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PRIEKSVARDS

Mazikas zinatnieka darbs pirmam kartam, ka zinams, ir pacietibas
un rapibas darbs. Vienalga, vai tas saistits ar vésturiskas faktologijas
vakSanu, vai nosu teksta analizi, vai iedzilinasanos audioierakstu skané-
juma, vai lauka pétijumiem, vai novérojumiem muzikas izglitibas lauka.
Bez ta nav iespéjama pétnieka darba otra — patikamaka, bet grutaka
dala: materiala izvértésana, apjégsana, jaunu koncepciju veidosana. Vaja-
dzigas ir abas, un to parasti uzskatami pierada uz augstskolu konferencu
materialiem balstitie zinatnisko rakstu krajumi. Lidzas pieredzéjusiem
zinatniekiem tajos debité magistranti un doktoranti. Lidzas rakstiem,
kas atspogulo konceptualu, pabeigtu pétijumus rezultatus, ir zinojumi,
kas izgaismo tikai kadas pétamas problémas atsevisku Skautni.

Iznémums nav ari §is krajums. Ari taja ievietoto rakstu zinatniskais
svars ir dazads. Tomér pamatlinijas visos tekstos ir saglabata krajuma
virsraksta minéta ievirze — Mizikas zinatne Sodien: pastavigais un maini-
gais. Pastavigais ir saistits ar iestradatam, laika parbaudi izturéjusam
muzikas pétniecibas metodém. Bet mainigais liek ieslégt kritisko doma-
Sanu un parbaudit gan vecas, gan jaunas zinatniskas paradigmas. To
analize un nepartraukta parskatisana ne tikai veido petniecisko diskursu,
bet ari palidz izprast nozares attistibas gaitu un virzibu ilgaka laikposma,
raksta Anda Beitane tradicionalas muzikas pétniecibas sakara. Un daudze-
jada zina So atzinu atspogulo ari vairaki citam muzikas jomam veltitie
raksti, kuri izvirza, formulé un risina masdienu muzikas zinatnei aktualas
problémas.

Tradicionalas muzikas pétniecibai veltitaja sadala ievietotie
raksti skar plasu problému spektru. Romualdu Apanavicu arvien vél
nodarbina jautajums par etniskas muzikas butibu. Autora izvirzitais
globali augstais skatupunkts (etniskas un akadémiskas muzikas salidzina-
jums) gan izraisa virkni diskutéjamu jautajumu. Tacu atzina, ka tradi-
cionala muzika japéta ar savam, atskirigam metodém, ir nenoliedzami
svariga. Latviesu etnomuzikologija 1 pozicija ka aksioma pienemta un
uz lauka pétijumiem balstitajos muzikali antropologiskas ievirzes darbos
kopta jau kop$ 20. gadsimta 90. gadiem. Tacu Sobrid sevi pieteikusi jauna
paradigma — atkal aktualizéta starptautisko sakaru pétniecibas ideja.
Prieksstatu par tas iedzivinajumu latviesu un baltkrievu etnomuzikologu
kopigi veiktos pétijumos Baltkrievijas pierobeza sniedz Anda Beitane,
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Prieksvards

savukart par situaciju Klaipédas un Kursu kapas regiona, kur kops seniem
laikiem dzivo gan lietuviesi, gan latviesi, stasta Lina Petrosiene. Pétniecisku
domu rosina un lidzibas meklét aicina Vidas Palubinskienes raksts par
religisko dziesmu ieklavumu Lietuvas kanklu spélétaju repertuara. Merki,
péc kura mums, latvieSiem, vél centigi jatiecas, iezimé Kristina Apana-
viCute, véstot par lietuvieSu tautas muzikas instrumentu muzeja rosigo
darbibu.

Dazadu kultaru krustpunktu un mijiedarbes pétnieciba, parredzot
Eiropas kultartelpu kopuma, tiek uzskatita par ipasi svarigu musdienu
paradigmuarimizikas veéstures pétijumos. Tris $is tematiskas kopas
raksti sniedz vértigas liecibas par vacbaltu pilsonibas aprindas vérojamam
aktivitatém 18. gadsimta beigas un 19. gadsimta. To vidu ir Ligas Peter-
sones pétijums par klavieru trio muzicé$anas tradiciju attistibu $1 perioda
Rigas vacu vidé un Ilmas Grauzdinas véstijums par Rigas Doma lielérgelu —
vacu firmas Walcker & Cie. bavéta instrumenta — vésturi. Zannas Kna-
zevas raksta lasami interesanti fakti par Péterburgas Liedertafel biedribu
un tas kora viesosanos Rigas vacu dziedasanas svétkos 1861. gada. Nozi-
migu problému risina Zane Predele, mekléjot atbildi uz jautajumu, ka
latvieSu sabiedriba atgriezas vaciska vide augusais, krievu videé studéjusais
un Péterburga ilgus gadus stradajusais Jazeps Vitols. Un nedaudz cita
rakursa, caur latviesu spélfilmam rakstito Margera Zarina muziku raugo-
ties, par dazadu laikmetu un kultaru saskarsmi raksta ari Zane Saulite.

Tematiski plasu spektru piedava muzikas estétikas un
teorijas sadala. Vairaku autoru uzmanibu rosinajusi kadi specifiski
muzikas zanri: sonata da chiesa (Olga Savicka), kora koncerts (Galina
Cmiga), sakralas tematikas lielformas kompozicijas (Violeta Tumaso-
niene), muzikas... (lona Budeniece). Jaunas paradigmas neapsaubami ir
saistitas ar skatpunkta paplasinasanu gan Rietumu, gan Austrumu vir-
ziena, kas sasaucas ar postmodernisma atvértajiem neparskatami plasa-
jiem apvarsniem muzikas filozofijas un estétikas, tapat ari stilu, zanru un
formu mijiedarbé. Saja zina vérigam lasitajam vielu pardomam sniegs
gan Jelenas Lebedevas raksts, gan baltkrievu kolégu Nellijas Macabe-
ridzes, Tatjanas Mdivani un Allas Subotpajas apceres. Bet lietuviesu
kolegis Sergejs Okrusko ar savu publikaciju noslédz iepriekséjos krajuma
laidienos aizsakto sarunu ar lasitaju par muzikas genézi un par instrumen-
talas sakotnes lielo nozimi taja.

Patikami atzimét, ka pédéjos gados muzikologu interesi arvien biezak
saistaatskanotajmakslasizpéte, jo $aja joma nepadarita vél daudz.
Te noderigi gan monografiska tipa raksti (Leonids Melniks par dirigentu
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Saulu Sondecki) un analitiskas apceres (Irina Gorbusina par klavier-
muzikas notografijas problémam), gan iedzilinasanas kada zanra specifika
(Vladimirs Babariko par intoné$anas iespéjam akordeona spélé) un dzeza
improvizacijas daudzveidigajas iespéjas (Evalds Daugulis). Katra zina
jaunais $aja joma saistams ar nesaraujami cieSu praktiskas muzicé$anas
un teorétiskas apceres mijiedarbi.

Par musdienigam paradigmam pastavigi tiek runats izglitibas nozaré,
un tas, protams, skar arimuzikas pedagogiju. Klasiskais trijsturis
Skolotajs-Skoléns-Muzika ietver daudzus pétamus jautajumus. Vairakus
no tiem risina polu mazikas pedagogi Pavels A. Tsoss, Risards J. Pjotrov-
skis, Macejs Kolodzejskis, Margareta PSibisa-Zaremba. Esmu parliecinata,
ka jaunas paradigmas $aja joma galvenokart vérstas virzienos, kuros gajusi
gan polu kolégi, gan krajuma parstavétie Latvijas autori — ar nopietniem
zinatniski eksperimentaliem pétijumiem (Valdis Bernhofs) un muzikas
pedagogu radosa potenciala un uzskatu plasaku izzinasanu (Aleksandra
Ustjanivska).

Ta nu 2012. gada zinatnisko rakstu krajums ir izveidojies krietni
biezs apjoma un loti daudzveidigs tematika. Sis fakts, pirmkart, izteiksmigi
stasta par DU Muzikas un makslu fakultates regulari rikotas zinatniskas
konferences arvien pieaugoso prestizu. Otrkart, autoru vida lasamie jaunie
vardi apstiprina, ka muzikas zinatnei ir nodrosinats turpinajums nakotne.
Un, treskart, tas parliecina, ka liela dala krajuma publicéto rakstu skaidri
ieziméjas jauno, musdienigo paradigmu parliecino$a apguve muzikas
zinatnes joma.

Ilma Grauzdina



I. TRADICIONALA MUZIKA

DTHHYECKAS U aKaAeMHn4YeCKaa My3blka:
CX0ACTBO M pa3inumsa

Tabunumuposanrwiii 00KmMop 3mHoON0UU
Pomyanbaac AnanaBudioc
IIpogpeccop Yuusepcumema um. Bumaymaca Beaukoeo (Kayrnac)

Beenenne

Borpoc cooTHOIIEHUST STHUYECKON U aKaleMUYeCKOW MY3bIKU He
TOJIBKO HE PEIIEH, HO TTPAKTUUECCKU U HE pacCMaTPUBAJICS. DTHUUYECKAsT
My3bIKa 1 B TIPOIILJIOM, ¥ B HACTOSIIIIEE BPEMSI B OCHOBHOM BOCTIPUHU-
MaeTcsl KaK My3blKa B TIOJTHOM CMBICJI€ TOTO CJIOBA U CUUTAETCS YacCThIO
MY3bIKaJIbHOTO UCKYCCTBA. [IJ1s1 McCclieI0BaHMS U OLIEHKU STHUYECKOI My~
3BIKU MTPUMEHSIIOTCS T€ K€ CaMble METObI U MTOHSITHUS, KOTOPBIE TPUMe-
HSIIOTCST U JJISI MICCJIEOBAHUS U OLIEHKM aKaIeMU4eCKON MY3bIKU. DTO
00CTOSITEILCTBO CO3JAET MPOOJIEMY He TOIbKO ISl UCCIeI0OBaHus, HO U
JUUIST OLEHKU CaMOit STHUYECKOU MY3bIKM, OCHOBHBIE CBOMCTBA KOTOPOI,
10 MHEHUIO aBTOPA, 3aMETHO OTJINYAIOTCSI OT CBOMCTB aKaIeMUIeCKOM My-
3BIKU.

AsTopom enig B 2001 romy ObL1a BbICKa3aHa MBIC/Ib, YTO OCHOBHbIE
CBOMCTBA 3THUYECKOI My3bIKH, 8 UMEHHO — CTUJIY U JIaJbl — HAaBEPHSIKa
BO3HUKJIM HATYPaJIbHO, 0€3 BMEIIaTeThCTBA YeIOBEKa, HA OCHOBAHUS €C-
TECTBEHHBIX 3aKOHOB (DM3UKHU 1 My3bIKaJIbHOI aKyCTUKU. bbU1o oOpartie-
HO BHUMaHME TakKe W Ha TO, YTO camMa 3THUYECKasi My3bIKa 1 10 HallluX
JHEeW coxpaHWIa sIBHbIE MTPU3HAKU MePBOOBITHON KYJBTYPhl, OTYETO aB-
TOP CUMUTAJI, YTO ITHUYECKAS] My3bIKa TOJKHA PACCMATPUBATBCS KaK SIB-
JIEHUE NPUMUMUBHO20 VICKYCCTBA, a TS €€ UCCIIeIOBAHMS U OLIEHKU J0JI-
>KHbI IPUMEHSITHCS COOTBECTBYIOIIIME METONbI U MOHATUS (Apanavicius
2001). OTu MbIcau aBTOp OOJIee OCHOBATEIbHO Pa3BUJI B CBOMX MOCIETY-
formx myommkannsax (Amanasuatoc 2007; Apanavicius 2009; Apanavicius
2010), omHako ocTasics eni€ ONUH, IO MHEHUIO aBTOPA, CaMblii CyIIIECTBEH-
HbII BOIPOC — COOTHOIIEHUE STHUYECKON U aKaIeMUYeCKON My3bIKH, TO
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Miizikas zindtne sodien: pastavigais un mainigais — IV

€CTh — IMpo0bJIeMa He TOJIBKO CXONICTBA, HO 1 SIBHBIX Pa3IMUMit. DTOT BOII-
poc aBTop Takxke BbiaBuraa B 2001 romy, oAHaKO OCHOBATEIbHO €ro He
Pa3BHII, HAMETHUB JIMIIb TJIaBHBIE YEPTHI 3TOM MTPOOJIEMBI.

Ll e 16 — MccemoBaHME COOTHOIIEHUSI OCHOBHBIX CBOMCTB 3THMYEC-
KOI 1 aKaJeMUIE€CKOM MY3bIKH.

JaHHBIEe — MPUMEPHI 3BYKO3aMMUCEl 1 HOTHOTO MaTepuaia 3T-
HUYECKOUN M akageMuuyeckoi My3blku: okoso 300 3Bykozanuceit u 200
HOTHBIX IIPYMEPOB 3THIUECKOM MY3BIKU, XPAHSIINXCS B COOCTBEHHOM ap-
XWBE aBTOpa, 1 IMPUOIU3UTEIBHO TaKOe K€ KOJMYEeCTBO 3ByKO3aInceit u
MMPUMEPOB aKageMUIECKOM MY3bIKH.

MeToabl — aHanu3, 00001IeHUE, CUHTE3.

Pe3ynbTaThl — BEIIBUTACTCST MBICIIb O TOM, YTO OCHOBHBIE CBOM-
CTBa 3THUYECKOU M aKaIeMUIECKOI My3bIKI UMEIOT He TOJIbKO CXOJICTBA,
HO M CYIIIECTBEHHBIC Pa3I4Ms, YTO JAJIT OCHOBAHWE TPUMEHUTH Pa3Ing-
HbIE METOMIBI MX UCCIIETOBAHUS 1 OLICHKU.

KniodgeBbie cloBa — 3THMYECKAs] My3bIKa, aKageMUIecKass My-
3BbIKa, CXOACTBO, Pa3ININs.

®opmabHble TPU3HAKH

Ecnu cpaBHnM sTHHUYECKY0 (DM) 11 akaneMrUIecKyto My3bIKy (AM)
B caMuX OOILIMX YepTax, TO OYEBUIHO, UTO OHM UMEIOT TE€ XK€ caMble OC-
HOBHBbIE MPU3HAKK, OJlarogapsi KOTOPbIM M 9THUYECKAsl, U aKaJeMuuec-
Kasi My3blKa CUMTACTCsl MY3blKOL B TIOJTHOM CMBICJIE 3TOTO CJIOBa. DTUMU
OCHOBHBIMM (hOpMaTbHBIMU MIPU3HAKAMU, TT0 MHEHUIO aBTOPA, SIBIISIOT-
csl Mesonusl, puT™M U ¢aktypa. KoHeuHo, MpU3HAKOB MOXXHO Ha3BaTh U
OoJble, OAHAKO UMEHHO 9TU TPU SIBJISIIOTCSI CAMBIMU 3aMETHBIMU U 3HA-
YUTEJTbHBIMU B OTNIPEAEIEHUU HE TOJBbKO CTUJIEI U 1aJ0B — O YJIM TOBOPU-
JIOCh B MPEAbIAYIIMX MyOJMKALIMSIX aBTOpa, — HO 1 B OLIEHKE CXOACTBA U
pa3Inuunii STHUYECKOM M aKaIeMUYECKOU MY3bIKH.

YenoBeuecKuii CIyX U CO3HaAHKE B TEPBYIO OYePEeab BOCIIPUHUMAIOT
MEJIOAUIO, TIPU MPOCIYLINBAHUM KOTOPOU OTpeaessieTcs e€ puT™M 1 (hak-
Typa. [ToaTomMy Mesionus SIBJsIETCSI CaMbIM MIEPBBIM M OCHOBHBIM (hOpMaJib-
HbIM IPU3HAKOM, HA OCHOBAaHU U KOTOPOTO MOXHO OMPEAEIUTD U IpyTre
CcBOIicTBa My3bIKU. PUTM — TakKe Bas)kHOE CBOICTBO, a (pakTypa OTpakaeT
COCTaB UCITOJIHUTESIEH 1 pacloI0XEeHWE BOKAJIbHBIX TOJIOCOB MW UHCT-
PYMEHTAIbHbBIX MAPTUA.
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P. Anar ) KA U aKademu1ecKkas My3sika: cXo0Ccmeo u pazau4us

Tabnuua 1.
CxonctBo 1 pazmmaust DM u AM
10 OCHOBHBIM (hopmabHbIM npusHakam (ODII)
OPI1 OM AM
Menoaust 3aHMMaeT BAXXHOE MECTO, HO MOXET U OueHb
OTCYTCTBOBAaTh CYIIECTBEHHA
Putm 3aHMMaeT BaXXHOE MECTO, HO MOXeT ObITb 1 OueHb
HE CTOJIb CYLIECTBEHHBIM CYIIECTBEHEH
®dakrypa He cronb cyiiectBeHHa OueHb
CYIIIECTBEHHA
Onenka OPIT  3aHuMarT BaskHOE MECTO, HO MOTYT ObITh 1~ O4YeHb
HE CTOJIb CYIIECTBEHHBIMU BaXKHbIC

B ta6nuiie mokaszano, 4to 11t AM Bce ODIT saBnstroTcst oO4eHb BaXK-
HBIMU, a 1711 DM OHU UMEIOT 3HaUYE€HUE, HO MOTYT ObITh U HE CTOJIb CYIlie-
CTBEHHBbIMU. Menonrka B DM, HanpuMep, MOXKET COBCEM OTCYTCTBOBATh —
JIOCTaTOYHO ¥ OJTHOTO TOJIbKO PUTMa, BOCIIPOM3BOAMMOTro 6apabaHOM WUv
KakuM Jubo aApyruM npeameroM. st AM kinaccuuyeckoit Tpaauluu of-
HOTO JIMIIb PUTMA MOXKET XBaTaTh TOJbKO B CIIELIMMDUUECKUX IMU30AaX,
M300paKanIux Kakoe-1100 NeicTBrE WM pacCKPbIBAIOIIUX OCOOEHHO-
ctu OM onpeneaTHHOro pervuoHa. [IpuMepamMu MOTYT CIIy>XKUTb U300~
JICHHbIE KOMITO3UTOpaMu poMaHTUKaMu XIX Beka MCMaHCKHWe MOTUBBI
(3ByuyaHUe KacTaHbET) WIM agpukanckiue MOTUBBI (MCIOJIb30BaHuE Oapa-
OaHHBIX pUTMOB) cepearHbl XX Beka. OaHako npousBeaeHuit AM kiac-
CUYECKOU TpaauiUU, B KOTOPHIX MEJOAMS OT Hayajia 10 KOHIa BOBCE Obl
OTCYTCTBOBaJIa, a €€ MECTO 3aHsLT Obl pUTM, HEeT. B To ke BpeMsi mpuMepbl
HCIIOIb30BaHUS OJJHOTO JIMIIb PUTMA Mbl MOXEM HalTU He TOJIbKO B OM
TaK Ha3bIBa€MbIX IK30MU4eCcKUX KyJbTYp, HO U B MY3bIKE€ €BPOIIEOUIOB.
Hepenko oqHUM UL PUTMOM, 0€3 BCSIKOU MEJIOANU, COMTPOBOXKIAIOTCS
HWCIIAaHCKUE U IIOTJIaHACKMEe TaHIIbl, a TAKXKE 1 TaHLIbl HapoaoB KaBka3a;
MoJ0OHbIE TPUMEPbI Mbl MOXXKEM HAWTU U B TaHIIaX HaponoB LleHTpaib-
Hoii 1 BoctouHoit A3uu.

3HauYUTENbHYIO YacTh DM MOUTH BCEX KYJIBTYP 3¢MHOTO 11apa 3aHU-
MaloT UMIPOBU3ALUU — KaK MHCTPYMEHTAJIbHbIE, TaK U BOKaJbHbIe. VX
pUTMUYEcKasi CBO0OA U BAPMAHTHOCTb HACTOJIBKO BEJIMKU, YTO TOBOPUTH
0 KaKOM-TO ONpeaea€HHON PUTMHUUECKON OCHOBE 3TUX MEIOIMIA HET HU-
Kakoro cmbicia. B AM cBoOoaHas puTMUKa B OCHOBHOM CBsI3aHa JIMIIb C
ajeaTopukoit XX BeKa, B paMKax KOTOPOI U3BECTHAasl CBOOOA MPOSIBIISI-
eTcsl He TOJIbKO B chepe puTMa, HO U B CBOOOJHOM CYObEKTUBHO-UHIU-
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BUIyaJJbHOM ITOHUMAaHWM UCITOTHATEISIMU 3aMbICJIa KOMITO3UTOPA, a TaK-
Xe B 6apuamueHocmy VCTIOJTHEHUS TAKUX MPOU3BEICHUA.

BaxnbiMm puzHakoMm AM siBiisieTcsl pakTypa, MOCKOJIbKY YKe € 30~
XM KJIACCUIIM3Ma YCTaHOBUJICS TIPUHIIUTI ICHOTO M TIOCTOSTHHOTO COCTaBa
HE TOJIbKO BOKAJbHBIX M MHCTPYMEHTAJIBHBIX TOJIOCOB, HO M CAMUX HC-
nogHureneit. s OM gakTtypa sIBIsIeTCS COBCEM He3HAYUTEJIbHbIM MTPU-
3HakoM. Hampumep, 0MHOTOJIOCHYIO TIECHIO MOXET UCTIOTHATh KaK OUH
TIeBell, TaK 1 TPYIIIa TIeBIIOB, a UCTIOHSIEMBbII OMHUM TIeBLIOM BEIyIIHNI
TOJIOC B MHOTOTOJIOCHOM TTeCHE MOXET OBITh C YCIIEXOM JTOIIOJTHEH BTO-
PBIM TOJIOCOM, a TAaKXKe U ABYMsI, U TpeMsl, U ABaALAThIO, U TPUALIATHIO, U
elT OOJIBIIMM KOJTMYECTBOM IEBLIOB, OTYETO 3TU MECHU HE MOTEePSIIOT HU
KareJIbK1 cBoeli KpacoThbl. B oTHoleHuM (paktypbl AM 1 ceromHsi cumra-
eTcs HexXeJaTeIbHBIM MCITOJTHEHNE POMAaHCOB M apuii U3 Omep TPYITIOi
COJIUCTOB (XOT$ TAKOE UCIIOJHEHUE B KOHLIEPTHOU MpPaKTUKE ISl LIIMPO-
KOl ayIUTOPUU C LIEJII0 MponaraHaupoBaHus eaeBpos AM Beaymiumu
MM POBBIMU TIEBIIAMH YK€ YCITCIITHO IIPUMEHSIETCsI ), M, HA000POT, CTpaH-
HOI1 ObLJTa OBI CUTYAIINs, TIPX KOTOPOIA TOJI0Ca COMIPaHO, aIbTOB, TCHOPOB
1 6acoB 0OJIBIIIOTO aKaIeMUYECKOro Xopa BO BpeMsl KOHIIEpTa U3-3a 9KO-
HOMUYECKUX COOOpakeHU I UCTIOMHSIIU Obl JIILb YeThIPE MeBlia.

W3 tabmuisl 1 Takke BoiTekaeT, yto ODIT, HecMOTpsI Ha CYIIIECTBY -
IoI1e pa3IuunsI, BCE-Taku 00beanHAI0T DM 1 AM. O4eBUIHO, YTO BCE
O®II aBnsifoTCS 3HAUUTEIBHBIMU U IUISI aKkademu4eckoeo, N ISl ApumMu-
mMueH020 MY3bIKAJIbHOTO UCKYCCTBA; OHUM JOKa3bIBalOT, YTO AM BO3HUKIIa
Ha 6a3e DM u Obl1a MOABEPTHYTA pallMOHAIbHOMY BO3/I€CTBUIO YeJIOBE-
YeCKOU BOJIM Ha MPOTSDKEHWU BCEH MCTOPUU KYJIBTYPHI UETOBCUCCTBA.
[NomoGHOrO BMeIIaTeIbCcTBa YeIOBeKa ITPAKTUIECCKH HeTb3sl Ha0II0IaTh B
byHKIIMOHUPOBaHUU DM BIUTIOTH A0 HALLIKMX THEH, U 9TO OOCTOSITEILCTBO
HaBOIMT Ha MbIC/Ib, YTO DM BO3HUKJIA ECTECTBEHHO U pa3BUBaIach HaTy-
paJIbHO KaK 3aKOH ITPUPOIHI.

HedopmanbHbie npu3HaAKu

Hecmotpst Ha 1o, yTo 1O ODPIT 1 AM, 1 DM N0BOJIBHO TECHO
COIIpUKACAIOTCSI, CYIIECTBYET U HEJBIA psii HedDOpMallbHBIX TIPU3HAKOB,
10 KOTOPBIM 3TH JBa BUIAa MY3bIKAJIBHOTO MCKYCCTBA BCE-TaKU 3aMETHO
pa3IMyaroTcs. DTo — perjiaMeHTalNs B MPOAOJIKUTEIBHOCTH 3ByJaHUs,
00BbEM MEJIOAMKM, 3aTAKThl, CEKBEHLIMH, AMHAMUKA, arOrMKa 1, HAKOHELI,
0COOEHHOCTH UCIOJHEHUSI. TaK1X MPU3HAKOB MOXHO HAUTH U OOJIbIIIE,
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OIHAaKO Ha3BaHHBIE OCHOBHBIE HedopmanbHble pu3Haku (OHIT), mo
MHEHMIO aBTOPA, SIBIISTIOTCST CYIIIECTBEHHBIMM JIJIST JAJTbHEMIIIETO PeIleHUAS
BOITPOCA O CXOICTBE U Pa3IMUMSIX STHUUECKON U aKageMIIeCKOM MY3bIKH.

Tabauia 2.
Cxoactso u pazmuust DM u AM
10 0CHOBHBIM He(opMmabHbIM pu3Hakam (OHII)

OHII DM AM
[Tponomxu- He cTouib cyliecTBeHHA OueHb
TEJIbHOCTh CyIIIeCTBEeHHa
O0bEM V3kuit PasHblit
MEJIOIMKHU
3aTaKThl B npeBHEMIINX CJI0SIX OTCYTCTBYIOT OueHb

CYLIECTBEHHDI
CekBeHLIUU B npeBHEMIINX CJI0SIX OTCYTCTBYIOT OueHb
CYLIECTBEHHDI
Nuuamuue- B npeBHEMIINX CIIOSIX OTCYTCTBYIOT OueHb
CKHE HIOAHChI CYLIECTBEHHDI
Arornyeckue B apeBHEWIINX CJIOSIX OTCYTCTBYIOT OueHb
U3MEHEHUsI CYIIECTBEHHBI
OcobeHHoctu  He cTosb cyliecTBeHHbI OueHb
WCITOTHEHUS CYIIECTBEHHBI
Ouenka OHIT  He cTosb cyliiecTBeHHbI, OTCYTCTBYIOT OueHb
CYIIECTBEHHBI

B tabnuie 2 mokasano, uto mist AM Bce OHII saBastioTCs 04eHb BaxK-
HBIMH, a Jy1s1 DM OHM He CTOJIb CYILIeCTBEHHBI MJIH 1aXKe BOBCE OTCYTCTBY-
10T. He cyiectBeHHa mist DM yxe caMa MpOoAOJKUTEIbHOCTb UCTTOJTHE -
Hus. B kaxkaom oTaebHOM ciydae Mpoa0KUTEIbHOCTh OMHUX U TeX XKe
06pa31oB DM MoXeT OBITh COBEPIIIEHHO pa3Has B 3aBUCUMOCTH OT KOHK-
PETHBIX OOCTOSITEILCTB: OT YMEHUS Y 3HAHUS TEKCTa TTeCeH, UCTTOJTHEHUS
¢uryp TaHLEB, OT UCIOJb30BaAHUS MY3bIKAIbHBIX MHCTPYMEHTOB U T. II.
CoBeplleHHO 0YEBUAHO, YTO 3By4aHrue DM MoXeT ObITh IIpepBaHO B JT10-
O0M MecTe 0e3 BCSIKOro yiepoa UCITOJHsIEMOMY TTpon3BeaeHni0. OHO 1
MPEePBAHHOE, T. €. 3aKOHYEHHOE B CBSI3U C KOHKPETHBIMU O0CTOSITEThCTBAMU
M KaXAbIi pa3 MU3MeHSoLIee CBOI MPOAOKUTENbHOCTD, BCerma oyner
MMETb MOJIHOCTHIO 3aBEPIIEHHBIN BUI. 3HAYUT, CMBIC] M KAYECTBO UCITOJI-
HsieMOoTro Tipon3BeieHrss DM He cTpamaeT OT U3MEeHEHUS TPOIOJIKUTETb-
HOCTH €ro 3By4aHMsI U TEM CAMBIM He 3aBUCUT OT pPeTJlaMeHTalllu.
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[MpomoXxuTeTbHOCTh MCTIOHEHUS IPON3BeneHNT AM, HaunHas ¢
3II0XU KJIaCCUILIM3Ma, CTPOTo periaMeHTupyertcs. JItoboe counHeHne AM
KJIaCCUYSCKOM TpamWIIMK MCIIOIHSIETCS COIVIACHO YKa3aHHUSIM aBTOpa.
[TpomoXnTeTbHOCT UCIIOJTHEHUSI OOBIYHO YCTAaHABIMBACTCS HOTAMU U
yKa3aHHBIM TeMrioM. Eciimi, momycTuM, NCITOTHSITh Tpon3BeneHrne AM B
WHOM TeMIIe, YeM IIpeuTaracT KOMIIO3UTOP, MEHSIETCS He TOJTBKO ITPOIO0II-
KUTEJIBHOCTD 3By4aHHsI, HO M MCKaXaeTCsI CYTh CaMOTO TIPOU3BEICHNS:
HCTIOTHSST TIPOM3BeICHNE OBICTPOTO TeMITa MEUICHHO, OHO CTAHOBUTCS
3HAYUTEIBHO IIMHHEEe, 1 Ha000poT. UTo KacaeTcss MCIOJHEHNST o0pa3-
110B ®M, TO MPOIOJLKUTETBHOCTh MX 3ByYaHUsI HUKAKUMM YKa3aHUSIMU
HE perJIaAMEHTHUPYIOTCST — 3T 00pa3IIbl MOTYT OBIT U 00JIee IUTMHHBIMUA, 1
KOPOTKMMU, a TPUOIM3UTEIBHBINA TEMIT MCITOJTHEeHUSI, KaK ITPaBWIO, YC-
TaHABJIMBACTCS COTJIACHO BEKOBBIM TPATUIIMSIM OBITOBAHUS.

BpocaeTtcs B r1aza, 9To m1st mpuMepoB DM OoJiee XxapaKTepHa ITHH-
Hasl MPOAOJIKUTEIBHOCTD 3By4YaHUs: MUHUATIOPHI B DM OTCyTCTBYIOT. B
TO X€ BpeMsI IIPOIOJLKUTEIIBHOCTD IPOM3BeneHNT AM SIBIISICTCST O9eHb
pa3HOi1 B 3aBUCUMOCTH OT KaHpa. CyIlecTByeT OTpOMHOE KOJTMIECTBO KaK
OYCHbB JUTMHHBIX, TAK 1 09eHb KOPOTKUX IMpon3BeaecHN . OTHAKO ITPOI0II-
KUTEIBHOCTD MIpOM3BeneHnit AM, B KOTOPBHIX BBEIIBUTAIOTCS TITyOOKMeE
WIeU UM 00CYKIAIOTCS TTPOOIIEMBI Y€JIOBEYECKOTO OBITUS Y MOPATBHBIX
LICHHOCTE, Bcerma ObIBaeT OOJIBIION. DTHM KaueCTBOM JUIMHHBIC TIPOM3-
BeneHNsI AM CTaHOBSTCSI B OOWH PSII C TIPOM3BEACHUSIMU DM, TTIOCKOJIb-
Ky cama DM 110 CyTH [iejia BEIABUTACT TITyOOKME, OT APeBHEHNIIIETO PO~
IIJIOTO UCXOISIINE TTPOOJIEMBI YSJIOBEUECKOTO OBITHSI, CO3HAHMSI, CBSI3H C
NOMYCMOPOHHUM MUPOM, KOHEUHO, IIPpUOErasi K CBOUM, 1epeoObIimHbIM
CpeIcTBaM XYyIOXKECTBEHHOU BBIPA3UTEIBHOCTH. B mpousBeneHmsax AM
BCE 3T BOITPOCHI PEIIAIOTCS ITyTJIM IIPUMEHEHUS CPEICTB OTIPeIeICHHOM
SIIOXU.

Hnsa menoamii DM, Kak MpaBUjIo, BceTna CBOMCTBEHEH HEOOIBIIOM
nuanazoH. Menoauu 6oJiee IMPOKOro o0bEMa XapaKTepHbI JIMILb s
MY3BIKH ITO3IHETO IMponcXoxaeHus. Co3manTcs BlieYaTIeHIE, YTO O0BEM
MeJIONUKHU ApeBHelmeir DM orpaHMYMBacTCsI MHTEpBaJaMi KBapThl 1
KBUHTBHI, a TTIOC/ICAYIOIINE MEIOANIECKIE CKAUKH eIIIE YBEJIMINBAIOT 00 BEM
MEJIONVKHU U IO Majoil (HO He M0 OONBINON — 3TO yepTa no3dueii DM!)
CENTUMBI, KOTOpas COTJIACHO 3aKOHAM HaTypaJIbHOTO MHTOHMPOBAHMUS,
10 CPAaBHEHUIO C TEMITEPUPOBAHHBIM CTPOEM, ObIBaeT 3HAUMTEIHHO — Ha
31 et — yxe (Bicianas 1988: 22, mpumM. 13).

Menoauka AM ObIBaeT OYeHb Pa3HOIi: 1 TIOBOJBbHO Y3KOI0, U IIINPO-
Koro oobéMa. Bmpouem, Menoamnka y3Koro oobémMa CBOMCTBEHHA 3110XaM
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AM, nipeniiecTBOBaBIINM KJIACCULIM3MY, TaKasl 3ke Mejoarnka B AM onsitb
yKopeHuaach B XX Beke, BMecTe ¢ yrBepxKaeHnem B 1960-x n 1970-x ro-
JTaX MUHAMAaJIM3Ma, OCHOBHBIEC TIPUHIIMITEI KOTOPOTO KOPEHSITCS UMEHHO
B acTeTnKe OM.

B Memomussx OM npeBHEMIIETO CI0s 3aTaKThl OTCYTCTBYIOT. Ha 3Ty
0co0eHHOCTS e11ié B 1969 roay oOpaTuia BHUMaHKUE U3BECTHAS UCCIIENO-
BaTeJIbHUIIA JINTOBCKUX HAPOMHBIX TTeceH, mpodeccop Snsura Yropné-
Hute: Ocobas uepma pummuKu AUMOBCKUX HAPOOHbIX NECeH — OMCYMcmeue
samakma. Omo ceoiicmeenno u crassnckum mearodusm (Ciurlionyte 1969:
253). Ananus 3amuceit mpuMepoB DM, XpaHAIIMXCS B apxvBe aBTOpa, 1
HOTHBIX 00pa3IoB B OMYOJIMKOBAaHHBIX TPYAaX MO3BOJISICT C TTOJTHOU yBe-
PEHHOCTBIO YTBEpKAAaTh, YTO 3TO MPABUIIO PACIIPOCTPAHSIETCS 1 Ha BCIO
npeBHEHITYI0 DM deoBedecTBa. 3aTaKThI B TO 3Ke BPeMsI OCOOCHHO CBOM-
CTBEHHBI TSI MEJIOOUKN AM, OTHAKO CYIIeCTBYET TOCTATOYHO MHOTO IIPH-
MEpOB, TJIe OHM OTCYTCTBYIOT. KcTaTh cKa3aTh, 3aTaKThl KaK OTIIMIUTEIIb-
Hast YepTa 00JIeTIaIOT paciio3HaBaHKe MEJIOANIA TaK Ha3bIBaeMOIt no30Heil
DM, B OCHOBHOM — JIMTEPATYPHBIX TIECEH U OalIal, ITOCKOJBKY 3aTaKThI
B 3THUX IIPOM3BEACHMSIX BCTPEUAIOTCS TOBOJBHO YacTO.

B npesHeitmmx Meaonnsix OM OTCYTCTBYIOT TaKKe W CEKBEHIIUM.
HcxiioueHnem ciryxaT JUIb MeToanu DM [0XXHBIX €BPOIEOUI0B — OT
BankanoB mo MHmocTaHa, Tae CeKBeHIIMM B DM 3aHUMAIOT JOCTATOYHO
3aMeTHOe MecTo. CreayeT OTMETUTh M IPYTUe UCKITIOUCHUS M3 OOIIMX
MIPaBUJI MY3bIK! FOXKHBIX €BPOIIEONIIOB, TTOCKOIBKY MMEHHO IS X DM
XapaKTePHBI U JIAIbI C YBEIMUCHHBIMU CEKYHIAMHU, 1 C HATYPaJTbHBIM pa3-
IeJICHHEeM TOHOB Ha YeThIpe U JaXke Ha BoceMb yacTeii (Apanavicius 2001),
KOTOpBIE TIPAaKTUICCKU HE BCTPEUAIOTCS B MY3bIKE APYTUX KYIBTYp WU
BCTpevaroTcs KpaitHe peako. CekBeHIIMY B AM 3aHUMarOT 0C000€ MeCTO,
OHM CJTy>KaT HE3aMEHUMBIM CPEICTBOM IS PA3BUTUSI MEJIOIUI, YTBEPXK-
TIeHUS My3bIKaJIbHOI MBICIIN, CO3MaHMS O0OTaTOM My3bIKaIbHOM TKaH!. 13
HEOOJIBIIOrO MOTHBA ITYyTEM €TO Pa3BUTHS C TTOMOIIIBIO CEKBEHITNIA CO3/1a-
FOTCSI BHYIIIUTEIbHBIC My3bIKaJIbHBIC TTOJIOTHA, HAIIPUMeEp, TIepBas 4acThb
[Taroit cumdonnu JIrogsrra BaH beTxoBeHa 1 mpyTue ieneBpbl MUPOBOI
KJTAaCCHUKM.

Kcratu cka3ath, CEKBEHIINM, KaK M BBIIIICYTIOMSTHYTHIC 3aTaKTHI, SIB-
JISIIOTCSI XapaKTEePHOM YepTOii no30Heil DM M MOTYT CITYKUTh KAHUOM JIJIS
e€ orpeaeacHusI.

B ®M coBepiiieHHO He UCTIOTb3YIOTCSI AMHAMUYECKUE BOZMOXHOCTH
UCTIOTHEHMS. MOXXHO JaXke cKa3aTh, YTO M AMHAMIUKA KaK TaKoBa st OM
He SBJISIeTCS XapaKTepHOi 4epToil. Bo BcEM Mupe, Bo Bcex 0e3 MCKITIO-
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YeHHs KyJbTypax DM (umeeTcst B BUay DM JIUIIb APeBHETO TTPOMCXOXK-
IIeHUsI) 3BYYUT TPOMKO U Jaxke OYeHb I'POMKO — Kpuda, BRIKpMKHUBAsI,
NOAHbIM TOJIOCOM, TPOMKO UTPast Ha My3bIKaJIbHBIX MHCTPYMEHTAX, IITyM-
HO WCTIONIHSISI TAHIIBI M XOPOBOIKI. JIaHHOE CBOMCTBO MCIOJHEHUST DM
ITOPa3UTEILHO TOYHO XapaKTepH3yeT N3BECTHOE BhIPAKCHUE uepaem xo-
POULO U 2POMKO, UCITOTB3YeMOE B JTUTOBCKON 3THUYECKON KYJIBTYpe ISt
OILICHKM XOPOIIero My3bikaHnTa. OqHaKo Ha BOIIPOC — modyeMy DM Bo BcEM
MMpPE UCITOTHSIETCSI UMEHHO TPOMKO? — OTBETHTh HesleTKo. [JaHHOe CBO-
CTBO MOTJIO OBITh HaCJIEAEM TeX OTHAIEHHBIX 31T0X, Korma cama DM ciry-
JKIJIA CPEICTBOM MEePBOOBITHOM KOMMYyHUKaLyu (2Kopaanust 1989: 296—
297), omHaKO KOHEYHBIN adpec 3TO KOMMYHUKAITUH OCTAETCSI HESICHBIM.
A MMEHHO, HESICHO, MEXIY KeM — MEXKIY JKUTEISIMU 311020 WA MEXKIY
MIPEACTaBUTEIISIMU #1020 CBETa — IIPOBOIMIOCH COOOIIIEHUE, ¥ 3TO TaET OC-
HOBY TSI BEIIBUKEHMST MBICITH, YTO DM M31aBHA MOTJIA CITY>KUTh TAKXKe 1
CPEICTBOM IUISI OOIIICHUST C HOMYCMOPOHHUM MUPOM TIpeakoB. Ecim aTo
JIEUCTBUTEIBLHO TaK, MOXKHO TIPEIITOIOXKUTD, UYTO TPOMKOE MCITOJTHEHUE
HaBepHSIKA MOTJIM JIydIlle YCIJIBIIIATh MPEIKA W IPyTUe MPeacTaBUTEIN
unoeo mupa. Kak 661 TaM HU OBIJIO, HO COBEPIIEHHO OYEBHIHO, UYTO
HUKaKie TMHAMWYECKHEe HIOAHCHl — TPOMKO, TUXO, TIOCTETICHHO YBEJIH-
YUBasI WM YMEHBIIIAsl TPOMKOCTh 3BYJaHUSI — B MCIIOJTHEHUM APEeBHE -
meit M He MeroT 3HaueHUs. Best oHa, MOXKHO cKa3aTh, MCITOTHSICTCS,
JIVIITh IPUMEHSISI OMWH M TOT K€ TMHAMWYEeCKUI 3HaK — TPOMKO 1 OYeHb
T'POMKO.

Hao6oport, iunamuka B AM sBisieTCSl Ype3BbIUAiHO CYILIECTBEHHBIM
CPEICTBOM XyIOXKECTBEHHOI BBIpa3UTeIbHOCTH. [TocpencTBoM tuHaMu-
K MOXHO CO3IaTh Jaxe BITCUATIICHUS TTPUOIMKCHNS 1 YIAJICHUS IIIe-
CTBWSI, XOTSI BCE MCTIOJTHUTEIN B 3TO BpeMsI HaXoaATcs Ha ciieHe. Kcrartn,
IWHAMHWYEeCKUe HIOAHCHI, IIPOKO IIpuMeHsIeMble B AM, Takke HE BO3-
HUKJIM cpa3y: A0 3IOXM KIIaCCUIIM3Ma B OCHOBHOM ITPUMEHSLIACh TaK Ha-
3pIBaeMasl KOHMpacmuas TWHAMUKa, KOTIa CPaBHUTEIBHO HEOOIBIION
IPYTIIIe UCIIOJTHUTENICH 3HAYNTEIbHO TPOMYIE TTIOCTOSTHHO OTBevasa JIpy-
rasi, 00sbliiast rpyImna. TuM AuHaMuka AM MpoILeaIInX 3[10X BO MHO-
TOM TIePEKIMKAETCS C IIPUHIIUITOM MUCITIOJTHEHUST DM, ITOCKOIBKY ITOI00-
HBII KOHTPACT BO BCeX MUPOBBIX KYJIETYpaX CYIIECTBYET M IO Ceii IeHb:
TIeCHIO, HAITpUMep, 3aBOIUT OIMH UCIIOTHUTEIH (peske — HeOOIbIIas TPyII-
I1a), a eMy IIOCTOSTHHO 1 3HAUMTEIFHO TPOMYE OTBEeUYaeT OOJIbIIIas TPyIIra
JIIOLIEHA.

YrBepnuBImiics B AM ¢ 31TOX0M KJIaCCUIIM3Ma ITOCTETIeHHBIC TUHA-
MHMYeCKHEe HapOCTaHUS W YOBIBAHMS COBEPIICHHO HE CBOMCTBEHHBI IS
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ncrnonHeHUss OM. Takas nmHaMuKa, BIIpoYeM, He XapaKTepHa U IS 1O~
30Heil DM U CIyXXUT J0Ka3aTeJIbCTBOM TOTO, YTO UCTOKHU JaHHOTO CJ0SI
DM BOCXOST K 3M0XaM, MPEALIESCTBYIOIIUM KJIACCULIU3MY.

B ®M, 3a uckimoyeHrneM My3bIKI I0XKHBIX €BPOITEOUIOB, HET YCKO-
peHuii 1 3aMeIeHNi TeMIa. DM IyJIbcupyeT paBHOMEPHO, a B ClTydae
M3MEHEHMUS TeMIIa (XOPOBOJAOB, UTPOBBIX TAHLIEB U T. I1.) OH MEHSIETCS Pe3-
KO, HO He mocTeneHHo. Hukoraa He 3aMeaIsiIoTC U OKOHYaHUSI TPUMe-
poB DM — 3aMenIcHHEM TeMIIa OHM He TToquépKkuBatoTcs. McroaHeHme
DM npepriBaeTcs BHE3AITHO, HEPEIKO ITOCIIE IOJAaYM COOTBETCTBYIOIIETO
3HaKa BOCKJMLaHWeM (Ha 3TO, KaK MPaBUJIO, BOCKJIMKAMU OTBEYAIOT OC-
TaJlbHbIC MCIOJIHUTEIN), KUBAHUEM TOJIOBOU WJIM IPYTUM IBUKCHUEM
KOro-moo u3 ucrojgauteneit. [IpaBma, HepeaKo 3aMeIISIIOTCS OKOHYA-
HUS TIPUMEPOB no30Heil DM, HO 3TO — BIUSTHYE MaHEPBI UCTTOTHEHNUST AM.
Kak yxxe 0b110 cKa3zaHO, UCKJTIOUEHUE COCTABJISIET UCTTOJIHEHHE DM 10K~
HBIX €BPOIEOUI0B, I1Ie OUYEBUIHbIE YCKOPEHUSI BCeraa ObIBalOT paBHOMED-
HBIMU, OTHAKO OKOHYAHMS MEJIOINIA 3aMeINIEHUEM TeMIIa TOKe HUKOTIa
He MOIYEPKUBAIOTCS.

YckopeHus v 3aMeJIeHrs TeMIla — 0ObIYHOe CBOMCTBO AM, TaK Ha-
3bIBaeMasi aroruka — 0COOEHHO XapaKTEPHbI s UCTIOJHEHUSI MY3bIKU
KOMIIO3UTOPOB POMaHTUKOB. [0 3TOoro AM Tak:ke He OT/iMJajiach 0co00i
c60600oti Temnia. OmHako B AM MTOUTH BCeX 3TTOX OKOHYAHUS ITPOM3BEIE-
HUI O4eHb YacTo 3ameisttoTcest. Y nuib B XX BeKe KOMIO3UTOphl AM —
MUHUMAJIACTBI — OMSTh BEPHYINUCH K IIPUHIIUITY paBHOMEPHOI ITyJIbca-
LIMU TeMIIa, XapaKTepHOU MIJisI UCTIOJTHEHUST DM BceX MUPOBBIX KYBTYp.
Brpouewm, 1191 AM Bcex a110X, Kak 1 U1t DM, TakKe CBOMCTBEHHO pe3Koe
M3MeHEHHE TeMIIa.

OM u AM pe3Ko OTIMYalTCs U 1O MPULIUITY CAMOTO UCTIOJTHEHUS U
cocTaBa ucnoygHurtenei. st ucnoiHeHuss OM, Kak yxe ObLIO cKa3aHo,
COCTaB UCTIOJIHUTEJICH HE CTOJIb CYIIIECTBEH, B TO XK€ BpeMs B AM, Haun-
Hasl ¢ 3TMOXM KJIACCUIIM3Ma, COCTaB UCIIOJHUTEICH YETKO YKa3hIBaeTC.
HecywectBeHHOM 1181 cTioHEeHUsT DM sBiisieTcsl U KBaauduUKaus uc-
MOJIHUTENEeH — e€ MOXET YCIEelIHO UCMOJHSATD JII000 uieH olliecTBa,
MMEIOIINI TpUpPOIHOe napoBaHue. g ncnomHeHnst AM Hy>KHa CTICII-
anmbHas1 kBanupukaims. CoOTBETCTBYIOIINI YPOBEHb HEPEIKO TpeOyeTC s
u s caywareineit AM. Takum o6pa3oM, MOXKHO ¢ YBEPEHHOCTbIO CKa-
3aThb, UTO DM 110 CBOEI MPUPO/E SIBASIETCS AEMOKPATUYECKOI, B TO BpeMs
Kak AM ¢ IpeBHOCTH 1 10 HAIIIMX JHEW ocTalach SIUTaApHBIM BUIOM HC-
KyCCTBa.
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Wroru cpaBHeHus

W3 npuBenéHHOTO CpaBHEHMS OCHOBHBIX CBOICTB DM 11 AM ciieny-
eT, 4To Kak 1mo ODII, tak 1 mo OHIT DM saBnsieTcst Bo MHOTOM OoJee yc-
TOMYMBOIA, €€ 3aMETHO HE 3aTPOHYJIO BO3IEHCTBIE YEIIOBEUECKOM paIno-
HaJbHOM yriopsinouyeHHOCTU. B To ke Bpemst AM (pyHKLIMOHUPYET coriac-
HO SICHBIM W YETKUM IpaBuiaM €€ COUMHEHUS U UCTIOJHEHUSI, KOTOpbIe
Ha MPOTSIKEHMST BEKOB MeHsIMch. OMHaKO Takke OpocaeTcs B I1a3a To,
YTO, HECMOTPS Ha OYeBUIHBIC Pa3Indnsi, 00a BIa My3bIKaJIbHOTO MCKYC-
CTBa BO MHOTOM CXOJHBI B OTHOIICHNUN WX 3aKOHYEHHOCTH, COBEPIIICH-
HOCTH. DM SIBIISIeTCS COBEPIICHHOM, M3BICKAHHOM, MOXKHO CKa3aTh, MIe-
aJIbHOM, He TpeOylolleil HUKaKUX yaydieHuit. E€ cTpykTypa u ocobeH-
HOCTU UCIIOJTHEHUS OTJIaKEHbI MHOTOBEKOBBIMU TPAAULIUSIMUA ObITOBAHMSL.
To xe camoe oTHocuTcs U K AM. Jlyuiue e€ npousBeneHus sSIBISIIOTCS
TaKAMU Xe OTIaKeHHBIMH, COBEPIIICHHBIMI, MOXXHO CKa3aTh, UACATbHbI-
MM, KaK 1 TIpuMepsl DM. DTH ITpon3BeaeHUS TaKKe He HYy>KIAl0TCsS HU B
KaK1X YCOBEPIIIEHCTBOBAHUSIX,, TTOCKOJIBKY TAKMM ITyTEM MOXKHO MCKA3UTh
ux cyTh. M, XOTsd Ha MPOTSKEHUU MOYTH BCeX 2MOX MpousBeneHuss AM
MOABEPIIMCh Pa3HbIM TPAHCKPUTILIMSIM, OMHBPEMEHHO BCEr/Ia CyIeCTBO-
BaJIO CTpeMJIEHUE KaK MOXHO MEHbIIIe OTOUTU OT UX OpUTMHAJIA.

Kcratu cka3atb, mepepadboTKaM MOIBEPrafCh U 0 Ceii IeHb IO~
BepraroTcs 1 mpuMepbl OM. He cunras muratr DM B ipousBeieHUSIX AM,
caMasl 3aMeTHasl BOJTHA TaKMX ITepepadoTOK Habomanach, HaunHas ¢ 20-x
rogoB XIX Beka, Koraa Ha MepBbIX MECEHHBIX Mpa3nHukax B [IBeiiiiapuu
(1826) u ITepmanuu (1827) 3a3By4yayii HApOIHbBIC TTECHU, UCITOTHSIEMBIS
aKaJgeMUYECKUM CBOIHBIM XOPOM; TAKUM 00pa3oM HapOIHbIe MEJOIAUU
ObLIM MOCTABJIEHbI HAPSIAY C MECHOMEHUSIMU, UCTIOJHSIBLIMMMUCS B KOC-
TéJIaX 3TUX CTPaH BO BpeMs MoTepaHcKux oopsnoB (Gudelis 2009). Ot-
HUYeCcKUue MecHu, 00paboTaHHbIE /11 UCTIOJTHEHUST aKaIeMUYEeCKUM XO-
pOM, TIpeBpaTUIUCh B ipousBeaeHust AM. [Ipumepst DM nonepriuch
pPa3HbIM apaHXXUPOBKAM U B IPYIUX €BPOINENCKUX peruoHax, Co BTOPOi
nojoBuHbl XIX Beka Takxke B JIuTee 1 B npyrux bantuiickux ctpaHax. B
HaIlleM permoHe BaXKHBIM ITOBOIOM akademusayuu DM ciayXuna Tpamud-
1LIMST TIECEHHBIX ITPAa3HUKOB, a ¢ cepeaHBI XX BeKa — 1 OBITOBaHME aHCAM-
0J1ei1 HapOTHBIX ITECEeH 1 TaHIIEB, OCHOBY perepTyapa KOTOPBIX COCTaBIISI-
10T UME@HHO pa3Hble apaHxXupoBku DM. OnHaKO MOABEPTHYTH MpaBUiIaM
AM menoauu DM u cerogHsi Helerko, MoCcKoJbKY 3TOMY MaJio CIOco0-
CTBYIOT BbIllIEHa3BaHHbIE W PACCMOTPEHHbBIE pa3inuusi HeOpMalbHbIX
IIPU3HAKOB STHUYECKOM M aKaJIeMUIeCKOI My3bIKH. B pa3HBIX MOJIB3yI0-
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LIAXCS TTOIYJITIPHOCTBIO 00paboTKaxX M apaHXXMPOBKAX KITFOYEBBIMU ITPUH-
muramMu DM npeHeoperaaock. MOXKHO JTUIIb pagoBaThCS, YTO STU ITPUH-
LIUITBI 3aHOBO BOCCTAHOBJICHHBI B (DOJIBKIIOPHOM IBWKEHUU, KOTOPOE B
Havasie XX Beka 3apoauiioch B EBpornie u ¢ 60-bie— 70-b1e 20061 OBLIO
noaxBadeHo 1 bantuiickumu ctpanamu. O4eBUIHO, OMHAKO, YTO 1 B 3TOM
JBUKEHUU 3aMETHO BIUSTHUE TPUHLIMITIOB AM, He coCcOOCTBYIOLIEE MOJI-
HOI mepenavyu Beeil KpacoTel DM M cKaxaroliee e€ CyTh.

HecmoTtpst Ha To, uTO B pamMKax DM Kak nepeobvimHozo, a B paMKax
AM Kak 21umapHo20 UCKYCcCTBa MCIIOJIb3YIOTCS pa3Hble CPEICTBa Xyd0-
JKE€CTBEHHO BRIPA3UTEILHOCTH, KOHCUHBII Pe3y/IbTaT B 000MX BUIAX MC-
KyccTBa onuHakoB. McnonHeHue kak DM, tak 1 AM npou3BOAUT Ha
caymareseit (M caMux UCIIOJTHUTeei ) 6obioe BriedaTieHne. Co3macT-
¢Sl UICKJTIOUMTEJIbHOE HACTpOeHUE, OO beANHSIOLLee CIyLIaTe el U UCTTION-
HuTeneit. Otum AM mepeknukaercs ¢ OM, TpegHa3HauYeHUE KOTOPO ¢
TaBHUX BpeMEH HaBepHSIKa ObUIO Marmaeckoe 1 oopsimoBoe. CaMo My3u-
LIMpoBaHue ObLIO U €CTh OCOOBII 00psiA, OMHAKO B OTHOLIEHUU DM He
COBCEM TOHSITHA 1IeJIb U Ha3HaYeHue 3Toro oopsaga. OopssaHocTh B AM
MPOSIBIISIETCSI 00J1ee SICHO, MTOCKOJbKY 3HAUUTEIbHAS YaCTh ILIEIeBPOB MU~
POBOI1 KJTACCUKH TIPEAHA3HAYAIOCH [IJIST PEJIMTUO3HBIX 00psimoB. HakoHetr,
J110001i COBpEMEHHBIH LIepeMOHMAaI HEMBICUM 0€3 COITPOBOXIESHUS MY-
3bIkd. Yaiie Bcero 3ByuutT AM, olHAaKO HepeaKo, C Leblo MoAYEpPKIBa-
HUsI HaIlMOHAJIPHOTO XapakTepa o0psina, ncrnonHsercs 1 OM. [Toatomy
(OJBKJIOPHBIE KOJIEKTUBBI CBOE UCKYCCTBO MOKA3bIBAIOT HE TOJIbKO BO
BpeMsI KOHIIEPTOB 1 (pecTHBaIeil, HO M B paMKaX TOPXKECTBEHHBIX TOCY-
JapCTBEHHBIX Mpa3nHUKoOB. CeroaHs Takoe ObIToBaHue DM XapakKTepHO
HE TOJBKO 111 JIUTBBI M cocemHMX banTmiickmx rocymapctB, HO U IS
MHOTHX eBPOIEHCKNX CTpaH, ITOCKOJIBKY OOIIIECTBEHHOCTh XeJlaeT TIyo-
K€ OCBOUTD CBOE JaBHEE KYJBTYPHOE HACEICTBO, KOTOPOE aCCOLIMUPYeT-
¢S ¢ € STHUYCCKUM UICHTUTETOM.

BoiBoapl

CpaBHeHMEe OCHOBHBIX (DOPMaIbHBIX MpU3HAKOB DM n AM nmaér
OCHOBaHMe ISl yTBEpXKAeHUs1, YTo AM Bo3HUKIIa HAa mouBe DM u Oblia
MMOABEPrHYTa PAIIMOHATEHOMY BO3/IEICTBHIO YSIOBEUECKOM BOIH.

[TomoGHOroO BMeniaTeIbcTBa YesIoBeKa MPaKTUUEeCKU Heslb3s1 HabJTo-
aTh B QYHKIIMOHMPOBAaHNY DM BIUIOTH 0 HAIIMX THEH, M 3TO 00CTOSI-
TeJIbCTBO HABOJAUT Ha MBIC/Ib, YTO DM BO3HUKJIA €ECTECTBEHHO U pa3BHBa-
Jlach HaTypaJbHO — KaK 3aKOH MPUPO/bI.
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OcHoBHBIC He(popMaTbHBIE IPU3HAKN W UX CPaBHEHUE TTO3BOJISIIOT
yTBepKAaTh, YTO DM 1 AM HCNOAB3YIOT COBEPILISHHO pa3HbIe CPEACTBA
XYAOXXECTBEHHON BBIPAa3UTEJIbHOCTU, OJHAKO JOCTUTAIOT OAMHAKOBBIMI
KOHEYHBII pe3yabTar.

CpaBHEHNE OCHOBHBIX IIPU3HAKOB MTAaET TaKXKe OCHOBY TSI YTBEPXK-
JIeHUsT, 9T0 DM 110 CBOEH MPUPOIE IBIISIETCS IeMOKPATUIECKOIA, B TO Bpe-
M Kak AM ¢ Ipe€BHOCTU U IO HAIUWX JHEW OCTaI0Ch JIUTAPHBIM BUIOM
HUCKYCCTBA.

Ethnic and Academic Music: Connections and Differences
Romualdas Apanavicius

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 20 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 20™ 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 maina Latvijas etnomuzikologija:
atgriesanas pie latviesu un cittautu
miuzikas sakariem

Dr. art. Anda Beitane
Jazepa Vitola Latvijas Muzikas akademijas profesore

Jebkuras jomas pétnieciba balstas uz izpétes paradigmam. To analize
un nepartraukta parskatisana ne tikai veido pétniecisko diskursu, bet ari
palidz izprast nozares attistibas gaitu un virzibu ilgaka laikposma. Latviesu
muzikas zinatné joprojam nav parak daudz darbu, kas butu veltiti
paradigmu izvértéjumam. Rezultata nereti tiek apzinati vai neapzinati
aizmirsts vai ignoréts iepriekséjo zinatnieku paaudzu veikums, ta vieta
meéginot izgudrot divriteni katru gad’ no jauna.

Si raksta centrala ass vérsta uz paradigmu analizi Latvijas etnomu-
zikologija, péc ilgaka laika atkal pievérsoties latviesu un cittautu miizikas
sakariem (Goldins 1972). Pirms tam noteikti jaatzimé, ka ari pati Latvijas
etnomuzikologija, par kuras aizsakumiem ta isti varam runat tikai kop$
pagajusa gadsimta 90. gadiem, ir pétniecisko paradigmu maina, ja salidzi-
nam ar to, kada bija tradicionalas mazikas pétnieciba ieprieks. Isi vispa-
rinot, ta pamata bija vérsta uz muzikas materiala analizi ar profesionalas
jeb akadémiskas muzikas analize aprobétu instrumentariju vai ari pétija
dazadu tradicionalas muzikas fenomenu veésturisko izcelsmi un senumu:
pieméram, méginaja atrast latvieSsu burdona saknes Balkanu regiona
3. gadu tukstoti pirms musu éras, ka to 20. gadsimta 70. un 80. gados
darija Karlis Brambats (Brambats 1973, 1974, 1983) un Vilis Bendorfs
(Bendorfs 1988), balstoties uz lingvistikas datiem. Jau racionalak lidzigu
tému risinajis Martin$ Boiko, kur§ sava raksta Omnoucmopuuecxue ac-
neKmaol Aamuluick02o OypoornHo2o mHoeozonocus (boriko 1990), pamatojoties
uz fiziskas antropologijas atklajumiem, burdondaudzbalsibas ienaksanu
pasreizgjas Latvijas teritorija daté ar musu éras 1. gadu tukstosa otro
pusi un raugas pavisam cita virziena — uz Baltkrieviju un Krieviju, no
kurienes, saskana ar vipa rakstito, Seit toreiz iece]oja un apmetas uz dzivi
platsejaino austrumbaltu ciltis (Boiiko 1990: 86-87).

Tikai gadu velak top kads Latvijas etnomuzikologijai loti nozimigs
manuskripts. Tas ir joprojam nepublicétais Martina Boiko pétijums Zie-
mellatgales burdondaudzbalsiba: konteksts un struktiras (Boiko 1991),
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kas pavers visu Latvijas etnomuzikologiju — cik nu ta liela vispar tolaik
ir — gluzi atskiriga virziena, liekot pamatus lokalo tradiciju izvértéjumam
antropologiska konteksta un balstoties uz lauka pétijumiem. Kada no
saviem agrak publicétajiem rakstiem esmu atlavusies o Boiko manus-
kriptu dévét ari par Rietumu paradigmas saknotas etnomuzikologijas
sakumpunktu Latvijas muzikas zinatné (Beitane 2009: 10). Zimigi, ka
manuskripta tapsanas laiks vésturiski sakrit ar Latvijas valstiskas neatka-
ribas atguvi un atbrivosanos no t. s. dzelzs priekskara. Tagad, kad pagajusi
jau vairak neka divdesmit gadi, varam konstatét: lokalo tradiciju pétnie-
ciba ar izteiktu lauka pétijumu dominanti atspogulojas teju visas Saja
perioda Latvija izdotajas etnomuzikologiskajas publikacijas. Tomeér jaat-
zist, ka esmu kludijusies attieciba uz Latvijas etnomuzikologijas sakum-
punkta noteik$anu, jo lidzas jau minétajam ir vel kads pétijums, kas,
neraugoties uz savu cienijamo vecumu, uzrada parsteidzosi modernas
etnomuzikologiskas tendences. Runa ir par jau 1957. gada pabeigto
Jékaba Graubina darbu Grievaltas dziesmu lizda, kas dienasgaismu pub-
licéta teksta veidola ieraudzija tikai 2010. gada nogalé. Seit atrodamas
gandriz visas tas pasas nostadnes, kadas Latvijas etnomuzikologi centusies
istenot savos uz lauka pétijumiem balstitajos muzikali antropologiskas
ievirzes darbos laika kops 20. gadsimta 90. gadiem lidz musdienam.

Lokalo tradiciju izpétes nozimiba, protams, ir likumsakariga — seviski
situacija, kad tas tikpat ka nav darits vai ari ir darits visai fragmentari.
Tomeér, nonakot starptautiska zinatniska aprité, nevilus saskaramies ar
nepieciesamibu izvértét savu tradicionalas mazikas materialu un ta pét-
niecibas paradigmas plasaka diskursa. Viens no $i diskursa aspektiem ir
dazadu tradiciju un dazada repertuara savstarpéjo attiecibu jautajums,
un nakas konstatét, ka pédéjo divdesmit gadu laika Latvijas etnomu-
zikologi tam tikpat ka nav pievérsusi uzmanibu. Sis tad ari bas rakurss,
kura ietvaros turpinajuma centiSos iezimét galvenas pétnieciskas para-
digmas un to izmainas Latvijas etnomuzikologija, atgriezoties pie latviesu
un cittautu muzikas sakariem —ka jau zinams, ta bija viena no centralajam
téemam Maksa Goldina muzikas folklorista darbiba 20. gadsimta 50.—
70. gados. Savulaik ne viens vien no vina kolégiem médza raukt degunu,
runajot par $o tému, jo Skita, ka tas nebtt nav pats svarigakais jautajums,
kam pievérst uzmanibu latviesu tradicionalas muzikas pétnieciba. Iespeé-
jams, ka sava loma Seit bija ari tiri politiskiem aspektiem. Tomeér patlaban,
kad jau ir pagajis pietiekami ilgs laiks ne tikai politiskas neatkaribas
statusa, bet ari Latvijas etnomuzikologijas ka nozares attistiba, skiet
vilinos$i pievérsties Siem jautajumiem nu jau no citas laika distances. Un,
ka parasti, izradas — jo dzilak meZa, jo vairak malkas.
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Tradicionalas muzikas vacéjiem un pétniekiem dazados laikos ir bijusi
atskiriga attieksme pret cittautu mazikas ietekmém latvieSu tradicionalaja
muzika. Sistematiskas latviesu tautasdziesmu un instrumentalas muazikas
vaksanas un pétniecibas pamatlicéjs Andrejs Jurjans sava Latvju tautas
miuzikas materialu piektaja gramata skaidri norada, ka nelatviskas izcel-
smes melodijas Seit apzinati netiek publicétas un ari vairaku publicéto
melodiju latviskums varétu but apsaubams. Vins raksta: Te nu tilin japie-
zime, ka laba dala no sim dejam nav tautas dejas, bet patapinatas no
citam tautam, ka tas redzams no sabojatiem nosaukumiem un izvesanas
veida. [..] Ieverojot visu to, saubijos, vai pavisam $adas dejas uznemt
krajumas Ja tomer to daru, tad nevis tadel, lai vinas tiktu uzskatitas par
tautas dejam, bet tikai lai raditu, kadas dejas latvji sava laika dejojusi, jo
vesturiska nozime vinam nav noliedzama. Vinu starpa nav uznemtas tas,
kuras visparigi pazistamas Ra cittautu raZojumi (Jurjans 1921: 5). Tadejadi
jau latvie$u tradicionalas muzikas vaksanas un pétniecibas sakumposma
radies pienémums, ka §is mazikas vértigaka dala ir ta, kas briva no jeb-
kadam - gan cittautu, gan jaunaku laiku — ietekmeém.

Péc divdesmit gadiem cits pétnieks, Julijs Sprogis, somu muzikas
folkloristikas skolas iespaida sava darba Janu dziesmu melodijas (1941),
gluzi pretéji, meklé vairaku latviesu tautasdziesmu patieso izcelsmi un
atklaj, ka tas ir intonativi tuvas dazadu citu tautu melodijam. Julija Sproga
motivaciju ilustré vina rakstitais, ka visa pasaule nu ir sakrats milzigs
daudzums miuzikas folkloras materialu gan fonogrammas, gan rakstita
veida un atrodas daZadu tautu ipasumos. Tadel rodas interese tos sagrupet
un rast kadu kartibu, rodas interese noskaidrot pamattipus (pamat-
motivus) un vinu variantus dazadas zemeés un tautas, lai talak noskaidrotos
So materialu ista piederiba, to istie pirmceloni (pirmvietas) un talakie
veidojumi, jo daudzu melodiju pirmceloniba, pirmvieta, tagad (allaz tikai
pavirsi salidzinot dazadu tautu tautas muzikas materialus) ir kluvusi
diezgan apsaubama (Sprogis 1941: 25). Julijs Sprogis ari atzimé, ka,
rokoties pa vairaku tautu muzikas folkloras materialiem, var redzet, ka
lielaka vai mazaka mera lidzigi materiali (tuvaki vai talaki varianti) ir
nevien tuvakam, bet ari talakam tautam (Sprogis 1941: 25). Lai ari skiet,
ka pasa izvirzito uzdevumu — noskaidrot materialu isto piederibu vai
pirmuvietu — autoram ta isti sasniegt neizdodas un vin$ ari netiek daudz
talak par pasa kritizéto pavirso salidzinasanu, $is tomeér ir pirmais megi-
najums meklét kopigo un atskirigo latviesu un cittautu mazikas materiala.

24



A. Beitane. Paradigmu maina Latvijas etnomuzikologija: atgriesands pie..

Ilgi nav jagaida ari nakamais radniecigas ievirzes darbs. Astonus
gadus vélak pabeigts Jekaba Graubina pétijums Paraléles starp latviesu
un krievu tautas dziesmam (1949). Ta manuskripts glabajas Latvijas
Mauzikas akadémijas Jazepa Vitola Pieminas istaba. Pétijuma ievada
lasam: Katras tautas muzikas folkloristika stada sev uzdevumu — izpetit
savas tautas muzikalo garamantu ipatnibas, t. i. — kas tajas pilnigi atskirigs
no citu tautu muzikalajam garamantam. Aiskiribas iepazit iespejams tikai
salidzinajuma. Tadel latviesu tautas miuzikas ipatnibas petot, nepieciesami
to salidzinat ar citu tautu muziku — péc iespéjas ar daudzu citu tautu
miuziku, lai butum drosi, ka tas, kas radas mums vieniem piederigs, tads
patiesi ari butu, nevis tikai maldigi noturets par musu ipatnibu, citu tautu
miuziku nepazistot, un varbut $i “ipatniba” ir tikpat “ipatnéja”. Tas ir
milzu darbs, saistits ar raknasanos un iedzilinasanos folkloras materialu
blakos, ar rupigiem salidzinajumiem daZados elementos no dazadiem
viedokliem. Migzikas folkloristika vel jauna zindatne un paveikusi sali-
dzinama lauka loti maz. Dazadu tautu muzikas ipatnibas talu no noteik-
tiem formu lejumiem, pavirsiba, parsteidziba un kludas konstatejumos
redzamas ik uz sola. Bet — nek[idas tikai tas, kas neka nedara (Graubins
1949: 1-2). Nav saubu, ka $1 manuskripta publikacija ne tikai pavértu
jaunas iespéjas pétniecibai, bet arl apliecinatu: ja vien Graubina dzive
butu ritéjusi citadu celu, Latvijas etnomuzikologija Sodien jau atrastos
pavisam atskiriga brieduma pakape. Paradigmu sakara butiski atzimét,
ka Graubins tadé&jadi liek pamatus ne tikai lokalo tradiciju pétniecibai,
bet ari tradicionalas muzikas starptautiska diskursa jautajumiem.

Interesanti, ka viens no savulaik vadosajiem Latvijas muzikas folk-
loristiem, jau pieminétais Maksis Goldins, kur$ latviesu un cittautu ma-
zikas sakaru problematikai pievérsies vairakos darbos (1958-1972), sava
gramata Latviesu un cittautu mugzikas sakari konstaté: Komponista un
folklorista Jekaba Graubina pétijums par latviesu un krievu tautas dziesmu
paralelem nav devis cerétos rezultatus (Goldins 1972: 42). Si izteikuma
argumentacija vél sikak japéta, tomér varam ari pienemt, ka Goldins
sava laika pétniecisko paradigmu konteksta nespéja (vai negribéja) noveér-
tét Graubina pétijjumu. Ari pasa Goldina zinatniskais veikums vél tikai
gaida savu izvértéjumu. Katra zina vina darbi par latvieSu un cittautu
miuzikas sakariem ir labs atspériena punkts turpmakai pétniecibai.

2009. gada vasara $o rindu autorei radas iespéja realizét vienu no
saviem sapniem — piedalities lauka pétijumos Baltkrievija kopa ar Balt-
krievijas Valsts Muzikas akadémijas kolégiem. Tie ilga desmit dienas un
tika veikti Latvijas pierobeza, Mioru rajona.
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Isuma visparinot $o lauka pétijumu rezultatus, jasecina: Baltkrievija,
netalu no Latvijas robezas, vél ari musdienas ir iespéjams dokumentét
plasu gan sena, gan jauna slana tradicionalas muzikas repertuaru, kas
atspogulo vairakas kopigas iezimes ar latvieSsu materialu. Japiekrit Mak-
sim Goldinam, kur§ sava 1958. gada publicétaja raksta Latviesu un
baltkrievu tautu miizikas sakari norada: latviesu un baltkrievu saites
dziesmu dailrade ir sena paradiba, un batu maldigi domat, ka tas radusas
tikai péc Latgales pievienosanas Krievijai vai péc krievu un baltkrievu
masveida iecelosanas Latgalé. Autors raksta par senu intonativu kopibu,
kas vieno Baltkrievijas ziemelrietumu (seviski Molode¢no un Polockas),
lietuviesu (Dzukijas), latgalieSu un igaunu (Petserimas resp., Petserima
rajona) dziesmas. Vinaprat, lidziba Seit izpauzas skankartas, ritmika,
melodiskaja ziméjuma un intonativaja uzbavé (Goldins 1958: 105). Gol-
dins ari salidzina latgaliesu un baltkrievu dziesmu stilistiskas pazimes:
Briva, takti neieklaujama ritmika, kas izraisa bieiu metra (takismera)
mainu pierakstijumos; ritmiska izrotatiba, sinkopu, triolu parpilniba.
Latgaliesu gadskartu dziesmu ritmika visuma vienkarsaka neka balt-
krievu. Taja samera maz melizmu un stieptu skankartas balstu — pagari-
nata tiek galvenokart strofas pedeja skana. |..] No skankartam janosauc
minora un mazora tercas skankartas ar kvartas gajienu no apaksas vai
bez ta (tercas atbalsts — apakseja skana); minora un mazora kvartu skan-
kartas, aizpilditas un neaizpilditas, nereti ar apaksejo paligsekundu.
Dominé lejupejosa melodiska kustiba, bet bez glissando. [..] Stiepta into-
nésana latgaliesu gadskartu dziesmas, lai ari tiek praktizeta, sastopama
nesalidzinami retak ka baltkrievu dziesmas (Goldins 1958: 107).

Péc Maksa Goldina domam, seviski tuvas intonativa zina ir latgaliesu
siena plaujas un baltkrievu labibas plaujas dziesmas (Goldins 1958: 106).
Vins ari sniedz konkrétus piemérus.

1. piemers. Latgalie$u siena plaujas dziesma (Goldins 1958: 107)
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Interesanti, ka tie$i Goldina raksta citéta Latgales siena plaujas dzies-
ma bija pirma, kas ienaca prata $o rindu autorei, klausoties baltkrievu
teicgjas dziedajumu Mioru rajona Djanisovas ciema:

2. piemers. Baltkrievu teicejas dziedajums
Faina Marocka (1927). leskanots JVLMA un Baltkrievijas Valsts
Mauzikas akadémijas macibspéku un studentu kopigaja ekspedicija 2009.

gada 6. julija Mioru rajona Djanisovas ciema (Baltkrievija) teicéjas majas
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Ka redzams, minétajos pieméros ir daudz kopiga gan skankartas,
gan metroritma aspekta. Abos gadijumos dziesmu skankartisko pamatu
veido eoliskais tetrahords apvienojuma ar raksturigo kvartas intonaciju
otras melostrofas sakuma (abos pieméros — 6. takti), kas tadéjadi pievieno
eoliskajam tetrahordam vel ari minora dominantes skanu, kuras izcelsme,
iespéjams, saistama ar jaunaku laiku skankartiskas domasanas ietekmi
(dominantes skana uztakti). Sadas dziesmas, kur sakotnéji modalam
Saurapjoma melodijam (to skanurindu veido dazadi trihordi vai tetra-
hordi) pievienojas minora vai mazora dominantes skana, gan Latgale,
gan Baltkrievija sastopamas sameéra biezi.

Abu pieméru metram raksturigs brivs pladums, un to ir loti grauti
ietilpinat noteiktos taktsméros, citiem vardiem, dalijums taktis Seit var
but visai nosacits. Transkripcijas abos gadijumos rada daudzveidigu
nevienmerigi mainigu metru. Maksa Goldina raksta minétaja latgaliesu
dziesma tadéjadi redzam 5/8, 5/4, 3/2 taktsméru, savukart baltkrievu
pieméra metra maina ir vél daudzveidigaka — nevienmérigi mijas 4/8, 5/
8,6/8,7/8,4/4, 6/4, 7/4 taktsmers.

Seit nepieciesama maza atkape, kas saistita ar latgaliesu siena plaujas
dziesmas transkripciju. Ir acimredzams, ka Maksis Goldins sava raksta
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izmantojis Emila Melngaila 1941. gada Bukmuiza pierakstitas melodijas
transkripciju, kas publicéta Jekaba Vitolina sastaditaja serijas Latviesu
tautas mizika pirmaja dala Darba dziesmas (Vitolins 1958: 77). To-
mér Vitolina transkripcijas versija rada nelielas atskiribas taktsméru
lietojuma salidzinajuma ar Goldina raksta minéto. Proti, Vitolins$ izmanto
smalkaku diferenciaciju neka Goldins, jo sadala pieméra redzamas trans-
kripcijas 3., 4., 8. un 9. takti sikakas vienibas, lietojot 2/4 un 4/4 takts-
méru. Veél interesantaka aina paveras, aplukojot originalu — Emila Meln-
gaila transkripciju (Melngailis 1952: 166), kur redzam vien divus vinam
tik raksturigos taktsmérus — 15/8 un 9/2. Tadéjadi Melngailis, sadalot
dziesmas melodiju tikai Cetras taktis, iespéjams, ir bijis vistuvak patiesibai,
jo nav centies maksligi konstruét melodijas metrisko dalijumu, kas at-
kariba no dziedatajas individuala stila u. c. aspektiem varéja tikt pa-
klauts mazakam vai lielakam svarstibam. Janem ari véra, ka Melngailis
dziesmu pierakstiSanai neizmantoja skanierakstu tehniku, un §i trans-
kripcija patieSam ir vienigais avots, kas liecina par dziesmas kadrei-
z&jo skangjumu. Izskatas, ka Goldins sava transkripcija méginajis ap-
vienot gan Melngaila, gan Vitolina pieeju metriskajam dalijjumam,
tomeér ir ari skaidrs, ka tas jebkura gadijuma ir japienem ka nosacits.
Ieverojot ieprieks teikto, vél tikai paliek jautajums: péc kadiem kritérijiem
Goldins ir izvélgjies tempa apziméjumu situacija, kad nav dziesmas
audioieraksta?

Lidzigi veidots ari abu dziesmu ritma ziméjums, kas, pateicoties dau-
dziem locijumiem, punktéjumam un brivdalijjumam (trioles), rada brivu
melodijas pludumu — Goldina vardiem runajot, takti neieklaujamu ritmiku
(Goldins 1958: 107). Uzmanigi aplukojot abas melodijas, var pat rasties
iespaids, ka tas ir viena melodiska modela divas variacijas, no kuram
viena — Latgales versija — musdienas dziva veida vairs nav sastopama.
Tas transkripcijas atrodamas tikai tautasdziesmu publicégjumos un manus-
kriptos, kas liecina par tradicionalas dziedasanas situaciju, kada ta bija
Latgalé 20. gadsimta pirmaja pusé. Tapéc So rindu autorei $kita visnotal
iedvesmojosi un pat fascingjosi konstatét $ada veida dziedasanas eksistenci
veél ari 21. gadsimta sakuma netalu no Latvijas robezas — Baltkrievijas
puse.

Pierobezas regioni, ka zinams, allaz bijusi ipasi spilgti tradicionalas
mizikas repertuara lokalizacijas un tradiciju dzivotspéjas zina. Seit véro-
jama ne tikai dazadu tautu mazikas tradiciju sapltsana viena veseluma,
bet ari labak saglabajies spilgts repertuars un ta atskanojuma veidi. Pie-
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robezas tradicionalas muzikas materials ir ari loti pateicigs izpétes objekts,
lai analizétu attiecibas starp to vai citu tautu kultaram.

Latvijas un Baltkrievijas gadijuma ir interesanti vérot, ka sis attiecibas
izpauzas gan senaja, gan jaunaja muzikas slani. Latviesu un baltkrievu,
ka ari turpat kaiminos eso$as Lietuvas pierobezas regionu sena slana
melodijas parstav kadreiz vienotu tradicionalas muzikas arealu, tapéc
nav nekas parsteidzoss, ka seno ierazu melodijas daudzos gadijumos ir
lidzigas. Cita lieta, ka, laikam ejot, to attistiba ritéjusi savrupu gaitu,
mijiedarbojoties ar dazadam — gan vietéjam, gan aréjam ietekmém.
Rezultata musdienas varam konstatét lidzibu pasas melodijas, tacu to
teksti un pat funkcionala piesaiste daudzos gadijumos atskiras. Tadéjadi
senais latvieSu un baltkrievu tautasdziesmu slanis liecina par kopigo tala
pagatné, turklat liecinieka statusa $aja gadijuma ir nevis dziesmu tek-
stualais veéstijums vai kopigas funkcionalas nisas, bet gan melodiskas
konstrukcijas un dziedasanas veidi.

Citadi ir ar jauna slana tradicionalo instrumentalo muziku. Batiba
Seit jaruna par kopigu Latgales un Baltkrievijas repertuaru, ko tikai gadi-
juma pec musdienas atdala administrativa robeza starp divam valstim.
Ta ir deju muzika, kas vél 20. gadsimta pirmaja pusé gan Latvijas, gan
Baltkrievijas teritorija eksistéja tradicionala veida. Lauka pétijjumu gaita,
tiekoties ar baltkrievu muzikantiem, izdevas fiksét ari Latgalé labi pazis-
tamu deju maziku, pieméram, deju Gailitis, kas visa Latvija pazistama
ka dziesma Kur tu teci, gailiti mans, dejas Padespan un Krakovjaks, ka
ari Latgalé izplatito Kazu marsu, kas ir dokumentéts ari Lietuvas teritorija.
Sis mazikas veids izcelas ne tikai ar lokalo, bet ari individualo versiju
lielu daudzveidibu, kur katram muzikantam raksturiga sava atskanojuma
maniere, melodiskas konstrukcijas un improvizacijas modeli. Turpinadjuma
sniegtais kazu marsa piemérs rada ta baltkrievu versiju, kas ir visai tuva
Latgales materialam:
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3. piemers. Kazu marss
Ivans Kaspurs (1950). Teskanots JVLMA un Baltkrievijas Valsts
Mauzikas akadémijas macibspéku un studentu kopigaja ekspedicija
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Sikaka instrumentalmuzikas analize, ka ari Latgales, Baltkrievijas
un Lietuvas materiala salidzinajums ir plasaka pétijuma uzdevums; Balt-
krievijai taja batu atvélama loti svariga vieta, jo tur $ada veida muzikas
repertuaru tradicionalos apstaklos iespéjams fiksét ari musdienas.

Jaatzimé, ka strikta robeza starp Latviju un Baltkrieviju novilkta
tikai 1991. gada lidz ar Latvijas valstiskas neatkaribas atguvi. Ieprieks
satiksme starp latgalieSiem un baltkrieviem noritéja bez lielam gratibam,
un nebija ipasu skérslu ari kopigai muzicésanai. Tadejadi jasecina, ka
lidz pat 20. gadsimta pédéjai desmitgadei latviesu un baltkrievu tradi-
cionalas muzikas dzivé bija iespéjama mijiedarbe, kas sekmeja kopiga
jauna slana repertuara nostabilizé$anos ilgstosa laikposma.

Latviesu etnomuzikologu lauka darbs Baltkrievija veikts gandriz
divdesmit gadus péc robezas novilksanas starp Latviju un Baltkrieviju.
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Ta ka §i ir Eiropas Savienibas aréja robeza un lidz ar to tiek stingri kon-
troléta no abam pusém, tas esamiba bija pilniba partraukusi abu valstu
pierobezas iedzivotaju savstarpéjo satiksmi, dodoties vienam pie otra,
ka ari kopigi dziedot vai spéléjot. Skérsojot $o robezu 2009. gada vasara,
pétnieku uzdevumi bija fiksét tabriza situaciju baltkrievu tradicionalaja
muzika, ka ari meklét paraléles baltkrievu un latviesu muzikas repertuara.
Veicot pirmo no minétajiem uzdevumiem, konstatéjam, ka baltkrievu
tradicionalas muzikas repertuars 21. gadsimta sakuma apliecina salidzi-
nosi labaku dziviguma stadiju, neka tas vérojams robezas otra puse.
Teiktais attiecas gan uz sena slana dziedajumiem, gan it ipasi uz jaunakas
cilmes instrumentalo deju maziku. Lauka darba ietvaros izdevas doku-
mentét plasu repertuaru, kas ietver gan senas, gan jaunakas cilmes maziku;
liela ta dala ari masdienas vél funkcioné apstaklos, kas tuvi tradiciona-
lajiem. Meklgjot paraléles baltkrievu un latviesu tradicionalaja muazika,
izdevas atrast kopigu repertuaru un lidzigus ta atskanojuma veidus;
vairakos gadijumos tas palidzéja precizét informaciju par 20. gadsimta
sakuma pierakstitajam latvieSu melodijam, kas musdienas pieejamas vairs
tikai nosu formata.

Interesants ir jautajums par attiecibam starp baltkrieviem un lat-
vieSiem tautasdziesmu tekstos. Liela dala latviesu tautasdziesmu piemi-
nétas dazadas tautibas — vaciesi, krievi, lietuviesi, igauni, ebreji, romi
(¢igani) u. c. —atskirigu notikumu konteksta; bez tam daudzam dziesmam
raksturigi ari vairak vai mazak izvérsti refréni, kas kompiléti no nereti
kladaini lietotiem citvalodu vardiem, tomér baltkrievu vards neparadas
ne viena, ne otra gadijuma. Tacu, ja pienemam, ka ari muzika ir valoda,
tad varam secinat, ka muzikas valodas konstrukcijas attiecibas starp
latvieSiem un baltkrieviem izpauzas vistieSakaja veida, liecinot par to
piederibu vienai mizikas valodu grupai.

Atgriezoties pie latvieSu tradicionalas muzikas pétniecibas paradig-
mam jautajuma par latvieSu un cittautu muzikas sakariem, jasecina: tas
visos laikos ietekmégjis laikmeta konteksts. Raksta sakuma sniegtais lat-
vieSu tradicionalas muzikas vaksanas un pétniecibas pamatlicéja Andreja
Jurjana piemeérs, kas pétniecisko domu orienté virziena uz savas tautas
tradicijam un iespéju robezas censas ignorét citu tautu ietekmi, javerte
nacionalas atmodas laika konteksta (vél pirms valstiskas neatkaribas
pasludinasanas un nacionalas muzikas folkloristikas pasa sakuma), kad
uzmanibas centrésana uz nacionalo folkloras mantojumu ir likumsakariga
un vairak neka saprotama. Savukart somu muzikas folkloristikas skolas
ietekmeéta Julija Sproga darbs, kas vérsts uz dazadu tautu mazikas salidzi-
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najumu, norit laika, kad pirma Latvijas neatkariba ilgst jau vairak neka
divdesmit gadu (un diemzél tulit ari beidzas), tacu ir acimredzams, ka
politiskas neatkaribas apstaklos atticksme pret savas un citu tautu attie-
cibam folklora klast brivaka no aizspriedumiem. Neparprotamas pédas
dazadu tautu mazikas sakaru pétnieciba atstajis ari padomju okupacijas
konteksts, kas viena no minétajiem gadijumiem (Jékabs Graubins) pét-
nieku motivéjis pretoties virspuséjiem salidzinajumiem un turéties pie
Andreja Jurjana nosprausta kursa uz savu tradiciju ipatnibu apzinasanu
un izcel$anu, cita (Maksis Goldins) vedinajis uz latviesu folkloras salidzi-
najumu ar visu iespéjamo tautu muzikas paradibam. Laikmeta konteksts —
nacionala atmoda un valstiskas neatkaribas atguve —, protams, ietekméja
ari 20. gadsimta 90. gadu publikacijas Latvijas etnomuzikologija; gan ne
tik daudz metodologiska plana, tac¢u pétijumu objektu izvéles zina gan,
jo uzmaniba galvenokart tika pievérsta konkrétu lokalo tradiciju pét-
niecibai. Taisnibas labad jaatzimé, ka tolaik to prasija gluzi objektiva
nepieciesamiba, jo ieprieks $aja lauka darits gauzam maz.

Veésture atkartojas. Péc otrreizéjas valstiskas neatkaribas atguves
atkal ir pagajusi divdesmit gadi, un Latvijas etnomuzikologija vélreiz
pievérsas salidzinajumam. Lidzas attiecibam starp latvieSu un baltkrievu
tradicionalo muziku, kas daléji portretétas $aja raksta, butu detalizetak
japievérsas ari latviesu — lietuviesu, latviesu — igaunu, latviesu — vacu,
latviesu — krievu un citu tautu muzikas sakariem, ko dazados laikmetos
ietekméjusi visdazadakie geografiskie, vésturiskie, politiskie, funkcionalie
konteksti. Lielisks ieguldijums $ada veida attiecibu analizé ir kopigi lauka
pétijumi, kuru rezultatus iespéjams izmantot abas pusés.

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

Anda Beitane

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, Ziemellatgales
burdondaudzbalsiba: konteksts un struktiras (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 Jurjans 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 (Jurjans
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, Julijs Sprogis, 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 (Sprogis 1941). It
was not long before the next study. Eight years later the study Paraléles
starp latviesu un krievu tautas dziesmam (Parallels Between Latvian and
Russian Folk Songs, 1949) was finished. Its author was the contemporary
of Julijs Sprogis, Jekabs Graubins. The manuscript of the study is kept in
the Jazeps Vitols 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 21 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 20" 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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B3aumoneiicTBre MeJIOAUKH HAPOJHBIX NMECCH
KYPIIMHUHKOB U JICTYBUHUHKOB

Dr. art. JIuna IleTpomene
Iouenm Kaaiinedckoeo ynusepcumema

Beenenne

o cepenunnl XIII Beka 6antuiickoe moodepexbe 3amamaHoii JINTBB 1
3amanHoit JlatBunm ot Kypickoro 3anuBa 1o BeHTcmmica 0610 TeppUTO-
pueii npeBHero rieMeHu Kypieid. B konue XII Beka B pe3ynbraTe CTONIK-
HOBeHMI ¢ JINBOHCKMM OpACHOM KypIIX OBLIN 3aBOSBAaHBI MJIM BEIHYX-
JIeHBI OCBanBaTh Apyrue 3eMin (Zinkevicius 1984: 344—347; Butkus 1995:
11—19). bonpmMHCTBO XXUBIIMX Ha banTuiickom modepexxbe KypIiei mo-
rubJI0, a MX Kpai, 3aXBaueHHBIN JINBOHCKIM OpPIEHOM, TIOUTH OITYCTE]I.
Ha roxnasiit Kypm (Lexmmc, Merysa, [Twicarc) mocie 1400 roga cranm
TepecesiThCS KOJIOHUCTH U3 ceBepHOro Kypiia, a 1mo3xe — HeMITbI, JI-
ToBIIbI. Ha 3T0i1 Tepputopuu (ceBepHas 9acTh Kimaitieackoro kpast, Kyp-
IIICKasi Koca) ApeBHEeM KypIICKO TJIeMeHU JISTYBUHWHKU (/ietuvininkai —
xutenn Masoii JINTBBI) W KypIIMHUHKY (kursininkai — MMMUTPAHTHI C
TeppuTopuu JIaTBUM) XKUBYT psimoM mpuMepHo ¢ XV—XVI BekoB.

Kak nonarator apxeojioru, B XIV—XVII Bekax 3Tu 3emiu ObLIM Ma-
JIOHACEJICHHBIMU, HO 3THUYECKHUI COCTAaB XXUTEJICH OTIIMJaICs pa3HOO0-
pasueM, Kak u B anoxy BUKUHTOB (IX—XI Beka), Korma 3TOT Kpaii ObLT
MYJIETUSTHUYECKUM PETMOHOM, U, TIO CJIOBAM apXeO0JIOTOB, JaxKe IIPOBUH-
muelt CKaHIWHABUU: ceBepHBIN Kyplll McTibITan MIBeaCcKOe BIUSHUE, a
10XHBIT — narckoe (Zulkus 2003: 148). Murpauust kypuueit u3 Kypseme
(JIaTBm#), a TT03XKe JTATHINICH HA TUTOBCKOE B3MOPBE THUJIACh IPUMEPHO
o cepenuHbl XX Beka. [lepecesieHIIeB MECTHBIE JKUTEIN Ha3bIBAJIH T10-
pasHOMY: KypIIIH, KYPIMMHUHKY, KOMMHUHKY (OT JIUT. kopa — MIOHA, T. €.
KUBYIINE Ha MoHax Kypiickoit Kocsl). BoabITMACTBO M3 HUX TOBOPWIIO
Ha JIaTBIILICKOM Hapeunu, KOTOPOe JAJIEKO OT APEBHETO KYPLICKOIO A3bI-
Ka TUIEMEHU KypIIel, a TaKKe Ha JIMTOBCKOM M HEMEIIKOM sI3bIKax
(Zinkevicius 1999: 55; Kiselitnaite 1996: 33; Kiselianaite, Simutyté 2005:
12—13).

Bech XX Bek ObUT TTOJIOH paaUKaTIbHBIX UICTOPUICCKUX, IIOJTUTHICC-
KNX, geMorpacpniecKnx rmepeMeH. B co3maBieiics MyJIbTUKYIBTYpHOM
cpene obpa3 XM3HU, SI3BIK, OOBIYau, KyJbTypa M, COOTBETCTBEHHO, 3T-
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HUYecKasi My3blKa KYPIIMHUHKOB U JIETYBUHMHKOB MEHSIIUCH O] BO3-
JIEICTBUEM COLIMAIbHBIX YCIIOBUI, ODUEHTUPOB FOCYAapPCTBEHHOM MTOIM-
TUKU, IEPKBU, YUEOHBIX 3aBEICHUI.

OO0BeKT MccaenoBaHMUSs — MEJIOAUU HAPOIHBIX MECEH KypIIn-
HUHKOB U JIETYBUHUHKOB. AHAJIN3 ¥ CPAaBHEHUE MEJIOAVKY OTTMPAETCS Ha
OTHOCUTEJbHO HEMHOTOYUCIEHHbIE, KAYECTBEHHO 1 KOJTUYECTBEHHO He-
paBHOMEPHBIE, HO UCKITIOUMTELHO LIEHHBIE /1A H H bl €: U3 Pa3HbIX UCTOY-
HUKOB coOpaHo 148 Mesoauii meceH KypIIMHUHKOB U 718 Menonuii me-
CEH JIETYBUHUHKOB. BoJIbIIIyI0 YacTh MeceH KYPIIMHUHKY MeJIU Ha sI3bIKe
KYPIIMHUHKOB (JIATHIIIICKOM Hapeuunu), MMO3TOMY BO3HUKIIA HEOOXOIM-
MOCTb MHOT0OACITIEKTHOTO 3THOMY3bIKOJIOTUYECKOro aHaau3a (Jam, puT-
MUKa, TUATIa30H, METP) JIATHIIIICKUX MEJIOINiA. bbUTo TpoaHaIM3npoBaHO
754 nateinickux TpyaoBbix eceH (LTM 1 1958). B xone ananuza ycraHas-
JINBAJIOCh COOTHOIIEHUE MEJIOANI KYPIIMHUHKOB U JIATHIIIICKUX TIECEH,
0CO0EHHO TeX, KOTophle 3adukcupoBaHbl B Kypseme (JlatBus). Llens —
HCClIe0BaTh OOUIHOCTb U Pa3inure MEJTOAUKU KYPIIMHUHKOB U JIETYBU-
HUHKOB, BBISIBUTH X B3aUMOJIEHICTBIE. B rccienoBaHny NCTONb30BaTUChH
M e TO bl aHAJIN3a, CTATUCTUKM, CPABHEHMUSI, CUHTE3a, 0000IIEeHNS.

O030p MCTOYHUKOB NECEH KyPUIMHUHKOB 1
COCTOSTHHE X HAYIHOTO UCCIEIOBAHUS

HaponHble mecHM KypIIMHUHKOB coOuparean (poibKiIopa Hadaan
(ukcupoBaTh B repBoii mosoBuHe XX Beka. [1o pa3nuuHbIM OOBEKTUB-
HBIM IIpUYMHAM 3Ta paboTa HocwIa (pparMeHTapHBI Xapakrep. JIuToBC-
Kue (DOTBKIOPUCTHI CTATKMBAIKMCH C PAa3HOTO pojia TPYAHOCTSIMU, HAaIIpy -
Mep, C BO3PACTHOI 3aCTEHUYMBOCTbIO PECIIOHACHTOB (cmapomy [yenoBe-
Ky — JI. I1.] nekpacuso [HeconuaHo — JI. I1.]), GOSI3HBIO OCYXJIEHUS CO
CTOPOHBI cocelielt U JoModanLeB (6ydym cmesmscs, 6y0em pyeamucs JceHa),
PEITUTHO3HBIMU YOexXKneHUSIMU (u caasa locnody boey, umo ceéemckue nec-
HU 3a0bimbl UAU Me, KMO UX NOMHSM, He CMerom 3auKHYmMbCs), OacCeHUEeM
CaHKIINI BlacTel (6osmces, umo 6ydym Hakaszvieams “ceviuie ”) NN SKOOBI
HeTpueMJIeMO cpebl (doma nems He Modicem, TOIIBKO 6 0i0HAX, 20e HUKMO
He yeudum u ne ycaviwum) (TD 111 1937: 90). OueBunHbI 00111Me HEOIAro-
MIPUSITHBIE 00CTOSITETBCTBA IS CyIeO IeCeHHOTO (hOIBKIIOpa KYPITMHIUH-
KOB M JIETYBUHUHKOB: €CTE€CTBEHHOE OCKYJICHUE WU CO3HATEIBHO (op-
MHpyeMoe MUETHCTaAMU OTHOIICHME K HAPOTHOM MeCHe KaK K YeMy-TO
IT030PHOMY, TTPEIOCYIUTETLHOMY, HECOBMECTUMOMY C OOJTMKOM ITOPSIIOY-
HOro, HaboxHoro yenaoBeka. Hy>kHO 00s13aTeIbHO OTMETUTD, YTO CTPO-
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IMX TMETUCTCKUX YCTAHOBOK IO TMTOBOJY HAPOJIHOTO TBOPYECTBA MPUAEP-
>KUBAJIMCh JIETYBUHUHKY Y KYPIIMHUHKY, XUBIIMe Ha Kalinenckom Kpae
u Ha Kypuickoit koce. Kypmnmnunku LlIBeHTO#MM, cyns mo umerolencs
WHGbOPMAIUU, CTPOTUX MUETUCTCKUX OTPAaHUUEHUI He TIPUACPXKUBATUCH.

®otocHUMOK 1. Dievins ®otocHuMOK 2. ITorpannyne
(p. 1874 r.) ¢ xeHoiA, Pyuasbi. Xo3siicTBO JaThiIei
IIIBenToiin, JIuTBa Ha JINTOBCKO# cTOpOHE

B nauane XX Beka IaTBUICKUIT KOMIIO3UTOP U (DOTBKIOPUCT DMU-
sic Mennraiuc! (1874—1954), cobupasimii dpoabkiop Ha Kypiickoi
Koce, TUcaJ, 4To s3bIK [JaThilicKoro auanekTa — JI. I1.] 3aech ele Kus,
HO MECHH YK€ MOYTH 3a0bIThIZ. HO B ME3KBOEHHBII TIEPUO/ B OKPECTHOC-
Tsx [lIBeHTolin MenHraitnuc u npyrue ¢hoabKIOpUCTh 00HAPYKUITN He-
MaJIo MeBLOB, MoIoLIKX JaTbickue necHu (Mezas 2010: 81—82). DobK-
snopuctbl JlatBun XXI Beka MUIIYT O MOJOXKEHUU TPAAULIMOHHON KYJb-

! Mennraiinuc nepenan Apxuy domabkiopa JlatBuu [Latviesu folkloras
kratuve] Komnekuuio u3 46 GoToCHUMKOB, caeaaHHbIX B 1921—1931 ropax. B Heit
MMEIOTCS IBa CHUMKA (cM. 1, 2), 3anevarnesiuue xuteneit LLIBeHTolin, nx OBIT.

2 Kursu kapas, kas valoda bagatas, bet dziesma jau nabagas. Rakst. E. M.
1927 (Vanags).
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Typhl Xxuteneit LlIBenToitn Hagama XX BeKa KakK O nepuode npousemanus
(SvDz 2010: 77). [Tomo6HOe MHEHE BBIPA3WII ¥ TUTOBCKII KOMITO3UTOP
u donpkiopuct F0oszac XKunsasudioc, yTBepXKIaBIInii, 4To B Havage XX
BeKa IeCHU KypIIIeii (TOuHee cKa3aTh, SKUTEJICH JIATHIIIICKOTO IIPOMCXOXK-
JIeHUs ), TIPOXKUBAIOIINX B JINTBE, B €CTECTBEHHOI Cpeie OBLIN eIl KUBEBI
(cM. cHOCKY 6).

3aMeTKM IMTOBCKUX (POIBKIIOPUCTOB O COCTOSTHUU SI3BIKA, (hOJTbK-
JIopa KypIIMHUHKOB, MPOXMUBaBIINX Ha KypIiickoii Koce B cepenmae XX
BeKa, HE OTIMYAIOTCS ONTUMU3MOM (CM. CHOCKY 4). OHU IpaKTUIeCKU
COBMAMAlOT ¢ TIPUBEICHHBIM BbIIIe MHeHHeM MemHrainuca. OgHoi u3
MIPUYNH, O0YCIOBUBIINX TAKOE MHEHUE TUTOBCKUX (DOJIBKIIOPUCTOB, MOT
cTaTh SI36IKOBOI Oapbep. Ha 3To ykaswBaiam u codbmparenn GoabKiiopa
(KTR 6), 1 camu pecrioHAeHTbI — KypIuMHUHKY®. C Ipyroil CTOPOHBIL, 10
cpaBHeHmto ¢ LlIBeHToiin, Ha Kypuickoii Koce u ceBepHoit yactu Knaii-
TIeICKOTO Kpasi YUCICHHOCTb HACEJICHUS JIATBIIIICKOTO TTPOMCXOKICHUS
3HAYUTEIbHO MEHbIIE, HeXXeIu TUTOBIEeB. [1o3TOMY moaaepxuBaTh cTa-
PUHHBIE TPATULINHI OBLJIO TOPA3I0 CIIOXKHEE.

Cpenu MmepBBIX TEKCTOB TTeCeH KYPIIMHUHKOB, 3a(pUKCUPOBAHHBIX
JIMTOBCKUMU (hOJTLKIIOPUCTAMMU, OBbUTH JIBE TIECHU, 3aITMcaHHble B 1936 rony
B [Ipetine (Kypmrckast koca) Monacom bammcom. MecTtHsIi xkxutenb Map-
tuHC EpiiHuexc crien mo-nutoBcku Auksti kalnai lygios lankos (pactipoct-
pPaHEHHYIO MECHIO JIETYBUHWHKOB, UMEIONIYIO 14 MeTonnyecKnx BapuaH-
TOB) U O-NAThINICKU ES kapu uz aukstiemi [augstiem — Ped.] kalniem (TD
111 1937: 90). K coxanenuro, oHMA, KaK 1 BeCh IIECEHHBIN (DOJTBKIOP, CO-
OpaHHBII 3TUM 3HAMEHUTBHIM YIEHBIM-(POIBKIOPHUCTOM, TIPEACTaBICHBI
TOJIBKO CJIOBECHBIM MaTepHaioM — MEJIOINH He 3a(hMKCUPOBAHBI.

B 1955 rony corpynauku KabuHera HapomHOI My3bIKI JINTOBCKOI
TOCYIapCTBEHHOU KOHCepBaTOopuH (B HacTosIlee BpeMs — JInToBcKast
aKageMusT My3BIKM M TeaTpa) 3aIlicai HECKOJIBKO TEKCTOB U MEJIOIMIA
receH KypImmHIHKOB. DoTbKII0OpHAsT 9KCIICANIINS, BO3IJaBisemMas [eHo-
Baiite Yerkayckaiite, Obls1a opranu3oBaHa Ha Kypiickoii koce u B Llu-
JIYTCKOM paiioHe. B oTueTe sKcIieAuIInm oTMEUCHO: JIpegHue Jcument Smux

3 B mo epems [cepenuna XX Beka — JI. I1.] 6 llleenmoiiu nauaru noseasamocs
cooupamenu ghoavkaopa. C aumosyamu Kpucmune |[Andoyxe — JI. I1.] ne cesazvisa-
Aace — Heyceau 0ydeulb 10MaAmy A3blK, HO Aambvlulam 0eepu eé doma eceeda Oblau
omipvimol (Ap to laiku uz Sventaju saka braukt folklora vacéji. Ar lietaviesis
Kristine neieselaide — neiesi meli lauzit, bet latviesamis vinas majas dures vienmer
bi vala (SvDz 2010: 13).
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MecmHocmetl — Kypuwiu. Ux obnapyiceno mano. boavwyro wacme scumenei
cocmasasaom aodu, nepeceauguiiiecsi uz opyeux mecmuocmeil pecnyoauxu. Ilo
9MOMY neceH 8 UCNOAHEeHUU CIApodICUA08 3aNUcato oueHb maro. OHu noka-
3aAUCh 3AMKHYMbIMU, HEPA32080PHUEbIMU. BoabWUHCMEO U3 HUX — npomec-
manmol, 1100sUUe CEBOU PEAULUO3HbIE NECHU, HO UM NOYMU He U38eCHHbL nec-
Hu ceéemckue. Mol nbimanucy 3anucams y MECMHbIX Jcumeneil He moabKo Au-
moeckue, Ho u Kypuickue necuu* (KTR 6).

DoTOCHUMOK 3. DKcneaunus GpoabKIopucToB JIUTOBCKOM
rocyIapcTBeHHoi KoHcepBaTopun (Aneonarac Tayparuc,
Antanac Benuxkyc) Ha Kypmickoii koce B 1955 roxy

ApxuB DHumKiIoneauu Mamnoii Jiuteel. OpurnHana GOTo XpaHUTCS B apXuBe
HHctuTyTa 3THOMY3bIKOJIOTHY JINTOBCKOM akageMun My3bIKHM 1 TeaTpa.

[Mecennsniii pombkiop KyprmmHuHKOB LlIBeHTotin u [Mananru B 1977—
1996 ronmax hukcupoBaIn codupatean GoIbKIOpa U3 Pa3HbIX UHCTUTY-
uuit JINTBBI M OMMHOYKU-IHTY3UACTHI, HO KOJIMYECTBO €T0 HEOOIbIIIOe
(Mukaite 1997: 43—44). Onnaxo no cux nop guHrsucty Jane Kucemto-
HaiiTe, U3yJalolei TaaekT KypIIMHUHKOB, yAAeTCs 3aMucaTh MECHU WU
ux (hparMeHTHI B UCTIOTHEHUM TIOXUJIBIX Kypiieil. HecomHeHHo, 1o 3a-
mevaHuto Miamapca Mexca, eciiv Obl 9HEprUUHbIX 9HTY3UACTOB-COOUpa-
Teseil honbKiopa ObIIO OOJIBIIE, TO U KOJIMYECTBO MOJOOHBIX MaTepua-
JIOB M MIX M3IaHUI MOTJIO OBI CyliecTBeHHO Bo3pactu (Mezas 2010: 8, 82).

+ Siose vietovése senieji gyventojai — kurSiai. Jy rasta maga. Didesne gyventojy
dalj sudaro i kity respublikos viety atsikéle Zmonés. Dél to is senyjy gyventojy
buvo uzrasyta labai maza dainy. Jie mums pasirodé uZsidare nekalbis. Daugumas
Jjy — protestantai, mégstq savo religines giesmes, bet mazai Zing svietisky. Bandéme
uZrasyti is vietiniy gyventojy ne tik lietuviskas, bet ir kursiskas dainas (KTR 6).
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[lepBble MOMBITKY U3YYEHUSI MEJIOAMKM MECEH KYyPLIMHUHKOB, KO-
TOpPbIE OCHOBAaHbI HA KOHKPETHOM MY3bIKaJILHOM MaTepuaJie, IpuHaIie-
XaT 3THOMy3bIKonory Jlopete Mykaiite. B ee cratbe Sventosios kursininky
liaudies dainy ypatumai (Mukaité 2000: 33—35; 2001: 9—11) uccnenyercs
TeMaTUKa 1 MEJIOAUU MeCeH KYPLUIMHUHKOB 1 COAEPXKUTCS MbIC/Ib O He-
KOTOPOM MHTOHAIIMOHHOM MOI00MY MEJIONNKH KYPITMHIUHKOB U JICTYBU-
HMHKOB, XMBYILUX B ceBepHOi yactu Kiaiinenckoro Kpasi, HO OLiEHUBATh
X B3aMMOJIEICTBUE MpeaiaraeTcsl ocTopoxkHo. O0001IeHre onrpaeTcs
Ha menoauu neceH Kepcra bamutoc, Auapeiiin banutoc, Kepcra banuepe.
BHuMaHMe aBTOpa COCPEIOTOYEHO Ha MECHSX, KOTOPbIe MeJIMCh Ha JIv-
TOBCKOM $I3bIKE, HO O BJIMSIHUU JIATBILICKON TpaAULUKA aBTOP CTAThbU He
COMHEBAETCSI.

O HEKOTOPBIX YIIOMUHAHUSX CyOCTpaTa MEJIOAMKM KypILLIEid, O BO3-
MOKHOM BJIVSTHUY Ha MEJIOIUKY XKIMaTOB MW O MEJTOAUSIX KYPIITMHIUH-
KOB TTHUCAJI U KJIACCUKHU JIUTOBCKOM My3bikosioruu Sasura YopiaéHure
(Ciurlionyte 1969: 311) u FOo3zac XKunssuutoc (Zilevicius 1958: 261)¢. Ho
UX IOJOXEHUSI HEeIOCTATOYHO apryMEHTUPOBAHBI U HE ITOATBEPXKICHDI
MpUMepaMU MEJIOIUIA.

MenoauKy KypLIMHUHKOB U JIETYBUHMHKOB CpaBHUBaJIa U U3ydajia
aBTOp Hacroseir cratbn (Petropiens 2006: 89—107; 2007: 169—183).
BepHyTbCs K 3TOM TeMe, POBEPUTh paHEe BBIIBUHYTHIE MIPETTOIOXKESHUS
BIOXHOBUJIO HOBOE LIEHHOE M3aHKe MeCeH KypIIMHUHKOB Pa vejame es
dziedaju (SvDz 2010).

5 Yropsi€HuTe, ICaBIIast O MEJOIMKE TIECEH JKAMATOB, BBIIABUHYJIA [IPEITIO-
JIOXKEHUE, YTO 8 Hedpax menroduku smoeo kpas | Kamavituu — JI. I1.] kporomces
poocmeeHHble um ocobenHocmu Kyputell. |..| Bepoammo, umo 6au3koe cocedcmeo Kyp-
weti 0cmaguno caedbl U 8 MeaoouKe Jeamaimos (..sio krasto melodikos paciose gelmeése
slypi jiems giminingy kursiy ypatybes. |..] Galimas dalykas, kad artima kursiy
kaimynysté paliko pédsaky ir Zemaiciy melodikoje) (Ciurlionyté 1969: 311).

¢ Hzeecmmo, umo 60AbUWUHCMBO Kypuleli, XOms U He HOHUMAsS C80e20 CIMapo2o
A3bIKA, BCE eWE NOIOM HEMANO0 CBOUX CHIAPLIX NECEeH, MeX CAMBbIX, KOMOPble U38eCMHbL
u bpamckomy naemenu — aumosyam. Meaoduu Kypuieii co CmapuHHbIMU MeKcmamu
NPUHAONENCAM K CAMbIM APXAUHBIM U3 00 CUX NOP COXPAHUBWUXCS Meaoouil Manoii
Jlumevi. B nauane XX eéexa makux meaoouti 6vin0 3anucano muoeo (Yra taip pat
Zinoma, jog daugelis kursiy, nors ir nebesuprasdami senosios savo kalbos,
tebedainuoja nemaza senyjy dainy, ty paciy, kurios Zinomos ir tos pacios genteés
broliams lietuviams. Kursiy melodijos su senoviskais savo tekstais priklauso prie
paciy archaiskiausiy iki Siol uzsilikusiy MaZosios Lietuvos melodijy. XX amZiaus
pradioje tokiy melodijy buvo daug ugraSyta) (Zilevicius 1958: 261).
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JlaTeIimickue yaéHble, M3ydarolnre NCTOPHIO, SI3BIK, (hoabKiIop Kyp-
3eMe (JIaTBMST), 4acTo oOpallaloT BHUMaHUE Ha KyJbTypHOE Hacjeaue
KYPIIMHUHKOB, XUBYIIMX B JIuTBe. Jlo Bropoit MupoBoOii BOITHBI COTPY/I-
HUKU ApxuBa (ojbkiIopa JIaTBuM poBOAMIN 31eCh aKcrenumn (1927,
1931, 1932), u sTa paboTa nmpogoJkaercs 10 cux mop (1957, 1961, 1987—
1991, 2004, 2006) (Vanags; Mukaité 1997: 43; Mezas 2010: 81—82). Ho ¢
HeMasioit (0coOeHHO paHHe) YacThlo 3TUX MaTEPUATOB, UCCIeIOBaHMSI -
MM MEJIONUKH ITeCeH KyPITMHIUHKOB JIATBIIIICKIX 3THOMY3BIKOJIOTOB, O3Ha-
KOMMThCS TIOKA He yaaIoch. B maHHO# padboTe aHAIM3UPYIOTCS METOINM,
KoTopble 3anucanu Omuiauc Mennrainuc B bytunre, [lpeiine (1927),
IMananre (1931), IBenToiin (1933, 1934), Pobeprc Mansecc B Hune
(1932), Aptypc Camakc B byrunre (1934) (LTM 1 1958) u 3ByKo3ammcu
anwboma Pa vejame es dziedaju (SvDz 2010). DTo cocTaBUIO OKOJIO MOJIO-
BMHBI BCEI0 M3yYEHHOT'0 MaTepuaia, Ipyrylo IojIoBMHY 00pa3oBajiv MaTe-
puabl, coopaHHble TUTOBCKUMU osbkiaopuctamu (LTR; KTR; KUTRF
Sventoji 2000).

AHaJIN3 MeJI0IUKHI

W neTyBUHWHKHA, ¥ KYPITWMHWHKY 110 BEPOUCITOBEAAHNIO — JIFOTEpa-
He. [To 3Toit 1 IO IPyruM BEITIIEyKAa3aHHBIM ITPUIMHAM, KaK TOBOPWIIN
HEKOTOPBIE PeCTIOHNIEHTEHI, neau 30ecs Heuacmo u Hemroeo (Mukaite 2001: 9)
BoabmmHcTBO XuTeneit bantuitckoro modepexbsi 3aHUMMAaIUCh PHIOOJIOB-
CTBOM, a B Mope He neHuem 3anumaromes (Mukaitn 2001: 9), eéedym cebs
muxo, He notom u He wiymam (SvDz 2010: 86).

Bpems, pemrro3Hble yoesKIeH!s 1 XKI3HEHHbBIC M3MEHEHMS He CMOTJTA
CcTepeTh HapOAHBIE TTIECHU M3 MaMsTH Jioaeil. HekoTopble M3 HUX 3HAIN
He TOJIbKO CBOM MECHM: JICTYBUHUHKU T T€ WJIK WHBIE TIECHU KyPIIH-
HUHKOB, M Ha000POT; perepTyap 00erX STHUUYECKUX I'PYIIT COMEPKUT
HECKOJIBKO MECEH, UCTIOTHEHHBIX IT0-HEMEIIKU.

ITpu cpaBHEeHUM MEJTOIMKM HAPOIHBIX ITECEH JICTYBUHUHKOB U Kyp-
IIMHUHKOB B TIEPBYIO OUepeib ObLIN OMpee/ieHbl 0COOCHHOCTU MEJIOANI
KyPIIMHUHKOB, a 3aTeM BBISIBIISIIMCH M aHATU3UPOBAIMCH ITapaMeTphl
OOIITHOCTHU U pa3anamst. MaTtepuali IeceH KypIITMHIHKOB ITO3BOJISIET yTBEP-
KJIaTh, 9YTO UMeeTCs JaThIcKuii (okoo 80%) n mutoBckuii (okosio 20%)
ciiou. JIeTyBUHMHKM JIATBIICKUX ITECEH HaIleJ I ropasao MeHble (MeHee
0,5%), x0Ts1, BO3BMOXKHO, HEKOTOPbIE U3 HUX JATBILICKUX MIECEH 3HAIN 1
0oJIBIIIe, HO X HUKTO 00 3TOM HeE CIIpallliBall U He 3a(pUKCUPOBaI.
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Pemepryap KypIIMHMHKOB IBOMCTBEHHBINI — CTapUHHBIC TTECHU
(KimaccuecKuii KpeCThTHCKIIM (POJTBKIIOP) ¥ HOBBIE IIECHU JTUTEPATYPHOTO
TIPOUCXOXIEHUS, Ha3bIBaeMble Zinge. Mexay co0oil UX pa3uesnsioT He
TOJIBKO CTPYKTYpa U CEMaHTHKa ITO3TUYECKIX TEKCTOB, HO I CBOMCTBA Me-
JIoouKU. MenoandecKii KOHTYP HOBBIX MIECEH — JOBOJIBHO BEITYPHBII,
HaNTOMUHAIOIINI CEHTUMEHTAIBHBIC IIPOM3BEICHUS KOMITO3UTOPOB. Oue-
BUIHBI IIPOCTBIC, MHOTIA MPUMUTUBHBIC TADMOHNYECKIE CBSI3H, XOTS
MHOTOTOJIOCHE HEe TIPUCYIIE TPaIUIIMOHHOMY ITEHUIO KyPIIMHUHKOB (1
JIETYBUHMHKOB). YacTo BcTpeuaemast (popmMa — SKCIIO3UIINS Y TICPUOIM -
YeCKHU TTOBTOPSIONINICS pedpeH — He TUTTMIHA KaK ISl CTApUHHOTO Jia-
TBHIIICKOTO, TaK 1 IIJIST IMTOBCKOTO (hOTBKIIOPA.

HexkoTtopoit yacTu JTaTBIIICKUX TTeCeH KyPITMHUHKOB CBOICTBEHHBI
IIPOCTBIC PEUNTATUBHBIC MEJIOINHN; IIOBTOPSIEMOCTD 3BYKOB, CKAUKO00Opa3-
Hasl, OCHOBaHHAs1 Ha MHTEpBajax TepLUid, KBapT, CEKCT, MEJIOANYECKas
JIMHWS, TUTIMYHBIC KaneHInU (mpuMep 1, TakTel 7—8), TOBOJIBHO OBICT-
PBII TEMIT, POBHBIN PUTM. XapaKTepHBII MpuMep — IeCHsI, HareTast Mu-
KacoM DHresmHacoM, Kad més mencems strikti grieziam (KTR 6 (14)). Dta
MEJIOINSI MMEET ITOXO0KME BapUAHThI, KOTOPBIE TTOIOTCS Ha APYTHE TEKCTHI
Tevis tevis, tais’ man laivu (LTM 1 1958: Fricis Glins, Preila, 1927), Tevenc,
tevenc, tais man laiven (LTM 1 1958: Dore Kalniskis, Nida, 1932).

IIpumep 1. Baure (JIutpa), 1955. KTR 6 (14)
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BOJBIIMHCTBO TaKUX MEJIONUNA UMerom TaK Ha3bIBAEMYIO Keaopam-
HYH0 CTPYKTYPY, KOTOPYIO OTYACTH ONpenesisieT crielnGuieckuil mpu3Hak
TEKCTOB JIATBILICKHUX TIECEH — CUMMETPUYHBIC YeTBEPOCTUIITHST YSThIPEX-
cTorHoro xopes. [IpenmnonaraeTcsi, 4To onpeseaeHHass KOHCTPYKIIHS TTO-
MOTaeT JIy4llie 3alIOMHUTb TEKCThI, COXPAHUTb X HEU3MEHHBIMU TTPU Tie-
pemade n3 moKojeHus B mokojaeHue (Butkus 1995: 129—130). ITo aToit ke
MPUYMHE CO30aETCS MPEANTOCHIIKA TSI TICHUST pa3HBIX TO3THUECKMX TEK-
CTOB Ha OJIHY U TY € MEJIOANIO. DTO 3aMETHO MPU TTPOCTYIITMBAHUY 3BY-
KO3aluCH, aHaJnu3e MeCeHHbIX MaTepUaIOB U MOATBEPXKAAETCS CAMUMU
pecIoHICeHTaMU.
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Bropyto monoBuny nnecuu Kad mes mencems strikti grieziam (mpuMep
1) cocTtaBasieT 6eccMbICI€HHBII HAOOP CIOTOB ei up sa sa, ei rid la sa, trad
rud, ra la la. TlonoGHbIe pedpeHbl — ei stram stridi, 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 — ipucyII HeMayOl YacTu
(oxoso 30%) menoanii KypLUMHUHKOB. [TouTy 63 COMHEHMSI MOXKHO yT-
BepKOaTh, YTO 3TO MPU3HAK JIATHIIIICKON TPaIUIINKI, TOUHEEe — XapaKTep-
Hasi yepTa pbioakux neced Kypseme, Tak Kak IojoBrHa uX (Cyis1 1o Ipo-
CMOTpEHHOMY MaTtepuay) Takue pedpeHbl coaepkuT. C 1pyroit CTOPOHHI,
MOXHO FOBOPUTH O HEKOTOPOM BJIMSIHMM F€pPMaHCKKX ITeCeH, 0COOEHHO,
€CJTU CJIOTH, U3 KOTOPBIX COCTaBJICHBI pe(PeHBI, HAYMHAIOTCS COTJIACHBI-
MU ¢, e (h), Hatipumep, fol dri, fol dra, ho la ry, ho lia ra, ho lia ra lian 1. 11.
B necne neryBununkoB Eisem, sesi, j darZelj (Bj 1997: 84) u B ee Ba-
pUaHTax eCTb aHAJOTUYHBIN JaThIIICKUM pedpeH huria, huria, zing fal
dralia. I3BecTHas neBUIia JeTYBUHUHKOB AHHa MaxkeliBa Takoil pecdpeH
uaeHTUhULIMPpOoBaia Kak HeMelKuit’. [TogoOHble pedpeHbl BCTPEYalTcst
1 B IPYTUX MeCHSIX 1eTyBUHUHKOB (Bj 1997: 54), xsmaiitoB (LLD X 1995:
393), cyBankuitues (LLD X 1995: 390), aykmraiituiities (LLD X 1995:
392), HO MX HECPaBHMMO MEHBIIIE, YeM B MECHSIX KYPIIMHUHKOB, a TEM
0oJiee B JIATBIIICKUX TIECHsIX. TeMIT eceH ¢ TakuMu pedpeHamu ObicTpee
YMEPEHHOTO, MOI0TCSI OHU OTPBIBMCTO, MHOT/IA IITPUXOM Staccato.
Menonusm neceH KypIIMHUHKOB, HAIMIETBIX MO-JIMTOBCKHU, TIPUCYILL
IIUPOKUIT Tarna3oH, U3BUIMCTOCTD IMHUM (CKAYKU KBAPT, KBUHT, CEKCT
CMEHSIIOT TIOCJIeIOBaTeIbHOE NBIDKCHME CEKYHI), METPOPUTMHUKA He-
CKOJIBKO CJIOKHEE, HeXKeJIY B JIATBIIICKUX TTeCHSIX. MeIoaum KypImuHNH-
KOB, HalleThle U MO-JIMTOBCKHU, Y MTO-JIATBIILICKU, TTI0KAa3bIBAIOT, YTO B CTH-
JIMCTUKE TIECEH 3TOM 9THUYECKOM TpyIIIbI TpeobianaeT MOHO(GOHUS. DTO
YTBEpKIEHHME CITPABEIIMBO U ISl TeX CJIydaeB, KOTIa MEJIOJIUSIM ITPUCYIIL
roMO(OHHBINM CKJIaI: TaKMe MECHU KYPITMHUHKY TI0I0T B YHUCOH. [lec-
HSIM JICTYBUHMHKOB TOXKe TIPUCYIIAa OTHOTOoJI0casI TTleceHHasl (hakTypa.
MoHodoHu s, TpagULIMKU YHUCOHHOTO MEeHUsT — 001I1e 0COOeHHOC-
TH MEJIOAMKM TTeCEH 3TUX 3THUYECKUX rpymnil. Te e KauecTBa Ipenorpe-
JEJIVIIA U IPYTYIO OOIIYI0 0COOEHHOCTh MEJIOANI — IITMPOKUIA TUara30H.
Muara3oH npuMmepHo 80% menoauii KypIIMHUHKOB JOCTUTAeT MHTEPBa-
JIOB CENITUMBI—YHICIIUMBI, OYEBUIHO ITPe00IaTaioT TMara30Hbl OKTaBhI
(okono 37%) v HoHbl (20%), HeMastast 4acTh IMeCEH MOEeTCs B paMKax CeK-

7 Ho eepmanckuii peghper (Bet vokisks priedainis) (KUTR 30, KUTRF 96).
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ctbl (14%) n netmmbl (12%). CoBceM He 3apUKCHPOBAHBI TTECHU, KOTO-
pbIe TIEJIMCh B paMKaX MpUMbl—Teplun. O4eHb 0J1M3Ka K 3TUM JaHHBIM
nuddepeHImanms auana3oHa MeJIOAWI JIeTyBUHUHKOB: TUAaMa30H CeK-
CTBI—HOHBI Tipucyi 90% Meonnii eceH JeTYBUHUHKOB, TaKKe Mpeod-
JIAIA0T IMAra30Hbl OKTaBhI (32%), HOHBI (22%), 4yTh MEHbIIIE MEJIONUIA
B pamkax cekcThl (19%) u centumebl (17%). HeckoibKko Apyrue JaHHBIE
MpencTaBisioT paboure necHu JlatBum — 3aech auddepeHanms a-
Ma30HOB MEJIOAMI O0JIbIlIe, MPeodIaTaloT MEJIOAUM B paMKax KBapThl—
HOHBI, HO KOJIMYECTBO MEJIONIMIA B paMKaX OKTaBbI TOXE HE CTOJb MaJloe
(0x0510 20%).

IMpeobnanaroimmii Bu jaga MeJoANi KypIIMHUHKOB — MaXKop Aua-
TOHUYECKOTO ¥ TOMO(OHHOTO CKJIa/ia; MUHOD U TIepeMEHHBII JTaJl COCTaB-
JISTIOT OCTAJTbHYIO YaCTh MEJIOAMI (M. Tabauity). ComocTtaBlieHUe TaHHBIX
10 BUY JIAJIOB TIeCEH KYPIIMHUHKOB M JIETYBUHUHKOB ITOKA3bIBAET, YTO
WX TIPOMOPLIUM OJIU3KU.

IIponopuun JagoB

Yucao me- Maxopubie Munophsie Ilepemennbie
Jgomuii (mr.)  Jgamel (%)  aanw (%) nanpi (%)

JleTyBUHUHKM 718 72 13,6 14,4
KypmmHuHKHI 148 84 13 3
Ksamaisr 285 99 — 1
JlaThlim (Bce peroHbl) 754 60 34 6
Kypseme (JlatBust) 233 63 30 7

HMmeroTcst 1 HEKOTOpPBIE pa3inyuisl, 00YCAOBUBILIME BbllLIEYKa3aHHYIO
HEepaBHOLIEHHOCTb aHAIU3UPYEeMOro Matepuaja. Mejloauu neceH JieTy-
BMHUHKOB HavaJin (puKcupoBaTh B Havaye XIX Beka, MeIoaun KypIn-
HUHKOB — cToJjieTueM mno3xe. B XIX Beke Ha ore Manoit JIMTBbI ObLI10O
3a(pUKCUPOBAHO OOJIBIIMHCTBO MEIOAMI JIETYBUHMHKOB MUHOPHOTO U
nepeMeHHoro jaaa. B XX Beke Takux MeJloauii HaliAeHO ropas3no MeHb-
mre. CreyeT yIMThIBaTh U TO, YTO B 3TO BpeMsI IIECHU JICTYBUHUHKOB CO-
Oupanuch TOJBKO B ceBepHOI yactu Manoii JIutsebl, B Kiaitnenckom kpae,
rae npeobyiagaet Meaoauka MmaxkopHoro aaaa (Petrosiené 2004: 139—142).
Takum o6pa3om, JaHHBIE UMEIOLIETOCsI My3bIKaJIbHOI'O MaTepuaa nmoka-
3BIBAIOT, YTO MTECEHHOMY (POJTBKIOPY KYPIUIMHUHKOB M JCTYBUHUHKOB
Knatinmemckoro Kpas IprcyIl MaXKopHBIi Kooput. CiiemyeT IIOMHUATh U
UCKJIIOYUTETBHO MAXXOPHYIO METOAUKY KUBILMX IO COCEACTBY KSIMaNTOB,
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BJINAHUEC KOTO]I)OI71 3aCJIy>KMBacT 0coboro BHMUMaHUsA, T. K. 31€Cb UMCIOTCSA
MHTCPECHLIC IPOTUBOPCUYMA.

BOl'lpOC 0 B3aMMO/IeICTBUU MeJIOAUKHU KYPIIMHUHKOB,
JIETYBUHUHKOB 1 KAMANTOB

Tak 9bM 3Ke TUTOBCKKE MIECHU — JIETYBUHUKOB VJIV JKSIMANTOB — IeJTN
KypminHUHKN? HpOpMaLns, TorydeHHast OT PECITOHIECHTOB, IIPOTUBO-
peunBa. HekoTopble 13 HUX paccKa3bIBAIOT, YTO JIUTOBCKHUE TIECHU OHU
BBIYUIIH, CITyIIAsI TICHUE MECTHBIX KIMaUTOB. bbLiu makue epemena, Koe-
da KoHmpabdanoa waa, HcAamamsl e31u me dceCmsaHKU [TTocyaa co CUpT-
HbIMU HanuTkamu — JI. I1.]. 3deco nuau u neau. Om Hux cmapwie 100U U
Hauwiyu omupl 8bLY4UAUCH NeMb AumoscKue necHu. Camu KypuUHUHKY MAKUX
necen ve cmpouau® [He counHsuin — JI. I1.], pacckasbiBan Anapeiiim ba-
ytoc. [ToHsITHE O MeCHSIX KSIMaNUTOB JOBOJIbHO CBOEOOPa3HOE, HUUETO 00-
11Iero He UMelolIIIee C XapakTepoM My3biku: Ona [MaTh A. banutoca — JI. 11.]
makue JicamaiumeKue neaa — 00HO CA080 AUMOBCKOe, Opy20e AamblUICKOoe
(Mukaite 1997: 47; 2001: 10). BTo cipaBemINBO, T. K. CTUIMCTAKA MEJIO-
IV TIeCeH KyPIIMHUHKOB, HATIETHIX ITO-JINTOBCKU, KX JIATbI COBEPIIIEHHO
YYKIbI MEJIOIMSIM KSIMAWUTOB. XOPOIIO M3BECTHBIC TTECHU XIMaNTOB —
Dar gaidelis negeiduoje, Visas daineles es isainiavau, Labs ryts, labs vakars,
0i, oi, Dieveli — KypIIMUHUHKW HATIEJIM MUHOPHBIMU MEJIOIUSIMU.

s comocTaBlIeHUs] HYKE MPUBOASTCS MECHS KYPINMHWHKOB Dar
gaidelis negeiduoje (mpuMmep 2) u necHs xsMaitoB Dar gaidelia negyduoje
(mpumMep 3), KOTOPBIE OTIMIAIOTCST HE TOJIBKO IT0 JTATOBBIM OTTEHKAM, HO
M TT0 CaMO¥ TTPUPOJIE MYy3bIKAJIbBHOTO MBITIUICHUST. MeJionust eCHU Ky PIIH-
HWHKOB M3BWJIMCTA, TOBOJBHO CJIOXKHA MHTOHALIMOHHO W PUTMHUYECKH,
HECOMHEHHO MOHO(OHHas, HATYPaJTbHbIN TPaTUIIMOHHBII TOATICB HEBO3-
MOXeH. Memonus XsIMalTOB — TOXe M3BWIMCTAsI, HO TTOBTOPSTFOIIIECS
crynienu (1, 111, V) co3maror BO3MOKHOCTB YCIIBIIIIATh TAPMOHUIO 1 TTOMATIETh
TPaIUIIMOHHBIM CITOCOOOM, XOTS 3a(MKCHPOBAH TOJbKO BEIYIIUIA FOJIOC.

8 Buva tokie laikai, kai Smukulis ejé, Zemaiciai vezé tas skardines. Cia gieré ir
dainiava. IS jy seni Zmuonis i miisa tievai lietuviskai ismuoka dainiuot. Patys
kursininkai tuokiy dainy nestaté (Mukaité 1997: 47; 2001: 10).
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IIpumep 2. Kepcta bamuioc, ITIBenToiin
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Dar gai - de - lia ne - gy - duo - ja, kad mo - ¢iu - ti kie - le,
3

o - - ja, 0 -ja - ja, kad mo-¢iu -ti  kiel’.

O4eBUIHO, YTO MTOJTHOCTHIO TOBEPSITh CJIOBAM KYPIIMHUHKOB O TOM,
YTO JINTOBCKME TIECHU OHU BBIYYMJIU, CIIyILIasl IEHUE KSIMaiTOB, HEJIb3sl.
CpaBHMBasI TO3TUYECKKUE TEKCTHI TIECEH KYPIIIMHUHKOB U XXKIMaiTOB, 0CO-
OCHHOCTH IMaJIeKTa, MOXET CO3/IaThCsl TaKoe BlleyaTiaeHue. OgHaKo He-
COMHEHHO, YTO MEJIOAUSIM He CBOMCTBEHHBI MHTOHALIMOHHASI CTPYKTYypa
1 KOJIOPUT MECEH XKIMaNTOB. DTO MOATBEPKAAIOT M CAMU IEBILIbI, YKa3bIBa-
Io1lIMe Ha pa3HOOOpa3re MaHephl MeHUsI KIMaToOB: PasHuya ecms, 8uduiis.
Mot He dondichbl mak 00420 MmaHyms 00HO c1060°. UHOTIa MPUCYTCTBYET U
pe3kas oueHka: A kak [XKeHwuHbl — JI. I1.] acamaiimuiicu norom — He moz2y
cayuams'® (Mukaite 1997: 47). Kak ciienyeT HOHMMATh 3TH ITPOTUBOPEY M ?

9 Skirtumas yra, matai. Mes jau neturim istraukt teip ilgai vieny Zuodj (Mukaité
1997: 47).
19 Vuo kaip Zemaites dainiuo — negaliu klausytis (Mukaité 1997: 47).
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W3 nanHbBIX Ta0IUIIBI [Iponopuuu 1adoé (CM. BEIIIIE) OYEBUIHO, UYTO B
JlatBum, B TOM uncie B Kypzeme, MaskOpHBIX IIECEH MEHBIIIE, 31eCh HEMaJIo
MeJIOIMi MTHOPHOTO 1 TIepeMeHHOTO JTafa. Q0s13aTeIbHO CIIeMyeT OTMETHUTD,
YTO JaHHBIC IJISI CPAaBHEHMS B3SITHI M3 COOpHMKA pabOUMX MeceH, 3apuK-
CHpPOBAHHBIX Ha BCell Tepputopun JlaTBum, TOe, Kak 1 B JINTBe, mMeeTcs
onpeneneHHas nuddepeHInans KaHPOB, JTaA0B, CTUJICH MEHNUS U T. 11.
Paboune rmecHn, Kak IpaBMIO, OTpaXKaloT IPEBHUM CI0I MY3BIKAJIBHOTO
dopKIIOopa, OMTHOBPEMEHHO 1 pa3HOOOpa3ne JanoB. BrrojaHe BO3MOXHO,
YTO MUHOPHBIN JIa HE IyKI M apXandeCKOMY MY3bIKaJTbHOMY MBIIIIJIC-
HUIO KYPIIMHWHKOB JIUTBBI, HO CKPBIBACTCS TITyOOKO B IMAMSITH 1 BHE3AITHO
MIpOpbIBaeTCsl, KOTIa OHU HAYMHAIOT TIeTh IIECHU XKIMalToB. Bo3aMoXHO,
9TO CBSI3aHO C MaHEpOU MEHMSI, MHTOHAILIMEH, XapaKTepOM OTHEIbHBIX
meBLOB'!; K COXAIEHUIO, OTCYTCTBYET BO3MOXHOCTD COITOCTABIIEHUS, TAK
KaK HeT BapMaHTOB, HATIETHIX pa3HBIMU TIEBIIAMU.

Mexmy TeM, TIOUTH BCe TTIeCHM KyPITMHUHKOB, HAIETHIE TTO-JIMTOBCKH,
MMEIOT COOTBETCTBUSI TIECHSIM JIETYBUHMHKOB. [104TH MACHTUYHBI TICCHU
Ai, dida dida (K. banutoc) u Ei, diz dit dia din (Bj 1997: 14, 83), Kalni pakalné
(K. Bbamuroc) m neBsTh BApMAHTOB Pa3HBIX NIEBIIOB JICTYBUHUHKOB Léki
vol’ungi (Bj 1997: 1, 7, 60 u np.), Stiklelj gerdams dumuojau (A. bamrdioc) n
Stiklelj gerdams diimojau, Kéléliu jojau vandravau (Bj 1997: 52, 54).

IIpumep 4. Kepcra bamioc, [1IBenToiin
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1 Kepcma Baauroc — ne3aypsonas AuMHOCMb, 3M0 M8OPHeCKasi, UMNPOSUUPYIOW s
nesuya. Koeda 6vi6aem xopouiee nacmpoenue, 6 mom djce OeHb, My Jice CAMYI0 NeCHIO
OHA MOJICem cnembv HeCK0AbKo pas u eéce no-opyeomy (Kersta Ballius — neeiliné
asmenybe, tai kirybinga, improvizuojanti dainininké. Bidama geros nuotaikos,
tq pacig dieng tq pacig daing ji gali padainuoti kelis kartus vis kitaip) (Mukaité
2001: 10).
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IIpumep 5. Knaiineackuii p. (Bj 1997: 54)

N S— — — —
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Stik - le -1i ge-r- dams du-mo-jau, kur 8ig nak-te - li nak-vo-su. Ho lia
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e S N S S S S B B S W B R R Ra—
074 I N N I} I I Il Il ) ) T et r A I | e e i |
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ry, ho lia ra, ho lia ra lia, kuar  8§a nak-te - li nak - vo - siu.

A. banuioc pacckasbiBal, 4TO niecHIo Stiklel; gerdams dumuojau nen
ero oTell, Korjaa nuj Marapblu. Omeuy umen dge 100Ku, coasan ux é apeHdy
dpyeum pwibaxam. I[lpudym puibaxu, npurecym 6ymolaky 600Ku, 6om moeda
obia npazonuk. Toeda ece mpoe 6yoym nums, 2080pums u nems. Bom moezda u
ObLn npazonuk pvloaxkos. Ha Hoewlil 200, koeda smu 00eo6opbl 3akaouanu,
cuumanocwy, umo 6ydym nums maeapuit'> (KUTRF 363). Cyns o cruiuc-
THUKE Meaoauu (pumep 6), YIIOMSIHYTbIE dpyelie PhlOaKu TOJKHbBI ObLIN
OBITh TeTyBUHMHKaMU. [1ecHS XsIMaiiTOB 3ByJaia Obl COBCEM MHAYE:

TIpumep 6. Ckyomacckmii p. (LLD X 1995: 393)

siu, fud - ry fud- ria, fud-ria lia- lia, kur & nak-te - li nak-vuo- siu.

HexoTopkie MeToany receH JIETYBUHUHKOB 1 KyPIITMHWHKOB, HAIIPH-
Mmep, Visas daineles es isdainavau (A. banutoc) u Dvi tris naktelis, Oi, vainiki
vainikeli (Bj 1997: 73, 75), Eikem, sesres, j darZelj (A. banuatoc) u Eisem,
sesi, § darzelj (Bj 1997: 84), nmetoT ornpenesieHHbIe OONIME MHTOHAIIMOH-
HbI€ JIEMEHTBI, XOTSI OHM U HE BITOJTHE COBIIAIAOT.

12 Ateis Zvejai, atsines buonki snapsis, vuo tad bova Sventi. Tad visi trys gers,
ruodas ves i daininos. Vuo tad vis ta Zvejy Sventi buv. Ant Nauju metu, kumet
tas sutarts sudarys, skaities magaryces sugers (KUTRF 363).
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JlaThImickye ecHU KYPITMHUHKOB 3HAIM U JICTYBUHUHKHU. M3BecT-
HasI TIeBH1Ia JISTYBUHMHKOB AHHa MaxeiiBa, ponMBIIAasICS U TOJITOE Bpe-
MSI KMBIIIAsT B TIPUMOPCKOM MepeBHe KapKiImHMHKa, 3Hajla HECKOJIBKO
JIATBHIIICKUX TIeCeH WK UX (pparMeHTHI. [10-TMTOBCKM OHA Harle a JaThII-
cKkyto niecHto Teti, téti, dirbk man 'aivg (Bj 61). DTy necHio oHa, Kak cama
pacckasbiBajia, Belyduiia B IIkoje'?.

IMoxoxwit BapuaHTt Tévin, tais man laiva Ha Ty e Menonuio B 2000
rony Hanenau neBuubl u3 IIBenToiin AHHa Kypmmne, Anma ®nakca,
Mapus Myrpyc (KUTRF Sventoji, 2000). B Kypseme (JatBust) 5Ta MeJio-
VST TOKE XOPOIIIO U3BeCTHA (TIpuMep §).

Ilpumep 7. Knaiinenckmii p. (Bj 1997: 61)

D144 v
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IIpumep 8. Tancunckmii p., Jlarsusa (LTM 1 1958: 306)
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Ju - rin’ pra - sa smal - ku tik - lu, Lai- vin’ bal - tu ze - ge- lit’".

0000111288 COBOKYMHOCTh M3y4aeMOro MY3bIKaJIbHOTO MaTepuala,
COITOCTABJISIST aHAJIOTMYIHBIE TTPUMEPHI TTECEH JICTYBUHUHKOB, KYPITUHWH-
KOB, XXSIMAliTOB, MOXHO IPEIITOJOXUTh, YTO MEJIOINKa KYPITMHUHKOB
OJIMKE K MEJTOAMKE JISTYBUHWUHKOB, HEXKEJTN K MEJIOIHUKE KsIMaiiToB. CKo-
pee BCero, INTOBCKKE MECHU KYPUTMHWHKY IT03aMMCTBOBAJIN HE Y JKsIMaii-

13 KoMMeHTapuii MeBULIBL: [DTy MecHIO| kopomkyio noayuusa (Bblyduia —
JI. I1.)] 6 wkone ([Pia daina] ta trumpa tik is mokykla buvau [gavusi]) (KUTR 30,
KUTREF 96). K. Baiuioc Toxe BCITOMUHaJA, YTO METh JIUTOBCKKE U JIATHIIICKHE
MECHU ee U APYIuX JeTeil yunia yuureiabHuiia u3 Jlarsuu (Mukaité 1997: 47).
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TOB, a y JISTYBUHWMHKOB, KOTOPBIX IO MPUYNHE CXOACTBA SI3bIKA KypPIIIH-
HUHKU MOTJIM CUUTATh U Ha3bIBaTh XsIMalTaMu.

BosbIIMHCTBO POACTBEHHBIX MEIOANA JIETYBUHUHKOB 1 KYPUIMHUH-
KOB 3a(DMKCUPOBAHO B Teorpaduiecku 0mu3Kux MmectHocTsX: LIIBeHToiH,
Kapknuuunkait, [upynsit — Tam, re OHY XU B OJTM3KOM COCE/ICTBE.

KoMMeHTapuu pecrioHIeHTOB CBUAETEIbCTBYIOT, UTO 3aMMCTBOBaHME
YyXKOro si3blKa, (OJbKIOpA IILJIO €CTECTBEHHBIM MyTeM: B COBMECTHBIX
Jiesiax pel0OIOBCTBA, TIOATBEPXKACHUU T0TOBOPOB, MOAPAOOTKE HAEMHBbI-
Mu pabounmu B Knaiinene u xo3siiicTBax Kpasi, IpOXXUBAaHUM B CMEIIaH-
HBIX OpaKax.

BoiBoabl

Peniepryap HapoTHBIX eCeH KypITMHUHKOB — ABYXCIIOMHBIN. OCHOBY
€ro COCTaBJISIIOT MHOTOUUC/IEHHbIE JIATBIIICKUE MECHU; IMTOBCKUE MPe-
cTaBJeHbl Topa3ao ckpoMHee. Cpelu MeceH JIETYBUHMHKOB JIAThIILICKUX
TeceH KypIIMHIUHKOB OYeHb MaJIo.

COBOKYITHOCTb OCOOEHHOCTE# MEJIOAVKN KYPITMHIUHKOB ITOKA3bIBACT,
YTO B Hell MPOCIEXMBAIOTCS JaThILICKKUE, TUTOBCKME 1 O0LIMe KauecTBa
neceHHoro (osbkiaopa odboux HapoaoB. CTUIMCTUKA MEJOAUKU TeCeH
00eMX STHUIECKHUX TPYITI TAKKE TTOKA3BIBACT, UTO CYIIICCTBYIOT ABa CIOS
IeCeHHOTO (POJIBKIIOpa — apXandeCKUit 1 HOBOTO BPEMEHH.

ITo ocHOBHBIM MapaMeTpaM MEIOAUKU — CTUTUCTUKE (MOHODOHMUS,
romogoHusl), 1agaM, AMarna3oHy, METPOPUTMUKE — MECEHHbII (PONbKIOP
KYPUIMHUHKOB U JICTYBUHMHKOB POACTBeHeH. PaccMarpuBas Bompoc o
BJIMSTHUY MEJIOAUKHU JIUTOBCKOTO (JICTYBUHUHKOB WJIN KSIMAUTOB) TICCEH-
HOTro (hOJIbKJIOpa Ha MECHU KyPIIMHUHKOB, CJIEAYeT MPU3HATh, YTO TOMO-
(GOHHOE MHOTOTOJIOCHE KSIMANTOB UY>KA0 MY3bIKaIbHOMY MbILIEHUIO U
TeCEHHOM TpaIuIINY KypIIMHIHKOB.,

B MynBTUKYIBTYPHOM TTOTPAaHUIHOM PETHOHE JTUTOBCKOTO TTPUMO-
Pbsl, TIe CTOJIETUSIMA B TOOPOCOCEACTBE XKW JISTYBUHUKU U KYPITUHWH-
KU, TIPOVCXOINII €CTECTBEHHBIN B3aMMOHAIPABICHHBIN, XOTS U HEepaB-
HOMEPHBII, 00MEH MY3bIKaJIbHBIM (DOJIBKIIOPOM. YCIIOBUS TSI TAKOTO
rnpolecca ObLIM OJIATONPUSTHLIMU: OJIM3KOE COCEACTBO, CMEXHBIE Opa-
KU, 0011I1e TPYAOBbIE MHTEPECHI, PEIMTMO3HbIE YOEXKIeH ST, CUCTeMa MPo-
CBEILIEHUS.
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®otocHUMOK 4. Kypuickas koca B 1944 ropxy.
ApxuB DHimkIoneaun MaJoii JIuTebl

®otocHuMok 5. Huna B 1959 romy.
ApxuB DHiukIoneaun MaJoii JIuTebl
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Interaction of the Folk Song Melodics of
Kursininkai (Curonians, Immigrants from Latvia) and
Lietuvininkai (Residents of Lithuania Minor)

Lina Petrosiené

Summary

In the lands of the Curonian tribe — in the northern part of Klaipéda
Region, on the seacoast, and in the Curonian spit — Lithuanians and
Curonians lived by side since approximately the 15" — 16" 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-20™ century. Local residents called the newcomers by different
names: kursiai, kursininkai, 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 material 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. The objective 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 20t 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.
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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 Kanklés
in Lithuania in the 19%-21% Centuries
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Associate Professor at the Lithuanian University of
Educational Sciences, Faculty of Education

In the 19™"-21% centuries, religious songs gained a significant position
in the repertoire of Lithuanian kanklés (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
kanklés as early as in the 16™ century: in Samogitia, such songs were the
archaic chantbook songs called Kantickinés, the Mountains of Zemaiciy
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 Aukstaitija 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 kanklés (Lithuanian traditional zither) in Lithuania during the
19t-21 centuries. Researchers of our country’s ethnic culture (i.e.
Zenonas Slavitinas, Jadvyga Ciurlionyté, Jonas Svedas, Pranas Stepulis,
Vladas Bartusevicius, Marija Baltréniené, Romualdas Apanavicius,
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
kanklés or the position they occupy in ethnic culture.

The object of the researchis performance of religious songs
on the kanklés in Lithuania.

The aim of the researchisto make an overview on perform-
ance of religious songs on the kanklés in Lithuania in the 19* through
the 21 century.
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Methods applied: 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 kanklés 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 16™ 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 evangeliky baznycios kalendorius
1990: 100-102).

The ritual custom of accompanying hymns with the kankleés 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 kanklés 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 Lietuviy dainos. Litauische
Volksgesange (Lithuanian Folk Songs). The authors say, The Burckhkardt
Church Book of 1666 contains a mention of the kankleés that people of
the Nida settlement would make by themselves (Tetzner 1897: 59). The
authors also notice that historical sources of the 17%-18% centuries contain
frequent mentions of the kanklés and treat it as an instrument to ac-
company songs and hymns (Tetzner 1897: 59).

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

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

At the behest of bishop Tiskevicius, priests created the Mountains of
Samogitian Calvary songs and prayers. In the opinion of Prof. Mykolas
Birziska, they were written by Jurgis Kasakauskis, Pranciskus Srubauskis
and Juknevicia (cf. Motuzas, Virbasius 1994).

Lithuanian traditional kankles

Lithuanian traditional kanklés (zithers) are musical instruments
typical among Balts, Baltic Finns and northwestern Russians. Supposedly,
the kanklés 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 Apanavicius (Apanavicius 1986): According to
ethnographic and linguistic data it seems likely that the origin of the
kanklés rmust 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’ (Apanavicius, Alenskas, Palubinskiene,
Visockaité, Virbasius 1990: 28). In Lithuania, the kanklés is only spread
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in the western and northern parts of the country that were, in the opinion
of ApanaviCius, the limit from which the ‘kanklés’ cultural zone extended
as far as Finland and Karelia (Apanavicius 1992: 7).

Throughout the entire territory of the kankles, 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 (Apanavicius, Alenskas, Palubinskieneé, Visockaite, Virbasius
1990: 12).

Given that Lithuanian traditional kanklés were spread only in the
kanklés area (type 1 in northeastern Aukstaitija, type 2 in western Auks-
taitija and Samogitia, and type 3 in Sudovia), modified and zither-type
kanklés, 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 Aukstaitian kankleés (type 1).
IEM EM 2974. Year 1924.

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

Figure 4. A modified Sudovian kanklés (Type 3 ).
Year 1996.

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

To sum up, we can state that although different-type instruments
that were used in Lithuania in the mid-19" through the 20™ 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 kanklés, the most archaic of
the old Lithuanian instruments began fading in the second half of the
19 century through the first half of the 20" century, when overall spread
of whole-nation entertainment instruments started. Meanwhile, it was
barely alive around the mid-20" century. The same should be said about
modified variations of the kanklés that ceased to be used in the traditional
culture around the middle of the 20" century.
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Lithuanian kanklés players having performed or
still performing religious songs

Written and archival sources provide very scarce knowledge on
kanklés performers, and the information is about players of the first half
of the 20™ 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 kankles
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 kanklés performers of the past and the present and the
course of their lives.

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

Alvina Aispariené-Lapienyté (born in 1909), a resident of Kiluciai
(district of Birzai) and a daughter of Petras Lapiené (1865-1962, see
Figure 5) as well as his nephew Kostas Lapiené (a son of Jonas, Lapiené’s
brother), a resident of Birzai born in 1927 who were visited during III
EED EIA' 1989 told the expedition members that Lapiené was very fond
of chanting hymns besides his activity of performing glees on the kankles.
According to his nephew Kostas, he would say while playing after having
put the kanklés 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 kanklés. Lapiené 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 Barstyciai (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

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 Barstyciai
as well as a farming course conducted by the school. Prof. Juozas Zilevi¢ius
from Klaipéda 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 Barsty¢iai was strong: they would perform not
only two-voiced, but also four-voiced masses. It sometimes performed
together with the orchestra located in Satés 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 Krucas (born in 1922, see Figure 7) residing
in the village of Géluva (eldership of Ariogala, district of Raseiniai) accom-
plished the Mechanic School of Raguvélé and worked as a mechanic in
Ariogala. He learned to play the modified Sudovian kanklés at the age of
12-15 from his sister Stanislava Zvingeliené-Krucaite (1918-1965) who
played in the Krekenava kanklés ensemble directed by Stanislovas Rudys.

Krucas mostly played the kanklés in solo; meanwhile, he played the
violin in bands. He intensively played the kanklés 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 (Krucaité 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 Marijampolé 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 kanklés from his
father Pranas Puskunigis.

In 1977-1979, he directed the SkriaudZziai kanklés 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
Skriaudziai and eagerly played various religious songs (Puskunigis 19835).

In 2003-2005, when the author spoke with organist and kankles
player Jonas Gregoravicius (born in 1912, see Figure 9), the latter told
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her he had moved to Merkiné, a Dzukian 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 kanklés to learn playing. He later taught others to play the instrument
(Gregoravicius 1995).

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

In 1952, a kanklés quartet (Lungiené 1999) assembled in the village
of Juodonys (district of Rokiskis) whose members were Paulina Tumiené-
Gikyté, Julé Starkuviené-Baltuskaité, Adelé Niauraité and Liucija
Niauraité (see Figure 10). Following some short joint rehearsals, it started
performing in various events in the district of Rokiskis.

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

¥
i1

Figure 5. P. Lapiené in Kviriskis
Grange (Birzai county).
Photo by B. Buracas, 1937
(KIM neg. 3722).

Figure 6. P. Dargis in
Barstyciai (district of Skuodas).
Photo by N. Visockaite-
Lungiené, 1988.
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Figure 7. S. Krucas in Géluva
Recreation Centre (Eldership of
Ariogala, district of Raseiniai).

Photo by A. Auskalnis, 1987.

Figure 8. L. Puskunigis in
the village of Skriaudziai
(Marijampolé county).
Photo by V. Alenskas, 1990.

VH S\ trara:

Figure 9. J. Gregoravicius with
his wife Kleofa. Merkiné.
Photo by E. Virbasius, 1990.
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Figure 10. The kanklés quartet of Juodonys in Juodonys village
(district of Anyksciai), 1954 (Lekaviéiené 2002: 21).

Religious songs were and are still performed on different occasions
in the majority of Lithuanian cities, towns and smaller settlements:
Kaunas, Klaipéda, Krekenava (district of Panevézys), Laukuva (district
of Silal¢), Panevézys, Skriaudziai (district of Prienai), Siauliai, Uzpaliai
(district of Utena), Vilnius, etc.

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

Table 1.
Solo performance of religious songs in Lithuania
in the 19 through the 21* century
f . T f
1;;?;?:;6?5 Average age Period kggz lecz')s Hymns
18 80 1865-2011 1,2,3,3 Various

The kanklés 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 20t century, as one third of kanklés performers
were already women. Religious songs are mostly accompanied using the
Sudovian (type 3) kanklés 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 kankleés in Lithuania in the 20* through the 21% century.
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Table 2.

Ensemble performance of religious songs in Lithuania
in the 20" through the 21* century

Number of ensembles Period Type of kankles Hymns
11 1906-2011 2,3,3, Various

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

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 Aukstaitija, the
kanklés was used to accompany hymns performed in evangelical protestant
community masses and religious meetings of the community. Emilija
Cigiené (1898-?) remembers that in her childhood chanting used to be
accompanied with the kanklés during community worshiper assemblings
when they were organised at villagers’ homes instead of the church (Trapu-
lionyté 2001: 29). In Birzai county, kanklés 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 kanklés, 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 Lapiené living in Birzai mentioned that he used
to play the evangelical reformat hymn Dieve Téve nielas (O’ God, Our
Dear Fatber). The daughter remembered that her father was very fond
of playing the kanklés and chanting for his relatives (Materials from
EED EIA 1989).
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Lapiené’s brother, organist Povilas Lapiené (1908 -?) claimed that
Petras would play religious songs for certain. E.g. the northeastern Auks-
taitian manner of performance is used when playing the hymn Dieve
Téve 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
Birzai remembers to have heard hymns performed on the kanklés in the
church and the churchyard of Nemunélio Radviliskis 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 kanklés (Materials from EED 1989).

The Catholic priest S. Ikamas (beginning of the 20st century) who
resided in the village of Gervelénai (rural district of Papilys, Birzai county)
as well as his mother Valerija Jokubényté-Ikamiené (1888-1961) and
grandfather Gabrielius Jokubénas (born in the 19t century) used to per-
form religious songs on the Sudovian-type kanklés.

During ethnic instrumental research expeditions of 1989, 1990, 1998
and 2002, the informants Morta Rozanskaité-Mikneviciené (born in
1918), Juozas Lasas (1912-2005), Egidija Makuskaité-Lekaviciené (born
in 1960) and others mentioned a 10-12 player ensemble of Svédasai
(district of Anyksciai) directed by Petras Vinksnelis (? — around 1978)
that used to perform the hymn Ave Maria, etc.

In 1989, the performers of the Rozalimas township (district of
Pakruojis) Morta Rozanskaité-Mikneviciené (born in1918), Morta Ro-
zanskaite (1943-1979), Ona Rozanskaité (born in 1921) and K. Rozan-
skas (?) performed the psalm Dievas musy prieglauda ir stiprybe (God is
Our Shelter and Strength), etc. They used to participate in different events
and play in the church of Rozalimas.

In 1989, Agota Paukstytée-Tamulaitiené (born in 1917) living in
Seredzius (district of Jurbarkas) remembered a kanklés ensemble consisting
of 6-7 girls existing in Antaliepté School of Agriculture and Craft (Anta-
liepté, 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 Skriaudziai (district of Prienai) used
to perform the following carols and hymns on the kanklés: Sveikas, Jézau
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gimusis (Glory to the Newborn King), Bernelis gimé Betliejuj (A Boy is
Born in Bethlehem), UzZgiedokime linksmai (Let Us Sing and Rejoice),
Linksminkis, Zeme (Rejoice, World!), Ateik, Dvasia Sventoji (Come, O’ Holy
Spirit), Jézau, geriausias mano globéjau (O’ Jesus, My Best Protector),
Garbinkime Sirdj Jézaus maloningg (Praise the Gracious Heart of Jesus),
and O skaisciausia, o graZiausia (O’ the Most Virgin and Beautiful).

A number of Sudovian kanklés performance facts were encountered
in Dzukija. J. Gregoravic¢ius (born in 1912) originating from Sasnava
(district of Marijampolé) 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 Pranciskus Jankauskas (1908-?) from Silalé and
Teodora Cepauskaite-Seputiené (born in 1915) recalled performance of
songs and sacred hymns by player Adomas Cepauskis (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: Jézy Kristy Judosius (Judas Sold Jesus Christ), Atmink, krikséioni
(Remember, O Christian!), etc. and accompany them with the kanklés.

Another performer of religious songs who accompanied them with
the kanklés was Vaikasaité-Burbiené (?) from the village of Avyzliai (dis-
trict of Akmeneé).

It is a must to mention that a position of special significance in
Samogitian, southern and western Aukstaitian, southern Sudovian (and
Dzukian in the mid-20™ century) repertoire of the kanklés belonged to
religious hymns. Samogitia is famous for its songs and folk dances and
the most famous for its oldest kantickinés (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). Kanklés music still sounded with religious hymns as
late as approximately in the mid-20®" century. Pranas Dargis (1908-1990),
a chanter and kanklés player from Barstyciai village (district of Skuodas)
used to accompany the Mountains songs with the kanklés (Motuzas 1993:

70



V. Palubinskiené. Performance of Religious Songs on the Kanklés in Lithuania..

8). In Samogitia, songs of the Way of the Cross are chanted using one
melody and are characterised by great variability (Palubinskiené 2009:
340) (see Example 2).

Religious songs accompanied with the kanklés 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" 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,
Virbasius 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" century, they were already performed in almost every
church or home. They became a part of Lent prayers, especially in south-
eastern and southern Aukstaitija 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 kanklés, and later — with
the violin (Palubinskiené 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 Téve mielas (O’ God, Our Dear
Father)*
Performed by Petras Lapiené. VPAA, transcribed by Povilas Lapiené.
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Example 2. An excerpt from the hymn Garbinkime Svenciausigji
Sakramentq (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 kanklés by Pranas Dargis. Transcribed by Alfonsas
Motuzas (1993b: 88).
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Example 3. The hymn Marijos vardas (The Name of Mary) — the
final hymn of walking the Mountains of Samogitian Calvary

Performed on the kanklés by Pranas Dargis. Transcribed by Alfonsas
Motuzas (1993a: 44).
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record book of Balys Buracas at Vytautas the Great War Museum; Kr. Sv. A
RIA — Archive of Kretinga St. Anthony Institute of Religious Studies; Své. MMV —
Hours of St. Mary the Virgin; TMM - Lithuanian Theatre, Music and Film
Museum; VPAA — Personal archive of Vida Tarnauskaité-Palubinskiené.

* The bymn is chanted one octave higher.
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Example 4. Ausriné (Morning Star — an anthem)
Performed on the kanklés by Pranas Dargis. Své. MMV, AMAA,
transcribed by Alfonsas Motuzas.
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Example 5. Initial hymn
Performed on the kanklés by Pranas Dargis. Kr. Sv. A RIA, tran-
scribed by Alfonsas Motuzas.

Example 6. Short final hymn
Performed on the kanklés by Pranas Dargis. Kr. Sv. A RIA, tran-
scribed by Alfonsas Motuzas.
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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 kanklés 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 kanklés reflect that this
instrument was still used to accompany religious songs, yet the informants
do not indicate the manner of playing (Palubinskiené 2011: 106).

The second half of the 19" century through the first half of the 20
century was characterised in the tradition of kanklés music by entrench-
ment of performance of religious songs on the kanklés, next to playing
dance tunes and songs in the regions of western, southeastern and southern
Aukstaitija, 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 kanklés indicates the following:

1. Religious songs were performed in Lithuania using different types
of the kankleés. The spread and existence of ethnic-type kanklés was
determined by tradition. The modification of traditional kanklés de-
pended on the common European cultural influence as well as confes-
sion differences among Christian beliefs in the lands where kankleés
were used.

2. Inthe 19%"-21% centuries, religious songs gained a significant position
in the repertoire of Lithuanian kanklés 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 kanklés as early as in the 16™ century:
in Samogitia, such songs were the archaic chantbook songs called
Kantickines, 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 Aukstaitija 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 kankles,
and later — with the violin.

While performing religious songs, kanklés players have retained the
most important melodic features of western Aukstaitians, 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 kanklés have remained identical to those
performed vocally. Therefore, we may state that they have not become
independent instrumental pieces from the repertoire of the ‘kanklés’
(Palubinskiené 2009: 245).

Religiskas dziesmas lietuviesu kanklétaju repertuara
19.-21. gadsimta

Vida Palubinskiene

Kopsavilkums

19.-21. gadsimta lietuviesu kanklétaju repertuara lidzas deju
melodijam, laicigam dziesmam un improvizacijam nozimigu vietu ienem
religiskas dziesmas. Véstures, t. sk. arhivu dati un jaunakie etnisko instru-
mentu izpétes ekspediciju materiali liecina, ka jau 16. gadsimta religisko
dziesmu pavadijums tika uzticéts tradicionalajam kanklém: Zemaitija
sadas dziesmas bija Kalvarijas kalnu un Krustacela dziesmas, kas ieklautas
senajas dziesmu gramatas (t. s. kantickiné); Sudovija kanklétaji speléja
pavadijumu Svétas Jaunavas Marijas stundu dziesmam; bet Augstaitijas
rietumos, dienvidos un dienvidrietumos, ka ari Sudovijas dienvidos
skanéja t. s. séru raudas jeb raudu dziesmas.

Pétijuma prieksmets ir lietuviesu religisko dziesmu atskanojums
kank]u versija. Pétijuma meérkis ir raksturot $ada atskanojuma dazadas
versijas 19.-21. gadsimta Lietuva. Pétijjuma metodes ir tipologizacija,
analize, salidzinajums un visparinajums.

Kristigo ritualu mazikas pétnieks profesors Alfons Motuzs pamatoti
norada, ka vietéjas parazas un religiskaja muzika, kas eksistéjusi paraléli
baznicas liturgijai, saskatama saikne ar pirmskristietibas religiskas kul-
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turas mantojumu (Motuzas 2003: 253). Tadéjadi varam pienemt, ka ari
kops senatnes pazistamo kanklu speéli, iespéjams, ietekméjusi baznicas
muzika. Sena kultaras pieredze un pasaules uzskats neizzuda pat péc
pilnigas kristigas religijas iesaknosanas Lietuva. Tas atspogulojas tautas
muzikas instrumentu izmantojuma béru un baznicas ritualos. Lai gan
liecibu par religisko dziesmu atskanojumu kanklu versija nav daudz, tomer
tas pierada, ka Sos instrumentus lietoja religisku dziesmu pavadijumam;
tiesa, spéles veids pieejamajos informacijas avotos nav aprakstits.

Atskanojot religiskas dziesmas, kanklétaji saglabajusi vissvarigakas
Rietumaugstaitijas, Zemaitijas un Sudovijas melodijam tipiskas iezimes:
to vidu ir mazora prioritate, homofoni polifons izklasts, vienkarss ritms
un metrs. Muzikas materials religisko dziesmu vokalajas un instrumen-
talajas versijas ir identisks. Tad&jadi varam secinat, ka kanklu versijas
nav kluvus$as par autonomu, no vokala pirmvarianta neatkarigu religiskas
muzikas atzaru.

Atslegvardi: tradicionalas lietuviesu kankles, kanklu mazika, religis-
kas dziesmas, Zemaisu Kalvarijas kalni, Svétas Jaunavas Marijas dzies-
mas, seru raudas.
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Povilas Stulga’s Museum of Lithuanian
Folk Instruments: Preserving and
Propagation of Ethnic Music and Culture

Mag. phil. Kristina Apanaviciuté
Vytautas Magnus University doctoral student,
junior scientist

Introduction

In this article the phenomenon of Povilas Stulga Lithuanian folk
music instrument will be analyzed. The main methods are interview
and analysis of documents.

Objectis the ethnic musical movement in Povilas Stulga Lithuanian
ethnic music museum. There is the need to bring up a problem — can
museum be also scientific and musical movement centre? The aim is to
find out, what are the functions of this musical museum. In order to
achieve the aim there are 3 tasks raised:
® toanalyze, what are the main activities in the museum and find out,

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

ical activities;

e  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.

Sources 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 opened'. From March 1983
it functioned firstly as a part of National Ethnic Museum in Rumsiskés
(also called Open Air Museum of Lithuania) — ethnic music instruments
sector, which was opened in the year 1985 for the public expositions.

! 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 museum?. This
name already showed future plans of municipal power to establish se-
parate Museum of Lithuanian Folk Instruments.

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

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 dailés 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 Rino muziejus).

In the same manner, as in Povilas Stulgas’ Museum of Lithuanian
Folk Instruments, there is a huge range of music instruments of 18%-20"
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. skuduciai), bagpipes, birbyné, lamzdelis, clay instruments,
daudyté and other samples exhibited.

In the section of the string instruments there are Lithuanian kankleés
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 kankleés 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 Augustaitiené 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 (Augustaitiené 2011, 8 March). She admits, that
for her Romualdas Apanavicius, Marija Baltréniene 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 Stunzénas 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 Rumsiskes, district of Kaisiadorys,
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 Apanavicius,
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 Stunzénas 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-
skiené 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 skersdzikiai — that means, that of people of Punsk on the edge of
the two Lithuanian regions: Siduva and Dzukija. 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 Saléinukas 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 Grazi misy Seimynélé (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
Sauni mitsy Seimynélé (Our nice family). Festival of families Sauni miisy
Seimynélé 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 (Lukenskiené 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 skuduciai. The author of this article joined
ethnic instrument master Egidijus Virbasius 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 Virbasius, who admitted,
that to participate alone in such an event it is very hard, and the help is
very welcomed (Virbasius 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 Virbasius, 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
Lukenskiené admits, the museum exhibits are exhibited strongly following
scientists’ classifications (Lukenskiené 2011c). Lukenskiené, analyzing
exhibits of kanklés and accordions, pointed to scientifically based instrument
classifications, which can be found in research works (Baika 1994; Apana-
vicius, 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 (Lukenskiené
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 Lietuviy tautinés muzikos instrumenty 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 Senamiescio Ziogas (Old Town Grasshopper). There
were also summer concerts such of as popular singer Jurga Seduikyte
organized (2010, 30 Juny). In 2010, Georgian musician Irakli Kojava
gave a concert together with Kadujo — a women’s group of sutartinée
singing® of museum education teacher Laura Lukenskiené (Povilo Stulgos
Lietuviy tautinés muzikos instrumenty muziejus: 3). Thus the place and
the atmosphere of the Old Town and folk instruments attract musicians
of very different background and styles. Sutartinés is quite rare in Lithu-
anian folklore ensembles repertoire. Stasys Paliulis was very concerned
for the sutartinés is being propagated only among old people. Youth
don’t know and don’t learn it anymore, he wrote about sutartinés singing
in Lithuania (Sutartiniy ir skuduciy keliais.. 2002: 26). Luckilly, he was
a bit wrong — Kadujo women are quite enthusiastic about sutartinés
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 Karuzée
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
Stunzénas 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 Mataiciai 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 kanklés, and different signal instruments exhibited

¢ Sutartiné is Lithuanian contrapunctal polyphonic song. As researchers state,
sutartiné’s name originated from the Lithuanian word sutarti, which means to
get on well (Racitnaité-Vyciniené 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 Lasas.

Other instruments used in the theatre — citra, cymbals, skuduciai —
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 (Lukenskiené, Augustaitiené
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 Aukstaitija dresses
in a total eclectics — the mix of the clothes from 2-3 different regions’.

Mataiciai 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 Svencionys in Aukstaitija, called Aukstaitija is
dressed with clothes, presented by Polish friendly community, and the clothing
is from the region of Mozuria in Poland — dark colours, when in Aukstaitija
colours of the clothing used to be yellow, green, red and violet (Apanaviciuté
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 Ugné Gumuliauskaité 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 museuwm’s documentary cards — that was the
most interesting. The atmosphere in the museum is just fantastic (Gumu-
liauskaité 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 Vys$niauskaité 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.

88



K. Apanaviéiuté. Povilas Stulga’s Museum of Lithuanian Folk Instruments..

As secretary Daiva admits, she lives active ethno-cultural life, she
likes concerts of folk music and attends different events of ethnic culture
(Vysniauskaité 2011). Teacher of education Laura Lukenskiené 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 (Lukenskiené
2011a). Laura during education plays kankles, sings and even shows to
children, how to produce skuduciai. 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 Sliuzinskas (Sliuzinskas 2011)
and Romualdas Apanavicius (Apanavicius 2011b), giving their opinions
about the book.

Laura Lukenskiené participates also in the folk group of women
singing folk songs (sutartiné) 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
(Lukenskiené 2011b).

Laura Lukenskiené 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 (Lukenskiené 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 Virbasius.
This museum is exceptional, there is no one like this (Virbasius 2011a).
When ethnoinstrumentalist and one of the most active folk movement of
9t decade organizator (Virbasius 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 birbyné studies, we sat
into the car with R. Apanavidius and went to Petersburg and Petroza-
vodsk, and we touched instruments from museunt’s funds. When you touch
instruments with your hands, you know, it is a different thing (Virbasius
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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 Virbasius. 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 (Virbasius 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 Virbasius 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
Virbasius (Virbasius 2011a).

Romualdas Apanavicius stresses, that this museum is unique because
of its practical approaches. He also says: As to Virbasius — [ made totally
the same, what my teacher Baltréniené 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 (Apanavicius 2011a). Apanavicius
is an active member of the museum’s community. I am actively belping
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 (Apanavicius 2011).

Virbasius and Apanavicius are the authors of very signifficant
scientific book Senosios kanklés ir kankliavimas (Playing Old Kankleés)
according to which in the museum of Povilas Stulga kanklés are being
classified in exhibitions (Apanavicius, etc. 1994: 44-49).

Conclusions

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

e 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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e  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 lietuviesu tautas muzikas instrumentu muzejs:
etniskas muzikas un kultoras saglabasana un popularizacija

Kristina Apanavicute
Kopsavilkums

Raksta analizéta Povila Stulgas lietuvieSu tautas mazikas instrumentu
muzeja darbiba. Sakotnéji (1983) tautas instrumentu muzejs dibinats ka
dala no Brivdabas muzeja Rumsiskés, Kaisadores rajona. Vélak (1988)
lietuviesu tautas muzikas instrumentu muzejs kluva par atsevisku, patsta-
vigu institaciju, kas ipasi aktivu darbibu izvérsusi pédéja laika. Muzejs
ietver apméram 7000 eksponatu un 2000 gramatu. Dazadi pasakumi,
izstades, izglitojoSas programmas lauj uzlakot $o instittaciju ka etniskas
kultaras centru, kura durvis arvien plasi atvértas apmeklétajiem un kura
darbiba skaidri jatama nakotnes perspektiva. Blakus parastajam ikdienas
darbam muzeja lidzstradnieki izstrada zinatniskus pétijumus, organizé
koncertus, izstades, ir pasi iesaistijusies tradicionalas mazikas (sutartinu)
ansambla darbiba.

Tiesi izglitojosajam programmam muzejs veltl ipasu uzmanibu:
ikviens, sakot ar bérnu un beidzot ar senioru, te var ne vien apskatit, bet
ari aptaustit un uzspélét autentisku tautas muzikas instrumentu, iepazit
etniskas kultaras pagatni un tagadni. i pieredze, ka atzimé tautas mazikas
instrumentu meistars Egidijs Virbass, spéj sniegt iedvesmu visai dzivei
(Virbasius 2011a).

Tadgjadi Povila Stulgas muzejs izcelas ar patiesi rosigu kulttaras dzivi,
mudinot cilvékus gan izprast etnisko kultaru, gan izkopt tas tradicijas.
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II. MUZIKAS VESTURE

Klavieru trio muzicé$anas pirmsakumi
Rigas vacbaltu vide

Mag. art. Liga Pétersone
Jazepa Vitola Latvijas Muzikas akademijas doktorante

Ievads

18. gadsimta ridzinieku vidé arvien valdijusi dziva interese par teatri
un operas zanru — to noradijusi vairaki vacbaltu mazikas pétnieki, vinu
vidi Vita Lindenberga (2004b: 14). Savukart simfoniskas un kamerma-
zikas attistibai jo seviski labvéliga bijusi Muzikas biedribas izveidoSanas
1760. gada, ka ari Pilsétas teatra dibinasana 1782. gada. So institaciju
pasparné turpmakajas desmitgadés regulari notikusi koncerti, kuri, ka
trapigi atzimé Lindenberga, nereti sasniedza dieviskus garumus tajos ieklau-
to skandarbu daudzuma dél. Parasta paradiba bija viena vakara atskanot
divas simfonijas, kadu koncertu, par apjoma nelielaku skandarbu klastu,
ka variacijas, arijas u. tml., nemaz nerunajot (Lindenberga 2004c: 52).

Kada vieta $ajos koncertos bijusi dazadam ansambla muzicéSanas
formam? So tému plasak pétijusas Lolita Farmane (raksts Instrumentala
kamermiizika Latvija 19. gadsimta, 1997) un Inese Zune (promocijas
darbs Vijole Latvijas kultiras vésturiskaja attistiba, 2011: 141-144). Abos
darbos izsmelo§i raksturota majas muzicéSanas nozime Riga, savukart
koncertdzives aspekta galvena vériba veltita stigu kvarteta Zanram, jo
ipasi Rigas stigu kvarteta darbibai (Farmane 1997: 148; Zune 2011: 142—
143). Si pasa ansambla lomu Rigas koncertdzivé isi ieskicégjis ari Joahims
Brauns (2002: 82). Tomér neviena no pieminétajam publikacijam nav
skartas cita kameransambla veida — klavieru trio — muzicé$anas tradicijas
vacbaltu vidé 19. gadsimta. Vai tadas vispar pastavéjusas? Zinams, ka

! Rigas Pilsétas teatra afisu un programmu kolekcija Theaterzettel atrodam
daudzus $aja zina raksturigus piemérus. Ta 1789. gada 25. februari kada koncerta
programma bijusi simfonija, arija, vijolkoncerts, Cella koncerts, vijolsonate,
simfonija, koncerts un nobeiguma vél viena simfonija (Theaterzeitel).
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Eiropa klavieru trio zanrs ta klasiskaja veidola attistijies jau kops 18. gad-
simta pédéjam desmitgadém — pieméram, Jozefs Haidns $aja joma no
1766. lidz 1797. gadam radjijis 45 darbus, Volfgangs Amadejs Mocarts
no 1786. lidz 1788. gadam — sesus. Vai varétu but, ka $o zanru atskiriba
no stigu kvarteta lidz pat 19. gadsimta peédéjam desmitgadém Latvija
tomér nepazina? Lai rastu atbildi uz $o jautajumu un reizé ienestu jaunu
niansi lidz$ingjos prieksstatos par vacu muzikas dzivi Riga, raksta ietvaros
planots izsekot klavieru trio zanra pirmsakumiem Rigas atskanotaj-
maksla. Iespéju veikt sadu pétijumu sniedza Rigas Pilsétas teatra prog-
rammu un afi$u kolekcija (Theaterzettel), kura saglabajusies lidz mus-
dienam un pieejama Latvijas Akadémiskas bibliotekas Rokrakstu un reto
gramatu nodala. Protams, ta neaptver gluzi visus 18. gadsimta beigas un
19. gadsimta Riga skanéjusos vacu makslinieku koncertus, tomér vismaz
galvenas tendences atspogulo — tiesi Pilsétas teatra orkestra dalibnieki
$aja laika dominé ari vietéja kamermuzikas dzive.

Izradas, ka klavieru trio Rigas muziku repertuara ienacis pat loti
agri — tikai dazas desmitgades péc ta pirmo klasisko paraugu tapsanas.
Pirmais ieraksts Theaterzettel kolekcija datéts ar 1790. gada 10. novembri,
un 18. gadsimta ridzinieki $ada ansambla spéli varéjusi baudit vél sesos
koncertos 1794.,1796. un 1797. gada. Tatad klavieru trio 18. gadsimta
beigas piesaistijis uzmanibu ka viena no jaunakajam, modernajam ansambla
muzicésanas formam. Tacu par turpmakajam gandriz Cetram desmit-
gadem (1798-1834) informaciju Theaterzettel kolekcija neatrodam: nav
gan pamata apgalvot, ka klavieru trio $aja laika Riga nebutu skangjis,
tomér pagaidam nav izdevies uziet ari avotus, kas liecinatu par pretéjo?.
Savukart no 1835. gada Theaterzettel kolekcija jau sniedz visai regularas
zinas par dazadu trio uzstasanos — tas notikusas vismaz reizi piecos gados,
bet dazkart rikoti pat vairaki koncerti gada (1847 — Cetri, 1853 — pieci,
1869 — septini, 1872 — tris, 1877 — divi). Turpreti, raksturojot trio muzi-
céSanu laikposma kops 80. gadiem, acimredzot jamekleé citi informacijas
avoti, jo kamerkoncertiem veltitas afiSas $i perioda Theaterzettel kolekcija
tikpat ka nav ieklautas®.

2 §i perioda koncertprogrammas, kas apkopotas Theaterzettel kolekcija,
domine simfonija un koncerts. Kamermuzikas opusi atskiriba no citiem gadiem
minéti Joti reti.

3 Sniegtas zinas tikai par diviem trio koncertiem 80. gados (1880, 30. janvaris,
1889, 18. novembris), savukart 90. gadu konteksta sis zanrs Theaterzettel ietvaros
vispar nav pieminéts. Tacu zinams, ka tolaik Riga kamermuzikas dzive bija loti
intensiva, taja iesaistijas jau arl pirmie latviesu muaziki.
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Raksturojot ta vai cita zanra vietu sava laika koncertdzivé, ipasu
uzmanibu arvien pelna tris aspekti:
®  galvenas repertuara tendences un to saikne ar laikmetu, vidi kopuma;
e atskanotajmakslinieku raksturojums;
e rezonanse laikabiedru vide.

Repertuara kopaina

Ir kads apstaklis, kas nedaudz apgrutina repertuara pétniecibu. 18.
gadsimta beigu (retak ari 19. gadsimta) koncertprogrammas novérojams:
lai ari komponistam ir vairaki viena zanra darbi (ka tas ir parsvara
gadijumu), programma netiek noradita ne skandarba tonalitate, ne opuss,
ne numurs, ta liedzot musdienu pétniekiem iespéju precizi restaurét
pagatnes ainu. Tomeér galvenas tendences ir neparprotamas.

Redzams, ka 18. gadsimta beigas Rigas koncertdzive klavieru trio
joma visai atri ienakusi laikmetiga muzika — tobrid popularu komponistu
skandarbi. Vigu vida bijis, pieméram, musdienas mazpazistamais ¢ehu
izcelsmes Vines komponists Leopolds Kozeluhs (Kotzeluch, ari
Kozeluch, 1747-1818) — 63 klavieru trio autors. Nav zinams, kur$ no
Siem opusiem skanéja Riga 1790. gada 10. novembri Melngalvju nama
zale (pirma lieciba par klavieru trio uzstasanos!*), taCu katra zina ridzinieki
vargja baudit maziku, kura muasdienu pétnieks Milans Postolka saklausa
Bethovena tragiski patetiska stila ieskandinajumu (Postolka).

Savukart klavieru trio neseno prieksteci — sonati klavierem (vai
klavihordam) ar vijoli un Cellu — parstavéjusi cita ¢ehu cilmes komponista
Jana Duseka (Dussek, 1760-1812) dailrade. Iepazisanas ar vina dar-
biem (sonates klavierém, vijolei un Cellam op. 21 u. c.) lauj secinat, ka
Duseks rakstijis graciozu, dzivespriecigu muziku agrina klasicisma tradi-
cijas, kur visai iezimigs ir finalu tautiskais raksturs (pieméram, Sonates
op. 21 nr. 1 beigu dala valda polkas ritms); iespéjamas asociacijas ar
Jozefa Haidna dailradi. Vienlaikus Rigas klausitajus Duseka skandarbos
drosi vien vargja saistit klavierpartijas virtuozais spozums — vismaz talaika
izpratné: biezi izmantotas dubultoktavas, lai sasniegtu orkestralu efektu,
straujas gammveida pasazas finalos u. tml. Pétnieks Hovards Alens Krovs
atzimé, ka Sis komponists jau prieksvestijis romantiski briljanto kla-
vierstilu (Craw). Saja aspekta interesanti, ka vina sonasu klavierpartijas

*No atskanotajiem programma minéts vienigi pianists Hartknoha kungs (Herr
Hartknoch). Plasak par vinu sk. raksta nakamaja apaksnodala.
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atskanotaja Riga, spriezot péc programmas, nav bijusi profesionala
pianiste, bet kada no augstako aprindu mazikas milotajam — Frau Doc-
torinn Sommer® (doktora Zommera kundze; uzstajusies koncerta, kurs
notika Melngalvju nama zalé 1796. gada 8. janvari).

Jozefa Haidna trio més Rigas koncertafisas Saja laika nesastopam,
lai ari vina citu zanru muzika Riga tobrid bijusi pazistama — par to plasak
raksta Vita Lindenberga (2004a). Toties paradas Haidna skolnieka
Ignaca Pleijela (Pleyel, 1757-1831) vards: vina trio izskangjis 1794. gada
18. novembri Zilas pilsonu gvardes (Haus der blauen Biirger-Compagnie)
zales. Sis masdienas mazdzirdétais autors 18. gadsimta beigas bijis arkar-
tigi populars — pétniece Rita Bentone norada, ka tiakstosiem vina muzikas
manuskriptu kopiju pildija arbivu, biblioteku, baznicu, pilu un privato
maju plauktus un tukstosiem izdevumos izplatijas Eiropa un Ziemel-
amerika (Benton). Tadéjadi Riga $aja gadijuma nav atpalikusi no pasaules
muzikas dzives tendencém. Pleijela klavieru trio (pieméram, B. 471-473)
ietvaros klavieru hegemonija, to virtuozais spozums izteikts vél vairak
neka Duseka darbos, tomér harmoniski intonativa valoda neiziet arpus
klasicisma ietvariem.

Vienlaikus ar atzinibu jamin, ka jau $aja perioda Rigas interpreti un
koncertpublika ne tikai seko modei, bet spéj novértét ari muziku, kurai
velak lemts visspozak izturét laika parbaudi — proti, jau 18. gadsimta
beigas (kops 1794) Riga klavieru trio zanru visbiezak parstav nesen mirusa
Volfganga Amadeja Mocarta (1756-1791) dailrade. Pretstata
ieprieks minétajiem komponistiem, kuru vardi programmas paradas katrs
pa reizei, Mocarts 18. gadsimta pédéja desmitgadé pieminéts trisreiz —
diemzel nav zinams, kurus vina trio Rigas makslinieki bija izraudzijusies’.

5 Acimredzot tolaik Riga praktizéjosa doktora Karla Benjamina Zommera
(Sommer, 1769-1815) dzivesbiedre Vilhelmine, dzimusi fon Briknere (Briickner)
(Deutschbaltisches biographisches Lexikon [..] 1970: 740). Interesanti, ka tikai
paris dienas ieprieks, 1796. gada S. janvari, vina atskanojusi kadu Volfganga
Amadeja Mocarta trio vél ar pirmslaulibas uzvardu (Theaterzettel).

¢ Klavierpartiju spélgjis jau pieminétais Hartknoha kungs.

7 Interpreti bijusi Aumana kungs (Herr Aumann, Zilas pilsonu gvardes zale;
1794, 1. decembris), fon Briknera jaunkundze (Fraulein von Briickner, Melngalvju
nama zale; 1796, 5. janvaris), doktors Latrobe, Feiges un Dennemarka kungi
(Herr Doktor Latrobe, Herr Feige und Herr Dannemark, Melngalvju nama zale;
1797, 18. aprilis). Par pédéjo trio sastavu plasak sk. raksta nakamaja apaksno-
dala. Savukart fon Briknera jaunkundze ir jau pieminéta Vilhelmine, kas vélak
klust par doktora Zommera kundzi.
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Katra zina ari $aja aspekta vérojama sasauks$anas ar visparéjam pilsétas
muzikas dzives tendencém. Ne velti pétnieks Mikus Ceze, rakstot par
operas Burvju flauta iestudéjumu, atzimé, ka Riga ta paradijusies loti
atri—1797. gada, turklat publikas interese bijusi milziga — Mocarta opera
tiek izradita piecas reizes pec kartas (14.~17. un 19. aprili), un tas ir
Rigai tobrid netipiski liels skaitlis (Ceze 2007: 277). Saja sakara interesanti
atzimeét, ka viens no Mocarta trio Riga izskan tiesi Burvju flautas zimé —
1797. gada 18. aprili, resp., diena starp divam izradém (iespéjams, ap-
zinata interpretu izvéle laika, kad $1 komponista vards vietéjo muzikas
milotaju vida dzirdams biezak ka jebkad agrak!).

19. gadsimta gaita gan Mocarta vards Theaterzettel koncertprog-
rammas paradas tikai vienreiz (1853, 5. februari). Tagad jau prieksplana
izvirzas §1 laikmeta meistaru darbi. Blakus daziem masdienas mazak atska-
notiem opusiem?® regulari dzirdamas ari kompozicijas, kuras joprojam
veido klavieru trio zelta repertuaru. Proti, stabilu vietu programmas ienem
Ludviga van Béthovena (1770-1827) trio, kuri izskan vismaz desmit
koncertos®. Vél publikai ir iespéja klausities ari abus Fran¢a Saberta
(1797-1828) trio'. Interesanti, ka absoluts favorits 19. gadsimta trio
dalibnieku vidu Riga bijis Félikss Mendelszons-Bartoldi (1809-
1847). Vina darbu saraksta ir divi §1 zanra paraugi. Pirmais trio (d moll
op. 49') tapis 1839. gada, bet otrais (c moll op. 66) — 1845. gada. Viens
vai otrs Mendelszona trio atskanoti kopskaita astonpadsmit (!) koncertos
no visiem 42 apzinatajiem laikposma no 1843. lidz 1877. gadam?2.

§ Johana Nepomuka Hummela Trio E dur op. 83 (pirmoreiz 1846, 12. ok-
tobri), Karla Gotfrida Reisigera Trio (pirmoreiz 1840, 21. julija), Kamila Sensansa
Trio F dur op. 18 (1877, 27. novembri) un Antona Rubinsteina Trio g moll
(pirmoreiz 1860, 4. aprili).

* Trio G dur (nr. 2) un ¢ moll (nr. 3) op. 1 (attiecigi, 1853, 2. februari, un
1869, 8. aprili), B dur op. 11 (1862, 15. aprili), D dur (nr. 1) un Es dur (nr. 2)
op.70 (1853, 5. februari, un 1859, 17. decembri), B dur op. 97 (1853, 8. februari,
un 1869, 6. aprili), ka ari vairaki trio atskanojumi bez konkrétas tonalitates vai
opusa norades.

10 Otrais klavieru trio Es dur op. 100 skanéjis 1853. gada 2. un 8. februari,
savukart Pirmais klavieru trio B dur op. 99 — 1869. gada 20. novembr.

1 Roberts Simanis $o skandarbu ierindojis starp laikmetigo trio $edevriem
(Worbs 1958: 194).

12 Trio d moll skangjis trisreiz (1847, 14. septembri, 1859, 23. oktobri un
1873, 6. decembri), savukart Trio ¢ moll — piecreiz (1853, 5. februari, 1869, 13.
oktobri, 1871, 28. februari, 1872, 17. februari, un 1877, 4. decembri). Bez tam
vairakos gadijumos nav zinams, kur$ no abiem Mendelszona trio atskanots (1843,
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Ka gan lai izskaidro $adu Mendelszona trio popularitati 19. gadsimta
otraja tresdala? Varbut gan interepretus, gan klausitajus valdzina pirmam
kartam mazikas melodiskums, kurs, lai ari saknots klasiskajas tradicijas,
vienlaikus ieved romantiskas pacilatibas, skumju, milestibas un atminu
labirinta? Varbut tomer izskaidrojums jameklé saikné ar Mendelszona
trio nosu izdevumiem un to pieejamibu spélétgribétajiem 19. gadsimta
Riga? Sie jautajumi acimredzot pagaidam vél paliek ka intriga turpmakai
izpétei.

Atskanotajmakslinieku sniegums un ta rezonanse prese

Par agrinako trio dalibniekiem zinas ir visai skopas. Tomeér jaatzime
vairaki uzvardi, kas piesaista uzmanibu. Ta, pieméram, pirmaja apzinataja
koncerta (1790, 10. novembris, Melngalvju nama zale, jau minétais
Kozeluha trio) ka vienigais no muzikiem programma nosaukts pianists
Hartknoha kungs jeb Karls Eduards Hartknohs (Hartknoch,
1775-1834)" — tobrid piecpadsmitgadigs jauneklis, tacu nakotné, ka
atzimé Morics Rudolfs (1890: 87), spilgts pianists, viens no Johana
Nepomuka Hummela (Hummel, 1778-1837) labakajiem audzékniem.
Tadéjadi vins neapsaubami ienesis Riga laikmetigas Eiropas vésmas, jo
pats Hummels (Mocarta skolnieks un draugs, ka ari Mendelszona sko-
lotajs) savulaik uzskatits par vienu no Eiropas dizakajiem komponistiem
un, iespejams, dizako pianistu (Sachs).

Ne $i, ne otra Hartknoha atskanota trio sakara (Ignaca Pleijela trio,
1794, 18. novembris) vijolnieka un Cellista vardi programmas nav minéti.
Izskaidrojums acimredzot ir tads, ka agrinajos zanra paraugos klavieru
loma tiesam bijusi daudz nozimigaka neka vijoles un Cella partija. Bétho-
vena trio pétnieks Levs Mironovs norada, ka vél lidz 19. gadsimta saku-
mam koncertprogrammas no visiem trio dalibniekiem bijis pienemts
atSifrét tikai pianista vardu; ja ari partneri minéti, tad vienigi, lai atzimétu,
ka vini pavada pianistu (Muponos 1974: 105). Savukart muzikologs
Kristofs Bils saja sakara min interesantu citatu no kadas recenzijas par
18. gadsimta otras puses komponista Lui Gabriela Gilména (Guillemain)

23. februaris, 1850, 2. aprilis, 1853, 14. marts, 1860, 30. novembris, 1864, 16.
februaris, 1869, 5. aprilis, 1872, 10. februaris). Turklat ir tris koncerti, kuriem
nav noradits ne datums, ne izskané&jusa trio tonalitate.

13 Jaunakais no pazistama Rigas gramatizdevéja Johana Fridriha Hartknoha
déliem.
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vijolsonasu vakaru, ko parfrazéjot varétu attiecinat ari uz agrinajam
klavieru trio raksturigo balsu sadalijumu: Vijole parklaja klavesinu mazliet
par daudz, kas nelava isti uztvert isto melodiju |..] Ja ir velesanas, $Sis
sonates var spelét ar vai bez pavadijuma. Tas nezaudés neko no
melodijas, jo ta visa ir klavesina partija (izcElums mans —
L. P.) (Biehl 2010: 8).

Pirmaja mirkli mulsumu rada kads koncerta pieteikums, kura zinots,
ka 1797. gada 18. aprili Melngalvju nama zalée Mocarta trio atskanos
Latrobes, Feiges un Dennemarka kungi: visi tris — ievérojamas personibas
talaika Rigas muzikas dzive. Tikai viena nianse —starp vigiem nav neviena
Cellista. Karls Feige (Feige, 1757-1818) ir tolaik labi pazistams vijol-
nieks (Rudolph 1890: 59),Johans Dennemarks (Ddnnemark, 1751-
1837) - vijolnieks un ari altists (Brege 2001: 38), bet Johans Fridrihs
Bonevals de Latrobe (de La Trobe, 1769-1845) — pianists, kompo-
nists, muzikas skolotajs (Rudolph 1890: 133; Deutschbaltisches biog-
raphisches Lexikon [..] 1970: 441). Saja gadijuma gan diemzél nezinam,
par kuru Mocarta trio ir runa, un atliek vien minét, ka kungi sava starpa
sadalija trio partijas. Acimredzot tas skaidrojams tadéjadi, ka klavieru
trio attistibas pirmsakumos patiesi bija vél ciesi saistits ar citam amatier-
muzicé$anas formam, un ansamblu sastavi varéja mainities visai brivi —
ka raksta trio pétniece Ruta Blume (Blume), 1780.—1800. gada sastavs
“klavieres, vijole un Cells” bija kluvis par visparpienemtu muzicesanas
formu, [..] tomér kompozicijas nebija tikai speciali sadam sastavam
ieceretas, un bija iespejams atskanot tas ari tikai Rlavierem vai tikai,
piedaloties citiem instrumentiem (citéts pec: Biehl 2010: 17). Saknes sadai
atskanotajpraksei mekléjamas ap 1760. gadu, kad Johans Soberts
(Schobert, 1729-1767) Parizé aizsaka diletantu aprindas iemiloto ad
libitum tradiciju. Proti, trio varégja veidoties ka klavierdarba ad libitum
versija, kur pavado$as balsis varéja gan spélét, gan izlaist. Kristofs Bils
norada, ka Soberta dailrade iespaidojusi ari Mocarta agrinos darbus,
pieméram, sonates klavierém, vijolei (vai flautai) un cellam K. 10-15
(Biehl 2010: 8); iespéjams, kada no tam bijusi Rigas ansambla repertuara,
kurs lidz ar to savdabigi istenojis ad libitum principu, Cellu aizstajot ar
otru vijoli vai altu.

Vislielako ieguldijumu trio muzicé$ana devusi Rigas Pilsétas teatra
orkestra muziki. Lidzigi visiem orkestra cunftes parstavjiem, ari viniem
dabiga nepieciesamiba paSizpausmei bija kamermuzicésana — zinams
atsvars orkestra spélei, kur iespéjas apliecinat savu individualitati ir daudz
mazakas. Popularaks orkestra makslinieku vidt gan $aja zina bijis stigu
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kvartets — domajams, praktisku apsvérumu dé] (nav nepieciesamas
klavieres), tomér biezi vinu uzmanibu saistijis ari klavieru trio. Par to
liecina fakts, ka daudzi no Pilsétas teatra orkestra koncertmeistariem
sava kamermuzikas repertuara ieklavusi vismaz vienu klavieru trio'.
Vislielako uzmanibu $aja aspekta pelnijis Eduards Vellers (Weller,
1820-1871)", kurs piedalijies vismaz 12 klavieru trio atskanojumos
laikposma no 1859. lidz 1871. gadam. Joahims Brauns, pétot vijolmakslas
agrino periodu Latvija, atzimé, ka Vellera spéle kritikas izpelnijusies
atzinibu ne vien par tehnisko meistaribu, bet ari par sirsnigo un apgaroto
prieksnesumu (Brauns 2002: 83); un tas ir ipasibas, kas kamermuzicé$anas
lauka, skiet, var atklaties vél plasak neka solospélé. Rigasche Zeitung
recenzents atsauksmé par Vellera atskanoto Mendelszona Vijolkoncertu
(atgadinasim, ka vin$ biezi izpildijis ari §i komponista trio!) ka raksturigas
vijolnieka spéles iezimes min maigu spéku, dzilumu un atturigu kveli
(citéts péc: Firmane 1997: 148). Ipasi tuva sadarbiba Velleram bijusi ar
Cellistu Augustu Groseru (Grosser'®) ar kuru muzicéts kopa gan
orkestri, gan stigu kvarteta, gan ari klavieru trio. Tiesi $is duets bijis
visilglaicigakais dazadu klavieru trio kodols. Theaterzettel kolekcija
atrodamas zinas par turpat vai divpadsmit gadu ilgu sadarbibu, no 1859.
gada 1. novembra lidz 1871. gada 28. februarim — tatad gandriz lidz
Vellera muza beigam (vins Skiries no dzives nepilnus tris ménesus péc
pédgja trio koncerta — 1871. gada 6. maija).

14 Koncertu datumi: Karls Heinrihs Feige (Feige; trio koncerts 1797, 18. aprili),
Francis Lébmanis (Lobmann; 1835, 27. oktobri), Peregrins Feigerls (Feigerl; 1840,
21.julija), Karls Loce (Lotze; 1843, 23. februari), Eduards Vellers (Weller; 1859,
23. oktobri, 1. novembriun 17. decembri; 1860, 4. aprili un 30. novembri; 1862,
11. februari un 15. aprili; 1864, 16. februari; 1869, 23. marta, 6. aprili un 20.
novembri; 1871, 28. februari), Aleksandrs Vilhelms Drehslers (Drechsler; 1868,
19. marta), Juliuss Rutharts (Ruthardt; 1872, 17. februari, un 1873, 6. decembri)
un Karls Noseks (Nossek; 1873, 10. marta).

15 Vacu vijolnieks, komponists. Lidz 1845. gadam stradajis par vijolnieku
Berlines galma operas orkestri. 1845. gada parcélies uz Rigu, kur péc Pilsétas
teatra orkestrantu streika tika mekléti maziki jaunam orkestrim, un kluvis par
koncertmeistaru. No 1849. gada spéléjis Rigas stigu kvarteta; dirigéjis Rigas
Mauzikas biedribas koncertus, uzstajies ka solo vijolnieks, pasniedzis muazikas
stundas (Rudolph 1890: 261).

16 Vacu cellists. 1856.-1877. gada bijis Rigas Pilsétas teatra orkestra Cellu
grupas koncertmeistars, Rigas stigu kvarteta Cellists. Koncertos uzstajies ari ka
solists, t. sk. kopa ar Antonu Rubinsteinu un Klaru Samani vieskoncertu laika.
Pasniedzis Cella spéli (Rudolph 1890: 78).
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Pie klavierem, muzicéjot kopa ar Siem kungiem, sastopama visai
raiba kompanija. Pirmkart, piesaista uzmanibu biezi pieminéta diletantu
(jo ipasi sievieSu dzimuma parstavju) lidzdaliba. Diletantu lomu 19.
gadsimta Eiropas muzikas dzivé akcentéjusi jau daudzi pétnieki, pieme-
ram, Inese Zune: vina atzimé, ka Riga koncertos nereti uzstajusies ari ta
saucamie profesionalie diletanti — diZciltigo gimenu parstavji, kuriem
piemitusi muzikald apdavinatiba un izglitiba, bet kuri socialu apsverumu
dél nav izvélejusies miiziku celu ka profesiju (Zune 2010: 95). Diemzél
diletantu vardi programmas lielakoties netiek atsifréti, ta liedzot uzzinat
vairak par siem koncertdzives dalibniekiem. Viens no nedaudzajiem izné-
mumiem ir 18. gadsimta beigas vairakkart pieminéta Briknera jaunkundze
(Frdulein von Briickner), kas paris dienas péc savas debijas trio joma
partop par doktora Zommera kundzi Vilhelmini Zommeri; ka jau nora-
dits, vina iepazistinajusi ridziniekus gan ar Mocarta (1796, 5. janvaris),
gan Duseka skandarbiem (1796, 8. janvaris). Vélakajas desmitgadés ari
Vellera un Grosera kungi médza muzicet kopa ar kadu cienijamu diletanti
(pieméram, 1860, 30. novembri, un 1862, 15. aprili).

Citu polu parstav vairakas Eiropas méroga personibas, kuras ridzi-
niekiem demonstréjusas savu makslu klavieru trio joma. Vinu vida bijusi,
pieméram, Klara Samane, kura sava koncerta Riga 1864. gada 16. feb-
ruari spéléjusi ari Mendelszona trio (nav noradits, kuru; partneri —
vijolnieks Vellers un Cellists Grosers),aritAntons RubinSteins, kura
autorkoncerts 1860. gada 4. aprili sakas ar vina pasa Trio g moll (partne-
ri — kapelmeistars Karls Saberts (Schuberth) no Péterburgas un koncert-
meistars Vellers; vélak Rubinsteins ar citiem partneriem uzstajies Riga
atkartoti). No mazak pazistamiem vardiem var atzimét Hugo Adel-
bertu Zeidelu (Seidel, ?~1890; vacu komponists, dirigents, pianists,
1867-1869 Rigas Pilsétas teatra I kapelmeistars un kora Rigaer Liedertafel
vaditajs), kura sacerétais trio vina pasa, Grosera un Vellera snieguma
izskangjis 1869. gada 23. marta.

Diemzél ne vinu, ne ari vairuma citu trio dalibnieku spéles rezonansi
toreizgjo ridzinieku vide pilniba atklat nebus iespéjams. Lai gan Theater-
zettel kolekcija glaba zinas par pasiem koncertiem (tas lielakoties rodamas
ari laikraksta Rigasche Zeitung sludinajumos), tomér recenzijas Sie notiku-
mi atspoguloti vien retos iznémuma gadijumos — no 54 apzinatajiem kon-
certiem istas recenzijas izpelnijusies vien divi, un tie bijusi nevis vietéja
ansambla, bet tobrid Eiropa slavena trio vieskoncerti. Saja ansambli spé-
1&jusi pazistami Berlines muziki: pianists un komponists Karls Alberts
Leshorns (Loeschhorn, ari Loschhérn, 1819-1905) un brali Adolfs
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(1813-1887)unJuliuss (1817-1892) Stalknehti (Stablknecht). Sakot
no 1846. gada, trijotne uzstajusies Rietumeiropa, bet 1853. gada Krievijas
koncerttures ietvaros ansambla skan&jumu divos koncertos bijusi iespéja
novertét ari Rigas publikai (Fifield). Pirmais no tiem izskangjis 2. februari
Melngalvju nama zalé', un recenzija publicéta Rigasche Zeitung 3. februara
numura. Muzikas kritikis, kura personiba slépjas zem inicialiem C. A.,
uzsver, cik svarigi, ka programma ieklauti Haidna trio; péc vina vardiem,
daudzi klausitaji un ari muziki tolaik varéja pat nezinat, ka tadi vispar
pastav (C. A. 1853a). Vai tas nozimétu, ka Haidna trio pirmatskanojumu
Riga piedzivojusi tikai 1853. gada? Sis jautajums pagaidam paliek atklats.
C. A. raksta ansambla skané&jums tiek raksturots ka loti vienots. Autors
ipasi norada, ka stigu instrumentu un klavieru saliedéta kopspéle prasa lie-
laku meistaribu neka Cetru stigu instrumentu apvienojums. Recenzija vésta:

[..] klavieru skanas zem Leshorna kunga rokam bija vienmer maigas
un plastiskas, tapéc, kur vien tas nepieciesams, tas ar cellu un vijoli saplida
visciesakaja asinsradnieciba. Stalknehtu kungu stigu instrumenti isds,
straujas figurds tuvojas klavieru kodoligajai spelei. Skanas nepartraukiais
pladums, no vienas puses [stigu instrumenti — L. P.], un acumirkligums
[klavieres — L. P.], no otras, izpaudas abpuséji — tas bija veselums, kura
atseviskas dalas tikai tapec parada savu iezimibu, lai trapigak atklatu
ideju. |..] Visas pasazu gritibas tika skaisti parvaretas, patiesi pacilajosi,
ar visapgarotako izteiksmi, kas ir briva no jebkura personiska egoisma
(C. A. 1853a).

Programmas nakamais numurs bijis Béthovena Pirmais trio Sol
mazorad op. 1 nr. 2; ta skanéjums atklajis vél nedzirdétas Skautnes saja
publikai visai pazistamaja opusa. Savukart par vakara naglu kluvis Sa-
berta Trio Es dur op. 100 - $is saldi smarZojosais brinumpuku pilnais
puskis ar nopietnam tehniskam griatibam. Tas ietvéra ne tikai neparspe-
jamu prieksnesuma akuratibu, atseviskas skaistas vietas [..], bet ari dabiski
patiesu poézijas dvesmu (C. A. 1853a).

1853. gada 7. februari Rigasche Zeitung slejas lasama atsauksme
par otro vacu muziku sniegto trio koncertu'®. Recenzija atziméts, ka mak-
slinieki loti precizi un rupigi atskanojusi Mocarta trio. Visu triju interpretu
it ka ar vienu roku spelets, tas sava celaja vienkarsiba un melodiskaja

7 Programma: Haidna Trio Es dur, Béethovena Trio G dur, op. 1 nr. 2 un
Saberta Trio Es dur op. 100.

18 Programma: Mocarta Trio G dur, Mendelszona Trio ¢ moll op. 66, ka ari
Béthovena Trio D dur op. 70.
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piemiliba atstaja tik burvigu, tik varenu un jaunu iespaidu, ka to nebutu
iedomajies neviens, kas agrak to ir dzirdeéjis parastaja priekSnesuma
manierée. Makslinieki viegli parvaréjusi ari Mendelszona un Béthovena
trio lielas tehniskas gratibas. Katra atskanotaja individualas izteiksmes
virtuozitates bagatiba tikai paspilgtinajusi dailo kopskanu, ko baudijusi
§1 koncerta klausitaji (C. A. 1853b).

Sie ari bijusi vienigie koncerti Riga, kuru programma ieklauti tikai
klavieru trio. Citos gadijumos trio skangjis jaukta rakstura koncertos, tur-
klat interesanti, ka biezi Sis Zanrs uztverams ka savveida uvertira (sk. 2. attélu).

Mit hoher obrigfeitlider Vewilligung Mit hoher obrigkeitlicher Bewilligung.
1itd dic Untevjeichnete unter gitiger Untetftivbung der Fraulein vaiino 9 Yetober 1859
Gorrodi und der im Programm genannten Herren Fi ellag ‘A‘:’" i& .’( Uhr: ’
Sonnabend, den 1, Sept. 1943, ends '
im Sagle dev L6l Sehrvarshiupter Violoneell-

ein WAbTehieds-Conert

in folgender Ordnung 3u geben
die Ghre haben.

N

im SAALE der l8bL

@riter Theil. .
1, Trio von Reifiger D-moll, fiir Clavier, Violine und Selo (1. Say) voraetragen @@mra{a@auw@t

von ben Herren Weife, Lntge und von Luga.

2, Ballabe von Lowe, vorgetragen von Frl, Gorrobi. gen v
9 n) Qltgxz won SPanofta, fifr die Wioline, vorgetragen von Hrm, Lofe. “ERR] Al\ I‘IVDER]‘MVI\
_ b) Lied ofne orte, von Dubert Rie, vorgetragen von Demfelben.
4. QIbermbtl von Beethoven, mit obligater Cellobegleitung, vorgetragen von Hrn. wunter gitiger Mitwirkung des Herrn EHONl@elven, des Herrn Con-
Sran e = o certmetsters WW U@ und anderer hiesiger Kinstler und Diletianten.
Bweiter Theil ;
1. Andante unbd leter Gag deg Trio von Reifiger. —eaifien:. T

9, ,®rufi an bie Schweiz” von Karl Blum, vorgeragen von der Concertgeberin. PROGR AN,

3. Ganfafie wnd Bariationen fiir Clévier iber Motive aus , Wilpelm Tell#, von : g
. Difler, vorgerragen von Hru, Weife.

4. e von Moyart, vorgefragen von Hrm. Frande.

5, Abjchieds-Declamation von der Concertgeberin,

Dic Kaffe witd um G Uhr gedffnets der Anfang ift um & Uhr.

%xllets 235 fwp. . fmb in dex Bude m -‘brn Uelteften Hollander,
Bei det rofie Hawje,
und abms an der Kaffe su babm. ©. Qafren;

Billette & 1 mn S, sind in der Miillerschen Leihbibliothek, so
wie lhendl an der Gun m lnhon.

1. attéls. Afisa no Theaterzettel
kolekcijas 1845. gada 1. septembra 2. attéls. Afisa no Theaterzettel

koncertam, kura Reisigera trio kolekcijas 1859. gada
pirma dala izskan koncerta sakuma, 23. oktobra koncertam, kurs
bet cikla turpinajums ieskandina sakas ar Mendelszona Pirma
jau koncerta otro dalu klavieru trio d moll pirmo dalu

Zimigi ari, ka trio cikls vél netiek vértéts ka vienots veselums: biezi
koncerta dalibnieki atskano tikai vienu ta dalu vai ari sadala ciklu, radot
savveida stilistisku un zanrisku refrénu visam koncertam: pirmo trio daju
atskano programmas sakuma, otro un treSo — koncerta vida (sk. 1.,
2. attélu).
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Sada atskanotajprakse liecina, ka klavieru trio ka ciklisks skandarbs
ar viengabalainu, mérktiecigi planotu dramaturgiju tomer netiek pienacigi
izprasts — skiet, koncertdzives organizatori $aja zina vél aizkavéjusies 18.
gadsimta nogales majas muzicéSanas tradicijas, kuras domingja svitas
tipa cikli un vairakdalu skandarba vienotibai netika pievérsta liela uzma-
niba. Tas gan attiecas ne tikai uz trio: ir gadijumi (tomeér daudz retaki),
kad koncerta tiek atskanota stigu kvarteta vai simfonijas tikai viena dala
(pieméram, 1853. gada 26. janvari koncerts Melngalvju nama zalé sakas
ar kada Mocarta kvarteta pirmo dalu, un pargjas neseko).

Nosléguma dazi secinajumi. No vienas puses, klavieru trio zanrs 18.
gadsimta beigas un 19. gadsimta gaita ridzinieku videé vel netiek pienacigi
noveértéts. To apliecina gan ieprieks minétas atskanojuma ipatnibas (bieza
trio saskaldisana atseviskas dalas, atskanojot tas dazados koncerta brizos),
gan ari |oti nieciga rezonanse muzikas kritika. Jaatzimé, ka recenzijas
par operizradém (ka ari teatri vispar) un atsevisku virtuozu koncertiem
§i laika Rigas presé paradas daudz biezak.

No otras puses, klavieru trio Zanram Latvijas atskanotajmaksla jau
no pasiem pirmsakumiem bijis savs uzticamu interpretu un klausitaju
loks. Iespéjams gan, ka tas bijis saméra Saurs, bet Rigu ari nevar salidzinat
ar kadu no lielajam metropolém — Parizi, Berlini, Londonu, kur rezonanse
§im visnota] elitarajam zanram varéja veidoties jau cita méroga. Sobrid
apzinati 54 koncerti, kuros ir zinas par 18. gadsimta beigas un 19. gad-
simta pirmajas septinas desmitgadés Riga atskanotajiem trio, bet tie
noteikti nav vienigie. Kopuma redzam, ka klavieru trio muzicésanas
pirmsakumi atspogulo ta laika muzikas dzives tendences visa to daudz-
veidiba — gan majas un amatiermuzicésanas augligo ietekmi (ipasi 18. gad-
simta beigas, bet ari vélak), gan visuma diezgan strauju $i zanra klasikas
ienaksanu repertuara — praktiski visu vertigako, kas klavieru trio joma
$aja laika Eiropa radits, ridziniekiem ari bijusi iespéja noklausities.
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The Beginning of Piano Trio Musicianship
in the Society of Baltic Germans in Riga

Liga Petersone

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 18% 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 18" century and
during the 19" 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 19®
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 10 of November, 1790.

The contemporary piano trio pieces are common in Riga at the end
of the 18% 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 19% 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 19" 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 18 century and during the 19% 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 3" of February, 1853, the 7% 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 18% 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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IleTepOyprckuii neBueckuii Kpykok Liedertafel
B FOCTSX y PHXKCKUX KOJLJIET.
HcTopusa onnoro cnaceHus

Dr. art. Kauna Kuszesa

Cmapuuii Hayunwiii compyornux Poccutickoeo Hucmumyma
ucmopuu uckyccme, Cankm-Ilemepbype

B npennaraemoii cratbe peub MOMAET O B3aMMOACHCTBUM KPYITHbBIX
HeHTpoB banTuiickoro pernona, a uMeHHo, Iletepoypra u Purn. Ceroa-
HsI B €BPOIEMCKOM NICTOPUUECKOM HayKe aKTUBHO O0CYKIAeTCsI CIIOXKHbII
KYJBTYPHBII T€HE3UC TaKWX PErMOHOB, KaK, HallpuMep, LeHTpaTbHas
EBpormna, BocTouHble MPOBUHIIMU ABCTpO-BeHrpuu; B camoe nociaenaHee
BpeMsI TIOSIBUJINCH (PyHIAMEeHTaIbHBIC TTyOJIMKAILIMKU 110 3TOU Teme (CM.,
Hampumep: Cséky 2010). Mi3yyeHue MatepuaioB 1o ucropuu banruku —
BO BCEM €€ YAMBUTEJIbHOM MHOTO3BYUYMU — AaeT HE MEHee LIEHHbII MaTe-
puas il MOHUMaHMS LEJTOCTHONM KapTUHBI €BPOIEMCKOUN KyabTyphl. B
npeajiaraeéMoii cTaThbe MpeacTaBieH ¢parMeHT UCTOPUU TTeTepOyprcKoro
TeBYeCKOTOo o01IecTBa Liedertafel Kak KOHKPETHBII TOMY TIPUMeEp.

[leTepOyprckoe obIIecTBO MyxXcKoro TieHus Liedertafel (St. Peters-
burger Liedertafel) 610 ocHoBaHO 21 sitHBapst 1840 roma v cyiiecTBOBasIO
no neta 1914 rona. IMetepOyprckuii Liedertafel cnenosai odpasily noao0-
HBIX HEMELIKHMX OOIIECTB MY*KCKOTO XOpOBOTo TieHus. Mx Ha3BaHUE TIpo-
UCXOAUT OT HeMmelKux cioB Lied (necus) u Tafel (cmoa). OcHoBatenem
nepBoro, 0epauHcKoro, Liedertafel cran KOMIO3UTOP U AUPUKED, MHO-
TOJICTHUI PYKOBOIMTENb OepiuHckou Singakademie Kapn @punpux
Lensrep (Zelter). 1o ero 3aMbICITy, KPY*KOK HacjaeIoBaJl 00pa3 KpPyIiaoro
crosia Kopoiist ApTypa (oTctona 1 ciioBo Tafel B Ha3BaHUMN): YMCIIO M30paH-
HBIX HEe JOJKHO MPeBbIIATh 25 4eaoBeK (3To 24 neBla IUII0¢ OJUH PYKO-
BoauTesb). KaxKablit U3 yJaCTHUKOB KPY>KKa — HEMPEMEHHO I03T, NeBel]
i KoMro3urtop. Codmpannch YWieHH IIepBOro, OeparmHcKoro, Liedertafel
pa3 B MeCSIII, TTI0 BTOPHUKAaM (TIepe 1 ITOJTHOJIYHUEM WIIH Cpa3y MOCJIe HeTO)
3a APYKECKUM HEOOTaThbIM CTOJIOM U HaCJaXAJIMCh MEHUEM HEMELIKUX
MeceH COOCTBEHHOI'O COUMHEHUsI WIM YK€ W3BECTHBIX. Y3KUIl Kpyr U3-
OpaHHBIX TTOHAYAJy COCTABIJIM MCKIIOUMTEIBHO YJICeHBI OCPIMHCKOMN
Singakademie (Staudinger 1913: 63); namMbl He TOTTYCKaJIKCh.
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HecMoTpst Ha HEKOTOPYIO TIPETEHIIMO3HOCTD, UAES TTOTyIriIa 00JIb-
IO PE30HAHC, M CKOPO MTOAO0HBIE KPYKKH 3aITTOJIOHUIN MYy3bIKaTbHBIC
ropoma EBpombl: Judepmagheau cdeaanucv cpedomouuem Hemeuxoeo nam-
PUOMU3MA 8 INOXY YeHemeHUs éceeo HeMeukoeo, muiietr [yro Puman
(Riemann), nMesl BBUIY HAITOJICOHOBCKYIO OKKYITAITNIO HEMEITKMX 3eMeTh
(umt mo: Puman 2004). [Touytn oZHOBPEeMEHHO C OEpIMHCKUM BO3HHUK
aHAJIOTUYHBIN KpyKoK B [IBetimapuu (1810), B 1815 rony B Jletinuure u
®pankpypte, a B 1819 rony — maadwuii Liedertafel B bepnvune u ap.

XOTsI mepBOHAYaJIbHBIE OTPaHMYCHUS (110 YMCITYy YIaCTHUKOB, Yac-
TOTE COOpaHMIi) OBUIM CKOPO ITPEOIOJICHBI, XapaKTep OpaTCcTBa B KPYKKaX
COXpaHSJICS: WICHBI BceX Jmaepradeneit TpamuIIMOHHO HA3bIBAIM CEOS
Liederbriider (6pamus no nenuro), ipencenarens — Liedervater (omey 6 nes-
yeckom uckyccmee), nupvokepa — Liedermeister (macmep nenus). Iletep-
oyprckuit Liedertafel naxe omepennt TTOSBICHNE TTOTOOHOTO KPyKKa B
Bene (Tne TakoBOI BO3HUK TOJILKO B 1843 Tomy).

OcHoBarteb IeTepoyprckoro ooimiectsa Liedertafel — HeMeIIKIit KOM-
MepCaHT M JTroouTe b neHus Dpux Teogop Mriomrtep (Muller). B ormyomm-
KOBaHHOM B 1868 roay ohuiinaabHOM yCTaBe KPYKKa ero pyKOBOIUTEIN
OITPENIEIIVIIN LIEJTh OOIIECTBA 8 YAPANCHEHUU U YCOBEPUIEHCIMBOBAHUU 8 K8ap-
MemHOM MYICCKOM NeHUU T KOHILIEPTHBIC BRICTYIUICHUS, KAK 8 Kpyey Y1eHO8
obuecmea, mak u nyoAuHO, HO cue nociednee ¢ cooa00eHuemM KaK npasua,
3AKAUAIOUWUXCL 8 8bICOYATIULE YMBEPICOCHHOM | ..] NOA0ICEHUU 0 NYOAUUHBIX
yeecenenusx (Ycmae cankm-nemepOypeckoeo o0uecmsa mMyincckoeo neHus
(Liedertafel) 1868: 2).

KOowmneitHoe n3manue reTepoyprckoro Kpykka Liedertafel (Festschrift
zur Feier des Funfzigjidhrigen Bestehens der St. Petersburger Liedertafel, na-
nee: Festschrift|..] 1890) coxpaHmIo I1sT HAC BasKHEMIITNI JOKYMEHT: CITHC-
KU1 Y9aCTHMKOB Kpy>kKa 3a TiepBbie 50 1ieT ero cymiectBoBaHust (Poehl 1890).
Tam, cpenu 24 TOYETHBIX YWICHOB IIeCTepo (T. €. MHOTO: OTHA YeTBepTast
yacTh) pukaH: Kapa dou PEpcrep (von Forster, naToii U130 paHMSI ITO-
YETHBIM 4JICHOM IeTepOyprckoro Liedertafel ykazaH okTsi0pb 1862 rona),
JIOKTOp MEIWIIMHEI, TOCYIapCTBEHHBIN COBEeTHUK B Pure, mpemcenaTens
komureta (Prases des Festkomitar) npasnnuka necuu 1861 roga; I'yro
[Mpaiic (Preis; n3bpan B oktsiope 1862 1), kommosutop u Musikdirektor,
Morann Ul pamexk (Schramek; okts6ps 1862 1), Musikdirektor'; Anb -
6ept bepuat (Berndt; 26 anpens 1876 1), rnaBa (Musikdirektor) nes-

' TIpo Ipamexa [1€nb coobimaeT, 4YTo TOT CKOHYAJICST B OKTsI0pe 1875 rona B
Mockse (Poehl 1890: 173).
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yeckoro obmiectBa Liederkranz B Pure; ® punpux [Munvuep (Pilzer,
26 amnpens 1876 1), pegakrop, npe3uaeHT puxckoro Liederkranz’a; Po -
6ept bpayn (Braun; 11 dpeBpansa 1890 1.), mpe3naeHT PUKCKOTO
Liederkranza.

HeckobKo ¢10B 0 XX13HU I1eTepOYPrCKOro KpyskKa’.

IMetepOyprckum Liedertafel’'em pykoBoauiu ¢ 1840-ro 1o 14 HOSIOps
1844 roma meTepOyprcKue HeMeIKe My3bIKaHThI, YIUTEIISI My3bIKH 1 TTe-
nust Kapn @punpux Baiituman (Weitzman, Weitzmann)’ u Ienpux LBene
(Schwede). C 1847 roma 1o 13 Host0pst 1850 roma Kpy>KKOM PYKOBOIVUT
3HAMEHUTBIN MTMAaHUCT, TUPYKep U My3bIKaJIbHBIN KpUTHUK beprombn Jlamke
(Damcke). A B 1844—1847 romax u 3aTem ¢ 20 Hos10pst 1850 o 1 HOsIOps
1876 rona, kak coobuiaer [1€1b (Poehl 1890: 173), Bo r1aBe Kpys>KKa CTOSLI
DpHct Meiiep (Maitep, Meyer; 19 mapta 1814, Ansrona — 1 mas 1886,
IMetepOypr; moxopoHeH Ha BoikoBoMm moTepanckom kiagouine. Cwm.:
Ilemep6ypeckuii Hekponoas 2006: 85). O6 3TOM My3bIKAHTE, A0JIbIIIE APY-
TUX PYKOBOIMBIIIEM MIeTepOYypPrcKuM Liedertafel’'emM, N3BECTHO CIIEAyIOIIEE.

BOpHct Meiiep pomnwmics B AnbToHe ([epMaHUsI, HBIHE 3TO IIPUTOPO]T
Tam0Gypra) 1 B IOHOCTH TTOITPOOOBA CeOST BO MHOTHX MY3BIKAHTCKHUX CITe-
UATBHOCTSIX: OBIT TMPEKTOPOM CTPAHCTBYIOIIEH OTICpHOI TPYIIIIHI, Opra-
HUCTOM, YIuTeJIeM My3bIKH. M3 pomHO#t ATETOHBI Meliep mepeexa cHa-
yaja B CTOKTOIbM (BMECTe CO CBOEH TpyIIoit), a 3ateM B 1840 romy, yxxe
M3BECTHBIM MY3BIKaHTOM, B BBIOOPT, T/Ie TToTy4mI MecTo opraHucrta. Ye-
THIpe roma cirycTst Metiep nepeopaics B [lerepOypr 1 ocTajicst TaMm 10 KOHIIA
CBOMX IHe. 3a COpOK aBa roga mpoceCcCUOHATbHOM paboThI B POCCUIAC-
Kol cTonuile Meiiep mposIBIII Ce0sT BO MHOTHMX O0JIACTSIX: B pa3HbBIC TOIBI
OH PYKOBOIWJI ITIETePOYPTCKUMM TIEBYCCKUMM OOIIIeCTBAMMU Singakademie,
Liedertafel n TleBuecknm 001IIeCTBOM JTI0TepaHCKoOM 1iepkBu CB. Exare-
puHbl (St. Katharienen-Gesangverein). B 1872—1886 ronax oH nmpernogaBai
B [leTepOyprckoii KOHCEPBATOPUH, T BEJI KJIacc 00s13aTeIbHOTO (hopTe-
nmuaHo. CIIMCcKM YIYSHMKOB Kiracca Meiliepa TTOKa3bIBalOT, YTO B KOHIIE
1870-X TOIOB Yy HEro YYMJIMCh 3HAMEHUTHIC B OYyAYIIEeM MY3BIKAHTHI,
00y4JaBIIecsT OCHOBHOMY IIPEIMETY B OpraHHOM Kjiacce JIltonBura [omu-
mmyca — Codbsa Kunnackas (mepBasi B Poccriickoit uMIe pun TUTLIOMM -
poBaHHasI OpPraHUCTKA KeHIMHA) 1 AHIpell FOpbsH (JaTBIIICKUIT KOM-
MMO3UTOP, OPTAHUCT, BAJITOPHUCT U XOpOBOU aupikep). Kpome Toro, B

2 [IpuBOAMIMEIE ajiee CBEACHUS B3SIThI U3 ouepka Dmusd lMunra, ony6imn-
KOBaHHOTO B TOM ke 1o0uieiitHoMm coopHuke Festschrift [..]. (Schmidt 1890).
3 DTOT My3bIKaHT OKOHYMJT cBoM THU B bepnune B 1880 romy (Poehl 1890: 173).
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1880-¢e ronbl Meiiep coTpyaHUYa ¢ My3bIKaIbHOU pelaKkiiueil HEMeIKO-
SI3BIYHOM Ta3eTsl St. Petersburger Zeitung: TyOJUKOBAJ Ha €€ CTpaHMIIAX
OTYEThI O KOHILIEPTAX M MY3bIKaIbHbIX COObITHSIX ropoa (Ernst Meyer 1886: 2).

B 1842 rony netepOyprckuii Liedertafel HacuuThIBaa TOJAbKO 15 ye-
JIOBEK aKTMBHBIX YIaCTHUKOB-TIEBIIOB; KPOME HUX B KPY>KOK BXOIVJIA y4a-
CTHUKM-CJYLIATEJIM U MoYeTHbIE YeHbl ob1iecTBa (Schmidt 1890: 4). K
1849 romy yucio nowoiuux yieHoB Liedertafel Bo3pociio a0 46 1 3aTeM KO-
Jiedaoch B 3aBUCUMOCTH OT O(DULIMAJIBHOTO cTaTyca obiiecTna (Schmidt
1890: 27).

Cobupaics netepOyprckuii Liedertafel cHagama qBa pa3a B MecsIIl, a
3aTeM exeHeneapHo. Beero mpoxonuiio okosio 15 cobpaHuii B ce30H; Mo-
3mHee Oopie, no 29—31. Berpewannch moHavary Ha KBapTHpax yJdacT-
HukoB. [ToToM cTanu cHuMaTh HeOOJIbIIIME 3aJibl. BcTpeuanuch Beuepom,
1o reTepoOyprckoit Tpaguiny mo3aHo: ¢ 20.00 mo 23.00. A ¢ 1845 rona o
BCeoOIIeMy >KeJJaHMIO BpeMs COOpaHuii OBLIO ellle TTPOIJICHO: 10 IIOJIOBU-
Hbl BTOporo Hour (Schmidt: 1890: 16). 3a IUCLMIUIMHON CIEAWIN TO-
HEMELKH CTPOTO: KaKI0TO OTCYTCTBOBABIIIETO Ha 3aHSTUM 3aITCHIBAIN B
CMeMaIbHYI0 KHUTY, 1 TTO3IHEe OH 00s13aH OBbLIT ITPEIOCTaBUTh BECOMBIE
JTIOKA3aTeIbCTBA YBAXKUTEIbHOM IPUYWHBI OTCYTCTBHUS. Ha Kaxkmom cobpa-
HUM YYaCTHUKHU KPYKKa UCHOJHsUIM oT 20 10 28 BOKaJbHBIX KBApTETOB
(Schmidt 1890: 8): u Tex, Hag KOTOPbIMU ellle paboTaiu, 1, AJs OTAbIXa U
COOCTBEHHOTO YIOBOJIBCTBHSI, pa3ydeHHBIX paHee. 3aTeM CIISIOBaIIO IPY-
JKeCKOe 3aCTobe: yaid, MyHIl u 6ytepopoabl. [TuTh maMmnaHcKoe U Ky-
puThb 3ampetianoch 1o 22.00. Hapymureneit cHavaia Kapaiau mrpagoM B
10 cepebpsHBIX Komeek 3a KypeHue u 50 Kormeek 3a MpekAeBpeMeHHOe
HacnaxaeHue mammanckuM (Schmidt 1890: 4). [To3nHee neHexxHbIe caH-
KIIMY OTMEHWJIH, HO IIAMITAHCKOE CTABYUIM Ha CTOJ TOJIBKO 8 CaMbiX 0CO-
ovix cayuasax (Schmidt 1890: 4).

B mepBbIit TOHEIETPHUK KaXIOro Mecsia (CoO BpeMeHeM pexxe) Ha
3aHSATUS KPYXKa AOIMYCKAJKUCh T'OCTU: MPUTJIAIEHHBIE YIaCTHUKAMU
KpyXKa UX 3HAaKOMBIC — CJIyIIaTeIN-MY>KUYMHBI, a ONWH WX IBa pa3a B
IoJiyroave naMbl. Ha Takux coOpaHUsIX 3Bydaiin yKe BEIydeHHbIC TTPOM3-
BEICHUS: B BUIE HEOOIBIINX KOHIIEPTOB JJIsT Y3KOTO KpyTa MpHIjalieH-
HbIX. Pa3 B ce30H yuyacTHUKY nieTepOyprckoro Liedertafel ycrpavBanm ce-
melinbtil eevep (Familienabend), a BeCHOI Moe3aKy 3a TOpoOJ: BEYEPOM, B
HACTYTAOIIYIO OCIyI0 HOUb, OTJIallas OKPECTHOCTH KBapPTETHBIM IICHUEM
B HEMEIIKOM pelepTyape, OTIUThIBAIM Ha HECKOJBKUX JIOAKAX Kyda-HU-
Oymb B OMMKalIIMe qagyHble TIPUTOPOIBI (MOKHO ceOe IIPeICTaBUTh, Kak
TUBUJINACH IIPYU 3TOM XKHUTEJIM OKPECTHBIX MOCEICHUI U TaUHUKMU...).
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715 ycoBepIIeHCTBOBAHUS WICHOB KPYXKKa B TIEBYECKOM MCKYCCTBE
(Xpy>KOK COCTOSIT 13 JIFOOUTEICH: TOJTbKO PYKOBOIUTEIU €T0 OBLIN TIPO-
deccroHaTbHBIMUA MY3bIKaHTaMU) PYKOBOICTBO OPraHM30BaJIO JICTOM
1845 roma HayaIbHYIO IIKOJY IIEHUS; €€ BO3TIaBIII DpHCT Metiep.

Cyns o ouepky Ommisa llImunra, pemepryap metepoyprcKoro
Liedertafelnauana 1840-x romoB OB BEIIEpKaH 6 criune Liedertafel (Lieder-
tafelstil'). T10TOM UCIOIHUTENLCKUI YPOBEHDb, BUAMMO, CTaJl paCcTU, U B
periepTyap BOLLLIM 00Jjiee MaciuTaOHble pou3BeaeHus: B 1846 romy wie-
HBI Kpy:KKa pasyunBaiu Antigone @envkca MeHIebCoOHa, a 3aTeM Meccy
C dur JTronura BaH betxoBeHa, ITcamm Ne 100 Teopra @puapuxa [enme-
111, Rheinweinlied ®epenua Jlucra, onny us Mecc Mozeda TaiinHa 1 Xopsl
n3 ero oparopum SchOpfung, Requiem Jlynmxu KepyOnHM, COUMHEHUS
®dpanna lyodepra, Pobdepra [llymana. IMossBuitack B penepTyape u pyc-
CKas My3bIKa: ona Anaxpeon Bnammmupa @enopopraa OmoeBCKOro 1 KBap-
TeT Muxaitna FOpreBrua Buenbropckoro.

3aMBICITBI 1 HAMEPEHUS Y YIICHOB MeTepOyprckoro Liedertafel’a Obimu
caMbIe cepbe3HbIe U MacInTabHbIe. OMHAKO IS UX peaanu3allii B HUKO-
JIaeBCKYIO 3TI0XY OBLT HeoOXommuM oHIMaIbHBIN cTatyc. UMmepaTop
Huxkomaii I, kak M3BeCTHO, He BBIHOCUII camodesimensbHocmu: HaKaHyHE
PEBOIOLIMOHHBIX MOTpsiceHUiT B EBpore mro0ast yacTHass MHUILIMATUBA,
camast Oy1aropomHasi, Ka3ajach eMy Momo3puTenbHOM. [1o Mbicam camo-
IepK1ia, Bce JOJKHO (yHKIIMOHUPOBATH B paMKax Iep(eKTHO paboTaro-
el rocymapCTBEHHOM MalIMHEL. Tak, BOIIPOC O MOJTYyICHUN O(UIINATb-
HOTO CcTaTyca cTaj BaXKHEUIITMM B UICTOPUM TieTepOyprckoro Liedertafel’a
Ha 0oJiee yeM moarux 15 ser: ¢ cepeannsnl 1840-x mo Havana 1860-x rogos.
OcCTaHOBIIOCH HA 3TOM CIoXeTe ImoapooHee. OH ITproOdpeTat, o 00CTOsI-
TEIBCTBAM, TTOPOIT TparmIecKye, ITopoii KOMIYECKIE YePTHI. A camMoe TJIaB-
HOe, OH MMeJT HEITOCPEACTBEHHOE OTHOIIIEHNE K MCTOPUU KOHTAKTOB IIe-
Tepoyprckoro Liedertafel ¢ Puroii.

BriepBrie Bormpoc 06 oUIIMaIBPHOM CTaTyce Kpy*KKa BO3HHUK €Ille B
Maprte 1845 rona (Liedertafel myman mpucOSIMHUTBCS K TETEPOYypPrcKOit
Singakademie). 3ateM B 1848 Tomy, Korana ¢ HauajaoM BoJIHeHHH B EBpore
POCCHUIICKIE BIACTH YKECTOIMIIN KOHTPOJIb, B TOM YHCJIC M 32 YACTHBIMU
HEMELIKMMHU OopraHu3anusmMu. B deBpasie 3T0oro roma yuyacTHUKM TETEP-
Oyprckoro Liedertafel pelliv ITOYTUTH TTaMSITh CKOHYABIIIeTocst MeHIeb-

* Liedertafel BKI110uajl TEXHUYECKU HECTOXKHbBIE (JIOCTYITHBIE MEBLAM-TIO0UTE-
JISIM) TIPOM3BEIIEHNsI COBPEMEHHBIX HEMELIKUX KOMITO3UTOPOB 8/M0OpP020 NAAHA U
HEIpeMEeHHO COUMHEHUs caMMX yuacTHUKOB Kpyxkka (Dahlhaus 1980: 39).
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COHa CITeIIMaTbHBIM MYy3bIKaJTbHBIM coOpaHreM. OTHAKO Ha TO ITOCIen0-
BaJI 3ampeT TOPOICKOTO PYKOBOACTBa. Torma, Ha coopaHuu 14 ampens
1848 roma, wieHsl Liedertafel TTOCTaHOBUIIN TIPUCOCTMHUTHCS K IMITEpa-
TopckoMy CuMGOHNIECKOMY OOIIECTBY M Ha3bIBaThCsl OTHBIHE Myoicc-
Kot xop umnepamopckoeo Cumgonuueckoeo oouecmea (Méannerchor der
Symphonie-Gesellschaft) (Schmidt 1890: 22—23). O6benuHeHre My3bIKaIb-
HBIX OOIIIECTB COCTOSTIOCH 27 ceHTsI0ps 1848 roma. CoTpyIHUUECTBO IPU-
HECJIO MHOTO PaloCTH 000MM OOIIECTBAM — 1 MHOTO TTOJTb3bI MY3bIKaIb-
Homy I[leTepOypry. OnHako 12 deBpans 1850 rona CumdoHndeckoe oo11Ie-
CTBO, TIPUIOTUBIIICE ITeTepOypreKuii Liedertafel, TpeKpaTHITO CYIIIECTBOBAHIC.
DTO 03HAYaji0 BO3BpallleHNe TPYIHBIX Wit Liedertafel BpemeH. B
1852 romy n mBaxkael B 1853 romy ero pyKOBOIWTEIH ITOAABAIIN IIPOIICHUSI
neTepOyprckoMy BOGHHOMY TeHepaji-TyoepHaTopy 00 opULIMaIbHOM YT-
Bep:KIeHUM ob1tecTBa [lemepbypeckuii Hemeukuii myxcckoil xop (St. Peters-
burger Deutscher Mannerchor) (Schmidt 1890: 32). OHu yka3bIBaiu, 4TO
noao0HbIe O0ILIECTBA yXKe CYILIeCTBYIOT B rpaHuLiax Poccuiickoit MUmmne-
pun: B Pure u [leprite, rme ux ycTaBel O(pUIIMATBHO YTBEPKICHBI MIHU-
crepctBoM. OMHAKO BCe TIICTHO: MPOIICHUS ObUIM OTKJIOHEHBI. Ha iBa ¢
MMOJIOBMHOM roa — ¢ KoH1a 1852 mo BecHy 1855 roga — metepOyprekmii
Liedertafel BBIHYyXIeH OBUT IIPEKPATUTD BCSIKYIO ITYOJIMIHYIO ACSITCIIBHOCTb.
[Moce mepeXXMTHIX YCIIeXOB TaKOil ymap TPYTHO OBLIO TEPEHECTH.
OO6I111eCTBO MOYTH pacnanochk. Ero 4jieHsl coOOMpannch OT Cirydas K CIIy-
a0 UCKITIOYUTETLHO KaK YaCTHBINM (1 Bce 0oJiee Y3KUIA...) KPYT Ipy3eid.
ILIMuaT paccka3bpIBaeT, YTO CaMble CTOMKHE YIaCTHUKHU METepOyprcKOro
Liedertafel, BcTpedasich HEKOTOpoe BpeMsI (HeJleraJlbHO, KaK HaCcTOSIIIe
TTOATIOJBIIMKI! ) B 3aJIe yIUTe s TMMHAcTUKY . [1lysbliia, peryiasipHo cTai-
KHUBAJIUCH C TIOJIMIIAEH: TIOUIICHCKIE pa3TOHSUIN COOpaHMsI KPyXKKa, Kak
He IMEIOIIIEeTO ODUIIMAIBHOTO pa3penteHus. [1pu mosBACHIH CIyKUTEIIS
BJIACTHU TI€BIIBI TIPSITAIN HOTHI ¥ KUIAIMCh K TAMHACTUICCKIM CHapsIIaM,
dabbl nepesecmu K01e0AHUS 2010CO8bIX CBA30K 6 KOACOAHUS MbLULY PYK U HO2
(Schmidt 1890: 37). Bckope monuiieiickoe Ha4aIbCTBO (BEPOSTHO TTOHU -
Masl BCI0 aOCYPIHOCTh CUTYalllH) CKaJMJIOCh Hal HECYaCTHBIMM HeMIIa-
MM — JIIOOUTEJIIMU KBAPTETHOTO TICHUSI, M X OCTABMJIM B TIOKOE.
Bospoxnenne netepoyprckoro Liedertafel Hagamocs tetom 1857 roma
¢ TIpurIameHus ero PeBenbckuMm, a 3ateM Puskckum Liedertafel’amm st
yuactud B [TepBom 1 Bropom banTuiicknx nmpasgHukax nmecHu (Schmidt
1890: 38—43, 49—52; [Einige Teilnehmer des Sangerfestes] 1857). PamocTts
OT 3THUX MOE30K ObIJIa 0€3MEPHOIA, a YCITeX BBICTYIIICHM ToJTHEIHI. [Tom-
pOOHOE OMMCcaHKe PUKCKOro mpa3aHectsa (j1eTo 1861 r.) Mbl HAXOOUM B
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ouepke [lImunra. [TocKOIbKY 9TOT JOKYMEHT HUKOT/IA ellie HUT/E He TTy0-
JINKOBAJICS, IPUBEAY COOTBETCTBYIOIIUIN €T0 ()parMeHT MOJTHOCTHIO
(Schmidt 1890: 49—52). Cnenyet mob6aButh uro u3 IletepoOypra B Pury
roexanu 27 4eoBeK BO T1aBe ¢ OpHcToM MeliepoM; K HUM MTPUCOEANHU -
JINCH HECKOJIBKO WIEHOB MOCKOBCKOTO Liedertafel. 30 MOHS BCe OTTUTBIIN
Ha Kopabuie u3 [letepOypra (Schmidt 1890: 49)°.

[..] Ha caedyrowee ympo npuuaruau 6 Pegene u 6viau ecmpeuerst mam
nexuem u gozenacamu “ypa!”. Bzsiu na bopm ece negueckue obujecmea Pe-
6ens u Hanpaguaucs oansuie. Ha nebonvuwiom kopabae yapuno padocmuoe Ha-
cmpoenue. Bce obuecmea — u no omoeavHocmu U 8ce mecme — neau C8oU
camole Ayuuiue necHuU, NPU SMoM COAbHbLIL Keapmem nemepoypaicyes (no cmo-
POHHeMY HabA0eHUr) evldeasincs cpedu npouux. Ilpedcrue opyiceckue cés3u
80CCMAHOBUAUCH, B03HUKAU U HOgble. H Koeda 6 uemeepe 29 utons ¢ 10 uacos
ympa 6 Hauayuuiem pacnoaoxcenuu dyxa npubsiau 6 nopm Pueu, ux ecmpe-
muau mam opeanuzamopsl npazonecmea. K kaxcoomy negueckomy Kpyscky
npUKpenuau no yemoipe Kypamopa, u ece Hanpasuaucs k domy Yeprocono-
8blx, ede codpancs komumem npazonuka. Ilocae evidavu Kkapm na npoxcusa-
Hue u bunemog Ha cam npa3oHuK, a MakKice NegueckKux 3HauK08 u nPoePamm
KOHUepmos, 6ce noulau pacceasmocs, dadwl 6 6 uacog eeuepa npuUcoeOUHuUms-
¢ K npazoHuunomy wecmeuto. Mmnosanmuas npoyeccus 08UHYAACH HO 20-
POOCKUM YAuyam K 3aay npazonecmea: é ueaom oxono 800 nesuyos. Ilo npu-
ovimuu Ha mecmo puxcckue gepatinet Liedertafel u Sangerkranz nodusauce
Ha mpubyHy u NpUEemcme08aiu 20cmell necHell, CneyuanbHo 0 mo2o covu-
HernHoll cocnodamu Dépcmepom u llpamerxom. Ilacmop Hken ckazan Heckono-
KO NpUBemcmeenHblX CA08. 3amem npo3ey4ana emopas npueemcmeeHHas
necus (Puxxoggpa u Ilpaiica). Jpyiceckoe 3acmonve 3aeputuno 0etbv.

B namuuyy (nepeuiil dens camoeo npasonuka) é 9 uacoe ympa npouina
2eHepanvHas penemuyus, a 8 6 uacos eéeuepa 8 Jlomckom cobope npo3gyuan
KoHyepm noo ynpaenenuem eocnod Ilpaiica u Illpamexa. Bom eeco npoepamma:

1-e omoeaenue (nod ynpasaenuem xaneavmeiicmepa H. Ilpamexa):

Xopan “Iocnode naw onnom” u Pexeuem JI. Kepyoumnu,

2-e omoeaenue (noo ynpasaenuem oupexmopa I. Ilpaiica):

9-ii ncaam Mapwnepa, momem “Wie lieblich ist deine Wohnung” b. Kasii-
Ha, eumn “Jehovah, dir frohlocket” ©. Quuepa.

[locae konyepma neaypwi cobpanucs neped domom Yeproconogwix, evicm-
POUAUCD 8 NPOYECCUl U O8UHYAUCH CO 3HAMEHAMU U APKUMU (POHAPIMU NO 20PO-

S IIMUAT TPUBOAUAT 3[€Ch MOUMEHHBII CITUCOK YJIEHOB MEeTepOYPrcKoro
Liedertafel, ornpaBuBiuuxcsi B Pury.
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0y K 3aMKY: K eeHepan-eybepramopy ks Cyeoposy, Komopblil Ha ca1edyr-
wuil denb npazoHo8an ceoll OeHwb podcoenus. Ilo smomy cayuaro bbira ucnon-
HeHa cepenada. B cyobomy éce cobparuce Ha mopicecmeenHoe nNUpuiecmeo, 8
KOmopom npexkpacuas, 61a2opodHas udesi npazoOHUKa cOeOUHUAACH C U3bIC-
KAHHOCMbI 8UH U NPUBENA BCEX 8 B036bIUUEHHOE PACNOA0JICeHUE YXa, NO CAY-
4aro ueeo OblI0 NPOUZHECEHO HEMAN0 800XHOBEHHbIX Peyell.

Ha mpemuii denv npazonuxa, é sockpecenve 12 uroms, npoyeccuu cHoéa
npoutecmeoganu om doma Yeproeonosvix k npazonuuHomy 3any, ede ¢ 13.30
Npo38yHan ceeMcKUil KOHUEepm 6 Hembipex 0moeNeHUsX:

1-e omoeaenue (Oupuxcep I. Ilpaiic):

1) Kpeiiyep, “Schafers Sonntagslied”, 2) Maypep, “Der Gesang”, 3) Aom,
“Waldlied”, 4) Illnaiidep, “Herz voll Mut”, 5) Kiokken, “Normanns Sang”;

2-e omoeaenue (Qupuxcep H. Illpamex):

6) bemxosen, “Die Ehre Gottes”; 7) Abm, “Mainacht”, 8§) @uuep, “ROs-
lein im Wald”, 9) Ommo, “Deutscher Trost”, 10) Kyny, “Hymne an Odin”;

3-e omoeaenue (dupuxcep I. Ilpaiic):

11) Mapwnep, “Lied”, 12) @. E. bexkkep, “Das Kirchlein”, 13) Men-
deavcon, “Jagers Abschied”, 14) Paiixapom, “Des Deutschen Vaterland”;

4-e omoenenue (Oupuxcep . Illpamex):

15) Menoenvcon, “Festgesang an die Kunstler”.

Bo eépems nocaedosasuieil 3amem coeMeCmMHOU Mpanesuvl 4apuao ecenoe
HacmpoeHue, u 8 peuax Hedocmamra He 06v6i10. Om nemepoOypicues 8blcmynun
yuumens [Oberlehrer] @peii [Frey], komopbiit nocésmun pusicckum nesyam
cepoeuHyr0, NOAHYIO HOMOPA 3ACMOAbHYIO pedb, a MakKdice NoCAdl Npusem
11. san dep beexy [P.van der Beek] ¢ Hroproepe, ede 6 smu dnu mosce 2omo-
suaucy K Ilpazonuky necnu. Haxouey éce nowinu K Kopoaeeckomy cady
[Kaiserlichen Garten], ede ¢ & uacosé éeuepa 6vi10 HazHaueHo noouepedHoe
svicmynaeHue ecex xopos. OepoMHas moana cooparace 8 napke; 4Ucao cay-
wameneti cOCMasAsN0 NPUMEPHO 0eCsimod Mbulcsid; 6Ce CIYNEeHbKU U KAPHU3bL
obLau naomuo 3auamol. U dadice camu nesypl ¢ ycuauem npooupanics Kk mpu-
oyne. Ilemeppoypeckuii Liedertafel ucnoanun dse necnu: “Wer ist unser Mann”
Lénnvnepa u “Waldlied” Mépunea. Ilocaednsas nposgyuana ¢ 6eAuUK0NenHbIM
€010 6apuUMoOHQ, UCHONHEHHbIM NOAHO38YYHbIM 2010COM 2-Ha A. Bpémme
[A. Brbmme]; ama necHs 6vi36a1a 6ocmopiceHtble U HECKOHYAEMble PYKON-
necKkanus, u Ovlaa nosmopena “na ouc”.

Caedyrowuii 0erb 0bla 3aNAAHUPOBAH 0451 OMObIXA, OCMOMPA 20pooa U
eeo docmonpumeuamenvrocmeii. Camovim MUALIM 00PA30M PUIICAHE NPOBeaU
C8OUX 20Cmell N0 PUNCCKUM UePKBam, 00uecmeeHHbIM 30aHUSIM, COOPAHUIM
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Jcusonucu, no cadam u napkam. Beuepom Ovina eeuepunka c manyamu 8 000-
UX KOHUEPMHbIX 3a1aX.

Ha caedyrouee ympo ¢ 12.00 ece cobpanucs 6 dome Yeproeonosuix, dadwl
3abpams ceou 3HameHa. Xozsesa ycmpouau HeboAbULOl NPOUANbHbLI hypulem
[Abshiedstrunk] u 6s.10 ckazano Hemano menavix npouianvsix cao6. Cpedu
O0MBEMHbIX 8bICIMYNACHUL C1080 OM UMEHU OMBE3ICABUILX nemepoOypices
8351 2-H Dpell; 6 mpoeamenvbHOll U 3aX6aMbIBAIOULELL peyl OH 8bipa3ua 61a20-
dapHoCmb 20CMenpUUMHbBIM X035e6aM. 3amem Ha PbIHOMHOU NA0Wadu cneau
Ha npoujarue “Jagers Abschied” u 6ozenacunu epomkyio caagy eopody Puee.

Bmecme ¢ pegeavbyamu u MOCK8U4AMU HA caedyioujee ympo Hawu audep-
magenvybl NOOHANUCL HA KOpadau, Komopble 00ANCHbL OblAU OCMABUMb UX
domoit. Tocmenpuummsle x035e6a u euje ocmasasuiuecs 6 Puee ghepaiinol npo-
600unu ux do camoeo nopma. Ho ne moavko nesybl npunsiu yuacmue 8 pac-
CMAasanul: 60 MHORUX OKHAX OblAlU GbléeUIeHbl NAAMKU 8 3HAK NPOUANbHOO
npueema, u OyKemol Ygemog naoanu 8 pyKu 0mse3icaguiux, conpoeoxicias
CBOUM MOHKUM apomamog ux nyme domoil. C neuanrvhuim cepouem omse3-
Jcasuiue g3ouinu Ha Kopabav u nponeau “Wohlauf noch getrunken”. Onu
OMANAbIAU U 00420 euje CAbIUANU 0OM38YKU NPOULANbHBIX NeCeH U 80321aC08
cmossuux Ha npuuane puxcar (Schmidt 1890).

Kak BUIHO 13 3TOTO TeKCTa, HE TOJIBKO HONemo, HO U HONUMO-NO-
Kywaro B Pure Obuto Ha ciaBy u or ayiuu. lllenpoe roctenpumuMcTBO
XO0351€B, IyMaeTCsl, 3alIOMHUIOCH TOCTSIM HA/I0JITO.

Liedertafel Beprysncst B pogHoii [1eTepOypr c coBceM MHBIM, YeM TTPEX-
nie, HacTpoeHueM. Vx 3Hamm, TIo0un; y HUX ObUTH KOJIIETH U € TMHOMBIIII -
JeHHUKU. [la 1 BpeMeHa Toxe n3aMeHwInch: Anekcanap I1 6b11 HacTpoeH
K KpyXKaM 1 coOpaHusIM Topa3zao 0oJiee osuibHO. [1oce yuacTus B [1ep-
BoM banTtuiickoM reBueckom rpasgHuke (PeBens) B KoHIle ceHTSI0ps 1857
rofia pyKOBOICTBO Liedertafel peniniioch BHOBB ITOIATH MPOIIIEHNE HAYATb-
HUKY netepoyprckoii moauunu rpady Ietpy Aunpeesuuy [llysanosy. U
Ha 9TOT pa3 paspelieHue 0buto roydyeHo. OHoO mociie0oBano 7 OKTSIOps
1857 roga. A 10 anpesnst 1861 roma wiensl Liedertafel o0GpaTuinch K meTep-
OyprcKoMy BOEHHOMY TeHEpa-rydepHaTopy ¢ MpoIleHneM 00 yTBepK/ie-
HUWU ycTaBa opraHusanuu noa HazBaHueM Obuecmeo Cankm-IlemepOyp-
eck020 myacckoeo neunusi “Liedertafel” (St. Petersburger Gesellschaft fur
Ménnergesang) (Iletposckast 1999: 194—195; Schmidt 1890: 54). 22 utons
1861 roma ycraB Liedertafel Gbu1 HAKOHEL] yTBEPXKICH.

Ceson 1861/1862 roma Hayajics Kak MepBblil oguyuanbibiil B (K TOMY
BPEMEHH YKe HeMaJioil) UCTopuM TteTepoyprckoro Liedertafel. Haunnan-
CsI HOBBIII TIEPUOJ €T0 ACSITEIbHOCTH.
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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 Fiinfzigjihrigen 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 18611862 the first concert season in the new history of Liedertafel
took place.
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Jauni fakti par Valkera ergelem Rigas Doma

Dr. art. Ilma Grauzdina
Jazepa Vitola Latvijas Muzikas akademijas profesore

Kops pirmas, $o rindu autores rakstitas, Latvijas ergelkultarai veltitas
monografijas Tikstos melem érgeles spele (Riga: Liesma, 1987) izdoSanas
pagajis gadsimta ceturksnis. Dazadas un butiskas izmainas skarusas
Latvijas Baznicu, ka ari baznicu érgelu liktenus aizvaditaja céliena. Daudz-
viet ir atjaunotas draudzes, notiek regulari dievkalpojumi. Virkné Latvijas
dievnamu ir iebavétas jaunas érgeles, kuras galvenokart parvestas no
Zviedrijas, Anglijas, Vacijas. Vairakas citas baznicas izremontéti esoSie
instrumenti. Aizvien vél daudz ir tadu érgelu, kuras tikai gaida savus
remontétajus un restaurétajus. Tacu nemainigi ierinda ir Rigas Doma
érgeles, kuras savu intensivo muzikas dzivi turpina ari Sobrid — gan
piedaloties liturgiskajas norisés, gan skanot koncertos.

Rigas Doma baznicas véstures izpété vienlidz ieintereséti ir dazadu
profesiju parstavji — vésturnieki, arhitekti, skulptori, restauratori un, pro-
tams, ari érgelmeistari. Tadé| vispusigi un nopietni tiek pétiti dazadi arhivu
materiali — Doma administracijas dokumenti, kases gramatas, valdes un
dazadu komisiju sézu protokoli. Ir uzkrajusies jauni fakti par Rigas Doma
vésturi kopuma, paplasinajusies ari informacija par $is baznicas érgelu
vesturi 19. gadsimta otraja puse.

Si raksta mérkis ir dalities ar lasitaju jauniegataja informacija, papil-
dinot monografija iezimétos faktus ar batiskam vai vienkarsi interesantam
detalam, kas lauj spilgtak izgaismot Valkera érgelu buves laiku un instru-
menta dzives pirmas desmitgades Rigas Doma'.

No Jakoba Raba lidz Valkera firmai

Pirmas lielakas érgeles Rigas Doma, ka zinams, iebuvétas 16. un 17.
gadsimta mija, kad péc liela ugunsgréka (1547) atkal tiek sakartotas

! Jauna informacija smelta galvenokart no Latvijas Valsts arhiva materialiem
(Rigas Doma baznicas fonds 1426), kuru apguvé sobrid intensivi piedalas Latvijas
eérgelmeistari Viesturs Ilsums, Mikus Dzenitis, Alvis Melbardis u. c. Ar érgelém
saistitie fakti ir sadrumstaloti un izkliedéti pa dazadiem aprakstiem un lietam,
tapéc $aja raksta nav noradita katra avota konkréta lappuse un dokumenta nosau-
kums. Lietu nosaukumi ir sniegti raksta beigas, izmantoto avotu saraksta.

120



L. Grauzdina. Jauni fakti par Valkera érgelem Rigas Doma

iekstelpas un atjaunots baznicas tornis. 1601. gada katedralé sak skanét
jauns trismanualu instruments ar 42 registriem. Izcils renesanses stila
piemineklis ir Libekas meistara Jakoba Raba darinatais So érgelu pros-
pekts, kas Sobrid veido Doma érgelu prospekta vidusdalu. Tiesa, nu jau
vairakus gadus ta vieta ir koka stalazas, jo prospekts tiek restauréts.
Darbi ir ieilgusi, tacu cerams, ka pacietigo gaidisanu vainagos lietpratigi
un kvalitativi veiktas restauracijas rezultats.

17.un 18. gadsimta gaita Doma érgeles vairakkart ir parbavétas un
paplainatas. Sajos darbos piedalijusies dazadi meistari, tostarp Barto-
lomejs Samanis (Schumann), Gotfrids Klosens (Clossen), Heinrihs An-
dreass Konciuss (Contius/Konzius; Doma stradajis 1773-1776), vel virkne
citu érgelbuvetaju. 19. gadsimta Doma administracijas protokolos regulari
paradas ieraksti par ligumiem ar érgefu kopeéjiem un viniem izmaksatam
summam — par skano$anu, labosanu, mazakam vai lielakam parbuvem.

Ipasa vieta $o lietpratéju vida ir Rigas érgelbavétajam Augustam
Martinam (Martin, 1808-1891). Laikabiedru vida vins baudjijis krietna
amatmeistara cienu un sava muza uzbuvéjis ap 70 dazada lieluma instru-
mentus, no kuriem lidz musu dienam saglabajusies ap divi desmiti. Mar-
tina instrumentus labi zinajis un augstu vertgjis ari toreizéjais Doma érgel-
nieks (no 1848) Johans Kristofs Agte (Agthe, 1814-1868). Loti atzinigi
vins izteicies, pieméram, par 1857. gada maija Martina veiktajiem Doma
instrumenta paplasinasanas darbiem. Péc gadiem divpadsmit, 1869. gada
marta, balstoties uz Martina veidoto kalkulaciju, valde atkal pieskir naudu
ergelu remontam (1180 rublus). Remonts acimredzot notiek, tomeér ko-
puma arvien vairak érgeles, kuru senaka dala nokalpojusi jau 280 gadus,
sak atgadinat cauru maisu — ber ieksa cik gribi, viss krit ara. Regulari
izskan prasiba instrumentu atjaunot, daudzas detalas un konstrukcijas
dalas nomainit ar jaunam, veikt nopietnus remontdarbus, bez kuriem
skanot instrumentu vispar nav jégas.

Par kritisko robezu un notikumu risinasanas realu aizsakumu klast
1881. gada 4. septembris. Saja diena Doma administracijas inspektors
Rigas pilsétas rates kungus informe, ka 1601. gada bavetas, 1710., 1781.,
1824.,1869. un 1879. gada paplasinatas un remontétas érgeles kluvusas
pilnigi nelietojamas. No 51 skanosas balss tirskanojamas ir tikai septinas.
Proti, tas, kuras pédéja parbuve érgeléem pievienojis Augusts Martins.
Konsultéjoties ar lietpratéjiem, Doma administracija nakusi pie slédziena,
ka savu laiku nokalpojuso instrumentu remontét vairs nav vérts. Rigas
Domam nepieciesamas jaunas érgeles.
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Jau $aja dokumenta tiek pieminéta slavena vacu érgelbuves firma E.
F. Walcker & Cie. Ka zino inspektors, draudze vélétos instrumentu pasutit
tiesi tai. Gruti pateikt, kas pasutitajiem lika izskirties par Valkera firmu.
Otrs nopietnakais pretendents varéja but Vilhelma Zauera (Sauer) firma,
kura nedaudz vélak Latvija patieSam ari iebuvé virkni teicamu instru-
mentu. Tomer pilsétas rate draudzes izvéli akcepté un uzdod Baznicu
virsvaldei nodro$inat pasatijumu Valkera firmai, $im mérkim paredzot
30 000-40 000 rublu lielu summu.

Ta, protams, ir milzu nauda! Tomeér laimigi sakrit vairaki labveéligi
apstakli, kuru rezultata lidzekli jauna, liela instrumenta bavei tiek atrasti.
Pirmkart, Rigas pilsétai 19. gadsimta 80. gadi ir saimnieciski un jo ipasi
rapnieciski stabils laiks — Riga ir rosigs un plaukstoss Baltijas centrs.
Otrkart, Doma baznica ir luterticigo Rigas vaciesu galvena baznica. Vacu
iedzivotaju skaits Riga ir loti liels; turklat arvien vél tiesi vini nosaka
gaisotni Rigas pilsétas turigajas un kulturalajas aprindas. Tadel atbalstit
jauna instrumenta iebuvi Doma - tas ir vacu pilsonu goda un prestiza
jautajums. Sajas aprindas uzticibu vie§ ari fakts, ka Doma administracija
ciesi sadarbojas ar Rigas galveno arhitektu Johanu Danielu Felsko (Felsko,
1813-1892). Vinam regulari tiek pasatiti dazadu Doma remontdarbu
un parbuvju izmaksu aprékini un darba ziméjumu sagatavosana. Savukart
tresais nozimigakais aizsakto notikumu dzinejspéks ir Rigas Doma érgel-
nieks Vilhelms Bergners juniors (Bergner, 1837-1907).

Doma eérgelnieka amata vins stajies jau 1868. gada, nomainot savu
skolotaju un prieksgajéju Johanu Kristofu Agti. Aizvaditaja céliena Vil-
helms Bergners — vacu izcelsmes érgelnieks, kantors un komponists jau
vismaz tre$aja paaudzé — ir iemantojis ridzinieku cienu un uzticibu. Vins
tacu savu muzikalo izglitibu ir papildinajis Eizenaha un Drézdené, no
1861. gada bijis érgelnieks Rigas Anglikanu baznica, bet — galvenais — ir
1865. gada Riga dibinatas Baha biedribas (Bach-Verein) dvésele. Vina
dirigetie vacu meistaru vokali simfoniskie darbi vienmér piesaistijusi
makslas cienitaju uzmanibu. Manuskripta jau ir ari Bergnera sastadita
koralu un preladiju gramata (Choral- und Praludienbuch nebst Modula-
tionen und Interludien mit liturgischen Beilagen), kas dienas gaismu ierau-
dzis 1883. gada.

Bergneru ciena un vina domas respekté ari Doma administracija.
Saskana ar tradicijam un ligumu érgelnieks sanem vienu tresdalu no vina
organizeto koncertu ienakumiem, turklat baznicas valde vinam apmaksa
ari dienesta dzivokla iri (pieméram, 1883. gada marta Bergneram $im
nolukam atvéléti 200 rbl.). No baznicas kases tiek apmaksati ari vairaki
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Bergnera braucieni uz tolaik iecienito Karlsbades karortu veselibas nostip-
rinasanas labad. Sis uznémigais virs nu ar visu sparu iesaistas jaunaja
pasakuma.

No 90 lidz 124 registriem

1881. gada rudeni sakas sarakste starp Rigas Doma administraciju
un Ludvigsburgas érgelbaves firmu E. F. Walcker & Cie. 1881. gada 10.
novembri inspektora kungs tuvak informé Doma administraciju par $is
firmas ieprieks veiktajiem darbiem. Vin$ iepazistina ari ar Valkera firmas
Rigai piedavato dispoziciju un tas sastadito tami érgelu jaunbavei ar 90
balsim, 4 manualiem un 2 pedala nodalijjumiem. Vairakas nakamajas
sanaksmes lieta tiek virzita talak. Runasviri un Doma kases turétaji uzzina,
ka skanojuma kamertonis bus t. s. orkestra skanojums (Pariser-Normal-
Orchester-Ton). Norit debates par miira nojauksanu aiz veca instrumenta,
lai iegtitu vietu jaunajam, apjoma krietni lielakajam. 1882. gada pirmaja
pusé tiek veiktas pirmas naudas operacijas, uzrakstiti garantijas raksti,
uz Valkera firmas bankas kontu tiek parskaitita pirma iemaksa — 25 tuk-
stosi reihsmarku.

Bet — apetite rodas édot. 1882. gada 14. junija sanaksmes protokoli
saglabajusi, lak, kada satura vestuli, kas adreséta Valkera firmai: Ergel-
nieks Bergners izteicis vélesanos Jums pasititas ergeles ar 90 skanu balsim
paplasinat lidz 102 balsim. Administracija piekrit Sim ierosinajumam un
uznemas samaksat noteikto summu 3000 marku apmera ar noteikumu
16./18. novembri 1881. gada noslegtaja kontrakta mineto izgatavosanas
terminu nenovilcinat. Veéstulei pievienota ari papildinata érgelu dispozicija
(Doma administracijas protokoli: 469-475).

Te japiezime, ka 19. gadsimta vida lidz ar t. s. romantiska stila érgel-
buves sakumu Eiropa vérojama tieksme buvét arvien lielakas érgeles. Pat
sakas tada ka sacensiba starp pasaules redzamakajam firmam, kuru vida
ir ari Ludvigsburgas meistari. Jau ar 102 balsim Rigas Doma érgeles
butu parspéjusas citas tolaik lielakas: Leipcigas Nikolaja baznicas (Fridrihs
Ladegasts, 1862; 85/1V, P), Libekas Marija baznicas (Johans Fridrihs
Sulce, 1854; 86/IV, 2P), Bostonas Music Hall (E. F. Walcker & Cie.,
1863; 89/1V, 2P), Ulmas katedrales (E. F. Walcker & Cie., 1857; 100/
III, P) instrumentus. Tomér sacensibas gars ir atmodinats: 1882. gada
14. septembri inspektors zino, ka érgelnieks Bergnera kungs ir ierosinajis

.....

teikts. Valde nolemj nosutit Valkera firmai lagumu par bavéjamo érgelu
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paplasinasanu no 102 lidz 120 registriem. Papildus apmaksu 6300 rublu
apméra garanté privatpersonas.

Firmai acimredzot nekas nav bijis preti. V&l vairak — lai pasaules
lielako érgelu buvetaja gods butu garantéts ar uzviju, ta no savas puses
vél pievieno Cetrus registrus, lidz ar to oficialais registru skaits, kas figuré
atklasanas laika dokumentos, ir 124 registri.

Ta nu reali 1882. gada nogalée Ludvigsburga sakas jauno érgelu bave,
bet Riga Doma administracijas sédés regulari tiek parrunatas ergefu lietas.
Pieméram, 1882. gada 15. novembri sanakusie apspriez jautajumu par
prospektu. Apcergjusi Valkera piedavajumu nojaukt veco un bavet jaunu
prospektu péc Ulmas Doma parauga, runas viri tomér nolemj paturét
veco érgelu fasadi. Un labi, ka ta — ja butu nomainits, tad més nevarétu
vairs lepoties, ka Rigas Doma saglabats érgelu prospekts, kura pirm-
sakumi datéjami ar 1594. gadu!

1883. gada pavasari aktuals klust jautajums par veco érgelu nojauk-
$anu, lai atbrivotu vietu jaunajam. Doma administracijas uzticibas persona
ir jau pieminétais Augusts Martins, kura darbu tobrid turpina vina déls
un amata mantinieks Emils Martins (1848-1922). 1883. gada 22. marta
valde nolemj veco érgelu nojauksanu uzticét vinam. Nolemj ari, ka septini
Doma érgelém nesen pievienotie, vél lietojamie Augusta Martina registri
tiks nodoti Rigas pilsétas meitenu gimnazijai, lai tas aulas balkona varétu
uzbuveét mazas érgeles, kas nedaudz velak ari tiek paveikts. Veco érgelu
detalu piederibas jautajums vél paliek atklats, tacu Emils Martins darbo-
jas — to apliecina ieraksti par vinam izmaksatajam algas summam Doma
kases gramata 1883. gada pavasari.

1883. gada aprili Baznicas valde Vilhelmam Bergneram apmaksa
cela izdevumus braucienam uz Ludvigsburgu — acimredzot, lai vins$ uz
vietas redzétu, ka rit darbi, un precizétu turpmakas sadarbibas planu.
Savukart Riga 1883. gada julija sédé, kura pieaicinati Rigas labakie
arhitekti, ka ari Domam piesaistitais inZenieris, uzvarda Bekers, viri spriez
par steidzami veicamajiem uzdevumiem. Tiek noradits, ka putekjus radosi
darbi péc jauno érgelu uzstadiSanas vairs nebus iespéjami, tadé tie javeic
talit, vasaras ménesos.

Jaunbuvétas Rigas Doma érgeles 1883. gada vasara tiek uzstaditas
publiskai apskatei firmas darbnica Ludvigsburga, kur Eberharda Fridriha
Valkera (Walcker, 1794-1872) dibinato uznémumu tobrid vada vina
pieci déli: Eberhards Heinrihs, Johans Fridrihs, Karlis, Pauls un Hermanis.
Pauls Valkers (1846-1928) atbild par instrumenta tehnisko montazu.
Fricis (t. i., Johans Fridrihs) Valkers (1829-18935) ir specializéjies stabulu
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intonésana, bet Karla Valkera (1845-1908) zina ir ari visas menedZmenta
lietas. Ludvigsburga uzcelta érgelu montazas zale ir patiesi grandioza —
80 m gara, piecstavu majas augstuma. Péc tam instruments tiek demontéts,
sapakots un no Libekas ostas ar tvaikoni Livland parvests uz Rigu. Ne-
parasta krava sasniedz tagadéjo Latvijas galvaspilsétu 20. augusta. Ierodas
ari Karlis un Pauls Valkeri. Sakas instrumenta montazas darbi Doma.

Sagadas, ka vienai no aktivakajam vacu amatierbiedribam Rigaer
Liedertafel 1883. gada rudeni aprit 50 gadi un ta vélas sarikot jubilejas
koncertu Doma baznica. Administracija dod atlauju, tomér stingri nosaka,
ka jaunas érgeles pirms to iesvétiSanas spélét nedrikst. Acimredzot jubi-
lariem jaiztiek ar pavadijumu, kuru érgelnieks spélé uz harmonija. Te nu
jarékinas ar Paula Valkera izvirzitajiem noteikumiem. Ari 1883. gada
10. decembra sédé ar vina lidzdalibu tiesi runats par érgelu lietosanas
noteikumiem lidz jaunbuves pilnigai pabeigsanai.

Ta ka Vecrigas ielas 80. gadu sakuma jau ir ierikots gazes apgais-
mojums, Valkeri nolemj gaisa piedzinai izmantot gazes motoru ar turbinu.
1883. gada decembri Doma torni uzstada gazes motoru, ieriko pievadu,
uzbuve ipasu skursteni sadegus$o gazes dalu izvadisanai un keras pie into-
nésanas darbiem, bet janvara saikuma nosprauz nu jau galigo érgelu nodo-
$anas datumu un laiku. Nosaka, kuras personas butu jaaicina uz instru-
menta pienemsanas ceremoniju. Nolemj, ka no firmas puses tas bus Karlis
Valkers. Spriez par pirma koncerta rikoSanu un ieladzamiem viesiem.

Nun danket alle Gott...

Ergelu iesvétisana notiek 1884. gada 19. janvari (péc veca stila).
Sikaki apraksti par tas norisi gan nav saglabajusies, bet koris noteikti
piedalijies, jo katram kordziedatajam par dalibu érgelu iesvétisanas cere-
monija samaksati 14 rubli.

Vakara, pirmaja koncerta, spélé Doma érgelnieks Vilhelms Bergners,
Jelgavas érgelnieks Rudolfs Postelis (Postel, 1820-1899) un Péterburgas
Konservatorijas érgelklases vaditajs Luijs Homiliuss (Homilius, 1845—
1908). Vinu ar Rigu vieno ipasa saikne — Homiliusa érgelklasé spéles
prasmi apguvusi vai visi Péterburga studéjusie latviesi. Svetku programma
ieklauts ari Ferenca Lista veltijums Rigai — korala fantazija Nun danket
alle Gott (Lai Dievu visi teic) érgelém, viru (vai jauktam) korim, divam
trompetém, trim tromboniem un timpaniem. Par $o darbu, kas saceréts
1883. gada maija, Lists 20. maija vestulé Karolinai Vitgensteinai raksta:
Soreiz man nav %él, ka apsoliju saceret korali “Nun danket alle Gott™,
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kas kalpos 120 000 marku vérto milzu érgelu atklasanai Riga. Sis mans
skandarbs ilgst desmit minites, bet prasija man vairak ka nedélu darba,
jo izmainu deél nacas parrakstit to divas reizes. Toties tagad man $i kom-
poxzicija lieckas gana izdevusies (Franz Liszt’s Briefe 1898: 380). Jaundarbs
izskan simboliski — ar pateicibu Dievam, kur$ sekmigi lavis lielo darbu
pabeigt. Tas veidots lietpratigi, jo Ferencs Lists, ieprieks noskaidrojis,
kadas iespéjas piedava Valkera jaunais opuss, savas kompozicijas vidus-
dala tiesi paredzgjis un notis noradijis, kadu registru izmantojums kura
posma vélams. Un, protams, tas izskan diZeni un svinigi — jo skandarba
nosléguma tutti érgeléem pievienojas ne vien kora un metala pasaminstru-
mentu, bet ari zvanu gaviles.

Tacu svétki paiet atri, un jau 1884. gada 24. janvari draudzes padome
velk kopa rékinus: runa par buvdarbiem baznica, kuru dél novilcinajusies
érgelu pabeigsana un pasatitajiem radusies finansiali zaud&umi. Spriez
par gala norékiniem ar Valkera firmu, kam vél jasavac noligta naudas
summa. Tiesa, lidzekli jau vakti visus beidzamos gadus — Doma baznicas
kases gramatas lidzas tadiem kontiem ka Remontdarbi, Algas, Apkure,
Ires maksas, Gazes apgaismosana, Apsildisana, Nabadzigo apripe, Doma
draudzes skola, Doma koralsvéetku miizikas konts pastav ari aile Ergelu
konts. Taja tiek iegramatoti gan ziedojumi, gan koncertienakumi. Ir
visparigi davinajumi, bet ir ari ziedojumi konkrétiem mérkiem: pieméram,
kads Rihards Pole (Pohle) ir ziedojis balkona aprikojumam nepiecie-
Samajiem ¢uguna balstiem. Te tiek atziméti ari ikdienas ienakumi, pie-
méram, no kazam un bérém, tostarp ari no béru ratu iziré$anas.

Detalizéti izkalkulétas ari ar kazu ceremoniju rikosanu saistitas sum-
mas. Te baznicas ienakumus veido gazes apgaismojums — 10 rbl., liela
tepika noklasana - 3 rbl., érgelu spéle — 5 rbl. Péc klientu vélésanas var
pasutit nevis pilnu, bet pusapgaismojumu, tas maksa uz pusi létak. Ja nu
kazinieki pavisam knapinds, tad ceremonijai var pasutit nevis pilnu érgelu,
bet tikai érgelu pozitiva speli. Tomér ari $aja gadijuma kaut kas iekrit
Ergelu konta.

Lielakas ceribas lidzeklu ieguvei saistas ar koncertienakumiem, jo
koncertu ir daudz un jauno érgelu slava vilina gan spélétajus, gan klausi-
tajus. 19. gadsimta beigas un 20. gadsimta sakuma Doma notiek intensiva
koncertdzive, turklat regulari koncertcikli un muzikali vakari te sakusies
talit péc érgelu uzbuvésanas. Sakuma koncerti notikusi pat vidéji divreiz
nedéla. 1884. gada janvara koncertu ienakumi (tira pelna) Ergelu konta
ienes pravas summas — 1890,57 rbl. 1092,25, rbl., 160.00 rb]. Marta
koncerti jau mazak — 74,28 rbl., 94,12 rbl., tad 74,40 un 60.00 rublus.
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Maija katrs sarikojums vidéji dod 40-50 rublu pelnu. Zinamu atspaidu
draudzei sniedz ari ienémumi no Rigas-Dinaburgas dzelzcela akcijam —
ne velti viens no koncertiem (1886. gada 28. februari) tiek sniegts I Dzelz-
cela grupas darbiniekiem.

Rupes par karalisko audZubérnu

Bet naudina ir vajadziga, jo par karalisko audzubérnu ridziniekiem
nu vajag pienacigi rupéties! Ta pieméram, 1884. gada 22. februari par
masinistu gazmotora apkalposanai tiek pienemts darba kads mehanikis,
varda Fridrihs Augusts Ketners (Ketiner). Savukart Jozefam Mateckim
(Matetzky) par érgelu skanosanu no 1. janvara lidz 1. aprilim izmaksati
75 rbl., tikpat arl par nakamajiem trim ménesiem. Tacu 1884. gada
20. marta inspektors zino, ka sanémis no Valkera firmas vestuli, kura
teikts, ka firma vélétos uzticét jauno érgelu skanosanu savam darbiniekam,
kurs$ dzivotu Riga un par darbu sanemtu gada honoraru 300 rbl. apmeéra.
Veélesanas tiek akceptéta, un 18. maija sédé inspektors prezenté ar Valkera
firmu noslédzamo érgelu apkopes liguma projektu. Ligums bijis speka
vairakus gadus, jo vél 1888. gada par érgelu skanosanu 75 rbl. ceturksni
maksati Hermanim Valkeram (1850-1926) — jaunakajam no pieciem
braliem Valkeriem.

Padargas, bet nepieciesamas izmaksas saistitas ar érgelu apdrosina-
$anu pret ugunsgréku. Pirmais $ads ligums slégts 1888. gada 22. septembri
uz gadu par 45 000 rbl, iemaksajot 126,88 rbl. Velakajos gados apdro-
$inajums noslid uz 30 000 rbl., bet iemaksa uz 85,05 rbl.

Lidzeklus prasa ari dazadas sadziviskas akcijas. Pieméram, 1895.
gada 5. augusta dekoratoram un tapsétajam V. Jansonam samaksati
10 rbl. par érgelu, kanceles un citu vértigako interjera priekSmetu apseg-
Sanu ar drébes parklajiem, lai baznicas remonta laika tos aizsargatu no
putekliem. Savukart 1897. gada oktobri 10 rbl. prasijusi zurku izdzisanas
akcija no érgelu apbuves un plésu telpas.

Tomeér to visu atsver muzikalais ieguvums — biezi un regulari ta laika
lielako vacu avizu Rigasche Stadtblitter, Rigaer Tageblatt un Zeitung
fiir Stadt und Land slejas paradas sludinajumi par koncertiem Doma.
Visaktivak to spélésana un rikosana lidzdarbojas pats Vilhelms Bergners.
Tacu it regulari pie jaunajam érgelém séstas ari citi. Pieméram, 1884.
gada 29. septembri notiek jau tresais érgelkoncerts ar fran¢u komponista
Aleksandra Gilmana (Guilmant) piedalisanos (pirms tam jau izskangjusi
divi §1ievérojama atskanotajmakslinieka koncerti Doma), bet 1887. gada
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29. septembri uzstajas latviesu érgelnieks Rudolfs Grivins (Griwing). Biezi
koncertu rikotaji Doma ir Rigas Baha biedriba. Un, ka teikts dokumentos,
ires maksa sadiem sarikojumiem (fiir die Oratorium) ir 75 rbl. par érgelu
lietosanu un 22 rbl. par apgaismosanu.

Svarigi atzimét, ka Valkera meistardarbs — Rigas Doma érgeles —
jau tolaik guva plasu rezonansi Eiropas érgelspecialistu aprindas, tas tika
pieminétas daudzas érgelbuves gramatas. Karla Lohera gramata par érgelu
registriem Erkldrung der Orgelregister mit Vorschligen zu wirksamen
Register-Mischungen Rigas Doma instruments pieminéts 21 reizi (Locher
1887). Hugo Rimana gramata Katechismus der Orgel sniegta Doma
eérgelu pilna dispozicija un izvérsts apraksts (Riemann 1888). Ari presé
sastopamas jusmigas atsauksmes — gan klausitaju, gan érgelnieku rakstitas.

20. gadsimta sakuma parveides un jauninajumi Rigas Doma

Rigas Doms, tapat ka pati Riga, nekad nav bijis lidz galam uzcelts
un nemainigs. Visu laiku tur ticis kaut kas uzlabots, remonteéts, parbuveéts.
Plasi izpétes un rekonstrukcijas darbi Doma notikusi 19. gadsimta beigas
un 20. gadsimta sakuma arhitektu Karla Neiburgera (Neuburger), Vil-
helma Neimana (Neumann) un profesora Karla Mormana (Mohrmann)
vadiba. Musdienas katram pazistamais, skaistais jugendstila vestibils ir
izveidots 1896.-1897. gada. Bet kapnes, kas ved uz érgelu luktu, ir papla-
Sinatas un izbuveétas 1906.-1908. gada. Tad pat ari dokumentos pieminéta
maza balkona nojauksana un Valkera buvéto érgelu ceturta manuala
véjlazu un stabulu parcel$ana uz lielo balkonu. Tas vispirms novietotas
augséjas luktas ziemelu arkade, bet vélak, kad vejlades parveidotas par
pneimatiskas sistémas véjladém un prospekts par pusotru metru pabidits
uz prieksu, ceturta manuala stabules parvietotas érgelu pasa augseja stava.
Sajos parbuves darbos galvenais meistars bijis Emils Martins.

Butisks jaunums ir 1906. gada pilsétas padomnieka K. Hartmana
(Hartmann) izteiktais priekslikums: ugunsdrosibas apsvérumu dél nomai-
nit gazes motoru pret elektromotoru, kas tuvakajos gados tiek izdarits,
samaksajot par to 300 rbl.

Sis parbaves un parveides piesaka moderna, tehniski jaunu sasnie-
gumu zimogota laika sakumu, bet reizé ari visai butiski maina Valkera
originalieceri. Ta, protams, ir sakritiba, bet tiesi $aja laika Vilhelms Berg-
ners, kur$ bijis Doma érgelnieks gandriz 40 gadus (no 1867) un Valkera
jaunbuvei atdevis tik daudz savas sirdsdegsmes un energijas, sak slimot.
1906. gada 16. septembri Bergners ludz administraciju atbrivot vinu no
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amata un pieskirt pensiju. Bet péc gada pensiju jau sanem érgelnieka
atraitne Katrina Bergnere...

Par Doma érgelnieku péc Bergnera naves klast Haralds Kreicburgs
(Kreutzburg/ Creutzburg, 1875-1948), kurs pédejos gados jau ne reizi
vien aizvietojis savarguso Bergneru. Koncerti notiek, tacu ari pasam
Kreicburgam katru reizi jaraksta lagums Doma administracijai laut sarikot
muzikas vakaru. Un nosacijumi mainas atkariba no dazadiem apstakliem:
visbiezak to rikosanu atlauj, atlidzibai prasot vienu tresdalu no koncert-
ienakumiem vai vismaz 100 rbl. par telpu iri, apgaismojumu un paréjiem
pakalpojumiem.

Nakamie lielakie érgelu remonta un restauracijas darbi Doma noti-
kusi 20. gadsimta 50. un 60. gadu mija, péc tam — 80. gadu sakuma.
Doma draudzes pédéjais érgelnieks no 1955. lidz 1958. gadam bija Niko-
lajs Kacalovs (1911-1996), Latvijas Konservatorijas absolvents, Jazepa
Vitola skolnieks. Tad dievnamu parnéma valsts un taja tika ierikota kon-
certzale. Ergelu remontu un atjaunosanu tobrid veica vacu firma Hermann
Eule. Savukart 80. gados, Valkera érgelu simtgadi sagaidot, instrumenta
restauraciju veica holandies$u firma Flentrop Orgelbow B.V.-Zaandam,
piedaloties Latvijas érgelmeistariem Gunara Dalmana vadiba. Péc sis
restauracijas pastavigajiem érgelmuzikas apmeklétajiem nacas pierast pie
instrumenta cita aréja veidola: no jauna atkal tika uzbtuvets mazais balkons
un uz ta novietotas IV manuala véjlades, stabules un mazais spéles galds.
Ta, ka tas bija Valkera buves pirmveida.

Nu jau atkal pagajusi trisdesmit gadi. Un specialisti, tostarp érgelu
vésturnieks un restaurators Mikus Dzenitis, spriez, ka atkal jadoma par
nakotné veicamiem darbiem. Par pamatigu tirisanu, jo pilsétas, kur pu-
teklu cirkulacija ir daudz lielaka, instrumenti atrak piesarnojas. Vins ari
uzskata, ka agrak vai vélak vajadzetu tas stabules, kas paslaik neatbilst
Valkera originalmenziiram, nomainit ar tam atbilsto$am. Stutgarte ir
“Walcker” arbivs, kura varétu meklét originalos izmerus. Vai ari par
paraugu nemt kada cita Walcker instrumenta stabules no ta laika perioda,
spriez Mikus Dzenitis (2011: 235).

Vins $obrid ir viens no rosigakajiem un zinosakajiem érgellietu spe-
cialistiem Latvija un tam apliecinajumi nav talu jameklé. Vien jaatver
timekla vietne www.music.lv/lek, kur atrodams Latvijas ergelu katalogs,
kuru Dzenitis veido kopa ar érgelmeistaru Alvi Melbardi un datorgrafiki
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Kasparu Putrinu. Savukart par Rigas Doma érgelém tuvaka informacija,
ka ari tuvplana vizuals prieksstats ir iegtistams, ieskatoties Doma baznicas
majas lapa, kurai informaciju sagatavojis érgelmeistars Viesturs Ilsums
un Mikus Dzenitis. Bet par $i masu unikala vélina romantisma laika
érgelbuves pieminekla skanéjumu varam parliecinaties Doma regulari
notiekosajos koncertos.

Doma baznicas majas lapa lasam: Rigas Doma un Vines Votiva
baznicas ergeles [uz pusi mazaks instruments par muséjam — I. G.] ir
vienigie no 19. gs. Valkera lielajiem instrumentiem, kas saglabajusies
neparbuveti (Rigas Doma ergeles). Ta ir dala no Latvijas kultarvéstures
mantojuma, par kuru esam atbildigi ari nakamo paaudzu prieksa.

New Facts about Walcker Organ in Riga Cathedral
Ilma Grauzdina

Summary

A quarter of a century has passed since a monograph dedicated to
Latvian organ culture Tikstos melem ergeles spele (Organ Plays with a
Thousand Tongues; Riga: 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 (Rigas Doms). In a scattered fragmentary way they are kept
in materials of Latvian State Archives (Latvijas Valsts arbivs) — 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 Dzenitis, Alvis
Melbardis 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 16"
and 17% 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 19 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 20™ 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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Jazepa Vitola ienaksana latviesu sabiedriba:
raksti latviesu periodika lidz 1918. gadam

Mag. art. Zane Predele
Jazepa Vitola Latvijas Muzikas akadémijas doktorante

Jazepa Vitola (1863-1948) Péterburgas dzives periods ta isti iesakas
1886. gada, kad vins ar mazo zelta medalu absolve Péterburgas konser-
vatoriju un uzreiz tiek uzaicinats par tas pedagogu; $adu godu jaunais
latviesu muzikis konservatorijas nekrievu absolventu vida izpelnijies pir-
mais. Vecumdienas Vitols raksta sava autobiografija: Tie bija divi: Rim-
skis-Korsakovs un Davidovs, kas ar vienu vardu man atvera darba un
goda pilnas nakotnes vartus, man — latvietim! (citéts péc: Vitols 1988: 83)

Savukart Jazepa Vitola ieklausanas latviesu sabiedriba ir sarezgits
process, jo bérniba aizvadita Jelgavas vacu kultarvidé un studijas nori-
téjusas jaunkrievu skolas ietekmes sféra Péterburgas konservatorija.
Raksta gaita ieskicéti komponista izraudzitie tuvinasanas celi latviesiem.
Aplakota ari vina tautisko ideju dinamika preses avotu liecibas lidz bridim,
kad 1918. gada Vitols apmetas Riga uz pastavigu dzivi.

Atgriezisimies 19. gadsimta 80. un 90. gadu mija. Saja laika Vitols
kopa ar Andreju Jurjanu Rigas Latviesu biedribas Muzikas komisijas
uzdevuma piedalas folkloras vaksanas un seno instrumentu iepaziSanas
ekspedicijas. Kops 1888. gada vins iesaistas Visparejo latviesu dziesmu
svétku kustiba — vispirms ka komponists, vélak ari ka virsdirigents un
svetku Ricibas komitejas loceklis. Kops 1891. gada augusta nakamais
Latvijas Konservatorijas rektors regulari piedalas Muzikas komisijas
organizétajos Rudens koncertos ka atskanotajmakslinieks.

Latviesu sabiedribas apzina Vitols ienak caur loti dazadiem periodi-
kas avotiem, jo skar plasu sabiedriski aktualu tému loku. Jau 1892. gada
komponists zurnala Austrums' regulari publice savas profesionali vérigas
recenzijas par tobrid aktualiem nosu izdevumiem. Otrs Vitola iecienits
medijs, kura vins 1895. gada detalizéti un ari kopuma slave Jelgavas
Dziesmu svetku (1895) kvalitati, ir Riga izdotais Baltijas Vestnesis — poli-

! Maskavas latviesu dibinats zurnals, kas tapis ar mérki veicinat literataras,
valodas un sabiedriskas dzives attistibu Latvija; ta izdevéjs un redaktors bija jaun-
latvieSu ideju parmantotajs Jekabs Velme (1855-1928) (Grigulis, Treijs 1992: 82).
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tisks, sabiedrisks un literars laikraksts®. TreSais preses izdevums, kura
komponists kops 1908. gada regulari publicgjas, ir LatvieSu konstituci-
onalas demokratiskas partijas laikraksts Latvija — turigas pilsonibas ide-
ologijas veidotajs un vaditajs (Grigulis, Treijs 1992: 249). Taja Vitols
nav vairijies atklati runat par muzikas makslas angazétibu politiskiem
mérkiem un savu ieceréto apolitisko nostaju.

Zimigi, ka biezi vien publicétajos rakstos, véstulés un skandarbu
manuskriptos Vitols norada dazadas savas tabriza atrasanas vietas — Péter-
pili, Zaredji, Krimas karortu Sakos un Koreiza, Lisicansku, Arhangelsku
u. ¢. Tomér komponista biografijas izpéte liecina: fiziska atrasanas arpus
dzimtenes perioda lidz 1918. gadam vinam netrauce butiski veicinat naci-
onalo elementu attistibu latvie$su muzikas kulttra; galvena loma te ir Vi-
tola dailrades estétikai un uzsaukumiem presé. Interesanti, ka 1911. gada
5. novembri, Péterburgas konservatorijas Lielaja zalé atziméjot skanraza
25 gadu darba jubileju, svétki vainagojas ar ziedojumu vaksanu; So ieceri
latviesu sabiedribas parstavji isteno, lai iegadatos zemes ipasumu Latvija
un davatu to komponistam vina atputas briziem brivlaikos un vecum-
dienas (Talivalds 1911). Vitols ir latviesu inteligences sabiedribas zenita
jau 1911. gada, un Sis augstsirdigais Zests no tautieSu puses norada uz
vinam adresétu aicinajumu but Latvija starp savéjiem. Acimredzot céla
ideja nevar vél realizéties, un uz Vitola lauku majam krietni jagaida, jo
Latvijas valdibas pieskirtajas Gaujienas Anninds Vitoli pavadija vasaras
un svétku brivdienas no 1922. lidz 1944. gadam.

Turpinajuma plasak pakavésimies pie atseviskiem Jazepa Vitola
rakstiem latvie$u periodika. Saja laikposma to kopskaits nedaudz par-
sniedz trisdesmit, un zanru loks ietver polemikas, problémrakstus, recen-
zijas, rakstus par mazikas darbiniekiem un Vitola pateicibas.

Polemikas zanru autors nav seviski iecienijis, tomér dazkart 19. un
20. gadsimta mija vins$ tam pievérsies. lesakums mekléjams 1895. gada
vasara laikraksta Baltijas Vestnesis. Vitols reagé uz Nikolaja Alunana
nepatiku par vinam adreséto, lai gan visai saudzigi pausto kritiku; tas

2 Viens no nozimigakajiem latviesu pilsoniskajiem izdevumiem; ta izveidotajs
un pirmais redaktors bija jaunlatvie$u kustibas dalibnieks Bernhards Dirikis
(1831-1892). Baltijas Veéstnesis dibinats 1868. gada. Sis laikraksts, lidzigi ka
pirma latvieSu dienas avize Rigas Lapa (saka iznakt 1877 Dirika izdevuma un
redakcija, 1880. gada 1. julija redakciju parnéma Baltijas Vestnesis), par galveno
uzdevumu izvirzija tautisko centienu aizstavibu (Konversacijas vardnica 1911:
3426-3427).
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objekts ir Alunana tobrid vien divas burtnicas izdotais macibu lidzeklis
Kora dziedasana. Pamaciba ka kora dziedataji izglitojami (1. burtnica
1894, 2. burtnica 1895). Vitols savas teorétika piezimes atlavies, apzi-
noties, ka piecu gadu gaita jau pats uzkrajis pietickamu pieredzi koru
vadidana. Si polemika, iespéjams, klast ari par pirmo diskusiju solfedzo
pedagogijas joma latviesu kora kultara. Alunans visai kategoriski aicina
Vitolu dazas no publicétajam piezimém atsaukt (Alunans 1895). Savukart
Vitola atbilde iezimé mazliet plasaku probléemas kontekstu:

Pateicoties Sadam prasijumam, esmu piespiests atkapties no lidz Sim
ieturéta principa, nekad atklata debaté jeb polemika neielaisties jebkadu
prese manai personai izsacitu parmetumu del. Tamde| ari Alunana kgs
mani atvainos, ja Soreiz visus principus un pedagogiskus jautajumus
atstaju neievérotus |..|. Ka $ini mums visiem dargaja darbu lauka ego-
ismam vai citadam personigam interesém vietas nedrikst but, no tam,
domaju, esam visi parliecinati ari bez drukatiem vardiem (Vitols 1895).

Cita polemika risinajusies péc septiniem gadiem — ta aizsakusies 1902.
gada 18. decembri. Kreisa laikraksta Dienas Lapas redakcijai Vitols
adresgjis piezimi par kadas érgelnieces Tijas Tipaines jaunkundzes kon-
certa afisas piesavinato titulu Péterburgas konservatoriste. Autors infor-
meé, ka jau kops 1898. gada februara Tipaine ir atskaitita no konservato-
rijas studentu rindam nepietiekama talanta dél, un paskaidro, ka tadéjadi
vin$ aizstav Péterburgas konservatorijas makslas godu (Vitols 1902a).
Uz $0 rakstu 20. decembri reagé érgelnieks un komponists Oskars Sepskis,
kur$ Vitolam aizrada: pédéjos astonos gados Riga bijusas tris brivas
eérgelnieku vietas, tacu neviens Péterburgas konservatorists tas nav ieguvis,
jo visi zaudgjusi sacensibu cina ar Irlavas seminaristiem. Oskara Sepska
atbilde skietami apliecina brivmakslinieku — Péterburgas konservatorijas
absolventu — apsaubamo konkurétspéju muzikas dzive, ar ko saskaras
latviesu sabiedriba (Sepskis 1902). Driz Vitols adresé atklatu véstuli
notikuma iejauktajai érgelniecei Tipainei (Vitols 1902b) un spozi argu-
mentéti atbild Sepskim, atklajot iemeslus, kapéc Péterburgas konserva-
toristi netiek pienemti érgelnieku amatos Sv. Jézus baznica Riga un
Sv. Annas baznica Liepaja: pieméram, kandidats Pauls Jozuus pat nav
ticis ielagts uz $adu noklausiSsanos un jaunie konservatoristi nemaz
negribot stradat Liepaja par zemu samaksu. Pieminot nevélésanos $o
polemiku turpinat, Vitols ironiski secina:

Jus tikai gribeéjat izteikt savas domas par konservatorijam, konser-
vatoristiem un varbut ari konservatorijas profesoriem. Es varétu Jums
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atbildet, izstastidams, ko domaju par muzikas skolam, kritikiem un liet-
pratéjiem province. Lai nu Soreiz paliek (Vitols 1902c¢).

Oskara Sepska atbilde mazliet kavéjas Jaungada brivdienu dél, tacu
1903. gada 3. janvari vins Vitolam adresé tikpat mérktiecigi verstas iebil-
des ieprieks skartajos jautajumos. Seit Vitols publiski sanem ari vienu no
personiskakajiem aizradijumiem:

Jis, profesor, nosodiet Tipaines jkdzi, kad vina latv. laikrakstos
saukta par “konservatoriste” un ne “bijusi konservatoriste”. Kadel Jus,
profesora kgs, pie sevim lietojat citadu meru ka pie cita cilveka? Prieks
Jums un Sv. Peterburgas konservatorijas Tipaines jkdze sagrekojusies,
kad vina sev titulu devuse, kuru vinai nest vairs nepiendcas. Bet kad Jus
latviesu laikraksti jau daudz gadus par “profesoru” devéja, kameér Jis so
tituli tikai beidzamos gados dabujat, kapec tad Jus cietat gluzi klusu?
(Sepskis 1903)

Uz $o piezimi Vitols publisku atbildi nesniedz. No savas puses tomér
gribétu piebilst: profesora grads Vitolam pieskirts 1901. gada un, pétot
vina rakstus latviesu presé lidz 1902. gadam, nav nacies ievérot, ka autors
paraksta izmantotu profesora nosaukuma pagodinajumu vai kads cits
presé to parsteidzigi lietotu.

Tresa zimiga polemika Vitolam izvérsas ar Emili Melngaili par dziesmu
svetku programmas izveli un svetku komitejas ekspertu darbu 1904. gada.
Uzskatu sadursmes veidojas sakara ar Melngaila parspriedumu Piekzo
dziedasanas svetku dziesmas, kas publicéts ménesraksta Austrums 7. burt-
nica, ilgaja diskusiju starpposma starp IV un V Visparéjiem latvieSu dzies-
mu svétkiem (Melngailis 1904a). Vitols lidzas daudzam citam piezimém
laikraksta Rigas Avize 1904. gada raksta: [..| koris labi dzied, ko vins
labprat dzied; esmu parliecinats, ka no M. kga nopalatas dziesmas,
Caikovska “Legenda”, Baha “Ak galva asinaina”, Cimzes “Maza biju”
paudis misu dziedataju tautinas slavu, cildinas izpilditajus un klausitajus
vairak neka diez’ kada patenteta, bet misu spekiem nepiemerota mizika
(Vitols 1904a).

Melngailis atbildé kritizé Vitola, vina vardiem, téviski joviolo raksti-
bas stilu un pauz savu rupigi sagatavoto pozicijas aizstavibu desmit apaks-
punktos. Viena no punktiem vins bilst: [..] prof. Vitola kungs lieto vecveco
frazu: “dziedataju tautina”. Nu, es nezinu, kas Latviesiem par sevisku
monopolu uz dziedasanu un miziku? Sitai paslielibai — “Latvju tauta
dziedataja” — u. t. j. pr. — misu tagadeja laika nav tacu vairs vietas.
Romantiska laikmeta teikts daudz jauku un tuksu vardu, kuri tagad vairs
neskan (Melngailis 1904b).
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Melngaila aizradijumus Vitols lietiski turpina atspékot un pieklajigi
pienem pat kritika aizradijumus par savam godalgotajam kompozicijam
iepriekséjos dziesmu svétkos — dziesmai Karalmeita Melngailis parmetis
gruti uztveramu tekstu, Krivu krivam vienmulibu un simfoniskajam
opusam Ligo svetki neveiklu formu (Melngailis 1904a: 551). Atbildi uz
jautajumu, vai apziméjums dziedataju tautina uz latvieSiem vél attiecas,
Vitols atstaj katra pasa zina — lai doma, ka grib. Tomér vins aizskarts
atzistas: [..] es labprat sev uzglabaju mazu dalinu, lai ari varbut diezgan
maz pamatota, romantisma (Vitols 1904b).

Un patiesi: jau aizejoSaja tautiskas atmodas laikmeta Vitols atrod
visai daudzpusigas iespéjas darboties latviesu kultaras interesés. Argu-
mentéjot $o tézi, vispirms maza atkape.

19. gadsimta nogalé latviesu valoda paradas pirmas enciklopédijas,
kuru nosaukumos dominé apziméjums Konversacijas vardnica, un tas
pakapeniski tiek izdotas burtnicas, brosuras, krajumos vai séjumos. Jau
$ajos mazajos izdevumos ieklauti nacijas raksturojumam veltiti skirkli —
pieméram, latvju tauta vai latviesi, Rigas Latviesu Biedriba u. tml. (Kon-
versacijas vardnica 1908: 2191-2304; 1911: 2305-2353, 3427-3452).
Savukart Riga Ansa Gulbja apgada no 1927. lidz 1940. gadam izdota
Latviesu konversacijas vardnica; lai ari neizstradata lidz galam, ta ar
savu 21 séjumu tomeér uzlukojama ka tolaik nopietnakais akademisko
spéku raditais izzinas literatiiras avots. Galvenais redaktors ir profesors
Arveds Svabe (1888-1959), un zinams, ka redaktoru un lidzstradnieku
rindas bijis Latvijas Konservatorijas rektors profesors Jazeps Vitols, kurs
piedalijies ar maziku saistito skirklu tapsana. Zimigi, ka mazikas skirklu
sagataves vinam bija jaiesniedz ari jau divdesmit gadus ieprieks — Rigas
Latviesu biedribas Zinibu komisijas gatavotajam Cetrséjumu izdevumam
Konversacijas vardnica (1906-1921). To apliecina fragmenti no divam
vestulem Andrejam Jurjanam.

Pirma veéstule:
[Péterburga 1907. gada 30. aprili]

Un man viens lugums: konversacijas vardnica pager rakstu par
“kokli”, instrumentu, kuru Tu gan labi pazisti — seviski no vésturiskas
puses, bet es nemaz. Esi tik labs, saraksti vajadzigo un nosiati taisni
vardnicas redakcijai.

Un otra véstule:
[Péterburga 1907. gada 29. oktobri]

Man jaraksta konversacijas vardnica par latviesu muzikas vesturi,
visparigi par latviesu miziku. Loti maz par So prieksmetu zinadams,
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baidos uzrakstit nederigu bleki; nac talka! Vismazak aizradidams uz to,
kas jaievero, runajot par mugzikas attistibu pie mums (véstules citétas
péc: Zalitis 1928: 178-180).

Jazepa Vitola bibliografijas sastaditajs Karlis Egle atzimé, ka nav
iespéjams noradit, kadus rakstus sacergjis Vitols, jo Konversacijas vardnica
par muziku rakstijis ari Andrejs Jurjans, bet 1921. gada — Ernests Brusu-
barda (Komponists Jazeps Vitols 1963: 75). Tomer Sis Peterburgas vestules
liecina, ka 1907. gada Vitols ir uzticgjis konkretu skirklu rakstisanas
pienakumus par sevi eruditakam kolegim. Uzmanibas vérta ir ari profesora
nevairisanas lagt padomu, spéja sadarboties ar dazadu sféru parstavjiem,
pétot latvieSu muzikas attistibas tendences.

Péc pieciem gadiem, 1912. gada, Vitols jau patstavigi sagatavo par-
skatu par latviesu muzikas stavokli, kas nolasits Rigas Latviesu biedribas
Zinibu komisijas vasaras sapulces laika; ta notikusi 1912. gada 19. un
20. junija, un to apmeklgjusas 300 lidz 400 personas (R. L. B. Zinibas
Komisijas vasaras sapulces 1912). Pilniba referats publicéts vélak, Rigas
Latviesu biedribas Derigu gramatu nodalas izdotaja dailrakstniecibas,
zinibas un makslas ménesraksta Druva (Vitols 1912). Sis literari sabied-
riskais izdevums galvenokart adreséts sabiedribas labéjam sparnam.
Tomer Jazepa Vitola analitiskais raksts Parskats par tagadnes latviesu
miizikas literatiru nav zinojums Sauri politiskam aprindam. Runa ir par
vesturiski izskiroso cinu starp konservativistiem un progresistiem muzika
jauna gadsimta sakuma, un §i laikmeta vésmas jat ari Vitols.

Ka vadmotivu savam referatam autors izvélas retorisko jautajumu —
kur acumirkli esam? Formas més lietojums jau apliecina vina dzilo emo-
cionalo piederibu latvieSu sabiedribai. Parskata ievada Jazeps Vitols
raksta:

Ari pie mums, musu darbinieku skaitam pieaugot, radusies dazu
ticibu apustuli un vinu draudzes; bet ne viscaur uz tiem pasiem pamatiem
ka cita pasaule. Seviski nelaikis Darzins stavéja savos rakstos “tautiskajam
merauklim” kiomas; un patlaban tas tiek ripigi piemerots pie miisu kom-
ponistu darbiem — lai gan pagaidam ar diezgan neskaidriem panakumiem.
Gan izdibinajusi, ka Vitols — siltumnicas stads no svesam zemeém Latvija
parstadits’; bet ja Zalits cel Kalnina tautiskumu Jurjanam pari, tad tas
atkal Melngailim nepatik, kurs no savas puses atzist tikai no ta pasa

3 §i teikuma dala raksta parpublicégjuma Vijas Muskes sastaditaja krajuma
Jazeps Vitols. Raksti (1964: 169) ir iznemta.
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Zalisa vinam, Melngailim, dziedato slavu u.t. pr. |..| Vai misu Glukisti
un Picinisti drusku neparsteidzas? Kur acumirkli esam? (Vitols 1912: 839)

Sava referata Vitols skaidri iezimé latvieSu muzikas eksistencei nepie-
cieSamos zanrus — pasu komponétu operu un simfonijas. Autors atzist to
par paradoksu, tomér katras tautas muzikalas nozimes limeni nosaka
tas parstavju raditas partitaras (Vitols 1912: 839). Piesaucot zviedru un
norvégu muzikas panakumus, Vitols secina, ka latviesiem vel loti maz ir
plasak ievérojamas instrumentalliterataras. Vins raksta: [..] gandriz viss
miisu lepnums — kori a cap|plella, dziesmas, kuras mums pasu majas
ienes letus laurus (Vitols 1912: 839-840).

Si raksta konteksta svarigi atzimét vél divus aspektus. Pirmkart, Vitols
inventarizé un kritiski apliko mazak nozimigu skanrazu, pieméram, Julija
Sproga, Karla Zigmunda devumu, faktiski atsijajot to pavisam. Otrkart,
vin$ kritiski izverté ari Emila Darzina, Emila Melngaila, Jana Zalisa,
Harija Ores, Andreja Jurjana, Pavula Jurjana un Alfreda Kalnina kom-
pozicijas. Vitols pauz uzskatu, ka 20. gadsimta sakuma no latviesu kom-
ponistiem visvairak progreséjis Alfréds Kalnins, un autors saskata dum-
pinieciskus un spécigus jaunos skanrazus Jana ZaliSa un Harija Ores
personas (Vitols 1912).

Sanktpéterburgas perioda tapuso problémrakstu sériju Vitols noslédz
1916. gada rudeni, politiskaja dienas avizé Baltija publicéjot argumentétas
pardomas par latviesu lielkoncertiem un paredzamo Maskavas latviesu
muzikas vakaru. Netalu no Péterburgas eso$aja Sestroreckas pilséta vasara
dirigenta Vitola vadiba notikusais latvieSu simfoniskais koncerts naci-
onalaja un ari krievu presé bija izsaucis galéji pretéjus viedoklus. Sava
raksta, atspogulojot sabiedribas atskirigas nostajas, Vitols turpina paust
uzskatu, ka latviesiem joprojam nav makslas resursu veselas virknes sim-
fonisko koncertu rikosanai, viniem vajadzigs orkestris un augsti pro-
fesionali kapelmeistari (dirigenti), kas arzemju koncertzalés spelétu
nacionalo muziku, ka to dara, pieméram, somu dirigenti. Ka ipasu prob-
lému raksta autors iezimé latviesu instrumentalistu trukumu; gaidamaja
Maskavas koncerta vigs grib redzet tikai latviesu maksliniekus — solistus
(Vitols 1916a), kas tabriza apstaklos praktiski nozimé pazistamakos vo-
kalistus.

1916. gada 20. novembri laikraksta Dzimtenes Vestnesis ievietota
Jazepa Vitola atsauksme par 12. novembri Maskava notikuso muzikas
vakaru. Savu kopuma pozitivo vértéjumu autors papildina ar secinaju-
miem:
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Maskavas koncertam trejada nozime. Tas stiprinaja musu pasapzinu,
miis modindja uz jaunu, rosigu darbibu; tas lauza misu makslai durvis
uz arieni, atvera tai jaunus redzes aplokus; tas gatavoja miisu makslai
jaunus tirgus, lai ari varbit veél ne tuvaka nakotné. Un Sie tris merki
mums vienmer japatur ciesi acis.

Peterpili J. Vitols (1916b)

Bl

Jazepa Vitola skats uz latvieSu tautu un tas kultaras attistibu nav
raksturojams Sauri lokali. Jau pirms Latvijas valsts dibinasanas vina rapes
par latviesu muzikas kultaru izpauzas tieksme celt tas profesionalitati un
prestizu citu naciju kultarvidé — gan Rietumu, gan Austrumu virziena
lukojoties. Vitola pieaugo$o nacionalo patosu apliecina raksts jau minétaja
Péterburgas politiskaja avize Baltija 1916. gada 30. oktobri. Publikacija
noslédzas ar vecaja druka izceltiem vardiem: Jo — katra tauta ir
savas makslas, savu makslinieku verta! (Vitols 1916a)

Sada uzskata pausana laika, kad latviesu tauta vél nav ar pasnoteik-
Sanas tiesibam sava valsti, stimuléja kulturas darbinieku un makslinieku
vieno$anos kopiga kustiba, vienas nacijas apzinu ari akadémiskas muzikas
joma. Kadam akadémiskas vides parstavim sada preses rupora loma
latviesu muzikas problemu diagnostikai, nacionalo ideju aizstavibai bija
jauznemas, un Jazeps Vitols laika lidz 1918. gadam bija viena no $aja
zina visietekmigakajam personibam.

Jazeps Vitols Entry in Latvian Society:
Publications in Latvian Periodicals till 1918

Zane Prédele

Summary

The paper focuses on Jazeps Vitols 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 Committee of Riga Latvian Society. The paper distincts Vitols’
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collaboration with Andrejs Jurjans collecting folk songs and writing the
academic articles for Konversacijas vardnica (Latvian Encyclopedia). Till
1918 Jazeps Vitols 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 Jazeps Vitols 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
Sepskis and composer, conductor and folklore collector Emilis Melngailis
in the beginning of the 20 century.

The second part of the paper discusses publications on Jazeps Vitols
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 Jazeps Vitols as composer and music
critic in Latvian society. Among the first pioniers who created mythology
of the composer Jazeps Vitols are both his colleagues and his students —
Nikolajs Alunans, Atis Kaulins, Emils Darzins and Janis Zalitis.

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

The paper proposes the thesis that till 1918 Vitols’ 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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Margera Zarina spélfilmu muzika:
dazi radosa rokraksta aspekti

Mag. art. Zane Saulite
Jazepa Vitola Latvijas Muzikas akademijas doktorante

Komponists un rakstnieks Margeris Zarin$ (1910-1993) savulaik
guvis spilgtus panakumus gan muzikas, gan dailliterataras joma; Saja
zina vigu var uzskatit par unikalu personibu latviesu kultarvésturé. Lite-
rara nerva izjuta neap$aubami noderéjusi Zarinam ari filmu muzikas
zanra. Ne velti latviesu kinokritiki un rezZisori uzskata vinu par vienu no
interesantakajam personibam $aja lauka; pieméram, laikraksta Rigas Balss
slejas Zarins jau 1969. gada raksturots ka loti kinematografisks kom-
ponists(Makarova 1969).

Pagaidam vina spélfilmu mazika nav sikak pétita. No ta ari izriet
mana raksta merkis — sniegt visparéju ieskatu $aja komponista radosas
darbibas joma. Nemot véra, ka tas ir pirmais plasakais apceréjums par
$adu tému, liela uzmaniba veltita faktu apkopojumam, tacu veiktas ari
dazu spilgtako muzikas pieméru analizes; tas lauj ieskicét Zarina filmu
muzikas radosa rokraksta ipatnibas, kuras nakotné butu iesp&jams pétit
jau detalizétak.

Margeris Zarins saceréjis 16 filmu muzikas partitaras, no kuram
vairakas guvusas kritiku un skatitaju augstu atzinibu. Ikvienam skatitajam
atmina iespiedusies spélfilmas Pie bagatas kundzes (1969) galveno varonu
muzikalie portreti — ironiskais Kurmja kungu pavadosais fokstrots un
Emmas Karkls smeldzigais tango, Naves éna (1971) dramatiska atmos-
féra, ka ari Cepla (1972) muzikalais noforméjums, kas savu kulminaciju
sasniedz Margaritas Vilcanes dziedataja dziesma Es sirdi izrauju un aiz-
metu to suniem.

Komponists uzskatija, ka filmu muzika nedrikst biat pasmeérkiga
(Zarins 1976: 108). Sava dailradé vins izcéla Cetras galvenas filmu mazikas
funkcijas: radit laikmetu, pasvitrot pamatdomu, radit atmosféru, pasvitrot
kontrastus. BieZi vien tiri muzikalas veértibas filmas kopiespaidam neko
nedod, vel sliktak — tas novirza skatitaju uzmanibu tikai uz skandarbu,
un tad mes sakam: komponists X uzrakstijis arkartigi vertigu skandarbu,
vajadzetu izveidot svitu un atskanot koncertos, bet saja filma labak, ja
tas nebitu, tad vieglak varetu sekot kinoreZisora domai un aktieru saspélei
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(Zarins 1976: 108). Japiezimé, ka $is Zarina deklarétais princips dau-
dzgjada zina sasaucas ar musdienas filmu muzikas pétnieku vide domi-
néjosajiem uzskatiem. Pieméram, amerikanu kinozinatniece Klaudija
Gorbmena (Gorbman) atzimée, ka filmu muzikai ir jabut nedzirdamai un
sauc to par nesadzirdetajam melodijam, jo muzika nedrikst nomakt uz
ekrana notiekoso darbibu (Gorbman 1987: 34).

o ok

Rakstot muziku spélfilmam, komponists balstijas uz Dailes teatri
uzkrato pieredzi, ko bija guvis, stradajot par Muzikalas dalas vaditaju
(1940-1950) un sacerot muziku 44 lugam. Lijas Krasinskas monografija
par Margeri Zarinu lasam: Ka zinams, teatrim nepieciesams rakstit lako-
niski, bet spilgti, parliecinosi. Radot skatuves miziku, M. Zarins ir nosli-
pejis un pilnveidojis savas komponista raksturotaja spejas (Krasinska
1960: 29). Vienlaikus Zarins ar dzilu interesi pétijis vésturi, lai piemeklétu
katram laikmetam visatbilstosako maziku. So principu komponists izman-
tojis ne tikai teatra, bet ari filmu partitaras. Vins tik veiksmigi sintezgjis
visdazadakos stilus un zanrus, ka biezi vien gruti izskirt, kur beidzas pa-
rodija un sakas originalmuzika. Jau agra bérniba Zarins aizravas ar pasa-
kam un sengrieku mitologiju, un, domajams, tiesi véstures parzinasana
lava komponistam nodoties vinam tik raksturigajam stilu spélem. Zimigi
ir vina vardi: Cilveks, kas doma, ka viss sakas tikai ar vinu, ir nozelojams.
Atzinas ir izkristalizejusas gadu simtos, miisu senci ir radijusi to, ko sauc
par civilizaciju. Tapéc veésture ir jamil, un, kas to nespej milet, nespej
milét Sodienu (Zarins 1975: 22).

Margera Zarina pirmais kinodarbs bija rezisora Pavela Armanda
1957. gada uznemta spélfilma Ka gulbji balti padebesi iet, bet pédéjas
kino partituras tapa 1978. gada — Adas Neretnieces Varnu ielas republika
un Erika Laca Gimenes albums. Nepilnu divdesmit gadu laika komponists
sadarbojies ar daudziem rezisoriem. Parsvara $i sadarbiba risinajusies
vienas vai divu filmu ietvaros: radoso partneru vida bijusi Varis Kramins
(Atbalss, 1959), Arkadijs Kolcatijs un Anatolijs Markelovs (Majina kapas,
1963), Nikolajs Rozancevs (Sutnu sazvérestiba, 1965), Voldemars Pice
(Mernieku laiki, 1968), Gunars Piesis (Naves énd, 1971), Rolands Kalnins
(Vetra, 1960, Ceplis, 1972) un Olgerts Dunkers (Uzbrukums slepenpoli-
cijai, 1974, Virietis labakajos gados, 1977).

Margerim Zarinam raksturiga pieeja kinomakslai pirmoreiz skaidri
ieziméjas jau 1957. gada tapusaja spélfilma Ka gulbji balti padebesi iet.
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Rezisors Pavels Armands' aizravas ar Latvijas vésturi, un filmas tapsanas
laika vina fantaziju rosinaja liecibas par Jonatana biedribas? darbibu.
Spélfilma galveno varonu — Martina (Voldemars Zandbergs) un Daces
(Vija Artmane) — attiecibas atainotas uz Dzutas dumpja’® (1899) fona;
notikumu interpretacija, ka jau tolaik neizbégami, jutama ari padomju
ideologijas klatbutne. Scenarija autori Jalijs Vanags un Semjons Nagornijs
izmantojusi legendara karavadona Jana Fabriciusa (1877-1929) dzives-
stastu, lai izveidotu dilogiju (Martina Ventas gaitas vélak turpinas spél-
filma Latviesu strélnieka stasts, 1958, komponists Adolfs Skulte).

Kinooperators, rezisors un scenariju autors Maris Rudzitis filmas
koncepciju raksturo $adi: Kopa ar Margeri Zarinu rezisors galveno siZeta
dominanti sabalsoja ar izverstu Martina un Daces milestibas liniju, par
kuras faktisko kulminaciju kluva dziesma “Ka gulbji balti padebesi iet”
ar Eduarda Veidenbauma tekstu (Rudzitis 1974: 21). Si Zarina komponéta
dziesma scenarija veidotajiem skitusi tik spilgta, ka filma no tas pat aiz-
guvusi savu nosaukumu, jo pirms tam eksistéjusas divas citas nosaukuma
versijas — Dzelzs Martins un Liesmainie gadi (Rudzitis 1974: 21). Spélfilma
rezisors radijis loti koloritu epizodi — sarikojumu Rigas Jonatana biedriba,
kura Dace uzstajas ar dziesmu Ka gulbji [..]. Filma uz skatuves dzied
Vijas Artmanes varone, un vinu uz klavierém pavada Martins (Voldemars
Zandbergs), tacu patiesiba $o dziesmu iedziedajusi savulaik pazistama
filharmonijas soliste — mecosoprans Erika Tipaine.

Dziesma vél neatklajas Margerim Zarinam vélak raksturigas stilu
spéles, toties jo bagatigi izmantoti romantiskas vokalas mazikas atribati
(pat ar nedaudz salonisku parspilégjumu, kas acimredzot saistams ar vélmi
uzrunat iesp&jami plasu skatitaju loku). Pretstatitas divas izteiksmes sféras:
pirmo parstav gaisigi kapjosi arpedzo plasa diapazona (ievads) un sap-

! Krievu rezisors, 1928. gada beidza Borisa Caikovska kino kursus Maskava.
Péc kursu beigSanas stradajis dazadas kinostudijas: Gosvojenkino (loceoenkuno),
Sojuzkino (Coroskuno), Armenkino un Lenfilm (Jlengpuavm). Otrais rezisors spél-
filmai Majup ar uzvaru (1947), kops 1954. gada stradaja Rigas kinostudija.
Rezisgjis spélfilmas Salna pavasari (1955), Ka gulbji balti padebesi iet (1957),
Latviesu strelnieka stasts (1958), Velna ducis (1961).

2 Rigas Latvie$u stradnieku un amatnieku savstarpéja palidzibas biedriba,
kas dibinata 1869. gada un savu darbibu beigusi 1938. gada.

3 Notikumi Péterburgas (Vidzemes) priekspilséta 1899. gada 5. maija, kas
vesturé ieguvusi Rigas (Dzutas) dumpja nosaukumu, satricinaja Latviju un visu
carisko Krieviju; par tiem rakstija ari vacu, francu un anglu prese. Plasak sk.,
pieméram, Valda Rajas rakstu (Raja 2004).
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naina, kantiléna melodija ligani $ipojosa 6/8 metra; savukart otra sféra
saistita ar marsSveida tému, kas atbilstosi dzejai muzika ienes kareivigu
niansi (teksta ragtums — Kam veltigi laimibu karo tu, sirds, | Met projam
reiz ceribas tumsaja kapa..). Atskiriba no agrak tapusajam sis dziesmas
versijam (Karla Kazocina kordziesma, Jana Zalisa un Alfréda Kalnina
solodziesmas) Zarins vienigais izturgjis visu dziesmu minora, turklat iz-
mantojis visu tekstu, neaprobezojoties tikai ar pirmajiem diviem pantiem;
tas, iesp&jams, saistits ar vélmi akcentét nevis romantisko sapnojumu,
bet tiesi cinas garu, kas visskaidrak atklajas tresaja panta (kur dzelZi un
cirvji bez apstajas klaudz; pec maizes, pec partikas vergi kur sauc..). Cinas
gars izpauzas ka krass melodramatisks lazums — par to liecina tempa
kapinajums (un poco pit agitato) un dazas harmoniskas krasas, pieméram,
eliptiska seciba Cetras taktis pirms allargando, kas ligana pladuma un
kantilenas melodijas konteksta rada patétiskas kulminacijas efektu®.
Tomér $aja gadijuma cina, skiet, drizak izpauzas nevis komponista patiesa
vélme atmaskot Skiras ienaidniekus, kas acimredzot bija filmai tolaik
nepiecieSams ideologiskais akcents, bet vina spéles azarts, varbut pat viegli
zobgaliga attieksme. Japiekrit Ingai Godunovai: [..] spéles, apzinatas
distancésands pozicija vinam palidzeja ari padomju varas apstaklos, ja
vajag, maksajot nodevas valdosajam rezimam (Godunova 2008).

Spélfilmas muziku ieskanojis Latvijas PSR Radio simfoniskais orkes-
tris Edgara Tona vadiba. Interesanti, ka tiesi ar instrumentacijas palidzibu
komponists ir skaidri diferencéjis filma Ka gulbji balti padebesi iet darbo-
josas personas. Tautas apspiedéjus — vacu baronus un fabrikantus — ataino
metala pasaminstrumenti. Savukart galveno varonu attiecibas spélfilma
raksturo téma stigu instrumentu snieguma.

Filmai veltitajas preses atsauksmés slavéta Margera Zarina mazika,
kas izcel un pasvitro vajadzigas noskanas. Neilustre, bet raksturo un lidz

*Izvertéjot So dziesmu pasa Zarina stilistikas konteksta, iederigs skiet salidzi-
najums ar mazliet agrak, 1952. gada, tapuso vina vokalo kamerciklu Sudrabota
gaisma (Raina vardi). Jaatzist, ka tas kopuma jau atklaj krietni plasaku stilistisko
spektru — paliekot romantisma ietvaros, tomér neparprotami jutama tieksme uz
daudz krasainaku harmonisko valodu (piem., pirmas dziesmas harmoniskas se-
cibas mazorminora trijskanu blakusnostatijums). Daces dziesma tomér harmo-
niska attistiba paliek pirmas radniecibas tonalitasu ietvaros. Tikai viena dziesma
cikla Sudrabota gaisma dalgji lidzinas Daces dziesmai — ta ir tresa, kas veidota
lidziga ligana pladuma (9/8), ar kantiléenu melodiju, tiecoties uz kulminaciju ar
vairakkartéjiem tempa kapinajumiem (poco pit mosso, péc tam ancora pit mosso)
un kulminacijas zonu iezimgjot ar I zemo pakapi melodija.
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ar to palidz aizvadit lidz skatitajam domu (Ribova 1957). Maris Rudzitis
savukart atzina, ka Margeri Zarinu vispar nevar tik vienkarsi ataicinat
uz filmu, lai vins “apaudze” ar muziku kaut kuru “skeletu”. Zarins pats
mil uzskilt idejas. Ja komponists nakamaja filma tadas neredz, vinam
nav interesanti stradat (Rudzitis 1974: 22).

1957. gada tapa Zarina otra kino partitara — muzika spélfilmai
Nauris, kas turpinaja komponista ilggadéjo sadarbibu ar rezisoru Leonidu
Leimani jau arpus teatra robezam. Abu iepaziSanas notika krietni senak —
1940. gada Dailes teatri, kad Leimanis uzaicinaja jauno komponistu stra-
dat par Muzikalas dalas vaditaju. Zarins ipasi izcel $is personibas lomu
sava izaugsmeé: Leonids Leimanis ievadija mani teatra pasaule. Tik lielu
ieinteresétibu, tadu draudzigu attieksmi pret sevi nekad nebiju izjutis,
mani pat baidija parlieka labveéliba (Zarins 1975: 149)3.

Zarina un Leimana sadarbiba kino joma vainagojas ar trim spelfil-
mam — blakus jau minétajam Naurim (Leimana scenarijs) to vida bija
Purva brideéjs (1966, scenarija autori Janis Silis un Antons Stankevics)
un Pie bagatas kundzes (1969, Leimana scenarijs). Komponists stastija,
ka Leimanis vienmer ieprieks izdomajis, kadai muzikai filma jaskan un
no kura lidz kuram kadram. Reizem pat atnesis skapu plati un nospelejis
prieksa — lik, tada mizika te vajadziga! (Matisa 200S5: 28).

Visspilgtak savu komponista raksturotaja talantu Zarins izveérsa
spelfilma Pie bagatas kundzes — pedéja kopdarba ar Leimani. Sis filmas
scenarijam izmantotas atseviskas Andreja Upisa romana Smaidosa lapa
nodalas. Filma veidota socialas komédijas zanra, un vairaki pétnieki
(Matisa 2005 u. c.) uzskata to par rezisora labako filmu. Recenzente
O. Makarova (ka jau atziméts, vina atzist Zarinu par kinematografisku

5 Tikpat liela loma jauna komponista radosas personibas veido$anas procesa
bija rezisoram Eduardam Smilgim. Sava gramata Optimistiska dzives enciklo-
pédija Margeris Zarins raksta: Vienpadsmit gadus nodienéju Dailes teatri par
Smilga muzikas konsultantu. Tie trakie kavaliera gadi dod man tiesibas rakstit
atminas. Un, tiklidz gremdejos atminds par “veco labo Dailes teatri”, ta dveseli
parnem maigas un pavasarigas trisas. Tas tacu bija mans vetru un dzipu laiks,
mani macekla gadi, manu maksliniecisko uzskatu formésanas. Viss notika fasci-
néjosas Smilga personibas ietekme, pat vina cilvéciskie vaibsti un ipasibas mani
inducejusas. Sacis divdesmit devipu gadu vecuma, pavadiju Dailé visus savus
trisdesmit (Zarin$ 1975: 155).
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komponistu) norada, ka Leonids Leimanis |ir| [oti muzikals reZisors.
Filmas panakumu atsléga esot komponista un rezisora apbrinojama
jaunrades vienpratiba (Makarova 1969).

Spélfilmas Pie bagatas kundzes muzika visos tai veltitajos raksturo-
jumos vienmeér vértéta ka loti izdevusies. Pieméram, kino véstures pétniece
Silvija Lice raksturo to ka vienkarsu, Joti emocionalu, ar filmu organiski
saaugusu (Lice 1977: 94). Vina ari atzimé komponistam raksturigo véstu-
risko precizitati, spéju neuzbazigi niansét laikmeta dazadas noskanas (Lice
1977:94).

Muzikalajam noforméjumam Zarins izmantojis 20. gadsimta 20.—
30. gados Eiropa un Latvija popularas dejas fokstrotu un tango, ka ari
valsi un marsu. Katrs no Siem zanriem sniedz ne tikai laikmeta raksturo-
jumu, bet ari portreté kadu noteiktu varoni, rada noskanu vai paspilgtina
kadu ideologisku akcentu. Fokstrots saistits ar inteligento bezdarbnieku
Kurmja kungu (Edvards Pavuls), tango ar Emmu Karkls (Liga Bérzina),
valsis — ar sapni par laimi un laimes ilaziju, marss — ar prieksvélesanu
kampanu un Saeimas vélésanam.

Fokstrota téma aizgtta no senas Ciganu zinges, ko komponistam
bérniba iemacijusi aukle. Auklite man uz savu roku iemacija ariju — “Ci-
gans blauc no tilgut maja, cetliem zilgiem blauc!” |Cigans brauc no tirgus
maja, Cetriem zirgiem brauc!| Mdjiens miuzikas zinatniekiem (no turienes
maestro izcila gaume un eksotiskas intonacijas, kas atspogulojas virkne
sacerejumu, kuri sarakstiti piecdesmito gadu sakuma), ar humoru raksta
pats Margeris Zarins (1975: 12). Fokstrots trapigi ataino inteligenta
bezdarbnieka Kurmja kunga ironisko dzives uztveri. Japiezime, ka i deja
jau savos pirmsakumos bijusi ar sléptu protesta garu — vienu no tas
paveidiem, 1éno fokstrotu, pétniece Paulina Nortone raksturo ka sacel-
Sanos pret.. augstakas sabiedribas dejam (Norton 2001: 135). Filma gan
izmantots atrais fokstrots — kviksteps, kas attistijies tiesa dZzeza muzikas
ietekme.

Fokstrota solo uzticéts saksofonam — instrumentam, kura brivi plasais
un smeldzigais skanéjums savukart labi raksturo 20.-30. gadu laikmeta
atmosferu. Tiesi $aja perioda tas iemantojis ipasu popularitati saikné ar
dzezu. Komentéjot dzeza ienaksanu Latvija, Indrikis Veitners norada, ka
pirmo nozimigo uzplaukumu tas guvis tiesi skanu kino laikmeta: lielai
sabiedribas dalai, kas materialu apsvérumu dé] nav atlavusies apmeklét
teatra un operas izrades, kino bijusi vieniga saskarsme ar kultiru. Ta
bijusi populara un plasai sabiedribas dalai pieejama izklaide, kas noteikusi
valdoso modi (Veitners 2009: 37).
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Spélfilma Pie bagatas kundzes sakas un noslédzas ar smeldzigu tango.
Ka jau zinams, §1 deja savu popularitates kulminaciju Eiropa piedzivoja
tiesi 20. gadsimta 20.-30. gados, t. i., laikmeta, kura risinas filmas darbiba.
Legendara tango komponista un interpreta Karlosa Gardela (Gardel,
1887-1935) darbi skanéja visa pasaulé, un tango no vienkarsas dejas
partapa par socialkulturalu fenomenu, kas sasniedza ari Latviju (atceré-
simies Oskara Stroka® fenomenu).

Filma pretstatits augstakas sabiedribas dzives spozums un nabadzibas
posts. Lidzas Emmas necilajam majoklim atrodas restorans, pa kura
atvértajiem logiem dzirdama izklaides muzika (fokstrots, tango), kas ir
kliedzosa pretruna ar galveno varonu dzives realitati. Tango raksturiga
smeldze tadéjadi simbolizé maza cilveka ilgas péc laimes, brinuma, $aja
gadijuma — Emmas Karkls sapni par izrausanos no nabadzibas.

Galvenas varones pardzivojumus komponists atklaj, varigjot instru-
mentaciju vienas témas ietvaros. Divu veidu tango — majestatiski skarbs
orkestra snieguma un liriski sapnains kamerversija, fantazgjot par iespé-
jamo laimi (galvenokart saikné ar materialam vértibam) — vésta par
Emmas Karkls personibu, vinas skatijumu uz pasauli un pasas vietu taja.

Pirmaja tango modeli (orkestra versija) priek$plana izvirzas liela-
koties instrumenti, kas saistiti ar ta laika sadzives muzicé$anas tradicijam.
Veérojot bagatnieku dzivi un apsverot iespéjamo zadzibu, Emma cinas
pretrunigas jutas, un so cinu savdabigi ataino vijolu un saksofonu saspéle
minora. Abu instrumentu grupu minoriga kantiléna sava zina iemieso
sapnojumu par laimi, bet vijolu tembri pauz to vairak introverta, intimi
liriska rakursa, kamér saksofoni — ekstraverta, uzstajigaka versija. Lau-
joties mirkla kardinajumiem (desu zadzibai), tango piedziedajuma prieks-
plana izvirzas vienvarda mazors un akordeons — acimredzot ta tembrs
komponistam skitis visatbilstosakais $adam sizeta pavérsienam.

Otrs tango modelis skan kamerversija: Emmai lukojoties spoguli,
vinai uzsmaida krasni térpti laudis no zurnala izgriezumiem (tie
piestiprinati pie spogula ietvara). Vijolu spéle klavieru pavadijuma atkal
pauz smeldzigas ilgas péc $is vinai nepieejamas pasaules.

Ari val§a pamata 3aja spélfilma ir tango téma. Soreiz ta raksturo
galvenas varones laimes izjutu, priecajoties par jauniegtitajam mantam —
vina pastaigajas jaunajas kurpés un kleita, apmeklé juvelierveikalu.

¢ Oskars Stroks (1893 Daugavpili — 1975 Riga) ir 20.-30. gadu Latvijas mu-
zikas dzivé nozimiga personiba, pasaulslavena tango Melnas acis autors. Plasak
par vinu sk., pieméram, gramata Jlabupunmet pycckoeo maneo (Aparnnés 2008).
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Ceturtais spélfilma Pie bagatas kundzes parstavétais zanrs ir epizo-
disks marss, kas raksturo studentu bravuru un prieksvelésanu kampanu.

Tomer tiesi tango témas izteiksmigas parvertibas dazados veidolos
daudzi skatitaji un kritiki uztvérusi ka vienu no spélfilmas interesan-
takajam iezimém. Pieméram, Silvija Geikina 1969. gada raksta: Variejot
vienu melodiju, panakta liela noskanu bagatiba, kas vienmer iedarbo-
jas loti trapigi. Turklat mizika atbilst attelotajam laikmetam (Geikina
1969).

Bl

Seviski spilgti Zarina raksturotajtalants izpaudas 1971. gada péc
Radolfa Blaumana noveles motiviem tapusaja spélfilma Naves ena
(rezisors Gunars Piesis, scenarija autori Janis Kalnins un Gunars Piesis).
Mauzikai Seit ir liela dramaturgiska slodze. Rezisors Zarina ieguldijumu
filmas kopveidola novértéjis loti augstu: Vinu uzskatu par vienu no inte-
resantakajam personibam sodienas komponistu vidu. Vina izteiksmiga
miuzika palidzeja kaldinat filmas panakumus, ta lieliski papildina drama-
tisko atmosféru, bagatina tas noskanu nianses (citéts péc: Saitere 1972).

Laikraksta Rigas Balss atsauksmeé Zarina muzika slavéta ka maksli-
nieciska vertiba, kas nenomac darbibu un organiski ieklaujas filma, tomer
vienlaikus uzdots jautajums: [..] vai reZisors, filmu ieskanojot, nav mazliet
par daudz aizravies ar komponista piedavato smalkjutigo muzikalo temu
atkartosanu, ir lente vietas, kur ilgaks klusuma bridis, skiet, butu vel
iedarbigaks (Piesis 1971). Vismaz daléju atbildi uz $o jautajumu varétu
sniegt filmas muzikas sanalize, kas ir viens no nakotnes pétniecibas
uzdevumiem.

* %ok

Viena no zanriski un stilistiski sarezgitakajam Zarina kino partitaram
ir muzika speélfilmai Ceplis (1972, rezisors Rolands Kalnins, scenarija
autors Viktors Lorencs). Tas pamata ir 1928. gada izdota Pavila Rozisa
romana Ceplis motivi.

Interesanti, ka filma sakas un beidzas ar svétku parades télojumu,
veidojot apla kompoziciju. Savukart mazika taja tapusi ka ironisks un
psihologisks komentars. Filma nav iedomajama bez Margera Zarina mii-
zikas, kas atbilstosi ekranizejuma koncepcijai palidz trapigi raksturot
laikmeta atmosferu, [..] atseviskas personas, darbojas [..] ka psibologisks
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vai ironisks komentars, pieskir situacijai velamo emocionalo noskanu un
poéziju, atzimé Silvija Lice (1972).

Atminoties filmas tapsanas procesu, komponists stasta: Sakuma, kad
mans uzdevums bija arbiva sameklet ta laika slagerus skanu platés, izteicu
priekslikumu, lai reZisors (ta reize man likas pienakusi) visu filmu balsta
uz dokumentalas skanu pasaules, kas tik lieliski raksturo visu. Rezisors
tam nepiekrita, tomer bija jaraksta originalmizika (Zarins 1976: 108).

Soreiz komponists filma meistarigi istenojis caurvijattistibu, kas savu
kulminaciju sasniedz Margaritas Vilcanes atskanotaja restorana dziesma
Es sirdi izrauju un aizmetu to suniem (Pavila Rozisa vardi no cikla Sarunas,
1936). Ta reizeé ir arl paSas filmas dramatiska virsotne, kura atklajas
Cepla patiesa daba. Dziesmas melodija filmas gaita izskanéjusi dazados
veidolos — ka barokala kazu epizode baznica, ari ka jauna para pirmais
valsis, kas pariet Edmunda Sausa mates izmisuma pilnaja deja. Klausitaji
zemapzina tiek gatavoti atrisinajumam - restorana dziesmai uz $is pasas
témas pamata, kura ar teksta palidzibu pausts viss lidz $im vardos neiz-
teiktais’.

IepaziSanas ar Margera Zarina filmu muzikas partitaram lauj formu-
lét vairakas vina rado$a rokrasta iezimes. Vispirms — komponists nav
vairijies no saloniskuma un popularas muzikas dazadiem Zanriem, ta
tuvinot muaziku varonu realas dzives videi®.

7 Es sirdi izrauju un aizmetu to suniem, | Jo sirdi nemiers mit, kas milai allaz
veligs. | Es sirdi izrauju un aizmetu to suniem, | Lai kritis majotu vien ienaids asi
dzeligs. | Ko vél lai milé sirds, kas nievata un smieta? | Ta savas ciesands jau top
ka akmens cieta. | Ja pienaks kadreiz laiks, kad sirds vairs nebis lieka, | Es
strauji vairisos tad projam tada prieka. | Bet tagad atlaujat bez sirds but dzive
brivam | Un ilgi kvelot vel ka naida sartam spivam, | Jo nist vislabak spej tads,
kam nav kriitis sirds, | Tam acu skatieni ka naida zobens mirdz. | Bij’ sirdi nedie-
nas un sakums visam postam, — | Kade| man dzivot vel, sis negausibas joztams |
Nu esmu brivs no ta, kas mani posta rava, | Kas mani plosija un naves glastiem
skava. | Es sirdi izravu un aizmetu to suniem, | Lai suni plosa to, kas plosija reiz
mani. | Es brivi noskatos, kas prieku dara suniem, | Lai Sausmas gavilé ka baigi
posta zvani.

8 So ipatnibu neredzam, pieméram, Margera Zarina laikabiedra Jana Ivanova
simfonizétaja partitara — mazika spélfilmai Salna pavasari; ari komponists Pauls
Dambis intervija raksta autorei atzinis, ka sava filmu muzika vairas no tada
sadzives zanra ka dziesma (Dambis 2011).
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Ipass Zarina meistarstikis ir témas Zanriska transformacija (tango
filma Pie bagatas kundzes) un ari stilistiska variésana: pieméram, filma
Ceplis téma, kas barokali ietoné laulibu ceremonijas fonu, vélak partop
gan par romantisku valsi, gan 20. gadsimta pirmas puses restorana dzies-
mu. Radosa muza gaita komponists savu variésanas meistarstiki izkopj
arvien virtuozak. Agrinajas filmas (Ka gulbji balti padebesi iet, Nauris)
izmantoto tému skaits ir lielaks, tacu velinajas (Ceplis, Purva bridejs,
Meérnieku laiki) biezi visas partitiras pamata ir tikai viena téma, uz kuras
pamata virknéjas visdazadakas metamorfozes. Tadéjadi komponists aplie-
cina tieci uz arvien izteiktaku lakonismu, kodoligumu tematiska materiala
izvéle.

Un vél: aplukotie filmu muzikas paraugi daza zina sasaucas ar Zarina
akadémisko zanru skandarbiem, kuros stilistiski kontrasti tverti loti daudz-
veidigi; ne velti Tatjana KuriSeva sava monografija par komponistu $ai
témai veltijusi pat ipasu nodalu — No stilizacijas uz polistilistiku (Kypsi-
meBa 1980: 89-130).

Margeris Zarins reiz rakstijis, ka vina kredo bijis radit muziku ka
kontekstu filmai, kas nav spéléjama koncertos; vinam neesot vélmes no
filmu mazikas veidot svitu’ (Zarins 1976: 108). Kritiski atskatoties uz
savam 16 filmu muzikas partitaram, vins norada: [..] dagu no tam negribas
ne atcereties, bet ar dazam lepojos. Ne jau ka komponists, bet ka filmas
lidzautors, ka miuzikas reZisors. |..| mani sajusmina kinoskatitaji, kas
atzistas — briniskiga filma, nemaz nejutu, bija miizika vai nebija, tikai ta
viena dziesma, ta nu gan tur iederéjas, iesita ka ar bomi pa pieri (Zarins
1976: 108).

Varam secinat, ka komponists loti veiksmigi ievérojis pasa formulétas
nostadnes. Vina muzika vienmer ir organiski saskanota ar rezisora ieceri,
tapéc nekad nenonak pretruna ar filmas attistibas logiku. Idejas, ko Mar-
geris Zarin$ paudis gan ka filmu muzikas teorétikis, gan praktikis, ir
aktualas arl masdienas.

* Domata Jana Ivanova Svita no muzikas kinofilmai Salna pavasari.
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Margeris Zarins’ Film Music:
Some Aspects of his Creative Individuality

Zane Saulite
Summary

Composer and writer Margeris Zarin$ (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
Zarins$ as one of the most interesting personalities in this field and describe
him as a very cinematographic composer (Makarova 1969).

Margeris Zarins 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 (Zarins 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 belping 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, be 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
(Zarins 1976: 108). It should be noted that Zarins’ 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 Margeris Zarins$ 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).

Margeris Zarins 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 (Zarins 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 bear 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
(Zarins 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 Margeris
Zarin$ expressed both as a film music theorist and practitioner, are still
very valuable today.
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III. MUZIKAS ESTETIKA UN TEORIJA

O COOTHOLIEHNH HHCTPYMEHTAJIBHOTO 1
BOKAJIbHOTO B TeHe3HCe MY3bIKAJIbHOTO MCKYCCTBA.
My3bIKaJbHbIi 3BYK U r0JI0C!

Dr. art. Cepreii OKpymko
IIpogpeccop Jlumosckoii akademuu my3viku U meampa

Beenenne

B niporiecce ananusa mpo0JieMbl COOTHOIIEHUST MHCTPYMEHTAIILHOTO
1 BOK&JIBHOTO B TeHE31CE MY3bIKJIbHOTO MCKYCCTBA (DEHOMEH ITEHUS pac-
CMaTpUBAaETCs He TOJbKO KaK Cyrybo My3bIKaIbHOE, HO M KaK COLIMaTb-
HoOe siBJIeHNEe. ABTOP KOHLIEHTPHPYETCsI Ha BOITPOCE O TOM, KAKMM UMEHHO
00pa3oM MPOVCXOINUT IIPUBHECEHUE COLIMAIBLHOIO COEPKAHMS B MHTO-
HaLMOHHYIO IEATEILHOCTD YEJIOBEYECKOT0 Tostoca. PaccMmarpuBaeTcst poJib
MY3BIKQJIbHOTO MHCTPYMEHTA B Ipollecce MPOUCXOXKICHUST (heHOMEeHa
TeHUS.

Lenb cTaThM — PaccCMOTPETH COLIMATBHYIO 00YCIOBIEHHOCTD BO3-
HUKHOBEHUS (DeHOMEHA IIEHUST X €70 COOTHOIIEHHUE C MY3bIKAJIbHBIM 3BY-
KOM 1 MY3BIKaJIbHBIM MHCTPYMEHTOM.

Jl aH H bl € — MHEHUS Y BBICKA3bIBaHWSI U3BECTHBIX UCCIIEOBATENEN,
coziepKalrecs B OIy0IMKOBAaHHBIX TPyIaX, a TAaKKe HAOJIIOAEHUST 1 OTTBIT
aBTOpAa.

MeToabl — aHanu3, 00001IeHNEe, CUHTE3.

! 3akmounTeibHast TpeThsl cTaThsl. [lepBast crathbst: Okpyiiko, Cepreii (2010).
O COOTHOILIEHUU MHCTPYMEHTAIBHOTO U BOKAJIILHOTO B TEHE3KMCE MY3bIKAJIbHOTO
nckycctBa. [ToctaHoBKa nipobieMsl. Miizikas zinatne Sodien: pastavigais un mai-
nigais, 11. Daugavpils: Daugavpils Universitates Akadémiskais apgads Saule, 16—
26. Bropas cratbs: Okpyiiko, Cepreit (2011). O cooTHOILLIEHUN UHCTPYMEHTAJIb-
HOT'O ¥ BOKQJIbHOTO B F€HE3MCe MY3bIKAJIbHOTO UCKYCCTBA. My3bIKabHBIN 3BYK 1
MY3BIKaJIBHBI MHCTPYMEHT. Miizikas zindtne Sodien: pastavigais un mainigais,
II1. Daugavpils: Daugavpils Universitates Akadémiskais apgads Saule, 9-24.
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Pe3ynbTaThbl — BBIABUIAETCS MBICJIb O TOM, 4TO (DEHOMEH MEHUS
€CTb Pe3yJIBTaT IPollecca, TPY KOTOPOM MHTOHALIMY FOJIOCA B OOIIIECTBEH-
HOM CO3HAHWMY HAJIEISAIOTCS CBOMCTBAMMY TIPEAMETA, BOBJIEUYEHHOTO B CO-
LIMATBHO O0YCIOBIEHHBIE (POPMBbI eI TETbHOCTH. Pelaroriast pojib B 3TOM
poliecce MPUHAMJIEKUT IIPEAMETHOMY MUPY UeJIOBEKA.

S

B TpeTheit, 3aKIIOYNTEIBHON CTaThe 3aAyMaHHOTO LIMKJA, TIaBHOE
BHUMaHUe yaesietcst heHoMeHy rneHust. ColuaabHast CyIIHOCTb MEHUST —
o0Lenpu3HaHHbIN (pakT. OgHAKO, 10 MHEHUIO aBTOPa, HEOOXOAUMO YTOU-
HEHME B MOHMMaHUU UCTOKOB U MPUYKH 3TO# cylHocTh. CTaHOBIEHHE
J11000r0 3HAYUTEILHOIO COLMAIbLHOIO SIBJIEHMUST BCEra eCTh IPOLieCC,
BO3BHMKAIOLIWI ¥ MPOTEKAIOLINIA B HEPA3phIBHOM CBSI3M C MpobieMaMu
JKU3HEAESATeIbHOCTU YeJI0BEYeCKOro KoJutekTuBa. MeHHO cTpeMiieH1e
YSICHUTD CaM IIPOLECC IIPeBPaLLeHUsI AeSITeIbHOCTU r0J10Ca B TAKYIO IPK-
3HAHHYIO O00IIECTBOM (DOPMY, KaKOil SIBJISIETCSI TIEHKE, OTTPEIETUIIO TIPO-
0JieMaTUKY TMpe/TaraeMoi CTaThy.

CompanbHas 00yCJIOBJIEHHOCTD EHHS

CymiecTBylolee pa3Hoo0Opa3re My3bIKaJabHBIX KYJIBTYp ¥ MaHep T1e-
HUSI HE CBSI3aHO C KAKUMM-JTMO0 pa3IMUUSIMU B CTPOEHUU TOJI0OCOBOTO UJIN
CJIyXOBOTO arrapara y HapoJIOB, TIPEACTABISIONIAX 3TA Pa3HbIE KYJIbTYy-
pbl. B TO ke BpeMsi, eciiu Obl (peHOMEH My3ULIMPOBaHMSI ObLI 3a710KEH B
YyeJIoBeKe MPUPOIOi, TaK CKa3aTh, U3HAYAAbHO, TO €IUHOE aHATOMMUYEC-
KO€ CTpOEHHE TOJI0COBOTO anrapara J0JKHO ObLTIO ObI TOPOAUTH €IUHYIO
MY3bIKAJIbHYIO KYJIBTYPY U €AMHYIO MaHepy MeHUsl y Bcex HapoaoB. OHaKO
storo HeT. Eciii ke mpu oMMHaKOBOM CTPOEHUM TOJIOC YeJIOBEKa MPOSIB-
JISIETCSl CAMBIMM Pa3IMYHBIMU MaHEepaMU MEHUSI B CaMbIX pa3HOOOPa3HbIX
JIAIOBBIX CUCTEMAX, TO OTO 3HAUMT, YTO HU OTHY U3 3TUX MaHEP TTeHUS, HU
OJIHY JIaIOBYIO CUCTEMY HeJib3sl OTNpeAe/JUTh KaK MPUCYIIYIO YeTIOBEKY
BUAOBYIO (hopMy JedaTeTbHOCTH roioca. [ToaToMy MpuYmMHY BOBHUKHOBE -
HUS TIEHUs CIeAyeT McKaThb He B OMOJIOTUYECKUX M (PU3MOJTOTUISCKUX
MpennochLIKax U MepBOMCTOKAX, a B 3aKOHOMEPHOCTSIX COLIMAIbHO 00yC-
JIOBJICHHOM 1€SITEIbHOCTHU.

Hanuuwue ciyxa, rojgoca, 3peHUs U T. . HE SIBJISIETCS] UCKITIOUUTEb-
HOIT 0COOEHHOCTBIO YeJTOBEYECKOTO OpraHM3Ma — BCE 3TO €CTh U Y JKUBOT-
HbIX. OHAKO KOPEHHOE OTJIMYHME YeJI0BeKa OT (KUBOTHOTO COCTOUT B TOM,
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YTO KMBOTHOE HE CO3MAET YETO-TMO0 ITOIOOHOTO TOMY IIPEAMETHOMY MUDY,
KOTOPBIi CO311aJ1 YEJTOBEK, ¥ TTI03TOMY B3aMMOICICTBYET UCKITIOUUTETLHO
¢ 00bEeKTaMM, BOBHUKHOBEHNE KOTOPHIX HE 3aBUCHUT OT €ro AesITeJIbHOC-
. B TO Xe BpeMst 4esloBeK BCTYINAET B KOHTAKT HE TOJIbKO U JaXe He
CTOJIBKO C MPUPOAHBIMU OOBEKTAMU, CKOJBKO C MPEAMETHBIM MUPOM,
CO3IaHHBIM CAMMM YeJIOBEYECKIUM COOOIIECTBOM. B COOTBETCTBIHM C 3THM
MOJIyYeHHBIE OT MPUPOIBI BO3MOXKHOCTH BOCIIPUSTUS U ACSITEIBHOCTH
OopraHu3Ma IIpUoOPETAIOT COLIMAILHO U KYJIETYPHO 00YCI0BIEHHBIE (hOp-
MBI, KOTOPbI€ BbI3BaHbI HEOOXOAUMOCTbIO Pe3yJILTATUBHOIO UCII0JIb30Ba-
HUSI B TTOBCEIHEBHOM XXM3HU CO3IaHHOTO IpeaMeTHoro mupa. [Toatomy
CTaHOBJICHUE YEJIOBEUECKU BUJISIIETO IJ1a3a, YeJOBEYSCKU CIIBIIIALIETO
yXa, TakKe KaK 1 IpeBpalleHre JTaHHOTO IIPUPOA0i TOJIOCOBOTO CUTHAIA
B COLIMAJIbHO U KYJIETYPHO O0YCJIOBIEHHYIO AESITEIbHOCTh YEJIOBEYECKOI0
rojioca — Bc€ 3TO Hepa3pbIBHO CBSI3aHO C BOBHUKHOBEHMEM U CTAaHOBJIE-
HUEM ITPeIMETHOTO MUpa YeJIOBeKa.

B opranusme 4yesioBeKa MpUPOAOIL HE 3aJ10KEHO COLMATbHO 3HAYM -
Moe (PYHKIIMOHMPOBAHME IBUTATEILHBIX JIMOO BOCIIPMHUMAIOIIINX Opra-
HOB. CTaHOBJICHNE TAKOTO COLIMAILHO 3HAYMMOTO SIBICHUS KaK IIEHNE He
MMeeT BOOOIIe HUKAKOIO OTHOLIECHUS K OMOJOTMYECKH HEOOXOIUMBIM
dopmMam peakiu opraHu3Ma Ha OKpyKaloliee.

[leHue yenoBeKka OTHIOAb HE Gbimexaem U3 HU3MOIOr0-aHATOMMU-
YECKOTr0 CTPOEHUSI €r0 FOPTaHU. Y uenoeexka Hem KaKo2o0-aubo omoensHo2o
opeana, cneyuanbHo npeoHa3HA4eHHO20 0451 NeHUs, U Negueckuil npoyecc odec-
neuusaemcsi COBMeCmHoll pabomoii 0peanHo8 u cucmem, OUOA0UHECKU nped-
HA3HAYEHHBIX 04151 bINOAHEHUS MAKUX ICUSHEHHO He00X00UMbIX (PYHKUULL, KaK
dvixanue, npuém u nepepadbomka nuwU, 08UAMeNbHAsI AKMUBHOCMb U M. 0.,
npU4EM 8 NEHUU 6Ce IMU OP2AHbL U CUCMEMbl CMAHOBAMCS QYHKUUOHANLHO
83AUMO3ABUCUMBIMU HACMAMU 00HO0 UeN020 — NeGHeCK020 UHCMpPYyMeHma,
pabomaroweeo Kax edunas gynkuyuonanvuas cucmema (FOmmanos 2007: 14).
Toro e mHeHUs npuaepxxuBaetcst Payns FOccon (Raoul Husson), KoTo-
pbIii muiieT: B nepsyio ouepeds ommemum, Hmo He cyuecmeyem opeaHos,
KOmopble 6 CIpo2OM CMbLCAe MONCHO OblA0 Obl HA3bIEAMb OP2AHAMU (POHAUUU.
Ecau y uenosexa cyujecmeyem cneyudnbHblii 0pean 3penusi, NPeoOHA3HAYeH-
HbLIl MOAbKO 05 3peHUS, eCAU 8 YXe UMECHCs CA0NCHOE AHAMOMUUECKOe YCH -
DPOlicmeo, npeOHa3Ha4eHHoe MOAbKO 05 CAYXA, MO Hem HU4e20, CO30AHH020
cneuuanvHo 0ns 2010coodpazosanus. Bee opeanst, ynacmeyroujue 6 ponauuu,
npeoHazHauenvt 015 nepeoouepeonbix U boaee 6aNCHbIX QYHKUUL Heroseuec-
K020 OpeaHusma: (OHAYUU OHU CAYICAM KAK Obl CAVHAUHO U GbINOAHAIOM
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donoanumensvuyro, emopuuryio yuxuuro. |..]| CosokynHocms mak Hazovléae-
MbIX 36VK000pPa3VIOUUX 0P2aHO8: 1é2KUe, 20PMAHb, HA020pMAHHbIe NOA0CMU —
He npedcmasnsem, maKum 06pa3om, 0peana 4y8CmeeHHo20 UAU 08Uamensb-
HO020, NPUCNOCODACHHO20 CREUUANbHO 015 38YK000PA308AHUS, A NUULD 1681eMCsl
YY6CMEeHHO-08U2AMeAbHOL accouuaylell, UCnoAb3yemMoll npu HeobXooumoc-
mu 045 yeneil 36yKoo0pazoeanusi, U 6cé 3mo 04aeo00apsi Hep8HbIM CE53AM, 00-
NOAHAIOWUM OCHOBHYI anamomuyeckyio cmpykmypy (KOccon 1974: 214—215).
VIMeHHO 3T HEPBHBIC CBSI3U, QONOAHAIOUUE OCHOBHYH) AHAMOMUHECKYIO
cmpyKkmypy 1 SIBJISTFOIIIECS TT0 OTHOIIEHUIO K MOP(OJIOTUH TeJia YeIoBe-
Ka YMCTO BHEITHUMM YCIIOBHOCTSIMU, Y CO3IAIOT OTINYME MEXKIY IIEHUEM
YyeJI0BeKa W MY3BIKOITOZOOHBIMU TPOSIBJICHUSIMU IESITSIbHOCTH ToJioca
JKUBOTHBIX. BOT uTO mumrer 06 3Tom oTmmany Bukrop FOmmanos: B om-
auyue om “norugux” nNMuYy U ICUBOMHBIX, apmucm noém u pabomaem Hao
MexHUKOoU neg4eck020 2010c000pa308aHus He moeda, Kk020a y He2o 803HUKA-
em HenpeoooAuMas Qusuosoeuueckas NompedHoCms 8 neHuu, a mozod, Koe-
da cuumaem 3mo HyJICHbIM, U Oeaaem 3mo makK, Kax no e2o npeocmaeieHusm
u noHumanuio 3mo Hado deaams (FOmmanos 2007: 12).

dopMrpoBaHue B YeJIOBEYECKOM MO3TY HEMPOIMHAMUYECKHX CTPYK-
Typ, IETEPMUHUPOBAHHBIX COLIMATBHBIMU YCIIOBUSIMU KU3HEIESITEIBHO-
CTU U OOIIECTBEHHO 3HAYMMBIMU pe3yIbTaTaMy KOJIJIEKTUBHOTO TpyJa B
dopme IpenMeTHOTO MUPa, M OTIPeIesiIeT BOSHUKHOBEHUE CTIeIInpIIec-
KHX CITOCOOHOCTEM, OTIMYAIOIINX YeJIOBEKA OT JKMBOTHOTO. DTO OTHOCUTCS
KO BceM (hopMaM MPOSIBJICHUST YeJI0BEUYECKOM IeITeIBHOCTH, B TOM YHCIIe
1 K neHnio. [ojoc nmprnodperaet crenUIecK 4eI0BeYecKoe, Haa0no-
JIOTUYECKOE 3HaUCHNE, OTIMYAIOIIEe eT0 OT FOJI0Ca XKMBOTHOTO JIUIITh 10~
CTOJIBKY, TIOCKOJIBKY OH CBSI3aH C pe3yJIbraTaMy KOJUIEKTUBHOM aKTUBHOCTHU
YyeJioBeKa 1o Mpeodpa30BaHUIO OKPYXKAOIIEero MUpa, IMOCKOJIbKY OTp a -
XaeT W abcTparupyeT NPUCYIIUM €My CITOCOOOM 3Ty TBOPUYECKM-
IIpeoOpa3yIoIIyio AesITeAbHOCTh. BHe co3mmaTeIbHOI 0OIIeCTBeHHOM
aKTUBHOCTU U BHE TIPEIMETHOTO MUPA, CO3MaHHOTO 3TOM aKTUBHOCTEHIO,
rOJIOC YeJIoBeKa He MOKET IMMPUOOPECTH KAYeCTB, OTINYAIOIINX €ro aesi-
TEJLHOCTh OT OMOJIOrMYECKN 00YCIIOBJICHHOTO TOJIOCOBOTO CUTHAJIA KM~
BOTHOTO.

HTak, B cBeTE BBHIIICHU3I0XKEHHOTO TJIABHBIN BOIIPOC HAIICH TEMBI
MOXKHO C(pOPMYIMPOBATh TAK: KAKUM UMEHHO 00pa30M IPOUCXOINT ITPU-
BHECEHME HaaOMOJIOTMYECKOT0 COLIMAIbHOTO CONEePKaHUST B MHTOHALI-
OHHYIO JIeSITeIbHOCTD 9eJIOBEUECKOTI0 rojroca’?
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Tonoc u cyx

3ByKooOpa3ytomiast GyHKIIAS TOPTaHU, IIPUOOpeTEHHAS Ha OTIpee-
JIEHHOM 3Tarle Pa3BUTHUS XXMBBIX OPTaHMU3MOB 1 T00aBJICHHAS K BOCIIPH-
HUMaIOIIEMY CJIyXOBOMY arrapary, IeJiaeT 3ByKOBOI KOHTAKT C BHEITHUM
MMPOM JIBYCTOPOHHUM: CITyX SIBJISIETCSI MPUEMHUKOM, a TOJIOC — Mepeaar-
YUKOM 3BYKOBBIX CUTHAJIOB. [IepBOHAYaIbHOI M TJTABHOU (DYHKIINEH TO-
JIoca €CTh BhIPaK€HUE dMOILIMOHAIBHOTO COCTOSIHUS Tepenaloliero
CcyOBeKTa B CBSA3U C TEM WJIM UHBIM COObITUEM ((haKTOM, 00BbEKTOM), a 3a-
OJIHO U mepeaadya MHGOopMaLu 0 caMOM cOObITUM ((hakTe, 00bEKTe), Mpe-
JIOMJIEHHOM 4Yepe3 BOCIIPHSTHE TIePEIaroIero.

OmHako 11l TOTO, YTOOBI C(hOPMUPOBATH CUTHAJ B BUIE OTIPEIEIEH-
HOTo 3By4YaHMSs rojioca, HeoOXoauMa IiejieBasi YCTaHOBKAa M KOHTPOJIb,
KOTOPbI€ OCYIIECTBISIIOTCS LIEHTPAJIbHON HEPBHOM cUCTEMOMA. Bce mbiui-
Ubl 20DMAHU NONEpPe4HO-noaocamole (Ckenemuuie) u PYHKUUOHANbHO HAXO-
dsamces nod koumponem cosnanus yenosexa (Kpaes 1978: 393). OHu oka3bl-
BAIOT peayaupyroujee eausHue Ha Hanpsaicerue 2010C08bIX C8A30K U WUPUHY
20/10C0801 Weau, 4¥mo co30aém onpeoeNéHHY UHMOHAUUI U HIOAHCbl 38VK08
(Kpaes 1978: 398).

He BBI3BIBacT COMHEHMS, UTO BaXKHEHIITYIO POJIb B CO3MAHUU IICNIe-
BOI YCTAHOBKU Y B OCYIIIECTBICHUM KOHTPOJISI HA/I IeSITeIbHOCTBIO rojioca
WUTpaeT chyx: [..] puroeenemuuecku pazsumue 38yKoobpasyoueil YyHKyuu —
80 BCAKOM CAYHAEC Y BbICUIUX MACKONUMAROWUX — NPOUCX00UA0 NOO KOHMPO-
aem cayxa. Omcroda Hanuque onpeoeséHHbIX C8si3eil, 0COOeHHO MECHbIX Y 4en0-
6exa, mexcoy u3zuonocuell coOCmeeHHO 20PMAHHO20 8UOPAMOPA U (PU3U0A0-
euell gHympenHeeo yxa. |..| yxyouenue cayxo02o eocnpusmusi KaKux-auoo
36YK08bIX HACMOM 0MPaicaemcsl Ha KoAeOaHUusx 2010C08bIX C85130K, a 8 He-
KOMOPbIX NAMOA0UHECKUX CAYHASIX NPUBOOUM K NONHOMY UCHE3HOBCHUIO KO-
snebanuil Ha amux yvacmomax (KOccon 1974: 217). 3aBUCUMOCTb T'OJIOCOBOI
NESITEIbHOCTH OT CJIyXa MPOSIBIISIETCS] TAaKXKe W B TOM, YTO BPOXKIEHHASs
IJIyXO0Ta BJIEYET 3a CO00I HEMOTY. YTpaTa CIIOCOOHOCTY TOBOPUTH HA0JII0-
aeTcs U B TOM ClIydae, KOT/a IIyXoTa BO3HUKAeT B paHHEM JIETCTBE, TO
€CTb B TIepUoJI HarboJiee OJ1aronpusITHBIN TSI OBJIaIeHUST Pa3rOBOPHBIMU
HaBbIKaMM. B aTOM ciiyyae HayuMTh YeI0BeKa TOBOPUTH MOXKHO TOJIBKO C
TTOMOIIIBIO CTICIINAIBHOM MeTOTUKHM. ECiIn 3ke 4eToBeK IOTePsIT CITYX YKe
TTOCJIe TOTO, KaK Hay4YUJICSI TOBOPUTH U TIETh, TO OH MOXKET B TOM MJIN UHOM
CTETNEHM COXPAHUTD pedb U MeHKUE, PyKOBOJICTBYSICh YXe c(popMUpOBaH-
HBIMU BHYTPEHHUMU OILIYIIEHUSIMMU.
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Tosoc u okpykaromas cpeaa

OnHaKo xapakTep 3BYKOIPOSIBIEHUH TOJI0CA 3aBUCUT HE TOJBKO OT
HaJIM4YUsT 1 BOBMOXKHOCTEH ciiyXa, HO TaKKe U OT 3ByKOBBIX XapaKTepuc-
THUK OKpYKaloIlleil Cpebl, BO3MEHCTBYOIIEH Ha ciiyX. MHbIMU cioBaMH,
BaXKHO HE TOJIBKO TO, KaK CJIBIIIUT yXO, HO U TO, YTO UMEHHO OHO CJIbI-
IIUT, KaKKe 3ByKU TIPEIOCTABIISCT eMY JIJISI BOCIIPUSITHSI BHEILTHUIA MUP.

3aBUCUMOCTb 3ByKOIPOSIBJICHUI TOJIOCA OT CITyXa U OT 3BYKOBBIX Xa-
PaKTepUCTHUK BHEIIHETO MUpPa MOATBEPXKIAETCS TAaKXKe ONbITaMu AJbd-
pena Tomatuca (Alfred Tomatis), KOTOpBIe TIOAPOOHO OMUCHIBaeT Payib
KOccon B cBoeit knure [lesueckuii eonoc. BBumy BaXHOCTH Pe3yIbTaTOB
3THUX OIBITOB JJIsI TPOOIEMATUKK JaHHOW pabOThI MPUBELY UX ONMCaHUE
6onee monpobHo. B 1954 200y ¢ Tomamucom namu 6bin nocmaenet caeoyio-
Wil onbim: negeu, neguiliil neped MUKpoghoHoM, CHO8A NOAYUAA CBOIL 2010C,
HO He U3 GHeulHe20 NPOCMPAHCMEa, a yepe3 20108Hble meaedoHsl. M3 mukpo-
@ona nepeoHauanbHble 38YK0Bble K0AeOAHUA NPOXOOUAU Hepe3 yCUAumens,
CHAOJICEHHBLI CUCMEMOTL NOA0COBBIX PUABIMPOE, NO3GONAGUIUX USMEHAMb UH-
MEHCUBHOCMb 2APMOHUK NePBOHAUANbHO20 CHeKMPA NeguecKo2o 38yKa, no-
cmynasuiezo 8 MUKpoghoH. Takum obpasom sKcnepuMeHmamopsl Mo2au 603-
deiicmgogamb HA CAYX nesua memopom, UsMeHéHHbIM no ux npouseony. llpu
HEeKOmOopbiX USMEHEHUSX CneKmpa 0bl10 0OHAPYICEHO, UMO negel, He3a8UCl-
MO OM C80€20 JicCeNaHUsl, U3MeHsiem Ka1ecmao 38yKoobpasoganus. |..| negey
cozdaém cnekmp X, komopulii mpaucgopmupyemes punompamu é cnekmp X';
nocaeoHuil 8030yxcdaem cAyxXogvie 30Hbl KOPbl, 3AX8aAMbl8aAen 30Hbl UHMe2-
pauuu, ede popmupyemcs 60KanbHO-mMeNeCHAsl CXeMa nesuya, U OHA 8 COOM-
6eMCMBUU C YCMAHOBUBUUMUCS 00PAMHBIMU C8A3AMU nepexooum 6 cxemy X'
¢ nepecmpoliKoll yCMaHo80K 2040C08020 ANNAPAMA, NPUCNOCO0SIS €20 K CO-
30anuro Hoeoeo cnekmpa X' (FOccon 1974: 118—120). B 1957 200y Tomamuc
[..] yemanasausaem npsamyro 3asucumocms mesncdy uacmomoil, N00a8AeHHO
(ecmecmeeHHO UAU UCKYCCMBEHHO) U He docmuealowell cayxa nowuwe2o, u
noa0Ccol yacmom, KOMopas A8 MoMamuyecku nodagasemcs 62010ce
nesua. Smu noaocwl, 8udumo, eceeda moxcoecmeentol. Ilosyuennuolii pe3yns-
mam moxcem Obimv max Kpamio copmyauposan: “lonoc nesua codepoicum
moAabko mo, ymo gocnpurumaem ezo cayx”. | ..| pesyrsmameor Tomamuca yxa-
3aAU HA Cyulecmeosanue QYHKUUOHANbHOU CEA3U MeNCOY HYBCMBUMENbHOC-
Mobl0 yXa K PA3AUMHbIM 4ACMOMAM U NPUCYMCMBUEM 8 2010Ce COOMBen -
cmeyrouux um o6epmornog (FOccon 1974: 209). Ognako onbiThl Abdpena
TomaTuca MoATBEPXKIAIOT 111€ OJIMH He MeHee BaKHbI acrieKT. OHM yKa-
3BIBAIOT HA CYIIIECTBOBAHME 3aBUCUMOCTH MEXITy HAIMYNUEM B OKPYyKalo-
1Iei cpeie OnpeaesIEHHBIX YaCTOT U IMTPUCYTCTBUEM B FOJIOCE COOTBETCTBY-
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FOIIMX UM OOEPTOHOB: €CIM CIIYX axke BOCIIPMHUMAET TeMOp X, HO 3TOT
TeMOp OTCYTCTBYET B OKPY3KAIOIIIEM ITPOCTPAHCTBE, TO HUKAKOTO BO3/IEHi-
CTBUSI HA TOJIOC OBITH HE MOXKeT. TaKM 00pa3oM, CIIyXOBBIC IIEHTPHI KOPHI
TOJIOBHOTO MO3Ta, CBI3aHHbIE Yepe3 CIIYX C BHEITHUM MUPOM U MOBepra-
eMbIe BO3IECHCTBUIO BHEITHETO MUPa, BIUSIOT Ha (pOpPMUPOBAHME 3ByYa-
HUsI TOJI0Ca OIpeAeIEHHOTO KaueCcTBna.

Tonoc u MpeaMETHO-CJIYyX0Baa CxemMa

NTak, KOHKpETHOE 3By4aHKE YeJT0BEUECKOTro rojloca IeTePMUHHUPO-
BaHO CIYXOBBIM BOCTIPUSITHEM Uepe3 0CO3HAHHOE MM HEOCO3HAHHOE CO-
[JIaCOBaHME NesITeIbHOCTH rOJIOCOBOTO arrapara co CJIyXOBBIMU OIILyIIIe-
HusiMU. OHAKO 3TO COINIACOBaHME, KaK M CaMU CJIyXOBbIE ONIYIICHUS,
HOCHT XapaKTep He XaOTMIHOTO, HO OMpeaeIEHHBIM 00pa30M OpraHM30-
BaHHOTO Tpoiiecca. CiyXOBble OIIYIIEHMS, BOSHUKAIOLINE TPYU KOHTaKTe
C OKPYKaIOIIMM MIPOM, CO3IAIOT TO, YTO MOKHO HA3BaTh CIIyXOBO CXe-
MO BOCTIPUSITHSI OKPY3KaIOIIEro MUpa. DTa cxeMa IpeacTaBIsieT CO0O:
1) oTpaxkeHHe B CO3HAHWM COBOKYITHOCTU 3BYKOBBIX ITPOSIBIICHUI OK-

pyXarouei cpeasbl,

2) cuCTeMy B3aMMOCBSI3eil MeXKIy 3BYKOBBIMU CUTHAIAMU W MUCTOYHM -

KaMM 3THX CUTHAJIOB.

Ecnu ciyxoBoe BOCIIpUSITHE HAIIPaBJIEHO HAa KOHTAaKT CO 3BYKaMU
00BEKTOB M SIBJICHUI, KOTOPBIE TaHBI IPUPOIOIL, KaK 3TO IIPOMUCXOIUT Y
SKUBOTHBIX, TO IESITETEHOCTB TOJIOCOBBIX CBSI30K OIPEICISICTCST IIPUCYIIEH
JaHHOMY BUILYy OMOJIOrMYeCKU O0YCIOBJICHHOM CXEMOIA CJTyXOBOTO BOCITPH-
STUS OKpY>Karo1nero Mupa. Ecim xe ciyx HalrpaBjieH Ha KOHTaKT CO 3BYKO-
BBIMU TTPOSIBIICHUSIMU TPEIMETOB, TO €CTh 00BEKTOB, CO3MaHHBIX TPYIOBOM
AKTUBHOCTBIO YEJIOBEUYECKOTO COOOIIECTBA, TO ACSTEIBHOCTh TOJIOCOBBIX
CBSI30K OMPEAeIISIeTCS M HAaITPaBJISIETCs CIIyXOBOI CXEMOI, KOTOPYIO MOX-
HO Ha3BaTb npedmemHo-cayxoeoll cxemoit. [IpemMeTHO-CITyXoBasI cxema
MMEET COLIMAIbHYI0 O0YCIIOBIICHHOCTD 1 3aKPEILIIeTCs Oj1arogapst HepB-
HBIM CBSI3SIM, TOTTOJTHSTIOIIIMM OMOJIOTMUECKYIO CTPYKTYpy opranu3ama. Ha-
JIMYME TaKOM COIIMAIBHO OOYCIIOBIEHHOM ITPEIMETHO-CITYyXOBOM CXeMBI U
€CTb IPUYMHA TOTO, YTO MYCKYJIBHASI CUCHeMa 20pmanu co0aKu u 00e3bsibl
UOCHMUYHA 4e108e4eCKOll, 00HAKO OHU He 2080, He MOOYAUDYIOM, He HOIOM.
Yenosek dice cnocober npou3eo0ums ceoeil 20pManbio MOALKO ULYM,; NOEM OH
U 2060pum moavko nocpedcmeom ceoezo mosea (Occoun 1974: 215).

CiiemoBaTeIbHO, CIYX, OTNIPEAEIsIs HATMIKE M KOHDUTYPAITUIO IIpe-
METHO-CJTYXOBOM CXeMBI, UTPAET BasKHEMIITYIO pOJIb B POPMUPOBAHUH Cca-
MOI1 1IeJIeBO1 YCTAHOBKM ITpOIiecca IeHMUSI.
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IIpeameTHO-CaIyX0Basi cXemMa U
3Byvyalme npeaMeTbl — UHCTPYMECHTDI

Kak yxe yrmoMuHanaoch Bbllle, B IIPOLIECCE BO3ACHCTBYS BHELIHETO
MMpa Ha CJIyX (a uepe3 Hero 1 Ha rojioc) rIaBHOe 3HaYeHMeE ISl YeJIoBeKa
KaK CYIIIeCTBa COLIMAIbHOTO MMEIOT He CTOJIBKO TaHHBIE TTPUPOIO0I 00BEK-
THI W SIBJICHUSI, CKOJIbKO MPEAMETHBIN MUP, CO3IaHHBINA YeJIOBEUECKUM
COO0DIIIECTBOM 1 MCITOJIb3yeMBbIii B (popMax 001eCTBEHHO-3HAYMMOTO (hyH-
KuroHupoBaHust. Ho ocoboe 3HaueHure MpruoOpeTaloT IIpeaMeThl, 3By4da-
HME KOTOPBIX YeJIOBEK HaAe/IsIeT 0COOBIM CTATYCOM — CTATyCOM MY3bIKaJIb-
HOTO 3BYKa, M KOTOPBIE CITEIIMATBbHO CO3MAIOTCS C IIEJIbIO JaTbHEMIIETO
BOCIIPUSITHS WX 3BYKOOOPA3yIOIINX CBOMCTB, TO €CTh — MY3bIKaJIbHEIE
WHCTPYMEHTBHI.

IMporecc commMalibHOTO KOAMPOBaHUS (DOPM UETOBEUECKOIM jIesi-
TEJIbHOCTH, B TOM YKCJjie POPM MHTOHALIMOHHOM aKTUBHOCTH T0J10Ca, PO~
MCXOIMT B pe3yJibTaTe B3aUMOACHCTBYS C IPEeAMETAMMU U SIBICHUSIMU, T10-
POXIEHHBIMHU C O I ¥ 2 J1b H O i1 aKTUBHOCTBIO UejioBeka. [1oaTomy My3bI-
KaJIbHBIN CJIYX W TIOIOIINIA TOJIOC, OYAYyYr CPEACTBOM MY3UIIMPOBAHUS U
SIBJISISICH COLIMAJTBHO 3HAYMMOI (DOPMOIT IesITeTbHOCTH, CAMM MPEICTaB-
JISTIOT PEe3yJIbTaT B3aUMOIECTBIS YeJIOBEKA CO 3ByJalllMMU ITpeIMeTaMu,
BOBJICUEHHBIMU B IIPOLECC OOLIECTBEHHO 3HAYMMOro (PyHKIIMOHUPOBA-
Hus1. BHe Takoro B3auMoAeiiCTBYSI MHTOHALIMOHHASI IESITEIbHOCTD IOJI0-
ca HOCUT HE COLMAJIbHO U KYJBTYPHO, a OMOJI0TMYeCKH 00YCA0BIEHHBII
Xapakrep.

CosnaBaeMblil 3BydaHMEM KOHKPETHBIX MHCTPYMEHTOB (Habop KO-
TOPBIX Pa3JINYEH B Pa3HBIX CTPaHaX M KYJIbTYypax) CIIEKTP YaCTOT BO3MEii-
CTBYET Ha CJIyX YeJI0BeKa 1 00pa3yeT XapaKTepHYIO KOH(MUTYPALUIO [Ipe/i-
METHO-CJIyXOBOI CXEMbI, YTO, B KOHEYHOM CUETe, OmpeesisieT 3BydaHue
IOIOLLET0 T0JIOCA M 0COOEHHOCTY BOKAIbHOM MHTOHALIMU. DTOT IPOLIECC,
WHULIMMPYEMBbI BO3IEICTBEM KOHKPETHOTO MY3bIKAJIbHOTO MHCTPYMEH-
Tapus, KaK MOoKa3bIBaloT onbITEl AlTbdpena TomaTuca, He PUKCHpyeTCs U
HE 0CO3HAETCSI YEJIOBEKOM.

OnHAaKO B UCTOPUU MYy3bIKU BCTPEUYAIOTCSI CTydar CO3HATEIbHOTO MO/~
pakaHus 3By4aHUIO UHCTPYMEHTOB. OQHUM U3 IPUMEPOB TAKOTO CO3HA-
TEJIbHOTO IMOAPaXKaHUSI MOXET CJIYXKUTh MaHePa IXKa30BOIr0 IEHMS, Ha3bl-
BaeMas ckom. B cripaBoYHOI TUTepaType MOXKHO IPOYMTATD CICAYIONIEE:
Ckam (scat) — cneyughuueckuilt UMNPOBU3AUUOHHDBLIL CNOCO0 0ICA308020 Ne-
HUsl, npU KOMOPOM UCNOAb3VIOMCS OMOeAbHble (hpa3bl, CA08A U 36YKOCOYeMa-
HUsl, He umeroujue KaKkoeo-aubo onpedenaénnoeo cmoicaa. Texuuxa c. nenus
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6€0€ém c80¢ Ha4ano U3 HeepUMAHCKOU 80KANbHOU MY3biKU. B dxcasze c. ynom-
pebasiemcs KAk umMumauusi UHCmpyMeHmMaabH020 UCHOAHEHUS U GNepeble nPU-
menén Jlyucom Apmemponeom 6 1926 e. (Cumonenko 1981: 72—73). Ucnon-
HUTEJIN, TIOIOIIME B MAaHEPE CKIT, COBEPILIEHHO CO3HATEJIBHO MOAPaKaloT
UMIIPOBU3AIMSIM AYXOBBIX UHCTPYMEHTOB. MI3BECTHBI BhICKA3bIBAHUS
BBIIAOIIICHCS IxKa30Boi TeBUIbl Dbl @utiykepansa (Ella Fitzgerald)
0 CO3HATEJLHOM YCTAHOBKE Ha 3ByYaHUE UMITPOBU3AIINI JYXOBbIX MHCT-
DPYMEHTOB BO BpeMsI TeHUsT CKAT. ABCTPUIACKO-HEMEIIKMI KOMIIO3UTOP
AHnps Azpun (Andre Asriel) B cBoeil paboTe, MOCBIIEHHOI 1Ka3y, 000-
3HAYaeT TAKOW BUI IIEHUsI TepMUHOM Instrumentalgesang (Asriel 1985: 386).

Peun u neHue — BU/IBI roJIOCOBON JeATEIbHOCTH

Ha cambIX paHHUX 3TaITax pa3BUTHS YeJIOBEKA €TI0 TOJI0OCOBOI CUTHA,
MMOI00HO TOJI0COBOMY CUTHAITY XXUBOTHBIX, COMIEP3KaI B CHHKPETUICCKOM
dopme Kak caMy MHMOPMAIIIO O BHEITHEM MUpE, TaK U OTHOIIIECHHE K
nepenaBaemMoit uH@opmauuu. Bot uro nuiet 06 atoMm MupoH Xap:arn:
Ilo mepe moeo kak mol yenybasemcs 6 paHHue cmaouu pazeumusi My3viKi,
00Hapyicusaemcs 6cé 60aee mecHas cesa3b eé ¢ peuvio. |..| Habarwdenus nad
dembMu NO360AAI0M MAKJCe COCMA8UMb npedcmasnerue o bonree paHHUX
cmaousx, Ha KOMopPbIX CA08 euwé Hem, U 3a4amKu pevu Mo2ym O0vlms npu3Ha-
HblL ¢ meM Jce nPpasoM 3a4amKamu NeHus.

H mo, u dpyeoe KopeHUMCs 8 bIPa3UMeNbHbIX OBUNCCHUSX 2010Cd, 8 UH-
MOHAUUSX, KOMOpble C8OUCMBEHHbL He MOAbKO 4eA08eKY, HO U ICUBOMHBIM
(Xapmam 1972: 263—-264).

DT0 Hepa3pbIBHOE EAMHCTBO IMMOHSITUITHOTO ¥ 00pa3HO-9yBCTBEHHOTO,
€IMHCTBO KOHCTATALlMKA COOBITHS MM OOBEKTa M SMOLIMOHAJIBHO-YYB-
CTBEHHOTO €T0 BOCIIPUSITHS, TIPUCYIIIEC HE TOJIHKO paHHEH XKMBOTHOM CTa-
MUY Pa3BUTUS FOJJOCOBOTO CUTHAJIA, HO €CTh BOOOIIIE er0 HEOThEeMJIEMOe
cBo¥icTBO. CBSI3aHO 3TO, BUIMMO, C TEM, UTO OOBEKT MM (PaKT CYIIECTBY-
eT /U1 yesoBeKa (Kak 1 151 TIoOOTo JKMBOTO OpraH13Ma) JIUIb B TOM CITy-
Yae, eCcJIM YeJI0BEK KaK-TO OTHOCUTCS K HEMY, YyBCTBYET 1 OLIEHMBAET €T0.
be3 onieHOYHO-3aMHTEPECOBAHHOTO OTHOIICHUS (HEBaXKHO — TIOJIOXKH-
TeJIbHOTO WM OTPULIATEIbHOI0) K 00beKTY ((pakTy) OH JJisl UeJloBeKa He
cymiecTByeT. TakimM 00pa3oM, TOJIOCOBOIT CUTHAJ BCeTaa ImepeaaéT mH(pop-
MallMIO HE TOJbKO B €€ yucmom BUae, 0003Hayasi Haauyrue o0beKTa Win
¢akTa, HO ¥ B BUIe OIICHOYHOTO OIIYIIIeHNUS JaHHOTO 00heKTa ((hakTa).

OpaHako To, YTO Ha paHHel cTaAuu MpeACcTaBIIsiIo co00il Hepacuie-
HUMO€ €IMHCTBO, B JaJIbHEHIIeM pa3BUTUN Pa3AeanuIoCh, U pa3aeieHnue
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MPOSIBUJIOCH B CTAHOBJICHUM JBYX BUIOB JAESITEILHOCTH TOJIOCA — PEeYr 1
reHust. O0pa3HO-YYBCTBEHHBIN (BBIpaXKaIOIINiT) U YUCTO WH(POPMATUB-
HBI (0003HAYAIONINIA) acIeKThI TOJIOCOBOI ACATEIHHOCTH HACTOJIBKO
B3aMMOCBSI3aHbI, YTO 324aCTYIO TPYIHO OIPEACIUTh TPAHUILY MEXKITY HUMMU.
BcnomumM, Hammpumep, oOpa3Iibl ITeBydeil peun y psiia IIeMEH 1 HapoI-
HOCTEI, a ¢ APYroii CTOPOHBI — XOPOIIIO HAM U3BECTHBIM PEUYUTATUBHBIN
CTUJIb TICHUS, WUIN TICHUE 2080pKOM, JINOO TIOIYJISIPHYIO ceifuac MaHEepy
neHus pan (rap). lloaTomMy npaBuibHee ObLJI0 Obl TOBOPUTH HE O TPAHUIIE,
a 0 mpeobJIagaHK TOTO MJIM MHOTO acrekTa. BummuMo, 1o aToil mpuunHe
YeJI0BEK BOCIIPMHUMAET PeUb 1 TICHHE KaK MePECeKaIONINecs, B3aMOI0-
TTOJTHSIIOLIME IPYT IpyTa ¥ MOABEP>KEHHbIE B3aMMOBIUSIHIIO (POPMBI TOJI0-
COBO IeSITeTbHOCTH, MEXXIY KOTOPBIMHU HET YETKOM, SIBHO BRIpaXKEHHOM
rpaHuiibl. M 1o 3Toi )Ke MpuurHe MHTOHALIMKM PeYr 4acTo paccMaTpuBa-
10T KaK OCHOBY ¥ UICTOYHUK MECEHHOM MeJIOIUKN: [lecennas meaoduxa, no
cyuiecmey, Heomoeauma om cA08ecHOll peyu, TIMIIET Dayapa AleKceeB
(AnekceeB 1976: 23) u nanee yrouHsieT: M3 ecnomozamenvro2o cpedcmea
8bIPA3UMENbHOCU PeYesast UHMOHAUUS, Nepexo0s 8 MY3bIKAAbHYI0, Npeepa-
waemcsi 8 OCHOBHOIL, cO0epIcamenvHblll haKkmop, U npu MoM C8A3VIOUUM
MOMEHMOM, NePeHOCAUUM CO0ePIHCAMENbHOCMb Pe4e8oli UHMOHAUUU 6 NeHuUe,
cayocum eé pummuueckas cmpykmypa (AiekceeB 1976: 24). Dra Tpaguim-
OHHasl TOUKa 3peHUsT 00BIYHO MPUHUMAETCsT 0€3 BO3PaKEHMIA, OHAKO OHA
IIPOTUBOPEYUT PacIIPOCTPAHEHHOMY B PaHHUX KYJIBTypax SIBIICHUIO UC-
TT0JIb30BaHMSI TEKCTOB Pa3IMYHOIO CoAepXKaHMsl Ha ofvH HareB. [Tpu aTom
B yTOIy CTPYKTYpE HaIleBa CJIOBa MOTYT KOBEPKAThCs 10 HEY3HABaeMOCTH,
U HepedKo CAYHaemcs, Ymo COYUHUMENb HOBOI NeCHU CHAYaAA HA 00bIYHOM
A3bIKe noscHsem nyboauxe u xopy codeprcanue necu (broxep 1923: 257).
[Mo3TOMy MHTOHAITMOHHO-PUTMHUYECKAsI CTPYKTypa HaIleBa IIPEeICTaBIsIeT
coboii bosee ycToitunMBoe, cTabMIbHOE 00pa3oBaHUe MO CPaBHEHUIO CO
CTPYKTYpOI pedeBoit MHTOHAIINK. YacTo MOXHO HAOIIONATh ITOJTHOE TTO/I-
YUHEHUE WHTOHAIIMOHHOMN M PUTMMYECKOI CTPYKTYphI Peur CTPYKType
HareBa.

Bupl ro10coBoii AesiTeJIbHOCTH U MPeIMETHBII MUP

TakumM 06pa3oMm, eciiu pedb — 3TO AESITeIbHOCTh TOJI0Cca C MPEeuMy-
IIECTBEHHBIM ITPe00JIalaHeM MOHITUITHO-MH(OPMAaTUBHOI0, 0003HaYa-
IOLLETO aCIEKTa, TO B IEHUU IIPEUMYLIECTBEHHO ITPE00JIalaeT BbIPaXKalo-
1iee 00pa3HoO-4yBCTBEHHOE Havano. Camo e pasiesneHue nesiTeJbHOCTH
rojioca MOIJIO BO3HUKHYTD JIMIIIhL TOT/Ia, Koraa (hopMbl BOITUIOLIEHMS Ye-
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JIOBEYECKOM IeITeIbHOCTH, a TakKXKe, COOTBETCTBEHHO, OTPaKEHUE ITUX
¢dopM B COZHAHUHM YeJIOBEKa Pa3aeTMINCh IT0 9TUM Ke TIpU3HaKaM: Ha
1) 00BeKTHI, MpeaHa3HaYeHHbIE 115 ITpeodIaaaoIero MH(popMaTuBHO-

MOHSITUIHOTO acleKTa BOCIIPUSTUSI,

2) 00BEKTHI, MpemHA3HAYCHHBIC [JIST IPEe00IamaroIero oopa3Ho-IyB-

CTBEHHOTO BOCTIPUSITUSI.

Kak BO3HMKHOBEHME pedr CBI3aHO C BOSHUKHOBEHUEM ITPEIMETHOTO
MUpa, CO3JaHHOTO 1 UCTOJIb3YEMOTO YEJTOBEKOM B KaXKTOMHEBHOMN XU3-
HU, TaK U OCO3HAHHOE MaHUITYJIMPOBaHME MHTOHALIMSIMU I0JI0ca — TO €CTh
MeHNe — BO3HMKAET TOTAA, KOTJAa BOSHMKAIOT MPEAMETHI, CIICIINAIbHO
npeaHa3HaYeHHbIe IS OCO3HAHHOTO MaHUITYIMPOBAHMST UX MHTOHALIU -
OHHBIMH BO3MOXXHOCTSIMU 3BYKOOOPa30BaHMS U JAIbHEUIIIETO COLIMATb-
HO 3HAUMMOTO BOCIIPUSTHUSI 3TOTO MAHUITYJIMpPOBaHusl. B cooTBeTCTBUM C
STUM pa3InuMeM LeHTpalbHass HepBHAsI CCTeMa YeJIOBeKa OIpeaeisieT
xapakrep U (opMmy yrpaBiIeHHS rojjocoM. B KoHeUHOM cUéTe, UMEHHO
auddepeHLanms MpeaMeTHOTO MUPaA, COTJIACHO YITOMSIHYTBIM BbILLIE
MpU3HaKaM, IIPUBeIa K BOSHUKHOBEHUIO IBYX TUIIOB TOJIOCOBOM AESITEITh-
HOCTU — PEeUM U TIeHUST, KaXKIbI U3 KOTOPHIX HAMIYYILIUM 00pa30oM OCy-
IIECTBIISICT B3aMMOACICTBHE M OPUEHTAIINIO YeJIOBEKa B CBSI3M C COOTBET-
CTBYIOLIEH COBOKYITHOCTbIO OOBEKTOB U SIBJCHUIA.

Paznnune MEXK1Y peubl0 U ICHUEM

Takoe paznuuue Bo BHELIHUX OMpPeAesomnX hakropax CTaHOBJIe-
HUS peYU 1 TICHUST €CTh IIPUYMHA TOTO, YTO 2040C PA32080PHbLLL U 2010C Nea-
uecKUll A8AAIOMCS 08YMs COBEPUICHHO PANUMHBIMU CHOCOOAMU UCNONb308AHUS
Yy8CMEeHHO-08U2AMeNbHOIll 36YK000paszyouell accouuauuu, KaKk napadok-
CanbHO 3Mo HU Kajcemcs. |..| pazeoeopHwlil u nesueckuii eoaoc, umes 00UH
00UUIL MEXAHU3M, NPUBOOSMCA 8 OeliCMEUe COBEPULEHHO PA3AUHBIMU HEPEHbI-
MU KOOPOUHAUUAMU, HANPABACHHBIMU 8 00HY U MY Jce YY8CMEEeHHO-08U2aA~
menvryto accoyuayuro (FOccon 1974: 217—218). Paznuuue MexaHU3MOB,
PYK080051uX TICHHEM U peYblo, 00eCTICINBAETCS TAKXKe U TEM, UTO PEUBIO
Yynpasasiem OTHO TIOYIIapyie MO3Ta, a TIEHUEM — IPYroe. DTHUM e MOXHO
OOBSICHUTD U TOT (PaKT, UTO y JI0AeH ¢ MpobieMaMu peuu (3auKaHue) mpu
TMEHWH 3TH MPOOIEMBI HE TIPOSBIISIOTCSI.

HccnenoBaHusi CBUIETEIBCTBYIOT, UTO MIEHUE U peUb — 9TO Pa3HbIE,
10 CYTH, BUABI IESTEIBHOCTH, KOTOPBIE TIPU OMHOBPEMEHHOM MCITOJIb30-
BaHUU HYXXIAIOTCS B TOTTOJTHUTEIbHBIX YCUTUSIX, CBSI3aHHbBIX C B3AUMHOM
KoopauHalueit. Ileped eonocoewvim annapamom 6 npogheccUuoHaNbHOM NeHUU
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CMassamcst uHble 3a0a4u, Hem 6 pedil, U NOMOMY NPUCNOCOOAeHUs 015 neguec-
KOl hyHKUUU 6Y0ym co8epuleHHO UHbIMU RO CpaAHeHUIo ¢ peuesbimu (JAMut-
pueB 1968: 474). Ecau cpagnums noaoxiceHue apmukyasimopHbiX 0peaHos no
MOMEHMANbHIM PEHMEeHOBCKUM CHUMKAM, COCAAHHbIM HAMU 80 8PEeMs ecie-
CMBEHH020 NPOU3HECEeHUs C/108a 8 Peyl U 8 NeHUU, MO GUOHO, YMO Neguec -
Kue npucnocobaeruss ApmuKyaAasmopHblX OPeaH08 U cOpmMAaHu
omauuaiwomcesa om peuegwbix (Imutpues 1968: 475). Ha ocHoBaHuu
uccnenoanuit Jleonun JIMutpueB nenaet ciaenyomuii BeiBoa: [lenue —
pesyavmam 0coboil KoopouHauuu 6 pabome 2040C068020 ANNAPAMA, IMO Ka-
YeCmeeHHO UHOE A6ACHUE NO CDABHEHUIO C PEeUblo.

Ocoberno Ha2Aa0H0 SMa Pa3HUUA Pe1esuix U NeGHeCKUX Kauecmae 2040¢a
Modicem Oblmb 3aMeHeHd 8 Yacmo 6CMPEUarOUUXCS 8 ICUSHU CAYHASIX HeCO8NA -
OeHus Xxapakmepa peuesoeo U Neeueck02o 2040¢a y 00H020 U M020 Hce UHOU-
sudyyma, o uém mot yoce nucaru (JImurpues 1968: 474). J1ns1 Bcex, KTO KOraa-
1160 00pallan BHUMaHUE Ha ICHOCTh IPOIEBaHMUsI TEKCTa B BOKAIbHBIX
MPOM3BEIEHUSIX, OYEBUIHO, YTO BHITHOCTh Iepeaaur TeKCTa ITOUTH BCeraa
MPEACTABIISIET CIIeLMATbHYIO OTAEIbHYIO ITPo0aeMaTUKy. B cBsi3u ¢ aTMM
ke BorpocoM BukTop FO1mMaHoB nuiieT: [..]| cmpemaenue nesya k peueso-
MY RPOUBHOUEHUIO 2AACHbIX, KAK NPAGUA0, OMPULAMENbHO CKA3bI6ACMCA HA
memopanbHoM 38yHanuu e2o negueckoeo 2onoca (FOummanon 2007: 34).

ITo cpaBHEHMIO ¢ peublo TIeHUe B OOJIbIICH CTENeHU OO0YCIOBICHO
MpeIMETHBIM MUPOM 4YejI0BeKa. DTa 00YCIOBIEHHOCTD IIPOUCXOAUT OJ1a-
rojiapst HUTMYUIO CIIEIMATbHBIX TTPEIMETOB — MY3bIKaJIbHBIX MUHCTPYMEH-
TOB, BO3IEMCTBYIOIIMX Ha CIyX. 3By4aHUe MYy3bIKaJbHOIO MHCTPYMEHTA
BOCITPMHUMAETCS YeJIOBEKOM KaK OTJIMYAIOIIeecs OT BCEX OCTaIbHbIX 3BY-
KOB 1 HAJE/ISIETCSI OCOOBIM CTATYCOM, TIOJYYMBLIUM HAa3BaAHUE MY3bIKAAb-
Hblil 36yK. My3bIKaJIbHbBII 3BYK 3By4alllero MHCTPYMEHTA, HEITOCPEACTBEHHO
BO3IEHCTBYS Ha CJIyX, MPUHUMAaeT aKTUBHOE Y4acTHe B CO3IAHUU TPei-
METHO-CJIyXOBOM CXeMbI, KOTOPAasl OIIPeIe/IsieT XapaKTep YIIpaBIeHUS Iesi-
TEJILHOCTBIO TOJI0CA CO CTOPOHBI LIEHTPAJIbHOM HEPBHOI CUCTEMBbI U BIIUSIET
Ha €ro 3ByYaHue U UHTOHMPOBaHUE. DTUM MOXHO OObSICHUTD TOT (haKT,
YTO HAPOIHOCTH CO CXOXEU MaTepUaJbHOMI KYJbTYpOi M, COOTBETCTBEH-
HO, CXOXXUM MHCTPyMEHTapreM 00J1aaloT CXOXKel MY3bIKaJIbHOM KYyJb-
TYPOIi, B3aUMOITOHSTHO [IJ1s1 9TUX HApoaoB. B To e BpeMsi, ueM Ooibliie
pasIMIMs MEXIY MaTepUabHOM KyJIBTYpPOii HApOJIOB, TEM, COOTBETCTBEH-
HO, 0O0JIbIlIe Pa3/JIMYUs B UX UHCTPYMEHTApUM, U TEM MEHEe B3aUMOIIO-
HSITHOM SIBJISIETCSI X MY3bIKaJIbHasI KyJbTypa. AHAJOTMYHOTO aKTUBHOTO
BO3MIEIICTBUS CO CTOPOHBI IIPEIMETHOTO MUPa Ha peuegyro (popMy TOI0CO-
BO I€SITEIbHOCTH HET.
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Hanuuue ocyIiecTBasieMoii CJTyXOM CBSI3U MEXKJTY YeJI0BEYECKUM T'0-
JIOCOM M 3BYYAlllUM IIPEIMETOM-UHCTPYMEHTOM TTO3BOJISIET OOBSICHUTH
caMo BO3HMKHOBeHUE (peHoMeHa TeHus. C O0JIbIIOo 10JIeii BEpOSITHOC-
TH MOKHO TaKXKe CHeJIaTh IPEAITOIOKEHNE O 3aBUC UM O CT U PA3BUTHS
BOKAaJIbHO# MYy3bIKM OT MMEIOIIIETOCS MHCTPYMEHTAPUSI, B KOHCTPYKIIMHI
KOTOpOTO, OJ1arofapst HATMIWI0 KOHKPETHOM TEXHOJIOTUM M3TOTOBJICHMS,
O HO3HAaYHO, BOTJINYNE OT T0JI0ca, 3aDMKCUPOBAHO OITpeNeIEHHOE Ka-
YeCTBO 3By4aHMsI. B KOHCTpYKIIMM MHCTpYMEHTa (PUKCUPYETCsI HE TOJIBKO
XapaKTepHBIM TeMOp 3ByYaHMsI, HO Y IIPUCYIINI KaxkI0My KOHKPETHOMY
WHCTPYMEHTY XapaKTepHbIA HAOOp U3IaBaeMbIX 3BYKOB. B rosocoBom
armapaTe HU4ero nogo0oHoro He GUKCUPYeTCs, TOTOMY UTO €ro KOHCT-
PYKIIMSI BOOOIIIE HE TIpeIIojiaracT OMHO3HATHOM (PUKCAIINY KaKOTO-JIM00
KOHKPETHOTro TeMOpa, MJIM KOMOMHALINIT 3ByKOB — TOHOB.

3aBUCHMOCTb BOKAJIbHOTO MHTOHUPOBAHUS OT MTHCTPYMEHTA HE BCE-
I71a OYeBUIHA W B OOJIBIIMHCTBE CJIyJyaeB YeJIOBEKOM He 0COo3HaETCs. Tem
0oJiee YTO B COZHAHUM JIIO/IEH TIEHMEe TTPEBPATUIOCh B HEUTO BCEIIEIIO ca-
MOCTOSITEIbHOE, 00pa3ysl, Ka3ajJoch ObI, JOCTATOYHO HE3aBUCUMYIO OT
MY3BIKaJIbHBIX MTHCTPYMEHTOB 00J1aCTh, IIe YeJI0BEK HETTOCPEICTBEHHO 1
SMOIIMOHAIFHO MOXET BBIPaKaTh CBOM UyBCTBA.

IIpumepsI mpesiaraemMoii MHTEPIPETAINHA COOTHOIIEHUS
HHCTPYMEHTA M rojioca

ITpuBenémM nmpuMepsl BO3ACHCTBUS MHCTPYMEHTA Ha 3BYKOITPOSIBIIE-
HUSI ToJIoCa.

IIpumep 1. Cracuc [Mamonuc (Stasys Paliulis) B cBoeit cratbe Boszoeti-
cmeue dayoume Ha My3blKy cymapmuHec, OCHOBBIBAsICh Ha TOKYMEHTaJIb-
HbIX MICTOYHMKAX Y aHAJTU3UPYsI HAPOJAHbIE MEJIOAUU, IIPUXOIUT K BbIBOLLY,
4To [..] mpybsl dasaru cymapmunec meaoouio. A ceedenus C. Jlaykanmaca,
umo 00uH Kyniem cymapmunec UCROAHAACS Ha mpybax, a opyeoil — neacs,
eué bonee noomeepicoaem éausHue mpyo (0ayoume) Ha My3bIKy Cymapmu-
Hec. Bedv 6 marom dyame mpybaueil u nesyos, 0 Komopom pacckazan UCmopux,
MO2AU 38Y4aMb MOAbKO MeA00UU, OCHOBAHHbIE HA HAMYPANbHOM 38YKopside.
Ilesubt cozdasanu croséa (mexcm), a mpyoauu mpyousu K 3momy meKcmy
Menoouu 8 COOMEemcmeuU ¢ 03MONCHOCMAMU COUX UHCIMPYMEHMO08, ece-
CMBEHHO, MOAbKO NO UHMEPBEANAM HAMYPAAbHO20 36VKopsada. K smomy npu-
evikanu nesupl. Ha ux cayx eozdeiicmeosana unmepsanuxa 36yuanus mpyo,
U, U3AUBAS CEOU UYBCMBA U MbICAU 8 MY3bIKANbHBIX 36YKAX, OHU 8eAlU MeA00UlU
no 38ykopsady oayoume. Tak, no moemy MHeHUI, 8 CymapmuHec ymeepou-
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AUCH UHMEPBANbl HAMYPAAbHO0 38VKOPANA; Negybl OM HUX He OMCMYNAalu u
moeda, Koeda co30asanu u neau CymapmuHec yice 6e3 UHCmpymMeHmanbHo20
conpogodcdenus (Paliulis 1984: 95). MccnenoBarenb IPpUBOIUT CBUACTEIb-
cTBa ¢oabkiopucta u ucropuka Cumonaca Cranssuutoca (Simonas
Stanevicius) 0 TOM, 9TO TeCHasl CBSI3b MEXKIy CyTapTUHEC 1 TpyOaMu may-
JIATE TTOOYEPKUBACTCS €IE U TeM, YTO JUTMHHBIE TPYObI, Ha KOTOPHIX UT-
pajiy Ipu NMeHU M, Tak e, Kak U MeCHU, Ha3biBanuch cyraptuHec (Paliulis
1984: 94). Kpome Toro, Cracuc Ilantonuc npuBoauT cBuaeTeabCcTBO Cu-
MoHaca J/laykaHraca (Simonas Daukantas), B KOTOPOM TOBOPUTCSI O TOM,
YTO, COTJIACHO 3amurcaHHoMy UM B 1834 romy pacckasy 137-1eTHero My-
3bIKAHTA, Ha TPyOax MTpajIv KEHIIWHbBI, a My>XKUYWHBI TTesin. MccnemoBa-
TeJIb TaK KOMMEHTHUPYET 3TOT (PakT: Ecau dceHuunbl ueparu cymapmuHec
Ha mpybax, a MydlcuuHblL ux neau, mo, UOUMo, NOMOMY, Ymo ux 6osee HU3KuUe
U cunbHble 2010ca umenu boavuiee cxoocmeo co 38yuanuem mpyo. M na eoc-
moke Jlumebl JceHuuHbL He uzdearu uepams Ha mpyoax — smo ompaijicaem-
¢ dadice 8 cA108axX cCymapmuHec:

Tu-mu-mu ma-ma-moii,
Kmo mak kpacuso mpyoua?
Tu-mu-mu ma-ma-moii,
Mesyuru uz Obenayxé

(Paliulis 1984: 95).

MoxHO, ciaen0BaTe/bHO, KOHCTATUPOBATh, UTO MEBILBI IEPEHUMATU
He TOJIbKO MHTOHALIMU U MHTEPBaJIbl MEJOIUKU Y TPYO JayauTe, HO U CTpe-
MIUTKCH TIOZIpaXkaTh UX TEMOPY. DTO CTpeMJIEHIE COXPAaHUIIOCH A0 HAIIIMX
JIHEW, M KaxKAbIA, KTO CAbIIIAT CyTapTUHEC B ayTEHTUYHOM MCITOJHEHUM
HapOIHBIX MEBIIOB, HE MOT HE 3aMETUTh CBOCOOPA3HBIN XKECTKUIT mpyo-
HbLiI TEMOD royioca, UCIoJIb3yeMblii TIEBLIAMU.

Cracuc [Tanonuc KOHCTaTUPYyeT TakoKe HIMPOKO PACIIPOCTPAHEHHYIO
MMPAaKTUKY UCTIOJIHEHMS CyTapTUHEC Ha CKyIydyaid, JaM3asiiec, KaHKIIeC,
NPUYEM Mepea UCTTOTHEHUEM UHCTPYMEHT TILIATEIbHO Moadupancs uiu
COOTBETCTBYIOIIINM 00Pa30M HACTPaWBAJICS; TO €CTh 3ByJaHe MHCTPYMEH-
Ta J0JIKHO OBbLIO ObITh MAKCUMAaTbHO OJIM3KUM K TOMY, UTO YXKe ObLIO 3a-
¢ukcupoBaHo B neHUU. Eciii B3STh 000CO0IEHHO TOJILKO 3TOT (haKT, TO
MEUCTBUTEILHO CO3MAETCS BIICYATICHUE, YTO CyTapTUHEC CHavaia BO3-
HUKJIU B BOKQJIbHOM chepe, a 3aTeM yxKe CTalu UCTIOJIHSThCS HA UHCTPY-
MeHTax. OTHAKO BCSI COBOKYITHOCTD (DaKTOB, TIPUBOINMBIX B CTAThe UCCIIE-
JloBaTeJisl, 0OIHO3HAYHO YKa3bIBaeT Ha TO, YTO MYy3bIKa CyTapTUHEC BOBHUK-
JIa T BAUSTHUEM U OJ1arofapsl HAUIMINIO MHCTPYMEHTA TayauTe, IIOTOM
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YTBEpIMJIaCh B BOKAJIE, a 3aTeM YK€ €€ CTaJM UTPaTh Ha IPYTUX WHCTPY-
MeHTax. B pesysibraTe moay4mioch Tak, YTo MHCTPYMEHT, ONPeAe/ MBI
3By4YaHUe CyTapTUHEC, CTajl OAHUM U3 MHOTMX MHCTPYMEHTOB, Ha KOTO-
PBIX UCTIOJTHSIOTCS CyTapTUHEeC. IHBIMU cJTOBaMU, B CO3HAHUU JIIOJCH HE
3a(DUKCHUPOBAIOCH TOTO (haKTa, ITO STOT BUI ITCHUS CBSI3aH UMEHHO C TaH-
HBIM MHCTpyMeHTOM. CyTapTHHEC HaYalk UCITOJIHATh TAKKe Y Ha APYTUX
MHCTPYMEHTaX, KOTOpbIe, €CTECTBEHHO, B OTJIMYME OT JayIUTe, HAI0 JUIs
3TOTO CIIEMAIBHO IMOA0MPaTh (CKyIyJaii, TaM3asIiec), 100 mepecTpan-
Bath (kankitec) (Paliulis 1984: 87—88).

IIpumep 2. B ucciienoBaHusIX, OMUCHIBAIONINX MMECHU aHIaMaHIIeB
(aHmaMaHIIbl — KOPEHHBIE XKUTEJIN AHIaMaHCKIX OCTPOBOB, T. €. apXUIIe-
nara B MHauiickoM okeaHe Mexny MHoueir 1 MbIHMOI) MOXKHO TIpO-
YeCTb, YTO MX TIECHU COCMOSM U3 PUMMUHECKU CAeO0VIOWUX 0pye 3a 0pyeom
noemopeHuil 00HOU u moil dce Homol. MHo20a, npasda, ona HecKoAbKO NOGbL-
waemcesi uau NOHUNICAEMCs; HO MU UBMEHeHUs YKAOHAIOMCS 0N OCHOBHO20
moHa (00bI4HO ) MOAbKO Ha Yyemeepms mMoHa. |..| Y andamanyeé camocmosi-
menvbHo20 nerus 60obuie He cyuiecmeyem. OHO 2645emMCs1 CONPOBOICOAOULUM
aubo pabomy, aubo nAsACKy; 6 nepeom cay4ae oHo, eMecme ¢ 0BUNCEHUIMU U
WyMoOM padomol, cCOCMAgAsem puUmMU4ecKoe yeioe; 0 8MOopPoM Cay4ae OHO
couemaemcs ¢ 08udICeHUeM NAACKU, C XA0NAHbEeM 8 Aa00UlU U CO 386VKAMU Ny -
Kymbl — 21eMeHMAamMu 4ucmo pummu4ecko2o xapaKmepa, u npu 3mom ma-
AeHbKue ykaonenus eonoca ucuezarom (broxep 1923: 253—254). Ha Toit xe
CTpaHUIIE B CHOCKE YMTAEM, YTO ITyKyTa Oblj1a €IMHCTBEHHBIM MY3bIKaJIb-
HBIM MHCTPYMEHTOM aHIaMaHIIeB, a €r0 KOHCTPYKIIUST ITO3BOJISIIa MAHUITY-
JIMPOBATh TOJIBLKO PUTMOM. Tak Kak Ipy IMTEHUH B COYETAHNUM CO 3BYyKaMU
MYKYTHI YKIIOHEHUSI TOJIOCA MUCUe3al0T, TO YOSTUTEIbHO BBITJISIIUT TIPS~
MOJIOKEHKE, YTO UMEHHO MY3bIKaIbHBI MHCTPYMEHT MYKYTa OMPeaesIsiI
CTaOUJBHOCTb MMECEHHOI MHTOHALIMU B TOJIOCE.

IIpumep 3. OmmchiBast MaHEPy MCIIOJBb30BAaHUS TOJIOCA B SITTOHCKOM
tearpe Ho, Bepa MapkoBa nutiet: Axméput (kax u écrody 6 meampax Jlano-
He2o Bocmoka) 2oopsam u norom 2010com 0c06020 UCKyccmeeHHo20 memopa,
HANOMUHAIOWUM HU3KOe UAU B8bICOKOe 38yHanue 0YX08blX UHCMPYMEHMO8
(MapxkoBa 1989: 16). C 60J1b111011 10JI€i1 BEPOSITHOCTH MOXHO IIPEAIT0I0-
KWTh, YTO OCOOBII TeMOp 3ByU4aHUsI TOJIOCA HETIOCPEACTBEHHO CBSI3aH CO
3By4aHUEM TeX MHCTPYMEHTOB, TeMOP KOTOPBIX OH HaltoMuHaeT. B omHo-
3HAYHO 3aKPETUIEHHOM KOHCTPYKIIMU 3TUX JTYXOBBIX MHCTPYMEHTOB U
MOTJIa TIPOM30UTH (DUKCAIINSI XapaKTePHOTO TeMOpa, KOTOPHIiA 3aTeM OT-
paswiIcs B 3By4aHUU TOJI0ca.
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IIpenvMeT-uHCTPYMEHT U NeHNE

Pemrenne Bormpoca 0 COOTHOIIEHUH MHCTPYMEHTAIBHOTO 1 BOKAJIb-
HOTO 3aKJTI0UaeTCsl, TAKMM 00pa3oM, B BEISIBJICHUM IBYX aCTICKTOB, OTIpe-
TIEJISTFOIINX IeSITeIbHOCTD ToJIoca B TIpoliecce meHus. C oMHOI CTOPOHBI,
3TO O0YCAOBJIEHHOCTh CTpOEHNEM U (DU3MOJIOTUEN 3BYKOOOPa3YIOIIETro
arrapara — TO €CTb TO, UTO AaHO npupoaoii. C Apyroit CTOpoHbI, 3TO 00yC-
JIOBJIEHHOCTb (pOopMaMu O0LIECTBEHHOI AeSITeIbHOCTU, KOTOPbIE B IEHUU
crierurIecKuM 00pa3oM abCTparupyroTcs — TO €CTh TO, UTO IIPUPOIOI
He IaHO, a HaBSI3aHO 3BYKOOOpa3yIoIleMy alapaTty 1 3aKperieHo B (hop-
Me TICHUS.

IleHue, coGCTBEHHO, M BOBHUKAET TOTa, KOraa AesITeAbHOCTb r0OJIO-
COBBIX CBSI30K COpa3MepsIeTCsT M MOIUMHSIETCS] — OCO3HAHHO UJIUM HEOCO3-
HaHHO — HEKOTOPOMY 3aKOHY, TpeOOBaHUIO, HajjaraeMoMy 1M3BHe. Torma
TOJBKO W BO3HHMKAET MEHME KaK OCO3HAHHAsI AeATeIbHOCTh TOJIOCOBBIX
CBSI30K, HeBemoMasi XKBOTHOMY. CBOMCTBA M XapaKTePUCTUKI, TIPUCYIITIE
TIEHUIO ¥ OTJIMYAIOIINE €TO OT He-TIeHUsI, TIPUBUBAIOTCS, HaBSI3bIBAIOTCS
roJIOCY U3BHE MPEeIMETHBIM MUPOM MPU MOCPEACTBE 0COOOTr0 poja 3Byya-
LIMX MpeaMeToB. Tak e Kak U JII000# CO3TaHHbIN YeJIOBEKOM MpPEeaMET,
TaKo 3Byvallnii IpeaMeT MpeACcTaBIsieT cO00l OBELIECTBAEHHYIO Gop-
My 4esIoBedecKoi aessreabHoCcTi. CHOpMUPOBABIIMIACS B OOIIECTBE KOM-
IJIEKC CMBICJIOBBIX 3HAUEHM I TAKOTO IPeIMeTa CHUMAETCS U TIpHCBanBa-
eTCs eTo 3ByJaHMEeM, KOTOpOe B pe3ysbraTe 3TOTo IIpoliecca HadMHACT
BOCITPUHUMMAThCS YeJIOBEKOM KaK 00J1afatollee 0COObIM CTaTyCOM, OJHO-
3HAYHO M HECOMHEHHO OTJIMYaIOLINM €ro OT JIIDOOro APYroro 3By4aHusl,
He o0Jaaaroliero nogooHbIM ctaTtycoM. CTaTyc 3TOT OMpeaessieTcst Kak
MY3BIKaJbHBI 3BYK.

B cBoto ouepenp, 0CO3HAHHO MO0 HEOCO3HAHHO, CMBICIIOBBIC 3HA-
YeHMSI, Hepa3phIBHO CBSI3aHHBIE CO 3ByYaHMEM TaKOTO ITpeaMeTa-HHCTPY-
MEHTa, KOTUPYIOTCSI, CHUMAIOTCS U MPUCBAUBAIOTCS TOJIOCOM B (popMme
XapaKTEPUCTUK ero 3By4aHusl. Tak MHTOHALIMOHHAS 1eSITeIbHOCTh I'OJI0-
ca MpuoodpeTaeT CBOMCTBA, HE MPUCYLLIME i1 OT TPUPOJbI, HO 810JCEeHHbIE
B He€ B pe3yJIbTaTe CIYXOBOTo KOHTAKTa CO CITeU(pUIeCKUM 00bEKTOM —
3BYYaIIUM IIPEAMETOM-MHCTpYMeHTOM. Korma rojioc ¢ moMoIpo ciryxa
yCBaMBaeT 3T HaBsI3aHHBIC €MY XapaKTepUCTUKI U TPEOOBAHMS, €TO MesI-
TeJIbHOCTh MPUOOPETAET KaueCTBa, COBOKYITHOCTb KOTOPbIX U OMpeIeis -
eTCcs Kak MeHue.

MMeHHO 3TOT CyOBEKTUBHO Y€J10BEKOM HEOCO3HaBaeMbIii TpoLiece
HaBS3BIBAHUS TOJIOCY (hOPM U CTIOCOOO0B ITPOSBICHMUS C TIOCICIYIOIITM UX
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3aKpeIUIicHUEeM U TIpeBpallaeT MHTOHAIIMOHHYIO IesTeIbHOCTh ToJIoca B
nenne. Korma popMbl meHnst chopMUPOBAIINCH, OHU BOCIIPUHUMAIOTCS
YeJIOBEKOM M O0IIIECTBOM KaK CaMOCTOSITEJIbHOE SIBJICHUE, He3aBUCHMOE
WJTA MaJIO 3aBUCUMOE B CBOMX IPOSIBJICHHSIX OT UMEIOIIETOCS MHCTPYMEH-
Tapust. [Ipu3HAETCT HeCOMHEHHAsI BaXKHOCTb caMOro (DeHOMeHa TICHMS
JUTSI OOIIIECTBA: TIPUIIATalOTCsI COOTBETCTBYIOIIME YCUIISI ISl CONECTBUS
€ro Pa3BUTHIO U PACIPOCTPAHEHUIO, OPIraHMU3YeTCs MPOoLecc 00yYeHMs
TIEHUIO TIOPACTAIOIIETO ITOKOIeHNS. BaxkHOCTB 3TOTO TIpoliecca s 00-
IIeCTBa MOATBEPKIACTCS HATWIMEM COXPaHSIEMBIX TPaIWIIMi, a TaKxkKe
pa3paboTKOi METOAMK 00yYeHus eHuto. To, YTo caM MpoLecc HaBsI3bl-
BaHMS TOJIOCY MPUHSTHIX B 0011IeCTBE (POPM ITEHUSI CIIOKEH M JOCTATOYHO
ITATEJICH, MOXET IMOATBEPAUTD KaXKIbIii, KTO TIPOOOBAJT YIUTHCS BOKAJTb-
HOMY UCKYCCTBY.

B omHolt 13 paboT, MOCBSAIIEHHBIX TEOPUU ITEBYECKOTO MCKYCCTBA,
yntaeM: MmenHo 6 cuny npupooHoll “HeecmecmeeHHOCMU ~ 0NePHO2O NeHUs
0CBO€HUEe e20 MeXHUKU, CBI3AHHOEe C CO30AHUEM HOBbIX, He 3HAKOMbIX Nesuy U
€20 NOOCO3HAHUIO YCA0BUI PabOMbL Nes4ecKk020 UHCMPYMeHma, Yauje 8ceo
0Ka3bl8aemcs 00CmamouHo 00A2UM NPOUEeCcom, mpeodyoUuUM mepneHus U 601u
(FOmmanos 2007: 101). JInuTeabHbIN U CIOXKHBIA MPOLIECC HABSI3bIBAHUS
TOJIOCY ONPeeIEHHBIX (POPM MHTOHUPOBAHMS MOXKHO BCTPETUTH HE TOJTb-
KO B paMKaX COBPEMEHHOI TpaauIIMU eBPOIEHCKOTO OIEPHOTO TCHMUSI.
Bcriomuum, Hanmpumep, Takyio criennduieckyo ¢hopMmy eBpomneickoro
BOKAaJIbHOTO MCKYCCTBA, KaK MeHKe MEeBIIOB-KACTPATOB, T TS JOCTHXKE -
HUSI OTTpeeIEHHOTO 3BYKOBOTO pe3yJibraTa PUMEHSUICS TOCTaTOYHO pa-
IVKaIBHBIN MeTom. To XXe HaBA3bIBaHUE TOJI0CY (hOPM IEHMST HAXOIUM U
3anpeaenaMu EBporrsl. BoT 4T0 MOXHO IpoYecTh 0 TOpI0BOM ITEHUH Oalil-
KUP, KOTOpOE Ha3bIBaeTcs y314y: Ilpeicde ececo Hado ommemums Heecme-
CMBEHHOCMb CaM020 Npouecca UCNOAHeHUs “Y3asay”: HeecmecmeeHHO, Ymo
uenogex b6epém cpasy 068a 38yKa 00H0BPEMEHHO, HeeCmecmeeHHbL camble mem-
oput “y3asy 7, KAk OCIMUHAMHO20 HUJICHE20 OP2AHH020 NYHKMA, MAK U 386YK08
8epXHe20 pe2ucmpa, HeecmecmeeHHa HeobXo0UMoCmb OAUMeNbHO 3a0epicl-
eamp Ovixanue. OeradeHue makKumu npuémamu newus mpedyem 004buloll U
ONUMeNbHOI — MHO20AeMHel — U NPU SMOM CO8EPULeHHO 0COD0T MPEHUPOBKU
ObIXAHUSL, 2010COBBIX C8A30K, 20PMAHU, HOCOBbLX, HEOHBIX, N0OHBIX U 2PYOHbBIX
pesonamopos u m. 0. (Jlebegunckuii 1948: 50—51).
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O cooTHOMEHNH HHCTPYMEHTAJIBbHOIO0 U1 BOKAJIbHOI'O

VYTBepkneHue, mpuHUMaeMoe 0e3 10Ka3aTeJIbCTB U TTPeBpaTUBIIIEe-
Cs1 B aKCMOMY 13-3a CBOEH KaXYyIIEelcsl OUeBUITHOCTH, COCTOUT B TOM, UTO
MMEHHO MHTOHAIIMS YeJI0BEYECKOTO TojIoca PacCMaTPUBAETCS KAk Mep-
Basl — U IO CYIIECTBY, MU BO BpeMeHU — (popma MposiBiaeHUsT heHOMeHa
My3ULIMpOBaHUs. My3bIKadbHbBIN 3BYK POXXAAETCS TYT Kak Obl cpa3y — B
BUIE OCMbBICJICHHBIX YIOPSIAOYEHHBIX KOJIeOaHWI BO3AYIIHON Cpebl,
BBI3BAHHBIX JIESITEIbHOCTBIO TOJIOCOBBIX CBSI30K. OIMIMOOYHOCTh TAKOTO
TO/IXO/Ia 3aKJII0YAETCS B TOM, UTO BOKaIbHast (hopMa BBICTYIIaeT Kak (hop-
Ma U3HavaJbHas U He HYXXIAI0IasICsl HU B KAKUX BHEITHUX MTPEIITOCHLI-
Kax ¥ mpuuyrHax. B To xxe BpeMs Haju4yue CO3JaHHOIO YeJIOBEKOM Tpeji-
METHOTO MUpPa, KOTOPhIi, COOCTBEHHO, U TOPOKAAET My3bIKaJIbHBIN 3BYK,
MY3ULIMPOBAaHUE U MIEHUE, HE YUUTHIBACTCS.

Tak Kak 1eITeTbHOCTh FOJI0Ca OTIPEEIISIETCS 1 KOHTPOJIUPYETCS CITy-
XOBBIMU LIEHTPAMU KOPBI TOJIOBHOTO MO3Ta, TO CTAHOBJIEHUE U Pa3BUTHE
YeJI0BeYeCKY MHTOHUPYIOIIETO rojloca Hepa3phIBHO CBSI3aHO CO CTAHOB-
JIEHWEM U Pa3BUTHEM YEJIOBEUECKH CJIBIIIAIIEro yXa. DTo, B CBOIO Oye-
penb, CTAHOBUTCS] BO3MOXKHBIM TOJIBKO B TOM Cllydae, €Cliv CIyX YeJoBeKa
HampaBJieH Ha KOHTAKT He CTOJIbKO C OKPYKaIOLIMM MTPUPOIHBIM MUPOM,
CKOJIBKO C TEM MUPOM, KOTOPBII YeJIOBEK caM ISl ce0st co3nai, u B hop-
Me KOTOPOTO BOIJIOTMIIACH €TO TBOPUECKU-TTPE0OPasyIoiast 1esTeIbHOCTb.

[Tpu ocyiecTBIeHNN TAKOTO KOHTAKTA pelaioiiee 3HaueHUe Tpu-
00peJs1o 3ByJyaHue TeX MPeAMETOB, KOTOPHIE, SIBISISICh CBSI3YIOLIUM 3BEHOM
MEXIY MPeIMEeTHBIM MUPOM U CJIYXOM, B Mpoliecce JalbHEeMIIero pa3Bu-
TUS IPEBPATWIUCH B OCOOYIO TPYITIY MPEAMETOB — IPYITIY MY3bIKaTbHbBIX
WHCTPYMEHTOB. My3bIKaJIbHbIe MHCTPYMEHTHI, SIBJISISICH 110 CBOEH CYTH
MpeaMeTaMu, OCYLIECTBWIN BO3AEHCTBUE TPEAMETHOIO MUPA HA CITyX Ue-
JIOBEKa, a uepes CIIyX — Ha roJioc.

OOpaTHOe MPennoaoXKeHne, TO €CTh, YTO YETOBEK OMKpbigaem U
Haxodum (HEMOHSITHO Ille U KaKUM 00pa3oM) TeMOp MeHusl, XapaKTepHble
MHTOHALIMOHHBIE 000POThI, GUKCUPYET UX B BOKAJIbHOW MYy3bIKe, a MOo-
TOM, CO00pa3ysICh YK€ CO 3BydYaHMEM ToJIoca, U3oopemaem WHCTPYMEHT —
9TO TPEIIONIOKEHNE MHE MPEACTaBIsIeTCs] B KOpHE OmMnO0YHbIM. OHO
3aMyThIBAET IEHCTBUTETHLHOE TTOJIOKEHNE BENIeH 1 HE MOXET OOBSICHUTD
HaJIMYMEe KOHKPETHBIX KaUeCTB 1 XapaKTePUCTUK BOKAJIbHOIO HaleBa, a
TakkKe MPUUYMUHY €ro MPOUCXOXICHUS. A HE MOXET UMEHHO MTOTOMY, UTO
MOHUMAaeT npedmemuyto GOpMyY MPOSIBIICHUS MY3ULIMPOBAHUS — IMOJTUH-
HYIO IPUYNHY BOBHUKHOBEHUSI IEHUST — KaK €TO CJIEJCTBUE.
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Wrorn nccnenoBanus

BosHuKHOBEHME ITEHUST, TO €CTh OCO3HAHHOTO YIIOPSIIOUYEHHOTO MH-
TOHMPOBAHMS IOJI0CA, OTJIMYAIOIIETOCS OT XKUBOTHOTO, HE-4eJIOBEUYECKO-
TO UHTOHUPOBAHMS, TPOUCXOIUT JIUIIThL TOTA, KOTla MHTOHAIIMK ToJIoca
MPUOOPETAIOT CIIeLIM(DUUECKH-UYeTOBeUECKOe 3HaUeHKE, CTAHOBSATCS 00-
IIECTBEHHO 3HAYMMBbIM SIBJICHUEM C SIBHO BBIPaXKEHHBIMU CBOWCTBAMU
MPeAMETHOCTH (MTOHUMasT MPEAMETHOCTh KaK CO3HATEIbHOe M3MEHEeHUE
YeJIOBEKOM 00beKTa — B JAHHOM CJTy4yae rojioca — Jijisi BOBJICUEHMS €TO B
cepy 00111eCTBEHHO-3HAUMMOI fesiTebHOCTH). [Tpruobdpectu e Takoe
3HAYeHWEe MHTOHAIIMM TOJI0ca MOTYT B TOM cJydae, Korma Ha (opMy ux
3BYKOIPOSIBJIEHUSI OKa3bIBA€T BJIMSIHUE CO3IaHHBIN YEJIOBEKOM ITPEIMET-
HbIA MUD.

YenoBeyecKuit roJoc, 0CO3HAHHO, JTMOO Yallle HEOCO3HaHHO, OCBa-
MBasl 4yepe3 CIyX XapaKTepHble OCOOCHHOCTH 3ByYaHUsT MY3bIKaJTbHbBIX
MHCTPYMEHTOB, TEM CaMbIM CHUMAET U MPUCBaMBaeT 3HAYSHUSI, TIPUCY-
11e My3bIKaJIbHOMY MHCTPYMEHTY Kak rpeamMeTty. M eciin Hammaue cMbIc-
JIOBOH CBSI3U MeXy C(hOPMUPOBABIIIMMCS B 0011I€CTBE 3HAYEHUEM TTPeI-
MeTa M U3IaBaeMbIM 3TUM ITPEIMETOM 3BYKOM ITOPOKIAET CAMO sSIBJICHUE
MY3bIKAAbHORO 38YKA, TO IPUBHECEHUE B MHTOHAIIMOHHYIO NS TEIbHOCTD
roJioca XapaKTepUCTHK M KAYeCTB, TPUCYILIMX MY3bIKAAbHOMY 36VKY, OTIPE/I-
MeJuBaeT 3ByYaHre U MHTOHAIIMY ToJjioca.

Tak rosioc mpuodpeTaeT 3HaYeHUsI, He TIPUCYIIME eMY OT IIPUPOJIBI, a
Kak Obl B3SIThIE, CHsAMble y 3ByKa My3bIKaJIbHOTO MHCTpYyMeHTa. [Tponcxo-
JIUT OTIpeIMeYMBaHKEe MHTOHALIMOHHOM JIeSITeJIbHOCTH rojioca. MaHumy-
JISIUMKA MHTOHAIMSIMUM ToJjloca B OOIECTBEHHOM CO3HAHUM HAeISIIOTCS
CBOMCTBAMMU TP € 1M € T a, KOTOPbIi 00/1a1aeT HA0OPOM CMBICTIOBBIX 3HA-
YEHMI1, MPU3HABAEMbIX YWIeHAMU YeJIOBEYECKOI0 COOOIIECTRa.

CiieoBaTeIbHO, IMEHHO IPOIIECC MTPUOOPETEHMS KaueCTB U 3Haue-
HUI IIpeIMeTa IpeBpallaeT MHTOHALIMOHHYIO AeSITeIBHOCTb IoJioca B 00-
LIECTBEHHO 3HAYMMBIi1 (heHOMEH — TieHue. B To e Bpems Halnaue Crieim-
(ryecku yeoBeYeCKOro 00beKTa — 3ByJalilero rnpeaMera-mHCTPyMeHTa,
KOTOPBII MpeacTaBisieT co00i OBEIEeCTBAEHHYIO (DOPMY UeIOBEYECKOM
JEeSITEIbHOCTH — €CTh YCJIIOBME BO3HUKHOBEHUSI BOKAJTbHOTO MY3UIINPO-
BaHUsI.

B cBoMX HUBIINMX XXUBOTHBIX (POpMaXx MPOSIBIIEHUST CITIOCOOHOCTh MH-
TOHWMPOBAHUSI rOJIOCA CYILIECTBYET IO M HE3aBMCUMO OT MPEIMETHOTO MUpa
M MIPEJICTABIISIET COOO0I TY OMOJIOTMIECKYI0 OCHOBY, Ha KOTOPOIi, COOCTBEH-
HO, ¥ BOBHUKAET MY3bIKaJIbHOE UCKYCCTBO. S BJISISICh HEOTheMJIEMOi Yac-
TBIO TIPEIMETHOTO MUPA YeJI0BeKa, My3bIKaJIbHbIII MHCTPYMEHT, OpraHM-
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3ysl 4epes MpeaAMETHO-CIYXOBYIO cXeMy (hOPMBI CIYXOBOTO BOCTIPUSITHS,
pelrarmuM 00pa3oM OMpeaeIsieT XapaKTep MHTOHUPOBAHUS ToJioca.
Korma ke a3t (hopMBI BOCTIPUSATHS U XapaKTePUCTUKM MHTOHUPOBAHUS
CJIOXXWJIMCh, OHM 9aCTO BOCIIPMHUMAIOTCST KaK 3aJI0XKEHHBIEC ITPUPOIOI
0COOEHHOCTH YesloBeKa. IMEHHO ITO3TOMY B HEKOTOPHBIX My3bIKOBEIUEC-
KHX paboTax MOXHO HalTU IMPUMEPHI, KOTIa MyTaloT My3UIIMPOBaHNUE
YeJI0BeKa C My3bIKOTIOTOOHBIMHU SIBJICHUSIMU JKUBOTHOTO MUpPa, aHATOMO-
(pu3MoIOTMYECKHE IPEAITOCHIIKI 1 YCIIOBUS BOSHUKHOBEHUSI MY3BIKU 1
TIeHUS C TPUYMHAMHU MX BO3SHUKHOBEHMSI, OMOJIOTMIECKOE JOCOIMATBLHOE
B CAMOM SIBJICHUM MY3HUITUPOBAHUS C HAMOMOJIOTUICCKIM COLIMATBHBIM.

OO61Ien3BecTHAS ¥ TPAAUIIMOHHO MPUHSITAs TPAaKTOBKA COOTHOIIIE-
HUS MTHCTPYMEHTAIBHOTO M BOKAJIBHOTO B CTAHOBJICHUY 1 Pa3BUTUU MY-
3BIKM MOKET OBITh YCJIOBHO TIPEICTaB/IeHA B BUIE TAKOIl CXEMBI:

[1esI0BeyeCKasi 1esITeJbHOCTD| - (KYJIbTypa — pedb| —> [neHue|

| My3bIKQJIbHbIA HHCTPYMEHT |

Cxema |

IIpennaraemast B jaHHOI paboOTe TPaKTOBKA MOXKET OBITh YCIOBHO
0003HaueHa CJeIyIolleil CXeMOIi:

[ 4e10BeYeCKas AeATeJbHOCTS |

| npenMeTiblﬁ MHD |

[3ByyaLIMii peaAMET 3BYK IIpeIMeTa

v

MY3bIKaJIbHbIM MHCTPYMCHT My3BIKaJ'[BHI’>II/I 3BYK
MY3LIKaJIbHOI'O I/IIHCTPYMCHTa

o
CIIyX

[IpeaMeTHO-CIyXoBas cXxemal|

LieJieBast yCTaHOBKA r0J10C000pa30BaHuUs
noa koHTposiem LIHC

| T0JI0C | | nelme|

Cxema 11
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TonbKo TaK MHTOHALIUY rojioca MOTYT IPE€BPATUTHCA B IICHUE, 000-
TFaTUBLIKCH 32 CUET a6CTpaFI/IpOBaHI/IH BCETO KOMILJIEKCa CHCHI/IQ)I/I‘{GCKI/I
YEJIOBCUYCCKHUX 3Haq€HHﬁ, 3aJI0KCHHBIX B 3BYKC MY3bIKAJILHOTO MHCTPY-
ME€HTa, B CaMOM MY3bIKaJIbHOM HMHCTPYMEHTEC KakK IIpEeAMETEC N1 B CaMOM
IIpEAMETE — KaK (bopMe BOIIOIIEHMA YEJIOBEYECCKOI'O TBOPYCCKOrO aAyxa.

BriBoapl

e  (deHOMEH TIeHUS €CTh pe3ysbTaT IIpoliecca, P KOTOPOM MHTOHA-
IINY TOJI0Ca B OOIIECTBEHHOM CO3HAHWM HAACNISIIOTCS CBOMCTBAMU
rpeaMera.

e  Peraroniee 3HaueHUE B MPOILECCe NTPOUCXOXKICHUS TIEHUSI UMEeT
MIPeIMETHBIN MU YeJIOBEKa.

e  Hammune crieninprIecKy 4eI0BEYECKOT0 O0hEKTa — 3ByUaIIeTo IMpe-
MeTa-MHCTPYMEHTa — €CTh YCJIOBWE BO3HUKHOBEHUS BO-
KaJlbHOTO MY3WIMPOBAHMUS.

e  3pyvalue IpeaMeThI-My3bIKaJbHbIe THCTPYMEHTHI BO3ICHCTBYIOT Ha
CIIyX M OTIPEIC/ISIIOT XapaKTep 3BYUYaHUS U MHTOHHpPOBA-
HUS Tojoca.

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

Sergejus Okrusko

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 social 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 socialactivities 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 musical sound. 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 tas funkcionalo aspektu muzika

Dr. art. Jelena Lebedeva
Jazepa Vitola Latvijas Muzikas akademijas profesore

Muzikas formas funkcionalai izpratnei ir senas vésturiskas tradicijas,
kas attistijusas pakapeniski — vispirms kompozicijas macibas ietvaros,
skandarba radisanas procesa (te vieta atgadinat kaut vai retorikas teorijas
spécigo ietekmi uz baroka laika maziku), bet vélak, sakot ar 19. gadsimtu,
jau pasa muzikas formas maciba. Neiedzilinoties visas procesa veésturis-
kajas detalas, $aja raksta uzmaniba veérsta uz divam galvenajam attistibas
ievirzém: viena no tam saistita ar krievu (padomju) skolas tradicijam,
otra — ar Rietumu muzikas formas teorétiskajam nostadném.

Vispirms par krievu skolu, kura formas macibas pamati lidz ar tul-
kotajam gramatam sakotnéji patapinati no vacu skolas. Pirmas krievu
valoda tulkotas formas macibu gramatas ir vacu muzikologa Ludviga
Buslera (Bussler) Musikalische Formenlebre (1878; tulkota 1883-1884)
un 1901. gada Krievija publicétas anglu zinatnieka Ebenizera Prauta
(Prout) macibu gramatas Musical Form (1891) un Applied Forms (1895),
kas savukart balstas uz Adolfa Bernharda Marksa darbiem (Marx 1837—
1847, 1868). Adaptéjot jau zinamo, formas maciba Krievijas teorétiku
vidé saka |oti intensivi attistities, tostarp formas funkcionalitates joma.
Pirmkart, to apliecina daudzu $ai problémai veltitu darbu rasanas, otrkart,
specifiska pétnieciska rakursa izstrade, kura funkcionalitates izpausmes
muzikas forma izceltas jo ipasi.

Krievijas autoru darbiem ir kopiga sakotneéja platforma — Borisa
Asafjeva formas teorija, kura ietverta triade imt (initio — motus — terminus)
attiecinama uz jebkuru kompozicionalo procesu (Myssixansras gopma
Kkak npouecc; Acadres 19711). Sajas tris funkcijas koncentréjas ne tikai
ikviena procesa, t. sk. muzikas procesa, butiba, bet ari savveida prieksstats
par skandarba formu ka maksliniecisku veselumu, kurs organizeéts saskana
ar noteiktu logiku un kuram ir pabeigts, noslégts veidols. Pat t. s. skolas
muzikas formas kursos® stabili iesaknojusies jedziena kompozicionala
funkcija izpratne un pats prieksstats par muzikas formas funkciju sistému.

! Abu dalu pirmizdevumi, attiecigi, 1930. un 1947. gada.
2 Te jamin tadi darbi ka Ivana Sposobina Mysvikaavnas gopma (CriocobuH
1947), Sergeja Skrebkova Anaauz myswixanshvix npoussedenuii (Ckpeokos 1958),
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Vispilnigak si sistema atspogulota Viktora Bobrovska ( booposckuii)
darba @yukyuonanvhvie ocnosbl mysvikanvroil popmot (1978). Bobrovskis
mizikas formu péta ka daudzlimenu sistému, kuras elementiem piemit
divas ciesi saistitas ipasibas — funkcionala (funkcija ir saiknes visparejais
princips) un strukturala (struktira ir konkrets veids, ka istenot visparéjo
principu) (bobposckuit 1968: 13). Raksturojot skandarba funkcionalo
logiku, tiek nodalitas dazada veida funkcijas un izceltas piecas funkciju
grupas, starp kuram galvenas ir tris — visparéjas logiskas funkcijas, vispa-
rejas kompozicionalas funkcijas un specialas kompozicionalas funkcijas.
Protams, visplasaka no §im grupam ir pédéja. Taja definéta katras formas
funkcionala batiba, tadé] Bobrovska darba tai veltita galvena uzmaniba3.
Svarigi atzimeét, ka iztirzatas ne tikai klasiskas pamatformas, bet ari brivas
un jauktas formas. Ari $aja gadijuma analizes rakurss ir funkcionals, tas
lauj autoram izvirzit mainigo funkciju koncepciju un noteikt mainigo fun-
keiju veidus. Tadéjadi mazikas formas funkcionalas izpratnes zina pat loti
virspuséjs Rietumeiropas un Krievijas autoru darbu salidzinajums lauj
saskatit ievérojamas atskiribas — Krievijas muzikologiskas skolas ietvaros
muzikas formas teorija piedzivojusi vérienigu evoluciju un daudzveidigas
parmainas. Sis attistibas sakumpunkts, ka jau minéts, ir Asafjeva noteikta
izejas pozicija: skandarba analizes pamata ir muzikas formas procesuala
uztvere un katras attistibas fazes logikas pamatojums (AcacdbeB 1971).

Ne tik plasi pazistama, macibu procesa reti iztirzata ir Krievijas ma-
zikas zinatnieka Anatolija Milkas izstradata muzikas formas kompo-
zicionalo funkciju teorija, kas nedaudz atskiras no ieprieksaplukotas.
Nenoliedzot formas funkcionala traktéjuma nozimibu un katra formas

velak Leva Mazela Cmpoenue myssikanshwix npoussedenuii (Maszenb 1979, pirmiz-
devums 1960), Leningradas autoru macibu gramata Jurija Tjulina ( 7roaun) redak-
cija Mysweikanwvnas gopma (1965), Leva Mazela un Viktora Cukermana macibu
gramata Anaauz my3vikaivivix npouszeedenuii (Masenn, Llykkepman 1967), Valen-
tinas Holopovas @opmui my3svikarvhoix npouszeedenuii (Xononosa 1999), Tatjanas
Kjuregjanas @opma 6 mysvixe XVII—XX eexoe (Kropersin 2003), Vsevoloda Zade-
racka Myswvikanvrnas gpopma (3anepauxuii 1995, 2008).

Sposobina gramata (Criocobun 1947) pirmoreiz izklastita mazikas formas
funkciju sistéma, kura ir plasaka par to skaidrojumu, kads piedavats Rietumu
autoru gramatas; ta saglabajusi savu nozimi ari masdienas.

3 Gramata pirmam kartam aplukotas klasiski romantiskas tradicijas formas,
t. i., tonali homofonas formas, tomér hronologisko ierobezojumu nav — autora
uzmanibas loka ieklauti gan Johana Sebastiana Baha, gan Kloda Debisi un
Dmitrija Sostakovi¢a skandarbi.
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posma butisko lomu skandarba kopgja attistiba*, Milka darba Teopemu-
YecKue 0CHOBbL PYHKUUOHANBHOCIU 8 MY3biKe 1zgaismo citu $is probléemas
izpratnes rakursu: vina pétijuma funkcija interpretéta ka attieciba starp
dalu un veselumu, t. i., lidzigi atsevisko pakapju tiecksmém skankartiskas
sistémas ietvaros (Mwuika 1982). Lidz ar to analizes pamatuzdevums,
péc autora domam, ir noteikt un izcelt funkcionalitates galveno koor-
dinati, kuru veido formas funkcionalo elementu ticksmes. Elementi var
but jebkadi, lidz ar to var veidoties ritma funkcionalitate vai motivu
funkcionalitate, stila parametru funkcionalo grupu (skankartas, metra,
formas) funkcionalitate vai komponista individuala stila konkrétu aspektu
funkcionalitate (pieméram, kanoniska attistiba Palestrinas mazika, har-
monijas un metra funkciju attieciba Béthovena skandarbos, funkciona-
litates izpausme Caikovska rado$aja procesa)’. Analizéjot skandarbus
péc Milkas ieteiktajiem principiem, nepiecieSams izmantot vismaz elemen-
taras matematiskas analizes metodes jeb, ka tas formulé autors, varbutibas
statistiskas pétniecibas metodes (Muika 1982: 9). Iespéjams, ka tiesi tadel
§1 koncepcija nav kluvusi ipasi populara un Krievijas muzikas zinatné
praktiski nav guvusi talakattistibu. Tacu jaatzist, ka ta sasaucas ar dau-
dzam 20. gadsimta Rietumu komponistu formas matematiskas analizes
koncepcijam — pieméram, ar Jana Ksenaka izstradato (Xenakis 1971).

Visos aplukotajos gadijumos par butiskiem, savstarpéji saistitiem
un nosacitiem uzskatami formas abi aspekti—lo giskais (funkcionalais)
un strukturalais (pati struktara). Klasiski romantiskas tradicijas
muzika tie izpauzas pietieckami parliecino$i, un $o aspektu izpratne batiski
veicina skandarba uztveri.

Rietumu muzikas teorija formas funkcionalas izpratnes pamati, ka
zinams, veidojusies jau izsenis, tomér koncepcijas limeni tie formuléti
tikai 19. gadsimta vacu zinatnieka Adolfa Bernharda Marksa darbos
(Marx 1837-1847,1868). No vienas puses, vins izveidojis skaidru siste-
matiku funkcionalitates joma — defingjis galvenas funkcijas un attiecinajis
tas uz formveides procesa konkrétam situacijam. No otras puses, Marksa
piedavajums pielauj ari augstaku abstrakcijas pakapi, jo skar ne tikai
vienu, konkrétu formas limeni, bet apluko probléemu formas visparéja

4 Tiesi ta formas funkcionalitate traktéta iepriek$sminétajos krievu muzikologu
darbos.

5 Autors raksta, ka funkcionalitate tiek aplikota ka visparmuzikala paradiba,
tas darbiba demonstreta saikneé ar tas daZadiem veidiems; resp., funkciju Milka
trakté nevis §1 varda ierastaja plasakaja izpratné — ka lomu, nozimi vispar, bet
gan ka specifisku muzikas formas dinamisko faktoru (Mmka 1982: 9).
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limeni. Tiesi Markss ieviesis aprité slaveno, muzikas pétijumos neskai-
tamas reizes pieminéto formulu HS-Gang—SS-ScS (Hauptsatz—Gang—
Seitensatz—Schlussatz; Marx 1837-1847, 1868). Ta norada uz Cetru pa-
matfunkciju secibu: idejas/témas izklasts — pareja/attistiba — jauna ideja/
téma — pédéjais posms/téma. Minéta formula ir attiecinama uz visam
iespéjamam struktaram un atgadina nedaudz paplasinatu it (t. s. Asafje-
va triddes) versiju: i,—m—i,—t (Acadpbe 1971)°. Tomér jaatzist, ka nakamo
paaudzu Rietumu teorétiku intereses vairak vérstas uz $is funkcionalas
sistémas strukturalo istenojumu, nevis uz pasa funkcionala aspekta attis-
tibu vai pilnveidi. Tadél daudzos Rietumu autoru pétijumos lidz pat mas-
dienam Marksa funkciju sistéma izmantota vien sava sakotngja veidola’.

Interese par muzikas formas funkcionalo organizaciju pieaug 20. gad-
simta, un tam ir vairaki iemesli. Viens no tiem saistits ar mazikas teorijas
imanento attistibu, tapéc virziba uz funkcionalitati ir likumsakariga. Cits
rodams pasa laikmetigaja muzika — taja lietotas jaunas kompozicijas teh-
nikas likusas daudziem pétniekiem pievérst pastiprinatu uzmanibu tiesi
sim skandarba aspektam. Viens no muzikalas domasanas ierasto tradiciju
pirmajiem iznicindtajiem bija Arnolds Sénbergs, bet — un to nedrikstam
aizmirst — vins ari kluva par vienu no pirmajiem, kurs teorétiski méginaja
izvértét un parvértét klasiskas mazikas formas funkcionalo logiku, lai to
pielagotu jaunajiem apstakliem (Schoenberg 1954, 1967). Interesanti,
ka ari pasus jédzienus miuzikas formas funkcionalitate un formas funkci-
onala analize Rietumos (Bent 2001) interpreté nedaudz savadak neka
Krievijas muzikologija. Pieméram, par vienu no galvenajiem vacu/britu
muzikologa Hansa Kellera (Keller) ieguldijumiem muzikas zinatné tiek
uzskatita vina izstradata bezvardu funkcionalas analizes metode (Wordless
Functional Analysis) - t. i., skandarba ipatnibu skaidrojums ar pasas
kompozicijas palidzibu. Sis metodes butiba, péc tas autora vardiem, ir
centieni analizes gaita izprast, ka skandarba ietvertas kontrastéjosas temas
un tematiskie komponenti veido organisku vienotibu, veselumu. Savukart
universala atbilde uz minéto jautajumu ir $ada: dzilakaja limeni pat kon-
trastéjosam viena skandarba témam ir kopigs pamats, tadél ir iespéjams
radit muzikas tekstu, kura $i vienotiba tiktu uzskatami demonstréta.
Kellers ir veicis vairakas $ai teorijai atbilstosas skandarbu analizes - tas
veltitas Baha, Mocarta, Haidna, Béthovena un Britena kompozicijam.

¢ Interesanti, ka Marksa atklajums veikts 19. gadsimta 30.-40. gados, un
Asafjeva koncepcija faktiski paradijas péc 100 gadiem (20. gadsimta 30.—40. gados).

7 Atkal veidojas paraléles: gruti pat iedomaties kadu formai un tas funkciona-
litatei veltitu krievu teorétika darbu bez atsauces uz Asafjeva koncepciju.
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Dazi no Siem analitiski atvasinatajiem tekstiem ir atskanoti; tos transléjusi
BBC raidstacija, kura Kellers stradajis (Wintle 2001).

Pedéja laika, t. i., 20. gadsimta beidzamaja ceturksni un vélak, formas
funkcionalais aspekts atkal nonacis vairaku Rietumu muzikologu uzma-
nibas loka, turklat dazkart tas tiek traktéts ka inovativs, pat revolucionari
jauns skatijums. Teiktais pilna méra attiecas uz diviem Viljama Kaplina
(Caplin)® 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 monografija, kas veltita loti konkrétam véstures
periodam (1780-1810); taja analizéti triju Vines klasiku instrumental-
opusi. Tie ir Haidna darbi, t. sk. 62. simfonija D dur (1781), stigu kvarteti
op. 33 un 35.-39. klaviersonate (Hob. XVI, 1780), Mocarta saceréjumi,
t. sk. 34. simfonija C dur (K 338), klavierkoncerti F dur un C dur (K 413,
415), Haidna kvarteti (K 387) un klaviersonates (K 330 C dur, K 331 A
dur, 1781-1783), ka ari Bethovena opusi, t. sk. Sesta simfonija F dur
(1808), visi klavierkoncerti, stigu kvarteti op. 16, 59, 74, 95, klaviersonate
op. 81 Es dur (Caplin 1998).

Kaplina koncepcija, no vienas puses, attista Arnolda Sénberga (Fun-
damentals of Musical Composition, 1967), ka ari vina skolnieka un péc-
teca Ervina Raca (Ratz 1951) paustas idejas. Abu minéto autoru pétijumos
forma aplukota tas procesualaja attistiba, vésturiska aspekta raugoties —
no Baha lidz Béthovenam (Sénbergs skar ari iepriek$éjo polifonas daudz-
balsibas periodu)’.

No otras puses, Kaplins censas paplasinat pasu funkcionalo attiecibu
sistému, tiecas noskaidrot funkciju darbibu dazados limenos — gan visa
skandarba formas, gan kompozicijas posmu iekséjas attistibas limeni.
Funkcija Kaplina pétijuma definéta ka noteikta posma (autors to sauc
par muzikas teksta grupu vai fragmentu) specifiska loma skandarba ko-
péja organizacija (Caplin 1998: 9). Sada aspekta vins apliko gan atsevis-
kas tipveida formas, gan vérs uzmanibu uz formas atskirigu interpretaciju
Mocarta un Béthovena muzika, t. i., skar stila jautajumus, tiesa, tikai
viena stila — Vines klasicisma — ietvaros.

8 Viljams E. Kaplins ir Makgila Universitates (Kanada) docétajs un muzikas
teorijas probléemu pétnieks.

? Starp citu, atcerésimies, ka Sénberga mazika formas zina ir saméra tradici-
onala; nav nejausiba, ka vins sacergjis tikai zanros, kas véstures gaita jau aplieci-
najusi savu stabilitati (opera, oratorija, koncerts, simfoniska poéma, simfonija,
kvartets u. c.).
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Tomeér, ka pats autors atzist vélak tapusaja raksta What are Formal
Functions?, 1998. gada monografija vinam vél nebija izdevies pietiekosi
parliecinosi raksturot savu formas izpratnes koncepciju. Stradajot pie
gramatas glosarija, vins secinajis, ka koncepcijas pamatjédzieni teksta
nav pilniba atklati. Turpretim jaunaja publikacija, péc vina domam, tie
ir definéti precizak, tadél jaunas idejas iezimétas skaidrak (Caplin 2009).

Teorétiski aprakstot formu, autors piedava vairakas shémas un
tabulas, kuru meérkis ir koncentréta veida atspogulot formas butibas
izpratni. Pievérsisimies dazam no tam.

Viena no $im tabulam piedava terminu sistému (sava zina vienlaikus
ari mazikas analizes logikas sistému), kas aptver skandarbu kopuma un
raksturo to no dazadam pozicijam. Saja sakara Kaplins atgadina, ka
formas raksturojuma ieklaujas gan daudzi vispargji jedzieni — pieméram,
organizacija, struktura, segmentacija (sk. jédzienu 1. grupu), gan ari —
mazaka skaita — abstrakti jédzieni, pieméram, dziesmu forma, sonates,
rondo forma un koncerts (sk. jedzienu 4. grupu) (Caplin 2009: 22).

Piedavataja shéma izceltas Cetru limenu jédzienu grupas. Pirmaja
limeni ietverti pasi visparinatakie termini, kas korelé ar kompozicijas
visparigakajam likumsakaribam. Nakamajos limenos jeédzieni pakapeniski
saSaurinas lidz tiem formu pamatveidiem, kuri praksé pazistami jau kop$s
seniem laikiem. Sis grupas terminus Kaplins apzimé ka universalus (Caplin
2009: 21-22).

1.
organmization | structure | pattern shape temporality
organizacija | struktara | modelis, | forma, veids, | temporalitate
paraugs téls
2.
process function hierarchy narrativity rhetoric
process funkcija hierarhija izklasts retorika
3.
forms genre style
forma kopuma Zanrs stils
4.‘/1\‘
P e == == == il T - "
| somg  sonata rondo concert |
' dziesmaI sonate rondo J_koncerts'
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Kaplina shémas pirmajos divos limenos ietverti jeédzieni, kuriem,
musuprat, nepieciesami komentari. Ka redzams, pirmaja limeni sarindoti
apziméjumi, kuri akcenté skandarba formas visparéjo raksturu un
uztverami ka savveida sinonimi. So virkni varétu papildinat vél ar daziem
jédzieniem, pieméram, organizacija — struktiura — modelis — skandarba
kompozicija — uzbuve... Un, luk, to visu noslédz termins temporalitate.
Péc Kaplina skaidrojuma, temporalitates izjuta rodas, pamatojoties uz
skandarba shematisko aprakstu — ta analizes shemu (Caplin 2009: 23).
Ta ka tematiski, harmoniski vai cita zina lidzigi procesi shéma tiek apzi-
meéti identiski, tad shéma sniedz prieksstatu ari par pasa procesa temporalo
raksturu (nedaudz vélak autors piedava ari sada veida shému: Caplin
2009: 26). Turpretim musu ierastaja izpratné temporalitates jédziens nav
lidzvértigs citiem $aja virkné minétajiem terminiem; drizak tas norada uz
konkrétu lidzekli, kas palidz klausitajam uztvert skandarba struktaru.
Proti, tempa maina — tas ir viens no elementarakajiem panémieniem, kas
layj skaidri paradit formas sastavdalas, tas dalijumu posmos (tiesa, raksta
ir runa tikai par klasisko formu).

Otra limena termini jau vairak vérsti uz formas procesualitates skaid-
rojumu, un $aja grupa uzmanibu piesaista jédziens retorika. Uzsverot, ka
skandarba atrises procesam jabut parliecinosam un logiskam, jédziens
retorika te uztverams ka sinonims vardam logika. Sada skatijuma, jaatzist,
minétais apziméjums pilniba attaisno savu atrasanos $aja limeni.

Nelielu komentaru rosina ari tabulas ceturtaja limeni nosauktas Cetras
konkrétas formas (dziesma, sonate, rondo, koncerts). Tris pirmas pilniba
sasaucas ar Marksa klasifikacija (Marx 1837-1847, 1868) noskirtajam
piecam pamatformam: dziesma atbilst 1. un 2. formai, rondo - 3. formai,
bet sonate — 4., 5. formai. Turpreti koncerts $aja sistéma neiederas. Tas
parstav vai nu sonates formas variantu (ar divkar$u ekspoziciju, ka
klasikiem), un lidz ar to ir radniecigs 4.-5. formai, vai ari rondo variantu
(t. s. ritornelformu, ka baroka koncertformu pienemts dévét Rietumu
muzikas teorija) un lidz ar to piederas 3. formai. Ari kopuma Kaplina
raksta nosauktas formas musu izpratné vairak gan asociéjas nevis ar for-
mam, bet ar Zanriem. Tacu interesanti atzimét vél kadu ipatnibu: kaut
ari zanru grupu autors sava shéma nav ietvéris un atseviski neapluko,
teksta atziméts, ka vina minétajam formam dazados véstures periodos
bijis raksturigs atSkirigs Zanriskais saturs un nozime (Caplin 2009).

Aplukojamas koncepcijas terminu otraja bloka ir ietverti formas dalu
jeb elementu (parts of form) apziméumi. Si terminu grupa nav tik daudz-
veidiga ka iepriekséja, bet arl neprasa specialus komentarus. Skandarba
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formas sakara Kaplins norada: runajot par formas sastavdalam, més biezi
lietojam tadus terminus ka fraze, ideja, izklasts, atkartojums u. c. (Caplin
2009: 22). Tiesa gan, ari $aja gadijuma jaatzimé, ka piedavataja virkné
ir sarindoti nozimes zina dazadi apziméjumi (pieméram, fraze, sekcija
attiecas uz struktaram, bet atkartojums, sekvence — uz attistibas pané-
mieniem):

phrase | idea | statement | repetition | sequence section
fraze | doma | izklasts | atkartojums | sekvence | sekcija, posms

Visbeidzot, tresa terminu grupa (Caplin 2009: 22), kas, salidzinot
ar pirmo, skaita zina ari ir pieticiga, raksturo formas paklautos parametrus
(ancillary parameters). Taja autors ietveris $adus jédzienus:

motive | melody | cadence | harmony |rhythm texture
motivs | melodija | kadence | harmonija | ritms | tekstura/fakttura

Ar1 Seit uzmanibu pievérs virknes sastavs: no vienas puses, taja
ieklauti muzikas valodas lidzekli (melodija, harmonija, ritms, faktara),
bet, no otras — struktiiras elementi (motivs, kadence). Sadam apvienoju-
mam varétu bat savs pamatojums: motivs un kadence tiesi veic strukturé-
sanas funkciju, turpretim muzikas valodas lidzekliem (melodijai, harmoni-
jai, ritmam un fakturai) strukturésanas funkcija ir tikai viena no vairakam,
kas turklat ne vienmér atklajas pietiekami skaidri, ne vienmer ir primara.

Interesanti, ka Kaplins piedava ari binaru opoziciju grupu, kura ko-
reléti dazadi ar formu saistiti termini, un piebilst, ka $is terminologiskas
svarstibas atspogulo problémas, kas rodas analizes procesa, cenSoties
teorétiski precizi aprakstit konkrétas skandarba novérotas paradibas. Luk,
opoziciju paru virkne:

forma e saturs stabilitate o nestabilitate/mobilitate
veselums « dala grupésana < sadaliSana/segmentésana
ieksgja forma ~argja forma kontrasts « lidziba

noslégtiba « atvértiba divdaliba e trijdaliba

tradicionalitate/parastums < individualitate'®.

19 Ari $aja gadijuma veidojas tieSas paraléles ar vairaku krievu mazikas pétnieku
koncepcijam. Pieméram, attieciba forma esaturs vispar uzskatama par muzikas
teorijas un formas macibas starakmeni, kontrasts olidziba —ta ir Borisa Asafjeva
ideja (AcadbeB 1930, 1947, parpublicgjums 1971). Iespéjami ari citi lidzigi pret-
statu pari.
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Visi Sie jédzieni, péc autora domam, asoci€jas ar miizikas formas
visparéjo izpratni (Caplin 2009: 22).

Tomer, analizéjot klasicisma stila muziku, Kaplins sava monografija
lieto ari daudzus citus, jaunus terminus, lidz ar to paplasinot strukturali
funkcionalo jeb strukturali logisko formas izpétes spektru. Turklat, tapat
ka Viktors Bobrovskis, ari Kaplins formas attistibu un funkcionalo saturu
raksturo ka divu limenu paradibas. Katram no $iem limeniem pétijjuma
ir veltita sava izvérsta dala, kuras aplukotas intertematiskas (t. i., iek$gjas,
iekStematiskas) formas un intratematiskas formas, t. i., kopéjas formas,
likumsakaribas (Caplin 1998).

Par formveides pirma limena struktaram tiek uzskatits teikums (sa-
kumfraze, turpinosa fraze), periods (galvena fraze, sekojosa fraze, atkapes
no normas), saliktas vai sastattémas, vienkarsas divdalu un trijdalformas.
Tas aplukotas gramatas Il dala Tight-Knit Themes. Savukart monografijas
IMI dala ir veltita formas brivako zonu izpétei (dalas virsraksts — Looser
Formal Regions). Tam autors pieskaita $adus formas posmus: blakuspar-
tijas téma, saite jeb pareja, izstradajums, reprize, koda. Otraja limeni
piedavata situaciju diferencésana saikné ar attiecigo formas posmu fun-
keijam (Caplin 19981,

Péc Kaplina domam, formas posmu funkcionalas diferenciacijas
pamata ir harmonijas funkcionalitate, tadél harmoniskas, tonalas attis-
tibas logika kltst par kompozicionali diferencéta procesa céloni. Tiesi
tapéc autors visa monografija tik lielu uzmanibu — gan teorétiskos apgalvo-
jumos, gan analitiskos fragmentos — ir pievérsis harmonijas aspektiem.
Péc vina parliecibas, skankartas pakapju funkcionalas tieksmes uzska-
tamas par skandarba mikro- un makropasaules formas posmu attiecibu
prototipu (Caplin 1998).

Lai uzskatami paraditu, ka saskana ar piedavato teoriju skandarba
forma izpauzas temporalas un kompozicionalas funkcijas un ka tas sav-
starpéji mijiedarbojas, raksta autors detalizéti apliko Béthovena Pirmas
simfonijas pirmo dalu. Kaplins piedava divas shémas, kuru struktara ir
vienada. Tacu, ka vins uzsver, $is shemas atklaj formas dazadus aspektus
(Caplin 2009).

Pirma shéma (skat. 188. Ipp.) reprezenté formas temporalo aspektu.
Ta atspogulo formas dalijuma sistému dazada limena posmos un apaks-
posmos, kuri apziméti ar burtiem vai, precizak, vardu saisinajumiem.
Partulkojot $os apziméjumus ierastaja imt funkciju sistéma, situacija,

I Monografijas IV dala ir aplukotas daudzdalu formas (Caplin 1998).
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skiet, butu vél skaidraka. Shema uzskatami ir redzama gan limenu hierar-
hija, gan ari starplimenu sakari, resp., lidzigu principu darbiba dazados
formas limenos. Tomeér temporalitate izpauzas tikai ka princips: ir gan
noradita nozimes zina dazadu posmu mija, to sistéma atainota shéma,
bet nav atklata shémas saikne ar partitoru. Proti, norade uz konkrétam
taktim (77.-80. t.) sastopama tikai vienu reizi. Autors acimredzot palaujas
uz dzirdes pieredzi, uz savu un lasitaja uztveres prieksstatu lidzibu. Tomeér
jaatzist, ka dazviet nav isti skaidrs, kur iesakas un kur noslédzas shéma
attélotie formas posmi (Caplin 2009: 26).

Kadas funkcijas autors uzskata par temporalam? Tas parstav sadi
apziméjumi: veselums (whole), pirmsikts, pirmsakums (before-the-
beginning — il shema), sakums (beginning — ivail), vidusposms (middle —
m vai M), beigas, kadence (end — t vai T), péckadences posms/papil-
dinajums (after-the-end — tt) (sk. 1. shemu). No ta izriet, ka shéma no-
sauktas formas logiskas funkcijas, kas atspogulo izmainas attistibas
procesa, iezimé pasa $1 procesa stadijas. Tapéc tas labi saskan ar Asafjeva
triadi (AcadbeB 1930, 1947, parpublicéjums 1971) un daléji ari ar
Bobrovska definétajam logiskajam funkcijam (bo6posckuii 1978).

Otraja shema (skat. 189. Ipp.), saglabajot $o pasu hierarhisko sistemu,
ir mainiti apziméjumi — tie tagad norada uz skandarba formas posmu
kompozicionalajam funkcijam. Ari tas veido visai sazarotu sistému un
apzimétas sekojosi: sakumizklasts/teikums (antecedent), turpinosa uzbuve
(continuation), nobeigums/kadence (cadential), (jauns) izklasts (present-
ation), apstaja uz D/pirmsikts (stand on V), blakus materiala izklasts
(consequent), pirmskodols (pre-core), kodols (core), transponésana (MT/
transposition), atkartots izklasts/papildinajums (retranslate) (Caplin 2009:
28). Ka izriet no §is otras shémas, Kaplina traktéjuma sonates formas
ekspozicijas uzbuve saglaba savu funkcionali logisko veidojumu, posmu
secibu. Svarigakais jaunais akcents saistams ar pamatpartiju ieksgjo fun-
kcionalo dalijumu. Un atkal $aja funkcionalaja diferencésana prieksplana
izvirzas procesualais (galvenokart!) un jédzieniskais princips.

Tiesa gan, jautajumu par funkcionalo procesu un skandarba struk-
taras korelaciju autors ir iztirzajis tikai pamatvilcienos — kopéjas formas,
t. i., sonates formas, limeni, nemot véra tas dalijjumu posmos (ievads,
ekspozicija, izstradajums, reprize, koda) un ekspozicijas dalijjumu divas
pamatpartijas. Detalizétaki atsevisko partiju vai tému uzbaves jautajumi
ir skarti tikai analizes gaita, vai arl izraudzitaja analizes rakursa nav
skitus$i autoram principiali svarigi.
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Tadéjadi, lai gan Kaplins ne vienmér detalas izskaidro un argumente
savu poziciju (tas gan attiecas galvenokart uz monografijas tekstu), svarigi
uzsvert: kopuma vina koncepcija piedava pétniekam interesantu klasiski
romantiska stila skandarbu formas funkcionalas analizes variantu. Si
pieeja kardinali nemaina prieksstatu par mums zinamo formas funkci-
onalo izpratni, bet vienlaikus lauj iedzilinaties atsevisku skandarbu proce-
sualas attistibas zimigas un savdabigas nianseés. Tas savukart liecina par
formas funkcionalas izpratnes talakattistibu un, iespéjams, par jaunu
stadiju $i mazikas formas aspekta pétnieciba.

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 19% 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 (Acadbes
1971), Bobrovsky (Booposckuii 1968) and Anatoly Milka (Muika 1982)
were considered.
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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 20™ 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 20™ 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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Tpaguuuu sonata da chiesa B
KaMepHO-HHCTPYMEHTAJIbHOM TBOpYECTBE
I'enpu Ilépcenna

Dr. art. Oabra CaBunkas
Ilouenm benopycckoit eocydapcmeennoil akademuu mMy3viKu

Sonata da chiesa TpUHALJIEXUT K YUCTY UHCTPYMEHTAJIbHBIX XKaHPOB
¥ opM, TTOJTYIMBIINX HanboJee IMHAMUYIHOE Pa3BUTHE B UTATbIHCKOMN
My3biKe Bropoit nosioBuHbl XVII Beka. B 1ieHTpe pazHOHaIpaBIeHHbBIX
WCKaHU TpeAcTaBUTeNei BeHEeLMaHCKOM, 00JIOHCKOM, HearoJIUTaHCKOM
LLIKOJI cTosina (purypa Apkanmxkesno Kopemniu — KoMno3uTopa, yTBepArB-
1LIETO B CBOEM UCKYCCTBE CaM ICHemu4eckKuili nPUHYUN CmapuHHoi COHambl
KaK KOHUepmHOU MY3blKU CAMOCMOSAMENbHO20 XY 00HCeCMBeHH020 3HaA1eHUs
(JImanoa 1983: 560). UMeHHO B €ro TBOPYECTBE CJIOKMIIACH M 3aKPEITH -
J1aCh MUNUYHAS (POPMA UEPKOBHOU COHAMbL U3 HemblpeX KOHMPACMHbIX Yacmell:
Grave (eomogonnoe uru umumayuonroe, C) — Allegro (¢pyeuposannoe, C) —
Adagio (comogonnoe, 3/2) — Allegro uau Presto (¢hyeuposannoe uau eomo-
¢onnoe, Cuau 3/2) (Ursprung 1931: 217). Counnenust Kopesnu 3aBoeBa-
JIY TIOAIMHHO MUpoBylo ciaBy. B koHue XVII — nauane XVIII ctonetunit
€ro MMsI TSI eBPOITEMCKIX COBPEMEHHMKOB CUMBOJIM3UPOBAJIO HE TOJIBKO
HaWBBICIIINI YCIIEX, HO ¥ caMy CITELIM(PUKY UTATbTHCKON MY3BbIKH .

C 80-xrogoB XVII Beka TBopuecTBO Kopeiin, a Tak:ke TaKuX U3BEC-
THBIX UTAJTLSTHCKIX MAacTepoB, Kak JIxkoBanHuu batnucra baccanm, JIxxy3ern-
ne Topeanu, AutoHno Bepaunnu, Tomazo AnbouHOHU, TomMa3zo AHTOHUO
Buranu, DBapucto @enmye gamt’ AGAKoO U IIp., OJMCTaTEIbHO BOIIJIOTUB-
IIKX B CBOEM MCKYCCTBE HOBBIEC JKaHPOBO-CTUJIEBbIC TEHACHIIUU Pa3BU-

' OcTpoyMHOE ¥ TOYHOE BhICKa3bIBAaHUE 10 TIOBOLY UTAIbSTHCKOM KYJTBTYPHOM
axcnancuu ipuHannexut FOputo Jlotmany: Ilepuod Peneccanca u, omuacmu, 6a-
POKKO MOJICHO HA386AMb “UMANbAHCKUM NePUO0OM ” e8poneticKoll KyAbmypbl: Umanb-
AHCKUIL A3bIK CMAHOBUMCS A3bIKOM 080p08 U ujeeonell, Modsl U duniomamud |..].
Hmanus nocmasnsem Eepone xyooicnukos u apmucmos, 6aHKUPOS, H08eAUpo8, Hpu-
cmoe, Kapouranos, hasopumos kopones. O Moujy 3Mo20 8MOPICEHUsI MONCHO CYOUMb
no cune aHMUUMANbIHCKUX HACMPOeHUil, ecnvixusarouux 6 Aneauu, lepmanuu u
Dpanyuu |..], u no momy, ¢ Kakoii sHepeueil UMAanbIHU3UPOBAHHAS e8PONEUCKAs KYAb-
mypa 6yoem cmpemumscsi BMeCo 00H020 Yy 4020 00pecmu MHOJICECB0 C80UX “Ha-
yuonanvholx auy” (Jlorman 2000: 271).
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TUSI THCTPYMEHTAJIbHON MY3bIKW, HAYMHAET OKA3bIBaTh UCKIIIOUNUTEIHHOE
BJIMSTHYE HA KOMTTO3UTOPOB €BPOTIECKUX CTPaH.

OnHUM U3 TIEPBBIX CBUIETETBCTB UTATTBSTHCKOTO BIUSIHUS B AHTJIUN
cranu 22 ancaM0OeBbie coHathl [enpu [1€pcenia, oryoIMKOBaHHBIE B ABYX
coopHukax 1683 u 1697 rr. (Twelve Sonatas of Three Parts, Ten Sonatas of
Four Parts)®. VIx aBTOp, Kak OH caM TMOBeaJl B IPEIUCIOBUU K TIEPBOMY
COOPHUKY, UICKPEHHE CTPEMWJICS K TMOAPaaHWIO TTPOCTaBICHHBIM UTa-
JIBTHCKUM MacTepaM (1IuT. 1o: Yactpern 1980: 39) u B To ke BpeMsI OKa-
3aJICsI COBEPILIEHHO CaMOOBITEH.

Bce conarsl [1€pcenia mpuHamiexat K TUITY sonata da chiesa. KoM-
TTO3UTOP OTIMPAETCS Ha KOPEJUTMEBCKYIO CXEMY, OTHAKO JAAJIEKO He BCeraa
HEYKOCHUTEIHHO cienyeT eil. OmHUM U3 XapaKTepHbIX ISl HEro TyTei
YCIOKHEHUST 6a30BOI MOJIENTM CTAHOBUTCSI BBEIEHUE TOTIOJIHUTETbHOTO
MEJIEHHOTO pa3/iesia, BHIMOTHSIONIETO (hYHKIIUIO BCTYIIIEHUS K CIeIYIO-
et ObicTpoii pyrnpoBaHHOI YacT. B pesysibsraTe BHYTpU LMKIIa 00pa-
3yeTcs KOHTPACTHO-COCTaBHast (popMa, COOTHOIIIEHUE Pa3e OB KOTOPOit
HaroMMUHaeT cooTHolueHue npemoanu u ¢pyru (Conara Es-dur Z 803)%:
Adagio — Canzona /Allegro/ — Adagio — Largo — Allegro; Conara D-dur Z.
811: Adagio — Canzona /Allegro/ — Grave — Largo — Allegro). B npyrux
CJTy4asix BO3HUKAET HapyllIeHUe MOPSIAKA U TEPUOJUIHOCTY YePEeTOBAHUS
MeJIEHHBIX U ObICTpbIX Yacteiil (Conara a-moll Z 804: Grave — Largo —
Adagio — Canzona /Allegro/ — Grave; Conara F-dur Z 810: Allegro —
Adagio — Canzona /Allegro/ — Grave — Allegro; Conara d-moll Z 805:
Adagio — Allegro — Adagio — Vivace — Largo). BapuanimoHHbIN 1IUKIT Ha
bacco-ocTuHaTo (44 Bapmamm) rpencrasisiet codooii Conara g-moll Z. 807
o1 Ha3BaHUeM Yakoua, UTabTHCKUMU TIPOOOpa3aMu KOTOPOii, Mo-Bu-
IMoMy, MOXHO cuntath CoHaty Romanesca Conomona Poccu u Conary
d-moll Follia Apxanmxeno Kopemmm.

[MpuHIMTT KOHTpACTA SIBIISIETCSI OCHOBHBIM IIUKJIO00Pa3yIoninum hak-
TopoM B coHatax [1€pcemna. [Ipryem TeMITOBBII KOHTPACT — JIUIIb OANH

2 B Hacrosieit pabote ucnoib3yercs usnanue The Works of Henry Pursell:
e Vol. 5: Twelve Sonatas of Three Parts (1883). London & New York: Novello,
Ewer & Co
e Vol. 7: Ten Sonatas of Four Parts (1896). London & New York: Novello,
Ewer & Co
3 Hymepalust COHAT JaeTcsl 1Mo AHATUTHYECKOMY TEMATHYECKOMY KaTajory
®pankinna b. 3umMmepmana (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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U3 2JIEMEHTOB 1IeJION CUCTEMBI SIPKMX, MHOTOOOPa3HbIX, Pa3HOTLIAHOBbIX
MEPCEITIOBCKUX KOHTPACTOB: (DaKTypPHBIX, TOHAJBHBIX, )KaHPOBBIX, TEMa-
THUYECKUX. BaskHEHIITyI0 poJib UTpaeT COmocTaBlIeHe TOMO(POHHO-TapMO-
HUYEeCKOl U MoaudOoHUYeCKON (MMUTALIMOHHON Y HEMMUTALIMOHHOI)
daktypsl. [Ipr 3TOM COOCTBEHHO MHCTPYMEHTAJIbHOE HAavYalo Hanboee
penbeHO MPOSBIISIETCS B OBICTPBIX (DYTMPOBAHHBIX YacTsIX. MemjieHHbIe
Xe (Kak TOMO(OHHO-TApMOHUYECKNE, TaK W MOTN(POHNIESCKIE) JaCTO
BBI3bIBAIOT aCCOLMAIIMU CO CTApOW TpaaulIMeid HHCTPYMEHTAIbHOTIO Te-
pPeIoXKEeHUS BOKAJTbHBIX TPOU3BEACHUMA.

OnHUM U3 OCHOBHBIX MTPUHITUTIOB IMKJINYECKOTO KOHTPACTA SIBJISI-
€TCsl KOHTPACT TOHAJbHbBIN, BOZHUKAIOIIUIA B pe3yJibTaTe MPOBEICHUS
LEHTPaIbHOM MEIJICHHOI YacTH B HOBOII IamoToHAIbHOCTH. Tak, B Co-
Hate Es-durZ 803 ToHaJlbHBIN CABUT B g-moll moguepKuBaeT TUpUIeCKU i
xapakrtep BToporo Adagio; B Conate D-dur Z 811 HacHIIIIEHHOE SKCIIPEC-
CUBHBIMHM MaJIOCEKYHIOBBIMU MHTOHAIIMSIMU AcKiIaMallmoHHOe Grave
nepeKkayaeT pa3BuTue B napasienbHblii A-moll; B Conare F-dur 7 810
TOHAJIPHOE €IMHCTBO LIMKJIA HAPYIIIASTCSI ABYMST KOHTPACTHBIMU MEUICH -
HBIMU YacTIMU — Adagio f-moll v Grave d-moll.

Takmm 06pa3oM, COHATHI AaHTIMICKOTO KOMITO3UTOpA YOSIUTETHHO
MOATBEPXKIAl0T MbICTb Tamapsl JIMBAaHOBOI O TOM, UTO OAPOYHbBI TPUH-
LIMIT KOMITO3UIIMH B LIEJIOM BbIpaxkaeTcs 0osiee B ujee KOHTpacTa U MHO-
roo0pa3usi, HexXeJIu B uaee Kpernkoro exnHcTBa (JImBanosa 1948: 52—53).
BwmecTe ¢ TeM U udest edurncmea oka3bIBaeTCs JAJIEKO He UyKI0M MEPCEIoB-
CKOM KOMITO3UIIMOHHO JIOTMKE: OCHOBHBIM CPEICTBOM €¢ peaan3allii
CTAHOBUTCS BBIIETICHNE 0nopHbix mouek yuxaa (Jlusanosa 1948: 106—107).

B conarax I1€pceia Bcerma OTYETIMBO BBIPAKEH LIEHTP TSKECTH —
camasi pa3BHUTasi OIM(OHNIECKast YaCTh, KaK IIPaBUIIO, Ha3bIBaeMasi KOM-
MO3UTOPOM KaHIIOHOM. KaHII0HBI pa3HOOOPa3HbI 10 XapaKTepy: OXKUBIECH-
HO-TaHIIeBaJIbHBIC, THTpamgHO-(aHdapHbIe, KaHTUIICHHBIE. M TemMaTu3m
MX OTHIOAb HE OMHOTHUIICH: €My MPUCYI KaK >KaHPOBO-TaHIIeBaIbHbIA
(3meCh OTYTUMBI PUTMBI SKUTH, TATBSIPIBI, XOPHIIATIA), TAK 1 THCTPYMEH-
TaJIbHO-KOHUEPTHBIN (CKPUMMWYHBIA WJIM OpraHHbIN) 00JuK. MHOro-
00pa3nIo KaHIIOH CITOCOOCTBYET U CTPYKTYPHAsl U300peTaTeIbHOCTh, M0~
3BOJISIFOIIAST BBIACIUTH HECKOJIBKO MX HamboJiee pacIpoCTpaHEHHBIX
TUTIOB:
®  oueHbxapakTepHas s [1€pcenna TpexyacTHas yra co CBOETO poa

denoaughoHu3zuposanHoll peripu3oit, rae MPOUCXOAUT pacceusanue Te-

MaTHU3Ma, pacmeoperie ero B ToMO(pOHHO-TapMOHNIECKOM KalaHCH -

POBaHNU,
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®  TI0JIHas TpexdacTHas ¢yra;
®  (byra B cTapMHHOM ABYXYACTHOI (hopMme.

[l1aBHOE B yenmpax mscecmu EPCEITOBCKUX COHAT — IBWKCHHUE,
AKTUBHOCTb Pa3BUTHsI, MAKCUMAJIbHO 3a0CTPSIIOIIME KOHTPACT C MEIJIEH-
HOI1 (LIEHTPaIbHOIT) YaCThIO, KOTOPAsI CTAHOBUTCS TTOMJTMHHBIM AUpU4ec-
KUM yermpom UMKJINYEeCKOU KOMITO3ULIUU.

Heo0pr1aitHo MHOTOOOPa3HBI SKaHPOBBIE UCTOKHU AUPUYECKUX UYeHM -
pos. OcoOblii MHTEPEC MPENCTaBISIOT Te MEIJICHHbIE YacTH, B KOTOPBIX
TPAAVLIMUA CTAPBIX BOKAIHHO-XOPOBBIX JXaHPOB MPEIOMIISIOTCS CKBO3b
MIPU3MY TIEPCEUTIOBCKOI MHCTPYMEHTAIBHOCTH, a TaKXKe 00pas3Iibl, CBU-
JIETEJIbCTBYIOIIME O BIUSTHUM HOBOI MY3bIKaJIbHO-T€aTPaJIbHOM CTUIIUC-
THKHA. JIlyXoM CypoBOI apXawKu, YXOISIIeHl KOPHIMHU B MHOTOTOJIOCHE
AHTJIMICKOTO CPEeIHEBEKOBbS, MPOHUKHYTHI MPEIeIbHO HACHIIICHHBIE
pPa3HOOOPa3HBIMM MMUTALIMOHHBIMU ITIpHeMaMU MHCTPYMEHTAIBHBIC X0pb!
[Mépcemna. OmHMM 13 YHUKATBHBIX IS )KaHpa aHCaMOJIEBOM COHATHI TTPH -
MEpPOB UCIIOJb30BaHUs CIOXHEHIel, N301IPeHHON MOoanGhOHNYECKON
TeXHUKU s1BJsgeTcs nepBast yactb CoHatel C-dur Z 795, koTopas oxapak-
Tepu3oBaHa Biagumupom I1poTorionoBeiM Kak KaHOHMYecKas hopma,
BBICTyMAIOIIAST 80 écem boeamcmee ceoux eosmoxcHocmeil (IIporomomnos
1985: 92).

BaxkHBIM HCTOYHMKOM XYI0KECTBEHHOM BBIPA3UTEIBHOCTH CITYKUAT
IS KOMITO3UTOpPa M TOMO(DOHHO-TapMOHIWYECKAst XOPaJTbHOCTD. Tak, psi-
Mble accouualuu ¢ xopajaom Bbi3biBaeT | yactb CoHatel D-dur Z 811.
My3bika Adagio ¢ eTo CTpOTo BRIIEPKaHHOI aKKOPIOBOM (DaKTypoii TIpe-
JIeJTbHO TIPUOIMXKEeHA K COCPEIOTOYCHHOMY apXan4ecKOMY 3ByYaHUIO.
HMHcTpyMeHTaIbHBIM aHCaMOJIb nodpadicaem TIEBYSCKUM TOJI0caM, TTIOYTH
He BBIXOZS 3a TIPeIelibl MX eCTeCTBEHHOTo Auara3oHa. biam3ocTs K cra-
PUHHOMY XOpaJty IToI4epKrBaeT 1 UCITOJIb30BaHe MTeCeHHOM GOpMBI bar.

TeneTueckas CBA3b ¢ sKaHPOM M (DOPMOIA Xopajia 00HAPYKUBAETCS
u B Largo, IpeicTaBIsIIONIeM CO00ii MepBbIii pa3aes KOHTPACTHO-COCTaB-
HO1 KOMITO3UIMHK (DrHaMa 3Toit coHaThl. CoXpaHss CTPYKTYpy bar, [1€p-
CeJUT YCI0XHSIET MHOTOT0JIOCHYI0 (haKTypy: B IEPBOM pazesie oHa nud-
(bepeHIIMpYeTCS Ha IBA IJIaCTa — YMOAUEHHbLH TEPLIOBBIMU YIBOSHUSIMU
MeJIOINIECKUI TOJI0C 1 00JIee CAMOCTOSTEIbHBIN, CO3MAIOIINI TApMOHU-
YECKYIO0 OCHOBY 0ac; BO BTOPOM pa3zieJie KOMITO3UTOP UCIIOIb3YeT 2JIEMEH-
THI UMUATAIIMOHHOM TTOTN(POHNMN.

Enie 6osiee opurnHagbHOE MpeIoMIIeHUE TTOJTyYaeT XOpaJIbHbIN KaHP
B mocnenHeit yact CoHatol d-moll Z 805. IToCKONBKY 5Ta YacTh SIBJISET-
cs GMHAIBHOI M 3aBepIracT 00pPa3HO-CMBICIIOBOE pa3BUTHE BCETO IIMK-
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na, I1épcenn obpaliaeTcs 31eCh K CUHTE3Y XKaHPOBbIX TPOOOPA30B U He-
CKOJIbKO BUIIOM3MEHSIET CTPYKTYPY bar. Largo BRI3BIBACT aCCOIIMAIINHT YKE
HE TOJBKO C XOpaJIOM, HO 1 ¢ 00JIee CIIOKHOM XOPOBOM KOMITO3UIINEH, B
KOTOPO MCTOIb3YIOTCS TTpueMbl 3xa. OCOOEHHO BbIpa3UTEIbHBI OHU B
3aKJTIOYCHUH YaCTH, TAe 3a CYST JMHAMUYECKUX 1 PETUCTPOBBIX COTIOC-
TaBJEHUI BO3HUKAIOT 3(D(EKThl, HAMOMUHAIOIIKME O TPAAUIIMK MHOTO-
XOPHOTO ITMCHMa.

HMHble X)XaHpOBO-UHTOHALIMOHHBIE UCTOKM BhIsABIsAET 111 yacTh aTOi
Conartbl (Grave). TeprKOCTbIO U U3bICKAHHOCTbIO TAPMOHUU, TOHKOM BSI3bIO
MHOTOTOJIOCHOM (paKTyphl OHA HATIOMUHACT XPOMATUIECKIE MaIPUTAITBI
Kapno Ixe3yanbao na Benosa, Jlyku MapeHiuo. B aToii He601b1110i1 yacTu
(14 TaKTOB) KOMIIO3UTOP MCITOIB3YET B Pa3HBIX rojlocax Bce 12 XxpoMaTu-
YECKUX 3BYKOB i# d, 4TO MpUAAeT My3bIKE 0COOYIO IKCITPECCUBHOCTb. JIOTH-
Ka IBIDKCHYS TOJI0COB CBUIETEILCTBYET O XapaKTEPHOM JIJIST MAIPUTAIBHOTO
ctunst KoHua XVI Beka npumame akkopoa, noucke Kpaco4Hol 2apMoHuu U
8mMopuUMHOCMU npoucxoxcoeHus coocmeenno meaoduu (Cumakona 1985: 143)

MemieHHBIC Aupu4eckue yeHmpbl TIEPCETIOBCKIX COHAT OOHAPYKU-
BAaIOT CBSI3b HE TOJILKO CO CTAPMHHBIMU BOKaJIbHO-XOPOBBIMU KaHPAMH,
HO U C HOBBIMH, MY3BIKAJIbHO-TE€ATPATbHBIMM, UTO ITPEICTABISICTCSI COBEP-
LLIEHHO €CTECTBEHHBIM B CBET€ HEM3MEeHHOTro nHTepeca [1épcesna K Teatpy.

CkpunuuHoit kKaHtuieHe B Grave uz CoHatbl a-moll Z 804 ocobeHHO
3HAUYMTENBHBIN, TOP>KECTBEHHBIN XapaKTep MPUIAIOT YePThl CKOPOHOM
apuu. BoipasuTenbHas MeJoaus ¢ CEKyHIOBbIMU MHTOHALUSIMU U HUC-
XOISIIIEH HAITPaBICHHOCTBIO IBMKEHUS TTOIACPKMBACTCS CKYITBIM COIIPO-
BOXIEHMEM B MapTUu basso continuo. JInaioruyHOCTb TOJI0OCOB, BO3HUKA-
foIIasl B 3aKJIIOYMTEIIHHOM pa3esie, YCUIMBAEeT CXOACTBO C BOKAJIBHBIM
ITySTOM.

11 yacTb (Adagio) Conatbl F-dur Z 810 (oaHa U3 caMbIX SIpPKUX ME-
JICHHBIX yacTeit coHat [1épcera, MomTMHHAS Aupu4eckas cepouesuna 1iK-
Jla) 1aeT MpeacTaBAeHUe O TUMTMYHO MEPCETTOBCKOM METOJE MpeTBOpe-
HUSI pa3TUYHBIX KaHPOBBIX UCTOKOB, 2ApMOHU3YeMbIX WHINBUIYaTbHO-
CTUJIEBBIMU YepTaMu. MepHasi ocCTyIlb, pa3Mep 3/2, BeJIMYEeCTBEHHBIN
XapakTep MO3BOJISIIOT MPOBECTU Mapasuiesib ¢ capadbaHaoi. JluHaMuyec-
KHe, PeTUCTPOBBIC, TEMOPOBHIE ITePEKINYKI BBI3BIBAIOT aCCOIIMAIINN HE
TOJIBKO C IIpUEeMaMU 3Xa, HO U C TeaTpaibHbIMU Auanoramu. CBsi3b € orep-
HBIMU lamento TTIOMYEPKUBAIOT HUCXOMISIINE CEKYHIOBbIC MHTOHAIIAM. A
B OCHOBY FapMOHUYECKOW BEPTUKAIU XOpaJbHON (DaKTyphl MOJOXKEHbI
TTOCJIEIOBATEIBHOCTH CKOJIB3SIIINX AIIIOKUATYP, CTOJIb XapaKTePHBIX TSI
BoKasibHOTO cTuiist [1€pcenna.
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IIpencraBieHBl B TBOPYECTBE KOMITO3UTOPA W IPYTHe MEIJICHHBIS
YacTu — 0Oosee 1ecKue, ceemnle, 8 0yxe MeHYINO08 Uau epautosHoll |..| aupuku

(JIluaHoBa 1983: 564).

DduHanbHBIE YaCTU HépCﬁJ’IJ’IOBCKI/IX COHaAT, KaK IMpaB1J10, HAalTMCaHbI
B 6bICprIX NI OYCHDb 6bICprIX TEMITIaxX U OIMMPAIOTCA HAa TCMATHU3M KaH-

poOBOTO XapakTepa. Takoe IpaMaTyprudecKoe perieHe IIMKIIa JOITyCKaeT
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naxe (UMHaIbI B AyXe MEHYATa, CULIMIMAHbI WJIW KUTH, HAITTOMUHAs O Tpa-
IULMSIX Sonata da camera, HO B TO XK€ BpeMsl U nepodonesasi X TUTTUYHBbI -
MU UMEHHO JJisl sonata da chiesa npueMaMu MoJUOOHUYECKOTO pa3BUTHUS
¥ TeMaTUYeCKOro cTaHoBeHus (Z 798, Z 810).

Takum oOpa3zoM, MOXXKHO KOHCTaTUPOBATh, YTO B coHaTax [1€pcemna
B LIEJIOM OIpeAeTUINCh U CTPYKTYpa, U (YHKIUM YacTeit Lukiaa. OgHako
B paMKaX 3TUX TUIIM3UPOBAHHBIX OTHOLLIEHMII BCSIKUI pa3 BO3ZHUKAIOT
HOBBIC PEIICHUS, 1 HU OJTHA M3 COHAT HE TTIOBTOPSIET CXeMy ApyToii. B cpaB-
HEHMU C LIEpKOBHBIMU coHaTtaMu Kopesum népceyioBcKre COYMHEHUS
MpeacTaBsoTcs 00Jee pa3HOOOpa3HbIMU B TJIaHE TPAKTOBKU KOMITO3M -
LIMOHHBIX BO3MOXKHOCTel 1uKIa. M, 6e3yciioBHO, ocoboe cBoeoOpasue
MpUIaeT UM MHTOHAIIMOHHO-TEMaTHIEeCKOe M XXaHPOBOE COACpKaHME,
MUTaeMOe CaMOOBITHOM CTAPOAHTIMICKOMN TpaguLIUEed U HETIOBTOPUMOI
WHIWBUIYATbHOCTbIO TeHUATbHOTO KOMIIO3UTOPA.

AHcambOieBble coHaThl [1épcesia — onHa U3 HanboJiee SSIPKuX, CBoe-
00pa3HBIX CTPAHUIL AHTJIMHACKON KaMEepHO-MHCTPYMEHTAIBHOI MY3BbIKH,
Hepa3pbIBHO CBSI3aHHOI ¢ KOPEHHBIMH TPATUIIUSIMU HAITMOHAITBHOTO UC-
KycctBa. OHAKO, KaK U3BECTHO, HAMEUEHHbIE KOMITO3UTOPOM TeHAECHLIMU
Pa3BUTUST KPYMTHON MHCTPYMEHTAJbHON (POPMBbI HE TOJYUMIU MPSIMOTO
MPOIOJKEHHUS B TBOPUYECTBE COOTEUECTBEHHUKOB. B KauecTBe nckiove-
HUSI, TIOXXaTyii, MOXKHO Ha3BaTb COHaThl Oparta lenpu I[1€pcenna — JaHu-
ans1. [eopr @punpux [eHaens, MHOTHE IECATUIETUSI TBOPUBILIUI HA aHT-
JIMACKOM 3eMJie Y CO3IaBLIMIA 3eCh CBOU BbIIAIOLLIMECS OpaTOpUaIbHbIE
COYMHEHMSI, B TPUO-COHATAaX, B LI€JIOM, OPUEHTUPOBAJICS Ha Kadccuuec-
Ky MOJIeJIb 0apOYHOI IIEPKOBHOM COHATHI, COXPaHSIsSI MPUBEPKECHHOCTD
UTAJIbTHCKIM 1 HEMEIIKMM 00pa3IiiaM.

Bwmecte ¢ Tem Tpuo-coHathl [1€pcenna cocTaBasiioT 3HAUUTENbHBIN
aTar B OOLIEEeBPONENCKON NCTOPUN CTAaHOBJIEHUSI U 9BOJIIOLMU XaHpa
sonata da chiesa. OTMeUeHHBIC TIeYaThIO HETTOBTOPMMOTO MHIANBHUIYaIb-
HOTO M HAIlMOHAJIBHOTO CBOEOOpa3nsi, MHOTOOOpa3reM KOMITO3UIIMOH-
HBIX peLLIeHU, IPKOCTBIO U BbIPa3UTEIbHOCTHIO TEMATU3Ma, OHU OpraHuY-
HO BXOJISIT B KPYT' COUMHEHMI BBIJAIOLIMXCS MAacTepoOB — ApKaHIXKeI0
Kopennu, ®pancya Kynepena, Ienpuxa bubepa, lutpuxa bykcrexyne,
Woranna CebactbsiHa baxa, Teopra ®@punpuxa Iennens u ap., TBopue-
CTBO KOTOPBIX BO MHOI'OM OINpPEAeIUIO KaK 00JUK MHCTPYMEHTAJIbHOM
MY3bIKH 3TITOXM 0APOKKO B LIEJIOM, TaK U CTPEMUTEIbHO Pa3BUBABLIMXCS B
9TOT MEePUO. HAITMOHAJIBHBIX U PETUOHAIBHBIX KOMITO3UTOPCKMX IITKOJI.
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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 17t 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, Frangois
Couperin, Dietrich Buxtehude, Heinrich Biber, Johann Sebastian Bach,
George Frideric Handel and others.
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EBponeiickuii XOpoBoOii KOHLIEPT:
BOIIPOCHI KAHPa, CTUIIA, (DAKTYPbI

Dr. art. Tanuna LIMbIr

Hncmumym uckyccmeosedenus, smuoepaguu u
gonvknopa umenu Kondpama Kpanuew:
Hayuonanvroil akademuu Hayk Beaapycu

X0poBOii KOHLIEPT — OAMH M3 BEAYIIMX XKaHPOB XOPOBOI MY3bIKH: K
HeMy oOpallaIMCh 3aMaaHO- U BOCTOYHOEBPOIEHCKIE KOMITO3UTOPHI Ha
MPOTSIKEHUM TTOCEIHUX YEThIPEX BEKOB. A MEXIy TeM ero KaHpOBOit
(beHOMEHOIOrMN, B OTJIMYME OT (PYHAAMEHTAIbHbIX Pa3pabOTOK UHCTPY-
MEHTaJIbHOTO KOHIIEpTa, BHUMaHUe B HAyYHOU JINTepaType He yAeJIeHO.
Tak, pa3IM4YHbIM acIieKTaM KOHLIEpTa B UHCTPYMEHTAIbHOM MY3bIKE yiie-
Jisiiu BHUMaHue bopuc Acadbes (1971), Esrenuit ykos (2003), Uropb
Kysnenios (1977), Jles Paa6en (1967), Muxaun Tapakanos (1988) u ap. B
HCCJIeIOBAaHMSIX XKe 10 XOpoBoii My3bike Hunbl [epacumooii-Tlepcumc-
koii (1983), MUpunsl abaesoii (2001), FOpus ITaucoa (1987) u ap. pac-
CMAaTpUBACTCSI MHAUBUAYAIbHbBI KOHLIEPTHBII CTU/Ib OMNpPeaeIeHHOTO
KOMITO3UTOPA WJIM UCTOPUUYECKOTO neproaa. [11s1 pa3apaboTK1 BOITPOCOB,
CBSI3aHHBIX C XOPOBOI KOHLIEPTHOM (haKTypoOii, Mbl 00PAaTUIUCH K TPYAaM
Muxauna UBakuna (1980), Mapka Konbitmana (1971), Iletpa JleBaHmo
(1984), Mapunbl CkpedkoBoii-PunaroBoit (1985) u ap., rae dakTypa B
LIEJIOM aHAJIM3UPYETCs KaK BaKHEIIask CTOPOHA MY3bIKAJIbHOTO SI3bIKA B
€IMHCTBE C XKaHPOBbIMU, TEeMaTUYECKUMM, (hOPMOOOPa3yIOIIMMHU, IpaMa-
TYPrUdeCKUMHU nNpuHUunamMu. [1o HeM3BECTHBIM IIPUYMHAM U B COBETC-
KOM, U B COBPEMEHHOM 0OeJIOPYCCKOM 1 POCCUIICKOM MY3bIKO3HAHHMU 10
CHUX TIOp CMEIMATBHO HE PACCMATPUBAIMCH BOTIPOCHI O CTUJIEBBIX U KOM-
MO3ULIMOHHBIX 0COOEHHOCTSIX BEHELIMAaHCKOIO XOPOBOI'0 KOHLIEPTA, O ITyTH
ero ABVXKeHus ¢ 3anada Ha Bocmok, a Tak ke U 0 TPeeMCTBEHHOCTH B >KaHPe
COBPEMEHHOTO XOPOBOT0 KOHIIEpTa. 3apy0oexkHbIe nccieaoBaTenn (Arnold
1977; Kenton 1967 u ap.) obpamialoT BHUMaHUe Ha pa3HbIe acIeKThl Be-
HELIMAaHCKOI'0 XOPOBOI'0 KOHILIEPTA, BKJIIOYAIOT CBEIEHUS O HEM U B U3/1a-
HMSI [T0 UICTOPUU MY3bIKU. BMecTe ¢ TeM, HU B OHOI 13 pabOT U3BECTHBIX
HaM 3apyOeXXHBIX MCCISIOBAHMIA KaHP XOPOBOTO KOHIIEPTa CIeIMaIbHO
HE pacCMaTpUBAETCS: HE U3YYEHbl HU MPUHLUIILI KOHLEPTHOCTU (B TOM
YUCJie M BOKaJbHO-XOPOBOIi), HU CTWJIEBbIE M KOMITO3UIIMOHHBIE OCO-
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OEHHOCTH BEHELIMaHCKOTO XOPOBOT0 KOHILIEPTa, HY €ro NajbHellee pa3-

BUTHE, B TOM YMCJIe HA BOCTOYHOEBPOIIEcKNX Tepputopusix. Mckmoue-

HUE COCTABJISIIOT MHOTOUMCIIEHHBIE BHICKA3BIBAHUST O BIUSIHUY 8€HEYUAH -

CKOlUl MY3blKU, MY3blKU GEHEUUAHUEE N BEHEUUAHCKOL WKO01bl HA TBOPUYECTBO

repmaHckux (Terapux Lrorn, Camymr IleiinT), monbeknx (Hukomait 3e-

JIeHCKMI, MapTtuH MebueBCKUit) 1 APYyTruX KOMIo3uTopoB'. Bee Boile-

CKa3aHHOE OMNpPEIENSeT aKTyaIbHOCTh JAHHOMW CTaThbU U MOCTABJICHHYIO

HaMHU LIeJIb — CO3AaTh LIEJIOCTHOE MPeACTaBIeHME O 3aMalHOEeBPONeCKOM

XOPOBOM KOHIIEPTE KaK O XXaHPOBOM (heHOMEHE MOCPENCTBOM PACKPhI-

THSI BOTIPOCOB, CBSI3AHHBIX CO CMIEU(DUKON KaHpa, CTUIIS U (DAKTYPhI.
Hcxonst u3 xopoBoii crielinuKY KaHpa, B IpoLecce UCCaea0BaHus

HaM MPUIILIOCH BBISIBUTb OCOOEHHOCTH IECTBUSI YHUBEPCATBHBIX KOHLIED-

THBIX IPUHLMUIIOB B YCJIOBUSIX BOKAJbHO-XOPOBOM MY3bIKU, OMIPEIEIUTD

COOCTBEHHO XOPOBbIE M 0003HAYUTH CUHTE3 CTIE U (PUIECKU XOPO -

BBIX U YHUBEPCAJbHbIX IPUHIUIIOB, JIEXAIINX B OCHOBE COOCTBEH-

HO XOpOBOi1 KOHIIepTHOCTU. KO H 1€ p TH O C T b (B XOPOBOI My3bIKE) 3UXK-

JIETCST HA OPTAHWUYHOM CUHTE3€ COOCTBEHHO XOPOBBIX (OOYCIOBIEHHBIX

cneuudukoil Xopa KakK BOKAJIbHOTO UHCMPYMeHmMA) U YHUBEPCATbHBIX

(TTpUCyIIMX TaKKe ¥ MTHCTPYMEHTAIbHOW My3bIKe) KOHIEPTHBIX TPUHITU -

noB. B 0CHOBe KOHLIEPTHOCTHU JIEXKUT (heHOMEH aHTUTe3bl. KoHLIepTHbIE

MPUHIIUITBI UHCTPYMEHTAIBHOU U XOPOBOU MY3bIK BO MHOTOM CXOXM,

HO eCTh U OTnuMsi. OOIIMMHU SIBISIIOTCS:

1) mpuUHUMN COCTsI3aHMUS (COPEBHOBAHUS) — MPOSIBIISIETCS] B KOH-
TPaCTHOM B3aMMOJEHCTBUM ABYX U 0OJiee aBTOHOMHBIX HaYaJl: PUT-
MUYECKUX, UTHTOHALIMOHHBIX, FTADMOHUYECKUX, (DaKTYPHBIX U T. . HA
OCHOBE UX TTPOTUBOIIOCTABICHUS (COTIOCTABICHUSI);

2) TMPUHUUN OUAJTOTUYHOCTU — NPOSIBIISIETCS B AMATEKTUUECKON
CBSI3U MOJISIPHBIX HayaJl, HaXOJSIIUXCS B KOMIUIEMEHTapHOM (Oec-
KOH(DIMKTHOM) B3aMMONIEUCTBUY (MCTIOTHUTEIbCKUX TPYIII, TeMa-
TU3Ma, PUTMUKHU U IPYTMX KOMIIOHEHTOB MY3bIKaJIbHOW (DaKTyphl);

3) MPUHUUN UT Dbl — NPOSBISIETCS B IEMOHCTPAIIUY UCTIOTHUTEIb-
CKOT'0 MacTepCTBa MY3bIKAHTOB (BOKAJIMCTOB) M KOMITO3UTOPCKOM XO-
POBOM TEXHUKM.

"' 06 3TOM CM., Hapumep, B Tpyaax AnToHa [Tpeobpaxenckoro (1924), Hunbr
Tepacumonoii-Tlepcunckoii (1983), Banentuna Mnwuna (1985) u ap.

2 MBI BOCTIOJIb3yeMCST U3BECTHBIMU TEPMUHAMU, B YACTHOCTH, ITPEITIOKEHHbI-
mu Muxaunom TapakaHoBbiM (1988), 1 HaMOJTHUM UX cofiepKaHUEM, ONITUMAJTb-
HBIM JUIsI XOPOBOTO KOHIIepTa.
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KoH1epTHast My3bIKa OTIMYAETCSI OCOOBIM KOHIIEPTHBIM CIIOCO -
60M CTPYKTYPHUPOBaHMSI: pa3BUTHE My3bIKaJTbHOTO MaTepHraia TUIIa
npopacranus (o Bnagumupy IIporononosy 1962) — 6e3 mOCTUKEHUS
HOBOTO KauecTBa; aHTUTeTH4Yeckoe (mo Muxauny TapakaHoBy 1988) — pac-
YJIeHEeHHE T10 TIPUHILIMITY KOHTpacTa 1 Ap. 151 XOpoBOTO KOHIIEpTa XapaK-
TEPHO: IETEPMUHUPOBAHHOCTh TEKCTOM MY3bIKAITbHOM JIOTUKH, YaCTOTHI
(baKTypHBIX CMEH; KOHTPACTHOE COIOCTaBICHUE YaCTel; CyIry00 KOHIIep-
THBIE (OCHOBaHHbBIC HA YHUBEPCABHBIX KOHLIEPTHBIX ITPUHLIMITIAX) CITO-
CO0OBI IMKJIOO0pa30BaHUsI M OpraHMU3allMi MYy3bIKaJIbHOTO MaTepuaa;
OpTaHU3YIOIIask poJb ghopmel emopoeo naaxa (o Bnagummupy [Ipotomo-
roBy 1962).

B X0poBoiif KOHIIEPTHOIT MY3BIKE BBIIEIISIOTCS: ITAPUTETHOCTD CJI0OBA
1 MY3BIKH; OITOpa He TOJbKO Ha CJIOBO, HO M Ha 00pa3HO-CMBICIIOBYIO,
comepKaTeIbHYI0 CTOPOHBI INTEPAaTYPHOTO TEKCTa B 1IeJIOM; TIOBTOPEHHE,
pacwieHeHNe W cBOOOIHAs (B COOTBETCTBMU C aBTOPCKOI MHTEpIIpeTa-
LIMeif) TPYIITMPOBKA CJIOBECHOIO MaTepHalia; aBTOHOMHOCTDb MY3bIKalb-
HOTO psma 1 np. MMeHHO Takoe B3aMMOICHCTBHE CJIOBA U My3bIKI 00ec-
MeYrBaeT COOCTBEHHO KOHIIEPTHO-XOPOBYIO BOKAaJU3allUIo
TEKCTa.

KoHIepTHOE HAaYaI0 B XOPOBOM KOHILIEPTE TIPOSIBIISIETCS M B YCHIIE-
HUM pOJIM TeaTpaJbHOTO ¢akTopa, T. €. B 0CO00 KapmuHHOCMU,
3pumocmu My3BIKH 1 € 00pa30B; B IIPUCYTCTBUH 3JICMEHTOB CIOXKETHOC-
TH; B IpaMaTypPTUIHOCTH XOPOBEIX TEMOPOB ((haKTyphl) U MTHCTPYMEHTAIb-
HOTO COITPOBOXKICHUS; B COITOCTaBICHNN MaCCOBOTO ¥ MHANBUIYAIHHOTO;
B ITPOCTPAHCTBEHHBIX 3P PeKTax 1 Ap.

[TpyHIIUITEI KOHIIEPTHOCTU B XOPOBOM KOHIIEPTE Pean3yIoT ceOs B
KOHIEePTHBIX aHTHUTE3aX, a UMEHHO:

1) aHTUTEe3a UCTTOTHUTEIHCKHUX COCTAaBOB (KOJINIECTBEHHBIN
dakTop, Xopbi COTOCTABISIOTCS 10 MPUHILIUITY MAA0-MHO20, COAO-
mymmu, con0-ancamonav). Eciv conoctapisieTcsl He TOJIHbIIA UCTON-
HUTEIBCKUI COCTaB, a €T0 9acTh, TO TaKyl0 aHTUTE3y HA30BEeM a H -
caM0J1eBO,anpy HAJIMYUM COJTO —COJIbHO-aHCcCaMOJIeBOIi;

2) aHTUTe3a UCMOJHUTENbCKUX CpeACTB (TeMOpOBbIi (ak-
TOP, COIIOCTaBJICHNE Pa3HBIX TEMOPOB WU X0po6 B TIpOlIecce M3II0-
SKEHUsI MY3BIKaJTbHOM MBICIIA: BOKAJBHOTO, MHCTPYMEHTAJIBLHOTO U
BOKAJTbHO-MHCTPYMEHTAIBLHOTO).

KoH1iepTHOE KauecTBO My3bIKM 00€CTIeUBaeT ITPEK/Ie BCEro IO JI 1 -
xopHOocTh(Malinowski 1981), KoTopast BRICTyIIaeT 1 IIPUHITUIIOM CTPO-
eHust paktypsl. [10TMXOPHOCTH CO3MAETCS C TOMOIIIBIO TTPHUEMa XOPOBOTO
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usnoxeHust cori spezzati (Arnold 1977). OHa cBsi3aHa cO cHeLMaTbHOM

muddepeHmaneit xopa Mo TeMOPOBO-PETUCTPOBOMY IIPUHILIUITY — B

OTJINYKE OT TEXHUKU divisi, Tpearoaraioiiei irodoe ero pasieieHue.
MMMaHEeHTHBIM aTpUOYTOM KOHLIEPTHOCTHU SIBISETCS XOpoOBas

BUPTYO3HOCTB— COBOKYITHOCTh CPEICTB MY3bIKAJIBHOTO SI3bIKa, 00eC-

MeYuBaIOIIUX KOHLIEPTHBI XOPOBOU CTUJIb. BUPTYO3HOCTH B XOpOBOI

MY3BIKE OTJIMYACTCS OT MHCTPYMEHTAIBHOM, TIOCKOIBKY €€ UHCMPYMeH-

mMoMm SIBJISIETCS YETOBEUECKUIA T0J10C, BO3MOXKHOCTU KOTOPOI'O OrpaHuye-

Hbl. [ToaTOMY BUPTYO3HOCTb B XOPOBOM KOHILIEPTE €CTh U COBOKYITHOCTh

crnennUIecKX KOHIIEPTHRIX ITPUEMOB BOKAJTbHO-XOPOBOTO MCITOTHM-

TeJbCTBa (KOHLUEPTHOW XOPOBO MCITOTHUTEIbCKOU TEXHUKM). XOPOBO-

MY KOHIIEPTY IIPUCYIII OCOOBIN, BUPTYO3HBI M TUIT XOpPOBOM hak-

TYPbl, KOTOPbIif OCHOBBIBAETCSI HA KOHUEPTHOM crielibuke XOpoOBOro

M3JI0XKEeHUST My3bIKaJTbHOTO MaTepuaia. s BUPTYO3HOM XOpOBOii (hak-

TYpPHI CBOMICTBEHHO:

1) uHCTpyMeHTaJbHasl TPaKTOBKA XOpa KakK aHCaMOJ1s1 BOKAJTUCTOB-BUP-
TYO30B C OOJIBIIINM UCITOTHUTEIBCKIM ITOTCHIINAIOM;

2) UCIOJb30BaHUE BCETo Auana3oHa Kaxa0il U3 XOpOBOii MapTuii;

3) mmpoKoMacImTabHOE UCITOIb30BaHNE BEIPA3UTEIBHBIX BO3MOXHOC-
Teil cocTaBa UCTIOJHUTENCH;

4) akTUBM3ALMS U3JIOXKEHUS CaMOT0 TYTTH;

5) dakTypHas IIepeMeHHOCTh U Tiepenada My3bIKaIbHOTO MaTepuraja u3
OJIHOTO roJioca (TPyINbl) B IPYTOi;

6) IOCTOSIHHbIE TEMOPOBBIE ITIEPEMEHDI, TAKME KAK ITPUMEHEHUE pa3/Iny-
HBIX COCTaBOB XOpa, HETPAAULIMOHHbIE TEMOPOBbBIE COUETAHUS I KOM-
OMHAIINH TOJIOCOB.

KoHIepTHBIC YepThl My3bIKI U CBSI3aHHAsI ¢ HUMU KOHIIEPTHOCTD
dakTypbl chOpMUPOBATUCH B HEAPAX BEHELIMAHCKOW KOMITO3UTOPCKOM
kol XVI Beka (JIynoBuko banwou, JIxkosanHuu baccanu, Anpuax Bui-
napt, AHapea u JIxxoBanHu [aopuenu, Yunpuano ae Pope, Knaynuo Mepy-
5o, JIxoBanHu Kpoue u ap.) u 3aTeM MPOSIBUINCH B My3bIKe [epMaHCKuX
rocynapct u Peuu IMocronutoit (XVII Bek); B Poccuiickoii ummnepuu
(XVII — nauano XX Beka); B CCCP (XX Bek) 1 B cCOBpeMeHHOIi besiopyc-
CKOI XOpOBOI My3bIKe. B CBSI3M ¢ 3TMIM 00paTnMCs K MCTOKAM XaHpa —
BEHELIMAHCKOMY XOPOBOMY KOHIIEPTY.

BeHenmaHCKUN XOPOBOM KOHIIEPT— 3TO BOKAJIbHO-UHCTPY-
MEHTaJbHasi KOMITO3ULIMS. B culy NOMYMHEHHOCTU MHCTPYMEHTAIbHOMN
MapTUX BOKAJIBHON (XOpOBOI1) MBI Ha3bIBaeM BEHELIMAHCKUI KOHIIEPT
XO0PpOBBIM. B 3aBUCMMOCTHI OT UCTIOTHUTETBCKOTO COCTaBa 1 CITOCO0OB
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TPYIIIIMPOBKH TOJIOCOB XOPOBOI KOHIIEPT ACIUTCSI HA TPU KaHPOBBIX THTIA,
copMUpOBaBIINECS B TBOPYECTBE BEHEIIMAHCKUX KOMITO3UTOPOB:
®  Maablii XOPOBOM KOHLIEPT, MpeaHa3HAYeHHbI 1JIs1 BOCbMU (M MEHee)

TOJIOCOB, KOTOPBIE MOTYT DIyOJIMPOBaThCsS MHCTpyMeHTaMU (a cappella

unu colla parte ad libitum);
® (04Ol XOPOBOI KOHIIEPT [IJIs BOCbMU U 00JIee TOJI0COB, KOTOPbIE,

Kak MpaBuJjio, IyoJupyroTcst MHCTpyMeHTamu (colla parte ad libitum);
®  XOPOBOU epaHd-KoHuyepm (epaHOUO03HbLH, CAMBII OOJIBIIION) IJIS IBE-

HaamaTy U 00Jjiee TOJIOCOB; BKITIOUACT MHCTPYMEHTAIBHBIC ITAPTHH,

BBIMTMCAaHHbIE OTAENbHO (colla parte n obligato).

Pasnmums Mexxmy ornpeneIeHHbIMU BBIIIIE TUTIAMH XOPOBOTO KOHILIEPTa
JIeXXaT IpeKIe BCEro B 00JIACTH CITOCOOO0B IPYIITMPOBKH FOJIOCOB (CTpOE-
HUSI XOPOBOi1 (hakTypHrl). Bee Tpu TrITa BEeHEIIMaHCKOTO XOPOBOTO KOHIIEP-
Ta — 3TO MTOJIMXOPHBIE KOHIIEPTHBIE KOMITO3ULIMMI. BMecTe ¢ TeM nmomxop-
HOCTb BBICTYNAET B KaXXIOM THIIE B pa3HBIX CBOMX BUIax. B masom — 310
CKpbimas U MOOUAbHASI NOAUXOPHOCMb B CHITY TIOCTETIEHHOTO BEISIBICHUS 1
M3MEHSIIOIIETOCS] COCTaBa KOHIIEPTUPYIOIINX I'PYI (BpeMeHHBIC Cori
spezzati). 31ech HAMeJaeTcsl TEHACHUMS K TPYIITUPOBKE TOJIOCOB B KOH-
LIEPTUPYIOIIME TPYIIIbI, COCTAB KOTOPLIX HOCUT BpEMEHHBbIN XapakTep. B
0016u0M — 3TO O(POPMUBIIUIACS TEMOPOBO-PETUCTPOBBIN MPUHIIMT pa3-
JIeJICHNST ICITOJTHUTEICKOTO MacCHBa Ha CTAOMIIbHBIC TPYIIIIHI (18HAs nO-
AUXOPHOCMb), TIE TIPUEM cori spezzati TIpeACTaBJICH B HanboJIee KIacCcu-
YecKoM cBoeM Buae. [IpuueM, B OTJIMUKE OT epaHd-KoHuepma, TIe COCTaB
TeMOPOBBIX KOMITJIEKCOB BBISIBJISIETCSI HE B HavyaJie, a B IIPoOLIecce pa3Bep-
TBIBaHUSI KOMITO3UIIAN (MOOUNbHAS NOAUXOPHOCINb) — B 00AbULOM XOPOBOM
KOHIIepTE IPYIIITHI UCTIOJTHUTEIIEH oTpeIeICHBI M ITOKa3aHbI yKe B Havasie
COYMHEHUS.

AHcaMOJIeBbIi BUI aHTUTE3bI UCTIOJTHUTEIBCKHUX COCTABOB CBOMCTBE-
HEH U Maniomy U 60abuomy, N epand-konyepmy. YTo ke KacaeTcst COTbHO-
aHCcaMOJIeBOM aHTUTE3bl MCIIOJIHUTEILCKIX COCTABOB, TO OHA SIBIISETCS
MPEPOTATUBOM epaHd-KoHuepma. AHTUTE3a UCITOTHUTEILCKUX CPEICTB
(TeMOpoBasi) B 004bUi0M XOPOBOM KOHLIEPTE MpeACTaBlIeHa XOPOBbIM U
CMEIIaHHBIM TEMOPOM TMPU B3aUMOJEVICTBUU BOKAJbHO-XOPOBOTO U UH-
CTPYMEHTAJIBLHOTO Hayal Ha OCHOBE IyOIMPOBKU. B epand-xonuepme — 310
AHTHUTE3a MHCTPYMEHTAIbHBIX M CMEIIAHHBIX (BOKAJIbHO-MHCTPYMEHTATb-
HBIX) TeMOPOBBIX TPYITI HAa OCHOBE AYOJMPOBOK, KOHTPACTUPOBAHUS U
KOppecoHANpPOBaHUs. B masom — aHTUTE3BI MHCTPYMEHTAJIBHOTO W BO-
KaJIbHOTO HavaJj B ITapTUTYpe He 3a(pUKCUPOBAHO.
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Maanwiii xopoBoii KoHuepT (Hanpumep, Cantate Domino JIx)koBaHHU
Tabpuenn) obpalaeTcs K MOTETY U MalIpuTaly, BKJIFOUask CBOMCTBA 3TUX
JKaHPOB B apCeHaJl KOHIIEPTHBIX CpeACTB. TUITMUHBIC TIPU3HAKN KOHIIEP-
THOTO XXaHpa UMEIOT 31eCh YTOHUEHHBIN, KamMepHblil XapaKTep B CUJTY Je-
TaTU3aluy, UCKYCHOM pa3pabOTKM TeMaTUIECKOTO MaTepHaia, TOHKUX
rpagaiuii B 06J1aCTi 3MOLIMOHAIBHOTO HAMOJTHEHMS. hoabuiomy XOpOBO-
My KOHIIepTY (HampuMmep, Buccinate IxxoBanuu [abpues) CBOMICTBEHHBI
YepThl, BITOCIACACTBUN MPUCYIINE OpaTOpHATbHBIM XaHpaM. Tak, cioma
OTHECEM MOHYMEHTAJIbHOCTh, SITMYHOCTh, O0BEKTUBHOCTD BBICKA3bIBa-
HUSI; CIOXKETHOCTB; TIOMEIICHNE TYTTUIHBIX (0omnes) pa3nelioB B V3108bIX
TOYKaX (POPMBI, UTO B OIPEACIICHHOM! CTETIEHN HAITOMIHAET KOMITO3U LIV -
OHHYIO CTPYKTYPY OpaTOpuu, 1 ap. XOpOBOU epand-KoHyepm (HaIlpumep,
In ecclesiis JIxxoBanHu [abpuenn) 6JIM30K K KaHTaTe, YTO MPOSIBISIETCS B:
UKJINIHOCTU (DOPMBI;

COYECTaHWM YacTel IT0 MPUHITAITY KOHTPACTA WU PETIPU3HOCTH;
oboobaroel GyHKLIMY (PUHAIBHOTO pa3jena;

TeMaTUYECKMX Y TOHAIBHBIX CBS3SIX, CITOCOOCTBYIOIINX €AUHCTBY
LVKJINYECKON (DOPMBI.

KoH1epTHas My3bIKa OblTa UICTOPUISCKI HOBBIM TUTTOM MY3bIKaIb-
HOTO TBOpUYECTBA, OOYCIOBUBIIMM AaIbHEWIIIEe pa3BUTHE MY3bIKAJIBHOMN
KynsTypbl. ChopmupoBaBiinch B BeHeunun, oHa ObICTPO pacrpoCTpaHU-
JIach 10 cTpaHaM EBporibl, BKITIOUast 1 BOCTOUYHYIO €€ 9acTh, TIe U 3aHsIa
BaxkKHOE MeCTO B puaBopHoM uckyccTBe (banza 1954). Umnopmuposanue
CJIOKUBIIIMXCS B €€ HelIpax BBIIIE YKa3aHHBIX KOHUEPMHbIX NPUHUUNOE TIPH-
BEJIO K €€ peajin3alii B HOBBIX YCJIOBUSIX Ha HAIIMOHAILHOM IMOYBE IPYTUX
HaponoB. CrieninduKa e pacIpoCcTpaHeHUS 1 afanTalliy OblIa 00yCIOB-
JICHA 1 TeM, YTO XOpOBasi KOHIIEPTHASI My3bIKa B IIPOLIECCE 1P00GUNICEHUS C
3arajia Ha BOCTOK Hecda ¢ coboil pyHIaMeHTaIbHbIe OCHOBBI KOHLIEPTHOI
CTHJIMCTUAKM XaHPOBOTO (heHOMEeHa. XOpOBOI KOHIIEPT, KaK BEIyIIHNi
>KaHp, BOSHUK TS pean3allii HOBOU JUIST LIEPKOBHOM MY3BIKH, PEBOJTIO-
LIMOHHOM T10 CBOEH CYITHOCTH, (PyHKIIUM — 3cTeTnaeckoit. [lorpedHOCTD
3CTETUYECKOro 0(hOpMJIEHHS OOTOCTYKeOHOT0 PUTYyajla CBUACTEILCTBYET
0 pacIIaTbIBAHUM JOTMbI LIEPKOBHOTO KaHOHA ¥ ()OPMUPOBAHUH HOBOTO
XYIIOKECTBEHHOTO MHPOBO33PEHMSI, TIE CBETCKOE MPUOOPETaIo HOBHIU
cTaTtyc u elle ryoxe otaelsiiioch ot uepkBu (Lllecrakos 1975). OcoObiii,
BOCTOYHOCJIAaBIHCKUI TUIT XOPOBOI KOHIICPTHON MY3BIKH — AAPMeECHOe
nenue (OT JAT. partes — rojloca, MH. YUCJIO OT JIaT. pars — 9acTh, y4acTHE)
TTOSIBWJICSI BO BpeMeHa CTaHOBJICHHUS HOBOTO IIEPHOIA PYCCKOM NCTOPUH,
B mporiecce GOpMUPOBAHMST PYCCKOI HAIIMK W YCWIJICHUS TOCYIapCTBEH-

207



Miizikas zindtne sodien: pastavigais un mainigais — IV

HOCTH, 9TO TIPUBEJIO K OOBSIBICHHUIO CTPAaHBI UMIICPUE B IapCTBOBAHNE
IleTpa 1. D10 OBLT MepHMO TIEpEIOMa B UCTOPUHM ITPABOCIABHOTO KYJIBTO-
BOTO MCKYCCTBA, B paMKaxX KOTOPOTO ITPOU30IILIa CMEHA CTUITMCTUIECKIX
dopmammii (Tepacumona-Ilepcunckas 1983). [TapTecHBIN KOHIIEPT 3aIT0JI-
HUJI BAKYYM 3CTETUICCKUX ITOTPEOHOCTEM, KOTOPHIN BO3HUKAIT B CBSI3U C
KPYTBIM ITOIBEMOM MY3BIKAJIbHOM KYJIBTYPHI TP KpaiftHe OrpaHUIeHHOMN
pacIpoCcTpaHeHHOCTH MHCTPYMEHTAIbHOM MY3BIKHU B TO BpeMsI B Poccum.
ITo aBTOpUTETHOMY MHEHMIO AcadhbeBa, UMEHHO B 3TO BPEMSI POJIb KOH-
yepmupytoweeo cmuas (Acadnes 1971: 322) B nepsom smane esponeusayuu
pycckoil kyasmypol (Acadre 1980: 12; TTpeobpakenckuii 1924) Bechma
Besuka. [Iporiecc amanTaium eBporneickoro XopoBOro KOHIEpTa Ha pyc-
CKOIt HauuoHa bHol no4ee TIPUBEJI K IIPOSIBIICHUIO CITELIM(MDUIECKUX PYCCKUX
4yepT B XkaHpe. Tak, B OTJIMIME OT MY3bIKaJIbHBIX TPAIUIINI B KATOJINIEC-
KO KOH(eCCrM, KOTOPBIE MPEIIojIaraloT HAIMINe WHCTPYMEHTAIBHOTO
3BYYaHUSI B paMKax OOTOCITy>KEHHSI, PYCCKIE KOMITO3UTOPHI B CUJTY HETIPH-
SITUST TIPABOCJIABHOM 1IEPKOBBIO MY3bIKaJTbHBIX MHCTPYMEHTOB ITHCAJTI CBOU
KOHIIEPTHEIE, B TOM YHCJIC M CBEPXMHOTOTOJIOCHBIE KOMIIO3UIINH JIJIST XOpa
0e3 COIpOBOXKICHNS. 3alaTHOeBPOIIeiiCKast THCTPYMEHTATbHOCTB Ieperinia
K XOpPOBOMY ITEHUIO ¥ TPHOOpeEIIa BUI BOKAIIbHO-XOPOBOW BUPTYO3HOCTH.

OO0paTtuMcs K 6eJ10pyCCKOMY XOpOBOMY KOHLIEPTY. B 1iesiom, aist co-
BPEMEHHOI1 0€JI0pyCCKOI1 XOPOBOIt KOHIIEPTHOM MY3BIKM XapaKTepeH CUH-
Te3 CTWIEBBIX OCOOCHHOCTEH POMAHCKON M CIaBSIHCKON MYy3BIKaJTbHBIX
KYJIBTYp 1 BO3IEUCTBUE 3TOCA Pa3IUIHBIX €BPOICHCKUX — 3aIlagHbIX 1
BOCTOYHBIX — XPMCTHAHCKNX KOoH(peccuii. TBopueckoe 0cBOoeHUE COO0-
CTBEHHO JXaHpa XOPOBOTO KOHIIEPTa 0€I0PYCCKMMU KOMITO3UTOPAMU Xa-
paKTepu3yeTCsl ero HallMOHAIbHOM criennduKaimei.

CJI0BO orpeaessieT CTIIMCTUICCKIN 00K TTPOU3BEACHUS — ITyTh,
10 KOTOPOMY HaIIpaBJIsIeTCsI CaMOOBITHAS TBOPYECKAsi MHANBHUIYATbHOCTD
aBTopa My3bIkH (ITarcoB 1987). 3aMeTHYIO TPYIIITY COCTABIISIIOT KOHIIEPTHI,
comep:kaine (hOIbBKIOPHYIO CTUIMCTUKY W HaITMCaHHBIC HAa HapOIHBIC
TeKCTHI (HaripuMmep, Ilpoivxi Aunpes MawuBanu; Konyepm oas conparo, 6a-
pumona u xopa a cappella na napoonvie mexcmo Dayapna Kazaukosa; Yna-
ainka ymano Mcxakbaesoil u Bssuecnasa lllneenkosa; Mecsauem-conn-
yem Jlapucol CumMakoBuy U Ap). B aTuX couymHeHUsIX TIpoiiecc BKITIOUe-
HUS 3MHOCUMB0106 OCIIOPYCCKOI MY3bIKI B CTHJIEBOIT aHTypaxX XX BeKa
(AutoneBuu 2003: 193) B3anMoCBsI3aH ¢ KOHIIEPTHOCTHIO KaK CTUIIE00-
pa3yIolIen KaTeropuen.

CoBpeMeHHBIl 0eJI0pYCCKHIT XOPOBOI KOHIIEPT CBSI3aH M C 00paIie-
HHEM aBTOPOB K PEJIMTUO3HOM TeMaTHKe 1 IIPUBJICUCHUEM MY3bIKaJIbHOM
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CTHJINCTUKU Pa3TUIHBIX TUTACTOB MHOTOBEKOBOM TPaaUIINY IIEPKOBHOTO
XOPOBOTO TIEHMSI. DTO KOHIIEPTHI Ha CTapOCIaBIHCKME TEKCThI, TaK WA
MHaYe NCITBITHIBAIOIIME BO3MEUCTBIE IIEPKOBHOM TeMaTUKU (HaTIpuMep:
Iloxeana eeauxomy kna3w Baadumupy Cesmocaaoeuuy Ha cpedHeseKo8blil
mekcm u3 “Cnoea o 3axkone u baazooamu Unnapuona, mumponoauma Kueec-
K0eo” I COIMCTOB M CMELUIAHHOTO Xopa’, Beuepnss moaumea AHupest
Bounapenko; braeocaosu dyue mos, Tebe noem, Beauuaii dyute mos Jlrom-
musl Lner u op.).

benopycckuii XxopoBoii KOHLEPT Ha HAPOJHbIE TEKCThl BO3HUK Ha
rpedHe Hoeoltl ghoavkaoproil éoanet (XpructrnaHnceH 1972), a Ha cakpayib-
HBIE — BCIICACTBHE OOPAIIEHNST KOMITO3UTOPOB K BOILIOIICHUIO MY3bIKAIh-
HO¥ CTUJIMCTUKY PAa3INIHBIX ITACTOB MHOTOBEKOBOM TPaIUIINU IIEPKOB-
HOTO XOPOBOTO IEHMUSI.

EcTb 1 XOpoBBIe KOHIIEPTHI 6€3 CI0B (BOKAIM3bI), KOTOPBIE 00pa3o-
BaJIMCh B Pe3yJIbTaTe 0CO00I KOHLIEPTHOU crieln(puKN B3auMOIeHCTBUS
MY3BIKQJIBHOTO 1 BepOaJIbHOTO PSIAOB, KOPPEISIIMOHHBIX TTPOIIECCOB B
cdepe cuHTe3a CJI0Ba M MY3BbIKH, BRICOKO CTeTICHH BO3ICHCTBHS MHCTPY-
MEHTaJIBHOTO Havaja ¢ ero 0000IIeHHO-3MOIIMOHATBHBIM MYy3bIKaIbHBIM
colepKaHMEM, a TakKe CBOOOIBI B BEIOOpE ITyTel BOILTOIIECHMS CI0Ba (B
TOM YHUCJIe U 0OpallleHre K TAKOMY TUITy BOKaIU3aluu, TP KOTOPOM Ce-
MaHTHYECKOE 3HaUYeHNE TeKCTa IIPrUoOpeTaeT 0000IIEHHBIN CMBICIT).

Jnara3oH UCTIOTHUTEIbCKUX CPEICTB U CTPYKTYpa UCTIOTHUTEITHC-
KOT'0 COCTaBa B KOHIIEPTHBIX KOMITO3HMIIASIX COBPEMEHHBIX OEJTOPYCCKUX
aBTOPOB UTPAIOT 3HAYUTEIHHYIO POJIb B IIPOIIECCE BOIUIOMIEHMS KOHIIEPT-
HOTO Havaya. B ocHOBe TeMOpOBOI IIKAJIbI UCIIOTHUTEIBCKUX CPEACTB
JIEXXUT CMELLIAHHBIN XOp 6€3 COMPOBOXIAEHUS. XOPOBOW 3JIEMEHT OO -
HSIeTCS MHCTPYMEHTAJIBHBIM 1 COJIBHBIM BOKAJIBHBIM TeMOpoM. KoH1iepT-
HBIU IPUHITUTI pa3e/ieHUs] 3By4aHUsI TI0 TEMOPOBO-PETUCTPOBOMY MTPUH-
LIUITY YHACJIEOBaH COBPEMEHHBIMHI KOMIIO3UTOPAMU OT ITPEAIIeCTBeHHM -
KoB. KoHIIepTHOE HavYaro B 6eJI0pyCCKOM XOPOBOM KOHIIEPTE BBIPAsKACTCS
B peajn3alliii OCHOBOIIOJIATalOIINX KOHIIEPTHBIX TPUHIINIIOB U Ka4eCTB
supmyo3znocmu. XopoBasi KOHIIepTHasI (haKTypa SIBJIIETCS HOCUTEIEM TUTIO-
JIOTUIECKMX KOHIIEPTHBIX KOMITO3UIIMOHHBIX IIPUEMOB, OPUEHTUPYIOIINX
Ha TOT WJIM MHOM CTPYKTYPHBIN THUIT: MAAbLil XOPOBOI KOHIIEPT, 004bUL0l
XOPOBOM KOHIIEPT U 2paH0-KOHUepm.

Komro3uimm 6e10pyccKix aBTOPOB MPEICTaBIISTIOT COO0# ITOIMXOp-
HBIE CTPYKTYPBI, B KOTOPBIX BOILIOIIAETCS KaK aHTU(OHHBIN TUIT CTPOE-

3 B nanbHeiimeM [loxsana |..].
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HMS XOPOBOI1 (haKTyphl, CBOMCTBEHHBII BCEM TPEM KaHPOBBIM THITAM XOPO-
BOT'0 KOHIIEPTa, TaK U PECIIOHCOPHbINA, MPUCYLIUI COOCTBEHHO 2paH0-KOH-
yepmy. SIpKUM BOILIOLLIEHUEM TUTTIOJIOTMYECKUX KOHLIEPTHBIX CBOVCTB 8paH0-
KOHYepma sIBJIsieTcs XopoBoil KoHLepT AHapest bonnapenko Iloxeéanal..].
3nech KOHIIEpTHAsT TeMOpoBasl aHTUTEe3a M aHTUTEe3a MCIIOJTHUTEIBKIX
COCTaBOB BOILIOIIAIOTCS ITyTeM MpUeMa cori spezzati, BbIpaxkeHHOM B pa3jie-
JIEHUY MacCuBa UCTIOJHUTEJIEN Ha TPU IPYIINbI (KOTOPbIE UMEIOT aBTOPC-
Koe orpeaeneHue: 1-it antudoH, 2-it antTudoH, xop). [lepen Hamu, XOTS
1 B TpaHC(HOPpMUPOBAHHOM BHIE, HO BCE 3Ke CTAPUHHBIN CITOCO0 pa3ene-
HUsI XOPOBOIO aMOMTYyca 3By4aHUsI IO TEMOPOBO-PETrMCTPOBOMY MTPUHLIUITY
Ha cappella (3nech — xop), coro grave (31eCb — BTOPOit aHTU(OH) U coro
superiore (30eCh — TIEPBBI aHTUMOH).

Poabuioii XopoBoIi KOHIIEPT IPeACTaBIeH, HAIIPUMep, KOHIIEPTOM AH-
npest MouBanu Ipsivxi. COYMHEHMIO TIPUCYIIU CBONCTBA XOPOBOI KOH-
LIEPTHOM KOMITO3ULIMH, C pa3e/ieHUEeM MacCHBa UCTIOIHUTEEH Ha TPYIIbI
10 TEMOPOBO-PETUCTPOBOMY IIPUHIIUITY (cori spezzati). Beayimm crmoco-
00M BOILIOIIECHUS KOHIIEPTHOM aHTUTE3HI SIBISIETCS] aHTU(OH, CpecTBa-
MM BOIUTOILIEHWSI KOHIIEPTHOM aHTUTE3bl — B3aMMOIECHCTBUE XOPOBOTO 1
quUasi-uHCTPYMEHTAJIbHOTO HayaJsl, a Takxke aHCaMOJIs1 U TYTTHU.

XopoBasi KOHLIepTHas (haKTypa B COBpEeMEHHOM OeJ10pyCCKOM XOPO-
BOM KOHIIEPTE BBICTYIIaeT U KaK 0c0o0ast CUcTeMa, OPTaHU3YIOIasl XyI0-
JKECTBEHHOE TTPOCTPAHCTBO KOHIEPTHON KoMmo3uimu. Ocodboe MecTo
MPUHAIVIEXUT K0A0K0AbHOCMU. BeTopycCKre KOMITO3UTOPbI TPUMEHSIIOT
TPaAULMOHHBIN JJIs1 BOCTOYHOCIABSIHCKOTIO XOPOBOro KOHLIEpTa MpUeM
MMUTHAPOBAHUS CPEICTBAMHU COOCTBEHHO XOPOBOI 3ByYHOCTH KOJIOKOJIb-
HOTO 3BOHA (COHOPHO-3BYKOBOTO 3hhexTa). Cpean HUX: 3aTyXaHUSI T1C-
COHUPYIOIIMX KOMILUIEKCOB U divisi, mpuaaloire 06epTOHOBOCTh SIPKOM
3BYKOBOI1 nanutpe (Harpumep: baaeocrosu dyuie mos Jlrvonmunel Llner);
BHE3aITHBIN yIap Ioce may3sl 60 éce koaokoaa (Iloxsana |..] AHopest bon-
JIAPEHKO) ; TLIOTHOMACCOBBIC 3BYKOBBIC Ms/MHa, 00pa30BaHHbBIC 3ByKaMU B
HU3KOM PEerucTpe i UMUTUPYIOLIKE TYIKOE 3By4yaHue 00JIbILIOro KOJOKO-
na (Koaokonvnas gpecka Nonmunsl Illner). CoBpeMeHHBIM crTOcCOOOM
MIPETBOPEHUSI KOJIOKOJIBHOCTHU SIBJISIETCSI UMUTALINSI COOCTBEHHO THUIIOB
3BOHOB, aKIIEHTUPYETCS WX CMBICIIOBOE HAIIOJHEHNE, SMOIIMOHAIBHOE
conepxkaHue (6aroBecT, Mepe3BOH U 1p.). Tak, Hanmpumep, Mpa3aIHUIHbIA
MePE3BOH KOJOKOJIOB CO CBOMCTBEHHBIM EMY Pa3HOOOpa3ueM XapaKTEepHO-
IO pPUTMA 1 IIUPOKOI MAJTUTPOI TEeMOPOBBIX KPACOK MPEACTACT B pehpeHe
koH1epTa Auapest bonnapenko loxeasa|..]. DTo mpyuaaeT Mpon3BeACHUIO
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B LIEJIOM M JaHHOMY pa3zjeily (GOpMbl B YaCTHOCTU XapaKTep Npa3aHUYHO-
CTH, a 3ByYaHMIO OCOOKBII TTadoc.

KoHueprHble KauecTBa B 001acT ()OPMOOOPA30BAHUSI B XOPOBBIX
KOHILIEpTaxX OEJTOPYCCKUX aBTOPOB MPOSIBISIOTCS B BUJE BOIUIOLIEHUS
MPUHLIMIIA HMKJINYECKOTO KOHTpACTa: MPOU3BEAEHMSI MPEACTABISIOT CO-
00lf MHOTOYaCTHbIE KOMITO3ULIMHU, TOCTPOEHHbIE MO MPUHLIMIY YEPEN0-
BaHUs pa3niesioB, pu 00b1I0M PopMooOpasyloleii poJu KOHTPACTHOTO
conocTaByieHUsT PaKkTypbl, TeMMa, METpa, FTapMOHUM, TEMATU3Ma U APYy-
TMX aCMeKTOB MYy3bIKaJIbHOU (popMbl. Hapsiny ¢ MHTOHAIMOHHBIMM, Te-
MaTUYECKMMU U TOHAJIbHO-TAPMOHUYECKUMU COOTHOILEHUSIMU MEXITY
YacTsIMM XOPOBOI'O KOHIIEPTA BaxKHEMIIIEN Y4epTOM KOHLIEPTHON LINKJIN-
3alMU SIBJISICTCST TO, YTO 3a4acTyi0 (PYHKIIMOHAIBHYIO M TEMAaTHIECKYIO
OIIPEeACICHHOCTh YaCTSIM TIPUIAET TAKOU acIieKT (POpMBI, Kak (haKTypa:
cnenndrKa KOHIIEPTHOM IIMKIIN3alINY BEIPAXKaeTCsT B HATMIUK KOHTpAc-
THBIX (DaKTypHBIX (DOpM, a TakKKe (hopM BToporo riaHa. [lepeuncieHHbIe
BBILLE SIBJIEHUST HAOJII01a0TCS €111€ B BEHELIMAHCKOM XOPOBOM KOHILIEPTE,
a Ha COBPEMEHHOM 3Talle OHY BbICTYTIAIOT B KQUe€CTBE perpe3eHTaHTa KOH-
LIEPTHOCTU B MPOU3BEAEHUSIX OE0PYCCKUX KOMITO3UuTOpoB. Hanpumep, B
KoHuepTe AHapess MauBanu [Ipsiymxi iMeeT MECTO MOCEA0BaTEIbHOCTh
JIeBATU KOHTPACTHBIX YacTei, KOTOPbIE MOXHO OOBEAUHUTD MO XaHPO-
BOMY M CEMaHTUUYECKOMY IpPU3HAKaM B TpM OOJBINNX pa3mena (popma
BTOPOTO TIJIaHA), T1Ie KaXKIBIN BBITTOJHSIET CBOIO (DyHKIMIO. Takm oOpa-
30M, U3 MHOTOYACTHOTO MOCJeI0BaHUS KOHTPACTHBIX (DPAarMEHTOB KOM-
MMO3UIINY BBICTYITaeT KOHTPACTHO-cOCTaBHAsI hopMa ¢ (hyHKITMOHAIBHBIM
omnpeneieHUeM YyacTeit.

Cy1iecTBeHHBIM IIPU3HAKOM KOHIIEPTHOCTH B 0€JTOPYCCKOM XOPOBOM
KOHLIEPTE SIBJSIETCATEaTpPallbHOCT b, KOTOpas MPOSIBJISIETCS: B CIOXKET-
HOCTH Y HAJIMIWU TJ1a B HBIX nepcoHadiceil, YbU Oeiicmeusi KOMMEHTHAPY-
FOTCSI XOPOM B AyXe aHTUIHOM Tpareanu. Hampumep, B KoHIIepTe Dmyap-
nma KazaukoBa pedb UAET O Cymabp0e XKeHIITUHEI (TJIaBHAS 2epouHs), a KpoMe
TOTO €CTh W IPYTUe nepcoHadcu (COIMCTBI — COIMpaHo u OapuToH). Teat-
PasIbHOCTB MPOSBIISIETCS TAKXKE U TTOCPEACTBOM TaKUX SIBJEHUI, KaK MPO-
cTpaHCTBEHHBIE 3 (MEKTHI I TeMOPOBast IpaMaTyprisi. A B CTPEMUTETHHOM
KOHTPACTHOU cMeHe 00pa3HbIX Kapmux OYE€BUIHO BO3AEMCTBUE KAIPOBO-
CTH, CBOMCTBEHHOI KHeMaTorpady.

IMonsenem utoru. BaxxHeiue 4epThl MU MPU3HAKU XaHpPa XOPOBOTO
KOHLIEpTa 3apOAUIMCh M TPHUOOPEIN XKAaHPOBYIO YCTOMUYMBOCTh B TBOpUE-
CTBE BeHEeLIMaHCKUX KOMITO3UTOpoB X VI Beka, 3aTeM nocaea0BaTeIbHO U
B pa3HBIX (hOpMax pacIIpOCTPaHUIINCH B CTpaHax 3amagHoi u BocTouHoit
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Esponsl — [epmanuu, Peun [Tocnionuroii, Poccuiickoit ummnepun, oope-
Ts1 B XX BeKe B COBETCKOM MY3bIKAJIbHOM MCKYCCTBE KaueCTBEHHO HOBOE
CTUJIEBOE COACPXKaHUE TIPU COXPAaHEHUM XKaHPOBBIX MapameTpoB. bemo-
PYCCKMIA XOpOBOM KOHIIEPT KaK XOpOBasi My3bIKa KOHIIEPTHOTO KJjracca
CKOHIICHTPHPOBAJI B ceOe 3aITagHO- M BOCTOYHOEBPOIIEHCKIE, CTApUHHBIC
1 KJTACCUYECKNE TPAIUIINN, a TAKXKe W BIIUTAI YePThI COBETCKOTO XOPO-
BOro KoHueprta. Tak cpopMUpOBAIUCH €TI0 )KaHPOBO-CTUIEBbIE OCOOEHHO-
CTH, CYIIIHOCTh KOTOPBIX 3aKJTFOYAETCS B TICPEOCMBICIICHUH HACTICIUS TIPO-
[IUTOTO ¥ B MHAWBUAYAJTbHON MHTEPITPETALIMI KOMITO3UTOPOM UCTOPUIESCKI
CJIOXKHWBIIMXCSI TEHEATIOTUISCKIX OCHOB XKaHpa (3(KaHPOBBIX UIANOM).

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 16" 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 wuniversal 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 16™ 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. A 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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CruieBbie HIHOMBI' My3bIKAJBHOTO MOJIEPHA
Ha npumepe mMy3biku Urops CTpaBuHCKOro

Dr. art. Henom Manaoepuaze

Xydoocecmeennulii pykosodumens
Bumebckoii obaacmuoil punapmonuu

CTWIb MOJIEPH — OJTHO M3 CJIOXHBIX U JIaXkKe 3araJl0uHbIX SIBJICHUI B
UCTOPUU KYABTYphl. CyTh €ro HEOOBIYHOCTU ObLIA MOHSITA UCCIe0BATEIs -
MM HE cpa3y, a TPOLECC BbISIBICHUS CTUJISI MOAEPH B KaueCTBE CAMOCTOSI-
TEJIbHOTO UCTOPUYECKOTO SIBJIEHUS ObLT TOCTATOYHO [UTMHHBIM 1 BbI3bIBaJI
JIOJITHE CITOPHI.

MoxHO KOHCTaTUpOBaTh, UTO B Havyaje XXI Beka HabatomaeTcs yc-
TOWYMBBIN MHTEpeC K CTWI0 MoaepH. [IpuunHa 3TOro uHTEpeca Kope-
HUTCSI B €0 0COOEHHOCTSIX, OPUTMHAIBHOCTU Xy0KECTBEHHO-2CTeTUYEC-
KO¥ KOHLICTTIIUY 1 IBOSIKOM (PYHKIIMM — UTOTA ITO OTHOIIEHUIO K TIPE/IIie-
CTBYIOLIMM MCTOPUYECKUM CTWISIM U TTPO3PEHUs B Oyayliiee, UCKYCCTBO
XX Beka. OTa IBOSIKOCTh MOPOJWIIA U CYTh 3CTETUUECKON KOHLETY CTUIS
MOJIEPH, KOTOpasi KOPEHUTCS B TMATIEKTUKE CTApOro MU HOBOTO, POMaHTU-
YeCKOro U pallMOHaJbHOTO, B IIMPOKOM CMbICJIE AeKOPATUBHOTO U (DYHK-
LIMOHAJILHOTO.

Ecnu cpaBHUBATH CTHJIb MOJIEPH B BU3YaTbHBIX ICKYCCTBAX U B MY3bl-
K€, TO MOKHO BBISIBUTD ITPsSIMbIe aHaIOTHM. [1pexie Bcero, OHU MpOsIBIsI-
JOTCSI B OOIIEICTETUYECKMX MTPUHIIMIIAX M aIalITUPOBAHHBIX K CTIeLIM(pUKE
MY3bIKaJIbHOTO UCKYCCTBA XyI0XKEeCTBEHHbIX CPEACTBAX BbIPA3UTEIbHOCTH.
31ech UMeeTCs B BULY IIPUHIIMITBI IEKOPAaTUBHOCTU M OPHAMEHTAJIbHOCTH,
SMAaHCUIIALMS MEJIONMYECKOM JIMHUU U peTbeHBIN PUCYHOK MEJIOTUKH,
KYJIBT JeTalleid, CTUIU3alUsl U MHOTOE Ipyroe. OTH MO3ULIUNA COCTaBUIN
HeIpeIoXHbIE MpaBuia CTUISI MOAEPH B MY3bIKE, KOTOPbIE ONPeaeTUIN
TUIT OpraHU3aLMU U XapaKTep 0TOOpa CPEACTB My3bIKaIbHOTO SI3bIKA.

My3bIKaJIbHO-3BYKOBOI TEKCT MPOU3BEICHUI PENPE3EHTUPYIOT KOH-
KPETHBIC CTUJIEBbIC MIMOMBI, 110 KOTOPBIM OIPEIesieTCsT PUHAIIEK-
HOCTb COYMHEHMS K TOMY WJIM MHOMY CTUJII0. K CTHIIEBBIM MIOMaM MO-
JiepHa OTHOCSITCS

' Momoma (ot rped. idioma — 0cOGEHHOCTh, CBO€OOpa3re) — OTJAMYUTEIBHOCTh
WM ocobeHHOCTh s3bika (danb 1905: 10—11).
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®  1eKOPAaTMBHOCTb MY3bIKJIBHOU TKAHU 1 OCOOBII XapaKTep MEJTOIM -

KU, KOTOpAast IPOSIBJISIETCS B BUJIE OPHAMEHMHOU TNHIH;
®  APTUKYJISLIHUOHHbIE OCOOEHHOCTU MTOCTPOCHU (TOYHAs pealbHOCTh

(bopMbI TIpOU3BENEHUS U YCIOBHOCTD TPAAUIIMOHHBIX BhIPA3UTEIb-

HBIX CPE/ICTB MY3bIKAIBHOTO SI3bIKA);

e cneuudurKa pUTMUYECKON OpraHu3aluy (B3aMMOIeCTBUSI OCTUHA-

TO U BapbUPOBaHUS);
®  TIPUHIIMITBI COOTHOIIEHUS pesibeda 1 (hoHa; cTpeMIIeHUE K HOBU3HE

TapMOHMYECKOTO SI3bIKA W OCJIA0JIEHUIO JTaN0DyHKIIMOHATIbHOCTH;
®  SMaHCUIIalMs pUTMa, TeMOpa 1 akTyphl.

OcTaHOBMMCS Ha CTWJIEBBIX UAMOMAaX MOJEpHa MoapoOHee, onupa-
SICh B CBOMX J]OKA3aTeJIbCTBAX HA COUMHEHMSI BEAYIIETO aIeTiTa CTUIISI MO-
nepH Wropst CtpaBuHCKOTO.

Menoauyeckoe BOILIOLIEHUE B TPOU3BENESHUSIX MY3bIKaTbHOTO MO-
JIEpHa OTPa3UJIOCh B CTPEMJIEHUH CO3/1aTh HEMPEPBHIBHO N3BUBAIOLIYIOCS
BBIPA3UTETHHYIO TMHUIO MEHSIOIIEICSI aMTUTATY IbI, U3bICKAHHO N3TM0alo-
LIYIOCS WM HEOXUIAHHO JIOMAIOIIYIOCsI, MAHEPHYIO U XpYTKyio. Meo-
JMyeckasi TMHUS, MOCPEICTBOM CBOE0Opa3Usi CBOETO KOHCTPYKTUBHOTO
3aMbIcia, pacKpblia JeKOPAaTUBHbBIN XapakTep CTUIsI MonepH. OHa siBsi-
€TCsl 3aTeMIUBBIM yY30pOM MEJIOANYECKOTO OPHAMEHMA Vi OTIPENIENSIETCS KaK
OpHAMenmHas AuHus, OOpalieHHas K HOBOMY THITy OpraHU3allMK Ha OC-
HOBE JTMHEWHO-TpahuIecKUX MPUEMOB.

Tema B mpousBeaeHusix CTpaBUHCKOTO MPEACTaBIsIET CO00I IHep-
TUYHBIA CTYCTOK IJIACTUKM, KOTOpast HEMPEPbIBHO MepepacTaeT U3 ONHON
(opmsbl B mpyryto. [ToaTomy B cBoeM MepBOHAYAILHOM BUE OHA TPE-
CTaBJISIET COOOM JIAKOHUYHYIO TIOTIEBKY, B KOTOPOI CO/IepXaTcs BCE WU
OOJILIIMHCTBO CTPOUTETIbHBIX 2JIeMEHTOB (hopMbl. OTHAKO B 3TO MTOIMEBKE
HET KOHCTPYKTUBHON pa3BepHyTOCTU. Pa3BuBasch Ha JOCTAaTOYHO MpPO-
TSKEHHBIX y9acTKaxX (hOPMBI ITOCPEICTBOM CUCTEMbI TOBTOPSIEMBIX MOTH -
BOB, KOTOPbIE UMEIOT BAPMAHTHOE BhIPAXXEHUE, OHA 00pPEeTaeT KOHCTPYK-
TUBHYIO 3aBEPIIEHHOCTD, MOPOXAasi 3((HEeKT BU3yaTbHOIO CAMOPa3BUTUSI.
ITpumepamu Takux TeM y CTpaBUHCKOTO MOTYT CIIY>KUTh JIEUTTEMA 2yas-
roweti yauyst U3 6anerta l[lempywia Wiy HadyajibHas TeMa u3 o6aneta Becna
CGAUleHHAs VL TP.

3aech yeMaTpuBaeTCs MpsiMasi aHaJIoTUsl ¢ U300pa3uTeIbHbIM OpHa-
MeHTOM. YeTKasi puTMUKa U300pa3UTEIbHOTO MOTHBA OpHAMEHTA BbI3bI-
BaeT aCCOIMAIINIO C MOTUBHO-TIOTIEBOYHOM CTPYKTYPOU MEJTOUN;; TTPUH-
LIWTT OCTUHATHOCTH JIeJIaeT aKIEHT Ha apXUTEKTOHUKE CUMMETPUYHBIX
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TPYIIIT, BApPUAHTHOCTh MOTMBHOTO Pa3BUTHSI B My3bIKE CO3/IAacT BIICUATIICHIE
NAOCKOCMHO020 U300paddceHus, a 0TKa3 OT MEePCHEKTUBBI U PABHOLIEHHOCTh
MepenHero v rTyOMHHBIX IJ1aCTOB IpacdUUECKOM MIOCKOCTU U300pa3UTeb-
HOTO OpHAMEHTA aHAJIOTUYHBI IyaTu3My peaved)-mema u Gor-gaxmypa.
Tak ocyIecTBIsIeTCSI OpTaHU3AINSI MY3bIKAJIBHOTO 11€JI0TO Ha OCHOBE JI-
HelfHO-TpachuyecKoro npuema.

OCHOBOIi Pa3BUTUSI OpHAMEHMHOL MEIOANU CTAHOBUTCS MOTHBHAS
BapuaHTHOCTh. POopMUpOBaHNME 3BYKOBOTO ITPOCTPAHCTBA BapUAaHTHO-
MOTHBHBIMU CPEICTBAMU OCYIIIECTBIISICTCS 110 TOPU30OHTAIM U TI0 BEPTH-
KaJIv, 4TO 00ecreyrBaeT BPeMEHHYIO MPOTSKEHHOCTh MOTHUBY, CO3/1aBast
TEKYYU KPUBOJUHEHHBIN PUCYHOK. IHTEHCUBHAST 6HYMPEHHSS HCU3HD
MTOTICBKM O0ECTICUMBACT €1 TTOBTOPHOCTH OOJIBIIIOE KOJIMIECTBO pas3, Co-
3maBast CBOOOMHYIO BHYTPUMEIOANIECKYIO OCTHHATHOCTh. B Takom Tutie
OCTUHATHOCTHU 3aJI0KeHa LIETbHOCTb, EAMHCTBO 00pa3HOTro CMbICA, pac-
ygeueHHoe B TIPOIIECCE pa3BepThIBAHUS PA3IMYHBIMU HIOAHCAMU 3BYKO-
BBICOTHOTO, PUTMUYECKOTO, CTPYKTYPHOTO MJIM TeMOPOBOTO KavyecTBa.
ITpuyem 3TO KacaeTcs B paBHOI Mepe, KaK memamu4eckux peavegos, Tak
U GhoHOBbIX TLIIACTOB.

CBoeobpasuie opHameHmHoil AuHULU BBIpaXKaeTcs U B POHOKOJIOPUC-
TUYECKUX CBOMCTBAX €€ MOTMBHO-MHTOHAIIMOHHBIX 3JIeMeHTOB. OHHU Xa-
PaKTepU3YIOT CUCTEMY JeKOopa, IMOCTPOCHHYIO Ha COYCTAHUM Pa3JIMI-
HOM y6emosoil MANTPHI TS TIOJIyYeHUS] CHHTETUYECKOTO SKMBOTIMCHOTO
adexTa. DTO NpOosIBIASIETCS B pa3TIMUHOM BapbMPOBAHUU OKOHYAHU MO-
TUBOB, HACBIIIEHUU MEIOANIECKOM JUHUN INUPOKUMU U YIJIOBATHIMU
UHCMPYMEHMANbHbIMY MTHTEPBaJIAMU (CEIITUMBI, TPUTOHBI, HOHBI) 1 BCITY-
IIWBAaHUU B HUX. Hacelujenue mepBoHAYaIbHOTO MOTHBA (Yallle BCETo M1~
aTOHUYECKOTO coAepKaHus) pa3HOOOpa3HbLIMU OCTMHATHBIMU (pOHAMU
BbI3bIBaeT 3 (PEKT UHTOHALIMOHHOTO 3apancerus (TepMuH Bukropa Llyk-
kepMmaHa; Llykkepman 1975: 125) 3ByKoB MOTHBa WHOPOIHBIMU 3BYKO-
psamamu. B pe3yibrate TaKOHWYHAS TTOTICBKA HAYMHACT JUCCOHUPYHOULe
Mepyambp, 00pacTasi HEOKMIAaHHBIMM MPU3BYKaMU, TIpUaaBasi MeJIOIUU
KPaCOUHYIO BbIPA3UTENbHOCTh. DPDEKT ducconupyoueeo mepuyarus ne-
MOHCTPHUPYET, HaIIpUMeP, BCTYIUICHNUE K 0aeTy Becha ceéauennas (11. 1—
4). CyTb 3TOTO TIpHieMa COCTOUT B HAJIOXKEHUH PAa3TUIHBIX MEJTOINICCKIX
JIMHUI ApYT Ha Apyra Ha (POHE OCTUHATO.

CrpemiieHe K U3JI0KEHHOMY ITPUHIIMITY MEJIOIMYECKOTO Pa3BEPThI-
BaHMS pacKphIBaeT pallMOHAIBHBIN, aHATMTUICCKUN TTOAXOI B CTUJIHAC-
TKe MofepHa. OH MPOSIBIISIETCS
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® B CO3JaHUU BBIPA3UTEIbHON N30THYTOM JIMHUM, KOTOpast OPraHu3y-
eTCs B CBOEM BHYTPEHHEM IMPOCTPAHCTBE ITOCPEACTBOM TECHEMIITINX

WHTOHAIIMOHHBIX CBSI3CH 1, OMHOBPEMEHHO, KOHTPACTA;
® B TITOTEHUM K JIJAKOHU3MY WU, €€ DKCIIPECCUN U SIPKOI ITeKopa-

TUBHOM OTIEIKE JeTale.

BakHa postb caMOro MOTHBa, KOTOPBIN, KaK MPaBUJIo, IIPeACTaBICH
KpaTKUM, MeTahOpUYHBIM BbICKa3bIBaHEM. JIAKOHMYHOCTH OTIIPAaBHOM
HIeu, TOMEIIEeHHas B paMKH KOPOTKOTO MOTHBA WJIM TIOTIEBKH, OIpeIe-
JISIeT CYILIECTBO MEJIOAMYECKOTO COIEPXKaHMST BCETO NaTbHEUIIEro pa3Bu-
THS TOJIOCA Ha OCHOBE BapMaHTHO-OCTMHATHBIX KOMOMHAIINI, OTHAKO
cama CyTb 3TOTO ITpeMa UIET OT pyCCKOM HapOIHO-TTIECEHHOM TPaIULINH.
My3BIKaTbHBIN XK€ MOIIEPH, npuMepus eTo K cede, CXKMBAETCsI C HUM M OC-
MBICJTBAET €TI0 C HOBBIX MO3UIINA.

[TpumMepoM opHOMermHOT METOTNIECKOM TUHUU MY3BIKaTbHOTO MO-
JIepHa MOXET CITY>KUTh BTOpasi TeMa HMepot 08yx eopodos 13 baneta Becna
cesawennas (1. 61 u 11. 64). OpraHu3yIoLeil MeJIOTNIECKON CUIION STBIISI -
eTCsS MOTMBHAsI BADMAHTHOCTh M MEXXMOTHBHASI pUTMUYECKas aCUMMET-
PpHUS B YCIIOBUSIX CBOOOJHOM OCTUHATHOCTH.

CTHIIh MOZIEPH ITOCTOSTHHO IIPEOBIBACT MEXKITY ABYMSI MU3BMEPEHUSIMU —
PEaTbHOCTBIO U YCJIOBHOCTBIO, & TBOPYECKHUI METO XYI0KHUKOB MOJIEP-
Ha pacriojiaraeTcs Ha TOi caMoif TOUKe, Ilie CTAIKMBAIOTCS peabHOCTh 1
BBIMBICEJT, HaTypa 1 c1tocob ee mpeodpaxkeHnst (CkBopirosa 2009). Cum-
01103 peaJIbHOTO M BBIMBIIIIJIECHHOTO COCTABIISIET CYTh €70 MbIieHusT. Oc-
MBICTTUBAST 3TOT METOI C TIO3UINIA CIIeIIN(UKI MY3bIKaJIbHOTO MOJIEpHA,
MOKHO MPEIITOJIOXITh, YTO OCOOEHHOCTh €r0 OIpEeAe/IsIeTCsI Y€ TK UM
6aJaHCOM MEXIY TOUYHO# pealbHOCTHhIO GPOPMBI MIPOU3BE-
JNEHUS U YyCIOBHOCTbHIO TPAAULUMOHHBIX BHIPA3UTEIbHBIX
CPEICTB B MY3BIKaJIbHOM SI3bIKe€. YCIIOBHOCTb CPEJCTB IIPOCMAT-
pUBacTCS B U3MEHEHMH X COOTHOIIICHMST B OPTaHU3AIINN MY3bIKaJIbHOM
dopmbl. Kak otmeuaeT BanentuHa XoJsornosa, [..] 6 popme XX éexa pum-
Muueckue u Mea00uUKo-AUHeapHble cpedcmaa cocmasuiu camocmosmensHole
cucmembl ghopmoodpazosanus (Xonomnona 1999: 189). 3aeck ycmaTpuBaeTcst
KOpEeHHasT 0COOEHHOCTh XyIOXKECTBEHHOTO SI3bIKa MY3bIKAJIbHOTO MOZAEP-
Ha, TOCKOJIBKY MOOepH — CMUAb, 03HAMEHOBABUIUIL IMOPIHCECMB0 AUHEHHO020
Hauana, dekopamueusma, npeoobradanus pummuyeckoil konyenyuu (Capa-
opsgHOB 1989: 217). EBrennst KupnueHKO cripaBeUIMBO YKa3bIBaeT, YTO
DPUMMUHHOCTb, MY3bIKAALHOCIb AUHULL U (hOPM HAPADY O cmuau3ayuei npu-
obpemaem 6 modepHe 3Hauyenue cmuneobpasyoueeo npusnaka (KupmaeHko
1978: 194).
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PurMuka B My3bIKaJIbHOM MOJEPHE HE 3HAET rapMOHUYECKU-YpaB-
HOBEIICHHOTO PACKPBITHS TEMBI, €if HE CBOMCTBEHHBI 3aMKHYTBIC PUTMH -
YecKue MOCTPOeHUSI. PUTMBI TO 3aMeJISIIOTCS, TO JOBOJBHO TEKYUU, TO
CTPEMUTE/ILHO OBICTPhI, HEPBHbI M HAMPSIKEHbI. JIBUXKEHUS CTAIKUBAIOT-
cs1, pa3dMBAIOTCS APYT O APYTa, KOMIO3ULIMU U3HAYAIIBHO He3a8epuleHHtbl,
aCUMMETPUYHBI M OHHOBPEMEHHO 3aMKHYTEI.

J171s1 XapaKTepUCTUKY P U T M a B CTUJIE MOJIEPH B My3bIKe 00paTHMCSI
K TepMuHosioruu Banentunbl X0/10M0BOM, KOTOpasi, UCCIIEA0OBaB TBOP-
yecTBO CTPaBUHCKOTO, ONPEAEIISIeT [IOHSTHE PUTMA KAK 8peMEHHOe 8apb-
uposanue Ha gorne ocmunamo (Xonomnona 1971: 197). JlaHHbBII# TepMUH
PacKpbIBaeT CYTh IIPOMCXOISIIIIETO SBICHUSI, AT OCO3HAHUE CYIIIHOCTU
BPEMEHHOTO HaYajia B My3blKaAbHOM MoOepHe, DOPMUPYET NUATEKTUKY PaB-
HOMEPHOTO M Pa3HOMEPHOIO, XpPOHOMETPUYECKOIO0 U XPOHOAMETPH-
Yyeckoro. B aToM Xe psimy HaxomuTCsl BOTIPOC O B3aMMOJEHCTBUM JIBYX
pa3HOHAIIpaBJIeHHBIX METOIOB — OCTUHATO U BapbUPOBAHUSI.

CrpaBuHCKuUii nuiet: [lompebHocms 6 6apbupo8anuu 6NOAHe 3AKOH-
Ha, HO He caedyem 3a0bléanv, YmMo eOUHOe NPeOUeCmeyem MHONCECHEEHHOMY.
Hx cocywecmeosanue, 00HaKo, He06X00UMO, U 8ce NpodaeMblL UCKYCCMBa, KAk,
enpouem, u aobvle dpyeue, 8KAHAs NPOOAeMY NOSHAHUSL U OblMUL, 201060K -
DPYyJucumensHo 0eiicmayiom 80Kpye amoeo eonpoca. |..| Toavko 30pasutii cmbica
U biCUAs MYOpOCMb 3aCMAasAsiom Hac npusHasams u mo, u dpyeoe (Ctpa-
BuHCKui 1971: 28). MeTon BapppOBaHUS TIPEICTABIISICT COOOM TEKyJe-
MHOXECTBEHHOE CTAaHOBJIEHHE, KOTOPOE BhIpaxkaeTcsl B (peHOMeHe Bapu-
AHTHOCTM WJIM BapUMallMOHHOCTU M OTBeYaeT MPUHILUIY pazHooOpa3us
BHYTpPEHHEH CYLIHOCTHU Xyd0XECTBEHHOro 00pa3a MoiepHa.

Komnosurop Takke cuutaer: OcmuHamHocms — 3mo cmamukda, mo
ecmo aHmupazsumue, a Mbl UH020a HYHCOAeMCsl 8 HeM-Mo NPOMUBONOA0NC-
Hom pazeumuio (CtpaBuHckuii 1971: 233). OCTUHATHOCTb MPOHU3bLIBAET
TKaHb MYy3bIKaJbHbBIX IIPOU3BEAECHNI KOMIIO3UTOPA Ha Pa3HbIX YPOBHSIX,
ITOCKOJIbKY OTpaKaeT OHO 13 CYIIECTBEHHBIX ITOHSITUI MOJIEPHA — CTPO-
TOCTh, KJTACCUYHOCTh apXUTEKTOHUKU.

TakumM 006pa3oMm, pOJIb PUTMHUKU B MY3bIKaJIbHOM MOJEPHE OMpee-
JISIET CO3MaHNe TMHAMWYECKH pa3BUBAIOIIETOCS IIPOCTPAHCTBA HA OCHOBE
pPaBHOMEPHOI CTaTUKU (OCTUHATHOCTH) U €€ Pa3IMYHOI0 MPEOmoIeHusI,
TO €CTh BHYTPEHHETO U3MEHEHMST KJIACCUIHOCTHU (POPMBI.

YauTbiBast MepBOCTeNICHHOE 3HaYeHUe puTMa B My3bike CTpaBUHC-
KOTO, a TAaKXKe 3HAYMTEJbHYIO POJib, KOTOPYIO UIPAET PUTM B CTUJIE MO-
IIepH, PACCMOTPHUM €TO0 CYIITHOCTh C TTIO3UIINI TeKOPATUBHBIX IIPUHITUIIOB
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MY3BbIKaJIbHOT'O MOZIEpHA 1 OTTPEIEINM 3aKOHOMEPHOCTH €T0 KaK OpraHu-
3YIOIIEH CTPYKTYPHOI €MUHUIIBI MY3bIKAJIBHOTO OpHAMEeHmMA.

Kaxk ormeuator Beponnka bepceneBa u Mcaax SIriiom B cBoeii craThe
00 MCKYCCTBE OpHAMEHTa, B U300pa3UTEIbHOM UCKYCCTBE NPUHUUNUAND-
Hoe omauyue puMmMUYeCcKol OPeaHU3auUL JCUBONUCU OM OPHAMEHMANbHBIX
PUMMOB C813AHO C HaPYUeHUEeM CIMAamu4ecKkoe0 pumma, co30asaemozo pas-
MeujeHuem u300pasumenbHuiX 31eMeHmos 8 nA0CKocmu Kkapmunel [..]. Acum-
Mempu4HbLil, OUHAMUYHBLI PUMM C8A3aH C 6neyamaeHuem 00 uppeeyispHom
deuiceHul U300pa3umMenbHbvIX oPM 8 HAOCKOCMU, OMAUYAeMCS PA3HOUHMep-
BANLHOCINBIO NOBMOPOB AUHUI, nsameH u m. 0. OpPHAMEeHMANbHbLI UMM UMe-
em pe2yaapHblil Xapakmep u ouKkmyem ecb cmpoii opnamenma (bepecHesa,
SArmom 1974: 280). OmHaKO CYIITHOCTh OpHAMEHTA B TIPOM3BEACHUSIX CTH -
JIST MOZIEPH PacKphIBaeTCs MMEHHO B MCKaXXEHWU YMCTO CTATUYECKOTO
pUTMa 3JIeMEHTaMM IWHAMWKH, KaK, HalpuMep, B KapTuHax Muxauia
BpyGenst, a Takke B pa3IMIHBIX BUIAX PUTMIYECKOTO BapbUpPOBAaHUS B
nmpousBeneHUsIX CTpaBUHCKOTO.

MOKHO TIPEAMOI0XKUTh, YTO PUTM B MY3BIKaJTbHOM MOJIEpHE 0003Ha-
YaeT CTPYKTYPHYIO 3aKOHOMEPHOCTb MY3bIKaJIbHOTO OpHAMEHMA, T. €. €r0
KaHBY, TOT/Ia KaK MeJIOAMYECKas JIMHUS OTIPEeIeIISIeT Y30P CO3aBacMOTO
OpHaMeHma.

PaccmoTpuM, KaKMMU cpeicTBaMU co31aeTcst KaHBa. OrpoMHBIE BO3-
MOXKHOCTH 3TOTO TIpoliecca TauT B cebe pa3HOTO pojia BApUAHTHOCTh. Bo-
MEePBBIX, 3TO METpUYECKasi BAPMAHTHOCTh, KOTOpasl TTO3BOJISICT M3JIaraTh
OIIVH ¥ TOT K€ MOTHB B TIepEMEHHBIX METpax, KakK, HaIIpUMep, 3TO CAeIa-
HO B anu3oae Beauvanue H3opannoii u3 6anera Becna cesuennas (1. 104—
120). B atom chparmenTe BcTpeuatores 50 mepeMmeH metpa. Mrpast Bo3Mox-
HOCTSIMU pa3HOOOPa3HOTO METPUYECKOTO BOILIOIICHMS, KOMITO3UTOP
JIIOOMBaeTCs OIIYIICHUS TTOCTOSTHHOW BHYTPEHHEW Jcu3HU MOTUBA U 3P -
(bexTa HEMPEPHIBHOIO ero ABMKeHUs. Jlajee, aklieHTHOE BapbUPOBaHUE,
KoTopoe B TBopuecTBe CTpaBMHCKOTO YTBEPAMUIIOCH OJaromapst pUTMUKE
PYCCKOI1 peun, ¢ ee He3aKpEIJICHHBIMU YIAPSHUSIMU 1 UTPOBBEIMH 000PO-
TaMU B PYCCKOI HApOIHOM MecHe. AKIIEHTHOE BapbMPOBaHME TIpeAIona-
raeT coxpaHeHue 00Iero MeTpMIeCKOro pa3mepa 1 U3MeHeHHe TaAKTOBO-
IO TIOJIOKEHUS OTIAEIbHBIX 3BYKOB MOTHBA, KaK 3TO cAeJIaHO B [liickax
weeonux U3 Bechvl ceésaujennoil. 3aech ynapeHusi CMENIAloTCs Ha pa3Hble
JIOJIM TAKTa, CO3IaBasi YeTKMMM BHIBEPEHHBIMU CPEACTBAMU CTUXUITHOCTb,
CITOHTAaHHOCTh ITPONCXOISIIIETO.

CrenyommM BaxKHBIM 3JIEMEHTOM CTaOMIBHOMI TIIOCKOCTHOM AEKO-
pPaTUBHO-OPHAMEHTAIBHON M TMHAMWYECKU Pa3BUTOM (DOPMBI CTHJISI MO-
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JIEPH B MY3bIKE MOXKHO CUMTATh #pUem noaumMempuu, KOTOPbIA TPUHSLT CBOI
3aKOHYCHHBI BUI B TBOpuecTBe CTpaBMHCKOTO. B 3TOM Ipnéme Hamresn
OTpaXXeHUEe ICTCTUICCKUIM TPUHIIAT MHOXKECTBEHHOCTH BOCTIPUSITHS Xy~
JIOXEeCTBEHHOTo obpasa. TunmuyHoi moinumMeTpudyeckoit hakTypolii ctanu
NIBYX- M TPEXCIIOMHBIe TTocTpoeHUs . [1py 3ToM coXpaHeH KJIacCUISCKUA
MPUHIIUIT TOCTAHOBKU TaKTOBOW YepThl, KOTOPasi BHICTABJISIETCSI HA OC-
HOBE TJIABHOTO MEJIOIMUECKOTO Iojloca, a M3BICKAHHO TTPOTHUBOpeYaIIie
CJIOU BBIPUCOBBIBAIOTCS CTPYKTYPOH M BEIUUYMHOUN COCTABJISIIONIUX MX
MoTuBOB. Co31aHHOE TUCCOHUPYIOIIEe TPOTUBOPEUYME MOTHUBOB ITOJTUMET-
PYM HATIPABIISICTCS JIOTUKOI PUTMOBPEMEHHOI CTPYKTYPBI. OCHOBHOM MUTST
CTpaBMHCKOTO CTAHOBUTCS cienymoniasi akTypHasi 3aKOHOMEPHOCTD:
0acoOBBIii CJIOM — 3TO pPUTMUUYECKOE OCTUHATO C HEU3MEHHOM CTPYKTYpOit
MOTHBA, B TO BPeMSsI KaK MEJOAUYECKHUIA CIOI onpeneseH puTMUIeCKOn
MMepeMEHHOCTBIO, BPeMEHHBIM BapbMPOBaHNEM MOTHBA. Takoe HaloXe-
HUeE pefbeHBIX TeTajei CO30aeT CIOXKHBIC IIBETOBLIC COYCTAHMS, OYCHD
BaXKHbIE JJ1S1 CTUJIMCTUKY MOJIEpHa.

O06pa3oM TPEeXCIOMHO IMTOTMMETPUH MOXET CITYy>KUTH IecHs [Tapa-
1y u3 onepsl Maspa. TpexdyacTHast (popma MecHU LEeTMKOM OCHOBaHa Ha
MMOJIMMETPUIESCKOM IIPOTUBOPEUNH TOJIOCOB. B mepBoit yactu mecHu (1—
10 TT.) MeTp Gaca Heu3MeHeH Ha 4/4, aKKOPIOBbIii MOTUB BEJTMYMHOM B 6/
4, comep>XUT BCTaBKY M pacuuupeHue (Ha 3/4, 7/4), dpasbl rosoca Bapbu-
pytorcs kak 10/4, 7/4, 5/4. [lomumeTpus BeAeT K HAMEPEHHOI rapMOHM-
YecKoW ghasbuiu, pacKpbiBasi CJIOXHbBIE paKypchl pacCMOTPEeHUsT oOpas3a.
[Tpu 3TOM B CTPYKTYpE TTOIUMETPUN KOMIIO3UTOP CTPEMUTCS N30eXKaTh
MOBTOPOB U OMHOBPEMEHHBIX PACUJICHEHU I, TOCKOIBKY JUISIIIIEECS] HECOB-
MMaIieHUe CJI0EB CITOCOOCTBYET NTMHAMMIECKOMY HATIPSDKEHUTIO (POPMBL.

Takum obpa3oM, IpUBEAEHHBIC BHIIIE MPUMEPHI IEMOHCTPUPYIOT
SIBHOE TATOTEHUE MY3bIKaTbHOI'O MOIEPHA K HEOJHO3HAYHOU TPAKTOBKE
00pa3a, KOTOpoe CKIIaabIBaCTCS M3 MHOXKECTBA METKIUX CTPYKTYPHBIX STIEEK,
OpraHu30BaHHbBIX KOHTPACcTHO. OHU CJTy>KaT YCJIOBHOI KAHBOI My3blKajlb-
HOTO OpHAMEHTA, Ha KOTOPYIO HAHN3BIBAIOTCS, TIEPECTABIISIIOTCS pa3TNIHbIC
MOMEBKM, CO3/1aBasi HETMIOBTOPUMBIN y30p U XapaKTepu3ys BaKHEHIUI
CTUJIEBOI MOKa3aTe/lb MOJIEpHa.

Menonuueckass JMHeapHOCTH Ipuodpena y CTpaBUHCKOTO
3aKOHYEHHYIO cucTteMy opMoodOpa3oBaHusi. B ocCHOBE cUCTEMBI JIEKUT
raMMoo0Opa3Hasi JMHEHHOCTh, 00eCITeYnBaloIas MEJIOINISCKYIO CBSI3-
HOCTb TOHOB r'aMMbI OJ1aroiapsi CEKyHI0BOMY HepemeKanuro, U UX HarpaB-
JICHHOCTb K KaKOMY-JI00 3BYKY-LIeHTpY. CBSI3yIOIIas cCujia TUHUN-TaMM
0CO0EHHO 3HAYMMA JIJTSI YCJIOBUI TMCCOHAHTHOTO sI3bIKa. JIormKa HarmpaB-
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JIEHHOTO TaMMaMU JBVKEHHUSI BO3MEIaeT OTCYTCTBUE TOHAIbHO-(DYHK-
unroHanabHOTO ropsinka TSDT, uto Takske 3ahUKCUPOBAHO B CTETUKE CTU-
JIsI, KOTHa AuHeliHvlil koumyp |..] “npueszvieaem” gueypy uau npeomem K
naockocmu, cKpadvleaemcs nepcneKmugad, a npOCMpancmeo pa3eopavuea-
emcs He 6 2nyouny, a edoav naockocmu xoacma (CapadbsiHoB 1980: 220).
[MpumepoM JTMHEAPHOCTH MOXET CIIY>KUTh PaCTSIKEHWe TaMMbl Ha JIJTH -
TeJIbHBIE YYaCTKU (POPMBI, KOTJ]a OHA MIOCTETIEHHO HapalIuBaeTcs, oopa-
3ys1 d8udICeHUe C cOnpomusaeHueM, Kak, Hampumep, B duHane Cumgponuu in
Ut CTpaBUMHCKOTO.

braromapsi MOMEHTY CTaTMKM, KOTOPHIM 00J1aIaeT OCTUHATHOCTb,
co31aétcst a(pheKT CUMMETPUU, JIeXKalIUii B OCHOBE CTPYKTYPbl ODHAMEHTA.
Hcxonst u3 aToro, MpUHIIMIT OCTUHATHOCTH PACTIPOCTPAHSIETCS, TOMUMO
MEJIOJUHU, U Ha IPYTHe 3JIeMEHThI MYy3bIKaJIbHOTO sI3bIKa (PUTM, rapMo-
HWIO, JTAJIOTOHAIBHOCTh, TEMOD).

OCTMHATHOCTb — OJTHO M3 OCHOBOTIOJIATaIOIINX KAYeCTB MYy3bIKaJIb-
Horo MoaepHa. bopuc SpycTroBckuii B cBoeit MoHorpacduu o CTpaBUHC-
koM otmeuaet: C aéexoil pyku Cmpaguncko2o 0OCMUHAMHbLIL NPUHUUN Pa3-
BUMUS NPUULEN 8 COBDEMEHHYIO MY3bIKY HA CMEHY NPUEMAM CEKBEHYUOHHO20
pazsumus |..]. B nem edea au He sipue 8ceeo nposieasiem cedss GHMUpoOManmu-
YecKasi HanpagAeHHOCMb, NOOUEPKHYMbLIL OMKA3 OM 80KAAbHO20, “UY8CHMEeH-
Ho20 ” pacnesa 60 uma “epaghuuHoil ” UHCMPYMEHMANbHOCIMU, MEXAHUYECKU~
momopnoi pummuru (ApyctoBekuit 1982: 74).

BuenmoMdakTypHYI0 TKaH bIIPOU3BEACHUS MOXKHO ITPEICTABUTh
Kak IIIMPOKO PACTIONIOKEHHBIE 2paghitHble TOTIOCA C PA3TMIHON TUIOTHOCTHIO,
pe3Kue aKIeHTHI (sforzando) Ha IPEUMYIIIECTBEHHO CMHKOTIMPOBAHHBIX
pUTMax B COUYETAHUU C OCTUHATHBIMU, TTOBTOPSIIOIIMMUCS 3BYKOBBIMU
(bopmynamu, KOTOpBIE U OTIPEIEIISIIOT CYIIECTBO JEKOPATUBHOCTU CTHIISI
MOJIEPH.

Onupasich Ha CUCTEMY KJIACCUYECKUX BhIPA3UTEIbHBIX CPEJICTB, OC-
TUHATHOCTb PAaCIPOCTPaHSIETCs Ha BCIO cucTeMy (hopMooOpa3oBaHus,
KOTOPYIO MOXHO OTIPENEIUTh TEPMUHOM Hoauocmunamuocms. Tlonmoc-
TUHATHOCTb — (haKTOP CJIOKHBINA 1 MHOTOCOCTaBHBbII, TEHCTBYIOIINI KaK
B BEPTUKAJIBHOM (J1aJIOTapMOHUYECKOM), TaK U B TOPU3OHTAJILHOM (Me-
JIOAMKO-PUTMUYECKOM) MMapaMeTpe. DTO COeAMHEHNE B KOHTPAILyHKTe
Pa3IMYHBIX OCTUHATHO OPraHM30BaHHBIX TUHUI U TIJIACTOB, a TAKXKE Ye-
peloBaHMEe Pa3HbIX OCTUHATHBIX MIEPUOIOB B MPOIIECCE PA3BEPThIBAHUS
MEJIONYECKMX JIMHUM U (hOPMBI B LIEJIOM.

[MonnocTnHaTHOCTH BOMPAET B Ce0S1 U KOHCTPYKTUBHBIE OTIUYUS
OCTWHATHBIX JIMHUIA Y TUTACTOB: OHU MOTYT ObITh OPTaHU30BaHBbI 10 KJ1ac-
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CHYECKHM ITPUHIIUTIAaM HEM3MEHHOM MOBTOPSIEMOCTH, 8 MOTYT COAEPKATh
B cebe 3/IeMEeHThl MOTUBHOM BapMaHTHOCTU (0OCO3HABAEMOI B IPOLIECCE
MHOTOKpPaTHBIX ITOBTOPEHMI1), TUOO PUTMO-CTPYKTYPHOI pa3paboTKu
(T. €. OCTMHATHBIE JIMHUU MOTYT IOJIpa3yMeBaTh pa3BUTHE).

OCTHHATHOCTb TPAKTYETCSI KOMIIO3UTOPOM OY€Hb LIMPOKO, U ITO
paciiMpeHue MOHSITUSI €CTh OAWH W3 DJIEMEHTOB MPUIAHUST KJIACCUKE
M3bICKAHHOCTH, IIOCKOJIbKY CaMy MAEI0 Pa3BUTHSL MO IPUHLIUITY OCTUHA-
TO KOMIIO3UTOP IMOYEPITHYJI M3 UCTOPUU €BPOIIeiicKoro uckycctsa. Ctpa-
BUHCKUIA CO CBOMM CTpEeMJIEHEM K HEOOBIYHBIM 3BYKOBBIM COOTHOIIIE-
HUSIM, HOBBIM JEKOPATUBHBIM (pakTypaM COEOMHMI OCTMHATO C HOBOM
MHTOHAIIMOHHOCTBIO. DTO HEM30EXKHO MPUBEJIO K Ae(hopMaIiy KJIaCcCH-
YECKOro MPUHLKIIA, €r0 HOBATOPCKOMY YCBOEGHUIO U POXIECHUIO HOBBIX
BUIOB OCTUHATHOCTH.

CTpyKTypy OCTUHATHOTO 00pa3oBaHusi, KOTOpoii mojib3yercst Ctpa-
BUHCKUIA, MOXHO 0003HAYKUTh KaK CBOOOIHOE OCTMHATO (TepMuH BeeBo-
noaa 3aaepaukoro; 3aaepaukuii 1985: 22), wiu AuckpeTHoe ocThHaTo. B
JIajbHEMIIEM 3TO 0003HaYEHNE OCTMHATHOCTH MOXHO OIPEIe/IUTh KakK
ocmunamo Cmpasunckoeo, 1 OHO MOXET CUMTAThCsl BELyIleld MAMOMOI
My3bIKaJbHOro MoaepHa. Ilox ocmunamo Cmpasunckoeo noapasymeBa-
eTcsl TaKasl CUCTeMa MOoCJIe0BaTeIbHBIX IIOBTOPEHWI MaTepuraja, KOTO-
pasi IpeIyCMaTp1BaeT BKIII0UEHIE Pa3IMYHOrO poia BApMAHTHOCTH BHYT-
PY OCTMHATHO pa3BePThIBAEMOM JMHUU WK I11acTa. UMEHHO Takoi TUIl
OCTMHATO OTBEYAET ICTETHKE MOIEPHA BO3MOXKHOCTBIO CO3/1aBaTh IIPOM3-
BOJIbHBIE TpaHC(hOPMAIIMX MHOTOCTYTICHYATOTO 00pasa v BCero IMpOoCTpaH-
cTBa. DTa BO3MOXHOCTb OCYILIECTBJISIETCSI, O1arogapsi MOMEHTY oxcudae-
MO020 Nl He0JICUOaHHO020 BIIEYATIIEHWS IIPU IBUXKEHUH 1I€JI0r0.

KocHémcst BormpocacTpoeHU s (0P M bl My3bIKAJIbHOTO MOJIEPHA.
Cpeny TIaBHBIX KOHCTPYKTUBHBIX TIPUEMOB ITOCTPOSHUST KPYITHBIX (GOPM
CTHJICBO pa3HOBUIHOCTH Ha TIEPBHI TIJIaH BEIXOIUT OOOTaIlleHHAST PUT-
MUKa 1 OOHOBJIEHHbBIN KOHTPAITyHKT (KaK MPUHLIMIT TMHEAPHOCTH MBIIII-
JIeHMS), a TO3ULIMU JIaf0rapMOHKYECKOro (hakTopa ocnabeBaloT. [1o MHe-
Huto SpycToBckoro, uMeHHO CTpaBUHCKUI 8b/06UHYA HA nepaoe Mecmo,
KaK KOHCMPYKMUBHO-KOHMAUKMHbLI paKkmop My3blKaAbHOU Opamamypeuu,
émMecmo mpaoduyuoHHOL OUANeKMUKU YCMOUMUB020 U HEYCMOUMUB020 — OUd-
NeKMUKY YOApHOU U HeYOapHOIl, pAGHOMEPHOU U PA3HOMEPHOU [CTPYKTYPHI |
(ApycroBckuit 1982: 244).

[1aBHOI cTHXKEN BBIPa3UTEILHOCTH CTAHOBUTCST KOH(MIMKT METPO-
pUTMa, KOTOPbII AEICTBYET 110 TOPU3OHTAIM (IIOJUMETPUSI) U BEPTUKAIU
(monuputMmus). BupTyo3Hoe METpOpUTMUUECKOE BAPbUPOBAHKIE MOTHUBA,
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JaoIee eMy aKTUBHYIO XKU3Hb, 9aCTO 000CTPSETCS CIIOKHOCTHIO METPO-
PUTMMYECKOTO B3aMMOJAEUCTBUS U 1O BepTUKaIU. Mcrnob30BaHue puT™Ma
(kKak Beayllell KOHCTPYKTUBHOI OCHOBBI) B TOCTPOEHUU (DOPMBI MOJIEP-
Ha TT03BOJISIET IIPOYYBCTBOBATh AMHAMWUYECKOE HarHETAHNE PaBHOMEPHO-
ro, YCTOMYMBOTO, CTATUYHOTO (KaHBa) M UCKYCHOE, pa3HOOOPa3HOE €0
npeogojeHrue (MHAUBUAYaTbHbIN XUBOMMCHBIN CTUJIb XyI0XXKHUKA). Bee
9TU MIpUEMbI HATIPABJISIIOT MY3bIKAJIbHYIO IpaMaTypruio B 00J1aCTh TUIie-
pr300pa3UTEeIbHOCTH M YCHIICHHS BHEIITHE 3pheKTHOCTH, a (hopma ITpo-
MU3BeIeHUS TIPHOOpeTaeT TpapmiIecKyro paciIaHNPOBAaHHOCTh, KOTOpas
BEJET K YIOPSIAOYEHHOCTH 11eJIOTO U KOHCTPYKTUBHOM SICHOCTU U (hop-
MUPYET UIMOMATUKY MY3bIKaJIbHOI'O MOJEPHA.

[Tpumepom mocTpoeHNsT GPOpMBI My3BIKATEHOTO MOJIEPHA MOXET CITy-
KUTb U Beaukas ceswennas nisacka (1. 142—146) uz Bechbt césuieHHOIl.
HauanbHas Tema (33 TakTa) MOCTpoeHa Kak LMK BapyallMii HA MUKPOTe-
My. Bapuauuu yrcto purmuueckoro xapakrepa. M3ameHuyunBas BeanunHa
MHUKpOBapHallMii TOMYMHEeHa apru(PMeTHIeCKO MpoTrpeccun, cHaJaia
yOBIBaIOIIEi, TTOTOM Bo3pacTatomieil. [IpoTssKEHHOCTh MUKPOTEMBI — 12
JoJIeit, MpOoAOJKUTENIbHOCTD Bapuauuit — 12, 11, 10, 11, 12 noneii. Yyac-
THE PEryJsSIPHOCTY aKTUBHEE BCETO B Hauasie v KOHIIE (DOPMbI, B CTPYKTYpe
MUKpOTeMbl. OCOOEHHOCTbh MUKPOTEMBI B TOM, UTO OHA, C OJHOI CTOPO-
HBI, OCTPO CUHKOITMYHA W HEeperyiIsipHa, a, C IPYyroil, 6jarogapst Hajau-
yuro 12 enuHUII, TOIyCcKaeT nejieHne Ha 4, T. €. TIPOSIBIIICTCST CKPBITasl,
3aByaJlMpOBaHHAas KBaIpaTHOCTb B MUHUATIOpe. TakuM oOpa3oM, AuMHa-
MUKa (POPMBI pacKpbIBAETCs B YETKON 3aKOHOMEPHOCTU — OT MEHbIIIEH
PETYIISIPHOCTH K OOJIbIIEH, M CHOBa — K MeHBIIei. JIBIKeHME 3TOi (pop-
MBI OCYIIIECTBIISIETCS TOJIBKO T10 A10CKOCmU, NCKITIOYAsT TOHSITUS 00bEMa,
MpOCTpaHCTBa. A Garofgapsi OTTOUEHHOMY, YETKO BbIBEPEHHOMY CTPYK-
TYPHOMY MIPUHIIMITY Pa3BUTHUS, €€ MOXKHO KJIacCU(DUILIMPOBATh KakK epagu-
YeCcKyH.

OrpoMHOe 3HAYCHNE CPEIr SJIEMEHTOB MY3bIKaJIbHOTO S3bIKa TIPH-
oOpeTaeT Te MO p Kak aKTUBHOE CPEACTBO PACKPBITUSI HEHCUepraeMoro
3BYKOBOTO (y46emoeoeo) 6orarcTBa M Kak MpueM CTUIM3aluu. [aBHas
JIMHASI TEMOPOBOTO SI3bIKa MOJIEpHA HaTIpaBjicHa Ha TTOMUYEePKUBAHKE TPpa-
(pUIHOCTI OPKECTPOBOTO ITUChMa, KOTOPOE TOCTUTACTCST YCUIICHUEM POJIH
KaxJ10ro KOHKpeTHoro teMopa. OcoOyro poJib B TAKOM BUJEHUN UTPAIOT
IPYIIIBI AYXOBBIX U YAAPHBIX UHCTPYMEHTOB, KOTOPhIE OTJUYAIOTCS MO/ -
YEPKHYTOW TePNKOCThIO. TeMOpoBas xe ApaMaTyprus B LIeJIOM NOJYMHE-
Ha rpacuKe pa3BUTHS MEJIOTUICCKUX JIMHUA.
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[pyma ymapHbIX MTHCTPYMEHTOB BBIIBUTAETCS Ha IIEPBBIif TUTaH, Oa-
rojapsi ee TeCHelileit B3aMMOCBSI3H1 C METPOPUTMUYECKOI CTOPOHOI opHa-
MeHmHoi MeTogun. JIocTaTOYHO YacTo ydapHo TPAKTYIOTCS W APYTHe WH-
CTPYMEHTHI, HE BXOJSIIME B TPYIITY YIApHBIX, HaIIpuMep, hopTerraHo,
muMOansl 1 ap. HeTpamuiimoHHOE MCITOIB30BaHNEe MHCTPYMEHTOB BHO-
CHUT B My3bIKQJIbHYIO TKaHb 2JIEMEHT HEOXKUITAHHOCTH, UTPHI, TIOTICPKU-
Bas TTapaloKCaTbHOCTD BRIPA3UTCIIBHOCTH. YoapHuiii TeMODP HECET HE TOJTb-
KO aKIIEHTHYIO HAarpy3Ky WK (GYHKIINIO YCUJICHUST pPUTMHUIECKOTO TIIacTa
¢aKkTyphl, HO M OIIPEACIEHHYIO TICUXOJIOTUIHOCTD IMPU XapaKTePUCTUKE
00pa30B; CM., HATIpUMEDP, IEUTMOTHBHYIO XapaKTepUCTUKY odpasa 2Kap-
nTuibl (XKap-nmuya), T pacKpBITHE 00PSIIOBOI CYIITHOCTH GblManmbl-
sanus 3emmu (Becha cesuwennas, 11. 72—75), WIN IPKYIO TeaTpaTn3alliio
KaptuHb cMepTH [etpymkm ([lempyuika).

HemanoBaxkHy1o poJib B IIPOLIECCE YTBEPXKAECHUST UANOM MY3bIKalb-
HOTO MOJIepHA 3aHUMAeT 3BYKOBHBICOTHAS OpTaHU3aIl WS MTPOMU3-
BeJeHM I, KOTopasl BHITEKAeT U3 MEIOAMICCKOro (JIMHEApHOTO) IT0-
HUMaHMS Jlaga KaK IPOCTPAaHCTBEHHO-TPa(pMIeCKOro pa3BepTHIBAHMUS.
CyIIHOCTh MEJIOINYECKOTO TOHMMAHUS JIala COCTOUT B TOM, UTO ITOTICB-
KM OPTaHU3YIOTCS BOKPYT OCTUHATHOTO 3BYyKa, KOTOPKII B CHJTY TTIOBTOP-
HOCTH TIpHOOpeTaeT TOHNKAIbHBIC CBOMCTBA. LlebHOCTh Memoanu 00-
pasyetcs, Oarogapst B3aMMOCBSI3U C STUM OIIOPHBIM TOHOM.

Taxoif IpUHLIMIT OpraHU3alIMM MaTepyaia B CTHIIC MOIEPH OIMpa-
eTcsI Ha CHCTeMY MEJIOMMUECKOU CBSI3U TOHOB B 002apMOHU4ECKYH0 DTIOXY 1
MOTYEPKUBACT IIPEEMCTBEHHOCTh Tpanuiinii. [1pr 3ToM IPpUHLIMIT MeI0-
IMYEeCKOro TMTOHMMAaHUS Jlafa PacIpoCTPaHsIETCs He TOJIbKO Ha CUCTEMY
IMATOHWYECKHUX JIAJ0B, HO 1 Ha JTII000i1 3BYKOPSII, OPraHW30BaHHBIN 110
OIIpeAeICHHOMY IIPUHITUITY (HarIpuMep, TOH-TIOJIYTOH).

Cpenn OCHOBHBIX TIPMEMOB 3BYKOBBICOTHOM OpPTaHU3allMM B CTUJIC
MOIEPH BBIICITUM
®  OU(YHKIMOHAIBHOCTb TAPMOHUM;
® TIpUMEHEHMe apXaW4yHBIX JIagoB (IIEHTAaTOHWKA, Y3KOOOBEeMHEIE

J1anbl);

TociefoBaTeIbHOE N30eTaHe TOMIUHAHTHOCTHU B KAJICHIINSX;

TOHAJIPHYIO TOJIBUKHOCTD;

OTKa3 OT TePIIOBOTO MPUHIIUIIA TIOCTPOCHMST aKKOPIOB.

Bce i mpreMebl paciMpuiIn OLIylIeHME JIaJa, COAEHCTBOBAIM OT-
XOIy OT HOPM MaXXOpPO-MUHOPA U TPUHIIUTIOB (PYHKIIMOHAIBHOM rapMo-
Hun. O6palieHne K HOBBIM JIATOBBIM ITPUHIIAIIAM OBIJIO CTUMYJIMPOBAHO
MMOMCKaMM HEOOBIYHOTO XYI0KECTBEHHO-M300pa3nUTEIbHOTO KOJIOpHUTa 1
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CTpeMJIEHHEM 000TaTUTh MY3bIKATBHYIO (POPMY IPUHIIUTIOM JT€KOPATUB-
HOCTH.

JlagorapmMoHuyeckasi CTpyKTypa My3bIKaJIbHOTO SI3bIKa CTUJISI MOIEPH
TIPY 3TOM OTIMPAETCS HAa TOHAJTbHOE MBIIIJIEHNE, Pa3BUBAasl KIIACCUUECKUE
HopMbL. OTHAKO CTpEMIIEHNE MTPEO0IETh TPAAUIIMOHHYIO CTPYKTYPY MpU-
BOJIMT K TOMY, YTO B TMATOHUKY, KOPHSIMU YXOJISIIILYIO B TJTyOb BEKOB, 611€-
maromcest 9KCTpaBaraHTHbIE COBPEMEHHBIE TIPUEMBbI TUIIA CUMMETPUYHBIX
JIAJIOB MJTM HOBOUM KOMITO3UTOPCKOM TEXHUKU. YKa3aHHbBIE IPUEMbI CTTO-
COOCTBYIOT CO3IAHUIO KPACOYHO IEKOPATUBHOCTH 3ByKOBOTO MMPOCTPAH-
ctBa. bosbllioe 3HaUeHUE MPU 3TOM MPUOOPETaeT 0codast aKKOpAMKa Kak
CaMOCTOSITeJIbHOE BbIPa3UTEIbHOE CPECTBO.

Boinenm ocHOBHBIE crieninrieckrie 3aKOHOMEPHOCTU A KK O P 1O -
BBIX CTPYKTYP MY3bIKQIBHOTO MOZIEpHA B cOUMHEHUsIX CTPaBUHCKO-
ro. 1151 akKOpAMKY €ro MTPOM3BEICHU I TUITMYHA CMeIlIaHHasl CTPYKTypa —
HaJIM4Yue B MHTEPBAJIMKE aKKOPIOB HEOIHOPOIHBIX MHTEPBAJIOB: TEPLIMiA
U CEeKYHJI, KBUHT U CeKYHI U T. 1. [Ipeobiagaronimm xe ocTaeTcst Tepiio-
BbIf TPUHIIUTT CTPOEHNSI aKKOPAOB, TOCTIOJCTBYIOIINI B MOHO- Y TIOJIU-
TOHAJTBLHOCTHU. BOJIBIIMHCTBO aKKOPIOB CMEIIAHHON CTPYKTYPhl NMEIOT
TepLIOBYIO OCHOBY. BMecTe ¢ TeM, Bo3pociiiasi pojib CEKYHI U KBUHT Kak
CaMOCTOSITeJIbHBIX CMPOUMENbHbIX EAUHUIL TADMOHUU TIPOSIBJISIETCST B
BO3HMKHOBEHUM CEKYHJOBBIX M KBUHTOBBIX CO3BYUMII (HAUaIO TPETheil
KapTuHbl Ceadedku).

JIvHeapHOCTh MBIIILIEHNSI KOMITO3UTOPA, CTPEMJIeHE K 0011 moJiu-
(boHM3aLIMM MY3bIKAIBHOM TKAHU IPUBOAST K MCITOJIb30BAHUIO TEOMETPH -
3UPOBAHHBIX PSITOB aKKOPIIOB, COCTOSIIIINX, KaK MPAaBUIIO, U3 KOHTPAITyH-
KTUPOBAHUST HECKOJIIBKMX MHOTOTOJIOCHBIX MEJIOIN, UJIM MHOTOTOJIOC-
HOI MeJIOANY C BEAYIIMM MeJOIUYECKUM rojjocoM. B kauecTBe npumepa
MPUBEIEM XOPOBOIi 3MM30/1 Hayajia YeTBepToii KapTuHbl Ceadebku. B HEM
TIPUCYTCTBYET MOJTUTOHAbHASI OPTaHU3AIIMS 1IEJIOTO, B (DaKType KOTOPOit
COeIMHEH BOCXOMSIINI TeTpaxop b-ces-des-es, aKKOPIOBBIH psill, 00be-
IUHEHHbIA Ges-dur v (B TPEThEM IUIACTE) YBEJIMYEHHbIN Jlaa ¢ TOHAIb-
HBIM LIEHTPOM ces. OObeIUHSISICh, OHU AAIOT CJIOXKHYI0 aKKOPIOBYIO Bep-
THUKaJTh, PACKPBIBAIONIYIO CTPEMJICHNE MY3bIKATbHOTO MOJIEpHA K SIPKOM
CaMOOBITHOCTH BhIPAXKEHUSI, KPACOYHOCTU U HEOOBIYHOCTHU 3BYKOBOI aT-
Mocdephl.

OpHaMeHTaJIbHBII TPUHIIMIT OPraHU3alMH 1IEJI0TO C €T0 YeTKOM pUT-
MUYECKOI MTOBTOPHOCTHIO OTPaKaeTcs M Ha IMCCOHAHTHOM TapMOHUYEC-
KOM si3bIKe. OH HAXOIUT MPUMEHEHUE B MCTIOTb30BAHUM TIPUEMA TTOBTOP-
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HOCTU FapMOHUYECKUX 000POTOB. B 3TOM Cilyyae Ha POTSKEHUU LIEIOr0
MTOCTPOCHMST TOHUKA MTePUOINISCKH BO3BpAIIaeTCsI ITOCIIE COTIOCTABICHMS
C HECKOJIbKUMU HEYCTOMYMBBIMU TapMOHUSIMU. Takue KpaTK1e ¥ TOHAJIb-
HO 3aMKHYTble TADMOHUYECKKE 00OPOTHI CIIOCOOCTBYIOT BBISIBJIEHUIO U
YKPEIUJIEHNIO TOHAIbHOTO LIEHTPA U 3aBEPILEHHOCTU MOMUBA MY3bIKAAb-
Ho20 opHamerma. Takum 00pa3oM, pacuwJIeHEHHOCTh F'apMOHUYECKOTO pa3-
BUTHS Ha (asbl, Kaxaash U3 KOTOPBIX MPEICTaBISIET TeOMETPU3UPOBaH-
HBIH (TpadUIHBIN) PSII aKKOPIOB WIIM CEPUIO TIOBTOPEHHBIX (TOYHO WITH
BapUMaHTHO) KPAaTKUX FapMOHMYECKIX 000POTOB, OIpeae/IsieT CrieiubUKY
CTUJISI My3bIKaJTbHOTO MOJIEpHA ¥ TTPUBOIUT K MHOTOCOCTAaBHOCTU (DOPMBI,
COTKaHHOM M3 MHOXECTBA KaJIeHTOCKOIMMYHBIX MOTUBOB-TEM.
PaccMoTpeB cTuiieBble 2JIEMEHTHI (TeMaTudeckue U (aKTypHbIE)
MY3bIKQJIbHOTO SI3bIKa CTWJISI MOJEPH, OTMETUM BEAYIIYIO TEHIEHITUIO K
B3aMMOJICCTBUIO TUX 3JIEMEHTOB MeXIy coboii. Ee MoXXHO oxapakTe-
pU30BaTh KaK CO3IaHNe CBO€OOPa3HOM epaghuueckoli IeTbHOCTH AeKopa-
TUBHO-OPHAMEHTAIbHOM CTUIMCTUKYU TKAaHU courmHeHuit. Cpean namo-
MAaTUYECKUX YEPT CTUJISL BbIAEIISIOTCS CeIYIOLINE:
®  TIOIBWXXHOCTh, paBHOIIpaBKe (hyHKIIMI (hoHA U TEepeaHEro IjiaHa
(penbeda) MPUBOAUT K TOMY, YTO CBSI3b MEXKIY TEMAaTUYECKUMMU U (DaK-
TYPHBIMU 3JIEMEHTaAMU, MEJIOIANYECKIM 1 TeMOPOBBIM TEMaTH3MOM
OIIPEICIISICTCS 20MO2EHHOCMbIO NpeoMema u cpedbt;
®  AKIIEHThI [JITABHOI'O U BTOPOCTEIIEHHOIO ITOCTOSIHHO MEHSIIOTCsI. Baxk-
HBIM CTAHOBMUTCS CKpElLIMBaHUE W TepeceueHure JIMHUM, UX HaJlo-
KeHue, paccioeHue. BeiaencrBrue aToro mpoucXoauT BHEAPEHUE
TEMaTUYECKMX DJIEMEHTOB B (DaKTypy, a TaKXKe CO3Aal0TCs KOHTpa-
IIyHKTUYECKUE JTUHUHU B TOJIOCAX OPKECTpa, KOTOPbIe HAPSIAY C BO-
KaJIbHOM MapTHell BLIABUTAIOTCS Ha TIepBbIii T1aH. CrijieTasichb ¢ Heit
B €IMHOE 1IeJ0€, OHU CIOCOOCTBYIOT 3 (heKTy MHOXKECTBEHHOCTU
KOHIIEIINI TeKOPAaTUBHO-OPHAMEHTAJIBHOTO MY3bIKAJTbHOTO TI0-
JIOTHA.

Bce aTo TrOBOpUT 00 OI'POMHOM 3HAYCHMUU OpHAMCHTA/JIbHLIX ITPEMOB
I1McCbMa B MY3blIKaJIbHOM MOICPHCE. Putmuueckas B3pbIBYaTasd SOHEPIrud U
HEpETyJIsApHadA aKIICHTHOCTD OTPaXaroT ny/1bC 3noxu, 3aMEHAA CUMMETPUIO
JMHAMHWYCCKHNM PaBHOBECUEM, 4 CTPEMJICHUEC K HeHOBTOpI/IMOfI MHIWUBUOY-
AJIbHOCTU (I)OpMBI, B KOTOpOﬁ MCHAIOTCA TpaAULITMOHHBIC COOTHOILICHUA
QJICMCHTOB MY3bIKAJIbHOI'O A3bIKa, MPUBCIN K YTBEPKACHUIO A3bIKOBBLIX
HOPM, OTpaXkarolunX 9CTETUYCCKNUEC ITPUHILMIIBI CTUIA MOACPH B MY3bIKEC.
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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 21 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 20" 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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e 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,

e 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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My3bIKaJbHbIH MOCTMOAEPHU3M:
K MOCTAHOBKE MPO0JIeMbl

Dr. habil. art. Tatbsina MauBanu

IIpogheccop, eedyuiuit HayuHbLil compyOHUK
Hucmumyma uckyccmeosedenus, smuozpaguu
u ghonvkaopu um. K. Kpanuewt

Hayuonanvroil akademuu Hayk Beaapycu

ITocT™MomepHM3M' KaK COCTOSTHIE COBPEMEHHOTO MUPa, OCHOBAaHHO-
r'0 Ha MapagurMe MHOXECTBEHHOCTH, TIPOSIBUJI Ce0sl B pa3HbIX BUIAX Xy-
JIOXKECTBEHHOM AeATeIbHOCTU. B My3bike? OH yTBepauics B KoHLE 60-x
rogoB XX BeKa B BUE HOBOTO KauyeCcTBa KOMITO3UTOPCKOTO MBIIIJICHUS],
COCTaBMBIIErO OMITO3UIINIO €BPOIIEMCKOMY MY3BIKaIbHOMY paIvKaIn3-
MY, OCHOBaHHOMY Ha MJEsIX pUTUIHOTIO palloHain3Ma. B rpaHuiax mo-
CTMOJIEpPHM3Ma aKTUBHO MPOSIBUIIN Ce0sT pa3IMIHbIC CTUJICBBIC TBUKCHUS
aKaJIeMU4eCcKOI My3bIKi — BTopoii My3bIKanbHBIN aBaHTap, Hoeas ghons-
KAOpHasL 604Ha, Heocmuau (T. H. HEOKJIaCCUKa, HEOPOMAaHTH3M), KOTOPbIe
MHTEPIPETUPOBAIMCH COOOPa3HO aBTOPCKUM YCTaHOBKAM, & TAKXKE CTUIIH -
3auus. LleHTpupys Ha cede mpobJieMbl COBPEMEHHO KYJIBTYPhI M HEKJIac-
CHYECKUI, BKITFOYast TOCTHEKIACCUYECKUI B3IJISII Ha MU, MY3BIKaJTbHBII
ITOCTMOJICPHM3M ITPOSIBUJI ce0sT Ha ypOBHE CofiepKaHusI, 00pa3HOii cuCTe-
MBI, 3KaHpa, CTUJIsI, (DOPMBI, KOMITO3UIIMOHHOM JIOTUKW 1 CBOMCTB MaTe-
puaita, aneJuInpys K MO3anIHOM KapTUHE MUpPa, SKJICKTUKE U IMOJTUCTH -
JINCTUKE, TO €CTh K MapaaurMe MOJHOTHI U IIUPOTHI. Yeao06uem Obimust
MY3BIKaJILHOTO COACPXKAHUS SIBUJICS (DEHOMEH U3MEHEHMST, MHTepIIpeTa-
LIMY, YTO MHCITUPHUPOBAJIO TTOUCK WHIWBUAYATHHOIO PEIICHUST BO BCEX
acreKTax MY3bIKaJbHOW KOMITO3UIUH. TO eCTh MY3BbIKAIbHO-XYIOXKE-
CTBEHHas LIeJIOCTHOCTD ITPeICTalla KaK PENPe3eHTaHT CaMOJI0CTaTOYHOTO

! TepMuH nocmmodeprusm YTBEPAWICS @ cmamyce (uaocopckoil Kameaopuu,
uxcupyroweii menmanvHyr cneyuguky cospemenHoll snoxu 6 yeaom (Moxeiiko
2002: 812).

2 [IprBonMM MHEHME aBTOPUTETHOTO POCCUICKOTO My3biKoBena: Cymb my3oi-
KanbHO20 NOCMMOO0EPHUMA 3AKAOHAeMCSs 8 NPe0eabHO WUPOKOM Nnoae 83aumooeli-
CcmeuUll 8cex KOMHOHEHMO8 MY3bIKAAbHO20 MblUAEHUS, HAKONACHHbIX MHO208€K 080l
ucmopueti mysoiku. Tlo cymu, peuv udem o6 yHueepcarbHom MY3blKAAbHOM
cmuane (Ipuropnesa 2005: 24).
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MHIMBUAYaAJIbHOIO IPUCYTCTBUS B MUPE, JAHHOI'O KAaK B CBOEH Mpeae/ib-
HOCTH, TaK U YHUBEPCAJIbHOCTU. B LIeHTpe Halllero BHUMAaHMSI HAXOIUTCS
My3bIKaJIbHbII aBaHrapa BTopoii BOJIHBI}, KOTOPbIl KOPEIMPOBAII C UIe-
SIMU IIOCTMOIEPHU3MA U BBICTYIIA OAHUM U3 €r0 MY3bIKAJIbHBIX pEIpe-
3eHTaHTOB".

M3BecTHO, YTO UCKYCCTBO €CTh YMEHME BhIPA3UTh Ce0s1 IO IPU3HAKAM
KPAacoThl, UTO COAEPKAHME XYI0XKECTBEHHOTO IIPOU3BEICHsI 00YCIIOBIEHO
MMPOBO33PEHUEM 1 YTO KOMIIO3UTOPCKOE TBOPUECTBO XapaKTEPU3YIOT HEe
TOJIbKO MY3bIKAJIbHBIN SI3bIK, CBSI3b KOMIIOHEHTOB LIEJIOr0, MaTEpUal My-
3BIKU B 1IEJIOM, HO 1 OCOOEHHOCTbh MUPOOIIYIIEHUS 1 MUPOTTOHUMAaHUST
TBOpLA. B TeueHue Bcero XX Beka KOMIIO3UTOPbI OCHpUsi npo2peccad CTpe-
MMJIACH BbIPAOOTATh CBOM COOCTBEHHBIM 3CTETUYECKUIA Maeal, UCXOIS U3
WIEW CaMOBBIPAXKCHMSI, a He TTOApakaHUs (MIMe31ca) M OTOXKICCTBIISIS
HOBOE€ € XynoxecTBeHHO LieHHbIM. Kak nuiier Hatanus fActpebosa, XX
ek 630pean npecHut mumesuc. Hpunyun noopaxcanus okazancs 6eccunbHbiM
8 00BsICHeHUU HOBbIX “gudumocmell”, Komopwle NPedsisUN0 HAM... UCKYCCIBO
(Actpebosa 2001: 561). OTciona Hen30eXXKHAS OCLIMLISILIMST LIEHHOCTHBIX
OPUEHTUPOB, KOTOpasi IPUBOAMIIA U K MHEPLMU HOBU3HBI, U K IIapagoK-
caMm BoctipusTusi. Tak, My3bIKa, 0a3UpyIoNIasics Ha IBEHAIIATUTOHOBOM
psiie, BOCIIPMHUMAIIACh U CJIBILIANACH KaK... aDCTPaKTHbIN becopMeH-
HBII Ha0Op 3BYKOB, OTPAKAIOIINI CymMOypHOe My3biKaabHoe mbtuiaerue (Py-
ouH 1959: 179), xak HeKast aHOMaIKsI, aHaMOP(dO3, HUYETo OOIINeTro He
HMMeIoIlee ¢ UCKYCCTBOM, WK KaK KaKo@oHUs, PEIPE3eHTUPYIOLIAs MUD
HUPPaLMOHAIbHOIO — 3alIPETHOIO, HAPYIIAIOIIETO NPUBbIYHOE MY3bIKAlb-
HOE CJIBIIIAHKE U OLILYLIEHUE KPACOTHI.

Takoe HenmpusiTHe HOBOTO XapaKTepU3yeT U Apyrue IepUuoabl mepe-
XOJla OT TUIIOBOrO K MHAMBUAYAIbHOMY, OT OOILEro K JUYHOCTHOMY, Ha-

3 My3bIKallbHBIi aBaHTap neutces Ha [lepsblii aBanrapi, win HoByio My3bi-
Ky (AHTOH BebepH, AnbbaH bepr u ApHosba Lllen6epr) u Bropoit aBaHrapa, niu
Hosgeiimyto mysbiky (ITbep byines, Ixon Keitmx, Kapaxaitni IlItokxayseH).
IMocne Broporo aBanrapna ciemyet [octaBanrapn (Ctus Paiix, @umum [acc).

*Cucrema v mabauya 3JIEMEHTOB aBaHTapIHOI My3bIKK ObljIa CMOJIEIMPOBaHA
K 20-M I'T: TPOLLIIOTO BEKa, U n0CAeOYIOUUM NOKOAEHUAM 0CIABAA0Ch 3aN0AHUMb ee
nycmyroujue kaemouku uau enecmu nekomopowie nonpaexu (ITonesoit 1991: 30). Ot-
CI0J1a IOBOGHHbI My3bIKaJIbHbBII aBaHrap/1 MPpeIcTaeT Kak OCHOBA, WY KJIacCUKa
COBPEMEHHOW aBaHTapJAHOW MYy3bIKM, TOTIA KaK MOCIEBOCHHBIN MY3bIKaIbHbBIN
aBaHrapj — Kak JBMXXEHUE B TpaHUIIaX TOCTMOJEPHU3MA, PACIIUPSIIOLIee U Oll-
poBepraroiiee Kiaccuueckuii aBaHrap/i, YTo pe30HUPOBAJIO C IUBUIU3AIIMOHHbBI-
MM MpolieccaMu U MUPOBO33PEHUEM IITOXU.
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IIpuMep, MaHbePU3M, POMAHTH3M. B 3IMOXy mocTMomepHU3Ma Havaics

HOBBII OTCUET BpeMEHHM, KOTIa PeBU3UM ITOABEPIJINCH HETaBHIE TTepeao-

BBIC UJIEH, OTIPEACIIUBIIIIE Hpocpecc My3biku. BOT 9TO TOBOPWII SIpKUIA TIpe-

craBUTENb Broporo aBanrapna: Ilepeouenusaemcs éce, umo co30ano 6 Ha-

wem cmoaemuu. A eepro, 4mo uaHc 8bIJiCUMb UMeem My3blKa, HANUCAHHAS 8

ecmecmeeHHoOl Manepe, CUHME3UPYUAs 8ce, 4mo NPOU30ULL0 30 HECKONbKO

nocaednux decamunemuii (HUT. 110: Cokonos 2005: 20).

My3BIKaTbHBIN ITOCTMOICPHU3M B aBaHTApIHOI BETBU ITPOSIBIISICT
ce0s B pa3IMUHBIX acTIEKTaX MY3bIKaJIbHOM KOMIO3UIIUK. B obmactu ce-
MaHTHUKH, TO €CTh My3BIKaJTbHOTO COACPXKaHUS, IOMUHUPYET CYJIa UICH 1
KOHIIETITa KaK CBEPHYTOT'O CMBICTIA. DTO 00YCIOBUIIO:

1) akTyanm3aiumo HOBOI IIPOTrPaMMHOCTH — TAWHOIIUCH, WJIU KPUTITO-
donnu (Codusa I[yoaiinynunaa, BsaecmaB Ky3HeIloB), CHMBOIMKU
(Dmucon lenncos, Bukrop ExnMmoBcKuit), peMapoK 1 KOMMEHTapH-
€B, pacIIM(pPOBHIBAIOIINX UCTUHHBIN, JATEHTHBIN CMBICIT MY3BIKU
(Ibepnp JIuretn, Bsuecnmap Ky3He11oB), 3aK/IF0UeHHBIN B HEO3BYUEH-
HoM TekcTe (JIxxoH Keitmk);

2) ameaaupoBaHUE K HOBOM PEIMTMO3HOCTH, (DEHOMEHY TUIIIMHBI
(Keitmx), cakpambHOCTU umcen ([ybaiimynmHa) U MUCTUILIM3MY
(Keitmx, Bmagumup MapterHoB, EBrenmit [ToruraBekuii).

B oGacTit 06pa3Hoii cucTeMbl aKTUBHO TIPOSIBUIIN ce0sT MeTadoprka
(Ky3He1oB), 06pa3sl cTapiHbI, MUDOIOTH3M (AHIpeit MIuBaHM), CIeIN-
aJIbHBIN MHTEPEC K HeeBporeiicknM KynbsrypaM, Bocroky (Keitmk, Cepreii
BenbTioKoB), KOTOpHIC SIBIUITMCH MHTEPIIPETAIIeH KyJIBTYPHOTO TEKCTa B
KOHTEKCTe MHOTO JIOTUYECKOTO pa3BEPTHIBAHUS M €BPOIIEHICKOTO CTHIIS
MY3bIKaJILHOTO MbIlLJIeHUsI. B o6nactu (popmooOpa3zoBaHus rmpeodiaga-
eT HeJTMHEIHOCTh, CTaBIIIasi OCHOBOM HEKOTOPHIX HOBBIX popM. B mx umc-
JIe — pa3oMKHymas, He UMEIoIIast 3aBePILICHUS; 0MKpbimas N areamopu-
Yeckas, CBSI3aHHBIC C TIPUHIIMIIOM CIIYy9aifHOCTH, MMITPOBU3AIIMOHHOCTH
(Bynes, Lltokxay3eH, Keitmax, MapteiHoB, Ky3nenon)®. Heauneitnast mpo-
1IeCCYaTbHOCTD, WA HeAuHeliHas A02uka OepeT Hauyajao B HeeBPOIICHCKIX
MIPUHIIUITAX CTPYKTYPUPOBAHUS MY3BIKaJTbHOM MaTepyu (B YaCTHOCTH, B
WHOWNCKON pare): KpyT, ciupaib, IJeHHe KaK MOHOTOHHAsI CTaThKa

> B my3bike HoBOro BpeMeHM B OCHOBE Tpoliecca pa3BepThIBAHUS KOMITO3K-
TOPCKOM MBICTIU JIeXala TMHe i Hast ToTUuKa no-psady (7-CTyleHHOMY 3BY-
Kopsy), GopMUpyollas AMHAMUYECKHI TUTT CTPYKTYPHI C XapaKTepHO JIJ1sT Hee
HAaIPaBJIEHHOCTHIO K IIeJIU U C KyJIbMUHAILIMEH B TOUKE 30JI0TOTO cedeHUs (B 3aK-
JIIOYUTEILHOM pasziesie (hopMbl).
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(LIToxxayseH, Jluretn), Tae My3bIKaTbHOE Mea0 CAMOBBICTPAUBACTCS,
caMoopraHusyeTcs, co3nanasi 3QhEKT HanpagreHHOCMU HA 8 03H UK A 10 -
u e e yenoe. 3MECh UMEET MECTO bLCIULUL MUN OeMePMUHU3MA — OemepMU-
HU3M ¢ NOHUMAHUEM HeOOHO3HAUHOCMU 6YOYu,eeo U ¢ 803MONCHOCHbIO 8bIX00a
Ha acenaemoe Oydyuiee (KuszeBa, Kypmromos 2002: 48). Ha ctmmctiyec-
KOM YpOoBHE (hOPMUPYETCS YHUBEPCANbHBII MY3bIKATBHBIH SI3bIK, BhIpaXKa-
IOIIMIT MHOTO3HAYHYIO KaPTUHY OBITHSI M HEYJIOBUMbIE OTTEHKU YeJIOBe-
YECKOU MYIIN: acCOIMalluM PeaTbHOM XXU3HU — 1IBETa, CBETA, JIETKOTO
NIBVDKEHMST BO3/yXa, CO3/1aBAEMbIX C TTOMOIIIBIO COHOpHOCTH (Lontano JIu-
TeTH), Maruio 3ByKOBOTO BO3IEWCTBUS HA BHYTPEHHUI MUpP YesloBeKa
(Stimmung 1llTokxay3eHa), 3CTETUYECKYIO CAMOLIEHHOCTb 3ByKa (MUHU-
Majiu3M), KOTOPBIii TPrOOpeTaeT HEObIBATYI0 paHee aBTOHOMUIO U pac-
CMaTpUBAETCSI KaK HOCUTENb UCTUHHOW PeaTbHOCTH.

AKTyanm3upoBaIMCh B My3bIKaJIbHOM ITOCTMOJIEPHU3ME B aBAaHTAP-
HOIi BETBU U WU MHTEPTEKCTYATbHOCTH, TIOIy4Yasl BOTUIONICHUE B pa3-
HOOOPa3HbIX, MPUHIUTTHUATHEHO HOBBIX MY3bIKJIbHBIX XKaHPax, a TOUHEe,
Tapamy3bIKaTbHBIX WX MTapaMy3bIKaIbHO-TeaTPATbHBIX KaHPOBBIX (heHO-
MEeHaxX — X3MIMeHNHTe, iephoMaHce, KOMNO3UUUU, AKIIUY, THCTAJUTSIIIAM,
Mmy3bike 045.... OHU SIBUITMCH CBUIETEILCTBOM TOTO, YTO MUD, CO3AHHbBIN
no npagunam yenoseueckoeo pazyma (Bacunbkona 1999) ectb TObKO YacTh
peaTbHOTO MUPA, UTO 3HAKOB0E MOOeAUPOBAHIUE PedNbHOCMU eCib NPOU3-
601bHOe coedunerue cmoicro6 (Bacunbkosa 1999: 44) u uto cozHaHue de-
JIOBEKA BUAWT M BOCIIPUHUMAET MUP XOJUCTUYHO, aKTUBHO MCTIOJNB3Ys
dyxosHoe 3penue. B 11e10M, Befyliieii nuaeeit My3bIKaJIbHOTO TBOPYECTBA B
XX Beke cTajia HeKJIACCUIHOCTh, KOTOPasi TPAaKTOBaJIaCh MHOTOOOPA3HO:
U KaK CTWJIb MY3bIKQJIBHOTO MBIIIIJIEHUS (HaTIpUMeD, 10AeKapOHHBIN),
KaK TeXHUKa KOMTIO3UIINY (CepuiiHasi, COHOPHAsI U T. T1.), M KaK CPE/ICTBO
BBIPA3UTETHLHOCTH (TUIIMHA), U KaK CITOCO0 OCBOEHUSI MUpa (HaTIpumep,
UHTYUTUBU3M). KpaTko ocTaHOBUMCST Ha TIOHSITUU HEKAACCUYHOCHb TIO
OTHOIIIEHUIO K My3blKe XX BeKa B €€ paAuKaJIbHOI BETBU.

ABaHrapIHOE My3bIKaJIbHOE MBbIILIJIEHUE, HAXOISIIEECs: B TECHOM CBSI-
3U C MTHTEHCUBHO PACHIUPSIONIENCS KAPTUHOW MUPA U CYIIIECTBEHHO OT-
JINYAIOLIEeCs] OT TPAIULIMOHHBIX MPEACTABICHUI O HEM, a 3HAYUT, U OT
METO/IOB COYMHEHMST My3bIKU, HAMIEISIIO HEKIIACCUYHOCTh 3HAYEHUEM Be-
JIyLIEH MUPOBO33PEHYECKON MapaauTrMbl M OTIPEAEISIONICH CTETUYECKON
HOpMBI. B amoxy moctMonepHn3ma B aBaHrapie Bropoii BoiHbI HeKtaccy-
HOCTb 00J1a/1aj1a CO O C TB € H H bl M U, CYIITHOCTHBIMU YE€PTAMMU, TIOCKOJTb-
Ky OblJla CBSI3aHa C HOBOUM MHTEPIIpeTaleil pallMoOHaIbHOTO, Hepalro-
HaJIBHOTO, 11eIOCTHOCTH. [IprunHOi TOMY SIBISIETCSI, TIO CTIPABEITTUBOMY
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3amevyaHnio KoHcTaHTHA 3eHKWHA, YHUKAAbHOCIb CUMYayul aganeapoa
8 UCMOPUYECcKOM npouecce, HUK020a u Huede npedcoe He 803HUKABULAS, T. €.
cumyayusi, Koeda ucKkyccmeo npuxoouno K c60emy 0CO3HAHHOMY CamMoompa-
JceHuro u camoommopiceruro. Kak canraeT aBTop, MMEHHO 3TO OOCTOSITETb-
CTBO CIIeJIaJI0 BEYHBIN BOIIPOC O CYIITHOCTH UCKYCCTBA JcUBOmpeneuyuei
npobaemoil camoii deuzuu u xyooxcecmeernot npaxmuxu (3eHkuH 2001: 592).
B mocTMonepHM3Me, B TIEPBYIO OUEPEIh, MOXKHO TOBOPUTH O HEKJIACCHY-
HOCTH cofepKaHUs My3bIKi BToporo aBaHTapma, rie Ha IepBOM IUIaHE
OKa3bIBaeTCs CYOBEKTUBHO-TMYHOCTHOE HAYaJI0, a He 0000IIIEHHO-THUTIO-
BOE: HE IPUPOIA M MUP TSI BCEX, HO CBOM COOCTBEHHBIIN MUP U CBOM, MHIM-
BunyanbHbI KocMmoc. Hekmaccrmaeckoe MUpOBUACHNE 1a710 BO3MOKHOCTD
paccMaTpuBaTh MHAMBUAYAIbHOE KaK CAMOIOCTATOUHBIN 1IEHHOCTHBIN
(eHOMEH, BBISIBIISIONINI He 00IIe3HAYMMEBIC CMBICTIOBBIC OPUEHTHUPHI, a
Cyry0O0 TMIHBIC MHTEHIINNA — SBPUCTUUECKOE, YeJIOBEYECKOE, TBOPIECKOE.
AKIIEHT Ha WHAWBHUAYAJIbHOM, KOTOPOE €CTh HE TOJIbKO CYOBEKTHBHOE
MIposiBIcHME 4, ero cBoOOaa, HO M MUP B IIEJIOM, OITOCPEIOBaH B MHIAWBH -
IyaJTbHBIX MY3bIKaJIbHBIX CTPYKTYpax (HampuMep, B hopMax B 6ude cobo-
pa unu wapa), Moaycax (Hampumep, 2adet Oaueve Meccuana), akkopaax
(xmactepsl Ienpu Koyaia), hakTypHBIX pUCYHKaX (MHUKPOIIOI(MOHUS
JlureTn) U T. 11., KOTOPBIE KaK aOCOFOTHO HOBBIC U YHUKAJIbHBIC SIBJICHMS,
paHee He CYIIeCTBOBABIINME U CO3TaHHBIC MMEHHO aBaHTapIHBIMU KOM-
ITO3UTOPaMHU, PEIIPE3CHTUPOBAIN HEKJIACCMICCKIUI B3TJISI Ha MUP M HO-
BYIO MUPOBO33pEHYECKYIO Taparurmy’. B miesioM, cyiecTBeHHO HOBBIMHU
(eHOMEHAMM MY3BIKAJTbHOTO ITOCTMOACPHNU3MA, CBSI3aHHOTO cO BTOphiM
aBaHTapIOM, SIBIISIIOTCS:
MMKPOTOHOBBII MaTepral My3bIKH,
HEJIMHEHBIN XapaKTep COMPSIKEHNS €€ JIEMEHTOB,
MHOTOITApaMETPOBOCTD,
aguHaAMU4YecKasl TIPOIIeCCYaIbHOCTD.
Bce 3T0 cBUAETETHCTBOBAIO O HOBM3HE M HEKJIACCUIHOCTU MYy3bIKATh-
HOM JIOTUKH U, CJIeOBATEIFHO, O HOBOM KOHIICTIIINI MY3BbIKH.

Mexny TeM, UICTOKHA COBPEMEHHOTO aBaHTApIHOTO MY3bIKaJIBHOTO
MBIIIJICHNST, OCHOBAaHHOTO Ha MIESIX IIOCTMOIEPHU3MA, BUASITCS B aKTya-
JIN3aIUH MTHACTEPMUHN3MA, KOTOPOE COCTABUIIO OTITO3UIIMIO 3aITaTHOMY

¢ Mnoeoobpazue munos scmemueckoe0 MUpoGOCHPUSIMUS 6 KYAbnype 08a0ya-
moeo cmoaemus Cmoas gnevamasoue, 4mo |..] ModicHo 206opums o 63pblée meopuec-
KOll 3Hepeul, packonoguiem npusbiuHvle npedcmasnerus o kpacome (MaptbiHOB 1999:
267-268).
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paLMOHAIM3MY B MY3bIKaJIbHOM MBIIILJICHUH [IEPBOi1 110J10BMHBI XX BeKa’.
OOBSICHEHNE YMHO20 UPPAUUOHAAbHO20, TO €CTh MHIETEPMUHAHT B My3bI-
K€, 0COOCHHO CJIOKHO, 0O 3TOT BUJ MCKYCCTBAa HE MMEET OOIIIeyIoTpe-
OUTETLHOTO TOHITUITHOTO anIiapaTa, aneJuInpys K 3ByKOBOI ¢hopMme; HO,
Kak mucan Aptyp llloneHrayap, My3bIKa eogopum o cyujecmee i MOTIIa OBl
CyIIeCTBOBATh, Maxke ecim 0bI Mupa BoBce He 0bu10 (Illomenrayap 1998:
266). Tem He MeHee, My3bIKa ITOCTUIAETCSI M OOBSICHSIETCS, XOTSI OHA U 20-
HUM HAYKY U CMeemcst Ha0 Hell, OMPUUas Jeeae3Hblil CIpotl NOHAMULL U CYXc-
denuii (Taxo-Tomu 1997: 93), u eif HET HEOOXOOUMOCTH CBOIUTE CeOST HI
Ha Kakoe apyroe obrtre. 711 Hee XapaKTepeH eMecio 3aKOHA OCHOBAHUS —
3AKOH cAMO000CHO8AHUSL, camodesmenbHocmu, camocmosmenvrocmu (Taxo-
Tonu 1997: 442), 1. e. HaJIM4YKE YUCTOTO — MY3bIKAJIbHOTO — ObITHS®.
Ymnoe uppayuonansvroe mpoOSIBUIIO ce0ST 1 B KOMIIO3UTOPCKOI TIpaK-
THKe BToporo aBaHTapma, ycTaHaBIMBas HOBbIC MYy3bIKaJIbHBIC 3aKOHHI,
MMOCKOJIbKY pallMOHAIN3M (IBEHAIIIATUTOHOBOCTD M JIMHEIHAS JIOTHKA)
IlepBoro aBaHTrapma oka3ajucsi HeCOCTOSITSIbHBIM TIPY CO3TAHUHN U BOII-
JIOIIEHUH 3BYKOBOTO 0Opa3a MUpa B YCIOBUSX TUTIEPPEATHHOCTH M 00 bEK-
TUBUPOBAHHON TEKY4YECTH, JTUIICHHON KOHIIETITYaJbHOTO €IMHCTBA U
CMBICIIOBOM cTpyKTyphl (MapTteiHoB 1999). [TocmenHee BeIpa3miio cedst
yepe3 heHOMEH HeonpedensenHocmu B BUIE pa3MbIBaHUS TPaHUII (DOPMBI
(et cetera-ghopma), puT™Ma 1 BpeMEHHBIX CBSI3el (aJeaToprKa pUTMa), MeXK-

7 OOBsICHEHUE SIBJICHUH, B YACTHOCTH, XXM3HU KaK OpPraHMYeCKOro Ipolecca,
MnoJioxXujia cHavaia dhuinocobus uppaunmoHanusma: A. Lllonexraysp B npomugo-
6ec KIIaCCUYECKOMY palliOHAIM3MY CO31aeT KOHIIeTIINIO BoJu K xku3Hu ([LloneH-
rayap 1998), AHpu beprcoH — TBopuecKoro nopniBa, rjie akLeHTUPYeT Herpe-
PBIBHOE KaueCTBEHHOE M3MEHEHUE, ITICHUE, KOTOPbIe HelpeacKa3yeMbl B CBOCI
CYILIIHOCTU, OCHOBaHb! Ha UHTYU1IMU (beprcon 1990); Dnmyna [yccepsb — repme-
HEBTHUKH, IMMOHUMasl 101 (PeHOMEHOM sIBJIEHHE, ITOCTUTaeMOe He YyBCTBEHHBIM
onbIToM, HO co3HaHueM (Iyccepnb 1998).

8 HoBoe OTHOIIICHUE K YMHOMY UPPAUUOHAABHOMY B TIOCTMOJCPHUCTCKOM MM-
POBOCTIPUSITUM COBPEMEHHOTo eBporeiiia pukcupyer Haranbs ABTOHOMOBA,
BBOJISI €T0 B KOHTEKCT COBPEMEHHOTO MUPOIIOHUMAHWS: UPPAUUOHANbHOE CIMAL0
BOCNPUHUMAMbCA HE KAK HEYMO, AOCOAIOMHO HYyucooe pazymy, Ho KaK Heumo makoe, ¢
uem 603ModiceH u dasice Heobxooum konmaxm u ouanoe (ABToHoMoBa 1988: 99). AB-
TOP BBIIEIMI HECKOJIBKO TEHIEHIIMIA B 3aITalHOM MBIILJICHUH, OTHA U3 KOTOPBIX
HalllJTa CBOE BhIpaKeHe B JAJIEKO 3allleIIeM ITPOIECCe UPPAlUOHANUAUUU KYNb-
mypot. TlocenHee onpenetsieTcsT 10 Kak aKIeHT Ha HegbipazuMoM, CA08ECHO Hegpop-
MyAUpyemMom, CBSI3AaHHOM C MHTEPECOM K MUCTHUECKOMY (CJIOBeCHasT HeBbIpa3u-
MOCTb — TJIABHOE Y COOCTBEHHOE OIpe/ie/ieHIe MUCTUIECKOTO OIIBbITa), K PEJTUTH -
03HOMY — do noepyceHus 6 6ocmouryro sx3omuky (ABroHomoBa 1988: 53).
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[y IpeaMeTaMy WK SIBIEHUSIMU (HaIlpUMeEp, MEXIY 3BYKOM U He-3BY-
KOM), a TakKxXe B BHUJE TOXIECTBA MPOTUBOIOJIOXHOCTE (HaImpuMep,
cyOBeKTa M 00beKTa B XaMIeHWHTe). He ocTaHaBIMBasiCh Ha rpagamysx
VMHO020 UPPAUUOHANbHOO0 B PA3IMUHbIE My3bIKAJIbHO-UCTOPUYECKHUE STTOXHU,
BT. 4. 1 B XX BeKe, 3aMETUM, UTO B TBOPUECTBE aBAHTapAHbBIX KOMIIO3UTO-
POB 3IOXU ITOCTMOIEPHM3Ma OHO MIPOSIBUIIO Ce0s1 MHOTO-pa3HOO0pasHee,
crienudrIHee, NTy0sKe W BEICTYITUIIO HE CTOJIBKO XYI0KECTBEHHBIM ITPU-
€MOM, CKOJIbKO (DAaKTOPOM KOMIIO3ULIMKI, MeMOll I npedMemom TBopUe-
ctBa’. YmHoe uppayuonaibHoe NO3ULIMOHUPOBAIIO ce0sl U KaK CBOEro poaa
o0pa3 Haomupa UIU 3BYKOBOI aHaJIoT ceepx-peanvHocmu (Haripumep, Cabi-
wy... ymoaxao Iyoavipynunoit, Ipuspaxu JIuretu, Tpanc lllTokxay3eHa).
A TIOCKOJIbKY MY3bIKa B LIEJIOM U 10 CBOEMY IIPEUMYILIECTBY HAIIOJTHEHA
CBOEOOPA3HOM UHMENNEKMYAAbHOU YYE8CMEEHHOCHbI), TO TyMAeTCs, YTO
aKTyaJIM3aLust YMHO20 UPPAUUOHAAbHO20 O0YCIIOBIEHA M KOMITO3UTOPCKUM
CO3HAHWEM, U XYIO0KECTBEHHBIMHU 3a1a4aMy 1 ITOMCKaMK HOBOTO. MexXy
TEM, MHOT0O0PAa3HO IMO3ULIMOHUPYS CeOsl B My3bIKAaTbHOM ITOCTMOAEPHU3-
Me B BeTBM BToporo aBaHTapma, ymHoe uppauuorairsHoe 00pesio pa3Hble
dopmel. Tak, crygaitHOCTh U MHACTePMUHN3M B HoBeilileit My3bIKe eCTh
HEepeIKO Mepa COTIaCOBaHMSI, MJIM TApMOHU3aLIMK IPOTUBOITOJIOXKHOCTEI,
B YaCTHOCTH, 3JIEMEHTOB CUCTEMBI, KOTOPbIE TTOTEHIIMATBHO CPaBHUMBI
1o Mepe. Mx cogepxanue onpeaessieTcsl Ha MaKpo- M MUKPOYPOBHSIX KOM-
MO3ULIMK: MAKPOIEHCTBHE, HAIIPUMED, CYIep(MOpMYJIbl MOKET IPUBECTU
K €IMHCTBY BCe cayyaiinocmu v annpokcuMarnuu'’. OTciona Mepa B Bepo-
SITHOCTHOM (DOpMe e€CThb BBIpaXkKeHHMe HOBEHWIIEH MY3bIKAJIBHOW JIOTMKU
(Hapsimy ¢ IPYTUMM ), ee HanboJiee paaKaaIbHBIN TUIT, BOSHUKIIINI B Tpa-
HMIAX HOBOT'O HEKJIACCHMYECKOIO MUPOOTHOLIEHUST. AKTYaIU3aLUsl YMHO20

° Bopuc AcadbeB rucait: [lpedmem my3viku He ecnib 3pUMas UAU 0CA3AeMast Gelly-
HOCMb, a ecmb onAoUjeHUe, UAU BOCNPOU3BedeHUe, NPOUeCCO8-COCMOSHUN 36V HaAHUS,
UAU, UcX005 U3 8ocnpusamus, — omoasanue ceds cocmosHuio cavianus. Yeeo ? Komn-
/1€KCO8 38YK08bIX 8 UX 83AUMOOMHOULeHUU, UOO MY3bIKA HU2OE He umMeen 0ea0 ¢ CyMMOll
yacmeii, HO C OMHOWEHUAMU Uau conpsidcenuem nemernmos (11e6oB 1923: 19—-20).

10 Takoe cOCTOSTHUE MY3bIKAJIbHOM KOMITO3UIINKA OOBSICHSIETCS CUHEPTeTUKOM
B CBSI3M C BOCTOYHO Mieeil OTKPBITOCTU CUCTEMBI U eCIecmeeHHOCMU, TIIe MUPO-
BO33PEHYECKM 3HAUMMBIM CJICJCTBUEM SIBJISIETCSI TOHMMaHMe ObITHS JINIIb B IIPO-
ecce. B 1iesioM ke tuHaMyKa ABUKEHMsI aBaHTapIHOTO TBOPYECTBA BTOPOIA ITOJI0-
BUHBI XX BeKa MPeACTaeT KaK OuepeIHO aTar 1yXOBHO-TTPaKTUIECKOT0 0CBOe-
HUST MUApPA, HalpaBJIEHHBII OT pallMOHAIMCTUYECKOM OTHOCTOPOHHOCTH K LIEJIOCT-
HOCTH B KayecTBe BpeMeHHOI MaHubecTtaunu HeObiTust (HarpuMep, y KUTailieB).
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UPPAYUOHANbHOO Yl TIDHOPUTET OO bEKTUBUPOBAHHBIX MHICTEPMUHAHT CBH -
JETETLCTBOBAI O HOBOM KadyeCTBE HEKJIACCUYECKOTO CTHIISI MY3bIKaJIb-
HOTO MBIILIEHU !, MM 0 HOBM3HE HEKJIACCUYHOCTH. B 1eioM, JIormko-
KYJIBTYPHOI TOMHMHAHTOM MY3bIKaJIbHOTO TTIOCTMOJIEPHU3MA, KYJIbTYPHOI
HOPMOI1 ero aBaHTapIHOI BETBU U, 110 CYIIIECTBY, YCIIOBUEM BKITFOUCHHO-
CTH €€ B CUCTEMY aKTyaJIbHOI'O MUPOITOHMMAHKSI U MUPOOTHOILICHUSI, SIBH-
JIach UIesl HO6020 CMHTE3a, OCHOBAHHAs HA IIPUIYIJIUBOM COAUNCEHUU

®  My3BIKAJIbHOTO U BepOaibHOTO (Sara, dolce tacere Iynaxu HoHo),

®  My3BIKAJbHOTO U TeaTpaidbHOTO (Aventures An€pns Jluretn),

®  My3bIKAJBHOIO U XXKUBOMUCHOTO (KU3Hb 6 KpaAcHOM yeeme DIUCOHA

Jenucona, pucosannuiii 36yk SIHuca KceHakuca).

Tem caMbIM My3BIKa HalllJIa CBOE npodoadicerue [..] 60 6Hemy3bIKaNb-
Hom, 6 deiicmeuu (3enkun 2003: 96) — B cJ10Be, KeCTe, UTPOBOM KOHLIEP-
THUPOBAHWU, BU3YAITUCTUKE, YTO OOYCIIOBUIJIO YTBEPKACHHUE WM IIMPOKOE
pacrnpocTpaHeHe HOBBIX CHHKPETUYECKMX (HO HE CMHTETUUECKHIX ) XKaH-
POB, COSAMHSIIONINX B €IMHOE 11eJI0¢ — Ha paBHOIIPABHBIX HaYajgax — Te-
aTpajibHOE, Xopeorpacduiyeckoe, BU3yalbHOE M MY3BbIKaJIbHOE Havaja.
CuHKpe3nc ((KaHPOBBI) (OpMUPYETCS B YCIOBUSIX paBHOIIPABUS TAKMX
KOMIIOHEHTOB, KaK My3bIKa, CJIOBO, KECT, IBMKEHNE, IIBET, CBET U IMPOY.

SIpkuM BbIpaskeHMEM HOBOTO JKaHPOBOTO KaUeCTBA SIBJISTIOTCS HOBBIE
WUTPOBEIC KaHPOBBIC PA3HOBUIHOCTH, TIPEICTABICHHBIC TTapaMy3bIKalb-
HBIMU VI TTapaMy3bIKaJIbHO-TeaTPaTbHBIMU KOMITO3UIIUSIMU — X3IIITe-
HUHTOM, TTep(hOMaHCOM, MYJIETUMEINIAHBIM ITPOSKTOM, aKLIEH, THCTAJUISI-
nueir. OHM MO3UIIMOHUPYIOT ce0s He3aKpeIIEeHHBIMU B CBOMX FPaHUIIAX
3JIEeMEHTaMM, TEKCTOM 1 caMoil (DOPMOIA, TIe TOMUHUPYET BEpPOSITHOCTD
OTIEBHOTO COOBITHS. TakK, B X3MIIEHMHTE KOMIIO3UTOP W MCIIOJIHUTEIh
PaBHBI 110 3HAYECHWIO, UCITOJTHUTEIb AEHCTBYET IO 3aKOHAM CaMOCTPYK-
TYpUPOBAHUSI, CAMOAOCTPaNBaHUS, IIPUPAaBHMBAsST 3HAYEHNE MY3BIKH K
CJIOBY, IBIDKEHUIO, XKeCTy. BOT mouemMy B UTPOBBIX XKaHpax MHOTO ajiea-

1 J171s1 0OBbSICHEH I TAKOTO POJIa IMPOLIECCOB U SIBICHUI MYy3bIKH 11e1eCo00pa3-
Ha cuHepreTnyeckass MeToaoJ0rus. [1puioxkeHne CMHEPreTUKH K CITOXKHBIM TTPO-
1eccaM KOMITO3UTOPCKOTO TBOPYECTBA IMO3BOJISIET PACKPBITh MPEXKIIe Bcero de-
HOMEHOJIOTMIO HEJTMHEMHOCTU ¥ CaMOOPraHM3alliy KaK ITPUPOIHBIX TaHHOCTEI
M TEM CaMbIM JIOKa3bIBAET UCKYCCTBEHHOCTh, HEMPABIOIIOA00OHOCTh 000 01~
HOCTOPOHHOCTHU. [Ipy 3TOM 0COOEHHO LIEHHBIM SIBJISIETCSI MO3WLIMOHUPOBAHUE
CHHEPTreTUYECKOM UIeH CIIMSIHHOCTH CYObheKTa M 00beKTa (TO €CTh YCHIIEHUE POJTU
YyeJI0BEKa B TBOPUYECTBE ), TIIe 00bEKTUBUPYETCS CBSI3b MEXKY LIETOCTHOCTBIO TBOP-
YECKOT0 CO3HAHUSI U LIEJIOCTHOCTBIO MY3bIKH.
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TOPUKH, aIIIIPOKCUMAIINi (B aKTUBHOM TIPUBJICYCHUY BHEMY3BIKAITbHOTO
— NeWCTBUI, UYTEHUSI, XOXICHMS IO ClieHe — OH OJIM30K nepdomaHcy),
TECHO CBSI3aHHBIX ¢ (DeHOMEHOM MHTEPIIPETAIIMI ¥ TBOPUYECKOTO 3aMbIC-
J1a, ¥ MUpa B 1IeJIoM. Takoi e Mepoii B My3bIKaJIbHOM ITOCTMOJIEPHU3ME,
areJTMpyIoleM Ko BropoMy aBaHrapIy, BRICTYITIIIO BHYTPEHHEE IyBCTBO
rnopsiaka, cchopMUPOBAHHOE OIBITOM CIIBIIIAHUS MY3BIKM, ITPOCTPaH-
CTBEHHbBIE KOOPAMHATHI U rpapuiecKue MI0CKOCTH, KOTOPBIE B CYILIIECTBE
CBOEM eCTh He3aKpEIICHHBIN TEKCT, TO €CTh 00beKTUBUPOBAaHHAST MHJIC-
TEPMUHAHTHOCTb WJIM pallMOHAJIbHO TPAaKTOBaHHAasT HEYCTOMYMBOCTD. be-
3YCIIOBHO, HOBBIC napamy3biKaabHble XXaHPBI — 3TO IIEJIOCTHBIE KOHCTPYK-
LU, TIe €CTh Ues U e KOHKPETHOe, MHANBUIYaTbHOE BOTUIOLIEHHUE B
Tex (hopMax, B KaKMX €€ MBICIUT aBaHTapIHbII KoMITo3uTop. Ho 310 yxke
Hosas 1ieocTHOCTE. B e 0CHOBE JIeXKUT HOBBII 00pa3 AeTepPMUHN3MA,
TOXIECTBO MPOTUBOIIOJIOXKHOCTEH (a HE CYObeKT-00bEKTHbIE OTHOLIEHUS,
Yucno, [apMmoHus) u meopsuas npoyeccyarbHocms (OemepMuHUpPOB8aHHbL
xaoc o Enene Kuszesoit 1995: 51), wiau npoiiecc poxaeHUs CMbICa B
€r0 HEeOIIPeAeICHHOCTHOCTH U He3aBEPIICHHOCTH.

TakuM 006pa3oM, B pe3yJibTaTe paciimpeHust chepbl IeUCTBUS YMHOO
UPPAYUOHANbHO2O TIPOU3OIILIO PACITMPEHME TPAHUI] MY3bIKU U MY3bIKaJlb-
HOTO, BILUTOTb IO TOXKIECTBA U 3aMEHBI MY3bIKaJIbHOTO BHEMY3BIKATbHBIM,
a TakKe YCWJIEHUE POJIu TaKuX (haKTOPOB KaK HEeOIpeaeJeHHOCTD (ari-
POKCUMAIIHS JIEMEHTOB, (POPMBI — B BUIIE ef cefera-¢ghopma), CIydaitHOCTh
(HarpuMep, ajeaTopuka (OpMbI), HeJIMHEHAasT, WM BEPOSITHOCTHAsI JIO-
ruKa (demepMuHUpo8aHHslii Xaoc), a Takke (pakTaIbHOCTD, TTPOSIBUBIIIAS
ce0s TIpexkIIe BCETo Ha KOMITO3UIIMOHHOM YPOBHE (KOJIIaXK, OPTOTOHAIb-
Has ¢opMa, a TakKe rpaduyeckas kKommnosulus). Bce aTo cTano npume-
TaMH HE TOJIbKO PACIIMPEHUS Chepbl My3bIKaTbHOTO, HO U YTPATHI My3bI-
KO CBOEi1 aBTOHOMHOCTH, YTO TIOTPEOOBAJIO JOTIOJHUTEIbHBIX CPEICTB
CTPYKTypaluy. TAKOBEIMH CTaJIM MY3bIKAHT-UCIIOJTHUTEIb, Yb¢ TyBCTBO
MOpSIIKA U MPEACTaBIEHNUE O 1IeJIOM U LIeJIOCTHOCTH BBICTYITUJIN B Kaye-
cTBe (hopMooOpa3yolero Hayajaa (HOBble UTPOBbIE KaHPbI), KOMITO3U-
Topckue kKomMmeHTapuu (y Jlrouano bepuo, Jluretn, IllTokxay3eHa), Bu-
3yaibHO 3aukcrpoBaHHoe BpeMs (L TokxayzeH, Keitmx).

B cuny Toro, uTo:

1) aBaHrapmHasi My3bika BTopoii BoJHBI JaeT MaTepuall, Iiae KOMIO3M-

LIWST IEMOHCTPHUPYET SAMHCTBO HE TTPOTUBOIIOIOXKHBIX Hayasl, a He-

Koe HOBOe (0c000¢€) 1e1oe ¢ He3aKpPeIMJIeHHB MU TpaHUIIA -

MU U He3aKpemnJeHHBIM TeKCTOM (HapuMmep, B Buae Habo-

pa MomueupoeaHHvIX TBOPYCCKUM COZHAHUEM CAYYHALIHOCMEH N T. 11.),
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2) ecTb MPOU3BEAEHUS, e AJs1 LEIOCTHOCTU CO3aI0TCs YCAOBUS MPU
TOXIECTBE IMPOTUBOIIOJIOKHOCTEH (HAaIlpuMep, 3ByKa W TUIIMHBI B
4’337 Keiimka),

3) HOBBIE yerocmHocmu CyIUIECTBEHHO OTJIMYAIOTCS OT KJIacCUYeCKOM
MOJEII, HO BMECTe C TeM OHU OPTaHM30BaHBI M HepayuoHanbHoe (CITy-
YailHOCTU, UHAETEPMUHAHTbI, HEOTIPEAEIEHHOCTU ) 0(OPMIICHO,

4) 4acTo HabIomaeTCs HeJTMHEeHAS ITPOIIeCCYaTbHOCTD (aJeaTopraec-
KUt mpoluecc, pakTajabHas HEJIMHEHHOCTb, BEPOSITHOCTHAS JTOTU-
Ka), BO3HUKAET OCTpasi HEOOXOAMMOCTb IMTOCTAaHOBKM BOIIPOCA O CYTH
MY3BIKaJTbHOTO TTOCTMOACPHU3MA, pean3yIolIero ce0s B aBaHTap/I-
HOM KOMITO3UTOPCKOM TBOpUeCcTBe BTOpOIi BOJHHLI.

MozxHo cka3aTb, yTo HoBast u HoBeliiast my3bika ObLia OQyXOTBO-
peHa HeyCTaHHBIM MOMCKOM KaKoii-To 0co00ii (popMbl MH(POPMALIUOH-
HO¥ TUIOTHOCTH B 3ByKO-CEMaHTUIECKON BEIPAXKEHHOCTH, KOTOPast MOT'-
J1a OBI CTAaTh ONITUMYMOM JJISI HOBOTO MY3BIKaJTbHOTO COACPXKaHUSI, chop-
MUPOBAaBILETOCS U MO/ BO3IeCTBMEM HEObIBAJIOIO HAYYHO-TEXHUUECKO-
o Iporpecca (JIeKTpOHHAS My3bIKa, WJIM aKycMaTHKa) M OCBOSHUS HO-
BBIX IYXOBHBIX KOHTUHEHTOB, TJ¢ LIapCTBYIOT CBOOOIA, BHEPAUUOHANbHbIE
06pa3zbl nopssdka N CYITHOCTH, HAXOMAIINECS 3a TIpeaeiaMu Gu3ndecKoi
peasbHOCTU (MeIUTaTMBHAsI U UHTYUTUBHAsS My3biKa). ABiasisi co0o10 1
Hecsl B cebe HOBOE OTHOLIEHWE K MUPY, My3bIKalbHbIiI MTOCTMOJAEPHU3M
MIPOIEMOHCTPHUPOBAJI HATIPSDKEHHOCTD M 0€3BICXOTHOCTD TBOPYECKIX YCH-
JIiA, 10O pe3yJbTaTOM TBOPUYECKUX MCKAHUI cTana puixias u amopgpHas
HEOIIpeneIeHHOCTb, muwuna, wim Huumo (Indeterminacy, Lecture on
Nothing, 4’337 Keiinxa, Xi llTokxay3eHa).

Ha namr B3r71s11, Bech ApaMaT3M CUTYallMH 3aKJIF09aeTcsl, BO-TIep-
BBIX, B OTCYTCTBUHU CTPYKTYPHI M KPUTEPUEB ICTETUICCKOTO I10 OTHOIIIE-
HUIO K aBaHTapAHOM My3bIKe, UTO HE TTO3BOJISIET AATh MOJHbBIA U 000CHO-
BaHHBII OTBET O €€ XyI0XKEeCTBEHHO lIeHHOCTH. Yl B 9TOM MBI conmmmapu-
3upyeM ¢ MHeHreM CaetnaHbl Kypoatckoii (Kypoarckast 1996). Bo-BTo-
PBIX, 11000 HOBOE B MICKYCCTBE, BBIXOISIIEE 32 TIOPOT C/Mapoli SCTETHIEC-
KO HOPMBI, €CJIU U HEe BOCIIPUHUMAETCS KaK paguKalu3M, TO IO MEHb-
et Mepe, He UMeeT COOTBETCTBYIOLIMX LIEHHOCTHBIX KPUTEPUEB BBULY
HEITOATOTOBJICHHOCTH CIYIIATENIsI K TOHMMAaHUIO HOBOM (HeKJIaccraec-
KOi1) My3bIKaJabHOI peanbHOCTU. C 3TUX MO3ULIMI MOXHO CKa3aTb, YTO
MY3BIKAJIbHBIM aBaHTapI KaK UCTOPUKO-3CTETUICCKUM (heHOMEH 0 CUX
MOp IO KOHIIA He MOHSIT, a 3HAUYUT, U He UMeeT 00JIbIIoN aynuTopuu. B-
TPETHUX — IBVXKYIIIM CTUMYJIOM CO3UIATETLHOTO TIPOIIeCCca IPeICTaBy -
TeJiel My3bIKaJIbHOTO TTIOCTMOIEpHU3MA OBLT KyJIBT HOBU3HBI, KOTOPHIH
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3aMEeHUJI CO00I0 3HAUCHUE XyT0XKECTBEHHOI 1IeHHOCTH. [lomMeHa nHTe-
peca K MCTUHHOMY, MEPHOMY, TapMOHUYECKOMY, LIeJIOCTHOMY MHTEPECOM
K HOBBIM TUIIaM KOHCTPYHMPOBaHMUsI, K HOBU3HE KaK CMBICITy TBOpPYECTBA
TprBesa K 0aJIaHCUPOBAHUIO aKaIeMUIECKOTO MY3bIKAJIbBHOTO NCKYCCTBA
ocmpusi npoepecca Ha TPaHU akcuonoeuyecko2o kpaxa (MapteiHoB 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 — 3eakun 2003: 96) of music in verbal expressions
(Sard, dolce tacere Luigi Nono), theatrical play (Aventures Gyorgy 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 20" 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 emergent integrity (Kuszena, Kyparomos
2002: 37).
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I1pesomiieHue BOCTOYHBIX TPAAUIIMIA
B APXUTEKTOHMKE MY3bIKAJIbHBIX KOMIIO3UIIHIA
BTOPOIi MoI0BHHBI XX BeKa

Dr. art. Anna Cyo00THss

Jlouenm kaghedpuvt my3viku Bumebckoeo
eocydapcmeenHoeo yHueepcumema um. I1. M. Maweposa

EBporneiickas My3biKa BTOpOIi MOJOBUHBI XX BeKa MpeTepriesia cy-
1IECTBEHHbIE U3MEHEHUs Ha YPOBHE apXUTEKTOHUKHU, YTO HAIILJIO CBOE
OTpaxkeHue B HOBBIX MPUHLIUIIAX HopMOoOpa3oBaHUsI U TUMAX (GopM:
omKpbimas, cmamuveckas, pummuyeckas, MoMeHT-(opma. ObpaiieHne
3aIagHbIX KOMIIO3UTOPOB K (PUI0CO(PCKO-MUPOBO33PEHUECKUM UIESIM
Oynnuiickoro Bocmoka onocpenoBajio odoraileHue 1 0OHOBJIEHUE KOM-
MO3UILMOHHOM TEXHUKW UHAUBUIYaTbHBIX CTUIEH, CITOCOOCTBOBAJIO BO3-
HUKHOBEHUIO HOBBIX KOHCTPYKIINIA 1 (hOPM, CTHIIEBOMY Pa3HOOOpa3HIo.
Haubonee sapKo 3Tu mpouecchl MPOSIBUIU CE0ST B UCKYCCTBE MOCTMOIEP-
Hu3Ma (BKJIouampuniero Bropoil My3bikaabHbIN aBaHrapa), wiu Kunst-
wollen'.

My3blKaJbHOE UCKYCCTBO 3MOXU MOCTMOAEPHU3MA CBOOOIHO MH-
TEPIPETUPYET CAMBIEC PA3HBIE TPAAULIAU, B TOM YHCIIE U HEEBPOTIEWCKUE,
onupasich Ha uaero Metachopsl U co3aaBasl U3 TpaIULUil CBOeOOpa3HbII
apxuB. MHOXeCTBEHHOCTb TPaAULIMI MpeArnosaraeT BOSHUKHOBEHUE 1~
anora Mexay Bocmokom u 3anadom xak popMbI B3aMMOIEHCTBUS B MY3bI-
KaJbHOM McKyccTBe. OTCroa BO3HUKAET CTUJIMCTUYECKOe pa3HoOOpasue,
3aKJII0YaloLeecs B IPUMEHEHUY Pa3IUYHbIX METOLOB, IPUEMOB, (opMm,
aneJuTMpPYIONIMX K HeeBPOINecKol KyabTypHOi Tpaauiuu. CTuiieBoit
TUTIOPATU3M (WJIM MHOXECTBEHHOCTh) MOCTMOIEPHUCTCKOTO MYy3bIKaJIb-

'Tlonsatue Kunstwollen (B iepeBoie ¢ HEM. XydodcecmeeHHas 604s1) BBEJ AJTOU3
Purne, caurtaBumii Kunstwollen nvixyiieit cunoit muposoeo uckyccmea. Ipencra-
BUTEJIM HEMELIKOM IITKOJIBI MPUHSUIA B KICKYCCTBOBETYECKYIO TEPMUHOJIOTHIO 3TO
HOBOE IOHSITHE B HECKOJIbKO MHOU TpakToBKe. Hampumep, DpBuH [MaHodcku
npeiarajl 3aMeHUTD €T0 XY00XiceCmeeHHbIM HaMepeHuem, KOTOpoe, TI0 ero MHe-
HUI0, 6oJiee MPUCITOCOOIEHO K KAHTUAHCKOW TeOPUH HAYYHOTO IMO3HAHUS. YM-
o6epTo DKo cuutan Kunstwollen moaxonomM K padote, CrrocoooM TBOPUECKOTO Ipo-
necca (Mexcukon noukaaccuxu |..] 2003: 354).
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HOTO MCKYCCTBa, OTYACTU MHCITMPUPOBAHHBIN BOCTOYHBIM TTPUHIIMIIOM
6ce 60 6cemM, OPTAHUYHO YBSI3bIBACTCS C ITOCTYJIATOM UHOUBUODYAAbHbLIL X)-
0021CeCMBEeHHbLI CMUD.

[TepecMOTp KiTaCCUYECKUX MPEACTABICHUI O CO3UIAHUU U pa3pyliie-
HMHU, TIOPSIAKE U Xa0Ce, CEPbe3HOM U UTPOBOM B UCKYCCTBE CBUAETEILCTBO-
BaJli O CO3HATEIbHON TMEePeOpHUEeHTAIIMN C KJIACCMUYECKOTro MOHUMAaHUs
XyI0XXECTBEHHOIO TBOPYECTBA HA KOHCTPYUPOBaHKE apTedakToOB METO-
JIOM anruikayy. Ha repBblii r1aH BEIIBUHYJIUCH TPOOJIEMbI CUMYJISIKPA,
MeTasi3bIKa, MHTEPTEKCTYaTbHOCTH, KOHTEKCTa — XyIOKECTBEHHOTO, KYJTb-
TYPHOI'O, UCTOPUYECKOIO, HAYYHOTO, peaIurno3Horo. CUMYyJISIKp 3aHsUI B
3CTETUKE MOCTMOIEPHU3MAa MECTO, ITPUHA UIeKaBIIIEe XY10XKeCTBEHHOMY
00pa3sy B KJIACCUYECKOM ICTETUKE, M 03HAMEHOBAJI COOO0I Pa3phbiB C pell-
pe3eHTalreli Kak OCHOBO# KJIaCCUYECKOT0 3aafHOeBPOIIEiCKOTO UCKYC-
ctBa. CUMYJISIKp — 00pa3 OTCYTCTBYIOLLEH IEACTBUTEILHOCTH, ITycTast op-
Ma, apTedakT, OCHOBAHHbII JIUILb Ha MeTachope COOCTBEHHOM peabHOC-
™ (Jlexcuron nonkaaccuxu [..] 2003: 409). SApkum npuMepom CUMYIsIKpa
B MY3bIKaJIbHOM UCKYCCTBE DII0OXM ITIOCTMOIEPHU3MA MOXET CIIYKUTb Mepa
epemenu u muwunvt (Wymiary czasu i ciszy) st xopa u opkectpa (1960)
Kumimroda INeHaepeLikoro, B KOTOpOi FeHEPUPYIOILIEii Uaeeii SIBIsSIeTCs
My3bIKa, pacmeopsarouascs 6 muuiure. My3blKaJTbHbII MaTepUall 3By4UT y
copoka conuctoB u aautes 14°30”° MunyT. [1beca He uMeeT HUHATIBHOTO
aKKOp/a U 3aKaHUYMBAETCS HA OTKPBITOM diminuendo, yXOISILEM B HUK)-
da — cBoeoOpa3HbIit MUKCT CUEHUYECKOM aKIIMU XOpa U CUM(POHUYECKO-
ro KoHuepTa. He3aBepileHHOCTb, omkpbimocms, nycmoma 'y Ilenaepet-
KOTO CUMBOJIM3UPYET KOCMOTOHMIO, 06CKOHEYHOCTh 3ByKOBOI MaTepUM.

B co3maHum HOBBIX My3bIKaIbHbIX (DOPM 1 KOMIIO3UTOPCKUX TEXHUK
(HampuMep, TEXHUKA CJIy4ailiHOCTel, CIIOHTAHMPOBAHKE ), BOSHUKILMX IO
BJIMSTHUEM BOCTOYHBIX KOHIIETITOB, B IT0/Iaye MYy3bIKaJIbHOTO MaTepuasa
(HampuMep, B BUJe UMUTALIMK Kyp4yaHus Boabl y [IxxoHa Keiinka), B MHOM
OIIYIIEHUY MPOCTPAHCTBA, BpeMeHU (HAIpUMep, 0CMAHO8UBUIeeCs BPe-
Msl B CTATUYECKOM KOMITO3UIIMHI), B OCBOOOXKIEHUHU OT MHAUBUIYaIbHOIO
aBTOPCKOT0 HavaJia, COOCTBEHHOTO 4, OIpeeIsIIOIIUM SIBUJICS MEHTaIb-
HBIIi acTieKT. Bo Bcex cirydasix My3bIKaHThl MICXOIMJIU U3 IOHMMaHUs TOTO,
YTO KadicOas meapb, Uiy 4yecmeyiouas (KaK HCcueomnoe), Uil He 4yecmaey-
owasn (Kak Kamuu uau 6030yx), ecmv byoda. Kaxcooe cywee ecmv yenmp
yHugepcyma. Iloamomy my3vika cayscum cpeocmeom u ycaosuem 00Hapyice-
HUsL U pazeepmuleanust cyuweo. /s smoeo KomMno3umop 00AxceH nPUHUMAamb
38YKU OKPYAHCaroueil cpeobl, exuceceKyHOHO COnPosoIcoarouue Hac, U 0c8000-
Oumbcsi 0m UHOUBUOYANBHORO ABMOPCKO20 HAYAAd, OM C80€20 320, NPUHOCS~
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weeo cmpadanus u omoensroujeco Heaogeka om mupa. JIubo uckyccmeo ycu-
AUBaem 320 8 e20 CUMNAMUAX U AHMUNAMUSX, AUOO OHO OMKpbleaem ym K
enewnemy mupy (uuT. mo: Ilepesep3sena 2006: 66—67).

HMHTepec My3bIKaJbHOTO aBaHTapAa K BOCTOYHBIM TPagulUSM Ha
ypoBHE (GopMO0Opa30BaHUS OBLT CBSI3aH CO CTPEMIICHHEM OCBOOOINTHCS
OT ONpeJE/IEHHON TUITOBOU KOHCTPYKILIMU-CXEMbI, CBOMCTBEHHOI €BpO-
Meiickoif My3bIKe. 3a OCHOBY ObLIIa B34Ta IMapaaurMa geuib KaKk maxKosas,
YTO O3HAYAET HO3HAMb NO-B0CHOYHOMY, 3HAHUM, NOCIUYb CYUHOCID Geluell,
caumucs ¢ cywecmeom npupoodst (IT. 1o [TepeBep3seBa 2006: 65). B ooa-
¢t hopMOOOPa30BaHUS 3TO OBLIO CBSI3aHO C OCBOOOXKIECHUEM OT TIpe-
3aJaHHOCTU U JIMHEWHOCTH MPOIecca MHTOHAIIMOHHOTO pa3BepThIBAHUS,
OT CBsI3€#1 My3bIKAJIbHOI KOMITO3UITMHY C 3aKOHAMU APaMBbI (TO eCTh IUHA-
MMYECKOTO MTOCTPOEHUSI (POPMBI) U UAAOCIPUPOBAHHOCMU YYBCTB U DMO-
LU, XapaKTePHBIX U151 eBPONEMCKOM My3bIKU. Jpyroii Lie1bt0 My3bIKajib-
HOTO CTPYKTYPHUPOBAHMST €BPOIEUCKUX MY3BIKAHTOB, MCITBITHIBAIOIINX
MHTEpPEC K BOCTOYHBIM TPaIWLMSIM, SIBUJIOCH ABVKEHUE K COOCTBEHHO
3BYKY, K €TI0 XapaKTepHUCTUKE, K CITOCOO0Y M3BIICUCHMS 1 3aITUCH, TO €CTh K
MPpUPOJIE 3ByKa, B TOM YMCIie U My3bIKaibHOTO. JIxkoH Keitmk mucan: 5
opuenmuposancs Ha Bocmok é omHowenuu my3oikanbHoil gpopmol, Xomen 0c60-
0600umucs om onpedeneHHol MUno8oil KOHCMPYKUUU-CXeMbl, COUCMBEHHOU
3anadnoesponelickoil Mysvike. Mue Kaxcemces, Heobx00umo bopomucsi ¢ hop-
Moll, u30bimoK Komopoil epozum eceobuyeil yrugurkayueii (ut. mo: Ilepe-
Bep3ena 2006: 54).

Ha sToii mapagurMaibHOM OCHOBE POIMINCH OCOOBIC My3bIKaTbHBIC
(opMBbI, He UMEIOLIME AaHAJIOTOB B €BPOTNEICKOM KOMITO3UTOPCKOM ITpaK-
THKe. B pe3yibrare B3auMoneiicTBUSI BOCTOYHOM M 3aITaHOM My3bIKaTh-
HOM TpaguIINKM Ha apXUTEKTOHMIECKOM YPOBHE C(HOPMUPOBAIVICH BOJTIO-
LIMOHHBIE CTyNeHU HOBOI Mopdosioruu. FOpuit Xoonos onpeneser aAsa
myTu hopmoodpazoBanus (Xomomos 2002: 380):
®  [IePEeMHTOHMPOBAHME TPATUIIMOHHBIX (DOPM HOBBIM SI3BIKOM,
® TpaHchopMupoBaHHAs hopMa (TpaHChopmMa), T. €. HoBast hopMa Ha

OCHOBE TPaIWIIMOHHBIX TPUHIIATIOB.

K uncity mepeMHTOHUPOBaHHBIX (DOPM OTHOCATCSI cramu4eckas (Co-
HOpHAas) U My3bIKaJIbHO-TeaTpajabHasI (HalIpuMep, UHCIMPYMEeHMAAbHO-
meampanvhas U T. 1.), TpaHcopMa — pummuyeckas (AMCIIOBast ), OMKPbIMAsL
(amearopuueckas), Koaraxcuas, epaguyeckas. OCTAHOBUMCS Ha XapaKTe-
PUMCTUKE BaXKHEUIIINX.

Cmamuueckas ¢opma — 310 hopMa npebdbvieanusi BO BpeMEHH, T. €.
pacmsaHymasi BO BpeMEHH My3bIKaJIbHasl CTPYKTYPA, TIe CTPYKTYPHBIMU y3-
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JIaMU SIBJISIIOTCST 30echb, menepb, momenmsl. OpraHn30BaHHAS TIO KAKOMY-
J0O0 TIPUHIIUITY — TIOBTOPA, YUCIOBOTO Psijia, PETIPU3HOCTH U T. TI. — MY-
3bIKa TI0 CBOEMY 3BYKOBOMY COCTaBY (MaTepuairy) MOXET ObITh COHOPHO,
MUHUMAJIMCTCKOM, MPOCTPAHCTBEHHON (CTepeoOHNYECKOi) U TIp., He
cozepxkarh Kakoro-imbo 1eieHanpaBIeHHOTO NeHCTBUSI U AUHAMUKMU.
Eme B Havasme XX Beka B €BpPOMEICKOI MPAKTUKE MOXHO OOHAPYXUTh
Takoi (hopMooOpa3zyoInii S7IeMEHT KaK CTaTUKa, XapaKTePHBIH 7151 My-
3BIKATBHOTO OBITHSI MHOTUX BHEEBPOIIEMCKMX KYIBTYp. B KauecTse npu-
MEpOB MpuBeaeM 38yku Houu 3 tukia Ha eoavrom 603dyxe benst bapto-
Ka, 3-10 9acTh Jupuueckoii croumot AboaHa bepra u map.

[Muonepom B coznannu hopmbl HeeBporeiickoro tTumna sisuicst Kapi-
xaifai [llTokxay3eH, KOTOPBIf UICXOUI U3 TOTO, UTO 8ce npoucxodsuiee He
pazeueaemcs om onpedeNeHH020 Ha4aia K Heu30exdcHomMy KOHUY: KOHUeHm -
payus Ha “ceituac”, Ha kaxcoom “meneps ”, coz0aem ca08Ho Obl 6ePMUKANb-
Hble cpe3bl, 6NA0Mb 00 8HEBPEMEHHOCMU, KOMOPYIO 51 HA3bl8AI0 8EUHOCIbIO
(IToxxay3eH 1995a: 41). OH BRIIBUHYJ UICIO crnamuteckoill (hOPMBI, aHa-
JIOTUM KOTOPOU BUAES B BOCTOYHBIX TPUHLIMTIAX HedesiHus, CO3ePLIaHMsI.
B ocHoBe cmamuueckoii popMbl TEXKUT OPUTUHATBHASI KOHLIETIIIUST BPe-
menu LlToxxayszena: Coseputencmeo opeanuzayuu mamepuania npeonona-
eaem nocmosnHoe npucymemeue edutoeo. Huxaxoeo “pazeumus”: moavko
NOCMOsIHHOE NPUCYMCMEUE CKBO3HOU 0P2AHU3AUUU 8 MY3blKe MOJICen 8bl3-
6amo cocmosiHue medumamuéHoeo |BoiaeneHo MHo. — A. C.] cayua-
HUs: npebbleaHue 6 My3vike, He mpedyoujee npedvloyueo u nocaedyuleeo,
04151 mo2o umoosl ocnpurumams eduruyroe... (L tokxaysex 19956: 46—47).
[Ipedbisanue 6 my3vike COOTBETCTBYET BOCTOUHOMY TTPUHIIUITY MEAUTUPO-
BaHUsI, TOJpa3yMeBasi 0cO00€ OLIYIIIEHE BPEMEHHU, JIMIIIEHHOE TUHAMU -
YECKOI MPOIECCYabHOCTU, CTATUIECKN CKOHIIEHTPUPOBAHHOE Ha KaX-
JIOM MTHOBEHUU. DTa KOHIEIIINS BpEMEHU, Pa3BEPHYBIIASICS B TIOJIHOM
Mepe HeCKOJIbKO TTO3/IHee, TPUHIUTTNAIbHA JJ1s TROpUYeCKOl (hrnocodumn
Kapixaiinua Ltokxay3eHna. Ceetiana CaBeHKO MUIIIET O €r0 KOMIIO3M-
i Stimmung:

Imo camoe ybedumensHoe ocyuecmenerue pemMeHnbixX uoel KOMno3u-
mopa, NPUHUUNA CIMAMUYeCcKoil MOMeHm-POPMbl, NOCKOABKY 30eCh cyuje-
cmeyem mMouHas uepapxu1eckas 3aUcUMOCHb CMamu4eckK020 MaKkpomupa u
NO0BUIICHO20, UBMEHUUBO2O MUKPOMUPA. IMa OUHAMUUECKAsl CONPSINCEHHOCHb
6ce 6peMsi owyu,aemces cayulamenem, nepejcusarnuum Heucuepnaemoe 60-
2amcmeo MomeHma, pacmaHymoeo 0o eéeunocmu. O6epmoHo8blil KOMNAEKC
30ecb — 38YK080Il KOCMOC, €20 (hopmuposanue u pazeepmoiéanue N000OHO co-
3UOAHUIO BCENCHHOIL, PONCOCHHOIL K JCU3HU ME0op4ecKoll soneil. Ecmecmeen-
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Has1 c63b paz0enos “Stimmung ” He npensmcmeyen OmKpPbImoCchu KOMNO3UYUU:
0AUMENBHOCMb OCHOBHO20 AKKOPOAQ 1e2K0 NPeOCmasums U KaK MeHOBEHHYIO,
U Kax 6eckoHeyHyro, ubo eco cmamuka eHespemenna (CaBenko 1995: 25).

[Ipumep 1. Kapuxaiinu IllTokxay3en, Stimmung (Hacmpoii) nas mecT
BokaymmcToB (1968), cxema pacnosoxenns coqmcTos (B), My3bIKaHTOB 1
PEKNCCEPOB:

B my3ssike LllTokxay3eHa 6ocmounbiii naacm cTall HE TOIBKO pPecyp-
COM HOBBIX MY3bIKQJIBHBIX I, HO I ICTOYHUKOM TyXOBHOT'O OOHOBJIE-
HUsI, BBIXOIOM 13 TBOpYecKoro Kpuanca. CoBITaieHUS BaxKHEHUIITNX 3CTe-
THKO-(PUI0CODCKUX MOJTOXKEHNIT BOCTOYHOTO KOCMOTOHM3MAa M HOBBIX
MpUHIUITOB My3bIKH IlIToOKXay3eHa HECOMHEHHBI, TIOPOI0 — OYKBAIHHEL.
Cnokoiicmeue, mMuuuHa u HeO3Mymumocms Ha Bocmoke nocmosiHHo conpu-
Kacaemcs ¢ eeunocmoio, et Haiicaiy Cynsyku (uT. mo: Mcmopus co-
epemennoil 3apyoecnoti pusocogpuu [..] (1997: 265).

AHaJIOTUYHa TpaKTOBKa cmamuyeckol Gopmbl y Auépag JIuretn
(Apparitions, Atmosphéres), y BsuecnaBa Ky3HeloBa (cuMboHUYECKME
Mmenutanuu Tews cmekaa), Axona Keitmka (Bapuayuu 1), Ansdpena
IIautke (Pianissimo).

Hpyroit TUIT apXUTEKTOHNKN — pummuyeckas ¢popma; 3T0 0OOBIIHO
3aMKHYTasI, pexxe — pa30MKHyTas1 popMa, CKOHCTPpYHPOBaHHAS TT0 TIPUH-
LIUITY PUTMUYECKOI OpraHU3allny MHIWMCKUX Ta1a uin para. [loHsTue
mana 03HaYaeT MPUHIIAT METPOPUTMHUIECCKOI OpraHU3alNY B TPATUALI -
OHHOI MHINICKO# My3bIKe (B TICPBYIO OUepeib, B pare), OCHOBaHHBIN Ha
MHOTOKPATHOM ITOBTOPEHUN METPOPUTMUICCKON CEKITNM; KaxKIbIi Tajia
CBSI3aH C OIpeIeIeHHBIM SMOIIMOHATLHO-TICUXOJIOTMUYECKIM COCTOSTHIEM
yejoBeKa. Pummuyeckas hopMa B 1IEJIOM CTPOMTCSI Ha OCHOBE OIIpeie-
JICHHOTO YMCIIa.

ITpuMepoM MCITOTBb30BaHMS XapaKTePHBIX MIJIS TaJIa M pard IIpUeMOB
cnyxut counnenue Keimka Postcard from Heaven (Omkpoimika c nebec)
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st 1—20 apd, He nMeloliee 3aKJIIOUUTEIbHON KaleHIIUU. 31eCh, Ha Kax-
JIOl HOTHOW CTPaHUIIE, BHITTMCAHBI 3 TBOMHBIE parvi — BOCXOSIIINE Y HUC-
xoJs1me 3ByKopsiabl. McrnosHuTe b CBOOOIEH B BLIOOPE M MOXKET U30paTh
TO WJIM MHOE HampaBJieH1e 3ByKOPsIIOB, OTaess ux (parn) nayzamu. Cre-
ITysT YACIIOBOMY Psimy, apPUCT TaKKe MOXET N30paTh M BDEMEHHYIO ¢IM-
HUILY pary: o 5 TaKMX eAWHUILL, 3aTeM 7 U 8 U T. JI. TT0 KOHKPETHOMY PSILY,
oTmensast MeJaoauueckue ¢dpassl may3amMmu. COUMHEHNE XapaKTepU3yeTcs
METPOPUTMHUUYECKOIN N3MEHYMBOCTBIO M HEPETYJISIPHOCTEIO. B nednHmImo
¢opMBI BBeeHBI CBOOOIA, UMITPOBU3ALIMOHHOCTD, MHACTEPMUHN3M. B
TAHHOU pummuueckoii hopMe 0cob0e, CMMBOJINYECKOE 3HAUYCHNE UMEET
HarpaBJicHUe OBIKEHUs. Tak, UMITPOBU3ALINS HA 6biMAHYMble B 3BYKO-
BYIO JIMHHUIO TOHBI Paru ¢ MOCTETICHHBIM 3aBOCBaHMEM BCETO AMarna3oHa
03HaAYaeT JYXOBHOE BOCXOXKIECHME ¥ TTOCTIKEHNE 00KECTBEHHBIX MCTHH,
MocIaHHbIX Ha omkpbimie ¢ Hebec (IlepeBep3sena 2006: 203).
CumMnTomMaTnaHO 1 ontucanue KeitmkeM cBoeit Kommo3unu Lecture
on Nothing (Jlexyus o Huumo), Takxxe oTHOCSILLEICS K pummuteckoii Hop-
Me. KoMITo3ums puTMIIeCcKH CTPYKTYpHpPOBaHAa ITIOCPEICTBOM Yncia. B
COYMHEHWU YUCJI0 4 pa3ielieHO Ha HECKOJIbKO COCTABISIONINX: Ha 2+2,
Ha2+1+1,Ha 1+1+1+1 U T 1., u TEM caMbIM Y1CJI0 4 IBUJIOCH (DOPMOOD-
Pa3yIoIMM TPUHLIMITOM COYMHEeHUS. Tak, B KaXKIOi CTPOKe TeKCTa 1o 4
TakTa, 12 CTpoK 00pa3yloT MeJIKWii pa3ies puTMUUECKOl CTPYKTyphl. Bcero
obpa3syetcd 48 pa3nesioB 1o 48 TaKTOB B KaxkaoM. JIeKIus AeTuTcs Ha SATh
KPYIHBIX YacTeil B CISMYIONIEM COOTHOILIIEHUU pa3ieioB: 7—6—14—14—7.
Ha ocHoBe TOr0 Xe uncioBoro psiaa B Lecture on Nothing opraHU30BaHbI
48 TaKTOB KaXk10ro MeJIKOTro pazaeia. 45 MUHYT JeKLUMHU ObLIY pa3aeieHbl
IT0 3aKOHY KBaIpaTHOTO KOPHS: BeCh TEKCT — Ha IISITh OOJIBIINX YacTei,
Te B CBOIO OYepelb — Ha IATh MalbIX. Opeanusayus nocpeocmeom Keao-
DPAamHO20 KOPHs 0aem 803MONCHOCIb NOCPOUMb MUKDO- U MAKPOKOCMUYeC-
KV pUmMmOo-cmpyKmypy, KOmopyo s HAX0XCy 8ecoMa NPUemMAeMOll U npuem-
arouell. Ha npemvepe 5 pacmseugan croea, cioeu, Ucnoav3oean npuem rubato,
deaan ecmecmeeHHble 05 pedu nay3vl U HaMepeHHbvle OCMAHO8KU 8 onpede-
JNICHHbIX Mecmax co2aacHo uucaosot gopmyae (uut. mo: Iepesepsena 2006:
223). PutMurueckue CTpyKTyphl IPEACTABISIOT OCHOBHYIO (hOpMOOOpasy-
ro1yo naer komnozunuii JIxxona Keiimxka. Puxapn KocrenaHel nuiier:
Pummuueckuii nooxoo Keiidxca — amo ananoe uHouiickoeo mana, Ho ¢ Haua-
JN0M U OKOHYAHUEM, XAPAKMepHbIM 045 3anadnot my3siku (IUT. 110: Ilepe-
Bep3ena 2006: 201). [Tpumepamu pummuueckoii GOPMBI SIBIISTIOTCS TAKKE
Harawi OmuBbe Meccuana, cuMmbonust Caviuty... Ymoakao... (bopma cTpo-
WTCS TI0 MaTeMaTh4decKoi Tporopunu ®udonawun), Yem u newem st
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yIapHBIX ¥ KJIaBeCHHA (COOTHOILIEHUE YETHBIX M HEYSTHBIX Yucesn 2 U 3,
CHMBOJIU3UPYIOIINX ThMY M CBET, OTIpeAeIIeT PUTMUUCCKYIO CTPYKTYPY
counHeHwus1) Codpu [yoaiimymmHOI.

BaxkHeH MM TOCTHKEHUEM eBPOITEiCKOTO My3bIKaJIbHOTO aBaHTap/a,
WCITBITHIBAIOIIETO TTUETET K BOCTOYHOI TPAIUIINK, SIBIIICTCS OMKPbILMAs
tdhopma, T. e. popMa, He UMelOIIasT OKOHYAHUS U IOITYCKAOIIasi pa3jiny-
HBIe BapuaHTHI uctiogHeHus (3ameBanoBa 2009). Omkpsimyio hopMy OT-
JIMYAET PsIT OCOOCHHOCTE: CTPYKTYpHasi pa30MKHYTOCTb, CIy4ailiHOCTb,
HeMpeaIcKa3yeMOoCTh, CMBIC/IOBas HEOMHO3HAYHOCTh. PDopMa oOCHOBaHa Ha
MIPUHLIMIIEC UMIIPOBHU3AIINH, TI0 CBOEH TPAKTOBKE BpEMEHM TaK:Ke TTPUOIIH-
Xaroleiics K nuauiickoi pare. C metadopoil paru omxpsimyr Gopmy
POIHUT MIesi 66CKOHEUHOCTH K MHOTOBapMaHTHOCTh, CBOEOOPa3HO pea-
JIN3YIOIIAst BOCTOYHBII TPUHIIMIT MHOXECTBEeHHOCTH. C BOCTOYHOM Tpa-
IWITAEH CBsI3aH M CBOOOMHBIN MOPSIOK CISIOBAaHMS YacTell B IIpoliecce
WCITOTHEHNsI, 0a3UPYIOIINIACS Ha Maee CIIOHTAHUPOBaHUs. Hem Huueeo
cnAouHoR0, yeavroeo |[..]. Camoe bbimue ecmb edceMeHOBeHHOe U3MeHeHUe,
u60 2de nem nepemennt, Hem u 6vimusi (Cospemennulil hurocopckuii crosaps
1996: 55). B xauectBe mpuMepa npuBeaeM TpeThio coHaty [1bepa byiesa.
[enepupyroleii nmeeit co3gaHus omkpbimoil GOPMBI SIBUJICS MOIXOI K
MpoodJieMe CITy4aliHOCTHA B UMITPOBU3ALIMOHHBIX (hOpMaxX MHAUKCKON My-
3bIKM, CBOOOIHOI OT MeTprUIeCcKUX HOpM (3051030Ba 1989: 56). Nnes 6ec-
KOHEUYHOCTH 00pesia KOHKPETHBIN BUI B omkpbimoi popme KapixaitHiia
Mrokxay3eHa (Zyklus nist ynapHbIX MHCTPYMEHTOB, Momente 1Jisi corpa-
HO, YEThIPEX XOPOBBIX IPYMII 1 13 MHCTPYMEHTOB).

OTnebHbIe 3JIEMEHTHI ITPOSIBJIEHUST BOCTOYHBIX IIPUHIIATIOB (8ce 60
6cem, 6ce U3z 00H020) B GOpMOOOpPA30BaHMUU HAXOAUM B YHH(DOPMAIbHOM
MY3bIKEe, TTO3UIIMOHUPYIOIIeit cebst momenm-gopmoii. MoMeHT-Dopma
MapajioKcaabHa C TOUKU 3PEHUS KJIACCUIECKOTO MY3bIKaJbHOT'O MBIIILIE-
HUSI: C OTHO¥ CTOPOHBI, 1IeJIbI0 MY3BIKAJIBHOTO OBITHSI CTABUTCS 1pebbléa-
Hue BO BPEMEHH, TJie BPeMsI BBICTYMAeT B POJIM MY3bIKaJIbHO OPraHU30-
BaHHOTO OBITHS. C IPYTOli CTOPOHBI, peaIbHOE BPEMSI OCIAHABAUBACIICS,
TOTIIa KaK XpOHOJIOTMYECKOE MeHOGeHe B BOCTIPUSITUM pa30yxaem 10 TICH-
xoJjiornueckoit geunocmu. B momeHT-popme IITokxay3eH BUTUT CBOEOO-
pa3HYI0 TCHACHILINIO MOOEINTh KOHEUHOCTh BPEMEHU, 1n00edums cmepms
(I0rokxay3eHn 19956: 45).

IMpumepoM MoMeHT-(hOPMEI ABIIsIeTCsT Mantra mutst ABYX (hopTeTMaHO
u ynapHbix, rae [ltokxay3eH odpalaeTcs K beckoHeuHoMy METOANIECKOMY
BapbMPOBAHMNIO Ha OCHOBE TEXHNKY TOPU30HTAIBHOTO UICHUS. B ocHOBe
COYMHEHUS JICXKUT OTHA MHTOHAIIMOHHAS (hopMyJia, KOTopast boavuue, yem
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ACLMMOMUBHDLIL UAU NCUXOSDAMMAMUHECK UL 3HAK, 00AblULe, YeM DA36EPMbl-
BAOWASICS MeMA UAU 2eHepUPYeMasi cepusi; QopMyAa-Mampuya u naAaH Mux-
DPO- U MAKpOGOpMbL, HO @Mecme ¢ mem maKdice NCUXu4eckuii 06pas u ompa-
Jcenue Koneobanuil cynepmenmansioix nposiesenuil (bariox 1999: 91—110).

[Ipumep 2. Kapnxaiinn IllTokxaysen, Mantra njia npyx ¢oprenuano u
yaapusix (1970), popmyna:
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MaHtpa’ — 3T0 cakpajibHas [1033Msl, CBALIEHHbII TUMH B Oy IU3ME,
TPEeOYIOLINI TOYHOTO BOCITPOU3BEICHNS 3BYKOB, BEIPAXKEHHBIX 3BYKOBOI

2 MaHTtpa (CaHCKp. mantra — paccyXJIeHne, u3pedeHre) — CBSIIEeHHbIN TUMH B
OymIM3Me, YacTh pUTyala B BeIUIUCKOM pesuruu. MaHTpa — 3To 3ByKU BceeneH-
HOI. MaHTpa npe/cTaBisieT co00l coyeTaHUe HeCKOIbKUX 3BYKOB WJIM CJIOB Ha
CAHCKPHTE, KaXIbIi M3 KOTOPBIX MMEET IIIYOOKUI peTMTio3HO-(GuiIocohCKuii
cMmbici. CovetaHre 3ByKOB, pe30HaHCa M PUTMa MaHTPbI IPUBOIUT K U3MEHEH-
HOMY COCTOSTHUIO CO3HAHMSI, KOTOPOE IMPOU3BOIUTCST HAIIIMM TTOJICO3HAHUEM Ye-
pe3 Mpou3HeCeHWe WX ITPOroBapuBaHKe CJIOB/3BYKOB, B My3bIKaJTbHOM MCKYC-
CTBE MaHTpa Pernpe3eHTUPYeT clIoBeCHbIe HOpMYJbl (8ubpayuu beckoneunoeo) B
BHJIe TOYHOTO BOCIIPOM3BEIcHUST 3ByKOB. CyIIIECTBYeT MHOXXECTBO MaHTP, HO KaxK-
Jast U3 HUX 00J1a1aeT COOCTBEHHBIMU KaueCTBaMU, PUTMOM U BO3/IEHICTBUEM.
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dopmyoit. OHa IpeacTaBiIsIeT CO00I 00IaCTh C8EPXCO3HAHU, N3 KOTOPOTO
HUCXOIUT TBopUecKast MUHTyu1us1. [Tocie MHOTOKpaTHBIX MOBTOPEHUM pOXK-
JaeTcsl UHTYUTUBHOE ollylleHue. YTeHre MaHTp MPOUCXOIUT B 3aCMblé-
wem, 0CmaHo8uuiemMcss BDEMEHU, JUISIEMCS U CTOSIILIEM OTHOBPEMEHHO,
pacmekarue 00Ho2o 60 ecem. 11ITokxay3eH TOTYHO YKa3bIBACT, UTO €TO CO0-
CTBEHHbIE MPEICTaBJIEHUsI O MAaHTPax B3SIThl UM U3 KHUTM CaTnpeMa oo
uHauickoM Mmbicautene pu Aypo6rHao®. B MHTepBbIO MO MOBOLY CBO-
ero counHeHus [1ITokxay3eH TOBOPUT 00 MHANICKOI (hMIOCOMUN U My-
TaIMsSIX YeJIOBEUECKOTO CO3HAHUSI, O HOBOM 4en08eKe, BOCTIUTHIBAEMOM
TaKol My3bIKO#, 0 pacmsaxcenuu mpoctpaHcTBa (LLITokxay3eH 19956: 44).

[1aBHBIM, YTO CBSI3BIBAET 3TO MPOM3BEAEHUE C BOCTOYHOU MEHTaIb-
HOCTBIO, SIBJISIETCSI UHMENNeKMYanabHoe CpoeHue, T. €. TOTUKA ITOCTPOCHUS
1IEJIOTO COTJIACHO BOCTOYHOMY TIPUHIIUITY Ce U3 00H020, PUTMUUYECKUE
KosnebaHust GopMyJibl, KOTOpasi JEXKUT B OCHOBE 3TOTO 11€JIOT0, CO3AaI0T
oIpeeieHHOe MPOrpaMMHOE T0Jie BO3AEHCTBUS Ha CJIyllIaTess1/UCIon-
HuTens. CorylacHO y4eHMSIM MOTM MHOTOE M3 TOTO, YTO MBI CO3/1aeM, SIBJISI-
€TCsI TIOACO3HATEIbHBIM aBTOMATUUECKIM IIPOT PAMMUPOBAaHIEM Yepe3 IIpo-
M3HECeHMe, TporoBapMBaHue CI0B/3BYKOB. IHTEepIIpeTUpys cakKpajbHOe
3HaYEHUE MaHTP B OyIIM3Me, CJIeAYeT BbIIEIUTh TOT (haKT, UTO MPOU3HE-
CEHHOMY CJIOBY NMPEIIECTBYET MbIC/Ib, KOTOPAs B CBOIO ouepeib 001a1aeT
co3uaaTeNbHO crtoii. Bech cMBICT 3aKiogaeTcs B cpepax caMOBHYIIIE-
HUSI 1 aOCTpakKTHOTro yMo3peHus. UmMeHHo B kommo3uuuu Mantra l1ITok-
Xay3eH MPUXOIUT K MeToay (DOPMYJIbHOCTH, UCTIONB3Ys 13-3ByyHOE 3BE-
HO, KOTOpOoe pa3pabdaTbiBaeTCsl Ha MPOTSDKEHUU BCEro COUMHEHUs, TeM
CcaMBIM aIaTITAPYS BOCTOUHBIC MU B 3aIIaTHOM MY3BIKaJIbHOM aBaHTapIe
(Batiok 1999: 92).

Dopmyna — 3T0 My3bIKaJIbHOE SIBJIEHKE, pa3BUBAIOIIEeCs] HA OCHOBE
KOHKPETHOU 3BYKOBOI CTPYKTYpPHI, a HE CIOXKeTa, B 9TOM €€ OTJIMYre OT

3 Knaura dpanitysckoro aBropa Carnpema Illpu Aypobundo, uru Ilymewecmeue
cOo3HaHUs N3BECTHA KaK KJlacCMYecKoe BBeleHue B MupoBo33peHue [lpu Aypo-
ounHao (1872—1950) — BeIaroLIErocsi MHAWICKOrO MPOBUILIA, MOTH, TI03Ta U (pu-
socoda. TToayuns kiaaccuuyeckoe odOpazoBaHue B AHIJIMM, 1O BO3BpallEHUU B
WHanio oH CTaHOBUTCSI OMHUM W3 JIMIEPOB HAIIMOHAIBHO-O0CBOOOIUTEIEHOTO
NBVKEHUS, @ 3aTeM HEOXKUIAHHO OCTaBJISIET IMTOJUTUIECKYIO IeSI TeIbHOCTD U ITOJT-
HOCTBIO ITOCBSIIIAET ce0sT HoTe 1 UCCIIeNOBaHUSIM YeJI0OBeYeCKOro Co3HaHus. JIu-
TepatypHoe Hacienue Llpu AypoouHao HacuuThiBaeT 35 ToMoB. Ocoboe MecTo
3aHUMAaeT B HEM IIIe/IeBp MUPOBOIA 1M033UK — anudeckas moama Cagumpu, KOTO-
pyto B UHauu Ha3bIBaloT nisgToi Benoii.
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BarHEPOBCKUX JICHTMOTHUBOB, CBSI3aHHBIX C KOHKPETHBIMY ITEPCOHAKaMU
uiu npenMetramu. OHa (hopMyJiia) CoaepKUT B cede He TOJIbKO MaTepual,
HO U CaM¥ 3aKOHBI €70 pa3BUTHS B OTJIMYME OT TeMaTu3Ma; uMeeT 3auK-
CHUPOBAHHBIN MY3bIKAJTbHBIN 00pa3, MPeArnonaraoinii COBOKYIMHOCTh
HECKOJIbKIX YCTOMYMBEIX TTApaMETPOB (PUTM, IJTATEIbHOCTD, TMHAMUKY).
HMmeHHO 13 (hopMyIibl BHIBOIUTCS BCSI TKaHb ITPOM3BEICHUSI TTyTEM pac-
KPBITHUST BCETo 3aKJII0YEHHOTO B 00pa3e IMoTeHIIMajla pa3HO00pa3HbIX BO3-
MOXHOCTEW.

Hnero GopMynbHON KOHIETINN, KOPPEINPYIONIeit ¢ BOCTOUHBIM
MPUHLMIIOM 8ce U3 o0Hoeo, lllTokxayzeH npuMmeHua nozaHee B Inori (1lo-
KA0HeHUe) TSI IBYX COJIMCTOB U OpKecTpa, B renranoruu Licht (Ceem) nnst
COJI0O BOKAJIMCTOB, MHCTPYMEHTAJIMCTOB, TAHIIOPOB, XOPOB, OPKECTPOB,
OajieTa ¥ MAHTOMMMEI, B KOTOPOU KOMITO3UTOP MCITOJIB30BaJ CBSI3b My-
3BIKAJILHOTO ¢ HEMY3bIKaJIbHBIMU SIBJICHUSIMU (CTIEKTpaMU CBeTa, 11BeTa,
TMOJIOKEHEeM HeOeCHBIX CBETHII, BpeMeHaMu rofa 1 cyTok). Llukir ocHo-
BaH Ha PaCKPBITUHM HECKOJBKIX COUCTAIOIINXCS MEXIY COOO0M JT1amoB, KO-
TOPBIE OTPAKAIOT OITBIT IICUXOJIOTUICCKON METUTALINK, I UMEET CBOM ITCH -
XoJoruyeckuit Koga. OTCiofa CJI0XHOCTh My3bIKaJbHOM rpaMMaTUKU 1
HEOOXOIMMOCTb ITOITOTOBKU CIIYIIATEIsI K BOCIIPUSITHUIO.

Takum o6pa3om, HOBbIE TeHAEHLIMU (POPMOOOPA30BaHUSI aBaHTap/ -
HBIX KOMITO3UIINI MHCTIMPUPOBAHBI AKTUBHBIM MHTEPECOM K BOCTOIHBIM
TPagULIMSIM, TPAKTYeMBIX 3allafHBIMM KOMITO3UTOpPaMU KakK (hakTop 00-
HOBJIEHUSI YCTOSIBILIMXCSI CTEPEOTUIIOB. DTO MPUBEJIO K 000TalleHUIo 1
nepeuHmMoHUPOBAHIIO CIIOXUBIIIMXCS B €BPOITEMCKON MYy3bIKE apXUTEKTO-
HUYECKUX TIPUHIIMITIOB, a TAKXKe K CO3TaHMI0 HOBBIX (DOPM, CBSI3aHHBIX C
HEeBPOICCKIM TUTIOM MBITIUIeHMS. [TapanurMa MHOXKECTBEHHOCTH MYy3bI-
KaJIbHOTO ITOCTMO/IEPHU3Ma OTIpe/ienIa HOBU3HY My3bIKaJbHOTO KOHCT-
PYMPOBAHUS M apXUTEKTOHMYECKOTO 3aMbICJIa. DTO HAIILIO MPOSIBJICHUE B
KOMITO3UTOPCKOM TEXHUKE €BPONECHCKUX MY3BIKAHTOB: aJieaTOpUKa —
MY3BbIKaJIbHOE BOIUIOIIEHNE TEOPUH CTyJalTHOCTH, COHOPHUKA — npebbléa-
HUe 6 36y4aHUU, METUTAaTUBHOCTh — MY3bIKaJIbHOE ITOIPYKeHUE B MUP COO-
CTBEHHOTO 4, MUHUMAJIU3M — JJAKOHU3M M TTPOCTOTA B UCITOJIb30BaHUM
MY3BIKaJIBHBIX CPEICTB. Bee 3T crtocoOBI KOHIIEHTPAIIH MYy3bIKaIbHOTO
MaTepHuaa IpeACTaBIIsTIOT CO00I apXUTEKTOHNIECKUIT aCTIEKT HOBOI My-
3BIKAJIbHOI PealbHOCTH, KOTOpasi BOZHUKJIA B pe3yJibraTe ajanTaluu
BOCTOYHOW TpaJAMIIMK B aBaHTapIHOM KOMITO3UTOPCKOM TBOPYECTRBE.
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Refraction of East Traditions in Architectonics of
Musical Compositions in the Second Half of the 20™ Century

Alla Subbotniaya

Summary

European musical art of the second half of the 20* 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, rbhythm,
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;:

e change of traditional forms with the new language (static form),
e transformation, a new form based on traditional principles (open,
rhythmic, the moment-forms).

Static form — 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. Open form based on the principle
of improvisation, in its treatment of time is also approaching Indian raga.
Rhythmicformbased on a certain number. The moment-formbased
on the principle of infinite melodic variation on the basis of a formula.

In the field of architectonic created new form: o p e (Third Sonata
of Pierre Boulez, Zyklus and Momente of Karlheinz Stockhausen),
rhythmic (Lecture on Nothing of John Cage), static (Apparitions,
Atmospheres of Gyorgy Ligeti, symphonic meditation Shadow Windows
of Vjaceslav Kuznecov), the moment-forms (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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The Contemplating Origins
in Lithuanian Contemporary Music:
The Book of Jerusalem of the North
by Mindaugas Urbaitis

Mag. art. Violeta Tumasoniené

The Junior Research Fellow of the Lithuanian Academy of
Music and Theatre, Musicological institute,
Department of Science and Publishing

Mindaugas Urbaitis (1952) at the end of 20" 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, Astor 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 Sartinas 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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sutartineés as if it is a powerful load of minimalist inspiration sutartinés

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-
taviCius in Lithuania, Veljo Tormis and Arvo Pirt 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:

e Behold, My Love: text from Song of Songs and Robert Herrick for
soprano, flute, cello and harpsichord, 2010, 8°307*;

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’;

e 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°);

e A Childis Born in Bethlehem: text by Martynas Mazvydas for voice,
oboe, bells, organ, cello, 1997;

e Mary the Virgin: text by Martynas Mazvydas for voice and kanklés,
1997;

Hymmn About the Holy Sacrament for voice, cello and kanklés, 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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e 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;

e 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 18" 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 Lempertiené. 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-nos. 2. Kei-nan ma-ha-lal’el ja-red. 3. Cha-noch me-
tu-Se-lach la-mech. 4. No’ach sem 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-sech ve-ti-ras. 6. Uv-
nei go-mer// as-ke-naz ve-di-fat ve-to-gar-ma. 7. Uv-nei ja-van// e-li-Sa
ve-tar-§iSa// kit-t im ve-ro-da-nim. 8. Be-nei cham// kus u-mic-ra-jim//
put uch-ng’an. 9. Uv-nei kus// se-va va-cha-vi-la// ve-sav-ta ve-ra-ma ve-
sav-te-cha// uv-nei ra-ma// $eva 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, Mabhalalel, 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.

257



Miizikas zindtne sodien: pastavigais un mainigais — IV

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-Sem e-lo-him ma’ad-dir// $e-me-cha mal-chu-te-cha mal-
chut kol’o-la-mim.

(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-Sem// ho-du ve-ra-ne-nu li-Smo.
12. Ve’et je-ru-$a-la-jim kir-jat el// hu pa-kad be-Se-vet pis’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.

B S s
A
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Example 1. Rithmical recitation
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Example 3. Echo effect
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verse 10-11

Example 5. Tenor. The Book of Tobit, chapter 13
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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 raising
minimalistic stylistics.

Example 6 The principle of raising minimalistic stylistics see on

p. 263.

262

Conclusions

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.

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 fromany intentions, allowing sonic phenomenatooccur
for their own acoustic reasons (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.

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 6. The principle of raising minimalistic stylistics
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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.

Kontemplacijas izcelsme lietuviesu laikmetigaja muzika:
par Mindauga Urbaisa kompoziciju
Ziemelu Jeruzalemes gramata

Violeta Tumasoniene
Kopsavilkums

Mindauga Urbaisa Ziemelu Jeruzalemes gramatas (2001) tekstualie
avoti:

e Pirma Laiku gramata: 1. nodala, 1.-9., 17.-18., 20.-34., 35.-42.
varsma; 2. nodala, 1.-2., 5.-6., 8.-9., 16. varsma; 4. nodala: 24.—
27.varsma; 16. nodala, 8., 23.,28., 31., 34., 36. varsma;

e Tobita gramata: 13. nodala, 1., 10.-11., 19.-20. varsma
Mindaugs Urbaitis (1952) 20. gadsimta 90. gados bija visradikalakais

minimalisma parstavis lietuviesu mazika. Vina stundu garo Trio trim

melodiskajiem instrumentiem (1982) vietéja publika uztvéra ka skan-
dalozu darbu - visa apjomiga kompozicija veidota ka skietami nemainiga
mazikas materidla bezgaligu atkartojumu virkne. Saja perioda tapusie

Urbaisa skandarbi iezimigi ar ipasu racionalismu, viengabalainibu un

stila tiribu. Komponists arvien sliecies uz kontemplativam un meditativam

noskanam. Sada minimalisma izpratne dominé ari amerikanu muzika,
jo ipasi jutama sasauksanas ar Filipa Glasa stilu.

Raksta citéts teksts senebreju valoda Laras Lempertienes versija. Ta
ka Tobita gramata nepieder pie ebreju Bibeles kanoniskajiem tekstiem,
Lempertiene izmantojusi tekstus, kas tulkoti no grieku valodas; vél viens
tekstualais avots ir anglu teksti no Bibeles majaslapas (The First Book of
the Chronicles 1901). So tekstu tvérums Urbai$a Ziemelu Jeruzalemas
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gramata ir loti vienkarss: dominé reditacija, sekundu intonacijas, atbalss

efekts, skaidri uztverams ritms un emocionalas nianses, kas izriet no

atsevisku vardu semantikas. Tobita gramatas teksta interpretacijai rakstu-
rigs klusinats melodijas skanéjums un intonativa saikne ar ebreju muziku —
jo ipasi kvartu, tercu, sekstu un lielo sekundu intervalika.

Raksta ietverta ari tabula, kura atveidota Ziemelu Jeruzalemes gra-
matas dinamikas skala. Seviski jaatzimé skandarba vérojama vairaku
kultarslanu ietekme: $eit pirmam kartam minami Sveétie Raksti un to vés-
turiskas transformacijas; neraugoties uz dazadu zinasanu un informacijas
parpilnibu, $ie pirmavoti dzili iespiedusies ar kulturidentitati saistitaja
vesturiskaja atmina. Minimalisma gars izpauzas ne vien recitacija, bet
arl instrumentalajas epizodeés, kur vérojam minimalisma stilistikas kapi-
najuma principu.

Galvenie secinajumi ir $adi.

1. Izraélas cilmes bibeles personazi (Adams, Abrams, kénini un divpad-
smit cil$u parstavji), kas atveidoti ar recitaciju kora partija, uztverami
ka pasaules viriska elementa pirmsakums, un vinu partija, kura do-
miné diatonisks izklasts, gust galveno lomu kompozicija.

2. Instrumentalas epizodes savukart ir ka moderna (musdienu) laikmeta
zimes. Te vieta Stiva Reiha citats no darba Music as a Gradual Process
(Muzika ka pakapenisks process): [..] Sis emocionalais limenis par-
sniedz jau pasa skandarba ietvarus, skana pakapeniski atbrivojas
no jebkadas “ieceres” un atklajas ka pasvertiba, akustisks fenomens
(citéts péc: Reich 2002: 35). Mindaugs Urbaitis sava kompozicija
atklaj ne tik daudz dazadu skanu un saskanu semantisko nozimi vai
muzikalo kontekstu, bet gan akustisko pozitivismu — o paradibu
Stivs Reihs attiecina uz minimalistu mazikas formu, savukart pasu
akustiska pozitivisma jédzienu izstradajis Dzeremijs Grimshovs, lai
raksturotu minimalistu koncentrésanos uz skanisko matériju (Grim-
shaw 2005: 189). Bibeles tekstiem ir ipasas, tikai tiem raksturigas
semantiskas nozimes. Savukart Bibeles vardu muzikalais konteksts
gust dazadas (vairak neka 5000) nozimes, kas saistitas ar Bibeli atski-
rigos laikmetos: no Vecas Deribas ar RadiSanas gramatu lidz Jaunajai
Deribai ar Sv. Jana véstuléem. Urbaisa miminalisms veidots, stingri
ievérojot Bibeles muzikas tradicijas: bez polifonijas, sieviesu balsim
un dejam.

3. Vecas Deribas teksti atspogulo izredzetas tautas ideju. Komponista
izraudzitas idiomas atklaj loti dazadas iespéjamas semantiskas
interpretacijas. SeviS$ku uzmanibu saista Urbaisa veidotas alazijas
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ar Filipa Glasa maziku — vienu no labi pazistamiem ebreju mazikas
paraugiem. Melodija un viss tematiskais materials nav separats,
autonoms, tas organiski saistits ar Svéto Rakstu tekstu. Tomeér ma-
zikas struktira neseko Bibeles tekstu uzbuvei. Tas acimredzot skaid-
rojams tadéjadi, ka komponistam bijusi nepiecieSsami instrumentali
iespraudumi ka vina muzikalas identitates zimes.

4. Urbaitis nelieto parastos sakralas muzikas atribatus, ka koraliskums,
dazadas arhaikas izpausmes u. tml.; $aja muzika nesaskatam ari
avangarda ietekmi. Minimalisma stilistika nosaka skandarba kon-
templativo ievirzi.
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Miizikas zanrs Pétera Plakida un
Jura Karlsona instrumentaldarbos

Mag. art. llona Budeniece
Jazepa Vitola Latvijas Muzikas akademijas doktorante

Ikviens laikmets muzikas vésturé ieziméjas ar zinamiem mekl&éjuma
procesiem, parmainam, nestabilitati. Ipasi spilgti §1 paradiba atklajas
20. gadsimta, kurs licis parvértét gadsimtu gaita nostiprinajusas tradicijas,
tostarp ari zanra sféra. Kopuma Zanra situaciju pagajusa gadsimta mazika
raksturo divas galvenas tendences. Pirma atspogulo centienus attistit un
pilnveidot jau iepriekséjos gadsimtos nostabilizéjusos zanrus. Savukart
otra tendence rosina atteikties no tipizétiem modeliem, meklgjot jaunus
zanru variantus. Tadéjadi izveidojusies skaitliski iespaidiga kompoziciju
grupa, kuru nosaukumos neparadas tik pazistami un ierasti Zanru apzime-
jumi ka simfonija, sondte, prelidija u. tml. So tradicionalo apzimé&umu
vieta arvien biezak lasami jauni, originali vai agrakajos laikmetos daudz
retak lietoti nosaukumi, pieméram, gramata, ainava, zimejums, veltijums,
retrospekcija, in memoriam un daudzi citi.

Viens no zanriem, kam seviski bieZi pievérsusies gan laikmetigie
arzemju, gan latvieSu komponisti, ir miizika. Raksta merkis ir aplakot $i
zanra ipatnibas divu autoru — Pétera Plakida un Jura Karlsona — dailrade,
ipasu uzmanibu veltot instrumentalkompozicijam.

Skandarbu, kuru nosaukumos ietverts vards miizika, veésturiskas
saknes un impulsi sniedzas visai tala pagatné. Pirmos paraugus varam
attiecinat jau uz 18. gadsimtu; to vida ir, pieméram, Georga Fridriha
Hendela orkestra svitas Udensmiizika (Water Music, 1717), Karaliskas
ugunosanas muzika (Music for the Royal Fireworks, 1749), ka ari
Volfganga Amadeja Mocarta Maza naktsmiizika (Eine kleine Nacht-
musik, 1787). Interesanti, ka $adu nosaukumu lietojums tomeér turpmak
neklast par tradiciju un 19. gadsimta miizikas zanra attistiba praktiski
apsikst.

Batisku pavérsienu iezimé 20. gadsimta pirma puse. Zanra aktuali-
z&$ana nozimigu ieguldijumu devis vacu komponists Pauls Hindemits.
Vina spalvai pieder turpat divdesmit partitaru dazadiem instrumentu
sastaviem, kuru nosaukumos figuré vards muizika (to sacerésana aptver
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laikposmu no 20. gadsimta otras desmitgades' lidz pat 30. gadu vidum),
pieméram, Koncertmiizika klavierem, metala pusaminstrumentiem un
arfai (Konzertmusik fiir Klavier, Blechbliser und Harfe op. 49, 1930),
Séru miizika altam un stigu orkestrim (Trauermusik fiir Streichorchester
mit Solobratsche, 1936) un daudzi citi. Spilgtas mizzikas radijusi ari tadi
komponisti ka Béla Bartoks (Mizika stigam, sitaminstrumentiem un
Celestai/Music for String, Percussion and Celesta, 1936), Vitolds Lutoslav-
skis (Seru muzikal Musique funebre stigu orkestrim Belas Bartoka piemi-
nai, 1958), Sofija Gubaidulina (Miizika flautai, stigam un sitaminstru-
mentiem/Musik fiir Flote, Streicher und Schlagzeug, 1994), Ksistofs
Pendereckis (Miizika alta flautai, marimbai un stigam/Music for Alto
Flute, Marimba and Strings, 2000).

Latviesu komponistu instrumentalaja dailradé skandarbi ar nosau-
kuma ietvertu vardu miizika visdazadakajos variantos paradas pagajusa
gadsimta 60. gados. Pirmo $ada veida kompoziciju radijis Janis Kalnins
(Miizika stigu orkestrim, 1965). Starp citiem agrino muiziku autoriem
jamin Artars Grinups (Miizika simfoniskajam orkestrim, 1966), Pauls
Dambis (Svetku miizika simfoniskajam orkestrim, 1967), Gederts Ramans
(Kraces apiet nav laika, muzika simfoniskajam orkestrim, 1967) u. c.
Sakuma skanrazi vél visai piesardzigi izturas pret iespéju rakstit zanriska
zina tik nekonkreétas kompozicijas, turpreti sekojosas desmitgades latviesu
muzika ieziméjas ar izteikti progreséjosu tendenci: atklajas parsteidzosi
intensivs $ada veida opusu skaita pieaugums, augstako virsotni sasniedzot
pagdjusa gadsimta 90. gados?. Jaatzist, ka ne tikai latviesu, bet ari visas
Eiropas skanumaksla tiesi kop$ 70. gadiem un jo ipasi 80.-90. gados
ieverojami palielinas skandarbu skaits, kuru nosaukumos ta vai citadi
figuré vards miizika, un $is zanrs klust par raksturigu un stabilu paradibu
muzikas kultara lidz pat musdienam.

Sadu skandarbu popularitates peksnais uzliesmojums latviesu instru-
mentalmuzika rosinaja ielakoties ari musu tuvéjo kaiminu — Lietuvas un
Igaunijas — komponistu dailrade. Jasecina, ka kompozicijas ar nosaukuma

! Hindemita pirma kompozicija ar nosaukuma ietvertu vardu miizika tapusi
1917. gada — Musik fiir 6 Instrumenten und einen Umwender. Diemz€él minéta
skandarba partitara nav saglabajusies.

2 Latviesu skanumaksla ir pavisam 89 kompozicijas, kuru nosaukumos figuré
vards miizika: 60. gadi — sesas kompozicijas, 70. gadi — 16 opusi, 80. gadi — 19,
90. gadi — 25, musu gadsimta pirma desmitgade — 20 skandarbi. Trim kompo-
zicijam precizs rasanas gads nav zinams.
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ietvertu vardu miizika taja parstavétas visai plasi, tomér, spriezot péc
pieejamas informacijas®, latviesu skanumaksla $adu darbu klasts ir vél
bagatigaks:
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LietuvieSsu muzikologe Grazina Daunoraviciene (Daunoraviciené)
uz 20. gadsimta mazikas bazes izstradajusi savu zanra teoriju. Skandarbi,
kuru nosaukumos ieklauts vards miizika, tas ietvaros minéti ka viens no
librozanra paveidiem. Ar jédzienu libroZanrs autore apzimé plasu skan-
darbu grupu, kuru nosaukumos nav fiksétas tradicionalu zanru zimes;
proti, librozanrs ir Zanrs bez tradicijas jeb brivais Zanrs (layHopaBuueHe
1990: 13).

Pievérsoties librozanra sistémiskai izpétei, jasecina, ka loti butiska
nozime ir skandarbu nosaukuma aspektam. Tiesi netradicionalie nosau-
kumi un to daudzkartéja atkarto$anas ir pirmais un galvenais impulss,
kas norada uz dazadu jaunu zanru grupu veidosanos 20. gadsimta. To
apstiprina ne tikai DaunoraviCiene, bet ari citi muzikas pétnieki. Pieme-
ram, Aleksandrs Sokolovs raksta: [..] skandarbu ar nosaukumiem Mau-
zika..., Kompozicija nr.... paradisanas 20. gadsimia atklaj kadu ipatneju
tendenci un lauj secindt, ka $i uzsverta, demonstrativa atteiksands no tipi-
zetiem Zanriem, atpazistamo Zanra zimju neesamiba pakapeniski kjuvusi
par jaunu, noturigu, stabilu Zanra zimi (izcélums mans—1. B.)
(Cokomnos 2007: 10).

3 Autore balstas uz Latvijas, Igaunijas un Lietuvas Muzikas informacijas centru
majas lapas apkopotajam zinam par $o zemju komponistu skandarbiem.
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Nosaukuma aspekts ari klust par galveno parametru librozanra tipo-
logijas veidoSana. Raugoties $ada rakursa, iespéjams diferencét Cetras
dazadas librozanru grupas:

e  skandarbi, kuru koncepcijas pamata ir kads konkréts skanaugstums —
Terija Railija (Riley) In C nenoteiktam instrumentu sastavam (1964),
Lepo Sumeras Iz Es divam klavierem (1978);

e  skandarbi, kuru nosaukumos akcentéts kads attistibas panémiens —
Lucano Berio (Berio) Sekvences (13 sekvences dazadiem instrumen-
tiem, komponétas perioda no 1958 lidz 1996);

e skandarbiar neatkartotiem jeb vienreizéjiem (neoprogrammatiskiem)
poetizétiem nosaukumiem — Jura Karlsona Dilstosa méness zimes
simfoniskajam orkestrim (1993), Rolanda Kronlaka Ledus laikmets
klarnetei (2007), Solveigas Selgas-Timperes Sienazu taka stigu kvar-
tetam, flautai, klarnetei, obojai, sitaminstrumentiem un klavierém
(2005) u. c.;

e  skandarbi, kuru nosaukumos fiksétas kadas atkartotas satura idejas.
Te iespéjams dalijums vél vairakas apaksgrupas, kuras samera plasi
un daudzveidigi atklajas ari latviesu muzika: pieméram, veltijums
(Pétera Plakida Veltijums Bramsam klarnetei, Cellam un klavierém,
1999), ainava (Petera Vaska Ainava ar putniem flautai solo, 1980,
Erika Edenvalda Jiras ainava klavieréem, 2000), meditacija (Pétera
Plakida Meditacija arfai, 1990, Agra Engelmana Meditacija Cellam,
2002), gramata (Pétera Vaska Gramata Cellam, 1978), in memoriam
(Imanta Mezaraupa In memoriam saksofonam, vijolei un klavierém,
1997); un, protams, miizika, kas ir visbagatak parstavetais librozanra
veids latvieSu skanumaksla.

Aprakstito librozanru iedalijumu var shematiski atainot sadi (skat.
1. attélu).

Skandarbi ar nosaukumu miizika ienem butisku vietu vairaku latviesu
komponistu — pieméram, Pétera Vaska, Pétera Plakida, Jura Karlsona,
Andra Vecumnieka, Georga Peléca — dailradé. Soreiz plasak pakavésimies
pie Plakida un Karlsona miizikam, kas atspogulo visai interesantu un
daudzveidigu zanra traktéjumu.

Pétera Plakida plasaja skandarbu klasta rodami Cetri $i librozanra
pieméri — Muzika klavierém, stigam un timpaniem (1969), Romantiska
miizika vijolei, Cellam un klavierem (1980), Brivdabas miizika vijolei un
simfoniskajam orkestrim (2003), ka ari Musica Jubilata vijolei un stigu
orkestrim (2007).
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Ar reatkiriotiem
poetizBtivm mesukumien

Nosaukumi, koros norsdits kiids Posakumm, Kas badsiii uz kida

nitfstibas poglmiens konkrétn skapaugstuma

LIBROZANRS

Ar atkdrtotim saturiskim idegim
nosnukLmes

1. attéls

Jau dailrades sakumposma - pagajusa gadsimta 60. gadu otraja pusé
un 70. gadu sakuma - skanradis loti parliecinosi ienak latviesu muzikas
aprité un 1969. gada iegist diplomu tolaik prestizaja Vissavienibas jauno
komponistu skateé tiesi par vienu no librozanru grupas skandarbiem, proti,
Miiziku klavierém, stigam un timpaniem; tadéjadi vins piesaka sevi ka
spilgts un laikmetigi domajoss autors. Turklat §is ir ari viens no pirmajiem
sada veida skandarbiem latviesu instrumentalmazika kopuma. Buatiski
akcentet, ka nosaukuma aspekta tas atspogulo kopéjo tendenci, kas rak-
sturo librozanra miizika attistibas sakumposmu latviesu skanumaksla:
proti, izraudzits absolati neitrals nosaukums mizika. Tadéjadi Plakidis
sava zina turpina Paula Hindemita un Bélas Bartoka tradiciju, ko, starp
citu, saruna apstiprina ari pats komponists: Es biju uzticigs Bartoka seko-
tajs, vina tradiciju ievérotajs un turpinatdjs latviesu muzika. Acimredzot

271



Miizikas zindtne sodien: pastavigais un mainigais — IV

tas ir pa dalai ietekmejis ari nosaukumu (Plakidis 2010). Tas gan nav

vienigais skanraza paustais arguments, atbildot uz jautajumu par iespé-

jamajiem iemesliem un impulsiem, kas iespaidojusi $ada nosaukuma izveli.

Komponists saruna neiztiek ari bez sev tik raksturigas humora dzirksts

un atklaj, ka nosaukt par muziku savus skandarbus varbut ir zinama

mera katra autora uzputiba. Komponisti iedomajusies, ka ta ir “miuzika”,

ko vini raksta, nevis kaut kads tur savarstijums (Plakidis 2010).
Nakamajos opusos komponists vardam mizzika nosaukuma pievieno

vél kadu paskaidrojosu apziméjumu. Tadéjadi rodas Romantiska miuzika,

Brivdabas miizika un Musica Jubilata. Sadi nosaukumi lauj klausitajam

jau pirms klausisanas zinama méra emocionali noskanoties. Pieméram,

Brivdabas miizikas nosaukuma ietverto domu pats komponists skaidro

sadi: Tas man asociejas ar dabu, ar pleneru, ar muziku, kas skan atklata,

svaiga gaisa un kas reali nemaz brivdaba nav spélejama, jo tur vajadzetu
mikrofonus un labu pastiprinoso aparatiru. Un man personigi tas nepatik.

Es vienmer, visu muzu, esmu devis un dodu prieksroku akustiskai telpai

ar dzivo skanéjumu (Plakidis 2010). Savukart opuss Musica Jubilata vijolei

un stigu orkestrim ir veltits Plakida domubiedram, pasaules atzinibu guvu-
$ajam vijolniekam Gidonam Krémeram ka sveiciens dzimsanas diena

(2007. gada vins svingja apalu 60 gadu jubileju), kas ari izskaidro nosau-

kuma izveli.

Jura Karlsona dailradi bagatina pieci librozanra miizika darbi —
Musica pensierosa Cellam un klavieréem (1976), Vasaras muzika simfo-
niskajam orkestrim (1978), muzika simfoniskajam orkestrim 1945 (1985),
muzika simfoniskajam orkestrim Dilstosa méness zimes (1993), muzika
divam vijolém, altam un Cellam Nakts gaistosas vizijas (1996). Autors
visiem §is grupas opusiem devis poétiski télainus nosaukumus, tadéjadi
ievirzot klausitaju vairak vai mazak konkréta emocionala gultné. Turklat
Karlsona dailradé izgaismojas divas raksturigas tendences:

e  vards miuzika ietverts jau pasa nosaukuma kopa ar kadu paskaid-
rojosu apziméjumu — Musica pensierosa un Vasaras mizika;

e vards mizika funkcioné ka zanru konkretizéjoss apziméjums, kur$
seko péc poétiska nosaukuma. Sada tendence raksturiga hronologiski
jaunakajiem saceréjumiem.

Tadegjadi var secinat, ka librozanru mizika nosaukuma aspekta rak-
sturo poétiski un télaini apziméjumi, kas atklaj kadu loti batisku tendenci —
proti, komponistu vélmi kaut nedaudz, tomér precizeét télaini saturisko
ievirzi, sniegt zinamu emocionalo impulsu. Péteris Plakidis skaidro, ka
tas uzvedina klausitaju domat kaut kada noteiktaka virziena. Simfonija,
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sondte — tie ir tik pamatigi iegajusi pasaules muzikas prakse un tik |oti
visparigi (Plakidis 2010). Turklat $ada ievirze raksturiga ne tikai dazada
veida librozanru grupas skandarbiem, bet ari tadiem klasiskiem zanriem
ka koncerts vai simfonija; pieméru vida ir Riharda Dubras koncerts orkes-
trim un klavierem Izgaistoso apvarsnu atklasana (1991) vai ari Pétera
Vaska Pirma simfonija Balsis (1991).

Cits butisks aspekts librozanra miizika attistiba ir atskanotajsastavs*.
Sada rakursa latviesu komponistu sacergjumus var raksturot ka Joti variab-
lus un daudzveidigus. Gandriz vienada skaita sastopami skandarbi dazada
veida orkestriem un kameransambliem. Tomér ka vienu no pamattenden-
cém var izcelt virzibu uz kamerstilu, jo ari orkestra mazika komponisti
visbiezak pievérsusies stigu vai kamersastavam. Turklat orkestri nereti
tiek papildinati ar kadu soloinstrumentu vai pat vairaku instrumentu
grupu. Savukart kamermuzika dominé individuala pieeja, radot galveno-
kart vienreizéjus, netipizéjamus sastavus. Kopéjo tendenci mizzikas atska-
notdjsastava izvélé latviesu komponistu dailradé uzskatami atspogulo
$ada shema:

14

12

12

10
10

M Solo

6 7 B Kameransambli

6 & Orkestra sastavi

0

1965-69 1970-79 1980-89 1990-99 2000-2009

Vel kads interesants vérojums — soloinstrumentiem $adi skandarbi
top saméra reti. PriekSstatam var minét, ka no visam latviesu komponistu
miizikam (turpat 90!) tikai astonas ir sacerétas soloinstrumentiem.

*Interesanti, ka skandarbi ar nosaukumu miizika lielakoties ir tiesi instrumen-
talopusi. Latvie$Su komponistu vokalaja dailradé rodami tikai dazi miizikas zanra
paraugi (kopskaita septinas kompozicijas, galvenokart vokali instrumentalajam
sastavam; pieméru vidu ir Agra Engelmana Muizika simfoniskajam orkestrim un
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Plakida darbos dominé orkestra sastavs (gan simfoniskais, gan stigu)
apvienojuma ar vienu vai vairakiem soloinstrumentiem. Tikai viena kom-
pozicija rakstita kamersastavam. Savukart Karlsona mizikas biezak sasto-
pams simfoniskais orkestris, un nav raksturigs kada soloinstrumenta
izcélums. Divi no vina skandarbiem parstav kamermuziku, turklat visai
tradicionala veidola.

Kopuma var secinat, ka sastava aspekts ka miizikas zanru rakstu-
rojoSs parametrs ir nestabils un nenoteikts ne tikai Plakida un Karlsona,
bet ari citu latviesu komponistu skandarbos.

Kompozicionala aspekta ka domingjoso tendenci un lidz ar to ari ka
iespejamo kritériju, kas vieno dazadus skandarbus, var izcelt uzbaves vien-
dalibu. Ta vérojama, pieméram, visas Plakida miizikas. Tomér jaatzime,
ka vairaku skandarbu formas slépta veida integréts ari cikliskuma princips,
kas savukart cie$a mijiedarbeé ar sastava aspektu klust par batisku noradi
uz vecas tradicijas zanru klatbutni. Viendalas uzbuve integréts cikliskums
izpauzas trijas no Cetram Plakida miizikam; nemot véra ari atskanotaj-
sastavu, visas Cetras vina mizikas veidojas saikne ar kadu no vecas tradi-
cijas Zanriem, resp., atklajas kada genotipa (Daunaravicienes jédziens;
HayHopaBuueHe 1992: 100) iezimes:
®  Migzika klavierem, stigam un timpaniem — koncertzanra genotips,
e Romantiska miuzika vijolei, Cellam un klavierém — klavieru trio geno-

tips,
®  Brivdabas mizika vijolei un simfoniskajam orkestrim — koncertzanra

genotips,
®  Musica Jubilata vijolei un stigu orkestrim — koncertzanra genotips.

Interesanti, ka tiesi koncertzanra genotipa klatbutne dominé Plakida
librozanra miizika kompozicijas. Pieméram, par Romantisko miiziku
vijolei, Cellam un klavierém pats komponists saka: Tas ir normals klavieru
trio, tikai ar to iezimi, ka ir [oti iss un viendaligs. |..]| Vareja nosaukt ari
par “Mazu trio” vai “Trio piccolo”, bet “piccolo” tas isti nav, jo ta
saturs ir diezgan pamatigs. “Piccolo™ druscin velk uz tadu ka satura
atvieglojumu, ko es saja gabala ta ka negribetu atzit (Plakidis 2010).

jauktajam korim, 1974, Riharda Dubras Miizika ziemas vakara fona mecosop-
ranam, flautai, klarnetei, vijolei, Cellam, trijstarim un klavierém, 1990, u. c.).
Sada tendence parada, ka ar jédzienu miizika tiek ipai uzsvérta mazikas ka tiras
skanumakslas batiba: galvenais $aja gadijuma ir pati muzikas valoda un tas
lidzekli, bez verbala teksta konkretiz&josas klatbutnes.
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Ari Karlsona miiziku uzbtvé dominé viendaliba. Tiesa, ir viens
opuss — Vasaras miizika simfoniskajam orkestrim — kas arégji atbilst
cikliskuma kritérijam (partitara nodalitas tris atseviskas dalas). Tomer
$o dalu ipatngjais lakonisms, ka ari komponista dota norade attacca péc
katras dalas ienes Vasaras miizika viendalibas iezimes. Jaatzist, ka form-
veides zina katrs opuss ir spilgti individualizéts, vienreizéjs. Tadgjadi
Karlsona skandarbos atskiriba no Plakida opusiem neatklajas tik nepar-
protama un skaidra saikne ar kadu no vecas tradicijas Zanru genotipiem.

Katra skandarba formveides logika ir ciesi, batiba pat nesaraujami
saistita ar ta dramaturgijas risinajumu. Lidz ar to katrs gadijums ir netra-
dicionals, pat situacijas, kad veidojas tik klasiskas formas ka sonates
forma. Tadgjadi ari Sis zanru raksturojosais parametrs, lidzigi ka atska-
notajsastava aspekts, ir nestabils un brivs.

Rezumejot analizes gaita gutas atzinas, var secinat: mizikas zanru
vienojosais faktors mekléjams nevis strukturalas lidzibas, bet gan kon-
ceptuala limeni. Tas apstiprina Daunoravicienes pausto viedokli, ka saikne
veidojas étisko veértibu izzinasanas, apjégsanas un ideala mekléjumu kate-
gorijas. Nosaukums miizika vairak saistas ar nelielam viendalas kompo-
zicijam, kuras domingjosa izteiksme virzita liriski dramatiska gultne.
Izpétes gaita ir izkristalizéjies kads interesants vérojums. Proti, muzika
tiek izcelta ka liriska, romantiska, emocionala maksla loti plasa, funda-
mentala nozimé; te vérojama sasauce ar franCu komponista Pola Dika
(Dukas) atzinu, ka mizika galvenais princips ir lirisms, neatkarigi no ta,
kada méra un forma tas sevi reprezente (citéts pec: Kudins 2007: 50).
Lidz ar to vienojosais faktors izpauzas satura koncepcija (dabas tematika,
abstrakti filozofiska ievirze, dzili iek$gji un personiski pardzivojumi...).

leziméjas nedaudz paradoksala situacija. No vienas puses, komponisti
atzist, ka vélas attalinaties no tradicijas, no ierastiem, stabiliem, apro-
bétiem principiem. No otras puses, liela dala aplukoto miiziku vairak vai
mazak spilgti vérojama kada vecas tradicijas zanra genotipa klatbutne.
Tadgjadi tiesi skandarbu brivie nosaukumi — sakot ar visdazadakajam
mizikam, veltijumiem un citiem daudzkart sastopamiem apziméjumiem
un beidzot ar neiedomajami plaso un krasno vienreizgjo, neatkartojamo
nosaukumu buketi — ir tie, kas neparprotami demonstré vélmi distancéties
un atbrivoties no tradicijas. Galu gala, tiesi skandarba nosaukums ir ka
komponista pirma uzruna klausitajam, un ta ir loti butiska. Varam secinat,
ka, dodot $ada veida nosaukumus, komponisti apzinati mégina distancét
klausitajus no tradicijas.
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Lai gan patiesiba nekur talu jau aizvirzities nav iespéjams, jo pilniba
izvairities no tradicijas ir gruti, varbut pat neiespéjami. Viens no iemesliem
(un tas ir interesanti) — komponisti, kas pievérsusies miizikas zanram,
lielakoties runa tradicionala muazikas valoda, ja so jédzienu izprotam plasa
nozimé (pieméram, te neparadas saikne ar 20. gadsimta uzplaukuso
elektroakustisko maziku). Lidz ar to visnotal saprotams, ka tiek saglabati
fundamentali muzikas pamati, ka ari kompozicionala un formveides
logika, kas gadsimtu gaita sevi ir pieradijusi un attaisnojusi. Tiesi tapéc
praktiski jebkurs skandarbs — neatkarigi no ta nosaukuma — tomér atspo-
gulo vairak vai mazak spilgti un konkréti uztveramu saikni ar tradiciju.

Music in Instrumental Music of
Peteris Plakidis and Juris Karlsons

Ilona Budeniece

Summary

Every period of music is marked by certain artistic seekings, changes
and instability. Particularly brightly this phenomenon becomes evident
in the 20" 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 Grazina Daunoraviciené, 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 20® 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 —
Péteris Plakidis and Juris Karlsons, focusing on instrumental compositions.

Compositions, entitled Music are considered and described from
different angles.

The historical aspect is viewed — the first Music examples,
their development, reaching climax in the 20® 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.

The title aspectisone 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 20t%-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) agroup 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.

The aspect of performing staffhasalso 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.

The compositional aspect — 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 20 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. ATSKANOTAJMAKSLA

Caymoc CoHenKuc: 0 TBOPYECKOM
B3aUMOIEICTBMM KOMIIO3UTOPA ¥ UCTIOJTHUTEJIS
Kak (pakTope pa3BUTUSA MY3bIKI

Dr. habil. art. Jleonunac MeJibHUKAC
IIpogheccop Jlumoeckoil akademuu my3viku U meampa

HNwmsa Caymoca CoHpaenikuca (1928) HeoTaeIMMo OT UCTOPUN MY3bIKU
XX Beka. OH HeyCTaHHBIN MPOMNaraHINCT U PacIpOCTPAHUTEb TBOpYE-
CTBa CBOMX COBPEMEHHUKOB, MHUIIMATOP MHOTHUX HOBBIX IIPOM3BEICHUIA,
OJIM3KMUIA IPYT U COPATHUK HECKOJIbKMX KOMITO3UTOPOB, BOLIEAIINX B KPYT
KJIACCMKOB MCKYCCTBa HAIIETO BPEMEHU.

PacrmipocTpaHeHye My3BIKH 1O CYTH HEBO3MOXKHO BHE UCITIOJTHUTETb-
CKOM IessTeTbHOCTH. biiarogapst eii ciyiaTe/b 3HAKOMUTCS ¢ HOBEWIIINM
TBOPYECTBOM, MpHOOIIAeTcs K HeMy. MMeHHO MyOJIMYHOe MCITOJTHEHWE
SIBJISIETCS YCJIOBUEM BKITIOUCHUSI CO3IaHHBIX KOMITO3UTOPOM COUMHEHMI
B aKTyaJIbHO (DYHKIIMOHUPYIOIILYIO KYJIBTYpY. Henpo3Byuasiiasi, HEUCITOJ-
HEHHasT My3bIKa TS CITyIIaTesIsl peaibHO He CYIIECTBYET, TaK Kak, He yC-
JIBIIIIAB €€ HU pa3y, OH HUKOTJa K He Y3HaeT O €€ CYIIeCTBOBAHUU.

B cBonx 3amucsax CoHIELKUC He pa3 Kacajicsl 3TUX BaXKHENIITNX BO-
IMPOCOB MpeaHa3HaYeHUsT UcnoHUTeNsT. CBOe BUACHKE POJIU UCITOTHU-
TeJIst B 00ecriede HU KOMMYHUKAIIMNA MEKITY KOMITO3UTOPOM U CIIyIIIaTeJieM
OH BbIpa3uJl CleayloluM obpa3oM: HMcnoanumens, 0yo0yuu nocpeoHUKoM
Mexncoy KOMRO3UMOPOM U ayoumopuell, coeduHsiem cAyuamenst ¢ asmopom
NPOYHOLL HUMbIO Hcusoll My3sviku. Taranmausoe ucnoanerue Kax ool 6036pa-
waem K JCU3HU Kpacomy My3viku, cKkpbimyio 6 Homuoil 3anucu (Sondeckis).

HcromHuTeIbCcKast AeATeIbBHOCTh UMEET W IPYTOii KpaiiHe MHTepec-
HBII W BaXXHBIN pakypc. OyHKIINST UCITOJTHUTENSI OTHIOAb HE OrpaHUYN-
BaeTCsI JINIIIb aKTOM 038Y4i/6aHUsA MY3bIKaJIbHOTO Mpor3BenaeHus. He me-
Hee BaXKHO, B KAKOM BHJI€ U KAKUM 00pPa30M MCITOJTHUTENIb BBIHOCUT €T0
Ha cyq cayliaresis. Beab B maMsTH U CO3HAHUU CIIyIIaTesIsl Mpou3Be/ie-
HUE OTIeYaThIBaeTCs B TAKOM OOJIMKE, KOTOPBI MPpUAAeT eMy UCITOTHU-
Tesb. He To, 4TO co3nai KOMITO3UTOp, a TO, KaK 3TO BOCIIPOM3BE UCITON-

280



JI. Meavnurxac. Cayaroc Condeuruc: 0 meop4eckom 63aumooeticmeuu KomMno3umopa. .

HUTEJIb, SIBJIIETCSI 00bEKTOM BOCIIPUSITHS cylnaTesisi. B aTom cMbiciie uc-

MOJIHUTETh — HEM3MEHHBIN COABTOP KOMITO3UTOpA, a MHTEPIIPETaIUs —

CHHTETUUYECKUI MPOIYKT UX COBMECTHOTO TBOpYecTBa. IMEHHO B TaKOM

KaveCTBE UCITOTHUTEIb SIBJISIETCS] OHUM M3 TBOPLIOB MY3bIKAJTbHOTO JIaH-

nadTa CBOero BpeMeHU, 3ByKoBasi (hopMa KOTOPOTO — Pe3yJIbTaT ToTo,

YTO U KakK JieJ1aeT UCIoHuTeb. Co31aBaeMblii €ro YCHJIMSIMU U TAJJAHTOM

3BYKOBOI MUP POXIaeT HOBbIe 00pa3bl B CO3HAHUU CJIYIIATEISI, CTYXKHUT

MCTOYHMKOM BIOXHOBEHUSI U JaJbHEHIIINX UIEH TSI KOMITO3UTOpA.
OTBETCTBEHHOCTb UCTIOJTHUTEJIS eliie OoJiee BO3pacTaeT, KOIia Ha HEro

BO3JIAraeTCs YeCTh IIEPBOTO UCITOTHEHUST. B TPOTMBOMOXKHOCTH OOBIYHOM

MPaKTUKE, KOra MHTePIIpeTalls COUMHEHUST OIMMPAETCST Ha CIIOKUBIIM -

ecsl TPAIUIIMK U UCXOIUT U3 YCTOSIBIIIMXCSI MOJIeNIei TOHMMAaHUSI, TOTOBST

MPEMbEpPY, UCIIOJTHUTEIb JIMIIEH TaKOl BO3MOXHOCTH, BBIHYXIECH caM

MPOKJIABIBATh ceOe TyTh. B 9T0i cuTyaliny oH BBICTYIAET TBOPIIOM HO-

BBIX TPAJIUIINIA, CO3AET OIBIT, KOTOPOMY CJESIYIOT U KOTOPBI YUUTHIBAIOT

npyrue. OH JeJlaeT To, YTO JI0 Hero HUKTO He jesiai, MO0 KaXaoe HOBOe

MPOM3BeICHUE — BCETJIa 1lIar B HeM3BeJaHHOE, 0OpeTeHe HOBOTO Kaue-

CTBa MY3bIKQJIbHOTO MBIIIUIEHUST (KOHEUHO, €CJIM 3TO Ha CAMOM JIeJIe HC-

KYCCTBO, & HE €T0 UMHUTAIMSI, KOTJ]a KOMITO3UTOP He CO3aeT HUYETO HO-

BOTO, a JIUIIIb B KOTOPBII pa3 IMMOBTOPSIET yKe TaBHO HalIEHHOE UM CAaMUM

WIH, 4TO elle Xyxe, npyrumu). [1oaToMy He TOJBbKO KOMITO3UTOP, HO U

WCITOJIHUTENIb CTAHOBUTCS TIEPBOOTKPBIBATEIEM HOBBIX My3bIKAJTbHBIX TO-

pusoHTOoB. MMeHHO TakuM siBisiercs Cayntoc Connenikuc. Ero 3aciyru B

00J1aCT COBPEeMEHHOI MY3bIKUA OYeHb BEJIMKU.

TBopueckas nesareabHOcTh COHIELKMCA Havalach elle B CepeinHe
50-p1x TomoB XX Beka. DTo ObLIO BpeMsi, KOTIa TUTOBCKUI periepTyap st
KaMepHOTO OpKecTpa ObLT HEBEPOSITHO cKyleH. [1o cyTi oH orpaHMIMBAaICS
JIMIIIb HECKOJIbKUMU COYMHEHUSIMU, KOTOPbIE HETPYIHO IMePEYUCIIUTh;

e  HeOombmas ibeca KOo3aca Haysmuca (Juozas Naujalis) Tpesot (Sva-
joné, 1921), B opurrHaje HamvMcaHHas JJisi CTPYHHOro KBapTeTa U
YacTO MCTIOTHSIBIIASICS B TEPETOXKEHUSX JIJISI pa3IMIHBIX MHCTPYMEH-
TaJIbHBIX COCTABOB,

®  JIBE CIOMTHI ISl CTpyHHOTO opkecTpa (1940, 1945) FOo3zaca Kapocaca
(Juozas Karosas),

e  KoHuept ais opraHa u ctpyHHoro opkectpa (1949) Cracuca Baii-
HioHaca (Stasys Vainiunas).

C nepBbIX IAroB CBOEi nesaTebHOCTH COHACIIKMC KOPEHHBIM 00pa-
30M Hayaj MeHATb cutyalrto. OH MHOTO O0IIAaICs ¢ KOMITO3UTOPaMHU,
MOOIIPSUT X TBOPUECKYIO aKTUBHOCTD, BCera ObUI TOTOB UCTIOJHSTH HO-
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Bble COUMHeHMs. He ynuBUTEIbHO, YTO IUTOBCKUIA periepTyap cTaj Obic-
TPO MOTMOJTHSTHCA.

[TepBbIM TIPOU3BEICHUEM, HATMCAHBIM CITELIUATBHO ISl PyKOBOIM-
moro CoHpenkucom JINTOBCKOIo KaMepHOro opkecTpa, obiu Tpu manua
(Trys sokiai, 1961) Teiicytuca MakaunHaca ( Teisutis Makacinas). CriycTst
HECKOJIbKO MECSIIeB, BIIepBbIe MPo3Bydyan Bropoii KoH1epT mis dhopre-
MMaHOo C KaMepHBIM opkecTpoM (1961) MeTpa iuToBCKOM My3biku bannca
JBapuonaca (Balys Dvarionas). Ilaptuio ¢popTenraHo Ha IpeMbepe 3TOro
MPOU3BEIEHMS UCIIONHSII CaM aBTOP, KOTOPBIA, KCTaTH, ChITpajl OYeHb
3HAYUTETBHYIO POJIb B CTAHOBJICHUM KOJUIEKTHBA U B BBIPAOOTKE TPUOPU-
TETOB ero pa3BuTus. Jlymaercs, yto opueHTtanms CoHuelKuca Ha TeCHOE
COTPYIHUYECTBO C KOMIIO3UTOPaMU B HEMaJIO CTeITeHN BO3HUKIIA, OJ1a-
rojiapst €ro MCKJIIOUMTEIbHO TEIIBIM M TUIOOTBOPHBIM B3aMMOOTHOIIIE-
HUSIM ¢ JIBAprOHACOM.

Bcenen 3a mepBbiMu ormycaMu, TipenHazHadyeHHbIMY 151 COHle1K1ca
U €r0o OpKecTpa, OBICTPO BO3HUMKJIA 1iejIasl yepeia HOBbIX MPOM3BEICHUIA.
TBopyecKMMHM TTapTHEPAMK OPKeCTpa Ha MPOTSDKEHUM MHOTHX JIET ObUTH
Cracuc BaitHioHac (Stasys Vainiinas), Butayrac Knosa (Vytautas Klova),
Omoc K03emonac (Julius Juzelinnas), Dnyapnac banscuc (Eduardas
Balsys), Anbrupnac bpaxunckac (Algirdas BraZinskas), PumBunac Ku-
raittuc (Rimvydas Zigaitis), Burayrac Jlaypywac (Vytautas Laurusas), ®e-
nukcac baiiopac (Feliksas Bajoras), OcBanpaac banakayckac (Osvaldas
Balakauskas), bpoxtoc Kyrasuutoc (Bronius Kutavicius), Butaytac bap-
kayckac (Vytautas Barkauskas), Anatonmioc IllennepoBac (Anatolijus
Senderovas), Teiicyric Makauunac ( Teisutis Makacinas), Bopuc Bopucos
(Borisas Borisovas), Tuenproc Kynpsisuutoc (Giedrius Kuprevicius) u MHO-
rue apyrue. COHIEUKNC TPETEeTHO U 3a00TJIMBO OTHOCWJICS K CBOUM aB-
TOpaM, cliesiajl O4eHb MHOTOE JUISl TOTO, YTOOBI UX MPOU3BENCHUSI IPO3BY-
YaJii HAWJTy4IITUM 00pa3oM, CTalli IOCTOSTHUEM O011eCTBeHHOCTH JINTBBI
1 3a ee TIpee/IaMHu.

PaccmarpuBasi ¢ paccTosTHUSI B HECKOJIBKO AECSTUIIETHI B3AUMOOTHO-
meHuss CoHIelIKMCca C TUTOBCKMMM KOMITO3UTOPAaMU, Mbl MOKEM TTPOCIIe-
JIUTh OYEBUIHYIO 3aKOHOMEPHOCTb OOPATHOM CBSI3W — M3MEHSTIOIIASICS
WCTIOJIHUTEIbCKAsSI CTUJTMCTHKA TUPYKEpa Kak Obl MPOBOLIMPOBAia KOM-
IMO3UTOPOB HAa HOBBIE TBOPUYECKME MCKAHUSI; B CBOIO OYepe/ib U X HOBa-
MM CIYXUJIU CTUMYJIOM JUTsI XyJOKeCTBEHHOTO 0OHOBJIEHUs MascTpo,
00peTeHsI UM HOBBIX TOPU30HTOB UCITOJIHUTEIbCKOM BHIPA3UTEIbHOCTH.
Bort kak cBoii B3Isia Ha TOJOOHBIN paKypc B AeSITETbHOCTU UCTIOTHUTE-
nis1 Bbipasui cam CoHuenkuc: Teopueckas cesa3b UCHOAHUMENS U ABMOPA
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00bI4HO Obléaem 04eHb MecHOI, 600XHO8Asem ux oooux. Mcnoanumensb meop-
ueckoe 600XHOBEHIe Yepnaem 6 MmalaHmAU0 CO30AHHOL MY3blKe, HO Yacmo U
¥ KOMRO3UMOPA HO8As Xy00XceCmeeHHAs uoesi 03HUKAem nocie moeo, KaK
OH YCAbIUUM UCNOHeHUe, coepemoe uckpeHHum uyecmeom (COHIEIKNC).

CBsI3b MEXIY UCITOJTHUTEIBCKOM MaHepoit pyKoBoanmoro CoHerr-
KHMCOM OPKECTpPa U ITOCTEITIEHHO MEHSTIOIIUMMCSI TBOPYECKUMHM OpUEHTA-
LIMSIMU €r0 aBTOPOB MMEET BIIOJIHE JOKYyMeHmanbHo 3aUKCUPOBAHHBIIA
cJie/l B MY3bIKaJIbHOM HaclieAun Tex JieT. Tak, Ha HayaJIbHOM 3Tarie CBOETO
craHoBJieHMsT, Koraa COHIELIKIC 1 €r0 OPKECTP CIICAOBAIN 32 TPATUILIMOH-
HBIMHU JIJISI THTEPIIPETALIAii cepeqruHbl XX BEKa pPOMaHTUYECKUMU YCTPEM-
JICHUSIMUA, KOMITO3UTOPCKOE TBOPUYECTBO TAK3KE CBUAECTEIBCTBOBAIO O TOM
JKe pOMaHTUYECKOM 3CTETUKE; TTO3IHEE, TT0 Mepe OOHOBJIEHUST OPKECTPOM
CBOETO UCITOJTHUTETHCKOTO O0JIMKA M aKTYaTM3alli MaHePhI XyI0KeCTBEH-
HOTO BBICKA3bIBaHMSI, B TBOPYECTBE KOMITO3UTOPOB HAMETUIINCH aHAJIO-
TMYHBIE TEHIEHIIMN — BCe B OOJIBIIEH MEPE CTAIM OLIYIIATHCS MOMBITKI
KOPEHHBIM 00pa30oM MepecMOTPETh CUCTEMY B3IJISIIOB, IBUTAaThCS B Ha-
MpaBIeHNN JATbHENIINX XyI0KECTBEHHBIX TPaHC(HOPMALIMIA.

Bce 310 00yCc/IOBIMBAIO OYEBUAHBIE ITAPAJIJICIM ¥ pa3HOTO poja Ie-
peceueHus B uckKycctBe COHIEIIKIICA U €TO U3ITI00JIEHHBIX aBTOPOB — MC-
TTOJTHSISI COBPEMEHHYIO MY3BIKY, IIPUCITOCA0IMBAsICh K HCXOISIIINM U3 Hee
HOBBIM BbI30BaM, COHICLIKUC PACIIMPSII MAJTUTPY BhIPA3UTEIBHOCTH CBO-
€ro OpKecTpa; KOMITO3UTOPHI XK€, 3HAKOMSICh Ha KOHILIEpTaX OPKeCcTpa ¢
HOBEWIIMMHA JTOCTKEHUSIMUA CBOMX KOJIJIET, 00OTAIIa I CBOM CIIyXOBOM
OITBIT HOBBIMU MPEACTABIEHUSIMMI, O0OPETaIN HOBBIE CTUMYJIBI TBOPYECTBA.
B 3TOM Kak pa3 u BhIpaXKalllCh OOpaTHBIC CBSI3M CUCTEMBI B3aUMOICH-
CTBUSI KOMITO3UTOPA W UCTTOJTHUTEIS, O1arogaps 4eMy YCUITUBAJICS ITO3K-
TUBHBII DHEPTETU3M JATBHENIIIETO PA3BUTHST, OTYACTH TACUIMCh HETaTHB-
HbI€ TEHICHIIMNA CAMOYCITOKOEHHOCTH M PETPOrpaacTBa.

Cas3p CoHIIELIKMCa CO CBOUMU COBPEMEHHMKAMK KOMITO3UTOPAMU
HUKaK He MOKET OBbITh OrpaHMYeHa JINIIb JINTOBCKUMU MacTepamu. 1o
Mepe TOT0, KaK ero cjaBa pacipocTpaHsuIach 3a rpeaeaamu JIMTBbI, a KOH-
LIepTHAsI IeSITeIbHOCTh OXBAaThIBaJIa BCE HOBBIE CTPAHbI, ITUPUIICS U KPYT
ero ooueHus. K HeMy Bce yallie 1 Bce 6oJiee n3aaneka oopalajinuch KOM-
MO3UTOPHI C MPEITOKEHUSIMU O COTPYIHUYECTBE, C TPOCHEOaMI 00 UCITOJ-
HEHUU.

JInHaMMKa KOHTAKTOB C KOMITO3UTOPAaMM Ha MEPBBIX ITOPax 3aKOHO-
MEPHO MOIYMHSIIACh TPeOOBAHMSIM TOTIALHEN noaumu4eckoil eeozpapuu.
Brauaite 51 KoHTaKThI 3aBsi3biBanuch B nipeaesax CCCP. IlepBoiMu, ¢
keM y CoHzlelIKrca HalaIMJIOCh TECHOE B3aMOIECTBIE, OBUIM KOMIIO-
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3UTOPHI JIaTBUM 1 DCTOHUM — CPeIM HUX B TIEPBYIO OUEPEIb CICAYET OT-
MmeTuth SlaHa Psaatca, IMetepuca Backca. CoTpygHUYECTBO ¢ HUMU MPO-
JTOJKaJIOCh MHOTO JieT. He MeHee TecHbIe CBSI3M CIOXIINCH C KOMITO3H -
TOpaMHM M3 IPYTUX PeTUOHOB — MupociaBoM CKOPUKOM U3 YKpauHHI,
OneroM SAHYeHKO, KOTOPBIN CHavYaja XXujil B MUHCKe, mo3aHee B MocKBe
(o mocBsaTIT COHIEIIKMCY HECKOJIBKO CBOMX KoMmIto3uLnit), CyaxaHoM
Hacwunze us Ipy3un, Yapsr HypsimoBeiMm 13 Typkmenun, @enmukcom SAHOB
SHoBCcKUM U3 Y30ekucraHa. [JocTaTO4HO CKOPO K 3TUM UMeHaM npubda-
BWINCH aBTOPHI 3 [epmanuu, ABctpun, @unnsaaun, [Toabimm.

Bo MHOTOM 3HaKOBBIM PyOE:KOM 00pEeTEHMSI HOBOTO KaYeCTBa B TBOP-
YeCKOM O0IIeHnU ¢ KoMmo3uTopamu misd Conpenkuca ctan 1977 rom,
KOTJa B KPYT €r0 MOCTOSTHHBIX MY3bIKaJIbHBIX TAPTHEPOB BOLLIN AJTb(-
pen [IIauTke 1 ApBo I1spT, TBOpUYECKME NCKaHUS KOTOPBIX B TO BpeMsI B
CCCP HaxoguiIuch Ha TpaHU JO03BOJIEHHOTO. IMEHHO 3T KOMIIO3UTO-
PBI, HBIHE TTOYMTaeMbIe KaK KJTaCCUKM MY3bIKI XX BeKa, B 3HAUMTEIIHbHOM
Mepe ITOBIMSIIA Ha CUCTEMY IICHHOCTE, ¢ Mo3uIuii KoTopoit CoHmenKuc
OTHBIHE MCXOIMJI B CBOMX B3IJISIIaX Ha HOBYIO MY3bIKY. KoHEeUHO, 3T0 BOBCe
He 03HayaJio, YTO OH MepecTa 001IaThCs C IPYTMMA KOMITO3UTOPaAMU UJIN
HayaJl OTBEPTaTh APYTHe B3IJISIABI HA ITyTU Pa3BUTHSI COBPEMEHHOM MY3bI-
KU — KaK 1 paHbIlle, MHOTHE KOMIIO3UTOPHI HAXOIWIIM B €T0 JINIIE 3a00T-
JINBOTO, BAYMYHUBOTO M OYeHb 3aMHTEPECOBAHHOIO TTapTHEpa, KOTOPHII
BceTIa OB TOTOB OTKJIMKHYTBCST Ha TIPEIOKEHUST O COBMECTHOIT padore.
OmHako Bce Xe OJIM3KMe TBOPUYECKUE KOHTAKTHI C ABYMSI BBIIAIOIITMUCS
pecdopmaTopaMu My3BIKAJIBHOTO MCKYCCTBA HAIIETO BpEMEHU CTAIU TSI
HETO BO MHOTOM IIPUOPUTCTHBIMU.

B 3naxk gpyx0n! K Conpenkucy HITHnTKe n [TapT MocBITIIM €My CBOM
IIPOU3BEICHNS, OH e OBLIT IIEPBBIM UCIIOJTHUTEIIEM PsIIa MX COYMHEHMIA.

Anbppen [HTauTke
ITpousBeneHusi, nocesieHHble COHAELIKUCY:

e Concerto grosso Ne 1 (1977; nocesinienue [unony Kpemepy, TaTbsite
Ipunnenko, Caymatocy CoHAELKUCY),

e Concerto grosso Ne 3 (1985; nocssienue Caymocy COHIEUKNCY U
JIutoBCcKOMY KaMEpHOMY OPKECTPY).
ITpousseneHus, BriepBbie UCTTOTHEHHbIE COHAELIKMCOM:

e Concerto grosso Ne 1 (1977; conuctel [unon Kpemep, Tatbsina [pun-
JIEHKO),
Concerto grosso Ne 3 (1985; comuctsi TatbsiHa [puHaeHko, Oner Kpeica),
KaHoH 17151 CTpyHHOTO OpKecTpa W CKPUIKU COJIO0 (TpaHCKPUMLIUS
Kanona Ansbana bepra 1985; npeMbepa B TOM ke TOAY),
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®  Quasiuna sonata (counnenue 1985, npembepa 1986 — IlIHuTKE Briep-
BbI€ [1OCJIE IIEPBOI0 MHCYJIBTA MIPUILE HAa KOHLIEPT),
e Sutartinés (coumHeHUe u mpembepa 1991).

Apso Ilsapt
[Mpoussenenue, nocesieHHoe COHACIIKUCY U BIIEPBbIC UM UCTIOJ -
HEHHOE:
®  QOrient & Occident (110 3aKa3y MeXIyHapoaHOro dectuBanst Berliner
Festwochen, counnenue u mpeMmbepa 2000).

CoHEIKIC B CBOUX KOHIIEPTaX YaCTO MUCITOTHSIT ITPOU3BEACHUS KaK
IITauTKe, Tak u [1spTa, caeman MHOTOE TSI TIPOIBUKEHMS X TBOPYECTBA
Ha OOJIBIITYI0 KOHIIEpTHYIO clieHy. Cyms o Bcemy, iMeHHO COHIEITKICOM
[IIHuTKe ObLT BHEpBbIE UCIIOJHEH B bosibiiom 3ajie MOCKOBCKOI KOH-
cepBaropuu (1977) — B camoM nipectikaHOoM 3aite CCCP, 1 ¢ aToro Bpeme-
HU eT0 IIPOU3BEACHUS CTAIN 3aKyITaThcs MUHUCTEPCTBOM KYJIBTYPHI, UTO
TOrIa OBUIO HETIPEIOKHBIM YCIIOBHEM [UTSI UCTIOTHEHNS. B KauecTBe rma-
HucTta JInToBCKOro KamepHoro opkectpa COHIEIIKMC BIIEPBBIC CO3Mal
BO3MOXXHOCTh 0 TOU MOpsI HeBbie3mHOMY LIIHUTKe BBIeXaTh 3a pydex
(HOsI0pB, mekabpsh 1977: ®PI, ABcTpust), 1 OHM COBMECTHO IIPUHSIIN yJa-
CTHE B psIe aBTOPUTETHBIX (POPYMOB COBpeMeHHO# My3biku. KcTtaTu, B
nporpaMMmy Tex ke KoHLepToB B Mockse, [epmaHum u ABCTpUM OBLIO
BKJIIOUeHO U TipousBeacHue [1sapra Tabula rasa (1977). HecomHeHHO, 3T
KOHILIEPThI ChITPAJIM OCOOYIO POJIb B TBOPUYECKOM Ororpadum 060ux KoM-
TTO3UTOPOB.

U IInutke, n [TapT BeIcoKO LieHmm COHIELKICA, TOPOKIIIN COTPYI-
HUJecTBOM ¢ HUM. B apxuBe CoHImerkrca MMEIOTCST PyKOITHCH MX TTPOU3BE-
TIEHWIA, B KOTOPBIX OCOOBIN MHTEPEC BHI3BIBAIOT aBTOPCKIME ITPABKM, BHECCH-
HBIE KOMITO3UTOPAMMU YK€ B XOJIe TIOCTICTHIX, #peonpemMbepHbIX PETICTULINIA.

Tak, Hanpumep, [IIHUTKe BHOCUIT KOPPEKTUBHI B TOTOBUBIITUICS K
ncrnonHeHno CoHmenikrucoM BMecte ¢ [mmorom Kpemepom n TaTestHOIM
Ipunnenko Concerto grosso Ne 1 OyKBaJIbHO IO ITOCJETHETO MOMEHTa —
MMOCJIEIHNE TIOTIPAaBKM OBLIN CIeJaHbl B UMEBIINECS B PACITOPSKEHUHT
KOMIIO3UTOpA ABa JHSI MeXKIy BUJIbHIOCCKOM (12 ampernst 1977) 1 MOCKOB-
ckoii (14 aripernst 1977) nmpembepamu counHeHust. B ciyaae ¢ Concerto grosso
No 3 [ITHUATKeE cAemalt JOCTATOIHO CEPhe3HbIC M3MEHEHUSI Y2Ke TTOCIIe TIpe-
Mbepsl B CankT-IleTepOypre (Torma JleHuHTpane), u B MocKBe Ipon3Be-
IIeHHE TTPO3BYYAIIO YKe B HOBOM OOJIMKE — B ITSITOM YaCTH COUYMHEHMST YeM-
0ayio OBLTIO 3aMEHEHO Ha YeJIeCTy M OBbLI TepernucaH 3aKITIOUNTeTbHBII
¢ parMeHT, KOTOPBIi ObUT TOTIOJTHEH 3aBEPIIAOIINM 3ITU30I0M HpOCEem -
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JNeHHO20 XapaKTepa, 4To MPUAAJI0 BCEMY IMPOM3BENECHUIO HECKOJIBKO MHOM
dumocodckuii cMpIci. Bee 3T0 mpoMBaeT cBeT Ha TBOPUECKMI IIPoIIece
KOMITO3UTOpPA, XapaKTep ero padoThl ¢ MCIIOJHUTEIEM, TTOMCK BO3MOX-
HOCTell HanboJIee BbIPa3UTEIbHOTO BOTUIOIIEHUSI CBOMX 3aMBICJIOB.

06 otHomeHuu LIauTKe 1 [Ts1pTa K COHIEKNCY CBUACTEIBCTBYIOT
oOpallleHHbIe K HeMY UX Teruible cyioBa. [IIHUTKe Ha TporpaMMe KOHIIep-
Ta, B KOTOpOM BriepBhIe 3Bydano Concerto grosso Ne 1, Harmcaa HeOOIb-
110€ TIOCBSIIIIEHUE, TIe TPUXKIBI, TOCIIe KaXKI0T0 MPETOKEHUS, UCTIOJb-
30BaJl BOCKJIMLIATeNbHbI 3HaK: [Tonacme ¢ pyku Cayaroca Condeykuca —
camas bonrvuas yoava ons komnosumopa! 2Keaaro smoeo cebe (u écem coum
Koaneeam) ewe mHoeo paz! Ho camoe 6oabuioe cuacmoe 045 My3vlKaHma —
OblMb NPOCMO caywiamenem 3ame4amensHoco ucnoiterus Moyapma, Mec-
cuana, lllybepma, laiiona, baxa (u mHoeux opyeux npexKpacHvix KOMNO3U-
mopos)! A. lllnumxe, 14.04.77 (Iuutke 1977).

B Takmx ke BOCTOp:KEHHBIX TOHAX M XapaKTEPHOU MUHUMAAUCIICKOLL
MaHepe BblZepkKaHa v JapCTBeHHast HaaAMmuch [1sipTa Ha IucKe ¢ 3aIKuChio
ero Tabula rasa B ucnonnenun Conpenkuca, Kpemepa u [punnenko: Jo-
poeoit Cayauyc, mo, umo mHe xomenocb Bam nepedamu crosamiu, Hukoz0a He
MOdicem CpasHUmMsCsl ¢ mem, ymo ckasano Bawumu pyxamu. Mos eaybokas
oaazodaprocme. Baw A. Ilapm, 19.03.97 (Ilsapt 1997).

IlepedeHb M3BECTHEMIIMX KOMITO3UTOPOB HAIIIETO BPEMEHM, C KOTO-
PBIMU OJTM3KO obIaics u coTpyaandan COHICIKNIC, KOHEYHO, He orpa-
Hu4uBaeTcs tuinb uMeHamu LIIHuTke u [Tsipta. B yncie Tex aBTOpoB, KTO
00J1eKJIM ero CBOe 1pyK00ii 1 foBepreM, ObLIU U TAKUE TPaHAbI PYCCKOM
My3bikH, Kak Poaguon Illeapun, Daucon enucon, Cepreii C1oOHUMCKUI
n Codbg [y6aiigynmnHa.

Tak, CTOHUMCKMI TTOCBSTHII eMy CBOIO Bochmyto cumonmio (1985),
KOTOpasi BIIepBbIe ITPO3BYyYaia Mo yIpaBIeHUEeM JUTOBCKOTO TUpUXKepa.
Eme onauM BriepBble McnoTHeHHBIM COHAOCIIKMCOM ITPOM3BEACHUEM
CJIOHMMCKOTO cTaJl Becennuil KoHyepm IJIsi CKPUIIKY U CTPYHHOT'O OpKeC-
Tpa (1983; comucTom B 310l TTpeMbepe 0b11 Cepreit Ctamiep).

DnucoH JleHrcoB aBaxabl foBepu COHISIKUCY TIEPBOE UCIIOIHE-
HME CBOMX COUMHEHUI — MU cTanu Kamepras my3vika 1Jis allbTa, KJiaBe-
crHa U cTpyHHBIX (1982, mpembepa 7 mast 1983, Mocksa; comuct KOpwmit
bamumer) u ITams kanpucoe Ilacanunu niast CKpUIIKU U CTPpYHHBIX (1985,
npembepa 5 despaist 1986, Mocksa; conuct Osner Karan).

Bce 210 cBUIETEIBCTBYET 00 MCKITIOUMTENBHBIX 3acmyrax CoHmeKuca
B pacIIpOCTpaHEHUM U YTBEPXKICHUM HOBOTO MCKYCCTBA, O TOM 3HAYNTEITb-
HOM1 poJIi, KOTOPYIO OH CBITPaJI B pa3BUTUHU KYJIBTYpPhI HAIIIETO BPEMEHM.
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O0bBsicHeHHne, mouyeMy MMeHHO COHIEIKNC CcTajl My3bIKaHTOM, Ha
JIOJTIO KOTOPOTO BbITAJI CYACTIMBBIN XXpeOUit 0Ka3aThCs B SMULIEHTPE IJ1aB-
HBIX XyJ0XKECTBEHHBIX COOBITUI SMTOXU, Ha CAMOM JieJIe TOCTATOYHO MPOCT.
B uckyccTBe oueHb BaxkeH TBOPUECKUI CO3UIaTeIbHBIN 3apsia, Oarogapst
KOTOPOMY XYIOKHHMK OKa3bIBaeTCs Ha ocTpue ncKaHuii. COHIEIIKNIC UM
o0amaeT B TTOTHOU Mepe. He ymoBIeTBOPSISICH TeM, YTO €CTh, OH HEM3-
MEHHO CMOTPUT B OyayIliee, OTKPHIT IJIST HOBAIIWIA.

Cos3upatebHOCTh Beerja Oblia KaYeCTBOM, OTJIUYABIIUM JESITe/Ib-
HocTh CoHnelikuca. CBOIO Kapbepy OH Hayajl ¢ co3aaHusl JIMTOBCKOro
KamepHoro opkectpa (1960) — 1o TeM BpeMeHaM, OpKeCTpa COBEPIICHHO
HoBoro Tuna. O0 yCIIEITHOCTH €TO OIbITa CBUIETEIBCTBYET TO, YTO BITOC-
JICICTBUE 3TOT OPKECTP CTaJl IIPUMEPOM IS TIOApaskaHUsI, 6038eCMU
HOBYIO 3pY B OPKECTPOBOM My3HIIpoBaHuu. [IpomgoiskeHre UMeNTd U Ipy-
rue ero HayaHaHus. M, KOHeUHO e, co3umatebHbli noreHuan CoH-
JEIKMCa HallleJI IPKOe BhIpaXkKeHNe U B €r0 aKTUBHOM YYaCTUW B BOBHUK-
HOBEHUHU, PACIIPOCTPAHEHUU U YTBEPKICHUN HOBOI My3bIKM. MHOTUM
aBTOpaM OH OTKPBLI TOPOTY K CIIyIIATEIII0, TIOMOT UM HaliTH ce0sI B MUpe
MY3BIKH.

HoctixkeHust CoOHIELKNCA SBISIOTCS CIEACTBUEM TapMOHUYHOCTH
€ro IMYHOCTH, CBOMCTBEHHOU eMy IMTO3UTUBHOM HaMpaBJIeHHOCTH MUPOO-
LIYIIEHUST, OT3bIBYMBOCTHU, TOTOBHOCTH ITPUIATH Ha MTOMOIIlb. HecoMHeHHO
M TO, YTO BaXKHEHIIIMM YCJIOBUEM W TapaHTOM €ro ycIiexa SIBJISIeTCS Or-
POMHBIN TaJaHT.

VnuButenbHBIe KadecTBa COHIECIIKIICA — YeJIOBeKa U XyIOKHMKA —
COBEpIIIeHHO HEOXMIAHHBIM 00pa30M BBICBEUCHBI M TOYHO OYCPUCHBI B
agpecoBaHHOM eMy nucbMe [letepuca Backca, cpenu mpousBeneHUi Ko-
TOPOTO TakXXe €CTh OHO, BIEPBbIE UCITOTHEHHOE JIUTOBCKUM JAUPUKE-
POM: 3TO CO3IaHHbINI MO 3aKa3y MEeXAYHapOAHOTo 3aibL0yprckoro gec-
TUBAJISI M HAa HEM TIPO3BYyJaBIINil KOHIEPT Fernes Licht ([anvuuil ceem)
IIJIT CKPUTIKW 1 CTPYHHOTO opkectpa (commct Immon Kpemep, opkecTp
Kremerata Baltica, 1997). Backc naeT yIuBUTEIbHO BEPHBI OTBET Ha BOII-
pOC, YTO SIBJISIETCSI TJIABHBIM B TBOPYECKOM OOILEHUU XyTOXKHUKOB, Ka-
KHM B IJ1a3aX KOMIO3UTOPA SIBJSIETCS UIeabHbII UCITOTHUTEb:

23.111.84
Yeaxncaemviii npogheccop,

TTuwy Bam, nomomy umo xouy euje pas nobaaeodapums 3a mom He3a-
ovleaemolil geuep 6 Puxcckoil koncepeamopuu 23.111.
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Bot meopuau uydeca! He 3naro, ne nomHI0, Ko2da euje ucnvlmviéas ma-
Koe uyecmeo cuacmosi, KaxK 6 mom eeuep. Bce 36yuano max npocmo, nosam-
HO, a 8 MO Jice 8PeMsi HENOBMOPUMO, HeobbikHogeHHo. Cnacubo 3a smu uydec-
Hble MCHOBEHbS, KOMOPble euje MHO20 OHell U Mecayes 0y0ym ceemumos MO
ncu3Hb!

Ja, pazpewiume mue, npogheccop, xoms ¢ onozoanuem nooaazoo0apums
Bac u 3a ece dobpoe, umo Buvt Oeaanu 0ns mens, koeda s yuuacs é Buavhioce.

Bot mens npunsiau (daxce 2 paza) 6 cmpynHoe omoenenue KoOHCepsamo-
puu, s poc, cayuias Bawu konyepmot, uepas nod Bawum pykosodcmeom, be-
cedys ¢ Bamu, wyecmeys Bawy doopomy, Bawy npedannocms uckyccmsy. B
MoM, YUMo 5 CMAA YeA08eKOM, YO 5 Menepb KOMNO3UMOp, HMo 5 RUULY My-
3bIKY 0m cepoya K cepoyy, npucymcmeyem 60 MHoeom u Bawa 3acayea.

Jopoeoii npogheccop, nycmo myswika nod Bawum pykosodcmeom ewje
MHO020 Jlem 36YHUM 80 MHORUX KOHUEPMHbIX 3A4aX MUpa, deaas Ardeil ay4uule
u oapys um 2100606b 8 SMOM X0N00HOM U Hcecmokom mupe. M ne 6ydem oas
MeHs 604blLe CHaACTbsL, YeM CALUUAMb MO MY3bIKY 6 Bawei unmepnpemayuu.

C eaybokum ysasxcenuem, Baw Peteris Vasks

HMMeHHO Osiaronapsi HEMOBTOPUMOMY COUYETAaHMIO YEJIOBEUECKUX U
XYIOXKECTBEHHBIX KaueCTB, HEMOCPEACTBEHHO M TOHKO OTPaXXEHHBIX B
nociaanuu Backca, CoHaelKNC CTajl TAKUM 3HAYMMBbIM U BUIHBIM MEPCO-
HaXXeM UCTOPUU MY3bIKU XX Beka.

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 20% 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.

ApXWBHBIE MaTePHAIBI

Sondeckis, S. Apie Aleksandrg Livontg. Pykomucs, muunsiii apxus C. CoHmerikuca

Backe, I1. (1984). ITucemo C. Conpetikucy 23 maprta. Pykomnuch, TMIHbII apXuB
C. Conpenkuca

[apr, A. (1997). 3anucku Ha 06m0xKe avicka Arvo Pért: Tabula rasa (ECM Records,
ECM 1275, 1984). Pykonucek, nuunstii apxus C. CoHaenkuca

Inutke, A. (1977). 3anucku Ha TiporpaMMe KoHiiepTa 14 armpesns (B TOM 4uciie
npembepbl ero Concerto grosso Ne 1). Pykonucs, nuunslii apxus C. Conzpelr-
Kuca
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NHCTpyMeHTA/IbHO-UHTOHALIMOHHBIE CPEICTBA
WCMOJIHEHUS] MHOTOT0JIOCHSI HA AKKOP/IeOHe
B KOHTEKCTE 3BOJIONMHU KJIABUIIHBIX
MY3bIKAJbHBIX HHCTPYMEHTOB

Mag. art. Bnagumup badapuko
npenodasamens Bume6ckoeo eocydapcmeeHH020 yHusepcumema

HpoﬁﬂeMa UHTOHAUMOHHOM BbIPA3UTECJIbHOCTH
B COJIbHOM HUCIOJTHUTEJIbCTBE HA MY3bIKAJIbHBIX HHCTPYMEHTAX
TEMIIEPUPOBAHHOIO CTPOSA: K ONpeaeJTCHAIO MOHATUA
UHCMPYMEHmMAa1bHO-UHMOHAUUOHHbLE cpe()cmea

BcnencTBre Ha9aIbHOTO OTOXKICCTBIICHUS MOHSTUS MHTOHAIIUU B
MY3BIKE C TOYHOCTBIO U3BJICUCHUS 3BYKOB IT10 BHICOTE pa3BUTHE YUCHUS 00
WHCTPYMEHTATbHO-UCHOJHUTEIBCKUX CPEACTBAX UHTOHUPOBAHUS TTPOXO-
JINJIO TJIaBHBIM 00pa30M B METOJIMKE UTPHI HA MHCTPYMEHTAX HETeMIIepy -
poBaHHOTO cTpos. [Ipr 3TOM cTpeMIIeHIe K BOKAJIBHO BBIPA3UTEIBHOMY
HCIIOJIHEHUIO HA MHCTPYMEHTAaX TEMITEPUPOBAHHOIO CTPOst' 0003HAYAIOChH
¢dopMasibHO, B KaueCTBe Maeasa, HeIOCTUKMMOTO BCJIEACTBUE OTCYTCTBUS
CPEeICTB yNpaBeHUs BEICOTOM U (DMITMPOBKOI U3BJIEKaeMbIX TOHOB. Tak,
Ha TUTYJIBHOM JIMCTE CBOMX KJIaBUPHBIX MHBeHIINI MoranH CebacThsaH
Bax yka3piBan Ha BaXKHOCTb ITPUOIMKEHUST MHCTPYMEHTAIBHOTO MCIION -
HEHUS K TMOKOCTH BOKAJIbHOTO 3a1a4€eil JOOUTLCS negyyeli Manepol uepoi’

! ABrycta MajlMHKOBCKasi oT™Mevaert: |..| npakmuka ucnoanumenscmea na op-
2ame, Ha UHCMPYMEHMAX cemMelicmea KAABUPHLIX — Kaasecute, KAagukopoe, paHHux
gopmenuaro — [..] obocmpsna yymkocmo My3biIKaHmMo8 K RPOUECCy UHMOHUPOBAHUS]
(ManunkoBckas 1990: 23); mpebosamenvHocms cayxa K C833HOCMU 38YHAHUS, K
2UOKOIl HenpepblHOCIU 38YKOCONDPANCEHU | .. gbimeKaem u3 UHMOHAUUOHHOIL, 8ce-
2da deticmeyrouyeti 3akoHomeprocmu (ManuHkoBckas 1990: 22).

2 FOpwuii [ToHM30BKMH, 00CY3KIast TPOOJIeMbI MHTEPIPETALIMK KIIABUPHBIX ITPO-
u3BeneHuit Moranna CebdactbsiHa baxa, roBOpUT 0 TOM, 4TO B 3I1OXY 0apOYHOro
CTWISI He0OX00UMAs UHMOHAUUOHHASA 2UOKOCb eCIMecneeHHO Peanu308bi8anacs op-
KecmpogviMu UHCIPYMEHMAamu U KAaeuk opoom. Ha kaasecurne u opeane epemen
baxa, auwennvix marxoii eubkocmu, sxcnpeccus 00cmuearach 8 0CHOBHOM GblCOKUM
ypogrem eaadenus apmuryrayuet (IlonnzoBkuH 1996: 26).
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(uut. mo: bpayno 2001: 4). Illupoko uzBecTHbI cioBa [eHpuxa Heiiraysa o
HEOOXOAUMOCTHU Hayuumbcs “nems ” Ha posae (Heiirays 1999: 75).
OueBUIHO, YTO MOTUBALIVEN BOSHUKHOBEHMSI BHIIIIEO3HAYEHHBIX yC-
TaHOBOK B UCITOJTHUTEIBCTBE MOCTYKMIU B3aUMOOTHOILIEHUSI TBOPUYECKHUX
YCTPEeMJIEHU I MY3bIKAHTOB 1 OObEKTUBHBIX BOBMOXHOCTE! CPECTB MH-
TOHALIMOHHOTO BhIPAXKEeHUsI MY3bIKaJIbHOTO COJIEP>KaHMST HA KOHKPETHOM
uHcTpyMeHTapuu. HayuyHoe 00o0011eHe 00YCIOBAEHHOCTU TaKUX BO3-
MOKHOCTEI B MHCTPYMEHTAIbHO-UCTIOTHUTEIBCKOU eI TeIbHOCTH CBOM-
CTBaMU U3BJIEKaeMOTro Ha My3blKaJTbHOM MHCTPYMEHTE TOHA HAXOUT CBOE
OMUCAaHNE B OTAEIbHBIX TTOJIOXEHUSIX apTUKYISAIIMOHHON Teopun Ucaitn
bpayno, rae yueHblii mpenjiarajil Ha3eams npo U3 Ho w e Hu e M (My3biKaib-
HbIM) 6 WUPOKOM CcMbicAe cA084a |..] sbipasumenvhble nepemeHuugble
npouyeccot snympu Homot (bpayno 1973: 191; 3nech u gajnee Bce BblIEIeHUS
mpudToM B iuTaTax Mou. — B. b.), KOTOpbIE cocmagasiom Heomsemaemoe
ceolicmeo |..] 80KanvbHo2o ucnoanenus [..] u uepst Ha CMPYHHLIX U OYX0BbIX
UHCMpPYMeHmMax, a 001acmy A6AeHUll, C8A3aHHbIX C |..]| oepanuuennbiMm 6udom
npoyecca 6Hympu Homol, [..| npou3HoweHuem 8 y3K0M CMblCAe CAO-
6a (wmu apmurxyasayueir) (bpayno 1973: 191). [locnenHee nmoHsiTue
HUcaiis bpayno cooTHOCHIT ¢ BBIpa3UTETbHBIMUA KAU€CTBAMU KJIABUIITHBIX
MY3bIKaJIbHBIX MHCTPYMEHTOB ((hopTernumaHo 1 opraHa) B CBSI3U C OTCYT-
CTBHEM IIMPOKUX BO3MOXKHOCTEH 110 yIPaBJIESHUIO BOCIIPOM3BOIMMBIM Ha
HUX 3By4aHUEM, OTPAaHNMIEHHOCTHIO CPEACTB MHTOHAIIMOHHOTO O0beTNHE-
HUs U3BJIeKaeMbIX TOHOB. M caiist bpayno He BKJIIouaeT B CBOU UCC/IeN0Ba-
HUSI ONKMCAaHWE CBOWCTB 3BYyYaHUsI, U3BJIEKAEMOI0 Ha PyYHbBIX TApMOHU-
kax®. [Ipu 3TOM, MHCTPYMEHTHI JAHHOTO CeMEMCTBa 00/1aAal0T KaueCTBaMU,

3 TapMoHUKa — o011iee Ha3BaHUE My3bIKaIbHBIX MTHCTPYMEHTOB, TJIe 3BYK 00pa-
3yeTcsl TOCPEICTBOM KoJieOaHM it CBOOOAHO MPOCKAKMBAIOIIETO METAILTMYECKOTO
sI3bIYKa, BBI3BIBAEMBIX HarHETAeMOW BO3MYIITHOM cTpyeit. OnipeneneHust eyoHas,
DPYHHAs, HOMCHAS, OTHOCSIIECS K TADMOHWKE, 03HAYAIOT TUIT BO3yXOHATHETAHUSI.
Muxamin MMxaHUIKW#I Ki1accu@UImpyeT pydHble TapMOHKUKY IO CIielduKe Bo3-
JyXOHATrHETaHUsI, Pa3aesisisl X HA TADMOHUKU C 8P MUK AAbHbIM NU2OPU3OH -
manvuvim deuncenuem mexa (Mmxanumkuii 2006: 31, 33). AKKOpIeOH OTHOCUTCS
K ITOCJIeIHEMY M3 YKa3aHHbBIX BUIOB PYYHBIX FTApMOHUK (C TOPU3OHTAIBHBIM JIBH -
KEHUEM Mexa); CJIeyeT TakKe YTOUYHUTh, YTO I'yOHbIe, HOKHbIE TApMOHUKHM, a
TaKXe pyYHbIe TADMOHUKH C BEPTUKAJIbHBIM JBUKEHUEM MeXa B CHCTEME MY3bl-
KaJIbHOTO 00pa30BaHUsl U COOTBETCTBYIOLIEH MCIOTHUTEIbCKOM MPAKTUKE HE
HCTOJb3YI0TCs. B HacTosiieM ucciaeqoBaHUM pacCMaTPUBAIOTCS MEXaHUKO-
aKyCTUYEeCKUE CBOMCTBA PYUYHBIX TADMOHUK C 2OPUSOHMANLHBIM OBUIICEHUEM MeXA
(Mmxanumkuit 2006: 33).
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CMOCOOCTBYIOLLIMMU HPOUSHOUEHUIO 8 UUPOKOM cmbicae crosa (Bpaymno 1973:
191), Mo crmoco0y 3ByKOM3BJICUeHUSI OTHOCSITCST K KIIABUIITHBIM MY3bIKaJIb-
HBIM UHCTPYMEHTAaM.

B xavecTBe orpeesieHrsI 3aBUCMMOCTH MHTOHAIIMOHHBIX CPEACTB MC-
ITOJTHUTEJIBCTBA OT TUITMYHBIX MEXaHUKO-aKYCTHIECKIX CBOMCTB UCIIOIb-
3yeMOI'0 MYy3bIKaJIbHOTO MHCTPYMEHTAa MOKHO MHTEPIIPETUPOBATh CJIOBa
Boprica AcadbeBa 0 crmanoéaeHUl 8 MOHe, 8 38VKOHANDANCEHUU, M. €. UHINOHA-
YUOHHOCMU, CBOUCMBEHHOIU 8CEM UHCIMPYMEHMAM, HO KANCOOMY KauecmeeH-
Ho ocobo (AcapbeB 1971: 363). [TocnegoBaTesb Maeit MTHTOHALIMOHHOM TEO-
pum bopuca AcadreBa ABrycta MaJTnmHKOBCKasl pacCMaTpyBaia BOIIPOCHI
CTaHOBJIEHUSI ¥ Pa3BUTHSI IPAKTUKK M TEOPETHUUYECKOTO OCMBICIIEHUsI (hop-
TeMMMAaHHO-UCIIOJIHUTEIbCKOTO MHTOHUPOBAHUST B €BPOIIEMCKOI MY3bI-
KaJIbHO-MHCTPYMEHTAJILHOM KYJIBTYpE, OTMeYast: [..| opeanusauyus ucnoaru-
menem npouecca oghopmaeHUs 36YKOCOOMHOUEHUT 6ce20a HOCUM UHCIMPYMeH-
MANbHO-KOHKPEeMHbIIL XAPAKMep U C8A3aHA ¢ KOMNACKCHbIM 83aumolelicmeuem
cpedcme u npuemos évipazumenvrocmu (Manunkosckas 1990: 181). Ipu
5TOM IaHHBINA MCCIIeA0BaTeNNb, B OT/IMIKe OT boprca AcadbeBa, BBIIEISI-
€T MPUMAT CTUJIEBOI (DOPMBI UCTIOTHSIEMOI MY3bIKU HaJl MHCTPYMEHTAIb-
HO#1 OpraHMKON (TUIMUYHBIMUA MEXaHNUKO-aKyCTMIeCKUMH CBOMCTBAMU
My3bIKaJabHOTO MHCTpYMeHTa). [1pu pa3paboTke KOHLENUU Xy 00 xce -
cmeenHoll mexHuku oasnucma (JaBbigon 1990: 25) Hukonaii JlaBbi-
JIOB PACCMATPUBAJI CHeUUPUKY UCNOAb308AHUS U MPAKMOBKU CPeOCme
MY3bIKAALHOU 8bIPA3UMEAbHOCIU U 8bIPA3UMENbHbIX UHCMPYMeHMAnbHbIX (| ..]
basnHbix) cpedcmeé 6 ucnoanumenwvcmee (Jdasbimos 1990: 28) u onpe-
JIEJTUIT, UTO COBOKYNHOCHb XY00ICECMBEHHO-8bIPA3UMENbHBIX BO03MOICHOCHIEL
MY3bIKAAbHO20 UHCIMpYMerma cocmasasem e2o “unmonauyuornrocms” (Ia-
BBIIOB 1990: 32). JlaHHBIM HccienoBaTeIeM YTOYHSIETCS, YTO IO UHMO-
HAUUOHHOCMbIO OH TIOHUMAET CHOCOOHOCHb UHCMPYMEHMA K 8blpa3ument-
HOMY NPOU3HECEeHUI0 PA3HO00Pa3HbiX Meaoduteckux obopomos (J1aBBIIOB
1990: 32). YuyuTbiBasi 6€3yCIOBHOCTb BIUSIHUSI MEXaHUKO-aKYCTUUECKOMN
criernrKN My3bIKaTbHOTO MHCTPYMEHTA Ha BEIPa3UTEIbHOCTH BOCTIPO-
M3BOAMMOTIO Ha HEM 3BYYaHUsI, HEOOXOAMMO MOAYEPKHYTh, YTO IIEPBUYHBIM
B COJIbHO-MHCTPYMEHTAJIbHOM MY3bIKAJIbHOM UCTIOJTHUTEILCTBE SIBJISIETCS
CyOBEKTUBHO pealM3yeMblii MHTOHAIIMOHHBIN TIpoliecc. O4eBUIHOM, ¢
Hallleld TOYKY 3peHUsI, SIBJISIETCSI HEOOXOAMMOCTb O0BheTMHEHUS TIOHSITHIA,
OTPaKAIOIINX MaTepUaJIbHBIE CPEACTBA COTbHO-MHCTPYMEHTAIBHOTO MY~
3BIKAJIbHOTO UCITOJIHUTEIbCTBA (T. €. MEXaHUKO-aKyCTUYECKUe CBOMCTRA
MY3BIKaJIbHOTO MHCTPYMEHTA), ¢ (popMaMU UCITOTHUTETbCKIX TEHCTBUIA,
peam3yOIINX MTHTOHAIIMOHHYIO JIOTUKY BOCTIPOM3BOINMOI MY3BIKH.
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Ha ocHoBaHMYM aHaNMM3a BBINIEYKa3aHHBIX YCTAHOBJICHUII HHCTPY -
MEHTAJbHO-UHTOHANMOHHBIE CPEACTBA COJIBHOTO MCITOJ-
HEHMUS MY 35l KW MOXHO ONPEICTUTE KAKCOBOKYITHOCTh TUITHAY -
HBIX MEXaHUKO-aKyCTUUYECKUX CBONCTB MY3BIKalbHOTO
MHCTPYMEeHTa U GOPM HCIONHUTEABCKUX AEUCTBUI IO
XYIOXECTBEHHO-CMBICIOBOMY O0ObEIMHEHNIO TOHOB,
BOCIPOM3BOAMMBIX Ha TAaHHOM WMHCTPYMEHTE. YKa3aHHBIA
poIriecc 00beAMHEHMS OCYIIECTBISIETCS Yepe3 YIIpaBIeHUEe BBICOTOIM,
TPOMKOCTBIO, JUTMTETBHOCTHI0, TeMOPOM M3BJIEKaeMOTO TOHA, a TAKKE T10-
CpEeACTBOM PETYJIMPOBAHUS B3aMMOOTHOIIEHUI YKa3aHHBIX ITapaMeTPOB
B CyMMe€ BOCITPOM3BOIMMBIX TOHOB C LIEJTBIO JOCTUIKEHMST XyIOKECTBEH-
HOI BBIPA3UTENIPHOCTU WCITIOJHEHUS Pa3INYHBIX TUIIOB MY3bIKaJIbHOM
dakTypbl. Bo3MOXHOCTH TaKOTO YIIpaBIeHUS, KOTOPOE MOXHO YCIIOB-
HO Ha3BaTb MY3blKAAbHO-UHCMPYMEHMANbHbIM UHMOHUPOBAHUEM, OTIPE-
JEJISTFOTCST MEXaHUKO-aKyCTUYECKUMU CBOMCTBAMU MY3BIKAJTbHOTO WH-
CTpYMEHTA.

MarepuraabHO-UCTOPUUIECKOE pa3BUTHE MHCTPYMEHTAIbHO-MHTOHA-
LIMOHHBIX CPEIICTB MY3bIKaJILHOTO MCTIOJTHUTEIBCTBA OTPAXKAEeT CTpEMIIEHIE
YyeJIoBeKa K peain3allii MHTOHALIMOHHOM CYIIIHOCTH MY3bIKM U MPOSIB-
JISIETCST B COBEPLICHCTBOBAHUM MHCTPYMEHTAJIBHOM OpraHuKW U UCITOJI-
HUTEIbCKON TEXHUKU. B COTBHOM MCIIONHUTEIBCTBE 3aKOHOMEPHOCTH
TaKOTO Pa3BUTHS OTIPEACIISIIOTCS CIIEIM(PUKOI YITpaBIeHUS N3BICKAEMBIM
Ha MHCTPYMEHTE TOHOM, TJIe HHCTPYMEHTAIbHO-WHTOHALIMOHHbBIE CPeI-
CTBa 00pa3yIoT 0OBEKTUBHYIO IO BO3MOXKXHOCTSIM CBOETO UCITOJIb30BaHMS
00ITHOCTB. B Tex Bumax My3bIKaJIbHO-MHCTPYMEHTAIBHOTO UCTTOJTHATETh-
CTBa, TI¢ BO3MOXHO COJIbHOE BOCITPOM3BEICHIE MHOTOTOJIOCHS, CCTEMA
MHCTPYMEHTAJIBHO-MHTOHALIMOHHBIX CPEICTB (110 3aKOHOMEPHOCTSIM KO-
TOPOI OCYIIECTBIISIETCS MaTePUaIbHOE PA3BUTHE MY3BIKAJTbHOTO HHCTPY-
MEHTAa TIPU COMYTCTBYIOIINX N3MEHEHUSIX B UCTIOTHUTEIBCKOI IIKOJIC 1
KOMIIO3UTOPCKOM TBOPUYECTBE) paCIIMPSIETCs, BKITIOYast B Ce0ST BO3MOX-
HOCTH PacCIIOCHUSI U CYMMUPOBAaHUS TUIACTOB MY3BIKAJIbHOM TKAHU, KO-
JIMYECTBO KOTOPBIX OTPaHUYMBAETCS MOTEHIIMAILHON MWHTOHALIMOHHOM
TUTOTHOCTBIO MCTIOHSIEMO# Ha MHCTpyMeHTe (hakTyphl. B 3aBucumocTu
OT THUITa BOCIIPOU3BOAMMOTO MHOTOTOJIOCHS (TOMOMDOHMS, TTOTU(POHMS)
KOJIMYECTBEHHBII TTOKa3aTe/Ib JaHHOTO MapaMeTpa OIpeIessieTcsl Kave-
CTBOM MHTOHAILIMOHHBIX IJIaCTOB (hakTyphl. MHCTpYMEHTAIBHO-UHTO-
HaIIMOHHBIE CPEICTBA COJBHOTO MCITOTHEHMSI MHOTOTOJIOCHS €CTh MaTe-
pUabHO OOYCIOBIIEHHBIM TTOTEHIINAT ISUCTBUI UCIIOJTHUTEIS 110 00ec-
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MeYeHUIO MHTOHALIMOHHOM CBSI3M TOHOB Ha ypOoBHE (DakTypHOro riacra’
1 Ha ypOBHE (DaKTypbL .

ba3zoBbie COJIbHO-MHCTPYMEHTAJIbHbIC MHTOHAIIMOHHBIC CPEACTBA
HCNOJTHATEJIbCTBA HA KJIABUIIHBIX MY3bIKAJIbHBIX HHCTPYMEHTAX

B coBpeMeHHOI aKkageMUYecKoil KOHIIEPTHOM MPaKTUKE COJIbHOE
HCMOJHEHUE TTONMGOHNYT (MYy3bIKaIbHOM (haKTyphl, XapaKTepU3YIOIIeii-
Cs1 OMHOBPEMEHHBIM COYETaHUEM JIBYX M 00Jiee METOAMICCKUX JTUHMIA)
OCYIIECTBJISIETCS PEUMYIIIECTBEHHO Ha KJIABUIIHBIX My3bIKaIbHbBIX MH-
CTpyMeHTaxX — opraHe, (popTenuaHo U akKopaeoHe. MHOroTeMOpOBBIit
TOTOBO-BBIOOPHBII OastH — HauboJiee COBEPIIEHHbBIM My3bIKaTbHbBINA NH-
CTPYMEHT CeMeiCTBa PYYHBIX FTApDMOHMK, IPOIPECCUBHAs KJIaBUaTypHast
Pa3HOBUAHOCTh aKKOpacoHa®. PaccmaTprBaeMble B HACTOSIIIIEM UCCIIEN0-
BaHUUM MeXaHUKO-aKyCTUYeCKHe CBOMCTBA aKKOPACOHA B PaBHOM CTelle-
HM XapaKTePHBI ISl €ro KJIaBUIITHOW M KHOTIOYHOI KJIaBUAaTypHOI pa3-
HOBUIIHOCTU (B IMPOM3BOJCTBE MY3bIKAJIbHBIX MHCTPYMEHTOB B paMKax
€JIMHOTO MOJIEIbHOTO Psiia aKKOPJIEOHBI C TTPaBOii KJIaBUaTypOii OpraH-

*T. e. moTeHLIMAI ICACTBUI, 00ECITEeYMBAIOIIMX OJHOTOJIOCHOE U reTepOdOH-
HOe cyMMUpOBaHUe (00beIUHEHNE) BOCIIPOU3BOAMMBIX TOHOB B haKTY P H bl i1
niaacT.

3 31ech Moapa3yMeBaloOTCsT CPEICTBA PACCIOSHUSI U CYMMUPOBAaHUSI MHTOH a -
HLUOHHBIX (DaKTYpHBIX) MJIACTOB IO MpU3HAKaM UX GYHKIIUIA B UCTIOJ -
HsieMoli (pakType.

¢ CrieftyeT mosiCHUTB, uTo ¢ 30-Xx—40-X rogoB XIX Beka (IpakTUIeCKH C MOMEHTA
cBoero uzooperenust Kupumiom emuanom B 1829 roay) akkopJieoH COBEpLICH-
CTBOBAJICS KaK MY3bIKaJIbHbIIf UTHCTPYMEHT C 0CO0O0I1, TPeUMYI1IeCTBEHHO KHOITOY -
HOIi KJIaBUaTYypHOI PacKJIaAKoi — U3HAYAJbHO C TTPOJOJTOBAaTbIMU KJIaBUILIAMU
B OJIMH, 3aTeM ¢ 0oJiee KOPOTKMMU KJIaBUILIAMU KBaJpaTHOM (ITO3HEE — KPYTJIOif)
(opmbl B 1Ba U Tpu psana. Kitlapuatypy opraHHoro (hopTenrMaHHOro) Tumna Haya-
JIK BHeAPATh B cepenuHe 50-x ronoB XIX Beka B LessIX MOMyJIsipu3aliuy akkop/ie-
OHa — MY3bIKQJIbHOTO UHCTPYMEHTA, UMEBIIEr0 Ha TOT MOMEHT XpOMaTUYECKUt
3BYKODSII 1 MHOXKECTBO Pa3HOBUIHOCTEN KJIaBUaTypHOil packianku (MMxaHui-
kuit 2006: 56; Harrington 2001: 61). KoHCTpyKTUBHOE TIPEBOCXOJCTBO KHOIIOY -
HOTO aKKOpJieoHa (0asiHa) B ceMENCTBE PYYHBIX TAPMOHUK MOATBEPKAAETCS OT-
NIeJIbHBIMU MPEUMYIIECTBAMU B BO3MOXHOCTSIX MCIOJHEHUSI CO3BYUMit Ooliee
LIMPOKOro MHTEPBAJILHOIO NMana3oHa. B 1esoM, B MUpOBOM mpodeccroHalb-
HOM OOYYEeHUHU UTPE HAa AKKOPJIEOHE, aKaIeMUUECKOI KOHLIEPTHOI MPaKTUKE Ha-
OJito1aeTCsl TEHIEHIIUS TI0 COKPALEHUIO UCTOJIb30BAHUSI MUHCTPYMEHTOB C Ipa-
BOM KJ1IaBUaTypOi OPraHHOTO TUMA.
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Horo (opTenuaHHOro) U KHOMOYHOIO TUMa AEMOHCTPUPYIOT PaBHbIE
TeMOpPOBbIE U TIPOUME aKyCTUUECKME TT0Ka3aTe/IM BOCIIPOMU3BOAMMOro Ha
HUX 3ByJaHUsI).

TunuyHoe cBOMCTBO KJIABUILIHBIX MHCTPYMEHTOB — TEMIEPUPOBAH-
HBII CTPOI — OMpeaeseT IPOLECC BhIPAa3UTEIbHOIO UCITOJTHEHUS MYy3bl-
KM Ha HUX KaK COBOKYIMTHOCTb AEWCTBUIA IO pPUTMUYECKON, IMHAMUYECKOM
1 TeMOpPOBOI1 OpraHu3aluy BOCIIponu3BoauMoro 3Bydyanus. [Ipu orcyr-
CTBUM CPEJICTB YIIPABIEHUS BLICOTOI U3BJIEKAEMbIX TOHOB OObEKTHBHbIE
MperMYILIeCTBa UCTIOJHUTENILCTBA Ha YKa3bIBa€MbIX MHCTPYMEHTaxX (Ha-
pSALy ¢ IMara30HOM BOCIIPOM3BOIMMOTIO 3ByYaHUsI) 0OHAPYKMUBAIOTCS B
MOoTeHI1aJie BOCIIPOU3BEAEHMSI MHOTOTOJIOCHUS — MPEXKIe BCEro Moaudo-
HUU — OJlarogapsi KOJMYECTBEHHOMY 00beMY U Ka4eCTBEHHBIM IT0Ka3aTe-
JISIM OTHOBPEMEHHO U3BJIEKaeMbIX TOHOB (CTaOMIbHON 3ByKOBBICOTHOCTH).
OmnpepaeneHne COJILHOTO UCIIOJTHEHUST MHOTOTOIOCUS KaK TeHepaIbHOM
(YHKIIMY UCTIOTHUTEILCTBA HA KIIABUIITHBIX MY3bIKAJIbHBIX MHCTPYMEH-
Tax HaXOJIMUT CBOE IMOATBEPXKICHUE B UCTOPUU PA3BUTUS €BPOIEHCKOIO
WHCTPYMEHTAIM3Ma, MpeodIafaHuy JaHHOTO THTIA (DaKTyphl B My3bIKe JIJIST
YKa3aHHO IPYIIITEl KHCTPYMEHTOB'.

Jlns mociienoBaTeIbHOTO OIIpeAe/ieHUSI MTHCTPYMEHTaJIbHO-UHTO-
HalLMOHHBIX CPEACTB MCMOJHUTEIBCTBA HA KJIABUILIHBIX MY3bIKaJIbHBIX
MHCTpYyMeHTax (opraHe, ¢opTenuaHo, akKopJaeoHe) HeoOX0AMMO pac-
CMOTPETh UHTOHALIMOHHBIE MPEANOCHIJIKY 3BYyKOOOPpa3yOIINX YCTPONCTB
YKa3aHHBIX MHCTPYMEHTOB U XapaKTep NX MEXaHUKO-aKyCTUYECKOI0 CO-
BEPILEHCTBOBAHMUSI.

ba3zoBbie COMbHO-MHCTPYMEHTaAbHbIe UHTOHALIMOHHBIE CPeACTBa
MCIOJTHUTEIbCTBA HA KJIABUILTHBIX MY3bIKAJIbHBIX THCTPYMEHTAX 00yC/IaB-
JIMBAIOTCSI BO3MOXKHOCTSIMU YITpaBJICHUSI U3BJIEKAeMbIM TOHOM U ITPEICTaB-
JISIIOT COOO0M XapaKTepPUCTUKU UCTIOTHEHMST aTaKK, MOTEHUMAIbHOMN A1~
TEJIbHOCTU U (PMJIMPOBKU BOCITPOU3BOAMMOIO Ha MHCTPYMEHTE 3BYyKa.

ITpu nocnenoBareibHOM KOHCTPYKTHBHOM COBEPLIEHCTBOBAHUHU UT-
POBOI TPaKTyphbl OpraHa crnelu@UUIHbIM, 00YCIOBIEHHBIM TPUHIIATIOM
3ByKOOOpa30BaHUsI KAYeCTBOM JAHHOTO MHCTPYMEHTA OCTAeTCsI TOCTOSIH-
CTBO aTaku BOCIPOMU3BOAMMOro ToHa. biarogapsi BHEApEeHUIO U COBEP-

7 Tak, ABrycta MaJMHKOBCKasl ONIPEICIISIeT CReUUPUKY U UCIOPUHECKYIO MUC-
cuto kaasupuzma (ManuHkoBckast 1990: 49) cienyrouimm odpaszom: B kaagupHoii
MY3blKe OCYu,ecmaunoch KaK 08udiceHue om noAuGOHU1eCcK020 MHO2020A0CUS K 20MO-
GPOHHOMY CIMUAI, MAK U 8 BHAYUMENLHOU Mepe CUHMe3 NPUHYUNO0E NOAUGOHUHECK020
u eomoghonno2o muiurenus (Manunkosckas 1990: 49).
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LIEHCTBOBAHUIO MOJIOTOYKOBOI'O MEXaHM3Ma, UHCTPYMEHTAIbHO-MHTOHA-
LIMOHHBIE cpencTBa (hOPTEMMAaHHOTO MCIIOJTHUTENBCTBA UMEIOT B CBOECIT
OCHOBE I'MOKO U3MEHSIEMYIO aTaKy 3ByKa, HaXOJISIIYIOCs B TIPSIMOI 3aBU-
CHMOCTH OT XapaKTepa IpUKOCHOBeHUs K KiaBuiie. Ha oHe KoHcTaHT-
HBIX TeMOPO-IMHAMUYECKMX FaMM KjlaBecuHa 1 opraHa (bpaymo 1976: 48)
BO3MOXHOCTH YITpaBJIeHUsI TPOMKOCTbIO BOCITPOM3BOAMMOTO Ha (hopTe-
MMMAaHO 3ByYaHUs SIBUJIMCh HOBBIM, YOS IUTEIbHBIM CPEICTBOM MHTOHAII -
OHHOI BBIPA3UTEIBHOCTH, YTO CITIOCOOCTBOBAIO KOHCTPYKTUBHOMY COBEP-
LIEHCTBOBAHUIO JAHHOI'O MHCTPYMEHTAPHsI U LIMPOKOMY pacIIpoCTpaHe-
HMIO COOTBETCTBYIOIIEH MCIOJTHUTEIBCKOM ITPakTHKKU. B monTeepxaeHue
yKa3aHHBIX TeHACHIIMIA MoKa3aTeIbHO cleaylollee 3akioueHre bopuca
Acadnbesa: [..] popmenuaro u posinb ¢ ux meaoouHecKUMU 803MOICHOCAMU
nobexcdarom kaasecur (AcadbeB 1971: 363). BenencrBue ocobeHHOCTEH
3BYKOOOpa3yolLero ycTpoicTBa akkopaeoHa (PyYHbIX TApMOHUK) U3MEHe-
HME XapaKTepa aTakKu BOCITPOM3BOAMMOIO Ha HEM 3ByKa OCYIIECTBIISICTCS
IIyTeM yIpaBIeHMS CUIOM JaBIEHUSI BO3IyXa HAa METAZIMYECKUE SI3bIYKHI
(roy1oc6) MOCPEACTBOM MEXOBEACHMSI, A TAKXKE CKOPOCTBIO MOIbeMa Kila-
BMATYpHBIX KJIariaHOB uepe3 Tylie. [1pu HabmoaaroeMcs pocTe KayecTBa
MEXaHUKU MHCTPYMEHTa KOHCTPYKTMBHOE COBEPIIIEHCTBOBAHNE aKKOP-
JIeOHa B OTHOIIIEHWH BO3MOXHOCTEI MPOU3BOJIBHOTO M3MEHEHHSI aTaKu
HCIIOJIHSIEMOTO 3ByKa He HOCUT IIPUHLIMITUAIbHBIIA XapaKTep.

B cpaBHEHUU € CYLIECTBYIOIIMMU aKyCTUYECKMMU MY3bIKaJIbHBIMU
MHCTPYMEHTaMU COBPEMEHHBII OpraH 00J1a1aeT MaKCUMaTbHOM JUTUTEb-
HOCTBIO U3BJIEKAEMOTO 3ByYaHUsl, OTpaHUYMBAEMOI BpeMEHEM HaXKaThst
Ha KJIABUIILY, YTO SIBUJIOCH CJICACTBMEM DBOJIIOLIMU CUCTEMbI HATHETAHUSI
Bo3ayxa B TpyObl opraHa. I[loTeHLManbHAas JUIMTEIbHOCTh 3BYUYaHUST 13-
BJIeKaeMOT0 Ha (DOpTeNMaHO TOHA OrpaHMYEHa MPOAOKUTEIBHOCTHIO
KoJjiebaHMsI CTpYH. B pesysbrare BKIIOYeHUsT B KOHCTPYKIIMIO (hOpTeNnMaHo
MexaHM3Ma MOAHATHUS AeMIihepoB (IIpaBoii Meaaan) mapaMeTp AJIUTelb-
HOCTHU HENPEPBIBHOI'O BOCIIPOU3BEACHMS 3ByYaHUsl (BpeMEeHU 3aTyXaHUsI
KoJiebaHMsI CTPYH) ObLT 3HAYUTEIHHO YBeIMYeH. [1pomoKUTEIbHOCTh
M3BJIEKaeMOIo Ha aKKOPJIEOHE TOHA 00YCIaBIMBAETCsS BEIMIYMHOM TTPO-
(bu1s1 IPOCKAKMBAIOLLETO MO/ BO3AEICTBMEM HATHETAEMOI'0 BO3/IyXa SI3bIYKa
(COOTBETCTBYIOIIETO U3BJIEKAEMOMY TOHY), TUIOTHOCTBIO 3aKPHITHS IIPO-
€MHBIX KJIallaHOB (Ka4eCTBOM KJIaBUaTypHOI MEXaHWKW) U OTpaHUIMBa-
€TCsl HEOOXOIMMOCTBIO CMEHBI HaTlpaBJICHUST ABMXKEHUI MeXoM. B 1iesiom,
MHCTPYMEHTAIbHO-MHTOHALIMOHHbIE CPEICTBA AKKOPAEOHHOI'O UCIIOIHMU-
TeJIbCTBA, KACAIOIIKMECs MPOAOKUTEIbHOCTH U3BJIEKAEMOTO 3ByYaHusl,
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MOJTYYMJIM HE3HAYUTEJIbHOE COBEPILIEHCTBOBAHUE ITYyTEM YBEJIMUEHMSI KO-
JINYeCTBA MEXOBBIX OOPUH 1 0GecTieueHrsI HEOOXOMMMOM TepMETUIHOCTHI
KOHCTPYKIIMU aKKOPIECOHA.

OTMETHM, YTO Ha MHCTPYMEHTAX C TEMIIEPUPOBAHHBIM M HETEMIIE-
PUPOBAHHBIM CTPOEM MCITOJIHUTEIBCKOE MHTOHUPOBAHUE BOTLIONIACTCS
yepe3 obecriedeHre BhIPa3uTeIbHOCTH JJUHEIHOTO pa3BUTHsI BOCIIPOU3-
BOIMMOI My3bIKH JOCTYITHBIMU cpeacTBaMu. Oco60 BasKHBIM COJTbHO-MH-
CTPYMEHTAJIbHBIM CPEJICTBOM MHTOHAIIMOHHO BHIPA3UTEILHOTO UCTTOJTHE-
HMSI MEJIOAMM (MHTOHALIMOHHOTO TUIACcTa) SIBJIsieTCsl (PMIMPOBKA — YIIpaBJIs-
eMoe YCUJIEHUE U yracaHKe — TIOC/IeIOBATETbHO BOCITPOM3BOIUMBIX TOHOB.

OnuH 13 uccienoBaTelieli My3bIKaJIbHOTO MCTIOJIHUTEIbLCTBA, Opra-
auct JJanunn [Tpoiok, MUIIeT 0 TOM, YTO CramyapHoCcmb — mo eciib 3d -
KOHYeHHOCMb 8 AH0001 MOMEHm — ecmb Haubonee XapaKmepHblii NPU3HAK
opeannoeo 3gyuanus (Ipoirrok 1997: 86). JlInHaMuKa MeJIOUIECKOTO CTa-
HOBJICHUSI HA OpTaHe — FOPU30HTaIbHAsE KOOpAWHAaTa (GaKTyphl, KaK OT-
MeuaeT ucciieaoBaTellb, agmomamuyna i cxemamusuposana (Ipoitok 1997:
100). Taxke Jannu [1poirfok yKa3sIBaeT Ha TO, UTO NpUpood AUHEapHO20
Mmenoca |..] eokanvHas, opear jice auuLb y0obeH 0158 NOAUGOHUHECKO20 2010~
cogedenus, oT™MeYast: |..| 36y Ha Hem He guaupyemcs, OH He Mea00uuecKuil
(IMpomutox 1997: 100). 3a uckyioueHUEM BHECEHUS B KOHCTPYKIIMIO OpraHa
IIBEJUIEPHOTO MeXaHW3Ma, YTO B HE3HAYMTEJIbHOW CTEIeHU TT03BOJIMIO
MpUIaBaTh BOCIIPOM3BOINMOMY 3BYyYaHUIO 3(DPDEKTHI crescendo n dimi-
nuendo, THCTPYMEHTAJbHO-MHTOHALIMOHHBIE CpeacTBa (DUIUPOBKU HC-
TTOJIHSIEMOTO Ha OpraHe ToHa ce6st He 00HapyXkuBatoT. CiyxoBoe OIIyIIe-
HUe GUIMPOBKY BOCIIPOM3BOIMMOTrO Ha (hOPTENMaHO 3ByYaHUsT CO3IAETCs
WCTIOJTHUTENIEM Yepe3 yIpaBlieHUe aMIUIMUTYIO0N TPOMKOCTHO-TMHAMUYEC-
KUX IpaJIallvii aTaKK 1 3aTyXaHWsI CBSI3bIBAEMbIX TOHOB. IHCTpyMeHTaTbHO-
MHTOHALIMOHHBIE CPEJICTBA, ITPEACTABIISTIONINE UCITOTHUTEITIO BO3MOXHOCTD
3HAYUTEIBHO U3MEHSITh, YCUJIMBATh IPOMKOCTh BOCITPOM3BOAMMOTO 3BYKa
Ha CTaausIX, IMOC/IeAYIONIMX aTake, B (hOpTeITMaHHOM UCTIOJTHUTEILCTBE OT-
CYTCTBYIOT. YHUKAJIbHOCTb MHCTPYMEHTATbHO-MHTOHAIIMOHHBIX CPEJICTB
WCTIOJTHEHUS Ha aKKOpIeOHe®! — cpein KITaBUIITHBIX My3bIKaTbHBIX UHCTPY-
MEHTOB — IPOSIBJISIETCS B BO3MOXKHOCTSIX yIIpaBJieHUST (PUITMPOBKOI BOC-
TPOM3BOIUMBIX TOHOB (JIEHCTBUS MEXOBEJICHMSI) TTOCPEICTBOM ITPOU3BOJIb-
HO U3MEHSIEMOTO IPOMKOCTHO-TMHAMUYECKOT'0 TJTMCCaHAO (B OTJIMYUE OT
CTYTeHYATOM TPOMKOCTHOM TMHAMMWKH BOCITPOM3BOAMMOTO Ha (hOpTeTn-

8 OnuceiBaeMasi 0COOEHHOCTD B paBHOf?I CTENCHU XapaKTE€pHa Jisd 3BYKOU3B-
JICYCHMU Ha BCEX BUAAX PYYHbIX FTAPMOHMUK.
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aHo 3BydaHus)’. Takast BO3MOXKHOCTb yIPaBJICHUS U3BJIEKAEMbIM TOHOM
MPUOIMKAET aKKOPIEOHHOE MCTIOTHUTEIBCTBO K BHIPA3UTEIBHOCTU BO-
KaJIbHOTO MCKYCCTBA, apheKxmusHo-IMOUUOHANLHOMY PeHeaomy moHycy'”
(Acadnben 1971: 344).

Hapsiny ¢ coBepiiieHCTBOBaHMEM BO3IyXOHATHETATETbHOTO MEXaHU3-
Ma opraHa, JAaBIIMM WHCTPYMEHTY CTaOMJIbHOCTb I'POMKOCTU U TeMOpa
M3BJIEKAEMOT0 TOHA, OCJIEA0BATEIbHO OCYILECTBIISIOCH YBEIMYEHUE 00-
1IEro KOJWYECTBA U Pa3HOBUAHOCTE OpraHHbIX TPYO, BHECEHUE B KOH-
CTPYKIMIO MHCTPYMEHTA 3JIEMEHTOB, 00ECIIeYnBaIOIIMX BAPUAHTHOE TEM-
OpoBoe MHOTrOOOpasue ero 3BydaHus. McomHUTENbCKUE NEUCTBUS TIO
00bEIMHEHUIO U3BJIEKAEMbIX HA OpraHe TOHOB B MEJIOIUYECKYIO JIMHUIO
TPOSIBIISTIOTCSI B pPUTMUYECKOM OPraHM3alii BOCIIPOU3BOIUMbBIX TOHOB, a
Takke B MpeaycTaHOBKE TeMOpa UCMOMHSIEMON MeJTOAUY MTyTeM BKIIOUE-
HWSI TEX VI UHBIX OPTAaHHBIX PETUCTPOB, TIOCPEICTBOM UETO €€ 3ByUYaHUIO
COOOIIAIOTCST CBOMCTBEHHBIE OTIPeIeIeHHOMY Hab0Opy TPYO TeMOpOBBIE 1
I'POMKOCTHBIE aKYCTUUECKUE XapaKTePUCTUKU BOCIIPOM3BOAUMBIX TOHOB.
OnHOTOJIOCHOE CyMMMPOBAaHUE BOCTIPOM3BOUMBIX Ha (DOPTETTMAHO U aK-
KOp/I€OHE 3ByKOB 00€CTeUMBAETCs ONMMCAHHBIMU BbILLIE CPEACTBAMU UCTION-
HEHWUSI aTaKu, MOTEHIMATBHON IUIMTETbHOCTH U TPOMKOCTHOH (DrnpoB-
ku. Haubosee achbheKTUBHBIMU U3 yKa3aHHbBIX CPEACTB B HOPTENUaHHOM
HCTIOJIHUTEIbCTBE SIBJISIETCS YIIPaBJIeHUE aTaKoi, B aKKOPAEOHHOM — (hu-
JINPOBKA U3BJIEKAEMOT0 TOHA. B paccMOTpeHN MHTOHAIIMOHHBIX CPEJICTB
AKKOPJIEOHHOTO HCITOJHUTEIbCTBA BbISIBJISIETCS ONMpeaesiionias pojib
TPOMKOCTHO-IMHAMUYECKOTO YIIPABIECHMSI BOCITPOU3BOANMBIM 3ByYaHU-
eM JIECTBUSIMU MEXOBEJCHMSI.

CpaBHHTEIbHBIN AHAIN3 MHCTPYMEHTAIBHO-HHTOHAIIMOHHBIX CPEICTB
COJILHOTO WCTIOJTHEHNs Mo/ OHIN HA oprane, ()OPTENNAHO H AKKOPIEOHE

KnaBuiiiHbie MY3bIKaJIbHBIE MHCTPYMEHTbBI KOHCTPYKTHMBHO pacCIio-
Jlaralot cp€actBaMu 1jid €CAMHOBPEMEHHOI'O COJIbHOIO UCITOJIHEHHA HE-
CKOJIbKMX MHTOHALIMOHHBIX JUHUMA C COXpaHCHUEM IMPOUCTCKAIOIINX N3
oco0eHHOCTe 3ByKOO6paSOBaT€J’[LHOFO yCTpOfICTBa B3anMMO3aBUCHUMOC-
Teil u3BJaeKaeMbIX TOHOB. OCHOBHbIE TIIPUHIUIIBI UCITOJTHEHUA pa3IMYHbIX

® OObeIMHEHUIO KCITOJIHSIEMBIX Ha OasiHe TOHOB B €IMHYI0 MHTOHALMOHHYIO
JIMHUIO TIOMMMO JEMCTBUI MEXOBEIEHUS TaKKe CITOCOOCTBYET TyIIe (CM. Jaee).

1" Hukonaii JlaBbIZIOB OTMEUAI e By Y e CTh 3BYYaHMsI KaK Hauboree xyooxuce-
cmeenHo 3Hauumoe kavecmeo basna (JlaBbinoB 1990: 41).
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TUTIOB MY3bIKAJILHOM (hakTyphl (1O CyTH, OOIIIME TIpaBUia NCITOJIb30Ba-
HMSI MTHCTPYMEHTAJIbHO-MHTOHALIMOHHBIX CPEJICTB), BEIpAaOOTaHHBIE aKa-
JIEMUYECKOI MCITOJTHUTETbCKO IIKOJIOM, HalpaBIeHbl Ha o0ecriedeHue
OalaHca MeXJ1y BBIPA3UTEIbHOCTHIO OTIETbHBIX MHTOHALIMI!! 1 B3auMO-
00YCIIOBJIECHHOCTBIO BCEX 3JIEMEHTOB UCTIONHSIEMON (haKTyphl 11O BEPTH-
KaJIi U TOPU3OHTAJIH.

M cxomHbIM TSt KCCIeOBaHKSI MHCTPYMEHTATbHO-MHTOHAIIMOHHBIX
CPEIICTB COJTBLHOTO MCITOTHEHUS MOJTUMOHUUECKOM (haKTyphl SBISETCS
onpeeeHe MOTeHIIMaTbHOM MHTOHAIIMOHHOM MIOTHOCTH (KOJIMYeCTBa
WCITOJIHUMBIX €TMHOBPEMEHHO MHTOHAIIMOHHBIX IJIACTOB, T. €. MEJIOAM-
YeCKUX IMHUI ) BOCIIPOM3BOAMMOM Ha MHCTpYMeHTe Moo, MHOTO-
TOJIOCHE Ha OPraHe MOKET 03ByYMBATHLCS COJIMCTOM Ha HECKOJIBKUX KJIaBU-
aTypax, KaxI0i 13 KOTOPBIX OyIeT COOTBETCTBOBATH TEMOP TOTO MK MHOTO
Habopa opraHHbIX TPYO. OTCYTCTBUE BO3MOXKXHOCTEH YITpaBICHUSI aTaKOM
1 GUIMPOBKOI BOCTIPOM3BOIMMOTO Ha OPTaHe TOHA JIeJIaeT CAMOCTOSITEIb-
HOCTb WCITOJIHSIEMBIX B TIpe/ieiax OJHOM KJIaBUaTyphl MHTOHAIIMOHHBIX
J1aCTOB YCI0BHOM. W3 3asiBJIeHUIt CrieLIMaIuCcTOB B 00J1aCTH OPraHHOTO
WCTTOJTHUTEBCTBA O TOM, UTO Makue NOHIMUsL, KaK CyMMUPOBAHUE U PACCAO-
eHUe 8 OPeaHHOIL (hakmype Omcymcmeyom no npuHUHe abCoaomHol KOHK-
pemrocmu écex 38yKoebix naacmoe opeana (Ipoirtox 1997: 107) cranoBUTCS
SICHBIM: TIpY 6€3yCJIOBHOM (haKTYPHOM paccIOeHUU OCHOBOM BbIPA3UTEb-
HOTO UCITOJTHEH WS TOJTMGMOHUY Ha OpTaHe CIYKUT apTUKYJISIIIMOHHAS TOY-
HOCTb BOCITPOU3BEICHUSI MHOTOJIMHEIHOM MY3bIKaTbHOM TKaHMU.

[MoTeH1MaTbHAS MIJIOTHOCTh UCTTOJTHSAAEMOI Ha (hopTenaHo noando-
HUM OTIPEIEIISICTCS BOSMOXHOCTSIMU MaHYyaTbHOM TEXHUKU NCTIOJTHUTETST 2
K OCYILIECTBICHUIO TPOMKOCTHO-TMHAMUYECKOTO CYMMUPOBAHUSI U pac-
CJIOCHMSI TJTACTOB MOJTU(OHMYECKOI (DaKTYphI MOCPeCTBOM Tyiile. OObeK-
THUBHbIE (KOHCTPYKTUBHBIE) BOZMOXHOCTH TEMOPOBOTO PACCIOEHHUSI BOC-
MPOM3BOIMMOTO Ha (HOPTENMaHO 3BYYaHUsI OTCYTCTBYIOT . OrryieHue

" TpaHUIIbI SKCITPECCUN UCTIOJTHEHUST OTHOTOJIOCHSI 00YCIIOBIEHBI MHCTPYMEH-
TaJbHO-UHTOHALIMOHHBIMM CPEICTBAMM 6a30BOr0 YPOBHS (CM. BBIIIIE).

12 Nanuun IpolroK MpOTUBOMOCTABISAI KOHCTAHTHOCTH 3BydaHust Werk’oB
(KJIaBMATYp W CBSI3aHHBIX C HUMU HAaOOPOB TpyO) opraHa rpOMKOCTHO-AWHAMM-
YeCKYI0 BAPUAHTHOCTD BOCITPOM3BOAMMBIX Ha (DOPTEIMMAHO JIMHUI MY3bIKaTbHOM
GbakTypbl, ede nod pykamu macmepa svipacmaem aobdoe Koauuecmeo naacmog (I1po-
ok 1997: 98).

13 EBrennii TeTiesib oT™Mevas1, 4To Ha (hOPTEITUAHO HeB03MONCHO UIMEHSMb 36)-
KOBYH KpAacKy omoeabHo20 38yKa Npu 00UHAKO0E0U cuse 38yKa (LUT. MO:
Maptuncen 2003: 49).
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TOM M MHOM TeMOPOBOI OKPaCKH BOCIIPOM3BOIMMOTIO Ha (DOPTEIIMAHO
3BYy4YaHMUSI CO3MAETCS NEUCTBUSIMU TYILIE, CIEAYIOIIMMU 32 MOMEHTOM yaa-
pa MoJioTKa (-0B) IO CTpyHE (-aMm).

[LnoTHOCTB BOCIIPOM3BOAUMOTO Ha aKKOPIEOHE MHOTOTOJIOCHST, BTG~
cTBHE 00JIee TECHOTO PACITOIOKEHUSI KJIaBUII (KHOTIOK) HAa MHCTPYMEHTE,
KOJIMIECTBEHHO TTPEBOCXOINUT COOTBETCTBYIOIINE BOZMOXHOCTH (popTe-
M1aHo' 1 00HAPYKUBAET YCIOBHOE CXOACTBO C OPraHHbIM ITOTEHLIMAIOM
B 0011IeM XapaKTepe MpeayCTaHOBIEHUS MPUHIIMITUATBHBIX TECCUTYPHO-
TEMOPOBBIX Pa3IUUMii MHTOHALIMOHHBIX IJIACTOB UCTIOTHSIEMOM (haKTyphl.
Tak, MJI0THOCTb UCITOJIHSIEMOTO Ha aKKOPJEOHE MHOTOTOJIOCHSI YUCTIEHHO
MIPUOITIKAETCS K OPTaHHOM BO3MOXKHOCTBHIO OMHOBPEMEHHOTO BOCITPOM3BE-
JIeHNsT (haKTYPHBIX TUTACTOB Ha TPEX pa3IMYHBIX B TeMOPOBOM OTHOIIICHUHU
KiaBHuaTypax (0acoBast — BEIOOpHas1 — mpasast). TemOpoBoii muddepeH-
LIMAlLIM K 3ByYaHUsl, U3BJIEKAEMOro Ha JaHHbIX KJIaBUaTypax aKKOpIeoHa,
CIMOCOOCTBYET TAKXKE PA3IMUYUE UCXOAHBIX I[POMKOCTHBIX YPOBHEN Mapai-
JIEIbHO BOCITPOM3BOAMMBIX (Ha BbIIIEyKa3aHHbBIX KJIaBUaTypax) TOHOB.
HNHcTpyMeHTAIBHO-UHTOHALIMOHHBIE CPEICTBA UCTIOJIHEHUSI MHOTOTOJIO-
CHSI Ha aKKOPJIEOHE, B CPAaBHEHUH C OPTaHHBIM ITOTCHIINAIOM, XapaKTe-
PU3YIOTCSI OOJIBIIICH CTEIIEHBIO YCIOBHOCTH TeMOPO-TMHAMIUIECKOI -
(epeHIMalM UHTOHALIMOHHBIX TJIACTOB BOCIPOU3BOAUMOI (haKTyphl,
YTO KOMITEHCUPYETCs MOAYEePKUBAHUEM 'POMKOCTHO TMHAMUKU TON WU
WHOI JIMHUU NEUCTBUSIMU MEXOBEACHMUS, a TAK>Ke HE3HAUUTEIbHOI (hu-
JIMPOBKOM JIMHU ITOCPEACTBOM TyIle. BeencTBre 00beKTUBHOTO OTCYT-
CTBHUS BO3MOXKHOCTE1 MHOTOJIMHEWHOTO TPOMKOCTHO-INHAMNIECKOTO
paccI0eHUS MHOTOTOJIOCHSI, COTbHO BOCTIPOM3BOIMMOTO HA PYYHBIX rap-
MOHUKaXx (OOLINIA HEM3MEHSIEMbI TPUHIIUIT 3ByKOOOPa3oBaHust)">, MH-
CTPYMEHTAJIbHO-WUHTOHALIMOHHBIE CPECTBA aKKOPJEOHHOIO MCIOJIHU-
TeJbCTBa MaTepUaAIbHO COBEPIIEHCTBOBAIUCH MYTEM KOHCTPYKTUBHOIO
yerteHUs nudepeHIIMay TeMOPOB KJIaBHATyp M pacIIMpPeHUEM BO3-

14 VkazpIBaeMoe 00CTOSITEIbCTBO B OOJIBIIEH CTEIEHN KacaeTcsi KHOMOYHOM
Pa3HOBUIHOCTU aKKopaeoHa. [lepcrieKTHBBI MCIIOJIb30BaHMS TTPaBOi Teaaln
opTenraHo Mpu UCITOJTHEHMY MHOTOTOJIOCHST (TIOJTMMOHMM) B TaHHOM KOHTEK-
CTe He YYUTHIBAIOTCSI.

15 Hapsiy ¢ coxpaHeHHeM JaHHOTO IIPUHITUIIA B COBPEMEHHBIX KOHCTPYKITUSIX
PYYHBIX TADMOHUK (B T. 4. aKKOPJEOHA) CIIeAYyeT YIIOMSIHYTh O CO3IaHUN B Havaje
XXI Beka akcrnepuMeHTaIbHON MO/iesn OasiHa ¢ deyms mexamu u dughghepenyua-
/10M, TIO3BOJISTIOLIIUMY €030a8amb CO8EPUIEHHO PA3AUMHYIO OUHAMUKY MeXcOy napmu-
amu obeux pyx (Mmxanuukuit 2006: 325).
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MOXHOCTEI BbIOOpa TeMOpa 3By4aHMsI, BOCIIPOU3BOAMMOrO B Mpeesiax
OTHOM KJTaBMATYpPhl (CTAHIAPTHBIM IIJIsT KJIABUATYPHI IIPAaBOTO MOJYKOP-
yca akKKOpAeOHOB KOHGUTYpaLuy MpoheCCUOHATBHOTO YPOBHS Ha ce-
TOAHSILIHWI IeHb CYMTAETCSI HA0OP U3 MSITHAALATH PETUCTPOB, IIPEACTaB-
JISTIOIMINX COOOM pasINYHbIE BAPUAHTHI COYETAHUIN YETBIPEX TOJIOCOB'®,
BOCIIPOM3BOIMMBIX IIPU HAXKaTUX Ha OTHY KJIaBHIIIY).

YHUBepCcabHBIM TSI UCTIOJTHUTETBLCTBA Ha KJIIABUIITHBIX MY3bIKaJIb-
HbIX UHCTPYMEHTAaX (€AMHCTBEHHBIM [IJIsSI OPTAHHOTO MCIIOJHUTEIbCTBA)
SIBJIICTCSI CITOCO0 00beIMHEHMS M3BJICKAEMbBIX TOHOB B MHTOHAIIMOHHYIO
JIMHUTO U T depeHINaMY TAaKMX TOCTPOSHHI MEX Iy COOOI B UCTIOTHS -
€MOM MHOTOTOJIOCHH C ITIOMOIIBIO Pa3IMYHBIX IITPUXOBBIX XapaKTEPUCTHK
(aprukynsiuun). B paMKax akkOpAeOHHOM apTUKYISILIMU MOXET OCYILE-
CTBJISITBCSI HE3HAUMTEIbHASI I10 CTEIIEHM TPaJaliiii TpOMKOCTHAas audde-
peHLMaLNI MHTOHALMOHHbIX TUIACTOB, IIPOU3BOAKMAs Yyepes Tyie!’.

O0beM 3ByYaHUsI UCITOJHIEMOIO Ha aKKOPAEOHE MHOTIOTOJIOCHS,
oIrpeeeHHbII KOJIMYeCTBOM, TECCUTYPOI, IJIUTEIbHOCTBIO K COBOKYII-
HOWM KOHTEKCTHOI IPOMKOCTBIO FOJI0COB (PaKTYpPhI, IIPSIMO OTPasKAETCs Ha
JTWHAMMKeE Mpoliecca MEXOBEIeHUSs, Ha HEOOXOIMMOCTH OCYIIECTBIICHMS
CMEH HampaBJIeHHI IBUKEHIST MEXOM, B PE3YJIBTaTe KOTOPHIX BO3HUKAIOT
He XapaKTepHbIe LT MOJIMMOHMIECKOM TKaHK o01re 1e3yphl. [Tocpen-
CTBOM IVIABHOM KOHCTPYKTUBHOI OCOOEHHOCTY aKKOPAEOHA — €AMHOBPE-
MeHHO U cinabonuddepeHIUPYeMOii ogauYK BO3AyXa U3 MeXa KO BCEM
rojjocam — o0eCcIeYnBaeTCsl YHUKaJIbHAsI MEJIOANYECKasT HenpepbleHOCHb
38ykosviaerenus (AcapbeB 1971: 344) mnonudoHUU, HO TaKKe CO3AAETCS U
olpeaeieHHas: CHMMETPUIHOCTD (PUITUPOBKHU €€ TMHUM, UCTIOTHSIEMBIX B
paMKax IIpeayCcTaHOBJICHHOTO TeMOPOBOTO U TPOMKOCTHO-TMHAMIIECKOTO
COOTHOIILIEHUSI TOJIOCOB.

1® MIcro/ib3yI0TCsl BAPUAHTBI 3By4aHUst OT OJHOTO JI0 YEThIPEX TOJI0OCOB CO Cie-
JYIOIIMM 3BYKOBBICOTHBIM PACIIOJIOXKEHUEM: IBa B YHUCOH W TTO OIHOMY TOJIOCY,
3ByyYallleMy Ha OKTaBY HUKE UM BbILIIE OCHOBHOTO (HOMUHAJIBHOIO) TOHA.

17 HezHauuTeIbHOE M3MEHEHUE TPOMKOCTHU U3BJIEKaeMbIX Ha aKKOPJIEOHE TO-
HOB 0o0OecrieunBaeTCs TOM MJIM MHOM TITyOMHOM HaXXaTHs KJIaBUII, TIPSIMO BITUSIO-
LIeW Ha MOJHATUE KJIaBUAaTypHbBIX KJIallaHOB, Ha 00beM BO3/1yXa, M0JaBaeMoro K
COOTBETCTBYIOIIUM SI3bIYKaM (T. €. Ha F[POMKOCTb BOCIIPOM3BOAMMBIX TOHOB). Omi-
ChIBaeMblii CIToco6 (HaKTYypHOTO pacclOeHMs UCITOIHSAEMOM Ha aKKOPIEOHe 0~
JndoHuu (Yepe3 Tyllie) peaanus3yeTcst BHE 3aBUCUMOCTH OT JICMCTBUI MEXOBEICH M,
CYMMUPYIOLIUX TPOMKOCTHYIO TMHAMUKY BOCITPOU3BOIUMOTO MHOTOTOJIOCHSI.
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BoiBoanl

Xy10XeCTBEHHO-CMBICJIOBOE 00beIMHEHNE TOHOB, BOCITPOM3BOIM -
MbIX Ha MY3bIKaJIbHOM MHCTPYMEHTE, OCYILIECTBISIETCS UCIOJHUTEIEM
yepe3 YIpaBieHUe BbICOTOM, F(POMKOCTBIO, JJIMTETbHOCThIO, TEMOPOM 13-
BJIeKaeMbIX 3ByKOB (B pamMKax (pakTypbl TOrO MJIM UHOTO TUIIA). Bo3mMox-
HOCTH TaKOTO YIpaBJIeHUsI, KOTOPOE MOXXKHO YCIOBHO Ha3BaTh My3bIKaJlb-
HO-UHCTPYMEHTaJbHBIM UHTOHUPOBAHUEM, O0OBEKTUBHO ONPENSIsSIIOTCS
MEXaHUKO-aKyCTUYECKMMU CBONMCTBAMM MY3bIKAJbHOIO MHCTPYMEHTA.
IMoHsiTus, oTpaxkalolye MaTepUalbHble CPEICTBA COJbHO-UHCTPYMEH-
TaJIbHOTO MY3bIKaJIbHOTO UCITOJHUTEIbCTBA (T. €. MEXaHMKO-aKyCTUYeC-
KHe CBOMCTBA MY3bIKaJbHOTO MHCTPYMEHTA) U (POPMbI UCTTOJTHUTEJILCKUX
JIEMCTBUIA, yd4acTBYOLIME B peau3alii MHTOHALMOHHOM JIOTMKY BOCIIPO-
U3BOAMMOI MY3bIKHU, IJIS1 YCTIELIIHOTO TTOMCKA pelleHUIi Mpo0IeM COOT-
BETCTBYIOILIEH MPaKTUKU HEOOXOAMMO paccMaTpuBaTh B COBOKYITHOCTHU
(KaK MHCTPYMEHTaJIbHO-MHTOHALIMOHHBIE CPENICTBA).

B MexaHMKO-aKyCTUYeCKOM COBEPIIEHCTBOBAHUU KJIABUILIHBIX MY-
3bIKaJbHbIX MHCTPYMEHTOB MTOMUMO OOILIETO YBEJIMYEHUs Juara3oHa u
MOTEHLMATbHOM IJTUTETbHOCTH U3BJIEKAEMbIX TOHOB BBISIBJISIETCSI CTPEM-
JIEHUE K paCKPBITUIO PECYPCOB TEMOPOBOI MU TPOMKOCTHO-IMHAMUYECKOMI
WHTOHALIMOHHOM BbIpa3UTEIbHOCTH BOCITPOM3BOAMMOrO 3By4aHusl. Mate-
pUaTbHOE Pa3BUTUE MHCTPYMEHTAIbHO-UHTOHALMOHHbBIX CPEACTB UCITOJI -
HEHUS MHOTOTOJIOCHSI Ha KJIABUIITHBIX MY3bIKAJIbBHBIX MTHCTPYMEHTAX ITPO-
XOIWJIO B pa3IMYHBIX HAIIpaBJIeHUsIX. TakK, y MTHCTPYMEHTOB, UMEIOIINX B
OCHOBE 3BYKOM3BJIEYEHUSI CTPYHBI, OHO IIPUBEJIO K MOHOTEMOPOBOIL'®,
KJIaBUILIHO-YAApPHOI KOHCTPYKLIMU (pOpTENMaHO ¢ BapruadeIbHbIM IPOM-
KOCTHO-AMHAMUYECKHUM COOTHOLLIEHUEM TOHOB — O€3YCIOBHBIM CPEICTBOM
paccioeHUs1 UCTIOJIHsIeMO MoAMGOHNYECKOM (PaKTyphl. DBOTIOLMS KJla-
BMILIHO-TTHEBMATUYECKHUX MHCTPYMEHTOB (OpraHa, pydHOu rapMOHUKN'"®)
ObL1a 0003HAaYeHa HapalllMBaHUEM TOTEHLIMAJbHOIO MHTOHALIMOHHOIO

18 B KOHCTpYKITMU (hOPTENMAaHO He COXpaHMIaCh CUCTEMa OKTaBHBIX YIBOSHUIA
BOCITPOM3BOJIMMBIX Ha KJIaBECHHE TOHOB.

1Y OnpeneneHue IMmyTH COBEPIIICHCTBOBAHMUSI TADMOHMKY B paMKaxX pyYHOIO THTIA
¢ eopuzonmanvibim osuxcenuem mexa (Mmxanuikuii 2006: 33) 66U10 00YCIIOBIEHO
BO3MOXKHOCTSIMU TUOKO# (DMIIMPOBKY (TPOMKOCTHOTO M3MEHEHHsT) UCTIOJTHSIEMOTO
Ha TaHHOM MHCTpPYMeHTapuu 3BydaHus. OUIMpoBKa U3BJIeKaeMbIX TOHOB el -
CTBUSIMU MEXOBEICHUS SIBJISIETCSI BEYIIIMM CPEICTBOM 00eCIeYeHUsT MHTOHAII -
OHHOI BBIPA3UTEIbHOCTU MY3bIKM, BOCIIPOM3BOAMMOI Ha YKa3aHHOM BHUJIE rap-
MOHUKU.
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00beMa UCTIONHSIEMOH (paKTyphl, CPEICTB €€ TeMOPOBOTO PacCIIOCHUS 1
aKyCTUYECKOM CUIIbI BOCITPOM3BOIMMOTO 3ByUaHMUsI.

Crneundpuka MUHCTPYMEHTAIbHO-MHTOHALMOHHbBIX CPEICTB aKKOP/Ie-
OHHOT'O MCITOJTHUTEIBCTBA MPOSIBIISIETCS] Ha 6a30BOM MHTOHAIIMOHHOM
ypOBHE (MCTIOJIHEHHE OTHOTOJIOCHSI) ¥ YPOBHE BOCITPOM3BEACHMSI MHOTO-
TOJIOCHSI B IIMPOKUX BO3MOXKHOCTSIX TPOMKOCTHOM (PUJIMPOBKM U3BJIeKAa-
€MBbIX TOHOB JIeICTBUSIMU MexoBeaeHUs1. UCIoJHEHI0O MHOTOTOJIOCUST Ha
aKKOPIIEOHE CBOMCTBEHHO ¢IMHOE TPOMKOCTHOE M3MEHEHME (PaKTYPHBIX
JHNH ((haKTMIecKoe MHTOHAIIMOHHOE CYMMUPOBAaHUE TOJIOCOB B €IM-
HYyIO JTUHUIO). MHTOHALIMOHHOMY PacCIO€HUI0 BOCIIPOU3BOAUMMOIO Ha
aKKOpJEOHE MHOTrorosocus (moJu@oHuu) moMuMo TeMOpoBoii audde-
peHUMALIMU KJIAaBUATYpP JaHHOTO MHCTPYMEHTA CIOCOOCTBYET apTUKYJISI-
1S, CKJIAIBIBAOIIASICS U3 00eCIICeYCHMST IITPUXOBOM BEIPA3UTEIBHOCTH
MHTOHALIMOHHBIX JIMHUI 1 UX MaJO3HAYUTEJIbHOM I'POMKOCTHOM (pusIn-
POBKU C MOMOILIBIO TYILLE.

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 instrumental-intonal means of solo performance of
musicare a set of typical mechanical-acoustic properties
of a musical instrument and the potential of performer’s
actions on art-semantic association of tones taken from
a given instrument. 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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TeopeTnyeckue acneKkTbl HHTEPIPETALUA
¢opTrenuaHHOr0 HOTHOIO TEKCTA
COBPEeMEHHbIMU MCIOJTHUTEISIMU

Mag. art. Upuna TopOymmna

Hucmumym uckyccmeosedenus, smuoepaguu
u gponvkaopa um. K. Kpanuewst

Hayuonanvroil akademuu Hayk beaapycu

M CIToTHUTETBCKOE MCKYCCTBO 3aHUMAET BasKHOE MECTO B CIIOXKHOM
CHCTeMe MY3bIKaJIbHOTO ObITHS. M3 BceX CBOMX MITOCTACE — HEKOTO MIe-
aJIbHOTO KOMIIO3UTOPCKOTO 3aMbICiIa, ero (hMKcallluy MOCPEICTBOM HOT-
HOI1 3aITMCH M 3BYKOBOW peajn3alliii — MMEHHO 3ByJaHWe TIPEACTaBIISICT
€000 Ty (hopMY, B KOTOPOIT My3bIKa aKTYaJTM3UPYETCST KaK BUI HCKYCCTBA.
HMHbIMU clTOBaMU, My3bIKa 3asIBIISIET O ceOe Mpeke BCEro B MOMEHT CBO-
ero 3By4yaHWsl. BOT modyemMy MCITOJTHUTEIO BO BCE BpeMeHa OTBOAMIACH
BaKHasl POJIb.

Bynyun TecHO CBSI3aHHBIM CO CTWJIEM W MUPOBO33PECHUEM SITOXH,
KOMITO3UTOPCKMM CTUJIEM Y BO3MOXKHOCTSIMM CaMOT'0 MHCTPYMEHTA, MC-
IMOJTHUTEJIBCKOE KCKYCCTBO UTPHI Ha (hOPTENTMAaHO M B3IJISIIBI Ha HETO pa3-
BUBaIUCh U BuaousMmeHsuiuch. CeroaHsi, B XXI Beke, 1eecoodpa3HoO
paccMaTprBaTh UCIIOJTHUTEIBCKOE MCKYCCTBO CKBO3b ITPU3MY ITOCTMOIEP-
HUCTCKOM MapagurMbl MHOXeCTBEeHHOCTH. COBpEeMEHHbBIE MY3bIKAHTHI
UTPAIOT MY3bIKY Pa3INIHBIX CTUJIEBBIX 310X, OJHAKO OOraTeIINii CITyX0-
BOIi OITBIT, INMPOKKE BO3MOXHOCTH COBPEMEHHBIX MY3BIKAJIbHBIX MHCT-
PYMEHTOB, a TAK3KE CUCTEMA 3CTETUUECKUX LIEHHOCTEI COBPEMEHHOM 3110~
X1 HEU30€eXXHO HaKJIaAbIBAIOT OTITEYaTOK Ha ucroaHuTeld. K coxaneHuio,
BO BpeMeHa baxa n MomapTra He ObIJTO 3ByKO3aITMCHIBAIOIINX YCTPOMCTB,
1 00 UCTIOTHEHU Y X MY3bIKM UMM CAMUMM, a TAKKE X COBPEMEHHUKA-
MM MbI MOXKEM MMETh ITPEICTAaBJICHNE JIUIIb IO JOKYMEHTAIbHBIM M 3ITHAC-
TOJISIPHBIM MCTOYHMKAM, a TTOTOMY BechbMa ycioBHoe. Ho, HecMoTpst Ha
3T0, MOXKHO C YBEPEHHOCTBIO CKa3aTh, YTO mo20a X My3bIKa WCIIOJIHSI-
Jlach MHa4e, 4eM ceifuac, M, COOTBETCTBEHHO, 3ByJalia MHa4e, YeM 3BYUUT
ceiiyac. HeMainyio posib B 3TOM UTParOT My3bIKaJIbHbIe MHCTPYMEHTHI 1
aKyCTMYECKHE BO3MOXHOCTH KOHIIEPTHBIX 3aJI0B; OJHAKO KITIOUEBBIM pa3-
JINYKMEeM, Ha Hall B3IJISI, SIBJISICTCSI MMEHHO CaMO MOH UM a H U € My3bI-
KU, 9TO BBIpaXKaeTcsl B UICKYCCTBE MCITOTHUTEIBCKOM MHTEPIIPETALIH.
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My3bIKaHT B CBOE MCITOJHUTEIbCKOU NEesITETbHOCTU MOCTOSIHHO
WMeEeT JIeJI0 C HOTHBIM TEKCTOM, BBIPAXKAIOIIINM 3aMbICE]T KOMITO3UTOPA B
rpaduyeckoM Buzie. B paznuuHbie cTUIEBbIE STTOXM HOTHBIN TEKCT Mpe-
CTaBJIsL1 cOOOI pa3Hylo cTerneHb MHGOPMAaTUBHOCTU U, COOTBETCTBEHHO,
pa3HyIO CTeTieHb MHTEPIIPETaTOPCKOi cBOOOABI. PaccmaTpuBast HOTHBIN
TEKCT B UCTOPUUYECKOM aCMeKTe, MOXKHO MPOCIEAUTh €r0 SBOJTIOLIMOHHbIE
sranbl'. B kauecTBe nmpuMepa Bo3bMEM (HOPTENTMAHHYIO MY3bIKY.

HoTHblit TeKCT cTapuHHOU KiaaBUpHOU My3biku (XVI — Havana
XVIII BB.) BecbMa CKYIT: Mbl HAXOJMM B HEM JIMILIb HOTALMIO — 3aDUKCU-
POBaHHbIE MO BBICOTE Y BPEMEHHOM MPOTSKEHHOCTH 3BYKU.

IIpumep 1. Viorann Cebactbsan bax. Ilpemoaus o maxop u3 I Toma
Xopouwio memnepupoeannoeo xaasupa (yprekcr) (cMm. Ha c. 308).

MOXHO cKa3aTh, YTO B TAKOM TEKCTE 3aJ103KeHa MMITPOBU3alIMOHHAS
MPUPOIA CTAPUHHOM MYy3bIKU, HE TPEOYIOIIeH OT UCTIONHUTEST YETKOTO
cienoBaHMs OyKBe. DTO OOBSICHSIETCS CYIIECTBYIOIICH B T€ BpeMeHa Tpaau-
LIMeil MCTIOJIHEHUSI KOMITO3UTOPaMU CBOE COOCTBEHHOM MY3BIKU, K020a
aKm co30aHUs My3bIKAAbHOU MAMEPUU 8 3HAUUMEeAbHOU Mepe CO8NA0an ¢ aK-
mom ee ucnoanumenwvckotl pearuzayuu (CaseHko 2007: 2). My3bIKaHT TOTO
BpeMeHU ObLT YHUBEPCAJIeH, SIBJSISICh U KOMITO3UTOPOM, U TEOPETUKOM, U
HUCIOJHUTENIEM, TIO3TOMY TaKOM CKYnoil HOTHBII TEKCT HEe BbI3bIBAJI HETIO-
HUMaHWUSI.

B nanbHeiiem, yxke B KJIIACCUYECKYIO 3MOXY (M OCOOEHHO SIPKO 3TO
MPOSIBJIIETCS Y BEHCKMX KJIACCUKOB), KOMITO3UTOPBI CTAJIU J00aBISIThH B
HOTHBIN TEKCT yTOYHSIIOIINE YKa3aHUsT — 0003HAUCHUS TeMITa, TUHAMUKA
M apTUKYJISIIUU. YCOBEPILIEHCTBOBAIOCH (DOPTENMAHO: pACKPBLINCh HOBBIE
3BYKOBbIE BOBMOXXHOCTH 32 CUET MOSIBJICHUS TTPABOM TIeJaId U YKperLie-
HUST MEXaHUKU. DcTeTrnueckue Bo33peHus [IpocBelieHus, BbIABUXKEHUE
Ha IMepBbIii IUIaH ratio He MOTJIU He OTPa3UThCs Ha KOMITO3UTOPCKOM TBOP-
YecTBe U, BYaCTHOCTH, Ha HOTHOM 3anucu. [TosiBUach TeHAESHIIMS K pa3-
JeJIeHUIO (YHKIIMI KOMITO3UTOPA U UCTIOJTHUTEIST, COOTBETCTBEHHO, HOT-
HBIi TEKCT TOJDKEH ObLT coiepkaTh 60JTbile TH(OPMAIIUY IS ITOCTIETHETO.
M Bc€ )Xe MOMEHT UMITPOBM3ALIMOHHOCTH IMPUCYTCTBOBAI — OTPaXkajloCh
3TO B KaJICHIIUSIX K (hOpTeNTMaHHbIM KOHIIepTaM. M, XOTsI BeHCKMe KJlac-

! BasieHTriHa X0JI0MOBa BbIACIUIA CIEAYIOLIME OCOOEHHOCTH UCTIOJTHEHUS: B
XVIII Beke — HOpMaTUBHOCTh BApbUPOBAHMUS 3alIMCaHHOro TeKcTa, B XIX Beke —
OT TIpaBUJIa My3blKa 045 8UpPMY03a K TIPABUITY 8Upmyo03 011 My3viku, B XX Beke —
OCYXJIEHUE UHTepIpeTaluu, npuxod Kk kyaemy ypmexcma (Xononosa 2009: 20).
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CHMKU 3aITMCHIBAJIN MX, HO CYIIIECTBOBAIa BAPMAHTHOCTH BRIOOPA TOI MITH
WHOW KaJeHLUN K OJHOMY U TOMY K€ KOHLEPTY, K TOMY Xe Tpaaulluu
TOr0 BpeMEHU MPeANrChIBaId UCITOJHUTEIIO UTPATh COOCTBEHHYIO M-
MIPOBU3AIINIO, YTO COCTABJISIO CYTh 3TOM YaCTU MY3BIKAJIBHOTO ITPOU3BE-
neHus>.

KauecTBeHHO HOBBII 3Tan pa3BUTHS HOTHOTO TEKCTa Jajia 3Ioxa
pomanTuaMa. K XIX Beky OKoHYaTeIbHO MTPOM30IILIO pa3MeKeBaHUe (DyH-
KIIMI KOMITO3UTOPA U MCIIOJHUTEIS TP COXpaHEHUM MY3bIKaHTCKOM
ounapun (Ppunepuk lonexn, ®epenir JIMcTt), 1 KCKYCCTBO MHTEPIIPE-
Talluy BbIIBUHYJIOCH Ha aBaHCLIEHY. KOMMO3UTOPBI-pPOMaHTUKY TIIATE b~
HO 103a00TUJIMCh O TOM, YTOOBI UX TMTPOU3BEACHUS ObLIU JOCTYMHbI IJIS
WCIIOTHUTEJIST, CHAOIMB UX OOJIBIITNM KOJTNISCTBOM HEOOXOIMMBIX YKa3a-
Huii. [ToMrnMo TeMmna, TMHAMWUKY, apTUKYJISIIAN, aTOTUKH, TIeIaIn3allnu
KOMITO3UTOPbI BHECIM B HOTHBIN TEKCT CBOM aBTOPCKUE peMapKu Kaca-
TEJbHO XapakTepa MCITOJHEHUs, BbIpaKarollye SMOLIMOHAbHbIE CBOM-
cTBa My3bIKH. CIIOXKHO IIPEICTaBUTD B My3bIKe KITACCUKOB TAKIE PEMAPKH,
Kak, HaTIIpuMep, furioso (IpOCTHO), impestuoso (HenuctoBo: JIuct, Ab irato),
OpPraHMYHO BIUCHIBAIOIIMECS B My3bIKy poMaHTUKOB. B XIX Beke posiib
He TOJIbKO CTaJl 3aHUMaTh MTPOYHOE U, MoKy, OJHO U3 BEAYLIIMX MECT
cpeay CONMPYIOLIMX MHCTPYMEHTOB Ha KOHLIEPTHOM 3cTpaje, HO Heped-
KO TPaKTOBAJICSI KOMIIO3UTOPAaMU KaK MHCTPYMEHT-OPKECTp, KOTOPBIi
CIIOCOOCH TToIpaXkaTh TeMOpaM Pa3IMIHBIX My3BIKATbHBIX MTHCTPYMEHTOB.
Ortciona nosiBiieHe B HOTHOM T€KCTe TaKMX YKa3aHUM, KakK quasi zimbalo
(JIuct, Beneepckas pancodus Ne 10), quasi horn (JIvict, Dtion Ne 5 u3 boab-
wux 3mr0ooe no Ilaeanunu) u ap.

E1ig 6osiee monpoOHbIe yKa3aHUS XapaKTepa UCIIOJHEHUSI B HOTHOM
TeKCTe MOXHO HabJI0JaTh Y UMIPECCUOHUCTOB. [10CKOIBbKY OOMBIIIYIO
POJIb UTPAIOT IETAJIU, U3 KOTOPBIX COTKaHA My3bIKaJIbHasi TKAHb MPOU3Be-
TIeHUsI, KOMIIO3UTOPHI CTPEMUJINCH TIepeIaTh B CJIOBECHBIX peMapKax yxke
He caMU YyBCTBa, a X OTTEHKU — HaTIpUMeD, un tendre et triste regret (Kion
Heo6toceu, Illaeu na cneey), doux et fluide (Jdedroccu, 3amonysuiuii cooop),
nerveux et avec humour (Jledroccu, Menecmpenu).

2 Kak ormeuaet Enena ®omeHko, 6 yesom npouecc Hanucanus c6oux KadeHyuil
K KOHUEPMAaM 6EHCKUX KAACCUKO8 MONCHO CHUMAMb He 3AKOHYUBUMCS 00 CUX NOp, U
amom npoyecc moxcem npodoaxcamocs 8 0ydywem. Tax, omcymemeue asmopcKux
KaoeHuyuii K HeKOMOPbIM KOHUEPMAM 6EHCKUX KAACCUK08 0AEMm 803MOICHOCHb UCHOA -
Humensam couurams ceéou Kaderyuu k Hum (Pomenko 2003: 2).
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Iropanu3M My3BIKaTbHBIX CTHIe XX BeKa OTpa3ujcs B MOJIHOM
Mepe U B HOTHOM MY3bIKaJIbHOM TeKcTe. OJHU KOMIO3UTOPHI MOLLIN 10
MyTH COXpaHEHUs TPaAULIMOHHOM HOTALUU, IPpyTUe — MO IMyTH HOBAaTOP-
CTBa, 3aMEHSISI IIPUBBIYHEBIC HOTHI rpadMIeCKUMM N300paKeHUSIMA, 3HA-
KaMM W pUCyHKamu. B mepBoit momoBruHe XX BeKa 1O OOJBINCH JacTH
COXpaHsIeTCsl TeHASHIUSI HOTHOM 3aMUCH ¢ yKa3aHUEeM BaKHEMIIUX HC-
MOJIHUTEJILCKUX PeMapoK (pyccKasi U coBeTcKasl (popTenuaHHasi My3bika,
HMMITPECCUOHUCTHI, HEOKJIACCUKM, HeO(OIBbKIOPUCTHI). OTHAKO Y TIpeI-
cTaBUTENIel HOBOBeHCKOM 1IKOJIbI (ApHoaba LIIénoepr, AHTOH BebepH)
HaOMIOAAI0TCSI TEHASHUMH K YTJYOJIEHHOM NeTau3alyd HOTHOM 3aIucH,
YTO B JajbHeieM (a MMEHHO B My3bIKaJIbHOM aBaHTrap/e BTopoii BoJHbBI)
TIePeIIoO B TOTAJbHBIN KOHTPOJIb HAal KaXKIbIM 3BYKOM MY3BIKAJIBHOTO
tekcra (mpousBeneHus OnmmBbe Meccnana, Kapnxaiiaia [lITokxay3eHa).
DTO MPUBEJIO IO CYTU K CBEAEHUIO Ha HET MCKYCCTBA MHTEPIpETALU,
MOCKOJIbKY UCIOJHUTEIbCKAsI CBOOOAA MOJHOCThIO OrpaHUYMBAJIACh.
HexoTopbie KOMITO3UTOPHI TAKKE CTAJIN BEICTABIISITh B HOTaX TOYHOE Bpe-
MsI MICTIOJTHEHMSI TIPOU3BEICHNS, TAKIM 00pa30M, OTIPEICISIICS eIUHBIN
BPEMEHHOI1 oOpa3el] Mpou3BeAeHHs, He MOIIeXalluid UCITOTHUTEIbCKOMN
WHTepHpeTaLuu.

Jpyrast TeHAeHLMS, XapaKTepHasl 1Sl My3bIKaJlbHbIX POU3BEACHU I
YK€ BTOPOi1 MOJIOBUHBI XX BeKa — OTKAa3 OT IeTaTN3UPOBaHHON HOTHOM
3ammcu. 31Mech Mbl HaO0gaeM HEeKMit BO3BpaT K CTApMHHON MY3BIKE, B
KOTOPOIT aBTOPCKME yKa3aHUsI ObLIY MUHUMaJbHBIMU. Takasi 3anuch, Ha-
MPOTUB, AAET UCTTOJHUTEIO CBOOOAY B MHTEPIIpEeTallui MTPOU3BEACHUSI.
BepHyIto vctiotHUATE IS Ha TTyTh MMITPOBU3AIIAN 1 TIOSIBJICHUE B MYy3bIKE
aJIcaTOPUKM ¢ €€ MHOTOBAaPMAHTHOCTBIO TPAKTOBKM TEX WJIM MHBIX DJIe-
MEHTOB MY3bIKAJIbHOTO SI3bIKA.

IIpumep 2. K. IllTokxay3en. Klavierstick IX (cm. Ha c. 308).

COBpCMCHHBIfI IIMaHUCT UMEET OCJIO C My3bIKOI>)I Pa3HbIX CTUJICBbIX
3M0X, C CaMbIMU pa3/JIMYHBIMU BUJAAMU HOTHOI'O TEKCTA, pPACKPbITH CMbBICJI
KOTOpOIo — €ro 3agaya. 31ech BOBHUKAET rlpo6neMa: KakKnum o6pa30M 9TO
C,E[CJ'I&TB? B cBs13u ¢ 3THIM BCTaeT BOIIPOC O napamempax My3blKda1bH02c0 MeK-
cma v €ro INpUrogHoCTu 4Jisd WV CIIOJTHUATEIBbCKOM MHTEpHNpETALINNA. Hapa—
METPbI MY3bLIKaJIbHOI'O TEKCTA — 9TO CJIOXKHAasA M1 MHOTOorpaHHasd CUCTEMa
rpa(’pnqecmzlx n BCp6aI[BHBIX QJICMCHTOB, HCPAa3PbIBHO CBA3aHHBIX MEKIY
co0011 U SABIISIIOLIMXCS HOCUTEISIMU CMBbICIIA IIPOU3BCACHMA. B xauectBe
CMBICJIa BBICTYIIAIOT:
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a) CTUJIb KOMIIO3UTOpPA, KOTOPHI OTIOCPEI0BAaH MY3BbIKATbHO-XyIOXKEe-
CTBEHHBIM CTUJIEM M MUPOBO33PEHHUEM TIOXH;

0) cucTeMa B3TJISII0B KOMITO3UTOPA Ha MUP M €T0 MUPOOIITYIIICHNUE;

B) XaHpP MY3bIKAJIbHOTO MIPOM3BEICHUSI, KOTOPHI HE MOXKET OBITh OC-
MBICJICH B TIOJDKHOI Mepe 0€3 COOTHECEHMSI CO CTHJIEM KOMITO3UTOpa
1 3II0XU;

T) comepxXaHWe My3BIKH, T BAXKHEHIIINM SIBIISICTCST 80NPOC 00 UOeHMUY -
HOCIU MY3bIKAAbH020 npou3eederus camomy cebe (Xomorioba 2009: 20).
JlokazaTeIbCTBOM CKa3aHHOMY CITY>KUT CpaBHEHUE TPAKTOBKHU XKaH-

pa coHatbl 1 coHaTHO# opmbl B XVIII Beke, ®punepukom [lloneHoM B

XIX Beke u CepreeM IIpokodbeBbIM B XX Beke. 31eCh MBI HAAEM cepbe3-

HBIC Pa3IUYUs U B COACP>KaHNN MCITOJTHUTEIBCKUX U My3bIKaIbHBIX

3T0X, U B UCITOJTHUTEJIBCKOM BBISIBICHUU MY3BIKAJTbHOTO XKaHpa, CTPYK-

TYpHI, ¥ B UCTIOJTHUTEJIBCKOM COIep>KaHMU MY3BIKH B 11e1o0M. Kpome Toro,

caM HOTHBIU TEKCT COAEPKUT PSIII ITapaMeTPOB, TTOIIEKAIINIX alcKBaTHO-

MY OCMBICJICHHUIO. DTO TeMII, IMHAMWKa, apTUKYJISIIUS, arorvKa, Iemaa-

JIM3aIys, anIuInKaTypa, ¢ppasupoBKa, aBTOpCcKue peMapku. Kaxkmprit u3

STHX MapaMeTPOB ObUT UCCIICIOBAH C pa3HOM CTETIEHbIO ITYOMHBI X BCECTO-

POHHOCTH, HEKOTOPBIM e TTOCBAIICHBI OTACIbEHBIC MOHOTpadn. Mexmy

TeM, YKa3aHMSI B HOTHOM TEKCTE €TO TTapaMeTPOB, CTOJIb HEOOXOIUMBIX CO-

BpEeMEHHOMY ITMAHUCTY, IPUMEHSITICHh KOMITO3UTOpaMu He Beeraa. K mpu-

Mepy, CETOmHsI, o0paIasch K My3bike baxa (K ypTekcTy), HaM He XBaTaeT

MHOXECTBa IMPUBBIYHBIX 0003HAYCHUI 1, B TIEPBYIO OYepenb, YKa3aHWi

TeMIla ¥ JMHAMUKH. 3a1aqy 3Ty peliaeT pe 1aKTop.

Bo3HUKHOBEHME TaKOTO SIBJICHNUS,, KaK PeIaKIINsI My3bIKaJIbHOTO TTPO-
W3BeIeHNS, 00yCI0BIeHA HEKOM TIEPeOIICHKOM SCTEeTUUECKMX IIEHHOCTE I
¥ TIOTpeOHOCTE APYTOI, O0JIee paHHEH TTOXU, U3MEHEHNEM B3IJISIIOB Ha
HCITOTHUTEIbCKOE UCKYCCTBO, M3MEHEHMEM BKYca CIIYIIATeILCKOM ayan-
Topuu. C OMHOM CTOPOHBI, 3TO MPUOIMKACT My3bIKY 00JIce paHHUX CTHJIC-
BBIX 3IT0X K €€ COBpeMEHHOMY ITOHMMAHUIO 1 CYIIECTBYIOIINM MCITOTHH-
TEJIbCKUM TEUCHUSIM; C IPYTOi CTOPOHBI, 3TO MPUBOAUT MOIJAC K yTpaTe
CTHJIEBBIX 0COOCHHOCTEN PeIaKTUPYEMOTIO HOTHOTO TEKCTA.

Anexcanap MepKyJi0oB OTMeUaeT IBE OCHOBHBIC TCHICHITMHY B peIaK-
LIMSIX: apXau3aluio MPOILLIOro’ 1 ocoBpeMeHMBaHME CTapuHbL. B cBOeit
cratbe (MepkymoB 1991) oH mpemaraet CIeAyIONIyIo KiracCu(UKAITIIO pe-

3 AMoJIOreThl 3TOTO HAIMpPaBIeHNsI TAKKE PATOBAIM 3a TaK HA3bIBAEMOE ayTeH-
TUYHOE UCTIOJTHEHKE C UCTIOIb30BAHUEM CTAPMHHBIX MY3bIKAJIbHBIX MHCTPYMEH -
TOB, YTOOBI 3By4aHUE MPUOOPEIO MAKCUMAIIbHYIO HCTOPUYECKYIO IOCTOBEPHOCTb.
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JaKLMI KJIaBUPHbIX COUMHEHU I KoMITo3uTopoB X VII—XVIII BB. (riaBHbIM

obpas3om, baxa, [aitnHa, Morapra, betxoBeHa):

a) pemakUUM poMaHmusupyrouue’, Xxapak e pHble 1J1st BTOPOii ITOJI0BUHbI
XIX — nepBoii Tpet XX BB., CO30aHHBIE MO BO3IeiICTBUEM POMaH-
THUYECKOro 1 mo3gHepoMaHTudeckoro cTuist (XTK baxa B pemakimn
bpyno Mymxennunu; coHatsl MouapTa B penakuusix JTlrogsura Kén-
nepa, Kapna Peiineke u np.5);

0) depomanmusupyroujue peaakiiuv, BOZHUKAIOIINE IIPUMEPHO C cepe-
IuHBI XX BeKa; B HUX HaOI0MaeTCs BO3BpAT K YPTEKCTY, OUMIIICHUE
OT POMaHTUYECKMX HACTIOCHUH MTPEeabIIYIINX PeaaKIni (KIaBUPHbIE
counHeHust baxa B pemakunm Bukropa [InuneHko, coHatel Moliaprta
B pemakuusx Kamunsa Cen-Canca u Anekcanapa lTonrpaneHBeiizepa
(2-s1 pemakius), coHaTsl [aiinHa B pemakumy BeHcana n’ OHan);

B)  noay-ypmeKkcmobl — pedaKIIMU, COBMEIIAIOIINE aBTOPCKHE Y pEIaKTOP-
CKHMe yKa3aHWs, HarledaTaHHbIC B HOTAX pa3HBIM MIPUGTOM (COHATEHI
Momnapra B pepakumsix [anca bumoda, Podepra Teitxmromiepa, co-
Hatel [alinHa B penakiuu [epmana Lunxepa). Kpome Toro, ormetum
TOT (baKT, UTO B PeHAKIIMSIX OTPAXKACTCSI MCTIOTHUTETbCKAS KOHIICTI-
LIMST TOTO WJIM MHOTO THaHMCTa (HampuMep, coHaTel beTxoBeHa B
penakuusix [anca ¢pon bronosa, Aptypa LlIHaGenst), Takue pegakium
MOXKHO Ha3BaTb UCHOAHUMENbCKUMU.

My3bIKa KOMITO3UTOPOB-POMaHTHKOB TaKKe He M30eskaia peIaKIInii.
3to Kacaercd npousBeneHnii ®punepuka [lonena u Poodepra [llymana.
Hecmotpst Ha To, uto IlloreH B CBOMX COYMHEHUSIX YKa3bIBaJI BCE TE ITapa-
METpPbl HOTHOTO TEKCTa, KOTOPble HEOOXOAUMbI COBPEMEHHbBIM MMUAHUC-
TaM, pacXoxXIeHNEe 3TNX YKa3aHUI B pa3IMIHBIX aBTOTpadax BHOCKINA He-
KYI0 HEOTIpeAeIEHHOCTh, CKa3bIBaBIIIYIOCS B CPAaBHEHUHM pa3HbIX M3TaHUIA.

* OCHOBHBIE ITapaMeTPbl HOTHOTO TEKCTa, KOTOPBIX KOCHYJIUCh JaHHbIE PeIaK-
uu: a) hbpasupoBKa (MeJIKMe JUTU 3aMeHeHbl 00jiee KPYIHBbIMU), 0) apTUKYJISI-
Mst (ynpasaHeHUe UTPhl Sfaccato, peaouTeHUe Urpbl legato), B) nenaiusanus
(3anedarusanue raMMo0O0Opa3HbIX Maccaxeit, HeorpaBIaHHO OOMJIbHAS TIeallb).

> Ocoboe BHUMaHMEe MepKyJIOB yaesieT paCCMOTPEHUIO pelaKIMii KIaBup-
HbIx coHaT laiinHa u MouapTa, BbinojHeHHbIX besoit baptokom. OTHOCS UX K
pomanmu3uposantbiM, MepKyJIoB ONpeaessieT 3TU PeIaKIluy KaK uHmeHcupuyu-
po8anHbie 1 OTMEUYACT B HUX BJIMSIHAE KOMITO3UTOPCKOTO Y MCIOJHUTEIBCKOTO
MbIlIeHUsT bapToka, a Takke ero crpemiieHre Tepeaarhb IyX COBPEMEHHOM eMy
3IIOXH, YTO KOCHYJIOCh BCEX ITapaMeTPOB HOTHOTO TeKCTa. TakKe OTIAeTbHO OTMe-
YeHbl @pasuposounsie peaakiuu coHar laiinHa u Mouapra, cnenantbie [yro Pu-
MaHoM (MepkyioB 1991).
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B Hacrosmiee BpeMsI CyIecTByeT MHOXKECTBO peIaKIMil TTPOM3BeaCHMI
[Iomena. bompiryro padoTy B 3TOM HaIIpaBJICHUM TIpOjeIiajia IMOJbCcKast
penkosuterus (Mrnaumii [agepesckuii, Jlronsur bponapckwuii, FO3ed Typ-
YUHBCKMUI ), TOATOTOBUB PEIAKIINIO IIOJTHOTO cobpaHmst counHeHwuit [lo-
TeHa Ha OCHOBE CPAaBHEHMSI pa3IMIHBIX aBTOTpad OB U N3AaHNI, CHAOINB
€€ oaApOOHBIMU KOMMeHTapusAMK®. Penakinsa npounssenenuii [llymana,
BoinosiHeHHas1 Kiapoii [llymaH (rocie cMepTi caMoro KOMII03UTopa), o
OOJIBIIIE YaCT! BhIpaXKaeT €€ COOCTBEHHYO NCITOTHUTETbCKYIO KOHIICTI-
LIMI0 COUMHEHU KOMITO3UTOPA.

B coBpemeHHOIT (hopTenmmaHHO My3bIKE TTOHSITHE pemaKIny (akK-
THYECKHU ceOsI M3XKMI0. B co3HaHNM My3BIKAaHTOB IIPOYHO 3aKPEITHICS TOT
¢akT, YTO KOMIIO3UTOP YKa3bIBaeT B HOTaX BCE TO, YTO OH CaM CUYMTACT
HYXXHBIM. W, eci Kakme-11060 IpUBBEIYHBIC TTapaMeTPhl HOTHOTO TeKCTa
OTCYTCTBYIOT, 3TO TOBOPUT O TOM, YTO TPAKTOBKA 3TUX ITApaMETPOB TIpe-
JIOCTaBJISIETCSI CAMOMY MCITOJTHUTENI0. TaKmM 00pa3oM, pacIIMpPSIIOTCS
TPaHUIIB UHTEPIIPETATOPCKOTO TBOpUYecTBa. HOTHBIN TEKCT HEKOTOPHIX
MY3BIKaJIbHBIX TIPOM3BEICHNI HACTOIBKO HEOTHO3HAYEH, YTO O IIPOILIeC-
Ce MX UCITOJTHEHUSI YMECTHO TOBOPUTH KaK 0 (heHOMEHE CO-meop4ecmed
HCIIOTHUTEIST 1 KOMITO3UTOPA. DTO CO3MAaET CMBICOBYIO apKy C TPaIUIIN-
SIMM CTAapUHHOI MY3BIKH, TIPEATIONATaIONIe MMITPOBMU3AIMOHHOCTD HC-
MMOJTHEHUS 1 YHUBEPCAIN3M MYy3bIKaHTA.

HotHbrit TeKCT 7a€T 00 IBIITMe BO3MOXKHOCTH TSI TIPOYTEHMS, TO €CTh
IIJISI UICTIOTHUTETBCKOM MHTEPITPETALIMK. DTO TOBOPSIIIAs MaTepHsI, KOTO-
pasi MIO3BOJISIET ITO-Pa3HOMY K ce0¢ OTHOCUTHCS B 3aBUCUMOCTH OT BpeMe-
HU 1 (OPMBI 3aITMCH KOMITO3UTOPCKOM MBICIIH.

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.

¢ PaGora Hax 3TOi penakiueil nmposoamiachk B 1935—1940 roma, usnasaiach
oHa B Bapiuase B 1949—1958 roast (PabuHoBuny).
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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 XXt 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, Serforming art plays,
contemporary music
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Modala improvizacija:
vai tonalitates noliegums?

Dr. art. Evalds Daugulis
Daugavpils Universitates profesors

Improvizacija (fr. improvisation, it. improvvisazione, lat. impro-
visus — neparedzét) ir muzikas jaunrades forma, kas paredz skandarba
tap$anu pasa atskanosanas procesa. Ta pieder pie senakajiem makslinie-
ciskas darbibas veidiem un sastopama dazados laikmetos, dazadu stilu
ietvaros. Katram muzikas véstures posmam raksturiga sava, ipasa impro-
vizacijas izteiksme. Sis atskiribas nosaka laikmeta visparestétiskas nostad-
nes, tradicijas, zanri utt. Improvizaciju' tas pirmveidola raksturo neno-
slégta forma.

Improvizacija klasiskaja, popularaja un dzeza muzika atskiras. Dzeza
ta izpauzas loti daudzveidigi un saistita ar visdazadakajiem muzikas
izteiksmes lidzekliem. Ienakot jauniem improvizacijas veidiem, jau esosie
atvirzas otraja plana, bet vajadzigaja bridi atkal atdzimst jauna kvalitate.
Dzeza improvizacija top ka apdare vai ka originalmuzikas materiala
izstrade. Lidz ar to improvizacijai piemit visdazadakas iespéjas — no vien-
karsas témas izgrezno$anas, nenozimigi to vari€jot, lidz pilnigai témas

! Improvizacija radas folklora un plasi izmantota Eiropas profesionalaja muzika
vel pirms no$u pieraksta izveidosanas (neimas, aku zimes utt.). Muzikas zanru
sistémas diferenciacija un likumu ieklavums praksé jau 11. gadsimta nodalija
improvizaciju no atskanotajmakslas. Neskatoties uz to, improvizacija joprojam
pastavéja ka atskanotajmakslas ipass veids, kura ietvaros nosu pieraksts lietots
minimali. Laikam ritot, arvien pieauga prasiba péc nosu pieraksta precizitates,
izskauzot neprognozéjamibu, improvizacijas klatbatni. Lidz ar to paradijas t. s.
interpretacijas maksla (komponists reizé bija interprets). 17.-18. gadsimta dzivas
improvizacijas tradicija spilgti izpaudas virtuoza rakstura skandarbos (fantazijas
zanra, instrumentalo koncertu solokadencés, koralapdarés érgelem u. c.). Bez tam
18. gadsimta aristokratu salonos, koncertatskanojumos improvizacija bija izpla-
tita ka ipass koncertprogrammas numurs, ko sniedza atskanotajmakslinieki virtuozi.
20. gadsimta sakuma improvizacija vél balstas klasiskajas tradicijas. Vienlaikus
arvien uzstajigak ienak improvizacija dzeza muzika (ari tapieru maksla mémaja
kino). Savukart 20. gadsimta 50. gados improvizacijas principi ieklaujas ari avan-
garda muzikas t. s. atveértajas formas. Dazi muzikas zanri pat saglabajusi nosauku-
mus, kuri norada piederibu improvizacijai (fantazija, preladija, improvizacija).
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ignorésanai par labu brivam skanu secibam, kuras saista tikai harmoniska
baze, konkréta skankarta, varbut pat hromatiska tonalitate. No ta izriet
dzeza improvizacijas daudzveidigas tehnikas un izpausmes veidi. Zinama
méra improvizacijas tipu nosaka dzeza muzikas stils?, individuala muzice-
$anas maniere, formu un zanru specifika. Dzeza improvizacija var but:
®  sagatavota vai spontana,

solo vai kolektiva (grupas),

vokala vai instrumentala,

tonala vai netonala,

briva vai ierobezota (balstita klisejas, proti, konkrétas harmoniskas
formulas, saistita ar citiem kompozicijas elementiem),

e dazkart ari pilniba fikséta notis.

Tapat iespéjama improvizacija par improvizaciju, par pabeigtu skan-
darbu, aleatoriska improvizacija, citu improvizatoru imitacija, ari visu
ieprieks nosaukto veidu integracija. Katra zina dzeza improvizaciju tipi
daudzgjada zina atkarigi no konkréta muzikas stila, funkcionalas piesais-
tes un citiem aspektiem. Improvizacijas tematiskais kodols var bat iss
motivs, kadence vai izvérsta melodija, ka ari citi muzikas izteiksmes li-
dzekli, pieméram, funkcionali harmoniskie, skankartiskie, metroritmiskie,
zanra un stila shémas u. tml. Saja raksta tuvak aplakosim dZeza modalo
improvizaciju — dazadas koncepcijas un to izpausmes praktiskaja muzi-
césana.

Anglu dZeza pianists, komponists un muzikas zurnalists Leonards
Fezers (1914-1994) vel 1960. gada izdotaja enciklopédija The New
Edition Encyclopedia of Jazz atzimé, ka dZezs sava attistiba koncentréta
veida veicis to pasu celu, ko Eiropas muzika vairakos tukstosos gadu
(Feather 1960). 20. gadsimta pirmaja pusé akadémiskas muzikas kompo-
nisti atklaj atonalas muzikas pasauli, lidz ar to ari dzeza muziki improvi-
zatori meklé jaunu, laikmetigu izteiksmes veidu.

Péc svinga éras 20. gadsimta 40. gadu beigas muzikas prakseé ieklaujas
jauns jédziens modernais dZezs (anglu modern jazz). Ar $o terminu apzimé
tolaik un ari velak pastavosos dzeza stilus un virzienus. Te minami bibops?,

2 Butiskakie dzeza muzikas stili ir regtaims, diksilends, svings, bibops, hard-
bops, postbops, kaldzezs, fridzezs, modalais dzezs, dzezroks, fjuzens.

3 Bibops (angl. bebop) — 40. gadu pirmaja pusé Nujorka neliela jaunu dzeza
muziku grupa radija neparastu muzikas stilu un atskanojuma manieri. Ta bija
loti sarezgita un virtuoza instrumentala mazika, ar kuru si stila izgudrotaji tiecas
atjaunot agrind dzeza idealus: improvizaciju, virtuozitati un tieSu mijiedarbi starp
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afrokubiesu dzezs*, progresivs’, kildZezs®, Rietumkrasta dzezs’, Austrum-
krasta dzezs®, hardbobs’, tresa straume', fridzezs'', bossa nova'?, moda-

solistu un kombo (combo — neliela instrumentala grupa). Bibops vai vienkarsi
bops (bop) — ka nosauca $o jauno stilu — kluva par moderna (laikmetiga) dzeza
pirmo paveidu. Tipiskaja bibopa kombo ir trompete, saksofons, klavieres, kon-
trabass un sitaminstrumentu komplekts, kura ietilpst bungas un dazada veida
skivji. Katrs no ansambla dalibniekiem bibopa sakumperioda noteikti bija izcils
solists. Ikviens improvizgjot centas ienest skandarba attistiba ko jaunu un svaigu,
nevis tikai variét kadu ieprieks labi pazistamu melodiju. Pasu sacerétas vai izvélétas
improvizaciju témas bibopa parasti ir isas, ritmiski asas, stirainas un pat sava
zina divainas. Tas sniedz plasas iespéjas muzikas materiala brivai attistibai. Pro-
tams, $adu muziku vairs nav iespéjams izmantot deju pavadijumam. Harmonis-
kas, ritmiskas un ari intelektualas sarezgitibas zina bibopa muzika tuvojas kompli-
cétai ta laika kamermuzikai.

+ Afrokubiesu dzezs (angl. Afro-Cuban jazz) — bibopa atzars, izveidojas 20. gad-
simta 40. gados ASV, apvieno afrikanu un kubie$u tautas muzikas elementus,
Latinamerikas deju (mambo, rumba, samba) ritmus. Raksturiga poliritmija, ipasi
frazéjumi, savdabiga sitaminstrumentu spéles tehnika (Arts Bleikijs, Makss Roucs).

3 Progresivs (angl. progressive jazz) — musdienu dzeza eksperimentalais virziens,
radies 20. gadsimta 40. gados, sintezé dzezu ar Eiropas akadémiskas muzikas
kompozicijas tehnikam.

¢ Kuldzezs (angl. cool jazz), burtiski veésais dZezs — musdienu dzeza stils, radies
20. gadsimta 40. gadu beigas. Tam raksturigs maigs skanéjums bez vibrato,
saméra plass polifono elementu ieklavums.

7Rietumkrasta dzezs (angl. West Coast jazz) — ASV Rietumu piekrastes (Kali-
fornija) dzeza virziens, radies 20. gadsimta 50. gados, integré vairakus dzeza stilus
(progresivu, bibopu, simfodzezu, svingu, kaldZezu) apvienojuma ar masdienu
akadémiskas muzikas kompozicijas tehnikam. Rietumkrasta dzezam raksturigi
lieli orkestra sastavi, atsevisku tembru individualizacija (oboja, anglu rags, fagots,
basklarnete, mezrags, stigu grupa), soloimprovizacijas lomas palielinasana.
Uzskatams ari par koncertdzeza atzaru.

$ Austrumkrasta dzezs (angl. East Coast jazz) — ASV Austrumu piekrastes
(Nujorka) masdienu dzeza virziens, izveidojies 20. gadsimta 50. gados, integré
vairakus dzeza stilus (hardbopu, soulu). Atdzivina blaza un afroamerikanu hot-
dzeza tradiciju, balstoties laikmetiga izteiksmé.

? Hardbops (angl. hard bop) — smagais bops, bibopa renesanse; izveidojies
20. gadsimta 50. gadu vidu Nujorka.

10 Tresa straume (angl. third stream) — musdienu dzeza eksperimentalais vir-
ziens, radies 20. gadsimta 50. gados; censas apvienot dzezu ar akadémisko, tostarp
ari musdienu akadémisko maziku.

! Fridzezs (angl. free jazz), burtiski brivais dZezs — musdienu dzeza stils, radies
20. gadsimta 50.—-60. gados.
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lais dzezs'®, dzezroks' un fjuzens'. 50. gadu beigas dzeza attistiba bija
veérsta uz arvien sarezgitaku harmoniju, melodiju un ritmu. DZezs tuvojas
atonalitatei. Tomér daudzi izcili dzeza muziki aizvirzijas pa citu, nevis
atonalas muzikas celu. Amerikanu pianists Sesils Teilors (Taylor, 1929),
saksofonists un komponists Dzons Koltreins (Coltrane, 1926-1967) u. c.
makslinieki galveno uzmanibu improvizéjot veltija intonacijai, melodis-
kajai attistibai, ritmam un tembram. Viens no $ada veida improvizacijas
piemériem ir DZona Koltreina Giant Steps (1960). Raksturojot jauno
pieeju, dzeza muzikas teorija pakapeniski ienaca termini modalais dZezs,
modala tebnika, modala improvizacija. Savukart Krievija modalo dZezu
déve par skankartisko dZezu. Vienota uzskata $i jédziena izpratné nav.

Butiski atskiras ari akadémiskaja mazika lietota termina modalitate
(fr. modalité, lat. modus — mérs, veids) izpratne. Vispirms pakavésimies
pie amerikanu teorétiku koncepcijam.

Par unikalu ieguldijumu modalas teorijas attistiba uzskatams ameri-
kanu komponista, dirigenta un muzikas izdevumu redaktora Dzona Vin-
senta (Vincent, 1902-1977) darbs The Diatonic Modes in Modern Music
(1951). Tas ir izcili rupigs un satura dzil§ pétijums, kas atklaj modalas
teorijas vésturisko panoramu, izklasta diatonisko modu savstarpéjas
mijiedarbes teoriju 19.-20. gadsimta muzika, sniedz dazada stila mazikas
analitisku apskatu.

Savukart Harvarda Universitates profesora, komponista Voltera
Pistona (1894-1976) pétijuma Harmony (1941) uzmanibu saista ipass
tonalitates un modalitates jédzienu skaidrojums. Pistona skatijuma tonali-
tate ir organmizeta skanu sistema muzika, kur katrai skanai ir noteikta
attieksme pret toniku (citéts péc: Piston 1962). Atskiriba no daudziem
citiem pétniekiem Pistons tonalitates jédzienu neattiecina tikai uz mazora
un minora skankartam. Vins uzskata, ka jebkura tonality var iebuvet

12 Bossa nova (portugalu bossa nova), burtiski kaut kas jauns — musdienu
dzeza stils, radies 20. gadsimta 60. gados. Tam raksturigs brazilieSu tautas ma-
zikas un skanveides elementu iek|avums. Saja zina vérojama sasauksanas ar kaldzezu.

13 Modalais dzezs (angl. modal jazz) — musdienu dzeza atskanojuma un kom-
pozicijas tehnika, veidojusies 20. gadsimta 60. gados, balstas uz daudzveidigam
skagurindu struktaram.

4 Dzezroks (angl. jazz rock) — musdienu dzeza muzikas stils, kas izveidojies
20. gadsimta 70. gados un sintezé dzeza un roka elementus.

15 Fjuzens (angl. fusion), burtiski sakausejums — dzezroka atzars, kurs integré
dzeza, roka, fanka, elektroniskas muzikas, etniskas muzikas un muasdienu akade-
miskas muzikas kompozicijas tehniku elementus.
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dazadus modus - dorisko, frigisko, lidisko utt., ieskaitot ari maksligos
modus. Autors pauz domu, ka gravitacijas centra vai tonikas klatbutne
ir vienigais tonalitates atribits, turklat tas skanurindas sastavs var bez-
galigi varieties (citéts péc: Piston 1962).

Vardu skankarta més izmantojam loti plasi — gan raksturojot mazikas
skanu organizacijas logisku, noslégtu sistému, gan runajot par konkrétu
skanurindas pamatu, So skanu kopuma argjo struktaru. Ka novérots,
amerikanu muzikologu lietotaja terminologija eksisté noteikta diferen-
ciacija. Tas butiba labi formuléta Vinsenta Persiketi (1915-1987) gramata
Twentieth-Century Harmony: Creative Aspects and Practice (1961):
Centrala skana, uz kuru tiecas citas skanas, nosaka tonalitati, bet parejo
skanu kartojums ap centru rada modalitati; modalitatei savukart nav
centra, bet tikai balsti — galvenais un vietejie (Persichetti 1961).

Atskirigi uzskati modalitates skaidrojuma ir vispusigajam muazikim
un pedagogam Rodzeram Sesnsam (1896-19835). Vina gramata Harmonic
Practice (1951) atklajsadutonalitates koncepciju: Visu attiecibu
sistemu starp skanam, Ras ietvertas 12 maZora rindas un 12 minora rindas,
ka ari mijattiecibas starp dazadam bharmonijam un skankartam sauc par
tonalo sistemu vai “tonalitati” (Session 1951). Ari Sesnss neierobeZo tona-
litati ar tiriem modiem, bet pieskir lielu nozimi jauktam formam. Vins
ievie$ jedzienu modala alteracija, ieklaujot taja mazora un minora mij-
iedarbi (Sessions, 1951: 297). Paplasinot tonalitates robezas, Se$nss izvirza
ari tonikalizacijas ideju. Tas pamata ir doma, ka vietéjas tonikas
nozimi var iegit jebkurs ta vai citadi izcelts akords. Visparinot izklastito,
Sesnss secina, ka tonikalizét var jebkuru harmoniju, ja vien harmonijas
reljefs ir pietiekami skaidrs un ja tas nenoved mazikas valodu lidz tadai
parslodzei, ka sagriist tonalais balanss. Sis uzskats ir raksturigs misdienu
harmonijas kursiem un radis attistibu ari citu amerikanu teorétiku darbos,
tostarp dzeza pétnieciba.

Ieprieks izklastitie viedokli liecina, ka modalitates un tonalitates iz-
pratne ASV muzikas teorétiku vidé principiali atskiras no Eiropas tradi-
cijas. Eiropas muzikas teorija, ka zinams, valda uzskats, ka tonalitates
un modalitates atskiribu nosaka nevis skanurindas pakapju skaits vai
sastavs, bet pakapju balssvirze.

Savukart musu regiona, balstoties krievu skolas zinatnieku koncep-
cijas, teorétiki modalitati skaidro ka specifisku skankartiskas domasanas
veidu, kura pamata ir modalas skanurindas un ritma modi: [..] modu
nosaka skankartas diatoniska skanurinda, diapazons, noturigas pakapes
un nosleguma skana. Tatad m. ir veids, kada visas skanas ir sakartotas
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ap balsta skapu (Karklins 2006: 120). No ieprieks izklastita izriet, ka
termina modalitate izpratne dazados pasaules regionos nav viennozimiga.

Turpinajuma plasak pieveérsisimies modalajam dzezam. Krievu teoré-
tikis Olegs Korolovs'® piedava sadu skaidrojumu: [..] modalais dZezs (anglu
modal jazz) ir musdienu dZeza virziens, kurs atskiras no tradicionalas
tonalas dZeza organizacijas (mazorminora harmoniski funkcionala siste-
ma) un formveides (harmonisku kvadratu atkartojumu serija). Muzikas
pamata ir jauns muzikas materiala kompozicijas organizacijas princips —
modi jeb skankartas. lespejami ari dazadi modi vertikale vai horizontale,
ja balsis vienlaikus skan dazadas skankartas. Rodas politonalitate. Rezul-
tata kompozicijas harmoniski melodiska organizacija balstas skankartas
transpozicijas, proti, ietver pareju (modulaciju) no vienas skankartas uz
citu. Veidojas polimodalitate. Ka izsakas Korolovs, dazi modi var integ-
réties ar magoru vai minoru un tamlidzigi (Kopones 2006: 82). Profesoram
var piekrist.

Savukart dzeza muzikas teorétikis un praktikis Jurijs Kinuss'’” par
modalo dzezu uzskata masdienu dzeza atskanojuma un kompozicijas
tehniku (Kunyc 2008: 176). Modala vina izpratné ir tehnika, kura balstas
uz modu — maksligi izveidotu skanurindu. Lidzigs uzskats $aja jautajuma
ir ari krievu dzeza teorétikim un mizikim Jurijam Cugunovam (UyryHos
1980: 101). Viennozimigi skaidrs, ka modalais dzezs ir mtusdienu dzeza
eksperimentals virziens — ipass funkcionalas harmonijas melodisko un
harmonisko lidzeklu parveidotajs.

Jaunu dZeza improvizacijas stilu — hardbopa (Arts Bleikijs/Blakey,
Klifords Brauns/ Brown), fridzeza (Ornets Koulmens/Coleman, Sesils
Teilors), modala dzeza (Mailss Deiviss/Davis, Dzons Koltreins), dzezroka
(Ciks Korea/Corea, Herbijs Henkoks/Hancock) u. c. — raSanas acimredzot
saistita ar akadémiskas un dzeza muzikas sintézi (t. s. tresa straume).
Dzeza pirmsakumos daudzi izteiksmes elementi tika aizguti no Eiropas
klasiski romantiskas muzikas (pieméram, kadences), savukart 20. gad-
simta vida dzezmeni ierosmi rod laikmetigaja akadémiskaja muzika.

Ka mingju ieprieks, savulaik dZezs tuvojas atonalitatei. Muziki mek-
|€ja jaunas iesp€jas, un atvirziSanas no tonalitates sarezgitibas virziena

16 Olegs Korolovs (Kopoaes) — komponists, dirigents, teorétikis, dzeza muzikis,
Turkménijas nacionalas konservatorijas Estrades makslas katedras profesors.

17 Jurijs Kinuss (Kunyc, 1949) — krievu muzikologs, makslas doktors, aranzétajs,
teorétikis, pedagogs, Sergeja Rahmaninova Rostovas konservatorijas docents,
Kima Nazareva varda nosaukta dzeza orkestra makslinieciskais vaditajs.
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notika pakapeniski. Tonalas improvizacijas balsts rodams akordu un skan-
kartu mijiedarbé; Mailss Deiviss, Sonijs Rolinss (Rollins), Dzo Pass (Pass),
Rejs Brauns (Brown) u. c. papildinaja to ar netonalo (pantonalo, ari atonalo)
improvizaciju — atteik§anos no akordu un skankartu integréta izmanto-
juma, kur skana ir svarigakais izteiksmes elements. Savukart, atvirzoties
vél talak no tonalitates, ieskanas politonala improvizacija, kur melodiskas
linijas veidoSana balstas uz poliakorda augséjiem slaniem (nonakordi,
undecimakordi, tercdecimakordi). Tadéjadi veidojas politonalitates efekts,
kam raksturiga tercu vertikale (sk. no$u pieméru):

Tercu vertikale

b
Ad
0

DL
L@ T
-
p—

20. gadsimta 50. gadu beigas dzeza improvizacijas beidzot ieskanas
divpadsmitskanu rinda. Atonalitate ir klat, tomér divpadsmitskanu rinda
nav dodekafonijas sérija. Ka zinams, terminu atonalais dZezs ieviesa un
pamatoja Amerika dzivojos$ais vacu komponists un teorétikis Gunters
Sullers' (Gunther Schuller). Ari atonala dZeza improvizacija ieklaujas
t. s. tresaja straume, avangarda dzeza. Butiski, ka izcilakie amerikanu
dzeza muziki vienlaikus bija arl akadémisko zanru komponisti. Lidz ar
to akadémiskaja muzika ieplada daudzas specifiskas dzeza muzikas
iezimes, un otradi. Pieméram, dzezu bagatinaja pantonalitate!, atona-

18 Gunters Sullers (dz. 1925) ir Amerikas vacu komponists, dirigents, dZeza
vésturnieks, ierakstu producents, muzikas izdevéjs, Pulicera prémijas laureats.
1957. gada vins ieviesa jédzienu tresa straume. Sis termins parasti tiek attiecinats
uz dzezu, tacu ietver ari musdienu moderno muziku, kas neietilpst klasiskas,
dzeza, popularas vai t. s. pasaules muzikas kategorijas. Ta ir muzika, kas tiecas
nojaukt visas iespéjamas robezas, pardzivojot visneiedomajamakas stilistiskas
sintézes un kombinacijas.

9 Pantonalitate (angl. pantonality) — terminu piedavajis austrieSu komponists
un muzikas teorétikis Rudolfs Reti (Reti, 1885-1957) gramata Tonality in Mo-
dern Music (1962); ar to vips raksturo hromatisko tonalitati, kura aptver visda-
zadakos stilos pastavosas hromatikas izpausmes, taja skaita ari atonalitati un
divpadsmitskanu harmoniju. Pantonalitates jedzienu pirmais lietojis jau Arnolds
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litate?®, dodekafonija*', divpadsmitskanu rinda*, aleatorika, sonorika u. c.
kompozicijas tehnikas.

20. gadsimta vidi akadémiskas muzikas komponisti plasi lietoja
atonalitati, savukart dzeza parstavji prieksroku deva modalitatei. Masu-
prat, modalais jeb polimodalais dZezs izprotams ka ipass skankartiskas
domasanas veids. Ta koncepciju izstradaja izcilais dzeza pianists Dzordzs
Rasels (Russell, 1923-2009) 1953. gada. Modalais dzezs ir originala sisté-
ma, kuras pamata ir lidiskas skankartas devini hromatiskie varianti. Lidz
ar to rodam pareju no klasiskas tonalas organizacijas (mazorminora skan-
kartas ar funkcionali harmonisko sistému) uz skankartisko variesanu.
Reljefa (melodija) un fona (pavadijuma) sastopamas dazadas skankartas
jeb modi, kas dazkart noved pie polimodalitates. Peédéja savukart var
izpausties vertikalé vai horizontalé. Dzeza harmonijai tas bija pilnigi
jaunas iezimes. Lidz ar to improvizatori Mailss Deiviss, Dzons Koltreins,
Carlzs Minguss (Mingus) u. c. akcentéja melodisko attistibu, mazak har-
moniju izvéli. Kopuma vinu spélei bija raksturigs ilgstoss divu vai vairaku
akordu atkartojums pavadijuma, savukart melodija skanéja izmekléta

Senbergs (Schonberg, 1874-1951) sava Harmonielehre (1911), skaidrojot tonali-
tates evolucijas jautajumus. Termins pantonalitdte ir gandriz sinonims terminam
omnitonalitate (omnitonality). Vieniga atskiriba: pantonalitate ietver atonalu
melodisku secibu un brivu disonantu faktaru, bet omnitonalitates tendence ir
uzlabot tonala pamata izjutu.

20 Atonalitate (gr. a nolieguma partikula + fr. fonalité— tonalitate) — muzikalas
domasanas veids, kam raksturiga atteikSanas no klasicisma skankartiski tonalajam
likumsakaribam. Termins radas 20. gadsimta sakuma, kad vairaku komponistu
rado$a domagana atvirzijas no tradicionalas tonali harmoniskas sistémas (Carlzs
Aivss, Aleksandrs Skrjabins, Arnolds Sénbergs, Albans Bergs, Antons Véberns
u. C.).

2 Dodekafonija (gr. dodeka divpadsmit + phone skana) — kompozicijas me-
tode, kas balstas uz hromatiskas gammas visu divpadsmit skanu absolatu lidztie-
sibu. Dodekafonija radusies atonalas muzikas attistibas procesa. Uz §i pamata
izveidota Arnolda Sénberga divpadsmitskanu tehnika (1921). Par skandarba pa-
matu klust sérija.

22 Divpadsmitskanu rinda ir 12 skanu seciba bez atkartojumiem vai ar mini-
maliem atkartojumiem; So secibu izmanto nevis ka vienigo skanu materiala avotu,
bet gan ka melodisku uzbuvi. Rinda vai nu vispar neatkartojas, vai ari atkartojas
tiesi vai transpozicija (iespéjama pat tas inversija vai vézveida forma, kas to tuvina
sérijai, tikai ar atskiribu, ka no tas neveido visu skandarba audumu). Rindu
izmanto homofona vai polifona izklasta; viens no piemériem ir Romualda Kalsona
Otra simfonija.
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un attistita improvizacija ar pamatakorda skanu uzsvérumu, diatonisku
un hromatisku pargajskanu ieklavumu. Rodas jautajums — vai ta ir mo-
dalitate, vai tonalitate? Saja gadijuma, protams, vérojama abu minéto
paradibu sintéze.

Tipiska modala melodija dazkart var sastavét tikai no diviem vai
trim akordiem, no kuriem katrs var ilgt 8 vai pat 16 taktis. No $i skat-
punkta raugoties, modala improvizacija, péc muziku domam, ir daudz
vienkarsaka, salidzinot ar cita veida improvizacijam, jo improvizatoram
nav tik bieZi un strauji jamaina skankartu skanurindas. No otras puses,
modala improvizacija tomér ir izaicinajums muzikalitatei — ne tik daudz
logikai, cik fantazijai. Nav iespéjams tikai spélét blakusdominantes un
palauties uz skankartu un akordu mijiedarbes parzinasanu. Jabut ipasai
prasmei melodiski domat un parliecinosimuzicét.

DzZeza muziku ari kopuma biezi dévé par modalu, lai gan ta ietver
tradicionalas akordu secibas; to vida ir, pieméram, blaza seciba. Tomér
modalitates konceptam te ir sava vieta. Péc dzeza pianista Marka Saba-
tellas (Sabatella) uzskata, no bibopa atvasinatos stilos solists var saasinat
interesi par harmoniju, ietverot sava spelé disonanses. Bibopa spélétaji,
pieméram, labprat beidz frazes ar kapjosu intonaciju (Sabatella 1992: 49).

Mailsa Deivisa albuma Kind of Blue balade Blue in Geen vérojama
dinamiska harmoniska attistiba, pieméram, akordi Bmaj7#11 vai A7alt.
Autors improvizgjot izcel atsevisku frazu melodiskumu. Lidz ar to seci-
nam, ka bibopa improvizatori savos solo uzsver akordu fakturalu paplasi-
najumu, sliecas aizpildit visas tuksas vietas ar skanam, lai harmoniju
paraditu pilniba, kamér modala dzeza improvizatori tiecas uz pamatakordu
skanu izcélumu, izmantojot ritma telpu ka melodiski strukturéjosu
elementu. Abas pieejas ir lidzigas, bet ir svarigi izprast ari to atskiribu.

Savukart Deivisa So What no albuma Kind of Blue ir modalas
melodijas klasisks piemérs. Tas ieklaujas AABA pamatstruktara, turklat
A posma ir d doriskais mods, savukart B posma — es doriskais mods.
Muzikim atri varétu zust idejas, ja vins iegrozotu improvizaciju tikai ar
doriska d septinam skanam. Tacu modalaja improvizacija meés neesam
pilnigi ierobezoti ar skankartas septinam pakapém.

Lai pieskirtu skanéjumam zinamu spriedzi, jaatceras dazas butiskas
modalas improvizacijas iezimes. Proti, viens no vispopularakajiem lidzek-
liem tas ietvaros ir novirze uz citu skankartu (Sideslipping). Paméginasim
uz d doriska fona dazas taktis spelét melodiskas linijas, kuras bazéjas uz
Db vai Eb skanurindam. Dazadu skapkartu attiecibas rada spriedzi, kas
atkal mazinas, atgriezoties sakotngja skankarta. Melodija varam ieklaut
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arl hromatismus un pargajskanas: pieméram, spéléjot dorisko gammu
no d, iespéjams taja ietvert pargajskanas g-g#-a.

Mailsa Deivisa un citu maziku improvizacijas apliecina pamatskan-
kartas daudzveidigas variésanas iespéjas. Pieméram, uz dazam taktim d
doriska vieta varam lietot d moll vai d pentatoniku. Lidz ar to konstate-
jam — citas skapkartas piedava jaunus akordus (A7, A7b9b5, A7alt vai
citus septakordus) un plasakas improvizacijas iespé&jas. Mainas skanéjums,
rodas savveida spriedze, kura pazudis, ja atgriezisimies pie sakotnéja d
doriska. Ari Marks Sabatella iesaka censties panakt, lai modalas improvi-
zacijas gaita, bagatinot gammu ar pamatakordu skanam, izklasts tiktu
veidots iespéjami melodiskaks. Vins uzskata, ka seviski piemérota izvéle
improvizacijai ir pentatonikas skanu apspélésana (Sabatella 1992). Parasto
skankartas septinu pakapju vieta pentatonika lietojam tikai piecas, tatad
skanu skaita izvéle ir ierobezota. Vienlaikus, lai attistitu saturigu melodis-
ko liniju, ir papildus jadoma par melodijas izvérsanu. Interesantu skanéju-
mu var panakt ari, spéléjot linijas, kuru pamata ir kvartu intervali — uz
t. s. kvartu harmoniju pamata. Sis panémiens ir seviski efektivs, atskanojot
modalas melodijas ar dazu akordu miju pavadijuma.

Lai gan modala tehnika dzeza plasi izmantota, sakot ar 20. gadsimta
50. gadiem, tas pirmie paraugi radas jau 30.—40. gados. To atrodam, pie-
méram, Huana Tizola (Tizol) skandarba Caravan (1937). Vélak tapusi ari
Dizija Gilespija (Gillespie) improvizacija A Night in Tunisia (1957) un
pianista Deiva Brubeka (Brubeck) Blue Rondo ala Turk (1959). Sie maziki
precizi ietver harmonisko vertikali horizontala improvizacijas projekcija.
Agrak dzezmeni ka pamatu improvizacijai izmantoja to vai citu melodiju
vai harmonisko struktiru. Jaunas pieejas mekléjumos ipasa vieta un nozi-
me bijusi izcilajam tenorsaksofonistam Lesteram Jangam (Young, 1909—
1959). Vins parstavéja linearu pieeju improvizacijai. Sads paraugs rosinaja
daudzus vina laikabiedrus — dZeza muzikus - veltit ipasu uzmanibu melo-
dijas skankartiskajam aspektam, vienlaikus samazinot pavadijuma akordu
daudzveidibu. Masuprat, visprecizak modalas dzeza improvizacijas tradi-
ciju attistijusi jau pieminétie Mailss Deiviss, Dzons Koltreins, Sonijs Ro-
linss, altsaksofonists DZons Hendijs (Hendy), pianists Bils Evanss (Evans).

Masdienas vairums dzeza teorétiku drosi apgalvo, ka hardbopa tiess
turpinajums 60.—70. gados bijis modalais dzezs. Spilgts piemeérs $ada ap-
galvojuma pamatotibai ir Deivisa skandarbs Flamenco Sketches, kas sa-
ceréts 1959. gada un ietver izteiktu skankartu mainu (angl. mode changes),
proti, polimodalitati horizontalé. Klausoties skandarbu, konstatéjam, ka
cita citu nomaina piecas skankartas: C joniskais, As joniskais, B joniskais,
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d frigiskais un g eoliskais. Skandarba turpinajuma skankartu seciba un
izkartojums saglabajas, savukart forma (perioda taktu skaits) vari€jas:
vérojam atteik$anos no standarta kvadrata formveidg, un tiesi $i ipatniba
ir modala dZeza raksturzime. Lidz ar to varam uzskatit, ka forma modalaja
improvizacija ir saméra briva, nosacita. Zimigi, ka skandarba improvi-
zacijas gaita seksteta muziki lieto ipaSus bridindjuma signalus, parejot
uz jaunu skankartu. Dazkart pareja notiek ar melodiskas modulacijas
palidzibu. Savukart saksofonists Dzons Koltreins robezskirtni iezimé ar
ipasu ritma formulu: negaiditi ieklaujot improvizacija sespadsmitdalu
figiiras, vins veido spécigu kapinajumu.

Balstoties modalas tehnikas principos, muziki virzas vél talak un
ietver improvizacijas ari Austrumu kultiiras simbolus, pieméram, indiesu
ragu®. Katrai ragai, ka zinams, atbilst savs ritma modelis un kada no 22
praksé lietotajam skankartam. Tadéjadi Koltreins padzilina modalas
improvizacijas izteiksmes iespéjas. Lidzigi rikojas ari muziki Ornets
Koulmens (Coleman) un Dons Cerijs (Cherry), kuri savas improvizacijas
bagatina ar afrikanu skapkartu lietojumu; lidz ar to vigi nonak pie t. s.
brivas improvizacijas, kuru atbalsta ari virtuozs Sesils Teilors u. ¢. Ta
paredz pilnigu atteiksanos no akordiem, dazkart ari no konkrétas formas.
Sada pieeja vésturiski noveda pie fridzeza — viena no moderna dzeza at-
zariem. Tam raksturiga atkape no tonalas organizacijas un orientésanas
uz masdienu akadémiskas mazikas kompozicijas tehnikam un izteiksmes
iespéjam — atonalitati, aleatoriku, dodekafoniju, modalitati, politonalitati,
serialo tehniku, struktirismu, ari to lietojumu integréta veida.

Bl

Modalas improvizacijas véstures apskats rosina vairakus secina-

jumus:

e termina modalitate un ari modalas improvizacijas izpratne dazadas
valstis atskiras;

e  modala improvizacija ir dazadu dZeza improvizacijas veidu evolucijas
logisks rezultats;

®  ari pats modalais dzezs ir piedzivojis zinamu evoluciju — no pianista
Dzordza Rasela improvizacijam lidz Maila Deivisa, Dzona Koltreina
u. c. improvizatoru virtuozajam fantazijams

2 Raga ir indie$u profesionalas muzikas pamatmodelis; tas pamata ir noteikta
skanurinda 5-7 skanu apjoma.
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modala improvizacija ienes brivibu formveide;

e polimodalitate modalajas improvizacijas izpauzas gan vertikale, gan
horizontalg;

e modala improvizacija ir savveida tilts t. s. brivas improvizacijas
virziena.

Raksta nosléguma citésu vél kadu Rodzera Sesnsa 1951. gada paustu
atzinu: Tonalitates problema — lik, ass, ap kuru koncentréjas visu rangu
miiziku domstarpibas. Vieni uzskata, ka tonalitate dezintegréjas, izjik,
izsme| savas iespejas. Citi apgalvo, ka tonalitate atdzimst jauna kvalitate.
Patiesiba tomer, neskatoties uz visam veseltonu moda, bitonalitates,
atonalitates, divpadsmitskanu vai serijsistemu pulem, liela dala muzikas,
kuru Sodien baudam, ir balstita uz tonalitates saklausisanu, un tiesi ta
veido vélamo kontaktu ar klausitaju uztveri (Session 1951).

Modal Improvisation or the Elementation of Tonality
Evalds 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) (Karklins

2006: 120).

Further in the article, the author dwells upon a separate kind of
improvisation — modal improvisation —and examines it from the following
aspects:

e modal improvisation (Miles Davis, John Coltrane, Charles Mingus);

e modality in jazz. George Russell’s and other conceptions;

e 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);

e the transition from the classical tonal organization (major/minor
keys with functional harmonic system) to the modal variation (modes,
particular systems of modes);

e 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;

e  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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V. MUZIKAS PEDAGOGIJA

Uzmanibas procesu péetnieciba:
problemas nostadne un situacijas raksturojums

Mag. art. Valdis Bernhofs
Jazepa Vitola Latvijas Muzikas akademijas doktorants

Nepietiekamas koncentrésanas spéjas, uzmanibas nenoturiba, nespéja
ieklausities ir problémjautajumu loks, ar kuru ikdiena saskaras gan vecaki,
gan skolotaji. Uzmanibas procesu pétniecibas pirmsakumi mekléjami
vairak neka 160 gadus tala vesturé — 1845. gada, kad Frankfurtes neiro-
logs Heinrihs Hofmanis (Hoffmann) dzejas forma raksturoja nemieriga
Filipa sindromu (Steinhausen 1982: 11). Neirologa aprakstitais Filips ir
z€ns no cienijamas gimenes, un tadé| déla didisanos vecaki nekadi nevar
attaisnot. Zéns nespéj mierigi nosédét pie galda, neievéro mates izmisuma
pilno skatienu un neklausas téva izteiktajos aizradijumos.

Nemieriga Filipa pazimes ari musdienas iemiesojas bérnos, par ku-
riem vecaki un skolotaji médz teikt — neuzmanigs, nesavaldigs, hiperaktivs.

2006. gada sadarbiba ar Heidelbergas (Vacija) Socialas rehabilitacijas
Universitates (SRH Hochschule Heidelberg) Muzikas terapijas katedru
un Vacijas Muzikas terapijas pétniecibas centru (Deutsches Zentrum fiir
Musiktherapie) raksta autoram bija iespéja iesaistities pétijuma par
uzmanibas problému aktualitati dazada tipa skolas, proti, skolas ar atski-
rigu muzikas nodarbibu skaitu. Pétijuma ietvaros centamies noskaidrot,
cik liela méra muzikas apmaciba spéj ietekmét uzmanibas traucéjumus.
Atbildes mekléjam Dilheimas (Dielbeim, Vacija) pamatskola un Rigas
Doma kora skola (RDKS). Tika izstradata aptaujas anketa abu skolu
skolotajiem. Apkopojot iegutos datus, nacas konstatét, ka vini, nerau-
goties uz atskirigam nodarbibu formam (grupu nodarbibas un individualas
nodarbibas muzika), atzimé uzmanibas traucéjumus klasé. Abu valstu
skolotaji anketésanas gaita nosauca ari iespéjamo problémloku darba ar
bérniem klasé. Secinajam, ka pedagogi lidzigi izprot uzmanibas trauce-
jumu célonus, lidzigi vérté uzmanibas traucéjumu gradacijas un lidziga
veida izjut minétas situacijas ikdienas darba. Abu valstu skolotaji izteica
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talitéju gatavibu sadarboties ar specialistiem, lai mazinatu uzmanibas
traucéjumus klasé. Pétijuma ietvaros noskaidrojam, ka pat augsta muzi-
kala apdavinatiba vél negaranté augstu uzmanibas limeni: ari muzikali
apdavinatam bérnam, kurs$ ar maziku saskaras vairakas nodarbibas ne-
dela, iespgjams konstatét uzmanibas traucéjumus. Ieprieksminétais norada
uz problémas aktualitati starpkultiru rakursa, ka ari atspogulo nepie-
cieSamibu meklét risinajumus uzmanibas spéju veicinasanai dazada tipa
skolas.

Sniedzot atskirigus raditajus par problémas izplatibu, arvalstu zinat-
nieki nonakusi pie lidzigiem secindjumiem: uzmanibas un koncentrésanas
jautajums musdienas ir viens no galvenajiem skolas dzive, turklat uz-
manibas probléemam skolas ir tendence pieaugt. Par to liecina $is ievirzes
problémsituaciju aktualizésana preses publikacijas, seminaros un konfe-
renceés (Bernhofs, Grof§ 2011: 11-49).

Kaut gan sadi seminari un konferences notiek ari Latvija, literataras
studiju gaita tika konstatéts: uzmanibas pétijumi, kas raksturotu situaciju
Latvijas skolas, tomér nav pieejami. Lidz ar to nav iespéjams iegtt ne
problémas izplatibas statistiskos datus, ne problémsituaciju aprakstus.

Lai rastu priek$statu par situaciju uzmanibas problematika dazadas
Latvijas skolas, 2009. gada veikta testéSana trijas Rigas macibu iestadés.
Pétijuma rezultati sniedza statistiskos datus par uzmanibas problemam
dazada tipa sakumskolas: skola, kura lidzas visparéjai izglitibai piedava
nedela vairakas individualas un grupu nodarbibas mazika, ka ari macibu
iestades ar vienu lidz divam muazikas grupu nodarbibam nedéla.

Uzmanibas pétijuma piedalijas 166 pirmo klasu audzéekni no trim
skolam un astonam klasém. 19 respondenti parstavéja sakumskolu, kura
paraléli visparizglitojo$ajiem macibu prieksmetiem ikdiena tiek apguti
vairaki muzikas priek$meti. Respondentu dalijums pa dzimumiem bija
sads: 84 zéni (50,6%) un 82 meitenes (49,4%). Vidgjais vecums testa
izpildes bridi bija 7,5 gadi (s=0,49)'. Visam grupam (k=8) tika konstatéts
normalsadalijums, tadéjadi mérijumos un analizé neatkarigi no macibu
iestades bija iespéjams veikt grupu salidzinasanu.

Uzmanibas pétijuma tika izmantots instrumentarijs Diferencialais
darba efektivitates tests (DL-KE, DL-KG), kas paredzéts bérniem vecuma
no 5 lidz 10 gadiem (Kleber 1974). Tests DL-KG ir testa DL-KE atvasinata
versija, un tas piemérojams skolas vecuma bérniem no 7 lidz 10 gadiem.
Uzbuves zina tests lidzinas uzmanibas testam. Ar ta palidzibu iespéjams

! Standartnovirze raksturo punktu izkliedi ap vidéjo aritmétisko vértibu.
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noteikt uzmanibas noturiguma pakapi un analizét darba efektivitati klases
apstaklos. Uzmanibas spéjas 1 projekta ietvaros nebija paredzéts pétit
kliniska aspekta, to nozime aplukota ikdienas situaciju, $aja gadijuma,
macibu situacijas rakursa. Testa koncepcija balstita uz ikdieniskam situ-
acijam skola un darbibam, kuru izpildei nepieciesamas selektivas un foku-
sétas uzmanibas spéjas. Tests ir adaptéts multilingvistiskai videi; tas ir
no valodam neatkarigs mérinstruments, lidz ar to piemérojams ari Latvija.
Vacija to izmanto mérijumiem ari starpkultiru vidé. DL-KG testa izvélei
noteicosa bija piemérotiba konkrétajam vecumposmam, t. i., 1. klases
audzékna vecumam.

Par pietickamu vai nepietickamu uzmanibas noturiguma limeni lie-
cina testa kvantitativie un kvalitativie raditaji. Saskana ar testa noradém
bérni iepazist divu veidu attélu grupas. Pirmaja ietvertas relevantas zimes,
kuras nepiecieSams iegaumeét un atzimét ar svitrojumu. Otro grupu veido
irelevantas zimes, kuras nepiecieSams pamanit un atzimét ar punktéjumu.
Relevanto zimju parsvars ir ievérojami lielaks. Kairinajuma slodzi veido
abas grupas eso$o zimju vizuala un jédzieniska lidziba. Prieksstatu par
testa lapas dizainu sniedz §is attéls:

ORQARAOEBHTTRAQ 5L 0OFfBELEAF

SEXNSE N GR ITIQEAB R LA
Testa DL-KG lapas dizains

I

f

No lapas fragmenta redzamajam figiram relevantas zimes ir krésls
un koks, bet irelevantas — galds un puke.

Testésana skolas notika 2009. gada februari un marta. Katra klase
tika testéta atseviski. Frontali tika dotas norades par testa izpildes gaitu.
Tas noritéja vienas macibstundas ietvaros. Izpildes laiks — 21 mintte —
bija sadalits 14 vienados intervalos (katrs 1,5 mintsu garuma).

Uzmanibas testa kvantitativajos raditajos 91% respondents aplieci-
naja viduvéjus lidz loti labus rezultatus. 9% bérnu tika konstatéti traucé-
jumi kvantitativo nosacijumu izpildé. Proti, darbs tika veikts gausi — izpil-
dito zimju skaits neatbilda normativiem. Veicot kontroles lapu analizi,
secinajam, ka sakotnégji Sie bérni uzdevumu izpildija precizi. Testa izpildes
gaita, atkartoti neatgadinot par uzdevuma izpildes nosacijumiem, bérni
pielava vairak kladu. Novérojumos fikséti gadijumi, kad atseviskus res-
pondentus vajadzéja pamudinat uz darba turpinasanu vai lapas parskir-
anu.
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Uzmanibas testa kvalitativie raditaji virsnormas robezas konstateéti
15% bérnu. Viduvéja uzmanibas pakape ir 63% bérnu. Tas norada uz
darba kvalitates viduvéjibu kopuma. Bérni médz stradat atri, nepievérsot
lielu uzmanibu kvalitatei, pielaujot daudzas neuzmanibas kladas. Darba
kvalitates zemnormas rezultati fikséti 22 % jeb piektdalai testa iesaistito
respondentu. Darba lapas tipiska ir rindu izlaisana, kas uzskatama par
vienu no nepietickamas uzmanibas izraisitam kladam.

Tresais raditajs saistits ar koncentrésanas parametru un atspogulo
individa koncentrésanas spéjas darba izpildes gaita. 36% respondentu
konstatétas dazada rakstura koncentrésanas problémas. Testa zemnormas
rezultati liecina par t. s. izdegSanas sindromu. Bérns uzsak darbu atri,
bet ne kvalitativi — darba vida motivacijas limenis krit, un bérns nespégj
turpinat iesakto. Darba beigas vérojama atkartota spéja atkal stradat
atri. Tikai 22 % respondentu uzradija virsnormas vértibas, un vinu koncen-
trésanas limenis atziméjams ka augsts vai loti augsts. 42% respondentu
koncentrésanas spéjas vertéjamas ka viduveéjas.

Atseviskiem respondentiem vérojama tendence stradat 1éni un rapigi.
Vinu izpilditais darbs neieklaujas vecumgrupai atbilsto$ajos normativos,
tatad signalizé par iespéjamam gratibam klases darba. Sadiem bérniem,
iespéjams, nepieciesama individuala pieeja (darba nosacijumu atkartota
izskaidrosana) un regulari uzmundrinajumi.

Butiskas atskiribas visos kvalitativajos un kvantitativajos raditajos
starp astonam klasém netika konstatétas. Tas norada uz problemas eksis-
tenci kopuma; mazaka nozime ir citiem faktoriem, pieméram, audzéknu
skaitam, telpas platibai, iekartojumam u. tml., kas labveligi vai nelabveéligi
varétu ietekmét klases darbu.

No testa rezultatiem izriet, ka lidzigas uzmanibas problémas eksisté
gan zéniem, gan meiteném. Kvalitativajos un kvantitativajos raditajos
netika konstatétas butiskas atskiribas dazadas vecumgrupas. Analizéjot
darba izpildes kvantitativo gaitu (cik daudz paspéja izdarit), tika novérotas
atseviskas butiskas tendences klases darba. Septingadigi zéni darba vida
uzradija kritumu, tatad samazinajas darba intensitate. Ta pieauga testa
nosléguma dala. Lidziga situacija vérojama astongadigam meiteném: atse-
viskos laika intervalos (5. un 6. no 14) raksturigs kritums, kas velak tiek
kompenséts ar pieaugosu izpildito vienibu skaitu. Sadu iezimi varétu rak-
sturot ka lénu uzsilSanas laiku. Minétie kritumi kopéjo vértéjumu atstaj
vidéja limeni.

Veiktie novérojumi liecina, ka atskirigas nianses klases darba dina-
mika ieziméjas lielakoties dazadas vecumgrupas.
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Kopsavelkot uzmanibas testa analizé gutas atzinas, secinajumi ir $adi:
1) testéSanas rezultati norada, ka uzmanibas problémas ir aktualas visas

macibu iestadeés, kuras tika veikts pétijums;

2) nav batisku atskiribu starp dazada tipa macibu iestadém — ar uzma-
nibu saistitas problémas novérotas jebkura no tam. Pétijuma ietvaros
netika konstatétas izteiktas atskiribas ne starp zénu un meitenu darba
rezultatiem, ne starp dazadam vecumgrupam;

3) klases un grupas ir homogenas, kas lauj meklét risinajumus klasei
vai grupai kopuma;

4) atseviski novérojumi testéSanas fazé, pieméram, tendences septin-
gadigu un astongadigu zénu un meitenu rezultativajos raditajos, ka
ari laika intervali, kas norada koncentrésanas limeni intensiva darba
rezultata, liecina par individualam atskiribam vienas grupas ietvaros.
Labas uzmanibas spéjas ir butiskas skolas darba. Gan vizuala, gan

audiala uzmaniba ir selektivas uzmanibas veidi un kopéjas uzmanibas
sisttmas komponenti. Uzmanibas sistéma ir svarigs cilvéka funkcionésanas
aspekts — aktivizéta uzmanibas sistéma ir jebkura kognitiva procesa prieks-
noteikums. Pedagogi praktiki noverojusi, ka biezi vien labas uzmanibas
spéjas ir prieksnoteikums sekmigas muzikas izglitibas uzsaksanai. Un
otradi —jaunakie pétijumi muzikas psihologija liecina par muzikas pozitivu
iedarbi uz cilveka psihi.

Ka zinams, uzmanibas procesu raksturo kompleksa darbiba, kuru
iespaido smadzenu dazadu centru funkcionala mijiedarbe un savstarpéja
kooperésanas. Uzmanibas process ietekmé smadzenu darbibu kopuma,
atbild par patstavigu planosanu, cilveka visparéju aktivizesanos, par infor-
macijas uztveri un izvértésanu. Masdienu neirozinatné ir vérojama arvien
pieaugosa tendence izmantot funkcionalo izmekl&jumu metodes, kas lauj
labak pétit smadzenu darbibu un tas izmainas dazadu faktoru ietekme.
Sadi izmeklgjumi norada, ka uzmaniba ar tas dazadajiem komponentiem
ir viena no smadzenu darbibas pamatfunkcijam — augstakas pakapes sma-
dzenu darbibas ir iespéjamas tikai tad, ja uzmanibas procesi smadzenés
atrodas intakta (pilnvértigas darbibas) un aktivizeta stavokli. Tacu Sie
augstakie procesi konceptuali un funkcionali ir grati atdalami no citam
kognitivajam funkcijam. Tas liecina par uzmanibu ka centralo instanci,
kas organizé citu informativo procesu apstradi organisma, tostarp stimu-
lgjot bérnam tik svarigo sekmigas maciSanas procesu.

Lai smadzenu darbiba tiktu organizéta uzmanibas spéju generésana,
aktivizétam jabat smadzenu stumbram. Uzmanibas procesus nodrosina
Cetras paklautibas sistémas: holinergiska sistéma (parneséjviela: acetil-
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holins), noradrenergiska sistéma (parneséjviela: noradrenalins), dofamin-
ergiska sistéma (parneséjviela: dofamins) un serotoninergiska sistéma
(parneséjviela: serotonins). Visas Cetras apakssistémas iezimigas ar to,
ka tas aksonu projekciju rezultata sasniedz primaros un sekundaros sma-
dzenu laukus, tada veida viens smadzenu stumbra neirons spéj apgadat
ar informaciju veselu lauku smadzenu garoza. Liela loma uzmanibas
procesa ir tiklaina veidojuma (formatio reticularis) sistémai, kas smadzenu
dala savienojas ar iegarenajam smadzeném (medulla oblongata) un starp-
smadzeném (diencephalon). Ar t. s. Bremera griezumu izdevies pieradit,
ka tiesi $i dala atbildiga par aktivizesanas procesu.

Lidzas pedagogiem un psihologiem uzmanibas jautajumu risinasana
tiesi pédéja laika jo aktivi iesaistijuSies ari pétnieki — neirozinatnieki.
Aplukojot uzmanibas traucéjumus bérna vecuma, autori vér$ uzmanibu
uz vairakiem svarigiem neirofiziologiskiem aspektiem, tostarp uz neiralo
procesu norisi un $o procesu trenina iespéjam. Salidzinot uzmanibas spéjas
bérna un pieaugusa vecuma, ir secinats, ka uzmanibu veido vairakas apaks-
sistémas (funkcijas), un atseviskas no tam — aktivizés$anas un izpildosa
funkcija — ar gadiem klast izteiktakas un noturigakas. Pozicionésanas
apakssistéma sadu tendenci neapliecina (Cognitive Neuroscience of Atten-
tion 2004).

Vairaki zinatnieki norada, ka uzmanibas traucéjumus var mazinat,
piedavajot dazadas treninprogrammas (Krowatschel 2007; Stiehler 2007;
Stiff, Tipker 2007). Efektivitates nosacijumi s$adam treninprogrammam
visbiezak ir piedavata materiala saturs, apjoms un trenina regularitate.
Tas nozimé, ka treninam jabuat mérktiecigam, intensivam un regularam.
To apliecina pétijuma rezultati: butiskas izmainas smadzenu darbiba
(motorika un islaiciga atmina) novérotas jau péc intensiva piecu dienu
akustiska trenina (Cognitive Neuroscience of Attention 2004).

Pétnieki izstradajusi dazadas trenina metodes, lai sekmétu uzmanibas
attistibu, tacu tas lielakoties balstitas uz vizualas uzmanibas sistémas
pilnveidi (Cognitive Neuroscience of Attention 2004).

Lidziga situacija ir ar uzmanibas testésanas instrumentariju — uzma-
nibas testi parsvara izstradati vizualas uzmanibas attistibas limena noteik-
$anai. Turpretim audialas uzmanibas diagnostikai lidz §im radits neliels
skaits testu — pétijumu prakse sastopami tikai dazi standartizéti audialas
uzmanibas testéSanas instrumenti. TestéSanas procesu apgrutina fakts,
ka testi paredzéti individualai izpildei. Turklat lielaka dala audialo testu
balstas uz vardskanu saklausisanu un reproducésanu. Atseviski testi, pie-
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méram, AUDIVA vai CAPT, ieklauj skanu stimulatorus vai skanu struk-
taras, kas vérstas uz audialas uzmanibas reakciju izpéti. Viens no jauna-
kajiem testiem, kas péta gan audialas, gan vizualas uzmanibas spéjas, ir
Continuous Attention Performance Test (CAPT, Nepartrauktas uzmani-
bas tests). Tas paredzéts uzmanibas spéju noteiksanai bérniem, sakot no
pirmsskolas lidz skolas vecumam. Tests ir datorversija, un ta izpildes
process nav sarezgits. Bérniem tiek piedavati pieci savstarpgji viegli atski-
rami dzivnieku attéli reizé ar to balsim atbilstosu skanu, kas noteikta
laika intervala jaatpazist, nospiezot datora klaviataras taustinu. Tadéjadi
tiek meérits kludu veids, skaits un to izkliede laika posmos, ka ari bérna
reakcijas spéjas. Katrs testa posms ir atdalits ar vienas minates atputas
pauzi, bet testa kopéjais izpildes laiks neparsniedz 9 minutes (Starzacher,
Nubel, Grohmann 2007). Péc lidziga principa veidots AUDIVA tests, kura
akustiskie stimulatori ir klavieru skanas (Minning). Tomer jaatzist, ka
lidz $im plasak ir pétitas vizualas, nevis audialas uzmanibas trenina
iespéjas.

Masdienu pétniecibas prakse eksisté atseviskas sistematizétas me-
todes, kas vérstas uz audialas uzmanibas treninu. Izstradatas metodes
lielakoties paredzétas bérniem ar uzmanibas deficita (hiperaktivitates)
sindromu (UD(H)S).

ASV psihologu vidu pazistama ir treninmetode ar apzimé&umu
SoundSmart® (SoundSmart). Si metode paredz uzmanibas aktivizaciju
un kognitivo spéju treninu. Visas norades tick dotas anglu valoda, uzde-
vumi ir saistiti ar anglu valodas fonémam, sadzives situacijam, ka ari
angloamerikanu bérnu dziesmam. Lidz ar to metode neatspogulo sisté-
misku pieeju noteiktas struktaras sasaistei ar audialas uzmanibas procesu
un nav piemeérota lietosanai starpkultaru vide.

Neiromotorikas treninam izraéliesu pétnieks Adi Zulkins izveidojis
FITS metodi — Functional Interactive Timing System jeb funkcionalo
interaktivo metroritma sinhronizacijas sistemu (Sulkin 2009). Si datorizéta
metode paredzéta bérniem, kuriem konstatéti macisanas traucéjumi (dis-
leksija, disgrafija, diskalkulija), ka ari uzmanibas deficita (hiperaktivitates)
sindroms (UD(H)S). Metodes pamata ir uzdevumi, kas sinhronizé Cetras
jusanas — lidzsvaru, kustibu, dzirdi un redzi. Metode balstita uz motorikas
treninu, galvenokart uz sistémisku pieeju roku kustibu trenésanai (raksti-
$ana), un paslaik tiek adaptéta kliniska konteksta.

Vienlaikus jaatzimé, ka trukst noteiktas un parbauditas pieejas, kas
lautu bérniem darboties ar klases darba situacijam raksturigiem akus-
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tiskiem ietekmes faktoriem, tadéjadi attistot audialas uzmanibas sistemu

kopuma. Viens no iespéjamiem risinajumiem butu atbilstosas akustiskas

treninprogrammas izveide.

Ieprieks noradits, ka uzmanibas process saistits ar vairaku uzmanibas
apakssistému gandriz vienlaicigu aktivizésanos. Tadeél butiski ir izpétit,
kada veida noteiktas muzikas struktaras korelacija ar citiem akustiskajiem
ietekmes faktoriem sp€j attistit audialas uzmanibas sistemu.

Literatairas avotos saikné ar uzmanibas spéjam visbiezak minéti tadi
muzikas parametri ka skanaugstums un ritms. Ari citi muizikas parametri —
tembrs, dinamika, skanéjuma registrs — spéj iespaidot tos centrus smadze-
nu garoza un sisttma kopuma, kas atbild par uzmanibas sistémas aktivize-
$anu. Daudzos avotos atzimétas $o parametru pozitivas ietekmes iespéjas,
turklat uzsvérta ari to atskiriga lokalizésanas vieta smadzenés. Jaunakas
metodes lauj noteikt precizu neironu darbibas aktivizésanos, ja uztverei
tiek piedavata skanaugstumu un/vai ritmu informacija. Saikné ar muzikas
uztveres veidu — muziku klausoties vai paSam muzicgjot — atskiriga ir
neironu aktivizé$anas lokalizacija smadzenés (Jancke 2008). Tas lauj
izvirzit hipotézi, ka, noteikta veida izmantojot ipasi atlasitas muzikas
struktaras, iespéjams ietekmét noteiktus centrus smadzeneés, kas tostarp
atbild ari par uzmanibas spejam.

Tatad, apkopojot ieprieksteikto, varam secinat:

uzmanibas problémam starpkultiaru konteksta ir tendence pieaugt;

uzmanibas spéjas iespéjams izkopt — atsevisku uzmanibas apakssis-

tému attistiba ir butiski ietekméjama lidz noteiktam dzives posmam;

e selektivas uzmanibas konteksta mazak pétitas ir audialas uzmanibas
Spéju attistiSanas metodes;

e  butu nepieciesams izveidot sistémisku pieeju audialas uzmanibas
treninam;

e buatu nepiecieSams izpétit skanaugstuma un ritma struktaru saikni
ar audialas uzmanibas procesiem un $o procesu trenina iespéjam, ka
ari parbaudit skanaugstumu un ritma treninprogrammas efektivitati
prakse.
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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 Zwolinska an upbringing
to and through creativity (Zwolinska 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 (Zwolifniska, Gawrytkiewicz 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 Kotodziejski, it can and should be analysed through the
use of standard tools for diagnosis (Kotodziejski 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. As a result, playing together not only gives
the possibility to practise social skills and maintain
good relations, but also promotes understanding.

Furthermore, music brings joy and helps to feel the real pleasure or
happiness. Such a feeling of fulfilmentand award for hard work
cannot be compared with goods that are easily bought.

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
amateur Accordion Quintet, which was based on the experience
of such professional groups as: Warsaw or Poznafi 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 Stanistaw 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. Konin Band Orchestraisa good example providing
music school graduates and students of art education with suitable
resources. Many existing wind orchestras or children and
teenage choirs 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 £.6dz 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:
e 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 Pawel Trzos, carried out under super-
vision of prof. Zwoliniska, 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.

ORepettoire

Olndividual work

OFlaying technique

B Student involvement

B The quality of public performance

B Current assessnent is not used

Figure 1. Criteria for achievement evaluation in amateur instrumental
groups in the teacher’s opinion

The research shows 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

Theselection of the candidates 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  withthe = Musical Com-
Music . the ap- - candidate . aptitude - munity - Other
groups " plicants = (self- ' tests interview
: " assessment)
"N % N R % N R % N % N %
Group A. : : :
Professional - 23 88 - 3 12 - 12 46- 5 19 -3 12 46
training _ _
Group B. : : ? : 10
Amateur music” 15 63 12 502 8 6 251 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),hearing the applicant
(88%)andthe measurement with the use of musical aptitude
tests (46%) are generally applied. However,hearing the applicant
(63%) and individual talks with the applicant also based on
their self-assessment(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 (Table 1)
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 Zwolinska, Maciej Ko-
todziejski, 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 test!. Those preferences were
related to the sound of a musical instrument used for student training

! 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.
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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 Kotodziejski (Kotodziejski 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 14
R % N R % N R % N R %
1 S 2 3 4 5 6 7 8 9 10 11 12 13 14
student musical aptitudes

Group A. '
Professional . 24 92 .2 8.0 0.0 0. 26
groups : .
Group B. ) 8 6 ) 0 0 )
Amateur 16 678 33-0 0 0 0. - 24
musical ' ' '
movement

Sequel to Table 2 see on p. 349

2 Work in instrumental sections 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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Sequel to Table 2
1 C 2 3 4 5 6 7 8 9 10 11 12 13 14
forming the class content

Group A. : :
Professional 23 88 2 8 1 40 0 26
groups .

Groun B. 18 11 4— 1
Amateur .S 21 13 545 21 .1 4 24
musical

movement

the age of student

Group A. ' '
Professional 15 58 6 23 2 8 3 11. 26
groups :

Group B. _ 10 4 6 : 2 _
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 outside music schools are
candidate individual interests (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

R % N R % N R % N R %

Student’s self-evaluation
Group A. : : : : :
Professional = 3 11 16 62 6 231 4 26
groups ) _ )
Growp B 12—l 3 , 0 _
Amateur 15 63 5 21 3 121 4 24
musical
movement :
Build (body)

Group A. : i : i :
Professional 6 23 14 545 19 1 4 26
groups
Group B. _ 3 ' 12 ) 12 ' !
Amateur 3 122 8 17 722 8 . 24
musical : . .
movement _

Individual preferences to instrument timbre
Group A. _ ) : ) _
Professional . 3 11 14 54.9 35.0 0. 26
groups : : : : :
Group B. _ ! . ! _ 0 . 0 :
Amateur ) 8 13 54-9 38-0 0- 24
musical i i i i i
movement

Source: author’s own research

The factor really determining the selection of a wind
instrument for learning to play has been examined. 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

= -
=) — o)
g ug "o § °© < 2 SE
= eg L e®a 9, 65 =2
for) S 7@ S g ¥ g 2 9 OEU! i
=] 'UOD-'Uos e = e o jeo] 9]
= S ay BEg B2 =8 553 £
Z SLE §EE & =2E§ JE°f ©
2 =B 2
=) O 2 O3 E SE <=§
=9 g n o] S
N % N % N % N % N % N %
Group A. : .
Professional 15 589 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 O
movement

Source: author’s own research

The answers given above enable one to point out that some
respondents selected more than one answer category.
It seems that the selection of a wind instrument in the
music education centres under research is determined
by more than one factor. Hearing the candidate (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 building the proper (up to the en-
vironment demand) instrumentation (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

5 E
g g 5
. £ 2 lg ':'u 2 Q 2 Lo g o
Amateur music ensembles gn_q:, = f-g _qg - -fb_qg Tl- = lﬁ
education preferred aims s 3 23N E S
TRz gRz L&A £Z
¥ £ 2
5
=
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
Preparlng the student to participate 0 8 0 0
in culture
Preparing the students for further ) 11 3 0
education
Education through art 8 10 3 1
Fun, entertainment, ludic aspect 20 16 4
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 . Yes No Yes Yes No Yes
homogeneity
Z value (mean 2,75 2,31 2,48 297 2,5 1,82
difference test)
Difference Yes Yes Yes Yes  Yes No

significance: 0,05

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
o = 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) itis 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) itis 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 instrumentalansambli
Polijas muzikas izglitibas sistema

Pavels A. TSoss
Risards J. Pjotrovskis

Kopsavilkums

Raksta mérkis ir prezentét pedagogisku pétijumu, kas ietver atsevisku
muzikas izglitibas problému analizi un skar amatiermuzicésanas kustibas
nozimi Polijas bérnu un pusaudzu vidé. Amatieru instrumentalansamblu
loma un spéles kvalitate Polija pastavigi pieaug. Tadgjadi ir iesp&jams
salidzinat amatiermuziku izglitibu ar profesionalo mazikas skolu sniegto
izglitibu. Autors atgadina vairakus amatieransamblu piemérus: amatieru
akordeonkvintets, bérnu un pusaudzu ansambli un kori un Koninas orkes-
tris (Konin Band Orchestra) — pieauguso apvieniba.

Autora pasa veiktais pedagogiskais pétijums ieklava tadas metodes
ka intervijas, novérojumi un spéles tehnikas analize. Galvenokart tika
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salidzinats, ka instrumentus spélé profesionalo muzikas izglitibas iestazu
(valsts mazikas skolu) un amatieru (vietéjo muzikas centru, kulturas centru,
muzikas klubu) ansamblu dalibnieki. Pétijuma bija iesaistiti 278 Polijas
bérni un jauniesi vecuma no 6 lidz 18 gadiem, kas bija sadaliti vecum-
grupas: bérni lidz 10 gadu vecumam, 10-13 gadu vecuma un vecaki par
13 gadiem. Bez tam pétijuma bija iesaistiti ari 50 Polijas skolotaji un
audzinataji, kas parstav attiecigas izglitibas vai kultaras iestades. Péetijums
noritéja Centralpolija 2008.-2011. gada.

Rezultatu analize apliecinaja, ka gan profesionalajas mazikas macibu
iestades, gan amatierizglitibas centros nepiecieSama saskanota izglitibas
politika. Izradas, ka instrumentalansamblu muzicésanas limenis ciesi sais-
tits ar apmaciba iesaistito Polijas bérnu vecumu (jo agrak apmaciba uzsakta,
jo labak). Si probléma savukart lauj izskaidrot gratibas, kas rodas, orga-
nizgjot amatiermuziku apmacibu. Darbojoties $aja joma, nepiecieSamas
prasmes, kas piemit tiesi muzikas skolotajiem. Tas jo ipasi svarigi tapeéc,
ka saskana ar pétijuma gutajiem datiem instrumentalansamb]u dalibnieku
apmacibas veids Polijas profesionalajas mazikas skolas un amatiervidé
atskiras |oti batiski. Sis atskiribas iespaido ari audzéknu instrumentspéles
prasmi. Tests pieradija, ka audzeknu sasniegumu atskiriba izriet ari no
apmacibas vietas (instittcijas, kura ta noritéjusi).

Profesionalas un amatiermuzikas izglitibas iestazu darbibas salidzi-
nosa analize atklaj jaunas dimensijas problematika, kuru autors risinajis
jau savos ieprieks€jos pétijumos.
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Music Teacher as a Researcher of
Educational Process

Ph.D. Maciej Kotodziejski

Assistant Professor Institute of Pedagogy College of
Foreign Languages in Czestochowa

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:

e  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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e it is the teacher who is responsible for the implementation of the
core curriculum (teaching standards);

e 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;

e implementation of a pluralistic concept of music education requires
the application of various methods and forms of music education;

e measurement of music abilities and achievements based on cognitively
objective principles should be the major direction in the activity of
the music teacher;

e 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;

e the music teacher as a researcher of the education process is obliged
to perform self-evaluation from a critical and exploratory perspective;

e 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 Matgorzata
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; Kotodziejski 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 21% century, in the democratic, cognitive and
affective aspects should include the following assumptions (developed
by the author based on: Lehman 2008: 20-21):
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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.

Assessment in music is possible and (at the same) necessary.
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).

The aim of assessment is to improve 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).

Assessment requires varied measurement methods, techniques
and tools. 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.

Reports for the director, parents and the student should be drafted
in consideration of the core curriculum assumptions. 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: Kotodziejski 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

Effective assessment 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; Kotodziejski 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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e 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;

e 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;

e 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;

e 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:

e this is imposed by a relevant regulation of the Minister of National
Education, formal aspect;

e we get evidence of the child’s development and progress in terms of
music education — informational aspect;

e  assessment provides necessary guidelines and instructions for selecting
an appropriate teaching strategy — instrumental aspect;

e 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;

e 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 know and be able to 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.

Assessment 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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e  to create columns or criteria and/or other techniques of recording
information;

e  todetermine 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

Research 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 instrumental
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.

Teleological 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 (Bereznicki 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.data triangulation in school pedagogy, consisting in the use of
information from various sources and methodological triangul-
ation 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.

Diagnostic 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.

Constructive 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).

Communicative 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.

Creative competence is demonstrated in presenting a pursuing,
creative and open approach towards everyday school and out-of-school
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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. Kolodziejski 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:

e to communicate education objectives in everyday didactic work in
the classroom;

e to introduce students to everyday performance of music for self-
improvement of their music abilities and skills;

e to establish clear standards of implementation (of the core cur-
riculum) in every school;

e to practically apply the strategy of sequential teaching/learning based
on concepts by Zoltén Kodaly, Carl Orff, Emile Jaques Dalcroze or
Edwin Elias Gordon;

e  toimprove students’ music skills in a strict and structured way, based
on standards and selected curricula;

e  tointroduce 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;

e to encourage the best students of pedagogy and music teaching
faculties to choose the profession of a music teacher;

e  toresearch and evaluate progress in the implementation of curricula
using longitudinal and cross-sectional studies conducted by the
teacher (Kay 2000).
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Muzikas skolotajs ka izglitibas procesa pétnieks
Macejs Kolodzejskis

Kopsavilkums

Raksts veltits nozimigai probléemai — musdienu muzikas skolotaju
pasvértejuma kultarai, kas ietekmé vinu prasmi didaktiskas darbibas ietva-
ros optimizet ari muzikas izglitibas gaitu. Raksta ietvaros ipasi akcentéta
muzikas izglitibas procesa planosana un organizésana, ka ari audzeknu
sasniegumu plasa, vispusiga analize (gan mérjjumi, gan vértéjumi); viss
§is jautajumu loks apliukots skolotaju darba vértésanas un macibu prog-
rammas istenojuma konteksta.

Ir nobriedusi nepiecieSsamiba veidot muzikas skolotajiem jaunu pas-
noveértésanas kompetenci. Raksta autors uzsver vértésanas lomu un merki
muzikas izglitiba, skaidro efektivas vértésanas veidus. Skolotajam muzikas
stundas jaklast arl par macibu procesa pétnieku.

Mauzikas izglitibas mérijjumu aspekti ir nozimigaki neka vertésanas
aspekti: proti, mérijums ir objektivs, turpreti vértéjums — subjektivs. Verté-
jums bez iepriek$gjiem mérijumiem, iespéjams, atspogulo nevis likumsa-
karibu, bet drizak nejausibu, veiksmi. Standartizétu riku lietosana muzika-
lo spéju mérisana, ka ari pasas mérijumu skalas sniedz patiesu prieksstatu
par audzekna sasniegumiem muzika (dziedasana, instrumentspélé, ma-
zikas improvizacija vai dejas prasme).

Noteiktas izglitibas stratégijas izvéle ir atkariga vienigi no skolotaja.
Vértésanas pétnieciba ir savveida atskaite, kas lauj parbaudit mazikas
joma veikto didaktisko darbibu lietderibu un efektivitati saikné ar maci-
S$anas stratégiju, metodém, izmantotajiem didaktiskajiem un uzskates
lidzekliem. Lai to sasniegtu, skolotajam jaizvirza mérkis attistit pétniecibas
un pasvértéSanas prasmi, kas savukart ietver telelogikas, diagnos-
tikas, konstruktivo, komunikativo un radoso kompetenci.

Ena Keja (Kay) pamatoti atzimé, ka kompetents muzikas skolotajs
atradis pats savu celu daudzajas transformacijas un liklocos, kas raksturo
macisanu un macisanos demokratijas apstaklos (Kotodziejski 2010) —
situacija, kad kolektiva atbildiba jauznemas visiem izglitibas procesa
dalibniekiem. Praktiskaja darba noderigas varétu but sadas vadlinijas:
e  parrunat izglitibas mérkus ikdienas macibu darba klasé;

e rosinat audzéknus ik dienas pievérsties muzikas atskanosanai un
tadéjadi pasiem izkopt savas prasmes un iemanas muzikas joma;
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e izstradat skaidrus standartus izglitibas programmas istenojumam
ikviena skola;

e ikdienas macibu praksé regulari izmantot stratégiju, kas balstas uz
Zoltana Kodaja, Karla Orfa, Emila Zaka Dalkroza un Edvina Eliasa
Gordona atzinam;

e izkopjot audzeknu prasmes muzikas joma, lietot stingri strukturétu
pieeju, saikné ar noteiktiem standartiem un ieprieks formulétajiem
mérkiem;

e istenot kvalitativas izmainas skolotaju bakalauru sagatavosana
darbam pamatskola; tas paredzétu universitates izglitibas programma
pieverst ipasu uzmanibu pasvértejumam ikdienas darba;

e  rosinat pedagogijas un muzikas skolotaju fakultasu labakos studentus
izraudzities muzikas skolotaja profesiju;

e  analizét un noveértét progresu programmas isteno$ana, izmantojot
garengriezuma un Skeérsgriezuma pétijumus pedagoga vadiba (Kay
2000).

Atslegvardi: muzikas skolotajs, vértésana, pasvértéjums, pétijums,
mérijums, muzikas izglitiba
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as Shown in a Longitudinal Study

Ph.D. Maciej Kotodziejski

Assistant Professor Institute of Pedagogy College of
Foreign Languages in Czestochowa

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 (Zelazkiewicz 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 (Bereznicki 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 (Bereznicki 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
e arranged and initiated by the school,
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e arranged by the school, taking account of the students’ actual interests
upon a survey of students’ needs,
e initiated by parents at formal meetings with school representatives.

Literature indicates (Bereznicki 2001: 363; Kupisiewicz 2005: 215;

Okon 2003: 336) that the main aim of extracurricular classes is to:

e develop children’s varied talents, and artistic and physical
talents in particular;

e 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;

e 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;

e provide the students with a valuable way of spending time, assuming
this may bring benefits to their development and harmonisation of life;

e  continue the development of talents and interests that started at home
and with the participation of peers;

e 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;

e  direct student’s development individually, combined with the pro-
paedeutics of vocational training.

What is important according to Marek Zelazkiewicz 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 (Zelazkiewicz
1980: 13-14). A characteristic feature of extracurricular classes, according
to Franciszek Bereznicki, is the specific way to verify the skills acquired
by children, through concerts, assemblies, exhibitions, competitions, con-
tests, poetry soires 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 (Bereznicki 2001: 363). A specific type of extracurricular classes
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are interest circles thatare 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. Art circles 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 muzyki2001: 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,,': Do tonal and rbythm 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,,: What is the baseline and final level of tonal and rbythm music
abilities?

Q,,: Arethere any statistically significant differences between tonal and
rhythm abilities in subsequent measurements?

Qg;: Arethere any statistically significant differences in the general ability
result between the baseline and the final measurements?

Qy: Is there any statistically significant correlation between specific
ability results in subsequent measurements?

Qq;: Is there any statistically significant correlation between music
abilities and readiness for harmonic and rbythm improvisation in
the final measurement?

Qq,: What is the level of readiness for harmonic and rbythm 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 Measurembtgasurement 5 Measurement 6

Year 1X2007 VI 2008 1 2009 VI 2009 1 2010 VI 2010
Age 7 7.5 8 8.5 9 9.5
Tools IMMA IMMA IMMA IMMA IMMA IMMAMHIRR/RIRR

Compare of independent variable (level of musipsitades)

Source: compiled by the author

! Q,, means main research problem.
2 Q, 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:
e to make children familiar with selected ballroom dances;
® to make children familiar with the basic ballroom forms during

dancing;
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e  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;

e  toteach 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;

e  to teach Latin samba’.

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 S 3 S 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)

Average Median Minimum Maximum Lowgr Uppgr S_td_

quartle  quartie deviation

Tonal 28,85 29,50 18,00 34,00 27,00 31,00 338

Measurement 1 Rhythm 27,58 27,00 22,00 32,00 26,00 30,00 2,6
Total 56,42 57,00 44,00 65,00 54,00 61,00 56

Tonal 30,38 31,00 20,00 35,00 29,00 33,00 34

Measurement 2 Rhythm 29,46 29,00 26,00 34,00 27,00 32,00 23
Total 59,85 60,00 47,00 66,00 57,00 64,00 4.8

Tonal 31,35 33,00 23,00 36,00 30,00 33,00 3,0

Measurement 3 Rhythm 30,85 31,00 27,00 35,00 29,00 32,00 21
Total 62,19 62,00 52,00 68,00 59,00 66,00 43

Tonal 32,50 33,00 26,00 36,00 31,00 34,00 2,6

Measurement 4 Rhythm 32,23 32,00 28,00 37,00 30,00 34,00 24
Total 64,73 65,00 55,00 73,00 63,00 68,00 45

Tonal 33,35 34,00 28,00 36,00 33,00 35,00 22

Measurement 5 Rhythm 33,27 34,00 28,00 38,00 31,00 35,00 25
Total 66,62 66,50 57,00 74,00 64,00 70,00 41

Tonal 34,35 35,00 28,00 38,00 33,00 36,00 2,4

Measurement 6 Rhythm 34,08 34,50 29,00 38,00 32,00 36,00 23
Total 68,42 68,50 59,00 76,00 66,00 72,00 4,0

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=0.00035; 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 (Kotodziejski 2010a:
314), the difference between children tested here is 1.5 and is statistically
significant for p<0.035.

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

Lower Upper
quartile quartile
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

Mean Median Minimum Maximum Std deviation

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 (Kotodziej-
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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

Tonal Flyim Total HIER FIER
Tomnal 86 A9 35
Elytbm A7 B85 £l 47
Total B6 B85 g5 ST
HIFR A2 Sl g1 43
RIFR 35 63 &7 A3

Source: own compilation based on research conducted

Final conclusions and discussion

Musical aptitudes develop as a result of obligatory early music educ-
ation (Kotodziejski 2010a: 311-319), under the influence of music training
based on the educational concept of Edwin Elias Gordon with tonal and
rhythm motifs (comp.: Kotodziejski 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:

e rhythm aptitudes develop more dynamically than tonal aptitudes;

e intense music and dance training influences the dynamics and develop-
ment of tonal and rhythm music aptitudes of younger elementary
schoolchildren;

382



M. Kotodziejski. Extracurricular Music and Dance Classes as a Determining Factor..

e  development of dance skills has a significant impact on the dynamics
of music aptitudes and readiness for rhythm and harmonic improvis-
ation of students;

e undertaking extracurricular initiatives strongly determines versatile
development of the child.

Arpusklases miizikas un deju nodarbibas ka buatisks faktors
jaunaka skolas vecuma bernu muzikalo dotibu izkopsana
garengriezuma pétijuma konteksta

Macejs Kolodzejskis
Kopsavilkums

Autors prezenté tris gadus ilgusa garengriezuma pétijuma rezultatus;
tas apliecina, ka mazikas un dejas nodarbibas ir noteicosais faktors jau-
naka skolas vecuma bérnu muzikalo spéju izkopSana. Skoléniem, kas
apmeklgjusi stingri strukturétas deju nodarbibas, muzikalas spéjas attistas
straujak, turklat to vida dominé ritma izjuta. Tika arl noverots, ka Sie
audzékni gast ipasi labus panakumus ritma un harmoniskaja improvi-
zacija. Arpusklases nodarbibas var palidzét ari muzikalas gaumes attistiba.
Tadgjadi obligata izglitiba un arpusklases nodarbibas Polijas skolas atklaj
loti daudzveidigus vispargjas izglitibas attistibas virzienus.

Jaatzimé, ka devinu gadu vecuma skoléna muzikalo spéju attistibas
limenis stabilizéjas un turpmakaja vina dzives laika batiski nemainisies —
neatkarigi no muzikalas vides un specialas muzikas apmacibas skola. Ta
ka pasreizéjais pétijums saistits ar mazikas macisanas teoriju, ari ekspe-
rimentos giitie novérojumu rezultati attiecas uz $o jomu. Tiek konstatéts,
ka dejoSana ipasi izkopj ritma izjutu: ta attistas atrak neka intonativas
dotibas.

Saja pétijuma izmantoti tris testu veidi. Pirmais tests, Miizikas audi-
acijas merijumi videja pakape (Intermediate Measures of Music Audi-
ation), ir ipasi piemérots, lai atklatu bérna muzikalas attistibas plusus un
minusus. Sis tests vérsts galvenokart uz to, lai fiksétu bérna muzikalo
spéju attistibas pakapi, nevis sasniegumus muzika. Otrais un tresais tests
saucas, attiecigi, Harmoniskas improvizacijas speju tests (Harmonic Im-
provisation Readiness Record) un Ritma improvizacijas speju tests
(Rhythm Improvisation Readiness Record). Sie testi palidzés pedagogam
objektivi noteikt, vai atseviski audzekni ir sasniegusi improvizacijas
apmacibai nepiecieS$amo limeni harmonijas un ritma apguve.
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Muzikalo spéju attistibu agrina vecumposma sekmé Edvina Eliasa
Gordona izglitibas koncepcijas istenojums (tas ietver gan intonacijas, gan
ritma izjutas treninus) un ari, ka rada $aja raksta izklastitie autora péti-
jumi, muzikas un dejas apmaciba arpusklases nodarbibas — arpus obligatas
pamatizglitibas ietvariem.

Atslegvardi: arpusklases nodarbibas, dejas un muzikas stundas,
muzikalas spéjas, ritma un harmoniska improvizacija
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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 (Zegnalek 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:

e 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 T 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 baving 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:

e specialist ones, connected with knowledge and abilities in the scope
of teaching a subject;

e 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;

e 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. O#n 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 Woloszyn 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
(Wotoszyn, quotation of: Kowalska 2008: 195). On the other hand Wies-
tawa 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 intelligence' 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 Kotodziejski, the teacher should have research
competence to. Research competence isateacher’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 followinginstrumental
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

! 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 (Kotodziejski 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 (Kotodziejski 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* 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 tonal and rhythmic abilities
(until 9 years of age), then — in the stabilised stage — abilities are a multi-
dimensional construct (Kotodziejski 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. Kotodziejski 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;

e develop audiative skills before introduction of verbal descriptions
or musical symbols;

e care for internal hearing of recorded rhythms and melodies before
their performing aloud. Enrich them through adding articulation
and proper musical expression;

o “understand music” and teach a child to understand it (Gordon,
quotation of: Soroka 2005: 324; comp. Kotodziejski 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 (Katarynczuk-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. Grazyna Darlak 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 (Dartak 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.

Muzikali talantigi bérni un pedagoga kompetence
Margareta PSibisa-Zaremba

Kopsavilkums

Saja raksta analizétas dazadu autoru piedavatas talantiga bérna/
skolena definicijas. Literatara noradits, ka talantigu bérnu raksturo augsts
intelekta koeficients (virs 120), seviski attistitas kadas ipasas spéjas, pie-
méram, zimésana, muzika, vai butiski sasniegumi macibas. Psihologiskajas
parbaudés noskaidrots, ka talantigi skoléni, salidzinot ar citiem vien-
audziem, macas vieglak un atrak, apgust plasaku un sarezgitaku vielu.
Viniem ir tendence strukturét materialu, meklét un atzimét dazadu tému
savstarpgjas saiknes, likumus un likumsakaribas, tapat viniem raksturiga
originala, kreativa pieeja dazadiem jautajumiem un problémam. Darbs
ar sadiem skoléniem prasa no pedagoga ipasu predispoziciju un kompe-
tenci. Tai jaizpauzas ne vien konkréta macibu priek§meta parzinasana,
bet ari didaktikas un psihologijas joma. Ne mazak svariga ir pedagoga
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aksiologiska kompetence. Skolotajs palidz audzéknim veidot vértibu sis-
tému, izprast tas un sakartot noteikta hierarhija un tadejadi rosina vinu
izvirzit noteiktus meérkus dzive. Pedagoga aksiologiska kompetence izriet
no vina pasa personibas un saistita ar tadam veértibam ka atbildiba,
briviba, ciena. Tas ir butiskas gan izglitibas procesa kopuma, gan bérnu
muzikalo spéju attistiba.

Atslegvardi: talantigi skoléni, pedagoga kompetence
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Pastavigais un mainigais muzikas literaturas
prieksmeta Latvijas pedagogu skatijuma

Mag. art. Aleksandra Ustjanivska
Pavula Jurjana mizikas skolas pedagoge

Ievads

Pédéjo gadu diskusijas par Latvijas muzikas skolu turpmako attistibu
regulari tiek skarti ari muzikas teorétiskie priek$meti — solfedzo un ma-
zikas literatira. Mans tiesais pétijuma objekts ir muzikas literatura ka
muzikas skolas macibu prieksmets'. Raksta ietvaros pievérsos tikai vienam
konkrétam jautajumam — Latvijas pedagogu skatijumam uz muzikas lite-
raturas priek$meta funkcijam, saturu un lomu muazikas izglitibas pirmaja
pakapé, proti, mazikas skola, ieziméjot pastavigo un mainigo tendencu
mijiedarbi.

Pétijuma pamata ir intervijas ar 21 Latvijas muzikas skolu pedagogu
no Rigas, Jurmalas, Ogres, Salaspils, Siguldas, Talsu un Madonas muzikas
skolam. Visas intervijas veiktas laika no 2010. gada maija lidz 2011. gada
martam?. Intervéto vida bijusi dazadu paaudzu parstavji, kuru darba
stazs vari€jas no viena lidz 40 gadiem, dazi aptaujatie muzikas literatiras
skolotaji paslaik jau ir pensija. Parsvara respondenti beigusi Jazepa Vitola
Latvijas Muzikas akadémiju (Latvijas Valsts konservatoriju) ka muzi-
kologi, pieci ka pedagogi, vienam ir muzikas vidusskolas teorijas nodalas
beigSanas diploms.

Nepretendéjot uz visaptverosu kopainu (ta prasitu plasaku respon-
dentu loku un izvérstaku aptauju), ieguvu materialu, kas iezimé pasu
pedagogu viedoklus par muzikas literaturas kursa saturu, galvenajiem
uzdevumiem, ka ari par darba metozu turpmakas attistibas iespgjam.

Ta ka raksta ietvaros nav iesp&jams paradit visu interviju laika ieguto
materialu, pievérsos, manuprat, galvenajam problémam: muzikas litera-

! Dazados aspektos tas pétits magistra darba Mizikas literatiras prieksmeta
vesture un funkcijas profesionalds ievirzes muzikalas izglitibas sistéma (Ustja-
nivska 2011).

% Visas intervijas at$ifréta veida atrodas autores arhiva. Raksta respondentu
vardi netiek atklati, tie ir Sifréti: Resp. A, Resp. B, Resp. C u. tml.
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turas prieksmeta funkcijam, ar to tiesi saistitajiem macibu satura jautaju-
miem, ka arl macibu darba un parbaudes formam stundas?.

Muzikas literaturas metodikas vesturiska attistiba Latvija

Mauzikas literatara ir jaunakais priekSmets mazikas skolu kopéja
macibu priek§metu sistéma, kas Latvija ieviesta péc Otra pasaules kara
lidz ar padomju varas nostiprinasanos Baltijas republikas. Mazikas izgli-
tibas trispakapju sistéma, kas pamatlinijas vél joprojam eksisté visa bijusas
Padomju Savienibas teritorija, radas Krievija 19. gadsimta vidu, kad saka
veidoties pirmas konservatorijas (Péterburgas un Maskavas), ka ari Milija
Balakireva un Gavriila Lomakina dibinata Bezmaksas Muzikas skola
(1862).

Tomeér muzikas literaturas priekSmeta rasanas laiks ir datéjams tikai
ar 1933. gadu, kad pirmoreiz $ada macibu disciplina paradijas Krievijas
bérnu muzikas skolu macibu planos. Jebkura jauna macibu priek§meta
ievieSsana ir saistita ar papildus gratibam un materialiem izdevumiem:
jaizstrada programma un macibu lidzekli, jasagatavo macibspéki, jaap-
maksa stundas. Tadeé| vajadzigi spécigi argumenti, kas apliecinatu prieks-
meta nepiecieSamibu. Attieciba uz muzikas literatiru ietekmigakie faktori,
manuprat, varéja bat vairaki.

Viens neapSaubami ir pats muzikas faktors, kas sakotnéji acim-
redzot vairak attiecinats uz profesionalo muzikas izglitibu. Profesionals
atskanotajmakslinieks nevar veidoties bez labam muzikas literataras zina-
Sanam un bez orientéSanas muzikas vésturiskajos stilos. Jaunais Sergejs
Tanejevs, Sergeja Prokofjeva pusaudza gadu muzikas skolotajs, pieméram,
redzot sava skolnieka iedzimto muzikalitati, ieteicis vigam sistematiski
iepazities ar muzikas literataru, ko jaunais Prokofjevs ari darijis vél pirms
macibu uzsaksanas konservatorija. Pasaulslavenais vijolnieks Izaks Stérns
savukart uzskatijis par nepiecieSsamu iepazistinat savus audzéknus ne tikai
ar muzikas vésturi, bet ari ar laikmetu kultaru, komponistu biografijam,
vidi, kada vini dzivojusi un stradajusi (Jlaryrun 2005: 15). Ari daudzi
citi izcili pedagogi atzinusi, ka toposa muzika patiesa, vispusiga attistiba
neaprobezojas tikai ar virtuozas tehnikas veido$anu: nepieciesamas ari
plasas un dzilas zinasanas dazadas kultaras un makslas jomas.

3 Savi viedokli respondentiem, protams, bija ari par macibu literatru un pa-
liglidzekliem, priekSmetu savstarpéjam saikném un integraciju, tapat par vaira-
kiem citiem intervijas skartiem jautajumiem.
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Otrs faktors, kas varéja iespaidot muzikas literaturas prieksmeta
ieviesanu skolu planos, varéja bat saistits ar socialo faktoru. Bez-
maksas izglitiba un ari talaika Krievija domingjosie centieni visur dot
prieksroku proletariata atvasém — stradnieku bérniem — radija situaciju,
ka muzikas skolas macijas audzékni, kuru prieksstati par akadémisko
muziku bija gauzam niecigi*. Instrumenta spéles stundas skolotaji nodar-
bojas ar pasu spéles apmacibu, koncentréjoties uz tehnisko iemanu attis-
tibu’. Solfedzo priek$mets galvenokart tika saprasts ka dzirdes un ritma
izjutas izkopSanas, ari muzikas teorijas apguves kurss, kura saskare ar
muzikas literatiiru bija visai formala. Bija nepiecieSams kads priekSmets,
kur$ macitu pasu muziku. Tas sasaucas ar oficiali deklaréto kultarpoli-
tiku — katram valsts pilsonim ir tiesibas but izglitotam un apgaismotam.
Tostarp ari mazika.

Pusaudzu parejas vecums (muzikas skolas gadu otrais puslaiks) $aja
zina tika atzits par isto bridi. Ka uzsver pieredz&jusais muzikas literataras
metodikis Aleksandrs Lagutins, pusaudzu vecuma padzilinas izzinas dar-
biba, paplasinas interesu loks, norisinds interesu individualizacija. |..] ja
Saja perioda skolenus neizdosies ieintereset, aizraut ar nopietnu makslu
[..], tad ta nekad neklis par vinu garigas augsmes avotu (Jlaryrun 2005:
14-15).

Tomeér sava loma neapSaubami bija ari politiski ideologis-
kajam faktoram: muzikas literattrai vajadzeja klut par idejiski pareizas
padomju pilsona audzinasanas instrumentu. Skolai noteikti bija audzekni
jaiepazistina ar padomju masu dziesmu, ar padomju komponistu lielisko
dailradi, skolotajiem vajadzéja stastit par padomju bérnu laimigo bérnibu,
pretstatot to agrako gadsimtu komponistu sociali nenodrosinatajai bér-
nibai un nabadzigajai jaunibai. Liecibas par to glaba gan muzikas litera-
turas programmas, gan macibu gramatas, kuras lidz pat 20. gadsimta
70.-80. gadiem bija paklautas stingrai ideologiskai cenzurai.

Jaatzist, ka $is faktors stipri ietekméjis muzikas literaturas attistibu,
priek§meta saturu. Vel vairak: zinama meéra tas iespaidojis ari pedagogu
domasanas modeli, kas savukart véelak, laika gaita — ka to atzist musdienu
progresivakie muzikas literataras metodiki ( Kax npenodasame my3vikans-

4 Sistémas veidotaji, ka zinams, orientéjas ne tikai uz Krievijas lielpilsétam,
bet uz visas plasas valsts iedzivotajiem.

5 To darit skolotajus mudinaja arl mazikas skola visparpienemta veértésanas
sistéma: par skolas (un ari pedagoga) profesionalitates limeni vienmér sprieda
péc konkursu laureatu skaita.
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wyro aumepamypy 2007) — priekSmetu novedis lidz saturiskai un metodiskai
stagnacijai. Tomer japiekrit, ka iepriek§minéto argumentu dé| pati par
sevimuzikas literaturas ievieSana bérnu muzikas skolas
bija vajadziga. To aizstavéja vadoSie pedagogi un akceptéja valdiba.

20. gadsimta 30. gados tiek izstradatas pirmas muzikas literataras
programmas bérnu mazikas skolam. Tada tikusi izveidota specialajam
desmitgadigajam muzikas skolam. Samuils Oksers radijis programmu
ari parastajam bérnu muzikas skolam. Lai gan metodiskus aprakstus par
prieksmeta realizaciju (ko mdcit? un ka macit?) 30. gadu izdevumos atrast
nav izdevies, par visparéjo ievirzi lauj spriest Samuila Oksera un Vladimira
Vladimirova 40. gados kopigi izstradatas muzikas literataras macibu
gramatas®.

Kopuma pusgadsimta laika mazikas literataras priekSmetam izvei-
dotas un izdotas piecas centralizétas programmas, kas darbojas visas Pa-
domju Savienibas republikas: 1956.,1962.,1970.,1979. un 1982. gada.

Tadgjadi Latvija muzikas literatiiras priekSmets pastav vairak neka
60 gadus.

Muzikas literaturas prieksmeta funkcijas

Intervijas uzdotais jautajums par muzikas literataras priekSmeta fun-
kcijam butiba ietvéra vairakus aspektus, aicinot respondentus noveértét:
e priekSmeta funkcijas muzikas skolas kopéja sistema;

e muzikas literataras iespéjamo ieguldijumu audzékna personibas
visparéja attistiba;
e  sis disciplinas specialo mérki un specifiskos macibu uzdevumus.

Iegtito materialu kopsavilkums liecinaja, ka par pirmo aspektu aizdo-
majas nedaudzi pedagogi. Lielaka dala atbilzu skara otro tému, tomer
visdetalizétakie viedokli tika pausti par treso jautajumu. Sava zina tas ir
pat simptomatiski — skolotajs redz audzékni vispirms ka skolénu sava
klasé, kuram ir jaapgust noteikta programma. Par jautajumu, kapec
audzeknim jaapgust tiesi Sada programma, aizdomajas tikai 30% respon-
dentu. Uzskatu, ka tas ir saistits ar centralizéto programmu radito tradiciju
inerci, ko ilustré sekojosa atbilde: Mes par to nedomajam. Stradajam ta
ka visi. Ta bija sastaditas programmas (Resp. G 2010/2011).

¢ Par to raksta Irina Prohorova brosura Ilpenodasarnue mysvikansHotl aumepa-
mypol 6 wkone (1965).
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Visai viennozimigas bija atbildes uz jautajumu: ko més redzam ka
muzikas skolas pamatproduktu — profesionali vai muzikas klausitaju?
Kaut ari nosaukums profesionalas ievirzes skola saglabajas, lielaka dala
pedagogu ir parliecinati, ka primarais mérkis ir ieintereséts un zi-
nos$s muzikas klausitajs. To ilustré sekojosas atbildes: Primarais
noteikti ir klausitajs, pie tam inteligents cilveks; ja péc tam vins bis
profesionals miuzikis, tad pavisam labi (Resp. P). Mums ir vajadzigi eruditi
klausitaji... Vel Peteris Vasks uztraucas: kur paliek klausitajs, kurs ir
beidzis muzikas skolu. Kapec vins attalindjies no muzikas un nemaz negrib
to spelet vai klausities? (Resp. O 2010/2011)

Tadéjadi ari muzikas literataras priek$meta funkcijam ir jaizriet no
mizikas klausitdaja pozicijam. Runajot par nepiecieSamibu audzinat
klausitaju, respondenti atziméja, ka svarigi audzékni attistit perso-
nibas ipasibas, dazi uzsvéra vélmi iemacit milet, pazit un
saprast miuziku. Skangja ari citi priekSmeta apguves argumenti: Muzs
ir svarigi, lai bérns neatkarigi no specialitates un vecumposma attistibas
tempa butu radoss. Tad vins bus labaks ka tetis, mamina — jutigaka
personiba (Resp. O 2010/2011).

Tris atbildés minéts formuléjumsjarada un jauztur interese
par miuziku, lai audzeknis turpmak butu ieintereséts pats apmeklét
koncertus vai intereséties par komponistu un vina dailradi. Ir Jo#i svarigi
ieintereset bernus, neatbaidit un padarit akademisko muziku dzivu, sa-
protamu, pieejamu. Man |oti svarigi savas stundas redzet dzivas acis preti
(Resp. F2010/2011).

Skolotaja ar lielu darba pieredzi sava atbildé (gan jasaka — ka viena
no nedaudzam!) ipasiizcélusi attieksmes veidosanu: Muzikas lite-
ratura ietilpst ari emocionalo pardzivojumu loka paplasinasana un muzi-
kalas gaumes veidosana. Mes audzinam kulturalu cilveku. Tapec man
liekas, kas Sis priekSmets ir pats galvenais miuzikas skola. Par to, protams,
var strideties. Bet, ja paskatamies no citas puses: specialitates skolotajs
nodarbojas ar tebniskam lietam, solfedzo disciplina atbild par dzirdes
attistibu, bet iztritkst miizika ka tada. Ko berns no miizikas skolas ignesis?
Specialitati, kura péc visiem spelesanas gadiem jau riebjas, vairakiem ta
notiek. Solfedzo tiem, kas neturpina macities, daudz ko nedos. Savukart
emocijas un iespaidi no miugzikas klausisanas paliks. Ari kaut kada infor-
macijas par komponistu vai laika posmu (Resp. M 2010/2011).

Pat lieki pasvitrot, ka attieksmes veidosana ir iespéjama tikai tad, ja
audzéknis daudz un regulari klausas muaziku. Tac¢u nav nekads noslépums,
ka muzikas literatiras pastavésanas pirmsakumos stundas lielaka dala
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bija veltita runasanai: pedagogs stastija par komponistu, par pasu muziku,
audzékni atbildéja majas sagatavoto materialu. Iespéjams, tas bija saistits
ar péckara ekonomisko situaciju — ne visas skolas bija plasu atskanotajs,
skanuplates. Pasu skolotaju klavierspéles prasmes ne vienmér bija pietie-
kamas, tritka ari nosu. Tomeér vieta atgadinat, ka macibu planos un centra-
lizetajas programmas kops 60. gadiem bija paredzéts ilustrators, kurs
muzikas literataras stundas audzekniem demonstréja dazadu zanru skan-
darbus klavieru parlikuma. Tads ilustrators, ka saruna atceréjas vecakas
paaudzes skolotaja, bijis viens uz visu mazikas skolu — uz visiem pedago-
giem, visam grupam. Tadéjadi mazikas klausisanas profesionala pianista
atskanojuma aizpémusi apméram 10 minates stunda. Lai aizpilditu So
tricigi nosegto klausisanas nisu, 50.—60. gadu programmas rakstits, ka
skoléniem kopa ar pedagogu ir jaklausas mazikai veltiti radioraidijumi
un gutie iespaidi velak jaapspriez nodarbibas. Tomer skaidrs, ka sakotnéji
muzikas literaturas priekSmets bija parsvara informativs.

Masdienas klases tehniskais aprikojums ir pietickams, lai mazikas
klausiSanai stundas varétu veltit vairak laika, turklat dzirdétu skandarbus
kvalitativos ieskanojumos. Un tomér: kaut ari muzikas iepazisanu gandriz
visi respondenti atziméja ka prieksmeta galveno funkciju, pedagogi atzist,
ka joprojam vairak laika stundas tiek veltits runasanai — pedagoga vai
audzékna stastijumam. Secinajums neruna par labu muzikai: ja ta, tad
muzikas literattra parvérsas literatira par miziku. Vai $ada cela atrisi-
nasim muzam aktualo jautajumu: Ka iemacit berniem klausities miiziku?
Lakoniskaka un pilnigaka atbilde uz So jautajumu bija: Tikai klausoties
muziku! (Resp. E 2010/2011). Bet tas nozimé: lai veltitu vairak laika
klausi$anai, ir japarskata un jasamazina planotas informacijas daudzums.

Jebkura priek$meta planojuma ieklaujas stabila klasisko macibu
uzdevumu triade: gut zinasanas, veidot attieksmi un izkopt prasmes. Par
pirmajiem diviem elementiem pedagogiem domstarpibu nebija, turpreti
skaidri definét, kadas prasmes javeido muzikas literatiirai, daudziem skita
visai apgratinosi. Pieminot prasmi klausities miziku, vairaki uzsvera,
cik sarezgiti to istenot klase: Nekad nevar paredzet, kads biis rezultats.
Viens sedes vienaldzigi, cits pats ieinteresesies (Resp. H2010/2011). Nacas
secinat, ka pedagogi parsvara strada intuitivi, piemérojoties grupai (jo
atskiras ari audzékni), censoties sabalansét dazado prasmju apguvi pec
situacijas. Tikai viens respondents atziméja muzikas literataras ieguldi-
jumu audzékna profesionalas ievirzes prasmju izkopsana: Prast uzstaties,
pateikt savu viedokli un pamatot. Vadit koncertus, pieteikt programmas,
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pareizi izrunat komponista vardu un skandarba nosaukumu — vajag
darboties! (Resp. $2010/2011)

Tadéjadi jaatzist, ka pedagogu viedoklos par muzikas literataras
funkcijam butiskas domstarpibas neatklajas. Par svarigu tiek uzskatita
gan redzesloka paplasinasana, gan intelektualo spéju attistiba. Turklat
lielu lomu Seit gust ieinteresétiba muzika un rado$ums. Tomér péc
atbildém var secinat ari, ka daudzu pedagogu skatijuma muzikas litera-
taras primarais uzdevums ir informacijas sniegsana. Tas noved pie nakama
analizes aspekta — pie muzikas literataras kursa macibu satura izvértejuma.

Muzikas literaturas priekSmeta saturs

Vairaki pedagogi, kuriem darba stazs parsniedz divdesmit gadus,
intervijas apliecinaja, ka visa Padomju Savieniba bija jastrada pec Mas-
kava izstradatam centralizétajam programmam. Lidz ar to katram skolo-
tajam bija skaidrs, kads informacijas daudzums audzéekniem ir jaapgust,
cik lielam jabut iepazito komponistu un skandarbu skaitam. Par Siem
jautajumiem nediskutéja; skolu inspektoru un citu parbauditaju piena-
kums bija sekot, lai kalendaraja plana paredzéto macibu vielu skolotajs
attiecigaja datuma macitu attiecigajai grupai. Turklat obligati apgustamo
komponistu un skandarbu saraksts bija (un vél joprojam ir) ciesi saistits
ari ar iestajeksamenu prasibam muzikas vidusskola.

Situacija mainijas 20. gadsimta 90. gados, kad katra skola pakapenis-
ki izstradaja un apstiprinaja savu muzikas literataras kursa programmu.
Ka pamats lielakoties tika izmantota pedéja, 1982. gada izdota Maskavas
centralizéta programma, censoties pielagot tas saturu savam vélmém,
iespéjam un jaunajai sabiedriski politiskajai situacijai Latvija.

Apspriezot intervijas ar respondentiem muzikas literatiras macibu
satura jautajumus (ka palielinat vai samazinat apgtstama materiala ap-
jomu, ka pieméroties musdienu daudzveidigajai muzikas dzivei, plasi
sazarotajai muzikas kultarai, strauji mainigajai pasaulei u. tml.), pedagogi
dalijas divas nometnes: lielaka dala atbalstija plasaka komponistu spektra
iepaziSanu, $o atzinu pamatojot ar to, ka ne visi muzikas skolas absolventi
stasies vidusskola, tapéc viniem ir jasniedz prieksstats par dazadiem kom-
ponistiem. Pieméram, padomju laika otrais macibu gads tradicionali bija
veltits aizrobezu (jeb Rietumeiropas) muzikas literataras kursam, kas
balstijas uz sesu komponistu muzikas apguvi: skoléni macijas par Johanu
Sebastianu Bahu, Jozefu Haidnu, Volfgangu Amadeju Mocartu, Ludvigu
van Béthovenu, Franci Sabertu un Frideriku Sopénu. Misdienas lidzas
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siem komponistiem nostajusies ari Felikss Mendelszons-Bartoldi, Hektors
Berliozs, Dzuzepe Verdi, Dzakomo Pucini un citi. Ir arl méginajumi iepa-
zistinat audzéknus ar muzikas pasauli pirmsbaroka laikmeta, akcentgjot,
ka muzika nesakas ar Bahu.

Mazaks pedagogu skaits uzskata, ka mazikas literatiiras programma
muzikas skola nedrikst but parak plasa, un labak iepazit mazak kompo-
nistu, bet padzilinati. Ka pamatojums sim viedoklim tiek minéts ari nere-
gulars nodarbibu apmekléjums attaisnotu (slimiba, konkursi, koncerti)
un neattaisnotu iemeslu dél. Ir pedagogi, kuri atzist, ka 1982. gada prog-
ramma ir laba un pietiekama: Si programma ir veidota tik pareizi, ka tur
neko nevajag likt klat [..], ta ir noslipeta un stabilizejusies 50 gadu garuma
[..], to var “atskaidit” tikai ar fakultativam stundam (Resp. A 2010/
2011).

Tomér dala pedagogu pasvitro, ka programmas jaatrod vieta 20. gad-
simta muzikai, un tas jadara vairaku iemeslu dél. Pirmkart, nedrikst
atsvesinaties no gandriz simts gadu ilgas muzikalas darbibas un pieredzes:
ja muzika nesakas ar Babhu, tad ta ari nebeidzas ar Nikolaju Rimski-
Korsakovu un Dzuzepi Verdi. Otrkart, audzekni intereséjas ari par neaka-
démiskajiem Zanriem — dzezu, roku, popularo maziku, kas muzikas litera-
turas programmas lielakaja skolu dala neatspogulojas. Ari par popularo
muziku pedagogiem bija savi viedokli, kas polari atskiras: Es atradu vietu
ari popularajai muzikai, kaut vai pédéja klase, bet skaidri pateicu, ka visu
es nezinu, bet no veciem ierakstiem man patik ABBA, kuru bérni vairs
nepagzist. Es atnesu savus ierakstus, vini atnes savus (Resp. B2010/2011).

Saja atbildé saknojas svariga atzina: nedrikst atsvesinaties no audzek-
nu interesém, skolotajam jabut masdienigam, citadi audzekni atsvesinasies
no skolotaja. Daudzi pedagogi $o uzskatu atbalsta. Tomér ne visi: Més
nemacam Seit pat ne Gersvinu. Es uzskatu, ka popularo muziku vini var
apgit pasi. Tas ir tas laucins, ko vini labi zina, katrs prieks sevis vienmer
atradis. Musu uzdevums ir iepazistindt tiesi ar akademisko miziku, jo to
vini nezinas, bet izklaidejosa miizika mums nav jamaca. Slageris ir $lageris,
mums ir étiski augstaks uzstadijums (Resp. O 2010/2011).

Sarunas par priekSmeta saturu tika skartas ari citas muzikas litera-
turas apmacibas Skautnes: no kadiem elementiem sastav nodarbiba, ko
tiesi pedagogiem ir svarigi atklat savas stundas? Kopuma tika izcelti tris
satura elementi: komponista personiba, skandarbs un laikmets. Pieredzé-
jusie pedagogi zinaja teikt, ka pédéja joma kluvusi aktuala tiesi beidza-
majos 10-15 gados. Materialus analizgjot, secinaju, ka par svarigiem
tiek atziti visi tris nosauktie elementi, tomér to akcentéjums ir atskirigs.
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Daziem pedagogiem priek$plana izvirzits skandarbs, citiem — kom-
ponista personiba. Es rundju ka personiba ar personibu, un mes runajam
par treso personibu. Caur personibu iepazist muiziku (Resp. E2010/2011).
Tomer personiba Seit netiek vienadota ar komponista biografiju, ka tas
biezi notika lidz 90. gadiem. Centra ir komponista personiba, bet ari ar
to ir problemas, jo mums nav tadu zindsanu par komponistu ka cilveku,
kas bérnus interesé visvairak. Vajag padarit komponistu tuvaku,
saprotamaku, cilvéeciskaku — pietuvinat realitatei (Resp. S 2010/2011).
Loti biezi audzekniem vajadzeja skaidrot, ka tas Mocarts, kuru mes
mdcamies un klausamies miizikas literatira, ir tas pats Mocarts, ko vips
pats spele (Resp. B 2010/2011).

Laikmeta ieziméSana, kultarvésturiska posma ieskicésana, péc vai-
raku intervéjamo domam, ir nepiecieSama, lai audzékniem vieglak butu
saprast, kapéc komponists rakstija tiesi $ados un ne citos zanros. Ta vieg-
lak ari izraisit audzeknos ieinteresétibu — iepazistinot ar modi, tehniskajam
iespéjam, arhitektturas pieminekliem u. ¢. Mizikas skolu audzekniem,
tatad apmeram vecuma lidz 16 gadiem, griti saprast, kapéec komponisti
rakstija tik vecmodigu miziku, griti aptvert, ka viniem nebija interneta
un telefonu, ka 17.—18. gadsimta vispar nebija tik daudz tehnisko iespéju
ka misdienas. Tapec laikmets ir nepieciesams (Resp. B 2010/2011).

Lielaka dala pedagogu atzist, ka varétu gan paplasinat apguistamas
miuzikas klastu, pievienojot ieskatu dzeza muzika un popkultara, tomeér
min vismaz tris faktorus, kapéc Sobrid tas nav izdarams:

e jerobezotais laika limits;

e pedagogu nekompetence;

® nezina par ritdienu (izglitibas reforma turpinas, un skaidribas par
muzikas literataras priekSmeta nakotni nav).

Kopuma nemot, intervétie pedagogi runaja par muzikas literataru
labprat un daudz. Bija redzams ka §is jautajums ir aktuals visiem. Vieni
aizstavéja programmas satura paplasinasanu, citi turpretim iebilda, ka
parak plass komponistu spektrs nevar but piepemams. Visi atziméja, ka
ignoret 20. (un pat 21.) gadsimta maziku nedrikst, tomér vietu programma
tai atrast grati — ipasi tagad, kad stundu skaits samazinats.

Sada pretruna netiesi liecina, ka kaut kas muzikas literataras
programma tomeér jamaina péc butibas, jo nav iespéjams istenot pedagogu
loti pamatotas vélmes, saglabajot visu lidz sim macito.
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Macibu procesa izmantotas darba un parbaudes formas

Taujati par darba izmantotajam metodém un to mainu pédéjas desmit-
gades, daudzi pedagogi atziméja, ka pamatlinijas darba formas palikusas
nemainigas. Muzikas literaturas stundas arvien veél galvena persona ir
pedagogs ar emocionalu stastijumu, kas informé par laikmetu,
komponistu un ievada muzikas klausi$anos. Si darba forma, ka zinams,
bija noteicosa lidz pat 20. gadsimta 80. gadiem.

Dazi atzimé dialoga nepiecieSamibu, citi pedagogi déve to par
diskusiju. Lai gan dialoga efektivitate izcelta jau 70. gadu nogales
metodiskajos darbos, Latvija, péc pieredzé&juso pedagogu atzinam, ta kon-
sekventak ieviesta, tikai sakot ar 90. gadiem. Turpretim tému spélé-
§anai ir visai senas tradicijas (viens pedagogs to praktizéja jau 1964.
gada). Gandriz visi respondenti atziméja, ka tému iespéjams atceréties
tikai tad, kad ar to notiek darbiba — dziedasana un spélésana. Tas sakrit
ar darbibas teorijas pamatnostadném.

Nosauktas darba formas tiek uzskatitas par ierastam, parbauditam
un stabilam. Tomeér lidz ar tehnikas progresu ari muzikas skolu prakse
iedzivojas inovacijas, kas ietver informacijas tehnologiju lietojumu. Ta,
pieméram, jaunas paaudzes pedagogi, kuriem darba stazs ir lidz 10 ga-
diem, regulari izmanto prezentacijas. Tas, protams, saistits ar klases
tehnisko aprikojumu. Pagaidam vel ne visas Latvijas muzikas skolas ir
pieejams dators un projektors, vél retak — interaktiva tafele. Viens respon-
dents pat visai kategoriski uzsvéra, ka miizikas skolas ir jabat visam
nepieciesamam tehniskajam aprikojumam, kas atbilst Eiropas Savienibas
prasibam. Ka ari skolas stata ir jabut programmetajam, kas kopa ar peda-
gogu var sastadit darba programmas un palidzet pilna apjoma izmantot
pieejamo tehniku (Resp. A 2010/2011).

Realitate gan ir tada, ka Sobrid tehniski aprikot visas teorijas klases
visas muzikas skolas musdienam cieniga limeni nav iespéjams. Tapéc pa-
gaidam par stabilu klases tehnisko aprikojumu uzskatama ta pati parasta
tafele, klavieres un muzikas centrs. Retak sastopams ir televizors ar DVD
un videoiekartu. Vél retak — projektors ar balto ekranu. Ka pamatoti un
paskritiski noradija vairaki vidéjas un vecakas paaudzes pedagogi, pirms
aprikot klasi pec pedeja tebnikas varda, ir jaiemacas ar $o tehniku dar-
boties. Jaunakie kolégi turpretim bija optimistiski noskanoti: ja klasé
bus dators un projektors, un vél interaktiva tafele, tad tacu busim spiesti
iemacities to visu izmantot! Tad macisimies un iemacisimies!
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Pedagogu viedokli dalas, runajot par muzikas literaturas stundas
izmantotam parbaudes formam. Respondenti stastija gan par parbaudes
veidiem nosléguma eksamena, kas Latvija praktizets tikai apmeéram péde-
jos desmit gadus, gan par kontroles formam ikdiena. Zimigi, ka tiesi $aja
joma konstatéjamas ka stabilas tradicijas, ta izteikti jaunas vésmas.

Lidz 20. gadsimta 90. gadiem saskana ar visam centralizétajam prog-
rammam galvena parbaudes forma bija vielas mutiska atprasisana.
Audzekniem bija jastasta par komponista biografiju un dailradi, ka ari
par konkrétiem skandarbiem. Protams, tas neizslédza ari rakstiskas
atbildes. Kops 60. gadiem muzikas skolas, ka jau ieprieks minéts, paka-
peniski tika ieviesta tému spélésana. No 80. gadiem stabili iesaknojas
apgito skandarbu atpaziSana péc dzirdes. Sizinaganu par-
baudes forma Latvija tiek lietota jau turpat 40 gadus. Atpazistamo muzi-
kas piemeru skaits svarstas robezas no aptuveni 40 lidz 100 skandarbiem.

Savukart kops 20. gadsimta 90. gadiem populari kluvusi dazadi testu
veidi — gan slégta tipa testi (jaizvélas atbilde no piedavatajam), gan atvérta
tipa testi (paSiem jaieraksta prasita informacija). Nereti izmantoti ari
eseju tipa uzdevumi, nelieli saceréjumi, rakstiskas pardomas par kadu
jautajumu.

Iegtito materialu analize lava secinat, ka, izvertéjot uzkrato pieredzi,
skolas tagad lieto praktiski visas minétas parbaudes formas. Tomér pe-
dagogu viedokli par mutiskajam un rakstiskajam atbildem gan dalas.

Mutisko atbilzu piekritéji parsvara uzsver, ka tas palidz veiksmigak
risinat audzékniem raksturigas saskarsmes problémas. Butiskakie argu-
menti ir $adi:

e prasme izteikties: Virtualaja pasaulé uzturoties, audzekni vairs
nemak izteikties, runat auditorijas prieksa, veidot teikumus, skaidri
formulet domu (Resp. F 2010/2011). Saja sakara jaatgadina, ka pras-
me skaidri formulet domu arvien tikusi akcentéta ari centralizétajas
programmas;

e audzékna attieksmes atklasana: Asbildot mutiski, veidojas
ciesaka, cilveciskaka saskare ar audzekni, ar katru individu. Testa
varianta griti iepagzit atbildetaju, tests ir bezpersonisks (Resp. N 2010/
2011);

e vardu krajuma bagatinasana un logiskas domasanas
attistiba: Audzekniem ir japrot runat par muziku. Tas ir pats gal-
venais, bet runat par maziku ir jamacas. |..| vajag macet klausities
un vardiski paskaidrot saklausito. Ta ka saja vecuma vini ar saviem
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vardiem to izdarit vel nevar, tad jabalstas uz macibu gramatu —
jamacas atstastit izlasito (Resp. A 2010/2011).

Tiesam, musdienas bérniem ir vérojamas nopietnas valodas un
saskarsmes problemas. Japiekrit ari, ka par maziku vai komponistiem
$aja vecuma runat ir gruti. Un tomér — sava starpa par pusaudzus intere-
séjosam lietam vini spéj runat veikli un aizrautigi! Tad problému nav. Ar
to gribu pasvitrot, ka liela loma tomeér ir personiskas ieinteresétibas fak-
toram: es varu runat tad, ja man ir interesanti, ja $is informacijas ievaksana
un apstradeé esmu ieguldijis pats savu darbu un pratu.

Savi argumenti ir ari rakstisko testu aizstavjiem, un tie parsvara tiek
attiecinati uz nosléguma parbaudijumiem:

e laika limits: Vigiem jadod laiks apdomaties, pie tam vini nemak
domat tikpat atri ka pieaugusie. Taja bridi, kad viens atbild, otrs
tacu nevar koncentreties uz savu bileti — vins klausas, ka atbild
ieprieksejais (Resp. B 2010/2011);

e stresa situacija: Es Joti labi atceros to drausmigo stresu, kad
vajadzeja aptvert visu pasaules muziku, sakot ar baroku, beidzot ar
Vasku un Vitolu — ar visiem skandarbiem, ar visiem komponistu
dailrades raksturojumiem — tas bija arprats. Tapéc, lai pasargatu no
stresa savus audzeknus, izstradaju testu ar daZadiem uzdevumiem
(Resp. $2010/2011);

e mutiskas atbildes subjektivitate: Esmu kategoriski pret
mutiskiem eksameniem, beidzot vidusskolu vai bernu skolu. Tas ir
tik subjektivi, cik subjektivi var bit, no viena velkam ara atbildi, no
cita nevelkam (Resp. E 2010/2011).

Pagaidam ne visai izplatita, tomér vairakas skolas lietota audzéknu
sasniegumu kontroles forma ir projekta darbs par konkrétu téemu.
Audzéknis var izveléties kaut vai popularo muziku, bet ta jaraksturo no
mauzikas literataras viedokla. Sadi darbojoties, péc vairaku pedagogu
atzinam, audzekni var izpausties radosi: sameklgjot informaciju, izveidojot
prezentaciju, uzrakstot referatu ar attéliem vai ziméjumiem, izveidojot
plakatu. Seit priek$plana tiek izvirzita audzekna radosa darbiba un prasme
pastastit par sava darba rezultatiem.

Tadgéjadi muasdienas tiek atzitas un praksé darbojas sadas parbaudes
un kontroles formas: mutiska atbilde, tému spélésana, tému atpazisana
péc dzirdes, testu sistéma un projekta darbi. Kopéja parbaudes forma
visas Latvijas skolas ir tému atpazisana péc dzirdes, savukart paréjas ir
atkarigas no katra pedagoga nostadném.
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Noslegums

2010./2011. macibu gada veiktas intervijas ar Latvijas skolu mazikas
literatiras pedagogiem un iegtito materialu analize atklaja vairakas
musdienas aktualas problémas si prieksmeta pasniegsana.

Runajot par funkcijam (mérkis: audzinat ieinteresetu un zinosu klau-
sitaju), atklajas, ka vairumam musu pedagogu pagaidam pirmaja vieta
tomeér ir zinasanas, neskatoties uz to, ka galvena, specifiska priekSmeta
funkcija ir muzikas klausisanas iemanu veidosana. Uz jautajumu ka iema-
cit klausities muziku? atbilde ir iespéjama tikai viena — klausoties miziku!
Un ari secinajums ir viens: lai izbrivétu plasaku vietu un laiku mazikas
klausi$anai, ir japarskata lidz $im planotais informacijas daudzums un,
iespéjams, ari pasi materiala plano$anas principi. Par $iem jautajumiem
ir jaruna, jadiskuté, jaapgust Latvijas un citu valstu pedagogu labaka
pieredze.

Turklat, skaidri definéjot muzikas literatiiras priekSmeta saturu un
saprotot kapéc, prieks kam macit audzekniem tiesi $o un ne citu materialu,
vieglak un logiskak bus risinama ari metodiska dala. Proti, ka rosinat
audzeknus apgit skolotaja iecerétas zinasanas un prasmes, ka vairot moti-
vaciju aktivi darboties pasam, ka mdcit audzékni macities. Sie jautajumi
musdienas ir vienlidz aktuali it visos macibu priek§metos, un muzikas
literatara nav iznémums.

Un vél pedgja atzina. Intervijas apliecinaja, ka Latvijas muzikas skolu
pedagogu radosas potences, idejas un prasmes muzikas literatiiras macibu
satura veido$ana ir parliecinosas, tomér kopéjam darbam pietrukst skaidra
didaktiska mérka. Neskatoties uz to, ka centralizéto programmu laiks ir
pagajis, kadam Latvija ir jauznemas atbildiba par mazikas literaturas
priek§meta kopéjo attistibas tendencu un vadliniju izstradi, pedagogu
zina atstajot konkrétu programmu veidosanu.

Savukart, lai veiktu vélamas izmainas macibu satura, no jauna ir
jasaskano nosléguma un uznemsanas prasibas parejas posmos uz nakamo,
augstako izglitibas pakapi. Prakse rada, ka no iestajparbaudijumu prasi-
bam liela meéra ir atkarigs katra priekSmeta saturs zemakaja pakape.
Iniciativai, manuprat, ir janak 7o augsas. Sistemu no lielaka uz mazako
piedavaju tapéc, ka katrai macibu iestadei ir skaidrs, kadu materialu jeb
cik sagatavotu audzekni ta vélas redzét savas sienas. Turklat ne vien cik
zinosu, bet pirmam kartam cik protosu izmantot muzikas literaturas
stundas uzkratas zinasanas un prasmes.
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The Permanent and Changing in the Contents and
Methods of the Subject of Music Literature

Aleksandra Ustjanivska

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 20" 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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