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PRIEKÐVÂRDS

Krâjums Mûzikas zinâtne ðodien: pastâvîgais un mainîgais (2016), kâ
jau ierasts, izceïas ar tematikas vispusîbu. Tâ sadaïas veltîtas daþâdâm muzi-
koloìijas jomâm, proti, etnomuzikoloìijai, mûzikas vçsturei, mûzikas estç-
tikai un teorijai, mûzikas pedagoìijai. Neraugoties uz ðo daudzveidîbu, ir
arî vienotâjfaktors – vairums rakstu, lai kuru rubriku tie pârstâvçtu, sniedz
vçrtîgu ieguldîjumu tieði Latvijas un tai tuvo reìionu mûzikas izpçtç. Jo îpaði
daudz uzmanîbas veltîts Lietuvai, taèu daþâdos rakursos analizçtas arî norises
Polijas, Igaunijas, Somijas u. c. valstu skaòumâkslâ.

Etnomuzikoloìijas rubriku ievada Vidas Palubinskienes raksts (The
Impact of Common European Ethnic Music on the Traditional Lithuanian
Repertoire of Kanklës Music). Tas veltîts kokïu radiniecçm kanklçm – to
tradicionâlâ repertuâra îpatnîbâm un saiknçm ar citu Eiropas tautu mûziku.
Arî Alfona Motuza pçtîjums (Music of Mournful Lamentations in Latvia:
Local or Non-Local Tradition? ) ir nozîmîgs starpkultûru sakaru aspektâ:
autora uzmanîbas centrâ ir Latvijas, bet jo îpaði Latgales katoïu reìioniem
raksturîgâ rûgto asaru dziedâjumu tradîcija. Salîdzinot to ar analogiem dzie-
dâjumiem Polijas un Lietuvas katoïu vidç, A. Motuzs pauþ bûtiskus secinâ-
jumus par ðî þanra raksturiezîmçm. Romualds Apanaviès (Ýòíè÷åñêàÿ ìóçûêà
â ðåïåðòóàðå êîëëåêòèâîâ ïîïóëÿðíîé ìóçûêè Ëèòâû â êîíöå XX âåêà –
íà÷àëå XXI âåêà: ìóçûêàëüíûå àñïåêòû) pievçrðas etniskâs mûzikas liktenim
mûsdienâs – tâs vietai populârâs mûzikas ansambïu repertuârâ. Autora veiktais
pçtîjums balstîts uz plaðu faktoloìisko materiâlu un skaòierakstu analîzi.
Etnomuzikoloìijas sadaïu noslçdz Jeïenas Savickas raksts (Ïðîãðåññèâ-ðîê:
ïðîáëåìû ñòèëåâîé èäåíòèôèêàöèè è ýâîëþöèè), kurâ aplûkots viens no
vismazâk apzinâtajiem laikmetîgâs rokmûzikas atzariem – t. s. progresîvais
roks.

Mûzikas vçstures rubriku ðoreiz veido Lietuvas un Latvijas autoru pçtî-
jumi. Gan pagâtnes izvçrtçjumam, gan tagadnes nozîmîgâkajiem procesiem
veltîti Egles Ðeduikîtes-Korienes (Îðãàíèñò êàòîëè÷åñêîé öåðêâè â Ëèòâå:
ïðîôåññèÿ èëè ìèññèÿ? Âçãëÿä èñòîðèêà) un Ramunes Kriþauskienes (The
Development of Lithuanian Piano Pedagogy) raksti. Domâjams, tie varçtu
bût rosinoði arî Latvijas taustiòinstrumentu spçles pçtniekiem, mudinot salî-
dzinât norises kaimiòvalstî un mûsu zemç. Jaunâku laiku atskaòotâjmâkslas
vçsturei pievçrðas Leonîds Meïòiks (Ãèäîí Êðåìåð è Ñàóëþñ Ñîíäåöêèñ: â ïî-
èñêàõ ïóòåé ôîðìèðîâàíèÿ íîâîé õóäîæåñòâåííîé ðåàëüíîñòè ). Viòa raksts
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.

par divu izcilu personîbu – diriìenta Sauïus Sondecka un vijolnieka Gidona
Krçmera – sadarbîbu, òemot vçrâ G. Krçmera cieðo saikni ar Latviju, pelna
îpaðu uzmanîbu. Rakstâ daudzkârt citçtâ, L. Meïòika veiktâ intervija ar
S.Sondecki vçrtîga arî pati par sevi kâ viena no pçdçjâm ievçrojamâ mûziía
sniegtajâm intervijâm (S. Sondeckis miris 2016. gada 3. februârî).

Irçnas Karsokienes pçtîjums (Lithuanian Emigrants’ Role in the History
of the American Musical Theatre (First Half of the 20 th Century)) atklâj mazzi-
nâmus faktus par Lietuvas emigrantu iespaidu uz mûzikla pirmsâkumiem
ASV. Tas saistoði un trâpîgi parâda ðî þanra attîstîbas cieðo saikni ar teâtra
mâkslu, menedþmentu un citiem ietekmes avotiem.

No èetriem Latvijas mûzikas vçsturnieku rakstiem divos iztirzâti Latgales
mûzikas kultûrai bûtiski jautâjumi. Edgars Znutiòð (Kordziedâðanas tradîciju
attîstîba un problçmas Latgalç) raksturo kordziedâðanu Latgalç no latvieðu
profesionâlâs mûzikas pirmsâkumu laikmeta lîdz pat mûsdienâm. Blakus
vçrtîga vçsturiskâ materiâla izklâstam autors iezîmç vairâkus mûsdienâs aktu-
âlus problçmjautâjumus un meklç to risinâjuma iespçjas. Valda Èakða (Mûzi-
kas izglîtîbas atjaunoðana Rçzeknç (1945–1950)) izvçrtç Rçzeknes mûzikas
mâcîbiestâþu darbîbu sareþìîtâ Latvijas vçstures periodâ – pirmajâ piecgadç
pçc Otrâ pasaules kara. Autore iepazîstina ar unikâliem, lîdz ðim nepçtîtiem
arhîvu materiâliem un lîdztekus sniedz arî laikmeta politiskâs situâcijas analîzi.
Baibas Jaunslavietes raksts (Rîgas mûzikas dzîve divu pasaules karu laikâ:
kopîgâs un atðíirîgâs tendences) veltîts Latvijas tagadçjâs galvaspilsçtas mûzi-
kas dzîvei (koncertdarbîbai, opermâkslai, mûzikas kritikai) kara apstâkïos.

Lîdzâs daþâdos rakursos jau analizçtajâm Dziesmu svçtku norisçm ir
vçl vairâkas visu Latviju aptveroðas kopmuzicçðanas tradîcijas, to vidû lauku
kapelu salidojumi. Ðîs pagaidâm nepçtîtâs tçmas iztirzâjumam savâ rakstâ
pievçrsies Çvalds Daugulis (Latvijas lauku kapelu koporíestris: vakar un
ðodien). Viòð sniedzis visaptveroðu salidojumu (t. s. Tautas mûzikas svçtku)
vçstures apskatu, turklât, bûdams regulârs ðo sarîkojumu dalîbnieks, arî akcentç
problçmjautâjumus. Lîdzîgi kâ E. Znutiòa raksts, ðis materiâls neapðaubâmi
bûtu pelnîjis ne vien mûzikas vçstures speciâlistu, bet arî praktiíu – mûzikas
dzîves organizatoru – ievçrîbu.

Atðíirîgâ rakursâ latvieðu mûzikas norises skartas Jeïenas Ïebedevas
rakstâ (Dialoìiskuma izpausmes Maijas Einfeldes Koncertâ altam un kamer-
oríestrim ), kas iekïauts krâjuma nâkamajâ, mûzikas estçtikai un teorijai
veltîtajâ sadaïâ. Autore detalizçti analizç vienu no pçdçjâ laika spilgtâkajiem
jaundarbiem, ko radîjusi Latvijas Lielâs mûzikas balvas laureâte M. Einfelde.
Lîdztekus kompozîcijas formas îpatnîbu un M. Einfeldes stila atklâsmei raksts
sniedz nozîmîgu ieguldîjumu gan koncertþanra vçsturiskâs evolûcijas, gan
laikmetîgâs mûzikas faktûras izpratnç.
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Priekðvârds

Danutes Kalavinskaites pçtîjumâ (Elements of the Secular in Church
Music) analizçtas laicîgo elementu izpausmes vçrienîgâkajâ sakrâlâs mûzikas
þanrâ – mesâ, turklât îpaða uzmanîba ðai rakursâ veltîta Lietuvas komponistu
devumam. Irina Gornaja (Ïåéçàæ â ôèíñêîé êàìåðíî-âîêàëüíîé ìóçûêå:
îò Èòàëèè äî Ëàïëàíäèè ) un Irina Koposova (Ñèìôîíèÿ â ôèíñêîé ìóçûêå
ðóáåæà ÕÕ–ÕÕI âåêîâ: âàðèàíò ñèñòåìàòèçàöèè) pievçrðas somu mûzikai.
I. Gornajas pçtîjums iezîmç saikni starp somu mûziku un tâs raðanâs vidi,
savukârt I. Koposovas raksts padziïina izpratni par simfonijas þanra attîstîbu
laikmetîgajâ mûzikâ kopumâ.

Anna Predoïaka (Ìåòàìîðôîçû îïåðíîãî ïåíèÿ â ñîâðåìåííîì ìóçû-
êàëüíîì èñêóññòâå: òðàäèöèè è íîâàòîðñòâî ) analizç vienu no laikmetîgajâm
operuzvedumu formâm, atklâjot arî tâs saikni ar opermâkslas tradîcijâm–
izvçrtçts amfiteâtrî Arena di Verona îstenotais projekts Opera un ledus. Vladi-
mirs Babariko (O ôàêòóðíûõ îñîáåííîñòÿõ ïîëèôîíè÷åñêîé áàÿííîé ìóçûêè )
raksturo bajâna – vçl ne tik senâ pagâtnç tipiska sadzîves mûzikas instrumenta–
jaunâs izteiksmes iespçjas laikmetîgajâ akadçmiskajâ mûzikâ, jo îpaði poli-
fonâs domâðanas ietvaros. Alla Subotnaja (John Cage: Music of Changes or
Changes in Music) analizç nejauðîbas principa izpausmes Dþona Keidþa daiï-
radç, akcentçjot to saikni gan ar dzenbudismu, gan matemâtiskâs varbûtîbas
teoriju; savukârt Svetlana Mozgota (Êàòåãîðèÿ ïðîñòðàíñòâà â ìóçûêå
êîìïîçèòîðîâ ÕÕ âåêà ) pçta telpiskâs dimensijas izjûtu, iezîmçjot tâs mijiedarbi
ar 20. gs. mûzikai un mâkslai kopumâ raksturîgiem satura motîviem. Valçrijs
Mozgots (Homo Musicus as an Object of Historical and Sociocultural Research)
piedâvâ kodolîgu, koncentrçtu rezumçjumu par daþâdu laikmetu mûzikas
galveno varoni – autora formulçjumâ,  homo musicus.

Mûzikas pedagoìijas rubriku ievada Lolitas Jolantas Navickienes pçtî-
jums (The Parity of Educational Aims: The Potential of Methods of Personal
Meaning and Emotional Imitation in Structuring Music Class). Tas iztirzâ
atseviðíus vispârçjâs mûzikas izglîtîbas aspektus un lîdztekus teorijas izklâs-
tam ietver interesantus, inovatîvus praktisko nodarbîbu un uzdevumu pie-
mçrus. Ìiedres Gabnîtes (Music School Teachers’ Professional Attitudes as
a Projection of the Perspective Education: Aspects of Music Content and
Spread of Innovation), Jolantas Abramauskienes, Rasas Kirïauskienes (Choral
Singing in Lithuania and the Profession of Music Teacher: Traditions and
Innovations) un Estas Rûtas Urbonavièienes (Non-Formal Education: Chal-
lenges and Opportunities of the 21st Century in LMTA Music School ) raksti
veltîti daþâdiem mûzikas pedagoìijas augstskolu darbîbas aspektiem; tie
tapuði uz socioloìiskas izpçtes (aptauju) bâzes. Vienu no izsmeïoðâkajiem
pedagoìijai veltîtajiem pçtîjumiem veidojuði lietuvieðu autore Vaiva Jucevi-
èûte-Bartkevièiene, igauniete Katri-Lîsa Vainio un soms Timo Pihkanens
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(Similarities and Differences in Lithuanian, Estonian and Finnish Formal
and Non-Formal Music Education Systems). Viòu atziòas par triju valstu
formâlâs un neformâlâs mûzikas izglîtîbas plusiem un mînusiem varçtu bût
vçrtîga viela arî salîdzinoðai Latvijas mûzikas izglîtîbas sistçmas analîzei.

Polijas muzikoloìisko domu ðoreiz pârstâv Mireka Kordovska pçtîjums
(Èííîâàöèè â ïðåäìåòíîé, îðãàíèçàöèîííîé è îáðàçîâàòåëüíîé äåÿòåëü-
íîñòè â ñôåðå âûñøåãî îáðàçîâàíèÿ íà ïðèìåðå áèã-áýíäà UAM WPA â Êà-
ëèøå). Balstoties uz savu ilggadçjo praktiía pieredzi, autors raksturo viòa
vadîtâ bigbenda darbîbu Âdama Mickevièa Universitâtes Pedagoìijas un
Mâkslu fakultâtç, kâ arî formulç vairâkus problçmjautâjumus un piedâvâ
vingrinâjumu komplektu nâkamo bigbenda dalîbnieku apmâcîbai.

Viss iepriekð minçtais ïauj secinât: krâjums Mûzikas zinâtne ðodien:
pastâvîgais un mainîgais (2016) ietver rakstus, kas var bût saistoði gan muzi-
koloìiskai auditorijai un starpdisciplinâro nozaru pçtniekiem, gan daþâdu
jomu mûzikas pedagogiem un citiem interesentiem.

Baiba Jaunslaviete
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I. ETNOMUZIKOLOÌIJA

The Impact of Common European Ethnic Music
on the Traditional Lithuanian Repertoire

of Kanklës Music

Dr. Ethnology  Vida Palubinskienë
Professor at Lithuanian University of

Educational Sciences, Faculty of Education

Introduction

Instrumental music started to be gathered and analysed much later than
vocal music. There is a lesser amount of instrumental music collected because
it could only be written down by researchers who were proficient in doing
that, and, at least in the beginning and the first half of the 20th century, there
was a lack of such experts. Moreover, the researchers of the second half of
the 19th century and the first half of the 20th century obviously paid more
attention to the oldest layers of melodies. Instrumental music, which consisted
of more common national dance music that appeared in Lithuania in the
second half of the 19th century and the beginning of the 20th century, probably
seemed less special and less important for the analysis of ethnomusic.

Using the latest typology and research methods of kanklës, we present
a brief history of the research on kanklës. While studying the interaction
between ethnic and common European traditions in the repertoire of the
Lithuanian kanklës music of the 19th century and the early 20th century, many
common features have been noticed in genres and means of expression between
the music of kanklës, violins and bellows instruments (concertina, accordion).
It is obvious that kanklës music has been influenced by music of bellows in-
struments (concertina, accordion). Kanklës players retained the main features
of song melodies of western Aukðtaitija (Highlanders), Þemaitija (Lowlan-
ders) and Suvalkija (Sudovian): dominating major tonalities, homophony,
simple rhythmic structure and metre. Songs that are played on the kanklës
almost remained unchanged and retained the character of vocal music. There-
fore, we can state that songs of this type did not become an independent
genre of the instrumental repertoire.
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***

The collection and research of ethnic instrumental music in Lithuania
started only in the beginning of the 20th century (Sabaliauskas 1904), whereas
the first references to vocal music reached us from the sources of the 16th

century (Stryjkowski 1582). The volume of collected instrumental music is
considerably smaller since it could have been recorded only by researchers,
who were well aware of music notation (Palubinskienë 1998). In the first
half of the 20 th century the researchers mainly focused on the most archaic
music or the one that was considered to be archaic. Ethnic instrumental
music, which mainly consisted of common national dance melodies and
started to spread in Lithuania at the end of the 14th century after the intro-
duction of Christianity (Kirdienë 2005), was most probably regarded as less
unique and important to ethnomusicological research (Palubinskienë 1998).
At the end of the 14th century – the beginning of the 15th century a great
number of musicians from various European countries began to visit Lithu-
ania and to travel in it, whereas Lithuanian musicians would visit other
European countries (Kirdienë 2005) as well. Hence, common dance melodies
started to spread all over the country. Instrumental links of folk dances of
Lithuanians and other European nations (Kirdienë 2005), traditional fiddle
music of Lithuanian seaside regions (Kirdienë 2008), folk fiddle playing in
Þemaitija (Kirdienë 2000), the peculiarities of repertoire of fiddle players in
the district of Telðiai (Kirdienë 2007: 162–178) were exhaustively analysed
by ethnomusicologist Gaila Kirdienë. The examples of instrumental ethnic
music are presented and discussed in the reference book Lietuviø liaudies
muzikos instrumentai (“Lithuanian Folk Music Instruments”) by Marija
Baltrënienë and Romualdas Apanavièius (Baltrënienë, Apanavièius 1991).
Irena Ðileikienë studied issues related to music instruments of foreign origin
in Lithuanian folk customs in her article Atneðtiniai muzikos instrumentai
[...] (“Music Instruments of Foreign Origin [...]”; Ðileikienë 1991). The over-
view of the data collected during the first ethnic instrumental expedition
(etnoinstrumentinë ekspedicija, 1987), organised by Ethnic Music Institute,
was presented by Antanas Auðkalnis in his article Ðiaurës vakarø þemaièiø
instrumentinis liaudies muzikavimas (“Instrumental Folk Music Playing in
North-Western Þemaitija”; Auðkalnis 1990). In his book Kaimo armonikos
(“The Rural Garmons”), Albertas Baika analysed the repertoire of later com-
mon-European origin for garmon players in Northern Lithuania (Baika 1994).
Non-systemic information on Lithuanian kanklës and its players may be
found in the collective monograph Senosios kanklës ir kankliavimas (“Old
Kanklës and Kanklës Playing”; Apanavièius, Alenskas, Palubinskienë, et al.
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1994) and in the work Tradicinis kankliavimas (“Traditional kanklës music”;
Tarnauskaitë-Palubinskienë 2001) by the author of this article, where she
analysed techniques of kanklës playing, presented information on the old
kanklës players and their repertoire. Her monograph Kanklës lietuviø etninëje
kultûroje  (“Kanklës in Lithuanian Ethnic Culture”; Tarnauskaitë-Palubin-
skienë 2009) aims to reveal the multisided socio-cultural spread of the pheno-
menon, its dynamics and role in the Lithuanian ethnic culture in the second
half of the 19 th century – the beginning of the 21st century. The author made
an attempt to carry out the research on Lithuanian kanklës and kanklës
playing as an integral part of culture. Other articles by the aforesaid author,
which focus on the study of Lithuanian ethnic instrumental music, should
also be mentioned (Palubinskienë 2007; Tarnauskaitë-Palubinskienë 2012,
2014).

The overviewed works discuss Lithuanian ethnic instrumental music
playing from one or another aspect as well as consider separate musical
instruments and their music. However, no comprehensive research on the
repertoire of kanklës has been conducted as yet.

The object of the research: the repertoire of Lithuanian traditional
playing of kanklës.

The goal of the research: to carry out the research on the impact of
ethnic music performed with common European instruments (fiddles and
garmon) on traditional Lithuanian repertoire in the second half of the 19th

century – the first half of the 20th century.
Methods: the comparative analysis, generalisation.
Key words: traditional kanklës, violin, bellows instruments, ethnic music,

kanklës players, repertoire.

Characteristics of the repertoire played on kanklës
in Western Aukðtaitija, Þemaitija and Suvalkija

On the basis of archival materials, the data of Lithuanian Folk Culture
Centre, Lithuanian Music and Theatre Academy and the expeditions orga-
nised by Ethnic Music Institute, it can be concluded that under the conditions
of changing traditions of ethnic music playing, the most specific feature of
old music, i.e. polyphony, and the introduction of common European music
instruments (fiddles and garmons) had a considerable influence on kanklës
music played in Western Aukðtaitija, Þemaitija and Suvalkija. The type of
repertoire and its changes were conditioned by dance music played on inter-
national musical instruments and by fashion in dances, which prevailed in
the second half of the 19th century – the first half of the 20th century, as well
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as by the geographic location of Lithuania. Central Europe had the most
significant influence on Western Aukðtaitija, Þemaitija and Suvalkija.

Prior to the 1930s, the repertoire played on ethnic and international
instruments mainly consisted of common European dances. In the 20th century
the garmon prevailed and finally modified the peculiarities of ethnic music
played on kanklës, whereas ethnic music influenced traditions of garmon
and fiddle playing (Palubinskienë 2007: 143). Hence, international instru-
ments (garmon and fiddle) adopted the music played on ethnic instruments
(kanklës), whereas the latter assimilated foreign music and modified it to
the repertoire for ethnic kanklës.

The author of the article makes an attempt to compare music of songs
and dances played on kanklës in Western Aukðtaitija, Þemaitija and Suvalkija
with songs and dances played on Lithuanian accordion with regard to genres
and peculiarities of the means of musical expression. There is a ground for
such comparison because melodies played on kanklës have a lot of similarities
with music of garmons (sometimes that of fiddles) in terms of their texture,
rhythm, harmony, form and classification.

As it has been mentioned, common European instrumentation and com-
mon European dance genres resulted in considerable changes in Lithuanian
folk instrumental music. The fiddle is thought to have arrived in Lithuania
first. First references to it were made in historical documents in the beginning
of the 14th century (Kirdienë 2001: 148); however, only in the 19th century
the fiddle became the main musical instrument in the countryside (Palu-
binskienë 2007: 144).

The garmon may have been introduced to Lithuania through the ports
of Klaipeda, Riga and Libau (nowadays Liepâja) from Germany in the 4th

decade of the 19th century. Very soon German and Austrian two-row diatonic
accordions spread in the Lithuanian country. It was rather easy to learn to
play simple melodies and dances. By the 19th century, musical instruments
were seldom used in folk dances and games. According to Jadvyga Èiurlio-
nytë, “the deeper we penetrate into the past, the less significant role is played
by musical instruments in ceremonial dances” (Èiurlionytë 1969: 151). Since
fiddles and garmons provided a lot more possibilities of musical expression
compared to old Lithuanian folk musical instruments, they gradually started
pushing them out and replacing traditional music instruments.

The common European dances such as polka and waltz, which were
prevalent at that time, had a marked impact on instrumental dance music in
Lithuania in the 19 th century. Having undergone slight modifications and
adopted rhythms, melody, tempo, etc. of Lithuanian songs and dances, the
polka eventually became a Lithuanian folk dance, whereas musicians adapted
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household songs and romances of the later period to the waltz. Polkas as
well as waltzes are considered to be Lithuanian by the majority of Lithuanian
folk musicians. The march also occupied a significant place in instrumental
folk music, which is thought to have reached daily life of Lithuanians from
martial music (Baika 1994: 88), when soldiers, who returned home from
their military service, used to play the music they had heard there.

The comparison of the variants of the same melody types has revealed
that the initial parts of the polkas are stable, whereas the second and the
third ones present different versions of the melody. For example, there may
be a polka that is widespread not only in Lithuania but also in Denmark,
Scotland or the USA. The variants recorded in Lithuania are performed on
kanklës, fiddles and garmons (Garsonas 1999: 99). For example, the variant
of polka 1 recorded in Sweden is almost identical with the polka2 by kanklës
player Simonas Popiera3.

The biggest volume of music for kanklës, as well as for garmon and
fiddle is found in household music, which may be divided into three sub-
groups according to their function: 1) dances, 2) songs, 3) marches. Round
dances were not ascribed to a separate sub-group because they were seldom
performed on kanklës, garmons and fiddles. Their dancers used to sing them-
selves; therefore, they did not need any accompaniment.

On the basis of stylistic features, music for kanklës, garmons and fiddles
was classified as: a) common Lithuanian, b) local, c) music of common-
European origin, d) music of Polish origin, e) music of eastern-Slavonic origin,
f) created by authors (particularly characteristic of Suvalkian music). Kanklës
were mainly used to accompany songs and church hymns, whereas garmons
and fiddles were seldom used as accompanying instruments. Garmons accom-
panied only those songs, in which chords could have been adapted4.

The majority of musical compositions for kanklës, garmons and fiddles
had the same genre-based names: polka, waltz, march, etc. The fact whether
dances were entitled or not allowed to make a conclusion about a musician’s
evaluation of one or another musical piece. National dances had names in
the majority of cases: suktinis, klumpakojis. The names were given to polkas
and waltzes due to various reasons. For example, a musician created a new

1 LLKC ChFR P230-2(1); e.g. 21 (hereinafter see the explanations of the abbre-
viations at the end of the article).

2 TD, p. 310, encr. by Jadvyga Èiurlionytë.
3 Simonas Popiera (born in 1900), Saliamo Bûda village, Sasnava rural district,

Marijampolë country; year of death unknown.
4 Comment of Dr. Albertas Baika, 2004.
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dance and others started calling it by the name of the author (Mikita ) or
named it after the profession of the musician (Ðiauèius/“Shoemaker”).

A big number of musical works used the first words of lyrics as the
name of the song, for example, the songs like Tryssesulës (“Three Sisters”),
Kas subatos vakarëlá (“Every Saturday Evening”), Verkia tëvas motinëla
(“Dad and Mom are Crying”) or Ausk, moèiute drobeles (“Mom, Weave
the Cloth”). Sometimes polka may be danced according to the melody of
the song and musicians, willing to upraise dancers’ mood, used to sing one
verse of the song alone or together with dancers, for example: “Pirðleli tavi
plaks, tavo kraujà ðunes laks, kam supirðai dukterëlæ, koká vyrà anai davei”
(“Matchmaker, you will be whipped, dogs will drink your blood, why you
matched up my daughter, why you gave such a husband to her”). In that
way the instrumental dance music is naturally supplemented by vocal music.

Titles of dances make up a specific group of dance titles. They either
lack any link with the content of music and dances or that link is very weak
and, to some extent, programmatic. The examples are the polkas Ðvies mëlynë
(“The Azure will Shine”), Ruþavais kraðtais (“Pink Edges”), Tamta tedri,
Kalakutø barðkalø polka (“Polka of Turkey Rattles”). In some cases, the
name of the dance may indicate a certain dance element, for example, Suktinis
(“Twist”), Kryþiokas (“Criss-Cross”), i.e., they refer to typical movements
of dancers. Sometimes musicians would sharply quip during merry-makings
and would give such names to dances as Giliø 5 mergos durnos buvo (“Bints
of Gilës were Stupid”). Instrumental musicians would sometimes give humo-
rous names to dances according to one or another alcohol drink, for example
Ðalabanas6.

The repertoire of musicians also contained the titles of Slavonic origin,
e.g., the dance Paduðeèka (“Small Pillow”, played by the kanklës), Rusiðkas
valsas (“Russian Waltz”, played on the garmon).

The influence of ethnic music played on common
European instruments – fiddles and garmons – on songs and hymns of

Western Aukðtaitija, Þemaitija and Suvalkija

The melodies played on musical instruments are closely linked to Lithu-
anian folk songs. In both cases minor intervals, i.e. seconds, thirds, fourths
and fifths, prevail. The melody range of kanklës and folk songs seldom
exceeds the octave and most frequently reaches the sixth. Therefore, the

5 Gilës village.
6 A light alcoholic drink.
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songs played on kanklës did not undergo any significant changes. The broad
range of garmon encouraged musicians to change melodies. Gradually the
majority of them acquired an obvious instrumental nature: their range and
melodic intervals expanded (Baika 1994: 100).

It is interesting to compare how the song Kas subatos vakarëlá (“Every
Saturday Evening”) changes played on the kanklës and the garmon:

Example 1. The song Kas subatos vakarëlá (“Every Saturday Evening”).
The kanklës was played by Stanislovas Abromavièius, LTR pl. 731 (23),

set 2944 (57); recorded by Vida Palubinskienë

This example shows that some melody notes are enhanced by the six-
teenth notes. Thirds, tonic and subdominant triads and their inversions are
used while accompanying. The song played on the kanklës and the garmon
start in the same way, i.e. with the fifth of the tonic triad:

Example 2. The song Kas subatos vakarëlá (“Every Saturday Evening”).
The garmon was played by J. Þiulys, KLF 87–45;

recorded by Albertas Baika

The song played on the garmon significantly differs from the one played
on the kanklës. The melody is enriched with various tunings, short notes
and rhythmical deviations, which make it unrecognisable.

The compositions for kanklës and garmon with the lowered seventh
scale degree, which provide the melody with the mixolydian mode, are very
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rare in Þemaitija and Suvalkija. Although this mode is very common in
Lithuanian folk songs, the musicians apply it rather seldom.

The third interval is the most frequently used in the chords played on
kanklës and garmons. The major third in instrumental folk music played a
significant role in the melodies of later period and in the vertical chord
structure of polyphonic major songs as a constant note in the diatonic scale
(Èiurlionytë 1969: 202). Such a broad application of thirds has deep-rooted
traditions that get back to Lithuanian folk multi-voiced homophony. The
second voice of Lithuanian folk two-voice and three-voice songs forms
parallel thirds with the first one.

Example 3. The song Verkia tëvas motinëla (“Dad and Mom are
Crying”). The kanklës was played by Pranas Dargis, I EE EIA;

recorded by Nida Visockaitë

The song may be performed without the accompaniment of the kanklës.
However, such a variant of parallel thirds as simplified and different accom-
paniment of the second voice was characteristic for the songs of Þemaitija.

Parallel thirds and their sequences are very frequently, or, to be more
exact, even always used in the kanklës music, whereas they are played on
the garmon only in case it is convenient to play them.

The fourths are typical for the melodies of Lithuanian folk songs. This
fact is thought to have had influence on instrumental music as well.

The songs accompanied by the kanklës may be compared to Lithuanian
folk songs and religious songs. The kanklës’ accompaniment is relatively
simple: the kanklës are played in the same way as the songs are performed.
In most cases, two voices in parallel thirds are played. Sometimes kanklës
players use single sixteenths or an accord to enrich their melody.

Such accompaniment to songs and religious songs depends on the tech-
nical abilities of a musician as well as on his or her wish and ability to
improvise.
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Example 4. The song Ðermukðnëlis (“ Little Wild Ash ”).
The kanklës was played by Stanislovas Abromavièius, TD p. 314;

recorded by Jadvyga Èiurlionytë

When performing songs and religious chants, kanklës players preserved
the most important features of melodies characteristic of Western Aukðtaitija,
Þemaitija and Suvalkija: prevailing major, multi-voiced homophony, simple
rhythmic composition and meter. The songs played on kanklës remained
the same as the sung ones and, therefore, did not become independent instru-
mental compositions in the repertoire of kanklës music.

Influence of ethnic music played on
common European instruments – fiddles and garmons – on dances of

Western Aukðtaitija, Þemaitija and Suvalkija

Besides folk songs, the tradition of playing the folk fiddle significantly
influenced melodies for kanklës and garmon. The fiddle and instrumental
ensembles consisting of fiddle and kanklës, fiddle and garmon were parti-
cularly popular in Þemaitija. Therefore it should come as no surprise that
kanklës players and garmon players, who were also able to play the fiddle
(there were a lot of such musicians), adopted the ornamentation of a broad
scale, melismata and appoggiaturas (Palubinskienë 2007: 147).

Gaila Kirdienë, a researcher who has studied fiddle music, states that
common features of instrumental dance music in Lithuania and other European
countries may be perceived as “a consequence of multisided links of music
culture”. The analysis of variants of the dance Klumpakojis  showed the simi-
larities in the form, meter and rhythm, principles of melody modelling, more
or less stable melodic forms, tune structures, types of texture and stylistics
of playing, such as intonation and articulation (Kirdienë 1997). Ona Rudienë,
Stanislovas Kruèas and kanklës players from Skriaudþiai7 liked to play Klum-

7 AA, recorded by Vida Palubinskienë, 1995.
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pakojis. The variants of Suktinis, Ðocas and Klumpakojis  performed on the
kanklës are identical to the ones played on the garmons and the fiddles.

The extract from the dance Angelèikas (“Little Angel”) is presented below:

Example 5. The dance Angelèikas (“ Little Angel ”), extract.
The kanklës was played by Stanislovas Abromavièius, LTR set 2587 (9),

1226 (46); recorded by Jadvyga Èiurlionytë

This recorded melody played on the kanklës by Abromavièius starts
with the shift from the fourth of the F major scale to the prima of the subdo-
minant. At the end of the first measure there is a descent from the tonic fifth
to the dominant fifth and then there follows the ascent from tonic third to
the third of subdominant, etc.

Further, an extract from the Polka played on the garmon is presented:

Example 6. An extract from the dance Polka. The garmon was played
by Marytë Karpuðkienë, KLF 98-39; recorded by Albertas Baika

The ascents starting with the fifth degree of the E major scale are charac-
teristic of this melody. Further the melodic line continues to ascent and descent
only in narrower intervals.

Both melodies are based on broad ascents usually used in folk fiddle
compositions. It is thought that garmon and kanklës players borrowed the
style of playing from fiddle players (Tarnauskaitë-Palubinskienë 2001: 58)
and, additionally, kanklës player Stanislovas Abromavièius was an excellent
fiddle player and garmon player, Marytë Karpuðkienë used to play duet
with her husband – a fiddler. Therefore, influence of fiddle playing on the
repertoire for kanklës music is obvious.

The extracts from the Abromaièiø polka (“Polka of the Abromaièiai”)
performed by the fiddle and the kanklës are presented for the comparison:
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Example 7. An extract from the dance Abromaièiø polka  (“Polka of the
Abromaièiai”). The fiddle was played by Stanislova Abromavièiûtë,

the kanklës was played by Stanislovas Abromavièius, LTRF pl. 733 (5);
recorded by Rûta Þarskienë

In other melodies performed on kanklës and garmon, the similar instru-
mental character is emphasised by means of the sounds that form the tonic
triad, e.g., in the kanklës dance Þvirblelis 8 (“Small Sparrow”) and in the
garmon dance Valsas9 (“Waltz”). Similar descents sound in other compo-
sitions performed on kanklës and garmon as well10.

The link of tonic, subdominant and dominant triads may be noticed in
compositions played by Lithuanian kanklës and garmon musicians. The biggest
group of melodies consists of compositions, which most frequently start with
the first, the third and the fifth scale degree. The sixth and the fourth degrees
are rarer. This complies with the prima and the third of the subdominant
triad.

No melodies played on kanklës and garmon that start with the second
and the seventh degree have been found in Þemaitija.

8 The dance Þvirblelis  (“Small Sparrow”); LTR set 2587 (16), 1226 (51); recorded
by Jadvyga Èiurlionytë. The kanklës was played by Stanislovas Abromavièius.

9 The dance Valsas (“Waltz”); KLF 97-28; recorded by Albertas Baika. The garmon
was played by Marytë Karpuðkienë.

10 The dance Valsas (“Waltz”); TD p. 313; recorded by Jadvyga Èiurlionytë. The
kanklës was played by Kazimieras Masaitis; the dance Gimnazistø valsas (“Waltz
of Gymnasium Students”); KLF 360-23; recorded by Albertas Baika. The garmon
was played by Aleksandras Kriuka.
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Kanklës and garmon music most frequently ends with the third scale
degree and less often with the first and the fifth degrees. It is thought that
the finalisation of the melodic line with the third scale degree could have
derived from the folk two-voice and three-voice homophonic singing, which
prevailed in Þemaitija and Northern Aukðtaitija (Baika 1994: 105).

Due to the convenient way of playing, parallel thirds are of particularly
higher prevalence in kanklës melodies, whereas in the repertoire for garmon
they are a rare phenomenon (Tarnauskaitë-Palubinskienë 2009: 234).

Duple, triple and quadruple meters prevail in Lithuanian kanklës and
garmon music. The duple meter is the most common kind of meter but the
changes in it are also observed. The changing meter brings them closer to
Lithuanian folk songs.

Upbeat is never (with extremely rare exceptions) used in Lithuanian folk
dances. This is a very specific feature of Lithuanian folk music. If upbeat is
found, it is obvious that it has been added artificially.

Though syncopation in Lithuanian folk melodies performed on kanklës
and garmon is common, differences in its application vary from one Lithu-
anian region to another. Among compositions for garmon, rhythmically
characteristic syncopation between measures is observed in national dances,
polkas, waltzes and foxtrots (Baika 1994: 113). The syncope is most fre-
quently used in the middle of the measure in melodies for kanklës.

Melodic ornaments, such as a short note before the main note (appog-
giaturas), are used by musicians playing the kanklës and the garmon. Kanklës
players perform melodic ornamentations plucking the covered strings, which
are not needed for consonance, by the first, the second and the third finger
of the left hand. Appoggiaturas embellish various parts of the measure; most
frequently they appear in the first parts. Garmon players apply ornaments
of two and very rarely three appoggiaturas.

Example 8. The dance Veselinë daina (“ Wedding Song”), extract.
The garmon was played by Juozas Belejûnas, KLF 92-1;

recorded by J. Maþonaitë

It is particularly challenging to play such melodic ornaments on kanklës.
The comparison of the harmonic ground of melodies performed on kanklës

and garmon has revealed that in both cases the same tonic (T), subdominant
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(S) and dominant (D) functions are employed. Most frequently the following
harmonic formulas are used: T-T-D-T, S-T-D-T, T-S-T-D-T, T-S-D-T, T-D-T,
T-D-T-D-T, T-D-D-T, whereas D-T-D-T is used less frequently. Sometimes
musicians play harmonic compounds, which do not comply with the norms
of classical harmony, e.g., the subdominant function is used after the domi-
nant one (D-S). Such a compound in the repertoire of Lithuanian folk musi-
cians is not episodic and is used on a stable basis in the recurring harmonic
formulas: T-D-S-T-D-T, T-D-S-T, T-D-S-D-T  (Baika 1994: 127). However,
such formulas have not been identified in the repertoire for kanklës under
discussion.

The predominance of major is noticed in Lithuanian folk compositions
for kanklës and garmon, though the major chords of the second degree are
occasionally used, too. Some compositions contain seconds as a harmonic
ground.

Such seconds mainly prevail in the glees of North-western Aukðtaitija
and in some compositions played by Simonas Popiera (Suvalkija) and Stanis-
lovas Abromavièius (Þemaitija). (This could have been conditioned by the
chosen method of string coverage11). It is thought that the sung and instru-
mental (panpipes, horns, kanklës) glees of North-western Aukðtaitija may
have undergone the influence on instrumental music in other regions (Palu-
binskienë 2007: 158).

Seconds in kanklës and garmon music tend to be major.
A fifth interval and an octave are seldom observed in garmon music,

whereas they are never used in kanklës music. The tonic, the dominant and
the subdominant chords are sometimes applied in garmon cadences. On the
other hand, chords in kanklës music perform a significant role. This mainly
depends on the construction of kanklës and the techniques of playing. To
perform chords on the garmon using the right hand is rather complicated,
whereas to do this on kanklës is convenient.

The compositions for kanklës and garmons usually have the form similar
to a couplet structure. The garmon melodies consist of 1–4 parts, which
make up a period. Kanklës music is characterised through a period consisting
of 2, 3 or 4 sentences. Other forms (suites) are typical only of quadrilles for
the garmon and of some waltzes, whereof their structure is similar to the
form of variations.

The compositions for kanklës and garmons most often consist of two
contrastive parts (or sentences), which are connected into a simple binary
form. This is a characteristic of all kinds of folk and professional music. The

11 Comment of Prof. Dr. Marija Baltrënienë, 1997.
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main difference is that folk musicians play both parts of such melodies in the
same mode, whereas in professional music the contrast between parts is
most frequently enhanced with the help of different modes. Only in very
rare cases folk melody is begun not with the main mode but with the function
of the subdominant.

Similar to folk songs, the second or both sentences are repeated in instru-
mental music as well; only the first sentence is repeated less frequently.

The formulas of the structure of melodies for garmon may be written
down as: A, AB, ABA, ABAC, ABACA. The structures of four phrases were
used in compositions: abab

1
, aba

1
b

1
, abac were often observed, abcd or aba

1
c –

less frequently, and aa
1
a

2
b, aa

1
bc, abcb

1
, aa

1
ab were used very rarely.

The formulas of the structure of kanklës compositions may be presented
as follows: A, AB, ABA, ABC , whereas the structure of melodic phrases
may be characterised as aa, abb, aa

1
, abb

1
, aabb, aa

1
bb

1
, abcd, aa

1
bcd, less

frequently as aa
1
bb

1
bb

2
, abbbb

1
b

2
, and very occasionally as aa

1
abb

1
b

2
c,

aa
1
aa

1
bb

1
bb

2
, aaaabbcc

1
.

Before playing the kanklës and the garmon, musicians sometimes used
to improvise a short introduction. Those introductions were of various kinds:
from one or two chords (like in Paduðeèka12 / (“A Small Pillow”) to several
accords or measures (like the introduction of Senukø polka13 (“Old Men’s
Polka”) or the simplest three accords: T-T-T, T-D-T. Such introductions are
thought to be a trial for the instrument and an occasion to supple fingers
(Tarnauskaitë-Palubinskienë 2009: 243).

Musicians, who play the kanklës and the garmons, use certain features.
The features of the compositions played depend on the type of the instrument,
the technical characteristics of a musician and the genre of a composition.
The garmon may be played partially pushing the buttons, its bellows may be
‘quivered’ and this instrument may play staccato, legato, tenuto, portato14,
etc., whereas the kanklës may only perform features and accents non legato,
legato (playing slowly)15.

12 Dance Paduðeèka (“Little Pillow”); LTR set 2587 (11), 1226 (48); recorded by
Vida Palubinskienë. The kanklës was played by Stanislovas Abromavièius.

13 Dance Senukø polka (“Old Men’s Polka”); KLF 98-11; recorded by Albertas
Baika. The garmon was played by B. Zalagënas.

14 Staccato – notes are short and abruptly disconnected; legato – notes are played
or sung smoothly and connected; tenuto – notes are held to the full time value and
strength; portato denotes a smooth, pulsing articulation.

15 Non legato – notes exactly retain the length, but are still detached. Accents:
marcato is to be played louder or more forcefully than surrounding music; sforzando–
a sudden, strong emphasis.
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Having analysed the archival and the written sources as well as the
material of the ethnic-instrumental expeditions, it can be stated that kanklës
players in Aukðtaitija, Þemaitija and Suvalkija used to play the r e p e r t o i r e
t h a t  c o n s i s t e d  o f  p o p u l a r  c o m p o s i t i o n s  a n d  p r e v a i l e d  i n
d a i l y  f o l k  l i f e .  S o n g s ,  r e l i g i o u s  s o n g s ,  r o m a n c e s ,  d a n c e s
a n d  i m p r o v i s a t i o n s occupied a significant place in their repertoire.
These facts show that the influence of Western European culture was also
observed in the repertoire of kanklës players.

Conclusions

1. The research on the instrumental music of the second half of the 19th

century – the first half of the 20th century revealed that the repertoire of
traditional kanklës music underwent changes, when the garmon, the
fiddle and homophonic music started to prevail. The nature and the
change of the repertoire was predetermined by the dance music played
on common European instruments in the second half of the 19th century –
the first half of the 20 th century, as well as the geographic location of
Lithuania. The most considerable influence of Central Europe was obser-
ved in Aukðtaitija, Þemaitija and Suvalkija.

2. The overview of the presented dance melodies allows concluding that
there are no considerable differences in separate dance melodies perfor-
med on the kanklës, the garmon and the fiddles. A number of variants
of melody types may be related both to melodies recorded in Lithuania
and to ones recorded in other European countries.

3. When performing songs, kanklës players preserved the most important
features of melodies ascribed to Western Aukðtatija, Þemaitija and Suval-
kija such as prevailing major, homophonic polyphony, simple rhythmic
structure and meter. The songs played on the kanklës remained the
same as the sung ones and, therefore, did not become independent instru-
mental compositions in the repertoire for the kanklës.
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Eiropas tautu mûzikas vispârçjo iezîmju ietekme
uz lietuvieðu kankïu tradicionâlo repertuâru

Vida Palubinskiene

Kopsavilkums

Tautas vokâlâs mûzikas vâkðana un analîze Lietuvâ aizsâkâs krietni
agrâk nekâ instrumentâlâs mûzikas apzinâðana, kas savukârt noritçja arî
gausâk un nepilnîgâk: ðajâ laukâ varçja darboties vienîgi pçtnieki, kuri spçja
pietiekami precîzi pierakstît instrumentâlo mûziku, un 20. gadsimta pirmajâ
pusç ðâdu ekspertu nebija daudz. Turklât 19. gadsimta otrâs puses un 20. gad-
simta pirmâs puses pçtnieki galveno uzmanîbu pievçrsa melodiju senâkajiem
slâòiem. Instrumentâlâ mûzika, t. i., galvenokârt lietuvieðu tautasdeju melo-
dijas, sâka intensîvi attîstîties tikai kopð 19. gadsimta vidus, tâpçc pçtniekiem
ðî joma ðíita mazâk îpaða un tautas mûzikas analîzei nenozîmîga.

Raksts veltîts vienai no svarîgâkajâm lietuvieðu instrumentâlâs mûzikas
jomâm – kankïu mûzikai. Pçtîjuma objekts ir lietuvieðu kankïu tradicionâlais
repertuârs.

Pçtîjuma mçríis  ir  analizçt Eiropas instrumentâlâs (vijolei un harmo-
nikâm sacerçtâs) tautas mûzikas ietekmi uz lietuvieðu tradicionâlâs mûzikas
repertuâru 19. gadsimta otrajâ un 20. gadsimta pirmajâ pusç.

Izpçtes metodes ir  salîdzinoðâ analîze un vispârinâjums.
Rakstâ sniegts pârskats par lîdzðinçjiem pçtîjumiem, kuros daþâdos

aspektos analizçta lietuvieðu tautas instrumentâlâ mûzika, kâ arî atseviðíi
mûzikas instrumenti un to repertuârs. Tomçr padziïinâti pçtîjumi kankïu
mûzikas jomâ vçl nav veikti.

Izpçtes gaitâ tika konstatçts: kankïu mûzikas tradicionâlais repertuârs
mainîjâs periodâ, kad popularitâti guva harmonikas un vijole. Ðiem instru-
mentiem sacerçtâs dejas nepârprotami ieinteresçja arî kanklçtâjus. Nozîmîgs
faktors, kas stimulçja jaunâ repertuâra apguvi, bija Lietuvas ìeogrâfiskais
stâvoklis. Vislielâkâ Centrâleiropas tautu mûzikas ietekme novçrota Aukð-
taitijâ, Þemaitijâ un Suvalkijâ.

Aplûkojot Eiropas tautu tradîciju mijiedarbi ar lietuvieðu kankïu reper-
tuâru 19. gadsimtâ un 20. gadsimta sâkumâ, iespçjams konstatçt vairâkus
kopîgus elementus, kas vieno mûziku kanklçm, vijolçm un mçlîðinstrumen-
tiem (akordeonam, harmonikâm). Ir acîmredzams, ka kankïu repertuâru
iespaidojusi mçlîðinstrumentu mûzika. Ðajâ repertuârâ atspoguïojas iezîmes,
kas kopumâ raksturîgas Rietumaukðtaitijas, Þemaitijas un Suvalkijas dziesmu
melodijâm: dominç maþora tonalitâtes, homofonija, vienkârða ritma un metra
struktûra. Dziesmas, kas iekïâvâs kanklçtâju repertuârâ, lielâkoties netika
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mainîtas un saglabâja savu vokâlo iedabu. Tâdçjâdi tâs nepârtapa patstâvîgâ
instrumentâlâs mûzikas þanrâ.

Analizçtie piemçri ïâva secinât, ka nav nozîmîgas atðíirîbas starp deju
melodijâm, kuras izpilda kanklçtâji, harmoniku spçlmaòi vai vijolnieki. Ne-
lielas izmaiòas melodiju tipos, visticamâk, ir saistîtas ar to pieraksta vietu.

Atslçgvârdi: tradicionâlâs kankles, mçlîðinstrumenti, tautas mûzika,
kanklçtâji, repertuârs.

References

Apanavièius, Romualdas, Vytautas Alenskas, Vida Palubinskienë, Nida Visockaitë&
Egidijus Virbaðius (1994). Senosios kanklës ir kankliavimas. Parengë Romualdas
Apanavièius. 2-asis patais. ir papild. leid. Vilnius: Muzika

Auðkalnis, Antanas (1990). Ðiaurës vakarø þemaièiø instrumentinis muzikavimas.
Menotyra 17, p. 3–9

Baika, Albertas (1994). Kaimo armonikos. Vilnius: Pradai
Baltrënienë, Marija, & Romualdas Apanavièiaus (1991). Lietuviø liaudies muzikos

instrumentai. Vilnius: Mintis
Èiurlionytë, Jadvyga (1969). Lietuviø liaudies dainø melodikos bruoþai. Vilnius:

Vaga
Garsonas, Raimondas (1999). Lietuviø liaudies polkø atlikimo variantiðkumas.

Improvizacija folklore . Tarptautinë konferencija, skirta prof. Jadvygos Èiur-
lionytës atminimui. Vilnius: Lietuvos muzikos akademija, p. 99–108

Kirdienë, Gaila (1997). Die Geigen-Volkstanzmelodien in Litauen und ihre Bezie-
hungen zum verwandten Melodiegut in Europa. Anhand des Melodietypus “Klum-
pakojis” (“Winkertanz”). Praneðimas, áteiktas tarptautinës tradicinës muzikos
tarybos (International Council for Traditional Music ) tarptautinës konferencijos,
ávykusios 1997 m. Tesalonikuose, leidiniui

Kirdienë, Gaila (2000). Liaudies smuikavimas Þemaitijoje. Þemaièiø þemë 2 (27),
p. 16–19. http://www.samogit.lt/TAUTOSAKA/smuikavimas.lt.htm (accessed
29 March 2012)

Kirdienë, Gaila (2001). Smuikas, smuikininkas ir smuikavimas liaudies paproèiuose.
Darbai ir dienos 25, p. 147–188

Kirdienë, Gaila (2005). Die instrumentalen Volkstanzmelodien in Litauen und ihre
Beziehungen zum verwandten Musikgut in Europa. Lietuvos muzikologija 6,
p. 110–123

Kirdienë, Gaila (2007). Telðiø rajono liaudies smuikininkø repertuaro ypatybës.
Tautosakos darbai 34, p. 162–178

Kirdienë, Gaila (2008). The folk fiddle music of Lithuania’s coastal regions. Driving
the Bow. Fiddle and Dance Studies from around the North Atlantic 2, edited by
Ian Russell and Mary Anne Alburger. Aberdeen: The Elphinstone Institute, Uni-
versity of Aberdeen, pp. 14–34



28

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VIII

Palubinskienë, Vida (2007). Bendratautinës europinës etninës muzikos poveikis lie-
tuviø tradicinio kankliavimo repertuarui. Rytø Europos kultûra migracijos kon-
tekste. Tarpdalykiniai tyrimai. Sudarë Irena Regina Merkienë. Vilnius: Versus
eureus, p. 139–164

Palubinskienë, Vida (1998). Dzûkø instrumentinis muzikavimas XX amþiuje. Liau-
dies kultûra 4, p. 35

Palubinskienë, Vida (2001). Lietuviø kankliø repertuaras. Darbai ir dienos 25,
p. 189–208

Sabaliauskas, Adolfas (1904). Sutartines ir musu muzikos iðrankiai. Dirva–þinynas
(Shenandoah) 4, p. 25–39

Stryjkowski, Maciej (1582). Kronika polska, litewska, êmódzka i wszystkiej Rusi.
Warszawa: Nakùad Gustawa Leona Glücksberga, Ksiægarza

Ðileikienë, Irena (1991). Atneðtiniai muzikos instrumentai lietuviø liaudies papro-
èiuose. Lietuviø liaudies paproèiai. Sudarë Juozas Kudirka. Vilnius: Lietuvos
liaudies kultûros centras, p. 234–261

Tarnauskaitë-Palubinskienë, Vida (2001). Tradicinis kankliavimas: istorija, meto-
dika, repertuaras. Vilnius: Vilnius pedagoginio universiteto leidykla

Tarnauskaitë-Palubinskienë, Vida (2009). Kanklës lietuviø etninëje kultûroje. Mono-
grafija. Vilnius: Vilnius pedagoginio universiteto leidykla

Tarnauskaitë-Palubinskienë, Vida (2012). I. Ðiaurës Lietuvos etninë instrumentinë
muzika XX a.: Maþeikiø ir Akmenës rajonai. Þiemgala 1, p. 26–37

Tarnauskaitë-Palubinskienë, Vida (2014). II. Ðiaurës Lietuvos etninë instrumentinë
muzika XX a.: Joniðkio ir Pakruojo rajonai. Þiemgala 1, p. 6–19

Abbreviations

AA Private archive (Asmeninis archyvas)
EE Ethnic instrumental expedition (Etnoinstrumentinë ekspedicija)
EIA Archive of the Institute of Ethnic Music ( Etnomuzikos instituto archyvas)
KLF Lithuanian Academy of Music and Theatre, Institute of Musicology:

Archives of Department of Ethnomusicology (Lietuvos muzikos ir teatro
akademijos Muzikologijos instituto Etnomuzikologijos skyriaus archyvas)

LLKC Lithuanian Folk Centre of Culture ( Lietuviø liaudies kultûros centras)
LTR Manuscripts collection of the Lithuanian Folklore Archives at the Institute

of Lithuanian Literature and Folklore ( Lietuviø literatûros ir tautosakos
instituto Lietuviø tautosakos rankraðtynas)

LTRF Sound recordings collection of the Lithuanian Folklore Archives at the
Institute of Lithuanian Literature and Folklore ( Lietuviø literatûros ir
tautosakos instituto Lietuviø tautosakos rankraðtyno garso áraðai)

TD Studies of Folklore (Tautosakos darbai)



29

Ýòíè÷åñêàÿ ìóçûêà â ðåïåðòóàðå êîëëåêòèâîâ
ïîïó ëÿðíîé ìóçûêè Ëèòâû â êî íöå XX âåêà –

íà÷àëå XXI âåêà: ìóçûêàëüíûå àñïåêòû

Ãàáèëèòèðîâàííûé äîêòîð ýòíîëîãèè Ðîìóàëüäàñ Àïàíàâè÷þñ
 Ïðîôåññîð óíèâåðñèòåòà èì. Âèòàóòàñà Âåëèêîãî, Êàóíàñ

Ââåäåíèå

Âîïðîñû èñïîëüçîâàíèÿ ýòíè÷åñêîé ìóçûêè â ðåïåðòóàðå  êîëëåêòè-
âîâ ïîïóëÿðíîé ìóçûêè Ëèòâû â êîíöå XX âåêà – íà÷àëå XXI  âåêà è
ìóçûêàëüíûå àñïåêòû ýòîãî ïðîöåññà äî ñèõ ïîð ïðàêòè÷åñêè íå ðàññìàò-
ðèâàëèñü. Î ñòàíîâëåíèè ëèòîâñêîé ðîê-ìóçûêè  â îáùåñòâåííî-ïîëè-
òè÷åñêîì êîíòåêñòå ñåðåäèíû XX âåêà ïèñàëà Àóñòå Íàêåíå ( Nakienë
2006), äåÿòåëüíîñòü è ðåïåðòóàð èñïîëíèòåëåé è àíñàìáëåé ïîñò-ôîëü-
êëîðà â ñâîåé äèïëîìíîé ðàáîòå ìàãèñòðà ýòíîëîãèè Ó íèâåðñèòåòà èì.
Âèòàóòàñà Âåëèêîãî àíàëèçèðîâàëà Àêâèëå Ñòàíêóòå (Stankutë 2013), ïóá-
ëèêàöèþ î êîëëåêòèâàõ ïîñò-ôîëüêëîðà  è world music ïðåäñòàâèë Àëü-
ãèðäàñ Êëîâà (Klova 20121).

Öåëü ñòàòüè2 – èññëåäîâàíèå ìóçûêàëüíûõ àñïåêòîâ ñîâðåìåííîãî
èñïîëüçîâàíèÿ ëèòîâñêîé ýòíè÷åñêîé ìóçûêè â ðåïåðòóàðå êîëëåêòè-
âîâ ïîïóëÿðíîé ìóçûêè è èõ ñðàâíåíèå ñ ëèòîâñêîé òðàäèöèîííîé ýò-
íè÷åñêîé ìóçûêîé.

Â êà÷åñòâå äàííûõ  èñïîëüçîâàíû çàïèñè ïîïóëÿðíîé ìóçûêè
1993–2012 ãîäoâ: âñåãî ðàññìîòðåíî 376 ìóçûêàëüíûõ ïðèìåðîâ, èç êî-
òîðûõ 155 – çàïèñè êîëëåêòèâîâ ïîñò-ôîëüêëîðà, 186 – ðîê-ìóçûêè,
òàêæå ïðåäñòàâëåíî 58 çàïèñåé ôîëê-äæàçà è world music.

Ìåòîäû èññëåäîâàíèÿ – àíàëèç, îáîáùåíèå, ñèíòåç.

1 Klova, Algirdas (2012). Post folkloras or world music Lietuvoje. Radikaliai,
kovo 14. d. http://www.radikaliai.lt/radikaliai/778-post-folkloras-ir-world-music-
lietuvoje (ïðîñìîòð 5 îêòÿáðÿ 2014 ).

2 Èññëåäîâàíèå ïðîâåäåíî â ðàìêàõ îñóùåñòâëåíèÿ ïðîåêòà ñòðóêòóðíûõ
ôîíäîâ Åâðîïåéñêîãî ñîþçà, ïðîãðàììà íà 2007–2013 ãîäû Ðàçâèòèå äåéñòâèé
÷åëîâå÷åñêèõ ðåñóðñîâ, òðåòüå íàïðàâëåíèå: Óòâåðæäåíèå ñïîñîáíîñòåé èññëåäî-
âàòåëåé, VP1–3.1–ÐMM–07–V , Ïîääåðæêà äåÿòåëüíîñòè ó÷åíûõ è äðóãèõ èññëå-
äîâàòåëåé (âñåîáùàÿ äîòàöèÿ); ïðîåêò Äâèæåíèå ýòíè÷åñêîé ìóçûêè â Ëèòâå â
70-õ ãîäàõ XX âåêà –  íà÷àëå XXI âåêà, VP1–3.1–ÐMM–07–K-01-061, îñóùåñòâ-
ëÿëñÿ â 2011–2015 ãîäó â Óíèâåðñèòåòå èì. Âèòàóòàñà Âåëèêîãî.
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Èññëåäîâàíèå âåëîñü ïî ñëåäóþùèì ïàðàìåòðàì: âîïëîùåíèå æàí-
ðîâ, ðåãèîíàëüíûõ, ñòèëåâûõ è ëàäîâûõ îñîáåííîñòåé ýòíè÷åñêîé ìó-
çûêè, èõ ñîâìåùåíèå ñ ïðèíöèïàìè ñîâðåìåííîé ïîïóëÿðíîé ìóçûêè.

Ðåçóëüòàòû – âûäâèãàåòñÿ ìûñëü, ÷òî â ðåïåðòóàðå êîëëåêòèâîâ ïî-
ïóëÿðíîé ìóçûêè Ëèòâû â êîíöå XX –  íà÷àëå XXI ââåêà ïðèìåíÿþòñÿ è
ïåðåâîïëîùàþòñÿ îñíîâíûå ÷åðòû ëèòîâñêîé ýòíè÷åñêîé ìóçûêè, êî-
òîðûå óäà÷íî ñîâìåùàþòñÿ ñ ñîâðåìåííûìè ýëåìåíòàìè, áëàãîäàðÿ ÷åìó
ðåïåðòóàð àíàëèçèðîâàííûõ íàïðàâëåíèé ïîïóëÿðíîé ìóçûêè ñëåäó åò
ñ÷èòàòü ñîñòàâíîé ÷àñòüþ ðàçâèòèÿ äâèæåíèÿ ýòíè÷åñêîé ìóçûêè.

Êëþ÷åâûå ñëîâà: ýòíè÷åñêàÿ ìóçûêà, ïîïóëÿðíàÿ ìóçûêà, ïîñò-
ôîëüêëîð, ðîê-ìóçûêà, ôîëê-äæàç, world music, ñòèëè, ëàäû.

Ïðèíöèïû îòáîðà ðåïå ðòóàðà äëÿ èññëåäîâàíèÿ

Äëÿ èññëåäîâàíèÿ ðåïåðòóàðà êîëëåêòèâîâ òàê íàçûâàåìîãî ïîñò-
ôîëüêëîðà (ñîâìåùàþùèõ èñïîëíåíèå ýòíè÷åñêîé ìóçûêè ñî ñðåäñòâà-
ìè ñîâðåìåííîé ïîïóëÿðíîé ìóçûêè) áûëè îòîáðàíû îáðàçöû çàïèñåé
ïÿòè àíñàìáëåé, ÷åòûðå èç êîòîðûõ Ñòàíêóòå â 2013 ãîäó íàçâàëà ïðåä-
ñòàâèòåëÿìè èìåííî ýòîãî íàïðàâëåíèÿ ( Stankutë 2013: 6–7). Ýòî – íà-
÷àâøèé ñâîþ äåÿòåëüíîñòü â 1988 ãîäó â Âèëüíþñå ôîëüêëîðíûé àí-
ñàìáëü Âèäðàãa (Vydraga), îñíîâàííàÿ â 1994 ãîäó âèëüíþññêàÿ ãðóïïà
òâîð÷åñêîãî ôîëüêëîðà Ñÿäóëa (Sedula), ðàáîòàþùàÿ â Éîíàâå ñ 2007 ãîäa
ãðóïïà ìîäåðíèçèðîâàííîãî ôîëüêëîðà Àéñâà (Aisva) è íà÷àâøèé ñâîþ
äåÿòåëüíîñòü â 2009 ãîäó ìîëîäåæíûé ôîëüêëîðíûé àíñàìáëü èç Êëàé-
ïåäû Ãèâàòa (Gyvata). Äëÿ àíàëèçà ðåïåðòóàðà áûëà îòîáðàíà è ðàáîòà-
þùàÿ ñ 1992 ãîäà â Êàóíàñå Ãðóïïà ñòðàííîãî ôîëüêëîðà  (Keisto folkloro
grupë), ïîñêîëüêó åå ðåïåðòóàð è ñïîñîáû èñïîëíåíèÿ ïðàêòè÷åñêè òå
æå, ÷òî ó êîëëåêòèâîâ ïîñò-ôîëüêëîðà. Âïðî÷åì, èìåííî ýòîò àíñàìáëü
â 2012 ãîäó íàçâàë ãðóïïîé ïîñò-ôîëüêëîðà è Êëîâà ( Klova 2012). Âñå
ýòè êîëëåêòèâû ðàáîòàþò â òðåõ áîëüøèõ ãîðîäàõ è â îäíîì ðàéöåíòðå
Ëèòâû, àêòèâíî ó÷àñòâóþò â äâèæåíèè ýòíè÷åñêîé è ïîïóëÿðíîé ìóçûêè ,
à òàêæå â ìåðîïðèÿòèÿõ, ñâÿçàííûõ ñ ýòîé äåÿòåëüíîñòüþ.

Äëÿ èññëåäîâàíèÿ ñâÿçåé ýòíè÷åñêîé è ðîê-ìóçûêè áûëè îòîáðàíû
çàïèñè âîñüìè êîëëåêòèâîâ, äâà èç êîòîðûõ èìåíóþò ñåáÿ ãðóïïàìè
ôîëê-ðîêà, îäèí – ôîëê-ðîêà, ïîñò-ôîëüêëîðà è world music, îäèí –
ìîäåðíèçèðîâàííîãî ôîëüêëîðà, îäèí – heavy metal, òðè – èñïîëíèòå-
ëÿìè pagan metal. Ýòî – ðàáîòàþùàÿ ñ 1991 ãîäa â Âèëüíþñå ãðóïïà ôîëê-
ðîêà Ñêèëå (Skylë); ñ 2001 ãîäa – âèëüíþññêàÿ ãðóïïà ýêñïðåññèâíîãî
ôîëüêëîðà Æàëâàðèíèñ (Þalvarinis); ñ 2004 ãîäa – òàêæå âèëüíþññêàÿ
ãðóïïà ôîëê-ðîêà, ïîñò-ôîëüêëîðà è world music Aòàëèÿ (Atalyja );
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ãðóïïà ìîäåðíèçèðîâàííîãî ôîëüêëîðà Êèòàâa (Kitava), íà÷àâøàÿ ñâîþ
äåÿòåëüíîñòü â 2012 ãîäó â Øÿóëÿé; íà÷àâøàÿ äåÿòåëüíîñòü â 2004 ãîäó
èçâåñòíàÿ êàóíàññêàÿ ãðóïïà  Òàíäåðòåéë (Thundertale, èãðàåò heavy
metal), à òàêæå ãðóïïû pagan metal: ðàáîòàþùàÿ â Âèëüíþñå ñ 1992 ãîäa
Oáòåñò (Obtest); ñ 1993 ãîäa â Óòåíå – Ïîêîëóñ (Poccolus) è ñ 2002 ãîäa â
Âèëüíþñå – èçâåñòíàÿ ãðóïïà Aíäàÿ (Andaja). Âñå ýòè êîëëåêòèâû òàê-
æå ðàáîòàþò â òðåõ áîëüøèõ ãîðîäàõ è â îäíîì ðàéöåíòðå, àêòèâíî ó÷à-
ñòâóþò â êîíöåðòàõ, ôåñòèâàëÿõ è äðóãèõ ìåðîïðèÿòèÿõ.

Ðåïåðòóàð ôîëê-äæàçà è world music áûë îòîáðàí èç òðåõ èñòî÷íè-
êîâ: çàïèñåé íà÷àâøåé ñâîþ äåÿòåëüíîñòü â 1988 ãîäó â Âèëüíþñå ãðóïïû
èìïðî-ôîëêà Æÿíêëàñ X (Þenklas X); çàïèñåé ðàáîòàâøåãî â 1993–2000
ãîäó â Êàóíàñå òðèî ôîëê-äæàçà è world music Æàëÿêàëüíå âèëêàé (Þalia-
kalnio vilkai ), à òàêæå èç çàïèñåé èçâåñòíîé èñïîëíèòåëüíèöû ôîëüê-
ëîðíûõ ïåñåí Âåðîíèêè Ïîâèëåíåíå ( Veronikà Povilionienë) â äóýòàõ â
ñîïðîâîæäåíèè ñàêñîôîíèñòà Ïÿòðàñà Âèøíÿó ñêàñà (Petras Vyðniauskas)
è ïèàíèñòà Äàéíþñà Ïóëà óñêàñà (Dainius Pulauskas).

Æàíðîâûå è ðåãèîíàëüíûå îñîáå ííîñòè

Àíàëèç 135 îòîáðàííûõ ïðèìåðîâ èç ðåïåðòóàðà êîëëåêòèâîâ ïîñò-
ôîëüêëîðà ïîêàçàë, ÷òî â íåì ïðåîáëàäàþò ýòíè÷åñêèå ïåñíè (îêîëî 61
ïðîöåíòîâ) è çíà÷èòåëüíî ìåíüøå ïðîèçâåäåíèé èíñòðóìåíòàëüíîé ìó-
çûêè (ëèøü 34 ïðîöåíòîâ). Ñóòàðòèíû – ïîëèôîíè÷åñêèå ïåñíè – âìåñòå
ñ àíàëîãè÷íûìè ïîëèôîíè÷åñêèìè èíñòðóìåíòàëüíûìè îáðàçöàìè è
ðîìàíñàìè çàíèìàþò ëèøü 5 ïðîöåíòîâ îòîáðàííûõ ïðîèçâåäåíèé. Íà-
ðîäíûå òðàäèöèîííûå õîðîâîäû è èãðû â àíàëèçèðîâàííîì ðåïåðòóàðå
ïîëíîñòüþ îòñóòñòâóþò . Â ðåãèîíàëüíîì ïðåäñòàâèòåëüñòâå, êàê è â ñëó-
÷àå ñ ðåïåðòóàðîì ôîëüêëîðíûõ àíñàìáëåé (Àïàíàâè÷þñ 2015), ïåðâîå
ìåñòî çàíèìàþò ïåñíè Äçóêèè – Þãî-Âîñòî÷íîé Ëèòâû, çà íèìè ñëåäóþò
ïåñíè À óêøòàéòèè (Âîñòî÷íàÿ Ëèòâà). Ïåñåííûé ôîëüêëîð Ñóâàëüêèè
(Þãî-Çàïàäíàÿ Ëèòâà) îòñóòñòâóåò ïîëíîñòüþ, íåçíà÷èòåëüíóþ ÷àñòü
ñîñòàâëÿþò ïåñíè Æÿìàéòèè (Çàïàäíàÿ Ëèòâà) è Ìàëîé Ëèòâû (ñåâåðî-
âîñòî÷íàÿ ÷àñòü áûâøåé Âîñòî÷íîé Ïðó ññèè). Èíñòðóìåíòàëüíàÿ òàíöå-
âàëüíàÿ ìóçûêà â îñíîâíîì îòðàæàåò òðàäèöèè À óêøòàéòèè è Æÿìàé-
òèè, â çíà÷èòåëüíî ìåíüøåé ñòåïåíè – Ñóâàëüêèè, è ñîâñåì íåò ïðèìå-
ðîâ èíñòðóìåíòàëüíîé ìóçûêè Ìàëîé Ëèòâû 3.

3 Dienoraðtis (2011–2014). Romualdas Apanavièius. Projekto Etninës muzikos
gaivinimo judëjimas Lietuvoje XX a. 7 deð. – XXI a. pr. Nr. 7, 2014. V D U E M G P,
A 22 (Àðõèâ êàôåäðû Ñòóäèé êóëüòóð è ýòíîëîãèè Óíèâåðñèòåòà èìåíè Âèòàóòàñà
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Ìîæíî ñäåëàòü âûâîä, ÷òî, íåñìîòðÿ íà íåêîòîðûå ðàçëè÷èÿ, æàí-
ðîâûé ñîñòàâ è ðåãèîíàëüíîñòü ëèòîâñêîé ýòíè÷åñêîé ìóçûêè â ðåïåð-
òóàðå êîëëåêòèâîâ ïîñò-ôîëüêëîðà ïî÷òè àíàëîãè÷íû ðåïåðòóàðó ôîëü-
êëîðíûõ àíñàìáëåé.

Ïîñëå îöåíêè ðåïåðòóàðà ãðóïï ðîê-ìóçûêè, ñîñòîÿùåãî èç 183 ïðî-
èçâåäåíèé, ñòàíîâèòñÿ î÷åâèäíûì, ÷òî, â îòëè÷èå îò ðåïåðòóàðà êîëëåê-
òèâîâ ïîñò-ôîëüêëîðà, ðåïåðòóàð êîëëåêòèâîâ ðîê-ìóçûêè ñîñòîèò èñ-
êëþ÷èòåëüíî (99,9 ïðîöåíòîâ âñåõ àíàëèçèðîâàííûõ ñî÷èíåíèé) èç ïåñåí.
Èíñòðóìåíòàëüíàÿ ìóçûêà ïðåäñòàâëåíà ëèøü îäíîé èìïðîâèçàöèåé â
ñòèëå ðîêà, èñïîëíÿåìîé íà ýòíè÷åñêîì ìóçûêàëüíîì èíñòðóìåíòå ñàçå
íàðîäîâ Áëèæíåãî Âîñòîêà. Âïðî÷åì, òåìà äëÿ èìïðîâèçàöèè â èíòî-
íàöèîííîì îòíîøåíèè áëèçêà íå ê ìóçûêå ýòîãî îòäàëåííîãî ðåãèîíà,
à áîëüøå ñâÿçàíà ñ ìåëîäèêîé ëèòîâñêèõ îäíîãîëîñíûõ ïåñåí. 65 ïðî-
öåíòîâ ïåñåííîãî ðåïåðòóàðà ñîñòàâëÿþò àâòîðñêèå ïåñíè ðóêîâîäèòå-
ëåé è ÷ëåíîâ ýòèõ êîëëåêòèâîâ. Çâó÷àò è äâà øëÿãåðà –  ïåñíè èçâåñòíûõ
ëèòîâñêèõ êîìïîçèòîðîâ ñåðåäèíû XX âåêà. Îíè, êàê è îñòàëüíîé ðå-
ïåðòóàð, èñïîëíÿþòñÿ â ñòèëå ðîê-ìóçûêè. Îäíàêî î÷åâèäíî, ÷òî çíà-
÷èòåëüíóþ ÷àñòü ðåïåðòóàðà – 34 ïðîöåíòîâ – ñîñòàâëÿþò ëèòîâñêèå ýòíè-
÷åñêèå ïåñíè, ñóòàðòèíû è åäèíñòâåííûé íàðîäíûé ðîìàíñ. Ïåñíè è
ñóòàðòèíû, êàê è â ñëó÷àå ñ ðåïåðòóàðîì êîëëåêòèâîâ ïîñò-ôîëüêëîðà,
ñâÿçàíû ñ ðåãèîíàëüíûìè îñîáåííîñòÿìè ýòíè÷åñêîé ìóçûêè, â òî âðåìÿ
êàê ðîìàíñ ïîäîáíûõ îñîáåííîñòåé íå îòðàæàåò . Îöåíèâàÿ ðåãèîíàëü-
íîñòü, êàê è â ðåïåðòóàðå êîëëåêòèâîâ ïîñò-ôîëüêëîðà, ìîæíî îñîáåííî
îòìåòèòü ïåñíè Äçóêèè, çàòåì – À óêøòàéòèè. Ïåñíè Ñóâàëüêèè îòñóò-
ñòâóþò, ìàëî ïåñåí èç Æÿìàéòèè è Ìàëîé Ëèòâû 4.

Î÷åâèäíî, ÷òî, íåñìîòðÿ íà ïðåîáëàäàíèå àâòîðñêèõ ïåñåí, áîëåå
30 ïðîöåíòîâ ðåïåðòóàðà ðîê-ãðóïï ñâÿçàíî ñ æàíðîâûìè è ðåãèîíàëü-
íûìè îñîáåííîñòÿìè ëèòîâñêîé ýòíè÷åñêîé ìóçûêè – îòðàæàþòñÿ ïðè-
ìåðíî òå æå òðàäèöèè, ÷òî â ðåïåðòóàðe ïîñò-ôîëüêëîðíûõ àíñàìáëåé.

Ïåðåä òåì, êàê íà÷àòü àíàëèçèðîâàòü 58 îáðàçöîâ ðåïåðòóàðà ôîëê-
äæàçà è world music, ñëåäóåò îòìåòèòü, ÷òî ýòè äâà íàïðàâëåíèÿ ïîïóëÿð-
íîé ìóçûêè èìåþò ìíîãî îáùåãî, ïîýòîìó òî÷íî îïðåäåëèòü ïðèíàäëåæ-
íîñòü ñîîòâåòñòâóþùèõ êîëëåêòèâîâ è èñïîëíèòåëåé ê òîìó èëè äðóãîìó
íàïðàâëåíèþ íåëåãêî, ïîðîé äàæå íåâîçìîæíî. Êîëëåêòèâû ðàâíîïðàâíî
ó÷àñòâóþò â ìåðîïðèÿòèÿõ êàê ôîëê-äæàçà, òàê è world music, íàêîíåö,

Âåëèêîãî, ôîíä ïðîåêòà Äâèæåíèå ýòíè÷åñêîé ìóçûêè â Ëèòâå â 70-õ ãîäàõ XX
âåêà – íà÷àëå XXI âåêà; A – îïèñü), p. 5–6. Â äàëüíåéøåì ñîêðàùåííî: Dienoraðtis
[…].

4 Dienoraðtis [...], p. 10–25.
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â èõ çàïèñÿõ îò÷åòëèâî çàìåòíî ñîâïàäåíèå îñíîâíûõ ïðèíöèïîâ ýòèõ
äâóõ íàïðàâëåíèé – ïåðâîèñòî÷íèê ýòíè÷åñêîé ìóçûêè è äæàçîâàÿ èì-
ïðîâèçàöèÿ.

Îöåíèâàÿ æàíðîâûé ñîñòàâ îòîáðàííîãî ðåïåðòóàðà, ìîæíî ñêàçàòü,
÷òî, â îòëè÷èå îò ðîê-ãðóïï, ðåïåðòóàð êîëëåêòèâîâ è èñïîëíèòåëåé ôîëê-
äæàçà è world music ñîñòîèò íå òîëüêî èç ïåñåí, íî è èç èíñòðóìåíòàëü-
íîé ìóçûêè. Èíñòðóìåíòàëüíûå ïðîèçâåäåíèÿ ñîñòàâëÿþò îêîëî 37 ïðî-
öåíòîâ âñåãî àíàëèçèðóåìîãî ðåïåðòóàðà. Îñòàëüíûå 63 ïðîöåíòîâ âêëþ-
÷àþò ïåñíè è èíóþ âîêàëüíóþ ìóçûêó . Èñïîëíÿþòñÿ â îñíîâíîì ëèòîâ-
ñêèå ýòíè÷åñêèå ïåñíè (58 ïðîöåíòîâ ðåïåðòóàðà). Èç ýòíîãðàôè÷åñêèõ
ðåãèîíîâ îñîáåííî âûäåëÿåòñÿ Äçóêèÿ – çâó÷àò 32 ïåñíè, â òî âðåìÿ êàê
Àóêøòàéòèÿ è Æÿìàéòèÿ ïðåäñòàâëåíû ëèøü îäíîé ïåñíåé. Èñïîëíÿ-
þòñÿ è øåñòü âîêàëüíûõ èìïðîâèçàöèé, îñíîâàííûõ íà ôðàãìåíòàõ òåê-
ñòîâ ëèòîâñêèõ ýòíè÷åñêèõ ïåñåí â ñîïðîâîæäåíèè èíñòðóìåíòàëüíîé
èãðû, ñâîéñòâåííîé íàïðàâëåíèþ òàê íàçûâàåìîãî ïðîãðåññèâíîãî äæà-
çà. Èç 18-òè èíñòðóìåíòàëüíûõ ïðîèçâåäåíèé 11 îñíîâàíû íà ìåëîäèêå
èëè èíòîíàöèè ëèòîâñêîé ýòíè÷åñêîé ìóçûêè, îñòàëüíûå ñåìü ïðîèç-
âåäåíèé – íå ÷òî èíîå, êàê èìïðîâèçàöèè íà ìóçûêó äðóãèõ êóëü òóð çåì-
íîãî øàðà.

Ïðè ñðàâíåíèè ðåïåðòóàðà ôîëê-äæàçà è world music ñ çàïèñÿìè
ðîê-ìóçûêè è ïîñò-ôîëüêëîðà íåòðóäíî óáåäèòüñÿ, ÷òî, íåñìîòðÿ íà ñó-
ùåñòâåííûå ðàçëè÷èÿ, îáùàÿ òåíäåíöèÿ îñòàåòñÿ ïðåæíåé. Ïðåîáëàäà-
þò ïåñíè Äçóêèè, ìåíüøå âíèìàíèÿ óäåëÿåòñÿ ïåñíÿì À óêøòàéòèè è
Æÿìàéòèè, à ïåñåííîå íàñëåäñòâî Ñóâàëüêèè è Ìàëîé Ëèòâû â ïîëå çðå-
íèÿ êîëëåêòèâîâ è èñïîëíèòåëåé ôîëê-äæàçà è world music è âîâñå íå
ïîïàäàåò .

Ðåïåðòóàð êîëëåêòèâîâ ïîñò-ôîëüêëîðà

Àíàëèç ñòèëåâûõ õàðàêòåðèñòèê ðåïåðòóàðà êîëëåêòèâîâ ïîñò-ôîëü-
êëîðà ïîêàçàë, ÷òî ïðåîáëàäàþò îäíîãîëîñíûå ïåñíè ñ èíñòðóìåíòàëü-
íûì ñîïðîâîæäåíèåì, ñîñòàâëÿÿ îêîëî 58 ïðîöåíòîâ âñåãî ðåïåðòóàðà.
Íåñêîëüêî òàêèõ îäíîãîëîñíûõ ïåñåí èñïîëíÿåòñÿ è áåç èíñòðóìåíòàëü-
íîãî ñîïðîâîæäåíèÿ. Îäíîãîëîñíî, íî ñ èíñòðóìåíòàëüíûì ñîïðîâîæ-
äåíèåì íåðåäêî çâó÷àò ïåñíè íå òîëüêî Äçóêèè è Ìàëîé Ëèòâû, íî è
ìíîãîãîëîñíûå ïåñíè À óêøòàéòèè. Ñîïðîâîæäåíèå âåäåòñÿ â îñíîâíîì
ñ ïîìîùüþ êîìïüþòåðíûõ òåõíîëîãèé, ýëåêòðè÷åñêèõ èíñòðóìåíòîâ
ðîê-ìóçûêè, íî èñïîëüçóþòñÿ è ýòíè÷åñêèå (êàíêëåñ, ëóìçäÿëèñ/ñâè-
ðåëü) è îáùåêóëüòóðíûå èíñòðóìåíòû (ñêðèïêa, áàðàáàí, àêó ñòè÷åñêaÿ
ãèòàða). Ýòíè÷åñêèå ìåëîäèè, ïðèòîì â áîëüøèíñòâå ñëó÷àåâ, çâó÷àò â
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ïåðâîçäàííîì âèäå êàê öèòàòû, à èíñòðóìåíòàëüíîå ñîïðîâîæäåíèå, êàê
ïðàâèëî, îñíîâàíî íà ðèòìå è ïðèåìàõ ïîïóëÿðíîé ìóçûêè.

Îäíîãîëîñíûå ïåñíè èñïîëíÿþòñÿ è â ñîïðîâîæäåíèè âòîðîãî ãî-
ëîñà, äàæå ïîëèôîíè÷åñêèì êàíîíîì. Â îòëè÷èå îò íàðîäíîé òðàäèöèè,
ýòèì ïåñíÿì ïðèäàåòñÿ íå òîëüêî âîêàëüíî-èíñòðóìåíòàëüíûé îáëèê,
íî è ïîñòîÿííûå ðèòìû ïîïóëÿðíîé ìóçûêè. Ñâîáîäíàÿ ðèòìè÷åñêàÿ
ïóëüñàöèÿ, ñâîéñòâåííàÿ èñïîëíåíèþ ýòíè÷åñêèõ îäíîãîëîñíûõ ïåñåí,
â ðåïåðòóàðå êîëëåêòèâîâ ïîñò-ôîëüêëîðà ïðàêòè÷åñêè íå íàáëþäàåòñÿ.

Ìíîãîãîëîñíûå ïåñíè è ñóòàðòèíû çàíèìàþò îêîëî 42 ïðîöåíòîâ
âîêàëüíîãî ðåïåðòóàðà. Îíè òàêæå èñïîëíÿþòñÿ ñ èíñòðóìåíòàëüíûì
ñîïðîâîæäåíèåì, â ðèòìàõ ïîïóëÿðíîé ìóçûêè. Â òàíöåâàëüíûõ ðèò-
ìàõ çâó÷àò ïðàêòè÷åñêè âñå èíñòðóìåíòàëüíûå ïðîèçâåäåíèÿ 5.

Íà äèàãðàììå ¹ 1 ïîêàçàíî, ÷òî â ðåïåðòóàðå êîëëåêòèâîâ ïîñò-
ôîëüêëîðà ñòèëåâûå ñâîéñòâà ýòíè÷åñêîé ìóçûêè ëó÷øå âñåãî ñîõðàíåíû
ïðè èñïîëíåíèè èíñòðóìåíòàëüíîé òàíöåâàëüíîé ìóçûêè – îêîëî 84
ïðîöåíòîâ çàïèñåé. Ïðè èñïîëíåíèè cóòàðòèí ýòè ñâîéñòâà ñîõðàíåíû
â 47 ïðîöåíòaõ, â òî âðåìÿ êàê â 53 ïðîöåíòaõ çàïèñåé íàáëþäàåòñÿ íå-
ïîëíîå ñîîòâåòñòâèå. Îäíàêî ñèòóàöèÿ ñ ïåðåäà÷åé ýòèõ õàðàêòåðèñòèê
ïðè èñïîëíåíèè ïåñåí îêàçàëàñü íåñêîëüêî èíîé: ìíîãîãîëîñíûå ïåñíè
â èñïîëíåíèè êîëëåêòèâîâ ïîñò-ôîëüêëîðà ñîîòâåòñòâîâàëè òðàäèöè-
îííîìó ñòèëþ â 35–37 ïðîöåíòaõ, à îäíîãîëîñíûå – ëèøü â 30–33 ïðî-
öåíòaõ çàïèñåé.

Äèàãðàììà ¹ 1. Ïðîöå íòíîå ñîîòâåòñòâèå çàïèñåé
êîëëåêòèâîâ ïîñò-ôîëüêëîðà ñòèëåâûì õàðàêòåðèñòèêàì

ýòíè÷åñêîé ìóçûêè (1993–2012 ãã.)

5 Dienoraðtis […], p. 6–7.
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Èíñòðóìåíòàëüíîå ñîïðîâîæäåíèå è ðåãóëÿðíûé ðèòì ïîïóëÿðíîé
ìóçûêè âëèÿåò è íà ïåðåäà÷ó ëàäîâûõ îñîáåííîñòåé èñïîëíÿåìûõ ìå-
ëîäèé. Ïîñêîëüêó îäíîãîëîñíûå è ìíîãîãîëîñíûå ïåñíè â îñíîâíîì
ïîþòñÿ òåìïåðèðîâàííûì ñòðîåì, ñâîéñòâåííûå èì ëàäû ïðàêòè÷åñêè
íå âûÿâëÿþòñÿ. Òåìïåðèðîâàííûì ñòðîåì èñïîëíÿåòñÿ è âñÿ èíñòðóìåí-
òàëüíàÿ òàíöåâàëüíàÿ ìóçûêà, ñóòàðòèíû, íåêîòîðûå çâó÷àùèå äàæå áåç
èíñòðóìåíòàëüíîãî ñîïðîâîæäåíèÿ îäíîãîëîñíûå ïåñíè, õîòÿ èõ èíòî-
íèðîâàíèþ íàòóðàëüíûì ñòðîåì, êàæåòñÿ, íè÷òî íå ìåøàåò .

Â ðåïåðòóàðå êîëëåêòèâîâ ïîñò-ôîëüêëîðà òðàäèöèîííûå ëàäû, êàê
ýòî âèäíî èç äèàãðàììû ¹ 2, ïåðåäàþòñÿ ëèøü â 33–35 ïðîöåíòàõ çàïè-
ñåé ìíîãîãîëîñíûõ ïåñåí è èíñòðóìåíòàëüíîé òàíöåâàëüíîé ìóçûêè, à
ïðè èíòîíèðîâàíèè ìåëîäèé îäíîãîëîñíûõ ïåñåí è ñóòàðòèí ýòè ëàäû
ñîõðàíåíû òîëüêî â 25–28 ïðîöåíòàõ çàïèñåé.

Äèàãðàììà ¹ 2.  Ïðîöå íòíîå ñîîòâåòñòâèå çàïèñåé
êîëëåêòèâîâ ïîñò-ôîëüêëîðà ëàäîâûì õàðàêòå ðèñòèêàì

ýòíè÷åñêîé ìóçûêè (1993–2012 ãã.)

Îäíàêî íå ñëåäó åò çàáûâàòü, ÷òî àíàëèçèðóåòñÿ íåòðàäèöèîííîå
èñïîëíåíèå ýòíè÷åñêîé ìóçûêè ñ ïðèìåíåíèåì ñðåäñòâ ñîâðåìåííîé
ïîïóëÿðíîé ìóçûêè è çâóêîâûõ òåõíîëîãèé. Ñëåäó åò îòìåòèòü, ÷òî, íå-
ñìîòðÿ íà ýòî, ñîâðåìåííûå ñðåäñòâà âñå-òàêè ïîçâîëÿþò ñîõðàíèòü îñ-
íîâíûå ñòèëåâûå è ëàäîâûå ñâîéñòâà èñïîëíÿåìûõ ìåëîäèé, áëàãîäàðÿ
÷åìó îíè ñòàíîâÿòñÿ îñîáåííî ïðèâëåêàòåëüíûìè.

Èç äèàãðàììû ¹ 3 âèäíî, ÷òî êîëëåêòèâû ïîñò-ôîëüêëîðà äîâîëüíî
øèðîêî ïðèìåíÿþò ñðåäñòâà ïîïóëÿðíîé ìóçûêè. Õîòÿ ìåëîäèè íàðîä-
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íûõ ïåñåí, òàíöåâ è ñóòàðòèí ïðàêòè÷åñêè çâó÷àò â ïåðâîçäàííîì âèäå
êàê öèòàòû, èõ èñïîëíåíèå ïîëíîñòüþ áàçèðó åòñÿ íà ñðåäñòâàõ ðàçíûõ
íàïðàâëåíèé ïîïóëÿðíîé ìóçûêè. Ïîäîáàþùèì ÿâëÿåòñÿ ñòèëü äèñêî,
÷åðòû êîòîðîãî îòìå÷àþòñÿ â 60 ïðîöåíòaõ ìíîãîãîëîñíûõ è 63 ïðî-
öåíòaõ îäíîãîëîñíûõ çàïèñåé, à òàêæå â 75 ïðîöåíòaõ çàïèñåé íåòðàäè-
öèîííîãî èñïîëíåíèÿ ñóòàðòèí.

Ïðèçíàêîâ ñòèëÿ äèñêî î÷åíü ìàëî â çàïèñÿõ èíñòðóìåíòàëüíîé
òàíöåâàëüíîé ìóçûêè – ëèøü îêîëî 10 ïðîöåíòîâ. Íàâåðío, ýòî çàâè-
ñèò îò ñâîéñòâ ñàìîé ìóçûêè, äëÿ ñîâðåìåííîãî èñïîëíåíèÿ êîòîðîé
íàèáîëåå ïîäõîäÿùèìè ÿâëÿþòñÿ ñðåäñòâà ñòèëÿ êàíòðè. Ýòîò ñòèëü
ïðèñóòñòâóåò â 85 ïðîöåíòaõ çàïèñåé òàíöåâàëüíîé ìóçûêè è îòìå÷àåòñÿ
ïî÷òè â 10–15 ïðîöåíòaõ çàïèñåé ìíîãîãîëîñíûõ ïåñåí.

 Äèàãðàììà ¹ 3. Ñâÿçü ýòíè÷åñêîé è ïîïóëÿðíîé ìóçûêè
â ðåïåðòóàðå êîëëåêòèâîâ ïîñò-ôîëüêëîðà ïî äàííûì çàïèñåé

1993–2012 ãã. (â ïðîöå íòaõ)

×åðòû ðîê-ìóçûêè, òî÷íåå – åå íàïðàâëåíèé, áèã-áèòà è ôîëê-ðîêà,
îòìå÷àþòñÿ ïî÷òè â 25–37 ïðîöåíòaõ àíàëèçèðîâàííûõ çàïèñåé. Ñâîé-
ñòâà ýòîãî ñòèëÿ áîëåå çàìåòíû â èñïîëíåíèè ïåñåí è ñóòàðòèí, îíè äî-
âîëüíî ðåäêî – â 5 ïðîöåíòaõ ñëó÷àåâ – âñòðå÷àþòñÿ â çàïèñÿõ èíñòðó-
ìåíòàëüíîé òàíöåâàëüíîé ìóçûêè 6.

6 Dienoraðtis [...], p. 10.
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Ìóçûêàëüíûå ñâîéñòâà ðåïå ðòóàðà ðîê-ìóçûêè

Àíàëèç ðåïåðòóàðà ãðóïï ðîê-ìóçûêè ïîêàçàë, ÷òî ïîäîáàþùåå ìåñòî
çàíèìàþò îäíîãîëîñíûå ïåñíè c èíñòðóìåíòàëüíûì ñîïðîâîæäåíèåì
(îêîëî 78 ïðîöåíòîâ ðåïåðòóàðà). Îäíîãîëîñíî, ñ èíñòðóìåíòàëüíûì ñî-
ïðîâîæäåíèåì, çâó÷àò ïî÷òè âñå àâòîðñêèå è áîëüøàÿ ÷àñòü ýòíè÷åñêèõ
ïåñåí. Îäíîãîëîñíûå ïåñíè Äçóêèè, Âîñòî÷íîé À óêøòàéòèè è Ìàëîé
Ëèòâû èñïîëíÿþòñÿ íå òîëüêî îäíîãîëîñíî, íî è â ñîïðîâîæäåíèè âòî-
ðîãî ãîëîñà, à òàêæå ñ ïðèïåâîì íåõàðàêòåðíîãî äëÿ ëèòîâñêîé ýòíè÷åñ-
êîé ìóçûêè áóðäîíà – íèæíåãî ïðîòÿæíîãî ãîëîñà. Âïðî÷åì, îäíîãî-
ëîñíî èñïîëíÿþòñÿ è íåñêîëüêî ìíîãîãîëîñíûõ ïåñåí Æÿìàéòèè.

Ìíîãîãîëîñíûå àâòîðñêèå, ýòíè÷åñêèå ïåñíè è ñóòàðòèíû â çàïè-
ñÿõ çàíèìàþò îêîëî 22 ïðîöåíòîâ ðåïåðòóàðà êîëëåêòèâîâ ðîê-ìóçûêè.
Ýòíè÷åñêèå ïåñíè ìíîãîãîëîñíî èñïîëíÿþòñÿ ñ íà÷àëà äî êîíöà – ýòî
ñâîéñòâåííî è íàðîäíîé òðàäèöèè, îäíàêî àâòîðñêèå ïåñíè âòîðûì ãîëî-
ñîì ÷àùå âñåãî ñîïðîâîæäàþòñÿ ëèøü â ïðèïåâàõ, ÷òî ÿâëÿåòñÿ õàðàê-
òåðíîé ñòèëåâîé ÷åðòîé íå òîëüêî ðîê-ìóçûêè, íî è øëÿãåðîâ, à òàêæå
ïîïóëÿðíîé  ìóçûêè ( Apanavièius 2008). Ñóòàðòèíû ïîþòñÿ êàê òðàäè-
öèîííî: ñðàçó äâóìÿ ïîëèôîíè÷åñêèìè ãîëîñàìè, ñíà÷àëà ïîî÷åðåäíî,
à ïîòîì – îáîèìè ãîëîñàìè âìåñòå 7. Ïðèìå÷àòåëüíî, ÷òî â îòëè÷èå îò
ðåïåðòóàðà êîëëåêòèâîâ ïîñò-ôîëüêëîðà, ãäå ìåëîäèè ýòíè÷åñêîé ìó-
çûêè â áîëüøèíñòâå ñëó÷àåâ èñïîëíÿþòñÿ êàê öèòàòû, â ðåïåðòóàðå ãðóïï
ðîê-ìóçûêè îíè ïåðåäàþòñÿ â âèäå ñâîáîäíûõ ïàðàôðàç, îäíàêî, ñîõðà-
íÿÿ ñâîè îñíîâíûå ÷åðòû.

Èñïîëíåíèå âñåõ ýòíè÷åñêèõ ïåñåí è ñóòàðòèí îñíîâàíî íà ïîñòîÿí-
íîé ðèòìèêå ðîê-ìóçûêè. Ðèòì ïîääåðæèâàåòñÿ ýëåêòðè÷åñêèìè è àêó ñòè-
÷åñêèìè ãèòàðàìè, ýëåêòðîííûìè êëàâèøíûìè, à èíîãäà è ýòíè÷åñêèìè
èíñòðóìåíòàìè êàíêëåñ. Õàðàêòåðíîé ÷åðòîé èñïîëíåíèÿ ýòíè÷åñêèõ
ïåñåí è ñóòàðòèí êîëëåêòèâàìè ðîê-ìóçûêè ÿâëÿþòñÿ èíñòðóìåíòàëü-
íûå èìïðîâèçàöèîííûå âñòóïëåíèÿ, ïðîèãðûøè è îêîí÷àíèÿ, ãäå çâó-
÷àò íå òîëüêî ýëåêòðè÷åñêèå ãèòàðû, íî è êàíêëåñ, ñêðèïêà, ëóìçäÿëèñ.

Ìåëîäèè îäíîãîëîñíûõ àâòîðñêèõ ïåñåí ãðóïï ôîëê-ðîêà è heavy
metal ñ ìåëîäèêîé ëèòîâñêîé ýòíè÷åñêîé ìóçûêè ïðàêòè÷åñêè íå ñâÿ-
çàíû. Äëÿ íèõ õàðàêòåðíû èíòîíàöèè ìèðîâîé ðîê-ìóçûêè, îñíîâàí-
íûå íà íåñëîæíîì ïîâòîðåíèè íåñêîëüêèõ çâóêîâ ðàçíîé âûñîòû, äî-
âîëüíî ñòàòè÷åñêàÿ è ìàëîâûðàçèòåëüíàÿ ðèòìèêà. Íåáîëüøàÿ ÷àñòü ýòèõ
ïåñåí ñâÿçàíà ñ ìåëîäèêîé ëèòîâñêèõ íàðîäíûõ ðîìàíñîâ. Çàìåòíî, ÷òî
òàêèå ïåñíè çíà÷èòåëüíî âûðàçèòåëüíåå; áîëåå îäóøåâëåííûìè ÿâëÿ-

7 Dienoraðtis [...], p. 11–13, 15–16, 23.
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þòñÿ è èõ òåêñòû, â íèõ âûðàæàåòñÿ ëþáîâü ê oò÷èçíå, ñòðåìëåíèå ê ãå-
ðîè÷åñêîìó ñàìîïîæåðòâîâàíèþ è äðóãèå îáùå÷åëîâå÷åñêèå ìîòèâû.

Îñîáîé ìîíîòîííîñòüþ è ñòàòèêîé âûäåëÿþòñÿ ìåëîäèè ðåïåðòóàðà
ãðóïï pagan metal. Â áîëüøèíñòâå ñëó÷àåâ îíè îäíîãîëîñíûå, ðå÷èòà-
òèâíûå, áîëåå áëèçêè ê ìåëîäåêëàìàöèè, íåæåëè ê ïåíèþ. Ìåëîäèè ñîñòîÿò
èç ïîñòîÿííî ïîâòîðÿåìûõ äâóõ-òðåõ çâóêîâ, èñïîëíÿåìûõ â áîëüøèí-
ñòâå ñëó÷àåâ «ãîðëîâûìè» ãîëîñàìè, ñîïðîâîæäàåìûõ ðàçíûìè âûêðè-
êàìè. Ïîðîé ñëîæíî ðàçîáðàòü è ñëîâà ìóçûêàëüíûõ ïðîèçâåäåíèé, òðóäíî
îïðåäåëèòü, íà êàêîì ÿçûêå îíè èñïîëíÿþòñÿ. È òîëüêî ïî íàçâàíèÿì
ýòèõ ñî÷èíåíèé ìîæíî ó ñòàíîâèòü, ÷òî â íèõ âûðàæàåòñÿ ñòðåìëåíèå ê
èçîáðàæåíèþ ìèôîëîãè÷åñêèõ ñóùåñòâ, ÿçû÷åñêèõ îáðÿäîâ, ìîòèâîâ
ãåðîè÷åñêîãî ïðîøëîãî, ïåðñîíàæåé ëèòîâñêîãî ôîëüêëîðà è ëåãåíä 8.

Ðåïåðòóàð ãðóïï pagan metal, áåç âñÿêîãî ñîìíåíèÿ, ïðîäîëæàåò ìèðî-
âûå òðàäèöèè heavy metal (òÿæåëîãî ðîêà), êîòîðîìó ñâîéñòâåííû «“ìå-
òàëëè÷åñêàÿ” ñèìâîëèêà, ãðîáû, êðåñòû [...], ôîðñèðîâàííûé çâóê èí-
ñòðóìåíòîâ, èñòåðè÷åñêèå âûêðèêè èñïîëíèòåëåé, èõ îñîáîå ïîâåäåíèå,
âîñõâàëåíèå ñàòàíû â òåêñòàõ ïåñåí» (Avramecs, Muktupâvels 2000: 243).

Äèàãðàììà ¹ 4. Ñîîòíîøå íèå çàïèñåé êîëëåêòèâîâ ðîê-ìóçûêè ñ
ýòíè÷åñêîé è ïîïó ëÿðíîé ìóçûêîé (1993–2012 ãã., â ïðîöå íòàõ)

8 Dienoraðtis [...], p. 18–22.
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Èç äèàãðàììû ¹ 4 î÷åâèäíî, ÷òî áîëüøå âñåãî ñî ñâîéñòâàìè ýòíè-
÷åñêîé ìóçûêè ñâÿçàí ðåïåðòóàð òåõ êîëëåêòèâîâ ðîê-ìóçûêè, êîòîðûå
ñåáÿ èìåíóþò ãðóïïàìè ôîëê-ðîêà,  world music è ìîäåðíèçèðîâàííîãî
ôîëüêëîðà. Ñâîéñòâà ýòíè÷åñêîé ìóçûêè ïðîñìàòðèâàþòñÿ ïî÷òè â
28 ïðîöåíòàõ èõ çàïèñåé. Ýòè êîëëåêòèâû îêîëî 62 ïðîöåíòîâ ñâîåãî
ðåïåðòóàðà èñïîëíÿþò â ñòèëå ðîê-ìóçûêè, îäíàêî çàìåòíà è ñòèëèñòè-
êà äèñêî è êàíòðè (ñîîòâåòñòâåííî, îêîëî 6 è 4 ïðîöåíòîâ), âûðàæàþ-
ùàÿñÿ â îñíîâíîì â èñïîëüçîâàíèè ïîñòîÿííîãî ó ñèëåííîãî ðèòìà è
ìíîãî÷èñëåííûõ èìïðîâèçàöèÿõ, èñïîëíÿåìûõ íà ýòíè÷åñêèõ è îáùå-
êóëüòóðíûõ ìóçûêàëüíûõ èíñòðóìåíòàõ.

Êàê ïîêàçàë àíàëèç, ðåïåðòóàð ãðóïï pagan metal ñâÿçåé ñ ýòíè÷åñ-
êîé ìóçûêîé ïðàêòè÷åñêè íå èìååò , îäíàêî â 2 ïðîöåíòàõ ñëó÷àåâ ìîãóò
îòìå÷àòüñÿ ïàðàëëåëè â ïðîãðàììíîñòè èñïîëíÿåìûõ ñî÷èíåíèé. Ò î æå
ñàìîå ìîæíî ñêàçàòü è î 2 ïðîöåíòîâ ñâÿçåé ñî ñòèëåì êàíòðè, ïîñêîëüêó
ýòè ãðóïïû èñïîëüçóþò òðàäèöèîííûå êàíêëåñ è èãðàþò èìïðîâèçàöèè
íà ýòîì èíñòðóìåíòå. Îñíîâíàÿ ÷àñòü ðåïåðòóàðà (îêîëî 96 ïðîöåíòîâ)
ãðóïï pagan metal – ïðèìåðû ìèðîâîé ìóçûêè heavy metal, ëèøü îáîãà-
ùåííûå ñèìâîëàìè ëèòîâñêîãî ôîëüêëîðà è ëåãåíä. Àíàëèç çàïèñåé
ãðóïïû Òàíäåðòåéë, ïðåäñòàâèòåëÿ íàïðàâëåíèÿ heavy metal, ïîêàçûâàåò,
÷òî ñâÿçü ñ ëèòîâñêèì ïåñåííûì ôîëüêëîðîì, ïðàâäà, äîâîëüíî ïîçäíèì –
ëèòåðàòóðíûì, âñå-òàêè ñóùåñòâóåò è çàìåòíà ïðèìåðíî â 8 ïðîöåíòàõ
çàïèñåé. Òî æå ñàìîå ìîæíî ñêàçàòü è î ñâÿçè ñ ìóçûêîé êàíòðè, ïî-
ñêîëüêó Òàíäåðòåéë èñïîëüçó åò ñîâðåìåííóþ ìîäèôèöèðîâàííóþ áèð-
áèíå (èíñòðóìåíò òèïà æàëåéêè) è ïðèáåãàåò ê ðàñøèðåííûì èíñòðó-
ìåíòàëüíûì èìïðîâèçàöèÿì, õàðàêòåðíûì êàíòðè-ìóçûêå.

Ñâÿçü çàïèñåé êîëëåêòèâîâ ôîëê-äæàçà è world music
ñ ýòíè÷åñêîé ìóçûêîé

Êàê ïîêàçàë àíàëèç îòîáðàííîãî ðåïåðòóàðà, 32 èç èñïîëíÿåìûõ
34 ëèòîâñêèõ ýòíè÷åñêèõ ïåñeí (58 ïðîöåíòîâ âñåõ ïðîèçâåäåíèé) ÿâëÿ-
þòñÿ îäíîãîëîñíûìè, äâà – ìíîãîãîëîñíûìè. Íåñêîëüêî îäíîãîëîñíûõ
ïåñåí Äçóêèè èñïîëíÿþòñÿ â ñîïðîâîæäåíèè âòîðîãî ãîëîñà, êîòîðûé â
çàïèñÿõ âåäåò òà æå èñïîëíèòåëüíèöà. Îñòàëüíûå øåñòü îäíîãîëîñíûõ
ïðîèçâåäåíèé áîëåå áëèçêè íå ê ýòíè÷åñêèì èëè àâòîðñêèì ïåñíÿì, à ê
âîêàëüíûì ïðîèçâåäåíèÿì ñîâðåìåííîé àêàäåìè÷åñêîé ìóçûêè. Ñî ñòè-
ëèñòèêîé world music è ôîëê-äæàçîì èõ ñâÿçûâàåò íå ñàìà ìåëîäèêà, à
ïîñòîÿííîe ïîâòîðeíèå íåñêîëüêî ñëîâ èëè èõ ñî÷åòàíèé (õàðàêòåðíî
äëÿ ýòíè÷åñêèõ è ëèòåðàòóðíûõ ïåñåí), â òî æå âðåìÿ âëèÿíèå àêàäå-
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ìè ÷åñêîé ìóçûêè îòðàæàåò ìèíèìàëèñòñêèé ñòèëü, óòâåðäèâøèéñÿ â
òâîð÷åñòâå ëèòîâñêèõ êîìïîçèòîðîâ ñ 70-õ ãîäîâ XX âåêà.

Îäíîãîëîñíûå ýòíè÷åñêèå ïåñíè è àíàëîãè÷íûå âîêàëüíûå ïðîèç-
âåäåíèÿ èñïîëíÿþòñÿ ñ èíñòðóìåíòàëüíûì ñîïðîâîæäåíèåì â ðèòìàõ
ñâèíãà äæàçîâîé ìóçûêè, à òàêæå áèã-áèòà, ôîëê-ðîêà, èíîãäà – ìóçûêè
ñòèëÿ äèñêî. Áîëåå ñâîáîäíîé ðèòìèêè, õàðàêòåðíîé äëÿ òàê íàçûâàå-
ìûõ íàïðàâëåíèé ïðîõëàäíîãî , ñâîáîäíîãî  è ñìåøàííîãî  ïðîãðåññèâíîãî
äæàçà (Avramecs, Muktupâvels 2000: 210–214) ïðè ýòîì íå íàáëþäàåòñÿ.
Îòñóòñòâóåò è ñâîéñòâåííàÿ îäíîãîëîñíûì ýòíè÷åñêèì ïåñíÿì ñâîáîä-
íàÿ ðèòìè÷åñêàÿ ïóëüñàöèÿ.

Ñ òàêèì æå èíñòðóìåíòàëüíûì ñîïðîâîæäåíèåì è â òîì æå ðèòìå
èñïîëíÿþòñÿ è ìíîãîãîëîñíûå ýòíè÷åñêèå ïåñíè.

Ïÿòü èíñòðóìåíòàëüíûõ ïðîèçâåäåíèé îñíîâàíû íà èìïðîâèçàöèè
ìåëîäèé ñóòàðòèí, îñòàëüíûå 13 – íà èìïðîâèçàöèè íà òåìû ëèòîâñêîé
è ìèðîâîé ýòíè÷åñêîé ìóçûêè.

Ìåëîäèè ýòíè÷åñêèõ ïåñåí, êàê è â ñëó÷àå ñ ðåïåðòóàðîì êîëëåêòèâîâ
ïîñò-ôîëüêëîðà, èñïîëíÿþòñÿ ÷àùå âñåãî êàê öèòàòû, à íå êàê ïàðàôðàçû ,
êàê ýòî îòìå÷àëîñü â èñïîëíåíèè ýòèõ ïåñåí ãðóïïàìè ðîê-ìóçûêè. Ñî-
õðàíÿþòñÿ è èõ òåêñòû, ðàäè ýòîãî îòñóòñòâóåò îäíà èç îñíîâíûõ ÷åðò
ñòèëèñòèêè äæàçà – âîêàëüíûå èìïðîâèçàöèè. Âìåñòî ýòîãî çâó÷àò èí-
ñòðóìåíòàëüíûå èìïðîâèçàöèè. Èñïîëüçóþòñÿ òðàäèöèîííûå äëÿ ñî-
âðåìåííîãî èñïîëíåíèÿ ñèíòåçàòîðû, ýëåêòðè÷åñêèå è àêó ñòè÷åñêèå
ãèòàðû, ñàêñîôîí, ôîðòåïèàíî, óäàðíûå, à òàêæå ýòíè÷åñêèå (êàíêëåñ,
ëóìçäÿëèñ, áèðáèíå, ñêóäó÷ÿé ëèáî ìíîãîñòâîëüíàÿ ôëåéòà) è îáùåêóëü-
òóðíûå èíñòðóìåíòû (ñêðèïêà, ãóáíàÿ ãàðìîíü).

Íà äèàãðàììå ¹ 5 ïîêàçàíî, ÷òî ðåïåðòóàð êîëëåêòèâîâ è èñïîë-
íèòåëåé ôîëê-äæàçà è world music ñâÿçàí ñ ëèòîâñêîé ýòíè÷åñêîé ìóçû-
êîé ïðèìåðíî òàê æå, êàê è ðåïåðòóàð ïîñò-ôîëüêëîðà. Ñâÿçè ñ ýòíè÷åñ-
êîé ìóçûêîé îòìå÷àþòñÿ ïî÷òè â 93–97 ïðîöåíòàõ ðåïåðòóàðà. Îäíàêî
â îòëè÷èå îò ðåïåðòóàðà êîëëåêòèâîâ ïîñò-ôîëüêëîðà, â ïðîèçâåäåíèÿõ
îáåèõ ãðóïï ïîïóëÿðíîé ìóçûêè î÷åâèäíû ñâÿçè è ñ ýòíè÷åñêîé ìóçû-
êîé äðóãèõ ìèðîâûõ êóëü òóð. Î÷åâèäíî òàêæå, ÷òî â ðåïåðòóàðå îáîèõ
íàïðàâëåíèé ÿðêî îòðàæåíà è ñòèëèñòèêà ñîâðåìåííîãî ïðîãðåññèâíîãî
äæàçà – îò 76 ïðîöåíòîâ â world music äî 97 ïðîöåíòîâ â ôîëê-äæàçå,
áëàãîäàðÿ ÷åìó âñå óïîìÿíóòûå êîëëåêòèâû è èñïîëíèòåëè, íåçàâèñèìî
îò òîãî, êàê îíè ñåáÿ íàçûâàþò , äîëæíû áûòü ïðè÷èñëåíû ê ðàçðÿäó ïðåä-
ñòàâèòåëåé äæàçîâîé ìóçûêè.
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Äèàãðàììà ¹ 5.  Ñîîòíîøå íèå çàïèñåé êîëëåêòèâîâ ôîëê-äæàçà è
world music  ñ ýòíè÷åñêîé è ïîïó ëÿðíîé ìóçûêîé

(1996–2012 ãã., â ïðîöå íòaõ)

Âìåñòå ñ òåì âûÿâëÿåòñÿ, ÷òî ñâÿçè ñî ñòèëèñòèêîé ðîêà è ìóçûêè
äèñêî äîâîëüíî íåñóùåñòâåííû – ñîîòâåòñòâåííî, ëèøü 4 ïðîöåíòîâ â
ðåïåðòóàðå world music è 8 ïðîöåíòîâ â ìóçûêå ôîëê-äæàçà. Áîëåå çà-
ìåòíà ñâÿçü ñî ñòèëåì êàíòðè (îêîëî 18 ïðîöåíòîâ ðåïåðòóàðà world
music). È òîëüêî îêîëî 2 ïðîöåíòîâ ìóçûêè ôîëê-äæàçà ìîãóò áûòü
îòíåñåíû ê ýòîìó ñòèëþ, ÷òî ÿâëÿåòñÿ ñîâåðøåííî íåñóùåñòâåííîé ÷åð-
òîé âñåãî àíàëèçèðîâàííîãî ðåïåðòóàðà 9.

Èç ýòîãî ìîæíî ñäåëàòü âûâîä, ÷òî íàïðàâëåíèÿ ôîëê-äæàçà è world
music â ñâîåé äåÿòåëüíîñòè îñíîâûâàþòñÿ ïðàêòè÷åñêè íà âñåõ îñîáåí-
íîñòÿõ ïîïóëÿðíîé ìóçûêè, ó ñïåøíî ñîâìåùàÿ èõ ñ ýòíè÷åñêîé ìóçûêîé.

Âûâîäû

Àíàëèç çàïèñåé ïîïóëÿðíîé ìóçûêè 1993–2012 ãîäîâ è èõ ñðàâíå-
íèå ñ àðõèâíûìè è ñîâðåìåííûìè ôîëüêëîðíûìè çàïèñÿìè ëèòîâñêîé
ýòíè÷åñêîé ìóçûêè ïîêàçûâàåò , ÷òî â ðåïåðòóàðå êîëëåêòèâîâ ïîïóëÿð-
íîé ìóçûêè ýòíè÷åñêàÿ ìóçûêà çàíèìàåò çíà÷èòåëüíîå ìåñòî, îäíàêî
÷àùå èñïîëíÿþòñÿ ïåñíè, à èíñòðóìåíòàëüíàÿ ìóçûêà – ðåæå.

9 Dienoraðtis [...], p. 27.
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Ïðåîáëàäàåò íàñëåäèå Äçóêèè, ôîëüêëîðó îñòàëüíûõ ðåãèîíîâ óäå-
ëÿåòñÿ ìåíüøå âíèìàíèÿ. Èñïîëíÿþòñÿ è íàðîäíûå ðîìàíñû, à òàêæå
ëèòåðàòóðíûå ïåñíè. Æàíðîâàÿ è ðåãèîíàëüíàÿ çàêîíîìåðíîñòü ïî÷òè
ïîëíîñòüþ îòâå÷àåò ïðèíöèïàì ðåïåðòóàðà ôîëüêëîðíûõ àíñàìáëåé.

Ìåëîäèè ýòíè÷åñêîé ìóçûêè â ðåïåðòóàðå êîëëåêòèâîâ ïîñò-ôîëü-
êëîðà, ôîëê-äæàçà è world music ÷àùå âñåãî èñïîëíÿþòñÿ êàê öèòàòû, â
òî âðåìÿ êàê ãðóïïû ðîê-ìóçûêè øèðîêî èñïîëüçóþò ïàðàôðàçû ìåëî-
äèé è ôðàãìåíòû òåêñòîâ ïåñåí, ñòðåìÿñü ïåðåäàòü ìèôîëîãè÷åñêèå è
ëåãåíäàðíûå îáðàçû èñòîðè÷åñêîãî ïðîøëîãî.

Èñïîëíåíèå ýòíè÷åñêîé ìóçûêè ó ñïåøíî ñîâìåùàåòñÿ ñ ñîâðåìåí-
íûìè ñðåäñòâàìè ïîïóëÿðíîé ìóçûêè, áëàãîäàðÿ ÷åìó ðåïåðòóàð êîë-
ëåêòèâîâ âñåõ ïðîàíàëèçèðîâàííûõ íàïðàâëåíèé ïîïóëÿðíîé ìóçûêè
ñòàíîâèòñÿ áîëåå ïðèâëåêàòåëüíûì.

Íåñìîòðÿ íà âëèÿíèå ñðåäñòâ è çâóêîâûõ òåõíîëîãèé íà ñîâðåìåí-
íóþ ïîïóëÿðíóþ ìóçûêó , ñòèëåâûå è ëàäîâûå ñâîéñòâà ëèòîâñêîé ýòíè-
÷åñêîé ìóçûêè ñîõðàíÿþòñÿ è ïåðåäàþòñÿ äîâîëüíî ó ñïåøíî, ÷òî ïî-
çâîëÿåò ñ÷èòàòü ðåïåðòóàð êîëëåêòèâîâ ïîïóëÿðíîé ìóçûêè ñîñòàâíîé
÷àñòüþ ðàçâèòèÿ äâèæåíèÿ ýòíè÷åñêîé ìóçûêè.

Ethnic Music in the Repertoire of Lithuanian Groups of
Popular Music at the End of the 20th Century –

the Beginning of the 21st Century: Musical Aspects

Romualdas Apanavièius

Summary

The paper presents the description of the research results of the project
Ethnic Music Revival Movement in Lithuania from the 1960s to the 2010s
carried out at Vytautas Magnus University in 2011–2015. The research was
funded by the European Social Fund under the Global Grant measure
(Nr. VP1-3.1-ÐMM-07-K-01-161).

The problems with the reflection of the musical features of ethnic music
in the repertoire of the collectives of popular music at the end of the 20th

century – the beginning of the 21st century are analysed on the basis of 376
contemporary sound records from the years 1993–2012. The characteristics
of ethnic music have been utilized by the 5 Lithuanian post-folklore, 4 folk-
rock, 3 ‘pagan’ metal, 1 heavy metal, 3 folk-jazz and world music collectives
founded since the restoration of Lithuanian independence.
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There were 155 records of post-folklore, 186 – of the groups playing
folk-rock and 58 examples of music played by folk-jazz and world music
collectives.

Taking the melodic and rhythmic elements of ethnic or late ‘literary’
music as the basis, these ensembles inter-weave them with the rhythms and
harmonies of contemporary music, adding electronic music instruments.

The repertoire of post-folklore collectives is based mainly on the melodies
of folk songs (61%) and dances (34%) which are performed using the means
of disco (60–63% of the songs performed), rock (25–37%) and country
(10–15% of songs and about 85% of dances) music. Polyphonic sutartinë
are of about 5% of the repertoire of these collectives. This kind of ethnic
music is mostly performed using the means of disco music (about 75%)
(Diagram No. 3).

Melodies of folk songs and dances make a noticeable part in the music
of folk-rock (about 34%), folk-jazz and world music groups (about 70%).

The analysis of the styles of folk songs used in the repertoire of these
groups reveals that the prevailing style is monophony (about 60%), while
the polyphony makes about 40%. About 35–37% of parallel and more than
30–33% of monody songs, 47% samples of vocal and instrumental poly-
phony and even 84% of instrumental dance music performed by the collecti-
ves of post-folklore correspond to the traditional styles of folk music (Diagram
No. 1). However, the coordination of the modes of the revived repertoire of
post-folklore and the modes of traditional music is less successful, because
the main part of the records is performed on the way of temperation. For
this reason, only about 33–35% of the modes of the parallel songs and
about 25–28% of the modes of the monody and sutartinë correspond to the
modes of the traditional ethnic music (Diagram No. 2).

Melodies of ethnic music in the repertoire of the post-folklore, folk-jazz
and world music groups are mostly performed in the authentic way, like
quotations, though these melodies in the records of the collectives of rock
music are interpreted as paraphrases. In the music of the groups of ‘pagan’
metal, which are the representatives of the ‘heavy metal’ branch of world
rock music, one can find the fragments of the texts of Lithuanian folk songs,
as well as folklore and mythological images that represent the motifs of
ethnic, cultural and social history.

In general, the connection with the traditions of folk performance and
intonation are noticeable in about 84% of post-folklore (Diagram No. 3),
about 28% of folk-rock (Diagram No. 4) and in about 97% repertoire of
folk-jazz and world music (Diagram No. 5) groups of popular music.
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Having done the research, it is possible to draw the conclusion that all
the mentioned groups of Lithuanian popular music have a close connection
with the heritage of folk music traditions, because a noticeable part of the
repertoire of these collectives is based on the features of ethnic music. The
means of contemporary music, namely the use of electronic musical instru-
ments while performing folk melodies, are the features of the current point
of view on the traditions and modernity which are characteristic of the deve-
lopment of popular music in other countries.

Key words: Lithuania, ethnic music, popular music, rock, jazz, folklore.
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Music of Mournful Lamentations  in Latvia:
Local or Non-Local Tradition?

Dr. Ethnology  Alfonsas Motuzas
Professor at Vytautas Magnus University, Kaunas

Introduction

While working in the universities of Latvia and attending Catholic
churches during Lent, the author has heard time and again the singing of the
Mournful Lamentations  (Rûgtas asaras – in Latvian). It is noticeable that in
Latvia the melodies are different from the Lithuanian ones. This fact has led
to the question: why do the melodies differ and what has influenced it? In
order to answer the question, the published literature and sources were used:
in Latvia, besides liturgical prayer and hymnal books Teicit Kungu (1990:
58–70) and Slavçjiet Kungu (1994: 64–78) and a canticle book Teicit Kungu
(1986: 59–66), other sources about the Mournful Lamentations  were not
found. In Lithuania, the music of the Mournful Lamentations  is discussed in
the textbook for higher education establishments Katalikø liaudies pamal-
dumo praktikos Lietuvoje (“Practices of Catholic Folk Devotion in Lithu-
ania”) written by the author of this article (Motuzas 2005). The melodies of
these canticles are thoroughly presented in Polish the hymnal books Úpiewnik
koúcielny (Siedlecki 1994: 776–780), Úpiewnik liturgiczny (1998: 494–498)
and Abba – Ojcze (2005: 298–302).

Having considered the above mentioned materials, the music of the can-
ticles of the Mournful Lamentations  was chosen as the object of the research.

The aim of the research: to analyse the music of the Mournful Lamentations .
The objectives of the research:

— briefly present the historical origin of the devotional practice of the
Mournful Lamentations ;

— present the musical examples of Latvian, Lithuanian and Polish canticles
of the Mournful Lamentations ;

— carry out the comparative analysis of the presented melodies;
— draw conclusions.

The hypothesis of the research: the music of the Mournful Lamentations
in Latvia is not of local origin; it is borrowed and mixed with local traditional
tunes.

The methodology of the research: retrospective analysis, synthesis and
comparative analysis.
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The origin of the devotional practice of
the Mournful Lamentations

The Mournful Lamentations  are one of Catholic Church’s Additional
prayers or the practice of folk devotion. They are sung during Lent before or
after the Holy Mass in churches, churchyards, open spaces near crosses, or
at home. In the Latvian language, this devotional practice is called Rûgtas
asaras, but in Eastern Latvia – Latgale – Ryugtôs sôpes.

The historical data show that the pioneers of devotional practice of the
Mournful Lamentations  are the Poles who created the genre of the Passion
called ‘lamentations’ (‘lamento’ in Italian means ‘lament’ or ‘weep’) for Lent
in the 15th century (Droga Krzyýowa 1987: 26). In 1616, in Kalwaria Zebrzy-
dowska (10 km from Krakow), a chapel called Gorskie ýale (Mournful
Lamentations) was built on the Way of the Cross with its own dedicated
prayer and canticle (Chadam 1984: 12). Soon after that the brotherhood of
St. Roch established at the Church of St. Cross in Warsaw by the bishop of
Poznan Stepan Wierzbowski began to spread the cult of the Mournful Lamen-
tations all over Poland (Vaiðnora 1958: 77). At the end of the 18th century,
Pope Pius VI and at the beginning of the 19th century Pope Pius VII confirmed
this devotional practice for Poland, Lithuania and Latvia (Encyklopedia Kato-
licka 1989: 1310). It shows that the Mournful Lamentations  devotional
practice originates in Poland.

The structure of the Mournful Lamentations  is comprised of three parts.
All three parts share the same Hymn (Rûgtas asaras – in Latvian) of the
beginning. After that a reading is read, which provides the theme for reflection
and the intention. The reading is followed by a canticle, the hymn Lai þâlums
rûnâs. Then follows the lament Rauda Jezus, brîsmeigai krysta nôvei, the
final part of which is In Excelsis Deo (Esi sveicynôts – in Latgalian). After it
a canticle dedicated to the Mother of God Mary is sung (Ak, es Môte). The
Mournful Lamentations  end with the Hymn Tu, kurs par mums esi cîtis
(Teicit Kungu 1986: 59–66).

Considering this structure we can see that its core is comprised of can-
ticles. Therefore, let us look closer at the music of the Mournful Lamentations .

The music of the Mournful Lamentations

The Mournful Lamentations  are a dramatized reflection of the Passion
of Christ weaved with music. Since this reflection takes place during Lent,
musical instruments are not used for its performance (Liturgijos apþvalga
1996: 74).
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While discussing the music of these canticles, it is necessary to review
their origin. For this purpose we will note the original orthography: the
Mournful Lamentations  are called Rûgtas asaras in Latvia, Gorskie ýale in
Poland and Graudûs verksmai in Lithuania.

The first canticle of the Mournful Lamentations  is the Hymn of the
beginning (Rûgtas asaras – in Latvian, Ryugtôs sôpes – in Eastern Latvia).
Polish Encyklopedia Katolicka indicates that the lyrics and the melody of
this canticle are of the 18th century Polish origin (Encyklopedia Katolicka
1989: 1310).

Example 1. Latvian melody Ryogtôs sôpes: the Hymn of the beginning
(Teicit Kungu  1986: 60)

Example 2. Polish melody Gorskie ýale: the Hymn of the beginning
(Siedlecki 1994: 776)
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Example 3. Lithuanian melody Graudûs verksmai:
the Hymn of the beginning (Motuzas 2005: 60)

It is obvious that Polish and Lithuanian melodic lines are the same,
only the tonalities are different, while Latvian one is completely original.
This allows denying the proposition of Encyklopedia Katolicka that the
melody of this canticle is of Polish origin from the 18th century.

The second canticle of the Mournful Lamentations  is the Hymn. Encyklo-
pedia Katolicka also notes that the lyrics and the melody of this canticle are
of the 18th century Polish origin (Encyklopedia Katolicka 1989: 1310).

It is obvious that the examples of Latvian and Polish melodies are almost
identical, except that Latvian is at times more vivid. Also their tonalities are
different. The Latvian melody is original in its tune and rhythm. The analysis
of the melodies of these canticles reveals that the Latvian melody is a copy
of the melody of Polish canticle combined with the local tunes.

Example 4. Latvian melody of the canticle Lai þâlums rûnâs
from Rûgtas asaras (Teicit Kungu  1986: 61)
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Example 5. Polish melody of the canticle Ýal duszæ úciska
from Gorskie ýale (Siedlecki 1994: 777)

Example 6. Lithuanian melody of the canticle Giesmë
from Graudûs verksmai (Motuzas 2005: 60)
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The third canticle of the Mournful Lamentations  is the Lament. Polish
musicologists agree that this canticle originates from Latin Gregorian chant,
which, together with Christianity, reached Poland and later Lithuania and
Latvia (Motuzas 2005: 59).

We can see that Polish and Lithuanian melodies are almost the same.
They are of Latin Gregorian chant type and differ in tonalities. The Latvian
melody is original.

Example 7. Latvian melody of the canticle Jezus, brîsmeigai krysta nôvei
from Rûgtas asaras (Teicit Kungu  1986: 62)

Example 8. Polish melody of the canticle Jezu, na zabicie
from Gorskie ýale (Siedlecki 1994: 778–779)
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Example 9. Lithuanian melody of the canticle Rauda
from Graudûs verksmai (Motuzas 2005: 61)

The final part of the canticle Lament is In Excelsis Deo. The Polish
hymnal books state that it is of the 18th century Polish origin (Abba – Ojcze
2005: 298).

Having compared the examples of this canticle we can see that Latvian
and Polish melodies are almost identical. The Latvian melody is mixed with
local tunes that are revealed by a peculiar rhythm and tonality. The Lithuanian
melody is original.

Example 10. Latvian melody of the canticle Esi sveicynôts
from Rûgtas asaras (Teicit Kungu  1986: 63)
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Example 11. Polish melody of the canticle Bàdê pozdrowiony
from Gorskie ýale (Siedlecki 1994: 780)

Example 12. Lithuanian melody of the canticle Garbë Tau, Jëzau
from Graudûs verksmai (Motuzas 2005: 61)
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The fifth canticle of the Mournful Lamentations  is dedicated to the
Mother of God Mary. In the Polish hymnal books this canticle is presented
as a ‘lamentation’. At the beginning of this article we have mentioned that
the pioneers of the devotional practice of the Mournful Lamentations  are
the Poles who created this genre of the Passion for Lent in the 15th century
(Droga Krzyýowa 1987: 26).

Example 13. Latvian melody of the canticle Ak, es Môte
from Rûgtas asaras (Teicit Kungu  1986: 64)

Example 14. Polish melody of the canticle Ach, ja Matka tak ýaùosna
from Gorskie ýale (Siedlecki 1994: 780)
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Example 15. Lithuanian melody of the canticle Skundas
from Graudûs verksmai (Motuzas 2005: 62)

We can see that all these melodies are similar but their rhythms and
tonalities differ, which shows that the Latvian melody is of Polish origin but
mixed with local tunes.

The Mournful Lamentations  end in the Hymn of the ending. The histo-
rical sources mention that the author of its lyrics and music is thought to be
the Pole Wladyslaw from Goleniow (Vaiðnora 1958: 173).

The analysis of the melodies shows that the Latvian canticle is in minor;
it starts with the major dominant, ends in the first degree and its rhythm is
4/4 and 6/4. The Polish melody is shorter. It is in minor and of Gregorian
chant type. The Latvian and the Polish melodies are similar. The Lithuanian
one is original and distinctive. The melody of Latvian canticle is of Polish
origin mixed with local tunes.

Example 16. Polish melody of the canticle Któryú z anas cierpiaù rany
from Gorskie ýale (Siedlecki 1994: 124)
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Example 17. Latvian melody of the canticle Tu, kurs par mums esi cîtis
from Rûgtas asaras (Teicit Kungu  1986: 65)

Example 18. Lithuanian melody of the canticle Kurs uþ mus kaltus
kentëjai from Graudûs verksmai (Motuzas 2005: 62)
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Conclusions

The research allows drawing the following conclusions:
— The Catholic folk devotional practice of the Mournful Lamentations

and Latvian melodies of its canticles has originated in Poland.
— Having reviewed Latvian, Lithuanian and Polish melodies of the canticles

of the Mournful Lamentations  we can see that four of the Latvian can-
ticles are of Polish origin mixed with local tunes, and two are of Latvian
origin.
The conclusions justify the hypothesis that Latvian music of the Mournful

Lamentations is not of local origin; it is borrowed and mixed with local tunes.

Rûgto asaru mûzika Latvijâ –
lokâla iezîme vai plaðâka mçroga fenomens?

Alfons Motuzs

Kopsavilkums

Rûgto asaru dziedâjumus atskaòo tikai Latvijâ, Lietuvâ un Polijâ. To
pamatâ ir katoïu lûgðanu teksti, un ðo tradîciju sâkotnçji iedibinâja poïu
mûki, 15. gadsimtâ radot îpaðu sçru dziesmu þanru. Latvijâ rûgto asaru
dziedâjumus izpilda pirms un pçc mesas Lielâ Gavçòa laikâ – baznîcâs, baz-
nîcu dârzos, pie krustiem, mâjâs. Kopumâ ir seði rûgto asaru dziedâjumi.
Tomçr svarîgi rast atbildi uz jautâjumu: vai tie atspoguïo lokâlu Latvijas
tradîciju, vai tomçr aizgûti no ârpasaules?

Raksta mçríis bija izpçtît rûgto asaru mûzikas iezîmes. No tâ izrietçja
raksta uzdevumi:
— aplûkot daþâdus rûgto asaru dziedâjumu piemçrus,
— veikt to salîdzinoðu analîzi,
— sniegt rezumçjumu par ðo dziedâjumu îpatnîbâm.

Pçtîjuma rezultâti rosinâja ðâdus secinâjumus:
— latvieðu rûgto asaru lûgðanu tradîcijas un atbilstoðâs mûzikas pirmsâ-

kumi meklçjami Polijâ,
— èetru dziedâjumu melodijas ir poïu cilmes, tomçr vienlaikus tajâs jûtams

latvisks kolorîts,
— divu dziedâjumu melodijas raduðâs Latvijâ.

Secinâjumi apstiprina hipotçzi, ka latvieðu rûgto asaru dziedâjumi nav
lokâlas cilmes, bet aizgûti no Polijas un laika gaitâ ieguvuði latvisku kolorîtu.

Atslçgvârdi: Latvija, reliìija, rûgtâs asaras, nacionâlâs lûgðanu tradîcijas,
mûzika, dziedâjumi.
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Ïðîãðåññèâ-ðîê: ïðîáëåìû ñòèëåâîé
èäåíòèôèêàöèè è ýâîëþöèè

Dr. art. Åëåíà Ñàâèöêàÿ
Ñòàðøèé íàó÷íûé ñîòðóäíèê Ãîñóäàðñòâåííîãî èíñòèòóòà

èñêóññòâîçíàíèÿ, Ìîñêâà

Ïðîáëåìû ðîê-ìóçûêè âûçûâàþò ó ñòîé÷èâûé èíòåðåñ èññëåäîâà-
òåëåé – èñòîðèêîâ, ñîöèîëîãîâ, êóëü òóðîëîãîâ, èñêóññòâîâåäîâ. Âìåñòå
ñ òåì, ýòà îáëàñòü íåàêàäåìè÷åñêîãî èñêóññòâà îñòàåòñÿ îäíîé èç ìàëî-
èçó÷åííûõ, âåäü ðîê-ìóçûêà ñëîæíî ïîääàåòñÿ îáû÷íûì àíàëèòè÷åñ-
êèì ìåòîäàì â ñèëó ñïåöèôèêè ñâîèõ âûðàçèòåëüíûõ ñðåäñòâ è íåó ñ-
òîé÷èâîñòè êàòåãîðèàëüíîãî àïïàðàòà. Àêòóàëüíûìè ïðè èññëåäîâàíèè
ðîêà ñòàíîâÿòñÿ âîïðîñû, ñâÿçàííûå ñî ñòèëåì (íàñóùíûå è äëÿ àêàäå-
ìè÷åñêîãî ìóçûêîçíàíèÿ). Çà áîëåå ÷åì ïÿòèäåñÿòèëåòíþþ èñòîðèþ
ðîê-ìóçûêè â å¸ ðàìêàõ ñëîæèëàñü ðàçâåòâëåííàÿ ñèñòåìà ñòèëåé, ïðî-
öåññ ðàçâèòèÿ êîòîðîé ïðîäîëæàåòñÿ äî ñèõ ïîð. Áîëüøèíñòâî ñòèëåé
ðîê-ìóçûêè, êàê è â äæàçå, îáëàäàþò ñâîèìè õàðàêòåðíûìè êîìïëåêñàìè
ïðèçíàêîâ è îñîáåííîñòåé çâó÷àíèÿ, êîòîðûå áåç îñîáîãî òðóäà ðàçëè-
÷àþòñÿ íà ñëóõ è ñòàíîâÿòñÿ îñíîâîé äëÿ ñòèëåâîé êëàññèôèêàöèè. Ïðè
ýòîì â ñòðóêòóðó ñòèëÿ â ðîê-ìóçûêå, êàê ïðàâèëî, òàêæå âõîäÿò è ðàç-
ëè÷íûå âíåìóçûêàëüíûå ôàêòîðû – íàïðèìåð, èìèäæ èñïîëíèòåëåé,
îñîáåííîñòè ïîâåäåíèÿ íà ñöåíå, âèçóàëüíûå îáðàçû (îôîðìëåíèå îá-
ëîæåê ìóçûêàëüíûõ àëüáîìîâ è òàê äàëåå). Â öåëîì, ñòèëü â ðîê-ìóçûêå
ìîæíî îõàðàêòåðèçîâàòü êàê ñèñòåìó õóäîæåñòâåííîãî ìûøëåíèÿ è ñî-
öèàëüíî-ýñòåòè÷åñêèõ êîíöåïöèé, âîïëîùàåìóþ â êîíêðåòíûõ ôîðìàõ
çâóêîâîãî  ìàòåðèàëà1.

Ñðåäè äåñÿòêîâ ñòèëåé ðîê-ìóçûêè îñîáîå ìåñòî çàíèìàåò ïðîãðåñ-
ñèâ-ðîê. Ýòî íàïðàâëåíèå ñëîæèëîñü íà ðóáåæå 1960–1970-õ ãîäîâ â
Âåëèêîáðèòàíèè è çàòåì ðàñïðîñòðàíèëîñü ïî âñåìó ìèðó . Ïðîãðåññèâ-
ðîê – îäèí èç êëþ÷åâûõ ñòèëåé ðîê-ìóçûêè, îêàçàâøèé çíà÷èòåëüíîå
âîçäåéñòâèå íà å¸ ðàçâèòèå, ðàñøèðåíèå âûðàçèòåëüíûõ ñðåäñòâ, õóäî-
æåñòâåííûõ âîçìîæíîñòåé, âçàèìîäåéñòâèå ñ äðóãèìè ïëàñòàìè ìóçû-
êàëüíîé êóëüòóðû, è ïðè ýòîì ïðàêòè÷åñêè âñåãäà îñòàâàâøèéñÿ âíå çîíû
ìàññîâîé ïîïóëÿðíîñòè. Â ÷èñëå âûäàþùèõñÿ ïðåäñòàâèòåëåé àíãëî-

1 Ýòî îïðåäåëåíèå îïèðàåòñÿ íà èçâåñòíóþ äåôèíèöèþ ñòèëÿ â ìóçûêå, äàí-
íóþ ðîññèéñêèì ìóçûêîâåäîì Ëåî Ìàçåëåì (Ìàçåëü 1979: 7).
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àìåðèêàíñêîãî ïðîãðåññèâ-ðîêà ðàçíûõ ëåò – òàêèå âåñüìà èçâåñòíûå,
îáëàäàþùèå ÿðêîé èíäèâèäóàëüíîñòüþ êîëëåêòèâû, êàê Procol Harum,
King Crimson, Van Der Graaf Generator, ELP, Genesis, Yes, Jethro Tull,
Camel, Caravan, Rush, Marillion , Dream Theater, The Flower Kings è äðó-
ãèå. Ñðåäè ïðîãðåññèâ-ðîêîâûõ ãðóïï ñòðàí Áàëòèè è Ðîññèè ìîæíî
îòìåòèòü Mess, In Spe, Kaseke, Synopsis, Àâòîãðàô, Âåæëèâûé îòêàç,
Äæóíãëè è äðóãèå àíñàìáëè.

Ñàìî îáîçíà÷åíèå ïðîãðåññèâ (àíãë. progressive) ïðîèñõîäèò îò ñëîâ
ïðîãðåññ, ïðîãðåññèâíûé2. Ìóçûêàëüíûé òåðìèí ñ ïðèñòàâêîé ïðîãðåññèâ –
ïðîãðåññèâ-äæàç – èñïîëüçîâàëñÿ â äæàçå óæå â 1940-å ãîäû: åãî èçîáðåë
àìåðèêàíñêèé ïèàíèñò è áýíäëèäåð Ñòåí Êåíòîí ( Stan Kenton) äëÿ îáî-
çíà÷åíèÿ îñîáåííîñòåé çâó÷àíèÿ ñîáñòâåííîãî îðêåñòðà, íåòèïè÷íûõ
äëÿ «òðàäèöèîííîãî» äæàçà. Íî ìåæäó äæàçîâîé è ðîê-èíòåðïðåòàöèÿìè
«ïðîãðåññèâíîñòè» ìíîãî îáùåãî: ñòðåìëåíèå ê íåîáû÷íîñòè çâó÷àíèÿ,
ñëîæíîñòè, íîâèçíå, ýêñïåðèìåíòàëüíîñòè. Âåðíóâøèñü â ìóçûêàëüíûé
ëåêñèêîí â êîíöå 1960-õ, ïîíÿòèå ïðîãðåññèâ â ñòàòüÿõ ðîê-êðèòèêîâ
ïîíà÷àëó îáîçíà÷àëî íåêèå íîâûå, íåîáû÷íûå ýëåìåíòû â ñòèëèñòèêå
è àðàíæèðîâêàõ íåêîòîðûõ ðîê-ãðóïï, è óæå çàòåì çàêðåïèëîñü êàê ñòè-
ëåâîå îïðåäåëåíèå. Ñàìî ÿâëåíèå ïðîäîëæàåò âûçûâàòü áîëüøîé èíòåðåñ
èññëåäîâàòåëåé è â íàøè äíè: íàçîâåì ìîíîãðàôèè Ýäâàðäà Ìàêàíà ( Macan
1997), Ïîëà Õåãàðòè è Ìàðòèíà Õîëëèóýëëà ( Hegarty, Halliwell  2011),
Ýéìåðèêà Ëåðóà (Leroy 2011), The Progressive Rock Handbook («Ïóòåâî-
äèòåëü ïî ïðîãðåññèâ-ðîêó») Äæåððè Ëàêè (Lucky 2008), êíèãè ðîññèéñêèõ
èññëåäîâàòåëåé Àíàòîëèÿ Öóêåðà (Öóêåð 1993), Âàëåðèÿ Ñûðîâà (Ñû-
ðîâ 2008), àâòîðà äàííîé ïóáëèêàöèè (Ñàâèöêàÿ 2015); ñóùåñòâóþò òàê-
æå ñïåöèàëèçèðîâàííûå èíòåðíåò-ïîðòàëû, ðîê-ýíöèêëîïåäèè, æóðíà-
ëû è äð. Îäíàêî äàòü îïðåäåëåíèå ïðîãðåññèâ-ðîêà ââèäó ðàçíîîáðàçèÿ
è îáøèðíîñòè äàííîãî ÿâëåíèÿ – äîñòàòî÷íî ñëîæíàÿ çàäà÷à, êîòîðóþ
ìû ïîïûòàåìñÿ ðåøèòü â õîäå ðàññóæäåíèé íà ïðîòÿæåíèè ýòîé ñòàòüè.

Ïðîãðåññèâ-ðîê èçíà÷àëüíî ñêëàäûâàëñÿ êàê ñèíòåòè÷åñêèé ñòèëü,
àêêóìóëèðóÿ ÷åðòû ðîêà, àêàäåìè÷åñêîé ìóçûêè, äæàçà è ôîëüêëîðà.
Îòëè÷èòåëüíûìè ÷åðòàìè ýòîãî íàïðàâëåíèÿ ñòàëè ñëîæíîñòü è ðàçíî-
îáðàçèå – êîìïîçèöèîííîå, ìóçûêàëüíî-ëåêñè÷åñêîå, îáðàçíî-èäåéíîå.
Ïðîãðåññèâ «ïîâîðà÷èâàåòñÿ ëèöîì» ê êëàññè÷åñêîìó íàñëåäèþ, îò êî-
òîðîãî ðîêåðû äî ýòîãî ïûòàëèñü îòìåæåâàòüñÿ (âñïîìíèì õîòÿ áû èç-

2 Ñîãëàñíî îïðåäåëåíèþ Òîëêîâîãî ñëîâàðÿ ðóññêîãî ÿçûêà Ñåðãåÿ Îæåãîâà è
Íàòàëüè Øâåäîâîé, ïðîãðåññ – ïîñòóïàòåëüíîå äâèæåíèå, óëó÷øåíèå â ïðîöåññå
ðàçâèòèÿ. Ïðîãðåññèâíûé: 1) âåäóùèé èëè ñòðåìÿùèéñÿ ê ïðîãðåññó , ïåðåäî-
âîé; 2) ïîñòåïåííî ó ñèëèâàþùèéñÿ, âîçðàñòàþùèé (Îæåãîâ, Øâåäîâà 1992: 9).
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âåñòíûé ðîê-í-ðîëë 1950-õ Roll Over Beethoven, â êîòîðîì òâîð÷åñòâî
âåëèêîãî êëàññèêà îöåíèâàåòñÿ â âåñüìà èðîíè÷åñêîì êëþ÷å). Ñðåäè
ïðîãðåññèâ-ðîêîâûõ ìóçûêàíòîâ íåìàëî àðòèñòîâ ñ ïðîôåññèîíàëüíûì
ìóçûêàëüíûì îáðàçîâàíèåì: íàçîâåì Êåððè Ìèííèýðà ( Kerry Minnear)
èç Gentle Giant, Êàðëà Äæåíêèíñà (Karl Jenkins) èç Soft Machine, Ðèêà
âàí äåð Ëèíäåíà ( Rick van der Linden) èç ãîëëàíäñêîé ãðóïïû Ekseption,
Äýððèëà Óýÿ (Darryl Way ) èç Curved Air , Òîíè Êåÿ ( Tony Kaye) è Ðèêà
Óýéêìàíà ( Rick Wakeman) èç Yes. Ñâîé èíòåðåñ ê ìóçûêå ðàçëè÷íûõ èñ-
òîðèêî-ñòèëåâûõ ýïîõ îíè ñî÷åòàëè ñ ëþáîâüþ ê ðîê-äðàéâó è íîâîìó
«ýëåêòðè÷åñêîìó» çâó÷àíèþ. Ñðåäè ïðîãðåññèâ-ðîêåðîâ áûëî íåìàëî è
âûïó ñêíèêîâ õóäîæåñòâåííûõ êîëëåäæåé. Âîîáùå, óâëå÷åíèå «êëàññè-
êîé», äæàçîì, ëèòåðàòóðîé, æèâîïèñüþ, ôèëîñîôèåé, ñàìîðàçâèòèåì
áûëî îáùèì ïðèçíàêîì ýïîõè êîíöà 1960-õ – íà÷àëà 1970-õ. Â ñâîåì
òâîð÷åñòâå ìóçûêàíòû ìíîãî ýêñïåðèìåíòèðîâàëè, ñòðåìèëèñü ê ó ñëîæ-
íåíèþ êîìïîçèöèîííûõ ñòðóêòóð, óêðóïíåíèþ ôîðìû, âûõîäó çà ïðå-
äåëû îñíîâíûõ ãàðìîíè÷åñêèõ ôóíêöèé è ýëåìåíòàðíîãî áèòà, îáîãà-
ùåíèþ ñà óíäà, óãëóáëåíèþ ñîäåðæàíèÿ.

Ïðîãðåññèâ-ðîê – îäèí èç íàèáîëåå èíòåëëåêòóàëüíûõ ñòèëåé ðîê-
ìóçûêè, îí ðåäêî áûâàåò ïðÿìîëèíåéíî ñîöèàëåí è çëîáîäíåâåí, è ãëàâ-
íîå â í¸ì – íå îòðàæåíèå ëþáîâíî-áûòîâûõ ïåðèïåòèé æèçíè «ïðîñòîãî
ïàðíÿ, êàê òû è ÿ». Îáðàçíî-ïîýòè÷åñêàÿ ñôåðà ïðîãðåññèâ-ðîêà òÿãî-
òååò ê ïñèõîëîãè÷íîñòè, âîçâûøåííîñòè, ëèðè÷íîñòè, íåðåäêî – ôàí-
òàçèéíîñòè, ñþððåàëèñòè÷íîñòè. Ïðè ýòîì çíà÷èòåëüíóþ äîëþ ïðîèç-
âåäåíèé ïðîãðåññèâ-ðîêà ñîñòàâëÿåò ñóãóáî èíñòðóìåíòàëüíàÿ ìóçûêà,
÷òî ïîçâîëÿåò âîñïðèíèìàòü å¸ ñ ïîçèöèé ÷èñòîãî èñêó ññòâà. Ýòèì ïðî-
ãðåññèâ-ðîê ðàçèòåëüíî îòëè÷àåòñÿ îò ìíîãèõ äðóãèõ íàïðàâëåíèé: áëþç-
ðîêà, õàðä-ðîêà, ôîëê-ðîêà, à òåì áîëåå òàêèõ ñîöèàëüíî-àíãàæèðîâàí-
íûõ ñòèëåé, êàê ïàíê, àëü òåðíàòèâíûé ðîê è äðóãèå.

Êàêîå æå ìåñòî çàíèìàåò ïðîãðåññèâ-ðîê â ñòèëåâîé ñèñòåìå ðîê-
ìóçûêè? Åñëè ïðåäñòàâèòü ýòó ñèñòåìó äîñòàòî÷íî óïðîùåííî, òî å¸
ÿäðîì ñòàíóò íàèáîëåå «êîðíåâûå», ðàííèå íàïðàâëåíèÿ-ïðàðîäèòåëè –
ðîê-í-ðîëë, ðèòì-í-áëþç, áèò-ìóçûêà. Âîêðóã íèõ áóäóò ðàñïîëàãàòüñÿ
ãåíåòè÷åñêè ñâÿçàííûå ñ íèìè áëþç-ðîê, ïñèõîäåëè÷åñêèé ðîê, õàðä-
ðîê, ôîëê-ðîê, íà ðàçëè÷íûõ ïåðåñå÷åíèÿõ «êðèñòàëëè÷åñêîé ðåøåòêè» –
áîëåå ïîçäíèå ïàíê-ðîê è «íîâàÿ âîëíà», õýâè-ìåòàë ñ åãî ìíîãî÷èñ-
ëåííûìè ðàçíîâèäíîñòÿìè, «àëü òåðíàòèâà» è ïîñò-ðîê... Ïðîãðåññèâ-
ðîê æå îêàæåòñÿ ãäå-òî íà ïåðèôåðèè ýòîé ñèñòåìû – êàê â ïëàíå ñâÿçè
ñî ñòèëåâûì ÿäðîì, òàê è ñ òî÷êè çðåíèÿ ïîïóëÿðíîñòè. Çà èñêëþ÷åíèåì
ïåðèîäà ñâîåãî ðàñöâåòà â ïåðâîé ïîëîâèíå 1970-õ ãîäîâ ïðîãðåññèâ-
ðîê, êàê óæå ãîâîðèëîñü, îñòàâàëñÿ âíå õèò-ïàðàäîâ è ìàññîâîé èçâåñò-
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íîñòè, áóäó÷è äîñòîÿíèåì èñêóø¸ííîé ïóáëèêè è çíàòîêîâ. Íà òî,
áåçóñëîâíî, áûëè ñâîè ïðè÷èíû – êàê óæå óïîìèíàâøàÿñÿ ÷ðåçìåðíàÿ
èíòåëëåêòóàëüíîñòü è óñëîæíåííîñòü âûðàçèòåëüíûõ ñðåäñòâ, íå ñîîò-
âåòñòâîâàâøèå ðîäîâûì êà÷åñòâàì ðîêà, òàê è ñàìà ñèíó ñîèäà èñòîðè-
÷åñêîãî ðàçâèòèÿ ðîê-ìóçûêè.

Â ñâîåé èñòîðèè ïðîãðåññèâ-ðîê ïðîø¸ë òðè âîëíû ðàçâèòèÿ. Ïåð-
âóþ, ñàìóþ áîëüøóþ è áóðíóþ, ìîæíî îáîçíà÷èòü êàê «êëàññè÷åñêèé»
ïðîãðåññèâ-ðîê. Ýòà âîëíà íà÷àëàñü íà ðóáåæå 1960–1970-õ ãîäîâ, íà
èñõîäå ìîëîäåæíûõ ðåâîëþöèé, îíà âêëþ÷èëà ïåðèîä ðàñöâåòà â ïåð-
âîé ïîëîâèíå 1970-õ è ñïàä òâîð÷åñêîé àêòèâíîñòè â êîíöå äåñÿòèëå-
òèÿ. Ñïàä áûë ñâÿçàí ñ âîçäåéñòâèåì íîâûõ ñòèëåé – ïàíê-ðîêà, ñ îä-
íîé ñòîðîíû, è äèñêî-ìóçûêè, ñ äðóãîé, à òàêæå ñìåíîé ïîêîëåíèé è
îáùèì êðèçèñîì â ðàçâèòèè ðîê-äâèæåíèÿ. Ïîä âëèÿíèåì âíåøíèõ
ôàêòîðîâ è â ñòðåìëåíèè êàê-òî óäåðæàòüñÿ â íîâîé ðåàëüíîñòè ïðî-
ãðåññèâ-ðîê è ñàì ïûòàëñÿ ìèìèêðèðîâàòü ïîä ïîï-ìóçûêó; îäíàêî
ìíîãèå êîëëåêòèâû íå ñóìåëè èëè íå ïîæåëàëè àäàïòèðîâàòüñÿ è ðàñïà-
ëèñü. Âòîðàÿ âîëíà áûëà äîñòàòî÷íî ñëàáîé – ýòî ïîïûòêà âîçðîæäåíèÿ
ïðîãðåññèâ-ðîêà â íà÷àëå 1980-õ, äàâøàÿ æèçíü òàêèì íîâûì ðàçíîâèä-
íîñòÿì ñòèëÿ, êàê íåîïðîãðåññèâ è ïðîãðåññèâ-ìåòàë, è â êîíöå äåñÿòè-
ëåòèÿ òàêæå ïî÷òè ñîøåäøàÿ íà íåò . È, íàêîíåö, òðåòüÿ âîëíà, íà÷àâ-
øàÿñÿ â ñåðåäèíå 1990-õ ïîä âëèÿíèåì íîâîãî èíòåðåñà ìóçûêàíòîâ è
ñëóøàòåëåé ê ïðîãðåññèâ-ðîêó, ñôîðìèðîâàëà äîñòàòî÷íî áîëüøîé êîì-
ïëåêñ ñòèëåâûõ ðàçíîâèäíîñòåé – êàê «êëàññè÷åñêèõ», òàê è ìíîãèõ
íîâûõ (ñðåäè íèõ – òàê íàçûâàåìûé ðåòðî-ïðîãðåññèâ, íåîïñèõîäåëèÿ,
ðàçëè÷íûå ñòèëè íà ñòûêå ñ ýëåêòðîíèêîé, ìåòàëëîì è ò . ä.). Ýòà âîëíà
ïðîäîëæàåòñÿ äî ñèõ ïîð. Ñåãîäíÿ íà ïðîãðåññèâ-ðîêîâîé ñöåíå âûñòó-
ïàþò ãðàíäû 1970-õ, ïîÿâëÿþòñÿ íîâûå ãåðîè – ïðîãðåññèâ-ðîê ïðîäîë-
æàåò æèòü è ýâîëþöèîíèðîâàòü.

Âîçâðàùàÿñü ê ñòèëåâûì îñîáåííîñòÿì ïðîãðåññèâ-ðîêà è åãî îò-
ëè÷èÿì îò äðóãèõ íàïðàâëåíèé ðîê-ìóçûêè, ìîæíî âûäåëèòü äâà íàè-
áîëåå çíà÷èìûõ (ñòèëåîáðàçóþùèõ) ìóçûêàëüíî-ñòèëåâûõ ïðèçíàêà:
1) âëèÿíèå àêàäåìè÷åñêîé ìóçûêè, äæàçà è ôîëüêëîðà;
2) óñëîæíåíèå âñåõ ñðåäñòâ ìóçûêàëüíîé âûðàçèòåëüíîñòè è ôîðìû,

íåïîñðåäñòâåííî îáó ñëîâëåííîå òàêîãî ðîäà âëèÿíèåì.
Ïðè ñëóõîâîé àòðèáóöèè – íàèáîëåå ÷àñòî âñòðå÷àþùåìñÿ è ñïå-

öèôè÷åñêîì äëÿ âñåé ïîïóëÿðíîé ìóçûêè ìåòîäå ñòèëåâîãî àíàëèçà 3 –

3 Â ðîê-ìóçûêå íîòíûé òåêñò èìååò ïîä÷èíåííîå çíà÷åíèå è èñïîëüçó åòñÿ
ëèøü â îòäåëüíûõ ñëó÷àÿõ, à îñíîâíîé ôîðìîé áûòîâàíèÿ ðîê-ïðîèçâåäåíèÿ
ÿâëÿåòñÿ àóäèîçàïèñü.
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ýòè ïðèçíàêè èìåþò îïðåäåëÿþùåå çíà÷åíèå. Ñàì ïðèíöèï ñòèëåâîãî
äèàëîãà ñ äðóãèìè «ìóçûêàëüíî-òâîð÷åñêèìè âèäàìè» 4 ñòàíîâèòñÿ ñâîå-
îáðàçíûì òâîð÷åñêèì êðåäî ïðîãðåññèâ-ðîêà. Ïðè ýòîì íåîáÿçàòåëü-
íûì ÿâëÿåòñÿ ñòðîãîå ñëåäîâàíèå êàêèì-òî øòàìïàì è íîðìàì; êàæäûé
èç óïîìÿíóòûõ ïðèçíàêîâ ìîæåò èìåòü äîâîëüíî øèðîêèé äèàïàçîí ãðà-
äàöèé. Èìåííî ïîýòîìó ïðîãðåññèâ-ðîê áûë è îñòàåòñÿ ñòîëü ðàçíîîá-
ðàçíûì ÿâëåíèåì.

Íåïîñðåäñòâåííîå âçàèìîäåéñòâèå ñ ìàòåðèàëîì àêàäåìè÷åñêîé
ìóçûêè âûðàæàåòñÿ â ðàçíûõ ôîðìàõ, ñðåäè êîòîðûõ ìîæíî âûäåëèòü
ñëåäóþùèå:
1) àðàíæèðîâêà êëàññè÷åñêîãî ïðîèçâåäåíèÿ (êîìïîçèöèÿ Cans and

Brahms ãðóïïû Yes, â êîòîðîé ôðàãìåíò òðåòüåé ÷àñòè ×åòâåðòîé
ñèìôîíèè Èîãàííåñà Áðàìñà èñïîëíÿåòñÿ íà ñèíòåçàòîðå);

2) öèòèðîâàíèå êëàññè÷åñêîé òåìû (êîìïîçèöèÿ A Whiter Shade of Pale
ãðóïïû Procol Harum ñ òåìîé Èîãàííà Ñåáàñòüÿíà Áàõà, î êîòîðîé
ïîäðîáíåå áóäåò ñêàçàíî äàëåå);

3) àäàïòàöèÿ – ïåðåäåëêà êëàññè÷åñêîãî ïðîèçâåäåíèÿ, ïîäðàçóìåâà-
þùàÿ êàê «ïåðåâîä» íà èíîé òåìáðîâûé ÿçûê, òàê è äîñòàòî÷íî ñâî-
áîäíîå îáðàùåíèå ñ òåìàòèçìîì (àëüáîì Pictures At the Exhibition
ãðóïïû ELP ïî Êàðòèíêàì ñ âûñòàâêè  Ìîäåñòà Ìó ñîðãñêîãî);

4) ïàðàôðàç –  ñâîáîäíûé «ïåðåñêàç» îäíîãî èëè íåñêîëüêèõ êëàññè-
÷åñêèõ ïðîèçâåäåíèé (àëüáîì The Thoughts of Emeräist Davjack
ãðóïïû The Nice: ìóçûêàëüíàÿ òêàíü ïîëíà öèòàò , êâàçèöèòàò è
àëëþçèé, îòíîñÿùèõñÿ ê ñôåðå êàê àêàäåìè÷åñêîé, òàê è ìàññîâîé
ìóçûêè – îò Õðîìàòè÷åñêîé ôàíòàçèè è ôóãè Áàõà è Ïðåëþäèè äî-
äèåç ìèíîð Ñåðãåÿ Ðàõìàíèíîâà äî Ðîíäî Äýéâà Áðóáåêà è Âåñò-
ñàéäñêîé èñòîðèè Ëåîíàðäà Áåðíñòàéíà);

5) ñòèëèçàöèÿ – ñî÷èíåíèå ìóçûêè â äóõå êàêîé-ëèáî ýïîõè, ìóçûêàëü-
íîãî  íàïðàâëåíèÿ (òâîð÷åñòâî ELP, Gentle Giant, Gryphon, âîñ-
ñîçäàâàâøèõ ñòèëèñòèêó áàðîêêî, Ðåíåññàíñà è ñðåäíåâåêîâîé
ìóçûêè, êàê ïðèáåãàÿ ê öèòàòàì è àðàíæèðîâêàì, òàê è áåç íèõ);
èñïîëüçîâàíèå ñòàðèííûõ æàíðîâ òèïà ìîòåòà è ìàäðèãàëà, ñðåä-
íåâåêîâûõ òàíöåâ, ïîëèôîíè÷åñêèõ ïðè¸ìîâ è ò . ä.;

6) ãëóáèííîå âëèÿíèå àêàäåìè÷åñêîé ìóçûêè («êëàññè÷åñêîé» è ñî-
âðåìåííîé) íà ëàä, ãàðìîíèþ, ñïîñîáû èçëîæåíèÿ ìóçûêàëüíîãî
ìàòåðèàëà, ôîðìîîáðàçîâàíèå è äð.

4 Âîñïîëüçó åìñÿ çäåñü äåôèíèöèåé ðîññèéñêîãî ìóçûêîâåäà Âàëåíòèíû Êî-
íåí (Êîíåí 1975: 5).
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Ðàññìîòðèì ïîäðîáíåå ëèøü îäèí èç ïðèìåðîâ – óæå óïîìÿíóòóþ
êîìïîçèöèþ A Whiter Shade of Pale àíãëèéñêîé ãðóïïû Procol Harum,
ïîÿâèâøóþñÿ â 1967 ãîäó . Ýòà âåùü – õóäîæåñòâåííûé ìàíèôåñò ïðî-
ãðåññèâ-ðîêà è âîîáùå îäíà èç íàèáîëåå ðàííèõ ñîáñòâåííî ïðîã-ðîêî-
âûõ êîìïîçèöèé, ñòàâøàÿ, ê òîìó æå, î÷åíü èçâåñòíîé: ñðàçó æå ïîñëå
âûõîäà òðåê çàíÿë ïåðâóþ ñòðî÷êó áðèòàíñêîãî õèò-ïàðàäà. Â êîìïîçè-
öèè çâó÷èò òåìà çíàìåíèòîé Àðèè Áàõà èç Òðåòüåé îðêåñòðîâîé ñþèòû
Ðå ìàæîð. Ïðàâäà, öèòàòà èç Àðèè íå ñîâñåì òî÷íà, íî âñ¸ æå çâó÷àíèå
òåìû ìàêñèìàëüíî ïðèáëèæàåòñÿ ê «áàðî÷íîìó èäåàëó»: ìåëîäèÿ ïðî-
õîäèò ó ýëåêòðîîðãàíà, íàïîìèíàÿ î ñòàðèííîì öåðêîâíîì õîðàëå. Ìû
âèäèì î÷åíü áåðåæíîå îòíîøåíèå ê ïåðâîèñòî÷íèêó . Çàèìñòâîâàííàÿ
òåìà íå ïðîñòî öèòèðó åòñÿ, íî è ñòàíîâèòñÿ áàçèñîì âñåé êîìïîçèöèè,
íà êîòîðîì ðàçâîðà÷èâàåòñÿ âîêàëüíàÿ ìåëîäèÿ – ïîäîáíî cantus firmus
â ñðåäíåâåêîâîé ïîëèôîíèè. Îáùåå çâó÷àíèå êîìïîçèöèè ñòðîãîå, ñî-
ñðåäîòî÷åííîå, âîçâûøåííîå (õîòÿ òåêñò , âïîëíå â äóõå àíãëèéñêîãî
þìîðà, è ñîäåðæèò «ïñèõîäåëè÷åñêèå» íàì¸êè íà ïîñëåäñòâèÿ â÷åðàø-
íåé âå÷åðèíêè).

Ïðîöåññ ó ñëîæíåíèÿ ìóçûêàëüíîãî ÿçûêà çàòðîíóë âñå âûðàçèòåëü-
íûå ñðåäñòâà: ëàä, ãàðìîíèþ, ìåëîäèêó , ñïîñîáû èçëîæåíèÿ ìóçûêàëü íî-
ãî ìàòåðèàëà, ðèòìè÷åñêèå ñòðóêòóðû. Â ïðîãðåññèâ-ðîêå ÿðêî âûðàæåí
èíòåðåñ ê íåòèïè÷íûì äëÿ ðîê-ìóçûêè ðàçìåðàì: íå÷¸òíûì, ïåðåìåí-
íûì, ñìåøàííûì (îò ìíîãî÷èñëåííûõ «ïÿòèäîëüíèêîâ» ó ELP è çíàìå-
íèòîãî ñåìèäîëüíîãî ðèôôà ïåñíè Money ãðóïïû Pink Floyd äî 13/8 â
öåíòðàëüíîì ðàçäåëå Starless ãðóïïû King Crimson, èëè æå 11/8 – èìåííî
òàê íàçûâàåòñÿ ñòðåìèòåëüíî íåñóùàÿñÿ, áàëàíñèðóÿ íà «ïðèõðàìûâà-
þùåé» ñèëüíîé äîëå, êîìïîçèöèÿ ãðóïïû Supersister). Îäíèì èç ðîäî-
âûõ êà÷åñòâ ïðîãðåññèâà ÿâëÿþòñÿ ðàçëè÷íûå áðåéêè (ðèòìè÷åñêèå
âñòàâêè, ñáèâàþùèå îñíîâíîé ðèòì), ñèíêîïèðîâàííûå ðèñóíêè. Ïðè
ýòîì ðèòì â ïðîãðåññèâ-ðîêå èìååò âòîðîñòåïåííîå çíà÷åíèå ïî îòíî-
øåíèþ ê òàêèì êîìïîíåíòàì ìóçûêàëüíîé òêàíè, êàê çâóêîòåìáð, ëàä,
ãàðìîíèÿ, òåìàòèçì. Â îáëàñòè ãàðìîíèè ñòîèò îòìåòèòü îòõîä îò áëþ-
çîâîãî ëàäà, âûõîä äàëåêî çà ïðåäåëû T-S-D-îòíîøåíèé, èñïîëüçîâà-
íèå ðàçëè÷íûõ ëàäîãàðìîíè÷åñêèõ ñèñòåì – îò êëàññè÷åñêîé òîíàëü-
íîñòè äî ìîäàëüíîñòè, ðàñøèðåííîé òîíàëüíîñòè è äàæå àòîíàëüíîñòè.
Âåñüìà èíòåðåñíûì ÿâëåíèåì ïðåäñòàâëÿþòñÿ èñêó ññòâåííûå ëàäîâûå
îáðàçîâàíèÿ, âûñòðàèâàþùèåñÿ íà îñíîâå íèçêèõ ñòóïåíåé áëþçîâîãî
ëàäà, ÷òî ñâîéñòâåííî, íàïðèìåð, ãðóïïå King Crimson. Â èõ ïðîèçâåäå-
íèÿõ «òðèòîíîâîå ïðîñòðàíñòâî» íåðåäêî çàïîëíÿåòñÿ íà îñíîâå ãàììû
òîí-ïîëóòîí , öåëîòîíîâîãî, óìåíüø¸ííîãî, ëèäîìèêñîëèäèéñêîãî
ëàäîâ è äð. Ïîñòîÿííûé êîíôëèêò ìåæäó íèçêèìè è íàòóðàëüíûìè
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ñòóïåíÿìè âíîñèò â çâó÷àíèå òåì òàêîãî ðîäà îñîáóþ íåðâíîñòü, èçëî-
ìàííîñòü, íàïðÿæ¸ííîñòü, íàïîìèíàþùóþ î ìóçûêå Äìèòðèÿ Øîñòà-
êîâè÷à (êîìïîçèöèè 21st Century Schizoid Man, Pictures of a City, Indoor
Games).

Óñëîæíåíèå ôîðìû ñâÿçàíî ñ ïîÿâëåíèåì ðàçâåðíóòûõ ìíîãîòåì-
íûõ êîìïîçèöèé; òÿãîòåíèåì ê êðóïíûì ñòðóêòóðàì òèïà ñþèòû, ïî-
ýìû, ñèìôîíè÷åñêîãî öèêëà; ïðîÿâëåíèåì ñîíàòíûõ çàêîíîìåðíîñòåé.
Ýòè ýêñïåðèìåíòû ÷àñòî âîïëîùàþòñÿ â âèäå òàê íàçûâàåìûõ «êîíöåï-
òóàëüíûõ àëüáîìîâ», ñóùåñòâóþùèõ â âèäå àóäèîçàïèñåé. Êîíöåïòóàëü-
íûé àëüáîì – ñâîåîáðàçíàÿ êðóïíàÿ ôîðìà â ðîê-ìóçûêå, åäèíûé öèêë,
â êîòîðîì âñå òðåêè (à ýòî îò 40 äî 60 è áîëåå ìèíóò çâó÷àíèÿ) ìîãóò
áûòü ñâÿçàíû êàê îáùèì ñþæåòîì, òàê è ÷èñòî ìóçûêàëüíûìè ïðè¸ìà-
ìè îáúåäèíåíèÿ ìàòåðèàëà (ëåéòìîòèâàìè, ðåïðèçàìè è òàê äàëåå). Â
íåêîòîðûõ ñëó÷àÿõ àëüáîìû ìîãóò ïðåäñòàâëÿòü ñîáîé åäèíîå (ïó ñòü è
ñîñòîÿùåå èç íåñêîëüêèõ âçàèìîñâÿçàííûõ íîìåðîâ) ìóçûêàëüíîå ïî-
ëîòíî íàïîäîáèå ñèìôîíè÷åñêîé ïîýìû èëè ðîê-îïåðû. Â ÷èñëå ïðè-
ìåðîâ – àëüáîìû The Wall (ãðóïïà Pink Floyd) è The Lamb Lies Down
On Broadway (ãðóïïà Genesis), íàøåäøèå, ïîìèìî ñòóäèéíîãî, è òåàò-
ðàëüíî-ñöåíè÷åñêîå âîïëîùåíèå.

Âàæíûì ïðèçíàêîì ëþáîãî ñòèëÿ ðîê-ìóçûêè ÿâëÿåòñÿ ñà óíä (îò
àíãëèéñêîãî ñëîâà sound – òî åñòü çâóê, çâó÷àíèå). Ñàóíä – íàèáîëåå ïî-
êàçàòåëüíûé è óñòîé÷èâûé ïàðàìåòð ñòèëÿ â ðîê-ìóçûêå, ñïåöèôè÷åñ-
êîå ñðåäñòâî åå âûðàçèòåëüíîñòè, ïîëüçóÿñü òåðìèíîëîãèåé Âÿ÷åñëàâà
Ìåäóøåâñêîãî (Ìåäóøåâñêèé 1976: 8). Ñà óíä èìååò ïåðâîñòåïåííîå çíà-
÷åíèå ïðè ñëóõîâîé àòðèáóöèè ñòèëÿ. Ñàóíä ìîæíî îïðåäåëèòü êàê ñî-
âîêóïíîñòü õàðàêòåðíûõ äëÿ êàêîãî-ëèáî ÿâëåíèÿ ðîê-ìóçûêè îñîáåí-
íîñòåé çâó÷àíèÿ, ñîçäàâàåìóþ ïîñðåäñòâîì ýëåêòðîàêó ñòè÷åñêèõ ñðåäñòâ
(áåç êîòîðûõ íåìûñëèìî çâó÷àíèå ðîê-ìóçûêè, òðåáóþùåé èñïîëüçî-
âàíèÿ çâóêîóñèëåíèÿ è ðàçëè÷íûõ ïðåîáðàçîâàòåëåé òåìáðà). Çäåñü íå-
ðàçäåëèìû òåìáð, èíòîíàöèÿ è ôðàçèðîâêà, ñïîñîáû çàïîëíåíèÿ çâó-
êîâîãî ïðîñòðàíñòâà è òèï ðàçâåðòûâàíèÿ ìóçûêàëüíîé òêàíè, ìàíåðà
çâóêîèçâëå÷åíèÿ è îñîáåííîñòè èñïîëíåíèÿ.

Ñðåäè îñîáåííîñòåé ñà óíäà â ïðîãðåññèâ-ðîêå:
— øèðîêîå ïðèìåíåíèå èíñòðóìåíòîâ ñèìôîíè÷åñêîãî îðêåñòðà, à

òàêæå ñîáñòâåííî îðêåñòðîâûõ çâó÷àíèé (êàê íàòóðàëüíûõ, òàê è
ñèíòåçèðîâàííûõ);

— ïðàêòè÷åñêè îáÿçàòåëüíîå àêòèâíîå èñïîëüçîâàíèå êëàâèøíûõ
èíñòðóìåíòîâ, ýëåêòðîîðãàíîâ, «ôàíòàçèéíûõ» ñèíòåçàòîðíûõ òåì-
áðîâ, ýêñïåðèìåíòû ñ ýëåêòðîíèêîé è çâóêîñèíòåçîì;
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— ìÿãêîñòü, îáú¸ìíîñòü è ïðîçðà÷íîñòü çâó÷àíèÿ, îáó ñëîâëåííûå áà-
ëàíñîì âñåõ ãðóïï èíñòðóìåíòîâ, ðàâíîìåðíûì ðàñïðåäåëåíèåì
÷àñòîòíûõ õàðàêòåðèñòèê;

— âûñîêèé óðîâåíü èñïîëíåíèÿ, âíèìàíèå ê âèðòó îçíîé ñòîðîíå, ïî-
êàçó òåõíè÷åñêîãî ìàñòåðñòâà, èíòîíàöèîííîé âûðàçèòåëüíîñòè.
Äëÿ ñàóíäà áîëüøèíñòâà ãðóïï ïðîãðåññèâ-ðîêà õàðàêòåðíû îòíî-

ñèòåëüíàÿ ðîâíîñòü è âûâåðåííîñòü (êàê, íàïðèìåð, ó Procol Harum, Yes,
Genesis), â íåêîòîðûõ ñëó÷àÿõ – ïðîçðà÷íîñòü è êàìåðíîñòü, îáó ñëîâëåí-
íûå èñïîëüçîâàíèåì àêó ñòè÷åñêèõ èíñòðóìåíòîâ. Îäíàêî âîçìîæíû è
îòõîäû â ñòîðîíó æ¸ñòêîñòè, êëàñòåðíîñòè, ïîä÷åðêèâàíèå ðèòì-ñåê-
öèè è èñêàæ¸ííîãî ýëåêòðîãèòàðíîãî òåìáðà, ïðèìåíåíèå ðàçëè÷íûõ
«ýêñòðåìàëüíûõ» èñïîëíèòåëüñêèõ ïðè¸ìîâ, îñîáåííî â àâàíãàðäíûõ
ðàçíîâèäíîñòÿõ (ãðóïïû äâèæåíèÿ Rock in Opposition ).

Âàæíûì âîïðîñîì ïðè èçó÷åíèè ïðîãðåññèâ-ðîêà (êàê è ëþáîãî
äðóãîãî ñòèëÿ ðîê-ìóçûêè) ÿâëÿåòñÿ ïðîáëåìà âíóòðèñòèëåâîé  êëàññè-
ôèêàöèè.  Óæå â íà÷àëå 1970-õ ãîäîâ â ðàìêàõ ïðîãðåññèâ-ðîêà ñòàëè ñêëà-
äûâàòüñÿ ñâîè ñóáòå÷åíèÿ, íàïðàâëåíèÿ, øêîëû; òåíäåíöèÿ ê ñòèëåâîé
ñåãðåãàöèè, îáîñîáëåíèþ ó ñèëèëàñü â 1980-å è îñîáåííî 1990–2000-å
ãîäû. Êëàññèôèêàöèÿ ìíîãî÷èñëåííûõ ðàçíîâèäíîñòåé ïðîãðåññèâ-
ðîêà – äîñòàòî÷íî íåïðîñòàÿ çàäà÷à, îñëîæíÿþùàÿñÿ òåì, ÷òî ðîê-
ìóçûêà – ýòî îáëàñòü ñàìîíàçâàíèé. Â ëèòåðàòóðå, æóðíàëèñòñêîì è
ñëóøàòåëüñêîì îáèõîäå ñóùåñòâóåò ìàññà òåðìèíîâ, ïîíÿòíûõ îäíèì ïî-
ñâÿùåííûì. Ýòî êàñàåòñÿ è ïðîãðåññèâ-ðîêà, òåðìèíîëîãèÿ êîòîðîãî
ïåñòðèò îïðåäåëåíèÿìè òèïà ñèìôî-ðîê  (sympho rock), áðóòàë-ïðîã
(brutal prog), öîéëü (zeul) èëè ñïýéñ-ðîê (space rock). ×òîáû êàê-òî óïî-
ðÿäî÷èòü ñèòóàöèþ, àâòîð äàííîé ñòàòüè ïðåäëàãàåò ïðîâîäèòü êëàññè-
ôèêàöèþ íà îñíîâå òåîðèè ñòèëåâûõ ìîäåëåé 5.

Â ïðîãðåññèâ-ðîêå â êà÷åñòâå ìîäåëè, «îáðàçöà» ìîæåò âûñòóïàòü
ëèáî êàêàÿ-òî èñòîðèêî-ñòèëåâàÿ ýïîõà, ëèáî ñòèëèñòèêà ñìåæíûõ âè-
äîâ ìóçûêàëüíîãî èñêó ññòâà, ê êîòîðûì òÿãîòååò òîò èëè èíîé êîëëåê-
òèâ. Êàê óæå ãîâîðèëîñü, èíòåðåñû ïðîãðåññèâ-ðîêåðîâ â ýòîì ïëàíå
âåñüìà ìíîãîîáðàçíû, ïîýòîìó ìîæíî âûäåëèòü áîëåå äåñÿòêà ìîäåëåé,
ñâÿçàííûõ ñ îáðàùåíèåì êàê ê àêàäåìè÷åñêîé, òàê è íåàêàäåìè÷åñêîé
ìóçûêå. Ñðåäè íèõ íàèáîëåå âàæíîå çíà÷åíèå èìåþò ñëåäóþùèå:
— áàðî÷íàÿ ìîäåëü ( Procol Harum, ELP);
— ñðåäíåâåêîâî-ðåíåññàíñíàÿ ìîäåëü ( Gentle Giant);

5 Â èñêóññòâîçíàíèè òåîðèÿ ñòèëåâûõ ìîäåëåé ïðåäëîæåíà Àëåêñååì Ëîñå-
âûì è Ìóìèíàò Ò àõî-Ãîäè (Ëîñåâ, Òàõî-Ãîäè 1998: 6).
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— êëàññèöèñòñêàÿ ìîäåëü (Yes);
— ðîìàíòè÷åñêàÿ ìîäåëü ( Genesis, Marillion );
— ýêñïðåññèîíèñòñêàÿ ìîäåëü ( King Crimson);
— àâàíãàðäèñòñêàÿ ìîäåëü (Magma, Henry Cow);
— ôîëüêëîðíàÿ ìîäåëü ( Jethro Tull);
— äæàçîâàÿ ìîäåëü (Caravan, Soft Machine);
— ïñèõîäåëè÷åñêàÿ ìîäåëü ( Pink Floyd);
— ïîï-ïðîãîâàÿ ìîäåëü («îáëåã÷åííûé» âàðèàíò ïðîãðåññèâ-ðîêà:

ïîçäíèå Supertramp, Sparks);
— õàðä-í-ïðîãîâàÿ ìîäåëü (íàïðîòèâ, óòÿæåëåííûé ïðîãðåññèâ: Rush);
— ïðîã-ìåòàëëè÷åñêàÿ ìîäåëü ( Dream Theater);
— ðåòðî-ïðîãîâàÿ ìîäåëü ( The Flower Kings).

Ïîñëåäíÿÿ ìîäåëü – ðåòðî-ïðîãîâàÿ – íóæäàåòñÿ â äîïîëíèòåëü-
íîì ïîÿñíåíèè. Îíà ñòàíîâèòñÿ àêòóàëüíîé â 1990–2000-å ãîäû, ñ ïî-
ÿâëåíèåì òðåòüåé âîëíû â èñòîðè÷åñêîì ðàçâèòèè ïðîãðåññèâ-ðîêà, è
ñâÿçàíà ñ îáðàùåíèåì ê «êëàññè÷åñêîìó» ïðîãðåññèâó 1970-õ ãîäîâ, âîñ-
ñîçäàíèåì ãðóïïàìè íîâîãî ïîêîëåíèÿ ýëåìåíòîâ «ñòàðîãî» çâó÷àíèÿ.
Ýòî îáó ñëîâëåíî ó ñèëåíèåì ñëóøàòåëüñêîãî èíòåðåñà ê «ïðîøëîìó» ñòèëÿ ,
íîñòàëüãèåé ïî «êëàññèêå» ïðîãðåññèâ-ðîêà, à òàêæå è îïðåäåëåííûì
èíòîíàöèîííûì êðèçèñîì. Ðåòðî-ïðîãðåññèâ – íàçâàíèå ïîëó îôèöè-
àëüíîå, îäíàêî îíî óæå ïðèæèëîñü â ëèòåðàòóðå è õîðîøî îòðàæàåò ñóòü
ÿâëåíèÿ. Îíî îçíà÷àåò çàèìñòâîâàíèå ñîâðåìåííûìè ïðîã-ãðóïïàìè
ýëåìåíòîâ ìóçûêàëüíîãî ÿçûêà, èíòîíàöèé, ñà óíäà, ìàíåðû èñïîëíå-
íèÿ ó êîëëåêòèâîâ 1970-õ ãîäîâ, òî åñòü ñâîåîáðàçíûé ïðîãðåññèâ-ðîêî-
âûé íåîêëàññèöèçì (ïîäîáíûå ÿâëåíèÿ âåñüìà õàðàêòåðíû äëÿ ýïîõè
ïîñòìîäåðíèçìà è èñêó ññòâà ÕÕ–XXI ñòîëåòèé, ãäå ôèãóðà àâòîðà âî
ìíîãîì óòðà÷èâàåò ñâîå çíà÷åíèå).

Ïåðâîå çíàêîìñòâî ñ îïó ñàìè ïðåäñòàâèòåëåé ðåòðî-ïðîãðåññèâà äëÿ
ñëóøàòåëÿ, èñêóø¸ííîãî â ìóçûêå 1970-õ, ìîæåò âûçâàòü îïðåä¸ëåííîå
óäèâëåíèå. Ñî÷èíåíèÿ íàïîìèíàþò ëîñêóòíûå îäåÿëà, ñîòêàííûå èç
ïî÷òè òî÷íûõ öèòàò , êâàçèöèòàò è ñâîåîáðàçíûõ âîñïîìèíàíèé î ìóçûêå
«âåòåðàíîâ» òèïà Genesis, King Crimson, Yes è äðóãèõ çàñëóæåííûõ êîë-
ëåêòèâîâ. Îò ñâîèõ êóìèðîâ ïîñëåäîâàòåëè ïîðîé îòëè÷àþòñÿ ðàçâå ÷òî
áîëåå êà÷åñòâåííûì, îðèåíòèðîâàííûì íà ñåãîäíÿøíèå òðåáîâàíèÿ
çâó÷àíèåì. Îäíà èç íàèáîëåå èçâåñòíûõ ðåòðî-ïðîãîâûõ ãðóïï – øâåä-
ñêàÿ The Flower Kings. ×óæèå êîìïîçèòîðñêèå ñòèëè (íå òîëüêî èç îáëà-
ñòè ïðîãðåññèâ-ðîêà, íî è àêàäåìè÷åñêîé òðàäèöèè) ñòàíîâÿòñÿ ó The
Flower Kings ìàòåðèàëîì äëÿ âûñòðàèâàíèÿ ñîáñòâåííîé ñòèëåâîé êîí-
öåïöèè. Ìóçûêà The Flower Kings ÿâëÿåò ñîáîé ìíîãîñòðàíè÷íûé êîì-
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ìåíòàðèé ê ýïîõå 1960–1970-õ ãîäîâ è âìåñòå ñ òåì ïðåäñòàâëÿåò îáðà-
çåö óçíàâàåìîãî ðåòðî-ñòèëÿ. Èõ êîëëåãàìè â ïëàíå îñâîåíèÿ «êëàññè-
÷åñêîãî» ïðîã-ðîêîâîãî íàñëåäèÿ ñòàëè øâåäñêèå Anekdoten, Anglagard,
Beardfish, àìåðèêàíñêàÿ Spock’s Beard, áðèòàíñêàÿ The Tangent è äðó-
ãèå ãðóïïû.

Òàêèì îáðàçîì, íà ñåãîäíÿøíèé äåíü â ïðîãðåññèâ-ðîêå âåñüìà âàæ-
íîé ñòàíîâèòñÿ ïðîáëåìà ñòèëåâîé èäåíòèôèêàöèè. Âåäü ê ýòîìó íàïðàâ-
ëåíèþ ñåãîäíÿ ìîæíî îòíåñòè ñàìûå ðàçíûå ÿâëåíèÿ, èíîãäà êàæóùèåñÿ
ïðîòèâîïîëîæíûìè â ýñòåòè÷åñêîì ïëàíå: îò «êëàññè÷åñêîãî» ïðîã-ðîêà
äî ðàäèêàëüíîãî àâàíãàðäà è «òÿæ¸ëûõ» ðàçíîâèäíîñòåé. Äóìàåòñÿ, çäåñü
âàæíî îáíàðóæåíèå îñíîâíûõ ïðèçíàêîâ, êîòîðûå ìû èçíà÷àëüíî âû-
äåëèëè â êà÷åñòâå ñòèëåîáðàçóþùèõ: 1) óñëîæíåíèå âûðàçèòåëüíûõ
ñðåäñòâ è ôîðìû, 2) ñòèëåâîé äèàëîã ñ äðóãèìè âèäàìè ìóçûêàëüíîãî
èñêóññòâà. Ïðè÷åì â ïîñëåäíåå âðåìÿ ýòî íå òîëüêî «êëàññèêà», àêàäå-
ìè÷åñêèé àâàíãàðä, äæàç è ýòíè÷åñêàÿ ìóçûêà, íî è ñîâðåìåííàÿ ýëåê-
òðîííàÿ ìóçûêà, äðóãèå íàïðàâëåíèÿ, âëèÿíèå êîòîðûõ îòêðûâàåò íî-
âûå ïóòè ðàçâèòèÿ äëÿ ïðîãðåññèâ-ðîêà.

Ïîäâîäÿ èòîãè, ìîæíî äàòü ñîîòâåòñòâóþùóþ ñîâðåìåííîìó ñîñòî-
ÿíèþ äåë ñòèëåâóþ äåôèíèöèþ ïðîãðåññèâ-ðîêà: ýòî îáøèðíûé ñòèëå-
âîé êîíãëîìåðàò , «ñóììà» ìíîãî÷èñëåííûõ ñòèëåâûõ ðàçíîâèäíîñòåé,
îáùåé õàðàêòåðèñòèêîé êîòîðûõ ÿâëÿåòñÿ óñëîæíåíèå âûðàçèòåëüíûõ
ñðåäñòâ è ôîðìû, ñèíòåç ðîêà è äðóãèõ âèäîâ ìóçûêàëüíîãî èñêó ññòâà.

Äðóãîé âîïðîñ, ÷òî áåñêîíå÷íîå ó ñëîæíåíèå íåâîçìîæíî, è ñîâðå-
ìåííûé ïðîãðåññèâ-ðîê èíîãäà âïàäàåò â êðàéíîñòü: ó ñëîæíåíèå ðàäè
óñëîæíåíèÿ, ïðèâîäÿùåå ê íàãðîìîæäåíèþ øòàìïîâ è ïó ñòîìó âèðòó-
îçíè÷àíüþ. Äà, ïðîãðåññèâ-ðîê íå èçáåæàë íåêîòîðîé ñòèëåâîé êîíñåð-
âàöèè, íî ïðè ýòîì ñîõðàíèë èçûñêàííîñòü, àðòèñòèçì, øèðîòó âçãëÿ-
äîâ, ñòðåìëåíèå ê õóäîæåñòâåííîé çíà÷èìîñòè. Ïðîãðåññèâ-ðîê îñòà¸òñÿ
îäíèì èç èíòåðåñíåéøèõ íàïðàâëåíèé ðîê-ìóçûêè ñ ïî÷òè 50-ëåòíåé
èñòîðèåé, ïðîäîëæàÿ çàíèìàòü âàæíîå ìåñòî â ñòèëåâîé ñèñòåìå ðîêà.
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Progressive Rock:
Issues of Style Identification and Evolution

Elena Savitskaya

Summary

The article is dedicated to progressive rock – one of the most important
rock styles that began to develop in the late 1960s – early 1970s in Great
Britain and has been living till nowadays. The key features of progressive
rock are the complexity and the variety of composition, means of expression,
ideas and concepts; its credo is the synthesis of rock and other forms of
music (classical music, jazz, and folklore). Among the progressive rock’s
‘golden fund’ there are Pink Floyd, King Crimson, Van Der Graaf Generator,
Genesis, Yes, Jethro Tull, Rush, Marillion , Dream Theater and other bands.
Progressive rock has experienced several waves of developing. But in spite
of its great impact on the rock music style system in general, progressive
rock has remained outside of massive popularity (except the period of its
prime in the first half of the 1970s) and is known as a peculiar ‘high art’ in
rock music.

The interaction with classical music (old and contemporary) is mani-
fested in a variety of forms: from quoting musical themes, arrangements
and stylizations to strong influence on the musical language of rock – at the
level of harmony, melodies and themes, forms and composition, arrangements
and sound. The rhythm structures are often non-regular, asymmetrical and
include many syncopes and breaks; the harmony is far from ‘three simple
chords’ and is strongly influenced by jazz, romantic music and avant-guard
(extended tonality, symmetric scales and so on). The sound (the complex of
typical features of rock sound produced by means of electricity and ampli-
fication) of progressive rock is mostly balanced, soft and voluminous; a
great amount of orchestral and acoustic instruments, as well as all kinds of
synthesizers, keyboards, ‘fantastic’ timbres, etc. are widely used.

There are many stylistic and historical periods of music – from medieval
and baroque to romantic and avant-garde music – that have been attracting
progressive rock musicians’ attention. There are also lots of substyles and
species of progressive rock: from old, ‘classical’, coming from the 1970s, to
the newest, often adjoining to other styles and forms of popular music. The
classification issues of progressive rock are rather complicated. The author
suggests using the style models (such as medieval, baroque, classical, romantic,
expressionistic, folk, jazz, pop, metal, ‘retro’, etc.) theory for the aims of
classification.
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After the crisis at the end of the 1970s, the phenomenon of progressive
rock has been reviving in new forms, enriching with new trends from popular
music to metal and radical avant-garde. In the 1990s and especially the
2000s, the ‘retro’ tendencies became very evident, which was connected both
with the ‘classic rock’ nostalgia and the lack of new ideas. At the moment,
progressive rock can be considered a huge ‘conglomerate’ of styles, a ‘sum’
of many trends and substyles, whose common feature is the tendency to a
style dialogue and the enrichment of means of expression. Progressive rock
remains creative, elegant and strives for high forms of art, but it cannot
avoid some stylistic ‘conservatism’. In spite of the fact, progressive rock has
never reached broad popularity; it remains an important part of modern
rock music and has inspired different rock styles for almost 50 years.
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Îðãàíèñò êàòîëè÷åñêîé öåðêâè â Ëèòâå:
ïðîôåññèÿ èëè ìèññèÿ? Âçãëÿä èñòîðèêà

Dr. art. Ýãëå Øåäóéêèòå-Êîðåíå
Ëåêòîð Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

Îñíîâíàÿ çàäà÷à ìîåé ñòàòüè – îáçîð ïðîôåññèîíàëüíîé ýâîëþöèè
ðîëè öåðêîâíîãî îðãàíèñòà ñ ïîñëåäíèõ äåñÿòèëåòèé XIX âåêà äî íàøèõ
âðåìåí ñ îñîáûì âíèìàíèåì ê îêàçàâøèì íà íå¸ âëèÿíèå ñîöèàëüíûì
ôàêòîðàì è ìíîãîãðàííîñòè (ìóëü òèôóíêöèîíàëüíîñòè) äåÿòåëüíîñòè.

Öåðêîâíûé îðãàíèñò – ïðîôåññèÿ ñ ãëóáîêèìè òðàäèöèÿìè â Åâ-
ðîïå, â òîì ÷èñëå è â õðèñòèàíñêîé Ëèòâå (ñ 1387 ãîäà). Îíà îõâàòûâàåò
î÷åíü øèðîêèé ñïåêòð äåÿòåëüíîñòè. Îðãàíèñò – ýòî ñîëèñò-èñïîëíè-
òåëü, ðóêîâîäèòåëü õîðà, äèðèæ¸ð, ñïåöèàëèñò ïî âîêàëó, èìïðîâèçàòîð,
çíàòîê ëèòóðãèè è çà÷àñòóþ, ïðè íåõâàòêå ðåïåðòóàðà – åù¸ è êîìïîçè-
òîð. Ìíîæåñòâî âåëèêèõ êîìïîçèòîðîâ íà÷èíàëè ñâîþ êàðüåðó ñ èãðû
íà îðãàíå â öåðêâè. Â êîíöå XIX – íà÷àëå XX âåêà îðãàíèñòû â Ëèòâå
áûëè îñíîâíûìè íîñèòåëÿìè ìóçûêàëüíîé êóëü òóðû, ïðîñâåòèòåëÿìè
ïðèõîæàí è îðãàíèçàòîðàìè êóëü òóðíîé æèçíè. Îíè ÿâëÿëèñü îñíîâ-
íûìè ó÷èòåëÿìè ìóçûêè, è ìíîãèå, ðàáîòàÿ â ïðèõîäñêèõ øêîëàõ, ïðå-
ïîäàâàëè íå òîëüêî ìóçûêó , íî è èíîñòðàííûå ÿçûêè. Õðàíÿ è îáåðåãàÿ
ñòàðèííûå ëèòîâñêèå ïåñíîïåíèÿ è íàðîäíûå ïåñíè, îðãàíèñòû ðàñòèëè
íàöèîíàëüíîå ñàìîñîçíàíèå ëþäåé (Karbonarijus 1899: 44). Îíè èíèöè-
èðîâàëè õîðîâîå äâèæåíèå, ïåðåðîñøåå â ñîçäàíèå Ïðàçäíèêîâ ïåñíè
Ëèòâû íàöèîíàëüíîãî ìàñøòàáà, òàêèì îáðàçîì âíîñÿ ñóùåñòâåííóþ
ëåïòó íà ïóòè ê Íåçàâèñèìîñòè.

Ñîöèàëüíî-ýêî íîìè÷åñêîå ïîëîæå íèå öåðêîâíîãî îðãàíèñòà
â êîíöå XIX è â ïåðâûõ äåñÿòèëåòèÿõ XX âåêà

Â êîíöå XIX è â ïåðâûõ äåñÿòèëåòèÿõ XX âåêà îäíèì èç âàæíûõ àñ-
ïåêòîâ, îïðåäåëèâøèõ ìåäëåííûé ðîñò ïðîôåññèîíàëüíîé êîìïåòåí-
öèè öåðêîâíîãî îðãàíèñòà, áûëî ñîöèàëüíî-ýêîíîìè÷åñêîå ïîëîæåíèå.
Óâû, êðîìå ñâîåé îñíîâíîé îáÿçàííîñòè èãðàòü íà îðãàíå âî âðåìÿ ñâÿ-
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ùåííîñëóæåíèÿ îðãàíèñò áûë çàãðóæåí ðÿäîì äðóãèõ çàíÿòèé, íå èìå-
þùèõ íåïîñðåäñòâåííîé ñâÿçè ñ ïðîôåññèåé ìóçûêàíòà. Ìàòåðèàëüíîå
ïîëîæåíèå îðãàíèñòà áûëî îñîáåííî òÿæåëûì â ìàëåíüêèõ ïðèõîäàõ:
«[…] ñîñòîÿíèå íåêîòîðûõ äåéñòâèòåëüíî ïëà÷åâíî [...], èõ ìàòåðèàëü-
íîå ïîëîæåíèå â íåêîòîðûõ äåðåâíÿõ äåéñòâèòåëüíî ðàáñêîå»
(Garalevièius 1907: 497). Îðãàíèñòû ìàëåíüêèõ ïðèõîäîâ âûïîëíÿëè
«èíûå ñëóæáû: âîçíèöû, ñëóãè, ðèçíè÷åãî è äð.» ( Garalevièius 1907: 497).

Â ïåðâîì äåñÿòèëåòèè XX âåêà óæå íà÷àëè ïîäíèìàòüñÿ òðåáîâàíèÿ
îðãàíèñòîâ îá îáåñïå÷åíèè èõ ñîöèàëüíûìè ãàðàíòèÿìè, ïîñòîÿííûì
çàðàáîòêîì è ðåíòîé â ñòàðîñòè, íî íà ðèòîðè÷åñêèé âîïðîñ, çàäàâàå-
ìûé èìè äðóã äðóãó, «À ÷òî æå îðãàíèñò â Ëèòâå èìååò?», åùå íåñêîëüêî
äåñÿòêîâ ëåò îòâå÷àëîñü: «[...] ñóìó íèùåãî äà èìÿ ïðèþòùèêà» ( Vargo-
nininkas Trumpaplaukis 1907: 374).

Ìóçûêàëüíîå îáðàçîâàíèå è òàëàíòû îðãàíèñòîâ äàëåêî íå âñåãäà
öåíèëèñü ñðåäè èõ ðàáîòîäàòåëåé ñâÿùåííèêîâ, êîå-ãäå «îðãàíèñòîì ìîã
ïîáûâàòü è ðèçíèê, è ìîãèëüùèê...» ( Landsbergis 1976: 160). Íå òîëüêî â
Ëèòâå, íî è â ñîñåäíèõ ñòðàíàõ ìíîãîëèêàÿ ïðîôåññèÿ îðãàíèñòà îõâà-
òûâàëà åùþ¸ è øèðîêèé ñïåêòð íå ñâÿçàííûõ ñ ìóçûêîé çàíÿòèé. Íàïðè-
ìåð,  â Âàðøàâå â 1888 ãîäó íà êóðñàõ îðãàíèñòîâ îáó÷àëè òàêæå ìàñòåð-
ñòâó ï÷åëîâîäñòâà, ÷òîáû «îðãàíèñòû èìåëè áû ñðåäñòâî ïðîêîðìèòüñÿ»
(Kursa organistów 1888: 60–61). Ïîýòîìó íå ñòîèò óäèâëÿòüñÿ òîìó , ÷òî
ìíîãèå îðãàíèñòû, îñîáåííî â ìàëåíüêèõ ïðèõîäàõ, èìåëè âåñüìà ñêðîì-
íîå ìóçûêàëüíîå îáðàçîâàíèå: «[...] íè îäèí èç íèõ äàæå â âîëîñòíîé
øêîëå íå îáó÷åí, åäâà óìååò ïèñàòü è ÷èòàòü ïî-ëàòûíè» ( Gregorianus
1914: 2). Âåäåíèå öåðêîâíîé äîêóìåíòàöèè áûëî âàæíîé îáÿçàííîñòüþ
îðãàíèñòîâ òîãî âðåìåíè. Ïîýòîìó ñïîñîáíûå ñïðàâèòüñÿ ñ ýòîé çàäà-
÷åé îðãàíèñòû ñ÷èòàëèñü ïðèãîäíûìè íåçàâèñèìî îò òîãî, êàêîâû áûëè
èõ ìóçûêàëüíûå ó ñïåõè (Landsbergis 1980: 12).

Îðãàíèñòàì íå íàçíà÷àëèñü ãîñóäàðñòâåííûå äîòàöèè, íå áûëî è
äðóãèõ ïîñòîÿííûõ èñòî÷íèêîâ, èõ çàðàáîòîê ñîñòàâëÿëè ïðîöåíòû îò
òîãî, ÷òî ïðèõîæàíå ïëàòèëè ñâÿùåííèêó . Â èõ èíòåðåñàõ áûëî ñîâìå-
ùàòü ñâîþ ðàáîòó ñ îáÿçàííîñòÿìè ðèçíè÷åãî, ïîòîìó ÷òî â òàêîì ñëó-
÷àå îíè ïîëó÷àëè áîëüøå, áóäü òî áðàêîñî÷åòàíèå ( iura stolae), ïîõîðîíû
èëè çàóïîêîéíàÿ ñëóæáà. Áûëî ó ñòàíîâëåíî, ÷òî â ïðèõîäàõ äî 3000 ÷å-
ëîâåê îðãàíèñò ïîëó÷àë 25% (áåç îáÿçàííîñòåé ðèçíè÷åãî – 20%), áîëåå
3000 ÷åëîâåê – 20% (18). Çà èãðó âî âðåìÿ ìåññû â áóäíè÷íûå äíè îí
èìåë ïðàâî íà 10%, è íå ìåíåå 30 ãðîøåé. Èíûå äîõîäû ñîñòàâëÿëè ðîæ-
äåñòâåíñêîå ïîñåùåíèå ïðèõîæàí è äîõîäû êàíöåëÿðèè, êîòîðûå äåëè-
ëèñü ñî ñâÿùåííèêîì ïî óãîâîðó .
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Òàêîé óêëàä, ïîîùðÿâøèé îðãàíèñòîâ âûïîëíÿòü ïîñòîðîííþþ
ðàáîòó, íå èìåþùóþ íè÷åãî îáùåãî ñ ìóçûêîé, íå ñïîñîáñòâîâàë èõ ïðî-
ôåññèîíàëüíîìó ðîñòó . Íèêòî íå âûäâèãàë èì áîëåå âûñîêèõ òðåáîâà-
íèé è íå ñîçäàâàë óñëîâèé äëÿ ñàìîñîâåðøåíñòâîâàíèÿ. Ïîýòîìó èì çà-
÷àñòóþ ïðèõîäèëîñü îòêàçûâàòüñÿ îò îðãàíèçóåìûõ äëÿ íèõ êóðñîâ èëè
óêîðà÷èâàòü èõ, íàñêîëüêî âîçìîæíî, òàê êàê íåìíîãèå ìîãëè íàäîëãî
îñòàâèòü ñëóæáó, õîçÿéñòâî è ïîñâÿòèòü âðåìÿ ó÷åíèþ ( Visuotinis vargo-
nininkø draugijos susirinkimas 1909). Ìíîãèì ïðèõîäèëîñü áðîñèòü îðãàí-
íîå äåëî è «[...] âçÿòüñÿ çà ðàáîòó â äðóãîé íàó÷íîé îòðàñëè [...], ïî÷òè
âñÿê îçèðàëñÿ, êàê è ãäå âûðâàòüñÿ íà áîëåå âûãîäíóþ ñëóæáó, ïó ñòü è íå
îðãàíèñòà» (Senis vargonininkas 1909).

Îðãàíèñòû ïîìåñòèé çàðàáàòûâàëè áîëüøå öåðêîâíûõ. Àâòîðó ïåð-
âîé ëèòîâñêîé ìåññû Þîçàñó Êàëâàéòèñó ( Juozas Kalvaitis, 1842–1900)
ãðàô Áîãäàí Îãèíñêèé â Ðåòàâàñå ïëàòèë äîñòàòî÷íî ùåäðî: îò 350 äî
540 ðóáëåé â ãîä, íå ñ÷èòàÿ ïëàòû çà óðîêè (ïî 7,50 ðóáëåé â ìåñÿö çà
êàæäîãî ó÷åíèêà) (Vitkienë 2000). Â íà÷àëå XX âåêà çàðàáîòîê îðãàíèñòà
â áîëüøèõ êîñòåëàõ Ëèòâû çíà÷èòåëüíî ïðåâîñõîäèë äîõîäû èõ êîëëåã â
ìàëåíüêèõ ïðèõîäàõ. Ïàòðèàðõ ëèòîâñêîé ìóçûêè Þîçàñ Íà óÿëèñ (Juozas
Naujalis, 1869–1934), ðàáîòàÿ â Êàóíàññêîì ñîáîðå Ñâ. Ïåòðà è Ïàâëà,
áûë, âîçìîæíî, íàèáîëåå âûñîêî îïëà÷èâàåìûì îðãàíèñòîì â Ëèòâå (600
ðóáëåé â ãîä). Ñòîëüêî æå (600 ñåðåáðÿííûõ ðóáëåé) çàðàáàòûâàë îðãà-
íèñò ïîìåñòíîé øêîëû è êîñòåëà ãîðîäà Ðîêèøêèñ Ðóäîëüô Ëèìàí ( Ru-
dolf Liehmann, 1855–1904). Ïðàâäà, êðîìå ãîäîâîé îïëàòû, ðóêîâîäèòå-
ëþ ïîìåñòíîé øêîëû ïîëàãàëàñü åùå «îáîðóäîâàííàÿ êâàðòèðà ñ îòî-
ïëåíèåì (10 ñàæåíåé äðîâ), 33 ôóíòà ñâå÷åé äëÿ îñâåùåíèÿ êîìíàò è
îäíà êîðîâà ïîä ïðèñìîòðîì ýêîíîìèè Ðîêèøêèñà» ( Èekø muzikas, peda-
gogas, vargonininkas Rudolfas Lymanas 2004: 87–88). Îäíàêî îáÿçàííî-
ñòè, êîòîðûå îðãàíèñò è øêîëüíûé ðóêîâîäèòåëü äîëæåí áûë âûïîë-
íÿòü, ïðåâîñõîäèëè äàæå è ýòó ïëàòó. Â íèõ âõîäèëî: îáó÷åíèå ïåíèþ,
èãðå íà ðàçëè÷íûõ ìóçûêàëüíûõ èíñòðóìåíòàõ è îðãàíå ëèö, óêàçàííûõ
ãðàôèíåþ Ìàðèåé Ïæåçäçåöêåíå, èãðà íà îðãàíå âî âðåìÿ âñåõ áîãîñëó-
æåíèé, ñîäåðæàíèå â ïîðÿäêå íîòîòåêè êîñò¸ëà è ïîìåñòüÿ, ïðèñìîòð
çà èíñòðóìåíòàìè è èõ íàñòðîéêà. Áîëåå òîãî, Ëèìàí áûë íå òîëüêî â ìà-
òåðèàëüíîé çàâèñèìîñòè îò ãðàôèíè. Äàæå â âîïðîñàõ ëè÷íîé æèçíè,
òàêèõ êàê áðàê, êðåùåíèå äåòåé è ïðî÷., îí áûë îáÿçàí ïîëó÷èòü ñîãëà-
ñèå ñâîåé ãîñïîæè ( Èekø muzikas, pedagogas, vargonininkas Rudolfas Ly-
manas 2004: 87–88). Ýòî íàïîìèíàëî ðàáîòó äåðåâåíñêîãî íà¸ìíèêà. Âî
ìíîãèõ ïîìåñòüÿõ, êàê è â êîñò¸ëàõ, ôèíàíñîâîå ïîëîæåíèå ìóçûêàí-
òîâ îñòàâëÿëî æåëàòü ëó÷øåãî, à ñîõðàíèâøèåñÿ àðõèâíûå äîêóìåíòû,
îïèñûâàþùèå ñîñòîÿíèå ìóçûêàíòîâ â ïîìåñòüÿõ â êîíöå XIX – íà÷àëå
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XX âåêà, ñâèäåòåëüñòâóþò, ÷òî ìóçûêàíòàì íå ïðåäîñòàâëÿëîñü íèêàêèõ
ñîöèàëüíûõ ãàðàíòèé, èõ ïîëîæåíèå ïîëíîñòüþ çàâèñåëî îò ôèíàíñî-
âûõ âîìîæíîñòåé ïîìåùèêà.

Îäíàêî, â ñîñåäíèõ ñòðàíàõ ïîëîæåíèå îðãàíèñòà òàê æå áûëî íåçà-
âèäíûì. Â ×åõèè îòåö Ðóäîëüôà Ëèìàíà, èçâåñòíûé êîìïîçèòîð, ïåäà-
ãîã, îðãàíèñò è êàïåëüìåéñòåð êîñòåëà â Çëîíèöàõ Àíòîíèí Ëèìàí ( Anto-
nin Liehmann, 1808–1879) íå ñêðûâàë, ÷òî íà çàêàòå ëåò èñïûòûâàë íóæäó.
Ðàáîòàÿ â øêîëå Çëîíèö, îí ïîëó÷àë ñêðîìíóþ ïëàòó – 350 çîëîòûõ â
ãîä, èñïûòûâàë ãëóáîêîå íåóäîâëåòâîðåíèå ïîëîæåíèåì êàíòîðà â ïðî-
âèíöèè, ÷àñòî âñïîìèíàë ïîãîâîðêó «Ñòàðûé ìóçûêàíò – ñòàðûé íè-
ùèé» ( Jurkðtas 1984). Ìíîæåñòâî ïîñòîðîííèõ îáÿçàííîñòåé, íàãðóæåí-
íûõ íà îðãàíèñòîâ, è îòñóòñòâèå ñîîòâåòñâóþùåé îïëàòû ïîäòâåðæäàåò
íåîïðåäåëåííîñòü ñòàòó ñà îðãàíèñòà òåõ âðåì¸í.

Â äðóãèõ ãîñóäàðñòâàõ çàðàáîòêè îðãàíèñòîâ áûëè íåñêîëüêî âûøå,
îäíàêî íàãðóçêà – èçìàòûâàþùàÿ, ìíîãîîáðàçíàÿ è, îñîáåííî â êðóï-
íûõ öåðêâÿõ – ñâÿçàííàÿ ñ áîëüøîé îòâåòñòâåííîñòüþ. Ïðèâåäåì äëÿ
ñðàâíåíèÿ – îðãàíèñò âàðøàâñêîãî ñîáîðà Ñâ. Èîàííà Ï. Ìàøûíñêèé
îêîëî 1913 ãîäà ïîëó÷àë 3000 ðóáëåé â ãîä. Ëèòîâñêèé èñòîðèîãðàô
Þîçàñ Æèëåâè÷óñ (Juozas Þilevièius) óïîìèíàë, ÷òî êîìïîçèòîð, îðãà-
íèñò ×åñëîâàñ Ñàñíàóñêàñ (Èeslovas Sasnauskas, 1867–1916) çàíèìàë íàè-
áîëåå õîðîøî îïëà÷èâàåìîå ìåñòî îðãàíèñòà âî âñåé Ðîññèè. Â êîñòåëå
Ñâ. Åêàòåðèíû â Ñàíêò-Ïåòåðáóðãå åìó ïëàòèëè ñíà÷àëà 1500 ðóáëåé â
ãîä, ïîçäíåå áûëî äîáàâëåíî åùå 300 ðóáëåé, íî îí áûë äîëæåí èãðàòü
êàæäûé äåíü, áóäü òî ïðàçäíèê èëè áóäíè, ðåïåòèðîâàòü ñ õîðîì, âûïîë-
íÿòü ëþáûå óêàçàíèÿ ñâÿùåííèêîâ ïî ïîâîäó ðåïåðòóàðà è, êðîìå òîãî,
òðèæäû â íåäåëþ äàâàòü óðîêè âîñïèòàííèêàì øêîëû Ñâ. Åêàòå ðèíû.
Åìó íå áûëî ïðåäîñòàâëåíî æèëü¸, îí íå ïîëó÷àë äîïîëíèòåëüíîé  ïëàòû
çà áðàêîñî÷åòàíèÿ è äðóãèå òîðæåñòâåííûå îáðÿäû. Â åãî ïîñòîÿííûå
îáÿçàííîñòè âõîäèëè çàáîòû î ïîäãîòîâëåíèè, ïåðåïèñûâàíèè íîò è î
äðóãèõ íåîáõîäèìûõ äëÿ õîðà ïðåäìåòàõ ( Landsbergis 1980: 182).

Ìàëî ïîìàëó , ðàñòóùåå ïðîôåññèîíàëüíîå ñàìîñîçíàíèå îðãàíèñ-
òîâ, ïðåâðàòèâøååñÿ â íàöèîíàëüíîå äâèæåíèå, ôîðìèðîâàëî áîëåå òðå-
áîâàòåëüíûé âçãëÿä îáùåñòâà íà ìóçûêó , çâó÷àùóþ â êîñò¸ëàõ, è âñêîðå
Öåðêîâíàÿ âëàñòü ñòàëà ñîçäàâàòü îðãàíèñòàì óñëîâèÿ äëÿ ó÷¸áû, à îðãà-
íèñòû – óãëóáëÿòü ñâîè ïîçíàíèÿ. Öåöèëåéñêàÿ ðåôîðìà, íà÷àòàÿ íà
ðóáåæå XIX è XX ñòîëåòèé, ñóùåñòâåííî èçìåíèëà âçãëÿä íà ìóçûêó â
öåðêâè. Îðãàíèñòû ñòàëè ÷åðïàòü ïðîôåññèîíàëüíûå çíàíèÿ íà êóðñàõ,
êîòîðûå ïîñòîÿííî îðãàíèçîâàëî îáùåñòâî Ñâ. Ã ðèãîðèÿ (ñ 1908 ãîäà),
îáùåñòâî Ñâ. Öåöèëèè (ñ 1924 ãîäà), è ñ ýòèì ìåíÿëîñü èõ ñîáñòâåííîå
îòíîøåíèå ê ñâîåé ïðîôåññèè. Ó æå â ñåðåäèíå ïåðâîãî äåñÿòèëåòèÿ XX
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âåêà â ïå÷àòè ÷àñòî ñîîáùàëîñü, ÷òî îðãàíèñò «îáÿçàí áûòü ÷åëîâåêîì
áîëåå âûñîêîãî îáðàçîâàíèÿ [...], ÷òîáû ñâîåé íà óêîé, ñâîèìè çíàíèÿìè
ìîã ñëóæèòü òîëïàì ëþäåé êàê ñîâåò÷èê, íàñòàâíèê, ó÷èòåëü, ñëîâîì,
÷òîáû ñâîèì ïðîñâåùåíèåì í¸ñ ïîëüçó ñâîåìó îáùåñòâó . [...] Îðãàíèñò
äîëæåí áûòü è êîìïîçèòîðîì, èíà÷å åãî ìîäóëÿöèè áóäóò ïóãàòü ëþ-
äåé» (Koksai privalo bûti vargonininkas  1909).

Â òðåòüåì äåñÿòèëåòèè XX âåêà áûëè óñòàíîâëåíû áîëåå ñòðîãèå
òðåáîâàíèÿ äëÿ æåëàþùèõ çàíÿòü ìåñòî îðãàíèñòà. Îðãàíèñò áûë îáÿ-
çàí áûòü ãðàìîòíûì: «ïðàâèëüíî ïèñàòü ïî-ïîëüñêè, êðàñèâî ÷èòàòü ïî-
ëàòûíè, [...] çíàòü èçëîæåíèå òðåáíèêà, ñëóæåáíèêà, ïîðÿäîê Ñâ. Ìåññû ,
òàê æå ïîðÿäêè Çàóòðåíåé, Âñåíîùíîé è Çà óïîêîéíîé ëèòóðãèè […],
òðåáóåòñÿ ïðåäúÿâèòü óäîñòîâåðåíèå øêîëû îðãàíèñòîâ èëè îðãàííîãî
îòäåëåíèÿ êîíñåðâàòîðèè, ñâèäåòåëüñòâóþùåå îá èñ÷åðïûâàþùåì ïî-
çíàíèè ãàðìîíèè, ãðèãîðèàíñêîãî õîðàëà è ñïîñîáíîñòè äèðèæèðîâàòü
è ðóêîâîäèòü õîðîì» ( Vilniaus sinodas 1933).

Ñåêöèÿ îðãàíèñòîâ è ìóçûêàíòîâ ñîäðóæåñòâà Ñâ. Öåöèëèè, ïîñðåä-
íè÷àâøàÿ ïðè ïîèñêå ðàáî÷èõ ìåñò , òðåáîâàëà ó îðãàíèñòîâ ñâèäåòåëüñòâà
êâàëèôèêàöèè õîòÿ áû ÷åòâåðòîé (ñàìîé íèçêîé) ñòåïåíè ( Marcinkevièius
1926). Â îáÿçàííîñòè îðãàíèñòà âñ¸ åù¸ âõîäèëî âåäåíèå ìåòðè÷åñêèõ
êíèã è êàíöåëÿðèè âñåãî ïðèõîäà, õðàíåíèå àðõèâà. Áåç óïîìÿíóòûõ êîì-
ïåòåíöèé îðãàíèñò íå ìîã áûòü ïðèíÿò íà ðàáîòó , à ïðèíÿòûå ðàííåå
äîëæíû áûëè ïîëó÷èòü ñîîòâåòñòâóþùèå óäîñòîâåðåíèÿ. Îäíàêî, áûëè
èñêëþ÷åíèÿ: åñëè öåðêîâíûé îðãàíèñò áûë ñòàðøå 36 ëåò, ÿâëÿëñÿ êàòî-
ëèêîì è â¸ë ïðèìåðíûé îáðàç æèçíè, åãî ìîãëè îñâîáîäèòü îò ýêçàìå-
íîâ. Ò àê êàê â Ëèòâå â ýòó êàòåãîðèþ âõîäèëî ïîäàâëÿþùåå áîëüøèí-
ñòâî îðãàíèñòîâ, ïðîôåññèîíàëüíûé ðîñò â îáëàñòè öåðêîâíîãî îðãàí-
íîãî ìàñòåðñòâà ïðîèñõîäèë î÷åíü ïîñòåïåííî. Ò åì áîëåå, óâîëüíåíèå
ìîãëî ïðîèçîéòè ëèøü èç-çà íåâûïîëíåíèÿ õðèñòèàíñêèõ îáÿçàííîñ-
òåé, íî íèêàê íå èç-çà íåäîñòàòêà ïðîôåññèîíàëüíûõ íàâûêîâ: «Îðãà-
íèñò – íå òîëüêî ìóçûêàíò , îí òàêæå ÿâëÿåòñÿ èñïîëíèòåëåì öåðêîâíîé
ëèòóðãèè […], íà êîíöåðòàõ è â îïåðå çà êóëèñû íå ñìîòðÿò , à ìåæäó òåì
äëÿ öåðêâè âàæíà [...] åãî íàñòîÿùàÿ, äî ãëóáèíû äóøè ÷èñòàÿ æèçíü»
(Marcinkevièius 1926).

Èòàê, îòñóòñâèå ïðîôåññèîíàëüíîãî è ñîöèàëüíîãî ñòàòó ñà öåðêîâ-
íîãî ìóçûêàíòà, à òàêæå ïîëíàÿ çàâèñèìîñòü îò ðàáîòîäàòåëÿ, ÷àùå
âñåãî íåçàèíòåðåñîâàííîãî â óãëóáëåíèè ìóçûêàëüíûõ ïîçíàíèé îðãà-
íèñòà, è äàëåå îãðàíè÷èâàëî âîçìîæíîñòè ðîñòà. Äàæå â ïîñòàíîâëåíèÿõ,
ïðèíÿòûõ â 1931 ãîäó íà ñúåçäå Åïèñêîïîâ, ïîä÷åðêèâàëîñü, ÷òî îðãà-
íèñò îáÿçàí óâàæàòü ñâî¸ íåïîñðåäñòâåííîå íà÷àëüñòâî, öåðêîâíîãî
ñëóæèòåëÿ è çàñòóïíèêà – ñâÿùåííèêà, áûòü ïîñëóøíûì è áåñïðåêîñ-
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ëîâíî  âûïîëíÿòü åãî óêàçàíèÿ, òàê æå ïîâèíîâàòüñÿ âëàñòè åïàðõèè àð-
õèåïèñêîïà. Õîòÿ óòâåðæäàëîñü, ÷òî îðãàíèñò ñëóæèò íå ñâÿùåííèêó , à
ïðèõîäó , åãî ïðîôåññèîíàëüíîå è ìàòåðèàëüíîå ïîëîæåíèå, êàê è ïîñî-
áèå ïî ñòàðîñòè, ïîëíîñòüþ çàâèñåëî îò ùåäðîñòè ñâÿùåííèêà è ïîæåð-
òâîâàíèé ìàëîîáðàçîâàííûõ ïðèõîæàí.

Áëàãîäàðÿ íàñòîé÷èâûì òðåáîâàíèÿì îðãàíèñòîâ, ìàëî ïîìàëó
óñëîâèÿ èõ ïðîæèâàíèÿ è ðàáîòû óëó÷øàëèñü. Îäíàêî, ïðè ïðîñìîòðå
ïåðèîäè÷åñêîé ïå÷àòè ïåðâûõ äåñÿòèëåòèé XX âåêà (Vargonininkas,
1909–1910, Muzikos aidai, 1926, è äð.) íåñëîæíî çàìåòèòü, ÷òî îðãàíèñ-
òû êðàéíå óâëåêëèñü ïîèñêîì ìàòåðèàëüíîãî äîñòàòêà è ìàëî âíèìàíèÿ
óäåëÿëè âîïðîñàì ïðîôåññèîíàëèçìà. Íà ñúåçäå Åïèñêîïîâ 1931 ãîäà â
Âèëüíþñå áûëî ðåøåíî âûäåëÿòü îðãàíèñòàì æèëü¸, çåìëè (åñëè êîñò¸ë
îáëàäàë áîëåå ÷åì 5 ãåêòàðàìè) «äëÿ âûðàùèâàíèÿ êàðòîôåëÿ è îâîùåé
[...], ìóêè è äðîâ äëÿ âûïå÷êè ïðîñôîð» ( Vilniaus sinodas 1933). Êîãäà
öåðêîâü âçÿëàñü çà óëó÷øåíèå ìàòåðèàëüíîãî ñîñòîÿíèÿ îðãàíèñòîâ, ó
íèõ ïîÿâèëàñü âîçìîæíîñòü óäåëÿòü áîëüøå âðåìåíè ñâîåé ïðîôåññèè.
Ïðîôåññèîíàëüíîå äâèæåíèå îðãàíèñòîâ, íà÷àòîå åù¸ Þó îçàñîì Íà óé-
ÿëèñîì, èìåëî íåîñïîðèìî ñèëüíîå âëèÿíèå íà ïîäú¸ì óðîâíÿ öåðêîâ-
íîé ìóçûêè. Îäíàêî, ïðîôåññèîíàëüíûå òðåáîâàíèÿ äëÿ îðãàíèñòîâ äî
ñåðåäèíû XX âåêà îñòàëèñü ïî÷òè íåèçìåííûìè, ñâîäÿñü ê îæèäàíèÿì
«ñêîðåå õîðîøåãî ãîëîñà è îðãàíèçàöèè õîðà, ÷åì õîðîøåé èãðû íà îð-
ãàíå» (Karosas 1933: 3). Îäíèì èç íàèáîëåå âàæíûõ êðèòåðèåâ, êîòîðûé,
êñòàòè, öåðêîâü âûäâèãàåò äî ñèõ ïîð, ÿâëÿëàñü êîììóíèêàáåëüíîñòü,
êðàñíîðå÷èå è îðãàíèçàöèîííûå ñïîñîáíîñòè, à íà ìóçûêàëüíûå ñïî-
ñîáíîñòè îáðàùàëîñü âòîðîñòåïåííîå âíèìàíèå.

Àêòóàëüíûå ïðîáëåìû ïðîôåññèè öå ðêîâíîãî îðãàíèñòà:
âîïðîñ ñîöèàëüíîãî è ïðîôåññèî íàëüíîãî ñòà òóñà

Äâèæåíèå îðãàíèñòîâ â Ëèòâå çàðîäèëîñü â ïåðâûõ äåñÿòèëåòèÿõ XX
âåêà. Ñòî ëåò ñïóñòÿ, àêòóàëüíûå ïðîáëåìû  ïðîôåññèè îðãàíèñòà âñ¸ òå
æå. Îñíîâíàÿ èç íèõ – âîïðîñ ñîöèàëüíîãî è ñâÿçàííîãî ñ íèì ïðîôåñ-
ñèîíàëüíîãî ñòàòó ñà, êîòîðûé íå áûë ðàçðåø¸í íè â Íåçàâèñèìîé ìåæ-
âîåííîé Ëèòâå, íè â ïåðèîä íàöèîíàëüíîão ïðîáóæäåíèÿ, êîòîðûé íà-
÷àëñÿ â 1990 ãîäó è (ñëàâà Áîãó) ïðîäîëæàåòñÿ ïîíûíå. Ïîñëå ñîâåòñêîé
îêêóïàöèè, äëèâøåéñÿ ïÿòü äåñÿòèëåòèé, íà ïðîòÿæåíèè êîòîðûõ öåð-
êîâü óäàëèëàñü â ïîäïîëüå, âîçâðàò íåçàâèñèìîñòè íå èçìåíèë ïîëîæå-
íèÿ ïî ñóùåñòâó: öåðêîâü òàê è îñòàëàñü íåãîñóäàðñòâåííîé èíñòèòóöèåé,
è îíà íå ïðåäîñòàâëÿåò ñîöèàëüíûå ãàðàíòèè ñâîèì ñëóæèòåëÿì. Ò åïåðü
îðãàíèñò ìîæåò îôèöèàëüíî ó ñòðîèòüñÿ íà ðàáîòó è ïðèîáðåñòè ñîöè-
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àëüíóþ ñòðàõîâêó, íî â òàêîì ñëó÷àå åãî çàðàáîòîê òàê íè÷òîæåí, ÷òî
åìó îñòà¸òñÿ, êàê è ñòî ëåò íàçàä, îáðåìåíèòü ñåáÿ íåñêîëüêèìè äîïîë-
íèòåëüíûìè ðàáîòàìè, ÷òîáû ïðîêîðìèòü ñåáÿ è ïîëó÷àòü ïðèëè÷íóþ
ïåíñèþ â ñòàðîñòè. Oðãàíèñò Bèëüíþccêoão Cîáîðà Áepíàpäàc Bacèëÿy c-
êàñ (Bernandas Vasiliauskas) îòìå÷àåò: «Â ñîáîðå íàñ ÷åòâåðî îðãàíèñòîâ,
ñóììà íàøèõ çàðïëàò ñîñòàâèëà áû îäèí íîðìàëüíûé çàðàáîòîê, íî â
îäèíî÷åñòâå âûïîëíèòü òàêóþ ðàáîòó íåâîçìîæíî, íóæíî èãðàòü óòðîì
è âå÷åðîì â áóäíè, à ïî ïðàçäíèêàì – öåëûé äåíü. Èòàê, ìû äåëèì ðàáîòó ,
äåëèì è äåíüãè»1.

Ïîíûíå îñòàâøèéñÿ íåîïðåäåëåííûì ïðîôåññèîíàëüíûé è ñîöè-
àëüíûé ñòàòóñ öåðêîâíîãî îðãàíèñòà íå ïîîùðÿåò ê âûáîðó ýòîé ïðî-
ôåññèè. Ïðîôåññèîíàëüíûå ìóçûêàíòû ïî îêîí÷àíèè âûñøèõ ìóçû-
êàëüíûõ çàâåäåíèé áîëåå îõîòíî áåðóòñÿ ïðåïîäàâàòü â øêîëàõ èëè èùóò
èíîå ðàáî÷åå ìåñòî, ïðåäîñòàâëÿþùåå ñîöèàëüíûå ãàðàíòèè. Èãðà íà
îðãàíå â êîñò¸ëå ÷àùå âñåãî ÿâëÿåòñÿ âòîðîñòåïåííîé, äîïîëíèòåëüíîé
äåÿòåëüíîñòüþ. «Â íàøå âðåìÿ íå ñûùåøü îðãàíèñòà, êîòîðûé, êðîìå
èãðû â êîñòåëå, íå èìåë áû åùå íåñêîëüêèõ ðàáîò . Ñ îäíîé ñòîðîíû, Öåð-
êâè çàòðóäíèòåëüíî âûïëà÷èâàòü îðãàíèñòó òàêóþ ïëàòó, ÷òîáû îí ìîã
ñîäåðæàòü ñåáÿ è ñåìüþ. Ñ äðóãîé ñòîðîíû, Öåðêîâü ìíîãîå òåðÿåò , êîãäà
îðãàíèñò âûíóæäåí ðàáîòàòü â äðóãîì ìåñòå – ÷àùå âñåãî ó÷èòåëåì ìó-
çûêè èëè ðóêîâîäèòåëåì êðóæêîâ ñàìîäåÿòåëüíîñòè, à çà÷àñòóþ çàíè-
ìàòüñÿ è âîâñå íå ñâÿçàííûì ñ ìóçûêîé äåëîì. Â òàêîì ñëó÷àå îí íå ìîæåò
óäåëÿòü äîñòàòî÷íîãî âíèìàíèÿ êîñò¸ëó è äåëó îðãàíèñòà» 2. Ïî ìíåíèþ
öåðêîâíûõ îðãàíèñòîâ, ïðè ñ÷åòå ðàáî÷èõ ÷àñîâ äîëæíî ó÷èòûâàòüñÿ
âðåìÿ, òðåáóþùååñÿ íà ïîäãîòîâêó ê îáðÿäàì – ëè÷íûì ðåïåòèöèÿì,
ïîäáîðêå ðåïåðóàðà è åãî àäàïòàöèè äëÿ èíäèâèäóàëüíûõ êîëëåêòèâîâ,
ñîçäàíèþ àðàíæèðîâîê, ïîäãîòîâêå íîò , ðåïåòèöèÿì. Ò àêæå äîëæåí
ïðåäóñìàòðèâàòüñÿ õîòÿ áû îäèí ñâîáîäíûé äåíü â íåäåëþ è åæåãîäíûé
îòïó ñê.

×àñòü îïðîøåííûõ îðãàíèñòîâ óòâåðæäàëè, ÷òî â êîñò¸ëå îíè âû-
ïîëíÿþò ìèññèþ, çà êîòîðóþ íå òðåáóþò è íå ïîëó÷àþò ïëàòû. Õîòÿ
ìóçûêàëüíûå ó ñëóãè äëÿ öåðêâè è íå îáëàãàþòñÿ íàëîãàìè, åé, ñóùåñòâó-
þùåé ëèøü íà ïîæåðòâîâàíèÿ, áåç ãîñóäàðñòâåííûõ äîòàöèé, ñëîæíî
ïëàòèòü ãîíîðàðû ëþäÿì, êîòîðûå åé ïîìîãàþò . Ïîýòîìó çäåñü ïðèíÿòî
ðàáîòàòü ïî äîáðîé âîëå. «Ïðîôåññèÿ îðãàíèñòà áîëåå íàïîìèíàåò ìèñ-

1 Bacèëÿycêàñ, Áepíàpäàñ (2013). Èíòåðâüþ Ýãëå Øåäóéêèòå-Êîðåíå 6 äå-
êàáðÿ. Ëè÷íûé àðõèâ àâòîðà ñòàòüè.

2 Bacèëÿycêàñ, Áepíàpäàñ (2013). Èíòåðâüþ Ýãëå Øåäóéêèòå-Êîðåíå 6 äå-
êàáðÿ. Ëè÷íûé àðõèâ àâòîðà ñòàòüè.
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ñèþ, êàê è õîðèñòîâ, êîòîðûå íå ïîëó÷àþò íèêàêîé ïëàòû, ïðèõîäÿò è
ïîþò ðàäè èäåè» 3.

Êàê ïðåæäå, òàê è ñåé÷àñ âûñî÷àéøèå ïðîôåññèîíàëüíûå òðåáîâà-
íèÿ âûäâèãàþòñÿ äëÿ îðãàíèñòîâ åïàðõèàëüíûõ ñîáîðîâ, à â äðóãèõ ãî-
ðîäñêèõ (äàæå ñòîëè÷íûõ) õðàìàõ óðîâåíü ìóçèöèðîâàíèÿ, ìÿãêî ãîâîðÿ,
î÷åíü ðàçíûé. Îí âñ¸ åù¸ çàâèñèò îò òðåáîâàíèé ñâÿùåííèêà, ïîòðåá-
íîñòåé ïðèõîäà è, êîíå÷íî, îò àìáèöèé ñàìîãî îðãàíèñòà. Äaíyòe Kaëa-
âèícêaéòe (Danutë Kalavinskaitë: îðãàíèñòêa, äîêòîð ìóçûêîâåä, äîöåíò
Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà) ðàññêàçûâàåò:

«Ïîñëå âîçâðàòà Íåçàâèñèìîñòè (1990) ÿ âñòðåòèëà â ëèòîâñêèõ êî-
ñòåëàõ ìóçûêàíòîâ äâóõ òèïîâ: îðãàíèñòîâ-ñàìîó÷åê, ìíîãîå ïîäáèðà-
þùèõ ïî ñëóõó è èãðàþùèõ ïî ìåñòíûì ó ñòîÿâøèìñÿ ïðèâû÷êàì, è ïðî-
ôåññèîíàëîâ, êîòîðûå ïðåêðàñíî èñïîëíÿþò ïðîèçâåäåíèÿ è ÷èòàþò
íîòû, íî íè÷åãî áîëåå (ò . å. íå ðàçáèðàþòñÿ â ëèòóðãèè)»4. Òàêæå ñîõðà-
íèëñÿ ðàçðûâ ìåæäó ãîðîäñêèìè è äåðåâeíñêèìè öåðêâÿìè. «Â ïðîâèí-
öèè (äåðåâíÿõ) âîîáùå íåäîñòàòîê ïðîôåññèîíàëüíûõ ìóçûêàíòîâ, ÷òî
óæ ãîâîðèòü î ïðîôåññèîíàëüíûõ îðãàíèñòàõ» 5. Óâû, è â íàøè äíè âî
âðåìÿ áîãîñëóæåíèé â íåêîòîðûõ ïðèõîäàõ âñ¸ åù¸ âñïîìèíàåòñÿ ðàñ-
ïðîñòðàíåííàÿ â íà÷àëå XX âåêà ïîãîâîðêà îá «åâàíãåëüñêîé» èãðå íà
îðãàíå, «[...] êîãäà ïðàâàÿ ðóêà íå çíàåò, ÷òî äåëàåò ëåâàÿ» (Landsbergis
1976: 156–157).

Ðàçóìååòñÿ, è â êðóïíûõ ãîðîäàõ, è â ïðîâèíöèè èìåþòñÿ çàìå÷à-
òåëüíûå ïðîôåññèîíàëüíûå îðãàíèñòû. Â òàêèõ ïðèõîäàõ âûñîê íå òîëüêî
îáùèé ìóçûêàëüíûé, íî è âîîáùå êóëü òóðíûé óðîâåíü ãîðîäêà. Çäåñü â
öåðêîâíóþ æèçíü âòÿãèâàåòñÿ ìåñòíàÿ èíòåëëèãåíöèÿ, ñîáèðàþòñÿ õîðû
ìóçûêàëüíî îäàð¸ííûõ äåòåé, ìîëîä¸æè, ó÷èòåëåé. Îðãàíèñò â òàêîì
îàçèñå âûïîëíÿåò âåêîâóþ ìèññèþ öåðêîâíîãî ìóçûêàíòà è êóëü òóðíîãî
äåÿòåëÿ.

***

 Õàðàêòåð ìíîãîëèêîé ïðîôåññèè îðãàíèñòà ñ íà÷àëà XX âåêà äî
íàøèõ äíåé, â ñóùíîñòè, íå èçìåíèëñÿ. Îñòàëèñü íåðàçðåø¸ííûìè ñó-
ùåñòâåííûå, âçàèìîñâÿçàííûå âîïðîñû ñîöèàëüíîãî ñòàòó ñà è ïðî-

3 Bacèëÿycêàñ, Áepíàpäàñ (2013). Èíòåðâüþ Ýãëå Øåäóéêèòå-Êîðåíå 6 äå-
êàáðÿ. Ëè÷íûé àðõèâ àâòîðà ñòàòüè.

4 Kaëaâèícêaéòe, Äaíyòe (2014). Èíòåðâüþ Ýãëå Øåäóéêèòå-Êîðåíå 11 ôåâ-
ðàëÿ. Ëè÷íûé àðõèâ àâòîðà ñòàòüè.

5 Kaëaâèícêaéòe, Äaíyòe (2014). Èíòåðâüþ Ýãëå Øåäóéêèòå-Êîðåíå 11 ôåâ-
ðàëÿ. Ëè÷íûé àðõèâ àâòîðà ñòàòüè.
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ôåññèîíàëüíîé êîìïåòåíöèè îðãàíèñòà. Ïðîôåññèîíàëüíûé ñòàòó ñ
îðãàíèñòà îáóñëàâëèâàþò ñîöèàëüíûå ôàêòîðû. Ðåøåíèå âîïðîñà ñîöè-
àëüíîãî ñòàòóñà îðãàíèñòà ïîçâîëèëî áû ïðåäúÿâëÿòü öåðêîâíûì ìóçû-
êàíòàì ïðîôåññèîíàëüíûå òðåáîâàíèÿ è ïîîùðèëî áû ïðîôåññèîíàëü-
íûõ îðãàíèñòîâ áðàòüñÿ çà ýòó ðàáîòó. Ìèññèÿ îðãàíèñòà äîëæíà áûòü
íàïðàâëåíà íå íà ýêóìåíè÷åñêèå ïîòðåáíîñòè êàòîëè÷åñêîãî ñîîáùå-
ñòâà, à íà ïðîôåññèîíàëüíóþ öåðêîâíóþ ìóçûêó êàê íà ñðåäñòâî, ñïî-
ñîáñòâóþùåå óêðåïëåíèþ åäèíñòâà â Êàòîëè÷åñêîé öåðêâè. Òîãäà ïðî-
ôåññèÿ öåðêîâíîãî îðãàíèñòà îáðàòèëàñü áû ê ñâîåé èñòèííîé ìèññèè
– íåñòè ìóçûêàëüíî-äóõîâíóþ êóëü òóðó øèðîêîìó îáùåñòâó , îáúåäèí¸í-
íîìó êàòîëè÷åñêîé âåðîé.

A Catholic Church Organist in Lithuania: Profession or Mission?
A Historical Insight

Eglë Ðeduikytë-Korienë

Summary

An organist is one of the most deeply rooted musical professions in the
history of Europe, as well as that of Christian Lithuania (since 1387). The
profession of a church organist encompasses a particularly wide spectrum
of activity. The church organist is a performer, a teacher, a choir leader, a
conductor, a vocal specialist, an improviser, an expert of liturgics, and rather
commonly also a composer. A particularly significant factor of disseminating
and establishing the traditions of organ art is a specifically oriented system
of educating professional organists, i.e. its school. The goal of this paper is
to research the functions and other relevant issues pertaining to the contem-
porary multifaceted profession of organist. The analysis is performed by
investigating archival documents and carrying out the empirical research of
the current state of Lithuanian organists. In addition, the paper sets out to
reveal the change of the organist’s mission since the late 19th century to this
day. The processes that affected the organists’ multifunctionality have been
analysed in this paper by applying a socio-cultural approach.

The research aim and key objectives of the study: by analysing the histo-
rical development of the organist’s profession to distinguish the tendencies
of stability and variability in the education in this musical field; to establish
former and contemporary priorities and relevant issues in the complex con-
temporary profession of the organist. The relevance of the present study: the
specificity of a church musician’s profession and the problematic character
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as to its social aspect has not been extensively researched as a complex pheno-
menon. The research methods: the historical research method; the analysis
of archival documents; empirical research.

Key words: multifunctionality of an organist, professional competence,
social status.
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Lithuanian Emigrants’ Role in the History
of the American Musical Theatre

(First Half of the 20 th Century)

Mg. art.  Irena Karsokienë
Lector of the Vilnius College (University of Applied Sciences),

Art and Creative Technology Faculty

Introduction

This article reveals the circumstances related to the Lithuanian emigrants’
contribution to building the empire of musical theatres outside Lithuania.
The Lithuanian emigrants’ cooperation with the majority of famous artists
and theatres is marked. The author sheds the light on the Shubert (Shimansky)
family, emigrants from Lithuania, who originated in Kudirka Naujamiestis
and had a great impact on the development of the American musical theatre
in the first half of the 20 th century. The history of development of the musical
as a genre and its traditions are also reviewed. In the 20th century 104 theatres
were in control of the Shubert family. Due to their effort there were theatres
established in New York, Chicago, Boston, Los Angeles and other cities in
USA where such celebrities as Jerome Kern, Richard Rodgers, Fred Astaire,
Sara Bernhardt, Arthur Miller and others were employed. Al Jolson, a famous
Broadway actor and singer, whose input into the history of both the musical
and the cinema is undeniable, is also in the author’s focus of attention.

Key words: musical, composer, theatre, actor, singer, emigrants.

***

The musical is considered to be one of the newest genres of the contem-
porary musical theatre. America is the native country of this unique genre.
There is no doubt that a musical originated in Broadway, New York. This
paper aims at highlighting the role of the Lithuanian emigrants in the estab-
lishment of the American musical theatre. They were able to overcome the
majority of American and world famous producers and develop the entire
empire or musical theatres due to their talent, progressive insight and intelli-
gence.

The aim of the research is to analyse the Lithuanian emigrants’ contri-
bution to the establishment of the American musical theatre with a special



81

I. Karsokienë. Lithuanian Emigrants’ Role in the History of the American Musical..

focus on the tendencies of their activity and creation in the developmental
context of the musical genre.

The subject of the research is the Lithuanian emigrants’ innovative acti-
vity while establishing the entertainment commercial genre of a musical.
The light is shed on the epicentre of the musical theatre: the activity of
theatre producers is analysed on the background of the tendencies prevailing
in the development of this genre in the first half of the 20th century.

In order to achieve the aim the following objectives were set:
— to analyse the producers’ versatile activity;
— to reveal the new developmental principles in the history of the musical

theatre;
— to evaluate their encounter with the developmental traditions of the

West European musical theatre.
The following  research methods were applied:

— the analysis and the generalisation of the historical sources;
— the methods of forecasting and logical abstraction.

The development of the musical as a new genre of the 20th century took
place longer than a century. Its emergence was conditioned by the forms of
music that had been widespread in the American culture since the end of the
18th century. The genres that influenced the musical were of entertainment
and commercial character. The previous forms of the musical genre such as
a ballad opera, theatre of minstrels, extravaganza, burlesque, vaudeville,
and revue gradually disappeared in the 20th century, yielding to the cinema
art; however, they left a considerable imprint in the history of the musical
development. At the end of the 19th century, a massive emigration from
Eastern Europe to America took place, where the newcomers expected a
better and full-fledged life. Some of their dreams, certainly, came true. Among
the emigrants there were such gifted and famous composers as Irving Berlin,
George Gershwin, the famous entertainer and representative of the popular
music Al Jolson (a descendant from Lithuania). However, the most important
and significant role in the history of the establishment of the musical genre
belongs to the three Shimansky brothers (who changed their family name to
Shubert in America). After the death of Shimansky brothers the long-lived
chairman and chief executive officer of the Shubert Organisation Gerald
Schoenfield, also called Mister Broadway, maintained, that “contemporary
American musical theatre had not been existing without the Shubert brothers
Sam, Lee, and Jacob. During the entire twentieth century, the name Shubert
was synonymous with Broadway and the theater” (Schoenfeld 2012: 2).
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The origins of the musical

The genre of a musical is typical for the theatrical America, and every
day it is becoming more and more popular in the world. Americans cannot
live without jazz, the same as the American theatre cannot survive without
a musical. The best performances of the genre have been staged in many
countries. Their originality, pulsating rhythm, democracy have attracted the
attention of many world-famous people of the theatre and its critics. The
genre of a musical has deep traditions that have been developing since the
theatre of Greece (the 5th century BC). In Greek and Roman tragedies and
comedies, songs and dances also dominated over spoken dialogues. In the
middle Ages, theatre troupes transformed themselves into mobile groups of
travelling minstrels who introduced musical comedies to the audiences of
many cities, and that was the outset of the musical. In the Renaissance period
the theatre would discover newer and newer forms of expression, e.g., com-
media dell’arte, where the content of a play was revealed through humour.
Alongside that, the musical language as such became more and more compli-
cated. Meanwhile, some changes occurred on the stage: the English ballad
opera overlapped the features of the German drama, French comic opera,
Vienna operetta was substituted by vaudeville, burlesque, shows by minstrels.
The latter ones carried the character of entertainment, the repertoire of their
performances included different genres: songs, dances, elements of circus
were performed. In 1866, the play by George Bicknell entitled The Black
Crook was staged. It united the elements of a song, a melodrama and a
show.

The appearance of this performance became the starting point in the
history of a musical. And, finally, the musical developed itself in America at
the beginning of the 20th century (primarily in 1920s–1930s). And this article
is meant to answer the question about the role of the Shubert (Shimansky)
family in the history of the American musical theatre.



83

I. Karsokienë. Lithuanian Emigrants’ Role in the History of the American Musical..

Figure 1. The beginning of the March of the Amazons from
The Black Crook by George Bicknell (published by Dodworth & Son)
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The Shubert (Shimansky) family and the socio-economic reasons
that determined the evolution of the American musical theatre

At the end of the 19th century – the beginning of the 20th century, the
prompt development of the musical as a genre was influenced by socio-
economic circumstances that were also the attraction of emigrants from all
over the world. At the end of the 19th century – beginning of the 20th century
in America there appeared a new generation of emigrants, the so-called ‘the
fifth wave’. It mainly encompassed the emigrants from Eastern Europe. It
has to be stressed that at that period much attention was paid in the country
not only to education but also to culture. As concerns education and culture,
the discussed period in America was compared to the Golden Age. There had
never been so much concern about those two fields in America throughout
the whole history of the country development. The richest people of the
country, such as Morgans, Wanderbilts, Astors, Goulds and others, became
the sponsors of many schools and institutions of culture. At the end of the
19th century, a law encouraging parents to provide good education to their
children was enforced. Good education also became the goal of emigrants
from Europe. There appeared favourable economic conditions for establishing
theatres, inviting celebrities from foreign countries. Famous artists from
England and France used to come to America. The famous French actress
Sarah Bernhardt, while touring in America, kept recording the notes where
one can find such a line saying that “Chicago is a city of iron, with the smog
from the railroad trains in the streets, tangled telegraph wires covering the
sky, the banks equal to the size of the Louvre and insurance companies that
can be compared to the Palace of Versailles. There are 600.000 inhabitants
swarming in it, all of them frantically running after the almighty dollar”
(Bordman 2001: 16). At that time there used to be two companies of produ-
cers under the guidance of Charles Frohman and Abraham Lincoln Erlanger
who took the control of all the American theatres. However, there was no
management strategy of theatrical activities that would bring a variety in
actors’ performance and music repertoire. And that gap was covered by the
Shubert (Shimansky) brothers. The Shubert (Shimansky) family arrived in
America at the end of the 19th century. First, the father immigrated to America
from Kudirka Naumiestis, later his arrival was followed by his wife and
seven children who settled in Syracuse (situated near New York). Soon the
powerful mother sent her three sons to sell newspapers in the street in front
of the Syracuse theatre. When Sam was nine, he was offered by the producer
to sell souvenirs and programme sheets inside the premises of the theatre.
Later on he became a manager of the theatre. The other Shubert brothers,
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still confined during the day to the drudgery of waiting on customers at his
haberdashery, leapt at the chance in the theatre (Hirsch 1998: 17). Later Sam
Shubert, having got acquainted with the inside world of the theatre and its
back stage, became willing to produce some plays himself. Having received
a financial support he rented the Herald Square Theatre situated at 35th

Broadway Avenue, in the very heart of New York. However, the Theatre
Syndicate, whose boss was Frohman, comprised more than half of the American
theatres, and they refused him to rent other American theatres for perfor-
mances. They did understand the power of the newcomer who could become
their competitor. In the consequence of that, the Shuberts made use of huge
tents that hosted spectators several times more than a usual theatre and started
organising performances in various cities of America. That was the way the
famous French actress Sarah Bernhardt’s tour was organised in America.

Figure 2. Shubert Theatre
(New York) 1

Figure 3. Sarah
Bernhardt and Shubert
brothers2

1 Shubert Theatre. http://www.newyorkcitytheatre.com/theaters/shuberttheater/
theater.php (accessed 20 September 2015).

2 Ibid.
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The Shuberts’ theatre business had been developing rather rapidly. They
opened theatres in Boston, Philadelphia, rented the premises of the Waldorf
Theatre in London, England. The Shuberts rushed to develop their business
and they were successful at it. Unfortunately, a great loss happened in the
family – Sam Shubert was killed on a train accident when he was travelling
to Pitsburg on business to prepare the documents for the theatre opening.
Although the owners of the American theatres expected the biggest competitor
to disappear, it was just the opposite – the Shubert family business started
prospering. After the brother’s death the other two, Lee and Jacob Shuberts,
received a substantial insurance and went on expanding their business even
more intensely. They decided to fulfil their brother’s wish – to create the
empire of the American musical theatre (Steyn 2000: 26, 76, 120). In 1924,
the Shubert brothers established the Shubert Theatre Corporation that became
a dominating power in the American theatre. At that time it either owned or
controlled 104 theatres in 29 American cities and 7 theatres situated in Lon-
don, England.

They produced a new type of a show that was demonstrated in the
overcrowded theatre halls stretching from New York to Portland and Oregon.
Since the Shuberts had a full-time staff of writers, composers and designers
on hand, it was easy to piece together enough material for a revue – as to
quality, that was in the eye of the beholder (Kenrick 2008). The Shubert
brothers’ control of the theatres till 1929 defines the first Golden Age in
Broadway. In the period of the Great Depression, hundreds of theatres closed
down in America. Many theatres went bankrupt, the actors used to go on
strike because of their low salaries. Whereas the biggest theatres run by the
Shuberts did remain open, they were mostly attended and kept bringing
their owners a huge profit. The Shuberts included many stars of that time
into the repertoires of the performances. They invited Marilyn Miller, a star
of a tremendous talent, from England. In 1914 she took part in the opening
night of the Passing Show produced by the Shuberts in New York. In the
theatres run by the Shubert brothers there used to sparkle such outstanding
stardom as John Ethel, Lionel Barrymoor, Helen Hayes, Spencer Tracy,
Jeanette McDonald, Sarah Bernhardt, Bert Williams, the Irish playwright
George Bernard Shaw, the pair of dancers Fred and Adele Astaire, the com-
poser and conductor Sigmund Romberg, the singer, dancer and choreographer
George M. Cohan, the singers Sophie Tucker and Georgie Price. As it has
been mentioned before, the Shubert brothers liked a variety, therefore, further
to the celebrities of a classical type the audiences could enjoy the performances
of the actors and singers of a comedy genre Ed Wynn, Fannie Brice, Fred
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Allen, Jack Benny, Eddie Cantor, Jack Pearl,
Willie Howard, Bob Hope, George Jessel, or
the performers of vaudevilles such as Lou Clay-
ton, Eddie Jackson and Jimmy Durante, the con-
ductor Ted Lewis and his band, the composer
Irving Berlin, the famous Scottish songwriter
Harry Lauder, the actress and singer Mae West,
the biggest star of burlesque Rose Lee, and the
famous Al Jolson (born in Lithuania).

In 1911, the Shubert brothers leased the
Winter Garden Musical Theatre, remodelled
it and opened for the public once again. On
that occasion the famous composer Jerome Kern
wrote a musical entitled La Belle Paree in which
the leading role was performed by Al Jolson, a
man who was born in Seredþius. In around the
1920s, Al Jolson happened to be the most popu-
lar American star, earning the highest salaries

among the American stars till World War II. Later he featured in the musical
Honeymoon Express at the Winter Garden. Al Jolson spent 30 years in
Broadway. His contribution to the cinema art is also tremendous. He entered
into the history of the world as an actor who took the leading role in the
first feature-length Hollywood ‘talkie’ film  The Jazz Singer. The script of
the movie was based on the true facts from Al Jolson’s life. He also featured
in the Hollywood film-musical Go into Your Dance (1935) together with
his wife, the famous actress Ruby Keeler.

Al Jolson took part in many Hollywood productions (in 26 films in
total), such as Say It with Songs (1929), Big Boy (1930), Mammy (1930)
(Grudens 2006: 224).

The Shubert family ran not only the theatres and produced performances.
When the television was launched they became the shareholders of the most
famous TV companies, managed the business of ticket selling throughout
the whole America. The screenplay writing monopoly was also under their
power. Unfortunately, the last family descendant died in 1972. Since 1973
the Shubert Organisation has been managed by Gerald Shoenfeld and Bernard
B. Jacobs.

Figure 4. The photo of
Al Jolson3

3 The Museum of Family History. Great Artists Series Presents the Immortal Al
Jolson. http://www.museumoffamilyhistory.com/ajolson.htm (accessed 20 September
2015).
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Figure 5. Brothers Shuberts (Lee, Sam, Jacob)4

Conclusions

Throughout the entire period of the existence of the Shubert Organisation
a true American Musical theatre was created. The innovation of it lays in
the Shubert brothers, as one of the first producers, the awareness of the fact
that exactly in America, where a rapid expansion of economics was in boom,
there were all the favourable conditions for the purely commercial genre of
the musical. Within the period of the Shubert brothers’ reign, such musicals
as My Fair Lady , The King and I, Westside Story, The South Pacific and
many others were composed and staged. The musicals for the theatres were
composed by such legendary composers as Irving Berlin, Jerome Kern, Richard
Rodgers, etc. In 1945, Lee and Jacob Shuberts established Sam S. Shubert
Foundation meant for the future of musicals. This foundation also supports
the studies of the young performers of musicals, as well as conducts other
charitable activities. Owing to the gifted emigrants from Lithuania – the
Shubert brothers the musical had finally developed itself as a genre. They
gave a good example to other countries of the world which followed up the
traditions of the American musical. Al Jolson’s presence in the world of
theatre and cinema gave birth to a wonderful masterpiece – the first feature-
length ‘talking’ film The Jazz Singer. Due to Al Jolson the genre of a musical
encompasses a wide range of the means of musical expression.

4 Pearlman, Gary. Lee Lawrence: The Last Shubert. http://www.thepalmbeach
times.com/Pages/Broadway.php (accessed 20 September 2015).
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Lietuvieðu emigrantu loma amerikâòu mûzikla vçsturç
(20. gadsimta pirmâ puse)

Irçna Karsokiene

Kopsavilkums

Mûzikls kâ þanrs savâ paðreizçjâ veidolâ radies 20. gadsimtâ ASV. Pçc
daþâdâm transformâcijâm, ko tas gadu gaitâ piedzîvojis, viens aspekts tomçr
palicis nemainîgs: mûzikls ir un vienmçr ir bijis komerciâlas izklaides þanrs.
Tajâ apvienojuðâs vairâkas mâkslas: mûzika, deja un teâtris. Taèu, tâ kâ
mûzikls cçlies no muzikâlâs komçdijas, prioritâte tajâ atvçlçta tieði mûzikai.

Amerikâòu mûzikla vçsturç bûtiska loma ir emigrantiem no Lietuvas.
19. gadsimta beigâs brâïu Ðûbertu (sâkotnçjâ uzvârdâ Ðimansku) ìimene no
Kudirkas Naumiestes pârcçlâs uz Òujorku un tur izvçrsa aktîvu darbîbu
teâtra jomâ. Pirmajos gados brâïi Ðûberti teâtra telpas îrçja; turklât viòi
daudzviet ASV rîkoja izrâdes lielâs teltîs, kurâs bija krietni vairâk skatîtâju
vietu nekâ teâtros. Brâïi bija noslçguði lîgumus ar vairâkiem izciliem 20. gad-
simta sâkuma mûziíiem, piemçram, Dþordþu Gçrðvinu; viòi organizçja ASV
viesturneju slavenajai Sârai Bernârai no Parîzes; visbeidzot, viòi kâ producenti
sadarbojâs ar Elu Dþonsonu un daudziem citiem. 1924. gadâ brâïi Ðûberti
izveidoja organizâciju, kas apvienoja 86 teâtrus ASV un vienu teâtri Lielbri-
tânijâ (Londonâ). Ðai organizâcijai piederçja daudzi nekustamie îpaðumi
daþâdâs ASV vietâs, pirmâm kârtâm Òujorkas centrâ. Tai bija arî teâtra un
koncertbiïeðu izplatîðanas monopols. Kad nomira pçdçjais brâïu Ðûbertu
pçctecis, organizâcija veica reformas, un darbu sâka tâs jaunâ vadîba. Mûsdie-
nâs Ðûbertu organizâcijai pieder 17 teâtri Òujorkâ, kâ arî vairâki teâtri citviet
ASV, un liela daïa ienâkumu tiek veltîta labdarîbai. Kopumâ brâïu Ðûbertu
ieguldîjums ASV un pasaules mûziklu vçsturç ir neizmçrojami liels.

Atslçgvârdi: mûzikls, komponists, teâtris, mâkslinieks, dziedâtâjs, emig-
rants.
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Introduction

This study examines the development of Lithuanian piano pedagogy,
discusses its origination and prosperity. The author also analyses the tra-
ditions, the influence of Russian and European piano schools, and the integra-
tion of Lithuanian piano pedagogy in the European cultural space. Besides,
the leading pedagogues’ individual methods and their pedagogic repertoire
are considered; the inestimable contribution of the repertoire to the general
development of national musical culture is emphasized.

Key words: piano pedagogy, music, concerts, composer, pupil, repertoire.

***

Nowadays it is possible to summarize Lithuanian piano pedagogy,
discuss its place in the perspective of professional art and forecast its evolution.

The development of Lithuanian piano culture, including pedagogy, is
reflected in musicological literature. Significant researches about the birth
of Lithuanian piano art belong to Mariam Azizbekova; later various analyses
of piano pedagogy belonging to Danguolë Leonavièiûtë-Mediðauskienë,
Liucija Dràsutienë, Leonidas Melnikas, Eugenijus Ignatonis, Nemira Pipikaitë
have been published. It is impossible to generalize a piano school without
studying the methodical experience of the most prominent pedagogues. In
addition, it is necessary to mention the collections of articles published by
the piano pedagogues of Lithuanian Academy of Music and Theatre where
creative and pedagogical practice of well-known pianists is discussed as well
as their biographies and attitude towards piano culture are shortly reviewed.
That forms the foundation of further explorations of the development of
piano culture.

However, we still lack summarizing publications that could provide a
complete view of the general tendencies of the development of piano peda-
gogy, as well as attempt to incorporate the activity of different pedagogues
into the context of Lithuanian music history.

Lithuanian piano pedagogy is discussed in distinct evolutionary stages,
depending on the periodization of Lithuanian music history which is common
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in musicology and corresponds to the changes of social and economic forma-
tions. In these time segments, the directions of pedagogy crystallization are
very clear as is the activity of crucial artists who have stimulated the further
development of piano culture.

The problem: The exploration of Lithuanian piano pedagogy will give
a possibility to take a deeper look into piano culture, forecast further per-
spectives of the development of musical performance. Lithuanian piano peda-
gogy has been selected as the subject of the present paper.

The aim of this paper is to analyse the development of Lithuanian piano
pedagogy, assess the influence of the piano schools of Western and Eastern
countries, systematize a high variety of archival materials, and discuss the
methodical principles of well-known pianists-pedagogues and the changes
in the piano repertoire.

The discussion of the general principles of teaching methodology repre-
senting the whole generation of pedagogues is based on students’ memories
that have been collected by means of the questionnaire. The lessons and
master classes delivered by experienced pedagogues have been observed as
well.

On the one hand, summarizing the piano school is difficult. Most of
famous pianists avoid discussing the methods they use. On the other hand,
many of them have already passed away taking all their pedagogical expe-
rience with themselves. It is likely that this study will provoke further scientific
investigations.

While analysing the traditions of piano culture and the development of
pedagogy, the following methods have been used: the historical-analytical
method, the applied analysis of literature, the study of archival data and
periodicals, as well as summarizing the stories told by witnesses, pedagogues
and their pupils, and the opinion poll (a questionnaire).

The dawn of Lithuanian piano pedagogy

Lithuanian piano culture is an eminent and unique phenomenon. It came
from Western Europe to Lithuania rather late. Ancient keyboard instruments
were replaced by the first pianos only at the beginning of the 19th century.
Taking the first cautious steps, it relied on the artistic experience of foreign
composers, performers and pedagogues. Later it started to accumulate its
own experience, the piano literature and its repertoire developed and matured.
Closely related with the establishment of the Lithuanian national school
and the general cultural environment, Lithuanian piano pedagogues more
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bravely formed new traditions of performing music, trained professional
artists, established the traditions of musical performances.

The roots of the piano culture in Lithuania may be found in Vilnius,
where lived and worked Johann David Holland (1746–1827), Józef
Deszcyñski (1781–1844), later Stanislaw Moniuszko (1819–1872) and other
musicians who developed multiple compositional, performing and pedago-
gical activity. Aiming to cultivate the piano culture it was essential to create
the system of music education. An important role was assigned to Musicology
Department of Vilnius University where pupils studied theoretical disciplines
and played different instruments. Johann David Holland gave lessons there
for two decades since 1802. In his work Traktat akademicki o prawdziwej
sztuce muzyki (“Academic Treatise on the Real Art of Music”, 1806) he
considered the problems of musical performance and related questions about
piano pedagogy to the elementary theory of music.

Piano classes functioned in most of intermediate schools as well as in
some private institutions. However, there, like in household musical practice,
piano education did not reach high-level professionalism. Music teachers
mostly followed empirical principles and a great deal of their attention was
drawn to technical mastery.

The development of piano pedagogy was strongly influenced by the
spread of literature. In bookstores it was possible to buy pieces of piano
virtuosos Henri Herz, Johann Baptist Cramer, Ignaz Moscheles, Friedrich
Kuhlau, Frédéric Chopin, Franz Liszt, and Robert Schumann. However, signi-
ficant composers’ piano opuses were rarely played at concerts and seldom
included in pedagogical repertoire. Such literature seemed to be too difficult
and incomprehensible on account of the lack of professional basis of music
education.

Later on these music education forms began to dissatisfy the increased
demands of piano culture and the necessity to establish specific institutions
for music education emerged. The very first ones were initiated at the second
half of the 19 th century, whereas in most of Western Europe capitals, as well
as in the biggest cities of Russia – Saint Petersburg and Moscow – higher
music schools had already been founded.

A progressive role in these processes was played by Vilnius Department
of Russian Music Society which was highly influential in the development
of music culture for about a half of the century. In 1874, that society estab-
lished the very first music school in Lithuania (it functioned until 1884)
where the specialists of high professional level, students of Moscow and
Saint Petersburg conservatories, were invited to work. In pedagogical activity
they used the methods and strategies from their conservatories. In this way
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the principles of different schools and directions were introduced to Lithu-
anian piano culture. Alongside the music school established by Russian Music
Society also different piano courses and private schools functioned in that
period. As a consequence, at the beginning of the 20th century, amateur
playing grew into professional music education.

The development of music culture and piano pedagogy was stimulated
by concert life which became increasingly intense with every decade. The
favourable geographical location (among Western Europe and Saint Peters-
burg) determined frequent tours of foreign performers. Local artists also
began to perform more often. The growth in the level of their mastery is
evident while studying the changes in the repertoire. Purely virtuoso piano
literature was replaced by more complex compositions by Johann Sebastian
Bach, Russian composers, especially Pyotr Tchaikovsky, Anton Rubinstein.

However, almost until the beginning of the 20th century, Lithuanian
piano culture did not acquire national uniqueness. Hostile circumstances
prevented the development of Lithuanian professional culture; the cultural
situation was not encouraging for the development of national celebrities.
In this period, all the main positions in Lithuanian piano culture were taken
by foreign artists – composers, performers and pedagogues.

A new leaf was turned over and the development of national piano
culture was encouraged by Mikalojus Konstantinas Èiurlionis (1875–1911).
His more than 150 qualitatively new piano opuses were comparable to the
highest achievements of West European composers, they reflected new
methods of the use of national folklore: from direct quotation to deeper
layers, revelation of nation mentality. Exactly these pieces formed the basis
for national piano pedagogy.

Having acquired musical education in Poland and Germany, being influ-
enced by those countries’ piano schools, by taking the very first steps the
young artist aimed at embracing the good traits of those schools and creatively
adapt them to Lithuanian piano culture. However, the level of his pupils
was not equal to the talent of the artist and his education. Intending to give
more information, the pedagogue more willingly worked with advanced
young pianists than with beginners. Èiurlionis was not about to indulge his
pupils’ shoddy taste. It is obvious if one takes a look at the educational
repertoire that included a lot of fundamental examples of the piano literature.

Èiurlionis thought Bach’s works to be the foundation of piano pedagogy.
His methodology of teaching polyphonic works has a lot in common with
modern pedagogy: it is a thorough analysis of polyphonic forms, expressive
intonation of melodic lines, attention to polyphony, understanding the
stylistics of compositions, etc.
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While teaching his brothers and sisters, Èiurlionis proposed them a lot
of piano works by Wolfgang Amadeus Mozart and Ludwig van Beethoven,
he also included their symphonies arranged to play the piano four hands.
Robert Schumann was the favourite from the romanticists. The pedagogue
thought Carl Czerny’s etudes to be the basis of training technical mastery;
he also included the masterful compositions by Chopin. The pedagogue did
not like playing scales, but when working on Charles Louis Hanon’s exercises
he taught to control hearing, trained the sense of beautiful sound and rhythm.
Èiurlionis constantly enriched his pedagogical repertoire with the transcrip-
tions of folksongs for the piano. A lot of his pupils remembered an impressive
playing of their teacher during lessons, his exceptionally spiritual interpre-
tation of different authors’ pieces.

Together with his colleague Èeslovas Sasnauskas (1867–1916), Èiur-
lionis had a vision of Lithuanian conservatory. Unfortunately, that idea was
realized only 24 years later. Èiurlionis’ progressive pedagogical thought,
obvious in his piano works, provoked the crystallization of the national
style of performing, determined the further direction for the development of
piano culture. Later his ideas were elaborated by other Lithuanian artists.

The Years of Independence

During the years of independence, the development of culture lacked
attention and funds, but theatres, music schools were being established,
concert life became more intense and clustered in the temporary capital Kau-
nas, as well as in smaller cities – Klaipëda and Ðiauliai.

The constantly increasing level of musical culture initiated the develop-
ment of professional musicians’ training base. The very first sprouts of profes-
sional pianism started to appear in 1919 in Kaunas, at the school established
by Juozas Naujalis (1869–1934). The most famous Lithuanian pedagogues
were invited as piano teachers: from Moscow Conservatory – Elena Stanek-
Laumenskienë (1880–1960), Vladimir Ruþickij (1890–1952), from Saint
Petersburg1 – Lidija Dauguvietytë-Malko (1883–1955), Emilija Janickienë
(1874–1940), Elena Bilminiûtë-Èiurlienë (1892–?). They brought to Lithuania
the pianistic traditions of Anna Yesipova, Anton and Nikolaj Rubinstein, as

1 At the beginning of the 20th century the following conductors and composers
studied in Saint Petersburg Conservatory: Èeslovas Sasnauskas, Mikas Petrauskas,
Juozas Tallat-Kelpða, Aleksandras Kaèanauskas, Juozas Þilevièius, Stasys Ðimkus,
Mykolas Bukða.
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well as the personal influence of the late romanticism coryphaeus Alexander
Scriabin, Sergei Rachmaninoff and the modern piano culture trends.

In 1927, the composer Juozas Gruodis (1884–1948) was assigned to a
post of the music school director. He succeeded in increasing the level of
teaching, establishing the appropriate training base, and in 1933 the school
was transformed into Kaunas Conservatory. In that higher school, pianists
constituted 40% of students, but because of the high fees for studies only
several specialists graduated the school every year. On the other hand, there
was no particular programme aimed at the development of music education,
therefore the teaching process lacked purposefulness, consistency, clearly
formulated goals and objectives. There was too little attention paid to
students’ practical activity – even pedagogical practice was not included.

Despite the mentioned weak points, Kaunas Conservatory became the
methodological and cultural centre of Lithuania. Pianists who studied in
well-known conservatories in Germany (Jadvyga Èiurlionytë, 1899–1992,
Balys Dvarionas, 1904–1972), Paris (Vytautas Bacevièius, 1905–1970, Jurgis
Karnavièius, 1912–2001), Warsaw (Ignas Prielgauskas, 1871–1956, Sta-
nisùaw Szpinalski, 1901–1957), Moscow (Ruþickij) one after another returned
to Lithuania. Having acquired the latest interpretation achievements of
various piano schools, they included the compositions of various epochs
into their concert repertoires; therefore their performances had educational
influence, too. As pedagogues, those artists injected the meaning of musical
expression, the importance of composition analysis, tirelessly cultivated
artists’ versatility, accustomed their pupils to think and try to achieve precision
in their performance, to thoroughly study a composer’s text.

Vladimir Ruþickij 2, a student of Moscow Conservatory professor Kon-
stantin Igumnov (1873–1948), was an extremely popular pedagogue in Kau-
nas Conservatory. He developed his students’ technical mastery, stimulated
wide studies of piano repertoire and artistic interpretations. He concentrated
his students’ attention on unforced sound, fingers’ free contact with the key-
board. He gave a lot of technical etudes, required to transpose them into a
lot of keys, asked to play scales. Ruþickij gave courses of virtuoso mastery
and prepared a great deal of pianists who were like a fresh stream to Lithu-
anian piano culture. Among his students there were Birutë Damijonaitytë-
Strolienë, Sofija Naujalytë-Didenkienë, Andrius Kuprevièius, Aleksandras

2 Ruþickij was thought to be a wunderkind. Being nine years old he made his
debut as a pianist in America. Being sixteen years old he graduated from Moscow
Conservatory. In 1926–1933 he taught piano in Kaunas music school, in 1933–
1941 – in Kaunas Conservatory.
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Kuèiûnas, Rimas Geniuðas, Aldona Babinienë, Galina Juodakytë-Leonienë,
Birutë Nasvytytë-Smetonienë, Chaimas Potaðinskas, Aldona Smilgaitë-Dva-
rionienë, Ona Þitkutë-Radzevièienë, and others.

Another significant piano pedagogue was Vytautas Bacevièius. In
1927–1928, he studied in Paris Russian Conservatory in the classes of Sant-
jago Rijera and Nikolaj Tcherepnin, and graduated that with the first level
degree diploma. Rijera was a student of Georges Mathias who had studied
with Chopin. Because of that fact, Bacevièius considered himself to be the
fourth generation student of Chopin. For a decade the pianist intensely
performed in Western Europe cities, a lot of people loved his artistic erudition,
innate, natural musicianship, extremely rich artistic imagination, and virtuosity.

In the pedagogical activity of Bacevièius, Dvarionas, Stasys Vainiûnas
(1909–1982), Jurgis Karnavièius, Aldona Dvarionienë (1907–1982) the conti-
nuation of Western Europe traditions was obvious. They took a lot of prin-
ciples of musical performance from their pedagogues: Dvarionas – from
Robert Teichmüller and Egon Petri, Vainiûnas – from Emil von Sauer, Karna-
vièius – from Alexander Libermann, Dvarionienë – from Walter Gieseking.
However, in their work they also adapted the best traditions of Russian
piano school. Each of the mentioned Lithuanian piano pedagogues had been
studying with the members of Russian piano school: Vainiûnas – with Arvîds
Daugulis (a student of Yesipova and Felix Blumenfeld), Karnavièius – with
Marija Judina, Dvarionas – with Alfrçds Kalniòð, Dvarionienë – with
Ruþickij.

At that time, the young pianist Andrius Kuprevièius (1921–1997) began
his concert and pedagogical activity. Being a student of Kaunas Conservatory
professor Ruþickij, he attracted attention with uncommon talent, artistic
erudition and memorable concerts in Lithuania, Latvia and Estonia. The
pianist was thought to have an impressive career, but as a lot of other great
pianists (Bacevièius, Rajauskaitë, Kuèiûnas), because of political circum-
stances and war, he immigrated to the USA and disappeared from our horizon
for a very long time.

People’s Conservatory established by Elena Laumenskienë in 1930 in
Kaunas was highly influential in the system of music education. It provided
professional primary musical education. People’s Conservatory developed
the traditions of tuition-free school, functioned in Russia because of Milij
Balakirev’s iniciative. There it was possible to acquire professional music
education for a small fee (sometimes free of charge). Thoughtfully prepared
teaching programmes for more talented pupils allowed continuing studies
in higher music schools. It served as the primary educational level, helped to
find talented students, stimulated the development of primary piano education.
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In Klaipëda, because of Stasys Ðimkus’ (1887–1943) concern, in
1923–1930 musicians were prepared in Klaipëda music school where the
piano was taught by the former professor of Warsaw conservatory Ignas
Prielgauskas, Sofija Paleèek-Levickienë, Sofija Juodvalkienë, Jadvyga Èiurlio-
nytë and Stasys Vainiûnas.

Because of the international affairs, Vilnius was separated from Lithuania
and belonged to Poland almost for two decades. The intelligentsia still
remained in the occupied region and promoted the development of arts,
participated in active and versatile cultural life. In Vilnius, there were a lot
of bookstores founded, musical theatres functioned, and art exhibitions were
organized.

Then, in Vilnius there were several music education institutions: Jadwiga
Wojewodska’s music courses, Mieczysùaw Karlowicz’s conservatory and
Jewish music institute. Those schools prepared a considerable number of
musicians who later became famous. In 1940, those schools were joined and
reorganized into Vilnius Music School.

In different periods there functioned musical courses all around Lithu-
ania: in Panevëþys – the courses organized by Mykolas Karka, in Telðiai –
by Domas Andrulis, in Kaunas there started to appear the centres of private
music education initiated by Ippo-Gechtman, Elza Herbeck-Hansen who
had interned in Vienna with Leopold Godowsky, the legend from Vilnius.
Those and other centres of music education, where the vocational level of
teaching was quite different, produced a great influence on the development
of Lithuanian piano pedagogy. There the principles of professional pedagogy
were formed, youth’s musical taste and understanding of art were cultivated,
those institutions helped to uncover talented performers, guide them to further
studies.

During the years of Lithuanian Independence, when Lithuanians did
not have an opportunity to study in Moscow or Petersburg conservatories
and only some musicians could study in foreign countries, the establishment
of national professional music education institutions was of particularly high
importance.

Soviet years

The further development of the national piano school was suspended
by World War II and the soviet occupation. A lot of artists emigrated and
those who stayed had to change their artistic attitude. In 1940, when Soviet
authority was consolidated in Lithuania, cultural life also changed. The
particularity of the period, the political and cultural isolation of the society,
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and the new Marxist ideology influenced all the areas of art. However, the
artistic processes that proceeded in that time also were natural and more or
less related to the tendencies of the 20th century European music development.

The evolution of professional art is always related to purposeful activity
of educational institutions. In this period, a consistent system of music
education was established: children’s music school – high or ten-year music
school – conservatory. The preparation of professional musicians expanded,
their professional mastery increased.

Music schools worked towards effective playing for several decades,
their guides were the programmes and piano repertoire confirmed by Moscow
Central Music School. All music schools had to follow the compulsory voca-
tional guidance strategy.

Striving for extremely high, systematic music education and preparation
of contingent for conservatories, in 1945 in Kaunas and in 1948 in Vilnius
ten-year music schools were established. Together with them, students for
higher art schools and independent musical activity were prepared in high
music schools (then known as technical schools, now as conservatories) in
Vilnius, Kaunas, Klaipëda, Ðiauliai.

By resolution of 11 October 1944, the State Conservatory was estab-
lished in Vilnius. Its basis was the reorganization of Vilnius music school:
the higher courses became the foundation of the conservatory; the middle
ones formed the music school, whereas the primary courses served for the
establishment of children’s music school. The pedagogues Elena Laumen-
skienë and Lidija Dauguvietytë, invited from Kaunas conservatory, started
to teach in Vilnius as well as did the local pedagogues Stanislaw Szpinalskij,
Tamara Girsoviè and others.

After the war, for some time there functioned two conservatories in
Lithuania: conservatories of Kaunas and Vilnius. However, it was clear that
doubling of art specialists’ preparation in a small country was not purposeful.
In order to solve the problem it was decided to join those music schools into
one. Thus, on 1 September 1949, basing on two music schools the state
conservatory was established in Vilnius. The best musicians of the period,
including the pianists Vainiûnas, Dvarionas, Dvarionienë, Karnavièius, were
invited to work there. Another part of artists emigrated to Western Europe
and the USA.

The lack of specialists was offset with the invited members of Russian
piano school Jakov Ginzburg (1900–1963) who came to Lithuania in 1945,
Olga Ðteinberg (1920–2005) who came in 1948, and Mariam Azizbekova
(1919–2012) who came in 1950. By the intense concert activity, the pro-
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motion of Lithuanian national music and selfless pedagogical work they,
together with performers of our country, formed the main body of piano
culture, further developed the unique face of piano pedagogical school. They
raised musical performance to professional heights, enriched that with
intellectuality, artistic scope, virtuosic perfection, and pithiness.

Those artists’ piano pedagogy spread the consistent methodology of
Russian piano school, the opportunities of the adaption of versatile perfor-
mance techniques searching for authentic interpretation based on deep analysis
of a musical piece, aesthetic and theoretical attitude of the author. A lot of
attention was paid to the conceptual and the artistic aspects of performance.

After breaking up the relations with the music centres of Western Europe,
the collaboration with Russian schools became more intense. A lot of positive
young artists’ training traditions were taken from them. The best performers
had opportunities to intern in prestigious Soviet conservatories, improve
themselves in assistantship. Because of that a lot of creative biographies of
middle or young generation pianists (Aldona Dvarionaitë, Aldona and Halina
Radvilaitës, Birutë Vainiûnaitë, Jurgis Karnavièius junior, Petras Geniuðas,
Albina Ðikðniûtë, Aleksandra Þvirblytë and others) were very similar: well-
educated in Lithuania, later they studied or interned with the most famous
Russian pianists and creatively synthesized their experience with their indi-
vidual style. Some performers even before 1990 had adopted the achievements
of Western European piano culture: Veronika Vitaitë studied at Vienna Uni-
versity of Music and Performing Arts, Ramutë Vaitkevièiûtë – in Rome,
National Academy of St Cecilia, Birutë Vainiûnaitë, Aleksandra Juozapënaitë-
Eesmaa – in Paris National Conservatory.

Since the 1960s, playing the piano has become extremely popular in
Lithuania. The network of music schools quickly developed: on the basis of
the data provided by Ministry of Education, in the school year 1960/1961
there functioned 21 seven-year music schools with 3250 students. The quanti-
tative rates were chased by the qualitative ones. The level of piano training
increased also in periphery. Very influential on increasing the qualification
of piano pedagogues and wider pedagogical horizon were the seminars-
practicums organized by Kæstutis Grybauskas. Later those pedagogues joined
the International European piano pedagogues’ association (EPTA).

Close relationships with the pedagogues from Moscow and Leningrad
(now Saint Petersburg) Conservatories (they conducted master classes during
annual conferences, organized their students’ piano evenings) after some
time were extended with the help of new acquaintances and various Western
Europe pedagogical schools. The attitude towards many postulates changed



101

R. Kryþauskienë. The Development of Lithuanian Piano Pedagogy

notably, more attention was paid to the variety of instrumental sound, under-
standing and rendering of artistic image, artistic decisions dictated by the
stylistics of a composition. All that strengthened the young Lithuanian piano
school and raised national personalities.

The Restoration of Independence

Professional art was directly influenced by the important political events,
ideological turning points, and the restoration of Lithuania’s Independence.
The two decades promoted new perspectives, the spirit of Western world to
musical culture stimulated new, uncommon initiatives. After the fall of the
‘iron curtain’ and often unfair selection in Moscow, the fight for an oppor-
tunity to participate in international competitions, festivals or simple concerts
was no more necessary. There remained the only criterion of talent, profes-
sional and artistic abilities. On the other hand, there developed the freedom
stimulated emigration to and the integration of young artists into the USA
or Western Europe countries. Owing to the young pianists Andrius Þlabys,
Eglë Janulevièiûtë, Gediminas Alekna, Edvinas Minkðtimas, the distant world
of American pedagogy, which had been remote and unknown for a very
long time, became available.

Lithuanian pianists more and more bravely conducted master classes
not only in Lithuania, but also in other countries. That fact that the increasing
number of our pianists won international competitions shows the worldwide
acceptance of Lithuanian artists.

While analysing Lithuanian piano pedagogy nowadays, we see that the
main methods, the attitude towards performances have a lot in common,
and that allows for discussing the purposefulness of Lithuanian pedagogical
school. That is extremely important when aiming at properly revealing the
uniqueness of a composer’s creative work. The understanding of musical
stylistics, the logical rendering of its development, the disclosure of an author’s
idea should be based on a detailed analysis of form, harmony, melody and
rhythmics. Still, such a methodology does not prevent an artist from the
revelation of individual emotions; it prevents him from shallow interpre-
tations, outer brilliance or groundless burst of emotions.

In many cases, the attitudes of Lithuanian pedagogues towards musical
interpretation are similar. That may be said about the precise rendering of
an author’s text, some general pedalization, and the principles of fingering.
However, in other fields of piano pedagogy we could not find such a unity
of standpoints.
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Visual associations arising from emotional contents of a musical piece
differ; questions of sound production are being solved individually as well
as individual methodology in training technical mastery is being used. Some
pedagogues prefer definite literature of technical training – training etudes,
collections of technical exercises edited by different authors, others, apart
from examples of artistic literature, also develop pianists’ virtuosity abilities.

The preparation of a pianist is determined by several factors: musical
talent, individuality or requirements in a certain phase of training. That is
reflected in the tendencies of pedagogical repertoire. Looking through peda-
gogues’ individual programmes, we see that the traditions of Èiurlionis peda-
gogy are being continued, a lot of attention is paid to creative works of
baroque masters (especially Bach) and Vienna classics. By studying the com-
positions of these authors, students learn to understand musical forms, clas-
sical proportions, cultivate sound culture and beauty.

Romanticists’ (Chopin, Liszt, Rachmaninoff, Scriabin) and impressio-
nists’ (Claude Debussy, Maurice Ravel) opuses are no less important in prog-
rams. Unfortunately, works of contemporary composers are rarely studied;
repertoire often contains no more than the compositions by Sergei Prokofjev,
Béla Bartók, which have already become classics.

Traditional international competitions of Mikalojus Konstantinas Èiur-
lionis, Balys Dvarionas, Stasys Vainiûnas stimulate our performers to come
back to the roots of our national school, to know better and perform more
mesmerizingly the creative legacy of these artists. Moreover, Èiurlionis’ theme
is alive and a lot of composers develop it in their music. Pieces, written
especially for the purpose of competition, embody a lot of ideas of classical
music; stimulate the performer to feel continuity of generations.

Conclusions

The analysis of piano pedagogy has showed that Lithuanian piano peda-
gogy has been influenced by different piano schools and their most significant
representatives. In training methodology of Dvarionas, Vainiûnas, Karnavi-
èius, the continuation of Western Europe traditions is obvious. A lot of metho-
dological principles have been taken from their pedagogues: Dvarionas –
from Teichmüller and Petri, Vainiûnas – from von Sauer, Karnavièius –from
Libermann, and Dvarionienë – from Gieseking. They also adapted the best
traditions of Russian piano school. Every of the mentioned Lithuanian pianists
(Vainiûnas, Karnavièius, Dvarionas) studied with the members of Russian
piano school. The traditions of Russian piano school and its most significant
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members Samuil Feinberg, Yakov Zak, Heinrich Neuhaus were developed
by Mariam Azizbekova, Olga Ðteinberg, Veronika Vitaitë, Aldona Dvario-
naitë and others.

Even though a lot of methods of piano teaching are quite similar, some
pedagogues prefer their own. They pay less attention to everyday practice of
piano techniques but rather emphasise artistic intuition, direct emotional
understanding of music, thinking, highlighting student’s artistic and musical
training. When beginning to work these pedagogues focus their students’
attention on significant primary emotional understanding of musical piece.
Perhaps, because of that they pay a lot of attention to the demonstration of
a musical piece with the help of the musical instrument. In this way, by
establishing necessary artistic image, they try to explain the creative process
more clearly. Other pedagogues combine artistic training with thorough
analysis of distinct technical details, explanation of performing problems
and its consolidation in the same lesson. This method corresponds to the
traditions of Moscow piano school.

The achievements of piano pedagogy are shown by vocational prepa-
ration of young pianists which allows them to participate in different piano
competitions and become prize winners, as well as develop their concert
activity outside our country.

The features of the national piano school are revealed while playing
compositions of Lithuanian composers: it is sincere emotionality combined
with reservation and avoidance of outer effects, more chamber treatment of
musical images as well as the demonstration of expressive means of perfor-
mance: variety of sound colours, pedalization, articulation, wide dynamic
scale, etc.

Some Lithuanian pedagogues do not use innovative or individual metho-
dological principles. That is natural, because the national features in pedagogy
become more obvious through the national repertoire, the stylistics of piano
pieces. For example, works of Debussy, Prokofjev have promoted the creation
of new methods of piano playing. Such phenomenon did not occur inLithuania.

Lithuanian piano pedagogy is a vital process because it is constantly
undergoing new artistic changes. Since there does not exist historical retro-
spective, it is difficult to objectively assess and analyse a lot of facts and
circumstances. However, some phenomena allow for optimistic forecasting
of the further development of Lithuanian piano pedagogy.
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Lietuvieðu klavierpedagoìijas attîstîba

Ramune Kriþauskiene

Kopsavilkums

Raksts veltîts lietuvieðu klavierpedagoìijai: apspriesta tâs izcelsme un
attîstîba. Analîze râda, ka daþâdâm klavierskolâm un to nozîmîgâkajiem
pârstâvjiem bijusi ïoti liela ietekme lietuvieðu pedagoìijâ.

Mûzikas kultûras straujâ attîstîba Lietuvâ 20. gadsimta sâkumâ radîja
nepiecieðamîbu profesionâlu mûziíu izglîtoðanai. Profesionâlâ pianisma
pirmie iedîgïi rodami 1919. gadâ Kauòâ, skolâ, kuru dibinâja Jozs Naujalis.
Klavierspçles apmâcîbai ðeit tika uzaicinâti paði slavenâkie lietuvieðu peda-
gogi: Elena Staneka-Laumenskiene, Vladimirs Ruþickis no Maskavas konser-
vatorijas, Lidija Dauguvietîte-Malko, Emîlija Janickiene un Elena Bilmiòûte-
Èurïiene no Pçterburgas. Viòi atveda sev lîdzi Annas Jesipovas, Antona un
Nikolaja Rubinðteinu pianisma tradîcijas, kâ arî personiskos iespaidus, ko
guvuði no vçlînâ romantisma korifejiem Aleksandra Skrjabina, Sergeja Rah-
maòinova un modernajâm klaviermâkslas vçsmâm.

Vîtauts Baceviès, Balis Dvarions, Stasis Vaiòûns, Jurìis Karnaviès un
Aldona Dvarioniene savukârt pârstâvçja Rietumeiropas pedagoìiskâs tradî-
cijas. Vairâkus atskaòotâjmâkslas principus viòi bija aizguvuði no saviem
pedagogiem: Dvarions – no Roberta Teihmillera un Egona Petri, Vaiòûns –
no Emîla fon Zauera, Karnaviès – no Aleksandra Libermaòa, Dvarioniene –
no Valtera Gîzekinga.

Turpmâko klavierpedagoìijas attîstîbu pârtrauca 2. pasaules karð un
padomju okupâcija. Vairâki mâkslinieki emigrçja; savukârt tie, kuri neemi-
grçja, bija spiesti mainît savu mâksliniecisko pozîciju. Speciâlistu trûkumu
daïçji kompensçja uzaicinâtie krievu klavierspçles skolu pârstâvji: Jakovs
Ginsburgs, Olga Ðteinberga un Mariama Azizbekova. Intensîvâ koncertdar-
bîbâ un nesavtîgâ pedagoìiskâ darbâ, atbalstot lietuvieðu nacionâlo mûziku,
viòi kopâ ar vietçjiem pianistiem turpinâja klavierpedagoìijas attîstîbu.

Laikâ, kad bija sarautas saites ar Rietumeiropas mûzikas centriem,
sadarbîba ar krievu klavierspçles skolu pârstâvjiem kïuva intensîvâka. Labâ-
kajiem interpretiem tika sniegta iespçja praktizçties prestiþâs padomju konser-
vatorijâs un uzlabot savas pedagoìiskâs prasmes. Tâdçjâdi vairâku vidçjâs
un jaunâkâs paaudzes pianistu (Aldonas Dvarionaites, Aldonas and Halinas
Radvilaiðu, Birutes Vaiòûnaites, Jurìa Karnavièa juniora, Petra Geòuða, Albi-
nas Ðikðòîtes, Aleksandras Þvirblîtes u. c.) radoðâs biogrâfijas ir ïoti lîdzîgas:
labai izglîtîbai Lietuvâ sekojuðas studijas Krievijâ, mâcoties pie populârâ-
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kajiem krievu pianistiem, un ðî izglîtîba sniegusi plaðas iespçjas radoðam
personiskâ stila un pieredzes apvienojumam.

Lietuvas neatkarîbas atjaunoðana bija ne tikai svarîgs politisks notikums
un ideoloìijas pavçrsiena punkts, tâ arî tieði iespaidoja profesionâlo mâkslu.
Divâs beidzamajâs desmitgadçs ðajâ jomâ pavçruðâs jaunas perspektîvas,
pastiprinâjusies Rietumu pasaules ietekme mûzikas kultûrâ un aizsâkuðâs
jaunas, neparastas iniciatîvas. Pçc dzelzs priekðkara kriðanas vairs nebija
nepiecieðama bieþi vien negodîga sâncensîba Maskavâ, lai gûtu iespçju pieda-
lîties starptautiskos konkursos, festivâlos vai vienkârðos koncertos. Vienîgais
kritçrijs, kas saglabâjâs, bija mâkslinieciskâs spçjas. Jauniegûtâ brîvîba stimu-
lçja mûziíu emigrâciju no Lietuvas, viòu integrâciju ASV un Rietumeiropas
kultûrvidç. Savukârt jaunie pianisti Andrus Þlabis, Egle Janulevièûte, Ìedi-
mins Alekna un Edvîns Minkðtims uz Lietuvu atveda arî amerikâòu peda-
goìijas principus, kuri lîdz tam daudziem vietçjiem klavierspçles pedagogiem
ðíita tâli un nesasniedzami.
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Ãèäî í Êðåìå ð è Ñàóëþñ Ñî íäåöêèñ:
â ïîèñêàõ ïóòåé ôîðìèðîâàíèÿ íîâîé

õóäîæåñòâåííîé ðåàëüíîñòè

Dr. habil. art. Ëåî íèäàñ Ìåëüíèêàñ
Ïðîôåññîð Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

Ïîñòàíîâêà ïðîáëåìû

Èñòîðèÿ òâîð÷åñêîãî ñîòðóäíè÷åñòâà ñêðèïà÷à Ãèäîíà Êðåìåðà
(Gidon Kremer) è äèðèæåðà Ñàóëþñà Ñîíäåöêèñà ( Saulius Sondeckis)
îõâàòûâàåò áîëåå ïÿòèäåñÿòè ëåò. Åñòåñòâåííî, çà òàêîé äëèòåëüíûé ïå-
ðèîä âðåìåíè îáùåíèå ìóçûêàíòîâ îáðåòàëî âñå íîâûå ôîðìû, à äåÿ-
òåëüíîñòü ñòèìóëèðîâàëà äîñòàòî÷íî ðàçíûå ïî ñâîåé ñóòè ïðîöåññû
èçìåíåíèÿ îêðóæàþùåé ìóçûêàëüíîé ñðåäû. Èõ ñîòðóäíè÷åñòâî îáó ñ-
ëîâèëî âçàèìíîå òâîð÷åñêîå îáîãàùåíèå, ñëóæèëî èìïóëüñîì, ïîä
âîçäåéñòâèåì êîòîðîãî õóäîæåñòâåííîå ðàçâèòèå âëåêëî îòêðûòèå âñå
íîâûõ òâîð÷åñêèõ ãîðèçîíòîâ, èçìåíÿëî ïðåñòàâëåíèÿ î äîïó ñòèìîì è
âîçìîæíîì.

Ïåðåñå÷åíèÿ è ñîâìåùåíèÿ òâîð÷åñêîãî ïóòè Ñîíäåöêèñà è Êðå-
ìåðà ìíîãîôàêòîðíû êàê â ïëàíå èçìåíåíèÿ êîíôèãóðàöèè ñîïóòñòâó-
þùåãî èõ äåÿòåëüíîñòè õóäîæåñòâåííîãî ðåëüåôà, òàê è ñ òî÷êè çðåíèÿ
âñå áîëüøåãî ïðåîáðàçóþùåãî âîçäåéñòâèÿ íà ýòîò ðåëüåô. Åñëè íà íà-
÷àëüíûõ ýòàïàõ âçàèìîäåéñòâèÿ áûòóþùàÿ ñèñòåìà òâîð÷åñêèõ êàíîíîâ
è äîìèíàíò èìè âîñïðèíèìàëàñü êàê êîíñòàíòà, ìàëî ïîääàþùàÿñÿ èç-
ìåíåíèÿì, âïîñëåäñòâèè îêðóæàþùèé õóäîæåñòâåííî-èñòîðè÷åñêèé
êîíòåêñò ñàì âî ìíîãèõ ñâîèõ ïàðàìåòðàõ ñòàë ïðîèçâîäíûì îò èõ äåÿ-
òåëüíîñòè, ÿâëÿë ñîáîé íåêóþ ìàòåðèàëèçàöèþ óòâåðæäàåìîãî èìè âè-
äåíèÿ ìóçûêàëüíîãî èñêó ññòâà. Â ýòîì ïðîÿâëÿëàñü ñîçèäàòåëüíàÿ è
ïðåîáðàçóþùàÿ ñîñòàâëÿþùàÿ èõ ñîäðóæåñòâà.

Íå ìåíåå èíòåðåñåí è àñïåêò ïîëèôîíè÷åñêîé ìíîãîìåðíîñòè âçà è-
ìîäåéñòâèÿ äâóõ ìóçûêàíòîâ. ßâëÿÿñü ÿðêèìè òâîð÷åñêèìè ëè÷íîñòÿìè ,
ïðèíàäëåæà ê ðàçíûì ïîêîëåíèÿì, èìåÿ çà ïëå÷àìè íåïîõîæèé õóäî-
æåñòâåííûé è æèçíåííûé îïûò , êàæäûé èç íèõ â ïðîöåññå ðàáîòû, âîç-
ìîæíî, â êàêèõ-òî äåòàëÿõ èíà÷å ïðåäñòàâëÿë èòîã ñîâìåñòíîãî òâîð÷å-
ñòâà, îäíàêî ýòè ðàçëè÷èÿ íå ïðåóìåíüøàëè ñîçèäàòåëüíóþ ïîòåíöèþ
èõ ñîâìåñòíîé äåÿòåëüíîñòè, è â ñâîèõ ðåøåíèÿõ îíè âñåãäà ïðèõîäèëè
ê îáùåìó çíàìåíàòåëþ. Áîëåå òîãî, èõ òâîð÷åñêèé äèàëîã îáåñïå÷èâàë
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êóìóëÿòèâíûé ýôôåêò – îíè íàõîäèëè òàêèå ôîðìû ïðåòâîðåíèÿ ñâîèõ
èäåé, êîòîðûå â ìîìåíò ñöåíè÷åñêîãî âîïëîùåíèÿ îáðåòàëè ãàðìîíè-
÷åñêîå åäèíñòâî è ìàêñèìàëüíóþ ñòåïåíü àðòèñòè÷åñêîé óáåäèòåëüíîñòè.

Ñîíäåöêèñ è Êðåìåð ñäåëàëè óäèâèòåëüíî ìíîãî äëÿ ïðåîáðàæå-
íèÿ îáëèêà ìóçûêàëüíîé êóëü òóðû ñâîåãî âðåìåíè. Äèñòàíöèÿ ìåæäó
òåì, ñ ÷åãî îíè íà÷èíàëè, è òåì, ê ÷åìó ïðèøëè, îãðîìíà, è èõ òâîð÷åñ-
êîå îáùåíèå è ñîòðóäíè÷åñòâî ÿâèëîñü îäíèì èç ýëåìåíòîâ ýòèõ çàìå-
÷àòåëüíûõ äîñòèæåíèé. Â êàêèõ ôîðìàõ ýòî îáùåíèå ïðîèñõîäèëî è ê
êàêèì ðåçóëüòàòàì ïðèâåëî – âîïðîñû, ïðåäñòàâëÿþùèå ñîáîé èíòåðåñ-
íûé ðàêóðñ èçó÷åíèÿ.

Ïðåäûñòîðèÿ

Ñóùåñòâåííûì ôàêòîðîì äèíàìèçàöèè ïðîöåññîâ ðàçâèòèÿ áûëî
âçàèìîäåéñòâèå ìóçûêàíòîâ èç Ëèòâû è Ëàòâèè. Â ýòîì ñìûñëå òâîð-
÷åñêîå ñîòðóäíè÷åñòâî Ñîíäåöêèñà è Êðåìåðà âïèñûâàåòñÿ â êîíòåêñò
óñòîé÷èâûõ èñòîðè÷åñêèõ òåíäåíöèé.

Òåñíûå è ïëîäîòâîðíûå ìóçûêàëüíûå ñâÿçè ìåæäó Ëèòâîé è Ëàòâèåé
óñòàíîâèëèñü åùå â ìåæâîåííûå ãîäû – áëèæàéøèå «ñîñåäè», èìåþùèå
ìíîãî îáùåãî â èñòîðè÷åñêîé ñóäüáå è ìåíòàëüíîñòè, è â ïëàíå ðàçâè-
òèÿ ìóçûêàëüíîé êóëü òóðû ïðèäåðæèâàëèñü áëèçêèõ âçãëÿäîâ. Ýòîìó â
íåìàëîé ñòåïåíè ñïîñîáñòâîâàëî è òî îáñòîÿòåëüñòâî, ÷òî â Ëàòâèè ïðî-
ôåññèîíàëüíîå îáðàçîâàíèå ïîëó÷èëè íåñêîëüêî ëèòîâñêèõ ìóçûêàí-
òîâ, çàíÿâøèõ âïîñëåäñòâèå â Ëèòâå âèäíîå ìåñòî. Ñðåäè íèõ îñîáåííî
ñëåäóåò âûäåëèòü äâóõ âûïóñêíèêîâ Ëàòâèéñêîé êîíñåðâàòîðèè: Þîçàñà
Êàðîñàñà1 (Juozas Karosas) è Ñòàñèñà Âàéíþíàñà2 (Stasys Vainiûnas). Åùå
îäèí èçâåñòíûé ëèòîâñêèé ìóçûêàíò òîãî âðåìåíè – êîìïîçèòîð, äèðè-
æåð è ïèàíèñò Áàëèñ Äâàðèîíàñ (Balys Dvarionas) – â Ëàòâèè ïîëó÷èë
íà÷àëüíîå ìóçûêàëüíîå îáðàçîâàíèå; îí ó÷èëñÿ ó Àëüôðåäñà Êàëíûíüøà
(Alfrçds Kalniòð) â Ëèåïàå.

Îñîáîå ìåñòî â ëèòîâñêî-ëàòûøñêîì ìóçûêàëüíîì äèàëîãå çàíè-
ìàëè ñòðóííèêè. Àäîëüô Ìåòö ( Âdolfs Mecs, Adolf Metz ), ó÷åíèê ëåãåí-
äàðíîãî Ëåîïîëüäà À óýðà (Leopold Auer) è ïðîôåññîð Ëàòâèéñêîé êîí-
ñåðâàòîðèè ñ 1935 ãîäà ïî ñåíòÿáðü 1940-îãî, ðàç â íåäåëþ ïðèåçæàë â
Êàóíàñ, ãäå â êîíñåðâàòîðèè âåë ñêðèïè÷íûé êëàññ (ñïåöèàëüíûì ïðè-
êàçîì ìèíèñòðà ïðîñâåùåíèÿ åìó â âèäå èñêëþ÷åíèÿ áûëî ðàçðåøåíî

1 Êëàññ êîìïîçèöèè ßçåïà Âèòîëñà ( Jâzeps Vîtols), êëàññ îðãàíà Ïåòåðèñà
Ïà óëñà Þîçóóñà (Pçteris Pauls Jozuus).

2 Êëàññ ôîðòåïèàííî Àðâèäñà Äà óãóëèñà (Arvîds Daugulis).



108

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VIII

ïðåïîäàâàòü áåç çíàíèÿ ëèòîâñêîãî ÿçûêà) ( Melnikas 2008: 95). Êîíöåðò-
ìåéñòåðîì è äèðèæåðîì îðêåñòðà Ã îñóäàðñòâåííîãî òåàòðà â Êàóíàñå,
ñàìîãî ïðåñòèæíîãî ìóçûêàëüíîãî êîëëåêòèâà â ñòðàíå, áûë ðèæàíèí
Ðîáåðò Ñòåíäåð (Robert Stender) – äî ïåðååçäà â Êàóíàñ îí áûë êîíöåðò-
ìåéñòåðîì ëèåïàéñêîãî îðêåñòðà (êñòàòè, îí èãðàë íà ñêðèïêå Àìàòè,
êîòîðóþ ïðèâåç ñ ñîáîé èç Ëàòâèè) ( Melnikas 2008: 96).

È Ñîíäåöêèñ, è Êðåìåð ãàðìîíè÷íî âïèñàëèñü â êîíòåêñò ëèòîâñ-
êî-ëàòûøñêèõ ìóçûêàëüíûõ ñâÿçåé. B ñàìîì íà÷àëå èõ òâîð÷åñêîãî ïóòè
ýòîò âåêòîð èìåë ýïèçîäè÷åñêèé õàðàêòåð, íî ïî ïðîøåñòâèè âðåìåíè
îí ñòàíîâèëñÿ âñå áîëåå î÷åâèäíûì.

Ñâîé ïåðâûé îïûò èãðû â îðêåñòðå Ñîíäåöêèñ ïîëó÷èë ïîä ðóêî-
âîäñòâîì Þîçàñà Êàðîñàñà â ìóçûêàëüíîé øêîëå â Øÿóëÿé (ïî ñëîâàì
Ñîíäåöêèñà, âïå÷àòëåíèå îò ó÷àñòèÿ â ýòîì îðêåñòðå áûëî ñòîëü îãðîì-
íûì, ÷òî çàðîäèëî åãî ìå÷òó î äèðèæèðîâàíèè è îðêåñòðå 3). Â ýòîì –
íåêàÿ ðåìèíèñöåíöèÿ ëèòîâñêî-ëàòûøñêèõ ñâÿçåé.

Â ñâîþ î÷åðåäü, ïåðâûì ó÷èòåëåì ñêðèïêè Êðåìåðà áûë ßêîâ Ò àð-
ãîíñêèé, ðàáîòàâøèé ïîñëå âîéíû íåñêîëüêî ëåò â Âèëüíþññêîé êîí-
ñåðâàòîðèè, âîçãëàâëÿâøèé òàì êàôåäðó ñòðóííûõ èíñòðóìåíòîâ, ñîçäàâ-
øèé Ëèòîâñêèé ñòðóííûé êâàðòåò è ëèøü ïîçäíåå ïåðååõàâøèé â Ðèãó .
Âîò êàêèì Ò àðãîíñêîãî çàïîìíèë Êðåìåð: «Îí ðàáîòàë â êîíñåðâàòî-
ðèè, à â øêîëå, â ïîðÿäêå èñêëþ÷åíèÿ, ó íåãî áûëî íåñêîëüêî ó÷åíèêîâ.
Ýòî áûë ñòðîãèé ó÷èòåëü, íî ÿ åãî ëþáèë. Ìèìîëåòíàÿ óëûáêà, ñ êîòî-
ðîé îí, ïðèîáíÿâ ìåíÿ, óìåë îáîäðèòü, ïðèìèðÿëè ñ åãî îáû÷íîé ñóðî-
âîñòüþ» (Êðåìåð 2006: 42).

À âîò ÷òî î Òàðãîíñêîì âñïîìèíàåò Ñîíäåöêèñ:
«Îí ó ñïåë ïîáûâàòü ó÷åíèêîì À óýðà, Ìîñêîâñêóþ êîíñåðâàòîðèþ

çàêîí÷èë ó Àáðàìà ßìïîëüñêîãî, áûë ñêðèïà÷îì âûñî÷àéøåãî ïðîôåñ-
ñèîíàëèçìà. Îí èãðàë â ëåãåíäàðíîì Ïåðñèìôàíñå  – îðêåñòðå áåç äèðè-
æåðà. Óæå îäíî ýòî ïðèäàâàëî åìó îñîáûé îðåîë. Êðîìå òîãî, îí äîëãîå
âðåìÿ áûë àññèñòåíòîì ïðîôåññîðà Êîíñòàíòèíà Ìîñòðàñà, êðóïíåé-
øåãî ðîññèéñêîãî àâòîðèòåòà â îáëàñòè ñêðèïè÷íîé ïåäàãîãèêè. Â òðèä-
öàòûå ãîäû ñòàë äîêòîðîì ïåäàãîãèêè [â ñîâåòñêîé ñèñòåìå íà ó÷íûõ ñòåïå-
íåé – êàíäèäàòîì èñêó ññòâîâåäåíèÿ – Ë. Ì. ]. Ñïåöèàëèñòà ïî ìåòîäèêå
ïðåïîäàâàíèÿ ñêðèïè÷íîé èãðû, ðàâíîãî Ò àðãîíñêîìó , â Ëèòâå íå áûëî.
Íà ðàçâèòèå ñêðèïè÷íîãî èñêó ññòâà â Ëèòâå îí îêàçàë áîëüøîå âëèÿ-
íèå, õîòÿ ó íàñ íå çàäåðæàëñÿ íàäîëãî. Ðèæàíèí Ò îâèé Ëèâøèö, ìîé
ðîâåñòíèê, à ïîòîì è êîëëåãà – ñîçäàòåëü è ðóêîâîäèòåëü Êàìåðíîãî îð-

3 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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êåñòðà Ëàòâèéñêîé ôèëàðìîíèè, ñïåöèàëüíî ïîñòóïèë â Âèëüíþññêóþ
êîíñåðâàòîðèþ, ÷òîáû çàíèìàòüñÿ ó Ò àðãîíñêîãî, çàêîí÷èë åå è «ïåðå-
ìàíèë» ñâîåãî ïðîôåññîðà â Ðèãó» 4.

Êñòàòè, Òàðãîíñêîãî â êà÷åñòâå ïðåïîäàâàòåëÿ Ëèâøèöó ïîðåêîìåí-
äîâàë ïðîôåññîð Êàðë Áðþêíåð ( Karl Brückner), äåäóøêà Êðåìåðà. Â
ãîäû âîéíû îíè âìåñòå îêàçàëèñü â ýâàêóàöèè â Àëìà-Àòå. Áðþêíåð äâà
ãîäà çàíèìàëñÿ ñ Ëèâøèöåì, ïîäãîòîâèë åãî äëÿ ïîñòóïëåíèÿ â ìóçû-
êàëüíîå ó÷èëèùå è âûáðàë äëÿ íåãî ïåäàãîãà. Èíòåðåñíî è òî, ÷òî èõ
çàíÿòèÿ, êàê âñïîìèíàåò Ëèâøèö, ïðîõîäèëè íà ïðèíàäëåæàâøåé Áðþê-
íåðó ëåãåíäàðíîé ñêðèïêå Ã âàäàíèíè ( Guadagnini), íà êîòîðîé ïîçäíåå
èãðàë Êðåìåð5. Òàêîâ íåïðåäñêàçóåìûé ëàáèðèíò ÷åëîâå÷åñêèõ ñóäåá, è
î÷åíü çíàìåíàòåëüíî îáíàðóæèòü â íåì ñêðûòûé ëèòîâñêî-ëàòûøñêèé
ìîòèâ.

Çíàêîìñòâî Ñîíäåöêèñà ñ Êðåìåðîì ïðîèçîøëî çíà÷èòåëüíî ïî-
çäíåå îïèñàííûõ ñîáûòèé, à èõ ñîòðóäíè÷åñòâî çàðîäèëîñü åùå ÷åðåç
íåñêîëüêî ëåò . Êàçàëîñü áû, ðàñòÿíóâøàÿñÿ íà ìíîãèå äåñÿòèëåòèÿ èõ
äðóæáà ïîëíîñòüþ óêëàäûâàåòñÿ â ýòîò óñòîÿâøèéñÿ àëãîðèòì òâîð÷åñ-
êîãî âçàèìîäåéñòâèÿ ìóçûêàíòîâ Ëèòâû è Ëàòâèè. È âñå æå ñëó÷àé Ñîí-
äåöêèñà è Êðåìåðà ñîâåðøåííî îñîáûé. Íèêîãäà ðàíåå ñîòðóäíè÷åñòâî
ìóçûêàíòîâ èç Ëàòâèè è Ëèòâû íå ïðèâîäèëî ê òàêèì äîñòèæåíèÿì, íå
õàðàêòåðèçîâàëîñü òàêèì òâîð÷åñêèì âçëåòîì.

Òâîð÷åñêîå âçàèìîäåéñòâèå ïî ì îäåëè îòöû è äåòè

Íà÷àëüíûé ýòàï ñîòðóäíè÷åñòâà Ñîíäåöêèñà è Êðåìåðà âïîëíå ñî-
îòâåòñòâóåò óñëîâíîé ëîãèêå âçàèìîäåéñòâèÿ ïî ïðèíöèïó îòöû è äåòè .
Ëîãèêà ýòîé ìîäåëè èñõîäèò èç òîãî, ÷òî âîçðàñòíîé ðóáåæ â äâà äåñÿòè-
ëåòèÿ, ðàçäåëÿþùèé äâóõ ìóçûêàíòîâ è îïðåäåëÿþùèé èõ ïðèíàäëåæ-
íîñòü ê ðàçíûì ïîêîëåíèÿì, â òî âðåìÿ èãðàë ñóùåñòâåííóþ ðîëü â
õàðàêòåðå îáùåíèÿ. Ïðè ýòîì íåãàòèâíûå àñïåêòû îáùåíèÿ, íåðåäêî
âîçíèêàþùèå ïðè êîíòàêòàõ ïðåäñòàâèòåëåé ðàçíûõ ïîêîëåíèé, â äàí-
íîì ñëó÷àå îòñóòñòâîâàëè, èáî ñâÿçóþùèì çâåíîì ÿâëÿëàñü îáùíîñòü
èíòåðåñîâ, à ôîðìà ïîäðàçóìåâàëà «îòå÷åñêóþ» çàáîòó îäíîãî è óâàæè-
òåëüíîå îòíîøåíèå äðóãîãî.

4 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.

5 Íèêîëàåâ, Ñåðãåé. Ðóêîâîäèòåëþ Êàìåðíîãî îðêåñòðà Ëàòâèéñêîé ôèëàðìî-
íèè, íåêîãäà îäíîãî èç ëó÷øèõ â ÑÑÑÐ, Òîâè Ëèôøèöó â÷åðà èñïîëíèëîñü 80 ëåò.
http://www.d-pils.lv/news/2/302073 (ïðîñìîòð 20 ñåíòÿáðÿ 2015 ãîäà).
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Ñîíäåöêèñ è Êðåìåð ïîçíàêîìèëèñü â êîíöå ïÿòèäåñÿòûõ ãîäîâ.
Êðåìåð ó÷èëñÿ â ìóçûêàëüíîé øêîëå, Ñîíäåöêèñ ê òîìó âðåìåíè óæå
èìåë íåìàëûé îïûò ïåäàãîãè÷åñêîé ðàáîòû, ó ñïåë ïîáûâàòü ðóêîâîäè-
òåëåì ñòðóííûõ îòäåëåíèé ìóçûêàëüíîãî ó÷èëèùà (íûíå Âèëüíþññêàÿ
êîíñåðâàòîðèÿ èìåíè Þîçàñà Ò àëëàò-Êÿëïøè) è äåòñêîé ìóçûêàëüíîé
øêîëû (íûíå ìóçûêàëüíàÿ øêîëà äåñÿòèëåòêà èìåíè Áàëèñà Äâàðèî-
íàñà), ðóêîâîäèë ñòðóííûì îðêåñòðîì øêîëû èñêó ññòâ èìåíè Ìèêàëî-
þñà Êîíñòàíòèíàñà ×þðëåíèñà, â 1959 ãîäó ñòàë çàâåäóþùèì êàôåäðû
ñòðóííûõ èíñòðóìåíòîâ Ëèòîâñêîé ãîñóäàðñòâåííîé êîíñåðâàòîðèè
(íûíå Ëèòîâñêàÿ àêàäåìèÿ ìóçûêè è òåàòðà), à â 1960 ãîäó ñîçäàë Ëèòîâ-
ñêèé êàìåðíûé îðêåñòð.

Êàçàëîñü áû, äèñòàíöèÿ ìåæäó íèìè òîãäà íå ïðåäïîëàãàëà áîëü-
øèõ âîçìîæíîñòåé ñáëèæåíèÿ. Ýòî, îäíàêî, áûëî íå ñîâñåì òàê. Õ óäî-
æåñòâåííîå îáùåíèå ïîðîé ìàëî ïîäâåðæåíî îáúåêòèâíûì çàêîíàì
ïðèðîäû, åãî ïàðàäîêñàëüíàÿ ñóùíîñòü çàêëþ÷àåòñÿ â âîçíèêíîâåíèè
ðàçëè÷íûõ àíîìàëèé. Ò àêàÿ ñèòóàöèÿ îò÷àñòè ñëîæèëàñü â ñëó÷àå Ñîí-
äåöêèñà è Êðåìåðà. Ïåðâîå äåñÿòèëåòèå èõ îáùåíèÿ ïðîèñõîäèëî â ìî-
ìåíò , êîãäà äåÿòåëüíîñòü êàæäîãî èç íèõ èìåëà âî ìíîãîì ïîõîæèé âåê-
òîð – îíè îáà, íåâçèðàÿ íà êàçàâøóþñÿ îãðîìíîé ðàçíèöó â âîçðàñòå,
èìåííî òîãäà ñàìîóòâåðæäàëèñü â èçáðàííîì òâîð÷åñêîì ïóòè, åùå ëèøü
îñâàèâàëè ÿçûê ñâîåãî èñêóññòâà. Äëÿ îäíîãî èíñòðóìåíòîì ñàìîâûðà-
æåíèÿ áûëà ñêðèïêà, äëÿ äðóãîãî – âíîâü ñîçäàâàåìûé êàìåðíûé îðêåñòð.
Òàêèì îáðàçîì, è Ñîíäåöêèñ, è Êðåìåð â ýòîò ìîìåíò áûëè â íà÷àëå
ñâîåãî ïóòè. ×òî æå êàñàåòñÿ ðàçíèöû â âîçðàñòå, òî åå êàê áû èçíà÷àëüíî
ïðîãðàììèðîâàëè óæå èíñòðóìåíòû ìóçûêàëüíîãî âûñêàçûâàíèÿ – îð-
êåñòð, ðàáîòà ñ êîòîðûì ïðåäïîëàãàåò íàêîïëåííûé èñõîäíûé òâîð÷åñ-
êèé îïûò , íåîáõîäèìûé äëÿ òîãî, ÷òîáû óâëå÷ü äðóãèõ ìóçûêàíòîâ è ñàìî-
óòâåðäèòüñÿ â êà÷åñòâå èõ ëèäåðà, è ñêðèïêà, èãðà íà êîòîðîé íå òðåáóåò
äîïîëíèòåëüíûõ ïîñðåäíèêîâ, à ðåçóëü òàò çàâèñèò èñêëþ÷èòåëüíî îò
ñàìîãî ñêðèïà÷à. Êàê ðàç ýòî ñêðûòîå îáñòîÿòåëüñòâî áûëî âàæíûì ôàê-
òîðîì, îïðåäåëèâøèì âîçìîæíîñòü òâîð÷åñêîãî ñáëèæåíèÿ Ñîíäåöêèñà
è Êðåìåðà íà ïåðâîì ýòàïå èõ çíàêîìñòâà.

Ñ Êðåìåðîì Ñîíäåöêèñà ïîçíàêîìèë çàìå÷àòåëüíûé ïåäàãîã è åãî
áîëüøîé äðóã Âîëüäåìàðñ Ñòóðåñòåïñ (Voldemârs Stûresteps): «Ñ Êðåìå-
ðîì ÿ çíàêîì ìíîãî ëåò . Ðèæàíèí Âîëüäåìàðñ Ñòóðåñòåïñ, óíèêàëüíûé
ó÷èòåëü ñêðèïêè è ìîé áëèçêèé äðóã, áûë åãî ïåäàãîãîì. Ñðåäè åãî ó÷å-
íèêîâ ÿ âïåðâûå ó ñëûøàë Êðåìåðà. Íåñîìíåííî Ñòóðåñòåïñ îñòàâèë
áîëüøîé ñëåä â æèçíè Ãèäîíà. Êðåìåð ðîñ â îñîáîì îêðóæåíèè – åãî
äåäóøêà, ïðîôåññîð Êàðë Áðþêíåð, áûë ñêðèïà÷îì âèðòó îçîì, ðîäèòå-
ëè òîæå áûëè ñòðóííèêàìè, îðêåñòðîâûìè ìóçûêàíòàìè. Ñ ìàëûõ ëåò
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îí çàíèìàëñÿ ñêðèïêîé, áûë ïîä ïðèñòàëüíûì ïðîôåññèîíàëüíûì ïðè-
ñìîòðîì. Ã ëàâíîå, óæå â äåòñòâå ñôîðìèðîâàëàñü äèñöèïëèíà òðóäà, ÿ
áû äàæå ñêàçàë – êóëüò òðóäà. Ýòî îñòàëîñü íà âñþ æèçíü. Åãî òðóäîñïî-
ñîáíîñòü ïðîñòî óäèâèòåëüíà, ê íåé Ã èäîí ïîçäíåå ïðèó÷èë è Êðåìåðàòó.
Íàâûê òÿæåëî ðàáîòàòü – ýòî î÷åíü âàæíî â íàøåé ïðîôåññèè. Â ëè÷íî-
ñòè Êðåìåðà ñîâïàëà ãåíèàëüíîñòü è óäèâèòåëüíîå òðóäîëþáèå. È, êî-
íå÷íî, çàáîòëèâûé, âíèìàòåëüíûé ïåäàãîã , êàêèì áûë Ñòóðåñòåïñ»6.

Êðåìåð è ñàì íåîäíîêðàòíî ïèñàë î ñâîèõ ó÷èòåëÿõ: «Êðîìå îòöà,
ìîèì îñíîâíûì ó÷èòåëåì áûë Âîëüäåìàð Ñòóðåñòåï, ó÷åíèê Øåâ÷èêà,
ïðàæñêîé øêîëû. Ñòóðåñòåï, êîòîðîãî ìû ïî-ðó ññêè âñåãäà íàçûâàëè
Âëàäèìèðîì Àíäðååâè÷åì, áûë ìèëåéøèì, äóøåâíûì ÷åëîâåêîì è îá-
ëàäàë òàëàíòîì ñíèìàòü íàïðÿæåíèå â ëþáîé ñèòóàöèè. Åãî îòíîøåíèå
êî ìíå, òî âíèìàíèå, êîòîðîå îí ìíå óäåëÿë, ñòàëè â ìîåì ðàçâèòèè î÷åíü
âàæíûì è óðàâíîâåøèâàþùèì ôàêòîðîì» (Êðåìåð  2006: 93). Âîò åùå
îäíî ñâèäåòåëüñòâî Êðåìåðà, èç êîòîðîãî ñòàíîâèòñÿ ÿñíûì, ÷òî îí îñî-
áåííî öåíèë â ñâîåì ó÷èòåëå: «Âëàäèìèð Àíäðååâè÷ ñ÷èòàë ìåíÿ îäà-
ðåííûì, íî âèäåë ïðåäåëû ìîåãî òàëàíòà, õîòÿ è áûë äîñòàòî÷íî âåëè-
êîäóøåí, ÷òîáû íèêîãäà íå óêàçûâàòü ìíå íà ýòî. Ìîæåò áûòü, ïîòîìó
÷òî âèäåë ìîå ó ñåðäèå. ß áûë óáåæäåí, ÷òî ïîñòåïåííî ðàçîâüþ ñâîè ñïî-
ñîáíîñòè. Ýòî óäàëîñü – ñî âðåìåíåì. [...] Ñâîèì òåïëîì îí ïîääåðæè-
âàë ìîè ïîèñêè ñàìîãî ñåáÿ. È ýòî áûëî íåìàëî. Ò î, ÷òî â äàëüíåéøåì ÿ
äîáèëñÿ áîëüøåãî, ÷åì îí îæèäàë, åãî îñîáåííî ïîðàäîâàëî»  (Êðåìåð
2006: 94).

Îá óäèâèòåëüíî òåïëîì îòíîøåíèè Ñòóðåñòåïñà ê ó÷åíèêàì ãîâî-
ðèë è Ñîíäåöêèñ: «Ñòóðåñòåïñ äëÿ ñâîèõ ó÷åíèêîâ áûë êàê îòåö, îí áûë
ïðîñòî âëþáëåí â íèõ. Ìû ñ íèì ïåðåïèñûâàëèñü, è îí ìíå ïîñòîÿííî
ïèñàë î ñâîèõ âîñïèòàííèêàõ. Èç ïèñåì ÿ çíàë ïî÷òè âñå îá ó ñïåõàõ Êðå-
ìåðà. Ó ìåíÿ áûëà âîçìîæíîñòü è ñàìîìó óáåäèòüñÿ â íèõ. ß ñëûøàë åãî
â Ðèãå, êîãäà ïðèåçæàë, êðîìå òîãî, ñòàðàëñÿ ïî âîçìîæíîñòè ðåãóëÿðíî
îðãàíèçîâûâàòü êîíöåðòû ó÷åíèêîâ Ñòóðåñòåïñà è â Âèëüíþñå. Â íèõ,
êîíå÷íî, ïðèíèìàë ó÷àñòèå è Ã èäîí. Ýòî, ïî-âèäèìîìó , áûëè åãî ïåð-
âûå âûñòóïëåíèÿ çà ïðåäåëàìè Ëàòâèè» 7.

Â äíåâíèêàõ Êðåìåðà ìîæíî íàéòè óïîìèíàíèÿ î åãî øêîëüíûõ
ïîåçäêàõ â Âèëüíþñ: «[1960] 10 ìàÿ. Êîíöåðò â Âèëüíþñå. ß î÷åíü âîë-
íîâàëñÿ. Ìåëîäèþ (×àéêîâñêîãî) ñûãðàë î÷åíü õîðîøî, à Ïîëîíåç (Âå-

6 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.

7 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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íÿâñêîãî) ìîã áû è ïîëó÷øå. Ó ìåíÿ ñèëüíî ïîòåëè ðóêè» (Êðåìåð 2006:
129); «[1960] 14 íîÿáðÿ. Ñåãîäíÿ ïàïà ðóãàëñÿ ïî ïîâîäó òîãî, ÷òî â
Âèëüíþñå ÿ áóäó èãðàòü «Êàðìåí». Îí õî÷åò , ÷òîáû ÿ èãðàë ðåïåðòóàð ïî-
ëåã÷å, äàáû ðàçâèâàòü çâóê. Ïàïà ãîâîðèò, ÷òî òåõíèêîé, ê ñîæàëåíèþ,
íåîáõîäèìî îâëàäåòü ê øåñòíàäöàòè ãîäàì, èíà÷å áóäåò ïîçäíî. Íî ñ ëåã-
êèìè âåùàìè ÿ âûñòóïàòü íå õî÷ó , òåì áîëåå â Âèëüíþñå»  (Êðåìåð 2006:
132); «[1960] 28 íîÿáðÿ. Ïîåçäêà â Âèëüíþñ. Èãðàë õîðîøî, íî íå èäå-
àëüíî. Ïîñëå «Êàðìåí» [îáðàáîòêà Âàêñìàíà] ìåíÿ äâà ðàçà âûçûâàëè,
è ÿ ñûãðàë «Êàïðèñ» Âåíÿâñêîãî. Â êàêîé-òî ìîìåíò ÿ çàäóìàëñÿ è ïî-
âòîðèë îäíî ìåñòî. Ìàðèíå [Ìàðèíà Áàëòåð, àêêîìïàíèàòîð] ïðèøëîñü
ìåíÿ «èñêàòü», íî â èòîãå âñå êîí÷èëîñü õîðîøî è ó ñïåõ áûë áîëüøîé.
Ïîñëå âòîðîé ïüåñû ìåíÿ âûçûâàëè åùå òðè ðàçà. Â ïîñëåäíèé ðàç, êîã-
äà õëîïàëè â òàêò, ÿ óæå âûøåë áåç ñêðèïêè. [...] Âñå ìåíÿ ïîçäðàâëÿëè,
íî ÿ ìîã áû ñûãðàòü åùå ëó÷øå» (Êðåìåð 2006: 132).

Â çàïèñÿõ Êðåìåðà åñòü è áîëåå ðàçâåðíóòàÿ çàìåòêà î åãî ðàííåé
«ãàñòðîëüíîé» äåÿòåëüíîñòè: «Ïîñòåïåííî è äëÿ ìåíÿ íà÷àëàñü ïîðà ïåð-
âûõ ïóáëè÷íûõ âûñòóïëåíèé çà ïðåäåëàìè øêîëû, ñíà÷àëà â Ðèãå, à ïîòîì
ñ êîíöåðòàìè êëàññà Ñòóðåñòåïà â Âèëüíþñå è Òàëëèíå. Áûë â âîñòîðãå
îò ýòèõ «òóðíå». Äàæå åñëè ïîðîé îäèíî÷åñòâî è ìó÷èëî ìåíÿ, ïðèçíà-
íèå ñëóøàòåëåé ïðèíîñèëî óäîâëåòâîðåíèå. Êðîìå òîãî, â Âèëüíþñå ÿ
ïîáûâàë íà êîíöåðòå Èñààêà Ñòåðíà, áûâøåãî òîãäà â ðàñöâåòå ñâîåãî
ìàñòåðñòâà. Ñî÷èíåíèÿìè Áàõà, Áåòõîâåíà è Ôðàíêà îí ðàñêðûë ïåðåäî
ìíîé íîâûå ìàñøòàáû òîãî, ÷òî íàçûâàëîñü “áûòü àðòèñòîì”» (Êðåìåð
2006: 112–113).

Óïîìèíàíèå êîíöåðòà Èñààêà Ñòåðíà î÷åíü âàæíî. Íå òîëüêî äëÿ
Êðåìåðà, íî è äëÿ Ñîíäåöêèñà ïðèåçä Ñòåðíà â 1960 ãîäó â Âèëüíþñå
ñûãðàë áîëüøóþ ðîëü. Âåëèêèé ñêðèïà÷ òîãäà ñëûøàë îðêåñòð øêîëû
èñêóññòâ èìåíè ×þðëåíèñà, ðóêîâîäèìûé Ñîíäåöêèñîì ê òîìó âðåìåíè
óæå ïî÷òè ïÿòü ëåò, è ïîñåòèë îäíó èç ïåðâûõ ðåïåòèöèé â òå äíè òîëüêî
ñîçäàâàâøåãîñÿ Ëèòîâñêîãî êàìåðíîãî îðêåñòðà. Ñëîâà îáîäðåíèÿ è
ïîääåðæêè, âûñêàçàííûå Ñòåðíîì, òåïëîå îáùåíèå ñ íèì óêðåïèëè Ñîí-
äåöêèñà â åãî ðåøèìîñòè èäòè ïî âûáðàííîìó ïóòè. Â òâîð÷åñêîì ñî-
ïðèêîñíîâåíèè Ñîíäåöêèñà è Êðåìåðà ñî Ñòåðíîì ìîæíî ó ñìîòðåòü
íåêóþ ñèíõðîíèþ è ïîäîáèå õóäîæåñòâåííûõ ñòèìóëîâ, êîòîðûå ïîçäíåå
â ôîðìå âçàèìîïåðåñå÷åíèé è ïàðàëëåëåé ñòàëè çàìåòíûìè â òâîð÷å-
ñòâå îáîèõ ìóçûêàíòîâ.

Èç îïûòà îáùåíèÿ ñ Ñòóðåñòåïñîì è åãî ó÷åíèêàìè Ñîíäåöêèñ âî î-
÷èþ óáåäèëñÿ, êàê âàæíà âçàèìíàÿ òâîð÷åñêàÿ êîíêóðåíöèÿ, ñòèìóëèðó-
þùàÿ  ðîñò, íåóñòàííûé ïîèñê è ñàìîñîâåðøåíñòâîâàíèå: «Íåâåðîÿòíî ,
íî Ã èäîí íå áûë åäèíñòâåííîé çâåçäîé â êëàññå Ñòóðåñòåïñà. Îäíîâðå-
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ìåííî ñ íèì ó÷åíèêîì Ñòóðåñòåïñà áûë åùå îäèí îäàðåííûé ñêðèïà÷ –
Ôèëèïï Õèðøõîðí. Ýòî áûëè äâà ñêðèïà÷à, êàæäûé èç êîòîðûõ âîç-
íåññÿ íà ôàíòàñòè÷åñêèå âûñîòû. Õèðøõîðí óæå â äâàäöàòü îäèí ãîä
çàâîåâàë ïåðâóþ ïðåìèþ íà êîíêóðñå Êîðîëåâû Åëèçàâåòû â Áðþññåëå
â 1967 ãîäó, îäíîì èç ñàìûõ ïðåñòèæíûõ êîíêóðñîâ ñêðèïà÷åé. Åãî âû-
ñòóïëåíèå âûçâàëî ôóðîð. Êîíöåðòíàÿ êàðüåðà ýòîãî ñêðèïà÷à ñêëàäû-
âàëàñü ñòðåìèòåëüíî – îí âûñòóïàë ñ òàêèìè äèðèæåðàìè, êàê Êàðàÿí è
Îðìàíäè. Îäíàêî åå îáîðâàëà ðàííÿÿ ñìåðòü – âîçìîæíî, ïîýòîìó åãî
èìÿ ñåãîäíÿ íå ñòîëü øèðîêî èçâåñòíî. Êðåìåð è Õèðøõîðí ÿâëÿëè ñî-
áîé ïîëíûå ïðîòèâîïîëîæíîñòè. Åùå â øêîëüíûå ãîäû îáà áûëè âèð-
òóîçàìè, îäíàêî óæå òîãäà â èãðå Ãèäîíà ÷óâñòâîâàëàñü íàêëîííîñòü ê
èíòåëëåêòóàëüíîñòè, à Ôèëèïï ïîäêóïàë ïðèñóùåé åìó íåïîñðåäñòâåí-
íîñòüþ è âèðòó îçíîñòüþ èñïîëíåíèÿ. Ýòî áûëè äâà òîâàðèùà è îäíî-
âðåìåííî êîíêóðåíòà. Ã ëÿäÿ íà óñïåõè äðóã äðóãà, îíè âûäâèíóëèñü îáà,
êîíêóðåíöèÿ äâèãàëà èõ îáîèõ âïåðåä. Õîòÿ òâîð÷åñêàÿ ñóäüáà îêàçà-
ëàñü ñîâåðøåííî ðàçíîé. Êñòàòè, â Ëàòâèè ïðèìåðíî â òî æå âðåìÿ ó÷è-
ëèñü Îëåã Êàãàí, Ðóáåí Àãàðîíÿí è äð.» 8.

Ïîçèòèâíàÿ ñòîðîíà òâîð÷åñêîãî ñîïåðíè÷åñòâà, ñïîñîáíîñòü ïðà-
âèëüíî âîñïðèíÿòü ïðèñóòñòâèå äîñòîéíîãî îïïîíåíòà îòðàæàåòñÿ â
âûñêàçûâàíèÿõ Êðåìåðà î åãî âçàèìîîòíîøåíèÿõ ñ Õèðøõîðíîì: «Åùå
â øêîëå åãî êðèòèêà áûëà äëÿ ìåíÿ ïîñòîÿííûì âûçîâîì. Æåñòêàÿ, õîòÿ
è ÷åñòíàÿ, ìàíåðà Ôåëèêà (Ôèëèïï Õèðøõîðí) âûðàæàòüñÿ çàñòàâëÿëà
ìåíÿ ëó÷øå âèäåòü ñâîè ñëàáèíêè. Ìû âìåñòå çàíèìàëèñü, èãðàëè äðóã
äðóãó, ïîìîãàëè. Áûëî âðåìÿ, êîãäà ìû ó ñëîâèëèñü, ÷òî áóäåì çàíèìàòüñÿ
íå ìåíåå ïÿòè ÷àñîâ â äåíü. Êòî íå äîèãðûâàë, äîëæåí áûë âíåñòè â îáùóþ
êàññó êîíêðåòíóþ ñóììó èç ñâîèõ êàðìàííûõ äåíåã»  (Êðåìåð 2006: 96).

Àñïåêò ñîïåðíè÷åñòâà ïðèñóòñòâîâàë è â îðãàíèçóåìûõ â Âèëüíþñå
Ñîíäåöêèñîì êîíöåðòàõ ó÷åíèêîâ åãî ðèæñêîãî êîëëåãè. Çíàêîìÿ ñ äî-
ñòèæåíèÿìè ñîñåäåé, îí êàê áû äðàçíèë ñâîèõ êîëëåã , «äèíàìèçèðîâàë»
ó÷åáíûé ïðîöåññ, ïûòàëñÿ ïðèïîäíÿòü ïëàíêó òðåáîâàíèé. Âñåìè ñè-
ëàìè îí ñòàðàëñÿ ïîêàçàòü, ÷òî äîñòèãíóòîå – íå ïðåäåë, è ðàç äðóãèå â
ñîñòîÿíèè äâèíóòüñÿ âïåðåä, ýòî äîëæíî áûòü ïîä ñèëó åìó è åãî êîëëå-
ãàì. È, êîíå÷íî æå, îí ñòðåìèëñÿ ê âûðàáîòêå è óòâåðæäåíèþ îáúåê-
òèâíûõ êðèòåðèåâ îöåíêè, îðèåíòèðîâàííûõ íå íà ïîñðåäñòâåííîñòü, à
íà òàëàíò. Ñðàâíåíèå ñâîèõ óñïåõîâ ñ òåì, ê ÷åìó ïðèøëè äðóãèå, ÿâëÿ-
ëîñü, ñ åãî òî÷êè çðåíèÿ, äåéñòâåííûì ôàêòîðîì ñòèìóëèðîâàíèÿ ðîñòà.
Ýòî æå ñïîñîáñòâîâàëî ôîðìèðîâàíèþ íàâûêà âåðíî îöåíèòü íå òîëüêî

8 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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äðóãèõ, íî è ñåáÿ ñàìîãî. Ñîíäåöêèñ óäåëÿë ïðèñòàëüíîå âíèìàíèå îáî-
ãàùåíèþ ñëóøàòåëüñêîãî îïûòà ñâîèõ ïîäîïå÷íûõ, îí ñëåäèë, ÷òîáû åãî
ó÷åíèêè è ñòóäåíòû ñëóøàëè êàê ìîæíî áîëüøå ìóçûêè, ïîñåùàëè êîí-
öåðòû, èíòåðåñîâàëèñü òåì, ÷òî ïðîèñõîäèò âîêðóã . «Ñàêðàëüíûé» âîï-
ðîñ, ñ êîòîðîãî îí îáû÷íî íà÷èíàë ñâîé óðîê, áûë: «Ê óäà õîäèë, êîãî
ñëóøàë, ÷òî äóìàåøü îá ýòîì?» Îí ïðîâîöèðîâàë ó÷åíèêîâ íà äèñêó ñ-
ñèþ, íå æàëåë âðåìåíè íà òî, ÷òîáû âûñëóøàòü ñâîèõ þíûõ ñîáåñåäíè-
êîâ, íà ó÷èòü èõ âûðàáàòûâàòü è èçëàãàòü ñâîþ òî÷êó çðåíèÿ. Â êîíöå
êîíöîâ, èìåííî ýòî – ïóòü ê îáðåòåíèþ ñàìîñòîÿòåëüíîñòè.

Óñèëèÿ Ñîíäåöêèñà ïðèâèâàòü ñâîèì ïîäîïå÷íûì ñòðåìëåíèå ê
ñàìîñòîÿòåëüíîñòè, óìåíèå êðèòèêîâàòü è áûòü ñàìîêðèòè÷íûìè óäè-
âèòåëüíûì îáðàçîì ïåðåêëèêàåòñÿ ñ åùå â äåòñòâå ïðîÿâèâøåéñÿ ó Êðå-
ìåðà òðåáîâàòåëüíîñòè ê ñåáå è ê äðóãèì: «×òîáû âîñïèòàòü âî ìíå êðè-
òè÷åñêèé ïîäõîä ê ñåáå è ê ìóçûêå, îòåö êàæäûé ðàç õîòåë çíàòü ìîþ
îöåíêó ó ñëûøàííîãî. Íàñêîëüêî ìíå ïîìíèòñÿ, íåêîòîðûå ìîè òîãäàø-
íèå ñóæäåíèÿ, äàæå äåëàÿ ñêèäêó íà âîçðàñò, çâó÷àëè äîâîëüíî íàäìåííî .
Õàðàêòåðíûå (íî îáîñíîâàííûå) äåäóøêèíû ðàçáîðêè «ñâåðõó äîíèçó»
è ïàïèíà êðèòè÷åñêàÿ ñòðîãîñòü ñïîñîáñòâîâàëè áåñïîùàäíîñòè è ìîèõ
ñóæäåíèé» (Êðåìåð 2006: 93). Íà ñàìîì äåëå ýòî è åñòü çà÷àòêè ìàñòåð-
ñòâà – ìóçûêàíò îáðåòàåò âîçìîæíîñòü ñàìîñîâåðøåíñòâîâàòüñÿ òîëüêî
òîãäà, êîãäà ñàì îñîçíàåò , â ÷åì åãî ïðîáåëû.

Ñîíäåöêèñ â ñâîåì îòíîøåíèè ê Êðåìåðó â òå äàëåêèå âðåìåíà áûë
òàêèì æå òðåáîâàòåëüíûì, êàê è ê ñâîèì ó÷åíèêàì. Îòíþäü íå âñåãäà îí
îöåíèâàë åãî âûñòóïëåíèÿ ëèøü â âîñòîðæåííûõ òîíàõ, áîëåå òîãî, ïîðîé
ïî ïîâîäó íèõ âûñêàçûâàëñÿ äîñòàòî÷íî êðèòè÷íî: «Õîòÿ óæå òîãäà ÿ
áûë èñêðåííèì ïîêëîííèêîì Ã èäîíà è âåðèë â åãî áîëüøîå áóäóùåå, íå
çàêðûâàë ãëàçà íà åãî íåäîñòàòêè. Îäíàæäû îí â íàøåì øêîëüíîì êîí-
öåðòå ñûãðàë Èñïàíñêóþ ñèìôîíèþ  Ëàëî, è ìíå ïîêàçàëîñü, ÷òî ïðîèçâå-
äåíèå íå âûó÷åíî, íå ãîòîâî ê ïóáëè÷íîìó âûñòóïëåíèþ, îí èãðàåò íåðÿø-
ëèâî. Ñêàçàë î ñâîåì âïå÷àòëåíèè Ñòóðåñòåïñó, îí ñîãëàñèëñÿ, íî ïîïû-
òàëñÿ îïðàâäàòüñÿ: «Åùå èñïðàâèì» (ñòðàííî, ïðîøëî ñòîëüêî ëåò , à ÿ ýòî
ïîìíþ…). Êñòàòè, ýòî ïðåêðàñíûé ïðèìåð òîãî, ÷òî íåò íè÷åãî èçíà÷àëüíî
ïðåäîïðåäåëåííîãî. Ó êàæäîãî åñòü øàíñ, è îò íåãî ñàìîãî çàâèñèò , ñóìååò
ëè îí èì âîñïîëüçîâàòüñÿ. Ã èäîí ñâîé øàíñ ðåàëèçîâàë ïî ìàêñèìóìó» 9.

Â 1965 ãîäó â Ðèãå ïðîâîäèëñÿ ìåæðåñïóáëèêàíñêèé êîíêóðñ ñêðè-
ïà÷åé, â êîòîðîì ó÷àñòâîâàëè ìîëîäûå ìóçûêàíòû èç Ëèòâû, Ëàòâèè,
Ýñòîíèè, Áåëîðó ññèè è Ìîëäàâèè. Êðåìåð áûë ó÷àñòíèêîì êîíêóðñà,

9 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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Ñîíäåöêèñ – ÷ëåíîì æþðè: «Ïðåäñåäàòåëåì æþðè áûë Ïåòð Áîíäà-
ðåíêî, ïðåêðàñíûé ñêðèïà÷, çàìå÷àòåëüíûé ïåäàãîã , ñâîþ ïåäàãîãè÷åñ-
êóþ êàðüåðó îáîãàòèâøèé è â êà÷åñòâå àññèñòåíòà Äàâèäà Îéñòðàõà.
Ãèäîí â òîì ãîäó çàêàí÷èâàë øêîëó , ãîòîâèëñÿ ê ïîñòóïëåíèþ â Ìîñ-
êîâñêóþ êîíñåðâàòîðèþ è èìåë ïðåäâàðèòåëüíîå ñîãëàñèå Îéñòðàõà, ÷òî
ïîïàäåò â åãî êëàññ. Áîíäàðåíêî, íåñîìíåííî, óæå çíàë îá ýòîì, íî íåî-
æèäàííî îêàçàëñÿ î÷åíü ñòðîãèì ïî îòíîøåíèþ ê Êðåìåðó . Ïåðâàÿ ïðå-
ìèÿ òîãäà íå áûëà ïðèñóæäåíà, à âòîðóþ ðàçäåëèëè Ãèäîí è Ìîòÿ Øìè-
òàñ [Motelis Ðmitas] èç Âèëüíþñà. Ìîòÿ áûë î÷åíü õîðîøèì ñêðèïà÷îì,
ÿ áû ñêàçàë, îäíèì èç ëó÷øèõ íàøèõ âûïó ñêíèêîâ çà âñå ãîäû – îí êîí-
÷èë Ìîñêîâñêóþ êîíñåðâàòîðèþ, â 1969 ãîäó çàâîåâàë ÷åòâåðòóþ ïðåìèþ
íà ñåðüåçíåéøåì êîíêóðñå Æàêà Ò èáî â Ïàðèæå, ýìèãðèðîâàë â Èçðà-
èëü, ãäå ñòàë êîíöåðòìåéñòåðîì Èåðóñàëèìñêîãî ñèìôîíè÷åñêîãî îð-
êåñòðà, òîãäà âîçãëàâëÿåìîãî èçâåñòíåéøèì äèðèæåðîì Ã àðè Áåðòèíè.
Íî âñå æå íà êîíêóðñå â Ðèãå ñîïåðíè÷àòü ñ Ãèäîíîì îí íå ìîã . Ãèäîí
áûë íåñîìíåííî ëèäåðîì. Âñïîìèíàÿ ýòîò êîíêóðñ, ÿ äóìàþ î òîì, ÷òî
Êðåìåðó â óïðåê ñòàâèëàñü òâîð÷åñêàÿ ñâîáîäà – òî, ÷åì ìû âñå ïîòîì
âîñòîðãàëèñü. Òîãäà ýòî áûëî íåîæèäàííî è íåïðèâû÷íî. Åãî ñïîñîá-
íîñòü ñîõðàíèòü è â ïîëíîé ìåðå ðàñêðûòü ýòîò ñâîé óäèâèòåëüíûé äàð,
íå ïîçâîëèòü ñåáÿ ñëîìàòü ÿâëÿåòñÿ åãî âåëè÷àéøåé çàñëóãîé»10.

Êðåìåð, íå âäàâàÿñü â äåòàëè, ëàêîíè÷íî ïèñàë î ñâîåì ó÷àñòèè â
ýòîì êîíêóðñå: «Â 1965 ãîäó ÿ çàíÿë âòîðîå ìåñòî íà ðåñïóáëèêàíñêîì
êîíêóðñå (ïåðâîå ìåñòî íå áûëî ïðèñóæäåíî). Ïîäàðîê, âðó÷åííûé ìíå
â êà÷åñòâå ïðèçà, êåðàìè÷åñêóþ âàçó ñ ãîëóáûì îòëèâîì, ÿ ÷àñòî áðàë â
ðóêè: ýòî áûëî ïåðâîå «ìàòåðèàëüíî îùóòèìîå» ñâèäåòåëüñòâî ìîåãî
óñïåõà. Âàçà ãðåëà ìåíÿ, ïîääåðæèâàÿ íàäåæäó â îäèí ïðåêðàñíûé äåíü
ñòàòü ïåðâûì. Ìíîãî ïîçæå ÿ îñîçíàë, ÷òî â èñêó ññòâå íå ìîæåò áûòü
íèêàêèõ ïîáåä, ÷òî èñêó ññòâî íå «îëèìïèàäà», ãäå ïûòàþòñÿ çàíÿòü ïåð-
âîå ìåñòî, à «èçâåñòíîñòü» â ìóçûêå, êàê â ëþáîì âèäå èñêó ññòâà, íåðåäêî
îòäàåò äåøåâèçíîé»  (Êðåìåð 2006: 114–115).

Ïðèâåäåííûå ñëîâà òåì çíà÷èìåå, ÷òî ñîñåäñòâóþò ñ îïèñàíèåì ÷óâñòâ
ñêðèïà÷à, èñïûòàííûõ ïðè ïîëó÷åíèè Êðåìåðîì ñâîåé ïåðâîé êîíêóðñ-
íîé íàãðàäû. Ýòà ïîñëåäîâàòåëüíîñòü ãîâîðèò î ìíîãîì, èáî ñïîñîáíîñòü
íå ïîçâîëèòü óâëå÷ü ñåáÿ ëèøü âíåøíèìè àòðèáóòàìè ó ñïåõà, îñîçíàòü
èñòèííûå öåííîñòè â èñêó ññòâå ÿâëÿåòñÿ îáÿçàòåëüíîé ïðåäïîñûëêîé
èõ äîñòèæåíèÿ. Äåéñòâèòåëüíî, ìíîãèå äîâîëüñòâóþòñÿ ïåðâûì (âíåø-
íèì), îêàçûâàÿñü íå ñïîñîáíûìè ðàñïîçíàòü çíà÷åíèå âòîðîãî (èñòèííî

10 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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õóäîæåñòâåííîãî). È òåì íå ìåíåå, áåç ïåðâîãî øàíñ íà ïîñòèæåíèå âòî-
ðîãî çà÷àñòóþ âåñüìà èëëþçîðíûé, èáî â õóäîæåñòâåííîé äåÿòåëüíîñòè
âñåãäà ïðèñóòñòâóåò ýëåìåíò æåðòâåííîñòè (ñïîñîáíîñòü âî èìÿ âûñøèõ
öåëåé îòêàçàòüñÿ îò «äåøåâîãî» óñïåõà ÿâëÿåòñÿ îäíîé èç ôîðì òàêîé
æåðòâåííîñòè). Òàêèì îáðàçîì, èñïîëíèòåëü, íå îáëàäàþùèé ðåñóðñîì,
êîòîðûì îí áûë áû ãîòîâ ïîæåðòâîâàòü, èëè íå ñïîñîáíûé ýòî ñäåëàòü,
âðÿä ëè ìîæåò ðàññ÷èòûâàòü íà âåëèêèå ñâåðøåíèÿ – îäíîãî æåëàíèÿ,
êàê âûÿñíÿåòñÿ, ñîâåðøåííî íå äîñòàòî÷íî.

Â 1965 ãîäó ïîñëå âûïó ñêíûõ ýêçàìåíîâ Ñîíäåöêèñ ïðèãëàñèë Êðå-
ìåðà âûñòóïèòü â Âèëüíþñå. Íà ñåé ðàç ýòî áûë ñîëüíûé êîíöåðò , ïî-
âèäèìîìó , ïåðâûé ðå÷èòàëü â êàðüåðå Êðåìåðà, ñûãðàííûé çà ïðåäåëà-
ìè Ëàòâèè. Ýòî ëèøíèé ðàç ñâèäåòåëüñòâóåò î òîì, ÷òî Âèëüíþñ ñòàë
âàæíûì ìåñòîì â òâîð÷åñêîé áèîãðàôèè ìîëîäîãî ñêðèïà÷à.

Êàçàëîñü áû, ìîãëè ëè îðãàíèçó åìûå Ñîíäåöêèñîì ïðèåçäû â Âèëü-
íþñ øêîëüíèêà ñåðüåçíî ïîâëèÿòü íà ìóçûêàëüíûé ïåéçàæ ãîðîäà? Íà
ýòîò ðèòîðè÷åñêèé âîïðîñ åñòü ïðîñòîé îòâåò – íè÷åãî íå ïðîõîäèò äà-
ðîì. Âèçèòû Êðåìåðà, ïîäðîñòêà è þíîøè, íåñîìíåííî îñòàâèëè ñâîé
ñëåä. Âèëüíþññêèå ïåäàãîãè è èõ ó÷åíèêè èìåëè âîçìîæíîñòü ñëåäèòü
çà «âîñõîäÿùåé çâåçäîé», ó÷èòñÿ óïîðñòâó è ñìåëîñòè þíîãî ñêðèïà÷à,
íå îïàñàþùåãîñÿ íèêàêèõ ïðåãðàä è íå èçáåãàþùåãî èõ. Äîñòàòî÷íî
÷àñòî ïðèåçæàÿ â Âèëüíþñ, Êðåìåð äàë âîçìîæíîñòü ëèòîâñêèì ìóçû-
êàíòàì íàáëþäàòü çà ñâîèì òâîð÷åñêèì ñòàíîâëåíèåì, îí ñòàë ñâîèì,
ïîýòîìó ïîçæå, êîãäà îí óæå ïðèåçæàë â êà÷åñòâå ïðèçíàííîãî ñîëèñòà,
åãî âîñïðèíèìàëè êàê ÷àñòü ìåñòíîé ìóçûêàëüíîé ñðåäû.

Òâîð÷åñêîå âçàèìîäåéñòâèå ïî ì îäåëè äèðèæåð è ñîëèñò

«Â 1970 ãîäó ïåðåä ñàìûì íà÷àëîì ìåæäóíàðîäíîãî êîíêóðñà èìåíè
×àéêîâñêîãî â îðãàííîì çàëå íàøåé êîíñåðâàòîðèè ÿ îðãàíèçîâàë êîí-
öåðò Ãèäîíà Êðåìåðà è Äàâèäà Ãåðèíãàñà. Îíè îáà ãîòîâèëèñü ê êîíêóðñó ,
è ýòî áûëà äëÿ íèõ ïîñëåäíÿÿ ïðîâåðêà ñèë. Èì áûëî ïîëåçíî ëèøíèé
ðàç âûéòè íà ñöåíó, ïîâîëíîâàòüñÿ, ïîñëóøàòü, ÷òî ñêàæóò ñëóøàòåëè.
Ïðèãëàñèë êîëëåã, ñòóäåíòîâ. Êîíöåðò íå àôèøèðîâàëñÿ øèðîêî, íî âñå
ðàâíî ñîáðàëîñü ìíîãî íàðîäó . Ïîñëå êîíöåðòà ó ìåíÿ íå îñòàëîñü ñîì-
íåíèé â ðåçóëüòàòàõ êîíêóðñà, è ÿ ïðÿìî ñêàçàë, ÷òî òîëüêî ÷òî ìû ñëû-
øàëè ïîáåäèòåëåé. Ìîå ïðîðî÷åñòâî ñáûëîñü – Ã èäîí çàâîåâàë ïåðâóþ
ïðåìèþ ñðåäè ñêðèïà÷åé, Ã åðèíãàñ – ñðåäè âèîëîí÷åëèñòîâ» 11.

11 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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Ë. Ìåëüíèêàñ. Ãèäîí Êðåìåð è Ñàóëþñ Ñîíäåöêèñ: â ïîèñêàõ ïóòåé ôîðìèðîâàíèÿ íîâîé..

Ýòîò êîíöåðò – ñâîåîáðàçíàÿ àðêà, ñâÿçóþùàÿ äåíü â÷åðàøíèé è
äåíü íàñòóïàþùèé â òâîð÷åñêîì îáùåíèè Ñîíäåöêèñà è Êðåìåðà. Êðå-
ìåð ñåìèäåñÿòûõ áûë óæå ñîâñåì íå òîò , êîòîðûé ñ êîíöà ïÿòèäåñÿòûõ è
â íà÷àëå øåñòèäåñÿòûõ ïðèåçæàë â Âèëüíþñ. Ýòî óæå áûë çðåëûé ìàñ-
òåð, äîñòèæåíèÿ êîòîðîãî áûëè ïîäòâåðæäåíû íà ìíîãèõ êîíêóðñàõ –
ñðåäè íèõ êîíêóðñ êîðîëåâû Åëèçàâåòû â Áðþññåëå (1967, òðåòüÿ ïðå-
ìèÿ), êîíêóðñ ñêðèïà÷åé â Ìîíðåàëå (1969, âòîðàÿ ïðåìèÿ), Ïàãàíèíè
â Ãåíóå (1969, ïåðâàÿ ïðåìèÿ) è, êàê óæå îòìå÷àëîñü, ×àéêîâñêîãî â
Ìîñêâå (1970, ïåðâàÿ ïðåìèÿ).

«Ãèäîí áûë åùå ñîâñåì ìîëîäûì, íî îí óæå áûë âåëèêèì. Ïîòîì îí
ìåíÿëñÿ, êàê ìåíÿåìñÿ âñå ìû, íî ýòî àáñîëþòíî íèêàê íå áûëî ñâÿçàíî
ñ âûñî÷àéøåé îöåíêîé òîãî, êàêèì îí óæå áûë â òå ãîäû. Ïîâòîðÿþ, óæå
òîãäà îí áûë Ã èäîíîì Êðåìåðîì, è íèêåì èíûì,» 12 ÷àñòî ãîâîðèò Ñîí-
äåöêèñ, âîçâðàùàÿñü ê ìûñëÿì î ñâîåì îáùåíèè ñ Êðåìåðîì.  Îäíàêî,
íå òîëüêî Êðåìåð, íî è Ñîíäåöêèñ â ñåìèäåñÿòûå òîæå ñòàë ñîâñåì èíûì.
Îí ñîòâîðèë ÷óäî: îðêåñòð, îñíîâàííûé èì â 1960 ãîäó è ñîáðàííûé èç
ó÷èòåëåé ìóçûêè, êîòîðûå íà ïåðâûõ ïîðàõ ïðîñòî õîòåëè èãðàòü, ÷òîáû
íå ïîòåðÿòü ïðàêòè÷åñêèå èñïîëíèòåëüñêèå íàâûêè, ïðåâðàòèëñÿ â çà-
ìå÷àòåëüíûé àíñàìáëü, ñòàâøèé â ñåìèäåñÿòûå óæå îäíèì èç ëó÷øèõ â
ñâîåì æàíðå. Îðêåñòð îáðåë ñâîé ãîëîñ, ñòàë óçíàâàåì.

Íà÷èíàëñÿ íîâûé ïåðèîä ñîòðóäíè÷åñòâà Ñîíäåöêèñà è Êðåìåðà.
Êðåìåð ñòàë ñîëèñòîì, ñ êîòîðûì Ñîíäåöêèñ òîãäà âûñòóïàë î÷åíü ìíîãî.
Ýòî áûëî âðåìÿ íåçàáûâàåìûõ òâîð÷åñêèõ ïîèñêîâ, ýêñïåðèìåíòîâ, äî-
ñòèæåíèé. Êðåìåð, âñåãäà èñêàâøèé íîâûõ ïóòåé, èíèöèèðîâàë èñïîë-
íåíèå ìóçûêè, êîòîðàÿ çíàìåíîâàëà òâîð÷åñêèé ïðîðûâ. Èìåííî òîãäà
Êðåìåð è Ñîíäåöêèñ ïîäãîòîâèëè ïðåìüåðû ïðîèçâåäåíèé Àëüôðåäà
Øíèòêå ( Alfred Schnittke) è Àðâî Ïÿðòà ( Arvo Pärt ), îòêðûëè èõ äëÿ ìó-
çûêàëüíîãî ìèðà. Èñïîëíåííûå Concerto grosso ¹ 1 Øíèòêå è Tabula
rasa Ïÿðòà èçìåíèëè ìóçûêàëüíûé ìèð òåõ ëåò , ñôîðìèðîâàëè àëü òåð-
íàòèâó ïðåäñòàâëåíèÿì, êîòîðûå â òî âðåìÿ áûòîâàëè. Ýòî áûë ìîìåíò
êà÷åñòâåííîãî ïåðåîñìûñëåíèÿ öåííîñòåé.

Íîâûé ìóçûêàëüíûé ìèð, îáðåòàâøèé âñå áîëåå îò÷åòëèâûå ïàðà-
ìåòðû, âîçíèêàë íà ãëàçàõ Ñîíäåöêèñà è Êðåìåðà. Îíè áûëè ñâèäåòåëÿìè
åãî ðîæäåíèÿ, ÷óâñòâîâàëè ñâîþ ñîïðè÷àñòíîñòü ê íèì, ïðèîáùàëè ê
íåìó ñëóøàòåëåé. Áîëåå òîãî, â ïàìÿòè è ïðåäñòàâëåíèè ñëóøàòåëåé ìó-
çûêà Ïÿðòà è Øíèòêå îòïå÷àòàëàñü òàêîé, êàêîé îíà çâó÷àëà ñî ñöåíû â

12 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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èñïîëíåíèè Êðåìåðà è Ñîíäåöêèñà. Èìåíà êîìïîçèòîðîâ è èñïîëíè-
òåëåé ñëèëèñü âîåäèíî, îíè ñòàëè «ãëàøàòàÿìè» íîâîé ýïîõè.

Ñóäüáîíîñíîå ñîïðèêîñíîâåíèå ñ òâîð÷åñòâîì Øíèòêå è Ïÿðòà –
ñàìûé èçâåñòíûé, íî íå åäèíñòâåííûé òâîð÷åñêèé ïðîåêò , îñóùåñòâ-
ëåííûé â ñåìèäåñÿòûå ãîäû ñîâìåñòíî Ñîíäåöêèñîì è Êðåìåðîì â îá-
ëàñòè ñîâðåìåííîé ìóçûêè. Â 1977 ãîäó îíè âïåðâûå â ÑÑÑÐ èñïîëíèëè
Ñåðåíàäó Ëåîíàðäà Áåðíñòàéíà. Â òåõ óñëîâèÿõ è òîé ñðåäå ýòî áûëî î÷åíü
ðåçîíàíñíîå ñîáûòèå, âåäü èìÿ Áåðíñòàéíà â êîíöåðòíîé ïðîãðàììå
âîñïðèíèìàëîñü êàê ñâîåãî ðîäà ïîëèòè÷åñêàÿ äåêëàðàöèÿ.

Ñîâåòñêàÿ ïðåìüåðà Ñåðåíàäû Áåðíñòàéíà ïðîçâó÷àëà â àïðåëå 1977
ãîäà â ðàìêàõ àáîíåìåíòà Ëèòîâñêîãî êàìåðíîãî îðêåñòðà â Áîëüøîì
çàëå Ìîñêîâñêîé êîíñåðâàòîðèè (êñòàòè, èñïîëíåíèå Concerto grosso
¹ 1  Øíèòêå áûëî îñóùåñòâëåíî â òîì æå ãîäó è â ðàìêàõ òîãî æå àáîíå-
ìåíòà Ñîíäåöêèñà).

Ñîíäåöêèñ ðàññêàçûâàë îá ýòîì êîíöåðòå: «Õîòÿ ôîðìàëüíî ýòî
áûëî ïåðâîå èñïîëíåíèå ïðîèçâåäåíèÿ â Ñîâåòñêîì Ñîþçå, íà ñàìîì
äåëå ìû óæå óñïåëè åãî ñûãðàòü â Âèëüíþñå – âûñòóïëåíèå â Ìîñêâå äëÿ
íàñ âñåãäà áûëî î÷åíü îòâåòñòâåííûì, ïðîèçâåäåíèå íîâûì è òåõíè÷åñêè
ñëîæíûì, ïîýòîìó ìû ðåøèëè íà âñÿêèé ñëó÷àé «îáûãðàòü» åãî â Âèëü-
íþñå. Èíñòðóìåíòàëüíûé ñîñòàâ Ñåðåíàäû äîñòàòî÷íî íåîáû÷åí – ñòðóí-
íûé îðêåñòð è ìíîãî óäàðíûõ. ×òîáû ñòðóííûå íå «çàòåðÿëèñü» â çâó÷à-
íèè óäàðíûõ, ÿ ðåøèë ê Ëèòîâñêîìó êàìåðíîìó îðêåñòðó ïðèñîåäèíèòü
ñòóäåí÷åñêèé îðêåñòð íàøåé êîíñåðâàòîðèè, êîòîðûì òîæå ðóêîâîäèë.
Ýôôåêò ïîëó÷èëñÿ çàìå÷àòåëüíûé – áîëüøîé ñîñòàâ ñòðóííûõ, çâó÷à-
ùèõ â ïîëíóþ ñèëó , äîïîëíåííûé ñïåöèôè÷åñêèìè êðàñêàìè óäàðíûõ,
è, êîíå÷íî æå, íàø çàìå÷àòåëüíûé ñîëèñò ñîçäàëè íåïîâòîðèìûé ýô-
ôåêò. Çàë áûë áèòêîì íàáèò , è ïðèåì áûë î÷åíü áóðíûì» 13.

Ôîðìèðîâàíèå, òåì áîëåå èçìåíåíèå ìóçûêàëüíîãî ëàíäøàôòà â
ÑÑÑÐ âñåãäà èìåëî íå òîëüêî õóäîæåñòâåííûé, íî è ïîëèòè÷åñêèé àñ-
ïåêò (â òîé ñèñòåìå èñêóññòâî âîîáùå áûëî èíñòðóìåíòîì ïîëèòèêè).
Ñîäðóæåñòâî Ñîíäåöêèñà è Êðåìåðà â ñåìèäåñÿòûå ñëåäóåò âèäåòü â òîì
÷èñëå è â ýòîì ðàêóðñå. Êñòàòè, ñâîå èçâåñòíîå çàÿâëåíèå î æåëàíèè ðà-
áîòàòü íà Çàïàäå Êðåìåð ñäåëàë â Ìþíõåíå â 1977 ãîäó , íàõîäÿñü íà ãàñ-
òðîëÿõ ñ Ñîíäåöêèñîì è åãî Ëèòîâñêèì êàìåðíûì îðêåñòðîì. Ñâîé ïîñ-
ëåäíèé êîíöåðò â Ëåíèíãðàäå (Ñàíêò-Ïåòåðáóðãå) ïåðåä ýìèãðàöèåé â
1980 ãîäó Êðåìåð òàêæå ñûãðàë ñ Ñîíäåöêèñîì. Ýòà ãðàíü äåÿòåëüíîñòè
Ñîíäåöêèñà è Êðåìåðà òàêæå î÷åíü âàæíà.

13 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.



119

Ë. Ìåëüíèêàñ. Ãèäîí Êðåìåð è Ñàóëþñ Ñîíäåöêèñ: â ïîèñêàõ ïóòåé ôîðìèðîâàíèÿ íîâîé..

Ìîäåëü Êðåìåðàòû  êàê ôîðìà òâîð÷åñêîãî âçàèì îäåéñòâèÿ

Ñîíäåöêèñ íå òåðÿë êîíòàêòîâ ñ Êðåìåðîì è â ïåðèîä âîñüìèäåñÿ-
òûõ, òåì áîëåå â äåâÿíîñòûõ. Îäíèì èç ñàìûõ çíàêîâûõ èõ ñîâìåñòíûõ
ïðîåêòîâ áûëî ó÷àñòèå â ïîñòàíîâêå Îòåëëî  èçâåñòíîãî áàëåòìåéñòåðà
Äæîíà Íîéìàéåðà ( John Neumeier) â ïðîãðàììå Çàëüöáóðãñêîãî ôåñòè-
âàëÿ. Áàëåò áûë ïîñòàâëåí íà ìóçûêó Concerto grosso ¹ 1  Øíèòêå è
Tabula rasa Ïÿðòà, äëÿ èíòåðïðåòàöèè êîòîðîé áûë ïðèãëàøåí âåñü çâåçä-
íûé ñîñòàâ ïåðâûõ èñïîëíèòåëåé – Ã èäîí Êðåìåð, Ò àòüÿíà Ãðèíäåíêî è
Ñàóëþñ Ñîíäåöêèñ. Âîò ÷òî ïî ýòîìó ïîâîäó íàïèñàë Êðåìåð: «Â 1987
Äæîí Íîéìàéåð ñî ñâîèì Ã àìáóðãñêèì áàëåòîì ïîñòàâèë «Îòåëëî» íà
ìóçûêó « Tabula rasa» Ïÿðòà è «Concerto grosso» Øíèòêå. Ó âèäåâ ýòó èí-
ñöåíèðîâêó â Ïàðèæå, ìíå çàõîòåëîñü ïðèíÿòü â íåé ó÷àñòèå. Ìóçûêà è
åå èñïîëíèòåëè ñòàëè âàæíîé ÷àñòüþ ñïåêòàêëÿ. [...] Ñíà÷àëà â Ãàìáóðãå,
çàòåì â 1989 [Ñîíäåöêèñ óòî÷íèë äàòó – 1988 ã.14] â Çàëüöáóðãå âñå ìû
ñíîâà âñòðåòèëèñü – Àëüôðåä, Àðâî, Ñàóëþñ, Òàòüÿíà è ÿ. […] Ðèòì ìó-
çûêè è áèåíèå ïóëüñà åå èñïîëíèòåëåé ñîâïàäàëè» (Êðåìåð 2001: 153–
154).

Èíòåðåñíî, ÷òî ÷óâñòâî åäèíåíèÿ, ñâÿçàâøåå èñïîëíèòåëåé ýòèõ
ìóçûêàëüíûõ øåäåâðîâ, Êðåìåð îñîáî îòìå÷àåò , âñïîìèíàÿ äèñê ñ çà-
ïèñÿìè Tabula rasa è Concerto grosso ¹ 1, ñäåëàííûìè â õîäå ãàñòðîëåé
â Ãåðìàíèè â 1977 ãîäó è âïîñëåäñòâèè èçäàííûìè ìþíõåíñêîé ôèðìîé
ECM: «Àëüôðåä, Àðâî, Ñàóëþñ, Òàíÿ è ÿ íàâñåãäà ñîåäèíåíû ýòîé ìóçû-
êîé, à çàïèñü ñòàëà ñâîåîáðàçíûì äîêóìåíòàëüíûì ñâèäåòåëüñòâîì íà-
øåé äðóæáû» (Êðåìåð 2006: 515–516). Êñòàòè, ïî ïîâîäó ñàìîãî äèñêà
Êðåìåð ïèøåò , ÷òî îí «ñòàë ÷óòü ëè íå áåñòñåëëåðîì è ïî ñåé äåíü ñîõðà-
íÿåò îðåîë ñâîåãî ðîäà êóëü òîâîñòè» (Êðåìåð 2006: 515–516).

Â ñåðåäèíå äåâÿíîñòûõ ïðîèçîøëî ñîáûòèå, íàïîëíèâøåå òâîð÷åñ-
êîå ñîòðóäíè÷åñòâî Ñîíäåöêèñà è Êðåìåðà íîâûì ñîäåðæàíèåì. «Â 1996
ãîäó ó ìåíÿ ñîñòîÿëñÿ íåîæèäàííûé ðàçãîâîð ñ Ã èäîíîì. Îí ðàññêàçàë î
ñâîåé èäåå ñîáðàòü ìîëîäåæíûé îðêåñòð ñòóäåíòîâ áàëòèéñêèõ ñòðàí,
êîòîðûå ëåòîì 1997 ãîäà ìîãëè áû âûñòóïèòü ñ îðêåñòðîâûìè è êàìåð-
íûìè ïðîãðàììàìè. Ïîïðîñèë ìåíÿ îòîáðàòü ñàìûõ òàëàíòëèâûõ è ïðè-
íÿòü ó÷àñòèå â èõ ïîäãîòîâêå. Ñêàçàë, ÷òî õîòåë áû ñûãðàòü ñ ýòèì îðêå-
ñòðîì â êà÷åñòâå ñîëèñòà»15.

14 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.

15 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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Òîë÷êîì ê âîçíèêíîâåíèþ ýòîé èäåè áûë ïðèáëèæàþùèéñÿ þáè-
ëåé Êðåìåðà, îäíàêî çà ýòèì äîñòàòî÷íî ñëó÷àéíûì è âíåøíèì ïîâî-
äîì, ïî-âèäèìîìó , ïðèñóòñòâîâàë áîëåå ãëóáèííûé ìîòèâ. Â îäíîì èç
ñâîèõ èíòåðâüþ Êðåìåð ãîâîðèë: «ß õîòåë ïîñòðîèòü ìîñò â ìîå ïðîø-
ëîå – ÿ âåäü èç Ðèãè. Çíàåòå, âäîõíóòü âîçäóõ Áàëòèêè... Ìíå òîãäà èñ-
ïîëíèëîñü 50, íàäî æå áûëî ñåáå ÷òî-òî ïîäàðèòü, âîò ÿ è ïîäàðèë ñåáå
ýòîò àíñàìáëü» 16.

Ñîíäåöêèñ ãîðÿ÷î ïîääåðæàë èäåþ ìîëîäåæíîãî îðêåñòðà. Îí âî-
îáùå áûë «ëåãîê íà ïîäúåì», îòêðûò äëÿ íîâûõ èäåé, î÷åíü ëþáèë ðàáî-
òàòü ñ ìîëîäåæüþ. Â ýòîé îáëàñòè Ñîíäåöêèñ ïîëüçîâàëñÿ îãðîìíûì àâòî-
ðèòåòîì, ñ êîíöà âîñüìèäåñÿòûõ îí ðóêîâîäèë ìîëîäåæíûìè îðêåñòðàìè
îäíîâðåìåííî â íåñêîëüêèõ åâðîïåéñêèõ ñòðàíàõ. Êðîìå òîãî, à, âîç-
ìîæíî, è â ïåðâóþ î÷åðåäü, îí áûë î÷åíü ðàä âíîâü àêòèâíî ñîòðóäíè-
÷àòü ñ Êðåìåðîì. Ñ êîíöà âîñüìèäåñÿòûõ, êîãäà Êðåìåð îïÿòü ïîëó÷èë
âîçìîæíîñòü âûñòóïàòü â Ñîâåòñêîì Ñîþçå (Ñîíäåöêèñ, êñòàòè, â ýòîì
ñûãðàë î÷åíü ñóùåñòâåííóþ ðîëü), è ïîçäíåå, êîãäà áàëòèéñêèå ñòðàíû
îáðåëè íåçàâèñèìîñòü, à áûëûå îãðàíè÷åíèÿ òâîð÷åñêîé äåÿòåëüíîñòè
«êàíóëè â Ëåòó», èõ ñîòðóäíè÷åñòâî âîññòàíîâèëîñü. Îäíàêî ñåé÷àñ Êðå-
ìåð ïðåäëàãàë íå÷òî ñîâåðøåííî íîâîå, è ýòà èäåÿ çàõâàòèëà Ñîíäåöêèñà.

Ñî âñåé ñâîåé ýíåðãèåé îí âçÿëñÿ çà äåëî: «Âî-ïåðâûõ, ÿ çàðó÷èëñÿ
ïîääåðæêîé íàøåãî ðåêòîðà, ïðîôåññîðà Þîçàñà Àíòàíàâè÷þñà è íà-
ïèñàë ïèñüìà â ìóçûêàëüíûå àêàäåìèè Ëàòâèè è Ýñòîíèè, â êîòîðûõ
èçëîæèë ñóòü ïðîåêòà è ïðèãëàñèë ïðèíÿòü â íåì ó÷àñòèå. Ïàðàëëåëüíî,
íå îæèäàÿ îôèöèàëüíîãî îòâåòà, ÿ ñîçâîíèëñÿ ñî ñâîèìè êîëëåãàìè, çà-
âåäóþùèìè êàôåäð ñòðóííûõ èíñòðóìåíòîâ â Ðèãå è Ò àëëèíå, ÷òîáû
ñàìîìó ðàññêàçàòü îá ýòîé çàìå÷àòåëüíîé èäåå. Êàê è îæèäàë, ñ èõ ñòî-
ðîíû ÿ âñòðåòèë ïîëíóþ ïîääåðæêó – ýòî áûëè ìîè ñòàðûå äðóçüÿ, ìû
ìíîãî ëåò çàíèìàëèñü îäíèì äåëîì, äðóã äðóãà ïîíèìàëè ñ ïîëó ñëîâà.
Òåïåðü ÿ óæå òâåðäî çíàë, ÷òî è îôèöèàëüíûå îòâåòû èç àêàäåìèé áóäóò
ïîëîæèòåëüíûìè, è íàì áóäóò ðåêîìåíäîâàíû èõ ëó÷øèå ñòóäåíòû» 17.

Ïîñëå ðåøåíèÿ âñåõ «îïåðàòèâíûõ» ïðîáëåì â Âèëüíþñå áûëî îðãà-
íèçîâàíî ïðîñëóøèâàíèå êàíäèäàòîâ. Ïðèåõàë Êðåìåð. Ñîíäåöêèñ ðàñ-
ñêàçûâàåò, ÷òî ïðîèñõîäèëî äàëüøå:

«Óñåëèñü ñëóøàòü. Ñòóäåíòû îäèí çà äðóãèì âûõîäèëè íà ñöåíó è
èãðàëè. ß âèäåë, ÷òî Ãèäîí ñòàíîâèòñÿ âñå áîëåå ìðà÷íûì è îáåñêóðà-

16 Ðåéäåð, Ìàêñèì. Ãèäîí Êðåìåð: áàëòèéñêèå ñòðàíû íåâåëèêè, íî àìáèöèîçíû.
http://old.russ.ru/culture/textonly/20010316.html (ïðîñìîòð 20 ñåíòÿáðÿ 2015 ãîäà).

17 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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æåííûì, âåäü åãî ïîíèìàíèå, ÷òî õîðîøî, ÷òî ïëîõî, íàìíîãî âûøå,
÷åì ó ïðîñòûõ ñìåðòíûõ. ß ïîïûòàëñÿ åãî ó ñïîêîèòü, ãîâîðÿ, ÷òî ñðåäè
êàíäèäàòîâ åñòü ìíîãî õîðîøèõ ðåáÿò , ïîðàáîòàâ ñ êîòîðûìè ìîæíî
áóäåò ìíîãîå ñäåëàòü. «Âñåìó ñâîå âðåìÿ,» ñêàçàë ÿ Ãèäîíó» 18.

Êàê òîëüêî áûëè îáúÿâëåíû ðåçóëü òàòû îòáîðà, ñîáðàí îðêåñòð è
íåñêîëüêî ñïàëî íàïðÿæåíèå, Ñîíäåöêèñ âçÿëñÿ çà ðàáîòó – íà÷àëèñü
ðåïåòèöèè. ×åðåç íåäåëþ – ïåðâîå âûñòóïëåíèå.

«Íàñòðîåíèå Ã èäîíà ñðàçó ïîïðàâèëîñü, îí óáåäèëñÿ, ÷òî îðêåñòð
«âñòàíåò íà íîãè». Íî òåïåðü íîâàÿ «íàïàñòü»: óâèäåâ ïåðâûé ó ñïåõ, Ãè-
äîí ïîòîðîïèëñÿ âîïëîùàòü âñå ñâîè èäåè ñðàçó – êî ìíå íà ñòîë ëåãëà
áîëüøàÿ ñòîïêà íîò êàìåðíûõ àíñàìáëåé, êîòîðûå îí òóò æå ñîáèðàëñÿ
ðàçäàòü ðåáÿòàì, ÷òîáû îíè áåç ïðîìåäëåíèÿ âçÿëèñü îäíîâðåìåííî è çà
ïîäãîòîâêó êàìåðíûõ ïðîãðàìì. ß ðåøèòåëüíî âîçðàçèë. Ìíå ïðèõîäè-
ëîñü ðàáîòàòü ñ ìîëîäåæíûìè îðêåñòðàìè â Ëèòâå, Ðîññèè, Ã åðìàíèè,
Áåëüãèè, Àâñòðèè, Øâåéöàðèè – âñåõ íå ïåðå÷èñëèøü, èìåþ ïðåäñòàâ-
ëåíèå îá îðêåñòðîâîé «ãèãèåíå», çíàþ, ÷òî ìîæíî, ÷òî íåò . Ñ áóäóùåé
Êðåìåðàòîé  ðåïåòèðîâàë ïî øåñòü ÷àñîâ â äåíü, íå ñîìíåâàëñÿ, ÷òî ïðè
òàêîé íàãðóçêå îíè ñ äîïîëíèòåëüíûìè çàäàíèÿìè ïîïðîñòó íå ñïðà-
âÿòñÿ. Êîíå÷íî, ýòîò ðåæèì ðàáîòû ïðèâû÷åí äëÿ Ã èäîíà, îí ìîæåò çàíè-
ìàòüñÿ äíè íàïðîëåò – è äåñÿòü ÷àñîâ, è áîëüøå, ñêîëüêî ïîíàäîáèòñÿ –
íî íàøà ìîëîäåæü ê òàêîìó àáñîëþòíî íå ãîòîâà. Åé íàäî äàòü âðåìÿ
ïðèéòè ê ýòîìó , ïðèâûêíóòü ê òàêîìó ðèòìó . Ôîðñèðîâàòü çäåñü íåëüçÿ.
Âñå ýòî ÿ ñêàçàë Ãèäîíó» 19.

Âàæíûé àñïåêò, êîòîðûé Ñîíäåöêèñ ïîïûòàëñÿ ñðàçó ïðîÿñíèòü,
áûëî òî, êàê Êðåìåðó âèäèòñÿ ôîðìà âûñòóïëåíèé îðêåñòðà – ñ äèðè-
æåðîì èëè áåç íåãî:

«ß ñïðîñèë Ãèäîíà, ñîáèðàåòñÿ ëè îí ñòàíîâèòüñÿ çà äèðèæåðñêèé
ïóëüò, èëè îðêåñòð áóäåò ïðåèìóùåñòâåííî âûñòóïàòü áåç äèðèæåðà. Äëÿ
ìåíÿ ýòî áûëî âàæíî, òàê êàê â îäíîì ñëó÷àå ÿ ó÷èë áû èõ èãðàòü ïîä
äèðèæåðñêèé âçìàõ, â äðóãîì – âíèìàòåëüíî ïðèñëóøèâàÿñü äðóã ê äðóãó.
Ãèäîí îòâåòèë î÷åíü ìóäðî: îí ñêàçàë, ÷òî áûë è áóäåò ñêðèïà÷îì, ïðî-
ôåññèþ ìåíÿòü íå ñîáèðàåòñÿ, îøèáêó ñâîèõ êîëëåã , óñòðåìèâøèõñÿ çà
ñëàâîé äèðèæåðà, ïîâòîðÿòü íå íàìåðåí. Èòàê, Êðåìåðàòà ñ ñàìîãî íà-
÷àëà ñòàëà îðêåñòðîì áåç äèðèæåðà»20.

18 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.

19 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.

20 Ñîíäåöêèñ, Ñà óëþñ (2015). Èíòåðâüþ Ëåîíèäàñó Ìåëüíèêàñó . Ëè÷íûé
àðõèâ àâòîðà ñòàòüè.
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Èíòåðåñíàÿ àññîöèàöèÿ – ïåðâûì ó÷èòåëåì Êðåìåðà áûë ßêîâ Ò àð-
ãîíñêèé, îäèí èç ó÷àñòíèêîâ Ïåðñèìôàíñà – ïðîñëàâëåííîãî îðêåñòðà
áåç äèðèæåðà, òåïåðü æå Êðåìåð ñàì õîòåë ñîçäàòü òàêîé îðêåñòð.

Óñïåõè îðêåñòðà âïå÷àòëÿëè. Âîò îäíà èç ïåðâûõ ãàñòðîëüíûõ ðå-
öåíçèé Êðåìåðàòû  î êîíöåðòå â Ìîñêâå â ðàìêàõ ôåñòèâàëÿ Nord West:

«Â öåëîì õîòåëîñü áû îòìåòèòü èñêëþ÷èòåëüíî âûñîêèé óðîâåíü
èãðû “Êðåìåðàòû”. Íåñìîòðÿ íà ìîëîäîñòü îðêåñòðàíòîâ è íà òî, ÷òî
êîëëåêòèâ òîëüêî íà÷èíàåò ñâîþ êîíöåðòíóþ äåÿòåëüíîñòü, ñûãðàííîñòü
îðêåñòðà è âîâñå íå ôîðìàëüíîå (êàê ýòî ÷àñòî áûâàåò) îòíîøåíèå ê
ôðàçèðîâêå è äèíàìèêå îñòàâèëè èñêëþ÷èòåëüíî õîðîøåå âïå÷àòëåíèå.
Î÷åíü íåïëîõî áûë âûñòðîåí è áàëàíñ çâó÷àíèÿ, à îòíîøåíèå ê ñîëèñòó
âî âðåìÿ èñïîëíåíèÿ áûëî ïðÿìî-òàêè òðåïåòíîå. Âñå ýòî, ïî-âèäèìî-
ìó , ÿâèëîñü ðåçóëüòàòîì êàê ÷ðåçâû÷àéíî ïðîôåññèîíàëüíîãî ïîäõîäà
îðêåñòðàíòîâ ê èãðå, òàê è áîëüøîé ðàáîòû, ïðîâåäåííîé ñ îðêåñòðîì
Êðåìåðîì è Ñîíäåöêèñîì äî íà÷àëà ïóáëè÷íûõ âûñòóïëåíèé (è íàâåð-
íÿêà ïðîäîëæàþùåéñÿ äî ñèõ ïîð)» 21.

Ñîíäåöêèñ èíòåíñèâíî ðàáîòàë ñ Êðåìåðàòîé ïîëòîðà ãîäà. Êàê è
ñî âñåìè îðêåñòðàìè, ñ êîòîðûìè åìó äîâåëîñü ñîòðóäíè÷àòü, Êðåìåðàòå
îí îòäàâàë âñåãî ñåáÿ – ñâîè çíàíèÿ, òàëàíò , ñåðäöå. Îí íèêîãäà íè÷åãî
íå äåëàë «ñïóñòÿ ðóêàâà», âçÿâøèñü çà ÷òî-ëèáî, îí íå îñòàíàâëèâàëñÿ
íà ïîëïóòè, äîâîäèë äåëî äî êîíöà. Â ñëó÷àå ñ Êðåìåðàòîé , îí ïîñòóïèë
òî÷íî òàêæå – âûïîëíèë âñå, ÷òî çàðàíåå íàìåòèë è ñîáèðàëñÿ ñäåëàòü.
Îí ïîìîã îðêåñòðó ñäåëàòü ïåðâûå øàãè, ïðî÷íî ïîñòàâèë åãî «íà íîãè»…
è ïðîñòèëñÿ ñ íèì.

Ñîíäåöêèñ âûïîëíèë ñâîè «îòöîâñêèå» îáÿçàííîñòè, ïîäãîòîâèë
îðêåñòð äëÿ òîé ìèññèè, äëÿ êîòîðîé îí è áûë ïðåäíàçíà÷åí – çàçâó÷àòü
íåïîâòîðèìûì ãîëîñîì Ã èäîíà Êðåìåðà, ðåàëèçîâàòü åãî óäèâèòåëüíûå
çàìûñëû. Íà ñàìîì äåëå Ñîíäåöêèñ äàæå ïåðåâûïîëíèë ñâîþ çàäà÷ó –
âçÿâøèñü ïîäãîòîâèòü îðêåñòð äëÿ ðàçîâîãî ïðîåêòà, îí âìåñòå ñ Êðå-
ìåðîì äâèíóë åãî òàê äàëåêî, ÷òî ñòàëà î÷åâèäíîé ïåðñïåêòèâà äàëüíåé-
øåãî ñóùåñòâîâàíèÿ àíñàìáëÿ.

Óñïåõè îðêåñòðà ïîáóäèëè Êðåìåðà ïåðåñìîòðåòü ñâîè ïåðâîíà÷àëü-
íûå ïëàíû: «[…] ñîçäàâàÿ àíñàìáëü íà îäíî ëåòî, ÿ è íå çíàë, ÷òî ýòîò
ðîìàí òàê çàòÿíåòñÿ è ñòàíåò ãëóáîêîé ëþáîâüþ. Íî ðåáÿòà îêàçàëèñü
òàêèìè óâëå÷åííûìè, ÷òî áðîñèòü èõ áûëî íåâîçìîæíî» 22.

21 Ëèôàíîâñêèé Áîðèñ. KREMER ata BALTICA: òÿæåëûé âå÷åð. http://www.mmv.
ru/reviews/20-10-1997_kremer.htm (ïðîñìîòð 20 ñåíòÿáðÿ 2015 ãîäà).

22 Ðåéäåð, Ìàêñèì. Ãèäîí Êðåìåð: áàëòèéñêèå ñòðàíû íåâåëèêè, íî àìáèöèîçíû .
http://old.russ.ru/culture/textonly/20010316.html (ïðîñìîòð 20 ñåíòÿáðÿ 2015 ãîäà).
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Îðêåñòð îáðåë ñâîå ëèöî, ñòàë ñàìîáûòíûì, íåïîõîæèì íè íà êà-
êîé äðóãîé. Â ýòîì îí ñòàë íåêèì «êîëëåêòèâíûì îòðàæåíèåì» ñàìîãî
Êðåìåðà.

Âîò íåñêîëüêî ìûñëåé Êðåìåðà îá èñòîêàõ ñàìîáûòíîñòè åãî îðêå-
ñòðà: «Ðèæñêèé âîçäóõ, áàëòèéñêàÿ êóëüòóðà… [...] Áàëòèéñêèå ñòðàíû
õîòü è íåâåëèêè, íî àìáèöèîçíû â ñìûñëå ñâîåé íàöèîíàëüíîé ñàìîèäåí-
òèôèêàöèè. Òåì íå ìåíåå îíè – ÷àñòü åâðîïåéñêîé êóëü òóðû, îíè êîí-
òàêòèðîâàëè ñ Åâðîïîé ÷åðåç Ãåðìàíèþ, Ïîëüøó , Øâåöèþ, è ýòî îòëî-
æèëî – ðàâíî êàê è ðîññèéñêàÿ êóëüòóðà – íà íèõ íåñîìíåííûé îòïå÷à-
òîê. Â áàëòèéñêîé êóëüòóðå åñòü íåêàÿ ñâåæåñòü; ÿ ïîíèìàþ, ÷òî ïîðîé
îíà îáîðà÷èâàåòñÿ ïðîâèíöèàëüíîñòüþ, íî â òåõ ðåáÿòàõ, êîòîðûõ ÿ íà-
øåë, íåò ìîñêîâñêîãî ãîíîðà è íåò åâðîïåéñêîé êîìôîðòàáåëüíîñòè –
è ýòî äàëî âîçìîæíîñòü ñîçäàòü îñîáûé êëèìàò äëÿ ðàáîòû, êîãäà õî÷åòñÿ
èäòè äàëüøå. ß çíàþ, ÷òî ìîã áû ñîáðàòü áîëåå ñèëüíûõ èíñòðóìåíòàëèñ-
òîâ ñî âñåãî ìèðà, äà èç òîé æå Ðîññèè, íî âîò äîáèòüñÿ òîé “õèìèè”...
Òîãäà èì áûëî â ñðåäíåì ïî 22 [...]. Â íåêîòîðîì ñìûñëå, êîãäà ìíå ïðèøëà
èäåÿ ñîçäàòü àíñàìáëü, îíè âûòÿíóëè ñâîé ñ÷àñòëèâûé áèëåò, íî íà îä-
íîé èäåå íå ïðîæèâåøü, íóæíî áûëî äîáèòüñÿ íåêîãî îòçâóêà, è â ðå-
çóëüòàòå íàøåé ñîâìåñòíîé ðàáîòû âîçíèêëî íå÷òî óíèêàëüíîå»  23.

Êðåìåðàòà ñóùåñòâóåò óæå ïî÷òè äâàäöàòü ëåò. Ýòî óäèâèòåëüíûé
îðêåñòð. Îí âñå åùå äîñòàòî÷íî ìîëîäîé ïî ñâîåìó ñîñòàâó è âûñîêî
ïðîôåññèîíàëüíûé ïî êà÷åñòâó èñïîëíåíèÿ; îí âñåãäà ãîòîâ ê ýêñïåðè-
ìåíòó è õóäîæåñòâåííîé ïðîâîêàöèè è â òî æå âðåìÿ àáñîëþòíî ðåñïåê-
òàáåëüíûé â ïëàíå òîãî, ÷òî äåëàåò; îí îäèíàêîâî óáåäèòåëåí â êëàññèêå
è â ìóçûêå íàøèõ äíåé, è (÷òî åùå ïðèìå÷àòåëüíåå) îí ïåðâîîòêðûâà-
òåëü è â ïåðâîì, è âî âòîðîì. Ýòîò îðêåñòð îäíîâðåìåííî ìîëîäîé ïî
äóõó è î÷åíü çðåëûé ïî îòíîøåíèþ. Çà ýòè ãîäû îí ïðîøåë áîëüøîé
ïóòü, âî ìíîãîì èçìåíèëñÿ. Îäíàêî íåèçìåííûì îñòàëîñü òî, ÷òî â íà-
÷àëå ýòîãî áîëüøîãî ïóòè ñ íèì áûë Ñîíäåöêèñ.

Çàêëþ÷åíèå

Â 2011 ãîäó ðåæèññåðîì Àëîèçîì ßí÷îðàñîì ( Aloyzas Janèoras) áûë
ïîñòàâëåí ïîëíîìåòðàæíûé äîêóìåíòàëüíûé ôèëüì î Ñîíäåöêèñå
ßáëîêè Ìîöàðò à. Êðåìåð, ðàçìûøëÿÿ â ýòîì ôèëüìå î Ñîíäåöêèñå, ïî-
ñòîÿííî âîçâðàùàåòñÿ ê ìûñëè î ñëóæåíèè ìóçûêå, êîòîðîå îòëè÷àåò
òîëüêî èçáðàííûõ è ÿâëÿåòñÿ åäèíñòâåííî âåðíîé ôîðìîé îòíîøåíèÿ ê

23 Ðåéäåð, Ìàêñèì. Ãèäîí Êðåìåð: áàëòèéñêèå ñòðàíû íåâåëèêè, íî àìáèöèîçíû .
http://old.russ.ru/culture/textonly/20010316.html (ïðîñìîòð 20 ñåíòÿáðÿ 2015 ãîäà).
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íåé. Äåÿòåëüíîñòü Ñîíäåöêèñà åìó âèäèòñÿ â òàêîì áåççàâåòíîì ñëóæå-
íèè ñâîåé ìóçå, è ýòèì â êîíå÷íîì èòîãå îïðåäåëÿåòñÿ çíà÷èìîñòü åãî
ìåñòà â èñêóññòâå. Ïîäîáíîå îòíîøåíèå ÿâëÿåòñÿ òîé ãëóáèííîé îáù-
íîñòüþ, êîòîðàÿ ðîäíèò Ñîíäåöêèñà è Êðåìåðà.

Â ìóçûêå î÷åíü âàæíà êîììóíèêàöèÿ – ñîñòîÿíèå ìóçûêàëüíîé
êóëüòóðû âî ìíîãîì çàâèñèò îò óðîâíÿ âçàèìîïîíèìàíèÿ âñåõ ó÷àñòíè-
êîâ òâîð÷åñêîãî ïðîöåññà, åäèíåíèÿ èõ äóõîâíûõ ó ñòðåìëåíèé. Êîìïî-
çèòîð è èñïîëíèòåëü, èñïîëíèòåëü è ñëóøàòåëü, èñïîëíèòåëü è èñïîë-
íèòåëü – âîò òå ïëîñêîñòè òâîð÷åñêîé äåÿòåëüíîñòè, íà ñòûêå êîòîðûõ
ðîæäàåòñÿ ñàìî èñêóññòâî. Ñîäðóæåñòâî Ñîíäåöêèñà è Êðåìåðà ïðèìåð
òîìó . Îíè îáà ÿâëÿþòñÿ ñëóæèòåëÿìè ìóçûêè, è îòñþäà èõ ãëóáîêîå ïî-
íèìàíèå äðóã äðóãà. Â êîíå÷íîì èòîãå èìåííî ýòî îáó ñëîâëèâàåò, ÷òî èõ
ïëîäîòâîðíîå òâîð÷åñêîå ñîòðóäíè÷åñòâî äàëî ñòîëü ìîùíûé òîë÷îê äëÿ
ôîðìèðîâàíèÿ íîâîé õóäîæåñòâåííîé ðåàëüíîñòè, ïîñëóæèëî îáíîâëå-
íèþ è îáîãàùåíèþ ìóçûêàëüíîãî ëàíäøàôòà ñâîåãî âðåìåíè.

Gidon Kremer and Saulius Sondeckis:
in Search of the Means to Form New Artistic Reality

Leonidas Melnikas

Summary

The violinist Gidon Kremer and the conductor Saulius Sondeckis are
two musicians who have done much for the transformation of the vision of
musical culture of their time. The distance between where they started and
where they came is vast, and their artistic communion and cooperation became
one of the elements of those wonderful achievements. In which forms did
this communion take place and in what did it result – these are the questions
engendering lively interest and presenting an interesting aspect for study.

The history of Sondeckis’ and Kremer’s friendship lasted more than
fifty years. Naturally, over such a long period their cooperation took different
forms. The first period of their communion could be characterized by the
formulae ‘teacher-student’ or ‘fathers and sons’. During that period the diffe-
rence in their ages was most acutely felt (Sondeckis is older than Kremer by
almost twenty years). Sondeckis, having begun his pedagogic activity at the
beginning of the 1950s, formed professional and personal contacts with
Riga violin pedagogues, first and foremost with the wonderful teacher Vol-
demârs Stûresteps, in whose class Kremer studied. Sondeckis met the wunder-
kind back at the end of the 1950s. He quickly noted the future great violinist,
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followed his development, and even organized Kremer’s first solo concert in
Vilnius. Sondeckis took a ‘fatherly’ interest in Kremer up through the latter’s
sparkling victories in prestigious musical competitions.

The second period of the creative communication of Sondeckis and
Kremer took place in the 1970s, and it could be characterized generally as
the model ‘conductor – soloist’. That was the time of unforgettable creative
searches, experiments, and achievements. Kremer was a soloist with whom
Sondeckis performed quite a lot. It was then that they prepared the premieres
of works by Alfred Schnittke and Arvo Pärt, introducing them to the musical
world.

The third period was the second half of the 1990s. That period could be
called ‘kremerata’. Kremer turned specifically to Sondeckis, the outstanding
teacher of orchestra performance, with a proposal to participate in the
creation of an orchestra of a brand new type. Sondeckis accepted, and the
orchestra Kremerata Baltica began its star-lit history.

The fruitful artistic cooperation between Sondeckis and Kremer gave a
push to the formation of a new artistic reality and a renewal of the musical
landscape.

Key words: Saulius Sondeckis, Gidon Kremer.
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Rîgas mûzikas dzîve divu pasaules karu laikâ:
kopîgâs un atðíirîgâs tendences

Dr. art.  Baiba Jaunslaviete
Jâzepa Vîtola Latvijas Mûzikas akadçmijas asociçtâ profesore un

Daugavpils Universitâtes viespçtniece

Kara laiks arvien ir lielu vçsturisku satricinâjumu periods: visas kultûras
dzîves jomas, tai skaitâ mûziku, skar bûtiskas pârmaiòas, kas izpauþas gan
estçtiskajâs nostâdnçs un koncertu formâs, gan repertuâra izvçlç un citos
aspektos. Latvija 20. gadsimta gaitâ ðâdas pârmaiòas piedzîvojusi divreiz –
pirmoreiz Pirmâ pasaules kara gados (1914–18), t. i., periodâ, kas pagaidâm
mûsu muzikoloìiskajâ literatûrâ nav sîkâk pçtîts. Otrs zîmîgs laikposms
bija PSRS–Vâcijas kara gadi (1941–1945) kâ daïa no Otrâ pasaules kara
perioda. Ðo gadu norises iztirzâtas 2011. gadâ izdotajâ, Arnolda Klotiòa
vadîbâ veidotajâ monogrâfijâ Mûzika okupâcijâ (Klotiòð 2011).

Savâ rakstâ esmu izvirzîjusi mçríi salîdzinoði analizçt atseviðías pilsçtas,
proti, Rîgas, mûzikas dzîvi abu pasaules karu laikâ. Aplûkoti divi aspekti:
— kara laika mûzikas dzîves þanru un repertuâra prioritâtes, koncertu

norises formas,
— kara ietekme uz mûzikas kritiíu darbîbu.

Galvenâ uzmanîba veltîta þanriem, kas tradicionâli ir akadçmiskâs mûzi-
kas mîïotâju îpaðâ intereðu lokâ – simfoniskajai mûzikai un operai.

Atslçgvârdi: Rîga, Pirmais pasaules karð, Otrais pasaules karð, mûzikas
dzîve, repertuârs, politika, latvieðu, krievu un vâcu mûzika.

***

Pçtot kara laika mûzikas dzîvi, arvien nâkas skart retorisku jautâjumu:
ciktâl ir taisnîba spârnotajam teicienam par ieroèiem un mûzâm1?

Meklçjot atbildi, vispirms jâatzîst, ka norises Rîgâ kara gadu sâkum-
posmâ vçl nebût neliecina par mûzikas dzîves noplakumu. Ieskatam daþi
fakti no P i r m â  p a s a u l e s  k a r a perioda: kâ vçsta laikrakstâ Rigasche
Rundschau 1914. gada laikâ publicçtie sludinâjumi, daþos þanros vçrojams
pat koncertu intensitâtes pieaugums vai arî aptuvens pirmskara lîmeòa sagla-
bâjums. Tâ, piemçram, Rîgas Vâcu Teâtra un Koncertu biedrîba (Rigaer

1 Kad runâ ieroèi, mûzas klusç (Inter arma silent Musae).
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Deutsche Theater- und Konzertverein) 1914. gada ziemâ un pavasarî (no
janvâra lîdz aprîlim) bija sarîkojusi divus simfoniskos koncertciklus: t. s.
abonementkoncertus (reizi vai divreiz mçnesî) un pçcpusdienas koncertus
(divas lîdz trîs reizes mçnesî). Nâkamâ gada rudenî abi ðie cikli atjaunojâs
citas organizâcijas – Rîgas Íeizariskâs Krievu mûzikas biedrîbas paspârnç2,
un tagad jau tie notika, ar nedaudz izòçmumiem, gandrîz ik nedçïu. Arnolds
Klotiòð, izvçrtçjot atseviðías simfonisko koncertu kategorijas O t râ  pasau-
l e s  k a r a laikâ, konstatç, ka daþâs no tâm koncertu skaits ik nâkamajâ
kara gadâ pieaudzis: piemçram, Operas oríestra simfoniskie koncerti
1941./1942. gada sezonâ notikuði 10, 1942./1943. gada sezonâ – 12, bet
1943./1944. gada sezonâ – jau 14 reizes (Klotiòð 2011: 363)3. Ðâdâ mûzikas
dzîves intensitâtes kâpinâjumâ, ðíiet, saskatâms kas drudþaini izmisîgs:
mûzika bija iespçja kaut îslaicîgi aizmirst kara apstâkïu realitâti un uzkavçties
ideâlâ pasaulç, tâpçc koncerti un izrâdes tika rîkoti daudz un guva lielu
atsaucîbu4. Tiesa, tikai lîdz zinâmai robeþai: kad frontes lînija jau tuvojâs
pilsçtai, bija vçrojams krass koncertdzîves apsîkums. Pirmâ pasaules kara
laikâ par ðâdu pavçrsienu kïuva 1915. gada pavasaris, kad, tuvojoties vâcu
karaspçkam, sâkâs Latvijas iedzîvotâju un institûciju evakuâcija uz toreizçjâs
Krievijas valsts iekðieni (skat. par to, piem., Bartele, Ðalda 2002: 83). Savukârt
Otrâ pasaules kara gados intensîva mûzikas dzîve turpinâjâs gandrîz lîdz
kara beigâm, t. i., lîdz 1944. gada vasaras nogalei, kad, Rîgai tuvojoties
padomju karaspçkam, daudzi iedzîvotâji, tai skaitâ mûziíi, pilsçtu atstâja.
Raugoties ðâdâ rakursâ, iepriekðcitçtais teiciens par lielgabaliem un mûzâm
neapðaubâmi ir pamatots.

Cits jautâjums, kas pelnîjis ievçrîbu, ir daþâdu þanru proporcijas kara
laika mûzikas dzîvç. Pirmais, kas pievçrð uzmanîbu – bûtiski pieaug vokâlâs
mûzikas loma, respektîvi, priekðplânâ izvirzâs skaòdarbi ar verbâlu tekstu,
kas tieðâk nekâ tîri instrumentâlas kompozîcijas spçj uzrunât plaðu klausîtâju
loku. Daudz bieþâki kïûst ne vien solodziedâtâju un koru koncerti, bet arî
koncerti ar jauktu programmu – piemçram, Pirmâ pasaules kara gados tâdi
ir regulâri rîkotie labdarîbas koncerti, kuru ienâkumi tiek ziedoti kareivjiem
un/vai viòu piederîgajiem.

2 Abonementa koncerti notika no 8. oktobra, Pçcpusdienas koncerti – no 12.ok-
tobra.

3 Lîdzîgu ainu vçrojam Rîgas operteâtra darbîbâ. Kopçjais operizrâþu skaits
pirmskara sezonâ (1940/1941) bijis pusotra simta, savukârt kara gadu sezonâs –
lîdz pat 229 (gan 1942/1943, gan 1943/1944; Klotiòð 2011: 114, 412, 418).

4 “Kopçjais Operas apmeklçtâju skaits bijis 433 000, par 10 000 lielâks nekâ
iepriekðçjâ sezonâ. Ieejas karðu vienmçr trûcis, apmçram pusi no tâm saòçmuðas
kara iestâdes,” raksta Klotiòð par 1942./1943. gada sezonu (Klotiòð 2011: 412).
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Attiecîbâ uz Otro pasaules
karu interesanti minçt muzikolo-
ìes Lîgas Pçtersones vçrojumu. Ap-
lûkojot Vîtola trio (1933–1944,
pianists Jânis Íepîtis, vijolnieks
Voldemârs Ruðçvics, èellists Atis
Teihmanis) koncertprogrammas,
viòa secinâjusi: miera laikâ (t. i.,
galvenokârt 30. gados) ansamblis
uzstâjies lielâkoties patstâvîgos
koncertos, kuros skançjuði instru-
mentâldarbi trio mûziíu sniegumâ.
Turpretî kara laikâ (1941–1944)
tas bieþâk iesaistîjies jauktos vokâli
instrumentâlos koncertos, kur trio
un atseviðíu tâ dalîbnieku spçle
mijusies ar solodziedâjumiem, tai
skaitâ ar latvieðu komponistu
dziesmâm5. Lûk, raksturîgi Vîtola
trio koncertprogrammu piemçri
miera un kara laikâ (skat. 2. att.).

Kara apstâkïi iespaidoja arî
koncertzâïu izvçli. Tâ, piemçram,
kamermûzikas koncerti Otrâ pa-
saules kara laikâ lielâkoties notika
nevis ðim þanram atbilstoðâ, salî-
dzinoði nelielâ auditorijâ, bet vienâ
no Rîgas lielâkajâm zâlçm, kas jo
îpaði piemçrota koru koncertiem,
proti, Universitâtes aulâ, jo lîdzði-
nçjâ kamerkoncertu norises vieta–
Latvijas Konservatorijas zâle – bija
vâcu karaspçka pârziòâ un pâr-
vçrsta par lazareti. “Universitâtes
aulas lielâ pieprasîjuma dçï kon-
certi tur notika gandrîz katru va-
karu, bet svçtdienâs sâkumâ divi

1. attçls. 1. pasaules kara sâkumperiodam
raksturîga koncertprogramma (divi

patriotiski koncerti par labu slimiem un
ievainotiem kareivjiem). Rigasche

Rundschau, 1914. gada 15. oktobris

5 Pçtersone, Lîga (2014). Klavieru trio atskaòotâjmâksla Latvijâ . Datorraksts
(topoðs promocijas darbs). Glabâjas Lîgas Pçtersones privâtarhîvâ.
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un no 1944. gada pat trîs koncerti – 13.00, 16.30 un 19.00. Aula bija jârezervç
divus mçneðus iepriekð, un, par spîti pieticîgajai apkurei, apmeklçtâju
netrûka,” atzîst Klotiòð (Klotiòð 2011: 379). Kamerkoncertu norise ðâdâ
þanram neierastâ vidç zinâmâ mçrâ simbolizç vispârçjo tieci uz vçrienîgâm
koncepcijâm, kas kara gadu kultûrai nepârprotami ir raksturîgâka nekâ
kamerstila nianses.

a) b)
2. attçls. a) Vîtola trio programma 1933. gada 21. oktobra

koncertam Latvijas Konservatorijas zâlç, b) Vîtola trio programma
1942. gada 11. marta koncertam Universitâtes aulâ

Îpaðs izraudzîtâs tçmas aspekts ir nacionâlâs attiecîbas kara laikâ un to
ietekme uz mûzikas dzîvi. Va i  kompon is ta  nac ionâ lâ  p iede r îba ,
ja  v iòð pârs tâv ,  nosacî t i ,  na id îgo nâc i ju ,  var  k ïû t  par  ð íç rs l i
v i òa  mûz ikas  a tskaòo jumam ka ra  aps tâk ïos?

Atbilde uz ðo jautâjumu nav îsa un viennozîmîga. Ja aplûkojam vâcu
un austrieðu mûzikas likteòus Pirmâ pasaules kara laikâ, redzam, ka patiesi
sastopami politiska rakstura iebildumi pret tâs iekïâvumu koncertprog-
rammâs. Tos pauduðas ne tikai Krievijas valsts varas iestâdes, bet arî latvieðu
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inteliìence. Daudzi tâs pârstâvji ðajâ laika periodâ bija noskaòoti prokrieviski
un pret saviem lîdzpilsoòiem vâcbaltiem izturçjâs ne îpaði draudzîgi. Lielâ
mçrâ tas, protams, skaidrojams ar gadsimtiem ilgajâm, krasajâm sociâli ekono-
miskajâm atðíirîbâm starp latvieðiem un vâcbaltiem. Lai arî 20. gadsimta
sâkumâ tâs bija mazinâjuðâs, tomçr pagâtnes aizvainojumi nebût nebija
aizmirsti; tâpçc likumsakarîgi, ka Pirmâ pasaules kara sâkumposmâ latvieðu
mûzikas kritikâ, kam ðíietami jâbût tâlu no politikas, ne reizi vien sastopami
aicinâjumi mazinât vâcu/austrieðu ietekmi Rîgas koncertdzîvç. Raksturîgs
piemçrs ir komponista un mûzikas kritiía Jâòa Zâlîða recenzija par 21.sep-
tembrî sarîkoto Rîgas Latvieðu biedrîbas koncertu, kura ienâkumi ziedoti
latvieðu kareivjiem un viòu piederîgajiem. Zâlîtis atzîmç, ka koncerts, kas
ietvçris plaðu vokâli instrumentâlu programmu, bijis labi apmeklçts. Tomçr
repertuârs raisîjis kritiía iebildumus, un pirmâm kârtam tie saistîti ar jaunâ
klaviervirtuoza, Annas Jesipovas bijuðâ audzçkòa Arvîda Dauguïa uzstâðanos:

“Visu lielo pusi no viòa [Dauguïa] izpildîtiem gabaliem ieòçma taisni
vâcu un ungâru komponistu darbi (Lists, Ðûberts, Ðûmanis). Ko gan ar to
god. pianists ir gribçjis uzsvçrt? Savu absolûto tîrâs mâkslas apoloìçtu piede-
rîbu, ðaursirdîbu pret tagadçjiem lielajiem vçsturiskajiem gara dzîves pârvçr-
tîbu notikumiem vai arî savu cilvçcisko un mâksliniecisko indiferentismu?
[..] Ak, ðie miera ideju sludinâtâji cîòu laikos! – Daugulla kungs labi darîtu,
ja arî savu citâdi pieklâjîgo klavieru repertuâru kaut cik bûtu piemçrojis
laika gara prasîbâm. Ir taèu Ðopçns, Grîgs, Rahmaòinovs, Skrjabins, Glazu-
novs, Ïadovs u. c. Acumirklî tie mums bûtu tuvâki, it kâ vajadzîgâki nekâ
naidîgo vâcu-ungâru-prûðu ìenerâciju priekðstâvji. Protams, tikai pagaidâm.
Vçlâk, kad tagadçjâs tautu asâs attiecîbas bûs nolîdzinâjuðâs, kad cîòu gara
vietâ atkal iestâsies mierîgâka, kulturçli nosvçrta dzîve, tad jau varçsim visas
ðîs nevîstoði daiïâs, romantiskâs ceïinieku dziesmas un ðûpuïu dziesmas ar
divkârtîgu baudu atgût. Visu varbût arî ðo nevajadzçtu teikt, vienîgi nesavtîgs
mâkslas nolûks – ðoreiz turpretim bij jâpieðíir tam arî zinâma nacionâla
lepnuma un patriotisma pieskaòa” (Zâlîtis 1914: 183).

Pirmâ pasaules kara sâkums iespaidoja Rîgas vâcu mûzikas dzîvi ïoti
nelabvçlîgi. 1914. gada rudenî Pilsçtas 1. (Vâcu) teâtra mâkslinieki vairs ne-
guva iespçju sâkt jauno sezonu, jo teâtris tika slçgts: vâcu valoda kara apstâkïos
nedrîkstçja skançt uz skatuves, un tâdçjâdi darbu pârtrauca arî tradîcijâm
bagâtâ opertrupa. Skaidri bija jûtama vairîðanâs no vâcu un austrieðu mûzikas
iekïâvuma repertuârâ, taèu tâ bija raksturîga ne tikai Rîgai, bet visai toreizçjai
Krievijas valstij. Latvieðu mûzikas kritiíu vidû bija arî personîbas, kas
uzdroðinâjâs paust savu opozîciju ðai modes lietai, viòu vidû nâkotnç ievçro-
jamais rakstnieks Jânis Sudrabkalns. Laikraksta Lîdums publicçtajâ rakstâ
par latvieðu diriìenta Voldemâra Bisenieka koncertu viòð norâda:
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“Rîgas mûzikas skolas koncerts ceturtdien, 9. oktobrî, Interimteâtrî
sniedza vienîgi vai slâvu mûziku. Ðai ziòâ viòð ir simptomâtisks, jo reakcija
pret ìermânismu tagad iesâkusies visâ Krievijâ. Ekstrçmi, lîdz kâdiem noiets,
par piemçru, Petrogradâ, kur no repertuâra noòemtas visas Vâgnera operas,
gan var katru îstas mâkslas draugu tikai apbçdinât. Bçthovens, Mocarts,
Bahs un Vâgners, liekas, nepieder pie tiem vârdiem, kuri bûtu aizmirstami”
(Sudrabkalns 1914).

Krievu un arî kopumâ slâvu mûzika kara apstâkïos turpretî tika spçlçta
bieþi (skat. divas laikmetam tipiskas koncertprogrammas iepriekð, 1. attçlâ).

Tuvojoties 1914. gada beigâm,
attieksme pret vâcu/austrieðu mû-
ziku tomçr nedaudz uzlabojâs.
Rîgas Íeizariskâs Krievu mûzikas
skolas rîkotâ koncertcikla ietvaros
5. novembrî (t. i., 4. koncertâ) pir-
moreiz skançja arî Johana Sebas-
tiâna Baha un Franèa Ðûberta kom-
pozîcijas. Nedaudz vçlâk, 20.no-
vembrî, Ludviga van Bçthovena
Otrâs simfonijas atskaòojums bei-
dzot deva iespçju prominentajam
vâcu mûzikas kritiíim Hansam
Ðmitam rakstît Rigasche Rundschau
slejâs: “Vakar bija seviðíi svçtîgi
un dziïi iespaidojoði pçc ilgâkas
pauzes atkal reiz dzirdçt Bçthovenu”
(Schmidt 1914).

Otrâ pasaules kara gados
Rîga bija pavisam citâ politiskajâ
situâcijâ nekâ Pirmâ pasaules kara
laikâ, un tas izpaudâs arî reper-
tuâra izvçlç. Atbilstoði Treðâ reiha
politikai programmâs neparâdîjâs
ebreju cilmes mûziíu, piemçram,
Fçliksa Mendelszona-Bartoldi vai
Gustava Mâlera vârdi. Vâcu mû-
zikas loma pieauga, un tâ tika no-
stiprinâta ar direktîvâm metodçm.
Piemçram, Arnolds Klotiòð grâmatâ
Mûzika okupâcijâ piemin lîgumu,

3. attçls. Hansa Ðmita raksts par
Íeizariskâs Krievu mûzikas biedrîbas
1914. gada 19. novembra koncertu.

Rigasche Rundschau,
1914. gada 20. novembris
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ko 1942. gadâ vasaras simfonisko koncertu rîkotâji6 noslçguði ar vâcu varas
iestâdçm (Klotiòð 2011: 365). Tas paredzçjis, ka koncertu repertuârâ tiks
iekïauti 50% vâcu, 25% – latvieðu un 25% – pârçjâs mûzikas. Citu zîmîgu
liecîbu par koncertdzîves tendencçm sniedz Ludvigs Kârkliòð grâmatâ Simfo-
niskâ mûzika Latvijâ :

“1942. gadâ, kas vâcu faðistiem izrâdîjâs liktenîgs un noteica kara iznâ-
kumu, simfonisko koncertu programmâs neatrada vietu neviens krievu kompo-
nistu skaòdarbs. Bet skançja J. Brâmsa “Vâcu rekviçms”, “Traìiskâ uvertîra”
(Kârkliòð 1990: 129).

Vienlaikus gan jâatzîmç, ka ðâda situâcija nav bijusi raksturîga visam
Otrâ pasaules kara periodam – krievu mûzika tolaik Rîgas koncertprog-
rammâs parâdîjusies samçrâ bieþi. Lîdzîgi kâ pirms kara, seviðíi populâra
bijusi Pçtera Èaikovska daiïrade: 1943.–1944. gadâ izpildîta viòa fantâzij-
uvertîra Romeo un Dþuljeta, trîs pçdçjâs simfonijas (Ceturtâ, Piektâ, Sestâ),
turklât Sestâ pat trîsreiz – arî vâcu viesdiriìenta Hansa Udo Millera (Hans
Udo Müller ) vadîbâ. Ðis atskaòojums guvis atzinîgu atsauksmi okupâcijas
iestâþu oficiozâ Deutsche Zeitung im Ostland, Alfrçda Þeiles recenzijâ:
“Beigâs fascinçjoðâ, pat aizraujoðâ interpretâcijâ izskançja Èaikovska Patç-
tiskâ. Hansam Udo Milleram, impulsîvam un temperamentîgam mûziíim,
ðis darbs acîmredzami ir ïoti tuvs, un ar visu savu intensitâti viòð nekur
nekïuva nekulturâls. Ðî karstasinîgâ mûzika arvien slçpj sevî draudus zaudçt
orientierus melanholijas, ekstâzes un ritmiski dinamiskas brutalitâtes vidç.
Piecu ceturtdaïu valða elegance un vieglums jâizceï jo îpaði” (Zscheile 1943).

Rîgas operteâtra repertuârâ kara gados bija gan Èaikovska balets Gulbju
ezers, gan operas Jevgeòijs Oòegins un Pîía dâma: abas pçdçjâs laikâ no
1941. lîdz 1944. gadam tika izrâdîtas katra tieði desmit reizes (Pîía dâma
gan vienîgi 1943./1944. gada sezonâ). Jâatzîst tomçr, ka, salîdzinot ar pirms-
kara laiku, Èaikovska operizrâþu kopskaits bija krities: 1940./1941. gada
(t. i., padomju varas) sezonâ Jevgeòijs Oòegins vien tika uzvests 22 reizes,
Pîía dâma – deviòas reizes.

Otrs populârâkais krievu komponists vâcu okupçtajâ Rîgâ bija Alek-
sandrs Borodins. Viòa operas Kòazs Igors slâviski patriotiskâ tematika nebija
ðíçrslis tâs uzvedumiem Rîgas operteâtrî no 1943. lîdz 1944. gadam div-
padsmit reizes. Borodina Otrâ simfonija, ko iedvesmojuði krievu varoòeposu
tçli, pçc Ludviga Kârkliòa sniegtajâm ziòâm, kara laikâ izskançjusi jaunâ
diriìenta Bruno Skultes vadîbâ. Ðî paða mâkslinieka repertuârâ bijusi Nikolaja
Rimska-Korsakova Ðeherezade, Aleksandra Skrjabina Otrâ simfonija un
vairâki Èaikovska darbi (Kârkliòð 1990: 130).

6 Ðâdi koncerti notika pilsçtas parkos – galvenokârt Vçrmanes dârzâ.



133

B. Jaunslaviete. Rîgas mûzikas dzîve divu pasaules karu laikâ: kopîgâs un atðíirîgâs..

No vâcu komponistiem Rîgâ Otrâ pasaules kara laikâ seviðíi iemîïots
bija Rihards Vâgners – piemçram, 1943./1944. gada sezonâ viòð, pçc Arnolda
Klotiòa apkopotajiem datiem, bijis treðais populârâkais Rîgas operteâtra
repertuârâ pârstâvçtais komponists (pirmajâ vietâ – Dþuzepe Verdi, otrajâ –
Dþakomo Puèîni; Klotiòð 2011: 419). Lai arî zinâms, ka Vâgners bijis Âdol-
fam Hitleram tuvs un nacistiskâs okupâcijas laikâ îpaði propagandçts kompo-
nists7, tas, domâjams, nav bijis galvenais iemesls viòa popularitâtei Rîgâ,
kurai ir jau senas vçsturiskas saknes. To apliecina Rîgas Pilsçtas 1. (Vâcu)
teâtra repertuârs 1914. gada pirmajos piecos mçneðos, t. i., pçdçjâ sezonâ
pirms teâtra slçgðanas Pirmâ pasaules kara dçï: no 24 operizrâdçm kopumâ
deviòas pârstâvçjuðas tieði Vâgnera daiïradi (nâkamais populârâkais kompo-
nists bijis Puèîni, kura vârds ðîs sezonas afiðâs parâdâs èetrreiz)8. Vâgnera
popularitâti, iespçjams, ietekmçjusi ðî komponista biogrâfijas kâdreizçjâ
saikne ar Rîgu: 1837.–1839. gadâ viòð bijis Rîgas Pilsçtas teâtra kapelmeistars.

Vâcu mûzikas kritiíi labprât meklçjuði Vâgnera mûzikas iespaidu
latvieðu komponistu skaòdarbos – reizçm visnotaï pamatoti, bet citkârt, iespç-
jams, tomçr pârspîlçti. Kâ interesantu un zîmîgu ðai sakarâ var izcelt pole-
miku, kas 1942. gada vâcu presç raisîjusies saiknç ar Alfrçda Kalniòa  operas
Baòuta uzvedumu Rîgas operteâtrî. Diskusiju par to aizsâka nevis kâds Rîgas
vâcu kritiíis, bet gan Vâcijas rakstnieks Valters Blçms (1868–1951) – savulaik
ievçrojams românists, viens no 20. gadsimta 30. gados visvairâk lasîtajiem
autoriem (Blçma românu koptirâþa sasniegusi apmçram divus miljonus;
skat. Damerau 1968: 193). Savos darbos viòð cildinâjis vâcu nacionâlâs vare-
nîbas un militârisma idejas. Rakstâ avîzei Deutsche Zeitung im Ostland
1942. gada 10. janvârî ðis autors stâsta par kâdu negaidîtu pârsteigumu, ko
piedzîvojis Latvijâ:

“Ar karu saistîto dienesta pienâkumu sakarâ man nâcâs uzturçties Rîgâ,
un tur, blakus daudziem citiem nozîmîgiem iespaidiem, guvu vienu seviðíi
iepriecinoðu – proti, iepazinos ar kâdu lielu komponistu. Meistaru, kas rada
augstâ, visaugstâkajâ lîmenî, ir 62 gadus vecs un – lielajai mûzikas pasaulei
gandrîz sveðs” (Bloem 1942a).

Turpinâjumâ Blçms pârstâsta vâcu lasîtâjiem Baòutas iestudçjuma
vçsturi un uzsver, ka Kalniòa tautasbrâïi latvieði nekad ðo operu neesot pie-
nâcîgi novçrtçjuði. Viòð raksta:

7 Sîkâk par to skat.: Metapolitics: From Wagner and the German Romantics to
Hitler . Tepat arî Âdolfa Hitlera citâts: “Ikvienam, kurð grib saprast nacionâlso-
ciâlistisko Vâciju, jâpazîst Vâgners” (Viereck 2004: 132).

8 Dati no teâtra afiðu un programmu apkopojuma Theaterzettel Latvijas Univer-
sitâtes Akadçmiskâs bibliotçkas Reto grâmatu un rokrakstu nodaïâ.
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“Savu ceturto inscençjumu Baòuta piedzîvoja paðreizçjâs Rîgas operpub-
likas klâtbûtnç – proti, 60–70% skatîtâju pârstâvçja vâcu armiju. Veiksme
bija patiesi liela. Es runâju ar visu dienesta pakâpju biedriem, gan tiem,
kuriem mûzika tuva, gan tiem, kuriem tâ sveða – viòi visi bija gluþi tikpat
aizrautîgâ sajûsmâ kâ es. – Ðíçrslis nebija pat tas, ka no dziedâtâ teksta mçs
nesapratâm ne vârda. Iespiests libreta variants vâcu valodâ neeksistç, un
teâtra programmâ sniegts vienîgi skops satura atstâstîjums. Tomçr operas
muzikâlâs vçrtîbas ir tik spilgtas, ka vâcu klausîtâjos tâs gûst viennozîmîgu
atzinîbu. [..]

Un nu daþi teikumi par Baòutas muzikâlajâm vçrtîbâm!
Abu pirmo cçlienu skatuviskais risinâjums tik ïoti atgâdina ainas no

Nîbelunga gredzena un Tristana un Izoldes, ka, tâs vçrojot, es gandrîz kâ
paðsaprotamu gaidîju ieskanamies kaut ko lîdzîgu. Tas nenotika. [..] Kalniòð
runâ nemainîgâ, sev raksturîgâ valodâ. [..] Viòa radoðo darbîbu vairâku
desmitu gadu laikâ absolûti nav ietekmçjuðas jebkâdas laikmetîgâs parâdîbas,
kuras mçs ðodien apzîmçjam ar jçdzienu deìenerçjusies mâksla. Tas, domâ-
jams, arî ir iemesls, kâlab viòð neguva ne mazâko sava laika autoritatîvo
kritiíu þçlastîbu. Kalniòa mûzikas valoda ir izsmalcinâta, tâ tiecas apliecinât
savu seju un neatkarîbu, tomçr tâ nepazûd maldu ceïos un nav tîði samudþi-
nâta. Ðis skaòuraksts dod dziedâtâjam iespçju pilnîbâ atklât savas balss
skaistumu, un gan tumðu kaislîbu ainâs, gan spoþos, mîlas pârpilnos skatos
vokâlo lîniju vainago brîniðíîgi kâpinâjumi, it îpaði lielajâ mîlas duetâ, kas
ir pamatâ treðâ cçliena noslçgumam.

[..] Visâ Baòutâ bagâtîgi izmantotas kora ainas” (Bloem 1942a).
Vçlâk Valters Blçms, acîmredzot jûtot pienâkumu iepazîstinât ar Baòutu

arî publiku ârpus Latvijas, izteicies par ðo operu vçl vienâ preses izdevumâ –
1942. gada 26. februâra Danziger Vorposten. Tajâ viòð uzsver: “Es nevaru
vien pietiekami skaïi un svinîgi pasludinât: Baòuta ir darbs, kas nostatâms
lîdzâs visu laiku diþâkajâm operâm. Tam priekðâ uzvaras gâjiens, kurâ tas
kâdreiz apstaigâs visu pasauli. Kâdreiz...

Savukârt mums, vâcieðiem, rodas priekpilns pienâkums – palîdzçt ðim
vçrtîgajam darbam, ko radîjusi maza, bet uz savu jauno kultûru pamatoti
lepna tauta, iekarot jau sen pelnîto pasaules slavu” (Bloem 1942b).

Tiesa, ar ðiem cildinâjumiem diskusija neaprobeþojas. Laikmetam tipiska
ir arî asâ reakcija uz Blçma rakstu, ko laikrakstâ Danziger Vorposten
1942. gada 2. aprîlî pauþ kâds pusanonîms autors, kurð norâda savu dienesta
pakâpi – virsleitnants. Viòa rezumçjums, kas seko iznîcinoðai Alfrçda Kalniòa
operas kritikai: “Patiesîbâ tâ ir mûzikas attîstîbas gaitâ jau sen novecojusi
Riharda Vâgnera epigonisma forma [..]. Tâ vietâ, lai palîdzçtu Baòutai gût
pasaules slavu, vienkârðâks un pateicîgâks uzdevums bûtu iepazîstinât latvieðu
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operpubliku ar pasaulslaveniem vâcu darbiem.” Un raksta noslçgumâ – braðs
sauklis Heil Hitler!  (Augst 1942).

Protams, virsleitnanta spriedumu nevar uzskatît par kompetentu. Zinâ-
mu saikni ar Vâgnera operâm varam vçrot tikai paðâs vispârçjâkajâs Baòutas
iezîmçs (vadmotîvu sistçma, pievçrðanâs senas teikas siþetam), taèu Kalniòa
mûzikas valoda ir krasi atðíirîga – tâ nav harmoniski tik piesâtinâta un
disonanta kâ Vâgneram, ir daudz dzidrâka, gaiðâka. Jâsecina, ka virsleitnanta
pausto kritiku noteikusi drîzâk politiska, nevis tîri muzikâla motivâcija.

Aplûkojot latvieðu komponistu skaòdarbus, kas abu pasaules karu laikâ
skançjuði Rîgas koncertzâlçs, redzam, ka te izpauþas lîdzîga likumsakarîba
kâ koncertzîvç kopumâ: krasi pieaug gan vokâlâs, gan vispâr ar verbâlu
tekstu saistîtâs (programmatiskâs) mûzikas îpatsvars. Bieþi vien centrâ izvirzâs
dzimtenes tematika (piem., Pirmâ pasaules kara laikâ Alfrçda Kalniòa svîta
simfoniskajam oríestrim Dziesma par dzimteni, 1915; Otrâ pasaules kara
laikâ Lûcijas Garûtas kantâte Dievs, Tava zeme deg!, 1943; u. c.).

Kâ gluþi jaunu un savam laikam neierastu akcentu Otrâ pasaules kara
mûzikas dzîvç var izcelt Jâòa Ivanova Ceturto simfoniju Atlantîda (1941).
Atðíirîbâ no daudzâm tâlaika Rîgâ tapuðâm kompozîcijâm, ðis skaòdarbs
neietver kara apstâkïos tik ierasto un publikas novçrtçto patriotisma aplie-
cinâjumu, ko pavada vairâk vai mazâk tieði pausts atbalsts vienai no karojo-
ðajâm pusçm; Ivanova dramatiskâ skaòdarba centrâ ir siþets par seno salu
Atlantîdu, kas lîdzîbâs vçstî par visas cilvçces bojâejas draudu. Tâdçjâdi
spilgti pieteikta globalizâcijas tçma latvieðu mâkslâ – tçma, ko Francijâ kara
laikâ paralçli risinâja Olivjç Mesiâns (Kvartets laika galam, 1941) un mûs-
dienâs, jau ar gluþi cita laikmeta lîdzekïiem, turpina Pçteris Vasks. Lai arî
Ivanova skaòdarbs bija ieceres ziòâ pavisam neparasts uz tâlaika Rîgas kon-
certdzîves fona, jaunais komponists tika augstu novçrtçts. Okupâcijas avîzes
Deutsche Zeitung im Ostland recenzents, dr. Helmûts Lungershauzens,
rakstîja pçc 1943. gada 8. septembrî notikuðâ pirmatskaòojuma:

“Koncerta otrajâ daïâ kâ vakara nozîmîgâkais numurs tika pirmat-
skaòota Sinfonia-Atlantida, vietçjâ komponista Jâòa Ivanova Ceturtâ simfo-
nija. [..] Jau ievada taktis ietver simfonisku enerìiju, kas liek saausîties. Vareni
kâpinâjumi tiek sasniegti pirmâs daïas izstrâdâjumâ. Oriìinâls ir sievieðu
kora dziedâjums lçnajâ daïâ – bez teksta, absolûtos patskaòos, iekïauts kopçjâ
ritçjumâ kâ savâ ziòâ instrumentâla tembru kombinâcija. Par kulminâcijâm
kïûst abas pçdçjâs daïas. Neraugoties uz programmatismu, darbs krietni
pârsniedz simfoniskâs poçmas ietvarus. Ja tik jauns komponists raksta savu
ceturto simfoniju, tad tas kaut ko jau nozîmç. [..] Jâapbrîno, ar kâdu kon-
sekvenci un droðîbu ðis autors pârvalda simfonisko stilu. Turklât viòa mûzikai
viscaur ir paðai sava seja. Mums ir darîðana ar nopietna mûziía nobrieduðu
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darbu, un tâ autors var stâties lîdzâs mûslaiku ievçrojamajiem komponistiem”
(Lungershausen 1943).

***

Kara laika mûzikas dzîves izpçte sniedz vçrtîgu vielu pârdomâm ne vien
muzikologiem, bet arî vçsturniekiem, daþâdu sociâlu un etnopolitisku procesu
pçtniekiem. Var secinât, ka daudzi ðajâ periodâ tapuðie skaòdarbi ar savu
augsto emocionâlo spriedzi vçl mûsdienâs rod plaðu publikas atzinîbu. Tiesa,
jauni radikâli meklçjumi mûzikas valodas jomâ kara laika kompozîcijâm
nav raksturîgi – Ivanova Atlantîda ar tolaik latvieðu mûzikâ neierastajâm
poliharmoniskajâm saskaòâm ðai ziòâ vçrtçjama kâ izòçmums. Tâpat nav
raksturîgi intensîvi jauna repertuâra meklçjumi ârpus latvieðu mûzikas: lielâka
vieta koncertprogrammâs ir jau pirms kara iepazîtiem ârzemju komponistu
skaòdarbiem, galvenokârt pârbaudîtâm klasiskâm vçrtîbâm.

Kara laika mûzikas dzîve bûtu pelnîjusi arî turpmâku daudzpusîgu ana-
lîzi: bûtu interesanti salîdzinât norises daþâdos laikmetos un daþâdâs pilsçtâs.
Gribçtos cerçt, ka impulsu ðâdai izpçtei dos rakstâ ietvertais Rîgas koncertu
un operizrâþu, kâ arî mûzikas kritiíu spriedumu izvçrtçjums. Iedziïinâðanâs
ðajâ tematikâ ïauj labâk izprast faktorus, kas ietekmçjuði mûzikas vçstures
procesus visâ to pretrunîbâ un daudzveidîbâ.

Musical Life in Riga during the Time of Both World Wars:
Similar and Different Tendencies

Baiba Jaunslaviete

Summary

Wartime remains a period that has a dramatic effect on history, and is
notable for significant changes in the field of culture, including musical life.
It is expressed both in the transformation of aesthetic ideals, as well as concert
forms, repertoire selection and other aspects. Over the course of the 20th

century, Latvia experienced those changes twice – first during World War I
(1914–1918), the period that has not, up until now, been studied in depth
with regards to musical life. The second significant period was the years of
the war between the Soviet Union and Germany (1941–1945) as a part of
the time of World War II (in those years Riga was occupied by the German
Wehrmacht forces). The events of that period have been reviewed in the
monograph Mûzika okupâcijâ (“Music during the Occupation”), edited by
Arnolds Klotiòð (Klotiòð 2011).
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The aim of the present article is to analyse the musical life in one parti-
cular city during both World Wars – in this case, Riga – and, in that way, to
gain a broader understanding of how war can affect music history as a whole.
The main focus is on two aspects:
— the priorities of genre and repertoire in musical life during the war, as

well as the forms of concert events,
— the influence of the war on the opinions of music critics.

A particularly significant aspect of the selected theme is the national
relationships during the war and their influence on musical life. The principle
question that we seek to answer is: can a composer’s nationality, if he repre-
sents a clear ‘enemy’ nation, be an obstacle to the performance of his music
in the time of war?

It is not possible to answer this question quickly and decisively. If we
review the fate of German and Austrian music during World War I in Riga,
we can truly see objections to its inclusion in concert programmes, directly
due to political motives.

During World War II, the political situation was completely different,
and that was also reflected in repertoire priorities. The role of German music
grew, and it was also strengthened with directive methods. For example,
Arnolds Klotiòð mentions the contract that the symphonic music concert
organisers9 signed with representatives of the German powers in the summer
of 1942 (Klotiòð 2011: 365). The contract required that the concert repertoire
would be made up of 50% German, 25% Latvian, and 25% other music.
Of German composers, Richard Wagner was particularly loved during World
War II in Riga, and from Russian music, as before the war, Pyotr Tchai-
kovsky’s works were particularly popular.

The study of musical life during the wartime provides many ideas for
consideration not only for musicologists, but also historians, and researchers
of various social and ethno-political processes. Many works composed during
the wartime, with their great emotional tension, still broadly resonate with
listeners, even today; an example is Lûcija Garûta’s cantata Dievs, Tava
zeme deg! (“Lord, Your Land is Burning!”, 1943). It is true, that searches
for new, radical musical language in this field were, overall, not characteristic
of that era – the Symphony No. 4 by Jânis Ivanovs Atlantîda (“Atlantis”,
1941), with its courageous polychords could be considered one of the few
exceptions. Intensive search for a new repertoire beyond Latvian music was
not characteristic either – most of the concert programmes consisted of works

9 These kinds of concerts took place in the city’s parks – mainly the Vçrmanes
Garden.
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by foreign composers that were known prior to the war, including established
classics.

Musical life during the wartime has earned further analysis from many
aspects: it would be interesting to compare the processes in varied eras and
in varied cities. I would like to hope, that motivation for such research will
also be given by the evaluations of Riga’s concerts and opera performances,
as well as the opinions of music critics. A deeper study of this theme will
allow for better understanding of the factors that have influenced music
history processes as a whole.
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Mûzikas izglîtîbas atjaunoðana Rçzeknç
(1945–1950)

Mg. paed., Mg. hist. Valda Èakða
Rçzeknes Augstskolas lektore

Ievads

Mûzikas izglîtîbas pieejamîba Rçzeknç ir samçrojama ar vidçji garu
cilvçka mûþu, jo mûzikas skola pilsçtâ darbojas vairâk nekâ 80 gadus. Tâpat
kâ cilvçka mûþu, arî skolas vçsturi raksturo daþâdu laikmetu liecîbas, ko
glabâ arhîva dokumenti un cita veida izziòas avoti. Balstoties uz tiem, pagât-
nes notikumu vçsturiskais konteksts iegûst jaunas, skaidrâkas aprises, kas
ïauj argumentçti atspçkot pat daþus iesîkstçjuðus pieòçmumus un mîtus.
Raksta mçríis ir sniegt ieskatu mûzikas izglîtîbas atjaunoðanas norisçs un
ideoloìiskâs dzîves problçmâs, ar ko saskârâs Rçzeknes mûzikas vidusskolas1

pedagogu kolektîvs pçc Otrâ pasaules kara – PSRS uzspiestâs kultûrpolitikas
apstâkïos.

Kâ jau zinâms, 1940. gada 17. jûnijâ Latvijâ aizsâkâs padomju okupâ-
cija. 1940. gada septembrî ar Izglîtîbas Tautas komisariâta Skolu departa-
menta padomes lçmumu tika pasludinâts, ka tautas konservatoriju2 uzturç-
ðanu pâròem valsts. Mâkslas dzîves tieðai un centralizçtai vadîbai 1940.gada
26. septembrî tika izveidota Mâkslas lietu pârvalde, kuras pakïautîbâ nonâca
arî mûzikas izglîtîba. Pamatojoties uz LPSR Tautas komisâru padomes lçmumu
nr. 638, Mâkslas lietu pârvalde izdeva pavçli no 1941. gada 16.maija visâm
“tautas konservatorijâm pâriet uz jauno kârtîbu un saukties par valsts mûzikas
skolâm” (Klotiòð 2011: 171). Sovetizâcijas pirmâ posma ideoloìija atspogu-
ïojâs gan mûzikas mâcîbu iestâþu pakïautîbas noteikðanâ, gan arî tautas
konservatoriju iedibinâto izglîtîbas tradîciju deformâcijâ. Pati Mâkslas lietu
pârvalde atradâs dubultâ pakïautîbâ, diktçjot mûzikas skolu pedagogiem
centralizçtas plânoðanas prasîbas, ko tai izvirzîja gan padomju Latvijas val-
dîba, gan arî PSRS Tautas Komisâru padomes Mâkslas lietu komiteja. Ðajâs
prasîbâs dominçja galvenokârt ideoloìizçti un par obligâtiem pasludinâti
pasâkumi, kuru realizçðanu pârtrauca Otrais pasaules karð un nacistiskâs
Vâcijas îstenotâ okupâcija.

1 Tagadçjais nosaukums – Jâòa Ivanova Rçzeknes Mûzikas vidusskola.
2 Tautas konservatorijas – mâcîbu iestâdes, kas daþâdos Latvijas reìionos nodro-

ðinâja mûzikas izglîtîbu laikposmâ no 20. gadsimta 20. gadiem.
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Mûzikas pedagogi okupâcijas varu apstâkïos

Gan pirmajâ padomju okupâcijas periodâ, gan arî vâcu okupâcijas
apstâkïos (kad tika atjaunota tautas konservatorija) mûziku Rçzeknç mâcîja
galvenokârt tie paði pedagogi, kas bija darbojuðies jau Latvijas brîvvalstî.
1941. gada rudenî Vili Ðvinku direktora amatâ nomainîja Bernhards Tiltiòð
(1913–1989), kurð vadîja arî vijoles klasi. Klavierspçli pasniedza Jânis Ûsîtis,
Vilma Malnace un Janîna Kudrjavceva, dziedâðanu – Emîlija Drîviòa un
Marija Tihanova. Savukârt teorçtiskos un kora zinîbu priekðmetus mâcîja
Klements Mediòð (Klotiòð 2011: 453), kurð pirms kara vadîja pilsçtâ jauniz-
veidoto 110 dalîbnieku lielo arodbiedrîbu kori, bet kara gados veica arî
Rçzeknes teâtra mûzikas daïas vadîtâja pienâkumus. Holokausta rezultâtâ
Rçzeknes mûziíu saime zaudçja divus klavierspçles pedagogus – Rebeku
Poïaku un Bernhardu Rivoðu.

Pçc PSRS aviâcijas spçku îstenotâs Rçzeknes bombardçðanas (1944. gada
6. aprîlî) tautas konservatorija pârtrauca darbu. Atjaunojot pilsçtâ padomju
varu, 1944. gada 5. novembrî tika dibinâta tautas konservatorijas vçsturiskâ
pçctece – Rçzeknes mûzikas vidusskola. Par tâs direktoru tika iecelts aktîvâ-
kais pilsçtas mûzikas dzîves entuziasts Klements Mediòð (1907–1987), kurð,
veiksmîgi “sadarbojoties ar pilsçtas vadîbu un Kultûras ministriju, spçja pa-
nâkt atbalstu arî mûzikas mâcîbu iestâdes atjaunoðanai” (Âboliòa 2014:195).

Mûzikas vidusskolas darbîbas pirmsâkumos audzçkòi pçc tautas konser-
vatorijas parauga bija sadalîti divâs pakâpçs. Zemâko veidoja bçrnu mûzikas
skola, bet augstâko – mûzikas vidusskola (Âboliòa 2014: 195), mâcîbas
notika latvieðu un krievu plûsmâs. Abas pakâpes lîdz 1949. gada 1. martam
bija pakïautas LPSR Mâkslas lietu pârvaldei (bçrnu mûzikas skola, kas tur-
pinâja darboties pçc mûzikas vidusskolas reorganizâcijas, ðîs pârvaldes
pakïautîbâ atradâs lîdz 1956. gada 1. septembrim).

Kâ liecina viena no K. Mediòa parakstîtajâm pavçlçm, pçc diviem gadiem
(no 1946. gada 15. augusta) skolas vadîbu papildinâja mâcîbu daïas vadîtâjs
Jânis Ûsîtis (1907–1977)3. Kopð tautas konservatorijas kultûrizglîtojoðâs
darbîbas laika viòð bija iecienîts un Rçzeknes sabiedrîbâ atzîts koncertçjoðs
pianists, kurð atjaunotajâ vidusskolâ vadîja klavieru klasi. Kopâ ar K. Mediòu
un J. Ûsîti Rçzeknes mûzikas vidusskolâ darbu turpinâja vçl daþi no tautas
konservatorijas laikiem sabiedrîbâ pazîstami mûziíi (skat. 1. tabulu), bez

3 Latvijas Nacionâlâ arhîva Rçzeknes zonâlais valsts arhîvs, 180. fonds Rçzeknes
mûzikas vidusskola un Bçrnu mûzikas skola, 2. apraksts, 3. lieta (Pavçïu grâmata
(1945–1950)), 52. lp. Turpmâkajâs atsaucçs izmantoti saîsinâjumi: Latvijas Nacionâ-
lais arhîvs – LNA, Rçzeknes zonâlais valsts arhîvs – RZVA, fonds – f., apraksts – a.,
lieta – l.
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tam pedagoìiskajâ darbâ pakâpeniski tika iesaistîti vecâko kursu audzçkòi,
no kuriem daþi jau bija ieguvuði vidusskolas vai pat skolotâju institûta izglîtîbu.

1. tabula
Vidusskolas kolektîvs

Vispârizglîtojoðo priekð-
Mûzikas priekðmetu metu pedagogi (no 1947. g. Vispârçjais

pedagogi 1. septembra lîdz 1949. g. personâls
pavasarim)

Stanislavs Silovs Jakovs Poïaks – militârâs (?) Zutis – pirmais skolas
(1902–?) – vijoles klase mâcîbas skolotâjs grâmatvedis
Valeska Panteïejeva Veronika Anèupâne – Zigrîda Ûsîte – vecâkâ
(1883–1958) – no 1945. g. latvieðu valodas, vçstures grâmatvede no 1944. g.
jûnija bçrnu mûzikas un vâcu valodu skolotâja rudens lîdz 1946. g.
skolas klavieru klase vidusskolas klasçs pavasarim; no 1947. g.

15. janvâra lîdz 1949. g.
31. augustam vecâkâ
grâmatvede bija Terçzija
Ðadurska (Broka)

Marija Tihanova Milda Mediòa  – krievu Tatjana Semjonova –
(1885–1967) – no 1945. g. valodas skolotâja vidus- pirmâ skolas sekretâre
marta bçrnu mûzikas skolas klasçs
skolas klavieru klase
Aleksandrs Starodumovs Staòislavs Orlovskis – Terçzija Ðadurska
(1918–?) – krievu tautas íîmijas skolotâjs (Broka) – sekretâre (no
instrumentu klase, mûzi- 1946. g. 29. novembra);
kas elementârteorija un no 1947. g. 15. janvâra
solfedþo (abâs pakâpçs) lîdz 1949. g. 31. augus-

tam sekretâre bija Anto-
òina Pukste (Meþinska)

Arnolds Âboliòð – lat- Staòislavs Broks – fizikas Bronislava Moroze –
vieðu tautas instrumentu un matemâtikas skolotâjs apkopçja
klase (abâs pakâpçs)
Zina Cçrpina – ritmo- Jânis Rimðs – skatuviskâs Antoòina Ðîkure –
plastikas skolotâja (no sagatavoðanas skolotâjs kurinâtâja
1946. g. 25. novembra)
Lidija Cera – solo dziedâ-
ðanas, mûzikas literatûras,
kora literatûras, itâïu va-
lodas un solfedþo skolo-
tâja (no 1948. g. 1. sep-
tembra nostrâdâja vienu
gadu)
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Lîdzâs direktoram K. Mediòam un mâcîbu daïas vadîtâjam J. Ûsîtim
no tautas konservatorijas laikiem pedagogu saimç darbojâs dziedâðanas un
klavierspçles skolotâja M. Tihanova (1885–1967), kura vçl 19. gadsimtâ
bija beigusi Pçterburgas konservatoriju, un bijuðais tautas konservatorijas
audzçknis – vijolnieks S. Silovs (1902–?), kurð augstâko profesionâlo izglîtîbu
vçl nebija ieguvis. Nedaudz vçlâk bçrnu mûzikas skolas pedagogu saimei
pievienojâs klavierspçles pedagoìe V. Panteïejeva un daþi jaunie speciâlisti,
kuri Rçzeknç uzturçjâs visai îsu laiku (skat. 1. tabulu). Savukârt aktîvâkie
un sekmju ziòâ spoþâkie vecâko kursu audzçkòi S. Orlovskis un S. Broks,
tâpat kâ K. Mediòa dzîvesbiedre M. Mediòa, traìiski bojâ gâjuðâs R. Poïakas
dçls J. Poïaks un V. Anèupâne no 1947. gada tika iesaistîti vispârizglîtojoðo
priekðmetu mâcîðanâ. Vçlâk viòiem pievienojâs arî Eduards Belasovs,
T. Ðadurska (Broka) un A. Pukste (Meþinska). Tieði ðie pirmo pçckara gadu
mûzikas vidusskolas audzçkòi, absolvçjot Latvijas Valsts konservatoriju un
uzsâkot darba gaitas, pakâpeniski ieguva teicamu profesionâïu reputâciju
gan starp Latgales, gan pârçjo Latvijas novadu diriìentiem.

Ideoloìijas atspoguïojums mâcîbu procesâ

Mûzikas vidusskolas darbîbas sâkumposmâ Rçzekne bija drupâs, mâcî-
bas notika gan skolai oficiâli ierâdîtajâs telpâs, gan arî pedagogu dzîvokïos.
K. Mediòð atmiòâs par ðo laiku raksta, ka periods bijis grûts un organizato-
risku rûpju piesâtinâts, toties “palicis atmiòâ ar savu straujumu un jaun-
celsmes patosu” (Mediòð 1990: 7). Citâts spilgti apliecina pielâgoðanâs un
konformisma garu, kas pirmajos pçckara gados PSRS îstenotâs kultûrpoli-
tikas apstâkïos caurstrâvoja radoðâs inteliìences, tostarp latvieðu mûziíu,
aprindas un sabiedrîbu kopumâ, neïaujot “aktîvi pretoties vai oponçt dau-
dzâm jaunâs politiskâs un ekonomiskâs elites uztieptajâm nejçdzîbâm”
(Stradiòð 2007: 435). K. Mediòð, kurð atmiòas par Rçzeknç nodzîvotajiem
gadiem rakstîja jau pçc pârcelðanâs uz Rîgu, uzsver, ka Rçzeknes mûzikas
vidusskola kïuva par “nepiecieðamu iestâdi pilsçtas un apriòía mûzikas
kultûras celtniecîbâ, [..] pedagogi un audzçkòi sistemâtiski rîkoja koncertus
pilsçtas kultûras namâ, piedalîjâs valsts svçtkos ar attiecîgâm koncert-
programmâm, brauca uz apriòía skolâm un klubiem konsultçt paðdarbîbas
kolektîvus, uzstâjâs koncertos” (Mediòð 1990: 7). Ðâda frâþainîba bija rak-
sturîga padomju perioda vadoðajiem darbiniekiem, to var vçrtçt kâ nodevu
savam laikam. Lai arî par skolas kolektîva darbîbu liecina arhîva dokumenti
un periodika, tomçr nevienâ no ðiem avotiem nav tieðas informâcijas par
mûzikas pedagogu attieksmi pret okupâcijas reþîmu. Vienîgi ïoti kârtîgi nofor-
mçtie skolotâju konferenèu protokoli, kuros dominç tieði augstâkstâvoðo
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instanèu prasîbu atspoguïojums skolas ikdienas darbîbâ, netieði norâda, ka
PSRS kultûrpolitikas ideoloìisko nostâdòu respektçðanai mûzikas vidusskolas
vadîba pievçrsa îpaðu uzmanîbu. Ðî apgalvojuma pamatâ ir gan arhîva
materiâlu izpçtç konstatçtais dokumentu informatîvais saturs, gan arî fakti,
kas rasti, salîdzinot tautas konservatorijas un mûzikas vidusskolas mâcîbu
procesu iezîmes. Tautas konservatorijas darbîbas laikâ par audzçkòu mûzikas
izglîtîbas kvalitâti atklâtajos koncertos varçja pârliecinâties ikviens inte-
resents, turpretî mûzikas vidusskolas darbîbas pirmajâ posmâ visi audzçkòu
koncerti bija slçgti, un pat arhîva lietâs to norisei veltîtas vien ïoti lakoniskas
ziòas. Var konstatçt, ka audzçkòu vecuma diapazons ir no 10 lîdz 30 gadiem,
programmas apguves vçrtçjumos (piecu ballu skalâ) dominç atzîmes 3 vai
3,5, retâk 4. Lietâs parasti ir tikai èetras lîdz seðas lapas, koncertu norise
atspoguïota ïoti îsâs audzçkòu snieguma vçrtçðanas tabulâs, ko parakstîjuði
klâtesoðie pedagogi un komisijas priekðsçdçtâjs K. Mediòð. Piemçram,
1946. gada 17. novembrî plkst. 19.00 skolas telpâs (Dârzu ielâ 61) notikuðajâ
slçgtajâ koncertâ piedalîjuðies septiòi V. Panteïejevas klavieru klases, deviòi
J. Ûsîða klavieru klases, seði S. Silova vijoles klases, kâ arî seði M. Tihanovas
dziedâðanas klases audzçkòi (tostarp divdesmitgadîgâs A. Pukste un T.Ða-
durska). Ailç par atskaòojuma trûkumiem fiksçtas sekojoðas piezîmes: “jauc”,
“spçlç no lapas”, “nervozç”, “stipri sit ar kâju”, “nevietâ elpo”, “asi norauj
frâzes” u. c. Vienîgais, kurð ðajâ mâcîbu gadâ (17. februâra slçgtajâ koncertâ)
saòçmis teicamu novçrtçjumu, ir vidusskolas klavieru klases audzçknis Jânis
Mediòð4 (pedagogs J. Ûsîtis). Uzòemðana mûzikas vidusskolâ turpinâjâs visu
mâcîbu gadu, un aprîlî uzstâjas arî trîs A. Starodumova tautas instrumentu
klases pârstâvji5. Izvçrtçjot pieejamo informâciju, var secinât, ka audzçkòu
koncertrepertuâru veidoja skaòdarbi, kas bija raksturîgi arî tautas konser-
vatorijas darbîbas laikam, un to apguve sekmçja mûzikas izglîtîbas kvalitâtes
nodroðinâðanu. Tâdçjâdi jâpieòem, ka ðie koncerti apliecina mûzikas peda-
gogu iekðçjo pozîciju: viòu vçrtîbu izpratni un mûzikas pedagoga darba jçgu,
kas bija pretrunâ ar ârçjo – sovetizâcijas ideoloìijâ ietverto mûzikas izglîtîbas
politiku.

Ðo politiku, atðíirîbâ no mûzikas izglîtîbas satura kvalitâtes liecîbâm,
atspoguïo proporcionâli daudz apjomîgâks arhîva materiâlu klâsts, to vidû
pedagogu konferenèu protokoli, skolas mâcîbu gada atskaites u. c. doku-
menti. Konferences jeb pedagogu sapulces mûzikas vidusskolâ notika gandrîz
katru nedçïu, tajâs piedalîjâs visi skolâ strâdâjoðie pedagogi. Galvenokârt

4 K. Mediòa dçls, vçlâk ilggadçjs polifonijas pasniedzçjs Jâzepa Vîtola Latvijas
Valsts konservatorijâ (tagadçjâ JVLMA).

5 LNA RZVA, 180. f., 3. a., 13. l. ( Slçgto koncertu novçrtçjums 1946. g.), 1.–5. lp.
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viòi apsprieda kârtçjos pasâkumus PSRS kultûrpolitikas îstenoðanâ, ko pie-
prasîja Mâkslas lietu pârvalde un arî vietçjie partijas funkcionâri.

Mûzikas skolu iesaisti ideoloìizçtajos kultûras pasâkumos sovetizâcijas
sâkumposmâ ietekmçja daþâdi kontekstuâlie nosacîjumi, sâkot ar mûzikas
kultûras tradîcijâm un beidzot ar partijas birokrâtijas un sabiedrîbas lîderu
gaumi attiecîbâ uz jaunpievienotajâ republikâ valdoðo vçrtîbsistçmu. Totali-
târiem reþîmiem vienmçr raksturîga varas îstenotâs kultûrpolitikas propa-
ganda, kuras mçríis ir tautas mobilizâcija un iedzîvotâju apstrâde masu
pasâkumos. Izvçrtçjot arhîva dokumentu informâciju, var secinât, ka ârpus
tieðâ mâcîbu procesa arî Rçzeknes mûzikas vidusskolas kolektîvam nâcâs
pakïauties reþîma diktçtajâm prasîbâm: uzòemties atbilstoða repertuâra nodro-
ðinâðanu politiski nozîmîgos pasâkumos, kâ arî vadît reìiona iedzîvotâju
mâkslinieciskâs paðdarbîbas kolektîvus un organizçt daþâdas skates. Tas
bija viens no totalitârâ reþîma îstenotajiem mûzikas skolu atjaunoðanas
aspektiem, kas sovetizâcijas sâkumposmâ kalpoja ne tikai ideoloìiskiem,
bet arî sociâliem mçríiem, paredzot, ka, piemçram, masveida iesaistîðanâs
korî vai citâ paðdarbîbas kolektîvâ radîs pretsparu komunisma cçlâju brîvâ
laika nelietderîgai izmantoðanai.

Tomçr mûsdienu mûzikas antropoloìija un socioloìija par vienu no
aktuâlâkajâm problçmâm atzîst tieði mûzikas un varas (ideoloìijas, politikas,
valsts) attiecîbu jautâjumus, ko apliecina arî Rçzeknes mûzikas vidusskolas
dokumentârais mantojums. Pievçrðoties arhîva dokumentu liecîbâm, redzams,
ka ikvienâ mûzikas vidusskolas gada atskaitç bija paredzçta îpaða aile “Poli-
tiskâs audzinâðanas darbs”, kurâ ietvertâs ziòas uzskatâmi ilustrç ideoloìijas
diktçtâs prasîbas skolas ikdienas dzîvç. Piemçram, atskaitç par 1945. gadu
ir norâdîts, ka “visi skolas pedagogi apmeklç partijas skolu un apmeklçjumu
ziòâ mûzikas skola ieòem pirmo vietu pilsçtâ”6. Savukârt audzçkòiem ðajâ
gadâ vien bija organizçtas èetras tematiskas lekcijas (1. Lielâ Oktobra sociâ-
listiskâ revolûcija, 2. Sarkanâ armija un tâs uzvaras, 3. Proletariâta vadoòi –
Ïeòins un Staïins, 4. Parîzes komûna), kâ arî notika èetri lekciju cikli (1.Sta-
ïina Konstitûcija, 2. Nolikums par PSRS Augstâkâs padomes vçlçðanâm,
3. Lielais Tçvijas karð, 4. Ceturtâs piecgades plâns)7. Direktora K. Mediòa
pavçle 1946. gada 27. jûnijâ liecina, ka “lekciju ciklâ par ceturtâs piecgades
plânu “PSRS tautas saimniecîbas atjaunoðanas un attîstîbas piecgadu plâns
1946.–1950. gadam” ietvertas desmit lekcijas, par kuru nolasîðanu b. Èer-
bardei Annai Jâòa meitai, dzimusi 1898. g., izmaksâta vienreizçja atlîdzîba

6 LNA RZVA, 180. f., 1. a., 1. l. ( Rçzeknes mûzikas vidusskolas gada atskaites
par skolas darbu no 1945. g. lîdz 1946. g.), 3. lp.

7 Skat. iepriekðçjo vçri.
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150.00 rbï.”  Savukârt norâde uz pavçles pamatojumu ïauj spriest, ka ðâda
lektoru piesaiste nav skolas pedagogu brîva izvçle – to noteikusi “1) PSRS
Augstâkâs izglîtîbas ministra pavçle Nr. 2 no 1946. g. 12.04., 2) LK(b)P CK
Aìitâcijas un propagandas daïas norâdîjums par lektora darba atlîdzîbu”8.
Tâdçjâdi ir redzams, ka mûzikas vidusskolas darba organizçðanâ nebija iespç-
jams izvairîties no ideoloìijas ietekmes. Skolas pedagogu ârçjo pielâgoðanos
varas prasîbâm parâda, piemçram, 1946./1947. mâcîbu gada pirmâs konfe-
rences protokols. Tajâ ietvertâ informâcija liecina, ka K. Mediòð kolçìiem
“atreferçjis” mûzikas skolu direktoru konferencç pieòemtos lçmumus (tâ
notika Rîgâ, Mâkslas lietu pârvaldç 1946. gada 8.–9. augustâ), uzsverot, ka
“katram skolotâjam ne tikai jâmâca, bet arî jâaudzina audzçknis komunisma
garâ. [..] katrâ stundâ jâbût politiskam momentam – jaunâs vielas izskaidro-
ðanas gaitâ, vai arî sniedzot ziòas par komponistu, tâ darbîbas laiku. Skolo-
tâjam jâbût taisnîgam, jâpalîdz novçrst netaisnîbu. Jâizskauþ vârdu “kungs”,
“kundze”, “ar dievu” lietoðana” 9.

Citçtais arhîva dokuments apstiprina Sergeja Kruka viedokli, kurð, atsau-
coties uz 1957. gadâ izdoto Vladimira Razumnija (Âëàäèìèð Ðàçóìûé) darbu
Âîñïèòàòåëüíàÿ ðîëü ñîâåòñêîãî èñêóññòâà (“Padomju mâkslas audzinoðâ
loma”), norâda, ka “padomju kultûras koncepcijas audzinâðana paredzçja
mçrítiecîgi, metodiski ietekmçt indivîdu, lai attîstîtu reþîmam vçlamâs un
izdevîgâs îpaðîbas, uzskatus un sasniegumus” (Kruks 2008: 110–111). Ideo-
loìijas dogmatiíi jau kopð 20. gadsimta 30. gadiem padomju sabiedrîbas
zinâtnçs bija paredzçjuði noteiktu lomu radoðajiem darbiniekiem u. c. inte-
liìences pârstâvjiem, uzskatot, ka ðîm sabiedrîbas grupâm nepiemît savs
pasaules uzskats un tâm ir jâpauþ strâdnieku ðíiras un kolhozu zemniecîbas
intereses. Pçc Otrâ pasaules kara padomju kultûras koncepcijâ atbilstoði
starptautiskajai situâcijai parâdîjâs vçl daþi jauni komponenti, kas ietekmçja
mûziíu darbîbu. Profesionâlajiem mûziíiem tika adresçti divi galvenie pienâ-
kumi: “1) atklât un attîstît cilvçkos vislabâkâs darba potences, vienlaicîgi
mainot viòa uzvedîbu; 2) pierâdît komunistiskâs sabiedrîbas cilvçka intelek-
tuâlo pârâkumu pâr aprobeþoto un pârâk pragmatisko rietumu tirgoni un
patçrçtâju”  (Kruks 2008: 110–111).

S. Kruks norâda, ka attiecîbâ uz mûzikas izglîtîbas organizâciju padomju
ideoloìijas mçríis bija saistîts vienlaikus ar diviem faktoriem: 1) ar vçlmi
pârvarçt ierindas iedzîvotâju kultûras prasîbu ðaurîbu, “uzskatot indivîdu
par lokanu, padevîgu radîbu”; 2) ar pieòçmumu, ka “mçría sasniegðanu

8 LNA RZVA, 180. f., 2. a., 3. l. ( Pavçïu grâmata (1945–1950)), 2. lp.
9 LNA RZVA, 180. f., 1. a., 5. l. ( Pedagogu konferenèu protokoli, 1946. g.

29. augusts – 1948. g. 1. septembris), 1.–2. lp.
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var nodroðinât ar plaðu pieeju kultûras institûcijâm un padarot vçstîjumus
(mâkslas darbus) saprotamus iedzîvotâju vairâkumam” (Kruks 2008: 111).

Tomçr arhîva dokumenti liecina, ka ne visi mûzikas vidusskolas audzçkòi
bija lokani un padevîgi. Daïai no viòiem vçl svaigâ atmiòâ bija 1941. gada
represiju notikumi, kas savâ skarbumâ bija daudz tieðâki un pârliecinoðâki
nekâ partijas funkcionâru deklarçtie saukïi. Piemçram, mûzikas vidusskolas
konferencç (17.11.1946.) par Lielâ Oktobra sociâlistiskâs revolûcijas gada-
dienai veltîtâ koncerta ignorçðanu tika nolemts izteikt râjienu vokâlâs nodaïas
audzçknei Eleonorai Uðpelei10, kas ïauj secinât, ka, veidojot jaunu, reþîmam
uzticamâku intelektuâlo eliti, mâcîbu procesa uzraudzîbâ tika kombinçta
pâtagas un kliòìera  politika 11.

Pedagogu konferencçs apspriesto jautâjumu loks liecina, ka sovetizâcijas
iedzîvinâðanas sâkumposmâ mûzika tika izmantota kâ lîdzeklis ideoloìijas
nostiprinâðanai sabiedrîbas apziòâ. Piemçram, pedagogi gari un plaði sprieda
par gatavoðanos Staïina Konstitûcijas dienai, ko atzîmçja 5. decembrî12, par
gatavoðanos vçlçðanu kampaòas koncertiem, kuros “skaòâs un dziesmâs
jâparâda padomju cilvçka prieks”, lai “vienmçr un visur sekmçtu un praktiski
atbalstîtu vçlçðanu iecirkòu darbu, paðiem aktîvi piedaloties koncertos gan
ar padomu, gan arî kâ izpildîtâjiem” 13. Tâpat regulâri notika LPSR Mâkslas
lietu pârvaldes seminâru ieteikumu apsprieðana, jo mûzikas vidusskolas kolek-
tîvam bija “jâstrâdâ tâ, lai rîtdienas darbs bûtu labâks par ðodienas darbu”14.

Mûzikas mâcîbu iestâdç strâdât labâk galvenokârt nozîmçja gatavot
repertuâru, kas ïautu audzçkòiem iesaistîties ideoloìizçto svçtku norisçs,
piemçram, 1. maijam, Ïeòina un Staïina dzimðanas dienâm, Ïeòina nâves
gadadienas sçrâm veltîtos u. c. reþîmam svarîgos koncertos.

No 1948. gada ideologi, veidojot mûzikas dzîvi, konstruçja jaunas iezî-
mes, kas spilgti priekðvçstîja nâkamos vçstures notikumus, proti, ienaidnieka
tçla uzturçðanu. Raksturîgs piemçrs bija Vissavienîbas Komunistiskâs (boïðe-
viku) partijas Centrâlkomitejas lçmuma (par Vano Muradeli operu Lielâ
draudzîba) apsprieðana Rçzeknes mûzikas vidusskolas pedagogu konferencç,

10 LNA RZVA, 180. f., 1. a., 5. l. ( Pedagogu konferenèu protokoli, 1946. g.
29. augusts – 1948. g. 1. septembris), 9. lp.

11 Stradiòð, Jânis. (2004). Totalitârie okupâcijas reþîmi pret Latvijas zinâtni un
akadçmiskajâm aprindâm (1940–1945). http://lpra.vip.lv/stradins.htm (skatîts
2015. gada 10. februârî).

12 LNA RZVA, 180. f, 1. a., 5. l. ( Pedagogu konferenèu protokoli, 1946. g.
29. augusts – 1948. g. 1. septembris), 10. lp.

13 Skat. turpat, 12.–13. lp.
14 Skat. turpat, 12.–14. lp.



147

V. Èakða. Mûzikas izglîtîbas atjaunoðana Rçzeknç (1945–1950)

kurai sekoja kolektîvi parakstîta rezolûcija: “Rçzeknes mûzikas vidusskolas
kolektîvs vienbalsîgi piekrît VK(b)P CK lçmumam un, apliecinot to, atzîst,
ka lçmumâ minçtie autori, kuri lîdz ðim vadîja un noteica daudznâciju sociâ-
listiskâs valsts kultûru, daudzos savos darbos kâ sareþìîto disonçjoðo harmo-
niju, tâ oríestrâcijas ziòâ nav pieejami un saprotami tautas plaðâkâm masâm.
Arî mûzikas skolâ daudzu mûsu komponistu darbus disonanèu piesâtinâtîbas
un nesaprotamo modulâciju dçï nevarçja izmantot mûzikas audzçkòu darbâ:
Äåòñêàÿ òåòðàäü (Ä. Øîñòàêîâè÷ ), Àëüáîì  (Ïðîêîôüåâ ) u. c. Tikai [..]
Gòesinu, Kabaïevska, Þilinska (ne visi) un Jçkaba Mediòa darbi noder maza-
jiem pianistiem audzinâðanas un muzicçðanas darbâ, jo tie ir saprotami bçrna
psihei” 15.

Rezolûcijas beigâs Rçzeknes mûzikas vidusskolas pedagogi gan visai
diplomâtiski norâda, ka vçlas, “lai mûsu ievçrojamâkie skaòraþi, kâ Mjas-
kovskis, Prokofjevs, Ðostakoviès, Haèaturjans, Muradeli u. c. rakstîtu arî
tâdus darbus, kuri pçc uzbûves un satura bûtu saprotami un pieejami maza-
jiem pianistiem. Katrs tâds mûzikas formas skançjums bûs kâ mîïð viesis
mûsu mâcîðanas un audzinâðanas darbâ”16. Ðî rezolûcija apliecina arî emigrâ-
cijas komponista Longîna Apkalna diskursâ ietvertâs atziòas. Viòð uzsver,
ka, atbilstoði totalitârisma teorijai, mûzikai bija jâkalpo “sociâlisma celðanai”
un PSRS mûzikas dzîve raksturo “norises un ietekmes, kâdâm krievu kolo-
niâlâ reþîma ideoloìiskais diktâts pakïâvis mâksliniecisko daiïradi visas
padomju impçrijas mçrogâ” (Apkalns 1967 17). Tomçr L. Apkalns nâkotnes
mûzikas dzîvç raugâs optimistiski, secinot, ka teorija “atðíiras no îstenîbas,
jo – ar mâkslu var “uzcelt” mâkslu, ar mûziku tikai mûziku un neko citu”
(Apkalns 196718). Vienlaikus viòð gan piebilst, ka mûziíiem nereti nâkas
rçíinâties ar mainîgu varu diktâtu, jo “drakoniskas diktatûras visos laikos
ir mçìinâjuðas pakïaut mâkslas produkciju savâm ietekmçm, lai panâktu
sev tîkamus rezultâtus” (Apkalns 196719).

Secinâjumi

Rakstâ izmantotie arhîva materiâli un literatûra liecina, ka Rçzeknes
mûzikas vidusskolas darbîbas sâkumperioda izpçtç ir iespçjams noðíirt PSRS

15 LNA RZVA, 180. f, 1. a., 5. l. ( Pedagogu konferenèu protokoli, 1946. g.
29. augusts – 1948. g. 1. septembris), 36. lp.

16 Skat. turpat, 37. lp.
17 Apkalns, Longîns (1967). Padomju mûzikas çtosa dilemma. Jaunâ Gaita 63.

http://jaunagaita.net/jg63/JG63_Apkalns.htm (skatîts 2015. gada 10. februârî).
18 Skat. turpat.
19 Skat. turpat.
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ideoloìijas prasîbu îstenojumu un konkrçtu personîbu ieguldîjumu mâcîbu
iestâdes ikdienas darbâ. Rçzeknes mûzikas vidusskolas pedagogi ârçji neizrâ-
dîja pretestîbu staïiniskajai diktatûrai, bet mûzika kâ vienojoðâ realitâte ïâva
viòiem izjust varas ietekmi uz sevi un arî lika veidot attieksmi pret ðo ietekmi.

Varas pârstâvju prasîbas atspoguïojâs gan mâcîbu procesa pârraudzîbas
sistçmâ, gan arî pedagogu un audzçkòu ideoloìiskâs pârliecîbas iespaidoðanâ.
Sovetizâcija izvirzîja priekðplânâ padomju mûziku, un totalitârâ reþîma
noteiktâs vçrtîbas izpaudâs arî repertuârâ; tas mûzikas vidusskolai bija jâno-
droðina kâ piedeva obligâtajos koncertos, sabiedrîbas apziòâ glorificçjot
Ïeòinu, Staïinu un sociâlisma celtniecîbas tematiku.

Rçzeknes mûzikas vidusskolas darbîbas sâkumperiodâ, kas sakrita ar
padomju kultûras iedzîvinâðanas pirmo posmu, arî mûzikas pedagogu kompe-
tences pilnveidç atspoguïojâs Staïina personîbas kults; uz to norâda gan varas
pieprasîto svçtku atzîmçðana skolâ, gan arî direktîvi noteiktâs obligâtâs par-
tijas vadoòu darbu studijas un propagandas lekciju apmeklçðana. Ðî perioda
mûzikas pedagogu uzdevums, viòu paðu ieskatâ, bija paplaðinât mûzikas
sapratçju loku, bet iekârtas funkcionâru ieskatâ – atgâdinât sabiedrîbai, ka
padomju iekârta ir vislabâkâ, vishumânâkâ, vistaisnîgâkâ valsts iekârta cil-
vçces vçsturç.

Renewal of Music Education in Rçzekne (1945–1950)

Valda Èakða

Summary

There are plenty of documents and other kinds of sources available for
the research on Rçzekne’s musical life, and on this basis it is possible to
arrive at the conclusions that make the past events and their link to the
historical context clearer. The aim of the article is to provide an insight into
the music education renewal processes and problems of ideological life, which
the staff of the Rçzekne music education establishment had to face under
the conditions of the cultural policy imposed by the USSR during the first
years after World War II.

During World War II, the music education tradition established by
Rçzekne People’s Conservatory was interrupted, but the ex-teachers of the
People’s Conservatory continued their work commenced under the circum-
stances of German occupation and during the first years after the war; they
organized the activity of Music Secondary School.

Based on archival documents, the report provides an insight into the
processes and issues of music education renewal faced by the teachers of
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Rçzekne music education establishment until 1950 when the activity of the
Secondary School as such was temporarily interrupted, preserving only
children’s music school.

Rçzekne Music Secondary School opened on 5 November 1944, and
the renewed soviet rule appointed Klements Mediòð (1907–1987) as its new
head teacher, who in his turn hired the pianist Jânis Ûsîtis (1907–1977) for
the position of the manager of the Study Department. The pedagogue of
singing and piano lessons Marija Tihanova (1885–1967) and the former
student of the People’s Conservatory, the violinist Stanislavs Silovs (1902 –?)
commenced their work as the teachers of the School. Later on the piano
playing teacher Valeska Panteïejeva and several other experts, who stayed
in Rçzekne for a short period of time, joined the school staff. Whereas since
1947, the most active and the best in terms of the school results senior-year
students Staòislavs Orlovskis and Staòislavs Broks had been involved in
teaching general subjects. Later on, also Eduards Belasovs, Terçzija Ðadurska
(Broka) and Antoòina Pukste (Meþinska) joined them. After graduating the
Latvian State Conservatory (nowadays Jâzeps Vîtols Latvian Academy of
Music), they gradually obtained the reputation of excellent professionals
both in Latgale and among the conductors of other regions of Latvia.

Considering the system of the People’s Conservatory, students in the
Music Secondary School were divided according to the two level training:
the lower level training was called Children Music School, and the higher
one – Music Secondary School. By 1 March 1949, Rçzekne Music Secondary
School was subordinated to the Art Affairs’ Administration of the Latvian
SSR.

The documents indicate that within the first years after World War II,
the Soviet rule dictated its own requirements to music education; all that
was reflected both in the learning process organization and the influence on
the ideological conviction of pupils and teachers. Sovietisation of music and
ideology within music education, methodology and actualization of values
outlined Russian Soviet music, where ideology values defined by the regime
became apparent in musical compositions, which as an additive of concert
life, glorified Lenin, Stalin and other topics of socialist direction.

The Soviet regime demanded the introduction of drastic changes in the
value orientation of both the society and music teachers. It based on the
theory of Marxism-Leninism, as well as the principles of class membership
and party membership, which did not match the previous sacred things of
the Latvian folk, including musicians’ habitual forms of communication in
the environment of creative freedom and education. Soviet official persons,
when inspecting the work of teachers in the Music School, categorically
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demanded to introduce within the internal communication the address
‘comrade’, indicating that the musical corporative culture elements main-
tained by the previous regime were ‘bourgeois’ and did not correspond to
the ideals of the Soviet society formation and to the policy of education im-
plementation. The archival documents testify to the fact that in the beginning,
when Rçzekne Music Secondary School started its work, which was simul-
taneously with the first stage of Soviet culture embodying, the development
of music teachers’ competences reflected the cult of Stalin’s personality, as
indicated not only by the repertoire to be acquired, but also the mandatory
studies of party leaders’ works and attendance of lectures of propaganda
established by the directives. The task of music teachers of that period, from
their own point of view, was to broaden the range of music experts, but
from the point of view of the system – to remind the society that the Soviet
system was the best, the most humane and the fairest state system in the
history of the humanity.

Key words: Rçzekne Music Secondary School, Soviet ideology, learning
process.
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Kordziedâðanas tradîciju attîstîba
un problçmas Latgalç

Dr. paed. Edgars Znutiòð
Daugavpils Universitâtes asociçtais profesors

Kordziedâðana latvieðu vidç, kâ jau zinâms, intensîvâk sâka attîstîties
19. gadsimta 30.–40. gados. To veicinâja draudþu skolu tîkla paplaðinâðanâs
pçc 1817. un 1819. gada sociâlajâm reformâm (dzimtbûðanas atcelðanas
Kurzemç un Vidzemç), kâ arî Vidzemes (1839–1890) un Irlavas (1841–1900)
skolotâju seminâru absolventu ienâkðana skolotâju apritç. Ðie apstâkïi sti-
mulçja koru strauju, pat masveidîgu raðanos Vidzemç un Kurzemç, tâdçjâdi
19. gadsimta otrajâ pusç jau varçja runât par kordziedâðanu kâ vispârçju
parâdîbu – t. s. koru kustîbu, kas izpaudâs kâ daþâdu muzikâlu pasâkumu,
to vidû dziedâðanas svçtku, rîkoðana.

Latgalç situâcija krasi atðíîrâs – dzimtbûðana ðeit atcelta gandrîz piecdes-
mit gadus vçlâk, 1861. gadâ, un ziòas par koru eksistenci ðajâ laikâ ir maz un
nepilnîgas. Valentîns Bçrzkalns norâda, ka, iespçjams, “atseviðíi kori darboju-
ðies lielâkajos katolicisma centros – Krâslavas un Aglonas garîgajos seminâros,
taèu ðauri konfesionâli, laicîgajâ vidç neiekïaujoties” (Bçrzkalns 1965: 16).

Ziòas par pirmajiem laicîgajiem koriem saistîtas ar Ziemeïlatgali, kur
1875. gadâ Vidzemes skolotâju seminâra absolvents Andrejs Lesnieks izvei-
doja kori Bçrzpils pagasta Beòislavas nesen dibinâtajâ skolâ. Ðis koris esot
apguvis arî Otro Vispârçjo Dziesmu svçtku repertuâru, taèu diemþçl paðos
svçtkos nav piedalîjies (Feils 1940).

1880. gada Otrajos Vispârçjos Dziesmu svçtkos gan piedalîjies cits kolek-
tîvs – Ungurmuiþas koris (sarakstâ minçts kâ Krustpils-Ungurmuiþas koris),
kas administratîvi piederîgs Latgales novadam. Blakus J. Steinberìa vadîtajam
Gostiòu dziedâðanas biedrîbas korim tas pârstâvçjis Latgali arî Treðajos Vis-
pârçjos Dziesmu svçtkos 1888. gada jûnijâ Rîgâ. Starp pirmajiem Latgales
koriem minams arî skolotâja I. Brasliòa 1880. gadâ dibinâtais koris Strûþânos
un skolotâja Vickopa 1890. gadâ dibinâtais koris Tilþâ (Feils 1940).

20. gadsimta sâkumâ ierosmi Latgales koriem sniegusi 1903. gadâ Pçter-
burgâ izveidotâ Pçterpils latvîðu muzikaliskâ bîdreiba1, kuras priekðgalâ bijuði

1 Biedrîbas nosaukumâ figurç vârds latvieðu, jo 20. gadsimta sâkuma politiskajâ
situâcijâ apzîmçjuma latgalieðu pieminçðana – pat saiknç ar organizâciju, kas Latgalç
nedarbojas – nebija vçlama (Rupaine 2005).
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tâdi sabiedriskie darbinieki kâ Francis Trasuns, Nikodems Rancâns, Kazimirs
Skrinda, Francis Kemps u. c. Biedrîba dibinâjusi arî pirmo latgalieðu kori
Pçterburgâ, un par tâ vadîtâju uzaicinâts Pçterburgas konservatorijas audzçk-
nis, çrìelnieks Jânis Turss (Rupaine 2005). Kori arvien bieþâk raduðies ne
tikai skolu (vidusskolu un institûtu), bet arî baznîcu un biedrîbu paspârnç.
Ðis process kïuvis par pamatu daudzajiem latgalieðu apvienoto koru saietiem,
kas 20. gadsimta 30. gados ik pa laikam notikuði gan vienas pilsçtas, gan
reìiona ietvaros.

“Ðodien dzied Latgale – tâ 1940. g. 16. jûnijâ rakstîja Daugavas Vçst-
nesis. Pirmajos Latgales Dziesmusvçtkos 142 kori ar 6850 dziedâtâjiem no
Abrenes, Daugavpils, Ilûkstes, Ludzas apriòíiem pieskandinâja tikko Stropu
meþâ uzcelto estrâdi Daugavpilî” (Kudiòa 1990: 7).

Sîkâk apskatot dalîbnieku sarakstu, jâkonstatç, ka tieðâm dziedâja visa
Latgale: piemçram, Daugavpils apriòíi lîdzâs 13 pilsçtas koriem vçl pârstâ-
vçja kori no Aglonas, Asûnes, Aizkalnes, Dunavas, Gostiòiem, Izvaltas, Kalu-
pes, Kapiòiem, Krustpils, Lîksnas, Lîvâniem, Jersikas, Medòiem, Nîcgales,
Preiïiem, Skaistas, Vanagiem, Vârkavas un daudziem citiem pagastiem.

Visa lielâ Latgales koru plûsma balstîjâs uz èetriem galvenajiem avotiem:
aizsargu organizâcijâm, reliìiskajâm organizâcijâm (katoïu, luterâòu bied-
rîbâm), izglîtîbas iestâdçm (arodskolâm, ìimnâzijâm) un sabiedriskajâm orga-
nizâcijâm (latvieðu biedrîbâm, arodbiedrîbâm, lauksaimnieku biedrîbâm u. c.).

Koru skaits 20. gadsimta 30. gados bija audzis ne tikai kvantitatîvi:
paaugstinâjusies bija arî dziedâðanas kvalitâte. Tâ 1938. gada IX Vispârçjo
Dziesmu svçtku sarakstâ jau atrodami 15 (!) kori no Daugavpils un tuvçjâm
teritorijâm, deviòi no Ludzas puses, seði no Rçzeknes apkaimes un trîs kori
no Aglonas puses, turklât divi kori2 piedalîjâs dziesmu karos; savukârt Dau-
gavpils skolotâju institûta koris Jâòa Stabulnieka vadîbâ izcînîja treðo vietu
un saòçma Rîgas pilsçtas dâvâto sudraba kausu.

2. pasaules kara gados koru kustîba panîka, tomçr jâatzîmç Teodora
Reitera vadîbâ organizçtie Latgales novada dziesmu svçtki 1943. gadâ. Lai
arî skaitliskâ sastâva ziòâ nelieli (nepilns tûkstotis dziedâtâju) un mâksli-
nieciski zemâkâ lîmenî nekâ Latvijas brîvvalsts laikâ, ðie svçtki bija iezîmîgi
ar latgalisku kolorîtu, jo dziedâtâju kodols bija Latgales lauku kori (Broka
1990).

Pçc kara Latgales koru kustîba pakâpeniski atjaunojâs. Klements
Mediòð, Eduards Belasovs, Uldis Balodis, Terçze un Staòislavs Broki, kâ arî
daudzi citi diriìenti paðaizliedzîgi strâdâja gan lielâkajos Latgales kultûras

2 Koru sacensîba nebija notikusi kopð 1910. gada, lîdz ar to koru karu dalîbnieku
skaits ðajos svçtkos bija pavisam mazs – tikai 13 kori.
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centros, gan mazpilsçtâs un pagastos. Pateicoties kordiriìentu un kordzie-
dâðanas entuziastu mçrítiecîbai un optimismam, tika radîta vide, kas ïâva
1959. gadâ atkal organizçt Latgales dziesmu svçtkus. Ðoreiz, tâpat kâ pirms
nepilniem divdesmit gadiem, tie notika Stropu meþa plaðajâ estrâdç, un uz
dziedâðanu bija sabraukuði 160 Latgales un citu novadu kori ar 6200 dziedâ-
tâjiem. Paðu Latgali pârstâvçja 19 kori ar 1157 dziedâtâjiem. Vai tolaik vçl
Latgale dziedâja Daugavpilî, vai Latvija dziedâja Latgalç? No iepriekðçjiem
èetriem vaïiem, kas uzturçja korus brîvvalsts periodâ, nebija palicistikpat
kâ neviens: aizsargu organizâcijas nepastâvçja, reliìiskâs organizâcijas –
tâpat, sabiedrisko organizâciju, kuru paspârnç darbotos kori, gandrîz nebija,
atlika tikai izglîtîbas iestâdes (turklât to vidû nebija arodskolas un ìimnâzijas,
kuru tîkls brîvvalsts laikâ bija skaitliski liels, bet tikai augstâkâs izglîtîbas
iestâdes – skolotâju institûti).

Turpmâkie padomju okupâcijas gadi bija labvçlîgi koru kultûras attîs-
tîbai. Kordziedâðana tika akceptçta kâ labs izglîtojoðs un audzinoðs lîdzeklis,
un ðî nostâdne pavçra iespçju jaunu koru dibinâðanai ne tikai izglîtîbas un
kultûras iestâdçs, bet arî daþâdos uzòçmumos, rûpnîcâs utt. Koros bija vçro-
jams dziedâtâju masveida pieplûdums, tie bija skaitliski bagâti un lielâkajos
kultûras centros izcçlâs arî ar augstu mâksliniecisko lîmeni, ko apliecina ðî
perioda koru karu rezultâti: 1960. gada XIII Vispârçjos Dziesmu svçtkos
Tautas kora nosaukums pieðíirts koriem Daugava (dir. Staòislavs Broks)
un Ezerzeme (dir. Uldis Balodis), savukârt Daugavpils kultûras nama sievieðu
koris (dir. Terçzija Broka) ieguva 3. vietu koru karos.

Arî turpmâkajos dziesmu svçtkos koru karu laureâtu vidû Latgales koru
netrûka. Lûk, tikai daþi no zîmîgâkajiem panâkumiem:
— XIV Vispârçjie Dziesmu svçtki (1965): Tautas koris Daugava Staòislava

Broka vadîbâ – 3. vieta;
— XV Vispârçjie Dziesmu svçtki (1970): Tautas koris Ezerzeme Ulda

Baloþa vadîbâ – 3. vieta;
— XVI Vispârçjie Dziesmu svçtki (1973): Daugavpils Pedagoìiskâ institûta

Mûzikas fakultâtes jauktais koris Edvîna Dreiblata vadîbâ – 1. vieta,
Daugavpils Pedagoìiskâ institûta Mûzikas fakultâtes sievieðu koris Ha-
rija Krauïa vadîbâ – 3. vieta;

— XVII Vispârçjie Dziesmu svçtki (1977) – Tautas koris Daugava un Dau-
gavpils rajona skolotâju koris Latgale (abi Terçzijas Brokas vadîbâ),
sievieðu kori Medicus (Emîlijas Sliðânes vadîbâ) un Ieviòa (Antoòinas
Meþinskas vadîbâ) – 3. vieta;

— XVIII Vispârçjie Dziesmu svçtki (1980) – sievieðu koris Rûta (Terçzijas
Brokas vadîbâ) – 2. vieta; utt. (sîkâk skat.: Grauzdiòa, Grâvîtis 1990).
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Koru kustîba veidojâs kâ sistçmiska darbîba. Tâs ietvaros aizsâkâs
Baltijas valstu studentu dziesmu un deju svçtki Gaudeamus (1956), Skolu
jaunatnes dziesmu un deju svçtku (1960) tradîcija, koru attîstîbu un reper-
tuâra aprobâciju sekmçja vîru koru (1958), sievieðu koru (1959), tautas koru
(1964) un skolotâju koru salidojumi (1981), neskaitâmi reìionâli pasâkumi –
kopmçìinâjumi rajonos, koru skates, dziesmu dienas, novadu svçtki, rajonu
dziesmu svçtki utt. Taèu t. s. sociâlistiskâs sacensîbas radîtais spiediens, koru
(îpaði lauku koru) spçjâm neadekvâta repertuâra apguve mazinâja dziedâtâju
motivâciju piedalîties paðdarbîbas koros (Grauzdiòa, Poruks 1990).

Pçc Treðâs atmodas laikmeta un neatkarîbas atjaunoðanas koru kustîba
Latvijâ saglabâja savu lielo nozîmi. Kordziedâtâjiem radâs jauni bûtiski sti-
muli: to vidû bija jauna, iepriekð daïçji vai pilnîbâ nepieejama repertuâra
(ârzemju komponistu, emigrçjuðo latvieðu komponistu un garîgâs mûzikas)
apguve un jo îpaði – ârzemju koncertbraucieni, piedalîðanâs daþâdos starp-
tautiskos festivâlos un konkursos. Vienlaikus pârtrûka tautas koru un skolo-
tâju koru  mçrítiecîga kustîba, mazinâjâs vîru un sievieðu koru salidojumu
îpatsvars. Arî ðajâ periodâ Latgales kori iekïuva Latvijas labâko koru apritç,
to apliecina iegûtâs vietas Vispârçjo latvieðu Dziesmu svçtku koru karos:
XX Vispârçjos Dziesmu svçtkos (1990) sievieðu koris Rûta (dir. Terçzija
Broka) izcînîja 3. vietu; XXI Vispârçjos Dziesmu svçtkos (1993) jauktais
koris Daugava (dir. Edgars Znutiòð) – 3. vietu; XXII Vispârçjos Dziesmu
svçtkos (1998) vîru koris Olûts (dir. Jânis Gruduls) – 1. vietu.

Kâ îpaðs notikums jâmin 1990. gada Latgales novada dziesmu svçtki,
kuros, tâpat kâ pirms 50 gadiem, kopkoris sanâca Stropu meþa estrâdç.
Pacilâtâ noskaòojumâ dziesmâ vienojâs 172 kori ar 7170 dziedâtâjiem,
turklât jâatzîst, ka vairâk nekâ pusi no dziedâtâju kopskaita veidoja citu
Latvijas reìionu kori (no Rîgas – 32, no Alûksnes – 11, no Talsiem – 10, no
Ventspils – 9). Latgales reìionu pârstâvçja 36 (salîdzinoði, 1940. gadâ – 142)
kolektîvi, galvenokârt pilsçtu kultûras centru un ciemu kori. Svçtkos piedalîjâs
arî divi izglîtîbas iestâþu kori – Balvu 1. vidusskolas koris Marijas Bukðas
vadîbâ un Viðíu sovhoztehnikuma koris, ko diriìçja Eugçnija Dakða.

21. gadsimta pirmajâ desmitgadç koru un arî to dalîbnieku skaits (îpaði
vîru balsu grupâ) sâka sarukt. Vecâkâs paaudzes dziedâtâji pçc inerces vçl
turpinâja dziedât paðdarbîbas koros, taèu jaunatnes iesaistîðanâs amatierkoru
kustîbâ mazinâjâs. Protams, tam bija objektîvi iemesli – vispârçja iedzîvotâja
skaita samazinâðanâs, îpaði Latgales reìionâ, iedzîvotâju centralizâcija lielâ-
kajâs pilsçtâs, izbraukuðo viesstrâdnieku skaita pieaugums, jaunieðu doðanâs
studçt uz ârzemçm utt.
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Viens no galvenajiem dziedâtâjus motivçjoðiem faktoriem joprojâm ir
Vispârçjie Dziesmu svçtki, arî to ietvaros rîkotie koru kari, kas dziedâtâju
vidç raisa îpaðu rosîbu pirms koru skatçm. Taèu tieði Dziesmu svçtku reper-
tuârs ir kïuvis arî par vienu no iemesliem, kâpçc kolektîvâs muzicçðanas
tradîcija zaudç savu kâdreizçjo vçrienu. Nespçjot pilnvçrtîgi apgût diapazona
ziòâ plaðâs un intonatîvi sareþìîtâs kordziesmas, daïa vecâkâs paaudzes
dziedâtâju iziet no amatierkoru aprites un veido savu, atseviðíu senioru koru
kustîbu3; skaitliski nelielie kori pârtop vokâlos ansambïos – kolektîvos,
kuriem skatçs netiek izvirzîtas tik stingras prasîbas un ir lielâkas atbilstoða
repertuâra izvçles iespçjas4; skolu jaunatnes kori tiek orientçti nevis uz kla-
sisko kordziesmu, bet gan ðovu, populârâs mûzikas atskaòoðanu un atbilstoðu
dziedâðanas manieri5. Ðeit saskatâma vislielâkâ pretruna starp deklarçto –
a cappella dziedâðanas tradîciju kâ galveno vçrtîbu, nozîmîgu nacionâlâs
identitâtes simbolu6 – un praksç kultivçto dziedâðanu daþâdu instrumentu

3 Latvijas senioru koru (savulaik t. s. veterânu koru) dziesmu dienu kustîba aizsâkâs
1963. gadâ, kad notika pirmâ sadziedâðanâs Kuldîgâ. Ðâdas dziesmu dienas saglabâjâs
visâ padomju periodâ. 1997. gadâ darba veterânu kori ieguva tagadçjo nosaukumu
senioru kori; dziedâtâju saime ar katru gadu kïuva aizvien kuplâka, patlaban tâ
vieno 28 jauktos korus un 11 sievieðu korus ar apmçram 1180 dziedâtâjiem.

4 Vokâlie ansambïi neiekïaujas ne Vispârçjo Dziesmu svçtku repertuâra, ne Latgales
novada dziesmu svçtku repertuâra apguves apritç, lai gan, piemçram, Latgales Pirmajos
Dziesmu svçtkos visnotaï sekmîgi iesaistîjâs ne vien kori ar 213 (Daugavpils Ìimnâ-
zija) vai 154 (Rçzeknes Valsts komercskola) dalîbniekiem, bet arî 14 (Ðíaunes aizsargu
nodaïa), 13 (Rundçnu aizsargu nodaïa) un pat deviòu (Rçzeknes latvieðu biedrîba
Tautaspils) dziedâtâju kolektîvi.

5 IX (2005), X (2010) un XI (2015) Latvijas Skolu jaunatnes dziesmu un deju
svçtku repertuârâ atrodam tikai daþas (3–4) a cappella kordziesmas, turklât lielâkoties
tâs ir mûsu vecmeistaru – Jâòa Cimzes, Jûlija Rozîða, Jâzepa Vîtola u. c. – veidotâs
tautasdziesmu apdares. Raksturîga repertuâra izvçles tendence ir dziesmu ciklu (Ulda
Marhilevièa Laika upç – es, Valda Zilvera Gaismas atgrieðanâs, Jâòa Lûsçna Neat-
bildçts zvans, Çrika Eðenvalda Manas mâjas, Valta Pûces Zeme, Kârïa Lâèa Jaunîbas
dziesmas u. c.) un populârâs mûzikas vidç pazîstamu komponistu (Raimonda Paula,
Imanta Kalniòa, Jâòa Lûsçna, Ulda Marhilevièa, Renâra Kaupera, Jâòa Aiðpura
u. c.) skaòdarbu iekïauðana programmâ; ðîs dziesmas tiek atskaòotas populârâs
mûzikas ansambïa pavadîjumâ.

6 2003. gadâ Latvijas Dziesmu un Deju svçtku tradîciju UNESCO atzina par
Cilvçces mutvârdu un nemateriâlâ kultûras mantojuma meistardarbu. 2008. gadâ
Latvijas Dziesmu un Deju svçtku tradîcija kopâ ar Lietuvas un Igaunijas Dziesmu
un Deju svçtku tradîciju tika iekïauta UNESCO Reprezentatîvajâ cilvçces nemateriâlâ
kultûras mantojuma sarakstâ, kurâ apkopotas nemateriâlâ kultûras mantojuma
izpausmes, kas demonstrç pasaules tautu kultûras daþâdîbu un nozîmîbu. Abos gadî-
jumos kâ unikâlais tiek izcelta a cappella dziedâðanas tradîcija.
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vai fonogrammu pavadîjumâ. Amatierkoru kustîbas tradîciju pârmantoja-
mîba, tâlâkattîstîba tieði saistîta ar skolu jaunatnes dziedâðanas tradîcijâm,
jo skolu koros gûtâs kordziedâðanas iemaòas, pieredze, attieksme un motivâ-
cija nosaka jaunieðu iesaistîðanos amatierkolektîvos.

Latgales novada dziesmu svçtki kopð 1990. gada kïuvuði par regulâru
pasâkumu – ik pçc pieciem gadiem tie notiek Daugavpils Stropu estrâdç.

Tâdçjâdi varam secinât: ideja, kuru tautâ nesa pirmie latgalieðu atmodas
darbinieki Francis Trasuns, Nikodems Rancâns, brâïi Antons un Kazimirs
Skrindas, Francis Kemps, Pçteris Lazdâns – kopt ðî novada etnisko tradîciju
savdabîbu, valodas krâðòumu un bagâtîbu, iedzîvinât to sabiedriskajâ apritç,
celt latgalieðu paðapziòu – spilgti izpaudâs 20. gadsimta pirmajâ pusç un
atbalsojâs 1990. gada Latgales dziesmu svçtkos.

Savukârt 21. gadsimta pirmâs desmitgades dziesmu svçtki balstâs vie-
notîbas idejâ. To apliecina arî 2005. un 2010. gada Latgales novada dziesmu
svçtku galvenâ reþisore Anna Jansone intervijâ ziòu aìentûrai portâlâ
D-fakti.lv : “Ja runâjam par ideju, tad pats galvenais – vienotîba. Mums tâs
pietrûkst, mums tâ nepiecieðama. Dziesma vieno nevis uz dienu, bet uz ilgu
laiku” 7.

2015. gada 7. jûnijâ Daugavpilî, Stropu estrâdç izskançjuðie Latgales
dziesmu svçtki Mana zeme cieði saistîti ar Daugavpils 740. dzimðanas dienu,
apliecinot pilsçtas piederîbu Latgalei un mîlestîbu pret savu zemi – Latviju.
Taèu ar katru gadu arvien aktuâlâks kïûst jautâjums – ar ko atðíiras Latgales
novada dziesmu svçtki no Vidzemes vai Kurzemes novada dziesmu svçtkiem?
Kas bûs tâ vienreizçjâ, paliekoðâ, latgaliskâ rota, kuru aizvedîs uz saviem
novadiem kordziedâtâji? Vai novadu dziesmu svçtki pakâpeniski nepârvçrðas
par Vispârçjo Dziesmu svçtku kopkora repertuâra aprobçðanu?

Aplûkojot svçtku repertuâru, jâatzîst, ka gan latgalieðu tautasdziesma,
gan valoda svçtkos skan samçrâ daudz: 1940. gada svçtkos to pârstâvçja
Jçkaba Graubiòa, Emiïa Melngaiïa, Jûlija Rozîða un Alfrçda Feila kopâ sep-
tiòas latgalieðu tautasdziesmu apdares8. 1990. gadâ latgalisko kolorîtu iezî-
mçja Andreja Jurjâna, Jûlija Rozîða un Staòislava Broka latgalieðu tautas-
dziesmu apdares un divas novadu raksturojoðas oriìinâldziesmas – Aldoòa
Kalniòa Latgalç un Valtera Kaminska Ezerzeme. Savukârt 2005. gada svçtkos

7 Anna Jansone: “Latgales dziesmu svçtki kïûs par vienotîbas svçtkiem”.
http://www.d-fakti.lv/lv/news/article/17314/ (skatîts 2015. gada 10. decembrî).

8 Svçtkos izskan arî divi darbi simfoniskajam oríestrim – Jâòa Ivanova Râzna un
Alfrçda Feila Fantâzija par Latgales tautas melodijâm, abi ir Latgales dziesmu svçtku
pirmatskaòojumi.
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blakus plaði pazîstamajâm A. Jurjâna, Rozîða un Broka apdarçm skançja
Jura Vaivoda un Jevgeòija Ustinskova veidotâs apdares9. 2010. gada svçtkos
latgalieðu mûzika bija viskuplâk pârstâvçta – to reprezentçja 13 tautasdziesmu
apdares, starp tâm arî divas Ilonas Rupaines apdares Dzîdit, meitys vokorâ
un Tymsâ mani tautys vede, kâ arî Aivara Broka jaundarbs korim ar pûtçju
oríestri Mçs asom (Annas Rancânes teksts) un Eugeòa Korûdznîka tautâ
iemîïotâ Skaidro volûda Jevgeòija Ustinskova apdarç. Pçdçjos, 2015. gada
svçtkos izskançja jau tradicionâlâs Andreja Jurjâna un Alfrçda Feila veidotâs
tautasdziesmu apdares, kâ arî vairâkas koru iemîïotas apdares, ko radîjuði
20. gadsimta otrâs puses vai mûsdienu autori – Staòislavs Broks, Juris Vaivods
un Ilona Rupaine. Ðo svçtku pirmatskaòojumi bija latgalieðu tautasdziesma
Diânas Kaèanovskas apdarç Treis vokori vîtu taisu un Jevgeòija Ustinskova
dziesma vîru korim Uz Latgali (Arvîda Skalbes vârdi). Îpaðu latgalisku paci-
lâtîbu svçtkos ienesa Çvalda Dauguïa Latgales kâzu reppolka un Ai galdeòi,
ai galdeòi apvienotâ tautas mûzikas kolektîvu oríestra sniegumâ (virsvadîtâjs
Çvalds Daugulis), savukârt patriotisks svçtku izskaòas akcents bija latgalieðu
tautasdziesmu virkne Jevgeòija Ustinskova apdarç Aiz azara augsti kolni
(Mârtiòa Biròa instrumentâcija) apvienoto pûtçju oríestru izpildîjumâ (virs-
diriìents Jevgeòijs Ustinskovs). Tâdçjâdi lîdz pat mûsdienâm Latgales dziesmu
svçtkos bûtiskas vçrtîbas ir ðî novada etniskâ savdabîba – gan literârâ, gan
tautasdziesmâs iekodçtâ muzikâlâ valoda.

The Development and Problems
of Choir Singing Traditions in Latgale

Edgars Znutiòð

Summary

“Today Latgale is singing”  – these words were published in the news-
paper Daugavas Vçstnesis on 16 June 1940. The First Song Festival of Latgale
had brought together 142 choirs with 6,850 singers from Abrene, Daugavpils,
Ilûkste, Ludza regions who filled with their voices the newly built open-air
platform in Stropi forest, in Daugavpils. In the following festivals, the number
of singers from Latgale decreased considerably: in 1959 in the Second Song
Festival of Latgale only 19 choirs represented Latgale, in the Third Song
Festival of Latgale in 1990 – 36 choirs, in the Fourth Song Festival of Latgale –
28, and in the Fifth Song Festival of Latgale – 22 choirs. It is important to

9 Svçtkos izskan arî Pçtera Butâna Latgales dziesma pûtçju oríestra sniegumâ.
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assess the causes for such a rapid decrease in the number of choirs and the
number of singers.

The issue of the idea of a regional song festival is growing more and
more urgent. The idea cultivated and raised publicly by the first figures of
Latgale awakening, brothers Antons and Kazimirs Skrinda, Francis Kemps,
Pçteris Lazdâns – of cultivating the ethnic traditions of Latgalians, promoting
the richness and colour of the Latgalian language, raising Latgalians’ self-
awareness – has fizzled out since the Second Song Festival of Latgale. What
is the difference between the regional festival of Latgale from that of Vidzeme
or Kurzeme? What will be the unique Latgalian ornament taken home by
singers from other regions? What is the deepest source of this festival, its
essence that is brought out in the regional song festival?

Preserving the non-material culture legacy has become one of the most
significant priorities of Latvian culture. To preserve traditions, they must be
maintained and passed down to the following generations. Continuity of
amateur choir movement traditions, their further development are closely
related to the singing traditions of school teachers because the singing skills,
experience, attitude and motivation acquired in school choirs determine the
future participation of young people in amateur choirs. In this aspect one
must address both the negative changes that affect the system of general
education and changes in the public values that have contributed to the
decrease of the classical choir singing tradition. One of the major issues is
singing a cappella that is the declared major value of song and dance festivals,
its preservation and development that demands the change of priorities on
the level of national culture policy, interest education management, and
choir and ensemble management.

No less important are the issues related to the motivating factors of
amateur choir singers – why to continue singing in choirs, urging new par-
ticipants to join choirs, what attracts people to choir singing.
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Latvijas lauku kapelu koporíestris: vakar un ðodien

Dr. art.  Çvalds Daugulis
Daugavpils Universitâtes profesors

Raksts veltîts lauku kapelu koporíestra spçlei, repertuâram un kapelu
salidojumiem Latvijâ. Tâ ir tçma, kas pagaidâm pçtîta ïoti maz. Pçdçjâs
desmitgades notikumi rosina zinâtniekus uzmanîgâk ielûkoties Latvijas mûzi-
kas kultûras mantojumâ. Daþâdu arvien klât nâkuðo pasâkumu gûzmâ viegli
pazaudçt vçrtîbas ar unikâlu nozîmi. Bûtiska vieta daudzveidîgo, ar tautas
mûziku saistîto noriðu klâstâ ir lauku kapelu salidojumiem, kuri pçdçjos
gados pârtapuði par Tautas mûzikas svçtkiem, aptverot gandrîz visus tautas
un tradicionâlâs instrumentâlâs muzicçðanas veidus. Ðajâ rakstâ plaðâk aplû-
kosim tikai tos Tautas mûzikas svçtkus, kuros skançjusi kapelu koporíestra
spçle. Izvçrtçjot Latvijas lauku kapelu salidojumu un koporíestra tradîciju,
noskaidrosim ðî muzicçðanas veida attîstîbas tendences. Zinâms, ka lauku
kapelu salidojumi ir bijuði un bûs tautas kultûras parâde, tautas mâkslas
vienotîbas stiprinâtâji un spçka avots, îpaða tradîcija latvieðu tautas mûzikâ,
unikâla pasaulç.

Kâ patstâvîgs þanrs instrumentâlâ tautas mûzika guva atzinîbu, patei-
coties komponista un tautas mûzikas pçtnieka Emiïa Melngaiïa1 darbîbai,
taèu jo îpaði atzîmçjams Gunâra Ordelovska2 mâkslinieciskais veikums darbâ
ar Latvijas Radio lauku kapelu (1959–1985) – pirmo profesionâlo kolektîvu
ðajâ þanrâ, kas mçrítiecîgi kopis un cçlis saulîtç tautas gara mantas.

1 Emilis Melngailis (1874–1954) bijis latvieðu komponists, ievçrojams folklorists,
kordziesmu meistars, vairâku Vispârçjo latvieðu Dziesmu svçtku organizators un
virsdiriìents. Sacerçjis 53 oriìinâldziesmas korim a cappella, veidojis vairâku tautu
tautasdziesmu apdares, tostarp arî vokâli instrumentâlajam ansamblim Deviòi bâleliòi
(1935–1947), ar sev raksturîgo ietiepîgo pârliecîbu apzinâti nojaukdams robeþu
starp tautas mûziku, tautas melodiju pârveidiem un oriìinâlmûziku.

2 Gunârs Ordelovskis (1927–1990) bijis latvieðu diriìents, komponists, trombonists,
pedagogs, profesors. Tiek uzskatîts par vienu no latvieðu pûtçju oríestru mûsdienu
skolas pamatlicçjiem. 1949. gadâ absolvçjis Latvijas Valsts konservatorijâ Kârïa
Izarta trombona klasi, 1968. gadâ – Âdolfa Skultes kompozîcijas klasi. Ordelovskis
bijis daþâdu ansambïu mâkslinieciskais vadîtâjs. Vairâkos Vispârçjos latvieðu Dziesmu
un Deju svçtkos bijis pûtçju oríestra un tautas mûzikas oríestra virsdiriìents. Rakstîjis
operetes, mûziklus, skaòdarbus pûtçju oríestrim, mûziku lugâm u. c. Kopð 1995.gada
Aucç notiek ikgadçjais Gunâra Ordelovska starptautiskais pûtçju oríestru festivâls.
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Savukârt lauku kapelu amatiermâkslas izpausme savu patstâvîbu pieteica
20. gadsimta 80. gadu sâkumâ. Radâs tâds þanrs kâ tautas melodiju apdares
lauku kapelâm, tas guva pozitîvu rezonansi sabiedrîbâ. Visâ Latvijâ aktîvi
darbojâs jau vairâki desmiti lauku kapelu. Ar Ordelovska svçtîbu veidojâs priekð-
noteikumi lauku kapelu salidojumu tradîcijas uzsâkðanai, bet galvenais –
koporíestra izveidei ðajâ þanrâ. Ieceres autori uzskatîja: lîdzîgi kâ kori savie-
nojas Dziesmu svçtku kopkorî, arî lauku kapelas, tautas mûzikas ansambïi
un oríestri varçtu vienoties kopçjâ valsî vai polkâ. Rosinoðs piemçrs ðeit,
iespçjams, bija jau notikuðie Latvijas koru (1959, 1960, 1964, 1967, 1972
u. c.) un pûtçju oríestru salidojumi 3 (sâkot ar 1960. gadu). Ðâdu salidojumu
mçríis ir izkopt lauku kapelu muzicçðanas mâksliniecisko kvalitâti, iekïauties
Vispârçjo Dziesmu svçtku norisçs. To kodols ir koporíestris, ko ieceres autori
vçlçjâs tuvâkajâ nâkotnç redzçt Dziesmu svçtku Lielajâ estrâdç. Tomçr pçc
Ordelovska nâves (1990) tautas mûzikas koporíestra þanrs ir panîcis.

Lauku kapelu kopmuzicçðanas tradîcija pastâv arî Igaunijâ un Lietuvâ.
Pirmie Igaunijas Tautas mûzikas svçtki notika 1978. gadâ Toilâ4, savukârt
lietuvieðu lauku kapelu koporíestris uzstâjies jau 1960. gadâ un visos turp-
mâkajos Dziesmu svçtkos. Acîmredzot norises kaimiòrepublikâs pamudinâja
arî latvieðu tautas mûzikas þanra kopçjus pievçrsties koporíestra izveidei.

Analizçt un izvçrtçt lauku kapelu koporíestra evolûciju Latvijâ traucç
daþâdas problçmas.

Pirmkârt, jâmin neskaidrîba terminoloìijâ. Daþâdi tiek skaidrots jau
pats jçdziens tautas mûzika. Manâ skatîjumâ, bûtu svarîgi noðíirt to no
termina tradicionâlâ mûzika. Jçdzienu tautas mûzika iespçjams attiecinât
uz pilnîgi visu tautâ atskaòoto mûziku – no tautasdziesmas lîdz ziòìei un
ðlâgerim. Arî instrumentârijs ir visaptveroðs: tautas mûzikâ izmantoti diato-
niskie, vçlâk hromatiskie, profesionâlie, arî elektroniskie mûzikas instrumenti,
cittautu instrumenti, piemçram, afrikâòu bungas u. tml. Savukârt tradicionâlâ
mûzika ir mûzika, kuru spçlç vai dzied konkrçtâ tradicionâlâ norisç.

Otrkârt, neprecîzs mçdz bût daþâdu muzicçjoðo kolektîvu nosaukumu
lietojums: tautas instrumentu, tautas mûzikas kapela, lauku kapela, pilsçtas
kapela, kopa, grupa, folkloras grupa u. tml. Es piedâvâtu sekojoðu dalîjumu:
ja muzicçjoðâ kolektîva instrumentârijs ir visaptveroðs (pieïaujami arî elek-
troniskie instrumenti), nosaukumâ var ietvert vârdkopu tautas mûzika –

3 Pûtçju oríestru salidojumi Latvijâ notikuði 1960., 1964., 1969., 1975., 1979.,
1983., 1988. u. c. gados.

4 Pirmie Tautas mûzikas svçtki notika Igaunijas ziemeïrietumu pilsçtâ Toilâ
1978. gadâ, turpmâkie – lielâkoties ik pçc diviem gadiem (1980, 1982, 1984, 1986,
1988, 1991, 1993, 1995, 1997, 1999, 2001, 2003, 2005 utt.).
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tautas mûzikas ansamblis, tautas mûzikas oríestris, lauku kapela, pilsçtas
kapela. Savukârt, ja izmantoti tikai akustiskie tradicionâlie instrumenti, tad
atslçgvârdi varçtu bût tautas instrumenti  (tautas instrumentu kapela, tautas
instrumentu ansamblis, tautas instrumentu oríestris; tuvi jçdzieni ir arî  tau-
tiskâ kapela, folkloras kapela).

Protams, izpçtes gaitâ svarîgi arî pievçrst uzmanîbu – ko muzikanti
spçlç, ar ko spçlç, kâ un kur spçlç. Tâtad iespçjami daþâdi muzicçðanas veidi
un stili, instrumentârijs, funkcionâlâ piesaiste, tradîcijai tuvâks vai stilizçts,
modernizçts skançjums. Kâ galvenos var izcelt trîs jçdzienus: lauku kapela5,
tautas mûzikas ansamblis6 un tautas mûzikas oríestris7. Katram kolektîvam
raksturîgs savs instrumentârijs, spçles stils, repertuârs un funkcionâlâ piesaiste.

Bûtiska ir tautas un tradicionâlâs instrumentâlâs muzicçðanas mijiedarbe
ar sabiedrîbu. Te piedâvâju noðíirt sadzîves muzicçðanu (tautas mûzika) un
koncertmuzicçðanu (skatuves mûzika); ðie virzieni daþkârt pastâv atseviðíi,
bet var parâdîties arî integrçti. Pagaidâm tie latvieðu etnomuzikoloìijâ nav
plaðâk pçtîti, jo savulaik ir izpalikusi dokumentçðana, savukârt mûsdienu
praktiíiem pietrûkst teorçtisko zinâðanu. Nedaudzie esoðie pçtîjumi skar
tikai vienu aspektu – tradîciju turpinâðanu; taèu ârpus uzmanîbas loka pali-
kusi jaunrade (apdares, aranþçjumi, komponisti, kas tâs veidojuði). Savulaik
Melngailis polemizçjis jautâjumâ par latvieðu tautas mûzikas apdarinâðanu,
un spârnots ir viòa izteikums – “Vai tad es nçesmu tauta?” (citçts pçc: Grâvîtis
2006: 19). Jaunrades jomâ nepiecieðami visaptveroði izsmeïoði pçtîjumi, tomçr

5 Lauku kapela ir mûziíu grupa (4–6 dalîbnieki, reizçm arî vairâk), kas spçlç
tautas un tradicionâlo (tai skaitâ tradicionâlo deju) mûziku. Repertuârs tiek mantots
vai apgûts no tautas muzikantiem un citâm lauku kapelâm. Izmantoti tautas (vijole,
ermoòikas, akordeons, cîtara, kokle u. c.), kâ arî mûsdienu akadçmiskâs mûzikas
instrumenti (kontrabass, trompete, tuba u. c.) atbilstoði spçles stilam, veidam, manierei
un funkcionâlajai piesaistei. Kapelai raksturîgs individuâls spçles stils.

6 Tautas mûzikas ansamblis ir mûziíu grupa (lîdz 15 dalîbniekiem), kas spçlç un
dzied profesionâli apdarinâtu/aranþçtu tautas mûziku vai tautas mûzikâ balstîtas
kompozîcijas (instrumentâlas vai vokâli instrumentâlas). Izmantoti daþâdi tautas
mûzikas un profesionâlie instrumenti un to modernizçtie varianti (t. s. koncertkokles).
Ansambïu veidi var bût jaukti vai arî viendabîgi (piem., nelieli pûðaminstrumentu
ansambïi jeb t. s. ragu oríestri).

7 Tautas mûzikas oríestris ir noteikta sastâva dinamiski un tembrâli lîdzsvarots
mûziíu instrumentâlistu ansamblis (15 un vairâk mûziíu), kas spçlç profesionâli
apdarinâtu/aranþçtu tautas mûziku un tautas mûzikâ balstîtas instrumentâlas vai
vokâli instrumentâlas kompozîcijas. Instrumentu sastâva ziòâ tas ir jaukts oríestris
(stîgu, kokpûðamie, metâlpûðamie, sitaminstrumenti, akordeoni, kokle, cîtara u. c.
tautas mûzikas instrumenti).
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tâ bûtu jau citas publikâcijas tçma. Ðajâ rakstâ manâ uzmanîbas centrâ ir
galvenokârt viens iezîmçtâs tematikas rakurss – lauku kapelu koporíestris
un tâ repertuârs.

Viïa Kokamegi8 virzîts, republikas lauku kapelu pirmais salidojums
notiek 1984. gadâ Ikðíilç. Ðim salidojumam visi mûziíi ir godprâtîgi gatavo-
juðies. Pasâkumâ piedalâs 17 lauku kapelas. Pirmo reizi îsâ laikâ (nepilnâ
gadâ) tiek sagatavota koporíestra programma, kuras pamatâ ir tautas melo-
diju apdares. Repertuârâ ir igauòu tautas melodija Linu kûlçju deja, kuru
diriìç Kokamegi, un Uno Vçnres (Uno Veenre) Polka virsdiriìenta Jâòa
Grigaïa9 vadîbâ. Savukârt profesors Ordelovskis vçrîgi noklausâs koporíestra
spçli… Ðajos svçtkos iedibinâts Lauku kapelu salidojumu kârtas skaitlis (I –
1984, II – 1986, III – 1989).

Republikas lauku kapelu otrais salidojums notiek 1986. gada 28.–29. jû-
nijâ Siguldâ. Tas apliecina kvalitatîvu un kvantitatîvu izaugsmi: piedalâs 45
kapelas ar vairâk nekâ 350 mûziíiem. Divas dienas – 28. un 29. jûnijâ –
salidojuma dalîbnieki sacenðas, pçcâk daudzas stundas slîpç noslçguma kon-
certa koporíestra programmu un paspçj vçl rîta agrumâ modinât aizgulçjuðos
siguldieðus ar Kur tu teci, kur tu teci, gailîti mans , Kâ var aizmirst un citâm
senâkas vai jaunâkas cilmes mazpilsçtas godos pasmeltâm melodijâm Orde-
lovska marðveidîgajâs apdarçs. Obligâtajâ programmâ koporíestrim ir tautas
melodiju apdares: Emiïa Melngaiïa Latvieðu deju svîta, Kâjiòa, pçdiòa, igauòu
komponista Uno Vçnres Reinlenders un Jâòa Íepîða10 Muðkadrilis. Savukârt
apvienotais kokïu oríestris atskaòo Zigismunda Lorenca veidoto latvieðu
tautasdziesmas apdari Apkârt kalnu saule tek. Jau ðajâ salidojumâ izvirzâs
jautâjums: vai lauku kapelâm vajag spçlçt profesionâlu komponistu sacerçtus
skaòdarbus (bet apdares tâdas ir), vai arî vairâk uzticçties paðas tautas muzi-
kâlajai iztçlei un spçlei (Gaujas laivinieks, Latgales kâzu polka u. c.), turklât
tâ, kâ to attiecîgâs puses ïaudis atveido. Viedokïi dalâs. Mans ieteikums
bûtu gan spçlçt kâ tautâ, gan iestudçt skaòdarbus no notîm – atkarîbâ no

8 Vilis Kokamegi (dz. 1946) ir pûtçju oríestru virsdiriìents, bijis Emiïa Melngaiïa
Tautas mâkslas centra instrumentâlâs mûzikas sekcijas ilggadçjs vadîtâjs.

9 Jânis Grigalis (dz. 1945) ir tautas mûzikas oríestru virsvadîtâjs, bijis jauktâ
kora Mozaîka ilggadçjs diriìents un JVLMA mâcîbspçks.

10 Jânis Íepîtis (1908–1989) bijis latvieðu komponists un pianists. Latvijas Konser-
vatorijâ beidzis Jâzepa Vîtola kompozîcijas klasi (1931), Paula Ðûberta klavieru
klasi (1932) un Jâòa Mediòa diriìçðanas klasi (1934). Papildinâjies klavierspçlç
Parîzç pie Robçra Kazadezî un Vîsbâdenç pie Valtera Gîzekinga. Strâdâjis par koncert-
meistaru Latvijas Radio (1934–1952). Bijis pasniedzçjs Kameransambïa klasç Latvijas
Valsts konservatorijâ (1945–1984), profesors un komponists – jo îpaði raþîgs kamer-
darbu autors.
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katra kolektîva spçjâm un vajadzîbas, jo daudzveide tikai bagâtina. Protams,
jâkopj tradîcija, bet arî jâmeklç jauni izteiksmes veidi, un viens no tiem –
apdarinâtâ tautas instrumentâlâ mûzika. Un te rodam lîdzîbu ar kordzie-
dâðanas tradîcijâm, jo arî te iespçjams retorisks jautâjums: varbût tikai dziedât
ganu balsi? Kam tâ koru kultûra, Dziesmu svçtki utt. ...

Atgriezîsimies pie jau minçtâ 1986. gada salidojuma. Lîdzâs ansambïiem
ar pierastajiem kapelu instrumentiem îsti folkloriskâ nokrâsâ ieskanas tautas
instrumenti: dûkas (Íekava), stabule (Ikðíile) un zâìis (Jçkabpils rajona
kultûras nams). Ðie senie mûzikas instrumenti gana labi saderas ar mûsdienu
skaòurîkiem. Tas ir vçl viens apliecinâjums, ka autentiskos un profesionâlos
mûzikas instrumentus iespçjams apvienot. Kopâ ar apvienoto tautas mûzikas
oríestri uzstâjas Tautas deju ansambïi Rotaïa un Gundega, apvienotais koklç-
tâju ansamblis un Rîgas rajona Íekavas kolhoza kamerkoris Mozaîka. Uz
Siguldu atbraukuði arî ciemiòi no Lietuvas – Traíu rajona kultûras nama
Tautas kolektîvs, lauku kapela Gaïve ar savu vadîtâju, Lietuvas PSR Nopel-
niem bagâto mâkslas darbinieku, komponistu Jurìi Gaiþauski (Jurgis Gai-
þauskas).

Latvijas lauku kapelu 3. salidojums tiek rîkots 1989. gada 15. jûlijâ
brâïu Jurjânu dzimtajâs mâjâs Menìeïi . Jaunuzceltajâ estrâdç notiek lauku
kapelu un tautas mûzikas ansambïu konkurss, kâ arî salidojuma noslçguma
koncerts. Tautas mûzikas koporíestri vada trîs virsdiriìenti – Tautas mâksli-
nieks Gunârs Ordelovskis, Jânis Grigalis un Vilis Kokamegi. Savukârt uzve-
duma skatuviskâ vadîba ir uzticçta reþisoram Guntim Gailîtim. Repertuârâ
iekïautas labi pazîstamas melodijas: novadnieka Andreja Jurjâna Barkarola,
Alfrçda Tuèa svîta Deju prieks un Gunâra Ordelovska pârlikums tautas
mûzikas oríestrim Brûklenâjs. Ap 40 kolektîvu un 90 koklçtâjas tajâs dienâs
pieskandç Madonas pusi. Viòu sniegumu, atðíirîbâ no iepriekðçjiem salido-
jumiem, vçrtç paði skatîtâji, pieðíirot visinteresantâkajam un simpâtiskâ-
kajam kolektîvam cîtaru. Tas ir pirmais ðâda veida instruments Latvijâ, kas
izgatavots rûpnieciski. Par tâ îpaðnieku kïûst Aivara Pugaèa vadîtie Kreic-
burgas ziíeri  no Jçkabpils.

Koporíestra muzicçðanas lîmenis ir jûtami audzis, un treðais salidojums
mâkslinieciskâ ziòâ kïûst par pirmo virsotni. Trijos lauku kapelu salidojumos
koporíestrî nospçlçtas desmit tautas melodiju apdares un viena tautas melosâ
balstîta oriìinâlkompozîcija (Ordelovska Ziòìu prieki Siguldâ ). Kapelu sali-
dojumi apliecina koporíestra dzîvotspçju, un ðo sarîkojumu ievirze ir maksi-
mâli demokrâtiska: tie ir svçtki tautai un visdaþâdâko tautas un profesionâlâs
mûzikas instrumentu spçlmaòiem – jebkura vecuma pârstâvjiem; gan dalîb-
nieki, gan klausîtâji mâcâs cienît savas tautas instrumentâlâs melodijas, apzi-
nâties to lîdzvçrtîbu citu tautu kultûras mantojumam. Salidojumi ir kulminçjoðs
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notikums lauku kapelu darbîbâ, visplaðâkais tautas radoðâ gara apliecinâ-
jums: tajâ koncentrçti atklâjas kapelu ikdienas darbs, svçtku starplaikâ gûtâ
pieredze novadu svçtkos, festivâlos, vietçjas nozîmes Tautas mûzikas svçtkos.
Salidojumos atspoguïojas arî jaunrades veikums visâ daudzpusîbâ – folkloras
materiâlu vâkðanâ, pçtniecîbâ, oriìinâlskaòdarbu veidoðanâ, tautas melodiju
saglabâðanâ un iedzîvinâðanâ. Vienlaikus salidojumiem ir arî vçrtîborientçjoðs
raksturs: spçle koporíestrî ïauj apzinâties savas saknes – identitâti, savas
tautas patîbu un vienreizîbu.

Turpinâjumâ îsi raksturosim apvienotâ tautas mûzikas oríestra turp-
mâko likteni.

 XX Vispârçjo Dziesmu un X Deju svçtku (1990) norisç katra novada
deju uzvedumu pavada apvienotais tautas mûzikas oríestris. Svçtku Noslç-
guma koncertâ Meþaparkâ izskan darbi koporíestrim: Latvieðu pâru deju
svîta Jâòa Grigaïa apdarç, Jautrais pâris Viïa Kokamegi apdarç un Jautrâs
dzirnas Raimonda Paula apdarç. Virsdiriìenti ir Ordelovskis, Grigalis un
Kokamegi.

1991. gada 15. jûnijâ lieliskajâ Stropu estrâdç Daugavpilî notiek Latgales
kapelu svçtki, pulcçjot 60 dalîbniekus. Tas ir pirmais ðâdas ievirzes reìionâlais
pasâkums, un tâ mçríis ir uzturçt kapelu koporíestra muzicçðanas kvalitâti
arî starplaikâ starp republikas salidojumiem. Koncertâ piedalâs lauku kapela
Dunduri , tautas mûzikas ansamblis Rakari, Sutru kapela, divas kapelas no
Viïâniem, slavenâ Rîgas lauku kapela Valdemârs un citi kolektîvi. Kopor-
íestris atskaòo Çvalda Dauguïa apdares Latgalieðu kadriïa un Tautas polka.
Virsdiriìenti ir Kokamegi un Daugulis.

Savukârt 1993. gada 1.–3. jûlijâ Rîgâ, Daugavas stadionâ, Dziesmu un
Deju svçtku ietvaros pavadot dejotâju sniegumu, diriìenti Grigalis un Koka-
megi organizç tautas mûzikas oríestri (ap 60 dalîbnieku). Vçl tagad palicis
atmiòâ tâ brîniðíîgais skançjums.

Turpmâkajos pasâkumos svçtku lîdzðinçjais nosaukums (Latvijas lauku
kapelu salidojums) tiek nomainîts ar visaptveroðâku – Tautas mûzikas svçtki.
Mainâs arî pasâkuma mçríis un uzdevumi: kapelas spçlç, ko grib un kâ var.

Vienlaikus aktîvi darbojas koklçtâju ansambïi, kas 1994. gada 11. jûnijâ
Krimuldas estrâdç aicina uz Tautas mûzikas svçtkiem Krimulda ’94 . Koncertâ
piedalâs 25 koklçtâju ansambïi, bet kopskaòu kuplina arî trîs kapelas un
Valkas mûzikas skolas pûtçju kvintets. Apvienotâ oríestra repertuârâ ietverta
latvieðu tautasdziesma Viïòa Salaka apdarç Ûdentiòð, akmentiòð, Jura Buharta
(Buchardt) Latvju tautas valsis un Gunâra Ordelovska Svçtku mûzika, savu-
kârt koklçtâju sniegumâ skan latvieðu tautasdziesmas Viïòa Salaka apdarç
Ai, mana ieviòa, Doncoj puiði ar meitâm, Kas kaitçja nedzîvot, Seðdancis,
Tautas kadriïa, Jandâls un Divpadsmitdancis.
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IV Tautas mûzikas svçtki notiek Ulbrokas Lîgo parkâ 1997. gada
15. jûnijâ. Ðo svçtku mçríis ir atjaunot lauku kapelu salidojumu tradîciju,
jo pçdçjos gados kapelu skaits Latvijâ ir sarucis. Svçtkos ieraduðies 27 tautas
mûzikas ansambïi un lauku kapelas, kâ arî 25 koklçtâju ansambïi. Virs-
diriìentu godâ ir Jânis Grigalis un Vilis Kokamegi. Savukârt koklçtâjus vada
Mâra Vanaga, Teiksma Jansone un Ieva Putniòa. Kopspçlei paredzçts Latvju
tautas valsis un Latvju tautas marðs Gunâra Ordelovska apdarç.

Lîdzîgi pasâkumi notiek arî reìionos. 1998. gada 20.–24. maijâ Krâslavâ
vçrienîgi izskan Tautas mûzikas svçtki un vienlaikus Republikas kokïu dienas
’98 ar papildnosaukumu Krâslavai ’75. Svçtku koncertâ 23. maijâ piedalâs
piecas kapelas: Valdemârs, Rakari, Kreicburgas ziíeri , Daugavpils Universi-
tâtes kapela un Krâslavas mûzikas skolas kapela. Uzstâjas arî 11 koklçtâju
ansambïi, mûzikas kolektîvs Vadstena strakensemble (Zviedrija) un kapela
no Baltkrievijas Íà ïîíàäâîðêó . Koprepertuârâ ir Gunâra Ordelovska Mûsu
pulkâ nâc, viòa apdare Brûklenâjs un Çvalda Dauguïa apdare Tautas melodiju
virkne. Virsdiriìents ir Vilis Kokamegi, apvienotos koklçtâju ansambïus vada
Teiksma Jansone, Ieva Putniòa un Mâra Vanaga; to sniegumâ izskan latvieðu
tautasdziesmas Viïòa Salaka apdarç Dziedâj’ tautu tîrumâ , Lîgo laiva uz
ûdeòa, Dieti, dieti, jaunas meitas un Nîcas dancis, Ordelovska Polka, kâ arî
Sergeja Krasnopjorova darbi – latvieðu tautasdziesmas apdare Aiz ezera augsti
kalni un Latgales polka. Koporíestrî muzicç lauku kapelas un kokïu an-
sambïi.

Ðî perioda kulminçjoðais pasâkums, manâ skatîjumâ, ir V Latvijas mûzi-
kas svçtki Jçkabpilî Lustes Kreicburgâ 1999. gada 11.–12. jûnijâ. Neaiz-
mirstams ir pirmâs dienas vakara koncerts Jçkabpilî, Pils pagalmâ; savukârt
otrajâ dienâ notiek grandiozs kolektîvu gâjiens (53 kolektîvi) pa pilsçtas
ielâm un pasâkuma noslçguma koncerts Krustpils saliòas Brîvdabas estrâdç.
Festivâlâ piedalâs 17 kapelas un tautas mûzikas ansambïi, kâ arî 20 koklçtâju
ansambïi un 14 deju kolektîvi. Solopriekðnesumus koncertâ sniedz astoòi
kolektîvi: Kreicburgas ziíeri , Rakari, Valdemârs, Pastendes kapela, kapelas
Altona  un Strodi, Daugavpils rajona apvienotais tautas mûzikas ansamblis.
Ðajâ paðâ koncertâ pirmoreiz salidojumu vçsturç muzicç labâko kapelu vadî-
tâju apvienotais kolektîvs. Koporíestra repertuârâ ir trîs skaòdarbi, tostarp
Jâòa Grigaïa cikls Trîs latvieðu tautas melodijas, kas atklâj koncertu. Kapelas
muzicç ar pilnu atdevi, un virsdiriìenti Vilis Kokamegi un Jânis Grigalis ir
apmierinâti. Kokïu virsvadîtâja Teiksma Jansone koporíestrî iekïauj arî
kokles.

Divus gadus Tautas mûzikas svçtki notikuði Vidzemes pçrlç Cçsîs.
2001. gada 21. jûlijâ ðeit sarîkots VI Tautas mûzikas festivâls Svçtki Latvijas
miestiòam. Koncertam Cçsu pilsdrupâs koporíestris sagatavo èetrus skaò-
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darbus – Grigaïa apdari Alus dancis, Mâra Ivanova Zaïumballes polku u. c.
Diemþçl spçcîgais negaiss pârtrauc koncerta norisi; lietus radîto plûdu dçï
pazûd arî skaòa un gaisma.

VII Tautas mûzikas svçtki atkal norit Cçsîs 2002. gada 27. jûlijâ. Reper-
tuârs saglabâjas iepriekðçjais, un arî virsdiriìenti nemainâs.

2003. gadâ XXIII Vispârçjo Dziesmu svçtku kòadâ nemanot garâm
aizslîd VIII Tautas mûzikas svçtki.

2004. gadâ Tautas mâkslas centra tautas mûzikas nozares eksperts izpçta
situâciju: Latvijâ darbojas viens tautas mûzikas oríestris, seði tautas mûzikas
ansambïi un 20 kapelas. Kopumâ ðajos kolektîvos iesaistîti 185 dalîbnieki.

IX Tautas mûzikas svçtki 2004. gadâ norisinâs Daugavpilî. To spilgtâkie
notikumi ir gâjiens pa pilsçtas centrâlo (Rîgas) ielu un koncerts Novadpçtnie-
cîbas un mâkslas muzeja pagalmâ. Koporíestris (11 kolektîvi) atskaòo divus
darbus: Gunâra Ordelovska Mûsu pulkâ nâc un Tautas melodiju virkni Çvalda
Dauguïa vadîbâ. Virsdiriìenti ir Grigalis un Daugulis. Koncerta apmeklçtâjus
priecç kolektîvi no Rîgas (Hâgenskalna muzikanti) un daþâdiem novadiem.

X Tautas mûzikas svçtki Re, kur muzikanti spçlç! 2005. gada 18. jûnijâ
izskan Dundagâ. Pasâkuma mçríis ir attîstît un pilnveidot tautas mûzikas
ansambïu koporíestra muzicçðanas tradîcijas, veicinât nacionâlâs identitâtes
saglabâðanu latvieðu instrumentâlajâ tautas mûzikâ, kâ arî celt tautas mûzikas
ansambïu profesionâlo meistarîbu un nodroðinât svçtku koprepertuâra
apguvi. Bûtîbâ ðie ir vienîgie pçdçjo gadu svçtki, kuru galvenais uzdevums ir
kopt koporíestra spçli, tâdçjâdi svçtku programma tiek apgûta kvalitatîvi
un (atðíirîbâ no vairâkiem turpmâkajiem svçtkiem) savlaicîgi. Repertuârs
nav viegls: seviðíi izceïama svîta tautas mûzikas oríestrim Nodzisa vakara
blâzma Çvalda Dauguïa apdarç, kuras atskaòojumâ iekïaujas astoòas kapelas
un ansambïi ar 70 dalîbniekiem (Andrupenes lauku kapela, Pastendes lauku
kapela, kapelas Labi, ka tâ, Paurupîte, Tukuma mûzikas skolas lauku kapela,
tautas mûzikas ansambïi Danèu spçle, Dimdari un viena lauku kapela no
Igaunijas), turklât îpaða vieta atvçlçta ziòìu melodijâm. Dejiski viegli izskan
latvieðu tautasdeja Sudmaliòas Ordelovska apdarç, kâ arî igauòu Hîjumâ
valsis (Hiidlase labajalavalss) Heldura Vâbela (Heldur Vaabel) apdarç. Virs-
diriìenti ir Vilis Kokamegi un Çvalds Daugulis. Koncerta apmeklçtâjus priecç
viesi no Ðveices – cîtaru ansamblis un vijoïcîtaru duets.

2006. gada 1. jûnijâ Krâslavu pieskandina XI Latvijas Tautas mûzikas
svçtki. Dalîbnieku pulciòð ir paprâvs – 14 Latvijas kolektîvi, to vidû viens
koklçtâju ansamblis (Koklçtâju klubs no Rîgas Ivetas Tauriòas vadîbâ) un
èetri ârzemju pârstâvji (no Baltkrievijas, Krievijas, Polijas un Lietuvas). Virs-
diriìents ir Çvads Daugulis. Saulei rietot, pilsçtas krâðòajâ parkâ koporíestra
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sniegumâ izskan trîs darbi – Vâlodzîte un Zîdi, zîdi, rudzu vôrpa Dauguïa
apdarç, kâ arî Treis vosoras Einâra Lipska apdarç.

Ar plaðu vçrienu folkloras svçtku ietvaros Kuldîgâ 2007. gadâ notiek
XII Latvijas Tautas mûzikas svçtki Riteòdârza zaïumballe. Piedalâs 12 kolek-
tîvi (kapelas un kopas, galvenokârt no Kurzemes) un ârzemju kapela Antazave
(Lietuva). Mûziíi ir nopietni gatavojuðies, lîdz ar to pârliecinoði izskan visiem
labi zinâmâ melodija Sen tas bij’ Çvalda Dauguïa apdarç. Kâ solists uzstâjas
Tautas mâkslas centra tautas mûzikas nozares eksperts Ilmârs Pumpurs.
Virsdiriìents ir Çvalds Daugulis.

Tautas mûzika allaþ bijusi lîdzâs Dziesmu svçtku nori­sçm. Piemçram,
2008. gada 6. jûlijâ Rîgâ XXIV Vispârçjo Dziesmu un XIV Deju svçtku
laikâ Vçrmanes dârzâ notiek kapelu maratons. Tâ iecere ir pavisam vienkârða,
bet ne mazâk ambicioza kâ savulaik pirmo Dziesmu svçtku rîkotâjiem –
pieskandinât Rîgu ar tautas mûzikas skaòâm visas dienas gaitâ. Atdzimstot
interesei par amatiermuzicçðanas tradîcijâm, þanra vecmeistariem ðajos
svçtkos pievienojas arî pavisam jauni kolektîvi, un vçrojama maksimâla stilis-
tiskâ daudzveidîba – no lauku muzikantu tradicionâlâs spçles lîdz lietpratîgi
veidotâm tautas mûzikas apdarçm. Kapelu maratonâ piedalâs 37 tautas mûzi-
kas kolektîvi ar 250 dalîbniekiem. Katrs no tiem uzstâjas ar atseviðíu prog-
rammu, ko gatavojis speciâli ðim pasâkumam. Vienîgais, kâ pietrûkst ðajâ
stilistiski un þanriski bagâtajâ pasâkumâ, ir koporíestra spçle. Kas tâ bûtu
par skaòu, kas piepildîtu Vçrmanîti , ïaujot rîdziniekiem kâri baudît tautas
mûziku zaïumballes oríestra priekðnesumâ!

Turpmâkajos gados lauku kapelu koporíestra spçle Tautas mûzikas
svçtku programmâs gan iekïaujas, gan pazûd. Tâ, piemçram, 2009. gada
20. jûnijâ Elejâ, XIII Tautas mûzikas svçtkos, 14 Latvijas kapelas un lietuvieðu
Diedokai spçlç Pirmsjâòu lustes. Koporíestra repertuârâ ir arî Ordelovska
apdare Rucavietis un Sudmaliòas un Dauguïa apdare Sen tas bij’. Koncerta
mâkslinieciskâ vadîtâja Jâòa Retenâ prasmîgi veidotâ programma izpelnâs
publikas ilgstoðus aplausus.

2010. gada 7. augustâ izskan XIV Tautas mûzikas svçtki Lustes Jçkabpilî –
savâ ziòâ to var uztvert kâ svçtku Lustes Kreicburgâ (1999) idejas atdzimðanu.
Piedalâs deviòi kolektîvi: Nîgrandes mûzikas skolas kapela Nîgrande (vadîtâja
Astrîda Íetlere), Medòevas lauku kapela (vadîtâjs Jâzeps Zaremba), Lizuma
lauku kapela (vadîtâjs Miervaldis Vilnis), tautas mûzikas ansamblis Danèu
spçle (vadîtâjs Armands Krievs), spçlmaòu kopa Skutelnieki (vadîtâji Uldis
Bçrziòð un Inguna Þogota), lauku kapela Valdemârs (vadîtâjs Haralds Sulainis),
Viïânu kultûras nama lauku kapela Bumburneicys (vadîtâja Vivita Skurule),
tautas mûzikas ansamblis Rakari (vadîtâjs Çvalds Daugulis) un lauku kapela
no Lietuvas Diedokai (vadîtâjs Ìitauts Gutausks / Gytautas Gutauskas/).
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Sirsnîgi muzicç Bumburneicys, savukârt ar îpaðu atraktivitâti izceïas lietuvieðu
kapela Diedokai. Koncerta izskaòâ koporíestris spçlç tautâ populârâs melo-
dijas Jaunîba un Bçdu manu, lielu bçdu Çvalda Dauguïa apdarç; viòð ir arî
virsdiriìents.

XV Tautas mûzikas svçtki pçc ilgâka pârtraukuma atkal notiek Vidze-
mç – tie sarîkoti 2011. gada 23. jûlijâ Umurgâ. Projekta mçríis ir cçls: attîstît
un kopt Latvijas tautas mûzikas ansambïu un kapelu muzicçðanas tradîcijas,
veicinât kolektîvu mâksliniecisko izaugsmi un attîstîbu; nodroðinât tautas
mûzikas ansambïu nozares darbîbas nepârtrauktîbu, veicinât Latvijas tautas
mûzikas ansambïu un kapelu aktivitâti; popularizçt tautas mûzikas ansambïu
un kapelu muzicçðanu. Pasâkuma uzdevumi: nodroðinât pasâkuma dalîbnieku
piesaisti un koprepertuâra apguvi; nodroðinât pasâkuma programmas norisi
un koncertu mâksliniecisko kvalitâti. Tik daudz vienâ reizç diez vai var paspçt,
tomçr censties vajag... Piedalâs 12 kapelas un viens koklçtâju ansamblis –
Koklçtâju klubs  (11 koncertkokles, vadîtâja Iveta Tauriòa). Koporíestris
atskaòo Çvalda Dauguïa apdari Jaunîba. Diemþçl rezultâts nav apmierinoðs,
jo bijis tikai viens mçìinâjums un noðu teksts nav apgûts. Savukârt tautas
mûzikas nozares eksperts Ilmârs Pumpurs rosina koporíestri spçlçt pçc dzirdes.
Diemþçl arî ðis mçìinâjums nav veiksmîgs un liek secinât: koporíestrî jâspçlç
no notîm, un piespçlçt pçc dzirdes lielâkoties spçj vienîgi daþi vecâkâs pa-
audzes mûziíi, kuriem bagâtâka pieredze.

2012. gadâ Kandavâ izskan XVI Tautas mûzikas svçtki. Armanda Krieva
apdare Lustîga dzîvoðana, lai tâlu skan atspoguïo centienus reanimçt kop-
oríestra spçli, kurð savus labâkos laikus acîmredzot ir jau nodzîvojis. Skaidrs
ir viens: lai bûtu mâkslinieciskâ kvalitâte, koprepertuârs ir jâapgûst savlaicîgi,
jo citâdi fascinçjoðie tautas mûzikas instrumentu tembri viens otram vairâk
traucç, nekâ atbalsta.

2013. gada 5. jûlijâ Rîgâ notiek XXV Vispârçjie Dziesmu un XV Deju
svçtki. Ir sâcies kapelu maratons. Visas dienas gaitâ kapelas pieskandina
Vçrmanes dârzu. Ðoreiz piedalâs 41 kolektîvs ar vairâk nekâ 350 dalîbnie-
kiem. Individuâlâs programmas atspoguïo to muzikâlo daudzveidîbu, ko
aptver mûsdienu instrumentâlâs tautas mûzikas þanrs – no tautas mûzikas
ansambïa lîdz postfolklorai un pasaules mûzikai, no tradicionâlâs folkloras
kapelas lîdz sadzîves mûzikas ansamblim. Koporíestra spçle nav paredzçta.

 Pçdçjie, XVII Tautas mûzikas svçtki 2014. gada 14. jûnijâ notiek
Rûjienâ. Piedalâs tikai deviòi tautas mûzikas kolektîvi no Latvijas un viena
Igaunijas kapela. Dalîbnieku vidû ir Aizkraukles kultûras nama folkloras
kapela Karikste, Viïânu kultûras nama lauku kapela Bumburneicys, Rencçnu
kapela Rota, Tukuma pilsçtas kultûras nama tautas mûzikas ansamblis Danèu
spçle, kapelas Malta , Jçrcçnmuiþas muzikanti, Kârsavas mûzikas un mâkslas
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skolas kapela Dimdari , Saldus kapela Strops, Lodes kapela Krastmalieði,
Karksi-Nuijas kapela no Igaunijas. Koporíestra (Meldermeitiòa Valta Pûces
apdarç) spçle neattaisno cerîbas.

2015. gada 7. jûnijâ Daugavpils Stropu estrâdç notiek kârtçjie Latgales
dziesmu svçtki. Dalîbnieku pulkâ iekïaujas arî apvienotais tautas mûzikas
oríestris (pieci kolektîvi: tautas mûzikas ansamblis Rakari, Naujenes mûzikas
un mâkslas skolas kapela, Kârsavas mûzikas un mâkslas skolas kapela Dim-
dari, Ilûkstes kapela un postfolkloras grupa Rikði) ar mçríi atdzîvinât kapelu
kopspçles tradîciju. Repertuârâ ir divas latgalieðu tautas melodiju apdares:
klasiski romantiskâ Ai galdeòi, ai galdeòi un laikmetîgâ Latgales kâzu rep-
polka Çvalda Dauguïa apdarç (viòð ir arî koporíestra virsvadîtâjs). Tautiski
un reizç mûsdienîgi izskan grupas Rikði solopriekðnesumi.

Lauku kapelu koporíestra repertuâra galvenâ vçrtîba ir tautisku melo-
diju apdares, turklât pçdçjos gados vçrojama tendence arvien bieþâk pie-
vçrsties arî ðlâgeriem un ziòìçm. Savulaik repertuâra bagâtinâðanâ liela
nozîme bijusi jaunrades lauku kapelu skatçm un konkursiem, kuros izkristali-
zçjâs arî nâkamo salidojumu repertuârs. Katrâ salidojumâ vai, vçlâk, Tautas
mûzikas svçtkos arî kolektîvi, kas uzstâjâs atseviðíi, parasti veidoja savas
programmas no tautasdziesmu un deju melodiju apdarçm. Svçtku rîkotâji
tiecâs vienâ koncertâ parâdît gan tautas instrumentâlo melodiju apdaru krâð-
òumu un þanrisko daudzveidîbu, gan kapelu repertuâra kopçjâs tendences
tai vai citâ periodâ.

Beidzamajos gados tautas mûzikas kustîba piedzîvo jaunu pacçlumu:
tajâ iekïaujas gan ansambïi, kas atskaòo galvenokârt tautas mûzikas apdares,
gan kapelas ar seno sadzîves muzicçðanas tradîciju pieredzi, gan folkloras
un postfolkloras manierç muzicçjoði kolektîvi. Lîdzâs slaveniem ansambïiem
ar vairâkus gadu desmitus koptâm muzicçðanas tradîcijâm rodas arî pavisam
jauni. Nevar noliegt ðîs mûzikas jomas pieauguðo popularitâti un tâs aktîvo
iesaisti Dziesmu svçtku daþâdâs norisçs – ansambïi uzstâjas tautas mûzikas
koncertâ Latvijas Universitâtes Lielajâ aulâ, kopâ ar dejotâjiem veido novadu
programmu starpspçles pûtçju oríestru Diþkoncertâ Doma laukumâ un
veselu dienu pieskandina Vçrmanes dârzu. Taèu atklâts ir retoriskais jautâ-
jums: kur palicis lauku kapelu koporíestris?...

Varam secinât, ka lauku kapelu koporíestra tradîcija Latvijâ pakâpeniski
izzûd. Igauòiem un lietuvieðiem tâ tiek nopietni kopta: vçl jo vairâk, kapelu
koporíestris uz Dziesmu svçtku lielâs estrâdes atrodas goda vietâ. Tomçr
nebûsim pesimisti, jo pastâv iespçja koporíestra tradîcijai atdzimt jaunâ
kvalitâtç. Iespçja, kas ïautu ikvienam kapelas mûziíim sajust sevi kâ liela
rituâla dalîbnieku, paðam kïût lielam. Sajust savu latvietîbu, piederîbu un
vajadzîbu.
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Latvian Country Bands’ United Orchestra: Yesterday and Today

Çvalds Daugulis

Summary

Latvian instrumental folk music gained recognition as an independent
genre thanks to the activity of the composer and folk music researcher Emilis
Melngailis, but it was even more promoted by the artistic accomplishments
of the conductor and composer Gunârs Ordelovskis in his work with the
country band of the Latvian radio. It was under Ordelovskis’ guidance that
the tradition of country bands’ gatherings and alongside that of united folk
music orchestra was established in 1984, in Ikðíile.

In the framework of the programme of the Song and Dance Festival of
1990, a separate folk music concert was organized, in which the united folk
music orchestra performed as well. The country bands’ gatherings were orga-
nized and took place in the following years too, but the tradition of a united
orchestra’s performance gradually receded. The most significant value of the
joint repertoire of country bands and ensembles is the arrangements of folk
melodies. However, concerning the enrichment of the repertoire, much impor-
tance was allotted to the shows and contests of creative country bands, during
which the joint repertoire of the subsequent gatherings was crystallized. A
programme of any gathering or later that of a folk music festival, as well as
the performances of separate collectives, are usually formed by the arrange-
ments of separate folk song and dance melodies. Musicians try to show in a
single concert both the rigour of the arrangements of folk instrumental melodies,
which reflect the developmental tendencies of the Latvian instrumental melodies
characteristic of the period of a definite festival, and the diversity of genres.

However, in recent years the movement of folk instrumental music is
facing a new upsurge, uniting both the ensembles playing arranged folk
music and the bands maintaining the tradition of domestic music playing, as
well as the collectives playing music in the style of folklore and post folklore
into one large musicians’ family. But, where is the united country bands’
orchestra? Supposedly, the tradition of the united orchestra of Latvian country
bands is gradually disappearing. Estonians and Lithuanians have preserved
and eagerly are cultivating it, even more, a united bands’ orchestra is to be
found in the place of honour on the grand stage of Song festivals.

It is essential to participate in the united orchestra’s performance. With
one’s smallness to feel oneself in that largeness (united orchestra), to become
great! To feel one’s Latvianness, one’s belonging and indispensableness.

Key words: country band, gatherings, joined repertoire, united orchestra.
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Homo Musicus as an Object of Historical
and Sociocultural Research

Dr. paed. Valeriy Mozgot
Professor of Adyghe State University, Institute of Arts, Russia

Background

This research sheds light on the existence of the image of Homo musicus
in the history of musical art. The present article presents the analysis of
specific aspects of interdependence existing between the image of Homo
musicus in music and the person in a society.

In any society, there is always a musical person – Homo musicus. This
is a person who cannot exist without music, for whom communication with
music makes one of the senses of his life and who possesses ‘insatiable’
requirement for music. The musical person is the person of the spiritual and
intellectual integrity, who has steady interest in various musical spheres from
folk music to musical vanguard, i.e. wide dispersion of aesthetic preferences.
On the other hand, aesthetic and musical preferences of the musical person
necessarily include a requirement for and interest in music of the academic
tradition, musical classics, music of high ideas and feelings marked by the
unity of form, content and harmony. The musical person is the person who
is tolerant to musical preferences of other people. He perceives a variety of
other people’s aesthetic values as a norm. Therefore he is sensitive to the
values of other ethnoses, shows active interest in them and is ready to make
them his values. Thus, his musical tolerance becomes a kind of cultural tole-
rance. We believe this type of a person is open to music and to the world. He
is a prototype of the main hero in the music of many composers.

The research methods: the historical retrospective method, observation,
testing and positive emotional induction.

The research objective was to show the change in researchers’ views on
the perception of the image of Homo musicus in music and in the human
society from the antiquity to the 21st century.
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Antiquity

The main trait of the image of a musical person in music is integrity. It
relies on mythological ideas, cosmology and the aspiration to the general
aesthetic concepts: beauty, harmony and measure. The main idea is in the
unity of beauty, morals (kalokagathia) and harmony of the personality.

The ancient Greek philosopher Plato in his work Republic claims:
“Of the harmonies I know nothing, but would have you leave me one

which can render the note or accent which a brave man utters in warlike
action and in stern resolve; and when his cause is failing, and he is going to
wounds or death or is overtaken by disaster in some other form, at every
such crisis he meets the blows of fortune with firm step and a determination
to endure; and an opposite kind for times of peace and freedom of action,
when there is no pressure of necessity, and he is seeking to persuade God by
prayer, or man by instruction and admonition, or when on the other hand
he is expressing his willingness to yield to the persuasion or entreaty or
admonition of others. And when in this manner he has attained his end, I
would have the music show him not carried away by his success, but acting
moderately and wisely in all circumstances, and acquiescing in the event”
(Øåñòàêîâ  1973: 158–159).

The Middle Ages

The antique harmony in the characteristic of the image of the musical
person gives way to dualism in the Middle Ages, the opposition of divine
and terrestrial, spiritual and bodily, moral and physical. At the same time,
the asceticism of the Middle Ages cancelled the cult of beauty in antiquity,
in Hellenism. ‘an iron hand’ of the church approved the relationship between
aesthetic and moral, obvious and obligatory. The spirit of the person, accor-
ding to the well-known researcher Sergey Averintsev, was cultivated “for
concentration, but not for mobility, for the address inside, instead of outside.
The system of the medieval religious pedagogy […] demanded hypnotically
operating repetitions of the habitual” ( Øåñòàêîâ  1973: 247).

Thus, the medieval person in music becomes the most attentive to the
inner self just when he addresses God in his prayers.

The Renaissance

The main idea is the ‘freedom’ of the image of the musical person, the
liberation from the power of church and the liberation of music from theo-
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logical captivity in approving the domination of secular beauty over the
divine. In the Renaissance, there emerged the traditions of professional
approach to music education (Gioseffo Zarlino). Thus, rationalistic views
on the musical person as a professional performer, a theorist and a composer
are being prepared. “If I was not afraid to pass for ulcer and blasphemer, I
would partially show ignorance and impudence of other modern fools com-
posers (I will not say musicians), which think that there are no equal to them
all over the world because they are able to put four or six musical figures.
They set little store on ancient, do not respect other of our contemporaries
and if we listen to them, it is possible to think that without doubt they mean
more in musical art than Plato and Aristotle in philosophy” ( Øåñòàêîâ
1973: 385).

Baroque

One of the main features of the age of Baroque is the existence of con-
trast, opposite passions, aspirations, desires, requirements and the highest,
spiritual aspirations in the image of the musical person. As a result, the
music of Johann Sebastian Bach and his predecessor Heinrich Schütz ama-
zingly excites, gets in, touches and emotionally lights the hearts of listeners
today.

Classicism

The contrast between the musical person as an active, vigorous creator
of his life and the forces of nature, society and destiny becomes more pro-
found. Ludwig van Beethoven’s music is an embodiment of overcoming,
fight and aspiration of the person to an aesthetic ideal. During the era of
classicism, the activity of the musical person is subdivided into that of the
composer, the performer and the listener.

Romanticism

The image of the musical person is the carrier of opposite principles:
real and ideal, situational (daily) and over-situational (universal). The trait
of the musical person in this epoch is nostalgia as aspiration to the lost
harmony, as well as the address to antiquity ideals. The examples are Franz
Liszt’s music from the cycle Years of Pilgrimage and the sonata Fragment
after Dante.
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The 20th century

The main trait of the musical person is mosaicism, ‘the disruption’ and
fragmentariness of consciousness and thinking and at the same time the
opposition and ‘demonstrativeness’ of conflict between the conscious and
the unconscious, the personal and the public. One of the main reasons of
this conflict is the contradiction between the musical activity of the social
environment and the inability of the person to comprehend the new musical
phenomena. That situation had no analogues in other ages of the existence
of the mankind.

Leonard Bernstein described it very precisely:
“During the last fifty years the ocean was stretched between composer

and listener. […] For the first time we lead the musical life which has not
been based on works of our time. This phenomenon is characteristic of the
20th century; it has never arisen before […]. Simultaneously we live at the
time of improbable boom of musical activity. The statistical data testify to
prompt take-off: more people listen to more music than ever” (Áåðíñòàéí
1975: 56). The image of the musical person becomes outrageous, opposite
to ‘the holistic man’ of the Antique era. The striking example of the above
said is Alfred Schnittke’s music (the First Symphony, Movement 1).

The beginning of the 21st century

An aspiration to the lost integrity emerges in the image of the musical
person. The image of Homo musicus becomes a person who is trying to find
the common aesthetic and musical language with other people. Modern
psychology proposes the pluralistic understanding of a person’s inner world.
It puts forward a set of theories explaining the nature of the mental. At the
same time, a number of problems arise. Among them is a problem of creative
individuality of the personality in music and art, destinies of various musical
styles (trends), etc. The image of the contemporary musical person is the
person able to comprehend new styles and genres in art. However, it is
important that such comprehension should not contradict the nature and
the structure of the personality’s inner world and the understanding of a
humanistic essence of music (art). For this the contemporary musical person
has to become a communicating person. Presently, an attempt is brightly
traced to return to the ‘new integrity’ as the compelled answer to ‘computer’
dissociation of people, in the form of desire to find a point of support in the
changing world.
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Results

The experimental study with the participation of students of various
specialties (musicians, artists, primary school teachers) was carried out on
the basis of Institute of Arts at the Adyghe State University from the middle
of the 1980s to the present. We have tested nearly 60 respondents from
teenagers to adults (aged 19–35 years). Such works as Mass in B minor by
Johann Sebastian Bach, the etude in E major by Frédéric Chopin, Threnody
to the Victims of Hiroshima  by Krzysztof Penderecki, the cycle Musical Toys
by Sofia Gubaidulina, etc. were studied to reveal the alterations of the image
of Homo musicus from Homo mosaicus with a psycho-dominant of negative
emotional states to Homo communicus.

Conclusions

The results of the study show that through music, by using the method
of positive emotional induction, the students become capable ‘to return
respect for themselves’, ‘to come back to himself’ and ‘to find himself’ in the
conditions of adverse society. This method made it possible to teach the
students to enter different mental states. Among such states were Homo
ludens, Homo faber, Homo meditus, Homo reflectus and Homo agents.
They were created by the centuries-old evolution of music, promoting the
emotionally and intellectually liberate and ‘open’ person.

Thus, in the course of evolution the perception of the image of Homo
musicus has undergone changes. Homo musicus in the 21st century is percei-
ved as an image of the person open for communication and successful in the
chosen kind of activity.

Homo musicus kâ vçsturiskas un sociokulturâlas
izpçtes objekts

Valçrijs Mozgots

Kopsavilkums

Rakstâ analizçti îpaði aspekti mijattiecîbâs starp homo musicus un
personîbu sabiedrîbâ. Ðâdâm mijattiecîbâm ir jau ilgas, senas tradîcijas.
Jebkurai sociâlajai videi ir raksturîgs savveida homo musicus. Tas ir per-
sonîbas tips, kas atvçrts gan mûzikas, gan sabiedrîbas aktuâlajâm tenden-
cçm, un to var uzlûkot kâ galvenâ varoòa prototipu daudzu komponistu
mûzikâ.
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Raksta mçríis ir izpçtît, kâ homo musicus tçls atklâjas daþâdos vçstures
periodos – no antîkajiem laikiem lîdz 21. gadsimtam. Izmantotas vçsturiskâs
retrospektîvas, novçrojuma, testçðanas un pozitîvas emocionâlâs indukcijas
metodes.

Secinâts, ka homo musicus atainojums vçsturiskâs evolûcijas gaitâ ir
mainîjies. Antîkajos laikos homo musicus bija iezîmîgs ar daiïuma, morâles
(kalokagathia) un harmoniskas personîbas vienotîbu. Viduslaiku cilvçks
savam iekðçjam es vairâk uzmanîbas veltî tikai tajos brîþos, kad lûgðanâs
vçrðas pie Dieva. Renesanses laikmets radîja augsni racionâlam skatam uz
homo musicus kâ profesionâlu atskaòotâjmâkslinieku, teorçtiíi un kom-
ponistu. Baroka homo musicus spilgtâkâ iezîme ir kontrasta princips – vienâ
personîbâ apvienojas pretçjas kaislîbas, vçlmes, gaidas, prasîbas un visaugstâ-
kais garîgums. Klasicisma mûzikâ kontrasts starp homo musicus kâ aktîvu
dzîves radîtâju un dabas, sabiedrîbas, liktens spçkiem kïûst vçl dziïâks. Ro-
mantisma homo musicus atainojumâ vçrojami divi pretçji principi: reâlais
un ideâlais. 20. gadsimta mûzikâ mçs vçrojam homo musicus tçla maiòu –
pâreju no homo mosaicus ar negatîvu emociju psiholoìisko dominanti uz
homo communicus. 21. gadsimta sâkumâ homo musicus kïûst par personîbu,
kas tiecas rast kopîgu estçtisko un muzikâlo valodu saskarsmç ar citiem
cilvçkiem. Ðî laikmeta homo musicus ir atvçrts komunikâcijai un gûst panâ-
kumus izvçlçtajâ darbîbas jomâ.

Atslçgvârdi: homo musicus tçls, cilvçka tçls, mûzikas vçsturiskâ evolû-
cija, pârmaiòas.
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Êàòåãîðèÿ ïðîñòðàíñòâà
â ìóçûêå êîìïîçèòîðîâ ÕÕ âåêà

Dr. art. Ñâåòëàíà Ìîçãîò
Äîöåíò Àäûãåéñêîãî ãîñóäàðñòâåííîãî óíèâåðñèòåòà

Ñîâðåìåííûå ôèëîñîôû è ìóçûêîâåäû – Äîí Èõäå (Ihde 2007),
Ëþäìèëà Êàçàíöåâà (Êàçàíöåâà 2009), Ìàðèÿ Õàðëåé (Harley 1994),
Âàëåíòèíà Õîëîïîâà (Õîëîïîâà 2001) è äð. – ÷àñòî îòìå÷àþò óíèâåð-
ñàëüíûå ñâîéñòâà êàòåãîðèè ïðîñòðàíñòâà. Áëàãîäàðÿ ñâÿçè ñ âíåìóçû-
êàëüíûì îïûòîì ÷åëîâåêà, ò . å. ñïîñîáíîñòè âûçûâàòü àññîöèàöèè ñ ôè-
çè÷åñêèì ïðîñòðàíñòâîì, ïðîñòðàíñòâåííîñòü ìóçûêàëüíîé ìàòåðèè
ñîçäà¸ò îíòîëîãè÷åñêóþ âñåîõâàòíîñòü è ýêçèñòåíöèàëüíóþ ãëóáèíó
ñìûñëà ìóçûêàëüíûõ ïðîèçâåäåíèé. Âïîëíå çàêîíîìåðíûì ñòàíîâèòñÿ
òî, ÷òî êîìïîçèòîðû ÕÕ âåêà èñïîëüçóþò ýòî ñìûñëîîáðàçóþùåå ñâîé-
ñòâî êàòåãîðèè ïðîñòðàíñòâà è ïðèáåãàþò ê ñîçäàíèþ òàê íàçûâàåìîé
ïðîñòðàíñòâåííîé ìóçûêè, êîòîðàÿ âîïëîùàåò äàëåêî íå òîëüêî ïðî-
ñòðàíñòâåííûå ÿâëåíèÿ îêðóæàþùåé äåéñòâèòåëüíîñòè. Â ìóçûêå ÕÕ
âåêà êîìïîçèòîðû äîñòàòî÷íî ÷àñòî èñïîëüçóþò «ïðîñòðàíñòâåííûå» íà-
çâàíèÿ ïðîèçâåäåíèé, çà êîòîðûìè ñëóøàòåëþ îòêðûâàåòñÿ ñîâåðøåí-
íî èíàÿ, òðàíñöåíäåíòàëüíàÿ ðåàëüíîñòü. Ìû âûÿñíèëè, ÷òî çà òàêèìè
çàãîëîâêàìè è ïðîñòðàíñòâåííûìè ýôôåêòàìè ìóçûêè ïðÿ÷åòñÿ ìíî-
æåñòâî òåìïðîáëåì, òðåâîæàùèõ ÷åëîâåêà ÕÕ–XXI âåêà, è îíè âûëèâà-
þòñÿ â ñîçäàíèå ïðîèçâåäåíèé – ôèëîñîôñêèõ êîíöåïöèé.

Öåëü èññëåäîâàíèÿ – ïîêàçàòü ôèëîñîôñêèå òåìû, ðàñêðûâàþùè-
åñÿ ÷åðåç êàòåãîðèþ ïðîñòðàíñòâà â ìóçûêå. Â çàäà÷è èññëåäîâàíèÿ âõî-
äèò âûÿâëåíèå ïðè¸ìîâ îïðîñòðàíñòâëèâàíèÿ ìóçûêàëüíîé ìàòåðèè â
êîìïîçèöèÿõ ÕÕ âåêà, à òàêæå óñòàíîâëåíèå ñðåäñòâ âûðàçèòåëüíîñòè
íîâûõ îáðàçîâ â ìóçûêå ÕÕ âåêà.

Èçó÷åíèå áîëåå 50 ïðîèçâåäåíèé êîìïîçèòîðîâ ÕÕ âåêà – Àðíîëüäà
Ø¸íáåðãà, Äü¸ðäà Ëèãåòè, Êøèøòîôà Ïåíäåðåöêîãî, Äæîíà Êåéäæà,
Ãèè Êàí÷åëè, Ñîôèè Ã óáàéäóëèíîé – ïîêàçàëî, ÷òî çíà÷èòåëüíî ðàñ-
øèðèëñÿ äèàïàçîí âûðàçèòåëüíûõ ñðåäñòâ óæå ñëîæèâøèõñÿ â ìóçûêàëü-
íîì èñêó ññòâå îáðàçîâ, íàïðèìåð, òàêèõ êàê Ñòèõèÿ èëè Âå÷íîñòü. Òàêæå
áûëî ó ñòàíîâëåíî, ÷òî ðàñøèðèëàñü è îáíîâèëàñü ñàìà îáðàçíàÿ ñôåðà
ïðîñòðàíñòâà â ìóçûêå ÷åðåç îáðàçû âèðòóàëüíûõ Âñåëåííûõ, èíòåðïðå-
òèðóåìûå â ðàçíûõ çíà÷åíèÿõ.
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Ïðè àíàëèçå ìóçûêè áûëî ó ñòàíîâëåíî, ÷òî ïðîñòðàíñòâåííûå
ýôôåêòû â ìóçûêå êîìïîçèòîðîâ ÕÕ âåêà ïîä÷èíåíû ðàñêðûòèþ ñëåäó-
þùèõ ôèëîñîôñêèõ òåì:
— ïðèðîäà – ÷åëîâåê – öèâèëèçàöèÿ;
— âèðòóàëüíûå Âñåëåííûå;
— âíóòðåííåå ïðîñòðàíñòâî ÷åëîâåêà – ñîöèàëüíîå ïðîñòðàíñòâî;
— æèçíü íà Çåìëå ïîñëå ãèáåëè ×åëîâå÷åñòâà.

Âîïëîùåíèå ýòèõ òåì â ìóçûêå ÕÕ âåêà ïîêàçûâàåò èõ âàæíîñòü è
àêòóàëüíîñòü äëÿ âñåãî ÷åëîâå÷åñêîãî ñîîáùåñòâà, ÷òî ïîä÷¸ðêèâàåò èõ
ýêçèñòåíöèàëüíóþ ïðèðîäó .

Áûëî âûÿâëåíî, ÷òî äëÿ ðàñêðûòèÿ òåìû  ï ð è ð î ä à  –  ÷ å ë î â å ê  –
ö è â è ë è ç à ö è ÿ çà÷àñòóþ âûáèðàåòñÿ ìîäåëü êîíôëèêòà îáðàçíûõ ñôåð.
Òàêîâà ñèìôîíè÷åñêàÿ ïîýìà Ïåëëåàñ è Ìåëèçàíäà (Pelleas und Melisande)
îð. 5 Ø¸íáåðãà. Ìîäåëü ïåðñîíèôèöèðó åòñÿ ÷åðåç îáðàçû Ìåëèçàíäû
(äèòÿ ëåñà â 1 ÷àñòè ïîýìû) è Ïåëëåàñà (ñèìâîë íîâîé ñîöèàëüíîé äåé-
ñòâèòåëüíîñòè âî 2 ÷àñòè ïîýìû) – ãåðîåâ ñèìâîëè÷åñêîé ïîýìû Ìîðèñà
Ìåòåðëèíêà. Â ìóçûêå ýòà êîíöåïöèÿ ÿñíî îñîçíà¸òñÿ â êîíòðàñòå ïðî-
ñòðàíñòâåííûõ çâóêîîáðàçîâ øåëåñòà ñòðóí îðêåñòðà, «äûõàíèÿ» äåðå-
âÿííî-äóõîâûõ, èíòîíàöèîííûõ ïåðåêëè÷åê â ãðóïïàõ îðêåñòðà, ïàðÿùåé
ìåëîäèè ñêðèïêè è çíàêîâ-ñèãíàëîâ ñîöèàëüíîé ðåàëüíîñòè – ïðèçûâ-
íûõ ôàíôàð ìåäíî-äóõîâûõ èíñòðóìåíòîâ, ìåõàíèñòè÷åñêèõ ðèòìîôîð-
ìóë ìàðøà, ìàññèâíîñòè «ãóëà» âñåãî îðêåñòðà, ïîãëîùàþùåãî ìåëîäèþ
ñêðèïêè. Òàêîå ïðîòèâîïîñòàâëåíèå âûðàçèòåëüíûõ ñðåäñòâ ðàñêðûâàåò
òåìó áëåñêà è çàìàí÷èâîñòè, íî â òî æå âðåìÿ è ãèáåëüíîñòü ñîâðåìåí-
íîé öèâèëèçàöèè äëÿ âñåãî åñòåñòâåííîãî, «ïðèðîäíîãî», ãóìàííîãî â
÷åëîâåêå. Ìîäåëü ïðîòèâîïîñòàâëåíèÿ ïðèðîäû è ÷åëîâåêà, ñ îäíîé ñòî-
ðîíû, è öèâèëèçàöèè – ñ äðóãîé, ÿðêî ðàñêðûâàåòñÿ â êîíöåïöèè Ïåð-
âîé ñèìôîíèè Ã óñòàâà Ìàëåðà, ãäå ãåðîé – äèòÿ ïðèðîäû (äâå ïåðâûå
÷àñòè ñèìôîíèè) – ãèáíåò , íå ïðèíÿâ öèâèëèçàöèþ è íå ïðèíÿòûé åþ
(äâå ïîñëåäíèå ÷àñòè). Òåì ñàìûì ïîêàçûâàåòñÿ, êàê ðàçðóøèòåëüíîå
äâèæåíèå ïîâñåäíåâíîñòè «ïîãëîùàåò» ãóìàíèçì ÷åëîâå÷íîñòè.

Åù¸ îäíà òåìà, ïðèâëåêàþùàÿ âíèìàíèå êîìïîçèòîðîâ ÕÕ âåêà –
â è ð ò ó à ë ü í û å  Â ñ å ë å í í û å. Èõ ñóùåñòâîâàíèå â ìóçûêå ðàñêðûâàåò
êîíöåïöèþ áûòèÿ ðàçíîîáðàçíûõ ïðîñòðàíñòâ âî Âñåëåííîé è êîñìè-
÷åñêîãî ïðîñòðàíñòâà, êàê òàêîâîãî. Àðòóð Ëóðüå (Arthur Louri é) â ïðî-
èçâåäåíèè Modéré ðèñóåò íåêèé çàãàäî÷íûé ìèð, òîïîñ, æèâóùèé ñîá-
ñòâåííîé æèçíüþ. Ïàññàæè ôîðòåïèàíî, äèññîíàíñû çàõâàòûâàþò
áîëüøîé  äèàïàçîí, ïåðåìåæàÿñü ñ ïà óçàìè, íàïîëíÿþùèìè ìóçûêàëü-
íóþ ìàòåðèþ ïðîñòðàíñòâåííûìè ýôôåêòàìè. Îáðàçû ïîäîáíîãî ðîäà,
ïðîÿâëÿþùèå ñåáÿ áëèêàìè è âñïûøêàìè àêêîðäîâ è ïàññàæåé, ðàñ-
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öâå÷èâàþùèõ ðàññðåäîòî÷åííóþ ôàêòóðó ïðîèçâåäåíèÿ, ìîæíî íàáëþ-
äàòü ó Ëóðüå â ïðîèçâåäåíèè Ôîðìû â âîçäóõå (Formes en l’air), ó Àëåê-
ñàíäðà Ñêðÿáèíà â Ïðåëþäèÿõ îð. 74, â Ñîíàòå  ¹ 1 Ïüåðà Áóëåçà,
Hyperprisme Ýäãàðà Âàðåçà (Edgard Varèse). Îñâîåíèå âåðòèêàëüíîé êî-
îðäèíàòû ïðîèçâåäåíèÿ ïðîèñõîäèò â ðàçëè÷íûõ èíòîíàöèîííûõ, òåì-
áðîâûõ, ðåãèñòðîâûõ âàðèàíòàõ, ñîçäàþùèõ âïå÷àòëåíèå íàáëþäåíèÿ çà
ñàìîñòîÿòåëüíî æèâóùèì íåïîçíàííûì îáúåêòîì.

Ïðèìå÷àòåëüíî, ÷òî òåìà âèðòóàëüíûå Âñåëåííûå ðàñêðûâàåòñÿ íå
òîëüêî â êîíòåêñòå íåêèõ âîîáðàæàåìûõ íåèçâåäàííûõ ïðîñòðàíñòâ, íî
è â âèäå íåïîçíàííîé âñåëåííîé âíóòðåííåãî ïðîñòðàíñòâà ÷åëîâåêà.
Òàêîâû ïðîèçâåäåíèÿ ìåäèòàòèâíîé ìóçûêè Âèêòîðà Åêèìîâñêîãî, Âëà-
äèìèðà Ìàðòûíîâà, Äæîíà Êåéäæà, Êàðëõàéíöà Øòîêõà óçåíà, Ñòèâà
Ðàéõà, Âèêòîðà Óëüÿíè÷à. Â íèõ ýôôåêòû, ïåðâîíà÷àëüíî ñâÿçàííûå
ñ ïðîñòðàíñòâåííîé ìóçûêîé (ôèãóðàöèîííàÿ ôàêòóðà, äëèòåëüíîå
âàðüèðîâàíèå îäíîé èíòîíàöèè, ðàçëè÷íûå òåìáðîâûå è ðåãèñòðîâûå
ýôôåêòû), íåçàìåòíî òðàíñôîðìèðóþò âîñïðèÿòèå îò ñîçåðöàíèÿ ïëàâíî
«âñïëûâàþùèõ» çâóêîâûõ êàðòèí-îáðàçîâ ê ñàìîñîçåðöàíèþ. Ñðåäè
ïðèìåðîâ – Âîîáðàæàåìûå ëàíäøàôòû (Imaginary Landscapes, 1939–
1952) è Ìå÷òà (Dream, 1948) Äæîíà Êåéäæà, Ïîë¸òû âîçäóøíûõ çìååâ
(Flying Kites 1992) Âèêòîðà Åêèìîâñêîãî, Ñàäû ðàäîñòè è ïå÷àëè (2001)
Ñîôèè Ã óáàéäóëèíîé, Äûõàíèå Êîñìîñà  (Breathing Space, 1993) Âèêòîðà
Óëüÿíè÷à, Ïðîñòðàíñòâî ñêðûòîãî ïðîèçíåñåíèÿ  (Spaces of Latent Utter-
ance, 2012) Âëàäèìèðà Ìàðòûíîâà.

Òåìà  â í ó ò ð å í í å å  ï ð î ñ ò ð à í ñ ò â î  ÷ å ë î â å ê à  –  ñ î ö è à ë ü í î å
ï ð î ñ ò ð à í ñ ò â î  íåðåäêî îêàçûâàåòñÿ ñâÿçàííîé ñ òåìîé ïîìèíîâåíèÿ,
îïëàêèâàíèÿ óøåäøåãî, îíà ôîðìèðó åò ñìûñëîâîå ïîëå âîïëîùåíèÿ
âíóòðåííåãî ïðîñòðàíñòâà ÷åëîâåêà â ìóçûêå. Â ïðîèçâåäåíèè Êàí÷åëè
Êëàäáèùå ïðè âåòðå (Mourend by the Wind – ëèòóðãèÿ äëÿ îðêåñòðà è âèî-
ëîí÷åëè ñîëî), â ïåðâîé ÷àñòè Molto largo , «âíóòðåííåå ïðîñòðàíñòâî»
âûòåñíÿåò ýôôåêòû âíåøíåãî. Íà ôîíå îñòèíàòíîãî ìàëîñåêóíäîâîãî
ìîòèâà ó êîíòðàáàñîâ ïîñòåïåííî, èç äîëãèõ çâóêîâ, ñêëàäûâàåòñÿ ìå-
ëîäèÿ âèîëîí÷åëè, ñîçäàâàÿ îùóùåíèå ïîãðóæ¸ííîñòè â ãëóáîêî îòðå-
ø¸ííîå ñîñòîÿíèå. Âíóòðåííåå ïðîñòðàíñòâî ðàçðàñòàåòñÿ è çàíèìàåò
ñîáîé âñ¸ íàñòîëüêî, ÷òî âíåøíèé ìèð âîñïðèíèìàåòñÿ êàê íå÷òî äàë¸-
êîå è î÷åíü ñêðîìíîå ïî ìàñøòàáàì. ×àñòî òåìà ïîìèíîâåíèÿ ðåàëèçó-
åòñÿ â ìóçûêå ÕÕ âåêà â âèäå ìåäèòàòèâíûõ ñîñòîÿíèé òðàãåäèéíîãî
ïðåáûâàíèÿ, êàê íàïðèìåð, â Ïðåëþäèè îð. 16 ¹ 4 Àëåêñàíäðà Ñêðÿ-
áèíà, Òðèî ïàìÿòè È. È. Ñîëëåðòèíñêîãî Äìèòðèÿ Øîñòàêîâè÷à, Òðàóð-
íîé ìóçûêå ïàìÿòè Áåëû Áàðòîêà  Âèòîëüäà Ëþòîñëàâñêîãî, Ïîõîðîííîì
ìàðøå  èç Òðèî äëÿ ñêðèïêè, êëàðíåòà è ôîðòåïèàíî Ã àëèíû Ó ñòâîëüñ-
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êîé. Ýòà òåìà ïðåäîïðåäåëÿåò ó ñòðåìë¸ííîñòü äóøè ê âûñøèì ñôåðàì è
ïîÿâëåíèå æàíðîâûõ ïðèçíàêîâ ìîëèòâû, ýëåãè÷åñêîé ñîçåðöàòåëüíî-
ñòè (ñì. ïîäðîáíåå: Àíäðóùàê 2008: 13–15).

Ïî èíîìó ðàñêðûâàåòñÿ ôèëîñîôñêàÿ òåìà âíóòðåííåå ïðîñòðàíñòâî –
ñîöèàëüíîå â Äåñÿòîé ñèìôîíèè (1953) Äìèòðèÿ Øîñòàêîâè÷à è â ïðî-
èçâåäåíèÿõ Áîãóñëàâà Ìàðòèíó: â Äâîéíîì êîíöåðòå äëÿ äâóõ îðêåñò-
ðîâ, ôîðòåïèàíî è ëèòàâð (1938) è â Äåâÿòîì ñòðóííîì êâàðòåòå Es-dur
ñî÷. 117 (1964). Êàðäèíàëüíûå ðàçëè÷èÿ ëè÷íîñòè è òîëïû äàþò ñòèìóë
êîìïîçèòîðàì äëÿ ñîçäàíèÿ îñîáîãî ðîäà äðàìàòóðãèè, ðàñêðûâàþùåé,
ïîä÷¸ðêèâàþùåé ýòè ðàçëè÷èÿ è èñïîëüçóþùåé èõ êàê ñòèìóë äëÿ ðàç-
âèòèÿ. Òàêîâû ïðåâðàùåíèÿ ëèðè÷åñêè èñïîâåäàëüíûõ òåì ãëàâíîé
ïàðòèè ýêñïîçèöèè ïåðâîé ÷àñòè â ñàìîóâåðåííûé è ýíåðãè÷íûé ìàðø
â ðàçðàáîòêå Ïÿòîé ñèìôîíèè Øîñòàêîâè÷à, ïðîòèâîïîñòàâëåíèå ìî-
íîëîãè÷åñêèõ âûñêàçûâàíèé ãðîçíî çâó÷àùåìó îðêåñòðó â ñòðóííûõ
êâàðòåòàõ ¹ 8, 9, 13 è â Äåñÿòîé ñèìôîíèè Øîñòàêîâè÷à. Ò àêîâà Ïåð-
âàÿ ñèìôîíèÿ (1958) Ñåðãåÿ Ñëîíèìñêîãî, â êîòîðîé, ïî ìíåíèþ àâòîðà,
ïîêàçàíû «îäèíîêàÿ ëè÷íîñòü è ÷¸ðòîâî êîëåñî òîëïû. Ïîèñê èäåàëà è
âåñ¸ëîå ïðåóñïåâàíèå. Èíäèâèäóàëüíîå è áàíàëüíîå…» (Ñëîíèìñêèé
2000: 148). Ýòà æå òåìà ïðîõîäèò êðàñíîé íèòüþ ÷åðåç åãî Âòîðóþ, ×åò-
âåðòóþ ñèìôîíèþ è íàõîäèò çàâåðøåíèå â 33 («ïîñëåäíåé», ïî ñëîâàì
Ñëîíèìñêîãî 1) cèìôîíèè (2014). Êîíòðàñò ëè÷íîñòíîãî è îáùåñòâåí-
íîãî ñòàíîâèòñÿ òåìîé ðàçâèòèÿ â Ïåðâîì âèîëîí÷åëüíîì êîíöåðòå
(1963) è â Êîíöåðòå äëÿ àðôû è êàìåðíîãî îðêåñòðà (1977) Áîðèñà Ò è-
ùåíêî, â åãî Ò ðåòüåé (1965) è Ïüÿòîé (1998) ñèìôîíèè.

Ïî èíîìó ðàñêðûâàåòñÿ ôèëîñîôñêàÿ òåìà âíóòðåííåå ïðîñòðàíñòâî –
ñîöèàëüíîå â âîïëîùåíèè òåìû òðàãåäèè âåíãåðñêîãî íàðîäà è âëàñòè â
ìóçûêå Ôîðòåïèàííîãî êîíöåðòà (1985–1988) Ëèãåòè. Çäåñü îòðàæàåòñÿ
èñòîðè÷åñêàÿ ðåòðîñïåêòèâà ñîáûòèé, ïðîèñøåäøèõ â Âåíãðèè â
1956 ãîäó. Êîíôëèêò äâóõ ñîñòàâëÿþùèõ – ÷åëîâåêà è òîëïû, ÷åëîâåêà è
âëàñòè – ðåàëèçóåòñÿ ÷åðåç âçàèìîäåéñòâèå èíòîíàöèé-çíàêîâ æèçíè îá-
ùåñòâà (òàíöåâàëüíûõ ðèòìîâ, ñîïîñòàâëåíèÿ ðàçíîëèêèõ òåìáðîâ óäàð-
íûõ èíñòðóìåíòîâ) è èíòîíàöèé-çíàêîâ âëàñòè (ãëóáîêîãî, íèçêîãî,
ïîäàâëÿþùåãî çâóêà íèçêèõ äóõîâûõ, äëÿùåãîñÿ â ïó ñòîòå; ðåçêèõ äèñ-
ñîíàíñîâ; «ãîâîðÿùèõ» ãðàíä-ïà óç). Òàê ïîêàçûâàþòñÿ ÷óâñòâà íàðîäà â
êîíòåêñòå ïðîñòðàíñòâà îäíîé åäèíîé äóøè, îáúåäèí¸ííîé îùóùåíè-
åì íàäâèãàþùåéñÿ êàòàñòðîôû. Îñíîâó ïàðòèè ãåðîÿ-ôèëîñîôà, íàáëþ-
äàþùåãî è ïîâåñòâóþùåãî î ñîáûòèÿõ, ïðåäñòàâëÿåò ðàçíîîáðàçíûå

1 Ñëîíèìñêèé, Ñåðãåé (2015). «Ìóçûêà äîëæíà áûòü ðåàëüíî ïðîæèòà». Èãðàåì
ñ íà÷àëà 12 (138). http://gazetaigraem.ru/a1201504 (ïðîñìîòð 15 äåêàáðÿ 2015 ãîäà).
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èíñòðóìåíòàëüíûå ìîíîëîãè, ïðîòèâîñòîÿùèå ðàçíîëèêîñòè îðêåñòðî-
âîé ìàññû èëè äèññîíàíòíîé àêêîðäîâîé ôàêòóðå. Ò àêîâû Õðîìàòè÷åñ-
êàÿ ôàíòàçèÿ (Chromatische Phantasie) äëÿ ôîðòåïèàíî, Ýòþä ¹ 6 Îñåíü
â Âàðøàâå (Automne à Varsovie), Òðèî äëÿ ñêðèïêè, âàëòîðíû è ôîðòå-
ïèàíî, Ìåëîäèè (Melodien) äëÿ îðêåñòðà è äðóãèå ïðîèçâåäåíèÿ Ëèãåòè.

Ïðîñòðàíñòâåííîå «ðåøåíèå» ñâîéñòâåííî òàêæå äëÿ âîïëîùåíèÿ
òåìû æ è ç í ü  í à  Ç å ì ë å  ï î ñ ë å  ã è á å ë è  × å ë î â å ÷ å ñ ò â à. Îíà âî ìíî-
ãîì èíèöèèðîâàíà ñîáûòèÿìè Âòîðîé ìèðîâîé âîéíû, áîìá¸æêàìè Õè-
ðîñèìû è Íàãàñàêè â 1945 ãîäó è ×åðíîáûëüñêîé òðàãåäèåé â 1986 ãîäó.
Äàííûé êîíöåïò ðàñêðûâàåòñÿ ïðè ïîìîùè ïîêàçà ãëóáèííîé âçàèìî-
ñâÿçè æèçíè ×åëîâåêà è æèçíè Âñåëåííîé, ñëîâíî îòðàæ¸ííûõ äðóã â
äðóãå, êàê ìàëîå â âåëèêîì è íàîáîðîò . Ýòà òåìà çà÷àñòóþ ðåøàåòñÿ ïðè
ïîìîùè ñîíîðèñòè÷åñêîé îðãàíèçàöèè ìóçûêàëüíîé ôîðìû ó Ïåíäå-
ðåöêîãî, Ëèãåòè, Ýäãàðà Âàðåçà.

Òåìà óøåäøåãî áûòèÿ ÷åëîâå÷åñòâà ðàçâèâàåòñÿ è â Ôîíîãðàììàõ
(Fonogrammi, 1961) Ïåíäåðåöêîãî äëÿ ñèìôîíè÷åñêîãî îðêåñòðà. Còðóí-
íûå è óäàðíûå èãðàþò çäåñü âåäóùóþ ðîëü. Òåìà æèçíè íà Çåìëå ïîñëå
÷åëîâåêà ðàñêðûâàåòñÿ â ïðîèçâåäåíèÿõ Àòìîñôåðû  (Atmosphères) è Lux
aeterna Ëèãåòè. Êîìïîçèòîð ñîçäà¸ò ïðîñòðàíñòâî, íàïîëíåííîå ñâîåé
ñîáñòâåííîé æèçíüþ, ëèø¸ííîé ÷åëîâå÷åñêîãî ïðèñóòñòâèÿ.  Âîïëîùå-
íèå  â ïðîèçâåäåíèè Lux aeterna íåêîåé òðàíñöåíäåíòíîé ðåàëüíîñòè,
íåïîçíàâàåìîé ÷åëîâåêîì è âûçûâàþùåé âíóòðåííèé óæàñ, ïåðåäàíî
ñåêóíäîâûìè äèññîíàíñàìè, äâèæåíèåì ìèêðîïîëèôîíèè. Âåðòèêàëü-
íûå çâóêîâûå íàäñòðîéêè íàä ãîëîñàìè, ãóë, ýõî, íàðàñòàþùèå øóìû
îòðàæàþò íåïîçíàííîå, íàáëþäàåìîå ïðîñòðàíñòâî, ôîðìèðóþùåå îùó-
ùåíèå óäèâëåíèÿ, íåäîóìåíèÿ è óæàñà. Áëèçêèå àññîöèàöèè ñ ïðîñòðàí-
ñòâîì, æèâóùèì, ñëîâíî îãðîìíûé îðãàíèçì, âîçíèêàþò è â îðãàííîé
ïüåñå Ëèãåòè Îáú¸ìû (Volumina).

Çàêîíîìåðåí âûâîä, ÷òî ïðîñòðàíñòâî â ìóçûêå êîìïîçèòîðîâ ÕÕ
âåêà ïðåäñòà¸ò â âèäå ñèíòåòè÷åñêîé ñìûñëîâîé ñòðóêòóðû ãëîáàëüíîãî
îáîáùåíèÿ. Â íåãî âêëþ÷àåòñÿ êîìïëåêñ ÿâíûõ è íåÿâíûõ ñìûñëîâ èëè
òîãî, ÷òî áåññîçíàòåëüíî òðåâîæèò ÷åëîâåêà â íîâîé èçìåíÿþùåéñÿ ðå-
àëüíîñòè. Ïðîñòðàíñòâî ñî÷èíåíèÿ ôîðìèðó åò íå ñòîëüêî îïðåäåë¸í-
íàÿ ñèòóàöèÿ (îòðàæåíèå îêðóæàþùåé äåéñòâèòåëüíîñòè), à àðõåòèïè-
÷åñêîå ñîáûòèå-ñèìâîë, â êîòîðîì ïðîÿâëÿåòñÿ êóëü òóðíî-ñîöèàëüíûé
îïûò , ñëîæèâøèéñÿ â ìíîãîâåêîâîé èñòîðèè ÷åëîâå÷åñòâà.

Ïðè âîïëîùåíèè ïðîñòðàíñòâåííîãî óíèâåðñóìà â ìóçûêå ÕÕ âåêà
ñóùåñòâåííî ðàñøèðèëñÿ äèàïàçîí âûðàçèòåëüíûõ ñðåäñòâ òðàäèöèîí-
íûõ îáðàçîâ. Ò àê, îáðàç Ñòèõèè ñîçäà¸òñÿ ïðè ïîìîùè ñîíîðèñòè÷åñ-
êèõ ñðåäñòâ: øîðîõà ôëàæîëåòîâ, ñêîëüæåíèÿ ïî áàñîâîé ñòðóíå, òðå-
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ìîëî, ãëèññàíäèðîâàíèÿ, ãëóõîãî, íàðàñòàþùåãî çâóêà ëèòàâð. Îáðàç Âå÷-
íîñòè ñîçäàåòñÿ ïðè ïîìîùè çâó÷àíèÿ õîðîâîé ìàññû ãîëîñîâ, èñïîëíÿ-
þùèõ àñåìàíòè÷åñêèå ñëîãè, ãðàíä-ïà óç, ìèêðîïîëèôîíèè. Â îáðàçíóþ
ñôåðó ìóçûêè ÕÕ âåêà âõîäÿò íîâûå îáðàçû, íàïðèìåð, îáðàç Íåîáúÿò-
íîãî Íåïîçíàííîãî, â çíà÷åíèè çàêðûòîãî, êðàñèâîãî, íåïîñòèãàåìîãî
ïðîñòðàíñòâà. Îí ðåàëèçîâàí îñîáûì êîìïëåêñîì ñðåäñòâ: äóáëèðîâêàìè
êâàðò, êâèíò, îêòàâ, òðèòîíîâ; ýôôåêòîì çâóêîâîãî íàïëûâà, ñîçäàâàå-
ìîãî íàðàùèâàíèåì äèíàìèêè è îáú¸ìà ãîëîñîâ; ñîâìåùåíèåì äèàòî-
íè÷åñêèõ øêàë, èñïîëüçîâàíèåì ïåäàëè, çâó÷àíèåì àýðîôîíîâ. Â èòîãå,
íà ïðèìåðå òâîð÷åñòâà êîìïîçèòîðîâ ÕÕ âåêà ìû ìîæåì âîññòàíîâèòü
è ÿñíî âèäåòü êàðòèíó ìèðà è ìíîæåñòâî ñîñòàâëÿþùèõ å¸ êîìïîíåí-
òîâ, îòðàæ¸ííûõ ÷åðåç ìóçûêàëüíîå âîñïðèÿòèå è òâîð÷åñòâî ÷åëîâåêà
ÕÕ âåêà.

Category of Space in the Music of the 20th Century

Svetlana Mozgot

Summary

A great number of contemporary researchers – philosophers, linguists,
musicologists and others – mark the universal properties of the category of
space. In the evolution of music, the meanings expressed by music significantly
change that shows the need to continue the research of spatial properties of
a musical matter. Composers of the 20th century, feeling the potential of this
category, use a set of techniques to make a musical matter spatial. The rese-
arch objective of this paper is to identify these techniques and to examine
which meanings are disclosed through the category of space in music. Univer-
sality of the category of space creates an ontological inclusiveness and existen-
tial depth of sense of the musical work thanks to the relationship to extra-
musical experience of the person.

The methods of the research include musicological analysis, content
analysis, hermeneutics, comparative analysis.

The 20th century composers – Arnold Schoenberg, György Ligeti, Krzysztof
Penderecki, John Cage, Giya Kancheli and Sofia Gubaidulina – by using
numerous techniques, making music spatial, expand the expressiveness of
music. Spatial effects in their music serve to disclose the following philosophical
themes – issues disturbing the person of the 20th–21st centuries: ‘the nature –
the person – the civilization’; ‘the virtual Universes’; ‘the internal space of
the person – social space’; and ‘life on the Earth after the death of Mankind’.
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In order to disclose the philosophical theme of ‘the nature – the person –
the civilization’, the model of the conflict of figurative spheres is often chosen –
two of them taken together can be opposed to one, for example, the nature
and the person are opposed to the civilization. The theme ‘the virtual Univer-
ses’ shows an interest of the person in investigating various spaces presented
both in human life and in the Universe – surrounding air environment, a
cosmic landscape. The composers often disclose the theme ‘internal space –
social space’ as the internal space of the person by using the theme of a com-
memoration and mourning of the deceased which shapes a semantic field to
embody the internal space of the person in music. The theme ‘life on the
Earth after the death of Mankind’ in music of the 20 th century draws the
space filled with his own life deprived of human presence.

The subjects – challenges disturbing the contemporary person such as
‘the nature – the person – the civilization’ in diverse interaction of these
components, ‘life on Earth after the death of Mankind’, ‘the internal space
of the person’ and ‘the virtual Universes’ are uncovered in compositions of
the 20th century with the help of various techniques making a musical matter
spatial, for example, the description of the scene caught from moving fore-
shortenings.

Key words: techniques making music spatial, musical images, subjects –
challenges, musical meanings.
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ìóçûêàëüíîì èñêó ññòâå: òðàäèöèè è íîâàòîðñòâî

Dr. art. Àííà Ïðåäîëÿê
Äîöåíò Êðàñíîäàðñêîãî ãîñóäàðñòâåííîãî óíèâåðñèòåòà

êóëüòóðû è èñêóññòâ

Ñåãîäíÿ èíòåðåñ ê îïåðíîìó èñêó ññòâó îãðîìåí. Îá ýòîì ñâèäåòåëü-
ñòâóþò ìíîãî÷èñëåííûå îïåðíûå øêîëû, ïîñòàíîâêè îïåðíûõ ñïåêòàê-
ëåé, îïåðíûå øîó-ïðîãðàììû, ïîâûøåííûé èíòåðåñ ê òåõíèêå áåëüêàíòî.

Âîïðîñ èíòåðïðåòàöèè îïåðíûõ ñïåêòàêëåé ñòîèò ñåãîäíÿ äîñòàòî÷-
íî îñòðî. Íå âñåãäà òðàêòîâêà òîé èëè èíîé îïåðû óäà÷íî ñèíòåçèðó åò
çàìûñåë àâòîðà è ðåæèññåðà-ïîñòàíîâùèêà. Ïðèìåðàìè ìîãóò ñëóæèòü
ïîñòàíîâêà Ðóñëàíà è Ëþäìèëû Ìèõàèëà Ã ëèíêè â Áîëüøîì òåàòðå (2011)
èëè Òðàâèàòà Äæóçåïïå Âåðäè â òåàòðå Ëÿ Ñêàëà (2013). Îäíàêî, ïîëå
ðåæèññåðà-ïîñòàíîâùèêà ñåãîäíÿ ÿâëÿåòñÿ ïîëåì ýêñïåðèìåíòîâ è ïî-
èñêîâ íîâûõ ñìûñëîâ, ñâÿçàííûõ ñ ñîâðåìåííîñòüþ. Ïîýòîìó èìåííî
ðåæèññåð, à íå äèðèæåð ñåãîäíÿ ñ÷èòàåòñÿ ãëàâíûì â ñöåíè÷åñêîì ðå-
øåíèè ñïåêòàêëÿ.

Ñïåöèôèêà òåõíèêè áåëüêàíòî, âëàäåíèå åþ ïåâöàìè – åùå îäíà
âàæíàÿ ïðîáëåìà îïåðíîãî èñêó ññòâà. Ñòàðàÿ è íîâàÿ ïåâ÷åñêàÿ øêîëà
îïïîçèöèîíèðóþò äðóã ê äðóãó . Îñòàíîâèìñÿ íà íåñêîëüêèõ ïîçèöèÿõ
îïåðíîãî ïåíèÿ.

Âîñïèòàíèå ïåâöîâ . Ìûñëåííî ïåðåíåñåìñÿ â XVIII âåê è ïîñìîòðèì ,
êàê âîñïèòûâàëè ïåâöîâ. XVIII ñòîëåòèå â èñòîðèè ðàçâèòèÿ âîêàëüíîãî
èñêóññòâà â Åâðîïå ñòàëî çîëîòûì âåêîì. Ýòî áûë âçðûâ âèðòó îçíîñòè,
ãäå ïåâöû ñîðåâíîâàëèñü äðóã ñ äðóãîì, ãäå ïðîáëåìû ïåíèÿ áûëè íà ïî-
âåñòêå äíÿ, ãäå ñîçäàâàëèñü ôðàêöèè è ôàí-êëóáû, ïîäîáíî òîìó , êàê ñå-
ãîäíÿ îáñòîèò äåëî ñðåäè ôóòáîëüíûõ áîëåëüùèêîâ. Ïðèòîì ñîðåâíîâàíèÿ
áûëè íå òîëüêî ìåæäó ïåâöàìè, íî è ìåæäó ïåâöàìè è èíñòðóìåíòàëèñ-
òàìè, íàïðèìåð, ïåâöû ñîñòàçàëèñü â âèðòó îçíîñòè èñïîëíåíèÿ ñ òðóáîé.

Â XVIII âåêå ó òðóáû íå áûëî òàêîãî çâó÷àíèÿ è òåõíè÷åñêèõ âîç-
ìîæíîñòåé, êîòîðûìè íàäåëåí ýòîò èíñòðóìåíò ñåãîäíÿ, íî óæå òîãäà
îíà îáëàäàëà ÿðêèì è ìîùíûì çâóêîì ïî ñðàâíåíèþ ñ äðóãèìè ìóçû-
êàëüíûìè èíñòðóìåíàòìè. Ñòðóêòóðà «øîó» ñîñòÿçàíèÿ ïåâöà è òðóáà-
÷à ñîñòîÿëà â õîðîøî ïîñòàâëåííîì íîìåðå. Âî âðåìÿ ñîñòÿçàíèÿ ïåâåö
è èíñòðóìåíòàëèñò èñïîëíÿëè îäíó è òó æå, íî î÷åíü èçâåñòíóþ àðèþ
òîãî âðåìåíè. Êîíêóðåíöèÿ ìåæäó ãîëîñîì è èíñòðóìåíòîì ïðèâîäèëà
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ïóáëèêó â äèêèé âîñòîðã, è â çàëå òâîðèëîñü ÷òî-òî íåâîîáðàçèìîå. Â
XVIII âåêå ÷àñòî íà ñîðåâíîâàíèè ìåæäó ïåâöàìè èëè ïåâèöàìè è èí-
ñòðóìåíòàëèñòàìè äåëàëèñü ñòàâêè, êàê íà àçàðòíûõ èãðàõ èëè íà áîÿõ
ãëàäèàòîðîâ. Ýòîò ïðèìåð ïîêàçûâàåò íàì ìåðó âîêàëüíîé âëàñòè ïåâ-
öîâ òîãî âðåìåíè.

×òîáû ðàçâèòü ó ïåâöà ñèëüíûé è ìîùíûé ãîëîñ, çàíÿòèÿ ïåíèåì
íà÷èíàëèñü åùå â äåòñòâå. Äåòåé íà÷èíàëè ó÷èòü ïåíèþ ñ èñïîëüçîâà-
íèåì òîé æå âîêàëüíîé òåõíèêè, ÷òî è âçðîñëûõ, íî, êîíå÷íî æå, ïîä
ïðèñòàëüíûì ðóêîâîäñòâîì ìàñòåðà è ïðèäåðæèâàÿñü ñòðîãîé äèñöèï-
ëèíû. Ìåòîäèêà îáó÷åíèÿ äåòåé áûëà òàêîé æå, êàê è äëÿ âçðîñëûõ. Ñòà-
âèëèñü òå æå ïðîáëåìû: ïðàâèëüíîå äûõàíèå, ïëàâíîñòü ãðóäíîé êëåòêè ,
îòêðûòèå ãîðëà, ìåòîä «ïèòüåâîãî» çâóêà. Ìåíÿëàñü ôèçèîëîãèÿ ðåáåíêà ,
ðîñ åãî «ìóçûêàëüíûé èíñòðóìåíò», ïîñòåïåííî ìåíÿëñÿ ãîëîñ, ïðèîá-
ðåòàÿ íåîáõîäèìûå êà÷åñòâà äëÿ áëåñòÿùåé ïåâ÷åñêîé êàðüåðû.

Ñåãîäíÿ òàêæå äîñòàòî÷íî àêòóàëüíûì ÿâëÿåòñÿ âîïðîñ: êàê âîñïè-
òûâàòü ìîëîäûõ èñïîëíèòåëåé? Êàê îáó÷àòü ìîëîäûå ãîëîñà? Âåäü â
XVIII âåêå, êàê è ñåãîäíÿ, êàæäûé ïåâåö, ïåäàãîã èñêàë ñâîé ïóòü èëè
ñâîé ìåòîä â îáó÷åíèè ïåíèþ. Îá ýòîì ñâèäåòåëüñòâóþò ñîõðàíèâøèåñÿ
äî íàøèõ äíåé «æóðíàëû èçìåíåíèé» ïåâ÷åñêîãî ãîëîñà, â êîòîðûå âêëþ-
÷àëèñü çàïèñè âñåõ èçìåíåíèé ãîëîñà ïåâöà: îò åãî åñòåñòâåííîãî äåòñ-
êîãî çâó÷àíèÿ äî âçðîñëîãî ñòàíîâëåíèÿ. Êðîìå òîãî, çàïèñè íå ïðåêðàùà-
ëèñü è â çðåëîì âîçðàñòå ïåâöà. Ðåçóëüòàòû çàïèñåé æóðíàëîâ ïîêàçûâàþò ,
÷òî íà èõ ñòðàíèöàõ áûëè çàôèêñèðîâàíû ïîêàçàòåëè ïåâ÷åñêèõ ãîëî-
ñîâ âñåõ âîçðàñòîâ. Çäåñü íåâîëüíî âñïîìèíàåòñÿ ðàáîòà Èîãàííà Ñåáà-
ñòüÿíà Áàõà â øêîëå ïðè öåðêâè Ñâ. Ôîìû, à èìåííî òîò ôàêò , ÷òî îí
áûë îáÿçàí êàæäûé äåíü äåëàòü çàïèñü â æóðíàë î ðåçóëüòàòàõ çàíÿòèé
ñî ñâîèìè ó÷åíèêàìè. À îí ó÷èë èõ õîðîâîìó ïåíèþ.

Äæîâàííè Ìàíöó îëè ( Giovanni Manzuoli , 1720–1782) ïðåäñòàâèë
ðåçóëüòàòû ñâîèõ èññëåäîâàíèé ïðàêòè÷åñêèì ïóòåì. Îí âûâåë íà ñöåíó
ìîùíûå ãîëîñà, ñ äèàïàçîíîì 2,5 îêòàâû, è ýòè ãîëîñà áûëè ãîðäîñòüþ
ñâîåãî âðåìåíè. Ò î÷íî òàê æå â XVIII âåêå ñòàëè ïîÿâëÿòüñÿ ïåâöû äðó-
ãèõ ó÷èòåëåé-êàñòðàòîâ, òàê íàçûâàåìûå ñêîðîñïåëûå âîêàëèñòû, íî ñ
óäèâèòåëüíûì ìàñòåðñòâîì.

×òî æå êàñàëîñü ñàìèõ êàñòðàòîâ, òî èõ îáó÷åíèå áûëî áîëåå äëè-
òåëüíûì. Èõ òåëî äîëæíî áûëî ïðèéòè â íîðìó ïîñëå îïåðàöèè, ïîýòîìó
êóðñ îáó÷åíèÿ äîëæåí áûë áûòü áîëåå ñòðîãèì è òðåáîâàòåëüíûì; îí
äëèëñÿ 6–7 ëåò. Ìîëîäûå ïåâöû æèëè â äîìå ó÷èòåëÿ, îí óõàæèâàë çà
íèìè. Ðåáÿòà áûëè î÷åíü çàíÿòû â òå÷åíèå âñåãî äíÿ ïîäãîòîâêîé èõ
âîêàëüíîãî è ìóçûêàëüíîãî îáðàçîâàíèÿ è ÷àñòî äîñòèãàëè ïîñòðÿñàþ-
ùèõ ðåçóëüòàòîâ.
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Òåïåðü îáðàòèì âíèìàíèå íà òåõíè÷åñêèå õàðàêòåðèñòèêè, êîòîðûå
îòëè÷àþò áåëüêàíòî îò ëþáîãî äðóãîãî òèïà ïåíèÿ, â ÷àñòíîñòè â îòíî-
øåíèè äûõàíèÿ è èñïîëüçîâàíèÿ ðåçîíàòîðîâ äëÿ àòàêè çâóêà.

Òåðìèí èòàëüÿíñêîå áåëüêàíòî óïîòðåáëÿåòñÿ â îòíîøåíèè òåõíèêè
ïåíèÿ, êîòîðàÿ òðàäèöèîííî èñïîëüçó åòñÿ â ïåâ÷åñêèõ øêîëàõ åâðîïåé-
ñêèõ ñòîëèö XVIII–XIX âåêîâ. Â ýòî âðåìÿ ïðåïîäàâàòåëè âîêàëà ñòàëè
ïèñàòü ñòàòüè î ãîëîñå, åãî ôóíêöèÿõ è âîçìîæíîñòÿõ. Ñåãîäíÿ ïîíÿòèå
èòàëüÿíñêîå áåëüêàíòî ÿâëÿåòñÿ ñèíîíèìîì âîêàëüíîãî ìàñòåðñòâà âû-
ñî÷àéøåãî óðîâíÿ.

Ïåâöû â XVIII âåêå äîñòèãëè íåâåðîÿòíî âûñîêîãî óðîâíÿ âîêàëü-
íîé òåõíèêè. Àíàëèç èñïîëíÿåìîé èìè ìóçûêè ãîâîðèò îá ýòîì. Ñòîèò
îáðàòèòü âíèìàíèå, ÷òî âîêàëüíîå ïèñüìî òîé ýïîõè â áîëüøèíñòâå ñëó-
÷àåâ ÿâëÿåòñÿ ÷ðåçâû÷àéíî ñëîæíûì è íå ó ñòóïàåò òðóäíîñòÿì â îáëàñòè
âèðòóîçíîé èíñòðóìåíòàëüíîé ìóçûêè, ÷àñòî ïðèîáðåòàÿ åå õàðàêòåð.

Ñðåäè âîêàëèñòîâ â íàøè äíè áûòó åò ìíåíèå, ÷òî âåëèêèå ó÷èòåëÿ
ïåíèÿ XVIII âåêà îáëàäàëè êàêèì-òî «ìàãè÷åñêèì ñåêðåòîì» è ÿêîáû
ñåãîäíÿ îí ïîòåðÿí. Ýòî îò÷àñòè òàê, ïîòîìó ÷òî ðàíüøå ïåâöû îáëàäà-
ëè çíàíèÿìè «òàéíîãî âîëøåáñòâà» ïåíèÿ, îíè ìîãëè ñäåëàòü ëåãåíäàð-
íîå âûñòóïëåíèå. Íî ýòè çíàíèÿ íå áûëè ïîòåðÿíû, à áûëè óìûøëåííî
ñêðûòû. Èòàê, â ÷åì æå ñóòü òåõíèêè áåëüêàíòî?

Ï ð è í ö è ï  « ï è ò ü å â î ã î  ç â ó ê à » . Ýòî êîíöåïöèÿ âîêàëüíîé ìåòî-
äèêè XVIII, XIX è çíà÷èòåëüíîé ÷àñòè XX âåêà íèêîãäà íå áûëà ñêðûòà.
Îíà ïîñëàíà ÷åðåç âåêà êàê òðàäèöèÿ, êàê íåîñïîðèìûé ôàêò ôóíäà-
ìåíòàëüíîãî çíàíèÿ î ïåíèè, ÷òî äàåò òâåðäóþ òåõíè÷åñêóþ îïîðó . Ïðè
ýòîé òåõíîëîãèè ïåâåö äîëæåí âûðàáîòàòü îùóùåíèå «âûïåâàíèÿ» çâó-
êîâîãî ïîòîêà, ïîäîáíî òîìó , êàê ïüþò âîäó. Ýòî äîëãèé ïîèñê îùóùå-
íèé, òàê êàê çâóê âûõîäèò èç ïåâöà, íî îäíîâðåìåííî è âõîäèò îáðàòíî.
Ýòî îùóùåíèå ñâîáîäíîé öèðêóëÿöèè çâóêîâîãî ïîòîêà.

Ï ð è í ö è ï  ä û õ à í è ÿ . Ãîëîñ áûë íóæåí äëÿ óïðàâëåíèÿ äûõàíèåì.
Çäåñü ñòîèò âñïîìíèòü ñòàðûé àôîðèçì áåëüêàíòî – êòî õîðîøî äûøèò ,
òîò î÷åíü õîðîøî ïîåò . Ïðè ïåíèè óïðàâëÿòü ëó÷øå äûõàíèåì è íå ðèñ-
êîâàòü íàæèìàòü íà çâóê, òî åñòü íà ãîëîñîâûå ñâÿçêè.

Â 1952 ãîäó áàðèòîí Ìàðèî Áàçèîëà ( Mario Baziola , 1892–1965) â
Ìèëàíå îñíîâàë øêîëó ïåíèÿ. Îí âûâåë â ñâåò ìíîãèõ èçâåñòíûõ ïåâ-
öîâ: Äæóçåïïå äè Ñòåôàíî ( Giuseppe di Stefano), Äæàííè Ðàéìîíäè
(Gianni Raimondi ) è äð. Ñàì Ìàðèî Áàçèîëà ñòðåìèëñÿ äîáèâàòüñÿ õî-
ðîøåãî «çâóêîïîãëîùåíèÿ», ÷òîáû ñîõðàíèòü ìÿãêîñòü, ëåãêîñòü è ïîäúåì
çâóêà. Òåðìèí çâóêîïîãëîùåíèå  â íàøå âðåìÿ íå óïîòðåáëÿåòñÿ, õîòÿ ðà-
íåå ýòî áûëî ñàìî ñîáîé ðàçóìåþùååñÿ ïîíÿòèå.
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Ï ð è í ö è ï  ã ð ó ä í î ã î  ð å ç î í è ð î â à í è ÿ . Ýòî åùå îäèí òåõíè÷åñ-
êèé ýëåìåíò ñòàðîé øêîëû, â êîòîðîì ôèçè÷åñêîå ïîëîæåíèå âûñîêîé
ãðóäè ïîçâîëÿåò ñäåëàòü áîëüøèé ðåçîíàíñ çâóêà. Â ñîâðåìåííîé âîêàëü-
íîé øêîëå ýòîò òåõíè÷åñêèé ýëåìåíò ïðàêòè÷åñêè çàáûò . Èñïîëüçó åòñÿ
òîëüêî ïåíèå ÷åðåç ìàñêó ëèöà, òî åñòü ÷åðåç ëèöåâûå ðåçîíàòîðû. Ëþ-
áîé äðóãîé âèä ðàñøèðåíèÿ òåëà ðàññìàòðèâàåòñÿ êàê îïàñíîñòü, ñïî-
ñîáíàÿ ñîçäàâàòü æåñòêîñòü çâóêà.

Îäíàêî, ãðóäíîå ðåçîíèðîâàíèå øèðîêî èñïîëüçîâàëàñü ïåâöàìè
XIX – ïåðâîé ïîëîâèíû XX âåêà. Ìíîãèå ïåâöû ïîä÷åðêèâàþò ïåðâî-
ñòåïåííóþ âàæíîñòü ýòîãî ìåòîäà äëÿ óïðàâëåíèÿ äûõàíèåì. Ýòîò ïðèí-
öèï îòíîñèòñÿ ê òåõíîëîãèè ïðîèçâîäñòâà âûñîêèõ ÷àñòîò , äàåò ìîùíîñòü
è ïðîñòîòó çâóêîîáðàçîâàíèÿ. Íåäàðîì èòàëüÿíñêèå ìàñòåðà ïåíèÿ ãî-
âîðÿò, ÷òî «ïåòü – ýòî ïðîñòî». Ýòèì ìåòîäîì â ñîâåðøåíñòâå âëàäåëè è
âëàäåþò Áåíüÿìèíî Äæèëüè ( Beniamino Gigli ), Ìàðèî äåëü Ìîíàêî
(Mario del Monaco), Ôðàíêî Êîðåëëè ( Franco Corelli), Ôðàíêî Áîíè-
ñîëëè (Franco Bonisolli), Ïëàñèäî Äîìèíãî ( Placido Domingo), Àëüôðå-
äî Êðàóñ (Alfredo Kraus), Ëó÷àíî Ïàâàðîòòè ( Luciano Pavarotti ), Ïüåðî
Êàïïó÷èëëè ( Piero Cappuccilli), Ðåíàòà Òåáàëüäè (Renata Tebaldi), Ìè-
ðåëëà Ôðåíè (Mirella Freni ), Ìîíñåððàò Êàáàëüå ( Montserrat Caballé),
Êàòÿ Ðè÷÷àðåëëè (Katya Ricciarelli), Ìàðèýëëà Äýâèà ( Mariella Devia)
è äð.

Ï ð è í ö è ï  è ä å í ò è ô è ê à ö è ÿ  è ä å à ë ü í î é  ò î ÷ ê è  à ò à ê è  ç à
ï ð å ä å ë à ì è  ï å â ö à: ïåâåö ñëûøèò ñâîé ãîëîñ îòäåëüíî îò ñåáÿ, äàëåêî
çà åãî ïðåäåëàìè.

Ïàðàëëåëüíî ñ îñâîåíèåì ôèçè÷åñêèõ ïðèíöèïîâ òåõíèêè áåëüêàí-
òî ïåâåö äîëæåí îñâàèâàòü è ìóçûêàëüíî-òåõíè÷åñêèå ïðèåìû ïåíèÿ.
Ìíîãèå êîìïîçèòîðû è ìàñòåðà ïåíèÿ ðàçðàáîòàëè ñèñòåìó âîêàëüíûõ
óïðàæíåíèé, âîêàëèçîâ è ò . ä. Íàïðèìåð, Íèêîëà Ïîðïîðà ( Nicola Por-
pora) – êîìïîçèòîð, ïðåäñòàâèòåëü íåàïîëèòàíñêîé îïåðíîé øêîëû,
îäèí èç ñàìûõ çíàìåíèòûõ ïåäàãîãîâ XVIII âåêà – îäíàæäû ñïðîñèë
ñâîåãî ìîëîäîãî ïåâöà-êàñòðàòà: «“Ìîæåøü ëè òû ìíå äàòü ñëîâî ñëåïî
ñëóøàòüñÿ ìåíÿ è ïîâèíîâàòüñÿ ìíå âñå òî âðåìÿ, ïîêà ÿ áóäó òâîèì ïå-
äàãîãîì?”. “Äà, ìàýñòðî, – îòâåòèë òîò – ñëîâî ÿ Âàì äàþ”. Ò îãäà Ïîð-
ïîðà äàë ó÷åíèêó ðÿä óïðàæíåíèé, ñîäåðæàùèõ äèàòîíè÷åñêèå, õðîìà-
òè÷åñêèå ãàììû, âîñõîäÿùèå, íèñõîäÿùèå òðåëè, ãðóïåòòî, ôîðøëàãè è
ò. ä. Îí çàïèñàë åå è ïîïðîñèë ó÷åíèêà ïåòü â òå÷åíèå ãîäà. Íî âñêîðå
ó÷åíèê íà÷àë ðîïòàòü. Òîãäà ïåäàãîã íàïîìíèë åìó î äàííîì îáåùàíèè.
Ýòè óïðàæíåíèÿ ïåëèñü åùå äâà ãîäà. Â êîíöå ÷åòâåðòîãî ãîäà ìàýñòðî
äîáàâèë óðîêè àðòèêóëÿöèè, ïðîèçíîøåíèÿ è äåêëàìàöèè. Ïî îêîí÷à-
íèè êóðñà, êîãäà ó÷åíèê äóìàë, ÷òî îí äî ñèõ ïîð íå óìååò ïåòü, Ïîðïîðà
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ñêàçàë: “Èäè, ñûí ìîé, òåáå áîëüøå íå÷åìó ó÷èòüñÿ: òû ïåðâûé ïåâåö
Èòàëèè è ìèðà!”. Îí ãîâîðèë ïðàâäó , òàê êàê ýòèì ó÷åíèêîì áûë Ã àý-
òàíî Ìàéîðàíî [ Gaetano Maiorano] ïî ïðîçâèùó Êàôôàðåëëè [ Caffa-
relli ]» (Ïëóæíèêîâ 2004: 5–6).

Ôîðìû îïåðíîãî ñïåêòàêëÿ ñåãîäíÿ òàêæå ïðåòåðïåâàþò èçìåíåíèÿ.
Ýòî è «òåàòð ñ äîñòàâêîé íà äîì», è ìåäèà-îïåðà, è îïåðà â òðàäèöèîí-
íîì åå ïîíèìàíèè. Îïðåäåëåíèå æàíðà îïåðû ïîðîé áûâàåò òðóäíûì è
ñïîðíûì, ÷òî ÿâëÿåòñÿ åùå îäíîé ïðîáëåìîé. Íî åå ìåñòî â ïàëèòðå ñî-
âðåìåííîé êóëü òóðû îäíî èç ãëàâíûõ. Îïåðíîå ïåíèå ñåãîäíÿ âêëþ÷åíî
â ìåéíñòðèì íîâîãî ñèíòåçà èñêó ññòâ. Ýòî íå ñëó÷àéíî.

Â êîíöå ÕÕ ñòîëåòèÿ íàáëþäàëñÿ óïàäîê â îáëàñòè îïåðíîãî èñêó ñ-
ñòâà. ×òîáû ïîäíÿòü èíòåðåñ ê äàííîìó æàíðó , íóæíî î íåì ãîâîðèòü,
îáëåêàòü ðàçëè÷íûå ýëåìåíòû îïåðíîãî òåàòðà â íîâûå ôîðìû, èñêàòü
íîâûå ïóòè ñèíòåçà. Øîó Îïåðà è ëåä ÿâëÿåòñÿ îäíîé èç òàêèõ ôîðì, òàê
êàê íå òîëüêî çàâëåêàåò çðèòåëÿ, íî è âåäåò â äàëüíåéøåì ê îïåðíîìó
òåàòðó, ê îïåðíûì ïîñòàíîâêàì, ê ïåðåîñìûñëåíèþ æàíðà îïåðû, íàêî-
íåö, ê æåëàíèþ çàíèìàòüñÿ ýòèì âèäîì èñêó ññòâà.

Èñòîðèÿ âîçíèêíîâåíèÿ øîó óâîäèò äàëåêî, êîãäà ðàçâðàùåííûé
íàðîä ðèìñêîé èìïåðèè òðåáîâàë «õëåáà è çðåëèù». Ïîÿâèëèñü Êîëè-
çåè, Àðåíû, êîòîðûå ñîáèðàëè îãðîìíîå êîëëè÷åñòâî ëþäåé. Ðèìñêàÿ
Èìïåðèÿ îáëàäàëà ñâîèìè ëåãèîíàìè, à ñîëäàò íóæíî áûëî êîðìèòü è
ðàçâëåêàòü.

Panem et cicenses! («Õëåáà è çðåëèù!») – ðåâåëà ðèìñêàÿ òîëïà, òðå-
áóÿ îò ñâîèõ ïîâåëèòåëåé äàðîâîé ïèùè è áåñïëàòíûõ ðàçâëå÷åíèé â
íàãðàäó çà òó ïîääåðæêó, êîòîðóþ îíà îêàçûâàëà èì.

Ïðàâèòåëè Äðåâíåãî Ðèìà ó ñòðàèâàëè ðàçäà÷è äåíåã è ñðåäñòâ ïðî-
ïèòàíèÿ. Îíè ïðèâëåêàëè íàñåëåíèå â êîëîññàëüíûå öèðêè áîÿìè ãëà-
äèàòîðîâ, òðàâëåé çâåðåé è äðóãèìè êðîâàâûìè çðåëèùàìè.

Ñåãîäíÿ ïîäîáíûå øîó – ìåðîïðèÿòèÿ ðàçâëåêàòåëüíîãî õàðàêòå-
ðà, ðàññ÷èòàííûå íà øóìíûé ýôôåêò . Ïî ñâîåé êëàññèôèêàöèè øîó äå-
ëÿòñÿ íà òåàòðàëüíûå, ëåäîâûå, ñâåòîâûå, òåëåøîó è ò. ä.

Â 2011 ãîäó âïåðâûå Àðåíà äè Âåðîíà îòêðûëà ñâîè äâåðè äëÿ ëåäî-
âîãî øîó . Èäåÿ ïðîåêòà ïðèíàäëåæèò ñåìüå Äæóëèè Ìàí÷èíè ( Julie
Mancini ). Îïåðà è ëåä â ñâîåì ÷èñòîì ïðîÿâëåíèè – ýòî ïðåäñòàâëåíèå, â
êîòîðîì ãëàâíûì ýëåìåíòîì âîçäåéñòâèÿ íà çðèòåëÿ ÿâëÿþòñÿ ÿðêèå è
íåîáû÷íûå îáðàçû, ñîçäàííûå ðåæèññåðàìè-ïîñòàíîâùèêàìè, àðòèñ-
òàìè, ìóçûêàíòàìè, ïåâöàìè. Ýòî ñâîåãî ðîäà îáðàçíûé îáúåì, ôîðìàò
3D, êóäà âîâëåêàåòñÿ çðèòåëü. Êàê ïðàâèëî, ñîçäàâàåìûé âèçóàëüíûé
ðÿä â ðàìêàõ øîó îáúåäèíåí êîìïîçèöèîííî çâóêîâûì è ñâåòîâûì ðÿ-
äîì, êîòîðûé ÿâëÿåòñÿ íå ïðîñòî ñîïðîâîæäåíèåì, íî îò÷àñòè äðàìà-
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òóðãè÷åñêèì åãî ñòåðæíåì. Ïðîåêò îáúåäèíèë êëàññè÷åñêóþ ìóçûêó ,
îïåðíîå ïåíèå è íåçàáûâàåìóþ ïëàñòèêó ìàñòåðîâ ôèãóðíîãî êàòàíèÿ.
Â íåì ïðèíÿëè ó÷àñòèå èòàëüÿíñêàÿ ôèãóðèñòêà Êàðîëèíà Êîñòíåð
(Carolina Kostner), îëèìïèéñêèé ÷åìïèîí, ôðàíöóç Ñòåôàí Ëàìáüåëü
(Stéphane Lambiel), ðîññèéñêèé îëèìïèéñêèé ÷åìïèîí Åâãåíèé Ïëþ-
ùåíêî è äð.

Ãëàâíàÿ èäåÿ ïðîåêòà – îáúåäèíèòü êðàñîòó îäíîãî èç ñàìûõ çðå-
ëèùíûõ è õóäîæåñòâåííûõ âèäîâ ñïîðòà, ôèãóðíîãî êàòàíèÿ, ñ âåëèêîé
îïåðíîé òðàäèöèåé Âåðîíû, èçâåñòíîé âî âñåì ìèðå.

Êàê è ïîëîæåíî â øîó , ãëàâíûì åãî öåíòðîì ÿâëÿåòñÿ íîìåð. Ïðî-
åêò â ñðåäíåì âêëþ÷àåò 12–15 ìóçûêàëüíûõ ôðàãìåíòîâ, êîòîðûå ÿâëÿ-
þòñÿ æåì÷óæèíàìè îïåðíîãî ðåïåðòóàðà, íàïðèìåð:
— Æîðæ Áèçå, îïåðà Êàðìåí (óâåðòþðà, êóïëåòû Òîðåîäîðà, Õàáàíåðà);
— Äæóçåïïå Âåðäè, îïåðà Ðèãîëåòòî (ïåñåíêà Ãåðöîãà); îïåðà Àèäà

(Ñþèòà èç îðêåñòðîâûõ íîìåðîâ îïåðû);
— Êàðë Îðô, êàíòàòà-ìèñòåðèÿ Êàðìèíà Áóðàíà  (õîð Î, ôîðòóíà );
— Äæàêîìî Ïó÷÷èíè, îïåðà Òóðàíäîò (àðèÿ Êàëàôà);
— Äæîàêèíî Ðîññèíè, îïåðà Ñåâèëüñêèé öèðþëüíèê (óâåðòþðà, àðèÿ

Ôèãàðî); îïåðà Âèëüãåëüì Òåëëü (óâåðòþðà).
Äðàìàòóðãèÿ íîìåðîâ âûñòðàèâàåòñÿ ïî ïðèöèïó êîíòðàñòà, íî ïðè

ýòîì ñî÷åòàåòñÿ ñ ïîñòðîåíèeì îïåðíîãî ñïåêòàêëÿ. Íàïðèìåð, îòêðû-
âàåòñÿ äåéñòâî óâåðòþðîé, à çàêàí÷èâàåòñÿ ìàññîâîé ñöåíîé, â êîòîðîé
âûñòóïàþò âñå ó÷àñòíèêè ïðîåêòà. Ìåæäó óâåðòþðîé è ôèíàëîì ðàñïî-
ëàãàþòñÿ ñîëüíûå è äóýòíûå íîìåðà ôèãóðèñòîâ.

Ìóçûêàëüíîå äåéñòâî îáåñïå÷èâàåòñÿ âåäóùèìè îïåðíûìè ïåâöàìè:
ñðåäè íèõ Äàâèò Áàáàÿíö (David Babayants), Ýëèçà Áàëáî (Eliza Balbo),
Ôðàí÷å Äàðèç (France Dariz), Êðóì Ãàëàáîâ (Krum Galabov), Âèòòîðèî
Ãðèãîëî ( Vittorio Grigolo ), Ýðèêà Ãðèìàëüäè ( Erika Grimaldi ), Àëè÷å Ìà-
ðèíè ( Alice Marini ), Íàòàëüÿ Ðîìàí ( Natalia Roman), Àëåññàíäðî Ñêîòòî
äè Ëóöèî ( Alessandro Scotto di Luzio) è äð.

Ïðîåêò îñóùåñòâëåí ïðè ó÷àñòèè îðêåñòðà è õîðà òåàòðà Àðåíà äè
Âåðîíà . Äèðèæåð îðêåñòðà – ìàýñòðî Ôàáèî Ìàñòðàíæåëî ( Fabio Ma-
strangelo), ðóêîâîäèòåëü õîðà – ìàýñòðî Àðìàíäî Ò àññî (Armando Tasso).

Ïåâöû è îðêåñòð íå ïðîñòî âûïîëíÿþò ñîïðîâîæäàþùóþ ôóíêöèþ
äëÿ ôèãóðèñòîâ: îíè èãðàþò îïåðó â êîíöåðòíîì èñïîëíåíèè. Íàïðè-
ìåð, ìåòàìîðôîçó ïðåäñòàâëÿåò íîìåð Ïëþùåíêî íà ìóçûêó Õàáàíåðû
èç îïåðû Êàðìåí . Â îïåðå åå ïîåò è òàíöó åò ñàìà Êàðìåí. Â ïðîåêòå Õà áà-
íåðà – êàê ïåðåâåðíóòàÿ ðåàëüíîñòü – îòäàíà Òîðåîäîðó . Â ýòîì íîìåðå
ìåñòî, äåéñòâèå è âðåìÿ – êàê àëëþçèÿ. «Ðèòìè÷åñêèå âèõðè» îðãàíèçó-
þò ýòîò íîìåð, ñêðåïëÿþò ïðîøëîå, íàñòîÿùåå è áóäóùåå â «åäèíûé
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ïîòîê», â êîòîðîì ïîä-ðèòì äåéñòâó åò êàê äîëïîëíèòåëüíàÿ ñòðóêòóðà,
íåïîçâîëÿþùàÿ íîìåðó áûòü çàêîí÷åííûì è íåïîäâèæíûì. Íîìåð è
îáðàç îòêðûò âî âðåìåíè è ïðîñòðàíñòâå, îí ó ñòðåìëåí â áóäóùåå, îí
êðàñíîðå÷èâî ãîâîðèò «ôàíòàçèÿ áåçãðàíè÷íà!» Âñå ýòî ïîçâîëÿåò ñûã-
ðàòü Õàáàíåðó íà åäèíîì äûõàíèè è ôèãóðèñòó , è ïåâèöå, è îðêåñòðó.

Îñîáîå ìåñòî â ïðîåêòå çàíèìàåò íîìåð, ïîñòàâëåííûé êàê äèâåð-
òèñìåíò , íà ìóçûêó èç îïåðû Âåðäè Àèäà. Èì çàâåðøàåòñÿ øîó . È ýòî íå
ñëó÷àéíî, òàê êàê äëÿ Àðåíû äè Âåðîíà ýòî êóëü òîâàÿ îïåðà, îíà ÿâëÿåò-
ñÿ åå âèçèòíîé êàðòî÷êîé. Ñàìà Àðåíà  äàåò åñòåñòâåííûå äåêîðàöèè äëÿ
ïîñòàíîâêè óïîìÿíóòîãî îïåðíîãî øåäåâðà. Êàæäûé ãîä îïåðíûé ôåñ-
òèâàëü ïîñâÿùàåò öåëóþ íåäåëþ ïîñòàíîâêå Àèäû.

Ñîçäàòåëè ïðîåêòà ñîñðåäîòî÷èëè íàøå âíèìàíèå íà èçÿùíûõ âèäàõ
èñêóññòâ, ïðåâðàùàÿ èõ ïîñðåäñòâîì ìàñòåðñòâà ïåâöîâ, ìóçûêàíòîâ è
ñïîðòñìåíîâ â íåêîå ìàãè÷åñêîå äåéñòâî, â èíîå Áûòèå. Ýòî «÷åòûðå
ãðàöèè», êîòîðûå ïàðÿò íàä ïîâñåäíåâíîñòüþ: ãðàöèÿ ïåíèÿ, ãðàöèÿ
ìóçûêè, ãðàöèÿ äâèæåíèÿ è ãðàöèÿ àòìîñôåðû ïðîøëîãî, çàêëþ÷åííî-
ãî â ñòåíàõ Àðåíû. Ýòî òå ëèíèè, êîòîðûå äâèãàþòñÿ îäíà ê äðóãîé îò
ïàðàäèãìû çðåëèùíûõ øîó ãëàäèàòîðîâ ïåðâîãî âåêà íàøåé ýðû ÷åðåç
òåàòðàëüíûå ïîñòàíîâêè ê ñîâðåìåííûì îïåðíûì ñïåêòàêëÿì. È çäåñü
îíè ñîåäèíÿþòñÿ â åäèíîå öåëîå, â òó íåäåëèìîñòü, êîãäà âñå ñòàíîâèò-
ñÿ èñêóññòâîì, êîãäà ôàíòàçèÿ ðåæèññåðà ñî÷åòàåòñÿ ñ ôàíòàçèåé äèðè-
æåðà, ïåâöà, ôèãóðèñòà è çðèòåëÿ.

Metamorphoses of Opera Singing in Contemporary Music:
Traditions and Novelty

Anna Predolyak
Summary

Nowadays the interest towards opera singing is topical. A large number
of vocal schools, opera staging, opera-style shows, increasing level of interest
in bel canto techniques. Its specifics and how opera singers use bel canto is
another significant problem in opera performance. Old and new vocal schools
are on opposite sides.

The history of raising opera singers leads us back to the 18th century
that became the Golden Age in the development of vocal art. That was the
time of astonishing virtuosity, when singers competed with each other; vocal
problems were the first thing to discuss; even fractions were created. The
competitions took place between singers and instrument players. Children
were taught to sing using the same techniques and methods that were used
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to teach adults. The question of how to train young voices is still topical
today.

Let us now pay attention to the technical details that distinguish bel
canto from all other vocal styles, particularly, breathing and the usage of
resonators to produce the sound.

The term ‘Italian bel canto’ is used when referring to the vocal technique
of European capital cities’ vocal schools in the 18th–19th centuries. In that
period, vocal tutors began writing articles about voice, its functions and
possibilities. The essence of bel canto technique can be defined as follow:
— ‘drinking sound principle’ – the vocal concept of the 18th century;
— breathing principle – the voice is needed to control breathing;
— ‘floating chest’ principle – another technical element of the old school.

It is like a leitmotif in all the literature sources dedicated to bel canto
style and consists of the fact that a high chest position gives the possibility
to produce more sound resonance;

— out of the borders of sound identification principle, when the singer
hears his voice as if it was detached from him, far away from his own
vocal cords.
A decline in the art of opera singing occurred at the end of the 20th

century. The show Opera and Ice is a new form of synthesis that leads to the
opera theatre, opera staging, reconsideration of the genre of opera, and,
thus, to the desire to give one’s full attention to this form of art.

In 2011, Arena di Verona first opened its doors to the ice show. Opera
and Ice is an international project, a show in which the main elements of
influence on the public are the bright, unusual images, created by production
directors, artists, orchestra musicians and singers. This is a peculiar form of
3D performance that includes the audience itself. The main idea of the project
is to unite the beauty of one of the most spectacular and artistic kinds of
sport with the great opera singing tradition in Verona, which is famous all
over the world.

Key words: opera performance, raising a singer, Italian bel canto,
breathing, sound attack, bel canto technical characteristics, show, synthesis,
image.
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John Cage:
Music of Changes or Changes in Music

Dr. phil. Alla Subbotniaya
Researcher at University of Ghent, Belgium

One of the current problems in modern musicology is the development
and the theoretical conceptualization of united analytical system of analysis
of contemporary music, new musical space. The analysis of musical works
has occupied many scholars-musicologists, such as Theodor W. Adorno,
Carl Dahlhaus, Yuri Kholopov, Lev Mazel’, Vyacheslav Medushevski1, Hein-
rich Schenker, John White, Viktor Zuckerman and many others; however,
there is still no uniform aesthetical or philosophical system of analysis of
contemporary music. A special place in the history of music is occupied by
the avant-guard works of John Cage. The aim of the article is a detailed
analysis of a composition by John Cage Music of Changes for the piano
(1951). Relying on the scientific base of the musicological analysis of Lev
Mazel’ and Viktor Zuckerman (holistic analysis), Yuri Kholopov (axiological
analysis), Carl Dahlhaus and Heinrich Schenker, we will attempt to introduce
our own approach to the composition analysis of John Cage’s Music of
Changes.

Creativity of John Cage does demonstrate his interest in the Buddhist
East. The Western worldview correlates with the philosophy and aesthetics
of Buddhism in his compositions. As the basis for the creation of Music of
Changes composition, Cage used the method of random acts that had been
borrowed from divination Book of Changes of the ancient Chinese treatise
I Ching. The I Ching, or Book of Changes was traditionally written by the
legendary Chinese Emperor Fu Xi (2953-2838 B.C.). The I Ching originated
from a prehistoric divination technique which dates back as far as 5000
B.C. An I Ching interpretation is performed by making six binary decisions
(a hexagram). This is called ‘casting the I Ching’ . These are written down as
patterns of six solid or broken lines.

1 The purpose of his analysis is a “meaningful interpretation, supported by the
facts of artistic form” ( Ìåäóøåâñêèé  1983: 41) (the author’s translation).
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Figure 1. 64 hexagrams

Figure 2. The combinations of three coins
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The tossing of three coins results in 64 hexagrams or 64 different possible
variants. Tossing coins six times brings about two trigrams, which allows
obtaining a final symbol; the symbol is being defined in accordance with the
64-squared table (8×8) on the top and the bottom intersection of trigrams. If
we take three coins, there are actually four possible values for each of the lines.

The method of random acts is directly connected with the field of mathe-
matics, the probability theory, which studies the patterns of random actions.
This is the reason why the method of random acts has rational origin. The
external independency of random acts, being a structure, is the subject to
mathematical laws. The combination of these elements, in turn, is defined
by chance. The method of random acts determined Cage’s aleatoric works
from the 1940s (Variations IV, Seven Haiku, Two pastorals, Waiting, Water
Music, Black Mountain Piece, Imaginary Landscape No. 5 , Williams Mix
and etc.)2.

For the creation of Music of Changes John Cage constructed his own
charts of 64 cells; such variables as the sound, the duration and the dynamics
were inserted in these cells; by tossing coins, Cage determined the numbers
of these elements and attached them together. “Virgil Thomson, in reviewing
the premiere of Music of Changes, compared it to a kaleidoscope” (quoted
by Pritchett 1993: 88). Chaotic randomness is being held by precise deter-
ministic structure. All possible line combinations in the hexagrams symbolize
the interaction between two origins – masculine and feminine (Yin and Yang),
the light and the darkness, the intuitive and the conscious, the rational and
the irrational. The main philosophic principle is being revealed through alter-
nation of these two beginnings; the principle implies that the world is volatile,
ambiguous, random, and chaotic. Nonetheless, there is a certain numeric
series in the musical piece, according to which the composition is being
formed from the beginning till the very end. The means of musical expression –
the sonority, the rhythm, the durations, the dynamics, the tempo and the
pedals – are accurately structured.

The materials for Music of Changes strongly determine the effect that
gives its unique voice. Each of four parts of Music of Changes has detailed
introduction, the foreword, where the composer determines the rhythmic
structure, the tempo, and the notation of duration, the pedal and the dyna-
mics. The last sentence of instruction is as follows: “It will be found in many
places that the notation is irrational, in such instances the performer is to
employ his own discretion” (Cage 1961).

2 Cage mentioned “the I Ching, by means of which I write my music since the last
25 years”. From a 1973 interview with Cage quoted in Kostelanetz 2003: 84.
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Figure 3. John Cage, Music of Changes, the foreword.
Peters Ed. Henmar Press, 1961

The issue of compositional choice needs careful explanation for chance
pieces. According to Cage, musical composition consists of four elements:
the material of music (sound and silence), the method (the means of control-
ling the continuity from note to note), the structure (composition plan,
divisibility into successive parts from phrases to long sections) and the form
(the content, the continuity). Composing implies the integration of these
elements, they form a composition strategy. Cage wrote:
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“Structure is properly mind-controlled. Both delight in precision, clarity,
and the observance of rules. Whereas form wants only freedom to be. It
belongs to the heart; and the law it observes, if indeed it submits to any, has
never been and never will be written […]. Any composing strategy which is
wholly ‘rational’ is irrational in the extreme […]. Method may be planned
or improvised (it makes no difference: in one case, the emphasis shifts towards
thinking, in the other towards feeling; a piece for radios as instruments would
give up the matter of method to accident). Likewise, material may be con-
trolled or not, as one chooses. Normally the choice of sounds is determined
by what is pleasing and attractive to the ear: delight in the giving or receiving
of pain being an indication of sickness” (Cage 1973: 62).

James Pritchett provides a detailed analysis of the chart systems in Music
of Changes in his book The Music of John Cage:

“Each event in Music of Changes was thus a product of consulting not
one, but three charts. First, an I Ching hexagram number was used to select
one of the sixty-four rhythmic patterns of a duration chart. A second hexagram
number was then applied to the chart of sounds: if it was an even number, a
silence was indicated, and the duration chosen was filled with rests. If an
odd number turned up, then the sound from that cell of the chart was coordi-
nated with the duration chosen. Finally, if the event was a sound and not a
silence, a dynamic marking was chosen from a chart using a third hexagram
number” (Pritchett 1993: 82).

The chart of sounds includes the tones of different pitches spread within
the whole piano range. These sounds create colourful timbres of sonority,
its flickering, and its fading. Due to the sonority, human consciousness enters
the sphere of a new, third dimension of sound – the stereophonic field of
timber-colour harmonies3 (Õîëîïîâ  2006: 387). The chart of sounds contains
32 variants of the odd-numbered cells, which include single notes, intervals,
chords, and 32 variants of the even-numbered cells between, which represent
silence.

64 hexagrams of the Book of Changes were randomly divided into three
groups, according to three types of sound production: normal (using piano
keyboard), muted and pizzicato (the last two are played on the strings). For
instance, if numbers 6 and 44 occur, then there will be normal piano sounds
for the 1st till the 5 th event, from the 6th till the 43 th – muted sounds, from the
44th till the 64 th – pizzicato ones.

“The duration charts [...] differed from the sound charts in that they
were completely filled with sixty-four different durations, since the duration

3 The author’s translation.
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applied to both sounds and silences. Cage described the durations themselves
as being ‘segmented’” (Pritchett 1993: 79). In Music of Changes Cage applied
“a simple procedure: he standardized the horizontal distance between notes
with the same rhythmic value. In the score of Music of Changes, one-quarter
note is equal to two and a half centimetres of length” (Pritchett 1993: 80).
Thus Cage used measuring of length for the metrical structure and musical
duration (See Figure 3).

The structure of the piece is defined by the technique of nested propor-
tions, just like in most of Cage’s pieces from the 1940s. The proportion
remains the same for the entire work: 3, 5, 6¾, 6¾, 5, 31/8. Thus there are
295/8 sections, each divided into phrases according to the overall proportion:
295/8 by 295/8. “Music is the art of sound in time deployment” 4 (Õîëîïîâ
2006: 24). In other words, the ‘time’ in music is a musical time, which is the
subject to semantic content and fosters aesthetic characteristics. Numerical
proportions are logically constructed and are subordinated to compositional
sense, the structure of composition. The whole form of the composition is
being formed from separate sounds, which make up sound sequences, phrases,
sections, and parts. Music of Changes consists of four books, four parts.
They follow one another and form a cycle. The time frame of sounding in
each part (in minutes) is precisely defined by the author and is indicated in
each of the books (Diagram 1).

Diagram 1. The duration of Music of Changes (Books I–IV)

4 The author’s translation.
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Book I of Music of Changes consists of three parts (295/8 + 295/8 + 295/8).
This book is approximately 3 minutes 37 ½ seconds in duration (copyright
indication). Book I can be considered to be the first part of the composition.
Book II progresses after the pause (3/8) and lasts approximately 16 ½ minutes.
Book III is a culmination containing the most vivid and dynamic peaks.
Both Books III and IV last the same amount of time – 10 ½ minutes. Music
of Changes manuscript has a continuous numbering from the 1st until the
86th page5.

Sonority sounding covers the whole piano range, transmitting all the
timbre paints of sounds, overtones, intervals, ticks, trills, melisma, and chords
dispersed across the whole keyboard. The effect of coverage of the entire
space is created acoustically. While chords in bass are consistent, chords in
the high register are in staccato. Certain accented harmonies constitute the
base of some kind, the skeleton. The usage of pedal is thoroughly written
down by the author. The dynamic contrasts from ppppppp till fffff attach
additional intensity, sharpness, angularity of musical substance.

Example 1. John Cage, Music of Changes, Book I. Peters Ed. 6256.
Henmar Press, 1961

5 Book I: 1–9 pages; Book II: 10–44 pages; Book III: 45–64 pages; Book IV – 65–
86 pages.
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The tempo is indicated using large numbers above the staves (69, 176,
100, 58 and etc.) accompanied with the instructions: whether to accelerate
from a given value or to slow down. The rhythmic proportion is expressed
through tempo changes. The dynamic used is notated traditionally and ranges
from pppp to ffff. Various other alterations to standard notation are used to
indicate unconventional performance techniques: some notes are depressed
but not sounded, some are played on the strings rather than the keys, and
occasionally the pianist hits various parts of the instrument with specially
provided beaters, or snaps the lid to produce a sharp percussive sound.

The composition Music of Changes represents an individual form that
is formed by means of materials, determined in a rational in association
with the method of random acts. While the entire compositional plan is
calculated and defined clearly, the method of creation and the form of compo-
sition are random, being the result of chance operation.

The multi-chart approach demonstrates the realization of innumerable
possibilities. In the composition Music of Changes “chance appears as the
means” or the mechanism and “not an end in itself” (Pritchett 1993: 88). It
appears as if both mathematically calculated composition and the divination
Book of Changes contain certain hidden meaning, codified sense, musical
matrix for unravelling the inner message of high nature of sound.

Conclusions

— The form created by Cage was logically defined by his philosophical
thinking, which was largely influenced by the philosophy of Zen Buddhism
(the awareness of self, the concept of Nothing, meditation, self-absorp-
tion, the idea of silence, contemplation and randomness). Music of Change
is the essence of rational and irrational  approaches in the logics of form
construction. The apparent outward independence represents a structure.
And the connection of the elements of this structure is determined by
chance. The application of a random duration transformed Cage’s musical
idea into something quite different than he had imagined. This is the
usefulness that Cage found in chance operations: to take his own musical
ideas and alter them, producing a fresh and spontaneous world of sound.
The sound in Music of Changes is not a manifestation of emotional mark
of composer’s ego; the sound is the voice of chance, the voice of random-
ness amidst order and system; the voice countervailed by the sound of
pause-silence.

— Based on the example of the composition of Cage’s Music of Changes,
we suggest discovering the essence of rational and irrational approaches
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in the logics of form construction. The equality of rational and irrational
forces of impact on Cage’s creative works is accordant with the balance
of universal harmony (Yin and Yang). The interaction of Eastern and
Western thought in Cage’s chance compositions was continued in the
music of the 21st century and defined the processes of changes in the
contemporary music.

Dþons Keidþs: Pârmaiòu mûzika  jeb pârmaiòas mûzikâ

Alla Subotnaja

Kopsavilkums

Dþona Keidþa kompozîcija Pârmaiòu mûzika (Music of Changes) atspo-
guïo autora novatoriskâs idejas gan semantiskâ satura un stila îpatnîbu, gan
formas un kompozîcijas tehnikas jomâ. Viòa mûzikâ mijiedarbojas, no vienas
puses, rietumniecisks pasaules skatîjums, no otras – dzenbudisma filozofija
un estçtika. Tâ nosaka îpaðu telpas izjûtu, mûzikas ierasto robeþu paplaðinâ-
ðanu, eksperimentçðanas azartu.

Pârmaiòu mûzikas pamatâ ir nejauðîbas princips (lîdzîgi kâ íînieðu zîlç-
ðanas grâmatâ I Czin). Keidþs ir vairîjies veidot iepriekð prognozçjamu, lineâru
intonatîvâs attîstîbas procesu, saistît skaòdarbu ar drâmas likumiem, t. i.,
veidot dinamisku formu, attçlot Eiropas mûzikai ierasto emociju loku. Viòa
aleatorisko skaòdarbu pamatâ ir spontanitâtes, t. i., nejauðîbas ideja, kas
ataino iluzoro, nestabilo, nenoteikto, mainîgo vai, citiem vârdiem, iracionâlo
pasaulç, dabâ un cilvçkâ.

Pârmaiòu mûzikas ietvaros Keidþs ir izveidojis vairâkas tabulas, kas
sastâv no 64 iedaïâm un atspoguïo skaòaugstumu, skaòu ilgumu un dina-
mikas parametrus. Metot monçtas, viòð izraudzîjies to vai citu tabulâ minçto
parametru un vçlâk tos patvaïîgi savienojis, radot mûzikas matçriju. Daudz-
kârtçjâs monçtu meðanas rezultâtâ haotiskâ nejauðîba pakâpeniski pârtapa
stingri determinçtâ struktûrâ. Ðî metode, ko Keidþs vçlâk pilnveidoja ar dator-
programmas palîdzîbu, turpina viòa daiïrades lîniju, kas jau agrâk izpaudusies
vairâkos aleatoriskos skaòdarbos (Septiòas haikas / Seven Haiku, Gaidîðana /
Waiting , Ûdens mûzika / Water Music, Iedomu aina / Imaginary Landscape
nr. 5, Koncerts klavierçm un oríestrim u. c.).

Nejauðo darbîbu metode cieði saistîta ar varbûtîbas teoriju matemâtikâ –
tâs uzmanîbas centrâ ir nejauðu sakritîbu izpçte. Tieði tâpçc nejauðo darbîbu
metodei ir racionâls pamats. Ârçjâ brîvîba ir pakïauta matemâtiskâm likumsa-
karîbâm un veido noteiktu struktûru. Ðîs struktûras elementu savienojumu
savukârt nosaka nejauðîba. Pârmaiòu mûzikâ gadîjums ir uztverams kâ
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lîdzeklis, bet ne kâ paðmçríis. Keidþa mçríis, izmantojot ðo metodi, bija
radît jaunu, spontânu skaòu pasauli.

Atslçgvârdi: Dþons Keidþs, darbîbu iespçjas, diagrammu sistçma, racio-
nâlas un iracionâlas pieejas.
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Ïåéçàæ â ôèíñêîé êàìå ðíî-âîêàëüíîé ìóçûêå:
îò Èòàëèè äî Ëàïëàíäèè

Dr. art. Èðèíà Ãîðíàÿ
Ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé  êîíñåðâàòîðèè

èì. Àëåêñàíäðà Ãëàçóíîâà

Ðàñöâåò ôèíñêîãî ìóçûêàëüíî-ïîýòè÷åñêîãî ïåéçàæà, ñîâïàâøèé
ñ òàêèì æå ðàñöâåòîì ïåéçàæíîé æèâîïèñè, ïðèõîäèòñÿ íà ïåðèîä
1880–1900-õ ãîäîâ, êîòîðûé âîøåë â èñòîðèþ èñêó ññòâà Ñóîìè êàê åãî
«çîëîòîé âåê».

Ïðîñòðàííûå ïåéçàæíûå îïèñàíèÿ ïðîíèêàþò â ðàçëè÷íûå ïåñåííûå
æàíðû – êîëûáåëüíóþ, áàëëàäó , æàíðîâî-áûòîâóþ ñöåíêó , ôèëîñîôñêî-
äðàìàòè÷åñêèé äèàëîã, ðîæäåñòâåíñêóþ ïåñíþ. Â êàìåðíî-âîêàëüíîé
ëèðèêå áîëüøîé óäåëüíûé âåñ ïðèîáðåòàåò ðîìàíñ-ïåéçàæ.

Êóëüò ïóòåøåñòâèé, öàðèâøèé ñðåäè ôèíñêèõ õóäîæíèêîâ, êîìïî-
çèòîðîâ è ïîýòîâ íà ðóáåæå XIX–ÕÕ âåêîâ, â íåìàëîé ñòåïåíè ñïîñîáñòâî-
âàë ïîèñêó èäåàëüíîãî ïåéçàæà. Ìíîãèå êîìïîçèòîðû è ïîýòû ñîâåð-
øàëè äàëüíèå ïóòåøåñòâèÿ: Ýðêêè Ìåëàðòèí ( Erkki  Melartin ) ïîáûâàë
â Èíäèè è â Àôðèêå, Ñåïïî Íóììè ( Seppo Nummi) ïîñåòèë Êèòàé. Îäíîé
èç ñàìûõ ëþáèìûõ ñòðàí ôèíñêîé õóäîæåñòâåííîé ýëèòû áûëà Èòàëèÿ.
Ïðèìå÷àòåëüíî â ýòîé ñâÿçè ïèñüìî Àêñåëÿ Êàðïåëàíà ( Axel Carpelan):
«Âû ÿâíî çàñèäåëèñü äîìà, ã-í Ñèáåëèó ñ. Âàì äàâíî óæå ïîðà íà÷àòü ñâîè
ñòðàíñòâèÿ. Ïîçäíþþ îñåíü è çèìó âû ìîæåòå ïðîâåñòè â Èòàëèè. Âñå
òàì òàê ïðåêðàñíî – äàæå òî, ÷òî áåçîáðàçíî» (Ò àâàñòøåðíà 1981: 219).

Â åâðîïåéñêîé êóëü òóðå XIX–ÕÕ âåêîâ Èòàëèÿ âîñïðèíèìàëàñü êàê
«îò÷èçíà êðàñîòû» 1, êàê ñèìâîë ïðåêðàñíîãî. Èòàëèÿ ïðèâëåêàëà ôèí-
ñêèõ äåÿòåëåé èñêóññòâà íå òîëüêî âñåìèðíî èçâåñòíûìè ïðîèçâåäåíè-
ÿìè èçîáðàçèòåëüíîãî èñêó ññòâà è àðõèòåêòóðû, íî è ñâîèìè ëàíäøàô-
òàìè. Â ñâåòå ñêàçàííîãî êàæóòñÿ íåîæèäàííûìè ñëîâà ßíà Ñèáåëèó ñà
(Jean Sibelius): «Èòàëèÿ âî ìíîãèõ îòíîøåíèÿõ íàïîìèíàåò Ôèíëÿíäèþ,
îíà ñîâåðøåííà ñàìà ïî ñåáå» (Ò àâàñòøåðíà 1981: 147).

Ñðåäè ôèíñêèõ êàìåðíî-âîêàëüíûõ ñî÷èíåíèé, ïîñâÿùåííûõ Èòà-
ëèè, áåññïîðíî, äîìèíèðóþò âåíåöèàíñêèå ìîòèâû – òðè Âåíåöèàíñêèå
ïåñíè  (Venezianska visor) Îñêàðà Ìåðèêàíòî ( Oskar Merikanto ), Áàðêà-

1 Ñëîâà Äìèòðèÿ Âåíåâèòèíîâà èç åãî ñòèõîòâîðåíèÿ Ýëåãèÿ (1826).
http://www.world-art.ru/lyric/lyric.php?id=11658 (ïðîñìîòð 7 äåêàáðÿ 2015).
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ðîëà. Âåíåöèàíñêàÿ ïåñíÿ (Barcarolle. Venelaulu) Õåéíî Êàñêè ( Heino Kaski),
Âåíåöèàíñêàÿ ïåñíÿ (Veneziansk visa) è Âåíåöèàíñêîå èíòåðìåööî  (Venetsia-
lainen intermezzo) Þðü¸ Êèëïèíåíà ( Yrjö Kilpinen ), Âåíåöèÿ (Venetsia)
Ñóëõî Ðàíòà. Ðåìèíèñöåíöèè âåíåöèàíñêèõ âïå÷àòëåíèé ìîæíî íàáëþ-
äàòü è â ïåñíå ßíà Ñèáåëèóñà Ïëåñê âîäû  (Vattenplask) íà ñëîâà Âèêòîðà
Ðþäáåðãà (Viktor  Rydberg), â êîòîðîé, íåñîìíåííî, ðå÷ü èäåò î âåíåöè-
àíñêîé ëàãóíå è Äâîðöå äîæåé, âåäü èòàëüÿíñêîå ñëîâî ëàãóíà, óïîòðåá-
ëÿâøååñÿ, ïðåæäå âñåãî, ïî îòíîøåíèþ ê Âåíåöèè, âîøëî â ýòîì çíà÷å-
íèè è â äðóãèå ÿçûêè, â òîì ÷èñëå è â øâåäñêèé. Â ðîìàíñå Íî÷üþ  (I
natten) íà ñòèõè Ðþäáåðãà êàðòèíà þæíîé ïðèðîäû, íå áóäó÷è ãåîãðà-
ôè÷åñêè îáîçíà÷åííîé, âûñòóïàåò êàê ñèìâîë ïîêîÿ: «Ò èõà ðîùà è ìîðå,
êàê â ïîöåëóå. Òîìíûé ïðèáðåæíûé âåòåðîê ìîë÷èò [..] Ò èõèå çâåçäû
âûïëûâàþò èç ìîðÿ, íå êîëûøóòñÿ êðîíû ïàëüì, òàì âíèçó â ìèðòîâîé
ðîùå âíîâü âçäûõàåò âåòåðîê è çàìîëêàåò. Ïîêîé, äðåìëþùèé ïîêîé.»
Ïîñëåäíÿÿ ñòèõîòâîðíàÿ ôðàçà âûñòóïàåò â ÷åòûðåõñòðîôíîì ïðîèçâå-
äåíèè â êà÷åñòâå ðåôðåíà. Ìóçûêàëüíîå âîïëîùåíèå ñòèõà ïîðàæàåò
ñâîèì íåñîâïàäåíèåì ñ âåðáàëüíûì ðÿäîì. Çäåñü îòñóòñòâóþò òðàäèöè-
îííûå äëÿ òàêîãî òèïà ïåéçàæà âîçäóøíûå ôèãóðàöèè â àêêîìïàíåìåíòå ,
ãàðìîíè÷åñêèå ñðåäñòâà, ïîä÷åðêèâàþùèå ñîñòîÿíèå íåãè è òîìëåíèÿ,
ìåëîäè÷åñêàÿ êàíòèëåíà.

Èòàëüÿíñêèå àññîöèàöèè ïðèñóòñòâóþò â çàãîëîâêå ïåñíè Ñèáå-
ëèóñà Dolce far niente (Ñëàäêîå áåçäåëüå), ïðåäñòàâëÿþùåì èçâåñòíóþ
èäèîìó èòàëüÿíñêîãî ÿçûêà. Â 1924 ãîäó ýòî æå íàçâàíèå äàåò ñâîåìó
ñòèõîòâîðåíèþ Âàëåðèé Áðþñîâ. È â åãî òåêñòå ïðèñóòñòâóåò õàðàêòåð-
íûé ëåêñèêî-îáðàçíûé êîìïëåêñ èòàëüÿíñêîé ïðèðîäû: «áëåñê ïîëó-
äåííûõ äîëèí», «ñâîä ñîñåí ñèçî-èçóìðóäíûõ», «÷åðíü êèïàðèñîâ»,
«æåë÷ü ìàñëèí», «äàëè ìîðÿ, çûáü öâåòíàÿ, âñåõ ñèíèõ êðàñîê ïîëóêðóã.»
Íàçâàíèå Dolce far niente íå ðàç ïîÿâèòñÿ â ôèíñêîé ïîýçèè è ìóçûêå:
ñðåäè ïðèìåðîâ – ïåñíÿ Ýðíñòà Ëèíêî ( Ernst Linko ), ñòèõîòâîðåíèå èç-
âåñòíîãî ôèíñêîãî ïîýòà Ï. Ìó ñòàïÿÿ (P. Mustapää).

Îäíàêî íà ôîíå òèïè÷íûõ âåíåöèàíñêèõ áàðêàðîë ñ ìÿãêèì êîëåá-
ëþùèìñÿ äâèæåíèåì â ðàçìåðå 6

8 
âîêàëüíàÿ Áàðêàðîëà Êàñêè âûõîäèò

çà ïðåäåëû ïðèâû÷íîãî æàíðîâîãî ðó ñëà. Äîêàçàòåëüñòâîì ýòîãî ÿâëÿ-
åòñÿ ñâîåîáðàçíûé ïîýòè÷åñêèé òåêñò, ñîñòîÿùèé èç 7 âîïðîñèòåëüíûõ
ïðåäëîæåíèé, â êîòîðûõ íàêàïëèâàåòñÿ òðåâîãà: «[..] È ïî÷åìó äâó ñìûñ-
ëåííî è ôàëüøèâî çâó÷èò òâîé ìÿãêèé ñìåõ? Ïî÷åìó âîäà ñâåðêàåò â áåç-
âåòðåííîì áëåñêå ÷åðíåå, ÷åì ðàíüøå? Ïî÷åìó óâÿäàåò áûñòðåå, ÷åì
ðàíüøå, âåíîê èç áåëûõ êóâøèíîê íà òâîåé ãîëîâå? Ïî÷åìó ìîë÷àíèå
òåìíîòû âèäèòñÿ íàì òàêèì ïóãàþùèì è áîëüøèì? Êàê íàì ïðîøåï-
òàòü ñëîâà ëþáâè, êîãäà íèêòî èç íàñ íå âåðèò â íèõ?» Çäåñü óæå íåò ñâåò-
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ëîé ìå÷òàòåëüíîñòè, ñëàäîñòíîé ìåëîäèêè, êîòîðàÿ ñòîëü ñâîéñòâåííà
áàðêàðîëàì. Ïåðâîå, ÷òî îáðàùàåò íà ñåáÿ âíèìàíèå, – ãðóçíàÿ àêêîð-
äîâàÿ ôàêòóðà â ðàçìåðå 64, ìåëîäè÷åñêàÿ «íåñàìîñòîÿòåëüíîñòü» âîêàëü-
íîé ïàðòèè, êîòîðàÿ, êàê ïðàâèëî, äóáëèðó åò âåðõíèå òîíû àêêîðäîâ.
Íå âïèñûâàåòñÿ â ïðèâû÷íûå ðàìêè æàíðà è ïîä÷åðêíóòàÿ ôðàãìåí-
òàðíîñòü ìåëîäè÷åñêîé ëèíèè. Íåêîòîðûå òåìàòè÷åñêèå ñåãìåíòû ñòîëü
êðàòêè, ÷òî àññîöèèðóþòñÿ ñ âîçãëàñàìè, êîòîðûå ê òîìó æå îòäåëåíû
äðóã îò äðóãà ïðîäîëæèòåëüíûìè äåêëàìàöèîííûìè ïà óçàìè. Òàêèì
îáðàçîì, ýòà âåíåöèàíñêàÿ ïåñíÿ îòìå÷åíà ñêîðåå äðàìàòèçìîì, ÷åì
ýëåãè÷åñêîé ïå÷àëüþ. Ïðèìå÷àòåëüíî, ÷òî, íàõîäÿñü â Èòàëèè, Ò îéâî
Êóóëà (Toivo Kuula) ñî÷èíÿåò Ïåñíþ ñóìåðåê  (Iltapilviä ), êîòîðàÿ ïîâå-
ñòâóåò î ñåâåðíîì çèìíåì âå÷åðå è äîëãèõ ïå÷àëüíûõ âîñïîìèíàíèÿõ.

Áîëüøèíñòâî äåÿòåëåé ôèíñêîãî èñêó ññòâà è ëèòåðàòóðû – ßí Ñèáå-
ëèóñ, Òîéâî Ê óóëà, Ýðêêè Ìåëàðòèí ( Erkki  Melartin ), Ñåëèì Ïàëìãðåí
(Selim Palmgren), Ñóëõî Ðàíòà (Sulho Ranta), Ñåïïî Íóììè ( Seppo Nummi),
Ýéíî Ëåéíî ( Eino Leino), Êàðë Àâãóñò Òàâàñòøåðíà (Karl August Tavast-
stjerna), Õèëüÿ Îíåðâà ( Hilja Onerva ), Âåéêêî Êîñêåííèåìè ( Veikko
Antero Koskenniemi), Ëàðèí-Êþ¸ñòè ( Larin Kyösti ) –, èñïûòûâàÿ òÿãó ê
äðóãèì ñòðàíàì, áûëè íàñòîÿùèìè çíàòîêàìè ïðèðîäû è ëàíäøàôòîâ
ñâîåé ðîäèíû, èçó÷àëè åå ñàìûå îòäàëåííûå óãîëêè. Ìíîãèì èç íèõ áëèçêè
ñëîâà Þõàíà Ëþäâèãà Ðóíåáåðãà (Johan Ludvig Runeberg): «Òðóäíî ïðåä-
ñòàâèòü ñåáå áîëåå ÷èñòîå, ïðåêðàñíîå è âîçâûøåííîå ïðîÿâëåíèå áî-
æåñòâåííîãî, ÷åì òî, êîòîðîå ìû íàõîäèì â âåëè÷åñòâåííûõ êàðòèíàõ
ãëóõèõ êðàåâ, â èõ óåäèíåííîñòè, â èõ ãëóáîêîì âñåîáúåìëþùåì ïîêîå»
(Êàðõó 1979: 181). Èíòåðåñ ê ïðèðîäå ñòðàíû Ñóîìè çíà÷èòåëüíî âûðîñ
ïîñëå âûõîäà â ñâåò êíèãè Ñàêðèñà Òîïåëèó ñà (Zachris Topelius) Ïóòå-
øåñòâèå ïî Ôèíëÿíäèè (En resa i Finland, 1873), ñíàáæåííîé ìíîãî÷èñ-
ëåííûìè ðèñóíêàìè è ãðàâþðàìè.

Ïîåçäêè ôèíñêèõ õóäîæíèêîâ, ïîýòîâ è êîìïîçèòîðîâ ïî ðàçíûì
ðåãèîíàì Ôèíëÿíäèè è Êàðåëèè ïðîõîäèëè âíå áëàã öèâèëèçàöèè è
íåðåäêî íàïîìèíàëè ïîõîäû êðåñòüÿí è ðàáî÷åãî ëþäà íà çàðàáîòêè.
Òóîìè Ýëìãðåí-Õåéíîíåí îòìå÷àë, ÷òî «Ò îéâî Ê óóëà ñ ñóìêîé â ðóêàõ, ñ
ðþêçàêîì çà ñïèíîé, â ñàïîãàõ ïóòåøåñòâîâàë ïî ðàçíûì äåðåâíÿì. Â
ñâåòëûå ëåòíèå íî÷è îí ÷àñòî ñïàë ïîä ñîñíîé, è ýòî åãî íèñêîëüêî íå
òÿãîòèëî» (Elmgren-Heinonen 1983: 120). Òàêèå ïóòåøåñòâèÿ, áåññïîðíî,
îòëè÷àëèñü îò òðàäèöèîííîãî òóðèñòñêîãî ïàëîìíè÷åñòâà, êîòîðîìó
ïèñàòåëè, õóäîæíèêè è ìóçûêàíòû îáû÷íî ïðåäàâàëèñü âî Ôðàíöèè,
Èòàëèè, Ãåðìàíèè, Øâåéöàðèè, ïðèðîäíûå îáúåêòû êîòîðûõ íåðåäêî
ñòàíîâèëèñü äîñòîïðèìå÷àòåëüíîñòÿìè. Ã ëóáîêàÿ ïðèâÿçàííîñòü ê ëåñ-
íûì îçåðàì, øõåðàì, ãðàíèòíûì ñêàëàì, ïó ñòûííîìó ìîðñêîìó ïîáå-
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ðåæüþ ñâÿçàíà ñ îñîáûì êóëü òîì åñòåñòâåííîãî ïåðâîçäàííîãî ëàíäøàôòà .
Ðàëüô Õèëë âñïîìèíàåò èñòîðèþ, ðàññêàçàííóþ Áåíãòîì äå Ò ¸ðíå ( Bengt
von Törne): îí ïðè âñòðå÷å ñ Ñèáåëèóñîì çàìåòèë, ÷òî ôèíñêèé ïåéçàæ
ñ åãî ñóðîâîé àðõàè÷åñêîé êðàñîòîé (íåâûñîêèìè êðàñíîâàòûìè ãðàíèò-
íûìè ñêàëàìè, âûñòóïàþùèìè èç áëåäíî-ãîëóáîãî ìîðÿ, ó åäèíåííûìè
îñòðîâàìè, íàñåëåííûìè ñîòíÿìè ÷àåê) áûë êîëûáåëüþ âèêèíãîâ. Ã ëà-
çà Ñèáåëèóñà ïðè ýòèõ ñëîâàõ çàñèÿëè, è îí ãîðÿ÷î îòâåòèë: «Äà, è êîãäà
ìû âèäèì òå ãðàíèòíûå ñêàëû, ìû çíàåì, ïî÷åìó ìû ñïîñîáíû âëàäåòü
îðêåñòðîì òàê, êàê ìû ýòî äåëàåì!» ( Hill 1947: 11)

Ìíîãèå ôèíñêèå êîìïîçèòîðû îñòàâèëè ïðîíèêíîâåííûå âûñêà-
çûâàíèÿ î ïðèðîäå ñâîåé ñòðàíû, âûðàçèòåëüíî îáîçíà÷èâ åå ðîëü â ìó-
çûêàëüíîì òâîð÷åñòâå. Â ìåìóàðàõ ß ñòàë ìóçûêàíòîì  Ïàëìãðåí ïèñàë:
«Âåçäå, ãäå ÿ íè áûâàë â ãîäû ñòðàíñòâîâàíèÿ ïî ðîäíîé ñòðàíå, ìîÿ
ìóçûêàëüíàÿ ôàíòàçèÿ îáîãàùàëàñü íîâûìè âïå÷àòëåíèÿìè ïðèðîäû,
ðåøàþùèì îáðàçîì ïîâëèÿâøèìè íà âåñü õîä ìîåãî ìóçûêàëüíîãî ðàç-
âèòèÿ è íà ìîå òâîð÷åñòâî» (Ìÿêèíåí 1965: 47). Êðàñíîðå÷èâî è ïðè-
çíàíèå Ê óóëû, ïîçíàâøåãî ãðàíäèîçíîñòü ôèíñêîé ïðèðîäû âî âðåìÿ
ôîëüêëîðíîé ýêñïåäèöèè â Îñòðîáîòíèþ: «Øóì ìîðÿ, âîëíû áóäÿò âî
ìíå ÷òî-òî íåèçâåäàííîå [..] ß íèêîìó íå ãîâîðèë î òåõ ñêàëàõ, î òîì
ìîðå, êîòîðîå ìåíÿ âäîõíîâëÿëî, óäèâëÿëî. ß ñàì ñïîêîéíî ýòî íàáëþ-
äàë, ÷òîáû çàïîìíèòü, ÷òîáû ïîòîì åùå è åùå ðàç âåðíóòüñÿ ê ýòîìó»
(Elmgren-Heinonen 1983: 115–116).

Ôèíñêèì ïîýòàì è õóäîæíèêàì ñâîéñòâåííî ïðèñòðàñòèå ê ðåãèî-
íàëüíîé òîïîíèìèêå. Â ñòèõîòâîðåíèè Ò îïåëèó ñà Ëåòíèé äåíü â Êàíãà-
ñàëà (ãîðîäîê â ïðîâèíöèè Õÿìå, íåäàëåêî îò Ò àìïåðå) ïåéçàæ âêëþ÷àåò
îçåðî Âåñèÿðâè, çàëèâ Ëýíãåëüìýíâåñè, ðåêó Ðîéíý. Ýòó òðàäèöèþ ïðî-
äîëæèë è Ýéíî Ëåéíî, íà÷àâ ñòèõîòâîðåíèå ßí Ñèáåëèóñ (1917) îïèñà-
íèåì ðåàëüíîãî ãåîãðàôè÷åñêîãî ìåñòà: «Ó ïîäíîæèÿ Ñÿÿêñÿìÿêè, ó
òèõèõ âîä, â ñâåðêàíèè ïðîøëîãî, â êðàñèâóþ ëåòíþþ ïîðó , ó ñâÿòîé ãîðû
ñèäèò äóìàþùèé ÷åëîâåê, â ãëàçàõ – èñêðà, â ãðóäè – ïëàìÿ.» Äàííîå
ÿâëåíèå, íà íàø âçãëÿä, èìååò ôîëüêëîðíûé ãåíåçèñ, âåäü ðóíû Êàëåâàëû
ñîäåðæàò ìíîæåñòâî ýïè÷åñêèõ òîïîíèìîâ, çíà÷èòåëüíàÿ ÷àñòü êîòîðûõ
äåéñòâèòåëüíî ñóùåñòâóåò (Âüåíà, Èìàòðà, Ñàâî, Ðóòüÿ).

Ïîýòèçàöèÿ ñóðîâîé ñåâåðíîé ïðèðîäû, ïðîâîçãëàøåíèå åå ìîùíîãî
ýòè÷åñêîãî âîçäåéñòâèÿ, ïîèñê â íåïðèõîòëèâîì ïåéçàæå èçûñêàííîé
êðàñîòû – âñå ýòè îòêðûòèÿ æèâîïèñöåâ áûëè òèïîëîãè÷åñêè ðîäñòâåí-
íûìè èñêàíèÿì ôèíñêî-øâåäñêèõ ïîýòîâ íà ðóáåæå âåêîâ. Ïðèìåòàìè
ñåâåðíîãî êðàÿ âûñòóïàþò áåëàÿ ëåòíÿÿ íî÷ü, äðåìó÷èå õâîéíûå ëåñà ñ
çàòåðÿííûìè â íèõ îçåðàìè, ãðàíèòíûå ñêàëû è óòåñû, ÷üÿ ãðàíäèîçíàÿ
ìîùü ñèìâîëèçèðó åò «ïåðâîáûòíóþ ñâåæåñòü» (âûðàæåíèå Àëåêñàíäðà
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Áåíóà2), íåèñ÷åðïàåìîñòü äóõîâíûõ ñèë. Â ïåñíå Àðìàñà ßðíåôåëü òà
(Armas Järnefelt) Ëèöî Ðîäèíû  (Isänmaan kasvot) íà ñëîâà Âåéêêî Êîñ-
êåííèåìè èìåííî áåëûå ëåòíèå íî÷è íàðÿäó ñ ñèíèìè îçåðàìè ñòàíî-
âÿòñÿ ñèìâîëîì Ôèíëÿíäèè. Îäíàêî ó ôèíñêèõ ïîýòîâ â îïèñàíèÿõ ïðè-
ðîäû Ñó îìè íåðåäêî çâó÷àò è ïå÷àëüíûå ýìîöèîíàëüíûå îáåðòîíû. Èõ
ëåãêî îùóòèòü â ñòèõîòâîðåíèè Îíåðâà: «Ïàñòáèùå. Ìîðîøêè ñòåáëè. /
×àõëûå áîëîòöà. / Ïåñíÿ ïëà÷åò è òîìèòñÿ / Ã äå-òî ó êîëîäöà. / Òîíåò òîïü
â ãóñòîì òóìàíå, / Ñòûíåò ñîëíöå â ãëóõîìàíè» (ïåðåâîä Ä. Ã îëóáåâà).

Íîâûé âçãëÿä íà ñåâåðíûé ïåéçàæ îáîçíà÷èëñÿ ê íà÷àëó ÕÕ âåêà.
Âïåðâûå ê ïðèðîäå åâðîïåéñêîãî Ñåâåðà, Ëàïëàíäèè â ÷àñòíîñòè, âîçíè-
êàåò, ïîìèìî ñîöèàëüíîãî è åñòåñòâåííîíà ó÷íîãî, ñîáñòâåííî õóäîæå-
ñòâåííûé èíòåðåñ. Â ïðèðîäíîì óíèâåðñóìå Ñåâåðà îñîáî âîñïåâàþòñÿ
ëàïëàíäñêèå ãîðû è ñîïêè, òîïêèå áîëîòà, ãðàíèòíûå óòåñû è õâîéíûå
ëåñà. Ðîæäåíèå ôèíñêîãî ïàíòåèçìà êàê íàöèîíàëüíîãî ìèðîñîçåðöà-
íèÿ ñâÿçàíî ñ îñìûñëåíèåì îñîáîé ðîëè Ñåâåðà, ïåðâîçäàííîñòè åãî
ïðèðîäû è ñàìîáûòíîñòè êóëü òóðû. Èäåàë ôèíñêèõ íåîðîìàíòèêîâ, êàê
ïèøåò Åëåíà Ñîéíè, «æàæäàë çåìíîãî âîïëîùåíèÿ è âîïëîùåíèÿ íå
ïðîñòî íà çåìëå, à íà êðåñòüÿíñêîé çåìëå» (Ñîéíè 2001: 65). Ïåéçàæ òåñíî
ñîïðÿæåí ñ áûòîâûì ôîíîì. Ïîýòè÷åñêèé òåêñò íåðåäêî âêëþ÷àåò îïè-
ñàíèå äåðåâåíñêèõ ïîñòðîåê – àìáàðà, áàíè, õëåâà.

Çàìå÷àòåëüíûé îáðàçåö ïðåäñòàâëÿåò ïåñíÿ Ïåéçàæ  (Maisema)
Ààððå Ìåðèêàíòî ( Aarre Merikanto ) íà ñëîâà Êààðëî Ñàðêèà (Kaarlo
Sarkia): «Ñóìåðå÷íûé âå÷åð, è áàíè äûìÿò . Îäèíîêàÿ ïòè÷êà ðæàíêà ãäå-
òî ùåáå÷åò. Ó ñòåíû èçáû – êðàñíûé ìàê, è çàïàõ ñåíà ïëûâåò íàä ïîëÿìè.
Âäàëåêå øóìèò âîäîïàä, íàðóøàÿ òèøèíó âå÷åðà. Íàä áîëîòèñòûì ëó-
ãîì ðàññòèëàåòñÿ è ïîäíèìàåòñÿ áåëûé òóìàí. Ïòè÷êà ðæàíêà îïÿòü ãäå-òî
ùåáå÷åò. Ñóìåðå÷íûé âå÷åð, è áàíè äûìÿò , äûìÿò .» Ñóãóáî áóäíè÷íîå,
áûòîâîå ÿâëåíèå – áàíÿ – ïîýòèçèðó åòñÿ. Ïå÷àëüíîå íàñòðîåíèå ñóìå-
ðå÷íîãî âå÷åðà îêóòûâàåò âñå. Äûì òîïÿùåéñÿ áàíè ñìåøèâàåòñÿ ñ òóìà-
íîì, âûñòóïàÿ ñèìâîëîì êðàòêîñòè, ìèìîëåòíîñòè æèçíè. Êîìïîçèòîð
òîíêî ïî÷óâñòâîâàë ýòîò ýìîöèîíàëüíûé òîí. Â ñòèõîòâîðåíèè Ñàðêèà
ïðèñóòñòâóåò ñâîéñòâåííîå æèâîïèñíîìó ïðîèçâåäåíèþ ñîåäèíåíèå
áëèæíåãî è äàëüíåãî ïëàíîâ, ñêîëüæåíèå âçãëÿäà îò ñòåíû èçáû äî âî-
äîïàäà, ïîëåé è áîëîòèñòîãî ëóãà. Ýòà ñìåíà ïëàíîâ ïåðåäàíà â ìóçû-
êàëüíîé òêàíè. Èìåííî ñ ïîëÿìè è äàëüíèì âîäîïàäîì ñâÿçàíà íå òîëüêî
çâóêîâûñîòíàÿ êóëüìèíàöèÿ â âîêàëüíîé ïàðòèè, íî è çàâîåâàíèå êðàé-
íèõ ðåãèñòðîâ, çàïîëíåíèå èõ àêêîðäîâûìè ãðîçäüÿìè.

2 Êàðòèíû Í. Ê. Ðåðèõà. Ñåäàÿ Ôèíëÿíäèÿ 1907. http://gallery.facets.ru/show.php?
id=748 (ïðîñìîòð 7 äåêàáðÿ 2015).
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Îòõîä îò ïåéçàæíûõ êàíîíîâ, ñëîæèâøèõñÿ â åâðîïåéñêîé ïîýçèè
ÕIÕ âåêà, íàáëþäàåòñÿ è â ðîìàíñå Þðü¸ Êèëïèíåíà Ëåòíÿÿ íî÷ü
(Kesäyö) íà ñëîâà Âåéêêî Êîñêåííèåìè. Ò ðóäíî ïðåäñòàâèòü íà÷àëî ðî-
ìàíòè÷åñêîé ïåñíè òàêèì âåðáàëüíûì ðÿäîì, êàê «âñå àìáàðû óæå çà-
äðåìàëè». Êîñêåíèåìè ñëåäó åò çäåñü ôèíñêèì ôîëüêëîðíûì òðàäèöèÿì,
âåäü â ñòèõàõ Êàíòåëåòàðà (Kanteletar) îáû÷íûìè ñòàíîâÿòñÿ ïîäðîá-
íûå ïåðå÷èñëåíèÿ äåðåâåíñêèõ ïîñòðîåê, íåîòäåëèìûõ îò êðåñòüÿíñêîãî
áûòà. Äëÿ Êîñêåíèåìè óæå íå ñóùåñòâîâàëî òàê íàçûâàåìîé íèçêîé
áûòîâîé ïðåäìåòíîñòè. Ó íåãî ïîýçèåé ñòàíîâèòñÿ òî, ÷òî åùå â ÕIÕ
âåêå ïîíèìàëîñü êàê áóäíè÷íîå, îáûêíîâåííîå.

Òåìà Ëàïëàíäèè â ôèíñêîì ìóçûêàëüíîì èñêó ññòâå âîïëîòèëà èäå-
àë ïåðâîçäàííîé êðàñîòû è àðõàè÷åñêîé ÷èñòîòû. Ëàïëàíäñêîå îòøåëü-
íè÷åñòâî âîñïåâàëè ìíîãèå ôèíñêèå ïîýòû. Ñòðîêè Ààðî Õåëëààêîñêè
(Aaro Hellaakoski) ïðåêðàñíî õàðàêòåðèçóþò áåçáðåæíîå ïðîñòðàíñòâî
ëàïëàíäñêîé òóíäðû: «Íå õâàòèò ìûñëè ïðîíèêíóòü â ýòè äàëè. Íè÷òî-
æåí ÷åëîâåê, ÷òîá ñòàòü çäåñü ÿâüþ.» Ñîãëàñíî ãåîãðàôè÷åñêèì ñïðà-
âî÷íèêàì, Ëàïëàíäèÿ ÿâëÿåòñÿ ñàìûì áîëüøèì ïî ïëîùàäè ïó ñòûííûì
ðàéîíîì â Åâðîïå.

Ïàíòåèñòè÷åñêèå ïðåäñòàâëåíèÿ îêàçûâàþòñÿ íåîòúåìëåìîé ÷àñòüþ
ñààìñêîãî ðåëèãèîçíî-ìèôîëîãè÷åñêîãî ñîçíàíèÿ. Ýéíî Ëåéíî îïèñàë
ñàìûå ñåâåðíûå çåìëè â ñòèõîòâîðåíèè Ëàïëàíäñêîå ëåòî  (1902), îáî-
çíà÷èâ âàæíåéøèå ïðèìåòû: «Â Ëàïëàíäèè âñ¸ öâåòåò áûñòðî, çåìëÿ,
òðàâà, ÿ÷ìåíü è áåðåçû [..] Êîðîòêîå ëàïëàíäñêîå ëåòî, êàê êîðîòêàÿ
ïòè÷üÿ ïåñíü [..] Ëåáåäè íà íàøèõ áåðåãàõ – ïîêîé è áåçîïàñíîñòü íà
ñêëîíàõ íàøèõ ñîïîê.» Èçâåñòíàÿ ôèíñêàÿ ïîýòåññà Îíåðâà ( Onerva) â
ñòèõîòâîðåíèè Îäèíî÷åñòâî â ñåâåðíûõ ñîïêàõ  èçîáðàçèëà íå ñòîëüêî ëàï-
ëàíäñêóþ òóíäðó, ñêîëüêî äóøåâíóþ ýâîëþöèþ ÷åëîâåêà, ïðåáûâàþùå-
ãî â íåé: «Â ïåðâóþ íî÷ü ýòî áûëî êàê ïðîõëàäà ðîñû [..], êàê óáàþêèâà-
þùèé ëåïåò ãîðíîãî ðó÷üÿ [..]. Íà äðóãóþ íî÷ü ýòî áûëà ñëàäêàÿ áîëü,
ñèÿíèå âîëøåáíûõ àëìàçîâ, æàæäà êðàñîòû [..]. Íà òðåòüþ íî÷ü óæå íå
øåïòàë óòåøåíèÿ ðó÷åé [..], íà ñåðäöå ëåãëà êàìåííàÿ ïëèòà – òüìà ìèðà.
Íà òðåòüþ íî÷ü áûëî ëèøü áåçìîëâèå òþðüìû [..].»

Â òâîð÷åñòâå ôèíñêèõ êîìïîçèòîðîâ âîçíèêàåò öåëàÿ ñòèëèñòè÷åñ-
êàÿ âåòâü, ñèíòåçèðóþùàÿ ìóçûêàëüíî-ðå÷åâûå îñîáåííîñòè ôîëüêëî-
ðà ñààìîâ, ñâÿçàííîãî ñ ÿçû÷åñêèìè êóëü òîâûìè îáðÿäàìè. Äâåíàäöàòü
Ïåñåí òóíòóðè  (Tunturilauluja îð. 52–54) Êèëïèíåíà íà ñòèõè Âèëõî Ýä-
âàðäà Ò̧ðìÿíåíà ( Vilho Edvard Törmänen) ñòàëè ïåðâûì êðóïíûì êà-
ìåðíî-âîêàëüíûì ñî÷èíåíèåì, ïîñâÿùåííûì Ëàïëàíäèè.

Ïåñíè ñêîìïîíîâàíû â òðè òåòðàäè (êàæäîé èç íèõ äàí îòäåëüíûé
îïó ñ) è îáðàçóþò íåðàñòîðæèìîå öåëîå, òîò ðîä öèêëè÷åñêîãî åäèíñòâà,
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ñóùåñòâåííûì ïðèçíàêîì êîòîðîãî ñòàíîâèòñÿ «ëàáèðèíò ñöåïëåíèé»
(âûðàæåíèå Ëüâà Òîëñòîãî 3). Âûñòðàèâàÿ öèêë, Êèëïèíåí àêöåíòèðî-
âàë âåðáàëüíûå ñâÿçè ñòèõîòâîðíîãî ðÿäà.

Â ïðîèçâåäåíèè ñêëàäûâàþòñÿ äâå ãðóïïû ïîýòè÷åñêèõ ìîòèâîâ (îáå
çàíèìàþò ðàâíîå ìåñòî â öèêëå, ïî øåñòü ïåñåí). Ïåðâàÿ ñâÿçàíà ñ òðà-
ãåäèéíûì ìèðîîùóùåíèåì áûñòðîòå÷íîñòè æèçíè, ÷åëîâå÷åñêîãî îäè-
íî÷åñòâà; îëèöåòâîðåíèåì ýòèõ ÷óâñòâ ÿâëÿþòñÿ ïîãðåáàëüíûé çâîí êî-
ëîêîëîâ, ãðó ñòíàÿ ïåñíÿ ïòèöû, çàáðîøåííàÿ öåðêîâü. Âòîðàÿ ãðóïïà
ïîýòè÷åñêèõ ìîòèâîâ – ýòî ïðåîäîëåíèå òîñêè è îáðåòåíèå ÷åëîâåêîì
ðàäîñòè æèçíè. Ìèð ðàäîñòè íåðàçðûâíî ñâÿçàí ñ ëàïëàíäñêîé ïðèðî-
äîé. «Íåïîäâèæíûå» òðåçâó÷èÿ ñ îêòàâíûìè óäâîåíèÿìè òîíîâ, îñîáàÿ
çàìåäëåííîñòü äâèæåíèÿ ñîçäàþò ýïè÷åñêèé íàñòðîé, òî âåëè÷àâîå åäèí-
ñòâî, â êîòîðîì ñîåäèíÿþòñÿ ðàçëè÷íûå ÷àñòè ïðèðîäíîãî ìàêðîêîñìà.

Â ãèìíè÷åñêîé Ëåòíåé ïåñíå  (Suvilaulu) âîñòîðã ëèðè÷åñêîãî ãåðîÿ
âñåîáúåìëþù: «[..] ðàäîñòü â öâåòàõ, ðàäîñòü â ïåíèè ïòèö, ðàäîñòü â ãî-
ðàõ, âî ôüîðäàõ, ðàäîñòü â îçåðàõ, â áîëîòàõ, ðàäîñòü âî âñåé çåìëå, êóäà
íè ïîñìîòðþ.» Â Ëåòíåé ïåñíå  ïðåîáëàäàåò äèàòîíèêà. Ñåìàíòèêà áåëî-
ãî ñâåòà è îïðåäåëèëà, íà íàø âçãëÿä, ãîñïîäñòâî òîíàëüíîñòè C-dur.

Ìîäåëèðîâàíèå ëàïëàíäñêèõ éîéêó ó Êèëïèíåíà íîñèëî âåñüìà
îáîáùåííûé õàðàêòåð. Ðàçóìååòñÿ, âñå ôîðìû ñààìñêîãî ôîëüêëîðà
ïðåäñòàâëÿþò ïåíèå áåç ñîïðîâîæäåíèÿ, òîãäà êàê â ïåñíÿõ Êèëïèíåíà
ðàçâèòàÿ àêêîðäîâàÿ òêàíü ÿâëÿåòñÿ ñóùåñòâåííûì êîìïîíåíòîì ñî÷è-
íåíèÿ. È âñå æå â ïåñíÿõ Êèëïèíåíà ìîæíî çàìåòèòü ðîäîâûå ïðèçíàêè
ñààìñêèõ íàïåâîâ – êðàòêèå ìåëîäè÷åñêèå ôîðìóëû, ïîäâåðãàþùèåñÿ
èñêóñíîìó âàðüèðîâàíèþ.

Íåñîìíåííî, êîìïîçèòîðó áûë èçâåñòåí ñáîðíèê Àðìàñà Ëà óíèñà
(Armas Launis) Ëàïëàíäñêèå ìåëîäèè éîéêó, èçäàííûé Ôèííî-óãîðñêèì
îáùåñòâîì â 1908 ãîäó è âêëþ÷àþùèé ñâûøå 700 íàïåâîâ. Âåñüìà ïðè-
ìå÷àòåëüíîé â Ïåñíÿõ Ò óíòóðè (îð. 52–54) îêàçûâàåòñÿ ìåëîäè÷åñêàÿ
ñòðóêòóðà ñ õàðàêòåðíûì «òîïòàíèåì» â óçêîì çâóêîâîì ïðîñòðàíñòâå.
Ñòàíîâëåíèå íàïåâîâ èç êðàòêîãî òåìàòè÷åñêîãî ÿäðà, â îñíîâå êîòîðîãî
íàõîäÿòñÿ èíòåðâàëû ñåêóíäû è êâàðòû, âàðèàíòíàÿ ïîâòîðíîñòü ÿ÷ååê,
êâèíòîâî-ñåêñòîâûé äèàïàçîí, íåïðèõîòëèâîñòü ðèòìè÷åñêîãî ðèñóíêà –
âîò õàðàêòåðíûå îñîáåííîñòè ñòðîåíèÿ ìåëîäèé â öèêëå Êèëïèíåíà. Â
Ïåñíå òóíòóðè  (Tunturilaulu ) íàñòîé÷èâîå ïîâòîðåíèå îäíèõ è òåõ æå
èíòîíàöèîííî-ðèòìè÷åñêèõ îáîðîòîâ (îñîáåííî êâàðòîâî-ñåêóíäîâîãî)
ñîçäàåò ýôôåêò «îñòàíîâëåííîãî âðåìåíè», âûðàæàåò ñîñòîÿíèå áåñïðå-

3 Òîëñòîé, Ëåâ (1876). Ïèñüìî Íèêîëàþ Ñòðàõîâó 23, 26 àïðåëÿ. ßñíàÿ Ïîëÿíà.
http://rvb.ru/tolstoy/01text/v ol_17_18/vol_18/0656.htm (ïðîñìîòð 7 äåêàáðÿ 2015).
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äåëüíîãî ëþáîâàíèÿ. Êëþ÷åâîé ëåêñè÷åñêèé ðÿä «ñåé÷àñ ÿ íà âåðøèíå
òóíòóðè» îáðèñîâàí íå òîëüêî ìîíîëèòíûìè àêêîðäàìè, ãðîìêîñòíûì
crescendo îò f ê fff, íî è ëèäèéñêèì ëàäîì, êîòîðûé Þðèé Õîëîïîâ îïðå-
äåëÿåò êàê «ñàìûé ñâåòëûé, ñâåðõìàæîðíûé» (Õîëîïîâ 1988: 128). Ïðè-
âåðæåííîñòü Êèëïèíåíà ôîëüêëîðíî-ýïè÷åñêîé ýñòåòèêå îùóùàåòñÿ íå
òîëüêî â öåëîñòíîñòè æèçíåííîãî îõâàòà, íåñïåøíîñòè ïîâåñòâîâàíèÿ,
íî è â ìåëîäèêî-ñèíòàêñè÷åñêèõ ïðèåìàõ – â èíòîíàöèè ïåðå÷èñëåíèÿ,
àíòèôîíèçìå. Ôîðìóëüíàÿ ñæàòîñòü è çàìêíóòîñòü íà÷àëüíûõ ìåëîäè-
÷åñêèõ îáîðîòîâ – ýòî ñâÿçü ñ àðõàè÷åñêèìè ïëàñòàìè ôîëüêëîðà. Âëè-
ÿíèå ôîëüêëîðíî-ýïè÷åñêîé ýñòåòèêè ó ñìàòðèâàåòñÿ â ìîçàèêå ìàëûõ
÷àñòåé, ñèñòåìå ïîâòîðÿåìûõ ìîòèâîâ, êîòîðûå ìîãóò èìåòü âàðèàíò-
íîå ïðîäîëæåíèå. Âñå ýòè ñðåäñòâà ïðèçâàíû çàïå÷àòëåòü ñåäóþ äðåâ-
íîñòü Ëàïëàíäèè, åå ïåðâîçäàííóþ êðàñîòó .

Òåìà òîñêè ïî ðîñêîøíîìó öâåòåíèþ þãà, ÿâñòâåííî ðàçëè÷èìàÿ â
òâîð÷åñòâå Ñèáåëèóñà, ïðàêòè÷åñêè èñ÷åçàåò â ôèíñêîé âîêàëüíîé ìó-
çûêå âòîðîé ïîëîâèíû ÕÕ âåêà. Ïàíòåèçì, îáúåäèíèâøèé ôèíñêèõ êîì-
ïîçèòîðîâ è ïîýòîâ, íå ïðîñòî ïîðîäíèë èõ â ïîýòè÷åñêîì êóëü òå ïðè-
ðîäû êàê òàêîâîé, íî ïðèâåë ê ïðîâîçãëàøåíèþ ïðèðîäû Ôèíëÿíäèè â
êà÷åñòâå ïîäëèííîãî èñòî÷íèêà âäîõíîâåíèÿ, ñðåäñòâà «âîñïèòàíèÿ
äóøè». Íàöèîíàëüíîå íà÷àëî âûðàçèëîñü êàê â äîìèíèðîâàíèè êàðòèí
äåðåâåíñêîé æèçíè, òàê è â çàìåòíîì óâåëè÷åíèè ÷èñëà çèìíèõ ïåéçà-
æåé, ëàïëàíäñêîé ïðèðîäû. Ñåâåðíàÿ àðõàèêà áûëà äëÿ ôèíñêèõ ïîýòîâ
îòêðûòèåì íîâîé êðàñîòû, ãàðìîíèÿ êîòîðîé ïðåäñòàâëÿëàñü èì ìóä-
ðîé è æèâîòâîðíîé.

Landscapes in the Finnish Vocal Chamber Music:
From Italy to Lapland

Irina Gornaya

Summary

Blossoming force of the Finnish musical and poetic landscape took place
in the 1880s–1900s. That period became the Golden Age in the history of
art of Finland. Landscape descriptions were used in various song genres – a
lullaby, a ballad, a Christmas song. In vocal chamber music, romances-
landscapes became important. There are many songs, whose poetic texts
constitute only landscape description. In vocal music at the end of the 20th

century landscape descriptions often prove to be a part of an intimate diary.
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Italy was one of the most beloved countries of the Finnish artistic elite.
In the European culture of the 19th–20th centuries Italy was as a symbol of
beauty. Italy attracted Finnish artists not only with the world-famous works
of art and architecture but also for its landscapes. In Finnish vocal chamber
music devoted to Italy, Venetian themes dominate. There are three Venetian
songs by Oskar Merikanto, Barcarolle. Venice Song by Heino Kaski, Venice
Song and Venetian Intermezzo by Yrjö Kilpinen, Venice by Sulho Ranta.
The reminiscences of Venetian impressions are reflected in Jean Sibelius’
song Lapping Waters with the lyrics by Viktor Rydberg, in which the Venetian
lagoon and the Ducal Palace are described. Italian associations present the
title of Sibelius’ song Dolce far niente representing the well-known idiom of
the Italian language.

It is noteworthy that Barcarolle by Kaski is very different from the
typical barcarolle. There is no longer a light reverie or sweet melody that is
so characteristic of the genre barcarolle. The underlined fragmentary melodic
line also goes beyond the usual boundaries of the genre. Thus, this song
marked the Venetian drama rather than elegiac sadness.

Many figures of Finnish culture – Jean Sibelius, Toivo Kuula, Erkki
Melartin, Selim Palmgren, Sulho Ranta, Seppo Nummi, Eino Leino, Karl
August Tavaststjerna, Hilja Onerva, Veikko Antero Koskenniemi, Larin
Kyösti – were real experts of the nature of their country; they had studied
the most remote places of the country. Love for forest lakes, granite cliffs,
deserted seashore associated with a particular cult of the natural pristine
landscape. Many Finnish composers left heartfelt statements about the nature
of their country emphatically denoting its role in their musical creativity.

The new view on a northern landscape appeared at the beginning of the
20th century. The famous nature objects of the North acquired a new signi-
ficance. The subject of melancholy for the magnificent southern nature, which
is present in Sibelius’ creativity, practically disappeared in the Finnish vocal
music of the second half of the 20th century. For the first time the nature of
the European North, and Lapland in particular, causes the interest of not
only social and natural sciences, but also the interest of art. The birth of the
Finnish pantheism as a national world view is connected with the under-
standing of a special role of the North. The subject of Lapland embodies an
ideal of primitive beauty and archaic purity in the Finnish music. Pantheistical
representations are an integral part of the Lappish religious and mythological
consciousness. Kilpinen’s Fell Songs (op. 52–54) is the first large chamber
and vocal composition devoted to Lapland. This work contains two semantic
groups. The first groups deals with the tragedy of the transience of life,
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human loneliness, epitomized by the toll of the bells, the sad song of a bird,
an abandoned church. The second group of songs is to overcome the anguish
and reflect the joy of finding life in the Lappish nature. The songs by Kilpinen
contain signs of Sami folk tunes – cleverly varied brief melodic formulas.

The national beginning is reflected in the noticeable increase in the
number of winter landscapes, in the descriptions of the Lappish nature.

The landscape united the Finnish composers and poets in the cult of the
nature. For Finnish poets, Archaic North was opening of a new beauty, the
harmony that seemed to be wise and life-giving. They proclaimed the land-
scapes of Finland as an original source of inspiration, means of education of
soul.
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Ñèìôî íèÿ â ôèíñêîé ìóçûêå ðóáåæà ÕÕ–ÕÕI âåêîâ:
âàðèàíò ñèñòåìàòèçàöèè

Dr. art. Èðèíà Êîïîñîâà
Àññîöèèðîâàííûé ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé

êîíñåðâàòîðèè èì. Àëåêñàíäðà Ãëàçóíîâà

Ñóäüáà ñèìôîíèè íà ïðîòÿæåíèè ÕÕ âåêà – è â êîìïîçèòîðñêîì
òâîð÷åñòâå, è â îáëàñòè òåîðåòè÷åñêîãî îñìûñëåíèÿ – ñêëàäûâàëàñü
íå ïðîñòî. Àâàíãàðäíûå òåíäåíöèè, îáíàðóæèâàþùèå ñåáÿ â õîäå ñòîëåòèÿ,
íåîäíîêðàòíî ñòàâèëè ïîä ñîìíåíèå áóäóùíîñòü êëàññè÷åñêèõ æàíðîâ.
Â èòîãå îòõîä îò íèõ íàìåòèëñÿ â õóäîæåñòâåííîé ïðàêòèêå, îáñóæäàëñÿ
îí è òåîðèåé. Ò àê, Êàðë Äàëüõàóç ôèêñèðóåò «ñíèæåíèå äî ìèíèìóìà
çíà÷åíèÿ æàíðîâ» â ñîâðåìåííîì êîìïîçèòîðñêîì òâîð÷åñòâå ( Dalhaus
1974: 621). Òàêîå ìíåíèå îò÷àñòè ñïðàâåäëèâî. Åñëè ìû áóäåì íàáëþ-
äàòü çà ñèìôîíèåé, òî îáíàðóæèì â ÕÕ ñòîëåòèè ñî÷èíåíèÿ, èìåþùèå
íåêëàññè÷åñêîå ñîäåðæàíèå, âîñõîäÿùåå ê ýòèìîëîãèè òåðìèíà ñèìôî-
íèÿ.  Îäíèì èç ïåðâûõ ïðèìåðîâ ñòàëè Ñèìôîíèè äóõîâûõ  Èãîðÿ Ñòðà-
âèíñêîãî (1922); íàïîìíèì, â ïðåäèñëîâèè ê îïó ñó êîìïîçèòîð ïèøåò ,
÷òî êîíöåíòðèðîâàëñÿ çäåñü íà ñ î ç â ó ÷ è ÿ õ ðàçíûõ èíñòðóìåíòîâ.

Âòîðàÿ ïîëîâèíà âåêà ïðèíîñèò åùå îäèí èíòåðåñíûé ôåíîìåí. Åãî,
ê ïðèìåðó , íàõîäèì â Ñåäüìîé ñèìôîíèè âåäóùåãî ôèíñêîãî ñèìôî-
íèñòà Êàëåâè Àõî (Kalevi Aho). Îíà ñîçäàíà ïî ìàòåðèàëàì åãî îïåðû
Æèçíü íàñåêîìûõ (Hyönteiselämää, 1986) è ñîñòîèò èç øåñòè æàíðîâûõ
÷àñòåé, îò÷åãî î÷åâèäíî íàêëîíåíà ê ñþèòå. È, õîòÿ êîìïîçèòîð ñ÷èòà-
åò, ÷òî ñóìåë òóò ïî-íîâîìó âîïëîòèòü «ìàëåðîâñêóþ èäåþ î ïîäîáèè
ñèìôîíèè ìèðó», ñäåëàíî ýòî â ãðîòåñêíîì êëþ÷å, ñ «îòðèöàíèåì íàð-
ðàòèâíîé ëîãèêè» ( Schlüren 2007: 15); ïîýòîìó Ñåäüìóþ Àõî íàçâàë ïî-
ñòìîäåðíèñòêîé àíòèñèìôîíèåé.

Ïðåîäîëåíèå ó ñòîÿâøèõñÿ ÷åðò æàíðà, çàôèêñèðîâàííîå â îáñóæ-
äåííûõ îáðàçöàõ, – òîëüêî îäíà èç ëèíèé, îïðåäåëÿþùèõ áûòîâàíèå
ñèìôîíèè â ñîâðåìåííîé ìóçûêå. Äðóãóþ íàáëþäàåì ó êîìïîçèòîðîâ
àâàíãàðäíîé îðèåíòàöèè (Äæîíà Êåéäæà / John Cage/, Ëóèäæè Íîíî
/ Luigi Nono /, Ïüåðà Áóëåçà /Pierre Boulez/, Äæîðäæà Êðàìà / George
Crumb/ è äð.), êîòîðûå ÷àñòè÷íî èëè ïîëíîñòüþ îòêàçûâàþòñÿ îò êëàñ-
ñè÷åñêèõ æàíðîâ. Çäåñü ïîêàçàòåëüíî òâîð÷åñòâî Êàðëõàéíöà Øòîêõàó-
çåíà (Karlheinz Stockhausen), ó êîòîðîãî, ïî ñëîâàì Þðèÿ Õîëîïîâà, «0
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ñèìôîíèé […], 0 êàêèõ-ëèáî ñîíàò , 0 êîíöåðòîâ, 0 êâàðòåòîâ […], 0 âî-
êàëüíûõ öèêëîâ íà ñòèõè (òàêîãî-òî) ïîýòà» 1 (Õîëîïîâ 2002: 382).

Îäíàêî, êàê èçâåñòíî, ôîðìû ðàçðûâà ñ Ò ðàäèöèåé â èñêóññòâå ÕÕ
âåêà ïåðåìåæàëèñü è äàæå ñîñåäñòâîâàëè ñ ðàçíûìè âèäàìè åå ïðîäîë-
æåíèÿ: «äîãîâàðèâàíèåì», ïåðåîñìûñëåíèåì è ò . ä. Ïîýòîìó ñèìôîíèÿ
ïðîäîëæèëà ñâîþ æèçíü â îáëèêå áîëåå èëè ìåíåå ïðèáëèæåííîì ê ïðè-
âû÷íîìó . Îñîáåííî îñÿçàåìà ýòà òåíäåíöèÿ ïî ìåðå óäàëåíèÿ îò åâðî-
ïåéñêèõ àâàíãàðäíûõ öåíòðîâ – Ïàðèæà, Ê¸ëüíà, Ìèëàíà. Îäèí èç «ñèì-
ôîíè÷åñêèõ îàçèñîâ» îáðàçîâàëñÿ â ìóçûêå Ôèíëÿíäèè. Ïî ðàçíûì
ïîäñ÷åòàì, ïîñòñèáåëèó ñîâñêèé ýòàï ïðèíåñ ôèíñêîé ìóçûêå îò òðåõ-
ñîò2 äî ÷åòûðåõñîò3 ñèìôîíèé.

Áûòîâàíèå ñèìôîíèè â ôèíñêîì èñêó ññòâå â öåëîì ñòàëêèâàëîñü ñ
îïðåäåëåííûìè òðóäíîñòÿìè. Ò àê, íà ïðîòÿæåíèè 1930–1940-õ ãîäîâ
ïðîáëåìà çàêëþ÷àëàñü â íåñïîñîáíîñòè êîìïîçèòîðîâ òåõ ëåò (Áåíãòà
ôîí Ò ¸ðíå / Bengt von Törne/, Ýðèêà Ôîðäåëëÿ / Erik Fordell /) ïðåîäî-
ëåòü òðàäèöèè íàöèîíàëüíî-ðîìàíòè÷åñêîãî èñêó ññòâà, âûéòè èç «òåíè
Ñèáåëèóñà»; íà ðóáåæå 1950–1960-õ, ñ ïðèõîäîì â Ôèíëÿíäèþ òåõíèê
íîâåéøåé ìóçûêè (ñíà÷àëà äîäåêàôîíèè, à çàòåì ñåðèàëèçìà, àëåàòî-
ðèêè, ñîíîðèêè, ýëåêòðîàêó ñòèêè), ïîçèöèè æàíðà ñåðüåçíî ïîøàòíó-
ëèñü; ïî ñëîâàì Àõî, òîãäà «è ñèìôîíèÿ, è ñèìôîíè÷åñêîå ìûøëåíèå
îïðåäåë¸ííî âûøëè èç ìîäû» (Ìèðîíîâà 2000: 50).

Îäíàêî îñîáåííî íà ýòîì ýòàïå î÷åâèäíî ïðîñòóïèëà ñàìîáûòíîñòü
îòíîøåíèÿ ôèííîâ ê ñèìôîíèè: ìíîãèå íà÷èíàþùèå àâòîðû â òî âðå-
ìÿ èñêàëè îôîðìëåíèå çàìûñëîâ, ñâÿçàííûõ ñ íîâåéøèìè ÿçûêîâûìè
ñðåäñòâàìè, èìåííî â ýòîì æàíðå. Ò àê, íàïðèìåð, Ýéíîþõàíè Ðà óòàâà-
àðà (Einojuhani Rautavaara), ïðåêðàñíî ïîíèìàÿ, ÷òî â 1960-å êàæäîãî,
êòî ïèøåò ñèìôîíèè, íåçàìåäëèòåëüíî îáúÿâÿò «îòúÿâëåííûì êîíñåð-
âàòîðîì», â 1961 çàâåðøàåò Òðåòüþ ñèìôîíèþ, âîçíèêøóþ â èòîãå äî-
äåêàôîííûõ øòóäèé ïîä ðóêîâîäñòâîì Âëàäèìèðà Ôîãåëÿ ( Wladimir
Vogel), à â 1962 ãîäó – ×åòâåðòóþ ñèìôîíèþ Arabeskata. Îíà ñòàëà åäèí-
ñòâåííûì ôèíñêèì îïó ñîì, ïîñòðîåííûì íà ïîñëåäîâàòåëüíîì âîïëî-
ùåíèè ïðèíöèïîâ èíòåãðàëüíîãî ñåðèàëèçìà, èç-çà ÷åãî ïîçäíåå ñòàëà
ïîíèìàòüñÿ «êóëüìèíàöèîííûì ïóíêòîì âñåõ ìîäåðíèñòñêèõ òåíäåí-
öèé ôèíñêîé ìóçûêè» (Êîðõîíåí 2008: 58).

1 Ñîáñòâåííî ãîâîðÿ, èìåííî ê ìóçûêå Øòîêõà óçåíà áîëåå âñåãî ïðèëîæèìî
öèòèðîâàííîå âûøå ìíåíèå Äàëüõà óçà.

2 Ýòó öèôðó ïðèâîäèò Êèììî Êîðõîíåí ( Korhonen 1992: 4).
3 ×èñëî, íàçûâàåìîå Ìèêêî Õåéíè¸ ( Heiniö 1990: 10).
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Íà îáùååâðîïåéñêîì ôîíå òàêîå ïîëîæåíèå âåùåé âûãëÿäèò ýêñò-
ðàîðäèíàðíî. Â ìóçûêå Ã åðìàíèè, Ôðàíöèè è íåêîòîðûõ äðóãèõ ñòðàí
ê êîíöó 1950-õ îêîí÷àòåëüíî ñôîðìèðîâàëàñü ó ñòàíîâêà, ñîãëàñíî
êîòîðîé íîâûå ñðåäñòâà èçëîæåíèÿ òðåáóþò äëÿ ñåáÿ íîâûõ æàíðîâ è
ôîðì 4. Â ñèìôîíèÿõ æå Ðà óòàâààðû è ïîäîáíûõ èì ýêñïåðèìåíòàõ
1960-õ5 ìû ñõâàòûâàåì òó òåíäåíöèþ, â ðó ñëå êîòîðîé è íóæíî ïîíè-
ìàòü ñóäüáó ôèíñêîé ñèìôîíèè â ÕÕ âåêå. Îíà ñâÿçàíà ñ ïëàíîìåðíûì
ï å ð å î ñ ì û ñ ë å í è å ì  êëàññèêî-ðîìàíòè÷åñêîãî  ñ è ì ô î í è ÷ å ñ ê î ã î
ê à í î í à .

Ýòîò ïðîöåññ íóæíî ïðèçíàòü îðãàíè÷íûì äëÿ ïðîôåññèîíàëüíîãî
èñêóññòâà Ôèíëÿíäèè, ïîñêîëüêó ñâîèì èñòîêîì îí èìååò òâîð÷åñòâî
ßíà Ñèáåëèóñà (Jean Sibelius). Êàê èçâåñòíî, åãî ñèìôîíèè õîëîäíî ïðè-
íèìàëèñü â ñîâðåìåííîé Ã åðìàíèè, îíè ïðîäîëæàëè ïîäâåðãàòüñÿ çäåñü
ðåçêîé êðèòèêå è ïîçæå, íàïðèìåð, Ò åîäîðîì Àäîðíî ( Teodor Adorno)6.
Ïðè÷èíà â òîì, ÷òî ñèáåëèó ñîâñêèå îïó ñû ñî÷èíåíû íå â íåìåöêèõ òðà-
äèöèÿõ. Èì ïî-ñâîåìó ïîíèìàëàñü ñóòü ñèìôîíè÷åñêîãî ðàçâèòèÿ: â
çíàìåíèòîé áåñåäå ñ Ãóñòàâîì Ìàëåðîì ( Gustav Mahler) 1907 ãîäà Ñèáå-
ëèóñ ñâÿçàë åå ñ « ã ë ó á è í í î é  ë î ã è ê î é » ,  î á ü å ä è í ÿ þ þ ù å é  â ñ å
ò å ì û , òîãäà êàê Ìàëåð ãîâîðèë î  ï î ä î á è è  ñ è ì ô î í è è  ì è ð ó  (Ðîññ
2012: 265). Èíà÷å îïðåäåëÿëàñü è êîìïîçèòîðñêàÿ çàäà÷à. Ôàêòè÷åñêè
åå ôîðìóëèðîâêó ìû ñëûøèì â ïèñüìå (îò 17 èþëÿ 1943 ãîäà), àäðåñî-
âàííîì Þññè ßëëàñó ( Jussi Jallas), ãäå Ñèáåëèóñ îòìå÷àåò: «Íàñòîÿùåå â
çíà÷èòåëüíîé ñòåïåíè èçáàâèëîñü îò ôîðìû ñèìôîíèè, îò åå ôîð-
ìàëèçìà» 7. Ïî ñóòè, íà ïðîòÿæåíèè âñåãî ñèìôîíè÷åñêîãî ïóòè – îò
ïðîëîãà õîðîâîé ñèìôîíèè Êóëëåðâî (Kullervo, 1899) äî îäíî÷àñòíîé
Ñåäüìîé, ñèìôîíèè-ïîýìû, – Ñèáåëèó ñ èñêàë ñïîñîáû ïðåîäîëåíèÿ
çàäàííîñòè ñèìôîíè÷åñêîãî êàíîíà. Íîâûì âèòêîì ïîèñêîâ ñòàëî ñî-
âðåìåííîå êîìïîçèòîðñêîå òâîð÷åñòâî.

4 Ýòà ïîçèöèÿ ðåëüåôíåå âñåãî âûðàæåíà â çíàìåíèòîé ñòàòüå Ïüåðà Áóëåçà
Øåíáåðã ìåðòâ, ãäå ñîçäàòåëü äîäåêàôîíèè êðèòèêóåòñÿ çà òî, ÷òî îáëåêàë íî-
âóþ ïî ÿçûêîâûì ñðåäñòâàì ìóçûêó â êëàññè÷åñêèå ïî ñâîåé ñóòè ïîñòðîåíèÿ
(ñì.: Áóëåç 2004: 84).

5 Èìååì â âèäó ñîíîðíûå ñèìôîíèè Ýðêêè Ñàëìåíõààðû ( Erkki Salmen-
haara) – Ïåðâóþ è Âòîðóþ, äîäåêàôîííûå Ïåðâûå ñèìôîíèè Ò àóíî Ìàðòèíåíà
(Tauno Martinen), Ïààâî Õåéíèíåíà ( Paavo Heininen) è äð.

6 Ñóòü ýòîé êðèòèêè, à òàêæå îïðåäåëèâøèå å¸ ïðè÷èíû, îáñóæäåíû â ñòàòüå
Âåðû Íèëîâîé (Íèëîâà 2003).

7 Jean Sibelius. Mit eigenen Worten. http://www.sibelius.fi/deutsch/omin_sanoin/
ominsanoin_16.htm (accessed 30 June 2015).
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Â ñèëó ñóììû ôàêòîðîâ ôèíñêàÿ ìóçûêà íà ðóáåæå ÕÕ–ÕÕI ñòîëå-
òèé ïåðåæèâàåò íàñòîÿùèé «ñèìôîíè÷åñêèé áóì» 8. Ê ñèìôîíèè ïðè-
õîäÿò è ìîëîäûå 9, è çðåëûå, íî íå îáðàùàâøèåñÿ ê íåé ðàíåå, àâòîðû 10;
êîìïîçèòîðû, óæå ïèñàâøèå ñèìôîíèè, ó ñèëèâàþò ñâîþ àêòèâíîñòü â
äàííîì æàíðå 11. Ñèìôîíè÷åñêèå îïó ñû, ñîçäàâàåìûå ñåãîäíÿ â Ôèí-
ëÿíäèè, îáðàçóþò ìíîãîëèêóþ è ïåñòðóþ êàðòèíó . Äëÿ íåå õàðàêòåðåí
íåïðåðûâíûé ïîèñê â íåñêîëüêèõ íàïðàâëåíèÿõ: â ñôåðå òåìàòèêè ñî-
÷èíåíèé 12, èõ èñïîëíèòåëüñêîãî ñîñòàâà è ñîåäèíåíèÿ æàíðîâûõ íà÷àë 13,
â îáëàñòè êîìïîçèöèîííûõ ðåøåíèé 14, íàêîíåö – òåõíèê êîìïîçèöèè 15.

Èç-çà ñâîåé ðàçíîïëàíîâîñòè ôèíñêèé ñèìôîíè÷åñêèé ìàññèâ ñ
òðóäîì ïîääàåòñÿ ñèñòåìàòèçàöèè. Íî å¸ íåîáõîäèìîñòü íàçðåëà ïî
ðàçíûì ïðè÷èíàì. Äîñòèãíóòûå îáîáùåíèÿ äàäóò âîçìîæíîñòü îöåíèòü
ñàìîáûòíîñòü ñåãîäíÿøíåãî ñîñòîÿíèÿ ôèíñêîé ìóçûêè, íî ãëàâíîå –
ïîçâîëÿò ïîëó÷èòü äàííûå î õàðàêòåðå ïðåîáðàçîâàíèé, ïåðåæèòûõ
ñèì ôîíèåé â ñîâðåìåííîé êîìïîçèòîðñêîé ïðàêòèêå. Âàæíîñòü òàêèõ íà-
áëþäåíèé  îáúÿñíèìà ñëåäóþùèì.  Ìàñøòàáíûå èçìåíåíèÿ,  ïðîèçîøåä-
øèå â èñêóññòâå ÕÕ âåêà, çàñòàâèëè ïî-èíîìó âçãëÿíóòü íà ïðîáëåìó

8 Ñðåäè îñíîâíûõ íàçîâåì ñèñòåìó ãîñóäàðñòâåííîé ïîääåðæêè êóëü òóðû,
ñìåíó ýñòåòè÷åñêèõ îðèåíòèðîâ ñ àâàíãàðäíûõ íà ïëþðàëèñòè÷åñêèå, îñîçíà-
íèå ñèìôîíèè êàê îñîáî «ôèíñêîãî» è «âå÷íîãî» æàíðà (ïîäðîáíåå ñì.: Êîïî-
ñîâà 2012).

9 Áðàòüÿ ßëàâà (Lassi Jalava, Pertti Jalava), Ïàòðèê Âèäüåñêîã (Patrik Vidjeskog),
Ýýðî Õÿìåííèåìè ( Eero Hämeenniemi), Þõàíè Íó îðâàëà (Juhani Nuorvala) è äð.

10 Ôðèäðèõ Áðóê (Fridrich Bruk ), Ãåðìàí Ðåõáåðãåð (Herman Rechberger), Ïåð-
Õåíðèê Íóðäãðåí ( Pehr-Henrik Nordgren) è äð.

11 Ýéíàð Ýíãëóíä ( Einar Englund), Êàëåâè Àõî, Ëåéô Ñåãåðñòàì (Leif
Segerstam), Àóëèñ Ñàëëèíåí ( Aulis Sallinen) è äð.

12 Â íèõ îòðàæåí èíòåðåñ ê íååâðîïåéñêèì êóëü òóðàì (ñèìôîíèè Ðåõáåðãåðà,
Øåñòàÿ Áðóêà), ñâÿçü ñ ñîâðåìåííîé è êëàññè÷åñêîé ëèòåðàòóðîé (Âîñüìàÿ Ðà-
óòàâààðû, Ñåäüìàÿ Ñàëëèíåíà, Øåñòàÿ Ýíãëóíäà) èëè æèâîïèñüþ (Ò ðåòüÿ, Ñåäü-
ìàÿ Áðóêà), ïðîáëåìû ýêîëîãèè (Øåñòàÿ Íóðäãðåíà).

13 Çäåñü âîçìîæíî íàëè÷èå êîíöåðòíûõ (ñèìôîíèè êîí÷åðòàíòå ¹ 3, ¹ 9
Àõî, Âòîðàÿ Ñàëëèíåíà è äð.) èëè êàíòàòíî-îðàòîðèàëüíûõ (Øåñòûå Ýíãëóíäà
è Íóðäãðåíà, ñèìôîíèè Áðóêà è äð.) ÷åðò è äàæå âëèÿíèå ïîï-ìóçûêè ( Ðåããè-
ñèìôîíèÿ  Ë. ßëàâà è Garage-ñèìôîíèÿ  Þõàíè Íó îðâàëà /Juhani Nuorvala/).

14 Â ïåðâîì ñëó÷àå ïîêàçàòåëüíà, íàïðèìåð, Âîñüìàÿ ñèìôîíèÿ Àõî; âî âòî-
ðîì – ñèìôîíèè Ñåãåðñòàìà è Ðåõáåãåðà.

15 Êðîìå ðàñïðîñòðàíåííûõ â Íîâåéøåé ìóçûêå òåõíèê (ñåðèàëèçìà, ñîíî-
ðèêè, àëåàòîðèêè è äð.), çäåñü âîçíèêàþò îðèãèíàëüíûå àâòîðñêèå òåõíèêè: «òåõ-
íèêà ñâîáîäíîé ïóëüñàöèè» Ñåãåðñòàìà è «ìîçàè÷íàÿ òåõíèêà» Ñàëëèíåíà (Êîð-
õîíåí 2008).
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åãî ïðååìñòâåííîñòè ïðîøëîìó . Íà ìîìåíò ïîÿâëåíèÿ ðàäèêàëüíûõ òå÷å-
íèé Íîâåéøåé ìóçûêè áûëà î÷åâèäíà èõ èíàêîñòü, îò÷åãî îáñóæäàëñÿ
å¸ ðàçðûâ ñ òâîð÷åñòâîì ïðåäøåñòâóþùèõ ýïîõ. Îäíàêî ïîñòåïåííî, ïî
ìåðå îñìûñëåíèÿ Íîâåéøåé ìóçûêè â èñòîðè÷åñêîì êîíòåêñòå, ñòàëè
âûÿâëÿòüñÿ ôîðìû å¸ ñâÿçåé ñ èñêóññòâîì ïðîøëîãî. Â îáëàñòè òåîðèè
ìóçûêàëüíûõ æàíðîâ ýòî ïðèâåëî ê îïðåäåëåííîé ñìåíå êîîðäèíàò:
ñ ò à ò è ÷ å ñ ê à ÿ êîíöåïöèÿ ìóçûêàëüíîãî æàíðà, ïðè êîòîðîé îí ðàñ-
ñìàòðèâàëñÿ êàê ñâîåãî ðîäà ìåðà, îáðàçåö, ñòàëà âûòåñíÿòüñÿ äè í à -
ì è ÷ å ñ ê î é  êîíöåïöèåé. Êàê ïèøåò Àëëà Êîðîáîâà, àâòîð ðàçâåðíóòî-
ãî èññëåäîâàíèÿ ïî äàííîìó âîïðîñó , â ÕÕ âåêå «âçãëÿäû íà æàíð êàê
ýñòåòè÷åñêèé àáñîëþò, ñìåíÿþòñÿ âèäåíèåì â íåì èñòîðè÷åñêîãî ðåëÿ-
òèâà, ìåñòî æàíðîâûõ óíèâåðñàëèé çàíèìàåò  ó í è â å ð ñ à ë è ç ì  æ à í -
ð î â î ã î  ï ð è í ö è ï à » (Êîðîáîâà 2007: 131; ðàçðÿäêà ìîÿ. – È. Ê.).

Èçìåíåíèå îáùåé ó ñòàíîâêè âî âçãëÿäàõ íà æàíð äîëæíî âûçûâàòü
ïðîåêöèþ íà èññëåäîâàíèÿ â îáëàñòè êîíêðåòíûõ æàíðîâ. Ïîêà ñîâðå-
ìåííîé òåîðèè ýòîãî î÷åâèäíî íå äîñòàåò . Íàïðèìåð, â îòíîøåíèè ñèì-
ôîíèè ñåé÷àñ òîëüêî çàôèêñèðîâàíà àìïëèòóäà îòõîæäåíèÿ îò ïðèíÿ-
òûõ â êëàññè÷åñêîì èñêóññòâå íîðì. Äîïó ñòèì, Ìàðèàííà Âûñîöêàÿ â
èññëåäîâàíèè, ïîñâÿùåííîì îòå÷åñòâåííûì ñèìôîíèè è îïåðå âòîðîé
ïîëîâèíû ÕÕ âåêà, ïèøåò: «Ñèìôîíèÿìè ñåãîäíÿ íàçûâàþò è ñâîáîä-
íûå ïî ñòðóêòóðå îðêåñòðîâûå êîìïîçèöèè, è íåáîëüøèå ïüåñû äëÿ êà-
ìåðíîãî àíñàìáëÿ, ñî÷èíåíèÿ ÷èñòî èíñòðóìåíòàëüíûå è âêëþ÷àþùèå
ïåâöîâ […]. Ïðèåìëåìû ëþáûå êîìïîçèöèîííûå è äðàìàòóðãè÷åñêèå
ðåøåíèÿ, ëþáûå âûðàçèòåëüíûå è èñïîëíèòåëüñêèå ñðåäñòâà» (Âûñîö-
êàÿ 1995: 16–17). Îäíàêî òàêàÿ õàðàêòåðèñòèêà, íåñìîòðÿ íà îáúåìíîñòü,
íå äàåò íè ìàëåéøåãî ïðåäñòàâëåíèÿ, ÷òî æå â ñîâðåìåííîé ñèìôîíèè
ÿâëÿåòñÿ ñ è ì ô î í è ÷ å ñ ê è ì . Åñëè îòòàëêèâàòüñÿ îò ýòèõ ñëîâ, ñèì-
ôîíèåé ìîæíî íàçâàòü ôàêòè÷åñêè ÷ ò î  ó ã î ä í î …

Äëÿ ñèñòåìàòèçàöèè ïðîöåññîâ, èäóùèõ ñåé÷àñ â ôèíñêîé ñèìôî-
íèè, êàê è äëÿ âûÿâëåíèÿ îñîáåííîñòåé äèíàìè÷åñêîé òðàêòîâêè æàíðà,
íàì êàæåòñÿ ïëîäîòâîðíûì ïðèìåíåíèå êëàññèôèêàöèè, ïðåäëîæåííîé
Þðèåì Õîëîïîâûì îòíîñèòåëüíî ñîâðåìåííîé ìóçûêàëüíîé ôîðìû
(Õîëîïîâ 2003: 128). Îíà âîçíèêëà â èòîãå ìíîãîëåòíåãî èññëåäîâàíèÿ
ìóçûêè ÕÕ âåêà, ïðîâîäèìîãî ýòèì ó÷åíûì ñ óáåæäåííîñòüþ, ÷òî Íî-
âàÿ è îò÷àñòè Íîâåéøàÿ ìóçûêà ñâÿçàíû ñ ïðîøëûì. Ïîýòîìó õîëîïîâ-
ñêàÿ ñèñòåìàòèêà ìóçûêàëüíûõ ôîðì ÕÕ âåêà îöåíèâàåò õàðàêòåð âçàè-
ìîäåéñòâèÿ ñîâðåìåííîé ìóçûêè ñ òðàäèöèÿìè.

Ïî ìûñëè Õîëîïîâà, â ýòîé îáëàñòè íàðÿäó ñ ôîðìàìè, íå èìåþ-
ùèìè àíàëîãîâ â ìóçûêå ïðîøëîãî, òî åñòü ñîáñòâåííî íîâåéøèìè (îí
íàçûâàåò èõ « è í ä è â è ä ó à ë ü í û ì è  ï ð î å ê ò à ì è »), ñóùåñòâóþò íå-
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ìàëî êîìïîçèöèé, ïîñòðîåííûõ íà ïåðåîñìûñëåíèè êëàññè÷åñêèõ çà-
êîíîâ. Õîëîïîâ ïðåäëàãàåò ðàçäåëÿòü èõ íà  ï å ð å è í ò î í è ð î â à í í û å
(òå, â êîòîðûõ êîðåííûå îñîáåííîñòè «ñòàðûõ» ôîðì àäàïòèðîâàíû ê
íîâûì ÿçûêîâûì ó ñëîâèÿì) è  ò ð à í ñ ô î ð ì è ð î â à í í û å  (â íèõ õàðàê-
òåðíûå ïðèçíàêè êëàññè÷åñêèõ ôîðì ñóùåñòâåííî èçìåíåíû ïîä âîç-
äåéñòâèåì íîâåéøèõ òåõíèê). Ïðîöåññû ïåðåèíòîíèðîâàíèÿ è òðàíñ-
ôîðìàöèè íàì âèäÿòñÿ ïðèëîæèìûìè ê æàíðîâîé îáëàñòè.

Ó ôèíñêèõ àâòîðîâ ïðåîáëàäàþò ñèìôîíèè, â êîòîðûõ ïåðåèíòî-
íèðóþòñÿ çàêîíîìåðíîñòè êëàññè÷åñêèõ îáðàçöîâ. Äëÿ íèõ ñâîéñòâåí
«êîìïëåêñíûé» âçãëÿä íà ñèìôîíè÷åñêóþ òðàäèöèþ: êîìïîçèòîðû, â
çàâèñèìîñòè îò ñîáñòâåííûõ ýñòåòè÷åñêèõ óáåæäåíèé, îáðàùàþòñÿ ê
ðàçíûì å¸ âåòâÿì. Äîïó ñòèì, òàêèå àâòîðû, êàê Ïåð-Õåíðèê Íóðäãðåí,
Ôðèäðèõ Áðóê è äð., ðàçâèâàþò çàêîíû ñ è ì ô î í è ÷ å ñ ê î é  ï î ý ì û .
Å¸ àòðèáóòû ó Íóðäãðåíà ñëåäóþùèå: îáðàùåíèå ê êàìåðíîìó ñîñòàâó
îðêåñòðà, ñòðåìëåíèå ê îäíî÷àñòíîñòè 16 è ñêðûòîé ïðîãðàììíîñòè (â
ýòîì îòíîøåíèè ïîêàçàòåëüíî èñïîëüçîâàíèå öèòàòíîãî ìàòåðèàëà
ïðàêòè÷åñêè âî âñåõ ñèìôîíèÿõ 17). Êðîìå òîãî, ôîðìîîáðàçîâàíèå â
ñîá ñòâåííûõ îïó ñàõ Íóðäãðåí âûâîäèò èç ëèòåðàòóðíûõ îñíîâ. Êîìïî-
çèòîð óáåæä¸í, ÷òî ôîðìà ó íåãî «öåëèêîì îñíîâàíà íà ïîâåñòâîâàòåëü-
íîé ëîãèêå, òîé æå, êîòîðóþ ìû èñïîëüçó åì, ðàññêàçûâàÿ î ÷åì-òî èëè
÷òî-òî îïèñûâàÿ» 18 (Êîðõîíåí 2008: 154).

Äðóãèå àâòîðû (Êàëåâè Àõî, Àóëèñ Ñàëëèíåí è ò. ä.) íàñëåäóþò òðà-
äèöèè á î ë ü ø î é  ñ è ì ô î í è è . Å¸ ïðèçíàêè â îáùèõ ÷åðòàõ òàêîâû:
ñîäåðæàòåëüíûé ðàçìàõ, ìàñøòàáíîñòü, ñêëîííîñòü ê ìîùíîìó îðêåñò -

16 Ñîáñòâåííî îäíî÷àñòíû Ïåðâàÿ, Âòîðàÿ, ×åòâåðòàÿ, Ïÿòàÿ è Ñåäüìàÿ ñèì-
ôîíèè; â Ò ðåòüåé äâå ïåðâûå è äâå ïîñëåäíèå ÷àñòè èñïîëíÿþòñÿ attacca; â
Âîñüìîé îáúåäèíåíèþ ÷àñòåé ñïîñîáñòâó åò îáùèé òåìàòèçì.

17 Åñëè ãîâîðèòü î ñèìôîíèÿõ, òî â Ò ðåòüåé åñòü ôðàãìåíòû íóðäãðå­íîâñêèõ
îïåð Àëåêñ è ×åðíûé ìîíàõ ; â ×åòâåðòîé – âèäîèçìåíåííàÿ ïåñíÿ Âàðëààìà èç
Áîðèñà Ãîäóíîâà  Ìîäåñòà Ìó ñîðãñêîãî è èíãåðìàíëàíäñêèå ìåëîäèè èç ñîáðà-
íèÿ èçâåñòíîãî ôèíñêîãî ôîëüêëîðèñòà Àðìàñà Îòòî Âÿéñÿíåíà ( Armas Otto
Väisänen); â Âîñüìîé – ìàðø èç êîëëåêöèè ôîëüêëîðíûõ çàïèñåé Êà óñòèíåíà è
íàðîäíûé õîðàë Koko maailma valittanee (Âåñü ìèð ïå÷àëåí).

18 Òàêèå âçãëÿäû îò÷àñòè îïðåäåëèë ñåìåéíûé êðóã. Ìàòü êîìïîçèòî­ðà Àé-
ëèñ Ñàëìèíåí ( Ailis Salminen), å¸ ñåñòðà è áðàò (Ñàëëè Ñàëìèíåí /Salli Salminen/
è Ðóíàð Ñàëìèíåí / Runar Salminen/) áûëè àâòîðàìè ðàçíîîáðàçíûõ ëèòåðàòóð-
íûõ ñî÷èíåíèé; áðàò êîìïîçèòîðà Ðàëüô Íóðäãðåí ( Ralf Nordgren, 1936) ïðåïî-
äàâàë øâåäñêèé ÿçûê â Õåëüñèíñêîì óíèâåðñèòåòå (1966–1989), èçäàë íåñêîëüêî
ðîìàíîâ è ñáîðíèêîâ ñòèõîâ. Ïîäðîáíåå î ðåàëèçàöèè ïîâåñòâîâàòåëüíîé ëî-
ãèêè, à òàêæå ÷åðòàõ ïîýìíîñòè â ìóçûêå Íóðäãðåíà íà ïðèìåðå åãî Ñåäüìîé
ñèìôîíèè ñì.: Êîïîñîâà 2013.
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ðîâîìó çâó÷àíèþ. Äåòàëè îáñóäèì ïîäðîáíåé íà ïðèìåðå ìóçûêè Êàëåâè
Àõî.

Êîìïîçèöèÿ ñî÷èíåíèé â äàííîì ñëó÷àå ìîæåò áûòü ðåøåíà ëèáî
êàê 3–4-÷àñòíàÿ, ñ îïîðîé íà õàðàêòåðíûå äëÿ ñèìôîíèè äâèæåíèÿ-
ìîäó ñû, ëèáî èìåòü äîñòàòî÷íî èíäèâèäóàëüíûé îáëèê. Äîïó ñòèì, âñå
3–4-÷àñòíûå ñèìôîíèè Àõî – Ïåðâàÿ, Âòîðàÿ, Ò ðåòüÿ, ×åòâåðòàÿ, Äåâÿ-
òàÿ, Äåñÿòàÿ – ñòðîÿòñÿ íà âàðèàíòàõ ÷åðåäîâàíèÿ ñêåðöîçíûõ è ëèðè÷åñ-
êèõ, íåðåäêî ìåäèòàòèâíîãî ñâîéñòâà, ÷àñòåé. Ýòîò òèï îïïîçèöèè ôèí-
ñêèé àâòîð íàñëåäóåò ó Äìèòðèÿ Øîñòàêîâè÷à, ìóçûêà êîòîðîãî áûëà
äëÿ íåãî äóõîâíûì è êîìïîçèöèîííûì îðèåíòèðîì.

Âìåñòå ñ òåì ó Àõî åñòü ñèìôîíèè, îðèãèíàëüíûå â ñâîåì ðåøåíèè.
Îñíîâó îðãàííîé Âîñüìîé ñîñòàâëÿþò òðè ñêåðöî, îíè ïåðåìåæàþòñÿ
îðãàííûìè èíòåðëþäèÿìè, öåëîå îáðàìëÿþò ïðîëîã è ýïèëîã . ×åòûð-
íàäöàòàÿ ñèìôîíèÿ èìååò àíàëîãè÷íîå ñòðîåíèå è òàêæå ñîñòîèò èç îñ-
íîâíûõ è âòîðîñòåïåííûõ, âñïîìîãàòåëüíûõ ÷àñòåé: çäåñü òðè Çàêëèíà-
íèÿ  (ñèìôîíèÿ íàçâàíà Ðèòóàë) ðàçäåëÿþò äâå Èíòåðëþäèè . Òî åñòü ñâÿçü
ñ êëàññè÷åñêîé ñòðóêòóðîé öèêëà âûðàæåíà â ýòèõ îïóñàõ îïîñðåäîâàííî.

Òðàêòîâêà æàíðà ñ ïîçèöèè èñïîëíèòåëüñêèõ íà÷àë òàêæå ðàçíî-
ïëàíîâà. Ò àê, äëÿ Àõî ñâîéñòâåííî ñîåäèíåíèå ñèìôîíè÷åñêèõ è èíûõ
ïðèçíàêîâ: èíîãäà âîêàëüíîãî öèêëà (Äâåíàäöàòàÿ ñèìôîíèÿ, â ñîñòàâ
êîòîðîé âõîäÿò ñîïðàíî è áàðèòîí), ÷àùå – êîíöåðòíûõ. Ïðàêòè÷åñêè
â êàæäóþ èç çðåëûõ ñèìôîíèé êîìïîçèòîð âêëþ÷àåò ñîëèðóþùèå òåì-
áðû: â Âîñüìóþ – îðãàí, â Äåâÿòóþ – òðîìáîí, â Îäèííàäöàòóþ, Äâå-
íàäöàòóþ è ×åòûðíàäöàòóþ – ðàçíûå óäàðíûå. Â äâóõ ñëó÷àÿõ ñî÷èíå-
íèå ïîëó÷àåò ñîîòâåòñòâóþùåå îáîçíà÷åíèå – ñèìôîíèÿ êîí÷åðòàíòå
(Òðåòüÿ äëÿ ñêðèïêè ñ îðêåñòðîì, Äåâÿòàÿ – äëÿ òðîìáîíà ñ îðêåñòðîì).

Ïî òåìàòèêå ñî÷èíåíèÿ ìîãóò áûòü:
— àáñòðàêòíûìè, íî ïîä÷èíåííûìè âíóòðåííåé èäåå, ñâÿçàííîé, íà-

ïðèìåð, â Ïÿòîé ñèìôîíèè ñ ðàçìûøëåíèÿìè «î ïðîòèâîðå÷èâîñ-
òè íàøåãî ñóùåñòâîâàíèÿ» (Aho 1991: 4), â Âîñüìîé – ñ «èäååé ïó-
òåøåñòâèÿ ê ñâåòó» (Schlüren 2007: 16);

— îòêðûòî ïðîãðàììíûìè: Äâåíàäöàòàÿ – Luosto19, Òðèíàäöàòàÿ –
Ñèìôîíè÷åñêèå îáðàçû ïðèðîäû , ×åòûðíàäöàòàÿ – Ðèòóàë20.

19 Ñèìôîíèÿ ïîëó÷èëà íàçâàíèå îò ìåñòà, äëÿ êîòîðîãî áûëà íàïèñàíà è â
êîòîðîì èñïîëíÿëàñü. Ã îðà Ëóîñòî íàõîäèòñÿ íà òåððèòîðèè íàöèîíàëüíîãî ïàðêà
Ïþõÿ-Ëó îñòî ( Pyha-Luosto). Åæåãîäíî â àâãóñòå îíà ñòàíîâèòñÿ ìåñòîì ìóçû-
êàëüíîãî ôåñòèâàëÿ. Íà îäíîì èç íèõ, â 2003 ãîäó , ïðîçâó÷àëà Äâåíàäöàòàÿ ñèì-
ôîíèÿ Àõî.

20 Ñèìôîíèè Êàëåâè Àõî ñ Ïåðâîé ïî Äåâÿòóþ äîñòàòî÷íî ïîäðîáíî õàðàê-
òåðèçóþòñÿ â ñòàòüå: Êîïîñîâà 2011.
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Â êàêîé ñòåïåíè äàííûå ñî÷èíåíèÿ ñèìôîíè÷íû? Åñëè ñîñòàâëÿòü
ïðåäñòàâëåíèå î æàíðå, èñõîäÿ èç åãî ñïîñîáíîñòè «ïîäñòðàèâàòüñÿ» ïîä
èçìåíåíèÿ ìóçûêàëüíîé ñðåäû (÷òî è ïîäðàçóìåâàåò «äèíàìè÷åñêàÿ
òðàêòîâêà» æàíðà), òî îöåíèâàòü åãî íóæíî íå ñ ïîçèöèé ñîáëþäåíèÿ/
íåñîáëþäåíèÿ òåõ èëè èíûõ ïðèçíàêîâ, à, ñêîðåå, ñ òî÷êè çðåíèÿ âû-
ïîëíåíèÿ/íåâûïîëíåíèÿ æàíðîâûõ ôóíêöèé. Ôóíêöèîíàëüíàÿ òðàê-
òîâêà æàíðà â îòå÷åñòâåííîé ìóçûêàëüíîé íà óêå ïðåäëàãàåòñÿ Åâãåíèåì
Íàçàéêèíñêèì. Ñîâîêóïíîñòü ôóíêöèé, ñâîéñòâåííóþ îïðåäåëåííûì
æàíðàì, îí îáúåäèíÿåò â òðè ãðóïïû:  ê î ì ì ó í è ê à ò è â í û å ,  ò å ê ò î -
í è ÷ å ñ ê è å  è  ñ å ì à í ò è ÷ å ñ ê è å  (Íàçàéêèíñêèé 2003: 96). Îáîçíà÷èì
èõ â óæå îáñóæäåííûõ ñèìôîíèÿõ, îïèðàÿñü íà îáîáùåíèÿ îòíîñèòåëü-
íî æàíðà ñèìôîíèè, ñóùåñòâóþùèå â îòå÷åñòâåííîé èññëåäîâàòåëüñ-
êîé ëèòåðàòóðå.

Â îòíîøåíèè ðàññìîòðåííûõ ñî÷èíåíèé ìû ìîæåì íàáëþäàòü ñî-
õðàíåíèå êàæäîé èç ýòèõ ôóíêöèé, ïðè÷åì áåç ñóùåñòâåííûõ èçìåíåíèé.
Òàê, ñèìôîíèè äåìîíñòðèðóþò ïðèâû÷íóþ êîììóíèêàòèâíóþ ìîäåëü:
çâó÷àò ñî ñöåíû, èñïîëíÿþòñÿ îðêåñòðîì ðàçíîãî ñîñòàâà, îïèðàþòñÿ
íà çàêîí÷åííûé íîòíûé òåêñò è ò . ä. Ñ ïîçèöèé òåêòîíèêè îíè, êàê ïðà-
âèëî, ðåàëèçóþò èäåþ ñåìàíòè÷åñêîé îïïîçèöèè 21, ðàñêðûâàþùóþñÿ â
ïðåäåëàõ ìíîãî÷àñòíîãî öåëîãî èëè â ðàìêàõ îäíîé ÷àñòè, òî åñòü, ñî-
äåðæàò íåñêîëüêî äîïîëíÿþùèõ äðóã äðóãà ìîäó ñîâ, àíàëîãè÷íûõ êëàñ-
ñè÷åñêèì. Ñåìàíòè÷åñêè îíè, òàê èëè èíà÷å, ñâÿçàíû ñ èäååé «ýïèçà-
öèè èíäèâèäóàëüíîãî ìèðîîùóùåíèÿ», íàçâàííîé Ìàðêîì Àðàíîâñêèì
ñóùíîñòíîé äëÿ æàíðà (Àðàíîâñêèé 1978: 15). Å¸ òðàíñëèðó åò íå òîëüêî
ìóçûêà, íî è àâòîðñêèå âûñêàçûâàíèÿ. Äîïó ñòèì, Àõî îïðåäåëÿåò ñóòü
ñâîåé äåÿòåëüíîñòè òàê: «Âñ¸ ìîå òâîð÷åñòâî – ýòî ïîïûòêà ïîíÿòü, ïî-
íÿòü è ïðîàíàëèçèðîâàòü, ïî÷åìó ìû òàêèå, êàêèå ìû åñòü, ïî÷åìó ìèð
òàêîâ, êàê îí åñòü?» (Aho 1991: 5).

21 Ýòî ñâîéñòâî îïðåäåëÿåòñÿ êàê ñóùíîñòíîå äëÿ ñèìôîíèè â ðàáîòàõ Ìàðêà
Àðàíîâñêîãî (Àðàíîâñêèé 1978) è Îëåãà Ñîêîëîâà (Ñîêîëîâ 1988). Àðàíîâñêèé
îäíèì èç ïåðâûõ â îòå÷åñòâåííîé ìóçûêàëüíîé íà óêå ïðåäëîæèë ðàññìàòðè-
âàòü ñèìôîíè÷åñêóþ êîìïîçèöèþ ñ òî÷êè çðåíèÿ ôóíêöèé, âûïîëíÿåìûõ å¸
÷àñòÿìè. Òàêèõ ôóíêöèé îí îïðåäåëèë ÷åòûðå è ñâÿçàë èõ ñ ðàçëè÷íûìè èïîñ-
òàñÿìè ×åëîâåêà (ãëàâíîãî îáúåêòà êëàññèêî-ðîìàíòè÷åñêîé ñèìôîíèè, ïî
ìûñëè èñëñëåäîâàòåëÿ): I ÷àñòü – ÷åëîâåê äåéñòâóþùèé (homo agens), II ÷àñòü –
÷åëîâåê ðàçìûøëÿþùèé ( homo sapiens), III ÷àñòü – ÷åëîâåê èãðàþùèé (homo
ludens), IV ÷àñòü – ÷åëîâåê ñðåäè äðóãèõ ëþäåé (homo communius). Ïóòåì ñðàâ-
íåíèÿ ïðèçíàêîâ ðàçíûõ ÷àñòåé Àðàíîâñêèé ïðèøåë ê âûâîäó , ÷òî ÷àñòè ñèì-
ôîíèè äîïîëíÿþò äðóã äðóãà (ñì.: Àðàíîâñêèé 1978).
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Íå ïîñëåäíþþ ðîëü â ñîõðàíåíèè õàðàêòåðíûõ äëÿ ñèìôîíèè ôóí-
êöèé è ñïîñîáîâ èõ ðåàëèçàöèè â äàííîì ñëó÷àå èãðàåò òîò ôàêò , ÷òî îáà
àâòîðà – è Íóðäãðåí, è Àõî – ïðèäåðæèâàþòñÿ äîâîëüíî òðàäèöèîííîé
ýñòåòèêè. Åñëè æå êîìïîçèòîð èìååò áîëåå ðàäèêàëüíûå âçãëÿäû, îáëèê
ñèìôîíèè ìåíÿåòñÿ ñóùåñòâåííåé. Ò àê ïðîèñõîäèò , íàïðèìåð, â òâîð-
÷åñòâå Ëåéôà Ñåãåðñòàìà. Åãî ñèìôîíèè íóæíî ñ÷èòàòü  ò ð à í ñ ô î ð -
ì è ð ó þ ù è ì è  æàíð.

Ñ å ã å ð ñ ò à ì à ïî ïðàâó ìîæíî èìåíîâàòü êîìïîçèòîðîì-ðåêîðäñ-
ìåíîì. Êðîìå îáøèðíîãî ñèìôîíè÷åñêîãî ìàññèâà 22, åìó ïðèíàäëåæèò
âíóøèòåëüíûé êîðïó ñ äðóãèõ ïðîèçâåäåíèé23. Êîìïîçèòîðñêàÿ ïðîäóê-
òèâíîñòü îïðåäåëÿåòñÿ îðèãèíàëüíûì ìåòîäîì, âûðàáàòûâàåìûì Ñåãåð-
ñòàìîì íà ïðîòÿæåíèè òâîð÷åñêîé æèçíè, îí íàçâàë åãî  ò å õ í è ê î é
ñâ îá îä í î é  ï óëüñàöèè . Ïî ñâîåé ñóòè ñåãåðñòàìîâà ñâîáîäíàÿ ïóëü-
ñàöèÿ ïðåäñòàâëÿåò ñîáîé îäèí èç  à â ò î ð ñ ê è õ  â à ð è à í ò î â  à ë å à -
ò î ð è ê è .

Ïðèìå÷àòåëüíî, ÷òî â äàííîì ñëó÷àå àëåàòîðíûé ïðîåêò ðåàëèçó åò-
ñÿ ïðåèìóùåñòâåííî â ñèìôîíè÷åñêîé ñôåðå:  Ñåãåðñòàì èçâåñòåí êàê
ìíîãî è ïëîäîòâîðíî âûñòóïàþùèé äèðèæåð 24. Ïðåêðàñíîå çíàíèå ðå-
ñóðñîâ îðêåñòðà ïîáóäèëî êîìïîçèòîðà ñîðèåíòèðîâàòü ïîèñê è ðåàëè-
çàöèþ ïðèíöèïîâ «ñâîáîäíîé ïóëüñàöèè» â ñèìôîíè÷åñêîé îáëàñòè.

Ìåòîä îïðåäåëèëè âîççðåíèÿ, àáñîëþòèçèðóþùèå èíòóèòèâíîå íà-
÷àëî. Ïî ìûñëè Ñåãåðñòàìà, êîìïîçèòîð – ñâîåãî ðîäà «òåðàïåâò , ïðè-
ñëóøèâàþùèéñÿ ê ïðèðîäå», à ïðîöåññ ñî÷èíåíèÿ ñâÿçàí ñ ïåðåâîäîì â
çâó÷àíèå èìïóëüñîâ, çàèìñòâîâàííûõ â îêðóæàþùåì ìèðå 25. Ñðåäè ñà-
ìîñòîÿòåëüíûõ èëè äîïîëíèòåëüíûõ íàçâàíèé â åãî îïó ñàõ ÷àùå äðóãèõ
âñòðå÷àþòñÿ Ìûñëè  è Âïå÷àòëåíèÿ, çàãîëîâêè, êðàñíîðå÷èâî ãîâîðÿùèå
î ñïîíòàííîñòè îõâà÷åííîãî èìè ñîäåðæàíèÿ 26.

22 Íà ñåãîäíÿøíèé äåíü â ñïèñêå ñî÷èíåíèé çíà÷èòñÿ îêîëî 300 ñèìôîíèé.
23 Áîëåå 30 êîíöåðòîâ (13 ñêðèïè÷íûõ, 8 âèîëîí÷åëüíûõ, 4 àëü òîâûõ, 4 ôîð-

òåïèàííûõ, 3 äëÿ âàëòîðíû), 30 êâàðòåòîâ, èíñòðóìåíòàëüíûå è îðêåñòðîâûå
îïó ñû ñ èíûìè æàíðîâûìè îáîçíà÷åíèÿìè.

24 Â åãî áàãàæå ðàáîòà ñ ñèìôîíè÷åñêèìè îðêåñòðàìè Àâñòðèéñêîãî, Äàòñêîãî ,
Øâåäñêîãî, Ôèíñêîãî ðàäèî; ôèëàðìîíè÷åñêèìè îðêåñòðàìè Ñòîêãîëüìà,
Õåëüñèíêè, çåìëè Ðàéíëàíä-Ïôàëüö; ðàçëè÷íûìè îïåðíûìè êîëëåêòèâàìè.

25 Composer / Conductor Leif Segerstam. A Conversation with Bruce Duffie.
http://www.kcstudio.com/segerstam.html (accessed 6 September 2013).

26 Âîò òîëüêî íåêîòîðûå èç òàêèõ çàãëàâèé: Ìûñëè 1987 ãîäà (Thoughts 1987),
Ìûñëè 1988 ãîäà (Thoughts 1988) è ò. ä.; Íî÷íûå ìûñëè (Nocturnal Thoughts, 1992),
Âïå÷àòëåíèÿ îò ñåâåðíîé ïðèðîäû,  ¹ 1 , ãëÿäÿ íà çàãàäî÷íûå ñêàëû â ãëóáèíå äóøè
òåìíîãî ëåñà ... (Impressions of Nordic Nature No.  1, looking at &  into enigmatic
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Ýòàïû ðåàëèçàöèè ñâîáîäíîé ïóëüñàöèè òàêîâû. Ñíà÷àëà Ñåãåðñòàì
îïðîáîâàë â êàìåðíîé ìóçûêå èäåþ  î ð ã à í è ÷ í î ã î  ì ó ç û ê à ë ü í î ã î
ê à ë å é ä î ñ ê î ï à  (ðóáåæ 1960-õ–1970-õ): èñïîëíåíèÿ íà îñíîâå àâòîð-
ñêèõ óêàçàíèé, áåç íîòíîé çàïèñè (ñâîåîáðàçíûé àíàëîã èíòóèòèâíûõ
îïûòîâ Øòîêõà óçåíà). Çàòåì îí ïåðåêëþ÷èëñÿ íà ðàçðàáîòêó ïðèíöè-
ïîâ  â ñ ò ð î å í í î ã î  ä è ð è æ å ð ñ ê î ã î  ì å õ à í è ç ì à  (1980-å): èãðû îð-
êåñòðà áåç ó÷àñòèÿ äèðèæåðà íà îñíîâå çâóêîâûõ îðèåíòèðîâ-ìàÿêîâ 27.
Íàêîíåö, Ñåãåðñòàì ïðèøåë ê êîíöåïöèè R o s e n k r a n z - f o r m: ñëî-
æåíèÿ íîâîãî òåêñòà íà îñíîâå ñâîáîäíî êîìïîíîâàííûõ ôðàãìåíòîâ
óæå ãîòîâîãî ñî÷èíåíèÿ (íà÷àëî 2000-õ).

Ñèìôîíèÿ â ðàìêàõ ýòîé òåõíèêè îáðåòàåò öåëûé ðÿä ñïåöèôè÷åñêèõ
÷åðò. Êîìïîçèòîð îòêàçàëñÿ îò ìíîãî÷àñòíîãî öåëîãî â ïîëüçó îäíî÷àñ-
òíîé êîìïîçèöèè, ïðåäñòàâëÿþùåé öåïü çâóêîâûõ íàðàñòàíèé è ñïà-
äîâ, èìåþùåé ïðèìåðíî îäíó äëèòåëüíîñòü 28.

Îñíîâîé ìóçûêàëüíîé òêàíè ñòàíîâÿòñÿ ñîíîðíûå ïÿòíà, îáðàçî-
âàííûå íàëîæåíèåì óçêîîáúåìíûõ ëèíèé èëè ëèíèé, ñâÿçàííûõ ñ äâè-
æåíèåì ïî ÿðêî õàðàêòåðíûì, êðàñî÷íûì àêêîðäàì (óâåëè÷åííûì,
óìåíüøåííûì òðåçâó÷èÿì, êâèíò-, êâàðòàêêîðäàì), èíòåðâàëàì (õîäû
íà óìåíüøåííóþ îêòàâó , ñåïòèìó , òðèòîí), çâóêî­ðÿäàì (öåëîòîíîâîìó ,
ñèììåòðè÷íûì è ò . ä.).

Ñîíîðíàÿ òêàíü âûëèâàåòñÿ â ïàðòèòóðû íåáîëüøîãî îáúåìà (6–8
ñòðàíèö); îíè ñîñòîÿò èç ðàçëè÷íûõ àëåàòîðíûõ áëîêîâ, èìåþùèõ ïðè-
áëèçèòåëüíûé õðîíîìåòðàæ è íåæåñòêóþ ñèíõðîíèçàöèþ ïàðòèé ìåæäó
ñîáîé. Íåäåòåðìèíèðîâàííàÿ íîòíàÿ çàïèñü, îñîáåííî â ó ñëîâèÿõ èñïîë-
íåíèÿ áåç äèðèæåðà29, ìîæåò èìåòü ðàçíûå âàðèàíòû ïðî÷òåíèÿ; ñëåäîâà-
òåëüíî, îñîáóþ çíà÷èìîñòü ïðèîáðåòàåò êàæäàÿ îòäåëüíàÿ èíòåðïðåòàöèÿ 30.

cliffs &  rocks deep in the souls of dark forests..., 1992); Ñèìôîíèÿ ¹ 28:  Ñèìôî-
íè÷åñêèå ìûñëè ïîñëå ñìåíû òûñÿ÷åëåòèé (Symphony No. 28: Symphonic Thoughts
after the Change of the Millenium, 1999); Ñèìôîíèÿ ¹ 33:  Ìûñëè â òðåòüåì òû-
ñÿ÷åëåòèè (Symphony No. 33: Thoughts into the 3rd Millenium , 1999) è ò. ä.

27 Íà ñóùåñòâóþùèõ âèäåîçàïèñÿõ ñèìôîíèé Ñåãåðñòàìà âèäíî, êàê îðêåñò-
ðàíòû ñàìè ðóêîâîäÿò ïðîöåññîì èñïîëíåíèÿ: ïðèâñòàþò , ïîäàþò îïðåäåëåí-
íûå çíàêè.

28 Âñå ñèìôîíèè ñ Ò ðèäöàòü ïÿòîé ïî Øåñòüäåñÿò ïåðâóþ – ïî 25 ìèíóò; ñ
Øåñòü­äåñÿò òðåòüåé è äî êîíöà – ïî 24 ìèíóòû. «Ýñòåòè÷åñêîé ìåðîé» ñëóæèò
ïðîäîëæèòåëüíîñòü îäíî÷àñòíîé Ñåäüìîé ñèìôîíèè Ñèáåëèó ñà.

29 Ïåðâîå íåïîñðåäñòâåííîå óêàçàíèå íà èãðó áåç äèðèæåðà èìååò îðêåñòðî-
âûé îïó ñ Çàêóñêà ¹ 2  (Hors d’oeuvre No. 2, 1998), ïîñëå íåãî òàêîé òèï èñïîë-
íåíèÿ ñòàíåò íîðìîé â ñåãåðñòàìîâîé ìóçûêå äëÿ îðêåñòðà.

30 Ïîäðîáíåå î ñèìôîíèÿõ Ñåãåðñòàìà, êîìïîçèòîðñêîé ýñòåòèêå è ìåòîäå
ñâîáîäíîé ïóëüñàöèè ñì.: Êîïîñîâà 2014.
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Òàêèì îáðàçîì, â ìóçûêå Ñåãåðñòàìà ìû âèäèì ïðåäåëüíîå ïðåîá-
ðàçîâàíèå îáëèêà ñèìôîíèè. Ïðè÷åì, â ñðàâíåíèè ñ ñî÷èíåíèÿìè, «ïå-
ðåèíòîíèðóþùèìè æàíð», çäåñü ñóùåñòâåííî âèäîèçìåíåíû íå òîëüêî
âíåøíèå ïðèçíàêè, íî è ñâîéñòâåííûå ñèìôîíèè ôóíêöèè. Îñîáåííî-
ñòüþ ðåàëèçàöèè êîììóíèêàòèâíîé ôóíêöèè çäåñü ÿâëÿåòñÿ èñïîëíå-
íèå áåç äèðèæåðà. Ñëåäîâàòåëüíî, êîîðäèíàöèÿ ìåæäó îðêåñòðàíòàìè
èìååò íåêëàññè÷åñêóþ ïðèðîäó: îíè ðåàãèðóþò íå íà äèðèæåðñêèé æåñò,
à íà ïîâåäåíèå äðóã äðóãà, ÷òî ñâîéñòâåííî, ñêîðåå, íå îðêåñòðó , à àí-
ñàìáëþ.

Ñ òî÷êè çðåíèÿ òåêòîíèêè ñèìôîíèè íåäåëèìû è óæå íå âìåùàþò
îïïîçèöèé. Õîòÿ îíè ñòðîÿòñÿ íà ÷åðåäîâàíèè çâóêîâûõ íàðàñòàíèé è
ñïàäîâ, öåëîå èìååò êîíòèíóàëüíûé õàðàêòåð (ýòî õàðàêòåðíîå ñâîéñòâî
àëåàòîðíûõ êîìïîçèöèé). Çäåñü, ïîæàëóé, óìåñòíî ãîâîðèòü ëèøü îá
îïîñðåäîâàííîì âîïëîùåíèè îñîáåííîñòåé èçëîæåíèÿ, õàðàêòåðíûõ äëÿ
ñèìôîíèçìà êàê òàêîâîãî. Îáúÿñíÿÿ ïðèðîäó ýòîé êàòåãîðèè, Áîðèñ
Àñàôüåâ íàçûâàåò òàêèå ñâîéñòâà: «[…] ñèìôîíèçì íàëè÷åñòâóåò òàì, ãäå
íåïðåðûâíî ïîääåðæèâàåòñÿ […] ôîðìóëà ìóçûêàëüíîãî äèíàìèçìà, […]
êîãäà êàæäàÿ ïðîéäåííàÿ ãðàíü îòìå÷àåòñÿ êàê õàðàêòåðíî îòëè÷íàÿ
ñâîèì âíóòðåííèì íàïðÿæåíèåì îò ïðåäûäóùåãî ñîñòîÿíèÿ. Êîãäà âîñ-
ïðèíèìàåòñÿ îùóùåíèå íåïðåðûâíîñòè ìóçûêàëüíîãî òîêà è âëåêóùåé
âïåðåä óñòðåìëåííîñòè» (À ñàôüåâ 1972: 74). Åì÷å è àôîðèñòè÷íåé ñèì-
ôîíèçì õàðàêòåðèçó åòñÿ èì êàê «íåïðåðûâíîå íàêîïëåíèå êà÷åñòâåí-
íîãî ýëåìåíòà èíàêîñòè» (À ñàôüåâ 1972: 74).

Êîíòèíóàëüíûå, ñîíîðíûå ïî ñóòè êîìïîçèöèè ñâîèõ ñèìôîíèé
Ñåãåðñòàì ìûñëèò êàê ñâîåãî ðîäà çâóêîâûå ñþæåòû, ðàçâåðòûâàþùèåñÿ
êàê ïîñëåäîâàíèå íåñêîëüêèõ ñîáûòèé; â îòäåëüíûõ ñëó÷àÿõ îí êîíêðå-
òèçèðóåò ýòè «ñþæåòû» â êîììåíòàðèÿõ ê ñîáñòâåííûì îïó ñàì 31. Ïåðå-
õîäû-ïðîäâèæåíèÿ, ëåæàùèå â îñíîâå ïàðòèòóð Ñåãåðñòàìà, ìîæíî óïî-
äîáèòü àñàôüåâñêîìó «íàêîïëåíèþ êà÷åñòâåííîãî ýëåìåíòà èíàêîñòè».

À âîò ñ ïîçèöèé ñåìàíòè÷åñêèõ ñèìôîíèÿ îñòàåòñÿ ñàìà ñîáîé: èäåÿ
«ýïèçàöèè èíäèâèäóàëüíîãî ìèðîîùóùåíèÿ» ïîäòâåðæäàåòñÿ â õàðàê-
òåðíûõ ïîäçàãîëîâêàõ, êîòîðûå Ñåãåðñòàì äàåò ñâîèì ñèìôîíèÿì; íà-
ïîìíèì, ñðåäè íèõ ëèäèðóþò Âïå÷àòëåíèÿ è Ìûñëè .

31 Íàïðèìåð, îáñóæäàÿ ñîäåðæàíèå ñâîåé Ò ðèíàäöàòîé ñèìôîíèè, èìåþùåé
ïîäçàãîëîâîê Ìãíîâåíèÿ ìèðà  (Ëèñòîê èç îðêåñòðîâîãî äíåâíèêà ¹ 44), Ñåãåð-
ñòàì ïèøåò: «Ñî÷èíåíèå â öåëîì – áîðüáà âîîáðàæåíèÿ â ëàáèðèíòå ñìåøàí-
íîé ñâîáîäíîòîíàëüíîé èìïðîâèçàöèè»; çàòåì îí äîâîëüíî ïîäðîáíî îïèñû-
âàåò å¸ çâóêîâîé ñþæåò, íàçûâàÿ îñíîâíûå çâóêîâûå îáúåêòû ( Segerstam 1989/
1991).
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Òàêèì îáðàçîì, ñðàâíèâàÿ äâà âàðèàíòà ïîäõîäà ê ñèìôîíèè (ñâÿ-
çàííûõ ñ ïåðåèíòîíèðîâàíèåì å¸ ïðèçíàêîâ è ñ èõ òðàíñôîðìàöèåé),
ìû ïîíèìàåì ñïåöèôè÷íîñòü êàæäîãî èç íèõ, âèäèì â êàæäîì ñëó÷àå
ðàçíûé õàðàêòåð âèäîèçìåíåíèé æàíðîâûõ ôóíêöèé ñèìôîíèè. Ýòî
óáåæäàåò â ïëîäîòâîðíîñòè ïðèìåíåíèÿ èçáðàííîé íàìè ñèñòåìàòèêè.
Íî ñàìîå ãëàâíîå – óáåæäàåò â æèçíåñïîñîáíîñòè ñèìôîíèè, â íåèñ-
÷åðïàííîñòè ïîòåíöèàëà, êîòîðûì îáëàäàåò ýòîò æàíð.

Symphony in the Finnish Music at the Turn of the 20th–21th Centuries:
Version of Systematization

Irina Koposova

Summary

The contemporary Finnish symphony is the object that is attractive for
research, but so far little studied. In comparison to European music where
symphony moves to the periphery of a composer’s creative work, Finnish
music still remains committed to this genre. At the same time, Finnish com-
posers demonstrate a systematic rethinking of the Classic-Romantic canon
of symphony.

The Finnish music at the turn of the 20th–21th centuries is experiencing
a real ‘symphonic boom’. Both young and mature authors, who have not
created symphonies before, turn to this genre; composers, who have already
composed symphonies, increase their activity in this area.

After Sibelius, about 500 very diverse symphonies have been composed
in the music of Finland. Finnish symphonies differ by themes, composition
techniques, instrumentation, the choice of genre, and the general structure.
Such an array of symphonies is difficult to generalize.

In order to systematize the processes that are going on in Finnish sym-
phony one should apply the classification proposed by Yuri Kholopov con-
cerning modern musical forms. The scholar offers to divide the classical
structures into two types. One type is called reintonation, in which the basic
features of ‘old’ forms are adapted to a new musical language. The other
one is called transformation, in which the characteristics of classical forms
are changed significantly (Õîëîïîâ 2003: 128).

In the works of Finnish authors, symphonies where classical genre is
changed prevail. The ‘comprehensive’ view on the symphonic tradition is
common for them. The composers turn to the tradition’s various branches
according to their personal aesthetic feeling. For instance, Kalevi Aho, Aulis
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Sallinen, etc., create in the traditions of the great symphony; Pehr-Henrik
Nordgren, Fridrich Bruk, etc., compose music that is close to the symphonic
poem. In many opuses we see a combination of symphony and other genres
such as instrumental concerto, oratorio.

The symphonies with the common signs of the genre being transformed
emerge in non-classical aesthetics and techniques. It can be observed in the
music by Leif Segerstam. His symphonies are gradually adapting to the rules
of the aleatoric.

A further study of the contemporary Finnish symphonies in the proposed
way will result in important generalizations about the present state of the
genre.
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Introduction

Church music in West Europe developed in the atmosphere of tension
between the sacral and the secular. All that in the history of the Catholic
Church was rejected as profane music that was considered as being inadequate
to serve the purpose of church music (to educate, sanctify the believers, to
help them focus on God) and evoked undesirable associations. Therefore,
instrumental music was not tolerated in the first centuries of Christianity as
it was played at pagan feasts. In the 14th century the means of expression of
this kind of music were rejected, e.g., hoquet that evoked associations with
secular activities (hunting, fighting, etc.), while in the 18th and especially in
the 19th century elements of theatre or dance in church compositions were
criticised and those instruments that created much noise and first of all were
linked with secular entertainments (e.g., the percussion, the piano) were
forbidden. The music was naturally developing in the direction of splendour
and complexity. However, elaborate, complex and unusual music is not
suitable for religious service as it attracts the listeners’ attention to itself and
interferes with their prayers.

In the 19th century, in the Cecilian Movement the sacral was only linked
with the styles of early music. This understanding of music was greatly remo-
ved from the development of the general culture. The reform of Catholic
liturgy initiated by the Second Vatican Council, the interrelation between
European and non-European cultures, as well as globalisation – all that
brought about the confusion and the disappearance of the importance of
tradition and that the division line between the sacral and the secular became
unclear in the second half of the 20th century. The latest documents of the
Catholic Church deal with the issues of inculturation of faith and religious
syncretism, while composers write masses with traditional sacral, profane
and national elements.

The goal of the article: to analyse masses by contemporary Lithuanian
composers, first of all Darius Lapinskas’ Missa di poveri (1991) and Linas
Rimða’s Missa lituana (2006–2011) as the contemporary examples of colla-
tion and/or the blending of sacral and secular elements in the genres of church
music, searching for the source and the meaning of this phenomenon, and
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the theological message it carries (the conformity to the teachings of the
Roman Catholic Church).

Key words: Roman Catholic Church, secular melody, mass cycle, Lithu-
anian church music, inculturation of religion, contemporary composers, tradi-
tional folk songs, Darius Lapinskas, Linas Rimða.

Roman Catholic Church’s attitude to secular melodies
and other profane elements in sacred music

Many documents by the hierarchs of the Catholic Church could be
mentioned that criticise improper singing during Liturgy starting with Pope
Leo IV’s bull Una res (the mid-9th century), which threatened with excommu-
nication if something else but Gregorian chant was sung (Hayburn 1979:
8–9). With music becoming more complicated and the appearance of multi-
part singing the choristers’ wish to ‘give a concert’ instead praying1 had to
be fought against. In 1324 Pope John XXII in his papal bull Docta sanctorum
patrum critically discussed various innovations in church music (e.g., com-
plicated rhythm, hoquet), as they distracted the believers; he banned the use
of texts in vernacular allowing polyphony to be sung only during solemnities,
not every day. The 15th-century Guillaume Dufay’s Gloria ad modum tubae
has survived where the canon of two upper voices is accompanied by trumpet
fanfares. Renaissance composers, as it is known, particularly liked the melo-
dies of some secular compositions which they used as cantus firmus to base
their motets or mass on. In this way the sacral and the profane in music were
intertwined. One of the earliest cyclic cantus-firmus masses based on the

1 In the 12th century St. Aelred expressed his vexation: “To what purpose is that
terrible blowing of bellows, imitating rather the crash of thunder than the sweetness
of the human voice? One sings low, another higher, a third higher [...] At one time
the voice is strained, at another broken off. [...] When people see the lascivious gesti-
culation of singers and hear the meretricious alternations and shakings of the voices,
they cannot restrain their laughter.” Also, John of Salisbury, a bishop of Chartres in
his De nugis curialiam wrote: “Bad taste has degraded even religious worship, bringing
[...] into the recesses of the sanctuary a kind of luxurious and lascivious singing, full
of ostentation,” which enchants as though a choir of sirens (quotes from Hayburn
1979: 18, 19). Similar criticism was voiced in the mid-16th century, for instance, by
Bishop Lindanus: “I remember [...] having paid great attention while they were
singing so as to understand the words, but I did not succeed in understanding even
one of them. It was all a mass of repeated syllabes and confused voices, one could
not recognize anything in that vulgar shouting. It was crude bellowing, rather than
chant” (Hayburn 1979: 102).
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secular melody is Dufay’s Missa Se la face ay pale (ca. 1450), where the com-
poser used the melody created by him for the tenor part (for more see: Atlas
1998: 122–124). However, the song L’homme armé (“Armed Man”;
Example 1) on which about forty mass cycles were based in the mid-15th–
17th century became most popular2.

Example 1. The L’homme armé melody

Among other compositions created on the non-plainchant subject in
the 15th–16th century is Johannes Ockeghem’s Missa prolationis, Missa Fors
seulement (based on his rondeau), Jacob Obrecht’s Missa Fortuna desperata
(on Antoine Busnoys chanson), Josquin Desprez’ masses on Hercules Dux
Ferrariae, Mahleur me bat, La sol fa re mi, Henricus Isaac’s Missa carminum,
Orlando Lassus’ masses on chansons La, la maistre Pierre, Je ne demange,
etc.3 In England in the 16th century even three composers (John Taverner,
Christopher Tye, John Sheppard) wrote cantus firmus masses on the song
Western Wind4.

The Council of Trent in the mid-16 th century banned all secular elements
(also melodies) in liturgy5. At the same time Martin Luther included beautiful

2 The melody taken from: Atlas 1998: 124–125. The author wrote: “(a) in some
masses, the melody appears with a flat in its signature, in others without the flat;
thus the tune circulated in both Mixolydian and Dorian modes; (b) some masses call
for g, others for e” (Atlas 1998: 148). For more on the origin of the melody see:
Atlas 1998: 149–150.

3 In the 16th century the technique of parody flourished (missa parodia or missa
ad imitationem); approximately half of masses were written on secular models.

4 For more see: Atlas 1998: 539–540.
5 The Session XXII (17 September 1562; Decree Concerning the Things to be

Observed, and to be Avoided, in the Celebration of Mass): “They shall also banish
from churches all those kinds of music, in which, whether by the organ, or in the
singing, there is mixed up any thing lascivious or impure; as also all secular actions;
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secular melodies in Protestant church hymnals6. However, he saw to it that
the same melody was not sung with both sacred and profane words.

In the 17th century, Pope Alexander VII (the decree Piae sollicitudinis,
1657)7, in the 18th century, Pope Benedict XIV (the encyclical Annus qui,
1749)8 were also against the profane (that was expressed through theatre
and dance elements) in the sacred space. Although, most of baroque and
classicist liturgical compositions were written in the ‘stylus ecclesiasticus’,
nevertheless church music was greatly influenced by opera and concert sym-
phonic genres. For instance, in the 18th century a choir, soloists and an orchestra
sang and played at mass; arias, duets and instrumental introductions were
performed; the sonata form, expanded fugues and others were used9. The

vain and therefore profane conversations, all walking about, noise, and clamour,
that so the house of God may be seen to be, and may be called, truly a house of
prayer.” The canons and decrees, 1848, p. 161. http://history.hanover.edu/texts/
trent/ct22.html (accessed 20 September 2015).

6 For instance, the chorale’s In dir ist Freude melody was ‘borrowed’ from Giovanni
Giacomo Gastoldi’ Balletti  collection, the chorale Wenn wir in höchsten Nöten sein
is linked to French folklore through the Huguenot Geneva Psalter (Genfer Psalter,
1547), while the funeral chorale Herzlich tut mich verlangen (which in Johann Sebas-
tian Bach’s St Matthew’s Passion became the choral O Haupt voll Blut und Wunden )
originated from the composer Leo Hassler’s love song Mein G’müt ist mir verwirret ;
etc. (Schweitzer 1905: 17–19). https://archive.org/details/jsbachvolume1002520mbp
(accessed 20 September 2015).

In the works by Martin Luther – for instance, a draft of the treatise Peri thj
mousikhj – Peri tes mousikes (“About Music”, 1530, in Greek), Encomion musices
(“Panegyric on Music”, 1538), introductions to hymnals and other musical publica-
tions – he called music a wonderful gift from God that encouraged him to preach; it
gladdened the souls, drove away the devil, reduced frenzy, avidity, haughtiness and
other vices, and put it in the second place after theology (Atlas 1998: 511–512).

For the introductions to some hymnals and the texts of Luther’s hymns see: Luther,
Martin. Gedichte. http://www.zeno.org/Literatur/M/Luther,+Martin/Gedichte/
Die+Gesangbuchvorreden (accessed 20 September 2015).

7 “Music which imitates dance music and profane rather than ecclesiastical melody
must be excluded, and must be banished from the churches” (Hayburn 1979: 77).

8 “[…] there is certainly no one who does not desire a certain difference between
ecclesiastical chant and theatrical melodies, and who does not acknowledge that the
use of theatrical and profane chant must not be tolerated in churches” (Hayburn
1979: 96).

9 Sometimes world realities were inserted into masses – in Joseph Haydn’s Missa
in tempore belli (“Mass in Time of War”) also called Paukenmesse (“Kettledrum
Mass”), in the Benedictus and Agnus Dei movements the musical echoes of a battle
(timpani strokes, ominous drum beats, wind fanfares, etc.) can be heard.
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art of romanticism was even more removed from the criteria of the Catholic
Church; therefore the conviction was becoming stronger and a church reform
was necessary “to purify it from the corruption of secular influence and
triviality” (Dyer 2001: 558), and the Cecilian Movement started up. In various
19th-century decrees and instructions, mostly meant for Italian churches noise-
producing instruments (percussion, piano, etc.) were insistently and repeatedly
banned as they must have been widely spread, as well as secular-style music
(forms, performing techniques, extreme tempos, dance music) 10. The most
important document that regulated church music before the Second Vatican
Council – Motu proprio Tra le sollecitudini  (“On the Restoration of Sacred
Music”, 1903) 11 by Pope Pius X – completed the liturgical music reform.

Events in the 19th–20th century:
the consolidation of national identity and the liturgical reform

The increased importance of national identity, the formation of nation-
states in the 19th – early 20th century influenced not only secular but also
church music12. Composers included folk melodies (religious and secular) in

10 For example, Cardinal C. Patrizi’s decrees (1856): “Drums, kettle-drums, cym-
bals, and all instruments of percussion which have not hitherto been in use or which
are too noisy, are not to be employed.” “We forbid arias, duets, trios, etc. which are
similar in their character and tendency to theatrical pieces or other profane music.
We forbid recitative, the parlante style, or any similar modes of execution.” Instruction
Ordinatio quoad sacram musicam (1884): “11. It is strictly forbidden to play in
church even the minutest portion of theatrical or operatic selections of all dances
whatsoever, such as polkas, waltzes, mazurkas, minuets, rondos, […] quadrilles,
contredances, polonaises, etc., and of profane pieces, e.g., national hymns, popular
airs, love and comic songs, ballads, etc.” (Hayburn 1979: 135, 136, 138). Unsuitable
music was not only unwelcome in Italy: in Vilnius too, at the end of the 19th century
“organists would play the waltz, the polka, the Cossack dance during wedding
ceremonies, while soloists at Vilnius Cathedral, forgetting themselves, would sing in
Italian too; sometimes arranged opera arias were performed […], the ritual was
neglected” (Palionytë-Banevièienë 2002: 50–51).

11 See The Catholic Liturgical Library. http://www.catholicliturgy.com/index.cfm/
FuseAction/DocumentContents/Index/2/SubIndex/17/DocumentIndex/360 (accessed
20 September 2015).

12 At the end of the 19th century in Lithuania and among Lithuanian émigrés the
number of choirs began to increase, it was popular to sing in Lithuanian at various
services (in church after mass, at home, outside at a cross, etc.), during funerals,
pilgrim travels; organists created hymns or adapted Lithuanian texts to well-known
melodies.
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their compositions. The first Lithuanian masses appeared in 1886 (Juozas
Kalvaitis’ mass Pulkim ant keliø  – “Let’s Fall on Our Knees”) and in 1899
(Mykolas Racevièius-Raèas’ mass Po kojø Tavo sosto – “At the Feet of Your
Throne”); later, about 1920, Teodoras Brazys wrote two masses in Latin on
the melodies of popular Lithuanian hymns (Pulkim ant keliø  – “Let’s Fall
on Our Knees”, Jëzau, prie manæs ateiki – “Jesus, Come to Me”). Lithuanian
religious hymns were usually sung not only at non-liturgical worship, but
also at Low Mass (Missa lecta), while in the documents of the Catholic
Church of the first half of the 20 th century concerning music it is seen that
those hymns were more appreciated (although forbidden in Solemn Mass)13.

The Second Vatican Council (1962–1965) opened doors to new church
music set to liturgical texts in national languages. Care was taken of the
inculturation of religion, in the belief that every person can worship Jesus
keeping to their cultural traditions 14. The liturgical reform “has stimulated a
plethora of functional mass music using a variety of accessible styles, some
popular and some genuinely ethnic, generally local in production and use”
(Denis, Harper 2001: 83). Folk, Hootenanny and similar masses15 were com-
posed, e.g., Congolese folk music mass (Missa Luba, 1958), Ariel Ramírez’s
Missa Criolla (1964), Ricardo Fernández de Latorre and José Torregrosa’s
Missa Flamenca (1966), Ray Repp’s Mass for Young Americans (1966).
Therefore, music close to folklore or even popular music prevailed in the
Catholic Church liturgy, even though it was specified in the documents –

13 For instance, Pope Pius XII in his encyclical Mediator Dei  (1947) encourages
to support communal hymn singing (in Latin and native languages), while in his
encyclical Musicae sacrae disciplina (1955) “religious music also called folk music”
is already called a branch of sacred music.

14 Although religious inculturation issues (liturgy in the mother tongue including)
appeared in the Catholic Church in the 16th century (from the time of missions in the
Far East, e.g., Francis Xavier in India and Japan; Matteo Ricci in China), at the
same time they were blocked by the struggle against the Reformation, and not until
the 20th century were wider directions given about how and where this inculturation
must be conducted. For example, see the instruction Varietates Legitimae: Incul-
turation and the Roman Liturgy  (1994). Fourth Instruction for the Right Application
of the Conciliar Constitution on the Liturgy. Congregation for Divine Worship and
the Discipline of the Sacraments. http://www.adoremus.org/doc_inculturation.html
(accessed 20 September 2015).

15 Folk mass – a mass in which folk music is used as part of the service instead of
traditional liturgical music. For more on folk mass in the second half of the 20th century
in Africa, North and South America, its ties with liberation theology as well as the
relationship with the reform of the liturgy of the Catholic Church see: Scruggs 2005.
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e.g., Musicam sacram (1967), Liturgicae Instaurationes (1970), Ecclesia de
Eucharistia (2003), Redemptionis Sacramentum (2004) – to avoid it as being
unreserved, banal, as well as other profane features, the instruments used
should not be perceived as profane either16. At the turn of the 20 th and the
21st century there was a stern warning in the instructions of the Catholic
Church to beware of religious syncretism17 – merging Christianity with local
beliefs that can be expressed through folklore (and other non-Christian culture
elements).

Lithuanian composers, organists, monks and nuns, who emigrated from
Lithuania before the Soviet occupation (the largest Lithuanian communities
were established in the USA), in the second half of the 20th century also began
to compose ‘folk’ masses and hymns that were necessary for the renewed
liturgy, at the same time to keep up Lithuanian identity far from the home-
land. For instance, Alfonsas Mikulskis (1909–1983) wrote the national mass
Uþ kenèianèià Lietuvà (“For Suffering Lithuania”, 1976) (Mikulskis 1996).
According to his wife Ona Mikulskienë, who arranged the mass for kanklës
(zither) orchestra, “my husband’s aim was to write such mass that Lithuanians
who prayed in the churches of strange countries, upon hearing their national
melodies, could transfer themselves in their minds to their native church,
that their souls would be elevated – the hearts would thrill with joy, that the
days of the immigrants would be brighter. After the mass all rose up and
there was a long, warm applause. [...] Many times the national mass “For
Suffering Lithuania” was performed in America and later in the homeland
that was independent again” (Kaèerauskienë 2007).

16 “Furthermore, it is altogether to be avoided that the celebration of mass should
be carried out merely out of a desire for show, or in the manner of other ceremonies
including profane ones, lest the Eucharist should be emptied of its authentic meaning”
(Redemptionis Sacramentum, §78). “[…] limited in number and suited to the region
and to community culture, they [musical instruments] should prompt devotion and
not be too loud” ( Liturgicae Instaurationes, §3c).

17 “[79.] Finally, it is strictly to be considered an abuse to introduce into the
celebration of Holy Mass elements that are contrary to the prescriptions of the litur-
gical books and taken from the rites of other religions.” Redemptionis Sacramentum:
On Certain Matters to be Observed or to be Avoided Regarding the Most Holy
Eucharist (2004). Instruction. Congregation for Divine Worship and the Discipline
of the Sacraments. http://www.vatican.va/roman_curia/congregations/ccdds/documents/
rc_con_ccdds_doc_20040423_redemptionis-sacramentum_en.html (accessed 20
September 2015).

Also see Varietates Legitimae (1994), §32, §39, §47; Instrumentum laboris (2005),
§34, §80–81. http://www.vatican.va/roman_curia/synod/documents/rc_synod_doc_
20050707_instrlabor-xi-assembly_en.html (accessed 20 September 2015).
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Secular elements in religious works
by contemporary Lithuanian composers

When Lithuania regained independence after Soviet occupation, Lithu-
anian composers began to create religious music. Some of compositions con-
tain secular elements. Among concert masses18 there is Remigijus Merkelys’
Missa L’homme armé for mixed eight-part choir a cappella (1991), where
the composer continues the tradition of using a popular renaissance melody
in mass (in this case as a migrating cantus firmus, see Example 2); among
experimental mass cycles there is Gintaras Sodeika’s Reconstruction (Requiem)
for vocal group, trumpet and tape (1998), where Gregorian chant is heard
together with jazz improvisations19, Jonas Tamulionis’ Missa Africana (2005),
Algirdas Martinaitis’ Summa (“Animals’ Mass”, 2012) where sacral text
becomes profane and meaningless20. Two mass cycles were also composed
employing Lithuanian folk songs: Darius Lapinskas’ Missa di poveri for the
soprano, the guitar, the recorder and the piano (1991) and Linas Rimða’s
Missa lituana for mixed choir (2006–2011).

Example 2. Remigijus Merkelys: Missa L’homme armé, Sanctus, bars 21–25:
cantus firmus (L’homme armé) moves from the second alto to the first bass

18 For the categories of masses by contemporary Lithuanian composers see: Êàëà-
âèíñêàéòå 2015: 293–295.

19 The composer himself describes his music as “academic techno” – a whimsical
combination of traditional musical values with new technologies. The works of So-
deika often combine elements of minimalism and jazz, and are not void of bizarre
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Darius Lapinskas (1934–2015), the composer of operas and other stage
works, conductor and director, belongs to those Lithuanians who had to
leave the homeland21. Besides the contemplative expressionism (more chara-
cteristic for Vytautas Bacevièius and Jeronimas Kaèinskas), “in America the
Lithuanian-American composers Jonas Ðvedas and Darius Lapinskas created
their conflicting, tensely contrastive music”22, avant-garde plays and compo-
sitions. The expressive, hard to intone musical language of Lapinskas’ Missa
di poveri is softened by typical intonations of Lithuanian folk songs (minor
trichord, tetrachord; see Example 3).

The composer inserts songs in prayers (see Examples 4a, 4b); they can
be heard in the introduction and the end of the cycle and are repeated like
refrains (Table 1)23.

humour and self-irony. For more see: Gintaras Sodeika. http://www.mic.lt/en/database/
classical/composers/sodeika/ (accessed 20 September 2015).

20 According to the composer, “Summa [for descant or soprano, tenor, baritone,
mixed choir and symphony orchestra] is an incomplete mass consisting of Credo,
Agnus Dei and Ite, missa est which emphasises the main theme of the piece, the dif-
fusion of the community as words of faith start turning to “animalisms” and linguistic
confusion, or confusio linguarum after Umberto Eco. In this part, the meaningless
text by the Babylonian king Nimrod ( Rafel mai ameche zabi almi) is being elevated
to the “meaningfulness” of the canonical text of the mass which takes us closer to
freakish perversions when stupidity and the St. Idiotism is demonstrated publicly. In
addition to that text, my own-made ‘cattle-ish’ sound-words are used alongside the
quotes from George Orwell and the Revelation to Saint John.” See: Baublinskienë,
Ambrasaitë. Baublinskienë, Beata, & Ûla Ambrasaitë (2012). Gaida: 22nd Interna-
tional Contemporary Music Festival (19–27 October 2012, Vilnius). Booklet.
http://www.muzikosantena.lt/uploads/Gaidos%20bukletai/Gaida2012.pdf (accessed
20 September 2015).

21 From 1950 until his death Darius Lapinskas mostly lived in the USA (in 1957–
1965 he studied and worked in Germany). Although at the end of the 20th century
he participated in the cultural life of Lithuania, became an honorary member of the
Lithuanian Composers’ Union, and in 1994 and 1995 he taught at the Lithuanian
Music Academy (now the Lithuanian Academy of Music and Theatre), there is very
little information about the composer’s works; there are also no scores of his music
in Lithuania.

22 Venclauskas, Loreta (1990). Modern twentienth-century Lithuanian music.
Lituanus: Lithuanian Quaterly Journal of Arts and Sciences 6 (3). http://www.lituanus.
org/1990_3/90_3_06.htm (accessed 20 September 2015).

23 In the songs, requests prevail (the Sun is asked to rise, set down, warm up the
earth, dry the dew; God is asked to grant a clear day); there are themes of hard life
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Example 3. Typical ‘Lithuanian’ intonations in the introduction and
the coda of Darius Lapinskas’ Missa di poveri  –

the song Lydu laidu saulelë  (“The Dear Sun is Setting”)

Example 4a. Darius Lapinskas, Missa di poveri ,
the beginning of the Kyrie

and losses (“it was hard all my life”, “my dear father is buried on a high hill”, “my
dear brother rode to war”). Therefore, the entire mood is that of grief and realisation
of one’s hard life.
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Example 4b. Darius Lapinskas, Missa di poveri , Credo
([...] et incarnatus est [...] ex Mariae Virgine )

From the theological point of view, such parallels in the text when the
“dear Sun”, which is addressed to as though a living being, and is as if
identified with the Lord (“asked the Sun Kyrie eleison [...]; Dear Sun, dear
Mother, rise! [...] Gloria in excelsis [...]”) are the distortion of Christian
faith by pantheism due to which God’s image is degraded and acquires visible
and audible expressions. However, this mass cycle by Lapinskas can be inter-
preted as two parallel lines: the nostalgia that an expatriate (who was forced
to leave his country) feels does not go away until his death, it lives (just as
his childhood memories) in his prayers, too.
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Table 1.
Darius Lapinskas, Missa di poveri : Lithuanian songs in mass movements

According to Linas Rimða (b. 1969), a representative of the younger
generation, he likes “to combine elements and things that do not seem to
have anything in common”, searching for unexpected associations24. The
composer wanted to link five movements of Missa lituana with five Lithu-
anian folk songs from different regions of the country25. Gintautas Venislovas,
the leader of the choir Brevis, who conducted this composition claims that
Rimða based it on the principles of renaissance composers when “a secular
song and a sacral text are heard at the same time”. Everyday things and the
Church exist side by side, they are connected, and do not contradict one
another. Therefore, why could not a folk song be part of a prayer?26

Lapinskas inserts and integrates songs into the prayers in his mass, while
Rimða exposes songs in parallel adapting their melodies to the words of

24 Kuèinskaitë, Jûratë. Linas Rimða. http://www.mic.lt/en/database/classical/
composers/rimsa/#bio (accessed 20 September 2015).

25 In the Kyrie the An kalno an aukðtojo (“On a Hill, on a High Hill”) from
Suvalkija is heard, in the Gloria  – the sutartinë (polyphonic chant) Að kanapá sëjau
(“I Planted Some Hemp”) from Aukðtaitija; Credo has the Samogitian lament Mirë
muona motinelë (“My Dear Mother has Died”); Sanctus includes the song Bernelio
mano juodos akelës (“My Beloved’s Eyes are Black”) from Lithuania Minor; in
Agnus Dei the song Pûtë vëjas àþuolà àþuolëlá (“The Wind Blew at the Oak Tree”)
from Dzûkija is included.

26 Marijos radijas (Radio Maria), programme Musica sacra (27 June 2014)
recording. http://www.marijosradijas.lt/radijo-laidos/pokalbiai/48763-2014-06-27-
10-00-musica-sacra.html (accessed 20 September 2015). The approach by Gintautas
Venislovas is only partly correct: renaissance composers employed secular melodies
in their sacred music by adapting to them a canonical text, while secular words were
not heard in Church.
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liturgy. In the Kyrie (Example 5) and the beginning of the Gloria 27 the com-
poser employs the canon.

Example 5. Linas Rimða, Missa lituana , Kyrie, bars 22–42

In other movements of Missa lituana (in the middle of the Gloria  –
Example 6; in Credo, Sanctus, Agnus Dei) the liturgical text sounds like a
counterpoint of a Lithuanian folk song.

Example 6. Linas Rimða, Missa lituana , Gloria , bars 69–72

27 The sutartinë in the Gloria  is a canon per se. For this polyphonic chant see:
Raèiûnaitë-Vyèinienë 2006.
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In the Credo, the Samogitian lament is accompanied by the recitative
that is exposed as though it was a free mensural canon (voices move along
in different rhythmical duration; Example 7).

Example 7. Linas Rimða, Missa lituana , Credo, bars 40–47

Besides folklore the composer included into his mass one more secular
element – rhythmic applause, stamping and the percussion that are linked
with dance (Gloria and Sanctus; see Example 8). Clear rhythm, as we know
from the history of the church music, was never welcome in the Roman
Catholic Church, while applaud and separate dance elements are now allowed
only for those people, for whom it is a natural way of expression28.

28 Varietates Legitimae (Fourth Instruction for the Right Application of the Conciliar
Constitution on the Liturgy, 1994): “42. Among some peoples, singing is instinctively
accompanied by handclapping, rhythmic swaying and dance movements on the part
of the participants. Such forms of external expression can have a place in the liturgical
actions of these peoples on condition that they are always the expression of true commu-
nal prayer of adoration, praise, offering and supplication, and not simply a performance.”
http://www.adoremus.org/doc_inculturation.html (accessed 20 September 2015).

About the liturgical dance also see: The religious dance – an expression of spiritual
joy. The Canon Law Digest VIII, pp. 78–82; On “liturgical dance”. Adoremus,
Society for the Renewal of the Sacred Liturgy. http://www.adoremus.org/Dance.html
(accessed 20 September 2015).
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Example 8. Linas Rimða, Missa lituana , Sanctus, bars 87–93

Despite the combination of musical elements of different nature, as well
as the rather complex counterpoint technique Missa lituana is consonant
and (just as many other compositions by Rimða) seems to be close to the
aesthetics of new tonality. Due to the use of folk melodies Rimða’s Missa
lituana is related to Catholic folk mass that became popular in the early
1960s. However, the goal of the latter was to involve all the participants in
celebration, while Rimða’s cycle is a concert composition meant to be sung
by the choir that, when divided into several groups, is placed around the
listeners. Both the composer and the performers of Missa lituana fully realise
that the music could not be performed in liturgy, unless a special worship
should be held for a folklore festival participants.

***

The history of church music shows that the Catholic Church hierarchs
were constantly involved in a fight against secular elements in music for
worship. However, composers of West Europe of different centuries were
fascinated by it. In the 16th century, Protestant churches started to use secular
melodies in Christian practices. According to the musicologist Giedrius
Gapðys, Catholics have long held the belief that certain music such as ‘musica
sacra’ was formed “not for utilitarian psychological or other reasons, not by
man’s will but by Divine Revelation”, while Protestants on the contrary
considered ‘sacrum’ as a matter of consent among people (Gapðys 1991:
43–44). The Second Vatican Council that changed the relationship between
the participants in liturgy and allowed national features in many liturgical
elements (except the obligatory liturgical texts and the priest’s actions) opened
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the way to liturgy for such music, which earlier was considered as non-
sacral. On the one hand, such ‘turn towards Protestantism’ of the centuries-
long Catholic attitude determined the divide between Catholics and endless
controversy about the sacral nature of church music; on the other hand,
composers were allowed to conduct various experiments, the results of which
were seldom suitable for liturgical services, however they were aesthetically
valuable and could suggest new ideas for creators of liturgical music or are
interesting from other viewpoints.

Laicîgie elementi baznîcas mûzikâ

Danute Kalavinskaite

Kopsavilkums

Ðajâ rakstâ galvenâ uzmanîba veltîta lietuvieðu komponistu – lielâkoties
laicîgâs mûzikas autoru – mesu analîzei. Darjus Lapinska Missa di poveri un
Lina Rimðas Missa lituana aplûkoti kâ piemçri sakrâlo un laicîgo elementu
mijiedarbei baznîcas mûzikâ; tiek pçtîta ðî fenomena izcelsme un nozîme, kâ
arî tajâ ietvertais teoloìiskais vçstîjums.

Ir zinâmi vairâki katoïu baznîcas izdoti dokumenti, kuri kritizç kâ nepie-
òemamu dziedâðanu liturìijas laikâ. Piemçram, pâvesta Leona IV bulla Una
res (9. gs. vidus) draudçja ar ekskomunikâciju, ja baznîcâ tiks dziedâts jebkas
cits, izòemot gregoriskos korâïus. Tomçr mûzika pamazâm kïuva daudzvei-
dîgâka un sareþìîtâka, popularitâti sâka iemantot daudzbalsîba; un baznîca
nolçma cînîties pret kordziedâtâju vçlmi sniegt koncertus, nevis lûgties.
Laicîgos elementus katoïu baznîcas mûzikâ kritizçja arî pâvests Jânis XXII
savâ 1324. gada bullâ Docta Sanctorum Patrum. Renesanses komponistiem
bija tuvas vairâkas laicîgu dziesmu melodijas, kuras viòi izmantoja kâ cantus
firmus – pamatu savâm mesâm un motetçm. 16. gadsimta vidû Tridentas
koncils aizliedza jebkâdus laicîgos elementus baznîcas mûzikâ. Tajâ paðâ
laikâ Mârtiòð Luters protestantu dziesmu grâmatâs iekïâva vairâkas skaistas
laicîgâs melodijas. Tomçr viòð neatïâva vienu un to paðu melodiju dziedât
gan ar sakrâlu, gan laicîgu tekstu.

Arî pâvests Aleksandrs VII 17. gadsimtâ un pâvests Benedikts XIV
18. gadsimtâ nosodîja laicîga materiâla (t. sk. teâtra un dejas elementu)
iekïâvumu sakrâlâ kompozîcijâ. Romantisma mâksla vçl vairâk attâlinâjâs
no katoïu baznîcas pieòemtajiem kritçrijiem; tâdçjâdi baznîcas pârstâvjos
sâka rasties pârliecîba, ka nepiecieðamas reformas, lai ðíîstîtu  baznîcu no
laicîgâm ietekmçm un ikdieniðíuma. Vairâkos 19. gadsimta baznîcas dekrçtos
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un instrukcijâs tika aizliegti tâdi mûzikas instrumenti kâ bungas un klavieres;
bija mçìinâjumi aizliegt arî atskaòot baznîcâ laicîgo mûziku vispâr. Pats
svarîgâkais dokuments, kas regulçja baznîcas mûziku pirms Otrâ Vatikâna
koncila – pâvesta Pija X Motu proprio Tra le sollecitudini  (1903) – noslçdza
ðî perioda liturìiskâs mûzikas reformas.

19. gadsimtâ un 20. gadsimta sâkumâ arvien lielâku popularitâti guva
nacionâlâs identitâtes ideja; tâ ietekmçja gan laicîgo, gan baznîcas mûziku.
Lietuvieðu komponisti sacerçja reliìiskas kompozîcijas uz lietuvieðu sakrâlo
dziedâjumu pamata. Otrais Vatikâna koncils (1962–1965) nolçma, ka baznî-
cas mûzikâ ir pieòemami lietot tekstus nacionâlajâs valodâs. Noritçja reliìijas
integrâcija nacionâlajâs kultûrâs; tâs pamatâ bija ideja, ka ikviens var pielûgt
Jçzu saskaòâ ar savas kultûras tradîcijâm. Daþâdos pasaules reìionos tika
sacerçtas tautasdziesmâs sakòotas mesas (piemçram, Missa Luba, Missa
Criolla , Missa Flamenca u. c.). Tomçr 20./21. gadsimta mijâ tapuðie baznîcas
dokumenti (t. sk. Varietates Legitima29, Redemptionis Sacramentum30) pauda
negatîvu attieksmi pret reliìisko sinkrçtismu – kristietîbas apvienoðanu ar
daþâdiem tautas ticçjumiem, kas bieþi vien nav saistîti ar kristietîbu.

Vairâki lietuvieðu komponistu reliìiskie darbi ietver laicîgus elementus.
Piemçram, Remiìijs Meríelis savâ koncertmesâ Missa L’homme armé (1991)
ir turpinâjis renesanses tradîciju laicîgo melodiju izmantojumâ. Ìintara So-
deikas eksperimentâlajâ mesâ Rekonstrukcija (Rekviçms, 1998) sastopas
gregoriskie dziedâjumi un dþeza improvizâcijas. Var minçt arî tâdus darbus
kâ Jona Tamuïoòa Missa africana (2005), Aïìirda Martinaiða Summa (2012),
Darjus Lapinska Missa di poveri (1991) un Lina Rimðas Missa lituana (2011).

Lapinska Missa di poveri ekspresîvo, sareþìîti intonçjamo mûzikas valodu
vieglâk uztveramu vçrð tipiskas lietuvieðu tautasdziesmu intonâcijas. Kom-
ponists lûgðanâs iekïauj dziesmas; tâs skan cikla ievadâ, noslçgumâ un tiek
arî atkârtotas kâ piedziedâjumi. Raugoties no tîri teoloìiskâ viedokïa, paralç-
lismi, piemçram, “dârgâs Saules” personifikâcija (asociâcijas ar to Kungu),
neatbilst kristietîbas garam un tuvina to panteismam: Dieva tçls tiek degra-
dçts, piedçvçjot tam daþâdus vizuâli un audiâli tveramus veidolus. Taèu

29 Varietates Legitimae (Fourth Instruction for the Right Application of the Conci-
liar Constitution on the Liturgy, 1994). http://www.adoremus.org/doc_inculturation.html
(accessed 20 September 2015).

30 Redemptionis Sacramentum: On certain matters to be observed or to be avoided
regarding the Most Holy Eucharist (2004). Instruction. Congregation for Divine
Worship and the Discipline of the Sacraments. http://www.vatican.va/roman_curia/
congregations/ccdds/documents/rc_con_ccdds_doc_20040423_redemptionis-
sacramentum_en.html (accessed 20 September 2015).
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bûtîbâ Lapinska mesu var interpretçt kâ divu paralçlu lîniju lîdzâsnostatîjumu:
no valsts izraidîtam cilvçkam nostalìija saglabâjas lîdz mûþa beigâm; tâ
dzîvo arî viòa lûgðanâs.

Rimða savâ Missa lituana pielâgo laicîgâs melodijas liturìiskajam tekstam.
Lîdztekus folklorai mesâ ir iekïauti vçl citi laicîgi elementi – ritmiski aplausi,
kâju siðana un daþâdi ar deju saistîti perkusîvi efekti. Romieðu katoïu baznîca
nekad nav atzinusi tîru ritmu, tomçr aplaudçðana un atseviðíi deju elementi
ir pieïaujami tiem ticîgajiem, kuriem tas ir dabisks jûtu izpausmes veids.
Tautas melodiju izmantojums vçrð Rimðas Missa lituana lîdzîgu katoïu tautas
mesai, kura kïuva populâra pagâjuðâ gadsimta 60. gados. Tomçr tautas mesas
mçríis bija iesaistît svinîbâs pilnîgi visus dalîbniekus, kamçr Missa lituana ir
koncertdarbs; to dzied koris, kas tiek sadalîts vairâkâs grupâs, kuras savukârt
izvietojas apkârt klausîtâjiem. Ðî mesa nav piemçrota liturìijai – to varçtu
izpildît tikai speciâlâ lûgðanâ kâda folkloras festivâla ietvaros.

Otrais Vatikâna koncils izmainîja liturìijas dalîbnieku savstarpçjâs attie-
cîbas; tika pieïauts, ka liturìijâ var izpausties tâdi elementi, kas agrâk tika
uzskatîti par nepietiekami sakrâliem, piemçram, nacionâla pacilâtîba. Laicî-
gajiem komponistiem tika atïauts veikt daþâdus eksperimentus, kuru rezultâti
reti kad ir saskaòâ ar reliìiskajâm tradîcijâm; tomçr to estçtiskâ vçrtîba ir
augsta, un tie tradicionâlâs liturìiskâs mûzikas komponistiem piedâvâ jaunas
idejas un skatpunktus.
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Dialoìiskuma izpausmes Maijas Einfeldes
Koncertâ altam un kameroríestrim

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

Vispârçjâ un individuâlâ attiecîbas mûzikâ arvien ir bijuðas interesantas,
neviennozîmîgas un problçmiskas. Tendence apvienot individuâlo un vispâ-
rçjo (þanra, formas kopçjâs likumsakarîbas, emocionâlâs tçlainîbas sfçru
pretstatîjumu – dramatismu/liriku, darbîbu/stâstîjumu utt.) nav dominçjoðâ
mûsdienu mûzikâ, jo komponisti (seviðíi jaunâs paaudzes pârstâvji) savâ
paðizpausmç tiecas uz pilnîgu individualizâciju vai vispâr nebalstâs uz stabi-
lâm likumsakarîbâm, kas palîdz mûzikas uztverei, reizçm arî saglabâ tikai
kâdu attâlu saikni ar tradîciju. Individuâlais atklâjas mûzikas jaunâ jçgâ, tâs
jaunâ semantikâ. Mâkslinieciskâ abstrahçðana jau sasniegusi savu virsotni,
tâpçc arî skaòdarbu nosaukumi, kâ arî to atspoguïojums mûzikâ klausîtâjiem
daþbrîd paliek neatrisinâts noslçpums. Nerodas asociâcijas (nedz semantiskas,
nedz þanriskas), jo ir zaudçtas stila likumsakarîbas. Ðis process ïoti cieði
saistîts ar mûzikas valodas pamata, tâ struktûrelementu maiòu. Notiek sav-
veida pârslçgðanâs (arî mûzikas uztverç) no tçlaini tematiskâ uz intelektuâlo
(tehnoloìisko) aspektu. 20.–21. gadsimta mûzika demonstrç abu ðo pretçjo
polu lîdzâspastâvçðanu.

Latvieðu komponistu laikmetîgajâ mûzikâ rodamas gan ratio, gan emotio
izpausmes, protams, daþâdâs proporcijâs: saglabâjas tradicionâlo þanru
nozîme, un vçrojami arî jauni meklçjumi þanru sfçrâ; saglabâjas tçmas, tema-
tiskâ materiâla attîstîbas nozîme, un vienlaikus parâdâs jauna mûzikas valoda,
jauni izteiksmes lîdzekïi; sastopama gan procesuâlas attîstîbas tradicionâlâ
loìika, gan jaunas tâs izpausmes formas. Tomçr vecâkâs paaudzes kom-
ponistu mûzikâ emocionâlais aspekts saglabâ savu prioritâti, un sakòojums
tradîcijâs atklâjas daudzçjâdâ ziòâ. Viens no piemçriem, kas to apliecina, ir
Maijas Einfeldes Koncerts altam un kameroríestrim; pirmoreiz tas atskaòots
2011. gadâ1 un ir viòas vienîgais skaòdarbs koncertþanrâ.

Ðis opuss piesaista klausîtâjus ar liriski intîmo, subjektîvi tieðo izteiksmi.
Tas pilnîbâ sasaucas ar Einfeldes mûzikas raksturojumu, ko savâ komponistei

1 Koncerta pirmatskaòojums notika 2011. gada 17. martâ; pirmie (un pagaidâm
vienîgie) atskaòotâji ir Andra Dârziòa (alts) un kameroríestris Sinfonietta Rîga
Normunda Ðnç vadîbâ.
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veltîtajâ rakstâ sniegusi Dace Aperâne: “Daþâdu jûtu izpausme ir allaþ ma-
nâma Einfeldes mûzikâ, un ðíiet, ka tieði pateicoties tai, kâ arî viòas dziïajai
muzikalitâtei, Einfelde tomçr ir paspçjusi apvienot mûzikas skaistumu un
spriedzi savos darbos un tâdçï tie ir tik saistoði” (Aperâne 2000: 33).

Starp komponistes agrînajiem instrumentâldarbiem îpaðu ievçrîbu guvu-
ðas Èetras elçìijas èellam solo (1976), kas uzreiz iezîmç vienu no turpmâk
daudzus gadus dominçjoðajâm jomâm viòas daiïradç – kamermûzikas sfçru2.
Ðajâ jomâ iekïaujas arî Einfeldes pirmais skaòdarbs altam un klavierçm –
Sonâte meditâcija (1982). Pagâjuðâ gadsimta 80.–90. gados alts ne reizi vien
bija komponistes uzmanîbas centrâ, bet nekad skaòdarbos ar altu þanrs neat-
kârtojâs. Piemçram, duetâ ar klavierçm, ârpus sonâtes, alts vçl skan kompo-
zîcijâ Maestoso (1989); dueta attiecîbas turpinâs arî vçlâk, bet jau ar oboju
Prelûdijâ (1999); trio Pirms saules rieta (1994) alts apvienots ar klarneti un
klavierçm; bez tam Einfeldei ir Stîgu kvartets (1993) un kantâte Dþordano
Bruno sârts (1983), kuras atskaòotâjsastâvâ ir soprâns, meþrags, alts, èells
un klavieres.

Savukârt viens no pirmajiem Maijas Einfeldes oríestra darbiem ir
1987. gadâ tapuðais Svinîgs dziedâjums trompetei un simfoniskajam oríes-
trim; stîgu oríestra iespçjas tîrâ veidâ viòa izmanto savâ 20. gadsimta beigu
kompozîcijâ Nikte un Selçne (1999). Einfeldes simfoniskâ daiïrade nav îpaði
plaða – pazîstamâkie darbi, kas ietverti Latvijas Mûzikas informâcijas centra
veidotajâ katalogâ3, ir tikai pieci, to skaitâ arî jau minçtais Koncerts; blakus
iepriekð nosauktajiem opusiem ðo sfçru vçl pârstâv Trîs jûras dziesmas obojai,
meþragam un stîgu oríestrim (1995) un Simfonija (2003)4.

Koncerts altam un kameroríestrim ir pagaidâm viens no pçdçjiem Maijas
Einfeldes opusiem, bet simfoniskâs mûzikas jomâ – pats pçdçjais. Izcelt dialo-
ìiskumu kâ ðî skaòdarba analîzes galveno aspektu rosinâja jau pati þanra
bûtîba, resp., tâ specifiskais ìençtiskais kods – koncertçðana. Koncertþanra
pçtnieks Igors Kuzòecovs apzîmç ðo îpaðîbu kâ koncerta þanra un formas
vispârçjo principu kvintesenci, kas katra komponista daiïradç izpauþas indi-
viduâli (Êóçíåöîâ 1981: 130). Tâdçjâdi jau paðâ þanra bûtîbâ ietvertâ vispâ-

2 Otru, turklât ïoti izvçrstu þanru grupu Einfeldes daiïradç veido kormûzika, kurai
autore îsti intensîvi pievçrðas tikai no 1990. gada, un tieði ðajâ sfçrâ viòa sasniegusi
pasaules atzinîbu.

3 Latvijas Mûzikas informâcijas centrs. Einfelde, Maija. Visi þanri. http://www.
lmic.lv/core.php?pageId=722&id=302&works=1&zanrs=all (skatîts 2015. gada
7. aprîlî).

4 Interesanti, ka komponistes simfonisko darbu tapðanas gadus ðíir noteikti
(simetriski) laika intervâli: 1987–1995–1999–2003–2011, t. i., 8:4:4:8.
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rçjâs un individuâlâs sfçras korelâcija atzîstama par vienu no savveida
dialoìiskuma izpausmçm.

Protams, koncertþanra iezîme ir arî koncertiskums, t. i., virtuozitâte.
Tomçr tieði koncertçðana apvienojumâ ar simfonismu spilgti atklâj þanra
jaunâs perspektîvas 20.–21. gadsimta mûzikâ un ir vismobilâkais, mainîgâ-
kais komponents skaòdarbâ.

Svarîgs ir vçl kâds faktors. Dþeimss Hepokoski (James Hepokoski) pie-
dâvâ dialoìiskas formas jçdzienu, ko var lietot gan saiknç ar sonâtes formas
teoriju, gan kopumâ, un raksturo savu jaunievedumu ðâdi: „[..] domâju, ka
aptvert acîm neredzamâs/slçptâs mûzikas formas pilnu spektru – tas ir visbû-
tiskâkais uzdevums, rekonstruçjot procesuâlu dialogu starp jebkuru indivi-
duâlu skaòdarbu (vai tâ daïu) un vispârçjo normu, vadoðo principu, iespçju,
gaidu un ierobeþojumu tîklu, kas izriet no izraudzîtâ þanra. Tâ ir dialoìiskâ
forma: forma dialogâ ar vçsturiski noteiktiem kompozîcijas variantiem”
(Hepokoski 2010: 71–72). Ðai tçzei grûti nepiekrist, jo vienmçr, apskatot
jebkuru skaòdarbu, bet seviðíi mûsdienâs komponçtu, mçs tiecamies korelçt
tâ îpatnîbas (þanra, kompozîcijas, valodas ziòâ utt.) ar vçsturiski un stilistiski
jau stabilâm tradîcijâm un normâm. Tâdçjâdi mçs iesaistâmies dialogâ ne
vien ar ðîm tradîcijâm mûzikas daþâdâs sfçrâs, bet arî ar jaunâm tendencçm,
kas spilgti atklâjas tai vai citâ jomâ un ietekmç daþâdu komponistu daiïradi.

Aplûkojot dialoìiskumu Maijas Einfeldes Koncertâ, vispirms jâatzîmç,
ka tas izpauþas gan ârçji, gan iekðçji. Stila îpatnîbas uzskatâmas par dialo-
ìiskuma iekðçju izpausmi. Bet, raksturojot vienu vai otru aspektu, kïûst
skaidrs, ka pazîmju grupçðana un precîza norobeþoðana pçc iekðçjiem un
ârçjiem principiem ir diezgan nosacîta, un bieþi vien dialoìiskuma iekðçjâs
un ârçjâs izpausmes mijiedarbojas vai savstarpçji uzslâòojas.

Pie dialoìiskuma ârçjâm izpausmçm neapðaubâmi pieder savveida
dialogs ar vçsturiskâm tradîcijâm, kas atspoguïojas skaòdarba cikla oriìinâ-
lajâ risinâjumâ – tradicionâla cikla transformâcijâ. Koncertam ir èetras daïas –
resp., pirmajâ mirklî tas rada iespaidu par pagâtnes simfonizçtâ koncerta
romantisko modeli, kas nostiprinâs arî tâpçc, ka visas daïas seko cita citai
bez pârtraukuma5. Tomçr Einfeldes skaòdarbâ prioritâte ir lçnai vai nosacîti
lçnai mûzikai, kas, atbilstoði tradîcijai, priekðplânâ izvirza subjektîvi lirisku
tçlainîbu. No vienas puses, tas lielâkoties raksturîgi 20.–21. gadsimta mû-

5 Ðî tradîcija seviðíi spilgti izpaudusies kopð Ferenca Lista (viòa Klavierkoncerts
Es dur) laikiem. Savukârt èetrdaïîbu kâ cikla pamatu izmantojis Johanness Brâmss
(Otrais klavierkoncerts B dur), bet daïu nepârtrauktu secîbu – Fçlikss Mendelszons-
Bartoldi (Vijolkoncerts e moll), Roberts Ðûmanis (Èellkoncerts a moll) u. c.
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zikai6; no otras, tâ ir paðas Einfeldes stila bûtiska îpatnîba (skat. iepriekð
citçto Daces Aperânes tçzi). Tâdçï dialoìiskuma ârçjâs un iekðçjâs iezîmes ir
gan savstarpçji saistîtas, gan savstarpçji atkarîgas.

Dialoìiskuma iekðçjâs izpausmes Einfeldes Koncertâ, kâ jau atzîmçts,
lielâkoties ir attiecinâmas uz komponistes stila îpatnîbâm – tâs parâdâs ârpus
konkrçta þanra, t. i., raksturîgas daudziem (var teikt, pat visiem) viòas skaò-
darbiem. Tomçr ðoreiz ðîs izpausmes saistîtas ar þanra individuâlu traktçjumu
(par ko bija runa arî iepriekðçjâ Kuzòecova citâtâ). Vispirms, piesaista uzma-
nîbu Koncerta vienotâ tçlaini temporâlâ koncepcija: tâ îstenota intonatîvi,
kompozicionâli (finâls kâ visa skaòdarba reprîze) un fakturâli.

Paðu koncerta temporâlo profilu vispârçjâ plânâ var atspoguïot ðâdâ
shçmâ:

I ŽŽŽŽŽ  II ŽŽŽŽŽ  III ŽŽŽŽŽ  IV

Moderato… Adagio… Allegro moderato Mesto

mçreni lçni – âtri –
mçreni lçni

lçni  âtri  lçni

1. shçma. Koncerta temporâlais profils

Shçmâ nav detalizçti atainotas visas tempa nomaiòas pirmajâ un otrajâ
daïâ, kas ðai ziòâ ir visnestabilâkâs. Neraugoties uz to, ir acîmredzama lçno/
mçreno tempu dominçjoðâ loma, un ir iespçjams nodalît skaòdarba galvenâs
emocionâli tçlainâs sfçras – aktîvo un meditatîvo. Tâs uzskatâmi parâdîtas
2. shçmâ:

daïas aktîvâ sfçra un meditatîvâ sfçra

I Moderato – Allegro moderato – Più mosso/Molto moderato –

Allegretto – Molto moderato Ž

II Adagio Ž

III  Allegro moderato Ž

IV Mesto

2. shçma. Koncerta divas tçlaini temporâlâs pamatsfçras

6 Piemçram, Alfrçda Ðnitkes koncertu lielâkajâ daïâ skaidri redzama tieði lçnu vai
nosacîti lçnu tempu izvirzîðana priekðplânâ – kâ viòa Alta koncertâ (Largo – Allegro
molto – Largo) vai Ceturtajâ vijolkoncertâ (Andante – Vivo – Adagio (attacca) – Lento).

Ž
Ž

Ž
Ž

Ž Ž

•

•
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Ðajâ shçmâ ietverti detalizçtâki tempa apzîmçjumi; tie sagrupçti un
pierakstîti daþâdos ðriftos, lai sniegtu jau pilnîgâku kopainu, turklât (tas ir
redzams shçmâ) prioritâte ir meditatîvajai sfçrai. Tâ ir viena no principiâlâm
pozîcijâm Koncerta analîzç, kas gûst apstiprinâjumu, arî aplûkojot dialo-
ìiskuma izpausmes.

Einfeldes Koncerta dialoìiskuma îpatnîba ir tâ tembrâlâ monohromija.
No vienas puses, te vçrojams skaòdarba tembrâlâs vienotîbas faktors, no
otras – tas ir vçl viens dialoìiskuma aspekts (atkal veidojas vçsturiskas para-
lçles, bet ðoreiz ar baroka laika koncertiem). Koncerts komponçts altam un
stîgu oríestrim, kura instrumentiem pievienotas tikai daþas citas tembru
krâsas: pirmajâ daïâ tie ir zvaniòi, otrajâ – trijstûris, treðajâ – ksilofons, un
ceturtajâ atkal atgrieþas trijstûris. Nav arî spilgta intonatîvâ kontrasta starp
solista un oríestra partijâm. Tas viss rosina secinâjumu, ka Koncerts ietver
iekðçju dialogu – dialogu paðam ar sevi. Tieði tâpçc koncertçðana skaòdarbâ
lielâkoties saistîta ar tembrâli fakturâlo aspektu, kas monohromijas apstâkïos
ir seviðíi interesants.

Dialoìiskums koncertþanrâ, atbilstoði tradîcijai, pirmâm kârtâm izpau-
þas tutti /solo attiecîbâs. Arî ðoreiz komponiste no tâm neatsakâs. Tâpçc jâpie-
vçrðas shçmai, kurâ tutti  un solo posmi ir iezîmçti – ar vienu piebildi: tajâ
nav atainots tutti  un solo posmu proporcionâlais aspekts laika ziòâ (piemç-
ram, treðâs daïas solo – tâs ir tikai divas taktis!). Tomçr shçmâ ir ievçroti
visi iespçjamie tutti  un solo attiecîbu varianti7:

Pirmâ daïa Ž
Mode- Allegro rubato Allegro Più- rubato Molto Alleg- Molto
rato mode- mode- mosso mode- retto mode-

rato rato rato rato
tutti solo t/s solo t/s s s/t+C solo s/t+C solo t/s+C t/s

Otrâ daïa Ž
Adagio
solo/tutti + T

3. shçma. Solo, oríestra un epizodisku instrumentu mijiedarbe

3. shçmas turpinâjumu skat. nâkamajâ lpp.

7 Shçmâ izmantoti daþi saîsinâjumi: t/s un s/t – solopartijas un oríestra vienlaicîgs
skançjums, bet ar dominçjoðu oríestra (t/s) vai solopartijas (s/t) lomu; C – zvaniòi,
T – trijstûris, X – ksilofons; s+X – alta un ksilofona vadoðâ vai solo funkcija; s-t –
solopartijas, oríestra vai kâda cita instrumenta (piemçram, ceturtajâ daïâ – trijstûra)
funkcionâlâ vienâdîba.
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Treðâ daïa Ž
Allegro Più mosso Molto meno Tempo I Più mosso

moderato mosso
tutti s+X/t solo tutti s+X/t solo/X

 Ceturtâ daïa
Mesto Più mosso  (Mesto)
solo s-t-T tutti solo s/t solo s-t

3. shçmas turpinâjums. Solo, oríestra un epizodisku instrumentu mijiedarbe

Shçmâ redzams, ka Koncertâ ir kopumâ èetri oríestra posmi. To vidû
ir pirmâs (skat. 1. piemçru) un treðâs (skat. 2. piemçru8) daïas sâkums –
intonatîvâ pamatmateriâla un katras daïas rakstura savveida eksponçðana
vai nostiprinâjums. Arî finâla vidû ir tutti  posms (no 314. t., skat. 3. piemçru).

1. piemçrs. Koncerta pirmâs daïas sâkums
1. piemçra turpinâjumu skat. nâkamajâ lpp.

8 Treðajâ daïâ ir vçl otrs oríestra posms – no 238. takts.
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1. piemçra turpinâjums. Koncerta pirmâs daïas sâkums

2. piemçrs. Koncerta treðâs daïas sâkums
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3. piemçrs. Koncerta ceturtâ daïa (no 314. t.)

Îsti izvçrstu solo/kadenèveida zonu Koncertâ arî nav daudz – pavisam
divas: pirmais soloposms sastopams pirmajâ daïâ (no 20. t. – 24 taktis,
4. piemçrs) un finâla sâkumâ (33 taktis – 5. piemçrs). Taèu pirmâs daïas
sâkumâ (Moderato) solo veidots, it kâ sadalot iekðçjo dialogu divâs sfçrâs:
domas/pârdzîvojums oríestra posmâ un balss/izteiksme solo posmâ, turpretî
finâlâ abas sfçras vairs neseko viena otrai, bet vienojas un atklâj formas,
procesa stadialitâti. Vçlreiz jâuzsver, ka uz ðo vienotîbu (divas sfçras, bet ne
divi personâþi, ne divas situâcijas, ne opozîciju attiecîbas utt.) norâda arî
posmu intonatîvâ materiâla lîdzîba: ðeit nav reâla atkârtojuma, bet vari-
antveida turpinâjums/attîstîba – arî tad, kad, atbilstoði loìikai, varçtu
veidoties ârçjâ/iekðçjâ opozîcija (piemçram, treðajâ daïâ – ar tâs sâkuma
motoriku). Tâpçc jâsecina, ka solo posmu dominçðana un oríestra îpaðâ
loma emocionâlâ satura atklâsmç atspoguïo Koncertâ ietvertâ dialoga iekðçjo
bûtîbu.

Aplûkojot skaòdarba solo posmus, jâkonstatç to daþâdâs funkcijas
(jçdzieniskâs, dramaturìiskâs, kompozicionâlâs). Divi izvçrstie solo posmi
Koncerta malçjâs daïâs priekðplânâ izvirza balss/monologa lomu. Turklât
pirmajâ daïâ tas burtiski izaudzis no iepriekðçjâ oríestra posma – rodas
priekðstats, ka no daudzâm domâm beidzot izkristalizçjas viena, galvenâ.
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Finâlâ mûzikas monoloìiskais raksturs vçl pastiprinâs, jo ðî daïa sâkas ar
izvçrstu solo posmu, kurâ atgâdinâti daþâdi intonatîvi kodoli  no iepriekðçjâm
daïâm.

Ir vçl kâda interesanta îpatnîba. Èetrdaïu koncerta divâs vidçjâs daïâs
praktiski nav solo posmu, neraugoties uz to tçlaini temporâlo kontrastu
(Adagio – Allegro moderato). Tikai treðajâ daïâ ir burtiski divtaktu solo
pâreja uz jaunu daïas posmu (236.–237. t.), bet jau ðî solo otrajâ taktî altam
pievienojas vijoïu trilleri, ar ko sâkas daïas jaunâ fâze. Arî daïas noslçgumâ
ir saklausâma solo izdziðana/vâjinâðanâs: skan alts kopâ ar ksilofonu (no
265. t.) un pçc tam – tikai ksilofons (no 269. t.). Resp., solo funkcija izpauþas
nosacîti.

4. piemçrs. Koncerta pirmâ daïa (skat. fragmentu no 20. t.)
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5. piemçrs. Koncerta finâla sâkums

Finâlâ lîdztekus sâkumposmam vçl ir noslçguma/kodas posms, kurâ
alta balss skan divreiz (330.–332. un 334.–342. t.), atgrieþot un nostiprinot
daïas emocionâlo pamatnoskaòu (Mesto – skumji; skat. 6. piemçru).

Visizvçrstâkâ un bagâtâkâ solo komponenta funkcionâlâs izpausmes
daudzveidîbâ ir Koncerta pirmâ daïa, kurâ solo skan piecreiz:
1) kâ oríestra materiâla turpinâjums un izklâsts, instrumenta savveida

prezentâcija (26 t. – 4. piemçrs),
2) starp Allegro moderato diviem posmiem – kâ alta rubato frâze ar ko-

pumâ augðupvçrstu melodisko virzîbu, kura it kâ atver/paplaðina telpas
ietvarus turpmâkai figurâcijai (solo diapazons e–cis2, figurâcijas diapa-
zons d–d2). Resp., tai ir savveida arkas loma (6 t. – 7. piemçrs),

3) pirms Più mosso posma – kâ iepriekðçjâ sonorâ posma nobeigums
(5 t. – 8. piemçrs),

4) otrais rubato – daïas liriskâs zonas divu fâþu melodiskâ saite (9 t. –
9. piemçrs),

5) kâ rezumçjums melodiskajâ pârejâ uz daïas noslçgumu (12 t. – 10.pie-
mçrs).
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6. piemçrs. Koncerta finâla daïa (skat. fragmentu no 334. t.)
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7. piemçrs. Koncerta pirmâ daïa (no 66. t.)



260

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VIII

8. piemçrs. Koncerta pirmâ daïa (no 97. t.)

9. piemçrs. Koncerta pirmâ daïa (no 112. t.)
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10. piemçrs. Koncerta pirmâ daïa (skat. fragmentu no 134. t.)

Tajâ paðâ laikâ vairums Koncerta posmu (otrâ daïa pat pilnîbâ) tembrâli
fakturâlâ ziòâ veidojas kâ solista un oríestra mijiedarbe vai to vienlaicîga
spçle. Turklât arî ðajâ aspektâ jâizceï pirmâs daïas nozîmîba, kur ðâda mij-
iedarbe ir vismobilâkâ, daudzveidîgâkâ. Resp., gan solista, gan oríestra
funkcijas attîstîbas gaitâ praktiski neatkârtojas. Izceïami ðâdi funkciju va-
rianti:
1) Allegro moderato posmâ: altam ir figuratîvas kustîbas funkcija, bet ar

slçptu melodisku kodolu – daïas liriskâ posma sâkumtçlu, savukârt
oríestrim ir tematiskais pamatmateriâls (11. piemçrs),

2) Più mosso / Molto moderato posmâ: altam ir galvenâ melodiskâ balss
sonori komplementârâ faktûras vidç (12. piemçrs),

3) altam ir sonori figuratîva funkcija, kurai pievienojas zvaniòi, savukârt
oríestra partijâ skan pamatmateriâls (reprîzes posms – 13. piemçrs),

4) altam ir melodiski sonora funkcija, bet oríestris turpina pamatmateriâla
izklâstu (14. piemçrs).



262

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VIII

11. piemçrs. Koncerta pirmâ daïa (Allegro moderato posms)
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12. piemçrs. Koncerta pirmâ daïa (Più mosso posms)

13. piemçrs. Koncerta pirmâ daïa (no 139. t.)



264

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VIII

14. piemçrs. Koncerta pirmâ daïa (Molto moderato  posms –
skat. fragmentu no 155. t.)

No tâ arî izriet faktûras veidi, kas dominç Koncertâ:
— monodiska/vienbalsîga (ïoti izvçrsti posmi, seviðíi pirmâ un ceturtâ daïa),
— akordu/vertikâla (epizodiski),
— polifona (balss/lineâra, slâòu un komplementâri sonora).

Pçdçjo jçdzienu piedâvâ Vsevolods Zaderackis9 (Çàäåðàöêèé 1980: 90),
un tieði beidzamais no minçtajiem faktûras veidiem ir galvenais. Faktûras
veidu attiecîbas/mijiedarbi var shematiski atainot ðâdi:

4. shçma. Faktûras veidu mijiedarbes divi pamatmodeïi Koncertâ

9 Komplementâri sonorâs faktûras jçdziens ðajâ gadîjumâ interpretçts savâdâk, nekâ
piedâvâ Zaderackis. Resp., tâ ir faktûra, kurâ starp balsîm nav kontrasta, nav arî no-
teiktas lîdzîbas (kâ imitâcijveida izklâstâ); komplementaritâte saistîta ar balsu savveida
radniecîgu neviendabîbu, bet disonants pamats izvirza priekðplânâ sonoro aspektu.
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Raksta noslçgumâ jâatzîmç, ka tajâ aplûkotas tikai atseviðías dialo-
ìiskuma izpausmes Maijas Einfeldes Koncertâ altam un kameroríestrim.
Tomçr jau to analîze liecina, ka tâs daudzveidîgi atspoguïo gan mijiedarbi
ar tradîcijâm, gan skaòdarba individuâlâs iezîmes. Pirmo jomu pârstâv Kon-
certa cikla uzbûves îpatnîbas, tâ atskaòotâjsastâvs, savukârt otro – dialoìis-
kuma îpatnais/neordinârais raksturs (iekðçjais dialogs), kas rosinâjis gan solo
fragmentu funkcionâlo daudzveidîbu, gan polifonâ izklâsta, jo îpaði komple-
mentâri sonorâs faktûras dominanti.

About Dialogicity in the Concerto for Viola and Chamber
Orchestra by Maija Einfelde

Jeïena Ïebedeva

Summary

The relationship of the general and the individual in music, its mani-
festation has always been a topical theme for musicological research. The
20th–21st centuries brought the individual to the forefront: composers tend
to complete to full individualization all the aspects of work. This, in its turn,
complicates the perception of music, since important associative commu-
nications are lost (genre, semantics).

In the Latvian music, the relations of the general and the individual,
‘ratio’ and ‘emotio’ are also topical. The problematical character of the situa-
tion is especially distinctly connected with the young generation of composers
because in their music the rejection of former traditions and the intellectua-
lization of the concept of work are more clearly exposed. However, in the
works of composers of the senior generation, general and individual tenden-
cies are in the relations of supplementing and counterbalancing each other.

One of the latest symphonic compositions by Maija Einfelde, Concerto
for Viola and Orchestra which was premiered in 2011 by Andra Dârziòa
(viola) and a chamber orchestra Sinfonietta Rîga with the conductor Nor-
munds Ðnç, also belongs to such works. This work attracts listeners by its
lyricism, intimacy and subjectivity of expression.

In the music by Einfelde there is a number of works with viola, but they
all represent absolutely different genres: Sonata-meditation for viola and
piano (1982); a duet with piano Maestoso (1989) and a duet with oboe
Prelude (1999); a trio for a clarinet, a viola and a piano Pirms saules rieta
(“Before a Sunset”, 1994) and String quartet (1993); cantata Dþordâno Bruno
sârts (“Giordano Bruno’s Fire”, 1983, for a soprano, a French horn, a viola,
a violoncello and a piano) and, at last, the Concerto.
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The nature of the genre itself stimulates to highlight dialogicity as the
main aspect of the work. It is possible to find out its genetic code, which is
its concertlike-space / concertity. And this feature represents, citing the words
of the researcher of the concerto genre Igor Kuznetsov, “the general principles
of a genre and form of a concerto which in artistic practice receives a treat-
ment, individual for each composer” (Êóçíåöîâ 1981: 130). Thus, the corre-
lation of the general and the individual is distinguished as some kind of
dialogicity manifestation.

Dialogicity in Viola Concerto by Einfelde is considered both from the
point of view of its external and internal demonstration. A certain kind of
dialogue with historical traditions (external manifestations of dialogicity) is
reflected in the transformation of the cycle. Viola Concerto has four movements,
and this feature resembles a symphony-like concerto of the past (the classical-
romantic tradition, according to which all movements of the work sometimes
follow one another without interruption). However, in Einfelde’s work the
priority belongs to slow or rather slow music which, by tradition, brings to
the forefront the subjective and lyrical expressivity of the content of the Con-
certo, which, on the one hand, reflects a significant tendency of music of the
20th–21st centuries, and, on the other, is a characteristic feature of Einfelde’s
style. Thus, the external and the internal signs of dialogicity are not only inter-
connected, but also interdependent on each other. The peculiarities of the
expressivity and temporality of the movements are shown in Schemes 1 and2.

The particularity of dialogicity of Viola Concerto consists in its timbre
monochrome. It is, on the one hand, a factor of timbre unity of work, but at
the same time is another aspect of dialogicity (by the way, even in this case
there is a historical parallel – with concertos of Baroque times). The Concerto
is created for a viola and a string orchestra to which only a few other instru-
ments are added: in the first movement these are bells, in the second – a
triangle, in the third – a xylophone, in the fourth – the triangle comes back
again. There is no vivid intonation contrast between the soloist and the
orchestra parts. All this leads to the conclusion about the peculiarity of a
dialogue content in the Concerto – it probably is an internal dialogue –
dialogue mostly with itself. Therefore the concertity and the dialogical aspect
of the composition are much connected with timbral and textural factors,
with peculiar tutti-solo relations, their opportunities, functional differences
(that is considered first of all in the example of the first movement – the
most expanded in this regard).

The analysis of several aspects of the composition allows to highlight a
great variety of dialogicity in it (from the point of view of the features inherent
in the concerto genre), and to distinguish its specific qualities in this work.
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O ôàêòóðíûõ îñîáå ííîñòÿõ
ïîëèôî íè÷åñêîé áàÿííîé ìóçûêè

Mg. art. Âëàäèìèð Áàáàðèêî
Ëåêòîð Âèòåáñêîãî ãîñóäàðñòâåííîãî óíèâåðñèòåòà

èì. Ï. Ì. Ìàøåðîâà

Íà ñîçäàíèå ìóçûêè, åå ôàêòóðíîå èçëîæåíèå,  ëîãèêó ðàçìåùåíèÿ
êîìïîçèòîðîì òåõ èëè èíûõ îáîçíà÷åíèé â íîòíîì òåêñòå ïðÿìîå âëèÿ-
íèå îêàçûâàþò ñîîòâåòñòâóþùèå èíòîíàöèîííûå ñðåäñòâà. Ïîìèìî êîì-
ïëåêñà èììàíåíòíûõ âûðàçèòåëüíûõ êà÷åñòâ, õàðàêòåðèñòèê èñïîëíè-
òåëüñêîãî óïðàâëåíèÿ çâó÷àíèåì, ñïåöèôèêà ñîëüíî-èíñòðóìåíòàëüíûõ
èíòîíàöèîííûõ ñðåäñòâ ðàñêðûâàåòñÿ ÷åðåç èåðàðõèþ òèïîâ ìóçûêàëü-
íîé ôàêòóðû â ðåïåðòóàðå ðàññìàòðèâàåìîãî âèäà èñïîëíèòåëüñòâà (ôàê-
òóðíûé ñîñòàâ ñî÷èíåíèé äëÿ òîãî èëè èíîãî èíñòðóìåíòà îáó ñëîâëåí
ñèñòåìîé ñîîòâåòñòâóþùèõ èíòîíàöèîííûõ ñðåäñòâ).  Âàæíûì â êîíòåê-
ñòå íàøåãî èññëåäîâàíèÿ ÿâëÿåòñÿ èçó÷åíèå îòäåëüíûõ àñïåêòîâ ôîð-
ìèðîâàíèÿ ðåïåðòóàðíîãî ôîíäà àêàäåìè÷åñêîãî áàÿííîãî èñïîëíèòåëü-
ñòâà, ðîëè ïîëèôîíè÷åñêîé ìóçûêè â íåì íà ñîâðåìåííîì ýòàïå. Öåëüþ
íàñòîÿùåé ñòàòüè ñòàëî âûÿâëåíèå îñíîâíûõ ôàêòóðíûõ îñîáåííîñòåé
ïîëèôîíè÷åñêîé áàÿííîé ìóçûêè.

Îáúåì çâó÷àíèÿ èñïîëíÿåìîé íà áàÿíå ïîëèôîíèè, îáó ñëàâëèâàå-
ìûé êîëè÷åñòâîì, òåññèòóðîé, äëèòåëüíîñòüþ è ñîâîêóïíîé êîíòåêñò-
íîé ãðîìêîñòüþ ãîëîñîâ ôàêòóðû, ïðÿìî îòðàæàåòñÿ íà äèíàìèêå ïðî-
öåññà ìåõîâåäåíèÿ. Ïðè ýòîì, â ðåçóëü òàòå âîçíèêàþùåé íåîáõîäèìîñòè
ñìåíû íàïðàâëåíèÿ äâèæåíèÿ ìåõîì, âîçíèêàåò íåõàðàêòåðíàÿ äëÿ ïîëè-
ôîíè÷åñêîé òêàíè öåçóðà âî âñåõ ãîëîñàõ. Ïîñðåäñòâîì ãëàâíîé êîíñò-
ðóêòèâíîé îñîáåííîñòè áàÿíà – åäèíîâðåìåííîé è ñëàáî äèôôåðåíöè-
ðóåìîé ïîäà÷è âîçäóõà èç ìåõà – îáåñïå÷èâàåòñÿ óíèêàëüíàÿ ìåëîäè÷å-
ñêàÿ «íåïðåðûâíîñòü çâóêîâûÿâëåíèÿ» (À ñàôüåâ 1971: 344) ïîëèôîíèè,
íî òàêæå ñîçäàåòñÿ è îïðåäåëåííàÿ ñèììåòðè÷íîñòü ôèëèðîâêè åå ëèíèé,
èñïîëíÿåìûõ â ðàìêàõ ïðåäó ñòàíîâëåííîãî òåìáðîâîãî è ãðîìêîñòíî-
äèíàìè÷åñêîãî ñîîòíîøåíèÿ ãîëîñîâ.

Âñëåäñòâèå ãðîìêîñòíî-äèíàìè÷åñêîãî ïàðàëëåëèçìà, â öåëîì ñâîé-
ñòâåííîãî èçâëåêàåìîìó íà ðó÷íûõ ãàðìîíèêàõ ìíîãîãîëîñèþ, â ìóçûêå
äëÿ áàÿíà ïðåâàëèðóåò ãîìîôîííî-ãàðìîíè÷åñêèé è ãåòåðîôîííûé ñêëàä
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ôàêòóðû1. Èëëþñòðèðóåìûé íà Ïðèìåðå 1 îáðàçåö ôàêòóðíîãî èçëîæå-
íèÿ (ãåòåðîôîíèÿ) äëÿ áàÿííîé ìóçûêè ÿâëÿåòñÿ äîñòàòî÷íî òèïè÷íûì.
Êóëüìèíàöèÿ â 29-oì òàêòå îñíîâûâàåòñÿ íà ïðîâåäåíèè òåìû ìåëîäèè
â áàñó; àêêîðäîâîå èçëîæåíèå â ïàðòèè ïðàâîé ðóêè ãàðìîíè÷åñêè ñî-
ãëàñîâàíî ñ òåìîé è ïîä÷åðêèâàåò åå âûðàçèòåëüíîñòü. Â ôàêòóðå íàëè-
÷åñòâóåò èíòîíàöèîííîå åäèíñòâî ñîñòàâëÿþùèõ, ãäå àêêîðäîâûé (ñ
ïðèñóòñòâèåì ïåäàëåé, ïîäãîëîñêîâ) ôàêòóðíûé ïëàñò ïàðòèè ïðàâîé
ðóêè äîïîëíÿåò , óñèëèâàåò äðàìàòèçì ëèíèè áàñà.

Ïðèìåð 1.  Àëåêñàíäð Õîëìèíîâ. Ñþèòà. Ïåñíÿ , òàêòû 28–32
(Àíòî ëîãèÿ 1987: 93)

Ïîñðåäñòâîì øèðîêî èñïîëüçó åìûõ â ñîâðåìåííîé áàÿííîé (àêêîð-
äåîííîé) ìóçûêå æàíðîâ – ïðåëþäèé, ôàíòàçèé, òîêêàò (ôàêòóðíîå èç-
ëîæåíèå êîòîðûõ ïðåäñòàâëÿåò ñîáîé ïðåèìóùåñòâåííî ãîìîôîíèþ ñ
ýïèçîäè÷åñêèì âêëþ÷åíèåì ãåòåðîôîííîãî ñêëàäà) – êîìïîçèòîðû âíî-
ñÿò â ëèíåàðíóþ ãðîìêîñòíî-äèíàìè÷åñêóþ çâóêîñôåðó áàÿíà ðèòìè -

1 Òàê, Íèêîëàé Äàâûäîâ îòìå÷àåò: «Õîðîøî çâó÷àò íà áàÿíå ïðîèçâåäåíèÿ
ïîäãîëîñî÷íîãî ñêëàäà [...] â äóõå ðó ññêîé íàðîäíîé ïåñíè è ìàðøåâîãî õàðàê-
òåðà ñ ãîìîôîííîé ôàêòóðîé» (Äàâûäîâ 1973: 19). Âàñèëèé Âàñèëüåâ, îïèðàÿñü
íà àíàëèç ìåëîäèêè, ðàçëè÷íûõ âèäîâ ôàêòóðû, ãàðìîíèè â ìóçûêå äëÿ ñîâðå-
ìåííîãî ãîòîâî-âûáîðíîãî áàÿíà, äåëàë âûâîäû î òîì, ÷òî «ñïåöèôèêà èíñòðó-
ìåíòà ÿðêî ïðåäñòàåò â ìîíîäèè, â àíòèôîííîì èçëîæåíèè, ïðè ìåëîäè÷åñêèõ,
àêêîðäîâûõ è äðóãèõ äóáëèðîâêàõ» (Âàñèëüåâ 2004: 104).
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÷åñêóþ îðãàíèçîâàííîñòü, âûãîäíî ðåïðåçåíòèðó ÿ ìóçûêàëüíûé èíñò-
ðóìåíò . Òàêîâî ñîäåðæàíèå Ôàíòàçèè 84 Þðãåíà Ãàíöåðà (Jürgen Ganzer),
Ïðåëþäèè è Ò îêêàòû Âëàäèìèðà Çóáèöêîãî, Ñåðãåÿ ßíêîâè÷à; Ò îêêàòû
Åâãåíèÿ Äåðáåíêî, Âèêòîðà Ìàëûõ; Êàïðèña ¹ 1 Âÿ÷åñëàâà Ñåìåíîâà,
Äèñêî-òîêêàòû  Ïåòðè Ìàêêîíåíà ( Petri Makkonen) è ìíîãèõ äðóãèõ ñî-
÷èíåíèé äëÿ áàÿíà (àêêîðäåîíà). Â ðàçìåùåííûõ íèæå ôðàãìåíòàõ ïðî-
èçâåäåíèé ñîâðåìåííûõ àâòîðîâ-èñïîëíèòåëåé ïðåäñòàâëåíû òèïè÷íûå
ïðèìåðû ôàêòóðíîãî èçëîæåíèÿ (ãîìîôîííî-ãàðìîíè÷åñêèé è ãåòåðî-
ôîííûé ñêëàä – Ïðèìåðû 2 è 3 ñîîòâåòñòâåííî). Îñíîâíîé ìåëîäèêî-
èíòîíàöèîííûé ìàòåðèàë ðàñïîëàãàåòñÿ â ïðàâîêëàâèàòóðíîé ïàðòèè,
÷òî ÿâëÿåòñÿ õàðàêòåðíûì ïðèçíàêîì áàÿííîé ìóçûêè.

Ïðèìåð 2. Âÿ÷åñëàâ Ñåìåíîâ . Êàïðèñ ¹ 1, òàêòû 1–8

Ïðèìåð 3.  Ñåðãåé Âîéòåíêî. Îòêðîâåíèå , òàêòû 35–42



271

Â. Áàáàðèêî. O ôàêòóðíûõ îñîáåííîñòÿõ ïî ëèôîíè÷åñêîé áàÿííîé ìó çûêè

Â ñî÷èíåíèÿõ äëÿ áàÿíà ïîëèôîíèÿ êàê òèï ôàêòóðû âñòðå÷àåòñÿ
çíà÷èòåëüíî ðåæå ãîìîôîíèè è ãåòåðîôîíèè,  ÷òî îáó ñëîâëåíî ñïåöè-
ôèêîé èíñòðóìåíòàëüíî-èíòîíàöèîííûõ ñðåäñòâ, ñâèäåòåëüñòâó åò î
ñëîæíîñòè ðåàëèçàöèè òàêîãî ôàêòóðíîãî èçëîæåíèÿ.  Ïîëèôîíè÷åñêèé
ñêëàä ïðåîáëàäàåò â ðÿäå ïðîèçâåäåíèé ñîîòâåòñòâóþùèõ ìóçûêàëüíûõ
ôîðì (ôóãà è ò . ï.) è â îòäåëüíûõ ÷àñòÿõ öèêëè÷åñêèõ ïüåñ äëÿ áàÿíà.

Ïîìèìî ñîëüíî-èíñòðóìåíòàëüíûõ ôîðì ìíîãîãîëîñèÿ, ó ñòàíîâèâ-
øèõñÿ â ýïîõó áàðîêêî, â ïîëèôîíè÷åñêèé ðåïåðòóàð àêàäåìè÷åñêîé
áàÿííîé èñïîëíèòåëüñêîé ïðàêòèêè ìîæíî ó ñëîâíî âêëþ÷èòü ðÿä ñî-
÷èíåíèé, ïðåäñòàâëÿþùèõ ñîáîé ñòèëèçàöèþ íàðîäíûõ ïåñåí 2. Äàííûé
æàíðîâûé ðÿä, áëèçêèé òâîð÷åñòâó áàÿíèñòîâ-ëþáèòåëåé, ïîñëóæèë
îñíîâîé äëÿ ôîðìèðîâàíèÿ è ðàçâèòèÿ ïðîôåññèîíàëüíîé èñïîëíèòåëü-
ñêîé øêîëû. Ò àê, Ñâåòëàíà Ïëàòîíîâà îòìå÷àëà ïîëîæèòåëüíîå âëèÿ-
íèå íàðîäíî-ïåñåííîé êóëü òóðû íà õóäîæåñòâåííûé óðîâåíü ñî÷èíåíèé
äëÿ áàÿíà (Ïëàòîíîâà 1988: 23). Ññûëàÿñü íà ìàòåðèàë îáðàáîòîê ðó ñ-
ñêèõ íàðîäíûõ ïåñåí Èâàíà Ïàíèöêîãî, îíà ïèøåò î òîì, ÷òî «ïîñòå-
ïåííîå îñâîåíèå ïîëèôîíèè ïîäãîëîñî÷íîãî ñêëàäà ïîçâîëèëî øèðå
ðàñêðûòü âîçìîæíîñòè áàÿíà â êàíòèëåíå» (Ïëàòîíîâà 1988: 23). Ê ïî-
äîáíûì ñî÷èíåíèÿì, ãäå, êàê ïðàâèëî, èñïîëüçóþòñÿ ïðèåìû ãåòåðî-
ôîíèè (ïîäãîëîñêè, äóáëèðîâêè), îòíîñèòñÿ çíà÷èòåëüíîå êîëè÷åñòâî
îáðàáîòîê, ôàíòàçèé è âàðèàöèé íà òåìû íàðîäíûõ ïåñåí – ïðåèìóùå-
ñòâåííî óìåðåííîãî òåìïà – òàêèõ êàê Îé, äà òû, êàëèíóøêà  (îáðàáîòêà
Èâàíà Ïàíèöêîãî), Ïîâié, âiòðå, íà Âêðà ïíó (Ôàíòàçèÿ íà òåìó óêðàèíñ-
êîé íàðîäíîé ïåñíè Âëàäèìèðà Ïîäãîðíîãî) è ò . ï.  (ñì.  Ïðèìåðû 4, 5).

Ïðèìåð 4. Èâàí Ïàíèöêèé. Îáðàáîòêà ðó ññêîé íàðîäíîé ïåñíè
Îé, äà òû, êàëèíóøêà , òàêòû 5–7 (Àíòî ëîãèÿ 1984: 85)

2 Óñëîâíîñòü çàêëþ÷àåòñÿ â ðàññìîòðåíèè ãåòåðîôîíèè ñ ðàçâèòûìè ïîäãî-
ëîñêàìè êàê âèäà ïîëèôîíèè. Ò àê, â èññëåäîâàíèè Åâãåíèÿ Òðåìáîâåëüñêîãî
(Òðåìáîâåëüñêèé 2001) îòðèöàåòñÿ ïîíÿòèå ïîäãîëîñî÷íàÿ ïîëèôîíèÿ , íàðÿäó ñ
îäíîãîëîñèåì è ìíîãîãîëîñèåì ãåòåðîôîíèÿ óòâåðæäàåòñÿ èì â êà÷åñòâå îäíî-
ãî èç òðåõ îñíîâíûõ òèïîâ ìóçûêàëüíîé ôàêòóðû.



272

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VIII

Ïðèìåð 5.  Âëàäèìèð Ïîäãîðíûé. Ôàíòàçèÿ íà òåìó óêðàèíñêîé íàðîäíîé
ïåñíè Ïîâié, âiòðå, íà Âêðàïíó , òàêòû 83–87 (Àíòî ëîãèÿ 1985: 126)

Îáúåêòèâíî îöåíèòü èììàíåíòíûå èíñòðóìåíòàëüíûå ó ñëîâèÿ áà-
ÿííîãî èñïîëíåíèÿ ïîëèôîíèè ïðåäñòàâëÿåòñÿ âîçìîæíûì íà îñíîâå
ôàêòóðíîãî àíàëèçà îðèãèíàëüíûõ ìíîãîãîëîñíûõ ìóçûêàëüíûõ ïðî-
èçâåäåíèé. Â ðàìêàõ áàÿííîé ïîëèôîíè÷åñêîé ôàêòóðû  íàðÿäó ñ îñî-
áåííîñòÿìè  ñî÷åòàíèÿ èíòîíàöèîííûõ ëèíèé ðàññìîòðèì ñïåöèôèêó
ðàçìåùåíèÿ ãðîìêîñòíî-äèíàìè÷åñêèõ è àðòèêóëÿöèîííûõ îáîçíà÷å-
íèé, îòðàæàþùèõ èñïîëüçîâàíèå âåäóùèõ èíñòðóìåíòàëüíî-èíòîíàöè-
îííûõ ñðåäñòâ áàÿííîãî èñïîëíèòåëüñòâà.

Â Ôóãå (cis-moll) èç Êîíöåðòíîé ñþèòû  Íèêîëàÿ ×àéêèíà ( Àíòîëî-
ãèÿ 1988: 41–45) èçëàãàåìîå êîìïîçèòîðîì ïðîòèâîñëîæåíèå (òàêò 5 è
äàëåå) ïîä÷åðêèâàåò òàíöåâàëüíûé, íåñêîëüêî çëîâåùèé õàðàêòåð òåìû.
Ïîìèìî ãàðìîíè÷åñêîãî èíòîíàöèîííîãî ñáëèæåíèÿ ìåëîäè÷åñêèõ
ëèíèé ôàêòóðû â Ôóãå ÿðêî âûðàæåíî ìåòðè÷åñêîå åäèíñòâî, ïðîíèê-
íóòîå ÿìáè÷åñêèì íà÷àëîì, êîòîðîå îáîãàùàåòñÿ äâèæåíèåì øåñòíàä-
öàòûõ â ïðîòèâîñëîæåíèè, èíòåðìåäèÿõ. Ò åêñò Ôóãè (Àíòîëîãèÿ  1988:
41–45) íàñûùåí àðòèêóëÿöèîííûìè óêàçàíèÿìè. Ïðè îáúåêòèâíîì òåì-
áðîâîì åäèíîîáðàçèè ôàêòóðíîãî ñëîÿ ïîëèôîíèè, èñïîëíÿåìîé íà
êëàâèàòóðå ïðàâîãî ïîëóêîðïó ñà áàÿíà, åå èíòîíàöèîííîå ðàññëîåíèå
(ñîâìåñòíî ñ èñïîëüçîâàíèåì ðàçëè÷íûõ øòðèõîâ) îáåñïå÷èâàåòñÿ ïî-
î÷åðåäíûì äâèæåíèåì ãîëîñîâ, à òàêæå çà ñ÷åò óâåëè÷åíèÿ çâóêîâûñîò-
íîé ðàçíîñòè ôàêòóðíûõ ëèíèé. Ïàðòèÿ ëåâîé ðóêè â Ôóãå âïåðâûå ïî-
ÿâëÿåòñÿ ïîñëå ïðîäîëæèòåëüíîé èíòåðìåäèè (òàêòû 9–23). Íàðÿäó ñ
òåññèòóðíîé áëèçîñòüþ ãîëîñîâ òåìà ðåëüåôíî âñòóïàåò â áàñó (çàòàêò
24-ãî òàêòà) çà ñ÷åò åñòåñòâåííîé ðàçíåñåííîñòè èñòî÷íèêîâ çâóêà, ðàç-
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íîíàïðàâëåííîñòè ðåçîíàòîðîâ ïîëóêîðïó ñîâ èíñòðóìåíòà. Ïîñëå èñ-
ïîëüçîâàíèÿ ×àéêèíûì ðàçëè÷íûõ ïðèåìîâ ïîëèôîíè÷åñêîãî ðàçâè-
òèÿ3 îñíîâíîé ðåôðåí Ôóãè ãàðìîíèçó åòñÿ àêêîðäàìè â ïàðòèè ïðàâîé
ðóêè (òàêòû 88–91). Àäåêâàòíî ìîùíîìó àêêîðäîâîìó çâó÷àíèþ â ëå-
âîêëàâèàòóðíîé ïàðòèè (ñ 88-ãî òàêòà) çàäåéñòâîâàí ãîòîâûé áàñ.

×åðåç âûøåîïèñàííûå êîìïîçèöèîííûå ìåòîäû ×àéêèí äîñòèãàåò
âûðàçèòåëüíîñòè ïîëèôîíè÷åñêîé òêàíè, óìåëî èñïîëüçó ÿ ìåõàíèêî-
àêóñòè÷åñêèå ñâîéñòâà áàÿíà. Ðåàëèçàöèÿ èñïîëíèòåëüñêîãî èíòîíàöèîí-
íîãî ïîòåíöèàëà íà ìàòåðèàëå Ôóãè ( Àíòîëîãèÿ  1988: 41–45) – ñîãëàñíî
íîòíîìó òåêñòó – ìîæåò îñóùåñòâëÿòüñÿ, ãëàâíûì îáðàçîì, ÷åðåç ðàçëè÷-
íûå àðòèêóëÿöèîííûå ïðèåìû (øòðèõè) ïðè îáåñïå÷åíèè îòíîñèòåëü-
íîé ñòàáèëüíîñòè îáùåãî ãðîìêîñòíîãî óðîâíÿ âîñïðîèçâîäèìîé ôàê-
òóðû. Ïîäòâåðæäåíèåì âûøåñêàçàííîìó ìîæåò ñëóæèòü òî îáñòîÿòåëüñòâî,
÷òî íà ïðîòÿæåíèè 112-òè òàêòîâ Ôóãè ðàçìåùåíî ëèøü 3 ãðîìêîñòíî-
äèíàìè÷åñêèõ (4 ãðîìêîñòíûõ) óêàçàíèÿ. Ðàñ÷ëåíåííîñòü, àêöåíòíîñòü
èñïîëíèòåëüñêîé àðòèêóëÿöèè çàëîæåíû â ìåëîäè÷åñêîì ðèñóíêå òåìû
(íà÷àëî: êâàðòîâûé ñêà÷îê îò V ê I ñòóïåíè, ðåïåòèöèÿ, îáðàòíûé ñêà÷îê).
Äàííûé õàðàêòåð ðåôðåíà Ôóãè ðèòìè÷åñêè è ìåëîäè÷åñêè ïîä÷åðêè-
âàåòñÿ ïðîòèâîñëîæåíèåì, ïîëó÷àåò ðàçâèòèå â èíòåðìåäèÿõ, ñîõðàíÿåò
ñâîè êà÷åñòâà â âûøåóêàçàííûõ ïðèåìàõ ðàçðàáîòêè òåìû.  Ïðè ýòîì â
èñïîëíåíèè ðàññìàòðèâàåìîãî ïîëèôîíè÷åñêîãî ñî÷èíåíèÿ  èçâåñòíûì
áàÿíèñòîì Þðèåì Âîñòðåëîâûì 4 íàðÿäó ñ ïàðàëëåëüíûì èñïîëüçîâàíèåì
ðàçëè÷íûõ øòðèõîâ ÿâíî ïðîñëóøèâàåòñÿ ãðîìêîñòíî-äèíàìè÷åñêîå (íå
ñâÿçàííîå íàïðÿìóþ ñ èñïîëíåíèåì îïðåäåëåííîãî øòðèõà) ïîä÷åðêèâà-
íèå òåìû è âåäóùèõ èíòîíàöèîííûõ îáîðîòîâ äåéñòâèÿìè ìåõîâåäåíèÿ.
Çíà÷èòåëüíûå ãðàäàöèè crescendo è diminuendo â èñïîëíÿåìîé Âîñòðåëî-
âûì Ôóãå ñâèäåòåëüñòâóþò î æåëàíèè áàÿíèñòà îáåñïå÷èòü íàèáîëüøóþ
âûðàçèòåëüíîñòü ìóçûêè. Õóäîæåñòâåííûé ðåçóëüòàò òàêîãî ñòðåìëåíèÿ
îïðàâäûâàåò àêòèâíîå èñïîëüçîâàíèå â ó ñëîâèÿõ ïîëèôîíèè îñíîâíîãî
èíñòðóìåíòàëüíî-èíòîíàöèîííîãî ñðåäñòâà áàÿííîãî èñïîëíèòåëüñòâà –
ãðîìêîñòíîé ôèëèðîâêè, îñóùåñòâëÿåìîé äåéñòâèÿìè ìåõîâåäåíèÿ.

Ôóãåòòó (a-moll) èç Ïîëèôîíè÷åñêîé ñþèòû  ×àéêèíà ( Àíòîëîãèÿ  1991:
150–151) îòëè÷àåò áîëåå óìåðåííûé â ñðàâíåíèè ñ îïèñàííîé âûøå Ôóãîé
òåìï. Â òåêñòå Ôóãåòòû èìååòñÿ ìíîæåñòâî ðàçëè÷íûõ øòðèõîâûõ óêàçàíèé ,

3 Òàêèõ êàê óâåëè÷åíèe (òàêòû 57–65), óìåíüøåíèe (òàêòû 65–67), ñòðåòòíaÿ
èìèòàöèÿ (òàêòû 71–72) è îáðàùåíèå (òàêòû 76–80) òåìû.

4 Çâåçäû ðóññêîãî áàÿíà – Þðèé Âîñòðåëîâ [Çâóêîçàïèñü, â òîì ÷èñëå: Íèêî-
ëàé ×àéêèí, Êîíöåðòíàÿ ñþèòà  (â 4 ÷.). Ôóãà (÷. 2)]. Ìîñêâà: Ìåëîäèÿ, 1982,
1 ãðï.: çâ. – Äîðîæêà 2 (02.07).
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âìåñòå ñ òåì íàëè÷åñòâóåò îòíîñèòåëüíàÿ îäíîðîäíîñòü ôàêòóðû. Íàðÿäó
ñ îáùèì ïðåîáëàäàíèåì äâèæåíèÿ çàëèãîâàííûìè øåñòíàäöàòûìè äî-
âîëüíî ÷àñòî èñïîëüçóþòñÿ ãðîìêîñòíî-äèíàìè÷åñêèå îáîçíà÷åíèÿ.

Ïîÿâëåíèå crescendo è diminuendo â òåêñòå Ôóãè (e-moll) èç Èíòðî-
äóêöèè è Ôóãè (Ïàìÿòè À ñòîðà Ïüÿööîëû) ×åñëàâà Æèõà (ñì. Ïðèìåð 6)
êîððåëèðóåò ñî ñâÿçíîé àðòèêóëÿöèåé (legato) è èçëîæåíèåì âåäóùåãî
èíòîíàöèîííîãî ìàòåðèàëà ïðåèìóùåñòâåííî â ïàðòèè ïðàâîé ðóêè. Ò è-
ïè÷íûé äëÿ òàíãî ñèíêîïèðîâàííûé ðèòì, ÷åðåäîâàíèå çàëèãîâàííûõ
è ñòàêêàòèðîâàííûõ íîò , ñòðåìèòåëüíûå ïàññàæè, à òàêæå îáùèé ïàòå-
òè÷åñêèé õàðàêòåð ìóçûêè ïðîäèêòîâàíû ïðîãðàììîé äàííîãî ñî÷èíå-
íèÿ, âî ìíîãîì ïåðåäàþùåãî çâó÷àíèå ïðîèçâåäåíèé À ñòîðà Ïüÿööîëû .
Òåêñò Ôóãè âûçûâàåò ïðÿìûå àññîöèàöèè ñî çâó÷àíèåì áàíäîíåîíà –
âåäóùåãî ñîëüíîãî èíñòðóìåíòà â ìóçûêå àðãåíòèíñêîãî êîìïîçèòîðà.
Õàðàêòåðíîå îñòðîå àðòèêóëèðîâàíèå ñâîéñòâåííî èãðå íà áàíäîíåîíå,
ãäå âñëåäñòâèå îñîáåííîñòåé ìåõîâåäåíèÿ èñïîëíèòåëüñêîé ïðîáëåìîé
ÿâëÿåòñÿ îáåñïå÷åíèå ãðîìêîñòíî-äèíàìè÷åñêîé ñòàáèëüíîñòè äëèííûõ
íîò (â êàíòèëåíå); äëÿ âûðàçèòåëüíîñòè èçâëåêàåìîãî çâó÷àíèÿ íåîáõî-
äèìûì ñòàíîâèòñÿ ÷åòêîå àêöåíòèðîâàíèå  ñî ñòðåìèòåëüíûì  crescendo
ëèáî  diminuendo. Ïîäðàæàíèå çâó÷àíèþ áàíäîíåîíà íà ïðèìåðå ðàñ-
ñìàòðèâàåìîãî ñî÷èíåíèÿ Æèõà â èñïîëíåíèè íà áàÿíå ðåàëèçó åòñÿ äî-
ñòàòî÷íî óáåäèòåëüíî âñëåäñòâèå îðãàíîëîãè÷åñêîãî ðîäñòâà óêàçàííûõ
èíñòðóìåíòîâ (îáà ÿâëÿþòñÿ ðó÷íûìè ãàðìîíèêàìè). Â öåëîì Ôóãó Æèõà
ìîæíî ñ÷èòàòü âåñüìà ïîêàçàòåëüíîé â îòíîøåíèè ðåàëèçàöèè èíñòðó-
ìåíòàëüíî-èíòîíàöèîííûõ ñðåäñòâ áàÿííîãî èñïîëíèòåëüñòâà.

Ïðèìåð 6.  ×åñëàâ Æèõ. Èíòðîäóêöèÿ è Ôóãà (Ïàìÿòè Àñòîðà Ïüÿööîëû).
Ôóãà, òàêòû 69–73
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Â ñîäåðæàíèè ìóçûêàëüíûõ ïðîèçâåäåíèé ðàçëè÷íûõ ñòèëåé è ýïîõ
íàáëþäàåòñÿ ïðåîáëàäàíèå ïðèíöèïà âçàèìîñâÿçè ïîâûøåíèÿ óðîâíÿ
çâóêîâûñîòíîñòè ñ óêàçàíèÿìè ãðîìêîñòíî-äèíàìè÷åñêîãî ó ñèëåíèÿ
(crescendo) ñîîòâåòñòâóþùåé ïîñëåäîâàòåëüíîñòè òîíîâ è ïîíèæåíèÿ
çâóêîâûñîòíîñòè ñ diminuendo. Äàííîå îáñòîÿòåëüñòâî îáúÿñíÿåòñÿ ôè-
çèîëîãè÷åñêèìè îñîáåííîñòÿìè ïðîöåññà èíòîíèðîâàíèÿ (âîêàëèçà-
öèè). Â êîíòåêñòå èñïîëüçîâàíèÿ crescendo è diminuendo, ïðåäñòàâëåííîì
â Ïðèìåðàõ 7–8, íàãëÿäíî äåìîíñòðèðó åòñÿ âûøåóêàçàííûé ïðèíöèï.

Ïðèìåð 7.  Âëàäèñëàâ Çîëîòàð¸â. Ïàðòèòà ¹ 1. Grave, òàêòû 8–9
(Àíòî ëîãèÿ 1988: 137)

Ïðèìåð 8.  Âëàäèñëàâ Çîëîòàð¸â. Ïàðòèòà ¹ 1. Grave, òàêòû 10–11
(Àíòî ëîãèÿ 1988: 138)

Â Ïðèìåðàõ 7, 8 èç Grave Ïàðòèòû ¹ 1 Çîëîòàð¸âà ïðåäñòàâëåíû
ôðàãìåíòû, ñîäåðæàùèå ïåäàëü â ñðåäíåì è âåðõíåì ãîëîñàõ. Äëÿ ïîëèôî-
íè÷åñêîé  áàÿííîé ìóçûêè óìåðåííîãî òåìïà õàðàêòåðíà îäíîâåêòîðíàÿ
ôèëèðîâêà ôàêòóðû ñ ïåäàëüþ, ò. å. â ðàçäåëå ïîëèôîíèè, ñîäåðæàùåé
òðè è áîëåå ãîëîñà, ãäå ïðèñóòñòâóåò ïåäàëü è ïîëèôîíè÷åñêîå ðàçâèòèå
â êàêîé-ëèáî ïàðå ãîëîñîâ, êàæäîé ïåäàëè ñîîòâåòñòâó åò îäíî îáùåå
ãðîìêîñòíî-äèíàìè÷åñêîå óêàçàíèå – crescendo ëèáî diminuendo.

Îñîáî ïîêàçàòåëüíûì ÿâëÿåòñÿ ðàññìîòðåíèå ñïåöèôèêè èñïîëü-
çîâàíèÿ ãðîìêîñòíî-äèíàìè÷åñêèõ îáîçíà÷åíèé Þðèåì Øèøàêîâûì
â åãî 24 ïðåëþäèÿõ è ôóãàõ äëÿ ãîòîâî-âûáîðíîãî áàÿíà (Øèøàêîâ 1983) –
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ïåðâîì ïîëèôîíè÷åñêîì öèêëå äëÿ äàííîãî èíñòðóìåíòà.  Ïðè àíàëèçå
òåêñòà Ôóã Øèøàêîâà ìîæíî îòìåòèòü ñëåäóþùóþ çàêîíîìåðíîñòü:
ãðîìêîñòíî-äèíàìè÷åñêèå óêàçàíèÿ ïîÿâëÿþòñÿ, êàê ïðàâèëî, íà îòíî-
ñèòåëüíî êðóïíûõ äëèòåëüíîñòÿõ, â ôàêòóðå ñ ïåäàëüþ â êàêîì-ëèáî ãî-
ëîñå. Íåîáõîäèìîñòü îáîçíà÷åíèÿ êîìïîçèòîðîì îïðåäåëåííîãî ãðîì-
êîñòíî-äèíàìè÷åñêîãî ðàçâèòèÿ ( crescendo èëè diminuendo) îáóñëàâëè-
âàåòñÿ îñîáîé ýôôåêòèâíîñòüþ èñïîëüçîâàíèÿ â ïîäîáíûõ ôðàãìåíòàõ
ïîëèôîíèè îñíîâíîãî èíñòðóìåíòàëüíî-èíòîíàöèîííîãî ñðåäñòâà áà-
ÿííîãî èñïîëíèòåëüñòâà (ôèëèðîâêè äåéñòâèÿìè ìåõîâåäåíèÿ).

Ðÿä îñîáåííîñòåé ìåõàíèêî-àêó ñòè÷åñêèõ ñâîéñòâ áàÿíà îòðàæàåòñÿ
â Ôóãå g-moll Øèøàêîâà (Øèøàêîâ 1983: 59–62) (ñì. Ïðèìåðû 9, 10).

Ïðèìåð 9.  Þðèé Øèøàêîâ. 24 ïðåëþäèè è ôóãè äëÿ ãîòîâî-âûáîðíîãî
áàÿíà. Ôóãà g-moll , òàêòû 38–48 (Øèøàêîâ 1983: 61–62)

Ýêñïîçèöèÿ ïåðâîé òåìû (23 òàêòà) ïîëíîñòüþ ïðîâîäèòñÿ â ïàðòèè ïðà-
âîé ðóêè, ÷òî ãîâîðèò î øèðîêèõ âîçìîæíîñòÿõ èñïîëíåíèÿ íà ïðàâîé
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êëàâèàòóðå áàÿíà, à òàêæå î òîì, ÷òî êîìïîçèòîð ñ÷åë íåîáõîäèìûì äëÿ
óáåäèòåëüíîñòè êîíòðàñòà íà÷àëüíîãî ðåôðåíà è âòîðîé òåìû ïåðåìåñ-
òèòü åå çâó÷àíèå â ëåâûé ïîëóêîðïóñ èíñòðóìåíòà (òàêò 24). Â 41-ì òàêòå
Ôóãè (ñì. Ïðèìåð 9) ïðè ïðîâåäåíèè òåìû I â âåðõíåì ãîëîñå ïîÿâëÿ-
þòñÿ õàðàêòåðíûå äëÿ áàÿííîé ïîëèôîíè÷åñêîé ìóçûêè îêòàâíûå äóá-
ëèðîâêè, à òàêæå àêêîðäîâîå èçëîæåíèå â ïàðòèÿõ ïðàâîé (òàêòû 48, 55–
57, 61–65; ñì. Ïðèìåð 10) è ëåâîé ðóêè (òàêòû 62–65).

Ïðèìåð 10.  Þðèé Øèøàêîâ.  24 ïðåëþäèè è ôóãè äëÿ ãîòîâî-âûáîðíîãî
áàÿíà. Ôóãà g-moll , òàêòû 57–65 (Øèøàêîâ 1983: 62)

Òàêèì îáðàçîì, ñèñòåìà èíñòðóìåíòàëüíî-èíòîíàöèîííûõ ñðåäñòâ
èñïîëíåíèÿ ìíîãîãîëîñèÿ íà áàÿíå îêàçûâàåò áåçó ñëîâíîå âëèÿíèå íà
ôàêòóðíîå èçëîæåíèå, ãîëîñîâåäåíèå, òåññèòóðíîå ðàñïîëîæåíèå è òåì-
áðîâîå ïîêëàâèàòóðíîå ðàñïðåäåëåíèå èíòîíàöèîííûõ ëèíèé îðèãè-
íàëüíîé ïîëèôîíè÷åñêîé ìóçûêè. Ñïåöèôèêà íàçâàííûõ ñðåäñòâ îò-
ðàæàåòñÿ â òåêñòàõ áàÿííûõ ïîëèôîíè÷åñêèõ ïðîèçâåäåíèé ÷åðåç:
1) ñâÿçü ãðîìêîñòíî-äèíàìè÷åñêèõ óêàçàíèé
— ñ îòíîñèòåëüíî êðóïíûìè äëèòåëüíîñòÿìè,
— ñî çâóêîâûñîòíûì äâèæåíèåì, âûðàæåííûì îòíîñèòåëüíî ìåëêè-

ìè äëèòåëüíîñòÿìè íà legato,
— ñ íåîáõîäèìîñòüþ âûäåëåíèÿ âåäóùåãî èíòîíàöèîííîãî ìàòåðèàëà;
2) øèðîêîå ïðèìåíåíèå ðàçëè÷íûõ àðòèêóëÿöèîííûõ îáîçíà÷åíèé

(øòðèõîâ)
— â ïîëèôîíè÷åñêèõ ñî÷èíåíèÿõ ïîäâèæíîãî òåìïà,
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— â ôàêòóðå, íîòèðîâàííîé îòíîñèòåëüíî ìåëêèìè äëèòåëüíîñòÿìè,
ñî ñòàáèëüíûì ãðîìêîñòíûì óðîâíåì (îòñóòñòâèåì ãðîìêîñòíî-äè-
íàìè÷åñêèõ óêàçàíèé).

About Textural Features of Polyphonic Music
for the Button Accordion

Vladimir Babariko

Summary

Homophonic and heterophonic types of texture prevail in music for the
button accordion due to the typical volume parallelism of polyphony taken
on hand harmonicas. By means of the genres that are widely used in modern
accordion music – preludes, fantasies, toccatas – composers bring rhythmic
organization in the linear volume sound sphere of an accordion, thus favour-
ably representing this musical instrument.

Polyphony as a type of musical texture occurs in compositions for
accordion much less often than homophony and heterophony, which is the
consequence of the specificity of instrumental-intonational means. It testifies
to the complexity of realization of such impressive statement. The polyphonic
texture prevails in a number of compositions of the corresponding musical
forms (the fugue, etc.), in separate movements of cyclic musical works for
accordion.

Besides the solo-instrumental forms of polyphony, which were estab-
lished during a Baroque age, the repertoire of the classical button accordion
performing practice includes a number of compositions representing styliza-
tion of folk songs. Similar works, in which techniques of heterophony (sup-
porting voices, duplications) are generally used, include a large number of
arrangements, fantasies and variations on the themes of songs in mostly
moderate pace.

The content of music of different styles and ages observe the predo-
minance of the principle of improving the relationship of pitch and the volume
amplification instructions (crescendo) corresponding to the sequence of tones
and lower pitch with diminuendo. This fact is explained by the physiological
characteristics of the process of intoning (vocalization). The unidirectional
performer’s volume control of a texture with a pedal, i.e. in the section of
polyphony containing three and more voices where there is a pedal and
polyphonic development at any couple of voices is characteristic of polyphonic
accordion music at a moderate pace; to each pedal there corresponds one
general volume instruction – crescendo or diminuendo.
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The specificity of the texture of music for accordion (including button
accordion) is reflected in the text of original polyphonic music through the
link of volume instructions with relatively large lengths, with pitch movement
expressed in relatively small durations for legato, with the need to highlight
the leading intonation material; and also in the extensive use of various
articulations (touches) in polyphonic compositions in the texture, noted by
relatively small duration notes, with a stable volume level (the absence of
volume significations). These characteristics, coupled with voice leading,
pitch and keyboards location and distribution of texture lines are caused by
the system of instrumental-intonational means.
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The Parity of Educational Aims:
The Potential of Methods of Personal Meaning and

Emotional Imitation in Structuring Music Class

Dr. phil.  Lolita Jolanta Navickienë
Associate Professor at Lithuanian Academy of Music and Theatre

Introduction

Relevance. Extensive programs of secondary education subjects, priority
for the rational side of the educational process, limiting it to the cognitive
and psycho-motoric educational aims only and leaving emotional and moral
educational aims in the background, the replacement of real communication
by virtual under the impact of new technologies, stress and bullying in school
and emotional isolation at home, high parental occupancy, etc.: these and
other problems influence not only physical but also psychological and emo-
tional development of children. It has an impact on their academic achieve-
ments and often causes discipline-related problems. These facts are especially
important for university students who are doing their teaching practice, which
is often fragmentary, i.e. in several months a future teacher experiences the
particularity of secondary education (higher noise level, high professional
requirements, frequent discipline-related problems, etc.) that might unsur-
prisingly scare him or her and prompt to not work in secondary education
after graduation. As it is summarized in the description of teaching practice
by the Department of Education, Ðiauliai University, local and national surveys
underline: teachers’ preparation in the universities do not correspond to the
requirements of the society. This description points out some important defi-
ciencies in teachers’ training: underestimated importance of education studies,
lack of responsibility, ineffective teaching practice, common subjects poorly
connected to the context of educational activity, mentors’ training problems,
weak cooperation between colleges and universities as well as higher and
secondary education, the lack of programs targeting the acquisition and
development of new skills, etc. (Lukavièienë et al. 2012).
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Hence the importance of new approaches that could help to accomplish
the educational process, increase the motivation for learning, solve the discip-
line-related problems, and make accessible the self-realization of the teacher.
The dissemination of common values, discussion of relevant topics and expe-
riencing positive emotions become an especially important task – and music
class can help to find a way towards it. However, habitual methods have
proved to be inefficient, thus it is relevant to use new approaches that emphasize
the balance between rational and emotional origin-based activities and in
this way harmonize not only the educational process but also the relations
between teachers and pupils. Here we present Methods of Personal Meaning
(MPM) and Emotional Imitation (MEI) that, since 2012, we have been
extensively using in the General Didactics of Music program at the Lithuanian
Academy of Music and Theatre (LMTA), Department of Pedagogy – illustrating
that the search for new approaches to help the future music teachers to
overcome the above mentioned challenges is a particularly relevant topic.

Object: Methods of Personal Meaning and Emotional Imitation in acqui-
ring new skills and harmonizing educational process by the future music
teachers at LMTA.

Aim: to reveal the impact of these methods (MPM and MEI) on the
harmonization of educational process and accomplishment of the entire set
of educational aims.

Tasks:
— Briefly introduce the structure and the aims of the teaching practice in

the General Didactics of Music program at LMTA;
— Introduce the MPM and MEI;
— Present an example of a music lesson plan, showing the possibility to

accomplish the entire set of educational aims and the means to apply
MPM and MEI.
Key words: Method of Personal Meaning (MPM), Method of Emotional

Imitation (MEI), the parity of educational aims, cognitive, psycho-motoric/
practical, emotional, moral educational aims (CEA, PEA, EEA, MEA), educa-
tional intent unit (EIU), training of music teachers, teaching practice.

General didactics of Music program at LMTA:
specifics of the teaching practice

In 2012, the Department of Pedagogy at LMTA has launched the General
Didactics of Music program that is aimed at training music teachers for
secondary education. We will briefly introduce this program where along
the formation of common competences (critical and self-critical thought,



282

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VIII

ability to generate new ideas, work, learn and improve independently, having
in mind continuous development in the fields of pedagogy and performance,
ability to use new technologies, etc.), specific competences are equally targe-
ted. At the centre of these competences there is the teaching practice (based
in Vilnius Jonas Basanavièius progymnasium) having the status of the major
subject, beginning in the second semester of the first year (with the observing
practice, consisting of the observation of older students’ work) and lasting
for the entire period of undergraduate studies.

Every year of the teaching practice has its aims and tasks. During the
second year (the 3rd and the 4th semesters) the students learn to organize the
educational process itself: they plan the timing of the lesson, choose the topic
according to the guidelines of music subject assisted by the practice mentor,
practice to compose specific musical activities using various approaches,
etc. The particular attention is drawn to the formation of vocal activities
and achieving the parity of educational aims. It is worth noting that the
teaching practice lasts throughout the school year – a student has a primary
school class attributed at the beginning of the year and meets the children
once per week.

In the third year the teaching practice has higher requirements: the students
have to not only be able to fluently organize a lesson but also, at the end of
the 5th and the 6th semester to prepare a musical event, for example, a Christ-
mas concert for parents, an evening of Easter songs, an afternoon on the
occasion of Mother’s Day, etc. (the music class remains weakly, but with
the middle school children).

Finally, on the fourth year, along the acquired competences the students
learn to organize a small staged event, for example, a staging of a fairy tale,
a musical, a show, etc. This draws a significant attention to specific skills:
ability to organize, form and plan various musical activities (lessons, celebra-
tions, concerts, staging, extracurricular activities, etc.), prepare and execute
musical projects and apply various music education methods according to
the participating pupils, educational aims and available resources. An adequate
attention is paid to the ability to effectively apply theoretical knowledge
during music listening or performing activities, as well as ear training, reper-
toire studies, explaining musical language and discovering various musical
styles, genres, forms and interpretation traditions. Finally, it is equally impor-
tant to understand and accept children of various age groups and transmit
to them the cultural variety, traditions, values, and moral norms. The latter
aim is of particular importance as during the fourth year (the 7th and the 8th

semesters) the students work with high school classes.
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There is a particular feature of the teaching practice subject of the General
Didactics of Music program at LMTA, namely, the central position attributed
to the accomplishment of Successful Education1 using MPM and MEI. This
feature is paralleled with the focus on the entire set of educational aims2 –
cognitive (CEA, for cognitive educational aim, raising questions “What?
Where? When?”), psycho-motoric/practical (PEA – “how to do it?”), emotio-
nal (EEA – “How does it make me feel?”), and moral (MEA – “How impor-
tant is it to me?”). According to our experience3, students who followed
practice-oriented training, already during the university years learn to socialize
in the apparently difficult environment of secondary education are not afraid
of the school, they know how to solve discipline-related problems and later
successfully work by their specialty and accomplish their personal aims4.

Methods of Personal Meaning and Emotional Imitation:
their essence, relevance and applications

One of the causes for students’ self-realization during the practice is
learning how to accomplish the Successful Education during the educational
process that consists of the abilities to fulfil the tasks (cognitive and psycho-
motoric educational aims), realize its benefit (emotional and moral educa-
tional aims) and feel pleasure (emotional educational aims). This encouraged
us to use MPM and MEI in the framework of the General Didactics of
Music program, as MEI “[…] helps to develop pupils’ creative skills (artistic
abilities, expressivity, etc.), personal features (initiative attitude, self-confi-
dence, culture of discussion, empathy, etc.), and has a positive impact on
their personal development” (Navickienë 2000; Navickienë 2005; Navickienë
2012).

1 Successful Education is a combination of the abilities to accomplish the predefined
tasks and to feel its benefit and the pleasure of educational process: SE = A + B + P
(this term was developed by Albertas Pilièiauskas).

2 This set of educational aims was developed in the works of Pilièiauskas.
3 A similar program preparing music teachers was available in 1992–2002 at

(formerly) the Lithuanian Academy of Music, Kaunas Faculty, Department of Music
Pedagogy.

4 As Lina Virðilienë points out in her survey The Musical and Pedagogic Activity
of the Alumni of the Lithuanian Academy of Music and Theatre, Kaunas Faculty,
96% of the students who graduated from the Department of Music Pedagogy in the
period of 1992– 2002 were working in the field of music, of which 71% – in secondary
education institutions. Online access: http://www.piliciauskas.lt/PAPA/papa45/PAPA-
45.pdf (accessed 25 January 2015).
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We will briefly introduce these methods. The Method of Personal Meaning
(developed by Albertas Pilièiauskas) emphasizes the nurturing action of various
art forms; it works by revealing communicational and cognitive possibilities
of the participants of educational process as well as actualizing the purposeful
nurturing through naming and verbalizing emotions (Pilièiauskas 1998). When
applying this method, the main focus is on aural music cognition, developing
listeners’ culture and revealing the possibilities to communicate with a music
piece. This way the functionality of music listening is significantly enlarged:
it becomes not only the introduction to a new music piece, its composition
and structural elements, but also a form of innovative game that can centre
the educational process, presenting its characters and transforming music
lesson into the integrative process of discussing relevant topics.

Owing to MPM, music listening has the following four-part structure.
The first part is the introductory information . It helps to achieve cognitive
and psycho-motoric educational aims: analysing the new topic, presenting
the composer, his country of origin, his epoch and its aesthetic context, discus-
sing relevant calendric, societal, cultural or local topics, traditions, etc. For
example: “We have recently discovered Giuseppe Verdi’s music, listened to the
excerpts of his operas, but we have not discussed what kind of person he was,
what his life was like. To address it we will play a simple game. Let’s take a
sheet of paper and write the composer’s name in capital letters as a column...”

The second part focuses on the attitude of educational activity  (AEA).
AEA is a set of questions, impossible to answer without listening to a piece
of music. It is also a way to create an intrigue around the piece to be listened
(accomplishing cognitive and psycho-motoric educational aims), using various
art forms, games, transforming sounds into ‘encoded’ information. Con-
tinuing the example: “Imagine that this upcoming music piece will be the
personal characterization of Giuseppe Verdi. What kind of person he is –
musical elements will help you to find it out. Along every letter of composer’s
name please write features or characteristics ‘suggested’ by the melody, mode,
harmony, tempo, rhythm, etc. of the music...”

G – V –
I – E –
U – R –
S – D –
E – I –
P –
P –
E –
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The third part consists of music listening. During this part the pupil has
to find answers to the questions of AEA (a part of accomplishing CEA, PEA
and EEA), this way making every element of the musical work more relevant,
important, and attention-prone 5. According to the previously presented AEA
questions, the teacher might choose, for example, Verdi’s Chorus of the
Hebrew Slaves from Nabucco. Thus, via AEA, music listening and identifying
its structural elements become not the final but only intermediate aims, gui-
ding to the introspection of pupils’ personal experiences and discussion of
common values. Moreover, while ‘motivating’ character’s features – i.e. why
he is happy, ecstatic, fast, strong, etc. – the pupil will have to recognize the
instruments, describe structural elements of the music, etc.

The four-part structure culminates with the ethic discussion. It is a part
of indirect, hidden nurture (accomplishing EEA and MEA) when the pupils
answer to AEA questions, discuss and present their opinions. At this important
stage the teacher can discuss the universal moral values and the topics relevant
for the class. A possible follow-up of the example:

Gathering6 Vittorio
Intellectual Emanuele
Untiring Re
Strong D’Italia
Energetic
Patriotic
Positive
Enthusiastic

In conclusion, the MPM rely on AEA, music listening and other art
forms.

On the basis of MPM, the Method of Emotional Imitation  was created
(developed by Lolita Jolanta Navickienë). This method aims to develop pupils’
musical skills and promote their self-education by imitating emotional into-
nations of a particular music piece or its imaginary subject’s experience,
provoked by integrating other forms of art into this process (Navickienë
2000). As revealed by its name, this method relies on emotions and imitation.

5 For example, a difficult to access contemporary composition could be attentively
listened to if presented with this AEA: “This piece – it’s an e-mail that Vincent re-
ceived today. Is it good news, cheering him up for the entire day? Or, on the contrary,
an angry message? If you got this kind of message, what would your answer be?”

6 The teacher might comment on Verdi’s personal features after getting to know
what children’s choices were.
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The latter activity – imitation – was chosen as a simpler, more rapidly acces-
sible way, thus avoiding the necessity of deeper psychological empathy and
an adequate (realistic) performance. This is of a particular relevance in the
secondary education where artistic skills of the children are limited by their
little experience in emotional, plastic and verbal expression. Then, while
using MEI for organizing musical activities, the very aim of music perfor-
mance is changed – after learning to imitate specific emotions the process is
later focused on recreating these emotions, experiencing and suggestively
exposing them.

From the practical aspect MEI is universal, i.e. it can be used throughout
entire secondary (and broader) education process, enriching various musical
activities (music listening, singing, solfeggio, rhythmical and instrumental
activities) with the integration of other art forms (fine arts, poetry, prose,
etc.). According to our experience (Navickienë 2000, 2005), using MPM
and MEI helps to increase the personal benefit and the relevance of music
subject. If traditional education schemes often encounter difficulties in for-
ming musical culture7 at the secondary education institutions (generally limi-
ted at musical experience, so the lack of musical demand frequently results
in confronting questions, for example, “Why would I need rhythmic exercises,
solfeggio or playing the pipe in my life?”), the use of MEI eliminates the
pretext of these problems as musical activities aim more than only knowing
musical structural elements, recognizing main themes, learning a song or
clapping a rhythm. Educational aims become far more complicated, being
focused on personal development via various musical activities (for example,
“Would you like music class to help you to become expressive, creative,
interesting and capable of showing your positive emotions, self-confident
and not afraid of attention?”).

Another important feature of MEI – it is not only seeking to accomplish
an entire set of educational aims, underlining the integration with other art
forms, and developing pupils’ creativity, but also elements of scenic expression
based on the main principles of Konstantin Stanislavsky’s school8 (Ñòàíèñ-
ëàâñêèé 1988):
— Only love – main and indispensable essence of life – can inspire the real

artist (love for children is the main condition for the professional and
creative activity of the teacher);

7 Here musical culture is seen as a unity of musical experience and demand
(Navickienë 2000).

8 Our comments addressing general education are presented in brackets.
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— Director cannot stage a play without finding its main idea (teacher either
cannot give a class without knowing its aim or motto);

— Theatre must be open, familiar and accessible to all (as well as school
must be open, familiar and accessible to all);

— Theatre repertoire has to be distinctive in its national aspect and tightly
connected with democratic traditions (the vocal and instrumental reper-
toire of the music class has to be national in its content and democratic
in its form );

— Theatre is an art to reflect the life – but not the life in general, rather the
relevant reality of today (likewise, music class has to reflect not life in
general but the relevant issues of today);

— Theatre has to aim at the unity of the ethic and the aesthetic; the real
beauty cannot be amoral (children have to be introduced to the very
best examples of music and other art history);

— The real artist has to love art within himself or herself and not himself
or herself within art ( music teacher has to go towards music with children
and not simply present music for children);

— The continuous development of the artist in the only way towards the
real art (continuous efforts and honest work will offer the children the
opportunity to suggestively sing, play and act);

— The main task of an artist – to become the leader and educator of the
audience (the main task of a music teacher – to use the power of art not
only to teach but also to nurture children);

— Theatre director is the interpreter, producer, organizer and teacher of a
play (music teacher often is the creator, moderator, and active participant
of school’s cultural life, serving as a role model for children).
In conclusion, the MEI relies on AEA, other (than music listening) acti-

vities, other art forms and Stanislavsky’s system.

MPM and MEI in the secondary school music class

Music class is frequently seen as a ‘lighter’ subject or as a break among
the ‘harder’ subjects (for example, mathematics, physics, chemistry, foreign
language, etc.). However, music class and music listening within – usually
requiring the highest concentration and, subsequently, most prone to discip-
line-related problems – might help the pupil not only to develop his or her
personality but also find answers to some important questions.

In general, music class is viewed as a possibility to acquire musical skills –
rhythm, intonation, music listening, sight-reading, singing, playing an instru-
ment, etc. To make music listening more attractive, multiple CEA and PEA
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targeting exercises9 are usually involved; it helps the children to focus, reduces
discipline-related problems, but also often redirects their thoughts from the
music itself, transforming music listening into the background of the particular
exercise. Hence, music listening traditionally targets the above-mentioned
CEA and PEA, putting aside EEA and MEA. However, the latter become
more and more important in the context of local and global events, drawing
attention to the common human values; thus, the possibility to discuss various
cultural, societal, political, specific age group related problems, etc., enables
the teacher to accomplish one of the most important aims – not only to
teach the children but also nurture them, adequately forming their values.

We will illustrate the application of MPM and MEI, showing how to
make music listening an axis of the entire lesson, unifying other parts of the
lesson and integrating other musical activities (Navickienë 2005).

E x a m p l e  1. The academic topic of the lesson: Musical instrument
families (revising note grouping). The moral topic10: “The meaning of family”.

In the introductory part , the main musical instrument families (strings,
winds, brass, percussion) are presented, reminding half, quarter and eight
notes. Later, these notes are compared to family members: half notes – to
grandparents, quarter notes – to parents, eight notes – to children.

The attitude to educational activity: “ We remembered the notes’ family
(the introduction to whole and sixteenth notes is postponed) and… a miracle
happened! We can see what this family looks like! (The photos illustrating
grandparents’, parents’ and children’s faces are projected but only the lower
parts of the faces are shown so the emotions of the faces are not clear).
What could you tell about this family? How do they get on with each other?
Are all the family members happy? We cannot really answer to these
questions… We do not see their faces, do not know what they feel. However,
a piece from Pyotr Tchaikovsky’s “Children’s Album” will help us. Listen
to it and according to its melody, tempo, mode, rhythm, etc., decide about
the relations in this family. Would you like something similar in your family? ”

Music listening: Tchaikovsky’s Children’s Album, No. 4, Mummy. The
pupils listen to the piece that becomes a ‘sound-encoded’ language, encou-
raging them to understand the emotional state of the piece (EEA) and think

9 For example, drawing, solving tests or crosswords, illustrating the directionality
of the melody by adequate movements, matching pictures of instruments with the
sounding timbres, etc.

10 The moral topic of a lesson is usually chosen according to the calendric, societal,
school or class context.
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(during the ethic discussion, see below) about an important common value –
the meaning of family (MEA).

Ethic discussion: “ Look to the screen – another miracle has happened
and we can see the faces of the entire notes’ family! The piece has guided you
correctly: the family members are caring and gentle towards each other. It
could not be otherwise: if notes did not get on together, how could performers
play them? It is not by chance that this piece is called “Mummy”. What
musical elements particularly helped to create these emotions?” (Revising
musical structural elements).

“ Do you know how to express your positive feelings? Is it simple? Or
rather complicated? How would you express your love and gratitude to you
mum, dad, grandpa or grandma? Would you need a lot of money, effort, or
time for it? How could children contribute to the creation of friendly relations
within the family? Why is the family so important? Please, describe a portrait
of a perfect family. What are its members like? Why are they important to
each other? How do they behave? What do you like most in your mum, dad,
grandpa, grandma?”

Integration with vocal activities: “ Let’s make a circle all together and,
expressing gentleness and gratitude, sing “We have a nice family”, a Lithu-
anian folk song you all know well. Think of what a happy person would
look like. What would his eyes, posture, head position be like?” While singing,
the teacher himself expresses these emotions and draws attention to the
emotional imitation of these positive feelings, encourages the children to be
expressive, active and feel free.

Integration with music theory and rhythmic exercises: “ We have talked
about the notes’ family. Now let’s use these half, quarter and eight notes to
create a ‘secret’ letter, writing down on a staff the feelings that you think are
the most important for you . (Possible to listen once again for the music piece)
What kind of notes would suit best to express kindness, love, honesty, and
quietness? Now let’s clap your ‘letters’ as if it were your hearts ‘knocking’ it.
(The children are asked to perform their exercises gently, quietly and simply,
trying to express their positive emotions) You can take your ‘heartbeat letters’
home and give them to your parents…” (Possible reflection on what was
new for the pupils, which exercises were the most exciting, difficult, etc.)

Educational Intent Units: Harmonization of the educational process

The development of music teachers’ professional skills covers not only
the abilities to organize the educational process, formulate adequate aims
and tasks, plan the timing of a lesson, create musical activities, etc., but also
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focuses on the analysis of a lesson in the context of educational aims, i.e.
how many activities target CEA, PEA, EEA and MEA. This aspect is quan-
tified using educational intent units (EIU; this approach was created and
developed by Albertas Pilièiauskas), each unit meant for a particular educa-
tional aim. This method allows the future music teachers to ‘sort’ every
exercise of a class according to its educational aim. The mentor of teaching
practice, by assisting students’ classes and helping them, encourages them to
achieve approximately equal number of all educational aims. We will illus-
trate this approach by presenting an example of a plan for an ordinary music
lesson, quantifying the balance of targeted educational aims.

E x a m p l e  2. Music lesson plan for the 4th grade class. The academic
topic: Wind instruments. Flute. The moral topic: “The meaning of friendship
in achieving one’s aim”.

No. Part Content Duration EIU
1 2 3 4 5

1. Beginning, Teacher and children sing the musical ~1 min CEA: 1
introductory ‘hello’.Teacher introduces the academic PEA: 1
discussion and the moral topics of the class, its

aims and tasks (CEA, PEA).
2. Vocal Teacher sings with children five vocal ~5 min CEA: 5

exercises exercises (mormorando, articulating, PEA: 6
cantilena – CEA, PEA), encouraging EEA: 6
them to express joy (“the class is friendly MEA: 6
and happy”), solace (“ comforting a
friend that was bullied”), honesty, or
encouragement (EEA, MEA). “Christ-
mas is approaching, so let’s sing this
exercise trying to create a hope that the
future will be successful and your class
will become friendly, honest and open.”
(PEA, EEA, MEA)

3. Vocal activi- “ We are approaching our Advent after- ~7 min PEA: 2
ties (revising) noon where we will sing to your parents EEA: 2

the songs you learned, tell about the
traditions, dance some folk dances.”
“ Let’s remember the song “Here Comes
the Nine-Horned Deer”. Please try,
while singing, to show your joy, enchant-
ment, and expectation for the time when
the dreams come true.” (PEA, EEA)
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1 2 3 4 5
“ The game “Sycamore Bridge” symbo-
lizes the transition from the dark period
to the light one. Only good and honest
people can cross this bridge. While re-
vising this game, please, use face expres-
sions showing your strength, joy and
kindness.” (PEA, EEA)

4. Music liste- “ Look at his photo . (Projecting a photo ~5 min CEA: 2
ning No. 1. of a shy looking girl) How does this girl PEA: 2
Johann Se- feel? (The children answer, EEA) I agree EEA: 1
bastian Bach, that she probably feels shy… This is how
Partita for she looked when she came to learn how
solo flute to play… I’m sorry, I forgot the instru-

ment she came for. You will have to
remind it to me and tell how she felt
when she heard her teacher playing.
(CEA, PEA, EEA) Listen to this music
and try to find the answer according to
its elements (melody, rhythm, mode,
tempo, dynamics, expression, etc.).”
(CEA, PEA)

5. Ethic “ Exactly, the girl came to learn the flute! ~3 min CEA: 1
discussion So, how did she feel when she first heard PEA: 1

her teacher playing?” (The children EEA: 2
express their opinion, CEA, PEA, EEA) MEA: 2
“ What or who can help this girl to
achieve her aims? Is it important to have
good relations with her teacher? Why?
Can friendship help to achieve important
aims? Could friendly relations in the
class help to learn? Who would you call
a friendly person, a real friend?”
(EEA, MEA)

6. New topic. After a short discussion the teacher starts ~8 min CEA: 1
Wind instru- a new topic – introduces the wind instru- PEA: 1
ments. Flute ments, their properties, tells about the

flute, shows brief audio examples of flute,
oboe, clarinet and bassoon. (CEA, PEA)

7. Solfeggio “ After getting to know flute we will try ~8 min CEA:
and rhythmic to play it ourselves. Look at this solfeggio PEA:
activities exercise. Let’s clap its rhythm first and EEA:

revise the note values. (CEA, PEA) MEA:
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1 2 3 4 5
What kind of values do you find? Let’s
sing it as if it were a wish for a good
friend. Let’s try to express honesty and
calm joy (it’s for our good friend), gently
accompanied by a clapping. What face
expression would we make?” (PEA, EEA)

8. Instrumental “ Please take your pipes and let’s revise ~7 min PEA: 1
exercises without playing the fingering. Let’s play EEA: 1

the melody of the song “Christmas Rose
has Blossomed” that you already know.
Please try to express the feelings we
talked about earlier. Dedicate this song
to your best friend.” (PEA, EEA)

9. Conclusion The teacher discusses with children what ~5 min CEA: 1
and evalua- they learned, what was fun to do and PEA: 1
tion. Music what required more concentration. (CEA) EEA: 1
listening Then he or she says ‘goodbye’: “This MEA: 1
No. 2. Fried- Fantasy for flute solo in D major by
rich Kuhlau, Friedrich Kuhlau will be my wish for
Fantasy for you”. If timing allows, the teacher might
solo flute ask the children to share their impres-

sions. (PEA, EEA, MEA)
Total: CEA: 13

PEA: 15
EEA: 14
MEA: 9

The analysis of this plan show 13 cognitive, 15 psycho-motoric, 14
emotional and 9 moral educational intent units. It emphasizes that the accom-
plishment of emotional and moral educational aims, conditioned by the two
methods – MPM and MEI – helps to make the lesson highly relevant (the
children discussed the important topic of friendship and its impact on their
aims, were encouraged to draw attention to their relations in the class, accep-
tance and respect), not only via singing, solfeggio, rhythmic or playing exer-
cises but also via the development of children’s personality, expressivity and
creativity.
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Conclusions

The analysis of the examples shows that the Methods of Personal Mea-
ning and Emotional Imitation:
— help the future music teachers make the music class relevant, based not

only on the acquisition of musical skills but also on an opportunity to
enrich music education by the formation of common values, promoting
the development of pupils’ personality and interest in moral self-edu-
cation;

— underline emotional and moral educational aims, usually difficult to
accomplish, that naturally provoke pupils to think, activate their imagi-
nation, develop their discussion culture, and objectify their music-
induced feelings, directing them towards reflection and self-expression;

— make music listening an axis of entire educational process, unifying
other parts of the lesson;

— transform the traditionally rational musical activities (solfeggio, rhyth-
mic, instrumental or vocal exercises) into the means of developing perso-
nal expression, ease, creativity, ability to receive attention, etc., this
way enabling to accomplish the Successful Education – when not only
the pupil but also the teacher succeeds in the educational process and
enjoys the profession he or she has chosen.

Izglîtîbas mçríu paritâte: personisko vçrtîbu un
emocionâlâs imitâcijas metoþu potenciâls

mûzikas stundu strukturçðanâ

Lolita Jolanta Navickiene

Kopsavilkums

Rakstâ aplûkota mûzikas skolotâju sagatavoðana darbam vidusskolâs,
izmantojot personisko vçrtîbu un emocionâlâs imitâcijas metodes. Tie ir iedar-
bîgi veidi, kâ harmonizçt mâcîbu procesu un sasniegt pilnîgi visus izglîtîbas
mçríus, proti, izzinoðo, psihomotoro/praktisko, emocionâlo un morâlo (ðos
mçríus definçjis un sîkâk aprakstîjis Alberts Pilièausks), motivçt skolçnus
un samazinât disciplînas problçmu negatîvo ietekmi.

Globâla vçrtîbu apmaiòa, katrai vecumgrupai svarîgu tematu apsprie-
ðana (morâlais mçríis), pozitîvas emocijas (emocionâlais mçríis) ir nozîmîgi
faktori efektîvai vidçjai izglîtîbai, un mûzikas stundas var palîdzçt ðo efekti-
vitâti sasniegt. 2012. gadâ Lietuvas mûzikas un teâtra akadçmija izveidoja
mûzikas skolotâju treniòprogrammu Vispârçjâ mûzikas didaktika. Ðajâ prog-
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rammâ îpaða uzmanîba veltîta skolotâju kompetences uzlaboðanai – izglîtîbas
procesa harmonizâcijai, izmantojot personisko vçrtîbu un emocionâlâs imitâ-
cijas metodes. Raksta mçríis ir pamatot ðo metoþu nozîmi izglîtîbas procesâ.
Lai mçríi sasniegtu, risinâti vairâki uzdevumi:
— îsi aprakstîts akadçmijas mâcîbu process,
— izskaidrotas personisko vçrtîbu un emocionâlâs imitâcijas metodes,
— prezentçts konceptuâls mûzikas stundu plâns, ko izstrâdâjuði Lietuvas

mûzikas un teâtra akadçmijas studenti – tas atklâj paòçmienus, kâ izman-
tot personisko vçrtîbu un emocionâlâs imitâcijas metodes.
Noslçgumâ demonstrçts, kâ ðîs metodes palîdz veidot kvalitatîvu mûzi-

kas stundu. Tâs var ne tikai uzlabot skolçnu prasmes mûzikas jomâ, bet arî
pârveidot racionâlâs disciplînas – solfedþo, ritmiku, klausîðanos utt. – par
lîdzekïiem, kas ïauj attîstît personîbas izpausmes, uztveri, komforta izjûtu,
spçju bût uzmanîbas centrâ. Ðâdas mûzikas stundas ir balstîtas uz globâlâm
humanitârâm vçrtîbâm.
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Music School Teachers’ Professional Attitudes
as a Projection of the Perspective Education:

Aspects of Music Content and Spread of Innovation

Dr. sc. soc. Giedrë Gabnytë
Associate Professor at Lithuanian Academy of Music and Theatre

Introduction

It is irrefutable that success of music education can be determined by
education of teachers, attitude towards innovations in education, style of
work, variety of education forms, etc. The research presented in this article
tries to summarise the attitudes of teachers working at Lithuanian music
schools in respect of music content and spread of innovation. Professional
attitudes not only picturesquely illustrate the situation of today’s music edu-
cation, but also project a long-term view of music education.

Relevance and problem of the research. Changing political, social, and
educational conditions determine new educational objectives based on prog-
ressive ideas aimed at the formation of pupils’ fundamental systems of values,
development of creative skills, transfer of the fundamentals of national and
ethnic, civic and political culture. Against the backdrop of the highlighted
strategic educational aims in Lithuania, musical training plays a special role.
Today scholars equate musical training with multicultural cognizance based
on the development of intellectual abilities of a pupil, on the awakening of
his/her sensuous intelligence, formation of the relation to oneself and to the
surrounding world (Philpott 2012; Westerlund 2012; Samama 2013; etc.).

With a considerable change in the country’s political and sociocultural
conditions, the questions arise naturally: to what extent does ‘the product’
of the 1940s – today’s music school and the education content introduced
by them – correspond to the new education and training (self-training) objective
determined by the paradigm shift? Is there the capability to adjust to new
challenges posed to the society and to the aforementioned personal and
educational aims of a learner and to ensure the supply of high-quality education?

It should not be discounted that the changes in musical training inspired
by the educational paradigm shift are in part determined by the motivation
of teachers, who currently work in music schools, their qualification, and
the approach to teachers’ education innovations. The need for the analysis
of professional attitudes of the aforementioned participants of education
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process – the teachers – emerges. The attitudes are determined by a large
number of specific cognitive, affective behavioural components that manifest
themselves in music education as the experience of teachers, their professional
competence, attitude to a pupil, working style, the diversity of teaching methods,
etc. that could affect education process in a different way and inspire changes
in musical training. The subject of the teachers’ attitudes is not new. It has
been touched upon quite broadly in the educational works of Lithuanian
and foreign authors (Ruðkus 2000; Gribaèiauskas, Merkys 2003; Strakðienë
2009; Thomas, Alaphilippe 1996; Trivedi 2002; Schon 2005; Fredrickson
2007; Robinson 2010; Burkett 2011; Khan, Basu 2013; etc.). Researches of
teachers’ attitudes prove that the attitudes not only implicate and illuminate
the fragments of ongoing educational reality, but also distinctively shape
the content of educational changes. The novelty of the subject chosen by the
author of this research is based on previously not researched diagnostics of
the professional attitudes of music instrument teachers working in a specific
field of musical training.

The research object is professional attitudes of music school teachers.
The research goal is to analyse the expression of the professional attitudes

of music school teachers.
The objectives of the research:

1) to define hypothetically the indicators of professional attitudes of music
school teachers and to prepare the instrument that will measure these
attitudes;

2) to reveal the professional attitudes of music school teachers and the
socio-demographic factors that influence them on the basis of the results
of the statistical analysis;

3) to draw up the typology of music teachers who have educational practice
according to the professional attitudes characteristic to teachers, to reveal
the valency of these attitudes.
Key words: music school, music education, attitude of teachers, inno-

vation, the content and the forms of music education.

Methodology and organization of the research

The aim of the diagnostic survey of attitudes was to reveal the prevailing
professional attitudes of teachers and to single out the statistical types of
teachers having the capacity to affect and shape the educational environment
from different perspectives. The development of the diagnostic instrument
for the study of professional attitudes of music school teachers relied on the
research studies of Ruðkus (2000), Gribaèiauskas, Merkys (2003), Strakðienë
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(2009) etc. and the methodology applied by them. To identify the professional
attitudes of music teachers, two diagnostic blocks were set up:
— attitude towards the content and the forms of music education,
— attitude towards the innovations in music education.

The research made use of numerical measures of descriptive statistics –
frequency analysis. Statistical hypotheses were tested by means of the disper-
sion analysis method (ANOVA) and Chi-Square criterion. The research em-
ployed multidimensional statistical methods: correlation and regression ana-
lysis, factor analysis and cluster analysis. The sample group of the research
was made up of the teachers of instrumental disciplines (grand-piano, string,
folk, wind, percussion instruments, accordion, guitar) from the music schools
in Vilnius, Kaunas, Klaipëda, Ðiauliai, Panevëþys and smaller cities and towns.
The teachers were distributed an anonymous questionnaire designed by the
research author. The questionnaire returnability was 73%: out of 500 distri-
buted questionnaires, 367 completed questionnaires suitable for data proces-
sing were returned to the researcher.

The results of the research

A t t i t u d e  t o w a r d s  t h e  c o n t e n t  a n d  t h e  f o r m s  o f  m u s i c
e d u c a t i o n

This research tried to find out which goal in music education looks the
most important and relevant to teachers. The respondents were asked to
evaluate what the most important goal in education is. They were asked to
rank four goals in music education from the most to the least important. It
was determined that today slightly more than one-third of the teachers con-
sider Promotion of the Interest in Music the major goal of music education.
In the meantime, Completeness and Perfection of the Repertoire being Per-
formed was mentioned in the answers about 15% of the respondents as the
key goal of music education. It can nevertheless be stated that the education
practice of nearly every teacher can be described by the attempt for repertoire
completeness and perfection; hence, it can be considered dominant in music
education. It is proved by the educational analysis of teachers’ practice. It
has been identified that 52% of the respondents agree to repertoire comple-
teness and perfection, while 43.1% uphold this opinion only partially. It has
been determined that Possibility for Pupil’s Artistic Self-Expression as the
main goal of music education is the least important to the teachers. Personality
Enrichment and Maturity  as the principal goal of music education was men-
tioned in the answers of one third of the teachers. Filling in the questionnaire
gave the teachers another possibility to formulate more objectives in music
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education. The most commonly mentioned objectives were associated with
a variety of social, educational, psychological aspects: diligence, indepen-
dence, will education, occupation of children, creativity, and development
of professional students’ competencies, morality, and ethnicity. The evalu-
ation of the expression of the teachers’ attitude towards the importance of
the positioning of arms/body and the main playing skills for the quality of
the music process leads to an unambiguous conclusion that in the sphere of
education this educational factor is supported nearly unanimously (97%). It
is possible, that if these elements are treated as significant in education, it is
difficult to avoid monotonous practice, drills, and musical process is impo-
verished, what certainly can suppress the students’ need to take part in musical
activities. The study of the teachers’ attitude towards the methods used in
the education practice determined that in contemporary music education
conservative methods prevail in the work of over a half of the teachers parti-
cipating in the survey. It has been determined that there is a causal relationship
between the expression of conservative methods and the development of
teachers’ competences. The greater there is a disagreement to competence
development, the more favourable conditions there are created in the edu-
cation domain for conservative methods to manifest themselves. It has been
proved that the conservativeness of the methods in use also manifests itself
in the background of the afore-mentioned agreement to the completeness
and perfection of the repertoire being performed and in the need to use
traditional repertoire (see Table 1).

Table 1.
Provisions in favour of conservative methods of use in relation

to the causal relationships of factors (N=367)

Factors Value df Sig (p)
Professional development of teachers 22.085 4 0.000
Traditional repertoire 11.840 4 0.019
Artistic perfection of repertoire 10.772 4 0.029

It means that routine actions and occasional drill in repeating, imitating
and perfecting complex elements of a musical text or interpretation are not
avoided in the education domain. It has been revealed that the teachers are
rather sceptical about the search for methodological innovations or the testing
of a new pedagogical strategy.

The analysis of the expression of the teachers’ attitudes towards tra-
ditional and alternative types of musical activities during a lesson has revealed
that contemporary education is dominated by traditional methods, and this
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educational factor is supported by more than a half of the teachers partici-
pating in the survey. It means that the learner’s activities in a lesson limit
with the study of a musical text as well as ‘technical’ and interpretative
exercises of a piece of music. It has been identified that the latter attitude
potentially forms in showing a special concern about pupil’s professional
competences (chi²=26.372; df-4; p=0.019) (p=0.000); it should not be denied
that the repertoire, which a pupil must interpret in an artistically complete
manner, ‘contributes’ to such an approach towards education practice
(chi²=17.530; df-4; p=0.002). However, the results have proven that the
majority of teachers (80.1%) have a positive attitude towards alternative
types of pupil’s musical activities during a lesson. In terms of percentage,
this attitude can be considered prevailing in education (see Table 2).

Table 2.
The comparison of provisions of conventional and alternative

musical-artistic student’s practice in relation to the use of methods
during the lesson (N=367)

Alternative musical-artistic Conventional musical-artistic
practice of a student during student’s practice during

the lesson the lesson
N % N %
--- --- Disagree 133 36.3
73 19.9 Partially agree 213 58

294 80.1 Agree 21 5.7
367 100 Total 367 100

The analysis of the teachers’ attitudes towards the contemporary possi-
bilities of pupils’ stage activities has revealed a critical approach of over a
half of the respondents in this respect. Even though the education practice is
dominated by the forms of stage activities which have not been changed over
decades, the expression of the teachers’ attitude not to agree and to change
traditions is rather explicitly stated in contemporary education. Such an
attitude enables to see the future music education in a rather optimistic light:
it is likely that the possibilities of stage activities for the learners not seeking
professional music education will become attractive and corresponding to
their competences.

The analysis of the teachers’ attitudes towards the traditional repertoire
and a repertoire meeting a contemporary pupil’s needs used in the educational
process has yielded rather contradictory results. It has been identified that
the absolute majority of the teachers support the use of the traditional reper-
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toire. However, it has also been revealed that the teachers can be characterised
by a positive attitude towards the use of the repertoire meeting contemporary
pupil’s needs. The latter provision is apparent in the answers of nearly all
respondents. Thus, the results prompt an insight that the aforementioned
attitudes intertwine or simply supplement one another. It should be noted
that the approval of the traditional repertoire is determined by the use of
demographic data resolution. It has been clarified that this provision is more
specific to women (p=0.000) and older teachers (p=0.003). Proponents of
the traditional repertoire are piano teachers (p=0.003), which means that
they lack a more flexible approach to the selection of repertoire. Probably,
the genre standards are most respected while teaching to play the piano and
such music styles as jazz and pop are sluggishly included into the repertoire.

T h e  a t t i t u d e s  t o w a r d s  i n n o v a t i o n s  i n  m u s i c  e d u c a t i o n
The teachers’ attitudes towards the spread of innovations were investi-

gated. It was tried to find out the teachers’ attitudes towards differentiated
education, alternations of the system of assessment, the need for experiments
in education, opportunities of group learning, music education of adults
and people with disabilities, and opportunities for students to choose subjects
in the curriculum. It has been identified that the teachers have a sufficiently
favourable attitude in respect of the dissemination of innovations. The
teachers are most in favour of the education of the disabled and adult edu-
cation, whereas they are least in favour of the change of assessment system
and group learning (see Table 3).

Table 3.
The teachers’ attitudes in relation to education innovations.

Percentage rates (N=367)

Innovation
Disagree Partially agree Agree
N % N % N %

1. Differentiation of education 28 7.6 129 35.1 210 57.2
2. Alternations of the system of

assessment
188 51.2 143 39 36 9.8

3. Need of experimentation 59 16.1 166 45.2 142 38.7
4. Group learning 191 52 136 37.1 40 10.1
5. Music education of adults 16 4.4 78 21.3 273 74
6. Education of people with

disabilities
17 4.6 83 22.6 267 72.8

7. Opportunities for students to
choose subjects in the curriculum

60 16.3 136 37.1 171 46.6
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It has been determined that the disagreement to the change of the assess-
ment system is conditioned by an unfavourable attitude towards other innova-
tions in music education. It means that the agreement to the change of the
assessment system is associated with a generally progressive attitude in respect
of the application of innovations. In the meantime, the negative attitude
towards group learning is mostly affected by the disagreement to differen-
tiated education (chi²=27.984; df-4; p=0.000) and the positive attitude to-
wards the development of competences of the teacher him/herself (chi²=9.646;
df-4; p=0.047).

The majority of the teachers have a rather favourable attitude to diffe-
rentiated education. The agreement and partial agreement to this innovation
exceeds 90% of the answers of all the respondents. Such a favourable teachers’
attitude is formed by a positive attitude towards competence development
and the agreement to alternative forms of pupils’ activities during a lesson
(p=0.000). However, a positive attitude towards differentiated education
expressed by the absolute majority of the teachers opposes to the contem-
porary educational practice abounding in educational elements in relation
to professional education. It means that teachers are more prepared to imple-
ment this innovation in theory than in practice.

The teachers were not active in answering the open question which was
supposed to reveal the needs for innovations in education. However, the
grouping of the answers into categories reveals that the integration of com-
puter technologies in education is most relevant in contemporary education.
The teachers find new disciplines important, such as improvisation, ensemble,
accompaniment, sight-reading, playing by heart. It has been determined that
the possibility of selection of a ‘more flexible’ repertoire is considered a
significant innovation in music education. The teachers associate innovations
in music education with new forms of music education – education of the
disabled, adult teaching, group learning. It has been noticed that the material
wellbeing of a school is relevant to the teachers, which, according to the
teachers, is essential for the introduction of innovations in a school. The
teachers specify the shift in their attitude which is essential for the school to
become attractive, innovative and modern as one of the preconditions for
the dissemination of innovations. The names of these categories and the
unedited text describing these categories are summarized in Table 4.
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Table 4.
The categories of music education innovations based on
the respondents’ answers. Qualitative analysis (N=175)

Category name Answers Number
of answers

1. Innovations, associa- Lack of additional time for sight reading,
ted with the intro- for playing ensembles / Little attention to 43
duction of new improvisation / Possibilities to choose
disciplines attractive things

2. Introduction of more Flexible repertoire (not according to the
flexible repertoire programmes) / Repertoire lacks contem- 10

porary works / Works played in national
and international competitions are too
difficult, children are in tornment, what
a nonsense

3. Usage of computer More opportunities to use a computer /
technologies in musi- opportunities to listen to the performance 44
cal training of professionals

4. New forms in edu- People of different age could study at music
cation schools / Differentiate curricula of music 22

education
5. The material well- Each innovation requires material facilities

being of school first / I think today we lack everything what 22
you have to pay money for! Instruments,
equipment, metronomes and stands.
Nobody thinks that you can learn to drive
a car riding a broom. A car is necessary!

6. The change of To show interest in, be up to date, to be
teacher’s pedago- flexible / Independent thinking / I think 14
gical approach that teachers should have a wider spectrum

of opinion, have higher motivation

C o m p l e x  r e l a t i o n s  o f  p r o f e s s i o n a l  a t t i t u d e s
The analysis of complex relations of professional attitudes has yielded

the results that will likely be relevant and useful for the modelling of music
education in the future. It has been determined that the domain of contem-
porary music education is dominated by a rather diverse expression of profes-
sional attitudes. It has been identified that the expression of attitudes is
rather contrasting in the education practice. There is a conservative attitude
towards the curriculum and an opposing liberal attitude.
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A thorough analysis of the expression of professional attitudes in the
education practice enabled the distinction of four statistical types of teachers.
It has been identified that the teachers of music schools fall into the following
types: Moderate Conservatives, Moderate Innovators, Conservatives, Liberal
Reformers. It may be stated that the most innovative statistical groups in
favour of curriculum changes and the dissemination of innovations are Mode-
rate Innovators and Liberal Reformers. It is likely that the teachers attributed
to these groups are enthusiastic and initiative in respect of reforms and chan-
ges. In the meantime, Moderate Conservatives and Conservatives reflect an
approach in opposition to the said factors. Innovative ideas are not foreign
to Moderate Conservatives; however, they prefer stability rather than radical
changes in education. The group of Conservatives is exceptional in the context
of statistical types: the teachers assigned to it are especially conservative;
their attitudes can be defined by scepticism, opposition to innovations and
the change of any element in the education practice. It can hardly be denied
that the attitudes of Conservatives and certain actions driven by these attitudes
are the principal obstacle to the improvement of education available in con-
temporary Lithuanian music schools. It has been identified that the statistical
groups of Moderate Conservatives and Conservatives are mostly wide-spread
in the music schools of the capital city, while the groups of Liberal Reformers
and Moderate Innovators are more common in the music schools of smaller
towns. It prompts a conclusion that the music schools located in smaller
towns or rural areas create more favourable conditions for the changes in
the curriculum and the dissemination of innovations.

Conclusions

— The understanding of the concept of the music teachers’ professional
attitudes was conceptualised based on the interpretations of the concept
of attitude proposed by different authors in the context of social psycho-
logy and education. The research model of music school teachers’ pro-
fessional attitudes relied on two structural elements of attitudes: the
attitude towards the content and the forms of education and the attitude
towards the innovations in education.

— The teachers’ attitudes towards the content and the forms of music
education have been investigated. The study has revealed that the attempt
for repertoire completeness and perfection is apparent in the education
practice of nearly every teacher, which means that it can be evaluated
as dominant in the domain of music education. The conclusion is supple-



305

G. Gabnytë. Music School Teachers’ Professional Attitudes as a Projection..

mented by the expression of the teachers’ attitudes in respect of the im-
portance of positioning of arms/body and the development of major
skills: it has been determined that this education factor is upheld nearly
unanimously. It has been revealed that the attitudes of the majority of
the teachers reflect their support to conservative methods, while the
application of new strategies in pedagogical activities is approached
with a grain of scepticism. It is a paradox that teachers do not object to
the inclusion of improvisation, sight-reading or playing by heart in the
pupil’s activities but they do not yet provide the pupil with a possibility
for such activities in their work. Educational practice is dominated by
the attitude in favour of the choice of the conventional repertoire based
on rigid traditions, which has been proven to be a characteristic feature
in the work of the majority of teachers. However, they find it equally
important to take into account a contemporary pupil’s needs by selecting
the examples of music, which would be attractive and relevant to the
pupil; however, such a practice is only pursued in individual cases.

— It has been determined that teachers can be characterised by rather
favourable attitudes towards the introduction of innovations in a school.
In contemporary education, teachers are most in favour of the education
of the disabled and adult teaching and least in favour of the change of
assessment system and group learning. The majority of teachers have a
rather favourable attitude towards the differentiation of education;
however, they follow the standards applicable to professional education
in their work. It has been identified that the teachers consider the intro-
duction of computer technologies and the integration of new disciplines
(improvisation, ensemble, accompaniment, etc.) in the curriculum the
most relevant education innovations. A successful introduction of inno-
vations is associated with an improving material situation of a school
and teacher’s personality.

— The hypothesis brought forward by the author proved to be right. Accor-
ding to it, different pedagogical profiles working in different directions
and forming an educational practice manifest themselves in contem-
porary education: Moderate Conservatives, Moderate Innovators, Con-
servatives, Liberal Reformers. It has been identified that a conservative
approach is slightly more intensive than liberal in contemporary educa-
tional practice; education is essentially defined by the confrontation of
the two approaches. Such a conclusion is prompted by a slightly higher
number of Moderate Conservatives and Conservatives compared to
Moderate Innovators and Liberal Reformers.



306

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VIII

Mûzikas skolu pedagogu attieksme
pret savu profesiju perspektîvas izglîtîbas rakursâ:

mûzikas satura un inovâciju popularizâcijas aspekti

Ìiedre Gabnîte

Kopsavilkums

Bûtu kïûdaini noliegt, ka pârvçrtîbu procesu mûzikas izglîtîbâ (tas izriet
no izglîtîbas modeïu maiòas) daïçji ietekmç mûzikas skolu pedagogu moti-
vâcija, kvalifikâcija un pieeja izglîtîbas inovâcijâm. Tieði tâpçc ir aktuâli
analizçt iepriekðminçto pedagogu attieksmi pret savu profesiju. To nosaka
liels skaits specifisku kognitîvâs un emocionâlâs izturçðanâs komponentu,
kas izpauþas gan skolotâju izglîtotîbâ un viòu profesionâlajâ kompetencç,
gan attieksmç pret skolçniem, darba stilâ, mâcîbu metoþu daþâdîbâ utt. Visi
ðie faktori var daudzveidîgi ietekmçt izglîtîbas procesu un rosinât pârmaiòas
mûzikas izglîtîbâ. Skolotâju attieksme nav jauns izpçtes objekts. Tas jau
samçrâ plaði ir analizçts gan lietuvieðu, gan ârzemju autoru darbos. Ðî raksta
novitâte savukârt ir kâds iepriekð nepçtîts minçtâs tçmas rakurss: proti, tiek
izvçrtçta attieksme pret savu profesiju, kas raksturîga speciâlâs mûzikas izglî-
tîbas pedagogiem.

Pçtîjuma problemâtika atklâjas sekojoðos jautâjumos:
1. Kâ mainâs/nemainâs izglîtîbas satura elementi Lietuvas mûzikas skolâs?
2. Kâdas iezîmes skolotâju attieksmç pret savu profesiju var uzskatît par

dominçjoðâm, raugoties profesionâlâs motivâcijas rakursâ?
3. Kâ skolotâju attieksme pret savu profesiju ietekmç izglîtîbas saturu un

formu praksç?
4. Kâ skolotâju attieksme pret savu profesiju ietekmç viòu viedokli par

mûsdienu izglîtîbas inovâcijâm?
5. Kâda tipa skolotâji (sprieþot pçc statistikas) ir visinteraktîvâkie savas

attieksmes pauðanâ?
Pçtîjuma objekts ir mûzikas skolotâju attieksme pret savu profesiju.
Pçtîjuma mçríis ir analizçt, kâ izpauþas mûzikas skolotâju attieksme

pret savu profesiju izglîtîbas modeïu maiòas kontekstâ.
Pçtîjuma metodes: aprakstoðâs statistikas metodes: datu grafiskâ vizuali-

zâcija u. c.; varbûtîbas statistikas metodes: hî kvadrâta tests; multidimen-
sionâlâs statistikas metodes: faktoriâla datu analîze, korelâcijas un regresijas
analîze, datu kopu analîze.
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Lithuania, Estonia and Finland are members of the European Union,
which indicates that education systems in these countries could be very similar
because of the main directives of the European Commission, the recommen-
dations of the Committee on Culture and Education (European Parliament),
common projects, etc. and despite a lot of differences between these countries
of the Baltic region. Formal and non-formal music education has old tradi-
tions in each of the countries, therefore the experience of each country is very
valuable and important for the new findings in the optimization of music
education programs and processes.

The analysis of scientific literature and documents was used in an attempt
to reveal the peculiarities of Lithuanian, Estonian and Finnish music education
systems. The paper presents the research carried out among future music
teachers in Lithuania, Estonia and Finland.

Key words: music education, singing, music activities, non-formal edu-
cation.

***

Music education is an important part of general education, aimed at
the development of full-fledged and valuable members of society who demon-
strate the unity of creativity, imagination and skills of emotional intelligence.
Each country in the European Union has its own educational system which
leads to the development of personal qualities and skills using the peculiarities
of music and music education. Formal and non-formal music education systems
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are formed as the outcomes of internal (e.g., mentality) and external (e.g.,
dir ectives of the European Commission and the recommendations of the
European Parliament) influences in each country. Therefore, the experience
of each country in this sphere is very valuable not only for their own use, but
also as a source of inspiration for the education communities of other countries.

Moreover, the role of non-formal music education has to be emphasized.
For example, the Lithuanian National Education Strategy for 2013–20221

emphasizes that the formal curriculum does not provide sufficient oppor-
tunities for the realization of self-expression, character and identity creation,
the formation of the national consciousness. It does not allow to understand
the proper role of culture and creator and to unfold creative freedom and
creativity. Lithuanian general education schools are not realizing its full
potential in order to improve the quality of interaction with the human and
the societal needs.

Thus, non-formal education is particularly relevant in Lithuania, where
there is a big educational perspective in this field2. Much attention is being
paid to non-formal education throughout the European Union – it is high-
lighted in the European Commission Rethinking Education Strategy (2012)3.
This form of education and training is particularly attractive due to the
specific conditions: voluntary, personal initiative, self-expression needs. Both
forms of education (formal and non-formal) of children and young people
provide opportunities for new generations to become active members of
society and successfully operate in it.

The aim of the research – to clarify the similarities and the differences
of formal and non-formal music education processes in Lithuania, Estonia
and Finland.

The research questions:
1. What are the peculiarities of formal and non-formal music education

systems in Lithuania, Estonia and Finland?
2. What are the most successful and the most problematic fields in music

education in these countries?
3. Which music activities take the first position in the process of music

education in each country?

1 Valstybinë ðvietimo 2013–2022 m. strategija (2012). http://www3.lrs.lt/pls/
inter3/dokpaieska.showdoc_l?p_id=438859 (accessed 20 January 2015).

2 Valstybinë ðvietimo 2013–2022 m. strategija (2012). http://www3.lrs.lt/pls/
inter3/dokpaieska.showdoc_l?p_id=438859 (accessed 20 January 2015).

3 European Commission Rethinking Education Strategy (2012). http://europa.eu/
rapid/press-release_IP-12-1233_en.htm (accessed 20 September 2015).
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The research methods, instruments and respondents: the theoretical
analysis involved the examination of scientific literature and documents.
The empirical research was carried by means of questionnaires out in Lithu-
ania, Estonia and Finland. The statistical analysis was carried out using
SPSS Statistics 17.0 software of statistic data processing: descriptive statis-
tics – the calculation of percentage frequency. There were 200 participants –
future music teachers from Lithuania, Estonia and Finland, who completed
the questionnaire (that consisted of closed questions). Future music teachers
gave their written opinion about the relevance of singing and vocal education,
its importance and significance for a learner’s personal development.

The structure of Lithuanian Education System (Figure 1) provides a lot
of possibilities for children aged 3 to 5 (pre-school education) to acquire
some skills of musicianship, because children in kindergartens have music
classes with a music subject teacher for about 30 minutes twice a week.
Additionally, children have festivities (at least 6 times a year), which almost
always include songs, dances and music. There are some music projects and
musicians’ visits to kindergartens organized, too.

Figure 1. The structure of Lithuanian education system4

4 LR Ðvietimo ir mokslo ministerija (2014). Ðvietimo sistema. http://www.smm.lt/
web/lt/smm-svietimas/svietimo-sistema and http://www.smm.lt/web/en/education_1
(accessed 20 January 2015).
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There are different activities that could be chosen by parents for their
children additionally – as non-formal education. Now it is very popular to
let children go to ‘schools’ (e.g., Nykðtukø mokyklëlë = Little Elfins’ School,
Estetinio ugdymo mokyklëlë = Little Aesthetic Education School, Þiniukø
mokyklëlë = Little School Knowledge, Rudnosiuko mokyklëlë = Little Brown-
Nose’s School, etc.); it is especially true for big cities (e.g., Vilnius, Kaunas,
Klaipëda). There are musical activities for children that give opportunities
to improvise, create and analyse music, sing thus promoting their self-expres-
sion and strengthen their original musical knowledge in these ‘schools’. Music
is an ideal tool to reveal a child’s personality and develop it; that enables the
child to learn himself and others. Almost in all cases parents have to pay for
these activities.

There is one or two music lessons per week at the beginning of basic
education (in Grades 1–4) in Lithuania. It could be given by the class teacher
or a music subject teacher, depending on a separate school administration’s
decision. There have been a lot of discussions about the problems in this
situation because some researches have showed (Abramauskienë 2004; Abra-
mauskienë, Judickaitë 2009) that class teachers are not sufficiently competent,
but not many changes have occurred mainly because of financial problems.

Special music education as an elective is available at this child’s age in
the form of non-formal education in music and art schools. The initiative
may be private, but there are clubs for children that are financed by state
institutions.

Estonian music education has two branches (Figure 2):
1) Music is one of the compulsory subjects in general education (in kinder-

gartens, primary schools, basic schools and secondary schools).
2) Special music education is available in music and art schools, in special

music colleges, in Tallinn Music High School and in the Estonian Aca-
demy of Music and Theatre.
According to Republic of Estonia Education Act (2014)5, music schools

are classified as ‘hobby schools’ in Estonia. The main role of music schools
in Estonian music education is to provide elementary music education for
future professional musicians. There is no tradition of teaching future musi-
cians in private schools in Estonia. The other role of non-formal music educa-
tion is to give possibilities for developing, getting decent instrumental skills
and experience of ensemble playing to a large number of children and youth.

5 Republic of Estonia Education Act (2014). https://www.riigiteataja.ee/en/eli/
524042014002/consolide (accessed 30 September 2015).
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Figure 2. The Structure of Estonian Education System and Music Education6

In Estonia, music is mostly taught by qualified music teachers (there
are a few exceptions in primary and basic level where music is taught by
class teachers). From the seventh grade up to the twelfth grade all subjects
are taught only by teachers-specialists (regulated by the law).

The curriculum in Estonia emphasizes the integration of various discip-
lines. The majority of music teachers are interested and able to integrate
music and other disciplines – languages, history, sciences, visual arts and
movement. They have started to use computers and technology in music
lessons. However, here one can see another danger – they allot less and less
time in music lessons for singing and for playing instruments.

The Finnish National Core Curriculum presents very wide objectives
set for music education and therefore in all grades teachers have a lot of

6 According: The Estonian Education System – 2014. http://mavoieproeurope.
onisep.fr/en/initial-vocational-education-and-training-in-europe/estonia/ (accessed 30
January 2015); The Estonian Education System (2011). http://www.virtualschools
andcolleges.eu/index.php/Estonia (accessed 30 January 2015); The National Curricu-
lum for Basic and Secondary Schools (2010). http://www.slideshare.net/OLEtark/
education-system-in-estonia-novara?next_slideshow=1 (accessed 30 January 2015).
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freedom when choosing the contents and the methods to be used in their
teaching. Compulsory basic education encompasses nine years and caters
for all children aged from 7 to 16 (Figure 3). In grades 1 to 6, there is usually
one or two music lessons per week, normally given by the class teacher
(Master of Education). In grade 7 there is one compulsory music lesson
weekly given by a music subject teacher (Master’s degree in Music Education).

Figure 3. The Structure of Finnish Education System7

The researches (Tereska 20038, Vesiojan 20069) find that Finnish future
class teachers’ evaluation concerning the sufficiency of their musical skills is

7 Finnish National Board of Education  (2015). http://www.oph.fi/english/education_
system (accessed 20 September 2015).

8 Tereska, Tarja (2003). Peruskoulun luokanopettajiksi opiskelevien musiikillinen
minäkäsitys ja siihen yhteydessä olevia tekijöitä = Pre-Service Elementary Teachers’
Self-Concept in Music, and Its Contributing Factors. Helsingin yliopiston opettajan-
koulutuslaitoksen tutkimuksia 243. https://helda.helsinki.fi/bitstream/handle/10138/
20006/peruskou.pdf?sequence=1 http://www.smm.lt/web/en/education_1 (accessed
20 January 2015).

9 Vesiojan, Terhi (2006). Luokanopettaja musiikkikasvattajana = The Class Teacher
as a Music Educator. Joensuun Yliopiston kasvatustieteellisiä julkaisuja 113.
http://epublications.uef.fi/pub/urn_isbn_952-458-810-2/urn_isbn_952-458-810-
2.pdf (accessed 20 January 2015).
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lower than that which is seen in the results of earlier researches. Because of
their insufficient musical skills, nearly one-third of the target group state
that they do not want to teach music to his/her own class.

Music is a compulsory subject from the first up to the twelfth grade in
Estonia (National Curriculum for basic and secondary schools, 2002). The
situation is different in Lithuania and Finland (Figure 4). The subject of
music has become optional. During grades 8 to 9 music is, in most schools,
an optional subject in Finland, the same happens in Lithuania in grades 11
to 12 (the exception is schools with specialized educational field programmes).
It is noteworthy that Finnish education system is a leader, and this year it is
going to radically reform the way its children are taught, scrapping traditional
‘teaching by subject’ in favour of ‘teaching by topic’ (Garner 2015)10.

Institution Grade Lithuania Estonia Finland
Kindergarten 2 lessons 2 lessons *
Primary school grades 1–3 1–2 lesson 2 lessons 1–2 lessons
Basic school grade 4 1 lesson 2 lessons 1–2 lessons

grades 5–6 1 lesson 1 lesson 1–2 lessons
grade 7 1 lesson 1 lesson 1 lesson
grades 8–9 1 lesson 1 lesson 1 (optional)

lesson

* According to Anu Sepp (2014)11, there are no music lessons as such in Finnish
kindergartens, there is ‘integrated activity’, but not music lessons.

Figure 4. Music as a Compulsory Subject in Lithuania, Estonia
and Finland (Lessons per week)

There are several fields that cover the full children’s music education in
the Lithuanian formal education. The subject of music consists of three areas:
musical expression (singing, playing, creative and performance skills); liste-
ning to music; music cognition in the social and cultural environment. As
compared with Lithuanian, the Estonian basic activities of general music

10 Garner, Richard (2015). Finland Schools: Subjects Scrapped and Replaced with
‘topics’ as Country Reforms Its Education System. http://www.independent.co.uk/
news/world/europe/finland-schools-subjects-are-out-and-topics-are-in-as-country-
reforms-its-education-system-10123911.html (accessed 30 September 2015).

11 Sepp, Anu (2014). From Music Syllabi to Teachers’ Pedagogical Thinking: A
Comparative Study of Estonian and Finnish Basic School Education. University in
Helsinki: Research Report 359. https://helda.helsinki.fi/bitstream/handle/10138/
135788/tut_359_ethesis.pdf?sequence=1 (accessed 20 September 2015).
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education are performing (singing, playing instruments), composing, listening
to music, and music history.

In Lithuania, singing as one kind of musical expression is popular in
pre-school-education, pre-primary and primary education. For example, this
activity is also highlighted in the newest Pre-primary Education Development
Programme, “when singing, humming, intoning he expresses his emotions
and thoughts. He plays music games, music circles, sings unanimous songs.
The child sings in different harmonies (major, minor, etc.), simple tunes.
[…] learns to know his voice peculiarities and possibilities, becomes used to
breathing correctly, articulate” 12.

This activity is one of the leading ones in the non-formal music education.
For example, it is the most popular non-formal education activity from all
music activities among schoolchildren of grades 5–11 in Lithuania (Ruðkus,
Þvirdauskas, Staniðauskienë 2009: 24).

The Estonian Music Teachers’ Union has been regarding singing (inclu-
ding choral singing) as one of the main goals of music teaching to preserve
and maintain the cultural heritage and traditions. As singing education in
ordinary schools in Estonia is on a quite high level, music schools are mostly
focused on instrumental teaching.

In Finland, the quantity and quality of singing in class usually depends
on the teacher’s own interest in singing and his or her competence in teaching
singing (Pihkanen 2010). Singing lessons became literally music lessons in
the 1970’s great educational reform when the subject’s name was changed
from singing to music. It was an introduction of different music practices
into the music education besides singing (Sepp 2014: 23), but singing is still
the most popular music making tool in music lessons. Music teachers and
future music teachers find singing and vocal skills an essential part of music
education.

Thus, singing as the most popular activity in formal and non-formal
music education could be an indicator of some tendencies in all music educa-
tion. Therefore it was decided to explore this area of music education by
analysing future music teachers’ attitudes. Besides, future music teachers
were chosen for the research because they have a tight connection with the
future, with the future music education in general. They will take care of
future music education; therefore their opinions are very important.

12 Prieðmokyklinio ugdymo bendroji programa (2014). Vilnius: Ðviesa, pp. 64–
65. http://issuu.com/ikimokyklinis/docs/sviesa_bpup_maketas/1 (accessed 20 Sep-
tember 2015).
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The future music teachers believe that they feel a very strong impact of
singing on such personal qualities as creativity, self-confidence, individuality,
emotionality (Figure 5). It was asked: Does singing and vocal education
influence students’ personal qualities and skills? We have noticed that future
music teachers in Finland have highlighted the connection between emotio-
nality and vocal education, but they do not think that singing is very important
for self-confidence. More than 30% of future music teachers in the other
two countries spoke about a very strong impact on all listed qualities.

There was a question about the importance of singing for school-
children’s musical education (Figure 6). The majority of the future music
teachers in all the three countries have chosen the answer that shows that
singing is very important.

Figure 5. The influence of singing on personal qualities (%)

Figure 6. The importance of singing for schoolchildren’s musical education
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The future music teachers were asked about their attitudes to singing
solo in the classroom, i.e. whether it is important for schoolchildren’s per-
sonal development. There are more than 70% Lithuanian future music
teachers, more than 50% Estonian future music teachers and more than
30% Finish future music teachers who consider it very important and impor-
tant (Figure 7).

Figure 7. The importance of solo singing in classroom for
schoolchildren’s personal development

The question about the importance of teachers’ singing abilities in the
music lessons (Figure 8) was asked, too. The biggest part of future music
teachers in all three countries have chosen the answers, which show that
singing abilities are very important or important. In another research in
Lithuania (Jucevièiûtë-Bartkevièienë 201313) there were more than 90% of
working and future music teachers, who claimed that vocal abilities and
skills are important in a music lesson, as also more than 80% of working
and future music teachers argued that vocal education is important to their
subject-specific competences.

13 Jucevièiûtë-Bartkevièienë, Vaiva (2013). Strategy of Future Music Teachers’
Individual Vocal Education . Vilnius: Edukologija. http://vddb.library.lt/fedora/get/
LT-eLABa-0001:E.02~2013~D_20140127_155019-80879/DS.005.0.01.ETD
(accessed 20 September 2015).
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Figure 8. The importance of a teacher’s singing abilities in music lessons

Conclusions

— The research shows that formal and non-formal music education systems
in Lithuania, Estonia and Finland are very similar. It is evident that
there are some differences in the distribution of music lessons in different
grades. The Estonian music education system creates more possibilities
to get more music knowledge because music is a compulsory subject
from the first up to the twelfth grade in Estonia and there are more
music lessons throughout the years of education.

— The most problematic fields in music education in Lithuania and Finland
are connected with the sufficiency of class teachers’ musical skills. The
integration of different disciplines and the growing significance of com-
puters and technology could cause danger of spending less time in music
lessons for singing and for playing instruments in Estonian music edu-
cation.

— Singing is a very popular activity in all the three countries considered.
The research in Lithuania, Estonia and Finland has revealed that there
is a very strong impact of singing on such personal qualities as creativity
and emotionality. It also shows that singing is very important for school-
children’s musical education, the importance of teacher’s singing abilities
has been underlined.
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Kopîgais un atðíirîgais Lietuvas, Igaunijas un Somijas
formâlajâs un neformâlajâs mûzikas izglîtîbas sistçmâs

Vaiva Jucevièûte-Bartkevièiene
Katri-Lîsa Vainio
Timo Pihkanens

Kopsavilkums

Lietuva, Igaunija un Somija ir Eiropas Savienîbas dalîbvalstis. Tâdçï
pirmajâ mirklî varçtu domât, ka izglîtîbas sistçmas ðajâs valstîs ir ïoti lîdzîgas–
izrietoðas no Eiropas Komisijas direktîvâm, Eiroparlamenta Kultûras un Izglî-
tîbas komitejas ieteikumiem, kopîgiem projektiem utt. Tomçr ðo valstu izglî-
tîbas sistçmâs ir bûtiskas atðíirîbas. To nosaka tradîcijas, turklât katras valsts
pieredze ir ïoti vçrtîga un nozîmîga; tâ sniedz impulsus jauniem atklâjumiem,
kuri varçtu palîdzçt optimizçt mûzikas izglîtîbas programmas un procesus.

Lai noteiktu Lietuvas, Igaunijas un Somijas izglîtîbas sistçmu îpatnîbas,
tika analizçta zinâtniskâ literatûra un dokumenti. Raksta pamatâ ir pçtîjumi,
kas veikti Lietuvâ, Igaunijâ un Somijâ topoðo mûzikas skolotâju vidç.

Pçtîjuma mçríis bija atklât kopîgo un atðíirîgo formâlâs un neformâlâs
mûzikas izglîtîbas procesos Lietuvâ, Igaunijâ un Somijâ.

Pçtîjuma jautâjumi:
— Kâdas îpatnîbas piemît formâlâs un neformâlâs mûzikas izglîtîbas sistç-

mai Lietuvâ, Igaunijâ un Somijâ?
— Kâdas ðajâs valstîs ir visveiksmîgâkâs un visproblemâtiskâs mûzikas

izglîtîbas jomas?
— Kâdâm muzicçðanas formâm ðo valstu izglîtîbas sistçmâ paredzçta prio-

ritâte?
Pçtîjuma izstrâdes gaitâ radâs vairâki secinâjumi.

— Formâlâs un neformâlâs mûzikas izglîtîbas sistçmas Lietuvâ, Igaunijâ
un Somijâ ir ïoti lîdzîgas. Acîmredzamas ir atðíirîbas starp mûzikas
stundu sadali daþâdâs klasçs. Igaunijas mûzikas izglîtîbas sistçma rada
vairâk iespçju gût mûzikas zinâðanas, jo mûzika ir obligâts mâcîbu
priekðmets no pirmâs lîdz divpadsmitajai klasei, un arî kopumâ visâ
izglîtîbas procesâ ir vairâk mûzikas stundu nekâ Lietuvâ un Somijâ.

— Problemâtiskâkâs jomas Lietuvas un Somijas mûzikas izglîtîbas sistçmâs
ir saistîtas ar skolotâju neadekvâtajâm muzikâlajâm spçjâm. Daþâdu
disciplînu integrâcija un augoðâ datoru un citu tehnoloìiju loma rada
draudus dziedâðanas un instrumentu spçles pietiekami kvalitatîvai apmâ-
cîbai abâs valstîs.
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— Dziedâðana ir ïoti populâra muzicçðanas forma visâs trijâs valstîs. Pçtî-
jumi Lietuvâ, Igaunijâ un Somijâ atklâja, ka dziedâðana atstâj spçcîgu
iespaidu uz tâdâm raksturîpaðîbâm kâ radoðums un emocionalitâte. Tie
arî vçstîja, ka dziedâðana ir ïoti svarîga skolçnu muzikâlajai izglîtîbai,
savukârt skolotâju dziedâtprasme var tieði ietekmçt skolçnu muzikâlo
attîstîbu.
Atslçgvârdi: mûzikas izglîtîba, dziedâðana, mûzikas aktivitâtes, nefor-

mâlâ izglîtîba.
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Choral singing is a form of music, which has deep roots in the worldview
of Lithuanians and their national culture traditions. The first professional,
who provided basic recommendations for the improvement of choir singers’
performance, was Juozas Naujalis, whereas Stasys Ðimkus and later Mikalojus
Konstantinas Èiurlionis did the same in publicist articles. Numerous nice
traditions, such as Song Festivals, choir campuses and contests, are observed
in Lithuania. Choral arts have been researched by choirmasters-practitioners
and educational researchers Anicetas Arminas (1991, 1998), later Lina Dum-
bliauskaitë (2001), Regimantas Gudelis (2001, 2003), Zenonas Rinkevièius
(2002), Stanislava Jareckaitë (1993, 2008), Romaldas Peèeliûnas (2003),
Rasa Gelgotienë (2011) and others.

Choral singing implies the awareness of vocal techniques and means of
musical expression and increases possibilities of music playing and musical
self-expression. Attending a choir is a perfect means of leisure activities and
satisfaction of personal needs. This is particularly expressed through contem-
porary tendency of organising music projects, where not only perfect choir
singers are invited to sing in choirs but also homeless people, senior citizens,
convicts and the blind. Thus, social factors that promote communication,
collaboration and support aspects in a society may be indicated.

Training music teachers at a university, where choral singing is one of
the study subjects in the study programme, the enhancement of motivation
and encouragement of creative self-expression is carried out by integrating
various instruments, movement, dance, theatre, fine arts, design and other
elements into the choir performance. A range of forms are also employed:
choral compositions of various styles, musicals, operas for children, etc. Ac-
cording to the students, subject-specific abilities of music teachers are nur-
tured, personality qualities and teacher-student collaboration are strengthened.
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The aim of the research: to reveal the peculiarities of traditions and
innovations of choral singing in Lithuania and the role of music teachers in
their development;

Methods of the research: the analysis of scientific literature, synthesis,
generalisation.

Key words: tradition and innovation, choral singing, Lithuania, training
future music teachers.

Choral singing in Lithuania

The traditions of Lithuanian national choral singing date back to the
end of the 19th century – the beginning of the 20th century, when the choirs
singing in Lithuanian and considering themselves Lithuanian started to per-
form. Though the cultural political and ideological context in Lithuania
underwent dramatic changes in the 20th century, the national choral singing
tradition, having experienced severe and painful losses, continued to develop
as a unified Lithuanian tradition and fostered national and humanistic values.
According to Regimantas Gudelis (2001), Lithuanian choral art developed
into the mature choral culture of European level, which is represented through
professionalism. Thus, choral singing has become one of the most efficient
ways and forms for evoking, protection and development of ethnic self-
awareness and Lithuanian identity in the course of history.

Song Festivals are a consistent system of choral singing propagation
and nurturance of its traditions, which is 91 years old and dates back to
1924, when the first Song Day was held. This is a unique phenomenon that
unites the Baltic States. The Song Festivals, which were included into the
UNESCO List of Intangible Cultural Heritage in 2003, are important cultural
events, which have been fostering choral singing traditions. The Song Festivals
have found their well-established place in the Lithuanian culture: from a
one-day event, where only choirs used to sing, to the festival of six days,
where ensembles of folk dance and songs, Lithuanian national dance and
instrumental ensembles, as well as wind-instrument and symphonic orchestra,
children, youth, women, men and mixed choirs take part. After the restoration
of Lithuania’s independence, the expansion of the Song Festival to other
areas of arts was obvious. Each Festival consolidated the patriotic sense of
community among citizens. The geography of participants in the Song Festi-
vals also became much broader and included Lithuanians from 10–15 coun-
tries. Hence, the festival was also referred to as the World Lithuanian Song
Festival. Local Song Festivals were held in the periods between the World
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Lithuanian Song Festivals. Antanas Maceina, a prominent Lithuanian philos-
opher, points out:

“National traditions serve as spiritual expression of an individual in
specific circumstances. They do not live alongside people as works of science
and arts. They exist inside each individual as revival of immanent national
past. National traditions firstly maintain the unity of the nation’s life. Having
broken the links with own traditions, the nation becomes a different nation.
To retain national traditions and to pass them down to new generations
mean maintenance and transfer of unity of historical life and national iden-
tity” (Maceina 1934: 251).

Hence, from this perspective, the tradition of the Song Festival is an
expression of national cultural identity, which is based on mass movement
of choir collectives. The artistic product created by them and the very existence
of such phenomenon (including all the additional manifestations: internal
and broader interpersonal communication, educative and creative activities)
perform the function of interim and linking thread between archaic culture
layers and contemporary professional creation (Rastenienë 2007). From the
civic and political perspective, the Song Festivals, particularly in the period
of Soviet occupation, were as if a secret weapon for the preservation of
national identity and the protection of goals of independence. The fact that
the regaining of the independence of the three Baltic States in 1990 took
place as ‘singing revolutions’ may be perceived as an outcome of the world-
view formed by the tradition of the Song Festival. However, the tradition of
this festival cannot refer only to the national tradition or the status of the
national monument as employing own ways of expression, it addresses esthe-
tical and communicative functions. Communication occurs at all levels: the
head of the choir communicates with choir members, singers communicate
with each other, they interact with the head of the choir, and the members
of the choir establish contacts with the audience. The communication while
performing in the choir can hardly be defined in words and is one of the
most intangible actions at the moment of interpretation creation (Durrant
2009). The rituality of the final concert of the Song Festival and its artistic
architectonics as if add communicative and value-based aspects to the per-
formed music works (Gudelis 2001). Non-verbal communication creating
joint interpretation emerges unconsciously and it has influence on choral
singing. Hence, the European choral singing tradition, refined at the national
level, has become one of the most democratic ways of public esthetical self-
expression and musical activities.

Every time preparing for the Song Festival, the organisational committee
member draw up the repertory, which usually embraces regularly performed
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songs from the so-called ‘gold fund’ (the most popular harmonised folk songs,
old patriotic songs, the most favourite compositions created by professional
composers, deep-rooted stage compositions of folks dances), as well as the
best works by contemporary authors (tenders for acquisition of new compo-
sitions are regularly called for). The updating of the programme of the Song
Festivals shows their adaptation to contemporary culture and its universality.
This predetermines an interest in the folk culture despite the transformations
of its old traditions, i.e. their new application. Two possible threats may be
singled out in relation to the Song Festivals: 1) the application of old tradi-
tions, which may cause routine and stagnation; 2) the introduction of innova-
tions that may result in disrespect for the old traditions, when it is thought
that they may be modified and applied the way anybody wants. However,
the synthesis of the old and the new traditions in the Lithuanian Song Festivals
may be explained as a compromise (Andrijauskas 2003). The experience
accumulated during each newly organised Song Festival is passed down to
the young generation. It depends on young people whether the tradition of
the Song Festivals will be further nurtured but the old traditions of organi-
sation of the festivals may disappear as representatives of young generation
tend to underappreciate the old (Fromm 2005).

Next to the traditional Song Festivals, Estonia, Latvia and Lithuania
hold joint student song and dance festival Gaudeamus and the international
folklore festival Baltica. However, these events are comparatively recent,
significantly less massive, where participants are restricted either by age or
by form of cultural expression and can hardly amount to the national Song
Festival (Rastenienë 2007).

Importance of choral singing in music education

Choral singing is a unique activity that allows to penetrate into the
secrets of music art, to perceive the regularities characteristic of all kinds of
arts, to learn to appreciate and love music self-developing culture of senses,
imagination, creativity, and has the closest connection with the national
culture. Choral singing may be defined as an esthetical-musical activity, where
participants (the head of a choir, singers, i.e. music performers) transfer the
content of a musical composition and embodied artistic-intonational con-
struct (Jareckaitë 2008). This embraces not only esthetical but also other
aspects of the conception of choral singing: worldview, beliefs, sensation of
world, spiritual and moral relations, etc. Taking into account the aforesaid,
Zenonas Rinkevièius (2002) argues that possessing strong emotional, moral
and intellectual impact on both singers and listeners and being relatively
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simple, assessable and democratic, choral singing has been a secure shield of
national vocal and musical culture, a reliable and well-tried means of folk
mass education and training as well as the nurturance of general culture of
the young generation.

The fact that the participation in choirs has impact even on behaviour
of convicts has been evidenced. Mary L. Cohen (2009) carried out an expe-
riment, which aimed to compare wellbeing among several groups of convicts
(prisoners, who sing in the choir and the ones, who cannot sing in the choir).
Statistically significant difference was established in four scales of the data
acquired from experimental and reference groups: emotional stability, com-
municability, happiness and joviality. For example, some prisoners tend to
communicate only with other prisoners unless volunteers encourage them
to mix up with others. However, performing with choirs provided convicts
with happiness (the responses of prisoners: ‘elevated spirit during this week’,
‘the most wonderful time over 8 years’, ‘this touched my heart so strongly
that I cried three times’). Hence, investigating the short-time and long-time
influence on choir singers, it can be concluded that choral singing may im-
prove prisoners’ life from various aspects and encourage their correction.

The impact of singing in community choir on people after stroke has
been substantiated by research (Tamplin, Baker, Jones, Way & Lee 2013).
Despite various difficulties, singing is always an acceptable and pleasant
activity for the majority of people with aphasia after stroke. The preliminary
results were pleasing: the analysis of the interview showed that the influence
of group singing is significant to people with aphasia. The research data
revealed an increase in confidence, mutual support, stronger motivation and
changes in communication patterns.

Contemporary information technologies have strongly contributed to
the huge popularity of reality shows in the Lithuanian television. Recently
the programme Chorø karai (Clash of Choirs) has become immensely popu-
lar. The essence of this project is to demonstrate the abilities of the choir to
fascinate viewers and the judges as well as to defeat competitors. During the
week choirs have to prepare a new performance and learn a new choral
composition. The choirs from different towns in Lithuania not only fight for
the honour of the represented town but also win prizes. The prizes go to
charity. It can be assumed that viewers, encouraged by the watched program-
mes, may decide to learn singing and choirs have become popular and liked
by the viewers. Hence, the project performs not only entertaining function
but also an educational one. The social factors, which encourage commu-
nication, collaboration and support, are also highlighted.
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The most distinctive feature of the choir is its sound culture, which is
predetermined by the following artistic-technical elements: vocal technique
of choral singing, cognition of means of musical expression and musical
expression itself. The main goal of the choir is to sing and singing is one of
the most natural ways of self-expression. However, only the voice is not
enough, it is necessary to teach a choir singer to properly manage one’s own
instrument, i.e. to appropriately form it. The development of choral vocal
embraces two main teaching elements: solo singing, which targets at training
of an individual voice, and choral singing, which is characterised as harmony
achieved, when all the choir members sing together. Its essence is to hear
oneself and other members singing together.

According to Jean Ashworth Bartle (2008), it is obvious that the main
task of choir leaders is to maintain and develop a lifelong passion. It is im-
portant to ensure that a choir singer learn healthy vocal habits in a positive
and sustainable environment. Firstly, vocal freedom should be achieved,
then, the foundation of resonant tone on breathing; thirdly, choice and dra-
wing up of the repertory and sensation of joy, which overwhelms you singing
and sharing your own singing with others, consolidates love for this activity.
The achievement of these goals will result in the development of choir singers
who are motivated and willing to sing in choirs lifelong.

Choral singing in training future teachers of music
at Lithuanian University of Educational Sciences

Training pre-service teachers of music at Lithuanian University of Educa-
tional Sciences (LEU), Choral Singing is a study subject of the study prog-
ramme, which aims to develop practical and artistic skills of choral singing.
Students learn to sing in a choir, acquire practical concert experience and
learn to critically evaluate their own musical activities. The main objective
of choral singing is to enable a student to obtain practical skills of ensemble
performing, reading the music score, singing a cappella and with instrumental
accompaniment; to familiarise students with practical skills of performing
of various musical styles, making attempts to reveal the musical taste of future
music teachers and to expand their musical outlook; to encourage self-depen-
dence, to teach to notice and solve problems emerging in the creative process;
to reveal the need to actively involve in concert life. Having successfully
completed the study course, a student will be able to professionally perform
choral parts of various musical styles, genres and complexity; will acquire
specific choral and ensemble singing skills; will be able to objectively evaluate
the possibilities of the choir in choosing the repertory for concerts; will have
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acquired the necessary experience in concert practice. Learning the study
subject of choir studio, the repertory for choir is chosen under supervision
of the leader of the choir, interpretations of the chosen musical compositions
and peculiarities of conducting are discussed and practically implemented,
students learn to properly perform them in terms of style, genre, form, inter-
pretation and singing technique. Every semester, studying the choral studio
and taking into consideration the composition of specific musical ensemble
(choir) and musical abilities, the repertoire is chosen and practical work is
organised. In different semesters students get gradually more complicated
assignments regarding the repertoire choice and performing.

To encourage students’ motivation, choral singing is integrated into
various performances of instruments, movement, dance, theatre, fine arts,
design, etc. Lately musical educational projects have become particularly
popular in LEU. According to Jolanta Lasauskienë et al. (2007), the purpose
of musical educational project embraces envisaged educational ideas and
solution of specific problems of music education improvement, employing
new techniques and activity forms. At the same time, the development of
musical educational projects and their implementation in the university studies
focus on the development of students’ experience, knowledge, abilities and
competences to enable them to properly prepare for educational activities in
school of general education. Students perform at University, in schools of
general education and concert halls in Vilnius. The following projects created
during choral studies of the Department of Music may be singled out: Pasaka
(“Fairy Tale”; head: Assoc. Prof. Dr. Vilius Tavoras), Pupa ir seneliai (“The
Bean and Elderly People”), Voro vestuvës (“Spider’s Wedding”) by Mikas
Vaitkevièius, Du gaideliai (“Two Roosters”) by Juozas Lygutas, Grybø karas
(“War of Mushrooms”) by Zita Bruþaitë, Pif’s Adventures by Banga Bala-
kauskienë, Þiogo dainelë (“The Grasshopper Song”) by Laurynas Vakaris
Lopas (head: Assoc. Prof. Kastytis Barisas). The following works by the
composer Vytautas Barkauskas junior, who works in the Department of
Music of Lithuanian University of Educational Sciences, have also attracted
attention: the musicals for children Muzikinë pasaka (“Musical Fairy Tale”),
the trilogy of operas Gripino dovana (“Gripin’s Present”), Gripino klasta
arba kas taps karaliumi (“Gripin’s Treachery or Who will Become the King”),
Gripino svajonë (“Gripin’s Dream”). Two aspects of students’ involvement
into the project activity may be singled out:
1) musical activities encourage students to cognize, learn and create because

the participants in the project actively engage in the process of creation;
they create by employing their experience and knowledge;
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2) participation in the project is organized as an interactive dialogue: emo-
tional experience and communication with artists (the composer Vytau-
tas Barakauskas, etc.).
The objectives of the projects, i.e. to increase accessibility of music art,

to enable participants to acquire new skills and abilities, to positively influence
personal emotions, to consolidate individual’s emotions, to increase their
social activity are achieved.

Conclusions

— The traditions of Lithuanian national choral singing date back to the
end of the 19th century – the beginning of the 20th century, when the
choirs singing in Lithuanian and considering themselves Lithuanian
started to perform. Choral singing has been one of the most efficient
ways and forms for evoking, protection and development of ethnic self-
awareness and Lithuanian identity in the course of history. It has turned
into mature choral culture of European level and has been represented
by professionalism. The Song Festivals have been a specific area of the
development of the national identity and ethnic self-awareness. They
concentrate and generalise public and artistic activity of choirs in Lithu-
ania.

— Choral singing embraces possibilities of vocal techniques, cognition of
means of musical expression and musical self-expression. Choral singing
also plays an important role in artistic-musical education of people: it
mobilises and rallies people for joint activities, enables cultured leisure
activities, makes people’s life more interesting and varied, enriches their
spiritual world.

— Training future teachers of music at Lithuanian University of Educational
Sciences, innovation in choral singing is manifested through strengthe-
ning of motivation, promotion of creative self-expression, integration
of instruments, movement, dance, theatre, arts and design, etc. into choral
performances. By implementing projects, students are provided with
possibilities of multifaceted self-expression; therefore, their subject-
specific abilities (of music teachers) are developed, their personal features
(self-dependence, confidence, creativity and responsibility) are nurtured
and teacher-student collaboration is enhanced.
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Kormûzika Lietuvâ un mûzikas skolotâja profesija:
tradîcijas un inovâcijas

Jolanta Abramauskiene
Rasa Kirïauskiene

Kopsavilkums

Kormûzikai ir dziïas saknes lietuvieðu nacionâlajâ kultûrâ. Pirmie profe-
sionâlâs mûzikas pârstâvji, kuri palîdzçja attîstît ðo þanru, bija Jozs Naujalis
un Stasis Ðimkus, vçlâk Mikalojus Konstantins Èurïonis. Lietuvieðiem ir dau-
dzas skaistas tradîcijas: dziesmu svçtki (kopð Lietuva atguva neatkarîbu no
Padomju Savienîbas, tie raduði plaðâku ìeogrâfisko vçrienu: parasti tajos
pulcçjas dalîbnieki no 10–15 valstîm, tâpçc tie pârdçvçti par Pasaules lietu-
vieðu dziesmu svçtkiem), sadziedâðanâs un koru konkursi, svinîgi koncerti.
Daudzi ievçrojami politiski darbinieki, izglîtîbas jomas pârstâvji un zinâtnieki
ir studçjuði kormûziku.

Dziedâðana korî ir lielisks veids, kâ pavadît brîvo laiku produktîvi un
sasniegt personiskos mçríus. Tâ attîsta muzikâlâs spçjas un ïauj paðaplie-
cinâties. Mûsdienâs kori arvien bieþâk piedalâs televîzijas pârraidçs. Nozîmîgs
ir arî kordziedâðanas sociâlais aspekts: blakus profesionâliem mûziíiem ðajâ
nodarbç tiek iesaistîti bezpajumtnieki, vecâkâs paaudzes pârstâvji, cietum-
nieki un vâjredzîgie.

Topoðajiem mûzikas skolotâjiem, kas studç Lietuvas Izglîtîbas Zinâtòu
universitâtç, dziedâðana korî ir obligâta. Lîdztekus nodarbîbâm instrument-
spçlç, kustîbu mâkslâ, dejâ, teâtrî, dizainâ un citâs jomâs tâ palîdz studentiem
attîstît motivâciju un izkopt savus mâkslinieciskâs izpausmes veidus. Univer-
sitâte piedâvâ daþâdas radoðâs darbnîcas: to ietvaros tiek iestudçtas atðíirîgu
stilu kordziesmas, mûzikli, bçrnu operas. Kora koncerti sniedz iespçju studen-
tiem apliecinât sevi vairâkos veidos: dziedot korî un solo, atskaòojot instru-
mentâlu pavadîjumu, diriìçjot, veidojot reþiju, darbojoties aizkulisçs utt.
Studenti uzskata, ka visas ðâdi attîstîtâs spçjas ir svarîgas, lai kïûtu par mûzikas
skolotâju; viòi pilnveido arî savu raksturu – patstâvîbu, paðpârliecinâtîbu,
radoðumu, atbildîbas izjûtu. Lîdzdalîba korî stiprina attiecîbas starp studen-
tiem un pedagogiem.

Atslçgvârdi: tradîcija un inovâcija, kormûzika Lietuvâ, kormûzika uni-
versitâtç.
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Non-Formal Education:
Challenges and Opportunities of the 21st Century

in LMTA 1 Music School

Mg. paed. Esta Rûta Urbonavièienë
Lecturer at Lithuanian Academy of Music and Theatre

The general tendencies of non-formal children’s education when school
of the 21st century is orientated towards the fulfilment of children’s needs
for knowledge, development and self-realization, training of active society
members must be applied in all the areas of education. Non-formal education
is not an exception. The current issues of music education often provoke us
to consider how non-formal music education should look like in the context
of educational changes2.

The purpose of this paper is to look at today’s current issues and chal-
lenges of non-formal education faced by all members of this process – children,
teachers and parents. In this paper the attitudes of children, parents and
teachers to the importance of school subjects in educational process, the
evaluation of skills and knowledge are analysed and the strengths and the
weaknesses of music education in LMTA music school are examined.

In order to understand the situation of non-formal music education
‘from the inside’ the research was carried out in LMTA music school. Three
parties participating in music education – children, parents and teachers-
students performing their pedagogical internship – were questioned. The
study was based on the opinion poll (questionnaire).

The aim of this research is to analyze the attitudes of children, parents
and teachers-students (hereinafter – students) towards the process of non-
formal education as a whole. This study aimed to analyze and evaluate if
non-formal education follows:
1) the essential principles of contemporary learning – ability to learn, attrac-

tion, creativity, cognition, clearness, communication;

1 LMTA – hereinafter: Lithuanian Academy of Music and Theatre.
2 Recommendations for preparation and realization of artistic education program-

mes supplementing formal education. See: Ðvietimo ir mokslo ministerija. Nefor-
malusis vaikø ðvietimas. http://www.smm.lt/web/lt/smm-svietimas/svietimas-
neformalusis (accessed 20 September 2015).
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2) the main principles of non-formal education – attractive, individualized
and actual education, based on free choice and collaboration, orientated
towards the interests of children, the development of musical knowledge,
skills and additional professional competences;

3) the principle of democracy when children, teachers and parents are active
creators of educational process together determining development needs.
By using the questionnaire it was aimed to analyze:

— the influence of non-formal education on a child’s socialization;
— children’s learning motivation;
— the relations between children, teachers and parents as well as the psycho-

logical atmosphere of learning.
The research organisation and methodology: this research was based

on questionnaires aiming to analyze the attitudes of children, parents and
students towards the process of music education as a whole. The questions
in questionnaires were raised taking into account the groups of respondents–
children, their parents, and students. 31 pupils of LMTA music school, as
well as 27 parents and 11 students were questioned.

The children’s questionnaire was aimed at clarifying why they study
music; if they attend school willingly; how much time they dedicate to stu-
dying music during a week; whether they like when students teach; which
lesson is their favourite one and which they do not like most; which subject
is the easiest and which is the most difficult one; if they are afraid of exams-
tests. It was also interesting to learn the children’s attitudes towards the
evaluation of achievements in music subjects and if after leaving music school
they would like to continue studying music.

In the parent questionnaires it was asked why they have chosen exactly
LMTA music school; what they think about the students’ work, psychological
atmosphere; what they think about evaluating music subjects with marks;
what they think about the knowledge their child has acquired; how much
time their child dedicate to doing musical exercises and studying music during
a week; what they think about the workload of school subjects; if the process
of learning is important; what their future expectations are.

The student questionnaires aimed to find out what the guiding principles
used during their pedagogical internship are; what the purpose of teacher’s
pedagogical work is. It was also asked if they would like to become teachers
in their future; what the main problems they face during pedagogical work
are; what their attitude towards psychological atmosphere of studying is;
what they think about the evaluation of children’s skills/knowledge, work-
load, utility and relevance of pedagogical internship.
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The parents and the students were also offered to identify the strengths
and the weaknesses of LMTA music school and provide some offers to
improve music education.

Key words: contemporary music education, music learning.

***

The first group of respondents included children whose answers best
reflect the main principles of volunteerism, accessibility, democracy, expe-
rience, studying in group and positivity of optional music education3.

Answering the question ‘why do you study music’ most of the students
(60%) stated that they like music; 27% said that they were offered by parents
and only 13% pointed that their parents provoked them to study music.

The children’s answers about the willingness to attend music school
show that more than a half of the respondents (57%) have positive attitude
towards music school (see Figure 1):

Figure 1. Children’s motivation to attend music school

In observing the educational process when children were taught by the
students it was necessary to know if the children liked to be taught by the
students. 97% of the pupils answered positively.

In the research it was aimed to learn how much time children spend
studying music subjects at home during a week. 35% of them said that they
studied 60 minutes and more; 32% mentioned 30–60 minutes; 20% of chil-

3 The conception of non-formal children’s education. See: Lietuvos Respublikos
Seimas. Dëlðvietimo ir mokslo ministro 2005 m. gruodþio 30 d. ásakymo Nr. ISAK-
2695 “ Dël Neformaliojo vaikø ðvietimo koncepcijos patvirtinimo” pakeitimo .
http://www3.lrs.lt/pls/inter3/dokpaieska.showdoc_l?p_id=421877 (accessed 20
September 2015).
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dren said that they studied 15–30 minutes. 13% of the respondents asserted
that they studied music not more than 15 minutes a week.

The activity of LMTA music school is based on the 7-years process of
non-formal music education. Children study their specialty, solfeggio, music
literature/history and attend folklore study.

The question about the favourite lesson revealed the children’s attitude
towards distinct music subjects as dynamic, depending on their age. Pupils
of the 1st and the 2nd grade prefer solfeggio (respectively 33% and 44%),
about 20% of the children gladly attend folklore study. Older children prefer
specialty and music literature/history. Whereas solfeggio and folklore study
in senior grades are thought to be the most unfavourable. Among the most
difficult subjects the children mention specialty and solfeggio.

During the research it was interesting to find out if children after leaving
music school would like to continue their musical studies. 31% of the respon-
dents answered positively, evenly 34% mentioned that they would not or
they did not know if they would like to continue musical studies.

The second group of the respondents included the children’s parents. It
is clear that their role in contemporary music education is highly influential
on a pupil’s decision to study music. That is why the parents were asked
why they had brought their child to LMTA music school. 100% of the parents
agreed that it is proper supplementary education; 88% of the respondents
said that their child wanted to study music himself; 89% of parents mentioned
that they noticed their child’s musical talent.

Taking into account that in LMTA music school children are taught by
students and LMTA professors who coordinate students’ pedagogical activity,
it is important to understand the parents’ attitude towards the work of stu-
dents and professors. That was the reason why distinct subjects of music
education were analysed. The parents have pointed out that students who
teach specialty, solfeggio, folklore and music literature/history are attentive,
polite and competent. While assessing professors who coordinate students’
pedagogical internship by subject the majority of the parents responded posi-
tively.

It is known that psychological atmosphere is very important part of
learning process. The interviewed parents state that they are 100% satisfied
with the general educational atmosphere, communication culture between
the children and the students, as well as between the children and the pro-
fessors in LMTA music school. The parents think that warm, sincere and
friendly relations among children, students and competent professors and
flexibility of students and professors helps to ‘survive’ learning ‘difficulties’.
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During the research it was attempted to find out how the knowledge
the children have gained is assessed by their parents. The knowledge of
specialty was positively judged by 83%; solfeggio – by 57%; music literature/
history – by 80%; folklore study – by 72% of the parents. Some respondents
pointed out that they assess these subjects positively, but think that their
child should pay more attention to studying. To the question if marks the
children get are important 75% of the parents state that they are important,
but it is not the main thing, whereas 25% of the interviewed parents consider
them being very important.

The parents’ attitude to the workloads of school subjects is reflected in
the following picture (see Figure 2):

Figure 2. Children’s parents’ attitude to the workload of subjects

The picture shows that parents think that the workload of specialty
(64%) and music literature/history (56%) is sufficient, whereas solfeggio
(45%) and folklore study (44%) is too high. Answers to the question con-
cerning what the parents expect from LMTA music school are reflected in
Figure 3.
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Figure 3. Expectations of children’s parents for music education
in LMTA music school

The third group of the respondents were the students. Their role in
LMTA music school is very important. The students not only learn how to
work as pedagogues, but also face challenges of pedagogical activity. What
are the main principles they follow during their pedagogical internship? 38%
of the students work in a way they wanted to be taught themselves; 4% work
inactively and do not use any methods or system; 27% maintain that they
work as they were taught; 23% work aiming to creatively develop musical
skills and only 8% of the students aim to precisely follow lesson plans.

With this survey it was aimed to clarify what purposes of teacher’s acti-
vity the students determine. In their opinion, the most important thing is
that a teacher would achieve goals, fulfil tasks regulated by the curriculum
(31%) and would follow lesson plans (44%) working flexibly; 13% think
that the most important thing in teaching is to keep good relations with
pupils (give only good marks, do not be angry, etc.); 12% of the interviewed
students think that the teacher’s main goal is to work precisely following the
curriculum in accordance with the learning schedule.

While observing the students pedagogical work some problems that
ask for solution are often noticed. In defining what difficulties they face most
frequently, 44% of the students mention lesson planning; 38% claim that it
is hard to explain what the purpose of teaching a particular subject is; 24%
emphasize that children come to classes unprepared; 8% of the students
point out that it is difficult to explain new topics. Sometimes the students
have problems in communicating with children (20%), as well as with their
parents (8%).

In this research the students were also asked about the evaluation of
children’s skills and knowledge at music school. Their answers are reflected
in Figure 4.
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Figure 4. The evaluation of children’s musical knowledge
and skills according to the students

This picture shows that the majority of the students think that the eva-
luation of children’s skills and knowledge is a tool to make progress; it obliges
them to do all the exercises. Moreover, according to the students, evaluation
is necessary for parents to understand their children’s achievements. Some
students consider that evaluation causes fear and stress, it demotivates children.
Some of them also maintain that in music education evaluation is unnecessary,
because of negative influence on children’s aspiration to develop musical
skills.

The students’ answers to the question about the willingness to become
a teacher in the future are featured below (see Figure 5).

The figure shows that more than a half of the students (26% who fully
agree with the statement that they are keen on this profession and 33% who
rather agree with it) would like to be teachers. 8% of the students (4% who
fully agree and 4% who rather agree) who have performed pedagogical
internship have come to understand that teaching is not for them.
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Yes, because I like Yes, but only Yes, but only No, but if it would No, this work
this profession working with working with be necessary I is not for me

children of children of would agree
primary classes senior classes

Figure 5. The students’ vocational self-determination

Conclusions

Summarizing the research results some strengths and weaknesses of
LMTA music school and music education performed there have been noticed.
— LMTA music school is an open institution, seeking and letting in novelties

of music education. Students are allowed to try themselves in teaching,
they may experience subtleness of real pedagogical activity: to work
independently, creatively, flexibly apply various teaching methods, get
to know themselves better and gain experience not only from experienced
pedagogues, but also from their colleagues.

— Relations between children, their parents and students participating in
music education are based on trust and cooperation.

— While carrying out this research some weaknesses of music education
in LMTA music school have been noticed. Both the children’s parents
and the students notice that frequent change of students disturbs the
consistency of education. The parents state that some students lack dili-
gence and attention to children; some students ‘without supervision’
work carelessly, indifferently. Whereas the students in their question-
naires point out the following weaknesses of educational process in
LMTA music school: children often look at students distrustfully because
of their competence; ‘experiments’ of students often have negative influ-
ence on the results of education; the curriculum of music subjects is too
difficult.
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— The students and the parents in their questionnaires were asked to give
some offers for the development of music education (the children were
not offered this question). The students recommend to develop curricula
of music subjects by reducing the amount of content; to improve time-
tables; give more opportunities to use modern technologies during
lessons, that means to buy computer programmes for music education
and etc.; provoke students to search for and create new teaching methods.
The children’s parents offer to look for opportunities to work with
children not only for one semester, but for the whole academic year;
organize meetings with professors, students and parents more often
where they could discuss their children’s results and achievements,
children’s and students’ behaviour; more often evaluate children’s results;
resist caprices of children and their parents; strengthen the ‘supervision’
of students.

Neformâlâ izglîtîba: 21. gadsimta izaicinâjumi un iespçjas
Lietuvas mûzikas un teâtra akadçmijas mûzikas skolâ

Esta Rûta Urbonavièiene

Kopsavilkums

Vispârçjâs neformâlâs mûzikas izglîtîbas tendences 21. gadsimta skolâ
ir orientçtas uz bçrnu vajadzîbâm – zinâðanâm, attîstîbu un paðrealizâciju.
Aktîvu sabiedrîbas locekïu audzinâðanai jânotiek visâs izglîtîbas jomâs, un
neformâlâ izglîtîba nav izòçmums. Arvien aktuâls ir jautâjums: kâ neformâ-
lajai mûzikas izglîtîbai vajadzçtu izskatîties izglîtîbas pârmaiòu kontekstâ?

Meklçjot atbildi, tika identificçtas problçmas un izaicinâjumi, ar kuriem
saskaras visi mûsdienu neformâlâs izglîtîbas procesa dalîbnieki – bçrni, sko-
lotâji un vecâki. Tika analizçta viòu attieksme pret tiem vai citiem mâcîbu
priekðmetiem, izvçrtçtas bçrnu spçjas un zinâðanas, kâ arî izpçtîti plusi un
mînusi, kas raksturo mûzikas izglîtîbu Lietuvas mûzikas un teâtra akadçmijas
(turpmâk tekstâ LMTA) mûzikas skolâ.

Lai izprastu neformâlâs mûzikas izglîtîbas sistçmu no iekðpuses, tika
aptaujâti LMTA mûzikas skolas audzçkòi, pedagoìiskâs prakses studenti,
kas ar viòiem strâdâ, un bçrnu vecâki.

Bçrniem tika jautâts, kâpçc viòi studç mûziku; vai viòi skolu apmeklç
labprâtîgi; cik daudz laika nedçïâ viòi velta mûzikas mâcîbâm; vai viòiem
patîk, ka viòus mâca praktikanti; kurð ir viòu mîïâkais un nîstâkais mâcîbu
priekðmets; kurð ir vieglâkais un grûtâkais priekðmets; vai viòi baidâs no
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eksâmeniem un kontroldarbiem. Bija interesanti uzzinât bçrnu attieksmi pret
mûzikas priekðmetu sasniegumu izvçrtçðanu, kâ arî viòu viedokïus par vçl-
mçm un iespçjâm turpinât mûzikas studijas pçc mûzikas skolas absolvçðanas.

Vecâkiem tika jautâts, kâpçc viòi izvçlçjâs tieði LMTA mûzikas skolu;
kâdi ir viòu ieskati par praktikantu darbu un psiholoìisko atmosfçru; ko
viòi domâ par mûzikas priekðmetu vçrtçðanu ar atzîmçm; kâdi ir viòu viedokïi
par bçrnu gûtajâm zinâðanâm; cik daudz laika nedçïâ viòu bçrns velta mûzi-
kai; ko viòi domâ par mâcîbu slodzi skolâ; vai mâcîbu process ir svarîgs; ko
viòi sagaida nâkotnç.

Studentiem tika jautâts, kâdas vadlînijas un principus viòi izmanto savâ
pedagoìiskajâ praksç; kâds ir mçríis skolotâja pedagoìiskajam darbam.
Papildus tika jautâts, vai viòi vçlçtos nâkotnç kïût par skolotâjiem; kâdas ir
galvenâs problçmas, ar kurâm viòi saskaras pedagoìiskâ darba ietvaros;
kâda ir viòu attieksme pret mâcîbu psiholoìisko atmosfçru; ko viòi domâ
par bçrnu spçju/zinâðanu novçrtçjumu, slodzi un pedagoìiskâs prakses liet-
derîbu.

Vecâkiem un studentiem tika arî sniegta iespçja minçt LMTA mûzikas
skolas stiprâs un vâjâs puses un paust savus ieteikumus mûzikas izglîtîbas
pilnveidei.
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Èííîâàöèè â ïðåäìåòíîé, îðãàíèçàöèî ííîé
è îáðàçîâàòåëüíîé äåÿòåëüíîñòè

â ñôåðå âûñøåãî îáðàçîâàíèÿ
íà ïðèìå ðå áèã-áýíäà UAM WPA1 â Êàëèøå

Dr. art. Ìèðåê Êîðäîâñêèé
Àññîöèèðîâàííûé ïðîôåññîð Óíèâåðñèòåòà

èì. Àäàìà Ìèöêåâè÷à â Ïîçíàíè

Âñòóïëåíèå

Ïðèñòóïàÿ â 2011 ãîäó ê ðàáîòå â Óíèâåðñèòåòå èì. Àäàìà Ìèöêå-
âè÷à íà Õóäîæåñòâåííî-ïåäàãîãè÷åñêîì ôàêóëü òåòå â Êàëèøå, ÿ ïîëó÷èë
âîçìîæíîñòü íàáëþäàòü çà ïðîãðàììîé è âûïîëíåíèåì çàäà÷ â îáëàñòè
õóäîæåñòâåííîé äåÿòåëüíîñòè ýòîãî ôàêóëü òåòà. Èç ìîèõ íàáëþäåíèé
ñëåäóåò, ÷òî îñíîâíàÿ õóäîæåñòâåííàÿ äåÿòåëüíîñòü êàñàëàñü îáðàçîâà-
íèÿ â îáëàñòè ïîäãîòîâêè ñòóäåíòîâ ê ïðåïîäàâàíèþ õóäîæåñòâåííûõ
äèñöèïëèí è ðóêîâîäñòâó øêîëüíûìè êîëëåêòèâàìè òèïà õîðîâ. Çà
î÷åíü êîðîòêèé ïåðèîä ìîåé ðàáîòû ÿ ïîíÿë, ÷òî ñòóäåíòû, êîòîðûå
çíàêîìû ñ ìîåé êâàëèôèêàöèåé è, ñîîòâåòñòâåííî, ìóçûêàëüíîé ïîä-
ãîòîâêîé, ïðîÿâëÿþò èíòåðåñ ê îáó÷åíèþ èãðå íà äóõîâûõ èíñòðóìåí-
òàõ. ×àñòü çàèíòåðåñîâàííûõ ñòóäåíòîâ óæå èìåëè íåêîòîðûå íàâûêè
èãðû íà äóõîâûõ èíñòðóìåíòàõ, íî áîëüøèíñòâî èç íèõ íå èìåëè íèêà-
êèõ çíàíèé. Ó ÷èòûâàÿ ñâîé îïûò â ðóêîâîäñòâå òàêèìè àíñàìáëÿìè êàê
áèã-áýíäû, ðàçâëåêàòåëüíûå îðêåñòðû, äóõîâûå îðêåñòðû, ÿ ðåøèë ïîïû-
òàòüñÿ (áëàãîäàðÿ áëàãîñêëîííîñòè äåêàíà) îðãàíèçîâàòü íà ôàêóëü òåòå
áèã-áýíä. Ìîè íàìåðåíèÿ áûëè ïîëîæèòåëüíî âîñïðèíÿòû ñòóäåíòàìè,
êîòîðûå íà÷àëè ïîäàâàòü çàÿâêè íà ó÷àñòèå â ýòîì îðêåñòðå. Îáðàùàåò
íà ñåáÿ âíèìàíèå ôàêò , ÷òî äî ýòîãî âðåìåíè íà ôàêóëü òåòå íå áûëî òà-
êîãî ðîäà àíñàìáëÿ. Ò àêèì îáðàçîì, ñîçäàíèå îðêåñòðà èìååò áîëüøîå
çíà÷åíèå, ÿâëÿåòñÿ èííîâàöèåé è ñïîñîáñòâó åò äèíàìè÷åñêîìó ðàçâè-
òèþ î÷åðåäíûõ ýòàïîâ ýâàëüâàöèè.

Ïåðâûå ðåïåòèöèè èãðû íà äóõîâûõ èíñòðóìåíòàõ â òå÷åíèå îòíî-
ñèòåëüíî êîðîòêîãî ïðîìåæóòêà âðåìåíè ñïîñîáñòâîâàëè òîìó , ÷òî áèã-

1 UAM WPA  çäåñü è â äàëüíåéøåì: Óíèâåðñèòåò èì. Àäàìà Ìèöêåâè÷à, Õ óäî-
æåñòâåííî-ïåäàãîãè÷åñêèé ôàêóëüòåò (Uniwersytet im. Adama Mickiewicza, Wydziaù
Pedagogiczno-Artystyczny).
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áýíä ïðîäåìîíñòðèðîâàë ñâîè óìåíèÿ, ïîâûøàÿ õóäîæåñòâåííûé óðî-
âåíü âàæíûõ äëÿ ôàêóëüòåòà òîðæåñòâ, òàêèõ êàê Âñòðå÷à ñ èñêóññòâîì,
Äåíü îòêðûòûõ äâåðåé, Âûïóñêíîé è Èíàóãóðàöèÿ íîâîãî ó÷åáíîãî ãîäà.
Âûñòóïëåíèÿ áèã-áýíäà áûëè î÷åíü ïîëîæèòåëüíî âîñïðèíÿòû êàê ïðå-
ïîäàâàòåëÿìè è àäìèíèñòðàöèåé, òàê è ñòóäåíòàìè. Ýòî âûçâàëî èíòå-
ðåñ ê îðêåñòðó íå òîëüêî ó ñòóäåíòîâ Êàôåäðû õóäîæåñòâåííîãî îáðàçî-
âàíèÿ, íî è äðóãèõ íåõóäîæåñòâåííûõ êàôåäð.

Ñèñòåìàòè÷åñêàÿ ðàáîòà ðóêîâîäèòåëÿ è ïîäáîð ñîîòâåòñòâóþùåãî
ðåïåðòóàðà ðàçíîãî óðîâíÿ ñëîæíîñòè ïðèâåëè ê òîìó , ÷òî äàæå ðîäèòåëè
ñòóäåíòîâ, êîòîðûå èãðàþò â áèã-áýíäå, çàèíòåðåñîâàëèñü äåÿòåëüíîñòüþ
îðêåñòðà. Â êà÷åñòâå ïðèìåðà ìîæåò ïîñëóæèòü îòåö îäíîé ñòóäåíòêè,
êîòîðàÿ óæå îêîí÷èëà îáó÷åíèå â íàøåì Ó íèâåðñèòåòå è ïåðååõàëà â
äðóãîé ãîðîä, íî, íåñìîòðÿ íà ýòî, åå îòåö äî ñèõ ïîð ïðèíèìàåò ó÷àñòèå
â ðàáîòå è âûñòóïëåíèÿõ êîëëåêòèâà.

Ïîäâîäÿ èòîãè ýòèõ âûñòóïëåíèé, ìîãó ïðåäïîëîæèòü, à íà ñàìîì
äåëå êîíñòàòèðîâàòü, ÷òî äàëüíåéøàÿ ðàáîòà ñ áèã-áýíäîì áóäåò ïîëîæè-
òåëüíî  ðàçâèâàòüñÿ, à îðêåñòð ñòàíåò õóäîæåñòâåííîé âèçèòíîé êàðòî÷-
êîé ôàêóëüòåòà. Ñòîèò ïîä÷åðêíóòü, ÷òî ïîñòîÿííûé èíòåðåñ ê ðàáîòå
êîëëåêòèâà ïðîÿâëÿþò ñòóäåíòû, æåëàþùèå ïðèñîåäèíèòüñÿ ê áèã-áýíäó .

1. Áèã-áýíä êàê ôîðìà ìóçûêàëüíîãî êîëëåêòèâà:
êðàòêàÿ èñòîðèÿ è âèäû èñïîëüçóåìûõ èíñòðóìå íòîâ

Áèã-áýíä áóêâàëüíî îçíà÷àåò áîëüøîé äæàçîâûé îðêåñòð (12–20 ÷åëî-
âåê). Îí äåëèòñÿ íà 4 ñåêöèè: òðóáû, òðîìáîíû, ñàêñîôîíû è ðèòìè÷åñ-
êèå èíñòðóìåíòû (ôîðòåïèàíî, êîíòðàáàñ, ãèòàðà è óäàðíûå) ( Chodkowski
2006: 104). Êàê ïðàâèëî, òàêîé îðêåñòð èñïîëíÿåò äæàç èëè ðàçâëåêà-
òåëüíóþ ìóçûêó . Áèã-áýíä – ýòî òèï äæàçîâîãî ìóçûêàëüíîãî êîëëåêòèâà
èëè, ïðîùå ãîâîðÿ, äæàç-îðêåñòð. Â ñåðåäèíå 1920-õ ãîäîâ áèã-áýíäû,
ñîñòîÿùèå èç 10–25 ìóçûêàíòîâ, ïðåîáëàäàëè â èíäó ñòðèè ïîïóëÿðíîé
ìóçûêè. Â ýòî âðåìÿ îíè èñïîëíÿëè îòíîñèòåëüíî ïðîñòîé äæàç ñ íå-
áîëüøîé äîëåé èìïðîâèçàöèè. Ò àíöåâàëüíàÿ ôîðìà äæàçà õàðàêòåðè-
çîâàëàñü ðîìàíòè÷åñêèìè ìåëîäèÿìè, êîòîðûõ ìóçûêàíòû è ïåâöû ÷åòêî
ïðèäåðæèâàëèñü. Â êîíöå 1920-õ ãîäîâ îáðàçîâàëèñü áèãáýíäû íîâîãî
òèïà, èñïîëíÿþùèå áîëåå à óòåíòè÷íûé äæàç, ñ áîëüøîé äîëåé èìïðî-
âèçàöèè. Ñâèíãîâûå ãðóïïû áûëè î÷åíü ïîïóëÿðíûìè äî íà÷àëà 50-õ
ãîäîâ XX âåêà. Íàèáîëüøàÿ èõ ïîïóëÿðíîñòü ïðèøëàñü íà ýðó ñâèíãà: ñ
íà÷àëà 30-õ äî êîíöà 40-õ ãîäîâ. Îäíàêî îíà íå ìîãëà ñðàâíèòüñÿ ñ ïî-
ïóëÿðíîñòüþ ãðóïï äîñâèíãîâîãî ïåðèîäà. Íà ïðîòÿæåíèè ìíîãèõ ëåò
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áèã-áýíäû ðàçâèâàëèñü, à èõ ñîñòàâ ìåíÿëñÿ. Èñïîëüçîâàíèå ðàñøèðåí-
íîãî ñîñòàâà (ïî íåñêîëüêî ìóçûêàíòîâ â êàæäîé ñåêöèè) ïîâëèÿëî íà
ãðîìêîñòü ìóçûêè, èñïîëíÿåìîé áèã-áýíäàìè ÷àñòî â ïåðåïîëíåííûõ,
øóìíûõ òàíöåâàëüíûõ çàëàõ. Íåîáõîäèìîñòü ïåðåäà÷è ìóçûêè â áîëü-
øèå òàíöåâàëüíûå è êîíöåðòíûå çàëû òðåáîâàëà äîïîëíèòåëüíîãî óâå-
ëè÷åíèÿ ñîñòàâà îðêåñòðîâ äëÿ óñèëåíèÿ çâóêà, ïîñêîëüêó çâóêîó ñèëè-
âàþùåå îáîðóäîâàíèå ïðàêòè÷åñêè èñïîëüçîâàëè òîëüêî ñîëèñòû èëè
ðèòì-ñåêöèè (óäàðíûå). Ò àêèå òåðìèíû, êàê jazz band, jazz ensemble,
stage band, jazz orchestra, society band è dance band ìîæíî èñïîëüçîâàòü
äëÿ îïèñàíèÿ ñïåöèôè÷åñêèõ òèïîâ áèã-áýíäîâ. Â îòëè÷èå îò ìàëîãî
äæàçîâîãî êîìáî (íåáîëüøîé ãðóïïû, ñîñòîÿùåé, íàïðèìåð, èç ðèòì-
ñåêöèè, òðóáû è ñàêñîôîíà), â êîòîðîì áîëüøàÿ ÷àñòü ìóçûêè ÿâëÿåòñÿ
èìïðîâèçàöèåé (èëè èñïîëíÿåòñÿ ñïîíòàííî), ìóçûêà, êîòîðóþ èãðàþò
áèã-áýíäû, ïðåèìóùåñòâåííî àðàíæèðîâàíà, òî åñòü çàðàíåå ïîäãîòîâ-
ëåíà è ðàñïèñàíà ïî ïàðòèÿì, à èìïðîâèçèðîâàííûå ñîëî èñïîëíÿþòñÿ
â ìåñòàõ, ïðåäóñìîòðåííûõ àðàíæèðîâùèêîì. È íàìíîãî ïîçæå ýïîõè
ñâîáîäíîãî äæàçà âîçíèêëè áèã-áýíäû, íå èñïîëüçóþùèå ðàñïèñàííûõ
àðàíæèðîâîê.

Âî âòîðîé ïîëîâèíå ïðîøëîãî âåêà îïðåäåëèëñÿ ñîñòàâ áèã-áýíäîâ
ñ äóõîâîé è ðèòìè÷åñêîé ñåêöèÿìè. Äóõîâàÿ ñåêöèÿ ñîñòîÿëà èç 5 ñàê-
ñîôîíîâ (ýòî, êàê ïðàâèëî, äâà àëü ò-ñàêñîôîíà, äâà òåíîð-ñàêñîôîíà è
îäèí áàðèòîí-ñàêñîôîí), 4–5 òðóá (äâå ïåðâûå òðóáû) è 4 òðîìáîíîâ, â
ò. ÷. îäíîãî áàñ-òðîìáîíà. Äóõîâàÿ ñåêöèÿ ðàçäåëÿåòñÿ íà äåðåâÿííóþ è
ìåäíóþ . Äåðåâÿííàÿ ñåêöèÿ – ýòî ñàêñîôîíû. Âåäóùèì â ñåêöèè ñàêñî-
ôîíîâ, îïðåäåëÿþùèì îáùèé ñòèëü è ãðîìêîñòü èãðû ýòèõ èíñòðóìåíòîâ,
êàê ïðàâèëî, ÿâëÿåòñÿ ïåðâûé àëüò-ñàêñîôîíèñò . Ìåäíàÿ  ñåêöèÿ – ýòî
òðóáû è òðîìáîíû. Â ñåêöèè òðóá îáû÷íî ãëàâåíñòâó åò ïåðâûé òðóáà÷,
èñïîëíÿþùèé ñàìóþ âûñîêóþ è ñàìóþ òðóäíóþ ïàðòèþ. Ýòî îáó ñëîâ-
ëåíî è ðåàëèçóåòñÿ â õîäå èñïîëíåíèÿ ñåêöèåé òóòòè . À âòîðîé òðóáà÷,
êàê ïðàâèëî, èìïðîâèçèðóþùèé ñîëèñò . Ñåêöèÿ òðîìáîíîâ ñîñòîèò èç
òðåõ òåíîð-òðîìáîíîâ è îäíîãî áàñ-òðîìáîíà. Èíîãäà â êà÷åñòâå ïÿòîãî
èíñòðóìåíòà äîáàâëÿåòñÿ òóáà. Ðèòì-ñåêöèÿ ñîñòîèò èç ãðóïïû óäàðíûõ
(áàñîâîãî áàðàáàíà, òîì-òîìà, õàé-õýòà è òàðåëîê òèïà ðàéä è êðýø), áàñà
(ýëåêòðè÷åñêîãî èëè àêóñòè÷åñêîãî), ôîðòåïèàíî (âûïîëíÿþùåãî ðèò-
ìèêî-ãàðìîíè÷åñêóþ ôóíêöèþ) è ãèòàðû, â äàííîì ñëó÷àå â êà÷åñòâå
ðèòìè÷åñêîãî èíñòðóìåíòà. Îäíàêî, íåñìîòðÿ íà îïðåäåëåííóþ ñèñòå-
ìàòèçàöèþ, ñîñòàâû áèã-áýíäîâ ìåíÿëèñü. Êîìïîçèòîðû, àðàíæèðîâ-
ùèêè è ðóêîâîäèòåëè àíñàìáëåé ïîñòîÿííî óâåëè÷èâàëè èëè óìåíüøàëè
êîëè÷åñòâî ìóçûêàíòîâ â ñåêöèÿõ èëè äîáàâëÿëè äðóãèå èíñòðóìåíòû,
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òàêèå êàê âèáðàôîí, ñîïðàíî-ñàêñîôîí, êëàïàííûé òðîìáîí, ðàçëè÷-
íûå âèäû òðóá, áàñ-êëàðíåòû, âàëòîðíû, áàíäæî, ñèíòåçàòîðû, à òàêæå
ñåêöèþ ñòðóííûõ (ñêðèïêà, àëü ò, âèîëîí÷åëü).

Ðàçâèòèå áèã-áýíäîâ è ðàçíîîáðàçèå èõ ñîñòàâà ÷àñòî ïîçâîëÿëî
âêëþ÷àòü â íèõ ïåâèö è ïåâöîâ. Íåêîòîðûå àðàíæèðîâêè òðåáóþò îò ñàê-
ñîôîíèñòîâ äîïîëíèòåëüíûõ íàâûêîâ èãðû íà ôëåéòå èëè êëàðíåòå, à
òðóáà÷è è òðîìáîíèñòû äîëæíû áûòü ãîòîâûìè èñïîëüçîâàòü ðàçëè÷-
íûå òèïû ñóðäèí, èçìåíÿþùèõ çâó÷àíèå èõ èíñòðóìåíòîâ. Êðîìå òîãî,
òðóáà÷è èíîãäà òàêæå äîëæíû óìåòü èãðàòü íà ôëþãåëüãîðíå – ðàçíî-
âèäíîñòè òðóáû, èñïîëüçó åìîé äëÿ ðàçíîîáðàçèÿ çâó÷àíèÿ. Ñëó÷àåòñÿ,
÷òî â íåêîòîðûõ ðèòì-ñåêöèÿõ ïîÿâëÿåòñÿ ãèòàðèñò , è ìóçûêàíòû èãðàþò ,
ñîãëàñíî óêàçàíèÿì àðàíæèðîâùèêà, íà ýëåêòðè÷åñêèõ (áàñ-ãèòàðà,
ýëåêòðè÷åñêîå ïèàíèíî Fender Rhodes) èëè àêóñòè÷åñêèõ èíñòðóìåí-
òàõ: êîíòðàáàñå, ôîðòåïèàíî. Ó äàðíûå òàêæå ìîãóò áûòü äîïîëíåíû, íà-
ïðèìåð, ó ñòàíîâêîé ëàòèíîàìåðèêàíñêîé ïåðêó ññèè.

Òèïè÷íûå àðàíæèðîâêè ïðîèçâåäåíèé äëÿ áèã-áýíäîâ ýðû ñâèíãà
ñî÷èíåíû â ñòðîôè÷åñêîé ôîðìå, ñ îäèíàêîâûìè ôðàçàìû è ñòðóêòóðàìû
àêêîðäîâ, ïîâòîðÿåìûõ íåñêîëüêî ðàç. Êàæäîå ïîâòîðåíèå íàçûâàåòñÿ
êîðóñ (chorus) è ïðåèìóùåñòâåííî èìååò ôîðìó 12-òàêòîâîãî áëþçà èëè
32-òàêòîâóþ ôîðìó ïî ñõåìå AABA. Ïåðâûé êîðó ñ ïðîèçâåäåíèÿ ïðåä-
ñòàâëÿåò ìåëîäè÷åñêóþ ëèíèþ òåìû, à ïîñëåäóþùèå ìîãóò ñîäåðæàòü
èìïðîâèçèðîâàííûå ñîëî, ðàñïèñàííûå ñîëî îòäåëüíûõ ñåêöèé è ò . í.
shoutchoruses, òî åñòü íàèáîëåå êóëüìèíàöèîííûå êîðó ñû ïðîèçâåäå-
íèé – caìûå ýíåðãè÷íûå, ãðîìêèå, æèâûå è çàæèãàòåëüíûå. Ïðîèçâåäå-
íèÿì èíîãäà ïðåäøåñòâóþò ðàçëè÷íîé ïðîäîëæèòåëüíîñòè èíòðîäóêöèè
(âñòóïëåíèÿ). Ìíîãî àðàíæèðîâîê ñîäåðæàò èíòåðëþäèè (ìóçûêàëüíûå
âñòàâêè – ñì. Chodkowski 2006: 387), ÷àñòî ïîõîæèå íà âñòóïëåíèå, ðàñ-
ïîëàãàþùèåñÿ ìåæäó îòäåëüíûìè èëè âñåìè êîðó ñàìè. Äðóãèå ìåòîäû
îáîãàùåíèÿ àðàíæèðîâêè çàêëþ÷àþòñÿ â ìîäóëÿöèè èç îäíîé òîíàëü-
íîñòè â äðóãóþ è ïðîäëåíèè êàäåíöèè, ÿâëÿþùåéñÿ ôîðìóëîé çàâåð-
øåíèÿ ïðîèçâåäåíèÿ èëè åãî ÷àñòè.

Ê íàèáîëåå ïîïóëÿðíûì áèã-áýíäàì â èñòîðèè äæàçà ïðè÷èñëÿþòñÿ
îðêåñòðû, ëèäåðàìè êîòîðûõ áûëè Àðòè Øîó , Áåííè Ã óäìåí, Êýá
Êýëëîóýé, ×èê Óýáá, Êàóíò Áåéñè, Äèççè Ãèëëåñïè, Äþê Ýëëèíãòîí,
Ýðë Õàéíñ, Ôëåò÷åð Õåíäåðñîí, Äæèí Êðóï, Ã èë Ýâàíñ, Ãëåíí Ìèëëåð,
Äæèììè Ëóíñôîðä, Ëóè Àðìñòðîíã , Ñòýí Êåíòîí, Ò îììè Äîðñè, Âóäè
Ãåðìàí.
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2. Áèã-áýíä UAM WPA â Êàëèøå

Â 2011 ãîäó â îêòÿáðå ìåñÿöå ÿ íà÷àë ðàáîòàòü â Óíèâåðñèòåòå èì.
Àäàìà Ìèöêåâè÷à â Ïîçíàíè íà Õ óäîæåñòâåííî-ïåäàãîãè÷åñêîì ôàêóëü-
òåòå â Êàëèøå. Ñ ñàìîãî íà÷àëà ÿ äóìàë íàä òåì, ÷òîáû ñîçäàòü ãðóïïó ,
ôóíêöèîíèðóþùóþ êàê áèã-áýíä. Ïåðâîíà÷àëüíûå îïàñåíèÿ áûëè î÷åíü
âåëèêè, ïîñêîëüêó òàêàÿ ôîðìà ãðóïïû íèêîãäà ïðåæäå íå âñòðå÷àëàñü
íà Õóäîæåñòâåííî-ïåäàãîãè÷åñêîì ôàêóëü òåòå. Ïîýòîìó ìíå òðåáîâàëîñü
óçíàòü îá èíñòðóìåíòàëüíûõ âîçìîæíîñòÿõ ñòóäåíòîâ è èõ èíòåðåñàõ.
Ïîñëå îáúÿâëåíèÿ î ìîåì ïðåäëîæåíèè îðãàíèçîâàòü áèã-áýíä è ðàñ-
ñêàçà î ïðèíöèïàõ ôóíêöèîíèðîâàíèÿ îðêåñòðà íàøëèñü ñòóäåíòû, çàèí-
òåðåñîâàâøèåñÿ òàêîé ôîðìîé äåÿòåëüíîñòè. Íà ïåðâîé îðãàíèçàöèîí-
íîé âñòðå÷å îêàçàëîñü, ÷òî ïðè Êàôåäðå õóäîæåñòâåííîãî îáðàçîâàíèÿ
èìåþòñÿ ìóçûêàíòû, êîòîðûå ìîãóò âíåñòè âêëàä â ñîçäàíèå áèã-áýíäà,
ïîñêîëüêó èãðàþò íà äóõîâûõ èíñòðóìåíòàõ, è îíè îêàçàëèñü ïðèÿòíî
óäèâëåíû âîçìîæíîñòüþ äàëüíåéøåãî ðàçâèòèÿ ñâîèõ íàâûêîâ, èãðàÿ â
àíñàìáëå. Â ðåçóëüòàòå ïðåäâàðèòåëüíûõ äîãîâîðåííîñòåé îáðàçîâàëàñü
ãðóïïà ìóçûêàíòîâ, â êîòîðóþ âîøëè ñëåäóþùèå äåðåâÿííûå èíñòðóìåíòû:
÷åòûðå ôëåéòû, äâà êëàðíåòà, äâà àëüò-ñàêñîôîíà, îäèí òåíîð-ñàêñîôîí .
Èç ìåäíûõ  äóõîâûõ èíñòðóìåíòîâ èìåëîñü òîëüêî òðè òðóáû, ïðè÷åì äâå
èç íèõ â ñòðîå B, à îäíà â ñòðîå Ñ. Ðèòì-ñåêöèÿ ñîñòîÿëà èç óäàðíûõ,
ñèíòåçàòîðà (âìåñòî ôîðòåïèàíî), ðèòì-ãèòàðû è áàñ-ãèòàðû. Ïîñêîëüêó
ñîçäàíèå áèã-áýíäà áûëî âñòðå÷åíî ñî ñòîðîíû ñòóäåíòîâ ñ áîëüøèì
èíòåðåñîì è îäîáðåíèåì, à â ìîåì âèäåíèè â ýòîì êîëëåêòèâå ìîãëè
ó÷àñòâîâàòü âñå æåëàþùèå ìóçûêàíòû, òî â ñîñòàâå îêàçàëñÿ òàêæå ñòðóí-
íûé èíñòðóìåíò – ñêðèïêà. Íåñìîòðÿ íà îòñóòñòâèå ñóùåñòâåííîé è
î÷åíü âàæíîé ñåêöèè òðîìáîíîâ, êîòîðûå, áóäó÷è â ñîñòàâå îñíîâíûõ
èíñòðóìåíòîâ, ïîçâîëèëè áû íàçâàòü ãðóïïó áèã-áýíäîì, ÿ âñå-òàêè ðå-
øèë íàçâàòü íàø êîëëåêòèâ Áèã-áýíä UAM WPA â Êàëèøå. Íàçâàíèå áûëî
îáäóìàííûì è ïåðñïåêòèâíûì, ïîñêîëüêó ÿ áûë íàìåðåí ñäåëàòü âñå
âîçìîæíîå, ÷òîáû â ñîñòàâå îðêåñòðà îêàçàëèñü òàêèå çàìå÷àòåëüíûå
èíñòðóìåíòû êàê òðîìáîíû, çâó÷àíèå êîòîðûõ â íèæíåì ðåãèñòðå ïðî-
ñòî îáÿçàòåëüíî â èñïîëíÿåìûõ áèã-áýíäîì ïðîèçâåäåíèÿõ. Êðîìå òîãî,
ðîëü ýòèõ èíñòðóìåíòîâ òàêæå çàêëþ÷àåòñÿ â çàïîëíåíèè çâóêîâîãî ðå-
ãèñòðà ìåæäó äðóãèìè èíñòðóìåíòàìè áèã-áýíäà è áàñ-ãèòàðîé.
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2 . 1 .  Ì ó ç û ê à ë ü í à ÿ  ï î ä ã î ò î â ê à  ñ ò ó ä å í ò î â ,
ó ÷ à ñ ò â ó þ ù è õ  â  á è ã - á ý í ä å

Ìóçûêàíòû, ó÷àñòâóþùèå â áèã-áýíäå – ýòî âûïó ñêíèêè ìóçûêàëü-
íûõ êðóæêîâ, ìóçûêàëüíûõ øêîë I è II óðîâíÿ. Ó ðîâåíü õóäîæåñòâåííîãî
îáðàçîâàíèÿ â óïîìÿíóòûõ ó÷åáíûõ çàâåäåíèÿõ òåñíî ñâÿçàí ñ èçó÷åíèåì
èãðû íà òàêèõ èíñòðóìåíòàõ êàê ôîðòåïèàíî (îáÿçàòåëüíûé èíñòðó-
ìåíò), ãèòàðà, óäàðíûå èíñòðóìåíòû èëè âîêàë. Íà äàëüíåéøåì ýòàïå
îáó÷åíèÿ, òî åñòü ïîñëå îêîí÷àíèÿ ìóçûêàëüíûõ êðóæêîâ èëè ìóçûêàëü-
íûõ øêîë I è II óðîâíÿ, íåêîòîðûå ó÷åíèêè-èíñòðóìåíòàëèñòû ïðîäîë-
æàëè ó÷èòüñÿ èãðàòü íà äóõîâûõ èíñòðóìåíòàõ. Íåçàâèñèìî îò ñïåöè-
àëüíîñòè, áóäü òî îáó÷åíèå èãðå íà èíñòðóìåíòàõ èëè âîêàëó , îíî
îãðàíè÷èâàëîñü èçó÷åíèåì «êëàññè÷åñêèõ» ìóçûêàëüíûõ ïðîèçâåäåíèé.
Ó÷èòûâàÿ ýòàïû ìóçûêàëüíîãî ðàçâèòèÿ ñòóäåíòîâ è âîçìîæíîñòè ìó-
çûêàíòîâ, ïåðåäî ìíîé ñòîÿëà áîëüøàÿ çàäà÷à. Âî-ïåðâûõ – ïîäãîòî-
âèòü ñòóäåíòîâ, èãðàþùèõ íà äóõîâûõ èíñòðóìåíòàõ (êîòîðûå äî ýòîãî
âðåìåíè èñïîëíÿëè ïðîèçâåäåíèÿ èíäèâèäóàëüíî), ê èãðå â îðêåñòðå.
Âî-âòîðûõ (î÷åíü âàæíî) – çà êîðîòêîå âðåìÿ íà ó÷èòü ñòóäåíòîâ, êîòî-
ðûå íèêîãäà íå èãðàëè íà äóõîâûõ èíñòðóìåíòàõ, èãðàòü íà ýòèõ èíñòðó-
ìåíòàõ, à çàòåì ââåñòè èõ â ñîñòàâ áèã-áýíäà. Ñëåäóåò ó÷èòûâàòü, ÷òî èãðà
íà äóõîâûõ èíñòðóìåíòàõ áûëà äëÿ íèõ ÷åì-òî íîâûì.

2 . 2 .  Ð à á î ò à  ä è ð è æ å ð à  ï î  ï î ä ã î ò î â ê å  ì ó ç û ê à í ò î â
ê  è ã ð å  â  î ð ê å ñ ò ð å

Âîçâðàùàÿñü ê áîëåå ðàííèì íàáëþäåíèÿì, îòìå÷ó , ÷òî èíòåðåñ ê
áèã-áýíäó ñòàë î÷åíü áîëüøèì, âñå íîâûå ñòóäåíòû ïðîÿâëÿëè æåëàíèå
îáó÷àòüñÿ èãðå íà äóõîâûõ èíñòðóìåíòàõ è çàòåì ïðèñîåäèíèòüñÿ ê áèã-
áýíäó. Äëÿ ìåíÿ êàê äëÿ ïåäàãîãà è ïðàêòèêà ýòî áûëî î÷åíü èíòåðåñíî.
Îäíàêî ïåðåä òåì, êàê ðàññêàçàòü îá îáó÷åíèè áóäóùèõ èíñòðóìåíòàëè-
ñòîâ (êàíäèäàòîâ) áèã-áýíäà, ÿ õî÷ó ðàññìîòðåòü ðàáîòó ñ ñîçäàííûì áèã-
áýíäîì, óäåëÿÿ îñîáîå âíèìàíèå ïîëó÷åíèþ íåîáõîäèìîãî çâó÷àíèÿ è
ñîãëàñîâàííîñòè ñ ïîìîùüþ ñîîòâåòñòâóþùåé èíòîíàöèè, àðòèêóëÿöèè
è äèíàìèêè.

Èíòîíàöèÿ – ýòî âàæíûé ýëåìåíò äëÿ îñóùåñòâëåíèÿ ðóêîâîäñòâà
îðêåñòðîì äóõîâûõ èíñòðóìåíòîâ è ïîëó÷åíèÿ â ýòîì îðêåñòðå ñîîòâåò-
ñòâóþùèõ çâóêîâûõ ýôôåêòîâ. Èíòîíàöèÿ, êîòîðóþ ìíå òðåáîâàëîñü
ïîëó÷èòü â ðóêîâîäèìîì ìíîé áèã-áýíäå, ÿâëÿåòñÿ îñíîâîé ñîãëàñîâàí-
íîñòè îòäåëüíûõ èíñòðóìåíòàëüíûõ ñåêöèé, ÷òî â ðåçóëü òàòå âëèÿåò íà
êà÷åñòâî çâó÷àíèÿ àêêîðäîâ â îðêåñòðå. Ïîñêîëüêó ìóçûêàíòû, êàê ÿ óæå
óïîìÿíóë, íèêîãäà ðàíåå íå èãðàëè â ãðóïïàõ òèïà áèã-áýíä èëè îðêåñ-
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òðàõ, òî ñîâìåñòíóþ èãðó ÿ íà÷èíàë ñ íàñòðîéêè, à çàòåì ïîñëåäîâàë ðà-
çîãðåâ îðêåñòðà. Ïðåäñòàâëþ íåñêîëüêî ïðèìåðîâ èíòîíàöèîííûõ óïðàæ-
íåíèé, êîòîðûå èñïîëíÿþòñÿ íà êàæäîé ðåïåòèöèè àíñàìáëÿ. Ïðèìåðû
3, 4  è 5 ÿâëÿþòñÿ èííîâàöèÿìè, ïîçâîëÿþùèìè âî âðåìÿ ðàçîãðåâà îðêåñòðà
îñâîèòü ïðàâèëüíóþ àðòèêóëÿöèþ, î÷åíü âàæíóþ â ïîïóëÿðíîé ìóçûêå.
Âñå óïðàæíåíèÿ äëÿ ðàçîãðåâà áèã-áýíä èñïîëíÿåò â óíèñîí. Âûïîëíÿ-
åìûå óïðàæíåíèÿ ïîçâîëÿþò èçáàâèòüñÿ îò ôàëüøè, à òàêæå äîáèòüñÿ
îäíîðîäíîñòè òåìáðà è âûðîâíÿòü çâó÷àíèå, áåç âûäåëåíèÿ îòäåëüíûõ
èíñòðóìåíòîâ (ðàçíîé ãðîìêîñòè è òåìáðà çâó÷àíèÿ), à òàêæå ïîëó÷èòü
ñîîòâåòñòâóþùóþ àðòèêóëÿöèþ âñåõ çàäåéñòâîâàííûõ ìóçûêàíòîâ.

Ðàçîãðåâ îðêåñòðà óïðàæíåíèÿìè ÿ íà÷èíàþ ñ öåëûõ íîò – Ïðè-
ìåð 1 (âûáðàííàÿ òîíàëüíîñòü As-dur).

Ïðèìåð 1.  Èíòî íàöèî ííîå óïðàæíå íèå äëÿ ðàçîãðåâà
öåëûìè íîòàìè â òî íàëüíîñòè As-dur
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Çàòåì ïåðåõîæó ê ïîëîâèííûì íîòàì, êîòîðûå èñïîëíÿþòñÿ â àð-
òèêóëÿöèè ëåãàòî ïî äâå íîòû (Ïðèìåð 2).

Ïðèìåð 2.  Èíòî íàöèî ííîå óïðàæíå íèå äëÿ ðàçîãðåâà
ïîëîâèííûìè íîòàìè â òî íàëüíîñòè As-dur

Â ñëåäóþùåì óïðàæíåíèè èñïîëíÿþòñÿ ÷åòâåðòíûå íîòû â àðòèêó-
ëÿöèè ïîðòàòî ( legato tonguing) – Ïðèìåð 3.

Â Ïðèìåðå 4 ÿ ðàçîãðåâàþ áèã-áýíä â àðòèêóëÿöèè ñòàêêàòî, à ïî-
î÷åðåäíóþ àðòèêóëÿöèþ ñòàêêàòî è àêöåíò èñïîëüçóþ ïðè ðàçîãðåâå â
Ïðèìåðå 5.

Ñëåäóþùåå óïðàæíåíèå äëÿ ðàçîãðåâà áèã-áýíäà – ýòî âîñüìûå,
òðèîëè âîñüìûìè, øåñòíàäöàòûå. Ðàçîãðåâ áèã-áýíäà â ìàæîðíîé òî-
íàëüíîñòè ÿ çàâåðøàþ èñïîëíåíèåì òðåçâó÷èé ïîëîâèííûìè íîòàìè
ñòàêêàòî, à òàêæå ãðóïïàìè äâóõ ïîëîâèííûõ íîò â àðòèêóëÿöèè ëåãàòî
(Ïðèìåð 6).
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Ïðèìåð 3.  Èíòî íàöèî ííî-àðòèêó ëÿöèî ííîå óïðàæíå íèå íà ÷åòâåðòíûå íîòû â àðòèêóëÿöèè ïîðòàòî
(legato tonguing) â òîíàëüíîñòè As-dur
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Ïðèìåð 4.  Èíòî íàöèî ííî-àðòèêó ëÿöèîííîå óïðàæíå íèe íà ÷åòâåðòíûå íîòû
â àðòèêóëÿöèè ñòàêêàòî â òîíàëüíîñòè As-dur
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Ïðèìåð 5.  Èíòî íàöèî ííî-àðòèêó ëÿöèîííîå óïðàæíå íèå íà ÷åòâåðòíûå íîòû
â àðòèêóëÿöèè ñ àêöåíòàìè è ñòàêêàòî â òîíàëüíîñòè As-dur
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Ïðèìåð 6.  Èíòî íàöèî ííîå óïðàæíå íèå äëÿ ðàçîãðåâà
òðåçâó÷èÿìè â òîíàëüíîñòè As-dur

Ïîñëå çàâåðøåíèÿ óïðàæíåíèé â òîíàëüíîñòè çâó÷àíèÿ, óêàçàííîé
äëÿ íåòðàíñïîíèðóþùèõ èíñòðóìåíòîâ, ÿ ïðèñòóïàþ ê óïðàæíåíèÿì â
ïðîèçâîäíîé ìèíîðíîé òîíàëüíîñòè, ó÷èòûâàÿ íàòóðàëüíûé, ãàðìîíè-
÷åñêèé è ìåëîäè÷åñêèé ìèíîð. Ïîñêîëüêó ñïîñîá èñïîëíåíèÿ óïðàæ-
íåíèé àíàëîãè÷åí äëÿ âñåõ âèäîâ ìèíîðíûõ òîíàëüíîñòåé, âî âðåìÿ ðà-
çîãðåâà îðêåñòðà ÿ îãðàíè÷èâàþñü öåëûìè è ïîëîâèííûìè íîòàìè. Ýòî
ïðåäíàìåðåííîå äåéñòâèå, ïðè êîòîðîì ìóçûêàíòû âíèìàòåëüíî ïðè-
ñëóøèâàþòñÿ ê èñïîëíÿåìûì çâóêàì è êîíòðîëèðóþò ïåðåõîä îò îäíîãî
çâóêà ê ñëåäóþùåìó, èçáàâëÿÿñü â îáîèõ ñëó÷àÿõ îò ôàëüøè. Ïîñëå âû-
ïîëíåíèÿ óïîìÿíóòûõ óïðàæíåíèé ÿ ïåðåõîæó ê óïðàæíåíèÿì ñ èñïîëü-
çîâàíèåì õàðàêòåðíûõ ðèòìîâ â óêàçàííîé âûøå òîíàëüíîñòè çâó÷àíèÿ.
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Âî âðåìÿ ðàçîãðåâà îðêåñòðà âñåãäà òðåáóåòñÿ ïîìíèòü, ÷òî òîíàëü-
íîñòü, c êîòîðîé ìû íà÷èíàåì, äîëæíà ñîîòâåòñòâîâàòü òîíàëüíîñòè
ïðîèçâåäåíèÿ, íàä êîòîðûì ìû ïëàíèðó åì ðàáîòàòü ñ îðêåñòðîì. Â õîäå
ðàçîãðåâà áèã-áýíäà, íåñìîòðÿ íà íàëè÷èå â ïðîèçâåäåíèÿõ ìíîãî÷èñ-
ëåííûõ âèäîâ àðòèêóëÿöèè, òàêèõ êàê àêöåíòû, ñòàêêàòî, ëåãàòî, äæà-
çîâîå ëåãàòî, ïîðòàòî, êîðîòêèå ôîðøëàãè, òðåëè è ãëèññàíäî, ÿ èñïîëüçóþ
òå èç íèõ, êîòîðûå ìîãóò áûòü èñïîëíåíû âñåìè èíñòðóìåíòàìè åñòå-
ñòâåííûì îáðàçîì. Ýòî âèäû àðòèêóëÿöèè, êîòîðûå ÿ ïðèâåë â êà÷åñòâå
ïðèìåðîâ.

Åùå îäíèì ýëåìåíòîì èëè ñïîñîáîì ðàçîãðåâà îðêåñòðà, êîòîðûé ÿ
èñïîëüçóþ, ÿâëÿåòñÿ äèíàìèêà. Ñëåäó åò ó÷èòûâàòü, ÷òî íà äóõîâûõ èí-
ñòðóìåíòàõ ëåã÷å èñïîëíèòü ôîðòå  è ôîðòèññèìî , ÷åì ïèàíî  è ïèàíèññèìî .
Òåì íå ìåíåå, è ýòè îáîçíà÷åíèÿ òðåáóþò îò ìóçûêàíòîâ ìíîãî÷àñîâûõ
óïðàæíåíèé äëÿ ïîëó÷åíèÿ ïðàâèëüíîé èíòîíàöèè. Ò àêèì îáðàçîì,
äèíàìè÷åñêèå óïðàæíåíèÿ èñïîëíÿþòñÿ âî âðåìÿ ðàçîãðåâà áèã-áýíäà
íà öåëûõ íîòàõ ñ ôåðìàòàìè.

Èíäèâèäóàëüíûé ïîäõîä ê êàæäîìó ñòóäåíòó , à òàêæå ãîäû ïðàê-
òè÷åñêîãî îïûòà î÷åíü áûñòðî äàëè ñâîè ðåçóëü òàòû. Èñïîëüçîâàíèå íîâà-
òîðñêèõ ìåòîäîâ ðàáîòû èìåëî ìîáèëèçóþùåå è òâîð÷åñêîå âëèÿíèå íà
ñîçäàíèå îðêåñòðà êàê åäèíîãî, ñèëüíî èíòåãðèðîâàííîãî êîëëåêòèâà.

2 . 3 .  È í í î â à ö è î í í à ÿ  ï î ä ã î ò î â ê à  ñ ò ó ä å í ò î â ,
í à ÷ è í à þ ù è õ  è ç ó ÷ å í è å  è ã ð û  í à  ä ó õ î â û õ  è í ñ ò ð ó ì å í ò à õ ,

ê  ó ÷ à ñ ò è þ  â  á è ã - á ý í ä å  UA M  W P A  â  Ê à ë è ø å

Âîçâðàùàÿñü ê óïîìÿíóòîé ðàíåå çàèíòåðåñîâàííîñòè áèã-áýíäîì,
âíèìàíèÿ çàñëóæèâàëè íîâûå ñòóäåíòû, êîòîðûå ïðèõîäèëè êî ìíå, æåëàÿ
íà ó÷èòüñÿ èãðàòü íà äóõîâûõ èíñòðóìåíòàõ è ïîïîëíèòü ðÿäû îðêåñòðà.
Ïîñëå ïðîâåðêè ôèçè÷åñêèõ ñïîñîáíîñòåé è ìóçûêàëüíîãî ñëóõà ñôîð-
ìèðîâàëàñü ãðóïïà ñòóäåíòîâ, ñ êîòîðûìè ÿ íà÷àë ðàáîòàòü êàê ñ áóäó-
ùèìè ìóçûêàíòàìè áèã-áýíäà. Çà÷èñëåííûõ íîâûõ ó÷àñòíèêîâ áèãáýíäà
(â çàâèñèìîñòè îò èõ ñïîñîáíîñòåé) ÿ ðàñïðåäåëèë íà îáó÷åíèå èãðå íà
íåäîñòàþùèõ â ãðóïïå èíñòðóìåíòàõ – òðîìáîíàõ, à òàêæå íà èíñòðóìåí-
òàõ, êîòîðûå áóäóò âîñòðåáîâàíû â áóäóùåì äëÿ çàìåíû ñòóäåíòîâ, îêîí-
÷èâøèõ Óíèâåðñèòåò. Ñðåäè ó÷àñòíèêîâ ãðóïïû, êîòîðûõ ÿ íà÷àë îáó÷àòü
èãðå íà äóõîâûõ èíñòðóìåíòàõ, áûëè äâå àëüò-ñàêñîôîíèñòêè, òåíîð-
ñàêñîôîíèñòêà è òåíîð-ñàêñîôîíèñò , òðè òðóáà÷êè, îäíà òðîìáîíèñòêà
è äâà òðîìáîíèñòà. Ðàáîòà ñ áóäóùèìè îðêåñòðàíòàìè áèã-áýíäà äîëæíà
áûëà áûòü î÷åíü òî÷íîé è èçáèðàòåëüíîé. Îäíàêî, íåñìîòðÿ íà áûñò-
ðûå òåìïû îáó÷åíèÿ, áûëè ó÷òåíû âñå ïðàêòè÷åñêèå (îáó ñëîâëåííûå
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ðàáîòîé ñ èíñòðóìåíòàìè) è ìóçûêàëüíûå ýëåìåíòû, îïðåäåëÿþùèå äàëü-
íåéøåå ðàçâèòèå èíñòðóìåíòàëèñòà. Ïîëüçó ÿñü ñëó÷àåì, ÿ äîëæåí âûðà-
çèòü ñâîå êðèòè÷åñêîå îòíîøåíèå ê ïóáëèêó åìûì â Ïîëüøå ïîñîáèÿì
ïî èãðå íà äóõîâûõ èíñòðóìåíòàõ. Ìîé 35-ëåòíèé îïûò ðàáîòû â îáëàñòè
îáó÷åíèÿ èãðå íà äóõîâûõ èíñòðóìåíòàõ âûçûâàåò ìíîãî âîçðàæåíèé
îòíîñèòåëüíî ýòèõ ïóáëèêàöèé. Ïðèìåðîì ìîæåò ñëóæèòü Ïîñîáèå ïî
èãðå íà ñàêñîôîíå (Szkoùa na saksofon, Hejda 1979), â êîòîðîì àâòîð ïðåä-
ëàãàåò óïðàæíåíèÿ äëÿ íà÷èíàþùèõ ìóçûêàíòîâ â òîíàëüíîñòè C-dur,
íå ïðèíèìàÿ âî âíèìàíèå òðóäíîñòè, ñ êîòîðûìè ñòàëêèâàþòñÿ ìóçû-
êàíòû ïðè èñïîëíåíèè çâóêîâ â íèæíåì ðåãèñòðå èíñòðóìåíòà â óêà-
çàííîé òîíàëüíîñòè, ò . å. çâóêîâ d1è c1. Ìîé îïûò ïîêàçûâàåò , ÷òî íå âñå
ñàêñîôîíû ÿâëÿþòñÿ íîâûìè è âûñîêîêà÷åñòâåííûìè èíñòðóìåíòàìè,
ïîçâîëÿþùèìè èäåàëüíî èçäàâàòü ýòè çâóêè. Ñ÷èòàþ, ÷òî â ïðîöåññå
îáó÷åíèÿ ñëåäóåò èñïîëüçîâàòü (÷òî ÿ è äåëàþ) ñðåäíèé ðåãèñòð äàííîãî
èíñòðóìåíòà. Ïîýòîìó äëÿ ñòóäåíòîâ, íà÷èíàþùèõ îáó÷åíèå íà ñàêñî-
ôîíå, ÿ ïðåäëàãàþ â êà÷åñòâå ïåðâîé ãàììû G-dur , òàê êàê îíà ðàñïîëî-
æåíà â ñðåäíåì ðåãèñòðå. Îïûò ïîêàçûâàåò , ÷òî ó÷àùèåñÿ ìóçûêàíòû
ëåã÷å ñïðàâëÿþòñÿ, èñïîëüçóÿ êëàâèøó îêòàâû, ÷åì èãðàÿ â íèæíåì ðå-
ãèñòðå. Àíàëîãè÷íî âûãëÿäèò ñèòóàöèÿ â êíèãå Ëþäâèêà Ëþòàêà Ïîñî-
áèå ïî èãðå íà òðóáå (êîðíåò èëè òåíîð-ñàêñãîðí) (Szkoùa na tràbkæ (korne
tlub sakshorn tenorowy): Lutak 1980). Â ýòîì ïîñîáèè ïåðâàÿ òîíàëüíîñòü
(ãàììà) òàêæå C-dur. Â áîëüøèíñòâå ñëó÷àåâ íà÷èíàþùèì ñàêñîôîíèñ-
òàì íà ïåðâûõ ýòàïàõ èçó÷åíèÿ î÷åíü ñëîæíî è òðóäíî èãðàòü âûñîêèå
çâóêè äàííîé ãàììû. Ýòî ìîæåò âûçâàòü ñèëîâîå èñïîëíåíèå ýòèõ çâóêîâ
è ïðèâåñòè ê âðåäíûì ïðèâû÷êàì. Ñèëîâîå èçâëå÷åíèå çâóêîâ çàêëþ÷à-
åòñÿ â ñèëüíîì ïðèæèìàíèè ìóíäøòóêà ê ãóáàì, ÷òî âåäåò ê íåïðàâèëü-
íîìó âäóâàíèþ è îòðèöàòåëüíî âëèÿåò íà òåìáð ñàìîãî èíñòðóìåíòà.
Òàêèì îáðàçîì, â çàâèñèìîñòè îò ñïîñîáíîñòåé êàíäèäàòà ÿ èñïîëüçóþ
òîíàëüíîñòü, êîòîðàÿ ïîçâîëèò åìó ïðàâèëüíî íà ó÷èòüñÿ âäóâàòü. ×àùå
âñåãî ýòî òîíàëüíîñòè G-dur, A-dur  èëè B-dur. Îêàçûâàåòñÿ, ÷òî êàê âû-
øåóïîìÿíóòûå, òàê è ñëåäóþùèå ïîñîáèÿ – Ïîïóëÿðíîå ïîñîáèå ïî èãðå
íà êëàðíåòå (Popularna szkoùa na klarnet: Lic 1960), Ïîñîáèå ïî èãðå íà
êëàðíåòå (Szkoùa gry na klarnet: Kratochvil  1983), Ïîñîáèå ïî èãðå íà êëàð-
íåòå (Szkoùa na klarnet: Hejda 1980), Ïîñîáèå ïî èãðå íà ãîðíå (Szkoùa na
róg: Geisler 1985), Íîâîå ïîñîáèå ïî èãðå íà òðîìáîíå (Nowa szkoùa na
puzon: Kwiatkowski  1988), Ìàëîå ïîñîáèå ïî èãðå íà òóáå (Maùa szkoùa na
tubæ: Pniak 1987), Íîâàÿ ìåòîäèêà ïî èãðå íà ìàëîì áàðàáàíå (Nowa metoda
gry na maùym bæbnie: Kosmala 1968) – áûëè ðåêîìåíäîâàíû äëÿ èñïîëü-
çîâàíèÿ â ìóçûêàëüíûõ øêîëàõ I è II óðîâíÿ ïèñüìîì Ìèíèñòðà êóëü-
òóðû è èñêóññòâ îòíîñèòåëüíî äàâíî (â 1961–1963 ãîäàõ) è íå ïðåòåðïåëè
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êàêèõ-ëèáî îáíîâëåíèé èëè èñïðàâëåíèé ïî ñåé äåíü. Ïîýòîìó ïîëüçó-
þñü èìè ëèøü ÷àñòè÷íî. Ñ äðóãîé ñòîðîíû, ëè÷íûé îïûò ïðåïîäàâàíèÿ,
íàêîïëåííûé â õîäå ïðàêòèêè, ïîçâîëÿåò âíåñòè íåêîòîðûå èçìåíåíèÿ
â ïðèíöèïû îáó÷åíèÿ èãðå íà ìóçûêàëüíûõ èíñòðóìåíòàõ, âûçûâàþ-
ùèõ çàèíòåðåñîâàííîñòü ñòóäåíòîâ. Âíåñåííûå èçìåíåíèÿ çíà÷èòåëüíî
ïîâûøàþò ýôôåêòèâíîñòü è ðåçóëü òàòèâíîñòü ïîäãîòîâêè èñïîëíèòåëü-
ñêîãî àïïàðàòà, ÷òî ïðèâîäèò ê áîëåå áûñòðîìó ðàçâèòèþ ìóçûêàíòà.
Ñìîòðÿ îáúåêòèâíî, êàê ïðàêòèê, èñïîëüçóþùèé ýòè ïîñîáèÿ, ÿ ó÷èòû-
âàþ è ñâîé îïûò ïåäàãîãà â âîñïèòàíèè è ôîðìèðîâàíèè ìóçûêàíòîâ
áèã-áýíäîâ è äóõîâûõ îðêåñòðîâ. Ìîè ðàçìûøëåíèÿ íàïðàâëåíû íà ïðåä-
îòâðàùåíèå ðÿäà îøèáîê â ïðîöåññå îáó÷åíèÿ íà îòäåëüíûõ èíñòðóìåíòàõ .
Âíåäðÿåìûå èííîâàöèîííûå èçìåíåíèÿ ñîêðàùàþò ïåðèîä îáó÷åíèÿ
èãðå íà äóõîâûõ èíñòðóìåíòàõ è â òî æå âðåìÿ ïîçâîëÿþò ëåãêî îñâîèòü
ñëîæíûå èíñòðóìåíòû, êàêèìè, íåñîìíåííî, ÿâëÿþòñÿ äóõîâûå.

2 . 4 .  È ç ì å í å í è ÿ  â  è í ñ ò ð ó ì å í ò à ë ü í î ì  ñ î ñ ò à â å  î ð ê å ñ ò ð à

Â 2012/2013 ó÷åáíîì ãîäó â ðÿäû áèã-áýíäà âëèëèñü íîâûå ïîäãîòîâ-
ëåííûå ìíîþ ñòóäåíòû. Ýòî äâå àëü ò-ñàêñîôîíèñòêè, îäíà òåíîð-ñàêñî-
ôîíèñòêà, îäíà òðóáà÷êà è îäíà òðîìáîíèñòêà. Èíòåðåñ ê èãðå â áèã-áýíäå
òàêæå ïðîÿâèë îäèí èç ðîäèòåëåé ñòóäåíòêè, êîòîðûé ïðèñîåäèíèëñÿ ê
ðèòìî-ãàðìîíè÷åñêîé ñåêöèè êàê ãèòàðèñò . Â ñëåäóþùåì 2013/2014 ó÷åá-
íîì ãîäó ê áèã-áýíäó ïðèñîåäèíèëèñü íîâûå îáó÷åííûå ìíîé ñòóäåíòû :
îäèí òåíîð-ñàêñîôîíèñò , äâà òðîìáîíèñòà, äâå òðóáà÷êè. Òàêæå îáðà-
òèëèñü äâå ôëåéòèñòêè, ïåðâîêóðñíèöû Êàôåäðû ìóçûêàëüíîãî îáðà-
çîâàíèÿ, è îäíà ñàêñîôîíèñòêà – ñòóäåíòêà Ïåäàãîãè÷åñêîãî ôàêóëü òåòà.
Èíòåðåñ ê áèã-áýíäó óâåëè÷èâàåòñÿ. Áûëè çàáûòû ìîè ñòðàõè, ÷òî îð-
êåñòð íå ñìîæåò ôóíêöèîíèðîâàòü âñëåäñòâèå ðîòàöèè ñòóäåíòîâ, çàâåð-
øàþùèõ îáó÷åíèå â Ó íèâåðñèòåòå. Â 2013/2014 ó÷åáíîì ãîäó èçó÷àòü
äóõîâûå èíñòðóìåíòû ïîä ìîèì ðóêîâîäñòâîì íà÷àëè íîâûå ñòóäåíòû
Êàôåäðû ìóçûêàëüíîãî îáðàçîâàíèÿ: äâå àëü ò-ñàêñîôîíèñòêè, îäíà òðó-
áà÷êà è îäèí òðóáà÷, äâå òðîìáîíèñòêè, à òàêæå äâå ñòóäåíòêè Ïåäàãî-
ãè÷åñêîãî ôàêóëüòåòà áåç ìóçûêàëüíîé ïîäãîòîâêè: îäíà òðóáà÷êà è îäíà
òðîìáîíèñòêà. Â 2014/2015 ó÷åáíîì ãîäó , íåñìîòðÿ íà óõîä íåñêîëüêèõ
ñòóäåíòîâ, êîòîðûå çàêîí÷èëè ó÷åáíîå çàâåäåíèå, ñîõðàíèëñÿ íåîáõî-
äèìûé áàëàíñ è äàæå óâåëè÷èëñÿ èíñòðóìåíòàëüíûé ñîñòàâ. Íà ìåñòî
áàñ-ãèòàðèñòà ïðèøåë òóáèñò – ïåðâîêóðñíèê Êàôåäðû ìóçûêàëüíîãî
îáðàçîâàíèÿ. Èç òîé æå Êàôåäðû ê íàì ïðèñîåäèíèëèñü äâà òðóáà÷à. Ê
îðêåñòðó ïðèñîåäèíÿþòñÿ ñòóäåíòû, îáó÷àâøèåñÿ èãðå íà ìóçûêàëüíûõ
èíñòðóìåíòàõ â 2013/2014 ó÷åáíîì ãîäó , à èìåííî: äâå ñòóäåíòêè Ïåäàãî-
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ãè÷åñêîãî ôàêóëüòåòà (òðîìáîíèñòêà è òðóáà÷êà); òðè ñòóäåíòêè Êàôåäðû
ìóçûêàëüíîãî îáðàçîâàíèÿ (ñàêñîôîíèñòêà, òðóáà÷êà è òðîìáîíèñòêà).
Îáó÷åíèå èãðå íà èíñòðóìåíòàõ íà÷èíàþò íîâûå çàèíòåðåñîâàííûå ñòó-
äåíòû, òàêæå ïåðâîêóðñíèêè Êàôåäðû ìóçûêàëüíîãî îáðàçîâàíèÿ: îäèí
íà òðîìáîíå, äâà ÷åëîâåêà íà ñàêñîôîíå, äâîå íà òðóáå è îäèí ÷åëîâåê
íà ñàêñãîðíe (áàðèòîíe).

Ñîñòàâ áèã-áýíäà â íà÷àëå 2014–2015 ó÷åáíîãî ãîäà áûë ñëåäóþùèì:
— 3 ôëåéòû,
— 5 àëüò-ñàêñîôîíîâ,
— 3 òåíîð-ñàêñîôîíà,
— 7 òðóá,
— 5 òðîìáîíîâ,
— 2 ãèòàðû,
— 1 ñèíòåçàòîð,
— 1 òóáà,
— 1 óäàðíàÿ óñòàíîâêà,
— 1 óäàðíûé èíñòðóìåíò .

Â èòîãå âíåäðåíèå èííîâàöèîííûõ ìåòîäîâ îáó÷åíèÿ èãðå íà äóõî-
âûõ èíñòðóìåíòàõ, íà îñíîâå ñîáñòâåííîãî ïðàêòè÷åñêîãî îïûòà, ïîçâî-
ëèëî ìíå çà îòíîñèòåëüíî êîðîòêèé ïåðèîä âðåìåíè äîñòè÷ü ïîçèòèâ-
íûõ ðåçóëüòàòîâ â ðàáîòå ñ êîëëåêòèâîì. Õî÷ó ïîä÷åðêíóòü, ÷òî â îòëè÷èå
îò ïðåäëîæåíèé ìíîãèõ øêîëüíûõ ïðîãðàìì, îáÿçàòåëüíûõ â ìóçûêàëü-
íûõ øêîëàõ, ÿ áûë âûíóæäåí èñïîëüçîâàòü òàêèå ìåòîäèêè, êîòîðûå
ïîçâîëèëè áû â êîðîòêèå ñðîêè äîñòè÷ü æåëàåìîãî ðåçóëü òàòà. Â îòëè-
÷èå îò îáðàçîâàíèÿ â ìóçûêàëüíûõ øêîëàõ I è II óðîâíÿ, â êîòîðûõ îáó-
÷åíèå äëèòñÿ íåñêîëüêî ëåò, ÿ äîëæåí áûë ïðåäïðèíÿòü ìåðû, êîòîðûå
ïîçâîëèëè áû â ìàêñèìàëüíî âîçìîæíîé ñòåïåíè ñîêðàòèòü âðåìÿ îáó-
÷åíèÿ èãðû íà ìóçûêàëüíûõ èíñòðóìåíòàõ.

2 . 5 .  Â è ä û  ì ó ç û ê à ë ü í û õ  ï ð î è ç â å ä å í è é ,
è ñ ï î ë í ÿ å ì û õ  á è ã - á ý í ä î ì ,  î á ð à á î ò à í í û å  ä è ð è æ å ð î ì

ß õîðîøî ïîíèìàë, ÷òî ïðîèçâåäåíèÿ, êîòîðûå ÿ õîòåë áû èñïîëíÿòü
ñ îðêåñòðîì, äîëæíû íàéòè ñëóøàòåëåé â ñòóäåí÷åñêîé ñðåäå, ñðåäè ïðå-
ïîäàâàòåëüñêîãî ñîñòàâà è àäìèíèñòðàöèè ôàêóëüòåòà. Íà Õóäîæåñòâåí-
íî-ïåäàãîãè÷åñêîì ôàêóëü òåòå, ãäå íàñ÷èòûâàåòñÿ äâåíàäöàòü êàôåäð,
äâå ëàáîðàòîðèè è îäíà ñòóäèÿ, èìåþòñÿ òîëüêî äâå êàôåäðû, îáó÷àþ-
ùèå ñòóäåíòîâ ìóçûêå. Òàêèì îáðàçîì, ïåðâûå ïðîèçâåäåíèÿ áèã-áýíäà
äîëæíû áûëè áûòü ïðîñòûìè, ëåãêèìè è ïðèÿòíûìè, ðàçíûõ ìóçûêàëü-
íûõ æàíðîâ, îñîáåííî ïîïóëÿðíîé ìóçûêè. Ïðîèçâåäåíèÿ, àðàíæèðî-
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âàííûå â ïåðâóþ î÷åðåäü: A String of Pearls, Jalousie-Tango, Speak Low,
Say say say, Cha Cha L’amour, Swing’94. Â íàñòîÿùåå âðåìÿ, ñëåäóÿ ñîá-
ñòâåííûì ïðîãðàììíûì ïðåäïîñûëêàì, ìû â îðêåñòðå ðàçó÷èâàåì î÷å-
ðåäíûå ïðîèçâåäåíèÿ. Íîâûé ðåïåðòóàð, êîòîðûé òðåáó åò ìíîãî ñàìî-
îòâåðæåííîñòè, âîâëå÷åííîñòè è ìíîãèõ ÷àñîâ èíäèâèäóàëüíûõ çàíÿ-
òèé, à çàòåì êîìàíäíîé ðàáîòû, î÷åíü ìîòèâèðó åò ìóçûêàíòîâ. Ðåïåð-
òóàð âêëþ÷àåò ìîè àðàíæèðîâêè ñëåäóþùèõ ïðîèçâåäåíèé: Sing Sing
Sing, ïîïóðè  Swing Russland, El Cumbanchero, Òâèñò, Sway, Palniksiana,
Tuxedo Junction.

2 . 6 .  Òî ð æ å ñ ò â à  ñ  ó ÷ à ñ ò è å ì  á è ã - á ý í ä à

Íåñìîòðÿ íà êîðîòêèé ïåðèîä äåÿòåëüíîñòè, áèã-áýíä îáðåë áîëü-
øóþ ïîïóëÿðíîñòü ñðåäè ëþáèòåëåé ìóçûêè, è åãî ïðèãëàøàþò ïðèíÿòü
ó÷àñòèå âî âñåõ êóëüòóðíûõ òîðæåñòâàõ, ïðîèñõîäÿùèõ íà íàøåì ôàêóëü-
òåòå, â ÷àñòíîñòè èíàóãóðàöèÿõ ó÷åáíîãî ãîäà, Óíèâåðñèòåòñêèõ âñòðå÷àõ
ñ èñêóññòâîì, äíÿõ îòêðûòûõ äâåðåé, âûïó ñêíûõ, ñòóäåí÷åñêèõ ïðàçä-
íèêàõ. Êðîìå òîãî, êîëëåêòèâ ó÷àñòâîâàë â äâóõ Ìåæäóíàðîäíûõ ñòóäåí-
÷åñêèõ íàó÷íûõ êîíôåðåíöèÿõ: Ïðàâäà è ëîæü, à òàêæå Ñêóêà, ïðåäñòàâ-
ëÿÿ òåìàòè÷åñêóþ ïðîãðàììó , ñîîòâåòñòâóþùóþ îñíîâíûì âîïðîñàì
ïðîâîäèìûõ êîíôåðåíöèé. Ïîïóëÿðíîñòü è èçâåñòíîñòü áèã-áýíäà óâå-
ëè÷èâàåòñÿ èç ãîäà â ãîä. Ïî ïðèãëàøåíèþ ðóêîâîäñòâà îäíîé èç øêîë
Êàëèøà ìû ïðèíèìàëè ó÷àñòèå â îáðàçîâàòåëüíîì êîíöåðòå äëÿ äåòåé è
ìîëîäåæè ýòîé øêîëû. Ò àêæå îðêåñòð ó÷àñòâîâàë â ñîâìåñòíîì êîíöåðòå
ñ îðêåñòðîì èç ãîðîäà Õàìì (Ã åðìàíèÿ). Â íàñòîÿùåå âðåìÿ áèã-áýíä
ïðåäñòàâëÿåò ñâîè ìóçûêàëüíûå ñïîñîáíîñòè è íà ìåæäóíàðîäíîé àðåíå .
15–18 èþíÿ 2015 ãîäà ñîñòîÿëèñü ãàñòðîëè ñ ñîáñòâåííûì ðåïåðòóàðîì
ïîïóëÿðíîé ìóçûêè è ãèìíîì Ave verum corpus Êøèøòîôà Íåãîâñêîãî
(Krzysztof Niegowski) â ãîðîäå Õàìì; ïðîøëè âûñòóïëåíèÿ è â Äîðò-
ìóíäå.

2 . 7 .  Ì í å í è å  ñ ò ó ä å í ò î â  î  ä å ÿ ò å ë ü í î ñ ò è  á è ã - á ý í ä à

Ñîçäàíèå áèã-áýíäà U AM WPA â Êàëèøå áûëî âñòðå÷åíî ñ áîëüøèì
èíòåðåñîì. Ñòóäåíòû îðêåñòðà ïîñëå îäíîãî ãîäà ñâîåé ðàáîòû îáðàòè-
ëèñü ê äåêàíó ôàêóëüòåòà ñ ïðåäëîæåíèåì äàòü áèã-áýíäó íàçâàíèå Kord-
Band UAM WPA â Êàëèøå. Ïðåäëàãàåìîå íàçâàíèå, êîòîðîå ïðîèñõîäèò
îò ôàìèëèè äèðèæåðà, äîêòîðà Ìèðîñëàâà Êîðäîâñêîãî, äåêàí îäîáðèë
è íà ïåðâîé ïðåçåíòàöèè îðêåñòðà çà÷èòàë åãî ïîëíîå íàçâàíèå. Ïîñêîëüêó
áèã-áýíä áûë ñîçäàí ñïîíòàííî, âñëåäñòâèå çàèíòåðåñîâàííîñòè ñòóäåí-
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òîâ, àäìèíèñòðàöèÿ íå ó÷ëà åãî â ïëàíå çàíÿòèé ó÷åáíîãî çàâåäåíèÿ. Â
ñâÿçè ñ ýòèì ñòóäåíòû ñòîëêíóëèñü ñ òðóäíîñòÿìè ïðè ïîñåùåíèè ðåïå-
òèöèé îðêåñòðà, íàçíà÷åííûõ ðóêîâîäèòåëåì îðêåñòðà íà êîíêðåòíîå
âðåìÿ. Ïðåïîäàâàòåëè äðóãèõ äèñöèïëèí ÷àñòî ïåðåíîñèëè ñâîè çàíÿ-
òèÿ íà âðåìÿ ïðîâåäåíèÿ ðåïåòèöèé áèã-áýíäà. Ïî ýòîìó ïîâîäó ñòó-
äåíòû, ó÷àñòíèêè îðêåñòðà, âûðàæàëè ñâîå íåäîâîëüñòâî, ïîñêîëüêó ýòî
ïðåïÿòñòâîâàëî ðåãóëÿðíîìó ïîñåùåíèþ ðåïåòèöèé îðêåñòðà. Áèã-áýíä
ñòàë î÷åíü âàæíîé ÷àñòüþ ìóçûêàëüíîé æèçíè ñòóäåíòîâ Õ óäîæåñòâåí-
íî-ïåäàãîãè÷åñêîãî ôàêóëü òåòà. Áîëüøîé èíòåðåñ ñòóäåíòîâ ê áèã-áýíäó
ñòàëêèâàåòñÿ ñ îáúåêòèâíûìè òðóäíîñòÿìè, ñâÿçàííûìè ñ îòñóòñòâèåì
äóõîâûõ èíñòðóìåíòîâ äëÿ îáó÷åíèÿ, ÷òî íå ïîçâîëÿåò ðàñøèðèòü ñî-
ñòàâ îðêåñòðà. Ñëåäóåò ïîä÷åðêíóòü, ÷òî áîëüøèíñòâî èíñòðóìåíòîâ ÿ
ëè÷íî êàê äèðèæåð îäîëæèë îðêåñòðó.

Íåñìîòðÿ íà ñóùåñòâóþùèå ïðîáëåìû, ñâÿçàííûå ñ îòñóòñòâèåì
àêàäåìè÷åñêèõ ÷àñîâ (â ïëàíå çàíÿòèé) äëÿ ðåïåòèöèé, ñ îòñóòñòâèåì
èíñòðóìåíòîâ è îïðåäåëåíèåì âðåìåíè ðåïåòèöèé, êîòîðîå ó ñòðàèâàëî
áû ñòóäåíòîâ ñ äðóãèõ êàôåäð, æåëàþùèõ ïðèíèìàòü ó÷àñòèå â îðêåñòðå,
áèã-áýíä ðàçâèâàåòñÿ è ÿâëÿåòñÿ ãîðäîñòüþ ôàêóëüòåòà. Îðêåñòð ïðè-
íèìàåò ó÷àñòèå â ðÿäå ìåðîïðèÿòèé â Óíèâåðñèòåòå, îáåñïå÷èâàÿ ìóçû-
êàëüíîå îôîðìëåíèå, è òåì ñàìèì ïîä÷åðêèâàåò ñâîþ âàæíîñòü. Äîñ-
òèãíóòûé êîëëåêòèâîì óðîâåíü ïðèíîñèò äèâèäåíäû â âèäå áîëüøîé
çàèíòåðåñîâàííîñòè ñî ñòîðîíû ñòóäåíòîâ, æåëàþùèõ ïðèíÿòü ó÷àñòèå
â åãî ðàáîòå. Ñ÷èòàþ, ÷òî øàãè, ïðåäïðèíÿòûå äëÿ ïîëó÷åíèÿ íîâûõ
èíñòðóìåíòîâ äëÿ áèã-áýíäà, à çàòåì èõ ïðèîáðåòåíèå ïîçâîëÿò âîïëî-
òèòü â æèçíü ìå÷òû íîâûõ ñòóäåíòîâ, æåëàþùèõ èãðàòü â îðêåñòðå. Ýòî
óâåëè÷èò ñîñòàâ áèã-áýíäà, à â áóäóùåì ïðåâðàòèò åãî â äðóãîé, íàìíîãî
áîëüøèé êîëëåêòèâ – äóõîâîé îðêåñòð.

Âûâîäû

Ïîäâîäÿ èòîãè ñòàòüè, ìîæíî ïîïûòàòüñÿ ñôîðìóëèðîâàòü íåñêîëü-
êî ñëåäóþùèõ îáùèõ âûâîäîâ:
— ïðåäìåòíàÿ ïîäãîòîâêà è îñîáûé èíòåðåñ ñ ìîåé ñòîðîíû, à òàêæå

îáùàÿ ñî ñòóäåíòàìè óâëå÷åííîñòü ïîçâîëèëè îðãàíèçîâàòü è ñî-
çäàòü â 2011–2012 ó÷åáíîì ãîäó êîëëåêòèâ ïîä íàçâàíèåì Kord-Band
UAM WPA â Êàëèøå;

— îòáîð ó÷àñòíèêîâ, èãðàþùèõ â áèã-áýíäå, òðåáîâàë ó ñòàíîâèòü óðî-
âåíü ìóçûêàëüíîé ïîäãîòîâêè áóäóùèõ ìóçûêàíòîâ è èñïîëüçîâàòü
öåëûé ðÿä óïðàæíåíèé, íàïðàâëåííûõ íà äîñòèæåíèå íàäëåæàùåãî
óðîâíÿ èãðû áèã-áýíäà;
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— íà îñíîâå 35-ëåòíåãî îïûòà ðàáîòû ñ êîëëåêòèâàìè òàêîãî òèïà, à
òàêæå íà îñíîâå ïîïóëÿðíûõ ïîñîáèé ïî èãðå íà äóõîâûõ èíñòðó-
ìåíòàõ ÿ âíåäðÿþ ñâîè ñîáñòâåííûå ìåòîäèêè èñïîëíåíèÿ ñîîòâåò-
ñòâóþùèõ óïðàæíåíèé;

— ââåäåííûå èííîâàöèîííûå èçìåíåíèÿ ïðèíöèïîâ îáó÷åíèÿ èãðå íà
ìóçûêàëüíûõ èíñòðóìåíòàõ çíà÷èòåëüíî ïîâûñèëè ýôôåêòèâíîñòü
è ðåçóëüòàòèâíîñòü ïîäãîòîâêè èñïîëíèòåëüñêîãî àïïàðàòà, ÷òî
îêàçûâàåò ñóùåñòâåííîå âëèÿíèå íà ðàçâèòèå ìóçûêàíòîâ;

— âèäû ìóçûêàëüíûõ ïðîèçâåäåíèé, èñïîëíÿåìûõ áèã-áýíäîì â ìîåé
îáðàáîòêå, ïðåäíàçíà÷åíû äëÿ îáëåã÷åíèÿ âîñïðèÿòèÿ ëåãêèõ è ïðè-
ÿòíûõ ïðîèçâåäåíèé ëþáîãî ìóçûêàëüíîãî æàíðà, à îñîáåííî ïî-
ïóëÿðíîé ìóçûêè;

— ðåçóëüòàòîì îòíîñèòåëüíî êîðîòêîãî ïåðèîäà ðàáîòû ñ èíñòðóìåí-
òàëüíûì àíñàìáëåì ÿâëÿåòñÿ åãî ïîïóëÿðíîñòü ñðåäè ñòóäåíòîâ è
ïðîôåññîðñêî-ïðåïîäàâàòåëüñêîãî ñîñòàâà, êîòîðàÿ îòðàæàåòñÿ â
ó÷àñòèè áèã-áýíäà âî âñåõ òîðæåñòâàõ, ïðîâîäèìûõ íà íàøåì ôà-
êóëüòåòå. Ñëåäóåò âûäåëèòü ó÷àñòèå îðêåñòðà â êà÷åñòâå ïðåäñòàâè-
òåëÿ íàøåãî ôàêóëüòåòà â äâóõ Ìåæäóíàðîäíûõ ñòóäåí÷åñêèõ íàó÷-
íûõ êîíôåðåíöèÿõ.

Innovations within the Scope of the Substantive,
Organizational and Educational Activities in Higher Education:

The Case of the UAM WPA2 Big-Band in Kalisz

Mirek Kordowski

Summary

The study consists of a whole range of details describing the challenges
in the field of the educational innovations in the context of continuity and
change in higher education on the example of the UAM WPA big-band in
Kalisz. The first part of the discussed study shows big bands as a form of
musical ensembles and the instruments used in them. Realizing the set assump-
tions modelled on the history of big bands, the next part deals with the crea-
tion of the UAM WPA big-band in Kalisz. Works related to the creation of
the band in the University concerned the verification of the musical prepara-

2 UAM WPA – hereinafter Adam Mickiewicz University, Faculty of Pedagogy
and Fine Arts (Uniwersytet im. Adama Mickiewicza, Wydziaù Pedagogiczno-Artys-
tyczny).
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tion of students participating in the band. The author of the study prepares
students with a preliminary musical education (playing solo, playing the
wind instruments) by a number of different exercises to play as a band. 35
years of experience of the team leader allows – according to his own con-
cepts– to introduce and apply some innovative teaching methods for indivi-
dual and band playing rejecting the ‘obsolete’ methods. The introduction of
the innovative teaching methods for wind instruments allowed in a short
time to achieve some positive results of teamwork in accordance with the
previously chosen target. An important element of teamwork is the selection
of songs performed by the big band and developed by the conductor. There-
fore, the first songs had to be easy, light and pleasant, from all kinds of
music and especially from the popular music. The participation in the big
band was very popular among the music enthusiasts. The merit is the increasing
level of music. The team is being invited to participate in all cultural celebra-
tions held in the parent department. The final part of the study shows the
students’ opinion on the activity of the band. It is a positive opinion and a
sign of this can be the desire of students from the other faculties to join the
band. The study ends with a series of conclusions presented by the author of
the study.

Key words: big band, innovation, interests, work of a conductor.
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