãîíèþ, áåñêîíå÷íîñòü çâóêîâîé ìàòåðèè.

Â ñîçäàíèè íîâûõ ìóçûêàëüíûõ ôîðì è êîìïîçèòîðñêèõ òåõíèê
(íàïðèìåð, òåõíèêà ñëó÷àéíîñòåé, ñïîíòàíèðîâàíèå), âîçíèêøèõ ïîä
âëèÿíèåì âîñòî÷íûõ êîíöåïòîâ, â ïîäà÷å ìóçûêàëüíîãî ìàòåðèàëà
(íàïðèìåð, â âèäå èìèòàöèè æóð÷àíèÿ âîäû ó Äæîíà Êåéäæà), â èíîì
îùóùåíèè ïðîñòðàíñòâà, âðåìåíè (íàïðèìåð, îñòàíîâèâøååñÿ âðå-
ìÿ â ñòàòè÷åñêîé êîìïîçèöèè), â îñâîáîæäåíèè îò èíäèâèäóàëüíîãî
àâòîðñêîãî íà÷àëà, ñîáñòâåííîãî ß, îïðåäåëÿþùèì ÿâèëñÿ ìåíòàëü-
íûé àñïåêò . Âî âñåõ ñëó÷àÿõ ìóçûêàíòû èñõîäèëè èç ïîíèìàíèÿ òîãî,
÷òî êàæäàÿ òâàðü, èëè ÷óâñòâóþùàÿ (êàê æèâîòíîå), èëè íå ÷óâñòâó-
þùàÿ (êàê êàìíè èëè âîçäóõ), åñòü Áóääà. Êàæäîå ñóùåå åñòü öåíòð
óíèâåðñóìà. Ïîýòîìó ìóçûêà ñëóæèò ñðåäñòâîì è óñëîâèåì îáíàðóæå-
íèÿ è ðàçâåðòûâàíèÿ ñóùåãî. Äëÿ ýòîãî êîìïîçèòîð äîëæåí ïðèíèìàòü
çâóêè îêðóæàþùåé ñðåäû, åæåñåêóíäíî ñîïðîâîæäàþùèå íàñ, è îñâîáî-
äèòüñÿ îò èíäèâèäóàëüíîãî àâòîðñêîãî íà÷àëà, îò ñâîåãî ýãî, ïðèíîñÿ-
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ùåãî ñòðàäàíèÿ è îòäåëÿþùåãî ÷åëîâåêà îò ìèðà. Ëèáî èñêóññòâî óñè-
ëèâàåò ýãî â åãî ñèìïàòèÿõ è àíòèïàòèÿõ, ëèáî îíî îòêðûâàåò óì ê
âíåøíåìó ìèðó (öèò. ïî: Ïåðåâåðçåâà 2006: 66–67).

Èíòåðåñ ìóçûêàëüíîãî àâàíãàðäà ê âîñòî÷íûì òðàäèöèÿì íà
óðîâíå ôîðìîîáðàçîâàíèÿ áûë ñâÿçàí ñî ñòðåìëåíèåì îñâîáîäèòüñÿ
îò îïðåäåëåííîé òèïîâîé êîíñòðóêöèè-ñõåìû, ñâîéñòâåííîé åâðî-
ïåéñêîé ìóçûêå. Çà îñíîâó áûëà âçÿòà ïàðàäèãìà âåùü êàê òàêîâàÿ,
÷òî îçíà÷àåò ïîçíàòü ïî-âîñòî÷íîìó , çíà÷èò, ïîñòè÷ü ñóùíîñòü âåùåé,
ñëèòüñÿ ñ ñóùåñòâîì ïðèðîäû (öèò. ïî: Ïåðåâåðçåâà 2006: 65). Â îáëà-
ñòè ôîðìîîáðàçîâàíèÿ ýòî áûëî ñâÿçàíî ñ îñâîáîæäåíèåì îò ïðåä-
çàäàííîñòè è ëèíåéíîñòè ïðîöåññà èíòîíàöèîííîãî ðàçâåðòûâàíèÿ,
îò ñâÿçåé ìóçûêàëüíîé êîìïîçèöèè ñ çàêîíàìè äðàìû (òî åñòü äèíà-
ìè÷åñêîãî ïîñòðîåíèÿ ôîðìû) è èëëþñòðèðîâàííîñòè  ÷óâñòâ è ýìî-
öèé, õàðàêòåðíûõ äëÿ åâðîïåéñêîé ìóçûêè. Äðóãîé öåëüþ ìóçûêàëü-
íîãî ñòðóêòóðèðîâàíèÿ åâðîïåéñêèõ ìóçûêàíòîâ, èñïûòûâàþùèõ
èíòåðåñ ê âîñòî÷íûì òðàäèöèÿì, ÿâèëîñü äâèæåíèå ê ñîáñòâåííî
çâóêó, ê åãî õàðàêòåðèñòèêå, ê ñïîñîáó èçâëå÷åíèÿ è çàïèñè, òî åñòü ê
ïðèðîäå çâóêà, â òîì ÷èñëå è ìóçûêàëüíîãî. Äæîí Êåéäæ ïèñàë: ß
îðèåíòèðîâàëñÿ íà Âîñòîê â îòíîøåíèè ìóçûêàëüíîé ôîðìû, õîòåë îñâî-
áîäèòüñÿ îò îïðåäåëåííîé òèïîâîé êîíñòðóêöèè-ñõåìû, ñâîéñòâåííîé
çàïàäíîåâðîïåéñêîé ìóçûêå. Ìíå êàæåòñÿ, íåîáõîäèìî áîðîòüñÿ ñ ôîð-
ìîé, èçáûòîê êîòîðîé ãðîçèò âñåîáùåé óíèôèêàöèåé  (öèò. ïî: Ïåðå-
âåðçåâà 2006: 54).

Íà ýòîé ïàðàäèãìàëüíîé îñíîâå ðîäèëèñü îñîáûå ìóçûêàëüíûå
ôîðìû, íå èìåþùèå àíàëîãîâ â åâðîïåéñêîé êîìïîçèòîðñêîé ïðàê-
òèêå. Â ðåçóëüòàòå âçàèìîäåéñòâèÿ âîñòî÷íîé è çàïàäíîé ìóçûêàëü-
íîé òðàäèöèè  íà àðõèòåêòîíè÷åñêîì óðîâíå ñôîðìèðîâàëèñü ýâîëþ-
öèîííûå ñòóïåíè íîâîé ìîðôîëîãèè. Þðèé Õîëîïîâ îïðåäåëÿåò äâà
ïóòè ôîðìîîáðàçîâàíèÿ (Õîëîïîâ 2002: 380):
— ïåðåèíòîíèðîâàíèå òðàäèöèîííûõ ôîðì íîâûì ÿçûêîì,
— òðàíñôîðìèðîâàííàÿ ôîðìà (òðàíñôîðìà), ò . å. íîâàÿ ôîðìà íà

îñíîâå òðàäèöèîííûõ ïðèíöèïîâ.
Ê ÷èñëó ïåðåèíòîíèðîâàííûõ ôîðì îòíîñÿòñÿ ñòàòè÷åñêàÿ (ñî-

íîðíàÿ) è ìóçûêàëüíî-òåàòðàëüíàÿ (íàïðèìåð, èíñòðóìåíòàëüíî-
òåàòðàëüíàÿ è ò. ï.), òðàíñôîðìà –  ðèòìè÷åñêàÿ (÷èñëîâàÿ), îòêðûòàÿ
(àëåàòîðè÷åñêàÿ), êîëëàæíàÿ, ãðàôè÷åñêàÿ. Îñòàíîâèìñÿ íà õàðàêòå-
ðèñòèêå âàæíåéøèõ.

Ñòà òè÷åñêàÿ ôîðìà  – ýòî ôîðìà ïðåáûâàíèÿ âî âðåìåíè, ò . å.
ðàñòÿíóòà ÿ âî âðåìåíè ìóçûêàëüíàÿ ñòðóêòóðà, ãäå ñòðóêòóðíûìè óç-
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ëàìè ÿâëÿþòñÿ çäåñü, òåïåðü, ìîìåíòû . Îðãàíèçîâàííàÿ ïî êàêîìó-
ëèáî ïðèíöèïó – ïîâòîðà, ÷èñëîâîãî ðÿäà, ðåïðèçíîñòè è ò . ï. – ìó-
çûêà ïî ñâîåìó çâóêîâîìó ñîñòàâó (ìàòåðèàëó) ìîæåò áûòü ñîíîðíîé,
ìèíèìàëèñòñêîé, ïðîñòðàíñòâåííîé (ñòåðåîôîíè÷åñêîé) è ïð., íå
ñîäåðæàòü êàêîãî-ëèáî öåëåíàïðàâëåííîãî äåéñòâèÿ è äèíàìèêè.
Åùå â íà÷àëå ÕÕ âåêà â åâðîïåéñêîé ïðàêòèêå ìîæíî îáíàðóæèòü
òàêîé ôîðìîîáðàçóþùèé ýëåìåíò êàê ñòàòèêà, õàðàêòåðíûé äëÿ ìó-
çûêàëüíîãî áûòèÿ ìíîãèõ âíååâðîïåéñêèõ êóëü òóð. Â êà÷åñòâå ïðè-
ìåðîâ ïðèâåäåì Çâóêè íî÷è èç öèêëà Íà âîëüíîì âîçäóõå  Áåëû Áàðòî-
êà, 3-þ ÷àñòü Ëèðè÷åñêîé ñþèòû Àëüáàíà Áåðãà è äð.

Ïèîíåðîì â ñîçäàíèè ôîðìû íååâðîïåéñêîãî òèïà ÿâèëñÿ Êàðë-
õàéíö Øòîêõà óçåí, êîòîðûé èñõîäèë èç òîãî, ÷òî âñå ïðîèñõîäÿùåå íå
ðàçâèâàåòñÿ îò îïðåäåëåííîãî íà÷àëà ê íåèçáåæíîìó êîíöó: êîíöåíò-
ðàöèÿ íà “ñåé÷àñ”, íà êàæäîì “òåïåðü”, ñîçäàåò ñëîâíî áû âåðòèêàëü-
íûå ñðåçû, âïëîòü äî âíåâðåìåííîñòè, êîòîðóþ ÿ íàçûâàþ âå÷íîñòüþ
(Øòîêõà óçåí 1995a: 41). Îí âûäâèíóë èäåþ ñòàòè÷åñêîé ôîðìû, àíà-
ëîãèè êîòîðîé âèäåë â âîñòî÷íûõ ïðèíöèïàõ íåäåÿíèÿ, ñîçåðöàíèÿ.
Â îñíîâå ñòàòè÷åñêîé ôîðìû ëåæèò îðèãèíàëüíàÿ êîíöåïöèÿ âðå-
ìåíè Øòîêõà óçåíà: Ñîâåðøåíñòâî îðãàíèçàöèè ìàòåðèàëà ïðåäïîëà-
ãàåò ïîñòîÿííîå ïðèñóòñòâèå åäèíîãî. Íèêàêîãî “ðàçâèòèÿ”: òîëüêî
ïîñòîÿííîå ïðèñóòñòâèå ñêâîçíîé îðãàíèçàöèè â ìóçûêå ìîæåò âûç-
âàòü ñîñòîÿíèå ì å ä è ò à ò è â í î ã î  [âûäåëåíî ìíîé. – À. Ñ.] ñëóøà-
íèÿ: ïðåáûâàíèå â ìóçûêå, íå òðåáóþùåå ïðåäûäóùåãî è ïîñëåäóþùåãî,
äëÿ òîãî ÷òîáû âîñïðèíèìàòü åäèíè÷íîå … (Øòîêõàóçåí 1995á: 46–47).
Ïðåáûâàíèå â ìóçûêå ñîîòâåòñòâóåò âîñòî÷íîìó ïðèíöèïó ìåäèòèðî-
âàíèÿ, ïîäðàçóìåâàÿ îñîáîå îùóùåíèå âðåìåíè, ëèøåííîå äèíàìè-
÷åñêîé ïðîöåññóàëüíîñòè, ñòàòè÷åñêè ñêîíöåíòðèðîâàííîå íà êàæ-
äîì ìãíîâåíèè. Ýòà êîíöåïöèÿ âðåìåíè, ðàçâåðíóâøàÿñÿ â ïîëíîé
ìåðå íåñêîëüêî ïîçäíåå, ïðèíöèïèàëüíà äëÿ òâîð÷åñêîé ôèëîñîôèè
Êàðëõàéíöà Øòîêõà óçåíà. Ñâåòëàíà Ñàâåíêî ïèøåò î åãî êîìïîçè-
öèè Stimmung:

Ýòî ñàìîå óáåäèòåëüíîå îñóùåñòâëåíèå âðåìåííûõ èäåé êîìïîçè-
òîðà, ïðèíöèïà ñòàòè÷åñêîé ìîìåíò-ôîðìû, ïîñêîëüêó çäåñü ñóùå-
ñòâóåò òî÷íàÿ èåðàðõè÷åñêàÿ çàâèñèìîñòü ñòàòè÷åñêîãî ìàêðîìèðà è
ïîäâèæíîãî, èçìåí÷èâîãî ìèêðîìèðà. Ýòà äèíàìè÷åñêàÿ ñîïðÿæåííîñòü
âñå âðåìÿ îùóùàåòñÿ ñëóøàòåëåì, ïåðåæèâàþùèì íåèñ÷åðïàåìîå áî-
ãàòñòâî ìîìåíòà, ðàñòÿíóòîãî äî âå÷íîñòè. Îáåðòîíîâûé êîìïëåêñ
çäåñü – çâóêîâîé êîñìîñ, åãî ôîðìèðîâàíèå è ðàçâåðòûâàíèå ïîäîáíî ñî-
çèäàíèþ âñåëåííîé, ðîæäåííîé ê æèçíè òâîð÷åñêîé âîëåé. Åñòåñòâåí-
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íàÿ ñâÿçü ðàçäåëîâ “Stimmung” íå ïðåïÿòñòâóåò îòêðûòîñòè êîìïîçèöèè:
äëèòåëüíîñòü îñíîâíîãî àêêîðäà ëåãêî ïðåäñòàâèòü è êàê ìãíîâåííóþ,
è êàê áåñêîíå÷íóþ, èáî åãî ñòàòèêà âíåâðåìåííà (Ñàâåíêî 1995: 25).

Ïðèìåð 1.  Êàðëõàéíö Øòîêõà óçåí, Stimmung (Íàñòðîé ) äëÿ øåñòè
âîêàëèñòîâ (1968), ñõåìà ðàñïîëîæåíèÿ ñîëèñòîâ (Â), ìóçûêàíòîâ è
ðåæèññåðîâ:

Â ìóçûêå Øòîêõà óçåíà âîñòî÷íûé ïëàñò  ñòàë íå òîëüêî ðåñóð-
ñîì íîâûõ ìóçûêàëüíûõ èäåé, íî è èñòî÷íèêîì äóõîâíîãî îáíîâëå-
íèÿ, âûõîäîì èç òâîð÷åñêîãî êðèçèñà. Ñîâïàäåíèÿ âàæíåéøèõ ýñòå-
òèêî-ôèëîñîôñêèõ ïîëîæåíèé âîñòî÷íîãî êîñìîãîíèçìà è íîâûõ
ïðèíöèïîâ ìóçûêè Øòîêõà óçåíà íåñîìíåííû, ïîðîþ – áóêâàëüíû.
Ñïîêîéñòâèå, òèøèíà è íåâîçìóòèìîñòü íà Âîñòîêå ïîñòîÿííî ñîïðè-
êàñàåòñÿ ñ âå÷íîñòüþ, ïèøåò Äàéñýöó Ñóäçóêè (öèò. ïî: Èñòîðèÿ ñî-
âðåìåííîé çàðóáåæíîé ôèëîñîôèè [..] (1997: 265).

Àíàëîãè÷íà òðàêòîâêà ñòàòè÷åñêîé ôîðìû ó Äü¸ðäÿ Ëèãåòè
(Apparitions, Atmosphères), ó Âÿ÷åñëàâà Êóçíåöîâà (cèìôîíè÷åñêèå
ìåäèòàöèè Òåíü ñòåêëà), Äæîíà Êåéäæà (Âàðèàöèè 1), Àëüôðåäà
Øíèòêå ( Pianissimo).

Äðóãîé òèï àðõèòåêòîíèêè – ðèòìè÷åñêàÿ ôîðìà ; ýòî îáû÷íî
çàìêíóòàÿ, ðåæå – ðàçîìêíóòàÿ ôîðìà, ñêîíñòðóèðîâàííàÿ ïî ïðèí-
öèïó ðèòìè÷åñêîé îðãàíèçàöèè èíäèéñêèõ  ò à ëà èëè ð à ãà. Ïîíÿòèå
òàëà îçíà÷àåò ïðèíöèï ìåòðîðèòìè÷åñêîé îðãàíèçàöèè â òðàäèöè-
îííîé èíäèéñêîé ìóçûêå (â ïåðâóþ î÷åðåäü, â ðàãå), îñíîâàííûé íà
ìíîãîêðàòíîì ïîâòîðåíèè ìåòðîðèòìè÷åñêîé ñåêöèè; êàæäûé òàëà
ñâÿçàí ñ îïðåäåëåííûì ýìîöèîíàëüíî-ïñèõîëîãè÷åñêèì ñîñòîÿíèåì
÷åëîâåêà. Ðèòìè÷åñêàÿ ôîðìà â öåëîì ñòðîèòñÿ íà îñíîâå îïðåäå-
ëåííîãî ÷èñëà.

Ïðèìåðîì èñïîëüçîâàíèÿ õàðàêòåðíûõ äëÿ òàëà è ðàãè ïðèåìîâ
ñëóæèò ñî÷èíåíèå Êåéäæà Postcard from Heaven (Îòêðûòêà ñ íåáåñ )
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äëÿ 1–20 àðô, íå èìåþùåå çàêëþ÷èòåëüíîé êàäåíöèè. Çäåñü, íà êàæ-
äîé íîòíîé ñòðàíèöå, âûïèñàíû 3 äâîéíûå ðàãè – âîñõîäÿùèå è íèñ-
õîäÿùèå çâóêîðÿäû. Èñïîëíèòåëü ñâîáîäåí â âûáîðå è ìîæåò èçáðàòü
òî èëè èíîå íàïðàâëåíèå çâóêîðÿäîâ, îòäåëÿÿ èõ (ðàãè) ïà óçàìè. Ñëå-
äóÿ ÷èñëîâîìó ðÿäó , àðôèñò òàêæå ìîæåò èçáðàòü è âðåìåííóþ åäè-
íèöó ðàãè: ïî 5 òàêèõ åäèíèö, çàòåì 7 è 8 è ò. ä. ïî êîíêðåòíîìó ðÿäó ,
îòäåëÿÿ ìåëîäè÷åñêèå ôðàçû ïà óçàìè. Ñî÷èíåíèå õàðàêòåðèçóåòñÿ
ìåòðîðèòìè÷åñêîé èçìåí÷èâîñòüþ è íåðåãóëÿðíîñòüþ. Â äåôèíèöèþ
ôîðìû ââåäåíû ñâîáîäà, èìïðîâèçàöèîííîñòü, èíäåòåðìèíèçì. Â
äàííîé ðèòìè÷åñêîé  ôîðìå îñîáîå, ñèìâîëè÷åñêîå çíà÷åíèå èìååò
íàïðàâëåíèå äâèæåíèÿ. Ò àê, èìïðîâèçàöèÿ íà âûòÿíóòûå  â çâóêî-
âóþ ëèíèþ òîíû ðàãè ñ ïîñòåïåííûì çàâîåâàíèåì âñåãî äèàïàçîíà
îçíà÷àåò äóõîâíîå âîñõîæäåíèå è ïîñòèæåíèå áîæåñòâåííûõ èñòèí,
ïîñëàííûõ íà îòêðûòêå ñ íåáåñ (Ïåðåâåðçåâà 2006: 203).

Ñèìïòîìàòè÷íî è îïèñàíèå Êåéäæåì ñâîåé êîìïîçèöèè Lecture
on Nothing (Ëåêöèÿ î Íè÷òî ), òàêæå îòíîñÿùåéñÿ ê ðèòìè÷åñêîé  ôîð-
ìå. Êîìïîçèöèÿ ðèòìè÷åñêè ñòðóêòóðèðîâàíà ïîñðåäñòâîì ÷èñëà. Â
ñî÷èíåíèè ÷èñëî 4 ðàçäåëåíî íà íåñêîëüêî ñîñòàâëÿþùèõ: íà 2+2,
íà 2+1+1, íà 1+1+1+1 è ò . ï., è òåì ñàìûì ÷èñëî 4 ÿâèëîñü ôîðìîîá-
ðàçóþùèì ïðèíöèïîì ñî÷èíåíèÿ. Ò àê, â êàæäîé ñòðîêå òåêñòà ïî 4
òàêòà, 12 ñòðîê îáðàçóþò ìåëêèé ðàçäåë ðèòìè÷åñêîé ñòðóêòóðû. Âñåãî
îáðàçóåòñÿ 48 ðàçäåëîâ ïî 48 òàêòîâ â êàæäîì. Ëåêöèÿ äåëèòñÿ íà ïÿòü
êðóïíûõ ÷àñòåé â ñëåäóþùåì ñîîòíîøåíèè ðàçäåëîâ: 7–6–14–14–7.
Íà îñíîâå òîãî æå ÷èñëîâîãî ðÿäà â Lecture on Nothing îðãàíèçîâàíû
48 òàêòîâ êàæäîãî ìåëêîãî ðàçäåëà. 45 ìèíóò ëåêöèè áûëè ðàçäåëåíû
ïî çàêîíó êâàäðàòíîãî êîðíÿ: âåñü òåêñò – íà ïÿòü áîëüøèõ ÷àñòåé,
òå â ñâîþ î÷åðåäü – íà ïÿòü ìàëûõ. Îðãàíèçàöèÿ ïîñðåäñòâîì êâàä-
ðàòíîãî êîðíÿ äàåò âîçìîæíîñòü ïîñòðîèòü ìèêðî- è ìàêðîêîñìè÷åñ-
êóþ ðèòìî-ñòðóêòóðó , êîòîðóþ ÿ íàõîæó âåñüìà ïðèåìëåìîé è ïðèåì-
ëþùåé. Íà ïðåìüåðå ÿ ðàñòÿãèâàë ñëîâà, ñëîãè, èñïîëüçîâàë ïðèåì rubato,
äåëàë åñòåñòâåííûå äëÿ ðå÷è ïàóçû è íàìåðåííûå îñòàíîâêè â îïðåäå-
ëåííûõ ìåñòàõ ñîãëàñíî ÷èñëîâîé ôîðìóëå  (öèò. ïî: Ïåðåâåðçåâà 2006:
223). Ðèòìè÷åñêèå ñòðóêòóðû ïðåäñòàâëÿþò îñíîâíóþ ôîðìîîáðàçó-
þùóþ èäåþ êîìïîçèöèé Äæîíà Êåéäæà. Ðèõàðä Êîñòåëàíåö ïèøåò:
Ðèòìè÷åñêèé ïîäõîä Êåéäæà – ýòî àíàëîã èíäèéñêîãî òàëà, íî ñ íà÷à-
ëîì è îêîí÷àíèåì, õàðàêòåðíûì äëÿ çàïàäíîé ìóçûêè  (öèò. ïî: Ïåðå-
âåðçåâà 2006: 201). Ïðèìåðàìè ðèòìè÷åñêîé ôîðìû ÿâëÿþòñÿ òàêæå
Harawi Îëèâüå Ìåññèàíà, ñèìôîíèÿ Ñëûøó… Óìîëêëî… (ôîðìà ñòðî-
èòñÿ ïî ìàòåìàòè÷åñêîé ïðîïîðöèè Ôèáîíà÷÷è), ×åò è íå÷åò äëÿ
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óäàðíûõ è êëàâåñèíà (ñîîòíîøåíèå ÷åòíûõ è íå÷åòíûõ ÷èñåë 2 è 3,
ñèìâîëèçèðóþùèõ òüìó è ñâåò , îïðåäåëÿåò ðèòìè÷åñêóþ ñòðóêòóðó
ñî÷èíåíèÿ) Ñîôüè Ã óáàéäóëèíîé.

Âàæíåéøèì äîñòèæåíèåì åâðîïåéñêîãî ìóçûêàëüíîãî àâàíãàðäà,
èñïûòûâàþùåãî ïèåòåò ê âîñòî÷íîé òðàäèöèè, ÿâëÿåòñÿ îòêðûòàÿ
ôîðìà , ò. å. ôîðìà, íå èìåþùàÿ îêîí÷àíèÿ è äîïó ñêàþùàÿ ðàçëè÷-
íûå âàðèàíòû èñïîëíåíèÿ (Çàïåâàëîâà 2009).  Îòêðûòóþ  ôîðìó îò-
ëè÷àåò ðÿä îñîáåííîñòåé: ñòðóêòóðíàÿ ðàçîìêíóòîñòü, ñëó÷àéíîñòü,
íåïðåäñêàçóåìîñòü, ñìûñëîâàÿ íåîäíîçíà÷íîñòü. Ôîðìà îñíîâàíà íà
ïðèíöèïå èìïðîâèçàöèè, ïî ñâîåé òðàêòîâêå âðåìåíè òàêæå ïðèáëè-
æàþùåéñÿ ê èíäèéñêîé ðàãå. Ñ ìåòàôîðîé ðàãè îòêðûòóþ  ôîðìó
ðîäíèò èäåÿ áåñêîíå÷íîñòè è ìíîãîâàðèàíòíîñòü, ñâîåîáðàçíî ðåà-
ëèçóþùàÿ âîñòî÷íûé ïðèíöèï ìíîæåñòâåííîñòè. Ñ âîñòî÷íîé òðà-
äèöèåé ñâÿçàí è ñâîáîäíûé ïîðÿäîê ñëåäîâàíèÿ ÷àñòåé â ïðîöåññå
èñïîëíåíèÿ, áàçèðóþùèéñÿ íà èäåå ñïîíòàíèðîâàíèÿ. Íåò íè÷åãî
ñïëîøíîãî, öåëüíîãî [..]. Ñàìîå áûòèå åñòü åæåìãíîâåííîå èçìåíåíèå,
èáî ãäå íåò ïåðåìåíû, íåò è áûòèÿ  (Ñîâðåìåííûé ôèëîñîôñêèé ñëîâàðü
1996: 55). Â êà÷åñòâå ïðèìåðà ïðèâåäåì Òðåòüþ ñîíàòó Ïüåðà Áóëåçà.
Ãåíåðèðóþùåé èäååé ñîçäàíèÿ îòêðûòîé  ôîðìû ÿâèëñÿ ïîäõîä ê
ïðîáëåìå ñëó÷àéíîñòè â èìïðîâèçàöèîííûõ ôîðìàõ èíäèéñêîé ìó-
çûêè, ñâîáîäíîé îò ìåòðè÷åñêèõ íîðì (Çîëîçîâà 1989: 56). Èäåÿ áåñ-
êîíå÷íîñòè îáðåëà êîíêðåòíûé âèä â îòêðûòîé  ôîðìå Êàðëõàéíöà
Øòîêõà óçåíà (Zyklus äëÿ óäàðíûõ èíñòðóìåíòîâ, Momente äëÿ ñîïðà-
íî, ÷åòûðåõ õîðîâûõ ãðóïï è 13 èíñòðóìåíòîâ).

Îòäåëüíûå ýëåìåíòû ïðîÿâëåíèÿ âîñòî÷íûõ ïðèíöèïîâ ( âñå âî
âñåì, âñå èç îäíîãî) â ôîðìîîáðàçîâàíèè íàõîäèì â óíèôîðìàëüíîé
ìóçûêå, ïîçèöèîíèðóþùåé ñåáÿ ìîìåíò-ôîðìîé . Ìîìåíò-ôîðìà
ïàðàäîêñàëüíà ñ òî÷êè çðåíèÿ êëàññè÷åñêîãî ìóçûêàëüíîãî ìûøëå-
íèÿ: ñ îäíîé ñòîðîíû, öåëüþ ìóçûêàëüíîãî áûòèÿ ñòàâèòñÿ ïðåáûâà-
íèå âî âðåìåíè, ãäå âðåìÿ âûñòóïàåò â ðîëè ìóçûêàëüíî îðãàíèçî-
âàííîãî áûòèÿ. Ñ äðóãîé ñòîðîíû, ðåàëüíîå âðåìÿ îñòàíàâëèâàåòñÿ,
òîãäà êàê õðîíîëîãè÷åñêîå ìãíîâåíèå  â âîñïðèÿòèè ðàçáóõàåò äî ïñè-
õîëîãè÷åñêîé âå÷íîñòè. Â ìîìåíò-ôîðìå Øòîêõà óçåí âèäèò ñâîåîá-
ðàçíóþ òåíäåíöèþ ïîáåäèòü êîíå÷íîñòü âðåìåíè, ïîáåäèòü ñìåðòü
(Øòîêõà óçåí 1995á: 45).

Ïðèìåðîì ìîìåíò-ôîðìû ÿâëÿåòñÿ  Mantra äëÿ äâóõ ôîðòåïèàíî
è óäàðíûõ, ãäå Øòîêõàóçåí îáðàùàåòñÿ ê áåñêîíå÷íîìó ìåëîäè÷åñêîìó
âàðüèðîâàíèþ íà îñíîâå òåõíèêè ãîðèçîíòàëüíîãî äëåíèÿ. Â îñíîâå
ñî÷èíåíèÿ ëåæèò îäíà èíòîíàöèîííàÿ ôîðìóëà, êîòîðàÿ áîëüøå, ÷åì
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ëåéòìîòèâíûé èëè ïñèõîãðàììàòè÷åñêèé çíàê, áîëüøå, ÷åì ðàçâåðòû-
âàþùàÿñÿ òåìà èëè ãåíåðèðóåìàÿ ñåðèÿ: ôîðìóëà-ìàòðèöà è ïëàí ìèê-
ðî- è ìàêðîôîðìû, íî âìåñòå ñ òåì òàêæå ïñèõè÷åñêèé îáðàç è îòðà-
æåíèå êîëåáàíèé ñóïåðìåíòàëüíûõ ïðîÿâëåíèé  (Áàòþê 1999: 91–110).

Ïðèìåð 2.  Êàðëõàéíö Øòîêõà óçåí, Mantra äëÿ äâóõ ôîðòåïèàíî è
óäàðíûõ (1970), ôîðìó ëà:

Ìàíòðà 2 – ýòî ñàêðàëüíàÿ ïîýçèÿ, ñâÿùåííûé ãèìí â áóääèçìå,
òðåáóþùèé òî÷íîãî âîñïðîèçâåäåíèÿ çâóêîâ, âûðàæåííûõ çâóêîâîé

2 Ìàíòðà  (ñàíñêð. mantra – ðàññóæäåíèå, èçðå÷åíèå) – ñâÿùåííûé ãèìí â
áóääèçìå, ÷àñòü ðèòóàëà â âåäèéñêîé ðåëèãèè. Ìàíòðà – ýòî çâóêè Âñåëåí-
íîé. Ìàíòðà ïðåäñòàâëÿåò ñîáîé ñî÷åòàíèå íåñêîëüêèõ çâóêîâ èëè ñëîâ íà
ñàíñêðèòå, êàæäûé èç êîòîðûõ èìååò ãëóáîêèé ðåëèãèîçíî-ôèëîñîôñêèé
ñìûñë. Ñî÷åòàíèå çâóêîâ, ðåçîíàíñà è ðèòìà ìàíòðû ïðèâîäèò ê èçìåíåí-
íîìó ñîñòîÿíèþ ñîçíàíèÿ, êîòîðîå ïðîèçâîäèòñÿ íàøèì ïîäñîçíàíèåì ÷å-
ðåç ïðîèçíåñåíèå èëè ïðîãîâàðèâàíèå ñëîâ/çâóêîâ, â ìóçûêàëüíîì èñêó ñ-
ñòâå ìàíòðà ðåïðåçåíòèðóåò ñëîâåñíûå ôîðìóëû ( âèáðàöèè Áåñêîíå÷íîãî) â
âèäå òî÷íîãî âîñïðîèçâåäåíèÿ çâóêîâ. Ñóùåñòâó åò ìíîæåñòâî ìàíòð, íî êàæ-
äàÿ èç íèõ îáëàäàåò ñîáñòâåííûìè êà÷åñòâàìè, ðèòìîì è âîçäåéñòâèåì.
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ôîðìóëîé. Îíà ïðåäñòàâëÿåò ñîáîé îáëàñòü ñâåðõñîçíàíèÿ, èç êîòîðîãî
èñõîäèò òâîð÷åñêàÿ èíòóèöèÿ. Ïîñëå ìíîãîêðàòíûõ ïîâòîðåíèé ðîæ-
äàåòñÿ èíòóèòèâíîå îùóùåíèå. ×òåíèå ìàíòð ïðîèñõîäèò â çàñòûâ-
øåì , îñòàíîâèâøåìñÿ  âðåìåíè, äëÿùåìñÿ è ñòîÿùåì îäíîâðåìåííî,
ðàñòåêàíèå îäíîãî âî âñåì . Øòîêõà óçåí òî÷íî óêàçûâàåò, ÷òî åãî ñîá-
ñòâåííûå ïðåäñòàâëåíèÿ î ìàíòðàõ âçÿòû èì èç êíèãè Ñàòïðåìà îá
èíäèéñêîì ìûñëèòåëå Øðè À óðîáèíäî 3. Â èíòåðâüþ ïî ïîâîäó ñâî-
åãî ñî÷èíåíèÿ Øòîêõà óçåí ãîâîðèò îá èíäèéñêîé ôèëîñîôèè è ìó-
òàöèÿõ ÷åëîâå÷åñêîãî ñîçíàíèÿ, î íîâîì ÷åëîâåêå , âîñïèòûâàåìîì
òàêîé ìóçûêîé, î ðàñòÿæåíèè ïðîñòðàíñòâà (Øòîêõà óçåí 1995á: 44).

Ãëàâíûì, ÷òî ñâÿçûâàåò ýòî ïðîèçâåäåíèå ñ âîñòî÷íîé ìåíòàëü-
íîñòüþ, ÿâëÿåòñÿ èíòåëëåêòóàëüíîå ñòðîåíèå, ò. å. ëîãèêà ïîñòðîåíèÿ
öåëîãî ñîãëàñíî âîñòî÷íîìó ïðèíöèïó âñå èç îäíîãî, ðèòìè÷åñêèå
êîëåáàíèÿ ôîðìóëû, êîòîðàÿ ëåæèò â îñíîâå ýòîãî öåëîãî, ñîçäàþò
îïðåäåëåííîå ïðîãðàììíîå ïîëå âîçäåéñòâèÿ íà ñëóøàòåëÿ/èñïîë-
íèòåëÿ. Ñîãëàñíî ó÷åíèÿì éîãè ìíîãîå èç òîãî, ÷òî ìû ñîçäàåì, ÿâëÿ-
åòñÿ ïîäñîçíàòåëüíûì àâòîìàòè÷åñêèì ïðîãðàììèðîâàíèåì ÷åðåç ïðî-
èçíåñåíèå, ïðîãîâàðèâàíèå ñëîâ/çâóêîâ. Èíòåðïðåòèðó ÿ ñàêðàëüíîå
çíà÷åíèå ìàíòð â áóääèçìå, ñëåäó åò âûäåëèòü òîò ôàêò, ÷òî ïðîèçíå-
ñåííîìó ñëîâó ïðåäøåñòâó åò ìûñëü, êîòîðàÿ â ñâîþ î÷åðåäü îáëàäàåò
ñîçèäàòåëüíîé ñèëîé. Âåñü ñìûñë çàêëþ÷àåòñÿ â ñôåðàõ ñàìîâíóøå-
íèÿ è àáñòðàêòíîãî óìîçðåíèÿ. Èìåííî â êîìïîçèöèè Mantra Øòîê-
õàóçåí ïðèõîäèò ê ìåòîäó ôîðìóëüíîñòè, èñïîëüçó ÿ 13-çâó÷íîå çâå-
íî, êîòîðîå ðàçðàáàòûâàåòñÿ íà ïðîòÿæåíèè âñåãî ñî÷èíåíèÿ, òåì
ñàìûì àäàïòèðó ÿ âîñòî÷íûå èäåè â çàïàäíîì ìóçûêàëüíîì àâàíãàðäå
(Áàòþê 1999: 92).

Ôîðìóëà – ýòî ìóçûêàëüíîå ÿâëåíèå, ðàçâèâàþùååñÿ íà îñíîâå
êîíêðåòíîé çâóêîâîé ñòðóêòóðû, à íå ñþæåòà, â ýòîì åå îòëè÷èå îò

3 Êíèãà ôðàíöóçñêîãî àâòîðà Ñàòïðåìà Øðè Àóðîáèíäî, èëè Ïóòåøåñòâèå
ñîçíàíèÿ  èçâåñòíà êàê êëàññè÷åñêîå ââåäåíèå â ìèðîâîççðåíèå Øðè Àóðî-
áèíäî (1872–1950) – âûäàþùåãîñÿ èíäèéñêîãî ïðîâèäöà, éîãè, ïîýòà è ôè-
ëîñîôà. Ïîëó÷èâ êëàññè÷åñêîå îáðàçîâàíèå â Àíãëèè, ïî âîçâðàùåíèè â
Èíäèþ îí ñòàíîâèòñÿ îäíèì èç ëèäåðîâ íàöèîíàëüíî-îñâîáîäèòåëüíîãî
äâèæåíèÿ, à çàòåì íåîæèäàííî îñòàâëÿåò ïîëèòè÷åñêóþ äåÿòåëüíîñòü è ïîë-
íîñòüþ ïîñâÿùàåò ñåáÿ éîãå è èññëåäîâàíèÿì ÷åëîâå÷åñêîãî ñîçíàíèÿ. Ëè-
òåðàòóðíîå íàñëåäèå Øðè Àóðîáèíäî íàñ÷èòûâàåò 35 òîìîâ. Îñîáîå ìåñòî
çàíèìàåò â íåì øåäåâð ìèðîâîé ïîýçèè – ýïè÷åñêàÿ ïîýìà Ñàâèòðè, êîòî-
ðóþ â Èíäèè íàçûâàþò ïÿòîé Âåäîé.
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âàãíåðîâñêèõ ëåéòìîòèâîâ, ñâÿçàííûõ ñ êîíêðåòíûìè ïåðñîíàæàìè
èëè ïðåäìåòàìè. Îíà (ôîðìóëà) ñîäåðæèò â ñåáå íå òîëüêî ìàòåðèàë,
íî è ñàìè çàêîíû åãî ðàçâèòèÿ â îòëè÷èå îò òåìàòèçìà; èìååò çàôèê-
ñèðîâàííûé ìóçûêàëüíûé îáðàç, ïðåäïîëàãàþùèé ñîâîêóïíîñòü
íåñêîëüêèõ óñòîé÷èâûõ ïàðàìåòðîâ (ðèòì, äëèòåëüíîñòü, äèíàìèêó).
Èìåííî èç ôîðìóëû âûâîäèòñÿ âñÿ òêàíü ïðîèçâåäåíèÿ ïóòåì ðàñ-
êðûòèÿ âñåãî çàêëþ÷åííîãî â îáðàçå ïîòåíöèàëà ðàçíîîáðàçíûõ âîç-
ìîæíîñòåé.

Èäåþ ôîðìóëüíîé êîíöåïöèè, êîððåëèðóþùåé ñ âîñòî÷íûì
ïðèíöèïîì âñå èç îäíîãî, Øòîêõà óçåí ïðèìåíèë ïîçäíåå â Inori (Ïî-
êëîíåíèå ) äëÿ äâóõ ñîëèñòîâ è îðêåñòðà, â ãåïòàëîãèè Licht (Ñâåò) äëÿ
ñîëî âîêàëèñòîâ, èíñòðóìåíòàëèñòîâ, òàíöîðîâ, õîðîâ, îðêåñòðîâ,
áàëåòà è ïàíòîìèìû, â êîòîðîé êîìïîçèòîð èñïîëüçîâàë ñâÿçü ìó-
çûêàëüíîãî ñ íåìóçûêàëüíûìè ÿâëåíèÿìè (ñïåêòðàìè ñâåòà, öâåòà,
ïîëîæåíèåì íåáåñíûõ ñâåòèë, âðåìåíàìè ãîäà è ñóòîê). Öèêë îñíî-
âàí íà ðàñêðûòèè íåñêîëüêèõ ñî÷åòàþùèõñÿ ìåæäó ñîáîé ëàäîâ, êî-
òîðûå îòðàæàþò îïûò ïñèõîëîãè÷åñêîé ìåäèòàöèè, è èìååò ñâîé ïñè-
õîëîãè÷åñêèé êîä. Îòñþäà ñëîæíîñòü ìóçûêàëüíîé ãðàììàòèêè è
íåîáõîäèìîñòü ïîäãîòîâêè ñëóøàòåëÿ ê âîñïðèÿòèþ.

Òàêèì îáðàçîì, íîâûå òåíäåíöèè ôîðìîîáðàçîâàíèÿ àâàíãàðä-
íûõ êîìïîçèöèé èíñïèðèðîâàíû àêòèâíûì èíòåðåñîì ê âîñòî÷íûì
òðàäèöèÿì, òðàêòóåìûõ çàïàäíûìè êîìïîçèòîðàìè êàê ôàêòîð îá-
íîâëåíèÿ ó ñòîÿâøèõñÿ ñòåðåîòèïîâ. Ýòî ïðèâåëî ê îáîãàùåíèþ è
ïåðåèíòîíèðîâàíèþ  ñëîæèâøèõñÿ â åâðîïåéñêîé ìóçûêå àðõèòåêòî-
íè÷åñêèõ ïðèíöèïîâ, à òàêæå ê ñîçäàíèþ íîâûõ ôîðì, ñâÿçàííûõ ñ
íååâðîïåéñêèì òèïîì ìûøëåíèÿ. Ïàðàäèãìà ìíîæåñòâåííîñòè ìóçû-
êàëüíîãî ïîñòìîäåðíèçìà îïðåäåëèëà íîâèçíó ìóçûêàëüíîãî êîíñò-
ðóèðîâàíèÿ è àðõèòåêòîíè÷åñêîãî çàìûñëà. Ýòî íàøëî ïðîÿâëåíèå â
êîìïîçèòîðñêîé òåõíèêå åâðîïåéñêèõ ìóçûêàíòîâ: àëåàòîðèêà –
ìóçûêàëüíîå âîïëîùåíèå òåîðèè ñëó÷àéíîñòè, ñîíîðèêà – ïðåáûâà-
íèå â çâó÷àíèè, ìåäèòàòèâíîñòü – ìóçûêàëüíîå ïîãðóæåíèå â ìèð ñîá-
ñòâåííîãî ß, ìèíèìàëèçì – ëàêîíèçì è ïðîñòîòà â èñïîëüçîâàíèè
ìóçûêàëüíûõ ñðåäñòâ. Bñå ýòè ñïîñîáû êîíöåíòðàöèè ìóçûêàëüíîãî
ìàòåðèàëà ïðåäñòàâëÿþò ñîáîé àðõèòåêòîíè÷åñêèé àñïåêò íîâîé ìó-
çûêàëüíîé ðåàëüíîñòè, êîòîðàÿ âîçíèêëà â ðåçóëü òàòå àäàïòàöèè
âîñòî÷íîé òðàäèöèè â àâàíãàðäíîì êîìïîçèòîðñêîì òâîð÷åñòâå.
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Refraction of East Traditions in Architectonics of
Musical Compositions in the Second Half of the 20th Century

Alla Subbotniaya

Summary

European musical art of the second half of the 20th century has
undergone substantial changes in the level of the architectonics, as reflected
in the new principles of forming and types of forms: open, static, rhythm,
and the moment-forms. Appeal of Western composers to the philosophical
and ideological ideas of the Buddhist East was the enrichment and renewal
of compositional techniques of individual styles, creating new designs
and shapes, variety of styles. Most pronounced of these processes have
shown themselves in the art of postmodernism (the second musical avant-
garde) or Kunstwollen.

The interaction between Eastern and Western musical traditions in
the architectonic level, formed a new evolutionary stage morphology.
Jurij Holopov defines two ways of forming:
— change of traditional forms with the new language (static form),
— transformation, a new form based on traditional principles (open,

rhythmic, the moment-forms).
S t a t i c f o r m – a form of stay in time, stretched in time musical

structure, where the structural nodes are here, now, moments. It doesn’t
contain any action and dynamics. O p e n  f o r m  based on the principle
of improvisation, in its treatment of time is also approaching Indian raga.
Rhy thm i c form based on a certain number. The momen t - f o r m based
on the principle of infinite melodic variation on the basis of a formula.

In the field of architectonic created new form: o p en (Third Sonata
of Pierre Boulez, Zyklus  and Momente of Karlheinz Stockhausen),
r h y t h m i c (Lecture on Nothing of John Cage), static (Apparition s,
Atmospheres of György Ligeti, symphonic meditation Shadow Windows
of Vjaèeslav Kuznecov), the m o m e n t - f o r m s (Mantra of Stockhausen)
associated with the principle of randomness, improvisational music
making, meditation and concentration on one thing, with the idea of
infinity, mediated with Indian raga. Interest in the musical avant-garde
to the eastern traditions at the level of formation was associated with a
desire to get rid of certain types of design diagrams, characteristic of
European music.
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Mindaugas Urbaitis (1952) at the end of 20th century was the most
radical minimalist in Lithuanian contemporary music, scandalizing the
local audience with prolonged compositions built from endless repetitions
of seemingly unchanging material, such as hour-long Trio for three
melodic instruments (1982). The works by Urbaitis of this period are
characterized by particular rationalism, integrity and purity.

 Johann Sebastian Bach, Anton Bruckner, Johannes Brahms, Wolf-
gang Amadeus Mozart, Ástor Piazzolla, Richard Wagner, were composers
from the past whose fragments of music opuses Mindaugas Urbaitis
recreated in his own compositions. These were as the signs of re-composi-
tion or recycling by composer.

Minimalism emerged in Lithuania not as a result of the hippies and
their manifestos, as happened in the USA and the Netherlands in 1960s.
It wasn’t a manifestation of clubs or garages, and even more recording
studios, with musicians, often nonprofessionals, who liked jazz or rock,
or were fascinated by Indian or African music, partaking (Nakas 2004).

At the end of the 1970s Lithuanian minimalism was being created
by academic composers, who had chosen it as to degree legitimized (not
in Lithuania), refined aesthetic and technology, which allowed the incor-
poration and fusion of components of a highly diversified nature – from
elementary diatonics to complex structures. According to the composer
and musical writer Ðarûnas Nakas, fast came eclectically structured pre-
minimalist music: instrumental theatre, church, avant-garde and popular
music (Nakas 2004).

Lithuanian minimalism took advantage of an interesting historical
parallel: an archaic folk music tradition – protominimalist music – the
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sutartinës as if it is a powerful load of minimalist inspiration sutartinës
carry (Urbaitis, Nakas 2006). More than one composition accreted a
dense layer of historical, cultural, religious, and resistential semantics.

Different sorts of minimalism took part in works by Bronius Ku-
tavièius in Lithuania, Veljo Tormis and Arvo Pärt in Estonia. Original
visions in works by composers where created with jearn for forgotten
rites and a time longpast. In every case, the composers were striving for
a contemplative and meditative effect.

Another type of minimalism, much closer to its American variety,
was chosen by Mindaugas Urbaitis. Certain of his compositions overly
emulate the style of Philip Glass and Steve Reich.

Let’s return to the composer’s opuses on religious texts. Among all
his about 60s works (Mindaugas Urbaitis. Works), it took a very little
part, only eight ones:
— Behold, My Love: text from Song of Songs and Robert Herrick for

soprano, flute, cello and harpsichord, 2010, 8’30’’;
— Three Liturgical Choirs : liturgical text for choir, 2005, 10’;
— The Book of Jerusalem of the North: text from the Old Testament

in Hebrew for tenor and violino solo, men’s choir, piano, celesta,
percussion, 2001, 18’;

— Celebrabo te, Domine: texts from Psalms in Latin for two sopranos,
choir (ssaa), flute, oboe, harpsichord, organ, cello, 2000, 15’ (the
first version without choir, 1996, 15’);

— A Child is Born in Bethlehem: text by Martynas Maþvydas for voice,
oboe, bells, organ, cello, 1997;

— Mary the Virgin : text by Martynas Maþvydas for voice and kanklës,
1997;

— Hymn About the Holy Sacrament for voice, cello and kanklës, 1997;
— Lacrimosa: liturgical text for choir (satb), 1994, 5’.

From about eight ones, Celebrabo te, Domine is an example of the
expression of the Word and Music based on Psalm texts. The statics of a
fourth, marcato and delays by two notes characterized by successive steps
of melody and unexpected leaps by a seventh, ninth and delays by two or
more notes. It is the result of the clash between the ancient culture of the
Bible world times and the present days. In subsequent work by Urbaitis
we can look for the mature piece where the Scriptural Word and Tone
are united in close proximity.

We have a special look for the opuses contemplating origins in
Mindaugas Urbaitis’ composition The Book of the Jerusalem of the North;
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— texts from the first book of Chronicles, chapter 1: verses 1–9, 17–
18, 20–34, 35–42; chapter 2: 1–2, 5–6, 8–9, 16; chapter 4: 24–27;
chapter 16: 8, 23, 28, 31, 34, 36;

— the Book of Tobit, chapter 13: 1, 10–11, 19–20.

Some words about the name of the composition by Urbaitis. It may
be traced to the most ancient times, when Vilnius (Vilne – yiddish) was
the city that brought to Lithuanian Jews exceptional fame. The first
document mentioning Jews in Vilnius dates back to 1567. In 18th century
the great genius Gaon of Vilna emerged. Since then Vilnius became a
recognized spiritual center. It was called Jerusalem of Lithuania. There
are several versions of the story why Vilnius was so exceptional, but this
is only legend (Why Jerusalem of Lithuania?). Really Jerusalem of Vilnius
is in the North from Jerusalem in Israel, Holy Land.

The biblical descendants of Israel starting from Adam, Abraham,
the kings and twelve tribes are recited in the part of choir.

We can see the text in Hebrew prepared by Lara Lempertienë. Because
the Book of Tobit isn’t in Hebrew Scripture as a canonical text, she works
with the text translated from Greek.

Men’s choir
The First Book of Chronicles, chapter 1, verses 1–9

1. A-dam set e-noð. 2. Kei-nan ma-ha-lal’el ja-red. 3. Cha-noch me-
tu-ðe-lach la-mech. 4. No’ach ðem cham va-ja-fet. 5. Be-nei je-fet// go-
mer u-ma-gog// u-ma-di ve-ja-van// ve-tu-val u-me-ðech ve-ti-ras. 6. Uv-
nei go-mer// að-ke-naz ve-di-fat ve-to-gar-ma. 7. Uv-nei ja-van// e-li-ða
ve-tar-ði­ða// kit-t im ve-ro-da-nim. 8. Be-nei cham// kuð u-mic-ra-jim//
put uch-na’an. 9. Uv-nei kuð// se-va va-cha-vi-la// ve-sav-ta ve-ra-ma ve-
sav-te-cha// uv-nei ra-ma// ðeva u-de-dan.

Lower we can see the text in English translated from website Bible
(quoted after: The First Book of the Chronicles 1901).

1 Adam, Seth, Enosh, 2 Kenan, Mahalalel, Jared, 3 Enoch,
Methuselah, Lamech, 4 Noah, Shem, Ham, and Japheth. 5 The sons of
Japheth: Gomer, and Magog, and Madai, and Javan, and Tubal, and
Meshech, and Tiras. 6 And the sons of Gomer: Ashkenaz, and Diphath,
and Togarmah. 7 And the sons of Javan: Elishah, and Tarshish, Kittim,
and Rodanim. 8 The sons of Ham: Cush, and Mizraim, Put, and Canaan.
9 And the sons of Cush: Seba, and Havilah, and Sabta, and Raama, and
Sabteca. And the sons of Raamah: Sheba, and Dedan.
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The musical realisation of these words is very simple: rithmical
recitation, intonations of seconds, echo effect, clear rhythm and emotional
differences, specially sourced from the words semantic meanings.

Example 1 Rithmical recitation  and Example 2 Intonations of
seconds see on p. 259, Example 3 Echo effect see on p. 260.

On the text of the Book of Tobit the musical realisation are soft (in
melody) and in Hebrew intonational segments: especially fourth, tercias,
sixths and larger seconds.

Example 4 Tenor. The Book of Tobit, chapter 13: verse 1 see on
p. 260.

2. [..] Ha-ðem e-lo-him ma’ad-dir// ðe-me-cha mal-chu-te-cha mal-
chut kol’o-la-m im.

(Then Tobit composed this joyful prayer: Blessed be God who lives
forever, because his kingdom lasts for all ages)

The fifth, larger tercias we can see also in the musical realisation of
the words of the Book of Tobit, verses 10–11.

Example 5 Tenor. The Book of Tobit, chapter 13: verse 10–11 see
on p. 261.

11. Ha-le-lu-hu be-chi-rei ha-ðem// ho-du ve-ra-ne-nu li-ðmo.
12. Ve’et je-ru-ða-la-jim kir-j at el// hu pa-kad be-ðe-vet pið’ech [..]

(Praise the LORD for his goodness, and bless the King of the ages,
so that his tent may be rebuilt in you with joy. May he gladden within
you all who were captives; all who were ravaged may he cherish within
you for all generations to come)

On the table we can see the dinamics scale of The Book of Jerusalem
of the North .
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Example 4. Tenor. The Book of Tobit, chapter 13: verse 1

Example 3. Echo effect
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Example 5. Tenor. The Book of Tobit, chapter 13: verse 10–11
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In The Book of the Jerusalem of the North we can see intersections
of several cultures: the sources of the Holy Scripture word and their
historical transformations, which are deeply etched in the memory of
cultural identifications that have melted in the profusion of knowledge
and information. Minimalistic stylistics and recitation are tuned up in
the composition. The instrumental episodes show the principle of r a i s i ng
m i n i m a l i s t i c  s t y l i s t i c s.

Example 6 The principle of raising minimalistic stylistics see on
p. 263.

Conclusions

1. The biblical descendants of Israel starting from Adam, Abraham,
the kings and twelve tribes are recited in the part of choir as the
male origin of the word – the name carrier and the dominating
diatonical slides in the structure of composition.

2. The instrumental episodes are like attributes of modernism, like
modern signs which are showing our period. As Stewe Reich 1968
explained in Music as a Gradual Process, [..] this emotional layer
lies outside of the work, since processes such as phasing liberate
sound from any i n t e n t i o n s, allowing sonic phenomena to o c c u r
f o r  t h e i r  o w n  a c o u s t i c  r e a s o ns (quoted after: Reich 2002:
35). Mindaugas Urbaitis in his composition shows more than acoustic
positivism (as Stewe Reich articulates as minimalistic music form),
a term developed by Jeremy Grimshaw to describe minimalism‘s
focus on sonic materiality rather than semantic meaning or musical
context (Grimshaw 2005: 180). Texts of the Bible are in special
biblical semantic meanings and carry its only biblical meanings.
Musical context to the biblical text are having a lot of different
meanings of the Bible from different ages: from the Old Testament
since the Book of Beginnings till the New Testament Revelation of
St. John – more than five thousand. From this point, minimalism of
Urbaitis is in the strong area of traditional Bible music: without
polyphony, women‘s voices and dances.

3. The texts of the Old Testament are identified according to the elected
nation. The biblical interpretation remains in the frames of the verbal
(biblical) tradition. The idioms chosen by composer open various
possible semantic interpretations. The composer’s allusion into Philip
Glass’ and Stewe Reich’ (Puca 1997: 537) music as into one of the
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Example 7. Instrumental insertion
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well-known images of Jewish music is especially interesting. The
melody and all compositional matter don’t function separately,
independently but remain in the space of the Holy Word. The musical
structure doesn’t drown the meaning of biblical text. Maybe due to
that the composer needed the instrumental insertions as the signs of
the musical identification.

Example 7 Instrumental insertion see on p.263.

4. Urbaitis doesn’t use the sacralising elements of musical work, such
as attributes of choral, archaism, avant-garde. Minimalistic stylistics
becomes the contemplating origin of the composition.

Kontemplâcijas izcelsme lietuvieðu laikmetîgajâ mûzikâ:
par Mindauga Urbaiða kompozîciju

Ziemeïu Jeruzalemes grâmata

Violeta Tumasoniene

Kopsavilkums

Mindauga Urbaiða Ziemeïu Jeruzalemes grâmatas (2001) tekstuâlie
avoti:
— Pirmâ Laiku grâmata: 1. nodaïa, 1.–9., 17.–18., 20.–34., 35.–42.

vârsma; 2. nodaïa, 1.–2., 5.–6., 8.–9., 16. vârsma; 4. nodaïa: 24.–
27. vârsma; 16. nodaïa, 8., 23., 28., 31., 34., 36. vârsma;

— Tobita grâmata: 13. nodaïa, 1., 10.–11., 19.–20. vârsma
Mindaugs Urbaitis (1952) 20. gadsimta 90. gados bija visradikâlâkais

minimâlisma pârstâvis lietuvieðu mûzikâ. Viòa stundu garo Trio trim
melodiskajiem instrumentiem (1982) vietçjâ publika uztvçra kâ skan-
dalozu darbu – visa apjomîgâ kompozîcija veidota kâ ðíietami nemainîga
mûzikas materiâla bezgalîgu atkârtojumu virkne. Ðajâ periodâ tapuðie
Urbaiða skaòdarbi iezîmîgi ar îpaðu racionâlismu, viengabalainîbu un
stila tîrîbu. Komponists arvien sliecies uz kontemplatîvâm un meditatîvâm
noskaòâm. Ðâda minimâlisma izpratne dominç arî amerikâòu mûzikâ,
jo îpaði jûtama sasaukðanâs ar Filipa Glâsa stilu.

Rakstâ citçts teksts senebreju valodâ Lâras Lempertienes versijâ. Tâ
kâ Tobita grâmata nepieder pie ebreju Bîbeles kanoniskajiem tekstiem,
Lempertiene izmantojusi tekstus, kas tulkoti no grieíu valodas; vçl viens
tekstuâlais avots ir angïu teksti no Bîbeles mâjaslapas (The First Book of
the Chronicles 1901). Ðo tekstu tvçrums Urbaiða Ziemeïu Jeruzalemas
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grâmatâ ir ïoti vienkârðs: dominç reèitâcija, sekundu intonâcijas, atbalss
efekts, skaidri uztverams ritms un emocionâlas nianses, kas izriet no
atseviðíu vârdu semantikas. Tobita grâmatas teksta interpretâcijai rakstu-
rîgs klusinâts melodijas skançjums un intonatîva saikne ar ebreju mûziku–
jo îpaði kvartu, tercu, sekstu un lielo sekundu intervâlika.

Rakstâ ietverta arî tabula, kurâ atveidota Ziemeïu Jeruzalemes grâ-
matas dinamikas skala. Seviðíi jâatzîmç skaòdarbâ vçrojamâ vairâku
kultûrslâòu ietekme: ðeit pirmâm kârtâm minami Svçtie Raksti un to vçs-
turiskâs transformâcijas; neraugoties uz daþâdu zinâðanu un informâcijas
pârpilnîbu, ðie pirmavoti dziïi iespieduðies ar kultûridentitâti saistîtajâ
vçsturiskajâ atmiòâ. Minimâlisma gars izpauþas ne vien reèitâcijâ, bet
arî instrumentâlajâs epizodçs, kur vçrojam minimâlisma stilistikas kâpi-
nâjuma principu.

Galvenie secinâjumi ir ðâdi.
1. Izraçlas cilmes bîbeles personâþi (Âdams, Âbrams, íçniòi un divpad-

smit cilðu pârstâvji), kas atveidoti ar reèitâciju kora partijâ, uztverami
kâ pasaules vîriðíâ elementa pirmsâkums, un viòu partija, kurâ do-
minç diatonisks izklâsts, gûst galveno lomu kompozîcijâ.

2. Instrumentâlâs epizodes savukârt ir kâ modernâ (mûsdienu) laikmeta
zîmes. Te vietâ Stîva Reiha citâts no darba Music as a Gradual Process
(Mûzika kâ pakâpenisks process): [..] ðis emocionâlais lîmenis pâr-
sniedz jau paða skaòdarba ietvarus, skaòa pakâpeniski atbrîvojas
no jebkâdas “ieceres” un atklâjas kâ paðvçrtîba, akustisks fenomens
(citçts pçc: Reich 2002: 35). Mindaugs Urbaitis savâ kompozîcijâ
atklâj ne tik daudz daþâdu skaòu un saskaòu semantisko nozîmi vai
muzikâlo kontekstu, bet gan akustisko pozitîvismu – ðo parâdîbu
Stîvs Reihs attiecina uz minimâlistu mûzikas formu, savukârt paðu
akustiskâ pozitîvisma jçdzienu izstrâdâjis Dþeremijs Grimshovs, lai
raksturotu minimâlistu koncentrçðanos uz skanisko matçriju (Grim-
shaw 2005: 189). Bîbeles tekstiem ir îpaðas, tikai tiem raksturîgas
semantiskâs nozîmes. Savukârt Bîbeles vârdu muzikâlais konteksts
gûst daþâdas (vairâk nekâ 5000) nozîmes, kas saistîtas ar Bîbeli atðíi-
rîgos laikmetos: no Vecâs Derîbas ar Radîðanas grâmatu lîdz Jaunajai
Derîbai ar Sv. Jâòa vçstulçm. Urbaiða miminâlisms veidots, stingri
ievçrojot Bîbeles mûzikas tradîcijas: bez polifonijas, sievieðu balsîm
un dejâm.

3. Vecâs Derîbas teksti atspoguïo izredzçtâs tautas ideju. Komponista
izraudzîtâs idiomas atklâj ïoti daþâdas iespçjamâs semantiskâs
interpretâcijas. Seviðíu uzmanîbu saista Urbaiða veidotâs alûzijas
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ar Filipa Glâsa mûziku – vienu no labi pazîstamiem ebreju mûzikas
paraugiem. Melodija un viss tematiskais materiâls nav separâts,
autonoms, tas organiski saistîts ar Svçto Rakstu tekstu. Tomçr mû-
zikas struktûra neseko Bîbeles tekstu uzbûvei. Tas acîmredzot skaid-
rojams tâdçjâdi, ka komponistam bijuði nepiecieðami instrumentâli
iespraudumi kâ viòa muzikâlâs identitâtes zîmes.

4. Urbaitis nelieto parastos sakrâlâs mûzikas atribûtus, kâ korâliskums,
daþâdas arhaikas izpausmes u. tml.; ðajâ mûzikâ nesaskatâm arî
avangarda ietekmi. Minimâlisma stilistika nosaka skaòdarba kon-
templatîvo ievirzi.
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Mûzikas þanrs Pçtera Plakida un
Jura Karlsona instrumentâldarbos

Mag. art. Ilona Bûdeniece
Jâzepa Vîtola Latvijas Mûzikas akadçmijas doktorante

Ikviens laikmets mûzikas vçsturç iezîmçjas ar zinâmiem meklçjuma
procesiem, pârmaiòâm, nestabilitâti. Îpaði spilgti ðî parâdîba atklâjas
20. gadsimtâ, kurð licis pârvçrtçt gadsimtu gaitâ nostiprinâjuðâs tradîcijas,
tostarp arî þanra sfçrâ. Kopumâ þanra situâciju pagâjuðâ gadsimta mûzikâ
raksturo divas galvenâs tendences. Pirmâ atspoguïo centienus attîstît un
pilnveidot jau iepriekðçjos gadsimtos nostabilizçjuðos þanrus. Savukârt
otra tendence rosina atteikties no tipizçtiem modeïiem, meklçjot jaunus
þanru variantus. Tâdçjâdi izveidojusies skaitliski iespaidîga kompozîciju
grupa, kuru nosaukumos neparâdâs tik pazîstami un ierasti þanru apzîmç-
jumi kâ simfonija, sonâte, prelûdija u. tml. Ðo tradicionâlo apzîmçjumu
vietâ arvien bieþâk lasâmi jauni, oriìinâli vai agrâkajos laikmetos daudz
retâk lietoti nosaukumi, piemçram, grâmata, ainava, zîmçjums, veltîjums,
retrospekcija, in memoriam un daudzi citi.

Viens no þanriem, kam seviðíi bieþi pievçrsuðies gan laikmetîgie
ârzemju, gan latvieðu komponisti, ir mûzika. Raksta mçríis ir aplûkot ðî
þanra îpatnîbas divu autoru – Pçtera Plakida un Jura Karlsona – daiïradç,
îpaðu uzmanîbu veltot instrumentâlkompozîcijâm.

Skaòdarbu, kuru nosaukumos ietverts vârds mûzika, vçsturiskâs
saknes un impulsi sniedzas visai tâlâ pagâtnç. Pirmos paraugus varam
attiecinât jau uz 18. gadsimtu; to vidû ir, piemçram, Georga Frîdriha
Hendeïa oríestra svîtas Ûdensmûzika (Water Music, 1717), Karaliskâs
uguòoðanas mûzika (Music for the Royal Fireworks, 1749), kâ arî
Volfganga Amadeja Mocarta Mazâ naktsmûzika (Eine kleine Nacht-
musik, 1787). Interesanti, ka ðâdu nosaukumu lietojums tomçr turpmâk
nekïûst par tradîciju un 19. gadsimtâ mûzikas þanra attîstîba praktiski
apsîkst.

Bûtisku pavçrsienu iezîmç 20. gadsimta pirmâ puse. Þanra aktuali-
zçðanâ nozîmîgu ieguldîjumu devis vâcu komponists Pauls Hindemits.
Viòa spalvai pieder turpat divdesmit partitûru daþâdiem instrumentu
sastâviem, kuru nosaukumos figurç vârds mûzika (to sacerçðana aptver
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laikposmu no 20. gadsimta otrâs desmitgades1 lîdz pat 30. gadu vidum),
piemçram, Koncertmûzika klavierçm, metâla pûðaminstrumentiem un
arfai (Konzertmusik für Klavier, Blechbläser und Harfe op. 49, 1930),
Sçru mûzika altam un stîgu oríestrim ( Trauermusik für Streichorchester
mit Solobratsche, 1936) un daudzi citi. Spilgtas mûzikas radîjuði arî tâdi
komponisti kâ Bçla Bartoks (Mûzika stîgâm, sitaminstrumentiem un
èelestai/Music for String, Percussion and Celesta, 1936), Vitolds Ïutoslav-
skis (Sçru mûzika/Musique funebre stîgu oríestrim Bçlas Bartoka piemi-
òai, 1958), Sofija Gubaiduïina (Mûzika flautai, stîgâm un sitaminstru-
mentiem/Musik für Flöte, Streicher und Schlagzeug, 1994), Kðiðtofs
Pendereckis (Mûzika alta flautai, marimbai un stîgâm/Music for Alto
Flute, Marimba and Strings, 2000).

Latvieðu komponistu instrumentâlajâ daiïradç skaòdarbi ar nosau-
kumâ ietvertu vârdu mûzika visdaþâdâkajos variantos parâdâs pagâjuðâ
gadsimta 60. gados. Pirmo ðâda veida kompozîciju radîjis Jânis Kalniòð
(Mûzika stîgu oríestrim, 1965). Starp citiem agrîno mûziku autoriem
jâmin Artûrs Grînups (Mûzika simfoniskajam oríestrim, 1966), Pauls
Dambis (Svçtku mûzika simfoniskajam oríestrim, 1967), Ìederts Ramans
(Krâces apiet nav laika, mûzika simfoniskajam oríestrim, 1967) u. c.
Sâkumâ skaòraþi vçl visai piesardzîgi izturas pret iespçju rakstît þanriskâ
ziòâ tik nekonkrçtas kompozîcijas, turpretî sekojoðâs desmitgades latvieðu
mûzikâ iezîmçjas ar izteikti progresçjoðu tendenci: atklâjas pârsteidzoði
intensîvs ðâda veida opusu skaita pieaugums, augstâko virsotni sasniedzot
pagâjuðâ gadsimta 90. gados2. Jâatzîst, ka ne tikai latvieðu, bet arî visas
Eiropas skaòumâkslâ tieði kopð 70. gadiem un jo îpaði 80.–90. gados
ievçrojami palielinâs skaòdarbu skaits, kuru nosaukumos tâ vai citâdi
figurç vârds mûzika, un ðis þanrs kïûst par raksturîgu un stabilu parâdîbu
mûzikas kultûrâ lîdz pat mûsdienâm.

Ðâdu skaòdarbu popularitâtes pçkðòais uzliesmojums latvieðu instru-
mentâlmûzikâ rosinâja ielûkoties arî mûsu tuvçjo kaimiòu – Lietuvas un
Igaunijas – komponistu daiïradç. Jâsecina, ka kompozîcijas ar nosaukumâ

1 Hindemita pirmâ kompozîcija ar nosaukumâ ietvertu vârdu mûzika tapusi
1917. gadâ – Musik für 6 Instrumenten und einen Umwender. Diemþçl minçtâ
skaòdarba partitûra nav saglabâjusies.

2 Latvieðu skaòumâkslâ ir pavisam 89 kompozîcijas, kuru nosaukumos figurç
vârds mûzika: 60. gadi – seðas kompozîcijas, 70. gadi – 16 opusi, 80. gadi – 19,
90. gadi – 25, mûsu gadsimta pirmâ desmitgade – 20 skaòdarbi. Trim kompo-
zîcijâm precîzs raðanâs gads nav zinâms.
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ietvertu vârdu mûzika tajâ pârstâvçtas visai plaði, tomçr, sprieþot pçc
pieejamâs informâcijas3, latvieðu skaòumâkslâ ðâdu darbu klâsts ir vçl
bagâtîgâks:

Lietuvieðu muzikoloìe Graþina Daunoravièiene (Daunoravièienë)
uz 20. gadsimta mûzikas bâzes izstrâdâjusi savu þanra teoriju. Skaòdarbi,
kuru nosaukumos iekïauts vârds mûzika, tâs ietvaros minçti kâ viens no
libroþanra paveidiem. Ar jçdzienu libroþanrs autore apzîmç plaðu skaò-
darbu grupu, kuru nosaukumos nav fiksçtas tradicionâlu þanru zîmes;
proti, libroþanrs ir þanrs bez tradîcijas jeb brîvais þanrs (Äàóíîðàâè÷åíå
1990: 13).

Pievçrðoties libroþanra sistçmiskai izpçtei, jâsecina, ka ïoti bûtiska
nozîme ir skaòdarbu nosaukuma aspektam. Tieði netradicionâlie nosau-
kumi un to daudzkârtçja atkârtoðanâs ir pirmais un galvenais impulss,
kas norâda uz daþâdu jaunu þanru grupu veidoðanos 20. gadsimtâ. To
apstiprina ne tikai Daunoravièiene, bet arî citi mûzikas pçtnieki. Piemç-
ram, Aleksandrs Sokolovs raksta: [..] skaòdarbu ar nosaukumiem Mû-
zika..., Kompozîcija nr.... parâdîðanâs 20. gadsimtâ atklâj kâdu îpatnçju
tendenci un ïauj secinât, ka ðî uzsvçrtâ, demonstratîvâ atteikðanâs no tipi-
zçtiem þanriem, atpazîstamo þanra zîmju neesamîba pakâpeniski kïuvusi
pa r  j aunu ,  no tu r îgu ,  s tab i l u  þanra  z îm i (izcçlums mans – I. B.)
(Ñîêîëîâ 2007: 10).

3 Autore balstâs uz Latvijas, Igaunijas un Lietuvas Mûzikas informâcijas centru
mâjas lapâs apkopotajâm ziòâm par ðo zemju komponistu skaòdarbiem.
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Nosaukuma aspekts arî kïûst par galveno parametru libroþanra tipo-
loìijas veidoðanâ. Raugoties ðâdâ rakursâ, iespçjams diferencçt èetras
daþâdas libroþanru grupas:
— skaòdarbi, kuru koncepcijas pamatâ ir kâds konkrçts skaòaugstums–

Terija Railija ( Riley) In C nenoteiktam instrumentu sastâvam (1964),
Lepo Sumeras In Es divâm klavierçm (1978);

— skaòdarbi, kuru nosaukumos akcentçts kâds attîstîbas paòçmiens –
Luèâno Berio (Berio) Sekvences (13 sekvences daþâdiem instrumen-
tiem, komponçtas periodâ no 1958 lîdz 1996);

— skaòdarbi ar neatkârtotiem jeb vienreizçjiem (neoprogrammatiskiem)
poetizçtiem nosaukumiem – Jura Karlsona Dilstoðâ mçness zîmes
simfoniskajam oríestrim (1993), Rolanda Kronlaka Ledus laikmets
klarnetei (2007), Solveigas Selgas-Timperes Sienâþu taka stîgu kvar-
tetam, flautai, klarnetei, obojai, sitaminstrumentiem un klavierçm
(2005) u. c.;

— skaòdarbi, kuru nosaukumos fiksçtas kâdas atkârtotas satura idejas.
Te iespçjams dalîjums vçl vairâkâs apakðgrupâs, kuras samçrâ plaði
un daudzveidîgi atklâjas arî latvieðu mûzikâ: piemçram, veltîjums
(Pçtera Plakida Veltîjums Brâmsam klarnetei, èellam un klavierçm,
1999), ainava (Pçtera Vaska Ainava ar putniem flautai solo, 1980,
Çrika Eðenvalda Jûras ainava klavierçm, 2000), meditâcija (Pçtera
Plakida Meditâcija arfai, 1990, Agra Engelmaòa Meditâcija èellam,
2002), grâmata (Pçtera Vaska Grâmata èellam, 1978), in memoriam
(Imanta Meþaraupa In memoriam saksofonam, vijolei un klavierçm,
1997); un, protams, mûzika, kas ir visbagâtâk pârstâvçtais libroþanra
veids latvieðu skaòumâkslâ.

Aprakstîto libroþanru iedalîjumu var shematiski atainot ðâdi (skat.
1. attçlu).

Skaòdarbi ar nosaukumu mûzika ieòem bûtisku vietu vairâku latvieðu
komponistu – piemçram, Pçtera Vaska, Pçtera Plakida, Jura Karlsona,
Andra Vecumnieka, Georga Pelçèa – daiïradç. Ðoreiz plaðâk pakavçsimies
pie Plakida un Karlsona mûzikâm, kas atspoguïo visai interesantu un
daudzveidîgu þanra traktçjumu.

Pçtera Plakida plaðajâ skaòdarbu klâstâ rodami èetri ðî libroþanra
piemçri – Mûzika klavierçm, stîgâm un timpâniem (1969), Romantiskâ
mûzika vijolei, èellam un klavierçm (1980), Brîvdabas mûzika vijolei un
simfoniskajam oríestrim (2003), kâ arî Musica Jubilata vijolei un stîgu
oríestrim (2007).
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1. attçls

Jau daiïrades sâkumposmâ – pagâjuðâ gadsimta 60. gadu otrajâ pusç
un 70. gadu sâkumâ – skaòradis ïoti pârliecinoði ienâk latvieðu mûzikas
apritç un 1969. gadâ iegûst diplomu tolaik prestiþajâ Vissavienîbas jauno
komponistu skatç tieði par vienu no libroþanru grupas skaòdarbiem, proti,
Mûziku klavierçm, stîgâm un timpâniem; tâdçjâdi viòð piesaka sevi kâ
spilgts un laikmetîgi domâjoðs autors. Turklât ðis ir arî viens no pirmajiem
ðâda veida skaòdarbiem latvieðu instrumentâlmûzikâ kopumâ. Bûtiski
akcentçt, ka nosaukuma aspektâ tas atspoguïo kopçjo tendenci, kas rak-
sturo libroþanra mûzika attîstîbas sâkumposmu latvieðu skaòumâkslâ:
proti, izraudzîts absolûti neitrâls nosaukums mûzika. Tâdçjâdi Plakidis
savâ ziòâ turpina Paula Hindemita un Bçlas Bartoka tradîciju, ko, starp
citu, sarunâ apstiprina arî pats komponists: Es biju uzticîgs Bartoka seko-
tâjs, viòa tradîciju ievçrotâjs un turpinâtâjs latvieðu mûzikâ. Acîmredzot
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tas ir pa daïai ietekmçjis arî nosaukumu (Plakidis 2010). Tas gan nav
vienîgais skaòraþa paustais arguments, atbildot uz jautâjumu par iespç-
jamajiem iemesliem un impulsiem, kas iespaidojuði ðâda nosaukuma izvçli.
Komponists sarunâ neiztiek arî bez sev tik raksturîgâs humora dzirksts
un atklâj, ka nosaukt par mûziku savus skaòdarbus varbût ir zinâmâ
mçrâ katra autora uzpûtîba. Komponisti iedomâjuðies, ka tâ ir “mûzika” ,
ko viòi raksta, nevis kaut kâds tur savârstîjums (Plakidis 2010).

Nâkamajos opusos komponists vârdam mûzika nosaukumâ pievieno
vçl kâdu paskaidrojoðu apzîmçjumu. Tâdçjâdi rodas Romantiskâ mûzika,
Brîvdabas mûzika un Musica Jubilata. Ðâdi nosaukumi ïauj klausîtâjam
jau pirms klausîðanâs zinâmâ mçrâ emocionâli noskaòoties. Piemçram,
Brîvdabas mûzikas nosaukumâ ietverto domu pats komponists skaidro
ðâdi: Tas man asociçjas ar dabu, ar plençru, ar mûziku, kas skan atklâtâ,
svaigâ gaisâ un kas reâli nemaz brîvdabâ nav spçlçjama, jo tur vajadzçtu
mikrofonus un labu pastiprinoðo aparatûru. Un man personîgi tas nepatîk.
Es vienmçr, visu mûþu, esmu devis un dodu priekðroku akustiskai telpai
ar dzîvo skançjumu (Plakidis 2010). Savukârt opuss Musica Jubilata vijolei
un stîgu oríestrim ir veltîts Plakida domubiedram, pasaules atzinîbu guvu-
ðajam vijolniekam Gidonam Krçmeram kâ sveiciens dzimðanas dienâ
(2007. gadâ viòð svinçja apaïu 60 gadu jubileju), kas arî izskaidro nosau-
kuma izvçli.

Jura Karlsona daiïradi bagâtina pieci libroþanra mûzika darbi –
Musica pensierosa èellam un klavierçm (1976), Vasaras mûzika simfo-
niskajam oríestrim (1978), mûzika simfoniskajam oríestrim 1945 (1985),
mûzika simfoniskajam oríestrim Dilstoðâ mçness zîmes (1993), mûzika
divâm vijolçm, altam un èellam Nakts gaistoðâs vîzijas (1996). Autors
visiem ðîs grupas opusiem devis poçtiski tçlainus nosaukumus, tâdçjâdi
ievirzot klausîtâju vairâk vai mazâk konkrçtâ emocionâlâ gultnç. Turklât
Karlsona daiïradç izgaismojas divas raksturîgas tendences:
— vârds mûzika ietverts jau paðâ nosaukumâ kopâ ar kâdu paskaid-

rojoðu apzîmçjumu – M u s i c a pensierosa un Vasaras m û z i k a ;
— vârds mûzika funkcionç kâ þanru konkretizçjoðs apzîmçjums, kurð

seko pçc poçtiskâ nosaukuma. Ðâda tendence raksturîga hronoloìiski
jaunâkajiem sacerçjumiem.
Tâdçjâdi var secinât, ka libroþanru mûzika nosaukuma aspektâ rak-

sturo poçtiski un tçlaini apzîmçjumi, kas atklâj kâdu ïoti bûtisku tendenci –
proti, komponistu vçlmi kaut nedaudz, tomçr precizçt tçlaini saturisko
ievirzi, sniegt zinâmu emocionâlo impulsu. Pçteris Plakidis skaidro, ka
tas uzvedina klausîtâju domât kaut kâdâ noteiktâkâ virzienâ. Simfonija,
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sonâte – tie ir tik pamatîgi iegâjuði pasaules mûzikas praksç un tik ïoti
vispârîgi (Plakidis 2010). Turklât ðâda ievirze raksturîga ne tikai daþâda
veida libroþanru grupas skaòdarbiem, bet arî tâdiem klasiskiem þanriem
kâ koncerts vai simfonija; piemçru vidû ir Riharda Dubras koncerts oríes-
trim un klavierçm Izgaistoðo apvârðòu atklâðana (1991) vai arî Pçtera
Vaska Pirmâ simfonija Balsis (1991).

Cits bûtisks aspekts libroþanra mûzika attîstîbâ ir atskaòotâjsastâvs4.
Ðâdâ rakursâ latvieðu komponistu sacerçjumus var raksturot kâ ïoti variab-
lus un daudzveidîgus. Gandrîz vienâdâ skaitâ sastopami skaòdarbi daþâda
veida oríestriem un kameransambïiem. Tomçr kâ vienu no pamattenden-
cçm var izcelt virzîbu uz kamerstilu, jo arî oríestra mûzikâ komponisti
visbieþâk pievçrsuðies stîgu vai kamersastâvam. Turklât oríestri nereti
tiek papildinâti ar kâdu soloinstrumentu vai pat vairâku instrumentu
grupu. Savukârt kamermûzikâ dominç individuâla pieeja, radot galveno-
kârt vienreizçjus, netipizçjamus sastâvus. Kopçjo tendenci mûzikas atska-
òotâjsastâva izvçlç latvieðu komponistu daiïradç uzskatâmi atspoguïo
ðâda shçma:
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Vçl kâds interesants vçrojums – soloinstrumentiem ðâdi skaòdarbi
top samçrâ reti. Priekðstatam var minçt, ka no visâm latvieðu komponistu
mûzikâm (turpat 90!) tikai astoòas ir sacerçtas soloinstrumentiem.

4 Interesanti, ka skaòdarbi ar nosaukumu mûzika lielâkoties ir tieði instrumen-
tâlopusi. Latvieðu komponistu vokâlajâ daiïradç rodami tikai daþi mûzikas þanra
paraugi (kopskaitâ septiòas kompozîcijas, galvenokârt vokâli instrumentâlajam
sastâvam; piemçru vidû ir Agra Engelmaòa Mûzika simfoniskajam oríestrim un
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Plakida darbos dominç oríestra sastâvs (gan simfoniskais, gan stîgu)
apvienojumâ ar vienu vai vairâkiem soloinstrumentiem. Tikai viena kom-
pozîcija rakstîta kamersastâvam. Savukârt Karlsona mûzikâs bieþâk sasto-
pams simfoniskais oríestris, un nav raksturîgs kâda soloinstrumenta
izcçlums. Divi no viòa skaòdarbiem pârstâv kamermûziku, turklât visai
tradicionâlâ veidolâ.

Kopumâ var secinât, ka sastâva aspekts kâ mûzikas þanru rakstu-
rojoðs parametrs ir nestabils un nenoteikts ne tikai Plakida un Karlsona,
bet arî citu latvieðu komponistu skaòdarbos.

Kompozicionâlâ aspektâ kâ dominçjoðo tendenci un lîdz ar to arî kâ
iespçjamo kritçriju, kas vieno daþâdus skaòdarbus, var izcelt uzbûves vien-
daïîbu. Tâ vçrojama, piemçram, visâs Plakida mûzikâs. Tomçr jâatzîmç,
ka vairâku skaòdarbu formâs slçptâ veidâ integrçts arî cikliskuma princips,
kas savukârt cieðâ mijiedarbç ar sastâva aspektu kïûst par bûtisku norâdi
uz vecâs tradîcijas þanru klâtbûtni. Viendaïas uzbûvç integrçts cikliskums
izpauþas trijâs no èetrâm Plakida mûzikâm; òemot vçrâ arî atskaòotâj-
sastâvu, visâs èetrâs viòa mûzikâs veidojas saikne ar kâdu no vecâs tradî-
cijas þanriem, resp., atklâjas kâda genotipa (Daunaravièienes jçdziens;
Äàóíîðàâè÷åíå 1992: 100) iezîmes:
— Mûzika klavierçm, stîgâm un timpâniem – koncertþanra genotips,
— Romantiskâ mûzika vijolei, èellam un klavierçm – klavieru trio geno-

tips,
— Brîvdabas mûzika vijolei un simfoniskajam oríestrim – koncertþanra

genotips,
— Musica Jubilata vijolei un stîgu oríestrim – koncertþanra genotips.

Interesanti, ka tieði koncertþanra genotipa klâtbûtne dominç Plakida
libroþanra mûzika kompozîcijâs. Piemçram, par Romantisko mûziku
vijolei, èellam un klavierçm pats komponists saka: Tas ir normâls klavieru
trio, tikai ar to iezîmi, ka ir ïoti îss un viendaïîgs. [..]  Varçja nosaukt arî
par “Mazu trio” vai “Trio piccolo”, bet “piccolo” tas îsti nav, jo tâ
saturs ir diezgan pamatîgs. “Piccolo” drusciò velk uz tâdu kâ satura
atvieglojumu, ko es ðajâ gabalâ tâ kâ negribçtu atzît (Plakidis 2010).

jauktajam korim, 1974, Riharda Dubras Mûzika ziemas vakara fonâ mecosop-
rânam, flautai, klarnetei, vijolei, èellam, trijstûrim un klavierçm, 1990, u. c.).
Ðâda tendence parâda, ka ar jçdzienu mûzika tiek îpaði uzsvçrta mûzikas kâ tîras
skaòumâkslas bûtîba: galvenais ðajâ gadîjumâ ir pati mûzikas valoda un tâs
lîdzekïi, bez verbâlâ teksta konkretizçjoðâs klâtbûtnes.
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Arî Karlsona mûziku uzbûvç dominç viendaïîba. Tiesa, ir viens
opuss– Vasaras mûzika simfoniskajam oríestrim – kas ârçji atbilst
cikliskuma kritçrijam (partitûrâ nodalîtas trîs atseviðías daïas). Tomçr
ðo daïu îpatnçjais lakonisms, kâ arî komponista dotâ norâde attacca pçc
katras daïas ienes Vasaras mûzikâ viendaïîbas iezîmes. Jâatzîst, ka form-
veides ziòâ katrs opuss ir spilgti individualizçts, vienreizçjs. Tâdçjâdi
Karlsona skaòdarbos atðíirîbâ no Plakida opusiem neatklâjas tik nepâr-
protama un skaidra saikne ar kâdu no vecâs tradîcijas þanru genotipiem.

Katra skaòdarba formveides loìika ir cieði, bûtîbâ pat nesaraujami
saistîta ar tâ dramaturìijas risinâjumu. Lîdz ar to katrs gadîjums ir netra-
dicionâls, pat situâcijâs, kad veidojas tik klasiskas formas kâ sonâtes
forma. Tâdçjâdi arî ðis þanru raksturojoðais parametrs, lîdzîgi kâ atska-
òotâjsastâva aspekts, ir nestabils un brîvs.

Rezumçjot analîzes gaitâ gûtâs atziòas, var secinât: mûzikas þanru
vienojoðais faktors meklçjams nevis strukturâlâs lîdzîbâs, bet gan kon-
ceptuâlâ lîmenî. Tas apstiprina Daunoravièienes pausto viedokli, ka saikne
veidojas çtisko vçrtîbu izzinâðanas, apjçgðanas un ideâla meklçjumu kate-
gorijâs. Nosaukums mûzika vairâk saistâs ar nelielâm viendaïas kompo-
zîcijâm, kurâs dominçjoðâ izteiksme virzîta liriski dramatiskâ gultnç.
Izpçtes gaitâ ir izkristalizçjies kâds interesants vçrojums. Proti, mûzika
tiek izcelta kâ liriska, romantiska, emocionâla mâksla ïoti plaðâ, funda-
mentâlâ nozîmç; te vçrojama sasauce ar franèu komponista Pola Dikâ
(Dukas) atziòu, ka mûzikâ galvenais princips ir lirisms, neatkarîgi no tâ,
kâdâ mçrâ un formâ tas sevi reprezentç (citçts pçc: Kudiòð 2007: 50).
Lîdz ar to vienojoðais faktors izpauþas satura koncepcijâ (dabas tematika,
abstrakti filozofiska ievirze, dziïi iekðçji un personiski pârdzîvojumi...).

Iezîmçjas nedaudz paradoksâla situâcija. No vienas puses, komponisti
atzîst, ka vçlas attâlinâties no tradîcijas, no ierastiem, stabiliem, apro-
bçtiem principiem. No otras puses, lielâ daïâ aplûkoto mûziku vairâk vai
mazâk spilgti vçrojama kâda vecâs tradîcijas þanra genotipa klâtbûtne.
Tâdçjâdi tieði skaòdarbu brîvie nosaukumi – sâkot ar visdaþâdâkajâm
mûzikâm, veltîjumiem un citiem daudzkârt sastopamiem apzîmçjumiem
un beidzot ar neiedomâjami plaðo un krâðòo vienreizçjo, neatkârtojamo
nosaukumu buíeti – ir tie, kas nepârprotami demonstrç vçlmi distancçties
un atbrîvoties no tradîcijas. Galu galâ, tieði skaòdarba nosaukums ir kâ
komponista pirmâ uzruna klausîtâjam, un tâ ir ïoti bûtiska. Varam secinât,
ka, dodot ðâda veida nosaukumus, komponisti apzinâti mçìina distancçt
klausîtâjus no tradîcijas.
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Lai gan patiesîbâ nekur tâlu jau aizvirzîties nav iespçjams, jo pilnîbâ
izvairîties no tradîcijas ir grûti, varbût pat neiespçjami. Viens no iemesliem
(un tas ir interesanti) – komponisti, kas pievçrsuðies mûzikas þanram,
lielâkoties runâ tradicionâlâ mûzikas valodâ, ja ðo jçdzienu izprotam plaðâ
nozîmç (piemçram, te neparâdâs saikne ar 20. gadsimtâ uzplaukuðo
elektroakustisko mûziku). Lîdz ar to visnotaï saprotams, ka tiek saglabâti
fundamentâli mûzikas pamati, kâ arî kompozicionâlâ un formveides
loìika, kas gadsimtu gaitâ sevi ir pierâdîjusi un attaisnojusi. Tieði tâpçc
praktiski jebkurð skaòdarbs – neatkarîgi no tâ nosaukuma – tomçr atspo-
guïo vairâk vai mazâk spilgti un konkrçti uztveramu saikni ar tradîciju.

Music in Instrumental Music of
Pçteris Plakidis and Juris Karlsons

Ilona Bûdeniece

Summary

Every period of music is marked by certain artistic seekings, changes
and instability. Particularly brightly this phenomenon becomes evident
in the 20th century, making us to revalue long-established and crystallized
traditions in the long run of centuries, among them in the field of musical
genre as well. On the whole, the situation of the music of the last century
is characterized by two principal trends. The first of them reflects tendency
to continue to develop and improve traditional musical genres formed
and stabilized in previous centuries. The latter trend in its turn lights up
the tendency to abandon typical models of musical genre, searching new
and unconventional variants of genre.

As a result of these processes, group of musical compositions manifold
and impressive in terms of quantity is being established, in titles of which
we cannot find such common, habitual and well-known labels as sym-
phony or sonata. Instead of these usual labels of musical genres, novel,
non-traditional and previously seldom used titles can be met increasingly,
e.g., Book, Landscape, Drawing, Dedication, etc.

Musical compositions of both foreign and Latvian composers are
rich in pieces, entitled Music. According to the concept of musical genre,
worked out by Lithuanian musicologist Graþina Daunoravièienë, such
compositions, in titles of which the word music is reflected, are one of
the kinds of so-called librogenre. As the concept of genre mentioned above
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is based exactly on the music of the 20th century, a large-scale group of
compositions the titles of which do not contain any signs of traditional
musical genres are designated by the term librogenre.

The aim of the paper is to look at and reflect the distinctions of such
compositions in the creative contribution of two Latvian composers –
Pçteris Plakidis and Juris Karlsons, focusing on instrumental compositions.

Compositions, entitled Music are considered and described from
different angles.

T h e  h i s t o r i c a l  a s p e ct is viewed – the first Music examples,
their development, reaching climax in the 20th century.

On the whole, evaluating the development of musical compositions
entitled Music in terms of chronological aspect in the previous century, it
is possible to conclude, that, starting with 1970s such musical works are
on the increase.

T h e  t i t l e  a s p e ct is one of the most essential parameters towards
classification of these particular compositions. Exactly untraditional labels
of musical compositions and their frequent recurrence have become one
of the first and most essential impulses giving a reason to discourse about
such a phenomenon like the development of a new kind of musical genre
in the 20th-century music.

Basing on this parameter, it is possible to differentiate at least four
diverse groups of librogenre:
1) compositions, the conception of which is based on one particular

pitch, reflected in the titles;
2) compositions, in titles of which a certain method of development is

emphasized;
3) a group of compositions with unique, non recurrent and poeticized

titles. Such compositions are very typical for Latvian instrumental
contemporary music;

4) musical works, in titles of which some recurrent ideas are reflected.
It is possible to subdivide these compositions in yet more different
subgroups because of moment of typification, e.g., Music, Dedication,
In Memoriam, Landscape, Book, Composition etc.
T h e a s p e c t  o f  p e r f o r m i n g  s t a ff has also become one of the

describing parameters of such kind of compositions. In this respect creative
work of Plakidis and Karlsons is reflected within the context of both
Latvian and foreign composers, giving a general overview of performing
staff and the leading trends. On the whole, looking from this aspect the
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group of musical compositions entitled Music in Latvian instrumental
music can be characterized as very variable and manifold.

T h e  c o m p o s i t i o n a l  a s p e ct – from comparative angle both
common tendencies and individual features are underlined. From this
point of view there is one predominant tendency which proves to be a
conjunctive criterion of these particular kinds of librogenre. It is a tendency
to write their Music opuses as single-part compositions.

Consequently it is possible to conclude that a conjunctive factor can
be prospected not in any similarities in terms of compositional structure,
but in terms of conceptual level. Common situation lights up that the
title Music is particularly linked with small single-part instrumental
compositions in which lyrical dramatic mode of expression is prevailing.
In conclusion, it should be mentioned, that, starting with late 20th century
Latvian contemporary composers increasingly entitle their music pieces
Music. Thus, this tendency proves to be a stable and long-lasting phe-
nomenon.
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IV. ATSKAÒOTÂJMÂKSLA

Ñàóëþñ Ñî íäåöêèñ: î òâîð÷åñêîì
âçàèìîäåéñòâèè êîìïîçèòîðà è èñïîëíèòåëÿ

êàê ôàêòîðå ðàçâèòèÿ ìóçûêè

Dr. habil. art. Ëåî íèäàñ Ìåëüíèêàñ
Ïðîôåññîð Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

Èìÿ Ñà óëþñà Ñîíäåöêèñà (1928) íåîòäåëèìî îò èñòîðèè ìóçûêè
ÕÕ âåêà. Îí íåó ñòàííûé ïðîïàãàíäèñò è ðàñïðîñòðàíèòåëü òâîð÷å-
ñòâà ñâîèõ ñîâðåìåííèêîâ, èíèöèàòîð ìíîãèõ íîâûõ ïðîèçâåäåíèé,
áëèçêèé äðóã è ñîðàòíèê íåñêîëüêèõ êîìïîçèòîðîâ, âîøåäøèõ â êðóã
êëàññèêîâ èñêóññòâà íàøåãî âðåìåíè.

Ðàñïðîñòðàíåíèå ìóçûêè ïî ñóòè íåâîçìîæíî âíå èñïîëíèòåëü-
ñêîé äåÿòåëüíîñòè. Áëàãîäàðÿ åé ñëóøàòåëü çíàêîìèòñÿ ñ íîâåéøèì
òâîð÷åñòâîì, ïðèîáùàåòñÿ ê íåìó . Èìåííî ïóáëè÷íîå èñïîëíåíèå
ÿâëÿåòñÿ óñëîâèåì âêëþ÷åíèÿ ñîçäàííûõ êîìïîçèòîðîì ñî÷èíåíèé
â àêòóàëüíî ôóíêöèîíèðóþùóþ êóëü òóðó. Íåïðîçâó÷àâøàÿ, íåèñïîë-
íåííàÿ ìóçûêà äëÿ ñëóøàòåëÿ ðåàëüíî íå ñóùåñòâó åò, òàê êàê, íå óñ-
ëûøàâ åå íè ðàçó, îí íèêîãäà è íå óçíàåò î åå ñóùåñòâîâàíèè.

Â ñâîèõ çàïèñÿõ Ñîíäåöêèñ íå ðàç êàñàëñÿ ýòèõ âàæíåéøèõ âî-
ïðîñîâ ïðåäíàçíà÷åíèÿ èñïîëíèòåëÿ. Ñâîå âèäåíèå ðîëè èñïîëíè-
òåëÿ â îáåñïå÷åíèè êîììóíèêàöèè ìåæäó êîìïîçèòîðîì è ñëóøàòåëåì
îí âûðàçèë ñëåäóþùèì îáðàçîì: Èñïîëíèòåëü, áóäó÷è ïîñðåäíèêîì
ìåæäó êîìïîçèòîðîì è àóäèòîðèåé, ñîåäèíÿåò ñëóøàòåëÿ ñ àâòîðîì
ïðî÷íîé íèòüþ æèâîé ìóçûêè. Ò àëàíòëèâîå èñïîëíåíèå êàê áû âîçâðà-
ùàåò ê æèçíè êðàñîòó ìóçûêè, ñêðûòóþ â íîòíîé çàïèñè  (Sondeckis).

Èñïîëíèòåëüñêàÿ äåÿòåëüíîñòü èìååò è äðóãîé êðàéíå èíòåðåñ-
íûé è âàæíûé ðàêóðñ. Ôóíêöèÿ èñïîëíèòåëÿ îòíþäü íå îãðàíè÷è-
âàåòñÿ ëèøü àêòîì îçâó÷èâàíèÿ ìóçûêàëüíîãî ïðîèçâåäåíèÿ. Íå ìå-
íåå âàæíî, â êàêîì âèäå è êàêèì îáðàçîì èñïîëíèòåëü âûíîñèò åãî
íà ñóä ñëóøàòåëÿ. Âåäü â ïàìÿòè è ñîçíàíèè ñëóøàòåëÿ ïðîèçâåäå-
íèå îòïå÷àòûâàåòñÿ â òàêîì îáëèêå, êîòîðûé ïðèäàåò åìó èñïîëíè-
òåëü. Íå òî, ÷òî ñîçäàë êîìïîçèòîð, à òî, êàê ýòî âîñïðîèçâåë èñïîë-
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íèòåëü, ÿâëÿåòñÿ îáúåêòîì âîñïðèÿòèÿ ñëóøàòåëÿ. Â ýòîì ñìûñëå èñ-
ïîëíèòåëü – íåèçìåííûé ñîàâòîð êîìïîçèòîðà, à èíòåðïðåòàöèÿ –
ñèíòåòè÷åñêèé ïðîäóêò èõ ñîâìåñòíîãî òâîð÷åñòâà. Èìåííî â òàêîì
êà÷åñòâå èñïîëíèòåëü ÿâëÿåòñÿ îäíèì èç òâîðöîâ ìóçûêàëüíîãî ëàí-
äøàôòà ñâîåãî âðåìåíè, çâóêîâàÿ ôîðìà êîòîðîãî – ðåçóëü òàò òîãî,
÷òî è êàê äåëàåò èñïîëíèòåëü. Ñîçäàâàåìûé åãî óñèëèÿìè è òàëàíòîì
çâóêîâîé ìèð ðîæäàåò íîâûå îáðàçû â ñîçíàíèè ñëóøàòåëÿ, ñëóæèò
èñòî÷íèêîì âäîõíîâåíèÿ è äàëüíåéøèõ èäåé äëÿ êîìïîçèòîðà.

Îòâåòñòâåííîñòü èñïîëíèòåëÿ åùå áîëåå âîçðàñòàåò , êîãäà íà íåãî
âîçëàãàåòñÿ ÷åñòü ïåðâîãî èñïîëíåíèÿ. Â ïðîòèâîïîæíîñòü îáû÷íîé
ïðàêòèêå, êîãäà èíòåðïðåòàöèÿ ñî÷èíåíèÿ îïèðàåòñÿ íà ñëîæèâøè-
åñÿ òðàäèöèè è èñõîäèò èç óñòîÿâøèõñÿ ìîäåëåé ïîíèìàíèÿ, ãîòîâÿ
ïðåìüåðó , èñïîëíèòåëü ëèøåí òàêîé âîçìîæíîñòè, âûíóæäåí ñàì
ïðîêëàäûâàòü ñåáå ïóòü. Â ýòîé ñèòóàöèè îí âûñòóïàåò òâîðöîì íî-
âûõ òðàäèöèé, ñîçäàåò îïûò, êîòîðîìó ñëåäóþò è êîòîðûé ó÷èòûâàþò
äðóãèå. Îí äåëàåò òî, ÷òî äî íåãî íèêòî íå äåëàë, èáî êàæäîå íîâîå
ïðîèçâåäåíèå – âñåãäà øàã â íåèçâåäàííîå, îáðåòåíèå íîâîãî êà÷å-
ñòâà ìóçûêàëüíîãî ìûøëåíèÿ (êîíå÷íî, åñëè ýòî íà ñàìîì äåëå èñ-
êóññòâî, à íå åãî èìèòàöèÿ, êîãäà êîìïîçèòîð íå ñîçäàåò íè÷åãî íî-
âîãî, à ëèøü â êîòîðûé ðàç ïîâòîðÿåò óæå äàâíî íàéäåííîå èì ñàìèì
èëè, ÷òî åùå õóæå, äðóãèìè). Ïîýòîìó íå òîëüêî êîìïîçèòîð, íî è
èñïîëíèòåëü còaíîâèòñÿ ïåðâîîòêðûâàòåëåì íîâûõ ìóçûêàëüíûõ ãî-
ðèçîíòîâ. Èìåííî òàêèì ÿâëÿåòñÿ Ñà óëþñ Ñîíäåöêèñ. Åãî çàñëóãè â
îáëàñòè ñîâðåìåííîé ìóçûêè î÷åíü âåëèêè.

Òâîð÷åñêàÿ äåÿòåëüíîñòü Ñîíäåöêèñà íà÷àëàñü åùå â ñåðåäèíå
50-ûõ ãîäîâ XX âåêà. Ýòî áûëî âðåìÿ, êîãäà ëèòîâñêèé ðåïåðòóàð äëÿ
êàìåðíîãî îðêåñòðà áûë íåâåðîÿòíî ñêóäåí. Ïî ñóòè îí îãðàíè÷èâàëñÿ
ëèøü íåñêîëüêèìè ñî÷èíåíèÿìè, êîòîðûå íåòðóäíî ïåðå÷èñëèòü:
— íåáîëüøàÿ ïüåñà Þîçàñà Íà óÿëèñà (Juozas Naujalis) Ãðåçû (Sva-

jonë, 1921), â îðèãèíàëå íàïèñàííàÿ äëÿ ñòðóííîãî êâàðòåòà è
÷àñòî èñïîëíÿâøàÿñÿ â ïåðåëîæåíèÿõ äëÿ ðàçëè÷íûõ èíñòðóìåí-
òàëüíûõ ñîñòàâîâ,

— äâå ñþèòû äëÿ ñòðóííîãî îðêåñòðà (1940, 1945) Þîçàñà Êàðîñàñà
(Juozas Karosas),

— Êîíöåðò äëÿ îðãàíà è ñòðóííîãî îðêåñòðà (1949) Ñòàñèñà Âàé-
íþíàñà ( Stasys Vainiûnas).
Ñ ïåðâûõ øàãîâ ñâîåé äåÿòåëüíîñòè Ñîíäåöêèñ êîðåííûì îáðà-

çîì íà÷àë ìåíÿòü ñèòóàöèþ. Îí ìíîãî îáùàëñÿ ñ êîìïîçèòîðàìè,
ïîîùðÿë èõ òâîð÷åñêóþ àêòèâíîñòü, âñåãäà áûë ãîòîâ èñïîëíÿòü íî -
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âûå ñî÷èíåíèÿ. Íå óäèâèòåëüíî, ÷òî ëèòîâñêèé ðåïåðòóàð ñòàë áûñ-
òðî ïîïîëíÿòüñÿ.

Ïåðâûì ïðîèçâåäåíèåì, íàïèñàíûì ñïåöèàëüíî äëÿ ðóêîâîäè-
ìîãî Ñîíäåöêèñîì Ëèòîâñêîãî êàìåðíîãî îðêåñòðà, áûëè Òðè òàíöà
(Trys ðokiai, 1961) Òåéñóòèñà Ìàêà÷èíàñà (Teisutis Makaèinas). Ñïó ñòÿ
íåñêîëüêî ìåñÿöåâ, âïåðâûå ïðîçâó÷àë Âòîðîé êîíöåðò äëÿ ôîðòå-
ïèàíî ñ êàìåðíûì îðêåñòðîì (1961) ìåòðà ëèòîâñêîé ìóçûêè Áàëèñà
Äâàðèîíàñà (Balys Dvarionas). Ïàðòèþ ôîðòåïèàíî íà ïðåìüåðå ýòîãî
ïðîèçâåäåíèÿ èñïîëíÿë ñàì àâòîð, êîòîðûé, êñòàòè, ñûãðàë î÷åíü
çíà÷èòåëüíóþ ðîëü â ñòàíîâëåíèè êîëëåêòèâà è â âûðàáîòêå ïðèîðè-
òåòîâ åãî ðàçâèòèÿ. Äóìàåòñÿ, ÷òî îðèåíòàöèÿ Ñîíäåöêèñà íà òåñíîå
ñîòðóäíè÷åñòâî ñ êîìïîçèòîðàìè â íåìàëîé ñòåïåíè âîçíèêëà, áëà-
ãîäàðÿ åãî èñêëþ÷èòåëüíî òåïëûì è ïëîäîòâîðíûì âçàèìîîòíîøå-
íèÿì ñ Äâàðèîíàñîì.

Âñëåä çà ïåðâûìè îïó ñàìè, ïðåäíàçíà÷åííûìè äëÿ Ñîíäåöêèñà
è åãî îðêåñòðà, áûñòðî âîçíèêëà öåëàÿ ÷åðåäà íîâûõ ïðîèçâåäåíèé.
Òâîð÷åñêèìè ïàðòíåðàìè îðêåñòðà íà ïðîòÿæåíèè ìíîãèõ ëåò áûëè
Ñòàñèñ Âàéíþíàñ ( Stasys Vainiûnas), Âèòàóòàñ Êëîâà (Vytautas Klova),
Þëþñ Þçåëþíàñ ( Julius Juzeliûnas), Ýäóàðäàñ Áàëüñèñ (Eduardas
Balsys), Àëüãèðäàñ Áðàæèíñêàñ (Algirdas Braþinskas), Ðèìâèäàñ Æè-
ãàéòèñ (Rimvydas Þigaitis), Âèòàóòàñ Ëàóðóøàñ (Vytautas Lauruðas), Ôå-
ëèêñàñ Áàéîðàñ (Feliksas Bajoras), Îñâàëüäàñ Áàëàêàóñêàñ (Osvaldas
Balakauskas), Áðîíþñ Ê óòàâè÷þñ (Bronius Kutavièius), Âèòàóòàñ Áàð-
êàóñêàñ (Vytautas Barkauskas), Àíàòîëèþñ Øåíäåðîâàñ ( Anatolijus
Ðenderovas), Òåéñóòèñ Ìàêà÷èíàñ ( Teisutis Makaèinas), Áîðèñ Áîðèñîâ
(Borisas Borisovas), Ãèåäðþñ Êóïðÿâè÷þñ ( Giedrius Kuprevièius) è ìíî-
ãèå äðóãèå. Ñîíäåöêèñ òðåïåòíî è çàáîòëèâî îòíîñèëñÿ ê ñâîèì àâ-
òîðàì, ñäåëàë î÷åíü ìíîãîå äëÿ òîãî, ÷òîáû èõ ïðîèçâåäåíèÿ ïðîçâó-
÷àëè íàèëó÷øèì îáðàçîì, ñòàëè äîñòîÿíèåì îáùåñòâåííîñòè Ëèòâû
è çà åå ïðåäåëàìè.

Ðàññìàòðèâàÿ ñ ðàññòîÿíèÿ â íåñêîëüêî äåñÿòèëåòèé âçàèìîîòíî-
øåíèÿ Ñîíäåöêèñà ñ ëèòîâñêèìè êîìïîçèòîðàìè, ìû ìîæåì ïðîñëå-
äèòü î÷åâèäíóþ çàêîíîìåðíîñòü îáðàòíîé ñâÿçè – èçìåíÿþùàÿñÿ
èñïîëíèòåëüñêàÿ ñòèëèñòèêà äèðèæåðà êàê áû ïðîâîöèðîâàëà êîì-
ïîçèòîðîâ íà íîâûå òâîð÷åñêèå èñêàíèÿ; â ñâîþ î÷åðåäü è èõ íîâà-
öèè ñëóæèëè ñòèìóëîì äëÿ õóäîæåñòâåííîãî îáíîâëåíèÿ Ìàýñòðî,
îáðåòåíèÿ èì íîâûõ ãîðèçîíòîâ èñïîëíèòåëüñêîé âûðàçèòåëüíîñòè.
Âîò êàê ñâîé âçãëÿä íà ïîäîáíûé ðàêóðñ â äåÿòåëüíîñòè èñïîëíèòå-
ëÿ âûðàçèë ñàì Ñîíäåöêèñ: Òâîð÷åñêàÿ ñâÿçü èñïîëíèòåëÿ è àâòîðà
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îáû÷íî áûâàåò î÷åíü òåñíîé, âäîõíîâëÿåò èõ îáîèõ. Èñïîëíèòåëü òâîð-
÷åñêîå âäîõíîâåíèå ÷åðïàåò â òàëàíòëèâî ñîçäàííîé ìóçûêå, íî ÷àñòî è
ó êîìïîçèòîðà íîâàÿ õóäîæåñòâåííàÿ èäåÿ âîçíèêàåò ïîñëå òîãî, êàê
îí óñëûøèò èñïîëíåíèå, ñîãðåòîå èñêðåííèì ÷óâñòâîì (Ñîíäåöêèñ).

Ñâÿçü ìåæäó èñïîëíèòåëüñêîé ìàíåðîé ðóêîâîäèìîãî Ñîíäåö-
êèñîì îðêåñòðà è ïîñòåïåííî ìåíÿþùèìèñÿ òâîð÷åñêèìè îðèåíòà-
öèÿìè åãî àâòîðîâ èìååò âïîëíå äîêóìåíòàëüíî  çàôèêñèðîâàííûé
ñëåä â ìóçûêàëüíîì íàñëåäèè òåõ ëåò. Òàê, íà íà÷àëüíîì ýòàïå ñâîåãî
ñòàíîâëåíèÿ, êîãäà Ñîíäåöêèñ è åãî îðêåñòð ñëåäîâàëè çà òðàäèöèîí-
íûìè äëÿ èíòåðïðåòàöèé ñåðåäèíû ÕÕ âåêà ðîìàíòè÷åñêèìè ó ñòðåì-
ëåíèÿìè, êîìïîçèòîðñêîå òâîð÷åñòâî òàêæå ñâèäåòåëüñòâîâàëî î òîé
æå ðîìàíòè÷åñêîé ýñòåòèêå; ïîçäíåå, ïî ìåðå îáíîâëåíèÿ îðêåñòðîì
ñâîåãî èñïîëíèòåëüñêîãî îáëèêà è àêòóàëèçàöèè ìàíåðû õóäîæåñòâåí-
íîãî âûñêàçûâàíèÿ, â òâîð÷åñòâå êîìïîçèòîðîâ íàìåòèëèñü àíàëî-
ãè÷íûå òåíäåíöèè – âñå â áîëüøåé ìåðå ñòàëè îùóùàòüñÿ ïîïûòêè
êîðåííûì îáðàçîì ïåðåñìîòðåòü ñèñòåìó âçãëÿäîâ, äâèãàòüñÿ â íà-
ïðàâëåíèè äàëüíåéøèõ õóäîæåñòâåííûõ òðàíñôîðìàöèé.

Âñå ýòî îáóñëîâëèâàëî î÷åâèäíûå ïàðàëëåëè è ðàçíîãî ðîäà ïå-
ðåñå÷åíèÿ â èñêóññòâå Ñîíäåöêèñà è åãî èçëþáëåííûõ àâòîðîâ – èñ-
ïîëíÿÿ ñîâðåìåííóþ ìóçûêó , ïðèñïîñàáëèâàÿñü ê èñõîäÿùèì èç íåå
íîâûì âûçîâàì, Ñîíäåöêèñ ðàñøèðÿë ïàëèòðó âûðàçèòåëüíîñòè ñâî-
åãî îðêåñòðà; êîìïîçèòîðû æå, çíàêîìÿñü íà êîíöåðòàõ îðêåñòðà ñ
íîâåéøèìè äîñòèæåíèÿìè ñâîèõ êîëëåã , îáîãàùàëè ñâîé ñëóõîâîé
îïûò íîâûìè ïðåäñòàâëåíèÿìè, îáðåòàëè íîâûå ñòèìóëû òâîð÷åñòâà.
Â ýòîì êàê ðàç è âûðàæàëèñü îáðàòíûå ñâÿçè ñèñòåìû âçàèìîäåé-
ñòâèÿ êîìïîçèòîðà è èñïîëíèòåëÿ, áëàãîäàðÿ ÷åìó ó ñèëèâàëñÿ ïîçè-
òèâíûé ýíåðãåòèçì äàëüíåéøåãî ðàçâèòèÿ, îò÷àñòè ãàñèëèñü íåãàòèâ-
íûå òåíäåíöèè ñàìîó ñïîêîåííîñòè è ðåòðîãðàäñòâà.

Ñâÿçü Ñîíäåöêèñà ñî ñâîèìè ñîâðåìåííèêàìè êîìïîçèòîðàìè
íèêàê íå ìîæåò áûòü îãðàíè÷åíà ëèøü ëèòîâñêèìè ìàñòåðàìè. Ïî
ìåðå òîãî, êàê åãî ñëàâà ðàñïðîñòðàíÿëàñü çà ïðåäåëàìè Ëèòâû, à êîí-
öåðòíàÿ äåÿòåëüíîñòü îõâàòûâàëà âñå íîâûå ñòðàíû, øèðèëñÿ è êðóã
åãî îáùåíèÿ. Ê íåìó âñå ÷àùå è âñå áîëåå èçäàëåêà îáðàùàëèñü êîì-
ïîçèòîðû ñ ïðåäëîæåíèÿìè î ñîòðóäíè÷åñòâå, ñ ïðîñüáàìè îá èñïîë-
íåíèè.

Äèíàìèêà êîíòàêòîâ ñ êîìïîçèòîðàìè íà ïåðâûõ ïîðàõ çàêîíî-
ìåðíî ïîä÷èíÿëàñü òðåáîâàíèÿì òîãäàøíåé ïîëèòè÷åñêîé ãåîãðàôèè.
Âíà÷àëå ýòè êîíòàêòû çàâÿçûâàëèñü â ïðåäåëàõ ÑÑÑÐ. Ïåðâûìè, ñ
êåì ó Ñîíäåöêèñà íàëàäèëîñü òåñíîå âçàèìîäåéñòâèå, áûëè êîìïî -
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çèòîðû Ëàòâèè è Ýñòîíèè – ñðåäè íèõ â ïåðâóþ î÷åðåäü ñëåäóåò îò-
ìåòèòü ßàíà Ðÿýòñà, Ïåòåðèñà Âàñêñà. Ñîòðóäíè÷åñòâî ñ íèìè ïðî-
äîëæàëîñü ìíîãî ëåò . Íå ìåíåå òåñíûå ñâÿçè ñëîæèëèñü ñ êîìïîçè-
òîðàìè èç äðóãèõ ðåãèîíîâ – Ìèðîñëàâîì Ñêîðèêîì èç Ó êðàèíû,
Îëåãîì ßí÷åíêî, êîòîðûé ñíà÷àëà æèë â Ìèíñêå, ïîçäíåå â Ìîñêâå
(îí ïîñâÿòèë Ñîíäåöêèñó íåñêîëüêî ñâîèõ êîìïîçèöèé), Ñóëõàíîì
Íàñèäçå èç Ãðóçèè, ×àðû Íóðûìîâûì èç Ò óðêìåíèè, Ôåëèêñîì ßíîâ
ßíîâñêèì èç Ó çáåêèñòàíà. Äîñòàòî÷íî ñêîðî ê ýòèì èìåíàì ïðèáà-
âèëèñü àâòîðû èç Ãåðìàíèè, Àâñòðèè, Ôèíëÿíäèè, Ïîëüøè.

Âî ìíîãîì çíàêîâûì ðóáåæîì îáðåòåíèÿ íîâîãî êà÷åñòâà â òâîð-
÷åñêîì îáùåíèè ñ êîìïîçèòîðàìè äëÿ Ñîíäåöêèñà ñòàë 1977 ãîä,
êîãäà â êðóã åãî ïîñòîÿííûõ ìóçûêàëüíûõ ïàðòíåðîâ âîøëè Àëüô-
ðåä Øíèòêå è Àðâî Ïÿðò , òâîð÷åñêèå èñêàíèÿ êîòîðûõ â òî âðåìÿ â
ÑÑÑÐ íàõîäèëèñü íà ãðàíè äîçâîëåííîãî. Èìåííî ýòè êîìïîçèòî-
ðû, íûíå ïî÷èòàåìûå êàê êëàññèêè ìóçûêè ÕÕ âåêà, â çíà÷èòåëüíîé
ìåðå ïîâëèÿëè íà ñèñòåìó öåííîñòåé, ñ ïîçèöèé êîòîðîé Ñîíäåöêèñ
îòíûíå èñõîäèë â ñâîèõ âçãëÿäàõ íà íîâóþ ìóçûêó . Êîíå÷íî, ýòî âîâñå
íå îçíà÷àëî, ÷òî îí ïåðåñòàë îáùàòüñÿ ñ äðóãèìè êîìïîçèòîðàìè èëè
íà÷àë îòâåðãàòü äðóãèå âçãëÿäû íà ïóòè ðàçâèòèÿ ñîâðåìåííîé ìóçû-
êè – êàê è ðàíüøå, ìíîãèå êîìïîçèòîðû íàõîäèëè â åãî ëèöå çàáîò-
ëèâîãî, âäóì÷èâîãî è î÷åíü çàèíòåðåñîâàííîãî ïàðòíåðà, êîòîðûé
âñåãäà áûë ãîòîâ îòêëèêíóòüñÿ íà ïðåäëîæåíèÿ î ñîâìåñòíîé ðàáîòå.
Îäíàêî âñå æå áëèçêèå òâîð÷åñêèå êîíòàêòû ñ äâóìÿ âûäàþùèìèñÿ
ðåôîðìàòîðàìè ìóçûêàëüíîãî èñêó ññòâà íàøåãî âðåìåíè ñòàëè äëÿ
íåãî âî ìíîãîì ïðèîðèòåòíûìè.

Â çíàê äðóæáû ê Ñîíäåöêèñó Øíèòêå è Ïÿðò ïîñâÿòèëè åìó ñâîè
ïðîèçâåäåíèÿ, îí æå áûë ïåðâûì èñïîëíèòåëåì ðÿäà èõ ñî÷èíåíèé.

Àëüôðåä Øíèòêå
Ïðîèçâåäåíèÿ, ïîñâÿùåííûå Ñîíäåöêèñó:

— Concerto grosso ¹ 1 (1977; ïîñâÿùåíèå Ã èäîíó Êðåìåðó , Òàòüÿíå
Ãðèíäåíêî, Ñà óëþñó Ñîíäåöêèñó),

— Concerto grosso ¹ 3 (1985; ïîñâÿùåíèå Ñà óëþñó Ñîíäåöêèñó è
Ëèòîâñêîìó êàìåðíîìó îðêåñòðó).
Ïðîèçâåäåíèÿ, âïåðâûå èñïîëíåííûå Ñîíäåöêèñîì:

— Concerto grosso ¹ 1 (1977; ñîëèñòû Ã èäîí Êðåìåð, Ò àòüÿíà Ãðèí-
äåíêî),

— Concerto grosso ¹ 3 (1985; ñîëèñòû Ò àòüÿíà Ãðèíäåíêî, Îëåã Êðûñà),
— Êàíîí äëÿ ñòðóííîãî îðêåñòðà è ñêðèïêè ñîëî (òðàíñêðèïöèÿ

Êàíîíà Àëüáàíà Áåðãà 1985; ïðåìüåðà â òîì æå ãîäó),
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— Quasi una sonata (ñî÷èíåíèå 1985, ïðåìüåðà 1986 – Øíèòêå âïåð-
âûå ïîñëå ïåðâîãî èíñóëü òà ïðèøåë íà êîíöåðò),

— Sutartinës (ñî÷èíåíèå è ïðåìüåðà 1991).

Àðâî Ïÿðò
Ïðîèçâåäåíèå, ïîñâÿùåííîå Ñîíäåöêèñó è âïåðâûå èì èñïîë-

íåííîå:
— Orient & Occident (ïî çàêàçó ìåæäóíàðîäíîãî ôåñòèâàëÿ Berliner

Festwochen, ñî÷èíåíèå è ïðåìüåðà 2000).

Ñîíäåöêèñ â ñâîèõ êîíöåðòàõ ÷àñòî èñïîëíÿë ïðîèçâåäåíèÿ êàê
Øíèòêå, òàê è Ïÿðòà, ñäåëàë ìíîãîå äëÿ ïðîäâèæåíèÿ èõ òâîð÷åñòâà
íà áîëüøóþ êîíöåðòíóþ ñöåíó . Ñóäÿ ïî âñåìó , èìåííî Ñîíäåöêèñîì
Øíèòêå áûë âïåðâûå èñïîëíåí â Áîëüøîì çàëå Ìîñêîâñêîé êîí-
ñåðâàòîðèè (1977) – â ñàìîì ïðåñòèæíîì çàëå ÑÑÑÐ , è ñ ýòîãî âðåìå-
íè åãî ïðîèçâåäåíèÿ ñòàëè çàêóïàòüñÿ Ìèíèñòåðñòâîì êóëü òóðû, ÷òî
òîãäà áûëî íåïðåëîæíûì ó ñëîâèåì äëÿ èñïîëíåíèÿ. Â êà÷åñòâå ïèà-
íèñòà Ëèòîâñêîãî êàìåðíîãî îðêåñòðà Ñîíäåöêèñ âïåðâûå ñîçäàë
âîçìîæíîñòü äî òîé ïîðû íåâûåçäíîìó Øíèòêå âûåõàòü çà ðóáåæ
(íîÿáðü, äåêàáðü 1977: ÔÐÃ, Àâñòðèÿ), è îíè ñîâìåñòíî ïðèíÿëè ó÷à-
ñòèå â ðÿäå àâòîðèòåòíûõ ôîðóìîâ ñîâðåìåííîé ìóçûêè. Êñòàòè, â
ïðîãðàììó òåõ æå êîíöåðòîâ â Ìîñêâå, Ã åðìàíèè è Àâñòðèè áûëî
âêëþ÷åíî è ïðîèçâåäåíèå Ïÿðòà Tabula rasa (1977). Íåñîìíåííî, ýòè
êîíöåðòû ñûãðàëè îñîáóþ ðîëü â òâîð÷åñêîé áèîãðàôèè îáîèõ êîì-
ïîçèòîðîâ.

È Øíèòêå, è Ïÿðò âûñîêî öåíèëè Ñîíäåöêèñà, äîðîæèëè ñîòðóä-
íè÷åñòâîì ñ íèì. Â àðõèâå Ñîíäåöêèñà èìåþòñÿ ðóêîïèñè èõ ïðîèçâå-
äåíèé, â êîòîðûõ îñîáûé èíòåðåñ âûçûâàþò àâòîðñêèå ïðàâêè, âíåñåí-
íûå êîìïîçèòîðàìè óæå â õîäå ïîñëåäíèõ, ïðåäïðåìüåðíûõ  ðåïåòèöèé.

Òàê, íàïðèìåð, Øíèòêå âíîñèë êîððåêòèâû â ãîòîâèâøèéñÿ ê
èñïîëíåíèþ Ñîíäåöêèñîì âìåñòå ñ Ã èäîíîì Êðåìåðîì è Ò àòüÿíîé
Ãðèíäåíêî Concerto grosso ¹ 1 áóêâàëüíî äî ïîñëåäíåãî ìîìåíòà –
ïîñëåäíèå ïîïðàâêè áûëè ñäåëàíû â èìåâøèåñÿ â ðàñïîðÿæåíèè
êîìïîçèòîðà äâà äíÿ ìåæäó âèëüíþññêîé (12 aïðåëÿ 1977) è ìîñêîâ-
ñêîé (14 aïðåëÿ 1977) ïðåìüåðàìè ñî÷èíåíèÿ. Â ñëó÷àå ñ Concerto grosso
¹ 3 Øíèòêå ñäåëàë äîñòàòî÷íî ñåðüåçíûå èçìåíåíèÿ óæå ïîñëå ïðå-
ìüåðû â Ñàíêò-Ïåòåðáóðãå (òîãäà Ëåíèíãðàäå), è â Ìîñêâå ïðîèçâå-
äåíèå ïðîçâó÷àëî óæå â íîâîì îáëèêå – â ïÿòîé ÷àñòè ñî÷èíåíèÿ ÷åì-
áàëî áûëî çàìåíåíî íà ÷åëåñòó è áûë ïåðåïèñàí çàêëþ÷èòåëüíûé
ôðàãìåíò , êîòîðûé áûë äîïîëíåí çàâåðøàþùèì ýïèçîäîì ïðîñâåò-
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ëåííîãî õàðàêòåðà, ÷òî ïðèäàëî âñåìó ïðîèçâåäåíèþ íåñêîëüêî èíîé
ôèëîñîôñêèé ñìûñë. Âñå ýòî ïðîëèâàåò ñâåò íà òâîð÷åñêèé ïðîöåññ
êîìïîçèòîðà, õàðàêòåð åãî ðàáîòû ñ èñïîëíèòåëåì, ïîèñê âîçìîæ-
íîñòåé íàèáîëåå âûðàçèòåëüíîãî âîïëîùåíèÿ ñâîèõ çàìûñëîâ.

Îá îòíîøåíèè Øíèòêå è Ïÿðòà ê Ñîíäåöêèñó ñâèäåòåëüñòâóþò
îáðàùåííûå ê íåìó èõ òåïëûå ñëîâà. Øíèòêå íà ïðîãðàììå êîíöåð-
òà, â êîòîðîì âïåðâûå çâó÷àëî Concerto grosso ¹ 1, íàïèñàë íåáîëü-
øîå ïîñâÿùåíèå, ãäå òðèæäû, ïîñëå êàæäîãî ïðåäëîæåíèÿ, èñïîëü-
çîâàë âîñêëèöàòåëüíûé çíàê: Ïîïàñòü â ðóêè Ñàóëþñà Ñîíäåöêèñà –
ñàìàÿ áîëüøàÿ óäà÷à äëÿ êîìïîçèòîðà! Æåëàþ ýòîãî ñåáå (è âñåì ñâîèì
êîëëåãàì) åùå ìíîãî ðàç! Íî ñàìîå áîëüøîå ñ÷àñòüå äëÿ ìóçûêàíòà –
áûòü ïðîñòî ñëóøàòåëåì çàìå÷àòåëüíîãî èñïîëíåíèÿ Ìîöàðòà, Ìåñ-
ñèàíà, Øóáåðòà, Ãàéäíà, Áàõà (è ìíîãèõ äðóãèõ ïðåêðàñíûõ êîìïîçè-
òîðîâ)! À. Øíèòêå, 14.04.77 (Øíèòêå 1977).

Â òàêèõ æå âîñòîðæåííûõ òîíàõ è õàðàêòåðíîé ìèíèìàëèñòñêîé
ìàíåðå âûäåðæàíà è äàðñòâåííàÿ íàäïèñü Ïÿðòà íà äèñêå ñ çàïèñüþ
åãî Tabula rasa â èñïîëíåíèè Ñîíäåöêèñà, Êðåìåðà è Ã ðèíäåíêî: Äî-
ðîãîé Ñàóëèóñ, òî, ÷òî ìíå õîòåëîñü Âàì ïåðåäàòü ñëîâàìè, íèêîãäà íå
ìîæåò ñðàâíèòüñÿ ñ òåì, ÷òî ñêàçàíî Âàøèìè ðóêàìè. Ìîÿ ãëóáîêàÿ
áëàãîäàðíîñòü. Âàø À. Ïÿðò, 19.03.97 (Ïÿðò 1997).

Ïåðå÷åíü èçâåñòíåéøèõ êîìïîçèòîðîâ íàøåãî âðåìåíè, ñ êîòî-
ðûìè áëèçêî îáùàëñÿ è ñîòðóäíè÷àë Ñîíäåöêèñ, êîíå÷íî, íå îãðà-
íè÷èâàåòñÿ ëèøü èìåíàìè Øíèòêå è Ïÿðòà. Â ÷èñëå òåõ àâòîðîâ, êòî
îáëåêëè åãî ñâîåé äðóæáîé è äîâåðèåì, áûëè è òàêèå ãðàíäû ðóññêîé
ìóçûêè, êàê Ðîäèîí Ùåäðèí, Ýäèñîí Äåíèñîâ, Ñåðãåé Ñëîíèìñêèé
è Ñîôüÿ Ãóáàéäóëèíà.

Òàê, Ñëîíèìñêèé ïîñâÿòèë åìó ñâîþ Âîñüìóþ ñèìôîíèþ (1985),
êîòîðàÿ âïåðâûå ïðîçâó÷àëà ïîä óïðàâëåíèåì ëèòîâñêîãî äèðèæåðà.
Åùå îäíèì âïåðâûå èñïîëíåííûì Ñîíäåöêèñîì ïðîèçâåäåíèåì
Ñëîíèìñêîãî ñòàë Âåñåííèé êîíöåðò  äëÿ ñêðèïêè è ñòðóííîãî îðêåñ-
òðà (1983; ñîëèñòîì â ýòîé ïðåìüåðå áûë Ñåðãåé Ñòàäëåð).

Ýäèñîí Äåíèñîâ äâàæäû äîâåðèë Ñîíäåöêèñó ïåðâîå èñïîëíå-
íèå ñâîèõ ñî÷èíåíèé – èìè ñòàëè Êàìåðíàÿ ìóçûêà äëÿ àëüòà, êëàâå-
ñèíà è ñòðóííûõ (1982, ïðåìüåðà 7 ìàÿ 1983, Ìîñêâà; ñîëèñò Þðèé
Áàøìåò) è Ïÿòü êàïðèñîâ Ïàãàíèíè  äëÿ ñêðèïêè è ñòðóííûõ (1985,
ïðåìüåðà 5 ôåâðàëÿ 1986, Ìîñêâà; ñîëèñò Îëåã Êàãàí).

Âñå ýòî ñâèäåòåëüñòâóåò îá èñêëþ÷èòåëüíûõ çàñëóãàõ Ñîíäåöêèñà
â ðàñïðîñòðàíåíèè è óòâåðæäåíèè íîâîãî èñêó ññòâà, î òîé çíà÷èòåëü-
íîé ðîëè, êîòîðóþ îí ñûãðàë â ðàçâèòèè êóëü òóðû íàøåãî âðåìåíè.
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Îáúÿñíåíèå, ïî÷åìó èìåííî Ñîíäåöêèñ ñòàë ìóçûêàíòîì, íà
äîëþ êîòîðîãî âûïàë ñ÷àñòëèâûé æðåáèé îêàçàòüñÿ â ýïèöåíòðå ãëàâ-
íûõ õóäîæåñòâåííûõ ñîáûòèé ýïîõè, íà ñàìîì äåëå äîñòàòî÷íî ïðîñò .
Â èñêóññòâå î÷åíü âàæåí òâîð÷åñêèé ñîçèäàòåëüíûé çàðÿä, áëàãîäàðÿ
êîòîðîìó õóäîæíèê îêàçûâàåòñÿ íà îñòðèå èñêàíèé. Ñîíäåöêèñ èì
îáëàäàåò â ïîëíîé ìåðå. Íå óäîâëåòâîðÿÿñü òåì, ÷òî åñòü, îí íåèç-
ìåííî ñìîòðèò â áóäóùåå, îòêðûò äëÿ íîâàöèé.

Ñîçèäàòåëüíîñòü âñåãäà áûëà êà÷åñòâîì, îòëè÷àâøèì äåÿòåëü-
íîñòü Ñîíäåöêèñà. Ñâîþ êàðüåðó îí íà÷àë ñ ñîçäàíèÿ Ëèòîâñêîãî
êàìåðíîãî îðêåñòðà (1960) – ïî òåì âðåìåíàì, îðêåñòðà ñîâåðøåííî
íîâîãî òèïà. Îá ó ñïåøíîñòè åãî îïûòà ñâèäåòåëüñòâó åò òî, ÷òî âïîñ-
ëåäñòâèå ýòîò îðêåñòð ñòàë ïðèìåðîì äëÿ ïîäðàæàíèÿ, âîçâåñòèë
íîâóþ ýðó â îðêåñòðîâîì ìóçèöèðîâàíèè. Ïðîäîëæåíèå èìåëè è äðó-
ãèå åãî íà÷àíàíèÿ. È, êîíå÷íî æå, ñîçèäàòåëüíûé ïîòåíöèàë Ñîí-
äåöêèñà íàøåë ÿðêîå âûðàæåíèå è â åãî àêòèâíîì ó÷àñòèè â âîçíèê-
íîâåíèè, ðàñïðîñòðàíåíèè è óòâåðæäåíèè íîâîé ìóçûêè. Ìíîãèì
àâòîðàì îí îòêðûë äîðîãó ê ñëóøàòåëþ, ïîìîã èì íàéòè ñåáÿ â ìèðå
ìóçûêè.

Äîñòèæåíèÿ Ñîíäåöêèñà ÿâëÿþòñÿ ñëåäñòâèåì ãàðìîíè÷íîñòè
åãî ëè÷íîñòè, ñâîéñòâåííîé åìó ïîçèòèâíîé íàïðàâëåííîñòè ìèðî î-
ùóùåíèÿ, îòçûâ÷èâîñòè, ãîòîâíîñòè ïðèéòè íà ïîìîùü. Íåñîìíåííî
è òî, ÷òî âàæíåéøèì ó ñëîâèåì è ãàðàíòîì åãî ó ñïåõà ÿâëÿåòñÿ îã-
ðîìíûé òàëàíò .

Óäèâèòåëüíûå êà÷åñòâà Ñîíäåöêèñà – ÷åëîâåêà è õóäîæíèêà –
ñîâåðøåííî íåîæèäàííûì îáðàçîì âûñâå÷åíû è òî÷íî î÷åð÷åíû â
àäðåñîâàííîì åìó ïèñüìå Ïåòåðèñà Âàñêñà, ñðåäè ïðîèçâåäåíèé êî-
òîðîãî òàêæå åñòü îäíî, âïåðâûå èñïîëíåííîå ëèòîâñêèì äèðèæå-
ðîì: ýòî ñîçäàííûé ïî çàêàçó ìåæäóíàðîäíîãî Çàëüöáóðãñêîãî ôåñ-
òèâàëÿ è íà íåì ïðîçâó÷àâøèé êîíöåðò Fernes Licht (Äàëüíèé ñâåò)
äëÿ ñêðèïêè è ñòðóííîãî îðêåñòðà (ñîëèñò Ã èäîí Êðåìåð, îðêåñòð
Kremerata Baltica, 1997). Âàñêñ äàåò óäèâèòåëüíî âåðíûé îòâåò íà âîï-
ðîñ, ÷òî ÿâëÿåòñÿ ãëàâíûì â òâîð÷åñêîì îáùåíèè õóäîæíèêîâ, êà-
êèì â ãëàçàõ êîìïîçèòîðà ÿâëÿåòñÿ èäåàëüíûé èñïîëíèòåëü:

23.III.84

Óâàæàåìûé ïðîôåññîð,

Ïèøó Âàì, ïîòîìó ÷òî õî÷ó åùå ðàç ïîáëàãîäàðèòü çà òîò íåçà-
áûâàåìûé âå÷åð â Ðèæñêîé êîíñåðâàòîðèè 23.III.
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Âû òâîðèëè ÷óäåñà! Íå çíàþ, íå ïîìíþ, êîãäà åùå èñïûòûâàë òà-
êîå ÷óâñòâî ñ÷àñòüÿ, êàê â òîò âå÷åð. Âñå çâó÷àëî òàê ïðîñòî, ïîíÿò-
íî, à â òî æå âðåìÿ íåïîâòîðèìî, íåîáûêíîâåííî. Ñïàñèáî çà ýòè ÷óäåñ-
íûå ìãíîâåíüÿ, êîòîðûå åùå ìíîãî äíåé è ìåñÿöåâ áóäóò ñâåòèòü ìîþ
æèçíü!

Äà, ðàçðåøèòå ìíå, ïðîôåññîð, õîòü ñ îïîçäàíèåì ïîáëàãîäàðèòü
Âàñ è çà âñå äîáðîå, ÷òî Âû äåëàëè äëÿ ìåíÿ, êîãäà ÿ ó÷èëñÿ â Âèëüíþñå.

Âû ìåíÿ ïðèíÿëè (äàæå 2 ðàçà) â ñòðóííîå îòäåëåíèå êîíñåðâàòî-
ðèè, ÿ ðîñ, ñëóøàÿ Âàøè êîíöåðòû, èãðàÿ ïîä Âàøèì ðóêîâîäñòâîì, áå-
ñåäóÿ ñ Âàìè, ÷óâñòâóÿ Âàøó äîáðîòó, Âàøó ïðåäàííîñòü èñêóññòâó. Â
òîì, ÷òî ÿ ñòàë ÷åëîâåêîì, ÷òî ÿ òåïåðü êîìïîçèòîð, ÷òî ÿ ïèøó ìó-
çûêó îò ñåðäöà ê ñåðäöó, ïðèñóòñòâóåò âî ìíîãîì è Âàøà çàñëóãà.

Äîðîãîé ïðîôåññîð, ïóñòü ìóçûêà ïîä Âàøèì ðóêîâîäñòâîì åùå
ìíîãî ëåò çâó÷èò âî ìíîãèõ êîíöåðòíûõ çàëàõ ìèðà, äåëàÿ ëþäåé ëó÷øå
è äàðóÿ èì ëþáîâü â ýòîì õîëîäíîì è æåñòîêîì ìèðå. È íå áóäåò äëÿ
ìåíÿ áîëüøå ñ÷àñòüÿ, ÷åì ñëûøàòü ìîþ ìóçûêó â Âàøåé èíòåðïðåòàöèè.

Ñ ãëóáîêèì óâàæåíèåì, Âàø Pçteris Vasks

Èìåííî áëàãîäàðÿ íåïîâòîðèìîìó ñî÷åòàíèþ ÷åëîâå÷åñêèõ è
õóäîæåñòâåííûõ êà÷åñòâ, íåïîñðåäñòâåííî è òîíêî îòðàæåííûõ â
ïîñëàíèè Âàñêñà, Ñîíäåöêèñ ñòàë òàêèì çíà÷èìûì è âèäíûì ïåðñî-
íàæåì èñòîðèè ìóçûêè ÕÕ âåêà.

Saulius Sondeckis: On the Creative Interaction of
Composer and Performer as a Factor of Development of Music

Leonidas Melnikas

Summary

Saulius Sondeckis’ name is indivisible from the history of 20th century
music. He is not only an indefatigueable propagandist and diffuser of the
art of his contemporaries, an initiator of many new works, but, what is
more, he was lucky to work with and become close friends with several
composers who have entered into the ranks of classics among contem-
porary art.

The diffusion of music is, in essence, impossible outside of perform-
ance art, thanks to which the listener is introduced to the latest creations.
Public performance is a condition to the inclusion of a work of a composer
into the real and functioning culture of today. Unvoiced and unperformed
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music really does not exist for the listener, who never hears it and thus
never comes to know it.

On the other hand, the responsibility of the performer before history
is not limited only to the act of sounding out a musical piece. The form
and vision which the performer brings to the listener is no less important.
After all, in the memory and conscience of the listener, the piece is
imprinted in the form given to the piece by the performer. It is not what
the composer created, but rather that which the performer has reproduced
that becomes the object of the listener’s perception. In this sense, the
performer is a constant co-author of the composer, whereas interpretation
is a synthesized product of their joint art.

A performer’s responsibility is all the greater when he has the honor
of being the first to perform a work. In contrast to the usual practice,
when interpretation of a piece is based on existing traditions and derives
from settled models of understanding, in preparing for a premiere the
performer has to do without such assistance. In this situation, it is the
performer himself who invests new artistic traditions and draws the
pathways of future development, not to mention that all future performers,
having reference to his initial performance, will take into account his
experience. He does something that no one did before. Every new work
is always a step into the unknown, the obtainment of a new quality of
musical thinking (provided, of course, it is really art and not its imitation,
when a composer does not create anything new, but only repeats once
again something long ago found by him, or – worse – by others). There-
fore, following the composer, the performer in a different artistic pace
and in other creative forms becomes a discoverer of new musical horizons.
That, precisely, is Saulius Sondeckis.

Àðõèâíûå ìà òåðèàëû

Sondeckis, S. Apie Aleksandrà Livontà. Ðóêîïèñü, ëè÷íûé àðõèâ Ñ. Ñîíäåöêèñà
Âàñêñ, Ï. (1984). Ïèñüìî Ñ. Ñîíäåöêèñó 23 ìàðòà. Ðóêîïèñü, ëè÷íûé àðõèâ

Ñ. Ñîíäåöêèñà
Ïÿðò , A. (1997). Çàïèñêè íà îáëîæêå äèñêà Arvo Pärt: Tabula rasa (ECM Records,

ECM 1275, 1984). Ðóêîïèñü, ëè÷íûé àðõèâ Ñ. Ñîíäåöêèñà
Øíèòêå, À. (1977). Çàïèñêè íà ïðîãðàììå êîíöåðòà 14 àïðåëÿ (â òîì ÷èñëå

ïðåìüåðû åãî Concerto grosso ¹ 1). Ðóêîïèñü, ëè÷íûé àðõèâ Ñ. Ñîíäåö-
êèñà
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Èíñòðóìå íòàëüíî-èíòî íàöèî ííûå ñðåäñòâà
èñïîëíå íèÿ ìíîãîãîëîñèÿ íà àêêîðäåî íå

â êîíòåêñòå ýâîëþöèè êëàâèøíûõ
ìóçûêàëüíûõ èíñòðóìå íòîâ

Mag. art. Âëàäèìèð Áàáàðèêî
ïðåïîäàâàòåëü Âèòåáñêîãî ãîñóäàðñòâåííîãî óíèâåðñèòåòà

Ïðîáëåìà èíòî íàöèî ííîé âûðàçèòåëüíîñòè
â ñîëüíîì èñïîëíèòåëüñòâå íà ìóçûêàëüíûõ èíñòðóìå íòàõ

òåìïå ðèðîâàííîãî ñòðîÿ: ê îïðåäåëå íèþ ïî íÿòèÿ
èíñòðóìåíòàëüíî-èíòîíàöèîííûå ñðåäñòâà

Âñëåäñòâèå íà÷àëüíîãî îòîæäåñòâëåíèÿ ïîíÿòèÿ èíòîíàöèè â
ìóçûêå ñ òî÷íîñòüþ èçâëå÷åíèÿ çâóêîâ ïî âûñîòå ðàçâèòèå ó÷åíèÿ îá
èíñòðóìåíòàëüíî-èñïîëíèòåëüñêèõ ñðåäñòâàõ èíòîíèðîâàíèÿ ïðîõî-
äèëî ãëàâíûì îáðàçîì â ìåòîäèêå èãðû íà èíñòðóìåíòàõ íåòåìïåðè-
ðîâàííîãî ñòðîÿ. Ïðè ýòîì ñòðåìëåíèå ê âîêàëüíî âûðàçèòåëüíîìó
èñïîëíåíèþ íà èíñòðóìåíòàõ òåìïåðèðîâàííîãî ñòðîÿ 1 îáîçíà÷àëîñü
ôîðìàëüíî, â êà÷åñòâå èäåàëà, íåäîñòèæèìîãî âñëåäñòâèå îòñóòñòâèÿ
ñðåäñòâ óïðàâëåíèÿ âûñîòîé è ôèëèðîâêîé èçâëåêàåìûõ òîíîâ. Ò àê,
íà òèòóëüíîì ëèñòå ñâîèõ êëàâèðíûõ èíâåíöèé Èîãàíí Ñåáàñòüÿí
Áàõ óêàçûâàë íà âàæíîñòü ïðèáëèæåíèÿ èíñòðóìåíòàëüíîãî èñïîë-
íåíèÿ ê ãèáêîñòè âîêàëüíîãî çàäà÷åé äîáèòüñÿ ïåâó÷åé ìàíåðû èãðû2

1 Àâãóñòà Ìàëèíêîâñêàÿ îòìå÷àåò: [..] ïðàêòèêà èñïîëíèòåëüñòâà íà îð-
ãàíå, íà èíñòðóìåíòàõ ñåìåéñòâà êëàâèðíûõ – êëàâåñèíå, êëàâèêîðäå, ðàííèõ
ôîðòåïèàíî –  [..] îáîñòðÿëà ÷óòêîñòü ìóçûêàíòîâ ê ïðîöåññó èíòîíèðîâàíèÿ
(Ìàëèíêîâñêàÿ 1990: 23); òðåáîâàòåëüíîñòü ñëóõà ê ñâÿçíîñòè çâó÷àíèÿ, ê
ãèáêîé íåïðåðûâíîñòè çâóêîñîïðÿæåíèÿ  [..] âûòåêàåò èç èíòîíàöèîííîé, âñå-
ãäà äåéñòâóþùåé çàêîíîìåðíîñòè  (Ìàëèíêîâñêàÿ 1990: 22).

2 Þðèé Ïîíèçîâêèí, îáñóæäàÿ ïðîáëåìû èíòåðïðåòàöèè êëàâèðíûõ ïðî-
èçâåäåíèé Èîãàííà Ñåáàñòüÿíà Áàõà, ãîâîðèò î òîì, ÷òî â ýïîõó áàðî÷íîãî
ñòèëÿ íåîáõîäèìàÿ èíòîíàöèîííàÿ ãèáêîñòü åñòåñòâåííî ðåàëèçîâûâàëàñü îð-
êåñòðîâûìè èíñòðóìåíòàìè è  ê ë à â è ê î ð ä îì. Íà êëàâåñèíå è îðãàíå âðåìåí
Áàõà, ëèøåííûõ òàêîé ãèáêîñòè, ýêñïðåññèÿ äîñòèãàëàñü â îñíîâíîì âûñîêèì
óðîâíåì âëàäåíèÿ àðòèêóëÿöèåé (Ïîíèçîâêèí 1996: 26).
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(öèò. ïî: Áðà óäî 2001: 4). Øèðîêî èçâåñòíû ñëîâà Ã åíðèõà Íåéãà óçà î
íåîáõîäèìîñòè íàó÷èòüñÿ “ïåòü” íà ðîÿëå  (Íåéãà óç 1999: 75).

Î÷åâèäíî, ÷òî ìîòèâàöèåé âîçíèêíîâåíèÿ âûøåîçíà÷åííûõ ó ñ-
òàíîâîê â èñïîëíèòåëüñòâå ïîñëóæèëè âçàèìîîòíîøåíèÿ òâîð÷åñêèõ
óñòðåìëåíèé ìóçûêàíòîâ è îáúåêòèâíûõ âîçìîæíîñòåé ñðåäñòâ èí-
òîíàöèîííîãî âûðàæåíèÿ ìóçûêàëüíîãî ñîäåðæàíèÿ íà êîíêðåòíîì
èíñòðóìåíòàðèè. Íà ó÷íîå îáîáùåíèå îáó ñëîâëåííîñòè òàêèõ âîç-
ìîæíîñòåé â èíñòðóìåíòàëüíî-èñïîëíèòåëüñêîé äåÿòåëüíîñòè ñâîé-
ñòâàìè èçâëåêàåìîãî íà ìóçûêàëüíîì èíñòðóìåíòå òîíà íàõîäèò ñâîå
îïèñàíèå â îòäåëüíûõ ïîëîæåíèÿõ àðòèêóëÿöèîííîé òåîðèè Èñàéè
Áðàóäî, ãäå ó÷åíûé ïðåäëàãàë íàçâàòü ï ð î è ç í î ø å í è å ì (ìóçûêàëü-
íûì) â ø è ð î ê î ì  ñ ì û ñ ë å  ñ ë î â à [..]  âûðàçèòåëüíûå ïåðåìåí÷èâûå
ïðîöåññû âíóòðè íîòû  (Áðàóäî 1973: 191; çäåñü è äàëåå âñå âûäåëåíèÿ
øðèôòîì â öèòàòàõ ìîè. – Â. Á.), êîòîðûå ñîñòàâëÿþò íåîòúåìëåìîå
ñâîéñòâî [..] âîêàëüíîãî èñïîëíåíèÿ  [..] è èãðû íà ñòðóííûõ è äóõîâûõ
èíñòðóìåíòàõ , à îáëàñòü ÿâëåíèé, ñâÿçàííûõ ñ [..] îãðàíè÷åííûì âèäîì
ïðîöåññà âíóòðè íîòû, [..] ï ð î èç í îøå íèå ì  â  óçê î ì  ñ ì ûñëå  ñë î -
âà (èëè à ð ò è ê ó ë ÿ ö è åé) (Áðàóäî 1973: 191). Ïîñëåäíåå ïîíÿòèå
Èñàéÿ Áðàóäî ñîîòíîñèë ñ âûðàçèòåëüíûìè êà÷åñòâàìè êëàâèøíûõ
ìóçûêàëüíûõ èíñòðóìåíòîâ (ôîðòåïèàíî è îðãàíà) â ñâÿçè ñ îòñóò-
ñòâèåì øèðîêèõ âîçìîæíîñòåé ïî óïðàâëåíèþ âîñïðîèçâîäèìûì íà
íèõ çâó÷àíèåì, îãðàíè÷åííîñòüþ ñðåäñòâ èíòîíàöèîííîãî îáúåäèíå-
íèÿ èçâëåêàåìûõ òîíîâ. Èñàéÿ Áðà óäî íå âêëþ÷àåò â ñâîè èññëåäîâà-
íèÿ îïèñàíèå ñâîéñòâ çâó÷àíèÿ, èçâëåêàåìîãî íà ðó÷íûõ ãàðìîíè-
êàõ3. Ïðè ýòîì, èíñòðóìåíòû äàííîãî ñåìåéñòâà îáëàäàþò êà÷åñòâàìè,

3 Ãàðìîíèêà – îáùåå íàçâàíèå ìóçûêàëüíûõ èíñòðóìåíòîâ, ãäå çâóê îáðà-
çóåòñÿ ïîñðåäñòâîì êîëåáàíèé ñâîáîäíî ïðîñêàêèâàþùåãî ìåòàëëè÷åñêîãî
ÿçû÷êà, âûçûâàåìûõ íàãíåòàåìîé âîçäóøíîé ñòðó åé. Îïðåäåëåíèÿ ãóáíàÿ,
ðó÷íàÿ, íîæíàÿ , îòíîñÿùèåñÿ ê ãàðìîíèêå, îçíà÷àþò òèï âîçäóõîíàãíåòàíèÿ .
Ìèõàèë Èìõàíèöêèé êëàññèôèöèðó åò ðó÷íûå ãàðìîíèêè ïî ñïåöèôèêå âîç-
äóõîíàãíåòàíèÿ, ðàçäåëÿÿ èõ íà ãàðìîíèêè ñ â å ð ò è ê à ë ü í û ì  è ã î ð è ç î í -
ò à ë ü í û ì  äâèæåíèåì ìåõà  (Èìõàíèöêèé 2006: 31, 33). Àêêîðäåîí îòíîñèòñÿ
ê ïîñëåäíåìó èç óêàçàííûõ âèäîâ ðó÷íûõ ãàðìîíèê (ñ ãîðèçîíòàëüíûì äâè-
æåíèåì ìåõà); ñëåäóåò òàêæå óòî÷íèòü, ÷òî ãóáíûå, íîæíûå ãàðìîíèêè, à
òàêæå ðó÷íûå ãàðìîíèêè ñ âåðòèêàëüíûì äâèæåíèåì ìåõà â ñèñòåìå ìóçû-
êàëüíîãî îáðàçîâàíèÿ è ñîîòâåòñòâóþùåé èñïîëíèòåëüñêîé ïðàêòèêå íå
èñïîëüçóþòñÿ. Â íàñòîÿùåì èññëåäîâàíèè ðàññìàòðèâàþòñÿ ìåõàíèêî-
àêóñòè÷åñêèå ñâîéñòâà ðó÷íûõ ãàðìîíèê ñ ãîðèçîíòàëüíûì äâèæåíèåì ìåõà
(Èìõàíèöêèé 2006: 33).
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ñïîñîáñòâóþùèìè ïðîèçíîøåíèþ â øèðîêîì ñìûñëå ñëîâà  (Áðàóäî 1973:
191), ïî ñïîñîáó çâóêîèçâëå÷åíèÿ îòíîñÿòñÿ ê êëàâèøíûì ìóçûêàëü-
íûì èíñòðóìåíòàì.

Â êà÷åñòâå îïðåäåëåíèÿ çàâèñèìîñòè èíòîíàöèîííûõ ñðåäñòâ èñ-
ïîëíèòåëüñòâà îò òèïè÷íûõ ìåõàíèêî-àêó ñòè÷åñêèõ ñâîéñòâ èñïîëü-
çóåìîãî ìóçûêàëüíîãî èíñòðóìåíòà ìîæíî èíòåðïðåòèðîâàòü ñëîâà
Áîðèñà Àñàôüåâà î ñòàíîâëåíèè â òîíå, â çâóêîíàïðÿæåíèè, ò. å. èíòîíà-
öèîííîñòè, ñâîéñòâåííîé âñåì èíñòðóìåíòàì, íî êàæäîìó êà÷åñòâåí-
íî îñîáî  (Àñàôüåâ 1971: 363). Ïîñëåäîâàòåëü èäåé èíòîíàöèîííîé òåî-
ðèè Áîðèñà Àñàôüåâà Àâãóñòà Ìàëèíêîâñêàÿ ðàññìàòðèâàëà âîïðîñû
ñòàíîâëåíèÿ è ðàçâèòèÿ ïðàêòèêè è òåîðåòè÷åñêîãî îñìûñëåíèÿ ôîð-
òåïèàííî-èñïîëíèòåëüñêîãî èíòîíèðîâàíèÿ â åâðîïåéñêîé ìóçû-
êàëüíî-èíñòðóìåíòàëüíîé êóëü òóðå, îòìå÷àÿ: [..] îðãàíèçàöèÿ èñïîëíè-
òåëåì ïðîöåññà îôîðìëåíèÿ çâóêîñîîòíîøåíèé âñåãäà íîñèò èíñòðóìåí-
òàëüíî-êîíêðåòíûé õàðàêòåð è ñâÿçàíà ñ êîìïëåêñíûì âçàèìîäåéñòâèåì
ñðåäñòâ è ïðèåìîâ âûðàçèòåëüíîñòè (Ìàëèíêîâñêàÿ 1990: 181). Ïðè
ýòîì äàííûé èññëåäîâàòåëü, â îòëè÷èå îò Áîðèñà À ñàôüåâà, âûäåëÿ-
åò ïðèìàò ñòèëåâîé ôîðìû èñïîëíÿåìîé ìóçûêè íàä èíñòðóìåíòàëü-
íîé îðãàíèêîé (òèïè÷íûìè ìåõàíèêî-àêó ñòè÷åñêèìè ñâîéñòâàìè
ìóçûêàëüíîãî èíñòðóìåíòà). Ïðè ðàçðàáîòêå êîíöåïöèè õ ó ä î æ å -
ñ ò â å í í î é  ò å õ í è ê è  áàÿíèñòà (Äàâûäîâ 1990: 25) Íèêîëàé Äàâû-
äîâ ðàññìàòðèâàë ñ ï å ö è ô è ê ó èñïîëüçîâàíèÿ è òðàêòîâêè ñðåäñòâ
ìóçûêàëüíîé âûðàçèòåëüíîñòè è âûðàçèòåëüíûõ èíñòðóìåíòàëüíûõ ( [..]
áàÿííûõ) ñðåäñòâ â è ñ ï î ë í è ò å ë ü ñ ò â å (Äàâûäîâ 1990: 28) è îïðå-
äåëèë, ÷òî ñîâîêóïíîñòü õóäîæåñòâåííî-âûðàçèòåëüíûõ âîçìîæíîñòåé
ìóçûêàëüíîãî èíñòðóìåíòà ñîñòàâëÿåò åãî “èíòîíàöèîííîñòü”  (Äà-
âûäîâ 1990: 32). Äàííûì èññëåäîâàòåëåì óòî÷íÿåòñÿ, ÷òî ïîä èíòî-
íàöèîííîñòüþ îí ïîíèìàåò ñïîñîáíîñòü èíñòðóìåíòà ê âûðàçèòåëü-
íîìó ïðîèçíåñåíèþ ðàçíîîáðàçíûõ ìåëîäè÷åñêèõ îáîðîòîâ  (Äàâûäîâ
1990: 32). Ó÷èòûâàÿ áåçóñëîâíîñòü âëèÿíèÿ ìåõàíèêî-àêó ñòè÷åñêîé
ñïåöèôèêè ìóçûêàëüíîãî èíñòðóìåíòà íà âûðàçèòåëüíîñòü âîñïðî-
èçâîäèìîãî íà íåì çâó÷àíèÿ, íåîáõîäèìî ïîä÷åðêíóòü, ÷òî ïåðâè÷íûì
â ñîëüíî-èíñòðóìåíòàëüíîì ìóçûêàëüíîì èñïîëíèòåëüñòâå ÿâëÿåòñÿ
ñóáúåêòèâíî ðåàëèçóåìûé èíòîíàöèîííûé ïðîöåññ. Î÷åâèäíîé, ñ
íàøåé òî÷êè çðåíèÿ, ÿâëÿåòñÿ íåîáõîäèìîñòü îáúåäèíåíèÿ ïîíÿòèé,
îòðàæàþùèõ ìàòåðèàëüíûå ñðåäñòâà ñîëüíî-èíñòðóìåíòàëüíîãî ìó-
çûêàëüíîãî èñïîëíèòåëüñòâà (ò . å. ìåõàíèêî-àêó ñòè÷åñêèå ñâîéñòâà
ìóçûêàëüíîãî èíñòðóìåíòà), ñ ôîðìàìè èñïîëíèòåëüñêèõ äåéñòâèé,
ðåàëèçóþùèõ èíòîíàöèîííóþ ëîãèêó âîñïðîèçâîäèìîé ìóçûêè.
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Íà îñíîâàíèè àíàëèçà âûøåóêàçàííûõ ó ñòàíîâëåíèé è í ñ ò ð ó -
ì å í ò à ë ü í î - è í ò î í à ö è î í í û å  ñ ð å ä ñ ò â à ñ î ë ü í î ã î  è ñ ï î ë -
í å í è ÿ  ì ó ç û ê è ìîæíî îïðåäåëèòü êàê ñ î â î ê ó ï í î ñ ò ü  ò è ï è ÷ -
í û õ  ì å õ à í è ê î - à ê ó ñ ò è ÷ å ñ ê è õ  ñ â î é ñ ò â  ì ó ç û ê à ë ü í î ã î
è í ñ ò ð ó ì å í ò à  è  ô î ð ì  è ñ ï î ë í è ò å ë ü ñ ê è õ  ä å é ñ ò â è é  ï î
õ ó ä î æ å ñ ò â å í í î - ñ ì û ñ ë î â î ì ó  î á ú å ä è í å í è þ  ò î í î â ,
â î ñ ï ð î è ç â î ä è ì û õ  í à  ä à í í î ì  è í ñ ò ð ó ì å í ò å. Óêàçàííûé
ïðîöåññ îáúåäèíåíèÿ îñóùåñòâëÿåòñÿ ÷åðåç óïðàâëåíèå âûñîòîé,
ãðîìêîñòüþ, äëèòåëüíîñòüþ, òåìáðîì èçâëåêàåìîãî òîíà, à òàêæå ïî-
ñðåäñòâîì ðåãóëèðîâàíèÿ âçàèìîîòíîøåíèé óêàçàííûõ ïàðàìåòðîâ
â ñóììå âîñïðîèçâîäèìûõ òîíîâ ñ öåëüþ äîñòèæåíèÿ õóäîæåñòâåí-
íîé âûðàçèòåëüíîñòè èñïîëíåíèÿ ðàçëè÷íûõ òèïîâ ìóçûêàëüíîé
ôàêòóðû. Âîçìîæíîñòè òàêîãî óïðàâëåíèÿ, êîòîðîå ìîæíî ó ñëîâ-
íî íàçâàòü ìóçûêàëüíî-èíñòðóìåíòàëüíûì èíòîíèðîâàíèåì , îïðå-
äåëÿþòñÿ ìåõàíèêî-àêó ñòè÷åñêèìè ñâîéñòâàìè ìóçûêàëüíîãî èí-
ñòðóìåíòà.

Ìàòåðèàëüíî-èñòîðè÷åñêîå ðàçâèòèå èíñòðóìåíòàëüíî-èíòîíà-
öèîííûõ ñðåäñòâ  ìóçûêàëüíîãî èñïîëíèòåëüñòâà îòðàæàåò ñòðåìëåíèå
÷åëîâåêà ê ðåàëèçàöèè èíòîíàöèîííîé ñóùíîñòè ìóçûêè è ïðîÿâ-
ëÿåòñÿ â ñîâåðøåíñòâîâàíèè èíñòðóìåíòàëüíîé îðãàíèêè è èñïîë-
íèòåëüñêîé òåõíèêè. Â ñîëüíîì èñïîëíèòåëüñòâå çàêîíîìåðíîñòè
òàêîãî ðàçâèòèÿ îïðåäåëÿþòñÿ ñïåöèôèêîé óïðàâëåíèÿ èçâëåêàåìûì
íà èíñòðóìåíòå òîíîì, ãäå èíñòðóìåíòàëüíî-èíòîíàöèîííûå ñðåä-
ñòâà îáðàçóþò îáúåêòèâíóþ ïî âîçìîæíîñòÿì ñâîåãî èñïîëüçîâàíèÿ
îáùíîñòü. Â òåõ âèäàõ ìóçûêàëüíî-èíñòðóìåíòàëüíîãî èñïîëíèòåëü-
ñòâà, ãäå âîçìîæíî ñîëüíîå âîñïðîèçâåäåíèå ìíîãîãîëîñèÿ, ñèñòåìà
èíñòðóìåíòàëüíî-èíòîíàöèîííûõ ñðåäñòâ (ïî çàêîíîìåðíîñòÿì êî-
òîðîé îñóùåñòâëÿåòñÿ ìàòåðèàëüíîå ðàçâèòèå ìóçûêàëüíîãî èíñòðó-
ìåíòà ïðè ñîïóòñòâóþùèõ èçìåíåíèÿõ â èñïîëíèòåëüñêîé øêîëå è
êîìïîçèòîðñêîì òâîð÷åñòâå) ðàñøèðÿåòñÿ, âêëþ÷àÿ â ñåáÿ âîçìîæ-
íîñòè ðàññëîåíèÿ è ñóììèðîâàíèÿ ïëàñòîâ ìóçûêàëüíîé òêàíè, êî-
ëè÷åñòâî êîòîðûõ îãðàíè÷èâàåòñÿ ïîòåíöèàëüíîé èíòîíàöèîííîé
ïëîòíîñòüþ èñïîëíÿåìîé íà èíñòðóìåíòå ôàêòóðû. Â çàâèñèìîñòè
îò òèïà âîñïðîèçâîäèìîãî ìíîãîãîëîñèÿ (ãîìîôîíèÿ, ïîëèôîíèÿ)
êîëè÷åñòâåííûé ïîêàçàòåëü äàííîãî ïàðàìåòðà îïðåäåëÿåòñÿ êà÷å-
ñòâîì èíòîíàöèîííûõ ïëàñòîâ ôàêòóðû. Èíñòðóìåíòàëüíî-èíòî-
íàöèîííûå ñðåäñòâà ñîëüíîãî èñïîëíåíèÿ ìíîãîãîëîñèÿ åñòü ìàòå-
ðèàëüíî îáó ñëîâëåííûé ïîòåíöèàë äåéñòâèé èñïîëíèòåëÿ ïî îáåñ -
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ïå÷åíèþ èíòîíàöèîííîé ñâÿçè òîíîâ íà óðîâíå ôàêòóðíîãî ïëàñòà 4

è íà óðîâíå ôàêòóðû 5.

Áàçîâûå ñîëüíî-èíñòðóìå íòàëüíûå èíòî íàöèî ííûå ñðåäñòâà
èñïîëíèòåëüñòâà íà êëàâèøíûõ ìóçûêàëüíûõ èíñòðóìå íòàõ

Â ñîâðåìåííîé àêàäåìè÷åñêîé êîíöåðòíîé ïðàêòèêå ñîëüíîå
èñïîëíåíèå ïîëèôîíèè (ìóçûêàëüíîé ôàêòóðû, õàðàêòåðèçóþùåé-
ñÿ îäíîâðåìåííûì ñî÷åòàíèåì äâóõ è áîëåå ìåëîäè÷åñêèõ ëèíèé)
îñóùeñòâëÿåòñÿ ïðåèìóùåñòâåííî íà êëàâèøíûõ ìóçûêàëüíûõ èí-
ñòðóìåíòàõ – îðãàíå, ôîðòåïèàíî è àêêîðäåîíå. Ìíîãîòåìáðîâûé
ãîòîâî-âûáîðíûé áàÿí – íàèáîëåå ñîâåðøåííûé ìóçûêàëüíûé èí-
ñòðóìåíò ñåìåéñòâà ðó÷íûõ ãàðìîíèê, ïðîãðåññèâíàÿ êëàâèàòóðíàÿ
ðàçíîâèäíîñòü àêêîðäåîíà 6. Ðàññìàòðèâàåìûå â íàñòîÿùåì èññëåäî-
âàíèè ìåõàíèêî-àêó ñòè÷åñêèå ñâîéñòâà àêêîðäåîíà â ðàâíîé ñòåïå-
íè õàðàêòåðíû äëÿ åãî êëàâèøíîé è êíîïî÷íîé êëàâèàòóðíîé ðàç-
íîâèäíîñòè (â ïðîèçâîäñòâå ìóçûêàëüíûõ èíñòðóìåíòîâ â ðàìêàõ
åäèíîãî ìîäåëüíîãî ðÿäà àêêîðäåîíû ñ ïðàâîé êëàâèàòóðîé îðãàí-

4 Ò. å. ïîòåíöèàë äåéñòâèé, îáåñïå÷èâàþùèõ îäíîãîëîñíîå è ãåòåðîôîí-
íîå ñóììèðîâàíèå (îáúåäèíåíèå) âîñïðîèçâîäèìûõ òîíîâ â ô à ê ò ó ð í û é
ï ë à ñ ò.

5 Çäåñü ïîäðàçóìåâàþòñÿ ñðåäñòâà ðàññëîåíèÿ è ñóììèðîâàíèÿ è í ò î í à -
ö è î í í û õ  ( ô à ê ò ó ð í û õ )  ï ë à ñ ò î â  ïî ïðèçíàêàì èõ ôóíêöèé â èñïîë-
íÿåìîé ôàêòóðå.

6 Ñëåäóåò ïîÿñíèòü, ÷òî ñ 30-õ–40-õ ãîäîâ XIX âåêà (ïðàêòè÷åñêè ñ ìîìåíòà
ñâîåãî èçîáðåòåíèÿ Êèðèëëîì Äåìèàíîì â 1829 ãîäó) àêêîðäåîí ñîâåðøåí-
ñòâîâàëñÿ êàê ìóçûêàëüíûé èíñòðóìåíò ñ îñîáîé, ïðåèìóùåñòâåííî êíîïî÷-
íîé êëàâèàòóðíîé ðàñêëàäêîé – èçíà÷àëüíî ñ ïðîäîëãîâàòûìè êëàâèøàìè
â îäèí, çàòåì ñ áîëåå êîðîòêèìè êëàâèøàìè êâàäðàòíîé (ïîçäíåå – êðóãëîé)
ôîðìû â äâà è òðè ðÿäà. Êëàâèàòóðó îðãàííîãî (ôîðòåïèàííîãî) òèïà íà÷à-
ëè âíåäðÿòü â ñåðåäèíå 50-õ ãîäîâ XIX âåêà â öåëÿõ ïîïóëÿðèçàöèè àêêîðäå-
îíà – ìóçûêàëüíîãî èíñòðóìåíòà, èìåâøåãî íà òîò ìîìåíò õðîìàòè÷åñêèé
çâóêîðÿä è ìíîæåñòâî ðàçíîâèäíîñòåé êëàâèàòóðíîé ðàñêëàäêè (Èìõàíèö-
êèé 2006: 56; Harrington 2001: 61). Êîíñòðóêòèâíîå ïðåâîñõîäñòâî êíîïî÷-
íîãî àêêîðäåîíà (áàÿíà) â ñåìåéñòâå ðó÷íûõ ãàðìîíèê ïîäòâåðæäàåòñÿ îò-
äåëüíûìè ïðåèìóùåñòâàìè â âîçìîæíîñòÿõ èñïîëíåíèÿ ñîçâó÷èé áîëåå
øèðîêîãî èíòåðâàëüíîãî äèàïàçîíà. Â öåëîì, â ìèðîâîì ïðîôåññèîíàëü-
íîì îáó÷åíèè èãðå íà àêêîðäåîíå, àêàäåìè÷åñêîé êîíöåðòíîé ïðàêòèêå íà-
áëþäàåòñÿ òåíäåíöèÿ ïî ñîêðàùåíèþ èñïîëüçîâàíèÿ èíñòðóìåíòîâ ñ ïðà-
âîé êëàâèàòóðîé îðãàííîãî òèïà.
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íîãî (ôîðòåïèàííîãî) è êíîïî÷íîãî òèïà äåìîíñòðèðóþò ðàâíûå
òåìáðîâûå è ïðî÷èå àêó ñòè÷åñêèå ïîêàçàòåëè âîñïðîèçâîäèìîãî íà
íèõ çâó÷àíèÿ).

Òèïè÷íîå ñâîéñòâî êëàâèøíûõ èíñòðóìåíòîâ – òåìïåðèðîâàí-
íûé ñòðîé – îïðåäåëÿåò ïðîöåññ âûðàçèòåëüíîãî èñïîëíåíèÿ ìóçû-
êè íà íèõ êàê ñîâîêóïíîñòü äåéñòâèé ïî ðèòìè÷åñêîé, äèíàìè÷åñêîé
è òåìáðîâîé îðãàíèçàöèè âîñïðîèçâîäèìîãî çâó÷àíèÿ. Ïðè îòñóò-
ñòâèè ñðåäñòâ óïðàâëåíèÿ âûñîòîé èçâëåêàåìûõ òîíîâ îáúåêòèâíûå
ïðåèìóùåñòâà èñïîëíèòåëüñòâà íà óêàçûâàåìûõ èíñòðóìåíòàõ (íà-
ðÿäó ñ äèàïàçîíîì âîñïðîèçâîäèìîãî çâó÷àíèÿ) îáíàðóæèâàþòñÿ â
ïîòåíöèàëå âîñïðîèçâåäåíèÿ ìíîãîãîëîñèÿ – ïðåæäå âñåãî ïîëèôî-
íèè – áëàãîäàðÿ êîëè÷åñòâåííîìó îáúåìó è êà÷åñòâåííûì ïîêàçàòå-
ëÿì îäíîâðåìåííî èçâëåêàåìûõ òîíîâ (ñòàáèëüíîé çâóêîâûñîòíîñòè) .
Îïðåäåëåíèå ñîëüíîãî èñïîëíåíèÿ ìíîãîãîëîñèÿ êàê ãåíåðàëüíîé
ôóíêöèè èñïîëíèòåëüñòâà íà êëàâèøíûõ ìóçûêàëüíûõ èíñòðóìåí-
òàõ íàõîäèò ñâîå ïîäòâåðæäåíèå â èñòîðèè ðàçâèòèÿ åâðîïåéñêîãî
èíñòðóìåíòàëèçìà, ïðåîáëàäàíèè äàííîãî òèïà ôàêòóðû â ìóçûêå äëÿ
óêàçàííîé ãðóïïû èíñòðóìåíòîâ 7.

Äëÿ ïîñëåäîâàòåëüíîãî îïðåäåëåíèÿ èíñòðóìåíòàëüíî-èíòî-
íàöèîííûõ ñðåäñòâ  èñïîëíèòåëüñòâà íà êëàâèøíûõ ìóçûêàëüíûõ
èíñòðóìåíòàõ (îðãàíå, ôîðòåïèàíî, àêêîðäåîíå) íåîáõîäèìî ðàñ-
ñìîòðåòü èíòîíàöèîííûå ïðåäïîñûëêè çâóêîîáðàçóþùèõ ó ñòðîéñòâ
óêàçàííûõ èíñòðóìåíòîâ è õàðàêòåð èõ ìåõàíèêî-àêó ñòè÷åñêîãî ñî-
âåðøåíñòâîâàíèÿ.

Áàçîâûå ñîëüíî-èíñòðóìåíòàëüíûå èíòîíàöèîííûå ñðåäñòâà
èñïîëíèòåëüñòâà íà êëàâèøíûõ ìóçûêàëüíûõ èíñòðóìåíòàõ îáó ñëàâ-
ëèâàþòñÿ âîçìîæíîñòÿìè óïðàâëåíèÿ èçâëåêàåìûì òîíîì è ïðåäñòàâ-
ëÿþò ñîáîé õàðàêòåðèñòèêè èñïîëíåíèÿ àòàêè, ïîòåíöèàëüíîé äëè-
òåëüíîñòè è ôèëèðîâêè âîñïðîèçâîäèìîãî íà èíñòðóìåíòå çâóêà.

Ïðè ïîñëåäîâàòåëüíîì êîíñòðóêòèâíîì ñîâåðøåíñòâîâàíèè èã-
ðîâîé òðàêòóðû îðãàíà ñïåöèôè÷íûì, îáó ñëîâëåííûì ïðèíöèïîì
çâóêîîáðàçîâàíèÿ êà÷åñòâîì äàííîãî èíñòðóìåíòà îñòàåòñÿ ïîñòîÿí-
ñòâî àòàêè âîñïðîèçâîäèìîãî òîíà.  Áëàãîäàðÿ âíåäðåíèþ è ñîâåð -

7 Òàê, Àâãóñòà Ìàëèíêîâñêàÿ îïðåäåëÿåò ñïåöèôèêó è èñòîðè÷åñêóþ ìèñ-
ñèþ êëàâèðèçìà (Ìàëèíêîâñêàÿ 1990: 49) ñëåäóþùèì îáðàçîì: Â êëàâèðíîé
ìóçûêå îñóùåñòâèëîñü êàê äâèæåíèå îò ïîëèôîíè÷åñêîãî ìíîãîãîëîñèÿ ê ãîìî-
ôîííîìó ñòèëþ, òàê è â çíà÷èòåëüíîé ìåðå ñèíòåç ïðèíöèïîâ ïîëèôîíè÷åñêîãî
è ãîìîôîííîãî ìûøëåíèÿ  (Ìàëèíêîâñêàÿ 1990: 49).
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øåíñòâîâàíèþ ìîëîòî÷êîâîãî ìåõàíèçìà, èíñòðóìåíòàëüíî-èíòîíà-
öèîííûå ñðåäñòâà ôîðòåïèàííîãî èñïîëíèòåëüñòâà èìåþò â ñâîåé
îñíîâå ãèáêî èçìåíÿåìóþ àòàêó çâóêà, íàõîäÿùóþñÿ â ïðÿìîé çàâè-
ñèìîñòè îò õàðàêòåðà ïðèêîñíîâåíèÿ ê êëàâèøå. Íà ôîíå êîíñòàíò-
íûõ òåìáðî-äèíàìè÷åñêèõ ãàìì êëàâåñèíà è îðãàíà (Áðà óäî 1976: 48)
âîçìîæíîñòè óïðàâëåíèÿ ãðîìêîñòüþ âîñïðîèçâîäèìîãî íà ôîðòå-
ïèàíî çâó÷àíèÿ ÿâèëèñü íîâûì, óáåäèòåëüíûì ñðåäñòâîì èíòîíàöè-
îííîé âûðàçèòåëüíîñòè, ÷òî ñïîñîáñòâîâàëî êîíñòðóêòèâíîìó ñîâåð-
øåíñòâîâàíèþ äàííîãî èíñòðóìåíòàðèÿ è øèðîêîìó ðàñïðîñòðàíå-
íèþ ñîîòâåòñòâóþùåé èñïîëíèòåëüñêîé ïðàêòèêè. Â ïîäòâåðæäåíèå
óêàçàííûõ òåíäåíöèé ïîêàçàòåëüíî ñëåäóþùåå çàêëþ÷åíèå Áîðèñà
Àñàôüåâà: [..] ôîðòåïèàíî è ðîÿëü ñ èõ ìåëîäè÷åñêèìè âîçìîæíîñòÿìè
ïîáåæäàþò êëàâåñèí (Àñàôüåâ 1971: 363). Âñëåäñòâèå îñîáåííîñòåé
çâóêîîáðàçóþùåãî ó ñòðîéñòâà àêêîðäåîíà (ðó÷íûõ ãàðìîíèê) èçìåíå-
íèå õàðàêòåðà àòàêè âîñïðîèçâîäèìîãî íà íåì çâóêà îñóùåñòâëÿåòñÿ
ïóòåì óïðàâëåíèÿ ñèëîé äàâëåíèÿ âîçäóõà íà ìåòàëëè÷åñêèå ÿçû÷êè
(ãîëîñá) ïîñðåäñòâîì ìåõîâåäåíèÿ, à òàêæå ñêîðîñòüþ ïîäúåìà êëà-
âèàòóðíûõ êëàïàíîâ ÷åðåç òóøå. Ïðè íàáëþäàþùåìñÿ ðîñòå êà÷åñòâà
ìåõàíèêè èíñòðóìåíòà êîíñòðóêòèâíîå ñîâåðøåíñòâîâàíèå àêêîð-
äåîíà â îòíîøåíèè âîçìîæíîñòåé ïðîèçâîëüíîãî èçìåíåíèÿ àòàêè
èñïîëíÿåìîãî çâóêà íå íîñèò ïðèíöèïèàëüíûé õàðàêòåð.

Â ñðàâíåíèè ñ ñóùåñòâóþùèìè àêó ñòè÷åñêèìè ìóçûêàëüíûìè
èíñòðóìåíòàìè ñîâðåìåííûé îðãàí îáëàäàåò ìàêñèìàëüíîé äëèòåëü-
íîñòüþ èçâëåêàåìîãî çâó÷àíèÿ, îãðàíè÷èâàåìîé âðåìåíåì íàæàòèÿ
íà êëàâèøó, ÷òî ÿâèëîñü ñëåäñòâèåì ýâîëþöèè ñèñòåìû íàãíåòàíèÿ
âîçäóõà â òðóáû îðãàíà. Ïîòåíöèàëüíàÿ äëèòåëüíîñòü çâó÷àíèÿ èç-
âëåêàåìîãî íà ôîðòåïèàíî òîíà  îãðàíè÷åíà ïðîäîëæèòåëüíîñòüþ
êîëåáàíèÿ ñòðóí. Â ðåçóëüòàòå âêëþ÷åíèÿ â êîíñòðóêöèþ ôîðòåïèàíî
ìåõàíèçìà ïîäíÿòèÿ äåìïôåðîâ (ïðàâîé ïåäàëè) ïàðàìåòð äëèòåëü-
íîñòè íåïðåðûâíîãî âîñïðîèçâåäåíèÿ çâó÷àíèÿ (âðåìåíè çàòóõàíèÿ
êîëåáàíèÿ ñòðóí) áûë çíà÷èòåëüíî óâåëè÷åí. Ïðîäîëæèòåëüíîñòü
èçâëåêàåìîãî íà àêêîðäåîíå òîíà îáó ñëàâëèâàåòñÿ âåëè÷èíîé ïðî-
ôèëÿ ïðîñêàêèâàþùåãî ïîä âîçäåéñòâèåì íàãíåòàåìîãî âîçäóõà ÿçû÷êà
(ñîîòâåòñòâóþùåãî èçâëåêàåìîìó òîíó), ïëîòíîñòüþ çàêðûòèÿ ïðî-
åìíûõ êëàïàíîâ (êà÷åñòâîì êëàâèàòóðíîé ìåõàíèêè) è îãðàíè÷èâà-
åòñÿ íåîáõîäèìîñòüþ ñìåíû íàïðàâëåíèÿ äâèæåíèé ìåõîì. Â öåëîì,
èíñòðóìåíòàëüíî-èíòîíàöèîííûå ñðåäñòâà  àêêîðäåîííîãî èñïîëíè-
òåëüñòâà, êàñàþùèåñÿ ïðîäîëæèòåëüíîñòè èçâëåêàåìîãî çâó÷àíèÿ,
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ïîëó÷èëè íåçíà÷èòåëüíîå ñîâåðøåíñòâîâàíèå ïóòåì óâåëè÷åíèÿ êî-
ëè÷åñòâà ìåõîâûõ áîðèí è îáåñïå÷åíèÿ íåîáõîäèìîé ãåðìåòè÷íîñòè
êîíñòðóêöèè àêêîðäåîíà.

Îòìåòèì, ÷òî íà èíñòðóìåíòàõ ñ òåìïåðèðîâàííûì è íåòåìïå-
ðèðîâàííûì ñòðîåì èñïîëíèòåëüñêîå èíòîíèðîâàíèå âîïëîùàåòñÿ
÷åðåç îáåñïå÷åíèå âûðàçèòåëüíîñòè ëèíåéíîãî ðàçâèòèÿ âîñïðîèç-
âîäèìîé ìóçûêè äîñòóïíûìè ñðåäñòâàìè. Îñîáî âàæíûì ñîëüíî-èí-
ñòðóìåíòàëüíûì ñðåäñòâîì èíòîíàöèîííî âûðàçèòåëüíîãî èñïîëíå-
íèÿ ìåëîäèè (èíòîíàöèîííîãî ïëàñòà) ÿâëÿåòñÿ ôèëèðîâêà – óïðàâëÿ-
åìîå ó ñèëåíèå è óãàñàíèå – ïîñëåäîâàòåëüíî âîñïðîèçâîäèìûõ òîíîâ.

Îäèí èç èññëåäîâàòåëåé ìóçûêàëüíîãî èñïîëíèòåëüñòâà, îðãà-
íèñò Äàíèèë Ïðîöþê, ïèøåò î òîì, ÷òî ñòàòóàðíîñòü – òî åñòü çà-
êîí÷åííîñòü â ëþáîé ìîìåíò – åñòü íàèáîëåå õàðàêòåðíûé ïðèçíàê
îðãàííîãî çâó÷àíèÿ  (Ïðîöþê 1997: 86). Äèíàìèêà ìåëîäè÷åñêîãî ñòà-
íîâëåíèÿ íà îðãàíå – ãîðèçîíòàëüíàÿ êîîðäèíàòà ôàêòóðû, êàê îò-
ìå÷àåò èññëåäîâàòåëü, àâòîìàòè÷íà  è ñõåìàòèçèðîâàíà (Ïðîöþê 1997:
100). Òàêæå Äàíèèë Ïðîöþê óêàçûâàåò íà òî, ÷òî ïðèðîäà ëèíåàðíîãî
ìåëîñà  [..] âîêàëüíàÿ, îðãàí æå ëèøü óäîáåí äëÿ ïîëèôîíè÷åñêîãî ãîëî-
ñîâåäåíèÿ, îòìå÷àÿ: [..] çâóê íà íåì íå ôèëèðóåòñÿ, îí íå ìåëîäè÷åñêèé
(Ïðîöþê 1997: 100). Çà èñêëþ÷åíèåì âíåñåíèÿ â êîíñòðóêöèþ îðãàíà
øâåëëåðíîãî ìåõàíèçìà, ÷òî â íåçíà÷èòåëüíîé ñòåïåíè ïîçâîëèëî
ïðèäàâàòü âîñïðîèçâîäèìîìó çâó÷àíèþ ýôôåêòû crescendo è dimi-
nuendo, èíñòðóìåíòàëüíî-èíòîíàöèîííûå ñðåäñòâà ôèëèðîâêè èñ-
ïîëíÿåìîãî íà îðãàíå òîíà ñåáÿ íå îáíàðóæèâàþò . Ñëóõîâîå îùóùå-
íèå ôèëèðîâêè âîñïðîèçâîäèìîãî íà ôîðòåïèàíî çâó÷àíèÿ ñîçäàåòñÿ
èñïîëíèòåëåì ÷åðåç óïðàâëåíèå àìïëèòóäîé ãðîìêîñòíî-äèíàìè÷åñ-
êèõ ãðàäàöèé àòàêè è çàòóõàíèÿ ñâÿçûâàåìûõ òîíîâ. Èíñòðóìåíòàëüíî-
èíòîíàöèîííûå ñðåäñòâà, ïðåäñòàâëÿþùèå èñïîëíèòåëþ âîçìîæíîñòü
çíà÷èòåëüíî èçìåíÿòü, ó ñèëèâàòü ãðîìêîñòü âîñïðîèçâîäèìîãî çâóêà
íà ñòàäèÿõ, ïîñëåäóþùèõ àòàêå, â ôîðòåïèàííîì èñïîëíèòåëüñòâå îò-
ñóòñòâóþò. Óíèêàëüíîñòü èíñòðóìåíòàëüíî-èíòîíàöèîííûõ ñðåäñòâ
èñïîëíåíèÿ íà àêêîðäåîíå 8 – ñðåäè êëàâèøíûõ ìóçûêàëüíûõ èíñòðó-
ìåíòîâ – ïðîÿâëÿåòñÿ â âîçìîæíîñòÿõ óïðàâëåíèÿ ôèëèðîâêîé âîñ-
ïðîèçâîäèìûõ òîíîâ (äåéñòâèÿ ìåõîâåäeíèÿ) ïîñðåäñòâîì ïðîèçâîëü-
íî èçìåíÿåìîãî ãðîìêîñòíî-äèíàìè÷åñêîãî ãëèññàíäî (â îòëè÷èå îò
ñòóïåí÷àòîé ãðîìêîñòíîé äèíàìèêè âîñïðîèçâîäèìîãî íà ôîðòåïè-

8 Îïèñûâàåìàÿ îñîáåííîñòü â ðàâíîé ñòåïåíè õàðàêòåðíà äëÿ çâóêîèçâ-
ëå÷åíèÿ íà âñåõ âèäàõ ðó÷íûõ ãàðìîíèê.
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àíî çâó÷àíèÿ) 9. Òàêàÿ âîçìîæíîñòü óïðàâëåíèÿ èçâëåêàåìûì òîíîì
ïðèáëèæàåò àêêîðäåîííîå èñïîëíèòåëüñòâî ê âûðàçèòåëüíîñòè âî-
êàëüíîãî èñêó ññòâà, àôôåêòèâíî-ýìîöèîíàëüíîìó ðå÷åâîìó òîíóñó 10

(Àñàôüåâ 1971: 344).
Íàðÿäó ñ ñîâåðøåíñòâîâàíèåì âîçäóõîíàãíåòàòåëüíîãî ìåõàíèç-

ìà îðãàíà, äàâøèì èíñòðóìåíòó ñòàáèëüíîñòü ãðîìêîñòè è òåìáðà
èçâëåêàåìîãî òîíà, ïîñëåäîâàòåëüíî îñóùåñòâëÿëîñü óâåëè÷åíèå îá-
ùåãî êîëè÷åñòâà è ðàçíîâèäíîñòåé îðãàííûõ òðóá, âíåñåíèå â êîí-
ñòðóêöèþ èíñòðóìåíòà ýëåìåíòîâ, îáåñïå÷èâàþùèõ âàðèàíòíîå òåì-
áðîâîå ìíîãîîáðàçèå åãî çâó÷àíèÿ. Èñïîëíèòåëüñêèå äåéñòâèÿ ïî
îáúåäèíåíèþ èçâëåêàåìûõ íà îðãàíå òîíîâ â ìåëîäè÷åñêóþ ëèíèþ
ïðîÿâëÿþòñÿ â ðèòìè÷åñêîé îðãàíèçàöèè âîñïðîèçâîäèìûõ òîíîâ, à
òàêæå â ïðåäóñòàíîâêå òåìáðà èñïîëíÿåìîé ìåëîäèè ïóòåì âêëþ÷å-
íèÿ òåõ èëè èíûõ îðãàííûõ ðåãèñòðîâ, ïîñðåäñòâîì ÷åãî åå çâó÷àíèþ
ñîîáùàþòñÿ ñâîéñòâåííûå îïðåäåëåííîìó íàáîðó òðóá òåìáðîâûå è
ãðîìêîñòíûå àêó ñòè÷åñêèå õàðàêòåðèñòèêè âîñïðîèçâîäèìûõ òîíîâ.
Îäíîãîëîñíîå ñóììèðîâàíèå âîñïðîèçâîäèìûõ íà ôîðòåïèàíî è àê-
êîðäåîíå çâóêîâ îáåñïå÷èâàåòñÿ îïèñàííûìè âûøå ñðåäñòâàìè èñïîë-
íåíèÿ àòàêè, ïîòåíöèàëüíîé äëèòåëüíîñòè è ãðîìêîñòíîé ôèëèðîâ-
êè. Íàèáîëåå ýôôåêòèâíûìè èç óêàçàííûõ ñðåäñòâ â ôîðòåïèàííîì
èñïîëíèòåëüñòâå ÿâëÿåòñÿ óïðàâëåíèå àòàêîé, â àêêîðäåîííîì – ôè-
ëèðîâêà èçâëåêàåìîãî òîíà. Â ðàññìîòðåíèè èíòîíàöèîííûõ ñðåäñòâ
àêêîðäåîííîãî èñïîëíèòåëüñòâà âûÿâëÿåòñÿ îïðåäåëÿþùàÿ ðîëü
ãðîìêîñòíî-äèíàìè÷åñêîãî óïðàâëåíèÿ âîñïðîèçâîäèìûì çâó÷àíè-
åì äåéñòâèÿìè ìåõîâåäåíèÿ.

Ñðàâíèòåëüíûé àíàëèç èíñòðóìåíòàëüíî-èíòî íàöèî ííûõ ñðåäñòâ
ñîëüíîãî èñïîëíå íèÿ ïîëèôî íèè íà îðãàíå, ôîðòåïèàíî è àêêîðäåî íå

Êëàâèøíûå ìóçûêàëüíûå èíñòðóìåíòû êîíñòðóêòèâíî ðàñïî-
ëàãàþò ñðåäñòâàìè äëÿ åäèíîâðåìåííîãî ñîëüíîãî èñïîëíåíèÿ íå-
ñêîëüêèõ èíòîíàöèîííûõ ëèíèé ñ ñîõðàíåíèåì ïðîèñòåêàþùèõ èç
îñîáåííîñòåé çâóêîîáðàçîâàòåëüíîãî ó ñòðîéñòâà âçàèìîçàâèñèìîñ-
òåé èçâëåêàåìûõ òîíîâ. Îñíîâíûå ïðèíöèïû èñïîëíåíèÿ ðàçëè÷íûõ

9 Îáúåäèíåíèþ èñïîëíÿåìûõ íà áàÿíå òîíîâ â åäèíóþ èíòîíàöèîííóþ
ëèíèþ ïîìèìî äåéñòâèé ìåõîâåäeíèÿ òàêæå ñïîñîáñòâó åò òóøå (ñì. äàëåå).

10 Íèêîëàé Äàâûäîâ îòìå÷àë ï å â ó ÷ å ñ ò ü  çâó÷àíèÿ êàê íàèáîëåå õóäîæå-
ñòâåííî çíà÷èìîå êà÷åñòâî áàÿíà  (Äàâûäîâ 1990: 41).
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òèïîâ ìóçûêàëüíîé ôàêòóðû (ïî ñóòè, îáùèå ïðàâèëà èñïîëüçîâà-
íèÿ èíñòðóìåíòàëüíî-èíòîíàöèîííûõ ñðåäñòâ), âûðàáîòàííûå àêà-
äåìè÷åñêîé èñïîëíèòåëüñêîé øêîëîé, íàïðàâëåíû íà îáåñïå÷åíèå
áàëàíñà ìåæäó âûðàçèòåëüíîñòüþ îòäåëüíûõ èíòîíàöèé 11 è âçàèìî-
îáóñëîâëåííîñòüþ âñåõ ýëåìåíòîâ èñïîëíÿåìîé ôàêòóðû ïî âåðòè-
êàëè è ãîðèçîíòàëè.

Èñõîäíûì äëÿ èññëåäîâàíèÿ èíñòðóìåíòàëüíî-èíòîíàöèîííûõ
ñðåäñòâ ñîëüíîãî èñïîëíåíèÿ ïîëèôîíè÷åñêîé ôàêòóðû ÿâëÿåòñÿ
îïðåäåëåíèå ïîòåíöèàëüíîé èíòîíàöèîííîé ïëîòíîñòè (êîëè÷åñòâà
èñïîëíèìûõ åäèíîâðåìåííî èíòîíàöèîííûõ ïëàñòîâ, ò . å. ìåëîäè-
÷åñêèõ ëèíèé) âîñïðîèçâîäèìîé íà èíñòðóìåíòå ïîëèôîíèè. Ìíîãî-
ãîëîñèå íà îðãàíå ìîæåò îçâó÷èâàòüñÿ ñîëèñòîì íà íåñêîëüêèõ êëàâè-
àòóðàõ, êàæäîé èç êîòîðûõ áóäåò ñîîòâåòñòâîâàòü òåìáð òîãî èëè èíîãî
íàáîðà îðãàííûõ òðóá. Îòñóòñòâèå âîçìîæíîñòåé óïðàâëåíèÿ àòàêîé
è ôèëèðîâêîé âîñïðîèçâîäèìîãî íà îðãàíå òîíà äåëàåò ñàìîñòîÿòåëü-
íîñòü èñïîëíÿåìûõ â ïðåäåëàõ îäíîé êëàâèàòóðû èíòîíàöèîííûõ
ïëàñòîâ óñëîâíîé. Èç çàÿâëåíèé  ñïåöèàëèñòîâ â îáëàñòè îðãàííîãî
èñïîëíèòåëüñòâà î òîì, ÷òî òàêèå ïîíÿòèÿ, êàê ñóììèðîâàíèå è ðàññëî-
åíèå â îðãàííîé ôàêòóðå îòñóòñòâóþò ïî ïðè÷èíå àáñîëþòíîé  êîíê-
ðåòíîñòè âñåõ çâóêîâûõ ïëàñòîâ îðãàíà (Ïðîöþê 1997: 107) ñòàíîâèòñÿ
ÿñíûì: ïðè áåçó ñëîâíîì ôàêòóðíîì ðàññëîåíèè îñíîâîé âûðàçèòåëü-
íîãî èñïîëíåíèÿ ïîëèôîíèè íà îðãàíå ñëóæèò àðòèêóëÿöèîííàÿ òî÷-
íîñòü âîñïðîèçâåäåíèÿ ìíîãîëèíåéíîé ìóçûêàëüíîé òêàíè.

Ïîòåíöèàëüíàÿ ïëîòíîñòü èñïîëíÿåìîé íà ôîðòåïèàíî ïîëèôî-
íèè îïðåäåëÿåòñÿ âîçìîæíîñòÿìè ìàíóàëüíîé òåõíèêè èñïîëíèòåëÿ 12

ê îñóùåñòâëåíèþ ãðîìêîñòíî-äèíàìè÷åñêîãî  ñóììèðîâàíèÿ è ðàñ-
ñëîåíèÿ ïëàñòîâ ïîëèôîíè÷åñêîé ôàêòóðû ïîñðåäñòâîì òóøå. Îáúåê-
òèâíûå (êîíñòðóêòèâíûå) âîçìîæíîñòè òåìáðîâîãî ðàññëîåíèÿ âîñ-
ïðîèçâîäèìîãî íà ôîðòåïèàíî çâó÷àíèÿ îòñóòñòâóþò 13. Îùóùåíèå

11 Ãðàíèöû ýêñïðåññèè èñïîëíåíèÿ îäíîãîëîñèÿ îáó ñëîâëåíû èíñòðóìåí-
òàëüíî-èíòîíàöèîííûìè ñðåäñòâàìè áàçîâîãî óðîâíÿ (ñì. âûøå).

12 Äàíèèë Ïðîöþê ïðîòèâîïîñòàâëÿë êîíñòàíòíîñòè çâó÷àíèÿ W erk’îâ
(êëàâèàòóð è ñâÿçàííûõ ñ íèìè íàáîðîâ òðóá) îðãàíà ãðîìêîñòíî-äèíàìè-
÷åñêóþ âàðèàíòíîñòü âîñïðîèçâîäèìûõ íà ôîðòåïèàíî ëèíèé ìóçûêàëüíîé
ôàêòóðû, ãäå ïîä ðóêàìè ìàñòåðà âûðàñòàåò ëþáîå êîëè÷åñòâî ïëàñòîâ (Ïðî-
öþê 1997: 98).

13 Åâãåíèé Òåòöåëü îòìå÷àë, ÷òî íà ôîðòåïèàíî íåâîçìîæíî èçìåíÿòü çâó-
êîâóþ êðàñêó îòäåëüíîãî çâóêà ï ð è  î ä è í à ê î â î é  ñ è ë å  ç â ó ê à (öèò. ïî:
Ìàðòèíñåí 2003: 49).
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òîé èëè èíîé òåìáðîâîé îêðàñêè âîñïðîèçâîäèìîãî íà ôîðòåïèàíî
çâó÷àíèÿ ñîçäàåòñÿ äåéñòâèÿìè òóøå, ñëåäóþùèìè çà ìîìåíòîì óäà-
ðà ìîëîòêà (-îâ) ïî ñòðóíå (-àì).

Ïëîòíîñòü âîñïðîèçâîäèìîãî íà àêêîðäåîíå ìíîãîãîëîñèÿ, âñëåä-
ñòâèå áîëåå òåñíîãî ðàñïîëîæåíèÿ êëàâèø (êíîïîê) íà èíñòðóìåíòå,
êîëè÷åñòâåííî ïðåâîñõîäèò ñîîòâåòñòâóþùèå âîçìîæíîñòè ôîðòå-
ïèàíî 14 è îáíàðóæèâàåò óñëîâíîå ñõîäñòâî ñ îðãàííûì ïîòåíöèàëîì
â îáùåì õàðàêòåðå ïðåäóñòàíîâëåíèÿ ïðèíöèïèàëüíûõ òåññèòóðíî-
òåìáðîâûõ ðàçëè÷èé èíòîíàöèîííûõ ïëàñòîâ èñïîëíÿåìîé ôàêòóðû.
Òàê, ïëîòíîñòü èñïîëíÿåìîãî íà àêêîðäåîíå ìíîãîãîëîñèÿ ÷èñëåííî
ïðèáëèæàåòñÿ ê îðãàííîé âîçìîæíîñòüþ îäíîâðåìåííîãî âîñïðîèçâå-
äåíèÿ ôàêòóðíûõ ïëàñòîâ íà òðåõ ðàçëè÷íûõ â òåìáðîâîì îòíîøåíèè
êëàâèàòóðàõ (áàñîâàÿ – âûáîðíàÿ – ïðàâàÿ). Òåìáðîâîé äèôôåðåí-
öèàöèè çâó÷àíèÿ, èçâëåêàåìîãî íà äàííûõ êëàâèàòóðàõ àêêîðäåîíà,
ñïîñîáñòâó åò òàêæå ðàçëè÷èå èñõîäíûõ ãðîìêîñòíûõ óðîâíåé ïàðàë-
ëåëüíî âîñïðîèçâîäèìûõ (íà âûøåóêàçàííûõ êëàâèàòóðàõ) òîíîâ.
Èíñòðóìåíòàëüíî-èíòîíàöèîííûå ñðåäñòâà èñïîëíåíèÿ ìíîãîãîëî-
ñèÿ íà àêêîðäåîíå, â ñðàâíåíèè ñ îðãàííûì ïîòåíöèàëîì, õàðàêòå-
ðèçóþòñÿ áîëüøåé ñòåïåíüþ ó ñëîâíîñòè òåìáðî-äèíàìè÷åñêîé äèô-
ôåðåíöèàöèè èíòîíàöèîííûõ ïëàñòîâ âîñïðîèçâîäèìîé ôàêòóðû,
÷òî êîìïåíñèðó åòñÿ ïîä÷åðêèâàíèåì ãðîìêîñòíîé äèíàìèêè òîé èëè
èíîé ëèíèè äåéñòâèÿìè ìåõîâåäåíèÿ, à òàêæå íåçíà÷èòåëüíîé ôè-
ëèðîâêîé ëèíèé ïîñðåäñòâîì òóøå. Âñëåäñòâèå îáúåêòèâíîãî îòñóò-
ñòâèÿ âîçìîæíîñòåé ìíîãîëèíåéíîãî ãðîìêîñòíî-äèíàìè÷åñêîãî
ðàññëîåíèÿ ìíîãîãîëîñèÿ, ñîëüíî âîñïðîèçâîäèìîãî íà ðó÷íûõ ãàð-
ìîíèêàõ (îáùèé íåèçìåíÿåìûé ïðèíöèï çâóêîîáðàçîâàíèÿ) 15, èí-
ñòðóìåíòàëüíî-èíòîíàöèîííûå ñðåäñòâà àêêîðäåîííîãî èñïîëíè-
òåëüñòâà ìàòåðèàëüíî ñîâåðøåíñòâîâàëèñü ïóòåì êîíñòðóêòèâíîãî
óñèëåíèÿ äèôôåðåíöèàöèè òåìáðîâ êëàâèàòóð è ðàñøèðåíèåì âîç-

14 Óêàçûâàåìîå îáñòîÿòåëüñòâî â áîëüøåé ñòåïåíè êàñàåòñÿ êíîïî÷íîé
ðàçíîâèäíîñòè àêêîðäåîíà. Ïåðñïåêòèâû èñïîëüçîâàíèÿ ïðàâîé ïåäàëè
ôîðòåïèàíî ïðè èñïîëíåíèè ìíîãîãîëîñèÿ (ïîëèôîíèè) â äàííîì êîíòåê-
ñòå íå ó÷èòûâàþòñÿ.

15 Íàðÿäó ñ ñîõðàíåíèåì äàííîãî ïðèíöèïà â ñîâðåìåííûõ êîíñòðóêöèÿõ
ðó÷íûõ ãàðìîíèê (â ò . ÷. àêêîðäåîíà) ñëåäóåò óïîìÿíóòü î ñîçäàíèè â íà÷àëå
XXI âåêà ýêñïåðèìåíòàëüíîé ìîäåëè áàÿíà ñ äâóìÿ ìåõàìè è äèôôåðåíöèà-
ëîì , ïîçâîëÿþùèìè ñîçäàâàòü ñîâåðøåííî ðàçëè÷íóþ äèíàìèêó ìåæäó ïàðòè-
ÿìè îáåèõ ðóê (Èìõàíèöêèé 2006: 325).
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ìîæíîñòåé âûáîðà òåìáðà çâó÷àíèÿ, âîñïðîèçâîäèìîãî â ïðåäåëàõ
îäíîé êëàâèàòóðû (ñòàíäàðòíûì äëÿ êëàâèàòóðû ïðàâîãî ïîëóêîð-
ïó ñà àêêîðäåîíîâ êîíôèãóðàöèè ïðîôåññèîíàëüíîãî óðîâíÿ íà ñå-
ãîäíÿøíèé äåíü ñ÷èòàåòñÿ íàáîð èç ïÿòíàäöàòè ðåãèñòðîâ, ïðåäñòàâ-
ëÿþùèõ ñîáîé ðàçëè÷íûå âàðèàíòû ñî÷åòàíèé ÷åòûðåõ ãîëîñîâ 16,
âîñïðîèçâîäèìûõ ïðè íàæàòèè íà îäíó êëàâèøó).

Óíèâåðñàëüíûì äëÿ èñïîëíèòåëüñòâà íà êëàâèøíûõ ìóçûêàëü-
íûõ èíñòðóìåíòàõ (åäèíñòâåííûì äëÿ îðãàííîãî èñïîëíèòåëüñòâà)
ÿâëÿåòñÿ ñïîñîá îáúåäèíåíèÿ èçâëåêàåìûõ òîíîâ â èíòîíàöèîííóþ
ëèíèþ è äèôôåðåíöèàöèè òàêèõ ïîñòðîåíèé ìåæäó ñîáîé â èñïîëíÿ-
åìîì ìíîãîãîëîñèè ñ ïîìîùüþ ðàçëè÷íûõ øòðèõîâûõ õàðàêòåðèñòèê
(àðòèêóëÿöèè). Â ðàìêàõ àêêîðäåîííîé àðòèêóëÿöèè ìîæåò îñóùå-
ñòâëÿòüñÿ íåçíà÷èòåëüíàÿ ïî ñòåïåíè ãðàäàöèé ãðîìêîñòíàÿ äèôôå-
ðåíöèàöèÿ èíòîíàöèîííûõ ïëàñòîâ, ïðîèçâîäèìàÿ ÷åðåç  òóøå17.

Îáúåì çâó÷àíèÿ èñïîëíÿåìîãî íà àêêîðäåîíå ìíîãîãîëîñèÿ,
îïðåäåëåííûé êîëè÷åñòâîì, òåññèòóðîé, äëèòåëüíîñòüþ è ñîâîêóï-
íîé êîíòåêñòíîé ãðîìêîñòüþ ãîëîñîâ ôàêòóðû, ïðÿìî îòðàæàåòñÿ íà
äèíàìèêå ïðîöåññà ìåõîâåäåíèÿ, íà íåîáõîäèìîñòè îñóùåñòâëåíèÿ
ñìåí íàïðàâëåíèé äâèæåíèÿ ìåõîì, â ðåçóëü òàòå êîòîðûõ âîçíèêàþò
íå õàðàêòåðíûå äëÿ ïîëèôîíè÷åñêîé òêàíè îáùèå öåçóðû. Ïîñðåä-
ñòâîì ãëàâíîé êîíñòðóêòèâíîé îñîáåííîñòè àêêîðäåîíà – åäèíîâðå-
ìåííîé è ñëàáîäèôôåðåíöèðó åìîé ïîäà÷è âîçäóõà èç ìåõà êî âñåì
ãîëîñàì – îáåñïå÷èâàåòñÿ óíèêàëüíàÿ ìåëîäè÷åñêàÿ íåïðåðûâíîñòü
çâóêîâûÿâëåíèÿ (Àñàôüåâ 1971: 344) ïîëèôîíèè, íî òàêæå ñîçäàåòñÿ è
îïðåäåëåííàÿ ñèììåòðè÷íîñòü ôèëèðîâêè åå ëèíèé, èñïîëíÿåìûõ â
ðàìêàõ ïðåäóñòàíîâëåííîãî òåìáðîâîãî è ãðîìêîñòíî-äèíàìè÷åñêîãî
ñîîòíîøåíèÿ ãîëîñîâ.

16 Èñïîëüçóþòñÿ âàðèàíòû çâó÷àíèÿ îò îäíîãî äî ÷åòûðåõ ãîëîñîâ ñî ñëå-
äóþùèì çâóêîâûñîòíûì ðàñïîëîæåíèåì: äâà â óíèñîí è ïî îäíîìó ãîëîñó ,
çâó÷àùåìó íà îêòàâó íèæå è âûøå îñíîâíîãî (íîìèíàëüíîãî) òîíà.

17 Íåçíà÷èòåëüíîå èçìåíåíèå ãðîìêîñòè èçâëåêàåìûõ íà àêêîðäåîíå òî-
íîâ îáåñïå÷èâàåòñÿ òîé èëè èíîé ãëóáèíîé íàæàòèÿ êëàâèø, ïðÿìî âëèÿþ-
ùåé íà ïîäíÿòèå êëàâèàòóðíûõ êëàïàíîâ, íà îáúåì âîçäóõà, ïîäàâàåìîãî ê
ñîîòâåòñòâóþùèì ÿçû÷êàì (ò . å. íà ãðîìêîñòü âîñïðîèçâîäèìûõ òîíîâ). Îïè-
ñûâàåìûé ñïîñîá ôàêòóðíîãî ðàññëîåíèÿ èñïîëíÿåìîé íà àêêîðäåîíå ïî-
ëèôîíèè (÷åðåç òóøå) ðåàëèçóåòñÿ âíå çàâèñèìîñòè îò äåéñòâèé ìåõîâåäåíèÿ ,
ñóììèðóþùèõ ãðîìêîñòíóþ äèíàìèêó âîñïðîèçâîäèìîãî ìíîãîãîëîñèÿ.
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Âûâîäû

Õóäîæåñòâåííî-ñìûñëîâîå îáúåäèíåíèå òîíîâ, âîñïðîèçâîäè-
ìûõ íà ìóçûêàëüíîì èíñòðóìåíòå, îñóùåñòâëÿåòñÿ èñïîëíèòåëåì
÷åðåç óïðàâëåíèå âûñîòîé, ãðîìêîñòüþ, äëèòåëüíîñòüþ, òåìáðîì èç-
âëåêàåìûõ çâóêîâ (â ðàìêàõ ôàêòóðû òîãî èëè èíîãî òèïà). Âîçìîæ-
íîñòè òàêîãî óïðàâëåíèÿ, êîòîðîå ìîæíî ó ñëîâíî íàçâàòü ìóçûêàëü-
íî-èíñòðóìåíòàëüíûì èíòîíèðîâàíèåì, îáúåêòèâíî îïðåäåëÿþòñÿ
ìåõàíèêî-àêó ñòè÷åñêèìè ñâîéñòâàìè ìóçûêàëüíîãî èíñòðóìåíòà.
Ïîíÿòèÿ, îòðàæàþùèå ìàòåðèàëüíûå ñðåäñòâà ñîëüíî-èíñòðóìåí-
òàëüíîãî ìóçûêàëüíîãî èñïîëíèòåëüñòâà (ò . å. ìåõàíèêî-àêó ñòè÷åñ-
êèå ñâîéñòâà ìóçûêàëüíîãî èíñòðóìåíòà) è ôîðìû èñïîëíèòåëüñêèõ
äåéñòâèé, ó÷àñòâóþùèå â ðåàëèçàöèè èíòîíàöèîííîé ëîãèêè âîñïðî-
èçâîäèìîé ìóçûêè, äëÿ ó ñïåøíîãî ïîèñêà ðåøåíèé ïðîáëåì ñîîò-
âåòñòâóþùåé ïðàêòèêè íåîáõîäèìî ðàññìàòðèâàòü â ñîâîêóïíîñòè
(êàê èíñòðóìåíòàëüíî-èíòîíàöèîííûå ñðåäñòâà).

Â ìåõàíèêî-àêó ñòè÷åñêîì ñîâåðøåíñòâîâàíèè êëàâèøíûõ ìó-
çûêàëüíûõ èíñòðóìåíòîâ ïîìèìî îáùåãî óâåëè÷åíèÿ äèàïàçîíà è
ïîòåíöèàëüíîé äëèòåëüíîñòè èçâëåêàåìûõ òîíîâ âûÿâëÿåòñÿ ñòðåì-
ëåíèå ê ðàñêðûòèþ ðåñóðñîâ òåìáðîâîé è ãðîìêîñòíî-äèíàìè÷åñêîé
èíòîíàöèîííîé âûðàçèòåëüíîñòè âîñïðîèçâîäèìîãî çâó÷àíèÿ. Ìàòå-
ðèàëüíîå ðàçâèòèå èíñòðóìåíòàëüíî-èíòîíàöèîííûõ ñðåäñòâ èñïîë-
íåíèÿ ìíîãîãîëîñèÿ íà êëàâèøíûõ ìóçûêàëüíûõ èíñòðóìåíòàõ ïðî-
õîäèëî â ðàçëè÷íûõ íàïðàâëåíèÿõ. Ò àê, ó èíñòðóìåíòîâ, èìåþùèõ â
îñíîâå çâóêîèçâëå÷åíèÿ ñòðóíû, îíî ïðèâåëî ê ìîíîòåìáðîâîé 18,
êëàâèøíî-óäàðíîé êîíñòðóêöèè ôîðòåïèàíî ñ âàðèàáåëüíûì ãðîì-
êîñòíî-äèíàìè÷åñêèì ñîîòíîøåíèåì òîíîâ – áåçó ñëîâíûì ñðåäñòâîì
ðàññëîåíèÿ èñïîëíÿåìîé ïîëèôîíè÷åñêîé ôàêòóðû. Ýâîëþöèÿ êëà-
âèøíî-ïíåâìàòè÷åñêèõ èíñòðóìåíòîâ (îðãàíà, ðó÷íîé ãàðìîíèêè 19)
áûëà îáîçíà÷åíà íàðàùèâàíèåì ïîòåíöèàëüíîãî èíòîíàöèîííîãî

18 Â êîíñòðóêöèè ôîðòåïèàíî íå ñîõðàíèëàñü ñèñòåìà îêòàâíûõ óäâîåíèé
âîñïðîèçâîäèìûõ íà êëàâåñèíå òîíîâ.

19 Îïðåäåëåíèå ïóòè ñîâåðøåíñòâîâàíèÿ ãàðìîíèêè â ðàìêàõ ðó÷íîãî òèïà
ñ ãîðèçîíòàëüíûì äâèæåíèåì ìåõà  (Èìõàíèöêèé 2006: 33) áûëî îáó ñëîâëåíî
âîçìîæíîñòÿìè ãèáêîé ôèëèðîâêè (ãðîìêîñòíîãî èçìåíåíèÿ) èñïîëíÿåìîãî
íà äàííîì èíñòðóìåíòàðèè çâó÷àíèÿ. Ôèëèðîâêà èçâëåêàåìûõ òîíîâ äåé-
ñòâèÿìè ìåõîâåäåíèÿ ÿâëÿåòñÿ âåäóùèì ñðåäñòâîì îáåñïå÷åíèÿ èíòîíàöè-
îííîé âûðàçèòåëüíîñòè ìóçûêè, âîñïðîèçâîäèìîé íà óêàçàííîì âèäå ãàð-
ìîíèêè.
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îáúåìà èñïîëíÿåìîé ôàêòóðû, ñðåäñòâ åå òåìáðîâîãî ðàññëîåíèÿ è
àêóñòè÷åñêîé ñèëû âîñïðîèçâîäèìîãî çâó÷àíèÿ.

Ñïåöèôèêà èíñòðóìåíòàëüíî-èíòîíàöèîííûõ ñðåäñòâ àêêîðäå-
îííîãî èñïîëíèòåëüñòâà ïðîÿâëÿåòñÿ íà áàçîâîì èíòîíàöèîííîì
óðîâíå (èñïîëíåíèå îäíîãîëîñèÿ) è óðîâíå âîñïðîèçâåäåíèÿ ìíîãî-
ãîëîñèÿ â øèðîêèõ âîçìîæíîñòÿõ ãðîìêîñòíîé ôèëèðîâêè èçâëåêà-
åìûõ òîíîâ äåéñòâèÿìè ìåõîâåäåíèÿ. Èñïîëíåíèþ ìíîãîãîëîñèÿ íà
àêêîðäåîíå ñâîéñòâåííî åäèíîå ãðîìêîñòíîå èçìåíåíèå ôàêòóðíûõ
ëèíèé (ôàêòè÷åñêîå èíòîíàöèîííîå ñóììèðîâàíèå ãîëîñîâ â åäè-
íóþ ëèíèþ). Èíòîíàöèîííîìó ðàññëîåíèþ âîñïðîèçâîäèìîãî íà
àêêîðäåîíå ìíîãîãîëîñèÿ (ïîëèôîíèè) ïîìèìî òåìáðîâîé äèôôå-
ðåíöèàöèè êëàâèàòóð äàííîãî èíñòðóìåíòà ñïîñîáñòâó åò àðòèêóëÿ-
öèÿ, ñêëàäûâàþùàÿñÿ èç îáåñïå÷åíèÿ øòðèõîâîé âûðàçèòåëüíîñòè
èíòîíàöèîííûõ ëèíèé è èõ ìàëîçíà÷èòåëüíîé ãðîìêîñòíîé ôèëè-
ðîâêè ñ ïîìîùüþ òóøå.

The Instrumental-Intonal Means of Performance of
Polyphony on the Accordion in the Context of

an Evolution of the Keyboard Instruments

Vladimir Babariko

Summary

The i n s t r u m e n t a l - i n t o n a l  m e a ns of solo performance of
music a r e  a  s e t  o f  t y p i c a l  m e c h a n i c a l - a c o u s t i c  p r o p e r t i e s
o f  a  mus ica l  i ns t rument  and  the  po ten t ia l  o f  pe r fo rmer ’ s
ac t i ons  on  a r t - seman t i c  assoc ia t i on  o f  t ones  taken  f rom
a  g i v e n  i n s t r u m e nt. Materially-historical development of instrum-
ental-intonal means of musical performance reflects aspiration of people
to realize an intonal essence of music and it is shown in organology and
the performer’s technique. In solo performance laws of such development
are defined by specificity of management of tone taken from the musical
instrument where the instrumental-intonal means form an objective
generality by possibilities of use. Instrumental-intonal means of solo
performance of polyphony are materially caused potential of actions of
the performer on maintenance of an intonal communication of tones at
the level of a texture layer and of a texture on the whole.
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Typical property of the keyboard instruments – the fixed pitch –
defines the process of an expressive performance of music as a set of
actions by rhythmic, dynamic and timbre organization of reproduced
sound. The absence of control facilities in pitch of taken tones objective
advantages of the performance on mentioned instruments are found out
in the potential of the performance of polyphony owing to quantitative
volume and quality properties of simultaneously taken tones (stable pitch).
The definition of a solo performance of polyphony as general function of
the performance on keyboard musical instruments finds the acknow-
ledgement in history of development of European musical instruments
and in prevalence of given type of texture in music for a specified group
of instruments.

In the history of a mechanical-acoustic improvement of keyboard
musical instruments, besides expansion of a range of reproduced sound,
the aspiration to realize resources of intonal expressiveness of a taken
tone, fixed pitch compensation comes to light. Material development of
instrumental-intonal means of performance of polyphony on keyboard
musical instruments passed in various directions. So, the instruments
having strings in basis of sound producing, led to monotimbre, a key-
percussive construction of a piano with a variable volume control of
taken tones – absolute mean of layering of performed polyphonic texture.
Evolution of key-wind instruments (the organ, the hand harmonica) was
marked by escalating of potential intonal volume of performed texture.
It means timbre layering and, on the whole, an acoustic power of repro-
duced sound. Instrumental-intonal means of performance of polyphony
for an accordion, in comparison with organ potential, are characterized
by the most degree of convention of dynamic timbre differentiation of
intonal layers of the reproduced texture that is compensated by underlining
possibilities of volume control of some of the texture’s lines by the bellows-
moving and insignificant dynamic volume layering by key-touch. Speci-
ficity of instrumental-intonal means of performance on the accordion is
shown at the base intonal level (performance of a monophony) and the
level of performance of polyphony in ample facilities of volume control
of taken tones. The performance of the polyphony on the accordion is
characterized by a symmetry of volume changes of intonal lines of re-
produced polyphony carried out by means of bellows-moving owing to
an actual summation of voices of performed texture (including a poly-
phony) into integrated intonal line.
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ôîðòåïèàííîãî íîòíîãî òåêñòà
ñîâðåìåííûìè èñïîëíèòåëÿìè

Mag. art. Èðèíà Ãîðáóøèíà
Èíñòèòóò èñêóññòâîâåäåíèÿ, ýòíîãðàôèè

è ôîëüêëîðà èì. Ê. Êðàïèâû
Íàöèîíàëüíîé àêàäåìèè íàóê Áåëàðóñè

Èñïîëíèòåëüñêîå èñêó ññòâî çàíèìàåò âàæíîå ìåñòî â ñëîæíîé
ñèñòåìå ìóçûêàëüíîãî áûòèÿ. Èç âñåõ ñâîèõ èïîñòàñåé – íåêîãî èäå-
àëüíîãî êîìïîçèòîðñêîãî çàìûñëà, åãî ôèêñàöèè ïîñðåäñòâîì íîò-
íîé çàïèñè è çâóêîâîé ðåàëèçàöèè – èìåííî çâó÷àíèå ïðåäñòàâëÿåò
ñîáîé òó ôîðìó , â êîòîðîé ìóçûêà àêòóàëèçèðó åòñÿ êàê âèä èñêóññòâà.
Èíûìè ñëîâàìè, ìóçûêà çàÿâëÿåò î ñåáå ïðåæäå âñåãî â ìîìåíò ñâî-
åãî çâó÷àíèÿ. Âîò ïî÷åìó èñïîëíèòåëþ âî âñå âðåìåíà îòâîäèëàñü
âàæíàÿ ðîëü.

Áóäó÷è òåñíî ñâÿçàííûì ñî ñòèëåì è ìèðîâîççðåíèåì ýïîõè,
êîìïîçèòîðñêèì ñòèëåì è âîçìîæíîñòÿìè ñàìîãî èíñòðóìåíòà, èñ-
ïîëíèòåëüñêîå èñêó ññòâî èãðû íà ôîðòåïèàíî è âçãëÿäû íà íåãî ðàç-
âèâàëèñü è âèäîèçìåíÿëèñü. Ñåãîäíÿ, â XXI âåêå, öåëåñîîáðàçíî
ðàññìàòðèâàòü èñïîëíèòåëüñêîå èñêóññòâî ñêâîçü ïðèçìó ïîñòìîäåð-
íèñòñêîé ïàðàäèãìû ìíîæåñòâåííîñòè. Ñîâðåìåííûå ìóçûêàíòû
èãðàþò ìóçûêó ðàçëè÷íûõ ñòèëåâûõ ýïîõ, îäíàêî áîãàòåéøèé ñëóõî-
âîé îïûò , øèðîêèå âîçìîæíîñòè ñîâðåìåííûõ ìóçûêàëüíûõ èíñò-
ðóìåíòîâ, à òàêæå ñèñòåìà ýñòåòè÷åñêèõ öåííîñòåé ñîâðåìåííîé ýïî-
õè íåèçáåæíî íàêëàäûâàþò îòïå÷àòîê íà èñïîëíèòåëÿ. Ê ñîæàëåíèþ,
âî âðåìåíà Áàõà è Ìîöàðòà íå áûëî çâóêîçàïèñûâàþùèõ ó ñòðîéñòâ,
è îá èñïîëíåíèè èõ ìóçûêè èìè ñàìèìè, à òàêæå èõ ñîâðåìåííèêà-
ìè ìû ìîæåì èìåòü ïðåäñòàâëåíèå ëèøü ïî äîêóìåíòàëüíûì è ýïèñ-
òîëÿðíûì èñòî÷íèêàì, à ïîòîìó âåñüìà ó ñëîâíîå. Íî, íåñìîòðÿ íà
ýòî, ìîæíî ñ óâåðåííîñòüþ ñêàçàòü, ÷òî òîãäà èõ ìóçûêà èñïîëíÿ-
ëàñü èíà÷å, ÷åì ñåé÷àñ, è, ñîîòâåòñòâåííî, çâó÷àëà èíà÷å, ÷åì çâó÷èò
ñåé÷àñ. Íåìàëóþ ðîëü â ýòîì èãðàþò ìóçûêàëüíûå èíñòðóìåíòû è
àêóñòè÷åñêèå âîçìîæíîñòè êîíöåðòíûõ çàëîâ; îäíàêî êëþ÷åâûì ðàç-
ëè÷èåì, íà íàø âçãëÿä, ÿâëÿåòñÿ èìåííî ñàìî  ï î í è ì à í è å ìóçû-
êè, ÷òî âûðàæàåòñÿ â èñêóññòâå èñïîëíèòåëüñêîé èíòåðïðåòàöèè.
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Ìóçûêàíò â ñâîåé èñïîëíèòåëüñêîé äåÿòåëüíîñòè ïîñòîÿííî
èìååò äåëî ñ íîòíûì òåêñòîì, âûðàæàþùèì çàìûñåë êîìïîçèòîðà â
ãðàôè÷åñêîì âèäå. Â ðàçëè÷íûå ñòèëåâûå ýïîõè íîòíûé òåêñò ïðåä-
ñòàâëÿë ñîáîé ðàçíóþ ñòåïåíü èíôîðìàòèâíîñòè è, ñîîòâåòñòâåííî,
ðàçíóþ ñòåïåíü èíòåðïðåòàòîðñêîé ñâîáîäû. Ðàññìàòðèâàÿ íîòíûé
òåêñò â èñòîðè÷åñêîì àñïåêòå, ìîæíî ïðîñëåäèòü åãî ýâîëþöèîííûå
ýòàïû 1. Â êà÷åñòâå ïðèìåðà âîçüì¸ì ôîðòåïèàííóþ ìóçûêó .

Íîòíûé òåêñò ñòàðèííîé êëàâèðíîé ìóçûêè (XVI – íà÷àëà
XVIII ââ.) âåñüìà ñêóï: ìû íàõîäèì â í¸ì ëèøü íîòàöèþ – çàôèêñè-
ðîâàííûå ïî âûñîòå è âðåìåííîé ïðîòÿæ¸ííîñòè çâóêè.

Ïðèìåð 1.   Èîãàíí Ñåáàñòüÿí Áàõ. Ïðåëþäèÿ Äî ìàæîð èç I òîìà
Õîðîøî òåìïåðèðîâàííîãî êëàâèðà  (óðòåêñò) (ñì. íà ñ. 308).

Ìîæíî ñêàçàòü, ÷òî â òàêîì òåêñòå çàëîæåíà èìïðîâèçàöèîííàÿ
ïðèðîäà ñòàðèííîé ìóçûêè, íå òðåáóþùåé îò èñïîëíèòåëÿ ÷¸òêîãî
ñëåäîâàíèÿ áóêâå. Ýòî îáúÿñíÿåòñÿ ñóùåñòâóþùåé â òå âðåìåíà òðàäè-
öèåé èñïîëíåíèÿ êîìïîçèòîðàìè ñâîåé ñîáñòâåííîé ìóçûêè, êîãäà
àêò ñîçäàíèÿ ìóçûêàëüíîé ìàòåðèè â çíà÷èòåëüíîé ìåðå ñîâïàäàë ñ àê-
òîì åå èñïîëíèòåëüñêîé ðåàëèçàöèè (Ñàâåíêî 2007: 2). Ìóçûêàíò òîãî
âðåìåíè áûë óíèâåðñàëåí, ÿâëÿÿñü è êîìïîçèòîðîì, è òåîðåòèêîì, è
èñïîëíèòåëåì, ïîýòîìó òàêîé ñêóïîé  íîòíûé òåêñò íå âûçûâàë íåïî-
íèìàíèÿ.

Â äàëüíåéøåì, óæå â êëàññè÷åñêóþ ýïîõó (è îñîáåííî ÿðêî ýòî
ïðîÿâëÿåòñÿ ó âåíñêèõ êëàññèêîâ), êîìïîçèòîðû ñòàëè äîáàâëÿòü â
íîòíûé òåêñò óòî÷íÿþùèå óêàçàíèÿ – îáîçíà÷åíèÿ òåìïà, äèíàìèêè
è àðòèêóëÿöèè. Óñîâåðøåíñòâîâàëîñü ôîðòåïèàíî: ðàñêðûëèñü íîâûå
çâóêîâûå âîçìîæíîñòè çà ñ÷¸ò ïîÿâëåíèÿ ïðàâîé ïåäàëè è óêðåïëå-
íèÿ ìåõàíèêè. Ýñòåòè÷åñêèå âîççðåíèÿ Ïðîñâåùåíèÿ, âûäâèæåíèå
íà ïåðâûé ïëàí ratio íå ìîãëè íå îòðàçèòüñÿ íà êîìïîçèòîðñêîì òâîð-
÷åñòâå è, â ÷àñòíîñòè, íà íîòíîé çàïèñè. Ïîÿâèëàñü òåíäåíöèÿ ê ðàç-
äåëåíèþ ôóíêöèé êîìïîçèòîðà è èñïîëíèòåëÿ, ñîîòâåòñòâåííî, íîò-
íûé òåêñò äîëæåí áûë ñîäåðæàòü áîëüøå èíôîðìàöèè äëÿ ïîñëåäíåãî .
È âñ¸ æå ìîìåíò èìïðîâèçàöèîííîñòè ïðèñóòñòâîâàë – îòðàæàëîñü
ýòî â êàäåíöèÿõ ê ôîðòåïèàííûì êîíöåðòàì. È, õîòÿ âåíñêèå êëàñ-

1 Âàëåíòèíà Õîëîïîâà âûäåëèëà ñëåäóþùèå îñîáåííîñòè èñïîëíåíèÿ: â
ÕVIII âåêå – íîðìàòèâíîñòü âàðüèðîâàíèÿ çàïèñàííîãî òåêñòà, â ÕIÕ âåêå –
îò ïðàâèëà ìóçûêà äëÿ âèðòóîçà ê ïðàâèëó âèðòóîç äëÿ ìóçûêè, â ÕÕ âåêå –
îñóæäåíèå èíòåðïðåòàöèè, ïðèõîä ê êóëüòó óðòåêñòà (Õîëîïîâà 2009: 20).
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ñèêè çàïèñûâàëè èõ, íî ñóùåñòâîâàëà âàðèàíòíîñòü âûáîðà òîé èëè
èíîé êàäåíöèè ê îäíîìó è òîìó æå êîíöåðòó , ê òîìó æå òðàäèöèè
òîãî âðåìåíè ïðåäïèñûâàëè èñïîëíèòåëþ èãðàòü ñîáñòâåííóþ èì-
ïðîâèçàöèþ, ÷òî ñîñòàâëÿëî ñóòü ýòîé ÷àñòè ìóçûêàëüíîãî ïðîèçâå-
äåíèÿ 2.

Êà÷åñòâåííî íîâûé ýòàï ðàçâèòèÿ íîòíîãî òåêñòà äàëà ýïîõà
ðîìàíòèçìà. Ê XIX âåêó îêîí÷àòåëüíî ïðîèçîøëî ðàçìåæåâàíèå ôóí-
êöèé êîìïîçèòîðà è èñïîëíèòåëÿ ïðè ñîõðàíåíèè ìóçûêàíòñêîé
áèíàðèè (Ôðèäåðèê Øîïåí, Ôåðåíö Ëèñò), è èñêó ññòâî èíòåðïðå-
òàöèè âûäâèíóëîñü íà àâàíñöåíó . Êîìïîçèòîðû-ðîìàíòèêè òùàòåëü-
íî ïîçàáîòèëèñü î òîì, ÷òîáû èõ ïðîèçâåäåíèÿ áûëè äîñòóïíû äëÿ
èñïîëíèòåëÿ, ñíàáäèâ èõ áîëüøèì êîëè÷åñòâîì íåîáõîäèìûõ óêàçà-
íèé. Ïîìèìî òåìïà, äèíàìèêè, àðòèêóëÿöèè, àãîãèêè, ïåäàëèçàöèè
êîìïîçèòîðû âíeñëè â íîòíûé òåêñò ñâîè àâòîðñêèå ðåìàðêè êàñà-
òåëüíî õàðàêòåðà èñïîëíåíèÿ, âûðàæàþùèå ýìîöèîíàëüíûå ñâîé-
ñòâà ìóçûêè. Ñëîæíî ïðåäñòàâèòü â ìóçûêå êëàññèêîâ òàêèå ðåìàðêè,
êàê, íàïðèìåð, furioso (ÿðîñòíî), impestuoso (íåèñòîâî: Ëèñò , Ab irato),
îðãàíè÷íî âïèñûâàþùèåñÿ â ìóçûêó ðîìàíòèêîâ. Â XIX âåêå ðîÿëü
íå òîëüêî ñòàë çàíèìàòü ïðî÷íîå è, ïîæàëóé, îäíî èç âåäóùèõ ìåñò
ñðåäè ñîëèðóþùèõ èíñòðóìåíòîâ íà êîíöåðòíîé ýñòðàäå, íî íåðåä-
êî òðàêòîâàëñÿ êîìïîçèòîðàìè êàê èíñòðóìåíò-îðêåñòð, êîòîðûé
ñïîñîáåí ïîäðàæàòü òåìáðàì ðàçëè÷íûõ ìóçûêàëüíûõ èíñòðóìåíòîâ.
Îòñþäà ïîÿâëåíèå â íîòíîì òåêñòå òàêèõ óêàçàíèé, êàê quasi zimbalo
(Ëèñò, Âåíãåðñêàÿ ðàïñîäèÿ ¹ 10), quasi horn (Ëèñò, Ýòþä ¹ 5 èç Áîëü-
øèõ ýòþäîâ ïî Ïàãàíèíè ) è äð.

Åù¸ áîëåå ïîäðîáíûå óêàçàíèÿ õàðàêòåðà èñïîëíåíèÿ â íîòíîì
òåêñòå ìîæíî íàáëþäàòü ó èìïðåññèîíèñòîâ. Ïîñêîëüêó áîëüøóþ
ðîëü èãðàþò äåòàëè, èç êîòîðûõ ñîòêàíà ìóçûêàëüíàÿ òêàíü ïðîèçâå-
äåíèÿ, êîìïîçèòîðû ñòðåìèëèñü ïåðåäàòü â ñëîâåñíûõ ðåìàðêàõ óæå
íå ñàìè ÷óâñòâà, à èõ îòòåíêè – íàïðèìåð, un tendre et triste regret (Êëîä
Äåáþññè, Øàãè íà ñíåãó), doux et fluide (Äåáþññè, Çàòîíóâøèé ñîáîð ),
nerveux et avec humour (Äåáþññè, Ìåíåñòðåëè ).

2 Êàê îòìå÷àåò Åëåíà Ôîìåíêî, â öåëîì ïðîöåññ íàïèñàíèÿ ñâîèõ êàäåíöèé
ê êîíöåðòàì âåíñêèõ êëàññèêîâ ìîæíî ñ÷èòàòü íå çàêîí÷èâøèìñÿ äî ñèõ ïîð, è
ýòîò ïðîöåññ ìîæåò ïðîäîëæàòüñÿ â áóäóùåì. Ò àê, îòñóòñòâèå àâòîðñêèõ
êàäåíöèé ê íåêîòîðûì êîíöåðòàì âåíñêèõ êëàññèêîâ äà¸ò âîçìîæíîñòü èñïîë-
íèòåëÿì ñî÷èíÿòü ñâîè êàäåíöèè ê íèì (Ôîìåíêî 2003: 2).
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Ïëþðàëèçì ìóçûêàëüíûõ ñòèëåé XX âåêà îòðàçèëñÿ â ïîëíîé
ìåðå è â íîòíîì ìóçûêàëüíîì òåêñòå. Îäíè êîìïîçèòîðû ïîøëè ïî
ïóòè ñîõðàíåíèÿ òðàäèöèîííîé íîòàöèè, äðóãèå – ïî ïóòè íîâàòîð-
ñòâà, çàìåíÿÿ ïðèâû÷íûå íîòû ãðàôè÷åñêèìè èçîáðàæåíèÿìè, çíà-
êàìè è ðèñóíêàìè. Â ïåðâîé ïîëîâèíå XX âåêà ïî áîëüøåé ÷àñòè
ñîõðàíÿåòñÿ òåíäåíöèÿ íîòíîé çàïèñè ñ óêàçàíèåì âàæíåéøèõ èñ-
ïîëíèòåëüñêèõ ðåìàðîê (ðó ññêàÿ è ñîâåòñêàÿ ôîðòåïèàííàÿ ìóçûêà,
èìïðåññèîíèñòû, íåîêëàññèêè, íåîôîëüêëîðèñòû). Îäíàêî ó ïðåä-
ñòàâèòåëåé íîâîâåíñêîé øêîëû (Àðíîëüä Ø¸íáåðã , Àíòîí Âåáåðí)
íàáëþäàþòñÿ òåíäåíöèè ê óãëóáëåííîé äåòàëèçàöèè íîòíîé çàïèñè,
÷òî â äàëüíåéøåì (à èìåííî â ìóçûêàëüíîì àâàíãàðäå Âòîðîé âîëíû)
ïåðåøëî â òîòàëüíûé êîíòðîëü íàä êàæäûì çâóêîì ìóçûêàëüíîãî
òåêñòà (ïðîèçâåäåíèÿ Îëèâüå Ìåññèàíà, Êàðëõàéíöà Øòîêõà óçåíà).
Ýòî ïðèâåëî ïî ñóòè ê ñâåäåíèþ íà íåò èñêó ññòâà èíòåðïðåòàöèè,
ïîñêîëüêó èñïîëíèòåëüñêàÿ ñâîáîäà ïîëíîñòüþ îãðàíè÷èâàëàñü.
Íåêîòîðûå êîìïîçèòîðû òàêæå ñòàëè âûñòàâëÿòü â íîòàõ òî÷íîå âðå-
ìÿ èñïîëíåíèÿ ïðîèçâåäåíèÿ, òàêèì îáðàçîì, îïðåäåëÿëñÿ åäèíûé
âðåìåííîé îáðàçåö ïðîèçâåäåíèÿ, íå ïîäëåæàùèé èñïîëíèòåëüñêîé
èíòåðïðåòàöèè.

Äðóãàÿ òåíäåíöèÿ, õàðàêòåðíàÿ äëÿ ìóçûêàëüíûõ ïðîèçâåäåíèé
óæå âòîðîé ïîëîâèíû XX âåêà – îòêàç îò äåòàëèçèðîâàííîé íîòíîé
çàïèñè. Çäåñü ìû íàáëþäàåì íåêèé âîçâðàò ê ñòàðèííîé ìóçûêå, â
êîòîðîé àâòîðñêèå óêàçàíèÿ áûëè ìèíèìàëüíûìè. Ò àêàÿ çàïèñü, íà-
ïðîòèâ, äà¸ò èñïîëíèòåëþ ñâîáîäó â èíòåðïðåòàöèè ïðîèçâåäåíèÿ.
Âåðíóëî èñïîëíèòåëÿ íà ïóòü èìïðîâèçàöèè è ïîÿâëåíèå â ìóçûêå
àëåàòîðèêè ñ å¸ ìíîãîâàðèàíòíîñòüþ òðàêòîâêè òåõ èëè èíûõ ýëå-
ìåíòîâ ìóçûêàëüíîãî ÿçûêà.

Ïðèìåð 2.  Ê. Øòîêõà óçåí. Klavierstück IX  (ñì. íà ñ. 308).

Ñîâðåìåííûé ïèàíèñò èìååò äåëî ñ ìóçûêîé ðàçíûõ ñòèëåâûõ
ýïîõ, ñ ñàìûìè ðàçëè÷íûìè âèäàìè íîòíîãî òåêñòà, ðàñêðûòü ñìûñë
êîòîðîãî – åãî çàäà÷à. Çäåñü âîçíèêàåò ïðîáëåìà: êàêèì îáðàçîì ýòî
ñäåëàòü? Â ñâÿçè ñ ýòèì âñòàåò âîïðîñ î ïàðàìåòðàõ ìóçûêàëüíîãî òåê-
ñòà è åãî ïðèãîäíîñòè äëÿ èñïîëíèòåëüñêîé èíòåðïðåòàöèè. Ïàðà-
ìåòðû ìóçûêàëüíîãî òåêñòà – ýòî ñëîæíàÿ è ìíîãîãðàííàÿ ñèñòåìà
ãðàôè÷åñêèõ è âåðáàëüíûõ ýëåìåíòîâ, íåðàçðûâíî ñâÿçàííûõ ìåæäó
ñîáîé è ÿâëÿþùèõñÿ íîñèòåëÿìè ñìûñëà ïðîèçâåäåíèÿ. Â êà÷åñòâå
ñìûñëà âûñòóïàþò:
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à) ñòèëü êîìïîçèòîðà, êîòîðûé îïîñðåäîâàí ìóçûêàëüíî-õóäîæå-
ñòâåííûì ñòèëåì è ìèðîâîççðåíèåì ýïîõè;

á) ñèñòåìà âçãëÿäîâ êîìïîçèòîðà íà ìèð è åãî ìèðîîùóùåíèå;
â) æàíð ìóçûêàëüíîãî ïðîèçâåäåíèÿ, êîòîðûé íå ìîæåò áûòü îñ-

ìûñëåí â äîëæíîé ìåðå áåç ñîîòíåñåíèÿ ñî ñòèëåì êîìïîçèòîðà
è ýïîõè;

ã) ñîäåðæàíèå ìóçûêè, ãäå âàæíåéøèì ÿâëÿåòñÿ âîïðîñ îá èäåíòè÷-
íîñòè ìóçûêàëüíîãî ïðîèçâåäåíèÿ ñàìîìó ñåáå  (Õîëîïîâà 2009: 20).
Äîêàçàòåëüñòâîì ñêàçàííîìó ñëóæèò ñðàâíåíèå òðàêòîâêè æàí-

ðà ñîíàòû è ñîíàòíîé ôîðìû â XVIII âåêå, Ôðèäåðèêîì Øîïåíîì â
XIX âåêå è Ñåðãååì Ïðîêîôüåâûì â XX âåêå. Çäåñü ìû íàéä¸ì ñåðüåç-
íûå ðàçëè÷èÿ è â ñîäåðæàíèè èñïîëíèòåëüñêèõ èäåé ìóçûêàëüíûõ
ýïîõ, è â èñïîëíèòåëüñêîì âûÿâëåíèè ìóçûêàëüíîãî æàíðà, còðóê-
òóðû, è â èñïîëíèòåëüñêîì ñîäåðæàíèè ìóçûêè â öåëîì. Êðîìå òîãî,
ñàì íîòíûé òåêñò ñîäåðæèò ðÿä ïàðàìåòðîâ, ïîäëåæàùèõ àäåêâàòíî-
ìó îñìûñëåíèþ. Ýòî òåìï, äèíàìèêà, àðòèêóëÿöèÿ, àãîãèêà, ïåäà-
ëèçàöèÿ, àïïëèêàòóðà, ôðàçèðîâêà, àâòîðñêèå ðåìàðêè. Êàæäûé èç
ýòèõ ïàðàìåòðîâ áûë èññëåäîâàí ñ ðàçíîé ñòåïåíüþ ãëóáèíû è âñåñòî-
ðîííîñòè, íåêîòîðûì æå ïîñâÿùåíû îòäåëüíûå ìîíîãðàôèè. Ìåæäó
òåì, óêàçàíèÿ â íîòíîì òåêñòå åãî ïàðàìåòðîâ, ñòîëü íåîáõîäèìûõ ñî-
âðåìåííîìó ïèàíèñòó , ïðèìåíÿëèñü êîìïîçèòîðàìè íå âñåãäà. Ê ïðè-
ìåðó, ñåãîäíÿ, îáðàùàÿñü ê ìóçûêå Áàõà (ê óðòåêñòó), íàì íå õâàòàåò
ìíîæåñòâà ïðèâû÷íûõ îáîçíà÷åíèé è, â ïåðâóþ î÷åðåäü, óêàçàíèé
òåìïà è äèíàìèêè. Çàäà÷ó ýòó ðåøàåò ð å ä à ê ò î ð.

Âîçíèêíîâåíèå òàêîãî ÿâëåíèÿ, êàê ðåäàêöèÿ ìóçûêàëüíîãî ïðî-
èçâåäåíèÿ, îáóñëîâëåíà íåêîé ïåðåîöåíêîé ýñòåòè÷åñêèõ öåííîñòåé
è ïîòðåáíîñòåé äðóãîé, áîëåå ðàííåé ýïîõè, èçìåíåíèåì âçãëÿäîâ íà
èñïîëíèòåëüñêîå èñêó ññòâî, èçìåíåíèåì âêó ñà ñëóøàòåëüñêîé àóäè-
òîðèè. Ñ îäíîé ñòîðîíû, ýòî ïðèáëèæàåò ìóçûêó áîëåå ðàííèõ ñòèëå-
âûõ ýïîõ ê å¸ ñîâðåìåííîìó ïîíèìàíèþ è ñóùåñòâóþùèì èñïîëíè-
òåëüñêèì òå÷åíèÿì; ñ äðóãîé ñòîðîíû, ýòî ïðèâîäèò ïîä÷àñ ê óòðàòå
ñòèëåâûõ îñîáåííîñòåé ðåäàêòèðóåìîãî íîòíîãî òåêñòà.

 Àëåêñàíäð Ìåðêóëîâ îòìå÷àåò äâå îñíîâíûå òåíäåíöèè â ðåäàê-
öèÿõ: àðõàèçàöèþ ïðîøëîãî 3 è îñîâðåìåíèâàíèå ñòàðèíû. Â ñâîåé
ñòàòüå (Ìåðêóëîâ 1991) îí ïðåäëàãàåò ñëåäóþùóþ êëàññèôèêàöèþ ðå-

3 Àïîëîãåòû ýòîãî íàïðàâëåíèÿ òàêæå ðàòîâàëè çà òàê íàçûâàåìîå à óòåí-
òè÷íîå èñïîëíåíèå ñ èñïîëüçîâàíèåì ñòàðèííûõ ìóçûêàëüíûõ èíñòðóìåí-
òîâ, ÷òîáû çâó÷àíèå ïðèîáðåëî ìàêñèìàëüíóþ èñòîðè÷åñêóþ äîñòîâåðíîñòü.
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äàêöèé êëàâèðíûõ ñî÷èíåíèé êîìïîçèòîðîâ XVII–XVIII ââ. (ãëàâíûì
îáðàçîì, Áàõà, Ã àéäíà, Ìîöàðòà, Áåòõîâåíà):
à) ðåäàêöèè ðîìàíòèçèðóþùèå 4, õàðàêòåðíûå äëÿ âòîðîé ïîëîâèíû

XIX – ïåðâîé òðåòè XX ââ., ñîçäàííûå ïîä âîçäåéñòâèåì ðîìàí-
òè÷åñêîãî è ïîçäíåðîìàíòè÷åñêîãî ñòèëÿ (ÕÒÊ Áàõà â ðåäàêöèè
Áðóíî Ìóäæåëëèíè; ñîíàòû Ìîöàðòà â ðåäàêöèÿõ Ëþäâèãà Ê¸ë-
ëåðà, Êàðëà Ðåéíåêå è äð.5);

á) äåðîìàíòèçèðóþùèå  ðåäàêöèè, âîçíèêàþùèå ïðèìåðíî ñ ñåðå-
äèíû XX âåêà; â íèõ íàáëþäàåòñÿ âîçâðàò ê óðòåêñòó, î÷èùåíèå
îò ðîìàíòè÷åñêèõ íàñëîåíèé ïðåäûäóùèõ ðåäàêöèé (êëàâèðíûe
ñî÷èíåíèÿ Áàõà â ðåäàêöèè Âèêòîðà Äèäåíêî, ñîíàòû Ìîöàðòà
â ðåäàêöèÿõ Êàìèëÿ Ñåí-Ñàíñà è Àëåêñàíäðà Ãîëüäåíâåéçåðà
(2-ÿ ðåäàêöèÿ), ñîíàòû Ãàéäíà â ðåäàêöèè Âåíñàíà ä’Ýíäè);

â) ïîëó-óðòåêñòû  – ðåäàêöèè, ñîâìåùàþùèå àâòîðñêèå è ðåäàêòîð-
ñêèå óêàçàíèÿ, íàïå÷àòàííûå â íîòàõ ðàçíûì øðèôòîì (ñîíàòû
Ìîöàðòà â ðåäàêöèÿõ Ãàíñà Áèøîôà, Ðîáåðòà Òåéõìþëëåðà, ñî-
íàòû Ãàéäíà â ðåäàêöèè Ãåðìàíà Öèëõåðà). Êðîìå òîãî, îòìåòèì
òîò ôàêò, ÷òî â ðåäàêöèÿõ îòðàæàåòñÿ èñïîëíèòåëüñêàÿ êîíöåï-
öèÿ òîãî èëè èíîãî ïèàíèñòà (íàïðèìåð, ñîíàòû Áåòõîâåíà â
ðåäàêöèÿõ Ãàíñà ôîí  Áþëîâà, Àðòóðà Øíàáåëÿ), òàêèå ðåäàêöèè
ìîæíî íàçâàòü èñïîëíèòåëüñêèìè .

Ìóçûêà êîìïîçèòîðîâ-ðîìàíòèêîâ òàêæå íå èçáåæàëà ðåäàêöèé.
Ýòî êàñàåòñÿ ïðîèçâåäåíèé Ôðèäåðèêà Øîïåíà è Ðîáåðòà Øóìàíà.
Íåñìîòðÿ íà òî, ÷òî Øîïåí â ñâîèõ ñî÷èíåíèÿõ óêàçûâàë âñå òå ïàðà-
ìåòðû íîòíîãî òåêñòà, êîòîðûå íåîáõîäèìû ñîâðåìåííûì ïèàíèñ-
òàì, ðàñõîæäåíèå ýòèõ óêàçàíèé â ðàçëè÷íûõ àâòîãðàôàõ âíîñèëè íå-
êóþ íåîïðåäåë¸ííîñòü, ñêàçûâàâøóþñÿ â ñðàâíåíèè ðàçíûõ èçäàíèé.

4 Îñíîâíûå ïàðàìåòðû íîòíîãî òåêñòà, êîòîðûõ êîñíóëèñü äàííûå ðåäàê-
öèè: à) ôðàçèðîâêà (ìåëêèå ëèãè çàìåíåíû áîëåå êðóïíûìè), á) àðòèêóëÿ-
öèÿ (óïðàçäíåíèå èãðû staccato, ïðåäïî÷òåíèå èãðû legato), â) ïåäàëèçàöèÿ
(çàïåäàëèâàíèå ãàììîîáðàçíûõ ïàññàæåé, íåîïðàâäàííî îáèëüíàÿ ïåäàëü).

5 Îñîáîå âíèìàíèå Ìåðêóëîâ óäåëÿåò ðàññìîòðåíèþ ðåäàêöèé êëàâèð-
íûõ ñîíàò Ã àéäíà è Ìîöàðòà, âûïîëíåííûõ Áåëîé Áàðòîêîì. Îòíîñÿ èõ ê
ðîìàíòèçèðîâàííûì , Ìåðêóëîâ îïðåäåëÿåò ýòè ðåäàêöèè êàê èíòåíñèôèöè-
ðîâàííûå  è îòìå÷àåò â íèõ âëèÿíèå êîìïîçèòîðñêîãî è èñïîëíèòåëüñêîãî
ìûøëåíèÿ Áàðòîêà, à òàêæå åãî ñòðåìëåíèå ïåðåäàòü äóõ ñîâðåìåííîé åìó
ýïîõè, ÷òî êîñíóëîñü âñåõ ïàðàìåòðîâ íîòíîãî òåêñòà. Ò àêæå îòäåëüíî îòìå-
÷åíû ôðàçèðîâî÷íûå ðåäàêöèè ñîíàò Ãàéäíà è Ìîöàðòà, ñäåëàííûå Ã óãî Ðè-
ìàíîì (Ìåðêóëîâ 1991).
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Â íàñòîÿùåå âðåìÿ ñóùåñòâóåò ìíîæåñòâî ðåäàêöèé ïðîèçâåäåíèé
Øîïåíà. Áîëüøóþ ðàáîòó â ýòîì íàïðàâëåíèè ïðîäåëàëà ïîëüñêàÿ
ðåäêîëëåãèÿ (Èãíàöèé Ïàäåðåâñêèé, Ëþäâèã Áðîíàðñêèé, Þçåô Ò óð-
÷èíüñêèé), ïîäãîòîâèâ ðåäàêöèþ ïîëíîãî ñîáðàíèÿ ñî÷èíåíèé Øî-
ïåíà íà îñíîâå ñðàâíåíèÿ ðàçëè÷íûõ àâòîãðàôîâ è èçäàíèé, ñíàáäèâ
å¸ ïîäðîáíûìè êîììåíòàðèÿìè 6. Ðåäàêöèÿ ïðîèçâåäåíèé Øóìàíà,
âûïîëíåííàÿ Êëàðîé Øóìàí (ïîñëå ñìåðòè ñàìîãî êîìïîçèòîðà), ïî
áîëüøåé ÷àñòè âûðàæàåò å¸ ñîáñòâåííóþ èñïîëíèòåëüñêóþ êîíöåï-
öèþ ñî÷èíåíèé êîìïîçèòîðà.

Â ñîâðåìåííîé ôîðòåïèàííîé ìóçûêå ïîíÿòèå ðåäàêöèè ôàê-
òè÷åñêè ñåáÿ èçæèëî. Â ñîçíàíèè ìóçûêàíòîâ ïðî÷íî çàêðåïèëñÿ òîò
ôàêò, ÷òî êîìïîçèòîð óêàçûâàåò â íîòàõ âñ¸ òî, ÷òî îí ñàì ñ÷èòàåò
íóæíûì. È, åñëè êàêèå-ëèáî ïðèâû÷íûå ïàðàìåòðû íîòíîãî òåêñòà
îòñóòñòâóþò, ýòî ãîâîðèò î òîì, ÷òî òðàêòîâêà ýòèõ ïàðàìåòðîâ ïðå-
äîñòàâëÿåòñÿ ñàìîìó èñïîëíèòåëþ. Ò àêèì îáðàçîì, ðàñøèðÿþòñÿ
ãðàíèöû èíòåðïðåòàòîðñêîãî òâîð÷åñòâà. Íîòíûé òåêñò íåêîòîðûõ
ìóçûêàëüíûõ ïðîèçâåäåíèé íàñòîëüêî íåîäíîçíà÷åí, ÷òî î ïðîöåñ-
ñå èõ èñïîëíåíèÿ óìåñòíî ãîâîðèòü êàê î ôåíîìåíå ñî-òâîð÷åñòâà
èñïîëíèòåëÿ è êîìïîçèòîðà. Ýòî ñîçäà¸ò ñìûñëîâóþ àðêó ñ òðàäèöè-
ÿìè ñòàðèííîé ìóçûêè, ïðåäïîëàãàþùåé èìïðîâèçàöèîííîñòü èñ-
ïîëíåíèÿ è óíèâåðñàëèçì ìóçûêàíòà.

Íîòíûé òåêñò äà¸ò áîëüøèå âîçìîæíîñòè äëÿ ïðî÷òåíèÿ, òî åñòü
äëÿ èñïîëíèòåëüñêîé èíòåðïðåòàöèè. Ýòî ãîâîðÿùàÿ ìàòåðèÿ, êîòî-
ðàÿ ïîçâîëÿåò ïî-ðàçíîìó ê ñåáå îòíîñèòüñÿ â çàâèñèìîñòè îò âðåìå-
íè è ôîðìû çàïèñè êîìïîçèòîðñêîé ìûñëè.

Theoretical Aspects of Interpretation of
Piano Noted Music by Modern Performers

Irina Gorboushina

Summary

Performing art plays an important role in the whole system of music
reality. Despite the fact that it (music reality) comprises a composer’s
idea, its further notation and sounding, it is sounds that will actualize
music as an art.

6 Ðàáîòà íàä ýòîé ðåäàêöèåé ïðîâîäèëàñü â 1935–1940 ãîäà, èçäàâàëàñü
îíà â Âàðøàâå â 1949–1958 ãîäû (Ðàáèíîâè÷).
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Any musician deals with graphical signs which are to reflect a com-
poser’s idea. In different times of its development, musical notation varied
in terms of informativeness and, as a result, in providing freedom of
interpretation. Studying notation in its historical development allows to
define its evolutional stages. Let us have a look at piano music, e.g.

The notation of the clavier music of the XVI–XVII’s is laconic: notes
there are only fixed regarding their pitch level and length. During the
period of Classicism, composers started including such clarification  signs
as tempo, dynamics and articulation ones. Romanticism led to further
detailing and clarification of notation which allowed a performer to come
as close to a composer’s idea as possible. Apart from agogics, tempo,
dynamics, articulation and pedalling signs, there appeared composers’
commentary concerning a preferred character of performance expressing
emotional impact of a piece of music as well.

The XX th century with all its diversity of music styles saw further
development of notation. Thus, some composers still followed the notation
already formed by their predecessors whereas others pioneered new forms
of notation replacing traditional graphical images with new ones. A
contemporary pianist deals with music of different styles and ages, thus
dealing with different types of notation. The primary task in such an
environment is to perceive a composer’s idea. Here we think it necessary
to raise a question of notation characteristics and their adequacy when
interpreting performing. Notation characteristics comprise graphical and
verbal elements which are closely associated and bear the sense.

Notation characteristics have not always been used by composers.
Nevertheless, contemporary performers demand them. Nowadays the
problem is solved by the work of editors. The emergence of music editing
roots in revaluation of esthetic values and needs of the previous ages. It
also reflects various changes that appeared in performing art and audience.

Noted music provides great opportunities for interpretation. It is a
subtle matter which determines angles and attitudes of its perception
depending on the age and form of its creation.

Key words: interpretation, musical notation, ðerforming art plays,
contemporary music
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Modâlâ improvizâcija:
vai tonalitâtes noliegums?

Dr. art. Çvalds Daugulis
Daugavpils Universitâtes profesors

Improvizâcija (fr. improvisation, it. improvvisazione, lat. impro-
visus– neparedzçt) ir mûzikas jaunrades forma, kas paredz skaòdarba
tapðanu paðâ atskaòoðanas procesâ. Tâ pieder pie senâkajiem mâkslinie-
ciskâs darbîbas veidiem un sastopama daþâdos laikmetos, daþâdu stilu
ietvaros. Katram mûzikas vçstures posmam raksturîga sava, îpaða impro-
vizâcijas izteiksme. Ðîs atðíirîbas nosaka laikmeta vispârestçtiskâs nostâd-
nes, tradîcijas, þanri utt. Improvizâciju1 tâs pirmveidolâ raksturo neno-
slçgta forma.

Improvizâcija klasiskajâ, populârajâ un dþeza mûzikâ atðíiras. Dþezâ
tâ izpauþas ïoti daudzveidîgi un saistîta ar visdaþâdâkajiem mûzikas
izteiksmes lîdzekïiem. Ienâkot jauniem improvizâcijas veidiem, jau esoðie
atvirzâs otrajâ plânâ, bet vajadzîgajâ brîdî atkal atdzimst jaunâ kvalitâtç.
Dþeza improvizâcija top kâ apdare vai kâ oriìinâlmûzikas materiâla
izstrâde. Lîdz ar to improvizâcijai piemît visdaþâdâkâs iespçjas – no vien-
kârðas tçmas izgreznoðanas, nenozîmîgi to variçjot, lîdz pilnîgai tçmas

1 Improvizâcija radâs folklorâ un plaði izmantota Eiropas profesionâlajâ mûzikâ
vçl pirms noðu pieraksta izveidoðanâs (neimas, âíu zîmes utt.). Mûzikas þanru
sistçmas diferenciâcija un likumu iekïâvums praksç jau 11. gadsimtâ nodalîja
improvizâciju no atskaòotâjmâkslas. Neskatoties uz to, improvizâcija joprojâm
pastâvçja kâ atskaòotâjmâkslas îpaðs veids, kura ietvaros noðu pieraksts lietots
minimâli. Laikam ritot, arvien pieauga prasîba pçc noðu pieraksta precizitâtes,
izskauþot neprognozçjamîbu, improvizâcijas klâtbûtni. Lîdz ar to parâdîjâs t. s.
interpretâcijas mâksla (komponists reizç bija interprets). 17.–18. gadsimtâ dzîvâs
improvizâcijas tradîcija spilgti izpaudâs virtuoza rakstura skaòdarbos (fantâzijas
þanrâ, instrumentâlo koncertu solokadencçs, korâïapdarçs çrìelçm u. c.). Bez tam
18. gadsimta aristokrâtu salonos, koncertatskaòojumos improvizâcija bija izpla-
tîta kâ îpaðs koncertprogrammas numurs, ko sniedza atskaòotâjmâkslinieki virtuozi.
20. gadsimta sâkumâ improvizâcija vçl balstâs klasiskajâs tradîcijâs. Vienlaikus
arvien uzstâjîgâk ienâk improvizâcija dþeza mûzikâ (arî tapieru mâksla mçmajâ
kino). Savukârt 20. gadsimta 50. gados improvizâcijas principi iekïaujas arî avan-
garda mûzikas t. s. atvçrtajâs formâs. Daþi mûzikas þanri pat saglabâjuði nosauku-
mus, kuri norâda piederîbu improvizâcijai (fantâzija, prelûdija, improvizâcija).
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ignorçðanai par labu brîvâm skaòu secîbâm, kuras saista tikai harmoniskâ
bâze, konkrçta skaòkârta, varbût pat hromatiskâ tonalitâte. No tâ izriet
dþeza improvizâcijas daudzveidîgâs tehnikas un izpausmes veidi. Zinâmâ
mçrâ improvizâcijas tipu nosaka dþeza mûzikas stils2, individuâlâ muzicç-
ðanas maniere, formu un þanru specifika. Dþeza improvizâcija var bût:
— sagatavota vai spontâna,
— solo vai kolektîva (grupas),
— vokâla vai instrumentâla,
— tonâla vai netonâla,
— brîva vai ierobeþota (balstîta kliðejâs, proti, konkrçtâs harmoniskâs

formulâs, saistîta ar citiem kompozîcijas elementiem),
— daþkârt arî pilnîbâ fiksçta notîs.

Tâpat iespçjama improvizâcija par improvizâciju, par pabeigtu skaò-
darbu, aleatoriska improvizâcija, citu improvizatoru imitâcija, arî visu
iepriekð nosaukto veidu integrâcija. Katrâ ziòâ dþeza improvizâciju tipi
daudzçjâdâ ziòâ atkarîgi no konkrçta mûzikas stila, funkcionâlâs piesais-
tes un citiem aspektiem. Improvizâcijas tematiskais kodols var bût îss
motîvs, kadence vai izvçrsta melodija, kâ arî citi mûzikas izteiksmes lî-
dzekïi, piemçram, funkcionâli harmoniskie, skaòkârtiskie, metroritmiskie,
þanra un stila shçmas u. tml. Ðajâ rakstâ tuvâk aplûkosim dþeza modâlo
improvizâciju – daþâdas koncepcijas un to izpausmes praktiskajâ muzi-
cçðanâ.

Angïu dþeza pianists, komponists un mûzikas þurnâlists Leonards
Fçzers (1914–1994) vçl 1960. gadâ izdotajâ enciklopçdijâ The New
Edition Encyclopedia of Jazz atzîmç, ka dþezs savâ attîstîbâ koncentrçtâ
veidâ veicis to paðu ceïu, ko Eiropas mûzika vairâkos tûkstoðos gadu
(Feather 1960). 20. gadsimta pirmajâ pusç akadçmiskâs mûzikas kompo-
nisti atklâj atonâlâs mûzikas pasauli, lîdz ar to arî dþeza mûziíi improvi-
zatori meklç jaunu, laikmetîgu izteiksmes veidu.

Pçc svinga çras 20. gadsimta 40. gadu beigâs mûzikas praksç iekïaujas
jauns jçdziens modernais dþezs (angïu modern jazz). Ar ðo terminu apzîmç
tolaik un arî vçlâk pastâvoðos dþeza stilus un virzienus. Te minami bîbops3,

2 Bûtiskâkie dþeza mûzikas stili ir regtaims, diksilends, svings, bîbops, hârd-
bops, postbops, kûldþezs, frîdþezs, modâlais dþezs, dþezroks, fjûþens.

3 Bîbops (angl. bebop) – 40. gadu pirmajâ pusç Òujorkâ neliela jaunu dþeza
mûziíu grupa radîja neparastu mûzikas stilu un atskaòojuma manieri. Tâ bija
ïoti sareþìîta un virtuoza instrumentâlâ mûzika, ar kuru ðî stila izgudrotâji tiecâs
atjaunot agrînâ dþeza ideâlus: improvizâciju, virtuozitâti un tieðu mijiedarbi starp



318

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – IV

afrokubieðu dþezs4, progresîvs5, kûldþezs6, Rietumkrasta dþezs7, Austrum-
krasta dþezs8, hârdbobs9, treðâ straume10, frîdþezs11, bossa nova12, modâ-

solistu un kombo (combo – neliela instrumentâla grupa). Bîbops vai vienkârði
bops (bop) – kâ nosauca ðo jauno stilu – kïuva par modernâ (laikmetîgâ) dþeza
pirmo paveidu. Tipiskajâ bîbopa kombo ir trompete, saksofons, klavieres, kon-
trabass un sitaminstrumentu komplekts, kurâ ietilpst bungas un daþâda veida
ðíîvji. Katrs no ansambïa dalîbniekiem bîbopa sâkumperiodâ noteikti bija izcils
solists. Ikviens improvizçjot centâs ienest skaòdarba attîstîbâ ko jaunu un svaigu,
nevis tikai variçt kâdu iepriekð labi pazîstamu melodiju. Paðu sacerçtâs vai izvçlçtâs
improvizâciju tçmas bîbopâ parasti ir îsas, ritmiski asas, stûrainas un pat savâ
ziòâ dîvainas. Tâs sniedz plaðas iespçjas mûzikas materiâla brîvai attîstîbai. Pro-
tams, ðâdu mûziku vairs nav iespçjams izmantot deju pavadîjumam. Harmonis-
kâs, ritmiskâs un arî intelektuâlâs sareþìîtîbas ziòâ bîbopa mûzika tuvojâs kompli-
cçtai tâ laika kamermûzikai.

4 Afrokubieðu dþezs (angl. Afro-Cuban jazz) – bîbopa atzars, izveidojâs 20.gad-
simta 40. gados ASV, apvieno afrikâòu un kubieðu tautas mûzikas elementus,
Latîòamerikas deju (mambo, rumba, samba) ritmus. Raksturîga poliritmija, îpaði
frâzçjumi, savdabîga sitaminstrumentu spçles tehnika (Arts Bleikijs, Makss Rouès).

5 Progresîvs (angl. progressive jazz) – mûsdienu dþeza eksperimentâlais virziens,
radies 20. gadsimta 40. gados, sintezç dþezu ar Eiropas akadçmiskâs mûzikas
kompozîcijas tehnikâm.

6 Kûldþezs (angl. cool jazz), burtiski vçsais dþezs – mûsdienu dþeza stils, radies
20. gadsimta 40. gadu beigâs. Tam raksturîgs maigs skançjums bez vibrato,
samçrâ plaðs polifono elementu iekïâvums.

7 Rietumkrasta dþezs (angl. West Coast jazz) – ASV Rietumu piekrastes (Kali-
fornija) dþeza virziens, radies 20. gadsimta 50. gados, integrç vairâkus dþeza stilus
(progresîvu, bîbopu, simfodþezu, svingu, kûldþezu) apvienojumâ ar mûsdienu
akadçmiskâs mûzikas kompozîcijas tehnikâm. Rietumkrasta dþezam raksturîgi
lieli oríestra sastâvi, atseviðíu tembru individualizâcija (oboja, angïu rags, fagots,
basklarnete, meþrags, stîgu grupa), soloimprovizâcijas lomas palielinâðana.
Uzskatâms arî par koncertdþeza atzaru.

8 Austrumkrasta dþezs (angl. East Coast jazz) – ASV Austrumu piekrastes
(Òujorka) mûsdienu dþeza virziens, izveidojies 20. gadsimta 50. gados, integrç
vairâkus dþeza stilus (hârdbopu, soulu). Atdzîvina blûza un afroamerikâòu hot-
dþeza tradîciju, balstoties laikmetîgâ izteiksmç.

9 Hârdbops (angl. hard bop) – smagais bops, bîbopa renesanse; izveidojies
20. gadsimta 50. gadu vidû Òujorkâ.

10 Treðâ straume (angl. third stream) – mûsdienu dþeza eksperimentâlais vir-
ziens, radies 20. gadsimta 50. gados; cenðas apvienot dþezu ar akadçmisko, tostarp
arî mûsdienu akadçmisko mûziku.

11 Frîdþezs (angl. free jazz), burtiski brîvais dþezs – mûsdienu dþeza stils, radies
20. gadsimta 50.–60. gados.
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lais dþezs13, dþezroks14 un fjûþens15. 50. gadu beigâs dþeza attîstîba bija
vçrsta uz arvien sareþìîtâku harmoniju, melodiju un ritmu. Dþezs tuvojâs
atonalitâtei. Tomçr daudzi izcili dþeza mûziíi aizvirzîjâs pa citu, nevis
atonâlâs mûzikas ceïu. Amerikâòu pianists Sesils Teilors (Taylor , 1929),
saksofonists un komponists Dþons Koltreins (Coltrane, 1926–1967) u. c.
mâkslinieki galveno uzmanîbu improvizçjot veltîja intonâcijai, melodis-
kajai attîstîbai, ritmam un tembram. Viens no ðâda veida improvizâcijas
piemçriem ir Dþona Koltreina Giant Steps (1960). Raksturojot jauno
pieeju, dþeza mûzikas teorijâ pakâpeniski ienâca termini modâlais dþezs,
modâlâ tehnika, modâlâ improvizâcija. Savukârt Krievijâ modâlo dþezu
dçvç par skaòkârtisko dþezu. Vienota uzskata ðî jçdziena izpratnç nav.

Bûtiski atðíiras arî akadçmiskajâ mûzikâ lietotâ termina modalitâte
(fr. modalité, lat. modus – mçrs, veids) izpratne. Vispirms pakavçsimies
pie amerikâòu teorçtiíu koncepcijâm.

Par unikâlu ieguldîjumu modâlâs teorijas attîstîbâ uzskatâms ameri-
kâòu komponista, diriìenta un mûzikas izdevumu redaktora Dþona Vin-
senta (Vincent, 1902–1977) darbs The Diatonic Modes in Modern Music
(1951). Tas ir izcili rûpîgs un saturâ dziïð pçtîjums, kas atklâj modâlâs
teorijas vçsturisko panorâmu, izklâsta diatonisko modu savstarpçjâs
mijiedarbes teoriju 19.–20. gadsimta mûzikâ, sniedz daþâda stila mûzikas
analîtisku apskatu.

Savukârt Hârvarda Universitâtes profesora, komponista Voltera
Pistona (1894–1976) pçtîjumâ Harmony (1941) uzmanîbu saista îpaðs
tonalitâtes un modalitâtes jçdzienu skaidrojums. Pistona skatîjumâ tonali-
tâte ir organizçta skaòu sistçma mûzikâ, kur katrai skaòai ir noteikta
attieksme pret toniku (citçts pçc: Piston 1962). Atðíirîbâ no daudziem
citiem pçtniekiem Pistons tonalitâtes jçdzienu neattiecina tikai uz maþora
un minora skaòkârtâm. Viòð uzskata, ka jebkurâ tonality  var iebûvçt

12 Bossa nova (portugâïu bossa nova), burtiski kaut kas jauns – mûsdienu
dþeza stils, radies 20. gadsimta 60. gados. Tam raksturîgs brazîlieðu tautas mû-
zikas un skaòveides elementu iekïâvums. Ðajâ ziòâ vçrojama sasaukðanâs ar kûldþezu.

13 Modâlais dþezs (angl. modal jazz) – mûsdienu dþeza atskaòojuma un kom-
pozîcijas tehnika, veidojusies 20. gadsimta 60. gados, balstâs uz daudzveidîgâm
skaòurindu struktûrâm.

14 Dþezroks (angl. jazz rock) – mûsdienu dþeza mûzikas stils, kas izveidojies
20. gadsimta 70. gados un sintezç dþeza un roka elementus.

15 Fjûþens (angl. fusion), burtiski sakausçjums – dþezroka atzars, kurð integrç
dþeza, roka, fanka, elektroniskâs mûzikas, etniskâs mûzikas un mûsdienu akadç-
miskâs mûzikas kompozîcijas tehniku elementus.
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daþâdus modus – dorisko, frîìisko, lîdisko utt., ieskaitot arî mâkslîgos
modus. Autors pauþ domu, ka gravitâcijas centra vai tonikas klâtbûtne
ir vienîgais tonalitâtes atribûts, turklât tâs skaòurindas sastâvs var bez-
galîgi variçties (citçts pçc: Piston 1962).

Vârdu skaòkârta mçs izmantojam ïoti plaði – gan raksturojot mûzikas
skaòu organizâcijas loìisku, noslçgtu sistçmu, gan runâjot par konkrçtu
skaòurindas pamatu, ðo skaòu kopuma ârçjo struktûru. Kâ novçrots,
amerikâòu muzikologu lietotajâ terminoloìijâ eksistç noteikta diferen-
ciâcija. Tâs bûtîba labi formulçta Vinsenta Persiketi (1915–1987) grâmatâ
Twentieth-Century Harmony: Creative Aspects and Practice (1961):
Centrâlâ skaòa, uz kuru tiecas citas skaòas, nosaka tonalitâti, bet pârçjo
skaòu kârtojums ap centru rada modalitâti; modalitâtei savukârt nav
centra, bet tikai balsti – galvenais un vietçjie (Persichetti 1961).

Atðíirîgi uzskati modalitâtes skaidrojumâ ir vispusîgajam mûziíim
un pedagogam Rodþeram Seðnsam (1896–1985). Viòa grâmata Harmonic
Practice (1951) atklâj ðâdu t o n a l i t â t e s  k o n c e p c i ju: Visu attiecîbu
sistçmu starp skaòâm, kas ietvertas 12 maþora rindâs un 12 minora rindâs,
kâ arî mijattiecîbas starp daþâdâm harmonijâm un skaòkârtâm sauc par
tonâlo sistçmu vai “tonalitâti” (Session 1951). Arî Seðnss neierobeþo tona-
litâti ar tîriem modiem, bet pieðíir lielu nozîmi jauktâm formâm. Viòð
ievieð jçdzienu modâlâ alterâcija, iekïaujot tajâ maþora un minora mij-
iedarbi (Sessions, 1951: 297). Paplaðinot tonalitâtes robeþas, Seðnss izvirza
arî t o n i k a l i z â c i j a s ideju. Tâs pamatâ ir doma, ka vietçjâs tonikas
nozîmi var iegût jebkurð tâ vai citâdi izcelts akords. Vispârinot izklâstîto,
Seðnss secina, ka tonikalizçt var jebkuru harmoniju, ja vien harmonijas
reljefs ir pietiekami skaidrs un ja tas nenoved mûzikas valodu lîdz tâdai
pârslodzei, ka sagrûst tonâlais balanss. Ðis uzskats ir raksturîgs mûsdienu
harmonijas kursiem un radis attîstîbu arî citu amerikâòu teorçtiíu darbos,
tostarp dþeza pçtniecîbâ.

Iepriekð izklâstîtie viedokïi liecina, ka modalitâtes un tonalitâtes iz-
pratne ASV mûzikas teorçtiíu vidç principiâli atðíiras no Eiropas tradî-
cijas. Eiropas mûzikas teorijâ, kâ zinâms, valda uzskats, ka tonalitâtes
un modalitâtes atðíirîbu nosaka nevis skaòurindas pakâpju skaits vai
sastâvs, bet pakâpju balssvirze.

Savukârt mûsu reìionâ, balstoties krievu skolas zinâtnieku koncep-
cijâs, teorçtiíi modalitâti skaidro kâ specifisku skaòkârtiskâs domâðanas
veidu, kura pamatâ ir modâlâs skaòurindas un ritma modi: [..] modu
nosaka skaòkârtas diatoniskâ skaòurinda, diapazons, noturîgâs pakâpes
un noslçguma skaòa. Tâtad m. ir veids, kâdâ visas skaòas ir sakârtotas
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ap balsta skaòu (Kârkliòð 2006: 120). No iepriekð izklâstîtâ izriet, ka
termina modalitâte izpratne daþâdos pasaules reìionos nav viennozîmîga.

Turpinâjumâ plaðâk pievçrsîsimies modâlajam dþezam. Krievu teorç-
tiíis Oïegs Koroïovs 16 piedâvâ ðâdu skaidrojumu: [..] modâlais dþezs (angïu
modal jazz) ir mûsdienu dþeza virziens, kurð atðíiras no tradicionâlâs
tonâlâs dþeza organizâcijas (maþorminora harmoniski funkcionâlâ sistç-
ma) un formveides (harmonisku kvadrâtu atkârtojumu sçrija). Mûzikas
pamatâ ir jauns mûzikas materiâla kompozîcijas organizâcijas princips –
modi jeb skaòkârtas. Iespçjami arî daþâdi modi vertikâlç vai horizontâlç,
ja balsis vienlaikus skan daþâdâs skaòkârtâs. Rodas politonalitâte. Rezul-
tâtâ kompozîcijas harmoniski melodiskâ organizâcija balstâs skaòkârtas
transpozîcijâs, proti, ietver pâreju (modulâciju) no vienas skaòkârtas uz
citu. Veidojas polimodalitâte. Kâ izsakâs Koroïovs, daþi modi var integ-
rçties ar maþoru vai minoru un tamlîdzîgi (Êîðîëåâ 2006: 82). Profesoram
var piekrist.

Savukârt dþeza mûzikas teorçtiíis un praktiíis Jurijs Kinuss17 par
modâlo dþezu uzskata mûsdienu dþeza atskaòojuma un kompozîcijas
tehniku (Êèíó ñ 2008: 176). Modâla viòa izpratnç ir tehnika, kura balstâs
uz modu – mâkslîgi izveidotu skaòurindu. Lîdzîgs uzskats ðajâ jautâjumâ
ir arî krievu dþeza teorçtiíim un mûziíim Jurijam Èugunovam ( ×óãóíîâ
1980: 101). Viennozîmîgi skaidrs, ka modâlais dþezs ir mûsdienu dþeza
eksperimentâls virziens – îpaðs funkcionâlâs harmonijas melodisko un
harmonisko lîdzekïu pârveidotâjs.

Jaunu dþeza improvizâcijas stilu – hârdbopa (Arts Bleikijs/Blakey,
Klifords Brauns/ Brown), frîdþeza (Ornets Koulmens/Coleman, Sesils
Teilors), modâlâ dþeza (Mailss Deiviss/Davis, Dþons Koltreins), dþezroka
(Èiks Korea/Corea, Hçrbijs Henkoks/Hancock) u. c. – raðanâs acîmredzot
saistîta ar akadçmiskâs un dþeza mûzikas sintçzi (t. s. treðâ straume).
Dþeza pirmsâkumos daudzi izteiksmes elementi tika aizgûti no Eiropas
klasiski romantiskâs mûzikas (piemçram, kadences), savukârt 20.gad-
simta vidû dþezmeòi ierosmi rod laikmetîgajâ akadçmiskajâ mûzikâ.

Kâ minçju iepriekð, savulaik dþezs tuvojâs atonalitâtei. Mûziíi mek-
lçja jaunas iespçjas, un atvirzîðanâs no tonalitâtes sareþìîtîbas virzienâ

16 Oïegs Koroïovs (Êîðîëåâ) – komponists, diriìents, teorçtiíis, dþeza mûziíis,
Turkmçnijas nacionâlâs konservatorijas Estrâdes mâkslas katedras profesors.

17 Jurijs Kinuss (Êèíóñ, 1949) – krievu muzikologs, mâkslas doktors, aranþçtâjs,
teorçtiíis, pedagogs, Sergeja Rahmaòinova Rostovas konservatorijas docents,
Kima Nazareva vârdâ nosauktâ dþeza oríestra mâkslinieciskais vadîtâjs.
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notika pakâpeniski. Tonâlâs improvizâcijas balsts rodams akordu un skaò-
kârtu mijiedarbç; Mailss Deiviss, Sonijs Rolinss (Rollins), Dþo Pass (Pass),
Rejs Brauns (Brown) u. c. papildinâja to ar netonâlo (pantonâlo, arî atonâlo)
improvizâciju – atteikðanos no akordu un skaòkârtu integrçta izmanto-
juma, kur skaòa ir svarîgâkais izteiksmes elements. Savukârt, atvirzoties
vçl tâlâk no tonalitâtes, ieskanas politonâla improvizâcija, kur melodiskâs
lînijas veidoðana balstâs uz poliakorda augðçjiem slâòiem (nonakordi,
undecimakordi, tercdecimakordi). Tâdçjâdi veidojas politonalitâtes efekts,
kam raksturîga tercu vertikâle (sk. noðu piemçru):

Tercu vertikâle
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20. gadsimta 50. gadu beigâs dþeza improvizâcijâs beidzot ieskanas
divpadsmitskaòu rinda. Atonalitâte ir klât , tomçr divpadsmitskaòu rinda
nav dodekafonijas sçrija. Kâ zinâms, terminu atonâlais dþezs ieviesa un
pamatoja Amerikâ dzîvojoðais vâcu komponists un teorçtiíis Gunters
Ðullers18 (Gunther Schuller). Arî atonâlâ dþeza improvizâcija iekïaujas
t. s. treðajâ straumç, avangarda dþezâ. Bûtiski, ka izcilâkie amerikâòu
dþeza mûziíi vienlaikus bija arî akadçmisko þanru komponisti. Lîdz ar
to akadçmiskajâ mûzikâ ieplûda daudzas specifiskas dþeza mûzikas
iezîmes, un otrâdi. Piemçram, dþezu bagâtinâja pantonalitâte19, atona-

18 Gunters Ðullers (dz. 1925) ir Amerikas vâcu komponists, diriìents, dþeza
vçsturnieks, ierakstu producents, mûzikas izdevçjs, Pulicera prçmijas laureâts.
1957. gadâ viòð ieviesa jçdzienu treðâ straume. Ðis termins parasti tiek attiecinâts
uz dþezu, taèu ietver arî mûsdienu moderno mûziku, kas neietilpst klasiskâs,
dþeza, populârâs vai t. s. pasaules mûzikas kategorijâs. Tâ ir mûzika, kas tiecas
nojaukt visas iespçjamâs robeþas, pârdzîvojot visneiedomâjamâkâs stilistiskâs
sintçzes un kombinâcijas.

19 Pantonalitâte (angl. pantonality) – terminu piedâvâjis austrieðu komponists
un mûzikas teorçtiíis Rûdolfs Reti ( Reti, 1885–1957) grâmatâ Tonality in Mo-
dern Music (1962); ar to viòð raksturo hromatisko tonalitâti, kura aptver visda-
þâdâkos stilos pastâvoðâs hromatikas izpausmes, tajâ skaitâ arî atonalitâti un
divpadsmitskaòu harmoniju. Pantonalitâtes jçdzienu pirmais lietojis jau Arnolds
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litâte20, dodekafonija21, divpadsmitskaòu rinda22, aleatorika, sonorika u. c.
kompozîcijas tehnikas.

20. gadsimta vidû akadçmiskâs mûzikas komponisti plaði lietoja
atonalitâti, savukârt dþeza pârstâvji priekðroku deva modalitâtei. Mûsu-
prât, modâlais jeb polimodâlais dþezs izprotams kâ îpaðs skaòkârtiskâs
domâðanas veids. Tâ koncepciju izstrâdâja izcilais dþeza pianists Dþordþs
Rasels (Russell, 1923–2009) 1953. gadâ. Modâlais dþezs ir oriìinâla sistç-
ma, kuras pamatâ ir lîdiskâs skaòkârtas deviòi hromatiskie varianti. Lîdz
ar to rodam pâreju no klasiskâs tonâlâs organizâcijas (maþorminora skaò-
kârtas ar funkcionâli harmonisko sistçmu) uz skaòkârtisko variçðanu.
Reljefâ (melodijâ) un fonâ (pavadîjumâ) sastopamas daþâdas skaòkârtas
jeb modi, kas daþkârt noved pie polimodalitâtes. Pçdçjâ savukârt var
izpausties vertikâlç vai horizontâlç. Dþeza harmonijai tâs bija pilnîgi
jaunas iezîmes. Lîdz ar to improvizatori Mailss Deiviss, Dþons Koltreins,
Èârlzs Minguss (Mingus) u. c. akcentçja melodisko attîstîbu, mazâk har-
moniju izvçli. Kopumâ viòu spçlei bija raksturîgs ilgstoðs divu vai vairâku
akordu atkârtojums pavadîjumâ, savukârt melodijâ skançja izmeklçta

Ðçnbergs (Schönberg, 1874–1951) savâ Harmonielehre (1911), skaidrojot tonali-
tâtes evolûcijas jautâjumus. Termins pantonalitâte ir gandrîz sinonîms terminam
omnitonalitâte (omnitonality ). Vienîgâ atðíirîba: pantonalitâte ietver atonâlu
melodisku secîbu un brîvu disonantu faktûru, bet omnitonalitâtes tendence ir
uzlabot tonâlâ pamata izjûtu.

20 Atonalitâte (gr. a nolieguma partikula + fr. tonalit é – tonalitâte) – muzikâlâs
domâðanas veids, kam raksturîga atteikðanâs no klasicisma skaòkârtiski tonâlajâm
likumsakarîbâm. Termins radâs 20. gadsimta sâkumâ, kad vairâku komponistu
radoðâ domâðana atvirzîjâs no tradicionâlâs tonâli harmoniskâs sistçmas (Èârlzs
Aivss, Aleksandrs Skrjabins, Arnolds Ðçnbergs, Albâns Bergs, Antons Vçberns
u. c.).

21 Dodekafonija (gr. dodeka divpadsmit + phone skaòa) – kompozîcijas me-
tode, kas balstâs uz hromatiskâs gammas visu divpadsmit skaòu absolûtu lîdztie-
sîbu. Dodekafonija radusies atonâlâs mûzikas attîstîbas procesâ. Uz ðî pamata
izveidota Arnolda Ðçnberga divpadsmitskaòu tehnika (1921). Par skaòdarba pa-
matu kïûst s ç r i j a.

22 Divpadsmitskaòu rinda ir  12 skaòu secîba bez atkârtojumiem vai ar mini-
mâliem atkârtojumiem; ðo secîbu izmanto nevis kâ vienîgo skaòu materiâla avotu,
bet gan kâ melodisku uzbûvi. Rinda vai nu vispâr neatkârtojas, vai arî atkârtojas
tieði vai transpozîcijâ (iespçjama pat tâs inversija vai vçþveida forma, kas to tuvina
sçrijai, tikai ar atðíirîbu, ka no tâs neveido visu skaòdarba audumu). Rindu
izmanto homofonâ vai polifonâ izklâstâ; viens no piemçriem ir Romualda Kalsona
Otrâ simfonija.
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un attîstîta improvizâcija ar pamatakorda skaòu uzsvçrumu, diatonisku
un hromatisku pârgâjskaòu iekïâvumu. Rodas jautâjums – vai tâ ir mo-
dalitâte, vai tonalitâte? Ðajâ gadîjumâ, protams, vçrojama abu minçto
parâdîbu sintçze.

Tipiska modâlâ melodija daþkârt var sastâvçt tikai no diviem vai
trim akordiem, no kuriem katrs var ilgt 8 vai pat 16 taktis. No ðî skat-
punkta raugoties, modâlâ improvizâcija, pçc mûziíu domâm, ir daudz
vienkârðâka, salîdzinot ar cita veida improvizâcijâm, jo improvizatoram
nav tik bieþi un strauji jâmaina skaòkârtu skaòurindas. No otras puses,
modâlâ improvizâcija tomçr ir izaicinâjums muzikalitâtei – ne tik daudz
loìikai, cik fantâzijai. Nav iespçjams tikai spçlçt blakusdominantes un
païauties uz skaòkârtu un akordu mijiedarbes pârzinâðanu. Jâbût îpaðai
prasmei melodiski d o m ât un pârliecinoði m u z i c çt.

Dþeza mûziku arî kopumâ bieþi dçvç par modâlu, lai gan tâ ietver
tradicionâlâs akordu secîbas; to vidû ir, piemçram, blûza secîba. Tomçr
modalitâtes konceptam te ir sava vieta. Pçc dþeza pianista Marka Saba-
tellas (Sabatella) uzskata, no bîbopa atvasinâtos stilos solists var saasinât
interesi par harmoniju, ietverot savâ spçlç disonanses. Bîbopa spçlçtâji,
piemçram, labprât beidz frâzes ar kâpjoðu intonâciju (Sabatella 1992:49).

Mailsa Deivisa albuma Kind of Blue balâdç Blue in Geen vçrojama
dinamiska harmoniskâ attîstîba, piemçram, akordi Bmaj7#11 vai A7alt.
Autors improvizçjot izceï atseviðíu frâþu melodiskumu. Lîdz ar to seci-
nâm, ka bîbopa improvizatori savos solo uzsver akordu fakturâlu paplaði-
nâjumu, sliecas aizpildît visas tukðâs vietas ar skaòâm, lai harmoniju
parâdîtu pilnîbâ, kamçr modâlâ dþeza improvizatori tiecas uz pamatakordu
skaòu izcçlumu, izmantojot ritma telpu kâ melodiski strukturçjoðu
elementu. Abas pieejas ir lîdzîgas, bet ir svarîgi izprast arî to atðíirîbu.

Savukârt Deivisa So What no albuma Kind of Blue  ir modâlas
melodijas klasisks piemçrs. Tas iekïaujas AABA pamatstruktûrâ, turklât
A posmâ ir d doriskais mods, savukârt B posmâ – es doriskais mods.
Mûziíim âtri varçtu zust idejas, ja viòð iegroþotu improvizâciju tikai ar
doriskâ d septiòâm skaòâm. Taèu modâlajâ improvizâcijâ mçs neesam
pilnîgi ierobeþoti ar skaòkârtas septiòâm pakâpçm.

Lai pieðíirtu skançjumam zinâmu spriedzi, jâatceras daþas bûtiskas
modâlâs improvizâcijas iezîmes. Proti, viens no vispopulârâkajiem lîdzek-
ïiem tâs ietvaros ir novirze uz citu skaòkârtu (Sideslipping). Pamçìinâsim
uz d doriskâ fona daþas taktis spçlçt melodiskâs lînijas, kuras bâzçjas uz
Db vai Eb skaòurindâm. Daþâdu skaòkârtu attiecîbas rada spriedzi, kas
atkal mazinâs, atgrieþoties sâkotnçjâ skaòkârtâ. Melodijâ varam iekïaut
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arî hromatismus un pârgâjskaòas: piemçram, spçlçjot dorisko gammu
no d, iespçjams tajâ ietvert pârgâjskaòas g-g#-a.

Mailsa Deivisa un citu mûziíu improvizâcijas apliecina pamatskaò-
kârtas daudzveidîgâs variçðanas iespçjas. Piemçram, uz daþâm taktîm d
doriskâ vietâ varam lietot d moll vai d pentatoniku. Lîdz ar to konstatç-
jam – citas skaòkârtas piedâvâ jaunus akordus (A7, A7b9b5, A7alt vai
citus septakordus) un plaðâkas improvizâcijas iespçjas. Mainâs skançjums,
rodas savveida spriedze, kura pazudîs, ja atgriezîsimies pie sâkotnçjâ d
doriskâ. Arî Marks Sabatella iesaka censties panâkt, lai modâlâs improvi-
zâcijas gaitâ, bagâtinot gammu ar pamatakordu skaòâm, izklâsts tiktu
veidots iespçjami melodiskâks. Viòð uzskata, ka seviðíi piemçrota izvçle
improvizâcijai ir pentatonikas skaòu apspçlçðana (Sabatella 1992). Parasto
skaòkârtas septiòu pakâpju vietâ pentatonikâ lietojam tikai piecas, tâtad
skaòu skaita izvçle ir ierobeþota. Vienlaikus, lai attîstîtu saturîgu melodis-
ko lîniju, ir papildus jâdomâ par melodijas izvçrðanu. Interesantu skançju-
mu var panâkt arî, spçlçjot lînijas, kuru pamatâ ir kvartu intervâli – uz
t. s. kvartu harmoniju pamata. Ðis paòçmiens ir seviðíi efektîvs, atskaòojot
modâlâs melodijas ar daþu akordu miju pavadîjumâ.

Lai gan modâlâ tehnika dþezâ plaði izmantota, sâkot ar 20. gadsimta
50. gadiem, tâs pirmie paraugi radâs jau 30.–40. gados. To atrodam, pie-
mçram, Huana Tizola (Tizol) skaòdarbâ Caravan (1937). Vçlâk tapusi arî
Dizija Gilespija (Gillespie) improvizâcija A Night in Tunisia (1957) un
pianista Deiva Brubeka (Brubeck) Blue Rondo à la Turk (1959). Ðie mûziíi
precîzi ietver harmonisko vertikâli horizontâlâ improvizâcijas projekcijâ.
Agrâk dþezmeòi kâ pamatu improvizâcijai izmantoja to vai citu melodiju
vai harmonisko struktûru. Jaunâs pieejas meklçjumos îpaða vieta un nozî-
me bijusi izcilajam tenorsaksofonistam Lesteram Jangam (Young, 1909–
1959). Viòð pârstâvçja lineâru pieeju improvizâcijai. Ðâds paraugs rosinâja
daudzus viòa laikabiedrus – dþeza mûziíus – veltît îpaðu uzmanîbu melo-
dijas skaòkârtiskajam aspektam, vienlaikus samazinot pavadîjuma akordu
daudzveidîbu. Mûsuprât, visprecîzâk modâlâs dþeza improvizâcijas tradî-
ciju attîstîjuði jau pieminçtie Mailss Deiviss, Dþons Koltreins, Sonijs Ro-
linss, altsaksofonists Dþons Hendijs (Hendy), pianists Bils Evanss (Evans).

Mûsdienâs vairums dþeza teorçtiíu droði apgalvo, ka hârdbopa tieðs
turpinâjums 60.–70. gados bijis modâlais dþezs. Spilgts piemçrs ðâda ap-
galvojuma pamatotîbai ir Deivisa skaòdarbs Flamenco Sketches, kas sa-
cerçts 1959. gadâ un ietver izteiktu skaòkârtu maiòu (angl. mode changes),
proti, polimodalitâti horizontâlç. Klausoties skaòdarbu, konstatçjam, ka
cita citu nomaina piecas skaòkârtas: C joniskais, As joniskais, B joniskais,
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d frîìiskais un g eoliskais. Skaòdarba turpinâjumâ skaòkârtu secîba un
izkârtojums saglabâjas, savukârt forma (perioda taktu skaits) variçjas:
vçrojam atteikðanos no standarta kvadrâta formveidç, un tieði ðî îpatnîba
ir modâlâ dþeza raksturzîme. Lîdz ar to varam uzskatît, ka forma modâlajâ
improvizâcijâ ir samçrâ brîva, nosacîta. Zîmîgi, ka skaòdarba improvi-
zâcijas gaitâ seksteta mûziíi lieto îpaðus brîdinâjuma signâlus, pârejot
uz jaunu skaòkârtu. Daþkârt pâreja notiek ar melodiskâs modulâcijas
palîdzîbu. Savukârt saksofonists Dþons Koltreins robeþðíirtni iezîmç ar
îpaðu ritma formulu: negaidîti iekïaujot improvizâcijâ seðpadsmitdaïu
figûras, viòð veido spçcîgu kâpinâjumu.

Balstoties modâlâs tehnikas principos, mûziíi virzâs vçl tâlâk un
ietver improvizâcijâs arî Austrumu kultûras simbolus, piemçram, indieðu
râgu23. Katrai râgai, kâ zinâms, atbilst savs ritma modelis un kâda no 22
praksç lietotajâm skaòkârtâm. Tâdçjâdi Koltreins padziïina modâlâs
improvizâcijas izteiksmes iespçjas. Lîdzîgi rîkojas arî mûziíi Ornets
Koulmens (Coleman) un Dons Èerijs (Cherry), kuri savas improvizâcijas
bagâtina ar afrikâòu skaòkârtu lietojumu; lîdz ar to viòi nonâk pie t. s.
brîvâs improvizâcijas, kuru atbalsta arî virtuozs Sesils Teilors u. c. Tâ
paredz pilnîgu atteikðanos no akordiem, daþkârt arî no konkrçtas formas.
Ðâda pieeja vçsturiski noveda pie frîdþeza – viena no modernâ dþeza at-
zariem. Tam raksturîga atkâpe no tonâlâs organizâcijas un orientçðanâs
uz mûsdienu akadçmiskâs mûzikas kompozîcijas tehnikâm un izteiksmes
iespçjâm – atonalitâti, aleatoriku, dodekafoniju, modalitâti, politonalitâti,
seriâlo tehniku, struktûrismu, arî to lietojumu integrçtâ veidâ.

* * *

Modâlâs improvizâcijas vçstures apskats rosina vairâkus secinâ-
jumus:
— termina modalitâte un arî modâlâs improvizâcijas izpratne daþâdâs

valstîs atðíiras;
— modâlâ improvizâcija ir daþâdu dþeza improvizâcijas veidu evolûcijas

loìisks rezultâts;
— arî pats modâlais dþezs ir piedzîvojis zinâmu evolûciju – no pianista

Dþordþa Rasela improvizâcijâm lîdz Maila Deivisa, Dþona Koltreina
u. c. improvizatoru virtuozajâm fantâzijâm;

23 Râga ir indieðu profesionâlâs mûzikas pamatmodelis; tâs pamatâ ir noteikta
skaòurinda 5–7 skaòu apjomâ.
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— modâlâ improvizâcija ienes brîvîbu formveidç;
— polimodalitâte modâlajâs improvizâcijâs izpauþas gan vertikâlç, gan

horizontâlç;
— modâlâ improvizâcija ir savveida tilts t. s. brîvâs improvizâcijas

virzienâ.

Raksta noslçgumâ citçðu vçl kâdu Rodþera Seðnsa 1951. gadâ paustu
atziòu: Tonalitâtes problçma – lûk, ass, ap kuru koncentrçjas visu rangu
mûziíu domstarpîbas. Vieni uzskata, ka tonalitâte dezintegrçjas, izjûk,
izsmeï savas iespçjas. Citi apgalvo, ka tonalitâte atdzimst jaunâ kvalitâtç.
Patiesîbâ tomçr, neskatoties uz visâm veseltoòu moda, bitonalitâtes,
atonalitâtes, divpadsmitskaòu vai sçrijsistçmu pûlçm, liela daïa mûzikas,
kuru ðodien baudâm, ir balstîta uz tonalitâtes saklausîðanu, un tieði tâ
veido vçlamo kontaktu ar klausîtâju uztveri (Session 1951).

Modal Improvisation or the Elementation of Tonality

Çvalds Daugulis

Summary

Improvisation is one of the oldest types of artistic activity. The article
considers the following aspects of improvisation:
— improvisation in different periods and styles of music (in classical,

popular and jazz music);
— improvisation studies and types of classification in jazz;
— tonal improvisation (Miles Davis, Clifford Braun, Sonny Rollins,

Harl Ellis, Jo Pass, Polo Chambers, Ray Brown, et al.);
— interaction of chords and modes;
— non-tonal improvisation ( pan-tonal, atonal);
— refusal of integrated use of chords and modes;
— sound as the most important element of expression;
— free improvisation (Cecil Tylor, Ornett Coleman, et al.);
— complete exclusion of chords and sometimes also of form.

Jazz draws to atonality. American piano player Cecil Taylor’s and
saxophonist John Coltrane’s manner of improvisation was named modal.
New terminology was gradually introduced into jazz music theory – modal
jazz, modal technique, modal improvisation. But in Russian modal jazz
was called mode (scale) jazz. Obviously there is no unified view and
definition of this kind of jazz. Different schools of jazz have their own
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understanding and evaluation. The meaning and understanding of the
term modality  is essentially different in academic music: Walter Piston,
Harmony , 1941; John Vincent, The Diatonic Modes in Modern Music ,
1951, Roger Sessions, Harmonic Practice, 1951; Vincent Persichetti,
Twentieth-Century Harmony: Creative Aspects and Practice, 1961. The
views of these scholars are indicative of a special tradition in these issues
existing among the USA music theoreticians, which is different from the
European one on principle. It is well-known that in the European theory
of music there is a view that the difference between tonality and modality
is determined not by the number and structure of the tone-row, but rather
the scale of voice-leading. But in our region (conceptions of scientists
belonging to Russian school) theoreticians explain modality as a specific
type of modal thinking, which is based on the modal tone-row and rhythm
modes. The mode is determined by the diatonic tone-row of the scale,
diapason, stable degrees of scale and the final note. Thus the mode is a
way all the notes are arranged around the tonic (basic note) (Kârkliòð
2006: 120).

Further in the article, the author dwells upon a separate kind of
improvisation – modal improvisation – and examines it from the following
aspects:
— modal improvisation (Miles Davis, John Coltrane, Charles Mingus);
— modality in jazz. George Russell’s and other conceptions;
— the harmony complication possibilities in the context of mood.

Atonality in academic music. The modal jazz as a particular type of
modal thinking (around 1958);

— the transition from the classical tonal organization (major/minor
keys with functional harmonic system) to the modal variation (modes,
particular systems of modes);

— the emphasis on the melodic development, less on the selection of
harmonies. The accentuation of the sounds of basic cords. The
sustained use of two cords in accompaniment, exquisite melodic
improvisation;

— various modes in the background and relief. Melody contains also
diatonic and chromatic passing-notes. Pentatonic scales are partic-
ularly appropriate. Melodic line consisting of the fourths (harmony
of fourths);

— modality or tonality?
— tonality and modality.
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Uzmanîbas procesu pçtniecîba:
problçmas nostâdne un situâcijas raksturojums

Mag. art. Valdis Bernhofs
Jâzepa Vîtola Latvijas Mûzikas akadçmijas doktorants

Nepietiekamas koncentrçðanâs spçjas, uzmanîbas nenoturîba, nespçja
ieklausîties ir problçmjautâjumu loks, ar kuru ikdienâ saskaras gan vecâki,
gan skolotâji. Uzmanîbas procesu pçtniecîbas pirmsâkumi meklçjami
vairâk nekâ 160 gadus tâlâ vçsturç – 1845. gadâ, kad Frankfurtes neiro-
logs Heinrihs Hofmanis (Hoffmann ) dzejas formâ raksturoja nemierîgâ
Fîlipa sindromu (Steinhausen 1982: 11). Neirologa aprakstîtais Fîlips ir
zçns no cienîjamas ìimenes, un tâdçï dçla dîdîðanos vecâki nekâdi nevar
attaisnot. Zçns nespçj mierîgi nosçdçt pie galda, neievçro mâtes izmisuma
pilno skatienu un neklausâs tçva izteiktajos aizrâdîjumos.

Nemierîgâ Fîlipa pazîmes arî mûsdienâs iemiesojas bçrnos, par ku-
riem vecâki un skolotâji mçdz teikt – neuzmanîgs, nesavaldîgs, hiperaktîvs.

2006. gadâ sadarbîbâ ar Heidelbergas (Vâcija) Sociâlâs rehabilitâcijas
Universitâtes (SRH Hochschule Heidelberg) Mûzikas terapijas katedru
un Vâcijas Mûzikas terapijas pçtniecîbas centru (Deutsches Zentrum für
Musiktherapie) raksta autoram bija iespçja iesaistîties pçtîjumâ par
uzmanîbas problçmu aktualitâti daþâda tipa skolâs, proti, skolâs ar atðíi-
rîgu mûzikas nodarbîbu skaitu. Pçtîjuma ietvaros centâmies noskaidrot,
cik lielâ mçrâ mûzikas apmâcîba spçj ietekmçt uzmanîbas traucçjumus.
Atbildes meklçjâm Dîlheimas (Dielheim, Vâcija) pamatskolâ un Rîgas
Doma kora skolâ (RDKS). Tika izstrâdâta aptaujas anketa abu skolu
skolotâjiem. Apkopojot iegûtos datus, nâcâs konstatçt, ka viòi, nerau-
goties uz atðíirîgâm nodarbîbu formâm (grupu nodarbîbas un individuâlâs
nodarbîbas mûzikâ), atzîmç uzmanîbas traucçjumus klasç. Abu valstu
skolotâji anketçðanas gaitâ nosauca arî iespçjamo problçmloku darbâ ar
bçrniem klasç. Secinâjâm, ka pedagogi lîdzîgi izprot uzmanîbas traucç-
jumu cçloòus, lîdzîgi vçrtç uzmanîbas traucçjumu gradâcijas un lîdzîgâ
veidâ izjût minçtâs situâcijas ikdienas darbâ. Abu valstu skolotâji izteica
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tûlîtçju gatavîbu sadarboties ar speciâlistiem, lai mazinâtu uzmanîbas
traucçjumus klasç. Pçtîjuma ietvaros noskaidrojâm, ka pat augsta muzi-
kâlâ apdâvinâtîba vçl negarantç augstu uzmanîbas lîmeni: arî muzikâli
apdâvinâtam bçrnam, kurð ar mûziku saskaras vairâkâs nodarbîbâs ne-
dçïâ, iespçjams konstatçt uzmanîbas traucçjumus. Iepriekðminçtais norâda
uz problçmas aktualitâti starpkultûru rakursâ, kâ arî atspoguïo nepie-
cieðamîbu meklçt risinâjumus uzmanîbas spçju veicinâðanai daþâda tipa
skolâs.

Sniedzot atðíirîgus râdîtâjus par problçmas izplatîbu, ârvalstu zinât-
nieki nonâkuði pie lîdzîgiem secinâjumiem: uzmanîbas un koncentrçðanâs
jautâjums mûsdienâs ir viens no galvenajiem skolas dzîvç, turklât uz-
manîbas problçmâm skolâs ir tendence pieaugt. Par to liecina ðîs ievirzes
problçmsituâciju aktualizçðana preses publikâcijâs, seminâros un konfe-
rencçs (Bernhofs, Groß 2011: 11–49).

Kaut gan ðâdi seminâri un konferences notiek arî Latvijâ, literatûras
studiju gaitâ tika konstatçts: uzmanîbas pçtîjumi, kas raksturotu situâciju
Latvijas skolâs, tomçr nav pieejami. Lîdz ar to nav iespçjams iegût ne
problçmas izplatîbas statistiskos datus, ne problçmsituâciju aprakstus.

Lai rastu priekðstatu par situâciju uzmanîbas problemâtikâ daþâdâs
Latvijas skolâs, 2009. gadâ veikta testçðana trijâs Rîgas mâcîbu iestâdçs.
Pçtîjuma rezultâti sniedza statistiskos datus par uzmanîbas problçmâm
daþâda tipa sâkumskolâs: skolâ, kura lîdzâs vispârçjai izglîtîbai piedâvâ
nedçïâ vairâkas individuâlâs un grupu nodarbîbas mûzikâ, kâ arî mâcîbu
iestâdçs ar vienu lîdz divâm mûzikas grupu nodarbîbâm nedçïâ.

Uzmanîbas pçtîjumâ piedalîjâs 166 pirmo klaðu audzçkòi no trim
skolâm un astoòâm klasçm. 19 respondenti pârstâvçja sâkumskolu, kurâ
paralçli vispârizglîtojoðajiem mâcîbu priekðmetiem ikdienâ tiek apgûti
vairâki mûzikas priekðmeti. Respondentu dalîjums pa dzimumiem bija
ðâds: 84 zçni (50,6%) un 82 meitenes (49,4%). Vidçjais vecums testa
izpildes brîdî bija 7,5 gadi (s=0,49)1. Visâm grupâm (k=8) tika konstatçts
normâlsadalîjums, tâdçjâdi mçrîjumos un analîzç neatkarîgi no mâcîbu
iestâdes bija iespçjams veikt grupu salîdzinâðanu.

Uzmanîbas pçtîjumâ tika izmantots instrumentârijs Diferenciâlais
darba efektivitâtes tests (DL-KE, DL-KG), kas paredzçts bçrniem vecumâ
no 5 lîdz 10 gadiem (Kleber 1974). Tests DL-KG ir testa DL-KE atvasinâta
versija, un tas piemçrojams skolas vecuma bçrniem no 7 lîdz 10 gadiem.
Uzbûves ziòâ tests lîdzinâs uzmanîbas testam. Ar tâ palîdzîbu iespçjams

1 Standartnovirze raksturo punktu izkliedi ap vidçjo aritmçtisko vçrtîbu.
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noteikt uzmanîbas noturîguma pakâpi un analizçt darba efektivitâti klases
apstâkïos. Uzmanîbas spçjas ðî projekta ietvaros nebija paredzçts pçtît
klîniskâ aspektâ, to nozîme aplûkota ikdienas situâciju, ðajâ gadîjumâ,
mâcîbu situâcijas rakursâ. Testa koncepcija balstîta uz ikdieniðíâm situ-
âcijâm skolâ un darbîbâm, kuru izpildei nepiecieðamas selektîvâs un foku-
sçtâs uzmanîbas spçjas. Tests ir adaptçts multilingvistiskai videi; tas ir
no valodâm neatkarîgs mçrinstruments, lîdz ar to piemçrojams arî Latvijâ.
Vâcijâ to izmanto mçrîjumiem arî starpkultûru vidç. DL-KG testa izvçlei
noteicoðâ bija piemçrotîba konkrçtajam vecumposmam, t. i., 1. klases
audzçkòa vecumam.

Par pietiekamu vai nepietiekamu uzmanîbas noturîguma lîmeni lie-
cina testa kvantitatîvie un kvalitatîvie râdîtâji. Saskaòâ ar testa norâdçm
bçrni iepazîst divu veidu attçlu grupas. Pirmajâ ietvertas relevantâs zîmes,
kuras nepiecieðams iegaumçt un atzîmçt ar svîtrojumu. Otro grupu veido
irelevantâs zîmes, kuras nepiecieðams pamanît un atzîmçt ar punktçjumu.
Relevanto zîmju pârsvars ir ievçrojami lielâks. Kairinâjuma slodzi veido
abâs grupâs esoðo zîmju vizuâlâ un jçdzieniskâ lîdzîba. Priekðstatu par
testa lapas dizainu sniedz ðis attçls:

Testa DL-KG lapas dizains

No lapas fragmentâ redzamajâm figûrâm relevantâs zîmes ir krçsls
un koks, bet irelevantâs – galds un puíe.

Testçðana skolâs notika 2009. gada februârî un martâ. Katra klase
tika testçta atseviðíi. Frontâli tika dotas norâdes par testa izpildes gaitu.
Tas noritçja vienas mâcîbstundas ietvaros. Izpildes laiks – 21 minûte –
bija sadalîts 14 vienâdos intervâlos (katrs 1,5 minûðu garumâ).

Uzmanîbas testa kvantitatîvajos râdîtâjos 91% respondents aplieci-
nâja viduvçjus lîdz ïoti labus rezultâtus. 9% bçrnu tika konstatçti traucç-
jumi kvantitatîvo nosacîjumu izpildç. Proti, darbs tika veikts gausi – izpil-
dîto zîmju skaits neatbilda normatîviem. Veicot kontroles lapu analîzi,
secinâjâm, ka sâkotnçji ðie bçrni uzdevumu izpildîja precîzi. Testa izpildes
gaitâ, atkârtoti neatgâdinot par uzdevuma izpildes nosacîjumiem, bçrni
pieïâva vairâk kïûdu. Novçrojumos fiksçti gadîjumi, kad atseviðíus res-
pondentus vajadzçja pamudinât uz darba turpinâðanu vai lapas pârðíir-
ðanu.
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Uzmanîbas testa kvalitatîvie râdîtâji virsnormas robeþâs konstatçti
15% bçrnu. Viduvçja uzmanîbas pakâpe ir 63% bçrnu. Tas norâda uz
darba kvalitâtes viduvçjîbu kopumâ. Bçrni mçdz strâdât âtri, nepievçrðot
lielu uzmanîbu kvalitâtei, pieïaujot daudzas neuzmanîbas kïûdas. Darba
kvalitâtes zemnormas rezultâti fiksçti 22% jeb piektdaïai testâ iesaistîto
respondentu. Darba lapâs tipiska ir rindu izlaiðana, kas uzskatâma par
vienu no nepietiekamas uzmanîbas izraisîtâm kïûdâm.

Treðais râdîtâjs saistîts ar koncentrçðanâs parametru un atspoguïo
indivîda koncentrçðanâs spçjas darba izpildes gaitâ. 36% respondentu
konstatçtas daþâda rakstura koncentrçðanâs problçmas. Testa zemnormas
rezultâti liecina par t. s. izdegðanas sindromu. Bçrns uzsâk darbu âtri,
bet ne kvalitatîvi – darba vidû motivâcijas lîmenis krît, un bçrns nespçj
turpinât iesâkto. Darba beigâs vçrojama atkârtota spçja atkal strâdât
âtri. Tikai 22% respondentu uzrâdîja virsnormas vçrtîbas, un viòu koncen-
trçðanâs lîmenis atzîmçjams kâ augsts vai ïoti augsts. 42% respondentu
koncentrçðanâs spçjas vçrtçjamas kâ viduvçjas.

Atseviðíiem respondentiem vçrojama tendence strâdât lçni un rûpîgi.
Viòu izpildîtais darbs neiekïaujas vecumgrupai atbilstoðajos normatîvos,
tâtad signalizç par iespçjamâm grûtîbâm klases darbâ. Ðâdiem bçrniem,
iespçjams, nepiecieðama individuâla pieeja (darba nosacîjumu atkârtota
izskaidroðana) un regulâri uzmundrinâjumi.

Bûtiskas atðíirîbas visos kvalitatîvajos un kvantitatîvajos râdîtâjos
starp astoòâm klasçm netika konstatçtas. Tas norâda uz problçmas eksis-
tenci kopumâ; mazâka nozîme ir citiem faktoriem, piemçram, audzçkòu
skaitam, telpas platîbai, iekârtojumam u. tml., kas labvçlîgi vai nelabvçlîgi
varçtu ietekmçt klases darbu.

No testa rezultâtiem izriet, ka lîdzîgas uzmanîbas problçmas eksistç
gan zçniem, gan meitençm. Kvalitatîvajos un kvantitatîvajos râdîtâjos
netika konstatçtas bûtiskas atðíirîbas daþâdâs vecumgrupâs. Analizçjot
darba izpildes kvantitatîvo gaitu (cik daudz paspçja izdarît), tika novçrotas
atseviðías bûtiskas tendences klases darbâ. Septiògadîgi zçni darba vidû
uzrâdîja kritumu, tâtad samazinâjâs darba intensitâte. Tâ pieauga testa
noslçguma daïâ. Lîdzîga situâcija vçrojama astoògadîgâm meitençm: atse-
viðíos laika intervâlos (5. un 6. no 14) raksturîgs kritums, kas vçlâk tiek
kompensçts ar pieaugoðu izpildîto vienîbu skaitu. Ðâdu iezîmi varçtu rak-
sturot kâ lçnu uzsilðanas laiku. Minçtie kritumi kopçjo vçrtçjumu atstâj
vidçjâ lîmenî.

Veiktie novçrojumi liecina, ka atðíirîgas nianses klases darba dina-
mikâ iezîmçjas lielâkoties daþâdâs vecumgrupâs.
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Kopsavelkot uzmanîbas testa analîzç gûtâs atziòas, secinâjumi ir ðâdi:
1) testçðanas rezultâti norâda, ka uzmanîbas problçmas ir aktuâlas visâs

mâcîbu iestâdçs, kurâs tika veikts pçtîjums;
2) nav bûtisku atðíirîbu starp daþâda tipa mâcîbu iestâdçm – ar uzma-

nîbu saistîtas problçmas novçrotas jebkurâ no tâm. Pçtîjuma ietvaros
netika konstatçtas izteiktas atðíirîbas ne starp zçnu un meiteòu darba
rezultâtiem, ne starp daþâdâm vecumgrupâm;

3) klases un grupas ir homogçnas, kas ïauj meklçt risinâjumus klasei
vai grupai kopumâ;

4) atseviðíi novçrojumi testçðanas fâzç, piemçram, tendences septiò-
gadîgu un astoògadîgu zçnu un meiteòu rezultatîvajos râdîtâjos, kâ
arî laika intervâli, kas norâda koncentrçðanâs lîmeni intensîva darba
rezultâtâ, liecina par individuâlâm atðíirîbâm vienas grupas ietvaros.
Labas uzmanîbas spçjas ir bûtiskas skolas darbâ. Gan vizuâlâ, gan

audiâlâ uzmanîba ir selektîvâs uzmanîbas veidi un kopçjâs uzmanîbas
sistçmas komponenti. Uzmanîbas sistçma ir svarîgs cilvçka funkcionçðanas
aspekts – aktivizçta uzmanîbas sistçma ir jebkura kognitîva procesa priekð-
noteikums. Pedagogi praktiíi novçrojuði, ka bieþi vien labas uzmanîbas
spçjas ir priekðnoteikums sekmîgas mûzikas izglîtîbas uzsâkðanai. Un
otrâdi – jaunâkie pçtîjumi mûzikas psiholoìijâ liecina par mûzikas pozitîvu
iedarbi uz cilvçka psihi.

Kâ zinâms, uzmanîbas procesu raksturo kompleksa darbîba, kuru
iespaido smadzeòu daþâdu centru funkcionâla mijiedarbe un savstarpçja
kooperçðanâs. Uzmanîbas process ietekmç smadzeòu darbîbu kopumâ,
atbild par patstâvîgu plânoðanu, cilvçka vispârçju aktivizçðanos, par infor-
mâcijas uztveri un izvçrtçðanu. Mûsdienu neirozinâtnç ir vçrojama arvien
pieaugoða tendence izmantot funkcionâlo izmeklçjumu metodes, kas ïauj
labâk pçtît smadzeòu darbîbu un tâs izmaiòas daþâdu faktoru ietekmç.
Ðâdi izmeklçjumi norâda, ka uzmanîba ar tâs daþâdajiem komponentiem
ir viena no smadzeòu darbîbas pamatfunkcijâm – augstâkas pakâpes sma-
dzeòu darbîbas ir iespçjamas tikai tad, ja uzmanîbas procesi smadzençs
atrodas intaktâ (pilnvçrtîgas darbîbas) un aktivizçtâ stâvoklî. Taèu ðie
augstâkie procesi konceptuâli un funkcionâli ir grûti atdalâmi no citâm
kognitîvajâm funkcijâm. Tas liecina par uzmanîbu kâ centrâlo instanci,
kas organizç citu informatîvo procesu apstrâdi organismâ, tostarp stimu-
lçjot bçrnam tik svarîgo sekmîgas mâcîðanâs procesu.

Lai smadzeòu darbîbâ tiktu organizçta uzmanîbas spçju ìenerçðana,
aktivizçtam jâbût smadzeòu stumbram. Uzmanîbas procesus nodroðina
èetras pakïautîbas sistçmas: holînerìiskâ sistçma (pârnesçjviela: acetîl-
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holîns), noradrenerìiskâ sistçma (pârnesçjviela: noradrenalîns), dofamîn-
erìiskâ sistçma (pârnesçjviela: dofamîns) un serotonînerìiskâ sistçma
(pârnesçjviela: serotonîns). Visas èetras apakðsistçmas iezîmîgas ar to,
ka tâs aksonu projekciju rezultâtâ sasniedz primâros un sekundâros sma-
dzeòu laukus, tâdâ veidâ viens smadzeòu stumbra neirons spçj apgâdât
ar informâciju veselu lauku smadzeòu garozâ. Liela loma uzmanîbas
procesâ ir tîklainâ veidojuma (formatio reticularis ) sistçmai, kas smadzeòu
daïâ savienojas ar iegarenajâm smadzençm (medulla oblongata) un starp-
smadzençm (diencephalon). Ar t. s. Brçmera griezumu izdevies pierâdît,
ka tieði ðî daïa atbildîga par aktivizçðanas procesu.

Lîdzâs pedagogiem un psihologiem uzmanîbas jautâjumu risinâðanâ
tieði pçdçjâ laikâ jo aktîvi iesaistîjuðies arî pçtnieki – neirozinâtnieki.
Aplûkojot uzmanîbas traucçjumus bçrna vecumâ, autori vçrð uzmanîbu
uz vairâkiem svarîgiem neirofizioloìiskiem aspektiem, tostarp uz neirâlo
procesu norisi un ðo procesu treniòa iespçjâm. Salîdzinot uzmanîbas spçjas
bçrna un pieauguðâ vecumâ, ir secinâts, ka uzmanîbu veido vairâkas apakð-
sistçmas (funkcijas), un atseviðías no tâm – aktivizçðanâs un izpildoðâ
funkcija – ar gadiem kïûst izteiktâkas un noturîgâkas. Pozicionçðanas
apakðsistçma ðâdu tendenci neapliecina (Cognitive Neuroscience of Atten-
tion 2004).

Vairâki zinâtnieki norâda, ka uzmanîbas traucçjumus var mazinât,
piedâvâjot daþâdas treniòprogrammas (Krowatschel 2007; Stiehler 2007;
Stiff, Tüpker 2007). Efektivitâtes nosacîjumi ðâdâm treniòprogrammâm
visbieþâk ir piedâvâtâ materiâla saturs, apjoms un treniòa regularitâte.
Tas nozîmç, ka treniòam jâbût mçrítiecîgam, intensîvam un regulâram.
To apliecina pçtîjuma rezultâti: bûtiskas izmaiòas smadzeòu darbîbâ
(motorika un îslaicîgâ atmiòa) novçrotas jau pçc intensîva piecu dienu
akustiska treniòa (Cognitive Neuroscience of Attention 2004).

Pçtnieki izstrâdâjuði daþâdas treniòa metodes, lai sekmçtu uzmanîbas
attîstîbu, taèu tâs lielâkoties balstîtas uz vizuâlâs uzmanîbas sistçmas
pilnveidi (Cognitive Neuroscience of Attention 2004).

Lîdzîga situâcija ir ar uzmanîbas testçðanas instrumentâriju – uzma-
nîbas testi pârsvarâ izstrâdâti vizuâlâs uzmanîbas attîstîbas lîmeòa noteik-
ðanai. Turpretim audiâlâs uzmanîbas diagnostikai lîdz ðim radîts neliels
skaits testu – pçtîjumu praksç sastopami tikai daþi standartizçti audiâlâs
uzmanîbas testçðanas instrumenti. Testçðanas procesu apgrûtina fakts,
ka testi paredzçti individuâlai izpildei. Turklât lielâkâ daïa audiâlo testu
balstâs uz vârdskaòu saklausîðanu un reproducçðanu. Atseviðíi testi, pie-
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mçram, AUDIVA vai CAPT, iekïauj skaòu stimulatorus vai skaòu struk-
tûras, kas vçrstas uz audiâlâs uzmanîbas reakciju izpçti. Viens no jaunâ-
kajiem testiem, kas pçta gan audiâlâs, gan vizuâlâs uzmanîbas spçjas, ir
Continuous Attention Performance Test (CAPT, Nepârtrauktas uzmanî-
bas tests). Tas paredzçts uzmanîbas spçju noteikðanai bçrniem, sâkot no
pirmsskolas lîdz skolas vecumam. Tests ir datorversijâ, un tâ izpildes
process nav sareþìîts. Bçrniem tiek piedâvâti pieci savstarpçji viegli atðíi-
rami dzîvnieku attçli reizç ar to balsîm atbilstoðu skaòu, kas noteiktâ
laika intervâlâ jâatpazîst, nospieþot datora klaviatûras taustiòu. Tâdçjâdi
tiek mçrîts kïûdu veids, skaits un to izkliede laika posmos, kâ arî bçrna
reakcijas spçjas. Katrs testa posms ir atdalîts ar vienas minûtes atpûtas
pauzi, bet testa kopçjais izpildes laiks nepârsniedz 9 minûtes (Starzacher,
Nubel, Grohmann 2007).  Pçc lîdzîga principa veidots AUDIVA tests, kurâ
akustiskie stimulatori ir klavieru skaòas (Minning). Tomçr jâatzîst, ka
lîdz ðim plaðâk ir pçtîtas vizuâlâs, nevis audiâlâs uzmanîbas treniòa
iespçjas.

Mûsdienu pçtniecîbas praksç eksistç atseviðías sistematizçtas me-
todes, kas vçrstas uz audiâlâs uzmanîbas treniòu. Izstrâdâtâs metodes
lielâkoties paredzçtas bçrniem ar uzmanîbas deficîta (hiperaktivitâtes)
sindromu (UD(H)S).

ASV psihologu vidû pazîstama ir treniòmetode ar apzîmçjumu
SoundSmart® (SoundSmart). Ðî metode paredz uzmanîbas aktivizâciju
un kognitîvo spçju treniòu. Visas norâdes tiek dotas angïu valodâ, uzde-
vumi ir saistîti ar angïu valodas fonçmâm, sadzîves situâcijâm, kâ arî
angloamerikâòu bçrnu dziesmâm. Lîdz ar to metode neatspoguïo sistç-
misku pieeju noteiktas struktûras sasaistei ar audiâlâs uzmanîbas procesu
un nav piemçrota lietoðanai starpkultûru vidç.

Neiromotorikas treniòam izraçlieðu pçtnieks Adi Zulkins izveidojis
FITS metodi – Functional Interactive Timing System jeb funkcionâlo
interaktîvo metroritma sinhronizâcijas sistçmu (Sulkin 2009). Ðî datorizçtâ
metode paredzçta bçrniem, kuriem konstatçti mâcîðanâs traucçjumi (dis-
leksija, disgrâfija, diskalkulija), kâ arî uzmanîbas deficîta (hiperaktivitâtes)
sindroms (UD(H)S). Metodes pamatâ ir uzdevumi, kas sinhronizç èetras
juðanas – lîdzsvaru, kustîbu, dzirdi un redzi. Metode balstîta uz motorikas
treniòu, galvenokârt uz sistçmisku pieeju roku kustîbu trençðanai (rakstî-
ðanâ), un paðlaik tiek adaptçta klîniskâ kontekstâ.

Vienlaikus jâatzîmç, ka trûkst noteiktas un pârbaudîtas pieejas, kas
ïautu bçrniem darboties ar klases darba situâcijâm raksturîgiem akus-
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tiskiem ietekmes faktoriem, tâdçjâdi attîstot audiâlâs uzmanîbas sistçmu
kopumâ. Viens no iespçjamiem risinâjumiem bûtu atbilstoðas akustiskas
treniòprogrammas izveide.

Iepriekð norâdîts, ka uzmanîbas process saistîts ar vairâku uzmanîbas
apakðsistçmu gandrîz vienlaicîgu aktivizçðanos. Tâdçï bûtiski ir izpçtît,
kâdâ veidâ noteiktas mûzikas struktûras korelâcijâ ar citiem akustiskajiem
ietekmes faktoriem spçj attîstît audiâlâs uzmanîbas sistçmu.

Literatûras avotos saiknç ar uzmanîbas spçjâm visbieþâk minçti tâdi
mûzikas parametri kâ skaòaugstums un ritms. Arî citi mûzikas parametri–
tembrs, dinamika, skançjuma reìistrs – spçj iespaidot tos centrus smadze-
òu garozâ un sistçmâ kopumâ, kas atbild par uzmanîbas sistçmas aktivizç-
ðanu. Daudzos avotos atzîmçtas ðo parametru pozitîvas ietekmes iespçjas,
turklât uzsvçrta arî to atðíirîga lokalizçðanâs vieta smadzençs. Jaunâkâs
metodes ïauj noteikt precîzu neironu darbîbas aktivizçðanos, ja uztverei
tiek piedâvâta skaòaugstumu un/vai ritmu informâcija. Saiknç ar mûzikas
uztveres veidu – mûziku klausoties vai paðam muzicçjot – atðíirîga ir
neironu aktivizçðanâs lokalizâcija smadzençs (Jäncke 2008). Tas ïauj
izvirzît hipotçzi, ka, noteiktâ veidâ izmantojot îpaði atlasîtas mûzikas
struktûras, iespçjams ietekmçt noteiktus centrus smadzençs, kas tostarp
atbild arî par uzmanîbas spçjâm.

Tâtad, apkopojot iepriekðteikto, varam secinât:
— uzmanîbas problçmâm starpkultûru kontekstâ ir tendence pieaugt;
— uzmanîbas spçjas iespçjams izkopt – atseviðíu uzmanîbas apakðsis-

tçmu attîstîba ir bûtiski ietekmçjama lîdz noteiktam dzîves posmam;
— selektîvâs uzmanîbas kontekstâ mazâk pçtîtas ir audiâlâs uzmanîbas

spçju attîstîðanas metodes;
— bûtu nepiecieðams izveidot sistçmisku pieeju audiâlâs uzmanîbas

treniòam;
— bûtu nepiecieðams izpçtît skaòaugstuma un ritma struktûru saikni

ar audiâlâs uzmanîbas procesiem un ðo procesu treniòa iespçjâm, kâ
arî pârbaudît skaòaugstumu un ritma treniòprogrammas efektivitâti
praksç.
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Research on Attention:
Problem Statement and Situation Account

Valdis Bernhofs

Summary

Lack of concentration, attentive instability and inability to listen
are some of the main problems that both teachers and parents face daily
when working with children. Intercultural studies show that these prob-
lems are found in various cultures. Repeated tests indicate an increasing
attentive instability for children in Latvia, various attentive disorders
were found in 35% of first-graders (N=166).

Being prerequisite for any cognitive process, attentiveness has always
been a priority for the teachers. Moreover, teachers nowadays indicate
lack of attentiveness as one of the key problems in schools of all types
which is also supported by various research papers. Some of them mention
music lessons or musical activities as a driving force for stimulating
cognitive processes, attentiveness and concentration abilities. Previous
studies have shown that attentive disorders do not affect musical gifted-
ness– these disorders can be found even in gifted children having multiple
music lessons per week.

The studied literature indicates the pitch and rhythm to be the key
music parameters in attentiveness abilities. Many sources mention the
positive effect they have and also differentiate their localization in the
brain. Rhythm, melody, timbre, dynamics and the pitch affect those
centers of the cerebral cortex and the whole system responsible for the
attention system activation. However, neural activation localization differs
when music is perceived by listening or by playing it. Thus it brings a
hypothesis that specific musical structures can be applied to positively
affect the centers of the cerebral cortex responsible for attention abilities.

Child’s attention abilities have not yet fully stabilized in primary
schools creating an opportunity to train them using various exercises.
Practical studies usually include only a few aural attention testing
tools and even less adapted training tools for developing aural attention
abilities.
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Introduction

Music, as an art, is a field of human artistic activity. It is distinctive
because it involves esthetic values, and its creation constitutes considerable
cultural legacy. Such an art not only emanates traditional educational
values, but also gives grounds for them. It develops such mental disposition
as: emotional, esthetic and moral sensitivity. Moreover, it broadens know-
ledge of humans and the world they live in, enhances cognition, processing,
and enriches mental culture.

Artistic upbringing, in the opinion of Polish education, constitutes
creative education, which is called by Ewa Anna Zwoliñska an upbringing
to and through creativity  (Zwoliñska 2002: 33). It is based on shaping
sensitivity, competences and esthetic skills. This means that such a creativity
is a feature of humanity, the power of a human being, and the factor
determining the development of culture within society. Contact with art
is the source of child’s inspiration and cognition. Additionally, it is a
useful educational tool to enhance the development of a child.

However, child’s artistic development decreases with age. It also
happens, as it is given by empirically proven specification of musical
development (Gordon 2003: 14), due to unfavourable arrangement of
school subjects structure of musical education. Such a situation often
results from artificial division of music education into public and profes-
sional, or other legal limitations to the system, staff and amateur musical
movement (Zwoliñska, Gawryùkiewicz 2007: 7).

The aim of this article is to show research results based on theoretical
and empirical analyses of problems of the role of amateur musical move-
ments in Polish children and youth education. The importance of amateur
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instrumental bands is still increasing in view of Polish society, which
enables to compare them with professional and school music instruction.

1. Music ensembles in the amateur musical movement

Music, as stated in research and approved in the history of culture,
is a fundamental element of human self-fulfilment. Its creation and
reproduction was typical for both primitive and well-developed societies.
It sounded in cottages, castles and churches. Carrying a social aspect, it
accompanied work, religious ceremonies and entertainment. It was not
self-contained, but it was syncretic and combined words, gestures and
dance. It was composed through human voice and instruments. To put it
bluntly, music is present in human life since birth, one cannot imagine a
mother that does not sing lullabies and a child that does not remember
children’s songs.

Musical hearing develops dynamically at the age of kindergarten
and one is able to distinguish tones in terms of their height, strength and
quality. A sense of melody and harmony also develop gradually. A feeling
of rhythm is more difficult to get and is connected with the ability to
improvise both harmonically and rhythmically. According to the research
results of Maciej Koùodziejski, it can and should be analysed through the
use of standard tools for diagnosis (Koùodziejski 2011: 216–217).

The student of a music school is treated individually as the contact
with the teacher is usually very close. Individual treatment, adjusted
methods, course of lessons and personal demands and aptitudes are all
taken into consideration by the instrument teacher. In such a situation, a
child is less influenced by the peer group and develops its own personal
qualities. The child recognises his own potential and finds suitable work
methods. The practice of discipline is yet another positive impact of music
education. The most precious ability for a student is proper time manage-
ment. A child very often notices that it is better to practise intensively for
a short period of time, than carry out a long and careless training. Music
playing at the advanced level is one of the most difficult achievements,
because it engages different senses such as: hearing, sight, motility, feelings,
reason.

Playing music together enhances the development of human person-
ality and strengthens the sense of self-esteem. While playing and singing
in a group one experiences that they are not separate individuals and
create the whole bigger community. Public performance and related issues
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are directly connected with the listeners’ acknowledgement. They boost
self-confidence and self-esteem.

Conducting bands and playing music together are useful forms of
spending time. Many people do not know what to do with their free time
and quite often drink alcohol or take drugs or suffer from depression.
Thus, playing music together (either individual training or joining choirs,
instrumental and vocal bands) is one of the best ways of spending free
time.

Moreover, playing music leads to building relationships between
people, it creates solidarity and a social bond between individual and
community. A s  a  r e s u l t ,  p l a y i n g  t o g e t h e r  n o t  o n l y  g i v e s
t h e  p o s s i b i l i t y  t o  p r a c t i s e  s o c i a l  s k i l l s  a n d  m a i n t a i n
g o o d  r e l a t i o n s ,  b u t  a l s o  p r o m o t e s  u n d e r s t a n d i ng.

Furthermore, music brings joy and helps to feel the real pleasure or
happiness. Such a feeling of fulfilment a n d  a w a r d  f o r  h a r d  w o r k
c a n n o t  b e  c o m p a r e d  w i t h  g o o d s  t h a t  a r e  e a s i l y  b o u g ht.

1.1. Konin Accordion Quintet

It was extremely important to gain educational and theoretical
experience working with performers and audio material to fulfill the
idea. This audio material had to resemble proper music art and it was
supposed to make people involved in playing music.

The candidates for band, coming from different surroundings, were
selected with the help of people having connections with amateur
musicians. The newly-created band drew attention of young people. Initial
performance and success confirmed the idea to be justified.

Good results generated the need to create a uniform band. Thus, an
a m a t e u r  A c c o r d i o n  Q u i n t e t, which was based on the experience
of such professional groups as: Warsaw or Poznañ Accordion Quintets,
was set up to meet the demands of students. Prof. Wlodzimierz Lech
Puchnowski’s Warsaw Accordion Quintet turned out to be a good example
when using composition transcription of Stanisùaw Moniuszko, Ignacy
Jan Paderewski, Wolfgang Amadeus Mozart, Johann Sebastian Bach’s
organ music. The music by Accordion Quintet was directed to children,
youth and adult accordion admirers. The adopted repertoire could in-
fluence the creator’s competence but foremost the listeners and music
critics. Those important competences of child development have been
described earlier recalling other research results (Trzos 2006).
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Sometimes the students of music schools or their graduates showing
great involvement were also accepted by the quintet. It must be remem-
bered that such an activity should have been offered to graduates and
amateurs by the school itself to propagate well-organised art which could
have integrated the whole environment. Unfortunately, it does not happen
often in many cities. Playing music in a band gave opportunity to improve
skills, performance and helped to create esthetic attitude among amateur
musical movement participants.

Now the band associates with them children and youngsters. It
performs a sort of educational function to communicate artistically and
preserves Polish local culture tradition.

The observations and collected opinions approve the activity as it
enhances music culture in district and the city. Using accordion by the
band to perform every possible piece of music showed the instrument
from a different perspective, not just a folk one. It accustomed the listeners
with other opportunities and propagated music culture in general.

The band have collected appreciable repertoire acquired from dif-
ferent sources and contacts with other bands in and outside the country
within 30 years. The collected repertoire library resources give an example
of creative work for the society. They also enable to prepare concert
program for any event. The band repertoire, concerts, participating
in competition and festivals all give high status to the ensemble and
popularize music culture in Konin local community.

1.2. Konin Band Orchestra and wind orchestras

The role of music and ensembles in child character development
and becoming a musician is neglected in Poland in comparison with other
European countries.

Music education and extracurricular activities should be present in
different types of schools in Poland. It should be taught in different profile
high schools where one could take his final exams in music.

Such public music education is provided in Austria and Norway,
where it is used for shaping an intelligent, sensitive and cooperative
individual.

Children amateur music groups, wind orchestras and choirs con-
ducted by teachers and instructors (real music lovers in Konin) were also
carefully examined by the author. Konin can become a very important
place propagating and supporting amateur musical movement in Poland
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if music groups are provided with proper opportunities for training and
performance. K o n i n  B a n d  O r c h e s t ra is a good example providing
music school graduates and students of art education with suitable
resources. Many existing w i n d  o r c h e s t r a s  o r  c h i l d r e n  a n d
teenage  cho i r s  carry out a similar activity in Konin district. Hundreds
of children taking part in the project learnt to play music in groups,
culture, foreign language and they visit other countries. Only some
students decide to become professional musicians, but most of them receive
good education and job.

Individual classes, group and orchestra training take place few times
a week. Additionally, students give concerts and are obliged to achieve
good results at school.

Children take part in high culture, give prestigious concerts, lead in
famous contests and festivals. They become familiar with the culture of
other countries, make friends and learn foreign languages. Student ex-
change programme is highly developed and children from other countries
pay visits in Konin. Being abroad, children propagate Poland and our
tradition giving concerts to Polish minorities, they also strengthen national
values and are open to various cultures. The system in music groups is
based on self-discipline and fun connected with creative work.

Despite the fact that only some students decide to become professionals,
the skills they have acquired help them develop intellectually or socially,
learn languages, study at the academic level and get a well-paid job.

The work and success of teachers and instructors, their previous
graduates sometimes, give basis for optimism and show the power and
indestructibility of music even at present. There is no denying that amateur
music education and bands play great role in human development.

2. Research method

Case study and pilot study were used mainly. Additionally, an inter-
view, observation and music content (musical tasks) were adopted. Col-
lected data on learning how to play an instrument and music together
compared a professional group (public music schools) with an amateur
group (community music centre, cultural centre and music clubs). 278
children and teenagers at the age of 6–18 participated in the research.
Subjects were additionally divided in terms of their school age: kinder-
garten, primary school – elementary education, primary school – module
teaching and junior high school. The opinions of 50 teachers and music
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instructors in Wielkopolska and Ùódê Provinces have also were tested
from 2008 to 2011.

3. Research results

3.1. Students’ achievement diagnosis in ensembles

The problems of diagnosis and differences in terms of achievements
in playing instruments together were considered. Music performance was
assessed for tonal, rhythmic and expressive-vocal aspects.

The teachers indicated criteria for students achievement assessment
which are connected with work with particular amateur music group:
— performance correctness in accordance with melody and rhythm

notation,
— the ability to carry out the instruction given by the teacher,
— work to the accompaniament,
— keeping original cantilena,
— knowing material by heart,
— giving your own interpretation,
— making a clear sound.

Besides, the opinions given by the teachers determine the things that
are generally assessed in their work with amateur music group. They
correspond to previous research by Paweù Trzos, carried out under super-
vision of prof. Zwoliñska, in formal and informal Polish music education
within 2004–2005 (Trzos 2009: 151–154). Data has been presented in a
form of entries in Figure 1 below.

Figure 1. Criteria for achievement evaluation in amateur instrumental
groups in the teacher’s opinion

T h e  r e s e a r c h  s h o ws lack of uniform and systematic practice
of the implementation of criteria achievement evaluation sanctioned by
all centres (Trzos 2009: 188–189).
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3.2. Organising music groups’ training – student recruitment principles

The s e l e c t i o n  o f  t h e  c a n d i d a t es is an extremely important
issue of music education. Checking applicant aptitudes for learning to
play music aims at testing applicant potential for learning to play a
particular instrument. Table 1 presents the comparison of teacher re-
sponses between music school and amateur music movement.

Table 1.
Criteria for organising individual music training taken into account
when recruiting candidates for learning to play a wind instrument

Interview
Hearing with the Musical Com-

Music the ap- candidate aptitude munity Other
SSSSSgroups plicants (self- tests interview

assessment)

N % N R % N R % N % N %
Group A.
Professional 23 88 3

9

12 12

10

46 5 19 3 12 46
training
Group B.
Amateur music 15 63 12 50 2 8 6 25 1 4 36
movement

Source: author’s own research. The teachers might have indicated more answers,
so the percentage may exceed 100%.

According to the results of the interview, most teachers use more than
one answer category. It may mean that the techniques of qualifying students
as able to learn to play a musical instrument are very complex. When it
comes to formal music education (group A), h e a r i n g  t h e  a p p l i c a nt
(88%) and the measurement  wi th  the use of  musica l  apt i tude
t e s ts (46%) are generally applied. However, hea r i ng  t he  app l i cant
(63%) and individual  t a l k s  w i t h  t h e  a p p l i c a n t  a l s o  b a s e d  o n
t h e i r  s e l f - a s s e s s m e nt (50%) predominate in centres where informal
training on how to play wind instruments takes place (group B). One
should pay attention to a low interest of music school teachers (Group
A, N=12%) to take into consideration the knowledge of individual students
in the recruitment process. Self-assessment is more often given consider-
ation to when enrolling students in music or cultural centres. The highest
scatter of responses is noticed in case of teachers (R=9), which confirms
significant dispersion ratio. Discussing the expectations of the applicants
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about their music education is of special importance if one thinks of right
solutions. A very similar ratio system can be found in case of community
interview and applicants’ qualifications. Teachers in community interview
collect data on applicants (their interests, potential, achievements) in their
close family, peer, neighbouring or school environment. Quantitative
methods of recruitment selection, for e.g. musical aptitude tests (8%),
are rather rarely used in an informal education. Similarly in this case, big
scatter of teachers responses (R=10) gives significant dispersion.

Experience demonstrates that teachers describe musical aptitudes in
a different way, especially if it comes to well-known musical aptitude
tests of Edwin Elias Gordon. The hypothesis stating that all musical aptitude
tests are to some extend achievement tests, and all achievement tests in-
dicate fundamental abilities appears to be acknowledged (cf. Shuter-Dyson,
Gabriel 1986: 21). Thus, teachers in the amateur musical movement (Table1)
may encounter difficulties of the implementation and interpretation of
musical aptitude test results, which, according to Gordon constitute child’s
internal potential, and the impact of the environment (Gordon 1999: 71).
Apart from the facts mentioned previously, there is a widespread opinion
among music teachers which corresponds to the scientific description of
musical aptitudes, as W. Ann Stokes puts it, where achievements and
aptitudes exist dichotomously being permanent components of common
disposition of musical development (Stokes 1996: 99). After all, David
Boyle gives a similar interpretation of this issue defining musical aptitudes
as a construct of the measurement of the potential for learning music,
especially for musical achievements and development (Boyle 1992: 249).

The outcomes of evaluation research refer to particular musical
achievements of children and the analysed relationships with various
Edwin Elias Gordon’s aptitude tests indices. They appear to be necessary
and crucial in the Polish music education (also in group one). Research
in this field has been carried so far by: Ewa Anna Zwoliñska, Maciej Ko-
ùodziejski, Beata Bonna and Diane Cummings Persellin among others
(Persellin 1992: 306–315). As a result, Trzos in his earlier model of cor-
relate research through Gordon’s MAP, ITPT tests (Trzos 2009) applied
the analysis of the previously discussed relationships with the preference
indices of the subsequent Gordon’s ITPT test1. Those preferences were
related to the sound of a musical instrument used for student training

1 Researching the impact of music preferences on formal and amateur music
group education of small children turns out to be interesting for various researchers:
Diane Cummings Persellin, Catherine Pierce, Kathryn Roulston among others.



348

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – IV

2 Work in i n s t r u m e n t a l  s e c t i o n s is known to 42% of teachers from
formal education setting and 75% of teachers from amateur education in the
music and cultural centres or private coaching. General section of wing instruments
is sometimes organised or the instructors create music ensembles of students
playing the selected aerophones (Trzos 2009: 159).
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(Gordon 1984: 19). One can also come across other Polish research on
the relationship between Gordon’s AMMA, HIRR, RIRR tests carried
out by Koùodziejski (Koùodziejski 2011).

3.3. The choice of a wind instrument for training

The matter of applicant recruitment, as discussed above, is a very
important organizational issue in music education. However, in the
author’s opinion, the issue of a suitable wind instrument selection from
the available music school instrumentation for training is a separate and
yet predominant. The selection may concern individual students or the
whole group under training (Trzos 2009: 159)2. Is this selection really
customised to future students’ natural potential and demands? In order
to look into the matter, the criteria for the educational instrument selection
in the music ensembles followed by teachers under research were examined.

Teachers under survey were asked to present their opinions on the
given criteria including popular individual predispositions taken into
consideration when selecting an aerophone for learning to play. The
obtained distribution is given in Table 2:

Table 2.
The most popular criteria used for instrument selection

when learning in the teachers’ opinion

Distribution
Always Often Rarely Never

Total
N R % N R % N R % N R %

1 2 3 4 5 6 7 8 9 10 11 12 13 14

student musical aptitudes
Group A.
Professional 24

8

92 2

6

8 0

0

0 0

0

0 26
groups
Group B.
Amateur 16 67 8 33 0 0 0 0 24
musical
movement

Sequel to Table 2 see on p. 349
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Sequel to Table 2
1 2 3 4 5 6 7 8 9 10 11 12 13 14

forming the class content
Group A.
Professional 23

18

88 2

11

8 1

4

4 0

1

0 26
groups
Group B.
Amateur 5 21 13 54 5 21 1 4 24
musical
movement

the age of student
Group A.
Professional 15

10

58 6

4

23 2

6

8 3

2

11 26
groups
Group B.
Amateur 5 21 10 42 8 33 1 4 24
musical
movement

Source: author’s own research

Given the interview outcomes, it can be pointed out that students’
timbre preferences for particular instrument are not always taken into
account when selecting the instrument for learning to play in music
ensemble. One notices the problem of accurate verification of the students’
declared predilections and their self-evaluation. That is why, there is no
conviction of teachers for analysing that type of students’ predispositions.
As it is demonstrated by the interview results, teachers more often take
into account musical aptitudes, candidate age and the form of physical
blast aparatus (occlusion, build of labia – see Table 2) than students’
self-evaluation and preferred music interests (also instrument timbre
preferences).

The analysis of the distribution of teachers comments enables one
to state that the only category which is strongly considered when choosing
a wind instrument by the instructors o u t s i d e  m u s i c  s c h o o l s  a r e
c a n d i d a t e  i n d i v i d u a l  i n t e r e s ts (see Table 3). This criterion is
always fundamental for 63% of teachers from the amateur musical move-
ment (Group B) and 11% of teachers from professional music education
(Group A). One also pinpoints a crucial dispersion measurement R=12.
Furthermore, such criteria as: candidate age and his build (body) are
definitely more often considered than instrumental timbre preferences
when selecting a wind instrument for students to learn.
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Table 3.
The least popular criteria when choosing the instrument for learning

to play in the teachers’ opinion

Distribution
Always Often Rarely Never

Total
N R % N R % N R % N R %

Student’s self-evaluation
Group A.
Professional 3

12

11 16

11

62 6

3

23 1

0

4 26
groups
Group B.
Amateur 15 63 5 21 3 12 1 4 24
musical
movement

Build (body)
Group A.
Professional 6

3

23 14

12

54 5

12

19 1

1

4 26
groups
Group B.
Amateur 3 12 2 8 17 72 2 8 24
musical
movement

Individual preferences to instrument timbre
Group A.
Professional 3

1

11 14

1

54 9

0

35 0

0

0 26
groups
Group B.
Amateur 2 8 13 54 9 38 0 0 24
musical
movement

Source: author’s own research

The factor really determining the s e l e c t i o n  o f  a  w i n d
i n s t r u m e n t  f o r  l e a r n i n g  t o  p l a y  h a s  b e e n  e x a m i n ed. The
distribution of students answers is given in the Table 4:
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Table 4.
The most important criterion for selecting the instrument for learning

in music ensembles in the teachers’ opinion

N % N % N % N % N % N %
Group A.
Professional 15 58 9 35 6 23 2 8 4 15 6 23
groups
Group B.
Amateur musical 6 25 3 13 4 17 4 17 10 42 0 0
movement

Source: author’s own research

The answers given above enable one to point out that s o m e
r e s p o n d e n t s  s e l e c t e d  m o r e  t h a n  o n e  a n s w e r  c a t e g o r y .
I t  s e e m s  t h a t  t h e  s e l e c t i o n  o f  a  w i n d  i n s t r u m e n t  i n  t h e
m u s i c  e d u c a t i o n  c e n t r e s  u n d e r  r e s e a r c h  i s  d e t e r m i n e d
b y  m o r e  t h a n  o n e  f a c t o r .  H e a r i n g  t h e  c a n d i d a te (58%)
and then candidate preferences (35%) were the most often chosen categ-
ories among music school teachers (Group A). The instructors teaching
outside music schools, i.e. in the informal music training (Group B) the
most frequently ranked b u i l d i n g  t h e  p r o p e r  ( u p  t o  t h e  e n-
v i r o n m e n t  d e m a n d )  i n s t r u m e n t a t i on (42%), further candidate
predisposition evaluation (25%). Students’ self-evaluation and their own
opinions on wind instrument timbre preferences (13%) were not taken
into consideration in this group of amateur education. To put it bluntly,
parents suggestions (17%) or no matter which indeterminate student
motivations (17%) were valued more frequently.

Training aims preference analysis proves that music school teachers
adopt the following class objectives most often: learning to play an
instrument and organising the particular performance instrumentation.
The instructors providing training outside music schools accept almost
all enumerated aims in a similar distribution. The scatter of results in the
students opinion classified in terms of their age was also examined. The
findings are given in Table 5.
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Table 5.
Teachers and students of every age group preferences

within the scope of amateur music ensembles education aims

Amateur music ensembles
 education preferred aims

Learning to play a musical instrument 16 29 21 20
Propagating music activity 4 15 2 6
Organising instrumentation 0 7 6 17
Spending free time beneficially 45 13 1 3
Aiding musical aptitudes development 10 24 0 1
Preparing the student to participate
in culture

0 8 0 0

Preparing the students for further
education

2 11 3 0

Education through art 8 10 3 1
Fun, entertainment, ludic aspect 20 16 4 2
Total 105 133 40 50

Source: author’s own research. Area: Konin district within 2008–2011

They usually aim to prepare students for further education. The
obtained results, excluding some exceptions, correspond to Trzos’s earlier
research (Trzos 2009).

3.4. The diagnosis of students’ instrumental achievements

The analysis of education effects both in formal and informal music
education centres cannot be carried out without connection with the
proper system of institutional actions. It turned out that the state of music
ensemble practice is related with school, music and culture centre possib-
ilities. Moreover, this issue applies to the difficulty of amateur musical
movement staff training. The diagnosis and comparative analysis of se-
parate formal and amateur music education institution operation triggers
off a different look at this matter, as suggested in the earlier research
results (Trzos 2009).
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Organising training in music ensembles in Polish professional music
education (Group A) and amateur musical movement (Group B) is
diversified depending on multitude aspects which influence significant
differences in terms of level and the quality of students’ achievements
when learning to play an instrument (Trzos 2009).

The test results show that difference in mean performance achieve-
ments in playing an instrument additionally depends on venue where the
education is carried. As the level was determined using different perform-
ance aspects, they were examined to see which of them diversify mean of
groups under research the most. Table 6 displays the results of mean
difference analysis according to particular music task performance assess-
ment aspects.

Table 6.
Mean difference analysis in particular achievement test

performance assessment aspects

Tonal Rhythmic Expression Task Task Task
aspect aspect aspect 1 2 3

Variation
homogeneity

Yes No Yes Yes No Yes

Z value (mean
difference test)

2,75 2,31 2,48 2,97 2,5 1,82

Difference
significance: 0,05

Yes Yes Yes Yes Yes No

Source: author’s own research

Test performance analysis revealed that mean results of people taught
how to play a wind instrument in state school of music and amateur
musical movement differ substantially statistically at the set rate of
a = 0,05. Result achievement mean differences in learning to play an
instrument among students from formal and informal music education
are visible almost in every aspect under consideration.

4. Conclusion

Implementing music education in the solo version does not give the
status of a musician to future graduates in the final effect. It results from
lack of experience and music ensemble training, acquiring the skills of
conducting bands as a future teacher or instructor and music program
coordinator in local centres. One may see potential causes in the forms
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and educational structures prepared by particular art education standards.
The relation between standards, proper education policy and level, quality,
development, evaluation or reliability on the so-called high music art
(even in the amateur musical movement) have given rise to dynamic
discourse and public debate (Schmidt 1996: 73–77).

The following conclusions can be drawn:
1) it is necessary to conduct educational research on the amateur musical

movement;
2) the efficiency and didactic effectiveness of music education teachers

may additionally be determined by education venue. It applies to all
considered aspects: tonal, rhythmic and performance expression
(Table 6);

3) Polish research results presented above correspond to significant
empirical research trends in the international music education;

4) it is possible to carry out a quantitative measurement of the aptitude
and music achievement results of students from ensembles. However,
when it comes to the education of little children, it is important to
integrate methods and techniques employing simple student music
development determinant observation tools. The teacher participates
in the observation of natural interaction between factors determining
music achievements (Gordon 2005: 63).

Amatieru instrumentâlansambïi
Polijas mûzikas izglîtîbas sistçmâ

Pavels A. Tðoss
Riðards J. Pjotrovskis

Kopsavilkums

Raksta mçríis ir prezentçt pedagoìisku pçtîjumu, kas ietver atseviðíu
mûzikas izglîtîbas problçmu analîzi un skar amatiermuzicçðanas kustîbas
nozîmi Polijas bçrnu un pusaudþu vidç. Amatieru instrumentâlansambïu
loma un spçles kvalitâte Polijâ pastâvîgi pieaug. Tâdçjâdi ir iespçjams
salîdzinât amatiermûziíu izglîtîbu ar profesionâlo mûzikas skolu sniegto
izglîtîbu. Autors atgâdina vairâkus amatieransambïu piemçrus: amatieru
akordeonkvintets, bçrnu un pusaudþu ansambïi un kori un Koòinas oríes-
tris (Konin Band Orchestra) – pieauguðo apvienîba.

Autora paða veiktais pedagoìiskais pçtîjums iekïâva tâdas metodes
kâ intervijas, novçrojumi un spçles tehnikas analîze. Galvenokârt tika
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salîdzinâts, kâ instrumentus spçlç profesionâlo mûzikas izglîtîbas iestâþu
(valsts mûzikas skolu) un amatieru (vietçjo mûzikas centru, kultûras centru,
mûzikas klubu) ansambïu dalîbnieki. Pçtîjumâ bija iesaistîti 278 Polijas
bçrni un jaunieði vecumâ no 6 lîdz 18 gadiem, kas bija sadalîti vecum-
grupâs: bçrni lîdz 10 gadu vecumam, 10–13 gadu vecumâ un vecâki par
13 gadiem. Bez tam pçtîjumâ bija iesaistîti arî 50 Polijas skolotâji un
audzinâtâji, kas pârstâv attiecîgâs izglîtîbas vai kultûras iestâdes. Pçtîjums
noritçja Centrâlpolijâ 2008.–2011. gadâ.

Rezultâtu analîze apliecinâja, ka gan profesionâlajâs mûzikas mâcîbu
iestâdçs, gan amatierizglîtîbas centros nepiecieðama saskaòota izglîtîbas
politika. Izrâdâs, ka instrumentâlansambïu muzicçðanas lîmenis cieði sais-
tîts ar apmâcîbâ iesaistîto Polijas bçrnu vecumu (jo agrâk apmâcîba uzsâkta,
jo labâk). Ðî problçma savukârt ïauj izskaidrot grûtîbas, kas rodas, orga-
nizçjot amatiermûziíu apmâcîbu. Darbojoties ðajâ jomâ, nepiecieðamas
prasmes, kas piemît tieði mûzikas skolotâjiem. Tas jo îpaði svarîgi tâpçc,
ka saskaòâ ar pçtîjumâ gûtajiem datiem instrumentâlansambïu dalîbnieku
apmâcîbas veids Polijas profesionâlajâs mûzikas skolâs un amatiervidç
atðíiras ïoti bûtiski. Ðîs atðíirîbas iespaido arî audzçkòu instrumentspçles
prasmi. Tests pierâdîja, ka audzçkòu sasniegumu atðíirîba izriet arî no
apmâcîbas vietas (institûcijas, kurâ tâ noritçjusi).

Profesionâlâs un amatiermûzikas izglîtîbas iestâþu darbîbas salîdzi-
noða analîze atklâj jaunas dimensijas problemâtikâ, kuru autors risinâjis
jau savos iepriekðçjos pçtîjumos.
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The article discusses an important issue of self-evaluation culture of
today’s music teachers who are obliged to optimise the process of music
education as part of their didactic activity. Particular emphasis is put on
planning and organising the process of student music education and the
extensive verification (by means of measurement and appraisal) of
students’ achievements, as seen in the context of teachers’ work evaluation
and the efficiency of core curriculum implementation. Discussing the issue
of evaluation, it is also necessary to build a new, self-evaluation com-
petence of music teachers. In the article, author emphasizes the purpose
and role of assessment in music education, explains ways of effective
assessment as a measure in music evaluation. The teacher is regarded as
explorer of the educational process on music lessons. The measurement
aspects of music education are more important than assessment aspects.
Comparatively, measurement is objective and assessment is subjective.
That is why, without measurement beforehand, a suitable evaluation
would probably have been happenstance. Application of standardized
tools to measure musical aptitudes and scales of measurement gives a
real picture of student’s educational achievements in music (singing,
playing instruments, improvisation in music or dance skills). Selection of
a particular educational strategy depends only on the teacher.

Basic assumptions

An inspiration to undertake some reflections on the role of a music
teacher as a researcher of the educational process was the author’s view
based on the following assumptions:
— the music educational process is of a very active and interactive nature,

which makes the teacher conduct the assessment of his/her music
classes;
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— it is the teacher who is responsible for the implementation of the
core curriculum (teaching standards);

— in the process of personalisation of music education, diagnosing music
abilities at the beginning of a child’s education seems important to
be able to develop an optimal strategy for didactic work depending
on the differences between students in terms of their innate ability
to learn music;

— to adjust the curriculum to a child’s individual potential in terms of
learning music is both a formal and an ethical obligation of the teacher;

— implementation of a pluralistic concept of music education requires
the application of various methods and forms of music education;

— measurement of music abilities and achievements based on cognitively
objective principles should be the major direction in the activity of
the music teacher;

— transparency and impartiality of the teacher’s everyday activity will
be ensured by the use of various methods, techniques and research
tools aimed at assessing and measuring the teacher’s own work,
implementation of the set objectives, taking account of the core
curriculum;

— the music teacher as a researcher of the education process is obliged
to perform self-evaluation from a critical and exploratory perspective;

— the music teacher as a humanist researcher should take account of
the subjective nature of music education with its entire range of
social, interpersonal, intrapersonal and situational contexts.

Introduction to the assessment and measurement from
the perspective of self-evaluation of the teacher

as a researcher of the educational process

The main aim of music education in Poland is to prepare informed
audience of music culture and art. Informed audience means people who
are aware of the internal phenomena occurring in mental processes and
external phenomena, for instance, when listening to a piece of music or a
concert. The application of varied forms of music education (expressive,
perceptive and creative) consistently with the knowledge of the student’s
abilities is a factor that drives the student’s actual education oriented at
experiencing the world of music. Observation of everyday didactic work
shows that teachers lack knowledge of the sequential nature of stimuli in
music education, and the results of teaching/learning (both scientific and
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common) concepts/strategies of music education in the form of measurable
student competences are rather poor. Moreover, teachers lack formal in-
struments to be able to assess and measure the level of musical achievement
of their students, and rather apply subjective impressions in the assessment
of the students’ musical accomplishments. The process is therefore non-
systematic and irregular, and – more importantly – it fails to meet the
criteria of objectivity and critical distance towards the situation under
assessment. Such a specific distance may be ensured by a type of measure-
ment in which only facts are taken into account. Therefore, it is suggested
to apply music ability tests and approximate scales to measure musical
achievement, excluding at the same time subjective factors such as, natur-
ally, the teacher’s own opinion, the teacher’s approach to the student,
pre-assumption, own negative experience in music education as a student
and treating music education as aesthetic background for other academic-
level subjects.

Reflectivity and self-evaluation of the teacher’s work can contribute
to progress in pedagogy, and eliminate randomness and arbitrariness,
ensuring its optimum character (Grzesiak 2007: 50). Analysis of values
in pedagogy should become a method of organised search and implement-
ation of new solutions and innovation, and thus be considered as a
valuable method in creating pedagogical progress (Grzesiak 2007: 50).
The overriding didactic principle for every teacher who intends to manage
the student’s music development by planning and organising music
education taking account of individual differences should be the opinion
of William G. Spady, who thinks that all students can learn successfully
but not all of them at the same time and using the same methods (Mitchell
2005: 115). A child’s success in education, as pointed out by Maùgorzata
Przybysz-Zaremba, depends on a multitude of factors, among which,
school (mainly the teacher) and family are the most important ones (Przy-
bysz-Zaremba 2010c). According to Przybysz-Zaremba, every student
has a chance to change his image (I mean pupils with distorted behavior
or under achievers). Teacher’s and school’s role is closely related to child
support, help in discovering their abilities, changing child’s view of their
own competence – especially musical competence – is very important
(Przybysz-Zaremba 2010a; Przybysz-Zaremba 2010b: 17–18).

Questions what, whose, when, where and how to teach become
extremely useful in everyday assessment and measurement practices
(Elliott 2010: 367). Considering the democratic perspective, assessment
is a constellation of interests of many entities that participate in the pro-
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cess, and in particular students, teachers, parents and finally the entire
society. It is then worth putting forward a proposition that education (in
all its methods and forms) means great responsibility (of formal, ethical,
cognitive, democratic, etc. nature) which is related to the design of specific
objectives (as follows from the philosophy of Aristotle, John Stuart Mill,
John Dewey, Nel Noddings, Jane Roland Martin and others). The achieve-
ment of such objectives will help to teach students how to think and act
critically, think creatively and demonstrate empathy in school and out-
of-school situations (Elliott 2010: 369; Koùodziejski 2010a). In order to
achieve interactive and progressive music education, events should be
designed in which notions have to be created by every student. In fact,
the teacher’s task is to direct the student’s constructive processes (Grasels-
ferd, quoted after: Berner 2006: 242).

There are no significant publications in the Polish literature on
methods of assessment and measurement in music education, which
prompted the author to put forward some reflections and suggestions of
methodological and practical character.

Because of different – according to John Sloboda – innate potential,
motivation and experience of some critical periods in life, acquisition of
knowledge differs between students (Sloboda 2002: 285). Teachers are
required to offer a professional strategy for research-related and pedagog-
ical actions, based on scientific knowledge and critical experience, and
not exclusively on intuition. The conjunction of control and assessment
of the results obtained should lead to reliable, efficient and effective assess-
ment that should be a product of numerous criteria, and one of the more
important drivers for learning (Grzesiak 2009: 9–16). An important
function of assessment (if it is to be good) is making students permanently
realise their current achievements (music skills and competence) in com-
parison to their potential (developing and stabilised aptitudes) and system-
atic observation of the students’ progress, which consequently brings
about a proper strategy to stimulate the students’ further development.
Assessment and measurement of students’ music activities means establish-
ment of their current achievements together with feedback on the effective-
ness of the education offered (planning, methods, forms, didactic means).
Such an activity requires from the teacher to perform internal research of
education processes occurring at music classes within the curriculum
implemented. Effectiveness of the didactic strategy, on the other hand,
means knowledge of what the student learned and what remains (still) to
be learned. Lack of such basic information makes it impossible to identify
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educational problems at the individual and group levels. Lack of diagnosis
is a barrier to designing corrective programmes aimed at bridging cognitive
and mental gaps in students. Assessment should be designed in reference
to educational goals and contain elements of both measurement and
evaluation, formal and informal ways of assessing educational achieve-
ment, teacher’s observation and parent interview results. Evaluation con-
sists of both measurement and valuation (assessment), which confirms
its cognitive and practical value. Measurement is both quantitative and
objective with regard to the objectives assumed. Valuation, however, is a
purely subjective process which leaves mental traces in the teacher’s mind.
Evaluation combines these two strategies: of measurement (objectivism)
and assessment (subjectivism), and has therefore a quantitative-qualitative
character, or bears the stamp of triangulation. Evaluation is therefore a
conjunction of measurement understood as a criterion-based description
of music behaviours, and arbitrary (teacher-dependent) judgment of the
behaviours or music activity of students (Abeles, Hoffer, Klottman 1995:
303–304). The key determinant of a democratic approach to assessment
seems to include also the student’s self-evaluation. In the light of didactic
pluralism, self-evaluation is a part of the democratic process of the
preparation of an individual to functioning in the society. This element
of education and self-education, often underestimated by teachers, raises
serious doubt, especially in the context of education understood as
preparation for maturity. Furthermore, Howard Gardner states that the
evaluators and persons evaluated should consider their own objectives,
various means of achieving them and the extent to which they can (or
cannot) attain the set objectives, together with the consequences of
evaluation for reconsideration of objectives or of means of attaining them.
There exists, then, a need to make a significant turn towards checking
and controlling the achievement of students and evaluation of the teacher’s
work in the context of the objectives assumed. According to Howard
Gardner, evaluation means obtaining information on the skills and
potential of an individual to provide both the individual and the society
with useful data on the individual’s progress and achievement (Gardner
2002: 249)

Assessment as part of evaluation, which meets the requirements and
challenges of the 21st century, in the d e m o c r a t i c ,  c o g n i t i v e  and
a f f e c t i v e  aspects should include the following assumptions (developed
by the author based on: Lehman 2008: 20–21):
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1) Every child can learn music. Every child has an expressive potential
for singing, playing instruments and (cognitive) potential for learning
music and about music (perceptive). If we do not support such
proposition, then we should not teach music.

2) Assessment in music is p o s s i b le and (at the same) n e c e s s a ry.
This possibility results mainly from individual differences between
students. Necessity, however, results from obligatory fulfilment of
core curriculum (teaching standards) requirements. Implementation
of the standards requires adequate and reliable assessment (and
measurement).

3) The aim of assessment is to i m p r o v e the education process (of
learning and teaching music). It is possible to provide information
on the tracked progress of the student in acquiring music abilities,
taking account of the teaching standards. Also, assessment that is
expressed in punishing the student and demonstrating the teacher’s
power should be abandoned. Assessment is to be a process of in-
forming the student of his/her current achievement (strengths and
weaknesses of learning).

4) Assessment requires varied measurement m e t h o d s ,  t e c h n i q u e s
a n d  t o o l s. Because of the cognitive, affective and psychomotor
dimension of music education, the process of assessment of music
achievement requires varied measurement methods, techniques and
tools. Properly used methods of measurement and assessment are
determined by a number of factors embedded both in the teacher,
the student and the specific conditions for the implementation of
the core curriculum.

5) Reports for the director, parents and the student should be drafted
in consideration of the core  cur r icu lum assumpt ions. Partial
grades (current grades) and semester and annual grades should be
appropriately justified with reference to the student’s predispositions
and the current level of core curriculum implementation (context of
the entire class group and context of the student’s individual develop-
ment). The descriptive dimension of the student results directly from
the use of approximate scales (see: Koùodziejski 2009), which specific-
ally refer to the actual student’s achievement at a given educational
moment.
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Conditions for effective assessment of music education

E f f e c t i v e  a s s e s s m e nt of music activity requires the following
tasks to be performed:
— to determine the main and auxiliary objectives within a semester or

the school year, and in the entire educational stage (Gordon 1999:
409–410);

— to measure the developing music aptitude (up to 9 years of age in
the kindergarten and in elementary school) and stabilised music
aptitude (from primary school grade four onwards) using standard-
ised tests available on the education market at the beginning of the
educational stage (cf. Gordon 1998a).

— to measure verbal/vocal performance using approximate scales
specifically prepared by the teacher who conducts music classes and
knows the abilities of individual students and of the entire group,
which record the dimensions (tonal, rhythm, technical) and include
music criteria (tonality, keyality, tempo, meter, etc.) (cf. Gordon
2002; Lavender 1991);

— to measure instrumental performances using approximate scales
designed by teachers (cf. Gordon 2002; Koùodziejski 2009);

— to measure and assess non-verbal music behaviour (perceptive/aural):
tests of perceptive skills, tests of perceptive musical achievement,
knowledge and skill tests;

— to observe various music behaviours of students (during classes,
concerts, implementation of music projects).

— to complete information about the student using diagnostic interviews
(survey questionnaires, interview questionnaires, structured and
unstructured interviews with parents and students).

The success of a music teacher and at the same time an evaluator,
i.e. a researcher of educational phenomena depends also on the following
factors:
— possibility of making mistakes in everyday work, because mistakes

and errors are a part of human life. The mistakes made are a specific
message for the teacher informing him/her of incorrect implement-
ation of a method, technique or informing him/her of the direction
of the teacher’s work or behaviour. It is the teacher’s task to draw
conclusions from the mistake based on the type and size of failure
and to draw up a corrective programme;
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— setting the goals for any activity used during a music class enables
the teacher to stay aware of the curriculum and continuously control
the implementation of the content of the core curriculum;

— understanding the difference between a teacher who devotes himself/
herself and a teacher who expects students’ success, as the committed
teacher feels the need to teach and develop learning abilities in students,
acquire music skills and ensure music development of students. The
teacher who is oriented towards achieving success will rather build
barriers between him/herself and the students, is sceptical and su-
spicious, and wastes too much positive energy for listing students’
mistakes. The true success lies in the balance between these two
music teacher personalities so that the teacher teaches through music
and to music;

— including the value of competition, which lies not in the final com-
parison of student achievements but in experiencing and trying one’s
hand in everyday educational challenges;

— responsibility for the choice, which consists in understanding the
role of time in education, appropriate use of energy and determining
approaches towards oneself, the student or the curriculum (Lautzen-
heizer 1992: 214–217). Whether it is an evaluation-based approach,
will be decided by the teacher.

Why do we use assessment then? For several reasons listed below:
— this is imposed by a relevant regulation of the Minister of National

Education, formal aspect;
— we get evidence of the child’s development and progress in terms of

music education – informational aspect;
— assessment provides necessary guidelines and instructions for selecting

an appropriate teaching strategy – instrumental aspect;
— it helps to justify a decision to choose a specific curriculum, the

function of the triad: teacher, student, parent, and to verify the
correctness of the decision – evaluative aspect;

— it stresses the teacher’s responsibility for the student’s learning
process– ethical and moral aspect.

The personal philosophy of assessment constitutes the core element
of the development of the general teaching philosophy of a given teacher.
Coupling and correlating individual motives for applying constructive
assessment with motivation to action and over action are two basic
elements that constitute the essence of the proper approach of the teacher
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in everyday teaching practice (implementation of the curriculum, com-
munication with the student and the teacher, assessment, measurement,
evaluation). Of key importance are therefore the following questions:
— What should students k n o w  a n d  b e  a b l e  t o  do? This question

makes you reflect upon the strategy of music teaching and education,
and upon stimulating students (to develop their music abilities and
skills). In terms of music knowledge and skills, this is regulated by
the core curriculum which all the teachers are obliged to know.

— How do we know what is important?  The teacher determines in his/
her own curriculum which information and primary skills will be
used to develop the child in terms of music, going through higher
and higher levels of knowledge (knowledge and skills). This is related
to the teacher’s individual teaching philosophy but also to the assump-
tions contained in the core curriculum, educational objectives and
evaluation of the process.

— How to check what the student actually knows and what s/he can
do? It seems helpful to outline a strategy for controlling the verific-
ation of declarative and procedural knowledge. How we plan the
educational process during music classes also requires the teacher to
select relevant methods of checking and verifying the music know-
ledge of students. Therefore, an appropriate strategy of assessment
and measurement of music achievement should include all the va-
riables and criteria required to determine a student’s level at a given
moment of development.

— Is observation of the students by the teacher sufficient? The teacher
should be equipped with helpful assessment techniques and tools
that provide for everyday and periodic observation of students. Sole
observation is insufficient as it takes account of only part of the
assessment context and is of subjective nature. Full assessment of
education effectiveness requires measurement as an objective method
of observing the student in the broad sense.

A s s e s s m e nt means collection of information about the student’s
status with regard to the music expectations of the teacher. In order to
assess effectively, you need:
— to determine what you intend to measure, i.e. set goals;
— to determine a set of criteria: you should know what you are looking

for in a specific measurement, what to pay attention to;
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— to create columns or criteria and/or other techniques of recording
information;

— to determine your strategy of continuous updating of data, especially
when education is provided to tens of students;

— to determine the material for assessment;
— to keep the students regularly informed about the results of the

measurement/assessment.

Research competence of a music teacher – author’s proposal

R e s e a r ch competence is a teacher’s skill of systematic research
into the value of the curriculum implemented in the context of the core
curriculum assumptions. Evaluation research serves as a reference by
checking the usefulness and effectiveness of the didactic activity under-
taken and implemented in the area of music to the teaching/learning con-
cept/strategy, methods, forms and didactic means and aids used. In order
to achieve that, the teacher should use the following i n s t r u m e n t al
competences that will enable the target competence, called research and
self-evaluation competence, to be established. The said competences
include: teleological, diagnostic, constructive, communicative and creative
competences.

T e l e o l o g i c al competence is the skill (declarative and procedural)
to formulate and design education objectives, consisting mainly in setting
objectives and making students aware of them in line with the sequential
order of music teaching/learning, taking account at the same time of
shaping positive motivation of students towards learning and self-educ-
ation. This concerns both general and specific objectives. The objectives
are an important element of the didactic process as they determine solu-
tions for selecting and organising the content, methods, forms and didactic
means. Educational objectives also constitute a basis for planning and
organising the activity of entities that take part in the education process
and – more importantly – are a criterion of assessment of the effectiveness
of the didactic process as a reference to the outcome of student’s and
teacher’s efforts obtained through varied methods of knowledge verific-
ation, school activity and adequacy of the educational concept (Denek
2006: 67–68). General objectives are formulated at the level of directional
influences in line with the assumptions of the core curriculum. Specific
objectives refer to specific didactic activities that occur in everyday school
interactions between the teacher and the student, the teacher and the
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curriculum, the curriculum and the student. Educational objectives are
also the ultimate goal of the teacher, the pursuit of excellence or a vision
of an achievement. It should be noted, however, that the objectives always
reflect conscious and clear state of matters or events which the teacher
aims to achieve through a planned strategy of action backed by an educ-
ational concept (Bereênicki 2001: 69). The aim of education is also a
proposition which we aim to achieve by selecting a specific concept of
teaching (Gordon 1986: 8–9). Teaching objectives are empirically
verifiable using multiple methods with a quantitative-qualitative strategy,
i.e. d a t a  t r i a n g u l a t i o n in school pedagogy, consisting in the use of
information from various sources and m e t h o d o l o g i c a l  t r i a n g u l -
a t i o n using a number of methods for analysing a single phenomenon
(verifying the implementation of teaching objectives) (Walczak 2010:
37–38). The purpose in this work means making oneself and the students
aware of the proper aim, clear and planned method of achieving the aim
and measurable and criteria-based methods of education outcome verific-
ation. The purpose is therefore closely related to diagnostic competence
that will be discussed as the second competence.

D i a g n o s t i c competence understood as the ability to objectively
diagnose a student’s music abilities at entry and to objectively measure
music achievement at every stage of elementary school and school educ-
ation). It should be stressed here that in line with the assumptions of
Edwin E. Gordon’s concept a diagnosis of music abilities requires ex-
clusively standardised tests, while measurement of music achievement
requires approximate scales built by the teacher.

C o n s t r u c t i v e competence understood as the ability to construct
correct approximate scales for the measurement of music achievement
that include specific dimensions (tonal, rhythm, expression, technique)
and criteria of their measurement, tests of music achievement (perceptive,
knowledge).

C o m m u n i c a t i v e competence is an ability to communicate data
obtained in a clear and criterion-based way, and to complement such
information with qualitative observations, inform parents on the student’s
progress in music education, arrange public performances (at the level of
the class, group of classes, school and other levels) of students, i.e. artistic
communication of the students’ work.

C r e a t i v e competence is demonstrated in presenting a pursuing,
creative and open approach towards everyday school and out-of-school



368

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – IV

problems, ability to adjust didactic and educational work to the require-
ments of the modern world and in using heuristics for creating new and
valuable concepts of music education.

Instead of a summary

Furthermore, Anna Kay states that a competent music teacher can
find his/her own way in the twists and turns of a democratic concept of
teaching and learning (cf. Koùodziejski 2010), which concept requires
collective responsibility of all the participants of the education process.
Therefore, it seems necessary for teachers to make everyday explorations
aimed at developing precise methods of measurement, assessment and
reporting of student achievements together with an evaluation of educ-
ation objectives and curricula. The following directives seem therefore
helpful:
— to communicate education objectives in everyday didactic work in

the classroom;
— to introduce students to everyday performance of music for self-

improvement of their music abilities and skills;
— to establish clear standards of implementation (of the core cur-

riculum) in every school;
— to practically apply the strategy of sequential teaching/learning based

on concepts by Zoltán Kodàly, Carl Orff, Émile Jaques Dalcroze or
Edwin Elias Gordon;

— to improve students’ music skills in a strict and structured way, based
on standards and selected curricula;

— to introduce qualitative changes in the preparation of bachelor degree
teachers for work in a primary school, which leads to improvement
of standards in university education, with special attention paid to
self-evaluation of everyday work;

— to encourage the best students of pedagogy and music teaching
faculties to choose the profession of a music teacher;

— to research and evaluate progress in the implementation of curricula
using longitudinal and cross-sectional studies conducted by the
teacher (Kay 2000).
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Mûzikas skolotâjs kâ izglîtîbas procesa pçtnieks

Macejs Kolodzejskis

Kopsavilkums

Raksts veltîts nozîmîgai problçmai – mûsdienu mûzikas skolotâju
paðvçrtçjuma kultûrai, kas ietekmç viòu prasmi didaktiskâs darbîbas ietva-
ros optimizçt arî mûzikas izglîtîbas gaitu. Raksta ietvaros îpaði akcentçta
mûzikas izglîtîbas procesa plânoðana un organizçðana, kâ arî audzçkòu
sasniegumu plaða, vispusîga analîze (gan mçrîjumi, gan vçrtçjumi); viss
ðis jautâjumu loks aplûkots skolotâju darba vçrtçðanas un mâcîbu prog-
rammas îstenojuma kontekstâ.

Ir nobriedusi nepiecieðamîba veidot mûzikas skolotâjiem jaunu pað-
novçrtçðanas kompetenci. Raksta autors uzsver vçrtçðanas lomu un mçríi
mûzikas izglîtîbâ, skaidro efektîvas vçrtçðanas veidus. Skolotâjam mûzikas
stundâs jâkïûst arî par mâcîbu procesa pçtnieku.

Mûzikas izglîtîbas mçrîjumu aspekti ir nozîmîgâki nekâ vçrtçðanas
aspekti: proti, mçrîjums ir objektîvs, turpretî vçrtçjums – subjektîvs. Vçrtç-
jums bez iepriekðçjiem mçrîjumiem, iespçjams, atspoguïo nevis likumsa-
karîbu, bet drîzâk nejauðîbu, veiksmi. Standartizçtu rîku lietoðana muzikâ-
lo spçju mçrîðanâ, kâ arî paðas mçrîjumu skalas sniedz patiesu priekðstatu
par audzçkòa sasniegumiem mûzikâ (dziedâðanâ, instrumentspçlç, mû-
zikas improvizâcijâ vai dejas prasmç).

Noteiktas izglîtîbas stratçìijas izvçle ir atkarîga vienîgi no skolotâja.
Vçrtçðanas pçtniecîba ir savveida atskaite, kas ïauj pârbaudît mûzikas
jomâ veikto didaktisko darbîbu lietderîbu un efektivitâti saiknç ar mâcî-
ðanâs stratçìiju, metodçm, izmantotajiem didaktiskajiem un uzskates
lîdzekïiem. Lai to sasniegtu, skolotâjam jâizvirza mçríis attîstît pçtniecîbas
un paðvçrtçðanas prasmi, kas savukârt ietver t e l e l o ì i k a s ,  d i a g n o s -
t i k a s ,  k o n s t r u k t î v o ,  k o m u n i k a t î v o  un r a d o ð o  kompetenci.

Ena Keja (Kay) pamatoti atzîmç, ka kompetents mûzikas skolotâjs
atradîs pats savu ceïu daudzajâs transformâcijâs un lîkloèos, kas raksturo
mâcîðanu un mâcîðanos demokrâtijas apstâkïos (Koùodziejski 2010) –
situâcijâ, kad kolektîva atbildîba jâuzòemas visiem izglîtîbas procesa
dalîbniekiem. Praktiskajâ darbâ noderîgas varçtu bût ðâdas vadlînijas:
— pârrunât izglîtîbas mçríus ikdienas mâcîbu darbâ klasç;
— rosinât audzçkòus ik dienas pievçrsties mûzikas atskaòoðanai un

tâdçjâdi paðiem izkopt savas prasmes un iemaòas mûzikas jomâ;
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— izstrâdât skaidrus standartus izglîtîbas programmas îstenojumam
ikvienâ skolâ;

— ikdienas mâcîbu praksç regulâri izmantot stratçìiju, kas balstâs uz
Zoltâna Kodâja, Karla Orfa, Emila Þaka Dalkroza un Edvîna Eliasa
Gordona atziòâm;

— izkopjot audzçkòu prasmes mûzikas jomâ, lietot stingri strukturçtu
pieeju, saiknç ar noteiktiem standartiem un iepriekð formulçtajiem
mçríiem;

— îstenot kvalitatîvas izmaiòas skolotâju bakalauru sagatavoðanâ
darbam pamatskolâ; tâs paredzçtu universitâtes izglîtîbas programmâ
pievçrst îpaðu uzmanîbu paðvçrtçjumam ikdienas darbâ;

— rosinât pedagoìijas un mûzikas skolotâju fakultâðu labâkos studentus
izraudzîties mûzikas skolotâja profesiju;

— analizçt un novçrtçt progresu programmas îstenoðanâ, izmantojot
garengriezuma un ðíçrsgriezuma pçtîjumus pedagoga vadîbâ (Kay
2000).
Atslçgvârdi: mûzikas skolotâjs, vçrtçðana, paðvçrtçjums, pçtîjums,

mçrîjums, mûzikas izglîtîba
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Introduction to the subject to extracurricular classes

This article presents the results of a three-year longitudinal study
using music and dance training constituting a determining factor in the
development of music aptitudes in younger students. The study shows
that as a result of organised extracurricular classes based on dance, the
music aptitudes of students develop much more dynamically, with pre-
dominance of rhythm abilities. It was also observed that the students
develop readiness for rhythm and harmonic improvisation.

Extracurricular classes are offered at school and by the school outside
the regular obligatory classes. Students who decide to enrol for such classes
are driven by their freedom to decide, voluntary character of the activity,
pursuit of their own motivations and satisfaction, and autonomy of the
actions performed (Ýelazkiewicz 1980: 19–20; Przybysz-Zaremba 2008:
263–271). Extracurricular classes are an organic part of the teaching
and educational effort of the entire school, and constitute a significant
element of the school’s educational activity (Bereênicki 2001: 363). Extra-
curricular classes are classes for children and youth arranged by school,
with active involvement of the students, selected by the students as a
way to spend their spare time, providing entertainment and relaxation,
and improving skills and knowledge (Bereênicki 2001: 363). Extra-
curricular impacts complement obligatory classes, which enables the de-
velopment of talents, interests and student’s civil attitudes. As participation
is facultative, students adopt a certain active approach towards extra-
curricular school activities. It is commonly assumed that such classes
may be
— arranged and initiated by the school,
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— arranged by the school, taking account of the students’ actual interests
upon a survey of students’ needs,

— initiated by parents at formal meetings with school representatives.

Literature indicates (Bereênicki 2001: 363; Kupisiewicz 2005: 215;
Okoñ 2003: 336) that the main aim of extracurricular classes is to:
— develop c h i l d r e n ’ s  v a r i e d  t a l e n ts, and artistic and physical

talents in particular;
— develop interests in various domains of science, technology, art and

sports;
— form various skills and habits (cultural, moral, social, ethical);
— practically apply the knowledge acquired at school and outside it;
— develop social skills, activity and autonomy, and collaboration at

school and outside it;
— form positive attitudes towards learning in students with different

talents who do not stand a chance to develop their predispositions for
various reasons, as a precondition for providing equal opportunities
in education, especially to young children at the first stage of education;

— provide the students with a valuable way of spending time, assuming
this may bring benefits to their development and harmonisation of life;

— continue the development of talents and interests that started at home
and with the participation of peers;

— confront one’s potential with the potential of other attendants of
extracurricular classes, and strengthen interpersonal relations, to
build informal groups whose common denominator is development
of the same interests;

— direct student’s development individually, combined with the pro-
paedeutics of vocational training.

What is important according to Marek Ýelazkiewicz is that the use
of spare time should be related to its constructive management, which
connects social needs with the duties of the school that is to prepare
students for active and continued participation in culture (Ýelazkiewicz
1980: 13–14). A characteristic feature of extracurricular classes, according
to Franciszek Bereênicki, is the specific way to verify the skills acquired
by children, through concerts, assemblies, exhibitions, competitions, con-
tests, poetry soirées or sport competitions. Also, one should note the spe-
cific role of the teacher as a counsellor for children and youth and at the
same time an instructor and organiser of a specific extracurricular student
activity (Bereênicki 2001: 363). A specific type of extracurricular classes
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are i n t e r e s t  c i r c l e s  that are arranged for interested students, usually
in groups of up to a dozen or so people with the aim of offering directed
classes for a longer period of time, e.g. for a semester or the entire school
year. Among them, art circles, recitation circles, music circles can be dis-
tinguished. A r t  c i r c l es  gather students who are interested in expressing
their artistic potential through various forms of artistic activity such as
singing, music and dancing, movement with music, sculpture, painting,
playing instruments and singing or reciting poetry. As it is the school’s
mission to arrange extracurricular forms of spending spare time to provide
opportunities for improving knowledge, skills and interests of students
of different age, and in different ways and forms, it is not uncommon
that schools offer such varied classes outside the formal schedule of classes.
However, special attention should be paid to important combination of
teaching and educating activities as these determine the specificity of
extracurricular impacts and whether the school fulfils its educational,
developmental, integrating and social tasks. In one of the schools, extra-
curricular classes offered were dominated by music and dance forms
understood as a set of motor phenomena constituting a transformation
of natural movements, and arising under the influence of emotional stimuli
and coordinated with music (Encyklopedia muzyki 2001: 884–885).
Dance used during the classes was related to dance music which is under-
stood as a type of music pieces with specific rhythmic features that are
directly or indirectly related to dance (Encyklopedia muzyki 2001: 884).

Methodological assumptions for the research

The research assumed that under the influence of music and dance
training arranged as part of extracurricular classes, children’s music
abilities will develop more dynamically than without such supporting
stimulation. In order to measure that, before the dance classes started,
children took Edwin Elias Gordon’s test Intermediate Measure of Music
Audiation (IMMA),  aimed at children at a stage of developing tonal and
rhythm music abilities. After the specific research, the proper testing
method and statistical methods were applied. Six times within 3 years, in
six-month intervals, a group of 16 students were tested using Gordon’s
IMMA test. In addition, after 3 years, another tool was used to verify the
students’ readiness for rhythm and harmonic improvisation, assuming
that dance training would develop the students’ essential ability to initiate
harmonic and rhythm improvisation in higher grades. The aim of the
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research was also to observe the correlation between dance training and
dynamics of development of the tonal and rhythm music abilities. The
main research problem was contained in the question:

Q
M

1: Do tonal and rhythm music abilities develop more intensely under
the influence of external stimulation such as extracurricular dance
classes (with music and movement)?

As the Edwin E. Gordon’s test was used in the research, it was agreed
that all the information used in the research procedure should thus be
considered in the light of the music learning theory of Edwin E. Gordon.
Therefore, the following specific issues appeared as interesting:

Q
S1

2: What is the baseline and final level of tonal and rhythm music
abilities?

Q
S2

: Are there any statistically significant differences between tonal and
rhythm abilities in subsequent measurements?

QS3: Are there any statistically significant differences in the general ability
result between the baseline and the final measurements?

Q
S4

: Is there any statistically significant correlation between specific
ability results in subsequent measurements?

Q
S5

: Is there any statistically significant correlation between music
abilities and readiness for harmonic and rhythm improvisation in
the final measurement?

Q
S6

: What is the level of readiness for harmonic and rhythm improvisation
in students undergoing a music and dance training?

A longitudinal structure of research was used, where children’s music
abilities were measured in subsequent time intervals. This brought a set
of results that were then compared to each other.

Table 1.
Longitudinal structure applied in the research in question

Measurement 1 Measurement 2 Measurement 3 Measurement 4 Measurement 5 Measurement 6

Year IX 2007 VI 2008 I 2009 VI 2009 I 2010 VI 2010
Age 7 7.5 8 8.5 9 9.5
Tools IMMA IMMA IMMA IMMA IMMA IMMA/HIRR/RIRR

� � � � � �
Compare of independent variable (level of musical aptitudes)

Source: compiled by the author

1 QM  means main research problem.
2 Q1 and so on means further research question.
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The author of this research deliberately abandoned any hypotheses
as no similar research had been conducted before, hence no assumption
may be made regarding something that may not be explained by a
hypothesis based on the currently available knowledge. The measures
used in the research were Intermediate Measure of Music Audiation (Gor-
don 1998b: 127–132), Harmonic Improvisation Readiness Record and
Rhythm Improvisation Readiness Record by Edwin E. Gordon (Gordon
1998a: 5–20; Gordon 1998b: 169–173).

 Music and dance classes described selectively in this paper were
conducted for 3 school years, between 2007 and 2010, among 26 specific-
ally selected for their music and dance interests at the age of 7–10, re-
maining at a stage of so-called developing music abilities. Students were
selected for the class group based on a student interests questionnaire, a
conversation with the child and his/her parent, and a passed music and
dance predispositions test. It was decided that the best results could be
attained if children were subjected to the dance training for 3 years, two
hours a week. For organisational reasons, it was impossible to have one
teacher conduct the classes for the 3 years, and thus the training was
conducted by 3 teachers, all of them with pedagogical backgrounds and
relevant qualifications to conduct music and dance classes. In the first
year, the classes were conducted by a teacher-ballroom dance instructor,
in the second – a physical education teacher with sport dance qualific-
ations, and in the third year – by an early education teacher with qualific-
ations for folk and sport dance. For economic reasons, the curriculum of
extracurricular dance classes will only be provided for year one.

The aim of the classes was to integrate the class team through physical
plays and integrating dances, to overcome shyness and develop openness
to the other person, to develop comprehensive physical fitness and to
increase the students’ physical capacity to optimally use their fitness for
learning dance, to promote healthy lifestyle and to support the parents in
providing comprehensive development opportunities for their children.
In addition, the aim of the classes was to develop motor coordination
through various motor exercises, learning to dance and general and co-
ordination exercises, active participation in class and school events. The
tasks that the teacher assumed for school year 2007/2008 were as follows:
— to make children familiar with selected ballroom dances;
— to make children familiar with the basic ballroom forms during

dancing;
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— to teach children the rhythm and steps of the Latin cha-cha: basic
movement in place, underarm turn under man’s left arm, basic move-
ment and New York (promenade) and counter promenade, and three
cha chas;

— to teach rhythm and steps of the standard dance English waltz with
right foot change, left foot change, right turn;

— to teach disco dance made of 8 figures;
— to teach Latin samba3.

Description and analysis of the results obtained

The results obtained in the research enabled a conclusion that a
change observed was linear in nature, which is illustrated by the graph
below.
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Graph 1. Linear nature of the change
in the development of music abilities

Source: own compilation based on research conducted

The baseline and final levels of music aptitudes in the group of 26
students subjected to a dance training for three years of their school
education have been presented in the table below.

3 Excerpt from the Dance Circle’s extracurricular classes log in school year
2007–2008 at one of elementary schools in Plock.
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Table 2.
Comparison of the baseline and final levels of developing music

aptitudes in the group of 26 students tested, based on percentile data

Initial measurement Last measurement
 Tonal  Rhythm  Total  Tonal  Rhythm  Total

High 5 3 5 12 18 12
Average 18 22 18 11 8 14
Low 3 1 3 3 0 0

Source: own compilation based on research conducted

After 3 years of experimental influence using dance training as part
of extracurricular classes, the level of music aptitudes of the group in
question increased significantly. We can observe that the music aptitudes
of some children reporting low results in the initial measurement moved
to average level, and many of average aptitudes transitioned into high
level results. Such spectacular research results regarding music aptitudes
of children at a music development stage up to the age of ten had never
been reported before, as least in Poland. It is also visible that music and
dance stimulation brought positive results also in terms of rhythm ap-
titudes which seem to develop more dynamically than tonal aptitudes,
since as many as 69% of students have attained a high results for rhythm
aptitudes in the final measurement, whereas the same was true for 46%
of students in terms of tonal aptitudes. After 3 years of dance education,
the number of children with high rhythm aptitudes grew from three to
eighteen, whereas in terms of tonal aptitudes, the number grew from five
to only twelve students. However, it should be noted that the children
were subjected to music education for a number of hours obligatory for
all the students, the only difference being that they additionally attended
dance classes for two hours a week.

It is interesting to see the increase of specific intermediate values
reported in the music aptitudes tests. The table below includes detailed
data obtained in specific measurements during the three years of dance
classes. The average results grow gradually with the age of the students
and with the training provided. However, no statistically significant
differences were reported between specific tonal and rhythm subtests as
part of specific measurements in a specific test (measurement). A statis-
tically significant difference for the following measurement was reported
for every measurement between specific results of tonal subtests in the
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longitudinal research. This shows that tonal aptitudes developed with
age and concurrently to external stimulation as part of extracurricular
classes. The difference was statistically significant every time at the level
of p<0.05 and was p=0.000. In the longitudinal research of rhythm
aptitudes, improvements of aptitudes were reported with every subsequent
measurement. Rhythm aptitudes also develop with age and under the
influence of music and dance training. The differences observed were
statistically significant for p<0.05 and equalled p=0.000.

Table 3.
Basic statistics for subsequent measurements of

music aptitudes in the tested group of 26 students
(with measurements taken in six-month intervals)

Tonal 28,85 29,50 18,00 34,00 27,00 31,00 3,87
Rhythm 27,58 27,00 22,00 32,00 26,00 30,00 2,66
Total 56,42 57,00 44,00 65,00 54,00 61,00 5,67
Tonal 30,38 31,00 20,00 35,00 29,00 33,00 3,48
Rhythm 29,46 29,00 26,00 34,00 27,00 32,00 2,37
Total 59,85 60,00 47,00 66,00 57,00 64,00 4,84
Tonal 31,35 33,00 23,00 36,00 30,00 33,00 3,08
Rhythm 30,85 31,00 27,00 35,00 29,00 32,00 2,15
Total 62,19 62,00 52,00 68,00 59,00 66,00 4,35
Tonal 32,50 33,00 26,00 36,00 31,00 34,00 2,67
Rhythm 32,23 32,00 28,00 37,00 30,00 34,00 2,47
Total 64,73 65,00 55,00 73,00 63,00 68,00 4,51
Tonal 33,35 34,00 28,00 36,00 33,00 35,00 2,21
Rhythm 33,27 34,00 28,00 38,00 31,00 35,00 2,57
Total 66,62 66,50 57,00 74,00 64,00 70,00 4,10
Tonal 34,35 35,00 28,00 38,00 33,00 36,00 2,43
Rhythm 34,08 34,50 29,00 38,00 32,00 36,00 2,33
Total 68,42 68,50 59,00 76,00 66,00 72,00 4,08

Median Minimum Maximum
Lower 
quartile

Measurement 5

Measurement 6

Upper 
quartile

Std 
deviation

Measurement 1

Measurement 2

Measurement 3

Measurement 4

Average

Source: own compilation based on research conducted

The difference between the initial measurement and the last measure-
ment in the total result equals as much as 8.58 and is statistically significant
at the level of p<0.05 where p=0.000. Also, statistically significant differ-
ences were reported between every tonal subtest and the following test.
The differences are as follows. Analysis 1: difference of 1.36 for p<0.05
where p=0.000; Analysis 2: 0.98 p<0.05 for p=0.000; Analysis 3: difference
of 1.15 p<0.05 for p=0.000; Analysis 4: difference of 0.84 p<0.05 for
p=0.0005; Analysis 5: difference of 1.00 p<0.05 for p=0.000.
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As concerns the rhythm subtest, differences were also observed already
after six months of influence, as follows: Analysis 1: difference of 1.88
p<0.05 for p=0.000; Analysis 2: difference of 1.38 p<0.05 for p=0.000;
Analysis 3: difference of 1.38 p<0.05 for p=0.000; Analysis 4: difference
of 1.03 p<0.05 for p=0.000; Analysis 5: difference of 0.80 p<0.05 for
p=0.002.

If we review the data, it becomes clear that the largest increase of
abilities is reported at a younger school age, especially until the child
graduates first grade, and for rhythm abilities. Further, smaller increases
are reported, still they are statistically significant even in the case of such
a small number of children tested. As compared to the results of music
ability tests conducted in a group of 162 third graders (Koùodziejski 2010a:
314), the difference between children tested here is 1.5 and is statistically
significant for p<0.05.

The analysis of the results provides enough evidence to assume that
readiness for harmonic improvisation is higher than readiness for rhythm
improvisation, even though only 22 students show readiness for harmonic
improvisation, and 17 for rhythm improvisation. It should also be noted
that rhythm aptitudes are comparable to tonal aptitudes in the group in
question, which had never been observed before.

Table 4.
HIRR and RIRR tests – comparison of results

HIRR 27,62 27,50 18,00 36,00 24,00 31,00 4,77
RIRR 24,15 24,50 18,00 32,00 20,00 27,00 4,03

Upper 
quartile

Std deviationMean Median Minimum Maximum
Lower 
quartile

Source: own compilation based on research conducted

The results obtained from Harmonic Improvisation Readiness Record
and Rhythm Improvisation Readiness Record tests are comparable with
American research where elementary school students attained an average
of 28.3 for harmonic improvisation, and 26.6 for rhythm improvisation.
American research shows that readiness for rhythm improvisation is
always lower (Gordon 1998a: 56–57). In Polish research on a group of
41 children aged 11, the average results regarding readiness for harmonic
improvisation are 25.2 and only 21.3 as regards readiness for rhythm
improvisation. Despite such low results, it is significant that the students
obtained a lower result in readiness for rhythm improvisation (Koùodziej-
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ski 2010b: 55). Statistically significant correlations were also found bet-
ween specific subtests within IMMA and the total result in each of the
measurements in specific time intervals. Correlations between subtests
and the total result reach even r=0.94 in some cases. As the material
obtained is extensive, the author decided to demonstrate exclusively the
results of the final measurement. It is also visible that the correlation
between the music aptitudes test and results of readiness for improvisation
tests are at least average and statistically significant (r=0.57 and r=0.58,
for p<0.05. The calculations obtained are presented in the table below.

Table 5.
Example correlations between IMMA and HIRR

in the final measurement of music aptitudes

Source: own compilation based on research conducted

Final conclusions and discussion

Musical aptitudes develop as a result of obligatory early music educ-
ation (Koùodziejski 2010a: 311–319), under the influence of music training
based on the educational concept of Edwin Elias Gordon with tonal and
rhythm motifs (comp.: Koùodziejski 2011) and – as shown by the author’s
research discussed in this paper – through music and dance training during
non-obligatory extracurricular classes. The results of the research briefly
presented here confirm the plausibility of the research conducted and
confirm the advisability of undertaking such didactic initiatives, also
outside the obligatory school classes. An analysis of the research conducted
allows for the following conclusions:
— rhythm aptitudes develop more dynamically than tonal aptitudes;
— intense music and dance training influences the dynamics and develop-

ment of tonal and rhythm music aptitudes of younger elementary
schoolchildren;
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— development of dance skills has a significant impact on the dynamics
of music aptitudes and readiness for rhythm and harmonic improvis-
ation of students;

— undertaking extracurricular initiatives strongly determines versatile
development of the child.

Ârpusklases mûzikas un deju nodarbîbas kâ bûtisks faktors
jaunâkâ skolas vecuma bçrnu muzikâlo dotîbu izkopðanâ

garengriezuma pçtîjuma kontekstâ

Macejs Kolodzejskis

Kopsavilkums

Autors prezentç trîs gadus ilguða garengriezuma pçtîjuma rezultâtus;
tas apliecina, ka mûzikas un dejas nodarbîbas ir noteicoðais faktors jau-
nâkâ skolas vecuma bçrnu muzikâlo spçju izkopðanâ. Skolçniem, kas
apmeklçjuði stingri strukturçtas deju nodarbîbas, muzikâlâs spçjas attîstâs
straujâk, turklât to vidû dominç ritma izjûta. Tika arî novçrots, ka ðie
audzçkòi gûst îpaði labus panâkumus ritma un harmoniskajâ improvi-
zâcijâ. Ârpusklases nodarbîbas var palîdzçt arî muzikâlâs gaumes attîstîbâ.
Tâdçjâdi obligâtâ izglîtîba un ârpusklases nodarbîbas Polijas skolâs atklâj
ïoti daudzveidîgus vispârçjâs izglîtîbas attîstîbas virzienus.

Jâatzîmç, ka deviòu gadu vecumâ skolçna muzikâlo spçju attîstîbas
lîmenis stabilizçjas un turpmâkajâ viòa dzîves laikâ bûtiski nemainîsies –
neatkarîgi no muzikâlâs vides un speciâlas mûzikas apmâcîbas skolâ. Tâ
kâ paðreizçjais pçtîjums saistîts ar mûzikas mâcîðanas teoriju, arî ekspe-
rimentos gûtie novçrojumu rezultâti attiecas uz ðo jomu. Tiek konstatçts,
ka dejoðana îpaði izkopj ritma izjûtu: tâ attîstâs âtrâk nekâ intonatîvâs
dotîbas.

Ðajâ pçtîjumâ izmantoti trîs testu veidi. Pirmais tests, Mûzikas audi-
âcijas mçrîjumi vidçjâ pakâpç (Intermediate Measures of Music Audi-
ation), ir îpaði piemçrots, lai atklâtu bçrna muzikâlâs attîstîbas plusus un
mînusus. Ðis tests vçrsts galvenokârt uz to, lai fiksçtu bçrna muzikâlo
spçju attîstîbas pakâpi, nevis sasniegumus mûzikâ. Otrais un treðais tests
saucas, attiecîgi, Harmoniskâs improvizâcijas spçju tests (Harmonic Im-
provisation Readiness Record) un Ritma improvizâcijas spçju tests
(Rhythm Improvisation Readiness Record). Ðie testi palîdzçs pedagogam
objektîvi noteikt, vai atseviðíi audzçkòi ir sasnieguði improvizâcijas
apmâcîbai nepiecieðamo lîmeni harmonijas un ritma apguvç.
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Muzikâlo spçju attîstîbu agrînâ vecumposmâ sekmç Edvîna Eliasa
Gordona izglîtîbas koncepcijas îstenojums (tas ietver gan intonâcijas, gan
ritma izjûtas treniòus) un arî, kâ râda ðajâ rakstâ izklâstîtie autora pçtî-
jumi, mûzikas un dejas apmâcîba ârpusklases nodarbîbâs – ârpus obligâtâs
pamatizglîtîbas ietvariem.

Atslçgvârdi: ârpusklases nodarbîbas, dejas un mûzikas stundas,
muzikâlâs spçjas, ritma un harmoniskâ improvizâcija
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Introduction

Kindergarten and school are institutions which have broad influence
on development of a child. Teachers’ task is to arouse cognitive and
creative curiosity of children within the scope of various disciplines and
actions. Teachers should also discover talents and skills, as well as deepen
and widen their interests and knowledge. They are also to work with
children, who have some gaps, or developmental defects, as well with
children who want to develop their skills individually.

The school supports foremost development of mathematical, physical
or humanistic skills of children and in this way so called musical talents
are very often neglected. This state is caused by many reasons, among
which the most important are: insufficient qualifications of teachers of
first classes of primary school (children at the age 7–9). Teachers should
at least be knowledgeable about behaviours of children which indicate
that these children may have some abilities. Records of such behaviours
could be helpful, but one cannot treat them uncritically, or as a kind of
authority , they must be supplemented with other materials, especially
specialist research, and that belongs to psychologists’ competence. A
talented child is different what can be stated after preliminary observation.
Developmental correctness of a talented child can be presented in a form
of general characteristics, but one has to remember that some diagnostic
criteria do not work in the case of all children.

Able pupil(s)/child(ren) – interpretations of definitions

People are not born identical – they are different in height, physical
appearance and nervous system. Differences in functioning of nervous
system are basis of development of special abilities and they are called
inborn talents. A talent is result of complex of general and specific abilities.
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A man has to have several inborn talents to develop for example musical
talent. Underlining the significance of inborn talents it is very important
to mention the role of inheriting special abilities and talents. In cases
when parents are very talented it is possible that they will have for example
a musically talented child. On the other hand when the level of parents’
talents differ – one of them does not posses it and the second has, or for
example – mother has it on low level and father on high – it is possible
that a child will inherit their talents, but on much lower level. Despite
this fact, probability that a child will be talented is high.

A talented pupil can be characterized by high intelligence quotient
(above 120). Some researchers in turn define them as pupils with particular
development of special abilities, for example painting, music, or indentify
them with excellent achievements in learning.

Main traits which characterize able children are: great cognitive
curiosity, broad interests, wide range of attention which makes them con-
centrate and be patient and persistent in solving problems and deepening
interests (Borzym 1979: 36). An able child has also outstanding reasoning
abilities, dealing with abstraction, generalizing the facts, understanding
the meanings and noticing connections between them (Borzym 1979:
36). It is outstanding as far as quantity and quality of vocabulary is
concerned in comparison to children at their age. It has ability to work
individually and effectively and to observe things accurately. It shows
initiative and originality of intellectual work, it gives response to new
ideas fast and vigilantly, it has ability of quick memorizing, it is interested
in learning human’s nature, world, it has unusual imagination, and a lot
of interests, it learns easily (Borzym 1979: 42). According to Maria Tysz-
kowa a talented pupil is a unit, which has high level of general abilities
(intelligence), or a unit which has some special talent in the sphere of
intellectual activity and it is ahead of peers in this sphere (Ýegnaùek 2005:
316). In the popular social understanding – a talented pupil – is usually a
pupil who has highest grades from school subjects and whose behaviour
is exemplary (Nakonieczna 1996: 26). Unfortunately a lot of pupils do
not use their possibilities at school fully, or use them in different interest
fields. To this group belong:
— pupils who are under group pressure. Talented children learn more

quickly and they do tasks without any problems, by what they speed
up rate and raise level of teaching of the whole class. In order to
prevent it the rest of classmates in unconscious way decreases his
value and puts pressure on them, so that they were not so “outstanding”;
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— pupils who adopt conformist attitude. Able pupils want to be as
their peers. They do only things, which are required from them and
do not show their extraordinary abilities;

— pupils who bore at school. Outstanding units are not interested in
doing too easy tasks, which do not constitute an intellectual challenge
for them. That is why they learn worse than other students;

— pupils who hide their abilities consciously. Able children are aware
of their intellectual advantage over their peers. That is why they aim
at limiting to minimum time needed for learning, so that they get as
much time as possible for carrying out their own plans (Knop 2010: 13).

Referring to presented definitions of a talented child/pupil I will cite
research, which was conducted by psychologists and which points out at
main and at the same time basic traits which distinguish talented children/
pupils from their peers. These are: [..] faster and easier learning, ability
to learn much wider range of material, ability of learning content which
is comparatively on the highest level of difficulty, with tendency to struc-
tualization of the material, noticing connections, rights and regularity,
as well as having original and creative approach to issues and problems
(Lewowicki 1980: 53–54).

Abilities and musical talent are abilities of emotional experiencing
of music connected with on one hand singing predisposition and on the
other hand defined traits of character which are crucial for making music.
An able child or a child who has musical talent is not only sensitive to the
beauty of the world of sounds, but also it can be characterized by particular
construction of the vocal apparatus, fitness, they possess well developed
attention, memory, imagination and intelligence. Support and encourage-
ment of family and school environment, in which a child spends a lot of
time is necessary for a child to enable them development of their inborn
talent fully. That is why teachers’ task is to discover, notice child’s abilities
including musical ones.

Teacher’s competence

A competent person is a person who has knowledge, abilities in
some field, and can be characterized by professionalism (Dunaj 2008:
378). Competence is bound with providing and duty of performing some
tasks, which are connected with achieving given standards within some
field of knowledge (Kowaluk 2003: 378). From the point of view of
praxeology teacher’s actions can be limited to informational dimension
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(knowledge) and efficiency dimension (instructions and abilities). We
come to conclusion that competence is set of numerous abilities, instruc-
tions, attitudes and values, which are essential for carrying out some
plans (Kiedrowska 2009: 394). According to Hanna Hamer one can dis-
tinguish three groups of competence:
— specialist ones, connected with knowledge and abilities in the scope

of teaching a subject;
— didactic competence, which include preparation to classes and giving

classes, as well as methods and techniques of teaching adjusted to
pupils’ abilities, support of development;

— psychological competence, which result from teacher’s personality
(among others ability of encouraging pupils to learn, making diagnosis,
controlling stress, preventing and solving conflicts) (Hamer 1994: 64).

In the contemporary pedeutological literature one can also find notion
of teacher’s axiological competence (Sitarska 2008: 78–79). The basic
teacher’s ability according to this notion is not only ability of teaching
about values, but foremost support in their recognition and arranging in
hierarchy, and also showing their pupils valuable aims (Sitarska 2008:
78). Teacher’s axiological competence is basis of their subjectivity and is
bound with such values as: responsibility, freedom, dignity (Sitarska 2008:
79). In order to manage in difficult life, be able to give answers to many
questions, very useful will be teacher’s axiological competence undoubt-
edly, which constitutes basis for other competence, which are essential in
the contemporary world.

Computer competence becomes very important in the information
society – society which is based on knowledge. On internet apart from
very valuable information, there is a lot of harmful content and the prob-
lem of selection information appears – it concerns both pupils and teachers.
Protecting oneself against harmful influences is possible thanks to teaching
the pupil how to use modern technologies in the way they help being
creative and critical (Sitarska 2008: 82). A teacher will, or even is expected
to possess multidimensional communication and moral competence,
which are tightly bound with each other and they become more and
more important, because people who are in proper moral condition will
be able to fulfil such tasks as for example preparing children and young
people to life in the information society (Sitarska 2008: 82).

According to Stefan Woùoszyn a teacher has to: be a good specialist,
who not only can teach, but also encourage pupil for proper reception of
knowledge; he should use at work the newest achievements in technology
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(modern didactic means); be kind tutor and parents’ advisor and also
inspire and undertake educational-cultural actions in wider environment
(Woùoszyn, quotation of: Kowalska 2008: 195). On the other hand Wies-
ùawa Roguska points at the traits, which should be possessed by a teacher:
[..] a teacher as a representative and promoter of values, initiator, who
supports development of children, searcher and co-originator of know-
ledge about the country, children’s friend; reflective teacher, who is able
to draw conclusions from their own mistakes, critical of themselves and
their own teaching-educational work (Roguska 2010: 50).

Taking into consideration educational needs of able pupils we come
to conclusion that among teacher’s competence essential meaning have
competence within the scope of knowledge and practical abilities
concerning the newest theories of abilities. These theories indicate that
able pupils can show different kinds of other possibilities. It is important
that teacher organized didactic environment in such way that all kinds of
intelligence and abilities could develop efficiently. Quite essential meaning
has also creative competence, which is bound with innovation and creative,
pro-developmental efficiency of teacher’s actions (Dyrda 2009: 252).
Emotions which make up emotional intelligence1 are very important at
teacher’s work with an able pupil (Dyrda 2009: 252). This competence
cause that a teacher becomes more emphatic, open to pupils’ needs and
sensitive, and at the same time open to messages which are sent by them
(Dyrda 2009: 252).

According to Maciej Koùodziejski, the teacher should have research
competence to. R e s e a r c h  c o m p e t e n c e  is a teacher’s skill of system-
atic research into the value of the curriculum implemented in the context
of the core curriculum assumptions. Evaluation research serves as a refer-
ence by checking the usefulness and effectiveness of the didactic activity
undertaken and implemented in the area of music to the teaching/learning
concept/strategy, methods, forms and didactic means and aids used. In
order to achieve that, the teacher should use the following i ns t rumen ta l
c o m p e t e n c es that will enable the target competence, called research
and self-evaluation competence, to be established. The said competences
include: teleological, diagnostic, constructive, communicative and creative

1 Emotional intelligence plays very important role in the personal aspect, but
also in the professional work of a teacher, supporting their professional develop-
ment, protecting them from professional burnout and stimulating better relations
with pupils.
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competences (Koùodziejski 2011b: 305). The music teacher as a humanist
researcher and causa efficiens should take account of the subjective nature
of music education with its entire range of social, interpersonal, intraper-
sonal and situational contexts (Koùodziejski 2007a: 147–148).

In the view of aforementioned information it can be assumed that a
fully qualified teacher will in fact deal with development of talented pupils,
and a music teacher will be able to direct and develop musical talent of
their pupils.

Musical education

Music is the fine art whose components are [..]  sounds made by
human voice and different kinds of musical instruments (Dunaj 2008: 245).

Musicality is interpreted as ability of emotional experiencing of music.
According to researchers music is interpreted at all brain organizational
levels. At the level brain stem it can have influence on frequency of contr-
action of heart, breathing and also excitement. On the other hand in
cerebral cortex it can create visualizations and associations – both hemi-
spheres take part in the process of listening to the music (Gruberne-Bernacka
2009: 79). Musical education and at the same time intensive education
in the field of music can lead to elevated activity of defined parts of brain–
for example by conductors one can specialize area responsible for direct-
ional hearing, and by instrumentalists particular sensitivity to sounds of
a given instrument (Gruberne-Bernacka 2009: 79). Music abilities are
inborn and not inherited 2 and are influenced by the environment, and
actually shaped by the environment from birth until about 9 years of
age. Music abilities are distributed normally in the population and it is
the responsibility of the parents to stimulate these abilities in children to
make their ability level return to the one at birth as it is the highest then.
After 9 years of age, the family (or the school) has no influence on the
development of music abilities as they remain stabilised. The most import-
ant music abilities that develop are t o n a l  a n d  r h y t h m i c  a b i l i t i e s
(until 9 years of age), then – in the stabilised stage – abilities are a multi-
dimensional construct (Koùodziejski 2007b: 198–199). A child which
comes to world has some musical predispositions, which under the influ-
ence of some actions of environment can develop substantially or disap-

2 Edwin E. Gordon claims that it is impossible to forecast music talents based
on an analysis of generations of a given family (comp. Koùodziejski 2010).
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pear. In the moment of starting education at school pupils are under strong
influence of environment and their talents develop much faster. According
to Gordon a teacher responsible for child’s musical education should:
— make a child familiar with various musical examples during whole

education at school;
— develop audiative skills before introduction of verbal descriptions

or musical symbols;
— care for internal hearing of recorded rhythms and melodies before

their performing aloud. Enrich them through adding articulation
and proper musical expression;

— “understand music” and teach a child to understand it (Gordon,
quotation of: Soroka 2005: 324; comp. Koùodziejski 2011a: 28–35).

Contemporary education puts emphasis on shaping a developed,
creative personality of a child. Discovering and experiencing art is possible
through cultural education. Art, including music supports broad develop-
ment of a child, and at the early stage it is also good for general develop-
ment of a child.

Development of musical abilities is basic task and in fact a duty of
every music teacher. One has to be able to define on what stage of develop-
ment is a pupil and know the structure of musical abilities in order to
conduct learning in a harmonious way. Schedule and developmental
continuity is essential in musical education of a child. In the class-lesson
system teaching of listening to the music is led by teacher, who should be
directed at work by the following organisational forms: [..] group of
class-lesson environment: lessons of listening to the music, musical prog-
rammes; this groups includes some forms connected directly with class-
lesson system and some, which are not connected with it at all: musical
programmes on radio, symphonic concerts at school, public concerts,
artistic part of a school performance (Kataryñczuk-Mania  2005: 101–
102). Every teacher should also apply so called musical training, which
develops and helps to acquire such skills as distinguishing height of sounds,
having good sense of timing and also language expression (Gruberne-
Bernacka 2009: 82). Motivation of pupils during listening to the music is
also quite important. Graýyna Darùak points out at some ways of motiv-
ation, which can be used by teachers at their work. These are for example:
[..] following the course of a piece using story; adjusting colours and
hues to the pieces of music, listening to the pieces of music along with
rhythmical and methodical exercises; expressing music, which one listens
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to in the plastic form and giving by children titles to pieces of music,
which refer to post-musical content and moods (Darùak 2005: 106).

Conclusions

One of conditions of success of a teacher’s work is possessing exact
knowledge on psychological traits of a child and its physical development.
Knowing psychological characteristics of a child one is aware, what can
be demanded from them and what teaching methods should be chosen.
Unfortunately a lot of teachers forget about applying the active listening
to the music in praxis, and music in the process of education is pushed
aside. Therefore it is difficult to define whether children who learn music
at musical academies, bands, music centres, who have contact with music
from the early childhood will become professional artists, or sensitive
listeners – lovers of music. Every child is an individual, has different
personality and motivation for work (Przybysz-Zaremba 2010: 20). A
musically talented child, who is being educated in this direction can in
favourable conditions become a composer, conductor, violinist, pianist
or outstanding singer. On the other hand an average child can only develop
his musicality, what will enrich his personality.

Muzikâli talantîgi bçrni un pedagoga kompetence

Margareta Pðibiða-Zaremba

Kopsavilkums

Ðajâ rakstâ analizçtas daþâdu autoru piedâvâtâs talantîga bçrna/
skolçna definîcijas. Literatûrâ norâdîts, ka talantîgu bçrnu raksturo augsts
intelekta koeficients (virs 120), seviðíi attîstîtas kâdas îpaðas spçjas, pie-
mçram, zîmçðanâ, mûzikâ, vai bûtiski sasniegumi mâcîbâs. Psiholoìiskajâs
pârbaudçs noskaidrots, ka talantîgi skolçni, salîdzinot ar citiem vien-
audþiem, mâcâs vieglâk un âtrâk, apgûst plaðâku un sareþìîtâku vielu.
Viòiem ir tendence strukturçt materiâlu, meklçt un atzîmçt daþâdu tçmu
savstarpçjâs saiknes, likumus un likumsakarîbas, tâpat viòiem raksturîga
oriìinâla, kreatîva pieeja daþâdiem jautâjumiem un problçmâm. Darbs
ar ðâdiem skolçniem prasa no pedagoga îpaðu predispozîciju un kompe-
tenci. Tai jâizpauþas ne vien konkrçtâ mâcîbu priekðmeta pârzinâðanâ,
bet arî didaktikas un psiholoìijas jomâ. Ne mazâk svarîga ir pedagoga
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aksioloìiskâ kompetence. Skolotâjs palîdz audzçknim veidot vçrtîbu sis-
tçmu, izprast tâs un sakârtot noteiktâ hierarhijâ un tâdçjâdi rosina viòu
izvirzît noteiktus mçríus dzîvç. Pedagoga aksioloìiskâ kompetence izriet
no viòa paða personîbas un saistîta ar tâdâm vçrtîbâm kâ atbildîba,
brîvîba, cieòa. Tâs ir bûtiskas gan izglîtîbas procesâ kopumâ, gan bçrnu
muzikâlo spçju attîstîbâ.

Atslçgvârdi: talantîgi skolçni, pedagoga kompetence
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Pastâvîgais un mainîgais mûzikas literatûras
priekðmetâ Latvijas pedagogu skatîjumâ

Mag. art. Aleksandra Ustjaòivska
Pâvula Jurjâna mûzikas skolas pedagoìe

Ievads

Pçdçjo gadu diskusijâs par Latvijas mûzikas skolu turpmâko attîstîbu
regulâri tiek skarti arî mûzikas teorçtiskie priekðmeti – solfedþo un mû-
zikas literatûra. Mans tieðais pçtîjuma objekts ir mûzikas literatûra kâ
mûzikas skolas mâcîbu priekðmets1. Raksta ietvaros pievçrðos tikai vienam
konkrçtam jautâjumam – Latvijas pedagogu skatîjumam uz mûzikas lite-
ratûras priekðmeta funkcijâm, saturu un lomu mûzikas izglîtîbas pirmajâ
pakâpç, proti, mûzikas skolâ, iezîmçjot pastâvîgo un mainîgo tendenèu
mijiedarbi.

Pçtîjuma pamatâ ir intervijas ar 21 Latvijas mûzikas skolu pedagogu
no Rîgas, Jûrmalas, Ogres, Salaspils, Siguldas, Talsu un Madonas mûzikas
skolâm. Visas intervijas veiktas laikâ no 2010. gada maija lîdz 2011.gada
martam2. Intervçto vidû bijuði daþâdu paaudþu pârstâvji, kuru darba
stâþs variçjas no viena lîdz 40 gadiem, daþi aptaujâtie mûzikas literatûras
skolotâji paðlaik jau ir pensijâ. Pârsvarâ respondenti beiguði Jâzepa Vîtola
Latvijas Mûzikas akadçmiju (Latvijas Valsts konservatoriju) kâ muzi-
kologi, pieci kâ pedagogi, vienam ir mûzikas vidusskolas teorijas nodaïas
beigðanas diploms.

Nepretendçjot uz visaptveroðu kopainu (tâ prasîtu plaðâku respon-
dentu loku un izvçrstâku aptauju), ieguvu materiâlu, kas iezîmç paðu
pedagogu viedokïus par mûzikas literatûras kursa saturu, galvenajiem
uzdevumiem, kâ arî par darba metoþu turpmâkâs attîstîbas iespçjâm.

Tâ kâ raksta ietvaros nav iespçjams parâdît visu interviju laikâ iegûto
materiâlu, pievçrðos, manuprât, galvenajâm problçmâm: mûzikas litera-

1 Daþâdos aspektos tas pçtîts maìistra darbâ Mûzikas literatûras priekðmeta
vçsture un funkcijas profesionâlâs ievirzes muzikâlâs izglîtîbas sistçmâ (Ustja-
òivska 2011).

2 Visas intervijas atðifrçtâ veidâ atrodas autores arhîvâ. Rakstâ respondentu
vârdi netiek atklâti, tie ir ðifrçti: Resp. A, Resp. B, Resp. C u. tml.
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tûras priekðmeta funkcijâm, ar to tieði saistîtajiem mâcîbu satura jautâju-
miem, kâ arî mâcîbu darba un pârbaudes formâm stundâs3.

Mûzikas literatûras metodikas vçsturiskâ attîstîba Latvijâ

Mûzikas literatûra ir jaunâkais priekðmets mûzikas skolu kopçjâ
mâcîbu priekðmetu sistçmâ, kas Latvijâ ieviesta pçc Otrâ pasaules kara
lîdz ar padomju varas nostiprinâðanos Baltijas republikâs. Mûzikas izglî-
tîbas trîspakâpju sistçma, kas pamatlînijâs vçl joprojâm eksistç visâ bijuðâs
Padomju Savienîbas teritorijâ, radâs Krievijâ 19. gadsimta vidû, kad sâka
veidoties pirmâs konservatorijas (Pçterburgas un Maskavas), kâ arî Milija
Balakireva un Gavriila Lomakina dibinâtâ Bezmaksas Mûzikas skola
(1862).

Tomçr mûzikas literatûras priekðmeta raðanâs laiks ir datçjams tikai
ar 1933. gadu, kad pirmoreiz ðâda mâcîbu disciplîna parâdîjâs Krievijas
bçrnu mûzikas skolu mâcîbu plânos. Jebkura jauna mâcîbu priekðmeta
ievieðana ir saistîta ar papildus grûtîbâm un materiâliem izdevumiem:
jâizstrâdâ programma un mâcîbu lîdzekïi, jâsagatavo mâcîbspçki, jâap-
maksâ stundas. Tâdçï vajadzîgi spçcîgi argumenti, kas apliecinâtu priekð-
meta nepiecieðamîbu. Attiecîbâ uz mûzikas literatûru ietekmîgâkie faktori,
manuprât, varçja bût vairâki.

Viens neapðaubâmi ir pats m û z i k a s faktors, kas sâkotnçji acîm-
redzot vairâk attiecinâts uz profesionâlo mûzikas izglîtîbu. Profesionâls
atskaòotâjmâkslinieks nevar veidoties bez labâm mûzikas literatûras zinâ-
ðanâm un bez orientçðanâs mûzikas vçsturiskajos stilos. Jaunais Sergejs
Taòejevs, Sergeja Prokofjeva pusaudþa gadu mûzikas skolotâjs, piemçram,
redzot sava skolnieka iedzimto muzikalitâti, ieteicis viòam sistemâtiski
iepazîties ar mûzikas literatûru, ko jaunais Prokofjevs arî darîjis vçl pirms
mâcîbu uzsâkðanas konservatorijâ. Pasaulslavenais vijolnieks Izaks Stçrns
savukârt uzskatîjis par nepiecieðamu iepazîstinât savus audzçkòus ne tikai
ar mûzikas vçsturi, bet arî ar laikmetu kultûru, komponistu biogrâfijâm,
vidi, kâdâ viòi dzîvojuði un strâdâjuði (Ëàãóòèí 2005: 15). Arî daudzi
citi izcili pedagogi atzinuði, ka topoðâ mûziía patiesa, vispusîga attîstîba
neaprobeþojas tikai ar virtuozas tehnikas veidoðanu: nepiecieðamas arî
plaðas un dziïas zinâðanas daþâdâs kultûras un mâkslas jomâs.

3 Savi viedokïi respondentiem, protams, bija arî par mâcîbu literatûru un pa-
lîglîdzekïiem, priekðmetu savstarpçjâm saiknçm un integrâciju, tâpat par vairâ-
kiem citiem intervijâs skartiem jautâjumiem.
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Otrs faktors, kas varçja iespaidot mûzikas literatûras priekðmeta
ievieðanu skolu plânos, varçja bût saistîts ar s o c i â l o  f a k t o r u. Bez-
maksas izglîtîba un arî tâlaika Krievijâ dominçjoðie centieni visur dot
priekðroku proletariâta atvasçm – strâdnieku bçrniem – radîja situâciju,
ka mûzikas skolâs mâcîjâs audzçkòi, kuru priekðstati par akadçmisko
mûziku bija gauþâm niecîgi4. Instrumenta spçles stundâs skolotâji nodar-
bojâs ar paðu spçles apmâcîbu, koncentrçjoties uz tehnisko iemaòu attîs-
tîbu5. Solfedþo priekðmets galvenokârt tika saprasts kâ dzirdes un ritma
izjûtas izkopðanas, arî mûzikas teorijas apguves kurss, kura saskare ar
mûzikas literatûru bija visai formâla. Bija nepiecieðams kâds priekðmets,
kurð mâcîtu paðu mûziku. Tas sasaucâs ar oficiâli deklarçto kultûrpoli-
tiku – katram valsts pilsonim ir tiesîbas bût izglîtotam un apgaismotam.
Tostarp arî mûzikâ.

Pusaudþu pârejas vecums (mûzikas skolas gadu otrais puslaiks) ðajâ
ziòâ tika atzîts par îsto brîdi. Kâ uzsver pieredzçjuðais mûzikas literatûras
metodiíis Aleksandrs Lagutins, pusaudþu vecumâ padziïinâs izziòas dar-
bîba, paplaðinâs intereðu loks, norisinâs intereðu individualizâcija. [..] ja
ðajâ periodâ skolçnus neizdosies ieinteresçt, aizraut ar nopietnu mâkslu
[..] , tad tâ nekad nekïûs par viòu garîgâs augsmes avotu (Ëàãóòèí 2005:
14–15).

Tomçr sava loma neapðaubâmi bija arî p o l i t i s k i  i d e o l o ì i s -
k a j a m  faktoram: mûzikas literatûrai vajadzçja kïût par idejiski pareizas
padomju pilsoòa audzinâðanas instrumentu. Skolai noteikti bija audzçkòi
jâiepazîstina ar padomju masu dziesmu, ar padomju komponistu lielisko
daiïradi, skolotâjiem vajadzçja stâstît par padomju bçrnu laimîgo bçrnîbu,
pretstatot to agrâko gadsimtu komponistu sociâli nenodroðinâtajai bçr-
nîbai un nabadzîgajai jaunîbai. Liecîbas par to glabâ gan mûzikas litera-
tûras programmas, gan mâcîbu grâmatas, kuras lîdz pat 20. gadsimta
70.–80. gadiem bija pakïautas stingrai ideoloìiskai cenzûrai.

Jâatzîst, ka ðis faktors stipri ietekmçjis mûzikas literatûras attîstîbu,
priekðmeta saturu. Vçl vairâk: zinâmâ mçrâ tas iespaidojis arî pedagogu
domâðanas modeli, kas savukârt vçlâk, laika gaitâ – kâ to atzîst mûsdienu
progresîvâkie mûzikas literatûras metodiíi (Êàê ïðåïîäàâàòü ìóçûêàëü-

4 Sistçmas veidotâji, kâ zinâms, orientçjâs ne tikai uz Krievijas lielpilsçtâm,
bet uz visas plaðâs valsts iedzîvotâjiem.

5 To darît skolotâjus mudinâja arî mûzikas skolâ vispârpieòemtâ vçrtçðanas
sistçma: par skolas (un arî pedagoga) profesionalitâtes lîmeni vienmçr sprieda
pçc konkursu laureâtu skaita.
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íóþ ëèòåðàòóðó 2007) – priekðmetu novedis lîdz saturiskai un metodiskai
stagnâcijai. Tomçr jâpiekrît, ka iepriekðminçto argumentu dçï pati par
sevi m û z i k a s  l i t e r a t û r a s  i e v i e ð a n a  b ç r n u  m û z i k a s  s k o l â s
b i j a  v a j a d z î g a. To aizstâvçja vadoðie pedagogi un akceptçja valdîba.

20. gadsimta 30. gados tiek izstrâdâtas pirmâs mûzikas literatûras
programmas bçrnu mûzikas skolâm. Tâda tikusi izveidota speciâlajâm
desmitgadîgajâm mûzikas skolâm. Samuils Oksers radîjis programmu
arî parastajâm bçrnu mûzikas skolâm. Lai gan metodiskus aprakstus par
priekðmeta realizâciju (ko mâcît? un kâ mâcît?) 30. gadu izdevumos atrast
nav izdevies, par vispârçjo ievirzi ïauj spriest Samuila Oksera un Vladimira
Vladimirova 40. gados kopîgi izstrâdâtâs mûzikas literatûras mâcîbu
grâmatas6.

Kopumâ pusgadsimta laikâ mûzikas literatûras priekðmetam izvei-
dotas un izdotas piecas centralizçtâs programmas, kas darbojâs visâs Pa-
domju Savienîbas republikâs: 1956., 1962., 1970., 1979. un 1982. gadâ.

Tâdçjâdi Latvijâ mûzikas literatûras priekðmets pastâv vairâk nekâ
60 gadus.

Mûzikas literatûras priekðmeta funkcijas

Intervijâs uzdotais jautâjums par mûzikas literatûras priekðmeta fun-
kcijâm bûtîbâ ietvçra vairâkus aspektus, aicinot respondentus novçrtçt:
— priekðmeta funkcijas mûzikas skolas kopçjâ sistçmâ;
— mûzikas literatûras iespçjamo ieguldîjumu audzçkòa personîbas

vispârçjâ attîstîbâ;
— ðîs disciplînas speciâlo mçríi un specifiskos mâcîbu uzdevumus.

Iegûto materiâlu kopsavilkums liecinâja, ka par pirmo aspektu aizdo-
mâjâs nedaudzi pedagogi. Lielâkâ daïa atbilþu skâra otro tçmu, tomçr
visdetalizçtâkie viedokïi tika pausti par treðo jautâjumu. Savâ ziòâ tas ir
pat simptomâtiski – skolotâjs redz audzçkni vispirms kâ skolçnu savâ
klasç, kuram ir jâapgûst noteikta programma. Par jautâjumu, kâpçc
audzçknim jâapgûst tieði ðâda programma, aizdomâjâs tikai 30% respon-
dentu. Uzskatu, ka tas ir saistîts ar centralizçto programmu radîto tradîciju
inerci, ko ilustrç sekojoða atbilde: Mçs par to nedomâjâm. Strâdâjâm tâ
kâ visi. Tâ bija sastâdîtas programmas (Resp. G 2010/2011).

6 Par to raksta Irina Prohorova broðûrâ Ïðåïîäàâàíèå ìóçûêàëüíîé ëèòåðà-
òóðû â øêîëå (1965).
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Visai viennozîmîgas bija atbildes uz jautâjumu: ko mçs redzam kâ
mûzikas skolas pamatproduktu – profesionâli vai mûzikas klausîtâju?
Kaut arî nosaukums profesionâlâs ievirzes skola saglabâjas, lielâkâ daïa
pedagogu ir pârliecinâti, ka primârais mçríis ir  i e i n t e r e s ç t s  u n  z i-
n o ð s  m û z i k a s  k l a u s î t â js. To ilustrç sekojoðas atbildes: Primârais
noteikti ir klausîtâjs, pie tam inteliìents cilvçks; ja pçc tam viòð bûs
profesionâls mûziíis, tad pavisam labi (Resp. P). Mums ir vajadzîgi erudîti
klausîtâji... Vçl Pçteris Vasks uztraucâs: kur paliek klausîtâjs, kurð ir
beidzis mûzikas skolu. Kâpçc viòð attâlinâjies no mûzikas un nemaz negrib
to spçlçt vai klausîties? (Resp. O 2010/2011)

Tâdçjâdi arî mûzikas literatûras priekðmeta funkcijâm ir jâizriet no
mûzikas klausîtâja pozîcijâm. Runâjot par nepiecieðamîbu audzinât
klausîtâju, respondenti atzîmçja, ka svarîgi audzçknî a t t î s t î t  p e r s o-
n î b a s  î p a ð î b as, daþi uzsvçra vçlmi i e m â c î t  m î l ç t ,  p a z ît un
sap ras t  mûz i ku. Skançja arî citi priekðmeta apguves argumenti: Mums
ir svarîgi, lai bçrns neatkarîgi no specialitâtes un vecumposma attîstîbas
tempa b û t u  r a d o ðs. Tad viòð bûs labâks kâ tçtis, mâmiòa – jûtîgâka
personîba (Resp. O 2010/2011).

Trîs atbildçs minçts formulçjums j â r a d a  u n  j â u z t u r  i n t e r e s e
p a r  m û z i k u, lai audzçknis turpmâk bûtu ieinteresçts pats apmeklçt
koncertus vai interesçties par komponistu un viòa daiïradi. Ir ïoti svarîgi
ieinteresçt bçrnus, neatbaidît un padarît akadçmisko mûziku dzîvu, sa-
protamu, pieejamu. Man ïoti svarîgi savâs stundâs redzçt dzîvas acis pretî
(Resp. F 2010/2011).

Skolotâja ar lielu darba pieredzi savâ atbildç (gan jâsaka – kâ viena
no nedaudzâm!) îpaði izcçlusi a t t i e k s m e s  v e i d o ð a nu: Mûzikas lite-
ratûrâ ietilpst arî emocionâlo pârdzîvojumu loka paplaðinâðana un muzi-
kâlâs gaumes veidoðana. Mçs audzinâm kulturâlu cilvçku. Tâpçc man
liekas, kas ðis priekðmets ir pats galvenais mûzikas skolâ. Par to, protams,
var strîdçties. Bet, ja paskatâmies no citas puses: specialitâtes skolotâjs
nodarbojas ar tehniskâm lietâm, solfedþo disciplîna atbild par dzirdes
attîstîbu, bet iztrûkst mûzika kâ tâda. Ko bçrns no mûzikas skolas iznesîs?
Specialitâti, kura pçc visiem spçlçðanas gadiem jau riebjas, vairâkiem tâ
notiek. Solfedþo tiem, kas neturpina mâcîties, daudz ko nedos. Savukârt
emocijas un iespaidi no mûzikas klausîðanâs paliks. Arî kaut kâda infor-
mâcijas par komponistu vai laika posmu (Resp. M 2010/2011).

Pat lieki pasvîtrot, ka attieksmes veidoðana ir iespçjama tikai tad, ja
audzçknis daudz un regulâri klausâs mûziku. Taèu nav nekâds noslçpums,
ka mûzikas literatûras pastâvçðanas pirmsâkumos stundas lielâkâ daïa
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bija veltîta runâðanai: pedagogs stâstîja par komponistu, par paðu mûziku,
audzçkòi atbildçja mâjâs sagatavoto materiâlu. Iespçjams, tas bija saistîts
ar pçckara ekonomisko situâciju – ne visâs skolâs bija plaðu atskaòotâjs,
skaòuplates. Paðu skolotâju klavierspçles prasmes ne vienmçr bija pietie-
kamas, trûka arî noðu. Tomçr vietâ atgâdinât, ka mâcîbu plânos un centra-
lizçtajâs programmâs kopð 60. gadiem bija paredzçts ilustrators, kurð
mûzikas literatûras stundâs audzçkòiem demonstrçja daþâdu þanru skaò-
darbus klavieru pârlikumâ. Tâds ilustrators, kâ sarunâ atcerçjâs vecâkâs
paaudzes skolotâja, bijis viens uz visu mûzikas skolu – uz visiem pedago-
giem, visâm grupâm. Tâdçjâdi mûzikas klausîðanâs profesionâla pianista
atskaòojumâ aizòçmusi apmçram 10 minûtes stundâ. Lai aizpildîtu ðo
trûcîgi nosegto klausîðanâs niðu, 50.–60. gadu programmâs rakstîts, ka
skolçniem kopâ ar pedagogu ir jâklausâs mûzikai veltîti radioraidîjumi
un gûtie iespaidi vçlâk jâapsprieþ nodarbîbâs. Tomçr skaidrs, ka sâkotnçji
mûzikas literatûras priekðmets bija pârsvarâ informatîvs.

Mûsdienâs klases tehniskais aprîkojums ir pietiekams, lai mûzikas
klausîðanai stundâs varçtu veltît vairâk laika, turklât dzirdçtu skaòdarbus
kvalitatîvos ieskaòojumos. Un tomçr: kaut arî mûzikas iepazîðanu gandrîz
visi respondenti atzîmçja kâ priekðmeta galveno funkciju, pedagogi atzîst,
ka joprojâm vairâk laika stundâs tiek veltîts runâðanai – pedagoga vai
audzçkòa stâstîjumam. Secinâjums nerunâ par labu mûzikai: ja tâ, tad
mûzikas literatûra pârvçrðas literatûrâ par mûziku . Vai ðâdâ ceïâ atrisi-
nâsim mûþam aktuâlo jautâjumu: Kâ iemâcît bçrniem klausîties mûziku?
Lakoniskâkâ un pilnîgâkâ atbilde uz ðo jautâjumu bija: Tikai klausoties
mûziku!  (Resp. E 2010/2011). Bet tas nozîmç: lai veltîtu vairâk laika
klausîðanai, ir jâpârskata un jâsamazina plânotâs informâcijas daudzums.

Jebkura priekðmeta plânojumâ iekïaujas stabila klasisko mâcîbu
uzdevumu triâde: gût zinâðanas, veidot attieksmi un izkopt prasmes. Par
pirmajiem diviem elementiem pedagogiem domstarpîbu nebija, turpretî
skaidri definçt, kâdas prasmes jâveido mûzikas literatûrai, daudziem ðíita
visai apgrûtinoði. Pieminot prasmi klausîties mûziku, vairâki uzsvçra,
cik sareþìîti to îstenot klasç: Nekad nevar paredzçt, kâds bûs rezultâts.
Viens sçdçs vienaldzîgi, cits pats ieinteresçsies (Resp. H 2010/2011). Nâcâs
secinât, ka pedagogi pârsvarâ strâdâ intuitîvi, piemçrojoties grupai (jo
atðíiras arî audzçkòi), cenðoties sabalansçt daþâdo prasmju apguvi pçc
situâcijas. Tikai viens respondents atzîmçja mûzikas literatûras ieguldî-
jumu audzçkòa profesionâlâs ievirzes prasmju izkopðanâ: Prast uzstâties,
pateikt savu viedokli un pamatot. Vadît koncertus, pieteikt programmas,
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pareizi izrunât komponista vârdu un skaòdarba nosaukumu – vajag
darboties! (Resp. S 2010/2011)

Tâdçjâdi jâatzîst, ka pedagogu viedokïos par mûzikas literatûras
funkcijâm bûtiskas domstarpîbas neatklâjâs. Par svarîgu tiek uzskatîta
gan redzesloka paplaðinâðana, gan intelektuâlo spçju attîstîba. Turklât
lielu lomu ðeit gûst ieinteresçtîba mûzikâ un radoðums. Tomçr pçc
atbildçm var secinât arî, ka daudzu pedagogu skatîjumâ mûzikas litera-
tûras primârais uzdevums ir informâcijas sniegðana. Tas noved pie nâkamâ
analîzes aspekta – pie mûzikas literatûras kursa mâcîbu satura izvçrtçjuma.

Mûzikas literatûras priekðmeta saturs

Vairâki pedagogi, kuriem darba stâþs pârsniedz divdesmit gadus,
intervijâs apliecinâja, ka visâ Padomju Savienîbâ bija jâstrâdâ pçc Mas-
kavâ izstrâdâtâm centralizçtajâm programmâm. Lîdz ar to katram skolo-
tâjam bija skaidrs, kâds informâcijas daudzums audzçkòiem ir jâapgûst,
cik lielam jâbût iepazîto komponistu un skaòdarbu skaitam. Par ðiem
jautâjumiem nediskutçja; skolu inspektoru un citu pârbaudîtâju pienâ-
kums bija sekot, lai kalendârajâ plânâ paredzçto mâcîbu vielu skolotâjs
attiecîgajâ datumâ mâcîtu attiecîgajai grupai. Turklât obligâti apgûstamo
komponistu un skaòdarbu saraksts bija (un vçl joprojâm ir) cieði saistîts
arî ar iestâjeksâmenu prasîbâm mûzikas vidusskolâ.

Situâcija mainîjâs 20. gadsimta 90. gados, kad katra skola pakâpenis-
ki izstrâdâja un apstiprinâja savu mûzikas literatûras kursa programmu.
Kâ pamats lielâkoties tika izmantota pçdçjâ, 1982. gadâ izdotâ Maskavas
centralizçtâ programma, cenðoties pielâgot tâs saturu savâm vçlmçm,
iespçjâm un jaunajai sabiedriski politiskajai situâcijai Latvijâ.

Apsprieþot intervijâs ar respondentiem mûzikas literatûras mâcîbu
satura jautâjumus (kâ palielinât vai samazinât apgûstamâ materiâla ap-
jomu, kâ piemçroties mûsdienu daudzveidîgajai mûzikas dzîvei, plaði
sazarotajai mûzikas kultûrai, strauji mainîgajai pasaulei u. tml.), pedagogi
dalîjâs divâs nometnçs: lielâkâ daïa atbalstîja plaðâka komponistu spektra
iepazîðanu, ðo atziòu pamatojot ar to, ka ne visi mûzikas skolas absolventi
stâsies vidusskolâ, tâpçc viòiem ir jâsniedz priekðstats par daþâdiem kom-
ponistiem. Piemçram, padomju laikâ otrais mâcîbu gads tradicionâli bija
veltîts aizrobeþu (jeb Rietumeiropas) mûzikas literatûras kursam, kas
balstîjâs uz seðu komponistu mûzikas apguvi: skolçni mâcîjâs par Johanu
Sebastiânu Bahu, Jozefu Haidnu, Volfgangu Amadeju Mocartu, Ludvigu
van Bçthovenu, Franci Ðûbertu un Frideriku Ðopçnu. Mûsdienâs lîdzâs
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ðiem komponistiem nostâjuðies arî Fçlikss Mendelszons-Bartoldi, Hektors
Berliozs, Dþuzepe Verdi, Dþakomo Puèîni un citi. Ir arî mçìinâjumi iepa-
zîstinât audzçkòus ar mûzikas pasauli pirmsbaroka laikmetâ, akcentçjot,
ka mûzika nesâkas ar Bahu.

Mazâks pedagogu skaits uzskata, ka mûzikas literatûras programma
mûzikas skolâ nedrîkst bût pârâk plaða, un labâk iepazît mazâk kompo-
nistu, bet padziïinâti. Kâ pamatojums ðim viedoklim tiek minçts arî nere-
gulârs nodarbîbu apmeklçjums attaisnotu (slimîba, konkursi, koncerti)
un neattaisnotu iemeslu dçï. Ir pedagogi, kuri atzîst, ka 1982. gada prog-
ramma ir laba un pietiekama: Ðî programma ir veidota tik pareizi, ka tur
neko nevajag likt klât [..] , tâ ir noslîpçta un stabilizçjusies 50 gadu garumâ
[..],  to var “atðíaidît” tikai ar fakultatîvâm stundâm  (Resp. A 2010/
2011).

Tomçr daïa pedagogu pasvîtro, ka programmâs jâatrod vieta 20.gad-
simta mûzikai, un tas jâdara vairâku iemeslu dçï. Pirmkârt, nedrîkst
atsveðinâties no gandrîz simts gadu ilgas muzikâlâs darbîbas un pieredzes:
ja mûzika nesâkas ar Bahu, tad tâ arî nebeidzas ar Nikolaju Rimski-
Korsakovu un Dþuzepi Verdi. Otrkârt, audzçkòi interesçjas arî par neaka-
dçmiskajiem þanriem – dþezu, roku, populâro mûziku, kas mûzikas litera-
tûras programmâs lielâkajâ skolu daïâ neatspoguïojas. Arî par populâro
mûziku pedagogiem bija savi viedokïi, kas polâri atðíîrâs: Es atradu vietu
arî populârajai mûzikai, kaut vai pçdçjâ klasç, bet skaidri pateicu, ka visu
es nezinu, bet no veciem ierakstiem man patîk ABBA, kuru bçrni vairs
nepazîst. Es atnesu savus ierakstus, viòi atnes savus (Resp. B 2010/2011).

Ðajâ atbildç sakòojas svarîga atziòa: nedrîkst atsveðinâties no audzçk-
òu interesçm, skolotâjam jâbût mûsdienîgam, citâdi audzçkòi atsveðinâsies
no skolotâja. Daudzi pedagogi ðo uzskatu atbalsta. Tomçr ne visi: Mçs
nemâcâm ðeit pat ne Gçrðvinu. Es uzskatu, ka populâro mûziku viòi var
apgût paði. Tas ir tas lauciòð, ko viòi labi zina, katrs priekð sevis vienmçr
atradîs. Mûsu uzdevums ir iepazîstinât tieði ar akadçmisko mûziku, jo to
viòi nezinâs, bet izklaidçjoðâ mûzika mums nav jâmâca. Ðlâgeris ir ðlâgeris,
mums ir çtiski augstâks uzstâdîjums (Resp. O 2010/2011).

Sarunâs par priekðmeta saturu tika skartas arî citas mûzikas litera-
tûras apmâcîbas ðíautnes: no kâdiem elementiem sastâv nodarbîba, ko
tieði pedagogiem ir svarîgi atklât savâs stundâs? Kopumâ tika izcelti trîs
satura elementi: komponista personîba, skaòdarbs un laikmets. Pieredzç-
juðie pedagogi zinâja teikt, ka pçdçjâ joma kïuvusi aktuâla tieði beidza-
majos 10–15 gados. Materiâlus analizçjot, secinâju, ka par svarîgiem
tiek atzîti visi trîs nosauktie elementi, tomçr to akcentçjums ir atðíirîgs.
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Daþiem pedagogiem priekðplânâ izvirzîts skaòdarbs, citiem – kom-
ponista personîba. Es runâju kâ personîba ar personîbu, un mçs runâjam
par treðo personîbu. Caur personîbu iepazîst mûziku (Resp. E 2010/2011).
Tomçr personîba ðeit netiek vienâdota ar komponista biogrâfiju, kâ tas
bieþi notika lîdz 90. gadiem. Centrâ ir komponista personîba, bet arî ar
to ir problçmas, jo mums nav tâdu zinâðanu par komponistu kâ cilvçku,
kas bçrnus interesç visvairâk. Vajag padarît komponistu tuvâku,
saprotamâku, cilvçciskâku – pietuvinât realitâtei (Resp. S 2010/2011).
Ïoti bieþi audzçkòiem vajadzçja skaidrot, ka tas Mocarts, kuru mçs
mâcâmies un klausâmies mûzikas literatûrâ, ir tas pats Mocarts, ko viòð
pats spçlç (Resp. B 2010/2011).

Laikmeta iezîmçðana, kultûrvçsturiskâ posma ieskicçðana, pçc vai-
râku intervçjamo domâm, ir nepiecieðama, lai audzçkòiem vieglâk bûtu
saprast, kâpçc komponists rakstîja tieði ðâdos un ne citos þanros. Tâ vieg-
lâk arî izraisît audzçkòos ieinteresçtîbu – iepazîstinot ar modi, tehniskajâm
iespçjâm, arhitektûras pieminekïiem u. c. Mûzikas skolu audzçkòiem,
tâtad apmçram vecumâ lîdz 16 gadiem, grûti saprast, kâpçc komponisti
rakstîja tik vecmodîgu mûziku, grûti aptvert, ka viòiem nebija interneta
un telefonu, ka 17.–18. gadsimtâ vispâr nebija tik daudz tehnisko iespçju
kâ mûsdienâs. Tâpçc laikmets ir nepiecieðams (Resp. B 2010/2011).

Lielâkâ daïa pedagogu atzîst, ka varçtu gan paplaðinât apgûstamâs
mûzikas klâstu, pievienojot ieskatu dþeza mûzikâ un popkultûrâ, tomçr
min vismaz trîs faktorus, kâpçc ðobrîd tas nav izdarâms:
— ierobeþotais laika limits;
— pedagogu nekompetence;
— neziòa par rîtdienu (izglîtîbas reforma turpinâs, un skaidrîbas par

mûzikas literatûras priekðmeta nâkotni nav).
Kopumâ òemot, intervçtie pedagogi runâja par mûzikas literatûru

labprât un daudz. Bija redzams ka ðis jautâjums ir aktuâls visiem. Vieni
aizstâvçja programmas satura paplaðinâðanu, citi turpretim iebilda, ka
pârâk plaðs komponistu spektrs nevar bût pieòemams. Visi atzîmçja, ka
ignorçt 20. (un pat 21.) gadsimta mûziku nedrîkst, tomçr vietu programmâ
tai atrast grûti – îpaði tagad, kad stundu skaits samazinâts.

Ðâda pretruna netieði liecina, ka kaut kas mûzikas literatûras
programmâ tomçr jâmaina pçc bûtîbas, jo nav iespçjams îstenot pedagogu
ïoti pamatotâs vçlmes, saglabâjot visu lîdz ðim mâcîto.
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Mâcîbu procesâ izmantotâs darba un pârbaudes formas

Taujâti par darbâ izmantotajâm metodçm un to maiòu pçdçjâs desmit-
gadçs, daudzi pedagogi atzîmçja, ka pamatlînijâs darba formas palikuðas
nemainîgas. Mûzikas literatûras stundâs arvien vçl galvenâ persona ir
pedagogs ar e m o c i o n â l u  s t â s t î j u mu, kas informç par laikmetu,
komponistu un ievada mûzikas klausîðanos. Ðî darba forma, kâ zinâms,
bija noteicoðâ lîdz pat 20. gadsimta 80. gadiem.

Daþi atzîmç d i a l o g a nepiecieðamîbu, citi pedagogi dçvç to par
d i s k u s i j u. Lai gan dialoga efektivitâte izcelta jau 70. gadu nogales
metodiskajos darbos, Latvijâ, pçc pieredzçjuðo pedagogu atziòâm, tâ kon-
sekventâk ieviesta, tikai sâkot ar 90. gadiem. Turpretim t ç m u  s p ç l ç-
ð a n ai ir visai senas tradîcijas (viens pedagogs to praktizçja jau 1964.
gadâ). Gandrîz visi respondenti atzîmçja, ka tçmu iespçjams atcerçties
tikai tad, kad ar to notiek darbîba – dziedâðana un spçlçðana. Tas sakrît
ar darbîbas teorijas pamatnostâdnçm.

Nosauktâs darba formas tiek uzskatîtas par ierastâm, pârbaudîtâm
un stabilâm. Tomçr lîdz ar tehnikas progresu arî mûzikas skolu praksç
iedzîvojas inovâcijas, kas ietver informâcijas tehnoloìiju lietojumu. Tâ,
piemçram, jaunâs paaudzes pedagogi, kuriem darba stâþs ir lîdz 10 ga-
diem, regulâri izmanto p r e z e n t â c i j as. Tas, protams, saistîts ar klases
tehnisko aprîkojumu. Pagaidâm vçl ne visâs Latvijas mûzikas skolâs ir
pieejams dators un projektors, vçl retâk – interaktîvâ tâfele. Viens respon-
dents pat visai kategoriski uzsvçra, ka mûzikas skolâs ir jâbût visam
nepiecieðamam tehniskajam aprîkojumam, kas atbilst Eiropas Savienîbas
prasîbâm. Kâ arî skolas ðtatâ ir jâbût programmçtâjam, kas kopâ ar peda-
gogu var sastâdît darba programmas un palîdzçt pilnâ apjomâ izmantot
pieejamo tehniku (Resp. A 2010/2011).

Realitâte gan ir tâda, ka ðobrîd tehniski aprîkot visas teorijas klases
visâs mûzikas skolâs mûsdienâm cienîgâ lîmenî nav iespçjams. Tâpçc pa-
gaidâm par stabilu klases tehnisko aprîkojumu uzskatâma tâ pati parastâ
tâfele, klavieres un mûzikas centrs. Retâk sastopams ir televizors ar DVD
un videoiekârtu. Vçl retâk – projektors ar balto ekrânu. Kâ pamatoti un
paðkritiski norâdîja vairâki vidçjâs un vecâkâs paaudzes pedagogi, pirms
aprîkot klasi pçc pçdçjâ tehnikas vârda, ir jâiemâcâs ar ðo tehniku dar-
boties. Jaunâkie kolçìi turpretim bija optimistiski noskaòoti: ja klasç
bûs dators un projektors, un vçl interaktîvâ tâfele, tad taèu bûsim spiesti
iemâcîties to visu izmantot! Tad mâcîsimies un iemâcîsimies!
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Pedagogu viedokïi dalâs, runâjot par mûzikas literatûras stundâs
izmantotâm pârbaudes formâm. Respondenti stâstîja gan par pârbaudes
veidiem noslçguma eksâmenâ, kas Latvijâ praktizçts tikai apmçram pçdç-
jos desmit gadus, gan par kontroles formâm ikdienâ. Zîmîgi, ka tieði ðajâ
jomâ konstatçjamas kâ stabilas tradîcijas, tâ izteikti jaunas vçsmas.

Lîdz 20. gadsimta 90. gadiem saskaòâ ar visâm centralizçtajâm prog-
rammâm galvenâ pârbaudes forma bija v ie las  mut iska  a tpras îðana.
Audzçkòiem bija jâstâsta par komponista biogrâfiju un daiïradi, kâ arî
par konkrçtiem skaòdarbiem. Protams, tas neizslçdza arî rakstiskâs
atbildes. Kopð 60. gadiem mûzikas skolâs, kâ jau iepriekð minçts, pakâ-
peniski tika ieviesta t ç m u spç l çðana. No 80. gadiem stabili iesakòojâs
a p g û t o  s k a ò d a r b u  a t p a z î ð a n a  p ç c  d z i r d es. Ðî zinâðanu pâr-
baudes forma Latvijâ tiek lietota jau turpat 40 gadus. Atpazîstamo mûzi-
kas piemçru skaits svârstâs robeþâs no aptuveni 40 lîdz 100 skaòdarbiem.

Savukârt kopð 20. gadsimta 90. gadiem populâri kïuvuði daþâdi testu
veidi – gan slçgtâ tipa testi (jâizvçlas atbilde no piedâvâtajâm), gan atvçrtâ
tipa testi (paðiem jâieraksta prasîtâ informâcija). Nereti izmantoti arî
eseju tipa uzdevumi, nelieli sacerçjumi, rakstiskas pârdomas par kâdu
jautâjumu.

Iegûto materiâlu analîze ïâva secinât, ka, izvçrtçjot uzkrâto pieredzi,
skolas tagad lieto praktiski visas minçtâs pârbaudes formas. Tomçr pe-
dagogu viedokïi par mutiskajâm un rakstiskajâm atbildçm gan dalâs.

Mutisko atbilþu piekritçji pârsvarâ uzsver, ka tâs palîdz veiksmîgâk
risinât audzçkòiem raksturîgâs saskarsmes problçmas. Bûtiskâkie argu-
menti ir ðâdi:
— p r a s m e  i z t e i k t i es: Virtuâlajâ pasaulç uzturoties, audzçkòi vairs

nemâk izteikties, runât auditorijas priekðâ, veidot teikumus, skaidri
formulçt domu  (Resp. F 2010/2011). Ðajâ sakarâ jâatgâdina, ka pras-
me skaidri formulçt domu  arvien tikusi akcentçta arî centralizçtajâs
programmâs;

— a u d z ç k ò a  a t t i e k s m e s  a t k l â ð a na: Atbildot mutiski, veidojas
cieðâka, cilvçciskâka saskare ar audzçkni, ar katru indivîdu. Testa
variantâ grûti iepazît atbildçtâju, tests ir bezpersonisks (Resp. N 2010/
2011);

— vâ rdu  k râ j uma  bagâ t i nâðana  un  l o ì i s kâs  domâðanas
a t t î s t î b a: Audzçkòiem ir jâprot runât par mûziku. Tas ir pats gal-
venais, bet runât par mûziku ir jâmâcâs. [..] vajag mâcçt klausîties
un vârdiski paskaidrot saklausîto. Tâ kâ ðajâ vecumâ viòi ar saviem
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vârdiem to izdarît vçl nevar, tad jâbalstâs uz mâcîbu grâmatu –
jâmâcâs atstâstît izlasîto (Resp. A 2010/2011).

Tieðâm, mûsdienâs bçrniem ir vçrojamas nopietnas valodas un
saskarsmes problçmas. Jâpiekrît arî, ka par mûziku vai komponistiem
ðajâ vecumâ runât ir grûti. Un tomçr – savâ starpâ par pusaudþus intere-
sçjoðâm lietâm viòi spçj runât veikli un aizrautîgi! Tad problçmu nav. Ar
to gribu pasvîtrot, ka liela loma tomçr ir personiskâs ieinteresçtîbas fak-
toram: es varu runât tad, ja man ir interesanti, ja ðîs informâcijas ievâkðanâ
un apstrâdç esmu ieguldîjis pats savu darbu un prâtu.

Savi argumenti ir arî rakstisko testu aizstâvjiem, un tie pârsvarâ tiek
attiecinâti uz noslçguma pârbaudîjumiem:
— l a i k a  l i m i t s: Viòiem jâdod laiks apdomâties, pie tam viòi nemâk

domât tikpat âtri kâ pieauguðie. Tajâ brîdî, kad viens atbild, otrs
taèu nevar koncentrçties uz savu biïeti – viòð klausâs, kâ atbild
iepriekðçjais (Resp. B 2010/2011);

— s t r e s a  s i t u â c i ja: Es ïoti labi atceros to drausmîgo stresu, kad
vajadzçja aptvert visu pasaules mûziku, sâkot ar baroku, beidzot ar
Vasku un Vîtolu – ar visiem skaòdarbiem, ar visiem komponistu
daiïrades raksturojumiem – tas bija ârprâts. Tâpçc, lai pasargâtu no
stresa savus audzçkòus, izstrâdâju testu ar daþâdiem uzdevumiem
(Resp. S 2010/2011);

— m u t i s k â s  a t b i l d e s  s u b j e k t i v i t â te: Esmu kategoriski pret
mutiskiem eksâmeniem, beidzot vidusskolu vai bçrnu skolu. Tas ir
tik subjektîvi, cik subjektîvi var bût, no viena velkam ârâ atbildi, no
cita nevelkam (Resp. E 2010/2011).

Pagaidâm ne visai izplatîta, tomçr vairâkâs skolâs lietota audzçkòu
sasniegumu kontroles forma ir p r o j e k t a  d a r b s par konkrçtu tçmu.
Audzçknis var izvçlçties kaut vai populâro mûziku, bet tâ jâraksturo no
mûzikas literatûras viedokïa. Ðâdi darbojoties, pçc vairâku pedagogu
atziòâm, audzçkòi var izpausties radoði: sameklçjot informâciju, izveidojot
prezentâciju, uzrakstot referâtu ar attçliem vai zîmçjumiem, izveidojot
plakâtu. Ðeit priekðplânâ tiek izvirzîta audzçkòa radoðâ darbîba un prasme
pastâstît par sava darba rezultâtiem.

Tâdçjâdi mûsdienâs tiek atzîtas un praksç darbojas ðâdas pârbaudes
un kontroles formas: mutiskâ atbilde, tçmu spçlçðana, tçmu atpazîðana
pçc dzirdes, testu sistçma un projekta darbi. Kopçjâ pârbaudes forma
visâs Latvijas skolâs ir tçmu atpazîðana pçc dzirdes, savukârt pârçjâs ir
atkarîgas no katra pedagoga nostâdnçm.
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Noslçgums

2010./2011. mâcîbu gadâ veiktâs intervijas ar Latvijas skolu mûzikas
literatûras pedagogiem un iegûto materiâlu analîze atklâja vairâkas
mûsdienâs aktuâlas problçmas ðî priekðmeta pasniegðanâ.

Runâjot par funkcijâm (mçríis: audzinât ieinteresçtu un zinoðu klau-
sîtâju), atklâjâs, ka vairumam mûsu pedagogu pagaidâm pirmajâ vietâ
tomçr ir zinâðanas, neskatoties uz to, ka galvenâ, specifiskâ priekðmeta
funkcija ir mûzikas klausîðanâs iemaòu veidoðana. Uz jautâjumu kâ iemâ-
cît klausîties mûziku? atbilde ir iespçjama tikai viena – klausoties mûziku!
Un arî secinâjums ir viens: lai izbrîvçtu plaðâku vietu un laiku mûzikas
klausîðanai, ir jâpârskata lîdz ðim plânotais informâcijas daudzums un,
iespçjams, arî paði materiâla plânoðanas principi. Par ðiem jautâjumiem
ir jârunâ, jâdiskutç, jâapgûst Latvijas un citu valstu pedagogu labâkâ
pieredze.

Turklât, skaidri definçjot mûzikas literatûras priekðmeta saturu un
saprotot kâpçc, priekð kam mâcît audzçkòiem tieði ðo un ne citu materiâlu,
vieglâk un loìiskâk bûs risinâma arî metodiskâ daïa. Proti, kâ rosinât
audzçkòus apgût skolotâja iecerçtâs zinâðanas un prasmes, kâ vairot moti-
vâciju aktîvi darboties paðam, kâ mâcît audzçkni mâcîties. Ðie jautâjumi
mûsdienâs ir vienlîdz aktuâli it visos mâcîbu priekðmetos, un mûzikas
literatûra nav izòçmums.

Un vçl pçdçjâ atziòa. Intervijas apliecinâja, ka Latvijas mûzikas skolu
pedagogu radoðâs potences, idejas un prasmes mûzikas literatûras mâcîbu
satura veidoðanâ ir pârliecinoðas, tomçr kopçjam darbam pietrûkst skaidra
didaktiskâ mçría. Neskatoties uz to, ka centralizçto programmu laiks ir
pagâjis, kâdam Latvijâ ir jâuzòemas atbildîba par mûzikas literatûras
priekðmeta kopçjo attîstîbas tendenèu un vadlîniju izstrâdi, pedagogu
ziòâ atstâjot konkrçtu programmu veidoðanu.

Savukârt, lai veiktu vçlamâs izmaiòas mâcîbu saturâ, no jauna ir
jâsaskaòo noslçguma un uzòemðanas prasîbas pârejas posmos uz nâkamo,
augstâko izglîtîbas pakâpi. Prakse râda, ka no iestâjpârbaudîjumu prasî-
bâm lielâ mçrâ ir atkarîgs katra priekðmeta saturs zemâkajâ pakâpç.
Iniciatîvai, manuprât, ir jânâk no augðas. Sistçmu no lielâkâ uz mazâko
piedâvâju tâpçc, ka katrai mâcîbu iestâdei ir skaidrs, kâdu materiâlu jeb
cik sagatavotu audzçkni tâ vçlas redzçt savâs sienâs. Turklât ne vien cik
zinoðu, bet pirmâm kârtâm cik protoðu izmantot mûzikas literatûras
stundâs uzkrâtâs zinâðanas un prasmes.
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The Permanent and Changing in the Contents and
Methods of the Subject of Music Literature

Aleksandra Ustjaòivska

Summary

Music literature is an academic subject with long history though it is
the youngest within the system of basic disciplines of music school. Created
in Russia in 1933, it entered Latvia together with children’s music schools in
late 40-ies. The inclusion of the subject into the curricula of music schools
was well grounded as besides playing the instrument (speciality) and solfeggio
(where the main task was considered to be the training of pitch and study
of musical theory) was also needed a subject that would open the student’s
way towards music comprehension and the sense of its esthetical appeal.

 The general lines of the subject from the very start were positioned
in the centralised programmes of Moscow, they had the force of a law,
also in Latvia. The influence of the centralised programmes weakened
after 90-ies of the 20th century, when every school started to work out
their own programmes for this subject.

The interviews with teachers of music literature carried out in
academic year 2010/2011, revealed several problems inherent in the subject
nowadays. Speaking about functions (target: to educate an interested
and informed listener) it turned out that for the majority of pedagogues
exactly knowledge is in the first place, not taking into the consideration
that the main specific function of the subject is the development of listening
skills. Once it was a real problem as initially the subject of music literature
was mostly created as informative (there were no records – pedagogues
told and dictated, books appeared – assigned the students to read them,
retell the material in class, but listening quite frequently took the last
place). Nowadays such approach is morally out-dated. To the question
how to teach to listen to music? there exists only one answer – by listening
to music! In its turn it means that in order to dedicate more time to
listening, the amount of information should be reduced.

Though the times of centralised programmes in Latvia are over, some-
body must take responsibility about the development of general lines
and general tendencies of the subject of music literture leaving the develop-
ment of definite programmes to pedagogues. While working on the re-
search the interviews carried out proved that Latvian music school
pedagogues have convinsing creativity and skills of developing content
of curricula, still the common work lacks a clear didactic target.
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In order to make definite changes in the content, the final and entrance
requirements for passing from one level to the next higher level of education
must be unified anew. Possibly the initiative must come from the top. I offer
exactly this system from larger towards smaller because every educational
establishment is clear what material or how well-prepared student it wants
to see in their classroom. The praxis shows that the content of the subject
at a lower level depends on the requirements for entrance examinations.
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