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PRIEKÐVÂRDS

Krâjumâ ietverto rakstu pamatâ ir referâti, kuri tika lasîti Daugavpils
Universitâtes Mûzikas un mâkslu fakultâtes organizçtajâ gadskârtçjâ zinât-
niskajâ konferencç 2014. gada maijâ. Atbilstoði tematikai, tie iedalîti èetrâs
lielâs grupâs: I. Etnomuzikoloìija; II. Mûzikas un muzikoloìijas vçsture;
III. Mûzikas analîze; IV. Mûzikas pedagoìija.

Sadaïa ETNOMUZIKOLOÌIJA  sniedz ieskatu daþâdos ar etnomûziku
saistîtos pçtniecîbas laukos, kas nodarbina ðîs nozares speciâlistu prâtus
Lietuvâ. Rakstu tematiskais aptvçrums ir apjomîgs – no iedziïinâðanâs arhîvu
materiâlos lîdz etnomûzikas dzîvajai praksei un tâs iesaistei daþâdâs mûsdienu
mûzikas norisçs.

Seno tradîciju izpçtei veltîts Vidas Palubinskienes raksts, kurâ, balstoties
uz vçstures avotiem, autore raksturo kankïu spçles motivâciju, repertuâru
un tradîcijas ziemeïaustrumu Aukðtaitijâ; îpaði viòa izceï instrumenta iesaisti
ceremoniâlos, maìiskos rituâlos un meditâcijâ. To svarîgi izzinât un apzinât–
jo seviðíi tâpçc, ka kankles spçles tradîcijas tika pârrautas pçc Otrâ pasaules
kara. Citâ aspektâ apdraudçtâ tradîcija aplûkota Romualda Apanavièa rakstâ.
Salîdzinot etniskâs mûzikas arhîvu ierakstus ar jaunâkajiem ieskaòojumiem
un ansambïu dzîvo uzstâðanos nesen organizçtajâ Lietuvas TV raidîjumu
ciklâ, autors secina, ka daudzbalsîgas tradicionâlâs mûzikas izpildîjums
mûsdienâs bieþi zaudç tautas muzicçðanai raksturîgo skaòkârtisko duâlismu–
netiek òemts vçrâ, ka t. s. dabiskajai intonçðanai jâatðíiras no temperçtâ
skaòojuma.

Alfonsa Motuza uzmanîbas centrâ ir Aglonas un Viïòas svçtvietâs novç-
rotâs paralçles reliìisko rituâlu izpildç un izraudzîto dziedâjumu repertuârâ.
Egle Aleknaite, analizçjot paðas apkopotos materiâlus par etnomûzikas
atdzimðanas procesu Lietuvâ, uz ðîs bâzes aprobçjusi amerikâòu zinâtnieka
Tomasa Turîno koncepciju. Tâs ietvaros mûzika aplûkota pirmâm kârtâm
kâ sociâla parâdîba, kurâ iesaistîtajiem cilvçkiem ir daþâdi uzskati par muzi-
cçðanas sniegtajâm vçrtîbâm, un ðî socioloìiskâ pieeja raisa interesi kâ viens
no iespçjamiem teorçtiska atspçriena punktiem laikmetîgo noriðu izvçrtçjumâ.
Etnomûzikas un rokmûzikas iesaistei daþâdos mûsdienu sarîkojumos, festi-
vâlos, vasaras kursos u. tml. ir veltîti Kristînas Apanavièûtes-Sulikienes un
Ingrîdas Ðlepavièûtes pçtîjumi. Abi raksti sniedz priekðstatu par ðajâ jomâ
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pat pârsteidzoði daþâdâm kaimiòzemes aktivitâtçm un aicina kopâ ar rakstu
autorçm piedalîties to kritiskâ analîzç.

Ieskatîties Lietuvas un Baltkrievijas mûzikas vçstures lappusçs rosina
krâjuma otrajâ sadaïâ (MÛZIKAS UN MUZIKOLOÌIJAS VÇSTURE ) ievie-
totie materiâli. Tie apliecina, ka arî mûsdienâs vçl izdodas atrast senus manu-
skriptus, kas palîdz rekonstruçt baznîcas mûzikas vçsturi. Ar vienu ðâdu
jaunatradumu – Viïòas garîgâ seminâra noðu grâmatu (1828), kurâ ietverti
reliìiski dziedâjumi ar tekstiem latîòu, poïu, krievu valodâ un pat ivritâ –
iepazîstina Laima Budzinauskiene. Savukârt Baltkrievijas zinâtnieèu Jeïenas
Kurtenokas un Gaïinas Cmigas raksti apstiprina, ka ðîs zemes kultûra sâkot-
nçji ir attîstîjusies Jauno laiku Eiropas gultnç un tâs veidoðanâ ieguldîjumu
devuði gan Rietumeiropas mâkslinieki, gan vietçjie aristokrâti – mâkslas
mîïotâji un atbalstîtâji. Rakstu vçrtîba ir stingrs balsts bagâtîgi izmantotajos
arhîvu materiâlos, kâ arî Latvijas lasîtâjam dotâ iespçja salîdzinât ðe aprak-
stîtos procesus ar profesionâlâs mâkslas veidoðanâs eiropeiski orientçtajiem
ceïiem un apstâkïiem mûsu zemç.

Atskaòotâjmâkslas vçsturei veltîta Leonîda Meïòika piedâvâtâ analîtiskâ
apcere. Tâ patieðâm ieintriìç lasîtâjus vçl lieku reizi noklausîties Johana Sebas-
tiâna Baha klavierkoncertu ieskaòojumus pianistes Tatjanas Nikolajevas un
diriìenta Sauïa Sondecka lieliskajâs interpretâcijâs.

Ïoti plaðu uzdevumu sev izvirzîjusi Virgînija Apanavièiene – sniegt pano-
râmas skatu uz lietuvieðu muzikoloìijas gaitu no pirmsâkumiem lîdz mûsdie-
nâm. Rakstâ nosaukti daudzu mûzikas zinâtnieku vârdi, apkopota informâcija
par viòu nozîmîgâkajâm publikâcijâm, kâ arî izceltas pçtniecîbas jaunâs
tendences pçdçjo pârdesmit gadu laikâ (starpdisciplinârie pçtîjumi, izvçrsta
etnomuzikoloìijas nozare u. c.). Visu cieòu kaimiòzemes muzikologu darbîgu-
mam un patiesâm rûpçm par nacionâlâs muzikoloìijas attîstîbu!

Krâjuma treðajâ sadaïâ MÛZIKAS ANALÎZE  pârstâvçtais autoru loks
ir izteikti internacionâls, un tâda ir arî ðe aplûkotâ mûzika. Baroka mûzikas
cienîtâjiem interesantu vielu analîtiskâm pârdomâm sniegs Olgas Savickas
raksts par Fransuâ Kuperçna triosonâðu vietu mûzikas formu un þanru vçs-
turç. Tatjana Mdivani  pievçrðas laikmetîgâs harmonijas tapðanas periodam
un pamazâm mirstoðâs tonalitâtes daþâdajâm formâm 19./20. gadsimta mijâ,
vçlînâ romantisma pârstâvju daiïradç. Savukârt Çvalds Daugulis iztirzâ bûtisku
mûzikas attîstîbas paòçmienu, kas pârstâv reizç gan harmonijas, gan melo-
dijas sfçru – proti, sekvenci. Autors iezîmç daþâdu skolu zinâtnieku uzskatos
pastâvoðâs atðíirîbas ðî jçdziena skaidrojumâ; plaðâku uzmanîbu viòð veltî
sekvences lomai dþezâ, ilustrçjot to ar trâpîgi izraudzîtiem mûzikas piemç-
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riem. Atðíirîgâ rakursâ dþeza tçmu turpina poïu muzikologs Gþegoþs Rubins:
viòa ievçrîbas lokâ ir ðî stila sintçze ar folkmûziku, kas radusi spilgtas izpaus-
mes poïu skaòraþa un interpreta Zbigòeva Namislovska radoðajâ darbîbâ.

Vairâkas apceres piedâvâ analîtiski pievilcîgu, oriìinâlu skatîjumu uz
Rietumeiropas 20. un 21. gadsimta komponistu skaòdarbiem. Te izceïams
Nataïjas Hiïko  raksts par Erika Satî sportiskajiem opusiem, Jekaterinas
Okuòevas saistoðais pçtîjums par Ìerìa Ligeti ciklu Nonsense Madrigals,
Irinas Koposovas atziòas par jauna tipa programmatismu un tâ izpausmçm
Tristana Miraja darbâ  Rietoðâs saules trîspadsmit krâsas. Trîs citi raksti
veltîti kormûzikai. Marlçna Viòòicka analizç kora pârtapðanu vokâlâ oríestrî ,
kas raksturîga mûsdienu poïu komponista Andþeja Koþevska daiïradei. Olgas
Dubatovskas uzmanîbas lokâ ir kora faktûras teorçtiskie jautâjumi, tie risinâti
saiknç ar laikmetîgâ komponista Dmitrija Smirnova skaòdarbu Spârna dzim-
ðana. Danute Kalavinskaite pçtîjumâ par mûsdienu autores Kristînas Vasi-
ïauskaites mesâm secina, ka tâs (atðíirîbâ no daudziem citiem ðî þanra jaun-
darbiem!) patieðâm ir piemçrotas un tiek izmantotas dievkalpojumu praksç
mûsdienu katoïu baznîcâ. Nedaudz plaðâku hronoloìisko spektru, sâkot jau
ar 19. gadsimta nogali, aptver Irinas Gornajas raksts par sievieðu tçliem
somu vokâlajâ kamermûzikâ.

Esmu pârliecinâta, ka lasîtâju interesi piesaistîs arî tie pçtîjumi, kuros
izskatîti latvieðu komponistu skaòdarbi – Andra Vecumnieka veltîjums Jura
Karlsona sakrâlâs mûzikas izpçtei un Baibas Jaunslavietes analizçtâs sono-
rikas izpausmes kompozîcijâs, kurâs ðî tehnika lietota epizodiski un mijiedar-
bojas ar cita veida mûzikas materiâlu.

Sonorikas tçmu, bet jau atðíirîgâ rakursâ, turpina Riðarda Þoledzevska
raksts. Autors sniedz vispusîgu pârskatu par sonorisko efektu izmantojumu
koka pûðaminstrumentu spçlç mûsdienâs, tâpçc ar rakstâ paustajâm atziòâm
bûtu vçrtîgi iepazîties katram koka pûðaminstrumentu spçles pedagogam
un studentam.

 Tematikas ziòâ mazliet atstatu no citiem atrodas Karlînas Îvânes pçtî-
jums. Tas atspoguïo ar datorprogrammas palîdzîbu veikta un atskaòotâj-
mâkslai nozîmîga pirmreizçja pçtîjuma rezultâtus: uz Ligeti skaòdarba Hora
lungaÈÈÈÈÈ      ieskaòojumu bâzes salîdzinâtas galvenâs tendences mikrointervâlu
intonçðanâ daþâdu altistu sniegumâ.

Sadaïas MÛZIKAS PEDAGOÌIJA  rakstu autori – poïu kolçìi Macejs
Kolodzejskis, Beâte Bonna, Pavels Adams Tðoss, Jadviga Uhila-Zroska un
Eva Kumika – pçtîjuði daþâdus bçrnu muzikâlâs izglîtîbas un audzinâðanas
jautâjumus, galvenokârt aprobçjot amerikâòu mûzikas pedagoga Edvîna
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Eliasa Gordona aizsâkto pçtniecisko virzienu. Nozîmîgai pedagoìijas prob-
lçmai veltîts Jolantas Abramauskienes un Rasas Kirïauskienes raksts, kura
mçríis ir izzinât iemeslus, kas jaunieðiem par savçjo liek izvçlçties mûzikas
skolotâja profesiju. Kopumâ krâjums, lîdzîgi kâ iepriekðçjos gados, sniedz
vispusîgu priekðstatu par jaunâkajâm muzikoloìiskâs domas attîstîbas ten-
dencçm gan Latvijâ, gan kaimiòvalstîs.

Ilma Grauzdiòa
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I. ETNOMUZIKOLOÌIJA

Playing the Traditional Kanklës
in North-Eastern Aukðtaitija (Highlands)

(in the Second Half of 19th Century – 20th Century)

Dr. ethnology Vida Palubinskienë
Professor of the Lithuanian University of

Educational Sciences, Faculty of Education

The kanklës of northeastern Aukðtaitija (Highland) were spread in the
districts of Birþai, Rokiðkis and Kupiðkis. The use of this musical instrument
was observed in the traditional culture until the middle of the 20th century.
As the presenters no longer possess this kind of instrument, it is possible to
discuss it only on the basis of informants’ stories, museum exhibits, the data
collected during the interwar period and the ethno-instrumental expeditions.
The kanklës of northeastern Aukðtaitija are assigned to the first type. This
type contains the most archaic, skiff or coffin-shaped instruments, which
are sculpted or carved from a single piece of wood, painted black and have
5 or, though rarely, 4, 8, or 9 strings. The main repertoire consisted of instru-
mental glees. It is believed that the initial purpose of kanklës in northeastern
Aukðtaitija was ritual, magical, and that of meditation (contemplation), which
was identified later. After the changes in traditional ways of life, collapse of
cultural frames, the status and the image of the kanklës and kanklës players
changed beyond recognition in the second half of the 19th century and the
20th century. The symbolic and mythical role of kanklës and kanklës players
disappeared together with the changes in cultural situation.

Introduction

Folk traditions, language, religion, customs and rituals have played an
important role in the development of social forms and human spiritual culture
over thousands of years. These are integral parts of human and national
self-awareness (Tarnauskaitë-Palubinskienë 2009: 297). According to Juozas
Kudirka, “the nation would disappear without them” (Kudirka 1991: 5).
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Almost all the achievements of folk culture (particularly those in oral and
artistic activities) have become an integral part of customs and rituals, which
have been handed down from generation to generation almost unchanged.
According to Pranë Dundulienë, “though such standardisation promoted
routine and certain backwardness, it also played a progressive role because
it contributed to preservation of achievements of folk material and spiritual
culture accumulated over centuries” (Dundulienë 1991: 11).

The north-eastern Aukðtaitija kanklës with five strings were first time
mentioned and described in the guide of Birþai region (“Birþai [...]: kanklës,
an instrument with 5–12 metal strings, made in the Lithuanian willow
Þylwitis” 1) written by ethnographer Eustachy Tyszkiewicz in Polish in 1869
(Tyszkiewicz 1869: 19–22). The form, the number of strings and the methods
of production were described there and the publication also contained a
picture of five-string kanklës. The author compared kanklës with Russian
gusli (huúle, gæúli), and the name of this instrument was used in its dialectal
form: kunkliai .

Comparing Lithuanian kanklës (kanklus) with the related Latvian, Finnish,
Estonian and Russian instruments, the professor Eduard Volter, another
scientist of that period and one of the most active members of the Russian
Geographic Society, made the conclusion that kanklës had originated from
Finnish kantele (Ïeòyõoâ 1882: 13).

The folklorist and canon Adolfas Sabaliauskas (pseudonym Þalia Rûta)
is considered to be the first researcher of vocal and instrumental music of
Birþai region and its propagator. In his article Sutartines ir musu muzikos
inrankiai  (“Glees and Our Other Musical Instruments”) written in 1904 he
presented a brief but comprehensive description of kanklës, their tuning,
traditions of production and playing techniques (Þalia Ruta 1904: 25–39).
Next to description of kanklës (knowledge adequate to that published in
1904), other articles Þiemiø – rytieèiø lietuviø tautinë muzika (“National
Music of Þiemiai – Eastern Lithuanians”; Sabaliauskas 1911b) and Lietuviø
dainos ir giesmës ðiaurrytinëje Lietuvoje (“Lithuanian Songs and Glees in
Northeastern Lithuania”) written by Sabaliauskas together with the Finnish
professor August Robert Niemi (Niemi, Sabaliauskas 1912: 1, 15), specified
the information on tuning of kanklës on the basis of the sound system of
kanklës compiled by Jurgis Lapienë from Krikðèiai. The last work by Saba-

1 In Polish: “Birþe [...]: Kunkle, instrument ze strunami od 5 do 12 metalowani,
robiony z wierzby po litewsku Þylwitjs ”.



13

V. Palubinskienë. Playing the Traditional Kanklës in North-Eastern Aukðtaitija (Highlands)..

liauskas, i.e., the collection Lietuviø dainø ir giesmiø gaidos (“Music Notes
of Lithuanian Songs and Glees”) published in 1916 (Sabaliauskas 1916:
153–157) is one of the most valuable sources not only for research on glees
but also on kanklës. It includes three examples of melodies for playing kanklës
(kankliai ), the description of Martynas Lapienë as a presenter of the melodies
as well as the picture of five-string kanklës, which had been previously
published in the article in 1904. Therefore, this material was the first com-
prehensive source, which served as basis for other researchers on kanklës,
who focused on northeastern Aukðtaitija kanklës.

The folklorist Stasys Paliulis collected and announced exhaustive infor-
mation on the tradition of playing five-string kanklës and their players in
Birþai region (Vyþintas 2002).

The musicologist Juozas Þilevièius analysed the links between the
kanklës of Baltic nation with folklore and mythology. On the basis of folklore,
he made the conclusion that kanklës is not only of Baltic but also of Lithu-
anian origin. Þilevièius was the first to pay attention to the fact that kanklës
was made not only after the death of a person but that water “was always
necessary” for the production of this instrument (Þilevièius 1937).

The results of the research on the kanklës of northeastern Aukðtaitija
are presented in the article Lietuviø kanklës (“Lithuanian kanklës”) published
by Zenonas Slaviûnas (Slavinskas [Slaviûnas] 1937). This is the most rele-
vant work on traditional kanklës of the first half of the 20 th century. Similar
to Þilevièius, Slaviûnas insisted on the version of the local origin of
kanklës and stated that “Baltic-Finnish kanklës must have originated from
the area inhabited by nations that make up kanklës cycle”. According to
him, “the abundance of original kanklës (five-string kanklës in particular)
in northern and eastern Lithuania would indicate that the location of the
origin of Baltic-Finnish kanklës could have included the areas inhabited by
the Baltic peoples (aests), perhaps in northern and eastern Lithuania, where,
according to the data, Finnish tribes used to live as well” (Slavinskas [Sla-
viûnas] 1937: 291). Slaviûnas presented the first classification of kanklës in
his study.

The latest studies on kanklës of the Baltic nations, their typology, distri-
bution maps, the versions of the origin of this instrument are presented in
the collective monograph Senosios kanklës ir kankliavimas (“The Old Kanklës
and Playing Kanklës”) by Lithuanian researchers (Apanavièius, et al. 1994).
The classification, the versions of origin and the distribution of kanklës are
discussed in the articles published by Romualdas Apanavièius (Apanavièius
1986; 1989). His classification of kanklës was based on the construction of
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instruments, the numbers of strings and the peculiarities predetermined by
ethnographic-areas.

The reference book Lietuviø liaudies muzikos instrumentai (“Lithuanian
Folk Music Instruments”) written by Marija Baltrënienë and Romualdas
Apanavièius in 1991 contains the authors previous knowledge and the descrip-
tions of traditional kanklës stored in museums as well as the latest typology
by Apanavièius (Baltrënienë, Apanavièius 1991). The customs of playing
kanklës are available in the book Baltø etnoinstrumentologija (“Baltic Ethno-
instrumentology”) by Apanavièius (Apanavièius 1992), the research on the
ethnic music of northern Lithuania are described in the monograph Etninë
muzika. Ðiaurës Lietuvos kultûros paveldas (“Ethnic Music. Northern Lithu-
anian Cultural Heritage”; Apanavièius 2009), the research data on kanklës
are discussed in the articles by Marija Baltrënienë (Baltrënienë 1989; 1990;
1991; 1996).

The article Baltijos tautø kankliø ornamentika  (“Ornamentation of
Kanklës of Baltic Nations”) by the ethnologist Rûta Ðimonytë-Þarskienë
analyses the ornamentation of kanklës and the purpose of this instrument
(Ðimonytë-Þarskienë 1995).

The newest publications on archival records are presented by Austë
Nakienë and Rûta Þarskienë (Nakienë, Þarskienë 2004). The aforesaid publi-
cation contains the restored records and the transcriptions of kanklës.

Auðra Trapulionytë’s bachelor paper Birþø kraðto kankliavimo tradicijos
bei jø paralelës Baltijos tautø kankliø areale (“Traditions of Playing Kanklës
in Birþai Region and Their Parallels in the Areal of Kanklës of the Baltic
Nations”; Trapulionytë 1999) focuses on the traditions of playing kanklës
in northeastern Aukðtaitija and their parallels in the areal of kanklës, whereas
the same author studied the tradition of the homophonic playing of five-
string kanklës and their interrelations in her master paper Suomijos, Karelijos
ir Birþø kraðto homofoninio kankliavimo penkiastygëmis kanklëmis tradicija
bei jos tarpusavio ryðiai (“Tradition of Homophonic Playing of Five-String
Kanklës in Finland, Karelia and Birþai Region and Its Interrelations” (Trapu-
lionytë 2001).

Playing kanklës in northeastern Aukðtaitija has been analysed by the
author of this publication in her works Tradicinis kankliavimas: istorija,
metodika, repertuaras (“Traditional Playing of Kanklës: History, Methodo-
logy, Repertoire”; Tarnauskaitë-Palubinskienë 2001) and Kanklës lietuviø
etninëje kultûroje (“ Kanklës in Lithuanian Ethnic Culture”; Tarnauskaitë-
Palubinskienë 2009) as well as in other articles (Palubinskienë 2001; 2002;
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2010; 2011). The audio cassette containing the archival records of kanklës
music has been prepared and issued by the author of this article2.

On the other hand, playing traditional kanklës in homes of northeastern
Aukðtaitija has not been analysed separately. Therefore, on the basis of the
published works, the data of ethno-instrumental expeditions, other
information, an attempt will be made to overview the kanklës and kanklës
players of northeastern Aukðtaitija as well as to determine the repertoire of
traditional kanklës and the traditions of playing this instrument.

The object of the research: playing traditional kanklës of northeastern
Aukðtaitija .

The aim of the research: to identify the purpose of northeastern Aukðtai-
tian kanklës and the traditions of their use.

The objectives: to overview the written sources and the data stored in
museums and collected during the interwar period and ethno-instrumental
expeditions about the kanklës and kanklës players of northeastern Aukðtaitija;
to determine the repertoire of traditional kanklës and traditions of their
playing.

Methods: the analytical, comparative-historical and systematic methods.
Key words: traditional kanklës, kanklës players, music playing, reper-

toire, traditions.

The kanklës of northeastern Aukðtaitija

M u s e u m s

Following the classification of traditional kanklës by Romualdas Apana-
vièius presented in 1986, the kanklës of northeastern Aukðtaitija are ascribed
to the first type. These are the most archaic, skiff or coffin-shaped instruments,
which are sculpted or carved from a single piece of wood. The carcass usually
is six-sided, sometimes semicircular, the front tip is much higher than the
tail with a small slope angle. It has a little protruding chump. Kanklës are
painted black and have 5 or, rarely, 4, 8, 9 strings. Thus, Apanavièius identi-
fied three types of instruments known in kanklës territories, spread in geo-
graphical zones from south to north-east (Apanavièius, et al. 1994: 12). The

2 Lietuviø liaudies muzika. Kanklës (1996). 1: 1935–1937 m. áraðai ið Lietuviø
literatûros ir tautosakos instituto Lietuviø tautosakos rankraðtyno rinkiniø . Sudary-
tojas Vida Palubinskienë. Vilnius: Bonifa, audio cassette, 51:1 min.
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most archaic kanklës of the first type were found in the prehistoric lands of
Selonians in northeastern Aukðtaitija (in districts of Birþai, Rokiðkis and
Kupiðkis).

The biggest number of kanklës of this type are stored in Siauliai Auðra
Museum, Sëla Museum of Birþai district, Lithuanian National Museum,
Mikalojus Konstantinas Èiurlionis National Museum of Art, Museum of
Rokiðkis Region, the Russian Museum of Ethnography in Saint Petersburg,
Vytautas the Great War Museum, Panevëþys Museum of Regional Studies,
Lithuanian Theatre, Music and Cinema Museum and Open-Air Museum of
Lithuania. Newly discovered exhibits of kanklës are stored in Siauliai Auðra
Museum and Kretinga Museum of Regional Studies (Apanavièius, Tarnaus-
kaitë-Palubinskienë 2011). In 1990, the instruments reached the museums
from the Church of St. Peter and Paul in Þagarë (Joniðkis district), where
they had been brought from Lithuanian War Museum of Vytautus Magnus,
Maþeikiai Alka  Museum and Kretinga Museum of Regional Studies and
stored after World War II.

Table 1.
North-eastern Aukðtaitija kanklës in museums

Museums Numbers of
exhibits

Siauliai museum Auðra, Department of Ethnography (ÐAM EB) 7+11
Sela Museum of Birþai District (BKM) 8
National Museum of Lithuania (IEM EM) 4
Mikalojus Konstantinas Èiurlionis National Museum of Art
(ÈDM Lt)

4

Museum of Rokiðkis Region (RKM) 3
The Russian Museum of Ethnography in Saint Petersburg
(ÃMÝ)

2

Vytautas the Great War Museum (KIM) 1
Panevëþys Museum of Regional Studies (PKM) 1
Lithuania Theatre, Music and Cinema Museum (TMM ED) 1
Open-Air Museum of Lithuania: Sector of Folk Instruments
(LBM)

1

Kretinga Museum of Regional Studies (Kr KM) 1
Samogitian Museum Alka in Maþeikiai 1
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According to Graþina Didþgalvienë3, the senior museum specialist of
Siauliai Auðra Museum, and the records in the registers of exhibits, “[...] the
trip of lost kanklës to Siauliai ‘Auðra’ was rather long and complicated”
(Apanavièius, Tarnauskaitë-Palubinskienë 2011: 26). Out of 11 discovered
kanklës currently stored in the museum, 7 instruments are assigned to the
group of traditional instruments and only 5 kanklës are ascribed to the group
of traditional instruments and only 5 kanklës are ascribed to the first type.

The majority of exhibits of traditional kanklës were collected in the
county of Birþai (19), three instruments were found in the county of Rokiðkis,
one kanklës – in the county of Panevëþys4 and the Vitebsk province5. The
place, where five other instruments have been discovered, is unknown.

The kanklës of the first type were spread in the territory of northeastern
Aukðtaitija and were used in traditional culture until the middle of the 20 th

century. As the presenters no longer possess this kind of instruments, it is
possible to discuss them only on the basis of informants’ stories, museum
exhibits, the data collected during the interwar period and ethno-instrumental
expeditions, as well as the museum exhibits (Tarnauskaitë-Palubinskienë
2009: 49).

The carcass of northeastern Aukðtaitija kanklës is carved. The bottom
of the exhibits is mainly six-sided. However, there are instruments with
semicircular or four-sided bottom. The wide end of kanklës ends with a
narrow point, whereas the narrow end is cut sharp. In some cases the thin
end is extended.

String holders are wooden, inserted from the bottom. The strings are
fixed to nails hammered to the body at the narrow end. In some cases the
strings are fixed by nails, sometimes the needle is wreathed by a feather.

Most frequently, such instruments have 5 strings. Though 4 and 7 string
kanklës were received not from northeastern Aukðtaitija, the instruments
are ascribed to the examples of typical northeastern Aukðtaitian kanklës.
The instruments of the first type are decorated by four-leaf and six-leaf
stars, by two S letters and other resonance carvings (narrow, straight, etc.).

Kanklës were most frequently painted black and the instruments were
produced both in a nice and a rather coarse manner.

3 Graþina Tymukaitë-Didþgalvienë, born in 1957, Gyvai village, Rokiðkis district;
lives in Siauliai.

4 Rozalimas rural district, Panevëþys county; Lygumos rural district, Siauliai county.
5 Rçzekne county, Vitebsk province.
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Figure 1. The kanklës of northeastern Aukðtaitija
(the instrument of Adolfas Sabaliauskas’ grandfather).

Mikalojus Konstantinas Èiurlionis National Museum of Art
(ÈDM Lt 2589). The county and volost of Birþai, Mileiðiai village,

the picture made by Rièardas Rudinskas, 1989

The kanklës, which is currently stored in Siauliai Auðra Museum (ÐAM
EB 5142) and has been missing after being exhibited in the Vytautas the
Great War Museum in 1937, is a typical exhibit of northeastern Aukðtaitian
kanklës. This instrument is carved, six-sided and shell-shaped, painted black,
with peeled off paint and cracks on the body of kanklës. The wider end is
slightly higher than the narrower one.

Figure 2. The kanklës of northeastern Aukðtaitija.
Siauliai Auðra Museum (ÐAM EB 5142). The county and
volost of Birþai, Rinkuðkiai village, kanklës received from

Jonas Variakojis. The picture made by Vida Palubinskienë, 2010

Other types of kanklës were not a typical phenomenon in northeastern
Lithuania and were seldom found.

The traditional kanklës of northeastern Aukðtaitija were only slightly
modified: the body slightly increased as well as the number of strings, but
the instrument itself did not change and these kanklës were not further
modified. The production of a number of exhibits was influenced by classical
musical instruments and those of other nations (Latvians).

The tradition of playing the most archaic kanklës of northeastern Aukð-
taitian type disappeared approximately in the middle of the 20th century.
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The original instruments are stored only in museums, whereas since 1970s
masters have been making five-string kanklës strictly following the examples
of the traditional instruments. In the end of the 20th century, some masters
made attempts not only to reconstruct the kanklës of this type but also to
modify them according to the museum exhibits. The body was made slightly
bigger and was polished, the wooden string holders were replaced by metal
ones, more strings were added and the instrument was ornamented more.

Data of the interwar period and ethno-instrumental expeditions

Extensive information on construction of kanklës is available in the
archival registers of negatives of photographs (1929–1961) by Balys Buraèas;
they are stored in Kaunas Museum of History and Ethnography6. The pictures
of kanklës and kanklës players made by Buraèas are priceless and provide
the information about the forms and the constructions of instruments.

In his manuscripts, Buraèas presented a comprehensive description of
how kanklës player Petras Lapienë explained the traditions of kanklës produc-
tion. He used to say: “[...] a tree (maple, ash) for kanklës has to be cut down
in winter time but not in spring time. The tree should not contain any liquids.
The upper board of kanklës is made of fir or, less frequently, of black alder.
The top of the tree from the depth of the forest was used for this purpose.
Such tree is crunchier and its sound is louder”7. It was believed that the sound
of kanklës was better (or perhaps more sorrowful) if the tree for kanklës
was cut by a person, who had recently lost a close relative (Baltrënienë 1990:
27). It was also believed that the feeling of pain after loosing a close person
would be transferred to the cut tree. Petras Lapienë told Buraèas about a
kanklës player, who rushed to cut a tree for kanklës after his father had
died. Lapienë assured that it was not easy to produce good kanklës, therefore,
the instruments were carefully preserved and passed on from generation to
generation until they showed wear (Tarnauskaitë-Palubinskienë 2009: 52).
The strings of kanklës were made of steel or copper.

In his manuscripts of 1930 Buraèas mentioned several kanklës players
of northeastern Aukðtaitija: Petras Tamaðiûnas8, who played a 250 years

6 Buraèas, Balys (1929–1961). Asmeninës negatyvø registracijos knygos [manus-
cripts]. Kaunas: Vytauto Didþiojo karo muziejus.

7 See the previous footnote, the archival register from 1937–1938.
8 Petras Tamaðiûnas, born in 1849, Vilmë grange, Gendvilai village, Kupiðkis

rural district, Panevëþys county; date of death unknown.
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old five-string carved instrument inherited from his father, Konstantas Gabra-
nas9, and Augutë Vireliûnaitë10, who played their own kanklës. There is no
detailed information about the latter instruments.

During the period described by Buraèas (1937), a five-string carved
kanklës was a highly rare phenomenon, though there were a great number
of them in the countryside prior to World War I (1914 –1918; Tarnauskaitë-
Palubinskienë 2009: 53).

In his study Lietuviø kanklës (“Lithuanian kanklës”) Zenonas Slaviûnas
wrote that Petras Lapienë “used to play kanklës inherited from his father,
but in 1924 he made a new five-string instrument. For a long period of time
he used to play only five-string kanklës. According to Lapienë, kanklës was
able to forecast the weather: the hollow sound of kanklës indicated soft
weather (rain or snow) and if the sound was sonorous, the fine weather
could be expected” (Tarnauskaitë-Palubinskienë 2009: 277).

Kazys Þitkus11, the secretary of Aukusti Robert Niemi, mentioned
kanklës and kanklës players in 1935. He wrote about the visit of Professor
Niemi from Finland to Sviliai during his folklore expedition in northeastern
Aukðtaitija in 1910. The inhabitants of the village organised a concert of
instrumental music, which ended with kanklës playing. The professor became
very interested in the instrument and asked the kanklës player (the surname
is not mentioned) where he had got it from. It turned out that the player had
inherited it from his father. The player had intentions to burn kanklës and,
therefore, he sold the instrument for a silver rouble to Niemi. The professor
thought it to be an instrument of Finnish type but he did not know how
kanklës had appeared in Sviliai (Tarnauskaitë-Palubinskienë 2009: 54).

The work of Stasys Paliulis Apaðèios apylinkiø liaudies muzikantai
(“Folk Musicians of Apaðèiai Surroundings”; Paliulis 1985) makes reference
to the following kanklës players of Birþai region: Tomas Paliulis12, Krisius
Dagys13, Jokûbas Treèiokas14 (all members of his family were able to play
kanklës), Lapinskas15, Jonas Plepas (Plepys)16, Petras Lapienë17, Martynas

9 Konstantas Gabranas, Ðepeta village, Kupiðkis rural district, Panevëþys county;
date of birth unknown.

10 Augutë Vireliûnaitë, born in 1917, Aukðtupënai village, Kupiðkis rural district,
Panevëþys county.

11 Kazys Þitkus – Vincas Stonis.
12 Tomas Paliulis (Tamoðius), 1846–1922, Sviliai village, Birþai district.
13 Krisius Dagys, 1862–1933, Kadarai village, Birþai district.
14 Jokûbas Treèiokas, Dukurniai village, Birþai district; date of birth unknown.
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Klibas18. Martynas Lapienë19 produced kanklës himself from alder, fir or
apple trees. His kanklës had 5 horsehair strings (hair of his black bay horse),
or strings made of goat guts or metal. The instruments were divided according
to their sound: merry, hard and sorrowful. Kanklës were made by Petras
Lapienë and Jonas Plepas (Plepys).

In the work Sutartiniø ir skuduèiø keliais (“Following the Paths of
Sutartinës/Glees and Skuduèiai/Pan Pipes”) (Vyþintas 2002: 242–277), Stasys
Paliulis describes a large family of Motiejus Bièiûnas20 (ten children). His
son Juozas21 stayed and lived in his parents’ farm. He was a good player of
a five-string self-made kanklës. Paliulis also mentioned Kazimieras Truèin-
skas22 and his father Truèinskas23, who had been a big lover of kanklës. The
latter had made two kanklës of different sizes. “Kunkliai  had five strings.
Strings were made of copper and they were bought in shops. Next to each
string there was hole made with raking drill” (Vyþintas 2002: 251). Alek-
sandras Butënas24 and Treèiokas25 also possessed self-made kanklës, which
were slightly bigger. Vasiliauskas26 owned an instrument of very sonorous
sound. The brothers Jakûbkos27 were prominent kanklës players of Birþai

15 Lapinskas, born sometime around 1860, Satkûnai village, Birþai district; date
of death unknown.

16 Jonas Plepas (Plepys), 1867–1955, Dukurniai village, Birþai district.
17 Petras Lapienë, 1864–1962, Kviriðkis grange, Birþai district.
18 Martynas Klibas, born in 1840, Ðimpeliðkës village, Birþai district; date of death

unknown.
19 Martynas Lapienë, 1822–1919, Krikðèiai village, Birþai district.
20 Motiejus Bièiûnas, 1859–1932, Dieveniai village, Pandëlys rural district, Birþai

district.
21 Juozas Bièiûnas, born in 1892, Dieveniai village, Pandëlys rural district, Birþai

district; date of death unknown.
22 Kazimieras Truèinskas, born in 1857, Paguriai village, Pandëlys rural district,

Birþai district; has lived in Kiluèiai, Muimeliðkës village, Birþai district; date of death
unknown.

23 Truèinskas, born around 1832, Paguriai village, Pandëlys rural district, Birþai
district; date of death unknown.

24 Aleksandras Butënas, Paguriai village, Pandëlys rural district, Birþai county;
date of birth unknown.

25 Treèiokas, Raðèiûnai village, Pandëlys rural district, Birþai county; date of birth
unknown.

26 Vasiliauskas, born in 1847, Bakðënai village, Vabalninkas rural district, Birþai
county; date of death unknown.

27 Jakûbkos, Petroðiðkis village, Vabalninkas rural district, Birþai county; date of
birth unknown.
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region and they both had their own instruments. In 1936 M. Stakionienë28

told Stasys Paliulis that her father used to have kanklës. “ Kunkliai  was painted
dark and were good looking. It had seven strings if I remember correctly.
The strings were yellow, made of copper. He used to play kanklës and sing.
My father’s brother also had kanklës and they both used to play together.
Sometimes they would bring kanklës to the estate and would play for dances”
(Paliulis 1959: 381).

Adolfas Sabaliauskas collected and presented extensive valuable informa-
tion on the players of north-eastern Aukðtaitija kanklës, kanklës themselves
and music played. Discussing kanklës (kanklius) he wrote that “ kanklës is a
carved oblong spiel or a coffret of ash or maple with a fir top, which contains
strings stretched using wooden holders” (Sabaliauskas 1911b). Sabaliauskas
also published a drawing, where kanklës are presented among musical instru-
ments of Birþai region (Sabaliauskas 1916: 153–157).

In his article Latvieðu-leiðu tautas mûzikas instrumenti (“Instruments
of the Latvian-Lithuanian folk music”, Volters 1892), Eduard Wolter presented
the drawing of a typical five-string kanklës of north-eastern Aukðtaitija from
the county of Rçzekne29, where this instrument is compared with related
Latvian, Estonian and Russian instruments. This exhibit was drawn by Romu-
aldas Apanavièius in the Russian Museum of Ethnography in Saint Petersburg
in 1987 (Tarnauskaitë-Palubinskienë 2009: 54).

Christian Bartsch presented the picture of a typical seven-string kanklës
(Bartsch 1889: 14), whereas Franc and Helen Tetzners wrote that “in 1866
the church book of Burckhard mentioned kanklës, which were produced by
people of Nida in their book Dainos. Litauische Volksgesänge” (Tetzner,
Tetzner 1897: 61; Sabaliauskas 1916). A five-string small kanklës (“die kleine
Kanklys”) was depicted for the first time (Sabaliauskas 1916: 62). The form
of its carcass is six-sided and the instrument is ascribed to the first type and
originates from Russian Lithuania. According to Romualdas Apanavièius
and Nida Visockaitë, this instrument has reached Lithuania Minor from
north-eastern Aukðtaitija (Visockaitë 1989: 16).

The data of the interwar period about the modified traditional kanklës
of Aukðtaitija are not available.

During the ethno-instrumental expeditions organised in 1989 and 2009,
61 cases of recent presence of kanklës or playing kanklës were identified.

28 M. Jakûbkaitë-Stakionienë, born in 1856, Petroðiðkis village, Vabalninkas rural
district, Birþai county; date of death unknown.

29 Rçzekne county, Vitebsk province.
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The presenters depicted examples of 6 kanklës from memory. The biggest
numbers of facts concerning the traditional playing of kanklës (27) were
recorded in Birþai district, 3 in Rokiðkis district and 2 in Kupiðkis district. 6
drawings of kanklës were made in Birþai district as well as 21 examples of
traditional kanklës, 6 examples of the third type instruments and 29 examples
of modified kanklës.

Table 2.
Data of ethno-instrumental expeditions (1989, 2009)

No. District
Numbers

Presentersof strings

1. Birþai 21 6 I 3–5 Alvina Lapienytë-Aiðparienë
district II a 5 Kostas Lapienë

6 3 III, III a 10, 12 Povilas Plepas (Plepys)
14 III a

b 16, 20 Marija Ðleivaitë-Plepienë
15 4 III a

b 24 Emilija Januðevièiûtë-Plepienë
Truskaitë
Bronë Ðernienë
Andrijus Vaièiûnas
Kazimieras Stakë
Petras Deglis
Marcelë Garjonienë
Kvederavièius
Specialists of Birþai Museum Sëla
Valerija Jokubënaitë-Ikamienë
Jonas Vëjinis

2. Rokiðkis 3 III a
b 17 Paulina Gikytë-Tumienë

district Julija Baltuðkaië-Starkuvienë
3. Kupiðkis 2 III a

b 17, 20 Jonas Dilys
district Adomas Petrauskas

Alvina Aiðparienë30, a kanklës player’s daughter from Kiluèiai village
remembered a five-string kanklës made by her father31 in 1924 (stored in
National Museum of Lithuania, No. 2974) and another instrument, which
later came into Zenonas Slaviûnas’ possession (Slavinskas [Slaviûnas] 1937:
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30 Alvina Lapienytë-Aiðparienë, born in 1909, Kviriðkis grange, Birþai county;
has lived in Kiluèiai village, Birþai district.

31 Petras Lapienë, 1865–1962, Kviriðkis grange, Birþai county.
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275). She also remembered the instruments of her uncle Jonas Lapienë32 and
her grandfather Martynas Lapienë33. They all played typical five-string kanklës.

The presenter Kostas Lapienë34 played self-made five-string kanklës.
He remembered the instruments of his father Jonas Lapienë, his uncle Petras
Lapienë and his grandfather Martynas Lapienë.

Povilas Plepas (Plepys)35, son of kanklës player Jonas Plepas’ (Plepys)36,
and two daughters-in-law Marija Plepienë37 and Emilija Plepienë38 told about
Jonas Plepas (Plepys)’ instrument.

Figure 3. Jonas Plepas (Plepys)’ homestead, Birþai district,
Dukurniai village: his son Povilas Plepas (Plepys)

and his granddaughter Edita Peèiûnaitë.
Personal Povilas Plepas’ (Plepys) archives, 1971

32 Jonas Lapienë, 1864–1943, Kviriðkis grange, Birþai county.
33 Martynas Lapienë, 1827–1910, Kviriðkis grange, Birþai county.
34 Kostas Lapienë, born in 1927, Kviriðkis grange, Birþai county; lives in Birþai.
35 Povilas Plepas (Plepys), born in 1906, Dukurniai village, Papilys rural district,

Birþai county; has lived in Satkûnai village, Kupreliðkis, Birþai district.
36 Jonas Plepas (Plepys), 1867–1955, Dukurniai village, Papilys rural district, Birþai

county.
37 Marija Ðleivaitë-Plepienë, born in 1915, Þiobai village, Birþai county; lives in

Satkûnai village, Kupreliðkis, Birþai district.
38 Emilija Januðevièiûtë-Plepienë, 1902–1990, Dukurniai village, Papilys rural

district, Birþai county; has lived in Satkûnai village, Kupreliðkis, Birþai district.
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The presenter Truskaitë39, a teacher, re-
collected kanklës with 4 or 5 strings. Juozas
Jonikas40 and Petrë Bilinevièiûtë41 played 4–
6 string kanklës made by the kanklës master
Bilinevièius42. Bronë Ðernienë43, a teacher
from Birþai, remembered seeing a girl, who
played a 3–5 string greyish wooden kanklës.

The specialists from Birþai Sëla in-
formed about and drew an instrument of
kanklës player Krisius Garjonis44. Moreover,
the Museum presented the photograph of
Krisius Garjonis, where he poses with the
described instrument.

This instrument (taking into account
the wooden spikes) has five strings, but it
lacks the upper board and the strings. Gar-
jonis played kanklës, which was inverted:
string holders were not on the left but on
the right side of a kanklës player (Tarnaus-
kaitë-Palubinskienë 2009: 53).

Later, when social structures underwent
changes and under the influence of various

ethnic cultural processes, the first type kanklës ceased to be used in the
traditional culture of the middle of the 20 th century. A large number of exhibits
were destroyed and became the property of museums or private individuals.

Playing north-eastern Aukðtaitija kanklës

Data on playing a five-string north-eastern Aukðtaitija kanklës of the
first type are very scarce. On the basis of the work Lietuviø kanklës by
Zenonas Slaviûnas (Slavinskas [Slaviûnas] 1937), the records of 1935–1937
stored in the Manuscript Department of Lithuanian Folklore, the data

39 Truskaitë, born in 1919, Latveliai village, Parovëja indenting, Birþai district.
40 Juozas Jonikas, Nemunëlis Radviliðkis town, Birþai county; date of birth unknown.
41 Petrë Bilinevièiûtë, Vabalninkas town, Birþai county; date of birth unknown.
42 Bilinevièiaus, Vabalninkas town, Birþai county; date of birth unknown.
43 Bronë Ðernienë, born in 1931, Birþai district.
44 Krisius Garjonis, 1845–1939, Klausuèiai village, Birþai county.

Figure 4. Kanklës player
Krisius Garjonis.

Birþai Sëla Museum
(BKM 10600), the county of

Birþai, Klausuèiai village,
1989
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collected during the ethno-instrumental expeditions in 1989 and 2009, there
have been attempts to restore the techniques of playing Aukðtaitija kanklës.
The limited knowledge creates an impression that these techniques are very
archaic as is the old north-eastern Aukðtaièiai.

The tradition of performing glees on kanklës existed in north-eastern
Aukðtaitija (Tarnauskaitë-Palubinskienë 2009: 153). The records of direct
adopters of the traditions (Petras Lapienë and Jonas Plepys) and their remarks
about playing initiate the research on them and their comparison. Both
musicians played in a different manner starting with holding the instrument
and finishing with the style of playing.

T u n i n g  o f  k a n k l ë s a n d  t h e i r  p o s i t i o n  w h i l e  p l a y i n g

According to Rimantas Sliuþinskas, five-string kanklës of north-eastern
Aukðtaitija are stringed using the second pentachord of “undetermined
volume” 45. The tones of the shortest and the longest string are tuned to an
interval of a fifth, the remaining ones from the top to bottom – by seconds.
The strings were stroke with a finger to test if the instrument was properly
tuned. Kanklës was also tuned in quints only: “while tuning the strings,
every fifth one is tuned (in quints), if the fifth strings cannot be tuned, they
tune every third (tierce) and, thus, all the strings are tuned” (Slavinskas
[Slaviûnas] 1937: 283). However, the corpus of kanklës differed because
while tuning the instrument, the musicians were hardly able to differentiate
between the major and the minor second intervals. Such relations between
intervals are best determined in the definition developed by the ethnomusi-
cologist Eduard Alekseyev: “opened, floating concord” (Tarnauskaitë-Palu-
binskienë 2009: 154). According to Romualdas Apanavièius, this is the feature
that is characteristic of ethnic music, which is based on the natural rather
than on the tempered concord. It is also typical of tuning of corpora of
kanklës in other regions of Lithuania (Apanavièius 1994).

Kanklës were coordinated by ear in accordance with chanted contrac-
tual – mostly double and four lines corpora. The harmonic series consisted
of an unspecified amount of large and small seconds, and the volume of
sound vocabulary – mostly a quint. The instruments were tuned applying
two scales: major pentachord and augmented quint, whereas homophonic
melodies employed major and minor pentachord.

45 The musicologist Rimantas Sliuþinskas comments to the author during the
defense of the dissertation. Kaunas, March 9, 2007.



27

V. Palubinskienë. Playing the Traditional Kanklës in North-Eastern Aukðtaitija (Highlands)..

Table 3.
Scales of instrumental tuning of vocally chanted glees

and homophonic melodies

No. Name, surname Title of the work Corpus
1. Jonas Plepys Glees: Antinas antelæ; O kur g a h cis1dis1

lapelë gulëjo, lylia; Tatuj, (augmented quint)
saduta; Du þali berþeliai; etc.

2. Petras Lapienë Glees: Du þali berþeliai; Obelyt a h cis1dis1e1

graþuolyt; Saduto rûto; Sidijo, (major pentachord)
berþel; etc.

3. Martynas Lapienë Melodies: Liap liap ; Pjesë, d1e1f1g1a1

Kazacka (minor pentachord)
4. Petras Lapienë Dance: Kazokas (Astriðkø a h cis1d1e1

marðas) (major pentachord)

The concord of kanklës was not so clear and constant compared to that
of western Aukðtaitija, Þemaitija or Suvalkija. Tuning of kanklës according
to chanted glees used to establish different relations among them. Therefore,
sometimes the major second would occur instead of the minor one and vice
versa. There is an impression that players of kanklës in north-eastern Aukð-
taitija cared not so much about tuned strings but more about the procedure
of string tuning and corpus (Tarnauskaitë-Palubinskienë 2009: 155). The
attempts were made to ensure that each sound is higher at the second interval,
however, less importance was attached to the problem of major or minor
second. This kind of tuning is considered to be particularly archaic.

The kanklës player Petras Lapienë used two methods of instrument
tuning, whereas Jonas Plepas (Plepys) applied as many as five methods of
tuning kanklës. As it has been mentioned before, different sequences of major
and minor seconds show that it was not so important to musicians whether
the second concord would consist of major or minor second intervals. They
used to tune their kanklës the way they were taught by parents, grandpa-
rents, great-grandparents and, finally, the way they heard accords on that
day. It is even considered that the old kanklës players could hardly diffe-
rentiate accords of major and minor seconds (Tarnauskaitë-Palubinskienë
2009: 155).

Players of kanklës in north-eastern Aukðtaitija used to put their instru-
ments on knees or on the table, the shortest string being the closest to a
player. Kanklës used to be hold evenly. According to Petras Lapienë and
Adolfas Sabaliauskas, musicians would play holding the instrument on their
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chest in a horizontal position46 or even on the stomach47. Emilija Plepienë48

pointed out that Jonas Plepas (Plepys) sometimes used to put kanklës on the
left arm just as “a child”. This way of playing was characteristic also of
A. Butënas and Truèinskas49.

P l a y i n g  k a n k l ë s a n d  t h e  r e p e r t o i r e

As it has been mentioned before, musicians in north-eastern Aukðtaitija
used to play glees (songs, religious songs and dances were performed very
seldom), though, they were performed in a different manner. Even melodies
were different, therefore musicians (Petras Lapienë) sometimes used to chant
the first stanza (the presenter Alvina Aiðparienë). In his first description of
kanklës of this region, Eustachy Tyszkiewicz mentioned that he used to sing
while playing (Tyszkiewicz 1869). According Adolfas Sabaliauskas, Martynas
Lapienë50 used to hum one voice of the glee played on kanklës (Sabaliauskas
1911a: 245). There are the data that Krisius Garjonis and Kostas Lapienë,
Petras Lapienë’s nephew, used to chant while playing kanklës51. However,
Zenonas Slaviûnas pointed out that Jonas Plepas (Plepys) and Petras Lapienë
did not chant while playing. Jonas Plepas (Plepys) failed to remember all the
words of glees performed on kanklës, whereas the experienced chant player
Petras Lapienë was not able to combine chanting with playing, even when
specially asked (Slavinskas [Slaviûnas] 1937: 282).

Despite the aforesaid, the tradition of ethnic music playing, when playing
kanklës was accompanied by singing, was not practiced (Tarnauskaitë-
Palubinskienë 2009: 156).

Performing sutartinës (glees), musicians played the kanklës strumming
or plucking strings by one or two at a time: one string if they wanted to get
one sound; two if they needed the second sound.

46 Truèinskas, born about 1932, Paguriai village, Pandëlys rural district, Birþai
county; date of death unknown.

47 Jonas Ivanauskas, 1853–?, Pakapinë village, Birþai county.
48 Emilija Januðevièiûtë-Plepienë, 1902–1990, Smalieèiai village, Papilys rural

district, Birþai county.
49 Data of Ethno-instrumental expedition, 1989; A. Butënas, Pagiriai village,

Pandëlys rural district, Birþai county; date of birth unknown; Truèinskas, 1832–
1912, Pagiriai village, Pandëlys rural district, Birþai county.

50 Martynas Lapienë, 1822–1919, Krikðèiai village, Birþai county.
51 Data of Ethno-instrumental expedition, 1989.
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The players of kanklës used to keep their hand at the end of the instru-
ment. The kanklës were played plucking in the direction away from oneself
using the nail of the index finger of the right hand. The strings were hit not
in the middle but near the edge. The wrist of the left hand was slightly raised
above the string holders and the fingers of this hand were ready either to hit
or to cover the strings. Sometimes players would hold the edge of kanklës by
their left hand.

The kanklës player Petras Lapienë sometimes used his right thumb while
playing glees on kanklës. Then the string was plucked by the soft side of this
finger in the direction away from himself (e.g., e1 string performing the glee
Obelyt graþuolyt). Playing glees, musicians did not use any other fingers.
The sound of strings was reduced with a delay because “it sounded better”52.
When glees were played on kanklës, musicians used to chant the first voice
of the first verse of the glee, then they would play and chant again. The dance
Kazokëlis (Astriðkø marðà) was performed by the nail of the index finger of
the right hand (in the direction away from oneself) and by the thumb, the
index finger and the middle finger of the left hand.

The kanklës players Jonas Plepas (Plepys) and Jonas Ivanauskas plucked
the strings by the right index finger in the direction away from themselves,
sometimes by the soft part of the finger in the direction towards themselves.
The left wrist was held above the string holders. Four or all the fingers of
this hand were used to cover the sounding strings. The musicians would
cover the strings to reduce the sound and to highlight accords of seconds.
While playing, two or sometimes one string was hit. Plucking two strings,
the first was hit as an ornamental note. This string is plucked in a very fast
and short way; the second string is hit by a somewhat harder movement.
After plucking both strings, the nail of the index finger touches the neigh-
bouring string.

Since old kanklës players, as it is known, were only men, their nails,
naturally, were hard and strong. Plectra were not needed for playing kanklës.
But if the nails of musicians were soft and delicate, they used matches or
switches.

It was thought that while performing glees, people from north-eastern
Aukðtaitija did not use covering positions of the left hand and were likely to
have been unaware of them (Tarnauskaitë-Palubinskienë 2009: 157).
However, performing pieces of music of later origin, kanklës players could
have put fingers of the left hand on the strings to prepare a specific position

52 Data of Ethno-instrumental expedition, 1989.
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in playing. Some features of string covering are observed in several melodies
of kanklës music of north-eastern Aukðtaitija written down by Adolfas Saba-
liauskas (Sabaliauskas 1916: 153–157). Though playing techniques were
not elaborated on (Sabaliauskas did not present any thorough description),
it can be assumed that melodies of slightly later origin were also played by
the nail of the index finger of the right hand but differently from glees, the
fingers of the left hand were used to cover the respective strings.

It was thought that special positions for specific covering of strings by
the left hand fingers were used (Tarnauskaitë-Palubinskienë 2009: 158). This
could have been the beginning of playing kanklës employing various positions
of the covering finger on strings.

In north-eastern Aukðtaitija, the wind instruments were played, sutar-
tinës, church songs and songs were performed employing the sound system
of fifth. The same was applied accompanying dances and songs by common
national instruments; therefore, the repertoire of music performed on the
kanklës in this region could have formed from chanted glees, from dances
and songs played on other instruments and church songs (Tarnauskaitë-
Palubinskienë 2009: 342).

T r a d i t i o n s  a n d  c u s t o m s  o f  u s i n g
n o r t h - e a s t e r n  A u k ð t a i t i j a  k a n k l ë s

The analysis of the data on traditional north-eastern Aukðtaitija kanklës
and their use in Lithuanian ethnic culture has revealed their ritual, magic
and meditational (contemplational) purpose.

The primary function of kanklës could have been the ritual and magic
one. Their name was linked to various old faiths, sagas and habits. Kanklës
may have been perceived as atrophied totems, which have lost their meaning
or as inseparable symbols of the pagan cult (Palubinskienë 2010: 111; Tar-
nauskaitë-Palubinskienë 2009: 298). According to Romualdas Apanavièius,
musical instruments had real prototypes in various world cultures and were
the spiritualised models of these prototypes (Apanavièius, et al. 1994: 20).
The modelling of instruments according to real prototypes shows that the
models were firstly used in old rituals and only later they were adapted to
esthetical needs. The primary function of musical instruments was so signi-
ficant that the esthetical function of the majority of them has not been iden-
tified up to now (Palubinskienë 2010: 111).

According to Apanavièius, the kanklës of north-eastern Aukðtaitija is
an exact replica of a carved ‘skiff’, only its reduced model. Archaisms linked
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with the cult of death and repercussions of ritual traditions have shown that
the skiff – coffin has made an indelible impression on inhabitants of kanklës
areal. It may have remained since the times, when the skiff was the main
transport and ritual means (Apanavièius, et al. 1994: 21). The bridging link–
the coffin – that emerged in the process of this becoming, is revealed through
repercussions of ritual traditions, which were tracked in north-western
Aukðtaitija in the first half of the 20 th century. The transformation of kanklës
into a musical instrument must have been a very long and complicated process
(Tarnauskaitë-Palubinskienë 2009: 299).

Playing the kanklës was considered an exceptional ‘meditation’ in north-
western Aukðtaitija: the kanklës were played at home (in a room, veranda
or on a bench near the house), only for oneself or relatives and only at strictly
regulated time. This time was twilight (when the sun sets down but it is not
dark yet). The existence of such facts was proved by kanklës players in Birþai
region: Jonas Plepas (Plepys) said that “kanklës lacks power and lustiness;
therefore, this instrument was played only at home”53; other presenters stated
that: “daddy [Petras Lapienë] used to play only at home, only for relatives
or a guest or a child; kanklës would not be carried anywhere” and the best
time for playing kanklës was evening, when “sparrows sit under the roof
and its is calm. [...] This instrument was not played at larger gatherings or in
public and it was used exclusively for personal disposition”54. Sometimes
Petras Lapienë used to let children of the relatives guess the glee played at
the moment or used to put the instrument on the table saying: “Put your ear
on the table and listen, it sounds better”55). Sometimes, when his nephew
K. Lapienë, a ten years-old boy, came to visit him, when nobody was at
home, the uncle used to ask the boy sit on the chair and listen: “Now I’ll
play for you and you won’t get bored” 56.

All his life Jonas Plepas (Plepys) played kanklës only for himself and for
his relatives. Once he brought kanklës to the neighbour to celebrate welcome
back and played there. However, this fact is more an exception than a rule.
Later, he used to play only when asked by young people: “granddad, play,
granddad, play... Make sound and we’ll dance”57. The presenters failed to

53 Data of the ethno-instrumental expedition, 1989.
54 Buraèas, Balys (1929–1961). Asmeninës negatyvø registracijos knygos. Kaunas:

Vytauto Didþiojo karo muziejus [manuscripts]. The data of 1937.
55 Data of Ethno-instrumental expedition, 1989.
56 Ibid.
57 Ibid.
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remember what was played and what was danced then (Tarnauskaitë-Palu-
binskienë 2009: 299).

Most frequently, kanklës players used to have their own room. For
example, Jonas Plepas (Plepys) had the so-called grandfather’s office, where
he used to keep the most precious thing – kanklës on the wall or the shelf.
He used to relax and sleep. Plepas (Plepys) played kanklës for all his life, as
long as he had strength and used to say: “Giedu unt kunkliø ” (“I’m chanting
on kanklës”) 58. His most favourite time for playing kanklës was in the evening
with kanklës on his knees and open window to the west. Sometimes he
would play near the door of his house sitting on the bench.

Petras Lapienë felt the greatest pleasure in the evenings, when he would
climb up the woodstove without lighting the torch, would stretch his legs,
would put the kanklës on his knees and say: “Kol þvirbliai sutûps, reikia
kankliuoti ” (“I have to play until sparrows land”) or, sitting in the veranda
on the bench, he would say: “Reikia pakankliuoti su kunkliais ” (“I have to
play on kanklës”) 59.

The presenter Marija Januðkevièienë60 told that “when I was a little girl
and was afraid to stay at home alone in the evenings, when adults went to
feed animals, my grandfather Jonas Plepas (Plepys) would sometimes allow
me to touch strings of kanklës. Their sound would calm me down and I
would feel safe”61.

Since the production of kanklës was linked with person’s death, it was
thought in north-eastern Aukðtaitija that the best time for the production of
kanklës was after the death of a close person or a neighbour. Then it is
necessary to go to a large forest, to cut down the best tree growing in the
higher place and to make kanklës from its top. If the late is mourned deeply,
the kanklës made from the tree, which was cut down during that period,
would have mournful sound, an instrument would sound much better
(Slavinskas [Slaviûnas] 1937: 253–255).

Similar customs were observed in Suvalkija. According to the successor
of traditional playing of kanklës in Suvalkija Vytautas Alenskas62, improvi-
sations were played only at dusk and played only for oneself. The production

58 Ibid.
59 Ibid.
60 Marija Plepytë-Januðkevièienë, born in 1930, Dukurniai village, Papilys rural

district, Birþai county; lives in Satkûnai village, Birþai district.
61 Data of Ethno-instrumental expedition, 1989.
62 Vytautas Alenskas, born in 1947, Pataðinë village, Prienai district; lives in Klaipëda.
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of the instrument was also related to the death of a close person (Þilevièius
1937), and kanklës was left on the grave of a kanklës player (Baltrënienë
1990: 32–33). Balys Buraèas explained that “the kanklës left on the dead
kanklës player’s grave plays for the late when the wind blows until they get
rotten there” 63 It is thought that this tradition could have been linked with
the role of kanklës as “a guide to the afterlife” and other related customs.
Moreover, the elements of meditations were observed in Pskov and Novgorod
regions of north-western Russia in 1980–1988. Gusli were played by a person,
who was lying on the wood oven, holding the instrument on the stomach. In
Anatolij Mechnecov’s opinion, a playing individual was as if performing a
particular ritual 64. This way of playing the kanklës, according to the sources,
was also used by the players in north-eastern Aukðtaitija (Slavinskas [Sla-
viûnas] 1937: 280–28165).

The references to kanklës in Lithuanian folklore are scarce. Zenonas
Slaviûnas stated that taking into account the popularity of kanklës, “the
period of their decline started rather early’ (Slavinskas [Slaviûnas] 1937:251).

Estonians thought that if kannel is playing near the dying person, the
death will not dare to take a person as long as the instrument is playing (Arro
1931:158–190). The presenters Paulë Rainatienë66 and Andrijus Vaièiûnas67

from Birþai region also remembered a story68, when plague broke out in one
area and a lot of people died. Only very few people survived. They hewed
the tree, carved its middle and put the board on the top and “they produced
such music, which was called kankliai ”. One person used to play kankliai
every evening. Once “the death approached and listened to sorrowful sounds.
It thought for a moment: to take or leave this person in peace and [...] decided
not to reap the person because of kanklës” (Slavinskas [Slaviûnas] 1937:
254). And after this the people ceased to die.

The folklore elements of kanklës production are characteristics of all
the nations of kanklës area. The instrument was most frequently produced
using the top or even the wood by the roots of the tree, which grew on the

63 Buraèas, Balys (1929–1961). Asmeninës negatyvø registracijos knygos. Kaunas:
Vytauto Didþiojo karo muziejus [manuscripts]. Data from 1934.

64 Mechnecov, Anatolij (1989). Conversation with Romualdas Apanavièius (Vilnius).
65 See also data from ethno-instrumental expedition, 1989.
66 Paulë Burbulytë-Rainatienë, born in 1892, Birþai; date of death unknown.
67 Andrijus Vaièiûnas, born in 1903, Medeikiai village, Birþai district; the date of

death unknown.
68 Data of Ethno-instrumental expedition, 1989.
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grave of a sister (Slavinskas (Slaviûnas) 1937: 251–253) or a wife (Ïóëüêèí
1971: 109–116). Not only kanklës in Lithuanian and kokles in Latvian but
also kantele in Finnish folklore, being born in forest, used to cry when brought
home (Väisänen 1933: 367–388). In Lithuanian folklore, the same was
applied for the fiddle (Kirdienë 2000: 11).

Specialists of Latvian National Museum of History told a similar legend
of Courland about kanklës in the first half of the 19 th century. During the
Great Northern War, as a result of plague, the whole family died with the
exception of two children. They had used kokles as sledges.

Since kanklës is not a loud instrument, according to the performers of
Birþai region “while playing, silence is the most important condition” 69. It is
obvious that five-string kanklës were considered a domestic musical instru-
ment in the tradition of playing kanklës in north-eastern Aukðtaitija, whereas
the musicians, who had the right to play them, were exclusively men.

The old kanklës players used to play until very old age or until they
were cut down by serious disease or death. It was not very important if there
were any listeners or not: kanklës players more concerned with playing,
admiring, meditating and getting satisfaction from kanklës music (Tarnaus-
kaitë-Palubinskienë 2009: 300).

This is most probably the only instrument used exclusively for domestic
music playing.

The most common practice in Lithuania was for a musician to make his
own kanklës. Almost every kanklës player was able to produce an instrument,
to mend it or change the strings, etc. The research data testify to the fact
that the strongest kanklës production traditions (to make kanklës only for
one’s own personal use, sometimes for one’s relatives) were observed in
north-eastern Lithuania. The kanklës player Povilas Tamaðiûnas was a master
of drums.

Kanklës players were the representatives of various professions and there
were also musicians, who claimed that their profession was kanklës players
(Petras Lapienë, Jonas Plepas /Plepys/ and others).

69 Ibid.
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Table 4.
The written sources, the archival ethno-instrumental expedition

data of north-eastern Aukðtaitija (the second half of the
19th century – the 20th century) n =52

No. Title of research aspect Biographical data Numbers
1. Profession Masters of musical instruments 2

Teachers 1
Farmers 8
Priests 3
Mechanics, foresters 3
Indication of several 2
Not indicated 33

2. Educational Self-learners 25
background Craft schools 1

Gymnasium 1
Higher education 3
Not indicated 22

3. Traditions of multi- Wind aerophones 2
instrumentalism Keyboard aerophones 1

Cord chordophones 2
String chordophones 1
Aerophones 13
Reed, whistling aerophones 1
Percussion 2
Other instruments 4
Indication of two and more instruments 6

4. Traditions of playing Families with 2 kanklës players 10
music in families and Families with 5 kanklës players 2
relation Families with 7–8 kanklës players 1

In the second half of the 19th century – 20th century, the majority of
kanklës players of this region were self-taught musicians (25). The data also
reveal that kanklës players in north-eastern Aukðtaitija were mostly farmers
(8). The representatives of this profession usually had very limited opportu-
nities for education until the beginning of the 20th century (only 1.75 %).

Wind instruments (such as skuduèiai, ragai, oþragiai, trimitai, lamzde-
liai – 13, i.e., 2.85 %) prevailed among other instruments, which were also
played by the presenters – kanklës players in north-eastern Aukðtaitija. There
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were also very good singers and chanters (Krisius Garjonis, Petras Lapienë,
Jonas Plepas /Plepys/, Povilas Tamaðiûnas and others).

Five generations of the Tamaðiûnai and Treèiokai and seven-eight
generations of the Lapieniai played kanklës in this region.

Prior to the beginning of the 20th century, the majority of kanklës players
learnt to play from their fathers, grandfathers, uncles or brothers, and the
average duration of playing kanklës is 75.3 years. Music is actually played
all life long. Moreover, kanklës players were long-livers: Petras Lapienë –
97 years, Krisius Garjonis – 94 years, Jonas Plepas (Plepys) – 88 years, Jonas
Dilys – 82 years, Motiejus Bièiûnas – 73 years, Krisius Dagys – 71 years, etc.
“Who knows,” pointed out the kanklës player Ona Rudienë, “perhaps
kanklës hides the secret of longevity…”70.

The personality of a kanklës player was of particular importance in the
process of nurturance of the tradition of kanklës and kanklës playing. It
determined the repertoire and the techniques of playing kanklës. However,
the change in traditional life style, cthe ollapse of cultural structure resulted
in the radical changes in the status and the image of a kanklës player in the
second half of the 19th century – the 20th century. The previous symbolic and
mythical aspects of the role of a kanklës player disappeared together with
the changed cultural situation (Tarnauskaitë-Palubinskienë 2009: 351).

Conclusions

1. The analysis of the written sources and the data stored in museums and
collected during the interwar period and the ethno-instrumental expe-
ditions about north-eastern Aukðtaitija kanklës and kanklës players
revealed that the tradition of playing kanklës started to disappear in
the second half of the 19th century – the 20th century and finally ceased
to exist in the middle of the 20th century.

2. The main repertoire of north-eastern Aukðtaitija kanklës consists of
instrumental glees.

3. The analysis of the data showed that north-eastern Aukðtaitija kanklës
were used for meditation, i.e., playing the kanklës only for oneself or
relatives and kanklës was an instrument for playing exceptionally at
home.

70 Ibid.
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Tradicionâlo kankïu spçle ziemeïaustrumu Aukðtaitijâ
(19. gadsimta otrâ puse – 20. gadsimts)

Vida Palubinskiene

Kopsavilkums

Kultûrâ arvien nozîmîga loma ir bijusi tautas tradîcijâm, valodai, reliìijai,
paraþâm un rituâliem, kas ir cilvçka un tautas garîgâs apziòas sastâvdaïas.
Jozs Kudirka pamatoti uzsver, ka bez garîgâs apziòas tauta izzustu (Kudirka
1991). Tradîcijas tai vai citâ veidâ skar ikvienu, tâs vieno cilvçkus un sekmç
arî cilvçka apziòas rekonstrukciju. Gandrîz visa tautas kultûra stingri balstâs
uz paraþâm un rituâliem, kas ar nelielâm izmaiòâm tiek nodoti no vienas
paaudzes otrai. Paraþu pamati ir daþâdi: tikums, skaistuma koncepts, attieksme
pret darbu, vecâkiem, dzimto zemi, tautas simboliem. Tradîcijas, paraþas,
rituâli un tautas kultûra ir pagâtnes glabâtâji. To stabilitâte ir galvenâ vçrtîba,
kas ïauj uztvert tos kâ vçsturiskus avotus.

Ðî pçtîjuma objekts ir tradicionâlo ziemeïaustrumu Aukðtaitijas kankïu
spçle, savukârt pçtîjuma mçríis  – noteikt kankïu spçles funkcijas ziemeï-
austrumu Aukðtaitijâ un galvenâs tradîcijas ðî instrumenta lietojumâ. Pçtîjuma
uzdevumi ir ðâdi:
— aplûkot rakstu avotus, kâ arî starpkaru perioda un etnoinstrumentâlajâs

ekspedîcijâs savâktos, muzejos glabâtos datus par ziemeïaustrumu Aukð-
taitijas kanklçm un kanklçtâjiem,

— raksturot tradicionâlo kankïu repertuâru un to spçles tradîcijas.
Pçtîjumâ izmantoto metoþu vidû ir analîtiskâ, salîdzinoðâ, vçsturiskâ

un sistçmiskâ metode.
Saskaòâ ar Romualda Apanavièa 1986. gadâ piedâvâto tradicionâlo

kankïu klasifikâciju (Apanavièius 1986), ziemeïaustrumu Aukðtaitijas kankles
pieder pie pirmâ tipa kanklçm. Tâs ir vissenâkâs kankles – no viena koksnes
gabala laivas vai zârka formâ izgriezti vai izgrebti mûzikas instrumenti.
Karkasam parasti ir seðas malas, reizçm tas ir pusapaïð, priekðgals ir daudz
augstâks par aizmugurçjo daïu, kas ir mazliet ieslîpa. Kanklçm ir neliels, uz
âru izvirzîts resnais gals. Tâs tiek krâsotas melnas, un tâm ir 5, retâk 4, 8 vai
9 stîgas.

Kankles spçlçja tikai vîrieði.
Piecstîgu kankles bija izplatîtas ziemeïaustrumu Aukðtaitijâ (Birþu, Ro-

kiðíu un Kupiðíu apkaimç). Tâ kâ ðî veida instrumenti nav saglabâjuðies,
par tiem varam spriest, tikai balstoties uz respondentu stâstiem, muzeju
ekspozîciju materiâliem, starpkara periodâ un etnoinstrumentâlajâs ekspedî-
cijâs savâktajiem datiem.
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Pçc tam, kad piedzîvoja sabrukumu agrâkâ kultûrvide, arî paðu kankïu
un kanklçtâju statuss transformçjâs lîdz nepazîðanai. Sabiedriskâs iekârtas
maiòa, daþâdas pârvçrtîbas etniskajâ un kultûras dzîvç veicinâja to, ka 20.
gadsimta vidû pirmâ tipa kankles izzuda no savas tradicionâlâs vides. Daudzi
instrumenti tika iznîcinâti; citi nonâca muzeju vai privâtpersonu îpaðumâ.

Ziemeïaustrumu Aukðtaitijas kankïu spçles mçríis bija ceremoniâls,
maìisks un vçlâk arî meditatîvs. Lîdz ar mainîjuðos kultûras situâciju izzuda
arî kankïu un kanklçtâju spçles simboliskie un mîtiskie aspekti.

Atslçgvârdi: tradicionâlâs kankles, kanklçtâji, muzicçðana, repertuârs,
tradîcijas.
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Ìóçûêàëüíûå àñïåêòû äâèæåíèÿ
ýòíè÷åñêîé ìóçûêè â Ëèòâå

â 70-õ ãîäàõ XX âåêà – íà÷àëå XXI âåêà

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

Ââåäåíèå

Ìóçûêàëüíûå àñïåêòû äâèæåíèÿ ýòíè÷åñêîé ìóçûêè â Ëèòâå â 70-õ
ãîäàõ ÕÕ âåêà – íà÷àëå XXI âåêà íå òîëüêî íåäîñòàòî÷íî èçó÷åíû, íî
ýòîò âîïðîñ ïðàêòè÷åñêè äî ñèõ ïîð íå áûë ïîäíÿò íà âñåñòîðîííåå ðàñ-
ñìîòðåíèå. Âíèìàíèå ýòíîìóçûêîâåäîâ â îñíîâíîì óäåëÿëîñü àíàëèçó
àðõèâíûõ çàïèñåé, îñòàâëÿÿ èñïîëíÿåìóþ â íàøè äíè ôîëüêëîðíûìè
êîëëåêòèâàìè òàê íàçûâàåìóþ ôîëüêëîðíóþ, îñíîâàííóþ íà ýòíè÷åñ-
êèõ òðàäèöèÿõ, ìóçûêó ïðàêòè÷åñêè âíå ïîëÿ çðåíèÿ íà ó÷íûõ èññëåäî-
âàíèé. Òàêæå î÷åâèäíî, ÷òî ýòè èññëåäîâàíèÿ â áîëüøèíñòâå ñëó÷àåâ
ïðîâîäÿòñÿ íà îñíîâàíèè ìåòîäèêè àíàëèçà àêàäåìè÷åñêîé ìóçûêè, ÷òî
íå âñåãäà ñïîñîáñòâóåò ðàñêðûòèþ õàðàêòåðà ýòíè÷åñêîé ìóçûêè êàê
ñëîæíîãî è ìíîãîãðàííîãî ÿâëåíèÿ ýòíè÷åñêîé êóëü òóðû.

Ñîãëàñíî èññëåäîâàíèÿì àâòîðà íàñòîÿùåé ñòàòüè ( Apanavièius 2001;
2009: 22–36), ðàçëè÷èÿ ìåæäó ýòíè÷åñêîé è àêàäåìè÷åñêîé ìóçûêîé
íàáëþäàþòñÿ íå òîëüêî â ñïîñîáàõ èñïîëíåíèÿ, íî è â ñàìîé ñòðóêòóðå
ýòèõ ðîäñòâåííûõ âèäîâ èñêó ññòâà. Ñòèëè è ëàäû ýòíè÷åñêîé ìóçûêè,
ïî ìíåíèþ àâòîðà, îáðàçîâàëèñü íà îñíîâàíèè åñòåñòâåííûõ çàêîíîâ
ôèçèêè è ìóçûêàëüíîé àêó ñòèêè, â òî âðåìÿ êàê ïîäîáíûå ñâîéñòâà àêàäå-
ìè÷åñêîé ìóçûêè íåðåäêî áûëè ó ñòàíîâëåíû èñêó ññòâåííûì ïóòåì.
Íåìàëîâàæíûì îáñòîÿòåëüñòâîì ÿâëÿþòñÿ è ñïîñîáû èíòîíèðîâàíèÿ:
òåìïåðàöèÿ, ñâîéñòâåííàÿ àêàäåìè÷åñêîé ìóçûêå, ïðàêòè÷åñêè íå ïðèìå-
íÿåòñÿ â èñïîëíåíèè ýòíè÷åñêîé ìóçûêè. Ìåëîäèè â îñíîâíîì èíòî-
íèðóþòñÿ íàòóðàëüíûì ñòðîåì, íå ñîâïàäàþùèì ñ ïðèíÿòîé â àêàäåìè-
÷åñêîé ìóçûêå òåìïåðàöèåé ( Apanavièius 2010; Àïàíàâè÷þñ 2011; 2012).

Òàêèì îáðàçîì, îäíîé èç îñíîâíûõ ïðîáëåì, ñ êîòîðîé ñòàëêèâà-
þòñÿ ó÷àñòíèêè äâèæåíèÿ ýòíè÷åñêîé ìóçûêè, ÿâëÿåòñÿ íå òîëüêî ñî-
õðàíåíèå è ïðîäîëæåíèå òðàäèöèé èñïîëíåíèÿ, íî è äîñòîâåðíàÿ ïåðå-
äà÷à åå ñòèëåé è ëàäîâ, êîòîðûå, êàê óæå áûëî ñêàçàíî, îáðàçîâàëèñü íà
îñíîâàíèÿ çàêîíîâ ôèçèêè è ìóçûêàëüíîé àêó ñòèêè. Íàòóðàëüíîå èí-
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òîíèðîâàíèå, êàê îòëè÷èòåëüíàÿ ÷åðòà ýòíè÷åñêîé ìóçûêè, òàêæå ñî-
ñòàâëÿåò îñòðóþ ïðîáëåìó ñîâðåìåííîãî èñïîëíåíèÿ, ïîñêîëüêó ðóêî-
âîäèòåëè è ó÷àñòíèêè ôîëüêëîðíûõ àíñàìáëåé â áîëüøèíñòâå ñëó÷àåâ
íå ÿâëÿþòñÿ ïðåäñòàâèòåëÿìè òðàäèöèîííîé ýòíè÷åñêîé êóëü òóðû – îíè
âîñïèòûâàëèñü óæå â äóõå àêàäåìè÷åñêîé ìóçûêè.

Íà âûøå óïîìÿíóòûå ñâîéñòâà òðàäèöèîííîé ýòíè÷åñêîé ìóçûêè
âíèìàíèå èññëåäîâàòåëåé áûëî îáðàùåíî óæå ñ íà÷àëà XX âåêà ( Saba-
liauskas 1904; 1911; 1916; Paliulis 1984; Ðimonytë-Þarskienë 2003: 40–43;
2004), íî òåîðåòè÷åñêîå îáúÿñíåíèå ïðè÷èí îáðàçîâàíèÿ è õàðàêòåðèñ-
òèêè ýòèõ ñâîéñòâ, êàê óæå áûëî ñêàçàíî, äàíû àâòîðîì íàñòîÿùåé ñòàòüè
ëèøü â 2001 ãîäó. Àêóñòè÷åñêèå èññëåäîâàíèÿ Ðèòèñà Àìáðàçÿâè÷þñà
(Rytis Ambrazevièius) è Ðîáåðòàñà Áóäðèñà (Robertas Budrys), ïðîâåäåí-
íûå â 2003–2013 ãîäàõ íà îñíîâe çàïèñåé àðõèâíîé ìóçûêè è æèâîãî
èñïîëíåíèÿ ôîëüêëîðíûõ àíñàìáëåé, ïîêàçàëè ïî÷òè òå æå, ÷òî è âû-
ÿâëåííûå àâòîðîì íàñòîÿùåé ñòàòüè, çàêîíîìåðíîñòè ( Ambrazevièius
2003; 2004; 2007; 2011; Ambrazevièius, Budrys 2013). Îäíàêî èçó÷åíèå
ñîâðåìåííîãî èñïîëíåíèÿ ýòíè÷åñêîé ìóçûêè è ïî ñåé äåíü îãðàíè÷è-
âàåòñÿ â îñíîâíîì ëèøü óêàçàíèÿìè íà íàçâàííûå ïðîáëåìû è çàìå÷à-
íèÿìè, íå ðàñêðûâàþùèìè ñóòè ðàçëè÷èé ñîâðåìåííîãî èñïîëíåíèÿ îò
çâó÷àíèÿ àðõèâíûõ çàïèñåé.

Íåêîòîðûå ïðîáëåìû ñóùåñòâîâàíèÿ ñîâðåìåííîé ôîëüêëîðíîé
ìóçûêè óêàçàíû â ñòàòüÿõ Àóøðû Æè÷êåíå ( Þièkienë 2010; 2012). Çàìå÷à-
íèÿ îá îòëè÷èè ñîâðåìåííîãî èñïîëíåíèÿ ïîëèôîíè÷åñêèõ ïåñåí ñóòàð-
òèíå  îò àðõèâíûõ çàïèñåé ñîäåðæàòñÿ â ñòàòüÿõ Äàéâû Ðà÷þíàéòå-
Âè÷èíåíå ( Raèiûnaitë-Vyèinienë 2012) è Äàëè Óðáàíàâè÷åíå (Urbanavi-
èienë 2013). Íåçíà÷èòåëüíîå ìåñòî ñîâðåìåííîìó èñïîëíåíèþ ýòèõ
ñàìîáûòíûõ îáðàçöîâ ïîëèôîíè÷åñêîé ìóçûêè îòâîäÿòñÿ òàêæå è â ìî-
íîãðàôèÿõ àâòîðîâ ( Raèiûnaitë-Vyèinienë 2000: 212–214; Urbanavièienë
2009: 237–241). Ìóçûêàëüíûå àñïåêòû ðåïåðòóàðà ôîëüêëîðíûõ àíñàì-
áëåé, ïðè ðàññìîòðåíèè èñòî÷íèêîâ èõ ðåïåðòóàðà, íå áûëè èññëåäî-
âàíû è â ìîíîãðàôèè À óøðû Çàáåëåíå (Zabielienë 2010: 98–116).

Ìóçûêàëüíûå ñâîéñòâà – ñòèëè, ëàäû è èíòîíèðîâàíèå – ñîâðå-
ìåííîé ôîëüêëîðíîé âîêàëüíîé è èíñòðóìåíòàëüíîé ìóçûêè, à òàêæå
îñîáåííîñòè íàðîäíîé õîðåîãðàôèè ýòíîãðàôè÷åñêîãî ðåãèîíà Ìàëîé
Ëèòâû, íàðÿäó ñ àíàëèçîì ïðîáëåì ñîõðàíåíèÿ òðàäèöèé èñïîëíåíèÿ,
áûëè çàòðîíóòû â êîëëåêòèâíîé ñòàòüå àâòîðà, à òàêæå Âèäìàíòàñà Ìà-
÷þëüñêèñà (Vidmantas Maèiulskis) è Ëèíû Ïÿòðîøåíå ( Lina Petroðienë).
Îäíàêî áîëåå ïîäðîáíîìó ðàññìîòðåíèþ ìóçûêàëüíûå ñâîéñòâà ïîäâåð-
ãíóòû íå áûëè ( Apanavièius, Maèiulskis, Petroðienë 2008).
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Ð. Àïàíàâè÷þñ. Ìó çûêàëüíûå àñïåêòû äâèæåíèÿ ýòíè÷åñêîé ìó çûêè â Ëèòâå â 70-õ ãîäàõ..

Öåëü ñòàòüè1 – èññëåäîâàíèå ìóçûêàëüíûõ àñïåêòîâ ñîâðåìåííîãî
èñïîëíåíèÿ ëèòîâñêîé ýòíè÷åñêîé ìóçûêè è èõ ñðàâíåíèå ñ ýòèìè æå
ñâîéñòâàìè, îòìå÷åííûìè â àðõèâíûõ çàïèñÿõ 1935–1984 ãîäîâ.

Â êà÷åñòâå äàííûõ  èñïîëüçîâàíû ïðèìåðû çàïèñåé ñîâðåìåííîãî
èñïîëíåíèÿ ôîëüêëîðíîé ìóçûêè, àðõèâíûå çàïèñè ýòíè÷åñêîé ìóçûêè,
íàáëþäåíèå æèâîãî èñïîëíåíèÿ ôîëüêëîðíûõ àíñàìáëåé, ôàêòû èç
îïóáëèêîâàííûõ ðàáîò: âñåãî 1375 ìóçûêàëüíûõ ïðèìåðîâ, èç êîòîðûõ
264 ÿâëÿþòñÿ çàïèñÿìè àðõèâíîé ìóçûêè 1935–1984 ãîäîâ è 1111 – ïðè-
ìåðàìû ñîâðåìåííîé ôîëüêëîðíîé ìóçûêè, çàïèñàííîé â 1994–2012
ãîäàõ.

58 àðõèâíûõ çàïèñåé äëÿ ñðàâíåíèÿ ñ ôîëüêëîðíûìè âçÿòû ñ äâóõ
ïëàñòèíîê ( Lietuvos TSR liaudies muzika 1986) è 206 – èç ÷åòûðåõ èçäàí-
íûõ àíòîëîãèé, â êîòîðûõ ñîäåðæàòñÿ øåñòü CD àëüáîìà ( Suvalkijos
dainos ir muzika 2003; Aukðtaitijos dainos, sutartinës ir instrumentinë muzika
2004; Dzûkijos dainos ir muzika 2005; Þemaitijos dainos ir muzika 2005),
ðàññìàòðèâàëàñü òàêæå 1111 ôîëüêëîðíàÿ çàïèñü ñ ïÿòè àóäèîêàññåò è
49 CD àëüáîìà ôîëüêëîðíûõ àíñàìáëåé Ëèòâû, èçäàííûõ â 1994–2012
ãîäàõ. Êðîìå çàïèñåé, â 2013–2014 ãîäàõ âåëîñü íàáëþäåíèå òðåõ ïåðå-
äà÷ Äàäèì æàðó (Duokim garo, ñ ó÷àñòèåì ôîëüêëîðíûõ àíñàìáëåé è êîë-
ëåêòèâîâ ñòèëèçîâàííîãî ôîëüêëîðà) Ëèòîâñêîãî íàöèîíàëüíîãî òåëå-
âèäåíèÿ. Â 2011–2014 ãîäàõ àâòîð òàêæå ïðèíèìàë ó÷àñòèå â äâèæåíèè
ýòíè÷åñêîé ìóçûêè è â ðàìêàõ åãî íàáëþäàë ñâûøå äåñÿòè ðàçíûõ ìåðî-
ïðèÿòèé, áåñåäîâàë ñ ðóêîâîäèòåëÿìè è ó÷àñòíèêàìè äàííîãî äâèæåíèÿ.

Äëÿ áîëåå ïîäðîáíîãî àíàëèçà ìóçûêàëüíûõ ñâîéñòâ ôîëüêëîðíîé
ìóçûêè ìåòîäîì ñëó÷àéíîãî îòáîðà èç èìåþùèõñÿ 1111 çàïèñåé áûëî
îòîáðàíî 247 ïðèìåðîâ ñ ïÿòè à óäèîêàññåò è 10 CD àëüáîìîâ. Ýòè çàïèñè
îòðàæàþò âñå æàíðîâûå è ðåãèîíàëüíûå îñîáåííîñòè, â íèõ çàïå÷àòëåíà
âîêàëüíàÿ è èíñòðóìåíòàëüíàÿ ìóçûêà.

Ìåòîäû èññëåäîâàíèÿ – àíàëèç, îáîáùåíèå, ñèíòåç.
Èññëåäîâàíèå âåëîñü ïî ñëåäóþùèì ïàðàìåòðàì: ïåðåäà÷à ñòèëåâûõ

ñâîéñòâ, ëàäîâûõ îñîáåííîñòåé; èíòîíèðîâàíèå, ñîõðàíåíèå òðàäèöèé
èñïîëíåíèÿ.

1 Èññëåäîâàíèå ïðîâåäåíî â ðàìêàõ âûïîëíåíèÿ ïðîåêòà ñòðóêòóðíûõ ôîí-
äîâ Åâðîïåéñêîãî Ñîþçà, ïðîãðàììà 2007–2013 ãîäîâ. Ðàçâèòèå äåéñòâèé ÷åëî-
âå÷åñêèõ ðåñóðñîâ, òðåòèé ïðèîðèòåò: Óòâåðæäåíèå ñïîñîáíîñòåé èññëåäîâàòåëåé,
VP1–3.1–ÐMM–07–V , Ïîääåðæêà äåÿòåëüíîñòè ó÷åíûõ è äðóãèõ èññëåäîâàòåëåé
(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, âûïîëíÿåòñÿ â 2011–2015
ãîäàõ â Óíèâåðñèòåòå èìåíè Âèòàóòàñà Âåëèêîãî.
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Ðåçóëüòàòû – âûäâèãàåòñÿ ìûñëü, ÷òî â ïðîöåññå äâèæåíèÿ ýòíè÷å-
ñêîé ìóçûêè, íàðÿäó ñî ñòðåìëåíèåì äîñòèæåíèÿ äîñòîâåðíîé ïåðåäà÷è
îñíîâíûõ ìóçûêàëüíûõ ñâîéñòâ, âîçíèêëè è îñòðûå ïðîáëåìû èñïîë-
íåíèÿ ñòèëåâûõ è ëàäîâûõ îñîáåííîñòåé, êîòîðûå â îñíîâíîì ñâÿçàíû
ñ íàòóðàëüíûì èíòîíèðîâàíèåì êàê îòëè÷èòåëüíîé ÷åðòîé òðàäèöèîí-
íîé ýòíè÷åñêîé ìóçûêè.

Êëþ÷åâûå ñëîâà: ýòíè÷åñêàÿ ìóçûêà, ôîëüêëîðíàÿ ìóçûêà, ñòèëè,
ëàäû, òåìïåðàöèÿ, èíòîíèðîâàíèå.

Òåîðåòè÷åñêîå îáîñíîâàíèå èññëåäîâàíèÿ

Ñîãëàñíî èññëåäîâàíèÿì àâòîðà (Àïàíàâè÷þñ 2003; 2011; Apanavi-
èius 2008), ëèòîâñêàÿ ýòíè÷åñêàÿ ìóçûêà â ñòèëåâîì è ëàäîâîì îòíîøå-
íèè ðàñïðîñòðàíåíà â äâóõ îñíîâíûõ ðåãèîíàõ: ñåâåðî-çàïàäíîì è þãî-
âîñòî÷íîì. Ñåâåðî-çàïàäíûé ðåãèîí îõâàòûâàåò Æåìàéòèþ, á óëüøóþ
÷àñòü Àóêøòàéòèè è ñåâåðíóþ Ñóâàëêèþ. Äëÿ ìíîãîãîëîñíoé ìóçûêè
äàííûõ îáëàñòåé áûëè õàðàêòåðíû ìàæîðíûå ëàäû. Â ñåâåðî-âîñòî÷íîé
Àóêøòàéòèè, ãäå ðàñïðîñòðàíÿëñÿ ñàìîáûòíûé ðåãèîí ñóòàðòèíå, ìå-
ëîäèè ýòèõ ïîëèôîíè÷åñêèõ ïåñåí èñïîëíÿëèñü íå òîëüêî â ìàæîðíûõ,
íî è ìèíîðíûõ ëàäàõ. Íà þãî-âîñòîêå Ëèòâû – â Äçóêèè, þæíîé è îò÷à-
ñòè ñåâåðíîé Ñóâàëêèè, à òàêæå â Ìàëîé Ëèòâå (ñåâåðî-âîñòî÷íàÿ ÷àñòü
áûâøåé Âîñòî÷íîé Ïðó ññèè) è âîñòî÷íîé À óêøòàéòèè – ìåëîäèÿì ýòíè-
÷åñêîé ìóçûêè áîëåå ñâîéñòâåííû ìèíîðíûå ëàäû, êîòîðûå ñâÿçûâà-
ëèñü ñ ïðåîáëàäàþùèì îäíîãîëîñíûì ñòèëåì. Çâó÷àëè òàêæå ìåëîäèè,
äëÿ êîòîðûõ áûëè õàðàêòåðíû è ìîäàëüíûå, è äàæå ìàæîðíûå ëàäû, îä-
íàêî îíè, çà èñêëþ÷åíèåì ìåëîäèé Ìàëîé Ëèòâû, íå ïðåîáëàäàëè íàä
ìèíîðíûìè ëàäàìè.

Êàê óæå îòìå÷àëîñü àâòîðîì íàñòîÿùåé ñòàòüè, îáúÿñíÿÿ çàêîíî-
ìåðíîñòè îáðàçîâàíèÿ ñòèëåé è ëàäîâ ýòíè÷åñêîé ìóçûêè ( Apanavièius
2001; 2010; Àïàíàâè÷þñ 2011), äâà îñíîâíûõ ñòèëÿ – ìíîãîãîëîñèå è
îäíîãîëîñèå – îáðàçîâàëèñü íà îñíîâå íàòóðàëüíîãî çâóêîðÿäà òàê íà-
çûâàåìîé àêóñòè÷åñêîé ãàììû, îáåðòîíû êîòîðîé îò îñíîâíîãî òîíà
ðàñïîëàãàþòñÿ â ñòðîãîì ìàæîðíîì ïîðÿäêå ( Bièiûnas 1988: 22–23). Ìíî-
ãîãîëîñèå îïèðàåòñÿ íà ìàæîðíûå ñîçâó÷èÿ ñðåäíåãî, îäíîãîëîñèå – íà
äèàòîíè÷åñêèé çâóêîðÿä âåðõíåãî ðåãèñòðà ýòîé ãàììû. Ìíîãîãîëîñíûå
ìåëîäèè íóæäàþòñÿ â ñîïðîâîæäåíèè âòîðîãî, èíîãäà è òðåòüåãî ãîëîñà,
à â îäíîãîëîñíûõ ìåëîäèÿõ ó ñëîâèÿ äëÿ òàêîãî ñîïðîâîæäåíèÿ ïðàêòè-
÷åñêè íå ñîçäàþòñÿ. Ëàäû ýòíè÷åñêîé ìóçûêè òàêæå îñíîâàíû íà ñåðèè
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îáåðòîíîâ, âûñîòà çâó÷àíèÿ êîòîðûõ â áîëüøèíñòâå ñëó÷àåâ íå ñîâïà-
äàåò ñî çâóêàìè òåìïåðèðîâàííîãî ñòðîÿ ( Apanavièius 2009: 24–26, 32–34).

Ëàäû ýòíè÷åñêîé ìóçûêè òðóäíî ñîïîñòàâèìû ñ òàê íàçûâàåìûìè
«ãðå÷åñêèìè» ëàäàìè, èçâåñòíûìè â òåîðèè àêàäåìè÷åñêîé ìóçûêè. Õîòÿ
îíè èìåþò ìíîãî îáùåãî, ó ñòàíîâëåíèå ëàäîâ ýòíè÷åñêîé ìóçûêè ñî-
ïðÿæåíî ñ òðóäíîñòÿìè, âûçâàííûìè ñïåöèôèêîé íàòóðàëüíîãî èíòîíè-
ðîâàíèÿ. Çâóêè èäóùèõ ââåðõ çâóêîðÿäîâ, êàê ïðàâèëî, çàìåòíî ïîâû-
øàþòñÿ, à èäóùèõ âíèç – ïîíèæàþòñÿ, ïîýòîìó îïðåäåëèòü êîíêðåò-
íûå ëàäû èñïîëíÿåìûõ ìåëîäèé íåëåãêî, à èíîãäà äàæå íåâîçìîæíî:
ìîæíî ó ñìîòðåòü ëèøü íåêóþ ñêëîííîñòü  ê êëàññè÷åñêèì ëàäàì.

Èìåííî èç-çà ýòèõ îñîáåííîñòåé íàòóðàëüíîãî èíòîíèðîâàíèÿ îäíà
è òà æå ìåëîäèÿ íåðåäêî ìîæåò áûòü îïðåäåëåíà êàê çâó÷àùàÿ â äâóõ
ëàäàõ: îäèí ëàä ìîæåò áûòü óñòàíîâëåí äëÿ îòðûâêà ìåëîäèè, èäóùåãî
ââåðõ, äðóãîé – äëÿ èäóùåãî âíèç. Íàïðèìåð, äëÿ ìàæîðíûõ ìåëîäèé,
èäóùèõ ââåðõ, õàðàêòåðíî, ïî ñðàâíåíèþ ñ òåìïåðèðîâàííûì ñòðîåì,
ïîâûøåíèå IV ñòóïåíè. Ïîâûøåíèå âûçâàíî àêó ñòè÷åñêèìè çàêîíàìè,
ñîãëàñíî êîòîðûì IV ñòóïåíü ìàæîðíîé ãàììû ïîâûøàåòñÿ ïðèìåðíî
íà 40 öåíòîâ, ÷òî èíîãäà ñîñòàâëÿåò ïî÷òè ïîëîâèíó èç 100 öåíòîâ ó ñòà-
íîâëåííîãî ïîëóòîíà òåìïåðèðîâàííîãî ñòðîÿ. ×åëîâå÷åñêèé ñëóõ òà-
êîå ïîâûøåíèå IV ñòóïåíè â èäóùåé ââåðõ ìåëîäèè ýòíè÷åñêîé ìóçûêè
âîñïðèíèìàåò êàê ëèäèéñêèé ëàä (ñ òî÷êè çðåíèÿ òåîðèè àêàäåìè÷åñ-
êîé ìóçûêè, à íåñîîòâåòñòâèå òåìïåðàöèè íåðåäêî îöåíèâàåòñÿ êàê «íå-
÷èñòîå», äàæå «ôàëüøèâîå » èíòîíèðîâàíèå íàðîäíûõ èñïîëíèòåëåé.
Ýòíîìóçûêîâåäû íàçâàííîå íåñîîòâåòñòâèå òåìïåðàöèè â ðàñøèôðîâàí-
íûõ ìåëîäèÿõ ÷àùå âñåãî îòìå÷àþò óêàçàòåëÿìè , íàïðàâëåííûìè ââåðõ.
Êîãäà òà æå ñàìàÿ ìàæîðíàÿ ìåëîäèÿ èäåò âíèç, åå IV ñòóïåíü, êàê ïðà-
âèëî, èíòîíèðó åòñÿ óæå çàìåòíî íèæå – ïðàêòè÷åñêè â ñîîòâåòñòâèè ñ
òåìïåðàöèåé. Â òàêîì ñëó÷àå ýòîò îòðûâîê ìåëîäèè ýòíè÷åñêîé ìóçûêè
âîñïðèíèìàåòñÿ êàê «ãðå÷åñêèé» èîíèéñêèé ëàä è IV ñòóïåíü â ðàñøèô-
ðîâêàõ ìåëîäèé äîïîëíèòåëüíûìè óêàçàòåëÿìè íå îòìå÷àåòñÿ.

Òî æå ñàìîå ìîæíî ñêàçàòü è â îòíîøåíèè ìèíîðíûõ ìåëîäèé. Åñëè
VI ñòóïåíü èäóùåé ââåðõ ìåëîäèè â ñîîòâåòñòâèè ñ àêóñòè÷åñêèìè çàêî-
íàìè ïîâûøàåòñÿ òàêæå íà 40 öåíòîâ, ÷åëîâå÷åñêèé ñëóõ ýòîò îòðûâîê
âîñïðèíèìàåò êàê äîðèéñêèé ëàä, à â ðàñøèôðîâêàõ VI ñòóïåíü ÷àùå
âñåãî îòìå÷àåòñÿ óêàçàòåëåì ââåðõ, êàê «ôàëüøèâî » èíòîíèðîâàííàÿ.
Êîãäà ìåëîäèÿ âåäåòñÿ âíèç, VI ñòóïåíü èíòîíèðó åòñÿ ãîðàçäî íèæå,
ïî÷òè â ñîîòâåòñòâèè ñ òåìïåðàöèåé, è äàííûé îòðûâîê âîñïðèíèìàåòñÿ
êàê «ãðå÷åñêèé» ýîëèéñêèé ëàä, ò. å. íàòóðàëüíûé ìèíîð. Î÷åíü ÷àñòî â
îòðûâêàõ ìèíîðíûõ ìåëîäèé, èäóùèõ âíèç, çàìåòíî ïîíèæàåòñÿ è II
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ñòóïåíü, ÷òî ñîçäàåò âïå÷àòëåíèå çâó÷àíèÿ ôðèãèéñêîé ãàììû. Â ìàæîð-
íûõ ìåëîäèÿõ âñåãäà çàìåòíî ïîíèæàåòñÿ VII ñòóïåíü – çâó÷èò ïðèáëè-
çèòåëüíî ìèêñîëèäèéñêèé ëàä ( Apanavièius 2009: 32–33).

Ñòèëåâûå îñîáåííîñòè

Äëÿ àíàëèçà ñòèëåâûõ è ëàäîâûõ îñîáåííîñòåé, êàê óæå áûëî ñêàçàíî ,
ïóòåì ñëó÷àéíîãî îòáîðà áûëî âûáðàíî 247 ïðèìåðîâ çàïèñåé ôîëüê-
ëîðíîé ìóçûêè 1994–2012 ãîäîâ, âçÿòûõ èç 5 à óäèîêàññåò è 10 êîìïàêò-
íûõ äèñêîâ. 186 èç íèõ (75%) ñîñòàâëÿþò ïåñíè, 49 (22%) – îáðàçöû
èíñòðóìåíòàëüíîé òàíöåâàëüíîé ìóçûêè. Çàïèñàíû 4 ïîëèôîíè÷åñêèõ
ñóòàðòèíå, à òàêæå 2 ðîìàíñà, êîòîðûå áûëè ïîïóëÿðíûìè â ìåæâîåí-
íîé Ëèòâå. Ïðåäñòàâëåíû 6 ïðèìåðîâ èíñòðóìåíòàëüíîé ïîëèôîíèè,
çâó÷àâøåé â ñåâåðî-âîñòî÷íîé À óêøòàéòèè. Â öåëîì îíè ñîñòàâëÿþò 3%
îòîáðàííûõ çàïèñåé. Ìíîãîãîëîñíûìè èç 186 ïåñåí áûëè 107 (57%),
îäíîãîëîñíûìè – 79 (43%). Ìíîãîãîëîñíûìè áûëè âñå 19 ïåñåí èç À óê-
øòàéòèè è 51– èç Æÿìàéòèè. Â ìíîãîãîëîñíîì èñïîëíåíèè çâó÷àëè òàê-
æå 25 ïåñåí èç Ñóâàëêèè è 7 ïåñåí èç Äçóêèè, îñòàëüíûå 6 ñóâàëêèéñêèõ
è 30 äçóêèéñêèõ ïåñåí áûëè îäíîãîëîñíûìè. Â îäíîãîëîñíîì èñïîëíå-
íèè çâó÷àëè è âñå 48 ïåñåí èç Ìàëîé Ëèòâû.

Ìíîãîãîëîñíûìè áûëè 4 ïîëèôîíè÷åñêèõ ñóòàðòèíå, à òàêæå 6 îá-
ðàçöîâ èíñòðóìåíòàëüíîé ïîëèôîíèè. Ìíîãîãîëîñíî çâó÷àëè 2 ðîìàíñà
è âñå 49 îáðàçöîâ èíñòðóìåíòàëüíîé òàíöåâàëüíîé ìóçûêè, ÿâëÿþùè-
ìèñÿ, â îñíîâíîì, îáùååâðîïåéñêèìè ïî ñâîåìó ïðîèñõîæäåíèþ.

Äèàãðàììà 1.  Ïðèìå ðû çàïèñåé ôîëüêëîðíîé ìóçûêè 1994–2012 ãîäîâ

Ñëó÷àéíûé îòáîð ïåñåí èç çàïèñåé ðåïåðòóàðà ôîëüêëîðíûõ àíñàì-
áëåé Ëèòâû 1994–2012 ãîäîâ ïîêàçàë, ÷òî ìíîãîãîëîñíûé ñòèëü ïåñåí
Àóêøòàéòèè è Æÿìàéòèè ñîõðàíåí. Ò î æå ñàìîå ìîæíî ñêàçàòü î ïåñíÿõ
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Ñóâàëêèè, ãäå ìíîãîãîëîñèå ñóùåñòâîâàëî íàðÿäó ñ îäíîãîëîñèåì, à òàê-
æå î âñåõ îäíîãîëîñíî èñïîëíÿåìûõ 48 ïåñíÿõ èç Ìàëîé Ëèòâû. Îäíàêî
7 ìíîãîãîëîñíî çâó÷àùèõ ïåñåí èëè 19 % èç îáùåãî ÷èñëà – 37 ïåñåí –
ýòíîãðàôè÷åñêîãî ðåãèîíà Äçóêèè íàâîäÿò íà ìûñëü, ÷òî ñóùåñòâîâàâ-
øàÿ òðàäèöèÿ îäíîãîëîñíîãî èñïîëíåíèÿ â ðåïåðòóàðå ôîëüêëîðíûõ
àíñàìáëåé ïåðåäàåòñÿ íå â ïîëíîì îáúåìå. Ñîãëàñíî äàííûì  ýêñïåäè-
öèé 1995–1996 ãîäîâ, ìíîãîãîëîñíîå èñïîëíåíèå – ñîïðîâîæäåíèå îä-
íîãîëîñíûõ ìåëîäèé ïåñåí Äçóêèè âòîðûì ãîëîñîì – ïîÿâèëîñü  äîñòà-
òî÷íî ïîçäíî, ëèøü â ìåæâîåííîå âðåìÿ â 30–40-õ ãîäàõ XX âåêà , êàê
ñëåäñòâèå ìåæðåãèîíàëüíûõ êîíòàêòîâ è ïðîöåññîâ ôîðìèðîâàíèÿ ñî-
âðåìåííîé ëèòîâñêîé íàöèè (Àïàíàâè÷þñ 2009). Âèäèìî, íà ýòî îáñòî-
ÿòåëüñòâî, à èìåííî – ñìåíó òðàäèöèé, ðóêîâîäèòåëè è ó÷àñòíèêè ôîëüê-
ëîðíûõ àíñàìáëåé ïðè ïîäáîðå ðåïåðòóàðà èç ïåñåí Äçóêèè äîëæíîãî
âíèìàíèÿ íå îáðàùàþò .

Âñå ìíîãîãîëîñíûå  ïåñíè (107) èñïîëíÿëèñü «ïàðàëëåëüíûì » ñïî-
ñîáîì, êîãäà ïåðâûé âåäóùèé ãîëîñ âî âñåõ ìåëîäè÷åñêèõ îñîáåííîñòÿõ
ñîïðîâîæäàëñÿ âòîðûì. Ò àêîé ñïîñîá èñïîëíåíèÿ àâòîðîì íàñòîÿùåé
ñòàòüè åùå â 2001 ãîäó áûë íàçâàí «ïàðàëëåëüíûì ïåíèåì», à ñàì ñòèëü
ýòèõ ïåñåí – «ïàðàëëåëüíûì ñòèëåì» ( Apanavièius 2001). Â îòëè÷èå îò
ãîìîôîííîãî ñòèëÿ àêàäåìè÷åñêîé ìóçûêè â íåì ïðàêòè÷åñêè îòñóò-
ñòâóþò ïðèìåòû ôóíêöèîíàëüíîé «âåðòèêàëüíîé» ãàðìîíèè.

Ìíîãîãîëîñíî èñïîëíÿåìûå ïåñíè Äçóêèè, õîòÿ è èìåþò îñíîâíûå
ïðèçíàêè «ïàðàëëåëüíîãî» ñòèëÿ, îòëè÷àþòñÿ îò àíàëîãè÷íûõ ïåñåí
Àóêøòàéòèè, Æÿìàéòèè è Ñóâàëêèè. Èõ ìåëîäèè, â îñíîâíîì òàêæå ìà-
æîðíûå, ÿâëÿþòñÿ òèïè÷íûìè ïðèìåðàìè îäíîãîëîñèÿ: îíè âåäóòñÿ íå
âûñîêèìè III–VI, à íèçêèìè I–V ñòóïåíÿìè ìàæîðíûõ ëàäîâ, è íåðåäêî
èìåþò õàðàêòåðíûé äçóêèéñêèì îäíîãîëîñíûì ïåñíÿì ñêà÷îê ÷èñòîé
êâàðòû ââåðõ (â íà÷àëå) èëè âíèç (â êîíöå ìåëîäèè ). Âåäóùèé ãîëîñ â
òàêîì ñëó÷àå çâó÷èò ôàêòè÷åñêè êàê ñîïðîâîæäàþùèé âòîðîé â à óêø-
òàéòèéñêèõ, æÿìàéòèéñêèõ è ñóâàëêèéñêèõ ïåñíÿõ, à ñîïðîâîæäàþùèé
ãîëîñ ìíîãîãîëîñíî èñïîëíÿåìûõ äçóêèéñêèõ ïåñåí íå èìååò äîñòàòî÷-
íîé âîçìîæíîñòè äëÿ ñèëüíîãî çâó÷àíèÿ.

Áîëåå ïîäðîáíûé àíàëèç òàêæå ïîêàçàë, ÷òî , ïî ñðàâíåíèþ ñ àðõèâ-
íûìè çàïèñÿìè è æèâûì èñïîëíåíèåì ïðåäñòàâèòåëåé òðàäèöèîííîé
ýòíè÷åñêîé ìóçûêè, «ïàðàëëåëüíûé»  ñòèëü â ðåïåðòóàðå ôîëüêëîðíûõ
àíñàìáëåé ñîáëþäàåòñÿ âñå-òàêè íå ïîëíîñòüþ. Â òðàäèöèîííîì èñïîë-
íåíèè ìåëîäèþ ïåñí è ÷àùå âñåãî íà÷èíàåò è âåäåò ëèøü îäèí ïåâåö, à
âòîðûì ñèëüíûì ãîëîñîì åãî ñîïðîâîæäàåò îñíîâíàÿ ãðóïïà èñïîëíè-
òåëåé. Â çàïèñÿõ ôîëüêëîðíîé ìóçûêè ìåëîäèþ, êðîìå îäíîãî, íåðåäêî
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âåäóò íåñêîëüêî ïåâöîâ, êîòîðûõ ñîïðîâîæäàåò ïî÷òè òàêàÿ æå ãðóïïà
èñïîëíèòåëåé. Âòîðîé ãîëîñ íå âñåãäà çâó÷èò ñèëüíåå ïåðâîãî. Êðîìå
òîãî, æåíñêèå è ìóæñêèå ãîëîñà èíîãäà ðàçäåëÿþòñÿ íà ìåëîäè÷åñêèå è
ñîïðîâîæäàþùèå, îò÷åãî çâó÷àíèå ìíîãîãîëîñíîé «ïàðàëëåëüíîé» ïåñíè
ñòàíîâèòñÿ â ïðèíöèïå ÷åòûðåõãîëîñíûì, áëèçêèì ê àêàäåìè÷åñêîìó
õîðîâîìó ïåíèþ, íå õàðàêòåðíîìó äëÿ èñïîëíåíèÿ òðàäèöèîííîé ýòíè-
÷åñêîé ìóçûêè. Èç âñåõ 107 çàïèñåé ìíîãîãîëîñíûõ «ïàðàëëåëüíûõ» ïå-
ñåí  òðàäèöèîííîìó èñïîëíåíèþ ñîîòâåòñòâîâàëà ëèøü 61 çàïèñü (57 %).
Îñòàëüíûå 46 (43%) ïåñåí â çàïèñÿõ çâó÷àò ïî-ðàçíîìó , îäíàêî îñíîâíàÿ
èõ ÷àñòü íàïîìèíàåò çâó÷àíèå íå òîëüêî íàðîäíîãî ïåíèÿ, íî è íåáîëü-
øîãî àêàäåìè÷åñêîãî èëè äàæå öåðêîâíîãî õîðà. Ò àêîå âïå÷àòëåíèå óñè-
ëèâàåò è ïðåîáëàäàþùåå òåìïåðèðîâàííîå èíòîíèðîâàíèå, íàáëþäàå-
ìîå â ïåíèè áîëüøèíñòâà ôîëüêëîðíûõ àíñàìáëåé, î ÷åì ðå÷ü ïîéäåò
äàëåå.

Ïîäîáíîå ìîæíî ñêàçàòü è îá èñïîëíåíèè äâóõ ðîìàíñîâ, äëÿ ïå-
íèÿ êîòîðûõ, âïðî÷åì, «õîðîâîé » è äàæå «öåðêîâíûé » îòòåíîê êàæåòñÿ
ñîâåðøåííî ïðèåìëåìûì.

Òåìïåðàöèÿ, ïî ñðàâíåíèþ ñ íàòóðàëüíûì èíòîíèðîâàíèåì, íå ñïî-
ñîáñòâóåò òàêæå äîñòèæåíèþ è èçâåñòíîé «ÿðêîñòè» ñîçâó÷èé èñïîëíÿ-
åìûõ «ïàðàëëåëüíûõ » ïåñåí. Â íàðîäíîì èñïîëíåíèè âñå òåðöîâûå èí-
òåðâàëû, íà êîòîðûõ â îñíîâíîì âåäåòñÿ ñîïðîâîæäåíèå ìåëîäèè âòîðûì
ãîëîñîì, íå ÿâëÿþòñÿ îäèíàêîâûìè: îäíè èç íèõ áûâàþò ðàñøèðåííûìè,
äðóãèå – óìåíüøåííûìè. Çàìåòíî ðàñøèðåííûìè çâó÷àò è èíòåðâàëû
÷èñòîé êâèíòû, òàêæå õàðàêòåðíîé äëÿ èñïîëíåíèÿ «ïàðàëëåëüíûõ » ïå-
ñåí, óâåëè÷èâàþòñÿ è âñòðå÷àþùèõñÿ ìàæîðíûå òðåçâó÷èÿ. Òàê èíòî-
íèðó åìûå «ïàðàëëåëüíûå » ïåñíè â íàðîäíîé ïðàêòèêå è â àðõèâíûõ çà-
ïèñÿõ çâó÷àò ÿðêî, ñ çàìåòíûì «ñâåòëûì » îòòåíêîì.

Â çàïèñÿõ ôîëüêëîðíîé ìóçûêè âñå òåðöîâûå ñîçâó÷èÿ, çà ðåäêèìè
èñêëþ÷åíèÿìè, ÿâëÿþòñÿ â ïðèíöèïå îäèíàêîâûìè, à êâèíòîâûå èí-
òåðâàëû è ìàæîðíûå òðåçâó÷èÿ íå áûâàþò ðàñøèðåííûìè. Èìåííî óðàâ-
íåíèå ñîçâó÷èé «ïàðàëëåëüíûõ » ïåñåí òàêæå çàìåòíî îòëè÷àåò ôîëüê-
ëîðíûå çàïèñè îò àðõèâíûõ. Çâó÷àíèå íå âñåãäà áûâàåò ÿðêèì, èíîãäà
îíî ïðèîáðåòàåò äàæå «ãíóñàâûé» îòòåíîê.

×òî êàñàåòñÿ èñïîëíåíèÿ 4 ïîëèôîíè÷åñêèõ ñóòàðòèíå, òî èõ ñòèëü
â ïðèíöèïå ïåðåäàåòñÿ áåç êàêèõ ëèáî çàìå÷àíèé, çà èñêëþ÷åíèåì ëèøü
èíòîíèðîâàíèÿ, êîòîðîå ÿâëÿåòñÿ íå íàòóðàëüíûì, à òåìïåðèðîâàííûì.
Òàêàÿ æå õàðàêòåðèñòèêà ìîæåò áûòü äàíà è èñïîëíåíèþ 6 ïîëèôîíè-
÷åñêèõ èíñòðóìåíòàëüíûõ îáðàçöîâ, à òàêæå è âñåì 49 ïðèìåðàì èíñòðó-
ìåíòàëüíîé òàíöåâàëüíîé ìóçûêè.
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Îäíîãîëîñíûå ïåñíè Äçóêèè, Ñóâàëêèè è Ìàëîé Ëèòâû, êàê ïîêàçàë
àíàëèç èõ èñïîëíåíèÿ, íå ñ÷èòàÿ íåêîòîðûõ âñòðå÷àþùèõñÿ íåòî÷íîñ-
òåé, ïåðåäàþòñÿ ïðàêòè÷åñêè â ñîîòâåòñòâèè ñòèëþ. Îíè èñïîëíÿþòñÿ
è îäíèì ïåâöîì, è ãðóïïîé, êîòîðàÿ ïîåò â óíèñîí. Ò àêîå èñïîëíåíèå
õàðàêòåðíî è äëÿ íàðîäíîé òðàäèöèè, ãäå ïåñíÿ, â ñëó÷àå åå èñïîëíåíèÿ
ñîëî, ïî ñðàâíåíèþ ñ ãðóïïîâûì ïåíèåì, ïðèîáðåòàåò áîëüøå ìåòðî-
ðèòìè÷åñêîé è íþàíñîâîé ñâîáîäû. Ýòè æå ÷åðòû ïðîÿâëÿþòñÿ è â èñ-
ïîëíåíèè îäíîãîëîñíûõ ïåñåí ôîëüêëîðíûìè êîëëåêòèâàìè, ãäå, âïðî-
÷åì, íàáëþäàåòñÿ è çíà÷èòåëüíîå ÷èñëî ïðèìåðîâ íàòóðàëüíîãî èíòî-
íèðîâàíèÿ.

Äèàãðàììà 2.  Ïðîöå íòíîå ñîîòâåòñòâèå çàïèñåé ôîëüêëîðíîé ìóçûêè
1994–2012 ãîäîâ ñòèëåâûì ñâîéñòâàì ýòíè÷åñêîé ìóçûêè

Íà äèàãðàììå ¹ 2 ïîêàçàíî ïðèáëèçèòåëüíîå ñîîòâåòñòâèå çàïèñåé
àíàëèçèðóåìîé ôîëüêëîðíîé ìóçûêè ñòèëåâûì òðàäèöèÿì èñïîëíåíèÿ
ýòíè÷åñêîé ìóçûêè. Î÷åâèäíî, ÷òî çâó÷àíèå îäíîãîëîñíûõ ïåñåí, ïîëè-
ôîíè÷åñêèõ ñóòàðòèíå è èíñòðóìåíòàëüíîé ìóçûêè íàðîäíûì òðàäèöè-
ÿì  ïðàêòè÷åñêè ñîîòâåòñòâóåò. Îäíàêî ïðîáëåìó âûçûâàåò èñïîëíåíèå
ìíîãîãîëîñíûõ ïåñåí, íå ïîëíîñòüþ ñîîòâåòñòâóþùåå íàðîäíûì ñòè-
ëåâûì òðàäèöèÿì. Âèäèìî, âíèìàíèå ðóêîâîäèòåëåé è ó÷àñòíèêîâ ôîëü-
êëîðíûõ àíñàìáëåé äîëæíî áûòü íàöåëåíî íà áîëåå ãëóáîêîå èçó÷åíèå
ñòèëåâûõ ñâîéñòâ ìíîãîãîëîñíîé «ïàðàëëåëüíîé » ìóçûêè, áûòîâàâøåé
â ýòíè÷åñêîé êóëüòóðå ïî ñâîéñòâåííîé åé ñàìîáûòíîé òðàäèöèè.

Íàáëþäåíèå ìåðîïðèÿòèé ýòíè÷åñêîé ìóçûêè â 2011–2014 ãîäîâ
ïîêàçàëî ïî÷òè òå æå çàêîíîìåðíîñòè ïåðåäà÷è ñòèëåâûõ îñîáåííîñòåé
ýòíè÷åñêîé ìóçûêè, êîòîðûå âûÿâëåíû ïðè àíàëèçå ôîëüêëîðíûõ çà-
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ïèñåé. Æÿìàéòèéñêèå è àóêøòàéòèéñêèå ìíîãîãîëîñíûå «ïàðàëëåëü-
íûå » ïåñíè íà êîíöåðòàõ è âå÷åðèíêàõ èñïîëíÿëèñü ïðàêòè÷åñêè â ñî-
îòâåòñòâèè ñ èõ ñòèëåâûìè îñîáåííîñòÿìè. Ñóâàëêèéñêèå ïåñíè, êðîìå
òðàäèöèîííîãî çâó÷àíèÿ, íåðåäêî ïðèîáðåòàëè óïîìÿíóòûé «õîðîâîé »
è äàæå «öåðêîâíûé » îòòåíîê, âûçâàííûé ðàñïðåäåëåíèåì èõ èñïîëíè-
òåëåé íà äóáëèðóþùèå æåíñêèå è ìóæñêèå ãîëîñà, îò÷åãî ïåñíè íåðåäêî
çâó÷àëè ÷åòûðåõãîëîñíî2. Ïîäîáíûìè ñâîéñòâàìè îòëè÷àëèñü è ñîâðå-
ìåííûå ðîìàíñû , ìíîãîãîëîñíî èñïîëíåííûå àíñàìáëåì ñòèëèçîâàí-
íîãî ôîëüêëîðà  èç Ñóâàëêèè â ïåðåäà÷àõ Ëèòîâñêîãî íàöèîíàëüíîãî
òåëåâèäåíèÿ Äàäèì æàðó3. Ïî ìíåíèþ ðåñïîíäåíòîâ – îðãàíèçàòîðîâ
ìåðîïðèÿòèé, ðóêîâîäèòåëåé è ó÷àñòíèêîâ ôîëüêëîðíûõ àíñàìáëåé,
ïåäàãîãîâ íàðîäíûõ èíñòðóìåíòîâ, à òàêæå èññëåäîâàòåëåé ýòíè÷åñêîé
ìóçûêè, êîëëåêòèâû ñòèëèçîâàííîãî ôîëüêëîðà ÿâëÿþòñÿ ïîëíîöåííîé
ñîñòàâíîé ÷àñòüþ äâèæåíèÿ ýòíè÷åñêîé ìóçûêè, ïîñêîëüêó ïåðåäàþò
åå ñòèëü â ñîîòâåòñòâèè ñ ñîâðåìåííûìè òðåáîâàíèÿìè òâîð÷åñêîãî èñ-
ïîëíåíèÿ 4.

Îäíàêî âî âðåìÿ ïåðåäà÷ Äàäèì æàðó Ëèòîâñêîãî íàöèîíàëüíîãî
òåëåâèäåíèÿ ñòàëî î÷åâèäíûì, ÷òî ñòèëåâûå ñâîéñòâà «ïàðàëëåëüíûõ »
ïåñåí çíà÷èòåëüíî óäà÷íåå ïåðåäàþò òå êîëëåêòèâû, â ñîñòàâ êîòîðûõ
âõîäÿò íå òîëüêî èñïîëíèòåëè, âîñïèòàííûå íà îñíîâå àêàäåìè÷åñêèõ
òðàäèöèé, íî è ïðåäñòàâèòåëè ñóùåñòâóþùåé æèâîé íàðîäíîé òðàäè-
öèè. Ïî èõ ïðèìåðó , îñòàëüíûå ó÷àñòíèêè, êàê ïðàâèëî, ïðèñïîñàáëè-
âàþòñÿ ê íàòóðàëüíîìó èíòîíèðîâàíèþ, áîëåå ñâîáîäíîé ìåòðîðèòìèêå,
áëàãîäàðÿ ÷åìó çâó÷àíèå èñïîëíÿåìûõ èìè ïåñåí ïîëíîñòüþ ñîîòâåò-
ñòâóåò íàðîäíûì òðàäèöèÿì.

2 Ataskaita [Îò÷åò] (2011). Vytauto Didþiojo universitetas, Humanitariniø mokslø
fakultetas, Etnologijos ir folkloristikos katedra. 2007–2013 m. Þmogiðkøjø iðtekliø
plëtros veiksmø programa, 3 prioritetas Tyrëjø gebëjimø stiprinimas, VP1–3.1–ÐMM–
07–V Parama mokslininkø ir kitø tyrëjø mokslinei veiklai (visuotinë dotacija) . Projektas
Etninës muzikos gaivinimo judëjimas Lietuvoje XX a. 7 deð. – XXI a. pr. VP1–3.1–
ÐMM–07–K-01-061. Projekto vykdytojo ataskaita. Romualdas Apanavièius. 2011m.
spalio 13 d.

Òàêæå: Dienoraðtis [Äíåâíèê ] (2011–2014). Romualdas Apanavièius. Projekto
Etninës muzikos gaivinimo judëjimas Lietuvoje XX a. 7 deð. – XXI a. pr. ekspedicijos
dienoraðtis. Nr. 2, p. 15–17; Nr. 3, p. 17–19.

3 Dienoraðtis [...].  Nr. 5, p. 1–4, 11–15.
4 VDU EMGP, A 6, b 4, l. 1; b 5, l. 1 [ Àðõèâ êàôåäðû Ñòóäèé êóëüòóð è ýòíîëîãèè

óíèâåðñèòåòà èìåíè Âèòàóòàñà Âåëèêîãî, ôîíä ïðîåêòà Äâèæåíèå ýòíè÷åñêîé
ìóçûêè â Ëèòâå â 70-õ ãîäàõ XX âåêà – íà÷àëå XXI âåêà. A – îïèñü, b – äåëî, l – ëèñò ].
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Ïîäîáíûìè ñâîéñòâàìè ïåðåäà÷è ñòèëåâûõ îñîáåííîñòåé ìíîãî-
ãîëîñíîé ìóçûêè îòëè÷àëèñü è ïî÷òè âñå èñïîëíÿåìûå èíñòðóìåíòàëü-
íûå îáðàçöû 5.

Íà íàáëþäàåìûõ ìåðîïðèÿòèÿõ çâó÷àëè òàêæå è ìíîãîãîëîñíûå
ïåñíè Äçóêèè. Èõ ïåëè íå ïðèøåäøèì èç ìåæâîåííîãî âðåìåíè ñïîñî-
áîì, áëèçêèì ê âûøå óïîìÿíóòîìó èñïîëíåíèþ ñóâàëêèéñêèõ ðîìàí-
ñîâ, êîãäà æåíñêèå è ìóæñêèå ãîëîñà óäâàèâàëèñü, à ïîäîáíî èñïîëíå-
íèþ æåìàéòèéñêèõ è à óêøòàéòèéñêèõ «ïàðàëëåëüíûõ » ïåñåí : ìåëîäèþ
çàâîäèò ñîëèñò, ïîñëå ÷åãî ñèëüíûì âòîðûì ãîëîñîì åãî ïîäõâàòûâàåò è
ñîïðîâîæäàåò îñíîâíàÿ ãðóïïà èñïîëíèòåëåé.

Àíàëèç èñïîëíåíèÿ îäíîãîëîñíîé ìóçûêè ïîêàçàë, ÷òî ïðàêòè÷åñêè
âñå ïåñíè Äçóêèè è Ìàëîé Ëèòâû çâó÷àëè â ñîîòâåòñòâèè ñ òðàäèöèÿìè 6.
Òðàäèöèîííîìó ñòèëþ ñîîòâåòñòâîâàëè è îäíîãîëîñíûå ìåëîäèè À óêø-
òàéòèè, èñïîëíÿåìûå íà ýòíè÷åñêèõ äóõîâûõ èíñòðóìåíòàõ 7.

Ëàäû

Àíàëèç çàïèñåé òåõ æå 107 ìíîãîãîëîñíûõ ïàðàëëåëüíûõ ïåñåí, 2
ðîìàíñîâ è 4 ñóòàðòèíå èç À óêøòàéòèè ïîêàçàë, ÷òî â ëàäîâîì îòíîøå-
íèè îíè âñå èñïîëíÿþòñÿ ñâîéñòâåííûìè èì ìàæîðíûìè ëàäàìè. Ìè-
íîðíûõ ëàäîâ â çàïèñÿõ ñóòàðòèíå íå îáíàðóæåíî, ÷òî íàâîäèò íà ìûñëü
î íåïîëíîé ïåðåäà÷å ëàäîâûõ îñîáåííîñòåé ýòîé ñàìîáûòíîé ïîëèôî-
íè÷åñêîé ìóçûêè. Ëàäû âñåõ ìíîãîãîëîñíûõ ïàðàëëåëüíûõ ïåñåí ïî÷òè
ïîëíîñòüþ ñîîòâåòñòâóþò «ãðå÷åñêèì» èîíèéñêèì ëàäàì àêàäåìè÷åñêîé
ìóçûêè, ò . å. îíè âñå èñïîëíÿþòñÿ â íàòóðàëüíîì ìàæîðå. Ïîâûøåíèÿ IV
ñòóïåíè â îòðûâêàõ ìåëîäèé, èäóùèõ ââåðõ, è ïîíèæåíèÿ ýòîé æå ñòó-
ïåíè â îòðûâêàõ, èäóùèõ âíèç, íå çàìå÷åíî. Ò àêèì îáðàçîì, ïðèçíàêîâ
îäíîâðåìåííî èíòîíèðó åìûõ äâóõ ëàäîâ – ëèäèéñêîãî è èîíèéñêîãî –
â èñïîëíÿåìûõ ôîëüêëîðíûìè êîëëåêòèâàìè ìåëîäèÿõ ïàðàëëåëüíûõ
ïåñåí íå ó ñòàíîâëåíî. Èç ýòîãî ìîæíî ñäåëàòü âûâîä, ÷òî ëàäîâûå îñî-
áåííîñòè äàííûõ ïåñåí â çàïèñÿõ ôîëüêëîðíîé ìóçûêè ïåðåäàíû íå â
ïîëíîì îáúåìå. Ïðè÷èíà òîãî – íåñâîéñòâåííîå òðàäèöèîííîé ýòíè-
÷åñêîé ìóçûêå òåìïåðèðîâàííîå èíòîíèðîâàíèå, îò÷åãî ó÷àñòíèêè ôîëü-
êëîðíûõ êîëëåêòèâîâ, âèäèìî, íå ñïîñîáíû ïåðåäàòü âñå îòòåíêè òðà-
äèöèîííîãî èñïîëíåíèÿ, îñíîâàííîãî íà íàòóðàëüíîì èíòîíèðîâàíèè.

5 Ataskaita (2011) [...]; Dienoraðtis [...]. Nr. 2, p. 20–23; Nr. 3, p. 13–19.
6 Dienoraðtis [...].  Nr. 2, p. 19–20.
7 Ataskaita (2011) [...].
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Ìåëîäèè 4-õ ïîëèôîíè÷åñêèõ ñóòàðòèíå, êàê óæå îòìå÷àëîñü, èñ-
ïîëíÿþòñÿ òàêæå â ìàæîðíûõ ëàäàõ. Ïîñêîëüêó ýòè ìåëîäèè ÿâëÿþòñÿ â
áîëüøèíñòâå ñëó÷àåâ «ôàíôàðíûìè », ò. å. îñíîâàííûìè íà IV , V è VI
ñòóïåíåé íàòóðàëüíîé àêó ñòè÷åñêîé ãàììû –  íà I, III è V ñòóïåíåé ìà-
æîðíûõ çâóêîðÿäîâ , ïîëíîñòüþ ëàäîâûõ îñîáåííîñòåé òðàäèöèîííîé
ýòíè÷åñêîé ìóçûêè îíè òàêæå íå ðàñêðûâàþò , òàê êàê èíòîíèðóþòñÿ íå
íàòóðàëüíûì, à òåìïåðèðîâàííûì ñòðîåì. Â íàòóðàëüíîì èíòîíèðîâà-
íèè III ñòóïåíü ïðèáëèçèòåëüíî íà 14 öåíòîâ ïîíèæàåòñÿ, à V ñòóïåíü
íåñêîëüêî – íà 2 öåíòà  – ïîâûøàåòñÿ. Ýòî, êàçàëîñü áû, íåçíà÷èòåëü-
íîå ïî îòíîøåíèþ ê òåìïåðàöèè íåñîîòâåòñòâèå íåïîñðåäñòâåííî âëèÿåò
íà ñåêóíäîâûå ñîçâó÷èÿ ïîëèôîíè÷åñêèõ ñóòàðòèíå. Â àðõèâíûõ çàïèñÿõ
èíòåðâàëû áîëüøèõ ñåêóíä, êàê ïðàâèëî, çâó÷àò â íåñêîëüêî ðàñøèðåí-
íîì âèäå, à âìåñòî ìàëûõ ñåêóíä èíòîíèðóþòñÿ áîëåå çàìåòíî ðàñøè-
ðåííûå, áëèçêèå ê áîëüøèì ñåêóíäàì, èíòåðâàëû. Â íàðîäíîé ïðàêòèêå
çâóêîðÿäû íå òîëüêî âîêàëüíûõ ñóòàðòèíå, íî è ñóòàðòèíå, èñïîëíÿå-
ìûõ íà ýòíè÷åñêèõ ìóçûêàëüíûõ èíñòðóìåíòàõ, áûëè ïî÷òè àíãåìèòîí-
íûìè, ñîñòîÿùèìè èç çâóêîâ, áëèçêèõ ê ñåðèè öåëûõ òîíîâ, íà ÷òî åùå
â 1911 ãîäó îáðàòèë âíèìàíèå èçâåñòíûé ñîáèðàòåëü è èññëåäîâàòåëü
ñóòàðòèíå Àäîëüôàñ Ñàáàëÿóñêàñ, îòìåòèâ, ÷òî âìåñòî ïîëóòîíîâ çâó÷àò
«ïî÷òè öåëûå òîíà » (Sabaliauskas 1911). Â ðåçóëüòàòå ñåêóíäîâûå ñîçâó-
÷èÿ ñóòàðòèíå, çàïå÷àòëåííûå â àðõèâíûõ çàïèñÿõ, íå ÿâëÿþòñÿ îñòðûìè,
ïîñêîëüêó îíè èìåþò «íàêëîííîñòü » ê òåðöîâûì èíòåðâàëàì.

Èìåííî ýòîãî íåäîñòàåò ôîëüêëîðíûì çàïèñÿì ñóòàðòèíå. Èíòîíè-
ðîâàííûå òåìïåðèðîâàííûì ñòðîåì èõ ñåêóíäîâûå ñîçâó÷èÿ, ïî ñðàâíå-
íèþ ñ àðõèâíûìè çàïèñÿìè, çâó÷àò ãîðàçäî îñòðåå: âûÿâëÿþòñÿ íå òîëü-
êî áîëüøèå, íî è ìàëûå ñåêóíäû, ÷åãî ïðàêòè÷åñêè íå áûëî â íàðîäíîé
òðàäèöèè èñïîëíåíèÿ.

Ïîäîáíîå ìîæíî ñêàçàòü è î ëàäîâûõ îñîáåííîñòÿõ ôîëüêëîðíîé
ìíîãîãîëîñíîé èíñòðóìåíòàëüíîé ìóçûêè. Åñëè èãðà íà èíñòðóìåíòàõ
ñåìåéñòâà ãàðìîíèê, çà ðåäêèìè èñêëþ÷åíèÿìè, îáó ñëîâëåíà èõ òåìïå-
ðèðîâàííûì ñòðîåì, òî ýòîãî íåëüçÿ óòâåðæäàòü â îòíîøåíèè ñòðîÿ ñêðè-
ïîê, íàðîäíûõ áàñîâûõ èíñòðóìåíòîâ, à òàêæå ýòíè÷åñêèõ ñòðóííûõ
èíñòðóìåíòîâ êàíêëåñ, äóõîâûõ – ñêóäó÷ÿé, ëàìçäÿëèñ è áèðáèíå. Îä-
íàêî ïî÷òè âñå îíè òàêæå íàñòðàèâàþòñÿ è íà íèõ èãðàþò íå íàòóðàëü-
íûì, êàê ýòî áûëî â íàðîäíîé ïðàêòèêå, à ñâîéñòâåííûì àêàäåìè÷åñ-
êîìó èñïîëíåíèþ òåìïåðèðîâàííûì ñòðîåì. Ýòèì ñòðîåì, êàê ïîêàçàë
àíàëèç ôîëüêëîðíûõ çàïèñåé èíñòðóìåíòàëüíîé ìóçûêè, èñïîëíÿþòñÿ
íå òîëüêî ïî÷òè âñå ïîïóëÿðíûå òàíöû åâðîïåéñêîãî ïðîèñõîæäåíèÿ,
ýòíè÷åñêèå è àâòîðñêèå (òàê íàçûâàåìûå ëèòåðàòóðíûå ïàðàëëåëüíûå
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ïåñíè ), íî è ïðèìåðû òðàäèöèîííîé èíñòðóìåíòàëüíîé ïîëèôîíèè èç
ñåâåðî-âîñòî÷íîé À óêøòàéòèè. Èõ ñåêóíäîâûå ñîçâó÷èÿ, êàê è ïðè èñ-
ïîëíåíèè ôîëüêëîðíûõ ñóòàðòèíå, òàêæå ÿâëÿþòñÿ áîëåå îñòðûìè ïî
ñðàâíåíèþ ñ àðõèâíûìè çàïèñÿìè, à çâó÷àíèþ ìíîãîãîëîñíûõ ïåñåí
íåäîñòàåò èçâåñòíîé «ÿðêîñòè», õàðàêòåðíîé äëÿ íàòóðàëüíîãî èíòîíè-
ðîâàíèÿ.

Î÷åâèäíî, ÷òî ïåðåäà÷à ëàäîâûõ îñîáåííîñòåé ìíîãîãîëîñíîé ýòíè-
÷åñêîé ìóçûêè â çàïèñÿõ ôîëüêëîðíûõ àíñàìáëåé ñîïðÿæåíà ñ åùå áîëü-
øèìè òðóäíîñòÿìè, íåæåëè ñ òåìè, êîòîðûå âîçíèêàëè ïðè ðàñêðûòèè
ñòèëåâûõ ñâîéñòâ ìíîãîãîëîñèÿ. Îñíîâíàÿ ïðè÷èíà ýòîãî – òåìïåðè-
ðîâàííîå èíòîíèðîâàíèå, ìàëî èëè âîâñå íå ñïîñîáñòâóþùåå ïåðåäà÷å
ëàäîâûõ îñîáåííîñòåé. Îöåíèâàÿ ýòó ïðîáëåìó â àíàëèçèðó åìûõ çàïè-
ñÿõ ôîëüêëîðíîé ìóçûêè â öåëîì, ìîæíî ñêàçàòü, ÷òî ëàäîâûå îñîáåí-
íîñòè òðàäèöèîííîé ìíîãîãîëîñíîé ýòíè÷åñêîé ìóçûêè çäåñü ïðåäñòàâ-
ëåíû ëèøü îò÷àñòè. Ïî äàííûì àíàëèçà, ïðèáëèçèòåëüíî 30 % çàïèñåé
ýòè ñâîéñòâà áîëåå-ìåíåå ðàñêðûâàþò, â òî âðåìÿ êàê â 70% çàïèñåé íà-
áëþäàåòñÿ íåïîëíîå ñîîòâåòñòâèå ëàäîâûì ñâîéñòâàì ýòíè÷åñêîé ìó-
çûêè.

Àíàëèç ïåðåäà÷è ëàäîâûõ îñîáåííîñòåé îäíîãîëîñíîé ýòíè÷åñêîé
ìóçûêè â çàïèñÿõ ôîëüêëîðíûõ êîëëåêòèâîâ ïîêàçûâàåò ïî÷òè òå æå
ñàìûå òðóäíîñòè, êàêèå íàáëþäàëèñü â ðàñêðûòèè ëàäîâûõ ñâîéñòâ ìíî-
ãîãîëîñèÿ. Çäåñü âñòðå÷àåòñÿ ãîðàçäî áîëüøå ñëó÷àåâ íàòóðàëüíîãî èí-
òîíèðîâàíèÿ, îäíàêî îíè íå â ïåðåâåñå íàä òåìïåðèðîâàííûì èñïîëíå-
íèåì. Çàìå÷åíû òàêèå æå ñëîæíîñòè, êàê ïðè èñïîëíåíèè ìíîãîãîëîñ-
íîé ìóçûêè : VI ñòóïåíü â èäóùèõ ââåðõ îòðûâêàõ ìèíîðíûõ ìåëîäèé
÷àùå âñåãî íå ïîâûøàåòñÿ, à II ñòóïåíü â èäóùèõ âíèç îòðûâêàõ íå ïî-
íèæàåòñÿ. Ïîýòîìó ïðèçíàêè îäíîâðåìåííî èíòîíèðó åìûõ äâóõ ëàäîâ
(äîðèéñêîãî è  ôðèãèéñêîãî ), õàðàêòåðíûå äëÿ çâó÷àíèÿ òðàäèöèîííîé
ýòíè÷åñêîé ìóçûêè, çäåñü ïðàêòè÷åñêè íå íàáëþäàþòñÿ. Ïðè âíèìàòåëü-
íîì ïðîñëóøèâàíèè ôîëüêëîðíûõ çàïèñåé è èõ ñðàâíåíèè ñ ïîäîáíû-
ìè àðõèâíûìè çàïèñÿìè îäíîãîëîñíîé ìóçûêè ìîæíî òàêæå çàìåòèòü,
÷òî â ôîëüêëîðíîì èñïîëíåíèè îò÷åòëèâî âûÿâëÿþòñÿ ïîëóòîíà, à âñå
öåëûå òîíà â ìåëîäèÿõ çâó÷àò ïðèìåðíî îäèíàêîâî, ÷òî íå ÿâëÿåòñÿ õà-
ðàêòåðíîé ÷åðòîé íàòóðàëüíîãî èíòîíèðîâàíèÿ. Â îòëè÷èå îò òðàäèöè-
îííîé ìóçûêè, ôîëüêëîðíûå îäíîãîëîñíûå ìåëîäèè èç-çà òåìïåðèðî-
âàííîãî èíòîíèðîâàíèÿ òåðÿþò çíà÷èòåëüíóþ äîëþ òàê íàçûâàåìîãî
«òÿãîòåíèÿ » íåóñòîé÷èâûõ çâóêîâ ê óñòîé÷èâûì, ÷òî ÿâëÿåòñÿ íå òîëüêî
õàðàêòåðíûì ïðèçíàêîì íàòóðàëüíîãî èíòîíèðîâàíèÿ, íî è çàëîãîì
«ïîëíîòû » çâó÷àíèÿ è âûðàçèòåëüíîñòè èñïîëíåíèÿ.
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Îöåíèâàÿ ïåðåäà÷ó ëàäîâûõ ñâîéñòâ îäíîãîëîñèÿ â öåëîì, ìîæíî
ñêàçàòü, ÷òî ýòè ñâîéñòâà áîëåå ìåíåå äîñòîâåðíî ðàñêðûâàþòñÿ ïðè-
áëèçèòåëüíî â 40% çàïèñåé ôîëüêëîðíîé ìóçûêè, â òî âðåìÿ êàê â 60 %
çàïèñåé ïåðåäà÷à äàííûõ ñâîéñòâ íå âïîëíå ñîîòâåòñòâó åò ýòíè÷åñêîé
òðàäèöèè.

Äèàãðàììà 3.  Ïðîöå íòíîå ñîîòâåòñòâèå çàïèñåé ôîëüêëîðíîé ìóçûêè
1994–2012 ãîäîâ ëàäîâûì ñâîéñòâàì ýòíè÷åñêîé ìóçûêè

Èç äèàãðàììû ¹  3 ìîæíî ñäåëàòü âûâîä, ÷òî ïðèáëèçèòåëüíîå ñî-
îòíîøåíèå ïåðåäà÷è ëàäîâûõ ñâîéñòâ â çàïèñÿõ ôîëüêëîðíîé ìóçûêè
1994–2012 ãîäîâ ÿâíî íå â ïîëüçó íàðîäíûõ òðàäèöèé. Â îòëè÷èå îò ðàñ-
êðûòèÿ ñòèëåâûõ îñîáåííîñòåé, ãäå ñîîòâåòñòâèå ýòèì òðàäèöèÿì áûëî
áîëåå ÷åì î÷åâèäíî, ïåðåäà÷à ëàäîâûõ ñâîéñòâ, êàê óæå îòìå÷àëîñü,
ñîïðÿæåíà ñ ïðîáëåìàìè èíòîíèðîâàíèÿ è, íàêîíåö, áîëåå ãëóáîêîãî
ïîçíàíèÿ âñåõ îñîáåííîñòåé çâó÷àíèÿ îäíîãîëîñíîé è ìíîãîãîëîñíîé
ýòíè÷åñêîé ìóçûêè.

Íàáëþäåíèå ìåðîïðèÿòèé ýòíè÷åñêîé ìóçûêè â 2011–2014 ãîäàõ
òàêæå íàâîäèò íà ìûñëü, ÷òî íàçâàííûå ïðîáëåìû àêòóàëüíû è äëÿ æè-
âîãî èñïîëíåíèÿ. Áîëüøèíñòâî èç çâó÷àùèõ æåìàéòèéñêèõ, à óêøòàé-
òèéñêèõ è ñóâàëêèéñêèõ ìíîãîãîëîñíûõ ïåñåí áûëè èñïîëíåíû â ìà-
æîðíûõ ëàäàõ, îäíàêî áåç îùóòèìîé îñíîâû íà íàðîäíóþ ïåâ÷åñêóþ
òðàäèöèþ îäíîâðåìåííîãî «äâóõëàäîâîãî» èíòîíèðîâàíèÿ. Èñêëþ÷åíè-
åì ÿâëÿëèñü ëèøü êîëëåêòèâû, â êîòîðûõ ó÷àñòâîâàëè ïðåäñòàâèòåëè åùå
ñóùåñòâóþùåé æèâîé òðàäèöèè èñïîëíåíèÿ. Ïîëèôîíè÷åñêèå âîêàëü-
íûå ñóòàðòèíå íå áûëè èñïîëíåíû, íî äëÿ èñïîëíåíèÿ èíñòðóìåíòàëü-
íûõ ïîëèôîíè÷åñêèõ îáðàçöîâ èç ñåâåðî-âîñòî÷íîé À óêøòàéòèè, êàê è
äëÿ èõ ôîëüêëîðíûõ çàïèñåé , õàðàêòåðíûì ëàäîâûì ïðèçíàêîì ÿâëÿ-
ëîñü îòñóòñòâèå çâóêîðÿäîâ «ïî÷òè öåëûõ òîíîâ » (Sabaliauskas 1911), ÷òî
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óêàçûâàëî íà íåïîëíóþ ïåðåäà÷ó ëàäîâûõ ñâîéñòâ ýòîé ñàìîáûòíîé ìó-
çûêè.

Òåìïåðèðîâàííûì ñòðîåì, çà èñêëþ÷åíèåì íàòóðàëüíî çâó÷àùèõ â
äâóõ ïåðåäà÷àõ Äàäèì æàðó Ëèòîâñêîãî íàöèîíàëüíîãî òåëåâèäåíèÿ
ñêðèïîê, èñïîëíÿëàñü è âñÿ ìíîãîãîëîñíàÿ, è äàæå îäíîãîëîñíàÿ èíñòðó-
ìåíòàëüíàÿ ìóçûêà. Âïðî÷åì, íàòóðàëüíûì ñòðîåì íà ñêðèïêàõ âî âðåìÿ
ýòèõ ïåðåäà÷ èãðàëè íå êàêèå-òî íàðîäíûå ìóçûêàíòû, à äâå ïðîôåññè-
îíàëüíûå ñêðèïà÷êè. Îíè îáå ÿâëÿþòñÿ ðóêîâîäèòåëÿìè ôîëüêëîðíûõ
êîëëåêòèâîâ, ýòíîìóçûêîâåäàìè, äîêòîðàìè íà óê, ãëóáîêî çíàþùèìè
íàðîäíûå òðàäèöèè ñêðèïè÷íîé èãðû 8. Ñðàâíåíèå èõ èãðû ñ èñïîëíå-
íèåì èíñòðóìåíòàëüíîé ìóçûêè îñòàëüíûõ ñêðèïà÷åé, èãðàâøèõ â ðàì-
êàõ ýòèõ ïåðåäà÷ òåìïåðèðîâàííûì ñòðîåì, áûëî íå â ïîëüçó ïîñëåäíèõ,
ïîñêîëüêó çâó÷àíèþ íå òîëüêî èõ ñêðèïîê, íî è èãðàþùèõ âìåñòå ñ íèìè
îñòàëüíûõ ÷ëåíîâ «êàïåëë» íå äîñòàâàëî èçâåñòíîé íàðîäíîé «ÿðêîñòè».

×òî êàñàåòñÿ æèâîãî èñïîëíåíèÿ îäíîãîëîñíûõ ïåñåí Äçóêèè è
Ìàëîé Ëèòâû, òî èõ ëàäîâûå îñîáåííîñòè â ïóáëè÷íûõ ìåðîïðèÿòèÿõ è
ïåðåäà÷àõ Ëèòîâñêîãî òåëåâèäåíèÿ áûëè ðàñêðûòû äîâîëüíî ó ñïåøíî.
Áûëî íåòðóäíî îòëè÷èòü, ÷òî ìåëîäèè ïåñåí â îñíîâíîì èíòîíèðóþòñÿ
íàòóðàëüíî, ñ âûÿâëåíèåì íåó ñòîé÷èâûõ è óñòîé÷èâûõ çâóêîâ è îäíî-
âðåìåííûì èíòîíèðîâàíèåì äâóõ ìèíîðíûõ ëàäîâ. Âûðàçèòåëüíûì
áûëî è èñïîëíåíèå ñ èñïîëüçîâàíèåì äîâîëüíî ñâîáîäíîé ìåòðîðèò-
ìèêè.

Ñðàâíåíèå îáðàçöîâ æèâîãî èñïîëíåíèÿ îäíîãîëîñíûõ ïåñåí ñ ïðè-
ìåðàìè, çàïå÷àòëåííûìè â çàïèñÿõ ôîëüêëîðíîé ìóçûêè 1994–2012 ãî-
äîâ, íàâîäèò íà ìûñëü, ÷òî íåêîòîðûå ëàäîâûå ñâîéñòâà ýòèõ ïåñåí â
ôîëüêëîðíûõ çàïèñÿõ íàâåðíÿêà áûëè ïîòåðÿíû èç-çà ñïåöèôèêè è òðå-
áîâàíèé ðàáîòû âî âðåìÿ çàïèñåé. Èìåííî íà ýòî îáñòîÿòåëüñòâî äîëæíû
îáðàòèòü âíèìàíèå íå òîëüêî ðóêîâîäèòåëè ôîëüêëîðíûõ àíñàìáëåé,
íî è ïðåäñòàâèòåëè ïðåäïðèÿòèé çâóêîçàïèñè.

Âûâîäû

Àíàëèç çàïèñåé ôîëüêëîðíîé ìóçûêè 1994–2012 ãîäîâ è èõ ñðàâíå-
íèå ñ àðõèâíûìè çàïèñÿìè 1935–1984 ãîäîâ ïîêàçûâàåò , ÷òî ñòèëåâûå
ñâîéñòâà ëèòîâñêîé ýòíè÷åñêîé ìóçûêè â ðåïåðòóàðå ôîëüêëîðíûõ àí-
ñàìáëåé ñîõðàíÿþòñÿ äîâîëüíî ó ñïåøíî, îäíàêî ïðîáëåìû âîçíèêàþò
ïðè ïåðåäà÷å ñòèëåâûõ îñîáåííîñòåé ìíîãîãîëîñèÿ.

8 Dienoraðtis [...].  Nr. 5, p. 1–4.
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Ïåðåäà÷à ëàäîâûõ ñâîéñòâ ìíîãîãîëîñíîé è îäíîãîëîñíîé ìóçûêè
íå ÿâëÿåòñÿ óñïåøíîé, ýòîìó ìàëî ñïîñîáñòâó åò òåìïåðèðîâàííîå èñ-
ïîëíåíèå, íàáëþäàåìîå â áîëüøèíñòâå ôîëüêëîðíûõ çàïèñåé.

Ëàäîâûå îñîáåííîñòè â çàïèñÿõ ôîëüêëîðíîé ìóçûêè ðàñêðûâàþòñÿ
íå â ïîëíîì îáúåìå â îñíîâíîì â ñâÿçè ñ òåì, ÷òî, áëàãîäàðÿ ñâîéñòâåí-
íîé àêàäåìè÷åñêîé ìóçûêå òåìïåðàöèè, óðàâíèâàþòñÿ âñå èíòåðâàëû è
ñîçâó÷èÿ, êîòîðûå â íàðîäíûõ òðàäèöèÿõ íàòóðàëüíîãî èíòîíèðîâàíèÿ
íå ÿâëÿþòñÿ îäèíàêîâûìè è ïîçâîëÿþò èñïîëíÿòü ìåëîäèè â ëàäîâîì
ñìûñëå ãîðàçäî ðàçíîîáðàçíåå è âûðàçèòåëüíåå, äàæå â òàê íàçûâàåìîì
«äâóõëàäîâîì» èíòîíèðîâàíèè.

Àíàëèç ôîëüêëîðíûõ çàïèñåé 1994–2012 ãîäîâ è íàáëþäàåìîãî â
2011–2014 ãîäàõ æèâîãî èñïîëíåíèÿ ïîêàçûâàåò , ÷òî è ïðè æèâîì èñïîë-
íåíèè âîçíèêàþò ïî÷òè òå æå ñàìûå ïðîáëåìû ïåðåäà÷è ìóçûêàëüíûõ
ñâîéñòâ, îäíàêî â ýòîì ñëó÷àå îíè ðåøàþòñÿ áîëåå ó ñïåøíî – íàâåðíÿêà
ïîòîìó , ÷òî èñïîëíåíèå ôîëüêëîðíîé ìóçûêè íå çàâèñèò îò òðåáîâàíèé
çâóêîçàïèñè.

Musical Aspects of the Movement for the Revival of
the Ethnic Music in Lithuania in the 7 th Decade of

the 20th Century – the Beginning of the 21st Century

Romualdas Apanavièius

Summary

The problems related to the reflection of the musical features of the
revived ethnic music at the 7th decade of the 20th century – the beginning of
the 21st century have been analysed on the basis of 264 archival records
from the period 1935–1984 and 1111 contemporary sound records from
the period 1994–2012 (Diagram 1), as well as on the monitoring of more
than 10 various events of the revival of Lithuanian ethnic music in the period
2011–2014: concerts, festivals, workshops, seminars, presentations of the
issues and anthologies of the ethnic music. For the more thorough research,
247 samples of the records of 1994–2012 from the folklore collectives’ reper-
toire have been selected and compared to the archival records as well as to
the peculiarities of the folklore ensembles’ performance monitored in the
years 2011–2014.

Rendering of the musical features – the styles and the modes – of ethnic
music is the main objective of this study.
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The analysis of the selected samples of records showed that the repertoire
of the folklore collectives in Lithuania in the years 1994–2012 consisted of
examples of regional ethnic music, which was performed in authentic forms.
However, the analysis of the records testified to the fact that vocal music
prevailed over the instrumental ethnic music. The main part of the repertoire
consists of the songs – 75% and the instrumental music includes 25% of the
entire repertoire. Regarding the other genres, ethnic music is insufficient.
The prevailing style of the ethnic music repertoire is polyphony – about
68% of the records and monody makes up only about 32% of the repertoire.
The so-called parallel songs of the polyphonic style are the most frequent –
57%, and the monodic songs take the second place – 43% of all songs.
There are 4 samples of revived sutartinës – kind of vocal contrapunctual
polyphony, as well as 2 romances and 6 examples of instrumental contra-
punctual polyphony.

The analysis of the selected records has showed that the main features
of the ethnic music styles in the folklore ensembles’ repertoire are being
preserved. About 57 % of parallel and more than 80% of monody songs
correspond to these styles of the traditional ethnic music. Even more than
90 % of the samples of the vocal and instrumental polyphony correspond to
this traditional style (Diagram 2).

However, the correspondence of the modes of the revived folklore music
to the modes of the traditional music is less successful because there appear
very serious problems concerning the natural intonation of melodies. The
main part of the records of folklore music are performed on temperation,
which is a characteristic feature of academic music. For this reason, only
about 30% of the modes of polyphony and about 40% of the modes of
monody correspond to the modes of traditional ethnic music (Diagram 3).

Monitoring the various events of the ethnic music reviving show that
folklore and folk art collectives convey the features of ethnic music styles
responsibly, but the features of modes are performed more successfully, as it
is obvious in the records of folklore music from the years 1994–2012.

Ëèòåðàòóðà è èíûå èñòî÷íèêè
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Àãëî íà è Âèëüíþñ: òî÷êè ñîïðèêîñíîâå íèÿ
ýòíîìóçûêè ðåëèãèîçíîãî ïàëîìíè÷åñòâà è òóðèçìà

Ãàáèëèòèðîâàííûé äîêòîð ýòíîëîãèè  Àëüôî íñàñ Mîòóçàñ
Ïðîôåñ cîð Óíèâåðñèòåòà èìåíè Âèòàóòàñà Âåëèêîãî, Êàóíàñ

Ââåäåíèå

Ñòðàíû Áàëòèè ÿâëÿþòñÿ õðèñòèàíñêèìè. Èç íèõ êàòîëè÷åñêîé
êóëüòóðîé âûäåëÿþòñÿ Ëàòâèÿ (Ëàòãàëèÿ) è Ëèòâà. Èõ ðåëèãèîçíî-
ýòíè÷åñêîå íàñëåäèå ñîñòàâëÿþò ñàêðàëüíûå îáúåêòû è íàðîäíûå íà-
áîæíûå ïðàêòèêè. Ó áîëüøèíñòâà èç íèõ åñòü ñîáñòâåííûå óíèêàëüíûå
ñàêðàëüíûå ìåñòà, ïîñåùàåìûå ïàëîìíèêàìè ñî âñåãî ìèðà, êàê, íàïðè-
ìåð, Ãîðà Êðåñòîâ â îêðåñíîñòè Øÿóëÿé â Ëèòâå, èëè Àãëîíñêîå ñâÿòè-
ëèùå â Ëàòâèè.

Â ñòðàíàõ ìèðà è ó íàðîäîâ ìèðà åñòü òàêèå ñàêðàëüíûå ìåñòà, â
êîòîðûõ îòìå÷àþòñÿ îäíè è òå æå ïðàçäíèêè, ñîâåðøàþòñÿ èäåíòè÷íûå
íàáîæíûå ïðàêòèêè è èñïîëíÿþòñÿ èäåíòè÷íûå ðåëèãèîçíûå ïåñíîïå-
íèÿ. Îïóáëèêîâàííûõ ïîäðîáíûõ èññëåäîâàíèé î òàêèõ èäåíòè÷íûõ
ÿâëåíèÿõ ïàëîìíè÷åñêîãî èëè ðåëèãèîçíîãî òóðèçìà íåò . Àâòîð ñòàòüè
ëèøü óñëîâíî ïðèêîñíóëñÿ ê ýòîìó àðãóìåíòó â íà ó÷íîì ñáîðíèêå
Literatûra un kultûra: process, mijiedarbîba, problçmas, â ñòàòüå Êóëüò ãîðû
òð¸õ êðåñòîâ â Àãëîíå (Ëàòâèÿ), Âèëüíþñå (Ëèòâà) è Êàçèìèåðö Äîëüíè
(Ïîëüøà)  (Mîòóçàñ 2006).

Ìíîãîëåòíÿÿ ëè÷íàÿ ïðàêòèêà ïîêàçûâàåò , ÷òî îäíî èç òàêèõ ÿâëå-
íèé ìîæåò ñòàòü îáúåêòîì èññëåäîâàíèÿ – ýòî îáúåêòû ðåëèãèîçíîãî ïà-
ëîìíè÷åñòâà â Àãëîíå (Ëàòâèÿ) è Âèëüíþñå, à òàêæå åãî îêðåñòíîñòÿõ.

Öåëü èññëåäîâàíèÿ: ðàñêðûòü òî÷êè ñîïðèêîñíîâåíèÿ ýòíîìóçûêè
îáúåêòîâ ðåëèãèîçíîãî ïàëîìíè÷åñòâà â Àãëîíå è Âèëüíþñå.

Çàäà÷è èññëåäîâàíèÿ:
— êðàòêî ïðåäñòàâèòü àñïåêòû èñòîðè÷åñêèõ èñòîêîâ ðåëèãèîçíîãî

ïàëîìíè÷åñòâà â Àãëîíå è Âèëüíþñå, à òàêæå åãî îêðåñòíîñòÿõ;
— èññëåäîâàòü âçàèìîñâÿçè ýòíîìóçûêè íàáîæíûõ ïðàêòèê ìåæäó

îáúåêòàìè ðåëèãèîçíîãî ïàëîìíè÷åñòâà â Àãëîíå è Âèëüíþñå, à òàê-
æå åãî îêðåñòíîñòÿõ.
Ìåòîäîëîãèÿ èññëåäîâàíèÿ:  ðåòðîñïåêòèâíûé ìåòîä, àíàëèç è

ñèíòåç.
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Ãèïîòåçà èññëåäîâàíèÿ: ýòíîìóçûêà îáúåêòîâ ðåëèãèîçíîãî ïàëîì-
íè÷åñòâà, íàõîäÿùèåñÿ â Àãëîíå è Âèëüíþñå, ñâèäåòåëüñòâóåò î âçàèìî-
ñâÿçè íàáîæíûõ ïðàêòèê è ïðåäñòàâëÿåò ìåæäóíàðîäíûé äèàëîã ðåëè-
ãèîçíîãî ïàëîìíè÷åñòâà è òóðèçìà.

Òî÷êè ñîïðèêîñíîâå íèÿ èñòîðè÷åñêèõ èñòîêîâ îáúåêòîâ ðåëèãèîçíîãî
ïàëîìíè÷åñòâà â Àãëî íå è Âèëüíþñå è èõ íàáîæíûõ ïðàêòèê

Èñòîðèÿ Àãëîíñêîãî ñâÿòèëèùà íà÷èíàåòñÿ â êîíöå XVII âåêà, êîãäà
õîçÿéêà Âèøêîâñêîãî (íûíåøíåãî Àãëîíñêîãî) èìåíèÿ Åâà Þñòèíà Øîñ-
òîâèöêàÿ, çàðó÷èâøèñü ïîääåðæêîé ëèâîíñêîãî åïèñêîïà, â 1697 ãîäó
ïðèãëàñèëà ìîíàõîâ-äîìèíèêàíöåâ èç Âèëüíþñà äëÿ îñíîâàíèÿ ó îçåðà
Ýãëå ìîíàñòûðÿ è ïðèõîäñêîé øêîëû, ÷òîáû â ðåãèîíå óêðåïèëîñü êà-
òîëè÷åñòâî è âìåñòå ñ òåì áûëè âîçäàíû ïî÷åñòè è ïàìÿòü êðåùåíèþ
åäèíñòâåííîãî êîðîëÿ Ëèòâû Ìèíäà óãàñà. Â ýòîì ìåðîïðèÿòèè â 1251
ãîäó ïðèíÿëè ó÷àñòèå ìîíàõè Äîìèíèêàíñêîãî îðäåíà. Â ñêîðîì âðå-
ìåíè ìîíàõè ó ñòàíîâèëè â öåíòðàëüíîì àëòàðå êîñò¸ëà êîïèþ Ò ðàêàéñ-
êîé êàðòèíû Áîãîìàòåðü ñ Ìëàäåíöåì  (Òðàêàé – îêðåñòíîñòú Âèëüíþñà) .
Â 1751 ãîäó Àãëîíñêîìó êîñò¸ëó áûëî ïðèñâîåíî èìÿ Âîçíåñåíèÿ Ïðåñâÿ-
òîé Äåâû Ìàðèè íà íåáåñà , è áûëî ââåäåíî ïðàçäíîâàíèå óïîìÿíóòîãî
ñîáûòèÿ (Ìîòóçàñ 2006: 319–320).

Â 1780 ãîäó â Àãëîíå áûë ïîñòðîåí íîâûé êàìåííûé êîñò¸ë, ìîíàñ-
òûðü è îãðàäà êîñò¸ëíîãî äâîðà ñ øåñòüþ âîðîòàìè ñ ó ñòàíîâëåííûìè â
èõ íèøàõ ñêóëüïòóðàìè, ïîñâÿùåííûìè Ñòðàäíîìó ïóòè Èèñóñà Õðèñ-
òà  è ìîíóìåíòó Òðåì Êðåñòàì , íàïîäîáèå òàêèì æå ñêóëüïòóðàì â Ò ðà-
êàé è â Âèëüíþñå. Äàííûé Ñòðàäíûé ïóòü Èèñóñà Õðèñòà íàçûâàåòñÿ
ìàëûìè êàëüâàðèÿìè èëè Êðåñòíûì ïóòåì ñ 14 ñòàíöèÿìè. Îñíîâíûìè
äíÿìè îáõîäà áûëè ïðàçäíèêè Ñâ. Òðîèöû  è Âîçíåñåíèÿ Ïðåñâÿòîé Äåâû
Ìàðèè íà íåáåñà.

Ñ âîñòî÷íîé ñòîðîíû Àãëîíñêîãî ñâÿòèëèùà íàõîäèòñÿ Ñâÿòîé èñ-
òî÷íèê , êîòîðûé, áëàãîäàðÿ ñâîèì ëå÷åáíûì ñâîéñòâàì, ñ 1824 ãîäà íà-
çâàí èñòî÷íèêîì Ñâ. Àíòîíèÿ. Â Âèëüíþñå îáúåêò ñâÿòîãî èñòî÷íèêà
ðàñïîëîæåí ñ ëåâîé ñòîðîíû ýêñòåðüåðà êîñò¸ëà Ñâ. Êðåñòà (ìîíàõîâ-
áîíèôðàòðîâ), ó âåëèêîé äâåðè. Êîñò¸ë Ñâ. Êðåñòà áûë ïîñòðîåí â
1336ãîäó, êàê áëàãî÷åñòèå ïî îòíîøåíèþ ê èñòî÷íèêó , îáëàäàþùåìó
ëå÷åáíûìè ñâîéñòâàìè. Ñ äðåâíèõ âðåìåí â ïðàçäíèê Ñâ. Òðîèöû  âåðó-
þùèå ÷åðïàëè âîäó è îìûâàëè åþ ñâîè áîëÿùèå ãëàçà, âåðÿ â åå ëå÷åá-
íóþ ñèëó.
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Âñåì ýòèì ñâÿòûíÿì âîçäàâàëàñü îñîáàÿ ÷åñòü âî âðåìÿ ïðàçäíèêîâ
Ñâ. Òðîèöû è Âîçíåñåíèÿ Ïðåñâÿòîé Äåâû Ìàðèè íà íåáåñà .

Ïðåäñòàâëåííûé ìàòåðèàë äåìîíñòðèðó åò, ÷òî àñïåêòû èñòîðè÷åñ-
êèõ èñòîêîâ ñâÿòèëèù Àãëîíû è Âèëüíþñà, à òàêæå åãî îêðåñòíîñòåé â
Òðàêàé, è èõ íàáîæíûõ ïðàêòèê ÿâëÿþòñÿ èäåíòè÷íûìè.

Âçàèì îñâÿçè ýòíîìóçûêè íàáîæíûõ ïðàêòèê ìåæäó îáúåêòàìè
ðåëèãèîçíîãî ïàëîìíè÷åñòâà â Àãëî íå è Âèëüíþñå,

à òàêæå åãî îêðåñòíîñòÿõ

Ìíîãîëåòíèé ëè÷íûé îïûò ïàëîìíè÷åñòâà ïîêàçûâàåò , ÷òî â Àãëî-
íå è Âèëüíþñå â óïîìÿíóòèõ ìåñòàõ ïàëîìíèêè ìîëÿòñÿ è ïîþò ðåëèãè-
îçíûå ïåñíîïåíèÿ. Ìàòåðèàëû ëåòíèõ ýêñïåäèöèé ñâèäåòåëüñòâóþò , ÷òî
ïàëîìíèêè èç Ëàòâèè è Ëèòâû â Àãëîíå è Ò ðàêàé âî âðåìÿ ïðàçäíîâà-
íèÿ Âîçíåñåíèÿ Ïðåñâÿòîé Äåâû Ìàðèè íà íåáåñà  (15 àâãóñòà) è Ñâ. Òðîèöû
èñïîëíÿþò îêîëî ÷óäîòâîðíîé êàðòèíû Áîãîìàòåðü ñ Ìëàäåíöåì  ìîëèòâó
Ðîæàíåö Áëàæåííîé Äåâû Ìàðèè . Â Àãëîíå è Òðàêàé ïàëîìíèêè èç Ëàò-
âèè, îáõîäÿ ìàëûå êàëüâàðèè èëè Êðåñòíûé ïóòü ñ 14 ñòàíöèÿìè, ïîþò
ïåñíîïåíèå Ak muns Jezu (Krustaceïð 1994: 81–97), à â Àãëîíå è Òðàêàé
ëèòîâöû èñïîëíÿþò Dangaus ðventieji, angelai pravirkit. Ïàëîìíèêè èç
Ëàòâèè â Àãëîíå è â Âèëüíþñå ó ìîíóìåíòà Ò ð¸õ Êðåñòîâ ïîþò ïåñíîïå-
íèå Jçzus Kristus, Kungs vismîïais, a ëèòîâöû â Àãëîíå è Âèëüíþñå – ïåñ-
íîïåíèå Jëzau Kristau maloniausias. Ïàëîìíèêè èç Ëàòâèè â Àãëîíå è
Âèëüíþñå ó ñâÿòûõ èñòî÷íèêîâ  ïîþò ïåñíîïåíèå Svâtô Ontona gûdam,
â òî æå âðåìÿ ëèòîâöû ó ñâÿòûõ èñòî÷íèêîâ  ìîëÿòñÿ ìîë÷à 1.

Ïðåäñòàâëåííûé ìàòåðèàë ïîêàçûâàåò , ÷òî ïàëîìíèêîâ èç Ëàòâèè
è Ëèòâû â Àãëîíå è Âèëüíþñå, à òàêæå åãî îêðåñòíîñòÿõ (â Òðàêàé), â
êîíòåêñòå ýòíîìóçûêè, îáüåäèíÿåò ïåñíîïåíèå Jçzus Kristus, Kungs vismî-
ïais (Jëzau Kristau maloniausias), à ðàçëè÷àåò ïåñíîïåíèå ìàëûõ êàëüâà-
ðèé èëè Êðåñòíîãî ïóòè ñ 14 ñòàíöèÿìè è ó ñâÿòûõ èñòî÷íèêîâ. Ëèòîâ-
ñêèå ïàëîìíèêè èñïîëçóþò ôîðìó «ìîëèòâû òèøèíîé», êîòîðàÿ ÿâëÿ-
åòñÿ óíèêàëüíîé.

Òåêñò ïåñíîïåíèÿ Jçzus Kristus, Kungs vismîïais (Jëzau Kristau malo-
niausias) â 1610 ãîäó íàïèñàë ôðàíöèñêàíåö ñ Ïîëüøû À áðàãàì Ðîæ-

1 Ìàòåðèàë î ëåòíèõ ýêñïåäèöèÿõ 2010–2012 ãîäà (2013). Õðàíèòñÿ â Êàóíàñå, â
àðõèâå èñòîðè÷åñêîãî öåíòðà Ëèòîâñêîé Êàòîëè÷åñêîé Öåðêâè ïðè Êàòîëè÷åñ-
êîì òåîëîãè÷åñêîì ôàêóëü òåòå óíèâåðñèòåòà Âèòàóòàñà Âåëèêîãî.
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íÿ òîâñêèé (Jezu Chryste, Pane miùy) (Siedlecki 1994: 113). Ìåëîäèÿ ýòîãî
ïåñíîïåíèÿ – ïîëüñêàÿ. Ïåðâûé åãî íîòíûé îáðàçåö ïðåäîñòàâëåí â êðà-
êîâñêîì èçäàíèè 1838 ãîäà – ïåñåííèêå Úpiewnik koúcielny czyli pieúni
naboýne z melodyjami w koúciele katolickim uýywane a dla wygody koúcio-
ùów parafialnych przez X. M. Mioduszewskiego Zgrom. XX. Miss[jonarzy]
zabrane (Úpiewnik Liturgiczny 1998: 110–145). Ýòî îäèí èç ñòàðåéøèõ
ïîëüñêèõ ãèìíîâ Âåëèêîãî Ïîñòà.

Òåêñòû Àãëîíñêèõ ìàëûõ êàëüâàðèé èëè Êðåñòíîãî ïóòè ñ 14 ñòàí-
öèÿìè – ïåñíîïåíèÿ Ak muns Jezu è Svâtô Ontona gûdam ïðèíàäëåæàò
ê ñòàðåéøèì ïîëüñêèì êàíòè÷íûì 2 ãèìíàì, à ñîîòâåòñòâóþùèå ìåëî-
äèè èìåþò ìåñòíîå ïðîèñõîæäåíèå (Unda 2000: 66; 114–115).

Âûâîäû

Íà îñíîâàíèè èìåþùèõñÿ äàííûõ ñäåëàíû ñëåäóþùèå âûâîäû:
1. Ïðåäñòàâëåííûé ìàòåðèàë ðàñêðûâàåò òîò ôàêò, ÷òî èñòîðè÷åñêèå

èñòî÷íèêè ñâÿòèëèù Àãëîíû è Âèëüíþñà, à òàêæå åãî îêðåñòíîñ-
òåé (Òðàêàé) èäåíòè÷íû. Ïîëîìíèêè ïîñåùàþò êàðòèíó Áîãîìàòåðü
ñ Ìëàäåíöåì  (êîïèþ è îðèãèíàë), ñîâåðøàþò îáõîä ìàëûõ êàëüâà-
ðèé èëè Êðåñòíîãî ïóòè ñ 14 îñòàíîâêàìè, ïîñåùàþò èñòî÷íèêîâ,
îáëàäàþùèõ ëå÷åáíûìè ñâîéñòâàìè è äàðÿùèõ áëàãîäàòü, à òàêæå
ïðàçäíóþò Ñâ. Òðîèöó è Âîçíåñåíèå Ïðåñâÿòîé Äåâû Ìàðèè íà íåáåñà .

2. Èññëåäîâàíèå ïîêàçûâàåò , ÷òî âçàèìîñâÿçè ýòíîìóçûêè íàáîæíûõ
ïðàêòèê ìåæäó îáúåêòàìè ðåëèãèîçíîãî ïàëîìíè÷åñòâà â Àãëîíå è
Âèëüíþñå, à òàêæå åãî îêðåñòíîñòÿõ çàêëþ÷àþòñÿ â êóëüòóðå ìîíà-
õîâ-äîìèíèêàíöåâ.
Ïîëó÷åííûé âûâîä îáîñíîâûâàåò âûäâèíóòóþ â íà÷àëå ñòàòüè ãè-

ïîòåçó î òîì, ÷òî ýòíîìóçûêà îáúåêòîâ ðåëèãèîçíîãî ïàëîìíè÷åñòâà,
íàõîäÿùèåñÿ â Àãëîíå è Âèëüíþñå ñâèäåòåëüñòâóåò î âçàèìîñâÿçè íà-
áîæíûõ ïðàêòèê è ïðåäñòàâëÿåò ìåæäóíàðîäíûé äèàëîã ðåëèãèîçíîãî
òóðèçìà.

2 Cantica – êàòîëè÷åñêàÿ ëèòóðãè÷åñêàÿ ìóçûêà.



64

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

The Relation of Ethnomusic Religious Pilgrimage and
Tourism Objects of Aglona and Vilnius Region

Alfonsas Motuzas

Summary

All three Baltic States are Christian, but only Lithuania and Latvia have
their own Catholic culture. Their ethnic religious heritage consists of sacral
objects and folk devotion practices. There are many unique sacral sites that
are visited by pilgrims from all over the world, such as the Hill of Crosses
near Siauliai in Lithuania or Aglona shrine in Latvia.

The long-standing personal practice has led to one of these pheno-
mena becoming a research object – the religious pilgrimage of ethnomusic
objects of Aglona and Vilnius region. The aim of the research is to reveal the
relation of ethnomusic religious pilgrimage of objects of Aglona and Vilnius
region.

The tasks of the research are the following: firstly, to briefly present the
aspects of the historic origins of religious pilgrimage in Aglona and Vilnius
region, and, secondly, to investigate the reasons for the relations between
religious pilgrimage objects and ethnomusic devotional practices in Aglona
and in Vilnius region.

The results of the research conducted allow for drawing the following
conclusions: firstly, the historical origins of visiting sacral sites in Aglona
and Vilnius region are identical, i.e. visiting of the painting Madonna with
Child  (both the copy and the original), completing little calvaries or 14-
station Way of the Cross, visiting of the springs that have healing and grace
giving features, the celebration of Triduum of Pentecost and the Assumption
of the Blessed Virgin Mary; secondly, the origins of these relations lie in the
culture of Dominican friars.

The conclusions validate the hypothesis and the proposition that the
religious pilgrimage objects3 in Aglona and Vilnius region (in Trakai) indicate
the relations of devotional practices and present the dialogue of international
religious pilgrimage and tourism.

3 Painting Madonna with Child , the Way of the Cross of little calvaries or 14-
station Way of the Cross and one of its stations – the monument of Three Crosses
(the hill), also sacred springs attended during Pentecost or the Assumption of the
Blessed Virgin Mary.
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This research could help to reveal and present religious pilgrimage objects,
encourage similar international and cross-border research of ethnomusic
devotional practices.

Key words: Aglona, Vilnius, religion, sacred places, devotional practices,
pilgrimage, contacts.
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From Participation to Records:
Revival of Lithuanian Folk Music According to
Thomas Turino’s Model of Musical Cultures

Doctor of Humanities  Eglë Aleknaitë
Junior researcher at Vytautas Magnus University, Kaunas

Several forms of folk music revival have formed in the course of time
and now can be seen in Lithuania. Lithuanian scholars, specialists and revivers
themselves mostly group them according to their relationship with the
‘authentic’ folklore (cf. Baltrënienë 1999, Skrodenis 2005, Zabielienë 2009,
2010, etc.). New insights into the revival of folk music and its forms men-
tioned above can be gained from the research perspectives that explain music
as a social phenomenon, i.e. the perspectives that consider music not only as
an object, an art-piece that is performed, but also as an activity carried out
in particular situations by persons led by various motivations. Music revival
always changes the functions, the context, and the motivations of musical
performance as well as the ideas grounding it, thus, seeing music making as
a social phenomenon can be especially valuable in studies of music revival.
One such perspective was developed by Thomas Turino, who suggested four
categories of musical cultures where diverse values are emphasized and
different human needs are satisfied (Turino 2008). What are the values
guiding musical activities and what needs are satisfied by these activities in
various forms of Lithuanian folk music revival? Does Turino’s model help
to understand differences and interactions between these forms? The aim of
this paper is to discuss the forms of folk music revival in Lithuania and their
musical cultures using the theory of Turino and the data gathered in 2008–
2013 from observations of concerts, festivals, and interviews with performers,
organizers and audience of the events.

First, the Turino’s model will be presented, next the musical sources
and the Lithuanian revivers’ experience will be discussed and, finally, various
historically formed and ideologically different forms of Lithuanian folk music
revival will be reviewed.
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The theory of Thomas Turino

Thomas Turino grounds his theory on four categories of musical cultures:
participatory music, presentational music, high fidelity music and studio
audio art music.

The goal of participatory music is “maximum sonic, kinesic participation
of all present”. The culture is based on the conception that music making is
“social intercourse and activity among face-to-face participants; emphasis
on the doing among all present”. There is “little or no artist-audience distinc-
tion, only participants and potential participants; few or no physical barriers
or markers distinguishing participants although activities (singing, dancing,
playing instruments) can vary among participants” (Turino 2008: 90).

The goal of presentational music is the “preparation of music for maxi-
mum interest of others”. The culture is based on the conception that “music
is an activity and object created by one group (musicians) for another group
(audience) in face-to-face situations; emphasis on the doing (artists) and
listening (audience)”. There is “clear artist-audience distinctions; artists and
audience are mediated by physical markers such as stages, lights, mics, video
cameras and screens (e.g., in stadium concerts) within face-to-face situation”
(Turino 2008: 90).

The goal of high fidelity is a record intended “to present live perfor-
mance”. The culture is based on a concept that music is “an object to be
recorded by one group for consumption by another group not present in
face-to-face situations but referencing such situations; emphasis on the art
object and the representation of live performance”. Studio audio art is
recorded music that is patently a studio form with no suggestion or expec-
tation that it should or even could be performed live in real time. The goal of
studio audio art is “maximum attention to shaping the sonic object”. The
culture is based on a concept that music is “an art object to be created by
one group for consumption by another group not present in face to face
situations and with no reference to live performance; emphasis on the com-
position process and final product”. In both cases artist-audience relations
are mediated by recordings (Turino 2008: 91).

According to Turino, all cultures help to satisfy different needs: partici-
patory one “provides a space for direct, intimate, decent social connection
and experience”, presentational one “spotlights individuals’ accomplishment
without the safety net of editing and retakes”, high fidelity one provides
“idealized, repeatable representations of musical presentations”, studio audio
art “provides a space for individual control over artistic media” (Turino
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2008: 234). However, he obviously makes preference to participatory music,
because of the importance of practising music “for integrating the self and
human communities” and because this musical culture is “potentially invol-
ving the most people and the least understood and valued within capitalist-
cosmopolitan formation” (Turino 2008: 92).

Turino applies his theory both to ‘natural’ and ‘revival’ music. It is
recognized that motivations guiding folk music revival movements may be
very different (cf. Ronström 1996), and it is not surprising that they can
lean towards various musical cultures. For example, “because of national
and folkloric projects, sometimes these [indigenous participatory folk music
playing] groups have been put on stage in presentational situations, often
with odd results” (Turino 2008: 88); whereas folk music revival in the USA
is an obvious expression of people’s longing for participatory music (Turino
2008: 155–159).

However, it can be noted that participatory communal music-making
highlighted by Turino can be connected with the romanticized vision of folk
developed by the school of traditionalist folk music researchers, which em-
phasizes the sense of community (cf. Bohlman 1988: 54–55). Besides, Turino’s
model does not cover some musical practices. It does not include solo, medi-
tation music-making – singing and playing to oneself without any audience,
for example, kanklës playing by Lithuanians, which is quite extensively
evidenced in Lithuanian ethnography (cf. Palubinskienë 2009: 299–300). In
this case, there is no passive, listening audience, the music played is not an
art object (i.e. the practice is not presentational, high fidelity or studio audio
art music); however, there is no possibility to create social connections (i.e.
the music is not participatory either). His model also leaves out a number of
modern music practices, for instance, media online music performance situa-
tions (TV music shows in real time and similar), which are not recorded, but
the artist-audience distinction is ever stronger. Another example could be
discos with DJs, who create music from recordings. He mentions some of
these practices briefly and subsumes them into the category of presentational
music (cf. Turino 2008: 65), but it is hardly possible to agree with this brief
mentioning due to the importance they have in the contemporary world.
Thus, Turino’s model does not encompass all major music practices.
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The sources and cultural experience of
Lithuanian revivalists of folk music

What is the music that Lithuanian revivers of folk music aim to revive?
Mostly it is folk songs, folk dances and folk instrumental music that was
played by Lithuanian peasants in the countryside at the end of the 19th

century – the beginning of the 20th century, much of which has been holdovers
of an earlier popular musical repertoire. Some revivers see their ideal in
much more remote past (represented by the so-called archaic folk songs and
sutartinës), while some are fascinated with the genres popular in the first
half of the 20 th century (folk ballads and music played by international folk
instruments). It is commonly believed, particularly among the ethnomusi-
cologists who sympathize with the movement of folklore ensembles, that
participatory music was prevalent in the heyday of folk music. Rural music
practices in the period idealized by revivers were, indeed, more diverse and
complicated.

The cultural experience of revivers is also important. Turino states that
“different societies tend to value certain fields [of musical cultures] over
others for particular reasons in given historical moments” (Turino 2008:
89). The folk music revival forms in Lithuania were formed at different
times. From the end of the 19th century composers creating academic music
used elements of folk music. The revival of kanklës playing and folk songs
began at the end of the 19th century; skuduèiai playing and (folk) dances
became significant revival movements in the first half of the 20th century. At
the same time – in the first half of the 20th century – the movement of stylized
folk music, which was the main form of revival in Lithuania in Soviet times
and in Lithuanian diaspora across the world, gained prominence. In post-
war times the music played by folk instrumental bands with international
music instruments was heritagized and legitimized; it also joined the styli-
zation movement. In the late 1960s, a movement of folklore ensembles as an
aesthetic and ideological opposite to all these forms emerges. And finally, in
post-soviet times, at the end of the 20th century, a post-folklore movement
that embraces folk-rock, folk-metal, folk-jazz, folk-pop, world music and
similar genres, rises to popularity.

Revivers of different periods were familiar with and took part in two
types of culture – participatory and presentational. Participatory culture
was more or less known from family parties (kinsfolk’s parties), youth leisure
gatherings, dance evenings and similar occasions, although music interesting
for revivers was performed quite rarely in those contexts. Presentational
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performances of various kinds of music were common throughout the 20th–
21st centuries. From the end of the 20th century, most performers of folk are
familiar with high fidelity music, too. However, the values attached to these
musical cultures were different in the first half and in the second half of the
20th century. The emergence of new revival forms and the change of domina-
tion of the existing ones clearly reflect these differences.

Academic music

In contemporary society (as well as in the Lithuanian society of the end
of the 19th–21st centuries), academic music can be defined as music created
by composers educated in special institutions of musical education and per-
formed for culture elite (as opposed to mass entertainment consumers),
although this definition is very general and has many exceptions. Academic
music as such is based on Western ‘classical’ presentational culture with its
emphasis on individual artistic accomplishment and creativity. Here we can
see a clear artist-audience distinction; in live performances participation of
the audience is probably the most passive and fits with the audience behaviour
typical to the classical music listeners since the 20th century. Such behaviour
manifests itself in minimal reaction to a musical performance; attentive and
silent listening to the music and applause after the performance, etc. The
Lithuanian composers of academic music consciously used folk music motives
from the end of the 19th century and practices of performance of their music
clearly evidence these exceptions. For example, these composers harmonized
many folk songs that became a repertoire of amateur choirs, while some
intended their compositions to amateur performers, thus intentionally limiting
their artistic expression.

There are also records of Lithuanian academic music, but it is reasonable
to believe that these records are released mostly for cultural recognition and
educational purposes and they are not predominant or most valued form of
the use of such music.

Stylized folk music

So-called stylized folk music usually performed by big groups of amateur
performers began to flourish in the first half of the 20th century (during the
pre-Independence and the first Independence of Lithuania). It has been the
main form of the revival in the soviet period and is still significant today.
Stylizators were interested both in old folk songs, dances and instrumental
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music (played by kanklës, skuduèiai, etc.) and in later international folk
instruments (violins, accordions, etc.). Judging by public performances, the
stylized music obviously is presentational culture. Creators of this music are
led by the ideal of Western academic music and aim to improve simple folk
music according to it, in order an impressive art spectacles could be shown
to audience in a scene or in an open-air venue during Song Celebrations.
Here, professionalism and virtuosity are very important: musical arrange-
ments and compositions of dances usually are created by professional com-
posers and ballet-masters, and elaborate, impressive stunts of professional
representational (e.g., the song and dance company Lietuva) or amateur
young adult companies are adored by the audience (cf. Skrodenis 2005: 29–
124; similar soviet Russian folk music revival form discussed in Olson 2006:
35–67).

However, some aspects of stylized folk music movement point to the
participatory music. The ideal of stylizators is ‘singing, dancing and playing
Lithuania’ and mass participation is very impressive feature of the most
important event of this movement – the Lithuanian Song Celebration. In
part, the impression of this festival is achieved namely through massive singing
and dancing, when many companies perform in one big well-synchronized
performance (cf. amateur choirs of Nazi Germany as participating music in
Turino 2008: 205–210). In addition, the other kind of important events is
festivals, where many companies of the same kind (i.e. dance companies,
ensembles of skuduèiai players and similar) participate, each of them alone
performing just a few pieces. Here the audience often consists of other
companies, observing the performance and waiting for their order to perform.
In essence, this audience is participants, as is in sequential participation,
mentioned by Turino (Turino 2008: 48–51).

Folk instrumental bands

Folk instrumental bands flourished in the first half of the 20 th century
as a popular music making on entertainment occasions of the countryside
and were included into the state-supported amateur folk music revival system
next to stylized folk song and dance companies after the Second World War
(Baika 1989, Alenskas 1994). These bands find themselves in between parti-
cipatory and presentational music. On the basis of the predilection for the
former or latter music, the bands can be divided into two types. The stylized
bands play elaborate music that is closer to academic music, they sometimes
invite conservatoire educated singers, intend some of their repertoire purely
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for listening and thus lean towards presentational culture. The folk bands
that form the majority of collectives of this revival form play quite simple
music intended for dancing or singing along and thus lean towards partici-
patory music.

Folk instrumental bands generally perform at the festivals of their genre
or at the festivals of local communities, where a lot of ensembles perform,
but each of them performs just a few pieces. The nature of performances
and the audience behaviour mostly depend on the conditions determined by
the season. In summer, when concerts are organized in the open air, if there
is any room for dancing, part of the audience gladly dances; in the cold
season, audience usually sits and sings along with a band, applauds and
sways to music. Some bands have released records of their music, but with
exception of a few that have gained commercial success, these records are
mostly used as presents for friends and are not actively listened to by lovers
of music of this kind.

This revival form differs from other forms because the nationalistic
sentiments of revivers here are the least noticeable. In addition to common
(but not universal) national costumes worn during performances, these
sentiments are expressed in meta-text situations (for example, in festival
opening speeches), when the significance of this revival form and its bands
has to be justified. But in performances, legitimized entertainment is prevalent.
Thus the majority of folk instrumental bands as a form of revival have
probably least moved away from the primordial image of the culture they
revive: even in its heyday it was easy listening music played by musicians for
audience to dance.

The movements of folklore ensembles and traditional dances

In the late 1960s, the folklore ensembles emerged that aimed at reviving
the ‘authentic’ folk songs, dances and instrumental music (Skrodenis 2005:
128–162; Aleknaitë 2013, etc.); in 1980s–1990s and later they became a
revival form that had perhaps the biggest influence to the Lithuanian politics
of folk culture preservation. The ideal of folklore ensembles is participatory
music. From the very beginning this ideal was highlighted as one of the most
important elements of the ideology of the movement, because folklore
ensembles were acting as an opposition to the companies of representative
stylized music. Ideally, the aim was to eliminate the artist-audience distinction
arguing that this distinction was absent in the rural community.
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In practice the participatory ideal manifests itself in such a way that a
performing ensemble should act as a group of leading performers, who start
songs and dances, and the audience joins in. The realization of the ideal
depends very much on the context of the folklore ensemble’s performance.
Despite the fact that the conditional simplicity of the performed pieces enables
participatory culture, for the participants to be able to join in, two conditions
are necessary. The first one is the participants’ adequate attitudes, their wish
to join in. And the second is basic knowledge of the tradition that is being
performed. And these conditions only sometimes are satisfied in contemporary
situations of folklore ensembles’ performances.

In addition, the practices of performing changed: e.g., during the
National Revival and some years after Independence was regained (1980s–
1990s), folklore ensembles more often arranged performances of individual
collectives, which had an after-party as an inseparable part where many
spectators were involved in dancing and singing. Now, folklore ensembles
generally perform in the festivals of their genre or in the festivals of local
communities, where a lot of ensembles perform, but each of them performs
just a few pieces. Only the strongest and the most famous collectives perform
longer individual programmes. A more active participation of the audience
can be observed mainly at festivals of folklore ensembles, attracting mostly
people who also participate or have participated earlier in folklore ensemble
activities.

As in the case of folk instrumental bands, some folklore ensembles have
released records of their music, but these records are also mostly used as a
sign of recognition and as presents for friends.

Despite the ideology emphasising participatory culture, the real practices
of folklore ensembles have disappointed some lovers of this culture and in
the beginning of the 21st century this frustration has led to the emergence of
a new revival form – a movement of traditional dances. The main fields of
its activities are regular teaching of traditional dances, organizing dancing
parties, summer camps and dance nights, where enthusiasts from various
locations gather together. Although the ideology of this movement stresses
the spread of ‘authentic’ traditional dances in the contemporary society, the
participants even more emphasize the experience of participation that now
is lacking in the movement of folklore ensembles due to their growing focus
on presentational concert activities. Therefore we can make two statements:
the connection of some form of revival with particular musical culture may
shift in the course of time and the significance of music as participatory
culture has not reduced, and probably is even increasing at the moment.
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The post-folklore movement

The Lithuanian post-folklore movement of the end of the 20th – the
beginning of the 21st centuries (also known as neo-folklore, modern folklore,
modernized folklore, etc.) (Klova 2008; Stoðkuvienë 2010) in its essence is
stylized folklore. However, this movement acts as an opposition to the earlier
companies of stylized folklore. It usually unites elements of folk music with
popular music genres (pop, rock, metal, jazz, etc.), and uses independent
organisational networks and offers different ideas and values.

The post-folklore movement is mostly presentational culture with clear
audience-artist distinction. The values common to musicians of the movement
are characteristic to presentational culture, too: it is creativity and originality
of folk music interpretations, professionalism of players’ technical skills that
are valued the most. Usually, the audience behaviour and role comply with
the behaviour and role accepted in a respective stylistic culture (rock, metal,
etc.): dancing near the stage, headbanging etc. Musicians often invite to sing
along some songs or very significant refrains, and the audience readily does
it. In this sense, some bands lean to the participatory culture more: Turino
himself has noticed, that “rock dance band may also play on a stage and so
use some of the trappings of presentational performance, but if the main
goal and effect of the music are to get everyone dancing, it is a participatory
performance that simply involves different functional roles – instrumentalists,
singers, and dancers” (Turino 2008: 52).

A large number of post-folklore performers release their music records,
which predominantly aim at reflecting live performance; this is a clear feature
of high fidelity culture. However, it seems that records are not considered to
be very significant: there is no practice of buying them, fans listen mostly to
free recordings on youtube, filmed during live performances, and those
recordings are usually of rather poor quality. The general impression is that
live performances in concerts and festivals are more important to many of
the listeners.

Conclusions

The review of various Lithuanian folk music revival forms shows that
music culture – not only ‘the authenticity’ of the music being performed – is
a politically important ideal, which explains the revivers’ practices and
ideologies, and the interaction of various forms of revival. Predilection for
the particular musical culture shows specific vision of the past and the relation
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to both past and present culture. Although formally all forms of folk music
revival in Lithuania are legitimized as expressions of fostering national iden-
tity, in fact they are satisfying many different needs of participants with very
different values and thus Turino’s model really helps to distinguish and
analyse them.

It may be stated that ideologies of academic music with folk motives,
the movements of stylized folklore and post-folklore lean towards presen-
tational musical culture, while ideologies of folk instrumental bands, the
movements of folklore ensembles and traditional dances emphasise values
characteristic of participatory musical culture.

On the other hand, almost all the revival forms discussed have some
aspects that make it hard to subsume a form into one category of some
musical culture. In addition, the realization of the revivers’ ideals is influenced
by practical aspects, such as the contexts (events) of performance, and the
attitude of wider public towards the revivers’ activities. The duration, venue/
space and opportunities provided by them for the participation of the entire
audience depend on the location and type of the event a group of revivers
performs. Despite the fact that Turino emphasises the ideas behind music
making, which can be distorted by various obstacles, the real musical practices
are formed by both ideas and contextual situation, and both can be equally
important to revivers.

No lîdzdalîbas lîdz ierakstam: lietuvieðu etnomûzikas atdzimðana
Tomasa Turîno mûzikas kultûras modeïa kontekstâ

Egle Aleknaite

Kopsavilkums

Mûsdienu Lietuvâ pastâv vairâkas etnomûzikas atdzimðanas formas,
kas izveidojuðâs ilgâkâ laika periodâ. Lietuvieðu zinâtnieki un mûzikas
speciâlisti tâs klasificç, òemot vçrâ to attiecîbas ar a u t e n t i s k u m u. Jaunu
skatîjumu uz etnomûzikas un tâs þanru atdzimðanu sniedz izpçtes perspektîva,
kurâ mûzika tiek skaidrota kâ sociâls fenoments – proti, tiek uztverta ne
vien kâ objekts, izpildîts mâkslas darbs, bet arî kâ darbîba, ko noteiktâs
situâcijâs veic daþâdas motivâcijas vadîti cilvçki. Mûzikas atdzimðana vienmçr
maina mûzikas izpildîjuma funkcijas, kontekstu un motivâciju, kâ arî tâs
estçtiskos pamatus; tâdçjâdi mûzikas kâ sociâlas parâdîbas uztvere var bût
îpaði vçrtîga tâs atdzimðanas izpçtç.
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Vienu no pçtniecîbas perspektîvâm piedâvâ Tomass Turîno. Viòð izvirza
èetras mûzikas kultûras kategorijas, un katrâ no tâm tiek akcentçtas daþâdas
vçrtîbas un daþâdas cilvçka vajadzîbas. Kâdas vçrtîbas nosaka to vai citu
darbîbu lietuvieðu etnomûzikas atdzimðanas jomâ, un kâdas vajadzîbas ðî
darbîba apmierina? Vai Turîno modelis veicina izpratni par atdzimðanas
formu atðíirîbâm un to mijiedarbi? Meklçjot atbildi uz ðiem jautâjumiem,
izvirzîts raksta mçríis: aplûkot etnomûzikas atdzimðanas formas Lietuvâ uz
Turîno teorijas (Turino 2008) un 2008.–2013. gadâ apkopoto datu pamata;
dati iegûti, vçrojot koncertus un festivâlus, kâ arî intervçjot ðo pasâkumu
dalîbniekus, organizçtâjus un klausîtâjus.

Daþâdu lietuvieðu etnomûzikas atdzimðanas formu analîze liecina, ka
mûzikas kultûra – ne tikai izpildîtâs mûzikas autentiskums – ir politiski nozî-
mîgs ideâls; tas izskaidro mûzikas atdzimðanas procesâ iesaistîto cilvçku
izmantotos lîdzekïus un ideoloìiju, kâ arî daþâdu atdzimðanas formu mij-
iedarbi. Pievçrðanâs noteiktai mûzikas kultûrai atspoguïo specifisku pagâtnes
redzçjumu un pagâtnes/tagadnes kultûru savstarpçjâs attiecîbas. Lai gan
formâli visas atdzimðanas formas ir atzîstamas par tautas identitâtes apziòu
veicinoðâm, tomçr faktiski tâs orientçtas uz cilvçkiem ar ïoti daþâdâm vçrtîbu
sistçmâm. Tâdçjâdi to analîzç un diferenciâcijâ Turîno modelis ir noderîgs.

Idejas, ko pauþ akadçmiskâ mûzika ar etnomûzikas motîviem, stilizçtas
folkloras un postfolkloras kustîbas, tiecas drîzâk uz prezentâcijas kultûru;
savukârt instrumentâlâs etnomûzikas grupu, folkloras ansambïu un tradici-
onâlo deju kopu idejâs akcentçtas vçrtîbas, kas pârstâv sadarbîbas kultûru.

Vienlaikus jâatzîst, ka gandrîz visâm aplûkotajâm etnomûzikas atdzim-
ðanas formâm raksturîgas daþas iezîmes, kuru dçï katru no tâm ir grûti
ietilpinât vienâ noteiktâ mûzikas kultûras kategorijâ. Turklât atdzimðanas
ideâlu îstenoðanu ietekmç praktiskas dabas aspekti, piemçram, pieïaujamais
uzstâðanâs ilgums un telpa, plaðâkas publikas attieksme un iesaistes iespçjas,
ko etnomûziíi piedâvâ auditorijai. Kaut arî Turîno uzsver ideju lomu muzi-
cçðanas formu izvçlç, to var kavçt daþâdi ðíçrðïi; resp., konteksts etnomûziíu
veikto darbu var ietekmçt tikpat nozîmîgi kâ viòu postulçtâs idejas.
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What Activities Can People Choose?

Mag. hum. Kristina Apanavièiûtë-Sulikienë
Junior researcher at Vytautas Magnus university, Kaunas

Introduction

In this article it will be differences between traditional ethnic music
revival and alternative forms of this process analyzed and represented. The
biggest concern will be shown to the activities, presented in various open air
festivals, ancient warfare feasts and Kelmë samogitian ethnomusical and
traditional craft summer courses.

Not much work analyzing modern forms of folklore movement have
been done.

Ethnologist Auðra Zabielienë analyzed folklore ensembles of all ethno-
grafical regions (Zabielienë 2010). Romualdas Apanavièius researched ethno-
music and the spread of instruments with a connection to folk ensembles
(Apanavièius 2009). Alfonsas Motuzas researched ritual folk singing (Motu-
zas 2008, Motuzas 2012), stressing, that “in Samogitia during funeral ritual
singing of Þemaièiø Kalvarija Mounts it is the main form of folk religion
practice” (Motuzas 2012: 7). This scientist is meaningful for this research,
because he used to teach in Kelmë summer courses ritual Samogitian singing
according to his researches from the year 1990 till 2012. There was a great
work done writing Lithuanian rock encyclopedia, but these aspects, that are
researched in this article, were not analysed – only musicians gave interviews:
and what festivals character, how festivals go further – it was not analyzed
(Peleckis 2011).

Popular music styles has researched and ascribed Latvian scientist Valdis
Muktupâvels and Boriss Avramecs. They thoroughly analyzed rock, jazz,
and black music styles (Avramecs, Muktupâvels 2000: 227–264). They
showed, that music style rock appeared from black music, through style
rock’n’roll, which was adaptation of black rhythm music to white American
people (Avramecs, Muktupâvels 2000: 228).
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Kristina Apanavièiûtë, the author of this article, ascribed and analyzed
Kelmë summer courses in the broad range (Apanavièiûtë 2011). Also author
analysed Povilas Stulga museum of ethnic music instruments in Kaunas and
its ethnomusical character and educational, ethnomusicological activities,
that took place in the museum (Apanavièiûtë 2012), ascribed some meaning-
ful folklore movement ‘actors’ – as for example, Egidijus Virbaðius, who
used to be very important for Kelmë courses too.

So this article is very important to the scientific researches of ethnology
and ethnomusicology. The aim – to analyze what activities are proposed in
summer events connected to movement of ethnic music revival in Lithuania.
Goals to achieve – to analyze and introduce thoroughly broad range of
Lithuanian festivals – metal, rock, post-folklore, ancient warfare feasts; to
analyze Kelmë summer courses in the aspects of activities; to compare all
the events and draw differences of proposals of different activities. Hypothesis–
the most qualiffied activities of the ethnic culture education can be proposed
in concentrated summer ethnic culture propagation courses. Methods – field
research, interview, introspection.

Ethnomusic and traditional craft course in Kelmë started in the year
1988 – it was still Soviet Lithuania time (establishers – famous ethnologists
prof. Romualdas Apanavièius, prof. Vida Palubinskienë, Egidijus Virbaðius,
one of movement Romuva leaders Valdas Rutkûnas and local politicians,
one of them Zenonas Maèernius, who was so called secretary of Kelmë at
this time). It was one of the modern expressions of the ethnic music revival
movement at these yet Soviet times. People not only from Lithuania, but
also from Soviet Russia (Kaliningrad Oblast), Poland, USA – mostly partici-
pants of Lithuanian routs – have come and learnt playing traditional Lithu-
anian instrument kanklës. “ Kanklës were popular only in West and Northern
Lithuania and it belonged to ‘balto-finnish’ kanklës cycle” (Tarnauskaitë-
Palubinskienë 2009: 8). “Kanklës is mentioned in all the forms of folklore:
fairy-tales, proverbs, songs, ‘sutartinës’. In the folklore it is mentioned, that
kanklës are produced from wood, which has grown on the grave of the
person who has died accidently” (Stepulis 2003: 9). It is quite strange, that
kanklës are somehow connected to funeral rites, as Norbertas Vëlius in Samo-
gitia doesn’t find such rite – to cover graves with wooden elements (Vëlius
2012: 30). Maybe tree that had grown on the grave making kanklës had
become living monument of the departed? Lithuanian nowadays do not go
thinking so far, but like playing kanklës. That means, for Lithuanian kanklës
although popular only in one part of the country, have ritual meaning, that
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is why it was so popular such ethnomusical courses in Kelmë. Justinas Stri-
maitis mentions, that kanklës music was almost dead in Lithuania, and in
the year 1930 there were big work of revival of kanklës music done (Strimaitis
2007: 21). So Kelmë courses in Lithuania was as second revival of almost
not played ethnic kanklës music – only modified one was allowed and popular.
And people enjoyed Kelmë courses until now.

People even could make kanklës by themselves in craft cellar in Kelmë
manor from the beginning of courses in the year 1988. Later these courses
expanded to ethnomusical and craft courses, but after few years they had
been narrowed to only Þemaitija (Samogitia) region summer courses because
of the idea to establish courses everywhere, in all regions of Lithuania. In
the meantime these courses had become already traditional, other local
courses lasted only for few years, some are renewed, but not so popular as
Kelmë courses.

As there come lots of young people, in comparison to metal, rock festivals–
which are quite popular form of ethnic music revival and education of young
people in Lithuania (and also those who come from Latvia) – activities in
available form and teaching practices are needed.

Young people in reality are searching for the very traditional forms of
ethnic music revival. That is why all the activities, proposed in metal and
rock music festivals as ‘ancient’ of ‘traditional’, are so popular. Lately in
these festivals became very popular presenting so called craft yard, with
introducing of ancient Baltic tribes battles. There can be lecture room for
ethnic culture lectures (Margos pievos, Mënuo juodaragis), that is quite
normal for city people, who search even for such type of activities – in order
to learn something very theoretical, but practical in life: as knowledge don‘t
disturb – but add something. An idea of teaching playing kanklës in 2012
year in the festival Mënuo juodaragis (Zarasai, organizers are from Vilnius),
seems as being copied from Kelmë courses in the which claims to reconstruct
‘modern Baltic culture’ and ‘paganism’.

These examples show, that traditional forms of teaching and introducing
into ethnic culture, music and crafts – and using methods, which are used in
Kelmë summer courses, are acceptable for youth and children. Also new
forms of education are needed, that is why in Kelmë summer courses folk-
rock section is being established, and has been run in the year 2013 by the
professional teacher who is quite famous metal, patriotic rock singer and
guitarist, composer Jonas Chockevièius from the group Thundertale. This
group introduces as metal group “born in 2004, today it is one of the most
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productive metal group” 1. Children and youth are attracted by famous
musicians, who are also very simple in character and quite professional. In
the year 2014 Chockevièius leading folk-rock section and the whole group
is playing in a concert in the Kelmë courses2.

The biggest difference from open air festivals is that Kelmë courses
orientate programme to all the age groups and even people with disabilities.
One case of Kelmë courses is that they accepted man with slight mental
disorder and gave him possibilities getting introduced into crafts and ethnic
music. Of course, there were some intolerant people who where not happy –
but not among teachers. In metal festivals there is not such attention to
disordered people, except bikers festivals, where the same man is treated as
‘lucky sign’ and ‘talisman’ of the Kaunas bikers club Aliens.

In this article it is compared, what forms of expressions are acceptable
for youth, which has a need of introduction of revival of ethnic tradition,
first in their own lives, later – in the environment, maybe joining folk music
ensemble, and if the forms used in Kelmë summer courses and in masive
festivals are suitable.

So advantages and dissadvantages of more professional and concentrated
summer courses and more relaxing activities in metal, folk-rock festivals are
represented in this article. People from clubs Romuva, Aukuras, those of
‘paganism’ movement also like to come to Kelmë. That means, that in their
clubs and in the circle of Romuva still it is a lack of so-called scientific view
to ethnic culture and music revival.

The research is being done in the 2010–2014 period, first in the year
2010 preparing to the real scientific job on my own resources, later in the
years 2011–2014 already according to Project Ethnic Music Revival
Movement in Lithuania from 1960s to 2010s  3.

Key words: ethnomusic, Kelmë courses, folk-rock and metal, festivals,
teaching.

1 Thudertale (2014). http://www.thundertale.com/en/the-band [accessed Juny 1,
2014].

2 Ethnic Music Revival Movement in Lithuania from 1960s to 2010s,  VP1–3.1–
ÐMM–07–K-01-061 archive, Kristina Apanavièiûtë records. Diaries and audio recor-
dings of 2014.

3 Vytautas Magnus University, Department of Cultural Studies and Ethnology,
operational programme for Human Resources Development for 2007–13, Priority
3: Strengthening Capacities of Researchers, Support to Research of Scientists and
Other Researchers (Global Grant), project Ethnic Music Revival Movement in
Lithuania from 1960s to 2010s, VP1–3.1–ÐMM–07–K-01-061.
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The activities in Kelmë summer courses

Kelmë summer courses has professional environment, because everything
is being held in Culture house of Kelmë and in Kelmë manor, so people can
concentrate, and that is not old-fashioned.

All the activities are of high quality, but available for the course attenders.
Only producing kanklës is a bit complex job, although available also for
teenagers. In the year 2010 few girls were making kanklës, even working
with electric equipments, the master was Albertas Martinaitis.

The same should be said about other acitivities of crafts: in the glue
section the activities are presented by professional folk artists (Audronë
Ðlyterienë, Lina Uþomeckienë), and the age of attenders is from kids till
pensioners. That means, that the methods and the way it is presented is
acceptable for all age groups.

Sticks section (Meèislovas Eþerskis) was awailable even for the course
attender with dissability. The teacher showed him very simple example, more
complex were too difficult for him. Rimantas 4 made small stick, which he
could whistle, and then turned to other activities: went to traditional Church
folk singers group, where only one woman was not very satisfied with this
attender. But the teacher showed great tolerance, and tried to keep all the
students together. Sometimes there are misunderstandings in the course and
similar feasts, when people are seeking great professionality. But in folk
courses and feasts simplicity is also needed. In Kelmë there are all age groups,
and even people with dissabilities: and the teachers must be very patient,
and they are. In the year 2010 I met disable women who was attending
course very energetically. She has seeing dissability, but in the courses she
finds activities for her. Also in these courses you don‘t need to read: for
example, in kanklës section lecturer Auðra Vilimaitë-Karyznienë teaches to
play and sing kanklës without any paper. “In the traditional culture, singing
in the evening, in the village feasts, nobody used sheet of paper, neither do
we”, explained teacher in the year 20115.

That is the great difference from metal festivals, because there mostly
young people arrive, and not so many disable people, and very few old
people come.

4 Rimantas agreed to reveal his identity and that he is dissable.
5 Ethnic Music Revival Movement in Lithuania from 1960s to 2010s,  VP1–3.1–

ÐMM–07–K-01-061 archive, Kristina Apanavièiûtë records. Diaries and audio recor-
dings of 2011.
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And the activities for kids in open air festivals are not prepared, mostly
counting on young and middle aged listeners. Only in few festivals – such as
Velnio akmuo and Galapagai – Roko naktys – there are many possibilities
to play different games, what is very good for kids.

In other festivals there are not such possibilities, except Mënuo juoda-
ragis, which is well prepared for families with kids. But Kelmë summer courses
has a character, that all the age groups are possible to participate, because
of the fluent character of courses. In the evening after cources craft and
musical classes, there are always evening programs: folk music concerts and
evening dances. This part is loved also by all age groups. Dances section
participants like to practice, what they have learnt during the classes; the
attenders of other sections like to learn dances spontaneously, looking at
dances section participants. In comparance, in festival Kilkim þaibu  (Varniai),
which is held in the Saint Jones feast time, evening folk singing programme
is again like a concert, but not involving all the youth to sing together.

For example, very new folkrock section attracted mostly kids and teen-
agers, but also there was one teacher, attending classes together with kids.
She also went to the shepherd’s section, where the author of this paper leaded
the section for very small kids. This active woman played with kids here,
experimenting with all primitive and simple folk instruments. That shows,
that people, who come to Kelmë courses, are very open minded, and not
block themselves from new activities, if they appear.

Some teenagers, that were interviewed, confessed, that they took their
guitars for fun, in order to play them after some classes. What did they plan
to attend – they did not know. And they were surprised to find folk-rock
section. “That is very cool and real for me,” confessed one teenager from
Këdainiai, who came with him mother and 4 year old sister6. The little girl
attended Pasturers educational section, with another little 4 years old girl
and her mum. Mum leads stylized folk ensemble Auðtaras in Këdainiai,
another mum is the leader of folk group in Grigiðkës, Vilnius. One came
after invitiation, another was attender of the very first courses many years
ago. This second mum is from the movement Romuva, and she and her
coleagues from the folk ensemble came with open hearts, and joined many
activities. She attended kanklës class, and liked, that her little girl found
activity prepared special for small kids.

6 Ethnic Music Revival Movement in Lithuania from 1960s to 2010s,  VP1–3.1–
ÐMM–07–K-01-061 archive, Kristina Apanavièiûtë records. Diaries and audio recor-
dings of 2013.
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The activity for small children is very actual, as many parent cannot
attend courses fully because of their small kids going everywhere with them
is sometimes disturbing their studying. Normally the horns and other instru-
ments section is leaded by musicologist Arûnas Stankus. I leaded group for
children for two reasons: first, that Stankus didn‘s come, second – there was
an idea to work with very small children, and I succeed.

Mostly boys like to attend this section of horns, and also older partici-
pants – to make some whistle instruments, skuduciai. Children later get
involved in folklore ensembles after such courses, and as Auðra Zabielienë
stresses, “folklore ensembles are one of the most popular form of ethno-
culture” (Zabielienë 2010: 13). That is why introducing into very primitive
instruments is positive and useful for later personal development of kids.

Jotvos vartai – new ancient culture festival with open activities

In ancient feasts there are many activities represented, but mostly of
war character. Only some activities of craft are open for visitors. You can
try archery, cooking, try to mix some herbs if ancient medicine is represented.

But most of crafts are more of representative, artistic manner, and this
could be changed: because people who are interested in ancient culture want
to try one or another craft. The presentations as something special maybe is
needed to create an atmosphere of ancient culture, but to attract people, to
teach them something – this need also exists. That is why ancient feasts lack
educational function, and remain more representational. The Ecomenis
example could be used: there could be one activity, to attract people joining
it, building something together. In Jotvos vartai open activities where ancient
dance lessons, they were spectaculous. Every few hours some 40 people
gathered near the stage, where played ancient music, and they learn to dance.
It reminded me of Kelmë courses. So this example shows, that also ancient
feasts can give broad spectre of education. Actually, these teachers of dance
where not from Lithuania.

In the feast Jotvos vartai there is contemporary army of Lithuania
representation, the brigade Geleþinis vilkas represents guns and technologies.
It is very good for kids and youth, as also there was a competition – to make
creative photograph making photo on the techniques of army. In the year
2014 it was proposed to shoot 5 shots into ballons.

 Organizers of this feast involved modern context into ancient, and that
was very clever. After shooting with modern guns, it was not so scary to try
archery.
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So small mobile army town had also an educational function. There
was an exibition of the soldiers, they presented guns and there was plenty of
activities to enjoy. The brigade Geleþinis vilkas is the elite of Lithuania army,
and they where relaxed and created very positive atmosphere in the festival,
many people visited their activities. It is good, that this representation has
direct connection to a festival character – warfare feast, also army is a sup-
porter by supplies to many festivals and feasts.

Metal festivals also have proposals for visitors

One festival, which represented lots of activities was metal festival Velnio
akmuo in Anykðèiai. One section – Fourth Stage – was for the young players.
There was a competition, connected to ethnic culture – to play three folk
songs in metal manner. The author of the idea Rimtautas Piskarskas is very
keen on folk culture, and he used to play in folk group Þalvarinis. So from
the first glance, it seams, there is no folklorism in metal festival, but even
attenders of these festivals are the same as you meet in Margos pievos or
Mënuo juodaragis – people, who are interested in folk, rock and metal music,
who love open air festivals.

There is even a joke among those listeners that they are compact small
comunity, who attend almost all festivals in summer. And this is truth: if
you meet some group, for example, bikers, in Kilkim þaibu , they are also
there in Velnio akmuo. But the free bikers group from Aukðtaitija later in
summer choose other very local festival Ont grindø  (“On the floor”, that
means ‘total relax’) and Suvirintojai , because those two festivals have no
comercial face, and the tickets are more symbolic: 20 litas for entrance.

There were also the same Fourth Stage in the festival Suvirintojai , where
young guitarists, singers could examine themselves, and Musical Laboratory
could find some new talents. That is why very small festival, which is not
popular, but has very cosy atmosphere, is useful for making musical culture
more popular among young generation. Menuo juodaragis, making ‘cosy
festival’ this year trying to return to the small and cosy festival character,
but as it became comercial, it will never succeed because of amount of money,
that are being held in the arms of organizers.

Alina, biker from Paneveþys, states, that for her festivals Suvirintojai
and Ont grindø  are important because of the total relax and no stricked
rules. Many rules have comercial festivals: you cannot have your drinks, but
in the bar of the festival they don‘t offer you those, that you like. She thinks,
that also not all people understand the manner some bikers relax. They are
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group which call themselves Hedonistai, they like hedonism, and advertise
this state of consciousness to other people in festivals7.

Conclusions

It is concluded, that Kelmë summer courses cannot be closed, or collapse
because of lack of attendance, because people search for living tradition,
but not only nice fairy-tails about that. In Kelmë high scientific level lecturers
come for education of courses participants, and in metal, rock festivals this
activity is mere copy of the format of summer courses and lack methods and
sources of scientific researches – except newly created festival Margos pievos,
where lecturers from Vytautas Magnus university are being invited.

In the other festivals the main field of activity are craft yards, but there
it is difficult to learn, because in the distant there play very loud music, and
to teach playing kanklës or skudutis, even to tell some stories about ethnic
musical instruments is practically impossible: teaching ethnic music is possible
more in the morning and during the musical breaks.

As not only researcher, but as participant of some festivals, I can stress
that.

Þemaitijas etnomûzikas un tradicionâlo amatu
vasaras kursi Íelmç un metâla, folkroka, etnomûzikas un

senâs kara mâkslas festivâli visâ Lietuvâ: kâda ir publikas izvçle?

Kristîna Apanavièûte-Sulikiene

Kopsavilkums

Rakstâ tiek salîdzinâti daþâdi vasaras festivâli (Kilkim þaibu , Margos
pievos, Mënuo juodaragis, Galapagai – Roko naktys, Velnio akmuo, Ont
grindø, Suvirintojai  u. c.) un vasaras kursi Íelmç; salîdzinâjuma pamatâ ir
festivâlu un kursu dalîbniekiem piedâvâto pasâkumu raksturojums. Aplûkota
lielâkâ daïa vasaras brîvdabas festivâlu Lietuvâ; izskaidrota to ievirze un
mçríi, kâ arî ðo sarîkojumu nozîmîba etnomûzikas atdzimðanas kontekstâ.
Analizçti arî senâs kara mâkslas festivâli (Jotvos vartai, Dzîvâs arheoloìijas

7 Ethnic Music Revival Movement in Lithuania from 1960s to 2010s,  VP1–3.1–
ÐMM–07–K-01-061 archive, Kristina Apanavièiûtë records. Diaries and audio
recordings of 2014.
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dienas Íçrnavâ, senâs dzîres Traíos, Viïòâ un Nidâ), parâdot, ka lielâkoties
tajos norisinâs ekspozicionâls, nevis aktîvi izglîtojoðs darbs. Izòçmums ir
Alîtas pilsçtas festivâls Jotvos vartai; tas ietver daþus pasâkumus, ko varçtu
piedâvât skatîtâjiem.

Cilvçki Lietuvâ vçl joprojâm meklç etniskâs kultûras popularizâcijas
veidus un reizçm atrod tos metâla un rokmûzikas festivâlos, taèu daþi izvçlas
arî vasaras kursus Íelmç, kam piemît lielâks pamatîgums. Rakstâ parâdîts,
ka etnomûzikas un tradicionâlo amatu vasaras kursos Íelmç tiek uzturçti
augsti zinâtniskuma un izglîtîbas standarti, lektori ir ïoti progresîvi domâjoði
cilvçki; ðie kursi ir pieejami arî cilvçkiem ar îpaðâm vajadzîbâm.

Gadiem ritot, nedaudz mainîjusies kursu ievirze; rakstâ izskaidrots,
kâpçc bija nepiecieðama folkroka sekcija. Vasaras kursos ir gaidîti jebkura
vecuma dalîbnieki.

Turpretî brîvdabas festivâli, lai arî piedâvâ atlaides cilvçkiem ar îpaðâm
vajadzîbâm, pamatâ orientçti uz specifiskâm vecumgrupâm. Iespçjas aktîvi
izpausties jauniem, talantîgiem cilvçkiem sniedz tikai nelielais Suvirintojai
festivâls, kâ arî Velnio akmuo, kas ir metâlmûzikas festivâls: tâ ietvaros
notiek pasâkums Fourth Stage, kur jaunie mâkslinieki var parâdît savas spçjas
un sacensties dziesmu konkursos, un tajos piedalâs arî etnomûzikas dziedâtâji.
Festivâls Jotvos vartai piedâvâ iespçju spçlçt sitaminstrumentus, aizstâjot
daþâdu grupu bundziniekus, pûst svilpes un apgût viduslaiku dejas mâkslu.

Secinâts, ka vislabâkais risinâjums padziïinâtai kâda etnomûzikas
priekðmeta vai amata apguvei ir Íelmes vasaras kursi; metâla, roka, pop-
mûzikas un viduslaiku festivâliem ir tikai reprezentâcijas vai muzejiska
funkcija. Tâdçjâdi pçtîjumam izvirzîtâ hipotçze ir pierâdîta.
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The Dissemination of the Concepts of Ethnic
Culture in Alternative Music Festivals in Lithuania

(Mënuo juodaragis and Kilkim þaibu )

Master of Ethnology Ingrida Ðlepavièiûtë
Doctoral student at Vytautas Magnus University, Kaunas

Mënuo juodaragis (Black-Horned Moon , hereafter MJR) and Kilkim
þaibu (Strike with Thunder , hereafter KÞ) are exclusive alternative music
festivals in Lithuania, in which much attention is paid to the revival of ethnic
culture of various forms. Due to the fact that the mentioned festivals are
usually organized by people who do not belong to the state institutions, they
can be viewed as an alternative not only to commercial popular music, but
also to the ethnic culture revival movement, which is supervised and coor-
dinated by the state system. In Lithuania, the term ‘Ethnic culture’ can be
used to name the traditional (folk) culture or as a synonym for all of the
national culture (Kalnius 2008: 39). In this article, the term is used in a
broad sense, i.e. to identify the entire national culture, both archaic and
modern. The term ‘Ethnic music’ is used as a synonym for traditional (folk)
music.

This article aims to compare the revitalizing elements of ethnic culture
and other forms of expressing ethnic identity (not only ethnic music, but
also other additional activities); to analyse how the processes of dissemination
and interception of ethnic culture concepts proceed in two different festivals.
The article is based on the emic thought categories of informants (ordinary
visitors and main organizers of festival).

The methods: participatory observation, interviews and comparative
analysis.

The research results reveal that the archaic pre-Christian era music,
Baltic, Indo-European culture and historical past are emphasized in both
festivals. However, organizers and audience have different concepts about
the authenticity of ethnic music performing in festivals.

This research was carried out while implementing the project Ethnic
Music Revival Movement in Lithuania from 1960s to 2010s (2011–2015,
Vytautas Magnus University). The research was funded by the European
Social Fund under the Global Grant Measure (No. VP1-3.1-ÐMM-07-K-
01-161).
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Key words: ethnic culture, festival, revival movement, folklore, alter-
native music, archaic ethnic music.

Presentation of the festivals: similarities and differences

MJR festival of independent post-folk, alternative music and contem-
porary Baltic culture is in its 17 th year of life. One of the goals of the festival
is to “represent the heritage of pagan tradition” and the terms like ‘Baltic
culture’, ‘Pagan tradition’ used in the official festival’s website1 refer to MJR
creators’ orientation to pre-Christian Baltic culture revival. The additional
cultural activities, which are offered for the audience at the festival, are based
on the same ideology. For example, traditional crafts (such as sash weaving,
silver casting, fur processing) are demonstrated and taught at the festival.
Historical reconstruction clubs participate in MJR frequently and imitate
Baltic tribal fights. The festival also includes art workshops, folk tale and
song evenings for children, performances, camping, environmental campaigns,
lectures, exhibitions, film reviews, interactive art projects, dance evenings
and rituals. The audience is exhorted to participate in various ancient and
contemporary games, such as an open archery tournament, a match of Lithu-
anian Ritinis (or Ripka) game, football and volleyball tournaments and so
on.

Kilkim þaibu  is an annual festival of the ancient traditions and heavy
metal music, which will be held for the 15th time this year. Already four
years the festival consists of two parts: Þaibas (Lightning ) programme for
heavy metal music (especially black and pagan metal) and Rasos (Solstice)
programme for archaic ethnic music, ancient Baltic traditions and crafts.
Besides the folk and metal music scenes, Baltic tribes and medieval fights are
performed, ancient crafts (such as bone working, silver casting, making pots
of clay and so on) are demonstrated, various games and competitions (such
as spear throwing contest, men’s and women’s song contest, bear drinking
competition, Vikings’ football) are played, dances are danced and songs are
sung until the very morning. National costumes of different Lithuanian regions
were demonstrated, antique motorcycles’ exhibition and fire show programme
once was performed at the festival, too. According to the main organizer
and ideological leader of the festival Daividas Kurlis, there would be more
additional activities at the festival if they are funded. In this case, the festival

1 The official MJR website: http://www.mjr.lt/XVI/en/mjr-en  [accessed April 17,
2014].
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gets partial funding (for example, from Norwegian Embassy) for famous
metal groups’ performances, meanwhile folklore and crafts are usually just
a fad of organizers themselves, paid from their own pockets. At the same
time, MJR is co-financed by the Ministry of Culture of the Republic of
Lithuania, other cultural institutions, the Department of UNESCO Cultural
Management at Vilnius Academy of Arts, various enterprises, media outlets
and private persons. We can only guess that MJR receives greater funding
because of the greater diversity of musical genres (from folk rock to electronic
and experimental music). KÞ, in its turn, is focused on music of one genre,
namely, metal, which is less popular than other music styles.

Comparing the two festivals we see that both are similar by being asso-
ciated with pre-Christian culture and historical past, both seek for inspiration
in their Baltic or even Indo-European roots. In official MJR website it is
claimed that MJR “is a creative think-tank for Baltic world-view and aesthe-
tics” 2. However, the tradition here is understood as a living phenomenon:
“Festival ideology and content are connections with ancient Baltic culture.
Not a museum-piece propagation, but discovery, reminder, revival, domesti-
cation of archaic spiritual values and remaining rudiments in current condi-
tions and shapes” (Giedraitis 2008: 74). In turn, KÞ organizers present them-
selves as innovators, who are trying to connect two different subcultures
and music genres: history re-constructors and alternative music lovers, the
elements of archaic ethnic culture and heavy metal music for the first time in
Lithuania. Mixing of such different ideologies and cultures is justified by the
fact that “out of all contemporary music genres, it is the metal music lyric
that uses historical topics most often. Among the cultivators of this genre,
there are plenty of developers, seeking inspiration from their ancestral heri-
tage, local history, mythology, ancient faith” 3.

Although united by some of the ideas, the festivals have some funda-
mental differences. In both events, ethnic music is combined with musical
styles of different directions. The organizers of MJR identify festival’s music
styles as ranging from ethno, neo-folk, post-folk, tribal and gothic to ambient,
industrial, intelligent dance music (IDM), rock/metal, and avant-garde. They
differ but have the same direction, direct or indirect relations with the ances-
tral tradition: “Different generations, nations, ideas, genres and styles, but a

2 The official MJR website. http://www.mjr.lt/XVI/en/mjr-en  [accessed April 17,
2014].

3 The official KÞ website: http://www.kilkimzaibu.com/en/kilkim-zaibu  [accessed
April 17, 2014].
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single feeling and one enchanting rhythm of the Earth”4. KÞ focuses on the
ideological harmonization of archaic folklore and pagan/ black metal music.
In contrast to the harmonious world of MJR, this festival focuses on ancestral
past fights, historical wars, the priority is given not to lyrical and mysterious
but rather loud and militant music: “We do not want sleepy emotions, Þaibas
is the fiery, emotional event, […] which is hot, it must contain many things.
It is as short as a real lightning”5.

The concepts of ethnic culture and music according to organizers
and visitors of the festivals

Tamara E. Livingston highlighted basic ingredients common to all ethnic
music revival movements. Probably the most important of them are ‘core
revivalists’, individuals or small groups of people, who generate new ideas
and other groups of followers which who form the basis of a revivalist
community (Livingston 1999: 69). She also comments that: “Although there
is a core ideology that revivalists are aware of, many choose to ignore it,
[…] or to modify it to suit their own needs and desires” (Livingston 1999:
73). We are interested in the question, how does the process of the dissemi-
nation and interception of the festival ideas happen in our case? Do organizers
of the festivals, as ideas generating individuals and the audience as the ideas
accepting followers, share the same concepts about ethnic music and culture?

In response to comment about ethnic music performed in festival ‘impu-
rity’ and efforts to modify it, in order to attract the widest possible circle of
listeners the main MJR organizer Ugnius Liogë said that “people, who are
playing here, create such music because they love it. They’re doing it with all
their heart. No one, I think, tries to artificially modernize and add, for
example, some kind of rap elements in order to attract people”6. As we see
in others Liogë’s statements in public space, the ‘pure’ ethnic (folk) music is
not the aspiration of MJR. It is much more important that music and creation

4 The official MJR website: http://www.mjr.lt/XVI/en/mjr-en  [accessed April 17,
2014].

5 The interview with the KÞ organizer Daividas Kurlis. February 26, 2014, Siauliai.
Interviewers: Ingrida Ðlepavièiûtë, Eglë Savickaitë.

6 February 24, 2012: Vilnius Book Fair. The presentation of the journal Liaudies
kultûra  and the conversation about the issues of contemporary culture. Participants:
Dainius Razauskas, Dalia Rastenienë, Ingë Lukðaitë, Vykintas Vaitkevièius, Ugnius
Liogë.



93

I. Ðlepavièiûtë. The Dissemination of the Concepts of Ethnic Culture in Alternative Music..

would be familiar to man and reflect a living rather than a bookish tradition:
“The basis of festival is music, which has direct or indirect relations with
folklore or just associates with it, or probably has some elements of folklore,
i.e. meanings, feelings, deep essence” (Giedraitis 2008: 74). However, we
note that every year the festival includes ‘purer’ folk music. According to the
organizer, it does not intersect with the post-folklore trend of the festival:
“Even the ‘real’ folk group is essentially a post-folk phenomenon. In its
essence, post-folklore denotes the path and the direction of music which has
evolved from the ethnic traditions” (Giedraitis 2008: 78). However, the
audience may think otherwise. For example, the frequenter of MJR and KÞ
festivals Vytenis thinks that almost 80 percent of ethnic music performances,
which appear in these festivals, are performed authentically. On the other
hand, the fellow justifies those interpretations of ethnic music that are per-
formed in professional manner. He thinks the excellent example of this kind
of music is a well-known group in Lithuania Skylë. He also believes that a
contemporary listener can be intrigued by pure folklore through a variety of
ethnic music interpretations7. On the contrary, other MJR spectator Arijus
does not see the authenticity of music played at the festival, though he thinks
MJR is the highest level pos-folklore event in Lithuania. He also ambiguously
evaluates forms of modernized ethnic music: “This is partially good because
this music attracts young people who are not interested in folklore, but on
the other hand, it distances from people who are looking for natural folklore
roots” 8. Different opinions about MJR mentioned previously are unified by
the idea of the third respondent: “Such an event as MJR expands the world-
view. This is not something real as it was in old times, but if it brings spiritual
benefit for people or something good for the soul, it is amazing”9. Despite
the different concepts of authenticity, festival participants unanimously
appreciate the festival as a positive phenomenon of alternative culture.

There are no precise statistic data, but the author’s participatory expe-
rience shows that a large part of KÞ visitors come to the festival specifically
to the ‘metallic’ part of the programme. A similar idea was developed during
the interview with Daividas Kurlis. According to him, “people come to the

7 The interview with the MJR and KÞ visitor Vytenis. December 16, 2011, Kaunas.
Interviewers: Ingrida Ðlepavièiûtë, Eglë Savickaitë.

8 The interview with the MJR visitor Arijus. December 10, 2011, Vilnius. Inter-
viewer Ingrida Ðlepavièiûtë.

9 The interview with an MJR visitor (anonym). August 6, 2011, Vilnius. Interviewer
Eglë Savickaitë.
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festival to see famous artists, famous metal bands. They do not need any
crafts or folklore, but if the festival includes these things, people show interest
in it”. However, the organizer sees a positive educational mission here: “It is
a good thing. A person, who comes to the musical event, receives minimal
knowledge about folklore and crafts additionally” 10. The festival visitor
Mindaugas also confesses that the event is chosen because of his favourite
style of music. One more important fact for him is that the festival attracts
many like-minded people: “The audience, which mainly comes there, is the
same like me. […] There I meet a lot of acquaintances”11. One can assume
folklore is just a supplement to the metal music scene in KÞ festival. The
situation is perhaps slightly changing since the date of the festival was
combined with the Rasos holiday. According to the organizers of the festival,
“the calendar celebration of Summer Solstice pushed the festival into the
space of ethnic culture treasures”12.

Although, one of the main tasks of KÞ is to unite the ethnic theme with
the stylistics of metal music, the organizer Kurlis doubts if the modernized
forms of folk songs (folk metal, folk rock, etc.) can be called ethnic music:
“The elements of ethnic culture are only additives in metal music. This is the
music, in which certain symbols are used and which enliven this kind of art”13.
Daividas admits that he understands ethnic music very strictly: “I understand
the ethnic [music] as an old, archaic […]. I feel sympathy only for the pre-
Christian period, because I feel that in this place we have fewer deposits of
foreign cultures yet”14. However, due to the lack of archaic ethnic music’s
artists in Lithuania and the Baltic region and due to the commitment to com-
plete the Rasos programme, post-folk groups also are invited to the festival.

Robert H. G. Burns thinks that “when folk songs are adapted for per-
formance in rock settings, the result establishes a particular identity for folk
music at that time […] new performance practices become a further part of
the folk music continuum, which includes a process of continuation that

10 The interview with the KÞ organizer Daividas Kurlis. February 26, 2014, Siauliai.
Interviewers: Ingrida Ðlepavièiûtë, Eglë Savickaitë.

11 The interview with the KÞ visitor and metal music lover Mindaugas. December
10, 2011, Vilnius. Interviewers: Ingrida Ðlepavièiûtë, Eglë Savickaitë.

12 The official KÞ website: http://www.kilkimzaibu.com/en/kilkim-zaibu  [accessed
April 17, 2014].

13 The interview with the KÞ organizer Daividas Kurlis. February 26, 2014,
Siauliai. Interviewers: Ingrida Ðlepavièiûtë, Eglë Savickaitë.

14 Ibid.
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contributes to growth in music’s popularity” (Burns 2012: 165), “while on
the one hand its identity remains intact” (Burns 2012: 164). Nevertheless,
KÞ organizers also see some kind of links between metal music and ethnic
culture. Such an idea is presented in the official website: “We will show you
that metal music also can be familiar to the nature, therein you can feel a
connection with the past. After all, musical instruments changed, but people
remained the children of the same earth”15. However, the audience’s opinion
on what could be called “ethnic music” splits into several different camps.
The KÞ visitor Vytenis divides ethnic music performing groups into three
categories: “The first groups perform the authentic ethnic music, the second
ones perform ethnic music slightly mixed with another style, and the third
adds ethno music elements to their own music”16. The metal music lover
Mindaugas understands ethnic music unambiguously: “It is just an old (at
least a hundred years old) Lithuanian folk songs”. On the other hand, this
kind of music is not acceptable for him, so he rather listens to ethnic music
interpretations, i.e. folk metal groups’ songs17. The third respondent does
not consider that modernized forms of folklore can be named ethnic music
in general, according to her: “It is only music of a certain era [...] Lithuanian
folk songs” 18. Despite the informants’ different concepts of ethnic music,
everybody agrees that metal music and ethnic music have certain common
points of view. Are there any performers of some musical genre, who pay
much attention to the historical past and seek inspiration from mythology,
folk songs, and customs?

According to Owe Ronström, “If once folk music was connected to the
agricultural calendar, now trough festivals, it is connected to the calendar of
leisure industry and mass tourism” (Ronström 2001: 13). Despite the growing
number of visitors at the festivals every year, the organizers do their best to
avoid the influence of commercial processes. The KÞ leader Daividas Kurlis
argues that Rasos date was chosen not for commercial benefit, but because
all the other summer weekends were occupied: “It feels like some kind of

15 The official KÞ website: http://www.kilkimzaibu.com/en/kilkim-zaibu  [accessed
April 17, 2014].

16 The interview with MJR and KÞ visitor Vytenis. December 16, 2011, Kaunas.
Interviewers: Ingrida Ðlepavièiûtë, Eglë Savickaitë.

17 The interview with the KÞ visitor Mindaugas. December 10, 2011, Vilnius.
Interviewers: Ingrida Ðlepavièiûtë, Eglë Savickaitë.

18 The interview with KÞ visitor anonymous girl. December 10, 2011, Vilnius.
Interviewers: Ingrida Ðlepavièiûtë, Eglë Savickaitë.
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force pushed us there, but when we got there, it seemed that we were in our
place and we had been there all the time”19. In this way, a celebratory festival
time gives meaning to the ideological harmonization of archaic ethnic customs
and metal music. Meanwhile, the well-established date of MJR (the last
weekend of summer) has become traditional itself, because it is recurrent
from year to year. In order to avoid mass popularity, every four years the
mini Juodaragis version is organized, “as festival’s break of some kind,
reloading and the possibility for new, large and cosy dreams”20.

Conclusions

The creators of MJR and KÞ festivals seek inspiration in the archaic
Baltic traditions. This is particularly reflected in the additional cultural
programs, which are organized beside the music scenes. The archaic ethnic
music, post-folk and other contemporary styles of music are performed at
both festivals, however, the historical past is viewed through different emo-
tional veil. At MJR it is the harmonious rhythm of the earth, a mysterious
relation between man and nature, the cycle of the seasons. At KÞ it is militant
and noisy sounds, masculine energy and honourable ancestors’ fights.

Although the ideas of MJR creators attract more and more people every
year, the organizers and the visitors have different concepts of the authenticity
of ethnic music. The most important thing for the organizers is that the
music, which sounds at the festival, would be based on the deep layer of
ethnic traditions, whereas the festival visitors often strictly distinguish between
archaic ethnic music and modern folk forms.

Folklore is merely a spice in the main menu of the metal music for a
typical KÞ festival visitor. Maybe, it is because the festival organizers and
frequent metal music fans understand ethnic music purely as old folk songs
of certain era. On the other hand, the elements of ethnic music, the symbols
of mythology and the historical past of the nation, which are frequently
glorified in heavy metal music, relate this musical style to ethnic culture
much more closely than any other musical style.

19 Interview with the KÞ organizer Daividas Kurlis. February 26, 2014, Siauliai.
Interviewers: Ingrida Ðlepavièiûtë, Eglë Savickaitë.

20 The official MJR XVII  website: http://www.mjr.lt/XVI/en/mjr-en  [accessed April
17, 2014].
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Etnokultûras jçdzienu izplatîðana Lietuvas alternatîvâs
mûzikas festivâlos (Mënuo juodaragis un Kilkim þaibu )

Ingrîda Ðlepavièûte

Kopsavilkums

Mënuo juodaragis (Melnraga mçness, turpmâk MM ) un Kilkim þaibu
(Satriekt ar pçrkonu, turpmâk SP) ir îpaði alternatîvâs mûzikas festivâli
Lietuvâ, kuros liela uzmanîba pievçrsta daþâdiem etnomûzikas þanriem.
Òemot vçrâ, ka ðos festivâlus parasti organizç ar valsts institûcijâm nesaistîti
cilvçki, tos var uzskatît par alternatîviem ne tikai attiecîbâ pret komerciâlo
populâro mûziku, bet arî pret valsts iestâþu uzraudzîto un koordinçto etno-
mûzikas atdzimðanas kustîbu.

MM ir neatkarîgs mûsdienu Baltijas kultûras un alternatîvâs mûzikas
festivâls, kurâ pârstâvçts pagâniskâs tradîcijas mantojums, postfolka mûzikas
strâvojumi un postmodernâs mûzikas avangards. Festivâls sniedz iespçju
iepazît daþâdus Baltijas un ârzemju mâkslinieku priekðnesumus, senus rituâlus,
lekcijas un filmas, izstâdes, tradicionâlo amatniecîbu, ekomâkslas projektus,
interaktîvas mâkslas projektus; tâ ietvaros notiek spçles, deju vakari, pârgâ-
jieni u. c. pasâkumi. SP ir festivâls, kurâ apvienoti visekstrçmâkie rokmûzikas
þanri (pagânu metâls un melnais metâls) ar seno folkloru. Apmeklçtâjiem
tiek demonstrçtas viduslaiku cîòas, daþâdas sacensîbas un spçles, seni arodi,
uguòoðana, seni motocikli. Baltijas pagâtnes redzçjums atklâjas gan muzi-
cçjot, gan iesaistot skatîtâju daþâdos pasâkumos.

Raksta mçríis ir salîdzinât etnomûzikas atdzimðanas formas un citas
etniskâs identitâtes izpausmes (arî ârpus mûzikas jomas) un analizçt, kâ notiek
etnokultûras jçdzienu izplatîðana un uztvere divos minçtajos festivâlos. Rakstâ
aplûkotas çmiskas respondentu (parastu apmeklçtâju un festivâlu organi-
zçtâju) viedokïu kategorijas.

Pçtîjuma rezultâti atklâj, ka MM un SP festivâlu veidotâji meklç iedvesmu
senâs baltu tradîcijâs, vçsturiskajâ pagâtnç. Etnomûzika, postfolka stils un
citi mûsdienu mûzikas stili ir pârstâvçti abos festivâlos, tomçr vçsturiskâ
pagâtne tiek uztverta emocionâli atðíirîgi. Pretstatâ MM  harmoniskajai
pasaulei, SP festivâla uzmanîbas centrâ ir senèu pagâtnes cîòas, tiek vilktas
paralçles starp mûziku un karu, folkmûziku un metâlmûziku.

Festivâlu organizçtâjiem un auditorijai ir daþâdi uzskati par etnomûzikas
atskaòojuma autentiskumu. MM organizçtâjiem vissvarîgâkais ir tas, ka
mûzikas pamatâ ir dziïð etnisko tradîciju slânis, turpretim festivâla apmek-
lçtâji bieþi vien krasi noðíir seno etnomûziku un mûsdienu folkmûzikas
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þanrus. Vienlaikus jâatzîst, ka tipiskam SP festivâla apmeklçtâjam folklora
ir tikai piedeva galvenajam – metâlmûzikai. Iespçjams, tâ ir tâpçc, ka festivâla
organizçtâji un metâlmûzikas fani uzskata etnomûziku tikai par senu, noteik-
tam vçstures periodam raksturîgu tautasdziesmu kopumu.

Atslçgvârdi: etnokultûra, festivâls, etnomûzikas atdzimðanas kustîba,
folklora, metâlmûzika.
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Oòðàæåíèå Âèëüíþññêîé öåðêîâíîé ìóçûêè
ïåðâîé ïîëîâèíû XIX âåêà.

Êíèãà íîò ñåìèíàðèè  – ñîäåðæèìîå è ìíîãîÿçû÷èå

Dr. art. Ëàéìà Áóäçèíàóñêåíå
Ðóêîâîäèòåëü Êàôåäðû èñòîðèè ìóçûêè
Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà ,

íàó÷íûé ñîòðóäíèê Èíñòèòóòà èññëåäîâàíèé êóëüòóðû Ëèòâû

Öåðêîâíàÿ ìóçûêà XIX âåêà â Ëèòâå âñå åùå îñòàåòñÿ íå äî êîíöà èñ-
ñëåäîâàííîé è îáñóæäåííîé. Î íåé ìû óçíàåì èç óöåëåâøèõ ðóêîïèñåé,
ìóçûêàëüíûõ èñòî÷íèêîâ, äðóãèõ àðõèâíûõ äîêóìåíòîâ, ñâèäåòåëüñòâóþ-
ùèõ î öåðêîâíîé ìóçûêå è åå îêðóæåíèè òîãî âðåìåíè. Ò îëüêî îíè ïîçâî-
ëÿþò íàì ðåñòàâðèðîâàòü èñòîðèþ öåðêîâíîé ìóçûêè Ëèòâû è Âèëüíþñà.

Â ïåðâîé ïîëîâèíå XIX âåêà ìóçûêàëüíàÿ æèçíü â Âèëüíþññêèõ
öåðêâÿõ áûëà î÷åíü àêòèâíîé è ðàçíîñòîðîííåé – çäåñü ìóçèöèðîâàëè
è ïåñíîïåâöû ãðèãîðèàíñêîãî õîðàëà, è âîêàëüíî-èíñòðóìåíòàëüíûå
êàïåëëû. Ïðåêðàñíûìè ìóçûêàíòàìè è ðàçíîñòîðîííèì ðåïåðòóàðîì
ñëàâèëèñü Âèëüíþññêèé Êàôåäðàëüíûé ñîáîð, êîñòåëû Ñâ. Êàçèìèðà,
Ñâ. Éîàííîâ è äðóãèå. Î íèõ óæå íàïèñàíî íåìàëî òðóäîâ ( Budzinauskienë
2007, 2011 è äðóãèå ñòàòüè àâòîðà). Íî âñå åùå îñòàþòñÿ òàêèå êîñòåëû è
êîëëåêòèâû, î êîòîðûõ èçâåñòíî î÷åíü ìàëî. Çíàíèÿ î íèõ ðàñøèðèëè
áû îáùóþ êàðòèíó öåðêîâíîé ìóçûêàëüíîé æèçíè Âèëüíþñà, ñòàëî áû
âîçìîæíûì ïðîâîäèòü áîëüøå èññëåäîâàíèé ñîáèðàòåëüíîãî õàðàêòåðà .
Îäèí èç íèõ – êîñòåë Ñâ. Ã åîðãèÿ è ðÿäîì ñ íèì íàõîäèâøèéñÿ ìîíàñ-
òûðü. Óâû, àðõèâû ïîêà ñêóïÿòñÿ íà èñ÷åðïûâàþùóþ èíôîðìàöèþ î
ìóçûêàëüíîé æèçíè â ñòåíàõ êîñòåëà, î êîëëåêòèâå, âûñòóïàâøåì âî
âðåìÿ îáðÿäîâ, òðóäèâøèõñÿ çäåñü ëþäÿõ. Ñòèìóëîì äëÿ ïîèñêà èíôîð-
ìàöèè ÿâèëîñü íàõîäêà Êíèãè íîò ñåìèíàðèè 1, ñòàâøåé ïåðâûì øàãîì â

1 Quattuor Libri Cantu figurali [...]. Íàöèîíàëüíàÿ áèáëèîòåêà Ëèòâû èìåíè
Ìàðòèíàñà Ìàæâèäàñà, Îòäåë ìóçûêè, èíâåíòàðíûé íîìåð 05/23610, 05/23681.
Àâòîðñòâî íàçâàíèÿ ðóêîïèñè – Êíèãè íîò ñåìèíàðèè  – ïðèíàäëåæèò àâòîðó ñòàòüè.
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ñòîðîíó èññëåäîâàíèÿ ìóçûêàëüíîé æèçíè êîñòåëà Ñâ. Ã åîðãèÿ è ñåìè-
íàðèè. Õîòÿ ýòà ðóêîïèñü è íå ðàñêðûâàåò (äà è íå ìîæåò ðàñêðûòü) äå-
òàëüíîé êàðòèíû ìóçûêàëüíîé æèçíè â êîñòåëå Ñâ. Ã åîðãèÿ, äàííûé
ìàòåðèàë ñâîèìè áåñöåííûìè äåòàëÿìè çàïîëíèò áåëûå ïÿòíà â èñòî-
ðèè Âèëüíþññêîé öåðêîâíîé ìóçûêàëüíîé æèçíè. Öåëü ýòîé ñòàòüè –
îçíàêîìèòü ÷èòàòåëåé ñ íàéäåííîé ðóêîïèñüþ.

Êíèãà íîò ñåìèíàðèè  áûëà íàéäåíà â êîñòåëå Ñâ. Ãåîðãèÿ. Ñåé÷àñ
óæå íåêîòîðîå âðåìÿ ýòî áûâøèé êîñòåë – õðàíèëèùå êíèã è ðóêîïè-
ñåé, äåéñòâóþùåå ñ 1945 ãîäà, ãäå ìîæíî íàéòè êíèãè íà ëèòîâñêîì,
ïîëüñêîì, ðó ññêîì, ôðàíöóçñêîì ÿçûêàõ, íà èâðèòå è èäèø. Êíèãè â
êîñòåëå ïîÿâèëèñü ïîñëå Âòîðîé ìèðîâîé âîéíû. Æèòåëè Âèëüíþññêî-
ãî êðàÿ è äðóãèõ ìåñòíîñòåé, à òàêæå ðàáîòíèêè êóëüòóðû çàáèðàëè âñå
óöåëåâøèå ðóêîïèñè è êíèãè ó èçìó÷åííûõ âîéíîé è çàêðûòûõ êóëü-
òóðíûõ îðãàíèçàöèé, äîìîâ ñîñëàííûõ ëþäåé, åâðåéñêîãî ãåòòî, öåðê-
âåé è ïðèíîñèëè èõ â êîñòåë Ñâ. Ãåîðãèÿ. Êàê ðàç â òî âðåìÿ êîñòåë è
ñòàë õðàíèëèùåì êíèã , ïðèþòèâøèì ïîä ñâîåé êðûøåé ìíîæåñòâî ðàç-
íûõ èçäàíèé è ðóêîïèñåé. Çíà÷èòåëüíàÿ ÷àñòü èõ ëåæàëà â îãðîìíûõ
êèïàõ ïî êðàÿì êîñòåëà, èìè ïîïèðàëèñü ñòåíû, òÿæåëûì ãðóçîì ëåæà-
ëè îíè íà àëòàðå è îðãàíàõ… Ëèøü ïîçäíåå êíèãè áûëè àêêóðàòíî ðàç-
ëîæåíû ïî ïîëêàì è â ïîñëåäíèå äåñÿòèëåòèÿ ïî ÷óòü-÷óòü ïðèâîäèëèñü
â ïîðÿäîê.

Êîñòåë Ñâ. Ãåîðãèÿ – ïåðâûé ìîíàñòûðü êàðìåëèòîâ ñòàðîé ðåãóëû
â Ëèòâå, îñíîâàííûé åùå â íà÷àëå XVI âåêà. Îñíîâàòåëåì ìîíàñòûðÿ
ñòàë êàíöëåð Âåëèêîãî Êíÿæåñòâà Ëèòîâñêîãî, Âèëüíþññêèé âîåâîäà
Íèêîëàé Ðàäçèâèëë ( Mikalojus Radvila , 1470–1521). Ýòîò êîñòåë îí ïî-
ñòðîèë â çíàê áëàãîäàðíîñòè Ãîñïîäó çà ïîáåäó , êîòîðóþ â òîì æå ãîäó
îäåðæàë â áîþ ñ òàòàðàìè. Åñòü ñâåäåíèÿ, ÷òî ìîíàñòûðü èìåë áîëüøîé
àðõèâ è áîãàòóþ áèáëèîòåêó, ñîñòîÿâøóþ èç ñâûøå 2000 òîìîâ, à ðÿäîì
ñ ìîíàñòûðåì äåéñòâîâàëà êîëëåãèÿ 2.

Ïåðâûé êîñòåë Ñâ. Ãåîðãèÿ áûë âîçâåäåí â ãîòè÷åñêîì ñòèëå, íî
ïîæàð 1749 ãîäà ðàçðóøèë åãî ïî÷òè äî ôóíäàìåíòà. Ñïó ñòÿ íåñêîëüêî
ëåò, ïî èíèöèàòèâå âîåâîäû Íîâîïðóäñêîãî Þðèÿ Ðàäçèâèëëû ( Jurgis
Radvila, 1721–1754) êîñòåë áûë îòñòðîåí â ñòèëå ïîçäíåãî áàðîêêî.

Îò îñíîâàíèÿ ìîíàñòûðÿ êàðìåëèòîâ ñòàðîé ðåãóëû ïðîøëî ïî÷òè
300 ëåò, êîãäà â 1797 ãîäó êîñòåë Ñâ. Ãåîðãèÿ âìåñòå ñî çäàíèÿìè ìîíà-

2 Senosios Vilniaus diecezinës kunigø seminarijos istorija. http://www.seminarija.lt/
index.php?id=15 [ïðîñìîòð 11 íîÿáðÿ 2013 ].
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ñòûðÿ áûë ïåðåäàí äóõîâíîé ñåìè-
íàðèè 3. Êîñòåë Ñâ. Ãåîðãèÿ äëÿ äó-
õîâíîé ñåìèíàðèè áûë íå ïåðâûì
äîìîì – ñíà÷àëà ñåìèíàðèÿ íàõî-
äèëàñü ðÿäîì ñ äâîðöîì åïèñêî-
ïîâ, ïîçäíåå, â 1774 ãîäó , â áûâøåì
íîâèöèàòå èåçóèòîâ íà óëèöå
Ñâ. Èãíàòà. Íåÿñíî, ïî÷åìó ñåìè-
íàðèÿ ïåðååõàëà â ïîìåùåíèÿ ìî-
íàñòûðÿ êàðìåëèòîâ, íî èçâåñòíî,
÷òî çäåñü îíà äåéñòâîâàëà äî îêîí-
÷àíèÿ Âòîðîé ìèðîâîé âîéíû.

Âèëüíþññêàÿ ñåìèíàðèÿ óïî-
ìèíàåòñÿ è â ââîäíîì òåêñòå ïðåä-
ñòàâëÿåìîé ðóêîïèñè – Êíèãè íîò
ñåìèíàðèè:

«×åòûðå ìíîãîãîëîñíûå êíèãè
ìóçûêàëüíîãî ïåíèÿ è îäíà [êíèãà]
ïî õîðàëó áûëè íà÷àòû ïèñàòü â
ìàðòå 1828 ãîäà, è â äåêàáðå òîãî

æå ãîäà íàñîâñåì ïåðåäàíû ìèññèè âíóòðåííåãî ñîîáùåñòâà Âèëüíþñ-
ñêîé ñåìèíàðèè. Â êíèãàõ – ðàçëè÷íûå ìåññû, ãèìíû, àíòèôîíû áëà-
ãîñëîâåíèÿ, âå÷åðíèå àíòèôîíû, âå÷åðíè è ìíîãî äðóãèõ ïðîèçâåäåíèé.
Òðóä Ìàðòèíàñà Çåáðîâñêàñà»4.

Êîðîòêîå îïèñàíèå íàáîðà íîò ïîêàçûâàåò , ÷òî êíèãà íàïðÿìóþ
áûëà ñâÿçàíà íå òîëüêî ñ îáùåñòâåííîñòüþ äóõîâíîé ñåìèíàðèè, íî è ñ
ìåñòîì, ãäå áûëà íàéäåíà – êîñòåëîì Ñâ. Ã åîðãèÿ. Â 1828 ãîäó, êîãäà áûëà
íàïèñàíà ðóêîïèñü, â ìîíàñòûðå êîñòåëà Ñâ. Ã åîðãèÿ óæå 30 ëåò äåéñòâî-
âàëà äóõîâíàÿ ñåìèíàðèÿ, ÿâëÿâøàÿñÿ ñîáñòâåííèêîì ýòîé êíèãè. Íå -

Êîñòåë Ñâ. Ãåîðãèÿ â Âèëüíþñå

3 Ñåìèíàðèÿ â Âèëüíþñå áûëà îñíîâàíà â 1582 ãîäó , ïîñëå ïîäïèñàíèÿ åïèñ-
êîïîì ó÷ðåäèòåëüíîãî àêòà Âèëüíþññêîé äèîöåçíîé ñåìèíàðèè. Ò àê áûëà ñî-
çäàíà ïåðâàÿ äóõîâíàÿ ñåìèíàðèÿ è âòîðàÿ ïîñëå Âèëüíþññêîãî óíèâåðñèòåòà
âûñøàÿ øêîëà â Âåëèêîì Êíÿæåñòâå Ëèòîâñêîì. Ñåìèíàðèåé ðóêîâîäèëè èåçó-
èòû, â òî âðåìÿ ñòîÿâøèå âî ãëàâå âñåãî îáðàçîâàíèÿ Ëèòâû.

4 Quattuor Libri Cantu figurali [...]. Íàöèîíàëüíàÿ áèáëèîòåêà Ëèòâû èìåíè
Ìàðòèíàñà Ìàæâèäàñà, Îòäåë ìóçûêè, èíâåíòàðíûé íîìåð 05/23610, 05/23681,
ñ. 3. Ïåðåâîä ñ ëàòûíè – àâòîðà.
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ÿñíî, ïðè êàêèõ ó ñëîâèÿõ Êíèãà íîò ñåìèíàðèè  ïî÷òè 200 ëåò õðàíèëàñü
äî íàøèõ äíåé, êòî è êàê ÷àñòî åþ ïîëüçîâàëñÿ 5.

Âåðîÿòíî, Êíèãà íîò ñåìèíàðèè áûëà ñîáðàíèåì èç ÷åòûðåõ èëè áîëü-
øå îòäåëüíî ïåðåïëåòåííûõ êíèã . Ïîêà óäàëîñü íàéòè òîëüêî äâà ñîáðà-
íèÿ íîò äëÿ âîêàëüíûõ ãîëîñîâ – âòîðîãî âîêàëà è áàñà  (Canto secundo,
Basso vocale). Ñ ó÷åòîì ñïåöèôèêè ïðîèçâåäåíèé, âåðîÿòíî, ÷òî ñóùå-
ñòâîâàëî åùå íåñêîëüêî êíèã – èíñòðóìåíòàëüíûõ ïàðòèé èëè îðãàí-
íîãî àêêîìïàíåìåíòà. Ñòðàíèöû êíèãè ïðîíóìåðîâàíû ÷åðíèëàìè ñ
îáåèõ ñòîðîí – âñåãî 309 ïðîøèòûõ ñòðàíèö, îáëîæêè èç òîëñòîãî êàð-
òîíà, ñåðî-êîðè÷íåâîãî öâåòà. Ó ãëû, êàê è ñïèíêà êíèãè, îáòÿíóòû êî-
æåé. Ñîõðàíèëèñü âñå ÷åòûðå êîæàíûõ øíóðêà, ñîåäèíÿþùèõ îáëîæêè .
Íà îáëîæêå, íà ôîíå äðóãîãî öâåòà – âêëåéêà â ôîðìå ñåðäöà ñ íàçâàíèåì
ïàðòèè (Basso vocale èëè Canto secundo), èñïîëíåííàÿ ÷åðíûì ÷åðíèëîì.
Â ñïèíêå íàíåñåíî êëåéìî Âíóòðåííÿÿ ñåìèíàðèÿ  (Seminaryi ynterni– íà
ïîëüñêîì ÿçûêå) è ãîä – 1828.

Â íà÷àëå è â êîíöå Êíèãè íîò ñåìèíàðèè  èìåþòñÿ äâà òåêñòà: ïåð-
âûé – êîðîòêîå ñîäåðæàíèå êíèãè íà ëàòûíè (îáñóæäåí âûøå), âòîðîå –
ðàññêàç íà ïîëüñêîì ÿçûêå î Âèëüíþññêîì ïîòîïå, ïðèíåñøåì ìíîãî
âðåäà ãîðîäó:

«Íåîáûêíîâåííûå ëèâíè 1828 ãîäà: óæàñíûå áóðè â èþíå è èþëå
ïðèâåëè ê áîëüøîìó ïîäúåìó âîäû â ðåêàõ Âèëèè (Íåðèñ) è Âèëíÿëå. Î
òàêîì ïîòîïå íå ïîìíèëè äàæå ñòàðåéøèå æèòåëè. Áîòàíè÷åñêèé ñàä,
áóëüâàðû ó ïîäíîæüÿ ãîðû Çàìêà è Àðñåíàëà áûëè òàê ñèëüíî çàòîïëåíû,
÷òî èç Àíòîêîëÿ â Âèëüíþñ è èç Âèëüíþñà â Àíòîêîëü ïåðåáèðàëèñü íà
ëîäêàõ, íà÷èíàÿ ñ âèêàðèàòà äî ñàìîãî çàìêà Çàéêîâñêîãî. Äóáû âûð-
âàíû ñ êîðíÿìè, çäàíèÿ – îäíè öåëèêîì ñ êðûøàìè, äðóãèå ðàçðóøåí-
íûå – ïëûëè ïî ðåêå Íåðèñ. Ñêëàäû äðåâåñèíû, íàõîäèâøèåñÿ âûñîêî
íà íàáåðåæíûõ, áûëè ñìûòû. Çà ñ÷èòàííûå äíè áûëî ðàçðóøåíî ñîîá-
ùåíèå ñ äðóãèì áåðåãîì ðåêè Íåðèñ. Ã ëóáîêî óâàæàåìûé Àíäæåé Êëîí-
ãåâè÷6, àäìèíèñòðàòîð Âèëüíþññêîé åïàðõèè, çàñëóæåííûé ïðîôåññîð
Âèëüíþññêîãî óíèâåðñèòåòà, îáðàòèëñÿ êî âñåé äèàöåçèè ñ ïðîñüáîé
ìîëèòü î çàñòóïíè÷åñòâå è ïîñòèòüñÿ, ÷òîáû Ã îñïîäü Áîã îòäàëèë ñóðî-

5 Â 2010 ãîäó êíèãà ïîäâåðãëàñü ðåñòàâðàöèè (áûëà î÷èùåíà îò ïûëè, íàëåòà,
ïëåñåíè) â Öåíòðå êîíöåêðàöèè è ðåñòàâðàöèè áèáëèîòåêè Ìàðòèíàñà Ìàæâè-
äàñà â Âèëüíþñå.

6 Andrius Benediktas Klongevièius (Andrzej Benedykt Kùàgiewicz,1767–1841) –
åïèñêîï âèëåíñêèé â 1839–1841 ãîäàõ, ïðîôåññîð Âèëüíþññêîãî  óíèâåðñèòåòà.
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âîå íàêàçàíèå, ãðîçèâøåå ïîñëåäíèì íåñ÷àñòèåì. Ñìûòûå èëè ñãíèâ-
øèå õëåáà è ñåíî ïðåäâåùàëè ãîä íåâèäàííîé äîðîãîâèçíû è ðîñò ÷èñëà
ðåêðóòîâ. Âîéíà ñ òóðêàìè òîæå òðåáîâàëà ìíîãî ðàñõîäîâ è íåñêîëüêî
ðàç áîëüøå ðåêðóòîâ. Âñå ýòî ïðîèñõîäèëî ïðè âëàñòè Íèêîëàÿ I, Èìïå-
ðàòîðà âñåÿ Ðóñè. Ñâÿòåéøàÿ ìàòü èìïåðàòîðà Ìàðèÿ Ôåäîðîâíà â êîíöå
òîãî æå ãîäà ïîêèíóëà íàø ìèð. Îïëàêàíà âñåìè ëþáèìàÿ çà ùåäðóþ
áëàãîòâîðèòåëüíîñòü è èñêëþ÷èòåëüíîå âíèìàíèå ê áåäíûì» 7.

Î÷åâèäíî, ÷òî Êíèãà íîò ñåìèíàðèè áûëà íàïèñàíà ðóêîé íå îäíîãî
ïåðåïèñ÷èêà: ïèñàíèå â ðóêîïèñè ìåíÿëîñü öåëûõ ïÿòü ðàç. Íîòû â íå-
êîòîðûõ ïðîèçâåäåíèÿõ ïî-ðàçíîìó ïîìå÷åíû ÷åðòî÷êàìè, çà÷åðêèâà-
íèåì, ïîïðàâêàìè, äîïîëíåíû íåáîëüøèìè òåêñòàìè, äðóãèìè çàìå÷à-
íèÿìè íà ïîëÿõ. Ðÿäîì ñ îäíèì ïåñíîïåíèåì âèäíà íàäïèñü, óêàçûâà-
þùàÿ íà âðåìÿ èñïîëíåíèÿ ïåñíîïåíèÿ – «Â ñóááîòó ïîñëå ìåññû»
(Sabatto in Msza)8. Çàôèêñèðîâàííàÿ ïàìÿòêà â íîòàõ òàêîãî õàðàêòåðà
óêàçûâàåò íà òî, ÷òî íàáîð íîò íà ñàìîì äåëå ïðèìåíÿëñÿ â ïðàêòèêå.

Â Êíèãå íîò ñåìèíàðèè  ôèãóðèðóþò øåñòü ôàìèëèé: ïåðâàÿ èç íèõ
ñòîèò ïîä ââîäíûì òåêñòîì – Ìàðòèí Çåáðîâñêèé ( Martin Zebrowski), à
òàêæå ðÿäîì ñ ïðîèçâåäåíèÿìè Ãèìí Ñâ. Âèíöåíòó  ¹ 8 è Ìåññà ¹ 3 Äî
ìàæîð (íà ïîëüñêîì ÿçûêå). Ìîæíî ïðåäïîëîæèòü, ÷òî Çåáðîâñêèé áûë
êîìïîçèòîðîì îáîèõ ïðîèçâåäåíèé, ïåðåïèñ÷èêîì è ñîñòàâèòåëåì äàí-
íîé êíèãè, à òàêæå, âîçìîæíî, è ðóêîâîäèòåëåì êàïåëëû êîñòåëà Ñâ. Ãå-
îðãèÿ è ñåìèíàðèè. Ýòî íå áûëî áû ñòðàííî: ðóêîâîäèòåëè öåðêîâíûõ
êàïåëë Âèëüíþñà XIX âåêà íåðåäêî áûëè â òî æå âðåìÿ êîìïîçèòîðàìè
è ïåðåïèñ÷èêàìè íîò ( Budzinauskienë 2007). Äðóãèå èìåíà íåèçâåñòíûõ
ëèö, êîòîðûå ìîæíî âñòðåòèòü â Êíèãå íîò ñåìèíàðèè – ýòî Ôðàíöèñêî
Ñåëåñèî (Francisco Selesio), Çèãìóíò ( Zygmunt), Ðóëåâè÷ (Rulewicz). Âå-
ðîÿòíî, ýòè ôàìèëèè, çàïèñàííûå â íà÷àëå ïðîèçâåäåíèé, îáîçíà÷àþò
èõ àâòîðîâ. Â îòëè÷èå îò ïîñëåäíèõ ôàìèëèé, åùå äâå äðóãèå, âñòðå÷àå-
ìûå â ðóêîïèñè, õîðîøî èçâåñòíû. Îíè ôèãóðèðóþò ðÿäîì ñ áîëåå êðóï-
íûìè ïðîèçâåäåíèÿìè – ïîëüñêèìè ìåññàìè. Ýòî êîìïîçèòîðû Êàðîë
Êóðïèíñêèé ( Karol Kurpiñski , 1785– 1857) è Éîçåô Ýëüñíåð ( Józef Elsner,
1769– 1854). Îáà îíè – âûäàþùèåñÿ ïðåäñòàâèòåëè ïîëüñêîãî ìóçûêàëü-
íîãî ðîìàíòèçìà, îáîãàòèâøèå åãî íå òîëüêî ñîçäàííûìè ïðîèçâåäå -

7 Quattuor Libri Cantu figurali [...]. Íàöèîíàëüíàÿ áèáëèîòåêà Ëèòâû èìåíè
Ìàðòèíàñà Ìàæâèäàñà, Îòäåë ìóçûêè, èíâåíòàðíûé íîìåð 05/23610, 05/23681,
ñ. 309. Ïåðåâîä ñ ïîëüñêîãî ÿçûêà – àâòîðà.

8 Òàì æå, ñ. 56.
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íèÿìè, íî è êàê âåëèêèå ëè÷íîñòè, ñûãðàâøèå âàæíóþ ðîëü â ðàçâèòèè
ìóçûêàëüíîãî îáðàçîâàíèÿ Ïîëüøû è Ëèòâû òîãî âðåìåíè. Â ïîïóëÿð-
íîé ìóçûêàëüíîé ëèòåðàòóðå Ýëüñíåð ïðåäñòàâëåí â ïåðâóþ î÷åðåäü â
ðîëè ó÷èòåëÿ è êîìïîçèòîðà, íî åãî áèîãðàôèÿ ðàññêàçûâàåò î áîëüøåì
(Kosiñska 2006). Êîìïîçèòîð ñíà÷àëà ó÷èëñÿ ìåäèöèíå â Âåíå, íî, ïðåð-
âàâ ñòóäèè, âñòàë íà ïóòü ìóçûêàíòà. Â ãîðîäñêîì òåàòðå ÷åøñêîãî ãîðîäà
Áðíî îí èãðàë íà ïåðâîé ñêðèïêå, ïîçäíåå äèðèæèðîâàë îðêåñòðîì òå-
àòðà Ëüâîâà (Óêðàèíà). Â òî æå âðåìÿ îí ïèñàë ñèìôîíèè, ñâîè ïåðâûå
îïåðû íà íåìåöêîì, ïîëüñêîì ÿçûêàõ, ñî÷èíÿë öåðêîâíóþ è êàìåðíóþ
ìóçûêó . Â 1799 ãîäó Ýëüñíåð âåðíóëñÿ â Ïîëüøó (Âàðøàâó) è ñòàë îäíîé
èç ñàìûõ ÿðêèõ ôèãóð ìóçûêàëüíîé æèçíè òîãî âðåìåíè – äèðèæèðî-
âàë â îïåðíîì òåàòðå, èçäàâàë ìóçûêàëüíóþ ãàçåòó, ïèñàë êðèòè÷åñêèå
ñòàòüè, ðàáîòàë ó÷èòåëåì, ó÷ðåäèë íåñêîëüêî øêîë, à òàêæå êîíñåðâàòî-
ðèþ, â êîòîðîé ó÷èëñÿ îäèí èç ñàìûõ çíàìåíèòûõ åãî ó÷åíèêîâ – Ôðå-
äåðèê Øîïåí ( Fryderyk Chopin, 1810–1849).

Äëÿ èñòîðèè ïîëüñêîé è ëèòîâñêîé öåðêîâíîé ìóçûêè Ýëüñíåð âà-
æåí òåì, ÷òî âîñïèòàë öåëûé ðÿä êîìïîçèòîðîâ, òâîð÷åñòâî êîòîðûõ â
òå÷åíèè XIX âåêà äîìèíèðîâàëî â ðåïåðòóàðå öåðêîâíûõ êàïåëë Âèëü-
íþñà è Ëèòâû – ñðåäè íèõ, íàïðèìåð, Àäàëüáåðò Äàíêîâñêèé ( Adalbert
Dankowski,  1760–1814; Budzinauskienë 2011: 63).

Â Êíèãå íîò ñåìèíàðèè  ìîæíî íàéòè Ìåññó Ñîëü ìàæîð îïó ñ 34 Ýëü-
ñíåðà, íàïèñàííóþ â 1825 ãîäó äëÿ ÷åòûðåõãîëîñíîãî õîðà è îðêåñòðà
(Kosiñska 2006). Òó æå ñàìóþ ìåññó, íàðÿäó ñ ïðîèçâåäåíèÿìè äðóãèõ êîì-
ïîçèòîðîâ, ìû íàõîäèì è â äðóãîì àðõèâå Âèëüíþñà – â ôîíäå ðóêîïè-
ñåé Âèëüíþññêîãî óíèâåðñèòåòà9. Ýòà ðóêîïèñü ïîïàëà ñþäà èç äîìè-
íèêàíñêîãî êîñòåëà è êàïåëëû ìîíàñòûðÿ Çàáÿë (Áåëàðó ñü). Âîäÿíûå
çíàêè íà ðóêîïèñè äàòèðóþòñÿ 1837 ãîäîì. Íåñêîëüêî ìóçûêàëüíûõ ðó-
êîïèñåé Ýëüñíåðà ìû íàõîäèì è â ôîíäå Âèëüíþññêîãî êàôåäðàëüíîãî
ñîáîðà 10. Äàííûé ôàêò ïîäòâåðæäàåò , ÷òî êîìïîçèòîð áûë èçâåñòåí â
ãîðîäå Âèëüíþñå è åãî îêðåñòíîñòÿõ, à åãî êîìïîçèöèè ÷àñòî èñïîëíÿ-
ëèñü â êîñòåëàõ âî âðåìÿ îáðÿäîâ.

Î÷åíü ìàëî èíôîðìàöèè èìååòñÿ î öåðêîâíîì òâîð÷åñòâå êîìïî-
çèòîðà Êóðïèíñêîãî, èçâåñòíîãî òâîðöà ñâåòñêîé ìóçûêè. Èç ñïèñêîâ

9 Missa in G [...]. Ìàíó ñêðèïò. Áèáëèîòåêà Âèëüíþññêîãî óíèâåðñèòåòà, Îòäåë
ðóêîïèñåé, ôîíä 45–153.

10 Vilniaus kapitulos fondas [...] [Ôîíä Âèëüíþññêîé Êàïèòóëû – ô. 43].
Áèáëèîòåêà Ëèòîâñêîé àêàäåìèè íà óê èìåíè Âðóáëåâñêèõ, Îòäåë ðóêîïèñåé.
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ïðîèçâåäåíèé âèäíî, ÷òî îí íàïèñàë øåñòü ìåññ, ðåêâèåì, îðàòîðèþ è
íåñêîëüêî ïåñíîïåíèé ( Kosiñska 2006). Íî îñòàåòñÿ íåÿñíûì, äåéñòâè-
òåëüíî ëè Ìåññà ¹ 4 Ðå ìàæîð èç Êíèãè íîò ñåìèíàðèè  ïðèíàäëåæèò
Êàðîëþ Ê óðïèíñêîìó . Íàäî âñïîìíèòü, ÷òî â XIX âåêå ìåñòíûå êîìïî-
çèòîðû ôàìèëèÿìè èçâåñòíûõ òâîðöîâ ÷àñòî ïîëüçîâàëèñü êàê ãàðàí-
òîì òîãî, ÷òî èõ ïðîèçâåäåíèÿ áóäóò èñïîëíåíû ( Budzinauskienë 2007:29).

Â Êíèãå íîò ñåìèíàðèè  – ðàçëè÷íûå ïðîèçâåäåíèÿ öåðêîâíûõ æàí-
ðîâ. Â ââîäíîì òåêñòå óïîìÿíóòû íåêîòîðûå ïðîèçâåäåíèÿ, ñîñòàâëÿþ-
ùèå ðóêîïèñü: «ðàçíûå ìåññû, ãèìíû, àíòèôîíû áëàãîñëîâåíèÿ, âå÷åð-
íèå àíòèôîíû, âå÷åðíè è ìíîãî äðóãèõ ïðîèçâåäåíèé» 11. Â ðóêîïèñè
äåéñòâèòåëüíî ìíîãî ïðîèçâåäåíèé áîëåå êðóïíûõ è ìåëêèõ ôîðì, êî-
òîðûå â Êíèãå íîò ñåìèíàðèè  ïðåäñòàâëåíû áåç îïðåäåëåííîãî ïîðÿäêà.
Òàêæå ïðîèçâåäåíèÿ ìîæíî ðàçäåëèòü ïî æàíðó . Âîò íåñêîëüêî ìîìåí-
òîâ: âå÷åðíè – âå÷åðíÿÿ ÷àñòü öèêëà ëèòóðãè÷åñêèõ ÷àñîâ, íà÷èíàþòñÿ
ñ ââîäíîé ôîðìóëû Deus in auditorium, ïî çàâåðøåíèè êîòîðîé ïîþòñÿ
ïñàëìû ñ àíòèôîíàìè; â Êíèãå íîò ñåìèíàðèè  èõ íàõîäèì äåñÿòü, è âñå
îíè àíîíèìíû, íàïèñàíû â îäíîé òîíàëüíîñòè – Ôà ìàæîð. Äðóãîé
èíòåðåñíûé æàíð – ãèìíû (îäíî èç âàæíåéøèõ õðèñòèàíñêèõ ïåñíîïå-
íèé, ÷àùå âñåãî ïðîñëàâëÿþùåå èëè âîçâûøàþùåå Áîãà); â Êíèãå íîò
ñåìèíàðèè îíè ïî÷òè âñå íà ëàòûíè è èìåþò îäíó îáùóþ ÷åðòó – èäåí-
òè÷íîå íàçâàíèå Ãèìí Ñâ. Âèíöåíòà è Ïàóëà .

Íî ñàìîå áîëüøîå âíèìàíèå ñòîèò îáðàòèòü íà òî, íà êàêîì ÿçûêå
íàïèñàíû òåêñòû ìóçûêàëüíûõ ïðîèçâåäåíèé Êíèãè íîò ñåìèíàðèè . Ðàç-
íîîáðàçèå ÿçûêîâ – îäíî èç ñàìûõ èíòåðåñíûõ ñâîéñòâ ðóêîïèñè: â íåé
íàõîäèì ïðîèçâåäåíèÿ íà ëàòûíè, ïîëüñêîì ÿçûêå, ïî îäíîìó íà ðó ñ-
ñêîì è èâðèòå. Ïðîèçâåäåíèå íà èâðèòå – ìèíèàòþðíàÿ ïåñåíêà Éîì
Øàáîñîí (Iom Szaboson)12. Ìîæíî ïðåäïîëîæèòü, ÷òî ýòà êîìïîçèöèÿ
íåáîëüøîãî îáúåìà (ïðîèçâåäåíèå íà îäíó ñòðàíèöó) çàïèñàíà ëàòèíñ-
êèìè ïèñüìåíàìè «ñî ñëóõà» (ïðèìåð 1).

11 Quattuor Libri Cantu figurali [...]. Íàöèîíàëüíàÿ áèáëèîòåêà Ëèòâû èìåíè
Ìàðòèíàñà Ìàæâèäàñà, Îòäåë ìóçûêè, èíâåíòàðíûé íîìåð 05/23610, 05/23681,
ñ. 3.

12 Quattuor Libri Cantu figurali [...]. Íàöèîíàëüíàÿ áèáëèîòåêà Ëèòâû èìåíè
Ìàðòèíàñà Ìàæâèäàñà, Îòäåë ìóçûêè, èíâåíòàðíûé íîìåð 05/23610, 05/23681,
ñ. 227.
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Ïðèìåð 1. Éîì Øàáîñîí  (Iom Szaboson), òò. 1–12.
Quattuor Libri Cantu figurali  [...], ñ. 227

Äðóãîé óíèêàëüíûé ôðàãìåíò ðóêîïèñè – ìåññà íà ðó ññêîì ÿçûêå,
ãäå òåêñò òàêæå çàïèñàí «ñî ñëóõà» ëàòèíñêèìè ïèñüìåíàìè. Ðóññêàÿ
ìåññà13 – åäèíñòâåííîå ïðîèçâåäåíèå â Êíèãå íîò ñåìèíàðèè  íà ðóññêîì
ÿçûêå (ïðèìåð 2). Êàê è ïðîèçâåäåíèå Éîì Øàáîñîí , ýòà ìåññà îñîáåííà
òåì, ÷òî íàøëà ñâîå ìåñòî ðÿäîì ñ ìíîæåñòâîì ëàòèíñêèõ è ïîëüñêèõ
ïðîèçâåäåíèé. Ðóññêàÿ ìåññà â Êíèãå íîò ñåìèíàðèè  íå ìîãëà ïîÿâèòüñÿ
áåç ïðè÷èíû. Íàâåðíÿêà, òàêîå ïðèìåíåíèå íåñêîëüêèõ ðàçíûõ ÿçûêîâ
áûëî àêòóàëüíî íå òîëüêî äëÿ ìóçûêàëüíîé æèçíè Âèëüíþñà çà ñòåíàìè
êîñòåëà, íî è â ñòåíàõ öåðêâè. Èòàê, ïîÿâëåíèå ìåññ íà ðó ññêîì ÿçûêå â
ñîáðàíèè íîò ìîãëî áûòü îáó ñëîâëåíî êàê ñîöèàëüíûìè, òàê è ïðàêòè-
÷åñêèìè ôàêòîðàìè ìóçûêàëüíîãî èñïîëíåíèÿ, òðàäèöèÿìè îáðÿäîâ è
ëèòóðãèè, íà êîòîðûå ïîâëèÿëî îêðóæåíèå Âèëüíþñà ïåðâîé ïîëîâèíû
XIX âåêà.

Ðàññìàòðèâàÿ ýòó ìåññó êàê ìóçûêàëüíîå ïðîèçâåäåíèå, âûÿâëÿþòñÿ
÷åðòû, êîòîðûå õàðàêòåðíû è äëÿ äðóãèõ êîìïîçèöèé ðóêîïèñè. Ôîðìà
ýòîé ìåññû òàêàÿ æå, êàê è ôîðìà ëàòèíñêèõ ìåññ – ñòðîôè÷åñêàÿ, à ïî
ñâîåé ñòðóêòóðå îíà òàêæå îòíîñèòñÿ ê ãðóïïå ordinarium missae. Â ìåëî-
äèêå áàñà âñåõ ÷àñòåé ìåññû îñîáåííî ÷àñòî âñòðå÷àþòñÿ ðå÷èòàòèâíûå
ìîòèâû, íî ïðèñóòñòâó åò è äâèæåíèå ìåëîäèè ïî ó ñòîé÷èâûì ñòóïåíÿì
(ïðèìåð 2, òò . 1–8).

13 Quattuor Libri Cantu figurali [...]. Íàöèîíàëüíàÿ áèáëèîòåêà Ëèòâû èìåíè
Ìàðòèíàñà Ìàæâèäàñà, Îòäåë ìóçûêè, èíâåíòàðíûé íîìåð 05/23610, 05/23681,
ñ. 95.
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Ïðèìåð 2.  Ðóññêàÿ ìåññà (Msza Ruska) Äî ìàæîð, òò. 1–16.
Quattuor Libri Cantu figurali ... 1828, ñ. 95

Ýòè äâà ïðîèçâåäåíèÿ – Ðóññêàÿ ìåññà è Éîì Øàáîñîí  – ñðåäè äðó-
ãèõ íàøëè ñâîå ìåñòî è íå ïîÿâèëèñü â Êíèãå íîò ñåìèíàðèè  «ïðîñòî òàê».
Ìîæíî äåëàòü âûâîä, ÷òî äàííûå êîìïîçèöèè èñïîëíÿëèñü è áûëè ñâî-
åâðåìåííû.

Åñëè ðàçäåëÿòü ïðîèçâåäåíèÿ ïî ÿçûêó , áåç âñÿêîãî ñîìíåíèÿ, ñà-
ìóþ áîëüøóþ ãðóïïó â Êíèãå íîò ñåìèíàðèè çàéìóò ïðîèçâåäåíèÿ, íà-
ïèñàíû íà ëàòûíè – ýòî ìåññû, ðåêâèåìû, ãèìíû, âå÷åðíè è äð. Åñëè
ãîâîðèòü î æàíðå ìåññ, òî ñòîèò îòìåòèòü, ÷òî ñàìàÿ áîëüøàÿ èõ ÷àñòü –
òàêæå íà ëàòûíè. Êðîìå òîãî, â ìóçûêàëüíîì ñìûñëå ýòî ñàìûå êðóï-
íûå è ðàñïðîñòðàíåííûå öèêëû ìåññ. Ê ñîæàëåíèþ, àâòîðû âñåõ ýòèõ
êîìïîçèöèé îñòàåòñÿ íåèçâåñòíûìè. Âñå ëàòèíñêèå ìåññû ïî òèïó ïåñ-
íîïåíèé îòíîñÿòñÿ ê ãðóïïå íåèçìåííûõ ìåññ – ordinarium missae. Íå
òàêóþ ìíîãî÷èñëåííóþ, íî òàêæå áîãàòóþ ãðóïïó êîìïîçèöèé, ñîñòàâ-
ëÿþò ïðîèçâåäåíèÿ íà ïîëüñêîì ÿçûêå – ìåññû, ãèìíû, äðóãèå ïåñíî-
ïåíèÿ. Â Êíèãå íîò ñåìèíàðèè  èìååòñÿ øåñòü ïîëüñêèõ ìåññ. Ïî ñðàâíå-
íèþ ñ ëàòèíñêèìè, ïîëüñêèå ìåññû îñîáåííû òåì, ÷òî èçâåñòíû àâòîðû
äàæå òðåõ èç íèõ, è, âñïîìèíàÿ ñïåöèôèêó öåðêîâíîé ìóçûêàëüíîé
æèçíè Âèëüíþñà XIX âåêà, íàâåðíÿêà îíè èñïîëíÿëèñü ÷àùå âñåãî
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(Budzinauskienë 2011). Êðîìå òîãî, ïîëüñêèå ìåññû, ïî ñðàâíåíèþ ñ ëà-
òèíñêèìè, îòëè÷àþòñÿ ñâîåîáðàçíîé ôîðìîé. Îíè òîæå îòíîñÿòñÿ ê
ãðóïïå ordinarium missae, íî ïîëüñêèå  ìåññû – êóïëåòíûå, áîëåå áëèç-
êèå ãèìíàì, êîãäà òà æå ìåëîäèÿ ïðè ïåðåìåíå òåêñòà ïîâòîðÿåòñÿ íå-
ñêîëüêî ðàç (ïðèìåð 4). Áëàãîäàðÿ òàêîìó ñîîòíîøåíèþ òåêñòà è ìóçûêè,
ýòè ìåññû áûëî çíà÷èòåëüíî ïðîùå èñïîëíÿòü . Ïàðòèÿ áàñà âî âñåõ
ïîëüñêèõ ìåññàõ  äâèãàåòñÿ òîëüêî ïî çâóêàì òîíèêè.

Ïðèìåð 3.  Ìàðòèí Çåáðîâñêèé ( Martin Zebrowski ). Måññà ¹ 3 Äî ìàæîð.
Ôðàãìåíò Kyrie, òò. 1–4. Quattuor Libri Cantu figurali ... 1828, ñ.204

Àñïåêò ôîðìû âàæåí è â ðàçíûõ ÷àñòÿõ ïîëüñêèõ ìåññ, òàê êàê íå âî
âñåõ ìåññàõ îí ðàâíîìåðåí. Âñå ÷àñòè ïîëüñêèõ ìåññ  ¹  1–4 íàïèñàíû â
êóïëåòíîé ôîðìå  (ò. å. ñ ïðèïåâàìè), çà èñêëþ÷åíèåì  Sanctus (ñòðîôè-
÷åñêàÿ ôîðìà) . Â ìåññå ¹ 5 ñòðîôè÷åñêàÿ ôîðìà ïîÿâëÿåòñÿ â ÷àñòè Agnus
Dei, à âñå ÷àñòè ìåññû ¹ 6 ñî÷èíåíû èñêëþ÷èòåëüíî â êóïëåòíîé ôîðìå.

 Âûâîäû

— Ãëàâíûå èñòî÷íèêè  öåðêîâíîé ìóçûêè ïåðâîé ïîëîâèíû XIX âåêà
â Ëèòâå è Âèëüíþñå – óöåëåâøèå ðóêîïèñè, ìóçûêàëüíûå èñòî÷íèêè,
äðóãèå àðõèâíûå äîêóìåíòû, ñâèäåòåëüñòâóþùèå î öåðêîâíîé ìó-
çûêå è ñðåäå òîãî âðåìåíè.

— Ñòèìóëîì äëÿ ïîèñêà èíôîðìàöèè î êîëëåêòèâå, âûñòóïàâøåì âî
âðåìÿ îáðÿäîâ â êîñòåëå Ñâ. Ãåîðãèÿ â Âèëüíþñå , áûëà íàõîäêà Êíèãè
íîò ñåìèíàðèè.

— Êíèãà íîò ñåìèíàðèè  – îñîáûé ïðèìåð ðóêîïèñíûõ íîò , ïîðàæàþ-
ùèé, âî-ïåðâûõ, ñâîèì îáúåìîì – 309 ñòðàíèö. Ïåðåïëåòåííîé
ìóçûêàëüíîé êíèãè òàêîãî îáúåìà ñðåäè ðóêîïèñåé Ëèòâû è Âèëü-
íþñà XIX  âåêà íàõîäèòü íå äîâîäèëîñü.
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— Íåâçèðàÿ íà áîëüøîé îáúåì, áîëüøèíñòâî ïðîèçâåäåíèé ðóêîïèñè –
àíîíèìíû. Ýòî òàêæå íàïðÿìóþ îòðàæàåò òåíäåíöèè ðåïåðòóàðà
öåðêîâíûõ âîêàëüíî-èíñòðóìåíòàëüíûõ êàïåëë Âèëüíþñà ïåðâîé
ïîëîâèíû XIX âåêà – âàæíåå áûëî ïðîèçâåäåíèå, à íå åãî ñîçäàòåëü
èëè èñïîëíèòåëü. Íåñêîëüêî àâòîðñêèõ ïðîèçâåäåíèé, âñòðå÷àåìûõ
â Êíèãå íîò ñåìèíàðèè,  òàêæå îòâå÷àþò òåíäåíöèè «ìîäû» òîãî âðå-
ìåíè â îòíîøåíèè âûáîðà êîìïîçèòîðîâ: ñðåäè íèõ Ìàðòèí Çåá-
ðîâñêèé (Martin Zebrowski ), Ôðàíöèñêî Ñåëåñèî ( Francisco Selesio),
Çèãìóíò ( Zygmunt), Ðóëåâè÷ (Rulewicz), Êàðîë Ê óðïèíñêèé ( Karol
Kurpiñski ) è Éîçåô Ýëüñíåð ( Józef Elsner).

— Èñêëþ÷èòåëüíîñòü Êíèãè íîò ñåìèíàðèè – ìíîãîÿçû÷èå. Çäåñü
âñòðå÷àþòñÿ òåêñòû íà ëàòûíè, ïîëüñêîì, ðó ññêîì ÿçûêàõ è íà èâ-
ðèò. Áûëî áû ñòðàííî óâèäåòü òàêîå â êíèãå êàòîëè÷åñêîé öåðêâè,
íî, âñïîìèíàÿ êóëü òóðíóþ, èñòîðè÷åñêóþ è ïîëèòè÷åñêóþ ñèòóà-
öèþ òîãî âðåìåíè, ñòàíîâèòñÿ ÿñíîé ïðè÷èíà. Ýòà êíèãà – ñëîâíî
çåðêàëî íàñåëåíèÿ Âèëüíþñà ïåðâîé ïîëîâèíû XIX âåêà.

A Reflection of Vilnius Church Music of the First Half
of the 19th Century. Seminary’s Sheet Music Book –

Contents and Language

Laima Budzinauskienë

Summary

In the 19th century, the churches of Vilnius hosted the performances of
musical ensembles of varied composition: Gregorian chant groups, small
vocal ensembles (with an organ accompaniment), multi-voice choirs a cappella
and vocal-instrumental ensembles. The analysis of the sources leads to the
conclusion that the activities of vocal-instrumental choirs and Gregorian
chant groups prospered until the middle of the 19th century. It was determined
by several reasons: on the one hand, the popularity and financing of ensembles
reduced; on the other hand, the cultural climate and the artistic tendencies
changed – the previous tendencies became out-dated, which naturally
promoted the interest in new possibilities – specifically, multi-vocal choral
singing.

The object of this paper is the Vilnius seminary’s manuscript sheet music
books, re-written in 1828. Vilnius seminary’s books were found in Vilnius,
in St. George church. It is not clear in what conditions they were kept for
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almost 200 years, who and how much used them during this long period. In
2010, both books were restored in Lithuanian National Martinas Maþvydas
Library’s document restoration and conservation centre. On the first pages
of the two surviving books – Canto secundo and Basso vocale – it is written
that there were four of them (Canto primo and Tenore have not been found
to date). Considering the specifics of the creations, its possible to assume
that there was the fifth book, dedicated to the organ accompaniment, and
maybe a few more, dedicated to the instrumental ensemble. At the end of
the book – a memorable account about the flood which destructed Vilnius
in 1828, written in Polish. It is possible to assume, that the whole book was
dedicated to the memory of the horrible event and to the prayers for the
future.

In the first half of the 19 th century, in Lithuanian church choir repertoire
there dominated the local composers’ creations. This theme in various aspects
was analysed in earlier scientific articles by the author. In the 19th century,
the Lithuanian sacred choir repertoires consisted of compositions including
various consistencies, genres and forms. The content of Vilnius seminary’s
book consists of liturgical compositions: masses, hymns, versicles, vespers
and others. Most compositions are anonymous; only a few composer names
have been found: Martin Zebrowski, Francisco Selesio, Zygmunt, Rulewicz,
Józef Elsner and Karol Kurpiñski. It is clear, that the authors (only with one
exception) were the local creators or the composers of Polish origin. The
originality of Vilnius seminary’s book consists in the fact that in it the re-
written compositions in four languages – Polish, Latin, Russian and Jewish
(Hebrew) – are combined. It is a direct reflection of multilingual and multi-
cultural Vilnius of the first half of the 19 th century.

Key words: the 19th century, Vilnius, sacral music, Vilnius seminary’s
books, Józef Elsner, Karol Kurpiñski.
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Ìóçûêàëüíàÿ êó ëüòóðà Ãîìåëÿ
êî íöà  XVIII – íà÷àëà XX âåêà

â êî íòåêñòå âëèÿíèé åâðîïåéñêîé êóëüòóðû

Dr. art. Åëåíà Êóðòåíîê
Ñòàðøèé íàó÷íûé ñîòðóäíèê õóäîæåñòâåííîãî îòäåëà ìóçåÿ

ãîñóäàðñòâåííîãî èñòîðèêî-êóëüòóðíîãî ó÷ðåæäåíèÿ
«Ãîìåëüñêèé äâîðöîâî-ïàðêîâûé àíñàìáëü »

Èñòîðèÿ âòîðîãî ïî âåëè÷èíå è çíà÷èìîñòè àäìèíèñòðàòèâíî-
ïîëèòè÷åñêîãî è êóëü òóðíîãî öåíòðà Áåëàðóñè – ãîðîäà Ãîìåëÿ – ïåðå-
øàãíóëà 870-ëåòíèé ðóáåæ. Ñåãîäíÿ åãî õóäîæåñòâåííîå íàñëåäèå, òðà-
äèöèè è òâîð÷åñêèé ïîòåíöèàë ñîñòàâëÿåò âåñîìóþ ÷àñòü áåëîðóññêîé
êóëüòóðû, â òîì ÷èñëå ìóçûêàëüíîé â åå àêàäåìè÷åñêîé âåòâè. Íà ïðîòÿ-
æåíèè ñòîëåòèé ñâîåãî ðàçâèòèÿ îíà ñîïðèêàñàëàñü ñ êóëüòóðíûìè ôåíî-
ìåíàìè Ðîññèè, Ëèòâû, Ïîëüøè, Ó êðàèíû, à òàêæå Çàïàäíîé Åâðîïû.

Îñîáåííîñòüþ êóëü òóðíî-èñòîðè÷åñêîãî ôîðìèðîâàíèÿ Ã îìåëÿ
êîíöà XVIII  – ïåðâîé ïîëîâèíû XIX  âåêà, îòðàæàþùåé åãî ðåãèîíàëü-
íóþ ñïåöèôèêó , ÿâëÿåòñÿ ðàçâèòèå ãîðîäà «â ðóñëå åâðîïåéñêîé êóëüòóðû
Íîâîãî âðåìåíè» (Ìîðîçîâ 1997: 35).  Ñîöèîêóëü òóðíîé äîìèíàíòîé
ïðîöåññà ÿâèëàñü àðèñòîêðàòè÷åñêàÿ ñðåäà – äåÿòåëüíîñòü ïåðåäîâûõ
ïðåäñòàâèòåëåé ðóññêîãî äâîðÿíñòâà, ëè÷íîñòåé, âõîäèâøèõ â ãîñóäàð-
ñòâåííóþ ýëèòó ñâîåãî âðåìåíè : Ïåòðà Àëåêñàíäðîâè÷à è Íèêîëàÿ Ïåò-
ðîâè÷à Ðóìÿíöåâûõ è Èâàíà Ôåäîðîâè÷à Ïàñêåâè÷à. Â îòëè÷èå îò ïðåä-
ñòàâèòåëåé âûñøåãî ñîñëîâèÿ çàïàäíûõ òåððèòîðèé Áåëàðóñè, íàïðèìåð,
Îãèíñêèõ ( Àã³íñê³õ), Ñàïåã (Ñàïåãà¢), Ðàäçèâèëëîâ (Ðàäç³â³ëà¢), Òûøêå-
âè÷åé (Òûøêåâ³÷à¢) è äð. – íîñèòåëåé ëèòîâñêîé êóëü òóðíîé òðàäèöèè –
Ðóìÿíöåâû è Ïàñêåâè÷ áûëè ðåïðåçåíòàíòàìè ðó ññêîãî ñâåòñêîãî èñ-
êóññòâà, à òàêæå èñêóññòâà àðèñòîêðàòè÷åñêèõ ðåçèäåíöèé, îðèåíòèðî-
âàííûõ íà çàïàäíîåâðîïåéñêèå õóäîæåñòâåííûå öåííîñòè.

Äâîðöîâî-ó ñàäåáíàÿ êóëüòóðà àðèñòîêðàòèè â Ãîìåëå ñòàëà ôîðìè-
ðîâàòüñÿ ñ êîíöà XVIII  âåêà. Â 1775 ãîäó Åêàòåðèíà II  ïîæàëîâàëà «ìåñ-
òå÷êî» ôåëüäìàðøàëó Ï.  À. Ðóìÿíöåâó (1726– 1796) – òàëàíòëèâîìó âî-
åíà÷àëüíèêó, ãåðîþ ðóññêî-òóðåöêîé âîéíû . Ïðè íåì â Ã îìåëå íà÷àëîñü
ñòðîèòåëüñòâî äâîðöà (1777), êîòîðûé ÿâèëñÿ îäíèì èç ëó÷øèõ ïðèìå-
ðîâ êëàññè÷åñêîé äâîðöîâîé ïàëëàäèàíñêîé ïîñòðîéêè íå òîëüêî â Áåëà-
ðóñè, íî è â Ðîññèéñêîé èìïåðèè è Ïîëüøå. Ïîñëå ñìåðòè Ï.  À. Ðóìÿí-
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öåâà ãîðîä ïåðåøåë âî âëàäåíèå ê åãî ñûíó , ãîñóäàðñòâåííîìó êàíöëåðó
Ðîññèè è ìåöåíàòó – Í.  Ï.  Ðóìÿíöåâó (1754– 1826), «ñî âñòóïëåíèåì
êîòîðîãî â óïðàâëåíèå, äëÿ ìåñòå÷êà îòêðûëàñü íîâàÿ ýðà»  (Æóäðî 1911:
18). Èìåííî ïðè íåì Ã îìåëü ñòàíîâèòñÿ «îäíèì èç êóëü òóðíûõ öåíòðîâ
Ðîññèéñêîé èìïåðèè»  è «óíèêàëüíûì ÿâëåíèåì íå òîëüêî äëÿ Áåëàðó-
ñè, íî è äëÿ âñåé Åâðîïû» (Ìîðîçîâ 1997: 135).

Óæå ê íà÷àëó XIX  âåêà íà ìåñòå íåáîëüøîãî «ìåñòå÷êà» ïîÿâëÿåòñÿ
ðåãóëÿðíî ðàñïëàíèðîâàííûé è çàñòðîåííûé â ñòèëå êëàññèöèçìà ãî-
ðîä ñî âñåìè õàðàêòåðíûìè äëÿ íåãî àäìèíèñòðàòèâíûìè, õîçÿéñòâåí-
íûìè ôóíêöèÿìè è ñîîòâåòñòâóþùåé îáùåñòâåííîé äèôôåðåíöèàöèåé .
Êàê ñëåäñòâèå, ñîöèàëüíî ðàçâèòàÿ ñðåäà ñïîñîáñòâîâàëà ïîÿâëåíèþ
ìóçûêàëüíîãî ñîöèóìà è ðàñøèðåíèþ ãðàíèö ìóçûêàëüíîé äåéñòâèòåëü-
íîñòè ãîðîäà.

Íàðÿäó ñ ñîçäàíèåì àðõèòåêòóðíî-ïàðêîâûõ àíñàìáëåé, êîëëåêöè-
îíèðîâàíèåì ïðîèçâåäåíèé èñêó ññòâà, ñîáèðàíèåì áèáëèîòåê æèçíü â
äâîðÿíñêîé ó ñàäüáå âêëþ÷àëà â ñåáÿ çàíÿòèÿ ìóçûêîé è òåàòðîì. Ìóçû-
êàëüíûå ãîñòèíûå ÿâëÿëèñü îáÿçàòåëüíîé ÷àñòüþ óñàäåáíîãî äîìà: èã-
ðàëè ìóçûêàíòû-ëþáèòåëè è ïðîôåññèîíàëû-âèðòó îçû (Ëåïñêàÿ 1995:
75). Èìåííî àðèñòîêðàòè÷åñêàÿ ñðåäà ïðåäñòàâëÿëà è ïîääåðæèâàëà õó-
äîæåñòâåííóþ, â òîì ÷èñëå ìóçûêàëüíóþ êóëü òóðó, ïðîÿâëÿþùóþñÿ â
ëþáèòåëüñêîì ìóçèöèðîâàíèè, îðãàíèçàöèè êîíöåðòíî-ãàñòðîëüíîé
äåÿòåëüíîñòè â ãîðîäå è ìåöåíàòñòâå.

Ìíîãèå íà÷èíàíèÿ Í.  Ï.  Ðóìÿíöåâà â îáëàñòè ñîöèàëüíî-êóëü òóð-
íîãî ðàçâèòèÿ ãîðîäà áûëè ïðîäîëæåíû è È.  Ô. Ïàñêåâè÷åì. Â èñòîðèè
Ãîìåëÿ êíÿçü Ïàñêåâè÷ (1782 – 1856) ñòàë òðåòüèì ïîñëå ãðàôîâ Ï.  À. Ðó-
ìÿíöåâà è Í. Ï. Ðóìÿíöåâà âëàäåëüöåì, êîòîðûé çàíèìàë âûñîêîå ìåñòî
â ãîñóäàðñòâåííîé èåðàðõèè ñâîåãî âðåìåíè. Êàê è Ðóìÿíöåâû, êíÿçü
Ïàñêåâè÷ ïîêðîâèòåëüñòâîâàë ðàçâèòèþ ãîðîäà äî ñàìîé ñìåðòè. È õîòÿ
îí äåéñòâîâàë â íîâûõ èñòîðè÷åñêèõ óñëîâèÿõ (âðåìÿ ïðàâëåíèÿ Íèêî-
ëàÿ I  îòìå÷åíî íàñèëüñòâåííûì âíåäðåíèåì íà òåððèòîðèè áåëîðó ññêèõ
çåìåëü ðóññêîãî ÿçûêà è ðóññêîé êóëüòóðû), èì áûëè ñîõðàíåíû, âî-ïåð-
âûõ, ìåðû, íàïðàâëåííûå íà ýêîíîìè÷åñêîå è êóëü òóðíîå ïðîöâåòàíèå
Ãîìåëÿ; âî-âòîðûõ, áëàãîòâîðèòåëüíîñòü (ïîîùðåíèå íà óêè è èñêóññòâà)
(Ìîðîçîâ 1997: 132).

Ðàçâèòèå ñôåð ìóçûêàëüíîãî îáðàçîâàíèÿ è èñïîëíèòåëüñêîãî èñ-
êóññòâà â ãîðîäå â ïåðâîé ïîëîâèíû XIX  âåêà ñâÿçàíî ñ îðãàíèçàöèåé
ìóçûêàëüíîé øêîëû è îðêåñòðà. Íà÷àëî èõ ôóíêöèîíèðîâàíèÿ ÿâèëîñü
ñëåäñòâèåì îôèöèàëüíîãî çàïðåòà íà òåððèòîðèè Áåëàðó ñè äåÿòåëüíîñòè
îðäåíà èåçóèòîâ, êîòîðûé äî  êîíöà XVIII âåêà çíà÷èòåëüíî âëèÿë íà
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ïðîöåññ ðàñïðîñòðàíåíèÿ «óíèâåðñàëüíûõ, êàíîíè÷åñêèõ çàïàäíûõ
ôîðì îáðÿäíîñòè è ñîîòâåòñòâóþùèõ ìóçûêàëüíûõ òðàäèöèé, íà ðàç-
âèòèå ìóçûêàëüíîãî îáðàçîâàíèÿ è âîñïèòàíèÿ â Áåëàðó ñè» (Äîâíàð-
Çàïîëüñêèé  2003: 353).

Ïî ñâåäåíèÿì èññëåäîâàòåëÿ Àëåêñàíäðà Êîðîòååâà , â ãîìåëüñêîì
êîñòåëå, íàðÿäó ñ öåðêîâíîé óòâàðüþ, ñîõðàíèëèñü ìóçûêàëüíûå èíñòðó-
ìåíòû (2 êëàðíåòà, 2 ôàãîòà, 2 âàëòîðíû, 2 òðóáû, ëèòàâðû è ò. ä.), à òàê-
æå íîòû  – 22 ìàðøà, 21 ñèìôîíèÿ, 9 óâåðòþð, 27 ëèòàíèé, 3 Stabat Mater,
2 ìåññû è äð. (ïî îïèñè 1822 ã .). Â 1830 ãîäó ðåøåíèåì Ìîãèëåâñêîé
ðèìñêî-êàòîëè÷åñêîé êîíñèñòîðèè áûëî îòêðûòî ìóçûêàëüíîå ó÷åáíîå
çàâåäåíèå, öåëüþ êîòîðîãî ÿâëÿëîñü ðàçíîñòîðîííåå ìóçûêàëüíîå îáðà-
çîâàíèå (Êîðîòååâ 1987: 70). Â îðêåñòðå îáó÷àëèñü èãðå íà âñåõ ìóçû-
êàëüíûõ èíñòðóìåíòàõ, âõîäÿùèõ â åãî ñîñòàâ. Äëÿ ýòîãî îñóùåñòâëÿ-
ëàñü çàêóïêà íåîáõîäèìîãî èíñòðóìåíòàðèÿ è íîòíîãî ìàòåðèàëà. Ò àê, â
1833 ãîäó äëÿ îðêåñòðà áûëè ïðèîáðåòåíû: «ñèìôîíèè Ã àéäíà (Haydn),
Âðàíèöêîãî (Wranitzky ), Êàëèâîäû (Kalivoda), Êàìèíñêîãî (Kamieñski),
Êþôôíåðà (Kuffner), Ðèñà (Ries), Ðîìáåðãà (Romberg); óâåðòþðû Ìî-
öàðòà (Mozart ), Áåòõîâåíà (Beethoven), Âåáåðà (Weber), Øïîðà (Spohr),
Ôåñêà (Fesc), Øíàéäåðà  (Schneider); ìåññû Áàóýðà (Bauer), Áþãëåðà
(Bügler), Àíòîíîëèíè (Antonolini ), Âîëåòòè (Voletti ), Ãàéäíà (Haydn),
Ãóììåëÿ (Hummel), Ýéñëåðà (Eisler); îïåðû Çåìÿíîâñêîãî (Ziemianski),
Ñàêêèíè (Sacchini); ñî÷èíåíèÿ, íàïèñàííûå ñïåöèàëüíî äëÿ äóõîâîãî
îðêåñòðà: «Ìàðø» Õ.  Ýááå (H. Ebbe) íà äåâÿòü èíñòðóìåíòîâ, «Ìàðø»
É.  Êþôôíåðà (J. Kuffner) íà 16 èíñòðóìåíòîâ» (Êîðîòååâ 1987: 72).

Òàêèì îáðàçîì, â èñïîëíèòåëüñêîé ïðàêòèêå îðêåñòðà ïðîñëåæè-
âàåòñÿ ïðèñóòñòâèå çàïàäíîåâðîïåéñêèõ (àâñòðèéñêèõ, íåìåöêèõ,
ïîëüñêèõ è ÷åøñêèõ) ìóçûêàëüíûõ òðàäèöèé âòîðîé ïîëîâèíû XVIII  –
íà÷àëà XIX âåêà.

Àêòèâíàÿ êîíöåðòíàÿ äåÿòåëüíîñòü êîëëåêòèâà, êîòîðàÿ â áîëüøåé
ñòåïåíè íîñèëà ïðèêëàäíîé õàðàêòåð (îáñëóæèâàíèå ðåëèãèîçíûõ îáðÿ-
äîâ è ïðàçäíèêîâ, âûñòóïëåíèå íà áàëàõ, ìíîãî÷èñëåííûõ òîðæåñòâàõ è
îôèöèàëüíûõ öåðåìîíèÿõ, ó÷àñòèå â òåàòðàëüíûõ ïîñòàíîâêàõ), ñïîñîá-
ñòâîâàëà ðàçâèòèþ èñïîëíèòåëüñêîãî èñêóññòâà ó÷àùèõñÿ, ïðèîáðåòå-
íèþ èìè ïðîôåññèîíàëüíûõ íàâûêîâ. Âìåñòå ñ òåì, â ãîðîäå çàðîæäà-
ëèñü êîíöåðòíûå ôîðìû îðêåñòðîâîãî èñïîëíèòåëüñòâà. Ðàçíîîáðàçíûå
âûñòóïëåíèÿ òðåáîâàëè âàðüèðîâàíèÿ ñîñòàâà îðêåñòðà, à òàêæå ðàñøè-
ðåíèÿ åãî èñïîëíèòåëüñêèõ è õóäîæåñòâåííûõ âîçìîæíîñòåé çà ñ÷åò ââåäå-
íèÿ ñòðóííûõ ñìû÷êîâûõ èíñòðóìåíòîâ. Ïîýòîìó îáó÷åíèå â ìóçûêàëü-
íîé øêîëå áûëî ïîñòàâëåíî òàêèì îáðàçîì, ÷òî ïî÷òè âñå èñïîëíèòåëè
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â ðàâíîé ñòåïåíè âëàäåëè íàâûêàìè èãðû íà íåñêîëüêèõ èíñòðóìåíòàõ.
Íàïðèìåð, «À.  Êàìèíñêèé èãðàë íà êëàðíåòå, ñêðèïêå è àëü òå, ß. Îíîø-
êî – íà ôëåéòå è ñêðèïêå» (Êîðîòååâ 1987: 73).

Òàêèì îáðàçîì, ôóíêöèîíèðîâàâøèå â 1830-õ ãîäàõ â Ã îìåëå ìóçû-
êàëüíàÿ øêîëà è îðêåñòð ñïîñîáñòâîâàëè ðàçâèòèþ èñïîëíèòåëüñêîãî
èñêóññòâà ãîðîäñêèõ ìóçûêàíòîâ, ÷òî ÿâèëîñü îñíîâîé ðàñøèðåíèÿ è
îáîãàùåíèÿ êîíöåðòíîé ïðàêòèêè, îñâîåíèþ ìóçûêàëüíîãî îïûòà, íà-
êîïëåííîãî â åâðîïåéñêîé èíñòðóìåíòàëüíîé ìóçûêå.

Ê ñåðåäèíå XIX âåêà íà áåëîðóññêèõ çåìëÿõ ñôîðìèðîâàëàñü äîâîëüíî
çíà÷èòåëüíàÿ ãðóïïà ìóçûêàíòîâ-êîíöåðòàíòîâ, âûøåäøèõ èç ðàçíûõ
ñîöèàëüíûõ ñëîåâ, ìàñòåðñòâî êîòîðûõ íàõîäèëîñü íà âåñüìà âûñîêîì
óðîâíå:

«Èâàí è Ìèõàèë Ïîäîáåäîâû – èç êðåïîñòíûõ, Ò åîôèëÿ Þçåôîâè÷,
Àíòîí À áðàìîâè÷, Ìèõàèë Ã óçèêîâ – èç ðàçíî÷èííîé ñðåäû  [...],  íà ïóòü
ïðîôåññèîíàëüíîé äåÿòåëüíîñòè ñòàíîâÿòñÿ íåêîòîðûå äâîðÿíå (Èãíà-
òèé Ïîìàðíàöêèé, Íàïîëåîí Îðäà, Ñòàíèñëàâ Ìîíþøêî, Ôëîðèàí
Ìèëàäîâñêèé)» (Êàïèëîâ 2000: 15).

Áåëîðóññêèå ìóçûêàíòû íà÷èíàþò çàíèìàòü âåäóùèå ïîçèöèè â
êðóïíåéøèõ îðêåñòðàõ Ðîññèè è äðóãèõ ñòðàí, ïðîâîäÿò ãàñòðîëè ïî âñåé
Áåëàðóñè, ïðîíèêàÿ äàæå â ãëóáîêóþ ïðîâèíöèþ è ñîäåéñòâó ÿ ïîäúåìó
òàì ìóçûêàëüíîé êóëü òóðû. Òàê, â 1840–1850-õ ãîäàõ â Ãîìåëå ïîáûâàëè
ìèíñêèé êîìïîçèòîð è ïèàíèñò Ôëîðèàí Ìèëîäîâñêèé,  ìèíñêèé ñêðè-
ïà÷ è êîìïîçèòîð Ìèõàèë Åëüñêèé, ãðîäíåíñêèé îðãàíèñò , êîìïîçèòîð
è ïåâåö Èâàí Ãëèíñêèé, ìîãèëåâñêèé äèðèæåð Ë.  Ñêðàáåöêèé, ãðîäíåí-
ñêàÿ ñêðèïà÷êà Òåîôèëèÿ Þçåôîâè÷, ñëóöêèé ñêðèïà÷ Èâàí Ïîìàðíàö-
êèé è ðÿä äðóãèõ èçâåñòíûõ áåëîðóññêèõ ìóçûêàíòîâ. Â ýòî æå âðåìÿ â
ãîðîäå îñóùåñòâëÿë àêòèâíóþ êîíöåðòíóþ ïðàêòèêó è áûë ïîïóëÿðåí
«ñêðèïà÷-ëþáèòåëü Èâàí Êðóøåâñêèé, êîòîðûé ñòîÿë âî ãëàâå ìóçû-
êàëüíîé æèçíè ãîðîäà». Â åãî ðåïåðòóàðå áûëè ôàíòàçèÿ Àíðè  Âüåòàíà
íà òåìû èç îïåðû Àëåêñåÿ Âåðñòîâñêîãî Àñêîëüäîâà ìîãèëà è ðîìàíñ
Àëåêñàíäðà Àëÿáüåâà Ñîëîâåé. «Êîíöåðòû ïðîõîäèëè â çàëàõ äâîðÿíñ-
êîãî è êóïå÷åñêîãî êëóáîâ, à òàêæå â ãèìíàçèè è íà ïëîùàäè » (Áàíäà-
ðýíêà 1980: 4).

Âî âòîðîé ïîëîâèíå XIX  âåêà â ñèëó äåìîêðàòèçàöèè îáùåñòâåí-
íûõ îòíîøåíèé, èíòåíñèâíîãî ýêîíîìè÷åñêîãî è ñîöèàëüíî-êóëü òóð-
íîãî ðàçâèòèÿ ãîðîäà íàáëþäàåòñÿ óìåíüøåíèå âëèÿíèÿ ñâåòñêîé çíàòè
íà õóäîæåñòâåííóþ æèçíü Ãîìåëÿ, âçàèìîäåéñòâèå è âçàèìîïðîíèêíî-
âåíèå ðàíåå äîñòàòî÷íî îãðàíè÷åííûõ ñîñëîâíûõ óðîâíåé êóëü òóðû è,
êàê ñëåäñòâèå, øèðîêîå ðàñïðîñòðàíåíèå ìóçûêè â îáùåñòâå. Ïðè ýòîì
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êà÷åñòâåííî èíîé ñòàíîâèòñÿ ñòðóêòóðà ìóçûêàëüíîé êóëü òóðû ãîðîäà:
îòêðûâàþòñÿ ÷àñòíûå ìóçûêàëüíûå øêîëû, â îáùåîáðàçîâàòåëüíûõ
ó÷åáíûõ çàâåäåíèÿõ ïðåïîäàþòñÿ ìóçûêàëüíûå äèñöèïëèíû, ðàñøèðÿ-
åòñÿ ñåòü ìóçûêàëüíûõ ìàãàçèíîâ, ïîÿâëÿþòñÿ îáùåäîñòóïíûå êîíöåðò-
íûå è òåàòðàëüíûå çàëû; óñèëèâàåòñÿ ðîëü ïðîôåññèîíàëüíî ïîäãîòîâ-
ëåííûõ ìóçûêàíòîâ â ðàçâèòèè èñïîëíèòåëüñêîãî èñêó ññòâà, ôîðì è
ñïîñîáîâ ðàñïðîñòðàíåíèÿ ìóçûêè, îáðàçîâàíèÿ è êðèòèêè.

Õàðàêòåðèçóÿ óðîâåíü ðàçâèòèÿ áåëîðóññêèõ ãîðîäîâ âî âòîðîé ïî-
ëîâèíå XIX âåêà, èçâåñòíûé áåëîðóññêèé ýòíîãðàô Ïàâåë Øïèëåâñêèé
(Ïàâåë Øï³ëå¢ñê³) â Ïóòåøåñòâèè ïî Ïîëåñüþ è áåëîðóññêîìó êðàþ  ïèñàë:

«ß âñòðåòèë â íåêîòîðûõ äîìàõ æóðíàëû è ãàçåòû íå òîëüêî ðó ññêèå,
íî è ôðàíöóçñêèå. Ò àì ãîâîðèëè î Ã îãîëå, Æóêîâñêîì, Äèêêåíñå, è ÿ
ïîðàäîâàëñÿ òàêîìó ó ñïåõó îáðàçîâàíèÿ â Áåëàðóñè [...].  Íå ìåíåå çíà-
êîìà è ìóçûêà. ß ñàì áûë ñâèäåòåëåì, êàê èãðàëè â îäíîì äîìå òîëüêî
÷òî âûøåäøèå ïàðòèòóðû “ Ïðîðîêà ”, “ Ðèãîëåòòî”  è áåñ÷èñëåííûå ìåë-
êèå ïüåñêè» (Øïèëåâñêèé 1992: 79).

Â ýòî æå âðåìÿ â óñàäüáå Ïàñêåâè÷åé è â ãîðîäñêîé ñðåäå ïîëó÷èëà
ðàñïðîñòðàíåíèå îäíà èç åâðîïåéñêèõ ôîðì ìóçûêàëüíîé æèçíè – äî-
ìàøíåå è ñàëîííîå ìóçèöèðîâàíèå, äîìàøíèå êîíöåðòû.

Ìóçûêàëüíûå ãîñòèíûå íàðÿäó ñ êàðòèííûìè ãàëåðåÿìè, ïàðàäíûìè
ñòîëîâûìè è áàëüíûìè çàëàìè ÿâëÿëèñü îáÿçàòåëüíîé ÷àñòüþ ó ñàäåá-
íîãî äîìà (Ëåïñêàÿ 1995: 75). Ò àêàÿ ãîñòèíàÿ ñóùåñòâîâàëà è âî äâîðöå
Ïàñêåâè÷åé. Ñîãëàñíî Îïèñüþ íàëè÷íîñòè Ã îìåëüñêîãî çàìêà  çà 1892 è
1910 ãîäà, âî äâîðöå íàõîäèëèñü ðàçëè÷íûå ìóçûêàëüíûå èíñòðóìåíòû
è íîòíûé ìàòåðèàë. Ò àê, â Áîëüøîì êàáèíåòå  êíÿçÿ áûëè ðàçìåùåíû:
«ïèàíèíî ìåõàíè÷åñêîå îðåõîâîå ôàáðèêè Debain â Ïàðèæå», ê íåìó –
«øêàô îðåõîâûé ñ ïÿòüþ âûäâèæíûìè ïîëêàìè, çàêëþ÷àþùèõ 20 ÿùè-
êîâ ïüåñ ê ìåõàíè÷åñêîìó ïèàíèíî», «ðîÿëü êîíöåðòíûé îðåõîâîãî äå-
ðåâà â ñåìè îêòàâàõ ôàáðèêè Bösendorfer»1; â Êðàñíîé ãîñòèíîé  – «îðãàí
îðåõîâîãî äåðåâà áîëüøîé ñ çàñòåêëåííûìè äâåðöàìè ôàáðèêè Wiest in
Wien», ïðèâåçåííûé È. Ô. Ïàñêåâè÷åì â êîíöå 1840-õ ãîäîâ èç Âàðøàâû,
«òðè øêàôà îðåõîâîãî äåðåâà, çàêëþ÷àþùèõ 24 ìóçûêàëüíûõ âàëà ê îðãà-
íó», «îðãàí êðàñíîãî äåðåâà ñ 6 âàëàìè», «ïèàíèíî ïàëèñàíäðîâîãî äå-
ðåâà ôàáðèêè Hölling et Spangenberg, Lutz-Leipzig ñ äâóìÿ áðîíçîâûìè
âûçîëî÷åííûìè áðà äëÿ ñâå÷åé», «îðãàí-ïèàíèíî ïàëèñàíäðîâîãî äå-

1 Îïèñü íàëè÷íîñòè Ã îìåëüñêîãî Çàìêà Ñâåòëåéøåãî êíÿçÿ Âàðøàâñêîãî ãðàôà
Ô. È. Ïàñêåâè÷, ñîñò. â 1891– 1892 ãîäàõ. Õðàíèòñÿ â Ìóçåå Ãîìåëüñêîãî äâîðöî-
âî-ïàðêîâîãî àíñàìáëÿ. Ôîíä 9, äåëî ¹ 1, ñ. 80.
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ðåâà ñ 17 ðåãèñòðàìè ôàáðèêè Debain a Paris»2, «ôèñãàðìîíèÿ ìàëåíü-
êàÿ íîæíàÿ» , «ïèàíèíî ôàáðèêè M. Wette et Jöhne ñ ýëåêòðè÷åñêèì äâè-
ãàòåëåì», ê íåìó –  «øêàô÷èê ñ 27 íîòàìè» 3. Â êîìíàòå ¹  13, èìåíó åìîé
â îïèñè òåàòð, òàêæå íàõîäèëñÿ «ðîÿëü èç îðåõîâîãî äåðåâà ôàáðèêè
Ëèõòåíòàëÿ»4. Ýòà êîìíàòà ïðåäíàçíà÷àëàñü äëÿ ïðîâåäåíèÿ ëþáèòåëü-
ñêèõ ìóçûêàëüíî-òåàòðàëüíûõ âå÷åðîâ ñ ó÷àñòèåì õîçÿåâ è ïðèãëàøåí-
íûõ ãîñòåé. Ïîäîáíûå âå÷åðà Ïàñêåâè÷è îðãàíèçîâûâàëè è â ñâîåì äîìå
íà Àíãëèéñêîé íàáåðåæíîé â Ïåòåðáóðãå. Êðîìå òîãî, ñîáðàíèå êíèã è
ìàòåðèàëîâ ïî ìóçûêàëüíîìó èñêó ññòâó áèáëèîòåêè Èðèíû Èâàíîâíû
Ïàñêåâè÷ – ïîñëåäíåé âëàäåëèöû Ã îìåëüñêîé ó ñàäüáû – ñâèäåòåëüñòâóåò
î òîì, ÷òî îíà îáëàäàëà òîíêèì ìóçûêàëüíûì âêó ñîì è âíèìàòåëüíî
îòíîñèëàñü ê òîìó , ÷òî ïðîèñõîäèëî â ìóçûêàëüíîì ìèðå ðàçëè÷íûõ
ñòðàí.

Çíà÷èòåëüíûé ðîñò òåððèòîðèè ãîðîäà âî âòîðîé ïîëîâèíå XIX  âåêà
è óâåëè÷åíèå åãî íàñåëåíèÿ âûçâàëè ðàçâèòèå øêîëüíîãî ïðîñâåùåíèÿ
â Ãîìåëå , è ýòî ñûãðàëî áîëüøóþ ðîëü â ðàñïðîñòðàíåíèè ìóçûêàëüíûõ
çíàíèé (Æ óäðî 1911: 31). Ïðåïîäàâàíèå ìóçûêè âåëîñü â ìóæñêîé è æåí-
ñêîé ïðîãèìíàçèÿõ (ñ 1897 ãîäà – ãèìíàçèÿõ). Ó ÷àùèõñÿ îáó÷àëè öåð-
êîâíîìó è ñâåòñêîìó ïåíèþ, äàâàëè çíàíèÿ íîòíîé ãðàìîòû è âîçìîæ-
íîñòü îñâîåíèÿ ìóçûêàëüíûõ èíñòðóìåíòîâ (Æ óäðî 1911: 36). Ôàêòîëî-
ãè÷åñêèé ìàòåðèàë, ñîäåðæàùèéñÿ â îò÷åòàõ ìóæñêîé ïðîãèìíàçèè ñ
1866 ïî 1901 ãîä, äàåò âîçìîæíîñòü ïðîàíàëèçèðîâàòü ñèñòåìó è êà÷å-
ñòâåííûé óðîâåíü ïðåïîäàâàíèÿ ìóçûêè, ïðîñëåäèòü ëèíèþ ðàçâèòèÿ
èñïîëíèòåëüñêîãî èñêó ññòâà, åãî âèäû, ôîðìû è ðåïåðòóàðíûå ïðåäïî÷-
òåíèÿ. Òàê, èíñòðóìåíòàëüíàÿ (ôîðòåïèàííàÿ è îðêåñòðîâàÿ) ìóçûêà
áûëà ïðåäñòàâëåíà ïîïóëÿðíûìè ïðîèçâåäåíèÿìè êîìïîçèòîðîâ çàïàä-
íîåâðîïåéñêîé è ðó ññêîé øêîëû, à õîðîâàÿ – ðó ññêîé íàðîäíîé ïåñíåé
(Ìàêñèìîâ 1901 a: 45–68).

Ñëåäñòâèåì ïðîöåññà äåìîêðàòèçàöèè îáùåñòâåííûõ îòíîøåíèé â
êîíöå XIX  – íà÷àëå XX âåêà ñòàëî âîçíèêíîâåíèå â áåëîðó ññêèõ ãîðî-
äàõ ìóçûêàëüíûõ îáúåäèíåíèé, ïðè êîòîðûõ  îðãàíèçîâûâàëèñü ñïåöè-
àëüíûå ó÷åáíûå çàâåäåíèÿ, îòêðûâàëèñü ÷èòàëüíè è áèáëèîòåêè. Òàêèìè
îáúåäèíåíèÿìè ó ñòðàèâàëèñü «ìóçûêàëüíûå è ñèìôîíè÷åñêèå âå÷åðà,
ëåêöèè î æèçíè è òâîð÷åñòâå âåëèêèõ êîìïîçèòîðîâ è ìóçûêàíòîâ,

2 Òàì æå, ñ. 155.
3 Òàì æå, ñ. 154–156.
4 Îïèñü íàëè÷íîñòè Ã îìåëüñêîãî çàìêà È. Ïàñêåâè÷ çà 1910 ãîä. Õðàíèòñÿ â Ìóçåå

Ãîìåëüñêîãî äâîðöîâî-ïàðêîâîãî àíñàìáëÿ. Ôîíä 9, äåëî ¹ 2, ñ. 189.
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êîí öåðòû ñ ó÷àñòèåì ìåñòíûõ è ïðèãëàøåííûõ èñïîëíèòåëüñêèõ ñèë»
(Êàïèëîâ 2000: 15). Â Ãîìåëå Ìóçûêàëüíî-äðàìàòè÷åñêîå îáùåñòâî íà-
÷àëî ñâîþ äåÿòåëüíîñòü â 1909 ãîäó. Åãî ñîçäàíèå è ôóíêöèîíèðîâàíèå
ÿâèëîñü ñâèäåòåëüñòâîì è ñðåäñòâîì ðàñøèðåíèÿ ãðàíèö ìóçûêàëüíîé
êóëüòóðû è èñêóññòâà ãîðîäà. Ïåðåä åãî ÷ëåíàìè ñòîÿëè ñëåäóþùèå çà-
äà÷è: «à) ñîäåéñòâîâàòü æèòåëÿì ã. Ãîìåëÿ è åãî ó åçäà, ëþáèòåëÿì ìóçû-
êè è òåàòðà â ðàçâèòèè ñâîèõ ìóçûêàëüíûõ è ñöåíè÷åñêèõ ñïîñîáíîñ-
òåé; á)ðàçâèâàòü â ìåñòíîì îáùåñòâå ëþáîâü ê ìóçûêå è òåàòðó è èíòå-
ðåñ ê ïðîèçâåäåíèÿì èçÿùíîé ëèòåðàòóðû» (Æ óäðî 1911: 60–61). Â îáúå-
äèíåíèå âõîäèëè ëþäè ðàçíîãî ñîöèàëüíîãî ïîëîæåíèÿ è óðîâíÿ ìóçû-
êàëüíîé ïîäãîòîâêè (â íåì ñîñòîÿëè ïðîôåññèîíàëû è ëþáèòåëè).

Â ãîðîäñêîé ïåðèîäè÷åñêîé ïå÷àòè íà÷àëà XX âåêà (ãàçåòàõ Ïîëåñ-
ñêàÿ æèçíü, Ãîìåëüñêàÿ êîïåéêà) ñîäåðæàòñÿ ìàòåðèàëû, ñâèäåòåëüñòâó-
þùèå î òîì, ÷òî ðàçâèâàþùååñÿ â ýòî âðåìÿ ñèëàìè ìåñòíûõ ìóçûêàí-
òîâ èñïîëíèòåëüñêîå èñêó ññòâî áûëî ïðåäñòàâëåíî ðàçëè÷íûìè âèäàìè –
âîêàëüíûì, èíñòðóìåíòàëüíûì è äèðèæåðñêèì. Ïðè Ìóçûêàëüíî-äðà-
ìàòè÷åñêîì îáùåñòâå ðàáîòàë ñèìôîíè÷åñêèé îðêåñòð, ñîñòàâëåííûé
èç ïðîôåññèîíàëîâ è ëþáèòåëåé (äèðèæåð Ñåðãåé Çàõàðèí). Îðêåñòð
ìîæíî áûëî ñëûøàòü íà ðàçëè÷íûõ êîíöåðòíûõ ïëîùàäêàõ ãîðîäà. Àíà-
ëèç êîíöåðòíîãî ðåïåðòóàðà âûÿâèë åãî õóäîæåñòâåííóþ çíà÷èìîñòü.
Ïðîãðàììû âêëþ÷àëè ëó÷øèå ïðîèçâåäåíèÿ ðó ññêèõ è çàïàäíîåâðîïåé ñ-
êèõ êîìïîçèòîðîâ: Ò ðåòüþ è Ïÿòóþ ñèìôîíèè Ëþäâèãà âàí Áåòõîâåíà,
Íåîêîí÷åííóþ ñèìôîíèþ  Ôðàíöà Øóáåðòà, îðàòîðèþ Èëèÿ Ôåëèêñà
Ìåíäåëüñîíà , ôðàãìåíòû èç îïåðû Ëîýíãðèí  Ðèõàðäà Âàãíåðà, ïðîèçâå-
äåíèÿ Àëåêñàíäðà Áîðîäèíà, Ìèõàèëà Èïïîëèòîâà-Èâàíîâà, Ïåòðà
×àéêîâñêîãî, Äæàêîìî Ìåéåðáåðà (Áàíäàðýíêà 1980: 4). Ñèìôîíè÷åñ-
êèé îðêåñòð ñîïðîâîæäàë òåàòðàëüíûå ïîñòàíîâêè: «[...] áåíåôèñ òåàò-
ðàëüíîé òðóïïû Ë. Êîëîáîâà è ñïåêòàêëü “Ã àìëåò” ñîïðîâîæäàëñÿ îð-
êåñòðîì ïîä óïðàâëåíèåì Ñ. Çàõàðèíà» (Ìîìîñ 1911: 3).

Ïðè Ìóçûêàëüíî-äðàìàòè÷åñêîì îáùåñòâå ñóùåñòâîâàë õîð, ðó-
êîâîäèìûé îïûòíûì õîðìåéñòåðîì Íèêîëàåì Ýðëèêîì. Â êîíöåðòàõ
îáùåñòâà òàêæå ïðèíèìàëè ó÷àñòèå ìåñòíûå ñîëèñòû – «ïèàíèñòû
È. Ñòàðîáèíñêèé, Ë. Ìîñêîâåíêî, Ð . Ðàâèêîâè÷, ñêðèïà÷ Ç. Áðóê, Ã. Ïåâ-
çíåð, ïåâåö Èâàí÷åíêî, à òàêæå òðèî èç ñêðèïêè, ôëåéòû è ðîÿëÿ (ãã . Çà-
õàðèí, Âàãíåð è Ðîìåíñêèé)» (Ìîìîñ 1911: 3).

Ó÷àñòèå â ðàáîòå îáùåñòâà ïîñëóæèëî îòäåëüíûì åãî ÷ëåíàì (Çàõà-
ðèíó, Áðóê, Ïåâçíåðó , Ýðëèêó) îñíîâîé äëÿ äàëüíåéøåé òâîð÷åñêîé è
îáùåñòâåííîé äåÿòåëüíîñòè, êîòîðàÿ áûëà ïðîäîëæåíà ïîñëå 1917 ãîäà
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óæå â íîâûõ èñòîðèêî-ïîëèòè÷åñêèõ ðåàëèÿõ íà ïðîôåññèîíàëüíîé îá-
ðàçîâàòåëüíîé îñíîâå.

Âûïîëíÿÿ çàäà÷ó ìóçûêàëüíîãî ïðîñâåòèòåëüñòâà, ÷ëåíû îáùåñòâà
ôîðìèðîâàëè ìóçûêàëüíî-ýñòåòè÷åñêèå âêó ñû æèòåëåé ãîðîäà. Çíà÷è-
ìûé âêëàä â ðàçâèòèå ìóçûêàëüíîé êóëü òóðû è èñïîëíèòåëüñêîãî èñ-
êóññòâà Ãîìåëÿ âíåñ Ñåðãåé  Çàõàðèí (âûïó ñêíèê Âàðøàâñêîé êîíñåðâà-
òîðèè). Â 1907 ãîäó èì áûë ñîçäàí ñèìôîíè÷åñêèé îðêåñòð, à òàêæå ïåð-
âàÿ â ãîðîäå ÷àñòíàÿ ìóçûêàëüíàÿ øêîëà. Íà ñòðàíèöàõ ìåñòíîé ïåðèî-
äè÷åñêîé ïå÷àòè (â ãàçåòàõ Ãîìåëüñêàÿ êîïåéêà, Ïîëåññêàÿ æèçíü) ïîä
êðèïòîíèìàìè Ñ. Ç., Ñ. Ç-ú, ïîä ïñåâäîíèìîì Ñ. Çëàòèí ïå÷àòàëèñü åãî
îòêëèêè íà ñèìôîíè÷åñêèå êîíöåðòû, îïåðíûå ïîñòàíîâêè, âûñòóïëå-
íèÿ ñîëèñòîâ. Áûë îí è ïîñòîÿííûì êîððåñïîíäåíòîì ìîñêîâñêîãî èç-
äàíèÿ Ðàìïà è æèçíü , êóäà ïåðåñûëàë ñòàòüè î çíà÷èòåëüíûõ ñîáûòèÿõ â
ìóçûêàëüíî-òåàòðàëüíîé æèçíè Ã îìåëÿ (Ìàçàí iê 2006: 15).

Ìíîãîãðàííîñòü ôîðì êîíöåðòíîé æèçíè íå ìîãëà íå âîçäåéñòâî-
âàòü íà ðàçâèòèå ïðîôåññèîíàëüíîãî ìóçûêàëüíîãî îáðàçîâàíèÿ. Â Ã î-
ìåëå ê 1911 ãîäó ñóùåñòâîâàëî íåñêîëüêî «ïðîôåññèîíàëüíûõ øêîë,
ñîñòîÿùèõ â âåäåíèè Ìèíèñòåðñòâà âíóòðåííèõ äåë», à èìåííî: âûøå
íàçâàííàÿ ìóçûêàëüíàÿ øêîëà Ñ.  Çàõàðèíà (ñ 1907), ôîðòåïèàííûå è
ñêðèïè÷íûå êëàññû Áîðèñà Ðîçåíáëþìà è Àëåêñàíäðîâñêîé (ñ 1908)
(Æóäðî 1911: 34), ôîðòåïèàííûå êëàññû Ðàáåöà 5 (Ãîìåëüñêèé òåàòðàëü-
íî-ìóçûêàëüíûé âåñòíèê  1914: 3). Îáðàçîâàòåëüíûé ñòàòóñ ïåäàãîãîâ
(Ðîçåíáëþì îêîí÷èë Ëåéïöèãñêóþ Êîðîëåâñêóþ êîíñåðâàòîðèþ) è ãà-
çåòíûå ðåöåíçèè ïîçâîëÿþò ñóäèòü î âûñîêîì óðîâíå ïîäãîòîâêè ó÷à-
ùèõñÿ. Òàê, â ñîõðàíèâøåìñÿ îòçûâå ãàçåòû Ïîëåññêàÿ æèçíü íà êîíöåðò
ôîðòåïèàííîãî êëàññà Ðîçåíáëþìà ïèøåòñÿ: « [...] íîìåðà, èñïîëíåí-
íûå êîíöåðòèðóþùèìè, áèñèðîâàëèñü» ( Ìåñòíàÿ æèçíü  1910: 2).

Âìåñòå ñ òåì, áûëè âîñòðåáîâàíû è ÷àñòíûå óðîêè ìóçûêè. Íà ñòðà-
íèöàõ Ãîìåëüñêîãî òåàòðàëüíî-ìóçûêàëüíîãî âåñòíèêà , íàéäåííîãî íàìè
â êðàåâåä÷åñêîì îòäåëå Ãîìåëüñêîé îáëàñòíîé áèáëèîòåêè, ìîæíî ïðî-
÷åñòü îáúÿâëåíèå î òîì, ÷òî «ó÷èòåëü ìóçûêè Åëèñàâåòãðàäñêîãî äóõîâ-
íîãî ó÷èëèùà È.  Íîäåëüìàí äàåò óðîêè ìóçûêè: ñïåöèàëüíî íà ñêðèïêå
è òåîðèÿ ìóçûêè. Æåëàþùèå ìîãóò ïîëó÷èòü ïðàâèëüíîå ìóçûêàëüíîå
ó÷åíèå ïî ìåòîäå Øåâ÷èêà, èëè Ñàíêò-Ïåòåðáóðãñêîé êîíñåðâàòîðèè
çà 1-é è 2-é êóðñ» (Ãîìåëüñêèé òåàòðàëüíî-ìóçûêàëüíûé âåñòíèê  1914:5).

Ïðåäëàãàåòñÿ îáó÷åíèå èãðå íà äðóãèõ îðêåñòðîâûõ èíñòðóìåíòàõ,
ñîñòàâëåíèå ëþáèòåëüñêèõ êâàðòåòîâ, à òàêæå óðîêè èãðû íà ìàíäîëèíå

5 Èìåíà Àëåêñàíäðîâñêîé è Ðàáåöà íåèçâåñòíû.
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è ãèòàðå, ñîñòàâëåíèå îðêåñòðîâ ìàíäîëèíèñòîâ è ãèòàðèñòîâ. Íà ñòðà-
íèöàõ ãàçåòû Ïîëåññêàÿ æèçíü òàêæå ðàçìåùàëèñü ÷àñòíûå ïðåäëîæå-
íèÿ îáó÷åíèþ ìóçûêå: «Îêîí÷èâøàÿ Âàðøàâñêóþ êîíñåðâàòîðèþ Ýìè-
ëèÿ Áëÿíí, äàåò óðîêè ìóçûêè» ( Ìåñòíàÿ æèçíü  1911: 1).

Òàêèì îáðàçîì, ðàçâèòèå ìóçûêàëüíîé êóëü òóðû è èñêóññòâà Ãîìåëÿ
ñ êîíöà XVIII äî íà÷àëà XX âåêà ïðîèñõîäèëî íà áàçå çàïàäíîåâðîïåéñ-
êîãî è ðó ññêîãî õóäîæåñòâåííîãî íàñëåäèÿ. Ê íà÷àëó XX âåêà â ãîðîäå
ñôîðìèðîâàëñÿ è äîìèíèðîâàë ìóçûêàëüíî-ïðîôåññèîíàëüíûé ïëàñò
êóëüòóðû. Äåÿòåëüíîñòü ïðîôåññèîíàëüíûõ ìóçûêàíòîâ ñîçäàâàëà è
îõâàòûâàëà âåñü ñïåêòð ìóçûêàëüíûõ öåííîñòåé è âèäîâ æèçíåäåÿòåëü-
íîñòè – îò èñïîëíèòåëüñòâà äî ïåäàãîãèêè, íàñûùàÿ ñîáîé ïî÷òè âñå
ñîöèîêóëü òóðíûå îáðàçîâàíèÿ è îáåñïå÷èâàÿ èõ ôóíêöèîíèðîâàíèå.

Musical Culture in Gomel at the Turn of the 19 th/20 th Century
in the Context of Influences of the European Culture

Jelena Kurtenok

Summary

The present paper reviews the particular qualities of the formation and
the development of musical culture in Gomel at the turn of the 19th/20th

century that has a close link with the cultural phenomena of Russia, Lithuania,
Poland, Ukraine and Western Europe.

The dominant sociocultural feature of the first part of the 19th century
was the activity of Russian noble aristocracy – Piotr Rumyantsev, Nikolay
Rumyantsev and Ivan Paskevich. They represented and supported artistic
and musical amateur culture by organizing their concert tours in the city
and patronship.

The performance of concert orchestra forms originated when Gomel
musical school and orchestra had been organized in the 1830s. One can
discover the presence of mid 18th through early 20th century musical traditions
of Western and Central Europe, especially of Austrian, German, Polish, and
Czech performers.

In the second part of the 19th century, due to the democratic relationship
in the society, the nobility’s influence on the artistic life of Gomel was
decreasing, the bars that were previously limited became very popular in
musical society then. The quality of musical culture of the city was also
viewed: private musical schools were opened, music was taught in educational
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institutions, musical stores were growing in number, public concert and
theatre halls appeared, the role of professional musicians in performing,
musical education and criticism became much stronger.

Parlour music and concerts that were common in Western society became
popular in Paskevich estate and in city environment. According to the inven-
tory cash of Gomel castle for 1892 and 1910, there were different musical
instruments and materials in the palace. The significant increase of Gomel
territory and its population promoted school education that encouraged the
spread of musical knowledge. The teaching proceeded in male and female
progymnasiums. Students were taught church and secular singing, and playing
instruments.

The music and drama society appeared in Gomel in 1909. The main
idea of its members was to form the citizens’ aesthetic tastes. There was a
symphonic professional and amateur orchestra (the conductor Sergey Zakha-
rov). The analysis of its activities showed its artistic importance.

The variety forms of concert life affected the development of professional
musical education. By 1911, in Gomel there were several professional musical
schools; they were administered by the Ministry of Internal Affairs. Private
lessons were also popular. The activity of professional musicians created
and covered the entire spectrum of musical values and its types – from per-
forming to teaching, enriching almost all socio-cultural forms and ensuring
their functioning.
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Ñòàðøèé íàó÷íûé ñîòðóäíèê Öåíòðà èññëåäîâàíèé

áåëîðóññêîé êóëüòóðû, ÿçûêà è ëèòåðàòóðû
Íàöèîíàëüíîé àêàäåìèè íàóê Áåëàðóñè,

äîöåíò Áåëîðóññêîé ãîñóäàðñòâåííîé àêàäåìèè èñêóññòâ

Ìóçûêàëüíàÿ êóëü òóðà íà òåððèòîðèè ñîâðåìåííîé Áåëàðó ñè èçäàâ-
íà ðàçâèâàëàñü â ðóñëå òðàäèöèé åâðîïåéñêîé ìóçûêàëüíîé öèâèëèçàöèè.
Íà÷àëî ñòàíîâëåíèÿ ìóçûêàëüíîãî ïðîôåññèîíàëèçìà íà Áåëàðó ñè óõî-
äèò âãëóáü âåêîâ, à öåëîñòíàÿ ñèñòåìà ìóçûêàëüíîãî  ïðîôåññèîíàëèçìà
áûëà ñîçäàíà â ñîâåòñêîå âðåìÿ èñòîðèè. Â ïåðèîä, êîòîðûé ñòîèò â öåíòðå
íàøåãî âíèìàíèÿ , ïðîöåññ ôîðìèðîâàíèÿ ïðîôåññèîíàëüíîé ìóçûêàëü-
íîé êóëü òóðû èìåë îñîáåííîñòè, îïðåäåëÿåìûå ñïåöèôèêîé ìóçûêàëü-
íîé æèçíè, äåòåðìèíèðîâàííîé, â ñâîþ î÷åðåäü, èçâåñòíûìè ñëîæèâ-
øèìèñÿ ñîöèîèñòîðè÷åñêèìè ó ñëîâèÿìè 1. Â ýòî âðåìÿ îáðàçîâàëàñü
«îñîáàÿ õóäîæåñòâåííàÿ îáùíîñòü – ðåãèîíàëüíîå èñêó ññòâî, îïèðàþ-
ùååñÿ íà ïîëèëèíãâèñòè÷åñêóþ è ïîëèýòíè÷åñêóþ îñíîâó » (Êóëåøîâà
1990: 6).

Áåëîðóññêèå èññëåäîâàòåëè, îáðàùàÿñü ê òåìå èñòîðèè ìóçûêàëü-
íîé êóëü òóðû íà òåððèòîðèè Áåëàðóñè XIX  – íà÷àëà XX âåêà, ïîñòîÿííî
ïîä÷åðêèâàþò åå âûñîêèé óðîâåíü, íåñìîòðÿ íà ñëîæíóþ ïîëèòè÷åñêóþ
ñèòóàöèþ, ñâÿçàííóþ ñ öåíçóðîé, îãðàíè÷èâàþùåé ðàçâèòèå íàöèîíàëü-
íîãî èñêó ññòâà; äåëàþò àêöåíò, ïî ïðåèìóùåñòâó , íà èñòîðèè îòêðûòèÿ
èëè áûòîâàíèÿ îòäåëüíûõ ïðîèçâåäåíèé; óòî÷íÿþò ôàêòû áèîãðàôèè
äåÿòåëåé ìóçûêàëüíîé êóëüòóðû; èçó÷àþò ìóçûêàëüíûå äîñòèæåíèÿ è
íàöèîíàëüíûé ýëåìåíò òâîð÷åñòâà àâòîðîâ XIX  âåêà áåëîðóññêîãî
ïðîèñõîæäåíèÿ, ó åõàâøèõ çà ðóáåæ, ãäå îíè «¢çáàãà÷àë³ ìàñòàöòâà ðîç-
íûõ êðà³í ³ íàðîäà¢»2 (Äàäç³¸ìàâà 2008: 409); âûÿâëÿþò íàöèîíàëüíûå

1 Íàçîâåì ïðèñîåäèíåíèå áåëîðó ññêèõ çåìåëü ê Ðîññèè â êîíöå XVIII âåêà;
äâå âîëíû íàöèîíàëüíî-îñâîáîäèòåëüíîãî äâèæåíèÿ è èõ ïîäàâëåíèå â 30-å è
60-å ãîäû XIX âåêà; îáùåäåìîêðàòè÷åñêèé ïîäúåì íà÷àëà XX âåêà.

2 Â ïåðåâîäå – «îáîãàùàëè èñêó ññòâî ðàçíûõ ñòðàí è íàðîäîâ». – Ã. Ö.
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èñòîêè òâîð÷åñòâà èçâåñòíûõ ïîëüñêî-ëèòîâñêî-áåëîðó ññêèõ êîìïîçè-
òîðîâ (ñðåäè íèõ Íàïîëåîí Îðäà, Ñòàíèñëàâ Ìîíþøêî è äð.) 3. Ïðè âñåé
çíà÷èìîñòè òàêîãî ðîäà èññëåäîâàíèé àêòóàëüíûì âèäèòñÿ  ðàññìîòðå-
íèå ãåíåçèñà, ñòðóêòóðû, ôóíêöèîíèðîâàíèÿ è ëîãèêè ðàçâèòèÿ ðåãèî-
íàëüíîé êóëü òóðû, äàþùåå ïðåäñòàâëåíèå î çàêîíîìåðíîñòÿõ ñóùåñòâî-
âàíèÿ ôåíîìåíà àêàäåìè÷åñêîé ìóçûê è4 â Áåëàðóñè. Ïîýòîìó îáúåêòîì
íàøåãî ïðèñòàëüíîãî âíèìàíèÿ ñòàíîâèòñÿ íå ñòîëüêî ñàìà ìóçûêà (êîì-
ïîçèòîðñêîå òâîð÷åñòâî), ñêîëüêî çíàíèå î ñïåöèôèêå åå «áûòèÿ» – èñ-
ïîëíèòåëüñòâà.

Ôîðìèðîâàíèå ïðîôåññèîíàëèçìà â ñôåðå àêàäåìè÷åñêîé ìóçûêè
îáóñëîâëåíî ìíîæåñòâîì ôàêòîðîâ, ñðåäè êîòîðûõ âûäåëèì ó ñâîåíèå
ïðèíöèïîâ ìóçûêàëüíîãî ìûøëåíèÿ, ìóçûêàëüíîãî ÿçûêà, æàíðîâîé
ñèñòåìû, èñïîëíèòåëüñêîé êóëü òóðû è êðèòåðèåâ õóäîæåñòâåííîñòè
åâðîïåéñêîé ìóçûêàëüíîé òðàäèöèè. Ìû ïðåäïðèìåì ïîïûòêó âûÿâèòü
âàæíåéøóþ ïàðàäèãìàëüíóþ 5 ñîñòàâëÿþùóþ ôîðìèðîâàíèÿ ìóçûêàëü-
íîãî ïðîôåññèîíàëèçìà íà áåëîðó ññêèõ çåìëÿõ ïîñðåäñòâîì ïðîáëåìà-
òèçàöèè àñïåêòîâ ìóçûêàëüíîé äåÿòåëüíîñòè â êîíòåêñòå ñîöèîèñòîðè-
÷åñêèõ ðåàëèé èññëåäóåìîãî âðåìåíè.

Èñòî÷íèêîâåä÷åñêàÿ áàçà äàííîé ðàáîòû ïðåäñòàâëÿåò ñîáîé øèðî-
êèé êðóã ìàòåðèàëîâ. Íàìè áûëè èñïîëüçîâàíû äâå ãðóïïû èñòî÷íèêîâ,
êîòîðûå âçàèìíî äîïîëíÿþò äðóã äðóãà â îáåñïå÷åíèè ôàêòè÷åñêîé áàçû
ðàáîòû. Ïåðâóþ ñîñòàâèëè îïóáëèêîâàííûå äîêóìåíòû è ìàòåðèàëû èç
çàðóáåæíûõ àðõèâîâ, âòîðóþ – íàéäåííûå íàìè â îòå÷åñòâåííûõ àðõè-
âîõðàíèëèùàõ.

3 Ñðåäè íèõ èññëåäîâàíèÿ Îëüãè Äàäèîìîâîé, Àëåêñàíäðà Êàïèëîâà, Íèêî-
ëàÿ Êóçüìèíè÷à, Ã àëèíû Ê óëåøîâîé, Åëåíû Ê óðòåíîê, Âåðû Ïðîêîïöîâîé,
Âèêòîðà Ñêîðîáîãàòîâà, Áîðèñà Íè÷êîâà, Íåëëè Ìàöàáåðèäçå, Îëüãè Ìîðîçî-
âîé è äð.

4 «Àêàäåìè÷åñêàÿ ìóçûêà, òî åñòü ìóçûêà Âûñîêàÿ, ýëèòàðíàÿ, íàñëåäóþùàÿ
è ïðîäîëæàþùàÿ êëàññè÷åñêèå òðàäèöèè, àäðåñîâàííàÿ ïîäãîòîâëåííîé ïóá-
ëèêå, öåëüþ êîòîðîé ÿâëÿåòñÿ ñîçäàíèå õóäîæåñòâåííîãî îáðàçà èëè ñèñòåìû
îáðàçîâ» (Ìäèâàíè 2012: 234).

5 Â äàííîì èññëåäîâàíèè íàìè ïðèìåíÿåòñÿ ïîíÿòèå ïàðàäèãìà â ñàìîì îá-
ùåì çíà÷åíèè, êîòîðîå îòëè÷àåòñÿ îò ïðèíÿòîé â íà óêå ñåìàíòèêè Òîìàñà Ê óíà
(Kuhn 1962). Ìû òðàêòó åì åãî â ðóñëå êîíöåïöèè Àëåêñàíäðà Äóãèíà êàê «îá-
øèðíûé êîìïëåêñ íåïðîÿâëåííûõ ó ñòàíîâîê, ïðåäîïðåäåëÿþùèõ ñàìó ìàíåðó
ïîíèìàíèÿ è ðàññìîòðåíèÿ ïðèðîäû ðåàëüíîñòè, êîòîðûå ìîãóò â îôîðìëåí-
íîì êà÷åñòâå ïîðîæäàòü ìíîãîîáðàçíûå ôèëîñîôñêèå, íà ó÷íûå, ðåëèãèîçíûå,
ìèôîëîãè÷åñêèå è êóëü òóðíûå ñèñòåìû è êîìïëåêñû» (Äóãèí 2002: 40–42).
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Â ñîâðåìåííîé áåëàðó ñèñòèêå ñîñóùåñòâóåò íåñêîëüêî ïîäõîäîâ ê
äàííîé ïðîáëåìå. Îäèí èç íèõ – ýòíè÷åñêèé, îïèðàþùèéñÿ íà àðåàë
ðàñïðîñòðàíåíèÿ áåëîðó ññêîãî ýòíîñà, ãðàíèöû êîòîðîãî íå ñîâïàäàþò
ñ ãîñóäàðñòâåííûìè. Äðóãîé – èñòîðè÷åñêèé, ïðåäïîëàãàþùèé âêëþ÷å-
íèå â ñôåðó èññëåäîâàòåëüñêîãî èíòåðåñà èñòîðè÷åñêèå ãðàíèöû Áåëà-
ðóñè ñîîòâåòñòâóþùåãî ïåðèîäà 6. Òðåòèé, êîòîðîãî ïðèäåðæèâàåìñÿ è
ìû, ïðåäïîëàãàåò âêëþ÷åíèå â ïîëå íà ó÷íîãî èíòåðåñà òåððèòîðèþ ñî-
âðåìåííîé Áåëàðó ñè.

Â íåäðàõ ðàçëè÷íûõ âèäîâ êîíöåðòíîé ïðàêòèêè (îò ñàëîííîãî
ìóçèöèðîâàíèÿ è ó÷åíè÷åñêèõ êîíöåðòîâ äî äåÿòåëüíîñòè âûäàþùèõñÿ
ãàñòðîëåðîâ) è ìóçûêàëüíîãî òåàòðà è íà òåððèòîðèè áåëîðóññêèõ çåìåëü
øåë ïðîöåññ ôîðìèðîâàíèÿ ìóçûêàëüíîãî ïðîôåññèîíàëèçìà, íàèáî-
ëåå óñòîé÷èâûì äèôôåðåíöèðóþùèì ïðèçíàêîì êîòîðîãî ÿâëÿåòñÿ îñî-
áûé, ïðîôåññèîíàëüíî îðèåíòèðîâàííûé òèï òâîð÷åñêîé äåÿòåëüíîñòè.
Ôîðìèðîâàíèå ìóçûêàëüíîãî ïðîôåññèîíàëèçìà îòðàæåíî â ñëåäóþùèõ
ïðîöåññàõ ìóçûêàëüíîé êóëü òóðû, îáåñïå÷èâàþùèõ îñíîâû ïðîôåññèî-
íàëèçìà, îïèðàþùåãîñÿ íà àêàäåìè÷åñêèå òðàäèöèè: àäàïòàöèÿ (óñâî-
åíèå çàïàäíîåâðîïåéñêèõ è ðó ññêèõ õóäîæåñòâåííûõ ìóçûêàëüíûõ òðàäè-
öèé), ðåïðîäóêöèÿ (êóëüòèâèðîâàíèå ïîòðåáíîñòè ïîâòîðÿòü ñîçäàííîå
â ñôåðå àêàäåìè÷åñêîé ìóçûêè â ïðîøëîì) è ðåàäàïòàöèÿ (àêòóàëèçè-
ðóþùàÿ õóäîæåñòâåííûé îïûò äàííîé êóëü òóðû, íàïðàâëåííàÿ íà âîñ-
ñòàíîâëåíèå óòåðÿííûõ â èçâåñòíûõ ñîöèîèñòîðè÷åñêèõ îáñòîÿòåëüñòâàõ
XIX – íà÷àëà XX âåêà ðàíåå óñâîåííûõ õóäîæåñòâåííûõ òðàäèöèé). Îáðà-
òèìñÿ ê ôîðìàì «áûòèÿ» àêàäåìè÷åñêîé ìóçûêè íà áåëîðó ññêèõ çåìëÿõ
èññëåäóåìîãî ïåðèîäà. Êàê íàèáîëåå çíà÷èìûå äëÿ ñòàíîâëåíèÿ ïðîôåñ-
ñèîíàëüíîé ìóçûêàëüíîé êóëü òóðû èññëåäóåìîãî ðåãèîíà, âûäåëÿþòñÿ
ñëåäóþùèå íàïðàâëåíèÿ: êîíöåðòíî-ïðîñâåòèòåëüñêàÿ è ìóçûêàëüíî-
îáùåñòâåííàÿ äåÿòåëüíîñòü ; ìóçûêàëüíî-òåàòðàëüíîå è êîíöåðòíî-èñïîë-
íèòåëüñêîå èñêóññòâî; âûñòóïëåíèÿ ñàìîäåÿòåëüíîñòè  è ìóçèöèðîâàíèå
ïðîñâåùåííîãî ëþáèòåëüñòâà.

Ê î í ö å ð ò í î - ï ð î ñ â å ò è ò å ë ü ñ ê à ÿ  è  ì ó ç û ê à ë ü í î - î á ù å -
ñ ò â å í í à ÿ  ä å ÿ ò å ë ü í î ñ ò ü  îñóùåñòâëÿëàñü ñèëàìè ÷ëåíîâ ðàçëè÷íûõ
ìóçûêàëüíî-îáùåñòâåííûõ îáúåäèíåíèé,  äåÿòåëüíîñòü êîòîðûõ íà òåððè-

6 Â èíòåðåñóþùèé íàñ ïåðèîä XIX – íà÷àëà XX âåêà àäìèíèñòðàòèâíî-òåð-
ðèòîðèàëüíîå äåëåíèå íåñêîëüêî ðàç èçìåíÿëîñü. Ò àê, ýòî ïðîèçîøëî â ñâÿçè ñ
âêëþ÷åíèåì çåìåëü Áåëàðó ñè â ñîñòàâ Ðîññèè â ðåçóëüòàòå òðåõ ðàçäåëîâ Ðå÷è
Ïîñïîëèòîé êîíöà XVIII âåêà, â ðåçóëü òàòå êîòîðîãî ïÿòü áåëîðó ññêèõ ãóáåð-
íèé âõîäèëè â ñîñòàâ Ðîññèéñêîé Èìïåðèè.
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òîðèÿõ áåëîðóññêèõ ãóáåðíèé áîëüøîå çíà÷åíèå ïðèîáðåëà ñ íà÷àëà 80-õ
ãîäîâ XIX ñòîëåòèÿ 7. Øèðîêèé ñïåêòð îñóùåñòâëÿåìîé äåÿòåëüíîñòè îïðå-
äåëÿë èõ ìíîãîïðîôèëüíîñòü. Ò àê, êðîìå ðàáîòû ñïåöèàëüíûõ ñåêöèé
(íàïðèìåð, õîðîâîé èëè îðêåñòðîâîé, ïðåäïîëàãàþùåé îðãàíèçàöèþ
õîðà ëèáî îðêåñòðà èç ÷ëåíîâ îáùåñòâà), â ýòèõ îðãàíèçàöèÿõ ðåøàëèñü
çàäà÷è, ñâÿçàííûå ñ îáðàçîâàíèåì (ìóçûêàëüíûå êëàññû), ïðîñâåòèòåëü-
ñòâîì (ñîçäàíèå áèáëèîòåê è ïðîâåäåíèå ëåêöèé-êîíöåðòîâ), èñïîëíè-
òåëüñêîé ïðàêòèêîé (îðãàíèçàöèÿ êîíöåðòîâ, ãàñòðîëåé çàðóáåæíûõ
èñïîëíèòåëåé, âå÷åðîâ îòäûõà) è äð. Êðîìå ìóçûêàëüíûõ ñåêöèé, â ñî-
îòâåòñòâèè ñ óñòàâîì, ïðåäïîëàãàëèñü è äðóãèå âèäû õóäîæåñòâåííîãî
òâîð÷åñòâà: ëèòåðàòóðíîãî, äðàìàòè÷åñêîãî, õóäîæåñòâåííîãî 8.

Ïðîöåäóðà ðåãèñòðàöèè îáùåñòâåííûõ îáúåäèíåíèé áûëà âåñüìà
ñëîæíîé. Îñîáîãî âíèìàíèÿ çàñëóæèâàåò òîò ôàêò , ÷òî äëÿ ðåãèñòðàöèè
íåîáõîäèìî áûëî ïðèâåñòè ó ñòàâ â ñîîòâåòñòâèå ñ ñóùåñòâóþùèì â Ðîñ-
ñèè óñòàâîì Ðóññêîãî ìóçûêàëüíîãî îáùåñòâà, îðãàíèçîâàííîãî â
1859ãîäó â Ñàíêò-Ïåòåðáóðãå ïî èíèöèàòèâå Àíòîíà Ðóáèíøòåéíà è ïðè
ïîääåðæêå Âåëèêîé êíÿãèíè Åëåíû Ïàâëîâíû, óðîæäåííîé ïðèíöåññû
Âþðòåìáåðãñêîé, êîòîðûå ñïîñîáñòâîâàëè ïðèâíåñåíèþ â Ðîññèþ òðà-
äèöèé íåìåöêèõ ìóçûêàëüíî-îáùåñòâåííûõ 9 è îáðàçîâàòåëüíûõ ñòðóê-
òóð10 (Þäèíà 2011). Äåÿòåëüíîñòü ïðîøåäøèõ ãîñóäàðñòâåííóþ ðåãèñò-
ðàöèþ ìóçûêàëüíûõ è ìíîãîïðîôèëüíûõ îáùåñòâåííûõ îáúåäèíåíèé
ïîñòîÿííî êîíòðîëèðîâàëàñü öåíçóðîé, à ôîðìû êîíòðîëÿ ôèêñèðîâà -

7 Îá ýòîì ñâèäåòåëüñòâóþò ìàòåðèàëû ãîðîäñêîé õðîíèêè â ïåðèîäè÷åñêèõ
èçäàíèé òîãî âðåìåíè, ñðåäè êîòîðûõ âûäåëÿþòñÿ Ìèíñêèé ëèñòîê , Ìèíñêèé
ãîëîñ, Ìèíñêîå ñëîâî , Ìîãèëåâñêèå ãóáåðíñêèå âåäîìîñòè, Ãîìåëüñêèé òåàòðàëüíî-
ìóçûêàëüíûé âåñòíèê , Ñåâåðî-çàïàäíûé êðàé è äð.

8 Òàê, íàïðèìåð, Ìèíñêîå îáùåñòâî ëþáèòåëåé èçÿùíûõ èñêóññòâ  (1898) èìåëî
íå òîëüêî ìóçûêàëüíóþ, äðàìàòè÷åñêóþ è ëèòåðàòóðíóþ, íî è õóäîæåñòâåííóþ
ñåêöèþ (Íàöèîíàëüíûé èñòîðè÷åñêèé àðõèâ Áåëàðóñè, ôîíä 1416, îïèñü 2, åäèíèöà
õðàíåíèÿ 20942).

9 Êàê èçâåñòíî, â XIX âåêå â åâðîïåéñêèõ ñòðàíàõ âîçíèêëè ìíîãèå îðãàíèçà-
öèè, ñòàâÿùèå öåëüþ îáúåäèíåíèå ëþáèòåëåé ìóçûêè. Ñðåäè íèõ îñîáîå ìåñòî
çàíèìàëè õîðîâûå îáúåäèíåíèÿ ëèäåðòàôåëè (Ãåðìàíèÿ), Öþðèõñêèé ïåâ÷åñêèé
èíñòèòóò  (Øâåéöàðèÿ), Îðôåîí  (Ôðàíöèÿ), Êîðîëåâñêîå õîðîâîå îáùåñòâî
(Àíãëèÿ), îáùåñòâî Äóõîâíûå êîíöåðòû  (Àâñòðèÿ) è äð.

10 Òàê, íàïðèìåð, Ìèíñêîå ìóçûêàëüíîå îáùåñòâî  ñòàâèëî ïåðåä ñîáîé òàêèå
öåëè, êàê ñîäåéñòâèå ìóçûêàëüíîìó îáðàçîâàíèþ â Ìèíñêå, ðàçâèòèå ìóçûêàëü-
íîãî èñêó ññòâà è ïîîùåðåíèå ñïîñîáíûõ îòå÷åñòâåííûõ êîìïîçèòîðîâ è èñïîë-
íèòåëåé (Óñòàâ ìóçûêàëüíîãî îáùåñòâà â ã. Ìèíñêå  1880).
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ëèñü â óòâåðæäåííûõ Óñòàâàõ. Ñâîþ äåÿòåëüíîñòü ìíîãèå îáùåñòâà áûëè
âûíóæäåíû ïðåêðàòèòü ïî ïîëèòè÷åñêèì ïðè÷èíàì 11.

Ñèëàìè ìóçûêàëüíûõ îáùåñòâ îñâàèâàëñÿ êàê çàïàäíî-, òàê è âîñ-
òî÷íîåâðîïåéñêèé (âêëþ÷àÿ ðó ññêèé) ðåïåðòóàð øèðîêîãî ñòèëåâîãî
äèàïàçîíà, ÷òî ñâèäåòåëüñòâóåò î ïðîöåññå ñëóøàòåëüñêîé è èñïîëíè-
òåëüñêîé àäàïòàöèè àêàäåìè÷åñêîé ìóçûêè â øèðîêèõ êðóãàõ ìóçèöèðó-
þùèõ  ïð îñâåùå í íûõ  ëþáèòåëåé  ñ ó÷àñòèåì ïðîôåññèîíàëîâ. Ò àê,
îá ýòîì ñâèäåòåëüñòâóåò, íàïðèìåð, ïðîñâåòèòåëüñêàÿ íàïðàâëåííîñòü
êîíöåðòíîé äåÿòåëüíîñòè Ëèòåðàòóðíî-ìóçûêàëüíî-äðàìàòè÷åñêîãî
êðóæêà â ãîðîäå Ìîãèëåâå, îñíîâó ïðîãðàìì êîòîðîé ñîñòàâëÿëè ëó÷øèå
ïðîèçâåäåíèÿ ñèìôîíè÷åñêîé è îïåðíîé ìóçûêè ðó ññêèõ è çàðóáåæíûõ
êîìïîçèòîðîâ 12. Ïðîñâåòèòåëüñêàÿ íàïðàâëåííîñòü ïðîÿâëÿëàñü  è áëà-
ãîäàðÿ èñïîëíåíèþ  ïåðåëîæåíèé è òðàíñêðèïöèé 13. Âûïîëíÿëî îáùå-
ñòâî è ôóíêöèþ îðãàíèçàòîðà ãàñòðîëåé 14.

Êîíöåðòíî-ïðîñâåòèòåëüñêàÿ è ìóçûêàëüíî-îáùåñòâåííàÿ äåÿòåëü-
íîñòü  îáúåäèíåíèé îñóùåñòâëÿÿëñü áëàãîäàðÿ ýíòóçèàçìó èõ ÷ëåíîâ è
ðóêîâîäÿùèõ îðãàíîâ. Îáðàùàåò íà ñåáÿ âíèìàíèå òîò ôàêò , ÷òî ðóêî-
âîäèëè èìè âåñüìà óâàæàåìûå è àâòîðèòåòíûå æèòåëè ãîðîäîâ, â êîòî-
ðûõ ýòè îáùåñòâà ôóíêöèîíèðîâàëè ( Óñòàâ Ìîãèëåâñêîãî ìóçûêàëüíî-
äðàìàòè÷åñêîãî îáùåñòâà 1886).

11 Òàê, íàïðèìåð, Ìèíñêîå îáùåñòâî ëþáèòåëåé èçÿùíûõ èñêóññòâ (óñòàâ óòâåð-
æäåí â 1898 ãîäó), êîòîðîå èìåëî ëèòåðàòóðíóþ, äðàìàòè÷åñêóþ, ìóçûêàëüíóþ
è õóäîæåñòâåííóþ ñåêöèè, îòêðûòî ïîääåðæèâàëî ðåâîëþöèîííûå íàñòðîåíèÿ
ñîöèóìà: íà åå ìåðîïðèÿòèÿõ äîïó ñêàëèñü àíòèïðàâèòåëüñòâåííûå àêöèè. Ïî-
ýòîìó â 1906 ãîäó îíî áûëî ëèêâèäèðîâàíî. Ò àêàÿ æå ó÷àñòü ïîñòèãëà è åãî ïðà-
âîïðååìíèêà – Ìèíñêîå ëèòåðàòóðíî-àðòèñòè÷åñêîå îáùåñòâî , óñòàâ êîòîðîãî
áûë óòâåðæäåí â 1907 ãîäó (Íàöèîíàëüíûé èñòîðè÷åñêèé àðõèâ Áåëàðóñè, ôîíä 306,
îïèñü 1, åäèíèöà õðàíåíèÿ 2, ëèñòà 1–26).

12 Çâó÷àëà ìóçûêà Ôðèäåðèêà Øîïåíà, Ðîáåðòà Øóìàíà, Ôåðåíöà Ëèñòà,
Éîçåôà Ãàéäíà, Âîëüôãàíãà Àìàäåÿ Ìîöàðòà, Ëþäâèãà âàí Áåòõîâåíà, Ïåòðà
×àéêîâñêîãî, Ìèõàèëà Ã ëèíêè, Ñåðãåÿ Ðàõìàíèíîâà, Àíòîíà Ðóáèíøòåéíà,
Àëåêñàíäðà Ñêðÿáèíà è äð.

13 Òàê, íàïðèìåð, íà êîðíåò-ïèñòîíå áûëî èñïîëíåíî Miserere èç îïåðû Òðó-
áàäóð Äæóçåïïå Âåðäè è àðèÿ Çèáåëÿ èç îïåðû Ôàóñò Øàðëÿ Ãóíî; â ïåðåëîæå-
íèè äëÿ ðîÿëÿ, ôèñãàðìîíèè è ñòðóííîãî êâàðòåòà ïðîçâó÷àëà óâåðòþðà Ãèáðèäû
Ôåëèêñà Ìåíäåëüñîíà è ôðàãìåíòû èç Ñåìè ñëîâ Ñïàñèòåëÿ íà êðåñòå Éîçåôà
Ãàéäíà ( Îò÷åò î äåÿòåëüíîñòè Ëèòåðàòóðíî-ìóçûêàëüíî-äðàìàòè÷åñêîãî êðóæêà
â ãîðîäå Ìîãèëåâå çà âðåìÿ ñ 1 ñåíòÿáðÿ 1912 ãîäà ïî 1 ñåíòÿáðÿ 1913 ãîäà 1913).

14 Îò÷åò î äåÿòåëüíîñòè Ëèòåðàòóðíî-ìóçûêàëüíî-äðàìàòè÷åñêîãî êðóæêà â
ãîðîäå Ìîãèëåâå çà âðåìÿ ñ 1 ñåíòÿáðÿ 1912 ãîäà ïî 1 ñåíòÿáðÿ 1913 ãîäà (1913).
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Ïðîöåññ ñëóøàòåëüñêîé àäàïòàöèèè è èñïîëíèòåëüñêîé ðåöåïöèè
øåë äâóìÿ ïóòÿìè: íàðÿäó ñ îðãàíèçîâàííûìè îáùåñòâåííûìè îáúåäè-
íåíèÿìè êîíöåðòàìè âûäàþùèõñÿ ðó ññêèõ è çàðóáåæíûõ èñïîëíèòåëåé
â áåëîðóññêèõ ãóáåðíèÿõ, ìóçûêàëüíûå îáùåñòâà è êðóæêè ìíîãî ñäå-
ëàëè äëÿ ïðèçíàíèÿ è ïîïóëÿðíîñòè òàëàíòëèâûõ ìåñòíûõ ìóçûêàíòîâ.
Ñâèäåòåëüñòâîì òîìó , íàïðèìåð, ÿâëÿåòñÿ äåÿòåëüíîñòü  Ìèíñêîãî ìóçû-
êàëüíîãî îáùåñòâà  è Âèòåáñêîãî ìóçûêàëüíî-äðàìàòè÷åñêîãî êðóæêà.

Â öåëîì, ìóçûêàëüíî-îáùåñòâåííûå îáúåäèíåíèÿ ñîäåéñòâîâàëè
ïðîöåññàì ñòàíîâëåíèÿ ìóçûêàëüíîãî ïðîôåññèîíàëèçìà íà òåððèòî-
ðèÿõ áåëîðóññêèõ ãóáåðíèé íà óðîâíå ñëóøàòåëüñêîé è èñïîëíèòåëüñ-
êîé àäàïòàöèè, ðåïðîäóêöèè è ðåàäàïòàöèè çàïàäíîåâðîïåéñêîé è ðó ñ-
ñêîé àêàäåìè÷åñêîé ìóçûêàëüíîé òðàäèöèè.

Ì ó ç û ê à ë ü í î - ò å à ò ð à ë ü í î å  è ñ ê ó ñ ñ ò â î çàíèìàëî çíà÷èòåëü-
íîå ìåñòî â êóëü òóðå XIX – íà÷àëà XX âåêà15. Ïàíîðàìà ìóçûêàëüíî-
òåàòðàëüíîé æèçíè èññëåäóåìîãî ïåðèîäà âåñüìà ìíîãîïëàíîâà. Îäíîé
èç âàæíåéøèõ îñîáåííîñòåé ÿâëÿåòñÿ áîãàòñòâî, ðàçíîîáðàçèå è øèðîòà
äèàïàçîíà ïðåäëàãàåìîãî ïóáëèêå ðåïåðòóàðà. Ýòîìó ñïîñîáñòâîâàëî
ãåîãðàôè÷åñêîå ïîëîæåíèå áåëîðó ññêèõ çåìåëü, ñâÿçàííàÿ ñ íèì èíòåí-
ñèâíàÿ äåÿòåëüíîñòü ãàñòðîëüíûõ ìóçûêàëüíî-òåàòðàëüíûõ òðóïï (ôóí-
êöèîíèðóþùèõ íà îñíîâå ïðèíöèïîâ àíòðåïðèçû) è ñîöèîèñòîðè÷åñ-
êèå îáñòîÿòåëüñòâà, êîòîðûå ñîçäàâàëè áëàãîïðèÿòíûå óñëîâèÿ òî äëÿ
ïîëüñêèõ (äî 30-õ ãîäîâ), òî äëÿ çàïàäíîåâðîïåéñêèõ (ïîñëå ïîäàâëåíèÿ
âîññòàíèÿ â 30-õ ãîäàõ), òî äëÿ ðóññêèõ è ìàëîðóññêèõ (â ñâÿçè ñ ââåäåí-
íîé öåíçóðîé íà ðåïåðòóàð â 60-õ ãîäàõ) àíòðåïðèç. Âàæíåéøèì ðåçóëü-
òàòîì äåÿòåëüíîñòè àíòðåïðèç íà òåððèòîðèÿõ áåëîðó ññêèõ ãóáåðíèé
áûëî ôîðìèðîâàíèå ê íà÷àëó XX âåêà îñîáîé, ïîäãîòîâëåííîé ñëóøà-
òåëüñêîé àóäèòîðèè – öåíèòåëåé îïåðíîãî èñêóññòâà, ÷òî äëÿ áûòèÿ àêà-
äåìè÷åñêîé ìóçûêè â ñôåðå ìóçûêàëüíî-òåàòðàëüíûõ æàíðîâ èìåëî âàæ-
íåéøåå çíà÷åíèå è â êîíå÷íîì èòîãå ñïîñîáñòâîâàëî ôîðìèðîâàíèþ
ïðîôåññèîíàëèçìà. Ïðîñëåäèì ýòîò ïóòü íà êîíêðåòíûõ ïðèìåðàõ.

Â íà÷àëå XIX âåêà âïëîòü äî 30-õ ãîäîâ öåíòðàìè ìóçûêàëüíî-òåàò-
ðàëüíîé êóëüòóðû, ãäå øåë àäàïòèâíûé ïðîöåññ ïî ñëóøàòåëüñêîìó ó ñ-
âîåíèþ çàïàäíîåâðîïåéñêèõ îáðàçöîâ ìóçûêàëüíî-òåàòðàëüíîé êóëü òó-
ðû, áûëè, íàðÿäó ñ àíòðåïðèçàìè, ÷àñòíîâëàäåëü÷åñêèå òåàòðû. Îñíîâó
èõ ðåïåðòóàðà ñîñòàâëÿëè êîìè÷åñêèå îïåðû ôðàíöóçñêèõ, èòàëüÿíñêèõ

15 Â äàííîì ðàçäåëå ñòàòüè ìû â îñíîâíîì îïèðàåìñÿ íà èññëåäîâàíèÿ è ìà-
òåðèàëû, îïóáëèêîâàííûå Àëåêñàíäðîì Êàïèëîâûì (Êàïèëîâ 1986; 1990).
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è íåìåöêèõ àâòîðîâ 16. Ïîñòàíîâêè â ÷àñòíîâëàäåëü÷åñêèõ òåàòðàõ îñóùå-
ñòâëÿëèñü è êðåïîñòíûìè, è ïðèãëàøåííûìè ïðîôåññèîíàëàìè, è àðè ñ-
òîêðàòàìè-ëþáèòåëÿìè ìóçûêè. Ò àêèì îáðàçîì ïðîöåññ ñëóøàòåëüñêîé
àäàïòàöèè ñ òå÷åíèåì âðåìåíè ïåðåõîäèë â îáëàñòü ìóçûêàëüíî-òåàò-
ðàëüíîãî èñïîëíèòåëüñòâà. Â öåëîì, ê 40-ì ãîäàì ñîçðåëè ó ñëîâèÿ, êîãäà
ïîÿâèëèñü «îñîáûå ôîðìû ìóçûêàëüíî-äðàìàòè÷åñêèõ æàíðîâ, ñìåøàí-
íûé õàðàêòåð ÿçûêà è ìóçûêè êîòîðûõ íå ïîçâîëÿë îòíåñòè èõ ê êàêîé-
ëèáî îäíîé êîíêðåòíîé íàöèîíàëüíîé êóëü òóðå» (Êóëåøîâà 1990: 6)17.

È âñå æå îñíîâíóþ ðîëü â ïðîöåññå ïðèîáùåíèÿ øèðîêîé ñëóøà-
òåëüñêîé àóäèòîðèè æèòåëåé áåëîðóññêèõ ãîðîäîâ ê ñîêðîâèùíèöå çà-
ïàäíî- è âîñòî÷íîåâðîïåéñêîãî ìóçûêàëüíî-òåàòðàëüíîãî æàíðà ñûãðàëè
ãàñòðîëè ÷àñòíûõ ìóçûêàëüíî-òåàòðàëüíûõ òðóïï. Èìåííî äåÿòåëüíîñòü
ïåðåäâèæíûõ îïåðíî-äðàìàòè÷åñêèõ àíòðåïðèç  íà òåððèòîðèÿõ áåëîðóñ-
ñêèõ ãóáåðíèé ÿâèëàñü ïðîâîäíèêîì âíà÷àëå çàïàäíîåâðîïåéñêèõ, à
ïîçäíåå è ðó ññêèõ îïåðíûõ òðàäèöèé, òàê êàê ïîñòîÿííî äåéñòâóþùèõ
ìåñòíûõ ìóçûêàëüíî-òåàòðàëüíûõ òðóïï â áåëîðó ññêèõ ãóáåðíèÿõ íå áûëî.
Íåîáõîäèìûì ó ñëîâèåì ó ñïåõà òàêèõ âðåìåííûõ òâîð÷åñêèõ êîëëåêòè-
âîâ áûëî îáíîâëåíèå ðåïåðòóàðà çàñ÷åò ïðîèçâåäåíèé, èìåþùèõ ó ñïåõ
â çàïàäíî- è âîñòî÷íîåâðîïåéñêîé (âêëþ÷àÿ ðó ññêóþ) ìóçûêàëüíî-òåàò-
ðàëüíîé ïîñòàíîâî÷íîé ïðàêòèêå. Ïîñåòèòåëè ìóçûêàëüíî-òåàòðàëüíûõ
ñïåêòàêëåé èìåëè âîçìîæíîñòü çíàêîìèòüñÿ íå òîëüêî ñ øåäåâðàìè
îïåðíîãî èñêó ññòâà, íî è ñ íîâûìè ñî÷èíåíèÿìè âûäàþùèõñÿ êîìïî-
çèòîðîâ ñîâðåìåííîñòè, âêëþ÷àÿ òâîð÷åñòâî óêðàèíñêèõ è ïîëüñêèõ àâ-
òîðîâ.

Â íà÷àëå XIX âåêà îñíîâíîå ìåñòî â ãàñòðîëüíîé àôèøå ïðèíàäëå-
æàëî ñìåøàííûì ìóçûêàëüíî-äðàìàòè÷åñêèì òðóïïàì , âîçãëàâëÿåìûì
âûäàþùèìèñÿ ïåâöàìè ñâîåãî âðåìåíè, êîòîðûå ÿâëÿëèñü ïðîâîäíè-
êàìè èòàëüÿíñêèõ, ôðàíöóçñêèõ è ïîëüñêèõ îïåðåòò , âîäåâèëåé, êîìè -

16 Èçâåñòíîñòü ïîëó÷èëè èìåíèÿ Â. Ò ûøêåâè÷à â Ñâèñëî÷è è Ïëåùåíèöàõ è
Äèñíåíñêîãî ó åçäíîãî ìàðøàëà À. Áóéíèöêîãî â Çàáîðüå (îêîëî Äèñíû).

17 Ñðåäè íèõ îäíîàêòíàÿ ìóçûêàëüíàÿ øóòêà Ëîòåðåÿ Ñòàíèñëàâà Ìîíþøêî,
ïîñòàâëåííàÿ â ãîðîäñêîì òåàòðå ãîðîäà Ã ðîäíî â 1841 ãîäó  (Íàöèîíàëüíûé èñòî-
ðè÷åñêèé àðõèâ Áåëàðóñè â ãîðîäå Ãðîäíî, ôîíä 1, îïèñü 20, äåëî 596, ëèñò 12) è
íàðîäíî-áûòîâàÿ êîìè÷åñêàÿ îïåðà Ñÿëÿíêà (Èäèëëèÿ) Âèíöåíòà Äóíèíà-Ìàð-
öèíêåâè÷à è Ñòàíèñëàâà Ìîíþøêî. Â 1852 ãîäó îíà áûëà ïîñòàâëåíà ñèëàìè
ìóçûêàëüíî-äðàìàòè÷åñêîãî êðóæêà, ñîçäàííîãî Äóíèíûì-Ìàðöèíêåâè÷åì, à
çàòåì øëà â ÷àñòíûõ äîìàõ â Áîáðóéñêå, Ñëóöêå, Íåñâèæå è Ãëóññêå (Êàïèëîâ
1990: 288–290).
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÷åñêèõ îïåð íà ñöåíó áåëîðó ññêèõ ãóáåðíèé. Ïîäàâëåíèå âîññòàíèÿ 1831
ãîäà è èçâåñòíàÿ ñâîåé íåïðèìèðèìîñòüþ äàëüíåéøàÿ ïîëèòèêà öàðèçìà
íà ìóçûêàëüíî-äðàìàòè÷åñêîì æàíðå îòðàçèëàñü ïîÿâëåíèåì öåíçóðû:
ïîëüñêèå ïðîèçâåäåíèÿ áûëè çàïðåùåíû. Ïîýòîìó âàêóóì ýñòåòè÷åñêèõ
ïîòðåáíîñòåé çàïîëíèë çàïàäíî-åâðîïåéñêèé ðåïåðòóàð 18.

Ñëåäóþùèé ïåðèîä â èñòîðèè áåëîðó ññêèõ çåìåëü îïðåäåëåí ïîðà-
æåíèåì âîññòàíèÿ 1861 – 1863 ãîäà è ïîëèòèêîé â îáëàñòè êóëüòóðû ãåíå-
ðàë-ãóáåðíàòîðñòâà, íàïðàâëåííîé íà îáðóñåíèå íàñåëåíèÿ ñåâåðî-çàïàä-
íîãî êðàÿ  (áåëîðóññêèõ ãóáåðíèé), ÷òî íàäîëãî çàäåðæàëî ðàçâèòèå íàöèî-
íàëüíîé êóëü òóðû. Ïîäúåì íàìåòèëñÿ ëèøü â êîíöå 70-õ –  íà÷àëå 80-õ
ãîäîâ. Íîâûå ñîöèîèñòîðè÷åñêèå  óñëîâèÿ ñòàëè áëàãîïðèÿòíûìè äëÿ
îñâîåíèÿ ãîðîäñêèì íàñåëåíèåì íå òîëüêî (êàê è ïðåæäå) çàïàäíîåâðî-
ïåéñêîãî, íî è ðó ññêîãî îïåðíîãî ðåïåðòóàðà. Êðîìå òîãî , â ïîñëåäíåé
÷åòâåðòè XIX  âåêà òðóïïû ñòàëè åùå áîëåå ðàçíîîáðàçíûìè ïî èñïîë-
íèòåëüñêîìó ïîòåíöèàëó , ïî ïðèíöèïàì îðãàíèçàöèè è íàïðàâëåíèÿì
â ñôåðå ðåïåðòóàðà. Òàê, ñðåäè ãàñòðîëèðóþùèõ òðóïï âûäåëÿåòñÿ ãðóïïà
îïåðåòî÷íûõ àíòðåïðèç . Îòêðûòèå ãîðîäñêîãî çèìíåãî  òåàòðà â Ìèíñêå
(1890) ïîñëóæèëî îñíîâîé ê ïîâûøåíèþ ðîëè àíòðåïðåíåðîâ , êîòîðûì
ñäàâàëîñü çäàíèå òåàòðà â àðåíäó19. Íà ãàñòðîëè ïðèåçæàëè êàê çàïàäíî-
åâðîïåéñêèå, òàê ðóññêèå òðóïïû. Áîëüøîé ðåçîíàíñ âûçâàëè èòàëüÿí-
ñêèå îïåðíûå êîëëåêòèâû 20. Øèðîêèé ðåïåðòóàðíûé äèàïàçîí áûë îáåñ-
ïå÷åí è Òîâàðèùåñòâàìè îïåðíûõ àðòèñòîâ (Êàïèëîâ 1990:  311–330).

18 Òàê, îêîëî äåñÿòè ëåò áåëîðóññêèå ãóáåðíèè ïîñåùàëà íåìåöêàÿ Òðóïïà  ïåâöà
(òåíîðà) Âèëüãåëüìà Øìèòãîôôà  (Ãðîäíî, Ìèíñê, Íîâîãðóäîê, Êîáðèí), ïðåäî-
ñòàâèâøàÿ âîçìîæíîñòü ïóáëèêå ó ñëûøàòü ïîñòàíîâêè ðåïåðòóàðíûõ îïåð ñâîåãî
âðåìåíè. Â ýòî âðåìÿ ãàñòðîëèðîâàëè è ïîëüñêèå àíòðåïðèçû, áûñòðî èçìåíèâ-
øèå ðåïåðòóàðíóþ îðèåíòàöèþ. Ñðåäè íèõ Òðóïïà  Âîéöåõà Äðîçäîâñêîãî (Ìèíñê,
1848–1850), Àíòðåïðèçû  Âèêåíòèÿ Âåðæáèöêîãî (Íîâîãðóäîê, Ëèäà, Ã ðîäíî, Ñëîíèì,
Âîëêîâûñê, Ñâèñëî÷ü, Ìèíñê, Ðå÷èöà, Øêëîâ, 1832–1854), Ñ òàíèñëàâà Íîâàêîâ-
ñêîãî (Ãðîäíî, Áðåñò , Íåñâèæ, Ìèíñê, Ñëîíèì, Êîáðèí, Çåëüâà, Ëèäà, Ïèíñê, 40–
60-å ãîäû), Þçåôà Ñíÿäåöêîãî  (Ìèíñê, 1859–1861) è äð. (Êàïèëîâ 1990: 256–271).

19 Äåÿòåëüíîñòü àíòðåïðåíåðîâ  ïðåäîñòàâèëà âîçìîæíîñòü ïóáëèêå ó ñëûøàòü
è ðóññêóþ (Æèçíü çà Öàðÿ Ìèõàèëà Ã ëèíêè, Åâãåíèé Îíåãèí , Ìàçåïà  Ïåòðà ×àé-
êîâñêîãî, Ðóñàëêà Àëåêñàíäðà Äàðãîìûæñêîãî), è çàïàäíîåâðîïåéñêóþ ( Êàðìåí
Æîðæà Áèçå è Ðèãîëåòòî , Òðóáàäóð, Àèäà, Îòåëëî  Äæóçåïïå Âåðäè) ìóçûêó (Êà-
ïèëîâ 1990: 295–313).

20 Áûëè ïîñòàâëåíû çíàìåíèòûå óæå òîãäà îïåðû: Òðàâèàòà, Ðèãîëåòòî , Àèäà,
Òðóáàäóð, Áàë-ìàñêàðàä, Îòåëëî , Ñåâèëüñêèé öèðþëüíèê, Ôàóñò, Ãóãåíîòû , Êàðìåí ,
Ïàÿöû , Ýðíàíè , Íîðìà , Ñåëüñêàÿ ÷åñòü, Ïóðèòàíå , Òîñêà, Åâãåíèé Îíåãèí  è äð.
(Êàïèëîâ 1990: 320–331).
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Â öåëîì, êàê ñëåäóåò èç ïðåäîñòàâëåííîé ïàíîðàìû ìóçûêàëüíî-
òåàòðàëüíîãî èñêóññòâà, íåñìîòðÿ íà íåáëàãîïðèÿòíûå ñîöèîèñòîðè÷åñ-
êèå óñëîâèÿ, ê íà÷àëó XX âåêà áåëîðóññêîé ïóáëèêå ïðåäñòàâèëàñü âîç-
ìîæíîñòü îçíàêîìèòüñÿ ñ çàïàäíî- è âîñòî÷íîåâðîïåéñêèì (â òîì ÷èñëå
ðóññêèì) êîìïîçèòîðñêèì òâîð÷åñòâîì, âêëþ÷àÿ íîâèíêè  ìóçûêàëüíî-
òåàòðàëüíûõ ñåçîíîâ è ïðèçíàííûå øåäåâðû, óæå òîãäà ñòàâøèå îïåð-
íîé êëàññèêîé. Ýòî ñîçäàâàëî ïî÷âó äëÿ ôîðìèðîâàíèÿ ìóçûêàëüíîãî
ïðîôåññèîíàëèçìà, è, êàê òîëüêî ñîöèîèñòîðè÷åñêèå ó ñëîâèÿ ñòàëè áî-
ëåå áëàãîïðèÿòíûìè, íà âîëíå íàöèîíàëüíî-îñâîáîäèòåëüíîãî äâèæå-
íèÿ â íåäðàõ æàíðà ôîëüêëîðíî-ýòíîãðàôè÷åñêèõ âå÷åðîâ áûëà ñîçäàíà è
ïåðâàÿ áåëîðóññêàÿ ìóçûêàëüíî-òåàòðàëüíàÿ òðóïïà  (Áåëîðóññêàÿ òðóïïà
ïîä ðóêîâîäñòâîì Èãíàòà Áóéíèöêîãî ), êîòîðàÿ â 1910 ãîäó îôîðìèëàñü
â ïðîôåññèîíàëüíûé òåàòð 21. Ýòî ïðîèçîøëî â ðó ñëå ïðåäâîñõèùåíèÿ
ïîëó÷èâøåãî øèðîêîå ðàñïðîñòðàíåíèå â XX âåêå íàïðàâëåíèÿ – àêàäå-
ìèçàöèè íàðîäíîãî (õîðîâîãî, âîêàëüíîãî è èíñòðóìåíòàëüíîãî) òâîð-
÷åñòâà.

Óñïåøíàÿ àäàïòàöèÿ  çàïàäíî- è âîñòî÷íîåâðîïåéñêîé (âêëþ÷àÿ è
ðóññêóþ) àêàäåìè÷åñêîé ìóçûêàëüíî-òåàòðàëüíîé òðàäèöèè â áåëîðó ñ-
ñêèõ ãóáåðíèÿõ è âûíóæäåííàÿ, íî ó ñïåøíàÿ ìíîãîêðàòíàÿ ðåàäàïòà-
öèÿ íà óðîâíå ñëóøàòåëüñêîãî âîñïðèÿòèÿ ïîñëóæèëà òîë÷êîì ê ðåöåï-
öèè àêàäåìè÷åñêîé òåàòðàëüíîé ìóçûêè óæå íà äðóãîì óðîâíå – íà óðîâíå
êîíöåðòíî-èñïîëíèòåëüñêîãî èñêó ññòâà: ïîÿâèëîñü äâèæåíèå â ñðåäå
ïðîñâåùåííûõ ëþáèòåëåé ìóçûêè, óâëå÷åííûõ èäååé ëþáèòåëüñêèõ
ìóçûêàëüíî-òåàòðàëüíûõ ïîñòàíîâîê è êîíöåðòíîãî èñïîëíåíèÿ îòäåëü-
íûõ îïåðíûõ íîìåðîâ. Øèðîêóþ èçâåñòíîñòü â ýòîé ñôåðå ïîëó÷èëà
äåÿòåëüíîñòü ìóçûêàëüíî-îáùåñòâåííûõ îðãàíèçàöèé. Ýòî äâèæåíèå
âûðàæàëîñü è â âèäå çàÿâëåííûõ â àôèøàõ òàêèõ ôîðì êîíöåðòíî-
èñïîëíèòåëüñêîé ïðàêòèêè êàê ñöåíè÷íî-âîêàëüíûå âå÷åðà, âîêàëüíî-èí-
ñòðóìåíòàëüíûå êîíöåðòû, ìóçûêàëüíî-ñöåíè÷åñêèå ïðåäñòàâëåíèÿ  22.

Êîíöåðòíî-èñïîëíèòåëüñêîå èñêó ññòâî â èññëåäóåìûé ïåðèîä ðàç-
âèâàëîñü âåñüìà èíòåíñèâíî. Ò èïû èñïîëíèòåëüñòâà áûëè ðàçíîîáðàç -

21 Îíà ãàñòðîëèðîâàëà ïî Áåëàðó ñè, âûñòóïàëà â Ïåòåðáóðãå è Âàðøàâå (Îëåé-
íèêîâà 1990: 354).

22 Òàê, íàïðèìåð, ÷ëåíàìè Ìèíñêîãî Ëèòåðàòóðíî-àðòèñòè÷åñêîãî îáùåñòâà
â 1907 ãîäó áûëè ïîñòàâëåíû ñöåíû èç îïåðû Ïåòðà ×àéêîâñêîãî Åâãåíèé Îíåãèí ,
à Âèòåáñêîå Ìóçêàëüíî-äðàìàòè÷åñêîå îáùåñòâî  è ëþáèòåëè òåàòðàëüíî-ìóçû-
êàëüíîãî èñêó ññòâà îñóùåñòâèëè ïîñòàíîâêó Ôàóñòà Øàðëÿ Ãóíî è Ðóñàëêè
Àëåêñàíäðà Äàðãîìûæñêîãî (Êàïèëîâ 1990: 323–331).
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íûìè: è ñàëîííîå, äîìàøíåå ìóçèöèðîâàíèå 23; è âûñòóïëåíèÿ ñàìî-
äåÿòåëüíîñòè (â òîì ÷èñëå ó÷åíè÷åñêîé â ãèìíàçèÿõ, ïàíñèîíàõ); è ñà-
äîâî-ïàðêîâàÿ ðàçâëåêàòåëüíàÿ èãðà îðêåñòðîâ; è ñîáñòâåííî êîíöåðòû
ãàñòðîëåðîâ, ìåñòíûõ ïðîôåññèîíàëîâ è «ïðîñâåùåííûõ ëþáèòåëåé».
Ïàíîðàìà êîíöåðòíî-èñïîëíèòåëüñêîãî èñêó ññòâà òîãî âðåìåíè âêëþ-
÷àåò ðàçëè÷íûå ôîðìû êîíöåðòíîé ïðàêòèêè, îáóñëîâëåííûå ìóçûêàëü-
íîé äåÿòåëüíîñòüþ, íàïðàâëåííîñòü êîòîðîé íà óäîâëåòâîðåíèå ýñòå-
òè÷åñêèõ ïîòðåáíîñòåé äîïîëíÿëàñü ïðîñâåòèòåëüñêèìè è ìóçûêàëüíî-
îáùåñòâåííûìè çàäà÷àìè. Ñëîæèëàñü íîâàÿ äëÿ ñâîåãî âðåìåíè ôîðìà
áûòèÿ ìóçûêè: íà ñìåíó ðàçâëåêàòåëüíûì ñïåêòàêëÿì è êîíöåðòàì, äà-
âàåìûì êðåïîñòíûìè ìóçûêàíòàìè, ïðèøëî óâëå÷åíèå ñàìîé àðèñòîê-
ðàòèè: àêàäåìè÷åñêàÿ ìóçûêà çâó÷àëà è ïîñòèãàëàñü óæå ïîä ðóêîâîä-
ñòâîì è ñ íåïîñðåäñòâåííûì ó÷àñòèåì ìóçûêàíòîâ-ïðîôåññèîíàëîâ.
Òàêèì îáðàçîì èç ñëóøàòåëüñêîé àäàïòàöèè ìóçûêàëüíîãî èñêó ññòâà
ïðîöåññ ïåðåõîäèë â îáëàñòü èñïîëíèòåëüñêîé ðåöåïöèè24. Áîëüøîå ìå-
ñòî â èñïîëíèòåëüñêîé ïðàêòèêå çàíèìàëè êîíöåðòû, â êîòîðûõ çâó÷àë
ïîëó÷èâøèé ïðèçíàíèå â ôèëàðìîíè÷åñêèõ êðóãàõ ðåïåðòóàð äëÿ îïðå-
äåëåííîãî èíñòðóìåíòà, ãîëîñà, àíñàìáëÿ, îðêåñòðà, õîðà, âîêàëüíî-èí-
ñòðóìåíòàëüíîãî ñîñòàâà è ò . ï. Âûñòóïàëè êàê ãàñòðîëåðû, òàê è ìåñò-
íûå ëþáèòåëè è ïðîôåññèîíàëû.

Êîíöåðòû âîêàëüíîé ìóçûêè  ïîëüçîâàëèñü áîëüøèì ó ñïåõîì, ïîñòî-
ÿííî ïðîõîäèëè ãàñòðîëè îïåðíûõ ïåâöîâ 25. Â êîíöåðòàõ èíñòðóìåíòàëü -

23 Â ïåðâîé òðåòè XIX âåêà ýòî áûëè äîìà ãðàôà Ðóäîëüôà Òèçåíãàóçà â Æå-
ëóäêå Ãðîäíåíñêîé ãóáåðíèè, ãðàôà Ëþäâèêà Ðîêèöêîãî â Ã îðîäèùàõ Ìèíñêîé
ãóáåðíèè, êíÿçÿ Ìèõàëà Êëåîôàñà Îãèíñêîãî â Çàëåñüå è äð.

24 Â öåëîì äîìàøíåå ìóçèöèðîâàíèå áûëî íåîòúåìëåìîé ÷àñòüþ ìóçûêàëü-
íîãî áûòà áåëîðó ññêèõ ãóáåðíèé: ïîñòîÿííî çâó÷àëà ìóçûêà ó Áóéíèöêèõ, Íè-
òîñëàâñêèõ, Êîðâèí-Êðóêîâñêèõ íà Âèòåáùèíå; Ñòåôàíîâè÷åé, Ìîíþøåê,
Åëüñêèõ, Ðîêèöêèõ, Çàâèøåé, Ìèëàäîâñêèõ íà Ìèíùèíå; Ò ûøêåâè÷åé, Òèçåí-
ãàóçîâ íà Ãðîäíåíùèíå è äð.

25 Òàê, íàïðèìåð, â Ìîãèëåâ ïðèåçæàëè: ñîëèñò Ìîñêîâñêîãî Áîëüøîãî
òåàòðà, áàñ-áàðèòîí Ãðèãîðèé Ïèðîãîâ (1915), ñîëèñòû Ìàðèèíñêîãî òåàòðà,
òåíîð Àíäðåé Ëàáèíñêèé è áàñ Âëàäèìèð Êàñòîðñêèé (1905–1910), èòàëüÿíñ-
êèé îïåðíûé ïåâåö, ñîëèñò Ìîñêîâñêîãî Èìïåðàòîðñêîãî òåàòðà, áàðèòîí
Ëóèäæè Ïèíüàëîçà (1900, 1903), ïðèìàäîííà Ïåòåðáóðãñêîé Èìïåðàòîðñêîé
îïåðû, êîíòðàëü òî Ìàðèÿ Äîëèíà (1904, 1905), ñîëèñòêà Ñàíêò-Ïåòåðáóðãñêîãî
îïåðíîãî òåàòðà, êîëîðàòóðíîå ñîïðàíî Ìàðèÿ Ìèõàéëîâà (1904, 1906, 1908),
ñîëèñòêà Ìîñêîâñêîãî Áîëüøîãî òåàòðà, øâåäêà Àëüìà Ôîñòðåì (1893, 1900,
1902) (Ìîðîçîâà 1999: 177–179).
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íîé ìóçûêè  ìîæíî áûëî ó ñëûøàòü ðàçíîîáðàçíûé ðåïåðòóàð òîãî âðå-
ìåíè äëÿ ôîðòåïèàíî, ñòðóííûõ è äóõîâûõ ñîëî 26. Áûëà ðàñïðîñòðàíåíà
òàêæå è ôîðìà êîíöåðòà, ïðè êîòîðîé èãðàëè äâà èñïîëíèòåëÿ íà ðàçíûõ
èíñòðóìåíòàõ 27. ×àùå âñåãî ýòî áûëà ñêðèïêà è ôîðòåïèàíî 28. Âîêàëüíûå
è èíñòðóìåíòàëüíûå êîíöåðòû  ïðåäñòàâëÿëè ñîáîé ñîëüíóþ èãðó íà ðàç-
ëè÷íûõ èíñòðóìåíòàõ è ïåíèå ïîä àêêîìïàíåìåíò ôîðòåïèàíî 29. Èñïîë-
íèòåëè ïðåäëàãàëè òàêæå è âîêàëüíî-èíñòðóìåíòàëüíûå  êîíöåðòû , â êîòî-
ðûõ îäèí è òîò æå ãàñòðîëåð áûë è âîêàëèñòîì , è èíñòðóìåíòàëèñòîì 30.

26 Òàê, íàïðèìåð, â Ìîãèëåâå ïðîôåññîð Ïåòåðáóðãñêîé êîíñåðâàòîðèè, ñî-
ëèñò Åãî Èìïåðàòîðñêîãî Âåëè÷åñòâà ñêðèïà÷ Ëåîïîëüä À óýð (1907–1908) èñ-
ïîëíÿë ïðîèçâåäåíèÿ äëÿ ñêðèïêè Ã åíðèõà Âåíÿâñêîãî, Ïåòðà ×àéêîâñêîãî,
Ôåëèêñà Ìåíäåëüñîíà (Ã îðîäñêàÿ õðîíèêà. Ìîãèëåâñêèé âåñòíèê: 6 àïðåëÿ 1915).

27 Àôèøà: «Ñú äîçâîëåíèÿ íà÷àëüñòâà / Âú 8 èþëÿ 1850 ãîäà / Êàçèìèðú Ëàäà /
Âîñïèòàííèê Ïàðèæñêîé êîíñåðâàòîðèè / è ÷ëåí ôèëàðìîíè÷åñêèõ îáùåñòâ
Áåðëèîçà / è Ýëüâàðà / Áóäåò èìåòü ÷åñòü äàòü / Êîíöåðòú íà ñêðûïêå / Ïðî-
ãðàììà / 1-å. Ôàíòàçèÿ íà òåìû èçú îïåð Îáåðà / ( Ñðåíåëëà) ñî÷èíåíèå Ã àóìàíà
áóäåò èãðàòü ã. Ëàäà. / 2-å. Ôàíòàçèÿ íà òåìû èçú îïåðû Ëèíäà äè Øàìóíè  / Ñî-
÷èíåíèå Àëëàðà èñïîëíèòú ã . Ëàäà / 3-å. Âàðèàöèè è ñî÷. Ãàóìàíà èñïîëíèòú
Ê. Ëàäà / Â çàêëþ÷åíèè ã. Ëàäà èñïîëíèòú äâà ñîáñòâåííûõ ñî÷èíåíèÿ ïîäú çàãëà-
âèåì / Le Boheme Errant (Morceau poetico-caracteristique) / Masurka / Â àíòðàê-
òàõ áóäåò èãðàòü îðêåñòð Ìóçûêè» (Íàöèîíàëüíûé èñòîðè÷åñêèé àðõèâ Áåëàðóñè,
ôîíä 1416, îïèñü 1, åäèíèöà õðàíåíèÿ 79, ëèñò 131).

28 Òàê, Ñåðãåé Ðàõìàíèíîâ è ñêðèïà÷êà Òåðåçèíà Òóà áûëè â 1895 ãîäó â Ãðîäíî,
Ìèíñêå, Ìîãèëåâå, Âèòåáñêå. Äóýò èñïîëíèë ïðîèçâåäåíèÿ Ëþäâèãà âàí Áåòõî-
âåíà è Ãåíðèõà Âåíÿâñêîãî. Çâó÷àëà ìóçûêà äëÿ ôîðòåïèàíî è ñàìîãî Ðàõìàíè-
íîâà, è Ôðèäåðèêà Øîïåíà (Ã îðîäñêàÿ õðîíèêà.  Ìîãèëåâêèå ãóáåðíñêèå âåäîìî-
ñòè: 11 íîÿáðÿ 1895).

29 Òàê, ñêðèïêà ñîëî, ôîðòåïèàíî ñîëî è äóýò âîêàëèñò-ôîðòåïèàíî  áûë ïðåä-
ëîæåí âíèìàíèþ ñëóøàòåëåé â Ïèíñêå è Âèòåáñêå Ã åðìàíîì Êëåéøíåêîì è
ïåðâîé ïåâèöåé Îïåðû ïðè äâîðå Áðàóíøâåéãñêîì . Àôèøà: «Ñú äîçâîëåíèÿ íà÷àëü-
ñòâà / Âèòåáñê 12 ìàðòà 1850 / ÁÐÀÒ È ÑÅÑÒÐÀ ÊËÅÉØÍÅÊÚ / Áóäóò ÈÌÅÒÜ
×ÅÑÒÜ ÄÀÒÜ Âîêàëüíûé è Èíñòðóìåíòàëüíûé / ÊÎ ÍÖÅÐÒ . / 1 îòäåëåíèå / 1-å
Variation de Concert íà ôîðòåïèàíî, ñî÷. Ã åíöåëüòà, èñïîëíèò Ä-öà Öåöèëèÿ. /
2-å Souvenir de Norma, Fantasie brilliante íà ñêðûïöàõ, ñî÷. Arlot, áóäåò èãðàòü
Ã. Ãåðìàí. / 3-å Recitatif et Rondo, èçú Îïåðû: Ëîìáàðäè , ñî÷. Âåðäè, áóäåò ïåòü
Ä-öà Öåöèëèÿ. / 4-å Äóýò íà ñêðûïöàõ è ôîðòåïèàíî, èçú Îïåðû: Ëóêðåöèÿ Áîð-
äæèÿ, áóäóò èãðàòü Ã. Ãåðìàíú è Ä-öà Öåöèëèÿ. / 5-å Finale et Scene de Tombeaux
èçú Îïåðû: Ëóöèÿ äå Ëàìåðìîðå, áóäåò ïåòü Ã-æà Àíòîàíåòòà (Íàöèîíàëüíûé èñ-
òîðè÷åñêèé àðõèâ Áåëàðóñè, ôîíä 1416, îïèñü 1, åäèíèöà õðàíåíèÿ 79, ëèñò 70).

30 Òàê, â Ïèíñêå è Ñëîíèìå âûñòóïàëà Ìàðèÿ Áåðåçíèöêàÿ, êîòîðàÿ ïåëà è
èãðàëà íà ðîÿëå (1913). Àôèøà: «Ñëîíèì íàðîäíûé äîì 3 ôåâðàëÿ 1913 / Ïðî-
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Ïðåäñòàâëåíèÿìè-êîíöåðòàìè  èëè âîêàëüíî-èíñòðóìåíòàëüíûìè,
ñöåíè÷íî-âîêàëüíûìè âå÷åðàìè íàçûâàëèñü òàêèå ôîðìû êîíöåðòíîé ïðàê-
òèêè, ãäå èñïîëíÿëèñü ôðàãìåíòû èç ìóçûêàëüíî-òåàòðàëüíîé ìóçûêè.
Îíè îðãàíèçîâûâàëèñü ìóçûêàëüíî-îáùåñòâåííûìè îáúåäèíåíèÿìè, î
êîòîðûõ ìû óæå óïîìèíàëè. Ïî ñëó÷àþ îïðåäåëåííûõ ìóçûêàëüíûõ ñî-
áûòèé îðãàíèçîâûâàëèñü òåìàòè÷åñêèå âå÷åðà, à â ó÷åáíûõ çàâåäåíèÿõ
áåëîðóññêèõ ãóáåðíèé ìóçûêà âêëþ÷àëàñü â øèðîêî ðàñïðîñòðàíåííûå
â òî âðåìÿ ëèòåðàòóðíî-ìóçûêàëüíûå âå÷åðà31. Âàæíîå ìåñòî â ïîïóëÿ-
ðèçàöèè àêàäåìè÷åñêîé ìóçûêè çàíèìàëè óâåñåëèòåëüíûå ìóçûêàëüíûå
âûñòóïëåíèÿ, êîòîðûå â òî âðåìÿ ïðåäñòàâëÿëè ñîáîé êîíöåðòû íà îòêðû-
òîì âîçäóõå, ãóëÿíüå ïðè îðêåñòðå âîåííîé ìóçûêè ñ òàíöàìè, êîíöåðòû-
áàëû, êîíöåðòû íà ãðàììîôîíå  è äð. Ðàçâëåêàòåëüíûå êîíöåðòû ïðåäëàãàëè
è çàðóáåæíûå èñïîëíèòåëè. Ñîâìåùåíèå ðàçâëåêàòåëüíîé è ýñòåòè÷åñ-
êîé ôóíêöèé âûðàæàëîñü â òàêîé ôîðìå êîíöåðòíî-èñïîëíèòåëüñêîãî
èñêóññòâà êàê êîíöåðò-áàë 32. Â íà÷àëå XX âåêà ïîÿâèëàñü íîâàÿ ôîðìà

ãðàììà / Êîíöåðòà / Ïèàíèñòêè è êîíöåðòíîé ïåâèöû / Ìàðèè Áåðåçíèöêîé /
1. Áåòõîâåí – ñîíàòà Pathetique (ðîÿëü) / 2. à) Ãëèíêà – ðîìàíñ «Ñåâåðíàÿ çâåçäà»
(ïî-ðó ññêè) / á) Òðàìëèíú – ðîìàíñ «Ó ÷èìñÿ ñ òîáîé» (ïî-ðó ññêè) / 3. Ãàðìñòîí –
«Àðôà è èãðàþùèå ÷àñû» (ðîÿëü) / 4. à) Êàðëîâè÷ – ðîìàíñ Zasmucoenej (ïî-
ïîëüñêè) / á) Áèçåòú – «Ãàáàíåðà» èçú îïåðû «Êàðìåí» (ïî-ôðàíöóçñêè) / 2 îò-
äåëåíèå / 5. Çèíäèíãú – «Ïðîáóæäåíèå âåñíû» (ðîÿëü) / 6. à) Ôîðñòåð – ðîìàíñ
«Ich liebe dich» (ïî íåìåöêè) / á) Ã àëåâè – àðèÿ Ðàõèëè èçú îïåðû «Æèäîâêà»
(ïî èòàë.) / 7. à) ×àéêîâñêèé – «Ïåñíÿ áåç ñëîâ» (ðîÿëü) / á) Øîïåíú – Ïîëîíåç
Cis moll (ðîÿëü) /8. à) Èç ðåïåðòóàðà Âÿëüöåâîé – ðîìàíñú «Ò èõî ðååòú íî÷ü»
(ïî-ðó ññêè) / á) Ðóáèíøòåéí – ðîìàíñ (ïî ïîëüñêè)  / Àêêîìïîíèðó åò äëÿ ïå-
íèÿ / Ì-ìå Áåçåêîâè÷ / Íà÷àëî â 9 ÷àñ âå÷åðà» ( Íàöèîíàëüíûé èñòîðè÷åñêèé àð-
õèâ Áåëàðóñè, ôîíä 295, îïèñü 1, åäèíèöà õðàíåíèÿ 8246, ëèñò 104).

31 Òàê, íàïðèìåð, ìóçûêà  Ôåëèêñà Ìåíäåëüñîíà, Ïåòðà ×àéêîâñêîãî, Éîçåôà
Ãàéäíà, Àëåêñàíäðà Áîðîäèíà, Áåðäæèõà Ñìåòàíû çâó÷àëà íà âå÷åðå, óñòðàèâà-
åìîì Ã ðîäíåíñêîé ìóæñêîé Ã èìíàçèåé (1908) ( Íàöèîíàëüíûé èñòîðè÷åñêèé àð-
õèâ Áåëàðóñè â ãîðîäå Ãðîäíî, ôîíä 1, îïèñü 9, åäèíèöà õðàíåíèÿ 162, ëèñò 222).

32 Òàê, íàïðèìåð, ñîñòîÿëîñü âûñòóïëåíèå «çíàìåíèòîé òèðîëüñêîé òðóïïû
ïåâöîâ», êîòîðûå ïðåäëîæèëè Ã ðîäíåíñêîé ïóáëèêå òðàíñêðèïöèè è ïåðåëî-
æåíèÿ ïîïóëÿðíîé â òî âðåìÿ êëàññèêè è «òèðîëüñêèé þìîð (õîð)»  (Íàöèî-
íàëüíûé èñòîðè÷åñêèé àðõèâ Áåëàðóñè â ãîðîäå Ãðîäíî, ôîíä 1, îïèñü 18, åäèíèöà
õðàíåíèÿ 421); êîíöåðò-áàë áûë äàí â ïîìåùåíèè áëàãîðîäíàãî ñîáðàíèÿ, ãäå â
ïåðâîé ÷àñòè ìåðîïðèÿòèÿ çâó÷àëà ìóçûêà Ã àýòàíî Äîíèöåòòè, Ëþäâèãà âàí
Áåòõîâåíà, Ðîáåðòà Øóìàíà, Ôðèäåðèêà Øîïåíà è äð. ( Íàöèîíàëüíûé èñòîðè-
÷åñêèé àðõèâ Áåëàðóñè â ãîðîäå Ãðîäíî, ôîíä 1, îïèñü 9 , åäèíèöà õðàíåíèÿ 162,
ëèñò 21).
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êîíöåðòíî-èñïîëíèòåëüñêîãî èñêó ññòâà – Ôîëüêëîðíî-ýòíîãðàôè÷åñêèå
âå÷åðà, èëè «âå÷åðèíêè», ãäå â òåàòðàëèçîâàííîé ôîðìå çâó÷àëè íàðîä-
íûå ïåñíè, òàíöû, ÷àñòóøêè, ñòèõè áåëîðó ññêèõ ïîýòîâ (Îëåéíèêîâà
1990: 354).

Êîíöåðòíî-èñïîëíèòåëüñêîå èñêó ññòâî íà òåððèòîðèÿõ áåëîðóññêèõ
ãóáåðíèé ðàçâèâàëîñü òàêæå áëàãîäàðÿ îáðàçîâàíèþ ìåñòíûõ òâîð÷åñ-
êèõ êîëëåêòèâîâ, êîòîðûå ñóùåñòâîâàëè íà ðàçíûõ ó ñëîâèÿõ è âåëè àê-
òèâíóþ êîíöåðòíóþ æèçíü, ïðåäîñòàâëÿÿ âîçìîæíîñòü ñëóøàòåëÿì îç-
íàêîìèòüñÿ ñ àêàäåìè÷åñêîé ìóçûêîé çàïàäíîåâðîïåéñêèõ è ðó ññêèõ
êîìïîçèòîðîâ. Âàæíóþ ðîëü â ñëóøàòåëüñêîé àäàïòàöèè è èñïîëíèòåëü-
ñêîé ðåöåïöèè àêàäåìè÷åñêèõ òðàäèöèé çàíèìàëè îðêåñòðû è õîðû  33.

Ïðîôåññèîíàëüíî îðãàíèçîâàí â 1803 ãîäó áûë Ìèíñêèé ãîðîäñêîé
îðêåñòð (Ìèíñêàÿ Ã îðîäñêàÿ ìóçûêà). Ýòîò êîëëåêòèâ ñûãðàë âàæíóþ ðîëü
â ïðîöåññå ñëóøàòåëüñêîé àäàïòàöèè è èñïîëíèòåëüñêîé ðåöåïöèè çàïà-
íîåâðîïåéñêîé è ðó ññêîé àêàäåìè÷åñêîé ìóçûêè. Ò àê, íåñìîòðÿ íà çà÷à-
ñòóþ «ïðèêëàäíîé» õàðàêòåð ñâîåé êîíöåðòíîé äåÿòåëüíîñòè (îáñëóæè-
âàíèå ãîðîäñêèõ ìåðîïðèÿòèé), â èñïîëíåíèè êîëëåêòèâà çâó÷àëè âûäàþ-
ùèåñÿ îðêåñòðîâûå ïðîèçâåäåíèÿ, à òàêæå òðàíñêðèïöèè, ïåðåëîæåíèÿ
è ïîïóððè èç ìóçûêàëüíî-òåàòðàëüíûõ ïðîèçâåäåíèé Äæóçåïïå Âåðäè,
Øàðëÿ Ãóíî, Êàðëà Ìàðèè ôîí Âåáåðà, Ëþäâèãà âàí Áåòõîâåíà, Ôåëèê-
ñà Ìåíäåëüñîíà, Èîãàííà Øòðà óñà, Ìèõàèëà Ãëèíêè è äð. 34.

Áûëè ñîçäàíû è ïðîôåññèîíàëüíûå êàìåðíî -èíñòóìåíòàëüíûå  êîë-
ëåêòèâû35. Ïðîñâåòèòåëüñêóþ ôóíêöèþ ïðèçâàíû áûëè âûïîëíÿòü ëåê-
öèè-êîíöåðòû, ëåêöèè-÷òåíèÿ, îáùåäîñòóïíûå êîíöåðòû 36.

33 Òàê, íàçîâåì Ìèíñêèé ãîðîäñêîé îðêåñòð ; Ñèìôîíè÷åñêèé îðêåñòð Ìèíñêîãî
Ìóçûêàëüíîãî îáùåñòâà ; Ñèìôîíè÷åñêèé îðêåñòð Ãîìåëüñêîãî Ìóçûêàëüíî-äðàìà-
òè÷åñêîãî îáùåñòâà; Ìîãèëåâñêèé ñèìôîíè÷åñêèé îðêåñòð; Îðêåñòð Ãîìåëüñêîé
ìóçûêàëüíîé øêîëû ; Õîð Ìèíñêîãî Ìóçûêàëüíîãî îáùåñòâà ; Õîð Ãîìåëüñêîãî Ìó-
çûêàëüíî-äðàìàòè÷åñêîãî îáùåñòâà ; Õîð Ìèíñêîãî ëèòåðàòóðíî-àðòèñòè÷åñêîãî
îáùåñòâà; Îðêåñòð ñëóæàùèõ íà Ïîëåññêèõ æåëåçíûõ äîðîãàõ è äð. (Êàïèëîâ 1986;
Êîðîòååâ 1987; Ãîðîäñêàÿ õðîíèêà.  Ìèíñêèé ëèñòîê : 29 îêòÿáðÿ 1896). Ñì. òàê-
æå: Íàöèîíàëüíûé èñòîðè÷åñêèé àðõèâ Áåëàðóñè, ôîíä 306, îïèñü 1, åäèíèöà õðà-
íåíèÿ 82, ëèñò 4; ôîíä 295,  îïèñü 1, åäèíèöà õðàíåíèÿ 8246.

34 Ñì. îðèãèíàë îò÷åòà ðóêîâîäèòåëÿ Ìèíñêîé ãîðîäñêîé ìóçûêè  Àíäðåÿ ×åð-
òîâè÷à ïåðåä Ìèíñêîé Ã îðîäñêîé Äóìîé î ïðèîáðåòåííûõ ïàðòèòóðàõ (Íàöèî-
íàëüíûé èñòîðè÷åñêèé àðõèâ Áåëàðóñè, ôîíä 24, îïèñü 1, åäèíèöà õðàíåíèÿ 1284,
ëèñòû 99–100).

35 Íàïðèìåð, ôîðòåïèàííîå òðèî, ñòðóííûé êâàðòåò áûëè ñîçäàíû ïî èíè-
öèàòèâå Åâãåíèÿ ×èæåâñêîãî è ó÷àñòâîâàëè â êàìåðíûõ âå÷åðàõ Ìèíñêîãî ìóçû-
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Íà ïðîöåññ ñòàíîâëåíèÿ  ïð îôåññèî íàëüí îã î  ìóçûêàëüí îã î
î á ð à ç î â à í è ÿ  îêàçàëè âëèÿíèå êàê çàïàäíîåâðîïåéñêèå, òàê è ðó ñ-
ñêèå öåíòðû ìóçûêàëüíîãî ïðîôåññèîíàëèçìà. Âûñøåãî ó÷åáíîãî çàâå-
äåíèÿ ïî ïîäãîòîâêå ïðîôåññèîíàëüíûõ ìóçûêàíòîâ â áåëîðó ññêèõ ãó-
áåðíèÿõ â ñèëó ñîöèîèñòîðè÷åñêèõ îáñòîÿòåëüñòâ â XIX –íà÷àëå XX âåêà
ñîçäàíî íå áûëî. Ôóíêöèþ ïîäãîòîâêè ìóçûêàíòîâ âçÿëè íà ñåáÿ ãîðîä-
ñêèå, öåðêîâíûå è ÷àñòíûå îðêåñòðû , ïàíñèîíû 37, ÷àñòíûå ïåäàãîãè è
ìíîãîôóíêöèîíàëüíûå îáùåñòâåííûå îáúåäèíåíèÿ, ïðè íåïîñðåä-
ñòâåííîì ó÷àñòèè êîòîðûõ, êàê óêàçûâàëîñü âûøå, â  ðàçíûõ  ãîðîäàõ áûëè
îðãàíèçîâàíû ìóçûêàëüíûå øêîëû, êóðñû, êðóæêè. Äëÿ ïîëó÷åíèÿ âûñ-
øåãî ïðîôåññèîíàëüíîãî îáðàçîâàíèÿ ìóçûêàíòû, «ïîäàþùèå íàäåæäû» ,
ïîëó÷èâ íà÷àëüíûå íàâûêè èãðû íà ìóçûêàëüíûõ èíñòðóìåíòàõ, ïîêè-
äàëè òåððèòîðèè áåëîðóññêèõ ãóáåðíèé è ñîâåðøåíñòâîâàëè ñâîå ìàñòåð-
ñòâî çà ðóáåæîì38. Äåÿòåëüíîñòü ÷àñòíûõ ïåäàãîãîâ è ó÷åáíûõ çàâåäåíèé
ñïîñîáñòâîâàëà ðîñòó èíòåíñèâíîñòè êîíöåðòíîé ïðàêòèêè è íàïîëíåí-
íîñòè åå âûäàþùèìèñÿ îáðàçöàìè ðó ññêîé è çàïàäíîåâðîïåéñêîé àêà-
äåìè÷åñêîé ìóçûêè, ðîñëî ÷èñëî ïðîñâåùåííûõ ëþáèòåëåé  ìóçûêàëüíîãî
èñêóññòâà è ïðîôåññèîíàëîâ.

êàëüíîãî îáùåñòâà  è Îáùåñòâà ëþáèòåëåé èçÿùíûõ èñêóññòâ, ãäå èñïîëíÿëèñü
êàìåðíî-èíñòðóìåíòàëüíûå ïðîèçâåäåíèÿ Éîçåôà Ã àéäíà, Âîëüôãàíãà Àìàäåÿ
Ìîöàðòà, Ëþäâèãà âàí Áåòõîâåíà, Ôåëèêñà Ìåíäåëüñîíà, Ðîáåðòà Øóìàíà,
Àëåêñàíäðà Áîðîäèíà, Ïåòðà ×àéêîâñêîãî, Àíòîíà Ðóáèíøòåéíà è äð. (Êàïè-
ëîâ 1990; Ãîðîäñêàÿ õðîíèêà.  Ìèíñêèé ëèñòîê : 5 íîÿáðÿ 1898, è Ãîëîñ ïðîâèíöèè :
13 äåêàáðÿ 1906). Â Ìîãèëåâå ïî èíèöèàòèâå Þëèàíà Äðåéçèíà (ñêðèïêà)
óñïåøíî âûñòóïàëî ñîçäàííîå èì òðèî, êîòîðîå ó÷àñòâîâàëî â ìåðîïðèÿòèÿõ
Ìîãèëåâñêîãî ëèòåðàòóðíî-ìóçûêàëüíî-äðàìàòè÷åñêîãî êðóæêà  (Ìàðîçàâà 1995:
20–21).

36 Èñòîðè÷åñêèå îáùåäîñòóïíûå êîíöåðòû  ïðîâîäèë Ñèìôîíè÷åñêèé îðêåñòð
Ìèíñêîãî îáùåñòâà  Ä ð ó ç å é  ì ó ç û ê è  (1912–1914, äèðèæåð Íàòàí Ðóáèíø-
òåéí). Ýòè âûñòóïëåíèÿ èìåëè ïðîñâåòèòåëüñêèé õàðàêòåð è îðãàíèçîâûâàëèñü
â ðàáî÷èõ êâàðòàëàõ (Àõâåðäîâà, Êàïèëîâ 2000: 88–89; Ãîðîäñêàÿ õðîíèêà.  Ìèí-
ñêèé ãîëîñ: 4 äåêàáðÿ 1913).

37 Ïîëó÷èëè èçâåñòíîñòü ïàíñèîíû Ìîíòåãðàíäè, Ñòåôàíîâè÷à, Öåõàíñêîé
è Øíåéäåð (Ìèíñê); ßíîâñêîé (Âèòåáñê, Ïîëîöê); Øîñòàêîâñêîé (Áðåñò , Ãðîä-
íî); Ìàöååâñêîãî è Áîãäàíîâè÷åé (Ïèíñê); Õýéäëÿ (Ñëóöê); Ïåòðàøåíü (Ã î-
ìåëü; Ïðàêàïöîâà 1999).

38 Àíàëèç äåÿòåëüíîñòè ìóçûêàíòîâ áåëîðó ññêîãî ïðîèñõîæäåíèÿ çà ïðåäå-
ëàìè áåëîðó ññêèõ ãóáåðíèé íå âõîäèò â îáëàñòü íàøåé çàäà÷è. Ýòîìó óäåëÿþò
âíèìàíèå â ñâîèõ ðàáîòàõ Âåðà Ïðîêîïöîâà, Àëåêñàíäð Êàïèëîâ, Îëüãà Äàäèî-
ìîâà, Âàëåíòèíà Àíòîíåâè÷ è äð. àâòîðû.
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Ïðîâîäíèêîì òðàäèöèé çàïàäíîåâðîïåéñêîãî ìóçûêàëüíîãî îáðà-
çîâàíèÿ áûëî è Ìèíñêîå ó÷èëèùå îðãàíèñòîâ (1871–1897), ãäå èçó÷àëèñü
ñïåöèàëüíûå ìóçûêàëüíûå ïðåäìåòû è ïîñëå îêîí÷àíèÿ âûïó ñêíèêè
ó÷èëèùà ñòàíîâèëèñü ïðîôåññèîíàëüíûìè îðãàíèñòàìè (Ïðàêàïöîâà
1999: 134–137).

Î ïðÿìîì  âîçäåéñòâèè òðàäèöèé Ëåéïöèãñêîé êîíñåðâàòîðèè íà
ñòàíîâëåíèå ìóçûêàëüíîãî îáðàçîâàíèÿ íà òåððèòîðèÿõ áåëîðó ññêèõ
ãóáåðíèé ñâèäåòåëüñòâóåò óñïåøíàÿ äåÿòåëüíîñòü çíàìåíèòîé ÷àñòíîé
ìóçûêàëüíîé  øêîëû, êîòîðàÿ áûëà îòêðûòà â  1894 ãîäó Ìèíñêå ïèàíè-
ñòêîé, âûïó ñêíèöåé Ëåéïöèãñêîé êîíñåðâàòîðèè Ñîôèåé Øàöêèíîé 39.
Èìåííî â øêîëå Øàöêèíîé ó÷èëñÿ ñêðèïà÷ Íàòàí Ðóáèíøòåéí, çàòåì
ïîëó÷èâøèé âûñøåå îáðàçîâàíèå â Ïåòåðáóðãñêîé êîíñåðâàòîðèè (êëàññ
ïðîôåññîðà Íèêîëàÿ Ã àëêèíà ); ïî åãî èíèöèàòèâå áûëî îòêðûòî ïåðâîå
íà òåððèòîðèè Áåëàðóñè ìóçûêàëüíîå ó÷èëèùå (1907–1915), ãäå áûëà
ñîçäàíà íîòíàÿ  áèáëèîòåêà (1913) è ñèìôîíè÷åñêèé îðêåñòð (1909).

Ìîñêâà è Ïåòåðáóðã òàêæå îêàçàëè áîëüøîå âëèÿíèå íà ñòàíîâëå-
íèå ìóçûêàëüíîãî îáðàçîâàíèÿ â áåëîðó ññêèõ ãóáåðíèÿõ. Òàê, Þëèàí
Äðåéçèí (èñïîëíèòåëü-ñêðèïà÷, ëåêòîð, ìóçûêàëüíûé êðèòèê, ïåäàãîã ,
ïðåïîäàâàë è èãðàë â Ìîãèëåâå è Ìèíñêå) ïðîøåë ïîëíûå êîíñåðâà-
òîðñêèå êóðñû ïî òåîðèè ìóçûêè è èãðå íà ñêðèïêå ó ìîñêîâñêèõ ïðî-
ôåññîðîâ Ãåîðãèÿ Äóëîâà è Áîðèñà Ñèáîðà (Ëèôøèöà)  (Ìàðîçàâà  1995).
Ñïîñîáñòâîâàëî ñòàíîâëåíèþ ìóçûêàëüíîãî ïðîôåññèîíàëèçìà è òâîð-
÷åñêîå îáùåíèå ëþáèòåëåé ñ ïðîôåññèîíàëüíûìè èñïîëíèòåëÿìè 40.

Èòàê, ïîäâåäåì èòîãè. Ñ îäíîé ñòîðîíû , ðàñïðîñòðàíåíèå ìóçû-
êàëüíîãî ïðîôåññèîíàëèçìà íà áåëîðó ññêèõ òåððèòîðèÿõ áûëî ÷àñòüþ
îáùååâðîïåéñêîãî õóäîæåñòâåííîãî ïðîöåññà, à , ñ äðóãîé, â ñèëó ñîöèî-
èñòîðè÷åñêèõ îáñòîÿòåëüñòâ, ñëîæèëàñü ëîêàëüíàÿ ïàðàäèãìà ôîðìè-
ðîâàíèÿ ìóçûêàëüíîãî ïðîôåññèîíàëèçìà, îïðåäåëÿåìàÿ êîíêðåòíûì
ñîöèîêóëü òóðíûì êîíòåêñòîì. Íà îñíîâå ðåöåïöèè åâðîïåéñêîãî ìóçû-
êàëüíîãî àêàäåìèçìà â êîíòåêñòå âçàèìîäåéñòâèÿ ðó ññêîé è çàïàäíîåâ-
ðîïåéñêîé èñïîëíèòåëüñêîé øêîëû ïðîèñõîäèëî ñòàíîâëåíèå ïðîôåñ-
ñèîíàëüíîé ìóçûêàëüíîé êóëü òóðû íà áåëîðóññêèõ çåìëÿõ XIX – íà÷àëà
ÕÕ âåêà.

Àêàäåìè÷åñêîå ìóçûêàëüíîå èñêó ññòâî ðàññìàòðèâàåìîãî ïåðèîäà
íà òåððèòîðèè áåëîðóññêèõ ãóáåðíèé XIX – íà÷àëà XX âåêà áûòîâàëî â

39 Ãîðîäñêàÿ õðîíèêà.  Ìèíñêèé ëèñòîê : 28 àïðåëÿ 1892.
40 Íàïðèìåð, â Ìèíñê ïðèåçæàë Ïüåòðî Ìàñêàíüè è ñàì ïîñòàâèë ñâîþ îïå-

ðó Ñåëüñêàÿ ÷åñòü, êîòîðîé òàêæå ëè÷íî äèðèæèðîâàë (Êàïèëîâ 1999: 323).



138

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

ðàçíûõ ôîðìàõ. È óæå ñàìî ôóíêöèîíèðîâàíèå àêàäåìè÷åñêîé èñïîë-
íèòåëüñêîé ïðàêòèêè (òåàòðàëüíîé è êîíöåðòíîé), êîòîðàÿ ïîñòîÿííî
íå òîëüêî àäàïòèðîâàëàñü, ðåïðîäóöèðîâàëàñü, íî è ðåàäàïòèðîâàëàñü â
íîâûõ ñîöèàëüíûõ ó ñëîâèÿõ, ñâèäåòåëüñòâóåò î ïðîäîëæåíèè ìíîãîâå-
êîâîé òðàäèöèè, ïîñòèæåíèè ïðîôåññèîíàëüíîãî ñïîñîáà ìûøëåíèÿ,
îòðàæåííîãî â ïðîàíàëèçèðîâàííûõ íàìè âèäàõ ìóçûêàëüíîé äåÿòåëü-
íîñòè.

Ïóòü, êîòîðûé ïðîøëà ìóçûêàëüíàÿ êóëü òóðà ê ìîìåíòó ñìåíû îá-
ùåñòâåííîãî ñòðîÿ – îñâîåíèå õóäîæåñòâåííîãî îïûòà åâðîïåéñêîãî
ìóçûêàëüíîãî èñêó ññòâà, îâëàäåíèå íîâûìè ôîðìàìè ïðîôåññèîíàëü-
íîé ìóçûêè è ïîïûòêà ñèíòåçà íàðîäíîãî òâîð÷åñòâà ñ îïûòîì àêàäå-
ìè÷åñêîé ìóçûêàëüíîé òðàäèöèè – ÿâèëñÿ ëîêàëüíîé ïàðàäèãìàëüíîé
óñòàíîâêîé äëÿ äàëüíåéøåãî ôîðìèðîâàíèÿ ìóçûêàëüíîãî ïðîôåññèî-
íàëèçìà íà áåëîðó ññêèõ çåìëÿõ.

Features of the Local Paradigm of the Formation
of the Musical Professionalism in Belarus

(Beginning of the 19th Century – 20th Century)

Galina Tsmyg

Summary

The beginning of the formation of musical professionalism in Belarus
had started long ago, but the complete system of professional musical culture
was created during the soviet period of the Belarusian history. The process
of the formation of professional musical culture during the period which is
in the centre of our attention had the features determined by the specifics of
musical life, which was dependent on the socio-historical circumstances.

The formation of musical professionalism at the beginning of the 19th

century and in the 20th century was based on the European academic tradi-
tions’ it was reflected in such processes of the sphere of musical culture as
adaptation (assimilation of the West European and Russian musical tradi-
tions), reproduction (the cultivation of the requirement to repeat the compo-
sitions created in the sphere of academic music in the past), and readaptation
(updating the artistic experience of this culture, directed towards the resto-
ration of the art traditions, which had been acquired earlier but then were
lost in certain socio-historical circumstances).



139

Ã. Öìûã . Îñîáåííîñòè ëîêàëüíîé ïàðàäèãìû ôîðìèðîâàíèÿ ìó çûêàëüíîãî..

The author considers the following areas to be the most significant for
the formation of professional musical culture of the region studied: music-
theatre and concert-performing professional art, concert-educational and
music-social work of the mixed ethno-national musical-cultural societies,
concerts of amateurs and enlightened amateurs.

The attention is paid to the adaptation of the West- and East-European
(including Russian) academic musical and theatrical tradition in the Bela-
rusian provinces and the compelled, and then successfully repeated readap-
tation at the level of the reception of the European musical professionalism
by the concert-performing art.

Owing to the socio-historical circumstances at the beginning of the 19th

century and in the 20th century, high music school for professional musicians’
training in the Belarusian provinces was not created. The function of musical
education was performed by private boarding-schools, music schools and
teachers, city and private orchestras, as well as by mixed ethno-national
musical-cultural societies.

The way, which musical culture by the time of change of a social order
at the beginning of the 20th century has passed (the development of artistic
experience of the European academic musical tradition, mastering of the
forms of professional music new for these territories and the attempts of the
synthesis of national creativity and the experience of academic musical
practice), was the basis of the local paradigm for the further formation of
musical professionalism in Belarus.
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Êëàâèðíûå êî íöåðòû Èîãàííà Ñåáàñòèàíà Áàõà
â òâîð÷åñêîé áèîãðàôèè Ñàóëþñà Ñîíäåöêèñà

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

Ñèñòåìà öåííîñòåé, ÿâëÿþùàÿñÿ åñòåñòâåííûì ìåõàíèçìîì ñàìî-
ðåãóëÿöèè â îáëàñòè êóëüòóðû, ýôôåêòèâíà ëèøü â òîì ñëó÷àå, êîãäà
îïèðàåòñÿ íà îáúåêòèâíûå, óíèâåðñàëüíûå êðèòåðèè. Ó âû, â ðåàëüíîé
õóäîæåñòâåííîé ïðàêòèêå ýòî ñëó÷àåòñÿ íå âñåãäà. Ìû ÷àñòî ñòàëêèâà-
åìñÿ ñ çàâåäîìî çàâûøåííûìè îöåíêàìè ïî îòíîøåíèþ ê òåì, êòî ýòîãî
ñîâåðøåííî íå çàñëóæèâàåò . Ïîñëåäñòâèÿ òàêîé ïðàêòèêè ïëà÷åâíû:
ìóçûêàëüíàÿ îáùåñòâåííîñòü íà÷èíàåò âåðèòü â ýòè èñêàæåííûå îöåíêè,
ñîâåðøåííî íå ó÷èòûâàÿ òîò ôàêò , ÷òî ñëàâà òàêèõ ìóçûêàíòîâ íåðåäêî
îãðàíè÷åíà ëèøü êðóãîì ÷èòàòåëåé íåñêîëüêèõ ðåãèîíàëüíûõ èçäàíèé
è íåáîëüøèì ÷èñëîì ôàíàòè÷íî ïðåäàííûõ ïîñåòèòåëåé èõ êîíöåðòîâ.
Íå ïðèóìåíüøàÿ òàëàíò òàêèõ ìóçûêàíòîâ, ñëåäó åò îáðàòèòü âíèìàíèå
íà íåêîå èñêàæåíèå ðåàëüíîñòè, êîãäà æåëàåìîå âûäàåòñÿ çà äåéñòâè-
òåëüíîå. Â ðåçóëüòàòå óòðà÷èâàåòñÿ âîçìîæíîñòü îáúåêòèâíîé, âåðíîé
îöåíêè, è â êà÷åñòâå ñëåäñòâèÿ ýòîãî âîçíèêàþò íàðóøåíèÿ â ñàìîðåãó-
ëÿöèè âñåé ñèñòåìû.

Âîçìîæíîñòü ñêîððåêòèðîâàòü òàêèå èñêàæåíèÿ è âåðíóòü ÷óâñòâî
ðåàëüíîñòè äàåò îðèåíòàöèÿ íà ïðèìåðû òâîð÷åñòâà èñòèííî âåëèêèõ,
âñåìèðíî ïðèçíàííûõ àðòèñòîâ. Ìóçûêàíòîâ òàêîãî óðîâíÿ âñåãäà î÷åíü
ìàëî, íî îíè, â êîíå÷íîì èòîãå, îïðåäåëÿþò ïóòè ðàçâèòèÿ, ñëóæàò îðè-
åíòèðàìè. Èõ øèðîêîå ïðèçíàíèå – ôàêò , à íå èëëþçèÿ.

Òàêèå ïðèìåðû åñòü è â Ëàòâèè, è â Ëèòâå. Â Ëàòâèè, íàïðèìåð, ýòî
Ýëèíà Ãàðàí÷à (Elîna Garanèa) – ïåâèöà ìèðîâîãî óðîâíÿ, î ÷åì ñâèäå-
òåëüñòâóþò âñå àòðèáóòû åå òâîð÷åñêîé äåÿòåëüíîñòè: ñöåíû âåäóùèõ
îïåðíûõ òåàòðîâ è êîíöåðòíûõ çàëîâ, èìåíà ïàðòíåðîâ ïî âûñòóïëåíèÿì,
ïðåñòèæíûå ïðåìèè, ðåöåíçèè â àâòîðèòåòíûõ ñðåäñòâàõ ìàññîâîé èí-
ôîðìàöèè, â êîíöå êîíöîâ – âåëè÷èíà ãîíîðàðîâ. Â Ëèòâå ìóçûêàíòà-
ìè, îáëàäàþùèìè ïîäîáíûì óðîâíåì ìåæäóíàðîäíîãî àâòîðèòåòà è
èçâåñòíîñòè, ÿâëÿþòñÿ ëèøü Âèîëåòà Óðìàíà ( Violeta Urmana) è Ñàó-
ëþñ Ñîíäåöêèñ  (Saulius Sondeckis).

Ïîìèìî ïðåêëîíåíèÿ ïåðåä òàêèìè ìóçûêàíòàìè è ðàäîñòè, êîòî-
ðîå äîñòàâëÿåò òâîð÷åñêîå îáùåíèå ñ íèìè, îíè âûïîëíÿþò î÷åíü âàæ-
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Ë. Ìåëüíèêàñ. Êëàâèðíûå êîíöåðòû Èîãàííà Ñåáàñòèàíà Áàõà â òâîð÷åñêîé áèîãðàôèè..

íóþ «ýêîëîãè÷åñêóþ» ôóíêöèþ â êóëü òóðå – òâîð÷åñòâî èñòèííî âåëè-
êèõ àðòèñòîâ äàåò ïðàâèëüíûå îðèåíòèðû, ôîðìèðó åò îáúåêòèâíûå êðè-
òåðèè îöåíêè. Èìåííî ïîýòîìó èõ äåÿòåëüíîñòü âñåãäà ÿâëÿåòñÿ îáúåê-
òîì èçó÷åíèÿ, ê íåé ìû âîçâðàùàåìñÿ âíîâü è âíîâü.

Â ýòîì êëþ÷å èíòåðåñíî ïðîàíàëèçèðîâàòü èíòåðïðåòàöèè Ñîíäåö-
êèñîì êëàâèðíûõ êîíöåðòîâ Èîãàííà Ñåáàñòèàíà Áàõà. Õîòÿ íà ïåðâûé
âçãëÿä ýòî äîñòàòî÷íî ÷àñòíàÿ ïðîáëåìà, òåì íå ìåíåå îíà ïîçâîëÿåò çà-
òðîíóòü âàæíûå ìîìåíòû òâîð÷åñêîé ëè÷íîñòè Ñîíäåöêèñà, íàìåòèòü
õàðàêòåðíûå îñîáåííîñòè åãî õóäîæåñòâåííîãî îáëèêà è òåì ñàìûì ñïî-
ñîáñòâóåò óòâåðæäåíèþ êðèòåðèåâ îöåíêè, â óíèâåðñàëüíîñòè êîòîðûõ
ìû ìîæåì áûòü óâåðåíû.

Íåñêîëüêî ñëîâ î çíà÷åíèè ìóçûêàëüíîãî íàñëåäèÿ áàðîêêî â òâîð-
÷åñòâå Ñîíäåöêèñà. Ìóçûêàëüíûå òðàäèöèè ýïîõè áàðîêêî âñåãäà çàíè-
ìàëè îñîáîå ìåñòî â åãî äåÿòåëüíîñòè. Ýòîìó èìååòñÿ íåñêîëüêî îáúÿñíå-
íèé. Èñòîðè÷åñêèì ïðîòîòèïîì ñîçäàííîãî èì â 1960 ãîäó Ëèòîâñêîãî
êàìåðíîãî îðêåñòðà ÿâëÿëñÿ Collegium musicum – ðàñïðîñòðàíèâøèéñÿ
â ýïîõó áàðîêêî òèï òâîð÷åñêîãî ñîäðóæåñòâà, äåÿòåëüíîñòü êîòîðîãî áûëà
ïðîíèçàíà ðàäîñòüþ ñîâìåñòíîãî ìóçèöèðîâàíèÿ, «æèâîãî» ñîïðèêîñ-
íîâåíèÿ ñ ìóçûêîé. Ïåðâûå îïûòû Ñîíäåöêèñà â ñîçäàíèè åãî îðêåñòðà
êàê ðàç è îòðàæàëè ñòðåìëåíèå íàéòè àëüòåðíàòèâó êîñíûì êàíîíàì
ñëîæèâøåéñÿ ïðàêòèêè îðêåñòðîâîé èãðû. Êàìåðíîå ìóçèöèðîâàíèå,
ãäå ãîëîñ êàæäîãî ñëûøåí è êàæäûé ìîæåò îùóòèòü ñâîþ ñîïðè÷àñò-
íîñòü ñ îáùèì õóäîæåñòâåííûì ðåçóëü òàòîì, ÿâëÿëîñü çàìàí÷èâîé èäååé ,
âäîõíîâèâøåé íà÷èíàþùåãî äèðèæåðà. Åñòåñòâåííî, ÷òî ðîäñòâåííîñòü
òâîð÷åñêîé ìîäåëè Ëèòîâñêîãî êàìåðíîãî îðêåñòðà òðàäèöèè Collegium
musicum ñïîñîáñòâîâàëà è ïîâûøåííîìó èíòåðåñó ê ìóçûêàëüíîìó íà-
ñëåäèþ ýïîõè áàðîêêî, êàìåðíî-èíñòðóìåíòàëüíîå òâîð÷åñòâî êîòîðîãî
çà÷àñòóþ ñîçäàâàëîñü èìåííî äëÿ òàêîé ôîðìû àíñàìáëåâîãî ìóçèöè-
ðîâàíèÿ. Íå ñëó÷àéíî ìóçûêà áàðîêêî ÿâèëàñü îïîðíûì ïóíêòîì âûñò-
ðîåííîé Ñîíäåöêèñîì ðåïåðòóàðíîé êîíöåïöèè.

Âàæíûì ôàêòîðîì ðåïåðòóàðíûõ ïðåäïî÷òåíèé Ñîíäåöêèñà íà ïðî-
òÿæåíèè âñåé åãî òâîð÷åñêîé êàðüåðû áûëî è òî, ÷òî îí èñïûòûâàë îñî-
áîå ÷óâñòâî ïðåêëîíåíèÿ ïåðåä ìóçûêîé Áàõà. Âíîâü è âíîâü äèðèæåð
âîçâðàùàëñÿ ê èíòåðïðåòàöèè øåäåâðîâ âåëèêîãî òâîðöà ýïîõè áàðîêêî.
Íà âîïðîñ î íàèáîëåå çàïîìèíàþùèõñÿ åìó ñîáûòèÿõ òâîð÷åñêîé æèçíè
Ñîíäåöêèñ íå çàäóìûâàÿñü óêàçûâàë íà êîíöåðò â Ò îìàñ-êèðõå Ëåéï-
öèãå â 2000 ãîäó, ïðèóðî÷åííûé ê 250-ëåòèþ ñìåðòè âåëèêîãî êàíòîðà, â
êîòîðîì ñîâìåñòíî ñ îðêåñòðîì  Ãåâàíäõàóçà, õîðîì è ñîëèñòàìè  îí èñ-
ïîëíÿë Âûñîêóþ ìåññó h moll (BWV 232).
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Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

Â êîíöåðòíîì ðåïåðòóàðå Ñîíäåöêèñà íàêîïëåíî îãðîìíîå êîëè-
÷åñòâî ïðîèçâåäåíèé Áàõà – ýòî è åãî ìîíóìåíòàëüíûå îðêåñòðîâî-õî-
ðîâûå îïó ñû, è êàíòàòû, è èíñòðóìåíòàëüíûå ñî÷èíåíèÿ. Â ýòîì î÷åíü
çíà÷èòåëüíîì ïî îáúåìó ðåïåðòóàðå îñîáîå ìåñòî çàíèìàþò êëàâèðíûå
êîíöåðòû, êîòîðûå Ñîíäåöêèñ èñïîëíÿë ñî ìíîãèìè âûäàþùèìèñÿ
ïèàíèñòàìè è êîòîðûå ñòàëè çíà÷èòåëüíûìè âåõàìè â åãî òâîð÷åñêîé
áèîãðàôèè. Ýòî ñâîåîáðàçíûé ñðåç åãî õóäîæåñòâåííîé ýâîëþöèè, ïîçâî-
ëÿþùèé âûäåëèòü õàðàêòåðíûå ÷åðòû òâîð÷åñêîé èíäèâèäóàëüíîñòè .

Ñîïðèêîñíîâåíèå Ñîíäåöêèñà ñ êëàâèðíûìè êîíöåðòàìè Áàõà èìååò
äëèííóþ èñòîðèþ. Ó æå â ñàìîì ïåðâîì êîíöåðòå Ëèòîâñêîãî êàìåðíîãî
îðêåñòðà ïðîçâó÷àë Êîíöåðò d-moll (BWV 1052) Áàõà1. Ñîëèðîâàë Áàëèñ
Äâàðèîíàñ ( Balys Dvarionas) – ïðîñëàâëåííûé  ëèòîâñêèé êîìïîçèòîð,
ïèàíèñò è äèðèæåð. Ñîòðóäíè÷åñòâî ñ ýòèì ìóçûêàíòîì ÿâèëîñü âàæ-
íûì ñòèìóëîì ðàçâèòèÿ äèðèæåðñêîé äåÿòåëüíîñòè Ñîíäåöêèñà íà íà-
÷àëüíîì ýòàïå åãî êàðüåðû. Îäíàêî åùå èíòåðåñíåå òî âëèÿíèå, êîòîðîå
Äâàðèîíàñ îêàçàë íà âîñïðèÿòèå Ñîíäåöêèñîì ìóçûêè Áàõà. Ïî êëàññó
ôîðòåïèàíî Äâàðèîíàñ ó÷èëñÿ ó Ðîáåðòà Ò åéõìþëëåðà (Robert Teich-
müller) è Ýãîíà Ïåòðè (Egon Petri) – äâóõ èçâåñòíûõ íåìåöêèõ ïåäàãîãîâ
è ðåäàêòîðîâ àêàäåìè÷åñêèõ èçäàíèé êëàññè÷åñêîãî ôîðòåïèàííîãî ðå-
ïåðòóàðà2. Òåêñòîëîãè÷åñêàÿ òî÷íîñòü ëåæàëà â îñíîâå ïåäàãîãè÷åñêîãî
ïîäõîäà íåìåöêèõ íàñòàâíèêîâ ëèòîâñêîãî ïèàíèñòà. Íå ìåíåå èíòå-
ðåñíî è çíàìåíàòåëüíî, ÷òî Ýãîí Ïåòðè íà ïðîòÿæåíèè ìíîãèõ ëåò áûë
ó÷åíèêîì, à âïîñëåäñòâèè àññèñòåíòîì Ôåððó÷èî Áóçîíè, èìåë âîçìîæ-
íîñòü áëèçêî îáùàòüñÿ ñ ýòèì èçâåñòíåéøèì áàõèàíöåì íà÷àëà ÕÕ âåêà,
ïåðåíÿòü îò ïîñëåäíåãî ëþáîâü ê ìóçûêå Áàõà è ýòî ÷óâñòâî ïðèâèâàòü
óæå ñâîèì ó÷åíèêàì. ×åðåç Äâàðèîíàñà Ñîíäåöêèñ ñîïðèêîñíóëñÿ ñ òðà-
äèöèÿìè ýòèõ âåëèêèõ ìóçûêàíòîâ. Ïóòü ïîñòèæåíèÿ êëàâèðíûõ êîí-
öåðòîâ Áàõà, ñòîëü çíàìåíàòåëüíî íà÷àòûé Ñîíäåöêèñîì â ñîäðóæåñòâå
ñ Äâàðèîíàñîì, íå ìîã íå îêàçàòüñÿ ó ñïåøíûì è ïëîäîòâîðíûì.

Âåõîé â ïîñòèæåíèè ìèðà êëàâèðíûõ êîíöåðòîâ Áàõà äëÿ Ñîíäåö-
êèñà ñòàëî ñîòðóäíè÷åñòâî ñ çàìå÷àòåëüíîé ðóññêîé ïèàíèñòêîé Ò àòüÿ-
íîé Íèêîëàåâîé. Âìåñòå ñ íåé, à òàêæå ñòóäåíòàìè åå ôîðòåïèàííîãî
êëàññà â Ìîñêîâñêîé êîíñåðâàòîðèè Ìèõàèëîì Ïåòóõîâûì, Ñåðãååì
Ñåíêîâûì è Ìàðèíîé Åâñååâîé â êîíöåðòíîì ñåçîíå 1975–1976 ãîäîâ
Ñîíäåöêèñ è ðóêîâîäèìûé èì Ëèòîâñêèé êàìåðíûé îðêåñòð ïîäãîòî-

1 Konzert für Cembalo, Streicher und Basso continuo d-Moll BWV 1052.
2 Êñòàòè, â Ëèåïàå Äâàðèîíàñ èìåë âîçìîæíîñòü ó÷èòñüñÿ òàêæå ó Àëüôðåäà

Êàëíûíüøà (Alfrçds Kalniòð).
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âèë è èñïîëíèë ïîëíûé öèêë êëàâèðíûõ êîíöåðòîâ Áàõà. Íèêîëàåâà
èñïîëíèëà âñå êîíöåðòû äëÿ êëàâèðà ñ îðêåñòðîì (B WV 1052–1058), à
òàêæå ïåðâûå ïàðòèè â êîíöåðòàõ äëÿ äâóõ (BWV 1061–1062), òðåõ (BWV
1063, 1064) è ÷åòûðåõ êëàâèðîâ (BWV 1065) ñ îðêåñòðîì, åå ó÷åíèêè èã-
ðàëè äðóãèå êëàâèðíûå ïàðòèè. Âñåãî â öèêë âîøëî 13 êîíöåðòîâ, â êîòî-
ðûõ â êà÷åñòâå ñîëèðóþùèõ èíñòðóìåíòîâ áûëè êëàâèðû 3. Åùå äâà êîí-
öåðòà – Áðàíäåíáóðãñêèé êîíöåðò ¹ 5 (B WV 1050) è òàê íàçûâàåìûé
«Òðîéíîé» êîíöåðò (B WV 1044), ïðåäïîëàãàþùèå íàðÿäó ñ ñîëèðóþùåé
ïàðòèåé êëàâèðà òàêæå ñîëî ñêðèïêè è ôëåéòû, ïî ïîíÿòíûì ïðè÷èíàì
â öèêë íå âîøëè 4.

Â ëèöå Íèêîëàåâîé Ñîíäåöêèñ îáðåë ïðåêðàñíîãî ïàðòíåðà è åäè-
íîìûøëåííèêà. Åå ìàíåðà èñïîëíåíèÿ îòëè÷àëàñü óäèâèòåëüíîé åñòå-
ñòâåííîñòüþ, îòñóòñòâèåì êàêîé-ëèáî íàðî÷èòîñòè. Î÷åíü ïðèâëåêà-
òåëüíûì Ñîíäåöêèñ ïðèçíàë è òî, ÷òî â èíòåðïðåòàöèè Íèêîëàåâîé Áàõà
÷óâñòâîâàëñÿ ñêðûòûé ðîìàíòèçì – èñïîëíåíèå îòëè÷àëîñü òåïëîòîé è
ìåëîäè÷åñêîé «ïðîïåòîñòüþ». Âîò êàê Ñîíäåöêèñ ïèñàë î Íèêîëàåâå:
«Òàòüÿíà Ïåòðîâíà âåðíî îùóùàëà áàõîâñêèé ñòèëü, âñåãäà íàïîìèíàëà,
÷òî ñëîæíîñòü ìóçûêàëüíîé òêàíè ñëåäó åò ïðåäñòàâèòü ñëóøàòåëþ, íå
ïîä÷åðêèâàÿ ýòîé ñëîæíîñòè, íî ðàñêðûòü êðàñîòó , ÷åëîâå÷íîñòü ìóçûêè.
Òàòüÿíà Ïåòðîâíà íåîäíîêðàòíî òâåðäèëà, ÷òî è â áàõîâñêîé ìóçûêå
òàèòñÿ ðîìàíòè÷åñêàÿ èñêðà. Áåç íåå ýòà ìóçûêà òåðÿåò ñâîþ æèçíåí-
íóþ ñèëó, íî çàæèãàòü ýòó èñêðó íàäî óìåëî, ïîä÷èíÿÿ çäðàâîìó âêó ñó è
âåðíîìó ïîíèìàíèþ ñòèëÿ» (Ñîíäåöêèñ 2004: 87).

3 Konzert für Cembalo, Streicher und Basso continuo d-Moll BWV 1052; Konzert
für Cembalo, Streicher und Basso continuo E-Dur BWV 1053; Konzert für Cembalo,
Streicher und Basso continuo D-Dur BWV 1054; Konzert für Cembalo, Streicher
und Basso continuo A-Dur BWV 1055; Konzert für Cembalo, Streicher und Basso
continuo f-Moll BWV 1056; Konzert für Cembalo, 2 Blockflöten, Streicher und
Basso continuo F-Dur BWV 1057; Konzert für Cembalo, Streicher und Basso con-
tinuo g-Moll BWV 1058; Konzert für 2 Cembali, Streicher und Basso continuo
c-Moll BWV 1060; Konzert für 2 Cembali, Streicher und Basso continuo C-Dur
BWV 1061; Konzert für 2 Cembali, Streicher und Basso continuo c-Moll BWV
1062; Konzert für 3 Cembali, Streicher und Basso continuo d-Moll BWV 1063;
Konzert für 3 Cembali, Streicher und Basso continuo C-Dur BWV 1064; Konzert
für 4 Cembali, Streicher und Basso continuo a-Moll BWV 1065.

4 Konzert für Cembalo, Querflöte, Violine, Streicher und Basso Continuo D-Dur
BWV 1050 (Brandenburgisches Konzert Nr. 5); Konzert für Cembalo, Violine, Flöte,
Streicher und Basso continuo a-moll BWV 1044 (Trippelkonzert ).
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Íåñîìíåííî, âñå ýòè êà÷åñòâà îòðàæàëè, â ïåðâóþ î÷åðåäü, ïðèðîäó
òâîð÷åñêîé íàòóðû ïèàíèñòêè, îäíàêî íå òîëüêî – çà ìíèìîé ïðîñòîòîé
ñêðûâàëñÿ îãðîìíûé îïûò ïîñòèæåíèÿ ñòèëèñòèêè áàõîâñêîé ìóçûêè.
Åùå â 1950 ãîäó Íèêîëàåâà ñòàëà ïîáåäèòåëüíèöåé Ïåðâîãî ìåæäóíàðîä-
íîãî êîíêóðñà èìåíè Áàõà â Ëåéïöèãå. Ýòîò êîíêóðñ áûë ïðèóðî÷åí ê
200-ëåòèþ ñî äíÿ ñìåðòè Áàõà è ñòàë ñîáûòèåì ãîäà ìèðîâîé ìóçûêàëü-
íîé êóëü òóðû. Âûñòóïëåíèå Íèêîëàåâîé íà êîíêóðñå áåç ïðåóâåëè ÷åíèé
áûëî òðèóìôàëüíûì, îíà çàÿâèëà î ñåáå êàê ñàìîáûòíûé èíòåðïðå- òàòîð
áàõîâñêîãî êëàâèðíîãî íàñëåäèÿ. Äìèòðèé Øîñòàêîâè÷, ó÷àñòâîâàâøèé
â ðàáîòå æþðè êîíêóðñà, ïîä âïå÷àòëåíèåì îò èãðû Íèêîëàåâîé ñîçäàë
ñâîé öèêë 24 ïðåëþäèé è ôóã äëÿ ôîðòåïèàíî è îáðàòèëñÿ ê ïèàíèñòêå
ñ ïðîñüáîé ñòàòü åãî ïåðâîé èñïîëíèòåëüíèöåé.

Êàê èñòèííûé õóäîæíèê, Íèêîëàåâà, íåñìîòðÿ íà ó ñïåõ è ïðèçíàíèå,
íå óäîâëåòâîðÿÿñü äîñòèãíóòûì, èñêàëà âñå íîâûå âîçìîæíîñòè îâëàäå-
íèÿ òðàäèöèÿìè èñïîëíåíèÿ áàðî÷íîé ìóçûêè. Íà ïðîòÿæåíèè íåñêîëü-
êèõ ëåò â êà÷åñòâå êëàâåñèíèñòêè îíà ñîòðóäíè÷àëà ñ ñîçäàííûì Ðóäîëü-
ôîì Áàðøàåì â 1955 ãîäó Ìîñêîâñêèì êàìåðíûì îðêåñòðîì. Ýòî äàëî
íîâîå ïîñòèæåíèå ñòèëÿ ìóçûêè Áàõà.

Â àêòèâíîì êîíöåðòíîì ðåïåðòóàðå ïèàíèñòêè áûëè, ïî ñóùåñòâó ,
âñå îñíîâíûå ïðîèçâåäåíèÿ áàõîâñêîãî êëàâèðíîãî íàñëåäèÿ. Âîò ëèøü
ïåðå÷åíü òîãî, ÷òî â ñåçîíå 1972–1973 ãîäîâ Íèêîëàåâà ñûãðàëà â Âèëü-
íþñå â ðàìêàõ ñâîåãî áàõîâñêîãî öèêëà ( Johannas Sebastianas Bachas [...]
1972):

Ïå ðâûé êîíöåðò öèêëà (2 äåêàáðÿ 1972): Ïàðòèòà D-dur (BWV 828);
Õîðîøî òåìïåðèðîâàííûé êëàâèð , ïåðâûé òîì, ïðåëþäèè è ôóãè ¹ 1–12
(BWV 846–857); Òîêêàòà fis-moll (BWV 910).

Âòîðîé êîíöåðò öèêëà (4 äåêàáðÿ 1972): Àíãëèéñêàÿ ñþèòà g-moll
(BWV 808); Õîðîøî òåìïåðèðîâàííûé êëàâèð , ïåðâûé òîì, ïðåëþäèè è
ôóãè ¹ 13–24 ( BWV 858–869); Õðîìàòè÷åñêàÿ ôàíòàçèÿ è ôóãà d-moll
(BWV 903).

Òðåòèé êîíöåðò öèêëà (6 ÿíâàðÿ 1973): Ôðàíöóçñêàÿ óâåðòþðà h-moll
(BWV 831); Õîðîøî òåìïåðèðîâàííûé êëàâèð , âòîðîé òîì, ïðåëþäèè è
ôóãè ¹ 1–12 ( BWV 870–881); Êàïðè÷÷èî íà îòúåçä âîçëþáëåííîãî áðàòà
B-dur (BWV 992).

×åòâåðòûé êîíöåðò öèêëà (8 ÿíâàðÿ 1973): Õîðîøî òåìïåðèðîâàííûé
êëàâèð, âòîðîé òîì, ïðåëþäèè è ôóãè ¹ 13–18 ( BWV 882–887); Ãîëüä-
áåðãîâñêèå âàðèàöèè (BWV 988).

Ïÿòûé êîíöåðò öèêëà (10 ôåâðàëÿ 1973): Õîðîøî òåìïåðèðîâàííûé
êëàâèð, âòîðîé òîì, ïðåëþäèè è ôóãè ¹ 19–24 ( BWV 888–893); Ôðàí-
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öóçñêàÿ ñþèòà c-moll (BWV 813); Ôðàíöóçñêàÿ ñþèòà Es-dur (BWV 815);
Èòàëüÿíñêèé êîíöåðò  F-dur (BWV 971).

Øåñòîé êîíöåðò öèêëà (12 ôåâðàëÿ 1973): Èñêóññòâî ôóãè (BWV
1080).

Ïåðå÷èòûâàÿ ñïèñîê èñïîëíåííîãî Íèêîëàåâîé â Âèëüíþñå, ñîçäà-
åòñÿ âïå÷àòëåíèå, ÷òî, áóäü âîçìîæíîñòü óâåëè÷èòü êîëè÷åñòâî êîíöåð-
òîâ áàõîâñêîãî öèêëà, ïèàíèñòêà ñûãðàëà áû è ìíîãèå äðóãèå ïðîèçâå-
äåíèÿ êîìïîçèòîðà. Ñ èñïîëíèòåëåì òàêîãî óðîâíÿ Ñîíäåöêèñ âçÿëñÿ
ãîòîâèòü öèêë âñåõ êëàâèðíûõ êîíöåðòîâ.

Ïðèñóùåå Íèêîëàåâîé âîñïðèÿòèå ìóçûêè Áàõà ïîëíîñòüþ ñîîò-
âåòñòâîâàëî òåì ïðåäñòàâëåíèÿì, êîòîðûìè ðóêîâîäñòâîâàëñÿ è ñàì
Ñîíäåöêèñ. Â ýòîì îòíîøåíèè èõ àíñàìáëü áûë èäåàëüíûì. Â ñâîþ î÷å-
ðåäü ó÷åíèêè Íèêîëàåâîé ãàðìîíè÷íî âïèñàëèñü â ýòîò Collegium mu-
sicum, ñëåäîâàëè õóäîæåñòâåííûì ó ñòðåìëåíèÿì ñâîèõ èìåíèòûõ ïàðò-
íåðîâ.

Ñîíäåöêèñ âñåãäà âîñòîðãàëñÿ èñêóññòâîì Íèêîëàåâîé. Âñïîìèíàÿ
ðåïåòèöèè ñ íåé, îí ïèñàë: «Ó æå ñâîèì ïðèñóòñòâèåì îíà çàñòàâëÿëà íàñ
âûêëàäûâàòü âñå, íà ÷òî ìû áûëè ñïîñîáíû. Ìû ëîâèëè êàæäîå åå äû-
õàíèå, ìåëü÷àéøèå øòðèõè â àðòèêóëÿöèè. ß ñòàðàëñÿ íà åå æèâóþ èãðó
íàéòè ñîîòâåòñòâóþùèé îòâåò â îðêåñòðå. Îíà ìàëî ãîâîðèëà è ðåäêî
îñòàíàâëèâàëà, íî, êîãäà äåëàëà çàìå÷àíèÿ, âñå áûëî ÿñíî è îáðàçíî»
(Ñîíäåöêèñ 2004: 87).

Â ëèöå Íèêîëàåâîé è Ñîíäåöêèñà ãåíèàëüíàÿ ìóçûêà Áàõà îáðåëà
ñâîèõ äîñòîéíûõ èíòåðïðåòàòîðîâ. Ñëàâà îá óäèâèòåëüíîì öèêëå êëà-
âèðíûõ êîíöåðòîâ Áàõà è åãî èñïîëíèòåëÿõ áûñòðî ðàñïðîñòðàíèëàñü â
ìóçûêàëüíûõ êðóãàõ. Ïîñëåäîâàëè ìíîãî÷èñëåííûå ïðåäëîæåíèÿ îò
ñàìûõ àâòîðèòåòíûõ êîíöåðòíûõ îðãàíèçàöèé. Ìóçûêàíòû áûëè ïðè-
ãëàøåíû èñïîëíèòü áàõîâñêèé öèêë â Áîëüøîì çàëå Ìîñêîâñêîé êîí-
ñåðâàòîðèè è â Áîëüøîì çàëå Ñàíêò-Ïåòåðáóðãñêîé ôèëàðìîíèè, äâóõ
ñàìûõ ïðåñòèæíûõ àêàäåìè÷åñêèõ êîíöåðòíûõ çàëàõ òîãäàøíåãî Ñîâåò-
ñêîãî Ñîþçà. Ýòè ïðèãëàøåíèÿ îçíà÷àëè âûñøóþ ñòåïåíü ïðèçíàíèÿ.
Ó÷èòûâàÿ ñëàâó ðîññèéñêèõ ïèàíèñòîâ â ìèðå è æåñòî÷àéøóþ êîíêó-
ðåíöèþ ìåæäó íèìè, òàêîé ó ñïåõ è îöåíêà ïðîåêòà ïðèîáðåòàåò îñîáûé
âåñ. Êñòàòè, ýòî áûëî ïåðâîå èñïîëíåíèå ïîëíîãî öèêëà êëàâèðíûõ êîí-
öåðòîâ Áàõà íå òîëüêî â Ëèòâå, íî è â Ðîññèè, ÷òî óæå ñàìî ïî ñåáå áûëî
î÷åíü çíàìåíàòåëüíûì.

Ôèðìà ãðàìçàïèñè Ìåëîäèÿ  â æèâîì èñïîëíåíèè çàïèñàëà âåñü öèêë
êîíöåðòîâ â Áîëüøîì çàëå Ìîñêîâñêîé êîíñåðâàòîðèè è âûïó ñòèëà êîì-
ïëåêò ïëàñòèíîê. Ïëàñòèíêè âûçâàëè îãðîìíûé àæèîòàæ. Ïðè ýòîì
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íåçíà÷èòåëüíûå, íî, êàê ïðàâèëî, íåèçáåæíûå íåòî÷íîñòè â èñïîëíå-
íèè, ñâÿçàííûå ñ êîíöåðòíîé çàïèñüþ, íå èãðàëè íèêàêîé ðîëè. Âñåõ
ïðèâëåêàëà æèâîñòü èñïîëíåíèÿ, çà÷àñòóþ òåðÿåìàÿ â óñëîâèÿõ ñòóäèé-
íîé çàïèñè, êîãäà â óãîäó àáñîëþòíîé ñòåðèëüíîñòè ó ñòðàíÿþòñÿ è òùà-
òåëüíî èñïðàâëÿþòñÿ ìàëåéøèå íåòî÷íîñòè, íî çà ñ÷åò ýòîãî òåðÿåòñÿ
îùóùåíèå íåïîâòîðèìîñòè ñèþìèíóòíîãî áûòèÿ òâîð÷åñêîãî àêòà ìó-
çûêàëüíîé èíòåðïðåòàöèè.

Âûñî÷àéøàÿ îöåíêà çàïèñåé íàøëà ñâîå ïîäòâåðæäåíèå è â òîì, ÷òî
îíè ñòàëè ïåðåèçäàâàòüñÿ êðóïíåéøèìè ôèðìàìè è ðàñïðîñòðàíÿòüñÿ
ïî âñåìó ìèðó . Ïåðâîé ýòèìè çàïèñÿìè çàèíòåðåñîâàëàñü ôèðìà Eterna
èç òîãäàøíåé Âîñòî÷íîé Ã åðìàíèè è èçäàëà èõ áîëüøèì òèðàæîì. Ñëå-
äîì çà ýòèì ïëàñòèíêè áûëè ïåðåèçäàíû èçâåñòíîé êîìïàíèåé Ariola-
Eurodisc â Çàïàäíîé Ãåðìàíèè, à âñêîðå è ÿïîíñêîé Victor , èçâåñòíîé
òàêæå ïîä ìàðêîé RCA Victor Records. Â óñëîâèÿõ «æåëåçíîãî çàíàâåñà»,
îòäåëÿâøåãî Ñîâåòñêèé Ñîþç îò Çàïàäíîãî ìèðà, ñàì ïî ñåáå ôàêò ïî-
äîáíîãî ðàñïðîñòðàíåíèÿ ïëàñòèíîê è èõ ìåæäóíàðîäíîãî ïðèçíàíèÿ
áûë èç ðÿäà âîí âûõîäÿùèì. Èñïîëíèòåëüñêèé ïðîåêò Ñîíäåöêèñà è
Íèêîëàåâîé ïîëó÷èë ìîùíûé èìïóëüñ äàëüíåéøåãî ðàçâèòèÿ, îêàçàëñÿ
î÷åíü âîñòðåáîâàííûì è çàçâó÷àë âî ìíîãèõ ïðåñòèæíûõ êîíöåðòíûõ
çàëàõ.

Ñ òå÷åíèåì âðåìåíè â ñîñòàâå èñïîëíèòåëåé öèêëà ïðîèñõîäèëè
èçìåíåíèÿ : âìåñòî çàêîí÷èâøèõ êîíñåðâàòîðèþ ïèàíèñòîâ â àíñàìáëü
âêëþ÷èëèñü íîâûå ñòóäåíòû êëàññà Íèêîëàåâîé – Íèêîëàé Ëóãàíñêèé
è Àëåêñåé Øìèòîâ. Ìåíÿëèñü òàêæå ìóçûêàíòû è â Ëèòîâñêîì êàìåð-
íîì îðêåñòðå – íà ñìåíó îäíèì ïðèõîäèëè äðóãèå. Íåèçìåííûìè îñòà-
âàëèñü Òàòüÿíà Íèêîëàåâà è Ñà óëþñ Ñîíäåöêèñ, è ýòîãî áûëî äîñòàòî÷íî,
÷òîáû âûñî÷àéøàÿ ïëàíêà èñïîëíåíèÿ ñîõðàíÿëàñü. Â îáíîâëåííîì ñî-
ñòàâå èñïîëíèòåëåé êëàâèðíûé öèêë áûë ïðåäñòàâëåí â 1985 ãîäó íà áà-
õîâñêîì ôåñòèâàëå â Çàïàäíîì Áåðëèíå, ïðèóðî÷åííîì ê 300-ëåòèþ ñî
äíÿ ðîæäåíèÿ âåëèêîãî êîìïîçèòîðà, à â 1989 ãîäó ïðîçâó÷àë è â ßïîíèè.

Â ÷åðåäå èñïîëíåíèé öèêëà îñîáî ñëåäó åò îòìåòèòü åãî âêëþ÷åíèå
â ïðîãðàììó ôåñòèâàëÿ Øëåçâèã-Õîëüøòåéí ( Schlezwig-Holstein) â
1990ãîäó. Â òå ãîäû ýòîò ôåñòèâàëü íàõîäèëñÿ íà âåðøèíå ñëàâû, âîéäÿ
â ÷èñëî ñàìûõ ïðåñòèæíûõ ìóçûêàëüíûõ ôåñòèâàëåé ìèðà. Ýòî îáñòîÿ-
òåëüñòâî ñàìî ïî ñåáå ÿâëÿëîñü ñâèäåòåëüñòâîì çíà÷èìîñòè õóäîæåñòâåí-
íûõ äîñòèæåíèé èñïîëíèòåëåé. Ñ äðóãîé ñòîðîíû, îñîáûé «êîëîðèò»
ïðèäàâàëî è òî, ÷òî íàðÿäó ñ Ñîíäåöêèñîì, Íèêîëàåâîé è Ëóãàíñêèì â
ñîñòàâ èñïîëíèòåëåé âêëþ÷èëñÿ èçâåñòíûé íåìåöêèé ïèàíèñò è äèðè-
æåð, èíòåíäàíò ôåñòèâàëÿ Þñòóñ Ôðàíö ( Justus Franz) è åãî ó÷åíèê Ìàð-
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êóñ Êðåòöåð (Marcus Kretzer). Ñîíäåöêèñ, âñïîìèíàÿ îá ó÷àñòèè â ôåñ-
òèâàëå, ðàññêàçûâàåò íå òîëüêî î ðàäîñòè ñîâìåñòíîé ðàáîòû ñ ýòèì íå-
ñêîëüêî îáíîâëåííûì ñîñòàâîì èñïîëíèòåëåé, íî è î áîëüøîì âïå÷àò-
ëåíèè, êîòîðîå íà íåãî ïðîèçâåëè ó ñëîâèÿ ðåïåòèöèé, ïðîõîäèâøèõ â
ýêñïîçèöèîííîì çàëå ôèðìû Steinway â Ãàìáóðãå, ãäå â îäíîì ïîìåùå-
íèè ñòîÿëî 25 êîíöåðòíûõ ôîðòåïèàíî, à èñïîëíèòåëè, ïåðåõîäÿ îò îä-
íîãî èíñòðóìåíòà ê äðóãîìó , âûáèðàëè òîò èç íèõ, íà êîòîðîì ïðåäïî-
÷èòàëè èãðàòü â âå÷åðíåì êîíöåðòå.

Ñîâìåñòíî ñ Ò àòüÿíîé Íèêîëàåâîé è åå ó÷åíèêàìè Ñîíäåöêèñ èñ-
ïîëíèë öèêë êëàâèðíûõ êîíöåðòîâ â ðàçíûõ ãîðîäàõ è ñòðàíàõ â îáùåé
ñëîæíîñòè 15 ðàç. Ýòî áûëî 15 ðàç ïåðåæèòîå ÷óâñòâî òâîð÷åñêîé ðà-
äîñòè – íàñòîÿùèé êàòàðñèñ è äëÿ èñïîëíèòåëåé, è äëÿ ñëóøàòåëåé.

Íåîæèäàííàÿ ñìåðòü Íèêîëàåâîé â 1993 ãîäó îáîðâàëà ýïîïåþ êëà-
âèðíûõ êîíöåðòîâ Áàõà ñ ýòèì çâåçäíûì ñîñòàâîì. Âåëèêàÿ ïèàíèñòêà,
æèâøàÿ ìûñëÿìè î ìóçûêå, ïðåäàííî è ñàìîçàáâåííî ñëóæèâøàÿ ñâîåìó
èñêóññòâó, ñêîí÷àëàñü íà êîíöåðòíîé ñöåíå â Ñàí-Ôðàíöèñêî âî âðåìÿ
èñïîëíåíèÿ öèêëà Ïðåëþäèé è ôóã Äìèòðèÿ Øîñòàêîâè÷à – ïðîèçâå-
äåíèÿ, ê âîçíèêíîâåíèþ êîòîðîãî îíà èìåëà íåïîñðåäñòâåííîå îòíî-
øåíèå.

Ñîíäåöêèñ ïåðåæèâàë ñìåðòü Íèêîëàåâîé êàê ëè÷íóþ óòðàòó . Îíè
áûëè áîëüøèìè äðóçüÿìè, òåñíî ñîòðóäíè÷àëè äðóã ñ äðóãîì. Ïðåðâàëñÿ
íå òîëüêî öèêë áàõîâñêèõ êîíöåðòîâ, íåçàâåðøåííûì îêàçàëñÿ çàäóìàí-
íûé Ñîíäåöêèñîì è Íèêîëàåâîé è óæå íà÷àâøèé ðåàëèçîâûâàòüñÿ ïðî-
åêò çàïèñè âñåõ ôîðòåïèàííûõ êîíöåðòîâ Ìîöàðòà, ïðèøëîñü îòêàçàòüñÿ
îò îñóùåñòâëåíèÿ è ìíîãèõ äðóãèõ ïëàíîâ.

13–15 ìàÿ 1994 ãîäà ïî ñëó÷àþ 70-ëåòèÿ Íèêîëàåâîé è â ïàìÿòü î
íåé âåñü öèêë áàõîâñêèõ êîíöåðòîâ áûë ñûãðàí Ñîíäåöêèñîì ñîâìåñò-
íî ñ ëèòîâñêèìè ïèàíèñòàìè â Âèëüíþñå. Ñîëüíûå ïàðòèè èñïîëíÿëè:
— â êîíöåðòàõ äëÿ êëàâèðà ñ îðêåñòðîì – ó÷åíèêè Íèêîëàåâîé Ëèàíà

Áàðîíàéòå ( Lijana Baronaitë), Ðè÷àðäàñ Áèâåéíèñ (Rièardas Biveinis),
Ýãëå Ïåðêóìàéòå ( Eglë Perkûmaitë), à òàêæå Ïÿòðàñ Ãåíþøàñ ( Petras
Geniuðas), Áèðóòå Âàéíþíàéòå ( Birutë Vainiûnaitë ), Àëåêñàíäðà
Æâèðáëèòå (Aleksandra Þvirblytë), Àíäðþñ Æëàáèñ (Andrius Þlabys);

— â êîíöåðòàõ äëÿ äâóõ êëàâèðîâ è îðêåñòðà – Çáèãíåâ è Ðóòà Èáåëü-
õàóïòû ( Zbignevas & Rûta Ibelhauptai), Âåðîíèêà Âèòàéòå (Veronika
Vitaitë) è Ðàìóòå Âàéòêåâè÷þòå (Ramutë Vaitkevièiûtë), Êÿñòóòèñ
Ãðèáàóñêàñ (Kæstutis Grybauskas) è Èíãà Ìàêíàâè÷åíå ( Inga Makna-
vièienë);



150

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

— â êîíöåðòàõ äëÿ òðåõ êëàâèðîâ è îðêåñòðà – Þðãèñ Áÿëîáæåñêèñ
(Jurgis Bialobþeskis), Àëäîíà è Õàëèíà Ðàäâèëàéòå (Aldona & Halina
Radvilaitës), à òàêæå Ýãèäèóñ Áóîæèñ (Egidijus Buoþys), Âèòèñ Áóé-
âèäàâè÷þñ (Vytis Buividavièius) è Àðóíàñ Äèê÷þñ (Arûnas Dikèius);

— â Êîíöåðòå äëÿ ÷åòûðåõ êëàâèðîâ è îðêåñòðà – Ìàðèàì Àçèçáåêîâà
(Mariam Azizbekova), Èðåíà ×þðèëàéòå ( Irena Èiurilaitë ), Âèðãèíèÿ
Äàáêóòå (Virginija Dabkutë ) è Ñåðãåé Îêðóæêî (Sergejus Okruðko).
Ýòî áûë ñèìâîëè÷åñêèé çíàê óâàæåíèÿ àðòèñòêå, íà ïðîòÿæåíèè

ìíîãèõ ëåò ïîñòîÿííî âûñòóïàâøåé â Ëèòâå, ñîòðóäíè÷àâøåé ñ Ñîíäåö-
êèñîì è ðóêîâîäèìûì èì Ëèòîâñêèì êàìåðíûì îðêåñòðîì, îïåêàâøåé
ìîëîäûõ ëèòîâñêèõ ïèàíèñòîâ.

Îòìå÷àÿ 80-ëåòèå Íèêîëàåâîé â 2004 ãîäó  â Ìîñêâå è Ñàíêò-Ïåòåð-
áóðãå, Ñîíäåöêèñ âìåñòå Íèêîëàåì Ëóãàíñêèì è Ìèõàèëîì Ïåòóõîâûì
èñïîëíèë öèêë áàõîâñêèõ êîíöåðòîâ â íåñêîëüêî ñîêðàùåííîì âèäå (â
êîíöåðòàõ ó÷àñòâîâàë Êàìåðíûé îðêåñòð Áîëüøîãî òåàòðà èç Ìîñêâû).
Â 2007–2008 ãîäàõ òàêæå â ïàìÿòü î Íèêîëàåâîé èñòîðè÷åñêèé öèêë â
ïîëíîì îáúåìå áûë èñïîëíåí â Ìîñêîâñêîé êîíñåðâàòîðèè. Ñîíäåöêèñ
äèðèæèðîâàë îðêåñòðîì ñòóäåíòîâ êîíñåðâàòîðèè, ñîëèñòàìè áûëè ðåê-
òîð êîíñåðâàòîðèè Ò èãðàí Àëèõàíîâ è áûâøèå ó÷åíèêè Íèêîëàåâîé,
òåïåðü óæå ïðîôåññîðà – Ìèõàèë Ïåòóõîâ, Ìàðèíà Åâñååâà è Ñåðãåé
Ñåíêîâ.

Ïîñëåäíèì îòãîëîñêîì ãðàíäèîçíîãî ïðîåêòà êëàâèðíûõ êîíöåð-
òîâ Áàõà, îñóùåñòâëåíèå êîòîðîãî îõâàòûâàëî, ïî ñóùåñòâó , ïî÷òè âñþ
òâîð÷åñêóþ æèçíü Ñîíäåöêèñà, ñòàëà åãî çàïèñü, èçäàííàÿ â 2013 ãîäó
âñåìèðíî èçâåñòíîé ôèðìîé Warner Classic. Íà ýòîé çàïèñè àìåðèêàí-
ñêàÿ ïèàíèñòêà Äæóëèÿ Çèëüáåðêâèò (Julia Zilberquit ) èñïîëíèëà âñå êîí-
öåðòû äëÿ êëàâèðà ñ îðêåñòðîì è äâà êîíöåðòà ïî Âèâàëüäè äëÿ îðãàíà
ñîëî a-moll è d-moll (BWV 593, 596); ïîñëåäíèå áûëè çàïèñàíû â âåðñèè
äëÿ ôîðòåïèàíî ñ îðêåñòðîì, êîãäà ïèàíèñòêà â íåñêîëüêî ïåðåðàáî-
òàííîì âèäå èãðàëà ïàðòèþ îðãàííîãî êîíöåðòà, à îðêåñòð – îðêåñòðî-
âîãî ñîïðîâîæäåíèÿ îðèãèíàëüíûõ êîíöåðòîâ Âèâàëüäè. Äæóëèÿ Çèëü-
áåðêâèò, àêòèâíî êîíöåðòèðóþùàÿ âûïó ñêíèöà ïðåñòèæíîé Äæóëüÿð-
äîâñêîé øêîëû â Íüþ-Éîðêå ïî êëàññó Áåëëû Äàâèäîâè÷, âîïëîòèëà â
èñïîëíåíèè êîíöåðòîâ òðàäèöèè ðó ññêîé ôîðòåïèàííîé øêîëû, è â ýòîì
ñîñòàâèëà ñ Ñîíäåöêèñîì ïðåêðàñíûé àíñàìáëü. Â çàïèñè ïðèíèìàë
ó÷àñòèå òàêæå îðêåñòð Âèðòóîçû Ìîñêâû , ãëàâíûì ïðèãëàøåííûì äèðè-
æåðîì êîòîðîãî äî ñèõ ïîð ÿâëÿåòñÿ Ñîíäåöêèñ.

Ýïîïåÿ èñïîëíåíèÿ êëàâèðíûõ êîíöåðòîâ Áàõà, îõâàòèâøàÿ íå-
ñêîëüêî äåñÿòèëåòèé, ïîçâîëÿåò âûÿâèòü âàæíûå ÷åðòû òâîð÷åñêîãî îá-
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ëèêà Ñîíäåöêèñà, îòðàçèòü ïðèîðèòåòû åãî õóäîæåñòâåííîé äåÿòåëüíî-
ñòè. Â ýòîé ñâÿçè óìåñòíî âûäåëèòü íåñêîëüêî ôàêòîðîâ, îáó ñëîâèâøèõ
ìåñòî êëàâèðíûõ êîíöåðòîâ â òâîð÷åñêîé áèîãðàôèè Ñîíäåöêèñà.

Ôàêòîð õóäîæåñòâåííî-èñòîðè÷åñêîãî êî íòåêñòà. Òâîð÷åñòâî Ñîíäåö-
êèñà ñîâïàëî ñ ïåðèîäîì îñòðûõ äèñêó ññèé ïî ïîâîäó âîïðîñîâ «èñòî-
ðè÷åñêîé» èíòåðïðåòàöèè ìóçûêàëüíîãî íàñëåäèÿ ýïîõè áàðîêêî. Â öåí-
òðå ýòèõ äèñêóññèé íàõîäèëèñü è ïðîáëåìû ìóçûêàëüíûõ èíñòðóìåíòîâ,
âåäü èíñòðóìåíò – ñðåäñòâî ðåàëèçàöèè òâîð÷åñòâà êîìïîçèòîðà è èñïîë-
íèòåëÿ, áëàãîäàðÿ êîòîðîìó ó ñèëèÿìè èõ îáîèõ ïðîèçâåäåíèå îáðåòàåò
ñâîé çâóêîâîé îáëèê. Îò òîãî, êàêèì èíñòðóìåíòîì ïîëüçó åòñÿ èñïîë-
íèòåëü, çàâèñèò è êîíå÷íûé õóäîæåñòâåííûé ïðîäóêò . Â ýòîé ñâÿçè èí-
ñòðóìåíòàëüíàÿ ìàòåðèàëèçàöèÿ áàõîâñêîé ìóçûêè – î÷åíü àêòóàëüíàÿ
ïðîáëåìà. Ôîðòåïèàíî – èíñòðóìåíò ïîñëåáàðî÷íîé, â ïåðâóþ î÷åðåäü
ðîìàíòè÷åñêîé, ýïîõè. ßâëÿåòñÿ ëè ýòî ïðåïÿòñòâèåì äëÿ à óòåíòè÷íîãî
èñïîëíåíèÿ? Ñîíäåöêèñ ïî ýòîìó âîïðîñó âñåãäà èìåë ñâîþ ïðèíöèïè-
àëüíóþ óñòàíîâêó – èñïîëüçîâàíèå ñòàðèííûõ èíñòðóìåíòîâ ñàìî ïî
ñåáå íå ÿâëÿåòñÿ ãàðàíòîì óáåäèòåëüíîé èíòåðïðåòàöèè è íå äîëæíî
àáñîëþòèçèðîâàòüñÿ. Íå èíñòðóìåíò , à òàëàíò èñïîëíèòåëÿ, åãî ñïîñîá-
íîñòü ïðîíèêíóòüñÿ âûðàçèòåëüíîñòüþ ìóçûêè è óìåíèå óáåäèòåëüíî è
ÿðêî åå âîññîçäàòü îïðåäåëÿþò êà÷åñòâî èñïîëíåíèÿ. Îñíîâûâàÿñü íà
ýòîé ïðèíöèïèàëüíîé ïîçèöèè, Ñîíäåöêèñ íèñêîëüêî íå ñìóùàëñÿ, ÷òî
êëàâèðíûå êîíöåðòû Áàõà çâó÷àò â ôîðòåïèàííîé âåðñèè. Íàïðîòèâ,
ëó÷øèå ïèàíèñòû, ñ êîòîðûìè îí âûñòóïàë, â ïåðâóþ î÷åðåäü ýòî îòíî-
ñèòñÿ ê Òàòüÿíå Íèêîëàåâîé, äîñòèãàëè, ñ åãî òî÷êè çðåíèÿ, ýòàëîííûõ
îáðàçöîâ èñïîëíèòåëüñêîãî âîïëîùåíèÿ áàõîâñêîé ìóçûêè, è ýòî áûëî
ãëàâíûì.

Ôàêòîð ïðåäïî÷òå íèé ñôåðû õóäîæåñòâåííîãî ñàì îâûðàæåíèÿ . Áàõîâ-
ñêàÿ ìóçûêà îêàçàëàñü î÷åíü ñîçâó÷íîé òâîð÷åñêîé íàòóðå Ñîíäåöêèñà.
Èìåííî â íåé îí îáðåë âîçìîæíîñòü âûðàçèòü ñåáÿ, ðåàëèçîâàòü ñâîå
òâîð÷åñêîå âèäåíèå. Ïðåêëîíåíèå ïåðåä ýòîé ìóçûêîé  ñîñòàâëÿëî ñóòü
åãî èíòåðïðåòàöèé. Ðîëü èñïîëíèòåëÿ â ñöåíè÷åñêîé àêòóàëèçàöèè ìó-
çûêàëüíûõ øåäåâðîâ Ñîíäåöêèñ ïðåäñòàâëÿë íå èíà÷å, ÷åì â ïîä÷èíå-
íèè ñåáÿ êîìïîçèòîðó , ñàìîäèñöèïëèíå, íå ïîçâîëÿþùåé âîëüíîñòè ïî
îòíîøåíèþ ê àâòîðñêîìó çàìûñëó , è âìåñòå ñ òåì â óäèâèòåëüíîì óìåíèè
ñîãðåòü èñïîëíÿåìóþ ìóçûêó äåëèêàòíî âûðàæåííûì ÷óâñòâîì. Êñòàòè,
â êëàâèðíûõ êîíöåðòàõ åãî îñîáåííî ïðèâëåêàëè íå ñòðåìèòåëüíî âèð-
òóîçíûå, ìîòîðíûå ýïèçîäû, íî ïîðàçèòåëüíûå ïî ñâîåé ôèëîñîôñêîé
ãëóáèíå ìåäëåííûå ÷àñòè. Íå ñëó÷àéíî, âñïîìèíàÿ âûñòóïëåíèÿ ñ Äâà-
ðèîíàñîì, ñâîèì ïåðâûì ñîëèñòîì áàõîâñêèõ êëàâèðíûõ êîíöåðòîâ, îí
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ïèñàë: «Îñîáî ìíå çàïîìíèëàñü âòîðàÿ ÷àñòü Êîíöåðòà Áàõà äëÿ ôîðòå-
ïèàíî ñ îðêåñòðîì d-moll. Äî ñèõ ïîð îíà çâó÷èò â óøàõ êàê æèâîé ïà-
ìÿòíèê, êîòîðûé îñòàâèë íàì Áàëèñ Äâàðèîíàñ» (Sondeckis 1982: 242).
Çíà÷èòåëüíî áîëåå ðàçâåðíóòîå îáúÿñíåíèå  ïðåäïî÷òåíèÿ ìåäëåííûõ
÷àñòåé áàõîâñêèõ êîíöåðòîâ ìû íàõîäèì â âîñïîìèíàíèÿõ Ñîíäåöêèñà
î ñîâìåñòíîé ðàáîòå ñ Íèêîëàåâîé: «ß âñåãäà ñ íåòåðïåíèåì æäàë âòî-
ðîé ÷àñòè Ìè-ìàæîðíîãî Êîíöåðòà. Ò î, ÷òî â ýòîé ÷àñòè òâîðèëà Òàòüÿíà
Ïåòðîâíà, äëÿ ìåíÿ îñòàëîñü êàê îäíî èç ñàìûõ ÿð÷àéøèõ âïå÷àòëåíèé
ìîåé æèçíè. Áîæåñòâåííóþ ìåëîäèþ ñ åå òàêèìè íåîæèäàííûìè, òàêèìè
ñîâðåìåííûìè ïîâîðîòàìè Ò àòüÿíà Ïåòðîâíà èãðàëà áåñïîäîáíî, ïðî-
íèêíîâåííî; íè÷åãî áîëåå âïå÷àòëÿþùåãî ñåáå ïðåäñòàâèòü íå ìîãó»
(Ñîíäåöêèñ 2004: 87). Ýòè ðàçìûøëåíèÿ îá èãðå èçëþáëåííûõ ñîëèñòîâ
Ñîíäåöêèñà ìíîãîå ãîâîðÿò î åãî ñèñòåìå öåííîñòåé, õóäîæåñòâåííûõ
ïðåäïî÷òåíèÿõ è âêó ñå.

Ôàêòîð òâîð÷åñêîé áèîãðàôèè. Â ñâîåé äåÿòåëüíîñòè Ñîíäåöêèñ
âñåãäà èñïûòûâàë òÿãó ê ôîðòåïèàííîé ìóçûêå, ÷òî áûëî ñâÿçàíî ñ äîñ-
òàòî÷íî ñïåöèôè÷åñêèì õàðàêòåðîì åãî ìóçûêàëüíîãî îáðàçîâàíèÿ. Õîòÿ
â äåòñòâå åãî îñíîâíûì èíñòðóìåíòîì áûëà ñêðèïêà, èìåííî çàíÿòèÿ
ïî ôîðòåïèàíî âûçûâàëè ó íåãî îñîáûé èíòåðåñ. Ïðè÷èí ýòîìó áûëî
ìíîãî. Âîçìîæíî, ôîðòåïèàíî, êàê äîïîëíèòåëüíûé èíñòðóìåíò , â îòëè-
÷èå îò ñêðèïêè, ÷èñòî ïñèõîëîãè÷åñêè îêàçàëîñü â áîëåå áëàãîïðèÿò-
íîì ïîëîæåíèè.  Âàæíî áûëî è òî, ÷òî â êëàññå ôîðòåïèàíî îí èìåë ïðå-
êðàñíûõ ïåäàãîãîâ, ñóìåâøèõ çàèíòåðåñîâàòü åãî. Ñîíäåöêèñ ñäåëàë
áîëüøèå óñïåõè â ôîðòåïèàííîé èãðå è èñêðåííå ðàäîâàëñÿ ýòîìó . Îí
óâëåêàëñÿ ýòèì èíñòðóìåíòîì, åìó áûëî èíòåðåñíî, è ýòî ÷óâñòâî îí
ñîõðàíèë íà âñþ ñâîþ æèçíü. Ê òîìó æå ñ äåòñòâà îí áûë î÷åíü ëþáîçíà-
òåëüíûì è ïîëüçîâàëñÿ ôîðòåïèàíî êàê ñðåäñòâîì ïîçíàíèÿ ìóçûêè:
ìíîãî ÷èòàë ñ ëèñòà, çíàêîìèëñÿ ñ ñàìîé ðàçíîîáðàçíîé ìóçûêàëüíîé
ëèòåðàòóðîé. Áóäóùèé äèðèæåð ïðåêðàñíî àêêîìïàíèðîâàë íà ôîðòå-
ïèàíî – óæå çíà÷èòåëüíî ïîçäíåå îí ñàì àêêîìïàíèðîâàë ñâîèì ó÷åíè-
êàì è ñòóäåíòàì íà çàíÿòèÿõ è îòêàçàëñÿ îò ýòîé ïðàêòèêè ëèøü èç-çà
òîãî, ÷òî àêêîìïàíèðó ÿ íå èìåë âîçìîæíîñòè ñëûøàòü èõ ñî ñòîðîíû.
Ëè÷íûé îïûò èãðû íà ôîðòåïèàíî, ëþáîâü è òÿãà ê ýòîìó èíñòðóìåíòó
íåñîìíåííî ñûãðàëè çíà÷èòåëüíóþ ðîëü â âûáîðå èì êîíöåðòíîãî ðå-
ïåðòóàðà è ñîëèñòîâ.

Ôàêòîð  õóäîæåñòâåííîãî ïðèìå ðà. Èñïîëíÿâøèéñÿ Ñîíäåöêèñîì è
åãî âûäàþùèìèñÿ òâîð÷åñêèìè ïàðòíåðàìè íà ïðîòÿæåíèè äåñÿòèëåòèé
öèêë êëàâèðíûõ êîíöåðòîâ Áàõà ñôîðìèðîâàë õóäîæåñòâåííûå ïðåäñòàâ-
ëåíèÿ íåñêîëüêèõ ïîêîëåíèé ëèòîâñêèõ ìóçûêàíòîâ. Èõ âîñïðèÿòèå
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Ë. Ìåëüíèêàñ. Êëàâèðíûå êîíöåðòû Èîãàííà Ñåáàñòèàíà Áàõà â òâîð÷åñêîé áèîãðàôèè..

ìóçûêè ñòðîèëîñü íà ñëóøàòåëüñêîì îïûòå, ñëîæèâøåìñÿ ïîä âîçäåé-
ñòâèåì èíòåðïðåòàòîðñêîé äåÿòåëüíîñòè Ñîíäåöêèñà. Ò î, êàê èñïîëíÿë
Ñîíäåöêèñ øåäåâðû Áàõà, êàêèå àêöåíòû îí ðàññòàâëÿë è êàêèìè ñðåä-
ñòâàìè ðåàëèçîâûâàë ñâîå ìóçûêàëüíîå âèäåíèå, îïðåäåëÿëî ñòèëèñòè-
÷åñêèé îáðàç ýòîé ìóçûêè â ñîçíàíèè åãî ñëóøàòåëåé. Ïîä âîçäåéñòâèåì
èñêóññòâà Ñîíäåöêèñà ñêëàäûâàëèñü òðàäèöèè, áëàãîòâîðíî ïîâëèÿâ-
øèå íà ðàçâèòèå âñåãî ïîñëåäóþùåãî ëèòîâñêîãî èñïîëíèòåëüñêîãî èñ-
êóññòâà.

Â òâîð÷åñêîé äåÿòåëüíîñòè âñåãäà âîåäèíî ñïëåòåíî çàêîíîìåðíîå
è ñëó÷àéíîå, îáúåêòèâíîå è ñóáúåêòèâíîå, îáúÿñíèìîå è ìèñòè÷åñêîå. Â
ïîëíîé ìåðå ýòî îòðàçèëîñü â èíòåðïðåòàöèè êëàâèðíûõ êîíöåðòîâ Áàõà,
ñîïðîâîæäàâøèõ Ñîíäåöêèñà íà ïðîòÿæåíèè âñåé åãî æèçíè, ñòàâøèõ
âàæíûì ôàêòîì åãî òâîð÷åñêîé áèîãðàôèè. Ó äèâèòåëüíàÿ ìóçûêà Áàõà
äàðèëà ðàäîñòü åìó è åãî ñëóøàòåëÿì. Â ýòîì âîëøåáñòâî èñêóññòâà.

Keyboard Concertos by Johann Sebastian Bach
in the Artistic Biography of Saulius Sondeckis

Leonidas Melnikas

Summary

The musical traditions of the Baroque era had always held a special
place in the work of Saulius Sondeckis. For this, there are many explanations.
First of all, the prototype of the Lithuanian Chamber Orchestra created by
him was undoubtedly the Collegium Musicum – the type of creative coope-
ration that became widespread during the Baroque era and the work of
which was infused with the joy of ‘live’ contact with music. Sondeckis’ first
experiences in the creation of his orchestra reflected his goal of finding an
alternative to the stultifying canons of prevailing practices of orchestra play.
Chamber music-making, where the voice of every instrument was heard and
every one could feel his or her contribution to the collective artistic result,
was a seductive idea which inspired the beginner conductor. It is obvious
that the relationship between the artistic model of the Lithuanian Chamber
Orchestra and the traditions of the Collegium Musicum furthered a heigh-
tened interest in the legacy of the Baroque era, the chamber-instrumental
work of which was often created specifically for this form of ensemble music-
making. It is not an accident that Baroque music became the foundation of
the conception of repertoire built by Sondeckis.
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Finally, Sondeckis’ repertoire preferences throughout his artistic career
reflect his special feeling of awe of the music by Bach. Again and again, he
returned to the interpretation of the masterpieces by the great creator of the
Baroque era.

Sondeckis’ concert repertoire has accumulated a great quantity of Bach’s
works – not only his monumental orchestra and choir opuses, but also many
cantatas and instrumental works. Keyboard concertos have an important
place in Sondeckis’ repertoire of Bach’s compositions –he performed them
with many prominent pianists and they became important highlights in his
artistic biography. They represent a cross-section of his artistic evolution,
showing characteristic aspects of the conductor’s artistic individuality.

Key words: Keyboard Concertos by Johann Sebastian Bach, Saulius
Sondeckis, Tatiana Nikolayeva, Balys Dvarionass.
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Èñòîêè è ðàçâèòèå ëèòîâñêîãî ìóçûêîâåäåíèÿ

Mag. art. Âèðãèíèÿ Àïàíàâè÷åíå
Äoöåíò Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

Ââåäåíèå

Íà÷àëî ëèòîâñêîãî ìóçûêîâåäåíèÿ ñâÿçûâàåòñÿ ñ äåÿòåëüíîñòüþ
ïåðâûõ ëèòîâñêèõ íàöèîíàëüíûõ êîìïîçèòîðîâ â íà÷àëå ÕÕ âåêà. Èìå-
þùèå ïðîôåññèîíàëüíîå îáðàçîâàíèå ïåðâûå êëàññèêè ëèòîâñêîé ìó-
çûêè – êîìïîçèòîðû ×åñëîâàñ Ñàñíà óñêàñ (Èeslovas Sasnauskas), Ìèêà-
ëîþñ Êîíñòàíòèíàñ ×þðëåíèñ ( Mikalojus Konstantinas Èiurlionis ), Ìèêàñ
Ïÿòðà óñêàñ (Mikas Petrauskas), Þîçàñ Íà óÿëèñ (Juozas Naujalis) – çàíè-
ìàëèñü ìóçûêàëüíîé êðèòèêîé è ìóçûêàëüíîé ïóáëèöèñòèêîé, ïîñêîëüêó
ñàìîñòîÿòåëüíîé ñïåöèàëèçàöèè ìóçûêîâåäîâ â òî âðåìÿ íå ñóùåñòâî-
âàëî. Â ñâîèõ ñòàòüÿõ, â ñâÿçè ñ ïîòðåáíîñòÿìè ôîðìèðîâàâøåéñÿ ñî-
âðåìåííîé ëèòîâñêîé íàöèè, îíè ðàññìàòðèâàëè àêòóàëüíûå ïðîáëåìû
ìóçûêàëüíîãî èñêó ññòâà.

Ìóçûêîâåäåíèå êàê ñàìîñòîÿòåëüíàÿ äèñöèïëèíà ñôîðìèðîâàëîñü
ïîñëå Âòîðîé ìèðîâîé âîéíû â 50–60 ãîäàõ ÕÕ âåêà. Ñïåöèàëüíîñòü
ìóçûêîâåäåíèå íà÷àëà ïðåïîäàâàòüñÿ â 1945 ãîäó â Âèëüíþññêîé êîíñåð-
âàòîðèè, ãäå ñòàëè ãîòîâèòü ïðîôåññèîíàëüíûõ ìóçûêîâåäîâ – òåîðå-
òèêîâ è èñòîðèêîâ ìóçûêàëüíîãî èñêó ññòâà. Îñíîâîïîëîæíèêîì äàí-
íîãî ïðîöåññà ÿâëÿëñÿ àêàäåìèê Þîçàñ Ã àóäðèìàñ (Juozas Gaudrimas),
òðóäû êîòîðîãî, ïðåîäîëåâ ãðàíèöû ìóçûêàëüíîé êðèòèêè è ìóçûêàëü-
íîé ïóáëèöèñòèêè, ñòàëè íàñòîÿùèìè ïðèìåðàìè ìóçûêîâåäåíèÿ êàê
ãóìàíèòàðíîé íà óêè.

Íà ðàçâèòèå ëèòîâñêîãî ìóçûêîâåäåíèÿ áîëüøîå âëèÿíèå îêàçûâàåò
ñîâðåìåííàÿ ìóçûêà. Àêàäåìè÷åñêàÿ ìóçûêà, êîòîðàÿ ñî÷èíÿëàñü â ïåð-
âîé ïîëîâèíå ÕÕ âåêà, èñïîëíÿëàñü íà òðàäèöèîííûõ èíñòðóìåíòàõ, íî
óæå âî âòîðîé ïîëîâèíå ÕÕ âåêà îíà ñòàëà èñïîëíÿòüñÿ ñ ïîìîùüþ ñî-
âðåìåííûõ êîìïüþòåðíûõ è âèçóàëüíûõ òåõíîëîãèé, à òàêæå ýëåìåíòîâ
äðóãèõ âèäîâ èñêóññòâà. Áîëåå òîãî, ñîâðåìåííîå ìóçûêîâåäåíèå èññëå-
äóåò íå òîëüêî ìóçûêàëüíîå ðàçâèòèå, îíî òàêæå îáðàùàåò âíèìàíèå íà
èñòîðè÷åñêèé, ãåîãðàôè÷åñêèé, ñîöèàëüíûé è ïîëèòè÷åñêèé êîíòåêñò .

Òàêæå î÷åâèäíî, ÷òî ëèòîâñêîå ìóçûêîâåäåíèå ñåãîäíÿ íå ïðåäñòàâ-
ëÿåò ñîáîé åäèíîãî ìîíîëèòà. Îñíîâûâàÿñü íà èñòîðèè, òåîðèè ìóçûêè ,
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íàðîäíî-ýòíè÷åñêîé ìóçûêå, ïîÿâèëîñü ìíîæåñòâî ðîäñòâåííûõ åé âåò-
âåé, îõâàòûâàþùèõ øèðîêèé êðóã ïðîáëåì.

Ñïåöèàëüíûõ èññëåäîâàíèé î ôîðìèðîâàíèè è ðàçâèòèè ëèòîâñ-
êîãî ìóçûêîâåäåíèÿ íåò . Âíèìàíèå ìóçûêîâåäîâ â ïðîøëîì è íàñòîÿ-
ùåì îáðàùåíî â îñíîâíîì íà èññëåäîâàíèå òâîð÷åñòâà êîìïîçèòîðîâ,
ïðèìåíÿåìûå èìè ñðåäñòâà, íàêîíåö, íà èõ æèçíåííûé ïóòü, à òàêæå íà
ôóíêöèîíèðîâàíèå ñàìîé ìóçûêè â ñèñòåìå îáùåé êóëü òóðû. Ïîýòîìó
íàñòîÿùåå èññëåäîâàíèå ÿâëÿåòñÿ èííîâàòèâíûì – â íåì îñóùåñòâëÿ-
åòñÿ ïîïûòêà âïåðâûå ïðîñëåäèòü è îöåíèòü íå òîëüêî èñòîðèþ, íî è
îñíîâíûå íàïðàâëåíèÿ ëèòîâñêîãî ìóçûêîâåäåíèÿ, ïðåäñòàâëåííîãî
çíà÷èòåëüíûì êîëè÷åñòâîì èññëåäîâàòåëåé è èõ òðóäîâ.

Öåëü ñòàòüè: îöåíèòü îñîáåííîñòè ðàçâèòèÿ  ëèòîâñêîãî ìóçûêîâå-
äåíèÿ  è îïðåäåëèòü åãî ìåñòî  â ìóçûêàëüíîé êóëü òóðå è ñèñòåìå ãóìà-
íèòàðíûõ íà óê Ëèòâû.

Äàííûå èññëåäîâàíèÿ : ôàêòû, âçÿòûå èç áîëåå 50 êíèã ïî ìóçûêî-
âåä÷åñêîé òåìàòèêå è ïî÷òè 150 ìóçûêîâåä÷åñêèõ ñòàòåé, íàïå÷àòàííûõ
â íàó÷íûõ ñáîðíèêàõ Ëèòâû è äðóãèõ ñòðàí, à òàêæå èç áîëåå 80 ñòàòåé
ïî ïóáëèöèñòèêå ìóçûêè, îïóáëèêîâàííûõ â æóðíàëàõ ïî ìóçûêàëüíîé
êóëüòóðå è äðóãèõ îáùåêóëüòóðíûõ èçäàíèÿõ. Òàêæå ïðîñìàòðèâàëàñü
âèðòóàëüíàÿ ïðåññà â ïîðòàëàõ çà ïîñëåäíèå ãîäû (2009–2014) è ïîðòàë
áàçû íàó÷íûõ ñòàòåé Lituanistika («Ëèòóàíèñòèêà»). Â èññëåäîâàíèè òàê-
æå ïðèâåäåíû ýíöèêëîïåäè÷åñêèå è ñòàòèñòè÷åñêèå äàííûå î äåÿòåëü-
íîñòè ëèòîâñêèõ ìóçûêîâåäîâ.

Ìåòîäû èññëåäîâàíèÿ : àíàëèç (êîìïàðàòèâíûé, ðåòðîñïåêòèâíûé),
ñèíòåç.

Ðåçóëüòàòû èññëåäîâàíèÿ: âûäâèãàåòñÿ ìûñëü, ÷òî ëèòîâñêîå ìóçû-
êîâåäåíèå, ïðîéäÿ ñëîæíûé ïóòü îò óçêîãî àíàëèçà ìóçûêàëüíûõ ïðî-
èçâåäåíèé è îñâåùåíèÿ èñòîðèè òâîð÷åñòâà êîìïîçèòîðîâ, â ïðîöåññå
ñòàíîâëåíèÿ âîñïðèíÿëî è âïèòàëî â ñåáÿ ìåòîäèêó äðóãèõ ðîäñòâåí-
íûõ íà óê, áëàãîäàðÿ ÷åìó ðàçðîñëîñü äî ìåæäèñöèïëèíàðíîãî íà ó÷íîãî
íàïðàâëåíèÿ, ñïîñîáíîãî èçó÷àòü íå òîëüêî ñóãóáî ñïåöèôè÷åñêèå, íî
è ñëîæíåéøèå êîìïëåêñíûå âîïðîñû ôóíêöèîíèðîâàíèÿ ìóçûêàëüíî-
ãî èñêóññòâà â ñèñòåìå êóëüòóðû ñîâðåìåííîãî îáùåñòâà.

Êëþ÷åâûå ñëîâà: ìóçûêîâåäåíèå, ëèòîâñêàÿ ìóçûêà, ìóçûêàëüíàÿ
òåîðèÿ, ìóçûêàëüíàÿ èñòîðèÿ, ýòíè÷åñêàÿ ìóçûêà, ýòíîìóçûêîâåäåíèå.
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Èñòîðèÿ ñòàíîâëåíèÿ ëèòîâñêîãî ìóçûêîâåäå íèÿ

Ìóçûêîâåäåíèå (ëàò . musica + ãðå÷. logos – ñëîâî, ìûñëü, íà óêà;
íåì. Musikwissenschaft; ôðàíö. musicologie; àíãë. musicology) – ìóçû-
êàëüíàÿ íà óêà, ãóìàíèòàðíàÿ äèñöèïëèíà, èçó÷àþùàÿ ìóçûêó . Â ïîíÿòèå
ìóçûêîâåäåíèÿ âõîäèò âñÿ ñâÿçàííàÿ ñ ìóçûêîé, êàê ïðîôåññèîíàëü-
íîé, òàê è ëþáèòåëüñêîé, èíòåëëåêòóàëüíàÿ è ïðàêòè÷åñêàÿ äåÿòåëü-
íîñòü. Êàê ìèðîâîå, òàê è ëèòîâñêîå ìóçûêîâåäåíèå îáúåäèíÿåò ìíîæå-
ñòâî äèñöèïëèí. Åãî íåâîçìîæíî ïðåäñòàâèòü áåç ìóçûêàëüíîé àêó ñòèêè,
îðãàíîëîãèè, ïñèõîëîãèè ìóçûêè, ýòíîìóçûêîëîãèè, èñòîðèè ìóçûêè,
èñòîðèîãðàôèè, áèáëèîãðàôèè, èêîíîãðàôèè, ïàëåîãðàôèè ìóçûêè,
ìóçûêàëüíîé òåîðèè, ìóçûêàëüíîé ïåäàãîãèêè, êðèòèêè, ýñòåòèêè è ñî-
öèîëîãèè ìóçûêè. Êàê óòâåðæäàåò Éîíàñ Áðóâÿðèñ (Jonas Bruveris), íà-
ðÿäó ñ òðàäèöèîííûìè ìåòîäàìè ýñòåòèêè, èñêó ññòâîâåäåíèÿ èñïîëüçó-
þòñÿ ìåæäèñöèïëèíàðíûå ìåòîäû äðóãèõ íà óê – ïñèõîàíàëèçà, òåîðèè
èíôîðìàöèè, ãåðìåíåâòèêè, ñòðóêòóðàëèçìà, ñåìèîòèêè è äð. (Bruv eris
2003). Î âëèÿíèè àíòðîïîëîãèè, ñîöèîëîãèè è èñòîðèè íà èññëåäîâà-
íèå «íîâîãî ìóçûêîâåäåíèÿ» ãîâîðÿò Äýâèä Áåðä ( David Beard) è Êåí-
íåò Ãëîóã (Kenneth Gloag) â ñâîåì òðóäå Musicology. The Key Concepts
(Beard, Gloag 2005: 122).

Ëèòîâñêîå ìóçûêîâåäåíèå ñâÿçàíî ñ èñòîðèåé ïðåïîäàâàíèÿ ìóçû-
êàëüíî-òåîðåòè÷åñêèõ äèñöèïëèí â Âèëüíþññêîé àêàäåìèè èåçóèòîâ, ñ
èìåíåì ôèëîñîôa, ïðîïàãàíäèñòà è òåîðåòèêa ìóçûêè, äîêòîða òåîëî-
ãèè, ïðîôåññîða Âèëüíþññêîãî óíèâåðñèòåòà Æèãèìàíòàña Ëÿóêñìèíàña
(Þygimantas Liauksminas, 1596–1670), êîòîðûé íàïèñàë ìóçûêàëüíûé
ó÷åáíèê íà ëàòèíñêîì ÿçûêå Ars et praxis musica («Ìóçûêàëüíàÿ íà óêà
è ïðàêòèêà», èçäàíèÿ 1667, 1669, 1693; íà ëèòîâñêîì 1977), à òàêæå ñ
èññëåäîâàíèåì Èîãàííà Äýâèäà Ã îëëàíäà ( Johann David Holland) â êîíöå
XVIII – íà÷àëå XIX âåêà (Àïàíàâè÷åíå 2014: 273).

Ñ ðàçâèòèåì ìóçûêàëüíîé êóëü òóðû â êîðîëåâñêîì äâîðöå Âåëèêîãî
Êíÿæåñòâà Ëèòîâñêîãî â Âèëüíþñå, à ïîçäíåå è â äðóãèõ ñòðàíàõ Åâðîïû ,
ðàçâèòèåì êîíöåðòíîé äåÿòåëüíîñòè ðàçíûõ èñïîëíèòåëåé â ïîìåñòüÿõ
â òå÷åíèè XVIII–XIX âåêà ïîÿâëÿëèñü ñòàòüè â ïðåññå, à òàêæå è ìóçû-
êàëüíàÿ êðèòèêà (Kiauleikytë 2008: 150). Â Âèëüíþñå â XIX âåêå íà÷àëà
èçäàâàòüñÿ ìóçûêàëüíàÿ ïåðèîäèêà, î êîòîðîé â ñâîåì èññëåäîâàíèè
ïèøåò Âèäà Áàêóòèòå (Bakutytë 2011).

Ñòàòüè î ìóçûêå ïèñàëè íå òîëüêî ëèòîâñêèå êîìïîçèòîðû, íî è
õîðîâûå äèðèæåðû, ïåäàãîãè, èñïîëíèòåëè, äðóãèå ìóçûêàëüíûå äåÿòåëè.
Â 30–40-õ ãîäàõ ÕÕ âåêà â ëèòîâñêîé ïåðèîäè÷åñêîé ìóçûêàëüíîé ïðåññå –
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â èçäàíèÿõ Vargonininkas («Îðãàíèñò»), Muzika («Ìóçûêà»),  Muzikos
menas («Èñêóññòâî ìóçûêè») –  òàêæå àêòèâíî ïå÷àòàëèñü Òåîäîðàñ Áðà-
çèñ (Teodoras Brazys), Þîçàñ Æèëÿâè÷þñ ( Juozas Þilevièius), Âëàäàñ
ßêóáåíàñ (Vladas Jakubënas), Þîçàñ Ñòðîëÿ ( Juozas Strolia) è äðóãèå. C
1945ãîäà â Âèëüíþññêîé êîíñåðâàòîðèè (â 1949  ãîäó ïåðåèìåíîâàííîé
â Ëèòîâñêóþ ãîñóäàðñòâåííóþ êîíñåðâàòîðèþ ; íûíå – Ëèòîâñêàÿ àêàäå-
ìèÿ ìóçûêè è òåàòðà) íà÷àëàñü ïîäãîòîâêa ìóçûêîâåäîâ. Ìóçûêîâåäå-
íèå ñòàëî ñàìîñòîÿòåëüíîé íà óêîé, êîòîðàÿ èññëåäîâàëà ëèòîâñêóþ ïðî-
ôåññèîíàëüíóþ ìóçûêó , ìóçûêàëüíîå íàðîäíîå òâîð÷åñòâî, ìóçûêàëü-
íóþ æèçíü, èñòîðèþ, òåîðèþ, ïåäàãîãèêó è èíòåðïðåòàöèþ ìóçûêè.

Äèàãðàììà 1. Îñíîâíûå íàïðàâëå íèÿ ëèòîâñêîãî ìóçûêîâåäå íèÿ

Ðàçäåë ìóçûêîâåäåíèÿ ýòíîìóçûêîâåäåíèå  ñòàë îòäåëüíîé íà óêîé,
êîòîðàÿ èñïîëüçó åò ìåòîäû èññëåäîâàíèÿ ýòíîëîãèè, ñîöèîëîãèè, ñòà-
òèñòèêè è äðóãèõ íàóê, îòõîäÿ  îò ìóçûêîâåäåíèÿ; ïîñëåäíåå òàêæå íå
ÿâëÿåòñÿ ìîíîëèòíîé íà óêîé è ðàñïàäàåòñÿ íà ÷àñòè, â êîòîðûõ áîëü-
øåå âíèìàíèå óäåëÿåòñÿ ëèáî òåîðåòè÷åñêîìó , ëèáî èñòîðè÷åñêîìó èñ-
ñëåäîâàíèþ ñîâðåìåííîé ìóçûêè.

Ëèòîâñêîå ìóçûêîâåäåíèå íå ïðåäñòàâëÿåò ñîáîé åäèíîãî ìîíîëèòà.
Â ïåðâóþ î÷åðåäü, ÷àñòü èññëåäîâàíèé îïèðàåòñÿ íà èñòîðèþ ìóçûêè.
Èññëåäîâàíèÿ îáúåäèíÿþò èñòîðè÷åñêèå è òåîðåòè÷åñêèå ñôåðû. Íà ýòîì
ñïåöèàëèçèðóþòñÿ Àëüãèðäàñ Àìáðàçàñ (Algirdas Ambrazas), Áàêóòèòå,
Áðóâÿðèñ, Ëàéìà Áóäçèíàóñêåíå (Laima Budzinauskienë), Þðàòå Áóðî-
êàéòå (Jûratë Burokaitë), Ñîôèÿ Þðàòå Âèëþòå ( Sofija Jûratë Vyliûtë),
Àóäðîíå Æþðàéòèòå (Audronë Þiûraitytë ), Äàéâà Êøàíåíå ( Daiva Kða-
nienë), Ëàéìà Êÿóëåéêèòå (Laima Kiauleikytë), Âèòàóòàñ Ëàíäñáåðãèñ
(Vytautas Landsbergis), Âèòàóòå Ìàðêÿëþíåíå ( Vytautë Markeliûnienë),
Îíà Íàðáóòåíå ( Ona Narbutienë), Äàíà Ïàëåíèòå ( Dana Palionytë), Äà-
íóòå Ïÿòðà óñêàéòå (Danutë Petrauskaitë), Ýãëå Øÿäóéêèòå-Êîðåíå ( Eglë
Ðeduikytë-Korienë).

Â ëèòîâñêîì ìóçûêîâåäåíèè ñ 60–70-õ ãîäîâ ÕÕ âåêà áîëüøîå âíè-
ìàíèå óäåëÿåòñÿ èñòîðèè ëèòîâñêîé ìóçûêè. Àêàäåìèê Ëèòîâñêîé
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àêàäåìèè íà óê Ãàóäðèìàñ ïîäãîòîâèë äâóõòîìíîå èçäàíèå ïî èñòîðèè
ëèòîâñêîé ìóçûêè  Ið lietuviø muzikinës kultûros istorijos («Èç èñòîðèè
ëèòîâñêîé ìóçûêàëüíîé êóëü òóðû»). Ïåðâûé òîì (1861–1917) áûë îïóá-
ëèêîâàí â 1958 ãîäó, âòîðîé òîì – 1964 ãîäó (íà ðó ññêîì ÿçûêå  ñîîòâåò-
ñòâåííî 1964 è 1972). Òðåòèé òîì (î ìóçûêå 1940–1965), ïîäãîòîâëåí-
íûé ðåäàêöèîííîé êîëëåãèåé, êîòîðîé òàêæå ðóêîâîäèë Ã àóäðèìàñ, ïîä
òåì æå íàçâàíèåì âûøåë â 1967 ãîäó.

Ãàóäðèìàñ ïðåïîäàâàë â Âèëüíþññêîé êîíñåðâàòîðèè (1945–1949)
è Ëèòîâñêîé êîíñåðâàòîðèè (1949–1992). ßâëÿÿñü äîêòîðîì èñêó ññòâî-
âåäåíèÿ (1968), ïðîôåññîðîì (1969), ãàáèëèòèðîâàííûì äîêòîðîì ãó-
ìàíèòàðíûõ íà óê (1993), ðóêîâîäèòåëåì êàôåäðû èñòîðèè ìóçûêè (1953–
1988), îí ïîäãîòîâèë áîëåå 50 ìóçûêîâåäîâ. Ã àóäðèìàñ îäíèì èç ïåðâûõ
íàïèñàë êíèãè, ïîñâÿùåííûå âûäàþùèìñÿ êîìïîçèòîðàì Ëèòâû : Áà-
ëèñó Äâàðèîíàñó (Balys Dvarionas / Áàëèñ Äâàðèîíàñ, íà ëèòîâñêîì è ðó ñ-
ñêîì ÿçûêàõ, 1960) è â ñîàâòîðñòâå ñ Àëüãèìàíòàñîì Ñàâèöêàñîì ( Algi-
mantas Savickas) ×þðëåíèñó ( M. K. Èiurlionis / M. K. ×þðëåíèñ, íà ëèòîâ-
ñêîì è ðó ññêîì ÿçûêàõ, 1965, 1974). Òàê â ëèòîâñêîì ìóçûêîâåäåíèè ðàç-
âèâàþòñÿ ÷åðòû «èñòîðè÷åñêîãî ìóçûêîâåäåíèÿ», î êîòîðîì â 1885 ãîäó
ïèñàë Ãâèäî Àäëåð (Guido Adler ) (Beard, Gloag 2005: 79). Ãàóäðèìàñ òàê-
æå ïîäãîòîâèë è èçäàë èíôîðìàöèîííûé ñáîðíèê  Juozas Gaudrimas. Ta-
rybø Lietuvos kompozitoriai ir muzikologai  / Êîìïîçèòîðû è ìóçûêîâåäû
Ñîâåòñêîé Ëèòâû  (1971; 2-e èçäàíèå 1988, íà ðóñcêîì – 1978), ñîñòàâèë
ñáîðíèê  Balys Dvarionas. Kûrybos apþvalga, straipsniai ir laiðkai, amþininkø
atsiminimai («Áàëèñ Äâàðèîíàñ. Îáçîð òâîð÷åñòâà, ñòàòüè, ïèñüìà, âîñ-
ïîìèíàíèÿ ñîâðåìåííèêîâ», 1982), ñîçäàë ó÷åáíèêè ( Muzika / «Ìóçûêà»)
äëÿ 10–11-ãî êëàññà ñ Êàçèñîì ßñèíñêàñîì ( Kazys Jasinskas, 1968) è äëÿ
9–11-ãî êëàññà ñ Àäåîäàòàñîì Òàóðàãèñîì ( Adeodatas Tauragis, 1969, â
1987 – 2-å èçäàíèå), ïèñàë ñòàòüè î ìóçûêå â ïåðèîäè÷åñêîé ïå÷àòè
(Karaðka 2000b: 441).

Äåÿòåëüíîñòü Ãàóäðèìàñà ïðîäîëæèëè åãî ó÷åíèêè-ìóçûêîâåäû è
çàíèìàþùèåñÿ ìóçûêîâåäå÷åñêîé ðàáîòîé èñïîëíèòåëè íà ðàçíûõ ìó-
çûêàëüíûõ èíñòðóìåíòàõ. Ñàìûé èçâåñòíûé èç íèõ – ïèàíèñò Ëàíäñ-
áåðãèñ, ïîñâÿòèâøèé àíàëèçó òâîð÷åñòâà ×þðëåíèñà áîëåå äåñÿòè êíèã,
íà÷èíàÿ ñ 1965 ãîäà. Ëàíäñáåðãèñ ðàñêðûâàåò ñèíòåòè÷íîñòü òâîð÷åñòâà
×þðëåíèñà è àíàëèçèðó åò íå òîëüêî åãî ìóçûêó , íî è èçîáðàçèòåëüíîå, à
òàêæå è ëèòåðàòóðíîå òâîð÷åñòâî. Îãðîìíóþ «÷þðëåíèàíó» ñîñòàâëÿåò
Pavasario sonata («Ñîíàòà âåñíû»,  1965), «Ñîíàòà âåñíû». Òâîð÷åñòâî
Ì. Ê. ×þðëåíèñà (1971; 2-å äîï. èçäàíèå Òâîð÷åñòâî ×þðëåíèñà 1975),
M. K. Èiurlionis. Laiðkai Sofijai  («M. K. ×þðëåíèñ. Ïèñüìà Ñîôèè» , 1973),
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Èiurlionio dailë  («Èñêóññòâî ×þðëåíèñà» , 1976), Vainikas Èiurlioniui  («Âå-
íîê ×þðëåíèñó»,  1980), Èiurlionio muzika  («Ìóçûêà ×þðëåíèñà» , 1986),
M. K. Èiurlionis. Time and Content  (1992; â 2008 ãîäó èçäàíî â Òîêèî íà
ÿïîíñêîì ÿçûêå), M. K. Èiurlionis. Þodþio kûryba  («M. K. ×þðëåíèñ.
Ñîçäàíèå ñëîâà», 1997), Visas Èiurlionis («Âåñü ×þðëåíèñ», 2008), Mika-
lojus Konstantinas Èiurlionis.  Vytautas Landsbergis. Laiðkai Sofijai (Ìè-
êàëîþñ Êîíñòàíòèíàñ ×þðëåíèñ. Âèòà óòàñ Ëàíäñáåðãèñ. Ïèñüìà Ñîôèè»,
2011). Òàêæå Ëàíäñáåðãèñ èçäàë âñþ ôîðòåïèàííóþ ìóçûêó èçâåñòíîãî
êîìïîçèòîðà ïîä ñîáñòâåííîé ðåäàêöèåé: M. K. Èiurlionis. Kûriniai forte-
pijonui. Visuma («M. K. ×þðëåíèñ . Ïðîèçâåäåíèÿ äëÿ ôîðòåïüÿíî . Ïîë-
íîå èçäàíèå», 2004). Èì òàêæå íàïèñàíà ìîíîãðàôèÿ îá îäíîì èç ïåð-
âûõ ëèòîâñêèõ êîìïîçèòîðîâ Ñàñíà óñêàñå – Èeslovo Sasnausko gyvenimas
ir darbai  («Æèçíü è òðóäû ×åñëîâàñà Ñàñíàóñêàñà», 1988) (Ambrazas,
Palionytë 2003: 250).

Èìåííî òàêèì ïóòåì ôîðìèðó åòñÿ ãëàâíàÿ âåòâü ëèòîâñêîãî ìóçû-
êîâåäåíèÿ, ïîñâÿùåííàÿ ëè÷íîñòÿì ëèòîâñêèõ êîìïîçèòîðîâ. Âûïó ñ-
êàþòñÿ ìîíîãðàôèè, â êîòîðûõ ïðåäñòàâëåíû èõ òâîð÷åñêèå áèîãðàôèè,
àíàëèçèðóþòñÿ ïðîèçâåäåíèÿ âñåõ ñòèëåé è æàíðîâ, äàþòñÿ ñïèñêè ïðî-
èçâåäåíèé è èìåí ëþäåé, óïîìèíàåìûõ â òåêñòå.

Â ñáîðíèêàõ ñòàòåé, êíèãàõ è ìîíîãðàôèÿõ àíàëèçèðó åòñÿ òâîð÷å-
ñòâî êîìïîçèòîðîâ ðàçíûõ ïîêîëåíèé. Îáøèðíûé àíàëèç äàí íå òîëüêî
ìóçûêàëüíîìó íàñëåäèþ Ñàñíà óñêàñà è ×þðëåíèñà, íî è Ñòàñèñà Øèì-
êóñà (Stasys Ðimkus), Ïÿòðà óñêàñà, Þîçàñà Ãðóîäèñà (Juozas Gruodis). Ïà-
ëåíèòå ïîäãîòîâèëà èçäàíèå  Stasys Ðimkus. Straipsniai. Dokumentai. Laið-
kai. Amþininkø atsiminimai  («Ñòàñèñ Øèìêó ñ. Còàòüè. Äîêóìåíòû. Ïèñüìà.
Âîñïîìèíàíèÿ ñîâðåìåííèêîâ», 1967). Êíèãó Mikas Petrauskas («Ìèêàñ
Ïÿòðà óñêàñ», 1976) ïîäãîòîâèëà Þðàòå Áóðîêàéòå. Èçäàíà êíèãà Âàöëî-
âàñà Þîäïó ñèñà (Vaclovas Juodpusis) î òâîð÷åñòâå êîìïîçèòîðà è äèðè-
æåðà Þîçàñà Ïàêàëüíèñà ( Juozas Pakalnis, 1972), êíèãà Ïàëåíèòå Valanda
su kompozitoriumi Antanu Raèiûnu («×àñ ñ êîìïîçèòîðîì Àíòàíàñàì Ðà-
÷þíàñîì», 1970), êíèãà î òâîð÷åñòâå ïèàíèñòà è êîìïîçèòîðà Ñòàñèñà
Âàéíþíàñà ( Stasys Vainiûnas, 1991; ïîäãîòîâèëà Íàðáóòåíå). Àíàëèòè-
÷åñêèå òðóäû, ïîñâÿùåííûå êëàññèêó ëèòîâñêîé ìóçûêè è ñîçäàòåëþ
ëèòîâñêîé øêîëû êîìïîçèòîðîâ Ã ðóîäèñó, âûïó ñòèë Àìáðàçàñ. Ýòî êíèãè
Kompozitorius Juozas Gruodis («Êîìïîçèòîð Þîçàñ Ã ðóîäèñ», 1960, íà
ðóññêîì ÿçûêå – 1964 ) è Juozo Gruodþio gyvenimas ir kûryba («Æèçíü è
òâîð÷åñòâî Þîçàñà Ãðóîäèñà», 1981, íà ðóññêîì – 1985 ).

Âíèìàíèÿ ìóçûêîâåäîâ óäîñòîèëèñü è âåäóùèå ñîâðåìåííûå êîì-
ïîçèòîðû Þëþñ Þçÿëþíàñ ( Julius Juzeliûnas), Ýäóàðäàñ Áàëüñèñ (Edu-
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ardas Balsys), Ôåëèêñàñ Áàéîðàñ (Feliksas Bajoras), Îñâàëäàñ Áàëàêàóñ-
êàñ (Osvaldas Balakauskas) è Áðîíþñ Ê óòàâè÷þñ (Bronius Kutavièius),
òâîð÷åñòâî êîòîðûõ èññëåäóåòñÿ â êîëëåêòèâíûõ èçäàíèÿõ.

Èññëåäîâàíèÿ ìóçûêàëüíîé êó ëüòóðû ëèòîâñêîé ýìèãðàöèè

Èññëåäîâàíèÿ ëèòîâñêîé ìóçûêàëüíîé êóëü òóðû â ýìèãðàöèè íàè-
áîëåå àêòèâèçèðîâàëèñü â ïîñëåäíèå äåñÿòèëåòèÿ ÕÕ âåêà. Ïîÿâèëèñü
ìîíîãðàôèè Kazimieras Viktoras Banaitis («Êàçèìåðàñ Âèêòîðàñ Áàíàé-
òèñ», 1996) Íàðáóòåíå, Jeronimas Kaèinskas. Gyvenimas ir muzikinë veikla
(«Èåðîíèìàñ Êà÷èíñêàñ. Æèçíü è ìóçûêàëüíàÿ äåÿòåëüíîñòü», 1997)
Ïÿòðà óñêàéòå, Julius Gaidelis – namø ilgesio dainius («Þëþñ Ãàéäÿëèñ –
ïåâåö òîñêè ïî Îò÷èçíå», 2008) Ïàëåíèòå. Â 1994 ãîäó èçäàíû êðèòè÷åñ-
êèå òðóäû ïî ìóçûêàëüíîé êðèòèêå ïèàíèñòà, êðèòèêà è êîìïîçèòîðà
Âëàäàñà ßêóáåíàñà (Vladas Jakubënas), ñîñòàâèòåëü Ëîðåòà Âÿíöëàóñêåíå
(Loreta Venclauskienë). Òàêæå èçäàíû ìàòåðèàëû â äâóõ òîìàõ ïîä ðå-
äàêöèåé Íàðáóòåíå è Ýäìóíäàñà Ã ÿäãàóäàñà (Edmundas Gedgaudas), ïî-
ñâÿùåííûå âûäàþùåìó ñÿ ïèàíèñòó è êîìïîçèòîðó Âèòà óòàñó Áàöÿâè-
÷þñó: Vytautas Bacevièius. Gyvenimo partitûra. Sudarytoja Ona Narbutienë
(«Âèòàóòàñ Áàöÿâè÷þñ. Ïàðòèòóðà æèçíè». Ñîñòàâèòåëü Îíà Íàðáóòåíå,
2005), Vytautas Bacevièius. Iðsakyta þodþiais. Sudarytojas Edmundas Ged-
gaudas («Âèòàóòàñ Áàöÿâè÷þñ. Ñêàçàíî ñëoâàìè». Ñîñòàâèòåëü Ýäìóí-
äàñ Ãÿäãàóäàñ, 2005). Ïÿòðà óñêàéòå ñ 2011 ãîäà ðóêîâîäèò ïðîåêòîì äî-
êóìåíòèðîâàíèÿ â ýëåêòðîííîì âèäå ìóçûêè êîìïîçèòîðîâ ýìèãðàöèè.
Äàííûé ïðîåêò ïîä íàçâàíèåì Lietuviø muzikinë kultûra migracijø kon-
tekstuose (1870–1990): tautinio tapatumo ir muzikinës raiðkos sàveika («Ëè-
òîâñêàÿ ìóçûêàëüíàÿ êóëüòóðà â êîíòåêñòàõ ìèãðàöèè (1870– 1990): íà-
öèîíàëüíàÿ èäåíòè÷íîñòü è ìóçûêàëüíîå âûðàæåíèå») ôèíàíñèðó åòñÿ
Ñoöèaëíûì ôîíäîì ÅC.

 Íåñêîëüêî êíèã , èç äâåíàäöàòè íàïèñàííûõ Âèëþòå, ïîñâÿùåíî
ìóçûêàëüíûì èñïîëíèòåëÿì, æèâøèì âäàëè îò ðîäèíû. Ýòî – Lietuviø
muzikai Vokietijoje 1944 –1949 metais («Ëèòîâñêèå ìóçûêàíòû Ã åðìàíèè
â 1944–1949 ãã.», 2005), Èikagos lietuviø opera («Îïåðà ëèòîâöåâ ×èêàãî»,
1999), Vladas Baltruðaitis. Operos solistas («Ñîëèñò îïåðû Âëàäàñ Áàëò-
ðóøàéòèñ», 1996), Slava Vaclova Þiemelytë. Kanados lietuviø dainininkë
(«Ïåâèöà êàíàäñêèõ ëèòîâöåâ Ñëàâà Âàöëîâà Æåìÿëèòå», 1995), Lage-
rininko teatrai. Balys Radþius («Òåàòðû ëàãåðíîãî çàêëþ÷åííîãî. Áàëèñ
Ðàäæþñ», 1995), êíèãà Lietuviai ir muzika Sibire  («Ëèòîâöû è ìóçûêà Ñè -
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áèðè», 2013) íàïèñàíà â ñîàâòîðñòâå ñ ýòíîìóçûêîâåäîì Ã àéëîé Êèðäåíå
(Gaila Kirdienë).

Èññëåäîâàíèÿ ìóçûêàëüíîé êó ëüòóðû XVI–XX âåêà

Èñòîðèè ìóçûêàëüíîé êóëü òóðû Ìàëîé Ëèòâû ïîñâÿùàþòñÿ ìîíî-
ãðàôèè Äàéâû Êøàíåíå ( Daiva Kðanienë) Muzika Klaipëdos kraðte («Ìó-
çûêà Êëàéïåäñêîãî êðàÿ», 1996), Maþosios Lietuvos ir Klaipëdos kraðto
muzikos bei kultûros veikëjai: XVI a. – XX a. pirmoji p.  («Äåÿòåëè ìóçûêè
è êóëüòóðû Ìàëîé Ëèòâû XVI âåêà – ïåðâîé ïîëîâèíû ÕÕ âåêà», 2000),
Muzika Maþojoje Lietuvoje: lietuviø ir vokieèiø kultûrø sàveika («Ìóçûêà
Ìàëîé Ëèòâû: âçàèìîäåéñòâèå ëèòîâñêîé è íåìåöêîé êóëü òóðû», 2003).

Èñòîðèþ ìóçûêàëüíîé æèçíè â ïîìåñòüÿõ, äâîðöàõ è ãîðîäàõ èñ-
ñëåäóåò Êÿóëåéêèòå â ìîíîãðàôèè XVII a. II pusës – XIX a. muzikinë
Lietuvos dvarø kultûra: stiliaus epochø sankirtose («Ìóçûêàëüíàÿ êóëü òóðà
ïîìåñòèé Ëèòâû âî âòîðîé ïîëîâèíå XVII – XIX âåêà: íà ïåðåñå÷åíèè
ñòèëèñòè÷åñêèõ ýïîõ», 2008).

Þðàòå Ìàðèÿ Ò ðèëóïàéòåíå ( Jûratë Marija Trilupaitienë) îáðàùàåò
âíèìàíèå íà ñòàðèííóþ ëèòîâñêóþ ìóçûêàëüíóþ êóëü òóðó. Îíà íàïè-
ñàëà èññëåäîâàíèå Martynas Maþvydas: Pirmøjø lietuviðkø knygø giesmës
(«Ìàðòèíàñ Ìàæâèäàñ: ïåñíîïåíèÿ ïåðâûõ ëèòîâñêèõ êíèã», 1998), ìî-
íîãðàôèè Jëzuitø muzikinë veikla Lietuvoje («Ìóçûêàëüíàÿ äåÿòåëüíîñòü
èåçóèòîâ â Ëèòâå», 1995) è Klavyrinë XVII amþiaus Lietuvos muzika  («Êëà-
âèðíàÿ ìóçûêà Ëèòâû XVII âåêà», 2004).

Èññëåäîâàíèÿ ìóçûêàëüíîé êóëü òóðû Âèëüíþñà Áàêóòèòå îáîáùèëà
â êíèãå Vilniaus miesto teatras: egzistenciniø pokyèiø keliu. 1785–1915
(«Òåàòð ãîðîäà Âèëüíþñ: äîðîãîé ýêçèñòåíöèàëüíûõ ïåðåìåí â 1785–
1915 ãîäàõ», 2011). Ëåîíèäàñ Ìåëüíèêàñ ( Leonidas Melnikas) èññëåäóåò
åâðåéñêóþ êóëüòóðó â êíèãå Lietuvos þydø muzikinio paveldo pëdsakais
(«Ïî ñëåäàì ìóçûêàëüíîé êóëü òóðû åâðååâ Ëèòâû», 2010). Ïÿòðàóñêàéòå
íàïèñàëà ìîíîãðàôèè Klaipëdos muzikos mokykla 1923–1939 («Êëàéïåä-
ñêîå ìóçûêàëüíîå ó÷èëèùå 1923–1939», 1998), Petras Armonas muzikiniø
kultûrø kryþkelëse («Ïÿòðàñ Àðìîíàñ íà ïåðåêðåñòêå ìóçûêàëüíûõ êóëü-
òóð», 2005) è êíèãó Prudencija Bièkienë («Ïðóäåíöèÿ Áè÷êåíå», 1998).

Â 2002 ãîäó èçäàí òðóä Lietuvos muzikos istorija. I knyga: Tautinio
atgimimo metai 1883–1918 («Èñòîðèÿ ëèòîâñêîé ìóçûêè. Êíèãà I: Ã îäà
íàöèîíàëüíîãî âîçðîæäåíèÿ, 1883–1918», 481 ñ.), ïîäãîòîâëåííûé êîë-
ëåêòèâîì àâòîðîâ. Ñîñòàâèòåëü è îòâåòñòâåííûé ðåäàêòîð Ïàëåíèòå. Â
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2009 ãîäó èçäàíî ïðîäîëæåíèå äàííîãî òðóäà Lietuvos muzikos istorija.
II knyga: Nepriklausomybës metai 1918–1940 («Èñòîðèÿ ëèòîâñêîé ìó-
çûêè. Êíèãà II: Ã îäû íåçàâèñèìîñòè, 1918–1940», 798 ñ.). Ñîñòàâèòåëü è
îòâåòñòâåííûé ðåäàêòîð Àìáðàçàñ. Â äâóõ òîìàõ ïðåäñòàâëåíà îáøèðíàÿ
êàðòèíà ìóçûêàëüíîé æèçíè, àâòîðû ïèøóò î ìóçûêàëüíîì âîñïèòàíèè,
ïåäàãîãàõ, ìóçûêàëüíûõ øêîëàõ, òåàòðàõ è èõ ðåïåðòóàðå, êîíöåðòíîé
æèçíè, ìóçûêàëüíîé êðèòèêå. Àâòîðû ðàáîò îïèðàþòñÿ íà àðõèâíûå äàí-
íûå, êíèãè èëëþñòðèðîâàíû íîòíûìè îòðûâêàìè, ôîòîãðàôèÿìè.

Òåîðèÿ ìóçûêè

Ãðóïïà àâòîðîâ – êîìïîçèòîðû Þçÿëþíàñ, Ðèìàíòàñ ßíÿëÿó ñêàñ
(Rimantas Janeliauskas), ìóçûêîâåäû Àìáðàçàñ, Ðèìà Ìèêåíàéòå ( Rima
Mikënaitë), Þîçàñ Àíòàíàâè÷þñ ( Juozas Antanavièius), Ðóòà Ãàéäàìàâè-
÷þòå (Rûta Gaidamavièiûtë), Ðèìòàóòàñ Êàøïîíèñ ( Rimtautas Kaðponis),
Ãðàæèíà Äàóíîðàâè÷åíå ( Graþina Daunoravièienë), ýòíîìóçûêîâåä Ðî-
ìóàëüäàñ Àïàíàâè÷þñ ( Romualdas Apanavièius) – èññëåäóþò ÷èñòî òåî-
ðåòè÷åñêèå àñïåêòû ìóçûêè.

Â òðóäå Akordo sandaros klausimu («Ê âîïðîñó î ñòðîåíèè àêêîð-
äà») Þçÿëþíàñ óòâåðæäàåò, ÷òî «âîïðîñ ñòðîåíèÿ àêêîðäà ÿâëÿåòñÿ î÷åíü
âàæíûì: îí íàïðÿìóþ ñâÿçàí ñ âîïðîñàìè ëîãèêè ôóíêöèîíàëüíîé ãàð-
ìîíèè è ëàäîâîãî ïðèòÿæåíèÿ, áåç êîòîðûõ íåâîçìîæíà îðãàíèçàöèÿ
ìóçûêàëüíîé ôîðìû» ( Juzeliûnas 1972: 4). Àìáðàçàñ â ñâîèõ òðóäàõ Nuo
Carlino iki Rymano  («Îò Öàðëèíî äî Ðèìàíà», 1980), Funkcinës teorijos
klasikai («Êëàññèêè ôóíêöèîíàëüíîé òåîðèè», 1981),  XX amþiaus harmo-
nijos teorija. Vokietija, Austrija  («Òåîðèÿ ãàðìîíèè ÕÕ âåêà. Ã åðìàíèÿ.
Àâñòðèÿ», 1986), àíàëèçèðóåò ðàçâèòèå òåîðèè ãàðìîíèè.

Êàøïîíèñ â ìîíîãðàôèè íà ðó ññêîì ÿçûêå Ìåëîäèêà è ãàðìîíèÿ
ëèòîâñêîé ìóçûêè  (1992) ïðåäñòàâëÿåò ñîçäàííóþ èì ýëåìåíòàðíóþ âå-
ðîÿòíóþ ñòàòèñòè÷åñêóþ ìîäåëü ñðàâíèòåëüíîãî èññëåäîâàíèÿ ( Zubric-
kas 2003: 130).

Â òðóäå Etninë muzika. Teorijos klausimai («Ýòíè÷åñêàÿ ìóçûêà. Âî-
ïðîñû òåîðèè») Àïàíàâè÷þñ íà îñíîâàíèè èññëåäîâàíèé ìèðîâîé
ìóçûêè è çàêîíîâ ìóçûêàëüíîé àêó ñòèêè èçëàãàåò îáùóþ òåîðèþ âîç-
íèêíîâåíèÿ ýòíè÷åñêîé ìóçûêè è îáðàçîâàíèÿ åå îñíîâíûõ ñòèëåé è
ëàäîâ (Apanavièius 2001).

Èíãà ßñèíñêàéòå-ßíêà óñêåíå (Inga Jasinskaitë-Jankauskienë), èñ-
ïîëüçó ÿ ìåòîäû ñåìèîòèêè è ñòðóêòóðàëèçìà, àíàëèçèðó åò ïîñòìîäåð -
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íèñòñêèé ñòèëü òâîð÷åñòâà çíàìåíèòîãî ëèòîâñêîãî êîìïîçèòîðà Ê óòà-
âè÷þñà â ìîíîãðàôèè Pagoniðkasis avangardizmas: teoriniai Broniaus
Kutavièiaus muzikos aspektai («ßçû÷åñêèé àâàíãàðä: òåîðåòè÷åñêèå àñ-
ïåêòû ìóçûêè Áðîíþñà Ê óòàâè÷þñà», 2001).

Äàóíîðàâè÷åíå, èññëåäóþùàÿ òðàíñôîðìàöèîííûå ïðîöåññû êîì-
ïîçèòîðñêîãî òâîð÷åñòâà â ëèòîâñêîé ìóçûêå ÕÕ âåêà, òàêæå ñ 2001 ãîäà
ÿâëÿåòñÿ ðåäàêòîðîì íà ó÷íîãî æóðíàëà Lietuvos muzikologija  («Ëèòîâñ-
êîå ìóçûêîâåäåíèå»).

Ìåæäèñöèïëèíàðíûå èññëåäîâàíèÿ

Ìåæäèñöèïëèíàðíûå èññëåäîâàíèÿ – õàðàêòåðíàÿ ÷åðòà ïîñòìî-
äåðíèñòñêîãî ìóçûêîâåäåíèÿ, ñëåäóþùåãî çà èçìåíÿþùèìèñÿ ñòèëÿìè
ñîâðåìåííîé ìóçûêè è ïîñòìîäåðíèçìîì – ñòèëåì êîíöà ÕÕ / íà÷àëà
XXI âåêà. Âèòà Ãðóîäèòå (Vita Gruodytë ) çàìå÷àåò:

«Íà÷àëüíûé èìïóëüñ ìóçûêîâåäåíèþ ïîñòìîäåðíèçìà äàëè òåîðèè
êóëüòóðíîé ïîëèòèêè è òåîðèè êðèòèêè [...]. Â ìóçûêîâåäåíèè ïîñòìî-
äåðíèçì ïðîâîäèò ÷åðòó ìåæäó ñèñòåìíûì, èåðàðõè÷åñêèì, ôîðìàëü-
íûì, îáîáùàþùèì ìûøëåíèåì è èíòåðåñîì ê äåòàëÿì, ñóáúåêòèâíîñ-
òè, ïîâñåäíåâíîñòè, îáèëèþ ïåðñïåêòèâ, ìåíÿþùåéñÿ ðåàëüíîñòè è
ëîêàëüíûì ôåíîìåíàì. Ñòðóêòóðíûé àíàëèç ó ñòóïèë ìåñòî êîíòåêñò-
íîìó , èñòîðè÷åñêîìó àíàëèçó , èññëåäóþùåìó ñîöèîêóëü òóðíûå âëèÿíèÿ
è îòäåëüíûå àñïåêòû. [...] Íîâîå ìóçûêîâåä÷åñêîå çðåíèå âèäèò ìóçûêó
íå êàê îòäåëüíóþ îò äðóãèõ îáëàñòåé òðàäèöèþ ñ àáñòðàêòíûì ñëóøàòå-
ëåì, à êàê ïðîäóêò ðàçíûõ êóëüòóðíûõ, ãåîãðàôè÷åñêèõ, ñîöèàëüíûõ è
äðóãèõ âëèÿíèé. Ñòèðàþòñÿ ïðåãðàäû íå òîëüêî ìåæäó êëàññè÷åñêîé,
ýëèòàðíîé èëè ïîïóëÿðíîé ìóçûêîé, íî è ìåæäó ãðàíèöàìè èññëåäîâà-
íèé è ìåòîäîâ (ìóçûêîâåäåíèÿ, ýòíîìóçûêîâåäåíèÿ, ñîöèîëîãèè, êóëü-
òóðîëîãèè, àðõåîëîãèè è äð.» (Gruodytë 2007: 134–135).

Áîëåå ïðîãðåññèâíûìè èññëåäîâàíèÿìè â ìóçûêîâåäåíèè ÿâëÿþòñÿ
òå, êîòîðûå ïðèìåíÿþò ìåòîäû àíàëèçà ñîâðåìåííîé ìóçûêè, îäíîâðå-
ìåííî àíàëèçèðó ÿ ýòíè÷åñêóþ (íàöèîíàëüíóþ) èäåíòè÷íîñòü ëèòîâñ-
êîé àêàäåìè÷åñêîé ìóçûêè. Â ìîíîãðàôèè Âèðãèíèè Àïàíàâè÷åíå ( Vir-
ginija Apanavièienë) Etninë tapatybë lietuviø akademinëje muzikoje («Ýòíè-
÷åñêèé èäåíòèòåò â ëèòîâñêîé àêàäåìè÷åñêîé ìóçûêå», 2011) «âïåðâûå
â ëèòîâñêîì ìóçûêîâåäåíèè ïîäðîáíî àíàëèçèðóþòñÿ ãëàâíûå èäåè àêà-
äåìè÷åñêîé ìóçûêè, ñâÿçàííûå ñ ýòíè÷åñêîé èäåíòè÷íîñòüþ. Â íåé ãî-
âîðèòñÿ î ðàçëè÷èè ðåãèîíîâ è èõ ñóáñòðàòîâ, êîòîðûì êîìïîçèòîðû
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ïîñâÿùàþò îòäåëüíûå ïðîèçâåäåíèÿ êàê ìóçûêàëüíûå ïàìÿòíèêè èñ-
÷åçíóâøèì êóëü òóðíûì ðåãèîíàì: îòìå÷àåòñÿ âàæíîñòü èñòîðèè, èñòî-
ðè÷åñêèõ ëè÷íîñòåé Ëèòâû, ïàíòåèñòè÷åñêîãî ìèðîâîççðåíèÿ, ìèôîëî-
ãèè, æåíñêèõ èìåí êàê çíàêà ìàòðèàðõàëüíîé êóëü òóðû. Èñïîëüçóþòñÿ
ôàêòû íà ó÷íûõ èññëåäîâàíèé àðõåîëîãèè, ÿçûêîçíàíèÿ, ýòíîìóçûêî-
âåäåíèÿ, ýòíîëîãèè, êóëü òóðíîé àíòðîïîëîãèè è àãðàðíîãî çåìëåäåëèÿ»
(Apanavièienë 2011: 12–13).

Ìåæäèñöèïëèíàðíûìè èññëåäîâàíèÿìè îòìå÷åíà è ìîíîãðàôèÿ
Ìåëüíèêàñà Ýêîëîãèÿ ìóçûêàëüíîé êóëüòóðû (Ìîñêâà, 2000), èññëåäîâà-
íèå Muzikos paveldas: epochø ir kultûrø sankirta («Ìóçûêàëüíîå íàñëå-
äèå: ïåðåñå÷åíèå ýïîõ è êóëüòóð», 2007).

Ìóçûêà èññëåäóåòñÿ è â äðóãèõ àñïåêòàõ. Âíèìàíèå ìóçûêàëüíîé
ýñòåòèêå óäåëÿþò Áðóâÿðèñ, Âàéäàñ Ìàòîíèñ (Vaidas Matonis), Ðóòà Ñòàí-
êÿâè÷þòå (Rûta Stankevièiûtë), ìóçûêàëüíîé ïñèõîëîãèè – Àëüáåðòàñ
Ïèëè÷ÿó ñêàñ (Albertas Pilièiauskas), ìóçûêàëüíîé òåðàïèè – Àíòàíèíà
Þðãóòèòå (Antanina Jurgutytë), ìóçûêàëüíîé èíòåðïðåòàöèè – Äîíàòàñ
Êàòêóñ (Donatas Katkus), ìóçûêàëüíîé àêó ñòèêå – Âèòàóòàñ Áè÷þíàñ
(Vytautas Bièiûnas), Àïàíàâè÷þñ, ìàòåìàòèêå è ãåîìåòðèè â ìóçûêå –
Ðèìà Ïoâèëåíåíå ( Rima Povilionienë, ìîíîãðàôèÿ Musica mathematica.
Tradicijos ir inovacijos ðiuolaikinëje muzikoje –  «Musica mathematica. Òðà-
äèöèè è èííîâàöèè â ñîâðåìåííîé ìóçûêå»,  2013).

Ñâÿçè ëèòóðãè÷åñêèõ òåêñòîâ ñ ìóçûêîé èññëåäóþò Êàìèëå Ðóïåé-
êàéòå (Kamilë Rupeikaitë) è Æèâèëå Ñòîíèòå (Þivilë Stonytë), ñëåäû Ñâÿ-
òîãî Ïèñàíèÿ â ñîâðåìåííîé ëèòîâñêîé ìóçûêå è ñàêðàëüíîñòü ìóçûêè
èçó÷àåò Âèîëåòà Æèëèíñêàéòå (Violeta Þilinskaitë ), ëèòóðãè÷åñêèå
æàíðû – Äàíóòå Êàëàâèíñêàéòå (Danutë Kalavinskaitë).

Ðàçâèâàþòñÿ è ñïåöèôè÷åñêèå îáëàñòè ìóçûêîâåäåíèÿ – ñðåäè íèõ
ìóçûêàëüíàÿ íîòîãðàôèÿ, êîòîðóþ èññëåäó åò Äàðþñ Êó÷èíñêàñ (Darius
Kuèinskas); àðõèâèñòèêîé çàíèìàþòñÿ Æèëèíñêàéòå è Àëå Ãóòàóñêåíå
(Alë Gutauskienë). Ýíöèêëîïåäè÷åñêèå ðàáîòû ñîçäàëè Àïàíàâè÷þñ
(Lietuviø liaudies muzikos instrumentai – «Ëèòîâñêèå íàðîäíûå ìóçûêàëü-
íûå èíñòðóìåíòû», 1991, ñ Ìàðèåé Áàëòðåíåíå /  Marija Baltrënienë),
Áîëåñëîâàñ Çóáðèöêàñ (Boleslovas Zubrickas, Pasaulio lietuviø chorve-
dþiai – «Ëèòîâñêèå õîðìåéñòåðû â ìèðå», 1999; Lietuviø kompozitoriai  –
«Ëèòîâñêèå êîìïîçèòîðû», 2004) è Ïÿòðàñ Þîäÿëå ( Petras Juodelë, Skamba
kanklës – «Çâó÷àò êàíêëåñ», 1994: áèîãðàôèè èñïîëíèòåëåé íà íàðîä-
íûõ èíñòðóìåíòàõ).
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Ìóçûêàëüíàÿ ïåäàãîãèêà

Ìóçûêàëüíàÿ ïåäàãîãèêà òàêæå îñíîâàíà íà èññëåäîâàíèÿõ ìóçû-
êîâåäîâ. Àëüãèñ Ãðèöþñ ( Algis Gricius), Ýóãåíèþñ Èãíàòîíèñ ( Eugenijus
Ignatonis), Ðàìóíå Êðèæà óñêåíå (Ramunë Kryþauskienë), Äîíàòàñ Êàò-
êóñ (Donatas Katkus), Âèäà Óìáðàñåíå ( Vida Umbrasienë), Êàøïîíèñ,
Þäèòà Æóêåíå (Judita Þukienë) íàïèñàëè íå òîëüêî òåîðåòè÷åñêèå òðóäû,
íî è ó÷åáíèêè ñîëüôåäæèî, ãàðìîíèè, èñòîðèè ìóçûêè. Â ïîäãîòîâêå
ïåäàãîãè÷åñêîé ëèòåðàòóðû ïî ýëåìåíòàðíîé òåîðèè ìóçûêè, ãàðìîíèè
è ïîëèôîíèè ó÷àñòâîâàëè è êîìïîçèòîðû – ïðåïîäàâàòåëè òåîðåòè÷åñ-
êèõ äèñöèïëèí Âàöëîâàñ Ïàêÿòóðàñ ( Vaclovas Paketûras), Âèòàóòàñ Êëîâà
(Vytautas Klova) è Òåéñóòèñ Ìàêà÷èíàñ ( Teisutis Makaèinas).

Ê êóðñó Ìóçûêàëüíûé ÿçûê ïðèëàãàþòñÿ ó÷åáíèêè ïî ìóçûêàëüíî-
ìó ÿçûêó ñðåäíåâåêîâüÿ, ðåíåññàíñà ( Muzikos kalba. Viduramþiai. Rene-
sansas, 2003), áàðîêêî ( Muzikos kalba. Barokas, 2006), àíàëèçó (Muzikos
kûriniø analizës pagrindai, 2010), ïîäãîòîâëåííûå êîëëåêòèâîì àâòîðîâ.
Ýòè ó÷åáíèêè äàþò øèðîêîå ïðåäñòàâëåíèå îá èñòîðè÷åñêîì êîíòåêñòå
ðàçâèòèÿ ìóçûêàëüíîé òåîðèè ðàçíûõ ñòèëèñòè÷åñêèõ ýïîõ (Àïàíàâè-
÷åíå 2014).

Móçûêàëüíaÿ áåëëåòðèñòèêa è ïóáëèöèñòèêa

Ôîðìèðó åòñÿ òàêæå æàíð ìóçûêàëüíîé áåëëåòðèñòèêè, â êîòîðîì
òåîðåòè÷åñêèé è èñòîðè÷åñêèé àíàëèç ìóçûêàëüíûõ ïðîèçâåäåíèé êîì-
áèíèðó åòñÿ ñ îïèñàíèåì æèçíè êîìïîçèòîðîâ è èñïîëíèòåëåé: îíè ñòà-
íîâÿòñÿ ãåðîÿìè õóäîæåñòâåííîé ëèòåðàòóðû. Â êíèãå Âèðãèíèè Êëè-
ãèòå-Àïàíàâè÷åíå ( Virginija Kligytë ) Nerimo dienos («Äíè áåñïîêîéñòâà» ,
1991, 2-å èçäàíèå 2013) ðàñêðûâàåòñÿ ïîðòðåò çíàìåíèòîãî êîìïîçèòîðà
Àëüãèðäàñà Áðàæèíñêàñà (Algirdas Braþinskas), ãäå íà ôîíå òðåõ äíåé
æèçíè êîìïîçèòîðà ïåðåä ÷èòàòåëåì ïðîõîäèò âñÿ åãî òâîð÷åñêàÿ áèî-
ãðàôèÿ, àíàëèçèðóþòñÿ ãëàâíûå ïðîèçâåäåíèÿ.

Âèëþòå â êíèãå Gyvenimas – simfonija... Kompozitoriaus Justino Ba-
ðinsko gyvenimas ir kûryba («Æèçíü – ñèìôîíèÿ... Æèçíü è òâîð÷åñòâî
êîìïîçèòîðà Þñòèíàñà Áàøèíñêàñà», 2012) ðàñêðûâàåò ÿðêóþ æèçíü âû-
äàþùåãîñÿ êîìïîçèòîðà, èñïîëüçó ÿ ñòèëü áåëëåòðèñòèêè è ðîìàíèñòè-
êè. Ýäìóíäàñ Ãÿäãàóäàñ (Edmundas Gedgaudas) â êíèãå Ona Narbutienë.
Gyvenimo preliudai. («Îíà Íàðáóòåíå. Ïðåëþäèè æèçíè», 2012) èñïîëü-
çóåò ìíîãî÷èñëåííûé ìàòåðèàë ýïèñòîëÿðíîãî íàñëåäèÿ çíàìåíèòîãî
ìóçûêîâåäà, àâòîðà äâåíàäöàòè êíèã î òâîð÷åñòâå êîìïîçèòîðîâ Íàðáó-
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òåíå è ñî÷èíÿåò ïîýòè÷åñêèé ïîðòðåò ãåðîèíè. Êîìïîçèòîð Ã åäðþñ Êóï-
ðÿâè÷þñ (Giedrius Kuprevièius) â àâòîáèîãðàôèè Koncertas («Êîíöåðò»,
2014) ðàññêàçûâàåò èñòîðèþ ñâîåé ñåìüè, òâîð÷åñòâà è ñîöèàëüíîé æèçíè.
Â êíèãàõ Âèêòîðàñà Ãÿðóëàéòèñà (Viktoras Gerulaitis ) Pavësinëje su
Richardu Wagneriu («Â áåñåäêå ñ Ðèõàðäîì Âàãíåðîì», 2011) è Kupë su
Johannu Straussu («Â êóïå ñ Èîãàííîì Øòðà óñîì», 2013) ïîïóëÿðíî ïðåä-
ñòàâëåíû ñòðàíèöû èç æèçíè âûäàþùèõñÿ åâðîïåéñêèõ êîìïîçèòîð
XVIII–XX âåêà.

 Â ñáîðíèêàõ ñòàòåé Nauji lietuviø muzikos keliai  («Íîâûå äîðîãè ëè-
òîâñêîé ìóçûêè», 2005),  Kûrybiniø stiliø pëdsakais («Ïî ñëåäàì òâîð÷åñ-
êèõ ñòèëåé», 2005), Vidmantas Bartulis. Tarp tylos ir garso («Âèäìàíòàñ
Áàðòóëèñ. Ìåæäó òèøèíîé è çâóêîì», 2007),  Muzikos ávykiai ir ávykiai
muzikoje («Ñîáûòèÿ ìóçûêè è ñîáûòèÿ â ìóçûêå», 2008), êîòîðûå áûëè
íàïå÷àòàíû â ïåðèîäèêå â ðàçíîå âðåìÿ, Ã àéäàìàâè÷þòå ðèñóåò ïåñòðóþ
ïàíîðàìó ìóçûêàëüíîé æèçíè Ëèòâû. Æèãàéòèòå ÿâëÿåòñÿ ðåäàêòîðîì
åæåìåñÿ÷íîãî æóðíàëà Muzikos barai («Íèâà ìóçûêè»), ãäå â îñíîâíîì
ïå÷àòàþòñÿ ñòàòüè î ìóçûêàëüíûõ èñïîëíèòåëÿõ, êîíöåðòàõ, ïðåìüåðàõ
îïåðíûõ ñïåêòàêëåé.

Ýòíîìóçûêîâåäå íèå

Îòäåëüíûì è ñàìîñòîÿòåëüíûì íàïðàâëåíèåì ëèòîâñêîãî ìóçûêî-
âåäåíèÿ ÿâëÿåòñÿ ýòíîìóçûêîâåäåíèå, îñíîâîïîëîæíèêàìè êîòîðîãî â
Ëèòâå áûëè Àäîëüôàñ Ñàáàëÿóñêàc (Adolfas Sabaliauskas), Þîçàñ Æè-
ëÿâè÷þñ (Juozas Þilevièius) è ßäâèãà ×þðëåíèòå (Jadvyga Èiurlionytë).
Êàòîëè÷åñêèé êñåíäç Ñàáàëÿóñêàñ âî âðåìÿ ñâîåé ñëóæáû íà ðóáåæå XIX
è XX âåêà â ñåâåðî-âîñòî÷íîé À óêøòàéòèè ñîáðàë îãðîìíîå êîëè÷åñòâî
ñàìîáûòíûõ ïîëèôîíè÷åñêèõ ïåñåí ýòîãî êðàÿ – ñóòàðòèíå – è â íà÷àëå
XX âåêà èçäàë ñâîè òðóäû è ñáîðíèê ýòèõ ïåñåí (Sabaliauskas 1904; 1911;
1916), êîòîðûå èññëåäóþòñÿ è â íàøè äíè. Æèëÿâè÷þñ, ìóçûêîâåä è
êîìïîçèòîð, âìåñòå ñî ñâîèìè ó÷åíèêàìè ñîáðàë êîëëåêöèþ ëèòîâñêèõ
ýòíè÷åñêèõ èíñòðóìåíòîâ, â 1927 ãîäó îïóáëèêîâàë ïåðâóþ â èñòîðèè
èõ íàó÷íóþ êëàññèôèêàöèþ, à íà îñíîâå ñðàâíèòåëüíûõ èññëåäîâàíèé –
è òåîðèþ èõ ïðîèñõîæäåíèÿ ( Þilevièius 1927; 1937). ×þðëåíèòå òàêæå
çàïèñàëà îêîëî 4000 íàðîäíûõ ïåñåí è ñâîè èññëåäîâàíèÿ îáîáùèëà â
ìîíîãðàôèè ×åðòû ëèòîâñêîé íàðîäíîé ìåëîäèêè  /  Lietuviø liaudies dainø
melodikos bruoþai (íà ðóññêîì ÿçûêå – 1966, íà ëèòîâñêîì – 1969). Åå
èññëåäîâàíèÿ ïðîäîëæèëà Ã åíîâàéòå ×ÿòêàóñêàéòå (Genovaitë Èetkaus-
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kaitë), êîòîðàÿ ñîçäàëà ïðèíöèïû êëàññèôèêàöèè ëèòîâñêèõ íàðîäíûõ
ïåñåí, îáîáùåííûå â åå ìîíîãðàôèè Lietuviø liaudies dainø melodijø
tipologija  («Òèïîëîãèÿ ëèòîâñêèõ íàðîäíûõ ïåñåí», 1998). Îíà òàêæå
ïîäãîòîâèëà ñáîðíèê Lietuviø liaudies dainø antologija («Àíòîëîãèÿ ëè-
òîâñêèõ íàðîäíûõ ïåñåí», 1966, 2-é âûïó ñê 1968), èçäàíèå ëèòîâñêèõ
íàðîäíûõ ïåñåí Dzûkø melodijos («Äçóêèéñêèå ìåëîäèè», 1981) è äðó-
ãèå ñáîðíèêè (Karaðka 2000à).

Ëàéìà Áóðêøàéòåíå ( Laima Burkðaitienë) çàïèñàëà îêîëî 10 òûñÿ÷
ëèòîâñêèõ íàðîäíûõ ìåëîäèé, ñîñòàâèëà ñáîðíèê Aukðtaièiø melodijos
(«Àóêøòàéòèéñêèå ìåëîäèè», 1990), ñ Äàíóòå Êðèêøòîïàéòå ( Danutë
Krikðtopaitë) ïîäãîòîâèëà ê ïå÷àòè ñáîðíèê Õðèñòèàíà Áàð÷à ( Christian
Bartch) Dainø balsai («Ãîëîñà ïåñåí», 2000), ñ Âèäîé Äàíèëÿó ñêåíå (Vida
Daniliauskienë) – è äðóãèå èçäàíèÿ. Ðèìàíòàñ Àñòðàóñêàñ (Rimantas
Astrauskas) çàïèñàë áîëåå 3000 ïðîèçâåäåíèé ëèòîâñêîãî ôîëüêëîðà, èñ-
ñëåäóåò ìåëîäèêó êàëåíäàðíûõ ïåñåí è ñîñåäíèõ íàðîäîâ. Ðèìàíòàñ Ñëþ-
æèíñêàñ (Rimantas Sliuþinskas) ìîíîãðàôèþ Anhemitonika lietuviø liaudies
dainø melodikoje («Àíãåìèòîíèêà â ìåëîäèêå ëèòîâñêèõ íàðîäíûõ ïå-
ñåí», 2003) ïîñâÿòèë ïàìÿòè ñâîåé ó÷èòåëüíèöû ×þðëåíèòå, òàêæå îí
èçäàë ìîíîãðàôèþ Lietuviø ir lenkø liaudies dainø sàsajos («Ñâÿçè ëèòîâ-
ñêèõ è ïîëüñêèõ íàðîäíûõ ïåñåí», 2006).

Äàéâà Ðà÷þíàéòå-Âè÷èíåíå ( Daiva Raèiûnaitë-Vyèinienë) èññëåäóåò
æàíð ìíîãîãîëîñíûõ ëèòîâñêèõ ïîëèôîíè÷åñêèõ ïåñåí ñóòàðòèíå. Ñâîè
èññëåäîâàíèÿ îíà îáîáùèëà â êíèãàõ Sutartiniø atlikimo tradicijos  («Òðà-
äèöèè èñïîëíåíèÿ ñóòàðòèíåñ», 2000) è Lithuanian Polyphonic Songs.
Sutartinës (2002). Êðîìå òîãî, îíà íàïèñàëà äâà ó÷åáíèêà äëÿ íà÷èíàþ-
ùèõ ïåâöîâ: êíèæêè ñ CD Kokiø giedosim, kokiø sutarysim? («Î ÷åì áó-
äåì ïåòü, î ÷åì áåñåäîâàòü?», 2004, ïîâòîðíî 2009) è 66 ñóòàðòèíåñ â çà-
ïèñè Kadu buva kadojo («Êîãäà-òî áûëî», 2012).

Äàëÿ Óðáàíàâè÷åíå (Dalia Urbanavièienë) èññëåäóåò ðàçâèòèå òðà-
äèöèîííîãî òàíöà â Ëèòâå, ìåòîäèêó çàïèñè òàíöà è ñèñòåìû íîòàöèè,
âîïðîñû êëàññèôèêàöèè è àíàëèçà ýòíîõîðåîãðàôèè, ìåòîäèêó ðàáîòû
àðõèâîâ ìóçûêàëüíîãî ôîëüêëîðà ( Astrauskas 2007). Ñâîè èññëåäîâàíèÿ
îíà îáîáùèëà â äâóõ ìîíîãðàôèÿõ: Lietuviø apeiginë etnochoreografija
(«Ëèòîâñêàÿ îáðÿäîâàÿ ýòíîõîðåîãðàôèÿ», 2000) è Ðokamosios ir þaidþia-
mosios sutartinës («Òàíöó åìûå è èãðàåìûå ñóòàðòèíåñ», ñ DVD, 2009).

Âîêàëüíî-ýòíè÷åñêóþ êóëü òóðó èçó÷àåò Àóñòå Íàêåíå ( Austë Nakienë).
Îíà ïîäãîòîâèëà ê ïå÷àòè ìåëîäèè XV òîìà èçäàíèÿ  Lietuviø liaudies
dainynas («Ëèòîâñêèé íàðîäíûé ïåñåííèê», 2000), íåñêîëüêî ñáîðíè -
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êîâ èñòîðè÷åñêèõ ôîíîãðàôè÷åñêèõ çàïèñåé (ñ Ðóòîé Æàðñêåíå / Rûta
Þarskienë)1.

Àóøðà Æè÷êåíå (Auðra Þièkienë) ïîäãîòîâèëà ê ïå÷àòè ìåëîäèè äëÿ
XI (1995), XVII (2003), XVIII (2004) òîìîâ èçäàíèÿ Lietuviø liaudies
dainynas («Ëèòîâñêèé íàðîäíûé ïåñåííèê» )2 (Þièkienë 2014). Ïÿòðèêàéòå
çàïèñàëà îêîëî 700 ïåñåí íàöèîíàëüíûõ ìåíüøèíñòâ (áåëîðó ñîâ, íåì-
öåâ, òàòàð, åâðååâ), ïðîæèâàþùèõ â Ëèòâå.

Íîâûé âçãëÿä â ëèòîâñêîì ýòíîìóçûêîâåäåíèè îòêðûâàåò Àïàíà-
âè÷þñ. Â 1986 ãîäó îí îïóáëèêîâàë òåîðèþ ïðîèñõîæäåíèÿ íàðîäíûõ
èíñòðóìåíòîâ áàëòèéñêèõ íàðîäîâ òèïà êàíêëåñ, â 1992 ãîäó – òåîðèþ
ïðîèñõîæäåíèÿ íàðîäíûõ èíñòðóìåíòîâ Ñåâåðíîé Åâðîïû. Ýòíîìóçû-
êîâåä ÿâëÿåòñÿ îñíîâîïîëîæíèêîì íàïðàâëåíèÿ êîìïëåêñíîãî èññëå-
äîâàíèÿ ýòíè÷åñêîé ìóçûêè. Íà îñíîâàíèè çàêîíîâ ôèçèêè è ìóçûêàëü-
íîé àêó ñòèêè, êàê óæå óïîìèíàëîñü, â 2001 ãîäó îí îïóáëèêîâàë òåîðèþ
î ïðîèñõîæäåíèè îñíîâíûõ ñòèëåé è ëàäîâ ìóçûêè ÷åëîâå÷åñòâà â ãëî-
áàëüíîì ìàñøòàáå ( Apanavièius 2001), à, ïðîäîëæàÿ è ðàçâèâàÿ èäåè ãðó-
çèíñêîãî ìóçûêîâåäà Èîñèôà Æîðäàíèè, äèñêóòèðó ÿ ñ åãî âçãëÿäàìè, â
1998–1999 ãîäàõ îïóáëèêîâàë ñåðèþ ñòàòåé, ïîñâÿùåííûõ ïðîèñõîæäå-
íèþ ýòíè÷åñêîé ìóçûêè áîëüøèõ è ëîêàëüíûõ ðàñ ÷åëîâå÷åñòâà. Ýòè èñ-
êàíèÿ îí îáîáùèë â ìîíîãðàôèè Etninë muzika («Ýòíè÷åñêàÿ ìóçûêà»,
2009), ïîäãîòîâèë êóðñ íîâîé äèñöèïëèíû Ìåëîôîëüêëîðèñòèêà  è ïðå-
ïîäàåò ýòîò êóðñ ñòóäåíòàì óíèâåðñèòåòà èì. Âèòàóòàñà Âåëèêîãî è ñòó-
äåíòàì ïðîãðàìì Erasmus/Socrates. Íà ýòîé îñíîâå â 2013 ãîäó îí èçäàë
ïîñîáèå íà àíãëèéñêîì ÿçûêå Melofolkloristics .

Áàçèðóÿñü íà ñâîèõ èññëåäîâàíèÿõ, Àïàíàâè÷þñ îñíîâàë òàêæå
èíñòðóìåíòàëüíoe ýòíîìóçûêîâåäåíèå, ìíîãèå åãî ó÷åíèêè îáðàòèëè
âíèìàíèå íà ïðîèñõîæäåíèå è ñïåöèôè÷íîñòü ñòàðèííûõ íàðîäíûõ èí-
ñòðóìåíòîâ, èõ ðåïåðòóàð, ñïîñîá èãðû íà íèõ, òðàäèöèè ðåãèîíîâ. Èñ-
ñëåäîâàíèÿ ýòíè÷åñêîé ìóçûêàëüíîé êóëü òóðû â òîì æå êëþ÷å ïðîäîë-
æàþò åãî ó÷åíèêè è ïðååìíèêè : Êèðäåíå (ìîíîãðàôèÿ Smuikas ir smui-
kavimas Lietuvoje – «Ñêðèïêà è èãðà íà ñêðèïêå â Ëèòâå», 2000), Ãâèäàñ
Âèëèñ (Gvidas Vilys, èññëåäîâàíèå Ðiaurës rytø Europos tautø signalinës
lentos – «Ñèãíàëüíûå äîñêè íàðîäîâ ñåâåðî-âîñòî÷íîé Åâðîïû», 2001),
Æàðñêåíå (ìîíîãðàôèÿ  Skuduèiai ir skuduèiavimas ðiaurës rytø Europoje–

1 Nakienë, Austë (2014). Parengti tautosakos ðaltiniai. http://www.llti.lt/lt/
auste_nakiene/ [ïðîñìîòð 26 èþíÿ 2014 ].

2 Þièkienë, Auðra (2014). Sudaryti ir parengti leidiniai . http://www.llti.lt/lt/
ausra_zickiene/ [ïðîñìîòð 26 èþíÿ 2014 ].
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«Èíñòðóìåíòû òèïà ñêóäó÷ÿé â ñåâåðî-âîñòî÷íîé Åâðîïå», 2003), Âèäà
Ïàëóáèíñêåíå ( Vida Paliubinskienë, ìîíîãðàôèÿ Kanklës lietuviø etninëje
kultûroje  – «Êàíêëåñ â ëèòîâñêîé ýòíè÷åñêîé êóëüòóðå», 2009).

Íà ýòíîìóçûêîâåäåíèå ïîâëèÿëè è äðóãèå ñîâðåìåííûå íà óêè, â
Ëèòâå îíî ïåðåðîñëî èç ìåæäèñöèïëèíàðíîãî â íîâîå íàïðàâëåíèå –
ýòíîñîöèàëüíîå, èñïîëüçóþùåå â êà÷åñòâå ãëàâíîãî èíñòðóìåíòà íà ó÷-
íîãî èññëåäîâàíèÿ ñîöèîëîãè÷åñêèå ìåòîäû.

Äèàãðàììà 2.  Îñíîâíûå íàïðàâëíèÿ ýòíîìóçûêîâåäå íèÿ

Èññëåäîâàòåëè, ðàçâèâàþùèå ýòî íîâîå íàïðàâëåíèå ýòíîìóçûêî-
âåäåíèÿ – Àïàíàâè÷þñ, Àëôîíñàñ Ìîòóçàñ ( Alfonsas Motuzas), Àóøðà
Çàáåëåíå (Auðra Zabielienë), Ãåäðå Áàðêàóñêàéòå (Giedrë Barkauskaitë),
Êèðäåíå, Ýãëå Ñàâèöêàéòå (Eglë Savickaitë), Ýãëå Àëÿêíàéòå (Eglë Alek-
naitë), Êðèñòèíà Àïàíàâè÷þòå ( Kristina Apanavièiûtë), Àðâèäàñ Ãðèø-
êóñ (Arvydas Griðkus) – ñî÷åòàþò èññëåäîâàíèå ôàêòîâ ñîâðåìåííîé
êóëüòóðíîé æèçíè ñ ýòíè÷åñêîé ìóçûêîé è êóëü òóðîé. Îñîáåííî èññëå-
äóþòñÿ ðåãèîíû Ëèòâû è èõ ìóçûêàëüíî-ýòíè÷åñêàÿ êóëü òóðà, íàìå÷à-
þòñÿ âåõè ðàçâèòèÿ, îòìå÷àþòñÿ îøèáêè, ïîÿâëÿþùèåñÿ ñåãîäíÿ â åå
èñïîëüçîâàíèè, êîãäà, íàïðèìåð, ïðè èñïîëíåíèè ìóçûêè íåâåðíî òðàê-
òóþòñÿ îñîáåííîñòè ìóçûêàëüíî-ýòíè÷åñêîé êóëü òóðû ðàçíûõ ðåãèîíîâ.

Â ðàáîòàõ ïðåäñòàâèòåëåé ñîöèàëüíî-êóëüòóðíîãî ýòíîìóçûêîâåäå-
íèÿ ñîçäàþòñÿ íà ó÷íûå ìîäåëè ðàçâèòèÿ ýòíè÷åñêîé êóëü òóðû. Â ýòîì
íàïðàâëåíèè èçó÷àåòñÿ íå òîëüêî ïðîøëîå, íî è íàñòîÿùåå, ìîäåëèðó-
åòñÿ áóäóùåå. Äëÿ ýòîãî øèðîêî èñïîëüçóþòñÿ ñîöèîëîãè÷åñêèå ìåòî-
äû èññëåäîâàíèÿ ñîâðåìåííîé ýòíè÷åñêîé êóëü òóðû. Ýòèì îòëè÷àåòñÿ
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ìîíîãðàôèè Folkloro ansambliai dabartinëje Lietuvoje: etnologinis aspektas
(«Ôîëüêëîðíûå àíñàìáëè â ñîâðåìåííîé Ëèòâå: ýòíîëîãè÷åñêèé àñïåêò» ,
2010) Çàáåëåíå è Lietuvininkø etninë muzika: tapatumo problemos («Ýò-
íè÷åñêàÿ ìóçûêà ëèòîâöåâ Ìàëîé Ëèòâû: ïðîáëåìû èäåíòèòåòà» , 2007)
Ëèíû Ïÿòðîøåíå ( Lina Petroðienë).

Îòäåëüíîå íàïðàâëåíèå ïðåäñòàâëÿþò èññëåäîâàíèÿ ëèòóðãè÷åñêîé
ýòíîìóçûêè . Ëèäåð ýòîãî íàïðàâëåíèÿ Ìîòóçàñ îïóáëèêîâàë ìîíîãðà-
ôèè Maþosios Lietuvos evangelikø liuteronø liaudies apeiginë muzika («Íà-
ðîäíûå îáðÿäîâûå ïåñíîïåíèÿ åâàíãåëèñòîâ-ëþòåðàí Ìàëîé Ëèòâû»,
1994), Þemaièiø Kalvarijos Kalnai ir Kryþiaus kelias («Êàëâàðèéñêèå ãîðû
Æÿìàéòèè è Êðåñòíûé ïóòü» , 1994), Lietuvos kalvarijø Kryþiaus keliø isto-
rija, apeiginiai paproèiai ir muzika («Èñòîðèÿ ëèòîâñêèõ êàëâàðèéñêèõ
Êðåñòíûõ ïóòåé, îáðÿäû è ìóçûêà», 2003), Vepriø Kalvarijos: istoriniai,
etnologiniai ir etnomuzikologiniai aspektai  («Âÿïðÿéñêèå Êàëâàðèè: èñòî-
ðè÷åñêèå, îáðÿäîâûå, ýòíîëîãè÷åñêèå è ýòíîìóçûêîëîãè÷åñêèå àñïåêòû»,
2006), Kelmës kraðto katalikiðka etninë kultûra («Ýòíè÷åñêàÿ êàòîëè÷åñ-
êàÿ êóëüòóðà Êÿëüìåñêîãî êðàÿ», 2007), íàïèñàë íåñêîëüêî ó÷åáíèêîâ
äëÿ âóçîâ, èçäàë ïåñåííèêè ñ êîìïàêò-äèñêàìè (2007, 2008, 2009).

Ýòíîìóçûêîâåäû ðàáîòàþò â ðàçíûõ ó÷ðåæäåíèÿõ è ïî-ðàçíîìó îò-
íîñÿòñÿ ê îáúåêòó èññëåäîâàíèÿ. Â Èíñòèòóòå ëèòîâñêîé ëèòåðàòóðû è
ôîëüêëîðà îíè óäåëÿþò áîëüøîå âíèìàíèå òåêñòàì è æàíðàì èññëå-
äóåìûõ ïåñåí. Â Ëèòîâñêîé àêàäåìèè òåàòðà è ìóçûêè áîëåå ïîäðîáíî
èçó÷àþòñÿ ìåëîäèè, èõ ìóçûêàëüíûå ñâîéñòâà è ñâÿçü ñ ìóçûêîé äðóãèõ
íàðîäîâ. Â Êëàéïåäñêîì óíèâåðñèòåòå áîëüøîå âíèìàíèå óäåëÿåòñÿ èñ-
ñëåäîâàíèÿì ðåãèîíà Ìàëîé Ëèòâû. Êîìïëåêñíî âñå ýòî èçó÷àåòñÿ â óíè-
âåðñèòåòå èì. Âèòàóòàñà Âåëèêîãî, íà êàôåäðå ñòóäèé êóëüòóð è ýòíî-
ëîãèè.  Èññëåäóåòñÿ ñâÿçü ýòíè÷åñêîé ìóçûêè ñ ýòíè÷åñêîé èñòîðèåé,
ìóçûêàëüíîé êóëü òóðîé äðóãèõ íàðîäîâ, à òàêæå ïðîâîäÿòñÿ èññëåäîâà-
íèÿ ñðàâíèòåëüíîãî ïîðÿäêà, óäåëÿåòñÿ âíèìàíèå âîçðîæäåíèþ ýòíè-
÷åñêîé ìóçûêàëüíîé êóëü òóðû. Ýòà ïðîáëåìà â ëèòîâñêîì ìóçûêîâåäå-
íèè èññëåäóåòñÿ âïåðâûå, îñóùåñòâëÿåòñÿ ïðîåêò, ôèíàíñèðó åìûé
ñòðóêòóðíûìè ôîíäàìè Å C.

Ìóçûêîâåäû â àäìèíèñòðàöèè

Ìóçûêîâåäû ÷àñòî çàíèìàþò ðóêîâîäÿùèå ïîñòû â ìóçûêàëüíûõ
ó÷ðåæäåíèÿõ, óíèâåðñèòåòàõ è íàó÷íî-èññëåäîâàòåëüñêèõ èíñòèòóòàõ
Ëèòâû. Ýòîìó ñïîñîáñòâóþò ìåæäèñöèïëèíàðíûå çíàíèÿ, øèðîêèé
âçãëÿä íà èññëåäîâàíèå ïðîáëåìû. Àíòàíàâè÷þñ, èññëåäîâàòåëü òðàäè-
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öèé ýòíè÷åñêîé ìóçûêè è åå èñïîëüçîâàíèÿ â àêàäåìè÷åñêîé ìóçûêå –
äîëãîëåòíèé çàâåäóþùèé êàôåäðîé òåîðèè ìóçûêè, ïðîðåêòîð ïî íà óêå
Ëèòîâñêîé ìóçûêàëüíîé àêàäåìèè, ðåêòîð (2 êàäåíöèè) Ëèòîâñêîé àêà-
äåìèè ìóçûêè è òåàòðà, ïðåäñåäàòåëü Êîíôåðåíöèè ðåêòîðîâ óíèâåð-
ñèòåòîâ Ëèòâû, ÷ëåí Ëèòîâñêîãî Ó÷åíîãî ñîâåòà.

Êøàíåíå – èññëåäîâàòåëü ýòíè÷åñêèõ ìóçûêàëüíûõ òðàäèöèé Ìàëîé
Ëèòâû XVI–XX âåêà, ìóçûêàëüíûé ïóáëèöèñò – çàâåäóþùàÿ êàôåäðîé
òåîðèè ìóçûêè Êëàéïåäñêîãî óíèâåðñèòåòà, ïðîðåêòîð ïî íà óêå, ïðåä-
ñåäàòåëü Ñåíàòà.

Àïàíàâè÷þñ – ÷ëåí Ëèòîâñêîãî Ó ÷åííîãî ñîâåòà, ïðåäñåäàòåëü ãðóï-
ïû êîíòðîëÿ çà äîêòîðàíòóðîé âî âñåõ îáëàñòÿõ è íàïðàâëåíèÿõ íà óêè â
Ëèòâå, çàâåäóþùèé êàôåäðîé ýòíîëîãèè è ôîëüêëîðèñòèêè óíèâåðñè-
òåòà èì. Âèòàóòàñà Âåëèêîãî, äåêàí ôàêóëüòåòà (2 êàäåíöèè) ãóìàíèòàð-
íûõ íà óê ýòîãî óíèâåðñèòåòà.

×ëåíàìè Ëèòîâñêîãî Ó ÷åíîãî ñîâåòà  áûëè èçáðàíû Þçÿëþíàñ ,
Àìáðàçàñ, Äàóíîðàâè÷åíå .

Àëüãèðäàñ Âèæèíòàñ (Algirdas Vyþintas), ýòíîìóçûêîâåä, èíñòðó-
ìåíòàëèñò – îñíîâàòåëü êàôåäðû íàðîäíîé ìóçûêè â Êëàéïåäñêîì óíè-
âåðñèòåòå, ïðîðåêòîð ïî íà óêå, çàâåäóþùèé êàôåäðîé íàðîäíûõ èíñòðó-
ìåíòîâ â Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà .

Æóêåíå – çàâåäóþùàÿ êàôåäðîé èñòîðèè ìóçûêè, ïðîðåêòîð ïî íà óêå
Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà. Óìáðàñåíå – çàâåäóþùàÿ êàôåä-
ðîé òåîðèè ìóçûêè, ïðîðåêòîð ïî ñòóäèÿì . Àëäîíà Þîäÿëåíå ( Aldona
Juodelienë) ðóêîâîäèò Öåíòðîì êàðüåðû è êîìïåòåíòíîñòè, ãäå íóæíû
îáøèðíûå çíàíèÿ â îáëàñòè ìóçûêàëüíîé íà óêè è ïåäàãîãèêè, Ðà÷þ-
íàéòå-Âè÷èíåíå – çàâåäóþùàÿ êàôåäðîé ýòíîìóçûêîâåäåíèÿ Ëèòîâñ-
êîé àêàäåìèè ìóçûêè è òåàòðà, îäíà èç îðãàíèçàòîðîâ ìåæäóíàðîäíûõ
ôîëüêëîðíûõ ôåñòèâàëåé Çâó÷àò, çâó÷àò êàíêëåñ è Áàëòèêà. Æàðñêåíå–
çàâåäóþùàÿ îòäåëîì àðõèâà ôîëüêëîðà â Èíñòèòóòå ëèòåðàòóðû è ôîëü-
êëîðà Ëèòâû. Ïÿòðà óñêàéòå – äèðåêòîð Èíñòèòóòà ìóçûêîâåäåíèÿ ôà-
êóëüòåòà õóäîæåñòâåííûõ íàóê Êëàéïåäñêîãî óíèâåðñèòåòà, Ãóòàóñêåíå –
çàâåäóþùàÿ ìóçûêàëüíûì îòäåëîì Ìóçåÿ òåàòðà, ìóçûêè è êèíî.

Ìóçûêîâåäû çàíèìàþò è äðóãèå îòâåòñòâåííûå äîëæíîñòè. Ðóòà Ïðó-
ñÿâè÷åíå (Rûta Prûsevièienë) – äèðåêòîð Ëèòîâñêîé Ôèëàðìîíèè, Ëàéìà
Âèëèìåíå ( Laima Vilimienë) – çàìåñòèòåëü äèðåêòîðà àêàäåìè÷åñêîãî
òåàòðà îïåðû è áàëåòà Ëèòâû, ýòíîìóçûêîâåä Âèëèñ – äèðåêòîð ìóçû-
êàëüíîãî ó÷èëèùà èì. êîìïîçèòîðà Âèòà óòàñà Ìèêàëàóñêàñà (Vytautas
Mikalauskas) ãîðîäà Ïàíÿâåæèñ, Ó ðáàíàâè÷åíå – ïðåäñåäàòåëü Ñîâåòà ïî
ñîõðàíåíèþ ýòíè÷åñêîé êóëü òóðû ïðè Ñåéìå Ëèòîâñêîé Ðåñïóáëèêè.
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Âûâîäû

Â ïðîöåññå ñòàíîâëåíèÿ ëèòîâñêîå ìóçûêîâåäåíèå âîñïðèíÿëî è
âïèòàëî ìåòîäèêó äðóãèõ ðîäñòâåííûõ íà óê. Îíî ïðîøëî ñëîæíûé ïóòü –
îò óçêîãî àíàëèçà ìóçûêàëüíûõ ïðîèçâåäåíèé è îñâåùåíèÿ èñòîðèè
òâîð÷åñòâà êîìïîçèòîðîâ äî óðîâíÿ ìåæäèñöèïëèíàðíîãî íà ó÷íîãî íà-
ïðàâëåíèÿ, ñïîñîáíîãî èçó÷àòü íå òîëüêî ñóãóáî ñïåöèôè÷åñêèå, íî è
ñëîæíåéøèå êîìïëåêñíûå âîïðîñû ôóíêöèîíèðîâàíèÿ ìóçûêàëüíîãî
èñêóññòâà â ñèñòåìå êóëüòóðû ñîâðåìåííîãî îáùåñòâà.

Ëèòîâcêîå ìóçûêîâåäåíèå íå ÿâëÿåòñÿ îäíîìîíîëèòíîé íà óêîé. Â
îäíèõ èññëåäîâàíèÿõ ïðåîáëàäàåò èñòîðè÷åñêîå, â äðóãèõ – òåîðåòè÷åñ-
êîå íàïðàâëåíèå, êðîìå òîãî, â èñòîðè÷åñêèõ òðóäàõ íàìå÷àåòñÿ ñèñòåì-
íîñòü èññëåäîâàíèÿ, èñòîðè÷åñêèå ôàêòû ïðåäñòàâëÿþòñÿ â ïîëèòè÷åñ-
êîì, ñîöèàëüíîì êîíòåêñòå ïåðèîäà æèçíè êîìïîçèòîðà.

Íîâøåñòâî â ìóçûêîâåäåíèè – ìåæäèñöèïëèíàðíûå èññëåäîâàíèÿ
ñ ïðèâëå÷åíèåì ìåòîäîâ äðóãèõ íà óê è îòêðûòûõ èìè ôàêòîâ. Ìåæäèñ-
öèïëèíàðíûå èññëåäîâàíèÿ ñâÿçàíû ñ íîâûìè ñòèëÿìè â ìóçûêå (îñî-
áåííî ñ ïîñòìîäåðíèçìîì).

Ìóçûêîâåäåíèå äàëî òîë÷îê îòêðûòèÿì ò . í. «ïàðàëëåëüíîé» íà óêè –
ýòíîìóçûêîâåäåíèÿ, êîòîðîå îò èññëåäîâàíèé íàðîäíûõ ìåëîäèé, ïå-
ñåí, òàíöåâ, èíñòðóìåíòîâ ïåðåøëî ê èçó÷åíèþ íå òîëüêî ýòíîêóëü òóð-
íîãî íàñëåäèÿ ñâîåé íàöèè, íî è ñðàâíåíèþ ýòíè÷åñêèõ êóëü òóð ðàçíûõ
íàðîäîâ, ñòðàí è ðàñ. Èç ýòíîìóçûêîâåäåíèÿ âûøëî íàïðàâëåíèå ñîöè-
àëüíî-ýòíè÷åñêîãî ìóçûêîâåäåíèÿ, êîòîðîìó ñâîéñòâåííû êîìïëåêñíûå
èññëåäîâàíèÿ ýòíè÷åñêîé êóëüòóðû, ñîöèàëüíîé îáùåñòâåííîé ñðåäû.
Îíî ïðîãðàììèðó åò ìîäåëü äàëüíåéøåãî ïðèìåíåíèÿ ýòíè÷åñêîé êóëü-
òóðû, ñ÷èòàÿ êðàéíå âàæíûì ñîõðàíåíèå òðàäèöèé íàðîäíîãî íàñëåäèÿ.

Ëèòîâñêîå ìóçûêîâåäåíèå âëèÿåò íà ìóçûêàëüíóþ ïåäàãîãèêó , ðà-
áîòó ïî èíòåðïðåòàöèè, ìóçûêó , ìóçûêàëüíóþ ïóáëèöèñòèêó .

Ìóçûêîâåä÷åñêàÿ ïóáëèöèñòèêà ïðåîäîëåâàåò ïðåãðàäû äîëæíîñò-
íîãî íà ó÷íîãî ñòèëÿ è ñâîáîäíî îïåðèðó åò ïðèåìàìè áåëëåòðèñòèêè,
óäåëÿÿ ïðè ýòîì âíèìàíèå ïðîôåññèîíàëüíîìó àíàëèçó ìóçûêàëüíûõ
ïðîèçâåäåíèé îïèñûâàåìûõ ãåðîåâ.

Îáøèðíûå óíèâåðñèòåòñêèå ïîçíàíèÿ ìóçûêîâåäîâ ïîçâîëÿþò
çàíèìàòü èì âûñîêèå àäìèíèñòðàòèâíûå ïîñòû â íà ó÷íûõ, ó÷åáíûõ è
êîíöåðòíûõ ó÷ðåæäåíèÿõ, ãäå òðåáóþòñÿ øèðîêèå çíàíèÿ â îáëàñòè ïå-
äàãîãèêè, èñïîëíèòåëüñêîãî èñêó ññòâà è íàó÷íîé äåÿòåëüíîñòè.
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Lithuanian Musicology: the Origin and the Development

Virginija Apanavièienë

Summary

The development of Lithuanian musicology since its origin in the begin-
ning of the 20th century has been complex. In the early period of the develop-
ment (the beginning and the middle of the 20th century) the musicological
issues were based mainly on the narrow empirical analysis of musical pieces
and the reflection of the history of music. Since the middle of the 20th century,
musicology has developed its own methodology, as well as adopted the
methods of other scientific research directions. Consequently, it has become
one of the theoretical research directions of the humanities and has reached
the level of interdisciplinary research. This enables musicologists to study
not only specific, but also complex questions concerning the functions of
musical art and those of the modern society’s culture and life (Diagram 1).

That is why Lithuanian musicology today is not a monolithic scientific
direction. Two branches of studies are distinguishable. The first one is related
to the history of music and the other reflects new theoretical discoveries.
The historical branch includes systematic research, according to which
historical data are analysed in a wide political and social context.

All innovations of the current research of the Lithuanian musicology
are determined by the methods and the data, traditionally used by other
scientific directions, as well as the interdisciplinary view of the problems
researched. Furthermore, interdisciplinary studies are determined by the
appearance of new music styles, especially with the styles of the postmodern
directions of modern music.

It is evident that the development of Lithuanian musicology had given
an impulse for the formation of new research branches of the so-called
‘parallel’ directions, and particularly for ethnomusicology. The process of
its development was similar to that of musicology: it began from the local
empiric studies of folk melodies, songs, dances, instrumental music, which
in the past was connected with the heritage of only one nation. Finally, it
grew to wide comparative research of ethnic culture, social and cultural
functions, creation of new models of the revival of ethic music, the usage of
the cultural heritage for the contemporary society’s needs (Diagram 2).

Moreover, musicology noticeably influenced musical pedagogy, as well
as the formation of a new direction of research on music interpretation and
to the practise of musical journalism. Nowadays, musical publicistic writing
in Lithuania is considered to be a branch of musicology.
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Finally, the activity of the distinguished leaders of Lithuanian musicology
and the great scope of their scientific interests enable them to achieve high
positions in universities and other scientific as well as musical and cultural
state institutions, where the results of their scientific research are being
adopted in pedagogical and musical practices.
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III. MÛZIKAS ANALÎZE

François Couperin’s Trio Sonatas
as a Genre and Stylistic Phenomenon

of Baroque Instrumental Music

Dr. art.  Olga Savitskaya
Associate Professor of the Music Theory Department

of the Belarusian State Academy of Music

Trio sonata as a genre is different from those commonly regarded as
representants of French Baroque instrumental music, including harpsichord
suite and organ mass. Nevertheless, those were French composers who added
one of the most important chapters to the history of the genre.

Having covered virtually all European countries by the end of the 17th

century, the Italian influence brought a new sonata genre to France. François
Couperin was the first French to produce compositions following the Italian
tradition. In 1692 he completed the work on his trio sonatas La Pucelle and
La Steinquerque, which were followed by La Visionnaire, L’Astr ée and La
Superbe (1693), and a quatuor sonata La Sultane (1695). In 1710, the trio
sonata L’Imp ériale was created.

François Couperin started his composer’s career as an adherent to
Arcangelo Corelli’s chamber-instrumental style, which he stated in the preface
to Les Nations. “The first sonata in this collection, the first sonata created
by me and the first sonata composed in France,” he said. “It is an extra-
ordinary story. Enchanted by Corelli’s sonatas, whose works will inspire me
till my last day as well as the French compositions by Monsieur Lully, I
decided to create a sonata and suggested a concert similar to that which
acquainted me with Corelli’s sonatas. Being aware of French avidity for all
the various foreign novelties [...] I pretended that one of my relatives [...]
had sent me a new sonata of a young Italian composer. Using the letters of
my own name, I made up an Italian name to sign the composition. The sonata
was eagerly welcomed, and I have nothing to say in its support [...] I have
created other sonatas using my Italian pseudonym, which have been praised
as well” (Êóïåðåí 1973: 72).
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The first and the only lifetime edition of four Couperin’s trio sonatas
appeared almost thirty years later, in 1726. It included a number of additional
pieces for which “the trio sonatas served as preludes and introductions”
(Êóïåðåí 1973: 72). Even though the composer insisted on no significant
changes made compared to the manuscript copies, the included alterations
were fundamental. Unlike the manuscripts, all sonatas of the published edition
of Les Nations were presented as the first parts of more developed macro-
cycles1 connecting dancing and non-dancing pieces.

The works created in the 1690’s were followed by a large trio sonata
Le Parnasse, ou L’Apothéose de Corelli (1724), with each of its seven con-
trasting parts accompanied by side notes similar to a theatrical libretto, and
Concert en forme d’Apothéose de Lully (1725). Based on a detailed prog-
ramme and bringing out vivid associations with spectacular and colourful
French ballet, L’Apoth éose de Lully was comprised of three big parts. The
first part included nine pieces with a figurative plot, the second – an essay in
a form of overture, and the third one – a four-part ‘sonate en trio’ named La
Paix du Parnasse.

It is obvious that Couperin originally stuck to Corelli’s principles, treating
the trio sonata as a separate, integral and complete cycle. However, his
views changed by the mid 1720’s. The composer arrived to the concept of a
randomly arranged multipart composition, including the pieces of various
genres and forms. A trio sonata was accordingly included into a grandiose
macrocycle as its largest and compositionally completed first or final part.
Otherwise, it was inherently expanded to cover the pieces characteristic of a
theatrical divertissement or a programme suite. Thus, considering Couperin’s
trio sonata, it does not only reveal new facets of his individual composing
style, but also enriches the panorama of the development and evolution of
both trio sonata and large instrumental Baroque forms.

Following Corelli’s model, Couperin predominantly relied on the most
representative features of da chiesa cycle, including the principle of alternating
slow and fast parts, homophonic harmonic and polyphonic parts, and the
parts contrasting in genre and metrics. Moreover, Couperin was able to
integrate the Italian tradition with the rich old French stylistics rooted in
lute and organ music with its specific sharp and intricately punctuated rhyth-
mics, copious ornamentation, harmonic rigidity, and a unique polyphonic
writing technique. Of special importance was the influence exerted by theatre.

1 The changes also applied to the names of several trio sonatas. La Pucelle, L’Astr ée
and La Visionnaire were published as La Française, La Piémontaise and L’Espagnole.
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It was manifested not only in the programmatic principles, but also in the
peculiar narrative nature of French instrumental music populated by multiple
images, masks and traditional characters. This whole conglomeration of
traditions, genres, languages and styles was implemented in Couperin’s
sonatas to create their stylistic peculiarity and artistic attractiveness.

Let us consider the way Couperin treats the main genre formation
elements of sonata da chiesa. The most important element is the principle of
contrasting comparison of textures, tempos and genre types. Couperin
preserves the fundamental meaning of opposed textural types, but com-
pensates it by smoothing the contrast between ‘slower’ parts, which, according
to the representative genre canon, incline to homophony, and ‘faster’ or
fugal parts. It is accomplished by polyphonizing slower parts, as well as
Couperin’s composing method, which specifies the distinct homophonic
features of fugal parts.

A well-defined cadence system logically dominating the harmony and
the architectonics creates a disconnected and discrete musical form. This
phenomenon just adds to its homophonic potencies. Combining the specified
typical tonal plans and the principle of repeated reprise results in the modi-
fication of fugue towards a homophonic form.

The first parts are of special importance, there the theme is alternately
repeated. These may be called fugue expositions, but for some tonal harmonic
and syntactic features, including a steady tendency towards ending in the
main tonic and separating from the further caesura development.

In order to clarify the compositional function of these parts, let us con-
sider the concept of ‘initial structure’ developed by Vladimir Protopopov.
According to the researcher, it “ has special distinctness and cadence com-
pleteness, as it virtually states the theme of a composition [...]. Serving as a
theme transmitter, it is set as to immediately draw the audience to the area
of creating musical image, which is to be further developed” (Ïðîòîïîïîâ
1981: 64).

The polyphonic themes in the fugue parts of Couperin’s sonatas are
very laconic (similar to a nucleus, inceptum) and do not possess sufficient
intonation and figurative pithiness, which are solely acquired in a better
developed and completed initial structure. Thus, the latter serves as an inter-
vener between a fugue exposition and an exposition period of a homophonic
form.

By way of example, let us consider a number of initial structures.
The initial structure in Part IV ( Légérement) of La Superbe trio sonata

is presented by the four-fold reiteration of one-bar theme.
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Example 1. Trio Sonata La Superbe. Part IV

The initial structure of Part VI ( Gayment) of La Superbe trio sonata is
even shorter and includes the three-fold theme reiteration.
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Example 2. Trio Sonata La Superbe. Part VI

The initial structure of the fugue parts in Couperin’s sonatas shape the
integral composition logics and generate its polyphonic nature. In most cases,
heterogeneous correlations of musical forms occur. According to Protopopov,
the fugue techniques provide inclination with irregularly emerging homo-
phonic regularities (Ïðîòîïîïîâ 1981). This is how the structures combining
the features of fugue and an old two-part musical form (La piémontaise,
Part II), and of fugue and a classical rounded binary form (La Superbe, Part
II) appear.

A separate group of the fugue parts comprise the compositions based
on the principle of reiterating the initial structure theme, which broadly
covers dominant and subdominant tonalities (variable rondo forms’ according
to Protopopov: Ïðîòîïîïîâ 1981). The phenomenon is best illustrated by
the finale of L’apoth éose de Corelli trio sonata.

Under the certain circumstances, reinforcing the textural contrast of
thematic and interlude parts stimulates the development of sonata charac-
teristics. This can be exemplified by the architectonics of L’Apoth éose de
Lully  finale, which rounds the dramatic development of both the trio sonata
and the whole macrocycle for L’Apoth éose de Lully  to reach its climax. The
thematic material is grounded on two equivalent elements relating to each
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other as a dynamic fugue initial structure and a homophonic interlude based
on stringed ‘fanfares’ imitating the sound of trumpets. Both elements
contrasting, and yet maintaining the musical integrity, create the atmosphere
of exultation. The features of ‘variable rondo forms’ and interlude are coupled
with those of sonata. Due to the textural and intonational contrast, and the
tonic dominant correlation (G – D), the main theme and the interlude can be
compared to the first and the second subject of the sonata form. Its exposition
is followed by a middle (development) section, where both elements are
given further tonal elaboration (e – G – D – a), and a full recapitulation
beginning with the subdominant C-Major.

The Structure of the finale of L’Apoth éose de Lully

exposition link        development    recapitulation

a b b a b … a b
first second first second first second
subject subject subject subject subject subject

initial homophonic
structure period
G D e G a C G

D

8 8 6 41 6 3 + 4

The dramatic genre distinctness and contrast are among the main typical
features of Couperin’s trio sonatas and the indicators of the influence exerted
by old French music on his works. Marc-Antoine Charpentier states in his
Rules of Composition that “diversity is the very essence of music [...] and
makes harmony totally perfect, while uniformity is a source of flatness and
unattractiveness” (Ëîáàíîâà 1994: 192). In this regard, Couperin assigns
the main role to small parts of the cycle. They are chiefly concerned with
interpreting the native French style and manner.

One of the favourite Couperin’s genres is ‘air’, the indispensable part of
almost all his trio sonatas irrespective of whether it is stated in the title or
not. The air implements the lyrical, melodic and gallant-sentimental principles
in Couperin’s trio sonatas. Following the exposition, the air theme is further
repeated as a contrasting tonal double or a textural variation. At the same
time Couperin strives to diversify a rather simple development mode and
creates the imaginary scenic effects with textural means. He uses a special
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model of ensemble ‘voices’. The leading voice is the first to come against the
miserly bàsso continuo harmonic background. The introduction of the second
voice begins a dialogue, which can be intonationally antithetic. The final
part is a sort of concord duet, with Couperin’s typical addition of thirds and
sixths. This scheme is found in the airs of La Piémontaise (Part V) and La
Superbe (Part V) trio sonatas. A similar principle applies to the cases where
the word ‘air’ is not mentioned (La Superbe, Part III) 2.

Dramatizing the techniques used in Couperin’s sonatas reflect his artistic
view, which allows for reconsidering familiar genres and lifting them to the
level of symbolic generalization. Thus, in Parts I and III of La Piémontaise
Couperin treats sarabande, a traditional dancing suite, as a symbolic image
representing a particular style, tradition and cultural stratum. He refuses a
typical two-part dancing structure and replaces it with a through-composed
form. Sarabande rhythmic structure and its representative cadences are
coupled with the harmonic poignancy, rigidity and dissonance, which are
not accidental. According to Baroque poetics, the free usage of dissonances
is an attribute of theatrical style and signifies a mediated composer’s attitude
towards a modelled object.

However, such ‘representative’ functions in these parts of La Piémontaise
are not performed exclusively by theatrical style. The score itself reminds us
of the so-called ‘unbarred preludes’ popular in French lute, viola and harp-
sichord music of the 17th century. By the time Couperin le Grand created his
trio sonatas, the tradition of unbarred prelude had almost passed into history.
The composer used it as a symbol of the national culture. Despite the bar
lines and the regulated metrics, he was able to preserve several elements (rich
syncopation, veiled metrical coordinates, time value relativity) and to disclose
new intensional facets of music, when coupled with specific lute voice harmo-
nization.

The diversity of slow parts in Couperin’s trio sonatas seems inexhaus-
tible. Besides the already named examples, let us mention small preludes
(L’Apoth éose de Lully, Part I, and L’apoth éose de Corelli, Part I), intro-
ductions to fugue parts (La piémontaise, Parts VI, Part VII, and L’apoth éose
de Corelli, Part VI, Part VII), a specific ‘arrangement’ of lute harpsichord
rondo (L’Apoth éose de Lully, Part III), and an imaginary dramatized pasto-
rale (L’apoth éose de Corelli, Part III, Part IV and Part V).

2 La Superbe is a unique example of all three slow parts related to air genre.
Perhaps, the phenomenon is due to sonata’s programme nature, which was first
named as L’astrée and cast by the plot of a then popular novel by Honoré d’Urf é.
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The absolute freedom and unrestricted genre and compositional structure
of Couperin’s trio sonatas point to the active centrifugal factors stimulating
the contrast enhancement and the diversification of a cyclic form. A necessary
correlate is the complex of contradirectional and centripetal means unifying
the whole heterogeneous world in terms of integrated artistic concept.

Its programmatic nature is of special importance. Couperin said, “While
working [...] I always kept in mind some story suggested by all the various
circumstances” (Êóïåðåí  1973: 64). The programmatic nature of trio sonatas
was produced by their names implying a deep connection between Couperin’s
compositions and what was happening in the literary, socio-political and
high-society life during the rule of Louis the Great3. If a mere heading was
insufficient, Couperin used side notes, subheadings and explanations proving
a sort of “imaginary theatrical” plot ( L’apoth éose de Corelli, L’Apoth éose
de Lully ; Áóëû÷åâà 2000).

The programmatic nature also influences the genre semantics and the
usage of rhetorical figures. In a certain way, the programme nature of
Couperin’s trio sonatas is a magic crystal refracting both the composer’s
individual style and the features of French instrumental Baroque music.

Musical factors played a unique role in organizing the whole Couperin’s
cycles. The tonal aspects of his sonatas are diverse, unrestrained and seman-
tically capacious. Alongside the traditional single-tone structure allowing
for new tonality introduction in one of the middle sections, Couperin also
turns to unconventional and plot-related tonal logics.

In line with the aesthetics of his time, Couperin establishes certain rules
of ‘key’ tonality interpretation. B-minor, the main tonality of L’apoth éose
de Corelli and the tonality of ‘sentimentality and melancholy‘, prevails only
in the cycle’s beginning (Parts I and II) and ending (Part VII). Its central
section (Parts III to V) is presented by a gallant dramatized pastorale with
‘cheerful and joyful’ D-major ( Êóïåðåí 1973: 99).

Couperin pays much attention to the ways of uniting cycle’s and thematic
aspects. This can be exemplified by a well-ordered system of intonational

 3 Besides the already mentioned L’astrée, a novel by Honoré d’Urf é, and Pascal
Collasse’s and Jean de La Fontaine’s opera, which appeared in 1692 under the same
name, we need to mention La Pucelle, a famous poem by Jean Chapelain telling a
story of Jeanne d’Arc and giving a name to Couperin’s first trio sonata. In 1692 the
French won the battle of Steenkerque and a Couperin’s trio sonata La Steinkerque
appeared.
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connections in La piémontaise. It allows us to track (expressly or implicitly)
an ‘intonational formula’ providing the thematic material for the whole cycle.
This formula is a conjunct descending sequence, which acquires a specific
pitch, rhythmic, textural and tonal implementation in each part. It becomes
either a thematic basis, or hidden background. It runs in straight or opposite
direction, getting either chromatic or diatonic inclination. The implementation
of this intonational formula in terms of a cycle can be compared to monothe-
matic development in an old ricercar or an instrumental canzone. This com-
parison is exclusively based on the genetic memory of the genre, while the
intonational formula is rather anticipated, than initially stated. Its artistic
role is revealed gradually, along with dipping into the musical material.
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Example 3. Trio Sonata La piémontaise. Parts I–VII

Thirty years later, when Couperin added a number of pieces to the
sonata for editing Les Nations collection, he continued developing the system
of intonational relations in terms of a new macrocycle.

Francois Couperin was not the only French composer, who paid tribute
to trio sonata. This genre was addressed by Michel de la Barre, Jacques Mar-
tin Hotteterre le Romain, Jean-François Dandrieu, Thomas Sanders Dupuis,
Jean-Marie Leclair the Elder, and Jean-Joseph Cassanéa de Mondonville.
However, Couperin’s trio sonatas hold a special place. His Les Nations and
Les Apothéoses stand out against the richest European tradition of the end
of the 17th and the beginning of the 18th centuries. They embody the unique
composer’s vision and worldview, and indicate the originality of French
Baroque sonata. Couperin’s trio sonatas represent a specific type of sonata
cycle as a part of concert instrumental music. They carry the features of
French programme harpsichord suite and theatrical divertissement, while
preserving the essential genre characteristics of the sonata da chiesa.

Conclusions

The article considers the little-studied genre and form aspects of Cou-
perin’s trio sonatas, the outstanding accomplishments of ensemble music of
the end of the 17th and the beginning of the 18th centuries. Based on Couperin’s
musical and didactic works, the author considers the genre evolution of his
trio sonatas. Special attention is given to studying the genre and the compo-
sitional features of Couperin’s sonata cycle, and the musical aesthetical and
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the inner stylistic prerequisites of forming the new structural principles of a
multipart composition. The universal sonata da chiesa model developed by
Corelli is shown to obtain original interpretation in Couperin’s trio sonatas
in the light of unique composer’s style and national musical tradition.

Fransuâ Kuperçna triosonâtes kâ baroka laikmeta
instrumentâlmûzikas þanra un stila fenomens

Olga Savicka

Kopsavilkums

Raksts veltîts Fransuâ Kuperçna triosonâtçm – vienam no vismazâk
pçtîtajiem þanriem ðî komponista radoðajâ mantojumâ. Balstoties uz paða
Kuperçna mûziku un metodiskajiem darbiem, analizçta viòa triosonâðu þan-
riskâ evolûcija saiknç ar autora daiïrades procesa îpatnîbâm.

Kuperçna laika instrumentâlmûzikas formveidi raksturo loìika un arhi-
tektoniska skaidrîba, gan homofonâ, gan polifonâ rakstîbas stila izmantojums.
Ðajâ kontekstâ tiek plaðâk aplûkotas divas intonatîvi tematiskâs vienotîbas
izpausmes:
— monotematisms, kas saistîts ar renesanses kanconu tradîcijâm,
— vadtematisms, kas atspoguïo tieci uz Jauno laiku instrumentâlo ciklu.

Liela uzmanîba rakstâ atvçlçta Kuperçna daudzdaïu skaòdarbu analîzei.
Sâkotnçji komponists, attîstot Arkandþelo Korelli principus, traktçja trio-
sonâti kâ atseviðíu ciklu. Bet ap 1720. gadu viòa pieeja mainîjâs, un viòð
radîja daudzdaïu kompozîcijas, kurâs apvienoja daþâdus þanrus un formas.
Tieði triosonâte tagad parasti noslçdza ðâdus grandiozus makrociklus, kïûstot
par to visizvçrstâko un kompozicionâli pilnîgâko daïu.

Rakstâ aplûkoti vairâki Kuperçna triosonâtçm raksturîgi formveides
un tçlainâs attîstîbas aspekti. Sekojot Korelli modelim, komponists parasti
izmantoja sonata da chiesa tipisko homofono/polifono un lçno/âtro daïu,
kâ arî þanra un metra kontrastus. Turklât itâïu tradîcijas viòð apvienoja ar
senajâm franèu lautas un çrìeïmûzikas tradîcijâm – tâs atspoguïojas asi
punktçtajos ritmos, bagâtîgajâ ornamentâcijâ, stingrajâs harmonijâs un îpaðâ
polifonâs rakstîbas tehnikâ.

Kâ vienu no svarîgâkajâm Kuperçna triosonâðu þanriski stilistiskâ feno-
mena izpausmçm autore izceï programmatisma principu. Programmatisms
ir plaði izplatîts franèu baroka instrumentâlmûzikâ un atspoguïo apkârtçjâs
pasaules reâlijas. Nosaukums triosonâte Kuperçnam bieþi papildinâts ar
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remarkâm, paskaidrojumiem, kas apliecina ne vien teâtra kultûras iespaidu,
bet arî cieðu saikni ar notikumiem literatûrâ, politikâ, tâlaika sabiedriskajâ
dzîvç.

Kuperçna triosonâtes 17./18. gadsimta mijâ piederçja pie populârâkajiem
instrumentâlajiem ansambïiem. Lîdzîgi Korelli sonata da chiesa, arî franèu
komponists bija izveidojis universâlu þanriski kompozicionâlu modeli, kas
viòa paða daiïradç ieguva individuâlu, viegli uztveramu, ar franèu nacionâlo
mâkslu saistîtu stilistisko veidolu. Eiropas mûzikas vçsturç Kuperçna trioso-
nâtes iezîmîgas kâ îpaðs cikla tips, kas apvieno programmatiskâs franèu klave-
sîna svîtas un teâtra divertismenta iezîmes ar sonata da chiesa þanra elementiem.

Atslçgvârdi: baroks, franèu mûzika, Fransuâ Kuperçns, triosonâte, þanrs,
stils, forma, intonatîvi tematiskâ vienotîba, makrocikls, programmatisms.
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Ïîçäíå ðîìàíòè÷åñêèå ãàðìî íè÷åñêèå òåõíèêè è
îñîáûå ñîñòîÿíèÿ òî íàëüíîñòè (îñîáûå òî íàëüíûå

ñòðóêòóðû) â òâîð÷åñòâå Àíòîíà Áðóêíåðà, Õóãî
Âîëüôà, Ãóñòàâà Ìàëåðà, Ìàêñà Ðåãåðà1

Dr. phil. Òàòüÿíà Ìäèâàíè
Ïðîôåññîð, âåäóùèé íàó÷íûé ñîòðóäíèê Èíñòèòóòà

èñêóññòâîâåäåíèÿ, ýòíîãðàôèè è ôîëüêëîðà èì. Ê. Êðàïèâû
Öåíòðà èññëåäîâàíèé áåëîðóññêîé êóëüòóðû, ÿçûêà

è ëèòåðàòóðû Íàöèîíàëüíîé àêàäåìèè íàóê Áåëàðóñè

Íà ðóáåæå XIX–XX ñòîëåòèé â òâîð÷åñòâå àâñòðî-íåìåöêèõ êîìïî-
çèòîðîâ ñòàëà ôîðìèðîâàòüñÿ íîâàÿ ãàðìîíè÷åñêàÿ ñèñòåìà, îòëè÷íàÿ
îò êëàññè÷åñêîé2. Ñ îäíîé ñòîðîíû, â íåé ñîõðàíèëè ñâîå çíà÷åíèå òåð-
öîâàÿ àêêîðäèêà è êâèíòîâûé ïðèíöèï ñâÿçè ýëåìåíòîâ, ñ äðóãîé – âñå
áîëüøóþ ñàìîñòîÿòåëüíîñòü ïîëó÷àëè àêêîðäû êâàðòîâîé ñòðóêòóðû è
ââîäíîòîíîâûå îòíîøåíèÿ. Ó ñëîæíèëàñü è ôóíêöèîíàëüíàÿ ñèñòåìà,
÷òî ïðîÿâèëîñü â ó ñèëåíèè ðîëè «ôóíêöèîíàëüíûõ ýêâèâàëåíòîâ», «òî-
íàëüíûõ èíäèêàòîðîâ» è îñëàáëåíèè òîíàëüíîãî öåíòðà, êîòîðûé ëèáî
âóàëèðîâàëñÿ, ëèáî âîâñå îòñóòñòâîâàë.

Íîâîå êà÷åñòâî ãàðìîíè÷åñêîé ñèñòåìû îáíàðóæèëî ñåáÿ ïðåæäå
âñåãî â òâîð÷åñòâå àâñòðî-íåìåöêèõ êîìïîçèòîðîâ, ïðèäàâøèõ õðîìà-
òèêå ñòàòóñ ñàìîñòîÿòåëüíîé ãàðìîíè÷åñêîé êàòåãîðèè, ðàâíîé ïî ñâîåìó
çíà÷åíèþ äèàòîíèêå. Ò åì ñàìûì áûë ïðîëîæåí ïóòü ê íîâîé – íåêëàñ-
ñè÷åñêîé – ñèñòåìå ãàðìîíèè, îñíîâó êîòîðîé ñîñòàâèëà äâåíàäöàòè-

1 Ñòàòüÿ íàïèñàíà ïî ìàòåðèàëàì âòîðîé ãëàâû êàíäèäàòñêîé äèññåðòàöèè
Òàòüÿíû Ìäèâàíè Ïðîáëåìû ïîçäíåðîìàíòè÷åñêîé ãàðìîíèè â òâîð÷åñòâå àâñò-
ðî-íåìåöêèõ êîìïîçèòîðîâ êîíöà XIX –  íà÷àëà ÕÕ ââ. (Áðóêíåð, Âîëüô, Ìàëåð, Ðå-
ãåð), çàùèùåííîé â 1983 ãîäó â Âèëüíþñå.

2 Î òîì , ÷òî è êàê ïðèøëî íà ñìåíó êëàññè÷åñêîé ãàðìîíèè âî âòîðîé ïîëî-
âèíå ÕÕ âåêà íàïèñàíî íåìàëî ðàáîò , â êîòîðûõ ïðåäëîæåíû ðàçíûå íàçâàíèÿ
íîâîé òîíàëüíî-ãàðìîíè÷åñêîé ñèñòåìû: «ïàðÿùàÿ òîíàëüíîñòü» ( Schönberg
1911), «íîâàÿ òîíàëüíîñòü» ( Rufer 1951), «ïåðåìåííàÿ ñèñòåìà» è «äèññîíàíò-
íàÿ ñèñòåìà» (Êàòóíÿí 1983), «ñîñòîÿíèÿ òîíàëüíîñòè: ôóíêöèîíàëüíàÿ, ðûõ-
ëàÿ, äèññîíàíòíàÿ, ïàðÿùàÿ, èíâåðñèîííàÿ, ïåðåìåííàÿ, êîëåáëþùàÿñÿ, ìíî-
ãîçíà÷íàÿ, ñíÿòàÿ, ïîëèòîíàëüíîñòü» (Õîëîïîâ 1988) è äð.
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òîíîâîñòü. Îáðàòèìñÿ ê ïðèìåðàì, ñâèäåòåëüñòâóþùèì î ïðåîáðàçîâà-
íèè òðàäèöèîííîé ãàðìîíè÷åñêîé ñèñòåìû. Íàïðèìåð, â êîìïîçèöèè
Ìàêñà Ðåãåðà îð. 128 ¹3 ( Vier Tondichtungen nach Arnold  Böcklin) ïðè
ñîõðàíåíèè òåðöîâîãî òèïà àêêîðäèêè íàëè÷åñòâó åò íå îäèí, à  äâà îïîð-
íûõ òîíà  – c è ñis, âî Âòîðîé ñèìôîíèè Ã óñòàâà Ìàëåðà òîíàëüíîñòü íå
èìååò êîíêðåòíîé ëàäîâîé õàðàêòåðèñòèêè, òàê êàê ôóíêöèþ öåíòðà
âûïîëíÿåò êâèíòà.

Â äðóãèõ ñëó÷àÿõ êâèíòîâûé ïðèíöèï ñâÿçè óòðà÷èâàåò îðãàíèçóþ-
ùåå çíà÷åíèå â ïðîöåññå ãàðìîíè÷åñêîãî ðàçâåðòûâàíèÿ, êîòîðûé òðà-
äèöèîííî (à , òî÷íåå , ñî âðåìåí Æàíà-Ôèëèïïà Ðàìî) ðàññìàòðèâàëñÿ
êàê îäèí-åäèíñòâåííûé ãàðàíò ãàðìîíè÷åñêîé öåëîñòíîñòè. Íàïðèìåð,
â ïðîèçâåäåíèè Harfenspieler Õóãî Âîëüôà ïðè èçëîæåíèè ãëàâíîé òåìû
äîìèíèðóþò ýëëèïñèñ è ýíãàðìîíèçì, óâîäÿùèå îò òîíèêè f-moll (ñî-
ãëàñíî çíàêàì ïðè êëþ÷å è çàêëþ÷èòåëüíîìó òðåçâó÷èþ), â Äåâÿòîé ñèì-
ôîíèè Ìàëåðà ó ñòîé÷èâûì ÿâëÿåòñÿ ìàëîñåêóíäîâîå ñîåäèíåíèå äèñ-
ñîíèðóþùèõ àêêîðäîâ íåòåðöîâîé ñòðóêòóðû, â Gesang der Verklärten
op. 71 Ðåãåðà ïîñëåäîâàòåëüíîñòü ãàðìîíèé è âîâñå íå óêëàäûâàåòñÿ â
êëàññè÷åñêóþ ôóíêöèîíàëüíóþ ñèñòåìó .

Åäèíñòâî âî âñåõ ñëó÷àÿõ äîñòèãàëîñü íå îäíèì óíèâåðñàëüíûì ñïî-
ñîáîì, à ìíîãèìè è ðàçëè÷íûìè, ÷òî ñâèäåòåëüñòâîâàëî î êðèñòàëëèçà-
öèè íîâîé íåêëàññè÷åñêîé ãàðìîíè÷åñêîé ëîãèêè è ðàñøèðåííîãî ìà-
æîðî-ìèíîðà. Ðàñøèðåíèå ìàæîðíî-ìèíîðíîé ñèñòåìû â òâîð÷åñòâå
ïîçäíèõ ðîìàíòèêîâ ïðîèñõîäèëî çà ñ÷åò 1)  âêëþ÷åíèÿ â òîíàëüíî-ãàð-
ìîíè÷åñêóþ ñèñòåìó âåðõíèõ è íèæíèõ õðîìàòè÷åñêèõ ìåäèàíò (â Ññ
dur/ moll – àêêîðäîâ As, as, Es, es, A, a, E, e) è 2) ñóáñèñòåìíûõ ýëåìåíòîâ:
ïîáî÷íûõ äîìèíàíò è ñóáäîìèíàíò ê Sp è Dp, ôóíêöèîíàëüíûõ ýêâè-
âàëåíòîâ è òîíàëüíûõ èíäèêàòîðîâ. Ôóíêöèîíàëüíûìè ýêâèâàëåíòàìè
(«ôóíêöèîíàëüíûìè çàìåñòèòåëÿìè» ïî Øåíáåðãó: Schönberg 1911) ÿâ-
ëÿþòñÿ àêêîðäû, êîòîðûå ðàâíû ïî çíà÷åíèþ TDS, íî èìåþò èíîé ñî-
ñòàâ, òîíàëüíûìè èíäèêàòîðàìè – ëþáûå ãàðìîíè÷åñêèå ýëåìåíòû,
êîòîðûå óêàçûâàþò , íàìåêàþò íà òîíèêó , îáåñïå÷èâàÿ êîîðäèíàöèþ íà
ðàññòîÿíèè, ïîä ôóíêöèîíàëüíûìè ïðåäú¸ìàìè ïîäðàçóìåâàþòñÿ ñî-
çâó÷èÿ, êîððåñïîíäèðóþùèå ñ öåíòðîì íà ðàññòîÿíèè è òåì ñàìûì ïðåä-
âîñõèùàþùèå òîíèêó . Ïðèìåðîì ìîæåò ñëóæèòü Psalm 100 Ðåãåðà (òò.
1–32), ãäå ïðè äâóõ äèåçàõ ïðè êëþ÷å òîíàëüíûé öåíòð îòñóòñòâóåò, è
òîíàëüíûì èíäèêàòîðîì âûñòóïàåò äîìèíàíòà, ïðåäñòàâëåííàÿ ñî÷åòà-
íèåì a– cis (òò. 10–11) â ðàññðåäîòî÷åííîì âèäå.

Ñóáñèñòåìíûå ýëåìåíòû äåéñòâîâàëè êàê ñàìîñòîÿòåëüíî, òàê è â
ñâÿçè äðóã ñ äðóãîì. Â ñëó÷àå íåïîñðåäñòâåííîãî êîíòàêòà ñ òîíèêîé,



191

Ò. Ìäèâàíè. Ïîçäíåðîìàíòè÷åñêèå ãàðìîíè÷åñêèå òåõíèêè è îñîáûå ñîñòîÿíèÿ..

öåíòðîì, âîçíèêàëà õðîìàòè÷åñêàÿ ñâÿçü – òðèòîíîâàÿ, ìàëîñåêóíäî-
âàÿ, ÷òî óêàçûâàëî íà êîðåííîå ïðåîáðàçîâàíèå ñòðóêòóðû åâðîïåéñêîé
òîíàëüíî-ãàðìîíè÷åñêîé ñèñòåìû. Ïðèìåðîì ìîæåò ñëóæèòü ôèíàë
Âòîðîé ñèìôîíèè Ìàëåðà.

Ïðèìåð 1.  Ãóñòàâ Ìàëåð: ôèíàë Âòîðîé ñèìôî íèè
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Ñòðóêòóðíûå òèïû àêêîðäà òîíèêè â ó ñëîâèÿõ ðàñøèðåííîé òîíàëüíî-
ãàðìîíè÷åñêîé ñèñòåìû ðàçíîîáðàçíû: êîíñîíèðóþùèå è äèññîíèðóþ-
ùèå ñîçâó÷èÿ, â ò. ÷. ñîçâó÷èÿ ñèììåòðè÷íîé è êâàðòîâîé ñòðóêòóðû (ïî
êâàðòàì, ïî êâàðòàì ñ ñåêóíäîé, ñ òðèòîíîì è ïðî÷.), à òàêæå òîí, èíòåð-
âàë è ò. ä. Èõ óñòîé÷èâîñòü ïîä÷åðêèâàëàñü öåëûì ðÿäîì íåãàðìîíè÷åñ-
êèõ ôàêòîðîâ – äîëãîòíûì àêöåíòîì, ïîâòîðíîñòüþ, ìåòðè÷åñêèì àêöåí-
òèðîâàíèåì. Äèññîíèðóþùèå àêêîðäû òîíèêè âñåãäà âçàèìîäåéñòâîâàëè
ñ îêðóæåíèåì ëèáî ïðÿìî, ëèáî îïîñðåäîâàííî. È, õîòÿ òàêèå òîíèêè
ïîêà íå çàâåðøàëè ñî÷èíåíèå, íî ñàì ôàêò èõ óïîòðåáëåíèÿ óêàçûâàë íà
óñèëåíèå ðîëè íåó ñòîé÷èâûõ ýëåìåíòîâ, è, ñòàëî áûòü, íà ðàñøèðåíèå
ãðàíèö êëàññè÷åñêîé òîíàëüíîñòè è èçìåíåíèå åå ñòðóêòóðû. Íîâûì,
íåêëàññè÷åñêèì áûëî è ñàìî ôóíêöèîíèðîâàíèå òîíèêè: îíà ìîãëà áûòü
çàâóàëèðîâàííîé (ëàòåíòíîé), íåïðåäñòàâëåííîé, ýëèìèíèðîâàííîé è
êîëåáëþùåéñÿ. Òåì ñàìûì áûëà óòðà÷åíà óíèâåðñàëüíîñòü êëàññè÷åñ-
êîé ìàæîðíî-ìèíîðíîé îñíîâû è ñîçäàíû ó ñëîâèÿ äëÿ ïîÿâëåíèÿ íå-
êëàññè÷åñêîé «íîâîé òîíàëüíîñòè» (òåðìèí Éîçåôà Ðó ôåðà: Rufer 1951).

Áîëüøàÿ ðîëü â ýòîì ïðîöåññå ïðèíàäëåæèò ïåðåîñìûñëåíèþ ôåíî-
ìåíà ôóíêöèîíàëüíîñòè, ãäå âìåñòî ïðèâû÷íûõ T–D–S  àêòóàëèçèðî-
âàëèñü áîëåå àáñòðàêòíûå ïîíÿòèÿ: «ñèëüíàÿ» – «ñëàáàÿ» ôóíêöèîíàëü-
íîñòü àêêîðäîâ, «ó ñòîé÷èâîå» – «íåóñòîé÷èâîå», «òâåðäîå» – «ðûõëîå»
ïî îòíîøåíèþ ê ðàçäåëàì ôîðìû. Â ôîðìèðîâàíèè íîâîãî êà÷åñòâà
ôóíêöèîíàëüíîñòè, ñâÿçàííîãî ñ îñëàáëåíèåì êâèíòîâûõ ñâÿçåé, ôóí-
êöèîíàëüíîãî êîíòðàñòà è öåíòðàëüíîé çàâèñèìîñòè, âåëèêî çíà÷åíèå
ýêñïðåññèâíîãî íà÷àëà, ëèíåàðíîãî è êîëîðèñòè÷åñêîãî ôàêòîðîâ. Â
ýòèõ óñëîâèÿõ àêòóàëèçèðîâàëèñü:
1) ôóíêöèîíàëüíàÿ àìáèâàëåíòíîñòü – ïåðåìåííî-äâîéñòâåííîå çíà-

÷åíèå àêêîðäîâ (õðîìàòè÷åñêèõ ýëåìåíòîâ) íà âàðèàíòíûõ ñòóïå-
íÿõ ïîëíîé 12-ñòóïåííîé õðîìàòè÷åñêîé ãàììû; âîçíèêàåò çà ñ÷¸ò
ýíãàðìîíèçìà;

2) ôóíêöèîíàëüíàÿ ìíîãîçíà÷íîñòü è íåîïðåäåëåííîñòü, ÷òî îçíà÷àåò
ïðèíàäëåæíîñòü àêêîðäîâ (íàïðèìåð, êâàðòàêêîðäîâ è ñèììåòðè÷-
íûõ òðåçâó÷èé) îäíîâðåìåííî íåñêîëüêèì òîíàëüíîñòÿì, ñîïðîâîæ-
äàþùàÿñÿ îòñóòñòâèåì â èõ ïîñëåäîâàíèè îðèåíòàöèè íà êàêîé-ëèáî
îäèí öåíòð (Áðóêíåð, Äåâÿòàÿ ñèìôîíèÿ, âòîðàÿ ÷àñòü, òò . 1–8);

3) ôóíêöèîíàëüíàÿ íåîäíîçíà÷íîñòü – äèññîíèðóþùèå àêêîðäû, íå
èìåþùèå îäíîíàïðàâëåííîãî òÿãîòåíèÿ; îáû÷íî âîçíèêàåò â ó ñëî-
âèÿõ òîíèêàëèçàöèè ïîáî÷íûõ ñòóïåíåé, ïîðîæäàÿ ðàçíîíàïðàâ-
ëåííîñòü òÿãîòåíèÿ;

4) ÷àñòè÷íîå ðàâíîïðàâèå òîíîñòóïåíåé ëàäà.
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Òàêèì îáðàçîì, íà ðóáåæå ñòîëåòèé â òâîð÷åñòâå ïîçäíèõ ðîìàíòè-
êîâ ñôîðìèðîâàëàñü îñîáàÿ, íåêëàññè÷åñêàÿ òîíàëüíî-ãàðìîíè÷åñêàÿ
ñèñòåìà – ðàñøèðåííàÿ òîíàëüíîñòü, êîòîðàÿ âêëþ÷àëà â ñâîþ ñòðóêòóðó
ôóíêöèîíàëüíóþ íåîäíîçíà÷íîñòü, ëàòåíòíóþ òîíèêó , èëè íåïðåäñòàâ-
ëåííîñòü òîíèêè ïðè áîëåå-ìåíåå î÷åâèäíûõ òîíàëüíûõ ñâÿçÿõ, òîíè-
êàëèçàöèþ ïîáî÷íûõ ñòóïåíåé è äèññîíàíòíûé êîíòåêñò . Òàêîé òîíàëüíî-
ãàðìîíè÷åñêèé ôåíîìåí ÿâëÿåòñÿ íîâûì â ñèñòåìå ìûøëåíèÿ åâðîïåé-
ñêèõ êîìïîçèòîðîâ è èìåíó åòñÿ àòîíèêàëüíîñòüþ, òî åñòü òîíàëüíîñòüþ
áåç ðåïðåçåíòàöèè òîíèêè â âèäå àêêîðäà, òîíà, èíòåðâàëà.

Àòîíèêàëüíîñòü âûñòóïèëà ïðîìåæóòî÷íûì çâåíîì ìåæäó êëàññè-
÷åñêîé òîíàëüíîñòüþ è «íîâîé òîíàëüíîñòüþ» (Rufer 1951), èëè äîäåêà-
ôîííîé ñèñòåìîé ãàðìîíèè. Â ýâîëþöèîííîì ïðîöåññå åâðîïåéñêîé
ãàðìîíèè àòîíèêàëüíîñòü ïðåäñòàëà â âèäå îñîáûõ ñîñòîÿíèé òîíàëü-
íîñòè, èëè îñîáûõ òîíàëüíûõ ñòðóêòóð, èìåþùèõ êîíêðåòíûå ïàðàìåòðû.
Êðèòåðèÿìè àòîíèêàëüíîñòè ÿâëÿëèñü:
1) ñòåïåíü åäèíñòâà öåíòðà;
2) ñòåïåíü ïðåäñòàâëåííîñòè òîíèêè (çàâóàëèðîâàííîé; îòñþäà íàçâà-

íèå: à-òîíèêà -ëüíîñòü, òî åñòü ãàðìîíè÷åñêîé ñèñòåìû áåç òîíè-
÷åñêîãî àêêîðäà, íî â òîíàëüíîé çâóêîâûñîòíîé ñèñòåìå);

3) ñòåïåíü ôóíêöèîíàëüíîé ñâÿçè (ñèëüíàÿ, ñëàáàÿ);
4) ñòåïåíü ñîíàíòíîñòè àêêîðäèêè;
5) çâóêîðÿäíàÿ îñíîâà (õðîìàòè÷åñêàÿ, îñîáàÿ ëàäîâàÿ ñòðóêòóðà).

Â ñèñòåìó àòîíèêàëüíîñòè ïîçäíèõ ðîìàíòèêîâ âîøëè ÷åòûðå òèïà
îñîáûõ òîíàëüíûõ ñòðóêòóð, íåïîñðåäñòâåííî ïîäãîòîâèâøèõ äîäåêà-
ôîííóþ ñèñòåìó ÕÕ âåêà: ïàðÿùàÿ (âûðàæåíèå Øåíáåðãà, ïðèìåíåí-
íîå â óòî÷íåííîì çíà÷åíèè – Schönberg 1911: 459), êîëåáëþùàÿñÿ (ïå-
ðåìåííàÿ), ìíîãîçíà÷íàÿ è ñíÿòàÿ. Îñòàíîâèìñÿ íà êàæäîé ïîäðîáíåå.

Ïàðÿùàÿ òîíàëüíîñòü  – ýòî òèï çâóêîâûñîòíîé ñòðóêòóðû, èëè ñî-
ñòîÿíèå òîíàëüíîñòè, â êîòîðîì 1) ïðåäïîëàãàåìûé öåíòð îäèí, îäíàêî
2) òîíèêà íå ïðåäñòàâëåíà, 3) äåéñòâóåò ñèëüíàÿ ôóíêöèîíàëüíîñòü ñ
îäíîíàïðàâëåííûì òÿãîòåíèåì, òî åñòü, ïðåîáëàäàþò ôóíêöèîíàëüíî
îäíîçíà÷íûå àêêîðäû, óêàçûâàþùèå íà îäèí êîíêðåòíûé òîíàëüíûé
öåíòð, 4) êîíñîíàíòíî-äèññîíàíòíûé êîíòåêñò , ñîçäàâàåìûé àëüòåðà-
öèåé, 5) ìàæîðíî-ìèíîðíûé ëàäîçâóêîðÿä.

Ê ïàðÿùåé òîíàëüíîñòè îòíîñÿòñÿ è òå ñëó÷àè, êîãäà òîíè÷åñêàÿ
ôóíêöèÿ ïðåäñòàâëåíà äèññîíèðóþùèì ñîçâó÷èåì èëè â âèäå ðàññðå-
äîòî÷åííîé ëèíèè, ãäå â êà÷åñòâå òîíàëüíûõ (ôóíêöèîíàëüíûõ) èíäè-
êàòîðîâ âûñòóïàþò ìåäèàíòû, ñóáäîìèíàíòû è äîìèíàíòû, ñ êîòîðûìè
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ñîîòíîñÿòñÿ àêêîðäû ñóáñèñòåì, îðèåíòèðóþùèõ íà îäèí (çàâóàëèðî-
âàííûé) öåíòð. Ïðèìåðàìè ÿâëÿþòñÿ Zur Warnung , Seufzer è Harfen-
spieler Âîëüôà.

Ïðèìåð 2.  Õóãî Âîëüô: Harfenspieler

Êîëåáëþùàÿñÿ (ïåðåìåííàÿ) òîíàëüíîñòü  – ýòî òèï çâóêîâûñîòíîé
ñòðóêòóðû, èëè ñîñòîÿíèå òîíàëüíîñòè, â êîòîðîì 1) èìåþòñÿ äâà è áî-
ëåå öåíòðîâ, òî åñòü, åäèíñòâî öåíòðà îòñóòñòâóåò, 2) òîíèêà íå ïðåä-
ñòàâëåíà, 3) äåéñòâóåò ñèëüíàÿ ôóíêöèîíàëüíîñòü ñ îäíîíàïðàâëåííûì
òÿãîòåíèåì, íî ôóíêöèîíàëüíî îäíîçíà÷íûå àêêîðäû ñîîòíîñÿòñÿ ïî-
ïåðåìåííî ñ ðàçíûìè òîíàëüíûìè öåíòðàìè, êîòîðûå ëèáî ïðåäïîëà-
ãàþòñÿ, ëèáî ïîÿâëÿþòñÿ, íî òàê, ÷òî íè îäèí èç íèõ íå ñòàíîâèòñÿ ãëàâ-
íûì, 4) êîíñîíàíòíî-äèññîíàíòíûé êîíòåêñò , ñîçäàâàåìûé àëüòåðàöèåé,
5) ìàæîðíî-ìèíîðíûé ëàäîçâóêîðÿä.

Ðåãóëÿðíàÿ ïåðåàêöåíòèðîâêà òÿãîòåíèé, îáèëèå ôóíêöèîíàëüíûõ
ýêâèâàëåíòîâ è ôóíêöèîíàëüíûõ èíäèêàòîðîâ ñâèäåòåëüñòâóþò î êîðåí-
íîì ïðåîáðàçîâàíèè âàæíåéøèõ ïðèíöèïîâ êëàññè÷åñêîé òîíàëüíîñ-
òè, ÷òî ïðèâåëî, â êîíå÷íîì ñ÷åòå, ê ïåðåõîäó àòîíèêàëüíîé ñèñòåìû â
äîäåêàôîíèþ Øåíáåðãà. Ò àêèì îáðàçîì, ãëàâíûìè êðèòåðèÿìè êîëåá-
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ëþùåéñÿ òîíàëüíîñòè âûñòóïàþò íåïðåäñòàâëåííîñòü òîíèêè, ïåðåìåí-
íîñòü ôóíêöèé àêêîðäîâ è ôóíêöèîíàëüíàÿ àìáèâàëåíòíîñòü. Ïðèìå-
ðàìè êîëåáëþùåéñÿ òîíàëüíîñòè ÿâëÿþòñÿ Dànk des Paria è Wenn ich
dein gedenke Âîëüôà.

Ìíîãîçíà÷íàÿ òîíàëüíîñòü – ýòî òèï çâóêîâûñîòíîé ñòðóêòóðû, èëè
ñîñòîÿíèå òîíàëüíîñòè, ãäå 1) èìååòñÿ ñðàçó íåñêîëüêî öåíòðîâ, òî åñòü,
åäèíñòâî öåíòðà îòñóòñòâóåò, 2) òîíèêà íå ïðåäñòàâëåíà, 3) äåéñòâóåò
ñëàáàÿ ôóíêöèîíàëüíîñòü ñ ðàçíîíàïðàâëåííûì òÿãîòåíèåì ãàðìîíè-
÷åñêèõ ýëåìåíòîâ, è ôóíêöèîíàëüíî íåîäíîçíà÷íûå àêêîðäû îäíîâðå-
ìåííî, ñðàçó ïðèíàäëåæàò íåñêîëüêèì òîíàëüíûì ñôåðàì, 4) äèññîíàí-
òíûé êîíòåêñò (ïðåèìóùåñòâåííî àêêîðäû ñèììåòðè÷íîãî ñòðîåíèÿ),
5) õðîìàòè÷åñêèé çâóêîðÿä.

Ãëàâíàÿ òîíèêà âóàëèðóåòñÿ ñâîáîäíûì äèññîíàíñîì è ëèíåéíûìè
ôîðìàìè èçëîæåíèÿ àêêîðäîâ, ïîÿâëÿÿñü òîëüêî â êîíöå ïîñòðîåíèÿ.
Ìåñòíûå öåíòðû âûÿâëÿþòñÿ íå ïðÿìûìè ñâÿçÿìè, à îïîñðåäîâàííûìè
ñ ïîìîùüþ òîíàëüíûõ èíäèêàòîðîâ (îòñþäà ñîõðàíåíèå ôåíîìåíà òî-
íàëüíîñòè). Â ýòèõ óñëîâèÿõ îðãàíèçàöèÿ öåëîãî îäíèì åäèíñòâåííûì
òðåçâó÷èåì (èëè òîíîì, èíòåðâàëîì) îêàçûâàåòñÿ íåâîçìîæíîé, ïîýòîìó
àêòóàëèçèðóþòñÿ âíåãàðìîíè÷åñêèå ñðåäñòâà îáåñïå÷åíèÿ öåëîñòíîñòè:
ðèòìè÷åñêèé êîíòðàñò , ñìåíà ôàêòóðíîãî ðèñóíêà, äèíàìèêè è ôîðì
äâèæåíèÿ. Ìåæäó òåì öåíòðàëèçàöèÿ âñå æå îùóùàåòñÿ è, ïðåæäå âñåãî,
â îáùåé íàïðàâëåííîñòè àêêîðäîâîé ãðàâèòàöèè. Â èòîãå ìíîãîçíà÷íàÿ
òîíàëüíîñòü ïðåäñòàåò êàê õðîìàòè÷åñêàÿ òîíàëüíîñòü, ãäå ñâÿçü ñ öåí-
òðîì íà îòäåëüíûõ ó÷àñòêàõ ôîðìû ïðåðûâàåòñÿ. Â ýòîì ñõîäñòâî äàí-
íîãî ñîñòîÿíèÿ òîíàëüíîñòè ñ äîäåêàôîíèåé è â òî æå âðåìÿ – îòëè÷èå
îò êëàññè÷åñêîé ìàæîðíî-ìèíîðíîé òîíàëüíîé ñèñòåìû. Ò àêèì îáðà-
çîì, ãëàâíûìè êðèòåðèÿìè ìíîãîçíà÷íîé òîíàëüíîñòè âûñòóïàþò íå-
ïðåäñòàâëåííîñòü òîíèêè, ìíîãîçíà÷íàÿ òðàêòîâêà òîíàëüíûõ ýëåìåí-
òîâ è ðàçíîíàïðàâëåííîå òÿãîòåíèå. Ïðèìåðîì ÿâëÿåòñÿ Trauerode,
îð. 145 Ðåãåðà (ñì. íà ñëåäóþùåé ñòðàíèöå).

Ñíÿòàÿ òîíàëüíîñòü  – ýòî òèï çâóêîâûñîòíîé ñòðóêòóðû, èëè ñîñòî-
ÿíèå òîíàëüíîñòè, â êîòîðîì 1) îòñóòñòâó åò åäèíñòâî öåíòðà, 2) òîíèêà
íå ïðåäñòàâëåíà è íå ïðåäïîëàãàåòñÿ, 3) äåéñòâóåò ñëàáàÿ ôóíêöèîíàëü-
íîñòü: ôóíêöèîíàëüíî íåîïðåäåë¸ííûå àêêîðäû íå óêàçûâàþò íà êà-
êîé-ëèáî òîíàëüíûé öåíòð, 4) íàëè÷åñòâó åò äèññîíàíòíûé êîíòåêñò
(âîçìîæíû «áëóæäàþùèå àêêîðäû») è 5) õðîìàòè÷åñêèé çâóêîðÿä.
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Ïðèìåð 3.  Ìàêñ Ðåãåð: Trauerode
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Ñíÿòàÿ òîíàëüíîñòü ÿâëÿåòñÿ êðàéíåé ôîðìîé àòîíèêàëüíîñòè,
ïðèâåäøåé ê ðàâíîïðàâèþ òîíîâ â ó ñëîâèÿõ äâåíàäöàòèòîíîâîñòè. Îðãà-
íèçóþùèå ôàêòîðû çäåñü áëèçêè äîäåêàôîííûì: óïîðÿäî÷åííîñòü èí-
òåðâàëüíûõ îòíîøåíèé, îïîðà íà ñòàáèëüíûé çâóêîðÿä (íå îáÿçàòåëüíî
ïîëíûé õðîìàòè÷åñêèé) è ôóíêöèè âûñøåãî ïîðÿäêà, ñâîåãî ðîäà àðî÷-
íóþ ôóíêöèîíàëüíîñòü, ñîçäàâàåìóþ ôóíêöèîíàëüíûìè ýêâèâàëåíòàìè
è òîíàëüíûìè èíäèêàòîðàìè. Êîíñòðóêòèâíóþ ôóíêöèþ âûïîëíÿþò
ñêâîçíîå äåéñòâèå ìîòèâà, èíòîíàöèîííîãî êîìïëåêñà èëè çâóêà, à òàê-
æå îòäåëüíûå ôîðìû èòåðàöèè. Âî âñåì èçëîæåíèè ìóçûêàëüíîé ìàòå-
ðèè îò÷åòëèâî ïðèñóòñòâóåò ëîãèêà õðîìàòè÷åñêîé ñèñòåìû. ßðêèì ïðè-
ìåðîì ñíÿòîé òîíàëüíîñòè ÿâëÿåòñÿ Tuba mirum èç Dies irae Ðåãåðà.

×åòûðå ñîñòîÿíèÿ òîíàëüíîñòè, âîøåäøèå â ñèñòåìó àòîíèêàëüíî-
ñòè êàê îñîáîé ãàðìîíè÷åñêîé ñèñòåìû, íàõîäÿòñÿ â ïðîìåæóòêå ìåæäó
ïîçäíåðîìàíòè÷åñêîé ðàñøèðåííîé òîíàëüíîñòüþ è ñâîáîäíîé äîäå-
êàôîíèåé – «íîâîé òîíàëüíîñòüþ» ( Rufer 1951) ÕÕ âåêà. Ïîçäíåðîìàí-
òè÷åñêèå ñîñòîÿíèÿ òîíàëüíîñòè âûðàçèëè îäíó èç ãëàâíûõ òåíäåíöèé
ýâîëþöèè åâðîïåéñêîé ãàðìîíèè, ñâÿçàííóþ ñ ôîðìèðîâàíèåì íîâîé
òðàäèöèè ãàðìîíè÷åñêîãî ìûøëåíèÿ. Åå èòîãîì ñòàëè íå òîëüêî äîäå-
êàôîíèÿ, íî è èíäèâèäóàëèçàöèÿ ãàðìîíè÷åñêèõ ñòðóêòóð, â ÷àñòíîñòè,
â òâîð÷åñòâå Ñåðãåÿ Ïðîêîôüåâà. Â öåëîì æå, ôåíîìåí ïîçäíåðîìàíòè-
÷åñêîé ðàñøèðåííîé òîíàëüíîñòè êàê àòîíèêàëüíîñòè, âêëþ÷àþùåé â
ñâîþ ñòðóêòóðó íå òîëüêî ðàññìîòðåííûå çâóêîâûñîòíûå ñèñòåìû, íî è
äðóãèå àòîíèêàëüíûå ñîñòîÿíèÿ (ðàçíîòîíàëüíîñòü, äâóòîíàëüíîñòü â
òâîð÷åñòâå Ìàëåðà), ñîäåðæàë â ñåáå øèðîêèå âîçìîæíîñòè äëÿ ïîñëå-
äóþùåé ýâîëþöèè êàê ïîçäíåðîìàíòè÷åñêèõ ãàðìîíè÷åñêèõ òåõíèê, òàê
è åâðîïåéñêîé ãàðìîíè÷åñêîé ñèñòåìû â öåëîì.

The Late-Romantic Harmonic Techniques and Specific State of
Tonality (Specific Tonal Structures) in the Works by Anton Bruckner,

Hugo Wolf, Gustav Mahler, and Max Reger

Tatsiana Mdivani

Summary

The period of the end of the 19th – the beginning of the 20th century was
marked by the development of a new harmonic system in the works of
Austrian and German composers. In terms of this system, chromatics acquired
the status of separate harmonic category, which became as important as
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diatonicism. The extension of the major-minor system in the late-romantic
works was due to the introduction of (1) chromatic mediants and submediants
into the tonal-harmonic system, and (2) the subsystem elements including
secondary dominants and subdominants to Sp and Dp, functional equivalents
and functional indicators providing remote coordination.

Of special importance for the attenuation of the fifth chord ties were
expressivity, linear and coloristic factors. As a result, there appeared a non-
classical tonal-harmonic system – an extended tonality including functional
ambiguity, latent tonic, and dissonant context. The new tonal-harmonic
phenomenon is referred to as, literally, a tonality having no tonic to represent
in the form of a chord, a tone or an interval. The late-romantic atonical
system covers four types of tonal structures, or specific state of tonality,
underlying the dodecaphonic system of the 20th century. They are flying,
vibrating, multivalent and removed tonalities.

The f l y i n g  tonality is a type of pitch structure with one supposed
centre and no tonic. It is characterized by strong unidirectional functionality,
i.e. the prevalence of functionally definite chords pointing to a specific tonal
centre, consonant/dissonant context based on alteration, and major-minor
tonal scale. The v i b r a t i n g  tonality is a type of pitch structure having over
two supposed centres, but atonicality lacking centre’s integrity and tonic.
This tonality is characterized by strong unidirectional functionality, which
is alternately directed towards different tonics. It is also dominated by con-
sonant/dissonant context based on alteration, and by major-minor tonal
scale. The m u l t i v a l e n t  tonality is a pitch structure with several centres
and no tonic, with weak multidirectional functionality of harmonic elements
and functionally indefinite chords belonging to several tonalities. Dissonant
context and chromatic scale can be found here as well. The r e m o v e d
tonality is a type of pitch structure without centre and tonic. It is featured by
weak functionality operating in terms of dissonant context and based on
chromatic scale.

Key words: late-romantic harmonic, atonicality, specific state of tonality:
flying, vibrating, multivalent and removed.
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Sekvence dþezâ

Dr. art.  Çvalds Daugulis
Daugavpils Universitâtes profesors

Jçdziena sekvence1 daþâdi skaidrojumi sastopami gan vâcu, krievu un
angïu/amerikâòu muzikoloìiskajâ literatûrâ, gan pedagoìiskajâ praksç. Kâ
zinâms, sekvence pieder pie svarîgâkajiem skaòdarba formveides lîdzekïiem
un ir saistîta ar tonâlo un modâlo procesu padziïinâtu izpratni. To nosaka
sekvences kâ izteiksmes lîdzekïa vçsturiskâ evolûcija, klâtbûtne daþâdu laik-
metu un stilu skaòdarbos. Neieslîgstot jçdziena sekvence bûtîbas detalizçtâ
skaidrojumâ, turpinâjumâ iezîmçsim galvenos posmus sekvences evolûcijâ
un tendences ðî jçdziena lietojumâ, taèu plaðâk pakavçsimies pie sekvences
nozîmes dþeza mûzikâ.

Sekvences evolûcija

Sekvence ir daudzpusîga parâdîba. Daþâdos mûzikas evolûcijas periodos
priekðplânâ izvirzîjies tas vai cits sekvences izmantojuma veids.

Maþora un minora skaòkârtu veidoðanâs laikâ, proti, 16. un 17.gad-
simtâ, ar sekvences palîdzîbu tika organizçta harmoniskâ attîstîba, lîdz ar to
mûzikas praksç iekïâvâs jauni akordi.

Vînes klasiíi savukârt priekðplânâ izvirzîja sekvences saikni ar tematisko
attîstîbu sonâtes formâ; to apliecina, piemçram, Ludviga van Bçthovena
(Ludwig van Beethoven) muzikâlâs domâðanas veids.

Romantiíu mûzikâ sekvence gûst îpaðu lomu koloristikas un ekspresijas
izcçlumâ. Vairums pçtnieku, piemçram, Jurijs Tjuïins (Òþëèí  1966), apstip-
rina domu par sekvences koloristikas atkarîbu no sekvences posmu tonâlajâm
attiecîbâm. It îpaði ekspresiju akcentç kâpinâjums, ko veido augðupvçrsta
sekvence (seviðíi tad, ja tâ izskan augðçjâs balsîs uz çrìeïpunkta fona). Tâdç-
jâdi jo spilgti atklâjas sekvences melodiskâ daba.

20. gadsimtâ sekvences nozîmîba pieaug. Sekvencçðanu kâ attîstîbas
principu atrodam vçlînâ romantisma un impresionisma stila skaòdarbos,
20. gadsimta populârajâ mûzikâ un it seviðíi – dþeza melodijâs un improvizâcijâs.

1 Par sekvenci (no latîòu sequentia – secîba, sekoðana) harmonijas mâcîbâ sauc
kâda akorda vai akordu secîbas pârvietoðanu augðup vai lejup (Kârkliòð 2006: 182).
Otra ðî jçdziena nozîme – sekvence ir viduslaiku katoïu baznîcas dziedâjums.
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Sekvence zinâtnieku atziòâs

Pakâpeniski termins sekvence ienâk muzikoloìiskajâ leksikâ. Krievijâ
to sastopam jau Pçtera Èaikovska (Ïåòð ×àéêîâñêèé ) grâmatâ Ðóêîâîäñòâî
ê ïðàêòè÷åñêîìó èçó÷åíèþ ãàðìîíèè  (“Praktiskâs harmonijas mâcîbu
lîdzeklis”, 1872), vçlâk arî Nikolaja Rimska-Korsakova ( Íèêîëàé Ðèìñêèé-
Êîðñàêîâ) darbâ Ïðàêòè÷åñêèé ó÷åáíèê ãàðìîíèè (“Praktiskâs harmonijas
mâcîbu grâmata”, 1886). Sekvences nozîmi un lietojumu pçtîjuði mûzikas
teorçtiíi Georgijs Katuârs ( Ãåîðãèé Êàòóàð, 1925), Sergejs Skrebkovs (Ñåðãåé
Ñêðåáêîâ, 1952), Jurijs Tjuïins (Þðèé Òþëèí , 1966), Boriss Asafjevs (Áîðèñ
Àñàôüåâ, 1971), Viktors Berkovs (Âèêòîð Áåðêîâ, 1971) u. c. autori. Viòi
aplûkojuði sekvences kustîbas virziena nozîmi, pârvietojumos sastopamos
intervâlus, sekvences posma akordu sastâvu, ðo posmu stingrâkas vai brîvâkas
attiecîbas, sekvences tonâlo organizâciju, sprieguma pieaugumu kâpjoðâ vai
noplakumu krîtoðâ sekvencç un citus jautâjumus. Mûsu reìionâ krievu skolas
tradîcijas iespaidâ praksç bieþi tiek izmantots sekvenèu trejâds iedalîjums
(diatoniskâ, hromatiskâ vai modulçjoðâ)2. Rietumeiropas un it îpaði ASV
mûzikas zinâtne aprobeþojas ar dalîjumu tonâlâs (jeb diatoniskâs, nemodulçjo-
ðâs) un transponçjoðâs (jeb hromatiskâs, modulçjoðâs) sekvencçs (Drabkin2001).

Rietumeiropas mûzikas zinâtnieku sastâdîtajos leksikonos, enciklopç-
dijâs un harmonijas grâmatâs parasti atzîmçti beïìu teorçtiía Fransuâ Þozefa
Fetisa (François-Joseph Fétis, 1844) nopelni sekvences jçdziena skaidrojumâ.
Laikam ritot, sekvences izpratne un uzskats par tâs nozîmi mainâs. Atziòu
loku izvçrð vâcu teorçtiíi Ernsts Frîdrihs Rihters (Ernst Friedrich Richter,
1858), Hugo Rîmanis (Hugo Riemann, 1896), Rûdolfs Luî (Rudolph Louis)
kopâ ar Ludvigu Tilu ( Ludwig Thuille  1907), Ernsts Kurts (Ernst Kurth ,
1917), Hermanis Erpfs (Hermann Erpf, 1927) u. c. Ðie zinâtnieki, rakstot
par sekvenci, nodala tâs izmantojumu maþora vai minora skaòkârtas un
diatonikas vai hromatikas kontekstâ.

Angïu/amerikâòu teorçtiíu vidû bûtiskas atziòas par sekvenci pauduði
Ebenîzers Prauts (Ebenezer Prout, 1885), Bruno Veigls (Bruno Weigl) un jo
îpaði Volters Pistons (Walter Piston). Viòa skatîjumâ, “sekvence ir viens no
mûzikas evolûcijas avotiem” (Piston 1959: 212). Pistons nodala modulçjoðas
un nemodulçjoðas sekvences. Viòa teorija atspoguïo 20. gadsimta vidû ASV
muzikologu vidç valdoðo skatîjumu uz sekvenci kâ svarîgu skaòdarba form-
veides lîdzekli.

2 Iespçjams arî vçl sîkâks sekvenèu dalîjums – pçc to funkcijâm skaòdarbâ (iekð-
tonâlâs vai modulçjoðâs) un pçc piederîbas kâdai no skaòu sistçmâm (diatoniskâs
vai hromatiskâs) (Kârkliòð 2006: 182).
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Savukârt Rietumu dþeza harmonijas speciâlisti – Rodþers Seðns (Roger
Session, 1951), Dþordþs Rasels (George Russell, 1958), Leonards Fçzers
(Leonard Feather, 1960), Marks Levins (Mark Levine, 1996), Franks Haun-
ðilds (Frank Haunschild, 1997) u. c. – par sekvenci raksta samçrâ maz. Arî
dþeza tçmai veltîtajos krievu avotos, piemçram, Igora Briïa (Èãîðü Áðèëü,
1979), Jurija Èugunova (Þðèé ×óãóíîâ , 1980), Jurija Holopova (Þðèé  Õî-
ëîïîâ , 1988), Aleksandra Rogaèeva (Àëåêñàíäð Ðîãà÷åâ, 2000) u. c. autoru
darbos ðî tçma skarta vien lakoniski. To arî var saprast, jo dþeza harmonijas
speciâlisti pirmâm kârtâm ir praktiíi, kas ar analîzi un vispârinâðanu neaiz-
raujas. Tomçr atseviðías viòu atziòas ðajâ rakstâ izvçrtçsim. Bet vispirms
pakavçsimies pie t. s. zelta sekvences – mûzikas valodas paòçmiena, kas
vieno akadçmisko un neakadçmisko mûziku.

Zelta sekvence

Îpaða nozîme sekvences evolûcijâ ir Johana Sebastiâna Baha (Johann
Sebastian Bach, 1685–1750) daiïradei. Viòa mûzikâ koncentrçti atklâjas
attîstîtai polifonâ stila rakstîbai tipiski sekvences lietojuma paòçmieni. Lîdz
ar to pieaug sekvences nozîme saites posmos, intermçdijâs, vispârçjâs kustîbas
formâs. Vispârzinâms, ka Bahs bieþi lietojis diatonisku, pa sekundâm krîtoðu
sekvenci minorâ, kur basa lînijâ atrodas kvartu-kvintu attiecîbu skaòas. Tâ
kïûs par invariantu vienam no nâkotnç izplatîtiem sekvences modeïiem, ko
mçs dçvçjam par zelta sekvenci, pçc analoìijas ar tâdiem jçdzieniem kâ zelta
gâjiens, zelta griezums u. c. Zelta sekvence sastopama arî citu baroka kom-
ponistu mûzikâ. Ðajâ sakarâ var atgâdinât Georga Frîdriha Hendeïa (Georg
Friedrich Händel, 1685–1759) 1710. gadâ tapuðo Pasakalju g moll no Septîtâs
svîtas klavîram, kâ arî Johana Pahelbela (Johann Pachelbel, 1653–1706)
slaveno Kanonu D dur (No Kanona un Þîgas trim vijolçm un basso continuo),
kur sekvences posmi virzâs lejup pa tercâm (D–A–Hm–F#m–G–D–G–A).

Rodas jautâjums – kas îsti jâsaprot ar jçdzienu zelta sekvence? Zinâms,
ka sekvences pamats ir sekvences motîvs; vairâki tâs posmi veidojas domi-
nantes–tonikas attiecîbâs, lîdz tiek sasniegts sâkotnçjâ motîva atkârtojums
oktâvu zemâk. Zelta sekvence visbieþâk iekïaujas minorâ, proti, tâ veidojas
no tonikas lîdz tonikai (piemçram, Am–Dm–G–C–F–Hm-5–E–Am) vai no
dominantes lîdz dominantei (piemçram, E–Am–Dm–G–C–F–Hm-5–E).
Vairums pçtnieku, piemçram, Fransuâ Þozefs Fetiss (1844), Ernsts Frîdrihs
Rihters (1858), Volters Pistons (1959), ðo sekvenci uzskata par diatonisku,
lai gan tajâ iekïaujas arî harmoniskais minors. Tomçr daþi citi autori, piemç-
ram, krievu teorçtiíis Igors Sposobins (Èãîðü Ñïîñîáèí , 1952), pauþ viedokli
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par hromatiskâs sekvences klâtbûtni, jo iezîmçjas viena novirze uz paralçlo
maþoru (C dur). Te vçrojamas daþâdu tradîciju, uzskatu, koncepciju atðíi-
rîbas. Skaidrojums akadçmiskajâ mûzikâ nesakrît ar hromatiskâs sekvences
izpratni dþeza teorijâ, kur hromatiska sekvence nozîmç motîva pârvietoðanu
pa pustoòiem lejup vai augðup. Dþeza teorijâ sekvences skaidrojumam ir
otrðíirîga nozîme, galvenais ir brîvi improvizçtâ mûzika. Zinâms, ka dþezâ
lieto tonâlas vai ârpus tonalitâtes esoðas sekvences.

Angïu/amerikâòu mûzikas teorçtiíu (Drabkin 2001) skatîjumâ, modulâ-
cijas jçdziens lietojams tad, ja rodas jauns pievilkðanas punkts – jauns tonâlais
centrs. Jâatzîmç, ka amerikâòu harmonijas mâcîbâ nelieto terminu novirze,
lîdz ar to ikviena atkâpe no tonâlâ centra tiek uzskatîta par modulâciju.

Sekvence dþezâ

Runâjot par sekvenci dþeza mûzikâ, jânoðíir divi aspekti – sekvences
klâtbûtne dþeza tçmâ un sekvences iekïâvums improvizâcijâ. Ðajâ rakstâ
plaðâk aplûkosim pirmo aspektu, savukârt otro atstâsim kâdai no nâkotnes
publikâcijâm.

Koncentrçts sekvenèu apskats sniegts krievu dþeza komponista un teorç-
tiía Jurija Èugunova grâmatâ Ãàðìîíèÿ â äæàçå (“Dþeza harmonija”).
Èugunovs atzîmç sekvences lomu formveidç kopumâ un nodala divus tâs
veidus: melodiskâs un akordu sekvences (×óãóíîâ 1980: 33). Analizçjot
sekvences uzbûvi, autors izceï, viòaprât, visbieþâk lietoto harmonisko secîbu
IIm

7
–V

7
, kura ikreiz atkârtojas no citas pakâpes. Uzmanîbu piesaista arî

Èugunova sniegtâ sekvenèu klasifikâcija. Viòð nosauc èetrus dþeza harmonijâ
visbieþâk lietotos sekvenèu veidus:
— tonâlâs (jeb diatoniskâs) sekvences, kad sekvences posmi virzâs pa

tonalitâtes pakâpçm. Ðeit akordu sastâvs (to intervâlika) daþos posmos
mainâs, piemçram, IIm

7
–V

7
; IIIm

7
–VIm

7
; IV +7–VII

7
+5; utt.;

— veseltoòu sekvences, kad sekvences posmi virzâs pa veseliem toòiem
lejup. Arî ðeit akordu sastâvs posmos var daïçji mainîties, piemçram,
IIIm

7
–VI

7
; IIm

7
–V

7
; I+7–IV+7; utt.;

— harmoniskâ sekvence pa tercâm. Arî te intervâlika akordos mainâs,
piemçram, I

9
–IV

13
; VI

9
–II

13
; IV

9
–VII

13
; utt.;

— hromatiskâs sekvences (posmi virzâs pa pustoòiem). Intervâlika akordos
paliek nemainîga (×óãóíîâ 1980).
Acîmredzot Èugunovu uz ðâdu klasifikâciju rosinâjusi gan dþeza mûziía

pieredze, gan arî krievu klasiskâs skolas teorçtiíu izklâstîtâs atziòas.
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Savukârt dþeza praktiíis Aleksandrs Rogaèevs grâmatâ Ñèñòåìíûé êóðñ
ãàðìîíèè äæàçà. Òåîðèÿ è ïðàêòèêà (“Dþeza harmonijas sistçmisks kurss.
Teorija un prakse”)  galveno uzmanîbu pievçrð modulçjoðâm sekvencçm.
Kâpçc tik ðauri? Rogaèevs skaidro to ðâdi: visa harmoniskâ attîstîba dþezâ
balstâs uz septiòiem akordu kustîbas tipiem, kuri ir pamatâ arî sekvencçm.
Tie ir sekojoði: kustîba pa kvartâm vai kvintâm, krîtoða kustîba pa pustoòiem,
kâpjoða vai krîtoða kustîba pa mazajâm tercâm, kâpjoða kustîba pa toòiem,
krîtoða kustîba pa lielâm tercâm, kustîba pa tritonu un vienvârda maþora
vai minora harmoniskâs secîbas mija. Sekvences posma pamatâ ir vienkârða
vai sareþìîta harmoniskâ secîba. Rogaèevs lieto terminu sekvences solis, ar
to apzîmçjot modulçjoðas sekvences posma pârvietoðanu pa noteiktu inter-
vâlu. Tâdçjâdi sekvences solis3 (sekvences posms) ietver vienâdus vai atðíi-
rîgus intervâlus starp blakussoïu tonikâm kâpjoðâ vai krîtoðâ virzienâ. Lîdz
ar to skaòdarba tematiskajâ un harmoniskajâ attîstîbâ modulçjoðâm sek-
vencçm (tikai par tâm viòð raksta) ir bûtiska nozîme, jo sekvences tiek lietotas
galvenokârt mûzikas formas attîstoðajos posmos, kuriem raksturîga tonâla
nenoturîba. Dþeza tçmu izklâstâ parasti dominç divas vai trîs modulçjoðas
frâzes (Ðîãà÷åâ 2000: 15). Tâtad Rogaèevs norâda sekvences veidu un tikai
virzîbas intervâlu. Tiesa, viòa tçzei par sekvences izmantojumu dþeza skaò-
darbâ pârsvarâ attîstoðajos posmos varam piekrist vien daïçji. Raksta turpi-
nâjumâ iekïautie piemçri atspoguïo pretçju tendenci.

Salîdzinot ar Èugunova klasifikâciju, Rogaèevs sekvences attîstîbu
diferencç vçl sîkâk (pa lielâm vai mazâm tercâm) un norâda pârvietojuma
virzienu. Tâpat bûtiska ir uzmanîba, kas veltîta sekvencçm pa tritona inter-
vâlu. Lîdz ðim neviens cits pçtnieks par to nav rakstîjis. Svarîga ir arî doma
par skaòkârtas nozîmi sekvences harmonisko secîbu attîstîbâ.

Mûsuprât, dþeza tçmu melodijâs bieþi sastopamas gan tonâlâs, gan
modulçjoðâs sekvences. Raksturîga ir sekvence pa kvartâm augðup – to
izmantojuði, piemçram, Leons Rapolo (Leon Rappolo) skaòdarbâ Tin Roof
Blues (Skârda jumta blûzs), Nials Hefti ( Neal Hefti ) skaòdarbâ Teddy The
Toad (Pielîdçjs), Deivs Brubeks (Dave Brubeck) skaòdarbâ Bossa Nova USA
un daudzi dþeza mûzikas autori (skat. 1. piemçru):

3 Sekvence sastâv no motîva un vairâkiem posmiem.
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1. piemçrs. Deivs Brubeks. Bossa Nova USA

Sekvenci pa tîrâm kvartâm lejup saklausâm Dþeroma Kerna (Jerome
Kern) All The Things You Are (Tu esi viss), Dþona Ðonbergera (John Schon-
berger) Whispering (Èukstot ), Dþona Leitona (John Leyton) You’ve Gone
(Kad esi prom) un citu komponistu skaòdarbos (skat. 2. piemçru):

2. piemçrs. Dþeroms Kerns. All The Things You Are (Tu esi viss)

Atbilstoða dþeza specifikai ir sekvencçðana pa lielâm sekundâm lejup,
daþkârt tuvinoties pat zelta sekvencei, kura gan pilnâ veidâ tçmâ sastopama
ïoti reti. Atcerçsimies Djûka Dþordena (Duke Jordan) Jordu, Kleo Henrija
(Cleo Henry) Boblicity , Kliforda Brauna (Clifford Brown ) Daahoud, trom-
petista Dîzija Gilespija (Dizzy Gillespie) spçlçto skaòdarbu Groovin High ,
Morgena Levisa (Morgan Lewis) How High The Moon (Cik augsts ir mçness),
Dþeka Montroza (Jack Montrose) Headlike (Galvveida) un citus skaòdarbus.
Bieþi atskaòotais Deivida Raskena (David Raskin) dþeza skaòdarbs Laura
veidots uz krîtoðas sekvences motîva pamata (skat. 3. piemçru).

Dþeza mûzikas pârzinâtâja, komponista Glena Millera (Glen Miller )
skaòdarbâ Moonlight Serenade (Mçnesnîcas serenâde) sekvences motîvs
pârvietojas kvintu augstâk (skat. 4. piemçru).

Savukârt Pola Dezmonda (Paul Desmond) skaòdarbâ Take Five (Piecas
ceturtdaïas) sekvence veidojas pa lielâm sekundâm lejup (skat. 5. piemçru).
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3. piemçrs. Deivids Raskens. Laura

4. piemçrs. Glens Millers. Moonlight Serenade (Mçnesnîcas serenâde)

5. piemçrs. Pols Dezmonds. Take Five (Piecas ceturtdaïas)

No iepriekð izklâstîtâ izriet, ka sekvences motîvu parasti veido divi vai
èetri akordi kvartas intervâla attiecîbâs. Daþkârt sastopam arî izvçrstus
sekvenèu motîvus, kuros iekïaujas lîdz astoòiem akordiem (skat. 3. piemçru).
Parasti motîva attîstîba ietver vienu vai divus posmus, un tikai retumis to ir
vairâk. Raugoties no formveides viedokïa, jâsecina, ka sekvence visbieþâk
atrodama pirmajâ vai otrajâ tçmas teikumâ un tâdçjâdi veicina attîstîbu,
mçrítiecîgi sasaistot daþâdu disonantu akordu íçdes, reizçm veidojot arî
eliptiskus savienojumus. Tçmas beigu daïai sekvence nav raksturîga. Kopumâ
sekvences iekïâvums tçmâ neizjauc kvadrâtisko formu.

Teikto apliecina Djûka Elingtona (Duke Ellington ) un Bilija Streihorna
(Billy  Strayhorn) dziesma Satin Doll (Satîna lelle), kur pirmâ teikuma
attîstîbas pamatâ ir kâpjoða sekvence pa lielâm sekundâm (skat. 6. piemçru)
un vienlaikus saglabâjas sâkotnçjâ frâþu struktûra:
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6. piemçrs. Djûks Elingtons un Bilijs Streihorns. Satin Dol (Satîna lelle)

Ðajâ piemçrâ sekvences motîvu veido dþeza harmonijai tipiska divu
atkârtotu akordu secîba (IIm7 – V7).

Dþeza tçmâs zelta sekvence pilnâ izklâstâ sastopama gauþâm reti. To
gan nevarçtu teikt par popmûzikas melodijâm. Spilgts piemçrs ir Þozefa
Kosmas (Joseph Kosma) dþeza skaòdarbs Autumn Leaves (Rudens lapas;
skat. 7. piemçru):

7. piemçrs. Þozefs Kosma. Autumn Leaves (Rudens lapas)

Kâ redzam, visi secîbâ iekïautie akordi veidojas uz minora skaòkâr-
tas pamatskaòâm no tonikas lîdz tonikai. Sekvences pamatâ ir motîvs (I–
IV7) un trîs krituma posmi (VII7–III7; VI7–II7; V7–I). Harmoniskais sa-
stâvs posmos daïçji mainâs – mazais minora septakords tiek aizstâts ar
mazo maþora septakordu (skaòkârtas diatoniskâs pamatskaòas). Sekvencç
iekïaujas tritons starp basa skaòâm (VI7–II7). Kopumâ veidojas pilna zelta
sekvence4.

4 Daþkârt zelta sekvenci dçvç par zelta secîbu, kurâ katrs nâkamais akords atrodas
kvartu augstâk par iepriekðçjo. Visi secîbas akordi veidojas uz skaòkârtas pamat-
skaòâm.
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Daþi vispârinâjumi

Tâdçjâdi varam secinât, ka dþeza tçmâs sekvenèu klâtbûtne ir ikdieniðía
parâdîba. Visbieþâk lietotais intervâlu pârvietojums ir kâpjoða vai krîtoða
kustîba pa kvartâm vai kvintâm, kas arî ir zelta sekvences pamatprincips.
Tâpat raksturîga ir sekvencçðana pa lielâm sekundâm lejup, posmu krîtoða
kustîba pa pustoòiem un kâpjoða kustîba pa toòiem. Daudz retâk sastopama
kâpjoða vai krîtoða kustîba pa mazâm tercâm, krîtoða kustîba pa lielâm
tercâm, kustîba pa tritoniem un vienvârda maþora vai minora harmoniskâs
secîbas mija. Bûtîbâ sekvences posmos iespçjams jebkura intervâla pârvie-
tojums – te pieminçti tikai bieþâk sastopamie. Vienlaikus rodas jautâjums –
ko veicina citu intervâlu klâtbûtne sekvences posmos? Mûsuprât, daïçji zûd
funkcionâlâs attiecîbas starp akordiem, jo dþeza mûzikas harmonija pamatâ
ir funkcionâla. Savukârt citu intervâlu lietojums sekvences posmu izkârtojumâ
radîs funkcionâli nesaistîtu akordu savienojumus, resp., veidosies eliptiskas
secîbas. Protams, modernajâ, postmodernajâ un brîvajâ (free) dþeza stilâ tâs
sastopamas visai bieþi.

Iepriekð nosauktie sekvences intervâlu pârvietojumi attiecas tikai uz
dþeza tçmas uzbûvi. Improvizâcijâs valda politonâlas harmonijas, lauzti ritmi,
daudzveidîga melodika ar sekvenèu izmantojumu un nosacîta brîvîba, ko
daïçji ierobeþo stila, þanra, formas, skaòkârtas, tonalitâtes vai modalitâtes
klâtbûtne. No skaòkârtiskâ viedokïa raugoties, sastopamas kâ modulçjoðas,
tâ nemodulçjoðas sekvences. Lîdzîgi kâ akadçmiskajâ mûzikâ, arî dþezâ
vçrojama sekvences un formas vienotîba un mijiedarbe.

Sequence in Jazz

Çvalds Daugulis

Summary

The understanding of the notion ‘sequence’ (from Latin ‘sequar’ – ‘to
follow’) is included in German, Russian and Anglo-American music research
literature and pedagogical practice. As it is known, sequence belongs to the
most essential means of the form development of a composition, and it is
related to a more thorough understanding of tonality and modality processes.
This is determined by the historical evolution of sequence as a means of
expression, its presence in various epochs and styles of music. The term
‘sequence’ gradually entered the practice of music. In Russia it is found already
in the Ðóêîâîäñòâî ê ïðàêòè÷åñêîìó èçó÷åíèþ ãàðìîíèè  (“Book of Practical
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Harmony”) by Pyotr Tchaikovsky (1872), later – in 1886 – also by Nikolai
Rimsky-Korsakov. The importance and the usage of sequences have been
studied by the music theoreticians Georgi Catoire (1925), Sergei Skrebkov
(1925), Yuri Tyulin (1966), Boris Asafyev (1971) Victor Berkov (1971),
a.o. The scholars have considered the questions of the significance of a
sequence direction, intervals in transpositions, the composition of chords in
a pattern, the tonal organization of a sequence, the strong and the weak
relationships of sequence patterns, the growth or the fall of intensity in
correspondingly ascending and descending sequences, and other issues.

The lexicons, dictionaries and books on harmony developed by European
music scientists, in their turn, draw attention to the Belgian theoretician
François-Joseph Fétis (1844). With time, the understanding of a sequence
and the views concerning its importance were subjected to changes. The
range of findings was enlarged by the German theoreticians: Ernst Friedrich
Richter (1858), Hugo Riemann (1896), Ernst Kurth (1917), Hermann Erpf
(1927), Rudolf Louis and Ludwig Thuille (1907), a.o. In their evaluation of
sequences, these scientists relied on the major or the minor scale, on their
use in diatonic and chromatic scales.

Essential findings in this issue are to be discovered also in the research
carried out by the Anglo-American theoreticians Ebenezer Prout (1889),
Bruno Weigl (1925), and especially by Walter Piston (1962). But nowadays,
jazz theoreticians provide different information – Ron Miller (1992), Leonard
Feather (1960), Roger Sessions (1951), George Russell (1958), Frank Hauns-
child (1997), Mark Levine (1960), a.o.

Sequence in jazz has been briefly discussed by the Russian jazz theore-
ticians Igor Bril (1979), Yuri Chugunov (1980), Yuri Holopov (1988) and
the practitioner Alexander Rogachev (2000). In our opinion, the whole har-
monic development in jazz is based on seven types of chord transposition,
which form the bases for sequences as well. They are: movement by fifths
and fourths, descending motion by halftones, ascending or descending motion
by minor thirds, ascending motion by tones, descending motion by major
thirds, motion by tritone and the motion of a harmonic sequence of the
same-tone major or minor. A particularly frequently used sequence in jazz is
the diatonic descending sequence by seconds in minor, where the bass line
consists of the tones of fourths-fifths relations. The sequence of this kind is
named the ‘golden sequence’, similarly to the terms ‘golden move’, ‘golden
section’, etc. But these are not the only sequences... Sequence and form in
jazz are also discussed in this article.

Key words: jazz, form development, sequence, mode.
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The Second World War brought many losses to the substance of towns
and cities, to the cultural output of the Polish artists; many works of the art
and documents were missing, numerous Polish cultural and educational
organisations ceased to operate. The war also caused enormous losses in the
music industry. During the inter-war period in Poland, existed bands playing
entertainment and dance music, patterned on the American big bands, e.g.
the Paul Whiteman’s orchestra well known for its music films. However, it
would be difficult to reference the music played by the Polish bands at that
time as jazz. This music had certain elements of improvisation, however at
the time nobody called it ‘jazz’.

The Polish jazz environment started to evolve only in the second half of
the 50-ties of the 20th century. The first years of the Polish jazz were recalled
by Wojciech Karolak, who at that time was starting his adventure with jazz,
as follows: “[…] at the beginning, jazz in Poland was played by intellectuals,
who usually were amateur musicians. When the jazz madness was over,
most of these amateurs returned to their real jobs, particularly that there
were more and more professional musicians who played much better music,
however quid pro quo – they were often less interesting personas. The social
structure of this environment got completely changed. The intellectuals set
out”  (Andrus 2013: 240). In February 1956, the first magazine dedicated to
jazz was published in Gdañsk – the monthly periodical Jazz, new jazz clubs
were opened, and these activities were possible due to the political thaw
which occurred in Poland at that time. In the same year, 1956, on August 6–
13, the First International Jazz Festival was organised in Sopot (Karewicz/
Piàtkowski 2013: 28).

Only national musicians participated in the Festival, as the Party activists
did not allow for much freedom in the jazz environment. The real jazz school
for the Polish musicians was the programme broadcasted by the Voice of
America: The Jazz Hour by Willis Conover.
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The First Jazz Festival in Sopot demonstrated the existence of two trends
in the Polish jazz music: traditional and modern jazz. At the beginning there
was no definite distinction between these two kinds of jazz. Musicians
successfully played both traditional and modern jazz. The example was
Andrzej Kurylewicz, who played New Orleans jazz on the piano, and the
modern jazz on the trumpet and the valve trombone. Zbigniew Namyslowski
was in a similar situation. His fascination with the traditional jazz made
him play in various Dixieland bands on the trombone, and his desire to
search for new tones made him play modern jazz on the violin.

Zbigniew Namyslowski was born on 9 th September 1939 in Warsaw.
His father studied journalism in Krakow, was an amateur pianist and his
mother graduated in the Music Studies from the Conservatory in Vilnius.
His parents died during the Second World War, and it was Zbyszek’s grand-
mother, Julia Ýeromska, who took care after his upbringing. After the war,
the grandmother and the grandson moved to the uncle in Krakow. It was
there, where Zbyszek begun to learn how to play piano in the Primary School
of Music in 1946. After graduation, he continued his education in the Secon-
dary School of Music, however this time in the violin class. It was where his
jazz education begun. In the same Secondary School in Krakow also future
top Polish jazz musicians studied: Jan Byrczek, Andrzej Dabrowski, Roman
Dylag, Wojciech Karolak and of course, Zbigniew Namyslowski. At the
breaks between classes, ‘jam-sessions’ took place, which were not positively
regarded by the teachers. “However, young enthusiasts were not discouraged
by the suggestions of certain tutors that jazz was a bad, pub and dance
music, deprived of the artistic taste, and that it hampered the proper music
development of students of the National Secondary School of Music in
Krakow” (Brodacki 1984: 10). In 1954 the grandmother and the grandson
returned to Warsaw, where in 1957, the 18-year old Zbigniew Namyslowski
graduated in music education from the Secondary School of Music with
diploma in the violin class (Podhajski 2005: 657). He also started to play the
trombone in the Secondary School in Warsaw, which resulted from his fasci-
nation with the traditional jazz.

Namyslowski debuted as the jazz musician in 1955. For the first time,
he played as the pianist in the Five Brothers band, which he established
together with his peers from the Secondary School of Music, in the student
club Hybrydy . The band played only once and had the following composition:
Zbigniew Namyslowski – piano and the leader, Jozef Gawrych – vibraphone,
Wojciech Kacperski – clarinet, Zdzislaw Orlowski – double bass, Andrzej
Kozerski – drums. In the following year he played trombone: at first in the
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Dixieland band of Mieczyslaw Wadecki and then in the band Modern Dixie-
landers of the pianist Witold Krotochwil. With this band he participated in
the Review of the Student Jazz Bands in Wroclaw, where the young trom-
bonist received an award (Piàtkowski 2005: 542). 1957 brought another
change to Namyslowski’s instrumental interests. He replaced the trombone
with the violin and played that instrument in the Krzysztof Sadowski’s band
Modern Combo. He participated in the Second Jazz Festival in Sopot in July
1957 as the cellist (Brodacki 1984: 11). That was the festival of Namys-
lowski’s big entry into the international jazz environment. He was 18 years
old at that time. Further steps in Namyslowski’s jazz activity involved playing
the trombone in various traditional jazz formations, such as Modern Dixie-
landers, Zygmunt Wichary’s band or New Orleans Stompers.

It was the last band, for which he composed the first folk melodies.
These were the compositions – as referenced by music critics – “insulting
traditional playing techniques” (Brodacki 2010: 262). Namyslowski arranged
for the Dixieland composition, among others, the works from the repertoire
of the Song and Dance Ensembles Mazowsze and Úlàsk, such as Ej przeleciaù
ptaszek (“A little bird flew by”) or Starzyk (“Smoke piper”) , as well as the
song based on the Podhale’s folk music Motywy goralskie  (“Highlander
motives”).

Namyslowski’s folk inspirations and their impact on his jazz compo-
sitions will be presented herein based on the selected works: Motywy goral-
skie, Siodmawka, Kuyaviak Goes Funky and Po styry (“ Po cztery” – “For
four”).

In the arrangements of Motywy goralskie  for the Dixieland band New
Orleans Stompers, Namyslowski compiled two songs from the Podhale
region: Hej bystra woda and Na wysokiej Cyrli . Hej bystra woda­  – is a
brigander’s march in the F major key, in the vivid tempo and with the
syncopated rhythm. It is contrasted by the second melody: Na wysokiej
Cyrli . It is maintained in the same key (F major), performed in the rubato
tempo and with the use of pauses – example 1 & 2.

Example 1. Folk melody from Podhale region Hej bystra woda
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Example 2. Folk melody from Podhale region Na wysokiej Cyrli

Namyslowski based the topic of his arrangement on these songs. The
composition topic has a three-section format: a+b+a

1
, where in the section

‘a’ he used the song Hej bystra woda, and in the section ‘b’ – the song Na
wysokiej Cyrli . The extreme sections are played at the lively tempo, and the
medium part – the same as the original – at the slow tempo and with recitative
character. The topic of the arrangement is initiated by a trumpet, and clarinet
and trombone complement the whole composition counterpointedly, and
the rest of the instruments: banjo, double bass and drums perform the har-
monic and rythmics structure of the topic. Once the topic has been introduced,
improvisations of respective instruments take place, in the following order:
clarinet, trumpet, trombone, however the musicians perform only the part
‘a’ of the topic in their improvisations ( Hej bystra woda). The arrangement
is closed by a repeated presentation of the topic, while skipping its slow
part.

Namyslowski possessed the exceptional easiness of playing various
instruments. Already in the late 50-ties, his colleagues called him “the
orchestra man” (Brodacki 2010: 262). According to what he stated, he got
to know the alto saxophone by accident. “We were coming back from one
concert with Krzysztof Komeda. Komeda purchased the alto and practiced
it a little. I remember, that then in the train I grabbed that instrument and
practiced it all the journey, in the locked compartment. It was then when I
realised that you could play much more on the saxophone than on the
trombone” (Brodacki 1981: 6).

Namyslowski played the trombone during the Jazz Jamboreé 1960.
However, at the same festival he also played saxophone, this time with the
big band Hot Club Hybrydy . In the questionnaire of the monthly magazine
Jazz in 1961 he was awarded with the title Musician of the Year, he also
came to be first as the trombonist and the alto saxophonist. Namyslowski
as the trombonist played for the last time on 10th February 1962 with the
band New Orlean Stompers at the welcome of the vocal trio Peters Sisters
from USA at the Warsaw Okecie Airport. Concurrent engagement in the
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two jazz styles – traditional and modern was impossible in the long term.
Since that moment the saxophone became Namyslowski’s principal instru-
ment, he decided that modern jazz offered broader opportunities in terms of
words and expression.

The first band in which Namyslowski played alto saxophone was
Andrzej Trzaskowski’s formation The Wreckers. It was 1960. Except for
Namyslowski and the leader playing the piano, the band was composed of
the following musicians: Alojzy Musial – trumpet, Wojciech Karolak – tenor
saxophone, Roman Dylag – double bass, Andrzej Dabrowski – drums. At
that time, apart from Krzysztof Komeda, they were the top jazz musicians
in Poland.

As the time passed, Namyslowski established his first band Jazz Rockers.
At the beginning, the musicians played in the quartet, and with the time, the
band transformed into quintet, when Michal Urbaniak joined the band as a
tenor saxophonist. Namyslowski continued to discover his own way of
expression, his own style. Depending on the needs, he used to change the
composition of his groups. He said about searching of his own style: “I
don’t feel jazz where the driving force is missing. Free jazz was required –
you had to reach extremes to be able to play in the centre again. But if you
loose your rhythm once – the jazz is over” (Brodacki 1984: 50). In one
interview Namyslowski confessed: “Jazz fills up my life. It means everything
to me. Until recently I did not set great store by composition. But now to be
successful one cannot merely play Horace Silver’s themes and other people’s
arrangements. And so I have created my own quartet and my own music, to
be able to play what I want and how I want” (Radliñski 1963). First and
foremost, he decided to play his own compositions with his bands. One of
his inspirations was the Polish folk music. He was particularly inspired by
the highlander’s folk. He compiled it with non-jazz rythmics sections. He
stated: “I wanted with my own new band to introduce certain formal and
scale innovations, certain freedom in the construction of the phrase and the
harmonic material, simply speaking: elements of free jazz. It turned out that
when we played the American standards, there was nothing left from the
quartet’s style. Therefore, despite the fact that it was difficult for me to get
involved, I had to start composing” (Borkowski, Sùawiñski 1965).

One of the first compositions of this type was Piatawka – a song in the
5/4 metre based on the highlander’s scale. The uneven metre was the beginning
of series of various compositions, in which Namyslowski experimented with
various rhythmic structures. He explained it in the following way: “Polish
melodies are usually built in 3/4, very rarely in 2/4 or 4/4. Adoption of the 3/4
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rhythm for the purposes of jazz made it necessary to add rhythmic elements
and that is how my lames and goffers were created” (Brodacki 1984: 27). In
1966 Namyslowski recorded a long play in the series POLISH JAZZ  entitled
Zbigniew Namyslowski Quartet . The record is opened by a song Siodmawka
(“Dance in seven”), the arrangement with connotation to his previous expe-
riences with the highlander’s folk. As stated in the title, the song was written
in the 7/4 metre, however at times also the 4/4 and 3/4 metres appear. The
structure of his composition Namyslowski based on two topics. Topic 1–
based on the highlander’s scale and referring to the highlander’s melody
(example 3).

Example 3. Highlander’s scale

The harmonic course of this topic is based on the harmonic scheme:
G–E–C–D–C. The second topic drifts away from the folk connotations and
becomes the harmonic basis for improvisation of respective instruments,
however in various records improvisations are also based on the Topic 1.
One characteristic of Siodmawka are the concurrent quints in the accompa-
niment of the piano and the trombone. At this occasion it is worth mentioning
the shape of the improvised fragments, which Namyslowski requested from
his musicians. He stated: “I am a fan of improvisations in a dynamically
extensive manner. Not necessarily from pianissimo to forte. The form itself
should decide on the dynamics, it should complicate itself during the develop-
ment of the arrangement’s plot or during the improvisation. I am not interested
in the melody. The form is the most significant. The arrangement must start
and end, have a logic construction, should be mathematically explainable.
Also when in the middle occur some uneven times, or something else is
taking place. I would put the architectonic part on the second place, on the
third the harmony and the melody only on the fourth position” (Brodacki
1984: 57–58).

One of the most mature and perfect compositions created by Namys-
lowski is the arrangement from 1973 Kuyaviak Goes Funky. The title itself
demonstrates strong reference to the folk music. This composition was written
by Namyslowski in the bus, in which he travelled to Stockholm. He was to
record the long play in the Europa Film Studio. The work on Kuyaviak
Namyslowski recalled as follows: “For this record I was to prepare four
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compositions, but I managed to do only three. So I had to come up with
something on the way, and the journey lasted two days. I brought the score
paper with me. When we arrived to Stockholm, Kuyaviak was almost finished.
On the site I created chords on the piano. The most fascinating things are
developed in the brain and not on the piano” (Brodacki 1984: 49). It should
be added here that kuyaviak is a Polish folk dance from the central Poland,
Kuyavian region. It is characterised by a slow tempo of 3/4.

Kuyaviak Goes Funky is a suite maintained in the 15/8 metre. It consists
of three movements, which have the following titles: Kuyaviak Goes Funky,
Gesowka and The Appenzeller’s Dance1. The whole composition has the
title of the first movement. The suite melody references to a kuyaviak idiom,
and each part is supported by the ostinato rhythmic figure. The ostinato
figures confer emotional, funky character on the composition. The first theme
Namyslowski introduced from the one-bar phrase (example 4).

Example 4. Leading motive of Kuyaviak Goes Funky

The composition mellics of the first movement is maintained around
the E minor key. The composer treats the first theme with a number of mo-
dulatory effects and the progression (example 5). One can observe here certain
affinity with John Coltrane’s harmonic concept and his use of progression.
“However, progression [...] is an integral attribute connected with the
innovation of John Coltrane. Coltrane was simply the first jazz musician,
who composed melodies based entirely on the progression of Major 3rd tonal
transpositions” (Gùowczewski 2013: 36).

1 Appenzell – a German speaking town in the north-east Switzerland. It has approx.
600 inhabitants.
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Example 5. Topic of the arrangement Kuyaviak Goes Funky

In Namyslowski’s compositions, the progression takes place in the
interval of the quart and the mellics begins with the sound ‘d1’ and progresses
in sequence from the sounds: ‘g’, ‘c’, ‘f’ and ‘b’. The second movement
Gesowka has a slow tempo and has a melodious character (example 6). In
the last, third movement – The Appenzeller’s Dance – the rhythmic element
dominates, and this part is built based on the expressional contrast with the
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second movement. It is performed in a vivid tempo and as already mentioned,
it is based on the constant rhythmic and harmonic figure of the piano and
the bass (example 7). The respective movements of the entire suite have a
non-symmetric construction: the first movement consists of 21 bars, the
second movement – of 15 bars and third movement– of 12 bars. The com-
position is also enhanced by links, codes and cadences.

Example 6. Gesowka (mm. 1–8)
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Example 7. The Appenzeller’s Dance – beginning

Example 8. The Appenzeller’s Dance – the theme played by the alt
saxophone and the grand piano (mm. 9–12)
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The next step in the Namyslowski’s relationship with the folk was the
record produced by his quintet Kolysanki gorskie (“Highlander’s ballads”).
The recordings were produced for Polskie Radio (Polish Radio). The recorded
compositions are characterised by richness of folk inspirations. The composi-
tions contain, inter alia, the motives of the highlander’s dances such as Zboj-
nicki or Krzesany. And in their developments and arrangements you can
clearly observe Namyslowski’s own style. The highlander’s folk left a clear
stamp on his music output. It resulted in establishing the cooperation between
Namyslowski and the highlander’s band of Jan Karpiel Buùecka Buùecki.
Together with this band he played many concerts and participated in the
International Jazz Festival Jazz Jamboreé in Warsaw in 1994. The arrange-
ment of the highlander’s dance krzesany entitled Po styry arouse great interest
of the public and the critics. This work is performed jointly by: the five-
member highlander band Buùecki of Jan Karpiel Buùecka composed of four
violinists and one bass player and the quartet of Zbigniew Namyslowski.
Particular attention should be paid here to the formal structure of the compo-
sition, which has the form of reflective construction. The composition is
introduced with the lead violin player of the band, who performs the main
melody of krzesany. It is characterised by many melismas, is very lively, and
the hexadecimal motion dominates its development phase. This is where the
phase of swelling occurs. After the lead violin player, the following instruments
join the music action in sequence: the second and the third violin, and the
fourth violin with basses, which create the harmonic and rhythmic foundation
of the whole work. The band’s musicians also perform short vocal parts of
bluff and erotic tone (“ ozen ze sie, ozen, kiej ci staje korzen”), (“marry,
marry, if your stick is ready”, etc.), after which the musicians of the jazz
quartet gradually join the playing band. First the soprano saxophone of
Zbigniew Namyslowski imitates the character of the mellic initiated by the
violins and the emotional atmosphere created by the band. It is not a realistic
imitation of the violin mellics, but its jazz interpretation. Next the remaining
musicians of the quarter join: the trombone player, the drums player and
the pianist. All of them try to convey the atmosphere created by the highlan-
der’s band. The band becomes silent, and the jazz quartet performs complex
solo parts on the piano and the drums. After a short link played by the
piano, the band joins again the music narration. Here the culmination point
of the composition is performed, and afterwards – the mirror image of the
whole construction, where the respective instruments stop playing one by
one. The composition starts to be performed as if in the opposite direction,
the elimination phase begins. Only the band itself is left, and the composition
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is ended – the same as at the beginning – by the lead violin player. Through
such treatment of the form, the musicians moved from culmination to dischar-
ging the emotional tension.

After participation in the Jazz Jamboreé Festival, the leader of the
highlander’s Jan Karpiel Buùecka in one of the interviews said: “The first big
success of the project ‘Namyslowski and the highlanders’ was the partici-
pation in the Jazz Jamboreé festival in 1994. We had everything precisely
matched and arranged at that time. What a wonderful experience. We
received standing ovation. Then – the interviews. [...]. Zbyszek Namyslowski
is a class himself!” (Maleszyk 2013). In the discussed record the following
musicians took part: the highlander’s band – Jan Karpiel Buùecka, Stanisùaw
Majerczyk, Piotr Majerczyk, Wojciech Stopa, Jan Zatorski (Maleszyk 2013),
and the Namyslowski’s quartet: Zbigniew Namyslowski – soprano saxo-
phone, Leszek Mozdzer – piano, Zbigniew Wegehaupt – trombone, Cezary
Konrad – drums.

Conclusions

Zbigniew Namyslowski adopted Polish folk music for the purposes of
jazz in a variety of arrangements. He either used fragments of folk melodies
or entire songs, transforming them in his own way, thus creating new melodic,
harmonic or textural constructions. However, his compositions were always
a more or less allusive reflection of the folk mindset, they had a jazz feeling
and origin. “Fragments of kuyaviak or other topics of folk origin, played in
the complex, uneven and asymmetric metre, loose their dancing nature in
order to emphasise more interesting, purely music qualities” (Brodacki
1984: 49).

The artist gained recognition of the public, music critics as well as his
peer-musicians. A leading Polish trumpeter – Tomasz Stanko – said about
him: “Namyslowski had a strong standpoint since the beginning, in particular
from journalists, as the child prodigy. As a child he fantastically played
traditional jazz on the trombone, then he established the band Rockers
together with Urbaniak. And he was, as the quartet a really famous band”
(Stañko, Ksiæþyk 2010: 170).

He had broad interests, was connected with the jazz tradition, e.g. by
playing the New Orleans jazz. Jerzy Radlinski wrote about him: “From the
desires beyond jazz he draws other ideas than Komeda and Trzaskowski.
These desires concern in particular the microstructure of his music, details
and particulars; his compositions hardly ever have a pre-planned construction.
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He certainly knows that he does not have to appeal to such moments in the
music as the form, he realises that his music individuality is sufficiently rich
to express himself interestingly in free narration and he does not want and
does not need to support it with any reasons beyond the music, neither he
must immerse forms and European techniques into jazz” (Radlinski 1967:196).

Namyslowski derives strength from the folk music, however his language
remains jazz. The rythmics of his compositions is characterised very often
by the opposition between the even and uneven metres and their various
combinations: 5/4, 7/4, 15/8. The critics had a reason to name this kind of
Namyslowski’s output as ‘jazz and folk’ style.

 The characteristic remark for Namyslowski is the openness and freedom
with which he treats the format of compositions. He usually treats his com-
position as a particular configuration of bricks, which can be combined into
various forms. Such attitude to the format makes it possible to produce
various constructions from the same material, where each performance of
the arrangement is different. Another characteristic of his music is variability:
harmonic and agogic, while the composer applies changes to the tempo often
during the same performance, using in the presentation of the topic material
such harmonic means as modulations and progressions. Namyslowski worked
out his own style which resulted from the synthesis of the American jazz of
the 50-ties and 60-ties, enhanced with his own achievements and elements
of the Polish folk. Therefore Namyslowski has undergone a very long journey
in the development of his own artistic workshop, from arrangements of
simple folk melodies through individual compositions with reference to the
Polish folk. He started from the traditional jazz and uncomplicated expres-
sions, to reach to complex, mellic-rythmics and construction arrangements.

Folkmûzikas iespaids Zbigòeva Namislovska dþeza kompozîcijâs

Gþegoþs Rubins

Kopsavilkums

Zbigòevs Namislovskis ir viens no izcilâkajiem Polijas dþeza mûziíiem.
Viòð debitçjis 20. gadsimta 50. gadu beigâs kâ èellists Kðiðtofa Sadovska
grupâ Modern Combo. Èells ir instruments, kas dþezâ nav bieþi sastopams.
Vçlâk Namislovskis nomainîjis èellu pret trombonu un iesaistîjies Varðavas
tradicionâlajâ dþezbendâ New Orleans Stompers. Tieði ðai grupai viòð radîjis
savus pirmos aranþçjumus, ko iespaidojusi folkmûzika. Var minçt tâdus
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darbus kâ Motywy goralskie (“Kalnu motîvi”) un Starzyk (“Pîpçtâjs”). Tomçr
pçc kâda laika viòa interese par diksilenda stilu un trombonu mazinâjusies.
Tad Namislovskis nomainîjis trombonu pret altsaksofonu un pievçrsies
modernajam, tostarp brîvajam dþezam. Viòð ir viens no pirmajiem Polijas
dþeza mûziíiem, kas savâs kompozîcijâs izmantojuði jauktos taktsmçrus.
Tieði ðâdiem skaòdarbiem raksta ietvaros veltîta îpaða uzmanîba. Autors
analizç Namislovska pirmâs kompozîcijas 5/4 un 7/4 taktsmçros.

1973. gadâ Namislovskis sacerçjis vçl vienu folkmûzikas iedvesmotu
skaòdarbu – Kuyaviak Goes Funky (“Jautrais kujavjaks”). Ðîs kompozîcijas
pamatâ ir 15/8 taktsmçrs, un tâ ietver trîs daïas; melodijâ izmantota kujavjaka
idioma, un balstu veido ostinçtas ritma figûras. Jaunâkais veikums folkmû-
zikas jomâ ietver sadarbîbu ar Jana Karpjela kalnieðu mûzikas grupu Buùecki.
Kopîgi tapuðie skaòieraksti un koncerti rosinâjuði kritiíus apzîmçt Namis-
lovski kâ dþeza un folka mûziíi.

Atslçgvârdi: Zbigòevs Namislovskis, folkmûzika, dþezs, dþeza mûzika
Polijâ, trombons, alta saksofons, kalnieðu mûzika.
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Ñïîðòèâíûå îïó ñû Ýðèêà Ñàòè:
âçãëÿä â áóäóùåå

Dr. art. Íà òàëüÿ Õèëüêî
Ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé

êîíñåðâàòîðèè èì. Àëåêñàíäðà Ãëàçóíîâà

Èíòåðåñ åâðîïåéñêèõ êîìïîçèòîðîâ ê ñïîðòèâíûì îáðàçàì è ñþ-
æåòàì àêòèâèçèðîâàëñÿ ñ íà÷àëà ÕÕ âåêà â ïðîöåññå ðàçðàáîòêè óðáà-
íèñòè÷åñêîé òåìû. Âåäóùèå ïîçèöèè çàíÿëè ôðàíöóçñêèå, ÷åøñêèå è
ðîññèéñêèå ìàñòåðà. Â áàëåòàõ è ñèìôîíè÷åñêèõ ïðîèçâåäåíèÿõ íà òåìû
ñïîðòèâíûõ èãð è ðàçâëå÷åíèé 1 ñôîðìèðîâàëàñü íîâàÿ æàíðîâàÿ ðàçíî-
âèäíîñòü – ñïîðòèâíîå ñêåðöî. Â ðàìêàõ ïðåäëàãàåìîé ñòàòüè íåò âîç-
ìîæíîñòè ïîäðîáíî îñòàíàâëèâàòüñÿ íà åãî ñïåöèôèêå, íàçîâåì ëèøü
íåêîòîðûå îñîáåííîñòè 2.

Ñïîðòèâíîå ñêåðöî â áîëüøåé ÷àñòè ñâîèõ îáðàçöîâ ïðåäñòàâëÿåò
çâóêîâóþ ïàíîðàìó ñîñòÿçàíèÿ. Êîìïîçèòîðû âîñïðîèçâîäÿò â ìóçûêå
õàðàêòåðíûé òèï äâèæåíèé ñïîðòñìåíîâ è ñïîðòèâíûõ ñíàðÿäîâ, îñîáåí-
íîñòè âçàèìîîòíîøåíèé àãîíèñòîâ, øóì òðèáóí. Ò åìàòèçì ïîäîáíûõ
ñî÷èíåíèé îïèðàåòñÿ íà çâóêîèçîáðàçèòåëüíóþ ìîòîðíîñòü, äàíñàíò-
íîñòü è ñèãíàëüíîñòü . Èõ îáúåäèíÿåò îïîðà íà íåáîëüøèå ïîñòðîåíèÿ
(ìîòèâû, ïîïåâêè). Â îïðåäåëåííûõ ó ñëîâèÿõ êðàòêèå òåìû-ñèãíàëû
ìîãóò ïðåâðàùàòüñÿ â ðàïîðòû ãàðìîíè÷åñêîé ôèãóðàöèè, à òàíöåâàëü-
íûå ôîðìóëû – â ìåëîäè÷åñêóþ ôèãóðàöèþ. Ñîçäàâàåìîå òàêèì îáðà-
çîì ôàêòóðíîå ìåðöàíèå «ðåëüåô-ôîí» îáåñïå÷èâàåò ãîìîãåííîñòü è
ïëàñòè÷íîñòü ìóçûêàëüíîé òêàíè.

Â êîìïîçèöèîííîì ïðîöåññå ñïîðòèâíûõ ñêåðöî ñî÷åòàþòñÿ ïðèí-
öèïû ïîñòðîåíèÿ êàðòèíû-äâèæåíèÿ (îïðåäåëåíèå Îëåãà Ñîêîëîâà –
Ñîêîëîâ 1988: 94), à òàêæå ñïåöèôè÷åñêèå çàêîíîìåðíîñòè ïîëèîñòè-
íàòíîé è êðåùåíäèðóþùåé ôîðì (îïðåäåëåíèå Âàëåíòèíû Õîëîïîâîé –
Õîëîïîâa 1999: 472). Ýòàëîííûìè ñïîðòèâíûìè ñêåðöî ìîæíî ñ÷èòàòü

1 Íàçîâåì Èãðû (Jeux) Êëîäà Äåáþññè, Êàòîê  (Skating Rink) è Ðåãáè (Rugby)
Àðòþðà Îíåããåðà (Arthur Honegger), Õàâòàéì (Half-Time ) Áîãóñëàâà Ìàðòèíó
(Bohuslav Martinu°), Ãîëóáîé ýêñïðåññ (Le Train bleu) Äàðèóñà Ìèéî ( Darius Mil-
haud), Çîëîòîé âåê  Äìèòðèÿ Øîñòàêîâè÷à.

2 Ïîäðîáíåå ñì. îá ýòîì: Õèëüêî 2013.
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Õàâòàéì  (Half-Time ) Áîãóñëàâà Ìàðòèíó , Ðåãáè (Rugby) Àðòþðà Îíåã-
ãåðà è íåêîòîðûå äðóãèå ïðîèçâåäåíèÿ êîìïîçèòîðîâ ÕÕ âåêà, ìîäåëè-
ðóþùèå èãðó-ïîåäèíîê.

Ðîæäåíèå ñïîðòèâíîãî ñêåðöî ÿâèëîñü êóëüìèíàöèåé â èñòîðèè
ìóçûêè î ñïîðòå, íà÷àëî êîòîðîé áûëî ïîëîæåíî ìóçûêàëüíûìè êàðòè-
íàìè îõîòû åùå â XIV âåêå (îõîòà è ðûáàëêà â åâðîïåéñêîé êóëü òóðå ñ÷è-
òàëèñü ñïîðòèâíûìè ðàçâëå÷åíèÿìè). Ðàñøèðåíèå êðóãà îáðàçîâ íà÷à-
ëîñü â XIX âåêå è áûëî ñâÿçàíî ñ òâîð÷åñêèìè ýêñïåðèìåíòàìè Äæàêîìî
Ìåéåðáåðà ( Giacomo Meyerbeer) è Ýðèêà Ñàòè (Erik Satie).

Â 1849 ãîäó Ìåéåðáåð â îïåðå Ïðîðîê  (Le prophète) âïåðâûå âûâåë
íà ñöåíó êîíüêîáåæöåâ. Ñþæåò èç ãîëëàíäñêîé èñòîðèè XVI âåêà îáó ñ-
ëîâèë ââåäåíèÿ äåòàëåé íàöèîíàëüíîãî áûòà. Ò àê, III äåéñòâèå óêðàñèëà
áîëüøàÿ áàëåòíàÿ ñöåíà Êîíüêîáåæöû , âêëþ÷èâøàÿ âàëüñ, ðåäîâó, êàä-
ðèëü è ãàëîï. Âîïëîùàÿ íîâûå ñïîðòèâíûå îáðàçû, Ìåéåðáåð èñïîëü-
çîâàë òðàäèöèîííûé äëÿ XIX âåêà ïîòåíöèàë ïðîãðàììíîé ìóçûêè –
èçîáðàçèòåëüíûå âîçìîæíîñòè æàíðà è ôàêòóðû. Îí óêðàñèë âàëüñ è
ðîäñòâåííûå åìó òàíöû «ñêîëüçÿùèìè» ôèãóðàöèÿìè 3.

Ýðèê Ñàòè â ñâîèõ èíñòðóìåíòàëüíûõ îïó ñàõ, ïðåëîìëÿþùèõ ñïîð-
òèâíóþ òåìó , – Òðè ãèìíîïåäèè  (Trois gymnopédies), Ñïîðò è ðàçâëå÷åíèÿ
(Sport et divertissements) – ïîñòóïèë áîëåå ðàäèêàëüíî. Îí çíà÷èòåëüíî
òðàíñôîðìèðîâàë ðîìàíòè÷åñêèå òðàäèöèè è ïðåäëîæèë íîâûå ñïîñî-
áû ìîäåëèðîâàíèÿ ñïîðòèâíîãî äâèæåíèÿ â ìóçûêå.

Ðåâîëþöèîííûì ñîáûòèåì â ýòîì ïðîöåññå ìîæíî ñ÷èòàòü ïîÿâëå-
íèå åãî ðàííåé ôîðòåïèàííîé ñþèòû Òðè ãèìíîïåäèè  (1888, îïóáëèêî-
âàíî â 1923). Ãðå÷åñêèì ñëîâîì ãèìíîïåäèÿ  (gumnopaid…a) íàçûâàëñÿ îäèí
èç ðèòóàëîâ äðåâíåé Ñïàðòû, ñëàâèâøèéñÿ ãèìíàñòè÷åñêèìè ñîñòÿçà-
íèÿìè þíîøåé. Âàæíî çàìåòèòü, ÷òî ïåðâûå ïðèìåðû ñî÷èíåíèé, â êî-
òîðûõ òîëüêî íàìå÷àëàñü ñïîðòèâíàÿ òåìà, ïîÿâèëèñü â ìóçûêå XVIII
âåêà è áûëè ñâÿçàíû èìåííî ñ àíòè÷íûìè ñþæåòàìè. Ðå÷ü èäåò î êëàâå-
ñèííîé ïüåñå Ôðàíñóà Ê óïåðåíà Îëèìïèéñêàÿ (L’Olympique ) è ìíîãî-
÷èñëåííûõ îïåðàõ ñ íàçâàíèåì Îëèìïèàäà (Olimpiade), ñîçäàííûõ íà
îñíîâå ëèáðåòòî Ïüåòðî Ìåòàñòàçèî 4. Íî îòñóòñòâèå îáùåñòâåííîãî èí-
òåðåñà ê ñïîðòèâíûì ñîñòÿçàíèÿì íå ïîáóäèëî êîìïîçèòîðîâ ê ïðåä-
ñòàâëåíèþ èõ íà ñöåíå è â ìóçûêå. Îëèìïèéñêàÿ òåìà â òå âðåìåíà íå

3 Ïîäðîáíåå ñì. îá ýòîì: Õèëüêî 2014.
4 Íàçîâåì Îëèìïèàäû  Àíòîíèî Êàëüäàðû, Àíòîíèî Âèâàëüäè, Äæîâàííè

Áàòèñòà Ïåðãîëåçè, Èîãàííà Àäîëüôà Õàññå, Éîçåôà Ìûñëèâå÷åêà, Äîìåíèêî
×èìàðîçû è ìíîãèõ äðóãèõ.
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èìåëà åùå ñîáñòâåííî ñïîðòèâíûõ êîííîòàöèé è òðàêòîâàëàñü êàê âà-
ðèàíò ãåðîè÷åñêîé.

Ê êîíöó XIX  âåêà âçãëÿä åâðîïåéöåâ íà ñïîðòèâíóþ äåÿòåëüíîñòü
ñòàë èíûì. Çàíÿòèÿ ñïîðòîì â ðàçíûõ åãî ôîðìàõ îñîçíàâàëèñü â êà÷å-
ñòâå çíà÷èìîãî ýëåìåíòà îáùåé êóëü òóðû. Èíòåðåñ ìîëîäîãî Ýðèêà Ñàòè
ê àíòè÷íûì àãîíàì áûë îáó ñëîâëåí òàêæå âïå÷àòëèâøèìè Åâðîïó ó ñïå-
õàìè àðõåîëîãîâ – â ÷àñòíîñòè, íàõîäêàìè Ýðíñòà Ê óðöèóñà (Ernst
Curtius) íà òåððèòîðèè Äðåâíåé Îëèìïèè â ïåðèîä ñ 1875 ïî 1881 ãîä.

Ýðèê Ñàòè â îòëè÷èå îò êîìïîçèòîðîâ ïðåäøåñòâóþùåãî ñòîëåòèÿ
ðåøèëñÿ èçîáðàçèòü â ìóçûêå êðàñîòó ãèìíàñòè÷åñêèõ äâèæåíèé5.

Òðè ãèìíîïåäèè  – îðèãèíàëüíûé äëÿ ñâîåãî âðåìåíè öèêë, îáúåäè-
íåííûé ñêâîçíûì âàðèàíòíûì ðàçâèòèåì âàëüñîâîé òåìû. Â íåì íåò
êîíòðàñòîâ. ßñíî îùóùàåìàÿ âàëüñîâàÿ îñíîâà äîïîëíÿåòñÿ âûðàçèòåëü-
íûìè ýëåìåíòàìè äðóãîãî òðåõäîëüíîãî òàíöà – ñàðàáàíäû. Îá ýòîì
ñâèäåòåëüñòâóþò ìåäëåííûé òåìï ( Lent), õàðàêòåð èñïîëíåíèÿ ( dou-
loureux, triste, grave), îñòèíàòíûé ðèòì àêêîìïàíåìåíòà ñ ñèíêîïîé íà
âòîðîé äîëå. Íåîæèäàííîå ñî÷åòàíèå îòäàëåííûõ âî âðåìåíè òàíöåâ
âûçâàíî æåëàíèåì êîìïîçèòîðà ó ñèëèòü ñòåïåíü ïëàâíîñòè ïåðåäàâàå-
ìûõ â ìóçûêå äâèæåíèé.

à) Ãèìíîïåäèÿ ¹ 1 6

á) Ãèìíîïåäèÿ  ¹ 2

5 Â 2013 ãîäó Ìîíðåàëüñêàÿ òðóïïà Ìàðè Øóèíàð ( Marie Chouinard), èçâåñò-
íàÿ ñâîèìè àâàíãàðäíûìè ïîñòàíîâêàìè, ïðåäñòàâèëà áàëåòíûé íîìåð äëÿ 11-
òè òàíöîâùèêîâ íà ýòó ìóçûêó Ýðèêà Ñàòè.

6 Â ïðèìåðàõ à, á, â ïðåäñòàâëåíû ôðàãìåíòû, âêëþ÷àþùèå âñòóïëåíèå è ïåð-
âîå ýêñïîçèöèîííîå ïîñòðîåíèå.
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â) Ãèìíîïåäèÿ  ¹ 3

Ïðèìåð 1.  Òðè ãèìíîïåäèè

Èñïîëüçîâàíèå ñàðàáàíäû ïîçâîëÿåò êîìïîçèòîðó ñîçäàòü îáðàç «èç
äàëåêîãî ïðîøëîãî». Ýòîìó æå ñïîñîáñòâóþò òèõîå çâó÷àíèå, ìîäàëü-
íûå îáîðîòû â ãàðìîíèè, òðèõîðäû è òåòðàõîðäû â ìåëîäèè.

Ïëàñòè÷íîñòü ìåëîäè÷åñêîé ëèíèè ñîçäàåòñÿ «çðèìûìè» âîñõîæ-
äåíèÿìè è ñïàäàìè. Ïðîäîëæèòåëüíûå îñòàíîâêè íà òÿíóùèõñÿ çâóêàõ
ôðàãìåíòèðóþò ïðîöåññ ðàçâåðòûâàíèÿ, â ðåçóëüòàòå ÷åãî ðàâíîìåðíîå
âîëíîîáðàçíîå äâèæåíèå äåëèòñÿ íà ôàçû, «îòìåðÿþùèå » âðåìÿ èñïîë-
íåíèÿ îäíîãî ãèìíàñòè÷åñêîãî ýëåìåíòà.

Äëèòåëüíîå îñòèíàòî êâàðòî-êâèíòîâûõ øàãîâ áàñà â ìåäëåííîì
òåìïå â óñëîâèÿõ ñëàáîé ãàðìîíè÷åñêîé ôóíêöèîíàëüíîñòè 7 ïåðåäàåò
íåîáû÷íîå äëÿ âàëüñà êà÷àíèå è äëèòåëüíîå ïðåáûâàíèå íà ìåñòå. Ã ðà-
ôè÷íàÿ ôàêòóðà îáåñïå÷èâàåò îò÷åòëèâîå ïðîñëóøèâàíèå âûðàçèòåëü-
íîãî êîíòðàïóíêòà ëåãêîé, ãèáêîé, ôðàãìåíòèðîâàííîé ìåëîäèè â âû-
ñîêîì ðåãèñòðå è òÿæåëîãî, áàëàíñèðóþùåãî áàñà.

Ïîäîáíûìè ïðèåìàìè  Ñàòè îñëàáèë äèíàìè÷íîñòü è ýìîöèîíàëü-
íîñòü âàëüñà, íî ïîä÷åðêíóë åãî ïëàâíîñòü. Îí ñîçäàë ýôôåêò çàìåäëåí-
íîãî äâèæåíèÿ, ïðè êîòîðîì ñëóøàòåëü çàâîðîæåíî ñëåäèò çà ñïó ñêàìè
è ïîäúåìàìè ìåëîäè÷åñêîé ëèíèè, íàñëàæäàåòñÿ ñìåíàìè òåðïêèõ ñåï-
òàêêîðäîâ, ïåðåäàþùèõ ýíåðãèþ òîë÷êà îò áàñà â ìåëîäèþ. Êîíòðàñò
èíòîíàöèîííîé àêòèâíîñòè â âåðõíåì è íèæíåì ñëîÿõ ôàêòóðû, ÷åðå-
äîâàíèå ãàðìîíè÷åñêèõ íàïðÿæåíèé è ðàññëàáëåíèé ïðèçâàíû èçîáðà-
çèòü, ñîãëàñíî ïðîãðàììå, ïëàñòè÷íûå äâèæåíèÿ ñïàðòàíñêèõ þíîøåé.

7 Â ãàðìîíèçàöèè ìåëîäèè êîìïîçèòîð èñïîëüçó åò ìÿãêî äèññîíèðóþùèå ïî-
áî÷íûå ñåïòàêêîðäû, ëèøåííûå îñòðîòû òÿãîòåíèé.
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Âàæíî çàìåòèòü, ÷òî â ýòîé ëèøåííîé äèíàìèçìà ìóçûêå ìîëîäîé
êîìïîçèòîð âîïëîòèë èäåþ ñîñòÿçàíèÿ. Íåñìîòðÿ íà ñõîäñòâî , ãèìíî-
ïåäèè ðàçëè÷àþòñÿ ÷àñòîòîé è ãëóáèíîé öåçóð â ìåëîäèè. Â ôèíàëüíîé
ïüåñå îñòàíîâîê ìåíüøå, ÷åì â äâóõ ïðåäûäóùèõ, è îíè êîðî÷å. Îò ýòîãî
ôðàçû ðàçðàñòàþòñÿ, ìåëîäèÿ îáðåòàåò áî ëüøóþ øèðîòó äûõàíèÿ 8.

Äëÿ ìóçûêàëüíîãî âîïëîùåíèÿ ãèìíàñòè÷åñêîãî îáðàçà Ñàòè âïåð-
âûå èñïîëüçîâàë àíàëèòè÷åñêèé ïîäõîä. Â òàíöåâàëüíûõ ôîðìóëàõ âàëüñà
è ñàðàáàíäû îí âûäåëèë è ó ñèëèë ïîñðåäñòâîì çíà÷èòåëüíîãî çàìåäëå-
íèÿ ñêîðîñòè è ðàçíîïëàíîâûõ ïîâòîðåíèé íåîáõîäèìóþ õàðàêòåðèñ-
òèêó – ïëàâíîñòü. Äëèòåëüíàÿ êîíöåíòðàöèÿ âíèìàíèÿ íà îäíîì òèïå
äâèæåíèÿ, åãî õàðàêòåðíîñòü è êðàñîòà ñïîñîáñòâîâàëè ñîçäàíèþ íåîá-
õîäèìîãî êîìïîçèòîðó ýôôåêòà êàðòèííîñòè 9.

Êàðòèíà-äâèæåíèå, î êîòîðîé ìîæíî ãîâîðèòü óæå íà ïðèìåðå ýòîãî
ñî÷èíåíèÿ, ñòàíåò æàíðîâîé îñíîâîé ñïîðòèâíûõ ñêåðöî ÕÕ âåêà. Ïî-
ðàçèòåëüíî, ÷òî çà 7 ëåò äî ïîÿâëåíèÿ ïåðâûõ ôèëüìîâ áðàòüåâ Ëþìüåð
(Lumi ère) Ñàòè â ñâîåì öèêëå ïîñòðîèë ìóçûêàëüíîå èçîáðàæåíèå ïî
êèíåìàòîãðàôè÷åñêèì çàêîíàì, èñïîëüçó ÿ «âîñïðîèçâåäåíèå â ðåæèìå
slow motion», «êðóïíûé ïëàí ñúåìêè».

Ïðè ñî÷èíåíèè äðóãîãî ñïîðòèâíîãî îïó ñà – öèêëà ìèíèàòþð Ñïîðò
è ðàçâëå÷åíèÿ (1914) – êîìïîçèòîð ðàñøèðèë àðñåíàë êèíåìàòîãðàôè-
÷åñêèõ ïðèåìîâ. Çäåñü óæå ñêàçàëñÿ íàêîïëåííûé îïûò òàïåðñêîé ðà-
áîòû.

Ôîðòåïèàííûé àëüáîì Ñàòè Ñïîðò è ðàçâëå÷åíèÿ – ñî÷èíåíèå, ïî-
êàçàòåëüíîå äëÿ ôðàíöóçñêîé êóëüòóðû íà÷àëà ÕÕ âåêà. Îá ýòîì ñâèäå-
òåëüñòâóåò èñòîðèÿ åãî ñîçäàíèÿ.

Â ñâîèõ Ìåìóàðàõ ñòðàäàþùåãî àìíåçèåé  îò 15 ôåâðàëÿ 1913 ãîäà îí
íàïèñàë: «Â òå÷åíèå äîëãîãî âðåìåíè ÿ ÿâëÿþñü ïîñòîÿííûì ïîäïèñ÷è-
êîì æóðíàëà ìîä » (Ñàòè, Õàíîí 2 010: 254). Îïèñàííàÿ ñèòóàöèÿ, ñêîðåå
âñåãî íå ñîîòâåòñòâóþùàÿ äåéñòâèòåëüíîñòè, íåêîòîðîå âðåìÿ ñïó ñòÿ

8 Â óñëîâèÿõ âîñïðèÿòèÿ ïðîãðàììíîé ìóçûêè ìîæíî äîïó ñòèòü, ÷òî èçîáðà-
æåííûé â ýòîé ÷àñòè ãèìíàñò ìåíåå äðóãèõ íóæäàåòñÿ â ÷àñòîì è ïðîäîëæè-
òåëüíîì îòäûõå, ïîñêîëüêó îáëàäàåò ëó÷øåé ôèçè÷åñêîé ôîðìîé.

9 Îòñóòñòâèå â Òðåõ ãèìíîïåäèÿõ Ñàòè ïðèâû÷íîãî äëÿ ñþèòû êîíòðàñòà è ñîîò-
âåòñòâóþùåãî âðåìåíè êà÷åñòâà ôîðòåïèàííîãî ïèñüìà íå ïîçâîëèëî ñîâðåìåí-
íèêàì â ïîëíîé ìåðå îöåíèòü ïåðñïåêòèâíîñòü ýòîãî õóäîæåñòâåííîãî ýêñïå-
ðèìåíòà, õîòÿ åãî îòãîëîñêè áóäóò ñëûøíû â ñî÷èíåíèÿõ äðóãèõ ôðàíöóçñêèõ
êîìïîçèòîðîâ, ïðåäñòàâëÿþùèõ òàíöåâàëüíîñòü ñêâîçü ïðèçìó êàðòèííîñòè –
Äåëüôèéñêèõ òàíöîâùèöàõ (Danseuses de Delphes) Êëîäà Äåáþññè, Ïàâàíå
(Pavana) è Áîëåðî (Bolero) Ìîðèñà Ðàâåëÿ è äðóãèõ.
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ñïåöèôè÷åñêèì îáðàçîì ðåàëèçîâàëàñü â æèçíè êîìïîçèòîðà. Â ôåâðàëå
1914 ãîäà èçâåñòíûé ïàðèæñêèé èçäàòåëü ìîäíûõ ãàçåò è æóðíàëîâ Ëþ-
ñüåí Ôîãåëü (Lucien Vogel) äëÿ ïîâûøåíèÿ ïîïóëÿðíîñòè ñâîåé ïðî-
äóêöèè çàäóìàë ðåêëàìíóþ àêöèþ. Îí îáðàòèëñÿ ê Èãîðþ Ñòðàâèíñêîìó
ñ ïðåäëîæåíèåì íàïèñàòü êîðîòêèå ôîðòåïèàííûå ïüåñû äëÿ ñîïðîâîæ-
äåíèÿ ñåðèè ðèñóíêîâ îäíîãî èç ñâîèõ õóäîæíèêîâ – Øàðëÿ Ìàðòåíà
(Charles Martin). Ñòðàâèíñêîãî íå ó ñòðîèëà âåëè÷èíà ãîíîðàðà, è îí îò-
êàçàëñÿ. Òîãäà îäèí èç äèçàéíåðîâ Ôîãåëÿ, Âàëåíòèíà Ã ðîññ (Valentine
Gross), ïðåäëîæèëà îáðàòèòüñÿ ê Ñàòè. Ñîãëàñèå êîìïîçèòîðà áûëî ïî-
ëó÷åíî, è ê ëåòó 1914 ãîäà ïîÿâèëñÿ èëëþñòðèðîâàííûé àëüáîì Ñïîðò è
ðàçâëå÷åíèÿ ñ ðèñóíêàìè Ìàðòåíà, à òàêæå ìóçûêîé è êàëëèãðàôèåé
Ñàòè10.

Â ýòîì ìåæñåìèîòè÷åñêîì ïðîåêòå êîìïîçèòîð äîëæåí áûë âûñòó-
ïèòü èëëþñòðàòîðîì ê êàðòèíêàì Ìàðòåíà, íî îí äîáàâèë â íîòíûé òåêñò
«òèòðû» – ñîáñòâåííûé ñëîâåñíûé êîììåíòàðèé 11. Â ðåçóëüòàòå ïîëó-
÷èëñÿ õóäîæåñòâåííî ñàìîñòîÿòåëüíûé öèêë ôîðòåïèàííûõ ìèíèàòþð
ñ äâîéíîé – èçîáðàçèòåëüíîé è ëèòåðàòóðíîé – ïðîãðàììîé 12.

21 ìèíèàòþðà ôîðòåïèàííîãî àëüáîìà ïðåäñòàâëÿåò ìóçûêàëüíûå
çàðèñîâêè íà òåìó äîñóãà åâðîïåéñêîãî ãîðîæàíèíà ñðåäíåãî êëàññà –
ïîòåíöèàëüíîãî ïîäïèñ÷èêà æóðíàëîâ ìîä, êîòîðûé ãóëÿåò â ïàðêàõ,
åçäèò íà ìîðå, èãðàåò â èãðû, çàíèìàåòñÿ ñïîðòîì, ïîñåùàåò òåàòðû, êà-
áàðå. Çàìåòèì, ÷òî ê 1914 ãîäó ñïîðò ñòàíîâèòñÿ ýëåìåíòîì áûòà íå òîëüêî
àíãëèéñêèõ äæåíòëüìåíîâ, íî è æèòåëåé ìíîãèõ åâðîïåéñêèõ ñòðàí.
Ïðîöèòèðó åì Ìåìóàðû  Ñàòè:

«Íàñòîÿùèé õóäîæíèê äîëæåí ïðåäåëüíî ñòðîãî ðåãëàìåíòèðîâàòü
ñâîþ æèçíü.  Âîò, çäåñü íàõîäèòñÿ òî÷íûé ãðàôèê ìîèõ åæåäíåâíûõ äåé-
ñòâèé: Ïîäú¸ì: â 7 ÷. 18 ìèí. Ïåðâîå âäîõíîâåíèå: îò 10.23 äî 11.47. Çàòåì,
ÿ ïîñëåäîâàòåëüíî çàâòðàêàþ â 12.11 è àêêóðàòíî âñòàþ èç-çà ñòîëà â 12.14.
Îçäîðîâèòåëüíàÿ ïðîãóëêà âåðõîì ïî ãëàâíûì àëëåÿì ìîåãî ïàðêà îò

10 Ñì. ïîäðîáíåå: Munro, Ian. All about Erik . http://ianmunro.w ordpress.com/
2011/06/30/all-about-erik/ [ïðîñìîòð 1 àâãó ñòà 2014].

11 Ââåäåíèå â íîòíûé òåêñò ìíîæåñòâà ðåìàðîê ê ìîìåíòó ñîçäàíèÿ ýòîãî
öèêëà ñòàëî óæå òèïè÷íûì äëÿ êîìïîçèòîðà. Íàçîâåì äëÿ ïðèìåðà ôîðòåïèàí-
íûå öèêëû Àâòîìàòè÷åñêèå íàäïèñè  (Descriptions automatiques), Òðè çàñóøåí-
íûõ ýìáðèîíà  (Embryons desséchés) è äðóãèå.

12 Ïîäãîòîâëåííîå â 1914 ãîäó èçäàíèå èç-çà ôèíàíñîâûõ ïðîáëåì íå áûëî
îïóáëèêîâàíî. Åãî âûõîä îñóùåñòâèëñÿ â 1923 ãîäó . Âðåìÿ èçìåíèëî ýñòåòèêó è
âêóñû ÷èòàòåëåé ìîäíûõ æóðíàëîâ, ïîýòîìó Ìàðòåí ïåðåäåëàë âñå ñâîè ðèñóí-
êè â äóõå êóáèçìà. Â òàêîì âèäå îíè ñòàëè áîëüøå ñîîòâåòñòâîâàòü ìóçûêå Ñàòè.
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13.19 äî 14.53. Î÷åðåäíîå âäîõíîâåíèå îò 15.12 äî 16.07.  Ðàçëè÷íûå âàæ-
íûå çàíÿòèÿ: (ôåõòîâàíèå, ìûøëåíèå, íåïîäâèæíîñòü, âèçèòû, ñîçåð-
öàíèå, ëîâêîñòü ðóê, áåãëîñòü, ïëàâàíèå è ò.ä.) îò 16.21 äî 18.47 âêëþ÷è-
òåëüíî » (Ñàòè, Õàíîí 2010: 254).

Â àñïåêòå ðàññìàòðèâàåìîé òåìû íàèáîëüøèé èíòåðåñ ïðåäñòàâëÿ-
þò ïüåñû Ãîíêè  (Les courses), Ãîëüô (Le golf) è Òåííèñ  (Le tennis).

Â îòëè÷èå îò Ãèìíîïåäèé , âîñïåâàþùèõ êðàñîòó òåëåñíîãî äâèæå-
íèÿ, â Ñïîðòå  è ðàçâëå÷åíèÿõ Ñàòè ïèøåò ìóçûêàëüíûå øàðæè. Îí ñî-
çäàåò ÿðêèé îáðàç íåñêîëüêèìè õàðàêòåðíûìè øòðèõàìè. Ã ðàôè÷íàÿ
ìóçûêàëüíàÿ òêàíü ìèíèàòþð îðãàíèçîâàíà êàê ãîìîôîííî-ïîëèôîíè-
÷åñêîå äâóõ- èëè òðåõãîëîñèå. Îíà ñëîæåíà èç êðàòêèõ ïîñòðîåíèé, ïå-
ðåäàþùèõ õàðàêòåðíûé äëÿ èçîáðàæàåìîãî âèäà ñïîðòà òèï äâèæåíèé:
«ïîäïðûãèâàþùàÿ» òåìà â Òåííèñå, «áåãóùàÿ» ôèãóðàöèÿ â Ãîíêàõ , ðèò-
ìîôîðìóëà ôîêñòðîòà â Ãîëüôå. Â îñíîâå êàæäîé ïüåñû ïðèñóòñòâó åò
èíòîíàöèîííàÿ ôîðìóëà, èç êîòîðîé ôîðìèðóþòñÿ íåÿðêèå ìåëîäè÷åñ-
êèå ðåëüåôû è ôèãóðàöèîííûå ÿ÷åéêè. Èõ ñâîáîäíûå êîìáèíàöèè îðãà-
íèçóþò êîìïîçèöèè ñ ýëåìåíòàìè ïîëèîñòèíàòíîñòè.

ßðêèé ïðèìåð ïîäîáíîé îðãàíèçàöèè íàõîäèì â ïüåñêå Ãîíêè .

Ïðèìåð 2.  Ãîíêè  (ôðàãìåíò ôàêñèìèëå ïå ðâîãî èçäàíèÿ)

Çâóêîèçîáðàçèòåëüíàÿ ÿ÷åéêà ôèãóðàöèè â áàñó ôîðìèðóåò îãðàíè-
÷åííûé íàáîð èíòîíàöèé, ñðåäè êîòîðûõ âåäóùåå ìåñòî çàíèìàåò ñåêóí-
äîâûé õîä. Åãî òåññèòóðíûå ïåðåìåùåíèÿ â ðèòìè÷åñêèõ è ôàêòóðíûõ
âàðèàíòàõ ñîçäàþò ïàíîðàìíûé ýôôåêò äâèæóùèõñÿ â ïðîñòðàíñòâå
ñõîäíûõ îáúåêòîâ.

Ýòîìó æå ñïîñîáñòâó åò ïîëèôîíè÷åñêîå òðåõãîëîñèå, îáðàçîâàííîå
ôèãóðàöèîííûìè êîíòðàïóíêòàìè. Ðàññëîåíèå ôàêòóðû ïîä÷åðêíóòî è
ãàðìîíè÷åñêèì ñîîòíîøåíèåì ëèíèé, â êîòîðîì íå âñåãäà ïðèñóòñòâó åò
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ôóíêöèîíàëüíîå åäèíñòâî. Èçìåíåíèå êîëè÷åñòâà ãîëîñîâ ìîæåò áûòü
óïîäîáëåíî äâèæåíèþ êàìåðû, ôèêñèðóþùåé ðàçíûå ìîìåíòû ãîíêè,
ïåðåâîäÿùåé ãëàç íàáëþäàòåëÿ îò «ñðåäíåãî ïëàíà» ê «îáùåìó» è íà-
îáîðîò .

Îñòðîóìíî ïîêàçàíà ñèòóàöèÿ, êîãäà îäèí èç ó÷àñòíèêîâ äîïó ñêàåò
îøèáêó (ñîãëàñíî ðåìàðêå, îí íå ìîæåò âçÿòü áàðüåð). Ñàòè èñïîëüçó åò
âûðàçèòåëüíîñòü ïîëèòîíàëüíîãî íàëîæåíèÿ: îñòèíàòíûé ãîëîñ îðèåí-
òèðîâàí íà e-moll/ dur, à äëèííûé ïàññàæ, åäèíñòâåííûé ðàç ïîÿâèâøèéñÿ
â ïüåñå, ïðåäñòàâëÿåò ãàììó B-dur. Êîìïîçèöèîííûé ïðîöåññ ïîëèîñòè-
íàòíîé êðåùåíäèðóþùåé ôîðìû çàâåðøàåòñÿ ïîÿâëåíèåì ìåëîäè÷åñêîãî
ðåëüåôà â êà÷åñòâå «ðåïëèêè áîëåëüùèêîâ» è, îäíîâðåìåííî, ñèìâîëà
ïîáåäû – ýòî êðàòêàÿ öèòàòà èç Ìàðñåëüåçû. Ââåäåíèå ÿðêîãî ìåëîäè÷åñ-
êîãî ìàòåðèàëà íå ñîçäàåò âïå÷àòëåíèÿ êîëëàæà, ïîñêîëüêó ìåëîäèÿ èç-
âåñòíîé ïåñíè âûðàñòàåò èç èíòîíàöèé «áàçîâîãî íàáîðà» h–e–fis–cis.

Íå ìåíåå èçîáðåòàòåëüíî â ìóçûêå ôðàíöóçñêîãî êîìïîçèòîðà ïî-
êàçàíà èãðîâàÿ ñèòóàöèÿ â òåííèñå. Èçîáðàæàÿ òåííèñíûé ñåò, Ñàòè ìîã
îïèðàòüñÿ íà îïûò Äåáþññè. Ïðèìåðíî çà ãîä äî ïîÿâëåíèÿ àëüáîìà
Ñïîðò è ðàçâëå÷åíèÿ, 15 ìàÿ 1913 ãîäà, â Ïàðèæå ñîñòîÿëàñü ïðåìüåðà
áàëåòà Èãðû, ñþæåòíàÿ îñíîâà êîòîðîãî áûëà ñâÿçàíà ñ òåííèñíîé èãðîé.
Ïîäïðûãèâàíèå, âðàùåíèå, ïîëåò , óäàð – ýòè ôîðìû äâèæåíèÿ òåííèñ-
íîãî ìÿ÷à îïðåäåëèëè õàðàêòåð ìóçûêè Äåáþññè.

Â Òåííèñå Ñàòè îñíîâó âûðàçèòåëüíîñòè çàäàåò êðàòêàÿ «ïîäïðûãè-
âàþùàÿ» òåìà â áàñó, âîçìîæíî, èìèòèðóþùàÿ ðàçìèíêó òåííèñèñòîâ
ïåðåä ïîäà÷åé ìÿ÷à.

Ïðèìåð 3.  Òåííèñ  (ôðàãìåíò ôàêñèìèëå ïå ðâîãî èçäàíèÿ)

Åå ðèòìè÷åñêèé ðèñóíîê áóäåò èñïîëüçîâàí â äàëüíåéøåì è êàê
ðèòìîôîðìóëà. Èìåííî îíà áóäåò ôîðìèðîâàòü îñòèíàòíûé ñëîé ôàê-
òóðû. Ýïèçîä, ïîñòðîåííûé íà àêöåíòíîì âàðüèðîâàíèè è ïîëèìåòðè-
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÷åñêîì ðàññëîåíèè ðèòìîôîðìóëû (â äóõå äæàçîâûõ êîìïîçèöèé), îáî-
çíà÷èò ñàìûé íàïðÿæåííûé ìîìåíò èãðû. Ìåëüêàíèå òåìû â ðàçíûõ
ðåãèñòðàõ, ìîíòàæíîñòü â ñîåäèíåíèè ïîñòðîåíèé – âñå ýòî íàïðàâëåíî
íà ïåðåäà÷ó â ìóçûêå õàðàêòåðíîãî èãðîâîãî äâèæåíèÿ: ïåðåäà÷è ìÿ÷à
îò îäíîãî òåííèñèñòà ê äðóãîìó .

Â îðãàíèçàöèè ìóçûêàëüíîé òêàíè Ãîëüôà ìíîãîå ïîâòîðÿåòñÿ: ïî-
ëèîñòèíàòíûé êðåùåíäèðóþùèé òèï êîìïîçèöèè, ñîåäèíåíèÿ –
«ñêëåéêè», èíòîíàöèîííîå ïîäîáèå ìàòåðèàëà.

Ïðèìåð 4.  Ãî ëüô (ôðàãìåíò ôàêñèìèëå ïå ðâîãî èçäàíèÿ)

Ñïåöèôèêà èãðîâûõ äâèæåíèé â ãîëüôå íå èìååò õàðàêòåðíîñòè,
íåîáõîäèìîé äëÿ ïåðåäà÷è â ìóçûêå, ïîýòîìó Ñàòè ðåøèë ñîçäàòü ìóçû-
êàëüíûé øàðæ íà èãðîêà. Ñàòèðè÷åñêèå ñòðåëû ôðàíöóçñêîãî êîìïî-
çèòîðà áûëè íàïðàâëåíû íà ïðåäñòàâèòåëÿ Ò óìàííîãî Àëüáèîíà ñ åãî
÷îïîðíîñòüþ, òðàäèöèîííîñòüþ. Çäåñü îñîáåííî âàæíà ðîëü ñëîâåñíîãî
êîììåíòàðèÿ, ïðåäñòàâëÿþùåãî ðåïëèêè çðèòåëüíèö, ìàëî îòíîñÿùèåñÿ
ê ïðîöåññó èãðû: «Ïîëêîâíèê íàäåë êîñòþì èç øîòëàíäñêîãî òâèäà èí-
òåíñèâíîãî çåëåíîãî öâåòà. Îí ñòàíåò ïîáåäèòåëåì. Åãî êýääè òàñêàåò çà
íèì ñóìêè. Îáëàêà â èçóìëåíèè. Ëóíêè òðåïåùóò . Ïîëêîâíèê íà ìåñòå.
Âîò óäàð, îáåñïå÷èâøèé ïîáåäó: åãî êëóá ñ áëåñêîì âûèãðàë!» 13.

Äëÿ ñîçäàíèÿ ïîðòðåòíîé õàðàêòåðèñòèêè ïîòðåáîâàëñÿ ðåëüåôíûé
òåìàòèçì. Ãëàâíîãî ãåðîÿ îëèöåòâîðÿåò ôîêñòðîòíûé ìîòèâ, íàïîìèíàþ-
ùèé èçâåñòíûé äæàçîâûé ñòàíäàðò Âèíñåíòà Þìàíñà ( Vincent Youmans)
×àé âäâî¸ì (Tea for Two)14. Ñàòè èçîáðàçèë öåðåìîííîãî àíãëèéñêîãî

13 Ïåðåâîä ñ ôðàíöóçñêîãî Àíàñòàñèè Êîøåëåâîé.
14 Ñêàæåì ñðàçó, ÷òî çäåñü íåò öèòàòû, ïîñêîëüêó ïåñåíêà ×àé âäâî¸ì äëÿ áðîä-

âåéñêîãî ìþçèêëà Íåò, íåò, Íàíåòòà  (No, No, Nanette ) áóäåò ñîçäàíà Þìàí-
ñîì òîëüêî â 1924 ãîäó .
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ïîëêîâíèêà ïîñðåäñòâîì ìîäíîãî àìåðèêàíñêîãî òàíöà, íå òàê äàâíî
çàâîåâàâøåãî Åâðîïó . Èðîíèÿ çàêëþ÷åíà â íåñîâïàäåíèè ëåãêîìûñëåí-
íîãî ôîêñòðîòíîãî ìîòèâ÷èêà ñ õàðàêòåðîì èñïîëíåíèÿ «âîçâûøåííî»
(Exalté). Ðàçíîîáðàçèå øòðèõîâ, èõ êîíòðàñòíîå ñî÷åòàíèå â äâóõãîëî-
ñèè ãîìîôîííîãî òèïà èãðàåò âàæíóþ ðîëü â ñîçäàíèè ìóçûêàëüíîãî
øàðæà. Ñîçíàòåëüíî íàðóøàåìàÿ îðãàíè÷íîñòü òàíöåâàëüíîãî äâèæå-
íèÿ, ïðèäàíèå åìó óãëîâàòîñòè, íåëîâêîñòè îòâå÷àåò õóäîæåñòâåííîé
çàäà÷å. Èçîáðàæåíèå ñïåöèôè÷åñêèõ èãðîâûõ äâèæåíèé – óäàðà ïî ìÿ÷ó
è åãî ïîëåòà â ëóíêó – ñòàíîâèòñÿ êóëüìèíàöèåé, çàâåðøàþùåé ïüåñó .

Ïîäâîäÿ èòîãè, ñêàæåì, ÷òî â ñâîèõ ñïîðòèâíûõ îïó ñàõ Ñàòè âïåð-
âûå â åâðîïåéñêîé ìóçûêå ðàçíîîáðàçíî ïðåäñòàâèë «ãðàöèþ íîâûõ äâè-
æåíèé» (Ãèéîì Àïîëëèíåð) 15. Îí âîñïðîèçâåë ñïîðòèâíóþ ïëàñòèêó ,
èñïîëüçó ÿ â êà÷åñòâå îñíîâû òàíöåâàëüíîñòü è çâóêîèçîáðàçèòåëüíóþ
ìîòîðèêó . Â Ñïîðòå è ðàçâëå÷åíèÿõ îí ýñêèçíî íàìåòèë ïðèíöèïû ìîäå-
ëèðîâàíèÿ èãðîâîãî ïðîöåññà è ñîçäàíèÿ ìóçûêàëüíîé ïàíîðàìû
ñïîðòèâíîãî ñîñòÿçàíèÿ. Ïîäîáíûå ïðèíöèïû ïîñòðîåíèÿ ìóçûêàëü-
íîãî òåêñòà ñòàíóò áàçîâûìè äëÿ ñïîðòèâíûõ îïó ñîâ Àðòþðà Îíåããåðà,
Äàðèóñà Ìèéî, Áîãó ñëàâà Ìàðòèíó , Äìèòðèÿ Øîñòàêîâè÷à è Ìàéêëà
Íàéìàíà ( Michael Nyman).

Ýðèê Ñàòè â ñâîèõ ýêñïåðèìåíòàõ ñî ñïîðòèâíîé òåìîé ðàäèêàëüíî
ïåðåîñìûñëèë òðàäèöèè ðîìàíòè÷åñêîé ïðîãðàììíîñòè XIX âåêà è îòêðûë
àâàíãàðäíûå äëÿ ñâîåãî âðåìåíè ñðåäñòâà âûðàçèòåëüíîñòè è ôîðìîîáðà-
çîâàíèÿ. Íàìå÷åííûå â åãî ñî÷èíåíèÿ èäåè ïîëó÷àò ñâîå ïðîäîëæåíèå
â óðáàíèñòè÷åñêèõ, íåîêëàññè÷åñêèõ, ìèíèìàëèñòñêèõ îïó ñàõ ÕÕ âåêà.

Sports Opuses of Erik Satie: A Look into the Future

Natalia Khilko
Summary

The interest of European composers in sports images grew in the first
third of the 20 th century. The significant compositions were created by Claude
Debussy, Arthur Honegger, Darius Milhaud. In the works dedicated to sports
games they formed a new genre variety – sports scherzo. Paying a tribute to
their artistic achievements, we should not forget about Erik Satie’s creative
discoveries. In his instrumental compositions on sports theme – Trois gymno-
pédies (1888), Sport et divertissements (1914), he opened up new expressiveness
of genres.

15 Öèò. ïî: Lifar 1950: 222.
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The Greek name of the piano Suite Trois gymnopédies refers to the
rituals of the Hellenistic world. One of them existed in ancient Sparta and
was famous for young men’s gymnastic competitions. Satie embodied the
beauty of smooth, rhythmic movements by combining the expressiveness of
waltz and sarabande. A slow tempo, quiet sound, ostinato, modal elements
in harmony weakened the dynamism and emotion of the dance, but did not
affect its basic properties – smoothness and the latitude of movements. He
united three parts îf this suite into a whole by using variant development.
The lack of events, long-term focus on one type of motion, its character and
beauty contributed to the emergence of the effect of a painting. The motion-
based musical picture would become the further basis of all sports scherzo.

Satie’s Piano album Sport et divertissements is the first music Vernissage
on the theme of sports. The composer added verbal remarks to the musical
text, which reproduce the replicas of the participants of the competitions,
the comments of the public. The two-voice texture of these pieces consists of
the motifs imitating sports movements. Each piece contains the tone-formula
from which the motifs and the figuration elements are formed. Free combina-
tion of these sound elements arranges the composition with ostinato elements.
Such organization of a musical text became typical of sports compositions
of the 20th century.

Key words: Erik Satie, Trois gymnopédies, Sport et divertissements,
sports scherzo.
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ìóçûêå: îò áîãèíè äî êðåñòüÿíêè

Dr. art. Èðèíà Ãîðíàÿ
Ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé

êîíñåðâàòîðèè èì.  Àëåêñàíäðà Ãëàçóíîâà

Ôîðìèðîâàíèå íàöèîíàëüíîãî ñàìîñîçíàíèÿ ôèííîâ, ñòàíîâëåíèå
èõ êóëüòóðíûõ òðàäèöèé ïðîõîäèëî ïðè íåîáû÷àéíî àêòèâíîì ó÷àñòèè
æåíùèí èç âñåõ ñëîåâ îáùåñòâà. Ïîäâèæíè÷åñêàÿ äåÿòåëüíîñòü ïåâèö
Ñåëìû Ìàðèè Êàÿíó ñ (Selma Maria Kajanus), Èäû Ìàòèëüäû Áàçèëüåð-
Ìàãåëññåí ( Ida Mathilda Basilier-Magelssen), Àëüìû Ôîñòð¸ì  (Alma
Fohström), Àéíî Àêòå ( Aino Ackt é), Èäû Ýêìàí ( Ida Ekman), àêòðèñû
Èäû Ààëáåðã (Ida Aalberg), ïåðåâîä÷èöû è ïèñàòåëüíèöû Àííû Õåëüìè
Êðîí ( Anni Helmi Krohn ), õóäîæíèöû Ìàðèè Âèéê ( Maria Wiik ) ïðè-
íåñëà áîãàòûå ïëîäû â èñêó ññòâå è â ïðîñâåùåíèè.

Áîðüáà Ìèííû Êàíò ( Minna Canth)1 çà æåíñêîå ðàâíîïðàâèå, åå ïüåñû
è ñòàòüè î äâîéíîé ìîðàëè, î áðàêå è ïîä÷èíåííîì ïîëîæåíèè æåíùèíû,
íàïèñàííûå â 80-õ ãîäàõ XIX  âåêà, ïîìîãëè ìíîãèì ïðåäñòàâèòåëüíè-
öàì ïðåêðàñíîãî ïîëà ïîíÿòü ñåáÿ, íàéòè ñâîé ïóòü â æèçíè. Ò àëàíò,
òðóäîëþáèå è óïîðñòâî ïîçâîëèëè íåêîòîðûì ôèíñêèì æåíùèíàì óæå
íà çàðå ÕÕ âåêà çàíÿòü ìåñòî âëàñòèòåëüíèö äóì. Ê íèì, áåññïîðíî, ïðè-
íàäëåæàëà ïîýòåññà Õèëüÿ Îíåðâà (Hilja Onerva ). Îíà ïèñàëà â æóðíàëû
îáçîðû ïî ëèòåðàòóðå, òåàòðó è èñêóññòâó, àêòèâíî ïåðåâîäèëà íà ôèíñ-
êèé ÿçûê ôðàíöóçñêèõ ïèñàòåëåé – Ôðàíñóà-Ìàðè Âîëü òåðà (François
Marie Voltaire), Îíîðå äå Áàëüçàêà ( Honor é de Balzac), Àíàòîëÿ Ôðàíñà
(Anatole France). Èìåííî Îíåðâà âîñïåëà óòîí÷åííîñòü ÿïîíñêîé ãåéøè,
à êîìïîçèòîð Ëååâè Ìàäåòîéÿ ( Leevi Madetoja) âïîñëåäñòâèè ñîçäàë íà
ýòè ñòèõè ðîìàíñ Ãåéøà (Geisha, op. 9, 1911).

Æåíùèíû èç âûñøèõ ñîñëîâèé îáùåñòâà èãðàëè âàæíóþ ðîëü â ðàñ-
ïðîñòðàíåíèè êóëü òóðû. Îíè, êàê çàìåòèë âåëèêèé ôèíñêèé ïîýò Ýéíî
Ëåéíî ( Eino Leino), «[...] ÷èòàëè âñå ëó÷øåå, ÷òî ñîäåðæàëà ìèðîâàÿ ëè-
òåðàòóðà, âîñïèòûâàëè çðåíèå ïîñåùåíèÿìè õóäîæåñòâåííûõ ìóçååâ è
ðàçâèâàëè ñëóõ íà âûñòóïëåíèÿõ îòå÷åñòâåííûõ è çàðóáåæíûõ ìóçûêàí-

1 Äåíü ðîæäåíèÿ Ìèíû Êàíò , 19 ìàðòà, îòìå÷àåòñÿ â Ôèíëÿíäèè êàê ãîñó-
äàðñòâåííûé ïðàçäíèê – Äåíü ðàâíîïðàâèÿ.
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òîâ» (Ëåéíî 2007: 219). Þíûå áàðûøíè è çàìóæíèå äàìû èãðàëè íà ôîð-
òåïèàíî, èçó÷àëè èíîñòðàííûå ÿçûêè (Ëåéíî âñïîìèíàë, ÷òî åãî òåòÿ
Îëüãà Êèðåíèó ñ ñâîáîäíî ãîâîðèëà íà ïÿòè-øåñòè ÿçûêàõ è ñàìîñòîÿ-
òåëüíî îâëàäåëà àçàìè ëàòûíè), ñòàâèëè ëþáèòåëüñêèå ñïåêòàêëè, ÿâëÿëè
áåçóïðå÷íîñòü ìàíåð è àðèñòîêðàòèçì ïîâåäåíèÿ, à ïîòîìó ñòàíîâèëèñü
ìóçàìè ïîýòîâ, êîìïîçèòîðîâ, õóäîæíèêîâ. Ïîðòðåò òàêîé æåíùèíû
ñëûøèòñÿ â ðîìàíñå Ýðêêè Ìåëàðòèíà ( Erkki  Melartin ) Ìàäåìóàçåëü Ðî-
êîêî (Mademoiselle Rococo, op. 97 ¹ 3): «Òû âîëíóþùàÿ è íàáåëåííàÿ,
ïûëàåøü, êàê ñèëüôèäà, î, ìàäåìóàçåëü Ðîêîêî! Î äîáðàÿ, î ìèëàÿ, òû
êîðîëåâà êðàñîòû. Ìîãó ëè ÿ ïîöåëîâàòü òâîþ ðóêó? Ò û ïîçâîëèøü? Íó ,
ïðîùàé, âîëíóþùàÿ æåíùèíà, òû çàâîåâàòåëüíèöà, ìàäåìóàçåëü Ðîêîêî!»
Ñâîåâîëüíàÿ, êàïðèçíàÿ, èìåííî ìàäåìóàçåëü Ðîêîêî îëèöåòâîðÿëà ñî-
áîé æåíñòâåííîñòü, êîòîðàÿ áûëà ñòîëü ïðèòÿãàòåëüíà íå òîëüêî â èñ-
êóññòâå, íî è â æèçíè.

ßí Ñèáåëèó ñ (Jean Sibelius) íå ðàç âîñïåë æåíùèíó-áîãèíþ, öà-
ðèöó – Ê Ôðèããå (Till Frigga)2, Ãèìí Ò àèñ (Hymn to Tha ïs). Åãî ïðèâëåêàëè
ëåãåíäàðíûå æåíùèíû äàëåêèõ ýïîõ. Èìåíà àíòè÷íûõ, ñêàíäèíàâñêèõ,
àññèðî-âàâèëîíñêèõ, åãèïåòñêèõ ãåðîèíü âõîäÿò â òêàíü ïåñåí. Ñðåäè
íèõ âûäåëÿþòñÿ Öèíòèÿ ( Cynthia)3 – âîçëþáëåííàÿ äðåâíåðèìñêîãî ïî-
ýòà Ñåêñòà Ïðîïåðöèÿ ( Sextus Propertius) â ïåñíå  Ñåðåíàäà (Serenad, áåç
îïó ñà, 1888), Àñòàðòà (Astártç) – áîãèíÿ ëþáâè è ïëîäîðîäèÿ â çàïàäíî-
ñåìèòñêîé ìèôîëîãèè ( Òåîäîðà / Teodora, îð. 35 ¹ 2, 1907–1908),
Åëåíà – öàðèöà Òðîè ( Ãèìí Ò àèñ, áåç îïó ñà, 1909). Î÷àðîâàíèå ýòèõ æåí-
ùèí, êàê íè ñòðàííî, ìàëî ñâÿçàíî ñ îïèñàíèåì èõ âíåøíîñòè. Äàæå â
ñåìè ñòðîôàõ ïåñíè Ê Ôðèããå èìååòñÿ ëèøü îäèí êîíêðåòíûé øòðèõ –
ïóðïóðíûå ó ñòà. Âñå îñòàëüíîå ïîêðûòî çàâåñîé òàéíû, ÷òî è âûðàæåíî
ñòðîêîé: «Ñêàæè, ãäå òû âûðîñëà, ñìåþùèéñÿ àíãåë?» Ñòðåìëåíèå ê âî-
ïëîùåíèþ «òàèíñòâåííîãî» âûçâàëî îñîáûå âûðàçèòåëüíûå ñðåäñòâà.
Ïåðâûé âîñüìèòàêò ïåñíè Ê Ôðèããå ñîäåðæèò ãàììó òîí-ïîëóòîí , ãàð-
ìîíèçîâàííóþ öåïüþ àâòîíîìíî çâó÷àùèõ àêêîðäîâ, äèñêðåòíîñòü êî-
òîðûõ ïîä÷åðêíóòà îñòèíàòíûì ïà óçèðîâàíèåì. Êñòàòè, â ïåñíå Ê Ôðèããå
èìååòñÿ ïîäòâåðæäåíèå öâåòîâîãî îùóùåíèÿ òîíàëüíîñòè ó Ñèáåëèó ñà.
Çäåñü îïðåäåëåíèå «ïóðïóðíûé», îòíåñåííîå ê ó ñòàì, îñâåùàåòñÿ â äè-
íàìèêå ff òðåçâó÷èåì Ñ-dur, ïðè÷åì â âåñüìà ìàññèâíîé ôàêòóðå.

2 Ôðèããà – áîãèíÿ ëþáâè è ïëîäîðîäèÿ â ñêàíäèíàâñêîé ìèôîëîãèè.
3 Ïðîñëàâèâøàÿñÿ ñâîåé êðàñîòîé è îáðàçîâàííîñòüþ Öèíòèÿ (òàêæå Êèí-

ôèÿ) ÿâëÿëàñü ãåðîèíåé ýëåãèé Ïðîïåðöèÿ. Êèíôèåé îíà áûëà íàçâàíà ïî èìåíè
ãîðû Êèíôèé íà îñòðîâå Äåëîñ, ñòàâøåé ìåñòîì ðîæäåíèÿ áîãà ïîýòîâ Àïîëëîíà.
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Ïåðèîä 1890–1900-õ ãîäîâ õàðàêòåðèçóåòñÿ îñîáûì èíòåðåñîì ê
óòîí÷åííîìó âûìûñëó , êî âñåìó çàãàäî÷íîìó è ñêàçî÷íî-ïðè÷óäëèâî-
ìó . Â æåíùèíå ïîýòû èñêàëè íå òîëüêî òðàäèöèîííûå äîáðîäåòåëè, íî
ñòèõèéíîå, ÷óâñòâåííîå íà÷àëî. Ïîðòðåò òàêîé æåíùèíû ïðåäñòàâëÿåò
ïåñíÿ Ñèáåëèó ñà Òåîäîðà íà ñëîâà Áåðòåëÿ Ãðèïåíáåðãà ( Bertel Gripen-
berg). Ñòèõîòâîðåíèå íåîáûêíîâåííî çðèìî, ïëàñòè÷íî ðèñó åò îáðàç êî-
ðîëåâû Òåîäîðû – ðîêîâîé æåíùèíû ñ öàðñòâåííîé ïîñòóïüþ è íåóê-
ðîòèìûìè ñòðàñòÿìè: «Îíà èä¸ò êðàäóùèìèñÿ, ìåäëåííûìè øàãàìè [...],
å¸ òåëî äðîæèò è âçäðàãèâàåò îò íåíàñûòíîãî îãíÿ ãîðÿ÷åãî æåëàíèÿ. ß
õî÷ó ïèòü òâîè âçãëÿäû, êîòîðûå çàñòàâëÿþò è çàñàñûâàþò, ÿ õî÷ó ãëà-
äèòü òâîè àëûå âüþùèåñÿ âîëîñû. Òåîäîðà, ÿ õî÷ó âåðèòü òâîèì êëÿò-
âàì, êîòîðûå ëãóò . ß õî÷ó çàáûòü ðàçâðàò, êîòîðûé ñëåäóåò çà òîáîé».

Ñ ïåñíåé Òåîäîðà â ôèíñêóþ êàìåðíî-âîêàëüíóþ ìóçûêó âïåðâûå
âîøëà òåìà îáîëüñòèòåëüíîãî çëà, àãðåññèâíîé êðàñîòû. Îïèñàíèå ÷óâ-
ñòâåííîé ïðåëåñòè ãåðîèíè âêëþ÷àåò â ñåáÿ àðîìàò ïðÿíîé ýðîòèêè
Âîñòîêà èç ñêàçîê Øåõåðàçàäû. Îòòåíêè êðàñíîãî â Òåîäîðå îêàçûâàþò-
ñÿ íåêèì ðåôðåíîì: «Cèÿþò ðóáèíû, ðîçû âîñòîêà ñòîÿò êðàñíûå, êàê
êðîâü, àëûå âîëîñû ñòðóÿòñÿ». Ïàëèòðà êðàñîê – ýòî îñëåïèòåëüíûé
áëåñê çîëîòîé ïàð÷è, ñèÿíèå ðóáèíîâ, áëåñòÿùèé ñâåò ïîëíîëóíèÿ, êðî-
âàâî-êðàñíûå ðîçû â ëóííîì ñâåòå. Âçàèìíûé ïåðåõîä ñâåòà è çâóêà –
îäèí èç èçëþáëåííûõ îáðàçîâ ñèìâîëèñòñêîé ïîýçèè. Îñòðîòà ÷óâñòâ,
ïðåäåëüíûé íàêàë ýìîöèé è â òî æå âðåìÿ òàèíñòâåííî ñóìðà÷íàÿ ïåé-
çàæíàÿ ñòàòèêà òðåáîâàëè îò êîìïîçèòîðà äåòàëüíåéøåé íþàíñèðîâêè:
çâóêè íî÷è, øåëåñò øåëêà, æóð÷àíèå ðó÷üÿ â êîëîäöå, õðóñòÿùèé øîðîõ
îò êðàäóùèõñÿ ìåäëåííûõ øàãîâ.

Ôîðòåïèàííîå âñòóïëåíèå ýêñïîíèðó åò øåñòèçâó÷íóþ õðîìàòè÷åñ-
êóþ ïîñëåäîâàòåëüíîñòü, â êîòîðîé ðèòìè÷åñêè ïðîäëåâàåòñÿ çâóê cisis.
Ôîíè÷åñêèå ñâîéñòâà ýòîãî ìåëîäè÷åñêîãî îáîðîòà äîìèíèðóþò áëàãî-
äàðÿ ìåëêîìó ðèòìè÷åñêîìó ðèñóíêó (øåñòíàäöàòûå è òðèäöàòüâòîðûå)
è íèçêîìó ðåãèñòðó (ñíà÷àëà ýòî äèàïàçîí êîíòðîêòàâû è ìàëîé îêòàâû,
à çàòåì êîíòðîêòàâû è áîëüøîé îêòàâû). Ò îí cisis ïîäõâàòûâàåòñÿ âî-
êàëüíîé ïàðòèåé, ìíîãîêðàòíî ñêàíäèðó åòñÿ, íàêîíåö, êëàäåòñÿ â îñíî-
âàíèå îäíîãîëîñíîãî ïîñòóïåííîãî äâèæåíèÿ, â êîòîðîì óãàäûâàåòñÿ
çâóêîðÿä ëîêðèéñêîãî ëàäà. Áóëüøàÿ ÷àñòü ïðîèçâåäåíèÿ ïðåäñòàâëÿåò
ñîáîé âàðüèðîâàííûé ïîâòîð õðîìàòè÷åñêîé ôèãóðû ñ ïîñòåïåííûì åå
óäëèíåíèåì (ñíà÷àëà äîáàâëÿþòñÿ çâóêè e è eis, çàòåì f è fisis, gis, gisis è
ais è ò. ä.). Çäåñü ïî÷òè íåò òåðöîâûõ ñîçâó÷èé. Ëèíèÿ ãîëîñà â ñâîåì
îêîí÷àíèè íàìåêàåò íà dis-moll (êëþ÷åâûìè çíàêàìè âûñòóïàþò ïÿòü



240

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

äèåçîâ), â òî âðåìÿ êàê â ïàðòèè ôîðòåïèàíî ïðîäîëæàþòñÿ îñòèíàòíûå
õðîìàòè÷åñêèå ñêîëüæåíèÿ.

Ýïîõà íàöèîíàëüíîãî ðîìàíòèçìà õàðàêòåðèçîâàëàñü ïîèñêàìè
ãåðîèíè, ñïîñîáíîé îëèöåòâîðÿòü ëó÷øèå êà÷åñòâà æåíùèí Ñó îìè. Âîñ-
õèùåíèå æåíùèíîé ðîæäàëî æàíð îäû, ÷òî îòðàçèëîñü â òàêèõ íàçâà-
íèÿõ ñî÷èíåíèé, êàê Ôèíñêàÿ ìàäîííà (Suomalainen madonna) Ñåïïî
Íóììè ( Seppo Nummi) è Ôèíñêàÿ ìàäîííà  Þðü¸ Êèëïèíåíà ( Yrjö Kil-
pinen).

Èäåàë èñêàëè â ïàíòåîíå íàöèîíàëüíîãî ýïîñà, ãäå åñòü îñîáî ïî-
÷èòàåìûå áîãèíè. Âåëèêîëåïíûì ïðèìåðîì òàêîãî ðîäà ÿâëÿåòñÿ Ïåñíÿ
Èëìàòàð  (Ilmattaren laulu ) Îñêàðà Ìåðèêàíòî (Oskar Merikanto ) íà ñëîâà
Êàñèìèðà Ëåéíî ( Kasimir Leino), ïîñâÿùåííàÿ êàëåâàëüñêîé áîãèíå âîç-
äóõà. Ôèíñêèå õóäîæíèêè èçîáðàæàëè Èëìàòàð ëåòÿùåé â îáëàêàõ. Ïå-
ðåâîä÷èêè Êàëåâàëû Ýéíî Êèóðó è Àðìàñ Ìèøèí ïèøóò: «Ïîäîáíî
Áèáëèè, ñîáûòèÿ â Êàëåâàëå íà÷èíàþòñÿ ñ ñîòâîðåíèÿ ìèðà, óïîðÿäî÷å-
íèÿ õàîñà, ñîçäàíèÿ êîñìîñà, à çàòåì è ñðåäû îáèòàíèÿ ÷åëîâåêà. Ò îëüêî
â îòëè÷èå îò Áèáëèè òâîðåíèåì çàíèìàëñÿ â Êàëåâàëå íå Áîã, à «ìèðîâîé
äóõ» â ëèöå Âîçäóøíîé äåâû, èëè Äåâû âîçäóõà» (Êèóðó, Ìèøèí  2001:
10). Â ðóíå, îïèñûâàþùåé ðîæäåíèå îãíÿ, Èëìàòàð õàðàêòåðèçó åòñÿ êàê
êðàñà-äåâèöà, ñòàðøåå äèòÿ ïðèðîäû. Ñâîåé ïåñíåé, ïî æàíðó áëèçêîé
ê îäå, Èëìàòàð ïðèçûâàåò íàñ (íàñòîé÷èâîñòü ñëûøíà â âîçãëàñàõ «îé,
ñìîòðè») óâèäåòü êðàñîòó ìèðà: «Óæå ðàññåèâàþòñÿ îáëàêà, óæå ðàññâå-
òàåò, ñâåò ïîÿâëÿåòñÿ íà íåáå, óæå ïðîñûïàåòñÿ ëåñ, çâó÷èò åãî ïåñíÿ,
íîâóþ æèçíü îáðåòàåò ïðèðîäà [...] , óæå ðàñöâåòàþò õîëìû è îñòðîâà [...] ,
óæå áëåñòÿò ðåêè, óæå îæèâàåò çåìëÿ». Ðàçâåðíóòîå âñòóïëåíèå ðèñóåò
êàðòèíó ïîëåòà è «ïðèçåìëåíèÿ» áîæåñòâà (ñïó ñê íà äâå îêòàâû). Â íåì
âîññîçäàí è ïàíîðàìíûé ïåéçàæ, îõâàòûâàþùèé ãðîìàäíîå ïðîñòðàí-
ñòâî. Òî, ÷òî èç ãîðíèõ âûñåé îíî âèäèòñÿ ïðåèìóùåñòâåííî â çåëåíîì
öâåòå, îïðåäåëèëî, íà íàø âçãëÿä, è âûáîð òîíàëüíîñòè – F-dur.

Ñïåöèôèêà òåìàòè÷åñêîãî ïðîöåññà â ïåñíå âî ìíîãîì îáó ñëîâëåíà
òåíäåíöèåé ê çàìåäëåííîñòè ìóçûêàëüíîãî «äåéñòâèÿ», ê íåñïåøíîìó
ðàçâîðîòó ñîáûòèé, ÷òî âûðàæàåòñÿ â ïðîòÿæåííîì ðàçâèòèè ìàòåðèàëà.
Ê ñóùíîñòíûì êà÷åñòâàì ýïîñà îòíîñèòñÿ îñîáîå, áåçãðàíè÷íîå îùó-
ùåíèå âðåìåíè, ïðåäïîëàãàþùåå ïðè÷àñòíîñòü ê ïðèðîäíîìó , ïåðâî-
çäàííîìó åãî òå÷åíèþ. Íà ôîíå ìåëîäèêî-ãàðìîíè÷åñêîé ôèãóðàöèè
âåðõíèõ ãîëîñîâ è ïåäàëüíûõ òîíîâ áàñà ïðîðàñòàþò êðàòêèå ìåëîäè-
÷åñêèå ïîáåãè. Â îñíîâå âñòóïëåíèÿ ëåæèò ïðèíöèï ïðåäåëüíîé ïëàâ-
íîñòè â ðàçâåðòûâàíèè òêàíè, ÷òî ïðîÿâëÿåòñÿ íå òîëüêî â àâòîðñêîé
ðåìàðêå legatissimo, íî è â ÷ðåçâû÷àéíî ìåäëåííîé ñìåíå àêêîðäîâûõ
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âåðòèêàëåé, â ïðåîáëàäàíèè ñåêóíäîâûõ øàãîâ. Ãàðìîíè÷åñêèå êðàñêè
àêöåíòèðóþò âàæíåéøèå ýëåìåíòû âåðáàëüíîãî ðÿäà. Ò àê, ãàðìîíè÷åñ-
êèé ìàæîð îòìå÷àåò ïîÿâëåíèå ñâåòà, à òðåçâó÷èå âòîðîé íèçêîé ñòóïå-
íè îñâåùàåò «ðàñöâåòàþùèå õîëìû è îñòðîâà ».

Èçÿùíàÿ, íåæíàÿ, èçûñêàííàÿ æåíùèíà íåðåäêî íàäåëÿëàñü ÷åð-
òàìè ôåè, íèìôû. Â ïåñíå Ñèáåëèó ñà Íèìôà Ýõî  (Kaiutar , îð.  72 ¹ 4,
1915)4 íà ñëîâà Ëàðèí-Êþ¸ñòè ( Larin Kyösti ) ëåñíàÿ íèìôà ñòðàäàåò êàê
îáûêíîâåííàÿ äåâóøêà, ïîêèíóòàÿ âîçëþáëåííûì. Åå ýìîöèè ïåðåäàíû
ãëàãîëàìè, îòðàæàþùèìè âñþ çâóêîâóþ øêàëó: «êëè÷åò», «ñëóøàåò»,
«êðè÷èò», åå ãîëîñ «ïðîíçèòåëüíî çâåíèò », «îáðûâàåòñÿ», «çàìèðàåò»,
«íåìååò ». Ìóçûêàëüíàÿ òêàíü ñî÷èíåíèÿ îòêëèêàåòñÿ íà ýòè çâóêîâûå
ãðàäàöèè: «êëè÷åò» è «ñëóøàåò» îòìå÷åíû íèñõîäÿùèìè êâèíòîâûìè
çîâàìè ãîëîñà íà ôîíå òðåìîëèðóþùåãî ìàëîãî óìåíüøåííîãî ñåïòàê-
êîðäà (òò. 49–52), «êðè÷èò» è «ïðîíçèòåëüíî çâåíèò » àêöåíòèðîâàíû ïî-
âûøåíèåì òåññèòóðû (ñäâèã íà áîëüøóþ ñåêóíäó) è íèñõîäÿùèì õîäîì
íà óìåíüøåííóþ êâèíòó (òò . 53–57). Ãëàãîë «íåìååò » îáðèñîâàí ñåêóí-
äîâûì îïåâàíèåì íà íåó ñòîé÷èâîé ñåäüìîé ñòóïåíè ëàäà (òò . 58–59).
Î÷åíü âûðàçèòåëüíûìè îêàçûâàþòñÿ ïðîäîëæèòåëüíûå ïà óçû, êîòîðûå
íå òîëüêî ïîä÷åðêèâàþò àâòîíîìíîñòü ìîòèâîâ, íî è âîññîçäàþò ýôôåêò
ëåñíîãî ýõà. Ìàêñèìàëüíîå ñîêðàùåíèå ïà óçû ïðîèñõîäèò ïîñëå ãëàãîëà
«çàìèðàåò». Ïîíà÷àëó Íèìôà Ýõî  èìååò îêðàñêó ëèäèéñêîãî ëàäà ñ òî-
íèêîé íà des, à çàêàí÷èâàåòñÿ ìåëîäè÷åñêèì b-moll, ÷òî îòðàæàåò è ýìî-
öèîíàëüíóþ ìîäóëÿöèþ ñòèõà – îò ðàäîñòåé ëþáâè ê èçìåíå âîçëþá-
ëåííîãî.

Ñëåäóåò ïîìíèòü, ÷òî õðóïêèå íèìôû è ôåè íå âñåãäà áûëè äîáðûìè
ñóùåñòâàìè. Ñðåäè êàìåðíî-âîêàëüíûõ ïðîèçâåäåíèé ôèíñêèõ êîìïî-
çèòîðîâ íåìàëî ñî÷èíåíèé, â êîòîðûõ âîäÿíûå íèìôû çàìàíèâàþò ñâîèõ
æåðòâ â âîäíûå ãëóáèíû, à ëåñíûå íèìôû – â äðåìó÷èå ÷àùîáû. Â ðî-
ìàíñå Ê óóëû Ëåñíàÿ íèìôà  (Sinipiika, îð.  23 ¹ 1, 1912) íà ñëîâà Âåéêêî
Êîñêåííèåìè (Veikko Antero Koskenniemi) íåò ðàññêàçà î ëþáîâíîé
äðàìå, ïåðåæèòîé ãåðîåì, íî åñòü ãîðüêèå ñåòîâàíèÿ: «Ò û óíåñëà ëåòíåé
íî÷üþ ïëàìåíü äóøè [...] , òîëüêî ãëîæóùóþ òîñêó ïîëó÷èë ÿ âçàìåí. Êòî
òû, î÷àðîâàòåëüíàÿ ëåñíàÿ äåâà?» Â Êîëûáåëüíîé ïåñíå (Tuutulaulu )
Ýéíàðè Ìàðâèà ( Einari Marvia ) íà ñëîâà Àóëèñà Îéÿÿðâè ( Aulis Ojajärvi )
îá ýòîì ñêàçàíî î÷åíü âûðàçèòåëüíî: « [...] ëåñíîé íèìôû ôëåéòà – ðÿ-
äîì ñ ãîðíîé ïðîïàñòüþ». Ñòðåìëåíèå ïîñòè÷ü òàéíû êîëäîâñòâà íå-
ðåäêî ïîíèìàåòñÿ êàê ÷àñòü íàöèîíàëüíîé ïðèðîäû ôèííîâ.

4 Ýòî îäíà èç íåñêîëüêèõ ïåñåí Ñèáåëèó ñà, íàïèñàííûõ íà ôèíñêèé òåêñò .
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Ðàçóìååòñÿ, ôèíñêèå ïîýòû è êîìïîçèòîðû âèäåëè ãåðîèíÿìè ñâîèõ
ïåñåí íå òîëüêî áîãèíü, íèìô è ýêçîòè÷åñêèõ æåíùèí Âîñòîêà. Áîëü-
øàÿ ÷àñòü ïåñåí âñå-òàêè ïðåäñòàâëÿåò îáû÷íûõ æåíùèí, ñ÷àñòëèâûõ è
ñòðàäàþùèõ. Ïåñíÿ Ñèáåëèó ñà Ìàëåíüêèå äåâî÷êè (Små flickorna , áåç
îïó ñà, 1920) íà ñëîâà ßëìàðà Ïðîêîïå ( Hjalmar  Procopé) çàòðàãèâàåò ñî-
öèàëüíûå ïðîáëåìû ñîâðåìåííîé êîìïîçèòîðó äåéñòâèòåëüíîñòè. Ðå÷ü
èäåò î þíûõ ñåêðåòàðÿõ-ìàøèíèñòêàõ, ÷åé èçíóðèòåëüíûé òðóä îïëà-
÷èâàåòñÿ ìàëåíüêèì æàëîâàíüåì. Îíè íå òîðãóþò ñâîåé ñâîáîäîé, îáå-
äàþò â îáùåñòâå øâåé è íàäåþòñÿ íà âñòðå÷ó ñ ïðèëè÷íûì ïàðíåì.

Â íà÷àëå ÕÕ âåêà ôèíñêèå ïîýòû, ïèñàòåëè, õóäîæíèêè âèäåëè â
ñåëüñêîé æèçíè èäåàë åñòåñòâåííîãî áûòèÿ, òàê êàê òîëüêî òàì æèçíü
÷åëîâåêà ãàðìîíè÷íî ñî÷åòàåòñÿ ñ æèçíüþ ïðèðîäû. Âìåñòå ñ òåì èìåííî
íåîðîìàíòèêè âïåðâûå îñîçíàëè è ðåàëüíóþ ñòîðîíó êðåñòüÿíñêîãî òðóäà,
äåðåâåíñêîé áåäíîñòè, èçìàòûâàþùåé áîðüáû çà ñóùåñòâîâàíèå. Â ýòîì
ìîæíî âèäåòü ïðè÷èíó òîãî, ÷òî ýìîöèîíàëüíîå ñîñòîÿíèå ïåñåí î êðåñ-
òüÿíñêîé æèçíè çàìåòíî ðàçíèòñÿ – îò èãðèâîé ïàñòîðàëüíîé ñöåíêè
äî ãîðåñòíûõ æàëîá íà òÿæêèé òðóä. Ñðåäè ïîñëåäíèõ – Ïîëîëüùèöà ëüíà
(Pellavan kitkijä , îð. 15 ¹ 3) Ýðêêè Ìåëàðòèíà ( Erkki Melartin ) íà ñëîâà
Îòòî Ìàííèíåíà ( Otto  Manninen). Ïå÷àëüíûì ñåòîâàíèÿì îòâå÷àåò ñå-
ìàíòèêà òîíàëüíîñòè c-moll è ðèòì òðàóðíîãî õîðàëà-øåñòâèÿ. Îãðîì-
íàÿ ÷àñòü ïîâñåäíåâíîé ðàáîòû ëåæàëà íà æåíùèíàõ. Îíè íå òîëüêî òðó-
äèëèñü â ïîëå, îáèõàæèâàëè ñêîò, íî è çàáîòèëèñü î äîìå, ñîçäàâàëè åãî
óþò, âîñïèòûâàëè äåòåé.

Ïîýòèçàöèÿ äåðåâåíñêîãî áûòà íàøëà âåëèêîëåïíîå âûðàæåíèå â
ïåñíå Òîéâî Ê óóëû (Toivo Kuula) Íà ñêîòíîì äâîðå  (Karjapihassa, îð. 31à
¹ 2, 1917) íà ñòèõè Ëàðèí-Êþ¸ñòè ( Larin-Kyösti ). Ïåñíÿ ïîñòðîåíà â
äóõå íàðîäíî-æàíðîâîé ñöåíêè – ñ ëàñêîâûì îáðàùåíèåì êðåñòüÿíñ-
êîé äåâóøêè Àííè ê ñâîèì êîðîâàì, åå íåäîâîëüñòâîì êðåñòüÿíñêèì
ïàðíåì Ò ààâåòòè, â ïðèìåð êîòîðîìó ñòàâèòñÿ òðóäîëþáèâûé Ýýðî, è,
íàêîíåö, äîáðîäóøíûì îòâåòîì Ò ààâåòòè íà óïðåêè Àííè. Çàìåòèì, ÷òî
ñàìà òèïè÷íîñòü ýòèõ ëè÷íûõ èìåí âûñòóïàåò çäåñü â ôóíêöèè îáîáùå-
íèÿ. Îíè ïðåäñòàâëÿþò ñîáèðàòåëüíûé îáðàç ôèíñêîãî íàðîäà. Ñöåíè-
÷åñêîå íà÷àëî âûðàæàåòñÿ âî ìíîæåñòâå ìóçûêàëüíûõ «æåñòîâ», îòðà-
æàþùèõ ïîâåäåíèå ïåðñîíàæåé (íàïðèìåð, øàãè ïîäêðàäûâàþùåãîñÿ
èç-çà óãëà Òààâåòòè). Çðèìîå âîïëîùåíèå ïîëó÷àþò ðå÷åâûå èíòîíàöèè
ãåðîåâ (ëàñêîâîå óâåùåâàíèå, ãíåâíûå âûêðèêè, òîðîïëèâîå îáúÿñíå-
íèå â ëþáâè). Èíèöèàëüíàÿ äèàòîíè÷åñêàÿ ïîïåâêà, ñèìâîëèçèðóþùàÿ
áåñõèòðîñòíîñòü è ïðîñòîäóøèå äåðåâåíñêèõ íðàâîâ, âåñüìà íàïîìèíàåò
ìåëîäè÷åñêîå ÿäðî çíàìåíèòîé ïüåñû Ýäâàðäà Ã ðèãà (Edvard Grieg) Óòðî
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(Morgenstemning) èç ìóçûêè ê äðàìå Ãåíðèêà Èáñåíà ( Henrik Ibsen) Ïåð
Ãþíò  (Peer Gynt). Äàííîå ñõîäñòâî ñòàíîâèòñÿ åùå áîëåå çàìåòíûì èç-çà
ìíîãî÷èñëåííûõ âàðèàíòíûõ ïðîâåäåíèé ïîïåâêè â ìàæîðíûõ òîíàëü-
íîñòÿõ: As-dur, F-dur, C-dur. Ïðîèçâåäåíèå Ê óóëû íå îãðàíè÷èâàåòñÿ èã-
ðèâûì íàñòðîåíèåì ñòèõà. Îáðàùåíèå Àííè ê ñâîåìó ñòàäó îçâó÷åíî
ïå÷àëüíûì íàïåâîì â äîðèéñêîì ëàäó . Ýòà ãðóñòíàÿ íîòà ïðîäîëæåíà
ôðàçîé «â ïåðåóëêå êîëîêîëà çâîíÿò» (òò . 9–11), íàïîìèíàþùåé î áðåí-
íîñòè âñåãî ñóùåãî. Ôîðòåïèàííàÿ ïàðòèÿ òàêæå îòêëèêàåòñÿ íà ýòó ñòðîêó ,
äåìîíñòðèðó ÿ öåïü ýëåãè÷åñêèõ ñîçâó÷èé (ìàëûõ ââîäíûõ ñåïòàêêîð-
äîâ), íå ïîëó÷àþùèõ ðàçðåøåíèÿ. Èçûñêàííàÿ ìíîãîçâó÷íàÿ àêêîðäèêà
ïðîòèâîïîñòàâëåíà äèàòîíè÷åñêèì ìåëîäè÷åñêèì ïîïåâêàì, ãàðìîíè-
÷åñêîå ñîïðîâîæäåíèå êîòîðûõ ñîñòîèò , êàê ïðàâèëî, èç îñòèíàòíîãî
çâóêà, èíòåðâàëà, ðåæå àêêîðäà.

Ìíîæåñòâî æåíñêèõ ñóäåá çàïå÷àòëåë ñáîðíèê ëèðè÷åñêîé ïîýçèè
Êàíòåëåòàð (Kanteletar) Ýëèàñà Ë¸ííðîòà ( Elias Lönnrot ), ñòàâøèé ýí-
öèêëîïåäèåé íàðîäíîé æèçíè. Ýòî æàëîáû äåâóøåê-ñèðîò , ñåòîâàíèÿ
ñëóæàíîê íà íåïîñèëüíûé òðóä â ÷óæîì äîìå, ïëà÷ æåíùèí, ïîòåðÿâ-
øèõ ëþáèìîãî ÷åëîâåêà. Ñðåäè ó ñòîé÷èâûõ òîïîñîâ ëèðèêè âûäåëÿþòñÿ
ñèìâîëû íåçàìóæíåé äåâóøêè –  ÿãîäêà (êðàñíîùåêàÿ áðó ñíè÷êà, çåì-
ëÿíè÷êà íà ïîëÿíêå, ëåñíàÿ ÿãîäêà), àëûé öâåòî÷åê, ãîðîäñêàÿ êóðî÷êà,
øèðîêîêðûëàÿ ïòèöà, ñèã â ìîðå. Ìíîãèå êîìïîçèòîðû ÷åðïàëè ñâîå
âäîõíîâåíèå â ïîýçèè Êàíòåëåòàð. Ñîâåðøåííî áåñïðåöåäåíòíûé ïî
ñâîåìó îáú¸ìó âîêàëüíûé öèêë (64 ïåñíè) íà òåêñòû èç ýòîãî ñáîðíèêà
ñîçäàë Þðü¸ Êèëïèíåí ( Yrjö Kilpinen ).

Îãðîìíà ðîëü äîìàøíåãî î÷àãà è äîìàøíåé æèçíè â ôèíñêîé êóëü-
òóðå, õî÷åòñÿ ïðèâåñòè ïðîíèêíîâåííûå ñëîâà Ñàêðèñà Ò îïåëèó ñà
(Zachris Topelius): «Äîìàøíÿÿ æèçíü ôèíñêîãî íàðîäà îòëè÷àåòñÿ ïðî-
ñòîòîé è îäíîîáðàçèåì, íî [...]  íå ñêóêîé. Âíå äîìà ôèíëÿíäåö ñêóï íà
ñëîâà [...] , íî ó ñåìåéíîãî î÷àãà, â êðóãó áëèçêèõ ñåðäöó åãî, îí ðàçãî-
âîð÷èâ, îòêðîâåíåí è äîâåð÷èâ. [...]  Îò íî÷íîãî ìðàêà, çèìíåé âüþãè,
òðóäîâ è çàáîò î íàñóùíîì êó ñêå õëåáà åãî îòäåëÿåò ïëîòíî çàïåðòàÿ äâåðü
ÿðêî îñâåùåííîé, òåïëîé, óþòíîé èçáû. Êàê æå ïîñëå òîãî íå ëþáèòü
åìó ñâîé ìèðíûé, òèõèé äîìàøíèé î÷àã?» (Ò îïåëèó ñ 1894: 81–82). Òðóäíî
ïðåäñòàâèòü óþòíûé äîìàøíèé î÷àã áåç âêó ñíîé åäû. Â Ôèíëÿíäèè ñó-
ùåñòâóåò äàæå êóõîííûé êàëåíäàðü, â ñîîòâåòñòâèè ñ êîòîðûì õîçÿéêè
îïðåäåëÿþò , êàêîå áëþäî ïîäàâàòü íà ñòîë â òî èëè èíîå âðåìÿ ãîäà.
Íàïðèìåð, ëàêîìñòâîì ôåâðàëÿ  ÿâëÿåòñÿ ðóíåáåðãîâñêîå ïèðîæíîå. Åãî
âîçíèêíîâåíèå ñâÿçûâàþò ñ èìåíåì âûäàþùåãîñÿ ôèíñêîãî ïîýòà Þõàíà
Ëþäâèãà Ðóíåáåðãà (Johan Ludvig Runeberg). Ëåãåíäà ãëàñèò, ÷òî îí ïðè-
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íèìàë ãîñòåé â òîò ìîìåíò , êîãäà â åãî äîìå íå áûëî èíîãî óãîùåíèÿ,
êðîìå ñòàðîãî ïå÷åíüÿ. Ïîêà ïîýò ðàçâëåêàë äðóçåé ÷òåíèåì ñâîèõ ñòè-
õîâ, ãîñïîæà Ðóíåáåðã áûñòðî ïåðåìîëîëà ïå÷åíüå, äîáàâèëà â íåãî ñìå-
òàíó è âàðåíüå è ïðåïîäíåñëà ãîñòÿì êàê íîâîå ïèðîæíîå, îêàçàâøååñÿ
âåñüìà âêóñíûì. Ñî âðåìåíåì, áëàãîäàðÿ ñëàâå Ðóíåáåðãà, ðåöåïò ïèðîæ-
íîãî ðàñïðîñòðàíèëñÿ ïî âñåé ñòðàíå. Êñòàòè, êðàñîòà è ñòàòü õîçÿéêè
ñðàâíèâàåòñÿ â Êàíòåëåòàð ñ õîðîøî ïîäîøåäøèì íà äðîææàõ ïèâîì.
Êóëèíàðíîå ìàñòåðñòâî äåâóøåê – áóäóùèõ õîçÿåê – ïðîâåðÿëîñü îáû÷íî
â Èâàíîâ äåíü. Õîëîñòÿêè õîäèëè èç äîìà â äîì, ãäå æèëè ïîòåíöèàëü-
íûå íåâåñòû, è ïðîáîâàëè ïðèãîòîâëåííûé äåâóøêàìè äîìàøíèé ñûð
è îëàäüè.

Â ïðîôåññèîíàëüíîé ôèíñêîé ìóçûêå òåìà âêó ñíîé åäû è ïèðøå-
ñòâà çàòðîíóòà íåîäíîêðàòíî. Äîñòîèí âíèìàíèÿ ñåìè÷àñòíûé öèêë
Òàóíî Ìàðòòèíåíà ( Tauno Marttinen ) Ïèð (Pidot) íà ñëîâà Ëèñû Õåéê-
êåð¸ (Liisa Heikkerö), ñîçäàííûé â 1964 ãîäó . Ïåñíè Áëàãîóõàþùèé äîì
(Tuoksuva talo), Ïîãðåáà  (Kellarit ), Ñíîïû  (Lyhteet), Ñòîë  (Pöytä), Æàð-
êóå (Paisti), Ïòè÷íèê  (Linnun huone), ×àøè (Maljat ) âîïëîùàþò âñþ ñóòü
íàðîäíûõ ïðåäñòàâëåíèé î õîðîøî íàëàæåííîì äîìå, êîòîðûé ñòðîèòñÿ
òîëüêî â ðåçóëüòàòå óïîðíîãî òðóäà: «Ìíîãî ðàç íàäî âîäó êèïÿòèòü è
îáæå÷üñÿ, ìíîãî ðàç ðàçîãíóòü è ñîãíóòü, ðàçîãíóòü è ñîãíóòü, ðàçîãíóòü
è ñîãíóòü ñïèíó äóãîé, ïðåæäå ÷åì ñòîë ïîêðîåò áåëàÿ ñêàòåðòü».

Ïîýòè÷åñêèì ëåéòìîòèâîì öèêëà âûñòóïàþò åäà è çàïàõè ñúåñòíîãî:
«Äîìà ïàõëî åäîé» (¹ 1), «Ïèðøåñòâåííûé ñòîë – êàæäûé ñòîë, åäà íà
êàæäîì ïðàçäíèêå » (¹ 4), «Ñåðåáðÿíîå áëþäî ïàõëî íàñûùåííî. ß íà-
ìàçûâàë ìàñëîì áîê ôàçàíà, êðàñíûìè, êàê ïëàìÿ, ÿáëîêàìè íàïîëíÿë
åãî ãðóäü» (¹ 5), «Çàë, â êîòîðîì ïàõíåò æàðêîå» (¹ 6). Ïîýòè÷åñêèå
òåêñòû ãîâîðÿò î ôóíäàìåíòàëüíîñòè, ïðî÷íîñòè ôèíñêîãî äîìà è âñå-
ãî óêëàäà æèçíè. Ýòè êà÷åñòâà åùå íà çàðå ÕÕ âåêà îòìå÷àëè ïóòåøå-
ñòâóþùèå èíîñòðàíöû. Âîò ÷òî ïèñàëà Îëüãà Êíèïïåð-×åõîâà â 1901
ãîäó: «Â Ôèíëÿíäèè óæàñíî ïðèÿòíîå ÷óâñòâî ïîðÿäî÷íîñòè, æèçíè
÷èñòîé, òðóäîëþáèâîé, ñïîêîéíîé, áëàãîó ñòðîéñòâà, êîìôîðòà» (×åõîâ
2003: 174).

Ýòîò ñåìàíòè÷åñêèé ñïåêòð ñâÿçàí ñ òàêèìè ýëåìåíòàìè ìóçûêàëü-
íîãî ÿçûêà, êîòîðûå ñïîñîáíû àññîöèèðîâàòüñÿ ñ óïîðñòâîì è îñíîâà-
òåëüíîñòüþ – äîëãèìè ôîðòåïèàííûìè ðåïåòèöèÿìè êâèíòîâîãî îð-
ãàííîãî ïóíêòà è ñåêóíäîâî-êâàðòîâûõ àêêîðäîâ ( Ñíîïû , òò. 15–23),
îäèíîêèì îêòàâíûì ñêàíäèðîâàíèåì è æåñòêèì ÷åðåäîâàíèåì îêòàâ è
êâàðò, íåòîðîïëèâîé ðå÷èòàöèåé ãîëîñà íà îäíîé íîòå (çâóê ñ íà ïðîòÿ-
æåíèè 14 òàêòîâ â ïåñíå Ïòè÷íèê ). Ñâîåîáðàçíîé ÷åðòîé öèêëà ÿâëÿåòñÿ
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ïðåäåëüíàÿ ñêóïîñòü, äàæå «îãîëåííîñòü» ôîðòåïèàííîé ïàðòèè: îêòàâ-
íûå äóáëèðîâêè çàêðóãëåííûõ ìîòèâîâ, êðàòêèå ìîíîèíòåðâàëüíûå ïî-
ïåâêè íà ôîíå íåïðåðûâíî áóðäîíèðóþùåãî çâóêà. Èíîãäà ôîðòåïèàíî
ïðîñòî îêòàâíî äóáëèðó åò ãîëîñ (Æàðêóå). Êàê è â íàðîäíîé ìóçûêå, ãàð-
ìîíè÷åñêàÿ âåðòèêàëü ëèøü ïîä÷åðêèâàåò ìåëîäèþ, ñëèâàåòñÿ ñ íåé â
îäíó ôàêòóðíóþ ëèíèþ.

Òàêèì îáðàçîì, èäåàë ïðåêðàñíîé æåíùèíû ôèíñêèå ìóçûêàíòû
íàõîäèëè íå òîëüêî â ìèôàõ è ëåãåíäàõ, òâîð÷åñòâå íàðîäíûõ ñêàçèòå-
ëåé, íî è â óêëàäå ñåâåðíîé êðåñòüÿíñêîé æèçíè. Ôèíñêèå êîìïîçèòî-
ðû ñòàëè ïîäëèííûìè ïåâöàìè êðàñîòû è òðóäîëþáèÿ æåíùèí Ñó îìè.

Female Images in the Finnish Chamber Vocal Music:
from the Goddess to the Peasant

Irina Gornaya

Summary

The formation of national cultural traditions took place in Finland with
very active participation of women from all sectors of the society. Talent,
diligence and persistence allowed some Finnish women to take an important
place in the cultural life of the country already at the beginning of the 20th

century. Sibelius was attracted by the legendary women of remote eras –
goddesses, queens (To Frigga, Hymn to Thais). The beginning of the 20th

century is characterized by a particular interest in all the mysterious and
fantastic. Poets saw in woman not only the traditional virtues, but also spon-
taneous, sensual features. Sibelius’ song Theodora represents a portrait of
such a woman. Gripenberg’s poem draws an image of the queen Theodora,
the femme fatale with a regal bearing and unbridled passions. The song
Theodora designated for the first time a subject of the seductive evil, aggres-
sive beauty in the Finnish chamber and vocal music. The description of a
sensual charm of the heroine includes the aroma of sensuality of the East
from Scheherazades’ fairy tales. The era of national romanticism was charac-
terized by searches of the heroine capable to represent the best qualities of
women. Admiration of woman gave rise to an ode genre that was reflected
in such names of compositions as The Finnish Madonna by Seppo Nummi
and Yrjö Kilpinen.

A graceful, gentle, refined woman was quite often associated with a
nymph. Fragile nymphs and fairies not always were kind beings. Chamber
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and vocal music of Finnish composers includes many compositions in which
water nymphs entice the victims into water streams, and forest nymphs –
into dark thickets. Certainly, Finnish poets and composers saw heroines of
songs not only goddesses, nymphs and exotic women of the East.

The majority of songs represent ordinary happy or suffering women.
At the beginning of the 20th century Finnish poets, writers and artists consi-
dered rural life as an ideal of a harmonic combination of human and nature
life. The set of female destinies was imprinted by Elias Lönnrot’s collection
of lyrical poetry Kanteletar, which has become the encyclopaedia of national
life. These are complaints of orphan girls, complaints of servants about back-
breaking toil in other’s house, crying of the women who have lost their
beloved. Many composers looked for inspiration in Kanteletar. The poetici-
zing of a rural life found expression in Toivo Kuula’s song On a Farmyard.
The song is constructed in the spirit of a national and genre sketch – with
the tender appeal of the country girl Anny to the cows, her discontent with
the country man Taavetti. Thus, Finnish musicians found an ideal of a beauti-
ful woman not only in myths and legends, creativity of national storytellers,
but also in the way of northern country life.
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Î ñìûñëîâîì ïðîñòðàíñòâå
Nonsense Madrigals Äü¸ðäÿ Ëèãåòè

Dr. art. Åêàòåðèíà Îêóíåâà
Àññîöèèðîâàííûé ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé

êîíñåðâàòîðèè èì. Àëåêñàíäðà Ãëàçóíîâà

Â ÕÕ ñòîëåòèè ìíîãèå æàíðû è ôîðìû ñòàðèííîé ïîëèôîíè÷åñ-
êîé ìóçûêè ïåðåæèâàþò ñâîé ðåíåññàíñ. Ñðåäè íèõ íîâóþ æèçíü îáðå-
òàåò è ìàäðèãàë, ôàêòè÷åñêè èñ÷åçíóâøèé èç êîìïîçèòîðñêîé ïðàêòèêè
ÕVIII –  ÕIÕ âåêîâ. Ñèíòåçèðîâàâøèé êîãäà-òî ïðèíöèïû ðåíåññàíñíî-
ãî è áàðî÷íîãî òèïîâ ìûøëåíèÿ, îí àêòóàëèçèðîâàëñÿ çàíîâî â ýïîõó
ïîñòìîäåðíèñòñêîé âñåÿäíîñòè, â ïåðèîä âñåîáùåãî ñìåøåíèÿ êóëü òóð,
ñòèðàíèÿ æàíðîâûõ ãðàíèö, ïëþðàëèçìà ñòèëåé è òåõíèê. Â íîâûõ èñ-
òîðèêî-êóëü òóðíûõ óñëîâèÿõ ìàäðèãàë íåðåäêî ïåðåîñìûñëèâàåòñÿ, ïî-
ëó÷àÿ äàëüíåéøåå ðàçâèòèå.

Nonsense Madrigals Äü¸ðäÿ Ëèãåòè (György Ligeti ) çàíèìàþò îñîáîå
ìåñòî â ïðîñòðàíñòâå ìàäðèãàëüíîé «êóëü òóðû» ÕÕ âåêà. Ýòî íåîäíîç-
íà÷íîå, èðîíè÷íîå, íàïîëíåííîå â ïðîòèâîïîëîæíîñòü ñâîåìó íàçâà-
íèþ ãëóáîêèì ñìûñëîì ñî÷èíåíèå ðåøàåò îïïîçèöèþ òðàäèöèîííîå /
íåòðàäèöèîííîå  â òèïè÷íî ëèãåòèåâñêîì êëþ÷å, ñî÷åòàÿ «íîâàòîðñêèé
âçãëÿä íà ìèð, ýêñïåðèìåíò ñ òðàäèöèîííîé òî÷êîé çðåíèÿ» (Ò ðàéíèíà
2006: 183). Ñîçäàííûå â ïîçäíèé ïåðèîä òâîð÷åñòâà êîìïîçèòîðà ìàä-
ðèãàëû, ñ îäíîé ñòîðîíû, ïðîäîëæàþò ëèíèþ åãî àáñóðäèñòñêèõ îïó-
ñîâ, áåðóùóþ íà÷àëî îò çíàìåíèòûõ èðîíè÷åñêè àëëþçèâíûõ Aventures,
à, ñ äðóãîé ñòîðîíû, â íèõ îáîáùàåòñÿ è â êàêîé-òî ìåðå ïåðåîñìûñëè-
âàåòñÿ ïðåäøåñòâóþùèé êîìïîçèòîðñêèé îïûò , êàê èñòîðè÷åñêèé, òàê
è ëè÷íîñòíî-èíäèâèäóàëüíûé.

Nonsense Madrigals áûëè íàïèñàíû äëÿ àíãëèéñêîãî ìóæñêîãî âî-
êàëüíîãî ñåêñòåòà Êîðîëåâñêèõ ïåâöîâ â 1988–1993 ãîäàõ1. Íàçâàíèå ñî-

1 Ïåðâîíà÷àëüíî Ëèãåòè ñîçäàë ÷åòûðå íîìåðà, ïðåìüåðà êîòîðûõ ñîñòîÿëàñü
25 ñåíòÿáðÿ 1988 ãîäà íà íåäåëå Áåðëèíñêîãî ôåñòèâàëÿ. Òîãäà æå àâòîð ïîñ÷è-
òàë ñî÷èíåíèå íåçàêîí÷åííûì è â ñëåäóþùåì, 1989 ãîäó , íàïèñàë ïÿòûé ìàä-
ðèãàë, ïðîçâó÷àâøèé 28 îêòÿáðÿ â Ëîíäîíå â çàëå êîðîëåâû Åëèçàâåòû â ðàìêàõ
ôåñòèâàëÿ Ligeti by Ligeti . ×åòûðå ãîäà ñïóñòÿ îí ñîçäàë øåñòîé íîìåð, ïîñâÿ-
òèâ åãî äâóì ÷ëåíàì àíñàìáëÿ, Ñàéìîíó Êàððèíãòîíó ( Simon Carrington) è Àëàñ-
òîðó Õüþìó ( Alastair Hume).
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÷èíåíèÿ ìîæíî ñ÷èòàòü ïîëèñåìè÷íûì. Ñ îäíîé ñòîðîíû, Nonsense
Madrigals – ýòî îêñþìîðîí, ïîñêîëüêó Ëèãåòè îáðàùàåòñÿ ê æàíðó , îò-
ëè÷èòåëüíîé ÷åðòîé êîòîðîãî ÿâëÿåòñÿ ñîñðåäîòî÷åííîñòü èìåííî íà
ñìûñëîâîé ñòðóêòóðå òåêñòà2. Ñ äðóãîé ñòîðîíû, íàçâàíèå àïåëëèðó åò ê
îñîáîìó õóäîæåñòâåííîìó íàïðàâëåíèþ àíãëèéñêîé ëèòåðàòóðû, ïîëó-
÷èâøåìó øèðîêóþ èçâåñòíîñòü â âèêòîðèàíñêîé Àíãëèè. Â îñíîâå ìàä-
ðèãàëîâ ëåæàò íîíñåíñû Ëüþèñà Êýððîëëà (¹ 1, 5 è 6) è Ó èëüÿìà Áðàéòè
Ðýíäñà3 (¹ 1 è 2). Â ñî÷èíåíèè òàêæå èñïîëüçîâàíû ñòèõîòâîðåíèå íå-
ìåöêîãî ïîýòà è ïñèõîòåðàïåâòà Ã åíðèõà Ãîôìàíà 4 (¹ 4) è àíãëèéñêèé
àëôàâèò (¹ 3). Âîïðåêè îáùåïðèíÿòûì ïðåäñòàâëåíèÿì, ïîýòè÷åñêèé
èñòî÷íèê îêàçàëñÿ êàê íèêîãäà äàëåê îò âûñîêîé ëèðè÷åñêîé ïîýçèè,
îïðåäåëÿâøåé íå òîëüêî ìóçûêàëüíóþ ôîðìó , íî è ñàìó ñóòü ñòàðèííîãî
ìàäðèãàëà. Âïðî÷åì, ê îòáîðó òåêñòîâ êîìïîçèòîð ïîäîøåë âåñüìà ñòðî-
ãî. Îá ýòîì êðàñíîðå÷èâî ñâèäåòåëüñòâó åò èíòåðâüþ, äàííîå èì Musical
America â 1987 ãîäó. Ïîäåëèâøèñü ñâîèìè òâîð÷åñêèìè ïëàíàìè íà áóäó-
ùåå, Ëèãåòè óïîìÿíóë î ìàäðèãàëàõ è î ïðîáëåìå âûáîðà òåêñòîâ. Ïî-
ñêîëüêó ñî÷èíåíèå ñîçäàâàëîñü ñïåöèàëüíî äëÿ áðèòàíñêèõ ïåâöîâ, îí
èñêàë ÷òî-òî îðèãèíàëüíîå èç àíãëèéñêîé ëèòåðàòóðû. Èíòåðâüþåð ïðåä-
ëîæèë ñòèõîòâîðåíèå Êýððîëëà  Jabberwocky èç ñêàçêè Through the
Looking-Glass, and What Alice Found There, îäíàêî êîìïîçèòîð âîçðà-
çèë, ÷òî ýòî «ñëèøêîì ïðåòåíöèîçíî» 5 (Soria 1987: 13).

Îáðàòèâøèñü ê íîíñåíñàì, Ëèãåòè ñîçíàòåëüíî îòêàçàëñÿ îò òåõ ñòè-
õîâ, â êîòîðûõ ïðèñóòñòâóåò «èñêàæåíèå» ñëîâ. Âûáðàííûå èì òåêñòû,
âêëþ÷àÿ àíãëèéñêèé àëôàâèò, ïî áîëüøîìó ñ÷åòó îáúåäèíÿþòñÿ íà îñ-
íîâå  ô î í åòè÷åñê îé  èãð û.  Äëÿ êîìïîçèòîðà, ÷üÿ ìóçûêà îòëè÷àåòñÿ

2 «Íîòû ñîñòàâëÿþò òåëî ìóçûêè, íî ñëîâà åñòü åå äóøà,» óòâåðæäàë â ÕVI
âåêå êîìïîçèòîð-ìàäðèãàëèñò Ìàíäçîíè (öèò . ïî: Äóáðàâñêàÿ 1978: 111).

3 Óèëüÿì Áðàéòè Ðýíäñ (William Brighty Rands , 1823–1882) – àíãëèéñêèé ïè-
ñàòåëü, ïîýò, èñòîðèê è æóðíàëèñò. Ðàáîòàë â ðàçíûõ æàíðàõ, íî ïðîñëàâèëñÿ
êàê àâòîð ëèòåðàòóðû äëÿ äåòåé. Åãî êíèãè ïîëüçîâàëèñü íåîáû÷àéíîé ïîïó-
ëÿðíîñòüþ, òàê ÷òî â Àíãëèè çà íèì çàêðåïèëîñü ïðîçâèùå Ëàóðåàò Äåòñòâà.

4 Ãåíðèõ Ãîôìàí ( Heinrich Hoffmann , 1809–1894) – àâòîð øèðîêî èçâåñòíîãî
ñáîðíèêà ñòèõîâ îá óïðÿìûõ è íåïîñëóøíûõ äåòÿõ Struwwelpeter («Íåðÿõà Ïå-
òåð»). Ìîðàëèçàòîðñêèå èñòîðèè, íåðåäêî èìåâøèå ñòðàøíûé ôèíàë, èìåëè äè-
äàêòè÷åñêóþ ôóíêöèþ è áûëè íàöåëåíû íà òî, ÷òîáû îòó÷èòü äåòåé îò âðåäíûõ
ïðèâû÷åê.

5 Ðå÷ü èäåò î ïåðâîé ñòðîôå ñòèõîòâîðåíèÿ, ñîäåðæàùåé òàê íàçûâàåìûå
«ñëîâà-áóìàæíèêè», òî åñòü íåîëîãèçìû, îáðàçîâàííûå ïóòåì ëåêñè÷åñêîé êîí-
òàìèíàöèè.
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óòîí÷åííîé äåòàëèçèðîâàííîñòüþ è èçûñêàííîñòüþ ñîíîðíûõ çâó÷àíèé,
ýòî âåñüìà ïîêàçàòåëüíî.

Ïðîÿâëåíèÿ ôîíåòè÷åñêîé èãðû â òåêñòàõ ìíîãîîáðàçíû. Íàèáîëåå
ïðîñòîé óðîâåíü – èñïîëüçîâàíèå îíîìàòîïåè. Ò àê, õàðàêòåðíûé îáðà-
çåö çâóêîïîäðàæàíèÿ ñîäåðæèòñÿ â ñòèõîòâîðåíèè Óèëüÿìà Ðýíäñà
Cuckoo in the Pear-Tree, ïðåäñòàâëÿþùåì ðàçãîâîð äâóõ êóêóøåê (¹ 2).
Îíîìàòîïåÿ âñòðå÷àåòñÿ è â ïðèíàäëåæàùèõ òîìó æå àâòîðó òåêñòàõ ïåð-
âîãî ìàäðèãàëà, The Dream of a Girl Who Lived at Seven-Oaks è The
Dream of a Boy Who Lived at Nine-Elms. Åå ñâîåîáðàçíûì ýêâèâàëåí-
òîì â ìóçûêàëüíîé ñôåðå âûñòóïàåò çâóêîïèñü, à â ðàìêàõ ðàññìàòðèâàå-
ìîãî æàíðà – òàê íàçûâàåìûå ìàäðèãàëèçìû, êîòîðûìè â íåìàëîé ñòå-
ïåíè èçîáèëó åò, ïîìèìî íàçâàííûõ, òàêæå ÷åòâåðòûé ìàäðèãàë 6.

Èíîé óðîâåíü ôîíåòè÷åñêîé èãðû äåìîíñòðèðóþò òåêñòû, ñîäåð-
æàùèå îìîôîíû. Ò àêîâ, íàïðèìåð, àíãëèéñêèé àëôàâèò , â êîòîðîì íà-
çâàíèÿ îòäåëüíûõ áóêâ îáðàçóþò çâóêîâûå àññîöèàöèè ñ ðàçëè÷íûìè
ñëîâàìè (¹ 3). Ò àê, áóêâà B, ïðîèçíîñèìàÿ êàê [ bi], ñîâïàäàåò ïî çâó÷à-
íèþ ñ àíãëèéñêèì ñëîâîì Be («áûòü»). I  [ai] àíàëîãè÷íà ëè÷íîìó ìåñòî-
èìåíèþ ÿ. Áóêâà Y [wai] ÿâëÿåòñÿ ôîíåòè÷åñêèì îìîíèìîì ñëîâà why
(«ïî÷åìó»). Íåñëó÷àéíî Ëèãåòè äîáàâëÿåò ê ýòîé áóêâå âîïðîñèòåëüíûé
çíàê. Ôîíåòè÷åñêàÿ èãðà ïðèñóòñòâóåò è â òåêñòå øåñòîãî ìàäðèãàëà,
«ôèãóðíîì» ñòèõîòâîðåíèè Êýððîëëà A Long, Sad Tale, èíèöèèðîâàí-
íîì îìîôîíàìè tale («ðàññêàç») è tail  («õâîñò»)7. Âòîðûì èñòî÷íèêîì
ýòîãî íîìåðà ñòàëè ìåòàãðàììû – öåïî÷êè ñëîâ èç èãðû Äóáëåòû, ïðè-
äóìàííîé Ëüþèñîì Êýððîëëîì. Èõ ñóòü çàêëþ÷àåòñÿ â òîì, ÷òîáû, ïîñëå-
äîâàòåëüíî ìåíÿÿ ïî îäíîé áóêâå, èç çàäàííîãî ñëîâà ïîëó÷èòü äðóãîå,
íåðåäêî ïðîòèâîïîëîæíîå ïî ñâîåìó çíà÷åíèþ 8. Â ìàäðèãàëå çâó÷àò ÷å-
òûðå ñëîâåñíûå öåïî÷êè, â õîäå êîòîðûõ head («ãîëîâà») ïðåâðàùàåòñÿ
â tail  («õâîñò»)9, witch («âåäüìà») â fairy («ôåþ») 10, furies («ÿðîñòü») â barrel

6 Äëÿ êîëîðèòíîãî èçîáðàæåíèÿ áóðè ñî ñâèñòîì è çàâûâàíèåì âåòðà Ëèãåòè
èñïîëüçó åò òðàäèöèîííóþ ñèñòåìó âûðàçèòåëüíûõ ñðåäñòâ, âêëþ÷àþùóþ ðèò-
ìè÷åñêóþ äèìèíóöèþ, âîñõîäÿùåå è íèñõîäÿùåå õðîìàòè÷åñêîå äâèæåíèå,
ãîëîñîâûå ãëèññàíäî; êðèêè è ïëà÷ Ðîáåðòà ïåðåäàþòñÿ ðåçêèìè äèññîíàíòíû-
ìè ñîçâó÷èÿìè ñ çàïðåäåëüíîé ãðîìêîñòüþ fffff è ffffff.

7 «Ôèãóðíûå» ñòèõè äàþò âèçóàëüíîå ïðåäñòàâëåíèå ïîýòè÷åñêèõ îáðàçîâ. Ðàñ-
ñêàç Ìûøè íàïå÷àòàí â âèäå õâîñòà.

8 Ñëîâà äîëæíû ñîñòîÿòü èç îäèíàêîâîãî êîëè÷åñòâà áóêâ.
9 HEAD, heal, teal, tell, tall, TAIL .
10 WITCH, winch, wench, tench, tenth, tents, tints, tilts, tills, fills, falls, fails,

fairs, FAIRY.
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(«äóëî»)11, à quilt  («îäåÿëî») ñòàíîâèòñÿ sheet («ïðîñòûíåé») 12. Â öåëîì
ñëîâåñíûå öåïî÷êè ïðåäñòàâëÿþò ïîñëåäîâàòåëüíîñòü íåñâÿçàííûõ
ïî ñìûñëó ñëîâ, íåêîå àáñóðäíîå, íî ñòðîãî óïîðÿäî÷åííîå ïðîñòðàí-
ñòâî.

Ìàðòèí Ã àðäíåð îäíàæäû çàìåòèë, ÷òî îöåíèòü ïî äîñòîèíñòâó íîí-
ñåíñû Êýððîëëà âîçìîæíî ëèøü â òîì ñëó÷àå, åñëè «çíàòü ìíîãîå èç òîãî,
÷òî íàõîäèòñÿ çà ïðåäåëàìè òåêñòà» (Ãàðäíåð 2003: 310). Ýòè ñëîâà â ðàâ-
íîé ìåðå ïðèëîæèìû è ê Nonsense Madrigals. Â ñî÷èíåíèè íàøëè îòðà-
æåíèå äâå âàæíåéøèå äëÿ òâîð÷åñòâà Ëèãåòè òåìû – ïðîáëåìà âðåìåíè
è âçàèìîîòíîøåíèå ñìûñëà è àáñóðäà. Ò åìà âðåìåíè ïîëó÷àåò â öèêëå
êîíöåïòóàëüíîå çíà÷åíèå. Êàê ïîêàçûâàåò àíàëèç, äëÿ ñìûñëîâîãî ïðî-
ñòðàíñòâà Nonsense Madrigals ÷ðåçâû÷àéíî âàæíóþ ðîëü èãðàåò êîíòåêñò
ñêàçêè Êýððîëëà Alice’s Adventures in Wonderland. Òàê, èç òðåõ ðàçëè÷-
íûõ òåêñòîâ, ñîñòàâëÿþùèõ ïîýòè÷åñêóþ îñíîâó ¹ 1 ( Two Dreams and
Little Bat ), âåäóùåå çíà÷åíèå ïðèíàäëåæèò ÷åòâåðîñòèøèþ Êýððîëëà
Twinkle, Twinkle, Little Bat 13. Îíî âçÿòî èç ñåäüìîé ãëàâû ñêàçêè Êýð-
ðîëëà, èçîáðàæàþùåé áåçóìíîå ÷àåïèòèå. Âàæíåéøèì äåéñòâóþùèì
ëèöîì çäåñü, êàê èçâåñòíî, ÿâëÿåòñÿ âñåñèëüíîå è âñåìîãóùåå Âðåìÿ,
òðåáóþùåå ïî÷òèòåëüíîãî ê ñåáå îòíîøåíèÿ. Â èíîñêàçàòåëüíîé ìàíåðå
Êýððîëë çíàêîìèò äåòåé ñ ðàçíûì îùóùåíèåì âðåìåíè, êîòîðîå äâèãà-
åòñÿ òî ðàçìåðåííî, òî íåâåðîÿòíî áûñòðî, òî âäðóã çàñòûâàåò íà ìåñòå,
êàê ÷àñû Øëÿïíèêà, ÷üè ñòðåëêè âñåãäà ïîêàçûâàþò øåñòü. Â ìóçûêå
ìàäðèãàëà ïîäîáíàÿ ìíîãîìåðíîñòü îáó ñëàâëèâàåòñÿ îñîáîé îðãàíèçà-
öèåé ìåòðîðèòìè÷åñêîãî ïðîñòðàíñòâà, ñîçäàþùåé èëëþçèþ ïîëèòåì-
ïîâîñòè. Âîêàëüíûå ãîëîñà èäóò ïàðàëëåëüíî â ðàçëè÷íîì ðèòìè÷åñêîì
èçìåðåíèè: àëü òû ïî áîëüøåé ÷àñòè ïîä÷èíÿþòñÿ ðàçìåðó òðåõ âòîðûõ,
òîãäà êàê áàðèòîíû è áàñ –  ðàçìåðó ÷åòûðåõ ÷åòâåðòåé ñ òî÷êîé. Ñâîå-
îáðàçíûì «âîäîðàçäåëîì» ìåæäó âåðõíèì è íèæíèì ïëàñòàìè âûñòó-
ïàåò cantus firmus (òåíîð), âûïèñàííûé êðóïíûìè äëèòåëüíîñòÿìè ñ
îñòèíàòíî ïîâòîðÿåìîé ðèòìè÷åñêîé ìîäåëüþ 10-5-10-5-10-5-10 14 (ïðè-
ìåð 1):

11 FURIES, buries, buried, burked, barked, barred, BARREL.
12 QUILT, guilt, guile, guide, glide, slide, slice, spice, spine, spins, shins, shies,

shier, sheer, SHEET.
13 Ñòèõîòâîðåíèå ðàñïåâàåòñÿ íà ìåëîäèþ øèðîêî èçâåñòíîé ôðàíöóçñêîé

ïåñíè Ah, vous dirai-je, Maman, âûñòóïàþùåé â êà÷åñòâå cantus firmus.
14 ×èñëà âûðàæàþò êîëè÷åñòâî âîñüìûõ, ñîäåðæàùèõñÿ â äëèòåëüíîñòÿõ.
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Ïðèìåð 1.  Nonsense Madrigals. ¹ 1: Two Dreams and Little Bat , òò. 1–4

Íà÷èíàÿñü êàê êîíòðàïóíêò ðàçëè÷íûõ âðåìåííûõ ñëîåâ, ìàäðèãàë çà-
âåðøàåòñÿ êðàñî÷íûìè âåðòèêàëüíûìè çâóêîêîìïëåêñàìè (ïðèìåð 2), íà-
ïîìèíàþùèìè î ñîíîðíî-ñòàòè÷åñêèõ êîìïîçèöèÿõ Ëèãåòè 1960-õ ãîäîâ,
÷üÿ îáðàçíàÿ ñôåðà ðåïðåçåíòèðîâàëà êîíöåïöèþ çàñòûâøåãî âðåìåíè.

Ïðèìåð 2.  Nonsense Madrigals. ¹ 1:
Two Dreams and Little Bat , òò. 45–52

Ïåðåõîä ê ñòàòè÷íîìó çâóêîâîìó ñîñòîÿíèþ, îëèöåòâîðÿþùåìó «çàìî-
ðîæåííîñòü» âðåìåíè, èíñïèðèðîâàí ñàìîé ñêàçêîé Êýððîëëà. Çà ÷àå-
ïèòèåì Øëÿïíèê ðàññêàçûâàåò Àëèñå èñòîðèþ ñâîåé ññîðû ñî Âðåìå-
íåì. Íà ïðèåìå ó Êîðîëåâû îí äîëæåí áûë èñïîëíÿòü ïåñåíêó Twinkle,
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Twinkle, Little Bat . Íå âûäåðæàâ áåçäàðíîãî ïåíèÿ, Êîðîëåâà îáâèíèëà
åãî â «óáèéñòâå âðåìåíè» è âåëåëà êàçíèòü. Íåâåðíî èñòîëêîâàííàÿ ôðà-
çà, ïîíÿòàÿ â áóêâàëüíîì, à íå ïåðåíîñíîì ñìûñëå, îáåðíóëàñü äëÿ
Øëÿïíèêà îñòàíîâêîé âðåìåíè.

Èíòåðåñíî, ÷òî èäåÿ îñòàíîâèâøåãîñÿ âðåìåíè ñìûêàåòñÿ â ïåð-
âîì ìàäðèãàëå ñ èäååé ïîòåðÿííîãî ñìûñëà, âåäü «óáèâàòü âðåìÿ» îçíà-
÷àåò ïîíàïðàñíó åãî òðàòèòü. Íå âåäåò ëè òàêîå âðåìÿïðîâîæäåíèå ê
ïîòåðå ñìûñëà ñóùåñòâîâàíèÿ?

Ýòîìó æå âîïðîñó ïîñâÿùåí è çàêëþ÷èòåëüíûé, øåñòîé íîìåð ( A
Long, Sad Tale), îáðàçóþùèé ÿâíóþ ñìûñëîâóþ àðêó ñ íà÷àëüíûì. Ëè-
ãåòè çäåñü òàêæå ñîåäèíÿåò â îäíîâðåìåííîñòè ðàçëè÷íûå òåêñòû –  óæå
óïîìÿíóòûå ìåòàãðàììû è ðàññêàç Ìûøè èç òðåòüåé ãëàâû  Alice’s Adven-
tures in Wonderland. Ïðèâëåêàåò âíèìàíèå ðàáîòà ñ äóáëåòàìè. Êàæäóþ
ñëîâåñíóþ öåïî÷êó êîìïîçèòîð îáðàùàåò âñïÿòü, ñòàðàÿñü ïðè ýòîì ïî-
âñåìåñòíî ïîä÷åðêíóòü èãðó ñëîâ, âîçíèêàþùóþ ìåæäó ðàçíûìè êýððîë-
ëîâñêèìè òåêñòàìè. Â çàêëþ÷èòåëüíîé ìåòàãðàììå ( quilt–sheet) âîçâðàò-
íîå äâèæåíèå ñëîâ â öåïî÷êå ïðèâîäèò íå ê íà÷àëüíîìó quilt  («îäåÿëî»),
à ê guilt («âèíà»), äèíàìè÷åñêè âûäåëåííîìó èç ìóçûêàëüíîãî êîíòåê-
ñòà (ïðèìåð 3). Î÷åâèäíî, ÷òî guilt  è ïîñëåäíåå ñëîâî ìàäðèãàëà death
(«ñìåðòü»), îòíîñÿùååñÿ ê ðàññêàçó Ìûøè, ìîãëè áû ñîñòàâèòü íîâóþ
ìåòàãðàììó: îáðàòèòü guilt  â death. Âçàèìîäåéñòâèå ïåðâè÷íûõ òåêñòîâ,
òàêèì îáðàçîì, ïðèâîäèò ê ðîæäåíèþ íåêîåãî ìåòàòåêñòà, ïîìîãàþùåãî
ðàñêðûòü ñìûñë íîíñåíñà. ×òî áûëî ïðè÷èíîé ñóäåáíîãî ðàçáèðàòåëü-
ñòâà â ðàññêàçå Ìûøè? Ïðàçäíîñòü 15. Èãðà â äóáëåòû âîçíèêëà ïî òîé
æå ïðè÷èíå 16. Òàê íå êðîåòñÿ ëè âèíà (guilt ) â ïóñòîé òðàòå âðåìåíè
(=óáèéñòâå âðåìåíè)? Ïîêàçàòåëüíî, ÷òî â ìàäðèãàëå Ëèãåòè íà îäíîì
òåìàòè÷åñêîì ìàòåðèàëå âûñòðàèâàþòñÿ íà÷àëüíàÿ ôðàçà Ìûøè « Mine
is a long and a sad tale» («Ìîé ðàññêàç äëèííûé è ãðó ñòíûé»), â êîòîðîé
ñëîâî long ìíîãîêðàòíî ïîâòîðÿåòñÿ è äëèòåëüíî ðàñïåâàåòñÿ, êàê áû
ñèìâîëèçèðó ÿ áåñêîíå÷íî òÿíóùååñÿ âðåìÿ, è çàêëþ÷èòåëüíàÿ ñòðîêà
«and condemn you to death» («è ïðèãîâîðþ òåáÿ ê ñìåðòè»).

15 Ôóðèÿ áóêâàëüíî ïðîèçíîñèò ñëåäóþùåå: « We must have a trial: / For really
this morning / I’ve nothing to do » («Ìû áóäåì ñóäèòüñÿ: / Êàê ðàç ýòèì óòðîì /
Ìíå íå÷åì çàíÿòüñÿ»).

16 Ïèñüìî Êýððîëëà â ðåäàêöèþ Vanity Fair , â êîòîðîì îí îïèñûâàåò ïðàâèëà
èãðû â Äóáëåòû, íà÷èíàåòñÿ òàêèìè ñòðîêàìè: «Äîðîãàÿ ðåäàêöèÿ! Ðîâíî ãîä
íàçàä, íà ïðåäûäóùåå Ðîæäåñòâî, äâå þíûå ëåäè, èçíûâàþùèå îò òÿã÷àéøåãî
áðåìåíè æåíñêîé ÷àñòè îáùåñòâà – ïðàçäíîñòè (îò “íå÷åãî äåëàòü”), îáðàòè-
ëèñü êî ìíå ñ ïðîñüáîé ïðèñëàòü èì “êàêèå-íèáóäü çàãàäêè”» (Êýððîëë 1991: 73).
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Ïðèìåð 3.  Nonsense Madrigals. ¹ 6:
A Long, Sad Tale, òò. 59–63

Òåìà âðåìåíè òåñíî ïåðåïëåòàåòñÿ â Nonsense Madrigals ñ ïðîáëå-
ìîé âçàèìîñâÿçè ñìûñëà è àáñóðäà. Ëèãåòè âûñòðàèâàåò çåðêàëüíî-ñèì-
ìåòðè÷íûé öèêë 17, â êîòîðîì ìàäðèãàëû-«äâîéíèêè» äåìîíñòðèðóþò
ðàçëè÷íûå àñïåêòû óêàçàííîãî ñîîòíîøåíèÿ. Ïåðâûå òðè íîìåðà íà-
ïðàâëåíû íà äåñåìàíòèçàöèþ ñìûñëîâîãî ïðîñòðàíñòâà. Â ìàäðèãàëå Two
Dreams and Little Bat (¹ 1) ýòîìó ñïîñîáñòâó åò ïîëèòåêñòîâîñòü, ïåðå-
õîä îò âåðáàëüíîãî ê íåâåðáàëüíîìó âûñêàçûâàíèþ. Â ñâîåì ñî÷èíåíèè
Ëèãåòè, ïî ñóùåñòâó, îáúåäèíÿåò ìàäðèãàë ñ ìîòåòîì, ÷òî ïðåäñòàâëÿåòñÿ
ãëóáîêî ñèìâîëè÷íûì. Îáà ýòèõ æàíðà õàðàêòåðèçîâàëèñü ðàçëè÷íûì
îòíîøåíèåì ê òåêñòó . Ìîòåò áûë â ïåðâóþ î÷åðåäü ìóçûêîé ó÷åíîé,

17 Çåðêàëüíîñòü, êàê èçâåñòíî, ÿâëÿåòñÿ íåîòúåìëåìûì àòðèáóòîì êýððîëëîâ-
ñêèõ òåêñòîâ îá Àëèñå.
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ñðåäîòî÷èåì êîìïîçèòîðñêîãî ìàñòåðñòâà 18. Ñëûøèìîñòü òåêñòà íå ÿâ-
ëÿëàñü ïðåäìåòîì îñîáîé çàáîòû àâòîðîâ. Äà ýòîãî è íå òðåáîâàëîñü, âåäü
ìíîãîãîëîñíàÿ êîìïîçèöèÿ âûñòðàèâàëàñü íà îñíîâå èçâåñòíûõ ëèòóð-
ãè÷åñêèõ íàïåâîâ èëè ñâåòñêèõ ìåëîäèé. Ïîëèòåêñòîâîñòü â ñòàðèííûõ
ìîòåòàõ íèâåëèðîâàëà ñåìàíòè÷åñêîå ñîäåðæàíèå êàê òàêîâîå. Ó Ëèãåòè
ïîäîáíàÿ íåðàçëè÷èìîñòü âûñòóïàåò ïðèåìîì îáåññìûñëèâàíèÿ õóäî-
æåñòâåííîãî ïðîñòðàíñòâà ìàäðèãàëà. Ïîêàçàòåëüíî, ÷òî â çàâåðøåíèè
íîìåðà ñëûøèìîñòü òåêñòà óìåíüøàåòñÿ åùå áîëüøå èç-çà âîçíèêàþ-
ùåãî ïðîäîëæèòåëüíîãî ðàñïåâàíèÿ ñëîãîâ, à â ñàìîì êîíöå ñåìàíòè-
÷åñêîå ñîäåðæàíèå è âîâñå ñâîäèòñÿ ê íóëþ, òàê êàê ñî÷èíåíèå îêàí÷è-
âàåòñÿ âîêàëèçîì.

Äåñåìàíòèçàöèÿ ñìûñëîâîãî ïðîñòðàíñòâà ïðîäîëæàåòñÿ âî âòîðîì
ìàäðèãàëå, Cuckoo in the Pear-Tree. Â òåêñòå Ðýíäñà ÷åòêî âûäåëÿþòñÿ
äâà ïëàíà: íàððàòèâíûé è çâóêîïîäðàæàòåëüíûé. Êàæäûé èç íèõ õàðàê-
òåðèçóåòñÿ ñîáñòâåííûì ìóçûêàëüíûì ìàòåðèàëîì. Ëîãèêà ðàçâåðòû-
âàíèÿ êîìïîçèöèè áàçèðó åòñÿ íà ïîñòåïåííîì äîìèíèðîâàíèè îíîìà-
òîïåè, âïëîòü äî àáñóðäíîé êóëüìèíàöèè, âîçíèêàþùåé â òò . 63–71 è
ïðåäñòàâëÿþùåé ñïëîøíîå «êóêîâàíèå».

Òðåòèé ìàäðèãàë (The Alphabet) – ïðåäåë ñìûñëîâîé èñ÷åðïàííîñòè,
âåäü êîìïîçèòîð áåðåòñÿ îçâó÷èâàòü àëôàâèò. Âïðî÷åì, àáñóðä çäåñü êà-
æóùèéñÿ. Áëàãîäàðÿ ôîíåòè÷åñêîé äâóñìûñëåííîñòè, ïðèñóùåé àíãëèé-
ñêîìó àëôàâèòó, ïîñëåäíèé, íàïðîòèâ, òðàêòó åòñÿ Ëèãåòè êàê ïîòåíöè-
àëüíàÿ âåðáàëüíàÿ ñðåäà, èñòî÷íèê è ñðåäîòî÷èå ñìûñëà. Èäåÿ ðîæäåíèÿ
ñëîâà èç çâó÷àíèÿ áóêâ íà ìóçûêàëüíîì óðîâíå ïðåäñòàâëåíà êàê ðîæäå-
íèå ãàðìîíèè èç õàîñà, ïîýòîìó îïðåäåëÿþùèì ôàêòîðîì äëÿ ìåòîäà
êîìïîçèöèè ñòàëà ñîíîðèêà. Íà÷àëî ìàäðèãàëà íàïîìèíàåò î ðÿäå ñî-
÷èíåíèé Ëèãåòè 1960-õ ãîäîâ ( Atmospheres, Lontano), îïèðàþùèõñÿ íà
êðàñî÷íûå çâóêîâûå ïîëÿ.

Ñ äâóçâó÷èåì h–cis1 â òèøàéøåé äèíàìèêå ïîî÷åðåäíî âñòóïàþò òðè
ïàðû ãîëîñîâ –  àëüòû, òåíîð è áàðèòîí I, áàðèòîí II è áàñ. Ã îëîñà ñëîâíî
áû íàïëûâàþò îäèí íà äðóãîé, îáðàçó ÿ ïåðìàíåíòíóþ çâóêîâóþ ëèíèþ,
âíóòðåííå âèáðèðóþùóþ áëàãîäàðÿ òåìáðîâîé ïåðåêðàñêå 19 (ïðèìåð 4).

18 Ñðåäíåâåêîâûé òåîðåòèê Èîàíí äå Ã ðîêåéî òàê îòçûâàëñÿ î ìîòåòå: «Ýòîò
âèä ìóçûêè íå ñëåäóåò ïðåäñòàâëÿòü â ïðèñóòñòâèè ïðîñòîãî íàðîäà (coram
vulgaribus), êîòîðûé íå ñïîñîáåí îöåíèòü åãî èçûñêàííîñòü è ïîëó÷èòü óäîâîëü-
ñòâèå îò ñëóøàíèÿ. Ìîòåò èñïîëíÿåòñÿ äëÿ îáðàçîâàííûõ ëþäåé è âîîáùå äëÿ
òåõ, êòî èùåò èçûñêàííîñòè â èñêó ññòâàõ» (öèò. ïî: Äóáðàâñêàÿ 1978: 118).

19 Ñðåäñòâàìè ñîíîðèêè Ëèãåòè, êàê êàæåòñÿ, ïåðåäàåò è ñâîè êðàñî÷íî-çâóêî-
âûå âïå÷àòëåíèÿ îò áóêâ. Èçâåñòíî, ÷òî êîìïîçèòîð îáëàäàë ñèíåñòåòè÷åñêèì
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Ïðèìåð 4.  Nonsense Madrigals. ¹ 3: The Alphabet, òò. 1–5

Ïîñòåïåííî çâóêîâîé îáúåì ðàçðàñòàåòñÿ, à ñ íèì íåçàìåòíî ìåíÿ-
åòñÿ è õàðàêòåð çâó÷àíèÿ  – îò íåîïðåäåëåííîñòè, íåÿñíîñòè, ñìóòíîñòè
â ñòîðîíó âñå áîëüøåãî ïðîñâåòëåíèÿ êîëîðèòà, ÷òî îáó ñëîâëåíî ïðåîá-
ëàäàíèåì áîëüøèõ ñåêóíä â êëàñòåðíîé âåðòèêàëè. Ïåðèîäè÷åñêè èç ýòèõ
ñòðóêòóð «ïðîñâå÷èâàþò» òðàäèöèîííûå òåðöîâûå êîíñòðóêöèè. Ïðè-
ãëóøåííûå è çàòóøåâàííûå ñîíîðíûì êîíòåêñòîì, îíè âîçíèêàþò ïî -

âîñïðèÿòèåì. Ò àê, îí ïðèçíàâàëñÿ: «Íåâîëüíûé ïåðåâîä âèçóàëüíûõ è òàêòèëü-
íûõ îùóùåíèé â àêó ñòè÷åñêèå ïðîèñõîäèò ó ìåíÿ äîâîëüíî ÷àñòî; ÿ ïî÷òè âñåãäà
àññîöèèðóþ çâó÷àíèå ñ òåìáðîì, ôîðìîé è ïëîòíîñòüþ, êàê è íàîáîðîò: ôîðìó ,
òåìáð è ìàòåðèàëüíîå ñîñòîÿíèå – ñ êàæäûì àêó ñòè÷åñêèì îùóùåíèåì. Äàæå
òàêèå àáñòðàêòíûå ïîíÿòèÿ, êàê êîëè÷åñòâî, îòíîøåíèÿ, ñâÿçè è ïðîèñøåñòâèÿ
êàæóòñÿ ìíå íàãëÿäíûìè è èìåþò ñâîå ìåñòî â âîîáðàæàåìîì ïðîñòðàíñòâå. Ê
ïðèìåðó , ïîíÿòèå “âðåìÿ” äëÿ ìåíÿ òóìàííî-áåëîå, ìåäëèòåëüíî è áåçîñòàíî-
âî÷íî òåêóùåå ñëåâà íàïðàâî, ïðè÷åì îíî ïðîèçâîäèò åäâà ñëûøíûé, õõõõ-îá-
ðàçíûé øóì. “Ëåâîå” â ýòîì ñëó÷àå – ôèîëåòîâûé ïóíêò æåñòÿíîãî êà÷åñòâà è
òàêîãî æå çâó÷àíèÿ, “ïðàâîå” æå – îðàíæåâîãî öâåòà, èìååò êîæåîáðàçíóþ ïî-
âåðõíîñòü è òóñêëûé çâóê» (Ëèãåòè 2009: 188–189).
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íà÷àëó êàê «îáðàçû áåç ëèöà»20, íî ìàëî-ïîìàëó îáðåòàþò ãàðìîíè÷åñ-
êóþ «èíäèâèäóàëüíîñòü» è çàõâàòûâàþò âñå áîëüøåå ìóçûêàëüíîå ïðî-
ñòðàíñòâî. Â êóëüìèíàöèîííîì ðàçäåëå (òò . 48–49) ïîñëåäîâàíèå òåð-
öîâûõ ñòðóêòóð äîñòèãàåò ñâîåãî àïîãåÿ –  â äèíàìèêå fff è âûøå çâó÷àò
îáðàùåíèÿ òðåçâó÷èé è ñåïòàêêîðäîâ. Ìàäðèãàë çàâåðøàåòñÿ áîëüøèì
ìàæîðíûì íîíàêêîðäîì îò çâóêà ñ, íî ðàñïîëîæåííûì íà áàñó G, òî åñòü
ôàêòè÷åñêè – ÷àñòüþ îáåðòîíîâîãî ðÿäà. Äâèæåíèå îò íåäèôôåðåíöè-
ðóåìûõ ñîíîðîâ ê ëîãè÷åñêè âûñòðîåííûì àêêîðäîâûì åäèíèöàì, ê
óíèâåðñàëüíîé ïðèðîäíîé ãàðìîíèè, ñëóæàùåé èñòî÷íèêîì ìóçûêè,
îòðàæàåò èäåþ óïîðÿäî÷èâàíèÿ ìóçûêàëüíîãî óíèâåðñóìà.

Âñå ïîñëåäóþùåå ðàçâèòèå â öèêëå áóäåò ïîä÷èíÿòüñÿ îáðàòíîìó
õîäó – ñåìàíòèçàöèè äåñåìàíòèçèðîâàííîãî, è âàæíàÿ ðîëü â ýòîì ïðî-
öåññå îòâîäèòñÿ æàíðîâîìó íà÷àëó . ×åòâåðòûé ìàäðèãàë, Flaying Robert,
êàê áóäòî áû ïðîòèâîïîñòàâëÿåòñÿ ïðåäûäóùåìó íîìåðó íàëè÷èåì äî-
âîëüíî îñìûñëåííîãî ñþæåòà. Èñòîðèþ î íåïîñëóøíîì ìàëü÷èêå, ðå-
øèâøåì â íåïîãîäó ïðîãóëÿòüñÿ ïî óëèöå ïîä çîíòîì è â èòîãå óíåñåííîì
áóðåé, Ëèãåòè îáëåêàåò â æàíð ïàññàêàëèè. Èíòåðåñíî, ÷òî ïàññàêàëèÿ
ðåçîíèðó åò ñ ñþæåòíîé ñèòóàöèåé íà ýòèìîëîãè÷åñêîì óðîâíå, ïîñêîëüêó
ñàìî ñëîâî âîñõîäèò ê èñïàíñêèì pasar è calle, ÷òî áóêâàëüíî ïåðåâî-
äèòñÿ êàê «ïðîõîäèòü ïî óëèöå». Ñåìàíòèçàöèÿ õóäîæåñòâåííîãî ïðî-
ñòðàíñòâà ñâÿçàíà ñ èçìåíåíèåì ñìûñëîâûõ ôóíêöèé òåìû ïàññàêàëèè.
Îñíîâàííàÿ íà ïàðàëëåëèçìå ñîâåðøåííûõ êîíñîíàíñîâ è óòÿæåëåííàÿ
êðóïíûìè äëèòåëüíîñòÿìè, îíà äîëãîå âðåìÿ íåñåò â êîìïîçèöèè ôî-
íîâî-èçîáðàçèòåëüíóþ ôóíêöèþ, àññîöèèðó ÿñü ñ òÿæåëûìè êàïëÿìè
ïàäàþùåãî äîæäÿ. Â õîäå ðàçâåðòûâàíèÿ ìóçûêàëüíîãî ìàòåðèàëà òåìà
ïîëíîñòüþ ïîãëîùàåòñÿ õðîìàòè÷åñêèìè ïàññàæàìè è âîçâðàùàåòñÿ
ëèøü â ñàìîì êîíöå, íî ñ èíûì ñìûñëîâûì íàïîëíåíèåì.  Ñîïðîâîæ-
äàÿñü íà÷àëüíûìè íàçèäàòåëüíûìè ñòðîêàìè ñòèõîòâîðåíèÿ (« When the
rain comes tumbling down [...] / All good little girls and boys / Stay at home
and mind their toys» –  «Êîãäà èäåò äîæäü [...] / Âñå ïîñëóøíûå ìàëåíü-
êèå äåâî÷êè è ìàëü÷èêè / Ñèäÿò äîìà ñî ñâîèìè èãðóøêàìè»), õðîìàòè-
÷åñêè âèäîèçìåíåííàÿ, îíà îáíàðóæèâàåò ãåíåòè÷åñêóþ ñâÿçü ñ òåìàìè
ñòàðèííûõ  ïàññàêàëèé, è òåì ñàìûì ñëîâíî áû àïåëëèðó åò ê «ïàìÿòè»
æàíðà, èçíà÷àëüíî ñâÿçàííîãî ñ òðà óðíîé ñåìàíòèêîé. Â ðåçóëü òàòå òåìà
ëèãåòèåâñêîé ïàññàêàëèè èç ôîíîâî-èçîáðàçèòåëüíîé (êàïëè äîæäÿ)
ôàêòè÷åñêè ïðåîáðàçóåòñÿ â ñóðîâîå memento mori.

20 Ñðàâíåíèå, ê êîòîðîìó ïðèáåãíóë Ëèãåòè ïðè õàðàêòåðèñòèêå ñâîåãî îðãàí-
íîãî ñî÷èíåíèÿ Volumina (ñì.: Salmenhaara 1969: 80).
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Ïÿòûé ìàäðèãàë ( The Lobster Quadrille) â ñìûñëîâîì è ìóçûêàëü-
íîì ïëàíå îáðàçó åò ïàðàëëåëü êî âòîðîìó íîìåðó öèêëà 21. Åãî èñòî÷íè-
êîì ïîñëóæèëî ñòèõîòâîðåíèå èç äåñÿòîé ãëàâû Alice’s Adventures in Won-
derland, â êîòîðîé ×åðåïàõà Êâàçè è Ãðèôîí ðàññêàçûâàþò , à çàòåì è
ïîêàçûâàþò Àëèñå, êàê ñëåäóåò òàíöåâàòü êàäðèëü îìàðîâ. Âñÿ êîìïîçè-
öèÿ îñíîâàíà íà îñòèíàòíûõ ïîâòîðåíèÿõ òåìû, ïðè÷åì íà÷àëî êàæäîãî
ñëåäóþùåãî ïðîâåäåíèÿ íàêëàäûâàåòñÿ íà îêîí÷àíèå ïðåäûäóùåãî (ïðè-
ìåð 5), áóêâàëüíî âîïëîùàÿ ñòðîêè ñòèõîòâîðåíèÿ « There’s a porpoise
close behind us, and he’s treading on my tail» («Ïîçàäè íàñ ìîðñêàÿ ñâèíüÿ,
è îíà íàñòóïàåò ìíå íà õâîñò»):

Ïðèìåð 5.  Nonsense Madrigals. ¹ 5:
The Lobster Quadrille , òò. 1–7

Íåñîîòâåòñòâèå æåëàíèé è âîçìîæíîñòåé – ìåäëåííûå ñóùåñòâà
ïðèãëàøàþòñÿ íà áûñòðûé òàíåö – Ëèãåòè ðåàëèçóåò â ìóçûêå ÷åðåç íåî-
áû÷íóþ æàíðîâóþ êîíòàìèíàöèþ, ñîåäèíÿÿ êàäðèëü ñ ïàññàêàëèåé
(basso ostinato). Ïîäîáíûé ïðèåì ïîçâîëÿåò äîñòè÷ü îäíîâðåìåííî âû-
ðàçèòåëüíîãî è èçîáðàçèòåëüíîãî ýôôåêòà (îñòèíàòíàÿ òåìà âûïîëíÿåò
òîðìîçÿùóþ ôóíêöèþ), à çàîäíî è ïîíÿòü, ïî÷åìó óëèòêà «íå ñòàëà, íå
ìîãëà» ó÷àñòâîâàòü â òàíöå.

21 Â îáîèõ ñëó÷àÿõ èìååò ìåñòî ðàçãîâîð äâóõ æèâîòíûõ (êóêóøåê âî âòîðîì
íîìåðå è ìîðñêèõ ñóùåñòâ â ïÿòîì). Êðîìå òîãî, ñî÷èíåíèÿ îïèðàþòñÿ íà èäåí-
òè÷íûé èíòîíàöèîííûé ìàòåðèàë – áîëüøèå òåðöèè, ÷èñòûå êâèíòû è òðèòîíû.
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Îòäåëüíûé ñìûñëîâîé ïëàñò Nonsense Madrigals îáðàçóåò äèàëîã
êóëüòóð. Ñîáñòâåííî óæå ñàìè òåêñòû, à â îñîáåííîñòè íîíñåíñû Êýð-
ðîëëà, îñíîâàííûå íà ïàðîäèéíîì ñîîòíåñåíèè «ñâîåãî» è «÷óæîãî»,
îáíàðóæèâàþò ìíîãîîáðàçèå òèïîâ äèàëîãè÷åñêîãî îòêëèêà. Íå âäàâàÿñü
â äåòàëè äàííîé ïðîáëåìàòèêè, ÷òî ìîãëî áû ñîñòàâèòü ïðåäìåò îòäåëü-
íîé ñòàòüè, íåîáõîäèìî âñå æå çàìåòèòü, ÷òî ó Ëèãåòè ðàçëè÷íûå ñòèëè,
òåõíèêè, æàíðû, ïðåäñòàâëåííûå â ñî÷èíåíèè (à ýòî – ãðèãîðèàíèêà,
îðãàíóì, ìîòåò , ïàññàêàëèÿ, ýëåìåíòû äæàçà, ñîíîðèêà è ìíîãîå äðóãîå) ,
ïåðåïëàâëÿþòñÿ â îðãàíè÷åñêîå åäèíñòâî. Îðãàíè÷åñêîå íàñòîëüêî, ÷òî
ãðàíü ìåæäó «ñâîèì» è «÷óæèì», òðàäèöèîííûì è íîâûì, ïðîøëûì è
ñîâðåìåííûì ñòèðàåòñÿ.

Íåñìîòðÿ íà êàòåãîðè÷åñêîå îòðèöàíèå ñâîåé ïðè÷àñòíîñòè ê ïîñò-
ìîäåðíèçìó , êîìïîçèòîð, áåññïîðíî, âïèñûâàåòñÿ â êóëü òóðíóþ ïàðà-
äèãìó ýïîõè. Îäíàêî äâèãàåòñÿ îí, êàê ýòî åìó îáû÷íî ñâîéñòâåííî,
«÷óòü-÷óòü “âíå îðáèòû”» (Áóëüÿí 1989: 112), ïðåëîìëÿÿ «äóõ» âðåìåíè
ñêâîçü ïðèçìó ñîáñòâåííîãî ìèðîîùóùåíèÿ. Ëþáèòåëü ïàðàäîêñîâ,
ñèíêðåòèñò è ñèíýñòåòèê, Ëèãåòè ñîçäàë âåëèêîëåïíîå ïðîèçâåäåíèå,
â êîòîðîì þìîð è ñåðüåçíîñòü, ñìûñë è àáñóðä, ðåàëüíîå è âîîáðàæàå-
ìîå, õðîíîìåòðè÷åñêîå è èëëþçîðíîå âðåìÿ ñëèòû â íåðàçðûâíîé öåëî-
ñòíîñòè.

A Semantic Space in the Nonsense Madrigals
by György Ligeti

Ekaterina Okuneva

Summary

In the 20th century, many genres and forms of the ancient polyphonic
music revived anew. A madrigal had almost disappeared from the composer
practice of the 18th–19th centuries and received a new life in the 20th century.
Among the many works in this genre the Nonsense Madrigals of György
Ligeti deserve a special attention. They were written for the English male
vocal sextet The King’s Singers in 1988–1993.

The title of the work is polysemous. On the one hand, the Nonsense
Madrigals represent an oxymoron, because Ligeti addresses the genre, whose
distinctive feature is the focus on the semantic aspect of the text. On the
other hand, the title appeals to the special artistic direction of English litera-
ture, which received wide popularity in the Victorian England. The Nonsense
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of Lewis Carroll and William Brighty Rands became a poetic source of the
madrigals. The work uses also a poem of the German poet and psychothera-
pist Heinrich Hoffmann ( ¹  4).

Two important themes of Ligeti’s creation – a problem of time and the
relationship of sense and absurdity – are reflected in the Nonsense Madrigals.
The topic of time receives conceptual importance in the cycle. The analysis
demonstrates that the context of Carroll’s Alice’s Adventures in Wonderland
has an important role in the semantic space of the Nonsense Madrigals.
No. 1 contains a quatrain from the chapter A Mad Tea-Party, in which the
heroes talk about the Time.

Carroll introduces children to the different sensation of time in an
allegorical manner. Time moves measuredly or incredibly rapidly and then
suddenly stops, as Hatter’s clock whose hands always show six. The different
sensation of time in music of the madrigal develops through the special
organization of metro-rhythmic space which creates an illusion of polytempo.
The colourful vertical sound complexes at the end of the madrigal remind of
the beginning of the Atmospheres and symbolize the frozen time. The idea
of stopped time connects to idea of the lost sense in No. 1. It works as a
reflection of mindless pastime in No. 6.

The relationship of sense and absurdity in the work is based on the
principle of a ‘looking-glass’. The first three numbers are directed towards
the desemantization of the semantic space, which is promoted by the polytexts
in No. 1. This movement has the transition from the verbal to the nonverbal
utterance (the vocalise at the end of the madrigal). There is the onomatopoeia
in No. 2. The climax of absurdity in the form of setting the alphabet occurs
in No. 3. At the same time, since this madrigal, all the subsequent development
submits to the return process – semantization of the elements, which have
been desemanticized. The alphabet is treated as the potential verbal environ-
ment, because the transcription of some letters in English makes sound asso-
ciations with the concrete words. The homophonic game corresponding to
the spirit of Carroll’s logic puzzles receives its culmination in No. 6.

Ligeti as an amateur of paradoxes created the magnificent work in which
humour and seriousness, sense and absurdity, chronometric and illusory
time are merged in the indissoluble integrity.
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Òðèíàäöàòü öâåòîâ çàõîäÿùåãî ñîëíöà
Òðèñòàíà Ìþðàÿ: çàìåòêè î
ïðîãðàììíîñòè íîâîãî òèïà

Dr. art. Èðèíà Êîïîñîâà
Àññîöèèðîâàííûé ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé

êîíñåðâàòîðèè èì. Àëåêñàíäðà Ãëàçóíîâà

Ïðîöåññ ïîñòèæåíèÿ ìóçûêàëüíîãî èñêó ññòâà âòîðîé ïîëîâèíû ÕÕ
âåêà ñòàâèò ïåðåä èññëåäîâàòåëåì íåìàëî âîïðîñîâ è ïðîáëåì. Íà ñå-
ãîäíÿøíèé ìîìåíò â ðîññèéñêîì ìóçûêîâåäåíèè íàèáîëåå çàìåòíà òåí-
äåíöèÿ ðàññìàòðèâàòü ðàçíûå ÿâëåíèÿ íîâåéøåé ìóçûêè ñ ïîçèöèé èõ
í î â è ç í û, ÷òî âïîëíå åñòåñòâåííî äëÿ èñêó ññòâà, â êîòîðîì ôîðìèðó-
åòñÿ ïðîñòðàíñòâî, ïðèíöèïèàëüíî èíîå â ñðàâíåíèè ñ ïðîøëûì. Ýòà
òåíäåíöèÿ, ê ïðèìåðó , ñî âñåé ïîëíîòîé âûðàæåíà â ó÷åáíîì ïîñîáèè
Òåîðèÿ ñîâðåìåííîé êîìïîçèöèè , ãëàâíîì îòå÷åñòâåííîì òðóäå, àâòîðû êî-
òîðîãî îáîáùàþò ïðåäñòàâëåíèÿ î ñïåöèôèêå îñíîâíûõ îáëàñòåé ñîâðå-
ìåííîé ìóçûêàëüíîé òåîðèè è âåäóùèõ êîìïîçèòîðñêèõ òåõíèêàõ. Ðå÷ü
òóò èäåò î «í î â û õ  ýñòåòè÷åñêèõ òåíäåíöèÿõ», «íîâîì çâóêå», «í î â å é -
ø å ì  âðåìåíè», « í î â î é  ãàðìîíèè», « í î â î ì  êîíòðàïóíêòå» (Öåíîâà
2005: 6–7). Çäåñü æå ìû íàõîäèì è ïîíÿòèå  «í îâ îé  ïð îãðà ì ì í î ñò è»
(Ãðèãîðüåâà 2005: 28). Èìåííî îíî ïðèâëåêëî íàøå âíèìàíèå.

Äåëàòü çàêëþ÷åíèå î ïðîãðàììíîñòè íîâåéøåé ìóçûêè ìîæíî, èñ-
õîäÿ óæå èç òîãî, ÷òî îïó ñû, âîçíèêøèå âî âòîðîé ïîëîâèíå ÕÕ âåêà, â
áîëüøèíñòâå ñâîåì èìåþò ïðîãðàìíûå çàãëàâèÿ. ×òîáû óáåäèòüñÿ â ýòîì,
äîñòàòî÷íî âçãëÿíóòü íà ñïèñîê ñî÷èíåíèé ëþáîãî ñîâðåìåííîãî àâòîðà.
Ïî÷åìó æå ñåãîäíÿøíÿÿ ïðîãðàììíîñòü íàçâàíà «íîâîé»? ×òî å¸ îòëè-
÷àåò îò «ñòàðîé» ïðîãðàììû? Îòâåòèòü íà ýòè âîïðîñû ìû ïðåäïîëàãàåì
â õîäå àíàëèçà ñî÷èíåíèÿ Ò ðèñòàíà Ìþðàÿ ( Tristan Murail , ð. 1947). Åãî
êàìåðíûé îïó ñ1 – Òðèíàäöàòü öâåòîâ çàõîäÿùåãî ñîëíöà (Treize couleurs
du soleil couchant, 1978) – èìååò æèâîïèñíûé çàãîëîâîê, îïðåäåëåííûì

1 Ñîñòàâ àíñàìáëÿ: ôëåéòà, êëàðíåò, ñêðèïêà, âèîëîí÷åëü è ôîðòåïèàíî. Èñïîë-
íèòåëè òàêæå ìîãóò èñïîëüçîâàòü ýëåêòðîíèêó. Â ïàðòèòóðå ïðèâåäåíà ñõåìà ðàñ-
ñàäêè èñïîëíèòåëåé è ðàññòàíîâêà äèíàìè÷åñêèõ ãðàäàöèé; ñõåìà âûâåäåíèÿ
èíñòðóìåíòàëüíûõ ïàðòèé íà ìèêøåðíûé ïóëü ò; íàçâàíû âàðèàíòû îáðàáîòêè
ðàçíûõ ïàðòèé (ôëåéòà è êëàðíåò – êîëüöåâàÿ ìîäóëÿöèÿ, îñòàëüíûå èíñòðó-
ìåíòû – ðåâåðáåðàöèÿ).
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îáðàçîì íàñòðàèâàþùèé íà âîñïðèÿòèå ìóçûêè. Â ðàìêàõ ôðàíöóçñêîé
êóëüòóðû ñî÷èíåíèå âûãëÿäèò êàê íåîáû÷àéíî îðãàíè÷íîå. Èãðà êðà-
ñîê íà çàêàòå çàïå÷àòëåíà Ýäãàðîì Äåãà (Edgar Degas), Êëîäîì Ìîíå
(Oscar-Claude Monet), Îãþñòîì Ðåíóàðîì ( Pierre-Auguste Renoir); îíà
âäîõíîâëÿëà Êëîäà Äåáþññè ( Achille-Claude Debussy). Ïîíà÷àëó êàæåòñÿ,
÷òî ñîíîðíàÿ òêàíü ìþðàåâñêîãî îïó ñà òîæå ðèñóåò çàêàò.

Îäíàêî àâòîð ïðåäóïðåæäàåò , ÷òî «æèâîïèñíîå» ïðî÷òåíèå çàãëà-
âèÿ íå âïîëíå òî÷íî: «Ïîñëå ïåðâîãî ïðîñëóøèâàíèÿ “Ò ðèíàäöàòü öâå-
òîâ…” ìîãóò ïîêàçàòüñÿ äîâîëüíî èìïðåññèîíèñòè÷åñêîé ðàáîòîé, íî
ïî ôàêòó ýòî âûñîêî ïðåäîïðåäåëåííîå è ðàññ÷èòàííîå ïðîèçâåäåíèå»
(Murail 2005: 165). Èñõîäÿ èç ýòîãî âûñêàçûâàíèÿ, äàííûé îïó ñ ïðåä-
ñòàâëÿåòñÿ óäà÷íûì äëÿ ðàññóæäåíèé â èíòåðåñóþùåì íàñ êëþ÷å.

Òðèíàäöàòü öâåòîâ… îòðàçèëè ñïåöèôèêó ñïåêòðàëüíîãî ìåòîäà êîì-
ïîçèöèè. Íàïîìíèì, îí ñëîæèëñÿ âî ôðàíöóçñêîé ìóçûêå 1970-õ ãî-
äîâ; Ìþðàé, íàðÿäó ñ Æåðàðîì Ã ðèçå (Gérard Grisey), ÿâëÿåòñÿ îäíèì
èç ëèäåðîâ ñïåêòðàëèçìà2. Â ðàìêàõ ìåòîäà ñëîæèëàñü îðèãèíàëüíàÿ òåõ-
íèêà. Â êà÷åñòâå çâóêîâîé ìàòåðèè çäåñü âûñòóïàþò îáåðòîíîâûå ðÿäû
(ñïåêòðû) ðàçíûõ çâó÷àíèé. Ïðè ïîìîùè êîìïüþòåðíûõ ïðîãðàìì (ðåæå
íà ñëóõ) îíè àíàëèçèðóþòñÿ è îáðàáàòûâàþòñÿ îïðåäåë¸ííûìè ñïîñî-
áàìè 3, ñòàíîâÿñü ìàòåðèàëîì 4, èç êîòîðîãî â êàæäîì ñëó÷àå ïî ñâîåé
îðèãèíàëüíîé ëîãèêå âûñòðàèâàåòñÿ áóäóùåå ñî÷èíåíèå. Êàêàÿ ñòðàòå-
ãèÿ îðãàíèçóåò îïó ñ Ìþðàÿ? Êðàòêî îáðèñó åì îñíîâíûå ìîìåíòû.

Ïåðâîíà÷àëüíî, îòòàëêèâàÿñü îò ñïåêòðîâ íåñêîëüêèõ çâóêîâ, èç ïðè-
íàäëåæàùèõ èì òîíîâ êîìïîçèòîð «ñîáðàë» 13 èíòåðâàëîâ ðàçíîãî  äèà-

2 Âîçíèêíîâåíèå ñïåêòðàëüíîãî ìåòîäà ñâÿçàíî ñ Ãðóïïîé ïóòè â áóäóùåå
(L’Itineraire ); îíà îáðàçîâàíà â ÿíâàðå 1973 ãîäà ïî èíèöèàòèâå Ò ðèñòàíà Ìþðàÿ,
Ðîæüåðà Òåññüåðà (Roger Tessier), Ìèõàýëÿ Ëåâèíàñà ( Michaël Lévinas). Ïîçäíåå
ê ãðóïïå ïðèìêíóëè Æåðàð Ã ðèçå, ñòàâøèé âïîñëåäñòâèè å¸ ïðèçíàííûì ëèäå-
ðîì è èäåîëîãîì, Þãå Äþôóð ( Hugues Dufourt), Ìàðê-Àíäðå Äàëüáàâè ( Marc-
André Dalbavie), ÆàíÊëîä Ðèññå (Jean-Claude Risset) è äð. Îñíîâíàÿ çàäà÷à ãðóïïû
áûëà îðèãèíàëüíà è ñâÿçûâàëàñü ñ èññëåäîâàíèåì âíóòðåííåãî ïðîñòðàíñòâà
òåìáðîçâó÷àíèé. Òåõíèêà êîìïîçèöèè ïðåèìóùåñòâåííî îïèðàëàñü íà àíàëèç
ñïåêòðàëüíîãî ñîñòàâà ðàçëè÷íûõ òåìáðîâ è ïåðåíîñ íàáëþäàåìûõ çàêîíîìåð-
íîñòåé â ïðîöåññ ñîçäàíèÿ ìóçûêè.

3 Íàçîâåì òîëüêî íåêîòîðûå èç ýòèõ ñïîñîáîâ: ìîäóëÿöèÿ (÷àñòîòíàÿ, àìïëè-
òóäíàÿ, ôàçîâàÿ); ïðîïó ñê îïðåäåëåííûõ îáåðòîíîâ; äîñòðàèâàíèå íîâûõ îáåðòî-
íîâ, ïî ñóùåñòâóþùåé âíóòðè ñïåêòðà ëîãèêå; ïîëó÷åíèå óíòåðòîíîâîãî ðÿäà; è ò.ä.

4 Ìû ïîëüçó åìñÿ ïîíÿòèÿìè ìàòåðèÿ  è ìàòåðèàë â òåõ çíà÷åíèÿõ, êîòîðûå
èñïîëüçó åò Òàòüÿíà Êþðåãÿí (ñì.: Êþðåãÿí 2005: 267–268).



263

È. Êîïîñîâà. “Ò ðèíàäöàòü öâåòîâ çàõîäÿùåãî ñîëíöà” Òðèñòàíà Ìþðàÿ..

ïàçîíà, ïîìåñòèâ èõ â ðàçíûå ðåãèñòðû. Ìþðàé ïèøåò îá ýòîì òàê: «Ò ðè-
íàäöàòü öâåòîâ èç íàçâàíèÿ ñîîòâåòñòâóþò òðèíàäöàòè ðåãèñòðîâî îòãðà-
íè÷åííûì âûâåäåííûì èíòåðâàëàì» ( Murail 2005: 165). Çàòåì îí âûñòðîèë
èíòåðâàëû â ïîñëåäîâàòåëüíîñòü, êîòîðàÿ èìååò ôîðìó âîëíû è ó÷èòû-
âàåò äèàïàçîí èíòåðâàëîâ â ñïåêòðå çâóêà. Â ýòîé ïîñëåäîâàòåëüíîñòè
øèðîêèå èíòåðâàëû ïîìåùåíû â íèçêèé ðåãèñòð, ñðåäíèå – â ñðåäíèé,
óçêèå, âïëîòü äî óëüòðàõðîìàòè÷åñêèõ, – â âûñîêèé. Ïîëó÷åííûé èíòåð-
âàëüíûé ðÿä ñòàë ñâîåãî ðîäà çâóêîâûì êîíñïåêòîì áóäóùåãî ñî÷èíåíèÿ:

Ïðèìåð 1 . Òðèíàäöàòü öâåòîâ çàõîäÿùåãî ñîëíöà.
Ðÿä âûâåäåííûõ èíòå ðâàëîâ (ìàíó ñêðèïò êîìïîçèòîðà)

Êîìïîçèöèÿ â öåëîì ìîæåò ðàññìàòðèâàòüñÿ êàê ïðîåêöèÿ ïðèâå-
äåííîãî âûøå ðÿäà. Å¸ ñîñòàâëÿþò 13 ðàçäåëîâ, êàæäîìó èç íèõ ñîîòâåò-
ñòâóåò ñâîé èíòåðâàë; çâóêîâîå ñîäåðæàíèå âñåõ ðàçäåëîâ ñâÿçàíî ñî
«ñïåêòðàëüíîé ìîäóëÿöèåé» – äâèæåíèåì îò èñõîäíîãî èíòåðâàëà ê ïî-
ñëåäóþùåìó . Ýòîò ïðîöåññ ïðîäóìàí çàðàíåå è ñâÿçàí ñ äåéñòâèåì «ïðî-
ëèôåðàöèè» – ñïåêòðàëüíîãî ïðîðàñòàíèÿ. Îíî äà¸ò îïðåäåëåííîå êîëè-
÷åñòâî íîâûõ çâóêîâ, âñòàþùèõ ìåæäó êàæäîé ïàðîé çàäàííûõ èíòåðâà-
ëîâ. Íàïðèìåð, ïðîöåññ ïðîðàñòàíèÿ âòîðîãî èíòåðâàëà ( es1/ dis1–h 1) â
òðåòèé (h1–c2) ñâÿçàí ñ ïîÿâëåíèåì ÷åòûðåõ íîâûõ òîíîâ è çàôèêñèðî-
âàí Ìþðàåì â ñëåäóþùåé ñõåìå 5:

Ïðèìåð 2.  Òðèíàäöàòü öâåòîâ çàõîäÿùåãî ñîëíöà.
Ïðîöåññ ïðîëèôå ðàöèè (ìàíó ñêðèïò êîìïîçèòîðà)

5 Çäåñü 4 ýòàïà (îáîçíà÷åíû áóêâàìè a, b, c, d), íà êàæäîì ïîêàçàí èíòåðâàë
(îí çàêëþ÷åí â ñêîáêè), èç êîòîðîãî ïóò¸ì àìïëèòóäíîé ìîäóëÿöèè âûâåäåí
íîâûé çâóê (èíòåðâàë è çâóê ñîåäèíåíû ñòðåëêîé).
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Íà ñõåìå òàêæå çàìåòíî, ÷òî óæå íà äàííîì ýòàïå îñíîâíûå èíòåð-
âàëû áûëè èíñòðóìåíòîâàíû. Ýòî âàæíûé ìîìåíò: íåñìîòðÿ íà òî, ÷òî
êîìïîçèòîðñêàÿ ðàáîòà çäåñü â çíà÷èòåëüíîé ÷àñòè ñâÿçàíà ñ êîìïüþ-
òåðíûìè ðåñóðñàìè 6, îíè – òîëüêî ñðåäñòâî. Îêîí÷àòåëüíîå çâó÷àíèå
ìûñëèòñÿ èíñòðóìåíòàëüíûì. Èñõîäíàÿ ìàòåðèÿ ÷åðïàåòñÿ â çâóêàõ
æèâûõ èíñòðóìåíòîâ è âîçâðàùàåòñÿ ê èì 7.

Èíñòðóìåíòàëüíîå ðåøåíèå ïüåñû â öåëîì îïèðàåòñÿ íà ñëåäóþ-
ùóþ ëîãèêó: èíòåðâàëû èñõîäíîãî ðÿäà âñåãäà ïðîõîäÿò ó ôëåéòû è êëàð-
íåòà – èõ çâó÷àíèå åñòåñòâåííûì îáðàçîì âûäåëÿåòñÿ èç îáùåé ìàññû;
çâóêè ïðîëèôåðàöèîííîãî ïðîöåññà âîçíèêàþò ó îñòàëüíûõ ó÷àñòíèêîâ
àíñàìáëÿ (íàïîìíèì, ýòî ñêðèïêà, âèîëîí÷åëü è ôîðòåïèàíî). Âðåìÿ
çâó÷àíèÿ è ðèòìè÷åñêîå îôîðìëåíèå âñåõ èíòåðâàëîâ îïðåäåëåíû àêó ñ-
òè÷åñêèìè õàðàêòåðèñòèêàìè. Äèíàìè÷åñêèé ïðîôèëü ôîðìû ñîîòíî-
ñèòñÿ ñ ïðèíöèïàìè ïîñòðîåíèÿ ðÿäà âûâåäåííûõ èíòåðâàëîâ.

Óæå ýòî áåãëîå îáñóæäåíèå îñîáåííîñòåé çâóêîâîé îðãàíèçàöèè Òðè-
íàäöàòè öâåòîâ. .. ïîçâîëÿåò â ïîëíîé ìåðå îùóòèòü «ïðåäîïðåäåëåííîñòü
è ðàññ÷èòàííîñòü» (êàê ñôîðìóëèðîâàë ñàì Ìþðàé â öèòèðîâàííîì
âûøå âûñêàçûâàíèè) ñòðóêòóðû äàííîé ïüåñû. Êàêóþ æå ðîëü íåñ¸ò â
íåé íàçâàíèå? Êàê ïîêàçûâàåò àíàëèç – â âûñî÷àéøåé ñòåïåíè êîíñòðóê-
òèâíóþ, ïîñêîëüêó îíî îïðåäåëèëî ðàçíûå ñòîðîíû çâóêîâîé îðãàíèçà-
öèè. Ìîæíî ëè ñ÷èòàòü, ÷òî çàãëàâèå òàêæå óêàçûâàåò íà æèâîïèñíîå
íà÷àëî, ñâîéñòâåííîå ýòîé ìóçûêå? Êîíå÷íî, îòðèöàòü ýòîãî íåëüçÿ.
Îäíàêî â ñëó÷àå ñ ýòèì îïó ñîì ãîðàçäî âàæíåå àêöåíòèðîâàòü äðóãîå.
Ôåíîìåí çàêàòà îòíîñèòñÿ ê íåìíîãèì ïðèðîäíûì ÿâëåíèÿì, îáðàçî-
âàííûì áîëüøèì ÷èñëîì êðàñîê, èõ ïåðåõîäàìè. Ïðåäñòàâëÿåòñÿ, ÷òî
èìåííî «äâèæåíèå öâåòîâ» ïðèâëåêëî êîìïîçèòîðà â çàõîäå ñîëíöà.

6 Â çíà÷èòåëüíîé ñòåïåíè ýòî îïðåäåëåíî òåì, ÷òî öåíòðîì ñïåêòðàëüíîé ìó-
çûêè ñòàë IRCAM – Èíñòèòóò êîîðäèíàöèè ìóçûêàëüíûõ è àêó ñòè÷åñêèõ èññëå-
äîâàíèé ( Institut de recherche et coordination acoustique/musique), íàõîäÿùèéñÿ
â Íàöèîíàëüíîì Öåíòðå ñîâðåìåííîãî èñêó ññòâà è êóëüòóðû èì. Æîðæà Ïîì-
ïèäó â Ïàðèæå. Îí áûë îñíîâàí â 1970-ì, à îòêðûò â 1977 ãîäó . Ñïåöèôèêà è
íàïðàâëåíèÿ äåÿòåëüíîñòè IR CAM (íà ó÷íî-èññëåäîâàòåëü­ñêàÿ äåÿòåëüíîñòü â
îáëàñòè àêóñòèêè/ïñèõîàêó ñòèêè, ñïåêòðàëüíîé /ýëåêòðî­àêó ñòè÷åñêîé/ ìóçûêè
è ìóçûêàëüíûõ êîìïüþòåðíûõ òåõíîëîãèé; òâîð÷åñêàÿ äåÿòåëüíîñòü â ñîçäàíèè
è ðàçâèòèè îñíîâíûõ íàïðàâëåíèé ñîâðåìåííîãî ìóçûêàëüíîãî èñêó ññòâà) îï-
ðåäåëåíû Ïüåðîì Áóëåçîì ( Pierre Boulez), áåññìåííûì ðóêîâîäèòåëåì Èíñòè-
òóòà ñ ìîìåíòà îñíîâàíèÿ è äî 1991 ãîäà.

7 Òàê, ñîãëàñíî Ìþðàþ, êîìïîçèòîðñêàÿ ðàáîòà â ñïåêòðàëüíîì ìåòîäå ðàçäå-
ëÿåòñÿ íà äâå áîëüøèå ôàçû: ñïåêòðàëüíûé àíàëèç è èíñòðóìåíòàëüíûé ñèíòåç
(ñì.: Murail 2005: 160).
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Îäíîé èç ãëàâíûõ òåõíîëîãè÷åñêèé ïðîáëåì, êîòîðóþ ñïåêòðàëèñòû
ïîäâåðãëè õóäîæåñòâåííîé ðàçðàáîòêå â ñâîåé ìóçûêå, ñòàëà çâóêîâàÿ
ìîäóëÿöèÿ, îñóùåñòâëåííàÿ ïðèíöèïèàëüíî íîâûì ïóò¸ì. Ìåòîä ïî-
çâîëèë âûïîëíÿòü ïåðåõîä îò îäíîãî çâó÷àíèÿ ê äðóãîìó , îïèðàÿñü íà
ìèêðîèçìåíåíèÿ èñõîäíûõ ïàðàìåòðîâ. Â òàêîì ñëó÷àå ýòîò ïðîöåññ ïðî-
èñõîäèò íåçàìåòíî äëÿ ñëóõà 8. Òàêàÿ èäåÿ â òîé èëè èíîé ñòåïåíè ïðè-
ñóòñòâóåò âî âñåõ ñïåêòðàëüíûõ îïóñàõ. Èíîãäà îíà âûõîäèò íà ïåðâûé
ïëàí. Ò àê ïðîèçîøëî â Modulations (1978), îäíîé èç ïüåñ öèêëà Àêóñòè-
÷åñêèå ïðîñòðàíñòâà (Espaces Acoustiques, 1974–1985) Ãðèçå; òàê ïðîèñ-
õîäèò è â ðàçáèðàåìîì ñî÷èíåíèè Ìþðàÿ. Ò àêèì îáðàçîì, ìîæíî óò-
âåðæäàòü, ÷òî îñîáåííîñòè ñïåêòðàëüíîãî ìåòîäà êîìïîçèöèè ïîçâîëèëè
ï å ð å â å ñ ò è â çâó÷àíèå ô è ç è ÷ å ñ ê ó þ  ñ ó ù í î ñ ò ü  çàêàòà, êàê ÿâëå-
íèÿ ïðèðîäû: íåóëîâèìûé äëÿ ãëàçà ïåðåõîä öâåòîâ ïðåîáðàçèëñÿ â
íåóëîâèìûé ñëóõîì ïåðåõîä èíòåðâàëîâ. Ìóçûêàëüíàÿ òêàíü, êîòîðàÿ
ñêëàäûâàåòñÿ â èòîãå, âîñïðèíèìàåòñÿ êàê çâóêîâîé ýêâèâàëåíò êàðòè-
íû, íàáëþäàåìîé íà çàêàòå.

ßâëÿþòñÿ ëè Òðèíàäöàòü öâåòîâ… ïðîãðàììíûì ñî÷èíåíèåì? Åñëè
ìû áóäåì îòâå÷àòü íà ýòîò âîïðîñ, îïèðàÿñü íà ñóùåñòâóþùèå â îòå÷å-
ñòâåííîé òåîðèè ïðåäñòàâëåíèÿ î ïðîãðàììíîñòè (ñì., íàïðèìåð : Õîõ-
ëîâ 1978; Ñîêîëîâ 1985 ; 1988; è äð.), íàø îòâåò íå áóäåò îäíîçíà÷íûì. Ñ
îäíîé ñòîðîíû, ïüåñà Ìþðàÿ ìîæåò ñ÷èòàòüñÿ òàêîâîé, åñëè èñõîäèòü
èç îáîáùåííûõ îïðåäåëåíèé, à èìåííî:
— ê ïðîãðàììíûì îòíîñÿòñÿ ïðîèçâåäå­íèÿ «èìåþùèå ñëîâåñíóþ

ïðîãðàììó è ðàñêðûâàþùèå çàïå÷àòë¸ííîå â íåé ñîäåðæàíèå» (Õîõ-
ëîâ 1978: 442);

— «ïðîãðàììà – àâòîðñêèé çíàê, êîíêðåòèçèðóþùèé ñîäåðæàíèå ìó-
çûêàëüíîãî ïðîèçâåäåíèÿ» ( Cîêîëîâ 1985: 93).
Çäåñü, êàê âûÿñíèëîñü, ìóçûêà äåéñòâè­òåëü­íî ðàñêðûâàåò çàëî-

æåííîå â íàçâàíèè  ñîäåðæàíèå; ïðàâäà, ìû íå áûëè ãîòîâû, ÷òî òðàêòó-
åòñÿ îíî íå â ïîýòè÷åñêîì, à â ôèçè÷åñêîì, åñòåñòâåííî-íà ó÷íîì êëþ÷å.

Åñëè æå íà÷àòü «âäàâàòüñÿ â äåòàëè», âñå î÷åâèäíåé áóäóò ïðîñòó-
ïàòü èíûå ôóíêöèè ïðîãðàììû ó Ìþðàÿ. Ò àê, ñ÷èòàåòñÿ, ÷òî «ïðîãðàììà
íå ÿâëÿåòñÿ ðàçúÿñíåíèåì ìóçûêè, îíà äîïîëíÿåò å¸, ðàñêðûâàÿ íå÷òî
îòñóòñòâóþùåå â ìóçûêå, íåäîñòóïíîå äëÿ âîïëîùåíèÿ ìóçûêàëüíûìè
ñðåäñòâàìè» (Õîõëîâ 1978: 443), íî â Òðèíàäöàòè öâåòàõ… ìóçûêå îêà-

8 Çäåñü ôðàíöóçñêèå êîìïîçèòîðû çàèìñòâîâàëè îïûò Êàðëõàéíöà Øòîêõà ó-
çåíà (Karlheinz Stockhausen), ïðåäëîæèâøåãî â ïðîöåññå ñî÷èíåíèÿ ìóçûêè èñ-
ïîëüçîâàòü øêàëû ñ øàãîì íèæå ïîðîãà âîñïðèÿòèÿ.
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çàëîñü ïîäâëàñòíî ïåðåäàòü íåñâîéñòâåííîå åé – ïåðåõîäû öâåòîâ. Äðó-
ãàÿ óñòàíîâêà: ïðîãðàììíûå ñî÷èíåíèÿ íå «ïåðåâîäÿò» ïðîãðàììó íà
ÿçûê ìóçûêè, íî «îòðàæàþò ìóçûêàëüíûìè ñðåäñòâàìè îáúåêò , îáîçíà-
÷åííûé â ïðîãðàììå» (Õîõëîâ 1978: 443). Â íàøåì æå ñëó÷àå ìóçûêà îò-
ðàçèëà îáúåêò ïðîãðàììû èìåííî ïóòåì å¸ ïåðåâîäà â çâó÷àíèå. Ýòîò
ðÿä ìîæåò áûòü ïðîäîëæåí.

Òåïåðü ñàìîå âðåìÿ îáîáùèòü îñíîâíûå ïîëîæåíèÿ, êàñàþùèåñÿ
íîâîé ïðîãðàììíîñòè. Èññëåäîâàòåëè ñâÿçûâàþò å¸ ñóòü ñ  ê î í ö å ï ò ó -
à ë ü í û ì  à ñ ï å ê ò î ì  ñî÷èíåíèÿ (ñì.: Ã ðèãîðüåâà 2005: 28). ×òî ïîä íèì
ïîäðàçóìåâàåòñÿ? Êîíöåïòóàëèçì – ïîñëåäíåå ïî âðåìåíè âîçíèêíîâå-
íèÿ (1960–1980 ãã.) êðóïíîå äâèæåíèå àâàíãàðäà, ïåðâîíà÷àëüíî ïðî-
ÿâèë ñåáÿ â èçîáðàçèòåëüíîì èñêóññòâå. Ýòî òå÷åíèå îõàðàêòåðèçîâàíî
ïåðåðàñïðåäåëåíèåì àêöåíòîâ â õóäîæåñòâåííîé äåÿòåëüíîñòè. Íà ïåð-
âûé ïëàí çäåñü âûøëà «èäåÿ», å¸ ïðåçåíòàöèÿ (íåðåäêî â ôîðìå ñëîâåñ-
íîãî òåêñòà), à íå âûðàæåíèå ýòîé èäåè â êîíêðåòíîì îáúåêòå èñêó ññòâà.
Îäíèì èç êëàññè÷åñêèõ ïðèìåðîâ êîíöåïòóàëèçìà ñ÷èòàåòñÿ êîìïîçè-
öèÿ Äæîçåôà Êîøóòà ( Joseph Kosuth) Îäèí è òðè ñòóëà  (1965), â ïðî-
ñòðàíñòâå êîòîðîé îáúåäèíåíû ñòóë, åãî ôîòîãðàôèÿ è ñëîâàðíàÿ ñòàòüÿ,
îïèñûâàþùàÿ ýòîò ïðåäìåò 9. Êîøóòîì, êîòîðûé âûñòóïàë è êàê òåîðå-
òèê êîíöåïòóàëüíîãî èñêó ññòâà, òàêæå áûë ñôîðìóëèðîâàí îäèí èç íàè-
áîëåå çíàìåíèòûõ òåçèñîâ ýòîãî íàïðàâëåíèÿ: «Èñêó ññòâî – åñòü ñèëà
èäåè, à íå ìàòåðèàëà» (Ãðèöàíîâ, Ìîæåéêî 2001: 601).

Â ñôåðå çâóêîâ áûòîâàíèå êîíöåïòóàëèçìà èìååò ñâîè íþàíñû. Êàê
îïðåäåëèòü èäåþ òîãî èëè èíîãî îïó ñà; âûÿñíèòü, ïðèíàäëåæèò ëè îí ê
÷èñëó êîíöåïòóàëüíûõ? Íåìàòåðèàëüíàÿ ñóùíîñòü ìóçûêè ñ òðóäîì ïîä-
äàåòñÿ êîíêðåòèçàöèè. Êîíöåïòóàëüíûìè, ñ îäíîé ñòîðîíû, äîëæíû áûòü
ïðèçíàíû òàêèå ïðîèçâåäåíèÿ, â êîòîðûõ ñèëüíî àêöèîíàëüíîå íà÷àëî
è ñìûñë ñî âñåé î÷åâèäíîñòüþ âûøåë çà ïðåäåëû ìóçûêàëüíîãî. Ïîäîá-
íûõ ïðèìåðîâ íàêîïëåíî íåìàëî. Êàæäûé, êòî èíòåðåñó åòñÿ íîâåéøåé
ìóçûêîé, ìîæåò ïî-ñâîåìó äîïîëíèòü ðÿä îáùåèçâåñòíûõ îïó ñîâ, òà-
êèõ êàê îäèí èç ÿðêèõ îáðàçöîâ «ìóçûêàëüíîé òèøèíû» – 4’33 Äæîíà
Êåéäæà (John Milton Cage) èëè ñîñòîÿùèé èç 15 òåêñòîâ èíòóèòèâíîé
ìóçûêè öèêë Èç ñåìè äíåé (Aus den sieben Tagen)10 Øòîêõà óçåíà.

9 Öåëàÿ ñåðèÿ ðàáîò – Îäíî è òðè çåðêàëà  (1965), Îäíà è òðè ïèëû  (1965) è
äð. – ïîñòðîåíà õóäîæíèêîì «íà îòíîøåíèÿõ ìåæäó ñëîâàìè è îáúåêòàìè (êîí-
öåïöèÿìè è òåì, ê ÷åìó îíè îòíîñèëèñü)» (Êîøóò 2001).

10 Â êà÷åñòâå ïðèìåðà äîáàâèì ê ýòèì îïó ñàì Baletto (1974) Âèêòîðà Åêèìîâ-
ñêîãî. Óæå äèñïîçèöèÿ èñïîëíèòåëåé òóò ïðîòèâîïîëîæíà ïðèâû÷íîé: êàìåð-
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Ñ äðóãîé ñòîðîíû, åñòü îñíîâàíèå ñ÷èòàòü, ÷òî êîíöåïòóàëüíîå
íà÷àëî â òîé èëè èíîé ìåðå âûðàæåíî  ï ð à ê ò è ÷ å ñ ê è  â  ë þ á î ì  ñå-
ãîäíÿøíåì îïó ñå11. Ìîæíî íàçâàòü, ïî ìåíüøåé ìåðå, äâå ïðè÷èíû,
îáúÿñíÿþùèå òàêîå ïîëîæåíèå äåë. Âî-ïåðâûõ, ýñòåòèêà ïîñòìîäåð-
íèçìà, îïðåäåëÿþùàÿ ñîâðåìåííîå òâîð÷åñòâî, ïîðîäèëà íîâûé –
ê ó ë üò ó ð î ë î ã è ÷ å ñ ê è é  ò è ï  êîìïîçèòîðñêîãî ìûøëåíèÿ. Åãî îñî-
áåííîñòüþ ñòàë ðîñò ðåôëåêñèâíîãî íà÷àëà, îñîáûå îòíîøåíèÿ ñ Ò ðà-
äèöèåé, «ñâîáîäíîå îïåðèðîâàíèå âñåì àðñåíàëîì òåõíèêî-ñòèëåâîé
ñèñòåìû ìóçûêè ñ îáÿçàòåëüíûì ïîãðóæåíèåì â íåêèå ãëóáèííûå ïëàñòû,
“ äî äíà ”  èñ÷åðïûâàþùèå ñìûñë èõ ñîïîñòàâëåíèÿ è âçàèìîäåéñòâèÿ»
(Ãðèãîðüåâà 2005: 24–25). Â ðåçóëüòàòå ïîäîáíîãî ïîäõîäà ê ïðîöåññó ñî-
÷èíåíèÿ ïðàêòè÷åñêè ëþáîå ñåãîäíÿøíåå ïðîèçâåäåíèå ïðåäñòàåò îêó-
òàííûì ñåòüþ èíòåðòåêñòóàëüíûõ ñâÿçåé. Ñìûñë òîãî, ÷òî îíî ñ ñîáîé
íåñ¸ò, îêàçûâàåòñÿ ðàñïðåäåëåí ìåæäó çâó÷àùèì è íåçâó÷àùèì, ìåæäó
ìóçûêîé òåêñòà, êîíòåêñòà, ïîäòåêñòà è ïîñòòåêñòà12.

Âî-âòîðûõ, ñîâðåìåííîå òâîð÷åñòâî îòëè÷àåò ÿðêî âûðàæåííàÿ èí-
äèâèäóàëèçàöèÿ ðàçíûõ ñòîðîí, â ïåðâóþ î÷åðåäü, òåõíèêè. Ïîýòîìó íå-
ñëó÷àéíî, ÷òî îáñóæäåíèå âàðèàíòîâ «òåìû âòîðîãî ðîäà» (Ìàçåëü  1978:
144) èíîãäà âûðàñòàåò äî óðîâíÿ õóäîæåñòâåííûõ èäåé; êðîìå ñïåêòðà-
ëèñòîâ çäåñü, ê ïðèìåðó, ïîêàçàòåëüíî òâîð÷åñòâî ßíèñà Êñåíàêèñà
(I£nnhj Se£khj, Iannis Xenakis), ìíîãèå ýëåêòðîííûå îïó ñû. Â îáðèñî-
âàííîì êîíòåêñòå ñîáñòâåííî êîíöåïò  â ìóçûêå ìîæåò áûòü îïðåäåëåí
êàê è í ä è â è ä ó à ë ü í à ÿ  ñ î ä å ð æ à ò å ë ü í î - ê î í ñ ò ð ó ê ò è â í à ÿ
è ä å ÿ  ñ î ÷ è í å í è ÿ  (Ãðèãîðüåâà 2005).

Ðàçäåëåíèå ìóçûêè íà ÷èñòóþ è ïðîãðàììíóþ â îïðåäåëåííîé ìåðå
âñåãäà áûëî óñëîâíûì , õîòÿ ïðè ýòîì ãðàíèöû ïðîãðàììíîãî ðîäà, åãî
îñîáåííîñòè, âèäû ïðîãðàììíîñòè ïðèìåíèòåëüíî ê ñòàðîé ìóçûêå äî-

íûé îðêåñòð ðàñïîëîæåí ñïèíîé ê çðèòåëÿì, äèðèæåð – ëèöîì ê íèì, ÷òî äåëàåò
åãî ãëàâíûì ïåðñîíàæåì ñî÷èíåíèÿ. Ïüåñà ìîæåò áûòü íàçâàíà «ìóçûêîé äëÿ
äèðèæåðà»: åãî äâèæåíèÿ è æåñòû íàñòîëüêî ðàçíîîáðàçíû, òåàòðàëüíû, äàæå
÷ðåçìåðíû, ÷òî âîñïðèíèìàþòñÿ êàê âèçóàëèçèðóþùèå èëè äàæå èíñïèðèðóþ-
ùèå âñå çâóêîâûå ôîðìû äàííîãî ñî÷èíåíèÿ. Ò àêèì îáðàçîì, èäåÿ ñîåäèíåíèÿ
ìóçûêè ñ äâèæåíèåì, ïîä÷åðïíóòàÿ â æàíðå èòàëüÿíñêîãî Âîçðîæäåíèÿ (íà-
ïîìíèì, èñïîëíåíèå áàëåòòî  ìîãëî ñîïðîâîæäàòüñÿ òàíöåì), ïîëó÷èëà â îïó ñå
Åêèìîâñêîãî àáñîëþòíî íîâóþ ôîðìó .

11 Íàïðèìåð, Êîøóò ñ÷èòàåò: «Âñÿêîå èñêó ññòâî â êîíå÷íîì ñ÷åòå êîíöåïòó-
àëüíî» (Êîøóò 2001: 557).

12 Ýòè ïëàíû â ïðîñòðàíñòâå ñîâðåìåííîãî îïó ñà âûäåëÿåò Èðèíà Ñíèòêîâà
(Ñíèòêîâà 2002: 160).
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âîëüíî ÷åòêî îáîçíà÷àëèñü. Íîâåéøàÿ æå ìóçûêà ôàêòè÷åñêè ïåðåñòàëà
ñóùåñòâîâàòü êàê ÷èñòàÿ. Ñóòü ïðîãðàììíîãî ìåòîäà â ó ñëîâèÿõ åãî «âñå-
îáùíîñòè» ñóùåñòâåííî ïðåîáðàçèëàñü. Êðàòêî ïîäûòîæèì âûÿâëåí-
íûå íàìè ìîìåíòû:
— ïðîãðàììà/êîíöåïò/èäåÿ äåéñòâó åò êàê â ñî÷èíåíèÿõ ñ çàãëàâèÿìè,

òàê è áåç íèõ;
— ïðîãðàììà èìååò îáîáùåííûé õàðàêòåð, îíà èäåÿ-ìûñëü, ïîýòîìó

ìîæåò íåñòè óêàçàíèÿ è íà ñîäåðæàíèå ïðîèçâåäåíèÿ, è íà îñîáåí-
íîñòè åãî ó ñòðîéñòâà;

— ïðîèçâåäåíèå ìîæåò ïîíèìàòüñÿ êàê «ïåðåâîä» ïðîãðàììû-êîíöåï-
òà â çâóêîâóþ ôîðìó;

— ïðîãðàììà íå òîæäåñòâåííà íàçâàíèþ îïó ñà, îíà âñåãäà øèðå ñìûñ-
ëà, êîòîðûé çàêëþ÷àåò â ñåáå çàãîëîâîê, ïðåäïîñëàííûé òîé èëè
èíîé ïüåñå;

— ñîáñòâåííî çàãîëîâîê (÷àñòü ïðîãðàììû-êîíöåïòà) ìîæåò âîñõîäèòü
ê ëþáîé ñôåðå è îòðàæàåò ïðèñòðàñòèÿ àâòîðà.
Ïðîáëåìà ïðîãðàììíîñòè íîâîãî òèïà îáøèðíà, ñëîæíà, íî íåî-

áû÷àéíî èíòåðåñíà äëÿ èçó÷åíèÿ. Â îòå÷åñòâåííîé ìóçûêàëüíîé íà óêå
îíà òîëüêî íà÷èíàåò îáñóæäàòüñÿ. Íàäååìñÿ, íàñòîÿùaÿ ñòàòüÿ âíåñ¸ò â
ýòîò ïðîöåññ ïîñèëüíóþ ëåïòó .

Treize couleurs du soleil couchant by Tristan Murail:
A New Type of Music Program

Irina Koposova

Summary

Music of many contemporary works is associated with the conceptual
aspect. Conceptualism has its own characteristics of existence in the field of
music. Researchers regard the concept as a new type of the music program.
It determines not only the content of works, but also the organization of its
different aspects.

Composers often associate the conceptual side of their works with colour.
The features of the conceptual method in music are obvious in Treize couleurs
du soleil couchant (1978) for flute, clarinet, violin, cello and piano by Tristan
Murail.

This work demonstrates the specifics of the spectral method of compo-
sition. The title does not make this music picturesque. It is the impetus for
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the organization of the pre-compositional and the compositional stages of
work.

13 colours from the title gave 13 intervals, which were derived from the
spectra of multiple sounds. The composer connected the intervals by means
of additional sounds. They were obtained on the basis of spectral germination
(proliferation). The sound of each interval was instrumented. The deduced
intervals always pass from the flute and the clarinet, the sounds of prolifera-
tion process – from the other instruments. These steps form the pre-composi-
tional stage.

The interval sequence is a basis for the form of the work. The composition
is divided into 13 sections, each of which corresponds to 13 numbers of the
score and the number of intervals. The sections of the form are connected
with the emergence and the dissolution of a certain interval, its transition to
the next interval.
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Andrzej Koszewski’s career activity was diversified and multi-surface.
He was a composer, musicologist, teacher, publicist and music critic. How-
ever, in the common opinion of the music world he is primarily known as
the choral music composer, as one – apart from Jozef Swider and Romuald
Twardowski – of the creators of the 20th century Polish choral music. His
first contact with choralism occurred in his teenage years, when he sang in
the Poznan Cathedral Choir directed by the priest Waclaw Gieburowski
from 1935 to 1939. After years, he recalled this period as follows: “My
artistic career path was prejudged by the experiences, mystagogies and feelings
of a young boy derived from the several years of ‘apprenticeship’ in the said
choir of priest Gieburowski. They did not however, entirely destroyed the
disposition to make instrumental music, but it became dominated by the
choral compositions as the time passed” (Koszewski 1986b: 3). Except for
Koszewski, in the same choir also Stefan Stuligrosz and Jerzy Kurczewski
acquired their choral experience. In the adult life, Stuligrosz and Kurczewski
engaged in the conductor’s work, and Koszewski in the composition.

In his composer’s work three periods can be distinguished:
— the 50-ties – reference to the choral tradition and folk,
—• the 60-ties and the half of the 70-ties – modifications of the sonic language,
— since the 80-ties – reversal to tradition.

In herein paper, I am going to try to present the creative journey, the
development of the musical language, choral pattern and introduction of
the new sonic material to the choral music, which has been experienced by
Andrzej Koszewski in his choral compositions.

* * *

The 50-ties were the period, in which two artistic and political trends
overlapped the musical work, including the choral music. From one side, it
was a continuation of the interwar music and the great needs resulting from
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the development of the amateur’s choral movement. And on the other hand,
there were the guidelines of the Polish Nationwide Convention of Composers
and Music Critics in Lagow Lubuski, which took place from 5 th to 8th August
1949. Pursuant to the principles stipulated by the authorities, the music
should primarily be approachable and understood by the wide social masses,
and should have a national character. The musicians, in order to not get
exposed to the accusation of formalism, turned their attention to the folk
music. Composers produced folk melodies for choir, or created compositions
sustained in the spirit of folk – the output of Stanislaw Wiechowicz represents
exceptional achievements in this regard.

At the beginning of his composer’s activity, Andrzej Koszewski chose
this journey too. In his first works – both instrumental and vocal, Koszewski
looked for inspiration in the Polish folk. The following compositions represent
this trend: Socz – Taniec wielkopolski (“Socz – the Greater Poland dance”
for small symphonic orchestra, 1951), Kantata sielska (“Idyllic cantata” for
mixed choir and symphonic orchestra, 1951), Mazowianka (“The Mazovian”
for mixed choir, 1952), Kolysanka (“ Lullaby ”  in various arrangements –
for voice, for various choir types a cappella and choirs with piano, 1952),
Suita kaszubska (“Kashubian suite”  for mixed choir, 1952) or the work
written in the 60-ties Tryptyk wielkopolski (“ Greater Poland Triptych”  for
mixed choir, 1963) and Mala suita nadwarcianska (“Small Warta suite”  for
mixed choir, 1969). The impulse which resulted in Koszewski’s interest in
the folk was the activity of two ethnomusicologists from Poznan – Jadwiga
and Mariana Sobieskie. This is how he recalled those years: “While coopera-
ting and accompanying them in the site visits, I got to know, at the first hand
to some extent, the folk music of many regions. It was them who encouraged
me to write a choral composition using the little known Kashubian choir. It
was 1952 and at that time I composed my opus 1 (however I do not number
my compositions)”  (Koszewski 1986b: 4). This composition was the already
mentioned Suita kaszubska (“Kashubian suite”). It consisted of four move-
ments: 1. Polonaise, 2. Lullaby , 3. Ballade, 4. Finale. Two of these movements–
the first and the last – have a dancing nature: the polonaise and oberek
(Finale). The composer built the Suite based on the principle of word contrast,
and the songs used have various text versions in the Kashubian, depending
on their region of origin. All texts have a stanza construction, describe folk
rituals, cultural events or interpersonal relations. References to the Kashubian
folk pertain also to the musical layer. Koszewski uses in Suite folk melodies,
compiling them according to his own artistic taste. In some fragments he
kept the original melodies, enhancing them with interesting harmonistic ele-
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ments, exposing the main melody in various choral voices, meanwhile caring
about the clarity of the verbal text. It is illustrated in the pattern of Lullaby ,
where the verbal text contains only the voice singing the main melody, and
the accompanying voices keep their melody at the ‘a’ vowel or as mormorando.
“Both the emotional content and the construction of the texts used are in
explicit relation with the adopted formal construction of all suite parts. The
quantity of fragments distinguished in the respective sections almost always
corresponds with the quantity of stanzas of the poem used. Consecutive
formal sections are either repetitions with slight changes of the previous
sections, or contain variations rich in construction ideas” (Podhajska 1978:
68). In terms of the composing technique, Koszewski works with traditional
sonic material, using above all, the dur-moll sonic material. He uses partial
chromatisation of the sonic line, or the variation of the dur-scale characteristic
for the Kashubian melody. In addition to homophonic configurations, the
composer also uses polyphonic measures, such as fugue in the final movement
of the Ballade. “He references Suite to the folk of Pomorian region, in par-
ticular the folk origin of the text layer and the melodic formulations. For
melodics, in addition to the fragments similar to the originals, new interval
formulations, phrases of characteristic line direction and expressions, which
imitate certain musical techniques of the folk bands have been introduced”
(Podhajska 1978: 79). Similar elements of the composing techniques were
used in the Mala suita nadwarcianska (“Small Warta suite”) for mixed choir
a cappella which was composed in 1969. In this work too, Koszewski refers
to the folk, this time to the Greater Poland region, which rarely inspired
Polish composers, who more often referred to other Polish regions such as
Kurpie or Podhale. Koszewski used folk of other Polish regions such as Greater
Poland and the Mazovian also in his other works. His interest in the Polish
folk refers both to the musical and the textual layer.

The turning point in Andrzej Koszewski’s composition was his work
for mixed choir a cappella MUZYKA Fa –Re–Mi –Do–Si (“Fa–Re–Mi–Do–
Si Music”). The impulse to create this composition was the 150th anniversary
of Frederique Chopin’s birth. The work was completed in 1960, and Kos-
zewski’s innovation was to use five sounds in the musical scale: F–D–E–C–
H, to which he assigned five syllables comprising the Chopin’s first and the
last name: Fry-de-ryk Cho-pin1. For the convenience of the choristers, he

1 First performance of the composition took place in 1961 during the International
Festival of the Modern Music Warsaw Autumn. Sang by the Polish Radio and Televi-
sion choir from Wroclaw under direction of Edmund Kajdasz.
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replaced the letter phrases with solmisation words. This five-element arrange-
ment determines both the shape of the melodic lines, construction of all
harmonic accords, and it becomes the foundation for forming the work’s
pattern. The composer treats the choir as the instrumental band.

Koszewski introduced new composition method to the choral music,
which involved non-specification of the score sound picture. Aleatorism,
which is mentioned here, was transferred from the instrumental music. It
assumed loosening the time relationships between the sounds. It was mani-
fested, inter alia, through resignation from the metric regulation of the com-
position’s rhythm structure. “Musicians perform their parts according to
their time feeling, without accurate adjustment to the rest of the group, thus
individual voices are pretty loosely synchronised with each other, and do
not form ‘rhythmic lines’” (Zielinski 1972: 230). Koszewski applied this
composition technique into the cycle of four works entitled Ba-No-Sche-
Ro. The cycle was composed in the years 1971–1972 to Jozef Ratajczak’s
words. The title was derived from the initial syllables of the respective works
comprised in the cycle: Ballata, Notturno , Scherzo and Rondo. Each compo-
sition contains a different text theme and a distinct sonic material. Thus
Ballata represents the illustration of everyday, dull life. Rondo is a multilin-
gual protest against war. The word ‘war’, recited in various languages,
interlaced with contrasting, dancing refrain based on such words as ‘amo’,
‘amare’, ‘amavi’. On the other hand, the musical contents of Scherzo results
from the composition’s title. Notturno  forms the bridge between Ballata
and Scherzo, which paints the spirits of the night silence. It is the work, in
which aleatoric arrangements are the most visible. The composer’s
accomplishes them by using short mellic and rhythmic motives, being ‘aleato-
ric cells’. These cells are performed individually by each chorister through
singing, whistling, or rhythmised recitation of syllables. Through using
aleatorism, the composer achieved spontaneity of performance, liveness and
richness of the rhythm, which could not have been achieved with the tradi-
tional note record. In addition, the use of the said composition technique,
which was aleatorism, brought the choral Ba-No-Sche-Ro near to the instru-
mental music.

The tendency to treat the choir instrumentally is reflected also in the
development of the performance apparatus. The composer is no longer
satisfied with the four-voice choral pattern. In the following compositions,
he increases the quantity of voices through adding numerous divisi, often
the voice groups consist of quadruple cast: Zdrowas Krolewno Wyborna
(“Hail Exquisite Princess”), Spotkanie w Szczecinie (“Meeting in Szczecin”),
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Canzone e Danza, Prologus. Further complexity and development of the
performance apparatus in Koszewski’s choral compositions inspired him to
compose works for two or three choirs.

The work Trzy choraly eufoniczne2 (“Three euphonic chorales”) com-
posed for two mixed choirs, consists of three compositions entitled: Sentencja
(“Sentence”), In memoriam, and Pax hominibus. Each composition has an
individual dedication. Sentencja is dedicated to “The memory of Karol Szyma-
nowski in his 100 birth anniversary” 3. The composer based the verbal text
on the Latin sentence from the Hippocrates’ Aphorisms: “ Vita brevis, ars
longa” 4. Sentencja is a form of the choral prelude, which structure the com-
poser’s builds on the three sound layers:
— chorale, sang unisono by 2nd choir,
— the preluding part, sang by sopranos and tenors of the 1st choir – partially

based on the vocalisation and using to a large extent the chorale mellic
material,

— vocal quasi pizzicato of alts and basses of the 1st choir.
The choral melody is the Koszewski’s own melody and similarly to the

layers 2 and 3, it is based on the full twelve-tone scale.
The next composition – In memoriam, is dedicated to the memory of

the composer’s father. The composer used here the Latin text from the 12th

century: “ In memoriam omnis mundi kreatura, quasi liber et picture nostrae
vitae, nostrae mortis, nostril status, nostrae sortifidele signaculum”.

The main construction principle of In memoriam is the division to two
sound plans:
— repeatable incantation on the text of “in memoriam”, based on septime

and quint arrangements in the 2nd choir,
— the main music thought performed in unisono by the 1st choir.

The third composition – Pax hominibus – Koszewski dedicated to his
past teacher, under whose direction he studied composition in the National
Music College of Poznan – Stefan Boleslaw Poradowski, in “the 80th birth
anniversary”5. As indicated in the title, Koszewski used here the fragments

2 Euphonics – pleasant, harmonic sound. From Greek language: euphoÚÚÚÚÚnia – good,
loud voice, from euphoÚÚÚÚÚnos – well-sounding (Kopaliñski 1996: 242).

3 Andrzei Koszewski, Trzy choraùy eufoniczne – partytura (“Three euphonic
chorales” – the score). Krakow: PWM, 1986, first composition: Sentencja, p. 3.

4 Hippocrates, “ Vita brevis, ars longa” – “Life is short and art long” (Jædraszko
1970: 230).

5 Andrzei Koszewski, Trzy choraùy eufoniczne – partytura (“Three euphonic cho-
rales” – the score). Krakow: PWM, 1986, third composition: Pax ho minibus, p. 19.
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of the third movement of the mass Gloria  and vocalisation for the ‘a’ vowel.
In this work also, the composer compiled together two sound plans: lively
choir 1 and static chore 2. From one side, the whole composition is charac-
terised by the masterly show of the performance apparatus, and on the other
hand – the linearism of the euphonically treated plans, formed by the sound
and the contrast. The basis for forming these three compositions is the “non-
functional diatonics, deprived of tone relics, based on the centrist technique;
however it is not an example of the experimental sonorism. While the basis
for composing the contents remains the condensed, quantitatively limited
thematics”  (Szulakowska-Kulawik 2010: 131). Ascetic and restrained emo-
tionality of Trzy choraly eufoniczne brings them in terms of character close
to the neoclassicism. “The variegation of the course is enriched by the accen-
tuation net, paused formed in hoquetus, broad treatment of ostinato, the
effects of poly-choralism and dialogism, referring to the baroque motives in
terms of the type of motorics alternatively used with the choral pattern”
(Szulakowska-Kulawik 2010: 131).

In his next composition for two choirs, Koszewski returns to the con-
struction assumptions used in 1960 in Muzyka Fa–Re–Mi –Do–Si, to the
five-tone diatonic series. The basis for forming La espero, is a non-semitone
five-tone es–ges–as–b–des, using a–c–d–e–g transposition. To decrease perfor-
mance difficulties in two choirs, the composer uses the anhemitonic scale.
The connection of sound of the two choirs is made by a 10-tone accord,
consisting of the full series with transposition. “In terms of the text and
construction, the composition is based on five verses, exempted from the
hymn written by Ludwik Zamenhof in the Esperanto language (La espero =
hope). In the first verse, both choirs expose the es–ges–as–b–des series, and
in the verses 2–4, the first choir performs the transposed a–c–d–e–g series; in
the last verse the second choir switches to the notes of the transposed series
too” ( Szulakowska-Kulawik 2010: 131). In addition to the previously known
new performance measures, Koszewski includes here: characteristic vibra-
tions, falsetto, scream and diversified harmonies, also those basing on the
tone properties of the words derived from Esperanto. The score La espero
sets high technical requirements for the choir, in certain fragments they are
on the verge of the technical capabilities of the choir a cappella.

His cantata from 1966 for three mixed choirs a cappella entitled Nicolo
Copernico dedicatum brings a performance apparatus that was even more
developed. Koszewski based the composition textual layer on the Latin
translation of the poem W holdzie Mikolajowi Kopernikowi  (“In the respect
of Nicolaus Copernicus”) by Jozef Ratajczak – his long-term coworker, a
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poet and prose writer from Poznan. This poem is a poetic paraphrase of the
Copernicus’ thoughts presented in De revolutionibus orbium caelestium.
Koszewski enhanced the textual layer with the names of certain heavenly
bodies, planets, constellations and stars of the first magnitude known to
Copernicus. If the three passages of the Ratajczak’s poem determined the
main composition part and stipulated the work emotional aura, then every-
thing that pertained to the sound arrangement techniques was derived by
the composer from the elements of Copernicus’ astronomy and truths” (Mar-
kiewicz 1971: 12). Therefore, the form of the performance apparatus of the
said composition was influenced by the elements of the Copernicus sky: the
sun, the stars and the six planets known to Copernicus. The apparatus com-
prises of: choir a cappella divided into three groups – each consisting of six
voices, while Koszewski divided the quantity of each voice depending on the
astronomic meaning. Thus the larger choir represents the sun, and the soloist
group is a symbol of planets. The arrangement of artists is of great signifi-
cance, since they encircle the listeners, which causes stereophonic sound
movement. This arrangement resembles the Sun planetary system. Three-
dimensional movement of the sounds in this composition has greater signifi-
cance than the melodics and harmonics, whereas the harmonic layer and the
sequence of sounds are arranged by the diatonic seven-tone scale. The seven
results from the Copernicus interest in the Pythagoras cosmogony.

The first movement of the composition represents the Copernicus’ exal-
tation over the magnificence of the universe. Its music contents is performed
by two choirs, where in the articulation the emphasis was put on exposing
the scream, glissando, and the third choir lists and recites the star catalogue
organised by appropriate selection of vowels. The second movement is a
condensation of the principal theses of the Copernicus heliocentric theory.
In this movement, Koszewski used the spatial arrangement of performers.
“In the context of the long-held sound surfaces, in the soloist circle ‘revolve’
sounds divided into syllables merging into words in this spherical movement–
acting as the symbol of the progressing movement. Further the text is recited
in the octave jumps as the symbol of the rotating movement, finally the
three choirs are divided into the contrasting patterns – which conveys the
contrast of the sky and the earth” (Markiewicz 1971: 13). In addition to
recitation of the heavenly bodies, where the word ‘sun’ (sol) takes the lead,
the composer uses glissando courses and other sound constructions. The
composition ends with exclamation of the three choirs on the text: “Coelum –
quid speciosus?” It should be stressed once again, that in order for the entire
musical content to reach the listeners, the condition of the spatial arrangement
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of performers must be met. “Only then the polyphonics – which in the final
part of the work has something from the Netherlander’s technique and the
Venetian School – will work by adding to it the third dimension – stereo-
phonics” (Markiewicz 1971: 13).

The next step of Andrzej Koszewski in the direction of further instru-
mental treatment of the vocal group is his composition from 1979 entitled
Ad musicam6. In the subtitle, the composer added, that the composition was
designed for the “vocal orchestra”. He based the textual layer on the com-
monly known Latin expressions, such as “concinamus omnes”, “ canta mus
omnes”, as well as on various syllable variations that allow to perform mellic
lines, rhythm structures or harmonic arrangements in mormorando. Kos-
zewski divided the performance apparatus into four groups: they are comprise
of two choirs performing vocal parts, a whistling group and a rhythmic
group – vocally performed.

Koszewski builds the composition’s form through sequential compilation
of the music material. At the beginning, through imitating the sound of
trombones, the two choirs create a three-sound cluster (c–d–e), gradually
expanding it to minor septime (a–g1). The composer ends this fragment by
the consonance of three major seconds. The development of this narration is
interrupted by the quintet interventions of the whistling group. The next
phase consists of showing canon variances, which will later become an impor-
tant part of the composition 7. The composer provided for the audience the
involvement in the composition performance, which he explained in the
exhaustive annex to the score. “In the favourable conditions, the conductor
may propose the audience to get involved in the joint musical performance.
It should consist of the audience singing a 2-voice canon. For this purpose,
the conductor divides the auditorium into two mixed groups or one female
and one male group. In the first case, the canon will be sang in unisono, and
in the second case in the octave. The basis for recognising and remembering
the words is the composition performed on stage, based on the melody com-
posed by Koszewski to the Latin words vivat, vivat musica, vivat, crescat,
floret . […]. The conductor demonstrates to the audience the sequence and

6 The first performance took place on Jyly 12, 1980 in Warsaw at the ISM World’s
Congress. The composition was performed, as for most of Koszewski’s works, by
the Academic Choir of the University of Technology in Szczecin under direction of
Jan Szyrocki.

7 Koszewski used the same canon in the first movement of the cycle for the mixed
choir a cappella Cantemus omnes composed in 1985.
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the point of entrance of one of [...] the variances provided. The joint perfor-
mance of the canon is taking place, where the choir on the stage adopts a
supporting role. On the conductor’s sign, the canon stops and the choir
performs the coda or the final tacts of the composition” (mm. 282–289)8.

Koszewski formulated the construction of the Ad musicam in the open
form, allowing the conductor to shape each time a different interpretation
of performance. The composition is characterised by great richness of vocal,
rhythmic, percussive effects, imitating also the sound of various instruments
(drums, trombones or tremolo imitating mandolin), rich articulation ( quasi
pizzicato), using bourdon quintet. In the said work, he achieved his artistic
credo, which he mentioned in the previously cited article, where he said:
“The Composer may not act passively, may not please the fancies of the
choirs and conductors. He will then neither develop his workshop nor will
contribute to the development of the Polish, not to mention the international
choral output. He must demonstrate creative initiative” (Koszewski 1986b:4).

Conclusions

The music of the second half of the 20th century was the scene of inter-
secting various artistic styles, schools and trends. The music became a ter-
ritory, where significant changes in terms of the means of artistic expression
occurred. The most significant changes took place on the grounds of harmo-
nics, but also in terms of the forms, rythmics and the sound colouring. These
changes pertained also to the choral music. All these transformations led to
searching new sonic values. They can also be found in the Andrzej Koszewski’s
output. In his compositions he created individual stylistics.

The development of Andrzej Koszewski’s composer workshop, in par-
ticular in the field of choral music, concerned many aspects. He stated that
“Voice apparatus, as the basic instrument of the band’s musical performance,
has rich, inexhaustible para-vocal means, resulting from the apparatus
construction. They include not only vocal resonators, but also the tongues
and lips, components vested with great mobility and colouring features (they
are also the source of artistic whisper). Therefore, the verbal text has a double
value: in terms of the meaning and the sound. That is why I strive to treat
the choir as the equal partner of the instrumental music, as the human voice
orchestra” (Koszewski 1986b: 5). Such an artistic career path of Koszewski

8 Annex to the score of the composition Ad musicam. Krakow: PWM, 1983,
p. 28.
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is evidenced by the compositions discussed in this paper. Andrzej Koszewski
was developing his sonic language from the dur-moll systems through to
twelve-tome material, aleatorism and through the use of various para vocal
elements, in addition to singing, such as: whistle, speech, whisper, scream,
recitation, glissando or using sonoristic qualities of the verbal text, from the
simple music forms, which were the compositions of stanza folk songs, through
to complex vocal forms (Nicolao Copernico dedicatum) or the open form
(Ad musicam), from the simple, traditional 4-voice choir pattern through to
compositions for two and three choirs for the vocal orchestra. Through these
compositions he was developing the idea of the three-dimensional sound
and poly-choralism. Due to their impressive and original music languages,
his choral compositions are often used by both the Polish choirs as well as
are incorporated into the repertoire of the European, American and other
international choirs. His works are included as mandatory compositions in
many choral contests in Poland and abroad, and they also accomplished
rich discography.

Andþejs Koþevskis – no kora lîdz vokâlam oríestrim
(uz atseviðíu skaòdarbu analîzes pamata)

Marlçna Viòòicka

Kopsavilkums

Komponists, muzikologs un pedagogs Andþejs Koþevskis dzimis 1923.gadâ
Poznaòâ. Viòð ir viens no Polijas laikmetîgâs kormûzikas autoriem. Lai arî
komponistam 2013. gadâ jau apritçjuði 90 gadi, viòð turpina aktîvu radoðo
darbîbu. Koþevska profesionâlâ ceïa izvçli noteica lîdzdalîba mâcîtâja Vaclava
Geburovska vadîtajâ Poznaòas katedrâles korî, kurâ viòð dziedâja pusaudþa
gados (1935–1939). Viòa komponista darbîbâ iezîmçjas trîs periodi. Pirmie
skaòdarbi tapuði 20. gadsimta 50. gados. Ðajâ periodâ Koþevska daiïradç
liela loma ir tautas mûzikas iespaidam. 60. un 70. gados vçrojamas nepâr-
protamas izmaiòas skaòurakstâ: kormûzikâ ienâk aleatorika, tiek izmantota
runa, meloreèitâcija, èuksti, kliegðana, svilpoðana, kâ arî divpadsmitskaòu
rinda kâ harmoniskâs struktûras pamats. Lîdztekus mûzikas valodai mainâs
arî Koþevska darbu atskaòotâjsastâvs: no tradicionâla èetrbalsîga kora (sop-
râni, alti, tenori, basi) uz kompozîcijâm diviem (Trîs eifoniskie korâïi) vai
pat trim koriem ( Nicolo Copernico dedicatum). Turpmâko radoðo meklçjumu
gaitâ Koþevskis, raksturojot savas mûzikas atskaòotâjsastâvu, atsakâs no
jçdziena koris un aizstâja to ar terminu vokâls oríestris  (Ad musicam).
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Rakstâ ir vispusîgi analizçti vairâki skaòdarbi, kas pârstâv Andþeja
Koþevska plaðo radoðo mantojumu. Ðie skaòdarbi atspoguïo garo ceïu, ko
veicis autors virzîbâ no vienkârða, tradicionâla èetrbalsîga kora uz kompo-
zîcijâm diviem vai trim koriem un vokâlam oríestrim.

Atslçgvârdi: Andþejs Koþevskis, poïu kormûzika, koru veidi, skaòu
materiâls, vokâls oríestris.
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Ñîâðåìå ííàÿ õîðîâàÿ ôàêòóðà: íîâîå è
òðàäèöèîííîå (íà ìà òåðèàëå ïðîèçâåäåíèÿ

Ðîæäåíèå êðûëà Äìèòðèÿ Ñìèðíîâà)

Mag. art. Îëüãà Äóáàòîâñêàÿ
àñïèðàíò Áåëîðóññêîé ãîñóäàðñòâåííîé àêàäåìèè ìóçûêè

Ôàêòóðà êàê îäíà èç ñèñòåì ìóçûêàëüíîãî ÿçûêà åñòü öåëîñòíîñòü,
îáúåäèíÿþùàÿ âûðàçèòåëüíûå ñðåäñòâà ìóçûêàëüíîãî ÿçûêà è îáåñïå-
÷èâàþùàÿ èõ ñèíòåç. Â íåé íàõîäÿò ñâîå ìàòåðèàëüíîå âûðàæåíèå âñå
çàêîíîìåðíîñòè, â ñîîòâåòñòâèè ñ êîòîðûìè ôîðìèðó åòñÿ ìóçûêàëüíûé
òåêñò. Îáëàäàÿ ìîùíûì ñìûñëîòâîð÷åñêèì è ñòèëåîáðàçóþùèì ïîòåí-
öèàëîì, ôàêòóðà àïåëëèðó åò êàê ê ôèêñèðîâàííûì, êîíñòàíòíûì ýëå-
ìåíòàì íîòíîãî òåêñòà, òàêèì êàê ìåëîäèêà (âêëþ÷àþùàÿ â ñåáÿ çâóêî-
âûñîòíîñòü è ðèòì) è ãàðìîíèÿ, òàê è ê íåôèêñèðó åìûì, âàðèàíòíûì,
íå èìåþùèì òî÷íîé ìåðû – àãîãèêå, äèíàìèêå, òåìáðó , àðòèêóëÿöèè è
äð., êîòîðûå âìåñòå ó÷àñòâóþò â ñîçäàíèè õóäîæåñòâåííîãî îáðàçà. Îä-
íàêî, êàê ñïðàâåäëèâî îòìå÷àåò Åâãåíèé Íàçàéêèíñêèé, ïðè âñåì èõ
ìíîãîîáðàçèè è âèäèìîé íåñîïîñòàâèìîñòè, ïðàêòè÷åñêè âñå êîìïî-
íåíòû îáíàðóæèâàþò «òî÷êè ñîïðèêîñíîâåíèÿ» ñ àíàëèòè÷åñêèìè êàòå-
ãîðèÿìè ãîðèçîíòàëè è âåðòèêàëè, – åñëè íå â «ñòàòè÷åñêîì» ñîñòîÿíèè
(ïðè îöåíêå èõ ñâîéñòâ), òî â òåõ êà÷åñòâàõ, êîòîðûå îáíàðóæèâàþòñÿ â
ïðîöåññå èõ ðàçâèòèÿ (Íàçàéêèíñêèé 1982: 67).

Òî÷êà çðåíèÿ ó÷åíîãî âî ìíîãîì ñîâïàäàåò ñ ìíåíèåì äðóãîãî ìàñ-
òèòîãî ðóññêîãî òåîðåòèêà ìóçûêè – Þðèÿ Ò þëèíà. «Äëÿ àíàëèçà çâó-
êîâîé òêàíè,» ïèñàë îí , «ýòîò ïðèíöèï êîîðäèíàò íå ñëåäó åò ïðèíè-
ìàòü âíåøíå, êàê ïðÿìîëèíåéíûå (âåðòèêàëüíûé è ãîðèçîíòàëüíûé)
ðàçðåçû çâóêîâîé òêàíè. Â àíàëèòè÷åñêîì ïëàíå ýòè êîîðäèíàòû íàäî
ïîíèìàòü êàê âåðòèêàëüíûé è ãîðèçîíòàëüíûé àñïåêòû, îïðåäåëÿþùèå
îáëàñòè âîçíèêíîâåíèÿ òåõ èëè èíûõ ýëåìåíòîâ çâóêîâîé òêàíè. Â òà-
êîì ïîíèìàíèè îíè ïðèîáðåòàþò öåííîñòü ëîãè÷åñêîé àáñòðàêöèè,
îáîáùàþùåé ðåàëüíûå ÿâëåíèÿ» (Ò þëèí 1976: 103).

Â öåíòðå íàøåãî èññëåäîâàíèÿ ôàêòóðíûé àíàëèç ïðîèçâåäåíèÿ
Ðîæäåíèå êðûëà Äìèòðèÿ Ñìèðíîâà èç îäíîèìåííîãî êîíöåðòà äëÿ õîðà
áåç ñîïðîâîæäåíèÿ, â êîòîðîì ôàêòóðà ïðåäñòàâëåíà êàê ñëîæíîå ñèíòå-
çèðîâàííîå ÿâëåíèå, âêëþ÷èâøåå â ñåáÿ íîâàòîðñêèå è òðàäèöèîííûå
ïðèíöèïû è ïðè¸ìû îáðàçîâàíèÿ õîðîâîé òêàíè. Çäåñü òàêæå âûÿâëÿ-
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þòñÿ ðàçëè÷íûå àñïåêòû õîðîâîé ôàêòóðû, îäíèì èç êîòîðûõ ÿâëÿåòñÿ
ìåëîäè÷åñêèé, êîòîðîìó â íàøåé ñòàòüå áóäåò óäåëåíî îñîáîå âíèìàíèå.

Ìóçûêà õîðà áîãàòà òîíêèìè îòòåíêàìè íàñòðîåíèé, ïëàñòè÷íà ïî
ôîðìå. Îñíîâíàÿ îñîáåííîñòü ðàçâèòèÿ â õîðå çàêëþ÷àåòñÿ â íåïðåðûâ-
íîì âàðüèðîâàíèè. Ïåðåõîäû ìåæäó ðàçäåëàìè îñóùåñòâëÿþòñÿ íåçà-
ìåòíî, áëàãîäàðÿ ÷åìó äîñòèãàåòñÿ òåêó÷åñòü ïðîöåññà ñòàíîâëåíèÿ.
Ôàêòóðíîå ðåøåíèå öåëîãî ñîäåðæèò ýëåìåíòû ãîìîôîíèè, ïîëèôîíèè
è ãåòåðîôîíèè. Êàæäûé íîâûé ýëåìåíò òåìû âñòóïàåò íåçàìåòíî è â îïðå-
äåëåííîé ñòåïåíè ïîäãîòîâëåí ïðåäøåñòâóþùèì ìàòåðèàëîì. Ðàçäåëû
ôîðìû îáúåäèíÿþòñÿ ëèáî îáùíîñòüþ äâèæåíèÿ, ëèáî íåïðåðûâíûì
ðàçâèòèåì îäíîé è òîé æå ôàêòóðíîé ôèãóðû. Îùóùåíèþ ñïàÿííîñòè â
íåìàëîé ñòåïåíè ñïîñîáñòâóþò âûäåðæàííûå äîëãèå çâóêè â ðàçíûõ ãî-
ëîñàõ èëè ïîâòîðÿþùèåñÿ áàñû, èãðàþùèå áîëüøóþ ôîðìîîáðàçóþùóþ
ðîëü. Õàðàêòåðíî ïðîòèâîïîñòàâëåíèå ôîíè÷åñêè-êîíòðàñòíûõ âèäîâ
ôàêòóðû – ìîíîëèíåéíîãî, èìèòàöèîííîãî è õîðàëüíîãî (àêêîðäîâîãî,
ëåíòî÷íîãî)  – äîâîëüíî òðàäèöèîííî, êàê è íàëè÷èå ÷èñòûõ òåìáðîâ,
êîíñîíèðóþùèõ àêêîðäîâ â õðîìàòè÷åñêîì îêðóæåíèè. Ðàññìîòðåíèå
ôàêòóðû õîðà Ñìèðíîâà öåëåñîîáðàçíåå íà÷àòü ñ àíàëèçà ôóíêöèîíàëü-
íûõ è ïëîòíîñòíûõ êà÷åñòâ  çâóêîâîé òêàíè. Ýòè ôóíäàìåíòàëüíûå ñâîé-
ñòâà ôàêòóðû â çíà÷èòåëüíîé ñòåïåíè îïðåäåëÿþòñÿ ñêëàäîì – «ãëóáèí-
íûì ïðèíöèïîì îðãàíèçàöèè ìóçûêàëüíîé òêàíè» (Íàçàéêèíñêèé 1982:
44) – è äåÿòåëüíî ó÷àñòâóþò â ñîçäàíèè õóäîæåñòâåííîãî ðåçóëüòàòà. Âïå-
÷àòëåíèå ÿñíîñòè, îðãàíèçîâàííîñòè, ñïîêîéñòâèÿ (âïå÷àòëåíèå, êîòî-
ðîå ÿâèòñÿ âàæíîé ñîñòàâíîé ÷àñòüþ ìíîãîñëîéíîãî îáðàçà) âî ìíîãîì
çàâèñèò îò òîãî, êàê ÷åòêî, ÿñíî ðàçäåëåíû ôàêòóðíûå ôóíêöèè. Ðàñïðå-
äåëÿþò ìåæäó ñîáîþ ìàòåðèàë ïåðâîãî ðàçäåëà òåìû äâå ôóíêöèè – ðåëüåô
(òåìû) è ôîí. Â õîäå ðàçâèòèÿ ìàòåðèàëà îáùåå âïå÷àòëåíèå ó ñëîæíÿ-
åòñÿ, âîçíèêàþò îòêëîíåíèÿ îò ïîñëåäîâàòåëüíî ïðîâîäèìîãî îñíîâíîãî
ïðèíöèïà. Ò àê, ïîñòåïåííî óïëîòíÿþùàÿñÿ òêàíü íå âûäåëÿåò íîâûõ
ôóíêöèîíàëüíûõ óðîâíåé: òåìà è ôîí ïîä÷èíÿþò ñâîèì çàäà÷àì ïðàêòè-
÷åñêè âñå íîâîîáðàçîâàíèÿ. Ðàçäåëû, â êîòîðûõ ïàðòèè îáìåíèâàþòñÿ
ôóíêöèîíàëüíûìè «ðîëÿìè», âíîñÿò ýëåìåíò ðàçíîîáðàçèÿ, íî, áëàãî-
äàðÿ ñîõðàíåíèþ êîëè÷åñòâà è çíà÷åíèÿ ôóíêöèé, îùóùåíèå ó ñòîé÷è-
âîñòè, «ðåãóëÿðíîñòè» ìóçûêàëüíîé ñòðóêòóðû îñòàåòñÿ íåèçìåííûì.
Ñòðåìëåíèå æå ê ñëèÿíèþ ïëàñòîâ, âîçíèêíîâåíèå àêêîðäîâîãî ôîíè-
÷åñêîãî ýôôåêòà (ñîçäàíèþ êîòîðîãî ïîìîãàåò ðåãèñòðîâîå ðàçíîîáðà-
çèå, îêðàøèâàþùåå ãàðìîíè÷åñêè îïðåäåëåííûå ãîëîñà â ðàçäåëå Ñ)
îòðàæàåò ïðîöåññ ïîñòåïåííîãî ñæàòèÿ òêàíè â âåðòèêàëüíûå êîìïëåêñû.
Çäåñü îòìåòèì äâîéñòâåííóþ íàïðàâëåííîñòü, ïðîòèâîðå÷èâîñòü â ñêëàäå
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ôàêòóðíûõ ÿâëåíèé – ïðè êàæóùåéñÿ ïðîñòîòå è îäíîçíà÷íîñòè î÷å-
âèäíî óïëîòíåíèå òêàíè , ñîâìåùàÿ ôàêòóðíûå ôóíêöèè. Âåñüìà ïîñ-
ëåäîâàòåëüíû òàêæå èçìåíåíèÿ ïëîòíîñòè â èçëîæåíèè òåìû: îò äâóõ-
ãîëîñèÿ ýêñïîíèðîâàíèÿ òåìû äî ïÿòèçâó÷èé â ïåðâîé êàäåíöèè (8  ò.).

Ïðèìåð 1.  Ïðîöåññ èçìå íå íèÿ ïëîòíîñòè õîðîâîé ôàêòóðû
â èçëîæåíèè òåìû

Õàðàêòåðíî, ÷òî ïðè óâåëè÷åíèè ïëîòíîñòè «âåðòèêàëüíîå» íà÷àëî
ïðîíèêàåò â òêàíü âåñüìà îñòîðîæíî, êàê áû âíåäðÿÿñü â ñàìó ñåðäöå-
âèíó ÿâëåíèé «ãîðèçîíòàëüíîé» ïðèðîäû. Ïîêàçàòåëüíû â ýòîì îòíî-
øåíèè ñåêñòîâûå è îêòàâíûå óäâîåíèÿ òåìû, ïîä÷èíåííûå ïî ñóùåñòâó
ãîðèçîíòàëüíîé ëîãèêå ðàçâèòèÿ, òðåçâó÷èÿ, âûäåëåííûå â îòäåëüíûé
ïëàñò, íî ïîääåðæèâàþùèå ëèíèþ – òåìó . Ñðåäñòâîì ïîâûøåíèÿ ïëîò-
íîñòè ñòàíîâèòñÿ è âñå áîëåå ÷àñòîå ïîÿâëåíèå «çâó÷àùèõ òî÷åê» íà ìåò-
ðè÷åñêèõ äîëÿõ òàêòà, ïîñòåïåííîå óìåíüøåíèå ÷èñëà âûäåðæàííûõ
çâóêîâ. Åñëè â òàêòàõ 1–8 ôóíêöèè ëåãêî ðàçëè÷èìû, òåìà ÷åòêî îòäåëå-
íà îò ôîíà, òî â òàêòàõ 17–20 ôîí óæå ñæàò â àêêîðäû, òåìà âîçíèêàåò
ïîî÷åðåäíî â îáîèõ ïëàñòàõ, ðàçäåëåííûõ ðåãèñòðîâî, à â òàêòàõ 24–27
ïðîèñõîäèò îêîí÷àòåëüíîå çàâåðøåíèå ïðîöåññà: ðàçëè÷èé ôóíêöèé
áîëüøå íåò , òêàíü ñëèòà â îäíîðîäíûå âåðòèêàëüíûå çâóêîêîìïëåêñû.

Íåñìîòðÿ íà êàæóùóþñÿ ðåãèñòðîâóþ ïåñòðîòó , äâèæåíèå îáúåäè-
íåíî áîëüøîé öåëüíîñòüþ, ïîñòîÿííî âîçðàñòàþùèì íàïðÿæåíèåì. Ìî-
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ìåíòû ðåãèñòðîâûõ ñìåí ëîãè÷åñêè îáîñíîâàíû, êóëüìèíàöèîííûå ìî-
ìåíòû îáåñïå÷åíû ïîääåðæêîé íåðåãèñòðîâûõ ñðåäñòâ. Ò àê, ïîÿâëåíèå
òåìû â âûñîêîì ðåãèñòðå âûçûâàåò ê æèçíè óäâîåíèå, îïîðó òåìû íà òðåç-
âó÷èÿ – ñðåäñòâà íåêîòîðîãî òåìáðîâîãî ñìÿã÷åíèÿ, êîòîðûå ïîìîãàþò
èçáåæàòü èçëèøíåé ðåçêîñòè. Ñ äðóãîé ñòîðîíû, «ïåðåëîì» â äâèæåíèè
ðåãèñòðîâ, íàñòóïèâøèé â 28 òàêòå, íå ñíèìàåò íàïðÿæåíèÿ, òàê êàê
èìåííî çäåñü âñòóïàåò â äåéñòâèå àêòèâíåéøèé ôàêòóðíûé ïðèåì – ãåòå-
ðîôîíèÿ. Â öåëîì, îâëàäåíèå áîëåå øèðîêèì äèàïàçîíîì ïðîèñõîäèò
ïîñòåïåííî, ñ îòñòóïëåíèÿìè â óæå îñâîåííûå îáëàñòè. Íîâûé óðîâåíü
âñåãäà òùàòåëüíî ãîòîâèòñÿ, ïðè÷åì â ïîäãîòîâêå ïðèíèìàþò ó÷àñòèå
ðàçíûå ãðóïïû ñðåäñòâ. Âàæíûì çäåñü îêàçûâàåòñÿ ôóíêöèîíàëüíîå äåëå-
íèå òêàíè: ïåðåìåùåíèå òåìû è ñîïðîâîæäàþùåãî ãîëîñà â ðàçíûå ðå-
ãèñòðîâûå ïîëÿ ñâÿçàíî ñ ïîñòåïåííûì ðàçäâèæåíèåì ðåãèñòðîâûõ ðàìîê.
Óòâåðæäåíèå âòîðîé îêòàâû îñíîâàòåëüíî è íåñïåøíî: ñ 4 ïî 16 òàêò îíà –
îñíîâíîé óðîâåíü ñóùåñòâîâàíèÿ òåìû. Âòîðàÿ îêòàâà â òðåòüåì ðàçäåëå
òåìû ãîòîâèòñÿ äèíàìè÷åñêèì íàðàñòàíèåì äîëãî è íàïðÿæåííî, ñëîâíî
ïðåîäîëåâàÿ ñîïðîòèâëåíèå. Ïîÿâèâøàÿñÿ ñîëü 2 – âåðøèííûé óðîâåíü
òåìû – îêðàøèâàåò åå ñòîëü ÿðêî, ÷òî îíà ïðåðûâàåòñÿ, óðàâíîâåøèâàÿñü
íèñõîäÿùåé êâèíòîé â áàñîâîì ðåãèñòðå (ò . 23). Áàñîâûé ãîëîñ, çàïîë-
íÿâøèé äî ñèõ ïîð ìàëóþ îêòàâó , óòâåðæäàåòñÿ â íåé îêîí÷àòåëüíî. Íî
âåðøèíà íå ìîæåò áûòü âçÿòà âíå ïðåîäîëåíèÿ, è, âèäèìî, ïîýòîìó äâèæå-
íèå, íàïðàâëÿâøååñÿ ïðåæäå ââåðõ, ðåçêî ðàçâîðà÷èâàåòñÿ âíèç – äîñòè-
ãàåò óðîâíÿ ïåðâîé îêòàâû, ÷òîáû îòòóäà ñíîâà íà÷àòü óæå îêîí÷àòåëü-
íûé øòóðì ðåãèñòðîâîé âåðøèíû â êóëüìèíàöèè âòîðîãî ðàçäåëà (ò . 31).

Ïðèìåð 2.  Êóëüìèíàöèÿ âòîðîãî ðàçäåëà
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Ðåãèñòðîâîå ðàçíîîáðàçèå â îôîðìëåíèè òåìû, ñïîñîáû èñïîëüçî-
âàíèÿ ðåãèñòðîâ – ýòî, íà íàø âçãëÿä, îäèí èç ìåòîäîâ âîïëîùåíèÿ ïðèí-
öèïà «ãîðèçîíòàëüíîñòè» â ðàçâèòèè ìàòåðèàëà. Â ýòîì ñìûñëå âàæíà
ïîñëåäîâàòåëüíîñòü ðåãèñòðîâûõ èçìåíåíèé, èõ çàâèñèìîñòü îò «ãîðè-
çîíòàëüíîé» ëîãèêè ïðîäâèæåíèÿ òåìû, èõ ðîëü â îñóùåñòâëåíèè âàðè-
àöèîííîñòè êàê ñïîñîáà ñòàíîâëåíèÿ ìóçûêàëüíîãî îáðàçà (îäíà èç ïðè-
ìåò âàðèàöèîííîé ãðàíèöû – ñìåíà ðåãèñòðà). Âìåñòå ñ òåì ïîä÷èíåíèå
ðåãèñòðîâîãî ïëàíà âíóòðåííåé ëîãèêå ðàçâèòèÿ íå ëèøàåò åãî ôóíêöèé
êðàñî÷íûõ è èçîáðàçèòåëüíûõ: äîñòàòî÷íî âñïîìíèòü ïîÿâëåíèå íàèáî-
ëåå ÿðêèõ ýëåìåíòîâ òåìû â àêêîðäîâîì ñêëàäå (òò . 18 è 25), ÷òî ÿâëÿåòñÿ
òåìáðîâîé ðåìèíèñöåíöèåé ïåðâîãî ïðîâåäåíèÿ òåìû, ïî÷òè çðèìî ðàç-
äâèãàþùåé «ðåãèñòðîâîå ïîëå» â ïîñëåäíåì ïðîâåäåíèè òåìàòè÷åñêèõ
èíòîíàöèé. Ñìåíà ôàêòóðû â õîðå ïðîèñõîäèò , êàê ïðàâèëî, íà ãðàíè-
öàõ ÷àñòåé, ÷òî âî ìíîãîì îïðåäåëÿåò ôîðìîîáðàçóþùåå çíà÷åíèå ôàê-
òóðû. Êàæäûé íîâûé òåìàòè÷åñêèé ìàòåðèàë âñòóïàåò íåçàìåòíî è â
îïðåäåëåííîé ñòåïåíè ïîäãîòîâëåí ïðåäøåñòâóþùèì ðàçâèòèåì. Ðàç-
äåëû ôîðìû îáúåäèíÿþòñÿ ëèáî îáùíîñòüþ äâèæåíèÿ, ëèáî íåïðåðûâ-
íûì ðàçâèòèåì îäíîé è òîé æå ôàêòóðíîé ôèãóðû. Îùóùåíèþ ñïàÿí-
íîñòè â íåìàëîé ñòåïåíè ñïîñîáñòâóþò âûäåðæàííûå äîëãèå çâóêè â
ðàçíûõ ãîëîñàõ èëè ïîâòîðÿþùèåñÿ áàñû, èãðàþùèå áîëüøóþ ôîðìî-
îáðàçóþùóþ ðîëü. Äâèæåíèå ãîëîñîâ â ðàçäåëàõ, èçëîæåííûõ â ãîìî-
ôîííî-ãàðìîíè÷åñêîì ñêëàäå, ïîä÷èíåíî ñìåíå ãàðìîíèè. Ìåëîäè÷åñ-
êèå ëèíèè êàæäîé õîðîâîé ïàðòèè âçàèìîñâÿçàíû ëîãèêîé ôóíêöèî-
íàëüíûõ îòíîøåíèé. Çäåñü âñå ãîëîñà ðàçëè÷àþòñÿ ïî ñâîåìó çíà÷åíèþ.
Òàê, ãëàâíûé (èëè ìåëîäè÷åñêèé) ãîëîñ ïðîòèâîïîñòàâëÿåòñÿ áàñîâîìó
è ãàðìîíè÷åñêèì ãîëîñàì. Ïðè ýòîì ãëàâíûì ãîëîñîì âûñòóïàåò ëþáîé
èç ÷åòûðåõ õîðîâûõ ãîëîñîâ. Òàêèì îáðàçîì, ñðåäñòâà ïîâûøåíèÿ ïëîò-
íîñòè â õîðå ðàçíîîáðàçíû è ñëóæàò öåëÿì ñîçäàíèÿ êîíêðåòíîãî ýìî-
öèîíàëüíîãî íàñòðîåíèÿ è ýñòåòè÷åñêîãî ðåçóëü òàòà â öåëîì. Â ôàêòóðå
õîðà îáíàðóæèâàþòñÿ è ýëåìåíòû èíñòðóìåíòàëüíîãî ìûøëåíèÿ. Âû-
ðàæåíèåì èíñòðóìåíòàëèçìà âûñòóïàþò ñìåøåíèå òåìáðà (À1=À2) è íå-
óðàâíîâåøåííîå çâó÷àíèå óíèñîíà, êîòîðîå âîçíèêàåò â ðåçóëü òàòå íåðà-
âåíñòâà òåññèòóðû: àëüò – â ñðåäíåì è íèçêîì ðåãèñòðå – «çàáèâàåòñÿ»
òåíîðîì â íàèáîëåå âûñîêîì ðåãèñòðå (ïðèìåð 1). Ðàçíîîáðàçíûå ôàê-
òóðíûå êîìïîíåíòû â ñâîåì âçàèìîäåéñòâèè óòî÷íÿþò ìåðó è êà÷åñòâåí-
íûå ñâîéñòâà âñåõ êîìïîíåíòîâ, òåì ñàìûì îêàçûâàÿ âëèÿíèå íà îêîí÷à-
òåëüíûé ðåçóëüòàò.
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Äëÿ ðàññìîòðåíèÿ ôàêòóðíîé ñèòóàöèè õîðà îñòàíîâèìñÿ íà îäíî-
âðåìåííîì ðàçâåðòûâàíèè íåñêîëüêèõ «ðàññëàèâàþùèõñÿ» ôàêòóð-
íûõ ëèíèé, ñ öåëüþ îïðåäåëåíèÿ èõ ìåñòà â ìóçûêàëüíî-ñìûñëîâîì
öåëîì.

Âàæíåéøèì êîìïîíåíòîì ôàêòóðû, ïîçâîëÿþùèì ïîëó÷èòü ïðåä-
ñòàâëåíèå î ïðèíöèïàõ åå ñòðîåíèÿ, ÿâëÿåòñÿ ìåëîäè÷åñêèé àñïåêò , ê
êîòîðîìó ïðèìåíèìû êîíêðåòíûå ïðèíöèïû ñòðóêòóðèðîâàíèÿ.

Âûðàçèòåëüíàÿ ìåëîäèÿ õîðà ñîâìåùàåò â ñåáå «âîêàëüíóþ» ïëàâ-
íîñòü è øèðîòó äûõàíèÿ ñ äåêëàìàöèîííûìè, îñòðîýêñïðåññèâíûìè
èíòîíàöèÿìè ìàëîé ñåêñòû è òðèòîíà. Ëèíèÿ òåìû (ðå÷ü âñå åùå èäåò î
ïåðâîì ïðîâåäåíèè) ðàñêðûâàåò åùå áîëåå ñëîæíûå «ïîäòåêñòû», âñòó-
ïàÿ âî âçàèìîäåéñòâèå ñ ëèíèåé ôîíà. Ìåëîäèÿ îáëàäàåò äîâîëüíî îïðå-
äåëåííûìè æàíðîâûìè ïðèçíàêàìè: êîðîòêèå íèñïàäàþùèå è ìíîãî-
êðàòíî ïîâòîðÿåìûå ïîïåâêè, ïðåðûâèñòîå ìîòèâíîå «äûõàíèå», îáèëèå
ñåêóíäîâûõ èíòîíàöèé – âñå ýòî óêàçûâàåò íà õàðàêòåðíûå ïðèìåòû ïëà-
÷åé, ïðè÷èòàíèé. Îòíîøåíèÿ ìåæäó òåìîé è ôîíîì íàïîìèíàþò îòíîøå-
íèÿ ìåæäó cantus firmus è ìåëîäè÷åñêèìè ìîòèâàìè: ñìûñë îñíîâíîãî
íàïåâà ðàñøèôðîâûâàåòñÿ è äîïîëíÿåòñÿ âûðàçèòåëüíûì ïåäàëèçèðó-
þùèì ãîëîñîì. Â ìåëîäèè èçíà÷àëüíî ôîðìèðó åòñÿ èíòîíàöèîííûé äèñ-
ñîíàíñ, êîòîðûé îïðåäåëÿåò çâóêîâûñîòíûé ïðîôèëü ôîðìû. Íà ìèê-
ðîñêîïè÷åñêîì, ïî ñóùåñòâó , âðåìåííîì ïðîñòðàíñòâå (ðàâíîì îäíîé
÷åòâåðòè) âîçíèêàåò äèññîíàíòíûé «ñãóñòîê», â êîòîðûé âõîäÿò ñè,
ñè-äèåç è äî-äèåç, ó÷àñòâóþùèé â îïåâàíèè òåìàòè÷åñêîãî ñè. Íàïðÿ-
æåííîñòü ýòîãî ìîìåíòà ïîä÷åðêèâàåòñÿ ðåìàðêîé piano è èíòîíàöèîí-
íûì ðåøåíèåì: èíòîíàöèÿ «ïëà÷à» ñîäåðæèò ñêðûòîå äèññîíèðîâàíèå
â îäíîãîëîñèè òåìû, êîòîðîå çàòåì ó ñèëèâàåòñÿ ïåðåêðåñòíûìè äèññî-
íàíñàìè ìåæäó òåìîé è ôîíîì. Êðîìå äèññîíàíñîâ-äîïîëíåíèé, âñòðå-
÷àþòñÿ äèññîíàíñû-íàïîìèíàíèÿ, êîãäà, íàïðèìåð, ãîðèçîíòàëüíûé
äèññîíàíñ òåìû (ñè-ëÿ-äèåç, ò . 1) îòðàæàåòñÿ â äóáëèðîâêå, òðàíñôîð-
ìèðó ÿñü â ïî÷òè ñîâïàäàþùèé ïî âðåìåíè äèññîíàíñ ìåæäó ìåëîäèåé è
ôîíîì.
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Ïðèìåð 3. Äèññîíàíñ ìåæäó ìåëîäèåé è ôî íîì

Ñ ñàìîãî íà÷àëà äâèæåíèå ìåëîäè÷åñêîé ëèíèè ïðîèñõîäèò ïîñòó-
ïåííî â íèñõîäÿùåì íàïðàâëåíèè, ïîâòîðÿÿñü ÷åòûðå ðàçà è îáðàçó ÿ,
òåì ñàìûì, ñòðóêòóðíóþ ôîðìóëó îñòèíàòî íà ïðîòÿæåíèè âñåãî ïåðâîãî
ðàçäåëà ôîðìû (À). Ìÿãêî êîëåáëþùèåñÿ èíòîíàöèè, ÷åðåäîâàíèå øåñò-
íàäöàòûõ è âîñüìûõ äëèòåëüíîñòåé, ïî÷òè íå èçìåíÿþùèéñÿ äèàïàçîí –
âñå ñîñòàâëÿåò ëèðè÷åñêèé îáðàç ïå÷àëè è ãðóñòè. Ôàêòóðíîå ðàçâèòèå
ìåëîäèè ïðîÿâëÿåò ñåáÿ âî âçàèìîäåéñòâèè ñ ïåäàëüíûì ãîëîñîì, ñî-
çäàþùèì ÷ðåçâû÷àéíî íàïðÿæåííóþ äèññîíàíòíîñòü: ñè–äî-äèåç–ñè-
äèåç (òò. 1–8). Íå ñðàçó íà÷èíàåøü çàìå÷àòü íå÷òî ìåëîäè÷åñêîå â ýòîé
ïîä÷åðêíóòîé ôîíîâîé îäíîðîäíîñòè: ñìóòíî, ïî÷òè áåññîçíàòåëüíî  âîñ-
ïðèÿòèå âûäåëÿåò èç íåå ëèíèþ, êîòîðàÿ, êàê âûÿñíÿåòñÿ, îáëàäàåò êà-
÷åñòâàìè ñàìîñòîÿòåëüíîãî ìåëîäè÷åñêîãî ïîñòðîåíèÿ. Åñëè âû÷ëå íèòü
ýòó ëèíèþ èç ôîíà, îáîçíà÷èòü ëèãàìè åå çâåíüÿ-ìîòèâû è íåñêîëüêî èç-
ìåíèòü îðèåíòàöèþ îòíîñèòåëüíî òàêòîâûõ ÷åðò , òî çíà÷åíèå ñêðûòîãî
ãîëîñà ñòàíåò ñîâåðøåííî ÿâñòâåííûì. Îñîáóþ öåëüíîñòü è çàêîí÷åí-
íîñòü îáíàðóæåííîé ìåëîäèè ïðèäàþò åå áåññïîðíàÿ ãàðìîíè÷åñêàÿ
îïðåäåëåííîñòü è «çàêðóãëåííîñòü» ñòðîåíèÿ.

Òàê, â ïîñòîÿííûõ ïðîòèâîðå÷èÿõ ìåëîäè÷åñêèõ äâèæåíèé, ñ èñ-
ïîëüçîâàíèåì ñëîæíûõ, ïåðåêðåñòíûõ ãîðèçîíòàëüíûõ ñâÿçåé ìåæäó
çâóêàìè, ñ ïîñòîÿííûì íàïðÿæåííûì äèññîíèðîâàíèåì íàèáîëåå çíà-
÷èòåëüíûõ èíòîíàöèé ïðîèñõîäèò ñòàíîâëåíèå äâó ñëîéíîé òêàíè. Âíåø-
íÿÿ, âèäèìàÿ åå ïëîñêîñòü ñêðûâàåò , êàê îáíàðóæèâàåòñÿ â õîäå àíàëèçà,
âíóòðåííþþ ñìûñëîâóþ ïåðñïåêòèâó . Â ïîñëåäóþùåì ðàçâèòèè ëèíå-
àðíûé, ìåëîäè÷åñêèé àñïåêò ôàêòóðû ñìåíÿåòñÿ àêêîðäîâûì, â îñíîâå
êîòîðîãî ëåæèò èíòîíàöèîííîñòü ãëàâíîé òåìû. Åñëè â ïåðâûõ äâóõ ðàç-
äåëàõ òåìû ïîä÷åðêíóòà ðîëü òåðöîâîñòè â èçëîæåíèè ìåëîäèè, ñåêóí-
äîâîñòè âî âçàèìîäåéñòâèè ìåëîäè÷åñêîé ëèíèè è ôîíîâîãî ïëàñòà, òî
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â òðåòüåì ðàçäåëå ìåëîäè÷åñêèé àñïåêò ôîðìû ó ñòóïàåò ìåñòî âåðòè-
êàëè. Çäåñü çíà÷èòåëüíî âîçðàñòàåò ðîëü «âåðòèêàëüíûõ» äèññîíàíñîâ:
âñòðå÷àþòñÿ ìíîãî÷èñëåííûå äèññîíèðóþùèå ñîâïàäåíèÿ çâóêîâ
òåìû è ôîíà, ìîìåíòû ïîëèòîíàëüíûõ íàëîæåíèé (ïðèìåð 2) è îäíî-
âðåìåííî – ìàæîðíûå òðåçâó÷èÿ, continuo ôîíà. Âñå ýòî ñîçäàåò ñëîæ-
íóþ ôàêòóðíóþ ñèòóàöèþ, çàâåðøàþùóþñÿ â ïîñëåäíèõ òàêòàõ òåìû
êâàðòàêêîðäîì, îõâàòûâàþùèì ðàçíûå ðåãèñòðû è çâó÷àùèì íàïðÿæåí-
íî è âîïðîñèòåëüíî, ñ ïðåäûõàíèåì íà ôåðìàòå (ïðèìåð 2).

Îñîáóþ öåëüíîñòü è çàêîí÷åííîñòü ìåëîäè÷åñêîé ëèíèè ïðèäàþò
åå èíòîíàöèîííàÿ êîíêðåòíîñòü è ÷åòêîñòü ñòðîåíèÿ. Ïî ñóùåñòâó âåñü
ïåðâûé ðàçäåë ñîñòîèò èç òðåõ ìîòèâîâ, êîòîðûå îáðàçóþò âîãíóòóþ ëè-
íèþ â äèàïàçîíå ìàëîé òåðöèè: ñè–ñîëü-äèåç–ñè. Ñ ââåäåíèåì ñîïðàíî
(ðå-äèåç, ò. 4) äèàïàçîí ðàñøèðÿåòñÿ è ìåëîäè÷åñêàÿ ëèíèÿ «óõîäèò» â
ñåðåäèíó ôàêòóðû, âñòóïàÿ âî âçàèìîäåéñòâèå ñ ôîíîì – ïðîòÿíóòûì
íà íåñêîëüêî òàêòîâ óíèñîíîì. Âî âòîðîì ðàçäåëå òåìû ìåëîäè÷åñêèé
ïðîôèëü ðåçêî ìåíÿåòñÿ: çäåñü ó ñòàíàâëèâàåòñÿ «ëîìàíîå» äâèæåíèå ïî
òðèòîíàì è êâèíòàì, êîòîðûå ñíà÷àëà èäóò âíèç, à ïîñëå óïîðà â ïëàâ-
íûé è ó ñòîé÷èâûé ìåëîäè÷åñêèé õîä (òò . 10–11) – ââåðõ.

Îñîáåííîñòüþ ðàçâèòèÿ ìåëîäè÷åñêîãî àñïåêòà ôàêòóðû ÿâëÿåòñÿ
ðàñøèðåíèå äèàïàçîíà: âåðõíèé ãîëîñ äóáëèðó åòñÿ â òåðöèþ áàñîì â
ìàëîé îêòàâå. Ðàñøèðåíèå ðåãèñòðîâûõ ãðàíèö ñêàçûâàåòñÿ íå òîëüêî
íà èçìåíåíèè òåìáðîâûõ êðàñîê, íî è íà àìïëèòóäå ìåëîäè÷åñêîãî äâè-
æåíèÿ, ãäå áîëüøóþ ñâîáîäó ïðèîáðåòàþò òå èíòîíàöèîííûå ôîðìóëû,
êîòîðûå íåñóò â ñåáå àêòèâíîå, äåéñòâåííîå íà÷àëî. Ò àê, â âàðèàöèîí-
íîì ïðîâåäåíèè âòîðîé òåìû (òò . 13–14) «ëîìàíûé ìîòèâ», îõâàòûâàÿ
âñå ãîëîñà ôàêòóðû, èçëàãàåòñÿ èìèòàöèîííî, ÷òî ÿâëÿåòñÿ ìîùíûì êîí-
äåíñàòîðîì íàïðÿæåíèÿ. Ìåæäó òåì â êóëüìèíàöèîííîé çîíå è âîëåâûå
èíòîíàöèè, è èíòîíàöèè ïëà÷à ôóíêöèîíàëüíî ñáëèæàþòñÿ, áóäó÷è
îôîðìëåííûìè â åäèíîå àêêîðäîâîå öåëîå. Çäåñü (òò . 22–31) çâóêîâàÿ
ëèíèÿ åùå áîëåå ìíîãîìåðíà è îáúåìíà, ÷òî ñîñòàâëÿåò ïñèõîëîãè÷åñ-
êóþ ïîëíîòó îáðàçà – ñî÷åòàíèå ñäåðæàííîñòè è ñêîðáè, íà÷àëà âîëå-
âîãî, àêòèâíîãî è ñòðàäàòåëüíîãî, ïàññèâíîãî, îáúåêòèâíîãî è ñóáúåê-
òèâíîãî. Â ñòðîåíèè óòîëùåííîé â ìàëóþ òåðöèþ ìåëîäè÷åñêîé ëèíèè
åñòü âñÿ èñòîðèÿ ìîòèâîâ: èíòîíàöèè ïëà÷à, óíèñîí â êâèíòó , àêòèâíîå
óñòóï÷èâîå äâèæåíèå ââåðõ è ðåçêèé ñêà÷îê ñ îñòàíîâêîé íà ââîäíîì
òîíå. Â âûïîëíåíèè êóëüìèíàöèè îò÷åòëèâî ïðîñëåæèâàþòñÿ äâå òåíäåí-
öèè: ñ îäíîé ñòîðîíû, âîëåâûå èíòîíàöèè, ó ñèëåííûå âûïðÿìëåííûì
ðèòìîì (âîñõîäÿùåå ïîñòóïåííîå äâèæåíèå è âîñõîäÿùàÿ íàïðàâëåí-
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íîñòü ìîòèâîâ, èñïîëüçîâàíèå õîäîâ ïî ñòóïåíÿì ãàììû), íàñòîé÷èâîå,
õîòÿ è çàòðóäíåííîå äâèæåíèå ê âåðøèíå (ñîëü–ðå–äî-äèåç) è ïîïûòêà
óäåðæàòüñÿ íà íåì – îòðàæåíèå àêòèâíîãî, äåéñòâåííîãî íà÷àëà. Ñ äðó-
ãîé æå ñòîðîíû, çàâîåâàííûå âåðøèíû îñòàþòñÿ òàêîâûìè ñðàâíèòåëüíî
íåäîëãî (1 òàêò), ïîñëå ÷åãî ñëåäóåò íîâàÿ ïîïûòêà èõ äîñòèæåíèÿ. Â ôàê-
òóðíîì ðèñóíêå çäåñü î÷åâèäíû òå æå ïðîÿâëåíèÿ àêòèâíîãî, âîëåâîãî
íà÷àëà: êóëüìèíàöèÿ äîñòèãàåòñÿ åùå ðàç, íî ñ çàâîåâàíèåì ìåíüøåé
âûñîòû, êîòîðàÿ ÷åòêî êîððåñïîíäèðó åò ñ ïåðâîé êóëüìèíàöèîííîé
òî÷êîé. Â èòîãå îáðàçóåòñÿ êóëüìèíàöèîííàÿ çîíà, ïîä÷åðêèâàþùàÿ
ýìîöèîíàëüíîå íàïðÿæåíèå, ïñèõîëîãè÷åñêóþ äðàìó .

Íà îñíîâå ïðîâåä¸ííîãî èññëåäîâàíèÿ ôàêòóðà ïðåäñòàâëÿåòñÿ êàê
ñëîæíîå ñèíòåçèðîâàííîå ÿâëåíèå, âêëþ÷èâøåå â ñåáÿ íîâàòîðñêèå è
òðàäèöèîííûå ïðèíöèïû è ïðè¸ìû îáðàçîâàíèÿ õîðîâîé òêàíè. Õàðàê-
òåðíîé ÷åðòîé ÿâëÿåòñÿ ïðåëîìëåíèå ðàíåå èçâåñòíûõ ôàêòóðíûõ êîì-
ïîíåíòîâ è èõ ôóíêöèîíàëüíûõ ñâÿçåé ñ íîâûìè èäåÿìè, êîòîðûå íåïî-
ñðåäñòâåííî ñâÿçàííû ñ îáîãàùåíèåì ñîâðåìåííîé ãàðìîíèè, ðàñøè-
ðåíèåì ðåãèñòðîâûõ ðàìîê, íîâàòîðñêèì îòíîøåíèåì ê òåìáðèçàöèè
õîðîâîé òêàíè. Îòìåòèì íåêîòîðûå èõ íèõ:
— ïðè ñîõðàíåíèè êîëè÷åñòâà è çíà÷åíèÿ ôóíêöèé ãîëîñîâ ïàðòèè

èíòåíñèâíî îáìåíèâàþòñÿ ôóíêöèîíàëüíûìè «ðîëÿìè», ÷òî ïðè-
âíîñèò ìîìåíò ôàêòóðíîé íåó ñòîé÷èâîñòè;

— îãðîìíîå âëèÿíèå íà ôàêòóðíîå ðåøåíèå èìååò ôóíêöèîíàëüíîå
äåëåíèå òêàíè. Ïðîèñõîäèò ïåðåìåùåíèå òåìû è ñîïðîâîæäàþùå-
ãî ãîëîñà â ðàçíûå ðåãèñòðîâûå ïîëÿ, ÷òî ñâÿçàíî ñ ïîñòåïåííûì
ðàçäâèæåíèåì ðåãèñòðîâûõ ðàìîê;

— òåçå âñåõ ïàðàìåòðîâ õîðîâîé òêàíè, íî è åäèíè÷íûõ å¸ êîìïîíåí-
òàõ (âûäåðæàííûå çâóêè, îñòèíàòî);

— ìåëîäèÿ, îáëàäàþùàÿ îïðåäåë¸ííûìè òðàäèöèîííûìè æàíðîâûìè
ïðèçíàêàìè, â îñíîâå èìååò äèññîíàíñíûé êîíòåêñò .
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Contemporary Choral Texture: Modern and Traditional
(on the Basis of the Composition Birth of Wing by Dmitri Smirnov)

Olga Dubatovskaya

Summary

A texture as one of the music language systems is the completeness
joining musical expressive means and providing their synthesis. All laws
according to which the musical text is created find their manifestation in the
texture. The musical texture possesses a powerful sense-creative and style-
forming potential. It appeals as to the fixed, constant elements of a musical
text, or the coordinates of the sound tissue – melodies (including the pitch
and the rhythm) and harmony, as well as to the unfixed, variable elements,
which have no accurate measures – agogics, dynamics, timbre, articulation,
etc. All of them are involved in the creation of an artistic image.

At the end of the 20th century, the role of the variable textural elements
in choral music acquired a new context. On the one hand, updating the free
dissonance and rhythmic freedom, the semantization of timbre, register,
dynamics, agogics, and articulation determined the renovation and expansion
of texture thesaurus. On the other hand, a character of functional relation-
ships of textural components with new ideas got new forms.

For example, the sonorous formation in the choir, being by definition a
background, began to perform the function of a voice and relief. Whereas
the voice, pronouncing the melodic line and placed in the soprano or the
alto, was often performing as a background. New ways of textured solutions
are presented in a number of choral works by György Ligeti, Krzysztof
Penderecki, Alfred Schnittke, Vyacheslav Kuznecov. In this paper, a cappella
choir Birth of Wing  by Dmitri Smirnov from his choir concert with the same
title has been chosen as an analytical object. The composition is remarkable
for the combination of the traditional textural assets, such as melodic relief,
chord way of statement, accent meter and so on, and of the non-traditional,
new assets, related to the change of the functions of textural elements, the
harmonic content of the texture, fluid and unstable chronos and so on. How-
ever, the texture of the chorus in this composition retains the essential function
of an effective force in the formation of a complex and multi-faceted way.
This is arising in the nature and the dynamics of its transformation and in
the ways of organization of the sound tissue. To identify the textured struc-
turation features of the composition we examine the parameter of its density,
the multiple deployment steps, ‘stratified’ textural lines. We also consider
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the system of operation and the dynamic deployment of such an important
component of musical integrity as the melodic aspect of texture.

Based on the analysis presented in the paper, we can conclude that the
texture is the synthesized complex phenomenon, which includes the inno-
vative and the traditional principles and techniques of formation of choral
tissue. Some of its characteristic features should be singled out:
— choral parts intensively exchange their functional ‘roles’ at the retaining

number and functional sense of voices. It brings the possibility of textured
instability;

— functional division of the musical tissue has great influence on the
functional textured division. The theme and the accompanying voices
are moving in different fields of the register. This is associated with a
gradual extension of the register frames;

— the formative properties of the texture appear not only in the synthesis
of all the parameters of the choral tissue, but also in its specific com-
ponents (sustained sounds, ostinato);

— the melody, which possesses some traditional genre characteristics, is
based on the dissonant context.
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Ìåññû Êðèñòèíû Âàñèëÿó ñêàéòå:
òðàäèöèÿ â ñîâðåìåííîñòè

Dr. art. Äàíóòå Êàëàâèíñêàéòå
Äîöåíò Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

Ââåäåíèå

Ìåññà êàê æàíð â òâîð÷åñòâå ëèòîâñêèõ ïðîôåññèîíàëüíûõ êîìïî-
çèòîðîâ âîçðîäèëàñü âî âðåìÿ äâèæåíèÿ íåçàâèñèìîñòè, âîçãëàâëÿåìîãî
Ñàþäèñîì  ê êîíöó 1980-õ ãîäîâ. Çà áîëåå ÷åì 25-ëåòèå (1987–2013) áûëî
ñîçäàíî ñâûøå 60 öèêëîâ ðàçíîãî îáú¸ìà, à òàêæå íåñêîëüêî äåñÿòêîâ
îäèíî÷íûõ ÷àñòåé. Ñðåäè öèêëîâ – íåñêîëüêî ðåêâèåìîâ, ìåññû â ÷åñòü
Ïðåñâÿòîé Äåâû Ìàðèè, Ñâ. Öåöèëèè, Êàçèìèðà è äðóãèõ ñâÿòûõ, ìåññû
íà ïðàçäíèê Ðîæäåñòâà, Áîæüåãî Ìèëîñåðäèÿ, Ñâÿòîãî Äóõà è ò . ï. Èìå-
þòñÿ è ýêñïåðèìåíòàëüíûå ìåññû, è ìåññû â ñòàðèííîì ñòèëå (íàïðèìåð ,
Ãðèãîðèàíñêèå ìåññû ¹ 1–7, 1993, Àëâèäà Ðåìåñû). Îäíàêî ïî÷òè ïîëî-
âèíà êîìïîçèöèé ýòîãî æàíðà – öèêëû íåáîëüøîãî îáú¸ìà: èç-çà ïðåð-
âàííîé òðàäèöèè öåðêîâíîãî òâîð÷åñòâà ëèøü íåêîòîðûå ñîâðåìåííûå
ëèòîâñêèå êîìïîçèòîðû ñóìåëè ñîçäàòü ìåññû, ïðèãîäíûå äëÿ êàòîëè-
÷åñêîãî îáðÿäà. Áîëåå óñïåøíî â ýòîé ñôåðå ðàáîòàþò õîðîâûå äèðèæ¸ðû,
êîòîðûå, ê ñîæàëåíèþ, íå îáëàäàþò ñïåöèôè÷åñêèìè íàâûêàìè êîì-
ïîçèöèè.

Êðèñòèíà Âàñèëÿóñêàéòå – îäíà èç íåìíîãèõ êîìïîçèòîðîâ ïðîôåñ-
ñèîíàëîâ, äóõîâíîå èñêó ññòâî êîòîðûõ ôóíêöèîíàëüíî. Îíà ñîçäàëà
÷åòûðå öèêëû ìåññ: Missa brevis in honorem beatae Mariae Virginis (1992)
äëÿ õîðà a cappella, Ðîæäåñòâåíñêóþ ìåññó (1995) è Ìåññó â ÷åñòü Ñâ. Öå-
öèëèè (2000) äëÿ õîðà ñ îðãàíîì, à òàêæå Missa de Angelis (2006) äëÿ äåò-
ñêîãî õîðà. Ìåññû Âàñèëÿó ñêàéòå ÿâëÿþòñÿ ïîïóëÿðíûìè â êàòîëè÷åñ-
êèõ õðàìàõ Ëèòâû, à âûðàáîòàííûìè åþ êîìïîçèöèîííûìè ìåòîäàìè
ìîãëè áû âîñïîëüçîâàòüñÿ è äðóãèå ìóçûêàíòû (îðãàíèñòû, õîðîâûå
äèðèæ¸ðû), æåëàþùèå ïèñàòü ìóçûêó äëÿ áîãîñëóæåíèÿ, íî íå èìåþ-
ùèå ñïåöèàëüíîãî îáðàçîâàíèÿ è íàâûêîâ êîìïîçèöèè.

Öåëü äàííîé ñòàòüè: àíàëèç öèêëîâ (è îòäåëüíûõ ÷àñòåé) ìåññ Êðèñ-
òèíû Âàñèëÿóñêàéòå – âûÿâëåíèå ïðèíöèïîâ ôîðìîîáðàçîâàíèÿ ýòîãî
æàíðà è åãî ìóçûêàëüíîé ðèòîðèêè.
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Êëþ÷åâûå ñëîâà: Êðèñòèíà Âàñèëÿóñêàéòå, Ëèòâà, öåðêîâíàÿ ìóçûêà,
ñîâðåìåííûå êîìïîçèòîðû, òðàäèöèÿ, Êàòîëè÷åñêàÿ öåðêîâü, öèêë
ìåññû, êðàòêàÿ ìåññà (missa brevis), îðäèíàðèé, ìóçûêàëüíûé ÿçûê.

Ìåññû ëèòîâñêèõ êîìïîçèòîðîâ

Êàê óæå áûëî óïîìÿíóòî, òâîð÷åñòâî öåðêîâíûõ æàíðîâ, ñðåäè
íèõ – è ìåññû, â Ëèòâå âîçðîäèëîñü ñ ðóáåæà 1980-õ / 1990-õ ãîäîâ, ïîñëå
50-ëåòèÿ ñîâåòñêîé àòåèñòè÷åñêîé îêêóïàöèè1. Â ìåññàõ ñîâðåìåííûõ
ëèòîâñêèõ êîìïîçèòîðîâ äîìèíèðó åò ëàòèíñêèé ÿçûê è òèï êðàòêîé
ìåññû ( missa brevis), êîòîðûé ñòàë ïîïóëÿðíûì èç-çà íåáîëüøîãî îáú¸ìà
êîìïîçèöèè, âîçìîæíîñòè ñîêðàòèòü êàíîíè÷åñêèé òåêñò , ñâîáîäû âû-
áîðà ÷àñòåé, à òàêæå íåâûñîêèõ õóäîæåñòâåííûõ è ïðîôåññèîíàëüíûõ
ïðåòåíçèé 2.

Íåêîòîðûå öèêëû íîñÿò êîíöåðòíûé (íå ëèòóðãè÷åñêèé) õàðàêòåð –
ñðåäè íèõ è ÷åòûðå ðåêâèåìû (òàáëèöà 1).

Òàáëèöà 1.
Êî íöåðòíûå (íåëèòóðãè÷åñêèå) öèêëû ìåññ ëèòîâñêèõ êîìïîçèòîðîâ

1 Áîëåå îáøèðíûé îáçîð öåðêîâíîé ìóçûêè ñîâðåìåííûõ ëèòîâñêèõ êîìïî-
çèòîðîâ ñì.: Êàëàâèíñêàéòå, Äàíóòå (2011). Öåðêîâíûå (êàòîëè÷åñêèå) æàíðû â
ñîâðåìåííîì òâîð÷åñòâå êîìïîçèòîðîâ Ëèòâû. Ìóçûêàëüíàÿ íàóêà íà ïîñòñî-
âåòñêîì ïðîñòðàíñòâå – ìåæäóíàðîäíàÿ èíòåðíåò êîíôåðåíöèÿ . Ðîññèéñêàÿ àêà-
äåìèÿ ìóçûêè èìåíè Ã íåñèíûõ. http://2011.gnesinstudy.ru/page/kalavinskaite_
doklad.html [ïðîñìîòð 1 ôåâðàëÿ 2015]. Ñïèñîê ìåññ ëèòîâñêèõ êîìïîçèòîðîâ
ñì.: Kalavinskaitë, Danutë (2011). Baþnytiniai þanrai ðiuolaikinëje lietuviø kûryboje:
tarp baþnytinës muzikos paveldo ir atnaujintos liturgijos poreikiø. Lietuvos muzi-
kologija  12, p. 82–84.

2 Òàê êàê óæå â Ðåíåññàíñå êðàòêîé ìåññîé (missa brevis) íàçûâàëèñü öèêëû
ðàçíûõ ñòðóêòóð (ñîñòîÿùèå èç 3–5 ÷àñòåé, íåðåäêî ñ ñîêðàù¸ííûì òåêñòîì
÷àñòåé Gloria  è Credo), îáùåé ÷åðòîé êîòîðûõ áûëî ëèøü ëàêîíè÷íîñòü, òî â
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×àñòü ìåññ – ýêñïåðèìåíòàëüíûå, ñòðîåíèå öåðêîâíîãî æàíðà ñëó-
æèò äëÿ íèõ òîëüêî êàê ôîðìà (òàáëèöà 2).

Òàáëèöà 2.
Ýêñïåðèìå íòàëüíûå, ì îäèôèöèðîâàííûå öèêëû ìåññ

ëèòîâñêèõ êîìïîçèòîðîâ

Ýòî öèêëû, èìåþùèå äîïîëíèòåëüíûå ÷àñòè èëè ôðàãìåíòû íåêàíî-
íè÷åñêîãî òåêñòà, à òàêæå ìîäèôèöèðîâàííûå öèêëû, â êîòîðûõ êàíî-
íè÷åñêèé òåêñò èñïîëüçîâàí èíäèâèäóàëüíî (ìåññû Ôåëèêñàñà Áàéîðàñà,
Âèêòîðà Ìèí¸òàñà, Ã èíòàðàñà Ñîäåéêè, Èîíàñà Ò àìóë¸íèñà). Ñðåäè ýòèõ
ìåññ åñòü è ñâåòñêèå, è íàïîëîâèíó ÿçû÷åñêèå, à òàêæå öèêëû íåÿñíîãî
ñîäåðæàíèÿ è íàçíà÷åíèÿ – íàïðèìåð, Missa di poveri Äàðþñà Ëàïèíñ-
êàñà, Missa lituana Ëèíàñà Ðèìøû (â îáåèõ ðÿäîì ñ ëèòóðãè÷åñêèìè ïðè-
ñóòñòâóþò è ñëîâà ëèòîâñêèõ íàðîäíûõ ïåñåí), Messa da camera («ñâåòñ-
êàÿ» èëè «êàìåðíàÿ» ìåññà) Âèêòîðà Ìèí¸òàñà 3. Âçàèìîèñêëþ÷àþùèìè
èìåíàìè ïðèëàãàòåëüíûìè ñâîþ ìåññó íàçâàë Ëèíàñ Áàë÷þíàñ ( Missa

ýïîõå áàðîêêî ÷àùå âñåãî òàê íàçûâàëè öèêë Kyrie–Gloria  («ëþòåðàíñêàÿ ìåññà»),
ãîðàçäî ðåæå – öèêë èç 4–5 êðàòêèõ ÷àñòåé. Ñåãîäíÿ êðàòêîé ìåññîé ìîæåì íà-
çûâàòü âñÿêèå öèêëû ïîëíîãî èëè íåïîëíîãî îðäèíàðèÿ íåáîëüøîãî îáú¸ìà äëÿ
õîðà a cappella, õîðà (èëè ãîëîñà) ñ ñîïðîâîæäåíèåì îðãàíà. Ëàòèíñêèé ÿçûê,
òèï êðàòêîé ìåññû, ñâîáîäíàÿ òðàêòîâêà òåêñòà õàðàêòåðíû è äëÿ ñîâðåìåííûõ
êîìïîçèöèé ýòîãî æàíðà â Ïîëüøå, Ã åðìàíèè, Àâñòðèè (ñì. Dàbek 1996: 17–39;
Liebrand 2003: 83–94).

3 Àíàëîãè÷íîå òâîð÷åñòâo «ñâåòñêèõ ìåññ» ìîæíî íàéòè è â äðóãèõ ñòðàíàõ:
Missa profana Õàéíöà Âåðíåðà Öèììåðìàíà ( Heinz Werner Zimmermann, 1975),
Missa profana Ðûøàðäà Áóêîâñêîãî ( Ryszard Bukowski, 1978), Missa pagana Åæà
Áàóåðà (Jerzy Bauer, 1988) è ò. ï.
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brevis et solemnis), â Missa op. 222 Èîíàñà Òàìóë¸íèñà êðîåòñÿ âíóòðåí-
íåå ïðîòèâîðå÷èå, íåâîçìîæíîå â ëèòóðãèè (÷àñòü Gloria  ïðèíàäëåæèò
ïðàçäíè÷íîé ìåññå, íî òåêñò Agnus Dei – òðàóðíûé: « dona eis requiem»),
à Ãåäðþñ Êóïðÿâè÷þñ ( Missa super-brevis) ïîïðîáîâàë ìåññy – îðèåíòè-
ðîâàííûé â âå÷íîñòü cantus magnus– ðåäóöèðîâàòü äî îòçûâà íà ñåãîä-
íÿøíèé «ó ìåíÿ íåò âðåìåíè» 4.

Ïî÷òè 40 öèêëîâ (ñðåäè êîòîðûõ äîìèíèðóþò õîðîâûå ïðàçäíè÷-
íûå missa brevis, èìåþùèå Gloria ; òàáëèöà 3) ñëîâíî ïðåäíàçíà÷åíû äëÿ
áîãîñëóæåíèÿ, íî ïîëîâèíà èç íèõ – êàê îäíî÷àñòíûå, òàê è â íåñêîëü-
êèõ ÷àñòÿõ – íå ñîîòâåòñòâóþò òðåáîâàíèÿì ëèòóðãè÷åñêîãî òåêñòà (åãî
íåëüçÿ ñîêðàùàòü, ïàðàôðàçèðîâàòü, ìåíÿòü ôðàãìåíòû ìåñòàìè, ìóçû-
êàëüíî ðàçâèâàòü â íå ñâîéñòâåííîé åìó ôîðìå), ÷àñòè íåêîòîðûõ öèê-
ëîâ èäóò áåç ïåðåðûâà (÷òî â áîãîñëóæåíèè íåâîçìîæíî) 5. Î÷åâèäíî, ÷òî
ìíîãèì êîìïîçèòîðàì íå õâàòàëî çíàíèÿ ðåôîðìèðîâàííîãî îáðÿäà è
õðèñòèàíñêîé âåðû.

Òàáëèöà 3.
Èçáðàííûå ìåññû ëèòóðãè÷åñêîãî íàçíà÷åíèÿ

4 Òåêñò ÷àñòåé åãî ìåññû ñîñòîèò òîëüêî èç íà÷àëüíûõ ñëîâ (ò. å. Kyrie eleison,
Gloria in excelsis, Credo unum Patrem, S-a-n-c-t-u-s, Benedictus, Agnus Dei).

5 Êðîìå òîãî, xîðîâîå èñïîëíåíèå ïîëíîãî îðäèíàðèÿ ñàìî ñîáîé âûçûâàåò
ñîìíåíèÿ â ïðèãîäíîñòè òàêèõ êîìïîçèöèé â öåðêâè. Ïî èíñòðóêöèÿì Öåðêâè
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Êàíîíû áîãîñëóæåíèÿ îãðàíè÷èâàþò òâîð÷åñêóþ ñâîáîäó , ïîýòîìó
ëèòóðãè÷åñêèå ìåññû â Ëèòâå áîëåå óñïåøíî ñî÷èíÿëè (è ñî÷èíÿþò)
õîðîâûå äèðèæ¸ðû, ðóêîâîäèòåëè öåðêîâíûõ õîðîâ 6. Îíè ëó÷øå äðóãèõ
âèäÿò è ïîòðåáíîñòü â íîâîì öåðêîâíîì òâîð÷åñòâå, è òðåáîâàíèÿ ëè-
òóðãèè, íî íå èìåþò ñïåöèàëüíîãî îáðàçîâàíèÿ, ÷òîáû íàéòè îðèãèíàëü-
íîå, õóäîæåñòâåííoå êîìïîçèöèîííîå ðåøåíèå.

Öåðêîâíîå òâîð÷åñòâî Êðèñòèíû Âàñèëÿóñêàéòå

Êðèñòèíà Âàñèëÿóñêàéòå êàê êîìïîçèòîð çàíèìàåò îñîáîå ïîëîæå-
íèå. Â îòëè÷èè îò õîðîâûõ äèðèæ¸ðîâ, îíà ó÷èëàñü êîìïîçèöèè 7; â îòëè-
÷èè îò ñâîèõ êîëëåã êîìïîçèòîðîâ, îíà ñî÷èíÿåò èñêëþ÷èòåëüíî ìóçûêó
äëÿ äåòåé è öåðêîâíûå (ò. å. âîêàëüíûå) ïðîèçâåäåíèÿ 8. Òàê ÷òî å¸ òâîð-
÷åñòâî áîëüøåé ÷àñòüþ ïðîãðàììíîå – îáðàçíîå, çàäóøåâíîå è / èëè
ñîïðÿæ¸ííîå ñî ñëîâàìè, ñ èõ ñîäåðæàíèåì. Âàñèëÿó ñêàéòå ñ ìàëûõ ëåò
âåðîâàëà â Áîãà, ïîýòîìó îíà õîðîøî çíàêîìà ñ öåðêîâíîé ëèòóðãèåé è
ñ å¸ õóäîæåñòâåííûìè íóæäàìè, íî íå ñâÿçàíà íåïîñðåäñòâåííî ñ ðàáî-
òîé â Êàòîëè÷åñêîé öåðêâè9.

(èíñòðóêöèÿ 1967 ãîäà Musicam sacram, Óñòàâ Ðèìñêîãî ìèññàëà Institutio Gene-
ralis Missalis Romani, 21975, ïóíêòû 24–56), õîð ìîæåò ïåòü Gloria , à ïî âîïðîñó
âîçìîæíîñòè åìó îäíîìó èñïîëíèòü Kyrie, Sanctus è Agnus Dei (èñïîëíåíèåì
êîòîðûõ õîð, ïî ðåãëàìåíòó , êàê áû îáÿçàí äåëèòüñÿ ñ îáùèíîé) äåáàòû ëèòóð-
ãèñòîâ, ìóçûêàíòîâ è òåîëîãîâ íå ïðåêðàùàþòñÿ ïî ñåé äåíü.  Institutio Generalis
Missalis Romani (Óñòàâ Ðèìñêîãî ìèññàëà, 1975). Ñì.: Adoremus Bulletin. Musicam
sacram. Instruction on Music in the Liturgy . http://www.adoremus.org/Musicam
Sacram.html, à òàêæå: Adoremus Bulletin. General Instruction of the Roman Missal.
http://www.adoremus.org/GIRM(music).html [ïðîñìîòð 1 ôåâðàëÿ 2015]

6 Íàïðèìåð, Ïðàíöèøêó ñ Áåéíàðèñ (Pranciðkus Beinaris), Ïðàíàñ Ñëèæèñ
(Pranas Sliþys), Ãåäèìèíàñ Ïóðëèñ ( Gediminas Purlys), Ëåîíèäàñ À áàðèñ (Leonidas
Abaris).

7 Å¸ ïåäàãîãîì áûë ïðîôåññîð Ýäóàðäàñ Áàëñèñ ( Eduardas Balsys).
8 Ñïèñîê ãëàâíûõ öåðêîâíûõ ïðîèçâåäåíèé Êðèñòèíû Âàñèëÿó ñêàéòå ñì.:

Êàëàâèíñêàéòå, 2014: 255; âñå ïðîèçâåäåíèÿ – íà ñàéòå Ñîþçà êîìïîçèòîðîâ
Ëèòâû: Kristina  Vasiliauskaitë. http://www.mic.lt/en/persons/info/v asiliauskaite
[ïðîñìîòð 1 ôåâðàëÿ 2015]. Äëÿ àíàëèçà ìåññ àâòîð ñòàòüè ïîëüçîâàëàñü èçäàíè-
ÿìè è ðóêîïèñÿìè, èìåþùèìèñÿ â ôîíäàõ Öåíòðà èíôîðìàöèè è èçäàíèÿ ìó-
çûêè (Muzikos informacijos ir leidybos centras – MILC ) ïðè Ñîþçå êîìïîçèòî-
ðîâ Ëèòâû. Ñì.  Kristina  Vasiliauskaitë. Library . http://www.mic.lt/en/classical/
persons/library/139/print%20. [ïðîñìîòð 1 ôåâðàëÿ 2015].

9 Î äåòñòâå è ìèðîâîñïðèÿòèè êîìïîçèòîðà ñì. â ñòàòüå Ãèìí ñîëíöà: öåðêîâ-
íîå òâîð÷åñòâî Êðèñòèíû Âàñèëÿóñêàéòå (Êàëàâèíñêàéòå 2014: 257–258). Áðàò
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Òàáëèöà 4.
Ìåññû è îò äåëüíûå ÷àñòè îðäèíàðèÿ â ìóçûêå Êðèñòèíû Âàñèëÿóñêàéòå

×åòûðå öèêëû ìåññ Âàñèëÿóñêàéòå (òàáëèöà 4) âîçíèêëè ïî ðàçíûì
ïðè÷èíàì. Ìåññà â ÷åñòü Câ. Öåöèëèè è ìåññà De Angelis èìåþò íåñêîëüêî
âàðèàíòîâ 10. Êàê ãîâîðèò êîìïîçèòîð, ïåðâóþ ìåññó – â ÷åñòü Ïðåñâÿ-
òîé Äåâû Ìàðèè – «ïèñàòü áûëî î÷åíü ñëàâíî, òàê êàê ÿ òîëüêî ÷òî ïî-
íÿëà, êàêîå îãðîìíîå çíà÷åíèå äëÿ ìåíÿ èìååò Áîã è êàê ÿ Åìó áëàãî-
äàðíà...»11. Ìåññà â ÷åñòü Ñâ. Öåöèëèè òîæå ïîÿâèëàñü êàê «âûðàæåíèå

êîìïîçèòîðà – ìíîãîëåòíèé îðãàíèñò Àðõèêàôåäðû áàçèëèêè Âèëüíþñà Áåð-
íàðäàñ Âàñèëÿóñêàñ (Bernardas Vasiliauskas); Êðèñòèíà Âàñèëÿóñêàéòå íåêîòî-
ðîå âðåìÿ ïåëà â õîðå Àðõèêàôåäðû.

10 Ìåññà â ÷åñòü Ñâ. Öåöèëèè ïðåäíàçíà÷åíà äëÿ îäíîðîäíîãî èëè ñìåøàííîãî
õîðà íà ëèòîâñêîì, ëàòèíñêîì èëè àíãëèéñêîì ÿçûêå; Missa de Angelis ïî¸òñÿ
ïî-ëàòèíñêè, ñ ñîïðîâîæäåíèåì ôîðòåïèàíî èëè îðãàíà. Èíñòðóìåíòàëüíîå ñî-
ïðîâîæäåíèå ïîìîãàåò õîðó èíòîíèðîâàòü. Òâîð÷åñòâî Êðèñòèíû Âàñèëÿóñêàéòå
âëèâàåòñÿ â îáùèå òåíäåíöèè öåðêîâíîé ìóçûêè ïîñëå ëèòóðãè÷åñêîé ðåôîðìû:
íàïðèìåð, â Ïîëüøå è Ã åðìàíèè ãîñïîäñòâóþò ïðîèçâåäåíèÿ äëÿ ÷åòûð¸õãîëîñ-
íîãî ñìåøàííîãî õîðà, óìåíüøàåòñÿ êîëè÷åñòâî êîìïîçèöèé a cappella, à êîëè-
÷åñòâî ïðîèçâåäåíèé ñ èíñòðóìåíòàëüíûì ñîïðîâîæäåíèåì ðàñò¸ò ( Dàbek 1996:
31; Liebrand 2003: 83). Ëàòèíñêèé ÿçûê, ïî÷òè èñ÷åçíóâøèé â ïåðèîäå ñ 1964 ïî
1974 ãîä, ïîçæå íà÷àë âîçðîæäàòüñÿ è òåïåðü çâó÷èò â êàæäîì âòîðîì ïðîèçâå-
äåíèè, ïðåäíàçíà÷åííîì äëÿ áîãîñëóæåíèÿ ( Liebrand 2003: 85). Â öåðêîâíûõ
æàíðàõ ëèòîâñêèõ êîìïîçèòîðîâ ëàòèíñêèé ÿçûê òîæå äîìèíèðó åò.

11 Vasiliauskaitë, Kristina (2011b). Ïèñüìo àâòîðó ñòàòüè 2 ìàðòà.
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áëàãîäàðíîñòè [Áîãó] çà Eãî ìèëîñòü» 12. Ðîæäåñòâåíñêóþ ìåññó è Ìåññó
De Angelis êîìïîçèòîð ñîçäàëà, æåëàÿ «ïîïîëíèòü ðåïåðòóàð õîðèñòîâ
ìåññàìè äëÿ îäíîðîäíûõ ãîëîñîâ è äëÿ äåòñêîãî õîðà» 13. Ïîäîáíûì îá-
ðàçîì âîçíèêëà è îòäåëüíàÿ ÷àñòü Garbë Dievui aukðtybëse («Ñëàâà â âûø-
íèõ Áîãó»; íà ëèòîâñêîì ÿçûêå) äëÿ äåòñêîãî õîðà 14.

Âñå öèêëû Âàñèëÿóñêàéòå îòíîñÿòñÿ ê òèïó êðàòêèõ ìåññ – missa
brevis; íåêîòîðûå èõ ÷àñòè èìåþò ñîêðàùåíèÿ êàíîíè÷åñêîãî òåêñòà –
ñîãëàñíî èíñòðóêöèÿì Êàòîëè÷åñêîé öåðêâè, ýòî äîçâîëåíî òîëüêî â
áîãîñëóæåíèÿõ äëÿ äåòåé15.

Íàñòðîå íèå, õàðàêòåð è òîíàëüíîñòü ÷àñòåé ìåññ

Âñåì ÷àñòÿì Kyrie ñâîéñòâåííî ñïîêîéíîå èëè òîðæåñòâåííîå, ñâåò-
ëîå íàñòðîåíèå – ãîñïîäñòâó åò ìàæîð è äâèæåíèå ñðåäíåé ñêîðîñòè â
äâóõäîëüíîì èëè ïåðåìåííîì ìåòðå, èëè òðèîëÿìè (òàáëèöà 5). Kyrie èç
Ìåññû â ÷åñòü Ïðåñâÿòîé Äåâû Ìàðèè  (1992) – ñàìîå ñëîæíîå ãàðìîíè-
÷åñêè, ê òîìó æå è òîíàëüíî îòêðûòîå ( D– B); Kyrie èç Ðîæäåñòâåíñêîé
ìåññû (1995) ñòðîèòñÿ íà îñíîâå basso ostinato â òîíàëüíîñòè D-dur. Òî-
íàëüíóþ îòêðûòîñòü Kyrie èç Ìåññû â ÷åñòü Ñâ. Öåöèëèè (2000) îáóñëàâ-
ëèâàåò ìîäóëèðîâàíèå G–A–Cis â êðàéíèõ ðàçäåëàõ; ýòà ÷àñòü â ÷åòâ¸ð-
òîé ìåññå – De Angelis (2006) – îïÿòü òîíàëüíî çàìêíóòa ( G-dur).

Âñå Kyrie ó Âàñèëÿóñêàéòå – ðàäîñòíûå ãèìíû Áîæüåìó ìèëîñåðäèþ,
à íå ïëàêñèâîå ïðè÷èòàíèå ãðåøíèêà, óìîëÿþùåãî Ã îñïîäà î ïîùàäå.

Íà òåêñò Gloria  èìåþòñÿ ïÿòü êîìïîçèöèè (òàáëèöà 6) 16. Äëÿ Gloria
õàðàêòåðåí æèâîé èëè ñðåäíèé òåìï, áîëüøåé ÷àñòüþ äâóõäîëüíûé ìåòð
è äâèæåíèå ìåëêèìè íîòàìè.

12 «Î Ìåññå Ñâ. Öåöèëèè... Ýòî ïðîñòî òâîð÷åñêèé ïðîöåññ. ß ïðîáîâàëà å¸
[ýòó Ìåññó] ïðèñïîñîáèòü ê õîðàì ðàçíîãî ñîñòàâà, ÷òîáû íàéòè, â êàêîì âèäå
îíà çâó÷èò ëó÷øå âñåãî». Vasiliauskaitë, Kristina (2011b). Ïèñüìo àâòîðó ñòàòüè 2
ìàðòà

13 Vasiliauskaitë, Kristina (2011b). Ïèñüìo àâòîðó ñòàòüè 2 ìàðòà.
14 Ïî ñëîâàì êîìïîçèòîðà, «å¸ íàïèñàòü ïîïðîñèëè ðóêîâîäèòåëè àðõèêàôåä-

ðàëüíîãî äåòñêîãî õîðà, òàê êàê îíè íå èìåëè Gloria  íà ëèòîâñêîì ÿçûêå, à êñ¸í-
äçû òåì âðåìåíåì íàñòàèâàëè íà òîì, ÷òîáû Ìåññó ïåòü òîëüêî ïî-ëèòîâñêè».
Vasiliauskaitë, Kristina (2014). Ïèñüìo àâòîðó ñòàòüè 9 àïðåëÿ.

15 Ñì. Ñïðàâî÷íèê äëÿ ìeññ ñ äåòüìè, ïóíêò 31. Adoremus Bulletin. http://www.
adoremus.org/DMC-73.html [ïðîñìîòð 1 ôåâðàëÿ 2015].

16 1992 – Ìåññà â ÷åñòü Ïðåñâÿòîé Äåâû Ìàðèè , 1995 – Ðîæäåñòâåíñêaÿ ìåñña,
2000 – Ìåññà â ÷åñòü Ñâ. Öåöèëèè, 2006 – ìåññà De Angelis, 2012 – îòäåëüíàÿ
÷àñòü Ñëàâà â âûøíèõ Áîãó.
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Òàáëèöà 5.
Òåìï, ìåòð, òî íàëüíûé ïëàí ÷àñòåé Kyrie

Òàáëèöà 6.
Òåìï, ìåòð, òî íàëüíûé ïëàí ÷àñòåé Gloria

Ïðàçäíè÷íîå, îòðàäíîå íàñòðîåíèå ïî òðàäèöèè ñâîéñòâåííî ýòîé
÷àñòè ìåññû, íî Âàñèëÿó ñêàéòå íå ïåðåõîäèò ãðàíèö öåðêîâíîé óìåðåí-
íîñòè – îíà íå ïðèáåãàåò íè ê ðåçêîìó ñèíêîïèðîâàíèþ, íè ê òàíöå-
âàëüíûì ýëåìåíòàì, ðàäîñòíîå íàñòðîåíèå âûðàæàÿ êðóæåíèåì ìåëî-
äèè (â Ðîæäåñòâåíñêîé ìåññå), ãèìíè÷åñêèìè èíòîíàöèÿìè (â Ìåññå â
÷åñòü Ñâ. Öåöèëèè) èëè ìÿãêèìè ñèíêîïàìè â òð¸õäîëüíîì ìåòðå (â Ìåññå
â ÷åñòü Ïðåñâÿòîé Äåâû Ìàðèè).

×àñòè Sanctus îòëè÷àþòñÿ ÷åòûð¸õäîëüíûì ìåòðîì, óìåðåííûìè
ìåäëåííûìè òåìïàìè è îñîáåííîé íàïåâíîñòüþ ( Dolce cantabile, Andante
dolce, Adagio cantabile; ñì. òàáëèöó 7)17. Êàê âèäèì, òðè Sanctus (èç ÷åòû-
ð¸õ) – òîíàëüíî îòêðûòûå, «ïëàâàþùèå» ïî òîíàëüíîñòÿì ( fis–A, D–G, F–A).

17 Â ñâîèõ ïèñüìàõ êîìïîçèòîð íåîäíîêðàòíî óïîìèíàëà î ñâîåé ëþáâè ê íà-
ïåâíîñòè: «[...] Â ïðîèçâåäåíèè ìíå î÷åíü âàæíà ìåëîäèÿ – ýòî êàê îòðàæåíèå
äóøè. Íå ìîãó ñëóøàòü áåçäóøíûå, áàíàëüíûå èëè î÷åíü êîíñòðóêòèâíûå ïðîèç-
âåäåíèÿ, êîòîðûå ìíå íè÷åãî íå ãîâîðÿò». Vasiliauskaitë, Kristina (2011a). Ïèñüìî
àâòîðó ñòàòüè 18 ôåâðàëÿ. «Ïðåäïî÷èòàþ íåïðåðûâíî òåêóùèå, öåëîñòíûå ìåëî-
äèè. «Ðàçðóáëåííûå», êàê-áû «ðàçîðâàííûå» ìåëîäèè ñîçäàþò íåïðèÿòíîå íà-
ñòðîåíèå (îñîáåííî â ñîâðåìåííîé ìóçûêå)». Vasiliauskaitë, Kristina (2011b).
Ïèñüìî àâòîðó ñòàòüè 2 ìàðòà.
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Òàáëèöà 7.
Òåìï, ìåòð, òî íàëüíûé ïëàí ÷àñòåé Sanctus

Ñðåäè äðóãèõ ÷àñòåé ìåññ Âàñèëÿóñêàéòå Sanctus âûäåëÿåòñÿ òàèí-
ñòâåííîñòüþ, êîòîðîå âûðàæàåòñÿ ÷åðåç ïëàâíî ìåíÿþùóþñÿ ãàðìîíèþ
(â Ìåññå â ÷åñòü Ïðåñâÿòîé Äåâû Ìàðèè), ïðîäîëæèòåëüíûå ñîçâó÷èÿ (â
Ðîæäåñòâåíñêîé ìåññå) èëè ìåëîäè÷åñêîå ïîêà÷èâàíèå (â Ðîæäåñòâåíñêîé
ìåññå, â Ìåññå â ÷åñòü Ñâ. Öåöèëèè). Îò áàíàëüíîñòè òðàäèöèîííîãî âûðà-
æåíèÿ ëèêîâàíèÿ ýòó ÷àñòü (êàê è Gloria ) ìîæåò óáåðå÷ü ëèøü ïîñòèæå-
íèå ñâÿòîñòè è âåëè÷èÿ Áîãà, êîòîðîå äà¸ò ïîäëèííàÿ õðèñòèàíñêàÿ âåðà.

Ôèíàëüíûå ÷àñòè ìåññ Âàñèëÿóñêàéòå – Agnus Dei – íàïèñàíû â
ìàæîðå, îáû÷íî â äâóõäîëüíîì ìåòðå, îíè ñïîêîéíû, äîâîëüíî ìåäëåí-
íû, ïåâó÷èå (òàáëèöà 8). Èì ñâîéñòâåííû â òîé èëè èíîé ñòåïåíè âàðü-
èðîâàííûå ïîâòîðåíèÿ ìóçûêàëüíîãî ìàòåðèàëà, îáó ñëîâëåííûå ïîâòî-
ðÿþùèìñÿ ëèòóðãè÷åñêèì òåêñòîì, çíà÷èò , è ñòàáèëüíîñòü.

Òàáëèöà 8.
Òåìï, ìåòð, òî íàëüíûé ïëàí ÷àñòåé Agnus Dei

Êàê è â ÷àñòè Kyrie, Âàñèëÿóñêàéòå íå ïîääà¸òñÿ ïîêàçàòåëüíîìó
ïîêàÿíèþ, íà êîòîðîå óêàçûâàåò ëèòóðãè÷åñêèé òåêñò: êàæäûé Agnus
Dei – ýòî ìàæîðíîå, ñâåòëîå, ðàäîñòíîå çàâåðøåíèå öèêëà ìåññû. Ìîæíî
ïðåäïîëàãàòü, êîìïîçèòîðà çàíèìàåò íå ãðåøíèê è åãî ìîëüáà, à òîò ìèð,
êîòîðûé íàì äàðó åò Ãîñïîäü â ñâîåé áåñïðåäåëüíîé ëþáâè ê ÷åëîâåêó .



301

Ä. Êàëàâèíñêàéòå. Ìåññû Êðèñòèíû Âàñèëÿó ñêàéòå: òðàäèöèÿ â ñîâðåìåííîñòè

Êàê âèäèì, æàíð ìåññû, òåêñòû êîòîðîãî âûðàæàþò âçàèìîîòíî-
øåíèÿ ÷åëîâåêà è åãî Òâîðöà, â ìóçûêå Êðèñòèíû Âàñèëÿó ñêàéòå âîï-
ëîùàåòñÿ òåîöåíòðè÷åñêè – âíèìàíèå îáðàùàåòñÿ íå íà ÷åëîâå÷åñêîå,
íåñîâåðøåííîå, ïðîáëåìíîå, à òîëüêî íà Áîãà, Åãî ñëàâó è ìèëîñåðäèå.

Ñòðóêòóðà ÷àñòåé ìåññ

Àíàëèçèðóÿ ñòðîåíèå ÷àñòåé ìåññ Êðèñòèíû Âàñèëÿóñêàéòå, ìîæåì
ïîíÿòü, êàê êîìïîçèòîð èíòåðïðåòèðó åò ôîðìû, êîòîðûå èìåþò äâóõ-
òûñÿ÷åëåòíþþ èñòîðèþ ðàçâèòèÿ.

Kyrie – «Ãîñïîäè, ïîìèëóé» – ñëîæèëîñü êàê òð¸õ÷àñòíîå ïåñíîïå-
íèå ( Kyrie eleison, Christe eleison, Kyrie eleison), êàæäûé ðàçäåë êîòîðîãî
òîæå ìîæåò áûòü òð¸õ÷àñòíûì. Ê òîìó æå çàêëþ÷èòåëüíîå Kyrie íåðåäêî
çâó÷àëà êàê òî÷íàÿ èëè ðàçâ¸ðíóòàÿ, ìåëèçìàìè îáîãàù¸ííàÿ ðåïðèçà
ïåðâîãî. Christe eleison êàê ïðàâèëî èìåëî äðóãóþ ìåëîäèþ, à âî ìíîãî-
ãîëîñíîì òâîð÷åñòâå ýòîò âíóòðåííèé ðàçäåë îáû÷íî ïèñàëñÿ â áîëåå
ë¸ãêîé ôàêòóðå.

Kyrie èç Ìåññû â ÷åñòü Ïðåñâÿòîé Äåâû Ìàðèè  (1992; ñì. òàáëèöó 9)
Êðèñòèíû Âàñèëÿóñêàéòå èìååò ñëîæíîå, ìíîãîñëîéíîå ñòðîåíèå – ýòî
êàê áû äâå âàðèàöèè, ïåðâàÿ èç êîòîðûõ íàïèñàíà â äâóõäîëüíîì ìåòðå
è èìååò îäíîãîëîñíóþ ìåëîäèþ, à âòîðàÿ – â òð¸õäîëüíîì ìåòðå è ñòðî-
èòñÿ íà äèàëîãå ãîëîñîâ; òàêæå âèäèì è ðåïðèçíóþ ôîðìó , â êîòîðîé
èçìåíåíèÿ ìóçûêàëüíîãî ìàòåðèàëà è òåêñòà íå ñîâïàäàþò . Ñòðóêòóðà
Kyrie èç Ðîæäåñòâåíñêîé ìåññû (1995) áîëåå ïðîñòà – âàðüèðîâàííàÿ òð¸õ-
÷àñòíàÿ ðåïðèçíàÿ ôîðìà, â êîòîðîé îäíàêî ìîæåì íàéòè ìíîæåñòâî
ìåëêèõ òåìàòè÷åñêèõ ïåðåêëè÷åê (ñðàâíèòü òò. 2, 10 è 24, òò. 14–17 è 18–
21, òò. 7, 9 è 22, 22). Kyrie èç Ìåññû â ÷åñòü Ñâ. Öåöèëèè (2000) èìååò ôîð-
ìó da capo ñ íåêîòîðûìè òâîð÷åñòâó Êðèñòèíû Âàñèëÿó ñêàéòå ñâîéñòâåí-
íûìè ãàðìîíè÷åñêèìè ñäâèãàìè, ïîâòîðÿþùèìèñÿ è â ñðåäíåì ðàçäå-
ëå (ñðàâíèòü òò. 8–9: H

2
–G

6
 è òò. 28–29: Cis

2
–A). Ñòðóêòóðà Kyrie èç ëà-

êîíè÷íîé ìåññû De Angelis (2006) áîëåå ñëîæíàÿ: â ðàçâ¸ðíóòîì ôè-
íàëüíîì Kyrie çâó÷èò ìóçûêàëüíûé ìàòåðèàë è ïåðâîãî Kyrie eleison, è
îêîí÷àíèÿ Christe eleison.
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Òàáëèöà 9.
Ñòðóêòóðà ÷àñòåé Kyrie

Ãèìí Gloria  â ãðèãîðèàíñêîé ìîíîäèè îáû÷íî ðàñïåâàåòñÿ êàê ñèë-
ëàáè÷åñêîå, ôîðìóëüíîå ïåñíîïåíèå, ïîñòðîåííîå íà íåñêîëüêèõ ìå-
ëîäè÷åñêèõ îáîðîòàõ. Âî ìíîãîãîëîñíîé ìóçûêå ñî âðåìåíåì ñëîæèëàñü
òð¸õ÷àñòíàÿ, çà÷àñòóþ ðåïðèçíàÿ ôîðìà 18, âíóòðåííèé ðàçäåë êîòîðîé
ïîñâÿù¸í Áîãî÷åëîâåêó è îáðàùåíèþ ê Íåìó ñ ïðîñüáîé ïîìèëîâàòü.
Êðàéíèå ðàçäåëû ïðåäíàçíà÷åíû äëÿ âîñõâàëåíèÿ Áîãà.

Ñõåìû Gloria  Âàñèëÿóñêàéòå (òàáëèöà 10) ïîêàçûâàþò âàðüèðîâàí-
íóþ ðåïðèçíîñòü âî âñåõ êîìïîçèöèÿõ (ñ èñêëþ÷åíèåì Ìåññû â ÷åñòü
Ñâ. Öåöèëèè). Â ñðåäíåì ðàçäåëå Gloria  èç Ðîæäåñòâåíñêîé ìåññû (1995)
ñîêðàù¸í ëèòóðãè÷åñêèé òåêñò. Gloria  èç Ìåññû â ÷åñòü Ñâ. Öåöèëèè (2000)
ñîñòîèò èç äâóõ âàðèàöèîííûõ è òðåòüåãî ìîäóëèðóþùåãî ýòàïà (èç
G-dur â A-dur), â êàæäîì ðàçäåëå ïîâòîðÿåòñÿ òà æå ñàìàÿ èíòîíàöèÿ
(ñðàâíèòü Laudamus te, Domine Deus è in gloria Dei Patris). Â Gloria
äåòñêîé ìåññû De Angelis (2006) ðîíäîîáðàçíîñòü ìóçûêè îòðàæàåò ïî-
âòîðåíèÿ â ñîêðàù¸ííîì òåêñòå ãèìíà, à âîçâûøàþùàÿñÿ òîíàëüíîñòü
ðåôðåíà ( B-dur, C-dur, Es-dur) – âîçðàñòàþùóþ äèíàìèêó ñëàâîñëîâèÿ.

18 Pàçäåë I – Gloria  in excelsis (Ñëàâà â âûøíèõ), II – Domine Fili unigenite
(Ãîñïîäè, Ñûí Åäèíîðîäíûé), III –  Quoniam tu solus sanctus (Èáî Òû îäèí ñâÿò).
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Òàáëèöà 10.
Ñòðóêòóðà ÷àñòåé Gloria

Ïåñíîïåíèå Sanctus ñîñòîèò èç 5 ïðåäëîæåíèé 19. Â ãðèãîðèàíñêîì
õîðàëå ìîæåì íàéòè ôîðìóëüíîå ñòðîåíèå (òåõíèêó öåíòîíèçàöèè) ýòîé
àêêëàìàöèè. Âî ìíîãîãîëîñèè ñëîæèëàñü êîìïîçèöèÿ èç òð¸õ ïðàçäíè÷-
íûõ, ìàññèâíûõ, ÷àñòî è òåìàòè÷åñêè  ñâÿçàííûõ ðàçäåëîâ ( Sanctus,
Osanna I, Osanna II ) è äâóõ áîëåå êàìåðíûõ ( Pleni, Benedictus), èëè äå-
ëåíèå íà  äâå îòäåëüíûå ÷àñòè – Sanctus è Benedictus. Ïîñëå ëèòóðãè÷åñ-
êîé ðåôîðìû Âòîðîãî Âàòèêàíñêîãî Ñîáîðà Sanctus îïÿòü çâó÷èò êàê
îäíî ïåñíîïåíèå-àêêëàìàöèÿ (êàê îäíà êîìïîçèöèÿ).

Ê ýòîé ÷àñòè ìåññû Êðèñòèía Âàñèëÿóñêàéòå ïîäõîäèò îñîáåííî èçîá-
ðåòàòåëüíî (òàáëèöà 11). Â Sanctus èç Ìåññû â ÷åñòü Ïðåñâÿòîé Äåâû Ìàðèè
(1992) èç-çà äîïîëíèòåëüíûõ ñëîâ sanctus ðîíäîîáðàçíîñòü è âàðüèðî-
âàííàÿ òð¸õ÷àñòíîñòü ñî÷åòàåòñÿ ñ äâóõ÷àñòíîñòüþ, îáóñëîâëåííîé ïî-
âòîðåíèåì ìóçûêàëüíîãî ìàòåðèàëà 20. Î÷åíü èíòåðåñíóþ, íå ñîâïàäàþ-
ùóþ ñ ðàçäåëàìè òåêñòà, ñòðóêòóðó èìååò Sanctus èç Ðîæäåñòâåíñêîé

19 I –  Sanctus (Ñâÿò, Ñâÿò, Ñâÿò), II –  Pleni sunt caeli (Ïîëíû íåáåñà), III –
Hosanna (Îñàííà â âûøíèõ), IV –  Benedictus (Áëàãîñëîâåí Ãðÿäóùèé), V –
Hosanna (Îñàííà).

20 Tð¸õ÷àñòíîñòü: I – Sanctus–Pleni, II – Sanctus–Benedictus–Hosanna, III –
Sanctus+çàêëþ÷åíèå. Äâóõ÷àñòíîñòü: âñòóïëåíèå – Sanctus, I ÷. – Dominus Deus–
Pleni–(Hosanna) Sanctus, II ÷. – Benedictus–Hosanna–(Hosanna) Sanctus.
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ìåññû (1995) – îíî ñîñòîèò èç äâóõ âàðèàíòíûõ ýòàïîâ ( Sanctus–Pleni–
Hosanna è Hosanna–Benedictus–Hosanna), âòîðîé èç êîòîðûõ ñîêðàù¸í
è çâó÷èò íà òîí íèæå ïåðâîãî. Sanctus èç Ìåññû â ÷åñòü Ñâ. Öåöèëèè (2000)
ñîñòàâëÿåò âñòóïëåíèå, äâà âàðèàíòíûõ ðàçäåëà (Sanctus–Pleni–Hosanna
è Benedictus-Hosanna; âòîðîé ðàçäåë ñîêðàù¸í è çâó÷èò íà òîí âûøå ïåð-
âîãî) è çàêëþ÷åíèå. Òåêñò Sanctus ìåññû De Angelis (2006) íå èìååò âòî-
ðîé ÷àñòè (îò ñëîâ Benedictus); ê îñòàëüíîìó òåêñòó äîáàâèâ èíñòðóìåí-
òàëüíóþ êîíöîâêó , Âàñèëÿóñêàéòå ñîçäàëà ñèììåòðè÷íóþ ìóçûêàëüíóþ
ñòðóêòóðó.

Òàáëèöà 11.
Ñòðóêòóðà ÷àñòåé Sanctus

Agnus Dei, êàê è Kyrie, îñíîâàíî íà òð¸õ ìîëüáàõ. Ìóçûêàëüíûå
ðàçäåëû åãî ìîãóò èìåòü ðàçíûé èëè òîò ñàìûé òåìàòèçì; III ðàçäåë ìî-
æåò áûòü ðåïðèçîé ïåðâîãî. Âî ìíîãîãîëîñíûõ öèêëàõ ìåññû Agnus è
Kyrie ÷àñòî îáðàçóþò êîìïîçèöèîííóþ àðêó . Ñî âðåìåíåì îáú¸ì III ðàç-
äåëà Agnus Dei âûðîñ, òàê êàê îí âûïîëíÿë ôóíêöèþ îáîáùåíèÿ âñåãî
öèêëà. À â òîðæåñòâåííîé ìåññå êàê îòäåëüíàÿ ÷àñòü èíîãäà âûäåëÿåòñÿ
çàêëþ÷èòåëüíàÿ ïðîñüáà òðåòüåãî Agnus Dei – Dona nobis pacem.

Ñòðîåíèå Agnus Dei â ìåññàõ Êðèñòèíû Âàñèëÿóñêàéòå ñàìîå ïðî-
ñòîå èçî âñåõ (òàáëèöà 12). Ýòà ÷àñòü â Ìåññå â ÷åñòü Ïðåñâÿòîé Äåâû
Ìàðèè  (1992) – òðè òîíàëüíî ñòàáèëüíûå âàðèàöèè ñ òîæäåñòâåííûì
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íà÷àëîì è áîëåå ìåíåå âàðüèðîâàííûì çàêëþ÷åíèåì. Â Agnus Dei èç
Ðîæäåñòâåíñêîé ìåññû (1995) âèäèì äâóõ÷àñòíîñòü: äâå òîíàëüíî ñòàáèëü-
íûå, âàðèàíòíûå ïðîñüáû â ïåðâîé ïîëîâèíå ÷àñòè ( D-dur) è ìîäóëèðó-
þùåå îáðàùåíèå ñ ðàçâèòîé ïîñëåäíåé ïðîñüáîé âî âòîðîé. Agnus Dei â
Ìåññå â ÷åñòü Ñâ. Öåöèëèè (2000) – ýòî âñòóïëåíèå è òðè âàðèàöèè, äâå
ïåðâûå èç êîòîðûõ – óíèñîííûå, îêàí÷èâàþùèåñÿ ïîëîâèííîé êàäåí-
öèåé, à òðåòüÿ – õîðîâàÿ àêêîðäîâàÿ, äîñòèãàþùàÿ êóëüìèíàöèè. Â Agnus
Dei èç äåòñêîé ìåññû Missa de Angelis (2006) òðåòüå îáðàùåíèå ê Àãíöó
Áîæèþ çâó÷èò íà òåðöèþ âûøå, ñ äîïîëíèòåëüíîé ôðàçîé « dona nobis
pacem», à ðàçíîîáðàçèå â ñòðóêòóðó ýòîé ÷àñòè âíîñÿò èíñòðóìåíòàëü-
íûå èíòåðìåäèè.

Òàáëèöà 12.
Ñòðóêòóðà ÷àñòåé Agnus Dei

Êàê âèäèì èç àíàëèçà, Êðèñòèíà Âàñèëÿóñêàéòå êàæäóþ ÷àñòü ìåññû
ñòðîèò ïî-ñâîåìó , íå áàíàëüíî. Â êîìïîçèöèÿõ ñî÷åòàþòñÿ âàðèàíòíîñòü
ðàçíûõ óðîâíåé, äâóõ÷àñòíîñòü è / èëè òð¸õ÷àñòíîñòü (÷àùå âñåãî ðåï-
ðèçíàÿ) è ðîíäîîáðàçíîñòü; ñòðóêòóðà òåêñòà íå âñåãäà îïðåäåëÿåò ìóçû-
êàëüíîå ñòðîåíèå, â ìåññå æå äëÿ äåòåé Missa de Angelis è ñàì ëèòóðãè-
÷åñêèé òåêñò ñîêðàù¸í èëè äðóãèì ñïîñîáîì ìîäèôèöèðîâàí.
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Äèíàìèêà òî íàëüíîñòè: èñïîâåäàíèå âåðû è èçóìëåíèå

Â öåðêîâíîì òâîð÷åñòâå (òàêæå è â ìåññàõ) Êðèñòèíû Âàñèëÿóñêàéòå
ìîæíî íàéòè òðè ñôåðû òîíàëüíîãî (ãàðìîíè÷åñêîãî) ðàçâèòèÿ, èëè
òîíàëüíîé äèíàìèêè, ÷åðåç êîòîðûå îòðàæàåòñÿ ìèðîîùóùåíèå è âåðà
êîìïîçèòîðà. Ýòî
1) ñôåðà òîíàëüíîé ñòàáèëüíîñòè (ðàâíîìåðíîñòè),
2) íåîæèäàííûå òîíàëüíûå ñäâèãè («ïåðåêëþ÷åíèÿ»),
3) ñôåðà èíòåíñèâíîãî ïîñëåäîâàòåëüíîãî ãàðìîíè÷åñêîãî ðàçâèòèÿ 21.

Òîíàëüíàÿ ñòàáèëüíîñòü (ðàâíîìåðíîñòü) â ñâÿçè ñ ëèòóðãè÷åñêèì
òåêñòîì âûðàæàåòcÿ (èëè ñëóøàòåëÿìè âîñïðèíèìàåòñÿ ) êàê ðåøèòåëü-
íîå óòâåðæäåíèå, èñïîâåäàíèå, ïîäòâåðæäåíèå èñòèí âåðû, îáîçíà÷àåò
ãàðìîíèþ ñ íèìè (ïðèìåð 1) 22.

Ïðèìåð 1.  Sanctus (èç Ðîæäåñòâåíñêîé ìåññû, 1995), òò. 1–4

21 Íà âîïðîñ î òîì, íàñêîëüêî ñîçíàòåëüíî êîìïîçèòîð â ñâîåé ìóçûêå êîí-
ñòðóèðóåò òîíàëüíîñòü è å¸ èçìåíåíèÿ (îíè ÿâëÿþòñÿ îïîçíàâàòåëüíûì çíàêîì
ìóçûêè Âàñèëÿóñêàéòå), îíà îòâåòèëà: «Â ïðîöåññå òâîð÷åñòâà íèêîãäà íå äó-
ìàþ – “âîò òåïåðü ïðèìåíþ òàêîå-òî ñîåäèíåíèå àêêîðäîâ”, “à òåïåðü áóäó
òðàíñïîíèðîâàòü â ýòó òîíàëüíîñòü”... Ýòî ïîëó÷àåòñÿ êàê-òî ñàìî ñîáîé, íî ÿ
äîëæíà ñèëüíî íàòÿíóòü âñå “âíóòðåííèå” ñòðóíû â ãëóáèíå äóøè, ò . å. âñëó-
øàòüñÿ â ñåáÿ. È òîò âíóòðåííèé ãîëîñ ÿâëÿåòñÿ ñàìûì ëó÷øèì ñîâåòíèêîì è
êðèòèêîì: îí âåä¸ò ìåíÿ è ÷åðåç òîíàëüíîñòè, è ÷åðåç ñî÷åòàíèÿ àêêîðäîâ...
Âàæíî, ÷òîáû åìó (âíóòðåííåìó ãîëîñó) ïðèøëîñü ïî âêó ñó, ÷òîáû áûëî êðà-
ñèâî». Vasiliauskaitë, Kristina (2011b). Ïèñüìo àâòîðó ñòàòüè 2 ìàðòà.

22 Äðóãèå ïðèìåðû òîíàëüíîé ñòàáèëüíîñòè: Sanctus (1992) – òò. 10, 21
(Hosanna in excelsis); ïî÷òè âåñü Agnus Dei (1992, E-dur), Sanctus (1995) – òò. 6–
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Íåîæèäàííîå , ìãíîâåííîå «ïåðåêëþ÷åíèå» òîíàëüíîñòè, òîíàëü-
íûé ñäâèã, êàê áû âûøèáàíèå ñëóøàòåëÿì ïî÷âû èç-ïîä íîã (íàïð., ÷å-
ðåç ñîåäèíåíèå àêêîðäîâ A

7
–H  âìåñòî A

7
–D; H

2
–G âìåñòî H

2
–E

6
; G–A;

F6
5
–E ) âîñïðèíèìàåòñÿ êàê – èëè âûðàæàåò – âòîðæåíèå â îáûäåííîå,

ïðèâû÷íîå (ò . å. çåìíîå) òå÷åíèå äðóãîé, íåîáû÷íîé (íåáåñíîé) ðåàëü-
íîñòè èëè ìèíè-÷óäî, ìèíè-îòêðîâåíèå êàêîé-òî òàéíû (ïðèìåð 2) 23.
Èíîãäà ïðîöåññ áûâàåò îáðàòíûì – ïåðåõîä ê áîëåå «çåìíîìó» îáðàçó
(îáû÷íî ïî íàïðàâëåíèþ ê áåìîëüíûì òîíàëüíîñòÿì, íàïð., C–As).
Êëàäÿ íà ìóçûêó òå æå ñàìûå ëèòóðãè÷åñêèå òåêñòû, êîìïîçèòîð ìåíÿåò
ìåñòà òàêèõ òîíàëüíûõ ñäâèãîâ, ïîä÷¸ðêèâàÿ ðàçíûå ñëîâà.

Ïðèìåð 2.  Gloria (èç Ðîæäåñòâåíñêîé ìåññû, 1995), òò. 40–42

Èíòåíñèâíîå ïîñëåäîâàòåëüíîå ðàçâèòèå (èëè ñìåíà) ãàðìîíèé
ìîæåò áûòü âîñïðèíÿòî êàê áåñïîêîéñòâî, àêòèâíîñòü, íî , åñëè òàêèå
èçìåíåíèÿ çàòÿãèâàþòñÿ, ðàçâèòèå ñòàíîâèòñÿ ñâîåîáðàçíûì íîñèòåëåì
ñòàáèëüíîñòè (êàê, íàïðèìåð, òàèíñòâåííîñòü â ÷àñòè Sanctus – ñîñòîÿ-
íèå áåç ÿñíûõ, ïðèâû÷íûõ îïîð). Èíîãäà òàêîå ðàçâèòèå – ïðîñòî ñïî-
ñîá âîçâðàùåíèÿ èç «íåáåñíîé» ñôåðû.

9, 19–22, òò. 13–16 è 27–30 (Hosanna); âåñü Agnus Dei (2000, G-dur); Garbë Dievui
aukðtybëse (2011) – òò. 1–5 (è òò. 32–35), òò. 7–9, 17–22, 24–30, ñ ò. 37 (su Ðventàja
Dvasia...).

23 Äðóãèå ïðèìåðû òîíàëüíîãî «ïåðåêëþ÷åíèÿ»: Sanctus (1992) – òò. 6–7
(Pleni), 17–18 (Hosanna); Sanctus (2006) – òò. 5–6 (Pleni), 9–10 (gloria tua); Garbë
Dievui aukðtybëse (2011) – òò. 10–12 (D– A– H– D– C), òò. 16–17 (C– As), ò. 36 (G6–
A6– H6).
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Çàêëþ÷åíèå

Ñóùåñòâóþò ðàçíûå ìíåíèÿ î ñâÿçè ìèðîâîççðåíèÿ (âåðû) ñ òâîð-
÷åñòâîì êîìïîçèòîðà. Íàïðèìåð, ïî ìíåíèþ Ã èè Êàí÷åëè, «Ìîæíî áûòü
âåðóþùèì , íå ñîçäàâàÿ äóõîâíîé ìóçûêè – è íàîáîðîò! Íî ìóçûêàëü-
íîå ïðîèçâåäåíèå äîëæíî ïåðåäàòü âïå÷àòëåíèå êðàñîòû è âå÷íîñòè è
áóäèòü (âñå)îáùåå ðåëèãèîçíîå ÷óâñòâî, êîòîðîå êðîåòñÿ âî âñåé ìóçûêå,
êîòîðàÿ ìíå äîðîãà» 24. Äóõîâíîå òâîð÷åñòâî Êðèñòèíû Âàñèëÿó ñêàéòå
ÿâëÿåòñÿ âûðàæåíèåì å¸ èñêðåííåé âåðû, äîâåðèÿ ê Áîæüåìó ìèëîñåð-
äèþ. Êîìïîçèòîð âûðàáîòàëà òîëüêî åé ñâîéñòâåííûé, ðàäîñòíûé, íàïåâ-
íûé è íåñëîæíûé ìóçûêàëüíûé ÿçûê, êîòîðûé ïðîäîëæàåò òðàäèöèþ
öåðêîâíîé ìóçûêè, ïîòîìó ïîíÿòåí è ïðèåìëåì  êàòîëè÷åñêîé îáùèíå
Ëèòâû. Ýëåìåíòàìè ýòîãî ÿçûêà (ðèòîðèêîé, ñîåäèíåíèÿìè àêêîðäîâ,
ïðèíöèïàìè ôîðìèðîâàíèÿ ìóçûêàëüíîãî ìàòåðèàëà) ìîãëè áû âîñïîëü-
çîâàòüñÿ è äðóãèå ìóçûêàíòû, æåëàþùèå ñîçäàâàòü ëèòóðãè÷åñêèå ïåñíî-
ïåíèÿ, òàê êàê èäåàëîì öåðêîâíîãî òâîð÷åñòâà ÿâëÿåòñÿ íå íîâàòîðñòâî,
îðèãèíàëüíîñòü, à òðàäèöèîííîñòü è ñäåðæàííîñòü («ñêðîìíîñòü») ìóçû-
êàëüíîãî âûðàæåíèÿ, êîòîðûå ïîìîãàþò âåðóþùèì îñòàíîâèòüñÿ, ó ñïî-
êîèòñÿ, ñîñðåäîòî÷èòüñÿ, âîéòè â ìîëèòâó , èñïûòàòü îáùåíèå ñ Áîãîì.

Kristina Vasiliauskaitë’s Masses: the Tradition and the Present

Danutë Kalavinskaitë

Summary

Lithuanian composers again started writing masses and other church
music about 1990 when the country re-established its independence and the
freedom of faith after the Soviet occupation. Over this time, professional
composers wrote about sixty mass cycles of different sizes. Besides several
requiems, masses for the Blessed Virgin Mary, St Cecilia, St Casimir and
other saints, also masses devoted to Christmas, God’s Mercy, the Holy Spirit
and others were composed. Like their counterparts from other countries,
Lithuanian composers have composed experimental masses (e.g., Feliksas
Bajoras’ Missa in musica, Viktoras Miniotas’ Messa da camera, Linas Rimða’s

24 Gyia Kancheli: One can be religious without writing religious music and vice
versa! But a musical work should convey the impression of beauty and eternity and
evoke a general feeling of religiousness, which is contained in all the music that is
dear to me (Duffek 2004: 96).
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Missa lituana); the attempts were also made to create in the old style (Alvidas
Remesa’s Gregorian Masses No. 1–7). Although, almost half of the musical
compositions of this genre are not large mass cycles; due to the broken tradi-
tion of church music very few contemporary professional Lithuanian com-
posers could and would create masses that would be suitable for liturgy.
Mostly choir conductors are engaged in this kind of creation.

Vasiliauskaitë is one of the few composers, who succeed in combining
artistry and functionality. Besides other religious compositions, she has
written four mass cycles: Missa brevis in honorem Beatae Mariae Virginis
(1992) for the choir a cappella, Christmas Mass (Christmass Missa Brevis,
1995) and Mass in Honour of St. Cecilia (2000) for choir and organ, Missa
de Angelis (2006) for children’s choir and organ, as well as Garbë Dievui
aukðtybëse (Gloria  in Lithuanian, 2012) for children’s choir and piano. Her
masses are based on the scheme of four parts Kyrie – Gloria – Sanctus –
Agnus Dei and should be attributed to the type of ‘short mass’. Due to the
Christian viewpoint instilled in her by her parents in her childhood, the
composer’s church music is not marked by hesitation looking for the relation-
ship with God or for the ways to address Him. Her belief in God’s boundless
love and the trust in His kindness lie at the basis of her religious works,
which determines how the composer expresses the request for mercy (Kyrie,
Agnus Dei) or glorification ( Gloria , Sanctus). Expressing her faith in sounds,
Vasiliauskaitë forms an image of the loving Creator in the listeners’ mind.

The paper reviews the formation of the regularities of the mass cycle
and its separate parts and the musical rhetoric in Vasiliauskaitë’s creative
work.

The Kyrie movements of Vasiliauskaitë’s masses are characterised by
the serene or solemn, cheerful mood as the music is in major tone and medium
tempo (Andantino, Adagio); the movement is most often in duple or changing
meter, or trioles. They are joyful hymns to God’s grace, not the sinner’s
tearful lament begging for the Almighty’s mercy. A lively or medium tempo
is characteristic of the Gloria  movements, mostly in duple meter and short
notes. A festive, joyful mood traditionally characterises this part of mass;
however, Vasiliauskaitë retains the reserve that is a characteristic feature of
the church style: she uses neither sharp syncopation nor dance elements.
The Sanctus movements are in duple meter, they have slower tempo and
particular melodiousness (Dolce cantabile, Andante dolce, Adagio cantabile).
They differ from other parts by their mysterious mood that is expressed by
softly changing harmony (Missa brevis in honorem Beatae Mariae Virginis),
continued accords (Christmas Mass), or the ‘waving’ melody (Christmas
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Mass, Mass in Honour of St. Cecilia). In three masses by Vasiliauskaitë, the
Sanctus is tonally open (f-sharp–A, D–G, F–A). The final movements of
Vasiliauskaitë’s masses – the Agnus Dei – are mostly in duple meter, tranquil
and melodious, and rather slow. They are characterised by more or less
varied musical repetition that is determined by the liturgical text, therefore,
also stability. As in the Kyrie, the composer does not give in to a demonstrative
repentance dictated by the words: all the Agnus Dei movements are in major,
light, even joyful finales of the mass cycle.

The schemes of the structure of the mass parts presented in the paper
demonstrate that Vasiliauskaitë writes in an original way avoiding clichés,
combining variability, binary and/or ternary (mostly of repetitive nature)
and the rondo form. According to the way the composer harmoniously
develops the musical material, three different spheres can be found in her
masses (as well as other church music):
— the tonal stability that is linked to the liturgical text expresses undoubted

affirmation, confession and tranquillity at the same time;
— an unexpected tonal change, which takes one completely by surprise,

expresses a sudden burst of unusual (heavenly) reality or miracle into
the ordinary (earthly) flow of music;

— intensive consistent development that can be perceived as anxiety, acti-
veness; and if it goes on for a longer time it becomes an original way of
expressing stability (especially in the Sanctus movements).
The masses written by Vasiliauskaitë are marked by great mastery, and

they are popular in Lithuania’s Catholic churches. Other musicians who
would like to write music for church liturgy but do not have specific education
in composition could employ some of the principles of composing church
music used by Kristina Vasiliauskaitë.

Key words: Kristina Vasiliauskaitë, Lithuania, church music, contem-
porary composers, tradition, Catholic Church, mass cycle, missa brevis,
ordinarium , musical language.
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Jura Karlsona sakrâlâs mûzikas teatralitâte

Mag. art. Andris Vecumnieks
Jâzepa Vîtola Latvijas Mûzikas akadçmijas

asociçtais profesors

Ievads

20. gadsimta 80. gadu nogale ir aktîvs radoðo vçrtîbu pârvçrtçðanas
laiks latvieðu komponistu daiïradç. Lai gan ir komponisti, kas turpina jau
agrâk aizsâkto sakrâlâs tçmas risinâjumu (Pçteris Vasks), daudzu citu autoru
(piemçram, Paula Dambja, Andra Vecumnieka) darbîbâ pievçrðanâs ðâdai
tematikai iezîmç radikâlu un negaidîtu pavçrsienu. Daþi savukârt tieði 90.ga-
dos sâk savas sakrâlâ komponista gaitas un gadsimtu mijâ kïûst par Latvijâ
un pasaulç visnotaï pieprasîtiem skaòraþiem; viòu vidû ir Rihards Dubra un
Çriks Eðenvalds1. Maksimâli intensificçjas komponistu radoðie meklçjumi,
tiek leìitimizçti  iepriekð nevçlamie þanri, un bez sakrâlâs mûzikas nav iedo-
mâjama neviena komponista radoðâ darbîba. Ðo daudzpusîgo procesu savâ
promocijas darbâ ir aplûkojusi Jûlija Jonâne, kura veikusi arî Latvijas kom-
ponistu sakrâlâs mûzikas þanru klasifikâciju (Jonâne 2009).

Viens no mûsdienu skaòraþiem, kas devis lielu ieguldîjumu ðajâ þanru
sfçrâ, ir Juris Karlsons. Raksta mçríis ir sîkâk aplûkot viòa sakrâlâs mûzikas
îpatnîbas, kas daudzçjâdâ ziòâ izriet no Karlsona radoðajai personîbai
raksturîgâs teatrâlâs domâðanas.

Atslçgvârdi: ârsakrâlais garîgums, garîgais saturs, sakrâlais siþets un
filozofiskais vçstîjums, meditatîvâ vizualitâte, monotembrâlâs dramaturìijas
mobilitâte, rituâla transformâcija, rituâls un ceremoniâls, þanru daudznozîmîba,
sintçze un mobilitâte, sakrâlâs daiïrades teatralitâte, sakrâlâs tematikas un
sakrâlâs siþetikas mobilitâte un transformâcija, simbolu (tçla personifikâcija)
un instrumentâcijas (tembrâlâ individualizâcija) dramaturìiskâ sistçma.

1. Jura Karlsona sakrâlâ daiïrade

Garîgais saturs un sakrâlâ tematika Jura Karlsona daiïradç îpaði aktuali-
zçjas beidzamajâ gadsimta ceturksnî. Bûdams audzinâts katoïu reliìijas
ietekmç, komponists arî iepriekð nelegâli ir mçìinâjis pievçrsties sakrâlajiem

1 Plaðâks ieskats ðajâ tematikâ sniegts Jâòa Torgâna pçtîjumâ (Torgâns 2010:
271; u. c.).
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þanriem, tikai tos meistarîgi ietçrpjot citâ ideoloìiskajâ mçrcç: “Mani vecâki
bija ïoti reliìiozi cilvçki, îpaði mana mamma. Viòi bija katoïi. Tajâ laikâ par
to nerunâja, bet kâ jau visi òçma bçrnus lîdzi uz baznîcu. Protams, bçrnîbâ
un jaunîbâ ir citas aizrauðanâs, domas un vajadzîbas. Bet ar gadiem sâc
saprast un atgriezties pie lielajâm likumsakarîbâm” (Lûsiòa 2011a).

Kopð 1989. gada Karlsonam ir iespçja risinât sakrâlo tematiku brîvi,
un lîdz 2014. gada vasarai ðajâ jomâ rodas ap 20 darbiem (daþi vairâkâs
redakcijâs):
— Jubilâcija astoòiem meþragiem (1987)
— Magna opera Domini, kantâte jauktajam korim, solo un çrìelçm:

110. psalma teksts (1989)
— Quisisana jauktajam korim a cappella: Baòutas Rubesas dzeja (1989)
— Ave, maris stella jauktajam korim a cappella: katoïu himnas teksts (1990)
— Deus, conversus, kantâte soprânam, jauktajam korim, instrumentâlajam

ansamblim: katoïu himnas teksts, 42. psalma teksts (1990)
— Ziemassvçtku kantâte mecosoprânam, jauktajam korim un simfonis-

kajam oríestrim: Kârïa Skalbes, Austras Dâles un Elzas Íezberes dzeja
(1991)

— Quisisana jauktajam korim a cappella: Baòutas Rubesas dzeja – II re-
dakcija (1994)

— No debesîm es atnesu..., fantâzija un fûga par Mârtiòa Lutera korâïa
tçmu (1539) çrìelçm (1995)

— Uz dievnamu mçs ejam, Ziemassvçtku dziesmas apdare jauktajam korim
a cappella (1998)

— Vakara lûgðana stîgu oríestrim (1999)
— Lûgðana, dziesma sievieðu vokâlajam ansamblim ar klavierçm: Ilonas

Miezîtes dzeja (2002)
— Te lucis ante terminum (Kad vakarblâzma zemi klâj) vîru korim a

cappella ar zçna solobalsi: katoïu himnas teksts (2002)
— Carmina Riga, kantâte lielam zçnu korim: Bazilija Plînija 1595. gada

dzeja (2005)
— Magna opera Domini, kantâtes II redakcija – diviem solistiem (zçnu

balsîm), jauktajam korim un simfoniskajam oríestrim: 110. psalma
teksts (2006)

— Vakarblâzma, simfoniskâ vîzija tautas teicçjai un simfoniskajam
oríestrim (2007)

— Cantate Domino, kantâte diviem solistiem, meiteòu un zçnu koriem,
trim jauktajiem koriem, simfoniskajam oríestrim un çrìelçm: Kârïa
Skalbes, Johana Volfganga fon Gçtes un latîòu himnas teksts (2007)
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— Adoratio , simfonija korim un oríestrim: katoïu lûgðanu teksti (2010)
— Ora pro nobis...  sievieðu korim a cappella: katoïu lûgðanas teksts (2011)
— Ora pro nobis... jauktajam korim a cappella: katoïu lûgðanas teksts

(2013)
— Le lagrime dell‘ anima (Dvçseles asaras) klavierçm, jauktajam korim

un krotâïiem: komponista teksts itâïu valodâ (2013)
— Mçnessgaismas dârzs soprânam, alta saksofonam un çrìelçm: Jâòa

Poruka dzeja (2013)
Kâpçc skaòdarbu skaits (ap 20) iepriekð minçts tikai aptuveni? Tâpçc,

ka Jura Karlsona sakrâlâs daiïrades galvenâ zîme ir garîgâ satura, sakrâlâ
siþeta un filozofiskâ vçstîjuma mijiedarbe. Filozofiskais vçstîjums bieþi vien
dominç pâr siþetisko piedâvâjumu (Le lagrima dell’ anima; Mçnessgaismas
dârzs). Nav svarîgi, par ko, kur un kad ir runa, galvenais – kâ tas tiek pateikts.
Sakrâlâ mentalitâte ir komponista daiïrades telpa, tâdçjâdi Karlsona sakrâlâ
mûzika nav tikai baznîcas rituâla sastâvdaïa, bet arî laicîgs vçstîjums, kas
ietver ârsakrâla garîguma izpausmi – resp., sakrâlâ tematika un mûzikas
saturs var parâdîties arî ârpus sakrâlâ þanra skaòdarbiem. Tâ atklâsmç lielu
nozîmi gûst mûzikas izteiksmes lîdzekïu komplekss un tâ teatrâlâs iezîmes.
Lîdz ar to var uzskatît, ka sakrâlo mûziku tai vai citâ aspektâ pârstâv arî
daþi citi darbi (piemçram, filozofiskais vçstîjums Koana simfoniskajam or-
íestrim), savukârt viena otra skaòdarba iekïauðana sakrâlajâ kategorijâ ir
tikai nosacîta un tos varçtu uztvert arî kâ citiem þanriem piederîgus; piemçru
vidû ir Vakara lûgðana, Vakarblâzma un Mçnessgaismas dârzs.

Arî vairâki citi Karlsona skaòdarbi apliecina, ka ðî komponista daiïradç
sakrâlo þanru traktçjumam piemît daudznozîmîba un mobilitâte: proti,
vçrojama daþâdu þanru sintçze. Ceremoniâlâ un sakrâlâ þanra apvienojums
izpauþas Jubilâcijâ astoòiem meþragiem; sakrâlâ elementa un folkloras sintçze
vçrojama gan simfoniskajâ vîzijâ Vakarblâzma, gan Dziesmu svçtku garîgâ
koncerta atklâðanas skaòdarbâ Cantate Domino, kur gregoriskais korâlis
apvienojas ar tautasdziesmu. Þanru sintçze izpauþas ne tik daudz ârçji, cik
iekðçji (saturiski), bieþi pat saiknç ar kâdu literâri programmatisku stâstu:
“Nâk mazais bçrns no pïavas ar ziediem, skan tautasdziesma, kas savienojas
ar gregorisko korâli. Tautasdziesma un greogoriskais korâlis – tas viss ir
manis izdomâts!”2

Un otrâdi – skaòdarbos, kuri nav ar sakrâlu ievirzi, mçs sastopam sakrâ-
lajai mûzikai raksturîgus izteiksmes lîdzekïus (gregoriskâ korâïa izmantojums

2 Karlsons, Juris (2012). Intervija Andrim Vecumniekam 16. augustâ Zosçnos.
CD ar intervijas ierakstu A. Vecumnieka privâtarhîvâ.
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Sinfonia brevis). Turklât praktiski visas iepriekðminçtâs Karlsona kompo-
zîcijas ir raduðâs kâ pasûtîjuma darbi ar konkrçtu veltîjumu, kas arî norâda
uz zinâmu laicîgumu. Laicîgâ un sakrâlâ ceremoniâla apvienojums, kas ðî
skaòraþa mûzikai tik ïoti raksturîgs, ir konceptuâli daudz plaðâks vçstîjums
nekâ vienkârðs sakrâlais rituâls.

2. Jura Karlsona sakrâlâs mûzikas klasifikâcija

Tieði þanra mobilitâtes un neviennozîmîbas dçï piedâvâju veidot Jura
Karlsona sakrâlâs mûzikas sistematizâciju, òemot vçrâ daþâdus aspektus –
pirmâm kârtâm tekstu un atskaòotâjsastâvu.

2 . 1 .  T e k s t a  a s p e k t s  ( v e r b â l a i s  f a k t o r s )

Skaòdarbi ar tekstu

L a t î ò u  v a l o d â :
— Magna opera Domini, kantâte jauktajam korim, solo un çrìelçm:

110. psalma teksts (1989)
— Ave, maris stella jauktajam korim a cappella: katoïu himnas teksts (1990)
— Deus, conversus, kantâte soprânam, jauktajam korim, instrumentâlajam

ansamblim: katoïu himnas teksts, 42. psalma teksts (1990)
— Te lucis ante terminum (Kad vakarblâzma zemi klâj) vîru korim a cap-

pella ar zçna solobalsi: katoïu himnas teksts (2002)
— Carmina Riga, kantâte lielam zçnu korim: Bazilija Plînija 1595. gada

dzeja (2005)
— Magna opera Domini, kantâtes II redakcija – diviem solistiem (zçnu

balsîm), jauktajam korim un simfoniskajam oríestrim: 110. psalma
teksts (2006)

— Cantate Domino, kantâte diviem solistiem, meiteòu un zçnu koriem,
trim jauktajiem koriem, simfoniskajam oríestrim un çrìelçm: Kârïa
Skalbes, Johana Volfganga fon Gçtes un katoïu himnas teksts (2007)

— Adoratio , simfonija korim un oríestrim: katoïu lûgðanu teksti (2010)
— Ora pro nobis...  sievieðu korim a cappella: katoïu lûgðanas teksts (2011)
— Ora pro nobis... jauktajam korim a cappella: katoïu lûgðanas teksts

(2013)

I t â ï u  v a l o d â :
— Le lagrime dell’ anima (Dvçseles asaras) klavierçm, jauktajam korim

un krotâïiem: komponista teksts (2013)
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L a t v i e ð u  v a l o d â:
— Quisisana jauktajam korim a cappella: Baòutas Rubesas dzeja (1989)
— Ziemassvçtku kantâte mecosoprânam, jauktajam korim un simfonis-

kajam oríestrim: Kârïa Skalbes, Austras Dâles un Elzas Íezberes dzeja
(1991)

— Quisisana jauktajam korim a cappella: Baòutas Rubesas dzeja – II
redakcija (1994)

— Uz dievnamu mçs ejam, Ziemassvçtku dziesmas apdare jauktajam korim
a cappella (1998)

— Lûgðana, dziesma sievieðu vokâlajam ansamblim ar klavierçm: Ilonas
Miezîtes dzeja (2002)

— Mçnessgaismas dârzs soprânam, alta saksofonam, çrìelçm: Jâòa Poruka
dzeja (2013)

Skaòdarbi bez teksta:

o r í e s t r i m  –
— Vakara lûgðana stîgu oríestrim (1999)

a t s e v i ð í i e m  i n s t r u m e n t i e m –
— Jubilâcija astoòiem meþragiem (1987)
— No debesîm es atnesu..., fantâzija un fûga par Mârtiòa Lutera korâïa

tçmu (1539) çrìelçm (1995)

Daïçjs teksta izmantojums (balss un teksts kâ mûzikas instruments, nevis
sakrâlâ siþeta paudçjs):
— Vakarblâzma, simfoniskâ vîzija tautas teicçjai un simfoniskajam or-

íestrim (2007)

Teksts paspilgtina teatralitâtes faktoru, bet mûzikâ bez teksta vairâk
jûtama ir ârsakrâlâ un laicîgâ filozofiskâ vçstîjuma prioritâte. Dominç
skaòdarbi ar latîòu tekstu, kas ietver daudz universâlâku vçstîjumu nekâ
latvieðu teksti (kuros savukârt vairâk ir individuâlâ). Kâ redzam, katoïticîbas
sakrâlais vçstîjums komponistam ir krietni tuvâks nekâ luteriskais.

2 . 2 .  A t s k a ò o t â j s a s t â v a  a s p e k t s  ( þ a n r i s k a i s  f a k t o r s )

Vokâli instrumentâlie þanri: kantâtes

K o r i s ,  s o l i s t i ,  s i m f o n i s k a i s  o r í e s t r i s :
— Ziemassvçtku kantâte mecosoprânam, jauktajam korim un simfonis-

kajam oríestrim (1991)
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— Magna opera Domini, kantâtes II redakcija – diviem solistiem (zçnu
balsîm), jauktajam korim un simfoniskajam oríestrim (2006)

— Cantate Domino, kantâte diviem solistiem, meiteòu un zçnu koriem,
trim jauktajiem koriem, simfoniskajam oríestrim un çrìelçm (2007)

K o r i s ,  s o l i s t i ,  i n s t r u m e n t â l a i s  a n s a m b l i s:
— Deus, conversus, kantâte soprânam, jauktajam korim, instrumentâlajam

ansamblim (1990)
— Koris, solisti, çrìeles:
— Magna opera Domini, kantâte jauktajam korim, solo un çrìelçm

Vokâli instrumentâlie þanri: simfonijas
— Adoratio , simfonija korim un oríestrim (2010)

Kora mûzika

K o r i s  a  c a p p e l l a:
— Quisisana jauktajam korim a cappella (1989)
— Ziemassvçtku kantâte mecosoprânam, jauktajam korim un simfonis-

kajam oríestrim (1991)
— Quisisana jauktajam korim a cappella (1994)
— Uz dievnamu mçs ejam, Ziemassvçtku dziesmas apdare jauktajam korim

a cappella (1998)
— Te lucis ante terminum (Kad vakarblâzma zemi klâj) vîru korim a

cappella ar zçna solobalsi (2002)
— Carmina Riga, kantâte lielam zçnu korim (2005)
— Ora pro nobis...  sievieðu korim a cappella (2011)
— Ora pro nobis... jauktajam korim a cappella (2013)

K o r i s  u n  i n s t r u m e n t i :
— Lûgðana, dziesma sievieðu vokâlajam ansamblim ar klavierçm (2002)
— Le lagrime dell’ anima (Dvçseles asaras) klavierçm, jauktajam korim

un krotâïiem (2013)

Mûzika solobalsij un instrumentiem
— Mçnessgaismas dârzs soprânam, alta saksofonam, çrìelçm (2013)

Oríestra mûzika
— Vakara lûgðana stîgu oríestrim (1999)
— Vakarblâzma, simfoniskâ vîzija tautas teicçjai un simfoniskajam

oríestrim (2007)
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Mûzika atseviðíiem instrumentiem vai to grupâm

Ç r ì e ï m û z i k a :
— No debesîm es atnesu..., fantâzija un fûga par Mârtiòa Lutera korâïa

tçmu (1539) çrìelçm (1995)

M û z i k a  p û ð a m i n s t r u m e n t i e m:
— Jubilâcija astoòiem meþragiem (1987)

Vokâlâs un vokâli instrumentâlâs mûzikas þanri neapðaubâmi tiecas uz
daudz subjektîvâku, personiskâku vçstîjumu nekâ instrumentâlmûzika, kuras
izteiksme bieþâk ir objektivizçta. Balss un it seviðíi solobalss izmantojums ir
viens no sakrâlâs teatralitâtes paòçmieniem – vokâlâ tembra individualizâcija
paspilgtina vçstîjuma intimitâti. Juris Karlsons savos vokâli instrumentâlajos
opusos vienu vai vairâkas solobalsis iekïauj regulâri, turklât katrs solists per-
sonificç noteiktu dramaturìisko tçlu (to varam vçrot, piemçram, skaòdarbâ
Cantate Domino).

3. Simfonija korim un oríestrim Adoratio

Par komponista sakrâlâs mûzikas (un iespçjams, arî visas viòa daiïrades)
virsotni neapðaubâmi jâuzskata simfonija korim un oríestrim Adoratio
(2010). Þanru mijiedarbe un mobilitâte, laicîgâs un sakrâlâs sfçras sintçze
ðeit gûst savu kulminâciju un vçrð ðo skaòdarbu krietni atðíirîgu no sakrâla
rituâla tâ sâkotnçjâ izpratnç. Adoratio  ir unikâls piemçrs pasaules mûzikas
praksç, jo sakrâlais ceremoniâls ðajâ darbâ apvienojas ar filozofisku vçstîjumu
un simfonisku koncepciju. Turklât izteikti sakrâlam þanram pievienots laicîga
þanra apzîmçjums, kas vçlreiz izgaismo sakrâlâ un laicîgâ sintçzes nozîmîbu
Jura Karlsona radoðajâ personîbâ.

Skaòdarbs radies pçc diriìenta Sigvarda Kïavas pasûtîjuma, gatavojot
sakrâlâs mûzikas koncertu ar Radio kori un oríestri Sinfonietta Riga Lielajâ
piektdienâ 2011. gada 22. aprîlî. Saskaòâ ar ieceri, Jura Karlsona opuss noslç-
dza programmmu, kuru aizsâka Arvo Perta un Gijas Kanèeli skaòdarbi. Kâ
trâpîgi norâdîja Orests Silabriedis, ðis koncerts ietvçra visu Lieldienu rituâla
vçstîjumu – Lielo piektdienu (Perts), Kluso sestdienu (Kanèeli) un Lieldienu
apskaidrîbu (Karlsons), pelnîti iegûstot Latvijas Lielo mûzikas balvu nominâcijâ
Gada koncerts3. Skaòdarba moto un virsuzdevumu (kâ arî visa koncerta
koncepciju) netieði atklâj Ineses Lûsiòas recenzijâ retoriski uzdotais jautâjums:
“Kad tauta atgriezîsies no saviem ïaunajiem ceïiem?” (Lûsiòa 2011b).

3 Silabriedis, Orests (2011). Runa Latvijas Lielâs mûzikas balvas þûrijas sçdç.



319

A. Vecumnieks. Jura Karlsona sakrâlâs mûzikas teatralitâte

Adoratio pamatâ ir komponista rûpîgi pârdomâta programma – lite-
rârais vçstîjums. Unikâlu liecîbu par to sniedz èetri manâ rîcîbâ esoði Jura
Karlsona stâsti par savu skaòdarbu – intervija pâris gadus pirms darba atska-
òojuma4, pirmskoncerta intervija Inesei Lûsiòai (Lûsiòa 2011a), programmas
anotâcija (Karlsons 2011) un intervija trîs gadus pçc pirmatskaòojuma5.
Èetri stâsti, kas raduðies daþâdos laikos – skaòdarba tapðanas procesâ (pirmâ
intervija), pirmatskaòojuma gaidâs pçc darba sacerçðanas (otrâ intervija),
îsa uzruna klausîtâjiem (anotâcija) un atskats uz savu veikumu pçc vairâkiem
gadiem (treðâ intervija). Ðie avoti atklâj to milzîgo vçstîjuma atðíirîbu, ko
nosaka radoða procesa meklçjumi, neziòa, vçl negatava augïa briestoðie
iedîgïi, tad – pabeigta veikuma sajûta, komponista pçdçjie vârdi un visbei-
dzot – reminiscence, atskatoties uz savu garadarbu.

P i rmâ  i n te r v i j a  notiek laikâ, kad Juris Karlsons ir pâròemts ar darba
radîðanu. Komponists vçstî brîþam lçni, nesteidzîgi, nosvçrti, citkârt atkal
nedaudz satraukti un saraustîti, pat nervozi, rûpîgi apdomâjot un izmeklçjot
katru vârdu. Viòð ir pâròemts ar darba tapðanas procesu, taèu tâ nav sajûsma,
kaisle, bet rûpîga savas literârâs dramaturìijas (“ludziòas”) muzikâla reþija
un montâþa. Un runas valoda arî vçl tikai top, tiek meklçta: “Ðodien kon-
sultçjos ar [Guntaru] Prâni, es tik labi psalmus un Svçtos rakstus nezinu,
protams, esmu [tos] izpçtîjis, un [man] ir dzîves pieredze. [Man] literatûra
un luga ir tik svarîga. Kâpçc es to gabalu rakstu, kur ir knifs? Ideja tâda:
oríestris jau ir uz vietas; [tad] sanâk tenori un pârçjâs balsis pa grupâm klât,
staigâ pa baznîcu, [skan] gregoriskie dziedâjumi, tauta sanâk kopâ, un ir
lûgðana. Lielâ piektdiena, Lielâs piektdienas nakts, adorâciju lûgðanas lîdz
Lieldienâm, iegremdçðanâs ïoti bûtiskâs lietâs. Litânija. Lûgðanas – “Uzklausi
mûs...” “Piedod mûsu grçkus...” Tauta vçrðas pie Dieva, un nav atbildes,
nevar sagaidît atbildi!!! Jo... nav, es nedzirdu Dievu! Un tad tas viss ved
pakâpeniski, un tad ir viena, teiksim, kulminâcija, kur ir apmçram tâds teksts:
Kâpçc Tu mûs esi pametis? À Áàòþøêà ìîë÷èò ... [Bet Dievs klusç...]. Un
tad Dievs atbild – nevis oríestris, bet ïoti vienkârði – tad ir Vecâs Derîbas
teksts: “Jûs paði pie tâ esat vainîgi, jo Dievs ir Jûsos, nevis manî!”

Kâ to dabût gatavu? Es pats rakstu lugu, veidoju dramaturìiju. [Korim
rakstu] vienbalsîgi, èetrbalsîgi lielâko tiesu, ceturtdaïas, pusnotis. Tauta
pakâpeniski caur to lûgðanu ir daudzbalsîga. Kâ dabût Dievu? Pateikt Dievu?

4 Karlsons, Juris (2009). Intervija Andrim Vecumniekam 13. februârî Rîgâ. CD
ar intervijas ierakstu A. Vecumnieka privâtarhîvâ.

5 Karlsons, Juris (2014b). Intervija Andrim Vecumniekam 19. augustâ Zosçnos.
CD ar intervijas ierakstu A. Vecumnieka privâtarhîvâ.
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Pçc tautas jautâjuma ir liels unisons korim un oríestrim, ïoti kluss, [pâròem]
ðausmas, baiss. “Jûs paði pie tâ esat vainîgi!” Tas ir tas, kas mums ir apkârt.
Kâpçc Tu esi pametis Latviju? Kas notiek Latvijâ? Tad ir lçnâ apjçga, Lielâ
piektdiena, septiòi pçdçjie [Kristus] vârdi: “Kungs, kâpçc Tu esi mani atstâ-
jis?” [Kristus] runâ tautas vârdâ, glâbj tautu – “Kâpçc mûs (nevis mani!)
atstâjis?” [Svarîga] ir apjçga, ka Dievs ir, un Tev pavisam citâdâk jâskatâs
uz ðo bûtîbu. Tad tu beidzot saproti to apskaidrîbu, Tev jânonâk pie nâkamâs
pakâpes savâ domâðanâ, un tad aust Lieldienu rîts. Nevis skan zvani, bet
gaiða noskaòa, aust saule, dvçsele arî tad ir apskaidrojusies, un tu saproti,
kur ir Dievs” 6.

Painteresçjos, kâpçc ðâds stâsts netiek publicçts kâ literârs darbs un
vçstîjums klausîtâjam, taèu Juris Karlsons atzina, ka, viòaprât, tas nav nepie-
cieðams: “[Literârais] uzvedums tiek îstenots ar muzikâlâs dramaturìijas
rakstu” 7. Un autoram ir pilnîga taisnîba, jo ðajâ stâstîjumâ atklâjas kompo-
nista daiïrades virtuves noslçpumi, mûzikas izteiksmes lîdzekïu meklçjumi,
nevis gatava un pabeigta literârâ programma.

Dienu pirms pirmatskaòojuma top o t r a  i n t e r v i j a  – ar Inesi Lûsiòu.
Tâ ietver plaðâkas filozofiskas pârdomas ne tikai par jaundarbu, bet arî par
mûsu ikdienu. “Tas stâsts ir daudz dziïâks [..] Runâts par tautu, kas tiks
dziedinâta, ja atgriezîsies no ïaunajiem ceïiem” (Lûsiòa 2011a). Komponista
vârdi apliecina, ka mesa, rekviçms, lûgðana, patiesa ticîba un reliìiozitâte
viòa izpratnç ir pârliecîba, nevis konjunktûra: “Ceïð lîdz Lielajai piektdienai
ir jânodzîvo un jâsaprot. Es redzu, ka jauni cilvçki ar vieglu roku raksta
rekviçmus un mesas, klausos un saprotu, ka viòi nezina, kas tas îsti ir, tas
tagad ir drusku modç” (Lûsiòa 2011a).

Adoratio  ir atklâsme krustcelçs, un arî paða Jura Karlsona dzîvç notikuðas
bûtiskas pârmaiòas. “Beidzot esmu brîvs un dzîvç daru to, ko vçlos. Sapratu,
ka tagad vçlos vairâk rakstît mûziku, un sakârtoju dzîvi tâ, lai varçtu piecas
dienas nedçïâ to darît Zosçnos, savâ lauku mâjâ” (Lûsiòa 2011a).

Juris Karlsons izsaka pârdomas par adorâcijâm, kas ir lûgðanas klusumâ
pie Kristus kapa altâra un ilgst dienu un nakti. “Lielâ piektdiena ir arî lielas
krustceles – dzîvîbas un nâves krustceles. Ar gadiem tas kïûst arvien bûtiskâk,
un tâ ir arî pasaules bûtîbas ideja. Svçtajos rakstos atradu lûgðanu, kas man
ðíiet ïoti aktuâla arî ðodien. Mçs dzîvojam tâdâ laikâ mûsu valstî, kad visas

6 Karlsons, Juris (2009). Intervija Andrim Vecumniekam 13. februârî Rîgâ. CD
ar intervijas ierakstu A. Vecumnieka privâtarhîvâ.

7 Karlsons, Juris (2009). Intervija Andrim Vecumniekam 13. februârî Rîgâ. CD
ar intervijas ierakstu A. Vecumnieka privâtarhîvâ.



321

A. Vecumnieks. Jura Karlsona sakrâlâs mûzikas teatralitâte

lielâs vçrtîbas ir samaisîtas kâ tâdâ lielâ vilnî, kas gandrîz visu noslauka.
Gan kultûrâ, gan politikâ, valstî, ìimenç. Es teiktu: arî izpratnç, saprâtâ.
Mana adorâcija ir vçrðanâs pie Dieva. Lai dod mums saprâtu, sajçgu, garîgo
palîdzîbu” (Lûsiòa 2011a). Karlsons atzîst: jo grûtâk mums iet, jo dziïâk
lûdzam, un brîþiem ir sajûta, ka Dievs mûs neuzklausa. “Bet tad, kad tu to
dari no sirds, ar visâm savâm dvçseles un sirds sâpçm, tad saproti, ka Dievs
ir tevî, ka viòð nav kaut kur citur. Ir jâsaprot paðam sevi, un tad nâk atklâsme”
(Lûsiòa 2011a).

Latvijâ Juri Karlsonu visvairâk satrauc atbildîbas trûkums. “Îsi un skaidri.
Mani visvairâk baida pavirðîba, atbildîbas un izglîtîbas trûkums un diletan-
tisms, sâkot no politikas un beidzot ar televîzijas programmâm. Atbildîbas
izjûta un sirds izglîtîba nepiecieðama, lai ðo pasauli izvestu no posta, kurâ
dodamies kâ trakâ karuselî. Ir pazaudçta paaudþu prasmju un zinâðanu pâr-
mantojamîba, par ko rakstîts Straumçnos. Ðodien viss ir virspusçji, pavirði,
vieglprâtîgi. Viegli pieejams un viegli aizmirstams. Popkorna ikdiena. Dzîve
kâ vienreizçjie trauki: izmanto un izsvieþ” (Lûsiòa 2011a).

Karlsons atzîst, ka vçlçtos aiziet prom no tâ visa, lai tikai darîtu savu
darbu [rakstîtu mûziku – A. V.]: “Tagad saka: mçs visi kopâ, lieli mçríi,
vai, vai, vai, vicinâm lietussargus un karogus. Nç! Arî valsts sâkas no manis,
no tevis, no viòa. Ja esi savâ vietâ un dari, kas tev jâdara, tas veido kopçjo
vidi, sabiedrîbu. Saprotu – Latvija ir jâiztîra Lielajâ talkâ, taèu nevajag bût
cûcîgiem ikdienâ,” iedegas komponists (Lûsiòa 2011a).

“Cik mçs esam mazas niecîbas un cik milzîgas ir mûsu egoistiskâs ambî-
cijas: uzrakstîðu skaòdarbu, un lai visi priecâjas! Tomçr milzîgajâ neaptve-
ramajâ pasaulç tu – puteklîtis – esi ïoti svarîgs. Ja tu nebûsi, bûs pârtraukts
kâds íçdes posms” (Lûsiòa 2011a).

Arî mûzikas izteiksmes lîdzekïu meklçjumu problçma, ðíiet, ir atrisinâta
un izvçrtçta: “Sareþìîta partitûra – simfonija ar daudziem vadmotîviem,
milzîgu kulminâciju un gaiðu izskaòu [mâlerisku Re maþoru – A. V.]” (Lûsiòa
2011a).

Ðî intervija ir filozofisks vçstîjums ne tikai par paðu skaòdarbu, bet arî
par Latvijas kultûras un sabiedriskâs vides telpu, par mûsu ikdienas dzîves
teâtra telpu, kurâ uzturas un nav vienaldzîgs pats mûzikas radîtâjs.

Lakoniskâks un koncentrçtâks autors ir programmas a n o t â c i j â, kad
darbs ir pabeigts un tiek gaidîts pirmatskaòojums: “Adorâcijas ir simboliskas
lûgðanas pie Kristus kapa, tâs ilgst no Lielâs Piektdienas lîdz pat Lieldienu
rîtam. Skaòdarbâ izmantoti sakrâlie teksti, kuros izteikts lûgums Dievam
uzklausît un palîdzçt mûsu neziòâ un bezspçcîbâ. Kompozîcija veidota kâ
meditâcija ar vairâkiem attîstîbas viïòiem. Centrâlâs kulminâcijas pavçrsienâ
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dzirdama Dieva atbilde: “Kad mana tauta [..] atgriezîsies no saviem ïaunajiem
ceïiem, [..] es uzklausîðu [..] un dziedinâðu viòu zemi”. Ðie Svçto Rakstu
vârdi ir tik aktuâli. Skaòdarba izskaòa ir cerîbas gaiðumâ. Kâ Lieldienu rîts...”
(Karlsons 2011). Programmai bija pievienots pilns teksts latîòu valodâ un tâ
latvieðu tulkojums, lîdz ar to katram klausîtâjam tika sniegta iespçja izdzîvot
Kristus atklâsmes vçstîjuma ceïu.

Kâ redzam, autors ne vârda nemin par to, kâ tika meklçta, atrasta un
muzikâli risinâta Dieva atbilde, nerunâ arî par vispârfilozofiskâm problçmâm.
Viòa rakstîto anotâcijâ var rezumçt îsi un kodolîgi: Klausieties manu mûziku,
tur viss ir pateikts!

Un, visbeidzot, ceturto reizi Juris Karlsons izvçrtç savu skaòdarbu trîs
gadus pçc pirmatskaòojuma, respektçjot lûgumu vçlreiz to raksturot tieði
saiknç ar manu promocijas darba tçmu – tembrâlo dramaturìiju kâ teatra-
litâtes izpausmi. Atskatoties uz ðo opusu, komponists jau ir paguvis norît
rûgtumu par to, ka skaòdarbs, kas nominçts uz Latvijas Lielo mûzikas balvu
kategorijâ Gada jaundarbs (2011), balvu tomçr nav saòçmis. Noklausîjies
Adoratio  saîsinâto versiju 2013. gada Dziesmu svçtku garîgâs mûzikas kon-
certâ, Juris Karlsons stâsta:

“Adorâcijas ir lûgðanas pie simboliska Kristus kapa no Lielâs piektdienas
lîdz Lieldienu rîtam. [Programmas secîgums ir ðâds]:
— rituâls, tauta nâk uz lûgðanu vietu baznîcâ pie simboliskâ Kristus kapa;
— lûgðana no klusa èuksta lîdz pirmajai kulminâcijai;
— nesaòem atbildi;
— ir vairâkas lûgðanu fâzes: no îstas pazemîbas un apmulsuma lîdz patiesam

izmisuma saucienam, kas beidzot ir no sirds dziïumiem;
— tad pârplîst altâra ðíidrauts (kâ minçts Bîbelç) – debesjums (trîs tam-

tami), un Dievs visbeidzot sâk runât (“Dies Irae”) savu brîdinâjumu –
“ja nenovçrsîsieties no saviem ïaunajiem darbiem...”;

— jauna lûgðanu fâze – beidzot apjçdzot un nu jau bailçs saucot no sirds
Dievu, notiek “savienojums” ar Garu (tam ir tematisms, kas atkârtojas
daþâdos variantos krîtoðos trijskaòos ar aizturâm), kas kulminçjas
apvçrstâ variantâ beidzot tîrâ trijskanî, ðoreiz kâpjoði [..], tâ saucamâs
Vatikâna (pâvesta) fanfaras, kas sarakstîtas 18. gadsimtâ (neatceros,
kurð tâs sarakstîjis) – meþragi pâri visam korim un oríestrim;

— pçc dramatiskâs kulminâcijas ir Dvçseles apskaidrîba, aust skaidrs
Lieldienu rîts, grçcîgâ Dvçsele ir radusi mieru un apskaidrîbu”8.

8 Karlsons, Juris (2014b). Intervija Andrim Vecumniekam 19. augustâ Zosçnos.
CD ar intervijas ierakstu A. Vecumnieka privâtarhîvâ.
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Nu tas ir lakonisks, pat zinâtniski strukturçts darba konspekts, kurð
mçrítiecîgi atklâj sakrâlâ vçstîjuma ceremoniâlo teatralitâti.

Ðajos èetros stâstos mçs redzam, cik mobils ir komponista verbâlais
vçstîjums – pretstatâ literârâs programmas nemainîgajam universâlajam
invariantam un noðu teksta stabilitâtei vârdiskie komentâri, ko autors velta
savam opusam, ir daudzveidîgi, un tos nosaka konkrçtais unikâlais brîdis
skaòdarba tapðanas kontekstâ. Tas ïauj salîdzinât radoðo procesu ar dzîvu
organismu: katrs skaòdarbs ir kâ bçrns – radîts, izaudzinâts un dzîvç palaists.

Pârdomâtâ, ar reþisora pieeju izstrâdâtâ mûzikas dramaturìija ir galvenâ
iezîme, kas rosinâjusi kritiíes Ineses Lûsiòas atzinîgo vçrtçjumu: “Pamatîgs,
patiesi izjusts un meistarîgi uzrakstîts lielopuss” (Lûsiòa 2011b). Vçrienîgâ
simfoniskâ koncepcija (40 minûtes) paredz, ka sakrâlais rituâls un ceremo-
niâlâ procesija kïûs par laicîgâ rituâla lîdzekli. Tâdçjâdi rodas sakrâlâ þanra
specifiskâ teatralitâte: “Ïoti apjomîgâ un perfekti strukturçtâ formâ, rituâli
un skaniski apgûstot Doma baznîcas telpu, komponistam izdevies mçrítiecîgâ
mûzikas dramaturìijâ îstenot ideju par lûgðanas bûtîbu: mûs sadzirdçs tikai
tad, ja lûgsim nevis formâli, bet no visas sirds” (Lûsiòa 2011b).

Ðî maksimâli atklâtâ autorstâsta mûzikas izteiksmes lîdzekïus un tehniskos
paòçmienus autors izvçlçjies jo rûpîgi; tie pilnâ mçrâ atklâj programmatiskâ
satura un sakrâlâ rituâla realizâcijas specifiku un Karlsona sakrâlâs mûzikas
teatralitâti. Vispirms zîmîga ir teksta izvçle – izmantota latîòu valoda. Katoïu
sakrâlâ rituâla verbâlais vçstîjums ir universâlâks un objektîvâks, luterâòu –
unikâlâks un subjektîvâks. Tâdçjâdi autors piedâvâ personificçt nevis unikâlo,
bet gan universâlo, lîdz ar to personifikâcijas lîmenis ir dziïâks, spçcîgâk
izjûtams un vispârpieejamâks. Vienlaikus îpatnçjs ir vokâlo partiju traktçjums–
vokâlo sfçru pârstâv tikai koris, solobalsis netiek izmantotas. Autors apzinâti
izvairâs no kâdas atseviðías solobalss tembra izcçluma, kas varçtu raisît
intîmâku iespaidu, jo viòa mçríis ðoreiz ir akcentçt objektîvo un universâlo
vçstîjumu. Stâsts ir par mums visiem, nevis par kâdu konkrçti, jo sabiedrîbu
veido tikai atseviðíu personîbu kopums un monolîta saliedçtîba. Autors
piedâvâ m o n o t e m b r â l â s  d r a m a t u r ì i j a s  m o b i l u  r e a l i z â c i j u .
Proti, koris tiek izmantots ïoti daudzveidîgi – tas darbojas gan vienskaitlî
(es), gan daudzskaitlî (mçs), gan daudzbalsîbâ, gan unisonâ, radot daþâdus
tçlus un to personifikâcijas (Dievs, mçs, tauta).

Skaòdarbâ ir perfekti izstrâdâta vadmotîvu un zîmju sistçma. Uz bagâtîgi
izmantoto simbolu (tçla personifikâcija) un instrumentâcijas (tembrâlâ indi-
vidualizâcija) pamata veidojas dramaturìiskâ koncepcija, kas arî atspoguïo
sakrâlâ rituâla teatrâlo risinâjumu. Zîmes ir intonatîvas, harmoniskas, tem-
brâlas, tâs ïauj pilnîbâ atklât rituâla siþetu: “Apbrînas vçrtas ir kora un
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oríestra krâsas un pakâpeniskais attîstîbas ceïð no klusinâtas, intravertas
izpausmes lîdz dvçseles kliedzienam un no noslçpumaina, tik tikko jauðama
dieviðía mirdzuma lîdz sitaminstrumentu solo, kas priekðvçsta ilgi gaidîto
Dieva atbildi” (Lûsiòa 2011b).

No skaòdarba individualizçtajiem tçliem jo îpaði jâatzîmç:
— tautas sanâkðana un lûgðanas (kora daudzbalsîgâ mikropolifonâ aleatorika;

no atseviðíâm individuâlâm solo lînijâm veidojas monolîts kopskançjums);
— savienojums ar Garu (krîtoði trijskaòi ar aizturâm);
— debesjuma atvçrðanâs un Dieva dusmas (trîs tamtami);
— Dievs (Dies irae tçma kora unisonâ);
— 18. gadsimtâ sacerçtâs Romas pâvesta fanfaras (meþragi);
— saullçkts, dvçseles apskaidrîba un Lieldienu rîts (stîgu instrumenti un

Re maþors).
Re maþors izmantots arî Simfonijâ koncertâ divâm klavierçm ar oríestri,

simfoniskâs vîzijas Vakarblâzma kodâ un Koanas noslçgumâ; visi minçtie
skaòdarbi ïauj secinât, ka ðîs tonalitâtes semantika Karlsona daiïradç saistîta
ar apskaidrîbas un katarses tçliem. Tieði apskaidrîba, nevis Lieldienu zvanu
gaviles ir nepiecieðamas komponistam dvçseles atklâsmes tçlojumâ.

Zîmju izmantojumu  savâ recenzijâ piemin arî Inese Lûsiòa: “Nepaïau-
joties kârdinâjumam piedâvât izkoptu, estetizçtu melodiskumu, komponists
izstrâdâjis gluþi vâgnerisku vadmotîvu sistçmu, ieskaitot zîmes, kuras, pat
konkrçti neatpazîtas (piemçram, Romas pâvesta rituâlâs fanfaras), iedarbojas
uz zemapziòu” (Lûsiòa 2011b).

Arî tautas pakâpeniska sanâkðana vçrtçjama kâ teatralitâtes izpausme,
turklât ïoti tieða un iedarbîga – dabiska kustîba pa skatuves telpu piepilda to
ne tikai muzikâli, bet arî performatîvi. Spilgtie tçlu kontrasti, mûzikas demok-
râtiskâ izteiksme aktualizç arî citas Adoratio  teatralitâtes pazîmes.

Kopumâ skaòdarbs atstâj psiholoìiski spçcîgu iespaidu, kas salîdzinâms
ar citu Karlsona opusu – El Cid (Dzîves un nâves dejas simfoniskajam oríes-
trim, 2008). Universâlâs rituâla, ceremoniâla, lûgðanas, sakrâlâs procesijas
zîmes skaòdarbâ Adoratio transformçjas unikâlâ laicîgajâ rituâlâ jaunâ garî-
guma stilistikas kontekstâ. Lokâlâ nozîmîba (Lielâs piektdienas koncerts,
vçstîjums savai Tautai) ðajâ kompozîcijâ apvienojas ar filozofiski globâlu
nozîmîbu – vçstîjumu par mûsu dzîves aktualitâtçm. Jura Karlsona Adoratio
apliecina, cik pamatota ir antropologa Kliforda Dþeimsa Gçrca (Clifford
James Geertz, 1926–2006) atziòa par simbolu un reliìijas nozîmi kâ kultûr-
telpas piepildîjumu un reliìiju kâ neatòemamu un noteicoðu kultûrtelpas
sastâvdaïu: “Kultûras jçdziens [..] nozîmç vçsturisku pârmantotu sistçmu
kopumu: nozîmju un jçdzienu sistçmu, kas parâdâs simbolu veidâ; nepâr-
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baudîtu priekðstatu sistçmu, kas parâdâs simbolu formâs; sistçmu, ar kuras
palîdzîbu cilvçki savu dzîves pieredzi un attieksmi pret dzîvi pârmanto, piln-
veido, attîsta tâlâk” (Geertz 1987).

4. Le lagrima dell’ anima un Mçnessgaismas dârzs

Viens no beidzamajiem komponista jaundarbiem – Le lagrima dell’
anima (Dvçseles asaras) jauktajam korim, klavierçm un krotâïiem – vçrtçjams
kâ sakrâlâs mûzikas jomâ nozîmîgâkais Jura Karlsona sacerçjums pçc Adoratio ,
un reizç tas iezîmç jaunu dimensiju ðajâ þanrâ. Ðeit centrâ nav sakrâlais
rituâls un tâ secîga muzikâlâ realizâcija, bet gan sakrâls vçstîjums par vispâr-
filozofiskâm problçmâm meditatîvâ izteiksmç un ar ârkârtîgu spçcîgu emo-
cionâlo lâdiòu. Ðis skaòdarbs aktualizç personifikâcijas problçmu citâ aspektâ–
balss un instrumenta attiecîbu kontekstâ. Arî Le lagrima dell’ anima tapis
kâ Sigvarda Kïavas iecerçtas koncertprogrammas konceptuâla sastâvdaïa.
Izsmeïoða ir Karlsona anotâcija, kas sagatavota meistarklasçm Berlînç, pre-
zentâcijai 2014. gada 20. maijâ mûsdienu mûzikas festivâlâ Klangzeit:

“Skaòdarbs rakstîts pçc pasaulç pazîstamâ mûsu Radio kora rosinâjuma
kâdam îpaðam koncertam Rîgas Doma baznîcâ 2013. gadâ. Koncertâ skançja
kompozîcijas, kas bija ar spçcîgi izteiktu garîgu dimensiju (Hanss Ote, Deivids
Langs, Bernats Vivankoss). Manâ skaòdarbâ klavieres un koris ir divu paralçli
darbojoðos personu monologi, kas visas kompozîcijas laikâ saskaras reti un
netieði. Partitûra, kuras hronometrâþa ir 17 minûtes, balstîta tikai uz septiòâm
skaòâm to visdaþâdâkajâs kombinâcijâs. Gan klavieru partija, gan arî kora
partitûra ir stipri askçtiska, jo ðî skaòdarba jçdzieniskais piepildîjums ir daudz
svarîgâks par tehniskajiem trikiem (lai gan tâdi arî ir, taèu tie nav noteicoðie).
Tâ kâ nevarçju atrast piemçrotu dzeju, kas atbilstu tam, ko vçlçjos izteikt
kompozîcijâ, vârdus, kas ir skaòdarba atslçga, uzrakstîju pats un tulkoju tos
itâliski, lai rastu maksimâli skanîgu vokâlo vidi ( LE LAGRIME DELL’ ANIMA
SI SCIOLGONO NELLO SPLENDERE DELLE STELLE. SEI PROPRIO TU
LA, DOVE GUARDA IL MIO CUORE?  – DVÇSELES ASARAS IZGAIST
ZVAIGÞÒU MIRDZUMÂ. VAI TU ESI TUR, KURP RAUGÂS MANA SIRDS? ).
“Tu” ir uzruna ar lielo burtu, uzrunâjot Dievu. Sava veida problemâtika
saistîjâs ar Doma baznîcas specifisko akustiku – 7,5 sekundes ilgstoðo rever-
berâciju un klavieru solo skançjumu tajâ. Taèu partitûras trauslais un caur-
spîdîgais raksts ðo uzdevumu atrisinâja”9 (Karlsons 2014).

9 Karlsons, Juris (2014a). Anotâcija skaòdarbu prezentâcijai meistarklasçm Berlînç,
mûsdienu mûzikas festivâlâ Klangzeit 2014. gada 20. maijâ. Manuskripts. Kopija
A. Vecumnieka privâtarhîvâ.
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Kâ jau izriet no ðî apraksta, vçlme maksimâli skaidri paust skaòdarba
ideju liek komponistam paðam sacerçt savu stâstu un izmantot viòa sakrâlajos
darbos vçl nerealizçtu mûzikas izteiksmes lîdzekïu tehnoloìiju (septiòskaòu
diatonika), kas ðokç klausîtâjus. Sajûsmu izsaka poïu komponists Kðiðtofs
Meijers (Krzysztof Meyer, dz. 1943): “Satriecoða ir Le Lagrime... meditati-
vitâte. Jâaizver acis un jâkoncentrçjas tikai mûzikâ, tad gûsti milzîgu baudu.
Tâ es arî izdarîju, klausoties otrreiz”10. Jâpiebilst, ka ðâda veida stilistika ir
retums ârzemju komponistu daiïradç. Meditatîvâ vizualitâte – tâ ir mûzika,
kuras vizualitâte izpauþas tikai maksimâlâ akustiskâ koncentrâcijâ.

Vçl îpatnçjâk sakrâlâ tematika risinâta vienâ no jaunâkajiem komponista
skaòdarbiem Mçnessgaismas dârzs (2013). Tas ir veltîjums saksofonistam
Artim Sîmanim un viòa domubiedriem – çrìelniecei Kristînei Adamaitei un
dziedâtâjai, soprânam Kristînei Gailîtei. Ðis darbs, ko var dçvçt par mikroado-
râcijâm, piedâvâ vokâlâ un instrumentâlâ teâtra sintçzi. Tas raksturojams
kâ savdabîgs starpþanrs – starpposms un pâreja no instrumentâlâs uz vokâlo
kamermûziku.

Mçnessgaismas dârzâ izmantota divu Jâòa Poruka dzejoïu kompilâcija
(literatûras studiju rezultâts!), kas vislabâk realizç skaòdarba koncepciju –
sakrâlâs tematikas transformâciju sakrâlajâ simbolikâ. Pretçji Adoratio ,
prioritâra ðeit ir tieði sakrâlâ tematika, nevis sakrâlâ siþetika: dominç asoci-
âcijas, ko rada sakrâlo simbolu sistçma, nevis konkrçta, ârçjâs teatralitâtes
inspirçta sakrâla procesija. Verbâlais teâtris izpauþas kâ simbolu zîmes, nevis
siþetisks literârs vçstîjums: “Kompozîcijas idejas ass ir reliìiskas ceremonijas
asociâcija – mises centrâlâ daïa, kad pâr klâtesoðajiem tiek pacelta Dievmaize–
kâ uzlecoðs Mçness, kas apgaismo mûs, râdot Patiesîbas ceïu: upurçðana,
pielûgsme, apzinâðanâs, atbilstîba, trausla cerîba, zaudçjums un apskaidrîba,
dvçseles lîdzsvars... “(Karlsons 2014b). Karlsonam tuvie tçlu pretmeti –
“spçcîgas emocijas un kontrastu dramaturìija” (Karlsons 2009) – ir aktuâli
un prioritâri arî sakrâlajâ kamermûzikâ.

“Lai izprastu un patiesi uztvertu jaunu (citu) skaòdarbu (jebkuru mâkslas
darbu – gleznu, literâru sacerçjumu, arhitektûru u. c.), ir nepiecieðama asociatîvâ
pieredze, kas ietver gan intelektuâlo, gan profesionâlo un emocionâlo pieredzi.
Tikai tad, kad visas ðîs pieredzes saslçdzas vienâ sistçmâ, mums rodas iespçja
tuvinâties mâkslas darba bûtîbai. Pasvîtroju – tuvinâties. Visu atklât mums
neizdosies, jo îsts mâkslas darbs vienmçr paliks noslçpums. Tas dzimst no
Dvçseles nojautâm” (Karlsons 2014b) – tâds ir skaòdarba Mçnessgaismas
dârzs, Jura Karlsona sakrâlâs mûzikas un visas viòa daiïrades kredo.

10 Meijers, Kðiðtofs (2014). E-pasta vçstule Jurim Karlsonam 13. jûnijâ.
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Secinâjumi

Raksta izstrâdes gaitâ izkristalizçjuðies vairâki secinâjumi:
— Karlsona sakrâlajai mûzikai bûtiskus impulsus devusi 20. gadsimta

80. gadu nogale kâ radoðo vçrtîbu pârvçrtçðanas laiks latvieðu kom-
ponistu daiïradç;

— Karlsona sakrâlajos skaòdarbos mijiedarbojas garîgs saturs, sakrâls siþets
un filozofisks vçstîjums;

— ðajos skaòdarbos vçrojama þanru sintçze un mobilitâte, sakrâlâ rituâla
un ceremoniâla transformâcija laicîgajâ rituâlâ un ârsakrâlais garîgums;

— Karlsona sakrâlâs mûzikas sistematizâcija apliecina gan þanrisku daudz-
veidîbu, gan arî îpaðu verbâlâ faktora nozîmîbu;

— Karlsona sakrâlâs mûzikas virsotnç – simfonijâ korim un oríestrim
Adoratio  – koncentrçtas visas komponista mûzikas teatralitâtes pazîmes:
literârâ programma, mûzikas vizualizâcija, perfekti pârdomâta mûzikas
dramaturìija un reþija, kurâ iesaistîts viss izteiksmes lîdzekïu komplekss;

— Le lagrima dell’ anima ir meditatîvâs kontemplâcijas zîme un meditatîvâs
vizualitâtes virsotne Karlsona mûzikâ;

— Mçnessgaismas dârzs ir sakrâlâs tematikas un sakrâlâs siþetikas mobili-
tâtes un transformâcijas piemçrs Karlsona mûzikâ.

Theatricality of Juris Karlsons’ Sacral Music

Andris Vecumnieks

Summary

The article addresses the sacral music by Juris Karlsons and its diverse
manifestations in genres and styles. The sacral music of Karlsons crowns his
creative oeuvre. The composer works in the creative space of sacral mentality.
A special term ‘an extra-sacral spirituality’ has been suggested – the term
denotes the expression of sacral topics and musical content outside sacral
genre compositions (Sunset Glow, symphonic vision for folk singer and sym-
phony orchestra, etc.). The interaction of secular and sacral elements is mean-
while analysed in relation to ritual and ceremonial principles. The sacral
music by Karlsons can be systematized according to the verbal and genre
factors.

The symphony for choir and orchestra Adoratio  (2010) represents the
peak of the sacral oeuvre. The uniqueness of this composition manifests
itself in the combination of the sacral ceremonial, philosophical content and
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the symphonic conception. The article takes a closer look at the programmatic
content and the specifics of sacral ritual plot realization. The theatricality of
Karlsons’ sacral music deserves special attention. The mobile realization of
mono-timbre dramaturgy is amongst the aspects of vocal material use, charac-
teristic of Karlsons. The system of symbols (personification of characters)
and instrumentations (individualization of timbre) is the key dramatic aspect
of the thematic theatricality of the sacral ritual plot. Occasionally the trans-
formation of the sacral ritual into the secular one can be observed.

The development of this article has led to several conclusions:
— The sacral music by Karlsons has drawn significant impulses from the

period of the late 1980ies, when the old creative values were re-evaluated
by Latvian composers;

— The interaction of spiritual content, sacral plot and philosophical mes-
sages takes place in the sacral compositions by Karlsons;

— In these compositions the synthesis and mobility of genre, the transfor-
mation of sacral ritual and ceremonial into secular ritual, as well as
extra-sacral spirituality can be observed;

— The systematization of Karlsons’ sacral music reveals the diversity of
genres, as well as the special significance of the verbal factor;

— The peak of Karlsons’ sacral music – the symphony for choir and
orchestra Adoratio  – perfectly illustrates the theatrical aspects of his
music: the literary program, the visualization of music, the intricate
dramaturgy and the direction of music that involves the whole complex
of the means of musical expression;

— Le lagrima dell’  anima (Tears of the Soul) for mixed choir and piano is
the symbol of meditative contemplation and the peak of meditative
visualization in Karlsons’ oeuvre;

— The Garden of Moonlight (Mçnesgaismas dârzs) for soprano, alto saxo-
phone and organ illustrates the mobility and the transformations of
sacral themes and sacral plotlines in Karlsons’ music.
Key words: Extra-sacral spirituality, spiritual content, sacral storyline

and philosophical message, mobility of monotimbral dramaturgy, trans-
formation of ritual, the ritual and the ceremonial, genre ambiguousness,
synthesis and mobility, theatricality of the sacral oeuvre, dramatic system of
symbols (personification of characters) and instrumentation (timbre indi-
vidualization).
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daþi raksturîgi skaòdarba modeïi
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Jâzepa Vîtola Latvijas Mûzikas akadçmija,

Daugavpils Universitâte

Ievads

Senais, Eduarda Hanslika un daudzu citu autoru proponçtais uzskats
par mûziku kâ pirmâm kârtâm  m e l o d i s k â skaistuma, t. i., s k a ò a u g-
s t u m u mâkslu1 pçdçjâ gadsimta laikâ ir zaudçjis savu kâdreizçjo autoritâti.
Tâ vietâ par vispâratzîtu aksiomu kïuvis viedoklis, ka mûzika var bût viss, kas
skan – visdaþâdâkajâs tembru nokrâsâs, gan ar fiksçtu, gan nefiksçtu skaòaug-
stumu. Ðo plaðâ nozîmç s o n o r i s k o mûzikas izpratni labi atspoguïo Dþona
Keidþa vçl 1937. gadâ rakstîtie vârdi: “Es ticu, ka trokðòa loma mûzikâ tur-
pinâs pastâvçt un pieaugs” (Cage 2004: 25–26), tepat arî: “Lai kur mçs bûtu,
tas, ko mçs dzirdam, ir galvenokârt trokðòi. Ja tos ignorçjam, tie mûs traucç.
Ja tajos ieklausâmies, tad atzîstam tos par fascinçjoðiem” (Cage 2004:25).

Visnotaï likumsakarîgi, ka sonorikas pçtnieku uzmanîbas lokâ lîdz ðim
bijusi galvenokârt jaunâs kompozîcijas tehnikas iekðçjâ dzîve – to apliecina gan
paðu komponistu sniegtie ðî fenomena apraksti2, gan daþâdas muzikologu piedâ-
vâtas tipoloìijas, tostarp Aleksandra Makligina nostâdnes (Ìàêëûãèí  20053).
Taèu nav vispusîgi pçtîta sonorikas izmantojuma ârçjâ vide, respektîvi, tâs
attiecîbas ar citu, nesonorisku mûzikas materiâlu, ja tâds skaòdarbâ sastopams.

Ðî raksta uzmanîbas centrâ bûs kompozîcijas, kurâs sonorika parâdâs
epizodiski un iesaistâs daþâda veida mijiedarbç ar nesonorisku materiâlu.

1 Eduards Hansliks jau 1854. gadâ, diskutçjot ar tiem, kas mûzikâ dzird “strauta
èalu, okeâna viïòu rçkoòu, pçrkona dârdus vai vçja gaudoðanu”, rakstîja: “Visas
ðâdas skaòas ir t î r i  t r o k ð ò i  – t. i., neregulâra skaniska pulsâcija. Ïoti reti, un tad
arî tikai izolçtâ veidâ, daba sniedz toòus ar noteiktu un izmçrâmu skaòaugstumu.
Bet t o ò i  ir visas mûzikas pamats” (Hanslick 1910: 149–150).

2 Ðeit izceïama, piemçram, Henrija Kauela veidotâ klasteru klasifikâcija (Cowell
1930), Ìerìa Ligeti (1960) rakstîtais par tîkla tehniku  (Ligeti 1960), arî Helmûta
Lahenmaòa raksts par jaunâs mûzikas skaòu tipiem (Lachenmann 1970).

3 Atgâdinâðu, ka Makligina klasifikâcijas kodols ir seðu, viòa skatîjumâ, visbieþâk
sastopamo sonoriskâs faktûras tipu – trîs ilgstoðo (lînija, josla, plûdums) un trîs
îslaicîgo (punkts, plankums, birums) – nodalîjums (Ìàêëûãèí 2005: 394).
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Ðâdu kompozîciju klâsts pasaules mûzikâ ir visai bagâtîgs, un liela daïa no
tâm raduðâs jau laikâ, pirms sonorikas tehnika ieguva savu nosaukumu – t.
i., pirms 20. gadsimta 50.–60. gadu mijas. Var minçt, piemçram, daþâdas
klasteru formas Bçlas Bartoka vai t. s. “klasteru vîra” (Chase 1992: 578)
Henrija Kauela mûzikâ. Abiem ðiem komponistiem klasterveida izklâsts
parasti ir tikai viens no izteiksmes lîdzekïiem, kas skaòdarba gaitâ mijas ar
melodiski iezîmîgâm tçmâm. Zîmîgi, ka arî Kðiðtofs Pendereckis – viens no
pirmajiem radikâlâkajiem sonorikas pârstâvjiem 50./60. gadu mijâ – savas
daiïrades vçlâkajâ posmâ, piemçram, 1966. gadâ tapuðajâ Sv. Lûkas pasijâ,
nereti atsakâs no sonorikas kâ vienîgâs kompozîcijas tehnikas un izmanto
ðo izklâsta veidu kâ îpaðu izteiksmes lîdzekli, kas parâdâs vienîgi noteiktos,
dramatiski sakâpinâtos siþetiskâs attîstîbas mirkïos.

Latvieðu mûzikâ, sâkot jau ar pirmajiem sonorikas paraugiem 60. gadu
otrajâ pusç (Pçtera Vaska un Paula Dambja skaòdarbiem), lîdz pat 90. gadu
sâkumam sonorika gandrîz vienmçr izmantota tikai mijiedarbç ar nesono-
risku, melodisku materiâlu. Iespçjams, tas skaidrojams ar ðî perioda skaòu-
mâkslâ dominçjoðo neoromantisma virzienu4 un tam raksturîgo melodijas
kultu. Tikai kopð 90. gadu sâkuma sonorikas tehnika daudzu latvieðu kom-
ponistu, îpaði jaunâs un vidçjâs paaudzes pârstâvju, mûzikâ kïûst par galveno,
nedalîti valdoðo faktûras veidu. Taèu, protams, ðajâ laikposmâ tapis arî ne
mazums spilgtu skaòdarbu, kuros sonorika parâdâs tikai epizodiski.

Tâdçjâdi vairâkâs desmitgadçs izveidojuðâs sonoriska un nesonoriska
materiâla mijiedarbes formas, kuras, lai arî individuâlas, tomçr vismaz daïçji
iespçjams sistematizçt. Raksta mçríis ir iezîmçt daþus bieþâk sastopamos
ðâdas mijiedarbes modeïus. Kâ piemçri tiks aplûkoti skaòdarbi gan no pa-
saules, gan latvieðu mûzikas klâsta.

1. Sonoriska dûmaka skaòdarba malçjos posmos

Ðî modeïa raksturiezîme ir sonoriska materiâla izmantojums skaòdarba
malçjos posmos, kur neordinârais tembra vai harmonijas kolorîts lîdztekus
klusinâtai dinamikai akcentç mûzikas mistisko, pârpersonisko ðíautni;
turpretî vidçjâs fâzçs dominç nesonorisks, melodisks un pilnskanîgâkâ izklâstâ
tverts tematisms. Modeïa vçsturiskâs saknes varam atrast jau daþos roman-
tisma stila paraugos. Viens no piemçriem ir krievu komponista Aleksandra
Borodina miniatûra Klosterî no Mazas svîtas klavierçm (publicçta 1885). Ðî
skaòdarba pieci posmi izkârtoti koncentriski. Otrais (19.–33., 52.–68. t.) un
ceturtais posms ietver klusinâtu melodiju, kas savas attîstîbas kulminâciju

4 Skat. par to, piemçram: Kudiòð 2008; Torgâns 2010: 265–267.
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gûst centrâlajâ, treðajâ posmâ (34.–52. t.). Toties abos malçjos posmos (1.–
18., 69.–86. t.) nav izmantots melodisks materiâls: p dinamikâ skan izkliedçti
akordi, un, lai gan tonikas çrìeïpunkts ( cis) norâda uz tonalitâti, tomçr galve-
nais nav akordu funkcionâlâ piederîba, bet tieði kolorîts – tâlu baznîcas zvanu
atveids. Koloristiku, kâ pamatoti atzîmç muzikologs Aleksandrs Makligins
(Ìàêëûãèí  2005: 389–391), varam uztvert kâ sonorikas priekðteci.

Vispârzinâma ir franèu impresionistu interese par Varenâs kopas kom-
ponistu radoðajiem meklçjumiem. Tâpçc likumsakarîgi, ka tieði Kloda Debisî
un Morisa Ravela mûzikâ nereti parâdâs nule aplûkotajai miniatûrai lîdzîgs
skaòdarba modelis: smalki niansçts tuvoðanâs/attâlinâðanâs procesa atveids
ar tikko uztveramâm pârejâm starp skaòu un klusumu. Tas rada priekðstatu,
ka mûzika iznirst no mistiskas tumsas vai dûmakas5 un atgrieþas tajâ. Tieði
tâpçc kompozîcijas sâkumâ un noslçgumâ bieþi koncentrçjas saskaòas, ko
varam uzskatît par sonorikas priekðvçstneðiem, jo to kolorîts ir svarîgâks
nekâ harmoniskâ funkcija. Savukârt skaòdarba centrâlajâ daïâ, kur tumsas
vai dûmakas tçls ir pilnîbâ atkâpies, priekðplânâ izvirzâs jau melodisks tema-
tisms tradicionâlâ izpratnç. Viens no pazîstamâkajiem ðâda attîstîbas modeïa
piemçriem ir Debisî klavieru prelûdija Nogrimusî katedrâle (1910) ar zîmîga-
jiem kvartu/kvintu intervâliem skaòdarba sâkumâ, kas izceï noslçpumainas
tâles iespaidu (1.–15. t.). Tikai pçc tam uz ðî fona pamazâm raisâs melodija,
kas tomçr îsti droði, plaði un himniski izskan vienîgi centrâlajâ daïâ (28.–
41. t.), lai pçc tam sâktos pakâpenisks atceïð uz sâkotnçjo mistikas vidi, un
pilnîgu pâreju uz to simbolizç dziestoðie kvartu/kvintu struktûras akordi
noslçgumâ (pçdçjâs 6 taktis). Daïçji radniecîgu ideju îstenojis Bçla Bartoks
savâ miniatûrâ Nakts skaòas no klaviercikla Brîvâ dabâ (1926) – ðeit kolo-
ristiku pârstâv sekundu saskaòas, kas dominç skaòdarba sâkumâ un beigâs,
bet vidusfâzçs tikai brîþam ieskandinâtas melodiskâs attîstîbas fonâ.

Kâ piemçru, kur lîdzîga koncepcija risinâta laikmetîgajâ mûzikâ, un jau
ar îsti sonoriskiem lîdzekïiem, var minçt 2006. gadâ tapuðo Çrika Eðenvalda
kora kompozîciju A Drop in the Ocean. Tâ veltîta Mâtes Terçzes piemiòai.
Nosaukuma izvçli iedvesmojuði vârdi, ko viòa teikusi par savu mûþa darbu:
“Visa mana dzîve, mans darbs ir kâ piliens okeânâ. Tomçr, ja es to nebûtu
darîjusi, okeâns taèu bûtu par vienu pilienu tukðâks”6.

5 Par dûmaku (miglu) kâ impresionistu iemîïotu mistikas simbolu plaðâk raksta
ðî stilistiskâ virziena pçtniece Þanna Paslere (Pasler 2001: 91).

6 Citçts pçc: Ðtâls, Egils. Kora “Kamçr...” koncerti 29. un 30. decembrî LU Lielajâ
aulâ izpârdoti. http://www.kamer.lv/content/view/38/38/lang,LV/  [skatîts 2015. gada
19. martâ].
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1. piemçrs. Çriks Eðenvalds. A Drop in the Ocean7

7 Rîga: Musica Baltica, 2008.



334

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

Skaòdarbs sâkas ar sonoriskiem paòçmieniem kora partijâ – èukstiem
un skaïu elpoðanu (whistle and quasi loud breathing), kas simboliski ataino
nosaukumâ pieteiktâ bezgalîgâ okeâna ðalkas. Tikai pçc tam uz ðî fona
iezîmçjas arî melodija.

Pamazâm tâs loma arvien pieaug, un skaòdarba centrâlajâ daïâ (no
55. t.) jau visas kora partijas ietver ekspresîvu melodisko lîniju savijumu:
sonorikas elementi ðeit pazûd pilnîbâ. Savukârt noslçgums veidots ar Eðen-
valdam arî tuvu paòçmienu: îss melodiskais motîvs tiek ilgstoði ostinçti
atkârtots, ïaujot tam pakâpeniski izgaist un saplûst ar klusumu. Uz ðî fona
atkal dzirdama skaòdarba sâkumam raksturîgâ kora sonorika – èuksti un
elpoðana (whistle and breathing) kâ okeâna ðalku atveids.

Ja atgrieþamies pie iepriekðminçtâs Debisî prelûdijas Nogrimusî ka-
tedrâle, var minçt kâdu zîmîgu sakritîbu ar Eðenvalda darbu: koloristiskâs
vai sonoriskâs saskaòas ievadâ un noslçgumâ abâs kompozîcijâs iztçlo okeânu
kâ mûþîbas simbolu; tas stâv pâri visam cilvçciskajam, laicîgajam, ko savukârt
simbolizç skaòdarba vidusdaïâ ietvertais nesonoriskais, melodiskais materiâls.

Ðî paða modeïa nedaudz atðíirîgu îstenojumu redzam Santas Ratnieces8

kora kompozîcijâ Chu dal (Silent Water, 2008). Arî ðajâ gadîjumâ sonorika
dominç skaòdarba malçjâs fâzçs. Par pretstatu kïûst formas centrâlâ daïa,
kas, lîdzîgi kâ Eðenvaldam, apveltîta ar subjektîvâku, neoromantisku ievirzi.
Ðâdu formas risinâjumu rosinâjis skaòdarba siþetiskais pamats: stâsts par
tibetieðu mûkiem, kuri ik gadu dodas uz salu Namco ezerâ, lai tur meditçjot
pavadîtu laiku no vienas ziemas lîdz nâkamajai. Pçc autores sniegtâ skaòdarba
apraksta, “forma iezîmç ðo sasalumu malçjos posmos un pavasarîgo, kûstoðo,
saulaino salu viducî”9. Sonoriskais materiâls malçjos posmos saistîts ar paðas

8 Kâ savus garîgos radiniekus mûzikâ Ratniece savulaik nosaukusi Dþaèinto Ðelsi
(Giacinto Scelsi) un Klodu Vivjç ( Claude Vivier). Kâdâ intervijâ viòa arî paskaidrojusi,
kas viòu saista Ðelsi darbos: “Man patîk viòa attieksme pret skaòu kâ pret kaut ko
unikâlu. Kâ skaòa dzîvo un kustas. Un kâ tâ s v â r s t â s  u n  v i b r ç ,  u n  t r î c – kâ
plazma [izcçlums mans – B. J.]. Un tâ ir piepildîta ar dziïumu, vienlaikus – ar vieg-
lumu” (Ratniece 2007: 20).

Arî paðas Ratnieces mûzikâ viens no galvenajiem izteiksmes lîdzekïiem ir vibrçjoðu
lîniju sonorika, turklât tâ parâdâs ïoti daudzveidîgi un smalki niansçti: sastopami
glisando, trilleri, tremolo un, kâ atzîmç Ratnieces daiïrades pçtniece Gundega Ðmite,
ïoti daþâdi vibrato veidi – “ar lçnu vibrâciju, ar lçnu vibrâciju ¼ toòa apjomâ, kâ arî
ar spçcîgu vibrâciju” (Ðmite 2013: 153). Tomçr lielâkoties viòas darbos ðâda vibrçjoðo
lîniju sonorika un no tâs izrietoðâ trîsuïojoðu gaismçnu spçle neaptver gluþi visu
mûzikas materiâlu un mijiedarbojas ar melodisku tematismu.

9 Ratniece, Santa. Choir music. http://santaratniece.blogspot.com/p/blog-page_
19.html  [accessed Januar 25, 2015].
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komponistes asociatîvo dzeju tibetieðu valodâ. Atðíirîbâ no vidusdaïas10, te
dominç daþâdi nebalsîgas skaòas efekti, kas izmantoti vçl papildus dzejas
tekstam un akcentç mûzikâ mistikas niansi.

Aplûkotie Eðenvalda un Ratnieces skaòdarbi ir tikai daþi no piemçriem,
kas ïauj secinât: no impresionisma mantotais mûzikas dramaturìijas modelis
21. gadsimtâ turpina attîstîties, gûstot visnotaï daþâdus, savam pirmvariantam
vairs tikai attâli lîdzîgus risinâjumus.

2. Sonoriska kulminâcija kâ dramatiskas attîstîbas virsotne

Sonorikas izmantojums var iezîmçt pçctecîbu ne vien impresionisma,
bet arî (plaðâ nozîmç) ekspresionisma tradîcijai. Ðajâ gadîjumâ tas izpauþas
kâ tiece ne vairs uz ireâli mistiska, bet uz galçji dramatiska efekta radîðanu.
Galvenie izteiksmes lîdzekïi ir bagâtîgs klasteru izmantojums augstâ dina-
mikas gradâcijâ un instrumentu tembru pârveids, tiem spçlçjot neierastâ
tesitûrâ, tâdçjâdi rosinot ekstremâlas spriedzes eskalâciju. Tieði ðâdâ rakursâ
sonorikas iespçjas atklâtas skaòdarbâ, ko pieòemts uzskatît par ðîs tehnikas
manifestu – Kðiðtofa Penderecka Raudâs Hirosimas upuru piemiòai (1960)
ar tâ divpadsmitskaòu klasteriem un visaugstâkajâm iespçjamajâm skaòâm
stîgu instrumentu partijâs.

Latvieðu mûzikâ tieci uz dramatisku sonorikas traktçjumu nepârprotami
redzam vairâkos Pçtera Vaska 70./80. gadu skaòdarbos. Tiesa, atðíirîbâ no
tikko pieminçtajâm Raudâm [..], sonorika tajos izmantota vien epizodiski
un tieði dramatiskâkajos brîþos11, kâ caurvijattîstîbas procesa kulminâcija
îsi pirms skaòdarba beigu fâzes.

Piemçru vidû ir Drâma no Cikla  klavierçm (1976). Nesonoriskâ mate-
riâla izklâstâ te iezîmçjas divas intonatîvâs sfçras. Pirmâ veidojas kâ nervozi
aprautu, trauksmainu motîvu virkne; to var atpazît pçc asâm sinkopçm,
kâpjoðâm hromatisku mazu sekundu intonâcijâm un harmonijas, kurâ dominç
asi disonantas lielo septimu un mazo nonu saskaòas. Tçlaini ðo sfçru iespçjams
uztvert kâ protestu, izmisîgu svaidîðanos. Savukârt otru sfçru, kas balstâs
tritonu monoritmiskâ izklâstâ un lçnâkâ pulsâcijâ, varçtu nosacît apzîmçt
kâ fatâlo; zîmîgi, ka tâ Cikla gaitâ parâdâs ikreiz arvien biezâkâ faktûrâ, kâ

10 Tâs tekstuâlais pamats ir anonîma tibetieðu autora dzejolis par pavasari.
11 Iespçjama zinâma analoìija ar citu Penderecka skaòdarbu – Sv. Lûkas pasiju

(1966), jo arî tajâ sonorika parâdâs dramatiski spriegâkajos momentos. Muzikologs
Aleksandrs Ivaðkins, raksturojot ðo kompozîciju, norâda: “Noteikta intonatîvâ sfçra
saglabâjas oríestra balsîs (koris ir interpretçts tîri sonoriski – kâ pûïa kliedzieni)”
(Èâàøêèí 1983: 73).
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arvien vairâk sabiezçjoði draudi. Savâ ziòâ tâ simbolizç Vaska paða retoriski
uzdoto jautâjumu, kas atspoguïo vienu no viòa mûzikas pamatidejâm: “Vai
cilvçks, vai cilvçce spçs tikt pâri iznîcinâðanas kârei, kas – nezinu pat, kâ lai
to nosauc, – kas cilvçkâ sçþ iekðâ, laiku pa laikam uzliesmodama melnâm
liesmâm?” (Jakubone 1990: 157).

2. piemçrs. Pçteris Vasks. Drâma no Cikla 12

12 Mainz: Schott Music, 2013.
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Sonorikas pirmâ izpausme ir klasters fff dinamikâ jau daïas sâkumâ;
Drâmas gaitâ tas atkârtojas divreiz (pçc 8. partitûrnumura) un uztverams
kâ lakoniska, strupa atbilde protesta tçmai. Tomçr visizvçrstâkâ sonorikas
izpausme ir tieði Drâmas noslçgums: kad attîstîba ir sasniegusi spriedzes
apogeju, seko pâreja uz klasterveida saskaòâm (kulminçjoðâ no tâm skan
ffff dinamikâ), kas rada asociatîvu saikni ar sabrukumu, visu iepriekðçjo
cîòu un protestu veltîgumu.

Pats Vasks atzîst, ka viòa skaòdarbos nereti parâdâs slçpta programma,
ko iespaidojis Olivjç Mesiâna Kvartets laika galam un tajâ vçrojamâ izpratne
par laikmeta dramatismu: “[..] situâcija, kad cilvçce ir nonâkusi lîdz krîzei,
lîdz katastrofai” (Jakubone 1990: 157). Ðî modeïa raksturîgumu komponista
daiïradei apliecina arî viòa klavieru trio Episodi e canto perpetuo (1985) –
veltîjums Mesiânam. Skaòdarba sestajâ daïâ Burlesca II redzam lîdzîgas
attiecîbas starp lielâkoties nesonorisku izklâstu ceïâ uz kulminâciju un sono-
risku, traìiskam sabrukumam lîdzîgu kulminâciju, kas izcelta ar klasteri.

Atðíirîgs ðî paða modeïa piemçrs ir Alfrçda Ðnitkes Klavieru kvinteta In
memoriam (1972–1976, veltîts mâtes piemiòai) otrâ daïa. Sonoriskais efekts,
ar ko izcelta kulminâcija, ðoreiz nav klasters, bet mikrohromatisks trilleris.
Starp cikla piecâm, lielâkoties lçnâm un klusi meditatîvâm daïâm tieði otrâ
iezîmç krasâku kontrastu. Tâ veidota kâ valsis – taèu, kâ pamatoti atzîmç
Ðnitkes daiïrades pçtniece, muzikoloìe Valentîna Holopova, nevis kâ gaiða
deja, bet drûmi fantastisks valse macabre (Õîëîïîâà  1990: 117). Izmantota
valsim tipiskâ trijdaïu forma, un lielâkoties tajâ dominç melodisks tema-
tisms – smeldzîgi dejiskâ pamattçma ir sakòota BACH intonâcijâs. Krîtoðas
mazâs sekundas ir bûtisks izteiksmes elements, taèu jau vienâ no vidusdaïas
fragmentiem (no 90. t.) tâs nomaina mikrohromatiska (ceturtdaïtoòu) tril-
lerveida lînija. Vçlâk ðis trilleris atgrieþas kâdâ no reprîzes posmiem (no
197. t.), tagad jau ne vairs kâ lînija, bet kâ josla – triju trillerveida lîniju
savijums abu vijoïu un alta partijâs. Mikrohromatiskais rakstîbas veids ðoreiz
izmantots nevis, lai akcentçtu skaòaugstumu maksimâlu precizitâti, bet gluþi
pretçjâ nolûkâ – radot vaidu, haosa iespaidu, ko atspoguïo atkâpe no iepriek-
ðçjâm, klasiskâs mûzikas pârzinâtâjiem labi pazîstamajâm BACH intonâ-
cijâm. Tâdçjâdi sonoriskais efekts gûst lîdzîgu satura funkciju kâ klasters
iepriekð aplûkoto Vaska darbu kulminâcijâs. Reizç ðis posms iezîmîgs ar
sonoriskâ un nesonoriskâ mûzikas materiâla mijiedarbi vertikâlç, jo klavieru
partijâ, kreisâs rokas basa lînijâ, parâdâs Dies irae sâkummotîvs, kas valse
macabre pulsâcijâ ienes vçl jaunu dimensiju.
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3. Sonorisks izklâsts kâ parodijas lîdzeklis

Ðis modelis liecina ne vien par daþâdu izklâsta tipu, bet arî daþâdu stilu
mijiedarbi – bûtisku 20./21. gadsimta kultûras tendenci. Nesonoriskais
materiâls tâ ietvaros nepârprotami uztverams kâ pagâtnes zîme; savukârt
pretstatîtais sonoriskais materiâls akcentç pagâtnes kultûras transformâciju
laikmetîgajâ vidç un bieþi ietver parodijas efektu. Savâ ziòâ te izpauþas attâla
radniecîba Oskara Vailda româna Doriana Greja ìîmetne  koncepcijai: viena
un tâ pati seja daþâdos laika periodos iegûst pârsteidzoði atðíirîgus vaibstus.
Viens no ðâda attîstîbas modeïa piemçriem ir Sarabanda no Arvo Perta
Kolâþas par BACH stîgâm, obojai, klavesînam un klavierçm (1964). Ðî skaò-
darba pamatâ ir Johana Sebastiâna Baha Sarabanda no Sestâs angïu svîtas.
Katram no trim Baha Sarabandas pamatposmiem paða Perta oríestrâcijâ
seko spçcîgi transformçts (parodçts) tâ atveids it kâ greizajâ spogulî, proti,
klasterveida izklâstâ. Abu veidu materiâli mijas atbilstoði divkârðâs trijdaïu
formas shçmai a-b-a

1
-b

1
-a

2
. Tomçr komponista vçstîjuma izpratnei zîmîgi,

ka pçdçjo vârdu Perts atstâjis Baham.
Helmûta Lahenmaòa skaòdarbâ Accanto klarnetei, oríestrim un magne-

tofona lentei (1976) veidojas paradoksâls pretstatîjums starp paða Lahenmaòa
sonorisko mûzikas materiâlu (klarnetes partijâ dominç elpas efekti, perkusîvi
paòçmieni u. tml.) un Volfganga Amadeja Mocarta Klarnetes koncertu.

Latvieðu mûzikâ viens no skaòraþiem, kas vissmalkâk izkopuði daþâdas
stilu mijiedarbes formas – no humoristiska lîdzâsnostatîjuma lîdz pat konfron-
tâcijai –, ir Pçteris Plakidis. Starp paòçmieniem, ko viòð ðajâ kontekstâ izmanto,
reizçm ir arî sonorikas elementi; tie parâdâs, piemçram, klavieru trio Roman-
tiska mûzika (1980) sâkumposmâ. Ðeit Plakidis pagâtnes stila transformâcijâ
izmanto pieeju, kas atðíiras no Perta Sarabandâ vçrojamâs: Romantiskas
mûzikas sonoriskais (laikmetîgais) un nesonoriskais (pagâtnes stilistikâ
sakòotais) materiâls izklâstîts nevis secîbâ, bet vienlaikus. Respektîvi, izteikti
neoromantiska, tonâli skaidra (Sol maþors) un klasiski noapaïota stîgu instru-
mentu dziedâjuma fonâ kâ neuzkrîtoðs komentârs parâdâs ar to harmoniski
pilnîgi nesaderîgi îsi motîvi vai arî sonori plankumi  – sekundu saskaòas. Tie
izklâstîti brîvâ attîstîbâ, bez jebkâdas formas pabeigtîbas – pârsvarâ augstâ
reìistrâ un klusinâtâ dinamikâ.

No vienas puses, ðâdâ divu elementu kontrapunktâ var saklausît humoru,
parodiju par pagâtnes stilu, no otras – arî kâdu filozofisku dimensiju, kas
akcentç romantisko ideju atsveðinâtîbu no mûsdienu laikmeta, seno vçrtîbu
irealitâti tagadnes apstâkïos. Komponista idejas interpretâcija, tâpat kâ Perta
Kolâþâ par BACH, var bût daudznozîmîga un raisît daþâdas asociâcijas.
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3. piemçrs. Pçteris Plakidis. Romantiska mûzika13

13 Rîga: Musica Baltica, 2002.
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Secinâjumi

— Sonorikas izmantojuma konteksts no mûzikas dramaturìijas viedokïa
var bût visai daudzveidîgs. Tomçr îpaða prioritâte ir divâm tçlu sfçrâm:
mistiski ireâlâm un dramatiski sakaitçtâm noskaòâm.

— Abas ðîs sfçras iezîmç pçctecîbu iepriekðçjo laikmetu mûzikas tradîcijâm–
no vienas puses, impresionismam ar tâ krâsainîbas meklçjumiem, no
otras – ekspresionismam ar neatrisinâtu disonanðu (un tâlâkâ perspektîvâ
klasteru) sablîvçjumu.

— Sonoriska/nesonoriska mûzikas materiâla dialogs vai konfrontâcija bieþi
atspoguïo kâdu programmatisku ideju vai slçptâs programmas izpausmi–
to redzam praktiski visos analizçtajos skaòdarbos. Tas savukârt aplie-
cina, ka ðajâ jomâ bûtiska ir arî daþâdu ârpusmuzikâlu ideju ietekme.
Ðis nelielais pçtîjums nepiedâvâ tçmas visaptveroðu atklâsmi. Tomçr

gribçtos cerçt, ka tas sniegs metodoloìisku ierosmi dziïâkai un vispusîgâkai
sonoriskâ/nesonoriskâ materiâla mijiedarbes formu analîzei. Tçmas turpmâka
izpçte varçtu bagâtinât priekðstatus par sonorikas estçtisko pamatu, kas atspo-
guïo ne vien mûzikas specifiku, bet arî laikmetîgâs mâkslas attîstîbas ten-
dences kopumâ.

Sonorism and Its Context: Some Characteristic Models
of a Musical Composition

Baiba Jaunslaviete

Summary

In 1854, Eduard Hanslick challenged the views of the authors who
claimed hearing music in “the murmuring brook, the roar of the ocean waves,
the thundering avalanche, and the howling of the wind” (Hanslick 1910:
149). He notes: “All such sounds are mere noice – i.e., an irregular succession
of sonorous pulses. Very seldom, and even then only in an isolated manner,
does nature bring forth a musical note of definite and measurable pitch. But
a musical note is the foundation of all music” (Hanslick 1910: 149–150)

Sonorism is one of the compositional techniques that, in its most radical
form, reflects a new attitude towards the essence of music: the priority of
fixed pitches and melodic beauty that was supported in works by Hanslick
has lost its former authority; in its place we have accepted the view that all
soundings, with fixed and unfixed pitches, and in different timbral colours,
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can create music. John Cage expressed this ‘sonoristic’ understanding of
music already in 1937: “I believe that the use of noise to make music will
continue and increase” (Cage 2004: 25–26), and also: “Wherever we are,
what we hear is mostly noise. When we ignore it, it disturbs us. When we
listen to it, we find it fascinating” (Cage 2004: 25).

The article deals with some characteristic models of the use of sonoristics
and its interaction with non-sonoristic musical material. According to the
first model, sonoristics dominate the marginal phases of musical composition
where it could be perceived as a symbol of the mystical sphere, the eternity.
The roots of this model can be observed in the romantic music, for example,
in the works by Russian composers from the group Five. The article discusses
the piece In a Monastery from the Little Suite by Alexander Borodin with
coloristic chords in the beginning and the ending, as well as similar concepts
in the music of impressionists (The Sunken Cathedral by Claude Debussy).
However, the main focus is on the choral works by the contemporary Latvian
composers Çriks Eðenvalds (A Drop in the Ocean) and Santa Ratniece (Chu
dal).

In the second model, sonoristic is used in extremely dramatical context
that can be clearly seen in some works by Krzysztof Penderecki and by the
Latvian composer Pçteris Vasks. In separate works by Vasks (Drama from
the Cycle for piano, et al.) the most important manifestation of sonorism is
the tragic culmination at the end of the piece. It could be expressed with a
cluster, perceived as a tragic collapse. Another type of such a culmination
can be found in the beginning of the recapitulation of the second movement
from the Piano Quintet by Alfred Schnittke where sonorism appears as a
microtonal musical material instead of melodics and is perceived as a symbol
of groans, chaos.

The third model projects a stylistic transformation (sometimes a parody)
of non-sonoristic (neo-classical, neo-romantic) thematism – the general
aesthetic idea is a contemporary modification of the classic values of the
past (with examples from music by Arvo Pärt, Helmut Lachenmann and
Pçteris Plakidis).

The article does not intend to explore different kinds of sonoristic models
in depth, but rather to encourage an evaluation of the forms of dialogue
between sonoristic and non-sonoristic material and the aesthetics they
represent.
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Sonoristic Effects Performed on Woodwind
Instruments in the Music of the 20th and 21st Century

Dr. hab. art.  Ryszard Ýoùædziewski
Professor of the Karol Lipiñski Academy of Music in Wroclaw

Introduction

Art, as all other areas of life, undergoes a continuous process of evolution.
The contemporary listener is more and more pretentious and often sets a
high standard for the performer, expecting new sensations and aesthetic
experience. That is why today’s instrumentalists, including woodwind players,
are ‘forced’ to search for evolving methods of sound production on their
instruments. For this reason, among others, in the instrumental music of the
20th century, the music performed on woodwind instruments, in which various
sonoristic effects atypical of standard performances played a vital role. Due
to the comprehensiveness of the subject at hand, I present only twelve basic
and non-standard woodwind instruments performance techniques applied
in the 20th century music, with the main focus on the saxophone as the
instrument of great potential in performance of all kinds of sonoristic effects.

Microtones

A quarter tone is the exact distance between two pitches equalling a
tempered semitone, i.e. 1/24th of an octave. Quarter tones were already known
in the music of Ancient Greece, where they were included in the enharmonic
system of pitches. Nowadays, quarter tones and micro-intervals are typical
of Oriental music, and are rarely applied in European music. The precursor
and outstanding propagator of quarter tone music was the Czech composer
Alois H ába. In 1968, he composed the Partita for alto saxophone solo, Op. 99
for Sigurd Raschèr, in which he successfully applied the quarter tone scale.
Quarter tone music and micro-intervals were reinstated for good in contem-
porary music by avant-garde composers and served as embellishments to
the melodic line of a composition. To accurately produce microtones using
the fingerings presented here, a good sense of hearing is absolutely necessary.
There are no ready-made fingerings that exist as such. Rather, each tone
requires its own particular intonation. This also applies, of course, to the
standard, chromatic scale.
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Example 1. Ryszard Ýoùædziewski. Sea Depths: p. 15

Timbral fingerings

This is a special performance technique with which the musician pro-
duces a subtle change in sound quality with the use of an alternate fingering.
Most of the sounds reached with alternate fingerings are based on the
harmonic series, i.e. on the harmonics beginning with the fundamental. With
adequate use of a flexible oral cavity, it is possible to play aliquots, simulta-
neously applying the basic fingering. For each tone, in addition to the standard
fingering, there exists also an alternate fingering.

Example 2. Ryszard Ýoùædziewski. Sea Depths: p. 13

Slap-tonguing

The term ‘slap-tonguing’ defines a specific sonoristic-percussive effect,
resembling the sound of popping or clicking with one’s tongue. Linguistically,
the slap corresponds to the explosive consonant ‘t’. Slap is a strong marcato
accent and can be performed as a type of staccato but can also be played as
an initial attack on a longer note. Slap-tonguing is a technique successfully
applied on single-reed instruments, i.e. clarinets and saxophones. Since this
effect is easier to produce on saxophone and bass clarinet, it is most often
written for these instruments. A prototype for slap-tonguing could have been
the pizzicato performed on bowed string instruments, as well as plucked
string instruments, and in the 20th–21st century also on the piano (by plucking
the strings). In the case of string instruments, the technique of this peculiar
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sounding pizzicato which corresponds to slap-tonguing is performed by
pulling the string to the outside and releasing it suddenly. The string, returning
to the neck of the instrument, hits it noisily, thus creating a characteristic
acoustic effect, in a way comparable to slap-tonguing on clarinet or saxo-
phone. On these instruments, the effect is widely applied in contemporary,
jazz and illustrative music.

Generally, two techniques of slap-tonguing are distinguished:
— ‘expiratory’ slap-tonguing by producing ‘embouchure pressure’ in the

oral cavity;
— ‘inspiratory’ slap-tonguing by producing ‘embouchure hypotension’ in

the oral cavity.
These techniques of slap-tonguing are fundamentally different in the

type of pressure produced in the oral cavity, and particularly in the relation
between the musician’s tongue and the reed. In the first case, the widest pos-
sible surface of the tongue adheres closely to the reed and tightly closes the
air inlet of the mouthpiece. The increased air pressure in the oral cavity and
a sudden release of the tongue, such as when articulating the syllable ‘tuh’,
cause the tongue to ‘unglue’ from the reed by pulling the reed with it from
the edge of the mouthpiece. Because of the elasticity of the reed fibres, the
reed returns to the mouthpiece hitting its edge with a bang, thus producing
a characteristic dry knocking sound, associated with a percussive stroke.

A short stream of accumulated air passing through the mouthpiece causes
a short vibration of the reed, which, in its turn, generates a short sound with
a narrow band of overtones. Depending on the amount of pressure generated
and the strength with which the musician releases the tongue from the reed,
slap-tongues produced have a definite pitch or are just dry percussive effects.

The second technique of slap-tonguing is based on the generation of
hypotension in the oral cavity, as in the case of clapping or clicking with
one’s tongue. In this scenario, the air is sucked through the mouthpiece and–
because the oral cavity is flexible – the hypotension is created. The tongue
adheres closely to the reed and then pulls it along when released, and the
slap-tongue is produced, as in the previous case. Both slap-tonguing techniques
require long-term practicing from the musician and depend largely on indi-
vidual predispositions, such as the structure and the agility of speech organs,
the particular shape of the oral cavity, pharynx and trachea, and individual
embouchure properties.

Because of the resonating areas in the oral cavity, the mouthpiece and
the body of the instrument, this effect is multiplied and resembles a rattle.
When this technique is mastered, the acoustic effect produced is comparable
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to a loud percussive stroke. One needs to remember that by slap-tonguing
we can obtain a sound of a definite pitch or a solely percussive effect. The
first occurrence of the slap-tonguing technique in saxophone music dates
back to 1934 and was used in Concertino da camera by Jacques Ibert.

Example 3. Ryszard Ýoùædziewski. Sea Depths: p. 17

Flutter-tonguing (Flatterzunge)

Flutter-tonguing is a musical effect similar to tremolo which is success-
fully applied by clarinet, flute and saxophone players. It is produced by
fluttering the tongue, as in pronouncing the ‘trrr’ sound. Two methods to
produce this effect are possible:
— flutter-tonguing with the front of the tongue;
— flutter-tonguing with the back of the tongue.

The first type of flutter-tonguing is generated with a permanent, conti-
nual articulation of the ‘r’ syllable while simultaneously playing the instru-
ment. The front part of the tongue vibrates (flutters), interrupting the air
column, and generates a characteristic sonoristic effect. The second method
of flutter-tonguing – with the back of the tongue – resembles the flutter with
the front of the tongue, with the only difference in the fluttering part (which
in this case is the palatine uvula), as in the pronunciation of ‘r’ in French. In
other words – this is a pharyngeal method of sound articulation. The back
of the tongue is slightly raised towards the soft palate, and the uvula, by
vibrating, interrupts the air column – this is how we achieve a tremolo-like
effect. The best sounding flutter-tonguing effects are produced between the
mp and f’ dynamics. Generally, flutter-tonguing can be applied on any dyna-
mic level within the standard range of an instrument.

Air sound / Aeolian tone

The air sound performance technique applied on woodwind instruments
is based on blowing into the instrument with a very relaxed embouchure. In
such a case, air passing through the instrument does not produce sound, but
generates only a hum. These humming sounds are of indefinite pitch and are
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possible to perform in subtle and, at the best, lower instrument registers. This
effect, when performed, adds a particular sonoristic quality to the musical
work.

Example 4. Ryszard Ýoùædziewski. Sea Depths: p. 10

Subtone

A subtone is a subdued sound produced on the instrument, resembling
a sound generated with the use of a mute. Subtones can be produced only in
lower registers of clarinet or saxophone. The subtone technique is the opposite
of altissimo and is based on eliminating or limiting to the greatest possible
extent the harmonics above the fundamental frequency, i.e. the overtones in
a harmonic series. There are two methods of subtone production:
— by relaxing the embouchure,
— by muting the reed with the tongue.

The embouchure relaxing technique, as can be inferred from its name,
is based on the relaxation of speech organs’ muscles, mainly the orbicularis
oris muscle, and a slight withdrawal of the mouthpiece from the mouth (so
that the reed is supported only by the lower lip, i.e. the lower lip at the
moment does not shield the mandibular central incisors). Maxillary teeth
can, but do not have to, minimally rest on the upper surface of the mouthpiece,
and the mouthpiece itself is held only between the lips – in the way a cigar is
held while smoking. The area of the lower lip that touches the reed is in this
case significantly bigger than during standard instrument playing. Because
of that, the lower lip partially mutes the vibration of the reed, thus eliminating
or limiting to a significant extent the harmonics above the fundamental
frequency. The second method of performing subtones is based on muting
the reed with the tongue. In this technique it is the tongue that mutes the
vibration of the reed – an action which in the first case was performed by
the lower lip. Using this technique, the musician maintains continuous contact
of the tongue with the reed in such a way that the vibration of the reed is not
completely, but only partially limited. That is how the harmonics above the
fundamental frequency are largely eliminated. In this subtone producing
technique, the mouthpiece is held in the same way as during standard instru-
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ment playing; only the tongue is in a different position. In both scenarios the
vibration of the reed is muffled, and thus the upper overtones of the harmonic
series are ‘cut’ – this means the sound is subdued, hollow and takes a charac-
teristic, sonoristic form called a ‘subtone’. Whilst sounds with a full, natural
harmonic series are clear, subtones, with a small number of harmonics, are
devoid of natural aural parameters. The dominating sound as received by
the listener is the fundamental frequency. It should be noted that the tone
quality in both cases of overtone muting is the same or very similar.

Glissandi

Glissando (a word derived from French, literally means ‘gliding’) indi-
cates a glide from one pitch to another, performed as fluently as possible. It
is produced by playing intermediate sounds between the starting and the
target pitch.

It can be either ascending or descending. On woodwind instruments,
glissando can be produced in various ways, e.g. with the instrument keys,
embouchure (because of the flexible oral cavity), or with the use of instrument
keys and a simultaneous embouchure change. Glissandi can be performed
on a woodwind instrument in various ways. Depending on the musical con-
text, glissandi can also be mixed and combined with flutter-tonguing, double
tonguing or with voice.

Example 5. Ryszard Ýoùædziewski. Sea Depths: p. 15
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Multiphonics

F i n g e r i n g - b a s e d  m u l t i p h o n i c s

These multiphonics are usually performed with the use of specific (non-
standard) fingerings, in connection, in most cases, with an adequately modi-
fied embouchure. This technique enables the performer to generate between
two- to four-toned multiphonics. Using different techniques, a skilled musician
can produce an even more complex chord. The generation of a certain group
of multiphonics – fingering-based – is not a difficult task for performers and
their formation is a natural process, which is why they most often appear in
contemporary sheet music. Their universality is also related to their property:
a selective and stable sound. Moreover, the relation of multiphonics with
neighbouring notes, irrespective of the articulation type, is usually ‘friendly’.
The harmony created with the use of multiphonics is generated with the use
of an adequately elaborate fingering; a fingering which almost forces the
activation of overtones (tones in a harmonic series), thus evoking a natural
resistance resulting from complicated acoustic principles. The process of
generating overtones in this case is more ‘favourable’ than in other instances
of playing harmonics above the fundamental frequency.

V o c a l - i n s t r u m e n t a l  m u l t i p h o n i c s

These multiphonics are created while playing the instrument and simul-
taneous singing (humming) the pitches or the tonal melody intended for the
voice. It is possible to sing, within the respective individual vocal range,
while simultaneously playing a woodwind instrument. The movement of
the voice is independent of the woodwind instrument, so that within a limited
framework, a kind of two-part ‘counterpoint’ is possible. Parallel singing
and playing of two separate melodic lines – which are consciously shaped by
the instrumentalist – is successfully applied in the case of wind instruments.
Analysing the harmony created on wind instruments from a historical point
of view, it should be clearly noted that vocal-instrumental multiphonics were
successfully used by the composers as early as in the 19th century, among
others by Carl Maria von Weber. In this case we are referring to the multi-
phonics produced as the result of natural chords generated with the use of
the human voice. This type of performing was mostly applied by the French
horn players who produced two, three or even four tones simultaneously.
The technique of performing multiphonics comes down to simultaneous
playing and singing. An adequately skilled instrumentalist, activating the
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vocal chords during playing (by singing or humming definite pitches), can
produce a multiphonic sound with the use of acoustic properties by the
appropriate isolation of neighbouring pitches (tones) of a harmonics series –
the so-called overtones. This technique has been known for a long time;
however, it has rarely been used. An example of the application of multi-
phonics in French horn literature is the cadenza from the final movement of
Concertino for Horn and Orchestra, Op. 45 by Carl Maria von Weber, a
work composed in 1806.

Example 6. Ryszard Ýoùædziewski. Sea Depths: p. 10

Key clicks (Key percussion)

Key click sounds (key percussion) can be reinforced and used as percus-
sive accents. The production of these sounds on instruments such as flute or
saxophone is performed by closing individual keys without blowing into the
instrument. Key clatter, additionally reinforced by the resonance of the instru-
ment, generates a sonoristic effect similar to percussive sounds, but of conside-
rably limited dynamics. It is easier and much more effective to produce this
effect on instruments with larger bores. It should be stressed that only certain
sounds produced this way are of a definite pitch. This percussive effect is
possible to generate only in the dynamics between pp and mf and is usually
used in low and middle registers of the instrument.
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 Example 7. Ryszard Ýoùædziewski. Sea Depths: p. 11

Circular breathing

Circular breathing is a technique that enables inhaling while simulta-
neously playing the wind instrument, without interrupting the performance.
This is an old technique used by the primitive tribes, and also frequently
applied in folk music worldwide. Until now it has been preserved in Australia,
where the Aborigines use it performing on traditional aerophones. This
technique has been somewhat forgotten in the European culture and only in
the 1920’s was circular breathing rediscovered. It is applied in cases when
taking a breath is necessary but breaking the continuous musical phrase is
undesirable. The technique lets an instrumentalist take a necessary breath
without interrupting the sound and to continue the phrase, which would not
be possible with the normal air limit. One has to remember that irrespective
of the amount of emphasis we place on the embouchure or the technique,
sound will not emerge without air. The breathing process and its management
is the most important matter in playing the woodwind instrument, and it
affects all other aspects of the performance. Circular breathing requires a
change in the usual breathing pattern; that is why it has to be learned. The
usual breath can be divided as follows: around 60% of one breathing cycle
goes to aspiration, around 20% – to expiration and around 20% – to resting.
While playing the instrument using circular breathing, the musician is required
to radically invert this natural process. Air aspiration should be as quick as
possible, the expiration retained for the longest time possible and the last
part of the cycle may not even exist. In the usual breathing pattern, air is
released in the beginning with great force, and a sudden drop in the expiration
intensity follows. While playing a woodwind instrument, the air has to be
exhaled with an unchanged intensity throughout. The factual constancy of
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the breath depends on the phrase length, dynamics, playing register, articu-
lation and many other factors. Circular breathing technique is, in fact, easy,
however, the problem is in convincing the mind that it is actually possible to
blow out while breathing in simultaneously.

To apply this technique, one must inflate their cheeks, close the pharyn-
geal outlet by clenching the tongue with the soft palate and the posterior
wall of the pharyngeal cavity, continue playing using the air accumulated in
the oral cavity, and simultaneously take a quick breath into the lungs through
the nose – it should take a fraction of second only because the air accumulated
in the mouth may not hold the sound for longer than 1–2 seconds. In the
moment of supplementing air in the lungs, one does not play with the support
of the diaphragm, but by using the pressure created from releasing the air
accumulated in the oral cavity. Once the air is inhaled through the nose, one
needs to return to diaphragmatic breathing. When this technique is mastered,
the air column collapse is almost inaudible in performance of easy musical
phrases or long legato sounds. However, it is almost impossible not to inter-
rupt the sound when breathing while performing difficult musical phrases.
Mastering the circular breathing technique is a very important element for a
contemporary wind instrument player – because of this technique the artist
is able to present a musical phrase in the same way as in case of musicians
not limited by breath capacity. One other important aspect should also be
noted: while performing using circular breathing, the inspiration is much
shallower than in the case of the usual breathing in and one needs to inhale
air more often.

Vibrato

The term ‘vibrato’ was borrowed from Italian and denotes a pulsation
of sound – a periodic, most often regular, deviation from the sounding pitch
(sometimes also sound loudness), generated by an instrumentalist or a singer.
Vibrato, as performed on woodwind instruments, is an indispensable element
of sound formation because of its expressive value, similarly as in the perfor-
mance of string instruments or solo singing. It is difficult to imagine a profes-
sional instrumentalist who would not apply vibrato.

In principle, one can distinguish three basic vibrato techniques on wood-
wind instruments: pharyngeal vibrato, diaphragmatic vibrato, and labio-
mandibular vibrato.

Pharyngeal vibrato is produced by the movement of the muscles located
between the tongue and the larynx. The tongue vibrates, in fact, with its
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back part, i.e. from the base to the vocal chords, with the simultaneous
tension and relaxation of lip corners, as in inaudible articulation of the vowel
‘ah’ or ‘uh’.

Diaphragmatic vibrato , as indicated by its name, is produced by pulsa-
tory changes in the force of air pushed into the instrument with the use of
permanent tension and relaxation of the diaphragm and the abdominal press,
as in the articulation of the ‘ha – ha’ syllable. The pulsation causes the change
in the sound intensity and loudness, however, without changing its pitch.
This type of vibrato is universally applied by flute and bassoon players, and
singers (more seldom by clarinet players).

Labio-mandibular vibrato , universally applied by saxophonists, is pro-
duced with a swaying movement of the mandible and lower lip, while relaxing
pressure on the reed, and returning to the initial position, as in inaudible
articulation of ‘ua – ua – ua’ or ‘wah – wah – wah’ syllables. These movements
cause a light and regular pulsation of the sound, with a slight pitch change.
It is extremely important that the first movement (sound swaying) gravitates
downwardly, and then returns to the initial pitch, with a possibility of excee-
ding slightly the preset threshold. When playing the saxophone, only this
technique guarantees a fine, fluent vibrato similar to the vibrato used on
string instruments. Moreover, by lowering the mandible (decreasing the
pressure of the lip to the reed) one relaxes the embouchure, which contributes
to an easiness of sound formation.

The most popular among saxophonists, labio-mandibular vibrato is
supported in a complementary way with the use of the flexibility of the oral
cavity, pharynx and facial muscles. The beginning of vibrato in saxophone
classical music dates back to the 1920’s, when the German composer Sigfrid
Karg-Elert published in 1929 the Atonal Sonata, Op. 153b and 25 Caprices,
Op. 153a in which, as one of the first composers, he marked several instances
of vibrato to be performed.

In contemporary music we further distinguish two vibrato types:
— narrow vibrato ( narrow vib );
— wide vibrato (wide vib);
— irregular vibrato (marked with a graphic sign).

Narrow vibrato  is delicate, subtle, and not imposing, and forms an
internal and indispensable part of the sound; it is quite shallow, hardly audible
to the listener and used only as an expressive factor, emphasizing intimacy
and romantic air of the musical narrative.

Wide vibrato is a type of lyrical, deep vibrato, of great amplitude and
simultaneously reduced frequency. In this type of vibrato a musician con-
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sciously achieves extreme sound modulations, reaching at times even quarter
tones.

Irregular vibrato applied to individual pitches is used especially in con-
temporary music and is marked by the composer with a specific graphic sign
indicating its performance. At present, the way of performing irregular vibrato
is subject to the musical liking of the artists. Most often the vibrato applied
depends on the narrative context, register, dynamics, mood of the compo-
sition, etc., as well as on the artistic personality, esthetic preferences, disposi-
tion, and the anatomical, neurological and physiological conditions specifying
the embouchure of the musician. In order to achieve a high quality of the
vibrato, a wind instrument player, while applying vibrato to the sounds pro-
duced, should imagine that the vibrato lies within the sound generated. The
frequency of vibrato is defined by the number of periodic changes of one of
the sound characteristics (frequency or loudness), succeeding within a speci-
fied period of time. And the vibrato amplitude specifies the range of one of
the sound characteristic features. The range of sound frequency changes is
measured in cents (50 cents equals a quarter tone), and the intensity – in
decibels.

The value of vibrato intensity (of a diaphragmatic sound) ranges between
3 and 10 decibels, which in comparison with the average sound volume
(80–110) is an insignificant amount. In the case of vibrato, sound frequency
oscillations are perceived as an average pitch. A very important factor in
vibrato is for the amplitude and the frequency to be constant in time. The
basic principle of using vibrato with different parameters is to apply it in an
appropriate moment, within the stylistic framework of the composition.

Example 8. Ryszard Ýoùædziewski. Sea Depths: p. 17
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‘Growling’ (‘growl’)

‘Growling’ is performed by simultaneous playing and singing or
humming sounds of any pitch and intonation. It is a particular performance
technique which enables a musician to obtain a distinctive in its quality,
harsh sound by simultaneous playing a note and ‘whirring singing’. As a
result, the technique produces a very characteristic sonoristic effect, com-
parable to sonorous flutter-tonguing. The musician, while playing an instru-
ment, also activates the vocal chords, thus generating a hoarse sound – usually
humming a sound of an indefinite pitch. A growl can be successfully produced
within the entire range of the instrument and composed freely into the melodic
line. It is performed easily with legato and staccato articulation, trills, tremolos
and glissandi. Only ‘growls’ played in piano and pianissimo on some instru-
ments can be slightly more difficult. ‘Growling’ is used particularly in jazz,
popular and dance music as a kind of a performing manner, and significantly
diversifies the sound possibilities of an instrument.

Conclusions

Having described these 12 basic sonoristic effects applied while playing
a woodwind instrument, one cannot state with full certainty which means
of expression is the most important as far as the sound formation is concerned.
Is flutter-tonguing  more important than subtones, or slap-tonguing more
than multiphonics? One cannot give a clear answer to this question. It can
be said, however, that some expressive means, such as sonoristic effects, are
superior to the others and one has to pay particular attention to them. If we
fail to account for the articulatory differences, our musical pronunciation
and the sense of the musical narrative will never be so close to the meaning
of the music performed.

The aural possibilities of woodwind instruments with respect to all kinds
of sonoristic effect, as applied by contemporary composers in their works,
allow us to enhance the message of the musical narrative in a more original
way. It is the composer who gives us these performance clues, and our musical
sensitivity and spontaneity of our emotional reactions enable us to find the
appropriate way of giving the individual notes their proper meaning.
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Sonoriskie efekti koka pûðaminstrumentu spçlç
20.–21. gadsimta mûzikâ

Riðards Þoledzevskis

Kopsavilkums

Laikmetîgais akadçmiskâs mûzikas klausîtâjs kïûst arvien prasîgâks,
gaidot no interpreta pârsteigumus un vçl nebijuðu estçtisko pieredzi. Arî ðî
iemesla dçï mûsdienu atskaòotâjmâkslinieki, viòu vidû pûðaminstrumentâlisti,
pastâvîgi cenðas iekïaut savâ izteiksmes lîdzekïu arsenâlâ daþâdus sonoriskus
paòçmienus, kas atðíiras no ierastâ spçles veida. Raksta gaitâ plaðâk aplûkoti
divpadsmit ðâdi paòçmieni, kas visvairâk izplatîti koka pûðaminstrumentu
spçlç. Lai arî daþiem no tiem saknes meklçjamas vçl 19. gadsimtâ, tomçr
îpaðu izplatîbu tie guvuði 20./21. gadsimta sonoriskajâ mûzikâ. Saiknç ar
katru paòçmienu raksturotas arî tâ izpildîjuma iespçjamâs tehniskâs grûtîbas,
kam ieteicams pievçrst interpreta uzmanîbu. Seviðía vçrîba veltîta sakso-
fonam, kuram pieejams plaðs sonorisku lîdzekïu spektrs.

Sîkâk aplûkotie paòçmieni ir ðâdi:
— mikrotoòu spçle,
— tembrâlâ aplikatûra (daþâdu aplikatûras variantu izmantojums îpaðu

tembra efektu radîðanai),
— sleps (stingrs marcato akcents, kas rada perkusîvu efektu; seviðíi rakstu-

rîgs saksofonam un klarnetei),
— frullato ,
— gaisa (eoliskâ) skaòa (gaisa pûðana instrumentâ, izmantojot ïoti atbrîvotu

ambuðûru),
— subtoòu radîðana (iespçjama tikai klarnetes un saksofona zemajâ reìistrâ),
— glisando,
— multifonija,
— taustiòu (vârstu) perkusîvs izmantojums,
— cirkulârâ elpoðana,
— vibrato,
— dûkðana (vai dziedâðana) vienlaikus ar spçlçðanu.

Nav iespçjams viennozîmîgi pateikt, kuri no ðiem divpadsmit spçles paòç-
mieniem mûsdienu mûzikâ ir visizplatîtâkie: mikrotoòu spçle, multifonija,
daþâdi perkusîvie efekti, cirkulârâ elpoðana vai tml. Taèu katrâ ziòâ spçles
procesâ îpaða uzmanîba jâveltî artikulâcijas skaidrîbai. Ja tâs pietrûks, mûsu
mûzikas izruna un mûzikas naratîva izjûta nekad nebûs atbilstoða skaòdarba
paustajam vçstîjumam.
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Koka pûðaminstrumentu akustisko iespçju izpratne ïaus interpretam
labâk atklât komponista ieceri. Tieði komponists ir tas, kurð sniedz atskaòo-
juma norâdes, un atskaòotâjmâkslinieku jûtîgums, spçja uz spontânu emo-
cionâlo reakciju rosinâs atrast vispiemçrotâkos veidus, kâ individualizçtiem
sonoriskiem efektiem pieðíirt nepiecieðamo nozîmi.
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Mainîgie skaòaugstumi jeb frekvenèu analîzes
metodoloìiskie aspekti

Mag. art. Karlîna Îvâne
Jâzepa Vîtola Latvijas Mûzikas akadçmijas doktorante

Ievads

Poïu zinâtniece Janîna Fika (Janina Fyk) savâ monumentâlajâ pçtîjumâ
Melodic Intonation, Psychoacoustics, and the Violin (“Melodijas intonâcija,
psihoakustika un vijole”) iepretim atskaòotâjmâkslas praksç neiespçjamajam
“statiskajam intonâcijas modelim” nostata “dinamisko intonâcijas modeli”.
Tas, pçtnieces vârdiem, “gâþ skaisto mîtu par universâlu nemainîgas, precîzas
intonâcijas modeli, mîtu par ideâlo intonâciju” (Fyk 1995: 223). Virkne citu
pçtîjumu (Brown 1996; Devaney 2011) apstiprina skaòaugstumu mainîbu
atskaòojuma ietvaros. To parâda arî mani pirmie1 frekvenèu mçrîjumi ar
datorprogrammu Praat2 Ìerìa Ligeti ( György Ligeti , 1923–2006) Sonâtes
altam solo pirmajâ daïâ Hora lungaÈÈÈÈÈ 3. Piemçram, vâcu altistes Tabeas Cim-
mermanes (Tabea Zimmermann) ieskaòojumâ mikrohromatiskâ skaòaug-
stuma B34 atkâpes5 no precîzâ lieluma ir 16–54 centu6 jeb aptuveni ceturt-
daïtoòa diapazonâ (skat. 1. attçlu).

1 Ðobrîd pçtu 16 Hora lungaÈÈÈÈÈ  ieskaòojumus.
2 Programma Praat ir tîmeklî brîvi pieejama. 1995. gadâ to izveidoja holandieði

Pauls Bçrsma (Paul Boersma) un Dâvids Vçniks (David Weenik) runas un fonçtikas
pçtniecîbai. Programma ir izrâdîjusies piemçrota arî mûzikas skaòaugstumu analîzei.

3 Hora lungaÈÈÈÈÈ  – rumâòu folkloras þanrs; paða Ligeti skaidrojumâ, lçna deja (Ligeti
2007: 309).

4 Ðeit un turpmâk rakstâ izmantota nevis latvieðu muzikoloìijâ ierastâ, no vâcu/
krievu tradîcijas aizgûtâ, bet angïu valodas vidç dominçjoðâ t. s. zinâtniskâ skaòaug-
stumu notâcija (scientific pitch notation). – Redaktores piezîme.

5 Ligeti norâda, ka skaòaugstums B3 jâpazemina par 49 centiem jeb apmçram
par ceturtdaïtoni (Ligeti 2001). Mana pçtîjuma intereses fokuss ir tieði ðis mikrotonis.

6 Zîmîga ir tendence mikrotoòus atskaòot vienmçr augstâk par precîzi norâdîto
skaòaugstuma gradâciju. Ðî tendence jau konstatçta virknç pçtîjumu, analizçjot vien-
mçrîgi temperçtâ skaòojumâ komponçtas mûzikas atskaòojumus (Loosen 1993;
Sogin 2012).
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1. attçls. Mikrohromatiskâ B3 dinamika Tabeas Cimmermanes
Hora lung aÈÈÈÈÈ  ieskaòojumâ

Uzsâkot darbu pie frekvenèu analîzes, nâcâs konstatçt, ka dinamika jeb
mainîba pastâv arî viena skaòaugstuma ietvaros, un radâs jautâjums: kâ tad
nodroðinât pçc iespçjas objektîvâku mçrîðanas metodi? Tâpçc bija nepie-
cieðams sîkâk iztirzât frekvences stabilitâti ietekmçjoðus aspektus, kâ arî to
lomu skaòaugstuma uztverç. Ðajâ rakstâ frekvenèu mçrîðanas problemâtiku
arî turpmâk ilustrçðu ar datiem, ko esmu guvusi daþâdo Hora lungaÈÈÈÈÈ  ieska-
òojumu mçrîjumos7.

Skaòaugstuma izmaiòas

Apskatot skaòaugstuma frekvences lîkni datorprogrammas grafiskajos
attçlos, redzams, ka tâ reti kad ir lîdzena – îslaicîgu izmaiòu cçlonis var bût
vibrato, skaòas ataka, tâs noslçguma fâze u. c. aspekti (Fyk 1995: 57). Pçtîjumos
noskaidrots, ka ðie faktori, lîdzîgi kâ frekvences ilgums, var apgrûtinât skaò-
augstuma uztveri (Nábelek, Nábelek, & Hirsch 1970; Brown & Vaughn 1996).

S k a ò a u g s t u m u  m i n i m â l â  s a k l a u s â m â  a t ð í i r î b a

Pçtot intonâcijas precizitâti atskaòojumâ, svarîgi ir noteikt skaòaug-
stumu minimâlâs saklausâmâs atðíirîbas (just noticable difference) lielumu.
Arî to var ietekmçt virkne faktoru – konkrçta augstuma skaòas ilgums, inten-

7 Ðajâ rakstâ izmantoti rezultâti, kas iegûti, analizçjot Tabeas Cimmermanes (Zim-
mermann 1998), Nobuko Imai (Imai 2012), Kimas Kaðkaðjanas (Kashkashian 2011)
un Þenevjçvas Stroseras (Strosser 2011) ieskaòojumu intonâciju.
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sitâte, mûzikas konteksts (Parncutt & Cohen 1995: 836). Atseviðíos eksperi-
mentos, kuros klausîtâji tikuði speciâli gatavoti uzdevumam noteikt skaòaug-
stumus un ðai nolûkâ viòiem radîti îpaði labvçlîgi apstâkïi, izðíirtspçja ir
sasniegusi pat 1–3 centu robeþu (Rakowski 1978; 1994).

Tomçr vairums pçtnieku kâ droðu iesaka izvçlçties 10 centu8 robeþlie-
lumu (Brown 1996: 46; Shackford 1961: 176). Mçrîjumu gaitâ gan varçja
konstatçt, ka arî mazâkas atðíirîbas iespçjams skaidri saklausît.

1. piemçrs. Mikrointervâls C4–B3 Hora lung aÈÈÈÈÈ  23. taktî

Piemçram, Hora lungaÈÈÈÈÈ  23. taktî (skat. 1. piemçru) japâòu altistes No-
buko Imai (Nobuko Imai ) ieskaòojumâ, mçrot krîtoða, mikrohromatiski
paplaðinâta pustoòa C4–B3 lielumu, konstatçju, ka pârejâ no C4 uz B3 skaidri
dzirdams neliels glisando, kura diapazons izrâdîjâs vien 6 centi.

K o n k r ç t a  a u g s t u m a  s k a ò a s  s â k u m a  u n  n o s l ç g u m a  f â z e s ,
k o r e k c i j a  u n  g l i s a n d o

Iepriekð minçtais piemçrs no altistes Imai ieskaòojuma saistîts ar skaòas
noslçguma fâzi jeb glisando. Savukârt ðî paða ieskaòojuma 17. taktî varçja
konstatçt skaòas B3 mainîbu tâs sâkuma fâzç jeb t. s. korekciju (Fyk 1995:
215). Intervâla mçrîjumam vispirms izvçlçjos B3 skançjuma sâkumu. Iegûtais
intervâla izmçrs ðajâ gadîjumâ izrâdîjâs par 13 centiem plaðâks par standarta
jeb 149 centus plaðâ mikrotoòa izmçru. Savukârt, izmantojot datorprog-
rammas logâ redzamo stabilo daïu, tika iegûts par 28 centiem ðaurâks inter-
vâls. Divu intervâlu (172 un 121 centi) atðíirîba ir samçrâ liela – 51 cents
jeb aptuveni ceturtdaïtonis. Païaujoties uz dzirdi, pieòemamâks ðíiet plaðâkais
izmçrs, jo skançjums pârliecinoði rada iespaidu par paplaðinâtu pustoni. Otrs
intervâla variants izskan tuvâk standartam, t. i., 100 centu plaðam pustonim.
Aprçíinot vidçjo lielumu no ðiem diviem intervâliem, tiek iegûti 146,5 centi –
tâtad ïoti precîzs paplaðinâtais pustonis jeb mikrointervâls. Tâdçjâdi var
pârliecinâties, ka lielâ daïâ pçtîjumu izmantotâ metode – vidçjâs frekvences
aprçíinâðana – ir pietiekami lietderîga un objektîva. Frekvences analîzei

8 Cents – mçrvienîba, ko izmanto mûzikas intervâlu lieluma raksturoðanai. Vienmç-
rîgi temperçtâ skaòojumâ oktâva ir sadalîta 12 vienâdos, 100 centus lielos pustoòos.
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turklât tiek izmantota tieði skaòaugstuma vidçjâ jeb t. s. gandrîz stabilâ fâze,
bez atakas un izskaòas (skat. 2. attçlu; Fyk 1995; Ambrazevièius, Budrys
2012). Fika, izmçrîjusi katru no ðîm fâzçm atseviðíi, secinâja, ka III un IV
fâzes (skat. 2. attçlu) vidçjais aritmçtiskais uzskatâms par faktisko skaòaug-
stumu (Fyk 1995: 69).

2. attçls. Skaòaugstuma trîs fâzes: sâkuma, gandrîz stabilâ, izskaòa
(Fyk 1995: 65)

Kâ atzîst Fika, visbieþâk skaòaugstuma izmaiòas tiek konstatçtas izska-
òas fâzç (Fyk 1995: 209). Nestabilitâte raksturîga arî skaòaugstuma sâkuma
fâzei (skat. 2. attçlu) lociòa un stîgas mijiedarbes dçï: “Daþos gadîjumos,
tikko izskanot skaòaugstumam, tiek veikta neliela korekcija, vai nu labojot
tehnisku kïûmi, vai novçrðot nevçlamus lociòa-stîgas efektus, kas traucç
skaòas radîðanas procesu” (Fyk 1995: 215).

Analizçjot atðíirîgus Hora lungaÈÈÈÈÈ  ieskaòojumus, vairâkkârt varçja pârlie-
cinâties par frekvences izmaiòu tâs noslçguma fâzç. Piemçram, Hora lun gà
23. taktî, Kimas Kaðkaðjanas (Kim Kashkashian) ieskaòojumâ, dzirdams
neliels glisando no skaòaugstuma B3 nâkamâ skaòaugstuma C4 virzienâ.
Zîmîgi, ka intervâls tiek saðaurinâts par 39 centiem, it kâ izlabojot paplaðinâtu
mikrointervâlu un tuvinot to standartam, t. i., vienmçrîgi temperçtam pusto-
nim (ðajâ gadîjumâ intonçts tiek ïoti precîzi, atðíirîba no standarta ir tikai
0,001 cents9). Tas varçtu apstiprinât Fikas apgalvojumu, ka glisando skaò-
augstumu beigâs tiek radîti apzinâti (Fyk 1995: 216).

9 Mana pçtîjuma ietvaros ðâdi rezultâti ir nozîmîgi, jo tie netieði apstiprina iepriek-
ðçjos pçtîjumos izteiktos apgalvojumos par akadçmiskâ atskaòotâjmâkslinieka spç-
cîgo pieradumu pie vienmçrîgi temperçta skaòojuma (Ambrazevièius 2005; Kopiez
2003).
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V i b r a t o

Lîdztekus korekcijai un glisando skaòaugstuma stabilitâti izaicina arî
vibrato. Mûziíu vidû plaði izplatîts ir uzskats, ka vibrato varçtu maskçt
intonâcijas negludumus. Kâ tad mçrît vibrçtu skaòaugstumu? Vairâkos eks-
perimentos ir noskaidrots, ka vibrato esamîba skaòaugstuma uztveri îpaði
neietekmç – mçs uztveram vidçjo vibrçta skaòaugstuma frekvenci (Brown,
Vaughn 1996). Tomçr mûziíu baþâm varçtu bût savs pamats. Piemçram,
pçtnieku grupa Dþona Hopkinsa universitâtç Baltimorâ veica eksperimentu,
liekot klausîties vijoles skaòas ar un bez vibrato. Noskaidrojâs, ka skaòaug-
stuma ar vibrato noteikðana klausîtâjiem prasîja mazliet vairâk laika (Yoo
et al. 1998). Fika gan brîdina, ka vibrato efekta uztverei nepiecieðami vismaz
divi periodi, pretçjâ gadîjumâ viens periods tiek uztverts kâ skaòaugstuma
maiòa (Fyk 1995: 143).

3. attçls. C4 Hora lung aÈÈÈÈÈ  1. taktî. Skaòaugstuma pirmâ puse:
non vibrato  (Þenevjçva Strosera)

Altistes Þenevjçvas Stroseras (Geneviève Strosser) ieskaòojumâ Hora
lungaÈÈÈÈÈ   1. taktî redzam skaòaugstumu C4 (skat. 3. attçlu), kurð sâkuma daïâ
ir statisks, un vibrato tiek izmantots tikai no tâ vidus. Salîdzinot ðos non
vibrato un vibrato posmus pçc dzirdes, grûti saklausît skaòaugstuma atðíi-
rîbas – tie ðíiet vienâdi.
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T e l p a s  r e v e r b â c i j a

Diemþçl vienkârðâkâ metode, ko izmanto frekvenèu analîzes datorprog-
rammâ – long-term-average-spectrum10 (Kinnunen et al. 2006), t. i., atkâpes
nolasîðana centos uzreiz no grafika – bieþi vien nesniedz precîzâko rezultâtu
ieskaòojumos dzirdamâs telpas reverberâcijas dçï.

4. attçls. Reverberâcijas radîta dubultnots un atvçrta spektogramma

Tas nozîmç, ka, skanot nâkamajam skaòaugstumam, dzirdams arî
iepriekðçjais – izskan praktiski neatskaòota dubultnots. Ðâdos gadîjumos ir
jâatver skaòas spektrs (skat. 4. attçlu) un redzamâ frekvence jâpârrçíina
centos. Tas ir nozîmîgi precîzu rezultâtu ieguvei – ir pçtîjumi, kuros salîdzi-
nâtas abas metodes (t. i., atkâpes nolasîðana no grafika un no atvçrta skaòas
spektra), un iegûto rezultâtu atðíirîbas ir bûtiskas (Knipper 2013).

A t s k a ò o j u m a  t e m p s

Intonâciju var ietekmçt arî atskaòojuma temps. Ir noskaidrots, ka skaò-
augstuma saîsinâðana vai pagarinâðana ievçrojami iespaido tâ uztveres preci-
zitâti (Zwicker & Fastl 1999: 185). Amerikâòu pçtnieks Karls Ðekfords (Carl
Shackford), piemçram, atklâjis, ka âtrâs pasâþâs lielas tercas tiek spçlçtas
plaðâk nekâ lçnâs melodiskâs lînijâs (Shackford 1961, 1962a, 1962b). Lîdzîgi
arî Fika izpçtîjusi, ka âtrâkâ tempâ intervâlam ir plaðâka zona – 90 centi,
savukârt lçnâ – maksimâli lîdz 60 centiem (Fyk 1995: 209).

10 Burtiskâ tulkojumâ ilgtermiòa vidçjâ lîmeòa spektrs.
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2. piemçrs. Mikrointervâls lçnâkâ tempâ. Hora lung aÈÈÈÈÈ      4. takts

3. piemçrs. Mikrointervâls âtrâkâ tempâ. Hora lung aÈÈÈÈÈ        26. takts

Tâpçc, veicot mikrointervâlu precizitâtes pçtîjumu Hora lungaÈÈÈÈÈ , òemu
vçrâ to atskaòojuma tempu. Stroseras ieskaòojumâ, piemçram, dzirdam, ka
mikrointervâls lçnâkâ tempâ (skat. 2. piemçru) tiek izspçlçts, kamçr âtrâkâ
(skat. 3. piemçru) tas ir par 46 centiem ðaurâks jeb praktiski vienmçrîgi
temperçts pustonis. Ðis vçrojums vçlreiz apstiprina jau minçto pçtnieku atziòu
(Loosen 1993; Sogin 2012) par tendenci atskaòot mikrotoòus augstâk, nekâ
notîs norâdîts.

Secinâjumi

Rakstâ tika aplûkoti faktori, kas vairâk vai mazâk var izmainît skaòaug-
stuma frekvenci. Frekvences precizitâti spçj ietekmçt vibrato, sâkuma un
noslçguma fâzes, atskaòojuma temps. Noskaidrojâs, ka mçrîðanas metodika
ir cieði saistâma ar skaòaugstumu uztveres îpatnîbâm. Balstoties uz iepazî-
tajiem pçtîjumiem un Ligeti Hora lungaÈÈÈÈÈ   ieskaòojumu intonâcijas mçrîjumiem,
var secinât: skaòaugstuma vidçjâ lieluma noteikðana kâ aprçíinu standarts
ir pietiekami objektîva metode, jo îpaði tâdçï, ka lielâkoties ðâdi iegûtais
rezultâts sakrît arî ar uztverto frekvenci. Varçja pârliecinâties, ka arî atskaòo-
juma temps ir bûtisks faktors, kas ietekmç intonâcijas precizitâti. Atseviðíi
mçrîjumi, ðíiet, ïauj apstiprinât arî “vienmçrîgi temperçta sindroma” (Ambra-
zevièius 2005: 5) esamîbu. To apliecina, piemçram, glisando, kura laikâ
mikrointervâls tiek izlabots uz vienmçrîgi temperçtam atbilstoðu lielumu,
kâ arî tendence, spçlçjot âtrâkâ tempâ, neviïus pârvçrst iecerçto mikrotoni
par vienmçrîgi temperçtu pustoni.

***

Neskatoties uz skaòaugstumu mainîbu gan atskaòojuma, gan viena
skaòaugstuma ietvaros, mçs, mûziíi, joprojâm spçjam tiekties pçc ideâlas
intonâcijas un pat saklausît to. Ðis fenomens ir saistîts ar t. s. kategoriju
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uztveri: skatot krâsu spektru, mçs redzam septiòas pamatkrâsas, nevis tumð-
sarkanu vai gaiðsarkanu; savukârt valodâ, neraugoties uz atðíirîgi izrunâtâm
fonçmâm, varam uztvert vienu vârda nozîmi (Goldstone, Hendrickson 2009).
Arî mûzikas intervâlus mçs dzirdam kategorijâs – kâ pagâjuðâ gadsimta
pirmajâ pusç izpçtîjis krievu akustiíis Nikolajs Garbuzovs ( Íèêîëàé Ã àðáó-
çîâ / Nikolai Garbuzov ), katram skaòaugstumam ir ðaurâka vai plaðâka
zona, kuras ietvaros to uztveram kâ precîzu (Fyk 1995: 27).

Studying Variation of Pitches in Performances:
Some Methodological Aspects of Intonation Analysis

with Software Praat
Karlîna Îvâne

Summary

In this paper the methodology for the frequency analysis using the soft-
ware Praat is discussed. The factors, which could affect the stability of
frequency – such as vibrato, pitch correction on the one hand, and perception
related aspects as jnd (just noticeable difference), frequency duration, on the
other hand, are considered. These factors, as well the variability of intonation
in the entire performance, are illustrated with the results obtained from the
author’s intonation measurements in recordings of György Ligetis’ Hora
lungaÈÈÈÈÈ for viola solo (by Kim Kashkashian, Nobuko Imai, Tabea Zimmermann
and Geneviève Strosser).

The measurements of microtonal pitch B3 (which in Ligeti’s Hora lungaÈÈÈÈÈ

should be lowered by 49 cents or about a quartertone) in the entire perfor-
mance of Hora lungaÈÈÈÈÈ  by Tabea Zimmermann in cents are presented. The
constantly occurring deviations confirm the existence of the “dynamic model
of intonation” in the performance, as stated by Janina Fyk (Fyk 1995). More-
over, the tendency to play higher than the target, found in the previous
research, was confirmed in this performance of microtones.

The variability of intonation exists within individual pitch as well. Thus
the biggest challenge in frequency analysis is to establish, which phase of the
tone is going to be measured. In the performance of Nobuko Imai the size of
microinterval C4–B3 (bar 17) has been measured using two different stages
of pitch B3. The interval size is of 172 cents – larger than the requested
microinterval by Ligeti (149 cents), if frequency of the initial stage of tone is
used. But when stable phase is used for the analysis, the interval size becomes
significantly smaller – 121 cents, which is closer to the equally tempered



366

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

standard. In most studies it is indicated that we perceive the average pitch of
a fluctuating tone. The calculated mean interval size is 146.5 – almost exact
size of the microinterval. While listening to the interval the author got the
impression of hearing a microinterval, i.e., a widened semitone instead of
the almost tempered semitone. Thus this result of average pitch seems to
show the perceptual reality and should be the best methodology for measure-
ments.

The influence of vibrato on the pitch is discussed using an example
from the recording of Geneviève Strosser. In the spectrogram, the pitch C4
(bar 1) has visually clear non-vibrato and vibrato part. Listening separately
to the two parts of pitches does not make an impression of changed intona-
tion, which is in line with the previous research.

The role of tempo is illustrated with the examples from recording of
Strosser. Microtones C4–B3 are compared in recording of Strosser in slower
and faster tempos (bar 4 and 26). In the faster tempo the size is closer to the
equally tempered standard, which possibly could indicate that our habit to
the equally tempered scale is very strong.

The necessity of choosing the right value for just noticeable difference
is also considered. Although usually 10 cents are advised as safe, in the
example from the recording of Imai the difference of 6 cents is clearly audible.

The main conclusions are:
— the tendency to play pitches higher than the target is true for microtones

as well;
— microtones have dynamics of intonation as well;
— the mean value of pitch can be used for the analysis;
— occasionally the differences smaller than 10 cents can be perceived;
— the preliminary results show that the so-called “equally tempered syn-

drome” (Ambrazevièius 2005: 5) is supported by the present study.
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Abstract

The author presents profound argumentation of child’s musical develop-
ment based on child’s inculturation in family. The background for considera-
tion is Edwin Elias Gordon’s theory of music learning, which is a vital proof
to the thesis that a human being’s musical development generally takes place
in the post-natal, pre-school and early-school period, since at that time the
music tonal and rhythmic aptitudes develop treated as special predictors of
musical achievements. The vital meaning is also attributed to the use of
vocal and instrumental musical material during the inculturation as prepa-
ration to musical education abounding various musical scales and meters.
Moreover, the author provides the review of the music scales preferred in
Edwin Elias Gordon’s musical pedagogy and whose multiplicity and variety
allow for multi-sided musical development through making comparisons.
This concept also hints at the theories claiming that the musical development
is acquired through grasping the musical language in the same manner as it
happens with the mother tongue. Tonal motives have their defined syntax;
the ability to comprehend them is built through their performance in the
context of a particular tonality and keyality. The author presents some exem-
plary scales, the separated tonal motives and the characteristic functions
they perform in a particular tonality. The author also analyses the selected
child repertoire meant for school education in the perspective of various
scales and meters in the musical material. Eventually, he mentions the author’s
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own research on the assimilation of tonal motives among the children aged
7 to 11.

Key words: inculturation, enculturation, musical education, Gordon’s
Theory of Music Learning, tonality and keyality, music scale, tonal patterns.

Introduction

Music is a universal language because it addresses people equally, regard-
less of the social group they belong to (Sloboda 2008: 39). At the same time
music is constructed in accordance with the defined rules of grammar and
such rules are subjected to particular hierarchical order. It means that while
learning and listening to music, a human being gradually discovers that one
element is superior to another one or one element refers to another element
more or less powerfully. It is a result of many complex acculturation, educa-
tional, emotional, cognitive, social processes or it results from the subjective
or the objective syntax. Such terms like tonality, scale, rhythm, tempo, dyna-
mics, all of which are used by music theorists and musicians-practitioners,
exist in our minds and we use them to make particular sense to music. We
hear music sounds in the sphere proper to music and in some particular
reference and relations but such – isolated sounds – do not constitute music;
they only become music through audiation which serves music as cognition
does for language (Bonna & Trzos & Koùodziejski 2014; Gordon 1997;
Gordon 1999; Koùodziejski & Trzos 2013; Kumik 1998; Kumik 2011; Trzos
2014; Uchyùa-Zroski 1999).

To receive the sounds as music it is necessary not only to hear them but
to be able to arrange them into music in relation to other real and possible
sounds, the context created by tonality (musical scale) and meter as well as
other elements of music (dynamics, tempo). Roger Scruton claims that while
hearing the tones, we hear their musical implications as we do with the
grammatical implications of a language. If so, it means that human ability is
included in the acts of (re)cognition (Scruton 2002: 150–151). This (re)cog-
nition and subsequently understanding is the key factor to learn music in
accordance with Gordon’s theory (1997) and the acquisition of audiation
competence through inculturation or acculturation, enculturation (Jorgensen
1997) and then complex, long-term and interactive musical education. The
basis for musical upbringing is made of two vital processes: inculturation
and education in both of which a lot of people (subjects) and social institutions
participate, they proceed in similar conditions and at similar time mutually
completing each other. The period of special flexibility to any cultural, instruc-
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tive, educational (in other words pedagogical) interactions is childhood, and
especially post-natal, pre-school and early-school period.

Ronald W. Richardson and Lois A. Richardson (2001: 10) claim that
what exerts an immense influence on personality development is the family
identity, since children learn the social behaviour with relation to their parents
and siblings. The power of child’s auto-creation is seen by Danuta Waloszek
(2010: 45–49) claiming that trying and discovering the world by a child is a
unique moment happening during childhood in the boundaries defined by
nature (musical aptitudes) and culture within parental responsibility consi-
dering their child’s upbringing. According to Mieczysùaw Ùobocki (2007:
44–45), inculturation  is the process of a man taking over the cultural heritage
of previous generations, the process of culture learning, growing into it and
the process of cultural adaptation. Inculturation is the absorption (assimila-
tion) of the man’s surrounding culture since man’s birth until a certain age,
as some authors put it (Gordon: 1997). John Sloboda (2002: 237) claims
that acculturation responds to the spontaneous absorption of defined abilities
(including the musical ones, naturally) by children raised in defined culture
in the period from the birth until approximately the middle of childhood
(until about the age of 10). The basic factors comprising inculturation (accul-
turation) include:
— the collection of child’s primary abilities elicited at the time of birth or

slightly later (abilities, musical preferences and predispositions),
— the collection of experiences delivered by the cultural surrounding in

the tome of growing up (i.e. hearing the cultural repertoire),
— the impact of dramatically changing cognitive system developing along

with learning other abilities carried by the culture (Sloboda 2002: 237).
These factors interlock creating comparably similar sequences of achieve-

ments with most children of a particular culture being commonly exposed
at similar age. Inculturation is characterised with process running without
conscious effort and without the significant features of intentional and con-
scious learning. Even though, people’s effort in the context of multi-sided
abilities or skills result from these acculturative processes and some various
cognitive styles of man are improved in this phase (Sloboda 2002: 237). The
process of inculturation involves many people and social institutions ranging
from parents, peer group, local group to mass media, the Church and the
State. All of these groups interact (or hopefully one interacts with another)
in some unrepeatable way when it regards one’s personality. A child spending
time with other people learns, even if this process is still unconscious, how
to cope with others absorbing the language, customs and behaviours (Gutek
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2002: 15). In other words, inculturation is the acquisition of culture during
cultural (situational) man-to-man contact and it has some anthropological
connotations (Jorgensen 1997: 26). In the process of inculturation, the most
crucial part is constituted by family home (parents, siblings) as the place for
the cultivation of customs, habits and tradition. Family, as a small social
group comprising parents and their children constitutes the inculturation
basis since this is the very place where a child meets culture and mass culture
(Lato 2010). Culture is “[…]  the  who le  o f  ma te r ia l  and  sp i r i t ua l
he r i t age  o f  mank ind  c rea ted  th roughou t  h i s to ry  o r  du r ing
i ts part icular epoch; level of  development of societ ies, groups,
indiv iduals dur ing a def ined h is tor ica l  epoch” (Sobol 1995: 621).

Family creates its cultural environment, lifestyle, individual manners of
expression, customs, habits, diction and shapes the future musical experien-
cing throughout the everyday acts of musical cognition. It also maintains
the biological continuation of the society and the cultural continuation
transferring the cultural heritage, thus performing the reproductive, social,
cultural and industrial functions. Besides, through the inculturative processes
family creates all the features which will be decisive about the child’s future
doing it with complete awareness of emotions and with the certainty of
sharing them mutually and thus creating the atmosphere of closeness and
emotional bond that is difficult to grasp (Dymara 2010). It needs to be
reminded that inculturation is a process of a person’s in-building within the
culture of a particular social group and society, and subsequently, such a
person will be a bearer of such absorbed culture. It is also an unaware process
of culture values assimilation, in-building into the surrounding culture. Within
the inculturation we can have a situation of informal directing when a parent
in a structural or non-structural manner shows a child the culture in which
it grows and attempts at creating the best conditions for its absorption
(Gordon 1997: 5–6).

Gordon’s concept of musical audiation development
within inculturation

To understand the processes of music learning, the following terms will
be useful – the ones born through Gordon’s long-lasting longitudinal research
on the theory of music learning:
— the leading role in the processes of music learning is attributed to incul-

turation, musical education and mental, cognitive, emotional and social
development of students,
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— music teaching is the art and music learning is a long-lasting process
demanding effort, concentration, engagement, internal motivation and
musical guidance from the parents,

— the vital role is attributed to the selection of musical repertoire during
the child’s first years of life starting from simple songs, humming songs,
melodic and rhythmical lullabies,

— one should start sounding various tonalities to a child (musical scales)
and various meters since early type of learning, and music is not an
exception here, it begins with hearing (ear) and not with watching (eye.)

— what should be emphasized is music learning, and not the theory of
music,

— listening to music is of primary role to develop musical audiation, which
is understanding music,

— music audiation has far more important role than mere music practising,
therefore all the attempts to understand music determine its further
reception, perception, inclinations and experiences,

— Gordon’s theory of music learning offers directives and indications to
develop a proper method since it sets further objectives in order to
develop audiation abilities and directs at the ultimate target which is
the appreciation of music through its understanding,

— music – in the above meaning – is not to have a meaning but to increase
the potential chance of sounding into rich musical repertoire based on
various musical scales,

— in order to understand music, in other words, to give it the meaning,
one has to audiate its tonality and meter at least,

— the foundation of learning tonal content in the theory of music learning
is the tonal motives carefully selected from various musical scales based
on the taxonomy of tonal motives,

— in order to give meaning to music one has to keep in audiating the music
while its performance, reading or recording with the use of establishing
the tonality and the meter of audiation, keeping in audiation the most
important pitch of sounds and rhythmical values, referring in audiation
to another (type of) music which has been listened to before as well as
predicting in audiation what we are about to hear.
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Basic terms in learning the tonal content: tonality and keyality

Used in the theory of music learning, the nomenclature such as tonality
is not used commonly through defining the name given to the key marking,
i.e. E-flat is related to three flats or as the combination of the name given to
the key marking and the scale (i.e. E-flat minor). Tonality is the common
modus that is a scale or a mode. There are at least eight types of tonality:
major, harmonic minor, Dorian, Phrygian, Lydian, Mixolydian, Aeolian and
Locrian (a.k.a. Hyperphrygian).

Tonality examples

Major

Harmonic minor

Dorian

Phrygian

Lydian

Mixolydian

Aeolian

Locrian

Example 1. Tonality examples
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The basic ones are harmonic major and minor  with which we start the
process of teaching and learning according to the assumptions of Gordon’s
pedagogy.

The term ‘keyality’ stands for the key marking, since most of music is in
some tonality and keyality. The feeling of tonality is the thing that allows us
to be able to audiate syntax in music. Despite the fact that instrumental music
lays emphasis on keyality as being helpful in note reading, it is important
that keyality and tonality are taught at the same time by means of the develop-
ment of musical audiation. What is important here is the feeling of the tonal
centre which in Gordon’s Theory of Music Learning is best defined with the
use of tonal syllable, and keyality always has the pitch centre. Key marking
is a symbol which we see in noting. Fifteen commonly known keyalities are:
C, G, D, A, E, B1, F-sharp, C-sharp, F, B-flat, A-flat, E-flat, D-flat, G-flat
and C-flat. If we consider a piece of music composed in major tonality and
keyality C, then we will audiate major thanks to our feeling of tonality and
C as the result of our keyality feeling. While audiating tonality we have to
audiate the relation between a few pitches of sounds which in combination
do suggest the final sound. While audiating keyality it is enough if we audiate
one sound – the tonic sound. Tonality can be in any keyality in the same
way as keyality can be in any tonality (Gordon 1999: 180–196). An example
of a song of keyality C and tonality in major is the Polish song Ýabka (English
title “Little Frog”) by an unknown author:

Example 2. Polish song Ýabka

1 In the Polish notation tradition it is marked as H.
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The note analysis of the song indicates:
— keyality C,
— tonality in major,
— the sing includes basic harmonic functions (T, D, S),
— the melody consists of tonic arpeggio, dominant and sub-dominant

motives,
— there is a significant marking of the tonal centre with prime at the song’s

beginning and its end,
— the note material allows for the selection of the following tonal motives

to be sung by schoolchildren: Tonic: DO MI SO, DO MI, SO DO, SO
MI DO, MI SO, Dominant: SO FA RE, SO RE, RE FA, SO FA, and
Sub-dominant: DO LA, DO LA FA, DO FA.

Motives in major  in the major classification include:
— in the tonic function, the possible syllable combinations are: DO MI

SO, these are the arpeggio motives,
— in the dominant function, the arpeggio motives and all the arrangements

of the syllables SO TI RE FA, excluding SO FA if they happen one after
one,

— the sub-dominant function there are all the combinations of the syllables
FA LA DO in the arpeggio arrangement,

— in the cadence function, the motives can be of arpeggio, diatonic or
combined types,

— in the combined function, in most cases these are the diatonic motives,
— in the modulating function there can be arpeggio, diatonic or combined

motives,
— in the chromatic function there are chromatic alterations, they can be

of arpeggio, diatonic or combined types,
— the extended function includes all arpeggio combinations, the arrange-

ments of super-tonic, medians, sub-medians and the leading sound
(Gordon 1999: 211).

In the major tonality we can find the following arrangement of tonal
motives considering their systems and functions. The tonal motives are
characterised with various levels of difficulty which is elaborated empirically.
Regardless of the keyability, some motives are easy, some seem difficult and
some others are extremely difficult to audiate and to perform, especially by
the pupils of general education primary school (see: Koùodziejski 2011). In
the classified major tonality , as the exemplary one, there are the following
motive functions, presented in the order: tonic, dominant, sub-dominant,
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cadence, combined, modulating, chromatic and extended. It is illustrated
with the example below (Gordon 1999: 208):

Example 3. The main motive functions in the major tonality:
tonic, dominant, sub-dominant, cadence, combined, modulating,

chromatic and extended (Gordon 1999: 208)

Another example in the classification is the Dorian tonality whose
motives’ functions are called respectively: tonic, sub-tonic, sub-dominant,
cadence and characteristic sound. It is illustrated in the example below
(Gordon 1999: 208):

Example 4. The main motive functions in the Dorian tonality:
tonic, sub-tonic, sub-dominant, cadence and characteristic sound

(Gordon 1999: 208)

All the classifications and functions (Gordon 1999: 206–209) are
presented and explained in the categories of the active system DO, where
DO is the basis for major, LA is the basis for harmonic minor, Re is for
Dorian, MI is for Phrygian, FA is for Lydian, SO is for Mixolydian and TI is
for Locrian.

Conclusions after the analysis of handbooks for musical education
in Poland in the perspective of various tonalities

Below we present the author’s selective analysis of songs for children in
handbooks and methodical materials for primary schools of stages I and II
of the educational phase and which are available on the educational market;
the analysis was performed in the perspective of the following categories:
tonality (scale), meter, general level of song difficulty (low, average, high).
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Results of the analysis

Original title
No. of handbook

English translation Form Tonalities (Scales) Meter

(Polish title)
of the title

1. Lekcja Muzyki “Lesson of Music” 6 50 Major and minor, diverse Dual and * *
(handbook) repertoire: folk, for partially triple

children, classical pieces
2. Lekcja Muzyki “Lesson of Music” 5 50 Major and minor, diverse Dual and * * *

(handbook) repertoire: folk, for partially triple
children, classical pieces

3. Lekcja Muzyki “Lesson of Music” 4 50 Major, minor and penta- Dual and * *
(handbook) tonic (no tonal centre), partially triple

diverse repertoire: folk, for
children, classical pieces

4. Piosenki do “Songs to Sing and 1–3 71 Major and minor, diverse Dual and * * *
úpiewania i to Play” (metho- repertoire: folk, for partially triple
zabaw (materiaù dical material) children, classical pieces
metodyczny)

5. Piosenki nie “Songs not Only 1–3 32 Major, minor and Dorian Dual and * *
tylko na lekcje for the Lessons of (1): songs for children partially triple
muzyki (materiaù Music” (methodical
metodyczny) material)

6. Wybór i “Selection and 1–3 65 Major and minor, diverse Dual and * *
systematyzacja Systematisation of repertoire: mostly for partially triple
repertuaru Vocal Repertoire” children and folk songs
wokalnego

Source: the author’s own research (*means that there are songs of different levels of difficulty)
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The brief analysis indicates that:
— in the proposal above we (can) find the variety of repertoire: for children,

folk, vocal and instrumental,
— the tonality mostly are major and harmonic minor,
— the meter mostly is dual and partially triple,
— the melodic vertical scales (ambitus) and the rhythm of the songs indicate

the diverse levels of difficulty, most of the songs are average and easy,
there are also difficult ones whose presence is not methodically and
purposefully justified.

Tonal motives absorption in the author’s own research

The sequentiality of methodical proceedings in teaching and learning
of tonal motives becomes the necessity forwarding the entering further/higher
stages (Gordon 1999: 193). The sampled children were at the ages of 7 and
11 and for the period of one year they were taught tonal and rhythmical
motives once a week and they managed to do it with similar results. Before
moving on the musical classes the pupils were for a month exposed to songs
of various tonalities and meters, they were singing and making rhythms of
the musical material at neutral syllables. After a yearly interaction, it proved
that the biggest group of adapted tonal motives were the easy ones – 74,66%
and the average ones – 21% and the poorest adaptation had occurred with
the difficult motives – 4%. Tonal motives displayed children’s difficulties
related to keeping the intonation, pitch and proper sound performance. While
introducing the tonal motives, we also left the boundaries of musical abilities.
The majority of the adapted tonal motives constist of the easy motives (7-
year-olds: 65,33%, 11-year-olds: 74,66%). It is only a little over 20% of all
the adapted motives that consisted of the average motives, whereas younger
children adopted twice as many difficult motives than the older children.
The research displayed the picture of higher vocal competences of 7-year-
old children. The analysis also included the following operations. The defined
level of musical introductory abilities was assigned to the number of adopted
tonal and rhythmical motives by the younger and the older children respecti-
vely. It turned out that 100% of 7-year-old children with poor musical abilities
(group of 19 children) in the introductory measure managed all the easy
tonal and rhythmical motives. The same group managed 35% of tonal motives
of average difficulty and the least – 12% – difficult motives. When it came
to the group of children with the defined average musical abilities at the
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beginning of the school year, the pupils managed all the easy tonal motives,
33.33% of the average motives and 11% of the difficult motives. Among
the 11-year-old children 100% of the easy motives were completed but the
rest was far worse. The pupil with high abilities completed all the easy tonal
and rhythmical motives, 60% of the average and 20% of the difficult tonal
motives. The pupils with average abilities completed 100% of the easy tonal
motives, 11% of the average tonal motives and 0% of the difficult ones. The
pupils with poor abilities completed 100% of the easy tonal motives, 27%
of the average ones and 7% of the difficult ones. It turns out that musical
abilities only partially influence the adaptation of tonal motives. It partially
depends on the pupils’ vocal abilities. Generally, younger pupils with average
musical abilities have completed more average and difficult motives (Koùo-
dziejski 2011: 172–177).

Summary

The inculturation of a child, and his or her further musical education
should take place in the conditions of methodical-repertoire plurality, multi-
plicity of scales and meters, plentiful of types and kinds not excluding the
pop-culture approach. What can be helpful in the complete implementation
of musical education assumptions is the diverse approach to teaching and
learning and laying the emphasis on musical activity and musical education
forms (singing, listening to music, playing musical instruments, creativity
and improvisation as well as the elements of rhythm and dance). Presenting
the richness of scales and meters included in songs and pieces of music is of
the top priority to parents and later to teachers. Thanks to the knowledge
included in Gordon’s Theory of Music Learning we achieve the possibility
of planned, purposeful and organised methodical activity in the area of
children’s musical development.
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Bçrna iekïauðana kultûras vidç mûzikas izglîtîbas sâkumposmâ
(balstoties uz Edvîna Eliasa Gordona pedagoìiskajâm nostâdnçm)

Macejs Kolodzejskis
Kopsavilkums

Autors pçta bçrna muzikâlâs attîstîbas agrîno periodu. Raksta pamatâ
ir Edvîna Eliasa Gordona mûzikas mâcîðanas teorijas nostâdne, ka cilvçka
muzikâlâ attîstîba visintensîvâk norit laikposmâ no zîdaiòa vecuma lîdz jaunâ-
kajam skolas vecumam, un tieði ðajâ periodâ iegûto intonçðanas prasmi un
ritma izjûtu var uzlûkot kâ nâkotnes muzikâlo sasniegumu priekðvçstneðus.
Îpaði akcentçta lielâ loma, kas vçl pirms speciâlas mûzikas izglîtîbas uzsâk-
ðanas pieðíirama vokâlai un instrumentâlai muzicçðanai daþâdâs skaòkârtâs
un ritmos. Autors sîki raksturo Gordona mûzikas pedagoìijâ ieteiktâs skaò-
kârtas, uzsverot, ka to daudzveidîba rada lieliskus priekðnoteikumus salîdzi-
nâðanas spçju attîstîbai un vispusîgai muzikâlajai izaugsmei. Tiek atzîmçts,
ka iepazîðanâs ar mûzikas valodu notiek apmçram tâpat, kâ bçrns iepazîst
dzimto valodu. Intonatîvajâm secîbâm ir sava sintakse, ko var apgût, tâs
izpildot noteiktâ skaòkârtâ un tonalitâtç. Kâ piemçrus autors plaðâk aplûko
daþas skaòkârtas un atseviðías intonatîvas secîbas, raksturojot funkcijas,
ko tâs gûst tai vai citâ tonalitâtç. Izlases veidâ tiek analizçts arî skolçniem
adresçtais repertuârs (Polijas izdevumi), galveno uzmanîbu pievçrðot ðâdiem
aspektiem: tonalitâte un skaòkârta, metrs, vispârçjais dziesmas grûtîbas
lîmenis (zems, vidçjs vai augsts).

Galvenie secinâjumi, kas raduðies ðîs analîzes gaitâ:
— repertuârs ir þanriski daudzpusîgs: tas ietver gan tautas mûziku, gan

vokâlos un instrumentâlos darbus,
— dominçjoðâs skaòkârtas ir maþors un harmoniskais minors,
— visbieþâk sastopams divdaïu, retâk trijdaïu metrs,
— melodiju diapazons un dziesmu ritms atspoguïo daþâdu grûtîbas lîmeni,

tomçr pârsvarâ ir vidçji grûtas un vieglas dziesmas.
Raksta autors apkopojis arî rezultâtus pçtîjumam, ko pats veicis 7–11

gadus vecu bçrnu vidû, analizçjot, kâ viòi apgûst daþâdas intonatîvâs secîbas.
Pçtîjums ïâvis secinât, ka gan pirmsskolas, gan skolas vecumâ mûzikas

izglîtîbâ ïoti svarîga ir metodiskâ repertuâra vispusîba, iepazîto skaòkârtu
un metru daudzveidîba, kâ arî muzicçðanas formu daþâdîba, neizslçdzot pop-
kultûru. Ieteicama ir gan dziedâðana, gan mûzikas klausîðanâs, instrumentu
spçle un improvizâcija, akcentçjot ritma lomu un saikni ar deju. Gordona
mûzikas mâcîðanas teorija sniedz mums iespçju organizçt bçrna muzikâlo
attîstîbu plânveidîgi, mçrítiecîgi un metodiski pamatoti.
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Abstract

The paper consists of: introduction, methodological part, presentation
of the research results, and conclusions. Its content is focused on the connec-
tion between musical culture in the family and the music aptitude and musical
abilities (perceptual, vocal and improvisation) demonstrated by children at
early school age (1st to 3rd grade). In this research, musical culture in the
family is defined through various forms of musical activity undertaken for
the sake of children and in their environment, for instance, singing, learning
songs, playing instruments, listening to music and participating in concerts
together. Musical culture is additionally shaped by parents, who either work
with music or are outside of the field, thus parents’ education also plays an
important role. The author of this paper applied the testing and questionnaire-
based strategy of quantitative empirical research. The qualitative and quanti-
tative analysis of the results was conducted based on singled out groups of
pupils with the highest and the lowest scores in the Edwin Elias Gordon’s
IMMA  (Intermediate Measures of Music Audiation) test.

Key words: The connection between musical culture in the family and
the music aptitude and musical abilities of children at early school age, tests
evaluating musical abilities and music aptitude for pupils attending primary
school grades 1–3.

Introduction

Musical culture in the family can be a factor that helps in the development
of music aptitude and abilities among children. What is also important is
the level of parents’ education because people with better education are
usually more aware of the family environment’s impact on children’s general
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development, including their musical development. They are also more often
willing to engage in the activities that facilitate this process. However, one
must keep in mind that family environment, especially when it comes to
shaping children’s music competence, has an indirect influence on their develop-
ment by introducing children to music in various ways, which creates a
good basis for music education in school and reinforces the school’s impact.
These observations are confirmed by the results of the author’s previous
research on the connection between parents’ education and their opinions
concerning the musical development of pre-school children. The above-
mentioned research revealed a statistically highly significant near-moderate
correlation between mothers’ general education and their opinions concerning
children’s musical development, meaning that people with better education
were more often aware of the need to facilitate this development (cf. Bonna
2005a).

Reference literature highlights the importance of family’s socioeconomic
status when it comes to children’s musical development. Edward L. Rainbow,
who assessed the socioeconomic status based on the head of the family’s
education and profession, noticed a weak correlation that indicated a clear,
though small, connection between that status and the facilitating role of the
family. These findings may corroborate the popular observation that musical
activity at home is usually related to the socioeconomic status but a high
status is not always tantamount to positive attitude towards music (Shuter-
Dyson, Gabriel 1986: 207). The correlation between the family’s socioeco-
nomic status and parents’ education and the level of children’s music aptitude
was found in Kinga Lewandowska’s research (Lewandowska 1991). Mean-
while, Gabriela Karin Konkol proved that the family’s socioeconomic status
has a statistically significant correlation with great achievements by children
and youth attending music schools. The families that participated in the
author’s research were dominated by people with higher education who
placed importance on intellectual work and child education. Other important
factors included the musical culture of the family environment, attention to
exercises and progress at school as well as the support for the child’s musical
development (Konkol 2002: 91). Konkol’s results corresponded with Maria
Manturzewska’s previous research which had shown that most children
attending music schools in Warsaw came from educated families with certain
musical culture (cf. Manturzewska 1974).

Family plays an important role in the development of child’s music apti-
tude, musical abilities, interest in music as well as musicality and its influence
may help to establish a creative approach to music (Bonna 2005b, p. 255;
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cf. Bonna 2002; Manturzewska 1990; Chin, Harrington 2007; Sierszeñska-
Leraczyk 2008). Maciej Koùodziejski and Paweù Adam Trzos (2013: 172)
stress that family is a natural environment for child’s education and therefore
its members are the first people who introduce the child to musical culture
(cf. Trzos 2014). What is also stressed in the discussions about family’s impact
on the child’s musical development is the importance of factors that shape
musical culture, such as a musically rich family environment and the socioeco-
nomic status that facilitates child’s music-related experience and interests.
Another vital part of this process is the musical atmosphere at home which
is determined by the preferred forms of musical activity of the parents, siblings
and other people frequently interacting with the child. Such forms of musical
activity in the family include sing-alongs, playing musical instruments,
listening to music, participating in concerts and engaging in music/dance
games with children. Listening to the parents singing and playing instruments
is of particular importance. The other factors that facilitate child’s musical
development include parents’ music education, the access to a musical instru-
ment at home, the ability to play an instrument and the above-mentioned
socioeconomic status of the family (Kamiñska 1997: 74–80; cf. Shuter-Dyson,
Gabriel 1986; Manturzewska 1990).

Edwin Elias Gordon, the author of the music learning theory, places a
particular focus on the need for the family environment’s early involvement
in the child’s musical development. He notes that the key part of musical
influence is the child’s contact with live music, especially through singing
and playing instruments (cf. Gordon 1997, 1999a, 2001; Koùodziejski 2008b;
Bonna 2013; Bonna, Trzos, Koùodziejski 2014). While conducting the research
on how music aptitude (evaluated using the MAP1 test) and musical achieve-
ments (evaluated using an early version of the Iowa Tests of Music Literacy)
are connected to environmental factors, Gordon discovered weak correlations
between mother’s and father’s playing an instrument or singing and the
level of child’s music aptitude. Higher correlation coefficients, indicating a
stronger correlation between these and other environmental factors (parents
with music education, access to a piano, listening to music as well as musical
activity at home), were found in relation to musical achievements (Shuter-
Dyson, Gabriel 1986: 205–206).

During the research on environmental factors that influence preschool
children’s music aptitude and perceptual musical abilities, the author (Bonna
2005a: 171–172) found low correlation coefficients between learning songs

1 MAP – Musical Aptitude Profile.
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and the access to musical instruments at home and the results of her own
test of musical achievements. When the author singled out 10% of the families
with the highest score in terms of the involvement in the child’s musical
development, a moderate correlation was revealed between mothers’ music
education and her ability to play an instrument and the children’s music
aptitude. Other low correlation coefficients showed a statistical correlation
between the children’s music aptitude and fathers’ music education and his
ability to play an instrument as well as the access to musical instruments at
home, siblings playing instruments and family music-making. These families
demonstrated weak correlations between the children’s perceptual musical
abilities and the environmental factors such as dancing with children and
working with kindergartens to teach music to children.

The research conducted by Inkeri Ruokonen and Maie Vikat (2005)
showed a connection between musical activities in the family environment
and the level of music aptitude among children aged 6–8 as well. Family’s
involvement also proved to have a positive impact on pupils’ musical achieve-
ments in the research carried out by John A. Sloboda, Derek G. Moore,
Michael J. Howe and Jane W. Davidson (1996: 399–412). The researchers
established that parents whose children had enjoyed great achievements from
an early age were involved in the child’s musical instrument lessons, provided
support for their children and were interested in music themselves.

The results of Agnieszka Weiner’s research conducted among early
school-age pupils (2010, pp. 285–312) are interesting as well, indicating a
highly significant, though weak, correlation between pupils’ music compe-
tence and the level of family’s cultural life and its economic status. In addition,
there is a near-moderate correlation between parents’ education and children’s
music competence.

Other noteworthy results are found in Barbara Kamiñska’s (1997: 156–
157) research on the connection between the level of vocal competence among
children and youth aged 6–17 and the musical conditions provided at home
in the first years of the child’s life. Moderate positive correlation coefficients
show that the development of child’s vocal competence should be associated
with the family’s appreciation of music and its presence in the family life.
Moreover, a moderate and highly significant correlation was found between
early experience with singing in the family environment (e.g. early introduc-
tion to singing, proper signing patterns, signing to and with the child, encou-
raging the child to sing, praises, creating opportunities for singing, correcting
singing errors) and children’s vocal competence. This tendency was further
corroborated by a research carried out under the author’s supervision (cf.
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Bonna 2012) which concerned the family’s role in developing early school-
age children’s vocal competence.

Methodology

The purpose of this research was to define the relationship between the
family’s musical culture and the music aptitude and competence observed
among early school-age children.

As part of the research procedure, the author formulated the main
problem, which involved finding the answer to the following question: What
is the connection (if any) between the family’s musical culture and the music
aptitude and competence among pupils aged 7–9? The main problem was
divided into the following sub-problems:
1. What is the correlation (if any) between parents’ education and music

aptitude/competence test scores achieved by pupils?
2. What is the correlation (if any) between the family’s musical culture

and music aptitude/competence test scores achieved by pupils with high/
low tonal aptitude?

3. What is the correlation (if any) between the family’s musical culture
and music aptitude/competence test scores achieved by pupils with high/
low rhythm aptitude?

4. What is the correlation (if any) between the family’s musical culture
and music aptitude/competence test scores achieved by pupils with high/
low general music aptitude?
The empirical quantitative research methods applied by the author involved

a questionnaire and a test. The questionnaire was used to obtain the infor-
mation on the general level of parents’ education and the family’s musical
culture, which for the purpose of this research was defined through various
forms of musical activity undertaken with varied frequency for the sake of
children, for instance singing, learning songs, playing instruments, listening
to music and participating in concerts together. Musical culture was also
influenced by the parents’ amateur or professional involvement in music.

In order to evaluate pupils’ music aptitude, the author applied Gordon’s
IMMA (Intermediate Measures of Music Audiation) test. The test is used to
diagnose two basic areas of music aptitude development – tonal and rhythmic–
which Gordon refers to as audiation abilities (cf. Gordon 1998b, 1999b).
The test is divided into two sub-tests: Tonal test, and Rhythm test. Meanwhile,
in order to diagnose pupils’ perceptual musical abilities, the author applied
Gordon’s ITML (Iowa Tests of Music Literacy) test, Weiner’s TPMA (Test
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of Perceptual Musical Abilities) test and her own SPUM (from Polish: Spraw-
dzian Percepcyjnych Umiejætnoúci Muzycznych – Test of Perceptual Musical
Abilities) test. The TPMA test is designed for pupils attending the 3rd grade
and it is used to diagnose important areas of music perception and the related
abilities within the following scope: I. Perception of the constructive elements
of a musical piece; II. Identity in music, style sensitivity; III. Associating
music with non-musical contents, sound sensitivity (Weiner 2007: 41; cf.
Bonna 2014).

Gordon’s ITML test can be used to evaluate the basic musical achieve-
ments connected with the understanding of tonality and rhythm. For the
purpose of this research the author applied the auditory perception sub-test,
which is included in the first part of the said test. It verifies pupils’ perceptual
abilities when it comes to the auditory identification (audiation) of major
and minor tonality in short melodic phrases as well as the duple and triple
meter in rhythmic pieces (cf. Gordon 1991, 1994; Koùodziejski 2014). Mean-
while, the SPUM test was applied to evaluate music competence among
children attending the 1st and the 2nd grade. Using this research tool, the
author evaluated the children’s auditory ability to differentiate sound pitch,
their perception of consonance, individual sounds, the contour and the tonal
centre of melody as well as the ability to identify the structure of musical
pieces they heard (AB, ABA). In order to evaluate the pupils’ rhythm improvi-
sation readiness, the author applied Gordon’s RIRR (Rhythm Improvisation
Readiness Record) test. It comprises 40 pairs of exercises, where each pair
has a specific rhythm structure that is played using the same simple melody
line. Pupils are then asked to answer whether the two motifs in each pair
sound the same or not (the possible difference is in the rhythm) (Gordon
1998a: 34). In order to diagnose the pupils’ vocal and improvisation abilities,
a multiple-point estimated scale was developed (see Gordon 1986: 14). It
was used by competent judges who evaluated the intonational, rhythmic
and expressive/technical correctness of children’s performance of a popular
Polish song titled Stary niedêwiedê, whose melodic and rhythmic structure
corresponds to the performance abilities of early school-age children. This
scale was also used to evaluate the children’s tonal and rhythm improvisation
abilities.

The correlations between the variables were described using Spearman’s
rank correlation coefficient (r

s
).

The research was conducted in 2010 and 2011 at the European Union
Primary School No. 46 in Bydgoszcz, Poland. The participants were 131
pupils from Grades 1–3 and their parents.
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Results

In terms of the research, it seemed interesting to clarify the connection
between parents’ education and the family’s musical culture. The analysis
showed a weak (r

s
=0.27) but highly significant (p=0.002) correlation between

musical culture and mothers’ education. This proves that when their level of
education improves, the family’s musical culture improves as well. This
correlation was clear, though small. Meanwhile, no evidence was found for
a statistical correlation between the family’s musical culture and the level of
fathers’ education (r

s
=0.15; p=0.097).

In order to define the relationship between parents’ education2 and the
level of pupils’ music aptitude, their perceptual, vocal and improvisation
abilities, as well as their rhythm improvisation readiness, the strength of
correlation between these variables3 was analyzed (table 1).

Table 1.
Spearman’s correlation coefficients between the parents’ education

and the pupils’ music aptitude and competence

Test Mothers’ education Fathers’ education

1 2 3
IMMA rs=0.10 rs=0.12
Total score p=0.228 p=0.161

N=131 N=123
ITML rs=0.06 rs=0.09
Total score p=0.49 p=0.306

N=131 N=123
RIRR rs=0.14 rs=0.26

p=0.101 p=0.003
N=131 N=123

SPUM rs=0.08 rs=0.12
p=422 p=0.285
N=88 N=81

TPMA rs=0.18 rs=0.21
p=0.249 p=0.191

N=43 N=42

2 The relationship between both parents’ education was found to have a statistically
highly significant (p<.0001), moderate correlation (rs=0.50).

3 The degree of relationship between variables was adopted from Joy P. Guilford
(see: Nowaczyk 1995: 105).
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1 2 3
Vocal competence rs=0.38 rs=0.32

p<.0001 p=0.0004
N=131 N=123

Tonal improvisation rs=0.22 rs=0.57
p=0.010 p=0.527
N=131 N=123

Rhythm improvisation rs=0.13 rs=0.06
p=0.145 p=0.491
N=131 N=123

Source: the author’s own research

rs – Spearman’s correlation coefficient
p<0.05 – significant difference
p<0.01 – highly significant difference
N – the number of people

The research revealed statistically highly significant correlations: the
correlation between mothers’ education and the level of pupils’ vocal com-
petence was near-moderate (r

s
=0.38; p<0.0001), while the correlation with

fathers’ education was weak (r
s
=0.32; p=0.0004). The correlation coefficient

in mothers’ case indicates a significant correlation between the variables. In
fathers’ case, that correlation is clear, though small. Statistical dependencies
indicating weak correlations were also found between fathers’ education
and the RIRR (Rhythm Improvisation Readiness Record) test scores (r

s
=0.26;

p=0.003) as well as between mothers’ education and pupils’ tonal improvisa-
tion (r

s
=0.22; p=0.010). When it comes to the IMMA (Intermediate Measures

of Music Audiation) test, the tests of perceptual musical abilities (ITML,
SPUM, TPMA) and the rhythm improvisation tests, no statistical connection
has been found between parents’ education and children’s scores.

In the next part of the research, the author aimed at defining the strength
of correlation between the family’s musical culture and the music aptitude
and competence – i.e. perceptual, vocal and (tonal/rhythm) improvisation
abilities as well as rhythm improvisation readiness – among pupils with
high/low tonal aptitude, singled out based on the scores from the first part
of the IMMA test (table 2).



392

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

Table 2.
Spearman’s correlation coefficients between the family’s musical culture
and the test scores achieved by the pupils with high/low tonal aptitude

(IMMA Tonal test)

IMMA Musical IMMA Musical
Tonal test high level culture Tonal test low level culture

1 2 3 4
IMMA rs=0.39 IMMA rs=0.06
Tonal test p=0.007 Tonal test p=0.662

N=45 N=45
IMMA rs=0.15 IMMA rs=0.03
Rhythm test p=0.35 Rhythm test p=0.811

N=45 N=45
IMMA rs=0.23 IMMA rs=0.03
Total score p=0.121 Total score p=0.859

N=45 N=45
ITML rs=0.13 ITML rs=0.36
Tonal test p=0.315 Tonal test p=0.015

N=45 N=45
ITML rs=-0.09 ITML rs=-0.19
Rhythm test p=0.533 Rhythm test p=0.203

N=45 N=45
ITML rs=0.04 ITML rs=0.22
Total score p=0.778 Total score p=0.156

N=45 N=45
RIRR rs=0.20 RIRR rs=0.06

p=0.178 p=0.696
N=45 N=45

SPUM rs=0.31 SPUM rs=-0.15
p=0.105 p=0.443

N=27 N=30
TPMA rs=0.19 TPMA rs=-0.19

p=0.457 p=0.489
N=18 N=15

Vocal competence rs=0.39 Vocal competence rs=0.40
p=0.008 p=0.007

N=45 N=45
Tonal improvisation rs=0.56 Tonal improvisation rs=0.14

p<0.0001 p=0.35
N=45 N=45
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1 2 3 4
Rhythm improvisation rs=0.24 Rhythm improvisation rs=0.16

p=0.098 p=0.294
N=45 N=45

Source: the author’s own research

Statistically highly significant correlations were found among the children
with high tonal aptitude. The highest moderate correlation (r

s
=0.56;

p=0.0001) occurred between the family’s musical culture and the children’s
tonal improvisation abilities. In addition, a near-moderate correlation was
found between the family’s musical culture and the pupils’ tonal aptitude
(r

s
=0.39; p=0.007) and their vocal competence (r

s
=0.39; p=0.008). These

results indicate that if parents have children with high tonal aptitude, if they
are involved in music either as amateurs or professionals and if their family
life includes activities such as singing, learning songs, playing instruments,
listening to music and participating in concerts together with their children,
then these parents play a significant role in improving their children’s tonal
aptitude as well as vocal and improvisation competence. The pupils with
low tonal aptitude also revealed statistically significant and highly significant
correlations. A moderate correlation (r

s
=0.40; p=0.007) was found between

the pupils’ vocal competence and the family’s musical culture. What is also
noteworthy about this group is the weak correlation (r

s
=0.36; p=0.015) between

the auditory ability to differentiate major tonality from minor tonality (ITML
Tonal test) and the family’s musical culture. The results indicate a directly
proportional relationship which is significant in the case of vocal competence
and clear, though small, in the case of the auditory ability to identify the
tonality. Thus, both groups demonstrate that when the degree of musical
culture in the family improves, the pupils’ competence within the specified
scope improves as well. It must also be said that no other statistical correla-
tions were established within the scope of analysis.

In the next part of the research, the author investigated the relationship
between the family’s musical culture and the music aptitude/competence
test scores achieved by the pupils with high/low rhythm aptitude, singled
out based on the scores from the second part of the IMMA test (table 3).
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Table 3.
Spearman’s correlation coefficients between the family’s musical culture
and the test scores achieved by the pupils with high/low rhythm aptitude

(IMMA  Rhythm test)

IMMA Musical IMMA Musical
Rhythm test high level culture Rhythm test low level culture

1 2 3 4
IMMA rs=-0.01 IMMA rs=-0.005
Tonal test p=0.96 Tonal test p=0.967

N=33 N=50
IMMA rs=-0.19 IMMA rs=-0.02
Rhythm test p=0.30 Rhythm test p=0.905

N=33 N=50
IMMA rs=-0.11 IMMA rs=-0.01
Total score p=0.542 Total score p=0.934

N=33 N=50
ITML rs=-0.26 ITML rs=0.18
Tonal test p=0.144 Tonal test p=0.199

N=33 N=50
ITML rs=-0.18 ITML rs=-0.16
Rhythm test p=0.324 Rhythm test p=0.268

N=33 N=50
ITML rs=-0.26 ITML rs=0.06
Total score p=0.149 Total score p=0.679

N=33 N=50
RIRR rs=0.01 RIRR rs=0.16

p=0.936 p=0.269
N=33 N=50

SPUM rs=-0.02 SPUM rs=-0.27
p=0.937 p=0.086

N=16 N=42
TPMA rs=-0.03 TPMA rs=-0.14

p=0.918 p=0.749
N=17 N=8

Vocal competence rs=0.05 Vocal competence rs=0.32
p=0.800 p=0.022

N=33 N=50
Tonal improvisation rs=0.43 Tonal improvisation rs=0.03

p=0.014 p=0.859
N=33 N=50



395

B. Bonna. Musical Culture in the Family and the Music Aptitude and Competence..

1 2 3 4
Rhythm improvisation rs=-0.04 Rhythm improvisation rs=0.06

p=0.815 p=0.703
N=33 N=50

Source: the author’s own research

Individual statistical correlations between the variables were found in
both groups of pupils (with high/low rhythm aptitude). The pupils with
high scores in the IMMA Rhythm test showed a moderate correlation
(r

s
=0.43; p=0.014) between their tonal improvisation abilities and the family’s

musical culture. Thus, the correlation between these variables is significant
and it means that the higher the level of family’s musical culture (manifested
by different forms of musical activity undertaken for the sake of children as
well as family members’ involvement in music), the better the pupils’ improvi-
sation abilities. It also proves that the lower the level of family’s musical
culture, the smaller the pupils’ improvisation achievements. The group of
pupils with low rhythm aptitude demonstrated a weak correlation (r

s
=0.32;

p=0.022) between the family’s musical culture and the pupils’ vocal compe-
tence – the relationship is clear, though small.

In order to answer the final research question, the author calculated the
correlation coefficients between the music aptitude/competence of pupils
who achieved high/low total scores in the IMMA music aptitude test and
the level of musical culture in their families (table 4).

Table 4.
Spearman’s correlation coefficients between the family’s musical culture
and the test scores achieved by the pupils with high/low music aptitude

(IMMA Total score)

IMMA Musical IMMA Musical
Total score high level culture Total score low level culture

1 2 3 4
IMMA rs=0.46 IMMA rs=0.01
Tonal test p=0.009 Tonal test p=0.927

N=31 N=53
IMMA rs=-0.26 IMMA rs=-0.06
Rhythm test p=0.168 Rhythm test p=0.675

N=31 N=53
IMMA rs=0.05 IMMA rs=-0.03
Total score p=0.787 Total score p=0.826

N=31 N=53
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1 2 3 4
ITML rs=-0.04 ITML rs=0.30
Tonal test p=0.829 Tonal test p=0.031

N=31 N=53
ITML rs=0.03 ITML rs=0.14
Rhythm test p=0.883 Rhythm test p=0.335

N=31 N=53
ITML rs=0.08 ITML rs=0.17
Total score p=0.662 Total score p=0.223

N=31 N=53
RIRR rs=0.08 RIRR rs=0.01

p=0.684 p=0.916
N=31 N=53

SPUM rs=0.50 SPUM rs=-0.19
p=0.048 p=0.232

N=16 N=41
TPMA rs=0.08 TPMA rs=0.01

p=0.785 p=0.987
N=15 N=12

Vocal competence rs=0.32 Vocal competence rs=0.34
p=0.076 p=0.013

N=31 N=53
Tonal improvisation rs=0.47 Tonal improvisation rs=0.06

p=0.007 p=0.644
N=31 N=53

Rhythm improvisation rs=0.14 Rhythm improvisation rs=0.07
p=0.451 p=0.603

N=31 N=53

Source: the author’s own research

The analysis has showed that the group of pupils with high music
aptitude demonstrates statistically highly significant or significant correlations
between the level of family’s musical culture and the pupils’ tonal aptitude
as well as tonal improvisation and perceptual abilities diagnosed using SPUM.
The highest correlation coefficient occurred between the family’s musical
culture and SPUM scores (r

s
=0.50; p=0.048), then tonal improvisation

(r
s
=0.47; p=0.007), and then tonal aptitude (IMMA Tonal test: r

s
=0.46;

p=0.009). All correlations proved moderate, indicating a significant con-
nection between the parameters in question. What is also noteworthy about
this group is the nearly statistically significant (p=0.076), though weak
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(rs=0.32), correlation between the family’s musical culture and the level of
pupils’ vocal competence. Meanwhile, the pupils with low music aptitude
demonstrated only two statistically significant weak correlations between
the family’s musical culture and the level of children’s vocal competence
(r

s
=0.34; p=0.013) as well as the auditory ability to identify major/minor

tonality (ITML Tonal test: r
s
=0.30; p=0.031). The results indicate a clear,

though small, connection between these variables.

Conclusions

The research has showed that the level of music aptitude and selected
musical abilities observed among early school-age children should be asso-
ciated with the musical culture of their family environment. That culture is
developed through various forms of musical activity undertaken with varied
frequency for the sake of children, including singing, learning songs, playing
instruments, listening to music and participating in concerts together. The
level of musical culture is also influenced by parents and their amateur or
professional involvement in music. Another important factor is parents’
education which shows statistically highly significant or significant correlation
with the level of vocal competence, tonal improvisation abilities and pupils’
rhythm improvisation readiness. A relatively highest moderate correlation
was found between the level of mothers’ education and children’s vocal
competence.

In the group of pupils with high tonal aptitude, which was singled out
based on the IMMA test scores, the author observed moderate and statistically
highly significant correlations between the family’s musical culture and pupils’
tonal improvisation abilities, vocal competence and tonal aptitude. When it
comes to the children with low scores in the tonal test, musical culture proved
to have a moderate correlation with vocal competence and a weak correlation
with the auditory ability to differentiate between major and minor tonality.
Meanwhile, the pupils with high rhythm aptitude demonstrated a statistically
significant moderate correlation between the musical activity undertaken
with the family and their level of tonal improvisation, whereas a weak statis-
tical correlation was found in the group of pupils with low rhythm aptitude
which showed a clear, though weak, connection between musical culture
and the level of children’s vocal competence. The statistical moderate correla-
tions were also discovered among the pupils who, in general, achieved high
scores in the IMMA test. These correlations showed a significant connection
between the family’s musical culture and the level of pupils’ musical compe-
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tence, the perceptual abilities diagnosed using SPUM and their tonal improvi-
sation. When it comes to the subjects with low scores in the IMMA test,
weak correlations occurred between the family’s musical culture and the
pupils’ ability to differentiate tonality and their vocal competence.

The research has showed for both groups that when the degree of musical
culture in the family improves, the test scores within the specified scope
improve as well. All the correlation coefficients described in this paper indicate
a directly proportional relationship between the variables in question which
proved stronger among the group of pupils who demonstrate high tonal and
rhythm aptitude and who, in general, achieved high scores in the IMMA
test. Moderate correlations were predominant among those pupils, indicating
a significant connection between musical culture in the family and the level
of music aptitude and selected musical abilities. As far as the pupils with
low music aptitude are concerned, the low correlation coefficients were predo-
minant, indicating a clear, though small, connection between the correlated
variables.

The results presented confirm other findings on the connection between
musical culture in the family and the level of pupils’ music aptitude and
competence (cf. Shuter-Dyson, Gabriel 1986; Kamiñska 1997; Konkol 2002;
Bonna 2005a, 2012; Koùodziejski 2008b; Weiner 2010) and justify the con-
clusion that the family environment is of great importance for the children’s
musical development.

Mûzikas kultûra ìimenç un jaunâkâ skolas vecuma bçrnu
muzikâlâs spçjas un prasmes (uz Polijâ veikta pçtîjuma pamata)

Beâte Bonna

Kopsavilkums

Raksts sastâv no ievada, metodoloìiskâs daïas, pçtîjuma rezultâtu izklâsta
un secinâjumiem. Uzmanîbas centrâ ir saikne starp mûzikas kultûru ìimenç
un muzikâlo attîstîbu (uztveri, dziedâðanu un improvizçðanu), ko demonstrç
jaunâkâ skolas vecuma bçrni (1.–3. klaðu skolçni, resp., 7–9 gadus veci bçrni).
Ðajâ pçtîjumâ mûzikas kultûra ìimenç raksturota kâ daþâdas mûzikas no-
darbîbu formas, kas tiek veiktas bçrnu un viòu vides labâ, piemçram, dziesmu
dziedâðana un mâcîðanâs, mûzikas instrumentu spçle, mûzikas klausîðanâs,
kopîga lîdzdalîba koncertos. Mûzikas kultûras veidoðanâ liela loma ir vecâ-
kiem.
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Galvenie rakstâ aplûkotie problçmjautâjumi ir ðâdi:
— Kâda ir (ja ir) korelâcija starp vecâku vispârçjâs izglîtîbas lîmeni un

bçrnu muzikâlâs attîstîbas lîmeni?
— Kâda ir (ja ir) korelâcija starp ìimenes mûzikas kultûru un bçrnu intonç-

ðanas prasmi?
— Kâda ir (ja ir) korelâcija starp ìimenes mûzikas kultûru un bçrnu ritma

izjûtu?
— Kâda ir (ja ir?) korelâcija starp ìimenes mûzikas kultûru un bçrnu muzi-

kâlâs attîstîbas lîmeni?
Iegûto rezultâtu kvalitatîvâ un kvantitatîvâ analîze tika veikta, balstoties

uz speciâli izraudzîtâm skolçnu grupâm ar visaugstâkajiem un viszemâkajiem
VMKM 4 testa rezultâtiem. Pçtîjums parâdîja: jo ìimenç augstâka mûzikas
kultûras pakâpe, jo augstâks arî abu grupu skolçnu muzikâlâs attîstîbas
lîmenis. Apsprieþamo mainîgo korelâcijas izrâdîjâs spçcîgâkas skolçniem ar
labâm intonçðanas prasmçm un ritma izjûtu, kuri kopumâ ieguva labâkus
rezultâtus muzikâlâs attîstîbas testâ.

Pçtîjums ïâva arî secinât, ka bçrna muzikâlo attîstîbu ietekmç vecâku
(pirmâm kârtâm mâtes) vispârçjâs izglîtîbas lîmenis un sociâli ekonomiskais
statuss.
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Implications for Social Aspects of Making Music

in the Education of a Child
(According to the Author’s Own Educational Research)
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Abstract

The paper presents the selection of author’s own research results on
selected assumptions of Gordon’s Theory of Music Learning in early educa-
tion. The paper discusses the assumptions of Gordon’s theory that concern
the social environment of music learning, developing specific music skills by
the learners, and relevant musical activities of teachers, parents or other
musicians. The importance of child’s social environment for learning music,
as well as social aspects of performing music, is emphasised. The research
included diagnostic probing, observation techniques and interviews. The
research results expressed in percentage are based on the purposive sample
of Polish parents of children aged 0–7, teachers and students of early music
education.

Key words: audiation, music education, social patterns, competencies,
social relations, school.

Introduction

When analysing the quality of a child’s music education and the impor-
tance of the main educational environment, it is important to take into consi-
deration the competences of parents and teachers. They need to be able to
understand, explain and create situations, in which the main musical capaci-
ties of a child are developed. According to Edwin Elias Gordon, the core of
such capacities is audiation, the main category of musical development and
musical understanding (Woodford 1996: 83).

This paper points at the social aspects of learning, namely, the impact
of adults’ everyday musical activities, and the ‘me–you’ relationship or
‘teacher – student’ relationship that is formed with the child participating in
these activities. The joint involvement of the main institutions responsible
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for a child’s development, namely, the family, nursery school, and school is
also important. These institutions should be involved in developing audiation
when playing music with the child every day. In this analysis, Gordon’s
theory of audiation has been adopted. This category is central to describing
the musical thinking pattern in a way that takes into consideration a specific
musical language and culture of the child’s social environment. The sociolo-
gical and phenomenological perspective in this paper was adopted from Alfred
Schütz (Schütz 2008: 232–240). Although Schütz has never mentioned
audiation as a category of ‘Making Music Together’ (Schütz 2008: 232–
240), he discusses experiencing and interpreting music in the context of the
internal understanding of music, which is exactly what Gordon understands
as audiation (Gordon 1999: 22–24; Gordon 2005: 63–65). Social teaching
and learning music by audiation is empowering the learner and making the
teacher a musical guide. Face-to-face interactions are typical of this approach
and create a common ground for all the musicians (parents, teachers and the
child), as described by Schütz (Schütz 2008: 206, 225–239). In this paper,
the common ground mentioned by Schütz is the environment, in which the
child develops, namely, the family (with its musical and cultural resources
and achievements obtained by the parents, siblings and the child), nursery
school and school (Woodford 1996: 87–88; Gordon 2005: 64–66; Schütz
2008: 239).

The importance of these educational environments makes them a real
alternative for shaping children’s knowledge and music experiences (Folkestad
2006: 144). That is why, many researchers are interested in music compe-
tences of instructors who monitor music development of children on the
informal stage of music education. Qualitative and quantitative analyses are
then extremely important in shaping music competences of adults, especially
in terms of: their passion and musical-educational preferences, music know-
ledge, self-assessment of practical skills, description of everyday music life
quality, interpretation of their own music biographies, description of music
experience and attitude towards music development through long life educa-
tion (Lamont 2011: 370–374, 380–385; Folkestad 2006: 135–145; Gordon
1997; Zwoliñska 2013: 144–149).

Musical guidance at early stages of developing audiation

In his theory on developing audiation, Gordon clearly emphasises the
need to involve the child’s social environment in the process of musical deve-
lopment. Other researchers also notice this need, among them Beata Bonna,
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who stresses the role of the family environment in the early music education
basing on her own research (Bonna 2005: 60–73). Parents are the first and
most important teachers1 responsible for providing musical stimuli at the
early stages of development (Bonna 2005: 60–73; Zwoliñska 2011: 256).
Reproducing local musical culture is a natural step in the musical development
directed by competent parents. If placed in the context of developing audiation
in a child, these activities support the key process in musical development
(Gordon 1999). Audiation development can be guided in a family by way of
the following tasks:
— s t imu la t i ng  mus i ca l  t h i nk ing  in the child by presenting different

musical activities performed by the parents;
— c r e a t i n g  s i t u a t i o n s ,  w h e r e  e x p e r i e n c i n g  m u s i c and its

elements becomes natural and common for both subjects (the parent
and the child);

— a c t i v a t i n g  p e r c e p t i o n  o f  m u s i c  m a t e r i a l, which is strongly
diversified in terms of tonality and rhythm (the material is to be sung
by parents and children and accompanied by movement);

— e v o k i n g  r e a c t i o n s  t o  m u s i c (various, such as facial expression,
movement and vocalising), taking care to praise good intentions, rather
than providing feedback (Zwoliñska, Gawryùkiewicz 2007:15–17);

— s h a p i n g  m u s i c a l  h a b i t s, as reactions to musical stimuli that are
reinforced on a daily basis.
At this stage, musical guidance may be structured or unstructured.

“When guidance is unstructured, the parent or teacher exposes the child to
the culture naturally, without specific planning. When guidance is structured,
the parent or teacher plans the lesson specifically” (Gordon 1999: 327). It is
widely known that music carries particular musical information (content)
and the effect music has on the audience depends on the ability to receive
and process musical information. A child gains this ability while learning
the musical language. Activities of competent parents and nursery school
teachers should support the natural order, in which a child gains interest in
music, child’s activities in response to and reactions to musical content
(Gordon 1999: 327). This aspect of musical guidance by adults is of utmost
importance for the early education of children.

1 Parents do not have to be professional musicians. It is enough if they can sing
relatively in tune, move rhythmically and, most importantly, if they feel being respon-
sible for the child’s musical development.
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Musical guidance as an informal way of teaching music demands activity
and music competences of people who create everyday environment for the
development of a child. Social (personal, socialising, inculturating) aspect of
group activities (parents, teachers, students) and relation between research
and practice of music implementation for small children are clearly stressed
in this informal music instruction (Folkestad 2006: 138–139; Jorgensen 1997:
24–26). Inculturation (enculturation – Folkestad 2006: 139) is a process of
natural acquisition of music culture by an individual, and, according to Gor-
don, it becomes the most important process since it includes demonstrating
the diversity of music and surrounding a child with music based on different
scales, metre, tempo, sound and dynamics; singing for a child in the same
keys and presenting motifs that differ in tonality and rhythm (Bonna, Trzos,
Koùodziejski, 2014: 7–8). Informal guidance in music should focus on orga-
nising everyday music experience in an unprocessed form, as it is most typical
in a given social context (Gordon 1999: 329)2. Musical guidance focuses
competent adults’ attention on everyday music culture that is most common
in a child’s environment in order to make the child acquainted with its main
features: tonality and rhythm. Optimal developmental activities in this field
have the following results:
— searching for musical idioms of the immediate surroundings;
— reinforcing the patterns of musical communication;
— creating the child’s first musical utterances;
— processing the elements of speech within the musical paradigm (percep-

tion of words, phrases, semantics and syntax of a sentence) (Zwoliñska
2011: 259).
Another area, where parents and teachers should be active, is supporting

the development of audiation in terms of im i t a t i ng  music. Child’s develop-
ment in this field requires an appropriate attitude of the adults, who should
be the role models. This is also important due to children’s natural propensity
to imitation, which is emphasised by Jerome Bruner (Bruner 2010: 75). Situa-
tions that stimulate children to imitate musical activities can occur spontaneously
and may have lasting results. Both Gordon and Bruner believe that when
guiding the musical development of children, adults should bear in mind
that children learn through imitation (Bruner 2010: 74–76). This attitude is
based on the research, which has showed that children have strong cultural
propensity, sensitivity and will to spontaneously imitate their parents and

2 Gordon notes that the best music is the music adults listen to (Gordon 1999:329).
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peers (Bruner 2010: 75). According to Gordon’s theory, it is necessary to
differentiate between imitation (typically, children mimic reactions to music
and musical activities) and m o d e l l i n g  (concrete or abstract) in music.
While imitation (copying spontaneously the observed musical activity) is
typical of early stages of development, later on modelling becomes the main
process that stimulates musical activity in a child, such as singing, moving to
music, listening actively, etc. An example of modelling is directing the
development of the child towards the ability to finish a melody or perform
the central sound to complete a particular musical phrase (tonic or macro-
beat). The ultimate aim of modelling is for a child to be able to use indepen-
dently similar motifs, concepts and rules in future musical utterances (Bandura
2007: 166; Zwoliñska 2011: 258). Activities of the adults, who are the models
for learning music, help the child form musical concepts and strategies of
processing fragments of musical content (Zwoliñska 2011: 258), and, even-
tually, learn the rules of the musical language.

The appropriate musical guidance in the natural social circle helps
children perceive, imitate and process the musical content. This, together
with coordinated movement and respiration required for playing music,
prepares children for assimilating music.

Competent adults and musical guidance of children

A child’s music education requires active participation of competent
parents and teachers, who support the child (Uchyùa-Zroski 2012: 278–
279). This involvement depends on the quality of the systematically adjusted
everyday musical experience shared with the child. This adjustment is based
on the evaluation of the naturally observed musical activities of both subjects:
the adult and the child. The importance of these competences in an adult
who guides musical interactions is stressed by Maciej Koùodziejski. The
researcher has created a detailed profile of such a guide. He emphasises that
such a person should be research-oriented (Koùodziejski 2012a:373–384;
Koùodziejski 2012b: 366–367). There are numerous competences that adult
partners in music education of a child (i.e. parents and teachers) should
have, such as teleological, procedural, diagnostic, constructivist, commu-
nicative and creative competences, but the ability to take on a researcher’s
role and describe (observe and diagnose) everyday situations related with
making music together with a child is also important (Koùodziejski 2012b:
363–364, 366–367). Making music together with a child has not only
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aesthetic, but above all developmental, cognitive, and didactic purposes, as
it reinforces the process of assimilating music. Gordon pays a lot of attention
to the activities of parents and teachers, which he sees mostly as informal
musical guidance. The emphasis is placed on the joint activities that are
based on the child’s ability to experience music.

1) Children learn music in that they experience tonality. This may take
the following forms:
— sensing and performing the tonic and the notes of the passing chords,
— sensing and performing fragments of scales, tonality and keys in the

songs,
— processing a succession of notes from a given scale on the basis of known

songs (or their fragments),
— the internal experience of time in music (durée): experiencing the execu-

tion and processing the length of a phrase and the time of waiting for
an answer (in teaching tonal motifs),

— tonal improvisations.

2) Children learn music in that they experience rhythm. This may take
the following forms:
— sensing and performing macrobeats, microbeats, rhythmical motifs,

tempo, and metre,
— the internal experience of time in music (durée): rest, silence, fermata,

time of waiting for an answer of the child or the parent (in teaching
rhythmical motifs),

— processing tempo and metre,
— experiencing the meaning of changes in tempo and metre,
— creating rhythmical patterns and improvisations (e.g., in movement

games and dances).

3) Children learn music in that they experience musical knowledge.
This may take the following forms:
— combining theory with everyday musical practice,
— making associations between public performance or concerts and one’s

own knowledge about the content of such musical events,
— creating situations that give the sense of agency in music,
— building one’s own knowledge about music (concepts, opinions, expla-

nations), supported by child’s experience, episodes, passions, failures
and successes, as well as attempts to establish what is important in
music.
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4) Children learn music in that they experience social relationships.
This may take the following forms:
— experiencing and shaping ‘face-to-face’ relationships when making music

in a band,
— experiencing and arranging ‘scenes of focused attention’ (parent–child

relationships, classes, on stage: actor and audience, during concerts and
musical events, etc.),

— finding many different solutions when making music in a band.

Methodology

A self-evaluation survey was carried out among parents, teachers and
students regarding their understanding and ability to incorporate different
practices of musical guidance for children aged 0–7. The focus was on
understanding and incorporating different practices that help children learn
music by experiencing tonality, rhythm, knowledge about music and social
relationships. The respondents were recruited from three groups:
1) parents of children aged 0–7 (recruited randomly from a group of parents

of children from a municipal nursery school and a group of parents
participating in the Muzopolis3 educational-research project),

2) nursery school teachers (from the municipal nursery school) and teachers
participating in the Muzopolis educational-research project,

3) students of early music education (from the cities of Bydgoszcz, Konin,
and Kalisz in Poland).
All the participating parents confirmed in advance that they are involved

in developing their child’s key musical capacities typical for the age of the
child at home and in other settings.

The teachers confirmed in advance that their work in the nursery school
is based (partly or entirely) on the musical content and the activities that
combine different areas of preschool education, such as teaching songs and
dances, playing musical instruments, using background music for painting,
reading or relaxing, interpreting music, etc.

The students were divided into two groups: the first group specialised
in general preschool and early school education, and the second one speci-

3Muzopolis is an educational-research project of the Music Pedagogy Faculty of
Kazimierz Wielki University in Bydgoszcz (Poland). The participants are children aged
0–7 and their parents. It includes experimental classes held by specialists from the
Faculty, following the innovative strategy of music teaching based on Gordon’s theory.
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alised in music education. However, the students in both groups received
training as teachers of music for little children.

During the survey, Self-evaluation sheet and Interview questionnaire
were used by the respondents to evaluate their ability to guide the musical
development of children, when making music together. The purpose of this
diagnosis was to learn the opinions on different aspects of teaching and
learning music during the time children and adults spend together, in particular:
1) absorbing, understanding and processing elements of everyday know-

ledge about the musical development of a child and
2) applying selected practices of developing musicality in children inde-

pendently, such as teaching by experiencing tonality, rhythm, knowledge
about music (concepts), human relationships (encouraging soloists, orga-
nising group activities, group dances, free music making sessions with
adults, etc.).
The respondents evaluated the intensity and the appropriateness of

interaction on an 11-point scale from 0 to 10, where 0 was the lowest grade
and 10 was the highest grade. The answers of the adults expressed in points
were then converted to percentage scores, where each point corresponded
to 10% of meeting the tonal or rhythmic criteria.

The aim of the diagnosis in the group of student was to find out how
much they knew about organising educational practices and possible prefe-
rences in terms of early (up to 10 years of age) music education models. By
shedding light on the opinions and the preferences of education, students
can help explain and predict the tendencies in contemporary music education
and describe the frame of mind of the future teachers.

The research was carried out in two stages: between 2010–2011 – the
research among students (N = 272) and between 2011–2013 – the research
among parents and teachers (N = 56).

Results

A d u l t s ’  p e r s o n a l  k n o w l e d g e  a b o u t  c h i l d r e n ’ s
m u s i c  e d u c a t i o n

The first step in the research on social aspects of music learning was
evaluating the students’ personal knowledge in the domain of interpreting
their teaching practice. The respondents were asked about the meaning of
music education. With this question, it was possible to learn the students’
opinions about their personal attitude to music education and their activities
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when making music with a child on an everyday basis (attitude, objectives,
knowledge, and competences). The students’ answers are presented in Table1.

Table 1.
Students’ interpretation of everyday teaching practice

in early music education

Early music education is based on: N %

Students of
pre-school education

the use of and gaining theoretical knowledge
in action

112 50,45

general instructional and educational work 38 17,1
learning improvisation – this is the only
way to avoid routine in art

72 32,45

Students of music
the use of and gaining theoretical knowledge
in action

23 46

general instructional and educational work 17 34
learning improvisation – this is the only way
to avoid routine in art

10 20

Students of pre-school education 222 100
Students of music 50 100
Total 272 –

Source: The author’s own research

Another aim of the research was to check, whether the respondents were
in favour of the social methods of music teaching. In Poland, there are various
attitudes to progressive and traditional didactics. This results in a diversity
of teaching preferences of students and teachers who specialise in music
education at early stages of children’s development. Due to this diversity it
is difficult to describe unequivocally the role of adults and their interactions
with children during everyday music making, as perceived by the respondents.
The role of adults as experts who communicate objective knowledge about
music to children (traditional objectivism) is gradually replaced with the
role as interpreters of emotions when experiencing music together with the
child (constructivism). Therefore, examining the personal attitudes of students
and teachers in this field may suggest which model of music education and
practices of developing musicality is the dominant one. Therefore, checking
the respondents’ preferences in this aspect was so important (Figure 1).
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Figure 1. Preferred music education model in students’ opinion

The research results showed that the majority of adult subjects strongly
preferred the constructivist approach to music education (Figure 1). This
attitude bears similarities to the progressive didactics. Therefore, it was
assumed that the subjects would be ready to accept the principles of the
progressive theory of teaching music by Edwin E. Gordon. Thus, the personal
opinions of students of education were collected, and those opinions seemed
favourable for the application of the social practice of music making, accor-
ding to one of the most important theories proposed by Gordon. Another
research (analysing the profile of a perfect learner of music – Trzos 2012)
showed how the years of experience (professional, educational, musical
and social) shaped personal theories on this topic, expressed by the partici-
pating students. This is linked with the ability to accept the progressive and
innovative theory by Gordon. The theories shared by the students demon-
strated their personal knowledge about the musical development of a child
and their conviction that the attitude based on Gordon’s theory should be
adopted. This knowledge includes personal definitions used by parents and
teachers in their everyday thinking about the development of musicality in
a child. The subjects also gave their own definition of the key term in Gor-
don’s theory – ‘audiation’ (Gordon 2005: 63–66, 82). This way, it was
possible to semantically analyse the subjects’ knowledge on musical develop-
ment of children (Flick 2011: 100–110; Lamont 2011: 369; Trzos 2012:
140–171).

The researcher: “How do you understand the term ‘thinking music’?
Please, describe a situation from your past that was associated with the use
of the Theory of Teaching Music by Edwin Elias Gordon”.
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.

X:  “[...] I’ve previously mentioned Gordon’s theory, and now I think
that we can ‘think music’ all the time. Thinking music is so universal, because
when our parents sing lullabies or murmur some simple melodies, they already
shape our musical imagination. For example, when a two-year old girl in
my family feels annoyed or bored, she approaches the TV and asks to switch
the ‘la-la-la’ on (laughter). She already knows that this is what she needs
and that thinking music will shape her imagination. She sways to music and
makes specific movements; thus, already at the age of 2 she understands
music. Clearly, Gordon’s theory applies to everyday life and education. I
would like, I’d actually DREAM that parents and teachers understood how
important it is to shape musical imagination in such small children. Raising
teachers’ awareness is very important” (a teacher, 44. Trzos 2012: 185–186).

This subject’s response suggests that there are numerous occasions in
everyday life to become personally convinced that Gordon’s theory is accurate.
The term ‘a u d i a t i o n’ was already present in the commonsensical approach
of the subject. The personal definition of the term ‘audiation’ helps to explain
the semantic meaning of the knowledge about a child’s development and
thet importance of making music together with the child at home and at
school. This way the recognisable resources of the personal semantic know-
ledge of adults making music with children become the basis for describing
the appropriate ways of making music together. This also applies to exploring
the possibilities of adults to introduce innovations into everyday activities
that develop musicality in children.

S e l f - e v a l u a t i o n  o f  p a r e n t s  a n d
t e a c h e r s  m a k i n g  m u s i c  w i t h  c h i l d r e n

The context of this survey was the self-evaluation of adults who stimulate
the sense of tonality and rhythm in children by way of musical guidance,
which is the most natural method at early stages of a child’s development.

The self-evaluation of musical guidance in the field of tonality referred
to the practice of teaching music to children through the experience of tona-
lity. This analysis had to take into account certain aspects of knowing about
and applying in practice the following concepts:
— the so called ear for music (being melodically gifted),
— the ability to develop the sense of melody (in fragments or as a whole),
— the ability to develop the sense of tonality (e.g. in the major/minor cate-

gories),
— the ability to develop the sense of a central note (tonic),
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— the quality and the frequency of singing with children and for children,
— imitating and modelling tonal motifs (simple, consisting of two or three

notes),
— the ability to choose songs in different keys and tonalities,
— developing preferences for melodies in children (forming the skills of

comparison and choice).
The self-evaluation of musical guidance in the field of rhythm referred

to the practice of teaching music to children through the experience of rhyth-
mical structure. Similarly to the analysis of tonality, the focus was on being
aware of and applying in practice the following concepts:
— rhythmical capabilities,
— developing the sense of tempo (in the categories of slow and fast),
— developing the sense of metre (in the categories of simple and complex),
— developing the sense of stability and variability of the rhythm (slowing

down and speeding up),
— the ability to develop the sense of a central note (macrobeats),
— the quality and the frequency of chanting texts rhythmically with children

and for children,
— imitating and modelling simple, rhythmical motifs.

The results of the self-evaluation of parents and preschool teachers in
both fields are shown in Figures 2 and 3:

Figure 2. The self-evaluation of parents and teachers in guiding early
development of musicality in children. Developing the sense of tonality

Source: the author’s own research
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Apparently, in terms of guiding the development of tonal skills in children,
the self-evaluation of parents is rather low, especially regarding the practical
application of specific solutions. Using in practice the knowledge adults acquire
every day on developing the perception of melody and tonal context of musical
phrases appears much more difficult than acquiring this knowledge them-
selves. Mothers felt better prepared and more confident in the practice of
developing musical skills in their children than fathers did. In comparison to
the self-evaluation of parents, preschool teachers were significantly more
aware of the theoretical and the practical implementation of tonal activities.
Probably, it results from the character of teachers’ professional education. It
transpires that the subjects evaluated their own knowledge about the musical
development higher than their abilities to implement this knowledge in practice.
The practical application in the responses of teachers and parents is understood
as supporting the development of musicality in children on everyday basis.

As regards guiding musical development in terms of rhythmical skills,
the self-evaluation of the subjects was qualitatively similar, but with higher
quantitative results – see Figure 3:

Figure 3. The self-evaluation of parents and teachers in guiding early
development of musicality in children. Developing the sense of rhythm

Source: the author’s own research

Apparently, the activities that develop rhythmical skills in children
seemed easier and more comprehensible for the subjects as compared to the
tasks aimed at the development of the sense of tonality. In this domain, the
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highest scores of self-evaluation of both parents and teachers reached 9–10
points. However, the maximum scores for the practical use of this knowledge
were lower than in the domain of tonality (parents: 6 points, teachers: 8
points). As compared to the ability of using the knowledge about tonality in
practice, the self-evaluation of being able to develop the sense of rhythm in
children was definitely higher in mothers, fathers and preschool teachers
alike. In both, the tonal and the rhythmical musical guidance of small children
the subjects evaluated their own knowledge higher that the ability to use it
in practice. In both these fields, teachers were more confident than mothers
and fathers. The results regarding the subjects’ opinions are similar and there
are no additional differences between the contexts of tonality and rhythm in
guiding musical development in children (Figures 2 and 3). Both parents
and teachers admit that it is easier to execute the tasks that develop rhythmical
skills and achievement in children than their tonal (melodic) equivalents.

Conclusions

The conclusions of the research are as follows:
1. Students analyse their own common knowledge, use experience when

interpreting the role of a modern teacher of music and his/her relationship
with the learner’s educational environment.

2. Students know from experience the traditional model of music education,
based on the tradition of Johann Friedrich Herbart’s didactics, but they
clearly prefer constructivism in music education (Gordon’s implications).

3. They understand the social role of teachers, parents, and children –
their emotions, preferences and cooperation – in the analysis of music
experience.

4. The author’s own research results are diagnostic in character. However,
they draw attention to the role of future teachers’ personal and subjective
preferences, which are important for the everyday music education
practice in Poland.

5. It appears that parents of small children are able to refer to their own
knowledge and capability to apply it in practice of developing musicality
of their children. They can point to their strong and weak features as
guides in the musical development of their children.

6. The research results support the findings of modern theory of music
education and sociology of knowledge, especially in the context of every-
day knowledge analysis (the so-called Monday morning realities of
everyday life) and its influence on professional practice.
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Parents and teachers of small children are responsible for developing children’s
ability to make music. The adults should work with the children to achieve
full understanding of music and its tonal and rhythmical context. Competent
participation of adults in musical activities of children is crucial (Uchyùa-
Zroski 2012: 278–279; Kumik 2012: 243). This results from the role of the
social environment in the development of a child and the significance of the
natural social relationships, where children learn attitudes and skills by obser-
ving adults, who are the role models. The same applies to musical develop-
ment. The role of parents and teachers in early music education is that of
informal guidance, where the child is stimulated in the most natural way on
a daily basis, with the use of natural processes that underline the tonal and
rhythmical experience of music. This context is very important for the natural
development of musicality in children, as emphasised by Gordon in his prog-
ressive analysis of teaching music to children. This has also important implica-
tions for teacher training practices, so that teachers understand the process
of learning music and are able to stimulate it by making use of the possibilities
provided by the natural social environment of the child. This environment
consists of adults, who have their personal theories on education and relevant
strategies (Lamont 2011: 370–381). Biographical and socialising aspect of
shaping adult relations (parents, teachers, amateurs and musicians, etc.) towards
education of their children is based on crucial experiences from their own
music life. This is the major element explaining the importance of adults in
children’s early education. The knowledge about the educational resources
supplied by the community, its musical competence, heritage and language,
as well as the role of human relationships, become essential to optimising
social teaching of music.

Edvîna Eliasa Gordona teorija:
muzicçðanas sociâlo aspektu loma bçrna izglîtîbâ

(balstoties uz autora veikto pedagoìisko pçtîjumu)

Pavels Adams Tðoss

Kopsavilkums

Rakstâ izlases veidâ izklâstîti galvenie rezultâti, kas gûti autora veiktajâ
pçtîjumâ par atseviðíiem Edvîna Eliasa Gordona mûzikas mâcîðanas teorijas
aspektiem pirmsskolas izglîtîbas posmâ. Galvenâ uzmanîba veltîta nostâd-
nçm, kas skar mûzikas mâcîðanâs sociâlo vidi, skolçnu muzikâlo prasmju
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attîstîbu un atbilstoðas darbîbas, kas veicamas skolotâjiem, vecâkiem vai
citiem procesâ iesaistîtajiem mûziíiem. Tiek akcentçta sociâlâs vides no-
zîme, kas bçrniem ir svarîga gan mûzikas apguves laikâ, gan tâs atskaòo-
jumâ.

Tieði sociâlâ vide spçj sniegt daþâdas bçrnu zinâðanu un muzikâlâs pie-
redzes alternatîvas. Tâpçc daudzi pçtnieki interesçjas par personîbâm, kas
bçrniem mâca mûziku izglîtîbas neformâlajâ posmâ. Izvçrtçjot ðo neformâlo
pedagogu (pieauguðo) prasmes, ârkârtîgi bûtiska ir gan kvalitatîvâ, gan kvan-
titatîvâ analîze, it îpaði ðâdos aspektos: aizrauðanâs un prioritâtes mûzikas
pedagoìiskâ repertuâra izvçlç, mûzikas zinâðanas, praktisko iemaòu paðno-
vçrtçjums, muzicçðana ikdienas dzîvç, savas muzikâlâs biogrâfijas interpre-
tâcija, muzikâlâs pieredzes apraksts un attieksme pret muzikâlo attîstîbu
mûþizglîtîbas aspektâ.

Vecâku un skolotâju loma agrînajâ mûzikas izglîtîbas posmâ izpauþas
kâ neformâla vadîðana: viòi stimulç bçrnu ikdienâ visdabiskâkajâ veidâ iz-
kopt intonatîvo un ritma izjûtu. Ðâds konteksts ir ïoti svarîgs bçrna muzi-
kalitâtes organiskai attîstîbai; to uzsvçris arî Gordons savos progresîvajos
pedagoìiskajos darbos par mûzikas mâcîðanu bçrniem. Bûtiski, lai tiklab
pçtnieki, kâ pedagogi praktiíi veltîtu lielu uzmanîbu mûzikas apmâcîbas
procesa organizçðanai, izmantojot bçrna dabiskâs, sociâlâs vides piedâvâtâs
iespçjas.

Raksta izstrâdes gaitâ tika veikta diagnostiska izpçte, novçroðana un
intervijas. Procentuâli izteikto pçtîjuma rezultâtu pamatâ ir mçrítiecîga
Polijas respondentu atlase, kurâ pârstâvçti vecâki (bçrniem 0–7 gadi), pirms-
skolas izglîtîbas pedagogi un studçjoðie (tai skaitâ pirmsskolas izglîtîbas un
mûzikas pedagoìijas studenti). Diagnostikas mçríis bija noskaidrot viedokïus
par daþâdiem mûzikas mâcîðanas un mâcîðanâs aspektiem laikâ, ko bçrni
un pieauguðie pavada kopâ. Îpaða uzmanîba tika pievçrsta diviem jautâjumu
lokiem:
— kâ tiek uztvertas, izprastas un interpretçtas ikdienâ nepiecieðamâs vien-

kârðâs zinâðanas par bçrna muzikâlo attîstîbu,
— kâ izmantojamas atseviðías bçrnu muzikalitâtes attîstîbu veicinoðas

metodes; to vidû ir, piemçram, tonâlâs, ritma pieredzes uzkrâðana, iepa-
zîstinâðana ar mûzikas jçdzieniem, cilvçciskajâm attiecîbâm muzicçðanas
procesâ (solistu izvirzîðana, grupu pasâkumi, grupu dejas, nepiespiesta
muzicçðana kopâ ar pieauguðajiem utt.).
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The Voice of a Small Child
(Preschool, School Age):

Its Characteristics and Ways of Developing

Dr. hab.  Jadwiga Uchyùa-Zroski
Professor at Silesian University in Katowicach

Abstract

The author introduces the assumptions of Music Learning Theory by
Edwin Elias Gordon. She interprets the theory in the light of Polish education
and complements it by the review of the theory of music education, recalls
her own research on the vocal development of a child. The paper is aimed at
teachers of early music education, kindergarten as well as academic teachers.

Keywords: Edwin Elias Gordon, concept, the voice of a child, teaching
music.

Theory of Music Learning  by Edwin Elias Gordon

An interesting concept of musical development of young children is
suggested by Edwin Elias Gordon. This concept is considered to be present
in Polish education both in its theoretical assumptions as well as practical
learning activities. Gordon has proved scientifically that the acquisition of
musical experiences for a child is gradual and proceeds with the simultaneous
development of ‘exhibited’ skills of child (e.g. when child moves, claps, chants,
jumps, dances). Gordon sees effective learning music by young children in
activating their cognitive and hearing processes, leading them to the pheno-
menon of audiation. Audiation in the child’s mind occurs when music is
heard and understood by the child’s mind, although it is not physically present
in its environment. Gordon claims that the assimilation of music by children
depends on the skills of internal hearing and the level of mental development
processes. Under the above assumptions, Gordon proposes to set the process
of music education of children from birth to six years of age. He assumes
that the particular stages of musical development are characteristic for an
individual child and it is difficult to determine the age range relative to the
present level of the vocal development (Gordon 1997).
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T h e  f i r s t  s t a g e  o f  m u s i c a l  d e v e l o p m e n t

The first stage of musical development is called ‘initial audiation’ and it
is divided into three types and three stages. The first type refers to the culture
of child’s surroundings and is called ‘acculturation’ (See Table 1: the overview
of the types and stages of pre-audiation). The child in this period of the
initial audition collects ambient sounds, listens and tries to repeat them. The
child experiences many failed attempts and random presentations. Gordon
also notes that the child at this age still has got ‘his or her children’s world’
acting freely, connecting musical activities with the movement of the body,
twitching, waving, expressing emotions and laughing. He or she emits sounds
of indefinite pitch, is ashamed during his or her presentation, the sounds are
a combination of ‘melo-babble’, wailing, glissandos and detached syllables,
e.g. ‘La, ma, ta’ (Gordon 1997).

The second type is the ‘imitation ’ of the child’s musical development and
covers the period from 2–4 to 3–5 years of age (Gordon 1997). The child in
this period more consciously encodes sounds and ambient sounds, recognizes
them, his or her eyes trace the sound source, attempts to name the sounds
based on the noun name (e.g. hears the cat’s meowing – says ‘cat’). This is
the period of the categorization of sources of sounds. There are also successful
attempts of playing rhythm and melody, for example, the child claps his/her
hands, stomps and dances. The child presents brief motifs of his/her own
‘songs’. There are also tonal and rhythmic themes of easy structures. The
child willingly performs them with another person as in this period a small
executive courage is characteristic of the child and he or she is still tentative.

The third type of development has been termed by Gordon as ‘assimi-
lation ’ (Gordon 1997). It lasts from 3–5 to 5–6 years of age. During this
period, the child increasingly focuses on his or her own musical presentations.
The child compares his own musical activities with what he hears and he
feels the difference aurally. A gradual process of the coordination of move-
ment and music (rhythmic and melodic activities) begins. In this period of
life, children quickly recognize the similarities and the differences between
rhythmic and melodic motifs and vice versa. These behaviours illustrate the
child’s individual auditory predisposition. The development of the child’s
capability depends on the potential of musical abilities, the coordination of
various functions of mental processes and the level of musicianship of the
environment the child stays in (Uchyùa-Zroski 1998).

Gordon, on characterizing three types of musical development of the
child, keeps age tolerance for every type and the levels employed and expresses
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them in the terms ‘from – to’. The presented features of music and externalized
behaviour of the child are the characteristics of the musical language, and can
also be likened to the phonology phenomena. Indeed, during this period the
child receives an infinite number of sounds, and then he processes them in a
certain number of categories of sound, i.e. communicative units. A detailed
description of the types and the stages of audiation is shown in the table below.

Table 1.
The general outline of the types and the stages of pre-audiation

(Gordon 1997: 41)

 Type Stage
Acculturation : since the birth 1. Absorption: the child listens and aurally
to 2–4 years (little awareness) collects sounds from the environment

2. Random reactions: the child moves and
‘babbles’ in environmental answers, but
inadequate to the music the child’s environ-
ment sounds.

Imitation : from 2–4 to 3–5 years 3. Deliberate responses: the child is trying to
The child engages with the relate the movement and the ‘chatter’ to the
awareness facing the environment musical sounds of the environment.

4. Disposing of egocentrism: the child recog-
nizes that his hitherto movements and
‘chatter’ are other than ambient music.
5. Breaking the code: the child imitates with
some accuracy the surrounding sounds and
easy tonal and rhythmic motifs.

Assimilation: from 3–5 to 5–6 6. Self-observation: the child sees the lack of
years coordination between singing and breathing,
The child engages with the and between a singsong recitation and move-
awareness facing itself ment of muscles, and breathing.

7. Coordination : the child coordinates
singing and recitation with breathing and
movement. He or she can present a longer
piece of music.

T h e  s e c o n d  s t a g e  o f  m u s i c a l  d e v e l o p m e n t :
f o r m a l  e d u c a t i o n

The stage of early childhood education classes (I–III) was named by
Gordon the ‘acquisition of musical skills in formal teaching’  (Gordon 1997:
41): the child still learns to differentiate sounds and themes. He or she finds
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in their presentations ‘like’, ‘different’ and ‘same’ sounds. This is auditory-
verbose, or auditory-oral level based on word associations and the synthesis
of music received or presented by the child. Following the child’s acquisition
of the skills of synthesis of musical content, the next step is to develop the
skills of reading and writing music, i.e. the stage of musical notation. During
this and subsequent periods the further liquefaction of the skills of reading
and writing notes takes place.

Table 2.
The acquisition of musical skills in formal teaching,

 classes I–III and further

L e a r n i n g  t o  d i f f e r e n t i a t e
The auditory-oral level Word associations (synthesis part)

Graphic associations (reading and writing)
Synthesis overall (reading and writing)

L e a r n i n g  i n f e r e n c e
Generalization Auditory-oral-word-graphic (reading and writing)
Creativity / Improvisation Auditory-oral-graphic (reading and writing)
Understanding the theory Auditory-oral-word-graphic (reading and writing)

The teacher at this stage of musical education of the child does multi-
level work. Children, who have not mastered the rhythmic motifs or rhythmic
and melodic ones of a given stage of education, practice until they master
them. These motifs are the basis of pure chanting and singing songs and
learning further musical exercises. These children are still in the teacher’s
evaluation at a lower level of musical development, while staying in the
same group as the students at the higher level. In contrast, the other students
are already pursuing new material. The pace of the teacher’s work is very
dynamic as well as the students’ musical (language) activity. With time diffe-
rences between children’s musical skills completely disappear and the group
presents a nearly uniform level and musical potential.

In light of the educational objectives listed by Gordon one can find
many positive attributes and apply them in teaching preschool children and
students in Polish schools. Very frequent individual work with children is
worth noticing. Each element of music (rhythm or melody) has to be mastered
by the child very well, so that the child could explore further, harder music
themes. Teaching material is structured in terms of the difficulty with imple-
menting or performing and well differentiates musical potential of the group.
All musical activities of the children are conscious, intentional and systema-
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tically implemented in the process of music education. Each child in the class
is evaluated by means of a degree and descriptively in the questionnaire by
means of the so-called ‘musical aptitude test’. Only the good skills of indi-
vidual presentation of music confirm the teacher’s belief about the child’s
musical level. Gordon superbly follows the teaching assumptions and takes
into account the principles of teaching in particular. Each student is aware
of his or her own musical level and exhibited skills: rhythmic and melodic-
rhythmic predispositions, analysis and synthesis of a part of the music, the
conscious use of music notation. The big advantage of teaching music is
individual singing of a teacher and a child, almost without the use of the
instrument. The child needs to hear his/her own voice and performance of
music (Uchyùa-Zroski 1989: 101). Building the child’s musicianship based
on the vocal action is a ‘play on a natural musical instrument – voice’.
— How to transform the child’s acquired voice talent through the use of

the assumptions of Gordon’s method (the theory of learning music) in
the beautiful singing?

— How to use the database of musical development to vocal operations,
work on the song, musical text?

The way of emitting the speech and singing sounds

Speaking is getting the child ready and prepared for singing. An inherent
element of teacher’s work on the child’s voice is simultaneous development
of his/her speech. The work on the child’s voice includes: the improvement
of speech organs’ work (sounds, syllables, words, sentences) that give them
clarity, rhythm, pitch, regulation of breathing, intonation.

Children’s pronunciation in the preschool and early school age is often
blurred (blurred letters, sounds, lack of natural dynamics, speaking on the
exhale), ‘tight jaw’ is the cause of undeveloped articulation muscles. Classes
1–3 are the best time of levelling difficulties in singing.

Oren Gould says that to teach the child singing, the following concepts
and skills must be shaped:
— the concept of sung voice, indicating the efficiency of the motor sup-

porting vocal sounds in contrast to the staccato sounds in speech,
— the term between high and low sounds, as the motor skill for controlling

level of voice pitch in speech and singing,
— learning musical sounds adds to the activities of voice,
— the activities related to learning to control various levels of voice in

speech and singing.
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According to the study by Oren Gould in the group of 602 children, the
following number of surveyed children had difficulties with singing:
— Class 1, 201 children (6/7 years old) – 34. 0% of healthy children with

difficulties in singing,
— Class 2, 200 children (7/8 years) – 24. 2% of healthy children with

difficulties in singing,
— Class 3, 201 children (8/9 years) – 17. 8% of healthy children with

difficulties in singing (Gould 1968).
The acquisition of fluency of vocal organ operation happens instinctively

by means of the coordination of
— vocal muscles,
— respiratory muscles,
— articulation by means of motor and vocal centres in the brain.

The main task of r e s p i r a t o r y  m u s c l e s  d u r i n g  s i n g i n g is to
provide vibrating strings to ‘exhaust’ the air and transfer the voice to the
resonators, and out.

The main task of the m u s c l e s  d u r i n g  t h e  s p e e c h is to transfer
(blown) the oscillating air stream into the mouth with the other voice reso-
nators vibrating.

The voice is a physiological basis for singing, which, unlike speech, is
not innate consonance of mobility and therefore requires a separate deve-
lopment of major components: phonation, breathing, articulation. Only proper
coordination of three physiological processes (their characteristics, diffe-
rences) is crucial for the executive technique.

Broadcasting (emission) of speech sounds and singing are a set of
activities involving the development of insights, ideas, thinking processes in
the corresponding sound symbols.

The movements that the child’s various organs perform during speaking
and singing are under the dual control of the feedback signal.

The first checkpoint is the proprioceptive impulses (conscious proprio-
ceptive feeling formed within the body: pathways leading to the cortex of
the brain), derived from the muscles of voice organs, and then received by
the surrounding kinaesthetic.

The second checkpoint is the auditory pulses generated from the sounds
and reaching the organs of hearing.

Thus, the subject of the present research became its components: s c a l e ,
b r e a t h i n g ,  d i c t i o n ,  i n t o n a t i o n ,  r h y t h m  a t t e m p t  in the whole
educational process of early education. They have been measured and teacher’s
methods used in their development and improvement have been checked.
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Assumptions of the natural pedagogical experiment
with the use of one group technique

The aim of the experiment was to find answers to the following questions:
In what way and how can the music teacher stimulate and accelerate

the proper functioning of the child’s voice?
Does the use of ‘heuristic method of singing’ in the music lesson (voice

tasks and exercises) affect the development of voice possibilities and musical
talent acquired in the previous stage of education?

Whether and how strong is the relationship between the development
of the basic elements of vocal techniques: the scale of voice, intonation,
breathing, diction, rhythm, and the age of the child?

The scopes of the research:
— personal: 25 students of primary school classes 1–3 string ‘a’,
— territorial: Jastrzæbie Zdrój, random selection of classes,
— time: one year of schooling.

Research Transverse grades 1, 2, 3 in one school year
The canon of only difference, one group technique.
The didactic measurement verified the assumption, HG – Multilateral

musical education of the child in the school’s teaching/educational process
with the help of its active posture/attitude/engagement stimulates and
accelerates the development of voice capacities as a scale, the capacity of
breathing, diction, intonation and rhythm.

Didactic Measurement (as one of the research methods) of voice capabi-
lities of children reflected the following measurement criteria:
— span of the scale (ambitus),
— breathing capacity (measured by the spirometer),
— diction (the number of correctly sung words),
— intonation (recording of a song performed individually, the measurement

of correct and incorrect performances),
— an attempt of beat (Mieczyslaw Stambaka).

The applied methods and research tools:

a) t e s t  –  d i d a c t i c  m e a s u r e m e n t  o f  t h e  s t u d e n t s ’  v o c a l
s k i l l s .
Standards have been adopted to unify the results:

— AB above standard,
— C standard,
— DE below standard.
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The equation for the raw results standardization:

Xi
 Sx = –––––––––––– . 100

Xmax

Sx – standard deviation
Xi – raw score of the tested child
X max – the highest score of a student within the measurement

b) t e s t  –  b e a t  a t t e m p t  b y  M i e c z y s l a w  S t a m b a k a:
— Student Fischer’s t test, the factor ‘t’ and the standard deviation,
— Measuring the average results, modal, median.

The results of the research among 1, 2, 3-grade students ‘didactic measu-
rement’ for the tested features of voice have been presented in the three tables
below. These results have previously been standardized. The first result indi-
cates the initial state and the second one shows the final state of the research.

Table 3.
The results of the first class students

for the tested characteristics of the voice

Class 1 I n i t i a l  r e s e a r c h  /  f i n a l  r e s e a r c h
N=25

Above standard Standard Below standard
Scale 6/7 8/13 11/5
Breath 12/22 7/3 6/0
Diction 5/9 11/12 9/4
Intonation 4/7 9/9 12/9
Rhythm 3/6 8/13 14/6

Table 4.
The results of the first class students

for the tested characteristics of the voice

Class 2 I n i t i a l  r e s e a r c h  /  f i n a l  r e s e a r c h
N=25

Above standard Standard Below standard
Scale 5/9 9/10 11/6
Breath 12/19 8/4 5/2
Diction 7/5 10/13 10/5
Intonation 6/8 10/11 9/8
Rhythm 6/8 8/10 12/7
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Table 5.
The results of the third class students

for the tested characteristics of the voice

Class 3 I n i t i a l  r e s e a r c h  /  f i n a l  r e s e a r c h
N=25

Above standard Standard Below standard
Scale 8/10 6/7 11/8
Breath 10/24 4/1 11/0
Diction 8/10 11/11 6/4
Intonation 5/8 9/9 11/8
Rhythm 4/7 10/12 11/6

The presented results of the initial and the final study in Classes 1, 2, 3
make it possible to notice the increase in the vocal talents of children. The
initial test results are greater than the final test results. The largest increase
concerned the ability of breathing (55 points of favourable changes), the
rhythm – 35 points of positive changes, the diction – 21 points of favourable
changes in the group of the examined students. The students have developed
least in the range of intonation, because positive changes have been noticed
only in case of 16 students. Apparently, this ability is related to the child’s
further musical development, which will be continued in the subsequent
classes.

Conclusions

1. The measurement of the didactic measurement results obtained by means
of the test ‘t’ of Student Fischer are statistically significant. The differences
are significant, which confirms the effective impact of experimental
factor in teaching music.

2. The vibration of vocal cords is the result of rhythmic impulses received
by the brain through the laryngeal muscles by means of the laryngeal
nerve. Using the larynx, man produces sounds, but he sings and speaks
primarily thanks to the work of the brain.

3. The student can correctly sing and speak only through the active
involvement of his consciousness, mental processes and muscle actuators.

4. Singing is the closest form and possibility of the child’s own expres-
siveness. It is a reflection of the performance in terms of vocal range,
breathing, diction, intonation and rhythm.
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5. All the researchers of musical talent emphasize the need for baby voice
training from early childhood, since vocal music influences the
development of the psyche and the personality of the child.

Vocal aptitude of the child undergoes continual processes of develop-
ment, it is not a permanent feature but requires systematic work on its impro-
vement, axiological improvement and enrichment, it is a feature of the musical
culture of the child and in the future of young people and adults. “Being a
teacher is a very important and responsible task. Anyone who takes a job of
a teacher should be aware of the mission, which is associated with the profes-
sion” (Kumik 2012: 200).

Maria Manturzewska, a music psychologist, stresses that the child’s
musical development is mainly pre-determined by the set of innate features,
the efficiency of mental processes and the artistic skills acquired in the course
of teacher’s educational (teaching) work. These features determine the rate
of the development of the child’s individual vocal abilities and their limits
(Manturzewska 1990: 70–71).

From the point of view of aesthetics, music in a child shapes his sensitivity
to beauty, develops imagination, satisfies the need for expression, teaches
independence of thinking and aesthetic evaluation. Music having favourable
effect on the intellectual development of the child involves mental effort in
order t o  know ,  hea r  and  l i s t en  t o  mus i c. Anna Dasiewicz-Tobiasz
claims: “From the point of view of feelings and sensitivity development,
music meets the needs of the inner life of the child and moving them into
aesthetic emotions and inner experiences shapes the spiritual realm and the
child’s personal interior” (Dasiewicz-Tobiasz 1997). The research on the
child’s musical development, the vocal one in particular, shows a very early
interest in the world of sounds. It is the emotional interest expressed by joy,
anxiety influenced by the sounds heard or sound stimuli. Music is the art
that the child meets the earliest, experiencing it through auditory stimuli, his
own actions, initially of playful nature and perfected through the systematic
study of singing.
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Maza (pirmsskolas, skolas vecuma) bçrna balss:
tâs îpatnîbas un attîstîbas veidi

Jadviga Uhila-Zroska

Kopsavilkums

Polijas vispârizglîtojoðajâs skolâs vispopulârâkâs mûzikas mâcîbas me-
todes, kas akcentç vokâlo dotîbu attîstîbu, ir Edvîna Eliasa Gordona mûzikas
mâcîðanas teorija, Zoltana Kodâja relatîvâs solmizâcijas metode un daïçji
arî Karla Orfa metode. Raksta autore analizç, kâ Gordona metodes pamat-
nostâdnes iespçjams izmantot darbâ ar maziem (pirmsskolas un jaunâkâ
skolas vecuma) bçrniem. Autore izvirza problçmjautâjumus: kâ, iesaistot
atmiòas un domâðanas procesus, darboties ar pirmskolas un skolas vecuma
bçrniem, lai viòiem patiktu mûzika un viòi apzinâti vçlçtos to izpildît? Kâ
vadît mûzikas stundas, lai bçrni spçtu muzikâli un vokâli attîstîties? Raksta
autore òçmusi vçrâ vairâku psihologu un mûzikas skolotâju atziòas un veikusi
to kritisku analîzi, kâ arî izklâstîjusi pati savas idejas, kas raduðâs izpçtes
gaitâ. Balstoties uz teorçtisko literatûru, jo îpaði Gordona metodes nostâdnçm,
autore akcentç, ka bçrna dziedâðana ir pamatprasme, kas atspoguïo viòa
muzikalitâti, emocionâlâs un muzikâlâs intereses. Bçrna dziedâtspçja ir
iedzimta, dabiska, taèu to nepiecieðams attîstît îpaðâ apmâcîbas procesâ.
Autore uzsver, ka dziedâðana paredz daudzu cilvçka íermeòa orgânu un
funkciju apzinâtu lîdzdalîbu. Dziedâðanas pamatâ ir elpoðanas, dikcijas,
artikulâcijas procesi, ritms, vokâlais diapazons un intonâcija.

Gordona metodes pamatnostâdnes dziedâðanas iemaòu attîstîbâ rakstâ
izvçrtçtas, veicot dabisku pedagoìisko eksperimentu ar sâkumskolas 1.–
3. klases skolçniem. Par tâ galveno objektu kïuva vokâlâs iemaòas, kas tika
testçtas, izmantojot pedagoìisko mçrîjumu. Pçtîjuma rezultâti (3., 4., 5.
tabula) liecina par eksperimentâlâ faktora labvçlîgu ietekmi uz skolçnu vokâlo
spçju attîstîbu. Tika pârbaudîts un pierâdîts pçtîjuma rezultâtu statistiskais
nozîmîgums. Autore akcentç dziedâðanas bûtisko lomu bçrna garîgajâ, emo-
cionâlajâ, sociâlajâ un muzikâlajâ attîstîbâ. Pierâdîts, ka bçrna dziedâtspçja
jâizkopj no agrîna vecuma; ðai ziòâ svarîga gan paða audzçkòa aktivitâte,
gan ìimenes un skolas emocionâls atbalsts, iesaistot bçrnu muzicçðanâ, kâ
arî jâòem vçrâ bçrna dabiskâs muzikâlâs, fizioloìiskâs un emocionâlâs tiek-
smes. Dziedâðana ir iegûta prasme, kas pavada cilvçku visu viòa mûþu.
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Introduction

The process of education makes an essential part of everybody’s life.
Education (Lat. educatio) means ‘upbringing’ and – according to Wincenty
Okoñ – it is “the whole of educative and childcare processes comprising
schooling and upbringing, as well as education in its broad meaning” (Okoñ
2007: 93). Education is a system of activities associated with intellectual,
emotional, spiritual domains of life and the sphere of a practical human
activity (Okoñ 2007: 201–202). Upbringing, in its turn, “must have an
axiological dimension which is a sole provider of secure, solid foundations
for a human” (Ostrowska 2006: 414). The process of upbringing and its
results are affected by numerous factors among which one can find: conscious
and intentional influence of people and institutions, a system of simultaneous
upbringing, especially the one of a suitably planned activity of the mass
media, as well as an individual effort put into shaping one’s personality
(Okoñ 2007: 467). Such a many-sided activity is realized in the process of
teaching, learning and self-education.

Music education constitutes an integral part of general education and
upbringing of a human. Edwin Elias Gordon, the renowned pedagogue stu-
dying musical talents among children at the earliest stage of their lives, believes
that “music is something characteristic of the mankind. Just like other fields
of art it lays the foundation of human development and existence to the
same extent as language. Through music a child gains an insight into oneself
and others, as well as into life itself and – what might be the most important–
music enables one to develop and feed their imagination. Life without music
would be colourless” (Gordon 1997: 6). Sensitizing to music and music culture
is a “particular ‘window on the world’ for human aspirations, attitudes,
achievements and struggle. The person who makes music can use that window
any time, their life being more varied, more intensive and more eventful
than the life of a musically illiterate person” (Wierszyùowski 1979: 303).
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Within the Polish education system, music training is provided concur-
rently by nurseries and comprehensive schools in the form of general music-
teaching and developing musical interests, as well as by music schools training
professional musicians. Compared to the number of comprehensive schools
in Poland, music schools account for a low percentage. They are the institu-
tions where prospective people of culture gain their formal education – artists-
performers, authors-creators and cultural activists.

In this paper I would like to characterize Polish educational system in
terms of music and discuss the characteristics of training in the following
stages of professional music education. In my study I am going to refer to
the subject literature, current law regulations and personal professional
experience.

Polish music education system

Currently, there are 675 state and non-state artistic schools in Poland:
music, fine arts, ballet ones and of other specializations. There are over
84,000 pupils learning there and more than 16,000 teachers employed. The
majority of them – namely as many as 535 – are music schools. Among
them there are 307 state schools and 228 non-state ones, 95 of which have
a state-school status. Teaching supervision over all music schools is exercised
by the Ministry of Culture, which also plays the role of a governing body for
some of them. Local government units run 92 state music schools.

The system of Polish music schools has been modified several times
over the last 60 years. The last changes were introduced in connection with
the educational reform in 1999. The reform established a new structure of
comprehensive schools. Then there were created 6-year primary schools, 3-
year junior secondary schools (gimnazja) – finishing with a final exam and
giving a chance for further education in a secondary or vocational school,
and post-junior secondary schools including 3-year specialized secondary
schools enabling pupils to obtain the maturity (matura) certificate after
passing the matura examination. With relation to the educational reform,
some changes were introduced into the music education system, especially
in the schools where general education was provided simultaneously with
music education.

In Poland there are two types of music schools – comprehensive music
schools providing both general and music education, and music schools
delivering music education only. In the first type of schools pupils in a given
class are of the same age, since music training is realized simultaneously
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with general education at the primary, junior secondary and secondary school
level, whereas in the latter pupils of a given class can be of different ages.
Teaching at both types of schools is based on the framework curriculum
comprising compulsory subjects and extracurricular educational activities.

The Polish music education system is made up of three levels. The
first level is represented by 1st-degree music schools, the second one – by
2nd-degree music schools and the third one – by institutions of higher educa-
tion (Kumik 2011: 32).

1st-degree music schools

1st-degree music schools constitute about 70% of all music schools in
Poland. Apart from preparing pupils for the next level of professional educa-
tion, they play an important role in the process of sensitizing students to
music. In Poland there are the following types of 1st-degree music schools:
— comprehensive 1st-degree music schools which provide, along with music

education, general education corresponding to the curriculum of a 6-
year primary school. Due to that fact, only children starting their educa-
tion in a primary school can enrol in those schools. Students obtaining
a school-leaving certificate at this level are allowed to continue their
education in 2nd-degree music schools and junior secondary schools
(gimnazja);

— 1st-degree music schools offering only the rudiments of music education
within a 6-year or 4-year program, depending on the age of pupils. The
candidates applying for admission to the 1st class of a 1st-degree music
school with a 6-year program must be at least 5 and not more than 8
years old in a given calendar year, whereas those applying for admission
to the school with a 4-year program must be at least 8 and not more
than 16 years old in a given calendar year (Kumik 2011: 34).
The aforementioned 1st-degree music schools enrol the candidates who

have passed an aptitude test. It takes place every year in April, May or June
and consists mostly of musicality test, psycho-physical predispositions exa-
mination and checking the aptitude for a particular musical instrument. In
these schools pupils are trained how to play the chosen instrument. It can be
one of the keyboard, string or wind instruments. The instrument classes are
run individually. At the beginning there are two 30-minute lessons a week
and later – two 45-minute classes per week. Supervised by the main instrument
teacher, there are also lessons with an accompanist for all the pupils except
for those of the piano, accordion and guitar classes. Moreover, the syllabus
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of the schools in question also comprises group lessons in theory such as:
eurhythmics and aural training for younger pupils and listening to music
and aural training for senior students. Theoretical subjects are taught in
groups of 10 to 16 pupils. All the students are obliged to sing in a choir, play
in an orchestra or chamber ensemble.

2nd-degree music schools

2nd-degree music schools prepare students to a musical profession of a
particular specialization and enable them to apply for enrolling in the institu-
tions of higher music education. Learning at these schools takes 4–6 years,
depending on the specialization, and finishes with the graduation examination
giving a right to the title of a professional musician. 2nd-degree music schools
comprise:
— comprehensive 2nd-degree music schools are the schools with a 6-year

program providing both general education, which covers the syllabus
of a junior secondary (gimnazjum) and secondary school, and music
education. Learning in such schools gives a right to the title of a profes-
sional musician and to get matura certificate (a school-leaving certificate)
as part of an external examination system. The candidates who have
passed entrance exams, who are not older than 14 and have completed
a 6-year comprehensive music school, or a 6-year primary school, are
enrolled in those schools;

— 2nd-degree music schools are the schools with a 6-year program (Instru-
mental and Eurhythmics Departments) or a 4-year program (Vocal
Department), depending on the specialization. The schools accept the
candidates who have already turned 10 and are not older than 21, and
have passed entrance exams. Learning at these schools enables students
to attain the title of a professional musician. The schools teach music
subjects only (Kumik 2011: 34–35).
Entrance examinations to the above-mentioned 2nd-degree music schools

are held every year, in May or June, and consist of the practical exam in
instrument-playing with a pre- prepared program, the aural test and the
additional examinations connected with a given field of study. The learning
process finishes with the graduation exam giving a right to attain the title of
a professional musician in the following specializations:
– musician-instrumentalist – after graduation from the instrumental de-

partment;
– musician-vocalist – after graduation from the vocal department (4 years);
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– musician-eurhythmics teacher – after graduation from the eurhythmics
department;

– musician – violin-maker – after graduation from the violin-making
department (Kumik 2011: 31–32).
2nd-degree music schools run different departments, depending on

available teaching staff and the local needs of a given school. Instrumental
departments are the most numerous ones and there is only one violin-making
department in the M. Karùowicz Comprehensive 2nd-Degree Music School
in Poznañ. In all the 2nd-degree music schools, each department runs classes
characteristic of its educational profile.

Instrumental departments in all types of 2nd-degree music schools provide,
within a 6-year program, the following compulsory classes run individually:
the core instrument, the piano, lessons with an accompanist, piano accom-
paniment and organ improvisation. The classes are held with relation to the
instrument a given pupil learns to play. The core instrument lessons are
obligatory for all the students – two lessons a week from year 1 to 5 and
three lessons per week in the final year. The amount of time devoted to the
core instrument learning can be extended by 45 minutes a week in case of
particularly talented pupils. All instrumental department students, except
for the piano ones, have piano lessons – 3 1/3 lessons a week within a 6-year
program, whereas the classes with an accompanist do not apply to the piano,
organ, accordion, harp and guitar pupils. These lessons are given to the
students from their 1st to the 5th year – between 15 and 45 minutes a week
and in the 6th year – up to 2 hours per person. The classes with an accompanist
are not subject to assessment. The piano students spend 2 lessons a week
learning piano accompaniment during the whole 6-year program. The organ
students have compulsory individual classes in organ improvisation – 2 lessons
a week throughout the whole program (Kumik 2011: 48–49).

In a eurhythmics department the set of compulsory subjects comprises
eurhythmics – as the core subject, the piano, piano improvisation, movement
techniques, voice production, methodology of eurhythmics-teaching, peda-
gogy, psychology, as well as theoretical subjects and choir. Most of them
are lessons given to groups of 10–16 pupils. The piano, piano improvisation
and voice production classes are run individually. As part of the piano lessons
there are elements of a vista note-reading and accompaniment-learning, while
the piano improvisation classes are enhanced with harmonization practice
and introduction to composition. In the first semester the voice production
lessons are run in groups of 6 students maximum, whereas in the successive
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terms – individually. As part of compulsory lessons, a student of the eurhyth-
mics department is given altogether 99 lesson units a week within the 6-year
program, including 56 lessons relevant to the specialization, 37 units of joint
theory classes and 6 lessons of choir (Kumik 2011: 49–50).

Vocal departments exist only in the 2nd-degree music schools and they
are not found in comprehensive 2nd-degree music schools. Compulsory
subjects in the department comprise: singing as the main subject, classes
with an accompanist, the piano, score-reading, elocution and recitation
lessons, eurhythmics, theory, vocal ensembles and choir. Every student has
individual classes in solo singing and the piano, as well as classes with an
accompanist. Other classes are run in groups. The main subject classes are
obligatory for all the department students – 2 lessons a week in years 1–3
and 3 lessons per week in the final year. The duration of solo singing lessons
can be extended by 45 minutes a week in case of particularly talented students.
Compulsory courses in the vocal department of the 2nd-degree music school
comprise 74 lessons a week within a 4-year program, including 35 classes
relevant to the specialization, 31 theory lessons and 8 hours of joint classes,
i.e. choir and vocal ensemble (Kumik 2011: 50–51).

All the departments of the 2nd-degree music schools provide the same
theoretical subjects, among which one can find: aural training, principles of
music, harmony, music literature, history of music with music literature and
musical forms.

Theory classes in the 2nd-degree music school

departments

No Subjects
instrumental eurhythmics vocal

number of classes to be held
6-year program 4-year program

1 Aural training 12 12 8
2 Principles of music 2 2 3
3 Harmony 6 6 4
4 Music literature 4 4 0
5 History of music

with music literature 9 9 12
6 Musical forms 4 4 4
                            In total 37 37 31

Source – the author’s own study
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The classes mentioned above are run in groups of 10–12 students –
aural training, harmony – and of 12–16 pupils – principles of music, music
literature, history of music with music literature, musical forms. Students of
all the departments take part in group classes of choir, orchestra, chamber
ensembles and vocal ensembles.

It often happens that the 1st-degree music school and the 2nd-degree
music school are joined and they together make up a complex of music
schools run by one principal, with shared teaching staff and shared school
premises.

Music academies/universities

The third educational level refers to studying in the institutions of higher
education. In Poland there are seven academies of music and one music
university. Academies of Music operate in the following cities: Bydgoszcz,
Gdañsk, Katowice, Kraków, Ùódê, Poznañ and Wrocùaw. The oldest Polish
institution of higher music education is The Frederic Chopin Music University
(the name used currently) in Warszaw, which was established in 1810 thanks
to Jozef Elsner’s endeavours. The list of aforementioned institutions should
be complemented with the youngest university – the Academy of Art in
Szczecin. It was founded in 2010 and trains young people in different fields
of art, music included. All these institutions co-operate with Polish and foreign
artistic and academic centres.

Studying at music academies/universities is divided into two programs.
The 1st program leads to a B. Mus. degree, whereas the graduates of the
following program obtain a Mag. Art. degree. Some academies of music
also offer the 3rd type of study program – doctoral and post-graduate studies.
Students of all the departments, faculties and specializations are given a
chance in the course of studying to obtain teaching qualifications essential
for their further teaching career in music schools. Academies/ universities
use the European credit system – ECTS, which makes it easier for the students
to get the acknowledgment of their credits in other Polish and foreign
institutions of higher education.

In all the three stages of music education, a special role is assigned to a
teacher. It is a teacher who bears the responsibility for the extent to which
music will become the subject of self-fulfilment in their pupils’ lives. Music
schools boast the best-educated musicians-pedagogues of different speciali-
zations – instrumentalists, vocalists, choirmasters, composers, music theorists.
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The specificity of music training

Professional music training is based on an individual master – disciple
relation. The master is supposed to be an authority to a disciple. Masters
also plays a particular role in the process of moulding their pupil’s personality.
As Zofia Konaszkiewicz says “in terms of personality traits attributed to the
pedagogue considered to be an authority, or even a master, what comes to
the fore are: internal autonomy, which makes a teacher unaffected by external
pressure, authenticity causing that a teacher remains oneself and does not
wear a mask, empathy which lays the foundation for truly friendly attitude
toward others, responsibility for oneself and for pupils” (Konaszkiewicz
2002: 25–26). What matters is also the reflectiveness of a music teacher,
which is important for “the perception of their field of activity, social status
and relations, as well as for playing there their own roles” (Trzos 2012:
133). Students need role models. As Lidia Kataryñczuk-Mania aptly observes
“it is a teacher at all levels of the educational system who gradually introduces
a child to the world of artistic values, which at times determine child’s positive
attitude toward art and beauty as values” (Kataryñczuk-Mania 2009: 221).
For a pedagogue-musician, as Joanna Jemielnik believes, what matters is
“an ability to recognize the type of personality, temperament and to convey
the values connected with learning and making music” (Jemielnik 2011:
139). This is how Andrzej Jasiñski, a renowned Polish pianist and teacher,
recollects his friend – Tadeusz Ýmudziñski: “In music he sought the truth.
He got irritated whenever he noticed in a pianist’s playing style a desire to
flaunt oneself, to show one’s personality and too superficial look at what
the composer expressed in the piece. He always emphasized that an artist
played an ancillary role regarding the composer and audience” (quoted after:
Woýniakowska 2002: 90–91).

It is essential what system of values the person who is a teacher favours.
What can often be observed is “a relatively common phenomenon of a double
system of values co-existing in one human, namely a system of values one
subscribes to and of the values one keeps to. The subscribed ones are huma-
nistic values, while the other ones are egocentric values of ultimate profit.
Pupils quite quickly unravel the situation and draw proper practical conclu-
sions. Either they lose their confidence in such a pedagogue if they have a
more idealistic approach to the profession and thus they suffer from a stan-
dard cognitive dissonance; or they start to copy the teacher in their lives”
(Konaszkiewicz 2002: 40). Therefore, it is crucial who educates children in
music schools. Each teacher-musician should know and remember that “the



440

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

power of own example does more wonders to the upbringing process than
anything else” (Kumik 2009: 179).

An important indicator of musical achievements of a student is teacher’s
collaboration with pupil’s parents understood as shared support given to
the student. It is “a family, its character, social status, relations between its
members, music culture of that environment that will determine a success in
the early years of music education” (Konkol 1999: 137). Along with joint
practicing the instrument at home, it is important that parents participate in
music lessons, concerts, accompany their child during auditions, exams and
competitions. Many times it is necessary to drive a child to the school if one
lives far away from it. The lack of such social-emotional support, an incentive
to study, parents’ help and understanding is one of the most frequent reasons
behind difficulties in adjusting to school requirements and, as a result, it
becomes a pretext for resigning from learning music. The family background
is, therefore, a significant coefficient of a child’s musical development process
and their artistic-professional achievements.

My several years’ research on pupils’ musical achievements indicates
that, among other things, parents’ attitudes to their children who are pupils
of music school make an important factor. The students, whose parents more
frequently praise them for their progress in learning, encourage them to be
persistent in their pursuit of good results and trust them, definitely achieve
better scores, are full of initiative and have strong motivation, enthusiasm
and love for music. Whereas the children of parents with an evasive, rejecting
and demanding approach are characterized by a low level of perseverance,
curiosity and planned activity. These children have less self-confidence and
trust in their abilities, they lack courage and resistance while overcoming
difficulties. They cannot solve problems. The kids also lack motivation to
act independently, they are apprehensive of failures. One can observe in
talented pupils of music schools that parents’ excessive demands result in
lowering their aspirations and lack of motivation to achieve success in music.
Understanding, acceptance and the time devoted to children by the closest
family circle have a positive influence on shaping their musical interests.
Appropriate motivation and stimulation to improve qualifications encourage
young people to learn within the music education system.

Music education is a long-lasting process and takes about 17 years, i.e.
4 or 6 years at the 1st-degree music school, 4 or 6 years at the 2nd-degree music
school and 5 years at the music academy/university. The total number of study
years depends on the specialization and the age when education has been
commenced. Learning at a music school often starts in early childhood. Many
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hours of systematic practice on a given instrument and acquiring the specialist
knowledge of music requires not only talent but also patience and continuous
work on mastering student’s own artistic technique (Kumik 2014: 201).

Conclusions

Professional music training requires a long-term effort. Each successive
stage of music education is based on the quality of the actions undertaken in
the previous stage and forms the basis for the new forthcoming tasks. Not
everybody is predestined and talented enough to work in this profession.
Jadwiga Uchyùa-Zroski rightly notices that “the profession of a musician,
conductor, music teacher should be taken up by creative, imaginative, entre-
preneurial, autonomous and open to values people” (Uchyùa-Zroski 2009:
7). An important role is also played by knowledge and skills, since “expanding
the knowledge leads to expertise, whereas developing skills leads to mastery”
(Muszyñski 2010: 27).

Profesionâlâ mûzikas izglîtîba Polijâ: sistçmas kopaina

Eva Kumika

Kopsavilkums

Mûzikas izglîtîba Polijâ ietver trîs pakâpes. Oficiâlâs izglîtîbas pamatâ
ir individuâlas skolotâja – skolçna attiecîbas, apmâcîba jâuzsâk agri, un
svarîga ir nepârtrauktîba visos posmos. Liela loma ir augsti kvalificçtiem
daþâdu specialitâðu pedagogiem, kas darbojas mûzikas izglîtîbas iestâdçs
daudzâs Polijas pilsçtâs.

Izglîtîbas pirmais posms norisinâs pirmâs pakâpes mûzikas skolâs, un
tam ir milzîga nozîme kopçjâ apmâcîbas procesâ. Ðajâs skolâs audzçknis
apgûst izraudzîtâ mûzikas instrumenta spçli. Instrumenta apmâcîbas stundas
notiek individuâli. Savukârt grupu nodarbîbâs tiek apgûta ritmoplastika
(agrînâ vecumâ), mûzikas priekðmetu kurss (vçlâk), kâ arî dzirdes treniòi
(visu apmâcîbas laiku). Mâcîbu programma paredz arî skolçnu piedalîðanos
individuâlos mçìinâjumos ar klavierpavadîtâju, spçlçðanu kameransamblî
vai oríestrî un dziedâðanu korî.

Otrâs pakâpes mûzikas skolas sagatavo daþâdu specialitâðu mûziíus,
kâ arî sniedz iespçju pieteikties studijâm augstâkajâs mûzikas izglîtîbas
iestâdçs. Atkarîbâ no specialitâtes mâcîbas ilgst èetrus lîdz seðus gadus un
beidzas ar diplomeksâmenu; to nokârtojot, absolventi saòem profesionâlu



442

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VII

kvalifikâciju specialitâtçs instrumentâlists, vokâlists, ritmoplastikas skolotâjs
vai vijoïmeistars. Lîdztekus individuâlai instrumenta spçles vai solodzie-
dâðanas apmâcîbai notiek arî grupu nodarbîbas: dzirdes treniòi, mûzikas
pamatprincipu apguve, harmonija, mûzikas literatûra, mûzikas vçsture, mû-
zikas forma, kâ arî koris, oríestris, kameransamblis vai vokâlais ansamblis.

Treðais izglîtîbas posms ir divu lîmeòu studijas mûzikas augstskolâs.
Pirmâ lîmeòa studiju beigâs studçjoðie iegûst mâkslas bakalaura grâdu, bet,
beidzot otrâ lîmeòa studijas, tiek pieðíirts mâkslas maìistra grâds. Daþas
augstskolas piedâvâ arî treðâ lîmeòa – doktora vai pçcdiploma – studijas.
Visu nodaïu, fakultâðu un specialitâðu studentiem ir iespçjams iegût arî
skolotâja kvalifikâciju, kas ir svarîgi turpmâkai pedagoìiskai karjerai mûzikas
skolâs.
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Abstract. The article analyses the students’ motives when choosing the
music teacher’s profession. The most conspicuous motives are: the desire to
major in music, go in for musical activity, and acquire better professional
knowledge in musical education. The motives related to professional purpose-
fulness are also extremely important, i.e. ability and skills in music, enjoyment
of working with children. The aspirations for higher education, the desire to
improve oneself and communicate with others are important, too. The research
analysis has proved to be useful in the perfection of music teachers’ training.

Key words: teachers’ training, professional choice, educationalist of
music, motives.

* * *

Topicality and problem. Choosing a profession is an important and
complex process which makes a tremendous impact on a person’s life. A
successful professional career is possible on condition that the person realizes
his ambitions; his profession corresponds to his personal interests and likings
(Kirkpatrick, Mortimer 2002). Choosing a profession is a continuous, long
lasting process. It starts with the years of study but it may continue on com-
pletion of studies and starting one’s working career, too. Thus it is an erroneous
view to consider one’s professional decision as a single act because both the
person and the profession content keep changing (Pukelis, Navickienë 2006).
Thus the nature of the phenomenon changes – from one occasion into a
continuous process (Pukelis 2003). Therefore, we can state that choosing a
profession is predetermined by two basic factors: the outer necessity, i.e. by
the environment requirements and the person’s inner motivation, determi-
nation, conscious perception in choosing and planning one’s profession.
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The present-day competitive labour market situation makes it more
difficult for the young to find work than for other age-groups. As people
looking for employment meet higher requirements, it is very important to
select the motives related to the professional choice. It is the motive that
influences every activity and its success. Scientists point out that it is highly
important to know the motives so as to regulate and direct them, because
the purposefulness, as well as the intensity of the activity and cooperation
can be changed by changing the motives (Jovaiða 1999). The problems of
motives in choosing the profession have been analysed by Fausta Balèiûnaitë
(2006), Rima Adamonienë (2010) and other researchers. Leonas Jovaiða
(1981) and Sigitas Kregþdë (1988) laid the theoretical principles of the motives
analysis in choosing the profession. The problems of professional self-deter-
mination among the young people have been analysed by foreign scientists
(Chan 1998, Christie, Kruk 1998, Patton, McMahon 2006, and others).

Music teacher’s profession is exceptional because the young people usually
make a decision to go in for music at an early age. Children, who are gifted
for music, usually start playing musical instruments, singing by doing musical
training activities or attending specialized musical schools. Music requires
much devotion and hard work. Music studies are generally recognized as a
specific subject in higher education. Unlike other professions, future music
students enter a university having acquired high standard skills in musical
training. Candidates have to take entrance exams during which professional
musicians’ board examine their special musical abilities and skills and select
the best. The candidates also take a test in motivation which has been included
in order to perfect teachers’ training. Besides special personal character quali-
ties, one’s experience, goals and expectations are also important for the
music teacher in his future pedagogical work. Thus, the desire to major in
music teaching as a profession means one’s determination to study the inex-
haustible field which is wide, rich, complex and complicated. The questions
concerning the professional music teachers’ training have been analysed by
Asta Rauduvaitë, Daiva Ramanauskienë (2010), and others. The motives
for choosing the music teacher’s profession have been fragmentarily analysed
in foreign countries (Sichivitsa 2007, McPherson, O’Neill 2010, Schnare,
MacIntyre, Doucette 2012). Research articles on the motives for choosing
the music teacher’s profession as a speciality aspect in the universities of
Lithuania have not been found.

These are the essential factors aiming at the motives that influence
students on choosing the music teacher’s profession. Thus, carrying out a
research on the choice of the motives, it is important to investigate students’
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views on the music teacher’s profession and possible changes in them in the
years of study. This sort of research reveals the priorities of would-be teachers
of music and thus also the necessary changes in the study programme could
be made.

The aim of the research – to investigate the motives for choosing the
music teacher’s profession.

Objectives of the research:
— to define the motives for choosing the music teacher’s profession in

Bachelor of Arts study programme;
— to reveal motivation for study by correspondence among teachers of

music and those in primary education.
The research methods and the respondents: the analysis of research

literature sources, Lithuanian University of Educational Sciences students’
questionnaire testing, the quantitative (Microsoft Excel and SPSS programme)
and the qualitative research data analysis. A special questionnaire was made
for the research considering the questions on the importance of motives in
choosing the music education studies. The 1st research stage lasted from
2006 to 2007, in which the students of correspondence courses (121 future
music teachers and 64 future teachers in primary education) took part. The
2nd research stage took place from 2009 to 2013, the participants of which
were 115 students from Lithuanian University of Educational Sciences doing
the course of study of music education.

The research data and their review. During the 1st stage the focus was
on the correspondence students’ motivation. In Figure 1, the respondents
from correspondence music teaching and primary education display the
students’ learning motivation and the motives that encourage them to study.

The data in Figure 1 show that the most important respondents’ learning
motives are: aspiration for a higher education (later Music programme would
be substituted by MP) – 95,5 %; Primary education programme would be
substituted by PEP – 90,0%), to enlarge one’s professional knowledge (MP–
78,5%; PEP – 50,0%) and the desire to perfect oneself in MP was 63,0%,
while in PEP it was 60,1%. The correspondence Music programme students
find gaining knowledge more important than those in primary education
programme of study. Almost half of the respondents in MP (51,2%) and in
PEP (52,0%) believe that the desire to perfect oneself and get a diploma
(MP – 43,8%; PEP – 63,7%) encourage them to study hard. The students
doing primary education course of study are more concerned about getting
a diploma and the fact had been proved by Auðrinë Zulumskytë in 2003.
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She stated that the main motive in teachers’ study course was the diploma
which enabled all-age groups of teachers to get the proper place in the society.
She also said that the university diploma could help the teacher make his
position in the society, the working team and thus feel much more secure at
work. Almost one third of the respondents proved that they were encouraged
to perfect themselves (MP – 34,7%; PEP – 20,0%), desired to communicate
with others (MP – 33,9%; PEP – 34,9%), education was a value (for MP –
28,1% and for PEP – 20,0%). Almost one fourth of the respondents proved
that they were encouraged to study because education gives the feeling of
security, the competition with colleagues and the aspiration for better employ-
ment. Music and primary education students are least influenced by friends’
encouragement, employer’s incentives, the need for self-expression, the aspira-
tion for prestige, parents’ encouragement, and easier studies.

Note: Respondents could choose several answers.

Figure 1. Respondents’ learning motives
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The respondents were openly asked on their future expectations after
they had completed the course of studies. The teachers stated that higher
education gave them more self-confidence both at work and in the society;
they increased their professional competence and so met interesting people
in their social environment. Thus, we can say that the respondents linked
the use of their studies with the human social values rather than with the
material ones. They perceived their studies as a process of perfecting their
experience, gaining knowledge and skills, and broadening the outlook and
interests.

In the second stage of the research the day students’ motives for choosing
music teaching studies were revealed. The choice of profession is a complex
phenomenon which is predetermined by various motives. It (the choice of
profession) is the choice of a particular professional activity which is closely
related to the person’s interests, abilities, possibilities and labour market
demand (McPherson, O’Neill 2010). On the basis of other researchers’ work
(Jovaiða 1981, Kregþdë 1988), six groups of motives have been selected
such as the motives related to professional goals, higher education, cognitive
motives, personal motives, other people’s influence and others.

Figure 2. Educational and personal motives

Three fourths of the respondents (Figure 2) find cognitive motives highly
important: the desire to study music (74,8%), the desire to be engaged in
musical activity (73,9%), the desire to gain music teaching knowledge
(72,2%). Emilija Rodzevièiûtë (2008) states that educational motives enrich
the person through his profession.

The enjoyment of one’s activity helps the person to perfect continuously–
the person is not satisfied with his knowledge and achievement, but keeps
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gaining knowledge which leads him to perfection as a personality. This can
be proved by the fact that students desire to broaden their outlook and
knowledge. The research data show that students’ musical abilities and
interests are very important (66,1%). Having no abilities and interests, the
person is unable to achieve the goals he was determined to, that is why they
help him in going in for certain activity. Constant and active interests are
among the most significant preconditions to achieve success.

Figure 3. The motives related to professional purposefulness and
aspiration for a higher education1

Analysing the motives related to professional purposefulness (Figure 3)
we can state that musical abilities and skills motives are very important to the
students (54,8%). So is the enjoyment of working with children (52,2%). We
can also say that the motivation to become a teacher is rather strong because
more than half of the students have a significant professional purposefulness
having chosen music teacher’s profession at Lithuanian University of Educa-
tional Sciences. Our research data are similar to those achieved by foreign and
Lithuanian scientists’ research (Whitbeck 2000, Kontvainas 2011) in which

1 LEU (also in other Figures) – Lithuanian University of Educational Sciences.
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they say that the most significant motives for students who have chosen the
teacher’s profession are: love for children, the desire to work with them and
the desire to become a teacher. More than two thirds of the respondents said
that aspiration for a higher education was of great importance (67,0%). In
some scientists’ research (Abramauskienë, Kirliauskienë 2008, Rodzevièiûtë
2008) this motive is said to be the most important. This proves the students’
choice of their social status and place in social life. Friends’ influence is the
least important for the future music teachers. 77,4% of the respondents indi-
cated it as unimportant, 13,9% – stated it was important and only 8,7%
thought it to be very important. It turned out that 68,7% of the students did
not expect easier studies at Lithuanian University of Educational Sciences
than in other higher education institutions and a similar number of people
did not try to enter other universities (60,9%). More than a half of the respon-
dents found the popularity of music studies at Lithuanian University of Educa-
tional Sciences (56,5%), information in the media and on the internet, Lithu-
anian University of Educational Sciences Open Door Days (53,9%), parents’
and relatives’ influence and family traditions (52,2%) of little importance.

Figure 4. The motives related to other people’s influence
and other motives

The research analysis shows that a greater number of the students have
well considered the choice of their profession. The choice was influenced
much more by the inner motives – the desire to gain knowledge, by the
aspiration to acquire higher education, to enjoy musical activity and also by
their musical abilities and interests.
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Conclusions

1. The music teaching students of Lithuanian University of Educational
Sciences chose their profession paying great significance to the educa-
tional motives: the desire to study music as a subject, the desire to indulge
in musical activity, and the wish to become professionally more compe-
tent in music teaching, one’s purposefulness, musical abilities and skills,
and the enjoyment of working with children were also considered impor-
tant. More than two thirds of the respondents found the aspiration for
higher education of great importance. The influence of other people –
friends, parents, relatives, and family traditions were considered to be
the least important motives. The other less important motives were:
easier studies at Lithuanian University of Educational Sciences in compa-
rison with other institutions, the failure to enter other schools and the
popularity of music studies at Lithuanian University of Educational
Sciences.

2. The research data have also proved that the aspiration for higher educa-
tion is one of the most important motives and incentives. The other
motives are: the desire to gain knowledge, the need for raising one’s
qualification and competence, the desire to perfect oneself, to get a
diploma and wish to communicate with others. The motives for the
music teaching correspondence students are: the desire to perfect oneself
and gain knowledge, the confidence in the higher education as a value,
the realization of one’s abilities are more important than to primary
education students.

Iemesli mûzikas skolotâja profesijas izvçlei

Jolanta Abramauskiene,
Rasa Kirïauskiene

Kopsavilkums

Aktualitâte un problçma . Profesijas izvçlei ir ârkârtîgi liela ietekme uz
cilvçka turpmâko dzîvi. Veiksmîga profesionâlâ karjera ir iespçjama tad, ja
cilvçks apzinâs savus mçríus, ja izraudzîtâ profesija atbilst viòa personiska-
jâm interesçm un ir viòam patîkama. Profesijas izvçle ir nepârtraukts, ilgstoðs
process. Tas sâkas studiju gados un var turpinâties arî tad, kad studijas
pabeigtas un uzsâktas darba gaitas. Tâpçc ir kïûdaini uzskatît cilvçka profe-
sionâlo izvçli par vienreizçju rîcîbu, jo pastâvîgi mainâs gan pats cilvçks,
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gan arî profesijas saturs. Mûzikas skolotâja profesija ir izòçmums, jo izvçle
nodarboties ar mûziku tiek izdarîta jau agrînâ vecumâ. Muzikâli apdâvinâti
bçrni parasti uzsâk mûzikas instrumenta spçles vai dziedâðanas apguvi vai
nu mûzikas mâcîbas nodarbîbâs vispârizglîtojoðajâ skolâ, vai specializçtâ
mûzikas skolâ. Mûzika pieprasa lielu atdevi un daudz darba. Mûzikas studijas
parasti tiek uzskatîtas par specifisku augstâkâs izglîtîbas priekðmetu. Pirms
to uzsâkðanas augstskolâ abiturientiem jâkârto eksâmeni, kuros profesionâlu
mûziíu veidota komisija pârbauda viòu îpaðâs muzikâlâs spçjas un prasmes
un atlasa labâkos. Abiturientiem mûzikas skolotâju specialitâtç arî jâraksta
motivâcijas kontroldarbs. Katrâ ziòâ vçlçðanâs specializçties mûzikas mâcî-
ðanâ kâ profesijâ liecina par apòçmîbu studçt neizsmeïami plaðu, bagâtu un
sareþìîtu jomu.

Strâdâjot pie ðî pçtîjuma, nâcâs konstatçt, ka pagaidâm nav zinâtnisku
rakstu par mûzikas skolotâja profesijas kâ specialitâtes izvçles iemesliem
Lietuvâ. Tâpçc tik bûtiski ir izpçtît studçjoðo uzskatus par mûzikas skolotâja
profesiju un iespçjamo viòu personîbu evolûciju studiju laikâ. Ðâda veida
pçtîjums atklâj topoðo mûzikas skolotâju prioritâtes un tâdçjâdi ïauj ieviest
nepiecieðamâs izmaiòas studiju programmâ. Pçtîjuma mçríis: izpçtît mûzikas
skolotâja profesijas izvçles iemeslus. Pçtîjuma uzdevumi: noteikt mûzikas
skolotâja profesijas izvçles iemeslus mâkslas bakalaura studiju programmâs;
atklât topoðo sâkumskolas un mûzikas skolotâju motivâciju neklâtienes stu-
dijâm. Pçtîjuma metodes un respondenti: zinâtniskâs literatûras avotu izpçte,
Lietuvas Izglîtîbas zinâtòu universitâtes studçjoðo aptauja un testçðana, pçtî-
juma datu kvantitatîvâ (Microsoft Excel  un SPSS programmas) un kvalitatîvâ
analîze. Pçtîjumam par mûzikas izglîtîbas studiju izvçles iemeslu nozîmîbu
tika izstrâdâta îpaða anketa. Pçtîjuma pirmais posms ilga no 2006. lîdz
2007. gadam; tajâ piedalîjâs neklâtienes studenti – 121 topoðais mûzikas
skolotâjs un 64 nâkamie sâkumskolas skolotâji. Pçtîjuma otrais posms nori-
sinâjâs no 2009. lîdz 2013. gadam; tajâ piedalîjâs 115 Lietuvas Izglîtîbas
zinâtòu universitâtes studçjoðie, kas apgûst mûzikas izglîtîbas studiju kursu.

Secinâjumi. Lietuvas Izglîtîbas zinâtòu universitâtes studçjoðie izvçlas
mûzikas izglîtîbas studiju kursu, ðâdu iemeslu rosinâti: vçlçðanâs studçt mû-
ziku kâ mâcîbu priekðmetu; vçlçðanâs nodoties muzikâlai darbîbai un vçlme
vairot profesionâlo mûzikas mâcîðanas kompetenci; svarîga ir arî mçrítiecîba,
muzikâlâs spçjas un prasmes, patika strâdât ar bçrniem. Vairâk nekâ divas
treðdaïas respondentu par svarîgu uzskata tiekðanos iegût augstâko izglîtîbu.
Citu cilvçku – draugu, vecâku, radinieku – ietekme un ìimenes tradîcijas
uzskatîtas par mazsvarîgâkiem iemesliem. Pârçjie anketâs minçtie mazâk-
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svarîgie faktori bija ðâdi: studçt Lietuvas Izglîtîbas zinâtòu universitâtç ir
vieglâk nekâ citâs augstskolâs; nav izdevies iestâties citâ augstskolâ; Lietuvas
Izglîtîbas zinâtòu universitâtç piedâvâtâs mûzikas studijas ir populâras. Citi
minçtie iemesli: vçlçðanâs iegût zinâðanas, nepiecieðamîba paaugstinât kvalifi-
kâciju un kompetenci, vçlme pilnveidoties, iegût diplomu un vçlme kontaktçties
ar citiem cilvçkiem. Neklâtienç studçjoðo minçtie iemesli ir vçlme pilnveidoties
un iegût jaunas zinâðanas, pârliecîba par augstâko izglîtîbu kâ vçrtîbu, savu
spçju realizâcija.

Atslçgvârdi: skolotâju apmâcîba, profesionâlâ izvçle, mûzikas pedagogs,
izvçles iemesli.
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